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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.
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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 20"
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 20" 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,
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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.
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EJJEMEHTUN METAJIPAMMU B IT’€CAX O. MAPJIAHS

Mapia Cibipna, macicmpanm,

Kewyecokuii ynieepcumem, Ilonsua

Y emammi poseasnymo cnocobu peanizayii memamemamuunux npuiiomie y n’ecax
cyuacHoeo odecvkoeo opamamypea O. Mapdana «Anwinae» i «Awmpakm». Axkmyans-
Hicmb memu NOSACHIOEMbCA 8IOCYMHICMIO HAYKOBUX NPAlb, NPUCBAUEHUX D0CAIONCEHHIO
yux n’ec. Hessaxncarouu na me, ujo n’ecu O. Mapoans 6iodasna ma 3 ycnixom cmae-
AMb HA CUeHax meampie Ak Ha 3axodi, mak i é Yxpaini ma Pocii, do yvoeo uacy 6io-
cymui cheyianvi docaionuybki cmammi, abo monozpaii uu ducepmauii, npucesueri
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dpamamypeii O. Mapdans e3aeani abo, 30kpema, acheKmam Memaopamamusmy n’ec
«Anuinae» i «<Anmpaxm». Enemenmu memaopamamu3smy noMimHi 6 croxcemi n’ec, a ma-
KOJIC 8 PIBHUX AA03IAX MA AHAN0RIAX, HAOY8AHU PUC K KAACUYHOT, MaK i MoOepHicm-
coKoi KoHyenyii memadpamu. Mu cnocmepieaemo chiecmagieHHs céimy peanbHOCmi
ma ino3ii 6 nogedinyi eepoie, NOOAHO MAKONC NPUKAAO 8NAUBY Meampy, meampans-
Hocmi ma @ikyii Ha ceimoensd ma 0o adunu. OOHUM 3 NPUHYUNIE Memadpama-
musmy € 8us6 peyenyii KaacuuHoi dpamu, KOmpa 66aiNcA€MbCs KAHOHIYHOK Y CYUACHUX
n’ecax. Iloeasd na cyuacuicms y n’ecax O. Mapdansa nepeaomaroemocs uepes npusmy
AimepamypHoi ma KyabmypHoi cnadwunu munynoeo. Hasenicme uexoscvkux momusis
Y 000X pozeassHymux n’ecax uacmo Habyeae opmu, RpUMaMarHHoi Macogili NonKynb-
mypi. Cmpameeisi, BUKOPUCMAHA ABMOPOM 0451 CIMBOPEHHSl AHAN02I 3 Npeye0eHMHUM
mekcmom, — ue IMeHa eepoig, 3anosudeHi penaiku nepconayicie ma moena epa. Ene-
MeHmU 4ex08cbKoi opamamypeii nposeAstomscs mym SK 6 PO36aAXNCANbHOMY, MAK i 6
«iHmMenekmyanbHo-cHobicmuunomy» acnexkmi. OOHaK cmuaizauis ma nepeocmMucieHHs
KAQCUKU HISK He anpsamo8aHi Ha peiHmepnpemayiio KaHOHIYHOI dpamamypeii. Aemop
MOPKAEMbCSL MeMU HeCNPOMONCHOCMI 11020 2epoié NOKUHYMU «4eX08CbKULL caim». Adxice
8NAUB YEX0BCHK020 MEeKCmY 4acom nosbasnsie nepconaxcie n’ec O. Mapoaus 30amuocmi
nputimamu 61acHi piuleHHs, a NOGePHEHHS 2epois 00 npeyeHOeHMHO20 mekcmy 6i00ysa-
€MbCs HACAIOOK ANbMEPHAMUBHO20, IHOUBIOYANbHOSO OANCAHHA NEPCOHAICIE BNAUHY -
mu Ha ceoe ycumms. Buxopucmannsa é n’ecax O. Mapdans uexogcokux momusie — uye
agmopcoke nepeocMUcieHts moeo, AK meampaibHe MUCMEYmeo Modice GnAUeamu Ha
CYHACHY MOOUHY [ HACKINbKU HeguyepnHi cnpobu inmepnpemauii kaacuxu. I[Ipome ipo-
HIsl a8MOPCbKOI OYMKU CBIOUUMb NPO BUUEPNAHICMb OPULIHANBHUX MOMUBIE Y meKcmi
ma Hemocaugicms uepeosux iHmepnpemayiii yexogcokux n’ec. Ocobaugicms iHUI020
MemaopamamuiHo20 NPULoMy <meamp @ meampi» NOAsA2AE y 3ACMOCY8AHHI 3aco0ie Me-
mameampanbHoCmi, KOmpi NPULIHAMO Y0CoOA8AMU 3 MEMAMeampoM: 8 po3iepy8aHHi
n’ecu 6 n’eci, anro3iax 00 KAACUMHUX N’€C, MIDKY8AHHAX w000 npobaem, 64acmMusux me-
ampy. Omooic 6 060x n’ecax peanvHicms CM@opeHo20 a8MmMopoM ceimy micmugiKyemocs,
PYUHYyembcs nid 64a0010 ymonii, cumMeonom Kol € 4exogcvkuil mekcm. 30aemocs, w0
yaenenHs npo mexcmu n’ec A. Yexoea nepemeoproromscsi Ha peHoMeH Macosoi c8idomo-
cmi, 3 eracmueumu it Kaiue, ycecmamu, gpazamu. ToeOHanus ycix yux KOMnoHenmie
6 n'ecax «Anwnae» i «AHmpakm» 0ae MoMCAUBICMb NPOINOCMPY8aAMU DIBHOMAHIMHI
npuiiomu K Memameampy, max i Mucmeymea meampy 63azani.

Karouogi caosa: memameampanvricms, RPUHYUN «meampy @ meampi», memaopa-
Mamuri npuiiomu, KaHOHIYHa dpama, npeyedeHmHi mekcmu.

OJIEMEHTBI METAIPAMBI B IIBECAX A. MAPIAHA

Mapusa Cubupna, macucmpanm,
Kewyesckuii ynueepcumem, [lonvuia

B pabome paccmampugaromesi cnocobbl peaiu3ayuu Memaopamamu4eckux npUuemos
8 nvecax cospemenHo2o odecckoeo opamamypea A. Mapdans «Anwinae» u «<AHmpakms.
B3ens0 Ha coepemennocms npesomasemcs 6 nvecax A. Mapoaws ckeo3b npuzmy aume-
DPAMYPHO20 U KYAbMYPHO20 HacAeous: npouinozo. Ilpucymemeue uexoeckux Momugos 6
0beux paccmMampusaemvix nbecax y Heeo 4acmo npuobpemaem Gopmol, UCHOAbIYEMble
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6 maccogoii nonkyavmype. Cmuauzayus u nepeocmvicierue KAaccuKu He HanpasaeHvl Ha
peunmepnpemayuro kKanonuveckoi opamamypeuu. Mol Habarooaem cmeuienue mupa pe-
anvHOCMuU U UAA3uU 8 nogedenuu eepoeg. Ilpoanaruzuposano eausnue meampa, mea-
mpanvHoCmu U UKUUU HA HeaogewecKoe MUpogo3aperue u cyovby. Aemop 3ampazusaem
memy He803MOJICHOCMU HOKUHYMb «4eXOBCKUI MUpP», NPUCYULYIO CO3HAHUIO €20 2epoes,
BAUsAHUE 4eX08CK020 meKkcma 3a4acmyro auuiaem nepcouaxiceil hvec A. Mapdaus 603-
MOJICHOCMU NPUHUMAMb cOOCMBEHHbIE PeuleHls, a 6038paujeHUe 2epoes K npeyedeHm-
HOMY meKcmy npoUcxoo0um ecaedcmeue anbmepHamueHbix, UHOUGUOYANbHBIX JCEAAHU
nepconasiceli noeAUsMb HAa c8010 Jicu3ny. /[pyeoil memadpamamuuecKuii npuem «meamp
6 meampe» 3aKAI04AeMCs 8 NPUMEHEHUU NPUHUUNO8 MemameampanbHoCmu, @ pasvlepbl-
8aHUU NbeCbl 8 Nbece, ANNI03UAX K KAACCUMECKUM Nbecam, PaccyicoeHusx o npobaemax,
ceoiicmeennvix meampy. Obsedunenue 6cex IMux KOMHOHEHMOE8 6 nvecax «Anwnae» u
«Anmpakm» daem npeKpacHyio 603MONCHOCIb NPOUANIOCIPUPOBAMY PA3AUYHBIE CEOLl-
cmea Kak Memameampa, mak u UckKyccmea meampa 60obuje.

Karouegvie cao6a: memameampanrbHocms, NPUHYUN «Meampa @ meampe», mema-
OpamamuuecKue npuémbl, KAHOHUHECKas Opama, npeyeceHmHble MmeKcmol.
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