Maria A. Burganova
Full Member of the Russian Academy of Arts,
Doctor of Arts, Professor,

Head of the Department of Monumental and Decorative Sculpture

at the Stroganov Moscow State Art Industrial Academy

Deputy Director of the Moscow State Burganov House Museum

DOI: 10.36340/2071-6818-2022-18-6-64-72

e-mail: dom.text@gmail.com
Moscow, Russia

ORCID: 0000-0002-8695-9743
ResearcherID: C-9437-2017

MUSEUM OF THE FUTURE.
NEW IMAGE AND NEW MISSION

Summary: The article is devoted to the specifics of
modern museums, positioning themselves as museums
of the future. The author analyses this new format in the
world of museums. The Museum of the Future in Dubai,
created by Sean Killa with the participation of Killa De-
sign, Buro Happold and Mattar ben Lahej, serves as an
example. The author notes a particular interest in the con-
struction of museums around the world. This arises from
the unique purpose of such objects — their ability to be-
come a symbol of the city and, in a certain sense, create
its positive image in the public mind. Such prominent ar-
chitects as Zaha Hadid, Peter Schweger, Aldo Rossi, Hans
Hollein, Axel Schultes, Shigeru Ban and others paid atten-
tion to the construction of museums.

Considering several relatively new museum buildings,
the author identifies some general trends, among which,
first of all, are the expressiveness of architectural imag-

Today, all over the world, one can note a par-
ticular interest in the construction of museums. This
obviously arises from the unique purpose of such
objects — their ability to become a symbol of the
city and, in a certain sense, create its positive im-
age in the public mind. Such prominent architects
as Zaha Hadid, Peter Schweger, Aldo Rossi, Ren-
zo Piano, Hans Hollein, Axel Schultes, Shigeru Ban
and others paid attention to the construction of
museums. Today, Sean Killa, who has designed the
Museum of the Future in Dubai, has joined this con-
stellation of names.

The museum greets visitors with poetic and phil-
osophical statements: “Perhaps we will not live for
hundreds of years, but our creative heritage will re-
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es and a change in the museum concept. As a rule, there
are no works of art in the museum of the future. The au-
thor believes that this is perhaps the most shocking mo-
ment experienced by those visitors who were hoping for
a meeting with the classics or contemporary art. The tra-
ditional image of the temple of the muses and the na-
tional treasury has been replaced by a new museum, in
which the priority is given to meeting with the event.
Now the museum is a place of educational programs, an
opportunity to test one’s creative abilities. The modern
museum, which has chosen the position of interpreting
the future, is a kind of intellectual, communicative, pub-
lic centre with leisure services.

Keywords: Dubai Future Museum, Sean Killa, Killa De-
sign, Buro Happold, Mattar ben Lahej, augmented reality,
additive technologies.

main long after we are gone. Innovations are not an
intellectual luxury. They contain the secret of evolu-
tion and rejuvenation of peoples and nations. The
future belongs to those who can imagine it, design
it and bring it to life. It should not be expected, it
should be created,” said the Emir of Dubai and the
Prime Minister of the United Arab Emirates, Mo-
hammed bin Rashid Al Maktoum. Executed in Ar-
abic script, they completely cover the walls of a
unique building, which stands out with its stream-
lined egg-like shape against the backdrop of the
grandiose skyscrapers of Dubai. The building was
under construction for several years and was opened
in February 2022. The artistic image of the museum
building was designed by architect Sean Killa. The

Il 1. The Museum of the Future in Dubai, UAE

Buro Happold engineers were able to realize the
idea, using new digital technologies to accurate-
ly calculate each element of this innovative build-
ing and develop its parametric design. Over 1,000
composite panels are adorned with Arabic calligra-
phy, designed by eminent Emirati artist Mattar bin
Lahej. The Arabic script cuts through the panels,
being at the same time both windows and a deep
cut-out relief. This became possible owing to ad-
ditive technologies in construction.

Sean Killa, who created this unique paramet-
ric toroidal structure, imagines the Museum of the
Future as a component of three inseparable parts:
a green hill — the foundation of the building, the
building itself and the void inside the building, which
together create the meaning and image of the Mu-
seum. Moreover, each of the components has an
independent significance.

The green hill is the personification of the earth,
the basis in the broad sense of the word, a constant
in the categories of place and time.

The innovative parabolic building embodies cre-
ative humanity and modern society’s tendencies
towards the ability to exist and develop in harmo-
ny with the environment. The philosophical text on
the walls, executed in Arabic calligraphy, demon-

strates the creative abilities of mankind — art and
knowledge.

The void at the centre of the building, bounded
by its elliptical shape, represents the unknown, in-
describable, ineffable future.

Augmented reality technology is in the lead in
the museum interiors among the many visual as-
pects. Obviously, the very concept of the museum
has changed. The Museum of the Future does not
have a collection of works of art, in the traditional
sense of this aspect. Although, perhaps, there may
be temporary exhibitions. Perhaps this is the most
shocking moment experienced by those visitors
who were hoping for an encounter with classics
or modernity. The traditional image of the temple
of the muses and the national treasury has been
replaced by a new museum, in which the priority
is given to meeting with the event. Now the mu-
seum is a place of educational programs, an op-
portunity to test your creative abilities. In general,
a kind of intellectual, communicative, public cen-
tre with leisure services — a shop, a cafe, a library,
computer rooms, etc.

The unique building of the Museum of the Fu-
ture in Dubai has seven floors, which are connect-
ed vertically by capsule elevators. The ride in them
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is a special theatrical act, in which, owing to aug-
mented reality, there is a sense of the speed of a
spaceship, a view from space through porthole
windows, and a magical voice telling about the
fate of the future.

The exposition starts on the fifth floor where
the space of the Cosmos is simulated. Its centre is
a virtual image of the modern interplanetary sta-
tion, Nadezhda, which reached the orbit of Mars in
2021. There is also an interactive and very spectac-
ular story about the Dubai Mars exploration pro-
gram. Space suits are placed along the perimeter,
and each visitor, controlling the interactive panel,
can look at the helmet of the space suit and see the
reflection of their face in its frame, and now you are
already an astronaut. There are touch panels around,
a space landscape with flying objects behind virtu-
al windows, and guide robots. The next floors are
dedicated to modern technologies and resource
research, eco-systems, molecular engineering, and
global problems of water resources and minerals
that await humanity in the future. New solutions
in the field of artificial intelligence and innovations
are also here. Further, the curators will show possi-
ble ways of human development, projects and con-
cepts in the scientific and technical fields.
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Ill. 2. The Museum of the Future in Dubai, UAE

One floor of the museum is called Heroes of the
Future, which is a priori true since it is the children
who will become the creators of the future. There
is an interactive playground with game and sports
elements.

On the ground floor, robot-sellers offer ice cream
and coffee.

Today, modern museums focused on the pres-
entation of the achievements of science and tech-
nology are experiencing a real renaissance. The
emphasis on the future is not only in the concept
of exhibitions and the selection of exhibits but also
in special titles that attract the public. The Museum
of Tomorrow in Rio, the building of which was de-
signed by Spanish architect Santiago Calatrava, is
among them. An expressive architectural image is
achieved by a special dynamic console-roof, pro-
truding far beyond the base. Its grandiose dimen-
sions and unique technical equipment, such as solar
panels unfolding after the sun, really create an im-
age of the architecture of tomorrow.

The interactive exposition of the National Mu-
seum of Advanced Science and Technology in To-
kyo allows the visitor to personally simulate natural
processes, experience cataclysms, search for and
create new formats for the world order, control the

L. 3. The Museum of the Future in Dubai, UAE

atmosphere and hydrosphere. Several hundred in-
teractive installations provide all this.

The building of the Museum of Science of Prince
Felipe in Valencia, which greets visitors with the slo-
gan: "It is forbidden not to touch, not to feel, not
to think”, figuratively represents the skeleton of a
whale. Its Aquarium, the largest in Europe, is home
to over half a million living “exhibits".

The Innovative Museum, declared European Mu-
seum of the Year in 2015, was designed by eminent
Italian architect Renzo Piano. The Museum of Science
in Trento is almost 20 thousand square meters of
training grounds, laboratories, and interactive plat-
forms where you can feel artificially created emo-
tions, examine molecules, walk through the ranks of
fossilised dinosaurs, and test modern technology.

What is common in the concepts of modern mu-
seums of science and technology is that, first of all,
the attitude towards the visitor has been revised.
Now the museum exposition is focused on the ac-

tive participation of the viewers, who transform its
form and content, giving them for a short time an
individual image relevant to the viewers.

The new time has made a virtual museum ex-
position, which does not contain masterpieces or
original works of art, actual. The museum commu-
nity expresses concern that the virtual exhibition is
teetering on the brink of mass culture. However, an
institution that calls itself a museum is still focused
on the presentation of a genuine cultural heritage
that is not subject to transformation and can pres-
ent it. This role of an unconditional masterpiece is
played by the museum building, its unique archi-
tecture, the concept of internal space, and its abil-
ity to transform the environment. Summing up, it
can be noted that at the present stage, the posses-
sion of an exclusive artistic image of architecture is
no less important for the museum than the pres-
ence of a unique collection, scientific status and in-
teractive programs.
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Ill. 4. Calatrava. Prince Felipe Museum of Science, City of Arts and Sciences in Valencia. Valencia, Spain
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MY3EW BYAYLErO.
HOBbI OBEPA3 1 HOBAA MUCCUA

AnHomayus: CTaTba NOCBsALLEeHa cneundrke cCoBpeMeH-
HbIX My3eeB, MO3ULIMOHUPYIOLWKX ceba Kak My3eun byay-
wero. ABTOp paccMaTpuBaeT 3TOT HOBbIN GopmaT B Mupe
My3eeB Ha npumepe Myses 6yaywero B [lybae, co3gaHHOro
LoHom Knnna npwu yuactun Killa Design, Buro Happold
n MatTtap 6eH Jlaxegxx. ABTOp oTMeuyaeT 0cobblii UHTe-
pec K CTPOUTENLCTBY My3eeB BO BCEM Mupe. 3TO BO3-
HVMKaeT U3 YHUKaJbHOWN NpeAHa3Ha4YeHHOCTN NOJO6HbIX
06BEKTOB — MX BO3MOXHOCTU CTaTb CUMBOJIOM ropoja
M B onpesenéHHOM CMbIC/e CO3/aBaTb ero No3nTUBHbLIV
06pa3 B 06LWeCcTBEHHOM CO3HaHMU. CTPOUTENBCTBY My3e-
€B YAeVNN BHUMaHWe Takne BbljatoLnecs apXuTeKTopsl,
kak 3axa Xaawg, Metep LBerep, Anbgo Poccu, XaHc Xon-
nanH, Akcens WynbTec, Wurepy baH n gpyrue.

Paccmampueas papj cpaBHUTENbHO HOBbIX My3eMHbIX
3/JlaHWVA, aBTOp BblAeNAeT HeKoTopble ObLLMe TeHAEHL N,
CpeAu KOTOpbIX B MepBYy0 o4Yepesb — BblPa3nTeIbHOCTb

CerogHs BO BCEM MMpPE MOXHO OTMETUTb 0CObbIN
NHTepecC K CTPOUTENbCTBY My3eeB. 3TO, OYEBUAHO,
BO3HWMKAET M3 YHMKaIbHOW NpejHa3HauYeHHOCTM Mo-
BO0H6HBIX 06 BEKTOB — MX BO3MOXHOCTU CTaTb CUMBO-
JIoM ropoga v B onpejenéHHOM CMbiC/e CO34aBaTb
€ro Nno3nTMBHbIK 06pa3 B 06LLECTBEHHOM CO3Ha-
HUK. CTPOUTENBCTBY MYy3€€eB YAeNNAN BHUMaAHWE
Takve BblJatoLLMeca apxXMTEKTOPbI, Kak 3axa Xaaua,
MeTep LBerep, Anbao Poccn, PeHuo lMuaHo, XaHc
XonnanH, Akcensb LWynbtec, LWnrepy ban n apyrue.
CerogHa K 3TOMy CO3Be34U0 MMEH NPUCOeANHNA-
cs WoH Kunna, cnpoektupoBaswimnii Myseii 6yay-
wero B [lybae.

My3elt BCTpeyaeT nocetTuTenen NosTM4eckumMm
N GUNOCOPCKMMU BbICKA3bIBAHNAMMN: «BO3MOXHO,
Mbl HE MPOXMBEM COTHW NIET, HO Hallle TBOPYECKoe

APXMTEKTYPHbIX 06Pa3oB N M3MEHEeHMEe CaMOl KOHLLen-
uvun mMy3ses. Kak npaewio, B My3ee byayLiero HeT Nnpous-
BeJEHWI McKyccTBa. ABTOP MOJIaraeT, YTo 370, BO3MOXHO,
CaMblii LLOKMPYHOLLMA MOMEHT, KOTOPbI UCMbITbIBAOT MO-
ceTUTeNV, HafeABLLIMECS Ha BCTPeYy C KIaCCUKON MK ak-
Tya/bHbIM WCKYCCTBOM. Ha cMeHy TpaavLoHHOMY 0bpasy
Xpama My3 U HaLMOHalbHOW COKPOBULLHWLbI MPULLESN
HOBbIV My3eli, B KOTOPOM MPUOPUTET OTAAETCA BCTpeYe
¢ cobbiTrem. Tenepb My3eii — 3TO MecTo obpa3oBaTeb-
HbIX MPOrpamMM, BO3MOXHOCTU MCMPobOoBaTb CBOU TBOP-
yeckne cnocobHocTn. CoBpeMeHHbIV My3ei, n3bpasLumii
No3nNLMIO MHTeprpeTaLum byayLero — 310 HeKU UHTeN-
NeKTyanbHbIV, KOMMYHWUKATVBHbIW, OBLECTBEHHbIN LIEHTP
C SOCYrOBbIM CEPBUCOM.

Knrouessie cnosa: Mysetli 6ydyujezo 8 Aybae, LLoH Kus-
#a, Killa Design, Buro Happold, Mammap 6eH Jlaxedx,
donosiHeHHas peasnbHocmMe, a0OuMmMuBHbele MexHo02UU.

HacneAne oCTaHeTCA HaZoJro nocae Toro, kak Hac
He cTaHeT. VIHHOBaLWMN — 3TO He WHTeNeKTyaNb-
Haf pockoLWb. B HMX cekpeT 3BOIOLMM N OMOJIO-
>KEHWUA HAapOAOB W HauwWi. byayuiee npuHagnexuT
TeM, KTO MOXeT ero BoobpasunTb, CMPOeKTUpPOBaTh
M BOMJOTUTb B XM3Hb. TOFO HE Haj0 XAaTb, 3TO
Hajo co3gaBaTb»,— CKa3aHHbIMW 3MMpom [ybas
n npeMbep-MUHUCTPOM O6begMHEHHBIX Apabckmnx
OMupatoB MoxamMmezsoM MbH Pawunaom Anb Makty-
MoOM. MicnonHeHHble apabckow BA3bO, OHM CNJIOLb
MOKPbIBAOT CTEHbI YHUKAIbHOTO COOPYXXEHUA, Bbl-
AenstoLLerocs ceoen obTekaeMom anLeobpasHom
dopmoit Ha oHe rpaHaMo3HbIX Hebockpébor [y-
6as. 3gaHne CTPONNOCH HECKO/IBKO N1eT U bbIno OT-
KpbiTo B ¢peBpane 2022 roga. XyA0>KECTBEHHbIN
obpa3s 3gaHua My3es paspabotan apxutektop LLoH
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Knnna. Bonaotnte naero cmoram nHxeHepsl Buro
Happold, koTopbie C MOMOLLbIO HOBbIX LMdPOBbIX
TEXHOJIOTUIA TOYHO PaccUMUTaNn KaXKAbl 31eMeHT
3TOro MHHOBALMOHHOTO 34aHNA 1 paspaboTann
ero napamMeTpmuyeckyro KOHCTpykumo. bonee 1000
naHesen 13 KOMMO3UTHbIX MaTEPMANOB yKpPaLLEHbI
apabckoit kanaurpadpuen, fM3anH KOTOPOK Co3aaH
BbIAAOLLMMCA IMUPATCKUM XYAOXHUKOM MaTTa-
poMm 6eH Jlaxepxem. Apabckas BA3b Npopesaer
naHenn HackBO3b, OAHOBPEMEHHO ABAAACH N OKHa-
MU, U TyBOKMM NpoceyUHbIM penbedomM. ITO CTano
BO3MOXHO baarogaps agAnTUBHBIM TEXHONOTUAM
B CTPOUTE/NbCTBE.

LWoH Knnna, co3gaBLumnii 3Ty yHUKaNbHYHO Napa-
MeTPMUECKY0 TOPOUAAIbHYIO KOHCTPYKLMIO, Npea-
cTaBnseT My3sel byayuiero Kkak cnaraemoe Tpeéx
HepacTOP>XXMMbIX YacTei — 3eN1EHOro XxosmMa — oc-
HOBbI 3@aHM1A, CAMOTO 34aHNA N MYCTOTbl BHYTPWH
3laHnA, KOTOPble B COBOKYMHOCTW CO3Aak0T CMbICA
1 06pa3 Myszes. [Mpn 3TOM Kaxas 13 COCTaBHbIX Ya-
cTeli UMeeT CaMOCTOATENbHYH 3HaYMMOCTb.

3eNéHblN XONM ABAAETCA ONULLETBOPEHNEM 3EM-
/1N, OCHOBbI B LUMPOKOM MOHMMaHWK 3TOro C/I0Ba,
KOHCTaHTOW B KaTEropusax Mecta U BpemMeHMW.

VHHoBaunoHHOe napaboanyeckor Gpopmebl 3a4a-
HWe O/MLEeTBOPAET KpeaTnBHOE YeI0BEYECTBO U CO-
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Wnn. 1. Myseli bydywezo. Aybati, OAD

BPeMEHHble TeEHAEHL MM 0b6LLecTBa K CMOCOBHOCTM
CYLLECTBOBATb M Pa3BMBATbCA B rTAPMOHMUMN C OKPY-
xarouler cpesoi. DnnocodCkmin TEKCT Ha CTeHax,
WCNOIHEHHBIN apabcko Kanaurpaduen, AeMOHCTpU-
pyeT KpeaTuBHbIE CMOCOBHOCTM YeNoBeYecTBa —
NCKYCCTBO U 3HaHMe.

MycToTa B LEHTPe 34aHus, OrpaHUUeHHas ero -
amntuyeckor GopMo, npescTaBaseT cobon Heuns-
BECTHOE, HEOMUCAHHOE, HenspeuéHHoe byayliee.

B MHTepbepax My3es cpean MHOXeCTBa BU3yasib-
HbIX aCMEeKTOB INANPYET TEXHOJIOTUS JOMOAHEHHOM
peanbHOCTU. OUEBMAHO, YTO U3MEHMWAACh CaMa KOH-
uenuunsa Myses. B Mysee 6yayLiero HeT Koanekumm
NPOV3BEAEHWNIA NCKYCCTBA, B TPAANLUOHHOM MOHM-
MaHWM 3TOro acnekTa. XoTs, HaBePHOe, MOTyT MPOXO-
ANTb BPEMEHHbIe BbICTaBKN. BO3MOXHO, 3TO caMblii
LUOKMPYHOLLMA MOMEHT, KOTOPbIV UCMbITbIBAOT NOCe-
TUTENN, HajenaBLUMECs Ha BCTPeYy C KJ1acCUKOW Uan
COBPEMEHHOCTbIO. Ha cMeHy TpagnLumMoHHOMY 06-
pasy xpama My3 1 HalMOHaIbHOW COKPOBULLHULbI
MPWLEN HOBLIN My3el, B KOTOPOM MpUOpUTET OT-
BaéTca BcTpeye ¢ cobbiTvemM. Tenepb My3el — 3T0
MecTo 06pa3oBaTe/ibHbIX MPOrpaMm, BO3MOXHOCTU
ncnpoboBsaTb CBOW TBOpYeCKMe CnocobHocTU. B 06-
LLEM, HEKUW UHTENNEKTYasIbHbIN, KOMMYHUKATUBHBbIN,
06L,EeCTBEHHbIV LEHTP C A4OCYrOBbIM CEPBUCOM —

Unn. 2. Myseli byoywezo. [ybati, OA3

MarasuHoM, kade, 6U6IMOTEKON, KOMMbIOTEPHbI-
MW 3anamu u ap.

YHuKanbHoe 3saHne My3sesn byayuiero B [lybae
HacuMTbIBAET CEMb 3TaXkKel, KOTOpble CBA3aHbl NO
BEpPTUKaAM KancrobHbIMU indTamu. MogbEM B HUX —
0coboe TeaTpasbHOE AENCTBO, B KOTOPOM barosaps
[OMOJIHEHHOWN peanbHOCTU eCTb U YYBCTBO CKOPO-
CTU KOCMUWYECKOro Kopabis, 1 BUA 13 KOCMOCa Ye-
pe3 OKHa-UANOMUHATOPbI, U Marnyeckuii ronoc,
coobLarolmii o cyabbax byayLuero.

IKCNO3ULMA HAUMHAETCA C MATOro 3Taxa — 34ecb
CMOZeNMpOoBaHO NPoCcTpaHcTBo KocMoca, LLeHTpOM
KOTOPOTO ABAAETCA BUPTyasbHOE n30bpaxeHue co-
BPEMEHHOM MeXMNNaHETHOW CTaHumn «Hagexaa»,
focturwen opbutel Mapca B 2021. 3gecb e UH-
TepakTMBHOE M OYeHb 3penLLHOe NOBECTBOBaHME
o aybaickon nporpamme uccnegosaHua Mapca. Mo
nepuMeTpy paccTaB/ieHbl KOCMUYECKME KOCTHOMBbI,
N KaXAbl MocCeTnTeNb, YyNpaBAss MHTEPaKTUBHOM
MaHenblo, MOXET, B3rIAHYB Ha wWiem ckadpaHApa,
YBUAETb OTPaXeHWe CBOEro AunLa B ero obpamne-
HWW, N BOT — Bbl YK€ KOCMOHaBT. Bokpyr ceHcop-
Hble MaHeaun, KOCMUYECKNI Nen3ax C eTaroLLmnmm
06bekTamMu 3a BUPTYasbHbIMU OKHaMW U POBOThI-Tn-
abl. CnegyroLime 3Taxu NOCBALLEHbI COBPEMEHHbIM
TEXHOJIOTUSIM U UCCNeLOBaHUAM PECYpPCOB, 3KO-

cucTEMaM, MOJIEKYSIPHON MHXeHepUK, rnobanb-
HbIM Npo6aemMamM BOAHbIX PECYPCOB U NMOAE3HbIX
MCKOMaeMbIX, KOTOPbIE XAYT YesIOBEYECTBO B Oy-
Aywem. 3aecb XXe HOBble pelleHns B cdepe mc-
KYCCTBEHHOTO MHTeNNeKTa U MHHOBauUuWn. Janee
KypaTopbl MOKaXyT BO3MOXHble MyTW pa3BnTUSA
YyenoBeYeCTBa, MPOEKTbl M KOHLIENUUN B HaYy4YHO-
TexHuueckon cohepe.

OauH 3Tax My3es Ha3biBaeTcs «[epoun byayLe-
ro» 1 nNpeacTaBaseT Cobo UHTEPAKTUBHYHO AETCKYH
NAOLLAAKY C UTPOBbIMU CMOPTUBHBIMUW 3/1IEMEHTaMMU,
YTO anpMoOpKn BEPHO, TaK Kak UMEHHO AEeTAM MNpes-
CTOWT CTaTb co3ungatenamm byayLuero BpeMeHu.

Ha nepBom 3Taxe poboTbl-NpoaaBLbl Npeano-
XaT MOpoXeHoe u Kode.

CoBpeMeHHble My3en, OPMEHTUPOBAHHbIE Ha Npe-
3eHTaUMIO JOCTMXEHWIA HayKN N TEXHWUKN, CEFrOAHS
nepexunBatoT HacTosLee BO3poXAeHMe. AKLeHT
Ha byaylliee He TOIbKO B KOHLEMLMM 3KCNO3ULUI
n noabope 3KCNOHATOB, HO U B CNeLManbHbIX Ha-
3BaHuAX, NpuBaekatowmx nybanky. Cpegmn Hux My-
3eli 3aBTpaLLHero AHs B P1o, 3gaHMe KOTOPOro 6b110
CNPOEKTMPOBAHO MCMAHCKMM apxuTekTopom CaH-
Thsiro KanatpaBoi. Bbipa3utesibHbI apXUTEKTYPHbIA
06pa3 JOCTUTHYT 0COBON AMHAMUYHOW KOHCObIO-
KpblLLIen, BbICTyNatoLLen Aaneko 3a npegenbl OCHO-
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BaHuA. Ero rpaHAMoO3Hble pa3Mepbl U YHUKaAbHOE
TEXHWYECKOe OCHALLleHWE, HanpuUMep, CONHEYHbIe
H6aTapeu, pa3BopaunBatoLLMecs BCIes 3a CONHLEM,
AEeNCTBUTENbHO Co3zatoT 0bpa3 apXMTeKTypbl 3a-
BTPaLUHEro AHs.

NHTepakTuBHaa skcnosmunsa HaynmoHanbHo-
ro My3es nepejoBOW Hayku U TexHoaorum B To-
KMO NO3BOJ/ISET MOCETUTENO IMYUHO MOAENNPOBaTh
NPUPOAHbIe MPOLLECChI, MEPEXMBATb KaTakJIN3MbI,
“cKaTb 1 co3saBaTb HOBble GOpMaTbl MUPOYCTPOM-
CTBa, yNpaB/aTb aTMocdepot u rugpocdepoin. Bcé
3To 0becrneunBatoT HECKOJIbKO COTEH MHTEPaKTUB-
HbIX UHCTaNNALMNA.

3paHune My3es Hayku [MNpuHua ®ennne B BaneH-
CuK, BCTpeyatollee noceTuTenel N03yHromM: «3a-
MpeLLeHO He TporaTb, He YyBCTBOBATb, HE AyMaTb»,
obpa3Ho npeacTaBseT cobor ckeneT kuTa. B ero
AKkBapuyme, KOTOPbIN ABASETCA KpynHehwnm B Es-
pone, obuTaet Honee NOAYMUANNOHAE XXUBBIX «3KC-
MOHaToB».

VHHOBaLMOHHbBIA My3ei, 06bABAeHHbIV B 2015
roay «EBponencknm Myseem roga», CpoekTMpoBan
BbIAAFOLLNACSA UTAaNbSHCKUIA apxmTekTop PeHuo Mu-
aHo. Mysei Haykn B TpeHTO — 3T0 nouytn 20 ThIC.
KBaZpaTHbIX METPOB TPEHUPOBOUYHBIX NMOJIUFOHOB,
nabopatopui, HTEPaKTUBHBIX N1aThOPM, rae MOX-
HO MPOUYBCTBOBATb MCKYCCTBEHHO CO3aHHbIE 3MO-
LUK, PaCCMOTPETb MOJIEKY/IbI, MPOUTH CKBO3b PsAbl

OKaMeHebIX JMHO3aBPOB, MPOTECTUPOBATL COBpPEe-
MEHHYH TEXHUKY.

Ob6uiee B KOHLEMNLMAX COBPEMEHHbIX My3€eeB
HayKuv 1N TEXHUKWN B TOM, YTO Mpexze Bcero bbiio
MepecMOTPEHO OTHOLLEHME K MoceTuTeNto. Ternepb
My3eiHas 3KCMO3ULLMSA OPUEHTMPOBaHA Ha akKTUBHOE
y4yactue 3putens, KOTopbli cam TpaHchopmmpyeTt
eé dopMy 1 cogepxaHue, Nnpuagasas MM Ha KOpPOT-
KOoe Bpems MHAVMBUAYaNbHbIN aKTyaabHbIA ANUYHO
Ans Hero obpas.

HoBoe BpeMs caenano akTyanbHbIM BUPTYanbHYH
MY3€eWHYH 3KCMO3NLNIO, HE COAEPXKALLYHO LIeJeB-
POB UAW MNOAJNHHUKOB NPOU3BELEHNI UCKYCCTBA.
My3eliHoe coobLecTBO BblCKa3biBaeT OnaceHus,
YTO BMpPTYyasibHas 3KCMO3ULMs BanaHCUpyeT Ha rpa-
HW MacCOBOW KyNbTypbl. HO MHCTUTYLMSA, UMEHY-
rollas cebs Myseem, BCE-Taky OPUEHTMPOBaHA Ha
Mpe3eHTaLMto NOAJMHHOIO KyJIbTYPHOTO Hacieaus,
He MoABEePXXEHHOro TpaHCPOopMaLIMK, 1 MOXET ero
npeabsBUTb. B 3TON poan HesycsoBHOro WejeBpa
BbICTYMaET 3aHne My3esl, ero yHVKa bHas apxmTek-
Typa, KOHUENLMS BHYTPEHHEro NPOCTPaHCTBa, ero
cnocobHoCTb NpeobparkaTb OKPY>KaOLLYHO Cpeay.
MofBOASA UTOT, MOXHO OTMETUTb, YTO HAa COBPEMEH-
HOM 3Tane obajaHme SKCKAHO3UBHbBIM XyA0XKECTBEH-
HbIM 06Pa30M apXUTEKTYPbl HE MeHee BaXKHO Ans
My3esi, UeEM HannumMe YHUKaJIbHOW KOMNEeKLUU, Ha-
YYHOrO cTaTyca U MHTepPakTUBHbIX MPOrpamMm.
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OUTDOOR PERFORMATIVE PRACTICES
OF MODERN THEATRE

Summary: The article is devoted to the study of out-
door performative practices of modern theatre. The au-
thor substantiates the relevance and significance of the
topic of the research determined by the mobile devel-
opment of modern theatre, which is one of the most
important types of contemporary art; a theatre perfor-
mance is a complex interdisciplinary product, subject
to modifications, and which does not receive the final
form. The purpose of the study is to identify and ana-
lyse the main types of theatre performance, developed
in the 20th century in the context of new methods and
principles of theatre directing, which extend the idea of
modern theatrical performance. The main method of re-
search is an interdisciplinary comparative analysis. It de-
fines a special role for the character — performer and
the audience; it is characterised by an epatage concep-
tion, the complexity of the media — elements included
in the action; it forms a productive audience involved
in the action.

The historical component of performance — the first
practice, its formation as an independent direction, is con-
sidered; the most outstanding performances of the last
century are indicated. Modern theatrical performances are
studied. One of their features is holding the event outside

Introduction

Art as a cultural phenomenon has a dynamic char-
acter — it is constantly changing. The relevance of
the work is explained by the mobile development
of modern theatre, which is one of the most impor-
tant types of contemporary art, and theatrical per-
formance is a complex interdisciplinary product that
is subject to modifications that do not receive a fi-
nal form. Such phenomenon of art as performance
that goes beyond the “traditional” understanding is
especially noted. Its feature is the uniqueness and
the ability to interact with the public in real time.

the main theatrical premises, allowing the viewer to ful-
ly and newly immerse themselves in the theatrical “pro-
cess” through innovative digital technologies, which are
now used everywhere. Another feature is the exit of the
narrative method from the traditional textbook format.
The author notes that the human body has remained the
main expressive means of performance, bringing it closer
to the choreographic art, which, like dance, is often de-
void of words. Gaining the status of a theatrical form in
the 70s, performance goes to a higher level of scenario
with a more well-designed structure. However, the pe-
culiarity of performance is its eclectic and experimental
character. It easily fits into the multimedia format of In-
ternet platforms.

It is concluded that throughout its development, per-
formance as a type of theatrical performance, required a
new type of dramaturgical and directorial thinking from
the authors-creators. It is argued that the new cultural
product offered to the modern viewer gives the recipi-
ent (viewer) the opportunity to look at theatrical art from
a different angle. Thus, the initiators of such projects
manage to "hook” the viewer's attention to this product.

Keywords: performance, theatre, art, innovative tech-
nologies, event, artist.

The aim of the study is to identify and analyse
the main types of theatrical performance which de-
veloped in the 20th century in the context of new
methods and principles of theatrical directing. They
expand the understanding of the modern artistic
and figurative language of the theatre and provide
an opportunity for a comprehensive understand-
ing of the spatio-temporal environment which is
created for them.

The objectives of the study of this problem are:

— designation of general techniques of theat-
rical art and performative practices;
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