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The purpose of the article is to identify the specifics of the interpretation of W. Shakespeare’s plays Hamlet (1997),
Macbeth (1999) and Othello (2000) by director E. Nekrosius, as well as to analyse the features of his creative methods and
techniques. The research methodology. An interdisciplinary approach and the following scientific methods were applied.
Typological-structural method is to structure the basic principles of synergies between peculiar elements of the director’s
tools of E. Nekrosius; the method of art history analysis is to identify the specifics of the main components of the directorial
activity of E. Nekrosius, as well as to determine his contribution to the development of contemporary European theatre art;
a method of artistic and compositional analysis of stage works is to justify the relationship between the director and the
author of a dramatic work in the context of the formation of an artistic and integral canvas of a dramatic performance and
other. Scientific novelty. The features of the techniques and methods for E. Nekros$ius’s directing have been determined on
the basis of the art criticism analysis of the plays Hamlet, Macbeth and Othello by W. Shakespeare; the unique and ambiguous
use of metaphors and symbols by the director has been described. The specificity of innovative concepts and traditional
methods of theatre directing by E. Nekrosius has been revealed; the structure and levels of scenic imagery in the interpretations
of Shakespearean tragedies in the context of the transformation of the expressive means of theatre directing were examined
and analysed; an art historical analysis of the elements of directorial expressiveness used by E. Nekrosius was carried out in
the process of their transformation into compositional poetical and formative means. Conclusions. The director’s interpretation
of the Shakespearean tragedies Hamlet, Macbeth and Othello by E. Nekrosius testifies to the dominance of his fundamental
principle of creativity — the ability to convincingly and symbolically represent the relationship between ethnic Lithuanian and
world culture, positioning contact with the dramatic text of W. Shakespeare as the most important factor. In the creative
activity of E. Nekrosius, the symbolic in the object prevails over the word. The metaphors with which the director constructs
a complex space of performances are ambiguous, they undergo a variety of interpretations and levels of reading. The same
symbols and signs are constantly presented to the viewer with different perspectives. Each object on the stage is a sign and
symbol, meaning holder.
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Introduction

Creative activity of the famous Lithuanian director E. NekroSius (1952-2018) at the turn of the 2021+
centuries showed that he is one of the leading European theatre directors of our time, which is associated with
the success of the Shakespearean tragedies production — the performances Hamlet (1997), Macbeth (1999)
and Othello (2001), which received high awards from international theatre festivals for best production and
direction.

The creation of visual metaphors based on the literary source is a distinctive feature of E. Nekrosius the-
atrical direction, which is characterized by extremely developed complex forms. He reveals the world of the
hero with all the elements of action in space and time of performance, referring to the Jung archetypes, carnival
and tragedy, but presenting them in an unusual, non-standard form.

The relevance of the study is associated with the need to understand the creative concepts of E. Nekrosius,
the specifics of his use of traditional and innovative directorial techniques and methods in the context of theat-
rical art development of the late 20™ — early 21* century.

The scientific novelty of the study lies in the fact that it reveals the features of directorial techniques and
methods of E. Nekrosius based on an art review of Hamlet, Macbeth and Othello performances by W. Shake-
speare; describes the unique and ambiguous use of metaphors and symbols by the director; reveals the innova-
tive concepts and traditional methods specifics of E. NekroSius theatre direction; conceptualizes the structure

© Iryna Ivashchenko, 2019

71



CIHEHIYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 41 ¢ ISSN 2616-4183 (Online)

and levels of stage imagery in the interpretations of Shakespearean tragedies in the context of theatre direction
expressive means transformation; analyses elements of directorial expressiveness used by E. Nekrosius in the
process of their transformation into compositional poetical and formative means.

The creative activity of one of the leading theatre directors in the world of the late 20" — early 21 century
E. Nekrosius attracts the attention of many foreign and native researchers. For example, A. Maltseva in her
research article “The performance of Eimuntas Nekrosius as a director’s play” (Maltseva, 2010) analyses the
director’s involvement in “performing” — creating an image in front of the viewer, positioning the stage world
of E. NekroSius as a director’s play. I. Rukhliada (2016) in the research paper “Features of the directing of
Eimuntas Nekro$ius” defines some aspects of the director’s activity of the artist. Foreign scholars C. Pagani
(Pagani, 2002) in the article “Macbeth play on the stage of the NekroSius theatre” and P. Chura (2001) in the
publication “Reclaiming Shakespeare: Eimuntas Nekros$ius’s Lithuanian Othello” and others more thoroughly
explore the issues of E. Nekrosius directorial activities. However, Nekrosius theatre phenomenon, the specif-
ics of the director’s methods and techniques of the artist remain insufficiently studied and require thorough
research from the perspective of modern art history.

The purpose of the article

The purpose of the article is to reveal the specifics of the director’s interpretation of Shakespeare’s plays
Hamlet, Macbeth and Othello by E. NekroSius.

It is planned to consider the features of the directing techniques and methods of E. Nekrosius based on
the art review of Hamlet, Macbeth and Othello performances by W. Shakespeare, to characterize the director’s
unique and meaningful use of metaphors and symbols, as well as to reveal the specifics of innovative concepts
and traditional methods of E. NekroSius theatrical direction.

Research methodology. An interdisciplinary approach was applied, which allowed a comprehensive
examination of E. Nekrosius direction phenomenon. To solve formulated tasks, general scientific and specified
scientific cognition methods were used: typologically-structural (to identify and structure classification of the
basic principles of the relationship between specific elements of E. Nekrosius direction tools) a method of art
review (to identify the specifics of the main components of E. NekroSius director’s activity and the artist’s
contribution to development of contemporary European theatrical art); a method of artistic and compositional
analysis of stage plays (to justify the relations’ system between the director and the author of a dramatic work
from the point of view of an artistic and integral dramatic performance formation), etc.

Presentation of the main material

Innovative ways of expression, a unique worldview and vision of theatrical space, dramatic composition
of character direction, establishing connections with modernity, performance autonomy as works of art, orig-
inal, many-sided, emotionally influential metaphors and characters distinguished E. Nekrosius’s plays during
the time of his work at the State Youth Theatre of Lithuanian (1977-1991). In 1998, the director created his
own theatre Meno Fortas, the first years of which were marked by the premieres of famous Shakespearean
tragedies — Macbeth (1999) and Othello (2001), as well as the staging of the play Hamlet — a staging by
E. Nekrosius for the Lithuanian International Life Festival in 1997, where the artist offers innovative, uncon-
ventional conceptual solutions for theatrical direction and scenery.

Contemporary and foreign art and theatre experts consider as the characteristic features of E. Nekrosius
direction the active use of the scene study method during play production; pronounced metaphoricity and
symbolism; “play with a thing”; the presence of direct and figurative meanings; musicality; flexibility; “vivid”
improvisation and vivid acting ratings; rich and multifunctional use of natural materials (sand, water, fire, ice,
etc.), as well as unique poetry (Rukhliada, 2016, p. 1000).

In order to identify and comprehend the specifics of directorial techniques and methods of E. Nekrosius,
the article uses the concept of “multiagent effects” — an allegorical concept. The performances of the Shake-
spearean tragedies by the Lithuanian director are considered as complex art systems, interacting, but independ-
ent (“multiagent”) processes that are created and coordinated by the artist. According to the Italian director
E. Barba (Odin Teatret, Denmark), Hamlet is a play that made the name of E. NekroSius well-known in the
European theatre society.

E. Nekrosius stated that the theatre director “must know how to read the production vertically, as if it
was a musical arrangement” (Valentini, 2000, p. 50), because, in his opinion, the performance should “speak”
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at several levels thanks to the use of meaning systems to achieve a combined, single effect. For example,
a powerful musical score develops simultaneously with many sound effects, expanding the range of non-verbal
audio messages from the director to the viewer.

The elegant use of fire, water and soil is the characteristic feature of E. Nekrosius directorial style: “I don’t
think about pagan culture, but I spend a lot of time in a Lithuanian village constantly seeing fire, water and
soil, so it’s natural for me to use them in productions. Such an environment is closer to me” (Valentini, 2000,
p- 50). In Hamlet’s monologue, the director creates an extraordinary atmosphere of suffering in which thoughts
of suicide take on much more meaning than a philosophical hypothesis. A. Mamontovas (Hamlet) plays under
a chandelier, which is made of ice crystals and burning candles — hot wax and ice water drip onto him during
the entire monologue. The white shirt that the ghost brought to his son turns out to be paper — it falls apart on
Hamlet, like a wet napkin. According to the director conception, suicide under such conditions seems to be
a fairly calm alternative to Prince of Denmark.

Critics noted that the whole world of the Hamlet play is riddled with “the frozen idea of revenge, a total
icy ghost that appears everywhere, at the tempo that slows down, in voices that whisper from nowhere, in the
defencelessness of life, in the absence of a difference between alive and dead characters (Pesochinskii, 2018).

The director seeks to express maximum meaning with minimal use of stage means. Thus, there are defi-
nitions with many meanings in a continuous bias of the value from one semantic field to another. A symbol,
like an image and colour, has a double meaning, physical and mental reality. According to D. Raboni (1997),
the director performs the production together with Empedocles (a representative of mechanical materialism in
ancient philosophy who professed the philosophy of fire) and Ballard, referring to the classical teachings of the
Persocrats, spreading symbols around four elements (water, air, soil, fire) of naturalists’ philosophical tradition.
The Italian theatre critic focuses on the fact that the productions of E. Nekrosius are deprived of the trivially
symbolic: “objects, images and movements are to some extent inevitable as elements of symbolic necessity...
the astonishment with which we perceive them is immediately doubled by the feeling of fatality, as if our sub-
conscious already struck by them” (p. 29).

The philosophical stage of E. Nekrosius recalls and evokes an atmosphere of archaic, mythological times,
a pre-Socratic state in which four elements are combined. K. Pagani (2002) notes that the indicated directorial
technique for specific metaphors is very appropriate precisely in the process of Shakespearean dramaturgy pro-
duction — verbal scenery or “scenes” of his tragedies go back to the ancient art of memory (p. 7). The memory
theatre is a rhetorically imaginary mean that contributed to the materialization of mental phenomena and their
transformation into words (the Shakespeare Globe Theatre was modelled on it). In the Macbeth play — a drama
of conscience — dramatic intervention in the text was carried out by strengthening the narrative, concentrating
it on the two main characters — Macbeth and Lady Macbeth, in whose images the feelings are polymorphically
balanced with other components. According to V. Valentini, the narrative breath of E. Nekrosius productions
approaches the breath of the novel, since its nonlinear time takes place in several orders or “temporary poly-
modality” (Valentini, 1999, p. 88).

Staging of Shakespearean tragedies by E. Nekrosius does not provide an unambiguous and rationalistic
interpretation — they are based on magic, mysterious, mystical and esoteric. The visual context of the director
never disappears, but an original is visible through it, revealing to the viewer the specifics of the director’s
rethinking of the work in parallel with the representation of the author’s idea.

In Macbheth by E. Nekrosius, Shakespearean tragedy is presented outside the framework of the codified
tradition, distinguished by the presence of aesthetics, philosophy, emotion and cosmology. The visual element
is represented by extremely strong image symbolism. Theatre critics defined the stylistic mixture and the aes-
thetic concept of the director’s performances as the style of the “baroque barbarian” — “this is the style that,
when emptied, makes the production material dense, inspired and deformed. In this magical environment, the
director fleshes out the sharp parables about two vulnerable creatures who cannot restrain the mind and feel-
ings in contact with powers. He does not judge the reality of ghosts or the morality of his heroes, emphasizing
that crime can never be justified” (Bloom, 1999, p. 145).

In his interpretation of Macbeth, E. Nekrosius created a picturesque universe, the elements of which are
wood, stones, water, smoke, metal and mirrors. The aesthetics of silence dominates there, more vibrant than in
other directorial productions of Shakespeare’s plays.

The main symbols of the performance, which have extremely strong dramatic significance, are a tree (the
personification of wisdom and superhuman knowledge, which the main characters lost, as once Adam and
Eve; during the banquet scene, Banquo’s shadow is represented by the tree), stones (in Christian symbolism
they are associated with the death penalty — it is not by chance that the main character constantly finds himself
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under a cascade of stone rain; in the main episode, when he reflects on the murder alone, the scene is covered
with stones, symbolizing the burden of sin) and a mirror (the most disturbing metaphor, a demonic instrument,
a symbol that appears in one of the visions caused by the witches, and when Macbeth decides to kill Duncan,
he does this by directing the dagger into the mirror): “the eternal story of Macbeth and his bloody crown is
presented like in a dark mirror” (Colomba, 1999). It is the mirror that is associated with the demonic and mag-
ical tradition, evil superhuman abilities: “in the background the mirrors are covered with an imitation of fairy
castles, and two chests hang from the ceiling, which, combined with requiem music and birds chirping, convey
the boredom of the passing time” (Quadri, 1999, p. 13).

The Italian critic V. Valentini, reflecting on the use of sound characteristic by E. NekroSius, emphasizes
that in his theatre hidden means of expression perform a function in which voices, whispers, cries are inter-
twined with opera arias, familiar quotes from classical works and specific nature sounds, which combines
action and gives the play a plasticity, painting its moods in grotesque and lyrical tones (TuliSevskaité’s, 2000,
p. 54).

For example, in Othello, the sounds of rain, thunder, a fiery wind, seagulls, doors that open and close, the
sound of water, the sound of the piano, trumpets and squeezebox played by actors and a recorded symphonic
score, are used by the director with different intensities in order to focus on temporary shifts in drama, showing
psychological changes.

The movements of the actors are intensified, turning into powerful and intriguing postmodern dances.
According to critics, the choice of E. Nekrosius for the role of Desdemona the 24-year-old Lithuanian ballet
star E. Spokaité emphasizes the obvious contrast of generations between the main characters and allows Des-
demona to express strong emotions by means of choreographic expressiveness — her graceful movements are
contrasted with Othello’s soldierly appearance (V. Bagdonas). “The strong sexual nature of love between Oth-
ello (Bagdonas) and Desdemona (Spokaité) is prompted in an erotically protracted duet that includes themes
of violence and tenderness, domination and submission” (Chura, 2001, p. 26). Since forces that are beyond her
control or understanding repel Desdemona from Othello, she uses dance to restore her power over the man.

Dominant in this performance are visual symbols: a significant number of metaphors (for example,
Othello’s sword), the contrast between light and dark, doors that do not open, four elements and opposite col-
ours have universal significance.

According to theatrical critic G. Vasinauskaite, Othello by E. NekroSius is “a representation of visual con-
trasts — black and white, movement and stasis, horizontal and vertical”’; the reviewer highly appreciates the in-
terconnection of many forms of metaphors and their expediency as an expression of the general plan of the play
(Vasinauskaité, 2000, p. 3). However, some art experts reject the director’s “generic eclecticism”, claiming that
his efforts to “strengthen” or “materialize” the drama — a form of disguise and an insignificant substitute for
the dramatic effect - a brutal attempt to indicate a meaning that is not actually presented on the stage. P. Chura
emphasizes that there is more than one active locus of drama in the play — since not all of the many symbols
and actions in the production are interpreted by the viewer - their influence is maximum at the subconscious
level, the director pays considerable attention to textual substantiation (Chura, 2001, p. 28).

P. Chura notes that the dramatic text of W. Shakespeare is only one of many instruments that E. Nekrosius
used to convey meaning, and this fact is emphasized by long moments of silence in Othello play — the play
develops slowly, and with more than four hours of production timing less than half is reading the text (Chura,
2001, p. 29). The director uses the “play in play” technique in the process of staging which is built on an ac-
tive ensemble movement to music or other sounds, as well as pantomimic rather long episodes taking place in
silence: “Silence seems to the viewer as an appropriate moment of expression, combines sensations, feelings,
comprehension, abstract and allegorical that describes and organizes the modern classicism of the Nekrosius’s
theatre” (Valentini, 2000, p. 51).

Since the directing of E. NekroSius is aimed at supporting and preserving the national culture (in one
of the interviews, the director emphasizes that he does not believe in a multicultural orientation, and people
should develop their roots in their own culture, deeply immersed in it) (Valentini, 2000, p. 51), he organically
combines objects of traditional ethnic Lithuanian culture with other elements of the director’s typical dramatic
vocabulary (we have in mind four main elements — soil, air, fire and water). Lithuanian gelds are traditional
wooden mills; in the performance they are the most universal requisites, since all the elements are embodied
in them.

The uniqueness of the author’s interpretation of E. NekroSius is manifested in the fact that he positions
Othello’s insecurity not as a result of his marginal social status: the director emphasizes that the protagonist is
a soldier, not a moor from Venice (the skin colour of the actor does not change).
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Macbeth play by E. NekroSius was criticized by critics as an illusive interpretation of W. Shakespeare,
touching on metaphysics — “metaphysical dream in black” (Marescotti, 1999, p. 7).

The Shakespearean tragedies directed by E. NekroSius are distinguished by their symbolic attention to
natural elements and their altered states. This almost magical alchemical operation affects the energetic state: if
in Hamlet the demiurges of action are ice water, and fire turns into black dust of coal, and in Othello shapeless
and airy objects such as water and wind dominate, then in Macbeth attention is paid to the earthly element,
which is personified by wood and stones. State-changing objects become carriers of the primary power of el-
ements, metaphors, the conveying of meaning, preserving the effect of occult presence — the director creates
a unique atmosphere in which wood seems to be the most durable material.

Conclusions

The Nekrosius’s interpretation of Shakespeare’s tragedies Hamlet (1997), Macbeth (1999) and Othello
(2000) speaks for the dominance of his fundamental creativity principle — the ability to convincingly and sym-
bolically represent the relationship between ethnic Lithuanian and world culture, positioning contact with the
dramatic text of Shakespeare as an essential factor. In the creative activity of E. NekroSius, the symbolic in the
object prevails over the word. The metaphors with which the director builds a complex space of performances
are ambiguous, they undergo a variety of interpretations and levels of reading. The same symbols and signs
are presented to the viewer with different perspectives; each item on the stage is a sign and symbol, a carrier
of meaning.

The prospects for further researches are a comprehensive review of E. NekroSius’s directorial activities
from the perspective of contemporary art history.
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EKJIEKTUYHICTD | Isamenxo Ipuna Biraniisaa
«MVYJIIBTUATEHTHUX E®EKTIB» | Joyenum, sacnyscenuii disu mucmeyme Yrpainu,
B IHTEPIIPETANISNAX | Kuiscoxuii nayionanvuuii ynisepcumem
HIEKCIIPIBCBKHUX TPAFEI[Iﬁ Kyonypu i Mucmeyms,
PEXUCEPA E. HAKPOIIYOCA | Kuis, Yrpaina

Mera ctarTi — BusBUTH criertudiky inteprperamii i’ ec B. [ekcmipa «"amer» (1997), «kMakder» (1999) Ta «OTtemnmo»
(2000) pexwucepom E. HsxpomrocoM, mpoaHaii3yBaTH OCOONMMBOCTI HOTO TBOPYMX METOMIB i MPHHOMIB. MeTomomoris
JOCHI/DKEHHS. 3aCTOCOBAHO MDKIUCHIWIUTIHAPDHAN TIIXiJ 1 Taki HAayKOBI METOAM: THIIOJNOTIYHO-CTPYKTYpPHUH (Uit
CTPYKTYpyBaHHSI OCHOBHHMX ITPUHIIUITIB B3a€EMO3B’ 3Ky €IIEMEHTIB pexKrcepchKoro incTpymenTapito E. Hsxpormioca); meton
MHCTEITBO3HABYOTO aHAI3Y (JIJ1s1 BUCBITJIICHHSI CIICIIM(IKU OCHOHHX CKJIaTHUKIB pexucepchKol nisutbHOCTI E. Hsikporroca);
METOJI Xy/I0)KHBO-KOMITO3UIIIHHOTO aHaj i3y CLEHIYHMX TBOPIB (Uil OOIPYHTYBAaHHS CHCTEMH B3a€EMHH MIXK PEKHCEPOM
Ta aBTOPOM JPaMaTHYHOrO TBOPY B KOHTEKCTI (POPMYBAaHHS XyIOKHBO-IJTICHOTO MOJIOTHA JPaMaTUYHOI BUCTaBH) U iH.
HayxoBa HOBI3HA. BrsiBIIeHO 0cOOMMBOCTI pekncepchkux mpuiiomis Ta MetofiB E. Hsxporroca Ha 0CHOBI aHATi3y BUCTaB
«[amire», «MakbeT» Ta «Otemio» B. Illekcripa; oxapakTepr30BaHO YHIKaJIbHE it 0araro3HauHe BUKOPUCTAHHS PEKHUCEPOM
MeTadop Ta CHMBOIIIB; 3°ICOBAHO CIEIM(iIKy HOBATOPCHKUX KOHIICHIIN 1 TPaIUIiIHHIX METOMIB TeaTPaIbHOI PEXKUCYPU
E. Hskpouroca; po3missHyTO CTPYKTYpy Ta piBHI CLEHIYHOI O0Opa3HOCTI B iHTEpIpeTamisix MIEKCIPIBCBKUX Tparein
y KOHTEKCTI TpaHc(opmallii BUpaKaJIbHUX 3aC00IB TEaTpaabHOI PEIKUCYPH; 3MIHCHECHO aHAJi3 CIIEMEHTIB PEKUCEPCHKOT
BupazHocti E. Hsxpourtoca. BucHoBku. [HTeprperanisi mekcnipiBebkux Tpareaiid «[ammer, «Makber» Ta «Otemno»
E. HsaxpormrrocoMm 3acBimdye JAOMIHYBaHHS OCHOBOTIOJIOKHOTO TPUHIIUITY HOTO TBOPUYOCTI — 3AATHOCTI TMEPEKOHJINBO
1 CHMBOJIYHO PENpe3eHTYBATH B3a€MOBITHOCHHH MK €THIYHOIO JINTOBCHKOIO 1 CBITOBOIO KYNBTYPOIO, ITO3HIIIOHYIOUN
KOHTAKT i3 apamaruganM Tekctom B. Illekcmipa sk HamBaknmmuit daktop. Y TBopuocti E. Hsakpormoca cumBomidae
B 00’€KTI IpeBaIOe HaJ| CIOBOM. MeTagopH B MOCTAaHOBKAX pekrcepa Oararo3HavHi, BOHH MiATal0ThCSl PI3HOMAHITHIM
IHTeprpeTanisam Ta piBHAM npounTaHHs. OJHi i Ti )X CHMBOJIH Ta 3HAKH IPEJICTaBIICH] IIsiady 3 PI3HUMH TIePCIEKTHBAMHY;
KOXKEH TIPEIMET Ha CIIeHI — 11e 3HaK Ta CUMBOJI, HOCIH 3HAaYEHHSI.

Kniouosi cnosa: E. Hsikpoliroc; TearpaibHa peKUCypa; IHTepIpeTallis; ekiekTrka; npamarypris B. [llekcripa

IKIIEKTUYHOCTD | Usamenko Mpuna BuranseBHa
«MVYJIBTUATEHTHBIX DODPEKTOBY | Joyenm, sacnyscennviii deasmens uckycemes Ypautivi,
B UHTEPIIPETAIUMMW | Kuescruii nayuonansholii yuusepcumem
HIEKCIIMPOBCKUX TPATEIAUM | xyromypor u uckyccms,
PEXKUCCEPA 3. HAKPOIIIOCA | Kues, Yxpauna

Lens cTaTey — BRIIBUTH crienuuky uaTeprperarmu neec Y. [lexcmmpa «'ammer» (1997), «Maxber» (1999) u «Otemnmo»
(2000) pexwuccepom D. HsxpomrocoM, TpoaHaTH3HpOBaTh 0COOCHHOCTH €ro TBOPYECKUX METOIOB M MPUEMOB. MeTOmOIOTHs
nccnenoBanys. [IpuMeHeH MEXANCUMIUIMHAPHBIA IOAXOX W TaKHe Hay4HbIE METOJbL: THUIOJOTHYECKH-CTPYKTYpPHBIA
(UL CTPYKTYpHUPOBaHHUSI OCHOBHBIX IPUHIMIIOB B3aUMOCBSI3H MEXIy CIEHU(PUYECKUMH 3JIEMEHTaMH DPEKHCCEPCKOTO
uHCTpyMeHTapust O, Hskpomroca); METoi HUCKYCCTBOBEAUYCCKOTO aHaim3a (U1 OCBEIICHHS CICIM(DUKH IJIAaBHBIX
COCTaBIISIIOIINX PEXKUCCEPCKOH AesiTennbHoCTH O. Hsikporioca, a Takxke orpesiesieHHe ero BKJIaia B pa3BUTHE COBPEMEHHOTO
€BPOIIEICKOr0 TeaTpabHOTO UCKYCCTBA); METOJI Xy/IOKECTBEHHO-KOMITO3UIIMOHHOTO aHAIM3a CIIEHUYECKHUX MPOU3BEICHHUI
(st 000CHOBaHWSI CHCTEMBI B3aMMOOTHOILIECHHH MEXKTY PEKHCCEPOM M aBTOPOM JIPAMaTHYECKOTO IIPOU3BEACHUS
B KOHTEKCTE (DOPMHPOBAHMUS Xy/IO’KECTBEHHO-IIEILHOTO TOJIOTHA APAMATHYECKOTO CIEKTakis) u Ap. Haydnas HoBH3Ha.
BeIsiBIIeHBI 0COOCHHOCTH PEKUCCEPCKUX MPUEMOB U MeToz1oB O. Hsikporroca Ha ocHOBe aHanm3a crekTakieil «ammer,
«Maxkber» n «Otemto» VY. lllekcrninpa; oxapakTepH30BaHO YHHKAJIbHOE M MHOTO3HAYHOE HCIOJBb30BAHUE PEKHCCEPOM
MeTadop U CUMBOJIOB; BEISICHEHA CIEI()HKa HOBATOPCKUX KOHLIETIIMI U TPaJUIIMOHHBIX METOJIOB T€aTpaJIbHON PEXKUCCYPBI
3. Hsikportoca; paccMOTpeHa CTPYKTypa U YPOBHH CLIGHHMYECKOWH 00pa3HOCTH B MHTEPIIPETAIMSIX IIEKCIIMPOBCKHUX TpareJui
B KOHTEKCTE TpaHC(OPMAILMM BBIPA3UTEIBHBIX CPEICTB TEATPATBbHOM PEKHUCCYPBI; OCYIIECTBIECH aHAIN3 3JIEMEHTOB
peKHccepcKkol  BBIpasuTeNnsbHOCTH . Hsakpomroca. BreBomsl. MHTepmperanmss MIEKCIHPOBCKUX Tpareamii  «l amiery,
«Maxkber» n «Otemo» D. HAKpOIIIocCOM CBHIETENBCTBYET O JOMHHHPOBAHWM OCHOBHOTO IIPHUHIIMIIA €r0 TBOPYECTBA —
CITOCOOHOCTH yO@IUTENIHbHO U CHMBOJIMYECKH TIPEICTABISTH B3aMMOOTHOIIICHHST MEX/Ty 3THUUECKOH JIMTOBCKOM M MUPOBOH
KyJIBTYPOH, TIO3MIIMOHUPYS KOHTAKT ¢ JpaMarndeckuM TexctoM Y. Illexcnmpa kak BaxHeimmi Qaxrop. B TBopuectse
3. Hsixportoca CUMBOIMYECKOE B 00BEKTE MPEBATUPYET HaJl CIOBOM. MeTadophl B TOCTAaHOBKAaX PEXKHCCEpa MHOTO3HAYHEbIE,
NMOAJar0IIHECs paSHOO6pa3HI)IM HUHTEPIIPETALAM U YPOBHAM ITPOYTCHUA. OIIHI/I 1 TC )K€ CUMBOJIBI 1 3HAKU TPEACTABIICHBI
3PUTEIIO C PA3IMYHBIMU MIEPCHIEKTHBAMH; KaXIbIH IPEAMET Ha CLIEHE — 3TO 3HAK M CUMBOJI, HOCUTEIb 3HAUCHHUS.

Knrogessre ciioBa: O. Hakpomtoc; TeaTpaibHas pexxuccypa; MHTSPIpETaIyst; SKIeKTHKa; qpamaryprus Y. [llekcrmpa
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