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PE®EPAT

I'mankas Oxbpra EBrenreBHa

AHTJIMMCKUI TEATP ABCYPJIA: OT MOJEPHI3MA K
[IOCTMOJIEPHU3MY (C. BEKKET, T. CTOIIIAP/, I'. [INHTEP)

Crpykrypa pab6orsl. [{unnomuas paboTa COCTOUT U3 BBEIICHHUS], TPEX TJaB,
3aKJIIOYEHUS, CIHUCKA HCIOJIb30BAHHBIX HCTOYHMKOB, BKJIOYaromero 45

HauMeHoBaHu. OOMmHii 00BeM cocTaBiseT 51 cTpaHUILy MEYaTHOTO TEKCTA.

KiroueBbie CJIOBA: TEATP ABCYPJIA, MOJEPHU3M,
ITOCTMO/JIEPHI3M.

He.]'lb HCCJICI0OBaAHUA: OIIPCACINTD O0COOCHHOCTH Pa3BUTHA JpaMbl a6cypna

B PaMKax JIBYX JIMTEPATypPHBIX HAIIPABICHUN — MOJIEPHA3MA U TIOCTMOJEPHU3MA.

3ajgauun ucciaea0BaHus .
1) mpocienuTh UCTOPHIO CTAHOBJICHHUS W pPa3BUTHSA TeaTpa adcypia,
ONPEAECTUTh NPEANOCHUIKU €T0 MOABICHUS;
2) BBISBUTH TOYKH CONPUKOCHOBCHHS XYIOXKCCTBEHHBIX IapaJIurm
MOJIEpHU3MA U TTIOCTMOJICPHU3MA;
3) Ha KOHKPETHBIX MPHMEpax MPOAHATU3UPOBATH ITyTH TPaHCHOPMAIUH

XyJI0’)KECTBEHHBIX MPUEMOB B Jpame adbcyp/ia.

O0bexT wucciaenoBanua:. 1nbeckl C. bexkkera «B oxumanuu I'omo»,

T. Cronnapaa «Po3zenkpann u ['mnpaencrepn meptol» U . ITunTepa «CTOpOox».

IIpenmer mcciieOBaHUS: XYJI0KECTBEHHBIE IMPUEMbBI, XapaKTEPHBIE s

Ipambl abcypa (aHTUrepor, MUHYC-TIPUEMBI, Pa3pyIICHHE A3bIKOBBIX (YHKLIHUNA U

JpyTue).
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I'mankasa Bosibra flyrenbeyna

AHTJIHACKI TDATP ABCYPIY: Al MAJIDPHU3MY JIA
TTIOCTMAJIDPHU3MY (C. BOKET, T. CTOIIAP/I, T. [ITHTDP)

Crpykrypa padoTsl. [[pimnomnas paboTa ckiiagaeria 3 yBoA31iH, TPOX riay,
3aKJIIOUIHHS, CITica BEIKApAaCTaHBIX KPbIHII, K1 VKItodae 45 aa3inak. [loyHbr a0’ éM

paboThl — 51 crapoHKa ApyKaBaHara TIKCTY.

KarouaBbist CJIOBBI: TOATP ABCYPLY, MAJIDPHI3M,
ITOCTMAISPHI3M.

MbTa aaciaenaBaHHs. BbI3HAYBIIL acabiBaciil pasBills ApaMbl adCypay ¥

MeXax JIBYX JINTapaTypHBIX HallpaMKay — MaJ3pHI3MY 1 IOCTMAA3PHI3MY.
3anaybl AaciieIaBaHHA!

1) mpacadyplllb TICTOPBIIO CTaHAYJIEHHS 1 pa3Billl TlIaTpa adcypay,
BBI3HAYBIIb TIEPATyMOBBI, MACTIPBISAYIIBIS STO 3’ AYICHHIO;

2) BBISABIIb KPOIIKI CyJaKpaHaHHS MacTallKixX Mapajbil'M MaJdpHI3MYy U
MOCTMAJIPPHIZMY;

3) Ha KaHKPATHBIX MpPBIKIaAax MpaaHajizaBallb ILIAXi TpaHchapMaribli

MacTallkix npeiémay y apame adcypay.

A0’ekT naciaenaBanus: mecbl C. bakera “Y uwakanni ['ano”, T. Cronapaa

“Pazenkpann i I'utbapHCTIpH MEPTBBIA ™, 1. ITiHTapa “Cropax”.

IIpagMeT nacjenaBaHHs: MacTalKis MPBIEMBI, XapaKTAPHBIS I APaMbI

a0cypay (aHTBITEpOiA, MIHYC-TIPBIEMBI, Pa30ypIHHE SI3bIKaBbIX (DYHKIIBIH 1 1HIIIBIS).



ABSTRACT
Olga Gladkaya
ENGLISH THEATRE OF THE ABSURD: FROM MODERNISM TO
POSTMODERNISM (S. BECKETT, T. STOPPARD, H. PINTER)

The structure of the thesis. The thesis consists of an introduction, three
chapters, a conclusion. The list of the cited sources includes 45 items. Total work

volume is 51 pages of printed text.

Key words. THEATRE OF THE ABSURD, MODERNISM,
POSTMODERNISM.

The purpose of the thesis is to determine the peculiarities of the development
of the absurd drama within the framework of two literary directions — modernism

and postmodernism.

The objectives of the thesis is to:
1) trace the history of the formation and development of theater of the
absurd, to determine the prerequisites that contributed to its appearance;
2) reveal the points of contact between the artistic paradigms of
modernism and postmodernism;
3) analyze the ways of transformation of artistic techniques in absurd

drama on particular examples.

The object of the research: plays of S. Beckett “Waiting for Godot”,

T. Stoppard “Rosencrantz and Guildenstern are Dead”, H. Pinter “The Caretaker”.

The subject of the research: artistic techniques used in absurd drama (anti-

hero, minus-techniques, the destruction of language functions and others).



