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Rezumat
De la arhetipul shakesperian la simbolul cehovian: Pescdrusul de Anton Cehov ca spatiu
pentru experiment regizoral

In articol se demonstreaza ci in drama ,,Pescarusul” de A.Cehov arhetipul tragic de origine hamletiana se trans-
forma intr-o forma interioara, specifici modernismului. In conditiile indiferentei si ale fragmentarii lumii incon-
juratoare, conflictul nu se mai manifesté in actiuni publice, ci se deplaseazi in planul ruperii launtrice. Tensiunea
tragica nu dispare, ci riméne ascunsd in cotidian, atingand punctul culminant in autodistrugerea aproape tacuta
a lui Treplev. Interpretarile regizorale, precum montarea lui Nikita Betekhtin de la Teatrul National ,,Eugéne Io-
nesco” din Chisinau, relevd cum structura clasicd cehoviand, subtextul simbolic si tragicul latent transformd piesa
intr-un spatiu deschis experimentului scenic. Textul integreaza limbaje postdramatice, expresivitate vizuald si
tehnologii contemporane, péastrand in acelasi timp tensiunile ,,hamletiene”. Trecerea de la arhetipul shakesperian
la simbolul cehovian reflecta atat schimbarea epocii, cat si continuitatea principiului tragic, care evolueazi de
la conflictul romantic explicit la ruptura interioara a individului modern si postmodern. Aceastd problematica
continud sé fie actuald in temele singuratitii, alienarii, rezistentei fatd de normele conservatoare si cautdrii unor
noi forme artistice.

Cuvinte-cheie: ,Pescarusul’, A. Cehov, intertextualitate, teatru postdramatic, metafora scenicd, interpretare
regizorald, Teatrul National ,,Eugéne Ionesco”

Abstract
From The Shakespearean Archetype To The Chekhovian Symbol: Anton Chekhov’s The
Seagull As A Space For Directorial Experimentation

This article argues that in Chekhov’s “The Seagull” the Hamlet-derived tragic archetype shifts into an inward,
modernist mode: under the surrounding world’s indifference and disconnection, conflict migrates from public
action to private fracture. The tragic charge is not diminished but concealed within everyday life, culminating in
Treplev’s nearly silent self-destruction. Directorial readings — such as Nikita Betekhtin’s production at the “Eugéne
Ionesco” National Theatre in Chisindu — show how Chekhov’s classical structure, symbolic subtext, and hidden
tragedy make the play a space for experiment: it absorbs postdramatic languages, visual performance, and mo-
dern technologies while retaining its “Hamletian” collisions. Thus, the passage from the Shakespearean archetype
to the Chekhovian symbol marks both a change of epoch and a continuous line in the tragic principle — from overt
romantic conflict to the internal rupture of the modern and postmodern individualstill resonant today in themes
of loneliness, alienation, resistance to conservative norms, and the search for new artistic forms.

Keywords: “The Seagull’, A. Chekhov, intertextuality, postdramatic theatre, stage metaphor, directorial inter-
pretation, “Eugene Ionesco” National Theatre

The theme of Shakespearean reminiscences
in the works of A. Chekhov, particularly in the
play The Seagull, has become a subject of close at-
tention for theatre scholars seeking to uncover the
deeper layers of the artistic structure of Chekhov’s
dramaturgy through the prism of intertextual di-
alogue with the works of the great English trage-

dian. A special place in this context is occupied by
the parallel between the characters of The Seagull
and those of Shakespeare’s tragedy Hamlet, a par-
allel established by the author already in the first
scene of the play.

From the opening minutes of the stage ac-
tion, Chekhov emphasizes the theatricality of

46 ARTA - 2025

ISSN 2345-1181



https://doi.org/10.52603/arta.2024.33-2.02

Artd teatrald, coregraficd

what is taking place: Treplev stages his own play,
to be performed at the estate of his mother, the
actress Arkadina. Before the start of this symbolic
performance, mother and son, seemingly casu-
ally, recite a passage from Hamlet, performing a
scene in which Gertrude and Hamlet engage in
dialogue. This line is not merely a stylistic quota-
tion but a literary reminiscence functioning as a
semantic marker and a genre reference point for
the entire drama. In this way, Chekhov constructs
within the play a special “Hamletian micro-plot”
[1, p. 229], in which archetypal tragic roles are
replicated but within the framework of modernist
dramaturgy - displaced, reduced, and subjected
to metamorphosis.

In a letter to A. Lazarev-Gruzinsky dated
February 22, 1902, Chekhov directly points to a
dramatic contradiction characteristic of his plays,
between the everyday and the existential: “On
stage, people are having dinner, drinking tea, and
meanwhile their lives are collapsing” [3, p. 40].
In this authorial statement lies the aesthetic and
philosophical vector of The Seagull as a new type
of tragedy, where the storm of passions is not ex-
ternalized but contained within the hidden drama
of the characters’ inner lives.

The analogy between Treplev’s play and the
action within Hamlet is not only structural but
also symbolic. Just as Hamlet stages The Mouse-
trap — a play within a play - in order to expose
the criminal, so too does Treplev, through his
stage text, attempt to express his painful percep-
tion of the surrounding reality. This act of creative
self-expression also conveys a protest against the
banality and artistic decline embodied in the fig-
ure of the successful writer Trigorin.

As the plot of The Seagull unfolds, increas-
ing parallels with Shakespeare’s tragedy emerge.
Treplev - young, ambitious, yet reclusive and
painfully introspective - reproduces traits of
the Hamletian character. His loneliness, detach-
ment, constant self-doubt, and uncertainty about
his creative path find dramatic expression in the
monologue: “I am alone, warmed by no one’s af-
fection, it’s cold as in a dungeon, and whatever I
write is dry, coarse, gloomy” [4]. This revelation
echoes Hamlet’s famous line, in which he likewise
expresses the inability to convey inner suffering
through outward means: “Nor customary suits
of solemn black, nor windy suspiration of forced
breath, no, nor the fruitful river in the eye (...)
can denote me truly” [5].

The figure of Arkadina, an actress who lives
for the theatre and in whom the personal and pro-
fessional are nearly indistinguishable, represents
the image of Gertrude — a mother who lives by the
rules of art rather than morality. Her attachment
to Trigorin - elusive, pragmatic, and charming
— calls to mind the image of Claudius, a man of
action capable of adapting to circumstances. The
image of Nina, a fragile and dreamy girl hopeless-
ly in love with Trigorin and tragically broken un-
der the weight of unfulfilled hopes, resonates with
that of Ophelia. Just as Ophelia becomes a victim
of internal conflict and external manipulation, so
too does Nina become a casualty of a system in
which art and emotion are subjugated to vanity
and cold indifference.

Contemporary theatre criticism highlights
the tragic mode of The Seagull, constantly activat-
ed and at the same time problematized through
Shakespearean reminiscences. As L. Artemyeva
notes: “The suicide at the end of the play turns
out to be the only successful act of the protago-
nist, which actualizes the tragic mode, constantly
recalled and simultaneously undermined through
Shakespearean references” [1, p. 229]. Thus, Tre-
plev’s final act is not merely one of despair, but
perhaps the only attempt to achieve a subjective
self in a world that has lost its values.

In turn, A. Neminushchy, analyzing Chek-
hov’s interpretation of the Hamletian plot, empha-
sizes its alignment with the crisis consciousness
of the turn of the century: “These explorations
reflect a desire to analyze the most general mis-
calculations and errors in the choice of existen-
tial perspective on the level of ‘average’ and mass
consciousness, the self-perception of a person in
a time of crisis” [2, p. 119]. The play The Seagull,
written in 1895-1896, becomes a sensitive reflec-
tion of the spiritual atmosphere at the close of
the 19th century. It conveys a foreboding of im-
pending crisis — both artistic and existential. Its
characters find themselves in a space of spiritual
vacuum, where the individual is incapable of re-
sisting the indifferent forces of life. This play, rich
in symbolic imagery alluding to tragic archetypes
and fates, has retained its relevance for over a cen-
tury, serving as a stage metaphor for the tragedy
of human dislocation. It continues to allure with
its mystery, becoming a subject of scholarly inter-
pretation and directorial vision, striving to pene-
trate the enigma of inner disintegration concealed
beneath external banality.
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In 2024, the theatre invited Nikita Betekhtin,
a graduate of the directing department of GITIS
(workshop of Leonid Kheifets) and the mas-
ter’s program of the Moscow Art Theatre School
(course of Viktor Ryzhakov), to stage The Seagull
by A. Chekhov. This production, staged at the
“Eugene Ionesco” Theatre, became a landmark
event of the theatrical season, marking a return
to Chekhov’s play after thirty years since the pre-
vious version was produced at the same theatre
by director Mihai Fusu. In this new interpretation
of the classic text, Betekhtin presents a contem-
porary view of Chekhov’s dramaturgy, employing
postdramatic strategies and new theatrical forms
characteristic of young directors focused on de-
centralizing dramatic text and enhancing the visu-
al-performative component of the performance.

Director N. Betekhtin clearly departs from
the traditional psychological school of interpret-
ing Chekhov’s drama, replacing it with metaphor,
symbolism, and a visual-associative sequence in
accordance with the principles of postdramatic
theatre. His postdramatic aesthetic and directorial
concept focus less on plot and character develop-
ment than on atmosphere, the dynamics of stage
action, and the multidimensionality of meaning
that arises from the synthesis of the various semi-
otic systems within the performance.

One of the key devices used in the produc-
tion is the modernization of the play’s context,
evident in the scenography and costume design
(scenography and costumes by Denis Sazonov).
These elements serve to create an effect of actu-
alization, bringing Chekhov’s characters closer to
the contemporary viewer. The visual dimension of
the production is built on a contrast between tra-
dition and modernity, reflecting the central con-
flict of the play - the clash between old and new
art, obsolete artistic forms, and the search for a
contemporary theatrical language.

The scenography plays a significant dramatur-
gical role in the performance, creating a vivid spa-
tial modeling of the stage environment. The action
unfolds in an enclosed, isolated world of a country
estate, where towering wooden fences become a vi-
sual allusion to the alienation and detachment of
the characters from the vibrant urban world. This
stage image not only emphasizes the isolation of the
play’s world but also symbolizes the rigid boundar-
ies within which the characters find themselves -
unable to escape the closed circle of their suffering,
emotional turmoil, and unfulfilled hopes.

A particularly striking stage symbol is the
lone, withered pine tree, its crown rising above
the proscenium arch. Its barren branches and
complete lack of needles become a visual meta-
phor for decline, the inevitability of time, and the
fading of artistic and human ideals. This image re-
flects a post-Chekhovian philosophy that under-
scores the fragility of existence and the impossi-
bility of artistic evolution without the destruction
of previous forms. This concept finds particularly
expressive realization in the opening episode of
the production, when Treplev (Silviu Boinceanu)
takes an axe and, with several strikes, fells the pine
tree. This powerful gesture not only symbolizes a
break with the past and a desire to destroy out-
dated aesthetic canons but also becomes a perfor-
mative act, wherein the very process of destroying
the tree is transformed into a stage action imbued
with ritualistic, purifying significance. In this way,
the director introduces elements of gesture the-
atre into the production, where action acquires
conceptual meaning and transcends the bound-
aries of traditional mimetic play characteristic
of realist theatre. This device contributes to the
development of the production’s metaphorical
language, creating a strong visual-dramaturgical
structure in which the physical destruction of the
pine is interpreted as an act of existential and ar-
tistic choice on the part of the protagonist.

Another significant feature of the produc-
tion is the use of modern technocratic devices
integrated into the scenography and props. This
technique likewise serves the function of actu-
alization, transferring the play’s conflict into the
context of the digital age. The production includes
screens and projection systems that allow for dy-
namic scenographic solutions, varying the perfor-
mance space and emphasizing its transformative
nature.

These visual tools serve not merely as back-
ground but carry semantic weight: they become
part of the performance’s world, marking different
levels of reality, the internal states of the charac-
ters, and metaphorically representing the search
for a new theatrical language that Treplev speaks
of. One can argue that in this production, Chek-
hov’s text is refracted through a performative lens,
where the traditional structure of dramatic action
gives way to a theatre of images, symbols, and
spectacular metaphors.

In N. Betekhtins stage interpretation, con-
structed on a metaphorical reading of Chekhov’s
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text, the image of the felled, decayed pine takes
center stage, becoming the key spatial-symbolic
dominant of the production. The use of this sce-
nographic element acquires multifaceted seman-
tic depth, functioning simultaneously as a visual
symbol, a performative object, and a structural
element of the director’s concept.

Throughout the famous scene of Treplev’s
play presentation, the characters sit with their
backs to the audience, positioned on the fallen
trunk of the dried-out pine. This stage arrange-
ment emphasizes not only their detachment and
skepticism but also metaphorically anchors their
belonging to the world of stagnant, hollow artis-
tic tradition, persisting merely by inertia. Thus,
Betekhtin embeds a spatial commentary into the
mise-en-scéne, addressing the play’s central con-
flict - the confrontation between living, searching
art and outdated, ossified aesthetics that can no
longer produce anything new, yet still lay claim to
dominance.

A further symbolic moment of the stage ac-
tion unfolds as Treplev’s play collapses under Ark-
adina’s pressure: estate workers remove the felled
pine to saw it into pieces — an act interpretable as
the destruction of the remnants of the old theatre,
a final attempt to rid oneself of its burdensome
legacy. However, in Act II, the audience witnesses
a paradoxical stage decision: in place of the de-
stroyed tree appears an exact replica, installed at
the very center of the stage space.

This directorial device alludes to the concept
of cyclicality, the inevitability of returning to tra-
dition - albeit now in its parodic, hollowed-out
form. In this context, one can speak of the effect of
stage inversion, wherein the deconstruction of an
old artistic form does not lead to its disappearance
but rather to its renewed turn in an even more
grotesque and static incarnation. Thus, the rou-
tine purveyors of the status quo, once “crushed”
under the blows of new art, again and again re-
claim central positions, asserting their monopoly
on artistic truth.

Personified symbolism in the production: the
image of the dried, dead pine also becomes a per-
sonalized symbol, finding direct analogy in the
figure of Arkadina (Yulia Bordianu). N. Betekhtin
purposefully juxtaposes the obsolete art repre-
sented by her character with aesthetic aging - the
loss of organicity and natural vitality. In his inter-
pretation, Arkadina appears bald, depersonalized,
devoid of inner dynamism - her image rendered

as grotesque, hollow, and faded, the empty shell
of a once-significant figure. It is important to note
that the director employs theatrical hyperbole,
amplifying the aged, weakened yet still egotistical
nature of the heroine not only through the actor’s
expressiveness but also through visual means.
Hence, her “barren” body, incapable of producing
anything new, may be likened to the decaying tree
- once alive, strong, meaningful, but now empty
inside, rotting, and fragile.

Particular irony is introduced into this com-
parison through the decorative element: just as the
lifeless tree is pointlessly adorned with garlands to
create an illusion of life and beauty, so too does
Arkadina mask her artistic barrenness, attempt-
ing to preserve her status as a great actress. This is
an allusion to theatrical deception, for Arkadina is
a figure who lives within the theatre as an artificial
reality yet is incapable of genuine creativity. The
director demonstrates that these “fortified” bas-
tions of art, frozen in a soulless pose, retain their
grip on power and status, displacing that which
is new, living, and authentic. In this reading, The
Seagull becomes not merely a story of unfulfilled
love and crushed hopes but a manifesto on the
struggle for art itself - in which reformers are de-
feated by the artificial grandeur of the conserva-
tive mastodons of the theatrical world.

Thus, the spatial symbolism of the produc-
tion, built around the image of the withered pine,
not only complements the overall concept of the
performance but becomes its most important se-
mantic metaphor, embodying the artistic confron-
tation between tradition and innovation. Through
this motif, N. Betekhtin vividly demonstrates the
mechanisms of routine art, which, despite its ev-
ident profanation, continues to occupy key posi-
tions in the theatrical hierarchy.

The visual-scenographic techniques em-
ployed by the director provide the production
with a profound philosophical subtext, trans-
forming it into an aesthetically complex stage
statement, in which set design, costume, mise-en-
scéne, and acting coalesce into a unified drama-
turgical system of meanings. This approach allows
the audience not only to emotionally experience
the events of the play but also to reflect on the na-
ture of theatre itself — its mechanisms of power,
the formation and loss of creative force.

The figure of Konstantin Treplev acquires in
the production an expanded metaphorical inter-
pretation, in which his fate closely intertwines with
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the image of the slain seagull, becoming a stage
embodiment of the broken, rejected artist crushed
by the cruelty and indifference of the surrounding
world. The director shapes the psychological and
physical portrayal of the role in such a way that Tre-
plev appears before the audience not as a romantic
rebel but as a man doomed to unbearable loneli-
ness. From the very beginning, he is immersed in a
state of constant inner tension, anxiety, and a sense
of detachment from both the theatrical and the life
process. His existential disorientation, the constant
struggle between the desire for recognition and to-
tal alienation, between idealistic striving and the
inevitable collapse of dreams, become the through-
lines of his stage existence.

The culmination of this inner conflict is
reached in the emblematic scene in which Treplev
brings the seagull he has killed to Nina (Marina
Rotaru). This is a key moment of the production,
in which the actor’s score reaches its highest de-
gree of intensity. His physical state — emaciated,
gaunt body, stained with blood and dirt, trem-
bling hands, labored breathing, restless, darting
gaze - transforms into a powerful stage image
of a man driven to the limit by despair and help-
lessness. Here, the director employs the device of
somatic expression of emotional crisis, where the
character’s psychological condition is conveyed
through his physical exhaustion and distorted
movement plasticity.

This moment simultaneously constitutes
a performative act, in which the killing of the
seagull acquires ritual significance, serving as a
harbinger of the impending tragedy. The blood
of the slain bird becomes a visual metaphor for
a shattered dream, the destruction of freedom,
and the irretrievability of hope. The dead seagull
brought on stage contains a meaningful theatrical
allusion. On a personal level: the seagull is Tre-
plev himself. A bright, defenseless soul longing to
soar is mercilessly cast into the abyss of misunder-
standing and indifference. On a spiritual level: the
seagull represents his feeling for Nina Zarechnaya,
which was not reciprocated and is thus doomed.
On an artistic level: the seagull symbolizes his art,
his search for new forms, which are crushed by
the realities of a cynical, soulless theatrical world.

In the final part of the production, the au-
dience witnesses the complete transformation of
the symbol into a sign of stasis and death - the
slain seagull becomes encased in transparent res-
in. This device imparts a new semantic dimension

to the image: a once-living bird, once aspiring to
the sky, is now transformed into a frozen artifact,
a museum exhibit, stripped of motion and life.
This can be interpreted as the final fixation of Tre-
plev’s tragedy: he has failed to preserve his love,
his freedom, and his dream - he, like the seagull,
has become trapped by circumstances, confined
in hopelessness, where there is no air, no move-
ment, no life.

Thus, N. Betekhtin’s directorial concept is
built on deep theatrical metaphors, embodied on
stage through objects, visual and physical solu-
tions, and the actor’s psychological score. The
image of the seagull becomes not only a symbol
of the collapse of ideals but also a powerful the-
atrical sign through which the dramatic conflict
between dream and reality, between creativity and
the destructive force of indifference, is revealed.
In Nikita Betekhtin’s production, the theme of
loneliness becomes the existential leitmotif of the
performance. Rejection and the pain of unrequit-
ed love become not only the central theme but
acquire ontological significance, transcending the
personal experiences of the characters and gain-
ing a universal human dimension. The director
does not address this problem exclusively within
the context of romantic drama in Chekhov’s play,
but expands it into the scale of universal human
experience, compelling the audience to reflect on
the nature of alienation, the impossibility of dia-
logue, and the total disconnection between indi-
viduals in the modern world.

In Betekhtin’s interpretation, each character
embodies a unique form of loneliness, yet all are
united by the overarching theme of an unbridge-
able chasm between themselves and others. In this
way, the director constructs a complex theatrical
system in which human solitude is manifested
not only through the psychological profiles of the
characters, but also through spatial decisions, the
rhythmic structure of stage action, musical-dra-
maturgical insertions, and intertextual elements.

A particularly significant theatrical solu-
tion is the use of intertextuality as a method for
expanding the semantic field of the production,
employed in the scene featuring the reading of the
poem Loneliness by Eugeniu Cioclea. In the per-
formance by Andrei Sokircd (Dorn), the poem ac-
quires an additional theatrical dimension, trans-
forming into a performative act in which word,
sound, and tempo-rhythm coalesce to form an
emotional wave of impact upon the audience.
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The use of poetic text within the dramatic
action here serves multiple functions: it is a se-
mantic reference, as the poetry of E. Cioclea, a
contemporary poet, actualizes Chekhov’s theme
of loneliness, providing it with a new temporal
layer, thereby drawing a parallel between the 19th
and 21st centuries; it functions as a musical-dra-
maturgical accent, since the poem is delivered as
a form of melodeclamation, creating an addition-
al sonic dimension to the performance; it also
conveys emotional expression through musical
accompaniment: a modern composition evoking
the aesthetics of rock music intensifies the stage’s
emotional impact. The jagged, tense rhythm, em-
phasized pauses, and abrupt transitions between
the spoken verses and musical chords produce a
state of mounting inner conflict, transmitted to
the audience on a subconscious level.

The musical arrangement in this episode
serves an expressive and metaphorical function,
becoming not merely background sound, but a
dramaturgically precise component of the stage’s
structural whole. The rock genre is chosen de-
liberately, as it is a music of inner rebellion and
existential quest, ideally matching the emotion-
al states of the production’s characters. It is also
a music of contrast, contradiction, anxiety, and
fragmentation, which amplifies the perception of
the theme of incommunicability and painful iso-
lation of the individual - a music of a generation
experiencing an identity crisis, which resonates
with the theme of Treplev’s artistic search.

Thus, the director creates a moment of ulti-
mate artistic generalization, where lyrical text, the
actor’s melodeclamation, and the musical score
are interwoven into a unified emotional fabric,
intensifying the perception of loneliness as an ex-
istential inevitability.

The finale of N. Betekhtin’s production be-
comes the culmination of a metaphorical and
postdramatic reading of Chekhov’s play. Unlike
traditional stagings, where Treplev’s suicide scene
is played as an emotionally charged climax, here
the director eschews excessive psychological mi-
mesis and creates a laconic, precise, and detached
conclusion, resonating with the aesthetics of cine-
matic surrealism and theatrical minimalism.

In the background of the stage, a video pro-
jection unfolds, stylized after the experimental
cinema of early avant-gardists, artistically remi-
niscent of films by creators such as Man Ray, who
explored the themes of love and death, their in-

terpenetration and inseparability. This cinemat-
ic citation layer becomes a reference to the very
“new forms” Treplev speaks of, rendering the fina-
le an intermedial space where theatre and cinema
merge into a unified artistic fabric.

Importantly, the image of Nina Zarechnaya
is ever-present in this video sequence. Her face is
projected — at times clearly, at others indistinctly
- emerging in motion, like an obsessive, painful
vision from which Treplev cannot escape. In this
way, his inner world is materialized in the stage
space - the audience literally sees how the protag-
onist becomes a prisoner of his unresolved love,
of his own past. The entire stage finale is built on
restrained yet expressive visual symbols through
which the tragic inevitability of what is happening
is conveyed.

Only one character is present on stage - Kon-
stantin Treplev. At his feet stands a transparent
rectangular block of resin, in which, like an arti-
fact sealed in amber, the body of the seagull he has
killed is encased. This scenographic element be-
comes a key visual metaphor - the materialization
of time, death, and frozen suffering. The director
intensifies the moment of alienation and emo-
tional isolation of the character by removing the
traditional dialogue between Nina and Treplev.
Instead of live interaction, the audience hears a
tape recording of their final encounter. The play-
back of this sound, disconnected from live per-
formance, creates the impression of a sealed past
that cannot be altered. The recorded voice sounds
unresponsive, immutable, predictable — amplify-
ing the sense of emptiness and hopelessness. The
absence of the final dialogue scene lays bare the
structure of the play itself, transforming it into a
fragmented memory governed by Treplev.

The sound of the recorded voice becomes
the only remaining link between Treplev and his
past, but even that connection is severed. At the
moment he places the recorder on the resin block
containing the dead seagull, the director stages
the final assertion of the impossibility of recon-
ciling two worlds - the world of living art and the
dead symbol, the world of love and the memory
of it.

After Treplev exits through the auditorium,
nothing further happens on stage - silence, sus-
pended time, a cessation of action. The video
sequence continues to pulse on screen, the tape
recording plays, but the protagonist is no longer
present. Chekhov’s device produces a powerful
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effect: no one witnesses Treplev’s death, no one
sees the act of suicide itself — only a dull gunshot
is heard, coming from beyond the audience area,
somewhere near the foyer.

The spectator does not become a participant
in catharsis but merely records the outcome of the
event. However, the director goes even further,
revealing the horror of what has occurred not in
the moment of death itself, but in the reaction of
those around it. Following the gunshot, all the
household members rush onto the stage, but the
audience sees that their responses are scattered
and fragmented - this is not an outburst of emo-
tion but rather the chaotic movement of people
caught off guard by something they do not fully
comprehend. Especially expressive is the moment
when Masha, obeying a foreboding of the tragedy,
throws herself toward the place of Treplev’s death,
and seconds later, her piercing scream is heard
from a distance. This is not merely a cry of grief,
but a sound resembling the scream of a mortally
wounded animal - an absolute, embodied pain
that stands in sharp contrast to the mechanistic
reactions of the other characters.

A crucial directorial emphasis is that Arkadi-
na remains alone on stage. Unlike the others, she
does not rush to the site where her son has died.
She stands in the center of a dark space, illuminat-
ed by a single spotlight, while opposite her, in an-
other beam of light, lies the dead seagull encased
in transparent resin. This final mise-en-scéne cre-
ates a powerful theatrical metaphor: Arkadina,
her motionless figure at the center of the stage,
is the embodiment of indifference —an aestheti-
cized, cruel world of art that exists autonomously,
blind to the suffering of those who create it. The
seagull in resin is a frozen symbol of the creative
individual, crushed by this indifference. The scene
remains static; the space silently articulates what
words can no longer express.

Through the use of sparse expressive means,
minimalist acting, and powerful spatial-visual
imagery, the director creates a profoundly tragic,
yet simultaneously cold and detached conclusion
to the production. This approach corresponds
to a contemporary attitude toward human loss,
wherein even the most horrific events occur in
proximity, yet remain outside the focus of most
people’s attention. Betekhtin does not provide an
answer to the question of whether there is a limit
to human indifference - he leaves the viewer alone
with this thought, immersing them in a space of

discomforting silence. There is no emotional out-
burst in this finale, no catharsis, no closure - in-
stead, the director offers a frozen frame, in which
tragedy and indifference merge into a single the-
atrical image. It is precisely this delay, this pause,
this incompleteness of the ending that forces the
spectator not merely to witness but to reflect —
what is more terrifying: Treplev’s suicide, or the
pervasive indifference into which it dissolves?

Nikita Betekhtin’s production becomes a
theatrical study of human loneliness, in which
Chekhov’s text is expanded through symbolic,
musical, and intertextual layers. Here, loneliness
is not simply a theme of the play, but a structur-
al principle of the production, determining its
visual, rhythmic, and semantic organization. In
this stage statement, Chekhovian melancholy - of
separation, loss, and unspoken words — acquires a
new resonance: the director compels the audience
not merely to observe the fragmented fates of the
characters but to live through their inner tragedy;,
to feel the vibration of their pain, emptiness, and
helplessness.

The use of intertextuality and musical-dra-
maturgical insertions in constructing the pro-
duction’s artistic image, the work with expressive
tempo-rhythm and symbolic mise-en-scenes,
as well as the creation of a sound score, all con-
tribute to forming a new theatrical dimension in
which the audience becomes not only a witness
but a co-participant in a dialogue on the nature of
human solitude. Thus, this production becomes a
significant milestone in the exploration of classi-
cal dramaturgy on the stage of the “Eugene Iones-
co” Theatre, offering the audience a new interpre-
tation of Chekhov’s material. The director rejects
traditional psychological theatre in favor of an as-
sociative-imagistic stage statement, emphasizing
spatial metaphors, stage action as artistic gesture,
and an experimental visual-sonic score.

This production serves as an example of
contemporary stage expression embedded in the
postdramatic paradigm, wherein the dramat-
ic text loses its dominant role and becomes the
foundation for visual, physical, and conceptual
exploration. In this sense, the production may
be regarded not only as an artistic work but also
as a theatrical inquiry capable of expanding the
perception of classical dramaturgy and proposing
new avenues for its interpretation in the context of
the twenty-first century. Nikita Betekhtin’s Seagull
becomes not simply a new interpretation of Chek-
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hov’s play but an independent theatrical manifes-
to in which, through visual language, metaphors,
and theatrical signs, an analysis of art as a system
is articulated - its crisis, the struggle for renewal,
and the inevitability of historical repetition.

Bibliographic References:

1. AprembeBa JI. «JammeTOBCKUIT» MMKPOCIO-
keT B nbece A.Il.YexoBa «Yaiikar. B: Ilyw-
kurckue umenus — 2015. XymoKecTBeHHbIE
CTpaTernyu KIaccU4ecKolil M HOBOII IuTepa-
TYpbL: KaHpP, aBTOP, TEKCT: MaTepuanbl XX
MeXAyHap. Hayd. KoH(}. / mop obui. pexn.
B. H. CkBop1ioBa; o1B. pen. T. B. Manbresa/.
Cankr-Ilerep6ypr: JITY nm. A.C. IlymkuHa,
2015, c. 224-232./ Artemieva L. “Gamletov-
skii’ mikrosyuzhet v piese A. P. Chekhova
‘Chaika™. B: Pushkinskie chteniia - 2015. Khu-
dozhestvennye strategii klassicheskoi i novoi
literatury: zhanr, avtor, tekst: materialy XX
mezhdunarodnoi nauchnoi konferentsii, ed.
V.N. Skvortsov; responsible ed. T. V. Maltseva,
Sankt-Peterburg: LGU im. A. S. Pushkina,
2015, s. 224-232.

2. Hemmmymmit A. Yexosckme «lammeTsi».
C.114-121 [online] [accesat 30 octombr.2024].

Disponibil: https://rik.mgpu.ru/wpcontent/
uploads/sites/13/2018/08/6_2011_10.pdf /
Neminushchii A. Chekhovskie “Gamlety”,
c. 114-121. [online] (accessed 30 oc-
tombr. 2024). Available at:  https://
rik. mgpu.ru/wpcontent/uploads/si-
tes/13/2018/08/6_2011_10.pdf

YexoB A. IlonHoe cobpaHue COYMHEHUI U
muceM B 30 Tomax. Mocksa: Hayka, 1974.
T. 28./ Chekhov A. Polnoe sobranie sochi-
nenii i pisem: v 30 tomakh. Moskva: Nauka,
1974. Vol. 28.

YexoB A. IlonmHoe cobpaHye COYMHEHMIT U
muceM B 30 Tomax. Mocksa: Hayka, 1978
T. 13/ Chekhov A. Polnoe sobranie sochi-
neniy i pisem: v 30 tomakh. Moskva: Nauka,
1978. Vol. 13.

Mlexcnmp Y. Tamet, npuny gatckuii. Ilep. ¢
anr. b. JI.ITactepraka. Mocksa: VickycctBo,
1960 / Shekspir U. Gamlet, prints datskiy.
Translated from English by B. L. Pasternak.
Moskva: Iskusstvo, 1960.

Vera Mariancic-Cobzac
ORCID: 0009-0000-7632-1431

ISSN 2345-1181 ARTA -+ 2025 53



https://rik.mgpu.ru/wpcontent/uploads/sites/13/2018/08/6_2011_10.pdf
https://rik.mgpu.ru/wpcontent/uploads/sites/13/2018/08/6_2011_10.pdf
https://rik.mgpu.ru/wpcontent/uploads/sites/13/2018/08/6_2011_10.pdf
https://rik.mgpu.ru/wpcontent/uploads/sites/13/2018/08/6_2011_10.pdf
https://rik.mgpu.ru/wpcontent/uploads/sites/13/2018/08/6_2011_10.pdf

