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B cBOMX NeKyusx 06 YCNIOBHOM TeaTpe U ONUCAHUM CTUNEM ucnon-
HeHMA U AeKopaLMil B KUTACKNX 1 ANOHCKMX TeaTpax Meiepxonbpa
noAYepKUBan HE06X0AMMOCTb YYUMTLCA Y 3TUX TeaTpasbHbIX CTUNENH
1 ucnonb3oBath Ux. TeM He MeHee OH NpeaynpexaaeT o ToM, 4To
HEKOTOpbIe U3 3TUX CTUJIei ABNAITCA IKCTPEMaNbHbIMU.

Korpa neisax cumtaerca akcTpemanbHbiM? Bocnpuiumaet nu macca
0fHO B Il06oM MecTe 1 Bo Bce BpeMeHa? KakoBa posib KynbTypbl B
npouecce Bocnpuatua? CyLecTByIOT M Pa3snuyusA B MHTEJIEKTYaNb-
HoM, o6pa3oBartenbHoM U hMN0COCKOM KOHTEKCTAX, COCTaBUBLUME
BAIUATE/IbHOE YeNoBeYecKoe Hacneaue B BOCTOYHOA3MATCKOM B3rns-
Aie Ha MUP, OT/IMYHbBIE OT TeX, KOTOpbie KPUCTANNU30BANUCD, YTOGbI
cchopmupoBatb B3rnAAbI XuTenei 3anapaa, uto NPUBENo K rny6okum
M3MEHEeHUAM B UCKYCCTBe, TeaTpanbHoW hopme n copepaHum, Aa
elye U Ha YpoBHe ero BOCNpUATUA?

3710 UCCnepoBaHME HAaNPaBIEHO HAa NOHMMaHUe 06 eCcTBEHHOrO
BOCMPUATUA B Pa3HbIX KyNbTypax, 4To6bl NpeaoCcTaBuTb aeU Ans
pexuccepos u cueHorpacgos, paboTaloLnx B pasHbIX MecTax.

KnioueBble cnosa: ycnoBHbI TeaTp; TeaTpanbHble fEKOPALUM; TEATP
BocToka; TeatpanbHoe Bocnpusatue; Meiepxonba.

In his lectures on conventional theater and the description of
performance styles and scenery in Chinese and Japanese theaters,
Meyerhold emphasized the need to learn from these theatrical styles
and apply them. However, he warns that some of these styles are
extreme.

When is the landscape considered extreme? Does the mass perceive
the same thing the same way in any place and at all times? What is
the role of culture in the process of perception? Are there any dif-
ferences in intellectual, educational and philosophical contexts that
have created an influential human heritage in the East Asian view

of the world, different from those that have crystallized to form the
views of Westerners, which led to profound changes in art, theatrical
form and content? and even at the level of its perception?

This research aims to understand the public perception in different
cultures in order to provide ideas for directors and set designers
working in different places.

Keywords: conditional theater; theatrical scenery; theater of the
East; Theatrical perception; Meyerhold.

[IpoCTpaHCTBO TeaTpanbHOM CUeHbl HA BocToKe 1 Ha
3anage / The space of the theater stage in the East
and in the West
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PaboTas Hag nepeeofom nekuuit Meiiepxonbaa Ha apabeKkmii
A3blK, 1 06paTUN BHUMaHKE Ha ero paboTy C NPOCTPAHCTBOM
cueHbl. YnoMuHaHua 06 3TOM acnekTe meToaa Meiiepxonbaa
LOBONIbHO pPefiku1, HO OHW APKO NOKa3blBAKOT He TONbKO
METOf, HO M €ro ANHaMUKY, IBONIOLMIO OT OTHOCUTENbHOM
NPUBA3AHHOCTM K PeanCcTUYecKuM Tpaanunam «Mupa
MCKYCCTBY» K 3CTETUKE KOHCTPYKTUBM3MA U fanee, K Co0-
CTBEHHOMY NMOHMUMAHWIO NPOCTPAHCTBA U €ro Bblpa3nUTeNbHbIX
BO3MOXHOCTEN.

0co0blil MHTepec, Ha MOl B3rNAA, NPEACTABAAET BAUAHME
TeaTpanbHbix Tpaguumnii faneHero Boctoka (Kutait, inoHus,
B MeHbluei cTeneHn NHaua) Ha cnocobbl, KOTOPbIMU
Meiepxonbg pewan cueHUYecKoe NpoCTPaHCTBO B pasHble
nepuofbl CBOEro TBOPYECTBA. ITO BNUAHME NOMOraeT
MOHATb, KAKUM 06Pa30M aBaHrapaHble TEYEHUA Havana
[BafiLATOro BeKa BbIABUAN PA3NMYUA U B3AUMHYIO JONOHU-
TeNbHOCTb MupoBocnpuaTus 3anaga (Esponsl) u flansHero
BocToka.

Pa3nuuua mexay 3anagHbiM U BOCTOYHbIM 06LieCTBAMM
B 06LIEHNM U NO3HAHUM U UX AHTPOMOJIOrMYECKUIN aHaNU3
B coBpemeHHOM MUpe 6onee MUANMAPAA YENOBEK CYUTAIOT
ce6s MHTENNEKTYaNbHbIMU U ICTETUYECKUMMN HACNeSHUKAMK
[pesHeit Mpeyun. C apyroi CTopoHbl, BABOE GoNblue N0Aei
VHacnefoBanyu ApeBHEKUTANCKME TPAAULUU MbILEHNS.
3ameTum, 4To Knaccuyeckas apuHckas dunocodbus
W KNnaccuyeckoe KOHPYLMAHCKOE YYeHNe BO3HUKNY NpaK-
TUYECKN OJHOBPEMEHHO, B NATOM BeKe [0 H. 3. Kutaickas
W rpedeckas dunocotbum n cnocobbl MUPOBOCNPUATUS
VKOPEeHWINChb 1 MPOYHO YTBEPAMAUCH B TeyeHue 2500 ner,
3aMeTHO OTIMYaACh APYr OT APYra, Kak U UX KOHLenuuu
U coumnanbHble cTpyKTypbl. KOHEUYHO, M3-3a 3TOW KyAbTYPHOIA
rny6uHbI MHOTME NPUBbLIYKW YKOPEHUIUCH B NOCNEf0BATENAX
Kaxgoii Tpaguumuun. [lonrue Beka Cbirpanu CBOIO posib B Yriy-
6NeHUM 3TUX 06bIYAEB U ONOPE Ha HUX B hOPMUPOBAHUU
VHWUKaNbHOTO B3rNAAa HA BeLLW, OKPYXKaIOWMUIA MUP N OTHO-
WeHMA MeXAy Belamm u opraHnu3mMamu.

Mcuxonor, coynonor u nyéauuuct Puyapa Hucoerr
B CBOMX KHMrax NociefoBaTeNbHO KPUTUKYET TOUKY
3peHusA, COrNacHO KOTOPOI Pas3nnyusa Mexay XuTensamu
3anapa 1 BOCTOYHOA3MATCKMMM HAPOAAMM 3aKpeneHbl
reHeTuyecku [1, 2]. C kaxpoit cnepyioweil KHUToi OH Bce

60onee 3MOLMOHANBHO U HACTONYNBO 0OOCHOBbLIBAET TE3UC
0 pasHuLe B 06pase XU3HU KaK eANHCTBEHHO NpUYmnHe
pasnuunii. Kynetypa [ipesHeit [peuuu, nuiwet oH, chop-
MUpOBaNach B ropuCTbIX Nen3axax ATTUKK, TAe Nofam,
KpoMe 3emniefieNns, NoMoranyu ManomaclutabHoe cenbckoe
X03A1ICTBO, 0X0Ta, PbI6ONOBCTBO, @ NOPOM U NUPATCTBO.
HeckonbKo K03 1 KOpOB, poLya OJIMBKOBLIX flEPEBLEB
1 HeGONbIWON BUHOTPAZHUK — 3TOrO AOCTAaTOYHO, YTOObI
rpeyeckas ceMbs CylecTBOBaNa B OTHOCUTENbHOI U30NALMK
OT ConneMeHHUKOB. Bce 310 He TpeboBano noaaepxaHus
YCTOMYMBLIX CBA3EN B GONBLIOM KONNEKTUBE, NOOLLPSAS
uHgmsugyanusm. Tak chopmmpoBanoch eBponeiickoe
MUpOOLLYLLeHWE, Aiensliee MUP Ha LEeHTP (5, MOA CeMbs,
MOW KO3bl 1 MOW BUHOTPAJHMK) U BECb OCTaNbHOW MUP,
KOTOPpbIN CnyxuT poHoM. [TpaBaa, B TeYeHue ThicAYN neT
CpepHeBekoBbs EBpona npuaepxueanacs BNojHe Kon-
NeKTUBUCTCKUX TPAAULIMIA, HO 3aTeM, B 3noxu PeHeccaHca
u MpocBseLleHns, MHANBUAYANU3M BHOBb BO3061aAaN.
HanpoTuBs, KoHdyumaHckas dpunocodus chopmupo-
Banach B cpefie C yCTOMYUBLIMU CENbCKOXO3ANCTBEHHLIMM
TPaguUMUAMM, NPUYEM B YCIOBUAX NOCTOAHHOI Yrpo3bl
HaBogHeHMN. B néccoBbix fonnHax XyaHxa u fAHu3bl, rae
3apopunach KUTacKas LMBUAM3ALMUA, CO3aHME U NOj-
AepXaHue UpPPUraLUOHHOI CUCTEMbI GbINO KU3HEHHOIA
HeobX0[MMOCTbI0. ITO M MOPOAUNO TPAANLMOHHBINA KONNEK-
TUBM3M W NaTpuapxanbHble LLeHHOCTH, Nexalyme B 0CHOBE
KoHdyumaHcTBa. CornacHo Touke 3peHus Hec6utra u ero
nocnefosartenei, 3Tu 06CTOATENbCTBA 4O CUX NOP Onpe-
AEeNsoT OCHOBHbIE Pa3nnuua mexay xutenamu BoctouyHon
A3nu 1 esponeituamu. Kpome Toro, Bce BanaATenbHble Gu-
nococdumn BocTouHoit A3nm, a UMEHHO a0, KOH(YLMAHCTBO
u 6yaansm, unocoduu, chopMUpoBaBLLME KUTAUCKOE
1 BOCTOYHOA3MATCKOE MUPOBO33PEHUE U YTBEPAUBLILNE 3TY
rapMOHUIO He TOJIbKO C YeHaMu 06WecTBa, HO U CO BCEM
B0 BceneHHoit. CornacHo Hucbetty, BcenenHas ans xuteneit
BocTouHoM A31n 04eHb CNOXHA, @ 3TO 3HAYMT, YTO ANA no-
HUMaHWA N0OOI ee YACTH HYKHO MOHUMATh OKpYKaloWnii ee
KOHTEKCT, a Nto6as nonbiTka NOHATL YTO-TO 6e3 NOHUMaHMUsA
OKPYXKAIOLEro KOHTEKCTa — MPOCTO NOMbITKA, 06peyeHHas
Ha nposan. KynbTypHbIi M MHTENNEKTYanbHbIA aHTPONOO-
rnyeckuit hoH Hapof0B BocTouHol A3uu, KoTopblid Mbl 06b-
ACHUM BbllE, 3aCTABAAET UX YYBCTBOBATb CE6A CBA3AHHLIMU



While working on translating Meyerhold’s lectures into Arabic,
I paid attention to his work with stage space. References to this as-
pect of Meyerhold's method are quite rare, but they clearly show not
only the method, but also its dynamics, the evolution from relative
attachment to the realistic traditions of the “World of Art” to the
aesthetics of constructivism and further, to the core understanding
of space and its expressive abilities.

0f a particular interest, in my opinion, is the influence of the
theatrical traditions of the Far East (China, Japan, to a lesser extent,
India) on the way which Meyerhold applied to the stage space in
different periods of his work. This influence helps to understand
how the avant-garde trends of the early twentieth century revealed
the differences and mutual complementarity of the worldview of
the West (Europe) and the Far East.

Differences between Western and Eastern societies in communi-
cation and cognition and their anthropological analysis

In the modern world, more than a billion people consider them-
selves the intellectual and aesthetic heirs of Ancient Greece.

On the other hand, twice as many people have inherited ancient
Chinese traditions of thinking. It should be noted that classical

A Puc. 1. TeaTpanbHoe npeAcTaBaeHue B TPAAULMOHHOM KUTacKoM cTune. PparmeHT cBuUTKa «lpekpacHbiit Cyuikoy», N3roTOBAEHHOTO No 3aka3y umnepatopa Kunnoxra. Astop Xy AHr
(mexpy 1736 1 1796 ropamu) / Picture 1. Xu Yang, 18th century painter from Suzhou, China. Theatre play. Chinese scroll painting. Detail of scroll about Suzhou made on the order of

Emperor Qianlong. Between 1736 and 1796

Athenian philosophy and classical Confucian teaching emerged
almost simultaneously, in the fifth century BC. Chinese and Greek
philosophies and ways of perceiving the world took root and were
firmly established for 2500 years, noticeably differing from each
other, like their concepts and social structures. Of course, because
of such cultural depth, many manifestations of those customs are
ingrained in the followers of each tradition. Long centuries have
played a role in deepening these customs and relying on them in
forming a unique view on things, the world around them and the
relationships between things and organisms for each culture.
Psychologist, sociologist and publicist Richard Nisbett in his
books consistently criticizes the point of view that the differences
between Westerners and East Asian people are fixed genetically.
With each subsequent book, he more and more emotionally and
persistently substantiates the thesis about the difference in life-
style as the only reason for the differences (Nisbett, 2004; Nisbett,
2009). The culture of ancient Greece, he writes, was formed in the
mountainous landscapes of Attica, where people, in addition to
agriculture, were helped by small-scale agriculture, hunting, fishing,
and sometimes piracy. A few goats and cows, a grove of olive trees
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A Puc. 2. Isontouuns
NPOCTPAHCTBA AHTUYHOTO
Teatpa. TeaTp pumckoro ne-
PUOAA UMEET NOAYKpyryto
topmy opxecTpbl 1 6onee
BbICOKOE U TWWATENbHO NPO-
LYMaHHOE CTPOEHUE CKEHbI.
KpacHble nMHuM yKasblaoT
Ha NPUHLMN NPOEKTUPOBA-
HUA KOMNOHA / opxecTpa,
onucaHHbIn Butpysuem
(https://acoustics.org/
the-origins-of-building-
acoustics-for-theatre-
and-music-performances-
john-mourjopoulos/) /
Picture 2. Evolution of the
shape of open theatres.
Roman period theatres had
semi-circular orchestra and
taller and more elaborate
stage building. The red
lines indicate the koilon /
orchestra design principle
as described by the ancient
architect Vitruvius
(https://acoustics.org/
the-origins-of-building-
acoustics-for-theatre-and-
music-performances-john-
mourjopoulos/)

06s3aTeNbCTBAMU, YNIPABASEMbIMU YCIOBUSIMH, 3 HE U30-
NMPOBaHHbIMU. BocToYHOA3MaT NOHMMAET cebs B cBETE
CBOMWX OTHOLIEHMWIA C LeNbIM, TAKUM KaK CEMbs, 06LLEeCTBO,
[lao n ppyrue dunocotum, BAMAIOLWME HA €70 MHTENNEKTY-
anbHoe opmMupoBaHue. Yenosek aBTOMATUYECKM yyacTByeT
B Habope OTHOLWEHMWIA, KoTopble o6neryatoT paboTy. Ux camo-
CTOATENIbHOE NOBEfieHNEe HEBO3MOXHO.

OcTaBuM noka 6e3 BHUMaHMA O4eBUHbIE YNIPOLLEHUS
W CXemaTu3aLuio, KOTOpbIMU CTpajaeT Teopus Hecbutra.
OyeBupHo, BoctouHas Asus (rge npoxueaert 6onblue
NONOBUHbI YENOBEYECTBA) rOpasfo pa3HoobpasHee, Yem ee
cTepeoTUnHOe n3obpaxeHue. U neiizax, u yknag KusHu
Ha npocTpaHcTBe oT [MmManaes A0 0cTpoBOB MHAOHE3MN
MHOTJA NPUHLMNUANLHO OTIMYAIOTCA OT TAKOBbIX B [0-
JINHax paBHUHHBIX pek Kutas. [la u kuTaiickas dunocodus
3a 25 BEKOB HAKOMMWIa MHOXECTBO Pa3fIMyHbIX TONKOBAHUN
W BapuaLunii nepBoHayanbHoro KoHdyumnaHcTea (Mbl cetyac
JaXke He YNOMUHaeM BeCb CNEeKTP MHAMICKOI dhunocodum).
Tem He MeHee paznnMumns Mexay BOCTOYHbLIM U 3aNagHbIM
MUPOBOCMPUATUEM €CTb U, YeM Obl OHU HU ObINK BbI3BaHbI,
OHU MOTYT GbITb MCMONb30BAHbI A1 AHANN3A KYNbTYPHbIX
ABNEHMUIA.

BocnpuaTue npoCcTpaHCTBA U TeaTp
LlenbHoe, Hepa3aeneHHoe BOCNPUATAE MUPA NIOLbMU
KMTaNCKOM KyNbTypbl NOATBEPXKAAETCA NPAMBIMU Heltpo-
NOTUYECKUMU UCCNefOBaAHNAMU. Tak, B IKCNEpUMEHTax
Mo NpsAMOMY U3MePEeHUI0 aKTUBHOCTU Mo3ra (meTogom MPT)
6blJI0 NOKA3aHOo, YTO 6OJBLWMHCTBO XUTENEN 3anagHbIX CTpaH
6onblue BHUMAHUA YAENAIOT AeTansam (MNu Aaxe OfHOINM,
HaubGonee ApKOWN fieTanu), B To BpeMs KaK 60NbWUHCTBO
KWUTalLeB aKTUBHEE BOCMPUHUMAIOT KOHTEKCT (oH)
nzobpaxenus [3]. B akcnepumentax Macyaa n Hecourr
aHaNoOrMYHbI Pe3ynbTaT noayyeH Npu U3MepeHUU 3anomMmu-
HaeMoCTU KoHTeKcTa (dhoHa) 1 feTaneit usobpaxeHun [4].
OnbiThl Yya no M3MepeHuto ABUXKEHUS FNa3 NOKasanu,
4TO BONBLIMHCTBO KUTalLeB 6onee paBHOMEPHO UCCNEAyIoT
n306paxeHune rnasamu, TOraa Kak eBponeiLbl COCpefoTaym-
BAlOTCA HAa OAHOM (parMeHTe U BHUMATENbHO Pas3risfbiBAIOT
0[HY BbieNeHHylo fetans [5].

AHanuTMyecKoe 3peHne eBponeiLes oTpaxaeTcs
B YCTPOMCTBE TeaTpabHOro NPOCTPAHCTBA HauNHas

and a small vineyard - this is enough for a Greek family to exist

in relative isolation from their fellow tribesmen. All these did not
require to maintain stable ties in a large team and encouraged indi-
vidualism. This is how the European worldview was formed, dividing
the world into a center (Me, my family, my goats and my vineyard)
and the rest of the world, which serves as a background. Though,
for one thousand years of the Middle Ages, Europe adhered to quite
collectivist traditions, but then, in the Renaissance and Enlighten-
ment, individualism had prevailed again.

Confucian philosophy, on the contrary, was formed in an
environment with stable agricultural traditions, and under the
constant threat of floods. In the loess valleys of the Yellow River
and Yangtze, where Chinese civilization originated, the creation and
maintenance of an irrigation system was a vital necessity. This gave
rise to traditional collectivism and patriarchal values underlying
Confucianism. According to the point of view of Nesbitt and his
followers, these circumstances still determine the main differences
between East Asians and Europeans. In addition, all the influential
philosophies of East Asia, namely Tao, Confucianism and Buddhism,
were the philosophies that formed the Chinese and East Asian

¢ [pesHeii 'peuun. Teatp B AdmHax pa3BuBancs Kak rocy-
AapCTBEHHOE YYpexeHue, rocyAapcTBEHHAsA OpraHn3alLms,
rae NpoxoAsT TeaTpaNibHble NPeACTaBAEHNS B paMKax Tpex
[uoHucuitckux ectusaneir. 3putennu B rpeyeckom Teatpe
CUAST Ha NONYKPYrIOM pajy CKaMeek Noj Ha3BaHMeM
Bedtpou (TeaTpoH, MecTo A 3penulL), KOTopbii Npea-
cTaBnsieT coboit 3puTeNbHbINA 31 C BULOM Ha KpYriyio
nnowagaky opxrnotpa (opxecrpa). B knaccuyeckuin nepuog
YCTPOWCTBO TeaTpa YCNOXKHUAOCH, Ha 3afiHEM NAaHe nos-
BUNACb 3aHABECKA A1 NEPEOLEBAHUA aKTEPOB — OKNVN
(cueHa) u cneumanbHble HALWK AAA MY3bIKAHTOB U XOPUCTOB
X0pOG. Takum 06pasom, NoAyKpyrnas 3puTenbckas Macca
o6pasyeT Kak Gbl BOTHYTOE 3epKano, B JoKyce KOTOPOro Ha-
xopuTCa aktep. OcTanbHble AeTanu npefcTaBneHus urpawot
BTOPOCTEMNEHHYI POSib — TaK, TPOOKAVLIOV (MPOCLEHUYM,
AeKopaLuu no 6oKam OT CKeHbl) BNepBble NOABAAIOTCA NNLLb
B nbecax Cotokna, Benukoro pecropmatopa aHTUYHOTO
Teatpa [6].

HanpoTus, utens BoctouHoit A3un easa Haxogun
MecTo, CBOOOAY M Aaxe Bpems, YToObl NPeACTaBUTL paccKas
WM BbICNYWATb €ro, a 3T0 YaCTO CYYaeTcs B CeNbCKON MeCT-
HOCTW, BAANU OT LLEHTPa, NO3TOMY OH MOXET YC/blWaTh ero
OT paccKa3yuuKa 1 BMECTe C HUM, Yepe3 CBOe BOOOpaxeHue,
y4acTBOBATb B MPOLECCE NOCTPOEHUS pacckasa v pa3BUTUSA
ero 06pa3os B ero yme. Takum 06pa3om, OH yieTaeT B MUP
MCTOPWIA BCAKMIA pas, KOTAA pacCKa3ymK Haxo4nT BpeMms
1 MEcTO, YTOOblI paccKasaTb UCTOPUIO HeGONbLIOK rpynne
KpPecTbsAH, KOT[ia OHW HaxofAT BpeMs AN OTAbIXa nocne
cbopa ypoxas unu B 6ypHble Houu. CioxeT pacckasa,

KaK npaeuno, Gbin Ype3BbIYalHO CNOXKEH W 3aMnyTaH, CO MHO-
KECTBOM NMOBOYHbBIX IMHUI U OTCTYNNEHUIA. Pacckasumk
npuberan K CMMBOJIaM U HaMeKaM W yKpaluan UcToputo
NepcoHaXamm U3 MUpa KUBOTHbIX, NTUL, U NAPAHOPMabHbIX
ABNEHUN — NPU3PAKOB, 060POTHEN, LyXOB U paHTaCTUYECKUX
MBOTHBIX. YTOObI MOHATbL UCTOPHUIO, PELUMNUEHT AOMKEH
CBA3aTb YaCTM C KaXAbIM COObITUEM W NEPCOHANKEM W HAITU
CBA3b MeXAY HUMU. Yem Bonblue NepcoHaXu, OTHOWEHUSA

1 cobbITUA GYAYT NOroLEHEl, TeM Gonblie OH ByaeT yya-
CTBOBATb Yepe3 BoobpaxeHue B woy [7].

MonHas NpoTUBOMONOXKHOCTb TOMY, YTO MPOUCXOAUNO
B peBHUX AdMHaX, B 3N0OXY AEMOKpATUK, rae Gbina Heob-
XOLMMA ACHOCTb, Ux TeaTp 6biN 0YEBUAEH, U BCE, 4TO Tpe-



worldview and established this harmony not only with members of
society, but with everything in the universe. According to Nisbett,
the universe is very complex for East Asians, and this means that

in order to understand any part of it, you need to understand the
context surrounding it, and any attempt to understand something
without understanding the surrounding context is just an attempt
doomed to failure. The cultural and intellectual anthropological
background of the people of East Asia, which we explained above,
makes them feel bound by obligations, controlled by conditions,
and not being isolated. East Asians perceive themselves in the light
of their relationship with the whole, such as family, society, Tao
and other philosophies that influence their intellectual formation.
A person automatically participates in a set of relationships that
facilitate work. Their independent behavior is impossible. Let's
ignore for now the obvious simplifications and schematization that
Nesbitt’s theory suffers from. Obviously, East Asia (where more than
half of humanity lives) is much more diverse than its stereotyp-
ical image. Both the landscape and the way of life in the space
from the Himalayas to the islands of Indonesia sometimes differ
fundamentally from those in the valleys of the flat rivers of China.

60Banoch OT Ny6MKM, — 3TO COCPEAOTOUNTLCS HA BedylyeM
aKTepe, KOTOPbIN pa3birpbiBaeT fuanor uan noet. Mx noasus
OCHOBbIBaNacb Ha ACHOCTU UAEI N NOTMYeCKoil nocnefo-
BaTenbHOCTYH [8]. Takum 06pa3oM, Mbl OKa3biBaeMCs nepef
ABYMs NOAXOAAMW BOCNPUATUA — HabaofeHMe Ha 3anage,

B OT/IMYMe 0T BoobpaxeHns B Boctounoit Asuun. B 1o Bpems
KaK Ha BocToke ecTb HameK 1 MeTaopuyecKme 3HaKu,

B [peLmnn Mbl HaXo4MUM NPAMOTY U ACHOCTb, U, TAKUM 06-
pa3oM, Mbl MOXEM NPeACTaBUTD, YTO ECTECTBEHHOE AOXHO
OTpaXxaTbCA B leKopauunax B TeaTpe, Kak Ha ypoBHe aKTep-
CKOro MacTepcTBa, Tak U Ha YPOBHE CLEHNYECKOro 3aMmbicha.

Bcesonop Meitepxonbp — mexxay 3anagom u Boctokom
Isonioums TBOpYeckoro meTofa Bcesonoga Meitepxonbpa,
0fHOro u3 BeINYANLINX Te€aTpaNibHbIX Aemeneﬁ HoBeliLero
BpeMeHu, 6bia U3BMAUCTON M pasHoobpasHoit. Ero nep-
BOHa4a/ibHOE yBaeYeHMe BOCTOYHbIM TEATPOM B nepBoe
AecaTunetve XX BeKa HOCUNO BMNOJTHE MOBEPXHOCTHbI
XapaKTep U OrpaHUYUBaANOCh CTEPEOTUMHBIMU NPEACTaB-

And Chinese philosophy for twenty-five centuries has accumulated
many different interpretations and variations of the original Confu-
cianism (we are not even mentioning the entire spectrum of Indian
philosophy here). Nevertheless, there are differences between
Eastern and Western worldviews and, whatever they are caused by,
they can be used to analyze cultural phenomena.

Perception of space and theater

The integral, undivided perception of the world by people of
Chinese culture is confirmed by direct neurological research. So, the
experiments on direct measurement of brain activity (by MRI) have
shown that most Westerners pay more attention to details (or even
one, the brightest detail), while most Chinese perceive the context
(background) of the image more actively (Goh & Park, 2009). In the
experiments of Masuda and Nesbitt, a similar result was obtained
when measuring the memorability of the context (background) and
details of images (Masuda & Nisbett, 2001). Chua's experiments on
measuring eye movement have shown that most Chinese examine
the image more evenly with their eyes, while Europeans focus on
one fragment and carefully examine one highlighted detail (Chua,
Boland & Nisbett, 2005).

NIeHUAMU, B OCHOBHOM COCPEAOTOYEHHBIMU Ha ANMOHCKOM
Teatpe Ho u Kabyku. BnonHe BEpOATHO, YTO UMEHHO W3 3TUX
IK30TMYECKUX AN eBPONENCKOro B3rnaga asneHunin Meiep-
XO0/bj} BbIPALLMBAET UAel GUOMEXaHUKN — NOAYNHEHUS Tena
3ajayaM aKTepcKoi paboTbl Hag 06pa3om, npeBpalleHns
Tena B MHCTPYMEHT /1A IMOLMOHANbHOTO BO3AeiCTBUA

Ha 3puTens. Bnpouem, Bce getanu TeaTpanbHOro npea-
cTaBneHus ana Menepxonbaa — 370 31eMeHTHl MeXaHU3Ma
ANS NPOM3BOACTBA 3MOLMIA. TeaTp — 3T0 MalWMHa ANA Bre-
yaTneHwuit (aHanoruyHo Tomy, kak Jle Kop6tosse paccma-
TPUBaN [OM Kak MawWuHy Ans xunbsa). B ctatbe «K nctopuu
u TexHuke TeaTpa» (1912 rog), ogHako, Meitepxonbp,
ob6palLaetcs 3a 060CHOBaHUEM CBOErO NOAXOAA K aBTO-
puTeTY aHTUYHOCTU: «ECAN YCNOBHBIN TeaTp X04eT yHUYTO-
XKeHUsA fekopauui, [...] He xoueT pamnsl, [...] He BegeT nn
TaKoM yCNOBHbIW TeaTp K BO3POXAEHMUIO aHTUYHoro? a.
AHTWYHbI TeaTp NO CBOEN apXUTEKType eCTb UMEHHO TOT
CaMblii TeaTp, B KOTOPOM eCTb BCE, UTO HYXHO HalleMy ce-
rofHALWHeMY TeaTpy: 34eCb HeT ;eKOPaLnii, NPOCTPAHCTBO —

< Puc. 3. VHTepbep Teatpa
Kabyku. PackpalweHHas
kcunorpadus Yrarasa Toiio-
KyHu (1800 r.), bputaHckuit
my3eit /

Picture 3. Interior of a
Kabuki theatre, coloured
woodcut triptych by
Utagawa Toyokuni, c. 1800;
in the British Museum
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v Puc. 4. Bceonop Meitep-
xonbg, Jllo6osb Monosa «Be-
JIMKOAYLWWHbI poroHocewy,
akT III, cueHa c Bononacom.
1922. TocypapCcTBeHHbI
My3eit um. baxpywunHa /
Picture 4. Vsevolod
Meyerhold, Lyubov Popova.
“The Magnanimous
Cuckold”: Act III, scene
with Volopas, 1922 ©

A.A. Bakhrushin State Art
Museum

The analytical vision of Europeans is reflected in the structure
of the theater space, starting from Ancient Greece. The theater in
Athens has developed as a state institution, a state organization
where theatrical performances take place within the framework of
the three Dionysian festivals. The audience in the Greek theater
sits on a semicircular row of benches called 8edtpou (theatron,

a place for spectacles), which is an auditorium with a view of the
circular platform of opxfotpa (orchestra). In the classical period,
the structure of the theater became more complicated, a curtain for
dressing actors appeared in the background - oknvn (stage) and
special niches for musicians and choristers. Thus, the semicircular
spectator mass forms, as it were, a concave mirror, the focus of
which is the actor. The rest of the details of the performance play a
secondary role — for example, tpookrviov, the scenery on the sides
of the screen) first appear only in the plays of Sophocles, the great
reformer of the ancient theater (Frederiksen et al. 2015).

On the contrary, a resident of East Asia could hardly find a place,
freedom and even time to present a story or listen to it, which often
happened in rural areas, far from the center. So he could hear it
from the narrator and together with him, by means of his imagi-

TpexmepHoe [...] AHTUYHbIN TeaTp C ero NpoCTOTOM, C ero
NOLKOBOOGPA3HbIM PACNOIOKEHUEM MECT ANs NybAuKY,

C ero OpxecTpoii — TOT AMHCTBEHHbI TeaTp, KOTOPbIi
CNocobeH NpUHATL B CBOE JIOHO enaHHoe pa3Hoobpasue
peneptyapa: "banaraHuuk" A. Bnoka, "¥u3Hb yenoseka"
J1. AHgpeeBa, Tpareguun M. MetepnuHka...» [9].

Yepes 10 ner, B Hayane 1920-x rogos, Meiiepxonbp pe-
anu3yet CBOI 3aMblCen B HECKOJIbKUX CMEeKTaKNAX, NoCTpo-
€HHbIX B CTU/IE KOHCTPYKTMBKM3MA. BonnolieHnem npuHumMnos
KOHCTpYKTUBM3Ma B TeaTpe B. Meitepxonbga ctanu Tpu ero
noctaHoBku 1920-x ropoB: «BennkoaywHslit poroHoceu»
(anpenb 1922 r.), «CmepTb TapenkuHa» (koHew, 1922 r.)

n «3emns Abl6oM» (Hayano 1923 r.). NepsbiM XY[OKHUKOM-
KOHCTPYKTUBMCTOM, NMPULIEALIMM B TEATP K PEXUCCEPY,
6bina J1. Monosa. Mytb J1. MoNoBOM K KOHCTPYKTUBU3MY
TUNWYeEH ANA XYA0XHUKA ee NOKONEHNA: UMNPECCUOHU3M,
Kyb6usm (yueba B Mapuxe), BnusHue K. Manesuya (cynpe-
maTu3m), pabota ¢ B. TatauHbiM. TUNUYHO ANsA aBaHrapaa

u noHumaHue J1. [lonoBoO apxMTEKTOHUYECKO NAacTUKK
Kak BceobLeit Mepbl Beweil, AeiCTByIOLEl BO BCEX BUAAX

nation, participate in the building of the story and its characters
in his mind.. Thus, the spectator flies off into the world of stories
whenever the narrator finds the time and place to tell the story to
a small group of peasants, when they find time to rest after harvest
or on stormy nights. The plot of the story, as a rule, was extremely
complex and confusing, with many side lines and digressions. The
narrator resorted to symbols and hints and decorated the story
with characters from the world of animals, birds and paranormal
phenomena - ghosts, werewolves, spirits and fantastic animals.
To understand the story, the recipient must link the parts to each
event and character and find the connection between them. The
more characters, relationships and events are absorbed, the more
the spectator will participate through his imagination in the show
(Xiaohuan Zhao, 2022).

So, an East Asian theater is the exact opposite to what happened
in ancient Athens, in the era of democracy, where clarity was
needed, their Theater was obvious, and all that was required of the
audience was to focus on the leading actor who was acting out a
dialogue or singing. Greek poetry was based on clarity of ideas and
logical consistency (Hamilton, 1963). Thus, we are faced with two

uckyccrsa. [lekopauuu J1. lfonosoi Kk «BennkogywHomy
pOroHOCLY» NpeacTaBnsaan coboil CaMoA0CTaTOYHYIO
KOHCTPYKLMIO — KCTAHOK» U3 JepeBa W xenesa. byayuu
3aKOHYEHHbIM NPONU3BEeHNEM abCTPAKTHOrO UCKYCCTBA,
OHa He Gblna NpuBA3aHa K CLeHUYECKON kopobke. 310

B MOJIHOW Mepe MMNOHWUpPoOBano naeam Meiepxonbaa,
KOTOPbIA MeyTan 0 CNeKTaknsAX, He CBA3aHHbIX CO CLEHOW,
MCMONHAEMbIX Ha MIOWAAAX M B Liexax 3aBogos [10].

[To BbipaxeHuto kputuka A. 'Bo3L€Ba, KOHCTPYKLMA
MonoBoii «...6biNa NpefHa3HayeHa He fs 06ObIrpbiBaHUs ee
aKTepoM, a AN CaMoit UTPbl — aHANOTUYHO TOMY, KaK Nu-
aHUCT WX CKpUNay UrpaeT He C POsJIEM W CKPUMKOIA,
HO Ha posne unau ckpunke» [11, c. 28].

B cnektakne «CmepTtb TapenkuHa» opopmneHme
B. CtenaHoBoit ObiN0 3asABNEHO KaK BbIpaXXEHUE «NPOU3BOA-
CTBEHHOrO KOHCTPYKTUBU3Ma». JuBonucLbl MockoBcKoro
MHCTUTYTA XyAoXecTBEHHOI KynbTypbl (MHXYK) 06bssunu
CTaHKOBYIO XXMBOMUCh W BOOGLLE «HNCTOE» UCKYCCTBO
GecLenbHbIM NePeXUTKOM NPOLWOro U NoTpebosanu
nepesoga MHXYK n3 BegeHus Komuccapuata npocselieHus
B Bbicwuit coBeT HapofHOro xo3aiMcTea. XyA0XKHUKM 3TOr0
HanpaBfeHUs PpUCOBAIM Y30Pbl AR TKAHEN, 3CKM3bl Mebenu
1 OLEX[bl — B LLeNOM UX Lenblo 6b110 U306peTeHme HoBOro
ObiTa. Mpou3sBoacTBeHHble haHTasun CTenaHoBOM Bbinu
HEOCYLeCTBUMbI MPU TeX BO3MOXHOCTSAX, KOTOPbIE MOTNa
NnpefocTaBuTb pa3pylleHHas BOHON cTpaHa. Ho B TeaTpe
KOHCTPYKTUBMCTBI HAWAW NOYBY ANA CaMblX CMENbIX
3KCNEepUMEHTOB.

Henb3a He 3aMeTUTb NEPEKNYKY NAeH «TPOU3BOA-
CTBEHHOr0 KOHCTPYKTUBU3MA» C MAEAMU 3CTETUKM No-
BCEAHEBHOr0 M NpUHLMNAMK «BabU—Ccabu» — BeayLmUMu
NPUHLNNAMMU ANOHCKOI KYNbTYPbl, HAYMHAA C INOXM X3aHb
(acMmmeTpus, NpocTOTa, CKYNOCTb U MUHUMANN3M Bblpa-
3UTENbHbIX CPeACTB, eCTECTBEHHOCTb U HEMPUTBOPCTBO,
HE3aBUCMMOCTb W CAMOJOCTAaTOYHOCTb). MapagoKcanbHbIM
00pa3oM 3TV NPUHLUNLI COeAUHEHDI C DYTYPUCTUYECKO
3CTETUKOI npopbiBa B OyAyliee, CO3aBas OFPOMHOE Hanps-
XeHue n GopMupys NpefenbHo BbIpa3uTeNbHbIe NPOCTPaH-
CTBEHHbIE pelleHUs.

JkcnepumeHTbl MellepxonbAa Hap TeaTpasbHbIM Npo-
CTPAHCTBOM MPOJOIKMUINCH B MOCTAHOBKE rOr0JIeBCKOr0
«PeBu3opax» B 1926 rogy. IpacT [apuH, cbirpasLumii



approaches of perception - observation in the West, as opposed
to imagination in East Asia. While in the East there is a hint and
metaphorical signs, in Greece we find directness and clarity, and
thus we can imagine that the natural should be reflected in the
scenery of the Theater, both at the level of acting and at the level
of stage design.

Vsevolod Meyerhold - between the West and the East

The evolution of the creative method of Vsevolod Meyerhold, one
of the greatest theatrical figures of Modern times, was tortuous

and diverse. His initial fascination with oriental theater in the first
decade of the twentieth century was quite superficial and limited to
stereotypical representations, mainly focused on Japanese Noh and
Kabuki theater. It is likely that it is from these exotic phenomena
for the European view that grows the idea of biomechanics — subor-
dinating the body to the tasks of acting on the image, turning the
body into a tool for emotional impact on the viewer. All the details
of the theatrical set for Meyerhold are elements of the mecha-

nism for the production of emotions. The theater is a machine for
impressions (similar to how Le Corbusier viewed the house as a
machine for housing). In the article “On the History and Technique

XnecTakoBa B 3TOM CNeKTakne, Tak OMuCbiBaeT cLeHy: «Tpu
LleHTpanbHble 1BEPU BMECTe CO CTEHKaMM pacKpbiBanuch
KaK BOpOTa M NpONycKanu Ha aBaHCLeHy UrpoBYyIO Mio-
waaky, umesLyio hopmy Tpaneuun. OcHoBaHUs ee: BauxHee
K 3puTento — 4,5 meTpa, fanbHee — 3,2 MeTpa, rybuHa —
3,8 MeTpa. 3afHAA YacTb NIOWALKM NOAHATA HA 60 CM,
a nepefHAs — Ha 15cm oT nona. Kak MOHATHO U3 3TUX LMdp,
nnowanka obina o4eHb HeBONbIIOW U MMENa 3HAYNUTENbHBIIA
VKJOH.

3TOT YKNOH CO3AaBan ana 3putens adekt o6paTHoi
nepcnekTusbl. Purypa, HaxoAMBLIAACSA HA JaNibHEM OT My-
61MKM KOHLe nnowanku, 6eina 6onblue, Hexenu hurypa
Bnepeamu» [12, C. 118].

B cueHorpaduu «PeBusopax» Meliepxonbpg obpalaercs
K NPOCTPaHCTBY, HE NOAYMHAIOLEMYCA 3aKOHAM BONOHCKO
nepcnekTMBLl, NOA06HO TOMY, KaK KUTACKas KUBOMMUCh
«TryH-6U» U ANOHCKas rpaslopa «yKWUE-3» onupaetcs
Ha aKcoHoMeTpuyeckyto cuctemy. 06paTHas nepcnekTuea
XapaKTepHa A1 BU3aHTUICKOTO UCKYCCTBA (@ OT Hero aTy
CUCTeMy nepeHsna pycckas MKOHOMWUCH), @ B PYCCKOM aBaH-
rapae Hadana XX Beka 3Ty cuctemy ucnonb3osan K. lNetpos-
BoakuH. Bbinyknoe, BbIBEPHYTOE HABCTPEYY 3pUTENIO CLIEHNU-
Yeckoe NPOCTPAHCTBO 06/1aaN0 TaKoM BbIPa3UTENbHOCTbIO,
4TO Y4aCTBOBANO B NPeACTaBAEHUMN HapaBHe C aKTepamm
¥ fekopauuamu (Bnpoyem, BECbMa HEMHOTOYUCEHHbBIMK).

Tparunyecku npepeaHHas TBOpYecKas Xu3Ho Bcesonoga
Meliepxonbaa, Kak U HaCUNbCTBEHHO NOAABNEHHOE [iBU-
JeHWe KOHCTPYKTUBUCTOB B apXUTEKTYpPEe U XUBONUCH,
He MO03BONM0 Peann30oBaTb 3HAYUTENbHYIO YacTb NOTEHLMU-
anbHbIX OTKPLITUIA. CONMXKEHNE U eCTECTBEHHOE CpalLUBaHue
3anafHbIX U BOCTOYHBIX 3CTETUYECKUX TPAAULMIA, KOTOpOe
TaK NNOAOTBOPHO Hayann KOHCTPYKTUBUCTbI, MPOLOMIKALTCA
1 ceityac. 3anagHblii TeaTp, CTPEMALWMIACA K MUME3NCY,
K BOCNpOU3BEAEHMNIO NOBCEAHEBHOMN peanbHOCTH, BCe
ele NpoTUBOCTOUT YCNOBHOMY TeaTpy B BOCTOUHOM AyXe,
C €ro rpoTecKHOCTbIO M MeTathOpPUYECKO MHOFO3HAYHOCTBIO.
Bnpoyem, 3T0 MOXKHO CKa3aTb He TONbKO O TeaTpe, HO U 060
BCEX NPOCTPAHCTBEHHbIX MCKYCCTBAX — B TOM Yucie 06 apxu-
TekType. Bo3mMoxHoO, ABafLaTh NepBbli BeK HaNAeT nNofoT-
BOPHbI1 6anaHC MeXay aHTUYHON ACHOCTbIO U BOCTOYHOIA
pa3MbITOCTbIO, MEXAY YETKUMU PUTMAMU OPAEPHON CUCTEMBI
1 NNABHLIMU U3rMOGAMM a3MATCKOI apXUTEKTYPSI.

of Theater” (1912), however, Meyerhold turns for substantiate his
approach to the authority of antiquity: “If a conventional theater
wants to destroy the scenery, [...] does not want a ramp, [...] does
not such a conventional theater lead to the revival of the antique?
Yes. The ancient theater in its architecture is exactly the same
theater that has everything our theater needs today: there are no
scenery, the space is three-dimensional [...] The ancient theater
with its simplicity, with its horseshoe-shaped arrangement of seats
for the public, with its orchestra is the only theater that is able to
take into its bosom a welcome variety of repertoire: “Balaganchik”
by A. Blok, “The Life of a Man” by L. Andreev, the tragedies of M.
Maeterlinck...” (Meyerhold, 1968, p. 133).

Ten years later, in the early 1920s, Meyerhold implemented his
idea in several performances built in the style of constructivism.
The embodiment of the principles of constructivism in the theater
of V. Meyerhold was his three productions of the 1920s: “The Mag-
nanimous Cuckold” (April 1922), “The Death of Tarelkin” (late 1922)
and “The Earth stands on End” (early 1923). The first constructiv-
ist artist who came to the theater to the director was L. Popova.

L. Popova's path to constructivism is typical for an artist of her

JT0 UccnenoBaHmUe He CTPEMUTCA 3asIBUTh, YTO Mbl PasHble
W YTO HET MecTa ans cOnnxKeHns. BMecTo aToro oHo npu-
3bIBAET K NOHUMAHUIO APYT APYra, YBAXEHUIO CeunduKm
APYr Apyra v noucky Haubonee 3heKTUBHbIX METOA0B
06WeHns ans ycTaHoBNeHMA cnoco6oB obLeHus.
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generation: impressionism, Cubism (while studying in Paris), the
influence of K. Malevich (suprematism), work with V. Tatlin. Typical
of the avant-garde is L. Popova’s understanding of architectonic
plasticity as a universal measure of things operating in all types of
art. L. Popova’s decorations for the “Magnanimous Cuckold” were a
self-sufficient construction — a ‘machine” made of wood and iron.
Being a finished work of abstract art, it was not tied to a stage box.
This fully impressed the ideas of Meyerhold, who dreamed of per-
formances unrelated to the stage, performed on squares and in the
workshops of factories. In the words of critic A. Gvozdev, Popova’s
construction “... was not intended to be played by an actor, but for
the game itself — similar to how a pianist or violinist does not play
with a piano or violin, but on a piano or violin” (Filicheva, 2011, p.
28).

In the play “The Death of Tarelkin”, the design of V. Stepano-
va was declared as an expression of ‘industrial constructivism’.

The painters of the Moscow Institute of Artistic Culture (INHUK)
declared easel painting and ‘pure” art in general an aimless relic of
the past and demanded the transfer of INHUK from the jurisdiction
of the Commissariat of Education to the Supreme Council of the
National Economy. Artists of this direction drew patterns for fab-
rics, sketches of furniture and clothing - in general, their goal was
to invent a new way of life. Stepanova’s production fantasies were
unfeasible with the opportunities that a war-torn country could
provide. But in the theater, constructivists found the ground for the
most daring experiments (Gvozdev, 1927).

It is impossible not to notice the overlap of the ideas of ‘in-
dustrial constructivism’ with the ideas of everyday aesthetics and
the principles of ‘wabi-sabi’ - the leading principles of Japanese
culture since the Heian era (asymmetry, simplicity, avarice and
minimalism of expressive means, naturalness and frankness, inde-
pendence and self-sufficiency). Paradoxically, these principles are
combined with the futuristic aesthetics of a breakthrough into the
future, creating enormous tension and forming extremely expres-
sive spatial solutions.

Meyerhold’s experiments on the theater space continued in
the production of Gogol's “The Inspector” in 1926. Erast Garin,
who played Hlestakov in this performance, describes the scene as
follows: “The three central doors, together with the walls, opened
like gates and let a playground, which had the shape of a trapeze,
into the foreground. Its bases: the closest to the viewer is 4.5
meters, the farthest is 3.2 meters, the depth is 3.8 meters. The back
of the platform is raised by 60 cm, and the front is 15 cm from the
floor. As is clear from these figures, the site was very small and had
a significant slope.

This bias created a reverse perspective effect for the viewer. The
figure at the far end of the platform from the audience was larger
than the figure in front” (Garin, 1974, p. 127).

In the scenography of the “Inspector”, Meyerhold refers to a
space that does not obey the laws of the Bologna perspective,
just as the Chinese painting ‘gong-bi’ and the Japanese engraving
‘ukiyo-e’ relies on an axonometric system. Inverse perspective is
typical for Byzantine art (Russian iconography adopted this system
from it), and in the Russian avant-garde of the early twentieth
century this system was used by K. Petrov-Vodkin. The convex stage

space, turned towards the viewer, had such an expressiveness that
it participated in the performance on a par with the actors and
scenery (however, very few).The tragically interrupted creative

life of Vsevolod Meyerhold, as well as the violently suppressed
constructivist movement in architecture and painting, did not
allow the realization of a significant part of potential discover-

ies. The convergence and natural fusion of Western and Eastern
aesthetic traditions, which the constructivists so fruitfully began,
continues even now. The Western theater, striving for mimesis, for
the reproduction of everyday reality, still opposes the Conditional
Theater in the Eastern spirit, with its grotesqueness and metaphori-
cal ambiguity. However, this can be said not only about the theater,
but also about all spatial arts - including architecture. Perhaps the
twenty-first century will find a fruitful balance between antique
clarity and oriental blurriness, between the clear rhythms of the
order system and the smooth curves of Asian architecture.

This study does not seek to state that we are different and that
there is no place for rapprochement. Instead, this study calls for
understanding each other, respecting each other's specifics, and
finding the most effective communication methods to establish
ways to communicate.

References

Chua, H. F., Boland, J. E., & Nisbett, R. E. (2005). Cultural variation in
eye movements during scene perception. Proceedings of the National
Academy of Sciences, 102(35), 12629-12633.

Filicheva, N. V. (2011). O roli konstruktivizma v teatralizatsii khu-
dozhestvennogo prostranstva [On the role of constructivism in the the-
atricalization of artistic space]. Bulletin of the Leningrad State University
named after A. S. Pushkin, 2(1), 222-229.

Frederiksen, R. et al. (2015) The Architecture of the Ancient Greek The-
atre. Aarhus: Aarhus University Press.

Garin, E. P. (1974). S Meierkholdom: Vospominaniya [With Meyerhold:
Memories]. Moscow: Iskusstvo.

Goh, J. 0., & Park, D. C. (2009). Culture sculpts the perceptual brain.
Progress in brain research, 178, 95-111.

Gvozdev, A. A. (1927). Teatr imeni Meierkhilda (1920-1926) [V. S. Meyer-
hold Theater (1920-1926)]. Leningrad: Academia.

Hamilton, E. (1963). The Greek way to western civilization. New York,
London: W. W. Norton & Company.

Masuda, T., & Nisbett, R. E. (2001). Attending holistically versus ana-
lytically: comparing the context sensitivity of Japanese and Americans.
Journal of personality and social psychology, 81(5), 922.

Meyerhold, V. E. (1968). K istorii i tekhnike teatra [On the history and
technique of theater]. In Articles. Letters. Speeches. Conversations: In 2
parts. (P. 1, 133). Moscow: Iskusstvo.

Nisbett, R. E. (2004). The Geography of Thought: How Asians and West-
erners Think Differently...and Why. NY: Free Press.

Nisbett, R. E. (2009). Intelligence and How to Get It: Why Schools and
Cultures Count. NY: W. W. Norton & Company.

Xiaohuan Zhao (2022). Chinese Theatre: An Illustrated History Through
Nuoxi and Mulianxi. Volume One: From Exorcism to Entertainment.
Oxfordshire: Routledge.



