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®OHOJIOI'TYHI OCOBJUBOCTI JIPAMATYPI'TI CEMIOEJIA BEKKETA (HA ITPUKJIAI IT’€C
"3BYKU KPOKIB" I "KIHEIIb I'PU"")

Ilpeomemom cmammi € desxi ¢hononociuni acnexmu opamamypeii Cemioena bexkema na npuknadax n’ec ""38yxu
kpokig" i "Kineyw epu". Cmamms eusnauae okpemi npunyunu opamamypeii abcypoucmcbkozo meampy
bexxema. Y cmammi posensioaemobcsa mexcmyanvHuil ma inmepmexcmyaibHutl Mexauizmu po3oyoosu opamu ma
PO3KPUBAEMbCSL (POHEMUYHA PIZHODAPEHICMb N 'EC 8 OEKKEeMIBCLKOMY Meampi 3 AHAI30M OeKKemi8CbKol
KOHYenyii Ha npedmem il imnaikayii' y 3aeanvrhoesponeicokomy "meampi abcypoy”. Cmamms € c60€piOHUM
NOPIGHAIbHUM AHALI30M AGMOPCLKOI KOHYenyii ma 3a2aibHOE8PONEcbKol OeKKemiscbKol iimepamypo3Haguol
6a3u il OCMUCTEHHAM 0CODIUBOCMeEN PO3GUMK)Y MA MPAHCHOpMaYii abCypOUCMCbKO20 NPOEKMY THOOUHU.
Bexxemiscokuii Opamamypeiunuil excnepumenm nepe2niaodae micye a00uHuU y éceceimi 3 nozuyitl "ginocoghii
acumms' ma "pinocoii exsucmenyianizmy".

Knrouosi cnoea: Bexxem, opamamypeis abcypdy, napaookc, ginocoghii exsucmenyianizmy, poHono2is.

IocTtaHoBKa npodaemMu. BaxmmBUM NHTaHHSIM TEOPETUYHOTO OCMUCICHHS npaMaTyprii Cemroena bekkera
€ BJIACHUIA MIX1 10 CLEHIYHOro BTUIeHHs 11’ec. J[paMaTypr OyB IOCHUTH BiJOMUM TeaTPaIbHUM IyPUTAHUHOM B
CEHCl BIAMOBIAHOCTI CIIEHIYHOTO BTUIEHHS IT€CH. BHBaXeHICTP HalMEHIIMX [eTajed Ta JOTPUMAHHS
ABTOPCHKOT'O CJIOBA CTAHOBIIATH HEAOMIKY CKIaIHICTh Ui iHTEpPIpeTaTopa 9u TO pekucepa, 00 3a IeTaHTHIHOIO
MaHEpOI0 MUCbMa Ta 1HCIEHI3AI€I0 BIIKPUBAETHCS YHIKaJlbHA aBTOPChKA JIOKTPHHA, SIKa HE Ma€ aHaJoriB y
muHyJIOMy. IlomroBxoM /0 BHUTBOpeHHs caMoOyTHBOI JiTeparypHo-dinocopebkoi konuenuii bexkera
MOCIYTyBaJIM TOJNOBHI Te3n "dinocodil xurts”" ta "dinocodii exk3ucreHmiani3My", KOHILENTH SKHUX LIIMPOKO
MIpeCTaBieHI B HOro m’ecax. BeKKeTIBCBKUH ApaMaTypriyHMH EKCIIEpUMEHT Ieperisiaae MICIe JIIOAUHU Y
BCECBITI, IEPEOIIIHIOE OCHOBY KapTe3iaHCBKUX YIEpEPKEHb MPO Te, M0 Cy0’€KT BiJIOKpEeMJICHHH Biji CBITY Ta
iHmmMx (cy0’exrtiB). Cepex KOTOpTHM 3aKOpAOHHUX JIITEPAaTypO3HaBILiB, SKI NPUAUIAIOTH 3HAYHY YBary
(byHIaMeHTaNbHOMY HNOCHIKEHHIO abcypny bekkera, THM caMUM CTBOPIOIOYM INMPOKHH IUTAIiapM IUis
penernmii OexkeTiBChKOi KoHIenmii, cmim 3ramaté M. Ecmina, P. ®enepmana, k. I'metuepa, k. Ilerepa,
T. Cronmapna, A. Po6-I'piit’e Ta in.

Merta cTaTTi — BU3HAUNTH NPUHIMIIN JpamMaTyprii abcypauctcekoro Tearpy bekkera. s mocarHeHHS wi€l
METH HEOOX1JHO BUKOHATH TaKi 3aBAaHHA:

® 3’sCcyBaTH MEXaHi3M po30yI0BH abCypAUCTCHKOT I’ €CH.

® PO3KpHUTH Pi3HOOAPBHICTD APaMu B OEKKETIBCHKOMY TeaTpi.

SIkmio po3aiuTH CKIIaNoBi aHTIiCEKOi Ha3Bu ' ecu "3Byku kpokiB" ("Footfalls") Ha camocTiitai oauHuUI,
TO, 3a aHajoriero 3 mpukiamom "All that Fall" ("Bei, mo mamaroTts"), oTprMaeMo IIe OAHY 3BYKOBY JITaHIIO
"maninHio". Ha BigMiHY BiJ pagioNOCTAaHOBKH OCTaHHBOI, CIEHIYHWH OpieHTHp "3BYKIB KpOKiB" Bigkumae
a0CTPaKIif0 Ha KOPHCTh PEaJbHOTO BPAXKAIOUOTO 00pa3y TOJOBHOI TepoiHi: KPOKylda B caM03a0yTTi 3IiBa
HampaBo BIepel-Ha3zaja JKiHoua ¢irypa, HEMOB OM OJHA 31 COHMY [AHTIBCHKHX MNPOKAXKEHUX, MOCTAE HA
HETPUBATY MHUTb, 00 3HUKHYTH, HE 3aMMIIMBIIN CIimy. Ii Micis — 3MyIIyBaTH Tsgaya 9yTH KpOKH, "SKuMH O
cnabkumu Ti He Oymu"' (mym i maoani nep. miti — O.K) [1]. BeKkeT NMIIA€ThCS MOCHTIZOBHMM BIACHMM
NpUHLOMIAM 1, MONpPH BiAMOBY BiJ aOCTPakTHOI KOMIIO3MIII, MPUMYIIyE MOKJIaJaTUCS Ha Big4yTTs, 00,
HE3BXXAIOUM HA HATYPaIbHICTh M€CH (B IIEHTPI — IIJIKOM pealbHa JIIOJUHA), OCBITJICHHS CICHH 3BOJHTH
HaHiBellb CIPO0Y OCATHEHHS IIIJIOTO0, JIMIIAI0YM IJIsAa4eBi 3BYKOBI parMeHTH: "CBITIIO ThMsIHE, HalsICKpaBille
OCBiT/IGHA TNjUIOra, MEHIIE — Tilo, HaiiMenme — romopa"’[1]. JIpamMaTypr 30cepeikKye Hally yBary came Ha
ay[iiHii TOMIHAaHTI, — PUTMILI CEMH KPOKIB y3JIOBXK OCBITJIEHOTO BY3bKOrO HpocTopy ('METp 3aBIIHMPILIKH,
Tpoxu 06a6iu HeHTpy, mpaBopyd Bix risaauiB" [1]), sKHil 3BY)KyeTbCA Ta 3MEHIIYEThCS ICIA KOXKHOTO
3aTeMHEHHA. AHi HIT, aHi B3yTTs, IPOTE, PO3PIZHUTH HEMOXKIUBO, 00 Ti CXOBaHI B/l MOTIISAY SKOIOCH 3HOIICHOO
CipoI0 HaKHUIIKOIO Y TIOBHUH 3piCT, MO BOJIOYUTHCA M03aay mpu Xoap0i. Sk i B pamion’eci "Bei, mo magaroTs",
came 3BYK (KpOKiB), — a He (pakTHUHA JIEMOHCTpAIlisl JIFOAChKOI aHATOMii, — Mo3Ha4yae Oe3KiHeUuHHH Yac Ta

'hear the feet, however faint they fall'
'dim, strongest at floor level, less on body, least on head'

'width one metre, a little off centre audience right'
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Dinonoziyni nayku. Bunyck 2 (86).

HEOCSHKHHN TpocTip. KpokyBaHHA, JiefBe BimT4yTHE, HATOMICTh, (IKCy€ JEHTMOTHB TPOTECKHOI PAaICOMil:
"caMoro jmiIe pyxy He g0ctatHp0"*[1].

AXOMIIaHEMEHTOM 10 KPOKIB I'epoiHi CIyryIOTh JIIOACHKI TOJOCH, L0 BUPUHAIOTH 3 MiTHMH, IPOMOBIIIOUYH
3BiIKHCh 3BEpXy, Ta CIa0KWi, Maibke HEBIOBHMHH 3BYK IEPKOBHOTO JI3BOHY: OJHOCKJIAIOBHH, TPHUUi
MMOBTOPIOBAHMH, 3aracaroyd, J3BiH KOMIIO3UIIIHO MUIMTH M0 Ha TPU YACTUHH, 3aTHXAHHsS SKOTO (DOKycCye
3IMKHEHHs 4YacCy, TpPOCTOpY Ta CBiTIa B OJHil My3uuHiii kanenuii’[1]. Impopmanis, mo nepenaeThes, —
(parmMeHTapHa, yciueHa; 3HaHHS, IO OTPHUMYIOTHCS, — HE KaTeropiajibHi, YMOBHI: OKpPIM KPOKIiB Ta I3BOHY
T34 4ye BIACHUM rosioc repoidi Meii Ta 1me oanH HU3bKU JKiHOYMil roj1oc, MpoTe iX BIACHHKIB HE BHIHO, 1X
NpUpOJia CXOBaHa B CYLUIBHIN TeMpsBI, Jie KOXKHUI QakT nepeOyBae B cTaHi 0araToBEeKTOPHOT MOTEHIIT 10 MUTI
Tepexoay B xorconanc’[ 1], Kou romocu JIACOHYIOTD.

JIBoronoccs mpencraBieHe y Gopmi miamory Mixk Meit Ta romocoM (II€BHO, MaTepi TepoiHi) i3 abcTpakTHOT
6e3oHi. [lepma yacTuHa 1M’ €cH CBOIM aKIIEHTOM POOUTH HECTPUMHE MPOXaHHs Meil MoCiIKyBaTHCS 3 MaTip 1o,
ronoc kol AK MpOpoK mpoMoBise: "Skum Gu rimbokuM He OyB COH, s mouyio Tebe" [1]. MoxmmBo, cama
TepoiHs, SIK MEIiyM, TPAHCIIOE Aiajor, SIKHH OXOIUIIOE Yac MHHYJIUH (MAaTepHHCHKUI TOJOC BHPUHAE, HEMOB
BiATOMiH 3a0yTOr0) Ta yac TEMepilHii (KaHaJjl ApaMaTH3allil 1ialnory BiAKpUTHIA B BUMipi "TyT i Temep"). 3muTTs
YaciB JIMINE MIiATBEPIKYE TapaJOKCaIbHy OCKKETIBCHKY ICTHHY, IO 4Yac aHi iime, aHi CTOITh — BIH
NPOJIOBXKYETHCS, SIK-OT PUTMIYHA XO/a repoiHi. [II030pHICTh Yacy MiACHIIIOETHCS, BIacHE, MapHOI CIIPOOOI0
30arHyTH, 4YM JiaJor € YaCTHHOIO SIKOICh JIaBHBOI ICTOpIi, UM TOW JIMIIE BBHXKAETHCS, @ TOMY peajJbHIIINI 3a
niiicHicte. ['ooc Bene HaC y XMOHOMY HANpPSIMKY, SIK PalTOM YYEThCS A3BiH, CTA€E TEMHO, JIMIIAETHCS 3BYyYaTH
He30arHeHHa (¢pasa, Mo Oyae MOBTOPIOBATHCH HANPUKIHI KOXKHOI YMOBHOI YacTWHH — "NIPOKPYYYIOYHM BCE
ue"*[1]. [dpyruit emizom — MoHosoriunmii. [00C, SKMl MAaTEpPMHCHKH IPOMOBISAB Y XHMEPHOMY Jianosi,
JUIIAETECA KOMEHTYBaTH pyxu Mel, 30arauyioun aCKeTHYHHH TOH HapaTUBHUMH JeTaismu. "Miit ronoc B ii
yaei"’[1], — neknamye TOH, JOJAIOYM TPOTECKHHX Oiorpadiunux (aKTiB 3 KHTTA TepoiHi, sKi, mpore,
HEMOYKIIMBO TIEPEBIPUTH: BOHA "He BHXOMNA Ha ABip 3 qutnHcTBa" °[1], Bona "3apa3 y crapomy 6ymuaky"' [1].
HemoB Ou mepenbauvaroud CIyIIHI 3amdTaHHs TUISAadiB, BOKAJbHE COJIO CTBOPIOE MOMIOHICTH JO Iialiory,
3amuTyI09d cebe Ta BiAMOBINAI0YM B paMKaxX OOMEXEHOTO T0JIOCOBOTO perictpy: "Uu cnuTh BOHaA X049 iHOAI?
Tak, piIKUMH HOYaMH, 30BCIM TPOIIKHM, CXWJIMBIIHN OiHY TONIBOHBKY /0 CTiHH, Kpaje Tpoxu cHy. Uu BoHa mie
rosoputh? Tak, PiAKHMH HOYAMHM, KOIH YSBHTB, 1[0 HixTo He Moxe uyti"'’[1]. Tomoc crnogimae, mo Meit
HAMATAETHCS "TOBOPHTH HE TPO T Bce, IO €, a mo Oyxo — Bee te"'°[1]. Toii camuii rooc, BiAmoBizawun
CBOEPIHINA OEKKeTIBChKiM "TyMOpPHCTHYHIN" KOHIEMNIiI Ta Horo camMoipoHi4Hil J1000BI 10 KanamOypiB, Mae
JVBHE IOYYTTS T'yMOpY, 3alpOLIyIOYM TIJIsjiauya 3BEPHYTH yBary, "SK BIIPaBHO Ta KpY>JIS€", KOJU TepoiHs
KPOKY€E TYyJHM-CIO/IM, IOBEPTAIOYNCh HABKOJIO. TpeTs yacTHHA I’€CH aKLEHTye yBary 3HOB Ha Meil Ta i
cyMOypHiii po3noBini mpo Ewmi (anarpama Meit) Ta i MaTip, ctapy Mic YiHnTep, OmoBizi, 0 He BHOCHUTH SIKOIiCh
MIPO30POCTi, a JHIIE TYOIIINUCh Y KPOKaxX Iif] CIpUM JIaXMITTSAM, Besie 10 (piHamy, KOIU A3BiH CTA€ IIe TUXIIINM,
CBITJIO — TEMSHIIINM, 2 KPOKH — HEIYTHAMH. 3a I'ITHAIIAT CEKYH/I IO 3aBiCH 3BYK 3HHKA€E Pa3oM i3 repoiHero,
sxoi mpocto "tyT Hemae" *[1]. €uHe, 1m0 MPHUCYTHE — BiACYTHICTD BCHOTO.

IT’eca numae risgada i3 O€3TiY4i0 MHWTaHb, SIKI HE MAarOTh, MIPUHANAMHI, OJHO3HAYHOI BIAIOBIIi: B SKHX
POOMHHUX 3B’S3KaX IMepe0yBaloTh ToJOC Ta TOJOBHA TepoiHs; SKWH iX BiK; fKi 3 IJIOCOJdaliii TepoiHi €
aBTOOIOrpadiuHMMHK; YOMYy Yac Ta IMPOCTIP 3MEHIIYIOTHCS, 3HUKAIOTh; YW BUIIAJKOBUMH € pedepeHuii o
KaJIeH/IapHOTO POKY (BecHH — im’st Tepoini Mel ("TpaBeHs"), oceHi — "SIKOCh MI3HO BOCEHH", 3UMH — iM’sl MicC
VYinrep ("3uma")); uu rune Meii B KiHII [i1; 1 10 MOXKYTh O3HAYaTH CEHTUMEHTHU Mic YIHTEp I10 BiTHOIIEHHIO 10
Ewmi ("o a1 Mmoxem o3HaunTH, EMi, M’SIKO KaXy4H, IO TH HMOBIpHO MOXKEII 03Haan1/I?"15[1])? i muTaHHS,
K 1 Biakputuit dinan Oynap-skoi m’ecu bekkera,— He3aBeplueHi, HemepeKoHsnBi, MapHi. KokHe 3 HHX
i30JIbOBaHE OJIHE BiJI OJHOIO HE30arHEHHWM 4YacoM XOJIW: "OJHMH JIBa TPH YOTHUPH II’SITh INICTH CiM ITOBOPOT

4
5
6

'the motion alone is not enough'
Kananc (¢pp. cadence — takt, po3mip, puT™, TeMI) — My3H4YHa, TOHAJIbHA 3aBEPIICHICTb.

KoHconanc (1at. consonans — IpUTroNIOCHUIH 3BYK) — HETOYHA, HEIOBHA pHMa, OCHOBAaHA Ha 30irOBi JIMIIIE IPUTOIOCHUX 3BYKIB,
[PH [IbOMY HAroJIOILICH] FOJIOCH] UCOHYIOTb.
7

'"There is no sleep so deep I would not hear you there'
'revolving it all'

'my voice is in her mind'

'not been out since girlhood'

'the old home'

'Does she still sleep, it may be asked? Yes, some nights she does, in snatches, bows her poor head against the wall and snatches a
little sleep ... Still speak? Yes, some nights she does, when she fancies none can hear.'
13

'She is trying to tell not how it is, but 'how it was': 'it all . . . It all.’
14

15

'not there'
'What do you mean, Amy, to put it mildly, what can you possibly mean, Amy, to put it mildly?'
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HABKOJIO OJMH JIBa TPH YOTHPH II'SATh IIICTH CIM ITOBOPOT HaBKOHO"m[l]. JIumaeTses Te, M0 3HUKIIO, aje He
3a0ynmocs. DparMeHTapHICTh IOBOAWTH TJSAAa4eBi, IO HE iCHYe SKOich aOCONIOTHOI ICTHHH, a € JHIIe
(parmMeHTH abCONIOTHOTO MO0, MaTepiai3oBaHOTO Ta 3aKapOOBAaHOTO B KOJEKTHBHIM CBIJOMOCTI depe3
MOCTiifHI TOBEPHEHHS /10 OJHHUX PAaKypCiB Ta 3BYKiB, IyTTEBHX 00pa3iB Ta mpuMapHuX rojocis. I1’eca 300paxye
CBIT, IO BIIAB i PO3CHUIMABCS Ha OKPEMi YaCTHHKH, 1 caMe Ha HUX CIPSIMOBYETHCS yBara Jipamarypra, 0o, momnpu
Mi3epHi po3Mipu Ta BiacHy aMOp(HICTb, BOHM BBIOpaiM INUIBHICTh Ta CKIAIHICTH JIIOJCHKOTO JOCBiAY, IO
3BYYHTb HACTLJIBKH XK YyTHO, K CI[CHIYHI THIIIA Ta TEMPsBA, "MPOKPYIYIOUH Bee 11e'.

Jlonnonceka nocranoska "Kinns rpu" 1981 poky amepukancbkoro Tpymnoto San Quentin Theatre Workshop,
1po sKy 3ragye my6minuct Joypenc IlaiinGepr y Memyapax 3yctpiueii 3 gpamatyprom "Ex3opimsm Bekkera"'”,
Oysia Hampodysa BaKJIMBOIO B IUIaHI TEXHIYHOro 3a0e3medyeHHs cHeHiYHoi Aii My3w4HuM" cynpoBojmoM. Ta
MIPHUCKIIUINBICTD, JOrMaTHYHICTh bekkeTa, 3 KOO BiH BiIIIyKyBaB MOTPIOHUIT 3BYKOBUH €KBIBAICHT JJIS KOKHOL
PEIUIiKY, JOBOAUTH HE NEPECITHICTD Ta HE BUMAAKOBICTD MOSBU KOXHOTO €IeMEHTY. [IpuramanHa nqpamaryprosi
MOBHa MepQEKTHICTh Ta KOMIIO3MIII{HA JTOCKOHANICTh Malld O JOMOBHIOBATUCS iJealbHUM (peaiCTHYHUM)
3BYKOM, sIKMi OM He JIHIEe CYNpPOBO/KYBaB, ajie i rapMOHI3yBaB Mil0, HaJalw4M i Baru, 00’eMy, 4acoBOTrO
opieHTHPY pO3iMKHEHOi AiificHocTi. IlomykoBi BigmoOBigHOT 3BYKOBOi CKJIaJOBOI PyXy NPHALISAIACS BEIIUKa
yBara, 1l Opak crpuiiMaBcsi 3 CyMOM, a BiJJHaXOJKEHHs — Malke eK3aJbToBaHo. Sk 3a3Havae Oiorpad, mia vac
nepeBipku bekkeToM 3ByuyaHHS! TUX 4M IHIIMX peueil, siki Mo 6 OyTH BUKOPHCTaHI B IT’€Ci, TOW HalOiible
HaraJyBaB BJIACHUX IIE€PCOHAXIB, HEBIOBOJECHUX PO3MipaMH, KOJIbOpaMH, (DYHKLIOHYBaHHSM OTOUYYIOUMX iX
MPEIMETIB.

[Mepmoro mpobneMoro, 3 KO CTUKHYBCS CaH-KBEHTIHOBCHKMH TeaTp IiJ| 4ac IMOCTaHOBKM II'€cH, Oyia
nepebipnuBicTh Jpamarypra (skuii OyB NPUCYTHIM Ha KOXHIH pemnerunii) cTocoBHO iHBeHTapro. Hemom
LUTYIOYH BIACHOTO Teposi XaMMma, STKoMy OyIir OTpiOHI BENM4e3Hi BeJIOCUIICIHI KoJieca I CBOTO 1HBAJITHOTO
Bi3ka'°[3], BekkeT mocTifiHO Hapikap, MO iM HEOOXiZHO 3HAMTH KONACKY BHKIIOYHO TAKOTO K THITY. IHIIOM
repernonoo Oyna mepkyciiiHa Tema 1'ecH. Ilig mepkyciero manacs Ha yBasi JBOYAacHA IapHa TapMOHisA "mBa
CTYKH — JJBa CKPHITH'", 1[0 TIOBTOPIOBAJIACS MPOTITroM Jii: koiu Harr ctykae mo cmitHHKOBOMY Oaky Hem, mo6
po30yauTH Ty, KoM XaMM, MOCTYKYIOUYH, MPOMAIlY€E CTiHY Ha Millb Ta, HapewTi, konu KioB 3aiiiMaeThes Ha JBI
CXOIUHKH JpabuHoIo 31 creuudiuaum ckpunom B3yTTs. s Bekkera 1i 3ByKH IiepeiaBaliy, mepll 3a Bce,
MY3WYHUI MOTUB — (DyHJaMEHTAIbHY NPOTSHKHICTH Aii. [IpUHIMIOBO Ba)KIIMBHM, B TaKOMY BHIIQJIKy, Oyna ixX
BJIACTHBICTh BiII3EPKaIIOBATH OJJMH OHOTO, peBepOepyIOYH.

[{ikaBiM y 3ByKOBOMY HaBaHTa)KEHHI € 3HAYEHHS BJIIACHHUX IMEH YOTHUPHOX TepoiB 11’€ch. ABTOpP CaAMOCTIHHO
PO3’SICHIOE iX CHMBOJIIYHY My3uuHy npupoxy: Harr ta KioB moxoamsars Bim noggle ta clou, Himenpkuii Ta
(dpaHIy3bKHid eKBiBaIeHTH ciioBa "IBsX" BianosinHo, Hemr — Bix aHrmilicekoro nBsxy (nail), a Xamm — yciueHa
¢dopma aHrmificekoro hammer, "Momotox". Bike 3a3HaueHUi TOMiHYIOUHH MEPKyCIHHUN MOTHB, TAKUM YHHOM,
JIOTIYHO OOYMOBIJICHHUH IIIe B TIEpEeIMOBi, KOJHM 3BYK BIIacHe mepenye mii. Mysuka s bekkera Bimirpae poin
mpoBigHOTO pedepeHty. He BumaakoBo Toil 3a3Havae, mio "BOHA HaWBHUINA (opMa MECTENTBa, 00 HIKOIU HE
npupedena Oyt 3posyminor"'’. Moro Bka3iBKkM aKTOpaM 4acTO MiAKPIIUTIOBANMCS MY3HYHHMH TEPMiHAMH:
"binbiie emdasy, e Hapocrarounii Temi. 1o O6iib1Io0 Oye MBUAKICTD B IIbOMY MOMEHTI, TUM OUIbIINI eeKT
MM MaTHMEMO TIij ac naysu">’. AGO Takuii MpuKiIa, KO BiH KOMEHTYE OKpeMy Misancieny: "He mporpasait
0 PemTiKy 3aHaiTO peamiCTHYHO — mam’sitail: Tam mie 3ByuuTh Mysuka'’'. Sk i B Oyap-sikiii immmmiit
OekkeriBebkiii 1m’eci, BuMoBa B "KiHmi rpu" MiHOpHO-IeKknamMaruBHa. MOBHa KOMIIPECIS JOCSTaeThCs
rpynyBaHHAM ()pa3 B MEBHI CHMHTarMaTH4HI INEPiOJH, SKi IPOMOBISIOTHCS MO TPH JO PSIy, SKIIO PEIUIiKH
KOpPOTKi, ab0 MO OJHOMY — JUIs PO3BEPHYTHX CKJIaJHHX DPEYeHb,— i3 0OOB’S3KOBOIO May30l0 B KiHII 000X
niepiofiB. Lls BIacTUBICTH BIOPSAKOBYBAaTH Ta NMPE3EHTYBATH TEKCT Y PIBHMX HPOIOPLISX HAPLKHUM POOHTH
came MOHATTS TakTy. CyOopIuHAaIlist MK CETMEHTaMHU BCTAHOBIIIOETHCSI 3araJIbHUM PUTMOM BCi€l 1T ecH. 3a Takoi
TEXHIYHO JOCKOHAJIOI AeKIamManii KO>KHUH JKeCT CHPUIMAETHCS K 3BYK, — IapaJoKcabHa (hopMa OEKKETiBCHKOI
CICHIYHOI TyHKTYaIIii.

JpamMaTypr mparHyB CTWIIi3yBaTH [iaJOT BUMOBOIO HAPOYHTO CYXOIO, iealbHO TOYHOIO (i3 aOCOIIOTHHM
30epeKeHHSM apPTUKIIIB, CIOJYYHHUKIB, JI€CIIBHUX 3aKiHYEHb), 100 MiJKPECIUTH TeaTpalbHICTh ii, camol
pearbHOCTI,— HECIIOTBOPEHOI, 10 TMEBHOI MIipH, ajieé BCE XX TaKW BiJHOCHOI, BIATBOPEHOi aKTOpaMH Ha CIICHI,
mporpaBaHHS K01 1 € iX cyasba. Tekct, HATOMICTh, A0O3BOJISIE BUKOPHCTOBYBATH TeaTpajbHI KOHBEHIIi, IO
3aliBUil pa3 HaraJayloTh IJIsAadeBi, 10 Bce BiAOyBaeTbcsi came Ha cueHi: "JlypeHp, 1i cioBa Maiu 0O

‘one two three four five six seven wheel one two three four five six seven wheel'
Lawrence Shainberg 'Exorcising Beckett'

"We need a proper wheelchair!" Hamm cries. "With big wheels. Bicycle wheels!"
"The highest art form. It's never condemned to explicitness."

"More emphasis there ... it's a crescendo". "The more speed we get here, the more value we'll find in the pause.'
"Don't play that line realistically. There's music there, you know."
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Dinonoziyni nayku. Bunyck 2 (86).

IPOMOBIIATHCS B CTOPoHyY. Hikomu He uyB mpo meit npuitom?"**[3], — 3BepraeThes 10 Kiosa XamM, HABMHCHO
BXKHMBAIOYN TeaTpadbHUN TepMmiH aside (perurika, sKa BHUMOBISETHCA aKTOPOM B CTOPOHY); ab0 MpHKIaL
ocTaHHBOro MoHosory KioBa Ha kpato cienu: "Lie Te, 0 BOHH HA3HBAIOTh. ..IMiTH TeTh" > [3], KOJTH TOil BKHBaE
CyTO TeaTpalIbHy peMapKy exit (BUXiJ akTopa 3i crieHn). B cBoio uepry, TearpaibHuil OIUCK, MiHIMI30BaHHH, — B
JKOJTHOMY pa3i BIH HE Ma€ COpUAMATHCS INTY4YHO, HaB S3JMBO. Bes IS TeKCTyalbHa 0araroruiaHOBICTb,
0araTouIapoBiCTh JKeCTiB, 0araTo3Ha4HICTh TpaHC(hOpMallii peabHOCTI B TeaTpaJibHy KOHBEHIIIO sSIKHAHIIMpIIE
PO3KpHBaIOTh MeTol bekkera sik [pamarypra.

Sk BiAMIvany acCHCTEHTH Ta i caMmi akTopH, oBeAiHka bekkera, fioro pyxu Ha peneTHuisx, MaHepa panToBO
3nifiMaTH pyKH Bropy Ta IOBUIBHO, HEMOB IIiJl BOJOIO, OIYCKAaTH JOHW3Y, 3yNUHITH, MajllOBaTH PHUTMIiuHI
YACTMHH HArajyBajl Jil TUPUIEHTY, AKHil Kepye OpKecTpoM. oro ryGu BOPYIIMINCS, apTHKYIIO0UH KOKHHUIA
pAnok cueHapito. BracHe cama OeKKeTiBChKa PEKUCYPa, K 1 TEKCT, TSHKIIOUN T0 peAyKIii, CIpsSMOBYBaacs Ha
3HaXOKEHHS BCEOXOIUTIOFOYOTO 3BYKY, SKHil OM OyB TpaHCLEHICHTHUM BiJHOCHO 3HAYCHHS, IEPEBHILYBaB
OyKBaJbHE Ta KOHIENTyaJbHE, 00 BTUIMTH Ha CIICHI KOHKPETHY MHUTTEBY PEANbHICTh MO TOHW OiK Bigomoro,
3HAYCHHS, M0 YCBITOMITIOBAIOCS OM IIsjaueM, He TOKIaJal0urCch Ha IHTEJICKT, MEIUTAIIIIO.

BucnoBku. B crarti 3’sicoBanuii ()OHOJOTIYHMI MeXaHI3M po30yJ0BU abCypHCTCHKOT I’€CH Ta PO3KPUTA
(oHeTHYHA Pi3HOOAPBHICTH JpamMH B OEKKETIBCHKOMY TeaTpi; TEKCTyalbHUH Ta IHTEPTEKCTYaJIbHUH NpuiloMH
Ppo30yI0BH Takoi KOHLENIIT Ha peAMeT 11 iMIuTiKauii y 3arajJbHOEBponeicbkoMy "TeaTpi abcypay": cBoepiiHUM
NOPIBHSUIBHUM aHaJli30M aBTOPCHKOT KOHIEMII] Ta 3arajbHOEBPOINEChKOI OEKKETIBCHKOI JiTepaTypo3HaBUOT
0a3n ¥ OCMHUCIICHHSAM OCOONMBOCTEH pPO3BUTKY, TpaHchopmalii abCypAHUCTCBKOTO IIPOEKTY JIIOAMHH;
JpaMaTypriyHui eKCIIEpUMEHT, SKUH Neperisiaae Micle JIIOJUHU y BCECBITI 3 mo3uuiil "¢imocodii xurra” ta
"¢inocodii exzucreHmianizmy".
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Konaoa O. B. ®ononozuueckue ocobennocmu opamamypzuu Cemwena bexkema (na npumepe nvec ''36yku
wazo8'' u ""Koney uzpo"’).

B cmamoe uccredyromes nexomopwie acnexmut opamamypeuu Cemroena bexxema 6 nvecax "3gyku wazos' u
"Kouey uepwt". Cmamws onpedensiem npunyun opamamypeuu abcypoucmekozo meampa bexkema, packpuvigas
MEXaHU3M NOCMPOeHUs: OPaMbl ¢ AHATUZOM ABMOPCKOU KOHYENYul Ha npeomen eé UMNIUKAYUU 8 e8PONelicKull
"meamp abcypoa' kak npoexm uenogexa 6o eceneHHol. B cmamve paccmampugaromes 60npocel
MEKCMYATbHOCIU U UHMEPMEKCMYATbHOCIU 8 KOHMEKCMe KOMNO3UYUU, U PACKPbIBAEmCs (POHEMUUecKasl
pasHonianosocms U gurcayusa abcypoucmexux nvec bexkema. Cmamus npedcmasisiem coooti cCpasHumMenbHbll
aHAU3 aBMOPCKOU KOHYenyuu 8 KOppeiayuu ¢ eponeicKol mpaouyuel, nepeocmuicieHuem 0cobenHocmell
passumus u mpaucopmayuu abcypoucmeroeo npoekma uenosexa. bexxemosckuii opamamypauieckuil
9KCNEpUMeHm nepecmampusaem J10Kayulo 4eo8exka 60 6CeNeHHOl 8 coomeemcmeuu ¢ mapkepamu ""gunocogpuu
arcusnu" u "'hunocoduu sxzucmenyuanuzma’

Knroueswie cnosa: bexxem, Opamamypeus abcypoa, napadoxc, uiocopus IK3UCMEHYUArU3mMda, QQOHOI02Us.

22
23

"That's an aside, fool. Have you never heard an aside before?"
"This is what they call ... making an exit"
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Bicnux 2Kumomupcovroeo deporcasnozo ynisepcumemy imeni leana @panka

Koliada O. V. Peculiarities of Samuel Beckett’s Playwriting in ""Footfalls'' and ""Endgame'’ Plays.

The article offers a short review of a few examples of peculiarities in Samuel Beckett’s "Footfalls" and
"Endgame' plays. The article defines some dramatic principles of the theatre of the absurd and reveals a
mechanism of the plays’ structures through their phonetic many-faceted nature as a project about human

positioning in the Universe. Particularly there is an attempt to study certain beckettian peculiarities contextually
and intertextually to test their implication in European theatre of the 2" half of the 20™ century. Beckettian
drama experiment revisits and reconsiders a place of man from the point of view of existential concepts and life-
affirming philosophy. Lawrence Shainberg's 'Exorcising Beckett' turns out to be a valid record about intertextual
preferences and dogmatic restraints, in particular San Quentin Theatre Workshop of 1981. The performance in
question defined importance of technical musical assistance of the stage action. An abstract thearte is in
constant need of perfect linguistic and compositional structure, hence beckettian drama is always fixed on
sounds which do not accompany but harmonize plot submitting it perspectives and dimensions on the broken
reality. Simultaneously Beckett aspires for stylization of dialogue patterns via deliberately precise and concise
speech (with even articles observed and preserved) in order to underline a theatrical nature of the action. A
paradox of the performed action on stage via theatrical conventions is truly beckettian because according to the
authorial conception the actors had to perform play as a part of their own fates, as the only possible reality
whereas textual versatility and layering is plurality of realty. Linguistic compression is built by means of
grouping phrases into syntactic clusters separated by pauses. This feature of ordering text into even proportions
creates dramatic metre in "Footfalls" and "Endgame", whereas subordination between segments is
accomplished by the very rhythm of plays. Such technically flawless declamation turns every movement into
sound, a special paradoxical feature of beckettian scenic punctuation. Beckett as a stage director tends to
reduction via concentrating on an overwhelming sound which nature is transcendental to catch elusive yet ever-
present reality.

Key words: Beckett, theatre of absurd, intertextuality, paradox, staging.
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