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THE MONTAGE CONCEPT

IN THE PLAY ROAR, CHINA!
(THE MEYERHOLD STATE THEATRE, 1926)
AND IN TRADITIONAL CHINESE THEATRE

Summary: Created based on real events, the Meyerhold
State Theatre play Roar, China! was of a political nature,
corresponding to Meyerhold's interest in one of the areas
of theatrical politics of the 1920's, associated with the
genre of political review. The political nature of the play
is reflected in the stage presentation of two opposing
forces and two socio-political systems behind them.
The expression of the contradiction between the people

INTRODUCTION

Sergei Tretyakov used the Wanhsien Incident
as material for writing the drama Cockchafer (Cock-
chafer was the name of a British warship). In Janu-
ary 1926, Cockchafer was staged at the Meyerhold
State Theatre and, at Meyerhold’s suggestion,
was called Roar, China! In A. Gvozdev's study' dedi-
cated to the Meyerhold Theatre, there is a separate
small chapter about the play Roar, China!, which
describes the image of a Chinese camp on stage
and briefly outlines the scenography. In his article?,
P. Novitsky studied the image of the fight formed
by M. Babanova. In the book Babanova: Legend
and Biography?, Babanova told about the process
of rehearsing the role of the fight with Meyerhold.
K. Rudnitsky also studied the play Roar, China!
lin the book Director Meyerhold*. The work tells about

1. See: Gvozdev, A.A. V. Meyerhold Theatre (1920-1926). 1927.
Leningrad: Academia, p.55. (Modern Theatre, Issue 1.)

2. See: Novitsky, P.I. Images of Actors. 1941. Moscow: Iskusstvo,
p.400.

3. See: Turovskaya, M.Il. M.l. Babanova: legend and Biography.
1981. Moscow: Iskusstvo, p.35.

4. See:Rudnitsky, K.I. Director Meyerhold. 1969. Moscow: nauka,
p.527.
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and the opposing sides became an important political task
of the play. To achieve it, the director of Roar, China!
used the montage principle in the theatre. Such a principle
of montage also exists in traditional Chinese theatre;

however, on stage, it appears in the form of conventionality.

Keywords: Roar, China!, montage, traditional Chinese
theatre, conventionality.

the director’s staging of crowd scenes and the con-
frontation between two different styles of their per-
formance. In addition, from newspaper criticism,
we can learn about performances of Roar, China!
on the stage of the Meyerhold State Theatre and on
tour in Europe. In 2009, Taiwanese professor Chiu
Kun-Liang published his work Staging, Distribu-
tion, and Political Struggle in the Centre — a history
of Staging the Play Roar, China! in East Asia®. From
the point of view of political theatre, this work most
fully examines the history of the theatrical evolution
of Roar, China! in the Soviet Union and East Asia.
Afterwards, he visited Russia twice more to col-
lect information, and in 2013, he published a long
literary work, are the People Right? — Roar, Chi-
na! Tretyakov and Meyerhold®. The book examines

5. See: Qiu Kunliang. Xi ju de yan chu, chuan bo yu zheng zhi
dou zheng ——yi «nu hou ba, Zhong guo!» dong ya yan chu
shi wei zhong xin [Qiu Kunliang. Production, Distribution and
Political Struggle at the Centre —— History of the Productions
of the Play [Roar, China! in east Asia] // Xi ju yan jiu [Study
of Theatre], 2011, pp.107-149. (In Chinese.)

6. See: Qiu Kunliang. Ren ming nan dao mei cuo ma?
nu hou ba, Zhong guo!», Te lie Ji ya Ke Fu yu Mei ye He
De. 2013. [Qiu Kunliang. Are People Right? —— Roar, Chinal,
Tretyakov and Meyerhold] // Tai Bei: Tai Bei yi shu da xue;

«

the creative history of the play Roar, China! from
the point of view of its theatrical performance
and the influence of the political environment.

As for the study of Meyerhold'’s theatrical mon-
tage, A. Ryaposov presented in detail the struc-
ture of a theatrical performance and the principles
of theatrical montage in the book Meyerhold's Di-
recting Methodology’ Between the 1920's and 1930's,
Meyerhold’s stage works had characteristics simi-
lar to those of cinematography. These works were
no longer limited to the structure of classical dra-
ma, and the performance on stage was divided
into a number of episodes. “Meyerhold’s tendency
to combine several plans within one stage space
and to create two or more lines of action develop-
ment served as a means of performing various pro-
duction functions: from the simplest one - saving
stage time, to the complex one, making it possible
to implement different forms of theatrical montage
due to the clash and comparison of corresponding
plans and plot lines.”® In traditional Chinese theatre,
such a principle of montage also exists; however,
it appears on stage in the form of conventionality.
The Meyerhold State Theatre play Roar, China!
fits the above characteristics, and some of the installa-
tion concepts in it are worth exploring.

The purpose of the study is to analyse the
montage principle of the play Roar, China!, to find
a correspondence with the approaches of traditional
Chinese theatre.

RESEARCH OBJECTIVES:

1. To establish the relationship of theatrical
|polyphony in the play Roar, China! and
in traditional Chinese theatre.

2. To analyse the montage principles in the play
and in traditional Chinese theatre.

3. The object of the study is montage principles
of the play dramaturgy structure.

THE SUBJECT OF THE STUDY is the montage prin-
ciples of the play structure in the Meyerhold thea-
tre and in traditional Chinese theatre.

RESEARCH MATERIAL IS THE PLAY Roar, China! on
the Meyerhold State Theatre stage in 1926, the Bei-
jing opera Zuo Lou Sha Xi (Song Jiang Kills Yan Poxi

INK [Taipei University of the Arts; InK Publishing House],p.832.
(In Chinese).

7. See: Ryaposov, A. Yu. Meyerhold's Directing Methodology.
2022. 2'nd ed. St. Petersburg: Lan, p.408.

8. Ibid. p.383.

in Anger), and the Anhui opera (Guan Yu floods the
Seven Armies).

THE NOVELTY OF THE STUDY lies in finding a con-
jugation between Meyerhold's theatrical views
and traditional Chinese theatre by analysing
and comparing the montage principles in Roar, Chi-
na! and in traditional Chinese theatre.

THE SOURCE BASE OF THE STUDY is reviews, icono-
graphy, and video recordings of works of traditional
Chinese theatre.

THE METHODOLOGY OF THE STUDY is based on the me-
thods of reconstruction and analysis of the play,
put forward by the Leningrad (Gvozdev) school
of theatre studies. It also focuses on the principle
of historicism and the use of the comparative method.

RESULTS AND DISCUSSION

The play Roar, China! consists of eight epi-
sodes. The plot revolves around the clash between
Chinese workers and Europeans, with the action
alternating between scenes on an English ship and sce-
nes with Chinese on the river bank and on the river.
When connecting episodes into a sequential chain,
the main task of alternation is contrast. From the be-
ginning to the end of the play, there are always two
opposing groups on stage. The principle of contrast
is implemented in all aspects of the stage space —
the actors’ performance, the scenery, etc.

In his play, Tretyakov vividly depicted two op-
posing camps: the poor Chinese camp — coolies,
servants, students, merchants, boatmen, and rep-
resentatives of European and American imperial-
ism — Anglo-American merchants, a missionary,
a correspondent, a comprador, an officer, and sail-
ors. Meyerhold showed the two camps in two com-
pletely different images on stage. The Chinese camp
is presented vividly, with many ethnographic ele-
ments. In the beginning, the director showed
the scene of the Chinese port in detail and used ma-
ny details to create a realistic picture. “The first act
shows scenes of unloading bales of tea. Each of the
coolies catches a large bale on the fly, puts it on his
back, and quickly runs away with the load.”® In ad-
dition, various sound effects were emphasised.
“The stage shows the daily work of Chinese workers,
artisans, and small traders. In addition to the boat-
men and stevedores present in the play, the direc-
tor introduced a sharpener, a barber, a corncutter,

9. "Meyerhold in Russian Theatre Criticism: 1920-1938". 2000.
Composed and commentary by T. Lanina. Moscow: Artist.
Director. Theatre, p.197.
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a rickshaw puller (a person who acts as a horse: pull-
ing a carriage with a rider on himself), a candy sell-
er, a fan seller — each with their ‘sound sign’ —
a combination of sounds specific to each profession
and produced by the voice, a trumpet, a rattle, etc.”™
lllustrative sounds and images on stage enhance the
authenticity of the action. The director vividly and
naturally presented the Chinese ethnographic pic-
ture, trying to attract the attention of the audience
with real exotic scenes.

It is worth noting that in this episode, the mu-
sic, the actors’ actions, and the sound signs fixed
to each character on stage make up a complex
theatrical polyphony. L. Varpakhovsky wrote: “Meyer-
hold was the first to formulate and implement
a new relation between music and movement in his
practice. He began to consider each actor as one
of the voices that he polyphonically wrote into the
composer's score”™. The director laid the foundation
for a “musical play” in the production of A. Faiko’s
comedy Teacher Bubus (the Meyerhold State Theatre,
1925). "The performance was conducted according
to a very complex score, in which objects, light,
sound, music, movement, voice, and word played
the role of individual instruments of the orchestra,
paving the way to the creation of a theatrical sym-
phony.”'2 Teacher Bubus became an important mile-
stone for Meyerhold on the path of symphonic
experiments in the theatre, and Roar, China! was
a continuation of Teacher Bubus.

On stage, actors’ oriental image, various objects
of Chinese life, the sounds of devices and instru-
ments, group pantomime actions, and other ele-
ments make up a complex theatrical polyphony.
In the Roar, China! ethnographic scene the direc-
tor used the method of introducing sound into
the material design of the stage. "He surrounded
the stage area with bamboos hanging in a semicirc-
le. When the actors entered and exited, the tapping
of the bamboo poles emphasised the appearance
and departure of the characters, creating a whole
range of accompanying noises..." ™. In the first ep-
isode of Roar, Chinaleach character on stage has
their own "voice sign”: the director developed ap-

10. Fevralsky, A.V. Ten Years of the Meyerhold Theater. 1931.
Moscow: Federation, pp.52-53.

11. Varpakhovsky, L.V. Observations. Analysis. Experience. 1978. //
Ed. L. Vendrovskaya, preface by A. Anastasyev. Moscow: VTO,
p.107.

12. Gvozdev, A.A. V. Meyerhold Theatre (1920-1926). 1927.
Leningrad: Academia, p. 41. (Modern Theatre, Issue 1.)

13. lbid. p.41.

propriate musical instruments (props) for each actor,
and these objects made different sounds. Although
the actors acted in pantomime, they had their own
unique “language”. The pantomime actions of
the Chinese image were combined with the Chinese
“language”, forming a folk symphony.

Music, noise and sound effects are not only
used to emphasise the special atmosphere, but also
to stimulate the action, as in traditional Chinese
theatre, where music plays an important role —
it controls the action on stage. According to Meyer-
hold’s concept, the performance of traditional Chi-
nese theatre on stage can be considered as a synthe-
sised theatrical symphony. Actors’ poses, gestures,
steps, facial expressions, recitation, singing, and acro-
batics play the role of individual instruments in the
orchestra and produce a polyphonic effect. In tra-
ditional Chinese theatre, there are many fixed per-
cussion forms that follow certain rules and convey
different feelings of the roles. For example, ji-ji-
feng the form is a musical percussion with a fast
rhythm used in traditional Chinese theatre to accom-
pany fast singing or arias and demonstrate a sense
of the tension of the role. The tsui-tou form is usually
used to express the emotion of shame and sadness.

The movements of actors can also reflect the
changes in the emotion of the role. The Diction-
ary of Performing arts in Traditional Chinese The-
atre records 34 methods of acting using eyes,
and each expression of the eyes corresponds to a cer-
tain emotion or situation. Mei Lanfang has 54 types
of gestures, each of which has a different meaning
and form. For example, lan hua zhi is a hand ges-
ture when the thumb and middle finger touch each
other, and the other fingers are raised up. Cover-
ing the cheeks with this gesture indicates shyness
and timidity, and looking outward indicates fear.

Since conventional movements and music
can reflect the changes in the emotion of the role,
they have a certain polyphonic effect in some cases.
Such an effect is realised in the Beijing Opera Zuo Lou-
Sha Xi (Song Jiang Kills Yan Poxi in Anger) (1989, Yan
Poxi — Chen Yongling, Song Jiang — Wen Yurong,
etc.). The plot is that the protagonist, Song Jiang,
left his mistress Yan Poxi's house before dawn.
On the way, he suddenly discovered that he had left
a bag containing documents and a letter in which
he communicated with the rebels at Yan Poxi's house,
so he hurriedly returned to pick it up. However,
his mistress Yan Poxi had already discovered the
letter, secretly hid it, and pretended to be asleep.

On the stage, the orchestra loudly played the ji-ji-
feng drum form in a fast, urgent, and strong way.
The actress who played Yan Poxi closed her eyes and
quietly leaned back in her chair, indicating that she
was sleeping. Song Jiang's hands and beard trem-
bled, and he quickly waved his sleeve to show
his inner anxiety. However, the actor's search was slow
in order to reflect that he was carefully searching for
the letter. The frantic musical rhythm on stage,
the static pose of the actress, the trembling hands,
the actor’s beard and his slow steps — all this
produces a certain polyphonic effect.

In the play Roar, China! Meyerhold and his co-
director V. Fedorov showed scenes of life in China
as much as possible and did not enter into a dra-
matic conflict in the first episode. As M. Zagorsky
noted on the pages of Life of Art, "in the very first ep-
isode, V. Fedorov makes Chinese movers drag about
100 bales of tea from the stage for 10-15 minutes,
and then drag a huge cauldron; during this time,
the action of the play does not move forward lite-
rally one step...”'. The director turned to ethno-
graphy and formed a kind of scene on stage, cre-
ating a 15-minute episode that is more like a Chi-
nese documentary. The ethnographic scene shows
the stable state of life of the Chinese, which is dis-
rupted by the invasion of an English warship.
The documentary-style life in the beginning
contrasts with the dramatic conflict that follows.

With the arrival of the Anglo-American merchants,
the stage was divided into three performance spac-
es. In his article, A. Gvozdev offered a clear, visual
division of the stage: “In the depths of the stage,
a gunboat rises high, accommodating cannons, sail-
ors, officers, tourists, a missionary, and other inhabit-
ants of the military vessel on five floors, threatening
to shoot down the Chinese town. A strip of real wa-
ter with boats separates the gunboat from the wide
proscenium, on which all the scenes with the Chi-
nese coolies are played out."™ From the photographs
of the play, it is clear that large warships, decks,
artillery, and other equipment were present on the sta-
ge, and the scenography was rich and spectacular.
At the back of the stage, where the English warship
was located, it is worth noting the artillery tower,
which could rotate and point the gun barrels
towards the audience. Other scenery was also di-
vided into different areas: "On the first area, there is

14. Zagorsky, M.B. “Roar, China". 1926. // Life of Art, No.6, p. 1.
15. Gvozdev, A.A. V. Meyerhold Theatre (1920-1926). 1927.
Leningrad: Academia, p.47. (Modern Theatre, Issue 1.)
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IlL7. Beijing opera Zuo Lou Sha Xi (Song Jiang Kills Yan Poxi
in Anger), 1989

a warehouse of goods, symbolising industrial
Great Britain; the second stage symbolises China,
and between the two, there is water, showing the
alienation of the two sides from each other”'.

The division of space attempts to establish the
montage principle on stage. The back of the stage
refers to imperialism, which is opposed by the space
in the front of the stage, referring to the living
area of the locals. The water in the middle isolates
the two different class worlds and becomes the space
where they begin to conflict. The warship occupies
the deepest and highest space of the stage. It did not
act as a background, but was a real performance
space in which the actors could perform. The direc-
tor installed only the front of the warship on the sta-
ge. Through the method of “part instead of the
whole” and the principle of stage perspective,
the huge warship was successfully shown on the
stage. In contrast to it, in the front and lower part
of the stage, there were fishermen’s boats in the wa-
ters, as well as the living space of the Chinese - this
space was closer to the audience. The contrast
of space (big — small, far — close, high — low) shows
the confrontation of the two classes and the gap
in power between the two camps.

As is known, the stage of the early traditional
Chinese theatre lacked Western realistic scenery and
necessary stage lighting techniques. There were only
a few props, such as tables and chairs, on the sta-
ge, or nothing at all. However, this does not in-
terfere with the creation of the stage space. There
is also a concept of contrasting montage of different
spaces on the stage, which is realised through act-
ing and the conventionality principle. In traditional

16. Huntly Carter. 1929. The New Spirit in the Russian Theatre,
1917-1928. Manhattan: Arno Press, pp.216-218.
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IlL.2. The Anhui opera Shu Yan Qi Jun (Guan Yu Floods the Seven
Armies), 1989

Chinese theatre, the stage space is created through
the actor’s performance. After an actor comes
on stage, he or she first narrates as a storyteller,
explaining the time, place, and motives of the char-
acters one by one, and then acts in the play. Us-
ing the analogy of painting, before the actors come
on stage, the empty stage is like a blank sheet
of paper; then the actors begin to “paint” on the sta-
ge, and the stage space is gradually depicted through
the actors’ stories and performance.

For example, let us consider the episode in
the Anhui Opera Shu Yan Qi Jun (Guan Yu Floods
the Seven Armies) (1989, Guan Yu — Zhang Qix-
iang, etc.). The plot tells of the hero Guan Yu fail-
ing to defeat his enemy Pang De on the battlefield.
Guan Yu, along with Guan Ping and Zhou Cang,
climbed a high platform to inspect Pang De’s
barracks. Guan Yu then climbed the high moun-
tains and discovered the advantage of the terrain,
and then used the flood to destroy the enemy’s
seven armies. At the beginning of this episode,
the stage was empty, and the sound of Guan Yu's
song was heard from the left wings:

I am leaving my magnificent central tent

Then Guan Yu, Guan Ping, and Zhou Cang
appear on the stage, and Guan Yu sings:

I hear the noise from the Cao army camps
(Pang De’s camp).
Previously, | fought through five aisles
and killed six generals,

56

and beheaded Cai Yang' within three drum-
beats.
Guan Ping and Zhou Cang, we are climbing up
to the high platform.

Then Guan Yu, Guan Ping, and Zhou Cang walked
around the stage, raised their legs, and walked, indi-
cating the process of climbing up to the high plat-
form. The audience knew that the space extended
from Guan Yu's barracks to the high platform. Next,
three actors came to the right side of the stage,
Guan Yu stood on the right, Guan Ping and Zhou
Cang turned their backs to the audience and stood
in front of Guan Yu. This divided the stage into
two spaces — left and right. At this time, four
extras came out from the back on the left side
of the stage, and Pang De followed them to the
left side of the stage. Although there was nothing
on the stage, two different spaces were formed:
on the right, there was a high platform occupied
by Guan Yu and his comrades, and on the left, there
were the enemy barracks.

In traditional Chinese theatre, the size and scale
of the space can be shown on the empty stage,
creating a certain montage relationship. In addi-
tion to the linguistic narration of the actors, the
arrangement of the extras can also convey the scale
of the space. In the article “A Brief Discussion on
the Important Role of Extras in Theatre Performance”,
Wang Liying summarised the role of extras in tra-
ditional Chinese theatre: "First, it indicates a large
number of people; second, it explains the plot and
environment; third, it explains the changes in time
and space; fourth, it conveys the atmosphere of
the stage; fifth, it enhances the decorative effect
of the stage”™. In traditional Chinese theatre, a group
of extras is called tang, which consists of four peo-
ple. Tang does not refer to an exact number of peo-
ple; it is more like a vague and abstract symbol.
One tang can represent hundreds, thousands, or tens
of thousands of people in different repertoires. Their
costumes are unified, and they represent a single
whole. For example, when the audience saw a gen-
eral leading four extras, they knew that he was lead-
ing many soldiers and horses; the emperor led four
extras, and they knew that the emperor led many

17. A famous warrior in the novel The Three Kingdoms;
he was eventually killed by Guan Yu.

18. Wang Liying. Qian tan “long tao” zai xi ju biao yan zhong de
zhong yao zuo zong. 2006. [Wang Liying. Brief discussion
of the important role of the extra in traditional Chinese theatre
performance]. Ju zuo jia [Playwright], (3): 1, p.89. (In Chinese.)

retinues. In the Anhui opera Shu Yan Qi Jun (Guan
Yu Floods the Seven Armies), Pang De led four
extras onto the stage, and the space on the left side
of the stage represented his seven armies. The seven
armies contrast with the space on the right, repre-
senting Guan Yu, Guan Ping, and Zhou Cang.
Thus, the space created by the extras showed
the gap in strength between the two sides.

The play Roar, China! does not have a main cha-
racter similar to the one in classical Chinese theatre.
The director divided the characters into two camps
and tried to show two contradictory group imag-
es of masks on stage. The image of a group mask
is determined by the performance styles of the
two camps. A. Gvozdev described the image of a
group mask of the Chinese camp: “Exhausted faces,
calloused hands, bent backs, and intermittently fragile
intonations, varied in many ways, forever destroyed
the idle and pretentious ‘Chineseness’ in the theat-
re, replacing it with a truthful penetration into
the life of a working Chinese” ™.

The Meyerhold State Theatre play Roar, China!
was staged by V. Fedorov whereas Meyerhold made
stage adjustments. In some episodes, the director
developed physical movements of the Chinese camp
using the biomechanical system to make the actors’
performance more expressive. The actors playing
the coolies walked around the stage continuously,
using uniform movements to drag about 100 bales
of tea from the stage. The director abstracted move-
ments from life and work, turning them into a regu-
lar, orderly, and dexterous pantomime action. After
the Meyerhold State Theatre's production of Roar,
China! toured in Berlin, Hungarian writer Bela Bala-
zs wrote in an article: "Meyerhold’s ‘biomechanical
principle’ in depicting the Chinese is perfectly em-
bodied in only two types. The old coolie and the
little boy are wonderful mobile masks”?. The best
role in the performance of a Chinese boy, a ser-
vant on the English gunboat Cockchafer, played
by M. Babanova, was entirely “established and
deve-loped by V. Meyerhold”?'. In her memoirs,
Babanova recounted the process of her rehearsals
with Meyerhold: "Meyerhold suddenly came up to

19. Gvozdev,A. A. V. Meyerhold Theatre (1920-1926). 1927.
Leningrad: Academia, p. 47. (Modern Theatre, Issue 1.)

20. Bela Balazs. "ROAR, CHINA!" 1930. // Die Weltbiihne, No.16 //
“Mnemosyne: Documents and Facts from the History
of Russian Theatre of the 20'th Century”. 2009. // Issue 4.
Ed. and comp.: V. lvanov. Moscow: Indrik, p.663.

21. Letter to the editor. 1926. // Playbill of the Meyerhold State
Theatre, No.2, pp.26-27.

the footlights, began to watch and prompt: now bend
over, lean on the railing, lower your head, take your
time, walk — so | had to walk slowly, holding on to
the railing, and sing very high all the time. And when
| reached the door of the captain’s cabin, he told me
to squat down: ‘Okay, now feel around for the noo-
se with your hand and sing, sing’. | found the
noose with my hand, which was already prepared
there — and | had straps on — and at that time
| took the highest note, which almost broke since
it was so high. | sang cleanly, without wheezing,
took the top 'E'. And then it was darkness; at that
time | jumped down, and when the lights came on,
| was already swaying like a corpse”??.

Author Tretyakov brought the melodies from Chi-
na; Babanova asked Chinese students to help her
learn the songs, “both Babanova's perfect pitch and
her surprisingly high, clear voice came in handy”2.
Meyerhold developed not only the actor’'s move-
ments, but also the hand gestures, so that the au-
dience would also notice the actor’s gestures. Vera
Inber wrote: “Babanova is unusually touching in the
role of the boy. The helpless and weak gesture with
which she searches for the rope is impossible
to forget”?*. Babanova did not play according to her
own understanding, but acted on stage according
to Meyerhold's instructions. The master acted as
a designer of the proposed stage form at the rehears-
al, and Babanova was a performer who embodied
the proposed form of acting. Meyerhold introduced
specific movements and gestures of the boy,
and these fixed movements were combined with
singing. This makes it easy to imagine the form
of performance of traditional Chinese theatre, when
actors convey the experiences and feelings of the cha-
racters through external physical movements, and all
movements are recorded and accompanied by music.

The director attached great importance to the
formation of the character’'s image, as he said:
“A calling card for the role is needed. You need
to show that this is a role, not an episode”?®.
Although the character of the boy was insignificant,
the actress showed a poetic scene of suicide through
movements, gestures, and sound, created a unique
image of a lyrical mask, under Meyerhold's direc-
tion. P. Novitsky described this image as follows:

22. Turovskaya, M.I. M.I. Babanova: Legend and Biography. 1981.
Moscow: Iskusstvo, p.78.

23. lbid. P.77.

24. Inber, V.M. “Roar, China". 1926. // New Viewer, No.6, p.5.

25. Turovskaya, M.I. M.I. Babanova: Legend and Biography. 1981.
Moscow: Iskusstvo, p.78.
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“The song is remembered for a lifetime. When you
mentally go over in your memory the most pow-
erful moments in the history of the Soviet theatre,
a touching image of a boy in white linen clothes,
with hands folded in prayer, with black, stiff, protrud-
ing hair, with pleading and angry eyes always comes
to mind”?. The mask of the boy made a deep im-
pression on the audience and aroused its sympathy.

Opposite the Chinese camp, there was the impe-
rialist camp, which was filled, as M. Zagorsky wrote,
with “Europeans in the usual, already stereotyped,
masks of foxtrot Europeanism”?#’. S. Radlov pointed
out the different styles of performance of the two
camps: “The Chinese everyday scenes are staged
with great skill, diligence, and often tenderness. <...>
(the European part) is staged in the spirit of the most
elementary, deliberate grotesque, breaking the per-
formance into two completely incompatible stylis-
tic halves”28. The Chinese camp is rich in characters
and expressive; its characters are oppressed by im-
perialism, however, they have a tenacious life force.
The director developed unique body movements
for each actor, and the actors formed various
images of the Chinese people with the help of facial
expressions, gestures, body movements, and into-
nation. They become a living organism, expressed
in realistic techniques. Although each has their own
way of expressing themselves, their crowd creates
a collective image of a mask. The expressiveness
of this collective mask is greater than the sum
of each individual image. German director Herbert
Ihering noted: "the way these Chinese walk, the way
they speak — everything is put together, everything
is different from each other, everything is merged
together”?,

On the other side, the representatives of im-
perialism — the organised army, the exploiters,
the hypocritical priests, the merciless murder-
ers — display the monotonous and faceless ima-
ge of the collective mask. As Bela Balazs pointed
out, the most important characteristic of the role
captured in the collective mask is that “this soulful
collective being really becomes tangible in Meyer-

26. Novitsky, P.I. Images of Actors. 1941. Moscow: Iskusstvo,
p.280.

27. Zagorsky, M.B. "Roar, China“. 1926. // Life of Art, No.6, p.12.

28. Radlov, S.E. Ten Years in the Theatre // Preface by S. Mokulsky.
Leningrad: Priboy, 1929, pp.144-145.

29. Herbert Jhering. “THEATRE ON STRESEMANNSTRASSE. ROAR,
CHINA!" 1930. // Berliner Bérsen-Courier. // “Mnemosyne:
Documents and Facts from the History of Russian Theatre
of the 20'th Century”. 2009. // Issue 4. Ed. and comp.: V. Ivanov.
Moscow: Indrik, p.657.
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hold’'s crowd scenes. He has only seven actors on
stage; however, they are a crowd. Not in quanti-
ty, but in character”3°. The image of the mask cre-
ates a general character: the oppressors are boring,
gloomy, and ironic; the oppressed are hard-work-
ing and cowardly. The depiction of two differ-
ent masks aggravates the contradiction between
the two groups and evokes the audience’s feelings
towards different classes.

In addition to the conflict between the two dif-
ferent camps on stage, the director tried to extend
this opposition to the auditorium. On the right side
of the stage, the English sailors stood motionless
in a line. They pointed their rifles at the Chinese
masses on the left side of the stage. The Chinese
created an epic picture with their varied and ex-
aggerated poses, gestures, and facial expressions,
conveying different emotions to the audience: sur-
prise, fear, and anger. The audience was not only
conveyed sympathy for the Chinese camp, but also
the oppression of imperialism, reinforced by the long
gun barrels of the gunboat pointing at the audi-
ence. “The gunboat personified a general image
of violence, aiming its bared guns straight at the au-
dience. Straight at the audience, since the Chinese
coolies, who kept watch in the orchestra pit, formed
a single whole with the audience <...>.”3' The Eng-
lish sailors aimed their rifles at the Chinese, and the
warships turned their guns on the audience. The re-
sulting horizontal contrast of the left and right spa-
ces on the stage establishes special montage re-
lationships with the vertical contrast of the stage
and the audience. With this contrasting montage
technique, the director conveyed a sense of crisis
to the audience.

After the October Revolution, Meyerhold be-
gan searching for new means of theatrical expres-
sion, recognised cinema as an independent art, and
used the principle of montage in the theatre. "It was
not enough for Meyerhold to show the sublime as
simp-ly sublime; in his practice, the director used
counterpoint in order to make the sublime even
more sublime by confronting the sublime with the

30. Bela Balazs. "ROAR, CHINA!" 1930. // Die Weltbiihne, No.16 //
“Mnemosyne: Documents and Facts from the History
of Russian Theatre of the 20'th Century”. 2009. // Issue 4.
Ed. and comp.: V. lvanov. Moscow: Indrik, p.664

31. Bela Balazs. "ROAR, CHINA!" 1930. // Die Weltbihne, No.16 //
"Mnemosyne: Documents and Facts from the History
of Russian Theatre of the 20'th Century”. 2009. // Issue 4.
Ed. and comp.: V. lvanov. Moscow: Indrik, p.663.

base.”3? This method is very common in films, where
scenes of joy and sorrow often appear on the screen
by montage, occurring simultaneously but in different
places or at different times, which makes the tragic
mood even more tragic. In the play Roar, China!,
“higher” effects were achieved through the contrast-
ing alternation of episodes. In his article “Tragedy
of the Masses”, A. Gvozdev wrote: "Hence the un-
evenness of the play, in which the familiar scenes
of dancing to the foxtrot alternate with incred-
ibly eerie scenes of execution on the gallows" 3.
The method of counterpoint not only highlights
the difference between the Chinese and Europe-
an camps on stage, but also allows this difference
to have a contrasting relationship to continue
to enhance the differences between the two
sides. On stage, the graceful foxtrot contrasts
with the death scenes, enhancing the contrast and
revealing the tragic fate of the Chinese poor.

The method of counterpoint is also used on the
stage of traditional Chinese theatre. For example,
in the above-mentioned Anhui Opera, Guan Yu
regretted that he was already in his twilight years.
Hearing the noise of the enemy camp, he climbed
up to a high platform to observe, and saw Pang
De celebrating his victory. Guan Yu watched from
the right side of the stage as the actor playing Pang
De came onto the stage from the left and laughed
loudly. The performance on stage is created on the
principle of parallel montage, comparing scenes from
two simultaneously developing storylines: Guan Yu's
observation on one side and Pang De's celebration
on the other. Then Guan Yu sang:

Seeing that Pang De the younger is too arrogant
Is it because of winning the battle yesterday?
A lowly man goes crazy when he wins.

The two emotions — former hero Guan Yu's sad-
ness and young Pang De's pride — contrast on stage.

32. Ryaposov, A. Yu. RUSSIAN DIRECTOR'S ART OF THE 20'th
CENTURY: Systems, Directions, Concepts, Ideas. 2022.
St. Petersburg: Asterion, p.108.

33. Gvozdev, A.A. "Tragedy of the Masses.” 1926. Krasnaya Gazeta. //
“Meyerhold in Russian Theatre Criticism: 1920-1938". 2000.
Composed and commentary by T. Lanina. Moscow: Artist.
Director. Theatre, p. 198.

The enemy’s arrogance made Guan Yu even more
angry; the counterpoint on stage raised the con-
tradiction between the two sides from a high point
to a higher one.

CONCLUSION

The Meyerhold State Theatre play Roar, China!
reflected the two different camps that have always
been in confrontation, and created the principle
of montage on stage, which is manifested in the ima-
ge of a group mask — the performance of actors,
scenography, and other aspects. The actors of the Chi-
nese camp formed a group image with the help
of facial expressions, gestures, body movements,
and "voice sign” to create a lively ethnographic scene
and the concept of a theatrical symphony. The imperi-
alist camp made a stereotypical impression on the au-
dience, demonstrating a monotonous and faceless
image of the collective mask. Through the contrast
of space (big — small, far — close, high — low),
the scenery shows the confrontation of the two class-
es and the gap in power between the two camps.
The director used the method of contrast to cre-
ate the effect of stage montage. He not only turned
the contradictions on the stage from high to even
higher, but also tried to spread this confrontation
to the audience, arousing the political enthusiasm
of the viewer. In traditional Chinese theatre, there
is also the principle of montage and the concept
of theatrical symphony. Actors’ poses, gestures, steps,
facial expressions, recitations, singing, and acrobat-
ics play the role of individual instruments in an or-
chestra and produce a polyphonic effect. The size and
scale of the stage space can be shown on an emp-
ty stage by the actor's narration, the principle of con-
ventionality, and the staging of extras. The prin-
ciple of contrast creates the effect of montage
and raises the contradiction between the two sides
to a higher level.
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KOHUEMUMA MOHTA>XA B CINEKTAKJIE
«PblYI, KNTAW! (TUM, 1926)
I B TPAANLUMNOHHOM KUTANCKOM TEATPE

AnHomayus: CnekTaknb «Pbium, Kutaiil» TMa, cozgaH-
HbIA MO MOTVBAM peasibHbIX COBbLITUIM, HOCW NOAUTUYECKUIA
XapakTep, UTO COOTBETCTBOBA/IO MHTepecy Meliepxob-
Ja K O4HOMY M3 HanpaBAeHWUW TeaTpaabHOW MOAUTUKK
1920-x rogoB., CBA3aHHOMY C XXaHPOM MOAUTOHO3pEHMS.
MoAnTnyeckuii xapakTep CnekTakasn OTPaXeH B CLEHM-
YeCKOM MpeACTaBeHNM ABYX MPOTUBOBOPCTBYOLWMNX CUA
W ABYX COLMaNbHO-MONUTUUYECKUX CUCTEM, CTOALLNX
3a HMMW. BbipaxeHne NpoTUBOpEUMsa MEXAY NPOTUBO-

BBEJEHUE

C.M. TpeTbskoB ncnonb3zoBan «IHUnAeHT BaHcsa-
Ha» B KauecTBe MaTepuana A1s HanucaHus gpambl
«Kokuedep» (Coekehafer; HazBaHMe BpuTaHCcKo-
ro BOeHHoro kopabns). B sHeape 1926 roga «Kok-
yedep» Oblna NocTaBaeHa Ha cueHe TMa n, no
npeanoxeHnto Melepxonbaa, Ha3BaHa «Pbiun,
Kutain!». B nccnegosanmn'® A.A. N'eosaesa, NocBs-
LeHHOM TeaTpy uM. Bc. Meliepxonbga, ecTb OT-
AenbHaa Hebosbliasa rnaea o cnekTakne «Pbluy,
Kutan!», B KOTOpOI onucbiBaeTca obpas rpyn-
MOBOro KMTAMCKOro nareps Ha cueHe W kpart-
KO M3naraetcs cueHorpadus. B cBoel ctatbe?
MN.N. HoBuuknin n3yumnn obpas 605, chopmmpoBaH-
HbIh M.W. babaHoBoli. B kHure «babaHoBa: JlereHaa
n buorpadus»3 babaHoBa pacckasana o npouecce
penetnuumn poau 6os ¢ Meriepxonbgom.KJ1. Pya-

1. Cm.: [o30es, A.A. Teatp umenun Bc. Merepxonbaa (1920-
1926) // A.A. TBo3ges. — /.. Academia, 1927. — 55c.
(«CoBpeMeHHbIN TeaTp», Bbin.1).

2. Cwm.: Hosuykud, M1./. Obpasbl aktepos / MN./. HoBuukui. —
M.: UckyccTBo, 1941. — 400c.

3. Cwm. Typoeckas, M.U. M.U. babarosa: NlereHpa n buorpadus //
M.W. Typosckasa. — M.: ckyccteo, 1981. — 351c.

6OPCTBYHOLLMMUN CTOPOHAMM CTaN0 BaXKHOM NMOANTNUECKOW
3ajaven cnekTakas, Ans JOCTUXEHUS KOTOPOW pexunccep
«Pblun, Kntan!» ncnosb3oBan NnpuHLMN MOHTaxa B TeaT-
pe. B TpaANLUMOHHOM KUTaWCKOM TeaTpe Takol MPUH-
LN MOHTaXa TOXe CyLLLeCTBYeT, HO MOABAAETCA Ha CLieHe
B GOpmMe YCNOBHOCTU.

Knrouessie coea: «Poiun, Kutaii!», MOHTax, Tpaauum-
OHHBIN KUTANCKNIA TeaTp, YCIOBHOCTb.

HULKWI Tak Xe n3ydan cnektakiab «Pbium, Kutan!»
B KHUre «Pexxuccep Menepxonba»4. B npounssese-
HUW paccKa3blBaeTCs O PEXMNCCEPCKON NOCTaHOB-
Ke MacCOBbIX CLieH N MPOTUBOCTOAHNUW ABYX Pa3HbIX
cTunen nx ncnonHeHus. Kpome toro, 13 razeTHowm
KPUTMKM Mbl MOXEM Y3HaTb O CLLEEHUYECKMX Mpes-
ctaBneHunax «Poium, Kutan!» Ha cueHe TIMa v Ha rac-
Tponsx B EBpone. B 2009 roay TanBaHbckuii npodec-
cop Uuny KyHbnaH onybavkosan ceoi Tpya «Mocrta-
HOBKa, pacnpocTpaHeHune 1 noantTuyeckas bopoba
B LLEHTPe — UCTOPMA MOCTaHOBOK CneKkTakns “Peiuy,
Kutaii!” B BoctouHol A3nmn»>. laHHas paboTa, ¢ Tou-
KW 3peHnsa NoIMTMYeCcKOro TeaTpa, Hambonee NONHO
nccneayet UCTOPULO TeaTpasibHOW 3BOAOLLUMN
«Pblun, Kutain'!» B Cosetckom Coro3ze 1 BoctouHom
A3nn. lNMocne oH ewe aBaxabl nocewan Poccuio

4. Cwm.: PydHuykud, K.J1. Pexxunccep Menepxonbg, // KJ1. PygHnu-
k. — M.: Hayka, 1969. — 527c.

5. Cm.: Qiu Kunliang. Xi ju de yan chu, chuan bo yu zheng zhi
dou zheng ——yi «Nu hou ba, Zhong Guo!» dong ya yan chu
shi wei zhong xin [Lito KyHbasH. MoctaHoBKa, pacnpoctpaHe-
HWe 1 noanTnyeckas bopbba B LIeHTpe —— MUCTOPWA NocTa-
HOBOK cnekTakns «Pblum, Kutan'!» B BoctouHon Asnn] //
Xi ju yan jiu [MiccnepoBaHue Teatpal, 2011,7: P. 107-149.
(Ha KUTaNCKOM fA3bIKE).
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ana céopa nHpopmaumm 1 B 2013 rogy BeinycTun
A/IMHHOE NnTepaTypHoe npousBeseHne «Heyxe-
av moamn npaebl? — “Pblun, Kutan!” TpeTbsakoBa
n Menepxonbsa»®. KHura nccnegyet TBoOpUeckyto
nctTopuro nbecbl «Pbium, Kutan!» ¢ Toukm 3pe-
HWS ee TeaTpaNbHOIO NPeACTaBAEHUA U BANAHUA
NOJNNTUYECKON Cpeabl.

YT0 KacaeTcs UlyyeHmsa TeaTpasbHOrO MOHTaXxa
Menepxonbaa, A.tO. Panocos noapobHo npeactasu
CTPYKTYpY TeaTpasbHOro NpeAcTaBAeHUs U NPUH-
LMMbl TeaTpasbHOro MOHTaXa B KHure «Pexwmccep-
ckas meTogonorus Menepxonbga»’. Mexay 1920-m
1 1930-x rogamu cueHu4Yeckne npouseeseHus Meliep-
XO/bJla UMEeNN XapaKTePUCTUKN, aHANOTNYHbIe KUN-
HemaTtorpadpuueckum. 3Tm paboTbl HobLue He orpa-
HUYMBANUCH CTPYKTYPOU KAacCMUYeCKOW ApaMbl,
M CNeKTakNb Ha CLeHe pa3fennacs Ha paj anu-
30p0B. «CKNOHHOCTb Melepxosibja coBMmelLaTb
B paMKax OAHOrO CLIeHWYeCKOro NPOCTPaHCTBa Hec-
KONbKO NAaHOB, CO3jaBaTb AN AENCTBUSA ABe
n bonee NMHUN Pa3BUTUA CAY>KMNA CPEACTBOM Bbl-
MOJIHEHMSA Pa3NNYHbIX MOCTAHOBOUHbIX GYHKLWNIA:
OT NPOCTeNeNn — 3KOHOMMUSA CLEHNYECKOrO Bpe-
HW, 0 CJIOXHOMW, JatoLLLell BOSMOXHOCTb Peasiv3oBath
pasnyHble GOpPMbI TeaTpasbHOrO MOHTaxa baro-
faps CTONKHOBEHMIO, COMOCTaBAEHNIO COOTBETCTBY-
FOLLIMX MJIAHOB N CHOXKETHbIX IMHNI»E. B TpagmMumoH-
HOM KWUTaWCKOM TeaTpe Takon MPUHLMN MOHTaXxa
TOXe CyLLeCTBYyeT, HO NOSBAAETCA Ha CLieHe B dop-
Mme ycnoBHocTu. CnekTakab «Pbium, Kutani!l» TMMa
COOTBETCTBYET BblLLEYNOMSHYTOM XapaKTepuUCTUKe,
M HEKOTOpPble MOHTaXHble KOHLLeNLUn B HeM 3acay-
XMBAKT U3YUYEHUA.

LLE/Ib UCCNIEAOBAHUA — MPOaHaIN3UPOBaTh MPUH-
LM MOHTaXa crnekTakas «Peium, Kutai!», HaiT cooT-
BETCTBME NOAXOAaM TPAAULIMOHHOTO KUTACKOro TeaTpa.

3AZAUN UCCNELOBAHUA:

1. YcTaHOBMWTb B3aMMOOTHOLLEHME TeaTpanbHOM
noandoHum B cnektakae «Poiun, Knutan!» n
B TPAAVLMOHHOM KMTANCKOM TeaTpe.

6. Cwm.: Qiu Kunliang. Ren ming nan dao mei cuo ma? «Nu
hou ba, Zhong Guo!», Te Lie Ji Ya Ke Fu yu Mei Ye He De [Lito
KyHbnsaH. Heyxenn ntoan npasbi? «Pblun, Kutaii», Tpe-
TbkOB U Menepxonba] // Tai Bei: Tai Bei yi shu da xue; INK
[Tanb3nckuin yHnBepcuteT uckyccts; nagatenbcrso INK], 2013.
832p. (Ha KMTalicKOM fi3bike).

7. Cm.: Panocos, A.fO. Pexxnccepckas Mmetogonorms Meepxosb-
aa // AO. Panocos. — 2-e usg. — CaHkr-lMeTtepbypr : JlaHb,
2022. — 408c.

8. Tamxe. C.383.
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2. [MpoaHann3mpoBaTb NPUHLMNBI MOHTaXa
B cnekTakse «Pbiun, Kutaiil» n B TpagmumoH-
HOM KUTaWCKOM TeaTpe.

OBbEKT MCCNEAOBAHUNA — MOHTaXHble NPUHLA-
Mbl CTPOEHWA ApamMaTyprm cnekTaks.

npegmeT UCCIel0BaHNA — MOHTaXHble MPUHLMMbI
CTPOEHUs crnekTakns B TeaTpe B.3. Meliepxonbaa
M B TPAANLMOHHOM KMTaCKOM TeaTpe.

MATEPUAN UCCNEAOBAHUA — CnekTakab «Pblup,
Kutaii!» Ha cueHe TIMa 1926 roaa, MNeknHckas one-
pa «L3o Jloy Wa Cun (CyH Li3sH B rHeBe ybuBaeT AHb
Mocn)» n AHbxoiickaa onepa «Ly AHb Ln Li3toHb
(TyaHb HO HaBoaHseT CeMb apMuiA)».

HOBWU3HA NCCNEAOBAHUA 3aKNHOYAETCA B HAXOX-
AeHWUM conpsaXKeHUa TeaTpaibHbIX B3rnsgos Merep-
X0Jbla U TPaZMLIMOHHOTO KMUTaCKOro Teatpa nyTem
aHanmsa n cpaBHeHMA MPUHLMMOB MOHTaXa B «Pbluw,
Kutaitl» n TpagmMLUMOHHOM KUTANCKOM TeaTpe.

NCTOUYHNKOBAA BA3A UCC/IEAOBAHUA — peLieH-
31K, NKOHorpadwma, BUAeO3anmcn nNponseeseHuin
TPagVLMOHHOrO K1TacKoro Teatpa.

METO/,0/10TUA UCCNELOBAHUA OnMpaeTca Ha
MeTOAbl PEKOHCTPYKLMN N aHann3a crekTakns,
BbIABWHYTble NEeHWHIpajCckol (rBO3A4eBCKOM)
LUIKONOWN TeaTpoBeAeHNs; Ha NPUHLMM NCTOPU3Ma
N NCMONb30BaHNE CPABHUTENLHOIO METOAA.

PE3Y/IbTATbI U OBCY>KAEHMUE

«Pblun, Kutan!» coctonT M3 BOCbMUM 3MN3040B.
CroXeT pa3BopaymBaeTcs BOKPYr CTONKHOBEHMNS
KUTaCKMX paboumx 1 eBponenues, AeNCTBUS NOC/e-
[OBaTe/IbHO YepeayroTcs B BUAe CLEH, pa3Bopa-
UMBAIOLLMXCA Ha aHrAMACKOM kopabne, 1 cueH
C KMTauamu Ha Bepery pekn n Ha caMoli peke.
Mpu coeAVHEHMM 3NMN30J0B B NMOC/AeA0BaTeNbHYHO
LLeNoYKy OCHOBHOW 3ajaveil YepesoBaHNA ABAS-
eTcs KoHTpacT. C Hayana 1 A0 KOHLA CreKTak/s
Ha CLeHe Bcerga npucyTCcTBYHOT ABe NpoTMBO6Op-
cTBytOLLMeE rpynnbl. [pUHUMA KOHTpacTa peannsyet-
€Sl BO BCEX acrekTax CLLleHNYeCcKoro NpocTpaHcTBaa:
B BbICTYMJIEHUW aKTEPOB, AEKOPALMAX U NMPOUEM.

B cBoei nbece C.M. TpeTbskoB spKo n3obpaxaet
ABa NPOTUBOMOJIOXKHBIX Slareps: 6eAHbIA KUTANCKNIA
narepb — KyJaw, Ciyra, CTYAeHT, KyneLw, TOA0UHMN-
KW; NpeACTaBUTENN EBPOMENCKONO U aMepPUKaHCKO-
ro MMnepuanmsMa — aHrio-amepukaHckme Kyrnupl,
MUCCUOHEP, KOPPECMOHAEHT, KOMMpazop, obuuep
n Matpocbkl. Mellepxonbs nokasan ABa nareps
Ha CLieHe B [iBYX COBEPLUEHHO pa3Hbix obpa3zax. Ku-
TaWCKWI Narepb NPeACTaBAEH XMBO, CO MHOXECTBOM

3THorpaduyeckmnx anemeHToB. Pexxunccep noapob-
HO MoKa3ai CLeHy KMTalCKoro rnopta B Hayase
N NCMONb30BaJl MHOTO AeTafel, YTobbl co3aaTh pe-
aNNCTUYHYIO KapTuHY. «B nepBoM akTe mokasaHbl
CLLeHbI pa3rpysku THOKOB € YaeM. Kaxabli 13 kyau
NOBUT HaneTy 60/bLLION TIOK, B3Ba/JIMBAET €0 Ha CNu-
Hy 1 BbICTpO yberaet ¢ Howen»°. Kpome Toro, bbian
aKLEeHTUPOBaHbI pa3NnyHble 3BYKOBble 3hdeKTbl.
«Ha cueHe nokasaH NoBCeAHEBHbIV TPYA KUTal-
CKMX paboumx, peMecieHHNKOB, MENKNX TOProBLIEB.
MOMMMO JIOAOYHMKOB W FPY3UNKOB, MMEHLLNXCA
B MbeCe, PEXNCCypa BBEIa TOUWUbLLMKAE, LUPHOIb-
HWKa, MO30/IbHOIO ornepaTopa, PUKLLY (4enoBek,
NCMONHAOWMIA 0653aHHOCTM AoLWaaN: BE3YL U
Ha cebe KONSCKy C CeZOKOM), TOProBLa caacTsamuy,
npojaBL,a BEEPOB — KaXZA0ro € ero "3BykKOBOW Bbl-
BECKON" — COYEeTaHWEM 3BYKOB, OCOObIM A1 KaXz0M
npodeccmn 1 NPOM3BOAMMbIM rONOCOM, TPyHOM,
KOMIOTYLWKOM 1 nNpou.»'0. MinnrocTpaTnBHbIE 3BYKM
1 obpasbl Ha CLieHe MOBbIWAT ayTEHTUUYHOCTb
nencTBus. Pexxnccep spKko 1 ecTecTBEHHO npeacTa-
BWJ KUTANCKYHO 3THOrpaduueckyro KapTuHy, cTapa-
ACb NPUBAEYb BHUMaHWe 3puTenei HacToALWwmMMu
3K30TUYECKMMU CLLEHAMM.

CTOUT OTMETUTb, YTO B 3TOM 3MMN304€e MY3bIKa,
[EeNCTBUSA aKTEPOB W 3BYKOBbIE 3HAKW, 3aKpPeneH-
Hble KaXXAbIM MePCOHaXeM Ha CLLEHE, COCTaBAOT
CNOXHYHO TeaTpanbHyto noandonuto. J1. B. Bapnaxos-
ckui nucan: «<Meliepxobg nepBbIM chopMyanpoBan
W NPOBeN B CBOEWN MpakTuKe HOBblE B3aMMOCBS-
31 MeXay My3bIKOW U1 ABuxeHneM. OH Havan pac-
CMaTpuBaTb KaXoro aktepa Kak O4WH U3 roI0CoB,
KOTOpble OH NOJIMPOHUYECKM BNUCHIBAA B NapTu-
Typy Komnosutopa»''. Pexxuccep 3an10Xuna OCHO-
BY «CMeKTak/s Ha My3blke» B MOCTaHOBKE KOMeAMM
A.M. Daiiko «Yuutenb bybyc» (TUIM, 1925). «Cnek-
Tak/b NPOBOAMW/CA MO OYEHb CIOXHON NapTUType,
B KOTOPOW BeLLM, CBET, 3BYK, My3blka, ABMXEHWE,
roJ10C U CJI0OBO UTpaau poJib OTAENbHbIX MHCTPY-
MEHTOB OpKecTpa, NPoKaajbliBas MyTb K CO34aHUIO
TeaTpasbHON CUMPOHUUN» 12, «YunTenb bybyc» ctan
ana Melepxonbia Ba>XXHOW BEXOW Ha NyTU CUM-

9. Mellepxoibj B pycckoi TeaTpanbHol kputuke: 1920 — 1938 //
CocT. 1 KOMMeHT.T.B. JlaHuHoW. — M.: ApTuct. Pexxuccep.
Teatp, 2000. — C.197.

10. @espansckull, A.B. lecate net Teatpa Melepxonbaa //
A.B. ®eBpanbckuii. — M.: Pegepauns, 1931. — C.52-53.

11. Bapnaxosckud, /1.B. HabntogeHusa. AHanmns. OnbiT // Peg,.
N.4. Bengposckas, npeguca. AH. AHactacbes. — M.: BTO,
1978. — C.107.

12. [eo30es, A.A. TeaTp umenn Bc. Menepxonbga (1920-1926) //
AA. TBo3geB. — J1.. Academia, 1927. — C41. («CoBpeMeH-
HbIV TeaTp», BbIM.1).

dOoHMYeCKMX 3IKCMepUMeHTOB B TeaTpe, a «Pblun,
Kutaii!» — npogonxeHvnem «Yumtensa bybyca».

Ha cueHe BOCTOUHbIN 06pa3 akTepoB, pasnmy-
Hble NpeAMeTa KMTalickoro bbiTa, 3Bykun Npubopos
N MHCTPYMEHTOB, rPyNnoBble MaHTOMUMUYecKme
LENCTBMA U NPoYMe 31eMEeHTbI COCTaBASAOT C10XK-
HYtO TeaTpabHyto NoANdOHWMI0. B sTHOrpaduryeckom
cueHe «Pbiun, Kutasal» pexunccep ncnoabsosan me-
TOJ, BBEAEHWA 3ByYaHUsA B BelLecTBeHHOe opopmIe-
HWe cueHbl. «<OH OKPYXXMA CLLEEHNYECKYH MAOLWaAKY
6ambykamu, Bucsawmmm B noaykpyre. Npu Bxoge
1 BbIXOZEe aKTepoB NoCTyKMBaHWe HambyKoBbIX Lec-
TOB MOAYEPKMBANO MOABAEHVE W YXOZ AENCTBYIOLLNX
2L, cO3AaBas LieNyto raMMy akkOMMaHUPYHOLLMX Luy-
MOB...» 3. B nepBoM 3nunzoge «Pbium, Kutan!» y kax-
[Oro nepcoHaa Ha CLieHe eCTb CBON COBCTBEHHbIN
«TOIOCOBO 3HaK»: pexmccep paspaboTtan cooTBeT-
CTBYIOLLME MY3blKaNbHble MHCTPYMEHTbI (PEKBU3NT)
A9 KaXKAO0ro akTepa, U 3TV NpejMeThbl U3atoT pas-
Hble 3BYKW. XOTs akTepbl AENCTBYIOT B MaHTOMUME,
Y HUX €CTb CBOW COBCTBEHHBIA YHUKAbHbIA «A3bIK>.
MaHTOMMMUYECKNe JeNCTBUA KMTalckoro obpa-
3a CcoYyeTaroTCA C KUTAWCKUM «A3bIKOM», 0bpa3ys
HapOAHYH CUMPOHMIO.

My3blka, WyM K 3ByKoBble 3¢ PeKTbl 34ecCh
He TONbKO A8 TOro, YTobbl NOAUEPKHYTb 0CObYHO
aTmocdepy, HO U AN TOro, YTobbl CTUMYANPOBATb
fencTBue, Kak B TPaAULMOHHOM KMUTaliCKOM TeaTpe,
B KOTOPOM MYy3blKa UrPaeT BaXHYH pPOJb — KOHTPO-
nmpyeTt gelncTeus Ha cueHe. CornacHo KoHUenumum
Meliepxonbga, UCNONHEHNE TPAJULIMOHHOTO KK-
TalcKoro TeaTpa Ha CLeHe MOXHO paccmaTpuBaTh
KakK CUHTE3UPOBaHHYO TeaTpasbHY0 CUMGOOHWIO.
AKTepcKume no3bl, XecTbl, Wark, MUMKUKa, Aekaama-
LA, NneHve, akpobaTnka NrparoT Poab OTAENbHbIX
WMHCTPYMEHTOB B OPKEeCTpe 1 Npom3BoaaT noando-
HUueckuii 3ddexT. B TpagnLMOHHOM KUTaiCKOM Te-
aTpe CyLecTByeT MHOXeCTBO GDMKCMPOBaHHbIX GopM
nepKyccuu, KOTopble NOAUYNHAIOTCA OnpeaeneHHbIM
npasuaaM 1 NepesaroT pasanyHble YyBCTBA PONEN.
Hanpumep, dopma «xun xm ®3H» — My3blKaab-
Has NepKyccus ¢ 6bICTPbIM PUTMOM, UCMOAb3yeMas
B TPaAMLIMOHHOM KMUTaCKOM TeaTpe ANs COMpOBO-
XAEeHNA BbICTPOro NeHWs UAN apuii U JEMOHCTPU-
pytoLLias ouyleHre HanpsxeHHoCcTK poan. dopma
«Lly” Toy» 06bI4HO MCNONb3YyeTCa A/1A BbIpaXKeHUs
AMOLUMWM CTblAa U nevanu.

[JBVXXeHWs akTepOB TakxXe MOryT oTpaxaTb n3me-
HeHus aMoLmmn poaun. B «CnoBape MCMONHWTENLCKOTO

13. Tam xe. C. 41.
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NCKyCcCTBa TPaAMLMOHHOIO KUTAaUCKOro Teatpa»
3adukcnpoBaHo 34 meToga Urpbl rnasamu, U Kax-
[,0€ BblpaxkeHue rna3 CooTBETCTBYET onpeseneH-
HOW 3MouUN nAn cutyaumun. Y Maii JlaHbdpaHa ecTb
54 Buza XecToB, KaXAbI U3 KOTOPbIX MMEET pas-
NIYHbIE cMbICT U dopMy. Hanpumep, «JlaHb Xya
Ukm» — XKeCT pyku, korga 60nbLIon 1 cpeaHni
nasblbl KacatoTCs APYr ApPYra, a oCTajdbHble Mab-
Lbl NOAHATLI BBEPX. [TpMKpbIBaHME LEK 3TW XXECTOM
yKa3blBaeT Ha 3aCTEeHUMBOCTb U CTECHUTENBHOCTb,
a yCTpeM/eHne Hapy>Xy — Ha CTpax.

MocKkoNbKY YCNOBHbIE ABUXEHUS U MY3bl-
Ka MOryT oTpaxaTb M3MeHeHWe 3MOoLUIN po-
NV, B HEKOTOPbIX Cly4Yaax OHU MMeIT onpeje-
NeHHbIN nonndoHmyecknin 3sddekt. Takou
3ddekT peannsonaH B [MekmHckol onepe «Li3o
Jloy Wa Cwn (CyH L3aH B rHeBe ybuBaeT fHb
Mocwn)» (1989, AHb Mocn — YsHb KOHANH, CyH
LU3aH — Banb KOpoHr n gp.). CroxeT 3akatovaeTca
B TOM, YTO rAaBHbIi repoit CyH LI3saH nokuHyn
AOM cBOeW Nt060BHMLbI AHbL NocK nepes paccee-
TOM. o AOopore oH BHe3anHO OOHapyXWuA, YTo
ocTaBuA B gome AHb Mocn cymMKy, B KOTOPOW Ha-
XOANANCH JOKYMEHTbI U MUCbMO, B KOTOPOM OH
obwanca c NoBCcTaHLaMu, NO3TOMY OH MOCMELWHO
BepHyAacs, utobbl 3abpathb ee. A ntoboBHULA AHb
Mocu y>xe oBHapy>xuna NUCbMO, TakHO cnpATana
€ro v npuTBOpMAachk cnawen. Ha cueHe opkecTp
rpoMKo urpan bapabaHnyto popmy «xu Axum
®3H», rPOMKO, 6bICTPO, HEOTNIOXHO U CUABHO.
AkTpuca, cbirpaslias AHb lMocn, 3akpblna rnasa
W TUXO OTKMHYNAChb Ha CMUHKY CTyna, NOKa3bliBas,
yTo OHa cnuT. ¥ CyH L3saH gpoxat pyku n 6opo-
Aa, OH H6bICTPO MalleT pyKkaBOM, YTOObI MOKa3aTb
CBOIO BHYTPeHHoto TpeBory. OgHako NOUCKM ak-
Tepa 6blaM MeANeHHbIMWU, YTOOblI OTPa3nTb, UTO
OH BHMMaTeNbHOMLWET MUCbMO. HencToBbIN My-
3blKaNbHbI PUTM Ha CLieHe, cTaTuyeckas nosa
aKkTpuchl, ApoxKalune pyku, bopoga aktepa u ero
MeAieHHble Warn — BcCe 3TO NPOU3BOAMUT onpe-
AEeNeHHbIN NoandoHnYecknin apdexT.

B cnektakne «Pbiun, Kutan!» Menepxosba u ero
conocTtaHoBLMK B. ®egopos B nepBOM 3nn3oge Mak-
CUMaNbHO MoKasan cueHbl XusHu Kntaa n He ctan
BCTyNaTb B ApaMaTnyeckmii KOHPAUKT. Kak oTmeTmn
M.b. 3aropckuii Ha cTpaHuuax «XXKU3HM NCKYCCTBa»,
«B MepBOM Xe 3nun3oge B. Pegopos 3actaBaseT Ku-
TalCKMX rpy3umkoB B npogosxerHue 10-15 MUHyT
nepeTackmBaTb €O cueHbl 0Koa0 100 THOKOB C YaeMm,
a 3aTeM BOJIOYMTb ellle OFPOMHBIW KOTes, U 3a 3TO
BpeMs AeNCTBUE MbeCkl He NPOABUIaeTCca BRepes
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6yKBa/IbHO HW Ha OAMH Lwar...»'. Pexwnccep obpa-
TMACA K 3THOrpadum n chopmmpoBan cBoeobpasHyro
KapTWHY Ha cleHe, co3gaBas 15-MUHYTHbIN 3n1304,
H6obLIe NOXOXMWI Ha KUTANCKMIA AOKYMEHTa/IbHbIN
dunbM. ITHorpadmyeckas cueHa NokasbiBaeT CTa-
BUNLHOE COCTOSIHNE XXM3HW KMTaMLEB, KOTOpas Obina
HapylleHa C BTOpPXXeHWeM aHMUMNCKOro BOEHHOTO
kopabna. XnzHb B CTUE JOKYMEHTaNbHOIO GuUb-
Ma B Hayasne KOHTPacTMpyeT C ApaMaTUYeckKMM KOH-
GANKTOM, KOTOPBIA NOCAeayeT 3a 3TUM.

C npnbbITMEM aHr10-aMepPUKaHCKMX KYMLOB CLie-
Ha bblna pasgeneHa Ha TpPW NPOCTPaHCTBA ANSA BbICTY-
nneHuii. B ctatbe A.A. [BO32€eB Npeaioxmn yetkoe
HarnagHoe pasgeneHune naaHwera: «B rnybuHe cue-
Hbl BbICOKO B3AbIMaeTCA KaHOHepKa, ymellatoLas
Ha MATW 3Taxkax NyLwkKu, MaTpocos, odunLEepos,
TYPUCTOB, MUCCMOHepa 1 Np. obuTaTenelrt BOEHHOro
CyZHa, rpO3SLLero paccTpesoM KUTancKoMy ropoj-
Ky. Monoca HacTosLLen BOAbI C TOAKaMUN OTAeNAeT
KaHOHepKy OT LUMPOKOro NpoCLEeHnymMa, Ha KOTo-
POM pPa3blIrpbiBatOTCA BCE CLLEHbI C KUTAUCKMMMU KY-
am»"5. N3 poTomatepmnanoB cnektTakas BUAHO,
UYTO Ha CcLeHe npucyTcTBoBann 6onblime 6oeBble
Kopabsv, nanybel, apTuanepus n gpyroe obopyzo-
BaHuWe, a cueHorpaduns Obina HacblWweHHas 1 3pe-
JVLLHas. Ha 3afHelt YyacTu CcLeHbl, rae pacrnonaraeTcs
aHMIMNCKUI BOEHHbIV KOpabb, ciesyeT OTMETUTD
apTuAnepuiickyto balliHio, KOTopas Moraa BpaluaThb-
€Sl M HanpaBAATb CTBOJIbI OPYAUI B CTOPOHY Nyban-
kun. [pyraa gekopaumsa Takxe JennTca Ha pasHble
naowaaku: «Ha nepsow naoLiaske HaXoAUTCA CKNag
TOBapOB, CMMBOJIU3UPYHOLWMIA MHAYCTPUANbHYHO
BenvkobputaHuio; BTopas niowaska cMMBOAN3N-
pyeT Kutain, Mexay HUMK ABYMs pacnpoctepnach
BOAA, AEMOHCTPUPYSA OTUYXKAEHHOCTb BYX CTOPOH
APYT OT apyra»’e.

Pa3geneHne NpocTpaHCTB NbITAETCA YCTaHOBUTD
NPVHLKXN MOHTaXa Ha cueHe. 3aAHAA YacTb cLe-
Hbl OTHOCUTCA K MMMEPUaNnN3My, KOTOPOMY NPOTM-
BOCTOMWT MPOCTPaHCTBO B NepesHelt YacTu CLieHbl,
OTHOCALLEeCA K 30He MPOXKMBaHNSA MECTHbIX XUTe-
Nen. Boga nocepeauHe n3oanpyeT ABa pa3HbIX Knac-
COBbIX MM1pPa M CTAaHOBUTCS MPOCTPAHCTBOM, A€ OHU
HaUMHAtOT KOHPAMKTOBATb. BOeHHbI KOpabab

14. 3azopckudi, M.b. PblYW, KWTAN // M.B. 3aropckuii // XusHb
nckyccrea. — 1926. — N26. — C.11.

15. leo30es, A.A. TeaTp nmenn Bc. Mewiepxonbaa (1920-1926) //
AA. TBo3geB. — J1.: Academia, 1927. — C.47. («CoBpeMeH-
HbIli TeaTp», BbIN.1).

16. Huntly Carter. The New Spirit in the Russian Theatre,
1917-1928 / Carter Huntly. — Manhattan : Arno Press,
1929. — P.216-218.

3aHMMaeT camoe ryboKoe 1 BbICOKOE MPOCTPaHCTBO
cueHbl. OH He BbICTynan B kayectBe GOHa, a ABNANCA
HaCTOALLMM NPOCTPAHCTBOM ANA NPEACTaBAEHWS,
Ha KOTOPOM MOTYT BbICTyNaTb akTepbl. Pexxunccep
YCTaHOBWJ Ha CLieHe TO/IbKO NepeAHIo0 YacTb BO-
eHHOoro Kopabns, 1 yepes MeToz «4acTb BMECTO
LEesoro» 1 NPUHLMN CLLEHNYECKON NepcrnekTuBbI
OFPOMHBI BOEHHbIV KOpabab Bbl ycrewHo nokasaH
Ha cueHe. B npoTvBOBeC eMy B nepeaHen 1 HUXHeN
YacTu CLieHbl HaXOAATCA I0AKM pblbakoB B BOAAX,
a TakXe XuJoe NPOCTPaHCTBO KUTalLEB — 3TO Mpo-
CTpaHCTBO Bamxe K ayamtopum. KOHTpacT npocTpaH-
cTBa (bosnblioe — ManeHbKoe, Aanekoe — 6aU3Koe,
BbICOKOE — HW3KOEe) NMoKa3biBaeT NMPOTUBOCTOS-
HWe ABYX KJacCOB M PaspbiB B CUE MeEXAY ABYMSA
narepamu.

Kak n3BeCTHO, Ha CLieHe paHHero TPaAnLMOHHOrO
KWTaWCKOro Teatpa OTCYTCTBOBaAW 3anafHble pea-
NNCTUYHbIE AEKOPALIMN 1N COOTBETCTBYHOLLME METO-
Abl OCBELLEHWNA CLLeHNYeCcKOoro NckyccTBa. Ha cueHe
BCEro HECKO/bKO NPeAMETOB pPekBM3MTa, TaknX Kak
CTOJIbI U CTYNbA, AW HUYero HeT. OgHaKo 3TO He Me-
LaeT CO3aHNIO CLLEHMYEeCcKOro NpocTpaHCTBa.
Ha cueHe Takke CylecTByeT KOHLEeNLUMA KOHTpacT-
HOro MOHTa)<a pPa3J/IMYHbIX NMPOCTPaHCTB, KOTopas
peann3yoTCs C MOMOLLbHO aKTEPCKOM UFpbl Y NPUH-
umna ycnoBHoctn. CueHnyeckoe NPoCTPaHCTBO
B TPaAULMOHHOM KUTANCKOM TeaTpe Co3haeTcs C Mno-
MOLLIbIO Urpbl akTepa. Mocne Toro, kak akTep BbIXOAMT
Ha CLLeHy, OH CHayasia MOBEeCTBYeT KaK paccKasuuk,
06BbACHAA BPpEMSI, MECTO 1 MOTUBbI NEPCOHAXeEN of-
HOro 3a ApPYrvM, a 3aTem urpaet poJib B CreKTak-
ne. Eciv ncnonb3oBaTb aHaNorMo € XXMBOMMUCHIO,
TO Mepes BbIXOAOM aKTepOB NycTas CLieHa Noxoxa
Ha YMCTbIN INCT ByMaru, a 3aTeM akTepbl HauMHa-
HOT «PUCOBaTb» Ha CLEHE, N CLLeHNYecKoe NpocCT-
PaHCTBO NMOCTEMEHHO M306paXkaeTcs B pacckasax
1 BbICTYMNNEHWW aKTepPOB.

K nprvmepy, paccmMoTpuM 3nn3os B AHbXOMCKOM
onepe «ly Axb Ln LstoHb (TyaHb KON HaBoaHSA-
et Cemb apmuin)» (1989, Nyanb O — YxkaH LincaH
n ap.). CroxeT pacckasbiBaeT O TOM, UTO repow
l'yaHb KO He cmor nobeaunTb cBoero Bpara MaHr
[e Ha none 60s. l'yaHb KO BMecTe yaHb MMHOM
n Yoy LlaHoM nogHAAMCb Ha BbICOKYHO naathop-
My, UTOb6bl OCMOTpeTb Ka3apMbl MaHr [e. 3atem
l'yaHb FOV NoAHANCA Ha BbICOKME ropbl U OBHapYXuA
NpevMyLLEeCcTBO MECTHOCTM, @ NOCAEe NUCMO/Ib30Ban
HaBOAHEHWE, UTOObI YHUUTOXMUTb CEMb BPaXKeCKunx
apMuii. B Hauane 3Toro anusoga cueHa onycrena,
1 3BYK necHu NyaHb KO JOHOCUACA OT IEBOW KY/NChI:

lokudaro ceoli sesuKoNenHbIt YeHMpaabHeil
wamep

3atem yaHb FOR, MN'yaHb MuH 1 Yoy LlaH noss-
NA0TCA Ha cueHe, v NyaHb KO noert:

Caeiwly wym u3 apmelickux nazepeli Ljao
(nazepo lNane Je).
PaHelwe A cpaxanca yepes naime npoxo0os
u ybun wiecmes 2eHepasnos
u obesenasnusarue Ljal AHa'”
8 meyeHue mpex ydapos 8 6apabaH.
lyaro MuH u Yxoy LiaH, Ml noOHUMaemcs Ha
8b6ICOKYI0 n1amgopmy.

3atem lNyaHb HOW, MyaHb MuH 1 Yxoy LaH o6xo-
AAT CLLeHY, MOAHMMAA HOTU U YXOAAT, YTO YKa3blBano
Ha NPOLLECC BOCXOXAEHWS Ha BbICOKYHO NaaTthopmy.
3puTenn 3Hanun, 4To NPOCTPaAHCTBO NPOCTUPAETCA
oT KasapMsbl N'yaHb KO f0 BbICOKON NAaThOpPMbI.
[Janee Tpu aKkTepa BCTanu C NPaBO CTOPOHbI CLLEHbI,
l'yaHb tOW cTosn cnpaBa, NyaHb MuH 1 Yxoy LlaH
MOBEPHY/INCL CMVHOW K 3pUTENSM U BCTann nepes
l'yaHb HOW. 31O pa3zennno cueHy Ha ABa NPOCTPaHCT-
Ba — C/JeBa U cnpaga. B 310 Bpems uetBepo cratuc-
TOB BbILUAN U3 FNYOUHbBI C 1EBOW CTOPOHBI CLIEHBI,
n MNaHr [le nocnefosan 3a HAMK Ha NEBYHO CTOPOHY.
XoTs Ha cLeHe H14ero He bblno, Ha Hell obpasoBa-
NOCb fiBa pasHbIX MPOCTPaAHCTBA: CNpaBa — BbICO-
kas nnatdopma, KoTopyro 3aHuManu lNyaHb HOn
C copaTHMKamW, C1leBa — Bpaxkeckas Kasapma.

B TpagMLUMOHHOM KUTANCKOM TeaTpe pasmep
n MacwTtab npocTpaHcTBa MOryT HbITb MOKa3aHbl
Ha NycToW cLieHe, co3iaBas onpeAeneHHble MOH-
TaXKHble OTHOLLEHWA. B AonosHeHne K f3bIKOBOMY
NMOBECTBOBaHMIO akTepoOB PacrnoioXeHNe CTaTUCTOB
TakXKe MOXeT nepefaTtb MacliTab npocTpaHcTBa.
B cTatbe «KpaTkoe o6cy>aeHme BaxXHOW poan cTa-
TUCTOB B TeaTpa/sbHOM npeacTaBaeHnn» Ban JinnH
0606LLMA POSb MaCCOBKMN B TPAAULMNOHHOM KUTa-
CKOM TeaTpe: «Bo-nepBbIx, yka3biBaeT Ha HosbLuoe
KO/IMYECTBO JI0AEN; BO-BTOPbIX, 0ObACHAET CLOXET
1 OKPY>KatoLLLYHO Cpeay; B-TPeTbUX, 06bACHAET N3Me-
HEeHMA BO BPeMEHM U NPOCTPaHCTBE; B-HETBEPTbIX,
nepegaet atMochepy CLeHbl; B-NATbIX, yCUAMBaA-
eT leKOpPaTMBHOCTb CLieHbl» '8, B TpagMuMOHHOM

17. 3HameHUTbIN BOMH B PoMaHe «TpoeLapcTaums», B KOHLLE KOH-
LoB 6bln1 youT lNyaHb tOem.

18. Wang Liying. Qian tan "long tao" zai xi ju biao yan zhong de
zhong yao zuo zong [BaH JlunH. KpaTkoe obcyxaeHune Bax-
HOW poav cTaTUCTa B NpeAcTaBAeHUM TPaAULMOHHOTO K1Tai-
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KUTaCKOM TeaTpe rpyrnna cTaTUCTOB Ha3blBaeTCs TaH
N COCTOUT M3 YeTbipex YenoBek. TaH He OTHOCUT-
€l K TOYHOMY uncay nroger n 6osblue Noxoxe Ha
pacnbiBUYaTbI N abcTpakTHbIA cumBoa. OanH TaH
MOXKET NPeACTaBAATb COTHU, ThICAYU UAN JECATKU
ThICAY NtOAEN B pa3HOM penepTyape. VIx kocTiombl
YHUOULMPOBaHbI, U OHW NPEeACTaBAAOT cObON eau-
Hoe Lenoe. Hanpumep, Korga 3putenv ysuaenu re-
Hepana, BeAyLLero YeTbipex CTaTUCTOB, OHU 3HaW,
UTO OH BeZEeT MHOro CoAaT W olaje; nMnepa-
TOP BeN yeTbipex CTaTUCTOB, U 3puUTeNb MOHUMAJ,
uTo MiMnepaTtop noBen MHOro cBUTbl. B AHbxOM-
ckon onepe «lWy AHb Un L3stoHb (TyaHb O
HaBoaHsieT CeMb apMuii)» MaHr [e BbiBea Ha cLeHy
yeTblpex CTaTUCTOB, a MPOCTPaHCTBO C IEBOM CTO-
POHbI CLIeHbl NPeACTaBAsAIO ero ceMb apMunin. CeMb
apMWIA KOHTPaACTUMPYHOT C NMPOCTPaHCTBOM CMpaBa,
npegctasaaowmnm Nyanb FOg, N'yaHb MNMuHa n Yxoy
LlaHa. TakvMm 06pa3omM, NPOCTPaHCTBO, CO34aHHOe
CTaTMCTaMu, MOKa3ano paspbiB B CUAE fBYX CTOPOH.

B cnekTakne «Pbiun, Kutai!» HeT rnaBHoro repos,
NnoA06HOro TOMy, UTO €CTb B KN1aCCUUYECKOM KUTaW-
CKOM TeaTpe. Pexxuccep fennt nepcoHaxem Ha fBa
nareps v NbiTaeTcs NokasaTb Ha CLEeHe ABa NPOTU-
BOpPeUMBbIX FpynmnoBbix obpa3a macok. Obpas rpyn-
MOBOW Macku onpeaenseTcs CTUASMUN BbICTYNIEHNS
AByx narepent. A.A. [Bo3geB onucan obpas rpynno-
BOW MacKu KUTalckoro nareps: «/3HeMoXeHHble
NLa, 3aCKOPY3/ble PYKW, COTHYTbIE CMUHbI 1 Npe-
PbIBUCTO XPYMKWe MHTOHaUMKM, MHOroobpasHo
BapbWpOBaHHbIe, HaBCerAa YHUUTOXUAN Npa3j-
HYH 1 BbIUYPHYHO “KMUTaMLLMHY" Ha TeaTpe 1 3ame-
HWAWN ee NPaBAVBbIM MPOHUKHOBEHNEM B XU3Hb
TpyAALLerocs Kutanua» .

CnekTakab «Pbiun, Kutanl» B TMIMe ctaBun
B.®. ®epopos, a Meepxonba Aenan CLeHNYECKYHO
KOPPEKTUPOBKY. B HEKOTOpPBIX 3Nn30aax pexunccep
pa3Bua Gr3nUeckme ABUXKEHNS KUTANCKOro nareps
no cucteme 6MomexaHukK, YTobbl caenatb Urpy ak-
TepoB bonee Bblpa3nTebHON. AKTepbl, UrpaBLIne
Ky, HEMPEPbIBHO XOA4MAWN MO CLeHe, UCMOb3yA
eMHOO0bpa3Hble ABMXEHUSA, UTODObI MepeTacknBaTh
COTHHO THOKOB C YaeM CO cLieHbl. Pexxnccep abctpa-
rMpoBan ABMXXEHMA U3 XW3HWU U TPyAa, NpeBpaTua
UX B PErynsipHoe, yrnopas0UYeHHOEe 1 JOBKOE NaHTo-
MUMUYeckoe aenctaume. MNocne Toro, Kak cnektaksb

ckoro Teatpal. Ju zuo jia [Apamatypr], 2006(3): 1. P.89. (Ha kn-
TaCKOM fi3bIKe).

19. eo30es, A.A. TeaTp nmenu Bc. Mewiepxonbaa (1920-1926) //
AA. TBo3geB. — J1.: Academia, 1927. — C.47. («CoBpeMeH-
HbIli TeaTp», BbIN.1).
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«Pbiun, Kutaii!» TMa ractponuposan B bepavHe,
BEHrepckuin nucatens bena banaw ynomsHyn B cTa-
Tbe: «"brnoMexaHnyeckunii NnpmHLMn” Menepxonbaa
B M306paXkeHnn K1TaiLieB B COBEPLLEHCTBE BOMJIO-
WeH NNLWb B ABYX TUNaxax. CTapuK-Kyan 1 maneHb-
Knii 601 — 3TO uyfecHble NoABMXHbIE MacKn» 2,
Nyuyiuan B cnekTtakne posib 60a-KMTakyoHKa — Masib-
yMKa, CNYrM Ha aHTIMINCKON KaHOHepke «Kokuedep»,
KoTopyto urpana M. babaHoBa, — BCS «ycTaHOBJEHa
n paspaboTaHa Bc. Meiepxonbaom»2',

babaHoBa paccka3ana B CBOMX BOCMOMMUHAHW-
SX O MpoLecce ee penetTmymin ¢ Meriepxonbaom:
«Melepxonba BAPYr NOAOLLEN K CaMOI pamne, cTa
CnefnTb N NOACKa3blBaTh: BOT TEMEPb HaKNOHUTECD,
obonpuTech 0 Nnepwaa, onycTuTe rosoBy, He TOPO-
nuTeCh, AMTE — TaK A JOMKHA Bblna NATU MeasieH-
HO, fiep>Kack 3a Nepuaa, n BCe BPeEMSA MeTb OYeHb
BbICOKO. A KOrga s AoLlna J0 ABEpU KanuTaHCKOn
KaroTbl, OH CKa3an MHe NpucecTb Ha KOPTOUKMU:
“Tak, a Tenepb PyKOWM Hallapwuealn NeTao 1 now,
non”. i pykow Haxozmna NeTato, KOTopas TaM yxe
6blna 3aroToBNeHa — a Ha MHe HblIM HagZeTbl M-
KW, — 1 B 3TO BpeMA Bpana camyto BbICOKYHO HOTY,
KOoTOpas Moyt obpbiBasack, Takas Hblna BblCOKas.
Mena uncro, He xpunena, bpana BepxHee “Mn".
W TyT TeMHOTa, f B 3TO Bpems npbirana BHMU3, 1, KOT-
f,a 3aXUranca CBeT, f Kayanacb y>e, Kak Tpyn»22,

ABTop TpeTbsikoB NpuBe3 menogun us Kutas,
BabaHoBa nonpocuna KNTanckux CTyAeHTOB MOMOYb
el BblyYnTb MNECHU, «NPUroAnanNCb U 6abaHOBCKMNI
abCcoNtOTHBIN CYX, 1 ee Ha YAVBAEHWE BbICOKWI YnC-
TbI rONI0C» 23, Meliepxosibj, pa3BrBan He TOJIbKO aK-
TepCcKne ABMXKEHNSA, HO U XKECTbI PYK, YTODbI 3pnTenu
TakXke 3aMeTU/IN XeCTbl akTepa. Bepa NH6ep nucana:
«HeobbluyaliHo TporaTtenbHa babaHoBa B posu 60os.
XKect 6eCcnoMOLLHBIN 1 C1abbli, KOTOPLIM OHa ULLET
BEPEBKY, HEBO3MOXHO 3abbITb» 24, babaHoBa urpa-
Nla He B COOTBETCTBMM CO CBOWMM COBCTBEHHbIM MO-
HUMaHWeM, a AeNCTBOBasa Ha CLEHe NO yKa3aHWAM
Menepxonbaa. MacTtep BbICTYNuMA B Ka4yecTBe KOH-
CTPYKTOpa NPEeANOXEHHOW CLEeHNYECKor GopMbl
Ha peneTuuun, a babaHoBa Bblna MCNONMHUTENBHULER,

20. bena banaw. PbIYN, KWUTAW! // Bena banaw //
Die Weltblhne. — 1930. — N216 // MHemo3uHa: JloKkymeH-
Tbl M GaKTbl U3 NCTOPUM OTeyecTBeHHOro TeaTpa XX Beka //
Bbin. 4. Pea. coct. B.B. iBaHoB. — M.: VIHapwk, 2009. — C.663.

21. Mucbmo B pegakumio // Apuwa TUM. — 1926. — N2 2. -
C.26-27.

22. Typosckas, M.U. M.W. baba+osa: JlereHaa n 6uorpadus //
M.W. Typosckasa. — M.: ickycctso, 1981. — C.78.

23. Tam xe.C.77.

24. UIH6ep, B.M. Pbiun, Kutaii! // B.M. NHbep // Hos. 3pu-
Tenb. — 1926. — N26. — C5.

BOMJIOTMBLUEN NPeasioXeHHY0 popmMy Urpbl. Meii-
epX0o/bl NPeANoXuna KOHKpPeTHble ABUXEHWUS
N XecTbl 605, U 3TU PUKCMPOBAHHbIE ABUXEHUS
coyeTanucb C NeHMem. ITO MO3BONAET Nerko
npeacTaBuTb GOPMY UCMOAHEHUS TPAJULNOHHOIO
KWTaWCKOro TeaTpa, KOrZa akTepbl MepesatoT nepexmu-
BaHWA 1 YyBCTBa NePCOHaXxel NoCcpeACTBOM BHELL-
HUX GU3NUYECKUX ABUXKEHWUN, N BCE ABUXEHUS
bUKCMPYIOTCA M CONMPOBOXAAKTCA MY3bIKOM.

Pexxwunccep npugaet 60abLI0e 3HaveHne dop-
MUpoOBaHMIO obpasza NepcoHaxa, kak OH cKasa:
«HY>KHa BU3UTHas KapTo4ka posav. Hago nokasatb,
YTO 3TO POJIb, @ HE 3NN304»2°. XOTb NEePCOoHax 604
N OblN HE3HAUNTENbHBIM, HO NOJ PYKOBOACTBOM
Meliepxonbaa akTpuca Yepes ABUXKEHUS, XXeCTbl
1 3BYK MOKa3ana no3TUUHYH CLieHy camoybuincTea,
CO3/aNa YHUKabHbIN 06pa3 NMPUUECKON MacKu.
M. HoBmLKWI Tak onmncan 3ToT obpas: «neceHka 3a-
MOMUWHaeTcsa Ha BCHO XKW3Hb. Korga MblCieHHO nepe-
6upaelb B NnaMATM Hanbonee CUIbHbIE MOMEHTbI
B MCTOPUWN COBETCKOrO TeaTpa, BCerga BO3HMKaeT
B NMamATM TporaTenbHbI 06pa3 Manbunka B Hesol
MONOTHAHOWN OAEeXAe, CO CIOXKEHHBIMU MOJIUTBEH-
HO pyKamu, C YEPHbIMU TOPYALLUMU XXECTKUMU
BO/IOCAMU, C YMOASAFOLLUMU Y THEBHBIMU F1a3aMm» 26,
Macka 605 npoussena rnybokoe BneyaTieHue
Ha NybaunKy v Bbi3Basa ee CUMMaTUN.

HanpoTvB ku1Talickoro narepsi HAXoAUTCA Narepb
UMMEPUANNCTUYECKMIA, KOTOPbIA HaNMOAHANM, KaK
nucan M.b. 3aropckuin, «eBponelilbl B 0ObIUHbIX,
CTaBLUMX yXe WabJoHHbIMY, Mackax GOKCTPOTHOrO
eBponensma»?’. C.2. PagioB ykasan Ha pasHble CTU-
2N BbICTYNIeHNA ABYX narepent: «Kutanckme 6biT0-
Bble CLIeHbl MOCTaB/AEHbI C 6ObLWINM MacTEPCTBOM,
NpuaeXaHWeM, a YacTo Y HEXXHOCTbHO. <...> MOCTaB-
JleHHas (eBponenckas YacTb) B fyXe CamMOro 3/1eMeH-
TapHOro, HapPOYMTOro rpoTecka, OHa pas3iamMbiBaeT
CMeKTak/b Ha ABe COBEPLUEHHO He COeANHUMBIX
CTUIEBbIX NOJIOBUHbBI» 28, KnuTaricknin narepb 6orat
XapakTepamu 1 BblpasuTeNeH, ero nepcoHaxm
YrHETEeHbl MNEPUaAN3MOM, HO Y HUX eCTb LierkKas
XUW3HeHHas cuia. Pexxuccep paspaboTtan yHuKaNb-
Hble TENOABWXEHUNS ANS KaXAOro akTepa, 1 akTe-
pbl cGopMUpPOBaNU pasnnuHble 0bpasbl KUTaMCKOro

25. Typosckas, M.M. M.W. babaHoBa: JlereHaa n 6buorpadus //
M.W. Typosckas. — M.: Uckycctso, 1981. — C.78.

26. Hosuykud, .M. O6pa3bl aktepos // MN.A. HoBuukun. —
M.: Uckycctso, 1941. — C.280.

27. 3azopckuli, M.b. PblYW, KUTA // M.B. 3aropckuii // XusHb
nckyccrBa. — 1926. — N26. — C.12.

28. Padnos, C.3. fecsatb net B Teatpe // Mpeancn.C. C. Mokynb-
ckoro. — J1.: Mpnbon, 1929. — C.144-145.

HapoAa C MOMOLLbIO MUMUKHN, XXECTOB, TENOABM-
KEHUN N MHTOHaUMK. OHU CTanu >XXMBbIM OpraHm3-
MOM, BbIPa>X€HHbIM B PEasNCTUUHbIX NpremMax. XoTs
Y KaXZ0ro cBoi cnoco6 camoBblpaXeHu s, UX TOJ-
na GopmMupyeT KONNEKTUBHBIA 06pa3 Macku. Bbipa-
3MTEebHOCTb 3TOWN KONNEKTUBHON Macku 6osbLue,
YyeM CyMMa Kaxzaoro oTaeNbHOro obpasa. HemeLkuin
pexwnccep lepbepT NlepuHr OTMETUA: «KaK XOAAT 3TW
KUTalLbl, KAk OHU FTOBOPST — BCE CKOMMOHOBAHO,
BCe HEMOXOXe APYr Ha ApYra, BCE CIUTO BOEAUNHO» %,

C Apyrov CTOPOHbI, NPeACTaBUTENN MMMepUa-
JM3Ma — OpraHV30BaHHas apMus, 3KCryaTaTopsl,
nonbl-AMLeMepbl, becnolasHble younLbl — AeMOH-
CTPUPYHOT MOHOTOHHbIA 1 6e3/IMKNIN 06pa3 Macku
konnektunea. Kak ykasan bena banaw, Hanbonee Bax-
Has xapakTepucT1ka poau, 3anevaTneHHon B Macke
KO/IIEeKTUBA, «3TO HaZle/leHHOe AYLOW KONNEeKTUB-
HOe CyLLeCcTBO AEeWCTBUTENbHO CTAaHOBUTCS OCA3a-
€MbIM B Melepxo/ibJOBCKMX MacCoBKax. Y Hero
Ha CLleHe BCEro ceMepo akTepoB, HO 3TO — Macca.
He no konnyecty, a no xapaktepy»3. O6pa3 Macku
co3faeT O6LWMIA XapakKTep: yrHeTaTen — CKyUHble,
MpayHble U UPOHNYHBIE; YTHETEHHbIE — TPYAOHO-
6uBble 1 TpycauBble. VI3obpaxkeHne AByx pa3HbixX
MacoK ycyrybasieT npoTmBopeumne Mexay AByms
rpynnamu v Bbi3biBaeT YyBCTBa ayAMTOPUM NO OT-
HOLLUEHUIO K Pa3HbIM Kjiaccam.

B ponosHeHue K KOHGAUKTY ABYX pa3Hblx nare-
peli Ha CLieHe pexumccep NonbiTancs pPacnpoCcTpaHnTb
3TO NPOTMBOCTOSIHMNE Ha 3PUTEIbHbIN 3aa. AHTNNA-
CKWe MaTpOChl Ha NPaBOW CTOPOHE CLLEHbI HEMOA-
BWXKHO BbICTPanBaANCh B IMHUIO. OHW HanpaBasau
BMHTOBKM Ha KMUTaNCKMe MaccCbl Ha JIeBON CTOPO-
He cueHbl. Kutaliubl co3gany anuyeckyro KapTUHy
6nrarogaps MHOroobpasHbIM U NPeyBeNNYEHHbIM
nosam, XecTam 1 MUMUKE, Nepesanm 3puUTenbHO-
My 3a/ly pasHble 3MOLUN: YAMUBAEHME, CTPAX U THEB.
3puTensam nepesaBasocb He TONbLKO COYYBCTBUE
K KUTaCKOMY Jlarepto, HO U THET UMMeprannsma,
YCUNEHHbI 06paLleHHbIMU ANNHHBIMU X060TaMu
OPYAWUN C KAHOHEPKM B 3puUTebHbI 3a. «KaHo-
Hepka oaunueTBopsaa cobon obobwarowmnii obpas
HacUANS, HaLeNeHHOro CBOMMM OCKaAUBLUMMU-
cs nywkamu npsmo B 3a. [psMo B 3a/, Tak Kak

29. Tepbepm Uepure. TEATP HA LUTPESEMAHHLLUTPACCE.
«PblYW, KUTAN!» // Tepbept WepuHr // Berliner Bérsen-
Courier. — 1930 // MHeMo3uHa: [lokyMeHTbl 1 dakTbl 13
NCTOPUN OTeYeCTBEHHOTO TeaTpa XX Beka / Bbin. 4. Peg.-cocT.
B.B. MBaHoB. — M.: Hgpuk, 2009. — C.657.

30. besa basnaw. PblYW, KUTAWN! // Bena bBanaw //
Die Weltblhne. — 1930. — N216 // MHemo3uHa: JlokymeH-
Thbl U $akTbl U3 UCTOPUKN OTeYeCcTBEHHOrO TeaTpa XX Beka //
Bbin. 4. Pea.-coct. B. B. iBaHoB. — M.: IHapuk, 2009. — C.664.
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KUTaMCKme Ky/au, HeCLLne BaxTy B OPKECTPOBOW siMe,
06pa3oBbIBa/v C CUAALLMMU B 3a/1€ 3PUTENAIMUN efM-
Hoe Lesioe <...> »31, AHTrIMNCKne MaTpoCkl HaLeAnau
CBOW BMHTOBKM Ha KMUTalLLEB, @ BOEHHble kKopabau
obpatnan cBoe opyaune Ha 3puTenbHbIi 3ai. MNo-
NYYEHHbIW TOPU30HTaNbHbIA KOHTPACT IeBOTO U
MpaBoro NPOCTPAHCTB Ha CLiEHe YCTaHaB/MBAaEeT 0Co-
6ble MOHTaXXHble OTHOLLIEHWA C BEPTUKANbHbBIM KOHT-
pPacToM CLeHbl U 3puUTebHOro 3ana. C NOMOLLbIO
3TOro KOHTPACTHOrO MeToZa MOHTaxa pexuccep
nepesaeT 3pUTeNsM OLLyLLLeHNe Kpusmca.

Mocne OkTabpbckon peBostoLMn MelepXxosb
3aHA/ICS MOWCKOM HOBBIX CPEACTB TeaTpanbHOM Bbl-
Pa3nTeNbHOCTY, MPU3HAN KMHO KakK CaMOCTOSTe b-
HOE MCKYCCTBO W MCMOJ/b30Ba MPUHLMUN MOHTaxa
B TeaTpe. «Meliepxonbay Mano rnokasatb BblCOKOE
Kak MPOCTO BbICOKOE, PEXMNCCEP B CBOEN MpPaKTUKe
MCMo/b30Baa KOHTPaNyHKT ANA TOro, YTO6bI, CTONK-
HYB BbICOKO€ C HU3MEHHbIM, BbICOKOE cAenaTb elle
6onee BbICOKMM» 32, DTOT METOZ OUeHb pacnpocTpa-
HeH B duibMax, rae Ha aKpaHe NyTeM MOHTaXa yac-
TO NOOYEPEAHO NOABAAIOTCS CLIEHbI PaLOCTU U FOpS,
npoucxogsiime ogHOBPEMEHHO, HO B Pa3HbIX Me-
CTax, U1 B pasHOe BpeMs, UTO JenaeT Tparmyeckoe
HacTpoeHue elle Bonee Tparnyecknm. B cnekra-
kne «Pbiun, Kntain!» uepes KoHTpacTHOE YepesoBa-
HWe 3NM3040B OblIM NoAyYeHbl «bonee BbICOKME»
addekTbl. A.A. [BO3a€EB B cTaTbe «Tparegns Maccbl»
nucan: «OTCroAa HEPOBHOCTL CNEeKTaKs, B KOTOPOM
yepeayroTCs NPYMeNbKaBLUMNECS CLEHbl TAHLEB MOA,
bOKCTPOT C HEMMOBEPHO XYTKUMU CLLEHAMU Ka3HU
Ha Bucenumue»*. MeTos KOHTpanyHKTa He TOJIbKO
noAyepKMBaeT pasHNLy MeXAy KUTaUCKUM U eB-
PONEencKMUM sarepsiMm Ha CLEeHe, HO 1 NO3BOASET
3TOV pa3HMLE MMETb KOHTPACTHbIE OTHOLLEHUS, YTO-
6bINpoAoAXKaTb YCUANBATL Pa3NNUUA MEXAY ABY-
Ms CTOpPOHamK. Ha cueHe m3sLLHbIA GOKCTPOT KOH-
TpacTMpyeT CO CLeHaMu CMepTH, YCUAMBAET KOHTPACT
M packpblBaeT Tparmyeckyro AONH0 KUTAaNCKOW
6eAHOTbI.

Ha cueHe TpagMLMOHHOrO KMTanckoro TeaTtpa
Tak>Xe MCMoJb3yeTcs MeTOZ KOHTpanyHKkTa. Hanpw-

31. bena Banaw. PblYU, KUTAW! / Bena Banaw // Die Welt-
bihne. — 1930. — N216 // MHemo3u1Ha: [lokyMeHTbl 1 pak-
Tbl U3 UCTOPUM OTeYeCTBEHHOrO TeaTpa XX Beka // Bein. 4.
Pep.-cocr. B. B. ViBaHoB. — M.: IHapwk, 2009. — C.663.

32. Psanocos, A.FO. PYCCKOE PEXXMICCEPCKOE NCKYCCTBO XX BE-
KA: cuctembl, HanpasaeHwus, koHuenuun, ngeu // AFO. Pano-
coB. — CI16.: ActepwoH, 2022. — C.108.

33. e030es, A.A. Tparegms maccol // A.A. TBo3aes // KpacHas ra-
3eTa. — 1926 // Menepxonbg B PyCCKOW TeaTpasbHOW Kpu-
Tke: 1920-1938 // CocT. 1 KOMMeHT. T. B. JlaHnHon. — M.:
Aptuct. Pexwuccep. Teatp, 2000. — C.198.
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Mep, B BbileynoMsaHyTon AHbXonckon onepe ly-
aHb FO coxkanen, 4To OH y>e Bbln Ha 3aKkaTe JeT.
Ycnbiwag WwyM BpaXeckoro fareps, OH NOAHAICS
Ha BbICOKYO NniaTtdopmMy, UTObbl HabaAaTk, U YBK-
aen, kak MNaHr Je npa3gHyet cBoto nobeay. NyaHb
O Habatogan Cc NpaBoON CTOPOHbI CLIEHbI, KakK akK-
Tep, urpatownin Manr [a, Bbllen Ha cLeHy cneBa
N rTPOMKO paccmesncs. BoeicTynneHne Ha cueHe
MOCTPOEHO MO MPUHLMMY NapaniesbHOro MOHTa-
Xa, CpaBHEHMA CLieH 13 ABYX OAHOBPEMEHHO pas-
BUBAROLLMXCA CHOXKETHbIX IMHWIA: HabatogeHve TyaHb
FOs c ogHOWM CTOPOHbLI 1 Npa3gHoBaHue MaHr [a
¢ apyroi. 3atem lNyaHb KOn 3anen:

Buds, umo lNMaHe Ja maadwuli
C/IUWKOM CAMOHadeaH
3mo u3-3a nobedsi 80 84epawiHeli bumee?
Hus3skuli yenosek cxodum ¢ yma, k020a 8blu2pbi-
saem.

[ABe 3moumm — rpyctu boiBliero repos lNyaHb HOs
n ropgoct monogoro MaHr [la — KOHTpacTupyroT
Ha cueHe. Boicokomepue Bpara pa3osnmao lN'yaHb
tOA ewe 6onblue, KOHTPANYHKT Ha CLeHe NOAHSAN
npoTMBOpeYne Mexay AByMs CTOPOHaMM C BbICO-
KO TOUKM Ha Bosee BbICOKYHO.

3AK/IFOYEHUE

CnekTaknb «Pbiuun, Kutan!» TMMa oTpasun gBa
pa3HbIX slareps, KOTopble Bcerga bblam B KOHPPOHTa-
LuW, 1 CO3AaN MPUHLIMI MOHTaXa Ha CLieHe, KOTOpbIN
nposBAseTcs B 0b6pase rpynnoBoin Mackm — BbICTYM-
JIeHVV aKTepoB, cLeHorpadum 1 B Apyrvx acrnekrax.
AkTepbl knTackoro nareps cGopMmMpoBanm rpynno-
BOW 06pa3 C MOMOLLbIO MUMUKM, XECTOB, TENOABM-
>KEHWI N «rONOCOBOTO 3HaKa», UTOObI CO34aTb XMBYHO
3THOrpadmyueckyto cLeHy U KOHLENLMIO TeaTpanbHOwM
cumdoHun. ImnepranncTmyeckmii narepb NponsBo-
AV Ha 3puUTeNel CTePeoTUNHOE BreyaTieHue,
AEMOHCTPUPYA MOHOTOHHBIV 1 6e3nnknin obpas
Macku Konnektuea. lekopaumm yepes KOHTpacT
npocTpaHcTBa (bonblloe — ManeHbkoe, Aane-
Koe — 613K0e, BbICOKOE — HW3KOe) NoKa3blBaroT
NPOTMBOCTOSAHWNE ABYX KJ1aCCOB W pa3pbiB B Cue
MeXay AByMs narepsmu. Pexxnccep ncnonbsosan
MeTOJ, KOHTpacTa Ans co3gaHuns apdekTa cLeHnve-
CKOro MoHTaxa. OH He TOJIbKO NpPeBpaTW NPOTUBO-
peuus Ha CLieHe 13 BbICOKMX B elue 6osiee BbICOKME,
HO M NOMbITaNACA PacnpPOCTPaHUTb 3TO NPOTUBOCTO-
fIHVMe Ha 3pUTeJIbHbI 3a, Bbl3BaB MNOJNTUYECKUI
3HTy3Ma3M 3puTens. B TpagmMLUMOHHOM KUTaickoM

TeaTpe Tak>Ke CyLecTByeT MPUHLMM MOHTaXa 1 KOH-
uenums TeaTpanbHON cMMPOHUN. AKTepCKMe Mo3bl,
>KEeCTbl, Warn, MuMmnKa, geknamauus, neHue, akpo-
6aTvka UrparoT Posb OTAENbHbIX MHCTPYMEHTOB
B OPKECTpe U NPOU3BOAAT NOANDOHUYECKUI S deKT.
Pasmep 1 macwTtab cLeHnYeckoro NpocTpaHCcTBa

MOTYT 6bITb MOKa3aHbl Ha MYCTON CLieHe C MOMO-
LLbO MOBECTBOBaHWSA akTepa, MPMHLMNa YCAOBHO-
CTU U NMOCTaHOBKW CTaTUCTOB. MPUMHLMM KOHTpacTa
co3gaet 3¢ deKT MOHTaXxka U NoAHUMaeT NPOTUBO-
peune Mexzay ABYyMs CTOPOHaMW Ha 6osee BbICO-
KW ypOBEHb.
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