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The purpose of the article is to reveal the specifics of P. Stein’s direction in the context of the master’s experiments
with various types of theatre aesthetics in a historical retrospective on the examples of the performances of The Oresteia
by Aeschylus, The Three Sisters by A. Chekhov, Faust by J. Goethe, etc. Research methodology. Making fair sense of the
stated issue, the article applies the method of historicism and the problem-chronological method to study the development
of the P. Stein’s directing method in the historical retrospective; the method of comparative analysis, the purpose of which
is to compare the techniques and methods of P. Stein’s directing in the process of staging multi-layered plays; the systemic
method, which helped to consider director’s theatre of P. Stein as an integral artistic system; the method of art history analysis
and genre-typological method to identify the features of the director’s methodology and the use of expressive means by the
master in the process of working on performances, etc. Scientific novelty. The article has studies the aesthetic aspects of
P. Stein’s theatre directing in the context of the dynamics of the development of the artist’s idiom. Theatre direction by P. Stein
is considered as a unique type of aesthetic activity, one of the attributes of which is “the aesthetics of thinking” (according to
M. Mamardashvili), which provides the perception culture of dramatic material and the artistic taste of the staging. Conclusions.
The study revealed that P. Stein’s work is characterised by theatrical aesthetics like ancient theatrical art, medieval mysteries,
Renaissance art, Elizabeth Theatre, W. Shakespeare’s plays, psychological realism by K. Stanislavski, plays by A. Chekhov, as
well as postmodern structures of drama. Aesthetic reorientation of P. Stein’s work is manifested in the tendencies of attitudes
towards the textual basis, the strengthening of the polysemantic and polyphonic components of the performance, ambiguity
and understatement, despite the clarity and thoughtfulness of stage decisions, the interpretation of classical theatrical works. In
the 21st century, P. Stein has transformed the traditions of naturalistic theatre and “new drama” into the energy of total stage
mastery.
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Introduction

The research of the features of the directing activity of the leading modern masters of the West European
theatre scene, the revelation of the originality of author’s idioms and uniqueness of personal world views,
which gives extraordinariness to their productions are actual directions of national Art Studies of the 21st cen-
tury, which cause particular research interest.

The creative activity of one of the leading West European theatrical figures German director Peter Stein is
theoretically and practically significant in the context of the history, theory and practice of European perform-
ing art, to the experience of which the national producers turn traditionally.

The analysis of researches and publications has shown that the peculiarities of P. Stein’s theatrical direct-
ing, despite the great interest of Ukrainian art critics in the theoretical and practical experience of West Europe-
an theatrical figures of the second half of the 20th — the beginning of the 21st century, have not got appropriate
scientific attention. The considerable attention has been paid to various aspects of P. Stein’s work by foreign
researchers, in particular L. Galletti (2014) Aeschylus’ Oresteia According to Peter Stein: History of a Staging
(1974-1994), V. Koliazin (2015) Peter Stein Stages Kleist, L. Ulberte (2006) The Model of Bertholt Brecht's
Theatre in the Stage Productions of Peter Stein (“Bertolta Brehta teatra modelis P&tera Steina iestudéjumos™)
and others. Nevertheless, the theatre aesthetics issue of one of the world’s leading directors of the second half
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of the 20th — beginning of the 21st century deserves more detailed study from the standpoint of modern art
history.

The scientific novelty of the article is that there is the attempt to identify the specific features of P. Stein’s
directing in the context of changes in theatre aesthetics of the second half of the 20th — the beginning of the
21st century in national Art Studies for the first time. The comprehensive analysis of the specifics of P. Stein’s
direction of this period contributed to the objective assessment of his creative activity and the identification of
the influence on the pan-European theatrical process.

In terms of the metacategory “aesthetic”, which determines the variety of expressive forms, on the exam-
ple of P. Stein’s staging, the tendencies of transformational processes of stage direction in the space of various
aesthetic systems (aesthetics of Art Nouveau and Postmodernism) are revealed, the change of which is caused
by principal changes of sociocultural nature.

Purpose of the article

The purpose of the article is to reveal the specifics of P. Stein’s direction in the context of the master’s ex-
periments with various types of theatre aesthetics in a historical retrospective; to describe the unique directorial
methodology, the artist’s terms of reference and stylistics on the examples of the performances of The Oresteia
by Aeschylus, The Three Sisters by A. Chekhov, Faust by J. Goethe, etc.

Main research material

P. Stein’s (1937 birth year) stage direction is characterised by ambitious experiments in the process of
searching for his theatre aesthetics. Having debuted in 1966 on the stage of the Munich Theatre with the play
Salvation by E. Bond, the director worked at the Bremen Drama Theatre for the next few years, having turned
to classical works for educational purposes (in his opinion, the conflicts of that time can be explained by lim-
itations and inaccuracy of historical and aesthetic knowledge) and made productions of Love and Intrigue by
F. Schiller (1967) and Torquato Tasso by J. Goethe, in which he represented a unique author’s vision of the
interrelation between history and modernity. The director’s unwillingness to integrate into the state system
and its dispute with the quartermaster of the theatres of Bremen K. Hubner made P. Stein and a group of ac-
tors leave the theatre. In 1970, the municipality of West Berlin invited him to head the Schaubiihne Theatre.
Thanks to P. Stein’s innovative vision achieved by the productions of Peer Gynt by H. Ibsen (1971), Poor
Heinrich Kleist’s Dreams of the Prince of Homburg by H. von Kleist (1972), The Optimistic Tragedy by
V. Vyshnevskyi (1972), Summerfolk by M. Gorky (1974), plays by contemporary German and French play-
wrights B. Strauss, B.-M. Koltés and others, it became one of the most famous European theatres for the next
twenty years. The director aspired to combine mind and feelings in a single-stage space organically, engaging
intelligence into the emotional holiday.

P. Stein made compensation for the lack of theatrical education in his work with knowledge of Art His-
tory and German philology. The researchers of P. Stein’s work emphasise that during different periods of
his work, the director focused his attention on the study of drama of a particular style or author, consistently
experimenting with the aesthetics of different types of theatre. L. Ulberte (2006, p. 351) claims that P. Stein’s
early work is characterised by the use of the principles of Brecht’s epic theatre both in content and form.
According to the Latvian researcher, P. Stein knew Brecht’s theoretical principles not directly, but indirectly
through Brecht’s actor Fritz Kortner. Two productions of the Munich Chamber Theatre in 1968—1969 Bre-
cht’s In the Jungle of Cities and P. Weiss’ Discourse on Vietnam, continue the traditions of the political theatre
started by E. Piscator in the 1920s and soon theoretically expanded by B. Brecht and revived in the 1960s
by leading representatives of the German documentary play. At the same time, according to the researchers,
P. Stein was not very attracted to revolutionary ideas, respectively, the productions in which the director fo-
cused on solving universal and social issues, using the techniques of epic theatre and drama of a different type
were more interesting. In particular, L. Ulberte (2006, p. 352) emphasises that the most conceptual works of
the epic period of P. Stein should be considered J. Goethe’s Torguato Tasso (1969) and Kleist’s The Prince
of Homburg, which purpose was to represent how social rules prevailing in society affect human behaviour.
However, according to V. Koliazin (2015, p. 162), the concept of the play Poor Heinrich Kleist’s Dreams
of the Prince of Homburg showed a shift of emphasis from the principles of the political scene (the director
avoided consideration of such topics as authoritarianism and freedom, discipline or anarchy) to the liberal
democratic theatre: “Stein has finally put the poet Kleist ineffige “dreamy and seen in a dream” Prince in the
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centre of the play, pushing aside the prince-elector with the inevitable theme of the argument about the great-
ness of Prussian ideas”.

German critics identified the play The Prince of Homburg (a romantic drama and at the same time a ro-
mantic comedy “about a poet whose happiness can only come true in a dream”) (Hensel, 1972) as the third
theatrical triumph of P. Stein after 7asso and Peer Gynt, emphasising the sophisticated vocabulary of the
performance, which reflected the romantic world of the poet harmoniously, the language of very dense and
wide artistic associations (associations with Nike, who puts a wreath on a winner’s head, Pieta, the symbols of
Prussia from the time of Scharnhorst, with Caspar David Friedrich’s The Monk by the Sea, which provided the
basis for a wide variety of figurative solutions) (Lothar, 1972). Literary critic H. Mayer (1972) emphasises the
echoes of Wallenstein, Tasso and Hamlet, as the original source is permeated with “functional quotations”, de-
fining the director’s decision “to show the process, the dynamic connection between a particular author, a con-
temporary of Kleist and his dramatic work as a work based on literary experience on stage” as excellent (p. 12).

The European theatre of the 1950s and 1980s is, at first glance, an extremely colourful picture of the
ideological and aesthetic searches of representatives of various fields and professional level, imitators of the
traditions of theatrical art and true innovators. However, according to modern researchers, the searches of the
atrical figures indicates the presence of some common tendencies of development in world theatrical culture.

M. Shvydkoi (1991) claims that in the last decades of the 20th century, there were changes in world
view and aesthetic approaches to some fundamental problems of human being that remained in the centre of
attention of theatre culture. The researcher emphasises that P. Brook created the figurative formula of many
plays of the West European theatre of the 1960s of the 20th century “the hostile world was falling on the hero,
trying to suppress and destroy him. The decorative ornamentalism and painting were removed from the stage
ruthlessly. The hard and cruel, the indifferent world demanded human sacrifice, at first it was the opposite of
human nature, the image of society, as a rule, constructed of inorganic materials, replaced nature” (p. 41). The
change in views happened in P. Stein’s play Summerfolk by M. Gorky extremely noticeably, which was staged
by the director in the early 1970s in West Berlin Schaubiihne, contrasting the beauty of the surrounding world
and nature with the abomination and vulgarity of human relations, presenting the animal principles of human
essence to the audience.

According to the researchers, P. Stein, as one of the leading directors of world theatre, who is fluent in
left-wing radical stage vocabulary, did not consider the legacy of the 1960s as the only source of creativity
or an embodied “cultural layer” outside of which creativity cannot be discussed. In the striving for a certain
metatheatre that absorbs all the heritages, not limiting himself to a single method or style, the director passes
freely from postrealism (A. Chekhov’s play The Three Sisters) to neoexpressionism (E. O’Neill’s The Hairy
Ape) or rational anarchism (B.-M. Koltes’ Roberto Zucco).

The creative state of the Schaubiihne Theatre troupe in the 1970s was distinguished by the craving for
search and increased interest in aesthetics issues (Koliazin, 2017, p. 21): W. Shakespeare’s dramas determine
the theatre repertoire As You Like It and Hamlet (K. Gruber’s production), plays by Aeschylus, P. Marivo,
J. Genet, Trilogy of the Reunions, Big and Little by B. Strauss, Neither Fish Nor Flesh by F. Kroetz.

In 1979, P. Stein staged The Oresteia by Aeschylus, which marked the peak of one of the fundamental
stages of the director’s work and the Schaubiihne theatre troupe. L. Galletti defines this production as a part
of the path of research of the classics, started by the director in his work on the plays Peer Gynt by H. Ibsen,
Torquato Tasso by J. Goethe, The Prince of Homburg by H. von Kleist. In his opinion, this project is perfect for
the atmosphere of experimentalism, in which the formation and development of the director idiom of leading
figures of the theatre scene of the last third of the 20th century take place: Orlando Furioso in E. Sanguineti
and L. Ronconi’s adaptation (1969), who suggested a new interpretation of space and text; Orghast is a joint
project of P. Brook and T. Hughes, representing the result of long-term researches and experiments with lan-
guage (1971); My father s House by the avant-garde theatre group from Denmark Odin Teatret (1972), aimed
at the final destruction of the boundaries between the spectator and the actor (Galletti, 2014, p. 259). The pre-
miere of the play took place at the Schaubiine theatre in 1980, and then on the world’s leading stages, reaching
its apotheosis on the stage of the Red Army Theater in 1994 when The Oresteia found itself in a context ex-
tremely similar to that in which it was produced for the first time in 458 BC (Avezzu, 2003, p. 142).

P. Stein emphasises that the choice of the tragic trilogy of Aeschylus (Agamemnon, Choephoroe, Eu-
menides) was prompted by structural (the only work that has reached us in full) and literary character (arises
from the decoding of Aeschylus poetics, in which the director identifies a strong connection with myth and
ritual sources of the genre of tragedy), and the most important — by the inherent tendency of the work to the
historical rationalisation of the text, which tells about the passing from a “primitive” system of judgments to
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a civil one: “the meaning is that what the work tells about the birth of assembly, democratic judgment very
naturally” (Arditti, 2001, p. 89).

The director, in collaboration with the set designer K.-E. Herrman, having reviewed the sources of West-
ern theatre, striving for “finding clear and simple aesthetic forms to talk about complex things” (Arditti, 2001,
p. 89), has made an unusual and at the same time colossal production of The Oresteia by Aeschylus — nine hours
of continuous play — in aspire to suggest the audience to live the day of performances in the context of the Dio-
nysian agonies, choosing a political discourse on the birth of a democratic order.

P. Stein changes the relationship between the stage and the auditorium to restore discourse in its diachronic
ways. For example, the use of machine space offers an incentive to explore the nature of theatre, its relationship
to ritual and the evolution in three ways that are the separate tragedies of the trilogy. For example, the first trag-
edy takes place in a hall, the darkness of which is cut only by particular rays of light and the dim light of torches
brought by the choir. The epicentre of the action is a table placed in the middle of the corridor, around which
people dressed in grey shabby coats and hats of the 1950s move: “their barely visible in the dim light silhouettes
move, pulling a kind of web that lures a spectator into a peculiar acoustic trap and allows hearing distant and
close voices” (Arditti, 2001, p. 90) — these sounds reveal the secret of the tragic text, known and unrecognisable
at the same time (the director transforms the auditorium into a place of speech and listening).

The director gives the top place to the text, choosing the path of not adaptation of the ancient text to the
modern era, but rather a flat and linear interpretation of Aeschylus, which emphasises inconsistencies, and not
hides them, and also makes a spectator comprehend the complexity of such work (for example, preserves Greek
terms in the final text, striving for using the hidden sound-imitating and hereditary potential, that embodies the
boundaries of confrontation with a distant reality, the impossibility of finding a dead language in German).

Emphasising that an ancient tragedy, plays by W. Shakespeare and A. Chekhov are the basis of European
theatre, in 1982 P. Stein began preparation for the staging of the play The Three Sisters, positioning the Russian
playwright as the only (appreciating Goethe at the same time) “ideal and the model worthy of imitation” (Shtein,
1999, p. 487).

The researchers claim that philology and textual criticism “Stein-director’s favourite feature” (Koliazin,
2017, p. 22) acquired thorough and refined character in the artist’s creative process, which manifested in a pro-
found study of the era, the drama structure, the fulfilment of the comparative analysis of various translations,
work on vocabulary, the creation of an original director copy of the translation and the preparation of a peculiar
“Chekhov’s vocabulary” for actors, which should have contributed to complete disclosure of Chekhov’s style
and its organic expression on the German stage (Koliazin, 2017, p. 23). The master creates the play, the leitmotif
of which is the theme of human boredom for a meaningful life, the existential tragedy of human being. In 1989,
P. Stein staged A. Chekhov’s play The Cherry Orchard, which singles out by complicated, polyphonic direction,
ambiguity, maximum historicity and modernity.

One of the characteristic features of the director’s creative idiom is the observance of the principle of invi-
olability (in some cases literal and without any cutting down) of the author’s text — the primary literary source
of the dramatisation.

In 2000, on the stage in Hanover, as a part of the program of the world exhibition EXPO-2000, P. Stein
directed the most extended stage production of the full text of Goethe’s Faust (22 hours), levelling the tradition-
al perception of the work as an array of dramatic text, from which the director highlighted the lines necessary
to illustrate his creative idea. The director focuses not on the interpretation of the text of the work as the only
recognised monument of German language culture and one of the most popular myths, but on the specifics of its
“playing out”. According to theatre critics, Stein’s main desire was to convey the entire text of Goethe, because
the interpretation of separate characters, described extremely traditionally, according to the laws of declamatory
romantic theatre, as well as changing the play spaces do not help to reveal the director’s idea.

The study revealed that P. Stein’s work is characterised by theatrical aesthetics like ancient dramatic art,
medieval mysteries, Renaissance art, Elizabeth Theatre, W. Shakespeare’s plays, psychological realism by
K. Stanislavski, plays by A. Chekhov, as well as postmodern structures of drama. At the beginning of the 21st
century, P. Stein, a representative of the unique creative generation of theatre directors, transforms the traditions
of naturalistic theatre and “new drama” into the energy of total stage mastery.

Conclusions

The study revealed that P. Stein’s unique theatre aesthetics, which combines the work of the artist and the
research aspirations of the philologist, formed following the dynamics of the director’s creative search (the
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range of authors, interests and styles from specific political theatre to grandiose stage epics), is distinguished
by a wide range of creative approach to the subtleties of the preparatory period, thoroughness and refinement of
the practice of working on texts, a tangible German component based on the foundations of European theatre
(aesthetics of antiquity, Shakespearian and Chekhov drama).

P. Stein’s work is characterised by the aesthetic reorientation. In particular, innovation is manifested in the
tendencies of attitude to the textual basis, strengthening of the polysemantic and polyphonic components of the
play, ambiguity and understatement, despite the clarity and thoughtfulness of stage solutions in the interpreta-
tion of classical theatrical works.

The perspective for further research is to identify the specifics of the mise-en-scene drawing of P. Stein’s
productions at the beginning of the 21st century.

References

Arditti, V. (2001). L'Orestie de la Schaubtiihne: L’¢laboration d’une pensée collective [L'Orestie de la Schaubiihne: The
Development of a Collective Thought]. Etudes thédtrales, 21, 89-94 [in French].

Avezzu, G. (2003). 1l mito sulla scena: La tragedia ad Atene [The Myth on the Scene: The Tragedy in Athens]. Marsilio
[in Italian].

Galletti, L. (2014). L'Orestea’ di Eschilo secondo Peter Stein: storia di una messa in scena (1974-1994) [Aeschylus'
Oresteia According to Peter Stein: History of a Staging (1974-1994)]. Drammaturgia, 11(1), 255-282. https://doi.
org/10.13128/Drammaturgia-15236 [in Italian].

Hensel, G. (1972, November 15). Der Traumende und getrdumte Prinz: "Prinz Friedrich von Homburg", inszeniert von
Peter Stein, in der Schaubiihne [The Dreaming and Dreamed Prince: "Prince Friedrich von Homburg", Staged by
Peter Stein, in the Schaubiihne]. Die Weltwoche, p. 12 [in German].

Koliazin, V. (2015). Peter Shtain stavit Kliaista [Peter Stein Puts Kleist]. Voprosy Teatra, 3-4, 159-195 [in Russian].

Koliazin, V. (2017). Chekhovskie spektakli Petera Shtaina (k 80-letiiu Petera Shtaina) [Chekhov Performances by Peter
Stein (to the 80th Anniversary of Peter Stein)]. Voprosy Teatra, 3-4, 14-31 [in Russian].

Lothar, T. K. (1972, November 12). Ein Traum, was sonst? [A Dream, what else?]. Theater Sonntagsblatt, p. 8 [in German].

Mayer, H. (1972). Denkspiel oder Traumspiel? Kleist "Prinz von Homburg" im Schillertheater und bei der Schaubiihne
[Thinking Game or Dream Game? Kleist "Prinz von Homburg" in the Schiller Theater and at the Schaubiihne].
Theater Heute, 12, 12 [in German].

Shtein, P. (1999). Moi Chekhov [My Chekhov]. In A. Smelianskii & O. Egoshina (Eds.), Rezhisserskii teatr ot B do Yu:
Razgovory pod zanaves veka [Director’s Theater from B to Y: Conversations towards the End of the Century] (Iss. 1,
pp- 315-322). Moskovskii Khudozhestvennyi Teatr [in Russian].

Shvydkoi, M. E. (1991). Traditcii gumanizma i mirovoi teatr (50-80-ye gody KhKh veka [Traditions of Humanism and
World Theater (50-80s of the XX Century] (Abstract of DSc Dissertation). Vsesoiuznyi Nauchno-Issledovatelskii
Institut Iskusstvoznaniia, Moscow [in Russian].

Ulberte, L. (2006). Bertolta Brehta teatra modelis Pétera Steina iestudgjumos. The Model of Bertholt Brecht’s Theatre
in the Stage Productions of Peter Stein [Bertolt Brecht’s Theater Model in Peter Stein’s Productions. The Model of
Bertholt Brecht’s Theater in the Stage Productions of Peter Stein]. Culture Crossroads, 1, 349-355 [in Latvian].

The article was received by the editorial office: 18.11.2020

TEATPAJIbHA ECTETHKA | Isauienxo Ipuna Biraniisna'?,

INETEPA IITAUHA | Crpensuayk Biktopis Onekcanapisaa®
YToyenm, sacnyoxcenuii disu mucmeyme Vpainu,
2Kanoudam nedazoziunux nayx, npogecop,
AKuiscokuil Hayionanbrutl yHisepcumem
KYIbmypu i Mucmeyms,
Kuis, Yxpaina

Mera crarti — 3’scyBatu cnerudiky pexucypu I1. IllTaitHa B KOHTEKCTI HOTO EKCHEPUMEHTIB 3 PI3HUMH THUIIAMH
TeaTparbHOI SCTETUKH B iCTOPHYHIN PETPOCHEKTHBI Ha mpukiaai BuctaB «Opectes» Ecxima, «Tpu cectpm» A. Uexona,
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«Dayct» M. Tere i im. MeTOMOIOTIS TOCITiHKEHHS. Jns 00’ €KTHBHOTO OCMHUCIICHHS 3asBICHOI TPOOIEMATHKH 3aCTOCOBAHO
TaKi METOAW: ICTOPU3MY Ta MPOOIEMHO-XPOHOIOTIIHIN — JJIsI OCMHCIICHHSI PO3BUTKY peskucepchkoro meromy I1. IllTaitna
B ICTOpMYHIM pPETPOCIIEKTHBI; MOPIBHSUIBHOTO aHAI3y, METOIO SIKOTO € 3ICTABJEHHS NPUHOMIB Ta METOAIB PEXHUCYPH
[1. HlraiiHa B mpolieci HOCTaHOBOK PI3HOIUIAHOBHX I1°€C; CUCTEMHHUH — U1t po3misity peskucepebkoro tearpy I1. lraiina sk
IITICHOT XYJJO)KHBOT CUCTEMH; MUCTELITBO3HABYMH 1 )KaHPOBO-THITIOJIOTTYHHUI — JUISl BUSIBICHHSI OCOOJIMBOCTEH PEKNUCEPCHKOT
METOJI0JIOTIT Ta BUKOPHCTAHHSI MallCTPOM 3ac00iB BHPA3HOCTI B Mpolieci poOOTH Haj BHCTaBamu Ta iH. HaykoBa HOBH3HA.
HocmimkeHo ecTeTHYHI acTieKTH TeaTpanbHoi pexucypH I1. [lTaiiHa B KOHTEKCTI IHHAMIKA PO3BUTKY HOTO TBOPYOTO TIOYEPKY.
TearpanbHy peXHCYpy MHUTIISI PO3TISIHYTO SIK YHIKAIBHUI BUJI €CTETUYHOI TisITBHOCTI, OMHUM i3 aTpHOYTIB SKOT € «eCTeTHKA
MHUCIEHHs» (32 M. Mawmappaamsini), mo mependadae KynsTypy HPOYUTAHHS IpaMaTypridHOTO Marepialy Ta XyIOKHiH
CMaK NOCTaHOBHHMKA BHCTaBH. BucHoBku. Busiieno, mo st tBopuocti I1. Illraiina xapakrepHe akTHBHE 3BEpHEHHS [0
PI3HUX TeaTpalbHUX ECTETUK — aHTHYHOIO TEeaTpajbHOTO MMCTENTBA, CEPeIHBOBIYHMX MicTepill, MucrenTBa Penecancy,
€JIM3aBETUHCHKOTO Tearpy, npamaryprii B. [llekcmipa, ncuxosoriynoro peanizmy K. CranicnaBcbkoro, m’ec A. UexoBa, a Takox
MMOCTMOJIEPHICTUYHUX CTPYKTYp ApaMu. Ectetmuna mepeopienTamiss TBopuocTi I1. [lITaliHa MpOsBASETHCS B TEHACHINISIX
CTaBIICHHS 1O TEKCTOBOi OCHOBH, MOCHJICHHS ITOJICEMAaHTHYHOI i MOMi(OHIYHOI KOMIOHEHTH BHCTaBH, HEOJHO3HAYHOCTI
1 HEOMOBJICHOCTI, HE3BaKAIOUM HA WiTKICTh 1 MPOMXYMAHICTh CICHIYHHX PINICHB IHTEpIpeTanii KIaCHYHUX TeaTpalbHUX
tBopiB. ¥ XXI ct. II. IlITaiin nepeTBopo€e Tpajuilil HATYpaTiCTUYHOTO TeaTpy Ta «HOBOI JApamMm» Ha €HEprii0 TOTaJIbHOI
CLICHIYHOT MaifCTEepHOCTI.

Knrouosi cnosa: Iitep Ltaiin; pexucypa; TearpaibHa eCTeTHKA; eKCIIEPUMEHTaIbHI TOCTaHOBKH; TEKCT; MeTadopu3aris

TEATPAJIBHASI DCTETUKA | Usamenko Mpuna Buransesna'?,

METEPA IITAWHA | Crpensuyk Bukropus AnekcanapoBHa®
Toyenm, 3acnyscennviii desmens uckyccme Ypaunoi,
2Kanouoam nedazozuyeckux nayxk, npogeccop,
AKueeckuil HAYUOHANLHBIIL YHUSCPCUTNEN
KYA6NYPbL U UCKYCCME,
Kues, Yxkpauna

Llens crarbu — BBIICHUTD crienuduky pexuccypst [1. lTaiina B KOHTEKCTE €ro SKCIEPHMEHTOB C PA3IMYHBIMU TUIIAMHU
TeaTpalbHON ICTETUKH B UCTOPUUECKON pETPOCTIEKTUBE Ha ITpuMepe crekTakiell «Opectes» Dcxuna, « Tpu cectpei» A. Uexona,
«Dayc» U. I'ere n ip. MeTozmonorus nccnenoBanus. [y 00beKTHBHOTO OCMBICIICHHS 3asIBJICHHOI MPOOIeMaTHKH IPHMEHEHBI
TaKHe METOJIbl; HCTOPU3Ma U POOIEMHO-XPOHOIOTHYECKUH — A71s1 OCMBICIICHUS pa3BUTH pexkuccepckoro Meroza I1. [lTaitna
B UCTOPUYECKOW PETPOCIEKTHBE; CPABHUTEIBHOIO aHAIIM3A, LIEJIbI0 KOTOPOTO SBIAETCS CONOCTABIEHUE IIPUEMOB U METOIIOB
pexuccypsl 1. Iltaiina B nporecce MOCTaHOBOK PA3HOIIAHOBBIX MbEC; CUCTEMHBIN — JUIsl PACCMOTPEHUS PEXKUCCEPCKOTO
tearpa II. [lTaiiHa Kak LETOCTHON XYIOXKECTBEHHOM CHCTEMBbI; MCKYCCTBOBEIUECKUN U KAHPOBO-TUIOJOTMUYECKUNA — IJIS
BBISIBJICHHS] 0COOCHHOCTEH PEKMCCEPCKON METOIONIOTHH M HCIIOIb30BaHMs CPE/ICTB BEIPA3UTEILHOCTH MAaCTEpOM B IIpOIiecce
paboThI HaJ CIeKTaKIIsIMK U 11p. Hayunast HoBn3Ha. MccnenoBaHbl 5cTeTHYECKHE aCTIEKTHI TeaTpanbHON pexknccypsl [1. Lltaiina
B KOHTEKCTE AMHAMUKHU Pa3BUTH €10 TROPYECKOTo Iouepka. TeaTpaibHyIo peKUCCypy MacTepa pacCMOTPEHO KaK YHUKAJIbHbIH
BHJ] 9CTETHYECKOM JIEATEIbHOCTHU, OJIHUM U3 aTpulyTOB KOTOPOIi SIBJISETCSI «ICTETHKA MbIlUIeHus» (110 M. Mamapaaisuim),
YTO MPEAYCMATPUBAET KyJIBTYpy YTEHHs IPaMaTypruueCcKoro Marepuaa 1 XyI0’KeCTBEHHBII BKYC NOCTAHOBILUKA CIIEKTAKIIS.
BriBompr. Bersineno, uro st Bopuectsa I1. [llTaitHa xapakTepHO aKTHBHOE 00OpaIieHie K pa3HbIM TeaTpaTbHbIM SCTETHKAM —
aHTHYHOTO TEAaTPaJIBbHOIO HCKYCCTBA, CPEAHEBEKOBBIX MUCTEPHIL, HCKyCCTBa PeHEcaHCa, eTM3aBETHHCKOIO TeaTpa, JpaMaTypruu
V. lllexcniupa, ncuxonoruyeckoro peannsma K. Cranucnasckoro, meec A. YexoBa, a Takke TOCTMOIEPHUCTUUECKHUX CTPYKTYP
JpaMsbl. DcTeTHyeckas nepeopuentanus teopuectsa 1. Illtalina nmposBiIsieTcsl B OTHOLIEHUH K TEKCTOBOM OCHOBE, YCHIEHHU
HOJIMCEMAHTUUECKOW U MONU(POHMYECKOW KOMIIOHEHTBI CIIEKTaK/Isl, HEO[HO3HAYHOCTH M HEJOTOBOPEHHOCTH, HECMOTpS Ha
YETKOCTb U IPOAYMAHHOCTb CLEHUYECKUX PELICHUN MHTEPIPETALNU KIaCCUYECKUX TeaTpaslbHbIX npousBeneHuil. B XXI B.
I1. Hlraita mpeobpasyeT TpaguIK HATYPATUCTHYECKOTO T€aTpa W «HOBOM JIpaMbl» Ha SHEPTHIO TOTAIBHOTO CIIEHHYECKOTO
MacTepcTBa.

Knrouesvie cnosa: Tlerep 1lltaiin; pexuccypa; TearpajbHasl CTETHKA; SKCIEPUMEHTAIbHBIE TOCTAHOBKH; TEKCT;
Metadopuzanus
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