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The present research is dedicated to the issue of the metadramatic aspect implemen-
tation in the plays «Anshlag» and «Antract» by Odessan playwright A. Mardan. There are 
a noticeable metadramatic aspects both in the plays plot and in the variety of allusions, 
analogies. The metadramatic aspects of the plays we deal with ’Anshlag’ and ’Antract’ 
adopt both the classical and modernistic approaches to present this literary device. In 
A. Mardan’s plays, the concept of modern times is conveyed through the literary and cul-
tural heritage. The usage of Chekhov’s motives employed in both Mardan’s plays seems, 
on the one hand, to resemble the form used in the mass culture, whereas on the other hand, 
the presence of canonical texts implemented with the goal of stylization and reinterpreta-
tion of the classic represent the innovative approach applied through the use of modern 
literary devices which ensure the interpretation of canonical drama. The comparison of 
the world of reality and illusion in the character’s behavior is clearly observed; moreover, 
the plays also contain an example the influence of the theatre, theatricalism and fiction on 
the human’s worldview and destiny. The author also analyses the theme of the impossibility 
of «abandoning» the world of Chekhov’s plays interwoven into the characters’ conscious-
ness. Thus, the influence of Chekhov’s text deprives Mardan’s characters of making their 
own decisions. Another metadramatic aspect of this literary device — the «theatre in the-
atre» — involves Mardan’s use of all existing metadramatic elements, which are said to be 
incarnated with the metatheatre, for instance, the acted out play in play, allusion to other 
classical plays, and theatre issues discourses. In the both plays there is the mystification of 
the world’s reality created by the author, the reality is ruined by the utopia symbolized here 
by Chekhov’s text. It seems, that all concepts about Chekhov’s plays are transformed into 
the mass culture phenomenon with its characteristics, such as cliche, gestures and phrases. 
The combination of these components in the plays «Anshlag» and «Antract» provides an 
excellent opportunity to illustrate a variety of both the properties of the theatrical art in 
general and metatheatratical features in particular. 

Key words: metatheatricality, «theatre in the theatre» concept, metadramatical devic-
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The goal of presenting the works of a little-known, but already recog-
nized Odessan playwright Alexander Mardan is to address the issue of the 
attitude to the classical tradition and its specific influence, which in many 
ways is overcome by modern drama theatre. As far as one can observe, 
A. Mardan’s plays contain a combination of metatheatrical techniques, 
such as the «theatre in the theatre», the usage of precedent texts of the clas-
sic works of literature and drama, and their scenic interpretation in A. Mar-
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dan’s plays, which are basically a formation of mass popular culture. An 
attempt of distinguishing how his work fits into the contemporary trend of 
the existence of the mass of the popular drama is also to be made. 

Metadrama as theatrical device has a long history; however, it cannot 
be considered as accidental activation of existence and development of a 
variety of new types of metadrama in the XX century, when the question 
of the relationship between the reality and the art of the great myths and 
everyday life was raised. It is particularly true of the postmodern ? poque, 
where the view refracted through the prism of literary and cultural heritage 
of the past was posed [10]. The literary device of the ’theatre in the the-
atre’ has already brought the attention of drama researchers. This device has 
been studied and described in the material reception of drama by W. Shake-
speare, J. B. Moliere, A. Chekhov, as well as contemporary playwrights. One 
of the commonly known examples of metadrama is «Hamlet» by W. Shake-
speare, in which the literary device of the ’theatre in the theatre’ is used 
as a plug-in component of the play. The plays by B. Brecht can be consid-
ered as an example of the implementation of metadramatical techniques in 
the twentieth century, which demonstrates the actor’s direct appeal to the 
audience. According to E. Sokolova, the device ’theatre in the theatre’ is 
a dramaturgic approach which makes one able to reveal the nature of the 
theatre, transforming it to the content of a dramaturgic text and theatrical 
presentation [7]. 

Metadrama has become one of the main tools of the theatrical self-re-
flection, converting the structure of a theatrical performance into the pro-
tagonist. The term «metadrama» first appeared in one of J. I. Abel’s articles 
in 1963. The new term characterized the drama and the theatre, the debat-
able issues of which were dedicated to the theatre itself. The term «metathe-
atre» introduced by Abel, has become used by the literary surroundings, 
however it has not awarded a single universally recognized concept yet; 
furthermore, the dramatic ways of presenting metatheatre as a way of per-
ceiving the world and the theatre itself have not been fully described. The 
formula of the «theatre in the theatre» has at all times has been filled with a 
specific meaning. V. Chupasov considers two main types of metadramatical 
plays — the classical and the modern. The traditional version of the «theatre 
in the theatre» is an elaborated metaphor, the ground for which is the com-
parison of the world to the theatre. The external drama (the life) is opposed 
to the inner drama (the theatre), but the whole text presents its metaphori-
cal comparison [5]. 
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The classical version of metadrama is a representation of the world as 
a large theatre, according to Shakespeare’s proposition, «All the world’s a 
stage, And all the men and women merely players». In everyday life, people 
perform their roles sometimes not even recognizing that. Attending a theatre, 
they have an opportunity to observe what is happening on the stage, perceiv-
ing it as an alternative reality. At the same time, modern drama containing 
the device of ’the scene on the stage’ is applied to show that there are no clear 
boundaries between the art and reality. Modern theatre does not demonstrate 
the reality but is rather an integral part of it. The theatre is not a representa-
tion of life, but its element [9]. According to E. Polityko, metadrama is a type 
of drama that uses the principles of self-reflection, the repeatability and the 
game of doubling reality. Metadrama combines all the cases where a play is 
shown as the idea of the transformation of life into theatre, and contrariwise. 
The aspect of metadrama can manifest itself in various forms — from the in-
dividual statements of the character and storyline (P. Calderon, L. Tick) to a 
dramatic structure, creating the image of the «global theatre» (L. Pirandello, 
M. de Gelderod, T. Stoppard) [8]. According to E. Shilova, metadrama, is a 
genre of drama that involves emphasised theatricality, the doubling of artistic 
reality, blurring of the boundaries between the world of reality and the world 
of art. The techniques implemented are supposed to emphasize the lack of 
self-identity among characters [10]. The set of a commonly known play may 
be transferred into different realities with the change of time; for instance, 
a classical Shakespeare’s play can be performed transforming the plot into 
modern reality. Replicas of the characters can be modified and contain allu-
sions or reminiscences from other plays. 

The widespread use of meta-textual methods in the literature of the 20th 
century suggests the development of the phenomenon of metaliterature. 
Nevertheless, metadrama as a phenomenon that belongs to a special kind 
of literature has its own specific characteristics. The features of metadra-
ma of the 20th century, i.e. self-reflexion, a complex hierarchy of levels of 
theatrical reality, and repeatability are largely determined by L. Pirandello’s 
and B. Brecht’s creative discoveries. Postmodernism increases the degree of 
metadramtic reflexivity through the approbation of precedent literary works 
and their new interpretation [10]. 

Classical works are considered as a reference point, or precedent text, 
which organizes the text of the play. A. Chekhov is the undisputed leader 
in the frequency of inclusion in modern Russian theatrical play [6]. Many 
contemporary plays are created on the basis of precedent texts; moreover, 



184 ISSN 2312–6809. Ïðîáëåìè ñó÷àñíîãî ë³òåðàòóðîçíàâñòâà. 2016. Âèï. 22

© Øëÿõîâà Í., 2015

entirely new texts may appear on the basis of the classical ones. Research-
ers of modern drama deal with the issue of the reception of works of clas-
sical theatre in plays by contemporary authors. O. Zhurcheva in her re-
search «The Receptive Strategies in the Recent Drama» draws attention to 
the phenomenon of creative reception in modern drama. In postmodern 
metadrama, doubling of reality, which implies metadramatical comments 
in the course of the story, contrasting roles (those performed without taking 
into account the age and sex of the actors, and the mismatch of the number 
of characters and the number of actors), composite repetitions or parallel 
scenarios presentation on stage may be observed [2]. 

Metadrama may also be implemented in the form of «a play in a play» 
and «a play about a play», as well as in the plays about a theatre. Theatre 
in literary works which are characterized by metadramatical and theatrical 
space is exceptionally scenic and beyond its scope, and therefore, it com-
petes with «real» life in terms of adequacy of perception of events. It also 
contains «conditionally nominative» replicas and comments, leading to the 
understanding of the abstract nature of language. 

Another element is the use of metatheatrical scenery that emphasizes the 
theatrical conditionality of action. Contemporary art chooses the repetition 
of old motives instead of using innovative themes increasingly. Nowadays, 
various musical covers, remakes of films, films where the story represents 
the plot drawn from classical literature and retold as a new modern idea 
grows popularity. Similar trends characterize also metadramatical texts. 
Metadrama typically exploits a story retrieved from classics in a new play. 
This theatrical technique is often manifested in its modernist version. The 
exploited sources, which are interwoven in contemporary plays, are mainly 
literature and drama which is known to the public, due to the reason that 
their authors’ literary works often form the lists of literature included into 
school programmes. Therefore, they become a canon of literature and dra-
ma in mass consciousness. Without a doubt, A. Chekhov is one of the au-
thors whose drama is considered to be canonical. His texts are perceived as 
«an example of an «archetype» of aesthetic (...) ideology that is an inalien-
able constituent both in the mind of mass audience and that of new play-
wrights» [2]. This gave rise to the beginning of a dialogue of contemporary 
playwrights with A. Chekhov by transforming his ideas and works, which 
form a modern person’s representation of the world and art. 

The plays by Alexander Mardan are a vivid example of the represen-
tation of the «new way» classical pieces or the usage the canonical themes 
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in metatheatrical space. His play «Antract» includes a clearly noticeable, 
almost haunting reminiscence from A. Chekhov’s «Three Sisters». The sim-
ilarity is observed in the names of the characters and in the play which is 
being staged in «Antract». All the events of the play are theatricalized: the 
life of actors who continue acting in real life (transfer life on stage to reality), 
and on the contrary, the specificity of the profession of an actor shown from 
the ’behind the stage’ and the tendencies in modern drama and stage direct-
ing. These are the clash of traditional approaches to drama and theatre with 
innovative views on the nature of theatrical art. The text of the play quotes 
a large number of separate phrases retrieved from Chekhov’s plays, which 
are commonly known and easily recognized by the viewers, however, they 
also convey the world of Mardan’s characters. In his letter (dated October 
1895) Chekhov identified his play «Seagull» as a comedy «in which there are 
the three women roles, six men roles, four acts, many conversations about 
literature, little setting, and a lot of love». The same can be stated about 
A. Mardan’s play «Anshlag», for which Chekhov’s «Seagull» is a starting 
point for the creation of the picture of the world and the poetic atmosphere 
of the play. 

While the classical version of metatheatre points at the similarity of the 
world and the theatre, and contemporary perception of the «theatre in the 
theatre» breaks the boundaries between theatre and life, in A. Mardan’s 
plays one can observe a combination of these approaches. The reality of 
the characters’ perception has no clear meaning. The theatre also acquires 
importance not only as an art but also as an integral part of life. 

Unlike many plays where the motto is represented relatively clearly but 
has little or no significant meaning, the whole concept of the play «Ansh-
lag» is scurrying on the idea of the theatre. The scheme in accordance with 
which the theatre works is presented to the viewer from the beginning to 
the end of the setting. Here, acting is not an element of life but life itself. At 
the same time, we can see that the play is based on staging of the play «The 
Performance», which can also be considered as life. Therefore, A. Mardan’s 
play can be interpreted both from the classical perception of the ’theatre 
in the theatre’ and its modernist concept. The story conveyed in the play 
«Anshlag» is a proof of the presence of theatre in our lives. The characters 
of the play are actors, representatives of the world-theatre ideas, those who 
live playing. 

At the same time, a problem of the possibility of realizing of the bound-
aries between reality and acting, and the ability to influence life through illu-
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sion is delivered in the play. In the play «Anshlag», the characters’ behaviour 
recalls the doings of characters in Chekhov’s plays (the motive of suicide of 
Chekhov’s character because of the woman he was in love with); however, 
they take place having contemporary events at the background. Apparently, 
the emphasized seemingly evident similarities of the character with that of 
Treplev in fact show an absurd imitation of the classical protagonist. 

Both plays exploit precedent texts in the form of quotations, allusions 
and puns. Influence of the classics in A. Mardan’s plays often resembles 
a form used in mass pop culture, where texts are presented on purpose 
stressing the diversity of interpretation of classic texts. Styling, metatextu-
alisation, deconstruction, and rethinking of the remake are the processes 
by which both the classics and A. Mardan can be interpreted. The plays 
«Anshlag» and «Antract» contain allusions to various interpretations of the 
canonical innovative theatrical dramaturgy, primarily plays by A. Chekhov. 

Undoubtedly, the entire drama by A. Mardan is clearly influenced 
A. Chekhov. Researchers distinguish the strategy used by the author to cre-
ate the impression of repetition and analogy with the case text. It is done by 
using quibbles, character names, borrowed replica of the characters, and 
language game [3]. Considering the nature of intertextuality in A. Mardan’s 
plays, V. Makarova draws attention to Chekhov’s text inclusion not only 
to the core but also the side text, which enables the reader to discover the 
names of the «Three Sisters» characters in the play «Antract». She suggests 
that A. Mardan borrows a popular postmodern concept of creation of a text 
in a text. Chekhov’s used histrionism of the «scene on the stage», «theatre in 
the theatre» starts and ends A. Mardan’s drama «Antract». 

In A. Mardan’s play «Anshlag», the device of the «theatre in the the-
atre» is also used — «The Performance», in which the main character, a 
wealthy businessman Konstantin acts, attracts most the public and leads 
to the full house success. According to the director of the theatre, «peo-
ple come to the theatre to communicate with a person», i.e. monitoring 
of what is happening on the stage turns into a psychotherapy session. The 
success of the ’The Performance’ may be explained by an inherent human 
desire to watch the feelings of others in order to analyze their own state of 
mind. «The Performance» as a metadramatical technique does not reveal 
the principles of the classic theatre, the main content of which is setting 
but rather of the modern one, which shows the process of creating a theat-
rical illusion. We can detect it in the features of the performance, which is 
common in modern interpretations of both classical and new plays. Mean-
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while, it is necessary to consider the reasons for the presence of Chekhov’s 
motives in A. Mardan’s plays. 

Nowadays, there is a tendency of remaking the classics applying a new 
modern twist or reinterpretations of famous works. Remaking is exploited in 
order to attract the largest possible number of viewers for the effect of mass 
popularity. Apparently, A. Mardan’s strategy can be interpreted similarly, 
and we may assume that all «Chekhov’s motives» in his plays are a way of 
attracting the public’s attention and also to express his own ideas. V. Ma-
karova distinguishes two strategies of usage of Chekhov’s intertextuality — 
the one derived from postmodern game with the reader and the characters, 
as well as the other, which is a specific tool emphasizing the essence of the 
characters of the play, which the researcher finds more successful [4]. In 
«Antract», attention is drawn to the loss of the initial meaning of Chekhov’s 
characters’ phrases due to the frequent repetition during rehearsals. Thus, 
the world of Chekhov’s classic becomes as colourless in their performance 
as worn out costumes. At the end of the play, Chekhov’s text brings actresses 
together, the phrases from «The Three Sisters», which are delivered while 
performing on the stage, become their own, and their acting — inspiring 
for the first time in many years. Thus, we can observe the inner change of 
the characters through Chekhov’s text. Perhaps the setting of A. Mardan’s 
plays is focused on the process of influence of Chekhov’s text on people’s, 
actors’ and directors’ consciousness. The essence plays concentrated on one 
problem: it is impossible to escape from the influence of the authority of 
Checkov’s theatre. 

In the play «Antract», such «victims of Chekhov’s influence» are the 
provincial actresses, who express their own emotions through replicas of 
Chekhov’s heroines. In «Anshlag», Constantine falls under the influence 
of Chekhov’s theatre, being absorbed by the space of Chekhov’s «The 
Seagull». Perhaps this is what leads him to death [4]. The play «Anshlag» by 
A. Mardan, similarly to Chekhov’s «The Seagull» is based on the conversa-
tion of a life and theatre; the main similarity to «The Seagull» arises from 
the character of Constantine, who tries repeat the behaviour of Constantine 
Treplev, who tends to express himself by means of theatrical art, often in an 
unconventional way. Similarly to how Nina’s confession brings Treplev to 
death in «The Seagull», A. Mardan’s character Nadezhda is the reason for 
Constantine to disappear. The open ending enables the viewer to interpret 
the play in a variety of ways. Analogies to Chekhov’s plays are rather a par-
ody of imitation. The author’s irony is focused on repeatability and exhaus-
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tion of the original motives and the impossibility of ordinary interpretations 
of Chekhov’s texts. Making an attempt of extracting new ideas from the 
frequently interpreted text and constant striving to show innovation in art — 
all that is the crisis of the director-led theatre, which has been researched 
thoroughly [1]. 

Summing up, it can be stated that metadramatism in Mardan’s plays 
is clearly noticeable through the plot, in various allusions and analogies, 
taking the features of both classical and modernist concepts of this method. 
a comparison of the world of reality to the illusion of the characters’ be-
haviour can be clearly distinguished, which is also an instance of the influ-
ence of the theatre and fiction on human destiny and worldview. Influence 
of Chekhov’s precedent texts on the plays by A. Mardan is definitely not a 
repetition of the commonly known ideas, the same story with the submis-
sion of an alternative ending, or Chekhov’s plays in modern reality. The use 
of Chekhov’s motives is partly a desire to attract the audience to the theatre 
and the desire for popularity, but at the same time also the author’s rethink-
ing of how theatre can influence a modern person and of the assumption 
that infinite attempts to interprets classics have reached their limit. The 
plays «Antract» and «Anshlag» convey the author’s opinion about modern-
ist plays with no new ideas brought to the contemporary art. At the same 
time, the author addresses the theme of the impossibility to leave the world 
of Chekhov’s characters’ inherent consciousness,showing that the influence 
of Chekhov’s text often deprives Mardan’s characters from the opportunity 
to take their own decisions. 

The uniqueness of the concept «theatre in the theatre» in A. Mardan’s 
plays comprises in his use of all existing metadramatic elements, which are 
incarnated with metatheatre, for instance, the acted out play in play, allu-
sion to other classical plays, and theatre issues discourses. The combination 
of these components in the plays «Anshlag» and «Antract» provides an ex-
cellent opportunity to illustrate the variety of properties both of the art of 
theatre in general and metatheatratical features in particular. 

REFERENCES 

1. Davydova, M. (2005), Konec teatralnoj epohi [The End of The Theatracical 
Epoque], O. G. I., Moscow, 380 p. [in Russian]. 

2. Zhurcheva, O. (2010), Receptivnye strategii v novejshej dramaturgii [The Re-
ceptive Strategies in the Modern Dramaturgy], Novejshaja drama rubezha XX-
XXI vv.: problema avtora, receptivnye strategii, slovar’ novejshej dramy, Mate-



ISSN 2312–6809. Ïðîáëåìè ñó÷àñíîãî ë³òåðàòóðîçíàâñòâà. 2016. Âèï. 22  189

© Êóäðÿâöåâ Ì., 2015

rialy nauchno-prakticheskogo seminara 14–16 maja, Samara, Izdatelstvo OOO 
Kniga 2011, SamGU, pp. 14–16. [in Russian]. 

3. Makarov, A. (2013), Metateatr pod znakom Chehova (na materiale p’es V. Leva-
nova, O. Bogaeva, A. Mardanja) [Metatheatre based on Chehov’s motives (based 
on matierials by V. Levanov, O. Bogayev, A. Mardan’)], Vestnik Baltijskogo feder-
alnigo universiteta im. I. Kanta, issue 8. Kaliningrad, pp. 162–168 [in Russian]. 

4. Makarova, V. (2012), Chehovskij intertekst v p’esah neorealistov 2000-h gg.: 
konstruktiwnoe osmyslenie klassiki [The Intertext of Chehov in The Neorealists’ 
Plays in The Early 2000s: The Constructive Conception of The Classic], Vestnik 
Burjatskogo Gosudarstvennogo universiteta, issue 10, Ulan-Ude, pp. 135–140 [in 
Russian]. 

5. Polityko, E. (2010), Metadrama v sovremennom teatre (k postanovke problemy) 
[The Metadrama in The Modern Theatre (The Statement of The Problem)], 
Vestnik Permskogo universiteta, Rosijskaja i zarubezhnaja filologija, issue 5 (11), 
Perm’, pp. 167–174 [in Russian]. 

6. Sergeeva, E. and Maslenkova, N. (2009), Dialog s klassikoj kak sredstvo vystraivani-
ja konflikta v sovremennoj dramaturgii [The Dialogue with The Classic As a Tool 
to Build The Conflict in The Modern Dramaturgy], Novejshaja drama rubezha 
XX-XXI vv.: problema konflikta, Izdatelstvo ’Univers grup’, Samara [in Russian]. 

7. Sokolova, E. (2009), «The Play Conception in The Dramaturgy of The Mod-
ernizm Epoque. Metadrama», Dissertacja kandidata iskustvovedenija, 17.00.09, 
Sankt Petersburg, 176 p. [in Russian]. 

8. Stavickij, A. (2012), «The Metadrama of G. Buhner and the Issue of It’s Sce-
nical Interpretation», Thesis abstract for Cand. Ph (Philology), 17.00.01, Sankt 
Petersburg, 210 p. [in Russian]. 

9. Chupasov, V. (2001), «The Stage on The Stage; The Issue of The Poetique and 
Typology», Dissertacja kandidata filologicheskih nauk, 10.01.08: teorija literatu-
ry i tekstologija, Tver’, 205 p. [in Russian]. 

10. Shylowa, E. (2012), Metadrama v tworchestvie Keril Cherchill: specyfika i dinami-
ka [The Metadrama in Caryl Churchil Works: The Specific and Dynamic], AP 
Lambert Academic Publishing, 271 p. [in Russian]. 

ÅËÅÌÅÍÒÈ ÌÅÒÀÄÐÀÌÈ Â Ï’ªÑÀÕ Î. ÌÀÐÄÀÍß 

Ìàð³ÿ Ñ³á³ðíà, ìàã³ñòðàíò, 

Æåøóâñüêèé óí³âåðñèòåò, Ïîëüùà 

Ó ñòàòò³ ðîçãëÿíóòî ñïîñîáè ðåàë³çàö³¿ ìåòàòåìàòè÷íèõ ïðèéîì³â ó ï’ºñàõ 
ñó÷àñíîãî îäåñüêîãî äðàìàòóðãà Î. Ìàðäàíÿ «Àíøëàã» ³ «Àíòðàêò». Àêòóàëü-
í³ñòü òåìè ïîÿñíþºòüñÿ â³äñóòí³ñòþ íàóêîâèõ ïðàöü, ïðèñâÿ÷åíèõ äîñë³äæåííþ 
öèõ ï’ºñ. Íåçâàæàþ÷è íà òå, ùî ï’ºñè Î. Ìàðäàíÿ â³ääàâíà òà ç óñï³õîì ñòàâ-
ëÿòü íà ñöåíàõ òåàòð³â ÿê íà Çàõîä³, òàê ³ â Óêðà¿í³ òà Ðîñ³¿, äî öüîãî ÷àñó â³ä-
ñóòí³ ñïåö³àëüí³ äîñë³äíèöüê³ ñòàòò³, àáî ìîíîãðàô³¿ ÷è äèñåðòàö³¿, ïðèñâÿ÷åí³ 
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äðàìàòóðã³¿ Î. Ìàðäàíÿ âçàãàë³ àáî, çîêðåìà, àñïåêòàì ìåòàäðàìàòèçìó ï’ºñ 
«Àíøëàã» ³ «Àíòðàêò». Åëåìåíòè ìåòàäðàìàòèçìó ïîì³òí³ â ñþæåò³ ï’ºñ, à òà-
êîæ â ð³çíèõ àëþç³ÿõ òà àíàëîã³ÿõ, íàáóâàþ÷è ðèñ ÿê êëàñè÷íî¿, òàê ³ ìîäåðí³ñò-
ñüêî¿ êîíöåïö³¿ ìåòàäðàìè. Ìè ñïîñòåð³ãàºìî ñï³âñòàâëåííÿ ñâ³òó ðåàëüíîñò³ 
òà ³ëþç³¿ â ïîâåä³íö³ ãåðî¿â, ïîäàíî òàêîæ ïðèêëàä âïëèâó òåàòðó, òåàòðàëü-
íîñò³ òà ô³êö³¿ íà ñâ³òîãëÿä òà äîëþ ëþäèíè. Îäíèì ç ïðèíöèï³â ìåòàäðàìà-
òèçìó º âèÿâ ðåöåïö³¿ êëàñè÷íî¿ äðàìè, êîòðà ââàæàºòüñÿ êàíîí³÷íîþ ó ñó÷àñíèõ 
ï’ºñàõ. Ïîãëÿä íà ñó÷àñí³ñòü ó ï’ºñàõ Î. Ìàðäàíÿ ïåðåëîìëþºòüñÿ ÷åðåç ïðèçìó 
ë³òåðàòóðíî¿ òà êóëüòóðíî¿ ñïàäùèíè ìèíóëîãî. Íàÿâí³ñòü ÷åõîâñüêèõ ìîòèâ³â 
ó îáîõ ðîçãëÿíóòèõ ï’ºñàõ ÷àñòî íàáóâàº ôîðìè, ïðèòàìàííî¿ ìàñîâ³é ïîïêóëü-
òóð³. Ñòðàòåã³ÿ, âèêîðèñòàíà àâòîðîì äëÿ ñòâîðåííÿ àíàëîã³¿ ç ïðåöåäåíòíèì 
òåêñòîì, — öå ³ìåíà ãåðî¿â, çàïîçè÷åí³ ðåïë³êè ïåðñîíàæ³â òà ìîâíà ãðà. Åëå-
ìåíòè ÷åõîâñüêî¿ äðàìàòóðã³¿ ïðîÿâëÿþòüñÿ òóò ÿê â ðîçâàæàëüíîìó, òàê ³ â 
«³íòåëåêòóàëüíî-ñíîá³ñòè÷íîìó» àñïåêò³. Îäíàê ñòèë³çàö³ÿ òà ïåðåîñìèñëåííÿ 
êëàñèêè í³ÿê íå àïðÿìîâàí³ íà ðå³íòåðïðåòàö³þ êàíîí³÷íî¿ äðàìàòóðã³¿. Àâòîð 
òîðêàºòüñÿ òåìè íåñïðîìîæíîñò³ éîãî ãåðî¿â ïîêèíóòè «÷åõîâñüêèé ñâ³ò». Àäæå 
âïëèâ ÷åõîâñüêîãî òåêñòó ÷àñîì ïîçáàâëÿº ïåðñîíàæ³â ï’ºñ Î. Ìàðäàíÿ çäàòíîñò³ 
ïðèéìàòè âëàñí³ ð³øåííÿ, à ïîâåðíåííÿ ãåðî¿â äî ïðåöåíäåíòíîãî òåêñòó â³äáóâà-
ºòüñÿ âíàñë³äîê àëüòåðíàòèâíîãî, ³íäèâ³äóàëüíîãî áàæàííÿ ïåðñîíàæ³â âïëèíó-
òè íà ñâîº æèòòÿ. Âèêîðèñòàííÿ â ï’ºñàõ Î. Ìàðäàíÿ ÷åõîâñüêèõ ìîòèâ³â — öå 
àâòîðñüêå ïåðåîñìèñëåííÿ òîãî, ÿê òåàòðàëüíå ìèñòåöòâî ìîæå âïëèâàòè íà 
ñó÷àñíó ëþäèíó ³ íàñê³ëüêè íåâè÷åðïí³ ñïðîáè ³íòåðïðåòàö³¿ êëàñèêè. Ïðîòå ³ðî-
í³ÿ àâòîðñüêî¿ äóìêè ñâ³ä÷èòü ïðî âè÷åðïàí³ñòü îðèã³íàëüíèõ ìîòèâ³â ó òåêñò³ 
òà íåìîæëèâ³ñòü ÷åðãîâèõ ³íòåðïðåòàö³é ÷åõîâñüêèõ ï’ºñ. Îñîáëèâ³ñòü ³íøîãî 
ìåòàäðàìàòè÷íîãî ïðèéîìó «òåàòð â òåàòð³» ïîëÿãàº ó çàñòîñóâàíí³ çàñîá³â ìå-
òàòåàòðàëüíîñò³, êîòð³ ïðèéíÿòî óîñîáëþâàòè ç ìåòàòåàòðîì: â ðîç³ãðóâàíí³ 
ï’ºñè â ï’ºñ³, àëþç³ÿõ äî êëàñè÷íèõ ï’ºñ, ì³ðêóâàííÿõ ùîäî ïðîáëåì, âëàñòèâèõ òå-
àòðó. Îòîæ â îáîõ ï’ºñàõ ðåàëüí³ñòü ñòâîðåíîãî àâòîðîì ñâ³òó ì³ñòèô³êóºòüñÿ, 
ðóéíóºòüñÿ ï³ä âëàäîþ óòîï³¿, ñèìâîëîì ÿêî¿ º ÷åõîâñüêèé òåêñò. Çäàºòüñÿ, ùî 
óÿâëåííÿ ïðî òåêñòè ï’ºñ À. ×åõîâà ïåðåòâîðþþòüñÿ íà ôåíîìåí ìàñîâî¿ ñâ³äîìî-
ñò³, ç âëàñòèâèìè ¿é êë³øå, æåñòàìè, ôðàçàìè. Ïîºäíàííÿ óñ³õ öèõ êîìïîíåíò³â 
â ï’ºñàõ «Àíøëàã» ³ «Àíòðàêò» äàº ìîæëèâ³ñòü ïðî³ëþñòðóâàòè ð³çíîìàí³òí³ 
ïðèéîìè ÿê ìåòàòåàòðó, òàê ³ ìèñòåöòâà òåàòðó âçàãàë³. 

Êëþ÷îâ³ ñëîâà: ìåòàòåàòðàëüí³ñòü, ïðèíöèï «òåàòðó â òåàòð³», ìåòàäðà-
ìàòè÷í³ ïðèéîìè, êàíîí³÷íà äðàìà, ïðåöåäåíòí³ òåêñòè. 

ÝËÅÌÅÍÒÛ ÌÅÒÀÄÐÀÌÛ Â ÏÜÅÑÀÕ À. ÌÀÐÄÀÍß 

Ìàðèÿ Ñèáèðíà, ìàãèñòðàíò, 

Æåøóâñêèé óíèâåðñèòåò, Ïîëüøà 

Â ðàáîòå ðàññìàòðèâàþòñÿ ñïîñîáû ðåàëèçàöèè ìåòàäðàìàòè÷åñêèõ ïðèåìîâ 
â ïüåñàõ ñîâðåìåííîãî îäåññêîãî äðàìàòóðãà À. Ìàðäàíÿ «Àíøëàã» è «Àíòðàêò». 
Âçãëÿä íà ñîâðåìåííîñòü ïðåëîìëÿåòñÿ â ïüåñàõ À. Ìàðäàíÿ ñêâîçü ïðèçìó ëèòå-
ðàòóðíîãî è êóëüòóðíîãî íàñëåäèÿ ïðîøëîãî. Ïðèñóòñòâèe ÷åõîâñêèõ ìîòèâîâ â 
îáåèõ ðàññìàòðèâàåìûõ ïüåñàõ ó íeãî ÷àñòî ïðèîáðåòàåò ôîðìû, èñïîëüçóåìûå 
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â ìàññîâîé ïîïêóëüòóðå. Ñòèëèçàöèÿ è ïåðåîñìûñëåíèå êëàññèêè íå íàïðàâëåíû íà 
ðåèíòåðïðåòàöèþ êàíîíè÷åñêîé äðàìàòóðãèè. Ìû íàáëþäàåì ñìåøåíèå ìèðà ðå-
àëüíîñòè è èëëþçèè â ïîâåäåíèè ãåðîåâ. Ïðîàíàëèçèðîâàíî âëèÿíèå òåàòðà, òåà-
òðàëüíîñòè è ôèêöèè íà ÷åëîâå÷åñêîå ìèðîâîççðåíèå è ñóäüáó. Àâòîð çàòðàãèâàåò 
òåìó íåâîçìîæíîñòè ïîêèíóòü «÷åõîâñêèé ìèð», ïðèñóùóþ ñîçíàíèþ åãî ãåðîåâ, 
âëèÿíèå ÷åõîâñêîãî òåêñòà çà÷àñòóþ ëèøàåò ïåðñîíàæåé ïüåñ À. Ìàðäàíÿ âîç-
ìîæíîñòè ïðèíèìàòü ñîáñòâåííûå ðåøåíèÿ, a âîçâðàùåíèå ãåðîåâ ê ïðåöåäåíò-
íîìó òåêñòó ïðîèñõîäèò âñëåäñòâèå àëüòåðíàòèâíûõ, èíäèâèäóàëüíûõ æåëàíèé 
ïåðñîíàæåé ïîâëèÿòü íà ñâîþ æèçíü. Äðóãîé ìåòàäðàìàòè÷åñêèé ïðèåì «òåàòð 
â òåàòðå» çàêëþ÷àåòñÿ â ïðèìåíåíèè ïðèíöèïîâ ìåòàòåàòðàëüíîñòè, â ðàçûãðû-
âàíèè ïüåñû â ïüåñå, àëëþçèÿõ ê êëàññè÷åñêèì ïüåñàì, ðàññóæäåíèÿõ î ïðîáëåìàõ, 
ñâîéñòâåííûõ òåàòðó. Îáúåäèíåíèå âñåõ ýòèõ êîìïîíåíòîâ â ïüåñàõ «Àíøëàã» è 
«Àíòðàêò» äàåò ïðåêðàñíóþ âîçìîæíîñòü ïðîèëëþñòðèðîâàòü ðàçëè÷íûå ñâîé-
ñòâà êàê ìåòàòåàòðà, òàê è èñêóññòâà òåàòðà âîîáùå. 

Êëþ÷åâûå ñëîâà: ìåòàòåàòðàëüíîñòü, ïðèíöèï «òåàòðà â òåàòðå», ìåòà-
äðàìàòè÷åñêèå ïðè¸ìû, êàíîíè÷åñêaÿ äðàìà, ïðåöåäåíòíûe òåêñòû. 
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