MHNHOBPHAYKHN POCCUN

denepanbHOE rOCyIapCTBEHHOE OI0PKETHOE
00pa3oBaTelbHOE YUpPEeXkKJACHHUE BhICIIEr0 00pa3oBaHUs
«AcTpaxaHCKHMI rocy1apCTBEHHBI YHUBEPCUTET
(AcTpaxaHCKHil TOCYIapCTBEHHBI YHUBEPCUTET)

Kadgeopa anenuiickoti ounonocuu

IIMcbMEHHBIN TIEPEBOJT

no kuuze Bim Mason
«Street Theatre and Other Outdoor Performance»

svixoonsie oannvle Routledge 11 New Fetter Lane,
London EC4P 4EE, 1992

nepesood ctp.c 1 mo 12

JUISL CJTaYd KaHIMJIATCKOTO SK3aMeHa
110 UHOCTPAHHOMY SI3BIKY
(aHTIMICKUH S3bIK)

BruinmosHun:
Coxkomok Jlecs CranuciiaBoBHa,
acrupaHT Kadeapsl KyJIbTypOJOTHH

Actpaxanb — 2021 r.



Chapter 1

The unappreciated outsider

At the end of the twentieth century, theatre is
undergoing yet another transformation; while
mainstream theatre is having to compete with
the modern technology of film, theatre and
video, there is a whole range of theatrical
activity beginning to develop outside the
restricting walls and conventions of
traditional theatre.

The borders between entertainment and art,
between audience and performer and between
the performance itself and the larger social
event are becoming less defined.

New methods are being tried out, new
relationships sought.

What is important about outdoor theatre is not
that it has no roof over it—many of the
groups described in this book also perform
indoors in such spaces as old churches,
warehouses, tents, museums and exhibition
halls—Dbut that it is away from the predefined
structure of a theatre building. It has to be
reinvented, often by people with no formal
drama training. Within this area of work are
some of the most exciting new developments
in theatre, exploring possibilities that have
never been foreseen.

However, there remains much prejudice in the
arts establishment against these new
developments. The media are much more
inclined to report and review indoor theatre
and the resulting low profile of outdoor
theatre means that actors, orientated towards
big success, will not be inclined to perform
outdoors. Their attitudes reflect commonly
held perceptions of street theatre—there does
not seem to be a coherent new method to be
studied and learnt, just a lot of untrained
amateurs putting on inferior shows, often
without a proper costume or character,
anyway it’s not acting at all and well really
it’s not proper theatre is it?

So outdoor theatre remains the unappreciated
outsider busily getting on with its own
development and expanding its popularity,
with very little recognition of its work. One of

I'maBa 1

HepooueneHnunslii ayrcaiaep

B koH1e aBanaToro Beka TeaTp nepexnBaeT
ele oOAHy TpaHc(hopMaIuio; B TO BpeMs Kak
OCHOBHOM TeaTp BbIHYKJEH KOHKYpUPOBATh C
COBPEMEHHBIMU TEXHOJIOTMSIMU KUHO, T€aTpa
U BUJI€0, LEJIbIH CIEKTP TeaTpalbHOM
JIESITEIbHOCTH HAUYMHAET Pa3BUBATHCA 3a
npejenamMy OrpaHUYMBAIOIUX CTEH U
YCIIOBHOCTEN TPAJIULIMOHHOIO TeaTpa.
I'paHu1IbI MEXly pa3BICUEHUEM U
HCKYCCTBOM, MEXy ayAUTOPUEN U
UCIIOJIHUTEINIEM, MEXKly CAaMUM
IpeCTaBICHUEM U 0oJiee MacIITaOHBIM
CBETCKUM COOBITHEM CTAHOBSTCSI MEHEE
4eTKUMHU. VICIIBITHIBAIOTCS HOBBIE METO/IBI,
UIIYTCS HOBBIE OTHOILIECHHUS.

B TeaTtpe o oTKpHITHIM HEOOM BaXHO HE TO,
YTO HaJ/l HUM HET KPbIIIN - MHOTHE TPYIIIIbI,
OINHCAHHbIE B 3TON KHUTE, TAK)KE BHICTYIAIOT
B 3aKpBITBIX IOMEIIEHUAX, TAKUX KaK CTapble
LIEPKBH, CKJIa/Ibl, TAJIATKH, MYy3€U U
BBICTABOYHBIE 3aJIbl, - & TO, YTO OH HAXOIAUTCS
BJIaJIU OT 3aHus Tearpa. Ero npuxoaurcs
n300peraTh 3aHOBO, YACTO JIFO5IM O€3
TeaTpajibHOro oOpa3oBanus. B aToit obsactu
paboThI IIpe/ICTaBIEHbl HEKOTOPBIE U3 CaMbIX
3aXBaThIBAIOIIMX HOBBIX JJOCTH)KEHUH B
TeaTpe, U3y4eHue BO3MOKHOCTEH, KOTOphIE
HUKOT/Ia He OBbIIN MpeIBUIICHBI.

Tem He MeHee, B YUPExACHUSIX UCKYCCTB I10-
IIPEKHEMY CYILIECTBYET MHOTO
npenyOex1eHni MPOTUB ATUX HOBBIX
noctrxkeHuil. Cpeacrsa MaccoBOM
nH(popMaluu ropas3ao 60s1ee CKIOHHBI
OCBEUIATh KJIACCUUYECKU TeaTp, U B
pe3yJibTaTe 3TOTr0 aKTepbl, OPUEHTUPOBAHHbIE
Ha 0oJIbIION ycrex, He OyyT CKIOHHBI
BBICTYIIATh Ha OTKPBITOM Bo3ayxe. Mx
OTHOILIEHHE OTPaKaeT OOLIETIPUHSTHIE
MIpEeJICTaBICHUs 00 YINYHOM TeaTpe -
IIOX0’K€, HET MOCJIE0BATEILHOTO HOBOTO
METO/1a, KOTOPBII MOYKHO OBLJIO OBbI H3YUHTb,
1, IPOCTO MHOYKECTBO HEMOATOTOBJIEHHBIX
Tro0uTenel ycTpauBaroT HU3KOKa4yeCTBEHHbIE
NpEeJICTaBICHUS, YaCTO 0€3 HaANIexKaIInX
KOCTIOMOB WJIM TIEPCOHAKEN, HEYKEIIU ITO HE
HACTOALMHI TeaTp?

Takum oOpa3om, TeaTp Mo OTKPHITHIM HEOOM
OCTaeTCs HEJIOOLIEHEHHBIM ayTCaliIEPOM,
aKTUBHO 3aHUMAIOIIMMCS COOCTBEHHBIM
Pa3BUTHEM U PACHIMPSIOIINM CBOIO




the aims of this book is to show how much
craft and expertise there is involved in this
area of work. The vast majority of performers
have received very little formal theatre
training and would perhaps find it hard,
themselves, to articulate their aims and
methods. Also, because it is a relatively new
field, most practitioners have learnt by trial
and error and so have a practical approach
rather than a theoretical one; they take for
granted what does and what does not work.
By increasing an understanding of methods
and aims, this book aims to show other
possibilities to practising performers and to
enable them to have a perspective on their
own work. I hope it will also be of use to the
ever increasing number of promoters of
outdoor theatre who may better determine the
appropriate type of performance for their
event; they may like to try less well-known
forms of outdoor theatre such as journeys.
They may also become more able to choose
suitable locations and create the right
conditions for the performers. Above all the
book aims to encourage and inspire new
people to the field. There is, of course, no
substitute for getting out there and trying it,
but they may be spared some of the trauma of
that first experience of outdoor theatre. They
may even get a few clues as to why a
performance succeeds or fails. Because the
book assumes that some readers will have
little previous knowledge of the field some of
the points may seem obvious or
overexplained to those with greater
experience.

There is such an enormous range of outdoor
theatre that, for example, there seems little
connection between a solo juggler performing
to a small, intimate crowd and the massive,
expensive, one-off spectacles performed to
thousands. Because of this diversity it has

MONYJISIPHOCTb, IPU 0YCHH HEOOIIBITIOM
NpU3HAHUU ero paboThl. OnHa U3 1emel IToi
KHHUTH - TI0Ka3aTh, KAK MHOT'O MacTepPCTBA U
OTIBITA 33JICUCTBOBAHO B 3TOM 00J1aCTH
pabotsl. [lonaBnsroniee OONBITMHCTBO
apTUCTOB HE MOJIYYUIN TeaTpaaIbHOTO
00pa3zoBaHus U, BO3MOXHO, UM OBLIIO ObI
TPYIHO C(HOPMYITHPOBATH CBOU CTPEMIICHHSI U
MeToabl. Kpome Toro, mockoabKy 3TO
OTHOCHTCIBLHO HOBas 00JIaCTh, OOJILIIHMHCTBO
MPaKTUKOB YYMJIMCh METOJIOM TIPOO U
OIUOOK U TTOITOMY UMEIOT PAKTHYECKUN
MOAXO0/, @ HE TEOPETUUECKHI; OHH
MPUHUMAIOT KaK JIOJDKHOE TO, 4TO paboTaer, a
yT0 HeT. [lyTem yrimyOneHus moHUMaHus
METO/IOB U LIeJIeH Ta KHUTa HalpaBJIeHA HA
TO, YTOOBI ITOKA3aTh APYTHE BO3MOKHOCTH
MPAKTUKYIOIIUM HCTIOIHUTEISIM U JaTh UM
BO3MO>KHOCTH B3TJISIHYTh Ha CBOIO
coOCTBEHHYIO paboTy. S HaJIe0Ch, UTO 3TO
TaKke Oy/eT MOJIE3HO JJIS MOCTOSTHHO
pacTyIero yncia MpoMOyTepOB TEATPOB MO/T
OTKPBITHIM HEOOM, KOTOPBIE MOT'YT JIyUIIIe
OTIPEICTUTH TTOIXOJISIIHA THIT
MIPEACTABJICHUS 111 CBOETO MEPOTIIPUSITHS;
OHH MOTYT 3aXO0TETh IMONPOOOBATH MEHEE
n3BeCTHBIE (POPMBI yIMYHOTO TeaTpa. OHu
TaK)Ke CMOTYT BBIOMPATh MOIXOISIINE MECTa
Y CO3/71aBaTh MOAXOSIINE YCIOBUS IS
ucnonuutenei. [Ipexae Bcero, 1eb KHUTH -
BOOJIYIIEBUTDH U BJIOXHOBUTH HOBBIX JIFOJICH B
310l 00acTu. KoHeuHO, HUYTO HE MOXKET
3aMEHUTH TOTO, YTOOBI BEINTH U MONPOOOBATH
CaMHM, HO OHU MOTYT OBITh N30aBJICHBI OT
HEKOTOPBIX HEY/1a4, CBA3aHHBIX C IEPBHIM
OTIBITOM yNIUYHOTO TeaTpa. OHU MOTYT Jaxe
MOJIYYUTh HECKOJIBKO TOJICKa30K
OTHOCHUTEIIBHO TOTO, IOYeMY IIPEICTaBICHHE
ycrnenrHoe uinu Heynaunoe. [1ockonbky B
KHHTE TIPENOoIaraeTcs, 4T0 Y HEKOTOPBIX
yuTaTeNe OyIeT MaJio MPEIIIECTBYIONUX
3HAHUU B JAHHOW 00J1acTH, HEKOTOPHIE
MOMEHTBI MOT'YT MOKa3aThCs OYEBUIHBIMHU
WM YpEe3MEPHO OOBSICHEHHBIMH T€M, Y KOTO
OOJIBIIIE OITBITA.

CymiecTByeT Takoil OrpOMHBIN JUana3oH
TEaTPOB TOJT OTKPHITHIM HEOOM, UTO,
HarpuMep, KaXXeTcsl, YTO HET HUKAKOW CBSI3U
MEXy COTbHBIM HOMEPOM >KOHTJIEpa,
BBICTYMAIOIINM Tepe HeOOIbIION, OIU3KO
CTOSIIIEN TOJIMOM, U MACCUBHBIMHU, IOPOTUMH,
pPa30BBIMU CIIEKTAKIISIMU, HCTIOTHIIEMBIMU
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been necessary to limit the scope of the book
in three ways.

First, this is not intended to be a complete
history or geographical survey of outdoor
theatre. There has already been much
published work on the commedia dell’arte,
carnival, pageants, mystery plays and other
old forms of theatre that took place outdoors.
Some comparisons with the past are made in
order to place the present situation in its
historical context, but only where there is a
relevant influence on the contemporary scene.
For similar reasons traditional outdoor theatre
in areas outside Europe is only referred to.
The criteria

and motivations discussed in the book,
although based in Europe, are also applicable
to the USA, Japan, Australia, New Zealand
and many other places outside Europe where
there is a renaissance of outdoor theatre.

Secondly, it is necessary to limit the book to
theatre which is intended as such. There is
plenty of drama outdoors and an element of
performance starts to occur if the participants
become conscious of spectators and ‘play up’
to them. For example, the demolition of
houses in Barcelona, pictured in Figure 1, was
watched by a large group of locals, so the
bulldozer drivers began to show off their skill
with exaggerated nonchalance. Although the
destruction of the neighbourhood was
certainly a poignant drama it was not intended
as theatre. VVociferous disputes with traffic
wardens, visits by dignitaries and even
weddings, contain dramas that attract the
interest and even the participation of passers-
by. Many outdoor theatre groups, particularly
walkabout groups such as Scharlaten, Trapu
Zaharra Teatro Trapero and Natural Theatre,
use reallife situations as the basis for their
pieces to create dramas that are at first
indistinguishable from the real event. Because
the events portrayed are not immediately
recognisable as being artificial, the effect is
much stronger. When Teatro Trapero use a
real ambulance and have real medical workers

nepen Teicssyamu. M3-3a 3Toro paznoobpaszus
MPULIOCH OTPAHUYUTH 00BEM KHUTHU TpeMs
criocobamu.

Bo-nepBbIX, 3TO HE MOJIHASI UCTOPUS WU
reorpaduyecKkuii 0030p Tearpa 1Mo
OTKPBITBIM HEOOM. Y3ke ObLIO OMyOIUKOBAHO
MHOT0 paboT 0 KOMENH JIeNb apTe,
KapHaBajie, TeaTpalu30BaHHBIX
MPEJICTABICHUSIX, MUCTEPHUSIX U APYTUX
crapbix (hopmax Tearpa, KOTOpbIE
IIPOBOAMIIMCEH Ha OTKPHITOM BO3/1yX€.
HekoTopsle cpaBHEHHUs ¢ IPOLLIBIM
JIENAl0TCs ISl TOTO, YTOOBI IOMECTHUTD
HBIHEILIHIOI0 CUTYALIUIO B €€ HCTOPUYECKUI
KOHTEKCT, HO TOJIbKO TaM, T'JIe €CTh
COOTBETCTBYIOILEE BIUSHUE HA COBPEMEHHYIO
cueny. [lo Tem jxe mpruunHaAM yIIOMHHAETCS
TOJIBKO TPAJULUOHHBII T€aTp M0 OTKPBITHIM
HeOoM 3a npenenamu EBponbl. Kpurepuu

U MOTHUBBI, 00CYX/1aeMbI€ B KHUTE, XOTS U
0asupytorcs B EBpone, Takke IpUMEHUMBI K
CHIA, Anonuu, ABctpanuu, HoBoi
3enaHauu U MHOTUM JPYTUM MECTaM 3a
npenenamu EBporbl, rae HaOmoaercs
BO3PO’KJECHHUE T€aTpa Ha OTKPHITOM BO3YXE.
Bo-BTOpBIX, HEOOXOAUMO OTPAHUYUTH KHUTY
TeaTpoM, KOTOPBIN 3ayMaH Kak TakoBoi. Ha
OTKPBITOM BO3TyX€ MPOBOJAT MHOTO
Pa3IMYHbBIX MEPONPUSITUNA, U DJIEMEHT
NPE/ICTaBICHNS HAUMHAET NPOSBIATHCS, €CIIH
YYaCTHUKH HAUMHAIOT YyBCTBOBATh 3pUTENEH
U «TOJBITPBIBaTH» UM. Hampumep, 3a cHOcOM
noMoB B bapcenone, n300paxeHHOM Ha puc.
1, HaOmroana GosblIas rpymna MECTHBIX
KUTEIeH, T0ATOMY BOJUTENIN OYyiIb103€pOB
Hayalu JEeMOHCTPUPOBATH CBOE MACTEPCTBO C
MPEYBEIIMUEHHON OECTIEYHOCThI0. XOTA
paspyleHue 3Toro paiiona ObLIo,
0€3yCIIOBHO, OCTPOM IpaMoii, OHO HE
3aJJyMBIBAJIOCh Kak TeaTp. [ poMkue criopsl ¢
MHCIEKTOPaMU JOPOKHOTO JIBUKECHMUS,
BU3HUTHI BBICOKOTIOCTABIICHHBIX JIUI] U JIaXKe
cBaAbOBI coiepKaT IpaMbl, KOTOPbIE
BBI3BIBAIOT MHTEPEC U JAXKE ydacTUe
poxokux. MHorue TearpajibHble
KOJIJIEKTHBBI TIOJ] OTKPBITBIM HEOOM, TaKue
kak «Scharlateny, «Trapu Zaharra Teatro
Trapero» u «Natural Theater», ucrons3yror
peaibHbIe )KU3HEHHbIE CUTYallUH B KaUeCTBE
OCHOBBI JUIsl CBOMX IPOU3BEACHUMN, CO3/1aBast
JIpaMbl, KOTOpPbIE IOHAYATY HEOTIMYUMBI OT
peanbHbIX cOOBITH. [TOCKONBKY
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rounding up a couple of actors playing
escaped mental patients, they are using the
strong impact created by emergency vehicles
to create interest and real tension. Because of
the stronger effect, the actors can be much
more subtle in their actions. Also, the public
can become much more animated if they
believe the situation is real. The term
‘Invisible Theatre’ was coined by the
Brazilian director Augusto Boal to describe
this technique. One performance that he
organised took place on a ferry-boat. An actor
played a passenger who started making racist
remarks about other actor/ passengers; the
fact that they were actors was not made
apparent until after the whole boat had
become involved in the dispute. In this way,
how people react can be examined —do they
choose to become involved, how serious does
the situation get before they take action?

Some activities such as spectator sports,
political rallies and street trading, are not
thought of as theatre but nevertheless are
intended to have an effect on spectators, so
there is an element of pre-planned
performance. Interestingly, all three of these
activities are increasingly introducing a
theatrical element and may even engage
professional performers for their event. The
outer edges of theatre are likely to blur into
other activities more and more in the future
but this book must confine itself to the work
of those whose primary intention is to present
theatre.

Thirdly, the book will be dealing only with
professionals and those artists who have
developed their outdoor theatre work over
many years. Community plays have a mix of
amateur and professionals that is better dealt
with by other writers, particularly since they
are not always performed outside. Also, many

n300pakeHHBIC COOBITHS HE Cpa3y
pacro3HaroTCs KaK HCKYCCTBEHHBIE, (et
HamHoro cunbHee. Korma B «Teatro Traperoy»
UCIIOJIL3YETCS HACTOSIIAs CKOpasi IOMOIIb U
paboTaroT HaCcTOSIIUE MEAUKH, COOpaB mapy
aKTEpOB, UTPAIOIINX COEKABIIUX
JyIIEBHOOOJIBHBIX, OHH UCTIOJIB3YIOT MOIIIHOE
BO3JICHCTBHE, CO3/TaBaeMO¢C MaIlTMHAMM
CKOpOI TIOMOIIIH, JUISI CO3/IaHUsI HHTEpeca U
peanbHOTO HampspkeHus. 3-3a 6onee
CHIIBHOTO 3 eKTa aKTepPhl MOT'YT OBITH
0oee caepKaHHBIMU B CBOUX JICHCTBUSIX.
Kpome Toro, my0irka MOKET 0)KHBHTHCH,
€CIIM TIOBEPUT, UTO CUTYAIIHsI peasIbHA.
TepMUH «HEBHIUMBIN TeaTpy» ObLIT MPHIyMaH
Opa3uibckuM pexuccepoM Ayrycro boanem
JUTSL OTIMCAHUSI OTON TeXHUKH. OTHO
BBICTYIIJICHHE, KOTOPOE OH OPTaHU30Ball,
MIPOXOANJIO Ha apoMe. AKTep ChIrpall
nacca)xxupa, KOTOpPbIA Havall Jiejarh
PACHCTCKHUE 3aMEUYaHUs B a/IpeC APYTruX
aKTEPOB / TACCAXKHUPOB; TOT (HaKT, UTO OHU
OBUIN aKTepaMH, CTaJl OYEBH/ICH TOJIBKO
MOCJIe TOTO, KaK BCS JIOJIKA OKa3aJlach
BOBJICYEHHOM B criop. Takum o6pazom,
MOYKHO U3YYUTh PEAKIIMIO JFOJICH: XOTST JIA
OHM y4aCTBOBATb, HACKOJBKO CEPhE3HOU
CTaHET CUTYaIus, IPESKIC YeM OHU HAUHYT
JIeCTBOBATH?

HekoTopsie BUIBI AeSITETBHOCTH, TAaKUE KaK
3pPENHIIHBIA CIIOPT, MOTATUISCKUE MUTHHTH
U yJIM4YHas TOPTOBIIS,, HE CYUTAIOTCS TEATPOM,
HO, TEM HE MEHee, MpeHA3HAYCHBI JIJIs
BO3/ICHICTBUS Ha 3pUTENEC, TOITOMY €CTh
DIIEMEHT 3apaHee 3aIUIaHUPOBAHHOTO
npenacraBienus. UHTepecHo, 4TO Bce TpU
BH/JIA JICATEITHHOCTH BCE YaIle BBOJIAT
TeaTpaIbHBINA AIEMEHT U MOTYT J1a)e
MIPHUBJICKATH MPO(EeCcCHOHATEHBIX
WCTIOJTHUTEIEH AJI1 CBOETO MEPOTIPUSTHSL.
BHemrnue rpanu Teatpa, BEposiTHO, OyAyT BCe
OosbIe U O60bIlle Pa3MBIBATHCS B APYTHE
BU/IBI JICATSIILHOCTH B Oy IyIIeM, HO 3Ta
KHHTA JIOJDKHA OTPAaHUYUTHCS paboTOM Tex,
9bsi OCHOBHAS IIEJTb - PEJICTABUTH TEaTP.
B-Tperbux, kHura OyneT agpecoBaHa TOJIbKO
npodeccroHaIaM U TeM apTUCTaM, KOTOpBIe
MHOTO JIET pa3BUBAJIA CBOE T€ATPATHLHOE
HCKYCCTBO Ha OTKPBITOM BO3/IyXeE.
OO1ecTBEHHBIE TTHECHI TTPEICTABISIFOT COO0M
CMeCh JIIOOUTENIBCKOTO U
po(heCcCHOHABLHOTO, C YeM JTy4YIlie

5




indoor theatre groups have attempted outdoor
theatre, either for advertising purposes or in
order to reach a wider public. They are often
surprised by their failure because they know
they are quite capable as performers but they
usually do not take enough account of the
different criteria outside. They become
frustrated at the lack of conducive
conditions—a static crowd, a degree of
quietness and an absence of interference by
dogs, children and weather. They often seek
to exclude chance factors rather than working
with them, to the point at which the
performance is virtually indistinguishable
from what takes place indoors. In London’s
Regent’s Park every summer, plays by
Shakespeare are performed at night with
lights, on a stage, with backdrop, wings and a
seated audience. Although this is undeniably
theatre outdoors and very professional, it is

not substantially different from indoor theatre.

| have chosen to write in most detail about
those performers and companies which are
good examples of different types of work
rather than attempting the impossible task of
providing a comprehensive survey. There
must be thousands of buskers (see p. 8)
throughout Europe but it seems futile to go
into a detailed description of too many of
their shows since their aims and methods are
quite similar even if the individual acts vary
enormously. The amount of emphasis given
in the book in no way represents the
importance of each group. For example, the
work of Welfare State and Odin Theatre has
already been well documented so there seems
little point in repeating the exercise.

Because of the breadth of the subject, it is
more useful to describe types of work rather
than giving in-depth profiles of a few groups.
There are a vast number of practitioners at
any one time and they come and go with

CHpaBISIOTCA ApyTrye nucaTenu, TeM doree,
YTO OHU HE BCET/a UCIIOIHIIOTCS Ha YIIULIE.
Kpome Toro, MHOTHE TPYIIIIbI KIIACCUYECKUX
3aKpBITBIX T€ATPOB MBITAIUCH UCIIOIb30BATh
TeaTp MO OTKPHITHIM HEOOM 1100 B
PEKJIaMHBIX LIEJSIX, TUOO0 I TOTO, YTOOBI
[IPUBJIEYb BHUMAHHUE IIUPOKON myOnuku. MUx
4acTo YJIUBIISIET HEylaya, [IOTOMY UTO OHU
3HAIOT, YTO OHU BIIOJIHE CIIOCOOHBI KaKk
UCTIOJIHUTEIN, HO OOBIYHO OHHM HEJOCTATOYHO
YUUTBHIBAIOT pPa3InYHbIC BHEIIHUE KPUTEPHUU.
WX pa3o4apoBbIBAET OTCYTCTBUE
ONaronpUsITHBIX YCIOBUIN — HEMOABUKHOM
yOJINKH, ONIPEeIIEHHON TUITUHBI 1
OTCYTCTBHE BMEIIATEILCTB CO CTOPOHBI
co0Oak, nerei 1 noroasl. OHM YacTo
CTPEMSITCSl UCKITIOUHTD Cy4aiiHbie (aKTophI,
a He paboTaTh C HUMHU, J10 TAKOW CTENEHU, YTO
CHEKTaKJIb MPAKTUYECKU HEOTIIMYUM OT TOTO,
YTO CTaBSAT B IOMEIICHUU. B TOHI0HCKOM
PumpkenTe-napke Kaxoe JIeTO MbeCkl
[lekcrinpa cTaBsITCS HOUBIO MPU CBETE, HA
CLIEHE, C (POHOM, KPbUIbSIMU U CUJISALIEH
ayauTopueil. XoTs 3T0, HECOMHEHHO, TeaTp
Ha OTKPBITOM BO3/yX€ U OUYEHb
npodeccuoHaNbHBIN, OH HE CHIIBHO
OTJIMYAETCS OT KJIACCUYECKOTO 3aKPBITOTO
TeaTpa.

S pemmn Hanucath Haubosee noApoOHO O
TeX MCIIOJIHUTENSX U TPYyMIax, KOTopbie
SBIISIIOTCS. XOPOIIMMU IPUMEpPaMH pa3IuYHbIX
TUIIOB pabOT, BMECTO TOTO, YTOOBI BITATHCS
BBITIOJTHUTH HEBBIIIOJHUMYIO 33/1a4y I10
IIPEJIOCTaBIIEHUIO BCECTOPOHHEro 0630pa. [1o
Bcel EBporne ThICSAYN YIMYHBIX MYy3bIKAHTOB
(cM. cTp. 8), HO KaxeTcst 0eCroNIe3HBIM
BJIaBaThCs B OJPOOHOE ONMHUCAHUE CIIUIIKOM
MHOTHUX HX II0Y, TOCKOJBbKY UX IIENI U
METO/Ibl OUEHb MTOXO0KHU, JaXKE €ClIn
OTJIeNIbHBIE ICUCTBUS CUIBHO Pa3IMYarOTCs.
KonnuecTBo akIeHTOB, CI€TaHHBIX B KHUTE,
HUKOMM 00pa30M HE OTpaXkaeT BaKHOCTb
Kaxqo# rpynmsl. Hampumep, pabota
«Welfare State» u «Odin Theater» yxe
XOpOILIO 33I0KYMEHTHPOBaHa, I03TOMY
MOBTOPSITH 3TO YIPAKHEHUE HE NUMEET
CMbICIIA.

M3-3a IUpOTHI TEMBI MIOJIE3HEE ONUCHIBATH
TUTIBI PAaOOTHI, YEM JaBaTh MOAPOOHBIC
npod M HECKOIbKHUX Tpymi. Beeraa
CYLIECTBYET OTPOMHOE KOJIMYECTBO
IPAKTUKYIOIIUX, U OHU NPUXOJAT U YXOJST C




extraordinary rapidity, so to focus only on
those groups that are long-established would
deny the importance of enthusiastic and
original newcomers, who for one reason or
another do not stay long in this field of work.
Because of this rapidity of turnover, there
seems little point in too much emphasis on
dates; it is the nature of new developments
rather than their timing that is the concern of
this book. The field is so diverse that it could
in no way be called a cohesive movement—
some practitioners may feel they have nothing
in common with others in terms either of aims
and methods or of levels of professional
commitment. Long-established groups may
not like to be included alongside buskers, but
finding dividing lines between the extremes is
very difficult. Buskers gradually become well
established and start to be paid by fees; better-
trained and more established performers may
do some busking for spare cash or for the
refreshing direct contact with the audience.

The extreme diversity has made it necessary
to classify the work in order to make some
sense of it. This has been done in two ways.
First, | look at the aims of the artists and
divide them accordingly into entertainers,
animators, provocateurs, communicators and
performing artists (terms which will be
explained later). Second, I analyse the
different methods of stationary and mobile
performance, and examine the logistics of
various sizes and types of activity.

Although this classification has been
necessary, there are few clearly defined
dividing lines between the different types.
Most practitioners have many different aims,
some do both stationary and mobile
performance within one show. It is virtually
impossible to find examples that are purely of
one type and, as will be seen, matters of
artistic taste and style vary enormously within
each grouping.

HEOOBIYalHOM OBICTPOTOM, TOITOMY
COCPENOTOYEHNE BHUMAHMSI TOJIBKO Ha TEX
TPYIIaxX, KOTOPbIE JABHO CIOXKUINCH,
OTpHLIATO ObI BAXXHOCTh SHTY3Ma3Ma U
OpUTHHAIIHBIX HOBUUYKOB, KOTOPBIE IO TOM
WM UHOM MPUYMHE HE 33J€pKUBAIOTCS B
aToi cepe Hamonro. M3-3a Takoi CKOPOCTH
000pOTa HE UMEET CMBICIIA YIENSTh CIUIIKOM
MHOTO BHUMAaHHMs J1aTaM; B 3TON KHUTE
paccMaTpuBaeTCs HE CTOJIBKO MpodiieMa
CPOKOB, CKOJIbKO XapaKTep HOBBIX
pa3paboTok. DTa 007JaCTh HACTOIBKO
pa3zHooOpa3Ha, YTO €€ HUKAaK Helb3sl Ha3BaTh
CIUIOYEHHBIM JIBUKEHUEM - HEKOTOpBIE
MPAKTUKU MOTYT YyBCTBOBATh, UTO Y HUX HET
HUYEro OOILIEro C IPYruMu HU C TOUKU
3peHus 1eNell 1 MeTO/I0B, HU C TOUKH 3PEHUs
YpOBHS TIPO(HECCUOHATILHOM
IIPUBEPKEHHOCTH. [[aBHO
copMUPOBABIIUECS TPYIIBI MOTYT HE
3aXOTETh OBITh BKIIOUECHHBIMU B PSIZIbI
OpoaYuX apTUCTOB, HO HANUTH TPAHUILY
MEXIy KPaHOCTAMM OYEHB CIIOKHO.

VY u4uHBIE aPTUCTHI MOCTENIEHHO CTAHOBSITCA
IPU3HAHHBIMU, 1 UM HAUMHAIOT [JIATUTh
rOHOpapbl; OoJiee MOArOTOBIECHHBIE U Ooee
aBTOPUTETHBIC UCTIOJTHUTEIN MOTYT
BBICTYIIUTH 32 JIMIITHUE IEHBI'H U JIJIS
MPSMOr0 KOHTAKTa C ayAUTOPHUEN.
UpesBbluaitHoe pazHOOOpasue cenano
HEOOXOIUMBIM KJIacCU(PUIIMPOBATH PadoTY,
YTOOBI MOHSATH €€ CMBICI. DTO OBLIO ClIEIaHO
IByMs crioco0amu. Bo-mepBeIx, s cMOTpIO Ha
[[EJIH apTUCTOB U COOTBETCTBEHHO JIEIIO X
Ha aKTepOB, aHUMAaTOPOB, IPOBOKATOPOB,
KOMMYHHUKATOPOB U apTUCTOB-UCIIOTHUTENEH
(TepMUHBI, KOTOpBIE OYAYT O0BSACHEHBI
no3xe). Bo-BTOPBIX, s aHATH3UPYIO
pa3IMyYHbIE METO/IbI CTAlMOHAPHOM U
MOOUITBEHOM PabOTHI U HCCIEAYIO TOTUCTUKY
pa3IMYHbIX MacIITabOB U BUJIOB
JIeATEITbHOCTH.

Xots Takas knaccudukanus Oblia
HE00X0/1MMa, CyIIeCTBYET HECKOJIBKO YETKO
ONPEAEIEHHBIX PA3TUYU.

BonbIIMHCTBO MPAKTUKOB MIPECIEAYIOT
pa3HbIe LIeJIH, HEKOTOPBIE BBITIOIHSIOT KaK
CTallMOHAPHBIE, TaK 1 MOOMJIbHbIE
BBICTYIUICHUS B paMKaX OJHOTO
BBICTYIUIEHHUS. [IpakTHUYeCKr HEBO3ZMOKHO
HaWTH PUMEPDI, OTHOCSIIUECS K OTHOMY
THUITY, U, KAaK MBI YBUJAUM, BOITPOCHI
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Finally, in this introduction, it is necessary to
explain some of the terms used throughout the
book—the commonest misunderstanding
being about the term ‘street theatre’. In
Britain this is used to describe work that may
not be designed at all for the streets. The
German word ‘Openluchttheater’ is much
more appropriate. In general I have only used
‘street theatre’ where I specifically mean
work that is designed for the streets, and not
only that sort which is referred to as
‘busking’. This is a word that may not be
familiar to those outside Britain. Buskers are
those who do shows and then collect money
from the audience rather than being paid by a
fee or through box-office receipts. A ‘show’
implies a stationary piece, whereas
‘performance’ denotes a much wider range of
activity. Similarly, there is a difference
between ‘acting’ and ‘performing’—the
former implies impersonation or artificially
created emotions whereas the latter has less to
do with pretending and may make more of a
feature of the individual personality.

XYI0KECTBEHHOTO BKYCa U CTHJISI CUIIBHO
pPa3IMYaOTCs B KAXKI0U TPYIIIIE.

Haxkowneri, B 5ToM BBeIeHUH HEOOXOIMMO
OOBSICHUTH HEKOTOPBIE TEPMHHBI,
ucrnoib3yembie B kuure. Camoe
pacrpocTpaHeHHOE 3a0TyKIeHHE CBSA3aHO C
TEPMHUHOM «YJUYHBIN TeaTp». B
BenukoOpuTaHuu 3TO UCIIONB3YETCS IS
onucanus paboThl, KOTOPasi, BO3MOXKHO,
BOOOIIIE HE IPeIHA3HAaYeHA JUIsl YJIMLIbI.
Hewmenkoe coBo «Openluchttheater» ropazmo
Oonee ymectHo. B o0rmiem, s uCroiib30Bai
TOJIBKO «YJIMYHBIN Te€aTp», UMes B BUILY
paboThl, MpeHa3HAYCHHbIE YIS YIIHIL,  He
TOJIKO TOT BU/[I, KOTOPBIIl Ha3bIBAETCS
«yJTUYHBIA T€aTp». ITO CIIOBO MOXKET OBITh
HE3HAKOMO JIIOJISIM 32 TIpeIesiaMu
BenukoOpurtanuu. bponsuune aktepsl - 3T0 Te,
KTO YCTpauBaeT 110y, a 3aTeM COOUpaeT
JIEHbI'H y MyOJUKHU, a HE MOJIy4aeT TOHOpap
niM kaccoBble cOopsl. «l1loy»
MoJIpa3yMeBaeT HEM3MEHHOE IPOU3BEICHHE,
TOTJa KaK «IIpEeCTaBIECHUE)» 03HAYAET
ropaszo 06ojee MUPOKUIA JUana30oH
JIeSITEIbHOCTH. TOUHO TaK K€ CYIIeCTBYET
pasHUIa MEKITY «IeUCTBUEM» U
«UCIIOJIHEHUEM» - TIEPBOE MOJPa3yMeEBAET
OJIMIIETBOPEHHUE MIIM UCKYCCTBEHHO
CO3/IaHHBIE SMOIIMH, TOTAAa KaK BTOPOE UMEET
MEHBIIIEe OTHOIICHHE K IPUTBOPCTBY U
MOJKET B OOJIbILIEN CTENEHU XapaKTepU30BaTh
WHIAUBUAYAIbHYIO TUYHOCTD.




Chapter 2 Attitudes and context
CHANGING ATTITUDES

Over the last fifteen years there has been a
major change in attitudes towards outdoor
theatre. Even as late as the end of the 1970s,
street performers were being arrested and
charged with begging or obstruction.
Although local authorities still try to keep a
tight control on the place, timing and quality
of casual buskers, many cities, particularly
tourist centres, have allowed them space to
perform. When the Pompidou Centre in Paris
was designed to include a space specifically
suitable for street entertainers a milestone was
reached and other cities gradually followed
suit. It became recognised that busking can
improve the atmosphere of uninspiring
modern shopping centres by providing
something colourful, lively and out of the
ordinary. Prearranged outdoor performances
are actively encouraged and may well be paid
for by local authorities. Many festivals, all
over Europe, are organised exclusively for
street theatre and most international cultural
events have their street theatre contingent.
There is an ever-increasing demand for
outdoor theatre and gradually its contribution
to the arts is becoming recognised.
Newspapers have even begun to review
outdoor theatre in the same way as they do
indoor theatre, although some prejudice still
remains.

The emergence of new areas of artistic
activity does not happen in a vacuum. The
growth of outdoor theatre in the last few years
demonstrates that there was a need which it
fulfils and a role that may become
increasingly important in the future. This
rapid development is part of the result of two
great changes during the twentieth century.
The first is the ‘democratisation’ of art, as a
result of political and economic changes since
the First World War, and the second the
enormous transformation of the performing
arts brought about by the communication
technologies of film, television and video.

I'maBa 2 OTHOIIEHHE M KOHTEKCT
W3MEHEHUE OTHOIIEHUA

3a nociieJHUE MATHAAUATH JIET OTHOLIEHUE K
TeaTpy MoJ OTKPBITHIM HEOOM CHIIBHO
U3MEHWI0Ch. Jlaxke B KoH1e 1970-X yIu4HBIX
apTUCTOB apECTOBBIBATIH U OOBUHSIIN B
MONPOIIANHNYECTBE WIH CO3JaHUU
[IPEnATCTBUNA. XOTS MECTHBIE BIACTH I10-
IIPEKHEMY CTaparoTCsl CTPOro
KOHTPOJIMPOBATh MECTO, BPEMS U KAUECTBO
CllyyailHbIX OpOJISYMX aKTEpPOB, MHOTHE
ropojia, 0COOCHHO TYPUCTUUYECKHE LICHTPHI,
IIPEIOCTABUIIA UM MECTO JUJISl BBICTYIUICHUM.
Korna Hentp [Momnuay B [Tapuke Obin
CIIPOEKTUPOBAH TAK, YTOObI BKJIIOUUTh
IIPOCTPAHCTBO, CIELUAIBHO MOAXOIAIIEee AJIs
YIUYHBIX apTUCTOB, ObLJI JOCTUTHYT 3Tall, U
JIpyrue ropojia OCTENEHHO MOCIEA0BAIN €TI0
npumepy. Ctano Npu3HaHO, YTO YIUYHBIHN
TeaTp MOXKET yIy4IIUTh atMochepy B
CKYUYHBIX COBPEMEHHBIX TOPIOBbIX LIEHTPAX,
CO3/1aBast YTO-TO KPACOUHOE, KUBOE U
HeoObIUHOE. 3apaHee OPraHU30BAHHbIE
BBICTYIUIEHHSI HA OTKPBITOM BO3JyX€ aKTUBHO
MOOUIPSAIOTCS U BIIOJIHE MOTYT OBITh
OIUIaYEHbl MECTHBIMU BJIACTAMU. MHOrHe
¢dectuBanu 1o Bceil EBporie opranusyrores
MCKJIIOUUTEINIBHO IS YIIMUHBIX TEaTpOB, U HA
OO0JIBIIMHCTBE MEXKTYHAPOIHBIX KYJIbTYPHBIX
MEPONPUATHIA TPOBOJUTCS KOHTUHT€HT
yIn4yHbIX TeaTpoB. Crpoc Ha TeaTp Moj
OTKPBITBIM HEOOM MOCTOSTHHO PacTeT, U
ITIOCTENIEHHO €T0 BKJIAJ B UCKYCCTBO IOJIy4aeT
npusHaHue. ['a3eTsl gake Havanu
paccMaTpuBaTh T€ATp MOJ OTKPHITHIM HEOOM
TaK ke, KaK ¥ KJIaCCUYECKUI TeaTp, XOTs
HEKOTOpBIE Mpe1yOexIeHUs BCE EI1Ie
OCTarOTCH.

Bo3HUKHOBEHNE HOBBIX HANPABICHUN
XYIOKECTBEHHOU JESATEIHOCTH TPOUCXOJUT
HE Ha IIycTOM MecTe. PocT ynmnyHOoro Teartpa B
MIOCJIEIHNE HECKOJIBKO JIET I0KA3bIBAET, YTO
CYLIECTBYET OTPEOHOCTH, KOTOPYIO OH
BBITIOJIHSET, U POJIb, KOTOPAsk MOXKET CTAaTh
Bce Oosiee BakHOM B Oynymiem. Takoe
OBICTpPOE pa3BUTHUE - YACTh PE3yJbTaTa ABYX
0O0JIBIINX U3MEHEHHH, TPOU3OIIEIIINX B
JBaanaToM Bek. IlepBblii - 310
«JIEMOKpAaTH3alus» UCKYCCTBA B PE3YJIbTATE
MOJINTUYECKUX U IKOHOMUYECKHX
M3MEHEHUH, nponsomenmux nocie [lepon
MHUPOBOU BOWHBI, @ BTOPOH - KOJIOCCAJIbHAS




The effects of film, television and video
The introduction of the movies was a disaster
for all those involved in the live performing
arts (except for the few who were lucky
enough to transfer their employment),
whether they were performers, entrepreneurs,
or backstage hands. The movies, once
produced, had cheaper running costs; a movie
house could employ fewer people and less
skill than a vaudeville theatre; one product
could be shown simultaneously all over the
country. Because it was cheaper to run it
could undercut the ticket prices of live
performance and therefore the working
classes began to move away from the theatres
and music halls.

The dominant theatrical style at the beginning
of the twentieth century was melodrama—a
popular style despised by critics for being
sentimental, moralistic, two-dimensional and
with a lurid undercurrent of sex and violence.
In fact not dissimilar to some modern movies.
This style, disdained by the well-educated
classes and no longer patronised by the
working class, disappeared. Theatre was now
to serve the more educated classes, a rut that
it has failed to get out of. Television and
video have further compounded this trend
and, despite all the efforts to reach out to new
audiences, theatre has become marginalised
like poetry, opera and ballet. This is not to
denigrate the quality of work or the
courageous attempts by everyone in theatre to
reach out to new audiences, with imaginative
ticket schemes, community involvement,
kitchen-sink relevance, or cosmetic inclusion
of popular ingredients like circus skills.

The problem of economics remains—video
libraries are now undercutting cinemas.
However, this is not the only attraction of the
new technologies; they are more effective at

TpaHcGopMalys UCTIOTHUTEIBCKOTO
HCKYCCTBa, BRI3BaHHAS
KOMMYHHKAITMOHHBIMH TEXHOJOTHSIMU KUHO,
TEJICBUJICHUS U BUJIEO.

I pexThl KHHO, TeJeBUACHUS U BH/1€0
ITpe3enTanus GpuiabMoB cTana karacTpodoit
JUIS BCEX, KTO y4acTBOBAJ B )KMBOM
UCIIOJIHUTEJILCKOM UCKYCCTBE (3a
UCKJIFOUEHHEM TeX HEMHOTHUX, KOMY
MMOCYACTIMBHIIOCH CMEHUTH paboTy), Oy1b TO
apTHUCTHI, TPEINPUHUMATENN WIN PAOOTHUKH
cuenbl. Korjga-to cHATbIE PUIBMBI UMETH
OoJiee HU3KUE IKCIUTYaTallMOHHbIE PACXO/IbI;
B KHHOTEATPe MOIJIO ObITh MEHBIIIE JII0/IeH U
HE00XO0/IMMO MEHbIIIE HABBIKOB, YEM B
TeaTpaJIbHOM IIPEJCTABICHUN; OJTHO
NPECTaBICHUE MOXKET OBITh MTOKA3aHO
OJIHOBPEMEHHO 110 Bcel cTpane. [lockonbky
YIPaBJIATh UM ObLJIO AELIEBIIE, 3TO MOIJIO
CHHU3HUTH CTOMMOCTH OMJIETOB Ha J)KUBBIC
BBICTYIIJICHUS, ¥ 1I03TOMY pabouunii Kinacc
Haydasl yXOJUTh U3 TEaTPOB U KOHLIEPTHBIX
3aJI0B.

JIOMUHHPYIONM TeaTpaJIbHBIM CTHIIEM B
HayaJie JABaJIaToro Beka Obljia Mejoapama -
IIONYJIIPHBIN CTHJIb, IPE3UPAEMBII
KPUTUKAMHU 32 CCHTUMEHTAIbHOCTb,
MOPAJIMCTHYHOCTh, TBYMEPHOCTD U 3JT0BEIINI
MOJTEKCT ceKca U Hacuiusl. PakTHUECKH He
OTJIIMYAETCS OT HEKOTOPBIX COBPEMEHHBIX
(GWIBMOB. DTOT CTHIIB, IPE3UPAEMBIIl XOPOILIO
00pa30BaHHBIMH KJIACCAMH, U, KOTOPOMY
OouibliIe He TOKPOBUTEILCTBOBAJ pabounit
KJacc, ucyes. Teatp Tenepb 10JKeH ObLI
CIIy’KUTb 0oJiee 00pa30BaHHBIM KJlaccaM.
TeneBumeHue u BUACO emie OOobIne
yCyryouiu 3Ty TeHJCHIINIO, U, HECMOTPS Ha
BCE YCHJIUSI, HAIIPaBJICHHbBIE HA OXBAT HOBOM
ayAMTOPUH, TeaTp CTaj MapruHATN30BaHHbIM,
KaK 1o33usi, orepa u 6aner. ITo He I TOTO,
YTOOBI MPUHUKATH KAYECTBO paObOTHI TN
CMeEJIbIe TIONBITKA KaXKIOTO B TeaTPe BBINTH
Ha HOBYIO ayJTUTOPHIO C IOMOILBIO
OPUTHHATBHBIX CXEM OWIIETOB, YIaCTHUs
COOOIIeCTBA, AKTYAJIbHOCTH UJIH
MPHUCOCTUHEHNUS TIOMYJISIPHBIX 3JIEMEHTOB,
TaKUX KaK [IUPKOBbHIC HABBIKH.

Ocraetcst mpoOiemMa IKOHOMHUKH - BUICOTEKU
ceifyac mojpe3aroT KMHOTeaTpbl. OHAKO 3TO
HE €JMHCTBEHHAsI IIPHUBIIEKATEIIEHOCTh HOBBIX
TEXHOJIOTUH; OHU OoJiee 3 (eKTUBHBI TPU
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reproducing illusion; they create an illusion
that requires less effort of the imagination.
The result is that theatre cannot compete on
the same terms. This has led to the move
away from naturalism in theatre. All the
trappings that

created illusion—realistic sets, the lighting
and stage effects—were stripped away.
Brecht, in his work, prevented any possibility
of the audience lapsing into the illusion that
the actors were real characters. Grotowski’s
‘Poor Theatre’ was stripped bare of
inessential set and costumes in order to
reinstate the actor as the dominant feature
onstage. In tune with postmodernist trends,
the previously hidden mechanics of theatre
began to be revealed. (The architectural
equivalent is the Pompidou Centre in Paris in
which the water pipes, air ducts and stairs are
displayed on the outside of the building.) In
the theatre musicians were no longer hidden
in the orchestra pit but began to be placed
onstage in the manner of Asian theatre.
Nowadays they are frequently included in the
main action. The mechanics of changing
costumes, putting on masks and creating stage
effects can now be done in front of the
audience. It is the ingenuity of creating
pictures out of simple objects and physical
skills that audiences appreciate more than the
completeness of the illusion. There is a more
direct and honest relationship with the
audience.

It has also been realised that the great
advantage that theatre has over television and
film is the proximity of the audience and the
possibility of interaction with them. The
proximity has meant that physical skills can
be appreciated better and the performer can
have a greater effect on the audience. The
physical theatre of Grotowski and his
followers emphasised the importance of
disciplined training and the involvement of
the actor’s whole being so that the audience
witnessed the actor undergoing a total
physical/spiritual experience. The possibility
of interaction has meant that improvising
skills and the personality of the performer
become more important. This, in turn, means
that the writers lose their predominance in the
creation of the work.

BocIpon3BeieHnn YO PEKTOB; OHU CO3TAI0T
WJUTIO3UI0, TPEOYIOLTYI0O MEHBILIETO YCUIIUS
BOOOpakeHus. B pe3ynbpTrare Tearp He MOXKeET
COpPEBHOBATHCSI HA PaBHBIX YCIOBHSIX. JTO
IIPUBEJIO K OTXOJy OT HaTypalau3Ma B TearTpe.
Bce aTtpulyThl, KOTOpPBIE CO3/1al0T UILIIO3UIO -
pEAIMCTUYHBIE IEKOPALMH, OCBEILIEHUE U
cruieHn4Yeckue Y3PPeKTs - ObUTH yOpaHBI.
BbpexT B cBoeil paboTe npeaoTBpaTUiI I1H00YI0
BO3MOXKHOCTb Y 3pUTEJIEH BIIACTh B WILIIO3HUIO,
YTO aKTEPbI - HACTOSALINE IEPCOHAXKH.
«bennslit Teatp» ['poTOBCKOTO OBLT JHILICH
HECYLIECTBEHHBIX JIEKOPALMHA U KOCTIOMOB,
YTOOBI BOCCTAHOBUTH POJIb AKTEPA B KAYECTBE
JOMHMHHPYIOILEro IEPCOHaXKa Ha CcreHe. B
TFapMOHMHU C TOCTMOAEPHUCTCKUMU
TEHJCHIMSMH Hayalla PACKPbIBaTbCS paHee
CKpBbITasi MEXaHUKa TeaTpa. (ApXUTEKTYPHBIN
sxkBuBaieHT - Llentp Ilomnuny B [lapuxe, B
KOTOPOM BOJIOIIPOBOJIHBIE TPYOBHI,
BO3/IyXOBO/Ibl U JIECTHUIIBI [TOKA3aHbI
CHapYXH 3/1aHus.) B Tearpe My3bIkaHTOB
0o0JIbIlIe HE MPSATAIN B OPKECTPOBOH sIME, a
Ha4aJy pa3MellaTh Ha CLIEHE B MaHepe
a3MaTCKOro TeaTpa. B Hamm JHU UX 4acTo
BKJIIOUYAIOT B OCHOBHOE JIelicTBUE. MexaHuKy
CMEHbI KOCTIOMOB, HaJIeBaHUS MacoK U
CO3JIaHMsI CIEHUYECKUX 3P PEKTOB Tenepb
MO>KHO BBITIOJTHATH Ha TJ1a3ax y MyOJIMKU. ITO
M300peTaTesIbHOCTh CO3/ITaHUsI KAPTHUHOK U3
MIPOCTBIX MPEIMETOB U (PU3HUECKHE HABBIKH,
KOTOPBIE 3pUTEIN LIEHAT O0JIbIIIE, YeM
MOJIHOTY WiLTt03uu. EcTh Gonee npsimMble u
YECTHBIE OTHOILIEHUS C ayIUTOPUEH.

Takxe cTajao NOHITHO, YTO 0OJIBLIOE
IIPEUMYIIECTBO TeaTpa Mnepes] TeIEBUICHUEM
U KHHO - 3TO OJIM30CTh ayAUTOPUU U
BO3MO>KHOCTb B3aHMOJIEHCTBUS C HUMH.
bnuzocTh 03Hauaer, 4To pu3nYecKrue HaBbIKU
MO’KHO OLIEHUTB JIYUllI€, U UCIIOJHUTEID
MOJKET OKa3aTh OOJIbIlIee BIUSHUE HA
nyosnuky. @usndeckuit Teatp ['poToBcKOro U
€ro rnocjieoBaTesnell NoJ4epKuBall BaXKHOCTh
JUCHUTUTMHUPOBAHHOTO O0Y4EHUs U
BOBJICUEHUS BCETO aKkTepa, TaKk YTO 3pUTENN
ObUIN CBHUJIETENSIMHU TOTO, KaK aKTep
nepeKuBaeT MOJHBINA (pr3HUecKuii /
JIyXOBHBIH ONBIT. BO3MOKHOCTB
B3aMMO/ICHCTBHS O3HAYAET, YTO HABBIKU
MMIIPOBU3ALMH U JTUYHOCTH UCIIOJIHUTEIS
CTAHOBSATCS 00Jiee BaXKHBEIMHU. DTO, B CBOIO
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Outdoor theatre is well placed to explore all
these new developments. It has to be honest
about the mechanics of its operations because,
outside, less can be hidden. It must not rely
on sets and lighting because it must be
mobile. The difficulty of hearing text outside,
means that there is more emphasis on visual
image, physical skills and improvisation than
on the written word. Without the defined
spatial arrangements of indoor theatre all
kinds of interaction with the public are
possible. It can create the intimate theatre of
one performer, one spectator in a confined
space (the Smallest Theatre in the World
which is the side-car of Marcel Steiner’s
motor bike), or the large-scale spectacle
watched by thousands. The performers can
have a greater effect on the audience because
they can get amongst them, encircle them,
lead them on journeys, play with them,
surprise them by appearing in unexpected
places, or surround them with fireworks. The
widening of possibilities is creating a whole
range of exciting developments.

The democratisation of art

All through the nineteenth century and into
the beginning of the twentieth, artists were
regarded as a special breed. Although, in
theory, anyone with enough talent could make
their mark, in practice, the ‘lower’ classes
were more concerned with earning a living
and lacked the education necessary to enter
into intellectual and artistic circles. So artists
tended to belong to the well-educated classes.
Even within these classes they were seen (and
saw themselves) as a world unto themselves.
In conservative late-Victorian Britain this was
especially the case, but elsewhere in Europe,
even the artists who were involved in
revolutionary struggles saw themselves as
separate from the masses they were
supporting. For example, in revolutionary
Russia the artists wanted to celebrate the
heavy industrial machine as the saviour of
mankind, the ultimate tool to liberate human

ouepe/ib, 03HAYAET, YTO MUCATENIN TEPSIIOT
JOMHHHUPOBAHKE B CO3JJaHUH ITPOU3BEACHHUSL.
Teatp o OTKPBITHIM HEOOM MPEKPACHO
MOJIXO/AUT JIJIsl 3HAKOMCTBA CO BCEMHU 3TUMHU
HOBOBBeIeHUAMU. OH 10JKEH ObITh YECTHBIM
B OTHOIICHHH MEXaHWKHU CBOCH pabOTHI,
MOTOMY YTO CHapy>kKH MOKHO CKPBITh
Menblee. OH He JOJDKEH MOJIaraThCs Ha
JIEKOpALlMU U OCBELIECHHUE, TOTOMY YTO OH
JOJDKEH ObITh MOOMIIBHBIM. TPYIHOCTB
CJIBIIIIATh TEKCT CHAPYKU O3HAYAET, UTO
00JbIlIe BHUMAHUS yIISICTCS BU3YaTbHOMY
00pa3zy, (U3NIECKUM HaBBIKAM H
UMITPOBU3AIIMH, YEM HAITMCAHHOMY CIIOBY.
be3 onpeneneHHOro npocTpaHCTBEHHOTO
PAacIIONIOKEHHS! KIIACCHYECKOTO 3aKPBITOTO
TeaTpa BO3MO>KHBI BCE BHJIbI B3aUMO/ICHCTBUSA
¢ myOnukoi. OH MOXKET cO3/1aTh UHTUMHBIN
TeaTp OAHOTO MCIIOIHUTENS, OHOTO 3PUTEIS
B OrpaHHueHHOM MpocTpancTBe (CaMblii
MaJICHBKUH TeaTp B MHUPE - KOJSICKa
MoTonukiaa Mapcens Ll raitHepa), wim
MacmTabHOE 3peuIie, KOTOPOE CMOTPSIT
ThICSIUM Jtoiel. MicnomHuTenm MoryT uMeTh
Ooubliee BIMSIHUAE HA MyOJIHUKY, TOTOMY YTO
OHH MOTYT OBITh CPEIU HUX, OKPYXKHUTH HX,
MIOWTPATh C HUMH, YIUBHUTH UX MOSBICHUEM B
HEOKUJaHHBIX MecTaX. Pacmmpenue
BO3MOYHOCTEN CO3/1A€T LENbIA Pl
MHTEPECHBIX Pa3padOToK.

JleMoKpaTH3anus HCKYCCTBA

Ha nmpoTsikeHnu Bcero AeBSITHAAIATOTO BEKa
U J10 Hayaja JIBaIaToro apTUCThI CUUTAIIUCh
0co0oii mopooi. XOoTs TEOPETUYECKU
JII000H, 007aJaI0IINH JOCTATOYHBIM
TaJaHTOM, MOT' OCTaBUTh CBOM CleJl, Ha
NPAKTUKE «HU3IINE» KJIacChl ObUIN OoJIbLIIe
03a004Y€HbI 3apa00TKOM Ha KU3Hb U HE
uMenu 00pa3oBaHMs, HEOOXOIUMOTrO JIJIst
BXOJIa B MHTEIUICKTYaJIbHbIC M aPTUCTHUECKUE
kpyru. Takum oOpa3oM, apTHCTBI, KaK
MIPaBUJIO, MPUHAJIEKAIU K XOPOLIO
00pa3oBaHHBIM KilaccaM. J[axe BHYTpH 3TUX
KJIACCOB OHU PacCMaTpPUBAIIUCH (U BUJIEIH
ce0s1) KaK OTAEIbHBIN MHUD.

B xoHCepBaTHMBHOM MO3HEBUKTOPHUAHCKON
Bpuranuu 310 6110 0COOEHHO aKTyaJlbHO, HO
noBcroy B EBporne 1ake apTUCTHI,
Yy4acTBOBABIINE B PEBOJIIOLIMOHHOM O0phOeE,
CUMTAIU ce0s OTACITBHBIMH OT Macc, KOTOPBIX
OHU nozyiepkuBasid. Harmpumep, B
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beings from toil. They wanted a complete
break with the old world and so rejected
figurative art in favour of new abstract forms.
There followed an exceptionally vital period
when all kinds of experiments were made
(and supported by the liberal Communism
before Stalin took over). Although their
creations celebrated the aspirations and tools
of the New Man, they bore no relation to what
the workers actually wanted. These artists
saw themselves as the cognoscenti who would
re-educate the aesthetic eye of mankind.
Eventually content and accessibility were
given preference over form and
experimentation; Russian art became more a
celebration of the hero-worker.

At the other end of the twentieth century, art
is no longer the preserve of the few. This is
mainly due to the demystification of art as a
result of better general education. Literature,
visual art, music and drama are taught in
schools and there are innumerable part-time
courses for older people. With the basic
struggle for existence no longer such a
preoccupation and increased leisure time in
the wealthy democracies, more people are
able to explore their artistic potential.
Improved communications have opened up
far wider prospects for artists to find their
appropriate markets. This does not mean that
there are more great artists around, just that
more people can have a go. Street theatre is
one of the ways people can try out
performing, and is probably the best way to
learn about certain aspects of it. It also
provides a means of earning a living and for
some it becomes a whole way of life.

peBoJIIOIIMOHHON Poccnu apTUCTBI X0Teu
MIPOCIIABUTH TSXKEIYIO TPOMBIIIUICHHYIO
MaIllMHY KaK CIIaCUTeJIs YeJI0BEYECTBA, KaK
OKOHYATEJIbHBI MHCTPYMEHT JJIs1
OCBOOOXKICHUSI JTFOI€H OT TSIKEJIOr0 TPyAa.
OHH XOTenu MOJIHOrO pa3pbiBa CO CTaAPbIM
MHUPOM U IIOITOMY OTKa3aJIUCh OT
(UTrypaTHBHOTO HCKYCCTBA B MOJIb3Y HOBBIX
a0cTpakTHBIX GOopM. 3aTeM mocie10Ball
UCKJIIOYMTENIBHO Ba)KHBIM IepHOJ, Koraa
ObUIN MPOBEJIEHBI BCEBO3MOXKHBIE
AKCIIEPUMEHTHI (U IIPU MOAJIEPIKKE
npeJcTaBuTelIel InbepalbHOro KOMMYHH3Ma
110 npuxoza K Biacty CranuHa). XoTs ux
TBOPEHUS OTPAXKAIM CTPEMIICHUS U
nHCcTpyMeHThl HoBOrO Uenoseka, oHU HE
MMEJIM HUKAKOr0 OTHOILIEHUS K TOMY, Yero Ha
caMoM Jiefie XoTenu padoune. ITH
XYIOKHUKH CUUTATIN ce0sl 3HATOKaMH,
KOTOPbIE NIEPEBOCIUTAIOT 3CTETUUECKHUE
B3IJIS1/1bl UEJIOBEUECTBA. B KOHIlE KOHLIOB,
COZIEP>KaHUIO U JIOCTYITHOCTU ObLIO OTIAHO
npenanoureHue nepea Gopmoit u
HKCIEpUMEHTHPOBaHHEM; Pycckoe HCKyccTBO
CTaJIO CKOpEE MPa3JHUKOM Ireposi-TPYKEHHKA.
Bo BTOpOii nosioBHHE ABaAIATOTO BeKa
HCKYCCTBO OOJIbIIIE HE SBISETCS YAECIOM
n30paHHbIX. B OCHOBHOM 3TO CBfA3aHO ¢
JeMHUCTH(UKALMEN UCKYCCTBA B pe3yJIbTaTe
yIy4IIeHus: 00pa3oBaHMs B 3TOH 00JACTH.
Jlutepatypa, n300pa3suTebHOE UCKYCCTBO,
My3bIKa M JpaMa MpernofaTcs B MKOIaX, U
€CcTb 0ECUHCICHHOE KOJIMYECTBO 3aHITHH ¢
YaCTUYHOM 3aHATOCTBIO, KYpPCHI IS JIFOAeH
cTtapuiero Bo3pacta. [lockonbky ocCHOBHas
6opb0a 3a cyliecTBOBaHHE OOJIbILE HE
BbI3bIBA€T TaKOM 03a00YEHHOCTH, U
YBEJIUYUIIOCH BPEMS 10CyTa B 60TaThIX
JIEMOKPAaTUYECKUX CTpaHax, OOJIbIIE JIF01eH
MOTYT MCCJIe10BaTh CBOM XYA0KECTBEHHBIN
MOTEHLMaN. YIydllleHne KOMMYHUKAIIUU
OTKPBUIO ISl XYJI0’KHUKOB ropaszo 6osee
IIMPOKUE TIEPCIIEKTUBHI B IIOMCKE
MOAXOJALINX PHIHKOB. JTO HE 3HAYUT, YTO
BOKpPYT OO0JIbIIIE BEJIMKUX XYIOKHUKOB,
pocTo OOoJIbIIE JTI0/IeH MOTYT ITONPoOOBaTh
ce0s B TBOpUYECTBE. YIMUHBIHN TeatTp - 3TO
OJIMH U3 CIIOCOOOB MOMpoOoBaTh ceds B
BBICTYIUICHUHU U, BEPOSTHO, JIYUIIUI c1oco0
y3HaTh 00 OIpeJIeIEHHBIX €ro acleKkTax. JTo
TaKk)ke 00ecreunBaeT CpeicTBa K
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Not only is there more encouragement for
people to be artistically creative, there is also
a much greater demand for art to be
accessible to a wider public. In part this has
been brought into focus by the unpopularity
of modernism, which still remains
incomprehensible to the vast majority. Public
arts funding bodies are sensitive to the
criticism that they pay vast sums to art forms
which are enjoyed only by a minority.
Although they continue to do so, they are
more responsive, especially in more socialist
countries, to the demands of popular art.

The purpose of doing theatre on the streets is
to reach people who are unfamiliar with
theatre, it therefore can never afford to
become too elitist. Every performance must
be well crafted in methods not normally
thought of as art but equally as exacting,
otherwise the public can simply turn their
backs and walk away. Not all outdoor theatre
is designed to suit everyone’s taste. As will be
discussed later, some groups target their work
for ‘arthouse’ audiences or the rock music
youth. However, it is also true that the vast
majority of outdoor theatre is intended to be
attractive and accessible to an audience far
wider than those who visit indoor theatres.

CYHIECTBOBAHHUIO, a JJI1 HEKOTOPBIX
CTaHOBHTCS IeJIBIM 00Pa30M JKU3HHU.

Maiio Toro, 4to JroAu OOJbIIE MOOUIPSIOT
XYJ0KECTBEHHOE TBOPUYECTBO, ECTh TAKKE
OO0JIBLIMI CIIPOC HA UCKYCCTBO, IOCTYITHOE
JUISL LUPOKOM myOsinku. OT4acTu 3TO CTaJI0
OYEBHUHBIM U3-3a HENOMYJISIPHOCTH
MOJIEpPHU3MA, KOTOPBI BCE €IIE OCTAETCS
HEIOHSATHBIM IS TIOJABJISIFOIIETO
OonpmHcTBA. Opranbl, GUHAHCUPYIOIINE
HCKYCCTBO, YyBCTBUTENIbHBI K KDUTHKE 34 TO,
YTO OHHU IUIATAT OTPOMHBIE CYMMBI HCKYCCTBY
«UIsl MEHBIIUHCTBA». XOTs OHHU NPOJOJIKAIOT
3TO JIeNaTh, OHU 00JIee OT3BIBYMBBI, OCOOCHHO
B O0Jiee COLMATUCTUYECKUX CTPaHax, K
TpeOOBAHUSAM MOMYIISIPHOTO UCKYCCTBA.

[lenb ynuuHOro TE€aTpa — NpUBJIEYb JTOICH,
HE3HAKOMBIX C TEaTPOM, CJIEJOBATEIbHO OH
HE MOYET OBbITh CIUIIKOM JIUTAPHBIM.
Kaxnoe BbICTyIIeHHE JOKHO OBITH XOPOLIO
Co3aHo TeMu METoAaMH, KOTOpble 0ObIYHO
HE BOCIIPUHUMAIOTCS KaK HCKYCCTBO, B
PaBHOM CTENEHU U C TEMH K€ TPEOOBaHUSIMH,
MHaue MMy0JIMKa MOXKET IPOCTO OTBEPHYTHCS U
yiitu. He Bce Teatpsl o1 OTKPBITHIM HEOOM
paccunTaHbl Ha M000# BKyc. Kak Oyzner
[IOKA3aHO HUXKE, HEKOTOPBIE IPYIIIBI
HalleJICHbI B CBOCH paboTe Ha «apTXayCHYIO»
ayJUTOPHIO WIN MOJIoIekKb. OJIHAaKO BEPHO U
TO, 4TO MO/IaBJIstoIIee OOJBIIMHCTBO TEATPOB
MO/ OTKPBITBIM HEOOM TIPU3BAHO OBITH
IIPUBJIEKATEIbHBIMU U JOCTYIHBIMH IS
ropaszio 6ojee MUPOKON ayTUTOPHUH, YEM TE,
KTO TMOCEIAET KJIACCUYECKHUE 3aKPIThIE
TeaTpsbl.
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