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PEDEPAT

O0béM padoTsl: 54 cTpanul, 41 UCTIOIB30BAHHBI HICTOYHUK.

KawueBbie caoBa: ABCVYPJl, JIPAMA ABCVYPJIA, IIODTUKA,
[NOCTMOAEPHU3M, JIFOIMUITA [IETPYIIEBCKAA,
OK3UCTEHHHUAJIM3M, TEATP ABCYPLIA.

O0bekT HMccaenoBanus - npamaryprus JI. IlerpymeBckoil kak croco0
MHUPOMOJIEIMPOBAaHUS, B KOTOpoM mpucytcTByer abcypa («Exy B camgy, «IleBen
[leBumia», «OnsaTe nBaanare ATy, «budem», «["ammer. HymeBoe neiicTBre,
«MyKcKasi 30Ha»).

IIpeameT ucciienoBanus - abcypn B mbecax JI. [lerpymieBckoii, popmbl ero
IIPOSIBJICHHUSI.

Leab uccaegoBaHWsi - BBISIBUTH SJEMEHTHI adCypllia M CIOCOOBI €ro
XyJI0>KECTBEHHOM peanm3auuu B gpamarypruu J1. IlerpymeBcko.

MeToabl UCCIEI0OBAHMS: UCCIIEIOBAHUE IPOBOAUTCS B paMKaxX UCTOPHUKO -
TUTIOJIOTUYECKOTO  MMoaxona K mpobieme abcypla B XyHO>KECTBEHHBIX
IIPOM3BEIECHUAX, C UCIIOJIb30BAHUEM DJIEMEHTOB MHTEPTEKCTYAIBHOIO AHAIU3A U
KYJBTYPOJIOTHYE€CKOTO KOMMEHTApUsl K aHAIM3UPYEMBIM BOIIPOCAM.

Hayuynasi HOBU3HA TMILIOMHOM padoThI: MaTepuaibl padoThl YIIIyOWIu U
JOTIOJIHWJIM UCCIIEIOBaHMsI B 3TOW oOJsacTH. BriepBble JaH LENOCTHBIN aHau3
npamarypruu JI. TlerpymeBckoit Ha ypoBHE MOAITHKM a0cypjia. BwisiBieHO ero
NpOSIBIIEHUE B OJHOAKTHBIX Mhecax, B JpamMax adcypla MOCTMOAEPHUCTCKOTO
ctuist. [Ipocnexena cnenuduka ero Xy0KeCTBEHHOH peaTu3aliyH.

TeopeTnyeckasi 3HAUMMOCTh: MaTepUaANIbl PA0OTHI MOTYT UCIIOJI30BaThCS
Ul JaibHeWero usydeHus teopyectsa JI. IlerpyiieBckol, a Takke B APYyrux
UCCIIeIOBaHMsI, MOCBAILIEHHBIX M3YUEHHUIO a0Ccypaa nin Teatpa adbcypaa XX| Beka.

IIpakTHYeckasi 3HAYMMOCTB: T[OJYYEHHBIE pPE3YAbTaThl MOTYT OBbITh
HCII0JIb30BaHbl B yU€OHOM mporiecce GUIoIorudeckoro ¢axynpreTa (HamucaHue
KypCOBBIX pabot, pedeparos, M0KIag0B). MOTyT OBITh MHTEPECHBI KPYTY JIHII,
CaMOCTOSTENIBHO U3Y4arOUMX JaHHYIO TEMY.



PODEPAT

A0’éM padoThI: 54 cTapoHKi, BRIKapbicTaHa 41 KpbIHIIA.

Kmwuasbis caoBbl: ABCYPJl, JIPAMA ABCVYP/Y, ITADTBIKA,
[IOCTMAJIDPHI3M, JIIOAMUIA IIETPYIIDYCKAS, DK3ICTOHIIBISIIIRM,
TOATP ABCYP/Y.

Al'ekT nmacaenaBaHHs — npamarypris JI. Ilerpynmyckait sk cmocad
CBETAIOIVISITY, Y sIKiM mpbicyTHIUae abcypa («Exy ¥ cany, «CrmsiBak CrissBadkay,

«I3HOY nBammane 1Amne», «bibem», «[Mammer. HymsBas n3es», «MyKublHCKas
30Ha»).

Ilpaagmer pnaciaenaBanHss — aOcypJ VY aaHaakToBbIX m'ecax JI.
[Terpyumyckai.
MbTta gacjenaBaHHsl — BbBISBIb 3JIEMEHTHI a0CypAy 1 criocalbl Sro

MacTankaii paanizaiei ¥ apamaryprii JI. [lerpymmyckail.

MeTtanabl facJiefaBaHHs: JacieiaBaHHe paBoA3LIacs ¥ MeXax ricTopblKa-
THINIAIATIYHArAa TMaJBIXOMy Jga Tmpadjemsel abCypay ¥ MacTalKixX TBOpax 3
BBIKAPBICTAHHEM OJJIEMEHTAY IHTIPTIKCTyaJbHAra aHajuidy 1 KyabTypalariiHara
KaMEHTapbIs Ja aHaTi3aBaHbIX TBITAHHIY.

DJIeMeHT HABYKOBail HABi3HbI: MATAPbIsUIbI pa0OThI HAIBIOL 1 a0y HIII
JacjefaBaHHl ¥ TITail rajiHe. YHepuibliHIO Obly 3po0JieHBbl IPJIACHBI aHAai3
npamaryprii JI. Ilerpymnyckait Ha ¥3poyHI MadTeIKI a0Cypay. belio BeI3Ha9aHa sITo
npasyjieHHe ¥ aJHaaKTOBBIX I'ecax, y Jpamax albcypay MOCTMaa3pHICIKara
cteuto. [Ipacouana cienpipika TO MacTarKai paaiizarbli.

TrapaThiuHae 3HAYIHHE MATIPBISIIBI pAOOTHI MOTYIIb OBILIb BHIKAPBICTAHBI
JUIsl Janeimiara BbIByYsHHS TBOpuacui JI. Ilerpymmyckail, a Takcama ¥ IHIIBIX
Jacjie/laBaHHAX, MPBICBEUAHBIX BBIBYUAHHIO aOcypAy I TIarpa abcypay XXI
CTaroa 3.

IIpakThIuHae 3HAYIHHE: ATPBIMAHBISI BEIHIKI MOTYIIh OBIIb BRIKAPBHICTAHBI ¥
HaBy4YaJIbHBIM mpardce (uranarigaara ¢GaxynpTdTa (HarmcaHHe KypcaBbIX padoT,
padeparay, naknanay). Morymp ObIIb IIKaBbIMI KOJy aco0, sKid camacToiHa
BBIBYYAIOIIb JAHYIO TAMY.



ABSTRACT

Volume of the work: 54 pages, 41 sources used.

Keywords: ABSURD, DRAMA OF THE ABSURD, POETICS,
POSTMODERNISM, LYUDMILA PETRUSHEVSKAYA, EXISTENTIALISM,
THEATER OF THE ABSURD.

The object of the research is L. Petrushevskaya's dramaturgy as a way of
world modeling, in which there is absurdity ("I'm Going to the garden™, "Singer
Singer", "Again twenty-five", "Bifem", "Hamlet. Zero action”, "Male zone").

The subject of the research is the absurd in L. Petrushevskaya's plays,
forms of its manifestation.

The purpose of the research is to identify the elements of the absurd and
the ways of its artistic implementation in the drama by L. Petrushevskaya.

Research methods: the study is carried out as part of the historical and
typological approach to the problem of the absurd in fiction, using elements of
intertextual analysis and cultural commentary on the issues analyzed in the work.

Scientific novelty of the thesis: the materials of the work have deepened
and supplemented research in this area. For the first time a complete analysis of L.
Petrushevskaya's drama is given at the level of the poetics of the absurd. Its
manifestation in the one-act plays, in dramas of the absurd, post-modernist style is
revealed. The specificity of its artistic implementation is traced.

Theoretical significance: the results of the research can be used for further
study of the literary works by L. Petrushevskaya, as well as in other studies of the
absurd or theater of the absurd of the 21st century.

Practical significance: the results obtained can be used in the educational
process of the Faculty of Philology (writing course papers, abstracts, reports). They
may be of interest to a range of people who study this topic on their own.



