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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— the study of performances of the 20th cen-
tury in Russia and foreign countries;

— analysis of the theatrical structure of perfor-
mance, taking into account directing, as an origi-
nal intellectual and spatial system;

Methods and Materials

The main method of research is an interdiscipli-
nary comparative analysis based on the fact that per-
formance, as a form of modern visual art involved in
the experimental sphere of creativity, actively trans-
forms the traditional theatrical performance, provides
new technological opportunities for authors, creates
new metaphorical meanings of theatrical and virtu-
al reality. Performance defines a special role for the
character — the performer and the viewer. It is char-
acterised by an epatage conception, the complexity
of the media — elements included in the action; it
forms a productive, involved in the action audience.

Photos, illustrations and multimedia materials
(video, audio, animation) served as visual materi-
als of the study. They helped to form a comprehen-
sive approach to conceptual production decisions,
which have been applied in practice.

Its concept is that any cultural product can be-
come a work of art. Performance is based on four
concepts: place, time, the body of the artist and the
coexistence of the artist and the viewer [1]. Inter-
activity, spontaneity, processuality, non-linearity of
perception, the absence of any framework are qual-
ities that are inherent not only in performance but
also in modern artistic culture as a whole.

Art historian and philosopher N. Mankovskaya
writes that “performance is an act, a presentation. It
is a public creation of an artifact based on the prin-
ciple of synthesis of art and non-art, which does not
require special professional skills and does not claim
to be durable. Its aesthetic specificity is the empha-
sis on the primacy and self-sufficiency of the crea-
tive act as an artistic super-task — the affirmation of
the creator’s identity” [2; p.188]. It is believed that
the first performance took place in 1952, when pi-
anist John Cage took the stage and sat almost mo-
tionless at the piano for four and a half minutes.
Occasionally, he got up, opened and closed the lid
of the piano, thus marking the beginning and end
of each of the three parts of the musical work [3].
As an independent art movement, it gained status
in the 1960s, especially if one turns to the work of
American conceptual artist Chris Burden. Probably
his most famous and provocative performance was
“A Shot", when Burden with the help of his assis-
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tant shot himself in the left arm from a distance of
about five meters. For many, this performance was
a declaration of the American right to bear arms
during the Vietnam War of 1955-1975.

Another well-known representative of perfor-
mance is Serbian artist Marina Abramovi¢, who car-
ried out a stunning experiment, which is still talked
about by representatives of the art community. In
1974, in Naples, she held a performance called
Rhythm O, the idea of which was incredibly simple:
Abramovi¢ stood motionless for six hours next to
a sign that read "Instructions: on the table, there
are 72 items that can be used on me as you wish.
Performance. | am the object. During this period
of time, | bear full responsibility. Duration: 6 hours
(8 pm—2 am)". On the table, there were absolutely
various objects: for pleasure and for destruction. A
gun, a knife and razor blades were among the dan-
gerous ones [4]. At first, the newly coming specta-
tors did quite harmless actions; however, over time,
their actions became more and more cruel towards
the artist. One man used a blade to make a cut on
the neck, some undressed and molested the woman.
During the performance, Abramovic¢ was subjected
to all sorts of harassment, which was accompanied
only by laughter in the process. The performance
was interrupted by security guards after one of the
spectators had pointed a gun at her. The given ex-
ample of performance obviously demonstrated the
animal nature of a person and the fact how unlim-
ited power and freedom kills a sense of empathy
and conscience.

“In the 1970s, the combination of performance
and theatre gave rise to a curious phenomenon:
these are works of predominantly visual images,
which are characterised by the absence of a straight-
forward narrative, dialogue, plot, characters and a
“realistic” setting. In such spectacles, there is of-
ten no beginning and end; the emphasis is on the
viewer's perception, and performance consists of
separate 'pictures-scenes’, visual fragments.” [5;
p.25] Theatrical performance creates a new type of
dramaturgy, which is not based on and is not ac-
companied by a literary text in the form of a play
or libretto. The visual expressive means of various
arts form dramaturgy, creating the mosaic basis of
performance. Each fragment of the performance
perception introduces new meanings, developing
separately or in combination with other fragments,
like mise-en-scenes. The human body has remained
the main expressive means of performance, which

brings it closer to choreographic art; like dance, it is
often devoid of words. In the 1970s, acquiring the
status of a theatrical form, performance received
a higher level of scenario with a more thought-
ful structure. However, the peculiarity of perfor-
mance is eclecticism and experimental character.
It easily fits into the multimedia format of Inter-
net platforms. The theatre has always differed from
many art forms in its strong communication side,
in a direct connection with the audience. Initially,
these were just video recordings of performances
and their fragments that were posted on the Inter-
net. And it became clear that theatre cannot exist
and develop only in the traditional direction. Me-
dia theatre formats have been developed, existing
on various Internet sites, social networks, live, au-
dio performances, etc. In turn, progressive Internet
technologies have expanded the technical capabili-
ties of theatre performance. "As a result, an impor-
tant criterion in evaluating performance is not the
form of its presentation (it may have the proper-
ties of a ritual or a spectacle, it may turn out to be
a meaningless repetition of individual acts or ac-
tions simultaneously going on at different venues,
forcing the audience to choose an object of ob-
servation) but the process of interaction between
the participants. It is obvious that we are talking

IlL 1. Performance Another City. Directed by S. Alexandrovsky. 2076.
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about changing the form of communication with
the viewer owing to which the performance turns
into co-existence.” [6; p.105]

Today, various major artistic events take place not
on the classical large stages but outside them since
theatre itself strives to find new formats, “looking”
into neighboring territories, into basements and
attics. Born at the beginning of the 20th century,
the art of performance organically merges into the
changeable theatrical process.

It is worth saying that this direction was born at
the junction of theatre and all kinds of elements of
fine art, dance, music, video art, cinema, etc. Perfor-
mance takes its form — actions, happenings, docu-
mentation or re-performance, depending on which
of the above directions prevails. At present, outdoors
are very popular. These are street performances. For
example, the performance Another City from the
Popup theatre has been held in St. Petersburg since
2016. It includes performance, a walk, a game in
combination with urban space. For the performance
participants, director Semyon Aleksandrovsky pre-
pared a route along the embankments of the North-
ern capital, conceptually close to the “classic” routes
of Venice, Amsterdam and Paris. Spectators are giv-
en headphones and a special map with an algorithm
of actions at a particular location. By scanning spe-



cial QR codes on the map, viewers are given access
to photo and video panoramas of their chosen city
(i.e. Venice, Amsterdam or Paris). The instructions,
the audio stream and the visual series immerse to
some extent, create a sensual projection of a city
thousands of kilometers away in a person’s mind.
The performance begins at the intersection of Mok-
hovaya and Belinsky streets.

Due to the rapid progress of innovative tech-
nologies, modern theatre can offer the audience
performance using various digital accessories. For
example, the Alexandrinsky theatre (New Stage) of-
fers a performance play When We Meet Again, where
a participant puts on VR glasses, finds themselves
in a virtual space, goes on an out-door journey, ac-
companied by various sounds and visual accompa-
niments. A person feels themselves in a different
body and space, where the real turns out to be fic-
tional, and the fictional turns out to be real, which
is most disorienting. The main idea of the perfor-
mance is to show how our body interacts with new
technologies. Another performance play of the Al-
exandrinsky Theatre is Etiquette, an action for two
people sitting at a table in a cafe, about which peo-
ple around do not even know. Participants put on
headphones and follow prompter instructions tell-
ing them what to say, how to interact with objects
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Ill. 2. Pixel. Director M. Merzouki. France, 20174.

on the table, and guiding them through film and
play scenes. The purpose of the play is to explore
human communication, the complexity of the pro-
cess of facilitating thoughts into words, and our
need for trust [7].

The play Pixel (directed by M. Merzouki, the Head
of the National Choreographic Centre of Creteil),
which premiered in France in 2014, presents the
interaction of dance and multimedia, street culture
and the technogenic world, the movement of danc-
ers and digital images, three-dimensional graphics
and circus. The action takes place in virtual space;
the actors dance on the screen in peculiar planes,
into which the stage and backstage are turned, and
the three-dimensional image create aerial optical
illusions. The technology used in the ballet Pixel
is called video mapping — the art of creating and
overlaying three-dimensional video projections on
physical objects, taking into account their geome-
try and location in space.

It must be remembered that directors’ modern
trend to fashionably and effectively use multime-
dia and theatrical action can lead to problems in
the perception of the idea of performance, shifting
the main conceptual idea to secondary, additional
meanings, leveling the skill of the actor, who be-
comes just a plastic object. Performance can turn

into a spectacular show, lose its dramatic idea, which
leads to a violation of theatrical aesthetics.
Conclusion
Thus, throughout its development, performance
as a type of theatrical play has required a new type
of dramaturgic and directorial thinking from the
creators. Theatrical performance is a type of art

that does not involve rehearsals, repetitions. It is
unpredictable and has a chaotic character aimed
at the artist’s self-expression. The viewer becomes
not only a participant but also a co-author of the
production, implying the maximum personifica-
tion of the event, popular and quite important for
modern times.
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OUTDOOR-TIEPOOPMATWBHBIE MPAKTUKN
COBPEMEHHOI'O TEATPA

AHHomayuA: Matepman NocBALWEH n3ydeHuto outdoor-
nepdopMaTUBHBIX NPaKTUK COBPEMEHHOrO TeaTpa. AB-
TOp 0BOCHOBbLIBAET aKTyaNbHOCTb U 3HAYMMOCTb TEMBI
nccnesoBaHus, 06yCNOBAEHHON MOBW/IbHBIM Pa3BUTUEM
COBPEMEHHOrO TeaTpa, KOTOPbIV ABASETC OAHUM U3 BaX-
HeMLwux BUAOB COBPEMEHHOMO UCKYCCTBA, a TeaTpaibHbI
CneKTakNb NpeAcTaBAseT cCOBOMN CAOXKHbIA MEXANCLM-
MAVHAaPHbIA NPOAYKT, MOABEPXEHHbIV BUAOUIMEHEHW-
fIM, He 3aMbIKaOLLMMCA B OKOHYaTeNbHY0 dopmy. Liesnbro
nccnefoBaHns ABASETCSA BbIIBJEHME U aHAIM3 OCHOBHbIX
BWZOB TeaTpanbHOro neppomaHca, cnoxmeLLmxcs B XX B.
B KOHTEKCTE HOBbIX METOA0B W MPUHLMMOB TeaTpaibHOM
pexXnccypsbl, KOTOpble PacLIMPAIOT NPeAcTaBieHme O CO-
BPEMEHHOM XYA0XeCTBEHHO-06pa3HOM f3blke TeaTpa
M Jat0T BO3MOXHOCTb KOMMJIEKCHOTO MOHUMaHUsA TON
NPOCTPaHCTBEHHO-BPEMEHHOM Cpebl, KOTOpas UM co34a-
é1cs. OCHOBHbIM METOZOM UCCNEA0BAHUSA ABASETCA MEX-
ANCUMNAVHAPHDIN CpaBHWUTENbHBIM aHanm3. OH onpeaensieT
0CObYH0 POJ/Ib ANS NMEPCOHAXKa-UCMONHUTENSA U 3puUTens,
XapaKTepusyeTcs 3naTaXKHOCTbHO 3aMblCAa, CIOXKHOCTbIO
MeJNa3NEMEHTOB, BXOASALLMX B AeicTBue, bopMUpyeT npo-
OYKTUBHYHO, BOBJIEUEHHYHO B AencTBue ny6mKy.

PaccmompeHa nctopuyeckas coctaBastollas nep-
dbopmaHca — nepBas nNpakTMKa, CTaHOBAEHWE KaK ca-
MOCTOATENbHOTO HanpaBaeHUs, 0603HayeHbl Hanbonee
BblAAOLLMECS BbICTYM/IEHMA NPOLLIOro Beka. V3yueHsl co-
BpPEMEHHbIE TeaTpasibHble NepdOopMaHChl, 0COBEHHOCTbIO
KOTOPbIX SBAAETCS NPOBEAEHNE MEPONPUATUA 3a Npesena-

BBepeHue

WckyccTBO Kak siBNeHME KyAbTypbl UMeeT AnHa-
MWUYHbI/ XapaKTep — OHO HaXxOAMUTCA B MOCTOSHHO
N3MEHSAIOLLLENCA aKTUBHOCTU. AKTyanbHOCTb paboThl
06BACHAETCA MOBUABLHBIM Pa3BUTUEM COBPEMEHHO-
ro Teatpa, KOTOpPbI ABASAETCA OAHVMM U3 BaXKHENLLMX
BMAOB COBPEMEHHOIO UCKYCCTBA, @ TeaTpasibHbll
crnekTak/lb nNpeacTaBaseT cOH6OM CNOXHbIA MeX-
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MW OCHOBHOFO Te€aTpanbHOrO NMOMeELLEHWS, YTO AAET BO3-
MOXHOCTb 3PUTE/HO MONHOCTBIO U MO-HOBOMY MOTPY3nTbCs
B T€aTPasM30BaHHbIN «MpPoLLecc» NOCPeACTBOM MHHOBA-
uMoHHbIx digital-TexHonorui, kotTopble ceyac CNob3y-
HOTCS MOBCEMECTHO, @ TakXKe MO3BO/IAET MOBECTBOBaHMIO
BbIATU N3 TPAANLMOHHOIO XpecToMaTuitHoro dopmara.
ABTOp OTMEYaeT, YTO TeNO YeNOBEKA OCTaNIOCh OCHOBHbIM
Bblpa3nTe/ibHbIM CPeacTBOM nepdopmaHca, YTo coamxa-
€T ero ¢ xopeorpadnyecknm UCKYCCTBOM, OH Takxe, Kak
W TaHew, 3a4acTyto AMWEH cnosa. B 1970-x rr., obpeTas
CTaTyC TeaTpann3oBaHHoM GopMbl, NepdopMaHc nepexo-
AMT Ha Bosiee BbICOKWIA YPOBEHb CLLEHAPHOCTY, UMEIOLLEN
6onee npogymMaHHyto CTPYKTYpy. OfjHakKo 0CO6EHHOCTbIO
nepdopmMaHca ABAsSETCA IKNEKTUKA N IKCTepUMEHTab-
HbI xapakTep. OH JIerko BNUCLIBAETCA B My/IbTUMEANN-
HbI popmMaT MHTepHeT-NAaTdhOopM.

Jlenaemcs BbIBOA, UTO Ha NPOTAXEHWMN BCEro CBOE-
ro passuTusa nepdopmaHC Kak BUA TeaTpasm3oBaHHOrO
npeAcTaBAeHus TpeboBan OT aBTOPOB-CO3/aTeNeil HOBOro
TMNa ApPamMaTypruyeckoro U PexXMcCépckoro MbllUIeHWs.
ApryMeHTUpOBaHO, YTO NpeanaraeMblil COBPEMEHHOMY
3pUTENHO HOBbIN KYNbTYPHbIV NPOAYKT Aa&T BO3MOXHOCTb
peLmvnueHTy (3puTento) MoCMOTPETL Ha TeaTpasibHOE UC-
KYCCTBO C APYroli CTOPOHbI, TEM CaMbIiM UHULMATOPAM
NoA06HbIX MPOEKTOB YAAETCA NPUBAEYL BHUMAHWE 3pu-
TeNs K 3TOMY NPOAYKTY.

Knrouesole cnosa: neppopmaHc, meamp, Uckyccmso,
UHHOBAUUOHHbIe mexHo/102uU, Meponpuamue, XyO0XHUK.

AVNCLMMNAVMHAPHbIA MPOAYKT, KOTOPbIA NOABEPXEH
BUAOU3MEHEHMWSAM, HE 3aMbIKAOLLMMCS B OKOHYa-
TenbHyto dopmy. OcobeHHO OTMeuUaroTCs Takue
beHOMEHbI UCKYCCTBA, BbIXOASALLME 3a Npesenbl
«TPaANLMOHHOTO» NMOHUMaHUS, Kak nepdopmMaHc,
0COH6EHHOCTLIO KOTOPOTO AB/ISAETCS HEMOBTOPU-
MOCTb 1 BO3MOXHOCTb B3aMMOZAENCTBUA € NyHamn-
KOW B peasbHOM BpPEeMEHMW.

Llenbto nccnepoBaHms ABAAETCA BbisiIBAEHUE
M aHain3 OCHOBHbIX BUAOB TeaTpasbHOro nepdop-
MaHca, coXuBLIMXCA B XX B., B KOHTEKCTE HOBbIX
METOZO0B M NMPUHLMMOB TeaTpaibHOW pPexmnccypsl,
KOTOpble pacLNpAIOT npejcTaBaeHe O coBpe-
MEHHOM Xy 0XeCTBEHHO-06pa3HOM fA3bike TeaTpa
W AatT BO3MOXHOCTb KOMMIEKCHOTO MOHUMaHWUs
TOV NPOCTPaHCTBEHHO-BPEMEHHOW Cpejbl, KOTO-
pas uM co3aaércsa.

3asayamu nccnesoBaHWs AaHHON NPo6aeMbl AB-
naoTca:

— o0b603HauyeHune obLMX NPUEMOB TeaTpaabHO-
ro UCKyccTBa 1 nepdopMaTnBHBIX NPaKTUK;

— u3yyeHune nepdopmaHcoB XX Beka B Poccum
1 3apybexxHbIx cTpaHax;

— aHanu3 TeaTpasbHOM CTPYKTYpbl NnepdopMaH-
ca C YY4ETOM PexmCccypbl Kak OpUrMHaNbHOW UHTEN -
NEeKTyanbHOW U NPOCTPaHCTBEHHOW CUCTEMBI.

MeToabl 1 MaTepuanbl

Vcxoas ns Toro, uto nepdopmaHc kak dopma co-
BPEMEHHOr0 BM3YyaslbHOTO NUCKYCCTBa, BOBJEYEHHas
B 3KCMepuUMeHTanbHYyto chepy TBOpUECTBa, akTUB-
HO TpaHcdopmMpyeT TPaANLMOHHOE TeaTpaibHOe
[eCcTBO, NPeAoCTaBAAET HOBble TEXHOOrNYecKue
BO3MOXHOCTUN A/ aBTOPOB, CO34aET HOBblE MeTa-
bopuryeckme CMbICbI TeaTPasbHOM U BUPTYaNbHOM
peanbHOCTU, OCHOBHbIM METOAOM UCCeA0BaHMA
ABAAETCH MEXAUCLUUNANHAPHbBIA CpaBHUTENb-
HbI aHanun3. OH onpegensetr 0cobyo posb Ans
NnepcoHaXxa-ncnoaHUTeNA 1 3pUTeNs, XxapakTepu-
3yeTCs 3NaTaXXHOCTbI 3aMbICAa, CIOXKHOCTbIO Me-
[MasNEMEHTOB, BXOAALLWX B AeACTBUE, opmupyet
NPOAYKTUBHYO, BOBNEUEHHYIO B AercTBME NYyOANKY.

B KauecTBe BM3yabHbIX MaTepPMasOB UCCae0Ba-
HMA nocayxuan Gotorpadum, NANKOCTPaLIN U MYb-
TUMeANHble MaTepuanbl (BUAEO, ayAno, aHUMaLWA).
OHu nomoran chopMmnpoBaTh LENOCTHbIA NOAXOS,
K KOHLLenTyalbHbIM MOCTAHOBOYHbIM peLleHMAM, KO-
TOpble NMPUMEHSAANCh N MPUMEHSAIOTCS Ha NpaKTUKe.

KoHuenuwus 3akntoyaetcs B TOM, UYTO npou3se-
AEHNEM NCKYCCTBA MOXET CTaTb 060N KyAbTyp-
HbIA NpoayKT. NepdopmaHc HasmpyeTcs Ha YeTbipéx
KOHLLeNnTax: MecTo, BPeMs, TeNO XyAOXHMKa U CO-
CyLLeCcTBOBaHMe Xyf0xHuKa u 3putens [1]. NnTe-
PaKTUBHOCTb, CMNOHTAaHHOCTb, MPOLECCYaNbHOCTb,
He/IMHENHOCTb BOCNPUATUSA, OTCYTCTBME KaKMX-1MB0
paMOK — KayecTBa, NpucyLlme He Tonbko nepdop-
MaHCy, HO 1 COBPEMEHHOW XYJ0XXECTBEHHOM KyJlb-
Type B LeNoM.

NckycctBosea n dunocod H. b. MaHbkoBCKas
nuwet, 4YtTo «nepdopmMaHC — 3TO UCMOJHEHME,

npegacrasneHune. MybanyHoe cosganne aptedakTa
Mo NMPUHLUNY CMHTE3a MCKYCCTBa U He-NCKYCCTBa,
He Tpebytowee cneumanbHbix NPOPEeCcCUOHaNbHbIX
HaBbIKOB W He MpeTeHAytoLee Ha JONrOBEYHOCTb.
Ero acteTnueckon cneumdurKomn aBAseTC akLEeHT Ha
NepBUYHOCTb N CaMOAOCTaTOMHOCTb TBOPYECKOTO
aKTa Kak XyA0>XeCTBEHHOW CBepx3ajaun — yTBEpXK-
AeHUU nAeHTUYHOCTM TBOopUa» [2; c¢. 188]. CuunTa-
eTcA, uTo nepBbin NepdopmaHc npowén B 1952 r.,
Korga nuanHuct [xxoH Keingx Bblllen Ha CLeHY 1 Ye-
TbIp€e C NONOBUHOM MUHYTbI MPOCUAEN NPaKTUYeCKu
HenoABWXHO y posna. lNepnoanyeckn oH BCTaBas,
OTKPbIBa/ M 3aKpblBaa KpbILKY posas, obo3Hauyas
TaknMM 0B6pa3oM Hauano 1 KOHel, KaXAon U3 Tpex
yacTel My3blkaabHOro npounssegeHus [3]. Kak camo-
CTOATeNIbHOE apT-HanpasaeHe nepdopmMaHc nony-
ynn ctatyc B 1960-€ rr., ocobeHHo ecan obpaTuTbCA
K TBOPYECTBY aMepPMKaHCKOrO KOHLLENTyasbHOrO Xy-
foxHMKa Kpuca bépgaeHa. Tak, ero, BepoaTHO, CambiM
N3BECTHbIM M NMPOBOKAaLMOHHbIM NepPopmMaHCcOM
ctan «BbicTpen», korga npv NOMOLLM €ro acCUCTEH-
Ta K. BépaeH npoctpennn cebe neByto pyky C pac-
CTOAAHNA OKOJO NATWM METPOB. ITO BbICTYMNAEHWE ANA
MHOTUX CTano 3asBaeHneM 06 aMepmnkaHCKoOM npa-
BE HOCUTb OpY>XMe BO BPeMsi BbETHaMCKOM BOWHbI
1955-1975 rr.

Ewé o4HON N3BECTHOM NMpeACTaBUTENbHULEN
nepdopmaHca 6blna cepbckas xyaoxHuua Mapm-
Ha ABpaMoBMY, KOTOpPas MPOBE/A OLLETOMASAOLLNI
3KCNEPUMEHT, O KOTOPOM A0 CUX MOP NPOAOCIXKAIOT
roBOpUTb NpeacTaBuTenn apt-coobuiectaa. B 1974 r.
B Heanone oHa npoBesia CBOO aKLMIO MO Ha3BaHM-
eM «Rhythm 0», 3agymka koTopow Hblna HEBEPOATHO
npocrta: M. AbpamoBUY CTOsINIa HEMOABUXHO B Teue-
HVe LIeCTV YacoB PAAOM C TabiMUKORN, KOTopas rna-
cuna: «MIHCTpyKkuma: Ha cTosie aexart 72 npeamera,
KOTOPble MOXHO MPUMEHATb KO MHE KaK XOUeTcs.
MepdopmaHc. 1 06bekT. B 3TOT NpomMexyTok Bpe-
MEHW i HeCy NMOJIHYHO OTBETCTBEHHOCTb. Jantenb-
HOCTb: 6 YacoB (8 yacoB Beuepa — 2 4aca HOUN)».
Ha cTone nexann abcontoTHO pa3HoobpaszHbie Npea-
MEeTbI: A1 YAOBOAbCTBUA U Ans paspywenuns. Cpe-
AW OnacHbIX ObLIN NMUCTONET, HOX N BPUTBEHHbIE
nessua [4]. CnepBa BHOBb NpUXoAdALLME 3pUTENN
Jenanun BnosHe 6e306unaHble AeNCTBUS, HO C Teye-
HUEM BPEMEHM MX NMOCTYNKW CTaHOBUANUCH BCE 60-
Jlee >eCTOKMMM MO OTHOLLEHMIO K XyAoxxHuLe. OauH
MY>K4YMHa MCNONb30Ban e3Bune, YTOObI caenath Ha-
Ape3 Ha Wwee, HEKOTOPble pa3geBany U NpucTaBanm
K XeHLwmHe. 3a Bpema nepdopmarHca M. AbpamoBuy
noABepriacb BCAKMM AOMOraTebCTBaM, KOTOpble
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B MpoLiecce CONPOBOXAANNCH NLLb CMEXOM. BbiCTy-
naeHve 66110 NpepBaHO OXPaHHMKaMM Mocse Toro,
Kak OAWH M3 3puTenei HanpaBua Ha Heé NUCToneT.
MpuBeséHHbIM NpuMep NepPopmMaHca, OYEBUAHO,
NPOAEMOHCTPUPOBAN XXMBOTHYHO MPUPOAY Yenose-
Ka U TOT $aKT, HaCKObKO HEOTpaHWYeHHas BAacTb
n ceobosa ybmBaeT UyBCTBO 3MMATUN U COBECTb.
«CoepuHeHne nepdopmaHca u Teatpa B 1970-x
poxaaet toHoNbITHLIN GeHOMEH: 3TO NpousBese-
HWUA NPeMMYyLLEeCTBEHHO BU3YyasibHbIX 06pa3os, A/
KOTOPbIX XapakTepPHO OTCYTCTBUE MPAMOIMHENHOIO
HappaTvBa, AManora, CoXeTa, MepCoHaXen n «pe-
ancTnYeckoro» mMecTa gencrema. B Takux 3penm-
Lax 4acCTo HeT Havana 1 KOHLa, akLeHT CTaBUTCS Ha
3pWTeNbCKOE BOCMPUATUE, @ MPeACTaBAeHe COCTONT
N3 OTAENbHbIX «<KapTUH-CLEH», BU3YaslbHbIX O6PbIB-
koB» [5; c. 25]. TeaTpanbHbIi NneppopmaHC co3aaét
HOBbIM TUN ApamaTypruu, KOTopbld He HasmpyeT-
CSl M He COMPOBOXAAEeTCA ANTepaTypPHbIM TEKCTOM
B popmaTte nbecbl an anbperto. Camu BM3yasbHble
Bblpa3uTe/bHbIE CPEACTBA Pa3INYHBIX UCKYCCTB Gop-
MWUPYIOT ApamMaTypruto, 06pasys MO3anyHyto OCHO-
BY npeacTaBneHus. Kaxablii dparMeHT BOCApUATUS
neppopmaHca BHOCUT HOBblE€ CMbIC/Ibl, Pa3BMBa-
ACb 060CO6/1EHHO NN B COEAMHEHNN C APYTMU
dparmeHTaMn Kak MmnsaHcueHamu. Teno yenoseka
OCTas0Cb OCHOBHbIM Bblpa3nTeNbHbIM CPEACTBOM
nepdopmaHca, UTo coamxaeT ero ¢ xopeorpadpuue-
CKMM WCKYCCTBOM, OH TaK Xe, Kak 1 TaHeL, 3a4acTyro
NwéH cnoBa. B 70-x rr., obpeTan cratyc TeaTpa-
NN30BaHHON GopMbl, NnepdopmMaHC NepexoamnT Ha
6os1ee BbICOKUIN YPOBEHb CLLEEHAPHOCTH, UMEIOLLLEN
6onee npoayMaHHyro CcTpykTypy. OfHaKko ocobeH-
HOCTbIO NepdopmMaHca ABAAETCA IKNEKTNKa U IKC-
nepuMeHTanbHbI xapakTep. OH Nerko BN1cbIBaeTcs
B MY/JbTUMEANMHBIA GOpMaT MHTepHET-NAaTGopM.
TeaTp Bcerga oTan4anca oT MHOTMX BUAOB MUCKYC-
CTBa CBOEW CU/IbHOW KOMMYHUKALMOHHON CTOPOHOM,
HenocpeaCTBEHHOW CBA3bIO CO 3puTenem. Nepso-
HayanbHO 3TO HbIAN MNPOCTO BMAEO3aNUCKU Crek-
Takieh n ux GparMeHTOB, KOTOPbIE BbiKNaAblBaAN
B WHTEPHET, M CTaN0 MOHATHO, YTO TeaTp He MOXET
CyLLecTBOBaTb W pa3BMBaTLCA TONbKO B TpaguLIm-
OHHOM HanpasaeHuu. Monyunnun passutme dop-
MaTbl MeAnaTteaTpa, CyLLecTBYHOLLME Ha PA3NNYUHBIX
WHTEpPHET-MNNOLLaZKaX, B COLlMANbHbIX CETSX, B Nps-
MOM 3dupe ayamocnektaknum n np. B ceoro ouepesb
MPOrpeccuMBHbIe MHTEPHET-TEXHOIOTMM paclnpuan
TexHMnyeckne BO3MOXHOCTY TeaTpasibHOro nepdop-
MaHca. «B pe3ynbTaTe BaXHbIM KpUTEpUeM B OL|eH-
ke neppopmaHca asaseTca He dopma ero nogaym
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(OHa MOXET UMeTb CBOMCTBA puTyana nuau 3pemLua,
OKa3zaTbCA 6eccMbICIEHHbIM NOBTOPEHNEM OTAEeNb-
HbIX aKTOB MW OJHOBPEMEHHO MAYLLMX Ha Pa3HbIX
naoLlaskax A4encTBUIA, BbIHY>KAAFOLLNX 3pUTENEN Bbl-
6u1paTtb 06BbEKT HabatoAeHMA), @ MPOLLECC MHTEepaK-
Lum mexay yyactHukamu. OueBUAHO, YTO peyb UAET
06 n3MeHeHUn GopMbl KOMMYHUKALIMKN CO 3puUTe-
nem, bnarogaps KOTOPOW CnekTaknb NpeBpaLyaeT-
ca B cobbiTne» [6; c. 105].

CerosHs pasnnyHble KpYMHble XyA0XeCTBEHHbIE
€obbITUA MPONCXOAAT HE Ha K1acCn4eckmx 60nbLINX
CLeHax, a 3a Ux npejenamu, NOCKObKY cam TeaTp
CTPeMUTCs HaliTh HoBble GopMaThl, «3arisasbiBas»
Ha cocefiHVe TeppuTOpUK, B NOABajbl N YepAaky.
3apoguBlueecs B Hayane XX B. UCKyccTBO nepdop-
MaHca TakXe OpraHM4yHO BMBAETCSA B MepeMeHYm-
BbIV TeaTpasibHblIl npoLiecc.

[JlaHHOe HanpaBfeHme, CTOWT CKa3aTb, 3apPOANI0Ch
Ha CTbIKe TeaTpa ¥ BCEBO3MOXHbIX 31EMEHTOB 130-
6pa3nTenbHOro MCKYCCTBa, TaHLa, My3biKn, BUAEO-
apTa, KMHO 1 T. 4. B 3aBMCMMOCTM OT TOro, Kakoe u3
BblLLEeMNepeYmCIeHHbIX HanpaBaeHnii npeobnagaert,
Takyro GopMy 1 06peTET NpescTaBaeHne — akLmK,
XEMMEHWHT, JOKYMeHTaLmsa uan penepdopmaHc. Ha
COBPEMEHHOM 3Tare BeCcbMa NonyaspHbIMU ABAS-
toTca outdoor, T.e. yanuHble nepdopMaHChbl, Hanpwm-
mep, B CaHkT-MNeTepbypre ¢ 2016 r. npoBoANTCA
cnekTakab «/lpyroin roposa» oT TeaTtpa Popup, ko-
TOPbIN BKAtOYAET B cebs nNpeacTaBieHNe, Nporyn-
Ky, UTpy, BKYNne C rOpoACKMM NPOCTpaHcTBOM. [ns
y4acTHUKOB nepdopmaHca pexunccépom CemEHoM
AnekcaHApPOBCKMM MOAFOTOBAEH MapLUPyT MO Ha-
6epexxHbIM CeBepHOW CTONMLbI, KOHLLENTYaNbHO
MPUBAMXKEHHBIN K «KNacCcyeckum» mMapLipyTtam Be-
Heuwun, Amctepaame v MNapuxe. 3putenam BblgaroT-
€A HaYLIHWKW 1 cneunanbHas KapTa C airopuTMom
AeNCTBUA Ha TOl nAW nHoM Nokauun. CkaHMpoBaHue
cneumanbHbix QR-KOZOB Ha KapTe NpeAocTaBaseT
3putensam goctyn K GoTo- 1 BugeonaHopamMam Bbl-
H6paHHOro nmu ropoga (1.e. BeHeumun, AMctepgama
nam Mapwka). IHCTpyKumns, ayaAnonoToK 1 BMU3yab-
HbIN PAj B KAKOW-TO CTEMEHUW MOrPy>KaroT, CO3atoT
B CO3HaHWUN YenoBeKa YyBCTBEHHYH MPOEKLNIO Fo-
poga, KOTOPbI HaxoAUTCA B ThiCiUe KMOMETPOB.
CnekTaknb HaUMHaETCA Ha NnepeceyeHnn yaunL, Mo-
X0BOW 1 bennHckoro.

B cBA3M €O cTpeMuTeNbHBIM MPOrPeccoM MHHO-
BALMOHHbIX TEXHOJIOTMIA COBPEMEHHbIV TEATP MOXET
NpeaoXuTb 3putensM nepdopmaHc ¢ UCNoab30Ba-
HMeM pa3anyHbix digital-akceccyapos. Hanpumep,
AnekcaHapuHckNI TeaTp (HoBas cueHa) npeanara-

eT neppopmaTmBHbIN criekTakab «Koraa mMbl BCTpe-
TMMCSl CHOBa», rae y4acTHuK HageBaeT VR-oukn,
OKa3blBasACb B BUPTyasbHOM MPOCTPaHCTBE, OT-
npasasieTcs B out-door-nyTelecTsne, CONpPoBO-
XAaroweecs pasMyHbIMN 3ByKaMu, BU3yalbHbIMU
COMpoBOXAeHMAMUN. YenoBek oLyLaeT cebs B MHOM
TefNe N NPOCTPaHCTBe, r4e pealbHOe OKa3blBaeTCs
BbIMbILL/IEHHbBIM, @ BbIMbILLNEHHOE — peasibHbIM, YTO
MaKCVMMabHO Ae30pueHTupyeT. [naBHas naes cnek-
Tak/s — NMokasaTb, KaK Hallle Teso B3auMOAenCTByeT
C HOBbIMM TexHosormamu. Ewé oamH nepdopmatme-
HbIW cnekTakab AneKkcaHAPWHCKOro Teatpa — «ITn-
KeT», AeNCTBME Ha ABOUX, CUAALLMX 3@ CTOJIMKOM
B Kade, 0 KOTOPOM OKpy>KatoLme Aaxke He Aoradbl-
BalOTCA. YUaCTHUKWN HaAeBatoT HaYLLIHNKWN U CheaytoT
yka3zaHunem cydnépa, nogckasbiBatowero nopsagoK
AENCTBUI (YTO TOBOPUTL, Kak B3aMMOAENCTBOBaTb
C NpeaMeTaMu Ha cTosie), cypiép Takxke NpoBeaeéT
NX yepes cueHbl GrabMOB U nbec. Lleab cnektakng —
nccnefoBaHne YenoBeveckoro obLLeHNs, CI0XHOCTb
npouecca obseyeHns MbiCien B C1I0OBa 1 Hally no-
TpebHOCTb B goBepun [7].

Cnekrtaknb «[Mnkcenb» (pexxmnccép — M. Mepay-
KW, pykoBoauTenb HaumoHanbHoro xopeorpaduye-
cKoro LeHTpa Kpetes), npembepa KOTOPOro npoLuna
BO ®paHumm B 2014 r., NnpeacTaBaseT coboi B3aun-
MOZeNCTBME TaHLa U MybTUMeANa, YINUHOW Ky/b-
TYpPbl Y TEXHOT€HHOIO MUPa, ABUXKEHWNA TaHLLOPOB
N LNPPOBLIX N306PaKeHUN, TPEXMEPHON rpadm-
K1 1 umpkKa. [lenctBre NponcxoamT B BUPTYaabHOM
NPOCTPaHCTBE, akTéPbl TaHLYHOT Ha 3KpaHe B CBO-
eobpasHbIX NNOCKOCTAX, B KOTOPblE NPeBpaLleHbl

CLleHa M KyAnchbl, a TpéxmepHble n3obpaxeHns cos-
[atoT BO3AYLUHblE ONTUYECKMe UAK03UK. TexHoo-
rma, ucnonblyemas B banete «lukcenb», nonyymna
Ha3BaHWe BUAEOM3MMUHI — UCKYCCTBO CO3AaHWS
N HaNIOXeHWs TPEXMEPHbIX BUAEONPOEKLNA Ha K-
3nyeckme o6BEKTbI C YYETOM X FTeOMETPUN U Me-
CTOMONIOXEHNA B NMPOCTPaHCTBE.

HeobxoAMMO NOMHUTB, UTO COBPEMEHHAsA TEHAEH-
LA pPeXnCcCcépoB K MOAHOMY 3 eKTHOMY NCMOb-
30BaHMIO My/IbTUMEAMA U HeTeaTPanbHOro AeicTBa
MOXeT NpuBecTn K Nnpobiemam BOCMPUATUA naen
CNeKTaks, CMELLLEHWIO TaBHOrO KOHLENTYa bHO-
ro 3ambiCc/la Ha BTOPOCTENeHHbIe, JOMONHUTENbHbIE
CMbIC/bI, HUBEIMPOBAHMWIO MacTepCTBa akTépa, Ko-
TOpPbI/ CTAHOBUTCSA NMPOCTO MJacTUYeckmm obbek-
TOM, a CneKkTakAb NPEBPaTUTCA B 3PE/IULLHOE LLOY,
yTpaTuT ApamMaTypruyeckyro MbiC/ib, UTO NPUBEAET
K HapyLLeHWIo TeaTpasibHOW 3CTETUKM.

3akntoueHue

Taknm 0b6pa3om, Ha MPOTAXKEHNN BCErO CBOErO
pa3BuTMA NepPopMaHC Kak B TeaTpasn30BaHHOIo
npeacTaBieHnsa TpeboBan OT aBTOPOB-CO3AaTeNel
HOBOrO TUMNa ApamMaTypruyeckoro n pexmnccépcko-
ro MblilwneHus. TeatpanbHbli nepdopmMaHc — 3TO
BWA NCKYCCTBA, KOTOPbIV He npegnonaraert pene-
TULMA, MOBTOPEHNN, OH HEMpeaCcKasyeM 1 NMeeT
XaOTWUHBIN XapakTep, HarnpaBAeHHbI Ha CaMOBbIpa-
KEeHMe XyAOXHMKa. A 3pUTeNb CTaHOBUTCS He TOJIb-
KO Y4YaCTHMKOM, HO U COaBTOPOM MOCTaHOBKM, YTO
npegnonaraeT MakCUMaibHY0 NepcoHndMKaLmto
MepOonpUATLSA, KOTOPOe NOMYAAPHO N AOCTaTOYHO
Ba>XHO A/19 COBPEMEHHOIO BPEMEHM.
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