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YBOJ

1. AKTyaJlHOCT Ha Temara

AnanTupaHeTo Ha TAHIIOBU MOCTAHOBKHU IO JIMTEPATypPHH TBOPOM € YTBBPJCHA
TpaJauIvs B 3aMaJHUAs TAHI[OB Tearbp, B KOMTO CBETOBHOM3BECTHU MOCTAHOBKHU KaTO
»~AHHa Kapenuna”, ,,Pomeo u XKynuera®“ u ,,Jlamara ¢ kamenuurte” NpeacTaBiIsBaT
YCIEIIHU aJanTalid Ha KIJIACHYECKU JIMTEparypHU TMpousBeneHus. Kuraickusar
TAHIIOB TE€AThP, MaKap U ABJIOOKO MOBIMIH OT 3alaHUS MOJIEII, B HAYAJIOTO Ha CBOETO
pa3BUTHE € CHCPEAOTOYECH TJIABHO BBPXY TPAIUIMOHHHUS OINEpPEH JBUTATENICH €3UK,
KOWTO BKJIFOUBA W €JIEMEHTH OT TAHIIOBHS TeaThp, HO 0€3 ICHO u3pa3eH (POKyc BbPXY
n300pa Ha TEMHU 3a TAHIIOBH TOCTAHOBKH, aJallTHPAHU BH3 OCHOBA HA JINTEPATYPHU
npousBeneHus. [loctenenHo, obade, ¢ Oryie]] Ha XyJIOKECTBEHHUTE 3aKOHU Ha CaMUs
TAHIIOB Te€aTbp M HYXJAWUTE OT Pa3BUTHE HA >KaHpa B CTpaHara, ajanTaiusTa Ha
JUTEPATypHU TIPOM3BEACHUS CE€ YTBBPXKJaBa KAaTo 3HAYMMa XapaKTePUCTHKA Ha
TBOPYECKHS MIPOLIEC B KUTANCKUS TAHIIOB T€ATHP.

Tennenuusara 3a ajanTauus Ha JUTEPATYpHU MPOM3BEIEHUS Karo OCHOBA 3a
TAHIIOBH MOCTAHOBKH C€ 3apak/a OIIC B PAHHMS €Tal OT Pa3BUTHUETO HAa KUTANUCKUS
TAHIIOB TeaTbp, KaTo mpe3 cpenara Ha 50-Te romuHu Ha XX BEK, Xopeorpadure u
PEXKUCHOPUTE aNANTUPAT MPEAUMHO KUTANCKH ONEPHU TEKCTOBE. B pesynrar Ha ToBa
ce MOABSIBAT peAulla 3HAYUMU KHTAWCKM HAIIMOHAJHU TAHIIOBU MOCTAaHOBKU Karo
»Jlerenna 3a Osutara 3mus®, ,,KpaBapkara m Thkaukara“, ,JlorocoBusar ¢enep* (1o
TEKCT Ha omnepara ,Pa3nenBaHe Ha IJITaHMHATaA W CHOacsBaHe Ha Maikara“ u
,OOIIeCTBOTO Ha KUHKaJa“ (110 TEKCT Ha orepara ,,O0IIecTBOTO Ha KHHXana“) u 1ip.,
BCHUYKHU 0a3upaHu Ha TEKCTOBE OT TpaJUIIMOHHATa KuTakcka onepa. [Ipe3 60-te roquau
Ha XX BEK TO3H Ipoliec Oesie’)Ku HOBO Pa3BUTHUE, TIPEAOIPENEICHO OT MOJIUTUUECKUTE
ycioBusi Ha Bpemeto. lIpe3 1965 r. IlekuHckara TaHLOBa akajaeMus ajaanTupa
CBBPEMEHHHUs poMaH ,JepBeHara cHaxa“ oT JIny /[)XbCA B TaHIIOBA IOCTAHOBKA CBC
CBILIOTO 3arjiaBHe (Bb3 OCHOBAa Ha TEKCTa Ha eaHOMMeHHara llekmHCKka omepa).
,JepBeHara cHaxa* ce mpeBpbIlA B IIbpBaTa TaHIIOBA IIOCTAHOBKA, aJanTalupaHa Io
pOMaH W TOCTaBI OCHOBHUTE 3a OBACIINTE aganTalli Ha KUTANCKU JTUTEpaTypHH
TBOpOM 32 TaHIIOB TEATHP.

Hpe3 ChIIHA ICPUOLI B KHUTaNCKMs TaHIIOB TCaTbp CC MOABABAT U aJldlITallUU Ha
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(GuIMOBH MpPOM3BEACHUSA, KaTo ,JepBeHaTa >KeHa BOWHHMK, KAKTO M aJalTalud Ha
ONEPHU IPOM3BENCHUS, KaTo ,.benmokocara aesoiika®. Te3u TaHIOBU MOCTAHOBKHU
Ch371aBaT OCHOBA 32 SIBJICHUETO, [IPU KOETO JINTEPATYPHU MPOU3BEACHUS OUBAT HEIIPSIKO
aJlalTUPaHU 32 TAHLIOB TeaTbp 4pe3 APYTU XylokecTBeHU (popmu. Makap u B TO3U
MePUOJ TAHIIOBUTE AJANTAIMK J1a BKJIFOYBAT ONEPHU U (DUIMOBH TEKCTOBE, KAKTO H
pomaHu, enBa B HayanoTo Ha 80-te ronmHu Ha XX BEK Te3W afalTalyM 3aro4Bar Aa
UrpasiT BOACIIA POJid B Pa3BUTHETO HA TAHIIOBUS Tearhp B Kutaii.

B nauanoro Ha 80-te roguau Ha XX Bek, ¢ Kpas Ha KynrypHara peBoironus! u
Hy’XJIaTa OT BB3paKJaHEe Ha TAHIIOBHS TEaThp, KUTAMCKUTE Xopeorpadu 3armouBar aa
oOpblIAT BHUMAHUE Ha JUTEpATypHUTE MPOU3BEJCHUS HAa POAHU aBTOpU. B TO3m
niepuoa ce GopMHUpar ABe OCHOBHH HAIMIPABIICHUS B UHTEPIPETAIIUUTE HA JIUTEPATyPHU
TBOpOM B TAaHIIOBUSA TeaTbp: MBPBOTO € CBBP3aHO C ajanTanuu, Oa3upaHu Ha
KJIacCM4ecKaTa JInTeparypa, BKIIOUUTEIIHO TPOU3BEICHHS Karo poMaHa ,,CbH B aJeHU
nokou“ u ,,MutoBe W OOroBe“ W Jp.; BTOPOTO € HACOYEHO KBM MOJEpHATa u
CBhBPEMEHHATA JIUTepaTypa 1 00XBaIla aJanTaiuyd Ha eMOJIeMaTHYHU MPON3BEICHUS Ha
nucareau Karo JIy Cron?, ba I3un® u L{ao FO%.

HNuTepecer e pakThT, Y€ TAHIIOBUTE TOCTAHOBKU OT BTOPHS THII CSKAII MO -100pe
OTroBapsT Ha apTUCTUYHATAa KOHIIEMIMS Ha W3BECTHUS KUTailcku xopeorpad u
n3kyctBoBen Y Csio0aH 3a ,,oeMaHe 1Mo MbTS Ha peaii3Ma B TAHIIOBOTO TBOPYECTBO .
ToBa mMoxe na ce o0sicHu ¢ (pakTa, 4ye MoAepHATa JUTEpaTypa HOCU OTIEYaThKa Ha
BPEMETO, B KOETO € Ch3JajicHa, a HEMHOTO ChAbpKAHUE, KOHOTALUS U JAyX OTpa3siBar

COIMMAJTHUTC PCAJIHOCTH U Ca ITO-IIPAKO CBbP3daHU C JKMBOTA HA XOpara. Peamuctrnanmsat

' KynTypHaTa pesontoums (1966-1976) e noamntuuecka kamnaHus B Kutai, pbkosogeHa ot Mao [3efyH, ¢
Lien yTBbpK/AaBaHe Ha couumanmcTmyeckata Maeonorms n eaMMmHupaHe Ha ,0ypyKoasHn" enemeHT 1
TPaAWLMOHHN KyITYPHM NpakTVkn. KamnaHvsTa BogM 40 MallabHmn penpecuu, Hacuame n Abnboku
coumanHu NPOMeEHMN.

? Jly CroH (1881-1936 1.) e KuUTAlCKM NCATEN, €CEUCT U OBLLECTBEHK, CYMTAH 3a €1H OT OCHOBaTEAWTE Ha
CbBpeEMeHHaTa KuTaicka antepaTtypa. ToM e M3BECTEH CbC CBOMTE COLMANMHN 1 MONNUTUYECKM KPUTUKM, KaKTO
1 C OTPa3sBaHETO Ha TEXXKOTO MOJOXKeHNe Ha OBNKHOBEHNS YOBEK B KUTACKOTO 0bLecTBO. Herosute
npowseegenHus, kato ,VIctnHckata ncropms Ha A-Ki" 1 JHEBHUKBT Ha eAnH Ny4" OTBapaT HOBA CTpaHMLa
B Pa3BUTMETO Ha KMTamcKaTa Npo3a npes3 XX Bexk.

° ba [avH (1904-2005) e eAuH OT Hall-BUAHUTE KUTACKM NucaTenu Ha XX Bek. Tol e M3BECTeH ChC CBOUTE
pOMaHK 1 eceTa, KOUTO M3caeaBaT CoumanHn U NOTUTUYECKM TEMK, KaTO ceMelHaTa Tpuaormsa ,CemelncTeo”,
,ponet” n ,EceH". ba []3vH e CbLLO aKTMBEH ODLLECTBEHMK M MPUBBPXKEHVK Ha AEMOKPATUYHUTE NAEW.
YMupa Ha ctorogmiiHa sb3pact npes 2005 T.

“ Llao tO (1910-1996) e KuTaicku ApamMaTypr, CMSTaH 3@ eAuH OT OCHOBOMONOXHULMTE HA CbBPEMEHHWS
KUTalCKM TeaTbp. TOM € Hal-n3BeCcTeH ¢ nmMeck kaTo [ pbmoTeBmyHa Bypsa” (1934) n ,MeknHckaTa

KbLa“ (1957), KouTo pasrnexxaaT coumanHu U MopaaHu KOHGIVKTW B TPagULMOHHOTO Y MOAEPHOTO
Kutarcko obulectBo. TBopbuTe My YecTo ce GoKycmnpaT BbpXy BbTpellHaTa bopba Ha repoute n
coumanHata Hecrnpasea/MBOCT.



MOJXOJ] HA TE3W aJanTallii € B ChOTBETCTBHE C BB3rIequTe Ha Y Cso0aH, criopen
KOTOTO ,,peaTU3MBbT HE € MPOCTO UMUTAIMS HA )KMBOTA M KOMIMPAHE HAa PEasHOCTTa, a
(dhopmupaHe Ha pa3HOOOpa3HU U TUTUYHH Xapakrepu.” OT Ipyra CTpaHa, alanTalluuTe
Ha KJIacCH4YecKa JIMTeparypa, ¢ M3KJIo4eHrue Ha pomaHa ,,CbH B aJICHU TTOKOU‘, KOWTO
MPOIBJIKABA JIa C€ pajBa Ha BUCOKA MOMYJISPHOCT, C€ CpellaT 3HAYUTEIIHO MO -PSIKO
cien 80-te romuHu Ha XX BEK. 3a pasiidKa OT TAX, TAHIIOBUTE ITOCTAHOBKH, Oa3upaHu
Ha npousBeAcHMsTa Ha Oenexutu nucarenu karo Jly Cron, ba [[3un u Llao IO, ce
pa3BUBAT aKTUBHO M IMOCTETICHHO CE YTBBPIK/IaBaT KATO TUITMYHO SIBJICHUE B KUTAUCKUS
TaHIIOB TEATHP.

Hacrosimara aucepramus ce ¢okycupa BbpXy TO3u (DEHOMEH, KaTo mpejyiara
3a]IBJIOOYCH aHATN3 Ha TAHI[OBUTE MTOCTAHOBKH, aJJAIITUPAHY OT TBOPOM HA MOJIEpHATA
Y CbBpEMEHHATa KUTaiCKa JIMTeparypa, ¢ 1ell JIa Ce U3CJeABAT B IBJI0O0YMHA TEXHUTE

XapaKTepUCTUKU U pa3BUTHETO Ha KUTANWCKUS TaHILIOB T€AThP.

2. 3cnenoBatesicku XapakTep Ha mpoodiieMa

@DeHOMEHBT Ha aJanTalysaTa Ha CbBPEMEHHAaTa KWTAlCKa JIATEeparypa B
TaHIIOBUS TeaTbp € OOEKT Ha 3aCUJICHO BHUMaHUE OT CTpaHa Ha MpodeCHOHATUCTUTE B
TAHLOBATA MHAYCTpUA. BBIIpeKn 4e ChUIECTBYBAIATA JUTEPATYpa MO TEMATA YECTO
noa4yepTaBa 3HAUEHUETO HA JIMTEPATYPHUTE MEPCOHAXHU B MPOLECA HA Ch3AABAaHE Ha
aJaTUPaHH TAHI[OBH TOCTAHOBKH, TE3W W3CJICABAHUS OOMKHOBEHO OCTaBaT Ha
TEOPETUYHO HUBO, JOKAaTO HA TEXHUYECKO HUBO JIMIICBAT MPAKTUYECKHU U3CJIECIBAHMUS.
W3zcnenoBaTenckure aHamu3u ce (OKycHpaT NMPEAUMHO BBPXY €3MKa, CTPYKTypaTta,
CBABPKAHUETO U KOHOTALUUTE Ha aIalTUPAHUTE TAHLIOBU IIOCTAHOBKH, HO HE OTIEJIAT
JOCTaThYHO BHHMAHHE Ha IMpoIieca Ha TpaHCPOPMHUpaHE HA JTUTCPATYPHHUS TEKCT B
CLIEHUYEH TAaHIIOB TEKCT.

KirouoBuTe BBIPOCH, KOUTO OCTABAT HEIOCTAThYHO MPOYyUYEHH, BKIIOUBaAT: Kak
JUTEpaTypHUTE TIEPCOHAXKH Ce MpeodpasyBaT M YCHBBPIICHCTBAT, 33 J]a CE€ BIMIIAT B
paMkuTe Ha TaHIIOBUS Tearhp? KakBu (hopmu Ha TAHIIOBOTO U3KYCTBO CE U3IIOJI3BAT, 32
Ja ce u3rpaau U npenane oOpa3bT Ha Te3u mnepcoHaxku? Kak crokeTbT Ha
JUTEPATYPHOTO MPOU3BECHHE ce TpaHCHOPMUpPa B CIOKET 3a TaHIOBUS Tearbp? Kak
JUTEpATypHATa CTPYKTypa Ce afalnTupa KbM CTPYKTypaTa Ha TaHLOBUA CIEKTaKbi? B

Kurait BCce omie mnumcsar 3aII’bH60q€HH H3CJICABAHUA, KOUTO Oa pasriacKiar TC3U



BBIIPOCH, CBBP3aHH C IPeoOpasyBaHETO Ha JUTEPaTypHUTE O0Opasu, CIOKETH U
CTPYKTYpPH B KOHTEKCTA Ha TAHLIOBUS TeaTbp. IMEHHO Ta3u Npa3HuHa B U3CIIeIBAaHUATA

OpeaonpCaciid UejiTa Ha HaCToAAaTa AucepTanus.

3. Ilen Ha U3CIEABAHETO

Benpekn dYe auTEpaTypHHAT TEKCT HEUM3MEHHO CIIy’)KM Karo OCHOBa 3a
M3rPaKAaHETO Ha CHEHWYHOTO MPOM3BEICHHE, HAll-BaXKHATa 3aa4a Ha Xopeorpadure
€ Ja mpeoOpasyBaT JIMTEpaTypHOTO U3KYCTBO BbB (hm3nuecko u3kycrtBo. Hacrosmara
JHCepTalMs ce CTPEMH Ja pasriiesia Ch3JaBaHEeTO Ha aJalTHPAHU TAHIIOBH IIOCTAHOBKH
KaTo Tpoliec Ha ,,BU3yalHa™ TpaHchopmals Ha JUTEPATYpPHUTE MPOU3BEIACHUS 32
cuenara. Paborara Ha Xopeorpaga He ce orpaHHYaBa JI0 IPEXBBPIITHETO Ha CIOXKETa Ha
nauTepaTypHaTa TBOpOa B HapaTuBHA (hopma, MOAXOAAIIA 32 TaHIIOBO U3IIBIHEHHUE, a
BKJIIOYBA M HMHTETPUPAHETO HA PA3IMYHU CUCHUYHH U XyIO)KCCTBEHH EJIEMEHTH.
OOpaboTkara Ha JUTEpaTYpHUS TEKCT HPEICTABIsABA CaMO MPEABAPUTENICH €Tal OT
CH3JJaBaHETO Ha CIMEKTAKbIa, a KPaWHHUAT pe3yATaT HM3HCKBAa aKTHBHATa poJisi Ha
xopeorpada, KOITo U3M03Ba XyAOXKECTBEHUTE CPEJICTBA Ha TAHLIOBUS TeaThbp, 3a Ja
chyeTae pa3NUYHU aCIeKTH Ha H3KYCTBOTO. 3aToBa HACTOSIATa JUCEPTALMs Ce
(boxycupa BbpXy M3CIEIBAHETO HA Bpbh3KaTa MEKIy OHTOJIOTUATA HA JUTEparypara u
OHTOJIOTHSITAa Ha TaHIOBHA Tearbp. OT IiefHa ToUka Ha Xopeorpadcekara mpakTuka, B
U3CJIEIBAHETO CE aHAIM3UpAT U 0000IIaBaT MPoLEeCUTe Ha TpaHc(opMalus Ha TEMH,
Xopeorpaq)cKu CTpaTeru, ChAbP)KaHUE U XyIOKECTBEHH CTOMHOCTH OT JINTEpaTypara
B TaHI[OBOTO M3KyCTBO. B TO3M CMHCBHI, HU3CIEABAHETO LENI Ja MPEAOCTaBH
MHOTOCTpPaHEH M 3aIbJIOOYEH aHAIM3 Ha Tpoleca Ha aJanTalus Ha JIMTepaTypHH
TBOpOM 3a TaHIIOB TEATHP.

OcHoBHara 11eJ1 Ha HACTOSIIATa JUCEPTALUs € J1a CUCTEMaTH3Upa U aHaIH3Upa
aJlanTUpaHHUTE OT KUTalickara TuTeparypa TaHI[OBU IOCTAHOBKM HAa TEOPETHYHO HUBO,
4ype3 TpoCHeNsIBaHEe Ha TAXHOTO HCTOPUYECKO pas3BUTHE, HJICHTU(PHIMpPAHE Ha
OCHOBHUTE UM XapaKTepUCTHKH M KiacuduuupaHe cropen CHeHupUIHUTE UM
ocobenoctu. Teopetmunoto wu3cnenBane ce (Gokycupa BBPXY CHIABPKAHHETO Ha
ajanTalnTe, METOANTE, U3IOJI3BAHU OT XopeorpaduTe, U CTpAaTeruuTe 3a aJanTanus,
JOTPUHACAUKH 32 000TaTsABaHE Ha CHIICCTBYBALIOTO 3HAHUE B 00JacTTa. M3BBpINCH €

u 3aH’bH60‘IeH aHaJIn3 Ha 3HAYCHUCTO U XYHOXKCCTBCHATA CTOMHOCT Ha alalITUPaHUTC

10



MIPOU3BEJECHUS, KOETO 1€ CTHUMYJIMpa IO-HATaThIIHU HM3CJIEIBAaHUS HAa TaHIIOBUTE
IIOCTaHOBKH, 0a3UpaHu Ha JIUTEPATypPHU TEKCTOBE.

Ha Bropo mscto, ¢ men oOorarsBaHe Ha NPAKTHUECKUTE H3CIIEIBAHUS Ha
TAQHIOBUS TeaTbp, HAcTOsIATa JMCEpTalMsl CbhUeTaBa TEOPETUYHMS aHAIU3 C
KOHKPETHH NpPUMEpPU Ha JIUTEpaTypHU NPOMU3BENCHHUS, aJalTHpaHU 3a TaHIOBaTa
cueHa. Ta3u uHTerpamus MexQy TE€OpUs M NPAKTHKA IO3BOJSABA H3BINYAHETO Ha
MOJIE3€H OIMUT U CH3JaBAHETO HA MapaJurMU, KOUTO Ja MOAIOMOTHAT Xopeorpadure B
TsIXHaTa paboTa, 0OCOOEHO KOraro CTaBa BBIIPOC 3a IMPEICTABSIHETO HA JIUTEPaTypHU

OPOU3BCACHUA YPEC3 CPCACTBATA HA TAHIIOBOTO M3KYCTBO.

4. 3agaun Ha U3CIIEABAHETO

TaHoBUAT TeaTsp, Oa3upaH HA TUTEPATYPHH IPOU3BEACHHS, CE € YTBBPAUI KaTo
Ba)XCH KOMIIOHEHT OT Pa3BUTHETO Ha TaHIIOBOTO M3KycTBO B Kutaii. [To oTHOIIEHHE Ha
npoleca Ha mpeoOpa3yBaHe Ha JHUTEpaTypara B TAHIIOB T€aThp, OCBEH JAMPEKTHATa
aJlanTanus, Xxopeorpagure 4ecTo ce 1Mo30BaBarT Ha MUecH Win (UIMH, KOUTO Beue ca
aJaliTUPaHU OT JIMTEPAaTypHU IPOM3BEACHMS, W3MON3BAliKM TH Karo BHU3YyaJHU
pedepennuu. [Ipu mHTepnperanusara Ha JUTepaTypHHUTE TBOpPOU, Xopeorpadute u
PEeXHUCHOPUTE U30UPAT MEXK/TY PA3ITUYHU MTOIXOIH, ChOOPa3eHH C aKTYaTHUTE BPEMEBU
U COI[MATHU KOHTEKCTH: BIPHOCT KbM OpPHUTHHaja, IEPCOHAIU3UPAHN UHTEPIIPETAINH
WIM HOBM HUHTEpHpeTanuu. B mpakTuueckara peanusaiusi, Xopeorpaure siCHO
OCH3HABAT, Y€ BCUUKHM CTpPATETUM 3a aJanTalus LEST Ja MPEACTaBIT IBbIHOLECHHO
JUTEPATYpPHUTE TEPCOHAXXM Ype3 TAHIIOBUS €3WK. 3aroBa, MpeoOpa3yBaHETO Ha
JUTEepaTypHUTE TEPOH B T€POU Ha TAHLIOBUS T€ATHpP, HA TUTEPATYPHHUSI CIOXKET B CIOXKET
3a TaHIIOBO IIPEJCTABJICHUE, U HA JUTEpaTypHaTa CTPYKTypa B CLIEHUYHA CTPYKTypa
TpsiOBa J1a c€ OCHOBABAT Ha MPUHIIUIIUTE HAa TAHI[OBOTO M3KyCcTBO. KpaiiHust pe3ynrar
€ Ch3/1aBaHETO Ha 00pa3n, KOUTO HE CaMo CJIe/IBAT JyXa Ha OpUTHHaja, HO U IpeaaBar

HETOBAaTa CbIIHOCT IO XYA0KCCTBCH U aBTCHTUYCH HAYHH.

HacTtosmoro H3CJICABAaHC UMa CICIHUTC 3aJa4un:

1) CI/ICTeMaTI/IBI/IpaHe Ha UCTOpHUYCCKATa JIMHHUA H 06061uaBaHe Ha KJIKYOBUTC

HCTOPHUYCCKU XAPAKTCPHUCTUKH Ha TAaHOOBUTC IIOCTAHOBKH, aAallTUPAHU OT
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JUTEPATYpPHU TBOPOU.

2) Knacudunupane Ha pa3IMuHUTE THIIOBE aJalTALIMU U OOSICHEHHE Ha TAXHOTO
ChIbpKaHHE.

3) UscnenBane Ha MeToauTe 3a ajanrtanus U o0OONIaBaHE Ha CTPaTErUUTE,
W3I0JI3BaHU MPH TIXHOTO pean3UpaHe.

4) AHaJ’II/IBI/IpaHC Ha 3HAYCHUETO M CTOMHOCTTA Ha Imponecca Ha ajarnrTanus.

5. CTpyKTypa Ha U3CJIEIBAHETO

Z[I/IcepTaI_[I/IﬂTa CC CbCTOU OT YBOA, YCTUPU OCHOBHHU I'JIaBU M 3aKJIIOUCHUC.

B yBoma ca mpenctaBeHM IenMTE M 3HAYEHHMETO Ha M3ClE[BaHaTa TeMma,
CBIIECTBYBAILIMTE M3CJEBaHUs B 00JacTTa Ha TaHUOBUA Tearbp, KakKTO U
METOMIOJIOTHSTA, KOSATO I11e OBb/Ie U3MOI3BaHa 3a MOCTUTaHEe Ha [EJUTE Ha U3CJIEABAHETO.

[IspBa r1aBa e mocBeTEHA HA Bpb3KaTa MEXy JTUTEPATypPHUTE TBOPOU U TEXHUTE
aJjanTallud B TaHUOBUS Tearbp. Hali-Hampen ca pasmiegaHd OHTOJIOTMYHUTE
XapakTEePUCTUKU Ha JIMTepaTypara W TAHILIOBUS TeaTbp, 3a Ja C€ M3SCHAT TEXHUTE
crenupuyHr ocoOeHOCTU. M3BBpIIEHO € cpaBHEHHE MEXAYy OOIIMTE U Pa3TUYHHUTE
acreKkTd Ha jaBere (opMH Ha M3KYCTBO, C 1N Ja c€ WACHTU(DHIMPAT KIFOUOBHUTE
(haxkTopyu U MOMEHTH, KOUTO UTPAsIT POJs B IpoIlleca Ha aJanTHpaHe Ha JTUTepaTypHH
IIpOM3BENECHUS 3a TaHIoBaTa cueHa. Ciien ToBa € u3cieqBaHa UCTOpUUYECcKaTa Bpb3Ka
MEXAy JUTepaTypara U TaHIIOBUS TeaThp, KaTO C€ aKIEHTHpa BBPXY MPOU3XO7a,
XapaKTEPUCTUKUTE U TEKYIIOTO CHhCTOSHHME HA aJanTallMUTe B KUTAWCKHUS TaHIIOB
Tearbp.

Bropa riaBa ce ¢oxycupa BbpXy MpaKTUKaTa Ha aJanTHPAaHE HA JTUTCPATypPHH
TBOpPOU B TaHIIOBUS T€aThp, OCHOBABAIIlA CE HA IPUHIIMIIUTE HAa eCTeTUKaTa. Ta3u riasa
MPOIBJIKABA aHAJIM3a OT IIbpPBA IJ1aBa, KaTO pas3miiek/1a €CTETUYECKUTE KOHIICTIINY Ha
KUTalcKuTe Xopeorpadu v TIXHOTO Bb3NpUeMaHe oT mybnaukara. Oco6eHO BHUMaHUE
€ 0o0bpHATO Ha MarepHajuTe, M3IMOJI3BAHU 3a aJalTallHd, METOAUTE 3a TAXHOTO
OCBILECTBSIBAHE, KAaKTO M HWHTEPIPETATUBHUTE IIOIXOAH, KOUTO Xopeorpadure
npujiarar B pa3jiMuHd UCTOPUUYECKH U COI[MATTHI KOHTEKCTH.

Tpera 11aBa e chbcpenoTOUCHA BbPXY CTpAaTeTUUTE 3a aJanTalus, OCHOBaHH Ha

XYHOKCCTBCHUTC MPHUHIOUIIN HAa TAHIOBUA TCATHP. TyK CC pa3mICKAAT ICUXOJIOTrUuATa
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Ha Xopeorpadure ¥ peXUCbOPUTE MPU AJANTALUATA HA JINTEPATypHU MPOU3BEICHUS,
KaTo ce HadJiAra BbpXy TEXHHMUECKUTE acleKTH Ha Ta3u ajanTauus. [ maBarta npeanara
BOXHHM pe(epeHIIN U NMPaKTUYECKH HACOKH 3a Xopeorpaure U peKUChOPUTE, KATO
aHaJIM3UpPa KaK JINTEPATYpHUTE MEPCOHAKU, CIOXKETH M CTPYKTYpH ce MpeodpasyBar B
TAHIIOBUS Tearbp, MPH CIa3BaHE Ha XyIOXKECTBEHUTE 3aKOHM Ha Ta3u ¢opma Ha
U3KYCTBO.

YeTBbpTa maBa pasmieka ChAbPKAHMETO M CTOMHOCTTA Ha ajalTalluuTe Ha
KHUTalCKaTa JIUTeparypa B TAHLIOB T€AThP, KAKTO U CBBbP3aHHU C TAX IpenaoxeHus. Ta3zu
IJ1aBa aHaJlu3Mpa 3HAUEHHETO Ha ajanTalnusaTa KaKro OT IJIe[HAa TOukKa Ha
JUTEPATYPHOTO M3KYCTBO, TaKa U OT IJIEJHA TOYKAa Ha TaHLOBUA TeaTbp. [IpoBeneH e
3a77bJ1004Y€H aHAIN3 HA COLMATHOTO U KyJATYPHOTO Bb3/IEHCTBHE Ha TOBA SIBJICHUE.

B 3akiiouennero € u3BBpIIEHO 0000IIEHHME Ha H3ciieAoBaTesickaTta padbora u
MHOTOM3MEpEH 0030p Ha MpOIiEca Ha Ch3/1aBaHE HA TAHIIOBU ITIOCTAHOBKH, alallTUPAHU

OT KUTAMCKU IUTEPATypHU TBOPOU.

6. OuakBaHU pe3yiaTaTH

Hacrosimara nucepranmsi u3ciiefiBa Mpolieca Ha ajanTaiys Ha KATalCKH
JUTEPATYpPHU TBOPOM B TAHIIOBH MOCTAHOBKM, KaTO OOCTOMHO aHajHM3Mpa Bph3KATa
MeXIy JBaTa BuAa H3KycTBO. [IpoyuBaHeTo oOXBalla HUCTOPHUSATA, ChIAbPKAHHETO,
CTpaTeTUUTE U CTOMHOCTTA Ha aJanTanuuTe, 0000IIaBaiikKu MBTUIATA U METOJHTE 32
TpaHc(hopMUpaHe Ha KUTalcKaTa TuTeparypa B TAaHIIOBHS TeaThp. B pe3ynrar Ha ToBa
ce QopMyaHpar YHUKAJIHHA TOAXOAW 32 YCIEIIHOTO TPEBpBIIaHE Ha KUTAWCKH
JUTEepaTypHU MPOU3BEICHUS B TAHIIOBH MOCTAHOBKU, KOUTO MOTaT Jia MOCIy>KaT KaTo
IICHEH OIUT MPH CH3JaBAHETO HA OBACIIM MPEICTABICHUS OT TO3W THUI U Ja yBEITUYaT
e(heKTUBHOCTTA Ha IIpoIieca.

B nonbiHeHne KbM TOBA, B €paTa Ha KOMEpCUaIU3alys 1 MacOBO ayAOBU3YaIHO
IPOU3BOJICTBO, HW3CIEABAHETO HA AaJanTalMuTe Ha KUTAWCKU JUTepaTypHH
MIPOU3BENICHHUS 3a TAHIIOBaTa CIIEHA HE CaMo IIe pa3lIMpH 00XBaTa W BIMSHHUETO Ha
JaUTeparypara, HO U i€ IPEUIOKH BaKHU HACOKM 3a 3ala3BaHe Ha BB3JCHCTBHETO Ha
KJIACUYECKUTE JIMTEPATyPHU IIPOU3BEACHMS U MOJIbPKAHE HA TAXHATA aKTyaJIHOCT U

KHU3HCHOCT.
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I'maBa 1.

CxoacTBa U pa3jiMuMs MeKAy JUTEPATYyPHUTE NMPOU3BEACHUS] U TAHLOBUTE
NMOCTAHOBKH

[IppBaTa rnaBa Ha [OucepTalMsITa pasriekaa Bpb3Kara MeEXAy KUTalckaTa
JUTEpaTypa W ajanTalusira Ha TaHIOB TeaTbp M HEWHOTO HCTOPUYECKO DPA3BUTHE,
aHaJIM3HUPa MPUITUKATE U PA3TUKUTE MEXKTY JBETe (OPMH Ha H3KYCTBO 110 OTHOIIICHUE
Ha cpejara, CTHJIAa Ha pa3ka3BaHEe, €MOILMOHATHOTO IMpelaBaHe M BB3IMPHUEMAHETO OT
myOJIMKaTa U U3CJIeIBa YCIOBHITA, IPUHIUITATE U MPAKTHYECKUTE MPEIU3BUKATEICTBA
IIpH aJalTHPAHETO Ha JINTepaTypa KbM TaHIIOB TeaThbp.

Ha mspBO MsicTOo, Karo aBe paznuyHu GOPMH Ha XYIOXKECTBEHO H3pa3siBaHe,
JUTEpaTypaTa W TAHIOBUAT TeaTbp HWMaT 3HAYUTEIIHH pa3Iduds B MEIUHTE.
Jluteparypara pa3unTa Ha €3WKa M TEKCTa, 3a Jla Mpenajie MHUCIU U €MOIIUH, JOKATO
TAHIIOBUAT TeaTbp ce€ wu3paszsaBa upe3 (Qusnuecku aBuxkeHUs. Jluteparypara
O6I/IKHOBGHO UMa CJIIOKHH CHOKCTH U H’BJ’I6OKI/I IICUXOJIOTUYECKHU OITMCaHusA, OOKAaToO
TAHIIOBUSAT TeaTI)p Ha6n${ra Ha BI/13yaJ'IHI/IT€ e(i)CKTI/I U CCTUBHUTEC Hpe)KI/IBﬂBaHI/ISI,
HpeI[CTaBSIfIKH EMOLINUTEC qpe3 JUHAMHWYHU CLICHH.

Pa3ka3bT chI0 € eHa OT OCHOBHUTE Pa3iIuKH MEXIY JIUTEparypara u TaHI[OBUS
TeaTbp. JIuTeparypara 0OMKHOBEHO € JIMHEIHA, C sICHA BPEMEBa JIOTHKA, KOSITO OTTUCBA
B l[eTafIJIH B’preH_IHI/ISI CBAT U SMOIIMOHAJIHUTEC KOJIe6aHI/I$I Ha FCpOI/ITe. TaHI_[OBI/ISIT
Tearbp, OT JApyra CTpaHa, € TM0-a0CTpaKkTeH, ChC CIEHUYHU OOpa3m, pPEKBH3UT,
OCBETJICHHUE W JIPYTH EJEMEHTH, KOUTO pabOTAT 3aelHO, 33 Ja 3aBbpIIarT pas3kasa.
IloBecTBOBaHMETO B TAHLIOBUS TE€AaThp pa3yuTa Ha BPb3KATA MEXKIY IPOCTPAHCTBO U
JIeiCTBUE U My JIMIICBAT MOIPOOHOTO ONMKCAHUE M TICUXOJIOTHYECKOTO U300 pa3siBaHe B
JIUTEpaTypara.

Paznuuen e u MexaHU3MBT Ha Ipe/laBaHe Ha EMOIMUTE U MucauTe. Jluteparypara
MOJKE J1a IPABU TUPEKTHU U3SBICHUS YpE3 €3UKa U SCHO J1a U3pa3siBa eMOIIUU U MUCIIH,
JIOKaTO TAHIIOBUAT TEATHP MpeaBa eMOIMUTE Ype3 CUMBOIU U 00pa3u Ha JBUKEHUETO.
EmMonuute B TaHILIOBUS TeaTbp CE€ HM3pa3sBaT MOBEUE UpE3 €JIEMEHTHU KaTO TaHIIOBU

ABUIKCHUA, NCKOPU U MY3HUKaA, a HY6J'II/IKEIT8. TpH6Ba Ja MHTCPpHIPETUPA o6pa3HTe Ha
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CIieHaTa 4ype3 COOCTBEHHSI CH CETUBEH OITUT.

[lo-nararpk ce wu3cneABa HCTOpPUYECKaTa Bpb3Ka MEXKAY aJalTHPAHETO Ha
KUTalicKaTa JuTeparypa KbM TaHI[OBHS TEaThp, 0COOCHO BIUSHHETO HA CHBETCKOTO
TaHIIOBO TeaTpajdHO TBOpuUecTBO BbpXy Kwurail cien ocHoBaBanero Ha Hom Kuraii.
CobBeTcKkaTa TpaJMIMs Jla C€ YeplH OT JIUTeparypara Mpu Ch3JaBaAHETO Ha TaHIIOB
TeaTbp OKa3Ba JIBJIOOKO BIUSHUE BBPXY KUTANCKOTO TAHIIOBO T€AaTPATHO TBOPUECTBO.
B navanoro Ha 50-te ronuau Ha XX BEK KUTAMCKUTE apTUCTH 3al04YBaT Jia aJlalTupaT
ONEPHU TEKCTOBE B TAHIIOB TEaThp, C KOETO MOCTABIT HAYAJIOTO HA JIMTEPATypPHUTE
aJlanTalyuy Ha TaHIOB TeaThp B Kurtai.

IIpe3 80-te rogunu Ha XX B., ciea Kpad Ha KyntypHara peBOIIOLMS, KUTAHCKOTO
TAHIIOBO T€aTPaJTHO TBOPUYECTBO HABIM3a B HOB MEPHOJ Ha pa3zHooOpasHo pazsuThe. [1o
TOBa BpEME aJanTUPAHETO Ha JMUTEPATYpHU TMPOU3BEIACHUS B TAHIIOBU JIpaMHU C€
MpEeBPBINA BbB Ba)KHA TBOpUYECKa TeHAeHIMs. AnanTanusTa Ha [[lanxalickus Ganet Ha
npoussenenneto Ha Jly Cion ,,bmarocioBus® Hampumep coud BB3XOAa Ha Tas3u
TEHJIEHIIUSI M WIIOCTpPUpa IOCOKaTa Ha aJamnTaius, OCHOBaHA Ha Kjachyecka u
ChBpPEMEHHA JIUTEPATypa.

Bonpekun ue suTeparypHara ajnanTanus MPEJOCTaBs MHOTO  TBOPUYECKH
BB3MOKHOCTH Ha TAHIIOBUSI TEATHP, TS € U3MPABEHA U MPE HAKOH P CAN3BUKATEIICTBA.
Karo ¢opma Ha M3KyCTBO, KOSATO pazduTa OCHOBHO Ha (PM3MYECKOTO JBIDKCHUE 32
U3pa3siBaHe, TAaHIIOBUAT T€aThp MMa MHOTO IO-ciada crmocoOHOCT 3a pa3ka3BaHE OT
JTUTEeparypara, 0COOCHO KOTaToO Ce 3aHMMaBa ChC CJI0KHU CIOKETU U IMEPCOHAKH, KOSTO
€ CKJIOHHO KbM TPYIHOCTH IpH pa3dupaneTo. ETo 3aimo xopeorpadure u pexxuchopuTe
TpsIOBa J1a OMPOCTSBAT M PEKOHCTPYHPAT HCTOPHUSATA MO TOAXOMAI] HA4YMH, 3a Ja
rapaHTupar, 4e MyONnuKaTa MoKe Ja pa3depe KOHOTaIlHsATa Ha HCTOpHUATA 4Ype3
CILIECHHYHUS 00pa3s.

Karo usno TaHumoBara ajganTaiusi Ha JMTEPATYpHU MPOU3BEACHUS € CIOKHA U
Mpeau3BUKaTEIHA 3a]a4a, a Xopeorpadure TpsAOBa 1a yBaKaBar Jyxa Ha OPUTHHAIIHOTO
MPOU3BEACHUE U /1a TO CHUETABAT C XYIOKECTBEHUTE XapaKTEPUCTHUKU HA TAHLIOBUS

TCaTbp, 3a Ja IIPaBAT HOBOBBBCIACHUA. I‘Ip63 HO,Z[pO6eH aHaJIn3 Ha HUCTOPHYCCKOTO
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Pa3sBUTUC U JIECTBUTEIIHUTE ClIydad Ha aJallTUpAHC Ha KHTaicka JIUTCpaTtypa KbM
TAHIOB TCAaThp CC pa3KpuBa B3aUMHOTO BJIMAHUC W CIIMBAHC Ha JIUTCpAarypara H
TAHIOBUA TCAThpP IO OTHOUICHUC HA TBOPUYCCKUTC KOHLCIIIUH U U3PA3HU CPCACTBA U
CBhIICBPEMCHHO CC€ OCHUI'YypsABa TCOPCTUYHA OCHOBA 3a IMO-HATATHBIIHO H3CJICABAHC Ha

Me)KHYMeﬂHﬁHOTO TBOPUYCCTBO MCKIY TAX.

I'masa 2.

Xopeorpapcky NpaKTHKH NPH aJanTHPaHe HA KHUTANCKH JUTEPATypHH
NPOU3BEICHUS B TAHIIOBH NIOCTAHOBKH

B maBa 2 ce mpaBu 3aabi004€HO OOCHXKJaHE HAa MCTOPUYECKHs HpPOIEC Ha
aJlaliTUpaHe Ha KUTalCcKara JUTepaTypa B TAHLIOB TeaTrbp, HA XapaKTEPUCTUKUTE Ha
pa3IMYHUTE €TalH, KAKTO U Ha NIPEIN3BUKATEIICTBATA U APTUCTUYHUTE ThPCEHUS, TIPEX
xouto € usnpaseH. Ot 80-te ronnHn Ha XX B. HacaM aJallTUPAaHETO Ha JUTepaTrypara
B TAHIIOB TeaTbp CE€ NPEBPBIIA B €IHO OT BAKHUTE HAlPABICHUSA B Pa3sBUTHETO Ha
KUTAaHCKUS TaHLOB TeaTbp, OCOOEHO CcJle[l Karo MoOJepHaTa U ChbBPEMEHHaTa
JUTEpaTypa MperocTaBs OOratd HJICOJOTHYECKH M XYJIOKECTBEHM pecypcu 3a
CB3aBAHETO Ha TAHLOB TeaThbp. [I0-10My ca mpencTaBeHn OCHOBHOTO CHABPKAHKE U
[JICTHUTE TOYKH HA ITIaBaTa:
1.McTopruuecko pa3BuTHE Ha KMUTalickaTa JUTEpaTypa, alaiTipaHa 3a TaHIIOB T€AThP

HcTopusita Ha KuTalcKara JIMTeparypa, aJjanTipaHa 3a TaHI[OB T€aTbp, MOXKE Ja
ce Mpocienu A0 Ha4aJIoTo Ha XX BEK, HO SIBJICHUETO HAaUCTHHA HABJIM3a B IIEPUOI HA
pasuBer B Hauyanoto Ha 80-te romuHu Ha XX Bek. [Ipe3 To3u mepuox kutaiickara
JAUTEepaTypa IMOCTENEHHO C€ MPEeBpbhIla BbB Ba)KEH H3TOYHMK Ha BIBXHOBEHHUE 3a
xopeorpadute Ha TaHoB Tearbp. C kpas Ha KynaTypHara peBOJIOIMS KUTAMCKUST
TaHIIOB T€AThp BHKJ1a Bb3MOXKHOCT 3a Bb3paxkaaHe. Ocobeno okono 1980 1., korato ce
0TOeIIsA3Ba CTOTOUIIIHUHATA OT poxaeHuero Ha Jly CroH, MolepHara JMreparypa ce
IPEBpBILIA BbB BAKHA TEMA 3a aJalTalluuTe Ha TaHLOBUS TeaTbp. KakTo ce ciomeHasa
B CTarusATa, MHOTO TaHLOBH JpaMH Ca aJalTUpPaHU OT KHUTalcKara Kiacudecka U

CBhBPEMEHHA JIUTEPATYPa, 0COOCHO OT MPOU3BEICHUATA HA ChBPEMEHHH MTUCATENIN KaTo
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Lu Xun, Ba Jin u Cao Yu. Cnc cBoUTE OBJIOOKH HIACOJOTHYECKH KOHOTALIUU U
YHUKQJIHHA Pa3MHUCIHU 32 OOLIECTBOTO TE3U JTUTEPATYPHHU MPOU3BEACHHS MPEIOCTABAT
Oorara TBOpUeCKa OCHOBA 32 TAHIIOBUS Te€aThP.

CpueTaBaHeTO Ha JlyXa Ha peajiu3Ma B CbBpEMEHHATa JUTEpaTypa U U3KYCTBOTO
Ha TaHLOBUS T€AThP HE CaMO pa3lIMpsiBa TBOPUECKUTE TEMU HA TAHI[OBUS T€AaThp, HO
U HachpuaBa pa3HOOOpPAa3sIBAaHETO HA XyJAOKECTBeHaTra (popMa Ha KUTAHCKHS TaHIIOB
TeaTbp. AJANTUpPANKU JIUTEPaTypHU MNPOU3BENCHMS, TAHLOBUAT TE€aTbp € HE CaMo
BB3IIPOU3BEKIAHE HA JUTEPATYpHATA KJIACUKA, HO U OTPAaXCHUE M BB3IPOU3BEKIAHE
Ha CcOLMajHaTa JCMCTBUTEIHOCT, Karo IMoJ4YepTaBa MHTErpaluara Ha peaju3Ma U
HallMOHAIHUS JyX.

2. JIBa eTamna Ha quTeparypHaTa aganTalys Ha TAHIIOBUS TEATbP

B nponeca Ha nuTeparypHa ajanTtaius Ha TaHIIOB TeaTbp CTaTHATAa CIIOMEHABA
nBa 3a0eNeKUTEeIIHN TBOpYecku erama. [IspBusr etan € ot 80-Te 10 HayanoTo Ha 90-Te
ronrHu Ha XX B. - IEPUOJ, B KOWTO JIMTEPATypPHUTE afalTaliy ca HACOYEHU INIABHO
KBbM OTpa3siBaHE U KPUTHKA Ha HalnoHamHuUTe kopeHu. [Ipoussenenusita Ha Jly Cron,
ba I3un u Ilao KO dyecTo ca amanTupanu B TaHIOBH JpaMH, KaTO TBOPUECKOTO
ChIBbpXKaHUE ce (POKycupa BbPXy IBIOOKHUS Pa3MUCHI BBPXY (eomanHara cuctemMa u
TPATUIIMOHHOTO MHUCJICHE.

Hanpuwmep ,,brarocnosus® na Jly Cron u ,,Mictunckara ucropus Ha Ax Ky* ca
MpEICTaBUTEHN ajganTanuu ot To3u nepuon. llanxaiickust 6anetr u LlenTpanuusr
Oaner ajganTupar ,,brarociaoBus’ B TaHIIOBA JpaMa, KaTo U3pa3sBaT TparudaHaTta chiaoa
Ha cecTpa CsHIMH U HeiiHaTa ABIOOKA COIMANIHA KPUTHKA Ype3 TAHI[OBH JTBUKCHHUS.
Upe3 penukareH AU3ailH Ha JBHXKEHMSTA U €MOI[MOHAJIHA €KCIIPECHsl Te3U TaHI[OBU
JpaMy HaOJIATaT HA KPUTUYHOTO MHUCJICHE 32 ()eOATHOTO OOIIECTBO U CHIIEBPEMEHHO
MOBUIIIABAT OCBEJOMEHOCTTA Ha IMyOJIMKaTa 3a PEaTHH COIMAIIHU MTPOOIeMHU.

Bropust etan 3anouBa ot kpast Ha 90-Te roquHu Ha XX BEK /10 HAIlM JHH, KOTaTo
TEMUTE Ha aJalTUPAHUTE MPOU3BEJNCHUS CTaBaT Mmo-pasHooOpasHu. [lo ToBa Bpeme
Ch3[JaBAaHETO Ha TAHLOB TeaTbp HE CE€ OrpaHMyaBa caMO JO KpHUTHKara Ha

HAallUOHAJIHUTE KOPCHU, a 3arovuBa Ja CC paslnpoCTUpa U BBbPXY PCBOJIOLNHMOHHATA
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WUCTOpHs, HALMOHAJIHUA IyX M peanHuss XKuBoT. Hampumep TaHUOBUTE ApaMu
,JdepBenara ckana“, ,KenezonbTHuTe mnaptuzaHu’ u ,llecenta Ha mponerra® ca
MOCBETEHU Ha TMOMYJSAPU3UPAHETO HA PEBOJIOLUMOHHUSA JIyX M IOKa3BaT CHUJIEH
HAI[MOHAJIEH yX U UCTOPUYECKA OTTOBOPHOCT.

3. mpeaCTaBUTENIHU CIy4Yau Ha aJanTalys Ha JUTepaTypHU MPOU3BEICHHS B TAHIIOBUS
Tearbp

Crarusta aHanu3upa NoApOoOHO HAKOIKO KIACHYECKH Cyyas Ha JIMUTEepaTypHU
MPOU3BEACHUS, aJlaiTUPAaHU 3a TAHIIOB TeaTbp, Karo ,,brmarocmosus‘, ,lctunckara
uctopust Ha Ax Kw*, ,IppmoreBuuna Oyps™ u ,,Jlom™. B ,,brmarocioBus® apadoko e
MOKa3aHO TOTUCHUYECTBOTO HA >KEHHWTE BHB (hE€OMAIIHOTO OOIIECTBO Upe3 oOpaza Ha
cHaxara CAHIUH, a aAaNTaTOPbT Ha TAHLOBUS TeaThp 3aCUJIBA €MOLMOHAIIHUS U3pa3 U
TICUXOJIOTHYECKOTO M300pakeHHe Ha TepOrHATa upe3 opmara Ha AyeTHHUS TaHII U T.H.
HyxoBausaT TpuyMp Ha A Kro e paskpurt B ,,JMictuackara uctopus Ha A Kio“, kosto
JOMBITHUTETHO OTpa3siBa KyJITypHaTa TujeMa Ha CTapoTo OOIIECTBO, Karo IMOKa3Ba
HETOBOTO OHEMSBAHE U HEYIOBJIETBOPEHOCT OT JEHCTBUTETHOCTTA Ype3 TAHIIOBUS
TeaTwbp.

PomansT ,,CemerictBoTo® Ha ba [[31H ChI110 MHOTOKpPATHO € aJlalTUPaH B TAHIIOBU
npamu. Exgma ot Ttanmosute npamu, ,,CMbpTTa Ha MuUHQpEHr, ¢ TIOCBETCHa Ha
MMOTHCHUYECTBOTO HA XCHHUTE BHB ()EONATHOTO OOIIECTBO M UpEe3 M3SAIIHU TaHI[OBH
JBWKCHUS TOKa3Ba TparuvHara chada Ha MUH(EHT, KOSITO B KpallHa CMETKa Ce
caMoyOuBa, 3a J]a U3pa3u ChIIPOTHBATA CU cpetly GeoqaTHuTe puTyanu u oopean. Tesu
TBOpPOM HE CaMO TOYHO BB3MPOU3BEKIAT OPUTHHATHUTE TMPOU3BEICHUS, HO U
moao0psiBAT BHU3YaTHOTO H3pa3sBaHEe Ha EMOIMHUTE HA TEPOUTEe 4Ype3 CICHHYHU
W3MBIHECHHS, Taka Y€ IBJIOOKO BKOPEHEHUTE €MOLMHM M COI[MajiHaTa KpUTUKA Ha
JTUTEepATypHUTE TPOU3BEACHHS J1a ObAAT KOHKPETHO MPEJCTAaBEHU Ha CIICHATA.

4. [Ipenu3BUKaTeICTBA U MHOBALMU IIPU aJAIITUPAHETO HA JINTEPATYPHU IPOU3BEICHUS
3a TAaHIOB TE€ATHP

[IpouiechT Ha ajanTupaHe Ha JUTEPATYPHU MPOU3BEACHUS 3a TAHIIOB TEaThp €

H3II'BJIHCH C IIPCAN3BHUKATCIICTBA, Hali-Beue 110 OTHOIIEHME Ha TOBAa Kak Jia CC IIPEBBPHEC
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CIIOKHOCTTa Ha JyMHUTE B HU3pa3uTelIHAaTa CHJIa Ha JBUXKeHUeTo. JluTeparypHuTte
MIPOU3Be/ICHUS] OOMKHOBEHO UMAT CJIOKHHU CIOKETH, 0OTaTh MCUXOJIOrMYECKU ONMUCAHUS
U Ib100KH MIC0JIOTUYECKH KOHOTAIIMH, JI0KaTO TAHLOBUAT T€aThp, KaTo (PU3HUECKO
U3KYyCTBO, TPYAHO MOXE Ja H3pa3d IbIOOKUTE 3HAUYCHUS Ha JIUTEPaTypHUTE
MPOM3BEACHHS 4pe3 MPOCTH ABMKeHUsA. ETo 3amo xopeorpadure u pexuchoOpHUTe
OOMKHOBEHO Tps0Ba Ja palMoOHAIN3UPAT CIOKETUTE Ha OPUTHHATHUTE MPOU3BEICHUS,
KOraTto T aJanTupar, Ja 3aras3siT OCHOBHUTE UM HJEH U Ja U3IO0JI3BAaT CUMBOJIUYHU
JBIOKEHUS U crieHorpadus, 3a 1a nonoOpsT pazdupaHeTo Ha myOiIuKaTa 3a eMOIIUUTE
Ha TepOoMUTe.

OcBeH TOBa MOBECTBOBAHMETO B TAHIIOBUS TEaThp CE pas3iinyaBa OT JMHEHHOTO
MMOBECTBOBAHUE B JIMTEpaTypaTa W TAHLOBUAT TeaThbp OOpbIIa MOBEYe BHUMAHUE Ha
M3pa3UTENHOCTTA Ha MPOCTPAHCTBOTO M CHMBOJIMKATA HA JIBUKEHUTA. Xopeorpadure
U pEeXUChOpUTE TPsAOBa Ja HaMepsAT OallaHC MEXIy CUEHHYHOTO NMPOCTPAHCTBO U
JBIDKEHHETO Ha TepouTe, 3a Ja OCUTYpST IUIABHOCT Ha pa3ka3a M ABIOOYMHA Ha
emonuuTe. CHEHUYHOTO OCBETIIEHHE, PEKBU3UTHT U CLEHOIpadusATa CBIIO WUIPAST
pemiaBamia pojis B TO3M Ipolec, KaTo Iomarar Ha IyOinukara jAa pa3depe mo-
MHTYUTUBHO €MOIIMOHAJIHUS U3pa3 Ha TaHILIOBUS Te€aThP.

Bompekn mnpeausBukarencTBaTa, MHOIO aJalTallid Ha TaHLOB Tearbp ca
HalpaBWJIM CMENM HOBOBBBEICHUS BBB (pOpMaTa, Karo CHIIEBPEMEHHO Ca 3alla3uif
Jyxa Ha opuruHaiHara TBopOa. Hampumep B aganrtanusTa Ha ,,brnarocnosus® Ha Jly
CroH xopeorpadbT 1 peXKUCHOPBT 3aCHIINXa KPUTUYHOTO pa3OupaHe Ha myOnMKaTa 3a
(beonanHuTe 00pENU U PUTYad, KaTO TBOPYECKH BU3yaJIH3Upaxa BHTPEIIHHS CBIT HA
cectpara Ha CsHINH U HeifHaTra Tparn4yHa chada. B amanramusta Ha ,,Ax Ko [[xpH
JkyaH™ u3pa3bT Ha TaHIOBara Jpama oOpbIla MOBeYe BHUMAHUE HA MPEICTABIHETO
Ha TCUXOJIOTHYECKOTO HUBO, a TAHIBT € TACHO MHTEIPUPAH C BHTPEIIHUTE JCHCTBHS
Ha TepoUTe, KOETO JONBIHMTEIHO 3a7bl1004aBa pazOMpaHETO HA ICUXUYECKOTO
ceeTosiHue Ha Ax Kro.

5. 3HaUEHUETO Ha aJaNTHPAHUTE TAHIIOBHU JJPAaMH 3a Ch3/IaBAaHETO HA KUTAWCKH TAHIIOBU

JIpamMu
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AgnanTanusra Ha KMTaiickaTa IUTepaTrypa BAbXHA HOBA KU3HEHOCT B Ch3/IaBAHETO
Ha KUTANCKUS TaHLOB Te€aTbp. AlanTUpalKu KJIacMYecKa U ChbBPEMEHHA JINTepaTypa,
TaHIIOBUAT T€aTbp HE caMO o0oraTsBa M3pa3HUTE CPENCTBA HAa KHUTANCKUS TaHIOB
TeaTbp, HO W 3aCUJIBA MJICOJIOTMYECKATa U COLMAIHATA ChIIHOCT HA TAHIIOBUS TEaThbp.
ConmanHara KpUTHKa U THJIOOYMHATA HA MUCBHIITA B JIUTEPATypHUTE MPOU3BEICHUS CE
npenasar upe3 ¢popmara Ha TAHIIOBHS TeaTbp, TaKa ue 3pUTENIHUTE JIa MOTaT Ja YCETAT
UJCOJIOTMYECKUS IIOK OT JIMTEpaTypHUTE MPOU3BEACHMS, NOKATO IJIEAaT TaHUOBUS
TeaThbp.

Te3n ajanTUpaHu TaHIOBH JApPaMHM HAChpuaBaT M MHTEPHALMOHAJIM3ALMATA Ha
KUTaWCKUTE TAaHIIOBH ApaMH. MHOIo KUTaluCKH JINTEpAaTypPHU NPOU3BEIAECHUS CaMU 110
cebe cu UMar HIMPOKO MEXAYHAPOJHO BIHUSHUE, a Ype3 aJalTUPAHETO HA TaHIIOBUSA
TeaTbp TE3W MPOM3BEICHUSI MOTAT J1a OBJAT MPEACTAaBEHN HAa MEXKIyHapoaHaTa CIleHa
ype3 CIEHUYHU H3IBIHEHHUS, KOETO HachpyaBa INIOOAJHOTO pa3NpoCTpaHEeHHE Ha
KUTalcKaTa KyjiTypa.

AnanTanusTra Ha KUTaWCKa JIMTeparypa B TAHIIOB TeaThp € BakHAa HACOKa Ha
pa3BUTHE B CH3JABAHETO HA KUTANCKHS TAHIIOB T€ATHP. TO3M MPOLIEC € €THOBPEMEHHO
MOYUT KBbM JINTEpATypHATA KJIACHKA M OTPAKEHHE HA COLMAIHATa JEHCTBUTEIIHOCT.
Upe3 amanramnusaTa Xxopeorpadure W POKHCHOPUTE MPEBPBINAT ABIOOKUTE MUCITH U
OoraruTte eMOIIMH B JIUTEparypaTa BbB (PU3NUECKH M3pa3H HA CIieHATa, IPEBPBIIANKY
TAHIIOBUS Tearhp BBHB (QopMa Ha H3KYCTBO, CIOCOOHA Ja TIpeHacs WJICH.
CehlieBpeMEHHO JIMTepaTypHaTa ajanTaiys Ha TaHIOBUS TeaTbp HachpyaBa
TUBEpCHPUKAIUATA U MEXIYHAPOAHOTO PA3BUTHE HA KUTANCKUS TAHIIOB TEATHP U CE
MPEBPBHIIA BbB BaXKHA YaCT OT KUTAHCKOTO TAHLOBO TEATPAIHO U3KYCTBO.

B 3axirouenue, KuTalickara JIMTeparypHa aJanTalus Ha TAHIIOBUS TeaTbp HE CaMO
o0oraTi TBOPYECKOTO CHABbpPKAHWE HA KUTAWCKUS TAHIIOB TEaThp, HO CHIINO TaKa
MOBUIIM KYITypHUS OTTEHBK U ABIOOYMHATA HA MHCHITA HA TAHIOBHUS TEaThp,
NPENOCTABANKA HOBU BB3MOXHOCTU M aPTUCTUYHO MPOCTPAHCTBO 34 PA3BUTHETO HA
KUTANCKUS TAHLIOB TE€AThD.

I'nasa 3.
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Xopeorpapcku crparerud npu ajanTupaHe HAa KHTANCKU JHMTEPATypHH
NPOM3BeICHUA B TAHIIOBH IIOCTAHOBKHU

B riaBa 3 ce pasmiexxaar cienupuyHUTe XOpeorpadcKu cTpaTeruy U TEOPETHUHU
paMKH, M3MOJI3BaHU B IIpolieca Ha aJalTUPAHE Ha JUTEPaTypHU NPOU3BEIEHUS KbM
TAHIOB TE€AThP - OT U300pa3sIBAHETO HA TE€POUTE, U3BINYAHETO U PEKOHCTPYUPAHETO HA
CIOKETH, M3Pa3IBAHETO HA €MOLMM M CUMBOJMYHMS IU3alH 10 HU3IO0JI3BAHETO HA
TAQHIOBUS €3MK, KaTO C€ aHajJIM3Mpa Kak Xopeorpagure U peKHUChOPUTE MOTaT Jaa
OCBUIECTBAT MEKIyMeInitHaTa TpaHChopMaLys MEX Iy JTUTEPATyPHU IIPOU3BEACHUS U
TaHLIOB T€AThpP YPE3 TE3U CPEICTBA.

1. or nuTeparypara KbM TAaHIIOBHA TeaTbp: XYIOXKECTBEHH CTPATETHH Ha

xopeorpadusra

Kpoc-menuiiHara aganranus Ha TUTEPATYpHU NPOU3BEICHUS U TAHIIOB TEATHP €
CIOKEH MpOLEC Ha XyHAOKECTBEHO TBOPYECTBO, BKJIIOYBAIL PEUHTEPIPETALUA U
BU3YyaJIHO MPEACTAaBAHEC HAa TCKCTOBC. B cratusara ce H3TBKBA, Y€ IIPU aJAlITUPAHCTO Ha
JUTEpaTypHO MPOM3BEICHNE KbM TaHIIOB TeaTbp I'bpBaTa CThIKA € Jla ce pa3zdepar u
CXBaHAT XapaKTCPBHT, PaA3BUTUCTO Ha CHOXKCTA U I['I)J'I6OKI/ITG AYXOBHU KOHOTAllMK Ha
OpUIrMnHaJIHUSA TCKCT. Tasu cThIIKA € CBbp3aHa HEC CaMO C YBAXKCHHCTO KbM
OpUTMHaJIHaTa TBOpOa, HO M C TOBa KakK Ja ce MpPEICTaBAT OCHOBHUTE HUAECH Ha
OpUTHHAJHATA TBOpOA B YHUKAJIHATA XYIOKECTBEHA (DOpMa Ha TAHIIOBUS TEAThP.

Xopeorpadure 4yecTo BB3IPUEMAT ABE CTPATETHH B POIIECa Ha aIalTallHsL: IEPBO,
,J00aBIHE W HW3TPHBAHE , T.. NMPH YCIOBHE, Y€ CE€ 3a4uTa OCHOBHHAT IyX Ha
OPUTMHAJIHOTO MPOU3BCACHUC, OPUTMHAJIHOTO IMPOU3BCACHUC IIIC 61:,[[6 HU3TPUTO, KATO
CC NpeMaxHaT 4aCTUTC, KOUTO HC CbOTBCTCTBAT Ha q)opMaTa Ha TaHIIOBUSA TCATHpP, U CC
3ama3siT OCHOBHHUTE repor M croxkeT. OCBEH ToBa € HEOOXOAMMO Ja ce J00aBAT U
pa3MUpPAT HAKOM E€JIEMEHTH OT OPUTMHAJIHOTO IPOU3BEIACHUE, 34 J1a OTroBapAT IO-
no0pe Ha HYXIUTe HAa BHU3YaJHOTO IpeACTaBsiHE Ha cleHara. Xopeorpadsr U
PEXKUCBOPBT IMPOSABSIBAT CUJIHA HMHUIMATHBA B TO3M IIPOLEC M YPE3 TBOPUECKO
aJlaliTUpaHe Ha CTPYKTypara M CIOKETa TaHLOBara JpaMa 3alas3Ba ChpLEBUHAaTa Ha

OpUIHHaJIHAaTa TBOp6a, KaTO ChHICBPEMCHHO ITOKa3Ba YHUKAJICH XYAOKCCTBCH CTHJI HA
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TaHIa.

2. YcbBBpIIEHCTBaHE U O(OpMsHE Ha TepouTe: TpaHc(opMaius OT CHUMBOJ B
obpa3

OOpa3bT Ha MepcoHa)xa € eJUH OT Hail-BaKHUTE U3Pa3HU €JIEMEHTU B TaHLOBHS
tearbp. Kato ¢opma Ha u3KycTBO, KOSITO pa3yMTa Ha €3MKa Ha TSUIOTO 32 U3pa3siBaHe, B
CpPaBHEHHUE C MUCMEHUS pa3Ka3 Ha JIMTEPaTypHUTE MPOU3BEACHUS, ICUXOIOIMUECKUTE
JNEMHOCTH W eMOLMMTE Ha repouTe TpsOBa Ja ObJAT NMpEICTaBEHH 4pe3 TAHLIOBU
IBWKEHUsT M u3paxeHus. ETo 3amo B mpoumeca Ha ajantanus I[IbPBOTO
IPEAN3BUKATEINICTBO, MPeJl KOETO Ce U3MPaBAT XOpeorpadure U peKUCbOPUTE, € KaK J1a
IIpeBbpHAT 00pa3uTe Ha repoUTe, OMMCAHU UPE3 CUMBOJIMYEH €3UK B JINTEPATy pHUTE
IIPOU3BE/ICHN, BbB BU3yaJIHU M TPUU3MEPHU 00pa3yu Ha CIIEHATA.

Xopeorpadgst U pexucbop Jlu UeHrcsH BenHBXK W3ThKHA, Y€ ChpLEBHHATa Ha
TAHI[OBUS TEATHDP C€ KPUE B Ch3ABAHETO HA OTVIMYUTEIIHU U SIPKU NIepcoHaxu. B To3n
npouec xopeorpad@bT MbpPBO TpsOBa na Mperjiena U yChbBBPUIEHCTBA TI'EPOUTE B
JUTEpaTypHUTE TPOMU3BENCHHUSA, Karo IOJYepTae OHE3HM TIepou, KOUTO ca
,,TAHIyBaJHU* Ha CIIEHaTa, KOUTO Y€CTO UMAT OOrar BbTPEIICH CBAT U €MOLMOHAIIHU
Kose0aHusl W Morar Ja ObJaT spKO HM3pa3eHu uype3 e3uka Ha TaHma. Hampumep B
amanTanusTa Ha ,,bmarocnoBus” Ha Jly CroH TparmuyHara cpa0a Ha chIpyrara Ha
CsnnuH e nokasaHa oz (popmara Ha TyeTeH TaHIl, B KOMTO JIBMKESHUATA HA TAHIIbOPUTE
TOYHO M3pa3sBaT BbTpENIHATa i 0oJKka u 0opOa, u Tasu ,,rpaHchopMalis Ha oOpaza“ e
HE CaMo BsIpHA Ha JyXa Ha JIUTepaTypHOTO IPOU3BEACHHE, HO U TOITBIHUTEIHO 3aCUiIBa
BU3YAJTHOTO BB3CHCTBHE HAa 00pa3uTe Ha FEpOUTe Upe3 ClieHnyHara (hopma.

[To-HaraThk B TeKcTa ce OOCHKIAa Kak Ja Ce Ch3/laBaT TUIIMYHU MEPCOHAKU B
TaHIoBUA TeaTbp. Hikora ban3ak e mocouns, 4ye THIUYHHUAT IEpCOHaX € BUA o0pa3 Ha
reposs ¢ MHIMBUAyaJHa YHUKAJIHOCT M CBHIIEBPEMEHHO C MIMpOKa 0O
XapakTepucTuka. B amanTanusra Ha TaHIOBaTa JpaMa XopeorpadbT U peKUCHOPBT
3aCUJIBAT TUIMYHUS XapaKTep Ha TepouTe, 3a Ja UM MPUAaJaT CUMBOIMYHO 3HAUCHUE.
Hanpumep B Tannosara npama ,,CbHAT Ha UepBeHara kamepa™ ,,cnaboctra“ Ha [laitto

€ IIOKa3aHa 4Ype€3 JICKUTEC CTBIIKHU, OaBHUTE JABUIKCHUA U ThKHUTC U3PAXKCHHUA B TaHILIA.
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ToBa TUIIMYHO TpeTHpaHE MO3BOJABA HA MyOnIHMKaTa ObP30 Ja HACHTU(UILINPA YEPTHTE
Ha Xapakrepa Ha Jlaiito ¥ 10 TO3M Ha4MH J]a ©UMa €MOLIMOHAJIEH PEe30HAHC C HelHaTa
chaba. 3.

3. M3non3BaHe HAa TAaHIIOBHS €3UK: OCHOBHO CPEAICTBO 32 M3pa3siBaHE Ha eMOLIUUTE

TaHIIOBUAT €3UK, KATO OCHOBHO M3pa3HO CPE/ICTBO HA TAHIIOBUA Tearhbp, Moema
(GyHKIIMUTE Ha pa3ka3BaHe, IpeJaBaHe Ha eMOoLMK U opopMsiHe Ha XapakTtepH. B Tekcra
ce M3ThbKBa, Y€ KOrato xopeorpadure MpOEKTUpAT TAHIOBH JBUKECHHS, TE€ HE Camo
TpsIOBa /1a ce YBEpAT, Ye Te3U JBUKCHHS Ca B ChOTBETCTBUE C MEPCOHAXKA, HO U Ja
3aCHJIAT M3PAa3UTETHOCTTa Ha o0pa3a Ha Teposi Ype3 HMHOBAaTUBEH TAHIIOB €3HK.
TanuoBuTe IBMXKEHUS ca MHTYUTUBHU U AUHAMMYHU U MOTaT JUPEKTHO J1a JIOKOCHAT
eMouuuTe Ha myOnukara. ETo 3amo0 TaHLIOBUSAT €3UK YECTO € MO-3apasuTesieH U
PE30HUPAIT OT MUCMECHHUS €3HK.

Hampumep B amantanusra Ha ,,CupakbT Ha Ykao“ BbTpemHara Oopba u
PEIIUTCIHOCT HA YtH MH ca noka3zaHu 4Ype€3 TBbPAUTC MYy ABUKCHUS, 4 BCIKA CTBIIKA,
CKOK ¥ TBHpPKAJITHE Ha TaHIbOpa IpEIaBaT BBTPEIIHATAa OOJKa W YYBCTBOTO 3a
OTTOBOPHOCT Ha repos. OT apyra cTpaHa, KOHQPOHTAIMITA MEX]Yy BOWHHIIUTE H
cemeiicTBo Uxao n3passiBa OUTKaTa MEKIy )KUBOTA U CMBPTTA Ype3 CONIbChKA HA €3UKa
Ha TsUI0TO. Upe3 ToBa CHMIIHO TAHIOBO M3ITBJIHEHHE IyOIHMKaTa MOXE Ja yCeTH
HaIpeXeHUETO Ha JpaMaTHYHUS KOH(IUKT U KOJIeOaHUATA HAa EMOLIUUTE.

4. V3BnuyaHe W PEKOHCTPYHMPAHE HA CIOKETA: MPEACTABIHE HA JPAMATHUIHUS
KOH(IUKT

B nporeca Ha agantupaHe Ha JIUTEPATYPHO MPOU3BEACHUE KBM TAHIIOB T€AThP
HAYMHBT Ha TOAOOP M PEKOHCTPYKIHMSI Ha CIOKETa € KIIOYOB BBIIPOC, C KOWTO
xopeorpadsT TpsOBa aa ce cOmbcka. [lopamy cpaBHUTETHO OTpaHUYECHUTE HAPATUBHU
BB3MOKHOCTH Ha TAHIIOBHUS TeaThp Xopeorpadute yecto TpsiOBa Aa M3BIEKAT Haii-
JpaMaTHYHUS ¥ EMOIIMOHAIHO BB3/CHCTBAI] OCHOBEH CHOKET OT JIMTEPATypHOTO
MIPOU3BEJICHUE U CHIICBPEMEHHO J1a OMPOCTAT WM 3aJIUYaT BTOPOCTEIICHHUTE CIOXKETH
U TepOoM, 3a JIa TapaHTUPAT, Y€ CTPYKTypaTa Ha TaHI[OBHsI T€aThp € KpaTKa U sSCHA.

Karo ce B3eme 3a mpumep amantanusTa Ha ,,I ppMoTeBUYHA Oyps‘‘, B TeKCTa ce
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aHaJIM3Upa KaK [IecTTe afanTaiuuu ce Gpokycupar Bbpxy koHpukra mexay Jxoy [Tun
u ApTemMu3uss W ToAYEpTaBaT MHTCH3MBHOCTTA HA JPaMaTHYHUSA KOH(MIMKT 4pe3
paloHanu3MpaHe Ha TePOUTE U CIOMKETUTE OT opurnHaiHara TBopba. [logoben Haunn
Ha MpelM3UpaHe Ha CIOKETa HE CaMO 3ama3Ba OCHOBHATA HJES Ha JUTEPATypHOTO
NPOU3BEICHUE, HO M 3aCHiIBa JPAMATUYHOTO HANpPEKEHHWE Ype3 CLEHUYHOTO
u3nbiaHeHne. OCBEH TOBa MpH aJanTalusTa Ha TaKOBa CJIOXKHO JIUTEPATypHO
npou3BefieHHe KaTo ,,ChHAT Ha YepBEeHaTa Kamapa“ eMOIMOHAIHUAT KOHPIUKT CHIIO
ce mpuema 3a (poKyc Ha MpeNCTaBICHUETO Ha TAHIIOBUS TeaThp 4Upe3 3ajJHYaBaHE Ha
HEHYXHUTE TE€pOM M TOJACIOKETH, KOETO IIpaBU LSUIOTO IIPOM3BEICHUE IIO-
KOHIICHTPUPAHO U IIPUATHO 3a IVIEJJaHE HA CLEHATA.

5. EMonmoHanHa excupecus 1 CUMBOJIMYEH JU3aliH: OT BbTPEIIHA KbM BBHIIHA
eKcTpecust

CpIIHOCTTAa HA TAHLIOBHS TEaTbp CE€ KpPUE B M3pa3siBAHETO M H3JIaraHETO Ha
E€MOIIMUTE U B TEKCTa CE€ IMOCOYBa, Y€ XOopeorpadure W PEeXUCHOPHUTE TOMarar Ha
nmyoJMKara Jia pazoepe BBTPEIIHUS CBIAT U €eMOIMOHATHUTE KOJICOaHUsI HA TEPOUTE B
TO3H TIPOLIEC YPE3 TAHIIOBHS €3UK, MUMHUKHUTE, CIICHOTpadusiTa M peKBU3UTA, ChUCTAaHU
C EMOIIMOHAJHUTE HAacCOKUM Ha Mys3ukara. Hanpumep B cuenara ,,Jlaiito morpe0sa
uBeTs B,,ChH 32 uepBeHaTa cTas" ACIMKATHOTO U3ITBIHCHUE Ha TAHIILOPUTE U3pa3siBa
cKkpBOTa 1 6e3noMornHoCcTTa Ha Jlaifro mpen chabdara upe3 KpaCHBH TAHIIOBU CTHIIKHU U
JBUKEHUS, a TIaJJaHEeTO Ha LIBETHH JINCTEHIIA Ha CIIEHaTa, MPOMsHATa Ha OCBETJICHUETO
U €XOTO Ha My3MKaTa 3aelHO H3rpa)xJaT Ta3u THhKHA CLEHA M H3Pa3sIiBAHETO Ha
€MOIIMUTE € JOBEJEHO /10 KyJIMUHAIIMS.

B nombnHeHMe KbM AUPEKTHOTO U3pa3sBaHE HA EMOIMUTE, B TEKCTA C€ pa3Iiiexkaa
U Kak XopeorpadbT 3acuiiBa HU3pa3siBAaHETO Ha EMOLMHUTE YpPe3 CHMBOJIMYHO U
emOneMatnuHo oopmieHue. B ,HepBenust (enep BUCH BUCOKO* YEpPBEHUSAT QeHED
CIy»U Karo CHUMBOJ Ha MOTHCKaHETO Ha cBoOomara Ha >KEHUTE OT CTpaHa Ha
(heonamHOTO CEMEMCTBO B Isu1aTa nueca. Upes To3M CHMBOJIMYEH TU3aiH CIIEHAPUCTHT -
PEXKUCHOP YCIIEIIHO MpeaBa TemMara 3a HOTUCHUYECTBOTO Ha MBb)KETE B OpPUTMHAJIHATA

TBOpOa. B amantammsara Ha ,Jlerennga 3a Osutata 3Mus TaHIOBUTE JBHOKCHHSI Ha
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3eneHara 3MMs IOJy4yaBaT IIOBEYe CHMBOJIMKA. OMarbocBalMTe M YCyKBallld c€
JIBIDKEHHSI HAa TEPOMHSITAa CUMBOJIM3UPAT CUIIHOTO M kelaHue U Oopbata ¥ 3a J1r000B,
KaTo 10 TO3M HAUMH 3aCHJIBAT CJIOXKHOCTTA Ha 00pasa.

6. u300p Ha CTPYKTypa Ha TAHILIOBUS T€aThp U MOBECTBOBATEIHU TEXHUKHU

HapatuBHata cTpykTypa Ha JUTepaTypHHUTE NPOU3BEACHHUS € CIIOXKHA, JOKaTO
¢opMmara Ha mpejcTaBsiHE Ha TAHIOBAara Jpama M3MCKBAa MO-ONPOCTEHO M BU3YaJIHO
IIOBECTBOBAaHUE, Taka Y€ XxopeorpadbT M pEXUCHOPBT TpsiOBa Ja NpepaboTAT
CTPYKTypaTa Ha TaHIIOBaTa jJpama IpH HeliHara ajantanus. Kakto e cmomeHarto B
TEKCTa, TpaJAULIMOHHATA JIMHEHA MTOBECTBOBATENHA CTPYKTypa U IICHUXOJOTMYecKaTa
CTPYKTypa ca JiBa pa3lpOCTPAHEHU HAYMHA 3a IPOEKTUPAHE Ha CTPYKTypara Ha
TaHIIOBHS TeaThp. JIMHEITHaTa MOBECTBOBATEIHA CTPYKTypa HabJIsira Ha HepapxusaTa Ha
CIOKETa W pas3rpbUIAHETO Ha JApaMaTUYHU KOHQUIMKTH, KaTO HampuMep TaHIloBaTa
Bepcus Ha ,,CbH 3a YepBeHATa CTas ", KOATO MPEACTABS Pa3BUTHETO HA UCTOPUSATA UPE3
TpaeKkropusaTa Ha u3pactBaHe Ha /[lairo. llcuxonornueckara cTpykrypa, OT Jpyra
cTpaHa, ce (poKycupa BBPXY NPOMEHUTE BbB BBTPEIIHHSA CBSIT Ha IE€POUTE, Karo
pazyyIiBa OrpaHUYEHUATA HA BPEMETO U IPOCTPAHCTBOTO U MPEACTABS €eMOLIMOHAIHUTE
U [ICUXOJIOTMYECKUTE JIEHHOCTHU Ha F'epOUTE Ype3 ChHUILATa U crioMeHuTe. Hampumep
B ,,HeyBsaxBammre BB3AYyIIHM BBIHHU BBTPEIIHUTE JIEWHOCTH W E€MOLMOHAIHUTE
KOH(JIMKTH Ha TEPOUTE Ca MPEICTABEHHU IO-ACIUKATHO Ype3 CIOKHUTE U MPETUICTCHU
IIOBECTBOBATEJIHM TEXHUKM Ha IICUXOJOIMSATa Ha TIE€pPOMTE M Ha BPEMETO U
IPOCTPAHCTBOTO.

B 3akmioueHue, mmaBa 3 HU IOKa3Ba CIIOKHHUS IPOLIEC HA aJalTUpPAaHE Ha
JUTEPATypHO MIPOU3BEACHUE KbM TaHI[OB TEATHpP Ype3 OAPOOHHU Ka3yCH U TEOPETUUHU
IMcKycu. Xopeorpadure M peKUChOPUTE YCIEUIHO TpaHCHOpMUpPAT EMOLMHUTE,
UJEUTE U KYJITYpHUTE KOHOTAIMM Ha JINTEPATypHUTE IPOU3BENCHUS B CLEHUYHO
U3KYCTBO UpE3 XapaKTepU3UPAHE, PELU3UPAHE HA CIOXKETA, U3II0I3BAHE HA TAHIIOBUS
€3MK M CHUMBOJMYEH Ju3aifiH. Xopeorpagute TpsbOBa Aa cyOauMMHpar TyXOBHHUTE
KOHOTAllUM HAa JINTEpaTypHUTE TBOpPOM B H3KYCTBOTO Ha TAHIIOBUS Tearbp upe3

HWHOBATHBCH TAaHIOB €3MK U CHCHUYHO MU3IIBJIHCHHEC HAa OCHOBATA HA YBAKCHHUC KHM
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OpPUTHMHAJIHUTE TBOPOM, MOCTABAWKH CHJIEH EMOLMOHAJEH pPE30HAaHC W BHU3yajHa
Hacaja Ha myOsiukara. M3cinenBaHeTo B Ta3M IVaBa MPEA0CTaBs TEOPETHYHA OCHOBA U
MIPAKTUYECKH HACOKH 3a OBACIIO XOpeorpadCcKo TBOPYECTBO U € OT TOJISIMO 3HAYCHHE
3a  TO0-33IBI00YEHOTO pa3dupaHe Ha KPOCMEOUIHOTO TBOPUYECTBO  MEKIY
JaUTepaTypara u TaHI[OBUS Te€aThbp.

I'nasa 4.

CbhabpxaHue, CTOMHOCT M NPeNOPbKH NPH aJaNTHPaHe Ha KHUTAMCKH
JIMTEPATYPHH NPOU3BeIeHNS B TAHIIOB TeaThbp

B mmaBa 4 ce pasmiexgar KOHOTalusTa, CTOMHOCTTAa M IPEAJIOKEHUSITA 3a
pa3BUTHUE HA aIaITUPAHETO HA KUTAMCKY JIUTEPaTypHU MPOU3BEICHUS B TAHLIOB TEAThP.
B mnaBara ce ananu3upa Kak JUTepaTypara MOXe Jia ce pa3lpoCTpaHsBa B Pa3InYHU
Meauu upe3 popMara Ha TAHIIOB TeaThp, 00OTaTsIBa MHOTOOPOMHUTE M MHTEPIPETAIIUN
W 3acuiiBa WJCOJIOTUYECKUS TOH Ha TaHLOBUS TeaTbp. OCBEH TOBa ce u3jIarar u
MpeUIOKEHNUs 3a OBCIIOTO pa3BUTHE HA KUTAMCKUS JINTEPATYPEH TaHIIOB T€ATHP.

1. ochbluecTBiBaHE Ha KpPOCMEIMWHO pa3lpOCTpPAHEHUE Ha JUTEPaTypHU
MIPOU3BENCHUS

Jluteparypara, KaTo Ba)X€H HOCHUTENI Ha KYJITYpHOTO pa3npOoCTpaHEHHE,
I'bPBOHAYAJIHO € 3aBUCENla OT XapTUEHMs] HOCUTEN, HO C HampeabKa Ha MAaCcOBUTE
KOMYHHUKAIIUU BIUSHUETO Ha XapTUEHHsI HOCUTEN MOCTENeHHO OoTciaabBa. Upes e3uka
Ha TAJIOTO, BHU3YaJHUTE €JIEMEHTHM W My3MKara TaHLOBMAT TeaTbp 3acuiBa
KOMyHHUKAal[MOHHAaTa CWJa Ha JIUTEPaTypHUTE MPOU3BEIACHUS KAaTO HOB BHUJ
KOMYyHUKalus. AnanTtanusaTa Ha TaHIOBHS T€aTbp HE € MPOCTO BB3IIPOU3BEXKIAHE Ha
TEKCTa, & CI'bCTABAHE U MPECh3aBaHEe Ha JIMTEPATypHOTO ChIAbp)KAHUE Ype3 TaHI] U
CIICHHMYHO M3I'BJIHEHHUE, KaTo MO TO3M HAa4YMH Ce J[aBa Bh3MOKHOCT Ha IyOJIMKara Ja
IIOYYBCTBAa MUCJIMTE U EMOLIMMTE HA OPUTHHAJIA YPE3 APYTO BU3YaATHO IIPEKUBSIBAHE.

Bonenn oT cBBpEeMEHHHUTE TEXHOJIOTMM, METOAMTE 3a pa3lpOCTpaHEHHE Ha
TAHI[OBUS TeaTbp MOCTENEHHO Ce Pa3HOO00pa3sBaT, KaTO HAlpUMEp H3MOJI3BAHETO Ha
TEXHOJIOTHATa 3a M3IbuBaHEe Ha XuBo ,4K+5G*“ u mmardpopmurte 3a Kparku

BUJICOKIIMIIOBE, KOUTO IIO3BOJIABAT HA TAHIOBHUA TCATbp Ada JOCTUIHC JO ITO-IIHPOKA
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ayIuToOpus Ype3 pa3nuuHu kaHaiau. OcBeH ToBa noakpernara Ha Hanmonanuus Goup 3a
W3KYCTBO W BHHMAaHHETO Ha BapHETETHUTE TpeAaBaHUs €(EKTUBHO YBEITHYHMXa
MOMYJISIPHOCTTA Ha TaHI[OBHUTE JApaMU U MHTepeca Ha MyOJIKara.

2. oborarsBaHe Ha MHOTOOpDOMHHMTE WHTEpHpEeTAllM U CYOTUMHUpaHE Ha
[EHHOCTUTE Ha JINTEPATyPHUTE MPOU3BEICHUS

Knacuyeckure nutepaTypHH MPOM3BENEHUS UMAT ABIOOK KYITypeH OTTEHBK W
UJCOJOTHYEeCKa CTOWHOCT, a 4pe3 aJanTaiusra Ha TaHIOBUS TeaTbp Te3U
NPOW3BEACHHUS  MpHAOOMXa HOBM THIKYBaHHMS U  obOscHeHus. Hampumep
,biarocnoBus u ,,Mictunckara uctopust Ha Ax Kro* Ha JIy CroH ca npecb3naieHu upe3
TaHIIOB Te€aTbp, KOMTO HE CaMO 3ara3Ba JyXa Ha OPUTMHAJIHUTE MPOU3BEACHUS, HO U
3a1b004aBa 00pa3a Ha TepouTe M E€MOIMOHATIHMS H3pa3 ype3 e3uka Ha TSIIoTO,
oborarsBaiiku MHOTOOPOWHHUTE UHTEPITPETAIIMN HA TTPOU3BEICHHSATA.

Knacuduupanero Ha nuteparypHUTE NPOM3BENEHUS 3aBUCHM HE CaMoO OT
BBTPEIIHOTO UM KauyeCTBO, HO M3MCKBA W IIMPOKO PA3MPOCTPAHCHUE U MHOTOOPONHU
HWHTEpIpeTanuu. Afanrtaiusara Ha TaHIIOBUS TeaThp MpeaocTaBs HOBa muiatghopma 3a
MOKa3BaHE Ha TE3M JIMUTEPATypHHU KIACUKH, KaTO MM TPHJIaBa HOBU KYITYpHU H
Xy[IOKECTBEHH CTOMHOCTH Ha clieHaTa. B CBIIOTO BpeMe BIMSHHUETO HA TE3U
JUTEPATypHU KJIACHKU C€ pas3lIMpsiBa JOMBJIHUTEIHO 4Ype3 MHOTOOpOWHUTE
WHTEPIPETALNH U aJaNTAI[MU HA IPOU3BEACHHITA OT pa3IMuHU Xopeorpadu 1 TaHI[OBH
EKUIIN.

3. YkpenBaHe Ha ,,uICOJIOTUYECKUS " CTHIJI Ha TAHIIOBUSI T€ATHP

,,/I3pa3bT* Ha TaHIIOBHS TEATHP € B OCHOBATA HA XY/IOKECTBEHOTO MY U3pa3siBaHE.
Xopeorpadure U peKUCHLOPUTE MpPeAaBaT MUCIUTE M €MOIMUTE Ha MPOU3BEICHUSITA
ype3 e3MKa Ha TSAI0TO, My3HKaTa, ciieHorpadusTa u Apyru cpenctsa. B cpaBHeHue c
MPEIU3HOCTTa Ha MHUCMEHUS €3WK, TaHIOBUST €3UK € TM0-a0CTpakTeH, 3aToBa
CIOKETHOTO O(hOpMIICHHE HAa TAHIIOBUS TeaThp TPsAOBA a ObAe MPOCTO U UHTYUTHBHO,
3a Ja MOXe IMyOnMKara Ja YCeTH €MOIHMHTE M BBTPELIHHS CBSAT Ha TE€POUTE 4Ype3
JIBUKCHUSATA.

B’prCKI/I TOBa a6CTpaKTHI/IHT XApaKTCp Ha C€3MKa Ha TAJIOTO HOCH H
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Mpeau3BUKATENICTBA TPU U3passBaHeTo. [lopanu Tasu nmpuunHa xopeorpadure TpsioBa
Jla ce ChCPEIoTOoUAT BhpXy OaslaHca MEX/1y CIOKETa M EMOLMUTE B TBOPUYECKHS ITPOLIEC
W Ja u30ArBar Ja pasyuTarT MpPEeKaJeHO MHOI0 Ha I[IOKAa3BAHETO HA YMEHMS.
OnpocTsBaiiki pas3kasza, xopeorpadgure Morar Aa ce ChCpPeJOTOYaT MOBEYE BBPXY
IpelaBaHeTO Ha €MOLIMUTE, Taka 4Ye TaHLoBaTa JpaMa Ja Objle He CaMO BU3YalHO
YAOBOJICTBUE, HO U CPEACTBO 3a EMOLIMOHAJIEH PE30HAHC.

4. NHOBATHUBEH BT HA XOpeorpadusra B TAHIIOBUS TeaTbp

Koraro apmanTtupar mnuTepaTypHU TpPOU3BEAEHUS, XOopeorpagure IOHSIKOra
BB3IPUEMAT HETPAJULIMOHHYU [I0BECTBOBATEIHU CTPYKTYPH, KaTO HAIIPUMED IBUKCHHE
WM CTPYKTYpa Ha [NIaBUTE, 3a Ja [TOKaXar [10-100pe BbTPELIHMS CBAT Ha repoute. Upes
TE3M HOBAaTOPCKH CTPYKTYpH Xopeorpausra pas3uylnBa OrpaHMYECHHUATA Ha
TPaJAMLIMOHHOTO JIMHEITHO MOBECTBOBAHUE U 3aCHJIBA I'bBKABOCTTa MU OTKPUTOCTTA Ha
U3pa3sBaHETo.

WNnoBanuuTe B €31Ka Ha TAHIIOBUTE JBM)KEHHUS Ca BayKHA [TOCOKA 32 U3CJIEABAHE OT
CTpaHa Ha Xopeorpagure B TaHILIOBUS TeaTbp. Upe3 odOpMIHETO HAa E€MOLUHTE,
MUCJIUTE M JHMYHOCTTa Ha TIepoutTe xopeorpadure U pPeXUCHOPUTE H3MOJI3BAT
JIBIDKEHHSITA Ha TSUTOTO, 32 J1a HABJIA3aT ABJIOOKO BB BETPEUIHHUS CBST HA IIEPCOHAKHUTE.
Hanpumep tanmosure apamu ,HYepBeHo copro‘ u ,,3eJ1€HH IpeXu‘‘ MOKa3BaT CIOKHUTE
€MOLIMOHAJIHY K0JIe0aHUs U NICUXOJOTNYECKUTE IPOMEHU HAa FEPOUTE UPE3 JEIUKATHO
IPOEKTUPAHE Ha JBM)KEHUATA, KOETO JOITBIHUTEIHO 3aCUJIBAa €KCIPECUBHATAa CHUJIa Ha
TaHILIOBAaTa JpaMa.

5. TenpeHuuss B pa3BUTUETO Ha KHUTAWCKara JIUTEparypa, aJalnTUpaHa KbM
TaHIIOBUS T€AThp, U NMPEITIOKEHUS

KuraiickusaT TaHLIOB TeaTbp ce HaMupa BbB BaXKCH Ilepuoi Ha passButue. llpu
Ch3/1aBaHETO HA CBBPEMEHHM TAHIIOBH JpaMH ce oOpblla I[OBeYe BHUMAaHHME Ha
JIeTUKaTHOTO M300pa3sBaHE Ha XapakTepa W IICUXOJIOrMATa, KaTo Ce€ CKbCsABA
JTMCTAHLUATA MEXJy TaHIlOBaTa JpaMa M myOnukara. Xopeorpadure Ha TaHIOBUS
TeaTbp TPsOBa Ja ce ChCPEOTOUAT BHPXY M3PA3sIBAHETO HA EMOLIMUTE Ype3 €3MKa Ha

TAJIOTO B CBOCTO TBOPYCCTBO, KATO CHIICBPCMCHHO H30sArBaT IMPCKOMEPHUA CTPEMEK
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KbM (hOpPMATM3bM U NMOKA3BaHE HA YMEHHUS.

bbaemara nutepaTtypHa ajganTaiys Ha TAHIIOBUS TeaTbp TpsAOBa 1a 3ama3u
yCeIIaHeTO 3a KyIATypHa 3HAYMMOCT, Karo ChHIIEBPEMEHHO ce ChoOpassiBa C
€CTEeTUYECKUTEe W3MCKBAHUS Ha CBHBPEMEHHOTO OOIECTBO W TICUXOJOTHATA Ha
nyOnuKara, 3a a ce HaChp4yd WHOBAIUATA U PAa3BUTHUETO HA TAHIIOBUS Tearwp. Upes
3a]IBJIOOYEHO MPOYyUBaHE HA €CTETUUECKUTE MPEANOUNTAHUS U KYJITypPHUTE OUaKBaHUS
Ha myOnukara xopeorpadure TpsiOBa Aa MPOABIDKAT Ja ThPCAT HAYMHU J1a U3pas3siT
CBHCTOSTHUETO Ha )KMBOTA M €eMOLIMOHATHUS CBAT Ha ChBPEMEHHHUTE X0pa upe3 e31Ka Ha
TaHIIa, KaTo 110 TO3U HAYMH MPEIU3BUKAT MO-IIHPOK OT3BYK.

[maBa 4, upe3 3aabp100UYCH aHAIM3 HA KUTAMCKa JIMTEpaTypa, aJanTUpaHa KbM
TaHIIOB T€aThbp, IO0Ka3Ba, Y€ TAHLIOBUSAT T€AThp, KaTO Ba’KHO CPEJICTBO 32 KPOCMEIUIHHO
pasnpocTpaHeHue Ha TuTepaTypara, odorarssa (opMuTe Ha U3pa3siBaHe U KylITypHaTa
CTOMHOCT Ha JHUTEpaTypHUTE Mpou3BeAcHUs. Upe3 HOBATOPCKM TAaHLOB €3UK H
CTPYKTYpHO oOdopMIeHHE XOopeorpagure W PEKHCHOPUTE KapaT JUTEPaTypHHUTE
MIPOU3BCACHUA Ja 3aXKHBCAT HOB XYIAOXCCTBCH JKMBOT Ha CICHAra, I[aBaﬁKH MOIICH

TJIaCBhK 3a Pa3BUTHUCTO HAa TAHILIOBUA TCAThP.

3aKJIIOUYUTEIHU 0eJIeKKH

Hactosimara aucepranust pasriiex/a TaHIIOBUTE NMOCTAHOBKH, aJAITUPAHU TI0
KATAlCKU JMTEpaTypHH IPOM3BEACHUS, M 3aIbI00YEHO aHAJIM3Upa Ipoleca Ha
TpaHcopManysi Ha OpUTHHAJIHUTE TBOpPOM B TaHIOB Tearbp. OOoOmaBar ce
UCTOPUYECKHUSI KOHTEKCT, XOpeorpadCKUTe MPAKTHKU U XyJO)KECTBEHAaTa CTOMHOCT Ha
TO3W BHJ TaHIOBU ITIOCTAaHOBKH. qpe:s ChUCTABAHC Ha TCOPCTUYHHU AaAHAJIU3U U
MNPAaKTHYCCKUTC TMPUMCPH, HU3CJICABAHCTO ONKUCBA TCXHUYCCKUTEC MCTOOU U
XyIOXKECTBEHUTE MPAKTUKHU MIPU CH3ABAHETO HA JUTEPATYPHU aJlaraTalliy 3a TaHIOB
TeaTbp, pa3KpUBAMKM TsAXHATa BaXKHA POJIL 32 HACHPUYABAHETO M OOOraTsBaHETO Ha
Pa3BUTHUETO Ha TAHIIOBOTO TEATPAITHO U3KYCTBO.

AHaHTHpaﬁKH JIMTCPATYPHU MPOU3BCACHUSA 34 TaHIOB TCATHP, XOpCOI‘pa(I)I/ITC n
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PECKUCBOPUTEC HE CaMO IMpcajiarar Ha Hy6J'II/IKaTa pa3Hoo6pa3H1/I XyHOXKCCTBCHU
OpCKUBABAHUA, HO U YPC3 KpOCMCﬂHﬁHO XyHOXKCCTBCHO MNPCTBOPABAHC OCUTYPSBAT
HOBU UHTCPHUPCTALIUNA U CHCHUYHO NPCACTABAHC HA OPUT'MHAJITHUTEC TBOp6PI. Tanmosute
ajalnraiguu  pasmupsBaT KaHAJIUTE 3a PA3NpPOCTPAaHCHUC Ha JIMTCPATYPHUTC
MMPOU3BCACHUA HW CBHIICBPEMCHHO IIPCAOCTABAT H3TOYHUK Ha BIABXHOBCHHC H
HU3II'BJIHUTCIICKO ITPOCTPAHCTBO 3a Chb3AaBAHCTO HA HOBHU TAHITOBH ITIOCTAHOBKH. N e Ha
MMOCJICAHO MACTO, TC IIp€ajiararT uCHCH OIIUT U TCOPCTUYHU HACOKH 3a PA3BUTHCTO HaA

6’b,Z[eH_[0TO TAHIIOBO TE€ATPAJIHO U3KYCTBO.
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CopaBka 3a NOPUHOCHUTE MOMEHTH B

ICepTalnsTa

1. OGorarsiBaHe Ha TEOPETHYHATA OCHOBA Ha CH3J]ABAHETO HA KUTAWCKH TAHIIOB
Tearbp
JlucepTanmsra CHICTEMaTHYHO H3CIIEIBA HCTOPHUSTA, MPAKTUKATA H METOIUTE
Ha aJanTUpaHe Ha JIMTEPATYPHHU MPOU3BEICHUS 32 TAHLIOBHS TEaTbp, MPEI0CTaBIUKH
COJIM/IHA TEOPETHYHA OCHOBA 32 Pa3BUTHUETO Ha KUTAHCKUS TAHIIOB T€aThp. AKIICHTHT
€ TMOCTaBeH BBPXY TBOpUYeCKara cBOOOIAa M XyIOXKECTBEHOTO IPECH3aBaHE, KOETO
xopeorpadure M PEKUCHOPUTE YIPAXKHIBAT B Ipolleca Ha ajanTaius, Karo Te3u
ACIEKTH Ca aHAJIM3UPAHH B JbIOOYMHA.
2. IlpemnaraHe Ha TEXHUYECKH METONM 3a aJalTHPaHE HA JUTEPaTypHH
IMPOU3BCACHNA KbM TAaHIIOB TCATHP
B nucepramnusiTa ce pasmiekaar e(h)eKTUBHH CTPATETHHU 3a TpaHC(HOpMaIus Ha
CMOIUHNTE, TCPOUTC M CHOKCTUTC OT JIMTCPATYPHUTC IMPOU3BCACHUSA BBB BU3YAJIHU
CUMBOJIM TIOCPEJCTBOM TAaHIIOBH JBIDKeHHS u creHorpadus. [lpemnoxennrte
TCXHUYCCKH METOIU U HACOKHU LICJIAT Ja YICCHAT 6’I)Z[€IHaTa ajjanTanud Ha JIMTECpaTypHU
TBOPOM 3a TAHIIOB TEATH).
3. Pa3kpuBaHe Ha KylTypHaTa U KOMYyHUKaIlMOHHAaTa CTOMHOCT Ha TaHI[OBUTE
IIOCTAHOBKH, aJIAITUPAHU OT JIUTEPaTypHH TBOPOU
Jucepranmsta aHajgu3Mpa KakK JUTEpaTypHUTE MPOU3BEACHUS Morar ja
pasmmMpPST CBOETO KYITypHO BIMSHUE YPE3 CH3JaBAHETO HA TAHIIOBU IMOCTAHOBKH Ha
TSIXHA OCHOBA. B 1ombiHEHHE KbM TOBa c€ OOCHKAA BBIPOCHT KAK BU3YaJTHOTO
NPE/ICTaBSIHE HA TE3HW MPOM3BEIACHHS MOXE JTa ObJe 000raTeHO 4Ype3 CIEHUYHOTO
M3IIBJIHCHUE, TaKa Y€ Ja MNpeAOCTaBH HOBHU HUHTCPIPETAIMH W INPCKUBABAHUA Ha
ChBpPEMEHHATA ITyOJInKa.
4. HacbpyaBaHe Ha MHOBAIIMUTE B XyJOXKEeCTBEHATa (hopMa Ha TAaHI[OBUS TEATHP
Upes aganTanys Ha JIMTEpaTypHU TBOPOH, Ch3IATCIUTEC HA TAHIIOB TEAThP
uMar BB3MOXKHOCTTAa Jda IIOCTUIHAT HWHOBAIIUU BHB (bopMaTa U CBABPKAHHUCTO Ha
CIICHUYHUTE ITOCTAHOBKM. TOBa TO3BOJIIBA HA TAHIIOBUS Tearbp Ja HAJIXBHPIU
TPAAUIIUOHHUTC TpaHUIH, Oa HWHTCTpHUpa MOACPHHU CJICMCHTH U Ja HACbpUU

pa3HOO6p33HOTO Pa3BUTUC HA XYONOXKCCTBCHUA €3UK Ha TAHITOBOTO U3KYCTBO.
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5. IlpenocraBsiHe Ha Xopeorpad)cKu CTpaTEeTuu 3a aJalTUPAHE HA JINTEPATYPHU

TBOPOU B TaHIIOBU IIOCTAHOBKHU
JlucepTallMOHHMAT aHAJIM3 Ha HAKOJIKO IIPUMEpA 3a YCIEIIHU aJanTalyy Ha

JUTEepaTypHU MIPOU3BECHUS B TAHIIOB T€AaThp J1aBa HACOKU 3a TOBA KaK Xxopeorpadure
Ouxa MOTJIM I'bBKABO Ja M3MOJ3BAT TAHILIOBUTE JBWXKEHHUS, CIEHOTpadusaTa u APYrH
TEXHUKH 32 Ch3/laBaHE HA IMOCTAHOBKM OT TO3M THM. Te3u cTparernu Mmorar naa
MOCHIYXKaT 3a TO-TJIAaJKOTO MpeoOpasyBaHe Ha CIOKHUTE EMOLMU U CIOKETH Ha
JUTEepaTypHUTE IPOU3BEACHUS B TAHIIOBU ()OPMHU.

6. VYCBBBpPLIEHCTBAHE HAa BB3MOXHOCTHTE 3a HOBM MHTEPHpPETAllMM Ha
JUTEpaTypHU MIPOU3BEICHUS

Jlucepranusra u3ciaeBa Kak ype3 eKCIIPECUBHUTE TEXHUKU HA TAHL[OBUS TE€aThp
JUTEepaTypHUTE MPOU3BEICHUSI MOraT Aa ObJaT MpeACTaBeHH 110 WHOBAaTUBEH HAYWH,
KOWTO MO3BOJISIBA HA IMyOJIMKATA /1a BB3IpHUEME HOBU €MOLIMOHAIIHN aCIIEKTH U TJICHH
TOYKM KbM CIOKETa, KaTo ChIIEBPEMEHHO 3aabiidouaBa pa3OupaHeTo M 3a
OpPUTHHAIHUTE TBOPOH.

7. [loguepTaBaHe Ha KPOCMENIUHHUS XapaKTep Ha TAHI[OBHS TeaThp

TaHIIOBUAT TeaThp ce pasriekaa KaTo KpocMeaniiHa ¢popma Ha U3KyCTBO, KOSITO
YCHEIIHO MpeooisiBa TEKCTOBUTE OrpaHWYECHUS Ha JHUTEparypara U MpeaoCTaBs
JUPEKTEH AOCTBII 10 EMOLIMOHAIHOTO ChABPKAHHUE UPE3 €3MKa Ha TSUIOTO U BU3YaJIHU
eneMeHTH. Ta3u XapakTepHCTHKAa Ha TAHIIOBHUS TeaThp € MOAPOOHO aHAIM3UpPaHA B
JMCEPTALUATA.

8. IlpakTuyecku MNpenopbKH KbM CH3AaBAHETO HAa TAHIIOBH I1OCTAHOBKH,
aJalTUPaHU OT JUTEPATypPHU NIPOU3BEICHUS

Upe3 pasriexaaHeTo Ha KOHKPETHH NpHUMEpH, JAUCepTaluATa Mpeaiara
NPaKTUYECKH ONUT W HACOKHU 3a Xopeorpadu M pexUChopu B TIXHATA TBOpYECKA
JNeMHOCT, KaTo MM MoMara Ja MpeoioJiedT TEeXHUYECKUTE MPeAU3BUKATEIICTBA U
npobiemMuTe, CBBP3aHM C XYAOKECTBEHOTO M3pa3sBaHE NpH aJanTalusTa Ha
JUTEpaTypHU MTPOU3BEICHUS.

9. IlpuHOC KBM MOIEpHH3aLUATA M TpaHchOpMaLMATA HA TpPaJUIMOHHATA
JauTeparypa

Jlucepranusra IMoka3Ba Kak 4pe3 aJanTHpaHe Ha KICHUYECKH JIUTEpaTypHU
TBOPOM B TAHLIOBUS TeaThp, T€3U MPOU3BEICHUS MOTaT Aa ObAAT MpeICTaBEeH! B HOBA

CBCTJIMHA, HaCquaBaﬁKH TAXHATa MOACPHU3alHA U CbOTBETCTBUC CbC CHbBPCMCHHATA
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KyJITypHa cpefa.

10. IIpemocTaBsiHe Ha HOBU NIEPCIICKTUBY 3a OBJICIIN U3CIICABAHUS

Pesynrarture oT quceprauusTa OTKpUBAT HOBH B3MOXKHOCTH U MEPCIIEKTUBU 3a
MocJieNBallld HAayYHW M3CJEABaHUS B CBBbpP3aHM oOiacth. TS  Hachpyama
W3CIIEIOBATEIUTEe M XYIOKECTBEHUTE JCHIM Ja MNpoabDKaBar Ja M3ydaBar
B3aMMOJICHICTBUETO MEXIYy JUTEeparypara W TaHIIOBHUsS TeaThbp, IONMPUHACIAKH 3a

PA3BUTUCTO HA CHICHUYHOTO U3KYCTBO.
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Kparka npodecruonanna ouorpadus Ha MHnuH
Yan

Ot 2010 1. mo 2014 . yun B KcnaMeHCKusa yHUBEPCUTET, Kareapa ,,Kutailcku TaHIm®,
CHELUAaTHOCT ,,| aHIIOBO U3KYCTBO , KOSATO 3aBbpIIIBa ¢ OakajgaBbpcka cteneH mpes 2014.
[Ipe3 2014 1. ¥ e rapaHTHpaHa MarucTbpCKa CTEMEH 110 TAaHI[OBO H3KYCTBO OT
VYHuepcuteTa B CSIMBH, KOSITO 3aBBpIIBa C MarucTbpcka cremneH npe3 2017 .

[Ipe3 2019 r. ce npucwvenuHsiBa KbM My3UMKaTHOTO YUWJIMILE HAa YHUBEPCHUTETA
»J3UMEeN‘‘ KaTo mpenoaaBarell Mo TAHIN

[Ipe3 2025 r. mie 3ammTi JOKTOpaHTypa 1o xopeorpadus B FOrozanaaHus yHuUBEpCUTET
,Heoput Puncku* B beirapus.

1. Ilo Bpeme Ha cieaBaHETO W paboTara CU PEXKHUCUPAX M CH3MATAOX TAHIIOBU JPaMHU
KaTo:

[1] OpuruHaneH TaHIOB Tearbp ,,I'bpcE€HE HaA JIOAKAa - IOMIEA KbM MOPCKHS
npwinB* U3MbIHATENCH TUPEKTOP U Xopeorpad

[2] opurnHanHa TaHIOBa Apama ,,Yixia - pick up the light” usnenaaurenen apupekrop,
xopeorpad

[3] MmanabHa My3uKaTHO-TaHIIOBa Apama ,,Ona 3a HanisH™, xopeorpad

2.Mudopmarus 3a Harpaaara

[1] Yuebnara pabota ,,Heart Rising* crneyenu cnenuannara Harpaja (Hali-BHCOKaTa
Harpajga) Ha OpraHu3allMOHHHUSI KOMUTET Ha ,,BTOpUS CTYIEHTCKH TaHIIOB KOHKYpC
MEXIy CTpaHHUTE OT IpoiinBa‘ (CoHCOpUpaH OT MUHUCTEPCTBOTO HA 0OPA30BAHHUETO
Ha mpoBuHIMS Dymkuan u DexepanusTa Ha JTUTEPATypPHUTE U XyJOKECTBEHUTE
KpBroBe Ha MpoBUHLINA Dymxuan).

[2] Xopeorpadusita u cbB3maBaHETO Ha TrpynoBus TaHn ,,Holding on -
Dreaming* nmeyesn Bropa Harpasa 3a TaHIIOBO TBOPUECTBO (MpodecuoHaIHA IPyTia) Ha
12-us  dectuBan Ha My3ukata ©W TaHi@a BbB Dym3ueH (opraHu3upaH oOT

MuHUCTEPCTBOTO Ha KyATypara Ha npoBuHUMS Dyn3zueH, MUHHCTEpPCTBOTO Ha
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oOpa3oBanneTo Ha mnpoBuHIUsA DyasueHn u Denepanusara Ha JIUTEPATypPHUTE H
Xy/IOXXECTBEHUTE KPbroBe Ha MPOoBUHLIUSA DyI3ueH).

[3] Xopeorpadusra ,,Haii-1o6poto Bpeme* neuenu Harpajaata 3a Hail-100po TBopeHue
Ha ,,JIbpBOTO MEXIYHApOAHO CTaHAAPTHO TAHIIOBO KapHABAJIHO MPEACTABICHUE HA
CBDF mexy cTpaHUTe OT MpoauBa‘;

[4] TIpenomaBarencko mocTXeHHE ,,PepopMa u mpakTrKa Ha peKuMa 3a KYJITHBHPAHE
Ha TaJIaHTU B CHEIUATHOCTTA ,,[aHIIOBO M3KYCTBO' CIIEUENH IMbpBaTa Harpaga Ha
yHHUBepcHuTeTa Jimei 3a MOCTHXKEHUS B TIPENOJaBaHETO BbB BUCIIETO 00pa3oBaHUeE.

[5] Tonmsmara Harpaja Ha NIBPBUS KOHKYpC 3a HMHOBallUM B MPENOJABAaHETO 3a
MpenojaBareyiv OT Kojiexka B yHuBepcurera JHKumen.

[6] Bropa narpaga Ha IIbpBUS KOHKypC 3a HMHOBAallMM B TIPENOAABAHETO 3a

nIpenoaaBaTeiiv B KOJICKH B IPOBUHI WA (DYJISI/IGH.

3.Ily6nukyBaHe Ha HAyYHU CTATUU

[1] Manun Yan.Application of Artificial Intelligence in College Dance Teaching and

Its Performance Analysis.[J] ( International Journal of Emerging Technologies in

Learning) .2020.8 (EI)

[2] Nanua Yan.llpoyuBane Ha (hakTopHTe, BIHSCIIN BHPXY YIOBICTBOPEHOCTTA OT

paborara Ha U3NBIHUTEINTE O€3 HACIEACTBO OT TJIEAHA TOYKa Ha TIpyIoBara

unentnanoct[J] {Crnucanue na Jimei yausepcuret) . 2024.5

[3] Uanun Yan.Bb3cranoBaBaHe u mpeoTkpuBaHe: KOHCTPYKTHBHHM NOAXOAW KBM

(dhopmuTe Ha IBIKEHUE B CHBPEMEHHOTO TAHIIOBO TBOPYECTBO B ornepara Putu Xian[J]
{ U3kycTBO wm3cnenpanusi )  (M3KYCTBO BECTHHK Ha XapOHMH HOPMAITHO KOJICK),

2023.04(85-87),, Kuraii

[4]IIpoyuBane Ha eeKTUTE OT JBMIKEHUATA HAa KUTAHCKHUS KIACHYECKH TAHI[ BBPXY

CaMOCB3HAHUETO U  PEeryjMpaHeT0o Ha  €MOLIMHUTe Ha  CTYIEHTUTE  OT

Kosexxa.MexayHapoaHa KOH(epeHIHs 32 MHOBaTUBHU KOMITIOTBPHU U YIIPaBICHCKU

Hayku 2020.
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[S]TIpaktnka u wu3cnenBaHe Ha ,Jlpaxnanckara mnporpama™“ B KOJIEKUTE U
YHUBEPCUTETHTE B HOBATA €pa - Ha IpUMepa Ha TaHuosara cnenuansoct[J]  (Kuraii
TEXHOJIOTUYHM WHBecTUIMU ) 2020.4
[6]TIpenBapuTenHO Mpoy4YBaHE HAa HOBHUTE TEHICHIIMHM B Pa3BUTUETO HA TAHIIOBUTE
texnonorun.[J] {MoznepHo oOpasosanue npenogaBane u uscieasanus) .2013.6
[7]CbBMecTHOTO 00yueHue B npenogasaneTo Ha Oanet[J] {Yuurenu v npenogasane) .
2013.4
[§]13cnenBane Ha ympaBiI€HHWETO HA €MOLMHUTE M TMO3HAHMETO MPHU YUUTENHUTE IO
taniu.[J] {MozxepHo oGpasoBanue npenonasane u usciensanus) . 2013.2
[9]Munun Yan. Pa3zButHe W mpoMsiHa B aJanTaiMsaTa HAa KUTAHCKU KIJIACHYECKHU
JUTEpaTypHU TPOU3BEACHUS B TaHLOB TeaTbp OT ,,CbhbH 3a uepBeHara cTad[l].
{Ouaposarenen Kuraii) , CN41-1390/C (ISSN1673-0992), 2024.10(281-283), Kuraii
[10]Uanmue  Yanu.Jluteparypa-puiM-TaHIIOB TeaTbp Ajantanusi B CHBPEMEHHUS
KOHTEKCT Ha Ch3aBaHETO Ha TaHoB Tearbp[J]. (Paskpacsasane Ha sxuBora) , CN31-

1530/G0 (ISSN1006-0359), 2024.08(112-114), Kurai

4.Hay4yHou3c1e10BaTENICKU IPOEKTH

[1]PBbKOBOAMTEN HA HM3CIENOBATEICKH MPOEKT ,,2020° 3a dunocodpus u counainu
Hayku B yHuBepcuretute Ha DyussH (M3cnenoBarencku npoext ,,2020% 3a mutagu
YUUTEIM W YUYUTEIU Ha cpeaHa Bb3pacT B mpoBuHius PDynssH), ,,M3cinenBane Ha
¢dopmute Ha neiictBue Ha Danjiao B omepara Puxian mox mpara Ha 3ammrarta Ha
HaCJIEACTBOTO .

[2] TlpenacenarencTBaHe HAa MPOEKTA 33 U3rPAXKIAHE HA UACOTOTHYECKA U TTOJMTHYECKA
KyJITUBaIUs Ha yHuBepcutera Jimei npe3 2022 r: ,,/laBane Ha 3Be3/1€H IJIaMBK Ha
Xopara, HoceHe Ha (akesl B CBHPIETO - MPOyYBaHE M M3rpa)<JaHe Ha OOIIHOCTTA Ha
IIpaKTU4ecka Kyi1TuBanus Ha ,,Red Goose* nHOBaLMu 1 npeanpruemMadectso Team™.
[3] IIpe3 2022 r. mpencenarencTsa XOPU3OHTAIHUSA MPOEKT ,,OpUTHHAJIEH TaHIl 3a

HaCbp4YaBaHC Ha JIeHCTBUATA HA )KCHUTE B HpOBI/IHL[I/ISITa“.
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[4] IIpe3 2022 r. me yyacTBa B M3CJIEABAHETO HAa IpoekTa Ha MHUHHUCTEPCTBOTO Ha
00pa30BaHUETO 3a CHTPYAHUUYECTBO MEXKIY MPOMUIUICHOCTTa M YHUBEPCUTETUTE B
obmactra Ha oOpazoBaHMETO ,,}M3cieBaHe Ha NMPHJIOKEHUETO Ha TEXHOJIOTHATA 32
3acHeMaHe Ha JIBMKEHHE B IMpernofaBaHeTo Ha OaneTHa moarotoBka“ (Research on the
Application of Motion Capture Technology in the Teaching of Ballet Basic Training).
[5] Ipe3 2022 r. mie yyacTBa B IEMOHCTPAIIMOHHUSA KypC ,,KuTalicku Kiacuuecku TaHIl
U My3UKa W TaHIOBa KyiTypa“ mo ,,Jom 31aTtHa mporpama‘ Ha MUHHUCTEPCTBOTO Ha
00pa3oBaHMETO.

[6] IIpes 2024 1. T4 1me ydacTBa B CBBMECTHHS OOpa30BaTeJICH IPOCKT Ha
MuHUCTEPCTBOTO Ha OOPAa30BAHHUETO 3a CHTPYAHUUYECTBO MEXKAY HHIYCTpUATA U
YHUBEPCUTETUTE ,,[[pakTiKa 1 n3ciaeBaHe Ha TUTUTAIU3ALKATA Ha MIPETIOIaBaHETO Ha
TaHIM B HOBATa €pa Ha XyIOKECTBEHOTO 00pa3oBaHue .

[7] TIpe3 2020 r. yyacTBa B OHJAWH M oduaiiH XuOpUIHA MporpaMa Ha MPOBUHIIUS
®yn3ueH ,,Knacndecku TaHI| - pUTHM Ha TSAJIOTO .

[8] IIpe3 2020 r. yyacTre B MPOEKT 3a pedopMa Ha MPENOJABAHETO B MPOBUHITUSA
®dynzueH, ,,3ciensane Ha peopmMara B mperoaBaHETO U MPAKTHKATa Ha MHOBAIIUU U
IPEINpUEMayecTBO Ha MY3MKAJIHUTE U TAHUOBUTE IUCLUUIUIMHA Bb3 OCHOBA Ha
,,HOBHTE CBOOOIHU U3KyCTBA .

[9] IIpe3 2020 r. me y4yacTBa B COLIMAJIIHO-HAYyYEH MPOEKT HA NMpoBUHIUSA Dyn3ueH,
,/3ciienBane Ha MOJIEpHU3AIMATA U TpaHC(OpMAIUATA HA MY3HKaITHOTO 00pa3oBaHHe
B MunHaH B kpas Ha quHacTus [{un u Kuraiickara peryormka (1840-1949 r)*.

[10] YyacTBa B M3dlIEH OHJIAH OTBOPEH Kypc Ha mpoBuHIMS PynsueH ,,Kuraiicku
KJIACUYECKH TaHIl U My3UKa U TAHIIOBA KyJITypa‘‘.

[11] 2014 r. YyacTue B XOopHU30HTaIHATa TEMa: ,, ApTUCTUYHO U3pa3siBaHE U NIOKA3BaHE
Ha TaHLA B pa3BUTUETO U MHOBAIIMUTE .

[12] ITpe3 2015 r. yyacTBa B U3CIIEABAHETO HA XOPU30HTAJIEH IIPOEKT: ,,M3cienBane Ha
MPUIIOKEHUETO Ha TAHIIA 32 MHOBAIIMM U Pa3BUTHE B XYJI0)KECTBEHOTO 00pa30BaHUE B

KOJIEXKU Y YHUBEPCUTETH .

43
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poJauBa‘.

[14] 2017 r. YyacThe B H3CleIBaHE Ha XOPU3OHTAJIEH MPOEKT: ,,Ch3gaBaHE Ha
eKcliepuMeHTanHa 0Oa3a 3a pedopma Ha uHPOpMaATU3AIMATA HAa MY3UKATHOTO
oOpa3zoBanue K12 u n3ciensane Ha olieHKaTa Ha Ka4eCTBOTO Ha MHGOpMaTU3alluATa Ha
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TBPCEHETO Ha CTpaTerus 3a oOydeHHe U oOpa3oBaHHE Ha TajdaHTU B oOyiacTTa Ha
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[16] 2018 r. YyacTue B u3ciieiBaHe HA XOPU3OHTAJIEH IPOEKT: ,,FicTopruecko ThpceHe
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INTRODUCTION

1. Relevance of the topic

Adapting dance productions from literary works is a well-established tradition in
Western dance theatre, where world-famous productions such as Anna Karenina,
Romeo and Juliet and The Lady with the Camellias are successful adaptations of classic
literary works. Chinese dance theatre, although deeply influenced by the Western
model, in its early development focused mainly on traditional operatic movement
language that also incorporated elements of dance theatre, but without a clear focus on
the choice of themes for dance productions adapted from literary works. Gradually,
however, in view of the artistic laws of dance theatre itself and the needs of the genre's
development in the country, the adaptation of literary works has become established as
a significant feature of the creative process in Chinese dance theatre.

The trend of adapting literary works as the basis for dance performances
originated in the early stage of Chinese dance theatre development, with
choreographers and directors adapting mostly Chinese opera texts in the mid-1950s.
This resulted in a number of significant Chinese national dance productions such as The
Legend of the White Serpent, The Cowgirl and the Weaver, The Lotus Lantern (based
on the text of the opera Splitting the Mountain and Saving the Mother, and The Dagger
Society (based on the text of the opera The Dagger Society), among others, all based
on texts from traditional Chinese opera. In the 1960s, this process marked a new
development determined by the political conditions of the time. In 1965, the Beijing
Dance Academy adapted the contemporary novel The Red Sister-in-law by Liu Zhixia
into a dance production of the same title (based on the text of the Beijing opera of the
same name). "The Red Daughter-in-Law became the first dance production adapted
from a novel and set the stage for future adaptations of Chinese literary works for dance
theatre.

Adaptations of film works, such as Red Woman Soldier, and adaptations of
operas, such as The White-Haired Maiden, also appeared in Chinese dance theatre
during the same period. These dance productions set the stage for the phenomenon in
which literary works are indirectly adapted for dance theatre through other art forms.

Although dance adaptations in this period included opera and film texts as well as
8



novels, it was not until the early 1980s that these adaptations began to play a leading
role in the development of dance theatre in China.

In the early 1980s, with the end of the Cultural Revolution! and the need to revive
dance theatre, Chinese choreographers began to pay attention to literary works by native
authors. In this period, two main trends in the interpretation of literary works in dance
theatre emerged: the first was related to adaptations based on classical literature,
including works such as the novels A Dream in Scarlet and Myths and Gods, among
others; the second focused on modern and contemporary literature and encompassed
adaptations of iconic works by writers such as Lu Xun? , Ba Jing® and Cao Yu . 4

Interestingly, dance performances of the second type seem to better correspond
to the artistic concept of the famous Chinese choreographer and art historian Wu
Xiaobang of "taking the path of realism in dance creation". This can be explained by
the fact that modern literature bears the imprint of the time in which it was created, and
its content, connotation and spirit reflect social realities and are more directly related to
people's lives. The realistic approach of these adaptations is in line with the views of
Wu Xiaobang, according to whom "realism is not merely imitating life and copying
reality, but forming diverse and typical characters." On the other hand, adaptations of
classical literature, with the exception of the novel A Dream in Scarlet, which continues
to enjoy high popularity, have become considerably rarer since the 1980s. In contrast,
dance productions based on the works of notable writers such as Lu Xun, Ba Jing and
Cao Yu have developed actively and gradually established themselves as a typical
phenomenon in Chinese dance theatre.

This dissertation focuses on this phenomenon, offering an in-depth analysis of

dance performances adapted from works of modern and contemporary Chinese

' The Cultural Revolution (1966-1976) was a political campaign in China, led by Mao Zedong, to establish
socialist ideology and eliminate "bourgeois" elements and traditional cultural practices. The campaign led
to widespread repression, violence and profound social change.

? Lu Xun (1881-1936) was a Chinese writer, essayist and social activist, considered one of the founders of
modern Chinese literature. He is known for his social and political critiques, as well as for reflecting the
plight of the common man in Chinese society. His works such as The True History of A-Kyu and Diary of a
Madman opened a new page in the development of Chinese fiction in the twentieth century.

° Ba Jing (1904-2005) was one of the foremost Chinese writers of the twentieth century. He is known for his
novels and essays that explore social and political themes, such as the Family Trilogy, Spring, and Autumn.
Ba Jin was also an active social activist and supporter of democratic ideas. He died at the age of 100 in
2005.

“ Cao Yu (1910-1996) was a Chinese playwright considered one of the founders of modern Chinese
theatre. He is best known for plays such as Thunderstorm (1934) and Beijing House (1957), which deal with
social and moral conflicts in traditional and modern Chinese society. His works often focus on the inner
struggle of characters and social injustice.



literature in order to explore in depth their characteristics and the development of

Chinese dance theatre.

2. Research nature of the problem

The phenomenon of the adaptation of contemporary Chinese literature into dance
theatre has received increased attention from dance industry professionals. Although
the existing literature on the subject often emphasizes the importance of literary
characters in the process of creating adapted dance performances, these studies usually
remain at the theoretical level, while practical research is lacking at the technical level.
Research analyses mainly focus on the language, structure, content and connotations of
adapted dance productions, but do not pay enough attention to the process of
transforming a literary text into a stage dance text.

Key questions that remain under-researched include: How are literary characters
transformed and refined to fit within the framework of dance theatre? What dance art
forms are used to construct and convey the image of these characters? How is the plot
of a literary work transformed into a plot for dance theatre? How does the structure of
literature adapt to the structure of dance performance? There is still a lack of in-depth
research in China that addresses these questions related to the transformation of literary
characters, plots and structures in the context of dance theatre. It is this research gap

that determines the purpose of this dissertation.

3. Objective of the study

Although the literary text invariably serves as the basis for the construction of the
stage work, the most important task of choreographers is to transform literary art into
physical art. This dissertation seeks to examine the creation of adapted dance
performances as a process of "visual" transformation of literary works for the stage.
The choreographer's work is not limited to the transfer of the plot of the literary work
into a narrative form suitable for dance performance, but also involves the integration
of various performing and artistic elements. The treatment of the literary text is only a
preliminary stage in the creation of the performance, and the final result requires the

active role of the choreographer, who uses the artistic means of dance theatre to
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combine different aspects of art. Therefore, this dissertation focuses on exploring the
relationship between the ontology of literature and the ontology of dance theatre. From
the perspective of choreographic practice, the research analyses and summarises the
processes of transformation of themes, choreographic strategies, content and artistic
values from literature into dance art. In this sense, the study aims to provide a
multifaceted and in-depth analysis of the process of adaptation of literary works for
dance theatre.

The main aim of this dissertation is to systematize and analyze the dance
performances adapted from Chinese literature at a theoretical level by tracing their
historical development, identifying their main characteristics and classifying them
according to their specific features. The theoretical study focuses on the content of the
adaptations, the methods used by choreographers, and the adaptation strategies,
contributing to enrich the existing knowledge in the field. A and in-depth analysis of
the meaning and artistic value of the adapted works is conducted, which will stimulate
further research on dance productions based on literary texts.

Secondly, in order to enrich the practical studies of dance theatre, this dissertation
combines theoretical analysis with concrete examples of literary works adapted for the
dance stage. This integration between theory and practice allows for the extraction of
useful experiences and the creation of paradigms to assist choreographers in their work,
especially when it comes to the presentation of literary works through the means of

dance art.

4. Objectives of the study

Dance theatre based on literary works has established itself as an important
component of the development of dance art in China. Regarding the process of
transforming literature into dance theatre, in addition to direct adaptation,
choreographers often refer to plays or films that have already been adapted from literary
works, using them as visual references. When interpreting literary works,
choreographers and directors choose between different approaches, tailored to the
current temporal and social contexts: fidelity to the original, personalized
interpretations or new interpretations. In practice, choreographers are clearly aware that

all adaptation strategies aim to fully represent literary characters through the language
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of dance. Therefore, the transformation of literary characters into dance theatre
characters, of literary plot into dance performance plot, and of literary structure into
stage structure must be based on the principles of dance art. The end result is the
creation of images that not only follow the spirit of the original, but also convey its

essence in an artistic and authentic way.

This study has the following objectives:

1) Systematize the historical lineage and summarize key historical characteristics
of dance productions adapted from literary works.

2) Classify the different types of adaptations and explain their content.

3) Study the adaptation methods and summarize the strategies used in their
implementation.

4) Analyzing the importance and value of the adaptation process.

5. Structure of the study

The dissertation consists of an introduction, four main chapters and a conclusion.

The introduction presents the aims and significance of the research topic, existing
research in the field of dance theatre, and the methodology that will be used to achieve
the research objectives.

Chapter One is devoted to the relationship between literary works and their
adaptations in dance theatre. First, the ontological characteristics of literature and dance
theatre are examined to clarify their specific features. A comparison is made between
the common and different aspects of the two art forms in order to identify the key factors
and moments that play a role in the process of adapting literary works for the dance
stage. The historical relationship between literature and dance theatre is then explored,
focusing on the origins, characteristics and current state of adaptations in Chinese dance
theatre.

Chapter Two focuses on the practice of adapting literary works in dance theatre
based on the principles of aesthetics. This chapter continues the analysis of chapter one

by examining the aesthetic concepts of Chinese choreographers and their reception by
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audiences. Particular attention is paid to the materials used for adaptations, the methods
used to make them, and the interpretive approaches that choreographers have taken in
different historical and social contexts.

Chapter three focuses on adaptation strategies based on the artistic principles of
dance theatre. The psychology of choreographers and directors in adapting literary
works is discussed here, with an emphasis on the technical aspects of this adaptation.
The chapter offers important references and practical guidelines for choreographers and
directors by analyzing how literary characters, plots, and structures are transformed in
dance theatre while respecting the artistic laws of this art form.

Chapter Four examines the content and value of adaptations of Chinese literature
into dance theatre, and related proposals. This chapter analyses the significance of
adaptation from both the literary art and dance theatre perspectives. An in-depth
analysis of the social and cultural impact of this phenomenon is conducted.

The paper concludes with a summary of the research and a multidimensional
overview of the process of creating dance performances adapted from Chinese literary

works.

6. Expected results

This dissertation explores the process of adapting Chinese literary works into
dance performances, thoroughly analyzing the relationship between the two art forms.
The study covers the history, content, strategies and value of adaptations, summarizing
the ways and methods of transforming Chinese literature into dance theatre. As a result,
it formulates unique approaches for successfully transforming Chinese literary works
into dance performances, which can serve as valuable experience in creating future
performances of this type and increase the effectiveness of the process.

In addition, in the era of commercialization and mass audiovisual production,
exploring adaptations of Chinese literary works for the dance stage will not only expand
the scope and influence of literature, but also offer important guidelines for preserving

the impact of classical literary works and maintaining their relevance and vitality.
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Chapter 1.

Similarities and differences between literary works and dance performances

The first chapter of this dissertation examines the relationship between Chinese
literature and dance theatre adaptation and its historical development, analyzes the
similarities and differences between the two art forms in terms of setting, narrative style,
emotional delivery, and audience reception, and explores the conditions, principles, and
practical challenges of adapting literature to dance theatre.

First of all, as two different forms of artistic expression, literature and dance
theatre have significant differences in media. Literature relies on language and text to
convey thoughts and emotions, while dance theatre expresses itself through physical
movements. Literature usually has complex plots and deep psychological descriptions,
while dance theatre emphasizes visuals and sensory experiences, presenting emotions
through dynamic scenes.

Narrative is also one of the main differences between literature and dance theatre.
Literature is usually linear, with a clear temporal logic that details the inner world and
emotional fluctuations of the characters. Dance theatre, on the other hand, is more
abstract, with stage characters, props, lighting, and other elements that work together
to complete the narrative. Narrative in dance theatre relies on the relationship between
space and action and lacks the detailed description and psychological depiction of
literature.

The mechanism of transmission of emotions and thoughts is also different.
Literature can make direct statements through language and clearly express emotions
and thoughts, while dance theatre conveys emotions through symbols and images of
movement. Emotions in dance theatre are expressed more through elements such as
dance movements, sets and music, and the audience must interpret the images on stage
through their own sensory experience.

It further explores the historical relationship between the adaptation of Chinese
literature to dance theatre, especially the influence of Soviet dance theatre on China

after the founding of New China. The Soviet tradition of drawing on literature to create
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dance theatre has had a profound influence on Chinese dance theatre creation. In the
early 1950s, Chinese artists began adapting opera texts into dance theater, marking the
beginning of literary adaptations of dance theater in China.

In the 1980s, after the end of the Cultural Revolution, Chinese dance theatre
entered a new period of diverse development. At this time, adapting literary works into
dance dramas became an important creative trend. Shanghai Ballet's adaptation of Lu
Xun's work Grace, for example, points to the rise of this trend and illustrates the
direction of adaptation based on classical and contemporary literature.

Although literary adaptation provides many creative opportunities for dance
theatre, it also faces some challenges. As an art form that relies heavily on physical
movement for expression, dance theatre has a much weaker storytelling ability than
literature, especially when dealing with complex plots and characters, which is prone
to difficulties in understanding. Therefore, choreographers and directors need to
simplify and reconstruct the story appropriately to ensure that the audience can
understand the connotation of the story through the stage image.

In general, dance adaptation of literary works is a complex and challenging task,
and choreographers must respect the spirit of the original work and combine it with the
artistic characteristics of dance theatre to innovate. Through a detailed analysis of the
historical development and actual cases of adapting Chinese literature to dance theater,
the mutual influence and fusion of literature and dance theater in terms of creative
concepts and means of expression are revealed, while providing a theoretical

foundation for further research on the cross-media creativity between them.

Chapter 2.

Choreographic Practices in Adapting Chinese Literary Works into Dance
Performances

Chapter 2 provides an in-depth discussion of the historical process of adapting
Chinese literature into dance theatre, the characteristics of the different stages, and the

challenges and artistic explorations faced. Since the 1980s, the adaptation of literature
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into dance theatre has become one of the important directions in the development of
Chinese dance theatre, especially since modern and contemporary literature has
provided rich ideological and artistic resources for the creation of dance theatre. The
main contents and viewpoints of the chapter are presented below:

1.Historical Development of Chinese Literature Adapted for Dance Theatre

The history of Chinese literature adapted for dance theatre can be traced back to
the early 20th century, but the phenomenon really came into its heyday in the early
1980s. During this period, Chinese literature gradually became an important source of
inspiration for dance theatre choreographers. With the end of the Cultural Revolution,
Chinese dance theatre saw an opportunity for revival. Especially around 1980, the
centenary of Lu Xun's birth, modern literature became an important theme for dance
theatre adaptations. As mentioned in the article, many dance dramas have been adapted
from Chinese classical and modern literature, especially from the works of
contemporary writers such as Lu Xun, Ba Jin and Cao Yu. With their deep ideological
connotations and unique reflections on society, these literary works provide a rich
creative foundation for dance theatre.

Combining the spirit of realism in contemporary literature and the art of dance
theater not only expands the creative themes of dance theater, but also promotes the
diversification of the art form of Chinese dance theater. Adapting literary works, dance
theater is not only the reproduction of literary classics, but also the reflection and
reproduction of social reality, emphasizing the integration of realism and national spirit.
2. Two stages of the literary adaptation of dance theatre

In the process of literary adaptation of dance theatre, the article mentions two
notable creative stages. The first stage is from the 1980s to the early 1990s. - a period
in which literary adaptations were mainly aimed at reflecting and critiquing national
roots. The works of Lu Xun, Ba Jing and Cao Yu were often adapted into dance dramas,
with the creative content focusing on the deep reflection on the feudal system and
traditional thinking.

For example, Lu Xun's Grace and Ah Ku's True Story are representative
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adaptations from this period. The Shanghai Ballet and the Central Ballet adapted
"Blessing" into a dance drama, expressing Sister Xianlin's tragic fate and her deep
social criticism through dance movements. Through delicate movement design and
emotional expression, these dance dramas emphasize critical thinking about feudal
society while raising audience awareness of real social issues.

The second stage begins from the late 1990s to the present day, when the themes
of the adapted works become more diverse. At this time, the creation of dance theatre
is not limited to the critique of national roots, but begins to extend to revolutionary
history, national spirit and real life. For example, the dance dramas Red Rock, The
Railway Partisans and The Song of Spring are dedicated to the promotion of the
revolutionary spirit and show a strong national spirit and historical responsibility.

3. representative cases of adaptation of literary works in dance theatre

The paper analyses in detail several classic cases of literary works adapted for
dance theatre, such as The Blessing, The True Story of Ah Kyu, Thunderstorm and
Home. In "Blessing", the oppression of women in feudal society is deeply shown
through the image of the daughter-in-law Xianglin, and the dance theater adaptor
enhances the emotional expression and psychological depiction of the heroine through
the form of duet dance, etc. The spiritual triumph of A Kyu is revealed in "A Kyu's True
Story", which further reflects the cultural dilemma of the old society by showing its
dumbfoundedness and dissatisfaction with reality through dance theatre.

Ba Jing's novel The Family has also been adapted into dance dramas many times.
One of the dance dramas, The Death of Minfeng, focuses on the oppression of women
in feudal society and uses exquisite dance movements to show the tragic fate of
Minfeng, who eventually commits suicide to express her resistance to feudal rituals and
rites. These works not only accurately reproduce the original works, but also enhance
the visual expression of the characters' emotions through stage performances so that the
deep-seated emotions and social critique of the literary works are concretely
represented on stage.

4. Challenges and innovations in adapting literary works for dance theatre
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The process of adapting literary works for dance theatre is fraught with challenges,
especially in terms of how to translate the complexity of words into the expressive
power of movement. Literary works usually have complex plots, rich psychological
descriptions, and deep ideological connotations, whereas dance theatre, as a physical
art, has difficulty expressing the deep meanings of literary works through simple
movements. Therefore, choreographers and directors usually have to streamline the
plots of original works when adapting them, retain their main ideas, and use symbolic
movements and set design to enhance the audience's understanding of the characters'
emotions.

Moreover, the narrative in dance theatre differs from the linear narrative in
literature, and dance theatre pays more attention to the expressiveness of space and the
symbolism of movements. Choreographers and directors must find a balance between
stage space and character movement to ensure narrative fluidity and depth of emotion.
Stage lighting, props and set design also play a crucial role in this process, helping the
audience to understand the emotional expression of dance theatre more intuitively.

Despite the challenges, many adaptations of dance theatre have made bold
innovations to the form while retaining the spirit of the original work. For example, in
the adaptation of Lu Xun's Blessing, the choreographer and director enhanced the
audience's critical understanding of feudal rites and rituals by creatively visualizing the
inner world of Xianlin's sister and her tragic fate. In the adaptation of Ah Kyu Zheng
Zhuang, the expression of the dance drama paid more attention to the representation of
the psychological level, and the dance was closely integrated with the internal actions
of the characters, which further deepened the understanding of Ah Kyu's mental state.
5. the importance of adapted dance dramas for the creation of Chinese dance dramas

The adaptation of Chinese literature breathed new vitality into the creation of
Chinese dance theatre. By adapting classical and contemporary literature, dance theater
not only enriches the means of expression of Chinese dance theater, but also strengthens
the ideological and social essence of dance theater. The social criticism and depth of

thought in literary works are conveyed through the form of dance theater, so that the
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audience can feel the ideological shock of literary works while watching dance theater.

These adapted dance dramas also promote the internationalization of Chinese
dance dramas. Many Chinese literary works themselves have a wide international
influence, and through the adaptation of dance drama, these works can be presented on
the international stage through stage performances, which promotes the global spread
of Chinese culture.

The adaptation of Chinese literature into dance theatre is an important
development in the creation of Chinese dance theatre. This process is both a tribute to
literary classics and a reflection of social reality. Through adaptation, choreographers
and directors translate the deep thoughts and rich emotions in literature into physical
expressions on stage, making dance theatre an art form capable of conveying ideas. At
the same time, the literary adaptation of dance theatre promotes the diversification and
international development of Chinese dance theatre and becomes an important part of
Chinese dance theatre art.

In conclusion, the Chinese dance theater literary adaptation has not only enriched
the creative content of Chinese dance theater, but also enhanced the cultural hue and
depth of thought of dance theater, providing new opportunities and artistic space for the
development of Chinese dance theater.

Chapter 3.

Choreographic Strategies for Adapting Chinese Literary Works into Dance
Performances

Chapter 3 examines the specific choreographic strategies and theoretical
frameworks used in the process of adapting literary works to dance theatre, from the
portrayal of characters, the extraction and reconstruction of plots, the expression of
emotions and symbolic design to the use of dance language, analysing how
choreographers and directors can accomplish the cross-media transformation between
literary works and dance theatre through these means.

1. from literature to dance theatre: artistic strategies of choreography

Cross-media adaptation of literary works and dance theatre is a complex process
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of artistic creation involving reinterpretation and visual representation of texts. This
paper argues that in adapting a literary work to dance theatre, the first step is to
understand and grasp the character, plot development and deep spiritual connotations
of the original text. This step involves not only respect for the original work, but also
how to present the main ideas of the original work in the unique art form of dance
theatre.

Choreographers often adopt two strategies in the adaptation process: first, "add
and delete," i.e., provided the basic spirit of the original work is respected, the original
work will be deleted, removing the parts that do not fit the dance theater form and
retaining the basic characters and plot. In addition, some elements of the original work
need to be added and expanded to better suit the needs of the visual presentation on
stage. The choreographer and director show strong initiative in this process, and by
creatively adapting the structure and storyline, the dance drama retains the core of the
original work while showcasing the unique artistic style of dance.

2. Character refinement and shaping: transformation from symbol to image

The image of the character is one of the most important expressive elements in
dance theatre. As an art form that relies on body language for expression, compared to
the written narrative of literary works, the psychological activities and emotions of
characters must be represented through dance movements and expressions. Therefore,
in the process of adaptation, the first challenge that choreographers and directors face
is how to translate the images of characters described through symbolic language in
literary works into visual and three-dimensional images on stage.

Choreographer and director Li Chengxian once pointed out that the heart of dance
theatre lies in creating distinctive and vivid characters. In this process, the
choreographer must first review and refine the characters in literary works, highlighting
those characters who are "danceable" on stage, who often have a rich inner world and
emotional fluctuations and can be vividly expressed through the language of dance. For
example, in the adaptation of Lu Xun's A Blessing, the tragic fate of Xianlin's wife is

shown in the form of a duet dance in which the dancers' movements accurately express
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her inner pain and struggle, and this "image transformation" is not only true to the spirit
of the literary work, but also further enhances the visual impact of the characters' images
through the stage form.

Later in the text, how to create typical characters in dance theatre is discussed.
Balzac once pointed out that a typical character is a type of character image with
individual uniqueness and at the same time a broad general characteristic. In the
adaptation of dance drama, the choreographer and director enhance the typical character
of the characters to give them symbolic meaning. For example, in the dance drama The
Dream of the Red Chamber, Dayu's "weakness" is shown through the light steps, slow
movements and sad expressions in the dance. This typical treatment allows the audience
to quickly identify Dayu's character traits and thus have an emotional resonance with
her plight. 3.

3. Use of dance language: a basic means of expressing emotions

Dance language, as the main means of expression of dance theatre, takes on the
functions of narration, conveying emotions and shaping characters. The text argues that
when choreographers design dance movements, they must not only ensure that these
movements are in keeping with the character, but also enhance the expressiveness of
the character's image through innovative dance language. Dance movements are
intuitive and dynamic and can directly touch the emotions of the audience. This is why
dance language is often more infectious and resonant than written language.

For example, in the adaptation of Zhao's Orphan, Cheng Ying's inner struggle and
determination are shown through his firm movements, and each step, jump and roll of
the dancer conveys the character's inner pain and sense of responsibility. On the other
hand, the confrontation between the soldiers and the Zhao family expresses the battle
between life and death through the clash of body language. Through this strong dance
performance, the audience can feel the tension of the dramatic conflict and the
fluctuation of emotions.

4. Plot extraction and reconstruction: representation of the dramatic conflict

In the process of adapting a literary work to dance theatre, the way the plot is
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selected and reconstructed is a key issue that the choreographer must confront. Due to
the relatively limited narrative possibilities of dance theatre, choreographers often have
to extract the most dramatic and emotionally impactful main plot from the literary work,
while simplifying or deleting secondary plots and characters to ensure that the structure
of the dance theatre is concise and clear.

Taking the adaptation of Thunderstorm as an example, the text analyses how the
six adaptations focus on the conflict between Zhou Ping and Artemisia and highlight
the intensity of the dramatic conflict by rationalising the characters and plots from the
original work. This kind of plot refinement not only preserves the main idea of the
literary work, but also enhances the dramatic tension through the stage performance.
Moreover, in the adaptation of such a complex literary work as "The Dream of the Red
Chamber," the emotional conflict is also adopted as the focus of the dance theater
performance by deleting unnecessary characters and subplots, making the whole work
more concentrated and enjoyable to watch on stage.

5. Emotional expression and symbolic design: from internal to external expression

The essence of dance theatre lies in the expression and exposition of emotions and
the text states that choreographers and directors help the audience to understand the
inner world and emotional fluctuations of the characters in the process through dance
language, facial expressions, set design and props combined with the emotional
guidance of the music. For example, in the "Dayu buries flowers" scene in A Dream of
the Red Room, the dancers' delicate performance expresses Dayu's grief and
helplessness in the face of fate through beautiful dance steps and movements, and the
falling of flower petals on stage, the change of lighting, and the echo of the music
together build this sad scene and the expression of emotions is brought to a climax.

In addition to the direct expression of emotion, the text also discusses how the
choreographer enhances the expression of emotion through symbolic and emblematic
design. In The Red Lantern Hangs High, the red lantern serves as a symbol of the feudal
family's suppression of women's freedom throughout the play. Through this symbolic

design, the writer-director successfully conveys the theme of male oppression in the
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original work. In the adaptation of The Legend of the White Serpent, the dance moves
of the Green Serpent are given more symbolism. The enchanting and twisting
movements of the heroine symbolize her strong desire and her struggle for love, thus
enhancing the complexity of the image.

6. choice of dance theatre structure and narrative techniques

The narrative structure of literary works is complex, while the form of dance
drama presentation requires a simpler and more visual narrative, so the choreographer
and director must rework the structure of the dance drama in its adaptation. As
mentioned in the text, traditional linear narrative structure and psychological structure
are two common ways to design the structure of dance theatre. The linear narrative
structure emphasizes plot hierarchy and the unfolding of dramatic conflicts, such as the
dance version of Dream of the Red Room, which presents the development of the story
through Dayu's trajectory of growth. The psychological structure, on the other hand,
focuses on the changes in the inner world of the characters, breaking the constraints of
time and space and representing the emotional and psychological activities of the
characters through dreams and memories. For example, in The Undying Airwaves, the
inner activities and emotional conflicts of the characters are more delicately represented
through the complex and interwoven narrative techniques of character psychology and
time and space.

Finally, Chapter 3 shows us the complex process of adapting a literary work to
dance theatre through detailed case studies and theoretical discussions. Choreographers
and directors successfully transform the emotions, ideas, and cultural connotations of
literary works into performing art through characterization, plot refinement, use of
dance language, and symbolic design. Choreographers must sublimate the spiritual
connotations of literary works into the art of dance theatre through innovative dance
language and stage performance based on respect for the original works, delivering
strong emotional resonance and visual delight to the audience. The research in this
chapter provides a theoretical foundation and practical guidance for future

choreographic work and is of great importance for a deeper understanding of cross-
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media work between literature and dance theatre.

Chapter 4.

Content, Value and Recommendations in Adapting Chinese Literary Works
to Dance Theatre

Chapter 4 examines the connotation, value and developmental suggestions for
adapting Chinese literary works into dance theatre. The chapter analyses how literature
can be disseminated in different media through the dance theatre form, enriching its
multiple interpretations and enhancing the ideological tone of dance theatre. In addition,
suggestions for the future development of Chinese literary dance theatre are put forward.

1. cross-media distribution of literary works

Literature, as an important medium of cultural dissemination, originally depended
on the paper medium, but with the progress of mass communications, the influence of
the paper medium gradually waned. Through body language, visual elements, and
music, dance theater enhances the communicative power of literary works as a new
kind of communication. The adaptation of dance theatre is not just reproducing the text,
but condensing and recreating the literary content through dance and stage performance,
thus enabling the audience to feel the thoughts and emotions of the original through
another visual experience.

Driven by modern technology, dance theatre distribution methods are gradually
diversifying, such as the use of "4K+5G" live broadcast technology and short video
platforms that allow dance theatre to reach a wider audience through different channels.
In addition, the support of the National Endowment for the Arts and the attention of
variety shows have effectively increased the popularity of dance dramas and audience
interest.

2. enriching the multiple interpretations and sublimating the values of literary
works

Classical literary works have deep cultural overtones and ideological value, and

through the adaptation of dance theatre these works have acquired new interpretations
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and explanations. For example, Lu Xun's "Blessing" and "The True Story of Ah Kyu"
have been recreated through dance theater, which not only preserves the spirit of the
original works, but also deepens the characters' image and emotional expression
through body language, enriching the multiple interpretations of the works.

The classification of literary works depends not only on their intrinsic quality, but
also requires wide dissemination and multiple interpretations. The dance theatre
adaptation provides a new platform to showcase these literary classics, giving them new
cultural and artistic values on stage. At the same time, the influence of these literary
classics is further expanded through the numerous interpretations and adaptations of the
works by various choreographers and dance companies.

3. Strengthening the "ideological" style of dance theatre

The "expression" of dance theatre is the basis of its artistic expression.
Choreographers and directors convey the thoughts and emotions of works through body
language, music, set design and other means. Compared to the precision of written
language, dance language is more abstract, so the story design of dance theatre should
be simple and intuitive so that the audience can feel the emotions and inner world of
the characters through the movements.

However, the abstract nature of body language also brings challenges in expression.
For this reason, choreographers should focus on the balance between story and emotion
in the creative process and avoid relying too heavily on displays of skill. By simplifying
the narrative, choreographers can focus more on conveying the emotions so that the
dance drama is not only a visual treat but also a vehicle for emotional resonance.

4. innovative way of choreography in dance theatre

When adapting literary works, choreographers sometimes adopt non-traditional
narrative structures, such as movement or chapter structure, to better show the inner
world of the characters. Through these innovative structures, choreography breaks the
constraints of traditional linear narrative and enhances the flexibility and openness of
expression.

Innovation in the language of dance movement is an important direction for dance
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theatre choreographers to explore. By shaping the emotions, thoughts and personalities
of characters, choreographers and directors use body movements to go deep into the
inner world of characters. For example, the dance dramas "Red Sorghum" and "Green
Clothes" show the complex emotional fluctuations and psychological changes of the
characters through delicate movement design, which further enhances the expressive
power of the dance drama.

5. Trend in the Development of Chinese Literature Adapted to Dance Theatre and
Suggestions

Chinese dance theatre is in an important period of development. In creating
contemporary dance dramas, more attention is paid to the delicate portrayal of character
and psychology, shortening the distance between the dance drama and the audience.
Choreographers of dance theatre should focus on expressing emotions through body
language in their work, while avoiding an excessive pursuit of formalism and display
of skill.

The future literary adaptation of dance theatre should maintain a sense of cultural
relevance while taking into account the aesthetic demands of contemporary society and
audience psychology in order to foster innovation and development of dance theatre.
Through in-depth exploration of the aesthetic preferences and cultural expectations of
audiences, choreographers should continue to seek ways to express the state of life and
emotional world of contemporary people through the language of dance, thereby
evoking a wider response.

Chapter 4, through an in-depth analysis of Chinese literature adapted to dance
theatre, shows that dance theatre, as an important means of cross-media dissemination
of literature, enriches the forms of expression and cultural value of literary works.
Through innovative dance language and structural design, choreographers and directors
make literary works live a new artistic life on stage, giving a powerful impetus to the

development of dance theatre.
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Concluding remarks

This dissertation examines dance productions adapted from Chinese literary works
and thoroughly analyzes the process of transforming the original works into dance
theatre. It summarizes the historical context, choreographic practices and artistic value
of this kind of dance performances. Through a combination of theoretical analyses and
practical examples, the study describes the technical methods and artistic practices
involved in creating literary adaptations for dance theatre, revealing their important role
in promoting and enriching the development of dance theatre art.

By adapting literary works for dance theatre, choreographers and directors not
only offer audiences a variety of artistic experiences, but through cross-media artistic
reimagining, provide new interpretations and stage presentations of the original works.
Dance adaptations broaden the channels for dissemination of literary works while
providing a source of inspiration and performance space for the creation of new dance
productions. Last but not least, they offer valuable experience and theoretical guidance

for the development of future dance theatre art.
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Reference to the contributions of the thesis

1. Enriching the theoretical basis of Chinese dance theatre creation
This dissertation systematically explores the history, practice, and methods of
adapting literary works for dance theatre, providing a solid theoretical foundation for
the development of Chinese dance theatre. Emphasis is placed on the creative freedom
and artistic recreation that choreographers and directors exercise in the process of
adaptation, and these aspects are analyzed in depth.
2. Proposing technical methods for adapting literary works to dance theatre
This dissertation examines effective strategies for transforming the emotions,
characters and plots of literary works into visual symbols through dance movement and
set design. The proposed technical methods and guidelines aim to facilitate the future
adaptation of literary works for dance theatre.
3. Revealing the cultural and communication value of dance performances
adapted from literary works
This dissertation analyzes how literary works can extend their cultural
influence by creating dance productions based on them. In addition, it discusses how
the visual representation of these works can be enriched through stage performance to
provide new interpretations and experiences for contemporary audiences.
4. Encourage innovation in the art form of dance theatre
By adapting literary works, dance theatre makers have the opportunity to
achieve innovation in the form and content of stage productions. This allows dance
theatre to transcend traditional boundaries, integrate modern elements and encourage
the diverse development of the artistic language of dance art.
5. Providing choreographic strategies for adapting literary works into dance
productions
The dissertation's analysis of several examples of successful adaptations of
literary works into dance theatre provides guidance on how choreographers might
flexibly use dance movement, set design and other techniques to create productions of
this type. These strategies can serve to more smoothly transform the complex emotions
and plots of literary works into dance forms.
6. Improving the possibilities for new interpretations of literary works

This dissertation explores how, through the expressive techniques of dance
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theatre, literary works can be presented in innovative ways that allow audiences to
perceive new emotional aspects and perspectives on the plot, while deepening their
understanding of the original works.

7. Emphasizing the cross-media character of dance theatre

Dance theatre is seen as a cross-media art form that successfully overcomes the
textual limitations of literature and provides direct access to emotional content through
body language and visual elements. This characteristic of dance theatre is analysed in
detail in this thesis.

8. Practical recommendations for creating dance performances adapted from
literary works

By examining specific examples, the thesis offers practical experience and
guidance for choreographers and directors in their creative work, helping them to
overcome the technical challenges and problems associated with artistic expression in
the adaptation of literary works.

9. Contribution to the modernization and transformation of traditional literature

This dissertation demonstrates how by adapting clichéd literary works to dance
theatre, these works can be presented in a new light, promoting their modernisation and
relevance to the contemporary cultural environment.

10. Providing new perspectives for future research

The dissertation results open new opportunities and perspectives for further
research in related fields. It encourages researchers and arts practitioners to continue
studying the interaction between literature and dance theatre, contributing to the

development of the performing arts.
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[3] The choreography of "The Best Time" won the Best Creation Award at the "First
CBDF Cross-Strait International Standard Dance Carnival Performance";

[4] Teaching Achievement "Reform and Practice of Talent Cultivation Regime in Dance
Arts Major" won the first Jimei University Teaching Achievement Award in Higher

Education.
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at Jimei University.
[6] Second Prize of the First Teaching Innovation Competition for College Teachers in
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University Collaboration in Education project, Research on the Application of Motion
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[5] In 2022, she will participate in the "Chinese Classical Dance and Music and Dance
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Education.

[6] In 2024, she will participate in the Ministry of Education's joint industry-university
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Teaching in the New Era of Arts Education".
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Dance and Music and Dance Culture".
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[14] 2017 Participation in the research of a horizontal project: 'Establishing an
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school students
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