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Po3riisinyTo 10CBi BUKOPUCTAHHA MOTHBIB apxiTekTypu “canoBux kimHat” XVIII-XIX cT.
i1 Yac cTBOpeHHs cueHorpadii 1o BucTasu “/py:xuHa i3 cesia” B YHiBepeuteti Can Jliero, 2010.
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JleKopauisi, CiieHiYHuii JKUBOMUC, clieHorpadiune pimieHHs, TeaTp.

IMocranoBka npo6JaemMu

CtBOpeHHs ciieHorpadiuHoro obpasy BuctaBu “JIpyxuna i3 cena” 3a komeziero Binbsaima Baituepiri
(The Country Wife by William Wycherley, 1675) y mocTaHOBIII aKTOPChKOi acHipaHTChKOI MPOrpamu
VYuiBepcurery Can Jliero i teatpy Old Globe, 2010) crano mikaBuM TBOpuuM BUKIMKOM. Oprasizaiiis
CIICHIYHOrO MPOCTOPY Oyjia BH3HAuUCHA arpiopi caMOK0 apXiTEKTypOKW TeaTpy Tuiy thrust stage — 3i
CIICHOIO, sIKy TyOiika OTO4Yye 3 TphOX CTOpiH. lle moTpedyBano MakCMMAaJIbHOTO 30€pEKEHHS BUILHOIO
POCTOPY, B SIKOMY He OyJI0 Miclis Ul BETUKUX JIEKOPAIIfHUX 00’ €KTIB, 1110 3aKPUBAJK O OTJISIL CLIEHH 3
MEBHUX Micllb. TiIbKM HEBHUCOKI OAaHKETKM W IMOOJUHOKE Kpicio, 1 Hidoro Oumbiioro! Pexucep Peit
YemOepc Hanosnsiras, o0 Ha clieHi 0yio AeKiibka “pobouynx’ nBepeH, 1 monepeans, M0 AKTOPU TPUMATH-
MyTh HUMH Iocuian — “Lle x komenis!” — aje criHa He nmoBuHHA TpycuTHcs! Lle icroTHO 0OMexyBaso
MOXKJIMBICTB 3MiH jekopartiid. Jlo Toro x y komenii B. Baituepsi micup aii Oyno 3adarato Jyist TOro, 1oo
I0pa3y KapAMHaJIbHO 3MIHIOBATH JICKOpAIllii Ha TIOPIBHIHO HEBEIMYKIN CIICHI.

Sl BiguyBaB IHCTMHKTHMBHO, IO BaXKKi, CKJIQJHI JieKopallii He BIAMOBIAANU HI IyXy, Hi moTpedam
KOMEJIil, CIOKET SIKOi CTPIMKO pO3BHBaBCSA. XOTLIOCS CTBOPUTH IPOCTE, JIAKOHIYHE CcIrieHorpadidne
PILICHHS IS Ii€] BUCTABH.

Buknaa ocHOBHOro Matepiajy J0c/iaKeHH s

B ocHoOBI crokety I’ech — KOMiuHa KOMi3is, o0y 10BaHa Ha CIpo0i CIIOHYKATH MOJIOAY IPYKUHY 3paIUTH
CBOTO JIITHHOT'O YOJIOBIKA TUTLKU 3apajid TOro, 11100 OyTH ‘MO IHON0”. ["0JIOBHUI KOH(IIIKT — MK ITPOCTO/LYIIIHORO,
HaBITh HATBHOIO MOJIOJIOFO JKIHKOIO i3 Cejla Ta 3IMCOBAHUMHU ‘‘CTOJMYHMM’ CIIOCOOOM KHTTS apUCTOKpATAMU.
MeHi 31a510cs, 10 Bi3yalibHE BiIOOPaXKEHHsI CIIOKOHBIYHOIO IMPOTHPIUYs “HATYpu’ 1 “KyJIbTypH’, TIPHUPOIH 1
[UBLITI3AIIIT MOKE JOMOMOITH 1 PO3KPUTTIO KOH(MITIKTY KOMETii, i 3a0e31meueH o moTped Mi3aHCIIeHYBaHHSI.

S1 BUpIIMB BUKOPUCTATH MOTHBH “‘caioBOi KiMHaTH, 10 Oynu momynspHi Hanpukinni X VI — Ha
novyatky XIX cr. Taki KIMHaTH, CTiHU SIKUX PO3MHCAHO IMIIYHUMHU Tel3aKaMH, 30eperiucs i B JIesIKUX
CTapuX Ma€TKax 1 Majanax, a JiedKi HaBiTh MEPEeHeceHO 10 My3eiB Ta IHIIMX TPOMAaJChbKUX OyJiBenb
ni3Himoi nopu. KiMHaTa Takoro Tuiy 30eperiacs mij Ha3Boro Soros Room B International House B Heto-
MopKy — rypTOXUTKY U acmipaHTiB, moGyaosanomy B 1924 p. [6].

Tpaauitisi JeKOpyBaHHsS —apXiTEKTYpPHOI'O TPOCTOPY TakuM crocoOoMm 30epiranacst JIOBTO.
Hamnpuxiaz, 3aBicy i cTiHM rsiaibkol 3aiu nodyaoBaHoro y 1913 p. tearpy Winter Garden y TopoHnTo
posmucany nei3axamu, o0 Bi3yalbHO MEPETBOPUTH 3aMKHEHUH TPOCTIp HA KBiTYyuHit cax [7].
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Puc. 2. I'naoayvka zana Winter Garden Theatre, Toponmo. @omo I[laeéna Bocoeo, 2015 p.

MotuBu “cazioBoi KiMHaTH crHeHOorpadyu BUKOPHCTOBYBalW 1 paHimie. Hanpuknanx, BUIaTHUR
pexucep 1 XyaokHuk Teatpy Hikomaii AkiMOB cTBOpWB nekopatii onHiel 31 cien BuctaBu “Illkona
nmuxocniB’s” 3a komenieto Piwapma Ilepimana The School for Scandal (1777) na ocHoBi 1iei inmei (y
Jleninrpaacekomy Teatpi komenii, 1937 [2]). Ane B eckizaX BEIUKUN MalcTep TeaTpasibHOI 1LIHO311
H. AkiMOB CTBOpIOBaB apXIiTEKTYpHI JeTalli, HapUKIaj, OanocTpary, 3acodaMu xuBomnucy. JIpepi Oymu
MaiCcTepHO 3aXOBaHi y JKMBOMHCHUX TAHENSAX 1 BIAYMHSUIMCS HECIOJIBAHO, a Ie JyKe JOPEYHO st
KOMeJIil BUTOHYECHUX, aJle MiJICTYITHUX iHTPHT.
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Puc. 3. Hixonait Aximos. Eckiz oexopayiit 00 komeoii Piuapoa [llepioana
“llxona nuxocnie’s”. Lnocmpayis i3 [2, c. 40-41]

Komenis “/Ipyxuna i3 cena” motpeOyBalia iHIIOro — Hacamrepes KOHQIIIKTHIIION0 KOHTPACTy i
3JIIOr0, IPOHIYHINIONO aBTOPCHKOTO CTaBJIEHHs JI0 MepcoHaxiB. Jlo Toro k B iHTepmperamii Hamioi
MIOCTaHOBKH JIisl BiOyBasacsi OUIbII HiK Ha MiBCTOpivys paHinie, Hix y m’eci [lepinana. Tomy st BUpimmB
po3irpaTi Taky CHUTyallito, Ha4yeOTO cTapuii OapoKOBUI iHTEp’€p OYJIO HEIIOJaBHO PO3IUCAHO 3a
HAHOBITHINIOK MOJIOKO.

Puc. 4. Jlexopayii 0o sucmasu “/{pyscuna iz cena’. Ynieepcumem Can [Hiezo. 2010.
Peoicucep Peii HYembepce, cmetidoic ouszaiin, npoexyii ma cyeniunuil scusonuc Ilasna bocoeo, kocmomu [icenni
Taniomo, céimno Kpica Pinna. @omo Ilaséna bocoeo
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JKuBorucHi mel3axi BKpUBAIM W apXiTEeKTYpHI JeTali, i Tpoe JBepeil, BMOHTOBAaHHX B OCHOBHY
CTiIHY JIeKOpallii BUCTABH.

Puc. 5. Apximexmypni demani ma cyeniynuii sxcugonuc y cyenoepaii eucmasu “J{pyocuna iz cena”.
@omo Ilasna bocoeo

Sx mpuifHATO y KIacHYHMX KoMemisx, “JlpykmHa i3 cena” 3aBepUIYEThCS XEMi-€HIOM, BCE
MOBEPTAEThCS HA KpPYrH cBOi. ToMy s BUpImMB 30aNaHCyBaTH TPSIMOKYTHI ()OPMU OCHOBHOI CTiHH
IIUPKYJIBHOIO (JOPMOIO MAPKETHOI'O KOJIA TIOCEPEANHI IIAHIIeTa CLEHH.

il St

Puc. 6. Pospobnenns ousaiiny sucmagu “/Ipyocuna iz cena”. ®omo Ilasna Bocoeo
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OckiTbKu MOTUBH H ekcTep’epy (JIipuyHMI Mei3ax), i iHTep’epy (IBepi, KapHi3u, JAeTali JIIIeHHS)
Oy/M TOCTIHHO TPHUCYTHI Yy clieHorpadiyHOMYy MPOCTOPi BHCTaBH, 1€ JIAJ0 3MOI'y I'paTH YCI CIEHU B
cuMyInbTaHHil fekopatii. [1o6 gqonomortu my6sini 3po3yMiTH 3MiHU MicCIIs J1ii, 1 BAKOPUCTAB MPOEKIIii —
TEKCTOBI aHOHCH, KMBOIHUC Ti€l J0OW, BHBiCKH, repOu TomO. 3 OJHOro OOKY, Iie HaraiayBaylo TMpHUHOMH
Teatpy J00u PecraBpaiiii, a 3 IHIIOrO — 3aCTOCOBYBAJIMCh PAJIIe Cy4acHI TEXHOJOrI4HI 3aco0u. 51 Oys
JIy’Ke 3aJ0BOJICHHH THM, IO 1€ MPHUBHECIO IIE OJWH IPOHIYHUI AaKIEHT, 10, 3a BIArYKaMH KOJIET,
HECIO/[IBAHO TIaCyBaB JIO 3arajbHOI0 BUPINICHHS BUCTaBH.

Puc. 7. Cyenu i3 sucmasu “/{pysicuna iz cena”. @omo Ilasna Bocozo
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ARCHITECTURAL MOTIFS OF “THE GARDEN ROOM”

© Bosyy PV, 2018

The article is centered on utilizing of the architectural motifs of the X VIII-XIX s. “Garden Rooms”
for the stage design of the production of Country Wife, University of San Diego, 2010.

Creating the set design for the production of The Country Wife by William Wycherley (1675) for the
Old Globe and the University of San Diego MFA acting program in 2010 was marked by interesting
artistic challenge. The stage space organization was determined by the thrust stage type where the audience
was placed on three sides of the acting area. Thus, the stage asked for large visually unobstructed space;
my scenic elements downstage were limited to chairs and benches. Professor Ray Chambers, the director
of the show, insisted of a few practical doors that could be aggressively slammed; the wall needed to
remain stable without any trace of shaking. The script featured a large number of locations; however, the
budgetary and spatial restrictions forced to find a creative way of scenic changes and indication of
locations. I felt that the complicated heavy scenery would not fit neither the spirit nor the needs of this
dynamic comedy.

The plot is based on the comic premise of trying to convince a young wife to commit adultery for
the sake of being fashionable. The play’s major conflict lays between a naive and faithful young woman
from the provinces and the aristocrats spoiled by the “city” life style. I believed that a visual representation
of the quintessential conflict of “the nature” and “the culture” would help storytelling and blocking of the
show.

Key words: architectural details, comedy, “Garden room”, projections, scenic painting, stage
design, unit set, theatre
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