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Today, art studies on the theory, history, and stage setting are quite compound. National science lacks specialized subject
and systematic studies aimed at examining the experience of using animal motifs — as the use of non-performing animals on
stage as a specific element — in the production design of performing arts. The purpose of the article is an art analysis of the
animal motifs in the scenic design of theatre production from antiquity to the present. The research methodology is the
traditional art methods: historical-cultural, historical-attributive, reconstructive-model, chronological descriptions, which
provide the explaining of the figurative transformation of animal motifs in the scenic design of theatrical production. Animal
motifs in the system of scenic design are first considered in scientific terms, which shape the scientific novelty. The author
draws the following conclusions: scenic design has a dual nature belonging to both the design and performing arts; the
perception of animate motifs in the scenic design carries aesthetic and/or emotional pleasure to the public as animals
improvise unpredictably, and again they begin to dominate at scenic design of the theatrical production; ways of involving
animals in scenic design can be organized by functional purpose: animals as a component of scenic design, animals as game
design requisites, animals as living sets, animals as participants in the stage action; animal motifs have functional features in
the scenic design of dramatic performances.
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Introduction

The concept of design is relatively young and today is freely used in all arts, including the performing
arts. The object of design can be almost any new technical industrial product in any area of human activity,
where human communication is social and cultural. The concept of scenic design in the context of the artistic
design can be specified as a craft production in the performing arts, which serves the needs of people to con-
tact with this art in different forms — visual, sound, olfactory, and tactile.

With regard to the theoretical interpretation of the concepts of “design” and, in particular, the “scenic
design” in relation to the terms “theatre decorative art” and “scenography”, it should be noted that theatrical
science interprets the term “theatre decorative art” as synonymous for “scenography”, defining it as a “form
of fine art that builds the spatial and visual environment, visual image, place and time of theatrical produc-
tion” (Drak, 1984). Art history of the twentieth century states that the etymology of a word “scenography”
is derived from the phrase “scene” — Latin scene, Greek oxnvr, and “grapho” — Greek ypaym, which means
writing (“Stsenohrafiia”, 1984). However, it is worth considering an alternative opinion on the etymology of
the word “scenography”. According to the author’s updated version, the term comes from the English word
scenery, which means “decorations” in combination with the Greek “... graphic” (write, draw, paint), which
in compound words combined with other concepts (for example, “scenery”) forms the phrase “scenery paint-
ing”. A new insight into the etymology of the word causes it to be interpreted differently — to create an artistic
visual image of the play with actually scene painting. The conception of “scenography” as a “scene painting”
associated with an area of art in Ancient Greece — scenery, which implied an artistic combination of architec-
ture, sculpture, and painting, leads to a misunderstanding of the term - the decoration of the scene by various
expressive means, but not only painting ones.

In modern terms, the essence of multivariate ways of designing both the theatrical production and stage
is introduced by the term “scenic design”. Definitions of the term “design”, for example, the “scenic design”,
implies a broad and common concept of the artistic designing of stage space. Commonly, the design is speci-
fied for an artistic designing that has quality of the interconnection of the details provided to create a coherent
and effective unity. The effectiveness of such artistic designing is influenced by four limiting factors: the pro-
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perties of the materials that will be used, the influence of methods that will adapt these materials to applying,
the existence of the parts within the whole, and the impact of the whole on those who can see, use, or take part
in the design object. This article examines animal motifs as components of the scenic design of a theatrical
production.

At present, theoretical and practical studies on the theory, history and practice of stage setting can
be divided into issued areas into several directions: the historical evolution of Ukrainian scenography
(V. Berozkin, 1. Verykivska, H. Veselovska, D. Horbachov, N. Yermakova, O. Kliekovkin, N. Korniienko,
O. Krasylnykova, A. Lypkivska, L. Sokyrko, V. Fialko, V. Chechyk, and others); contemporary Ukrainian
scenography (O. Kovalchuk, O. Krasylnykova, O. Klekovkin, O. Ostroverkh, S. Trykolenko, and others);
involvement of world artistic experience in the Ukrainian scenography process (O. Antonova, M. Hromov,
A. Nikitina, T. Shekhter, and others); practical experience of Ukrainian scenic designers (D. Borovskyi,
M. Levytska, D. Lider, A. Petrytskyi, M. Frenkel, and others); technical equipment as an instrument of artis-
tic expresson and a means of implementation of the producers’ creative concept (V. Bazanov, V. Kozlinsky,
K. Iudova-Romanova, and others); issues of national component in Ukrainian design (V. Danylenko,
Yu. Diachenko, O. Hladun, M. Stankevych, and others).

Thus, it can be argued that there is a lack of art studies in the national science aimed at studying design
solutions that contain animal motifs in the design of the performing art productions. Animal motifs within the
use at a stage the animality as a key element of the production, in particular, of the performing arts are first
considered in scientific terms in the system of scenic design, which shape the scientific novelty of the research.

The purpose of the article

The purpose of the study is an art analysis of the animal motifs in the scenic design of theatrical produc-
tion from antiquity to the present.

Presentation of the main material

Mentioning the involvement of animals in the design of theatrical performances can be found in the
ancient world. The more the Roman Empire conquered countries, the more often there were processions
with a large number of war captives showing war trophy, including never-before-seen by the Roman public
exotic animals. Indeed, it is known that the inaugural ceremony of the Colosseum of Rome in 80 AD was
celebrated with festive events that were lasting for the 100 days running. Therein, there were numerous
performanceswiththebestiarii(“beastfighters”)andgladiators. Inbloodytheatrical performances, therewere found
“50 ostriches, 2 giraffes, 20 zebras, 15 moose, 100 deer, 20 elephants, 40 wild horses, 60 buffaloes, 6 croco-
diles in the canals” (Hrinchenko, 1897, pp. 16-17). In the amphitheatre, there was also practiced pitting wild
animals against each other: a rhino against an elephant, a panther against a bull, a bear against a boar and so
on. Subsequently, “hunters” who “hunted” for animals joined the performance. In such struggles, both hu-
mans and animals won. Further, to raise the audience’s adrenaline the prisoners and criminals appeared in
the arena, armed only with swords and knives, and hungry furious animals were put to them — “two hundred
hungry bears and four hundred lions, tigers and hyenas” (Hrinchenko, 1897, p. 18) that hit out ripped and ate
people. Note that these actions can actually be referred as theatrical executions. In this context, animals are
in fact both performers of theatrical blood-stained cruel staging and become an element of its artistic design.

Sometimes the criminals for the slaves’ guilt were also condemned to such theatrical execution, when
a person appeared in the luxurious arena, playing the lyre, personifying the legendary Greek Orpheus. It
seemed that nature itself was fascinated by its game: the rocks, listening, approached him, trees bent branches,
birds flew over him, and animals came to his feet. At the end of this idyll, “Orpheus” was torn into pieces by
the bear.

Direct involvement of spectators into animal performance was also popular. Thus, at the climactic scene
of the performance, “the arena stain with blood is being sprinkled with sand. In the middle of the arena, there
is a place covered with boards. There is a pit under these boards, and there are machines in it. The wooden
floor is removed. The machines put a green grove out of the pit. Among the trees on the branches, the most
wonderful birds are tied. Thousands of ostriches, deer, boars, wild rams, sorts of poultry are penned through
the gates”(Hrinchenko, 1897, p. 20). An illusion of wildlife harmony is created in the arena of the amphitheat-
er. Suddenly, “the gate opens into the yard and the hoi polloi rushes into the arena”(Hrin, 1897, p. 20], trying
to hold something at once. There is a big flurry, fights, lumps in the arena... At the same time the Senate lodge
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is reached out with the same plight — they are throwing pearls, valuables, slaves’ grants, houses, estates there.
Other spectators have to watch this furry with pleasure.

The described examples of involving animals in a theatrical performance in Ancient Rome can be in-
terpreted as animal motifs in the proto-scenic design. A characteristic feature of shows created with animal
elements is its focus on satisfying the aesthetic needs of spectators and at the same time on emotional ex-
citement from horror.

Since the 9" century in Western Europe, the Christian Church was beginning to look for the most expres-
sive means of influencing the believers. With this in mind, the process of staging the mass was launched. In-
itially, the ritual of reading episodes from legends about the life of Christ, about his burial and resurrection was
formed. From these dialogues, an early liturgical play was born. This early church theater made a significant
contribution to the process of the emergence of stage design. The techniques, antiquity’s time-tested, found
their continuation in the liturgical drama. In particular, the production of the first live nativity scene (Italian
presepe — cribs) was a landmark in the history of the theatre - the spatial reproduction of a sketch depicting
the nativity in Bethlehem, by Francis of Assisi. The event took place in the Greccio Cave near Rieti, the
Umbria region of Italy on Christmas Day on December 25, 1223, which further began the tradition of exhibit-
ing Christmas nativity scenes not only in Italian churches but subsequently spread throughout Europe, includ-
ing Ukraine. Historical references to this were made by the biographer of St. Thomas of Celano in “The First
Life of St. Francis of Assisi”, written in 1228—1229, immediately after the canonization of the Poor Man from
Assisi (Olikh, 018). In Francis’s idea, according to the gospel story, the assistant had to “introduce the Child
born in Bethlehem and in some way to see with the eyes of the body the inconvenience in which he was in need
of new-borns things, as he was put in a crib and lying on the hay between the ox and a donkey”(“Rizdvo”).
As can be seen from the text, the idea of Francis did not include the full reproduction in the live performance
of the familiar scene of Christmas nativity with the new-born Jesus, Mary, and Joseph, magi, as well as ox,
donkey, and sheep. To create an allusion to the events of Bethlehem, it was enough to bring the Christmas
mass to the cave, to reproduce the cribs to which Francis laid hay during the mass, and the presence of
animals — there was only an ox and a donkey in the interior. Francis did not use any figures to reproduce
the stage images. For him, the Eucharist was the embodiment of Jesus. By engaging believers in such an
unusual theatrical mass, the pastor did not try to show them a re-enactment of the biblical story, he preached
people to communicate with Jesus through the system of visual allusions.

The above example can be interpreted as creating animal motifs in the proto-scenic design during the
staging of the church mass — the presence in the interior of the cave, an ox and a donkey serves to determine
the place of action and the decoration of the production.

Today in Europe, the tradition of “live nativity scene” has not been lost. As arule, it is made in the evening
for two to three hours between December 4 and January 6 in the squares of cities or in the fields where it is
possible to involve animals in the production. The main event of the re-enactment is the demonstration of
Madonna with a baby Jesus in her arms as a woman with a real baby.

Christmas “live nativity scene”, however in a modified form, exists today in Ukraine. Thus, in the story
of'the TV News Service program of the 1+1 TV channel, it was mentioned about the ceremonial tradition of
celebrating the Old New Year, which coincides with the feast day of Vasyl, in Western Ukraine, in particular
in the village of Kolintsy, Ivano-Frankivsk region. The peculiarity of the local ancient tradition is to partic-
ipate in the ritual of zasivannia (Ukrainian ritual sowing) of a real horse, which is taken by the zasivalnyky
(participants of the ritual) from house to house. The horse is adorned with bell necklaces, colourful wraps,
bright artificial flowers, tassels, and ribbons in accordance with local tradition - it should become the main
decoration of the festive performance. A festive, solemnly decorated march of participants goes over the
village at midnight. The local villagers are glad to invite the participants and the horse to visit a yard or
a house. There is a belief: if on the feast of Vasyl it is a horse that first comes to the house, the wealth and
health will come to the family. Therefore, the animal is often brought directly to the house, despite its rather
large and can cause inconvenience. The bright dressed horse is accompanied by the participants, who are
sending holiday greetings to the hosts with songs, dances, and good words. The solemn walk from house to
house lasts all night and ends in the morning in the churchyard (Pass, 2018).

Considering the involvement of the animal in the theatrical ceremonial action in the context of studying
the design features of the stage space of theatrical and entertainment productions, it is worth noting that the
horse is the central visual artistic way of acting. Other participants of the action — zasivalnyky, are placed
around it. Moving a horse from house to house, from the yard to yard means moving all the stage space. The
boundaries of the stage space in which the stage action takes place are determined by the visual presence
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of the horse in it. The horse becomes the central component of the whole performance; however, it is not
involved in the performances at all. It is present only for design purposes if you do not take into account the
beliefs in its miraculous, healing power. Spectators, watching the ritual action and sometimes taking part in
it, enjoy esthetical pleasure of the dramatic-vocal-choreographic performances, as well as the scenic com-
position created by the participants and festively decorated horse.

In general, it can be observed that horses are more often involved in stage performances than other
animals. Therefore, the performance of G. Veryovka National Academic Folk Choir on the stage of the
Kremlin Palace of Congresses during the reporting concert of the creative collectives of the Ukrainian SSR,
dedicated to the 26™ Congress of the the Communist Party of the Soviet Union in 1981, with the musical
number “Song about Tachanka” (lyrics: M. Ruderman, music: K. Listov, director: I. Moiseyev) was accom-
panied by four horses of the amazing beauty. The power-driven movable platform at the front edge of the
stage, scrolling beneath their swift hooves, gave the spectacular impression that the beautiful animals were
rushing directly to the audience in time with dynamic music. Highly professional vocal choral performance
combined with beautiful animals on stage, with the dynamics of graceful fast and unique in their direction
of movement towards the audience made an unforgettable emotional impression from the perception of the
concert number. In this case, the horses became the dominant attraction of the composition in the scenic
design of the performance.

Butterflies have always attracted people with their bright colours. The Mexican Day of the Dead is
a holiday inherited from the Aztec by modern peoples of North America. The Aztecs believed that the souls
of the dead returned to the world of living in the form of winged insects to visit relatives and celebrate the
Day of the Dead together. It is no coincidence that the time of the festive ritual carnivals — November 1 and
2 — often coincides with the period when millions of the giant monarch butterflies leave the US and Canada
and fly into the forests of central Mexico. Clouds of black and orange butterflies create a spectacular and
unforgettable sight, flying in the air to delight the eyes of spectators and participants with the sudden unex-
pected movements and soft, diverse, shimmering beauty of the wings.

Another equally impressive original example of how designers use beautiful butterflies for the design
of space of entertainment events may be the present Ukrainian trend to salute during the wedding with
beautiful colourful and multi-coloured butterflies. The vibrant colours and amazing shapes of the insect
wings, their flickering movements, hold the viewer’s attention, evoking aesthetically pleasure and positive
emotions, creating a sense of uniqueness of the holiday. This design is able to transform the usual location
of the event into a magical stage space, where a striking visual action takes place. Combined with the floral
design, the holiday site seems like a true oasis.

With regard to the traditional release of pigeons by newlyweds at a wedding ceremony, in the context of
studying the features of scenic design, it is possible to talk about the dual direction of the use of appropriate
animal props: on the one hand, to perform a wedding rite that will bring peace and love into married life,
and on the other — newlyweds, releasing beautiful decorative white doves into the sky create a fragmentary
decoration of the wedding event. Thus, white doves, symbolizing peace and love in a new family, become
part of the decoration of the rite.

Exploring the features of the design of scenic space with animal involvement as its constituent, we
focused on the most illustrative examples of theatrical events. On the other hand, the representatives of
the animal world are seamless within the professional theatrical scene, where they participate in the sce-
nic design. Researchers argue, “in recent years, the design process of the stage performance has become
rare popular. It differs fundamentally from the traditional contexdependent naturalistic treatment of de-
sign in that it is focused solely on visual perception, devoid of any philosophical and meaningful sense”
(Trykolenko, 016, p. 84).

There are some bright examples from the history of the opera. Thus, from the first staging on Novem-
ber 2, 1935, on the stage of the Croatian National Theatre in Zagreb, the widely known a national comic
opera in three acts “Ero the Joker” by J. Gotovac (directed by K. Dolencic, scenic design by D. Laginje) —in
the final scene of the wedding between a smart country young man Mic¢a and the daughter of a rich peasant,
Djula, newlyweds traditionally ride a horse. In fact, the scenic design is the costumes of the performers,
the floodlight and a pair of horses — white and black (“Ero the Joker”, n.d.). The main characters occupy
a prominent place in the stage composition: they, while sitting on the top, are above the surrounding circle of
guests. In addition, the horses themselves attract spectator attention with their physique and natural beauty.

Despite the various organizational and economic problems associated with the use of horses in illumi-
nated by studio light boards and floats enclosed stage premises, they are quite often involved in productions
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compared to other animals. Therefore, it is worth looking back at the production of “The Legend of Faust”
based upon J.W. Goethe’s tragic play (Ivan Franko National Academic Drama Theatre, 2007, director:
A. Prykhodko, scenic design: M. Pohrebniak). “The scene, where Alexander of Macedon bursts upon the
view, is at a pseudo-historical backdrop: the main dominant of the action is living horses” (Trykolenko, 016,
pp. 81-82). Alexander the Great and his mistress, riding out on these beautiful horses, go on a victory lap,
set wondering and admiration for the audience.

Contemporary ballet art has made a significant contribution to the involvement of animals in scenic
design. French choreographer Luke Petton staged Swan Ballet in 2012, which was premiered on June 6 at
the Théatre national de Chaillot. Black and white swans and other birds - parrots, herons, cranes, starlings,
etc. — took part in the ballet performance along with the dancers of the Le Guetteur Company.
Choreographic parts were performed by dancers in compositional unity with birds. The stage settings were
within a transparent water trough running along the backdrop of the stage, in a circular reservoir in the fore-
ground and on a mirror-black stage linoleum floor in the centre of the stage. Fantastically graceful, graphi-
cally sophisticated and naturally perfect swans have become the dominant component of the design solution
of the whole production. Black, white swans, and other birds, clear water and dancers dressed in black and
white swimwear, sometimes with a high glove-arm on one arm, caught by the rays of the upper light —
the concept of the scenic design for the ballet “Swan” (Fig. 1).

Figure 1. “Swam” — creation for dancers and swans (“Swan”, 2012).

This performance was not the only one of L. Petton’s experience in the field of ballet “contact-improvi-
sation” style with animals in ballet productions. In addition to birds, the artist also involved stallions (2010,
“CAvAlle” ) (“Luc Petton”, 2018, pp. 2-18).

It is worth to mention some typical examples of wildlife involvement in dramatic performances. It
should be noted, in the dramatic production animals are used more as game props, or, even more, they become
actors rather than perform design functions. Thus, in the play “Kamo” by the Ukrainian playwright O. Levada
in the production of the Kyiv Theatre of Poetry (1985, director: S. Proskurnia, designer: V. Karashevskyi),
an ordinary grey sparrow acted in a makeshift stage space in the passage of the Golden Gate of Kyiv. The un-
pretentious bird of prey, released from a cage under the arches of a hall of a majestic monument of the defence
architecture of the 11th century, was associated in the eyes of the viewers with revolutionist Kamo, a free-
dom fighter. Sparrow became a metaphorical embodiment of the main character, who escaped from years of
imprisonment in the mental ward, where he pretended to be psychically sick. Why is it a sparrow? Because
“sparrows are not kept in cages — they are not given the talent of melodious singing. But these unremitting
labourers are always around people as if they were part of their lives” (Bahinska, 1986, p. 4).

In the famous performance of Sadovskyi Vinnytsia Oblast Academic Ukrainian Musical and Dra-
ma Theatre “Notre-Dame de Paris” by V. Goldfeld from the novel by V. Hugo in the production of
F. Vereshchahin (premiered in 1968, scenic designer: M. Bilyk) a pet goat was one of the characters who
accompanied Esmeralda at the stage. At the same time, the behaviour of the non-performing animal on stage
always dictated an improvised positioning, which made it difficult for both the actors and the theatre pro-
duction crew. As for the design, the goat was only decorated with a bell and had little painted horns. That is,
it can be argued that in this case, the animal was a speechless character, becoming an element of the stage
action of the performance, without taking part in the scenic design.
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Conclusions

Summarizing the above, we can draw the following conclusions:

— the practice of involving the representatives of the animal world in the scenic design has signs of the
intersection of deep traditions in the national artistic culture of Ukraine with the implementation of other cultures’
achievements;

— the scenic design has a dual nature, which is explained by its belonging to both the art of design and the
stage art;

— the perception of contemplation of animals in the stage space brings esthetical and /or emotional pleasure
to the public, which determines their dominant place in the artistic and scenic design of theatrical productions;

— directors often consciously bring real animals to the scene, knowing about their exceptional stage makeup,
because the public’s perceptions will always be chained to the contemplation of the animal on the stage because
they are characterized by improvisational unpredictability;

— the ways of attracting animals to the scenic design are organized in terms of functionality: animals as
a component of scenic design, animals as game design requisites, animals as living sets, animals as participants
in the stage action;

— itis argued that in dramatic performances animals are used more for the purpose of functional application
in the development of stage action than for the artistic design of the external form of the production.

Directions for future research. Investigating the issues of the history and practice of scenic design with
animals as one of the elements, we have only had a sketch upon the issues of the general theoretical concept of
scenic design as an artistic phenomenon. The aspect of the peculiarities of its national characteristics was also not
covered. Future research should also focus on the study of animal motifs in scenic design.
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AHIMAJIBHI MOTHUBM | [On0Ba-Pomanosa Karepuna Bononnmupisua
Y IN3AUHI CHEHIYHOI'O | Kanouoam mucmeymsosnascmea, doyenm,
MMPOCTOPY | Kuiscoxuii nayionanshuii ynieepcumem
Kynemypu i mucmeyms, Kuis, Yxpaina

MucTenTBO3HABYI JOCIIKEHHSI 3 TUTAaHb TEOPii, ICTOPIT Ta MPAKTHKH XyI0KHBOTO 0(hOPMIICHHS CIIEHIYHOTO IPOCTOPY
JOCUTH PI3HOBEKTOPHI. BiTum3HsAHINA Hayli Opakye (paxOBHX MPEAMETHHX Ta CHCTEMHHX JOCIIKEHb, CIPSIMOBAHHUX Ha
BHBUCHHS JIOCBIly 3aCTOCYBAaHHS aHIMaJbHHX MOTHBIB — y PO3YMiHHI BUKOPHCTAHHS Ha CIICHI HEAPECHPOBAHMX TBAPHH
B SIKOCTI XapakTepPHOIO EJEeMEHTY — B JW3aiiHI ITOCTAHOBOK TBOPIB CIICHIYHOIO MHCTEUTBA. MeTa JOCITiKCHHS —
MHCTELTBO3HABYMI aHaI3 aHIMaIbHUX MOTHUBIB Yy JIM3aiHI CLEHIYHOTO MPOCTOPY TeaTpabHO-BUIOBUIIHHUX TTOCTAHOBOK
Yy XPOHOJIOTTYHHUX MEKaX BiJi aHTUYHOCTI JI0 ChOTOJCHHs. MEeTONOIOTIYHy OCHOBY JMOCHI/DKEHHS CKJIAJIAIOTh TPAIUIIIHI
MHCTELTBO3HABYI METO/M: ICTOPUKO-KYJIBTYPHHH, ICTOPUKO-aTpUOYTHBHUH, PEKOHCTPYKTHBHO-MOJICJIbHUHN, XPOHOJIOTTYHA
JICCKPHIILIIS, IO CIPHSIOTH PO3KPUTTIO 00pa3HOi TpaHcdopMallii aHIMalbHUX MOTHBIB y JHM3aifHI CLEHIYHOTO TPOCTOPY
TeaTpaJbHO-BUIOBHUITHAX TTOCTAHOBOK. AHIMalbHI MOTHBH B CHCTeMi O()OPMIICHHS CIIEHIYHOTO MPOCTOPY 3 HAYKOBOTO
TOTVISIAY TIPEIMETHO PO3MIIAAIOTHCS BIIEPIIE, IO W 3yMOBIJIO HayKOBY HOBH3HY TOCTIDKEHHSA. ABTOPKOIO 3pOOJICHI Taki
BUCHOBKH: JIU3aiH CLIEHIYHOTO TPOCTOPY Ma€ TyajbHy IPHPOIY, BUXOASYH 3 IPHHAIEKHOCTI 1 10 MUCTELTBA TU3aiiHY, 1 10
CIIEHIYHOTO MHCTEITBA; NEPLEILs aHIMAJIbHUX MOTHBIB Y JIM3aiiHi CLIEHIYHOT'O IPOCTOPY HECE ECTETHYHY 1/a00 eMOLiiHY
HacoJIoy IisgaadaM, oOyMOBJIEHy Oarato B 4OMy NMPUTaMaHHOIO TBApWHAM IMIIPOBI3ALIHOIO Henepen0auyBaHICTIo, IO,
CBOEIO YEProl0, 4acTO MPHU3BOJMUTH JI0 3aWHATTS HUMH JIOMIHYIOUOTO MICLSl B Xy/IOKHBO-IPOSKTHOMY KOHCTPYIOBaHHI
TeaTpaJIbHO-BUIOBUIIHUX IIOCTAaHOBOK; CIIOCOOM 3alydeHHA TBapHH [0 [AW3aiHY CIEHIYHOTO IIPOCTOPY MOXKHA
CHCTeMaTH3yBaTH 3a (DYHKLIOHAJIBHUM IPU3HAYCHHSIM: TBAPUHU K CKJIJHHK JU3aiiHy CLEHIYHOIO MPOCTOPY, TBAPUHH 5K
ITPOBUI AHM3aifHePCHKUI PEKBI3UT, TBAPUHU SIK JKHBI ACKOPAIlil, TBAPHHU SK YIaCHUKH CIICHIYHOI 1ii; aHIMaJIbHI MOTHBHU
MaroTh (DYHKIIOHaJIbHI 0COOIMBOCTI B IM3aliHi CIIEHIYHOTO MPOCTOPY JpaMaTHYHHUX BHCTAB.

Kniouoei crosa: aniManbHi MOTUBH; TU3aliH; CLICHIYHE MUCTEITBO; HEPECHPOBAHI TBAPUHH; CLICHIYHHI MIPOCTIP

AHUMAJIBHBIE MOTHUBBI | IOnoBa-Pomanosa Exarepuna BianumuposHa
B IN3AUHE CHEHHUYECKOI'O | Kanouoam uckyccmeosedenus, doyenm,
IMPOCTPAHCTBA | Kuesckuii nayuonanviwiii ynueepcumem

Kynomypwl u uckycems, Kues, Yxpauna

HckyccTBOBEIUECKE MCCIEA0BaHMS 110 BOIMPOCAM TEOPUH, MCTOPUM M MPAKTUKH XYHAO0XKECTBEHHOrO O(OpMIICHHUS
CIIEHMYECKOTO MPOCTPAHCTBA JOCTATOYHO pa3HOBEKTOpHBIE. OHAKO, OTEYECTBEHHOM HAayKe HE XBaTaeT POheCCHOHAIBHBIX
TIPEIMETHBIX M CHCTEMHBIX HCCIICOBAHMN, HANPABICHHBIX HA M3yYEHHE OIBITA NPUMEHEHUS] aHUMAIbHBIX MOTHBOB —
B CMBICIIC MICTIOJIb30BAHUS HA CIIEHE HEAPECCHPOBAHHBIX KMBOTHBIX B KadeCTBE XapaKTEPHOTO 3JIEMEHTa — B JIM3aiHE
TIOCTaHOBOK TIPOM3BE/ICHNH CIIEHWYECKOro MCKyccTBa. Llenb ncciuenoBaHns — NCKyCCTBOBEMUECKHH aHAIM3 aHUMAJIbHBIX
MOTHUBOB B JM3aifHE CLIEHUYECKOIO IIPOCTPAHCTBA TEATPATbHO-3PENIUIIHBIX IOCTAHOBOK B XPOHOJIOTMYECKHUX IPAHHULIAX OT
AQHTUYHOCTH JO COBPEMEHHOCTH. METONOJIOrN4eCcKyl0 OCHOBY  HCCIEJOBAaHUS  COCTABIAIOT — TPaJULMOHHBIC
UCKYCCTBOBEIUECKHE METOABI: HCTOPHKO-KYNBTYpPHBIM, HMCTOPUKO-aTPHOYTUBHBIN, PEKOHCTPYKTHBHO-MOJCIBHBIMH,
XPOHOJIOTUYECKAsl JISCKPHITIHS, CIOCOOCTBYIOIIME PACKPBITHIO 00pa3Hoil TpaHChOpMAalMK aHUMalbHBIX MOTHBOB
B JM3aiiHE CIEHWYECKOrO IPOCTPAHCTBA TEaTPAIbHO-3PEJIUIIHBIX ITOCTAaHOBOK. AHHMMAJIbHBII MOTHBBI B CHCTEME
o(hOpMIJICHHST CIIEHMYECKOTO MPOCTPAHCTBA C HAyYHOW TOUKH 3PEHMSI IMPEIMETHO pPAcCMaTPHBAIOTCSI BIIEPBBIE, UYTO
1 00yCJIOBWIO HAayYHYI0 HOBHM3HY HCCIEIOBAHMSA. ABTOPOM CHENIaHBl CIEAYIOMINE BBIBOIBI AM3AHH CIEHHYECKOTO
MIPOCTPAHCTBA UMEET AyalbHYIO MPHPOAY, UCXOAS U3 NPUHAIJICKHOCTH U K MCKYCCTBY JIU3aiiHa, U K CLEHUYECKOMY
HCKYCCTBY; TIEpLEIIMS aHUMaJbHBIX MOTHBOB B JHM3aifHE CIEHMYECKOIO0 MPOCTPAHCTBA HECET ICTETUUECKYIO /MM
SMOLIMOHAJIBHOE HACIAXK/CHUE 3PUTENSIM, OOYCJIOBIEHHYIO BO MHOIOM IIPUCYILIEH >KUBOTHBIM HMITPOBU3AILIMOHHON
HETIPE/ICKa3yeMOCThIO, 1, B CBOIO OUEPElb, YACTO IMPHBOAUT K 3AHSITUIO UMU JOMUHHPYIOIIETO MECTa B XyJO0KECTBEHHO-
MIPOEKTHOM KOHCTPYHPOBAHUH TEaTPabHO-3PENUIHBIX TTOCTAHOBOK; CIIOCOOBI MPHBICUCHUS >KUBOTHBIX K JIU3aHHY
CIICHMYECKOTO TIPOCTPAHCTBA MOXKHO CHCTEMAaTH3MPOBaTh MO (YHKIMOHAIGHOMY HA3HAUCHHUIO: >KMBOTHBIE Kak
COCTABJISIONIAsl AU3aiiHa CLIEHUYECKOTO MPOCTPAHCTBA, KUBOTHBIE KaK MIPOBOH NNM3ailHEPCKUI PEKBU3UT, )KUBOTHBIE Kak
JKMBBIC JIEKOPALIUH, )KUBOTHBIE KaK YYAaCTHUKHU CLIEHHYECKOTO JICHCTBHS; aHUMAJIbHBIH MOTHBBI HMEIOT ()yHKIIHOHAJIbHbIC
0COOCHHOCTH B An3aliHe CLIEHUYECKOIO IPOCTPAHCTBA APAMATHYECKHUX CIIEKTAKIIeH.

Kntouegvle cnosa: aHUMaibHbIE MOTHBBI; JIU3aiiH; CLIEHWYECKOE HCKYCCTBO; HEAPECCHPOBAHHBIC JKHBOTHBIC;
CIIEHHYECKOE MPOCTPAHCTBO
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