102 2018w Bun. 51 m JIpobreau e3aerodii mucmeumea, nedazoziky ma meopii i npaxmuxy oceimu )

VIIK 792.03+82-2
ORCID 0000-0002-2412-9154
DOI 10.34064/khnum1-5105

Kanennuenko O. H.

XapbKOBCKHH HallMOHAIbHUI yHUBepcuTeT uckyccTs uMenu U. I1. Komspesckoro,
nirowiaov Koncmumyyuu, 11/13, 61003, 2. Xapvkos, Yxpauna

XapkiBChKUH HaIlioHANBHUH yHiBepcuTeT MuctenT iMeHi . I1. Kotmspescrkoro,
matioan Konemumyyii, 11/13, 61003, m. Xapxis, Ykpaina

Opamatyprua ®. KpommenuHka n eé nHTepnpetauus
BceBonogom Menepxonbgom u Jlecem Kyp6acom

AHHOTALIWA

Kanennuenko O. H. Ipamaryprusi @epnana Kpommesnnka u eé nHTep-
nperanus BeeBosiogom Meiiepxoabaom u Jlecem Kypoacom.

Monepuuctckas apamaryprust . Kpommenunka, nmeromias Npu3HaKu CUM-
BOJIM3Ma, SKCIPECCHOHU3Ma, CIOppealu3Ma U MHPeABOCXHUIIAIONIAs IOSBICHUE
Tearpa alcypra, MO3BOJMIA BeIJArOIUMcs pexxknccépam 1920 romos peanuso-
BaTh CBOHM HOBAaTOPCKHE MOIXOIBI K pedopMupyeMomy Teatrpy. Be. Meliepxomba
oOparmicsi K TpOTeCKOBO-(PapcoBoil mbece «BemMKoqymHbIi poroHocen» s
CO3/IaHUsI TIOCTAHOBKHM, KOTOpasi JIOJDKHA ObLIa 1OKas3aTh OJMH W3 BHUIOB OTJIbI-
xa pabounx. C moMouipio NpuEMOB KOHCTPYKTHBH3MA U OMOMEXaHUKHU PEKUCCED
B CIIEKTAaKJIC CIETa] aKIECHT Ha CIOKHBIX (U3MUECKUX IABHKEHHSIX aKTEPOB —
ruMHacTHKe U akpobaruke. Jlecs Kypbac, craBs 3amady He TOJIBKO 1TOKa3a HOBBIX
BO3MO)KHOCTEN MOJIEPHUCTCKOIO T€aTpa, HO U BOCIIUTaHUS aKTUBHOM KU3HEHHOU
MO3UIMK TEeaTPAIbHOTO 3PUTENsl, 00paTWics K TIPOTECKOBO-IICHXOIOTMYECKON
mbece «3maroiry3». OpurnHaapHOE 0(hOpMIIEHHE CHEKTAKIA («3070TOE YpEeBOY),
TIOJTYTPOTECKHBIC-TTOIYPETNCTUYHBIEC KOCTIOMBI aKTEPOB, UX UTPa U aCCOIMALINH
MEepPCOHAXKEN C )KUBOTHBIMH JIJIsl YTOUHEHHsI IOHUMAHUsI CLICHUYECKUX 00pa3oB —
BCE 3TO, C OOHOH CTOPOHBI, Pa300Iauano MEPKaHTHIBHOE CO3HAHUE COBPEMEHHO-
ro MEIIAHWHA, C APYrol — OTKPbIBAJIO OPUTMHAIBHBIA MOAXO0A PEXUCCEpPa K MO-
JIEPHUCTCKOMY TEKCTY.
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AHOTALIA

Kaneniuenxo O. M. [Ipamatypris ®@epuana Kpommesinka Ta ii inTep-
nperanis BeeBosionom Meliepxoabsaom i Jlecem Kypoacom.

Mopnepuictcrka apamarypris @. KpommMerniaka, sika Ma€ 03HaKH CHMBOITI3MY,
CKCIIPECIOHI3MY, CIOppealti3My 1 sika BHIIEPEDKyBalia MOsBY Tearpy adbcypay, Jo-
3BOJIMJIAa BUJIATHUM pexucepam 1920 pokiB peanizyBaTH CBOi HOBAaTOPCHKI ITif-
XOJIM 10 OHOBITIOBAHOTO Tearpy. B. Meiepxob/ 3BepHYBCS 10 TPOTECKOBO-(hap-
coBoi mecn «BenuKomyIIHUI POrOHOCELBY Ul CTBOPEHHS IOCTaHOBKH, SKa
MMOBHHHA OyJia TMOKa3aTd OOWH 3 BUAIB BiAIIOYMHKY POOITHHKIB. 3a TOIIOMOTOIO
MPUHOMIB KOHCTPYKTHBI3MY Ta OiOMEXaHIKH pEeXHCep B BHCTaBl 3pOOMB aKIEHT
Ha CKIIQAHUX (DI3MYHHUX pyXax aKTOpiB — riMHacTHUI Ta akpobarutii. Jlece Kypbac
MOCTAaBMB 3aBJIaHHS HE TUILKH [10Ka3y HOBUX MOJKJIMBOCTEH MOJIEPHICTCHKOTO Te-
aTpy, ajie i BUXOBaHHS aKTUBHOI )KUTTEBOI MO3HMIIT TeaTpaIbHOTO IVIsi1ada, TOMY
BiH 3BEPHYBCA J0 T'POTECKOBO-TICHXOJIOTIUHOI T’ ecH «3matomy3». OpuriHagbHe
oopmiieHHs criekTakio («30J0T€ 4epeBo»), MOIYTrPOTECKHI-NONypeanicTHIHI
KOCTIOMH aKTOpiB, iX Tpa Ta acorliarlii mepCcoHaxiB 3 TBAPHHAMH UIS YTOYHEHHS
PO3yMiHHS CIIEHIYHUX 00pa3iB — BCe 1€, 3 OAHOTO OOKY, BUKPHBAJIO MEPKAHTUIIb-
HY CBIJIOMICTh CY4aCHOTO MIIIAaHWHA, 3 IHIIOTO — BIAKPUBAJIO OPHUTIHAIBHUH ITi/I-
X1J1 pexucepa 10 MOJEPHICTCHKOTO TEKCTY.

KarouoBi ciaoBa: mozpepnictebka npamarypris, @®. Kpommenink, Tearp
1920-x, Be. Meiiepxonbn, Jlecs Kypbac, «BenmukomxymHuil poroHOCenby, «30710Te
YepeBoy.

ABSTRACT

Kalenichenko O. N. Fernand Crommelynck’s dramaturgy and its inter-
pretation by Vsevolod Meyerhold and Les Kurbas.

Background. The modernist dramaturgy of Fernand Crommelynck allows
some literary critics to attribute it to symbolism: continuing the symbolist tradi-
tions, the author builds his works “on the development of an abstract position,
personified by dramatic characters that can be perceived both as living people
and as figurative designations of concepts” [8]. Other researchers believe that the
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F. Crommelynck’s works are expressionistic, since the Crommelynck Theater is
“poetic, but full of pathos, hyperbolized images, in the characteristics of his per-
sonages exaggeration is brought to the point of absurdity” [2]. Some scientists at-
tribute Crommelynck to surrealism because the playwright is one of the burlesque
theater renovators [3]. At the same time, there is an opinion that a number of later
plays by the playwright anticipate the aesthetics of the theater of the absurd [11].

Ambiguously critics evaluate the genre features of Crommelynck’s plays.
They are also interpreted as “psychological dramas that combine farce and trage-
dy”, therefore “the characters of Crommelynck’s plays are tragic jesters, the em-
bodiment of the “eternal” principles of love, jealousy, and stinginess. His highlight
is human passions, paradoxes, absurdity” [15]. His pieces are considered and as
varieties of drama filled with elements of the grotesque, and “characters often act
as personifications of certain moral qualities: jealousy (“Le Cocu magnifique” —
“The Magnanimous Cuckold”), stinginess (“Tripes d’or” — “The Golden Womb”),
played out virtues (“Carine, ou la jeune fille folle de son ame” —“Carine, or the
Mad Girl of self soul”)”, etc. [11].

Neither Vsevolod Meyerhold (production of the play “The Magnanimous
Cuckold” in 1922), nor Les Kurbas (production of the play “The Golden Womb”
in 1926), who were innovators in theatrical field, revolutionists of the Soviet the-
ater, could not pass by the creativity of the contemporary modernist playwright.

The purpose of this study is to identify the peculiarities of the Crommelynck’
dramas produced by stage directors and the lines of the pioneering searches of two
great representatives of the theater went when staging Crommelynck’s plays.

Methods. The basis of the research methodology is historical analysis.

Results. Meyerhold, as shown by his notes and the memoirs of his contempo-
raries, moved in the 1920s in his theatrical searches went towards formalist expe-
riments, in particular, constructivism and biomechanics. According to the director,
the Crommelynck’ grotesque-farcical play “The Magnanimous Cuckold” on the
theater stage, saturated with complex diverse physical movements of the actors,
was supposed to show one of the workers’ leisure activities.

Les Kurbas, also seeking to radically renew the Ukrainian stage, relied on
a completely different theatrical concept. Speaking for an active-revolutionary life
installation, for the restructuring of social psychology and, consequently, for spiri-
tual and moral values, Kurbas in his articles and conversations called for fighting
the limited outlook of the Nepmen and provincial inhabitants who only think about
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endless prosperity [9; 10]. Realizing his concept in life, it is not by chance that the
director chooses for the premiere of the first season of “Berezil” in Kharkov the
play “Tripes d’or” (“The Golden Womb™) just written by Crommelynck (1925).

Note that “Tripes d’or” in its content is much more complicated than the
“Le Cocu magnifique”. In our opinion, the playwright, using allusions to the work
of European prose writers of the XIX century, seeks to show that even an honest
and decent person, becoming the owner of a large inheritance, will begin to de-
grade morally; gold, sooner or later, will become a fetish.

Moreover, in “Tripes d’or” it is quite clearly shown that the uncle of
Pierre-Auguste himself (the hero of the piece) —Anna Romain Hormidas de Gutem—
passed through the temptation of wealth. Hormidas’ niece Melina, who eventually
got the “throne” with a pottery filled with gold dust, will also pass along this path.
Inaddition, Crommelynck in his play reveals a number of stages of Pierre-Auguste’s
painful struggle with the attractive power of gold: from understanding that gold
will soon turn into a dragon that will kill a knight, through the realization that
“gold in itself is fascinating”, to recognition: “I want to destroy everything ... what
is near money .. so that there is no — neither the past, nor the present, nor the
future ...” [7: 149, 160]. At the same time, the author in a number of scenes departs
from the tragic pathos and appeals to the grotesque, which allows in the “Tripes
d’or” to organically combine the real and the fantastic.

Thoughtfully approaching the text of the play, Kurbas saw in its plot not the
single tragedy of Pierre-Auguste, on which a huge inheritance had suddenly fallen,
but a rather common phenomenon in the world of ordinary people thinking only of
profit. Therefore, the director chooses not a psychological disclosure of characters,
but a grotesque beginning, which allows exposing the thinking of the Nepmen and
bourgeois living in petty, personal interests.

The original design of the play “The Golden Womb”, semi-grotesque and
half-realistic costumes of the actors, their playing and characters’ associations
with animals to clarify the understanding of the stage images — all this, on the
one hand, exposes the mercantile consciousness of the modern tradesman, on the
other — discloses the original approach of the director to modernist text.

Conclusions. By turning to modernist dramaturgy and relying on the modern
possibilities of the avant-garde theater, both outstanding directors created original
productions. If Meyerhold, during this period, was interested in formal experi-
ments and revealing the possibilities of constructivism and biomechanics, so for
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Kurbas, who was also interested of constructivism, nevertheless, other tasks came
to the fore. It was necessary for him to bring up a new theater audience in a short
time: to change philistine psychology demonstrating new horizons for the deve-
lopment of public life and the wide possibilities of man in it.

It is evidently, that the analysis of the new European dramaturgy and new ex-
periments in the Soviet theater of the 1920-1930s is not limited to what has been
said, and further careful study of these problems is required.

Key words: modernist dramaturgy, F. Crommelynck, theater of the 1920s,
Vs. Meyerhold, Les Kurbas, “The Magnanimous Cuckold”, “Golden Womb”
(«Tripes d’or»).
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[MocranoBka mnpodaembl. MonepHuctckas npamaryprus DepHa-
Ha Kpommenmaka (1886—1970) mo3BossieT psity IUTEpaTypOBEIOB OTHECTH
e€ K CHMBOJIM3MY: TIPOJOJDKAs TPAIUIIMK CUMBOJIFICTOB, aBTOP CTPOUT CBOU
[IPOU3BE/ICHHS «HA PA3BUTUU OTBJICUEHHOTO MOJOXKEHHS, ONUIETBOPEHHO-
r0 JpaMaTH4eCKUMU XapaKTepaMH, KOTOPble MOKHO BOCIPMHUMATh M KaK
JKUBBIX JIFONICH, U KaK 0oOpa3Hbie 0003HaueHus MoHstui» [8]. pyrue uc-
CJIe/IOBAaTENI CUNTAIOT, 4To npou3BeneHuss @. Kpommenunka skcnpeccuo-
HUCTHYHBI, TaK KaK €ro TeaTp «IO3THYCH, HO UCIIOJHEH MaTeTUKH, THIIep-
OONMM3UPOBAHHBIX 00Pa30B, B XapaKTepax €ro MepcoHa)kel MpeyBeIHyeH-
HOCTB JTOBenleHa 110 abcypra» [2]. HekoTtopsie yu€Hble OTHOCST TBOPUIECTBO
KpommenuHka k croppeannsmy, MOCKOJIbKY IpamaTypr — OIUH U3 Oypieck-
HBIX 0OHOBHUTENEH TeaTpa [3]. B To jxe Bpems, CyIiecTByeT MHEHHUE, UTO PSiJT
MIO3/IHUX ThEC JIpaMarypra MpeIBOCXUIIALT ICTETUKY Tearpa adcypna [11].

Kputnkn HEoTHO3HAYHO OLICHUBAIOT U )KaHPOBBIE 0COOCHHOCTH TbEC
Kpommenmaka. X TpakTyIOT M KaK «IICUXOJOTHYECKHE JPambl, KOTOPBIE
codeTaroT B cebe apc U Tpareauro», Mo3ITOMY «IepcoHaxu nbec Kpom-
MEJMHKA — TparmdecKrue NIyThl, BOIJIOUICHWE “BEYHBIX~ Hadall JIOOBH,
PEBHOCTH, CKYNOCTH; €ro KOHEK — YeJIOBEUECKHE CTPACTH, MapaOKChI,
abcypa» [15]; u xak pa3HOBHIHOCTH HOBOW JIpaMBbl, TJIe ApamMaTyprus Ha-
CBIII[EHA JIEMEHTAaMH TPOTECKA, a «IIEPCOHAKH HEPEIKO BBHICTYIAIOT OJIH-
LETBOPEHUSMH TEX WM MHBIX MOPaJbHBIX KauecTB: peBHOCTH («Benmko-
JIyIITHBI POTOHOCEI»), CKYTIOCTH («371aToITy3» ), HAaUTpaHHOU JT00pomeTe-
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mu («Kapuna, mwmm JleBymka 6e3 yMa OT CBOEH TyIIn»), OCKOPOIEHHOTO
camomntobust («2Kap u xomnox, wim Mpues rocrioguna Joma»)» [11].

HeynuBuTenbHO, 9TO MUMO TBOPYECTBA COBPEMEHHOTO MOJIEPHUCT-
CKOTO Jpamarypra He cMoIiu TpoiTu Hu Bceomon Meiiepxonsa (1mo-
CTaHOBKa Ibechl «BenmukopymHsiii poronocerny (1922), uu Jlecs KypOac
(mocTaHoBKa Mbechl «3maromy3» (1926) — HOBaTOpHI B TeaTpaIbHOM TIPO-
Lecce, peBOJIIOIMOHEPBl COBETCKOTO TeaTpa.

Lean HacTosIeli CTATBM — BEIIBUTH OCOOCHHOCTH TpouTeHus Bee-
BosiojioM Meiiepxonbaom u Jlecem Kypb6acom KpoOMMENTHHKOBCKHUX Apam
Y T€ HalpaBIJICHUS, TI0 KOTOPBIM IITH HOBAaTOPCKHUE IMTOUCKH JBYX BEITHMKUX
TeaTpalibHbIX PEXKUCCEPOB MpU nocTaHoBKe nbec @. KpoMmmenuHka.

HN3noxenne ocHOBHOro marepuaja. B. Meiliepxonba, Kak cBuie-
TENBCTBYIOT M €r0 3aMETKH, U BOCTIOMHHAHHNS COBPEMEHHUKOB, JIBUTAJICS
B CBOMX TeaTpaJibHBIX JKCIIEPHMEHTAaX B CTOPOHY (hOpMamucTCKUX HC-
KaHui. HarmoMHEM, 9TO B 3TO BpeMsl OH YBIIEKAJICS KOHCTPYKTHBH3MOM
u 6nomexaHukoi. Bot uto pexwuccép nucain B ctarbe «Kak OblT mocTaBiieH
«“Benukogymssiii poroHocerr’”»: «Mbl XOTelnH 3THUM CHEKTaKJIeM 3ajio-
JKUTh OCHOBaHWE /Il HOBOTO BHJIA T€ATPAILHOTO JAEWCTBA, HE TPpeOyrole-
T'0 HU WIITIO3UOHHBIX IEKOPALUii, HA CJIOKHOTO PEKBU3UTA, 0OXOAAIIETOCS
MMPOCTEHIIIMMHY TIOAPYYHBIMHU TIPEAMETAaMHU ¥ TIEPEXOAIIETO U3 3PEnIIa,
Pas3bIrpbIBAEMOr0 CIICIUATUCTaMHU, B CBOOOIHYIO HIPY TPYISIIUXCS BO
BpeMs uX oTabIxa» [13: 47]. B BEICTyIUIEHHH Ha AUCITyTE PEKUCCEP OTMeE-
yaJl, 4T0 « BeTMKOMyIIIHEIM POTOHOCTIEM» «OTIPEAETTHIIaCh KaKkas-TO HOBas
rpaHb B Teatpe» [13: 44].

buorpad pexuccépa IOpwmit Enarma oreHuBaa ero HOBAaTOPCTBO
cnenyronmm obpazom. Bo-niepeeix: «“‘Benukoayminsiii Poronocei” Obut
repBoi u OyecTsIIel TeMOHCTpaleld MacTepCcTBa akKTEPOB MEWepXOib-
JTOBCKOM TITKOJBI. HaKOHEN-TO cTapblii IeBW3 yCIOBHOTO Tearpa ‘‘clioBa
TOJIBKO y30p Ha KaHBE JBMKCHUN ™ — ObLT OCYIIECTBIEH B Xy/I0KECTBEHHO
yoenuTenbHBIX dopMmax» [4: 247]. «Bropoe 3nHauenune “Benukomynraoro
Poronocra” 3akiro4agock B TOM, 94TO 3TOT CIIEKTAKIIbL OBLI 3aKOHYEHHEBIM
U XyIO)KeCTBEHHO-COBEPIICHHBIM IPOMU3BEIEHUEM KOHCTPYKTHBH3MA
B HCKYCCTBE JJpaMaTHYEeCcKOro Tearpa. ... 3a BCIO HCTOPUIO COBPEMEHHOTO
Tearpa 3TO ObUIO eIUHCTBEHHOE 3aKOHYEHHOE BOIUIOLICHHWE CTHIIS KOH-
CTPYKTHBH3MA B (hOpMax CIICHHYECKOTO UCKyccTBay [4: 248].
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UTo e npemTokui MelepXobT 3puTeio?

«B Beuep mepBoro npexacrasinenus “Benuxonymnoro Poronocna”
MOCKBHYH, 3allOJTHUBILNE HEYIOTHBIM 3aJ Tearpa..., yBUAEIH Ha COBEP-
HIEHHO OOHaXXEHHOH clieHe 0e3 3aHaBeca, 3aJHUKOB, IIOPTAJOB U PAMIIEI
CTPaHHOTO BHJA JICPEBSIHHBIN CTAHOK — KOHCTPYKLHKIO. OH ObLI CMOHTH-
pOBaH B BUJE CBOEOOpPA3HOW MENBHHUIIBI W MPEACTABIAI COOOW coemu-
HEHHE TUIOIIAI0K, JIECTHMII, CKaTOB, BpalllaloIXCsl BEpEil 1 Bpallaro-
mxcs kojec. CtaHOK caMm 1o cebe He u300paxkan Hudero. OH CIyXUI
TOJIBKO OMOPOil, MPUOOPOM I UTPHI AKTEPOB — HEUTO BPOJE CIOKHOU
KOMOMHALMK M3 TPAMIUIMHOB, TPAaNelMid W TMMHACTHYECKHX CTAHKOB.
MenpbHUYHBIE KPBUIbSI M JIBa KOJIECA BpAIIaINCh TO MEIJIEHHO, TO ObI-
CTpO, B 3aBUCUMOCTH OT HAIpPsDKEHUS AEHCTBUS U OT TEMIIA CIIEKTAKJIS.
Mornopble, 10BKHE aKTEPBl U AKTPHUCHI, 0€3 IrpuMa, B CHHUX PabOUYMX
KOMOHMHE30HAaX, OJMHAKOBBIX JUISI MY)KYMH W JKEHIIWH, B TEUCHUE TPEX
4acoB pa3BEPTHIBAJIN IEPE 3PUTEISIMUA C BUPTYO3HOU JETrKOCThIO (ee-
pUYECKy0 CUM(OHUIO IBUKCHUN. DTO OblJIa TAMHACTHKA, TAKasl JKe Ipe-
KpacHasi, Kak 0aJieT, CIIopT — BBIPa3uTENIbHBIN, KaK JAeKJIaMalys Tparuka.
Hecnoxnas dadyna ¢hpuBorsHOTO QpaHITy3cKoro hapcea ..., mepeaoKeH-
Has Ha MapTUTYpPY ABM)KEHUH, OKa3ajach MCIIOJIHEHHON BECEsbs M Ooua-
poBanus. Croxer “BenukoxymrHoro Poronocna” B “OnomexaHu4eckoi”
TPaKTOBKE Pa3BEPTHIBAJICS IEpe]] 3PUTEISIMHA C aOCOMIOTHON SICHOCTBIO.
B crapomonHO#i ... MCTOpUM HEOXKHMIAHHO OLIYIIAICS LEHTPaJbHBIN
HEPB COBPEMEHHOTO CTHIIS» [4: 248-249)].

3aMeTHM, 4TO HE BCE€ KPUTHKHU TOAJIEPKAIN TeaTpajbHbIE dKCIEPH-
MeHTHl Meiiepxonpaa. Tak, M. A. BynrakoB B cBoéM (helbeTOHE CpaBHUII
OMOMeXaHHMKY akTépPOB ¢ akpoOarukoi kioyHa Jlazapenko u3 Hukutuu-
CKOTO LIMpKa, SIBHO HE B MX mousb3y [1], kputuk 0. CoboneB B xypHa-
ne «Tearp» oTMeTwi, 4yTO B CHEKTaKJe «KPOETCS BeIMYallIas, Ha MOU
B3MIA], onacHOCTb A Tearpa. IlogmeHa ero >kMBOro MCKyccTBa U €ro
YeJIOBEYECKOr0 TBOPUECTBA — MEPTBEHHBIM MACTEPCTBOM M O€3myIHON
MammHepuei» [14: 193], a A. B. Jlynauapckuii yBHJieNn B CIIEKTaKIIE «IPy-
00cTh GOpPMBI U UyTOBUIIHYIO Oe3BKycHOCTH» [12: 800].

[ToHATHO, YTO U KPUTHKAM, U 3pUTEINISIM, BOCTIUTAHHBIM Ha TeaTpajb-
HOM KJIACCHKE, TSKENO OBIJIO cpas3y MOJOKUTEIbHO BOCIIPHUHATH MPUHIIH-
NMHAIBLHO HOBBIM MOJXOJ1 K T€ATPAIILHOMY JIEHCTRY.
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Jlecs Kypbac, Taxke CTpeMHUBIIMIACS K paTdKaTbHBEIM OOHOBICHUSM,
HO HA YKPawmHCKOW CLIEHE, OMHUPAJICS COBCEM Ha JPYTYI0 TearpajbHYIo
KOHIICTIIINIO. BBICTyMmas 3a akTHBHO-PEBOTIOIIMOHHYIO KU3HEHHYIO yCTa-
HOBKY, 32 TIepECTPOWKY OOILIECTBEHHOH IMCUXOJIOTHH, & CIe0BaTEIbHO,
3a JIyXOBHO-HPABCTBEHHBIE IIEHHOCTH, Kypbac B CBOMX CTarhix u Oece-
JlaX TPHU3BIBAI K 00phOe C OrpaHMYCHHBEIM MHPOBO33PECHHUEM HAIIMAHOB
Y TPOBUHIIMAIBHBIX OOBIBATENCH, JYMAIOIIMX TOJIBKO O OCCKOHEYHOM
npeycnesanu [9; 10].

Boromas cBor0 KOHIIETITUIO B )KU3Hb, PEIKUCCEP HE CIyYaliHO BHIOH-
paeT s mpeMbephl TIepBOTo ce30Ha «bepe3mnss» B XapbKoBe TOIBKO YTO
HanmcaaHylo Kpommenunkom mbecy «3maromy3» (1925). 3amerum, uto
«371aTomy3» 10 CBOEMY COACPKAHUI0 3HAUUTEIBHO ClIoKHEe «Benukomay-
HOTO POTOHOCIIA», OAHAKO TEATPOBEIBI HECKOIBKO YIPOIIEHHO TTOAXOIST
K mpobnemam, oaHATEIM KpommenunkoM B ero nbece [6: 219; 16: 150].

Ha nam B3mmsay, mpamarypr, HCIONB3Ys ajUTI03UH Ha TBOPYECTBO €BPO-
Nenckux mpo3ankoB XIX B., CTpeMUTCS 1TOKa3aTh, YTO AAKE «UECTHBIH, J10-
OpbIii, HEMOPOUHBIH, XPaOPBIH, TOOPOKETATEILHBIHN, TPE3BBIN, SKOHOMHBIH,
HECrnOaeMbIll YeIIOBEK, TONYYUB ... AEHBIH, CTAHET TPYCIMBBIM, ITOUTHIM
OOMaHILIMKOM ..., IOTOMY YTO OH JIOOPBIH, a Kak I00pOAETeIbHOCTh HE MpH-
HOCHT JICHET, TaK W JICHbI'M YOUBAIOT TOOPONETETHHOCTEY (1epesod Mou. —
0. K) [7: 127]. Ilpu sToM B «31maTory3e» I0CTaTOYHO MPO3PavHO MOKa3a-
HO, YTO Yepe3 UCKyIIeHHWe OOraTCTBOM ITPOIIEN U caM JISJIS Teposi hEChI,
[Teepa Orrocta — AnHa Pomen Opmupac e I'yrem. Ilo stomy mytu mpoii-
net u wieMsHauna Opmuaaca MenuHa, KOTOPOi B KOHIIE KOHIIOB TOCTAJICS
«TpOHY» C (passHCOBBIM HOYHBIM TOPIITKOM, HAITOTHEHHBIM 30JI0TOH MBUIBIO.

Kpome atoro, KpoMMmenuuk B CBOCH mbece PacKphIBACT PsiJl ATAIIOB
MyuHuTeabHOM 60pbOBI IIbepa Ortocta ¢ MpUTAraTeIbHOM CHIION 30J10Ta:
OT MIOHUMAHHSI, YTO 30JI0TO CKOPO MPEBPATUTCSI B IPAKOHA, KOTOPBIH yObET
phILIaps, 4epe3 0CO3HAHUE, YTO «30JI0TO CaMO IO ce0e 3aBOPAKUBACTY, 110
MIPU3HAHUS — «SI BCE XOUy YHUUTOXKHUTSH ..., YTO €CTh BO3JE JCHET ... 9T00
He OBUIO — HU MTPOIIOT0, HU HACTOSIIEro, HU Oyayiiero...» [7: 149, 160].
Bwmecre ¢ Tem, aBTOp B psijie CIIEH OTXOJUT OT TPAru4ecKoil MaTeTuku u 00-
parmmaercsi K TpOTeCKy, MO3BOJISIOMIEMY B «3J1aTOITy3€» OpraHUYHO coue-
TaTh peajdbHOe U (paHTacTHUeckoe. TakuMm 00pa3oM, KaK BHUIUM, MPOU3-
Bezieane KpoMMennHka MOYKHO IPOYUTATh MO Pa3HBIMHA yTJIaMH 3PEHUSI.
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BmymuanBo momolns kK TeKCTy mbechl, KypOac yBumen B e€ CroxeTe
HEe enquHUYHYI0 Tpareauio [Isepa Ortocta, Ha KOTOPOTO BHE3AITHO CBAJIH-
JIOCh OTPOMHOE HACJIEJCTBO, a SIBIIEHHUE, JOBOJIHHO PaCHpOCTpaHEHHOE
B MHUpE OOBbIBaTEsICH, TyMAIOIIMX TOIBKO O HaxwuBe. [loaTomy pexuccép
BBIOHMpAET HE NICUXOJIOTHUECKOE PACKPBITHE XapaKTEPOB, & TPOTECKHOE Ha-
9aJ10, TTO3BOJISIONIEE Pa300JIauNTh MBIIICHUE HATIMAHOB M MEIIIAH, YKUBY-
X MEJIKUMH, JIMYHBIMU HHTEPECAMH.

Takoe BuaeHWe mpoOIEMATHKH THEChl HAINIIO OTPAXKEHHE, Ipe-
kK7e Bcero, B opuruHanbHoM odopmiienun Jlecem Kypbacom u Banu-
MoM MemnepoMm cnekTakis «30J0Toe 4peBo». Tak, «mepelHuil IiaH
CIICHBI CITYXKUJI KakK ObI MPOAOKEHNEM KOMHATHI-ITaBuiIboHa. CripaBa —
KPBIIIH, BUAHBI Jlaxke (parMeHThl YEPEeIHUIlbl; HEYTO IMOXOXkKee Mo (hak-
Type W JKUBOIUCH 3PUTENH BHUJIE] TOBTOPEHHBIM U “pPa3MHOXEHHBIM ™ 32
npeaeraMyu KOMHATBI; 3TH MATHA NPUHAMJICKAIN YKE APYTUM suehKkam
MHpa, KOTOPhIE CMYTHO YTaJIbIBaJIUCh BIAJIW; OTH SYEHKH ... OBLIN TIO-
XOKM Ha HaxoJsIiytocst B 1eHTpe. CiieBa CTOSIM rpy00 CKOJOYCHHBIC
CTOJ W CTYJI, 110 OOKaM CTYIIEHU, BHIBOJSIINE OTCIO/A, U3 MUPA 3TUX 00-
JIOMKOB, KYCKOB peajbHOH )KH3HU U CTPAHHOTO HAarpPOMOXKICHHS 3HAKOB
YeJI0BeYECKOr0 POo3s0aHus.

Macmtab coOTHOIIEHHS aBaHCIICHBI ¥ MaJIeHBKOM KOMHATHI, TIPOJIO-
JKCHHEM KOTOPOU ObLIa IIEHTPaJIbHAsI YaCTh ABAHCIICHBI, TOTYHHSLIICS IPUH-
LUy YAAJSIONICHCS IEPCIIEKTUBBI C ONTHYECKUM (POKYCOM — KPECIIOM, Ha
KOTOPOM HAuWHAJ ¥ 3aKaHIUBaJ CIICKTaKJIb TJIABHBIN Tepoit» [6: 221].

Ha wupaero cmekrakiiss «paboTanm» W TOIYTPOTECKHBIS-TIOYpeau-
CTHUYHBIE KOCTIOMBI aKTEPOB: «HACTOAIINH TIMHSIHBIA TOPIIOK HA TOJOB-
HOM yOope Menuubl, 0ypPOHHBIN €TUHCTBEHHBIH 3MOJIET BOSIKUY [6: 222],
MapHKH MTePCOHAXKEH, ClIeITaHHbIe U3 COJIOMBI, UX OKpacKa U Tpodee.

Takoe npouTeHue MbeChl HALIO OTPAXEHHE U B MIpe akTépos. Pe-
xuccép-nabopant nocraHoBku XanaH llImamu ormeuan, uto «Kypbac
3aJlyMajl 3TOT CHEKTaKIb B IUIaHEe ocTporo mamduera. Bee mepcoHaxn
ObUIM HAJICJICHBI ONPEICIIEHHBIMUA YepTaMH CATUPHYECKOIO XapakTepa
U JIOJDKHBI OBUTH BBISBIATH WX B THIIEPOOIM30BAHHOM BHJIE, CPEICTBAMH
rpotecka» (nepegoo mou. — O. K.) [17: 138]. Omnako ycranoska Kyp0Oa-
ca 0Ka3aJlach CJIOXHO BBIMOJIHUMOM ISl psilla aKTEPOB, 3aCHCTBOBAHHBIX
B criekTakie — Hatampu YkBuid, Ctemana Lllaraiiasr u ap.
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Henm Kopauenko mumret: «Iloxkamyii, Ommke Bcero KypOacoBCKOMY
3ambIcity ObuT UMeHHO [upHsik [uepaswuil porws ciyeu Miockapa — O. K.
OH OPraHWYHO COYETANT IKCIIEHTPHUKY C TICUXOJOTHYECKOW HAIOJHEHHO-
cThio, Oy(hdoHamy ¢ mpaBaoit peanpHOro cooObTUs» [6: 222]. Crenan Lla-
raiiia e cosJai MHTEPECHBIH Xapakrep coBpeMeHHoro lLmromkuHa, HO
HEe JOBEN CBOM 00pa3 /10 «CHMBOJIA CAMOCKHPAHUS, CAMOyHHUYTOKEHUS
HE BCIEICTBHE COOCTBEHHON MaHHMHM, a B pe3yJbTare HEBO3MOKHOCTU
HE CTaTh MAaHWAKOM U HE MOTHOHYTH» [6: 223].

YMecTHBI ObUTH B CIIEKTAKJIC M acCOIMAIMU TEPCOHAXKEU C )KUBOT-
HBIMH, K KOTOpbIM oOpatmics Jlech KypOac st yro4YHeHUs TOHMMaHUS
CIIEHMYEeCKHX 00pa3oB. MccnenoBarenn OTMEYAIOT, YTO «BCE MEPCOHAKU
XapaKTepPU30BAIMCh TOBOPALIMMHU MCUXO(U3UOIOTHYECKUMH NpPU3HAKa-
MH KOHKPeTHBIX XKUBOTHBIX: Ortoct (C. Ilaraiima) — xabana, ®dpymanc
(H. YxBuit) — nmucunspt, 6ypromuctp (®. Pamuyk) — 3aiina, rpynmna celb-
CKHX HeBecT — Kypwull, Oyxranrep (b. bamaban) — 00e3bsHBI, Opagodpeit
(IT. Macoxa) — ocna» (nepesood moii. — O. K.) [5: 295].

OnHaKo B 3TOM, YAUBUTEIBHO TOUHO BBICTPOEHHOM, CIIEKTAKIIE Xaph-
KOBCKHI 3pUTENb 3aX0TeJ YBUAETH TOJBKO aHEKJOT W TCHXOJIOTHIO, OH
HE MOHSJI CIOKHOW 00pa3HOCTH M CUMBOJIMKU CIIEKTAKJISL, HE MOHSII €ro
MTOJIMTHYECKOW HAINpPaBICHHOCTH. «37aToIy3ay», CHadaia YIUBISBIIETO,
a 3aTeM pasapakaBIIero, MOCcie HECKOIbKUX IMPEICTaBICHUH MPUIILIOCH
CHSITb.

BoiBoambl. MTak, kak BUIUM, OOpaTHBIINCH K COBPEMEHHON Momep-
HUCTCKOM IpaMaTypruy U ONUPasich Ha COBPEMEHHBIE BO3MO)KHOCTH aBaH-
rapIHOTO TeaTpa, 00a BBIIAIONINXCS PEXHUCCEPA CO3MMAI0T OPUTHHAIBHBIC
noctaHoBkU. [lpu 3Tom Meliepxombly B 9TOT MEPHOJ TBOpUYECTBA OBLIH
WHTEpPECHBI (hOpMaNIbHBIE SKCIIEPUMEHTHI M BBISBICHHE BO3MOXKHOCTEH
KOHCTPYKTHUBU3MA U OmoMexaHukH, a s Kypbaca, Takke HHTEPECOBaB-
LIErOCsl KOHCTPYKTUBU3MOM, Ha MEPBBIH TUIAH BBIXOIWIN APYTHE 3a/1auu:
Ha7i0 OBITO B KOPOTKOE BPEMSI BOCIIUTATh HOBOTO TE€ATPATHLHOTO 3PUTEI,
MEePeIOMUTh €r0 MEIIAHCKYI0 NCHXOJIOTHIO, OTKPBITh MEpe] HUM HOBBIE
TOPHU30HTHI PAa3BUTHS OOIIECTBEHHOW KM3HU M IIMPOKUE BO3MOXKHOCTH
YyeJI0BeKa B HEM.

besycnoBHO, aHaIN3 HOBOH €BPOMNENCKOM JpaMaTypriuy U HOBBIX JKC-
TIEpUMEHTOB B coBeTCKOM Tearpe 1920-1930 romoB He OrpaHUIMBACTCS
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CKa3aHHBIM M HEOOXOJMMO JaibHEHIIee, MPUCTATILHOE W3yYeHUE STOMN
POOJIEMATHKHY.
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