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nerkuii wosoBik» («Un homme trop facile»), «Iitpi» (The Guitry), «3panma



Atninmraiina»  («La trahison d’Einstein») posrisimaeTtbesi B KOHTEKCTI CydacHOT
b paHITy3bKOi JITEpaTypH, 3’ ICOBYETHC 1 MICIIE 1 3HaYEHHS B Hil.

3’sicoBaHo, M0 (PpaHITy3bKa IpaMaTypris IeMOHCTPYE Oe3nepepBHAN PO3BUTOK,
IHTeTPYIOYM CyYacHI TEHJACHIII Ta BOJHOYAC 30€epirarouud CBOKO KYJBTYPHY
cnaakoeMHicTs. TBopuicTs Epika-Emmantoens [lmiTra € BaXiIMBOIO CKIIaOBOIO
IIOTO TPOIIECY, a/HKE BOHA TapMOHIMHO TMOEIHYE TPAAMIINAHI >KaHPOBI (GopMHu 3
HOBUMHU MUCTEIBKUMHU TMpPAaKTUKaMH, 110 3a0e3nedye ii akTyaldbHICTh Y Cy4YaCHOMY
CBITOBOMY T€aTpajIbHOMY ITPOCTOPI.

JlocnikeHHsT TPOIIOHY€E KOMIUTIEKCHHUM MiX1J] 10 aHami3y JapamaTyprii Epika-
EmMmanroenss IIMiTra, NO€OHYIOYM I1HTEPTEKCTyaJIbHUM, I1HTEpMEMIAIbHUNA Ta
CUHepreTUUHui Metoau. Lle 103BoJise He nie PO3KPUTH BHYTPILIHIO TMHAMIKY HOTO
m’ec, a ¥ TIPOCTEHKUTH MEXAHI3MU iXHBOI B3a€EMOJIi 3 HIUPIIUM KYJIBTYpPHUM 1
Te€aTPAJIbHUM KOHTEKCTOM. 3ampOINOHOBAaHUM MiAX1J MOK€ OyTH BHUKOPUCTAaHUN Y
MOJIANBIIUX JAOCTIHKEHHSIX Cy4acHO1 (PpaHIly3bKO1 JpamMH, OCKIJIbKHA BiH JIEMOHCTPYE
€()EeKTUBHICTh MIKIUCUUIUIIHAPHOTO aHAJI3y APAMATHYHOTO TEKCTY.

AHalli3  JapaMaTypriyHoi  CMaJKOEMHOCTI  JIO3BOJIUB  BUSBUTU  BIUIMB
MOJIBEPIBCHKOT Tpamuilli Ha TBopuicTh IlImiTra, MmO mpocrexyerhes y meci «Un
homme trop facile», ne npamarypr mepeocMucCIiOe KIacCHYHI MOTHBH MOPAIbHOTO
BUOOpPY, 1IIGHTUYHOCTI Ta COIIaJILHOTO MPOTUCTOsIHHS. [IIMITT He nwHIle 3BepTacThCs
10 Monbepa siKk 10 KITF040BO1 IocTati GpaHIly3bKOro TeaTpy, a i BUKOPUCTOBYE MOTO
TBOPYICTh SIK OCHOBY JUISI HOBOi JpamaTuyHOi KoHuemmii. Y m’eci IlImitt
BUKOPUCTOBYE TPAIULIMHUN 00pa3 HE3HAMOMIIS y J3epKalli, 0 MOXKE TPAKTYBATUCS
AK WOro BHYTpIIIHIN rojoc abo iHIMKA OIK HOro OCOOMCTOCTI, SIKMM BIH HE XO4Ye
npuitmaTu. Lleir oOpa3 € TICHO MOB’A3aHUM 13 MOTHUBOM J3€pKajla, CAMOCIIOTJISIIaHHS
Ta MHOXXMHHOI 1JIGHTUYHOCTI, 10 TakoX Bifcwiae mo midy mpo Hapuuca. [Tompu
TIOCTMOJICPHICTCHKI IrpH Ta JCKOHCTPYKIIO Tpaaumiiaux ¢opMm, m’eca «Un homme
trop facile» 30epirac Tpm emHocti (wyacy, Mmicis i i), oo cropigHioe i 3
KJIACHYUCTUYHOIO IpaMaTyprie€ro.

Boanouac mocChiaKeHO B3a€EMO3B’SI30K MK (PpaHIy3bKO0 POMAHTUYHOIO
napamoro ta apamarypriero [lImitra Ha puknani m’ecu «Frédéric ou le Boulevard du

crimey, 1€ NPOCTEKYIOTHCSA JKAHPOBUH CHHTE3, ICTOPMYHUN TeaTp 1 jiayior i3



TpaAuIIIMU POMAHTUYHOI ciieHU. Y 1 m’eci Epik-Emmantoens HIMITT pocmimkye
dbeHomMeH TeaTpy SK KUBOI Marepii, 10 3MIHIOETHCS Tij] BIUIMBOM SIK CYCITUIBHHX
MpoLEeCiB, TaK 1 IHAUBIAYadbHUX TBOPYMX IMOIIYKiB. Yepe3 rpy 3 >KaHPOBUMH
0COOJIMBOCTSIMHU MEJIOJIpaMH, IMIIPOBI3AIIIIO SIK €CTETUYHUM MPUHITUTT Ta KOHPIIKT MixX
KJIACHYHUMHU 1 POMAHTUYHUMH TPAJUIISIMHU JpaMaTypr HE JIUIIE BiATBOPIOE TyX
€MOXH, a i CTaBUTh NEpe]l IsAaueM MUTAHHS PO MPUPOY TeaTpaTbHOTO MUCTEIITBA
Ta HOTro B3a€EMOJII0 3 peaNbHICTIO. Y II'€Ci BIJOOpaKEeH1 KIOYOBI OCOOJMBOCTI
POMAHTHUYHOTO TeaTpy — OOpoTh0a 3a MHCTENBKY CBOOOMY, KYJIbT CHIIBHOI
0COOHUCTOCTI Ta 1/1€1 COLIAIbHOTO OHOBJICHHS, 1110 IEPETYKYETHCS SK 13 IpaMaTypri€io
Bikropa ['toro, Tak 1 3 peajlbHUMHU BUKIMKAaMH, Kl CTOsNIM mepen tearpom XIX
croitts. L m’eca € 3paskom GiorpadiyHoi 1pamu.

[T’eca «The Guitrysy € He HPOCTO CTUMI3AIIEID IiJ (PPaHIY3bKHIA TeaTp
MIKBOEHHOTO TIEP10y, @ 1 TEKCTOM, IO HaJla€ HOMY HOBHX CMHCIIIB, IIIKPECIIOYH
MeTadi3UYHUI BUMIp TeaTpy SK SIBUIIA, IO OJHOYACHO € TPO0, KHUTTAM 1
CHOIJISJATBHUM aKTOM. TaKkuil MiaxXia NeperyKyeThes 3 TpaIuLisAMHU TeaTpy adcypay,
30KpeMa 1JI€€10, 110 TeaTpaibHa peaabHICTh MOXKE OyTH OB TPABAUBOIO, HIXK XKUTTS.
Y m’eci «The Guitrysy Tearp mocrae CHMBOJIYHUM TEPCOHAXEM, IO BIUIMBAE Ha
YKUTTS TePOiB, MIKPECTIOI0YN HEPO3PUBHHUI 3B’ I30K MK MUCTELITBOM Ta PEAIbHICTIO.
Bin icHye sik camocTiitHa cuila, sika KOHTPOJIIOE JI0JI TIEPCOHAXKIB, 1 cTaE MeTadoporo
HEMHUHYYOCTI TBOPUOTO MUIAXY, /1€ CIIEHA 1 )KUTTS CTAlOTh OJHUM LUIUM. SIK 1 m’eca
«Fredéric ou le Boulevard du crime» BoHa € 3pa3kom GiorpadiuHoi gApamu.

OxkpeMy yBary MpHAUICHO NUTAaHHSAM IHTEPMEIIAIbHOCTI B JpaMaryprii
[IImiTTa, 30KpeMa mpu aHaui3i m’ecu « The Guitrysy, 3aKIieHTOBaHO yBary Ha B3a€MOIii
Tearpy, KiHo Ta My3uku. Y m’eci «The GuitrySy BHKOpPHCTaHHS CUMBOJIIB JJOITOMArae
aBTOpPY TepeaaTH KJIYOBlI TEMHU — CJIaBy, TeaTp SK CIOCIO KUTTSA, KOHMIIKT MiX
CIICHOIO Ta pEaJIbHICTIO, a TAKOXK IIBUIKOIJIMHHICTh MMOYYTTIB 1 JIFOJICBKOTO iICHYBaHHS.
3HayHy YacTHHY CHUMBOJIIB Y TBOpPI MOXXHA TMOAUINTH Ha 6i3yanbhi (TPOXEKTOD,
rpyUMepKa, 3aBica, aBTOMOOUIb), aydianvhi (My3uKa, IIyM JIiTaka, arjioJUCMEHTH,
TUIIA) Ta uacoei (TOAMHHUK, ENINCUC Yacy). Yci BOHH (POPMYIOTh €JUHY CUCTEMY
oOpa3iB, 110 BiAOOpa)ka€ MCUXOJOTIYHUNA CTaH TOJIOBHUX MEPCOHAXIB 1 3arajibHy

atMochepy m’ecu. JlocnipkeHHsT miaATBEepKye, 1m0 IIIMITT He nuIle BUKOPUCTOBYE



JiTepaTypHi peMIHICIEHIIIT, a i aKTUBHO TMPAIIOE 3 TEATPATHHOIO TPATHUIIIEIO K TAKOIO.
30Kkpema, IPUHLIUIT «TeaTp y TeaTpi» BIAIrpae BAXKIUBY POJIb Y CTPYKTYpi HOTO I’€C,
JI03BOJISIFOYH TIEPCOHAYXKAM OCMUCITIOBATH BJIACHY POJIb Y MEKaxX BUCTABHU Ta 032 HEIO.
[ImIiTT mpairoe Ha MeEX1 JiTepaTypd Ta Tearpy, IO pPoOUTh WOro m’ecH
yVHIBEpPCAJIbLHUMHU: BOHHM MAalOTh BHUCOKY CIICHIUYHY aJanTHBHICTb, aje BOAHOYAC
3QJIMIIAIOTBCS.  CAMOJOCTAaTHIMHU JIITEPAaTypHUMH TBOpPaMH, IO MOXE CIyTyBaTu
IpeIMETOM MOAANBIINX JIITEPAaTypO3HABUUX CTYIIH.

dinocodcbka KoHIIEMIIS JT00pa 1 31ma y Oiorpadiunux m’ecax «Le Visiteury ta
«La Trahison d’Einsteiny posriissHyTa 4epe3 MPOTHCTABICHHS pPalliOHAJILHOTO Ta
1ppalioHaIBLHOr0, MOPAJIBLHOIO BUOOPY Ta HAYKOBOI BIAMOBINANLHOCTI. BeTaHoBiEHO,
110 JipaMaTypr KOHCTPYIOE J1aJI0TH Mi’K CKEIITULIU3MOM 1 BIpOIO, PO3YMOM 1 MICTHKOIO,
3QJIMIIAIOYN BIIKPUTUN TpOCTip s pedrekcii. SAkmo y mepuriii m’eci KOHQIIKT
PO3rOPTAETHCSA HA MEX1 pallOHATBHOTO Ta MICTUYHOIO, TO Yy JAPYrid — y pamKax
HAyKOBOI €TMKH Ta MOPAJIbHOI BiAmoBigaibHOCTI. OOMIIBa TBOpPHU MPOIOHYIOTH HE
KaTeropuyHe TPAKTyBaHHS I[UX MOHATH, a IXHIM (u10coPChbKUil aHaNI3, 10 3MYIIYE
yyTaya Ta risijaya 3aMUCIIUTHUCS HAJl TUM, JIe HacTIpaB/ii MpoJisArae Mexa Mixk 100pom
1 3710M y Jrojcbkomy BuOOpi. Y mux m’ecax IIIMITT 3BepTaeThcs 10 TPagUIlIMHOTO
MOTHUBY 3YyCTpiui 3 HE3HAHOMIIEM, KWW CTaBUTH MEpe]l TOJOBHUM TepoeM TIIHMOOKI
€K3UCTEHIIIMHI uTaHHA. {1 Moenb 3ycTpiyaeThes y 6aratbox JiTepaTypHUX TBOPAX,
110 JI03BOJISIE PO3IIISIIATH 11 KPi3b MPU3MY IHTEPTEKCTYalbHOTO fianory. BomHouac y
cBoix m’ecax Epik-EMmantoens [IIMITT 3aCTOCOBY€E CKIIaJIHI XYJI0KHI MEXaH13MHU, 110
BUXOJIATH 32 MEXK1 TPAIUIIIHHOTO JITEPATypHOTO aHai3y. 30KpeMa, HOTo IpaMaTypris
JEMOHCTPYE CMHEPreTH4YHi MPOoIecH, 110 MPOSBISIOTECS Y B3aEMO/IT MPOTUIICIKHUX
KOHIIeNTIB (00pa 1 3J1a, HAyKH Ta MOpaJli, BIpH Ta pallioOHAII3MY).

VY npamatyprii Epika-Emmantoens [lImiTra nutanHs B3a€MUH MK YOJIOBIKOM
Ta KIHKOIO 3aiiMae BaxiuBe Miciie. YosoBiui Ta KiHOY1 00pa3u y HWOro I’ecax He
3BOJISTHCS JIUIIIE 10 COLIAIbHUX POJIEH YU TUIIOBUX MOJIENIel MOBEIIHKH, a HAa0yBalOTh
CUMBOJIIYHOT'O BUMIPY, B11I0Opa)kar0uu pi3HI NOTJISAM Ha KOXaHHS, BJIay, CBOOOY 1
BiAMOBIAQNBHICTh. [IIMITT aHajizye B3a€EMHUHU MIXK YOJIOBIKAMHU Ta XKIHKaMHU Kpi3b
pU3My €MOLIHHOT IaM’ sITi, BTpAT, MPUCTPACT], MAHIMYJIALIT Ta 60POTHOH 32 0COOUCTY

aBTOHOMII0. MU pO3IisgaEMo Il acTeKTH Ha MPUKIIAJll aHali3y TphoX Horo m’ec «La



nuit de Valogney, «Le Libertiny 1a «La tectonique des sentimentsy. I1’eca «La nuit de
Valogne» € cydacHMM mepeoCMHCIEHHSIM TpaauiiiHoro oOpa3y Jon Xyana.
3okpema, y TpaktoBii [lIMiTTa BiH Olnblie He € Oe3KapHUM PO3MYCHUKOM, a pajiiie
’KEPTBOIO BJIACHOI JIETEHIM, CHMBOJIOM HEMOXJIMBOCTI BTeul BiJ MUHYJOro0. [1’eca «Le
Libertiny e GiorpadidHoO Ta PEKOHCTPYIOE €301 3 KHUTTS BiIOMOTO (hpaHITy3bKOTO
bimocopa XVIII cromitrs Jeni Hinpo. Ha mpuxnaali mmx m’ec ImpoaHaIi30BaHO
T'eHJIepHI acreKkTy y apamaryprii IllImiTTa, 30kpema 3’scoBaHO, 110 YOJIOBIYI Ta KIHOY1
o0pa3u po3risAaI0ThCs K MeTaopH pi3HUX THUIIIB CBITOCTIPUHHATTS. BusiBneHo, mio
iXHI B3aeMOJIi1 BiIOOpaXkaroTh MO KOHGIIKTA MK MaM’STTIO, BJIaI010, JIIOOOB 0
Ta OCOOMCTICHOIO aBTOHOMI€. Y 1ux m’ecax IIIMITT He numie CTaBUTH MiJl CyMHIB
CTEPEOTHUIIHI YSIBICHHS MPO T€HJEPHI poJii, a ¥ PO3KPUBAE TUHAMIKY MOUYYTTIB, SIKI
MOCTIHO  3MIHIOIOTBCA MiJ  BIUIMBOM 00cTtaBuH. BogHouac anamizyerbes
IHTEpMEMIAIBHUIN JUCKYPC 1" €C, 30KpeMa (yHKIII )KUBONUCY B KaHB1 JpaMaTHYHOIO
TEKCTY.

Y m’ecax «Hotel des deux mondes» Tta «Les petits crimes conjugaux»
BHOKPEMITIOETHCSI KOHIIETIT IIOBEPHEHHSI 10 CAaMOT0 ce0e» K KIFOUOBHHN JIJIS ITUX 1T €C.
VY 1mux TekcTrax MpoIec yCBIIOMJICHHS BJIACHOI 1ICHTUYHOCTI HE € MPSIMOJIHIHHUM, a
paamie Haraaye CKIQAHMA IJISIX  BUMPOOYBaHb, IO 3MYIIYE TEPCOHAXKIB
NEPEOCMUCIIIOBATH MUHYJE, MPUMMATH BJIacHI MOMUJIKKA Ta POOUTH BUOIp, SKUN
BU3HAYa€ iXHE MailOyTHe. B aHamizoBaHMX 1m’ecax apamaTypr akTUBHO B3a€EMOJIIE 3
KJIACHYHUMH Ta CyYaCHUMHU TEKCTaMH, BBOASUYM airo3ii Ha TBopu [lante, IlpycTa,
Kadxku, bekkera ta inmmx. Konnenis n’ecu « Hotel des deux mondes» neperykyeTbes
3 MotuBoM Yuctunuma y «La Divina Commedia» Jlante, a oOpa3 midra, 1110 BU3Ha4ae
JI0JII0 TIEPCOHAXKI1B, HaraJye 1aBHbOrpelbKuid Mid rnpo nepenpany yepe3 Ctike. Y m’eci
«Petits crimes conjugaux» MOTUB BTPaTH MaM’SIT1 Ma€ NEPETYK 3 MPYCTIBCHKOIO 1/1€€10
‘BTpaueHOr0 4Yacy’, IO CTa€ HE JHIIE MPOCTOPOM HOCTabIii, a W KIoUYeM [0
PO3YMIHHS ICTUHH.

TakuM 4YUHOM, pe3ynbTaTH IOCHIIKEHHS MIATBEPIKYIOTh, L0 JIpamaTypris
Epika-Emmanroens IlImiTra 3aiiMae yHiKaidbHE MICIE B CydacHOMY (paHIy3bKOMY
JITEpaTypOTBOPUOMY IMPOLIEC], MOEAHYIOUM JApaMaTHYHI TpPagulii MHHYJIOrO 3

HOBITHIMH MHUCTCHUBKHMMHU ITOITYKaMH. Horo TBOPH JCMOHCTPYIOTh CKIIaIHY B38.€MOI[iI-O



JITepaTypHUX TPAIUIIA Ta HOBATOPCHKUX MIAXOJIB, O POOUTH 1X aKTyaJlbHUMH Y
CBITOBOMY T€aTpaJbHOMY TUCKYPCI.

3anpomnoHoBaHl MiAXoAu A0 aHamizy apamatyprii [lImitra MoxyTs OyTH
3aCTOCOBAH1 JUISl JOCIIPKCHHS TBOPYOCTI 1HIIMX JIpaMaTypriB, sSKi 3aCTOCOBYIOTH
Tpajullii Ta HOBATOPCTBO Y CBOIX TEKCTaX.

Kaw4oBi caoBa: jgpamarypris, Ttearp, Epik-Emmanioens  IwmiTr,
IHTePTEeKCTYyaJIbHICTh,  1HTEPMEIIadbHICTh, CHHEPIeTHKA, TOCTHKA, >KaHPOBI

Tpanchopmariii, MUTEIb, IIHHOCTI.
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The dissertation is devoted to the analysis of Eric-Emmanuel Schmitt's dramatic
works through the prism of intertextual, intermedial, synergetic and poetic aspects. The
research is based on an assessment of the theoretical foundations of the dramatic text,
typology and evolution of drama in general in the world and in the French context in
particular (P. Pavis, G. Fischer-Lichte, J. Scherer, M. Pfister, O. Bondareva,
V. Fesenko, S. Kovpik, H. Dranenko). To determine the most relevant approaches to
the study of dramatic works, the methodology of intertextual analysis (Y. Kristeva,
R. Barth, J. Genette, G.Bloom, L.Ortega, K.Yuwan, N.Zengin, S.Kovpik,
S. Kryvoruchko, H. Satanovska), the intermediality of the dramatic text and its
interaction with other art forms (S. Bondarenko, S. Kovpik, O.Romanova,
V. Fesenko), synergistic approach to the analysis of drama (L. Pikhtovnikova,
H. Haken, V. Ivanyshyn, O. Skrynnyk), poetics of the dramatic text (O. Halych,



T. Cherkashyna, S. Kovpik, S. Kryvoruchko, H. Satanovska, D. Pesotska, P. Pavis,
B. Sarro, H. Dranenko). The dramatic works by Eric-Emmanuel Schmitt («La nuit de
Valogne», «Le Visiteur», «Le Libertin», «Frederic, Frédéric, ou le Boulevard du
crime», «Hotel des deux mondes», «Les petits crimes conjugauxy, «La tectonique des
sentimentsy», «Un homme trop facile», «The Guitry», «La trahison d'Einsteiny») are
considered in the context of contemporary French literature, and its place and
significance in it is clarified.

The study offers a comprehensive approach to the analysis of Eric-Emmanuel
Schmitt's drama, combining intertextual, intermedial, and synergistic methods. This
allows us not only to reveal the internal dynamics of his plays, but also to trace the
mechanisms of their interaction with the broader cultural and theatrical context. The
approach that we propose can be used in further studies of contemporary French drama,
as it demonstrates the effectiveness of interdisciplinary analysis of a dramatic text.

The analysis of dramatic continuity has revealed the influence of Moliere's
tradition on Schmitt's work, which can be traced in the play «Un homme trop faciley,
where the playwright rethinks the classical motifs of moral choice, identity and social
confrontation. Schmitt not only refers to Moliére as a key figure of French theatre, but
also uses his work as a basis for a new dramatic concept. In the play, Schmitt uses the
traditional image of a stranger in a mirror, which can be interpreted as his inner voice
or another side of his personality that he does not want to accept. This image is closely
related to the motif of the mirror, self-reflection and multiple identities, which also
refers to the myth of Narcissus. Despite the postmodern games and deconstruction of
traditional forms, «Un homme trop faciley retains three unities (time, place and action),
which makes it similar to classical drama.

At the same time, the relationship between French Romantic drama and
Schmitt's playwriting is explored on the example of «Frédéric ou le Boulevard du
crimey, Which traces genre synthesis, historical theatre and dialogue with the traditions
of the Romantic stage. In this play, Eric-Emmanuel Schmitt explores the phenomenon
of theatre as a living matter that changes under the influence of both social processes
and individual creative pursuits. By playing with the genre features of melodrama,

Improvisation as an aesthetic principle and the conflict between classical and romantic



traditions, the playwright not only recreates the spirit of the era, but also raises
guestions about the nature of theatre and its interaction with reality. The play reflects
the key features of Romantic theatre - the struggle for artistic freedom, the cult of the
strong personality and the idea of social renewal, which resonates with both Victor
Hugo's drama and the real challenges facing theatre in the 19th century. This play is a
model of biographical drama.

Special attention is paid to the issues of intermediality in Schmitt's drama, in
particular, when analysing «The Guitrys», the focus is on the interaction of theatre,
cinema and music. In «The Guitrys», the use of symbols helps the author to convey
key themes such as fame, theatre as a way of life, the conflict between the stage and
reality, and the transience of feelings and human existence. Most of the symbols in the
work can be divided into visual (spotlight, dressing room, curtain, car), audio (music,
aircraft noise, applause, silence) and temporal (clock, time ellipse). All of them form a
single system of images that reflects the psychological state of the main characters and
the general atmosphere of the play. The study confirms that Schmitt not only uses
literary reminiscences, but also actively works with the theatrical tradition as such. In
particular, the principle of ‘theatre within the theatre’ plays an important role in the
structure of his plays, allowing the characters to comprehend their own role within and
outside the play. Schmitt works on the borderline of literature and theatre, which makes
his plays versatile: they are highly adaptable to the stage, but at the same time remain
self-sufficient literary works that can serve as the subject of further literary studies.

The philosophical concept of good and evil in the biographical plays «Le
Visiteury and «La Trahison d'Einsteiny is examined through the opposition of rational
and irrational, moral choice and scientific responsibility. It is established that the
playwright constructs dialogues between scepticism and faith, reason and mysticism,
leaving an open space for reflection. While in the first play the conflict unfolds on the
borderline of the rational and the mystical, in the second play it is within the framework
of scientific ethics and moral responsibility. Both plays offer a philosophical analysis
of these concepts rather than a categorical interpretation, which makes the reader and
viewer think about where the line between good and evil really lies in human choice.

In these plays, Schmitt refers to the traditional motif of an encounter with a stranger



who poses deep existential questions to the protagonist. This model can be found in
many literary works, which allows us to view it through the prism of intertextual
dialogue. At the same time, in his plays, Eric-Emmanuel Schmitt uses complex artistic
mechanisms that go beyond traditional literary analysis. In particular, his drama
demonstrates synergistic processes that manifest themselves in the interaction of
opposing concepts (good and evil, science and morality, faith and rationalism).

In Eric-Emmanuel Schmitt's playwriting, the issue of the relationship between a
man and a woman occupies an important place. The male and female characters in his
plays are not limited to social roles or typical behavioural patterns, but acquire a
symbolic dimension, reflecting different views on love, power, freedom and
responsibility. Schmitt analyses the relationship between men and women through the
prism of emotional memory, loss, passion, manipulation, and the struggle for personal
autonomy. We examine these aspects by analysing three of his plays: «La nuit de
Valogney, «Le Libertiny, and «La tectonique des sentimentsy. «La nuit de Valogne» 1S
a modern reinterpretation of the traditional image of Don Juan. In particular, in
Schmitt's interpretation, he is no longer an unpunished libertine, but rather a victim of
his own legend, a symbol of the impossibility of escaping the past. «Le Libertiny is a
biographical play that reconstructs an episode in the life of the famous eighteenth-
century French philosopher Denis Diderot. On the example of these plays, the article
analyses gender aspects in Schmitt's drama, in particular, it is found that male and
female characters are considered as metaphors for different types of world perception.
It is shown that their interactions reflect deeper conflicts between memory, power, love
and personal autonomy. In these plays, Schmitt not only questions stereotypical notions
of gender roles, but also reveals the dynamics of feelings that are constantly changing
under the influence of circumstances. At the same time, the intermedial discourse of
the plays is analysed, in particular the function of painting in the framework of the
dramatic text.

In the plays «Hotel des deux mondes» and «Les petits crimes conjugauxy, the
concept of ‘returning to oneself’ is highlighted as a key one for these plays. In these
texts, the process of realising one's own identity is not straightforward, but rather

resembles a complex path of trials that forces characters to rethink the past, accept their



own mistakes, and make choices that determine their future. In the analysed plays, the
playwright actively interacts with classical and contemporary texts, introducing
allusions to the works of Dante, Proust, Kafka, Beckett and others. The concept of the
play «Hotel des deux mondes» echoes the motif of Purgatory in Dante's «La Divina
Commedia», and the image of the lift that determines the fate of the characters is
reminiscent of the ancient Greek myth of the crossing of the Styx. In the play «Petits
crimes conjugauxy, the motif of memory loss resonates with the Proustian idea of ‘lost
time’, which becomes not only a space of nostalgia, but also a key to understanding the
truth.

The thesis is a comprehensive study of Eric-Emmanuel Schmitt's drama through
the prism of modern literary approaches, in particular intertextual, intermedial and
synergistic analyzes. Particular attention is paid to the genre nature of his plays, their
connection with classical French drama, and the issues of theatrical continuity and
innovation. The concept of ‘theater within the theater’ is considered as a key structural
element that allows the author to combine different artistic codes and reflect on the
nature of theater.

Thus, the results of the study confirm that Eric-Emmanuel Schmitt's drama
occupies a unique place in the contemporary French literary process, combining the
dramatic traditions of the past with the latest artistic searches. His works demonstrate
a complex interaction of literary traditions and innovative approaches, which makes
them relevant in the world theatre discourse.

The proposed approaches to the analysis of Schmitt's drama can be used to study
the works of other playwrights who use tradition and innovation in their texts.
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