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IIpeducaosue

YBaxxaembie yyactHuku XII BecemupHoro konrpecca MexayHapogHoOM accoiua-
M1 YHUBEPCUTETCKUX T€aTPOB!

Tearp MOCT, HauimoHanbHbIN UCCIEN0BATENBCKUN TEXHOJIOTUYECKNU YHUBEPCH-
teT « MUCuC» u bnarorBopurensusiii ®onn Pazsutus Crynenueckoro tearpa MI'Y
npuBeTCTBYIOT Bac Ha ouepeaHoM Konrpecce IUTA. [Ins Hac yecTh NpuHUMATH TAKOM
KPYIHBIN KyAbTYpHBINA (DOpyM, HA KOTOPOM coOepyTcs mpencraButenu 6osuee yem 30
CTpaH, C 5 KOHTUHEHTOB.

Tearp MOCT cran wienom [UTA 10 net nazang u B 2018 roqy cobupaet ydacr-
HuKoB KoHrpecca B MockBe, B SIpKO TOUKE Ha T€aTpajIbHOW KapTe Mupa. ITO TOPO/,
rne tBopwin K.C.Cranucnasckuii u A.Il.Uexos, B.2.Meiepxonsn u JI.H.ToncToi,
FO.I1.JTrobumoB 1 M.A.BbyinrakoB 1 MHOTHE JpYyTye TeaTpaibHbIe ASATENIN, MUcaTeIn
U paMaTypri.

Mps1 Haneemcst, uto Konrpecc B MoCKBe CTaHET 3allOMUHAIOLIUMCS COOBITHEM!
Mpl xenmaem BaM MHTEpECHBIX HAyYHBIX JOKJIAI0B U JUCKYCCUH, SIPKUX CIEKTAKIICH
U TUIOI0TBOPHOTO O0IIeHMs !

EBIEHHH C/IABYTHH

Xyooorcecmeennviii pyxosooumens meampa MOCT,
3acnydceHnblll Oesmens uckyccms Poccutickou edepayuu,
unen Hayunozo xomumema Komnepecca

AHATOJIMH CA®POHUXHH

akmep Teampa MOCT,

PYKOBOOUMENbL CNeYynpoeKkmos

bracomeopumenvrnozo @onoa Pazeumus Cmyoenueckoeo meampa MI'Y,
unen Ucnornumensrnozo komumema [UTA,

3amecmumens npeoceoamens Opzanuszayuonno2o komumema Konepecca,
unen Hayunozo komumema Konepecca



Preface

Dear participants of the XII World Congress of the International University
Theatre Association!

The MOST Theatre, the National Research Technological University “MISIS”
and the MGU Student Theatre Development Foundation welcome you to the next
IUTA Congress. We are honored to host such a major cultural forum, which will bring
together representatives of more than 30 countries from 5 continents.

The MOST theater became a member of IUTA 10 years ago and in 2018 is
gathering the participants of the Congress in Moscow, in a bright spot on the theatre
map of the world. This is the city where K.Stanislavsky and A.Chekhov, V.Meyerhold
and L.Tolstoy, J.Lyubimov and M.Bulgakov as well as many other theatrical figures,
writers and playwrights created their masterpieces.

We hope that the Congress in Moscow will become a memorable event! We
wish you interesting scientific reports and discussions, vibrant performances and
meaningful communication!

EVGENY SLAVUTIN

Art director of the Theatre MOST,

Honored Artist of Russian Federation,

Member of the Scientific Committee of the Congress

ANATOLY SAFRONIKHIN

Actor of the Theatre MOST,

Senior project manager

of the MGU Student Theatre Development Foundation,

1IUTA Executive Committee member,

Co-Chairperson of the Organising Committee of the Congress
Member of the Scientific Committee of the Congress
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JImumpuit Baadumuposuu
Tpyo6ouxum

TEaTpOBEN, UCTOPUK UCKYCCTBA, JOKTOP HUCKYCCTBOBEE-
HUs, podeccop. 3aBeAYIONIN CEKTOPOM KIACCUIECKOTO
UCKyccTBa 3anaaa [ocy1apcTBEHHOrO MHCTUTYTa UCKYC-
CTBO3HAHUS; MPOPEKTOp MO Hay4yHoW pabote Bricmiei
IIKOJIBI CHIEHUYECKUX UCKYCCTB — TearpalibHOM MIKOJBI
Koncrantuna Paiikuna; npodeccop kadenpbl UCTOpUH
3apyoexHoro Ttearpa I'MTHCa; noMmomHHMK Xyaoe-
CTBEHHOTO pykoBoautena Tearpa um. EBr. Baxranrosa
110 TBOPYECKUM BOIPOCAM.

ABTOp II5ITY MOHOTpaQ Uil 10 AHTUYHOMY U COBPEMEH-
HOMY TeaTpy, JUTEpaType U JpaMaTypruu; aBTop y4eO-
HUKOB, [JIaB B KOJUIEKTUBHBIX TPYAX, CTATE U JOKJIAIOB
10 Pa3JIUYHBIM aCIIEKTaM MCTOPUU U TEOPHUH UCKYCCTBA.
YwuTaeT Kypchl 110 UCTOPUH Te€ATPa U TeaTPaILHOTO JAeia, UCTOPUH U GUmocoduu rc-
KyCCTBa; paboTaeT B )KIOPH pa3IN4HbIX TeaTpasibHbIX (pecTuBaneil. Ynen Coseta npu
IIpesunenrte Poccurickont denepanuu no KyiabType U UCKYCCTBY, IPYTUX IKCIEPTHBIX
COBETOB U pabOYMX TPYMI [0 TOCYAAPCTBEHHOM KYJIBTYPHOU MOJUTUKE, KYJIETYPHOMY
Hacnenuio U uckyccrBy. Cekperapp Coro3a TearpaibHbix aeareneil Poccuiickon ®e-
nepaiuu. TeneBeaynui UKIA IPOrpaMM MO UCTOPUHU UCKyccTBa «LIBeT BpeMeHm»
(HaumnonansHas teneBuznonHas npemust TOOU B 2009 r.); TeneBeaynil UKIIA Ipo-
rpaMM o coBpeMeHHOMY UCKyccTBY «Kputnk» (HanmonanbHasi npemMuss KWHOKPUTH-
KU U kuHompecchl «benbiit ciion» B 2016 1.). Harpaxknen cepebpsiHolt menanbio «3a
YKPEIUIEHUE aBTOPUTETA POCCUKMCKON HAYKMY.

Dmitry Vladimirovich

Trubochkin

Doctor habilitatus in Arts, Professor, Theatre theorist, Art historian. He 1s Head of
West Classic Art Sector at State Institute for Art Studies, Vice Rector for Research
at Graduate School of Performing Arts (Theatre School of Konstantin Raykin),
Professor at Russian Institute of Theatre Arts — GITIS, Deputy Artistic Director of the
Vakhtangov Theatre.

He has published five monographs on Ancient and Contemporary Theatres,
Literature and Dramaturgy. He has written numerous textbooks, articles and papers
on different aspects of History and Theory of Arts, gives lectures on Theatre History,
History and Philosophy of Arts, and is an expert of different theatre festivals. He is
a member of the Presidential Council for Culture and Art and other expert councils
for State culture policy, cultural heritage and arts. He is the Secretary of the Theatre
Union of the Russian Federation. He is the author of the television programs on Art
history “Colour of Time” (National TV award TEFI, 2009) and on contemporary arts
“Critic” (National award WHITE ELEPHANT, 2016). Has been awarded silver medal
“For Strengthening the Authority of Russian Science”.
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THEATRE AND THEATRE SCHOOL: NEW
CONNECTIONS AND INTERACTIONS

Trubochkin D.V.

State Institute for Art Studies, Kozitsky pereulok 5, Moscow 125009, Russia;
Graduate School of Performing Arts, Sheremetyevskaya Street 6/2, Moscow 129594, Russia

Email: trubochkin@yandex.ru

Theatre is able to adopt in its performance any kinds of arts (including its “rivals”:
radio, cinema, digital media) without losing its own nature. Theatre functions as an open
system nowadays. Different kinds of arts and cultural activities move closer to it while
seeking for their “theatricality”. That is why the essence of today’s theatre is to be found
mostly in the field of social communication (its widening and perfection), rather than in
the field of training of plasticity of the human’s body or in the practice of creation of visual
illusions. «Theatralisation» 1s used today even in the sphere of documental investigation,
in the practice of socialization and social modeling etc. Having all these trends (we can
add to these also the widening of the sphere of amateur creativity thanks to digital media
and internet) it is important to notice that our society pays special attention towards the
educational functions of theatre. The aim of this report is to research interactions between
theatre and theatre school in the contemporary cultural situation.

TEATP U TEATPAJIBHAH IIIKOJIA: HOBBIE CBA3H U
B3AHUMO/JEHUCTBUA

Tpybouxun /[.B.

TI'ocyoapcmeennblil uHcmumym uckycemeosuamus, Kosuukuil nep. 0. 5, Mockea, 125009, Poccus
Buvicwas wkoaa cueHuuveckux uckyccems, Illepememvesckas ya. 0. 6 xopn. 2, 129594 Mockaa,
Poccus
Email: trubochkin@yandex.ru

Tearp criocoOeH crenarb IperMeToM Mokaza 000 BUI UCKYCCTBA ([ayKe CBOMX «KOHKY-
PEHTOBY»: PaJIlio, KUHO, IM(POBBIE MeIra), HE TIOTEPSIB CBOEH CyITHOCTU. B Hamm jqHu Tearp
(yHKIIMOHUPYET B KYJIBTYpE KaK OTKPBITAs CUCTEMA; K HEMY YCTPEMIISIOTCS APYTHE UCKYCCTBA
Y IPYTUE BAZBI KYJIBTYPHOU IEATEIBHOCTH B IIOUCKAX CBOEH «TearpanbHOCTID. [loatomy cyi-
HOCTb Tearpa CErojiHs YMECTHO MCKaTh B cepe COLMATBLHON KOMMYHHUKALIUH (€€ PacIIMpEeHUsT
Y COBEPIIICHCTBOBAHMSI) — B OOJIBIIICH CTEMEHH, YeM B 00IacTH TPEHWHIOB BHIPA3UTEIIEHOCTH
YeJIOBEYECKOIO TeJla WK B MPAKTUKE CO3MAHMS BU3yaTbHbIX WILTIO3UIN. «Tearpanm3aiuispy BBO-
JATCSL AKE B TaKKe Cepbl IEITEILHOCTH, KaK JOKYMEHTATBHOE UCCIIEIOBAHNE, COLMATM3a-
1¥s1, COITMAITEHOE MOJICTTMPOBAHKE 1 TIp. VIMest B BUTy 3TH TeHICHIH (K HUM HAJI0 I0OABUTH 1
HEBUJIAHHOE paciMpeHue chepbl IFOOUTETTHCKOTO TBOpUECTBa Ormaronapst u(poBoi TEXHUKE 1
MHTEPHETY), BAKHO OTMETUTH TO 0CO00€ BHUMAHHUE, C KOTOPHIM OOIIIECTBO OTHOCHTCS K 00pa-
30BaTeJbHBIM BO3MOXKHOCTSIM Tearpa. Llenb Jlokiaia — 0CMBICTUTD HOBbIE B3aUMOOTHOIIICHHS
MEKY TEATPOM U TEATPAIILHOM IIKOJION B CIIOXKUBLLIEKCS KYJIBTYPHOU CUTYALUH.



I'puzopuit AHamoavesuu

3acaasckuil
TeaTpOBE, TeaTPAIbHBIN KPUTUK, KaHIUAAT (HUIOJIOTH-
YeCcKux HayK. PekTop Poccuiickoro HHCTUTYyTa Tearpaib-
Horo uckyccrBa — [MTUC; noueHT kadenpsl ucropuu
tearpa Poccuu tearpoBequeckoro ¢akynsrera Poccuii-
CKOIO0 MHCTUTyTa TearpajibHoro uckyccrsa — ['MTUC;
noneHT Breicmen mikoiael TeneBuaceHua MIY mmenn
M.B.JlomoHOCOBa; KynbTypHBI 0003peBarens Pamano
«Bectu FM»; Begymuit nporpammbl «Kynst/Typuzm»
Ha TesiekaHaie «Mup».

ABrop kaur: «Mocksa TearpanbHas. [IlyreBogurensy
u «/lemuce3onHas kHMKKa. CIIEKTaKIM MOCKOBCKHUX Te-
aTpoB, YBUJEHHbIE W omnucaHHble ['puropuem 3acias-
CKUM.
Jlaypear IIpemun MOCKBBI.

Grigory Anatolyevich
Zaslavsky

Doctor of Philology, Theatre theorist and critic. Rector of Russian Institute of Theatre
Arts — GITIS, Associate Professor at Russian Theatre History Department of Theatre
History Faculty of Russian Institute of Theatre Arts — GITIS, Associate Professor at
the School of Television of Lomonosov Moscow State University, Culture Reviewer
at the Radio VESTI FM, Anchorman of the TV program “Cult/Tourism” on the TV
channel “MIR”.

He is the author of the books “Theatrical Moscow. Guide” and “Demi Season
Book. Moscow Theatres’ Performances Seen and Described by Grigory Zaslavsky™.

Moscow Award winner.
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TEATP Y YHUBEPCHUTET B POCCHH: OBIITHE
KOPHH, IABOPATOPHAA ILVIOIIA/TKA,
JIFOBHUTEJIH, OTKPBHIBAIOIITUE HOBBIE

T'OPH3O0HTHI [TPO®PECCHOHAJIAM

3acaasckuil I'.A.

Poccutickuil uncmumym meampaavHoz2o uckyccmea — I'HTHC,
Manwiii Kucaosckuil nep., 0. 6, Mockea, Poccus
Email: zaslavski@mail.ru

Crynendyeckuil tearp, tearp MOCKOBCKOIO YHHMBEPCHUTETA, TaK IIOIY4YUIIOCH, B
Poccun npeamectBoBan oQpUIMAIBHOMY MOSBICHUIO POCCUKCKOTO Tearpa: YHUBEp-
CUTETCKUU TeaTp OTKPBIICS Ha MOJTO/Ia PaHbIle, YeM ObUT U3/1aH yKa3 UMIIePaTPHUIIBI
EnuzaBetsl [leTpoBHBI 00 YUpEKIEHUU PYCCKOTO ISl MPEACTABICHUN Tpareauil u
KOMEJINM Tearpa.

OO6HOBIIEHHUE TeaTpa — Tearpa roCyJapCTBEHHOTO U O(UIIMATBHOTO — U JIAJIbIIE HE
pa3 CIydanoch OTCIOIa, U3 YHUBEPCUTETCKUX CTEH. B 19 Beke nepBhie BHICTYIIICHUS B
Mockse Benukux lllenknna u MouanoBa ToxXe Cy4yaanuch Ha CleHe Tearpa MOCKOB-
CKOTO YHHMBEpCHUTETa. TakuM 00pa3oM, YHUBEPCUTETCKHI TeaTp ObLT HCTOPUUYECKHU
YPE3BBIYANHO OTKPBITHIM ISl HOBOTO M BaXKHOTO (B TaJIbHEUINIEM) JIJISl PYCCKOTO Tea-
Tpa OOHOBJICHUS, PUPAICHUSI HOBBIMH CUJIaMU U TaslanTamu. [Ipo1uibiii Bex He cTal
VCKJIFOYEHUEM: YHUBEPCUTETCKHUM Tearp — 3To Ponan beikoB n Ms CaBBuHa, Aiia
JemunioBa, a Tearpanbuble ctyaun MI'Y «Jlenunckue rops» u «Ham nom» — 310
[Terp ®omenko, Mapk Pozosckuii, Unbst PyrGepr, Buxtop CnaBkun, Anexcanap
OummniieHKo. Bonpockl HOBOM IIJ1aCTUYECKON BBIPA3UTEIBHOCTH, HOBBIE TEKCTHI, TO,
YTO TaK IIYMHO CETOJHS MPE3CHTYET ce0sl KaK «HOBas JApamay, TOT/IA BBIILIO U3 CTEH
cTyaeHueckux tearpoB MI'Y noj Ha3BaHWEM «HOBOW BOJHBD), UTPOBOTO T€ATpa, BHO-
CJIEACTBHE HAILIEJIIINE CBOE MPOAOJKEHHUE B onbiTax AHaronusi BacuibeBa u [ eHHa-
nus AGpamMoBa.

Crynenueckuil Tearp — tearp 6e3 npasumi. Tearp «oxounx koMmeauaHToOB». IIpo-
(eccroHanbHOE JIIOOUTETBCTBO — KAK UCTOYHHK HE TOJIBKO «Ipad)OMaHUN», HO U BaX-
HBIX OTKPBITUH B TearpaibHOM Jene. [IpuHuunuanbsHo OeHBIN CTyI€HUECKUN TeaTp
BEJIET K TOMY, YTO OCHOBHBIEC ITOMCKHU KOHIICHTPUPYIOTCS Ha aKTEPCKOM BBIPA3UTEIIb-
HOCTH, Ha TIOMCKE HOBOTO CJIOBA, BbIXOJIa Ha CMbICIBI, Ha coaepxkanue (ot YTO k
KAK) — BO MHOTOM CTaHOBUTCS OTJIMYAIOIIUM CTYI€HUECKHE T€aTpbl KauecTBOM. Bo
BCSAKOM CJIy4ae, TaK 10 CUX II0p MPOUCXOAUIIO Yy Hac, B Poccuu.
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THEATRE AND UNIVERSITY IN RUSSIA: A
COMMON ROOT, EXPERIMENTAL SITE AND
AMATEURS DISCOVERING NEW HORIZONS FOR
PROFESSIONALS

Zaslavski G.A.

Russian Institute of Theatre Arts — GITIS, Moscow, Russia
Email: zaslavski@mail.ru

The student theatre, the theatre of the Moscow University, so it happened, preceded
the official appearance of the public theatre in Russia: the university theatre opened
six months earlier than the decree of Empress Elizaveta Petrovna was issued on the
establishment of a Russian theatre for performances of tragedies and comedies.

The renovation of the theatre - the theatre of state and official — also started from
here, from within the University walls. In the 19th century, the first performances of
great Shchepkin and Mochalov in Moscow also took place on the stage of the Moscow
University Theatre. Thus, the university theatre became a place extremely open for
everything new and that played an important role in the renovation of the Russian
theatre, including new forces and talents. The last century was no exception: the
university theatre is Rolan Bykov and Iya Savvina, Alla Demidova, while the theatre
studios of the Moscow State University «Lenin Hills» and «Our Home» are Peter
Fomenko, Mark Rozovsky, Ilya Rutberg, Viktor Slavkin, Alexander Filippenko. The
questions of new plastic expressiveness, new texts — that are so noisily presenting
themselves today as the «<new drama» then came out of the walls of the student theatres
of the Moscow State University under the name of the «<new wavey, a playing theatre,
which later continued in the experiments of Anatoly Vasiliev and Gennady Abramov.

Student Theatre is a theatre without rules. Theatre of «willing comediansy.
Professional amateurishness — as a source not only of «graphomaniay, but also important
discoveries in the theatrical are. A fundamentally poor student theatre leads to the fact
that the main searches focus on the actor’s expressiveness, on the search for a new
word, on the meaning, on the content (from WHAT to HOW) — which characterizes
many student theatres. In any case, this has happened here, in Russia.
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BIRTH OF THE INTERNATIONAL UNIVERSITY
THEATRE ASSOCIATION OR WHEN A NEED OF UT
CREATES THE ORGAN IUTA

Germay R.

Théatre Universitaire Royal de Liege (TURLg), ULiege, quai Roosevelt 1b, 4000 Liége, Belgique
Email : robert.germay@uliege.be

Since the creation of the first universities in the Middle Ages, the university theater
activity was considered as a teaching aid to the subjects taught, and was primarily
practiced intra muros. After the 2nd World War, University Theatre would accentuate
the phenomenon of openness and internationalization.

Leaving the walls of the university, its theater acquired more and more visibility,
and numerous academic troops were tempted by professionalization.

The university itself will now consider theater as a case study. And so the 70’s
will be marked by the creation of Theater Studies Departments in universities all over
Europe.

The 1980°s saw a flowering of new international festivals which clearly reveal the
abundance of university theaters and the great diversity of practices.

On the occasion of the Licge Meetings (RITU), the question of the definition of
University Theater (UT) resurfaced in the early 90s, which pushed the organizers to
set up a World Congress in October 1994. This led to the creation of the International
University Theatre Association (IUTA), which holds its 12th Congress in 2018 in
Moscow (Russia).
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ITOABJIEHHUE MEXK/TYHAPOTHOM ACCOITHAITHH
YHUBEPCUTETCKHX TEATPOB

Kepme P.

Koponesckuil ynusepcumemecxuil meamp Jlvexca (TURLg), /Ivedxc, beaveus
Email: robert.germay@uliege.be

C MoMeHTa MOsBJICHUs NEPBBIX YHUBEPCUTETOB B CpenHue Beka JeATEIbHOCTD
TeaTpoB IPU HUX paccMaTpUBaiach Kak Hecyllas BCIIOMOraTellbHyl0 00pa3oBaTelib-
HY10 (QYHKIIUIO MTPU U3YYEHUU MTPEIMETOB U MPAKTUKOBAIACh IPEMYIIIECTBEHHO intra
muros (BHYTpH cTeH yHuBepcutera). [locine Bropoit MupoBoii BOMHBI TeaTpam IpH
YHUBEPCUTETAX CTAIM XapaKTEPHbl OTKPBITOCTh W YCTAHOBJICHHE MEXKTyHapOAHBIX
B3aMMOJICCTBUH.

[lokMHYB CTE€HBI YHHUBEPCHUTETA, T€ATP MOJIy4asl BCE OOJBIIYIO U OOJBIIYIO J0-
CTYMHOCTb JJISl 3pUTEISA, U TEJBIA PSIJi YHUBEPCUTETCKUX KOJUICKTUBOB 3aXOTEJH T1e-
peiTu Ha npodeccuoHanbHbIM ypoBeHb. C 3TOT0 BPEMEHU YHUBEPCUTETHl HAUMHAIOT
paccMarpuBath TeaTp Kak 00beKT uccienoBanus. B 70-x rogax orMeyaercs Co3laHue
B YHHBEpPCHUTETaxX 10 Bcerl EBporne GakynbTeToB, HAIICICHHBIX HAa U3YYCHHE TeaTpa.

B 80-¢ ropl mpouCcXOAUT pacliBET HOBBIX MEKTyHAPOIHBIX (hecTrBale, KOTOPbIE
HaIISIIHO TIOKAa3bIBAlOT MHOTOYMCIIEHHOCTh YHUBEPCUTETCKUX T€ATPOB U pa3HOOOpa-
3H€ TeaTpaJibHbIX MPAKTHUK.

B cBs3u ¢ npoBenennem B JIbexke hectuBas « MexayHapoaHble BCTpEUH YHUBEP-
CUTETCKHUX Te€aTpoB» B Hauasie 90-x roJJoB CHOBA BCTAJI BOIIPOC OMPEIEIICHHs] YHUBEP-
CUTETCKOTO TeaTpa, 4To MOOYIUI0 OpraHu3aTOPOB (ecTuBajs mpoBectu BeemupHsbIit
KOHTpecc B OkTs10pe 1994 roma. DTo npuBeno kK co3nannio MexayHapoaHON acCoIr-
alMy YHUBEPCUTETCKUX TEATPOB, KOTOPask NPOBOAUT cBOM 12-i koHrpecc B 2018 rony
B Mockse (Poccus).
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PEDAGOGY, PROCESS AND APPLICATION:
APPLYING ACTION LEARNING THEORY TO
CONTEMPORARY PERFORMANCE PRACTICES
WITHIN UNIVERSITY THEATRE CONTEXTS

Brannen R.

De Montfort University, The Gateway, Leicester, LE1 9BH, United Kingdom
Email: rbrannen@dmu.ac.uk

This paper will analyse three identified key consideration of University Theatre
practice that all in turn inform each other: underpinning pedagogical approaches,
enquiry informed by practice as research and Applied Theatre theories and practice.
This paper will briefly outline how these elements inform current thinking and
concerning University Theatre and then an example will be provided from my
own practice relating to the role of performance in learning which will be used to
illustrate how some of these considerations work in practice: the Art on Campus
project, undertaken at the University of the Ruhr, Bochum, Germany in 2016.

The starting point in relation to underpinning pedagogical approaches to
university theatre practice begins with an emphasis upon process and not privileging
final performance outcomes, as this merely becomes one element of many within the
learning journey.

The nature if this performance project applied to educational contexts is informed
by pedagogical approaches related to ‘Action Learning’ and the idea of ‘Action
Learning’ sets in relation to the learning community of students we may be working
with at any given time. Action Learning, as defined by educationalists such as McGill
and Brockbank, builds on the relationship between reflection and action: where this
involves action for a defined purpose, reconsidering our actions, making sense of
our actions and possibly finding new ways of acting in the future. Learning through
experience — through a performance project, for example, is enhanced by deliberate
attention to this process.
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IHHE/TAI'OI'UKA, IIPOLHHECC U IIPUMEHEHUE:
HCIIO/IBBOBAHUE TEOPUMH ObYUYEHHA HA
ITPAKTUKE B METO/IAX COBPEMEHHOI'O
HCIHHO/IHUTE/IBCKOI'O HCKYCCTBA B KOHTEKCTE
YHUBEPCUTETCKUX TEATPOB

bpsnnen P.

Ynusepcumem /[e Mongop, IlIkoaa 8u3yanbHbIX U UCNOHUMEAbCKUX UCKYCCMS,
Jlecmep, Beauxobpumaus
Email: rbrannen@dmu.ac.uk

B aTom noxymenTe OyayT mpoaHaTu3upOBaHbl TP BBISIBICHHBIX KITIOYEBBIX ACIICK-
Ta NPAKTUKU YHUBEPCUTETCKOIO T€aTpa, KOTOPHIE, B CBOKO OYEpE/lb, OKA3bIBAOT BIIN-
sSHUE APYT Ha Apyra: OCHOBONOJIATaloLIMe I1eJarornueCKUe OIAX0bl, UCCIEA0BAHN,
OCHOBAHHBIC Ha UMEIOIIECHCS MTPAKTUKE, U IIPUKIIAJHbIE TEOPUU U MPAKTUKU Tearpa.
B »TOM cO001IEHNN KpaTKO paccMaTpuBaeTCs, Kak 3TH JIEMEHTHI OTPAKat0T COBpE-
MEHHOE TPEACTABICHNE 00 YHUBEPCUTETCKOM TEATPE, @ 3aTEM MPUBOAMUTCS IPUMED
U3 MOel COOCTBEHHOM MPaKTUKH, KACAIOIIUIICS POJIM MPAKTUYECKON IeITETbHOCTH B
xozie 00yueHus, KOTOPbIi Oy/leT MCMONb30BaH ISl WJUTFOCTPALIMKM TOTO, KaK HEKOTO-
pbI€ U3 3TUX COOOpakeHUN pabOTalOT Ha MPaKTHKE: MPOeKT «Art on Campusy, mpo-
BeJIcHHBIN B YHHUBepcurere Pyp, boxywm, ['epmanus, B 2016 rony.

HavanbHbIM IMYHKTOM NPUMEHUTENBHO K OCHOBOIIOJIATAIOIIMM NIE€AArOrM4eCKUM
MOIXOJIaM K YHHUBEPCUTETCKOM TE€ATPAIBHOMN MTPAKTUKE CIIYKUT AKLEHT Ha MPOLECCe,
a HE Ha MOJYyYeHUE KOHEUYHBIX PE3YIbTaTOB padOThI, MOCKOIBKY 3Ta eAMHUYHAs pabo-
Ta JIMIIb OJTHA U3 MHOTHX B paMKaxX BCEro y4eOHOro mporecca.

JlaHHbBIN MeTOJ, MPUMEHSIEMbIN B ITpoliecce 00y4YeHHs, OCHOBBIBAETCS Ha ME1aro-
TUYECKUX NMPUEMAX, CBA3aHHBIX C NOAXOAOM «M3ydyeHue nemucTBueM», copepKaHue
KOTOPOTO 3aBUCUT OT FPYIIIBI CTYIEHTOB, C KOTOPOI MBI pad0TaeM B IaHHbBIII MOMEHT.
«M3yuenune neicTBUEM», KaK 3TO OMPEACIIUIN TaKhe CIEeIHAINCTHI B 00JacTu obpa-
3oBaHusA kak Makl'umn u BpokOsHK, CTpOUTCS Ha B3aMMOCBSI3U MEX]Ty OCMBICIICHHU-
€M U JIEMCTBUEM M BKJIFOUAET JECUCTBUE C ONPEIEICHHOU LIEJIbI0, IEPECMOTP HAILNX
NEUCTBUN, HAXOXKICHUE CMBICIIA HALIUX JEUCTBUM U, BOBMOXKHO, HAXOXKIECHUE HOBBIX
croco0oB aeiicTBoBaTh B OyayuieM. OOydyeHHe 4epe3 JIMUHBIM ONBIT YCHUIMBAETCS
Onarozapsi IpUCTAILHOMY BHUMAHMIO K ’TOMY MPOLECCY.
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“NEUTRAL, FAIRLY, ALMOST, BLIMEY”: ON
DEVELOPING A SHARED DRAMATURGICAL
LANGUAGE FOR UNIVERSITY THEATRE

Cruickshank T.

De Montfort University, The Gateway, Leicester, LE1 9BH, United Kingdom
Email: teruickshank@dmu.ac.uk

In this paper I seek to explore and analyse the experiences, techniques and
methodologies used in developing a shared dramaturgical language for University
Theatre. In acknowledging the process of rehearsal as a learning process, I ask how
known professional techniques and methods for creating and making performance can
be combined with critical and theoretical frameworks to establish a bespoke language
in the classroom and the studio that has a pedagogic purpose. In such a context, a
brief linguistic analysis of the these techniques and frameworks is necessary, because
the languages of making and thinking about theatre, in the UK at least, can often
be exclusive; dominated by white euro-centric or American male voices that do not
always speak to our students.

With reference to case studies from my own teaching practice, the paper aims
to: identify methods for quickly establishing creative and critical languages that
draw on both the students’ wider learning and their own socio-cultural experiences;
identify effective short-cuts for techniques that are reliant on time and space aligned to
professional theatre’s, as opposed to University theatre’s working practices; reflect on
the wider implications and benefits of a shared language in the context of the students’
learning journey; and reflect on the development of a shared language as a method for
developing ensemble theatre practice and, in turn, a sense of community.



23

“CPE/IHEHBKO, BIIOJIHE CEBE,
IHouru, BOT 9710 JA!”:
O BBIPABOTKE KOJI/IEKTUBHO HCIIO/IB3YEMOI O
APAMATYPI'HYECKOI O A3bIKA JIVIA
YHUBEPCUTETCKOI'O TEATPA

Kpyxwenx T.

Ynueepcumem /le MoHgop, IlIkoaa 8u3yanbHbiX U UCNOAHUMEAbCKUX UcKycema, Jlecmep,
Beauxobpumanus
Email: teruickshank@dmu.ac.uk

B nannoii pabote s X049y H3y4uTh U MPOAHAIM3UPOBATH OMBIT, METO/IBI U TIOAXO/HI,
UCIIOJIb3yeMbI€ MPU PA3BUTUHN OOILETO APaMaTypruuecKoro si3blka Jjisl YHUBEPCUTET-
ckoro Tearpa. Penerunuu, 6€3ycioBHO, SBISAIOTCS 00pa30BaTEIbHBIMU MIPOLIECCOM, U
MEHSI 3aMHTEPECOBAIIO, KAK MOYKHO CKOMOMHHUPOBATh U3BECTHBIE MTPO(PECCUOHATIBHBIE
TEXHUKHU U METOJIbI IOCTAHOBKHU CITEKTAKJIEN C KPUTUYECKUMH U TEOPETUYECKUMHU OC-
HOBaMU [IJIsl YCTAHOBJIEHUSI 0COOOTO SI3bIKa B paMKax KJacca WM PENeTULHHOHHOIO
3aJia, KOTOPBIA CIYKUJT OBl TEAArornyecKuM LesiM. B TakoM KOHTeKTce He0OX0aUuMO
IIPOBECTH KPATKUM JIMHTBUCTUYECKUM aHAIU3 ITUX TEXHUK U OCHOB, BEb SI3bIK, UC-
MOJIb3YEMbIN MPU CO3AaHUM U OOCYKJIEHUU TeaTpalibHbIX padoT, M0 KpalHel Mmepe
B BenukoOpuranum, yacto ObIBaeT B3aMMOMCKIIIOYAOIIMM. Peun, nmpousHocCHUMBbIe
OeJIbIMU €BpONeriaMy W1 aMepUKAHIIAMU, PEAKO aJIPeCOBAHbI HAIIIUM CTY/ICHTaM.

Hcnonb3yst mpuMepsl U3 MOe COOCTBEHHOMN MEJarornuyeCcKou MpakTUKH, s B Ha-
CTOsIIEH paboTe CTABIIIO 1EBI0: OMPEIEIUTh METOABI OBICTPOTO YCTAaHOBIICHHUS TBOP-
YEeCKOro U TpeOOBATEIBHOTO (KPUTHKYIOIIETO) SI3bIKOB, OCHOBAHHBIX HA aKaJeMHue-
CKOM U COLIMO-KYJIBTYPHOM OIIBITE CTYAEHTOB; ONpPENEAUTh 3(PPEKTUBHBIE METObI
IIPEMMEHEHNS TEXHUK, UCIIOIB3YIOIMIUX BPEMS U IIPOCTPAHCTBO U CBI3aHHBIX C IIPO-
(hecCHOHANIbHBIM T€ATPOM, B OTIIMYHUE OT TEX, YTO UCIIONIb3YIOTCA B YHUBEPCUTETCKUX
TeaTpax; MOPa3MBIILIATh O IIMPOKOM CIIEKTPE MPUMEHEHHUS U TI0JIh3€ OOIIETO sI3bIKa
B KOHTEKCTE OOYyYEHHs CTYJEHTOB, a TAKXXE€ O Pa3BUTUHU OOIIEro S3bIKa KaK METOoAa
Pa3BUTHSI €IMHOTO T€ATPATHHOIO KOJUIEKTUBA M UyBCTBA OOLTHOCTH.
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EDUCATION AND TRAINING IN THE THEATRE OF
SOCIAL INTERACTION

Minoia V.

University of Urbino “Carlo Bo”, Via G. De Carlo 5, Urbino, 61029, Italy
Email: vito.minoia@uniurb.it

This contribution traces the criteria, the acquisitions, the collaborations and the
projects that accompany the work of the Aenigma University Theatre and of the
European magazine Catarsi-Theatres of Diversities founded at the University of
Urbino in 1996 by Vito Minoia — who is its current director — and by Emilio Pozzi,
with the collaboration of Claudio Meldolesi.

While avoiding analytical approaches pursuing the demonstration of a specific
thesis, the present contribution expresses a precise position. With reference to the
notion of “theatres of social interaction”, it suggests a problematic vision in which the
conditions of adolescence, constraint, physical and psychological discomfort embody
endless possibilities of being human. They are reached from within by theater as the
Art of the person.
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OBPA30BAHUE U TPEHHUHI'HU B TEATPE
COI[HAJIBHOI'O B3BAUMO/JIEUCTBHUS

MuHotia B.

Ypbumckuii ynusepcumem umenu Kapao bo, Ypburo, Hmanaus
Email: vito.minoia@uniurb.it

OTOT AOKIIAJ OTpaXaeT KPUTEPHUH, TPUOOPETEHMSI, COTPYAHUYECTBO U MPOEKTHI,
KOTOpBIE COMPOBOXAAIOT PabOTy YHUBEPCUTETCKOTO TeaTpa Aenigma U €BpOMEH-
ckoro >xypHana Catarsi-Theatres of Diversities, kotopsiit B 1996 rony B Ypounckom
yauBepcurere umeHu Kapino bo ocnoBanu Buto Munoiia (aeiicTByromuii TupexkTop
KypHana) u Omuino Ilouuu B corpyaauuectse ¢ Knaynuno Mengonecu.

N30eras aHanUTUYECKUX MOAXO0A0B, JEMOHCTPUPYIOIINX YaCTHBIEC YTBEPKIACHUS,
ATOT JOKJIAJ BBIpaXKaeT TOUHYIO MMO3ULHI0. OOpanasce K NOHATHIO «T€ATP COLMAIIb-
HOTO B3aUMOJICUCTBHUSI», CIIEAYET TOBOPUTH, YTO B TAKOM Te€aTpe HEOOXOTUMO BUICHHUE
npo0sieM, B TaKOM TeaTpe YCIOBUS MOAPOCTKOBOIO, OrPaHUYEHHOTO, (PU3UUYECKOTO
U TICUXOJIOTMYECKOTO JUCKOM(OpPTa BOIIIOIIAIOT OECKOHEUHbIE BOBMOXKHOCTU OBIThH
aronbMU. OHU JOCTUTaKOTCS MMOCPEACTBOM Tearpa 3a CUET BHYTPEHHUX PE3EPBOB.
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DEVELOPING CURRICULUM FOR A CHANGING
WORLD

Mellor A.M.

LASALLE College of the Arts, 1 McNally Street, Singapore 187940
Email: aubrey.mellor@lasalle .edu.sg

Most theatre-training programs focus upon interpretation; but today, adaptations
are more popular, and interpretive leaders now call themselves ‘creatives’. University
theatre has long been the prime training ground for directors and writers; and with
talented actors being sought by vocational-training schools, we can expect the more
inventive students to seek leadership from University Theatre.

A study of international theatre festivals revealed a blossoming of new ideas that
are sought by festival directors; and theatre-making is now the creative outlet for
young artists. This paper observes innovations that are currently engaging performers,
directors and audiences. The role of the audience is changing rapidly and skills needed
to execute innovations are reaching wider into unexpected areas. Young people are
less interested in mainstream and more attracted to alternative and fringe; and in
fringe festivals one can see current trends, and spot possible future ones.

Theatre now competes with technology that brings free entertainment into the
palm of one’s hand; but many are now integrating technology. Audiences no longer
seek a passive experience, but thrill to collaborations that are more than imaginative.
Audiences tire of buildings that are more like cinemas and are excited by site-specific
events. Performance works cannot now be easily categorised, as they cross with other
art forms; hybridisation is common and new ways to collaborate are attractive. ‘Art’is
now an ugly word, but ‘Imagination’ is sought by all, and can attract rich employment.

This paper will offer a range of new theatre ideas that are currently being explored
by innovative companies such as Rimini Protocol, Blast Theory and Punchdrunk
Theatre, as well as numerous smaller groups travelling the world with their original
works. The paper will argue for curriculums to address theatre-making and creativity
along with knowledge of structure and key elements.
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PA3BBUTHUE ObPA30OBATE/IBHBIX IIPOI'PAMM B
MEHAROINEUCA IEUCTBUTE/IBHOCTH

Meannop O.M.

Konneodc uckyceme LASALLE, Cuneanyp
Email: aubrey.mellor@lasalle .edu.sg

BonbmIMHCTBO TearpaibHBIX YYEOHBIX MPOrpaMM CKOHLEHTPUPOBAHbI HA UHTEP-
nperanmu. Ceroins ke MonysipHOCTb MPUOOPENH aIanTaluy, a TUAepbl HHTEpIIpe-
TallMy Ha3bIBAIOT CeOs «TBOpLAMU». YHUBEPCUTETCKHUM TeaTp yKe JaBHO CTall Tpe-
HUPOBOYHOM TUTOMIAJKON JJIsi peKUCCEPOB U ApamaryproB. M, Tak kak mpodeccro-
HaJIbHbBIE LIKOJIbI BEIOMPAIOT TAJIAHTIIMBBIX aKTEPOB, MOKHO O’KUJATh, YTO CAMBbIE U30-
OperaTesbHbIE CTYAEHTBI CTPEMATCS K PyKOBOJSILEN POJIM YHUBEPCUTETCKOTO Tearpa.

N3yuenue Mex1yHaApOIHBIX TeaTpaibHbBIX (EeCTUBAIEH PACKPHLIO MHOKECTBO HO-
BBIX UJIEH, 32 KOTOPBIMU TOHSIOTCS AUPEKTOPHI (hecTUBANIEH, a CO3TaHHUE CTIEKTaKIIeH
CTaJI0 TBOPYECKOW OTIYIIMHOM JJIi MHOTHUX MOJIOABIX apTUCTOB. B nanHOI padote,
0003peBaloTCsA HOBIIECTBA, MPUBJIEKAIOLINE B HACTOSIINI MOMEHT aKTEPOB, pEkKHUC-
cépoB u 3puteneil. Ponb 3puTeneit ObICTpO MEHsETCs, U HaBbIKK, HEOOXOAUMBIE, UTO-
Obl peaan30BbIBaTh HOBIIECTBA, 3aBOJAT IOCTAHOBUIMKOB B HEOKHUJAAHHBIE O00JIACTH.
Morozpie T10AM HE UHTEPECYIOTCSl CTAaHAAPTHBIMHU MOCTAHOBKAMU, MX MPHUBJICKAIOT
anbTepHATUBHBIC U aBaHTap/IHbIC HampaBieHus. FiMeHHo Ha Takoro pona ¢pecTuBasiax
MOYKHO YBHJIETh COBPEMEHHbIE TCHICHIIMH WU BBIUKUCIUTH BO3MOXHBIEC OyTyIIHe.

Tearpy npuxoautcsi 00pOThCS C TEXHOJIOTHUAMH, KOTOPbIE TOCTaBISAIOT Oecruiar-
HBIM pa3BJIEKaTeJbHbIII KOHTEHT MpPsMO B pyKH denoBeka. Ho MHorue tearpsl uH-
TErpUPYIOT TEXHOJIOTUU. 3PUTESAM OOJIbIIE HE XOUETCs OBbITh MaCCUBHBIMU HAOIIO-
JaTens MU, UM XOYeTCsl CTaTh YYaCTHUKAMU JACUCTBHS. 3PUTEISAM HAJA0CTH TTOX0KHE
Ha KAHOTEaTphl 3[aHMs, UM HPABATCS MOCTAHOBKH, MOJOTHAHHBIE CIIEIIMAIBHO IO
Ty WIM UHYIO JIOKauuio. [Ipencrapnenus cTano TsHKeI0 OTHOCUTBH K ONPEAesIeHHBIM
KaTeropusM, MPOUCXOAUT cMelleHrue GopM U KaHpPOB, HAOIIOAAETCS OBCEMECTHAs
rudpuan3anus, a COTpyIHUYECTBO C IPEICTABUTENSAMU APYTUX (POPM UCKyCCTBA CTa-
HOBUTCS BCE OoJiee IpUBIIEKATEIbHBIM. «VICKyCCTBO» CTAJIO YPOIUIUBBIM CII0BOM, BCE
TOHSTCS 32 «BOOOPaKEHUEM.

B pabote OymeT mokaszaH psifi HOBBIX TeaTpajbHbIX HJEH, KOTOPhIE B HACTOSIIUI
MOMEHT MCTOIb3yIOT MHHOBAIIMOHHBIE Te€aTpalibHbIe KOJUIEKTUBBI, TAKUE Kak « Rimini
Protocol», « Blast Theory» u «Punchdrunk Theatre», a Takxe HeGOBIINE KOIIIEKTH-
Bbl, TaCTPOJIMPYIOUIUE 0 MUPY CO CBOMMM OPUTMHAJIbHBIMM MOCTaHOBKaMH. B no-
KJIaJI€ BBIJIBUTAIOTCA apryMEHThl HEOOXOAMMOCTH YIEJIEHHS BHUMAHUS y4eOHBIMU
porpaMMaMH TIPOIECCy MOCTAHOBKH CIEKTAKIICH M Pa3BUTHUIO TBOPUYECKOTO Havaja
Hapsiy ¢ 00y4eHHEM CTPYKTYpPE U OCHOBHBIM 3JIEMEHTaM CIIEKTAKIIS.
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BILAST FROM THE PAST: IMPLEMENTING
MEDIEVAL DRAMA PERFORMANCE-BASED
PEDAGOGY TO INFORM UNIVERSITY THEATRE IN
THE 21ST CENTURY

Horne M.

University at Buffalo, The State University of New York, 285 Alumni Arena, Buffalo, NY, 14260,
USA
Email: marhorne@buffalo.edu

Medieval Drama is integrated into the curriculum for theatre students at most
universities in the United States. However, rather than being part of acting technique
or performance-based courses (i.e.: Shakespeare), this subject is most often studied
briefly in formal lecture courses such as Theatre History. Therefore, for the theatre
student, there is limited exposure to medieval drama criticism and even less to medieval
drama performance opportunities either in acting classes or staged productions. A
contributing factor for the latter may be that, for the non-medievalist, and in particular
for the performer not versed in Middle English, staging medieval drama might be
daunting due to lack of exposure and sources. Notwithstanding, medievalists are
actively producing revealing scholarship, confirming that a great deal has come
to light since V.A. Kolve’s seminal volume A Play Called Corpus Christi was first
published. Unfortunately for Theatre departments, this research is mostly conducted
in the English or Literature departments and due to a lack of interdisciplinary and/or
interdepartmental pollination, it hardly ever reaches the student actor. Nevertheless,
some encouraging signs of medieval drama resurgence are taking place at the
university both in the classroom and onstage performances due to the initiatives of
scholars and their receptive students. This paper will explore some of these projects
and how Medieval Drama provides an exceptional vehicle for creative research and
rediscovery of potentialities.
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B3PbIB U3 ITPOIILTOIO: BOILIOILIEHHUE
IEJAT'OTHKH, OCHOBAHHOMH HA CIIEKTAKIAX I10
CPE/THEBEKOBOH /IPAME, /T OKABAHHA B/THAHUA
HA YHUBEPCHTETCKHE TEATPHI B 21 BEKE

XopH M.C.

Yrnueepcumem byggano, Bypgpano, CIIIA
Email: marhorne@buffalo.edu

CpenneBekoBas ApaMa BKJIIOYEHA B YUEOHYIO MPOrpamMMy CTYACHTOB TeaTpaib-
HBIX (DaKyIbTETOB OOJBIIMHCTBA YHUBEpPCUTETOB CoeauHEHHBIX MmTaToB. OJHAKO
BMECTO TOTO, YTOOBI OBITh YACTHIO OOYUEHHS aKTEPCKOMY MACTEPCTBY WIIM CIEIU-
aJbHBIX KypcoB (Hampumep, 1o Illekcnupy), 3TOT mpeaMeT KpaTKo M3ydaeTcs Ha Ta-
KX Kypcax kak «Mcropus Tearpa». [103TOMy y CTyI€HTOB HET BO3MOKHOCTH OJTM3KO
MTO3HAKOMUTHCS C KPUTHUKON U pazdopaMu CpeaHEBEKOBOM IpaMbl, a TEM 0oJiee ¢ 1mo-
CTAHOBKaMHU I10 TAKOMY JIUTEPaTYpHOMY MaTepraiy Kak Ha 3aHIATHSIX 0 aKTEPCKOMY
MacCTepCTBY, TaK U B TeaTpax. HemanoBaxxHbIM (paKTOpOM TIPH 3TOM SIBIISIETCS TO, YTO
JUTSL 4esioBeKa, He pazouparomierocs B CpeTHEBEKOBbE, U, 0COOCHHO, ISl UCTIOIHU-
TeJisl, HE 3HAKOMOI'O CO CPEIHEBEKOBBIM AHITIMMCKHUM SI3BIKOM, IMOCTAHOBKA TaKOIO
MaTepHaia MOXET MPEACTABIATh TPYAHOCTH M3-32 OTCYTCTBHS OMBITA M HAJIEKHBIX
UCTOYHUKOB. TeM He MeHee, MPOMOJDKAIOT OTKPBIBATHCS CTUIICH/IMH, HAIpaBIICH-
HbIC HA M3YYCHHE CPEIHEBEKOBBS, UYTO MOATBEPKIAET TOT (DAKT, YTO MHOTOE OBLIO
C/eJIaHO B 3TOM HAIPaBICHUH C MOMEHTA MyOJMKAalMKU (yHIaMEHTaIbHOU paboThI
B.A.KonbBa nojn Ha3BanueM «A Play Called Corpus Christi». K coxxanenuro s te-
aTpajabHBIX (PaKyJIBTETOB, 3TU HUCCIIEIOBAHMS, KaK MPAaBUJIO0, IPOBOAATCS Ha (DaKysib-
TeTax aHIIMUCKOTO SI3BIKA M JTUTEPATYPhl M U3-3a HEJOCTATKAa MEKIUCITUTTMHAPHBIX
1 MeX(PaKyJIBTETCKUX CBsI3eH 3Ta HHPOPMAIIHS PEIKO JOCTUTACT CTYJACHTOB-aKTEPOB.
Tem HEe MeHee, €CTh 3HAKH BO3POXKICHUS CPEIHEBEKOBOM JpaMbl B YHUBEPCUTETAX
KakK Ha 3aHSATHUAX, TaK U B (OpMEe MOCTAHOBOK, OJiarojapsi MHUIIMATUBE MIPEIO/IaBaTe-
JIel M caMUX CTYAEHTOB. JTa paboTa MPeACcTaBUT HEKOTOPhIE U3 TAKUX MPOEKTOB U
pacCcKakeT, KaKk CPeAHEBEKOBAs JipaMa MOJKET CTaTh TOJYKOM JIJISI TBOPYECKOTO TIOHC-
Ka 1 OTKPBITHS HOBOTO TMOTCHITHAA.
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THEATRE IN THE UNIVERSITY AND FROM
THE UNIVERSITY: POLICY, EDUCATION AND
PRODUCTION

Fediuk E.

Centro de Estudios, Creacion y Documentacioén de las Artes, Universidad Veracruzana, Paseo de
las Palmas 7, Fracc. Las Animas, 91-190 Xalapa, Ver. México
Email:efediuk@gmail.com

The university in the 21st century is renewed to face the great challenges of living the
polarized world, dominated by the interests of international consortiums, the dissipation
of values that unite society and technology that — apart from its undoubted benefits —
can also be a trap misinformation and information without knowledge and meaning.
For this reason, we opt for a territorial perspective and the one that understands the
theater in its dimension of conviviality-poiesis-expectation, that is, implies the poetics
of present bodies. This work dialogues with the university politics of culture (theater)
and its impact on theater training and production within its academic spaces and towards
society through the productions and actions offered by university members. To comply
with the territorial dimension, I will focus on the case of the Universidad Veracruzana.

TEATP B YHUBEPCUTETE U BHE EI'O:
IHPUHIIUIIbI, OBPABOBAHUE U TBOPYECKHUU
ITPOLIECC

dedrox I.

Ynusepcumem Bepakpyca, Xanana, Mexcuka
Email:efediuk@gmail.com

VYuuepcuter B XXI Beke 0OHOBISETCS, YTOOBI MPOTHBOCTOSITH OTPOMHBIM BBI-
30BaM, KOTOpBIE MPEABSBISET KU3Hb B MOJISIPU30BAHHOM MUPE, I7I€ JTOMUHHUPYIOT
MHTEPECHl MEKTYHAPOIHBIX KOHCOPLIMYMOB, AUCCUNALMS O0BEAUHSIONINI 003€CTBO
LIEHHOCTEW M TEXHOJIOTMH, KOTOPbIEC, IOMUMO HECOMHEHHBIX IIPEUMYIIECTB, TaKKe
MOTYT OBITh 1 OOMaH4YMBOW, HE COOTBETCTBYIOLLEH I€HCTBUTEIBLHOCTH UM OECCMBIC-
JICHHOU, HeHYHoU nHpopMmaruei. [1o 3Toit mpuurHe MBI MPEANOYNTAEM TEPPUTOPHU-
aJbHBIN MMOAX0J C TOHUMAHUEM TeaTpa B €ro KOOPJMHATaX COCYLIECTBOBAHUE-TBOP-
YecKui nporecc-oxkuaanne. Hacrosmias pabora mpeacTaBisieT IMajor 0 BHyTpEeHHEH
MOJIUTUKE YHUBEPCUTETOB OTHOCUTENIBHO KYJIBTYpPHI (T€aTpa) U O €€ BO3IEUCTBUM Ha
TeaTpajibHOE 00yUYEHHE U T€aTPAJIbHYIO IESTEIbHOCTh B CTEHAX YHUBEPCUTETA, a TaK-
K€ Ha O0IIEeCTBO Yepe3 CIEKTaKIU U paboTy YHUBEPCUTETCKUX KOJJIEKTUBOB. UTOOBI
COOTBETCTBOBATh TEPPUTOPUATBHOMY MOAXOY, s OCTAHOBJIIOCH HA MOJIOXKEHUU JIET B
Yuuepcurere Bepakpyca.
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TEATRO EN LA UNIVERSIDAD Y DESDE LA
UNIVERSIDAD: POLITICAS, FORMACION Y
PRODUCCION

Fediuk E.

Centro de Estudios, Creacion y Documentacioén de las Artes, Universidad Veracruzana, Paseo de
las Palmas 7, Fracc. Las Animas, 91-190 Xalapa, Ver. México
Email:efediuk@gmail.com

La universidad en el siglo XXI se renueva para enfrentar los grandes retos de
vivir el mundo polarizado, dominado por intereses de consorcios internacionales,
la disipacién de valores que cohesionan la sociedad y la tecnologia que -aparte de
sus indudables bondades- puede ser también trampa de la desinformacion y de la
informacion sin conocimiento y sentido. Por esta razén optamos por una perspectiva
territorial y la que entiende al teatro en su dimension de convivio-poiesis-expectacion,
es decir implica la poética de cuerpos presentes. Este trabajo dialoga con las politicas
universitarias de cultura (teatro) y su impacto en la formacion y produccion teatral al
interior de sus espacios académicos y de cara a la sociedad, a través de las producciones
y acciones que ofrecen los universitarios. Para cumplir con la dimension territorial,
me centraré en el caso de la Universidad Veracruzana.
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PROJECT FOR THE SETTING UP OF THE
UNIVERSITY WORKSHOP OF TEATRO DE
ENSENADA

Rodriguez Rojero F.

Autonomous University of Baja California
Cerrada la Marina 224, Puerta del Mar 22785 Ensenada Baja California México.
University theater workshop of the Faculty of Arts of Ensenada
Email: fernandorodriguez@uabc.edu.mx

“Broken Souls” (from terrorism to the staging). The facts are history and belong
to reality in a univocal sense with an irreplaceable space and time, when these facts,
reality shifts them, art rescues them and turns them into metaphors, with infinity of
meanings and the possibility of multiple spaces and Infinite times A terrorist act is a
fact that causes fascination for the irreversible damage it produces, reaches the level
of sublime because it is made of faith, it is an extreme act that goes beyond the senses,
it is the ultimate beauty turned into violence that annihilates and destroys The reason
without hindrance. Of what subject is a terrorist who suddenly finds that his only
mission in life is to immolate himself by inflicting the greatest possible harm on people
who have no interference in his decision? It asks genesis of this brief investigation
culminating in a staging. The “broken souls” are the victims of the attack on the
Atocha station in Madrid on 11 March 2004.

This work was carried out with the support of the Faculty of Arts of the Autonomous University of Baja
California.
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ITPOEKT ITOCTAHOBKH HA CIIEHE
YHUBEPCHUTETCKOM TEATPAJIbHOH
MACTEPCKOH 3HCEHA/IbI

Podpuezec Poxepo P.

AsmoHomHblil yHusepcumem HudxcHell KaaugopHuu, IHceHaoa, Mexkcuka;
YHueepcumemckas meampanvsHas cmyous gaxyavmema uckyccme IHceHaowl
Email: fernandorodriguez@uabc.edu.mx

«3ary0neHHble aymu» (0T Teppopu3Ma J0 TeaTrpajibHOW MOCTaHOBKH). PDaKTbI
(OpMUPYIOT UCTOPHIO U OJTHOZHAYHO SIBJISIOTCS PEabHBIMU C HEU3MEHHBIM OTHECE-
HUEM K MECTy JecTBUS U BpeMeHU. Korma 3T coOOBITHS BHIXOAST 3a PaMKHU OBITHS,
UX TOAXBATHIBAET UCKYCCTBO W MPEBPAIIAET B META(POPbI, HAMOIHSAS MHOXXECTBOM
CMBICJIOB. TepakT MOpPOKAaET HEBEPOSITHBIA BCIUIECK AMOLIMM, TaK KaK OCYIIECTBIIS-
€TCsl MO, MPUKPBITUEM BEPBI, 3TO KPAaWHUM CIIy4yal, BBIXOASAIIUN 32 TPaHb IOHUMAe-
MOTO0, ’KEPTBEHHOCTh, 0OpaniéHHas B Hacuire. KTo Takoll TeppOpHUCT, €Clii CYUTAET
€IMHCTBEHHOM 1IeJIbIO CBOEH JKM3HM YHUUTOKEHUE KaK MO>KHO OOJIBILLIETro yucia He-
BUHHBIX JIIO/IeH? DTy MpoOIeMy Mbl BLIHOCUM Ha Te€aTpajibHYIO CIICHY.

«3ary0OsieHHbIE Ay — 3TO KepTBhI TepakTa 11 Mapra 2004 roga Ha cTaHUIMHU
Atoua B Maapuze.

DOma paboma vinonnena npu no0Oepr’cKe Paxyivmema uckyccme Asmonomnoco ynusepcumema Huoicnetl
Kanugpopnuu.
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PROYECTO DE PUESTA EN ESCENA DEL TALLER
UNIVERSITARIO DE TEATRO DE ENSENADA

Rodriguez Rojero F.

Universidad Auténoma de Baja California
Cerrada la Marina 224, Puerta del Mar 22785 Ensenada Baja California México.
Taller universitario de teatro de la facultad de Artes de Ensenada
Email: fernandorodriguez@uabc.edu.mx

“Almas Rotas” (del terrorismo a la puesta en escena). Los hechos son historia y
pertenecen a la realidad en un sentido univoco con un espacio y tiempo irremplazables,
cuando estos hechos, la realidad los desplaza, el arte los rescata y los convierte
en metaforas, con infinidad de sentidos y la posibilidad de multiples espacios y
tiempos infinitos. Un acto terrorista es un hecho que provoca fascinacion por el dafo
irreversible que produce, alcanza el grado de sublime porque esta hecho de fe, es
un acto extremo que va mas alla de los sentidos, es la belleza tltima convertida en
violencia que aniquila y destruye la razon sin cortapisas. ;De qué materia se compone
un terrorista que de pronto encuentra que su Unica mision en la vida es inmolarse
causando el mayor dafio posible a gente que no tiene injerencia en su decision?
Pregunta génesis de esta breve investigacion que culmina en una puesta en escena.
Las “almas rotas” son las victimas del atentado a la estacion de Atocha en Madrid el
11 de marzo de 2004.

Este trabajo se realizo con el apoyo de la Facultad de Artes de la Universidad Autonoma de Baja California.
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CONTEMPORARY THEATRE IN LATIN AMERICA

Jijon C.E.

Universidad Central del Ecuador, Av. Universitaria, Quito 170129, Ecuador
Universidad Politécnica de Valecia, Camino de Vera, s/n 46022 Valencia, Esparia
Email: cejijon@gmail.com

The ruptures posed by contemporary theater are not new in Latin America. It is a
territory where modernity was never established as such, as stated by Nestor Garcia
Canclini, and where ancestral notions, such as duality, are still valid and tangible. The
influence of these factors is also clear in contemporary dramaturgy of this region. Far
from the Magical Realism linked to the region, it’s actual dramaturgy unveils realities
that coexist with crudeness. This conclusion can be reached after the analysis of the
dramatic texts of the region.

COBPEMEHHDBIH TEATP B JIATHHCKOH AMEPHKE

XuxoH K.E.

I[enmpanvHuwlil ynusepcumem dxeadopa, Kumo, Ixeadop
IoaumexHuueckuil yHusepcumem Banencuu, Banercus, Henanus
Email: cejijon@gmail.com

Pa3Hornacusi, cozmaBaeMble COBPEMEHHBIM TEATPOM, HE HOBBI B JIaTuHCKON AMe-
puke. TeppuTopualibHOE PacOIOKEHHE, I7I€ COBPEMEHHOCTh HUKOTITIAa HE Obla ycTa-
HOBJICHA KaK TakoBasd, Kak yrBepxkaaet Hecrop ['apcus Kanknunu, u rjie npeakoBbie
TOHSTHS, TAKUE KaK JBOMCTBEHHOCTh, MO-TIPEKHEMY JNEHUCTBUTEIBHBI U OCSI3a€MBl,
SIBHO BJIMSIIET Ha COBPEMEHHYIO JApamMaTypruro 3Toro peruona. Jlanekas ot Marude-
CKOTO peaii3Ma, CBSI3aHHOTO C JIAHHBIM PErMOHOM, (haKTHUeCKas ApamMaTyprusi pac-
KPBIBAET peasiui, KOTOPHIM COMYTCTBYET TOIIOPHOCTh U TpydocTh. K Takomy 3akiito-
YEHUIO MOXKHO MPUNTH MOCIJIE aHAIM3a ApaMaTypruiueckux paboT peruoHa.
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TEATRO CONTEMPORANEO EN AMERICA LATINA

Jijon C.E.

Universidad Central del Ecuador, Av. Universitaria, Quito 170129, Ecuador
Universidad Politécnica de Valecia, Camino de Vera, s/n 46022 Valencia, Esparia
Email: cejijon@gmail.com

Las rupturas que plantea el teatro contempordneo no son nuevas en América
Latina. Territorio en el cual la modernidad nunca se llegd a establecerse como tal,
como lo manifiesta Nestor Garcia Canclini, y en la que las nociones ancestrales, como
la de dualidad, siguen vigentes y tangibles; influyendo claramente en su dramaturgia
contemporanea. Esta, lejos del Realismo Magico al que se asocia a la region, devela
realidades que cohexisten con crudeza. Conclusion a la que se puede llegar tras el
analisis de las obras de dramaturgos de la region.
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THE POETIC-PHILOSOPHICAL INTUITION: THE BIG
BANG OF THE CREATION, STUDY CASE ASSEMBLY
ARREBATO OPUS 52, BASED ON THE BACCHAE OF

EURIPIDES AND THE DANCE OF ISADORA DUNCAN

Loayza Cabezas G.M.

Faculty of Arts, Central University of Ecuador, Av. Universitaria 170129 y Bolivia, Quito, Ecuador
Email: gmloayza@uce.edu.ec

The present investigation is the result of the one-year training process with
university theater students. One of its main objectives is to reflect on the role played
by poetic-philosophical intuition as a trigger in the creative process. The allegorical
metaphor of the universe, the Big Bang, allows us to playfully approach concepts such
as: expansion, extrapolation, burst or primary energy discharge, as well as the notions
of space and time, and their implications in the process of creation. The approach
involves currents of thought and contemporary stage practices, among which the
antilogical theater and the performative practices stand out, which emphasize
the space-temporal and kinetic aspects. The population and sample constitute the
assembly process itself and its stakeholders: students, teachers and spectators; for
which, signing techniques, interviews, forums and conversations were applied. The
analysis is approached from self-reflection and self-thematization, applied to the work
that is the subject / object of the research. One of the most relevant results has been the
inclusion of performative practice in the study of contemporary theater, in a context
that for years has seen as a priority the theater of mimesis and representation. The
research allows us to conclude that it is necessary that the theatrical training processes
explore other possibilities of thinking and approaching the theatrical practice in the
university environment as a set of productive and receptive processes.

Academic research: case study for doctoral studies UCE Ecuador-UPV Valencia Spain.
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IMOATHKO-®H/IOCOPCKAA HHTYHUITHUA:
«BOJIBIIIOH B3PBIB» B TBOPYECKOM ITPOIIECCE,
HCCJIENJOBAHHUE HA IIPUMEPE IOCTAHOBKH
«HEHCTOBCTBO, OITYC 52», OCHOBAHHOH HA
«BAKXAHKAX» EBPUITH/TA H TAHIIAX AHCE/TIOPBI
JIYHKAH

Jloatica Kabecac I'.M.

daxkyavmem uckyccms, LlenmpanvHbiil yHusepcumem Jxkeadopa, Kumo, Iekadop
Email: gmloayza@uce.edu.ec

JlanHOoe HccnenoBaHue — 3TO Pe3ysibTaT TOAUYHOM padOThl CO CTyACHTaMHU YHHU-
BepcUTETCKOro Tearpa. OaHa U3 IaBHBIX 33]1a4 — 3TO BBISIBICHUE POJIM MO3TUKO-(PU-
J0CO(CKON MHTYUIIMU KaK BayKHEUILIETO 3JIEMEHTa TBOpUECKoro mpoiiecca. Beemup-
HO M3BeCTHas ayieropus «bonbinoi B3peiB» m03BoIsSET B UTPOBOM hopMe mpopabdo-
TaTh HAa CLEHE TaKHe MOHATHUS KaK: SKCIIAHCHS, SKCTPAITOJISIIUS, B3PhIB U IIEPBUYHAS
paspszika, B TOM YHUCJE MPEACTABIECHUE O BPEMEHU U MPOCTPAHCTBE, BKIKOUYECHHUE B
npouecc coznanus. [logo6Has 3anaya noOyKaaeT K MOSBICHUIO pa3MbILIUICHUN U pa3-
BUTHIO COBPEMEHHBIX CLIEHMYECKUX NPAKTUK, CPEAU KOTOPBIX MOXHO OTMETUTBH HE-
JIOTUYHBIN TeaTp, cpeAcTBa nepdhoManca — MMEHHO OHU BIMSIIOT Ha TPOCTPAHCTBEH-
HO-BPEMEHHBIE aCIIEKThl U KUHETHKY.

Hacenenne BKIIFO4aeTCsl B TROPUECKUN MPOLECC U COTPYAHUYAET CO CTYIECHTaMH,
NPEToAaBaTeIsIMU, 3PUTEISIMU — JIJIST ATOTO MCIOJB3YIOTCS TEXHUKUA (PUKCAIUU WH-
(dopManuu, HHTEPBbHIO, POPYMBI.

AHanu3 npoBOJUTCS Yepe3 pe(IIeKCHI0 Ha OCHOBE TOTO WJIM MHOTO IIPOU3BENE-
HUS1, KOTOPOE CTAaHET CyObEKTOM HJIM OOBEKTOM HCCIIEIOBAHUS.

OaHUM 13 3HAYUMBIX PE3YJbTATOB CTAJIO BKIIOYEHUE CUEHUYECKOW MPAKTHKU B
U3y4YEHUE COBPEMEHHOTI'O TeaTpa.

HccnenoBaHue Mo3BOJIAET CAECNATh BBIBOJ O TOM, YTO COBPEMEHHAs TeaTpaJibHAs
’KV3Hb BBI3bIBAET MHOKECTBO PA3MBIIUJIEHUN U MO3UTUBHBIX HAIPABICHUI B pa3BU-
TUW YHUBEPCUTETCKOIO Tearpa.

Jlannoe axademuueckoe uccied08anue npogooUIoCcy 8 pamkax dokmopaumypul 6 yHusepcumemax UCE
(Oxeadop) u UPV (Banencus, Hcnanus,).
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LA INTUICION POETICO-FILOSOFICA: EL BIG BANG
DE LA CREACION, ESTUDIO DE CASO MONTAJE
ARREBATO OPUS 52, BASADO EN LAS BACANTES DE
EURIPIDES Y LA DANZA DE ISADORA DUNCAN

Loayza Cabezas G.M.

Carrera de Teatro Facultad de Artes, Universidad Central del Ecuador, Av. Universitaria 170129
y Bolivia, Quito-Ecuador
Email: gmloayza@uce.edu.ec

La presente investigacion es resultado del proceso formativo de un afio con
estudiantes de teatro universitarios. Uno de sus objetivos principales es la reflexion
acerca del rol que cumple la intuicion poético-filosofica como disparador en el proceso
creador. La metéfora alegorica del universo, el Big Bang, permite abordar de manera
ludica en la escena conceptos tales como: expansion, extrapolacion, estallido o descarga
energética primaria, asi como las nociones espacio y tiempo, y sus implicaciones en
el proceso de creacion. El enfoque involucra las corrientes de pensamiento y practicas
escénicas contemporaneas entre las cuales destacan el teatro antilogico y las practicas
performativas, las cuales enfatizan los aspectos espacio-temporales y kinésicos. La
poblacion y muestra la constituyen el proceso de montaje mismo y sus involucrados:
estudiantes, docente y espectadores; para lo cual, se aplicaron técnicas de fichaje,
entrevistas, foros y conversatorios. El andlisis se aborda desde la auto-reflexion y la
auto-tematizacion, aplicado a la obra que es sujeto/objeto de la investigacion. Uno
de los resultados mas relevantes ha sido la inclusion de la practica performativa en el
estudio del teatro contemporaneo, en un contexto que por anos ha contemplado como
prioridad el teatro de mimesis y de representacion. La investigacion permite concluir
que es necesario que los procesos formativos teatrales exploren otras posibilidades
de pensar y abordar la praxis teatral en el &mbito universitario como un conjunto de
procesos productivos y receptivos.

Investigacion académica: estudio de caso para de estudios de doctorado UCE Ecuador-UPV Valencia
Esparia
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INSIDE THE THEATER CLASSROOM

Flores 1.C., Romano D.A.

Facultad de Artes, Benemérita Universidad Autéonoma de Puebla, México
Email: crisfloresh@hotmail.com

For us, to get into the theater universe through the window of the modern university,
it means to be in an academic environment, in the frame of a dynamic community
which is expanding its knowledge borders to the Research-Creation process. So, the
primary task is to toughen up the theatrical, educational processes applying a solid
pedagogical practice, based on a robust pedagogue-student relationship. Such kind
of binomial synergy responds to the challenges of the actual theater related to the
poetics, the knowledge scrutiny, scenic practice, esthetical expressions.

Bear a part of a look into the complexity of the theatrical phenomenon, the unit
pedagogue-student, must walk from the essence of the pedagogical action to the
generating seed that will launch the creative individuality toward aesthetic proposals
that will attract the attention of the cybernetic age into the theater.

In the search as mentioned above, the art of the pedagogy accompanies us all the
way along among the students in the classroom, in front of an actor group during the
staging process, sitting in a theater room during a performance, and so on. Therefore,
we speak from the university classroom to meet us in the theoretical and practical
nature of the creative processes, finding out our paths. Recounting a theater story,
connecting the actor with his classmates, making a group, make it happened with the
public and the most important thing is to generate a fluid communication, interactions,
and happenings.

Our proposal encloses the paradox “teach the art of acting or directing is not
possible, isn’t it? However, to learn it, it is!” In this work, we rely on the searches
and reflections of life in theatre by Stanislavski, Nemirovich-Danchenko, Knebel,
Grotowski, Brook, Pavis, Dubatti, Feral, Mendoza and others.
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BHYTPU TEATPAJIBHOI'O KJIACCA

@aopec U.K., PomaHo /1.A.

dakyavmem uckyccmas, ABMOHOMHbIU yHusepcumem I1yabawt, Ilyabaa, Mexcuka
Email: crisfloresh@hotmail.com

Bxo1eHre BO BCEIIEHHYIO Tearpa MOCPEACTBOM COBPEMEHHOTO YHUBEPCUTETA 03-
HAyaeT JiJIsl Hac ObITh B aKaJIEMUYECKOM cpejie, B paMKaxX JTMHAMUYHOIO COOOIIECTBA,
KOTOpPO€ pacuIupsieT TPaHUIlbl CBOMX 3HAHUH 3a CUET MCCJIEI0BATEILCKUX U TBOpUE-
CKHX TPOIIECCOB. 3a/iaya COCTOUT B TOM, YTOOBI YKPEMUTh MPOIIECCHI T€aTPaTbLHOTO
00y4eHHs C MOMOIIBIO MEJArOruYecKoil MPaKTUKU, OCHOBAaHHOW Ha A(()EKTUBHBIX
B3aUMOOTHOIIEHUSIX MEXY MeJaroroM U yueHUKoM. Takoi OMHOMHAIbHBIN CUHEP-
TU3M OTBEYAET HA BBI30BBI COBPEMEHHOTO TE€ATPA, CBA3aHHBIE C ITOATUKOW, AHATTU30M
3HAHWUW, CIIEHUYECKON IPAKTUKOM, 3CTETUYECKUMHU ITPOSIBICHUSIMU.

Heo6xoaumo oOpaTuTh BHUMaHNE Ha CIIOKHOCTh TEaTPAIBHOTO SIBJICHUS, T/IE pa-
O0oumii TaHIEM TEAaror-CTyJICHT JTOJDKEH MCXOAWTh M3 CYITHOCTH IE€IaroruyecKoro
JNEUCTBUS U CTaTh HICTOYHUKOM, KOTOPBI HAIPABUT TBOPUYECKYIO UHAUBUAYAIBHOCTD
B CTOPOHY ACTETUYECKUX MPEIOKEHHM, BOBJIEKAIOMINX KMOEp-310oXy B Tearp. B atom
IIOMCKE UCKYCCTBO IEJarOTUKN COMPOBOKIAAET HAC HA BCEM IMYTHU: BO BPEMS 3aHITUI
CO CTyJIEHTaMU B KJIacce, MepeJl akTepaMH BO BPEMs PEETULINH, B 3pUTEIILHOM 3aJie
BO BpPEMS CIIEKTAKJIA U T.J. [03TOMY MBI XOTUM BECTH JUAJIOT B YYCOHOU ayTUTOPHH,
3HAKOMUTHCSI C TEOPETUUECKUM M MPAKTUYECKOM XapaKTEPOM TBOPUYECKHUX IMPOIEC-
COB, Haxolsl CBOU coOCTBeHHBIE yTH. [lorpyskast B uCTOpHIO TeaTpa, OObEANHSS aK-
TEPOB-CTY/ICHTOB B €IMHBIN KOJIEKTUB, CO3/1aBas TPYIITy, HEOOXOIMMO BBIXOAUTH Ha
paboty ¢ myOIuKoH, 1, camoe TJIaBHOE, CO3/aTh B IpyMIie JaOuIbHbIe, THOKUE CBSI3H,
B3aMMOJICUCTBUS 1 HACHIIIATh pabOTy COOBITHSIMMU.

Ham moxnan Bkirodaet B cebs mapagokc: «HayduTs akTepcKoMy MacTepcTBY M
peKUcCype HEBO3MOXKHO, HE Tpapaa Jin? TeM He MEeHee, 3TO HET Tak! YUUThCS HYX-
HO!» DTO UCCIEI0BaHUE ONMUPAETCS HA PAa3MBIILJICHUS O KU3HU B Tearpe U paboThl
Cranucnasckoro, HemupoBuua-/lanuenko, Kueoens, ['poroBckoro, bpyka, I1aBuca,
Hy6artu, ®epan, MeHI0CHI U APYTHUX.
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DESDE EL AULA DE TEATRO. INVESTIGACION,
CREACION Y ACCION PEDAGOGICA

Flores I.C., Romano D.A.

Facultad de Artes, Benemérita Universidad Autéonoma de Puebla, México
Email: crisfloresh@hotmail.com

Entrar al universo del teatro a través de la optica de la universidad moderna,
significa para nosotros un &mbito académico de una comunidad en movimiento que
extiende los dominios del conocimiento hacia la investigacion-creacion. La tarea es
fortalecer los procesos de formacion teatral mediante una practica pedagdgica con
fundamento en la relacion pedagogo-estudiante, para responder a los retos del teatro
de nuestro tiempo relacionados con poéticas, indagacion del saber, exploracion y
practica escénicas, expresiones estéticas.

Compartir una mirada en la complejidad del fendémeno teatral desde el aula, es
caminar a esa esencia de accion pedagogica, a esa semilla generadora, que impulse
la expresion de la individualidad creadora hacia propuestas estéticas que atraigan el
interés en la era cibernética por el teatro. En esta busqueda el arte de la pedagogia
nos acompafa todo el tiempo, entre los estudiantes en un salon de clase, frente a un
grupo de actores en el proceso de puesta en escena, sentados en una sala teatral. Por
tanto, queremos dialogar desde el aula universitaria, encontrarnos en los procesos
creativos en su naturaleza tedrico-practica, explorando nuestras propias rutas. Contar
una historia en el teatro, conectar al actor con su compaiiero de trabajo, con el
conjunto, una experiencia, un trozo de vida, un recuerdo, un pensamiento, un hacer,
en un ambiente peculiar de puntos convergentes de vida viva en la escena, generando
comunicacion, interaccion y aconteceres. Nuestro planteamiento parte de la paradoja
“ensefar el arte de la actuacidn o direccion, no es posible, pero aprender (instruirse),
si!”. En este estudio nos apoyamos en las busquedas y reflexiones de vida en el teatro
de, Stanislavski, Nemirovich-Danchenko, Knébel, Grotowski, Brook, Pavis, Dubatti,
Feral, Mendoza y otros.
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THE ROYAL UNIVERSITY THEATER OF LIEGE:
AN ICONIC THEATER AND A MARGIN
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Chevalier A.
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Email: alain.chevalier@uliege.be

The official birth of the Théatre Universitaire Royal de Liege (TURLg) begins in
1941. Since then, it has not stopped developing, beside the academic system, his artistic
activities of amateur practice both locally and internationally. With his many tours
abroad and the holding since 1983 of its annual international meetings (the RITUs-
Rencontres Internationales de Théatre Universitaire), it was the breeding ground of
which emerged our International University Theatre Association (AITU-IUTA) which
marks the beginning of a renewed visibility of university theatre practice in the 21st
century. But how is it that the TURLg played such a vital role in the creation of AITU?

Taking this interrogation as a starting point, our communication aims to identify,
from a historical and institutional perspective, the factors that have allowed the
TURLg to maintain its non-academic theatrical activities for more than 75 years. On
the other hand to define in what way it could appear as an emblematic university
theater at the end of the 20st century.
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KOPOJIEBCKHH TEATP JIBEXKCKOI'O
YHHBEPCHUTETA:
BCEMWHPHO U3BECTHOCTHBIH TEATP U ITPUMEP
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Email: alain.chevalier@uliege.be

OdunmansHoe poxaenne KoponeBckoro yHuBepcuTeTckoro Ttearpa JIbexa
(TURLg) cocrosunocs B 1941 rogy. C Toit mopsl OH HE IpeKpaliail pa3BUTHE, TOMU-
MO aKaJIEMUYECKOM CHUCTEMBbI, CBOE€H XYI0KECTBEHHOW NESATEIILHOCTH B OTHOIIIEHUU
TFOOMTENBCKON MPAKTUKU KaK B CBOCH CTpaHE, TaK M Ha MEXIyHApOIHOM YpPOBHE.
Ocy1iecTisis MHOTOUMCIICHHBIE TTOE3IKM 3a rpaHully u cobupas ¢ 1983 roma exe-
ronHbie MexyHaponsbie BcTpeun yHuBepcuterckux tearpoB (RITU — Rencontres
Internationales de Théatre Universitaire) B JIbexke, TeaTp cTai Mo4Boi AJis CO31aHUS
MexnyHapoaHoil accoruanuu yHuBepcuteTckux TtearpoB (AITU-IUTA), kotopas
3HAMEHYeT Hayaja0 OOHOBJIEHHOTO BUJICHUSI PAKTUKHA YHUBEPCUTETCKUX T€aTpoB 21-
ro Beka. Ho xak nomyuunock, yto TURLg ceirpait Takyro BakHYIO pOJib B OCHOBAaHUH
AITU?

Harme cooGmienrie HanpaBieHo Ha TO, YTOObI C HCTOPUUECKON U MHCTUTYIIUOHAIIb-
HOM TOYKH 3pEHUS, BBIUUCIUTH (hakTophl, KoTophie nmo3oiawin TURLgE nmoaaepxku-
BaTh CBOIO HEAKaJIEMUYECKYIO T€aTpajbHYIO JAesATeIbHOCTh Ooisee 75 net. C npyroit
CTOpPOHBI, ONPEACIUTh KAKUM 00pa3oM OH MOMKET MPEJACTaTh CUMBOJUYECKUM YHU-
BEPCUTETCKUM T€aTPOM B KOHIIE 20-T0 CTOJETHSI.
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LE THEATRE UNIVERSITAIRE
ROYAL DE LIEGE (TURLg):
UN THEATRE EMBLEMATIQUE ET UNE
INSTITUTIONNALISATION A LA MARGE

Chevalier A.

Théatre Universitaire Royal de Liege (TURLG), Liege, quai Roosevelt 1b,
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Email: alain.chevalier@uliege.be

La naissance officielle du Théatre Universitaire Royal de Liege (TURLg) remonte
a 1941. Depuis, il n’a cess¢ de développer, en marge du systeme académique,
ses activités artistiques de pratique amateur tant sur le plan local que sur le plan
international. Avec ses nombreuses tournées a I’étranger et la tenue depuis 1983 de
ses rencontres internationales annuelles (les RITUs), il a constitué le terreau duquel a
émergé notre Association Internationale du Théatre a I’Université qui marque le début
d’une visibilité renouvelée de la pratique artistique universitaire au XXI siecle. Mais
comment se fait-il que le TURLg ait joué un rdle si capital pour la création de I’AITU?

En prenant cette interrogation comme point de départ, notre communication se
propose d’une part de cerner, dans une perspective historique et institutionnelle, les
facteurs qui ont permis au TURLg de maintenir pendant plus de 75 ans ses activités
théatrales non académiques et d’autre part de définir en quoi il a pu apparaitre comme
un théatre universitaire emblématique a la fin du XXe siecle.
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THE MISSION OF THE CONTEMPORARY THEATER
AT UNIVERSITY: THE EMERGENCE OF A WORLD
CONSCIOUSNESS

Garbagnati L.

University of Bourgogne Franche-Comté, 32, avenue de l'observatoire
25000 Besancon, France
Email: lucilegarbagnati@wanadoo.fr

The university is a place of training; the theater gives to see, to hear and to
understand the world, so it is a trainer.

That is why it seems normal that the theater be present in university courses in its
various forms written, played and criticized. In a changing world, it appears as a way
to better grasp its contradictions and issues. The study and staging of contemporary
national and international authors, representations in the original language, of different
theatrical traditions, invite to question the point of national identity. They call for the
emergence of a certain syncretism, or even the creation of other aesthetics. They can
embody the problems of our globalized world: for example the endless pursuit of
profit by the globalized industry, the condition of child soldiers, the anxieties of an era
confronted with the loss of confidence in all political or religious systems, the rise of
extremism.

To the extent that theater shows the problems we face, it is the place where we
hear the voices of the world, it allows students to situate himself as a passive agent or
a dynamic player in a changing world. It opens the possibilities of an assumed world
citizenship.
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MUCCUA COBPEMEHHOI'O YHUBEPCUTETCKOI'O
TEATPA: IIOABJIEHUE IVIOBAJIBHOI'O COBHAHUA

I'apbaznamu JI.

Ynusepcumem ®panwi-Konme, besancon, OpaHuus
Email: lucilegarbagnati@wanadoo.fr

VYHUBEpPCUTET — 3TO MECTO, I1ie yuarcs. B Tearpe ecTh 4TO yBUIETH, YCIBIIATh U
MOHSITh MHUP, TAKUM 00pa30M, OH TOXKE YUUT.

[TosToMy mpencTaBiseTcsl €CTECTBEHHBIM, YTO TeaTp JODKCH IPHUCYTCTBOBATH
B YHHUBEPCUTETCKUX IPOrpaMMax B BHJE MbEC, TOCTAHOBOK M KPUTUKHU. B mM3MeHs-
IOIIEMCSl MUpPE TeaTp KaK Heb3s Jydllle YXBaThIBAET MPOTUBOPEUUS U MPOOJIEMBI.
N3yuenue 1 mocTaHOBKA COBPEMEHHBIX HAITMOHAIBHBIX U MEXyHAPOIHBIX aBTOPOB,
CO3/laHUE TIOCTAHOBOK Ha SI3bIKE OPUTHHAJA C YUYETOM Pa3lIMHBIX TeaTpajbHbIX Tpa-
JUIUNA TOJIHUMAIOT BOMPOC HAlMOHANIbHOU uaeHTUduKkanuu. OHU NpU3bIBAIOT K Oec-
IIPUCTPACTHOMY OTHOIIICHHUIO K BOITPOCaM, a BO3MOXKHO M CO3TaHUU HOBOM ICTETUKHU
oTHoIIeHU. OHU OTPAXKAIOT IPOOIEMBI HAIIIETO ITI00ATU30BAaHHOTO MUpa: OECKOHEY-
HYIO TIOTOHIO 32 MPUOBLUIBIO, BOCIIUTAHUE COJIAAT U3 ICTEH, TPEBOTH HAIIETO BPEMEHH,
BBI3BaHHBIC MTOTEPE YBEPEHHOCTHU B MOJIUTUUECKONW M PEIMTUO3HOM CUCTEMAX, POCT
AKCTpEMHU3MA.

Teatp nemoHCTpUpYET MPOOIEMBI, C KOTOPHIMU MBI CTAIKUBAEMCSI, 3TO MECTO, TJC
MBI CITBIIITAM TOJIOCA IPYTHX JIOAEH, OH IMO3BOJIIET CTY/ICHTaM CTaTh IMTAaCCHBHBIM Ha-
OJrofaTeNieM WM aKTHBHBIM YYaCTHHKOM ITPOIIECCOB MeHstomerocst mupa. OH pac-
KPBIBAET BO3MOXHOCTH MUPOBOTO TPAXKJAHCTBA.
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LA MISSION DU THEATRE CONTEMPORAIN A
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Garbagnati L.
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L’université est un lieu de formation; le théatre donnant a voir, a entendre et a
comprendre le monde est ainsi formateur.

C’est pourquoi il apparait comme normal que le théatre soit présent dans les
formations universitaires sous ses différentes formes écrite, jouée et critique. Dans un
monde en mutation, il apparait comme moyen de mieux en saisir les contradictions
et les enjeux. L’étude et la mise en scéne d’auteurs contemporains nationaux et
internationaux, des représentations en langue originale, de traditions théatrales
différentes, invitent a sortir du point de vue national identitaire. Elles appellent a
I’émergence d’un certain syncrétisme, voire a d’autres esthétiques. Elles peuvent
incarner les problématiques de notre monde globalisé: par exemple la recherche sans
fin du profit par I’industrie mondialisée, la condition des enfants soldats, les angoisses
d’une époque confrontée a la perte de confiance en tous les systémes politiques ou
religieux, a la montée des extrémismes.

Dans la mesure ou le théatre donnent a voir les problémes auxquels nous sommes
confrontés, ou il fait entendre les voix du monde entier, il permet aux étudiants de se
poser comme un agent passif ou comme un acteur dynamique d’un monde en pleine
mutation. Il ouvre les possibilités d’un citoyenneté mondiale assumée.
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THE IMPORTANCE OF THEATRE IN TECHNION -
THE ISRAEL INSTITUTE OF TECHNOLOGY

Zohar O.

Technion University, Haifa, Israel
HEC Paris, Jouy en Josas, France
Universié Paris 8, Saint-Denis, France
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After all, without theater, a university of science and technology exists in fields
where the essentials lie in the knowledge, analysis, and of materials. In other words,
students have no place to deepen their understanding of themselves, no opportunity to
develop their feelings, their emotions, communication skills and their understanding
of the human, and this is how without realizing it, thousands of people become robots.
Robots closed on themselves, unable to communicate deeply with their environment,
in all aspects of life.

What constitutes old teaching methods we received from the ancient times?
Teachers are unable to rise to the level of discoveries made every day by current
science and technology. Studies that deal with technological and scientific data rather
than independent thinking, distance students from themselves and the essence of life.
As a result, when robots — not human robots — begin to replace millions of people in
these fields, people who have studied such professions will not find work anymore. In
addition, they will face physical, psychological, social, economic, spiritual difficulties
without any ability to find solutions in the scientific or technological fields.

The theater will teach and expose unique theoretical and practical topics, including
those in the spiritual areas, especially topics that computer robots will not be able to
handle or even know in the years to come. The man of today must teach beyond
knowledge, innovatively and through methods that touch the heart and the soul. The
theater teaches the connection between the body, the soul, the spirit and the ideals of
humanity, and teaches how to convert them into future professions.
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O BA2KHOH POJIH TEATPA B TEXHHOHE —
H3PAU/IBCKOM TEXHOJIOTHYECKOM
HHCTHUTYTE

3oxap Y.
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Email: theatre@technion.ac.il

be3 TeaTpa Hay4YHO-TEXHUYECKUI YHUBEPCUTET MOXKET (DYHKIIMOHAPOBAThH B 00J1a-
CTSIX, T/I€ BXKHO IPUOOpETEHNE, aHAIN3 U 00paboTKa MaTepuana. [pyrumu cioBamu,
CTYZIEHTaM HETJIe yIIyOmsiTh MOHUMaHUe ceOsl, pa3BUTh CBOM YyBCTBA U AMOILIMH, T10-
JTYYUTh HABBIKK OOIICHUS Y IOHUMAHUS YeJI0OBEKa, U TAKUM 00pa3oM, CaMU HE TIOHHU-
Masi 3TOTO, THICAYH JIIOJIEH MpeBpalliatTcs B poooToB. POOOTOB, 3aMKHYTHIX Ha cele,
HE CIIOCOOHBIX K B3aMMOJICUCTBUIO C OKPYKAIOIIUM MUPOM BO BCEX aCIMEKTaX KU3HHU.

UTo e mpeACTaBIIIIOT COO0M cTapble METObI NMPENoaBaHuss? YunuTess HE MOTYT
JOCTUTHYTh TOTO YPOBHS, YTO KaXKIbId JIEHb IE€MOHCTPUPYIOT COBPEMEHHbIE HAayKa
U TexHuka. OOydeHue, cCocpeloTOUCHHOE Ha TEXHUYECKOW U HayYHOU MH(OpMAIIIH,
a He (GOPMHUPOBAHUM HE3aBHUCHUMOIO MBIILJICHUS, OTAASIET CTYJEHTOB OT Ce0sl U OT
*u3HU. B pesynbrare, Korjga poOoThl — HE JIFOIU-POOOTH — HAUMHAIOT 3aMEHSATh MUJI-
JIMOHBI JIFOJIEH B 3TUX 00JIacTAX, T€, KTO 00ydasics JaHHBIM MpodeccusiM OoJbllie HEe
MOTYyT HalTH paboty. K ToMy e, OHM CTaNKUBAIOTS ¢ PU3NUECKUMH, TICUXOJIOTHYE-
CKHMH, COLMATBbHBIMH, IJKOHOMHUUYECKUMHU U JYXOBHBIMU MpoOIeMaMu, HE UMes BO3-
MOKHOCTHU HalTH penIeHus B HAy4HOM U TEXHOJIOTUYECKOM 00acTsX.

Tearp Hay4uT U PaCKpOET YHUKAJIbHBbIE TEOPETUUECKUE U MPAKTUYECKUE TEMBI,
3aTparvBas, B TOM YHCJIE€, U BOMPOCHI TyXOBHOCTH. CO MHOTUMH U3 3TUX TEM KOM-
NBIOTEPU3UPOBAHHBIE POOOTHI HE CMOT'YT Pad0TaTh WM JIaXKe MOHUMATh UX €II€ MHO-
ro jeT. COBpEMEHHOI0 4YeJoBeKa clieayeT 00ydarh HE TOJbKO 3HAHUSIM, HCIOJb3Ys
WHHOBAI[MOHHBIE METO/IbI, 3aTParuBaloIue CepALe U Aylry. Tearp yuuT oObeIUHATh
TEeNO, AYINY, TyX U HUJeajbl YeJIOBEUECTBA U YUUT NMPeoOpa3OBbIBaTh 3TH HABBIKU B
Oynyuue npodeccumu.
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Apres tout, sans théatre, une université de science et technologie existe dans
des domaines ou 1’essentiel réside dans la connaissance, 1’analyse, la séparation
des matériaux. En d’autres termes, les étudiants n’ont pas de lieu ou approfondir
leur réflexion sur eux-mémes, ou développer leurs sentiments, leurs émotions, la
communication et leur compréhension de I’humain, et c’est ainsi que sans cette
réalisation, des milliers de personnes deviennent des robots. Des robots refermés sur
eux-mémes, incapables de communiquer en profondeur avec leur environnement,
dans tous les aspects de la vie.

Que se passe-t-il au cours des anciens processus d’apprentissage qui nous viennent
des siecles passés? Les enseignants sont incapables de s’élever jusqu’au niveau
des découvertes atteint tous les jours par la science et la technologie actuelles. Les
¢tudes qui traitent de données technologiques et scientifiques plutdt que d’une pensée
indépendante, ¢€loignent les ¢étudiants d’eux-mémes et de 1’essence de la vie. Par
conséquent, lorsque des robots — et non pas des robots humains — commenceront a
remplacer des millions de personnes dans ces domaines, les personnes qui ont étudié
de telles professions ne trouveront plus de travail. En outre, elles iront au devant
de difficultés physiques, psychologiques, sociales, économiques, spirituelles, etc.,
sans aucune capacité de trouver des solutions dans les domaines scientifiques ou
technologiques.

Le théatre enseignera et exposera des sujets théoriques et pratiques qui seront tout
a fait unique au monde, également dans le domaine de 1’ame et de ’esprit, surtout
des sujets que les robots informatiques ne seront pas en mesure de traiter ni méme de
connaitre dans les années a venir. L’homme d’aujourd’hui doit enseigner au-dela de
la connaissance, de manicre innovante et au moyen de méthodes qui touchent le cceur
et I’ame. Le théatre enseigne la connexion entre le corps, I’ame, I’esprit et les idéaux
de I’humanitg, il enseigne de plus comment les convertir en de futures professions.
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Email: leonardo.mancini@unito.it

Often still today perceived in Italy as separate and distant worlds, theatre and
academies have not always be two disconnected spheres, each one segregated in its
own domain of activities. Between the XIX and the XX century, new and innovative
bridges through these two domains were cultivated by Luigi Rasi, director of the
Royal School of Acting in Florence. Actor, teacher, historian and man of letters, Rasi
(1852-1918) conducted a global project of reform of the Italian theatre, from the
artistic knowledge of actors to the born of a new discipline of studies, the history
of theatre. In an epoch of fast changes in the art of actors, Rasi managed to collect
an encyclopedic knowledge, giving life to an historiographical Dictionary of Italian
actors and to a precious library collection nowadays based in Rome (Biblioteca
teatrale del Burcardo). Furthermore, Rasi’s pedagogic activities, developed for more
than thirty years, allowed him to connect the world of professional actors with the new
generations of young theatre passionates, who were now starting their steps into the
theatre from a hybrid artistic and academic context.

The large fields of interests cultivated by Rasi extended the domains of the Italian
theatre to new relations with music, arts, literature and poetry, arriving to the genre
of the “melologue” (melologo). Also thanks to the collaboration with other artistic
Institutions (for example the Royal Institut of Music of Florence, today still active
as the Conservatory “Luigi Cherubini”), and in connection with several intellectuals
from Italy and abroad, Rasi gave life to a prolific and wide-ranging approach to the
theatre, which also later influenced many crucial moments of the Italian theatre of the
XX century.

This contribution is part of my actual researches under my PhD in Letters at the University of Torino
(curriculum “Theatre and music”, prof- A. Petrini), in cotutorship with the Université Paris 8 (prof-
Isabelle Moindrot).
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Tearpsl 1 akazgeMun He Bcerna ObLIU IBYMS OT/ACIbHBIMH, pa3AeIEHHBIMA MUPa-
MH, KOXKIbIM COCPENOTOUYCHHBIM HAa CBOEM BUIE nesaresibHOCTH. Mexnay XIX n XX
Bekamu Jlynmku Pacu, pexuccép KoposeBckol MIKOIbI aKTEPCKOTO MacTEpCTBA BO
dnopeHINH MepeOPOCHIT MEXKY HUMU MOCT. AKTEp, IMMEIaror, ICTOPUK U YUYEHBIH,
Pacu (1852-1918) mpoBén mmobanpHOE W3MEHEHNE UTATBIHCKOTO Tearpa, HaduHas C
XyJI0’KECTBEHHOTO 00pa30BaHUs aKTEPOB M 3aKaHUYMBAs POXKJICHWEM HOBOW IHCIIU-
IUIMHBI — UCTOPUU Tearpa. B smoxy ObICTpBIX M3MEHEHUI aKTEPCKOr0 MacTepcTBa
Pacu ynanocws cobpaTh OecrpelieHIeHTHbIE SHIMKIIONEINYECKHE 3HaHUs O Tearpe,
KOTOPBIE, B CBOKO OYEPEIb, MTOAAPHIH KU3Hb «CI0BAPIO ISl UTATBIHCKUX aKTEPOB)
(1905) u GecrieHHOM OUOIMOTEKE, KOTOpast 10 CUX MOP HaxoauTcsl B Pume (Tearpaib-
Has oubnmnoteka bypkano). K tomy xe, megarornueckas nesaTeiabHOCTh Pacu, koTo-
PYIO OH COBEPILIEHCTBOBAJ 0oJiee TPUIIATH JIET, TIO3BOJIMIIA EMY COSAMHUTH MUP TIPO-
(eccroHaNbHBIX aKTEPOB C HOBBIM MOKOJIEHUEM FOHBIX JIIOOUTENEH TeaTpa, KOTOphIE
TOJIBKO JI€JIaJIM CBOM TIE€PBbIE IIary HA CIICHE.

VY Pacu ObLT IUPOKUHN CIIEKTP UHTEPECOB, YTO MOMOITIO €MY CO3/1aTh HOBbBIE CBSI-
3U UTAJIBSHCKOTO TeaTpa ¢ My3bIKOM, N300pa3uTEIbHBIM UCKYCCTBOM, JIUTEPATYPOU U
033U, MOAAPUB MHUPY HOBBIN KaHpP «Menoiory. Takxke O6garomapsi COTpyIHUYECTBY
C IPYTUMHU XYJIOKECTBCHHBIMHM y4E€OHBIMU 3aBefieHusIMHU (Hampumep, KoponeBckum
UHCTUTYTOM MY3bIKM BO DiOpeHIMH, ceroaHs 310 PropeHTUicKass KOHCEPBATOPUS
umenu Jlynmpku KepyOunu) u CBSI3SIM ¢ MHTEIUIEKTYaIbHOM AIUTON Kak B MTanuu, Tak
u 3a pyoexoM, Pacu 1ain >KM3Hb II0I0OTBOPHOMY U IIMPOKOMY MOAXOY K T€aTpPy, 4TO
II03KE 0KA3aJI0 BIIMSIHUE HA MHOTHE BAJKHBIM MOMEHTBI pa3BUTHUS Tearpa B Mtanuu B
XX Beke.

Oma paboma s615emcst Hacmvplo MOE20 MeKywe20 UCCIe008aHUsl 8 PAMKAX GbINOTHEHUS OOKMOPCKO
duccepmayuu no rumepamype 8 Typunckom ynugepcumeme (xypc “Teamp u mysvixa”, npogh. A.Ilempunu)
noo Koxcynbmuposarnuem npogh. Mzabenv Mounopo (Ynusepcumem Ilapuoic 8).
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RELATIONS ENTRE LE THEATRE ET LES
ACADEMIES A LA FIN DU XIX SIECLE EN ITALIE.
LUIGI RASI ET L’ECOLE ROYALE DE DECLAMATION
DE FLORENCE (1882-1918)

Mancini L.

Université de Turin, Via Sant Ottavio 50, Turin, 10124, Italia
Email: leonardo.mancini@unito.it

Les théatres et les académies n’ont pas toujours été deux mondes séparés et distants,
chacun confiné dans son champ d’activités. En Italie, entre le XIX et le XX siecle, de
nouvelles et innovantes connexions entre ces domaines furent cultivées par Luigi Rasi,
directeur de ’Ecole Royale de Déclamation de Florence. Acteur, professeur, historien
et homme de lettres, Rasi (1852-1918) mena, pendant toute sa vie, un projet large
et articulé de réformes du théatre italien. A une époque de changements trés rapides
dans I’art des acteurs, Rasi réussit a recueillir une connaissance encyclopédique sans
précédent sur le théatre, donnant vie a un Dictionnaire des acteurs italiens (1905) et a
une précieuse bibliothéque sur I’histoire du théatre italien, encore aujourd’hui située
a Rome (Bibliotheéque théatral du Burcardo). De plus, les activités pédagogiques de
Rasi, développées pendant plus de trente ans, lui permirent de relier le monde des
acteurs professionnels aux nouvelles générations de jeunes passionnés de théatre, qui
commengaient leurs premiers pas dans un contexte hybride, artistique et académique
a la fois.

Dans cette nouvelle perspective, les vastes intéréts cultivés par Rasi ouvrirent aussi
le théatre italien a de nouvelles influences avec la musique, les arts et la littérature,
en arrivant jusqu’au genre du “meélologue” (ou “mélodrame™), presque pas encore
connu en Italie a cette époque. En collaboration avec I’Institut Royal de Musique de
Florence, aujourd’hui Conservatoire “Luigi Cherubini”, Rasi a exploré une nouvelle
relation entre le texte et la musique, qui a apres influencé de nombreux moments plus
célebres du théatre italien du XXe siecle.

Aujourd’hui, I’exemple de I’Ecole Royale dramatique de Florence, entre autres,
peut constituer une précieuse source d’inspiration pour ceux qui veulent surmonter
les barrieres entre des mondes qui malheureusement sont souvent séparés, mais dont
I’union peut apporter des résultats inattendus et une force culturale innovante.

Cette contribution fait partie de mes actuelles recherches dans le cadre de mon doctorat en Lettres a
[’Université de Turin (Prof. Armando Petrini), en cotutelle avec ['Université Paris 8 (Prof. Isabelle
Moindrot).
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THE PARADOX OF THE UNIVERSITY THEATER:
AVANT-GARDE AND TRADITION

Kabeya F.H.

University of Lubumbashi, Lubumbashi, B.P., 1825,
Lubumbashi, Democratic Republic of the Congo
Email: kabeyafaho@yahoo.fr

The University Theater is in essence a theater both rooted in tradition and haunted
by an incessant quest for novelty and transgression. This paradox, to see closely,
is only apparent. In fact, the university is a place where past science and the most
forward-looking sciences of science are peacefully coexisting; it is also the place of
the most wacky utopia and iron pragmatism.

More and more, our universities look like miniature universes, where cultures meet
and contemplate each other, I think of my past experience at the Cit¢ Universitaire
de Paris where the House of Morocco, alongside those of India, Spain, Italy, Japan,
United States of America etc.

The university theater is a theater of the world, a timeless theater, a theater
that must claim its variety, its vitality and above all its freedom in the face of the
ideological partitions of the tradition and the many crises of the theater.



ITAPAJTOKC YHUBEPCUTETCKOI'O TEATPA:
ABAHTAPT U TPATHITHH

Kabes @.0.

Yrusepcumem Jlyobymbawiu, JIyobymobawu, /femokpamuueckas pecnybauxa Koneo
Email: kabeyafaho@yahoo.fr

YHUBEPCUTETCKUHN TEATp — 3TO, IO CYTH, TE€ATP, YXOAAIINUN KOPHIMHU B TPATULIUU
1 B TO YK€ BpeMs MPECIICAyEeMbId HETTPECTAHHBIM TTIOMCKOM HOBHU3HBI U TPAHCTPECCHUH.
DTOT MapajoKc, €CIA MPUCMOTPETHCSI BHUMATEIBHO, TOJBKO KaKymuiics. DakTuye-
CKH, YHUBEPCUTET — 3TO MECTO, TJIe 3HAHUS MPOIUIOrO U CaMble MEPCIIEKTUBHBIC CO-
BPEMEHHbIC HAyKU MUPHO COCYIIIECTBYIOT; 3TO TaK)Ke€ MECTO CaMOW CyMacIle/ieit
YTOIHMH U KEJIE3HOTO MparMaTu3ma.

Bce Gombiie 1 60bIlIe HAIIM YHUBEPCUTETHI BHIVISASAT KAK MUHHATIOPHBIE BCEJICH-
HBIE, TJIe KyJBTYPhl BCTPEUAIOTCS U CO3ePHArOT ApyT Apyra. Oco3HaBas 3TO, s BCIOMH-
HAIO O CBOEM OITbITe B YHUBepcuTeTcKoM ropoake [lapmka (Cité Universitaire de Paris),
rae coceAcTByOT JJoma Mapokko, Muauu, Ucnianun, Utanuu, Anonnn, CIIA u T.1.

YHUBEPCUTETCKUH TeaTp — 3TO Te€aTp MUPA, BEUHBIHN TeaTp, Tearp, KOTOPbIN T0JKEH
yTBEPK/1aTh CBOE pa3HOOOpa3une, ;KU3HECIIOCOOHOCTD U, MPEXkKIE BCET0, CBOIO CBOOOTY
nepe JIMLOM HJIE0JIOTMYECKHUX Pa3/IeoB TPAAULIMK U MHOTUX KPU3UCOB B TE€ATPE.

LE PARADOXE DU THEATRE UNIVERSITAIRE:
AVANT-GARDE ET TRADITION

Kabeya F.H.

Université de Lubumbashi, Lubumbashi, B.P., 1825,
Lubumbashi, République Démocratique du Congo
Email: kabeyafaho@yahoo.fr

Le Théatre universitaire est par essence un théatre a la fois ancrée dans la tradition et
hanté par une quéte incessante de nouveauté et de transgression. Ce paradoxe, a y voir
de pres, n’est qu’apparent. En effet, I’université est un lieu ou cohabite pacifiquement
les sciences tournées vers le passé et les sciences de la prospective la plus audacieuse,
c’est aussi le lieu de I"utopie la plus loufoque et du pragmatisme de fer.

De plus en plus, nos universités ressemblent a des univers en miniature, ou les
cultures se rencontrent et se contemplent, je pense a mon experience passée a la Cité
internationale Universitaire de Paris ou la Maison du Maroc, cotoie celles de 1’Inde,
de I’Espagne, de I’Italie, du Japon, des Etats-Unis d’ Amérique etc.

Le théatre universitaire est un théatre du monde, un théatre intemporel, un théatre
qui doit revendiquer sa variété, sa vitalit¢ et surtout sa liberté face aux cloisons
idéologiques de la tradition et de multiples mises en crise du théatre.
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WHAT IS THE POTENTIAL OF THEATRE FOR A
UNIVERSITY?

Freymeyer K.

Ruhr-Universitdat Bochum, Centre of Arts, Theatre department, Universitdtsstrafie 150
D — 44801 Bochum, Germany
Email: karin freymeyer@rub.de

1961 as the Ruhr-Universitdit Bochum was founded also a Centre of Arts with
four departments was planned. One department was and is still theatre. Then, the
primary aim was creative counterbalance to the academic studies. Along this is no
longer sufficient.

The university theatre, called Studiobiihne, still offers possibilities in acting.
But for political-strategic reasons, it has changed into an event venue for all on the
campus, who want to make theatre. Besides, theatre courses for Bachelor students
in theirs optional modules have been implemented. Of course, diverse theatre
presentations as marketing instrument of the university were required. Since 2016,
the Studiobiihne participates in a project concerned with development of teaching
and has developed a cultural program for international master students.

The question is in discussion, if theatre is even a contemporary medium?
Whereas, all German Institutes for Theatre Studies in Universities have theirs focus
on education for theatrical processes since the digital revolution, the Studiobiihne
in the Centre of Arts has also to be a contact point for all, who are interested in
theatre. Besides, tools from theatre have to be developed as base for presentation
modules of the Soft Skill Centre. Moreover, together with a cooperating partner
from Cultural Education the Studiobiihne tries to explore similarities in researching
processes across sciences.

In view of above-mentioned facts, the paper will try out the question, what is the
potential of theatre and of acting for a university?



YTO MO?KET /IATh TEATP YHUBEPCUTETY?
@petimeep K.

TeampanwvHwlil paxyavmem, Llenmp uckyccms, Pypckuil ynusepcumem boxyma,
boxym, I'epmanua
Email: karin.freymeyer@rub.de

[Ipu co3manuu Pypckoro ynuBepcuteta boxyma B 1961 romy mpu Hem ObLn 3a-
TUTAHUPOBAH K OTKPBITUIO LIeHTp McKyccTB ¢ ueThipbMsl pakynpreTamu. OMH U3 HUX
ObLT U OCTaeTCsl TeaTpaJibHbIM (paKyabTeTOM. Torna ero OCHOBHOM LEIbI0 ObLT BHY-
TpPEHHUI 0ajJaHC TBOPUECKOM IEATENbHOCTH U y4eObl CTyIeHTOB B yHUBepcuTeTe. Co
BPEMEHEM ITOTO CTAJIO HE JI0CTaTOYHO.

YauBepcurerckuii Tearp «Studiobiihne» Bce emme mpeaocTaBiseT BO3MOKHOCTh
3aHUMAThCA AKTEPCKOW AEATeNbHOCThI0. HO MO MOMUTHYECKUM U CTpaTernuecKuM
OpUYKMHAM OH TPaHC(HOPMHUPOBAJICA B MECTO MPOBEJCHUS PANTMUYHBIX MEPOIPHUATHI
JUIsL BCEX B KaMIlyce, KTO XO4eT 3aHuMarbcsi TearpoM. K Tomy e mpoBonsrTcs Tea-
TpaJIbHBIE KypChI JUTsl 6aKaiaBpoB Kak (akyabTaruBHbIC. KOHEUHO, /17151 yHUBEpCHUTE-
Ta BpeMs OT BPEMEHH TPEOYIOTCS pa3jMdHbIe TeaTpajibHbIC MPEICTABICHUS B Kade-
ctBe pekiiamaoro uHcTpyMeHTa. C 2016 roma «Studiobiihne» ydacTByeT B mpoekTe
[0 Pa3BUTHIO MPENOJABAHUS U UMEET pa3paboTaHHOW KyIbTYpPHYIO MpOTpaMMmy st
MHOCTPAHHBIX CTYICHTOB.

Temoit 1u1st 00cysx1eHUs B JaHHOU padoTe CIIy>KUT BOIPOC, ABJISETCS TeaTrp COBpe-
MeHHOU cpenoii? B To Bpems kak BO Bcex yHuBepcuTeTax ['epmanun HaOmomgaeTcs
aKI[EHTUPOBaHUE Ha 00pa3oBaHUM B chepe TeaTpajbHBIX IPOIIECCOB ¢ MOMEHTA Iu(-
poBoii peBomoruu, «Studiobiihne» B LlenTpe MckyccTB Takke paboTaeT CO BCEMH,
KTO UHTEPECYETCS TEATPOM.

Kpome Toro, nomkHbl pazpabarbiBaThCsl TeATPalbHbIE HHCTPYMEHTHI KaK OCHOBA
IUI TIPEe3EHTAIMOHHBIX Moayieil LleHTpa aneMeHTapHBIX HAaBBIKOB. boiee Toro, co-
BMecTHO ¢ maptHepoMm u3 KynerypHoro Ilpocsemenus «Studiobiihne» npoOyer uc-
CJIEIOBATh CXOJICTBA B PA3IMYHBIX HAYUHBIX NCCIIEIOBATEILCKUX MpoIieccax.

bepst Bo BHMMaHME BHIIEYTIOMSIHYThIE (DaKTHI, B 3TOM JOKIIaje OyleT caenaHa mo-
IBITKa OTBETUTh HA BOMPOC, YTO MOTYT JaTh YHHUBEPCUTETY TeaTp U aKTepcKas Jes-
TeIbHOCTH? B uem ux nmorexuuman?
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UNIVERSITY SUPPORTED SCIENTIFIC RESEARCH
PROJECT: ‘ANTIGONE’ AS A PHYSICAL THEATRE
PRACTICE

Sekmen M.

Anadolu University, State Conservatory, Department of Performing Arts, Yunus Emre Kampusii,
26450, Eskisehir, Turkey
Email: msekmenn@yahoo.com

The points of view which have arisen with in the frame of twentieth century
contemporary theatre brought various theatre applications late in the twentieth century.
Particularly, the contemporary approaches in interpretation of the actor/actress caused
development of the different acting understandings and this consequently caused
various searches in interpretation of the plays. One of the studies which is much
known and find place in application in the countries like France, Germany and England
mostly i1s “’Physical Theatre”. Physical theatre which takes place among the modern
acting approaches redefines the actor/actress based upon the existing approaches and
sees the actor/actress as a poetic language. It is seen that physical theatre which tries
to form a new language with the acting material of the actor/actress tries to form a new
and contemporary language in its entirety. Specifically some problems are lived in
reinterpretation of the classical texts. This situation puts in to chaos the director, actor/
actress and the audience in most times. This very moment, the question ‘’whether
an acting method may be used in interpretation of a classical play contemporarily?”
brings in to mind. Although putting together a contemporary acting method with a
classical text in interpretation of the play is a known practice; interoperation of a play
contemporarily with an acting method is a practice seen frequently. Various troubles
are lived in interpretation of the plays together with conversion of the theatre to actor/
actress focused structure and this creates a contradiction in terms of presence of the
actor on the stage and expression of the text. In order to break this contradiction;
interpretation of the classical text by use of a chosen contemporary acting method
instead of converting of a classical text to a contemporary structure and interpreting
there is the method which is preferred.



60

IHOIEPKAHHBIH YHUBEPCHTETOM HAYYHBIH
HCCJIEJOBATEJIbCKHH ITPOEKT: «<AHTUT OHA»
KAK OITBIT ®U3HYECKOI'O TEATPA

Cexmen M.

daxkyavmem uCnoAHUMeNbCKUX UCKyccmas, I'ocydapcmeeHHas koHcepsamopusa, AHamoautickuil
yHusepcumem, Ackuwexup, Typyusa
Email: msekmenn@yahoo.com

Touku 3peHHsI Ha COBPEMEHHBIN TEaTp, NOSIBUBIIHNECS B TEUEHUE JIBAILATOrO BEKa,
PUBEIIU K Pa3HOOOpa3UI0 TeaTpaIbHbIX MMOAXO00B K Ha4Yaly ABaAIaTh MEPBOrO BEKa.
B wacTtHOCTH, COBpEMEHHBIE TOAXOAbI K ONPEAECIECHUIO aKTEPA MPUBEIU K PA3BUTHIO
Pa3IMYHBIX TOHUMAHUN aKTEPCKOM UTPBI, @ 3TO, B CBOK OYEPE]Ib, BBI3BAJIO MOUCKOB
pa3HbIX MHTEpIHpeTauuid nbec. OJHO U3 HANPABICHHH, IIUPOKO U3BECTHOE U IMpaK-
TUKyeMoe B eBponeickux crpanax (®pannus, ['epmanus u Aurmus), — Gpuznueckuit
Tearp. SBIAOIINCS OMHUM U3 COBPEMEHHBIX ITOAXOJO0B K aKTEPCKOM UIPe, OH BKJIA-
JBIBAET HOBBIM CMBICI B IOHSATHE «AKTEP», OCHOBBIBASICh HA CYIIECTBYIOLIUX IOJ-
XO0aX, U BUJIUT B AKTEPE HOCUTENS MOITUUYECKOTO sA3bIKa. DU3HUECKUI TeaTp, KOTO-
PBIii TIBITaeTCsl CHOPMHUPOBATH HOBBIH SI3bIK MaTepuala JJisg aKTePCKOTO UCIIOIHEHNUS,
cTpeMHTCsl C(hOPMHUPOBATh 3TOT HOBBIM A3BIK COBPEMEHHBIM U LIeTbHBIM. Hampumep,
IpU NEPEOCMBICICHUH KJIACCUYECKUX TEKCTOB MOSBISIOTCS HEKOTOpbIE MPOOJIEMBI.
DTa MoBEpraeT B XaoC pekUccepa, aKTepoB U 3pUTENIed B OONBIINHCTBE CIIydaes.
B 5T0T cambiii MOMEHT BO3HUKAET BOIPOC: «MOXKET JIn aKTepCKUN METOJ| ObITh MC-
MOJIL30BaH Il COBPEMEHHON MHTEPIIPETALNU KIACCUYECKHUX TTbec?» TeM He MeHee,
COBMEIIIEHUE COBPEMEHHOIO aKTEPCKOTO METOAA C KIACCHYECKUM TEKCTOM ISl WH-
TepHpeTalry MbeChl U3BECTHAs!, YacTO HaOMogaeMasi mpakTuka. TpyaHOCTH BO3HHU-
KaloT B MHTEPHPETALUU MMbEChl COBMECTHO C IPEOOPAa30BAHUEM TeaTrpa B CTPYKTYDY,
c(hOKyCHUPOBaHHYIO Ha aKTEpE, U 3TO CO3JAET MPOTUBOPEUUE B MIPUCYTCTBUU aKTEpa
Ha CLIEHE U BBIPA3UTEIBbHOCTH TEKCTA. /{151 MPeo10aeHrs 3TOr0 NPOTUBOPEUHS MOKET
CIIY’KUTb METOJ] UHTEPIIPETALIMH KJIACCUYECKOTO TEKCTA MPU UCIIOJIb30BAaHUHU BbIOpaH-
HOTO COBPEMEHHOTO aKTEPCKOTO METO/a BMECTO MPeoOpa3oBaHUs KJIACCHUYECKOTO
TEKCTa B HOBYIO COBPEMEHHYIO BEPCHIO.
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STUDENT THEATRE AS THE HEALTHY ORGANIC
FOOD

Cueji¢ V.

World Mime Organisation, Stjepana Filipoviéa 30, 11040 Belgrade, Serbia
Email: office@worldmime.org, mirmir.vladimir@gmail.com

I started performing in the Academic Theater in Belgrade, the oldest student theater
in the world, founded in 1922. For as many as 35 years, in addition to professional
acting, I have been working with students. However, are we able to perceive the
breadth of the evolution of ideas, dramaturgy, approaches, techniques and methods
within a student theater?

The modern era is offering, at full speed, various baits, seducing us with an
ingratiatingly fairy-like voice that pulls us into the wasteland of a consumer society.

Let us, them, uncover the obvious. Thus, the theater as a performing art is
relativised. What is the solution? Also, what is the difference between real and false
theater? The same as between fast food which is mass-produced and cheap and
organic food that is less common and more expensive. Moreover, will we be able
to distinguish between organic food and GMO food tomorrow? Will we be able to
distinguish between organic and GMO theater?

I started off on an adventure and in 2012, together with the students of the Belgrade
University, re-established “Theatre Troupe A”, founded in 1961 by leading actors of
that time who started performing in the student theater. Also, I am the co-founder and
member of the management board of the World Mime Organisation, which I herein
represent, following the very first World Mime Conference held recently in Belgrade.

I am of the opinion, like many of my colleagues and associates, that the University
and its professors, and above all, the students, should be involved in an organized
production and distribution of organic theater, regardless of the price.
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CTYIEHYECKHH TEATP KAK 3/JOPOBAA
OPI'AHUYECKAA EJ/TA

I[eexcuu B.

Bcemuphas opeanuzauus mumos, beazpad, Cepbus
Email: office@worldmime.org, mirmir.vladimir@gmail.com

Sl maunnan urparb B AkagemuueckoMm Tearpe B benrpane, ogHom u3 Haubosee
CTaphIX CTYICHUYECKUX T€aTPOB B MUpPE, OCHOBAaHHOM B 1922 rony. Ha npotskenuu 35
JIET 51 cOBMeIIan padoTy B MpodheCcCHOHAIBHOM TeaTpe U padboTy co cryaeHTtamu. Ogi-
HAKO CIIOCOOHBI JIU Mbl OCO3HATh MAcCILITa0 3BOMIOIUH UJEH, ApaMaTypruu, HOAX00B,
TEXHUK U METOJIOB B CTYJICHUECKOM Tearpe?

CoBpeMeHHas 31oxa npejiaraeT pa3iuyHble MPUMaHKH, 3aBJIEKAIONIME HAC 3au-
CKHBAIOIIE-CKa309HBIM TOJIOCOM, YTO 3aBOJIUT HAC B MyCTOTY MOTPEOUTETHCKOTO 00-
IECTBA.

JlaBaiiTe packpoeM OuY€BHAHOE. 3HAUEHHE Tearpa KAaK HCIIOJIHHUTEIIbCKOIO HC-
KyccTBa 3aHMkeHO0. Kakoe MokeT ObITh pemieHrne? A TakKe B UEM Pa3IHune MEXY
HACTOSIIIIMM U MCKYCCTBEHHBIM T€aTpoM? DTO TO K€ CAMOE YTO M Pa3IMuNUE MEKIY
JIEIIEBBIM U MAaCCOBO MPOM3BOAUMBIM (pacTdyoM U MeHee mpocTast ¥ 0ojiee Joporas
opraHuyeckas ena. boiee Toro, cCMOXXeM JIM MbI 3aBTpa Pa3IMUUTh OPraHUYECKYIO
ULy ¥ reHHoMoaupuirpoBanHy0? CMOXKEM JIU MbI OTJIUYHUTH «OPTaHUYECKUI) Te-
arp OT «T€HHOMOJU(ULIUPOBAHHOTO»?

B 2012 romy coBMecTHO CO CTyaeHTaMu benrpajckoro yHUBEpPCUTETa S BOCCO-
snan rpynmny “Theatre Troupe A”, ocHoBaHHy10 B 1961 rogy BeayuuMu aktepamu
TOTO BPEMEHU, KOTOPbIE HAYMHAJIM aKTEPCKUHN MyTh B CTYyJEHYECKOM Tearpe. Takxke
s COOCHOBATENb U MPECTAaBUTENb YIIPaBISAIONIET0 coBeTa BceMupHoil opranuzanuu
MHUMOB, KOTOPYIO 51 3/IeCh MPECTABIISIO MOce nepBoit BcemupHoit koHpepeHIH Mu-
MOB, ITPOBEICHHOW HelaBHO B benrpae.

41, kak 1 OOJNBIIMHCTBO MOUX KOJIJIET, IPUAEPKUBAIOCh MHEHHS, UTO YHUBEPCUTET,
IpenoaaBarean 1, 00jiee BCEro, CTYAEHThI JOKHBI BKIIIOYAThCS B TBOPUECKYIO J€s-
TEJIbHOCTb, TOCTAHOBKY CIIEKTaKJIEH U pacCpOCTPAHEHUEM «OPTaHUYECKOrO» Tearpa,
HE3aBUCHMO OT IIEHBI.
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THE PRACTICE OF THEATER AS THERAPY IN THE
PHILIPPINES

Marasigan D.N.

Tanghalang Pilipino Foundation, Cultural Center of the Philippines Complex,
Roxas Boulevard, Pasay City, Philippines
Email: dennis.marasigan@gmail.com

During the last several years, the Philippines have experienced many extreme
natural disasters, some of which have been considered worst in the world. There are
also areas where residents have been caught in conflicts between government military
forces and other armed groups.

In order to alleviate the suffering of residents in areas affected by these events,
particularly the children, Philippine theater artists have conducted workshops and
other activities meant as a form of therapy.

This paper will share some of the experiences and learnings from some of these
activities.

ITPAKTUKA IIPUMEHEHUA TEATPA /IVIA TEPAIINNHU
HA OU/TUITITHHAX

Mapacuean /[.H.

Tanghalang Pilipino Foundation, KyasmypHbstil uenmp @uaunnu,
Iacail, Puaunnumbt
Email: dennis.marasigan@gmail.com

B Teuenune mocneqHUX HECKOIBKUX JieT DUIHAMITIMHBI HCTIBITAIA MHOXKECTBO TTPH-
POIHBIX KaTacTpo®d, HEKOTOPBIE U3 KOTOPBHIX PAaCCMATPHUBAINCH KaK XY/IITHUE B MHUPE.
Taxoxe ecTb 007aCTH, TAC JKUTEIN CTAIN 3aJI0KHUKAMH KOH(IUKTOB MEXKIy TOCyaap-
CTBEHHBIMH BOOPYKEHHBIMU CHUJIAMU U JPYTUMHU BOOPYKEHHBIMU TPYyTIIAMHU.

YToObl 00JIETYUTh CTPaJIaHUsl )KUTENIECH, B OCOOCHHOCTH JETEH, B 3TUX PETHOHAX,
aKTepbl PUIMIIUHCKUX T€ATPOB MIPOBEJIH 3aHATUA U APYTHUE MEPOIIPUATHSL, TOAPA3Y-
MeBaroIre HeKyr0 GopMy Teparuu.

DTOT JOKJIAJ] PACCKaKET O HEKOTOPOM OIBITE M M3YYEHWHU HEKOTOPBIX M3 ITHX
AKTUBHOCTEM.



64

STUDENTS FESTIVAL KESTENBURG 2015/2017/2019

Tomasevic B.

Banjalukas Students Theater, Vojuode Momcila 12, 78 000 Banja Luka,
Bosnia and Herzegovina (Republic of Srpska)
Email: studentskopozoriste.bluka@gmail.com

The Students Theatre of Banjaluka, as a part of its activities, in 2019 organizes
edition of the festival “KESTENBURG”.

KESTENBURG is an international platform for theatre enthusiasts. Our mission
1s to create an environment for cooperation program. Our Festival offers an attractive
diversity of student theatre practices from around the world. Our participants and
guests will have an opportunity to take part in other festival activities and programs,
as well. The “KESTENBURG” Festival is organized biannually.

We plan to achieve this by inviting students and professors from international art
academies as well as theater enthusiasts and amateur theater groups and companies to
participate in our program.

The Festival Kestenburg is supported by the City of Banja Luka, President
of Republic of Srpska, Ministry of Education and Culture of Republic of Srpska,
Ministry of Family, Youth and Sports of Republic of Srpska, Ministry of Finance
of Republic of Srpska, Office of The President of Republic of Sprska, Office of the
President of the Government of Republic of Srpska, Ministry of Culture of Republic
of Serbia, Ministry of Culture of Republic of Croatia, Ministry for Civil Affairs of
Bosnia and Herzegovina.



CTYIEHYECKHH ®ECTHUBAJIb KESTENBURG
2015/2017/2019

Tomawesuu b.

Bamns-/Iykckuil cmyodenueckuil meamp, baus-/Iyka, boctus u I'epuecosuta
(Pecnybauxa Cepbcxas);
Mexcoynapoomwiii pecmusanv Kestenburg, bans-/Iyka, bocHus u I'epuezoguna (Pecnybauka
Cepbckas)
Email: studentskopozoriste.bluka@gmail.com

Crynenueckuii Tearp bansa-Jlyku opranusyet B 2019 rony odepenHoii pectuBaib
“KESTENBURG”, kak oyH U3 BHUJIOB CBOCH ACITEIHHOCTH.

“KESTENBURG” — 310 MexyHapoaHas miaTdopMma JJis SHTYy3MacTOB Tearpa.
Hamra Muccus 3akinrogaeTcs B CO34aHUU Cpebl I MPOTPAMM 110 B3aMMOJEHCTBHUIO.
Ham ¢ectuBanp npemyiaraeT NpHBIEKATEIbHOE Pa3sHOOOpa3Ue CTYIEHUYECKHX Tea-
TpaJbHBIX IPAKTUK CO BCErO MUPA. A HAIIM YYACTHUKH U TOCTU UMEIOT BOZMOKHOCTh
MPUHATH y4aCcTUE TaKXKe U B APYTUX MEPONPUATUAX U mporpammax ¢pecrtupaisi. De-
ctuBaiib “KESTENBURG” npoBoauTCs Ka)K/JIbl€ Ba roja.

MBI m1aHupyeM JOCTUTaTh 3TOTO ITyTEM IPUIIALLICHHS KaK CTYACHTOB U IIPenoja-
BaTeliel U3 3apyOeKHBIX TBOPYECKUX YHHBEPCUTETOB, TaK U T€ATPAIbHBIX dHTYy3HUa-
CTOB U JTHOOUTENIbCKUX TE€ATPAIbHBIX KOJIJIEKTUBOB.

®ecruBasb “KESTENBURG” nonnepxuaercs roponom bauns-Jlyka, [Ipe3uaen-
toMm Pecrybnuku CepOckoit, MUHHCTEpCTBOM 00pa3oBaHUs U KyJIbTypbl Pecry0Omu-
ku CepOckoil, MUHHCTEPCTBOM CEMbH, MOJIOJIekH U criopTa Pecrydonuku CepOckoii,
MunuctepctBoM ¢unancoB Pecnyonuku CepOckoit, Anqmunuctpanueit [Ipesuaenra
Pecniyonuku CepOckoii, Anmunuctparueit [Ipesunenra [IpaBurenbcTBa PenyOnuku
Cepbckoii, MunmnctepcTBoM KynbTypbl CepOun, MUHCUTEPCTBOM KYIBTYphl XOpBa-
ThY, MUHUCTEPCTBOM MO CBSI35IM € HacelieHuem bocHnu u ['eprieroBuHsL.
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BETWEEN THE TRADITIONAL THEATER AND THE
ART OF PERFORMANCE. DEFINITIONS IN THE
ARGENTINE PRACTICE. ITS REFLECTION IN THE
UNIVERSITY EDUCATIONAL AREAS

Munoz G.B.

National University of the Arts A Department of Dramatic Arts French 3614. C1425AXD
Autonomous City of Buenos Aires (54.11) 4804.2352 / 9743 Argentina;
Autonomous University of Entre Rios UADER, San Juan 1242 School «Alfredo Villalba» (03446)
428154, Gualeguaychu, Entre Rios, Argentina
Email: comunicaciongchu@fhaycs.uader.edu.ar

For decades, beginning in the 60’s with the movement “Di Tella”, the national
scene 1s torn between the traditional theater and the theatrical movements of rupture,
between the so-called canonical theater, textcentrist and performative proposals.

The political times, precisely the de facto governments, censored and persecuted
those artists, among other citizens, whose expression and content was suspected
of proposing revolutionary ideas against the established order. This caused the
development of these aesthetic proposals to be truncated, which were retaken in the
80s and with all its strangeness, extravagance, and mixture, exploded on the national
scene to not disappear again.

In the universities of dramatic art of the country, specifically the UNA (National
University of Art), in some way or another they coexisted suspiciously with the
canonical principles and the proposals that were expressed with other codes. The
performance of theater was increasingly developed as a training methodology, where
experimentation extended from the realistic expression, to give rise to expressive
bodies that gave in relation to costumes, makeup and objects other universes of
meaning.

This work was carried out with the support of the UNA (National University of the Arts) and the UADER
(Autonomous University of Entre Rios, Gualeguaychu headquarters).
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MEXKTY TPATUITHOHHBIM TEATPOM U
HUCKYCCTBOM ITEP®OPMAHCA. OITPEAEJIEHUA
B APTEHTHHCKOM ITPAKTUKE. OTPA’KEHHE B
COEPE YHUBEPCHTETCKOI'O OBPA3OBAHUS

Mynvoc I'.b.

TeampanvHwlil paxyavmem, HayuoHanvHwiil yHusepcumem uckyccmaa (UNA), ByaHoc-Atipec,
Apeenmuna;
AB8moHoMHbLU yHusepcumem dxumpe-Puoca (UADER), I'yanezyaiiuy, ApeenmuHa
Email: comunicaciongchu@fhaycs.uader.edu.ar

Ha npotsikenun necstunetuit, HaauHas ¢ 60-x ronos, ¢ asmxkenus «Di Tellay, Ha-
[IMOHAJIbHAS CLIEHA Pa3pblBaeTCSd MEXIY TPAJAMIIMOHHBIM T€aTpOM U TeaTpabHbIMU
IBUKEHUSIMU Pa3ppiBa, MeX Ay Tak Ha3bIBAEMbIM KAHOHMUYECKUM T€aTPOM, TEKCTOM U
neppopMaTUBHBIMU MTPEICTABICHUSMH.

OnHako BO BpeMeHa MPaBUTENbCTBA Je-(PaKTo T€ TBOPUECKUE ACSITENH, YbH pado-
ThI OBLIM 3aM10103PEHBI B BBIIBUYKEHUU PEBOJIIOIMOHHBIX UIEH MPOTUB YCTAHOBIICH-
HBIX HOPM, IIOJIBEPrajucCh HEH3YpPE U MPECIEAOBAINCH. ITO MPHUBEIO K TOPMOKEHHIO
Pa3BUTHSI HOBBIX ACTETUUECKUX BESIHUI, KOTOpOE BO30OHOBUIIOCH B 80-€ roibl U CO
BCEH €ro CTPAaHHOCTBHIO, HIKCTPABAraHTHOCTBIO, TPEMYUYEH CMECHIO, B30PBAJIO HAILIUO-
HAJIBHYIO CLIEHY, YTOOBI YK€ HE NCUE3HYTh CHOBA.

B yHuBepcuTeTax apaMaTHYECKOTO MCKYCCTBa CTpaHbl, B YaCTHOCTH, B Harmo-
HajabHOM yHuBepcutere uckycctBa (UNA), 3T HOBbIE NOXOJbI TaK WJIM MHAYE CO-
CYILIECTBOBAJIM C KAHOHWYECKMMH NMPUHUUIIAMU. TearpalibHble NPEICTABICHUS BCE
yaile NPUMEHSJIUCh KaK METOIMKa 00y4YeHMs], /1€ SKCIIEPUMEHThI OTTAJIKUBAJIUCH OT
PEaTMCTUUECKOTO BOIUIOUIEHUS! U YXOJWIM OT HEro, YToObl CTaTh UCTOYHUKOM BbI-
Pa3UTEIBHBIX TEJl, KOTOPBIE, IPUMEHHUTEIBHO K KOCTIOMaM, MaKUsKY U IIPEIMETaM,
JABaJii APYTrUe, HOBBIE CMBICIIBI.

Oma paboma ewvinornena npu noooepoicke Hayuonanvnoeo ynusepcumema uckyccmea (UNA) u
Asmonomnoeo yrusepcumema Inmpe-Puoca (UADER).
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ENTRE EL TEATRO TRADICIONAL Y EL ARTE DE
PERFORMANCE. DEFINICIONES EN LA PRACTICA
ARGENTINA. SU REFLEJO EN LOS AMBITOS
EDUCATIVOS UNIVERSITARIOS

Munoz G.B.

Universidad Nacional de las Artes UNA Departamento de Artes Dramaticas French 3614.
C1425AXD Ciudad Auténoma de Buenos Aires (54.11) 4804.2352 / 9743 Argentina;
Universidad Auténoma de Entre Rios UADER, San Juan 1242 Escuela»Alfredo Villalba»
(03446)428154, Gualeguaychui, Entre Rios, Argentina
Email: comunicaciongchu@fhaycs.uader.edu.ar

Desde hace décadas, comenzando en los afios 60" de la mano del movimiento
“Di Tella™!, la escena nacional se debate entre el teatro tradicional y los movimientos
teatrales de ruptura, entre el teatro llamado candnico, textocentrista y las propuestas
performaticas.

Los tiempos politicos, precisamente los gobiernos de facto?, censuraron y per-
siguieron a aquellos artistas, entre otros ciudadanos, cuya expresion y contenido fuera
sospechoso de proponer ideas revolucionarias en contra del orden establecido. Esto
ocasiond que se truncara el desarrollo de estas propuestas estéticas, que se retoman
en los afos 80 y con toda su extrafieza, extravagancia, mixtura, estallara en la escena
nacional para no volver a desaparecer.

En las universidades en arte escénicas del pais, especificamente la UNA (Uni-
versidad Nacional del Arte), de alguna u otra manera convivieron recelosamente los
principios canonicos y las propuestas que se expresaban con otros codigos. El te-
atro performatico fue desarrollandose cada vez mas como metodologia de formacion,
donde la experimentacion se corrio de la expresion realista, para dar lugar a cuerpos
expresivos que daban en relacion con el vestuario, maquillaje y objetos otros univer-
sos de sentido.

Este trabajo se realizo con el apoyo de la UNA (Universidad Nacional de las Artes) y la UADER
(Universidad Autonoma de Entre Rios sede Gualeguaychu).

1 El Di Tella, centro de Artes visuales dirigido por Jorge Romero Brest quien decia “...proponemos
un camino de Libertad de expresion”, se veian propuestas estéticas de vanguardia, de teatro, musica y
pintura.

2 Gobiernos de facto de: Juan Carlos Ongania, 1966 - 1970, Jorge Rafael Videla : 1976 - 1981.
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ON IMPORTANCE OF THEATRE SKILLS FORMATION
AT UNIVERSITY THEATRE

Rodriguez Da Silva R.

Paysandii Theatre Workshop, Paysandil, Uruguay
Email: raul.tallerdeteatro@gmail.com

There is no doubt that the student theater plays an important role in the development
of the personality of students including those who have not chosen an artistic career.
In this regard, it is necessary to study in great detail the various types of theatrical
activities that are offered in different countries and regions of the world. Not all
university theaters are the same, and they are very different. Someones are a full-
fledged part of the University; others are just an educational or artistic project. The
support that universities provide to the theater is also very various. I knew a lot of
university theaters that fought alone and then often disappeared, even those who had a
solid support. In my opinion, the aspiration of students to take part in theatrical work
should be placed at the center of university theater activity. If the quality of the work
of the theater is high it will generate even greater interest of students and, above all,
increase the desire for creativity. But not all educational systems are ready for this.
I think that Stanislavski system would be the best to achieve these results. It is a life
theater, emotional and, at the same time, forcing a student or teacher to think, a theater
that stimulates the development of creative thinking of future professionals, whom the
university prepares for integration into society.
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O BA’KHOCTH TEATPA/IBHOI'O ObYYEHUA B
YHUBEPCUTETCKOM TEATPE

Podpueec /la Cunvea P.

Teampanavuas cmyodus Ilaticandy, I1aticandy, Ypyeeaii
Email: raul.tallerdeteatro@gmail.com

Het comHEHUS B TOM, YTO CTYyJACHYCCKHI TeaTp UTPAET OIPOMHYIO POJib B (hOpMHU-
POBAaHUHU JTMYHOCTH YUAIIETOCS, B TOM YHCJIE HE BRIOPABIIErO apTHCTUIECKYIO Kapbe-
py. B 21011 CBs3M HEOOXOAMMO MOABEPTHYTH 00Jiee ITyOOKOMY U3YUCHUIO PA3TUIHBIC
BU/JIbI T€ATPATILHOMN JIEATEIbHOCTH, KOTOPBIE MIPEAIaraloTcsl B Pa3IuyHbIX CTpaHaX U
pernonax mupa. He Bce yHUBepCcUTETCKHE TeaTpbl OJUHAKOBBI, 1 OHU MOTYT CHJIBHO
paznuyarbcs. OHM pabOoTaOT Kak MOJHOLICHHAs YacTh YHHMBEPCUTETA, APYrue Kak
oOpasoBarenbHbBIN MPOeKT. [logaepkka, KOTOPYIO OKa3bIBAIOT YHUBEPCUTETHI TEATPY,
TaK)XKe OYCHb HEOAHOPOAHA. S 3HA7T HEMajo YHHUBEPCUTETCKUX TEaTpOB, KOTOPHIE
00pOoJIMCh B OMMHOYKY U 3aT€M YacTO MCYE3IH. DTO CIy4alaoCh Ja)Ke C TEMHU, KTO
uMeJ IPWINYHYIO ToAepKKy. Ha Mot B3MIIsiI, 5TO TOT MOMEHT, KOT/la BO IJIaBy yIja
YHHUBEPCUTETCKOM TeaTpaIbHOMN JNEATEILHOCTH HEOOXOAUMO MTOCTABUTh CTPEMIICHUE
CTYJEHTOB K YYaCTHIO B TeaTpajibHOU padote. 1 ecnu kauecTBO pabOThI TeaTpaibHON
CTynuH OyleT BBICOKHM, TO IMOPOIUT €€ OOJIBIINA WHTEPEC CTYACHTOB, YBEIUIUT
CTpEeMJICHHE K TBOPUECTBY, B TOM YHCJIE H IO CIEIUATBHOCTH cTyaeHTa. Ho He Bce
o0pasoBareNbHbIE CUCTEMBI TOTOBHI K 3TOMY. Cunrarto, uto Crucrema CTaHUCIABCKOTO
Jydlie BCeX MoMorvia Obl JOCTUYb 3TUX PE3YIbTaTOB. DTO )KU3HEHHBINA TEATpP, SMOIIU-
OHAJBHBIA M OJTHOBPEMEHHO 3aCTaBJISIONMIMKI AyMaTh CTyJAEHTA WM IperogaBares,
Tearp, KOTOPBIM CTUMYIUPYET pa3BUTHE TBOPUECKOTO MBIIIJICHUS Oyaymux npodec-
CHOHAJIOB, KOTOPBIX YHUBEPCUTET TOTOBHUT K HHTETPAIIMH B OOIIIECTRO.
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SOBRE LA IMPORTANCIA DE LA FORMACION
TEATRAL DENTRO DEL TEATRO UNIVERSITARIO

Rodriguez Da Silva R.

Taller de Teatro de Paysandii, Montevideo 829, CP 60000, Uruguay
Email: raul.tallerdeteatro@gmail.com

Nadie duda de la significativa importancia que el Teatro Universitario tiene en
general en los ambitos de formacidn de los estudiantes de carreras no artisticas. Pero
deberiamos estudiar mas profundamente las caracteristicas diversas que este tipo de
opciones tienen en los distintos paises y regiones del mundo. No todos los Teatros
Universitarios son similares, y algunos son muy diferentes a otros. Existen los que
son incorporados por las Universidades, como un aditamento, o en otros casos como
proyecto educativo y artistico. Los propositos de las Universidades, y sobre todo el
apoyo que éstas dan al Teatro Universitario, son también muy dispares. He conocido
desde los Teatros Universitarios que luchan en la total orfandad, y por ende muchas
veces desaparecen, hasta los que cuentan con un apoyo concreto y solido. Nos parece
que es el momento de proponer que por encima de esa diversidad se promueva el
que los Teatros Universitarios encaren con el mayor empefio posible, la formacion
teatral de aquellos estudiantes que se incorporan a ellos. Si la calidad de la oferta
teatral que se les ofrece a los estudiantes y docentes universitarios adquiere un valor
artistico alto, esto redundarad también hasta en la calidad receptora del estudiante en
las aulas, y sobre todo influira en la necesaria creatividad, sea cual sea la carrera que
este estudiante cursa. Pero no cualquier sistema de ensefianza estd habilitado para
lograr esos resultados. Creo que es el Sistema de Stanislavski es el que mas puede
ayudar al desarrollo de esos objetivos. Un teatro vivencial que logre emocionar y
hacer pensar al mismo tiempo al estudiante o al docente espectador, un teatro que
aporte al desarrollo de la imaginacion creadora de los futuros profesionales que la
universidad entregara a la sociedad.
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CREATION “IN RELIEF”. PRELIMINAR RESULTS OF
SIGNIFICANT LEARNING THROUGH M? DIDACTICS*

Pino Madariaga J.

University of Chile — University of Playa Ancha,
Playa Ancha n° 925, Dpto. 1007 Valparaiso, Chile
Email: jpino@upla.cl, jpino2946 @gmail.com

“The motor of change of the conceptualizations that every period has about body
is one of cultural order. This makes body an unstable shape, ontologically unsteady
that, however, finds formal moments of crystallization in a piece of art...” (Quesada,
F., Del cuerpo a la red, 2012).

Learning from others in a world increasingly mediated is, itself, quite an event.
The M? method proposes a methodological path that induces to the actor/actress to
experience the scenic creation job from the perspective of the undeniable relation
with his/her body, as well as to re-think the space where classes and the proper
dynamics of the training processes take place, as the actor/actress body is, at the
same time, an observed and observing instrument. All of this, in the end, diversifies
the apprentice actor/actress interpretation and their expressive reprocess of reality.
Through a Reconstructionist and Pragmatic perspective, the goal of this presentation
is to propose that the application of didactics of the M? method (PI 269529) fosters
non-mimetic creative responses by the learner within a context of spatial restriction.

By observing and transferring human body behavior into a minimum-limited
space of expression and communication, resignify the relationship with body as the
first inhabited territory, that is convivially exhibited like a scenic mechanism of a
live museum. This presentation constitutes a report about the preliminary conclusions
of an ongoing a research process on the didactics of the M? method. The objective
is to document and organize a teaching-creation process that demonstrates the link
between biological processes and creative environments. This aims to provide a
detailed account regarding the application of the didactics of the M? method to the
actors/actresses formation as a system to gather, assess and generate knowledge
related to the production of scenic works.

* This presentation has been developed within the context of the research project entitled The Habitability
of Body and Space: the Discourse of the M?, funded by the Research General Management of University
of Playa Ancha, and the support of the Department of Theatre of the Faculty of Fine Arts of University of
Chile.
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TBOPYECTBO “B PE/IBE®E”. IIPE/IBAPUTE/IbHDBIE
PE3YJ/IBTATBI OBYYEHUA C IIOMOILBIO
TUTJAKTHYECKUX CPE/ICTB METO/TA M*?*

ITuno Madapuaza /].

Yuautickuil yHugepcumem — Yrugepcumem Ilaaiis AHua,
Baavnapauco, Yuau
Email: jpino@upla.cl, jpino2946 @gmail.com

“JIBMKyILIasl CUJla U3MEHEHHI B MIPEJICTABICHUSX O TEJE MPHU MEPEXOAE OT OJIHO-
ro Iepuoja K ApyroMy MMeeT KyJbTYpPHBIM NOPSIOK. DTO MPUBOAUT K U3MEHEHUSIM
omnpezeneHus GopMbl Tella, OTHOJIOTUYECKH B3aMEH ATOT0, OHAKO, POUCXOAAT Qop-
MaJIbHbI€ MOMEHTBI KPUCTAJIJIM3AllUM B MPOU3BEICHUSAX HckyccTBa...” (D.Kecana,
Teno u ceth, 2012).

YuuThCs y ApYrux B CETOAHSIIIHEM MUpPE Pa3BUTHIX TEXHOJOTHH, caMo Mo cebe,
coobiTre. [Iporpamma M? mpejyiaraeT METOAMKY, IPU KOTOPOM aKTEP MOXKET COBEp-
IIEHCTBOBATh CBOE CLEHMYECKOE MAaCTEPCTBO YEpE3 BIAJACHUE COOCTBEHHBIM TEJIOM,
IIPOJIYMBIBATh MOBEJACHHUE B MPOCTPAHCTBE, AUHAMHUKY, IOMHUTh O TOM, YTO TEJO —
WHCTPYMEHT HaOII0MaeMblii U HAOTIOMAFOIIIHA.

Bcé aTo mpuaaeT 3HaueHME COYETAHUIO TEOPETUYECKOro (POPMHUPOBAHUS aKTEpa
M €r0 KU3HEHHOTO ombITa. O0 3THX BO3MOXKHOCTIX mporpammel M? (PI 269529) pac-
CKa3bIBACT JAHHBIN JTOKJIA.

W3yyas moBeIeHNE YEI0OBEYECKOTO Tela B OTPAaHUYEHHOM IIPOCTPAHCTBE, MOXKEM
CKa3aTh, YTO OHO SIBJISIETCS «IIEPBOM OOUTAEMOUN TEPPUTOPUEC, «<GKUBBIM MY3EEM.
DTO yTBEepXKJICHHE MOSBUIOCH Oiarojapsi Teopur M?, B KOTOPOH TECHO CILUICTCHBI
OMONPOIIECCH M TBOPUECKHIA TTOUCK. [103TOMY MOXHO cKa3aTh, 4TO cucteMa M? rmo-
MOraeT aKTépaM yCOBEPIIEHCTBOBATH CBOE MACTEPCTBO B TEATPAIILHOM ITOCTAHOBKE.

* Dma npesenmayusi 6vi1a pazpabomana 6 pamkax ucciedosamenbcko2o npoekma «Obocusanue mena
u npocmpancmea: obdcyscoenue memooa My, guuancupyemoco Iasnvim ynpasienuem no HAy4yHulM
uccnedosanusim Yuusepcumema Ilnatiss Anua u noodepacannoco xageopot meampa ¢haxyrvmema
uckyceme Hunutickozo yHugepcumema
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CREACION “EN RELIEVE” RESULTADOS
PRELIMINARES DEL APRENDIZAJE SIGNIFICATIVO
POR MEDIO DE LA DIDACTICA DEL M=*

Pino Madariaga J.

Universidad de Chile — Universidad de Playa Ancha,
Av. Playa Ancha n° 925, Dpto. 1007 Valparaiso, Chile
Email: jpino@upla.cl, jpino2946 @gmail.com

“El motor de los cambios en las concepciones que cada época tiene del cuerpo es
de orden cultural, lo que hace del cuerpo una forma inestable, ontologicamente movil
que, sin embargo, encuentra momentos de cristalizacion formal en la obra de arte...”
(Quesada, F., Del cuerpo a la red, 2012)

Aprender de otros en un mundo cada vez mas mediatizado es, en si mismo, un
acontecimiento. El método del M? propone un camino metodolégico que induce al
actor a experienciar el trabajo de creacion escénica desde la innegable relacion con su
cuerpo, asi como a repensar el espacio donde se desarrollan las clases y las dindmicas
propias de los procesos de formacion, en tanto el cuerpo del actor es, al mismo tiempo,
un instrumento tanto observado como observante. Todo esto, diversifica las lecturas
del actor en formacién y la reelaboracidon expresiva que este hace de la realidad. Con
un enfoque reconstruccionista y pragmatlco* la ponen01a propone que la aplicacién
de la Didactica del M? (P1269529) propicia, en quien aprende, una respuesta creativa
no mimética en el marco de una restriccion espacial.

Al observar y trasladar el comportamiento del cuerpo humano a un espacio
minimo de expresion y comunicacidon, se resignifica la relacion con el cuerpo
como primer territorio habitado, promoviendo la autoria corporal consciente,
expuesta convivialmente como un dispositivo escénico de museo vivo. La presente
comunicacion, constituye un informe relativo a las primeras conclusiones de un
proceso de investigacion en curso sobre la Didactica del M?, con miras a documentar
y sistematizar un proceso de formacion-creacion que evidencie vinculos entre los
procesos biologicos y el ambito creativo. Con ello, se busca dar cuenta de la aplicacion
de la Didactica del M? en la formacion de actores como sistema para recabar, evaluar
y generar conocimiento asociado a la produccion de obra.

* Esta ponencia ha sido posible en el marco del proyecto de investigacion Habitabilidad del cuerpo y el
espacio: discurso del M?, financiado por la Direccion General de Investigacion de la Universidad de Playa
Ancha y el auspicio del Departamento de Teatro de la Facultad de Arte de la Universidad de Chile.
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THE EXPERIENCE OF THE DRAMATIC WRITING
FROM TEACHERS PLAYWRIGHTS

Cardenas C.E.

Universidad Antonio Narino, Faculty of Education, bachelor’s degree in art education with an
emphasis on dance and theater, Career 7 No.16-75, Bogota - Colombia
Email: skenateatroi@gmail.com

The motivation comes from the need of the professional playwrights, amateurs
and students of art that expose: “I get many ideas and I don’t know how to translate
them into scripture...”, “I started to write and I lock...”, “I can’t find a good end”,
“I have a lot of material and I don’t know how to organize it”. They reiterate that
there are few sources of information needed to resolve the inconvenience as writers,
showing other alternatives and to provide answers to the dramaturgical creation;
from there we find different realities living artists and a variety of learning styles.
By means of the tool of the “interview” will have meetings with the teachers Latin
American playwrights, by asking questions to relate their stories and anecdotes of
how they assumed their moments of difficulty compared to writing. This is another of
the reasons that I allowed myself to deepen on the artistic life of these writers dramatic
fait accompli by a life of ups and downs in their trades and how they confronted, it
showed how vulnerable human beings in front of a mirror of self evolution in the
face of the crisis of the “Blank sheet”. You want to give an alternative from other
experienced by experts in the field, of how they over time, studies, investigations and
the chance, gave assertive responses to its shortcomings in this time of crisis, coming
out on the other side of the shore with a written work completed and presented to the
public through a mise-en-scene.

Project supported by the Universidad Antonio Nariio, faculty of education and bachelors degree in art
education with an emphasis in dance and theater.
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OIIBIT HAITUCAHUA JIPAMATHYECKOI'O TEKCTA
OT IIPEOIITABATEJIEH ITO CHHEHAPHOMY
HCKYCCTBY

Kapodenac K.9.

YHusepcumem umenu Auvmonuo Hapunvo, boecoma, Koaymbus
Email: skenateatroi@gmail.com

MoTuB 3TO# paboThI 3aKII0YaETCA B HEOOXOAUMOCTH MPO(ECCHOHABHBIX ApaMa-
TYproB, JIIOOUTENEH U CTYEHTOB-UCKYCCTBOBEOB, KOTOPBIE PACKPOIOT CIIEAYIOIINE
BO3HUKAIOIINE TPOOSIEMbl: «Sl Toydar0 MHOTO UEH, U HE 3HaI0, KaK IEPEBECTH UX
U3JIOKUTH UX Ha Oymarey, «$l HaumHaro IucaTh, U s 3aCTpeBatoy, «5 He MOTY HAlTH
Xopoiuid puHam, «Y MEHs MHOTO MaTepuaa, U 1 He 3Hal0, KaK €ro OpraHu30BaThy.
3ByuaT 3asBJICHHS], YTO CYLIECTBYET Maj0 UCTOYHHKOB MH(MOPMAIIMH, TOMOTaOIIUX
nycareasiM B MPEOIOJICHUU TPYIHOCTEH, MOKA3bIBAIOIINUX aJIbTEPHATUBBI, AAOLIUX
OTBETHI HA BOMNPOCHI O CO3AAHUMU JUTEPATYPHBIX MPOU3BEICHHI; UCTOYHUKOB, T/E
MBI MO>KEM HaWTH pa3HbIC PEAIUM, B KOTOPBIX KUBYT XYHOKHHUKU, U Pa3HbIE CTUIIU
oOydenusi. MeTo MHTEPBbIO TOMOTAET MOJKIIOYUTh JTATUHOAMEPUKAHCKUX THCATe-
JIE ¥ CUEHAPUCTOB, KOTOPBIE OTBEYAsi HA BOIIPOCHI, pACCKAa3bIBAKOT CBOM UCTOPHUU U
3a0aBHbBIC CUTYaIlMd O TOM, KaK OHU BOCIIPUHUMAJH CBOU TPYIHOCTH B HAIMCAaHUU
TEKCTOB M KaK C HUMH CIPABISIUCK. Jlpyras npudnHa, mo KOTOPOH s MO3BOIMI ceOe
yIIyOUTHCSI B TBOPYECKYIO JKU3HBb 3TUX JIIOEH, YK€ MMEBILIUX B3JE€Thl M MaJCHUS
B CcBOEH Mpo(ecCHOHANBbHOMN AESITeNIbHOCTH, 3TO MOKa3aTh, YTO OHU TOXKE YSI3BUMBI
nepe JUIoM POOJIeMbl «YUCTOTO JIUCTa». MBI MPEACTaBIIEM pa3IMYHbIC MHEHUS
OMBITHBIX CIELUHUAIUCTOB O TOM, KaK OHM OOpOJINCh CO CBOMMU MPOOJIEMaMH B MO-
MEHTBI XyJI0’)KECTBEHHOTO KPU3KCa, YTOOBI 3aKOHYHUTH CBOIO JTUTEPATYPHYIO PalboTY.

Ipoexm noooepocan Ynusepcumemom umenu Anmonuo Hapumwvo.
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LA EXPERIENCIA DE LA ESCRITURA DRAMATICA A
PARTIR DE LOS MAESTROS DRAMATURGOS

Cardenas C.E.

Universidad Antonio Narino, Facultad de educacion, licenciatura en educacion artistica con
énfasis en danza y teatro, Carrera 7 No.16-75 Bogota — Colombia
Email: skenateatro1@gmail.com

La motivacion parte desde la necesidad de los dramaturgos profesionales,
aficionados y estudiantes de arte que exponen: “Me llegan muchas ideas y no sé como
plasmarlas en la escritura...” “Empiezo a escribir y me bloqueo...” “No encuentro
un buen final” “Tengo mucho material y no s€ como organizarlo” Ellos reiteran que
hay pocas fuentes de informacion para solucionar los inconvenientes como escritores,
mostrando otras alternativas y que faciliten respuestas para la creacién dramatargica;
desde alli encontramos distintas realidades que viven los artistas y diversos estilos de
aprendizaje. Por medio de la herramienta de la “Entrevista” se tienen encuentros con
los maestros dramaturgos iberoamericanos, formulandoles preguntas para que relaten
sus historias y anécdotas de como ellos asumieron sus momentos de dificultad frente
a la escritura. Esta es otra de las razones que me permiti profundizar sobre la vida
artistica de estos escritores dramaticos ya consumados por una vida de altibajos en sus
oficios y como ellos las confrontados, se mostraron como seres humanos vulnerables
frente a un espejo de auto evolucion ante la crisis de la “Hoja en Blanco”. Se quiere
dar una alternativa desde otras miradas vividas por expertos en la materia, de como
ellos a través del tiempo, estudios, indagaciones y el azar, dieron respuestas asertivas
a sus deficiencias en ese momento de crisis artistica, saliendo al otro lado de la orilla
con una obra escrita terminada y presentada al publico a través de una puesta en
escena.

Proyecto apoyado por la Universidad Antonio Narifio, facultad de educacion y licenciatura en educacion
artistica con énfasis en danza y teatro.



STUDY ON PRAXEOLOGIES TEACHERS IN THE
TRAINING OF TEACHERS OF THEATRE

Alfonso Penia M.

National Pedagogical University, Calle 78 N° 9-92, Bogota, Colombia
Email: malfonso@pedagogica.edu.co

In this research, the praxeologies of the theater teachers in the University is
studied. An explanatory theoretical model is proposed. This model is based on an
anthropological perspective that considers knowledge as a historical and social
construction. The study proposes, from the research in specific didactics, some
categories of emerging knowledge in university theatrical training. Here I present
the knowledge objects given in the Bachelor of Performing Arts at the National
Pedagogical University, the contents, the didactic activity formats, the activities,
strategies and gestures of the teacher and the references that give rise to them.
The praxeological systems are characterized and the emergence of a new field of
knowledge and a professional profile is proposed, as a contribution to the didactics of
the professional knowledge of the theater teacher.
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HU3YYEHHE ITPEITOTABATEJIECKOM
ITPAKCEOJIOTHH B OBYUYEHHH TEATPAJTbHBIX
ITE/TATOT OB

Anvgonco IleHvsa M.

HauuoHnaavHslil nedazo2uveckuil ynusepcumem, bocoma, Koaymbus
Email: malfonso@pedagogica.edu.co

B aTOM nccnenoBany n3ydaeTcs MpaKkCUOIOTS MperoiaBaresyiell Tearpa B yHUBEP-
cutere. [Ipemioxkena mosicCHUTENNbHAS TEOPETUUYECKask MOJIeb. DTa MOJIEIh OCHOBaHA
HA aHTPOIOJOTUYECKON MEPCIEKTUBE, KOTOPAsi paCCMAaTPUBAET 3HAHUS KaK UCTOPH-
KO-COLMAJIbHYIO CTPYKTYpy. B pabore mpennaraercsi, UCXO/s U3 UCCIEIOBAHUI IO
KOHKPETHOM JIUAAKTHUKE, HEKOTOPhIE KATETOPUU HOBBIX 3HAHUW B YHHUBEPCUTETCKOMN
TeaTpabHON MOJATOTOBKE. 3/1€Ch 5 MIPEICTABIISAI0 OOBEKTHI 3HAHUH, MPECTABICHHBIC
B mporpamme OakayiaBpuara B chepe UCTIOTHUTEIBLCKUX UCKycCTB HalmoHaasHOTO
MeJaroruaecKoro yHUBEpCUTETa, Coaep kaHue, (popmMaThl AUTAKTUIECKON IEITEIBHO-
CTH, MEPOTIPUATHS U CTPATETUHU YUUTEIIS U UX UCTOUHUKU. OXapaKkTepru30BaHbl IPaK-
CHOJIOTMYECKHE CUCTEMBI, a TAK)Ke MpeiaraeTcs MosiBICHUE HOBOM 001acTH 3HAHUIN
U 1ipoheCCHOHAIBHOTO MPOQUIs B Ka4eCTBE BKJIaJa B JUJAKTUKY MPOheCcCHOoHalb-
HBIX 3HAHWM IIPENoIaBaTes Tearpa.

ESTUDIO SOBRE PRAXEOLOGIAS DOCENTES EN LA
FORMACION DE PROFESORES DE TEATRO

Alfonso Penia M.

Universidad Pedagdgica Nacional, Calle 78 N° 9-92. Bogotd, Colombia
Email: malfonso@pedagogica.edii.co

En esta investigacion se estudian las praxeologias del formador de teatro en la
Universidad. Se propone un modelo teorico explicativo, fundamentando en una
perspectiva antropologica que considera el saber como una construccion histérica
y social. El estudio propone, desde la investigacion en didacticas especificas,
unas categorias de saber emergentes en la formacion teatral universitaria. Se rinde
cuenta de los objetos de saber construidos en la Licenciatura en artes escénicas de
la Universidad Pedagogica Nacional, de los contenidos desplegados, los formatos
de actividad didactica, las actividades, estrategias y gestos del formador y de los
referenciales que les dan origen. Se caracterizan los sistemas praxeologicos y se
proponen la emergencia de un nuevo campo de saber y un perfil profesional, como
aporte a la didactica del saber profesional del profesor de teatro.
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UNIVERSITY, THEATRE AND ARCHIVES IN THE
DIGITAL AGE: OVERCOMING THE ONTOLOGICAL
PREJUDICE

Larrue J.-M.

Université de Montréal, Montreal, Canada
Email: j.m.g.larrue@gmail.com

We live in paradoxical times. While (digital) technologies of reproduction of
sound and image are omnipresent on our contemporary stages, the theatrical milieu
remains quite resistant to what Peggy Phelan called the “circulation of representations
of representations” (Phelan, 1993). We know that, since the early 2000s, thanks to
advances in videography, theatre companies have been making direct recordings of
their performances. However, these documents remain confidential, not very accessible
and, above all, they are not highly valued. A certain conception of theatrical ontology,
based on the notion of actor-spectator co-presence (Gouhier) and the ephemeral
nature of performance (Reason), makes anything close to it suspect. This is true of
recent audiovisual recordings, but it is also true of sound recordings, made using tape
recorders in the 1960s and 1980s, which are much more numerous than is generally
believed and which, because of their low value, are dragged into archives where they
deteriorate rapidly. Let’s say, if we all agree that nothing can replace the experience of
the live performance, these sound or audiovisual recordings are the closest things we
have to it. Let us dream of all that a sound recording of the Imaginary Invalid of 1673
or the Hamlet of 1600 would teach us!

These tape or videorecorded archives are incomparably rich for research and
the university has a significant role to play in the valorisation, preservation and
dissemination of these fragile and unexploited documents.

I will illustrate this reflection with sound and audiovisual extracts of direct
recordings made in the years 1960-1970.
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YHUBEPCHUTET, TEATP H APXHUBBI B BEK
ITH®POBBIX TEXHOJIOTHH: ITIPEOJJOJIEHUE
ITPE/TPACCY/IKOB

Jlappro 2K.-M.

Monpeanvckuil ynugepcumem, Monpeans, Kanada
Email: j.m.g.larrue@gmail.com

MBI J)xuBEM B MapaioKcaibHbIe BpeMeHa. XoTs (1u(poBbie) TEXHOIOTHH BOCIIPO-
M3BEJICHUS 3ByKa U M300paKEHUsI SBIISIOTCS BE3IECYIITUMU Ha HAITUX COBPEMEHHBIX
ClLIEHaX, TeaTpajibHas cpelia MPOJIOJHKAET COMPOTUBIATECS Tomy uTo Ilerrn denan
Ha3Bajla «IUPKYISIUEN npeactaBieHuil npeacrasienniny (Oenan, 1993). M1 3Ha-
eM, uto ¢ Hadasna 2000-x rojoB, OGiaromapsi COBEpPIIEHCTBOBAHUIO TPOIecca BHUJICO-
CBhEMKH, T€ATPHI CTATU CAMHU CHUMATh CBOM CIIeKTakJInu. OTHAKO 3TH 3alIUCH OCTAIOTCS
KOH(UIESHIIUATbHBIMHA, HE OY€HB JTOCTYITHBIMU, U, TIPEXK/I€ BCETO, OHU HE BHICOKO I1€-
Harcs. OnpeaeneHHasi KOHIENIUS TeaTpaibHOM OHTOJIOTUH, OCHOBaHHAsI HA MOHSITUU
COBMECTHOTO MpUCyTCTBUs aktepa u 3purteins (I'yxbe) u Ha apemepHOM Xapakrepe
ucnosiHeHus (Pu3oH), nenaer BHyIIAIONIMM HEJJOBEPUE BCE, UTO K ITOMY MPUOJIMKA-
€Tcsl. DTO OTHOCHUTCS K HETABHUM AyJUOBHU3YaIbHBIM 3aIMCSAM, HO 3TO TAKXKE OTHO-
CUTCS K 3BYKO3aITUCSIM, CIEIaHHBIMU C UCITOJIb30BaHWEeM MarHuToGoHoB B 1960-x u
1980-x rogax, KOTOpBIE SABJISAIOTCS 00J€e MHOTOYHMCICHHBIMH, Y€M OOBIYHO UX CUH-
TalOT, U KOTOPbIE M3-32 UX HU3KOW LIEHHOCTH MEPETACKUBAIOTCS B apXUBBI, IJI€ OHU
OBICTpO pazpymatoTcs. [Ipenmnonokum, 4To Mbl BCE€ COIVIACHBI C TEM, YTO HUYTO HE
3aMEHUT >KUBbIC BBICTYIUICHUS, TOTJIa 3TH 3BYKOBBIC WJIH AyJMOBHU3yaIbHbIC 3alIUCH
SBIISIIOTCS CaMbIM OJIM3KUM CpaBHEHHEM C HUMHM. JlaBaiiTe MedTarh O TOM, yeMy Obl
Hay4YWJIM Hac 3ByKo3amucH «BooOpakaemoro nuBanuaa» 1673 roma wmm «I amieray
1600 roxa!

OTH aynvo- U BUICOKACCETHBIC apXHWBBI KpaliHe OOraThl JJIsi UCCICAOBAHHM, U
YHUBEPCUTETHI JOJIKHBI ChITPATh BaXKHYIO POJIb B MOBBIIICHUU LIEHHOCTH, COXpPaHe-
HUW U PAaCOPOCTPAHEHUU ITUX XPYIIKUX U HEUCTOJIb30BAHHBIX TOKYMEHTOB.

S IpOMILTIOCTPUPYIO 3TO OTPAKEHHUE 3BYKOBBIMU U ayIMOBU3YaJIbHBIMU BbIJICPHK-
KaMu MPsIMBIX 3amucei, caenanubix B 1960-1970 rogax.
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L’UNIVERSITE, LE THEATRE ET LES ARCHIVES A
L’EPOQUE NUMERIQUE: VAINCRE LE PREJUGE
ONTOLOGIQUE

Larrue J.-M.

Université de Montréal, Montréal, Canada
Email: j.m.g.larrue@gmail.com

Nous vivons une époque paradoxale. Alors que les technologies (numériques) de
reproduction du son et de ’'image sont omniprésentes sur les scénes contemporaines,
le milieu théatral reste assez réfractaire a ce que Peggy Phelan appelait «I’économie
de représentation de représentations» (Phelan, 1993). On sait que, depuis le début des
années 2000, grace aux progres de la vidéographie, les compagnies de théatre font des
captations directes de leurs spectacles. Mais ces documents restent confidentiels, peu
accessibles et, surtout, ils sont peu valorisés. Une certaine conception de 1’ontologie
théatrale, fondée sur la notion de co-présence acteur-spectateur (Gouhier) et de
I’éphémere de la représentation (Reason), rend suspect tout ce qui s’en rapproche.
Cela est vrai des captations audiovisuelles récentes mais ce 1’est aussi des captations
sonores, réalisées a 1’aide de magnétophones dans les années 1960-1980, qui sont
beaucoup plus nombreuses qu’on le croit généralement et qui, en raison de la faible
valeur qu’on leur accorde, trainent dans des fonds d’archives ou elles se détériorent
rapidement. Disons-le simplement, si nous sommes tous d’accord pour affirmer
que rien ne remplace 1’expérience vécue du spectacle, ces enregistrements sonores
ou audiovisuels sont ce qui nous en rapprochent le plus. Révons a tout ce que nous
apprendrait une captation sonore du Malade imaginaire de 1673 ou du Hamlet de
1600!

Ces archives enregistrées sont d’une richesse incomparable pour la recherche
et université a un réle majeur a jouer dans la valorisation, la préservation et la
diffusion de ces documents fragiles et inexploités.

Jillustrerai cette réflexion d’extraits sonores et audiovisuels de captations
directes réalisées dans les années 1960-1970.
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BACHELOR OF THEATRE ARTS:
PROFESSIONAL EDUCATION IN THE UNIVERSITY
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Birotheau J.-Ch.

University of Angers, Angers, France;
Theatre Academy of Angers, Angers, France
Email: Jean.birotheau@orange.fr

Within the framework of the policy of the region and the complementarity
of learning objectives, University of Angers and the Theatre Academy of Angers
(ASTA) signed an agreement concerning a theatrical license that allows students
to prepare a bachelor’s degree with a two specialties. Students receive university
education and practical training which allow them to build their career path. It is a
question of not only preparing the creative worker, but also introducing him into the
professional environment. The originality of this training in its specific positioning
which distinguishes from other specialized fields. It is the training of multidisciplinary
specialists. In this perspective, students are offered training focused on two components:
in-depth study of drama and musical comedy, as well as specialized knowledge in the
field of organization, directing and management. This course concerns 25, 23 and
22 undergraduate students of baccalaureatel, baccalaureate2 and baccalaureate3,
respectively.
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BAKAJIABPUAT IIO HAIIPABJIEHUIO “TEATP”:
ITPODPECCHOHAJ/IBHAA 1IOATOTOBKA B
YHUBEPCUTETE AH?KE

bupomo 2K.-I1I.

Yuusepcumem Aworce, AHorce, Pparyus;
Buicwwas meampanvhias akademus Avdice, AHice, Dpanuyus
Email: Jean.birotheau@orange.fr

B paMkax MOJIUTHKK pervoHa M B3aMMOIOIOIHIEMOCTH Iiesieid o0yyeHus: YHuU-
BepcuTeT Amxe u Bricmas akanemus tearpa Amxke (ASTA) moamucanu yueOHOe
COITIAlIEHUE, KACAIOIIEECS TEaTPAIbHOMN JIMIIEH3UU, KOTOPask MO3BOJSAET CTyJICHTaM
MOJIFOTOBUTH JMIUIOM OakanaBpa ¢ JBOWHOW CHENUadbHOCThbIO. CTYIEHTHI MOiyya-
10T YHUBEPCUTETCKOE 00pa3oBaHWE M MpakTUYeckoe o0ydeHHe, YTO MO3BOJIAET UM
CTPOHTH CBOM KapbepHBIN MyTh. Peub UAET O TOM, YTOOBI HE TOJIBKO BBIITYCTHUTH TBOP-
YeCcKOro pabOTHHUKA, HO U Y>K€ BBECTH €T0 B IpoeccuoHaIbHy0 cpeny. OpuruHaib-
HOCTBH 3TOr0 OOyYEeHHS B €r0 KOHKPETHOM MO3WIIMOHUPOBAHUHU, KOTOPOE OTIUYAECT
€ro OT JIPYTUX CHEelUaIM3UPOBAHHBIX 001acTel, — 3T0 00yUYeHHEe MHOTOMPODUIBHBIX
CHEUUAIMCTOB. B 3TOI mepcrnekTuBe CTyAeHTaM IpeajiaraeTcsa 00y4eHue, OpUeHTHU-
POBAHHOE Ha JIBE COCTABJISIOIINE: TIIyOOKOE U3yUeHUE APaMbl U MY3bIKAIbHONH KOMeE-
IIH, a TAaKXKE CIEIUaTN3UPOBAHHbBIE 3HaHUS B 0071aCTH OpPTaHU3aliy, YIIPaBICHUS U
MEHEIDKMEHTa. DTOT Kypc KacaeTcsi 25 cTy[ieHToB OakanaBpuaral, 23 — 6akanaBpua-
Ta2 u 22 — 6aknaBpuara3l.



LICENCE “THEATRE”: UNE FORMATION
DIPLOMANTE A L’UNIVERSITE D’ANGERS

Birotheau J.-Ch.

Université dAngers / ASTA, Angers, France
Email: Jean.birotheau@orange.fr

Dans le cadre d’une politique de site et d’'une complémentarité de leurs objectifs
en matiere de formation, ’université d’Angers et I’ Académie Supérieure de Théatre
d’Angers (ASTA) ont signés une convention de formation, concernant une licence
théatre qui a pour objectif de permettre aux ¢tudiants de préparer une licence avec
une double compétence. Les étudiants bénéficient d’une formation universitaire et
une formation pratique qui leur permet de construire leur parcours professionnel;
il s’agit de les preparer a €tre non seulement des artistes mais aussi des acteurs
en mesure de s’inscrire professionnellement dans leur environnement. L’originalité
de cette formation dans son positionnement particulier, qui la distingue des autres
filieres spécialisées est de former des professionnels polyvalents. Dans cette
persperctive, elle offre aux étudiants une formation articulée sur deux axes: une
connaissance approfondie de 1’art dramatique et de la comédie musicale, ainsi que
des connaissances spécialisées en organisation, gestion et management. Ce parcourt
concerne 25 étudiants en Licencel, 23 en Licence2, 22 en Licence3.
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THE TEACHING OF CONTEMPORARY DRAMATURGY
AT FRENCH UNIVERSITIES

Routier H.

University of Lille, Domaine Universitaire du Pont de Bois BP 60149,
59653 Villeneuve d’Ascq, France
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Today theatre seems to have achieved its position at university, the scenic practice
is taught in the same way as other artistic disciplines. Yet this status is fairly recent; the
theatrical art has long been associated with modern literature. Theatrical analysis was,
in fact, reduced to a dramaturgical analysis, the scene, that is to say, the spectacle itself
was excluded from this approach; it was used at most to illustrate the text. The question
of the autonomy of this discipline as a university teaching was long and complicated
to be established. In France, it is, of course, the figure of Bernard Dort who remains
associated with this autonomy of the scenic art. At first, it seems important to trace a
quick history of theatre at French universities to better understand new pedagogical
practices. Secondly, our reflection will focus on contemporary dramaturgy: how
1s it currently taught? Are dramaturgy courses theoretical and/or practical? Do the
new means available to students change the dramaturgical approach? Is dramaturgy
one of the pillars of the teaching units of a Bachelor’s Degree in Performing Arts at
French universities? A comparison of the titles and contents of this type of course
offered in different universities in France will allow us to highlight the similarities
and differences in perceptions of contemporary dramaturgy. Indeed, as we will see,
dramaturgy at French universities is still associated with textual analysis and few
higher institutions offer master’s training for dramatist, unlike universities in other
countries. The role, the position and the nature of the current teaching of dramaturgy
in French universities reflect the place of theatre in the university and more broadly
in our current world.
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ITPEITOJABAHUE COBPEMEHHOH JIPAMATYPI'HH
B YHUBEPCUTETAX ®PAHIINU

Pymue 3.

YHueepcumem Jlunns, Buavhés-0’Ack, @panuus
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Ceroanst Tearp 3aHsU1 IPOYHOE IMOJOKEHUE B YHUBEPCUTETAX, CLHUEHUYECKOE HC-
KyCCTBO MPENOAAETCS HApaBHE ¢ IPYTrUMHU npeaMeramu. OJHaKO 3TO MPOU30ILIO HE
TaK Y JaBHO: IO BCE€W BUJAMMOCTH, TEATPAIBHOE HCKYCCTBO MPOYHO aCCOLUUPYETCS
C COBPEMEHHOM JIuTeparypor. TearpaibHbIN aHAIU3 CBOAWICS K ApamMaTypruyecKo-
My aHaJau3y IPOU3BEICHHUs, CaM CIIEKTaKJb B 3TOM IIOIXOJE HE yYaCTBYET, a paccMa-
TPUBAETCA JIUIIb KAaK WILTFOCTPALMs TEeKCcTa. BOpoc BbIIEICHUS 3TON NUCUUTLINHBI
B OT/ICJILHBIN TIPEAMET JOBOJIbHO cliokeH. DpaHius obsi3aHa »TuM bepuapy Jlopty,
KOTOPBIN A0 CUX MOP MPOJBUIaeT HE3aBUCUMOCTh CLIEHUYECKOro ucKyccTBa. CHavana
BaYKHO MPOCJIEAUTh UCTOPHIO Te€aTpa BO (paHIly3CKOM YHUBEPCUTETE, UTOOBI JTyUlIle
NOHATH HOBBIE NIeAArornyeckue npuémel. Jlanee Mbl COCPENOTOUMMCS HA COBPEMEH-
HOM JpamaTyprum: Kak €€ cerlyac Mpernoparor? SBIsSrOTCS Iu Kypehl IpamMaTypruu
TEOPETUYECKUMU WM NMPAKTUYEeCKUMU? V3MEHAEeTCA U NOAX0 K ApaMaTypruu u3-
3a HOBBIX METOOB, JOCTYIHBIX CTyAeHTaM? SIBisieTcs 1M Kypc ApaMaryprud OgHUM
U3 OCHOB TOJYYEHUS CTEMeHU 0akanaBpa B 00JACTU UCTIOTHUTEIbCKIUX UCKYCCTB BO
¢dpaniy3ckux yHuBepcurerax? CpaBHEHHE COJAEPKaHUS KypCOB TaKOro TUIIA, MPE-
JaraeéMplX B pa3iIMYHbIX YHUBepcuTeTax PpaHUMH, MO3BOJIMT BBIIBUTH CXOJACTBA U
pasinuus B IOHUMaHUU COBPEMEHHOMU pamMaTypruu. Kak Mel yBUaAMM, IpaMaryprus
BO ()paHIly3CKUX YHUBEPCUTETAX BCE €I CBA3aHA C aHAJIM30M TEKCTa, JIUIIb HEMHO-
rue ydeOHbIE 3aBEIEeHUSI MPeJiaraioT MOATOTOBKY MOCTAHOBIIUKOB, B OTIWYHE OT
YHUBEPCUTETOB APYIUX CTpaH. Poib, MOMOKEHHE U TPUPOJA COBPEMEHHOTO MPEIO-
JaBaHUs [paMaTypruu BO PpaHIly3CKUX YHUBEPCUTETAX OTPAXKAET TO MECTO, KOTOPOE
TeaTp 3aHUMAET B YHUBEPCUTETE U B COBPEMEHHOM MHPE B LIEJIOM.
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Email: helene.routier@univ-lille3.fr

Aujourd’hui la position du théatre a 1’université semble acquise, la pratique
scénique est enseignée au méme titre que d’autres disciplines artistiques. Pourtant
ce statut est assez récent, I’art théatral a longtemps été associé aux lettres modernes.
L’analyse théatrale se réduisait, de fait, a une analyse dramaturgique, la scéne c’est-
a-dire le spectacle lui-méme était exclu de cette approche; il servait au mieux a
illustrer le texte. La question de I’autonomie de cette discipline comme enseignement
universitaire fut longue et compliquée a étre instauré. En France, c’est, bien sir, la
figure de Bernard Dort qui reste associée a cette autonomie de 1’art scénique. Dans
un premier temps, il semble important de retracer une rapide histoire du théatre a
I’université francaise pour mieux comprendre les nouvelles pratiques pédagogiques.
Dans un second temps, notre réflexion se centrera sur la dramaturgie contemporaine:
comment celle-ci est-elle actuellement enseignée? Les cours de dramaturgie sont-ils
d’ordre théorique et/ou pratique? Est-ce que les nouveaux moyens mis a la disposition
des €étudiants changent 1’approche dramaturgique? La dramaturgie constitue-t-elle un
des piliers des unités d’enseignement de la licence Arts de la scéne a 1’université
frangaise? Une comparaison des titres et des contenus de ce type de cours proposés
dans différentes universités en France nous permettra de mettre en évidence les
similitudes et les différences de perception de la dramaturgie contemporaine. En
effet, comme nous le verrons, la dramaturgie a ’université¢ frangaise reste encore
associ¢e a I’analyse textuelle et assez peu d’établissements supérieurs proposent en
master des formations de dramaturge, contrairement aux universités d’autres pays.
Le role, la position et la nature de I’enseignement de la dramaturgie actuellement
dans les universités francaises traduisent bien la place du théatre a 'université et plus
largement dans notre monde actuel.
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I WILL PILAY IN A SOAP OPERA! PREPARING
YOUNG PERFORMING ARTISTS TO THE REALITY OF
PROFESSIONAL AREA: AN ISSUE OF THE UTMOST
IMPORTANCE IN TURKISH UNIVERSITIES

Letailleur E.

Hacettepe University, Ankara State Conservatory, Theatre Institution, Bahgelievler Mahallesi,
Bahriye Ucok Caddesi n°4, 06500 Cankaya, Yenimahalle, Ankara, Turkey Email: erica.
letailleur @hacettepe.edu.tr

This communication will question university’s role towards the preparation
of future professional artists, in regard of performing arts market’s issues, notably
televisual production area. It will consist of a cross compared pedagogical reflection,
based on programs and brochures presented by the theatre institues of several Turkish
universities on one hand, as well as a field research lead with young students of Ankara
State Conservatory. In terms of preparation to artistic professional life, what does the
Turkish university offers nowadays? In the meantime, how are young artists taught
to take a place in a saturated area / market, where the young people’s hopes are often
looking in an almost exclusive perspective at the television production (especially
dramas)?

We remember that at the roots of every vivid artistic creation are the ones Pierre-
Michel Menger calls “worker-artists”: people of whose know-how and creativity are
themselves and a priori a strong added value, not necessarily at a quantitative scale;
inscribed in the artwork, they need to show adaptation capabilities at the professional
and social level, for a collective realization which could restrain their personal
competencies. Then, there is a strong hiatus between artistic production’s individual
and collective values, because it is itself torn in a duality between productive reason
and work’s ontological aperception — and all the more so when this reality is facing
the market.

The university is, thus, a priviledged space-time, in which the artistic identity of
the future professionals is made, before facing the cruel reality of the market. Yet, this
is not only a place for the accumulation and assimilation of knowledges. University
also has the vocation to hatch autonomous artists.
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S BYJTY HTPATH B CEPHAJIE! IIO/ITOTOBKA
MOJIOIBIX AKTEPOB K PEAJTUSIM
ITPODPECCHOHAJIBHOH >KU3HHU:
HEPBOCTEINEHHAS 3A/TAYA B YHHUBEPCUTETAX
TYPIIUH

Jlemetlte 3.

TI'ocydapcmeennasn koHcepsamopus, Yuusepcumem Xadxcemmene, Auxkapa, Typuua Email:
erica.letailleur@hacettepe.edu.tr

B nanHOl pa0oTe MBI XOTMM pacCMOTPETh POJIb YHUBEPCUTETOB B MOATOTOBKE
po(eCCHOHATBHBIX aKTEPOB OTHOCUTEIBHO COOTBETCTBUS UX KOMIETEHIIHI Tpebo-
BaHUSIM PbIHKA, OCOOCHHO TEJIEBU3MOHHBIM MOCTAaHOBKaM. JTO OyJeT CpaBHUTEIb-
HBIM TIEIaroru4ecKuil aHaJlu3 MporpamMMm U OpoIIop, MPEAOCTABICHHBIX Tearpajib-
HBIMU (paKyJIbTETaAMHU HECKOJIbKHUX TYPEIIKUX YHUBEPCUTETOB, a TAKXKE UCCIIEOBaHUE,
MPOBEAEHHOE C MOJIOABIMU CTYAEHTaMH [ 0Cy1apCTBEHHOM KOHCEPBATOPUU AHKAPBI.
UTO MOTYT MPEMIOKUTH TYPELKHE YHUBEPCUTETHI B 00J1aCTH MPOPECCUOHATIBHON aK-
TEpCKOM MoAroToBKU? M Kak MOJIOJBIX aKTEPOB yUyaT 3aHUMATh CBOE MECTO Ha TAKOM
yke c(hOpMHUPOBABIIIEMCS PhIHKE, KAKUM SIBJISIETCS TEJIEBUICHUE, Kya YaCTO yCTPEM-
JIEHBI HAJIEK/Ibl HAUMHAKOIINX CIIEIIUATUCTOB.

Kak MbI IOMHHMM, KakI0€ SIPKOE XyI0)KECTBEHHOE MPOU3BEICHUE JIEPKUTCS Ha
Tex, koro IIbep-Mumienr Menrep Ha3biBaeT «pabOYMN-XyTOKHUKY» — JIIONAX, YbU
HaBBIKM M TBOPYECTBO caMU MO cebe CO3Mar0T OONbINYI0 J00aBICHHYIO IIEHHOCTb,
HE 0053aTeIbHO B KOJIMYECTBEHHOM BbIpakeHUU. OHU JOJKHBI I€MOHCTPUPOBATH
CIIOCOOHOCTh K aJlanTalii Ha MPOo(eCcCHOHATBLHOM M COLIMAIBLHOM YPOBHSX paju
JOCTHKEHHUs 00IIel 1enu, uHorAaa B yuiepO coOcTBeHHOM kBanupuxaimu. Takxke
CYIIECTBYET MPONACTh MEXKAY JUYHOCTHBIMU M KOJUIEKTUBHBIMU LIEHHOCTSIMH XYZO-
YKECCTBEHHOT'O MPOU3BEJICHUS, TOCKOJIBKO OHO CaMO CYIIECTBYET MEXKy IPUUMHAMH,
MOOYIUBIIMMHU K CO3IaHHUIO TOTO UJIM UHOTO MPOU3BUIEHHUS U €r0 MOCIENYIOIINM OH-
TOJIOTUYECKUM BOIIPHUSATUEM, OCOOCHHO KOT/Ia OHO BBIXOJIUT HA PHIHOK.

Takum oOpa3oM, yHHUBEPCUTET CTAHOBUTCS OCOOBIM MECTOM (HOPMUPOBAHUS
XyJIOKECTBEHHON CaMOOBITHOCTH OyIyIIMX CIELHMAIMCTOB, MPEXKIE YEM OHU CTOJI-
KHYTCS C dKECTOKOM pealbHOCTBIO PbIHKA. [[a, 371€Ch CTYIEHThI HE TOIBKO MOIYYaOT
3HaHusl. Ha yHUBEpCUTETHI Takke BO3JIOKEHA 3ajaua cpOpMUPOBATH HE3ABUCHUMBIX
XYJIO’KHUKOB.
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PLUS TARD, JE JOUERAI DANS UNE SERIE
TELEVISEE!

PREPARER LES JEUNES ARTISTES DU SPECTACLE
VIVANT A LA REALITE DU MILIEU PROFESSIONNEL:
UN ENJEU DE PREMIERE IMPORTANCE AU SEIN
DES UNIVERSITES TURQUES

Letailleur E.

Université de Hacettepe, Conservatoire National Supérieur d’Art Dramatique d’Ankara,
Bahcelievler Mahallesi, Bahriye Ucok Caddesi n°4, 06500 Cankaya, Yenimahalle, Ankara,
Turquie
Email: erica.letailleur@hacettepe.edu.tr

Notre communication questionnera le réle de 'université dans la préparation
des artistes professionnels, vis-a-vis des attentes du marché du spectacle vivant, en
regard de celui de la production télévisuelle. 11 s’agira d’une réflexion pédagogique
comparée, basée sur les programmes et fascicules présentés par les sections d’études
théatrales de différentes universités et écoles de théatre en Turquie, d’une part, ainsi
que sur une enquéte de terrain réalisée aupres de jeunes €tudiants au Conservatoire
National Supérieur d’Art Dramatique d’Ankara. En termes de préparation a la vie
artistique professionnelle, qu’offre I’université turque aujourd’hui? En méme temps,
comment enseigner aux jeunes artistes a se faire une place dans un milieu / un marché
saturé, ou les espoirs des jeunes sont souvent tournés de maniere exclusive vers le
milieu de la production télévisuelle (séries)?

Nous nous souvenons qu’a la source de toute production artistique vivante
se trouvent ceux que le sociologue Pierre-Michel Menger qualifie «d’artistes-
travailleurs»: des individus dont le savoir-faire et la créativité représentent en eux-
mémes et a priori une forte valeur ajoutée non nécessairement quantifiable mais
qui, inscrits dans I’ceuvre, doivent montrer des capacités d’adaptation sur le plan
professionnel et social, en vue d’une réalisation collective pouvant restreindre leurs
compétences personnelles. Il y a alors un fort hiatus entre les valeurs individuelles et
les valeurs collectives de la production artistique, elle-méme tiraillée dans une dualité
entre raison productive et perception ontologique du métier — et cela de maniére
d’autant plus vive, lorsque cette réalité est confrontée au marché.

L’université, se révele Etre, ainsi, un espace-temps privilégié, au sein duquel
I’1dentité artistique des futurs professionnels se forge, avant d’étre confrontée a la
cruelle réalité du métier. Pourtant, celle-cin’est pas uniquement un lieu d’accumulation
et d’assimilation de savoirs. Il semble qu’elle ait également vocation a faire éclore des
artistes autonomes.
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PROMOTING ART: COERCIVE STRATEGIES FOR
THEATRICAL EDUCATION AT THE UNIVERSITY OF
YAOUNDE 1
BETWEEN 2008 AND 2016

Assomo C.J.

University of Yaoundé 1, UFRD Arts Cultures and Civilizations,
B.P: 755 Falsh Yaoundé, Cameroon
Email: cyriljuvenil@gmail.com

The practice of theater at the University of Yaoundé 1, the largest institution of
higher education in Cameroon, has always presented itself as macrocosm composed
of several entities: the university theatre, the normally constituted troops and
occasional student groups. However, if passions have never withered, the search for
audience to complete the theatrical act has always been at the center of concerns and
reflections; the theater is not a poplar art both inside the university campus and the
Cameroonian territory. Thus, just like theater marketing, which finds its essence in the
question: “how to sell drama?” The leaders of theatrical practice at the University of
Yaound¢ 1 focused on the popularization of drama both at the university and in the
city of Yaoundé between 2008 and 2016. This paper is based on direct observation,
participant, and a reflection on the two concepts, banking system and progressive
system of education of Paolo Freire. She reviews the various strategies put in place
by some theater teachers at the University of Yaoundé 1. She shows that, although
they can be described as violent, these strategies can nevertheless be perceived as
tools of artistic education. And to reach this end, the present statement will extend
on three points: some remarks on general perception of theater in Cameroon and the
university; then the coercive strategies oriented towards the quest of the public and
finally the contribution of these methods to the development of arts education in the
country.
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INPO/IBHU?KEHUE UCKYCCTBA:
IHHPUHY/IUTE/IBHBIE CTPATEI'THU TEATPAJIBHOI'O
OBPA30OBAHUA B YHUBEPCHUTETE AYH/IE 1
B 2008-2016 I'O/TAX

Accomo C.10.

YHueepcumem AyHoe 1, Aynde, KamepyH
Email: cyriljuvenil@gmail.com

TearpanbHasa npakThka B yHuBepcutere AyHae 1, sSBIAIOMIErocs caMbIM KpyIl-
HbIM BBICIIMM Y4Y€OHBIM yupexjaecHuem KamepyHa, Bcerja MNpecTaBisiach Kak
MAaKpPOKOCM, COCTOSIIIIMM U3 HECKOJIBKUX YaCTE€U: YHUBEPCUTETCKUU Tearp, KOJJIEK-
TUBBI, JEHUCTBYIOIIME HA MOCTOSHHON OCHOBE, U BPEMsI OT BPEMEHU BO3HUKAIOLIWE
HEperyJsipHbIEe CTyJ€HUYECKHE rpynmbl. M ecnu kaxaa TBOpUECTBA HUKOT/IA HE Ipe-
Kpalajgach, TO MOUCK 3pUTENICH ISl TeaTpajibHbIX MPeACcTaBIeHUN Bceraa ObUT 1EH-
TpaJabHON MPOOIEMOM, MOCKOIBKY T€ATP HE SBJAETCS MOMYJISIPHBIM UCKYCCTBOM Kak
BHYTPU YHUBEPCUTETCKOTO ropojka, Tak u Ha tepputropuu Kamepyna. I[lostomy,
clenys TeaTpaIbHOMY MapKETHHTY, 3a/1atoiemycs BonpocoM: «Kak npogaBars criek-
TaKau?», IUJIephbl TeaTpaabHOIO ABWKEHUS B YHUBepcutTere AyHne 1 cocpemoroun-
muchk B iepuoz ¢ 2008 mo 2016 rox Ha monyJspyU3aluM T€ATpa KaK B YHUBEPCUTETE,
Tak U B ropojzie AyHae. ITOT JOKJIaJ OCHOBAH HA HEMOCPEICTBEHHOM HAOJIOJICHUH,
W3YYECHUH U aHAJIM3€ JIBYX KOHLEMNIMN: OAHKOBCKOW CHUCTEMbl U POTPECCUBHON CH-
cteMbl obpazoBanus [Taono ®dpeiipe. B moxmame paccMOTpeHbI pa3IudHbIC CTpaTe-
TUH, CO3/IaHHBIE HEKOTOPHIMU IMPENojaBaresisiMu TeaTtpa B YHuBepcutere Aynue 1.
OH NOKa3bIBAET, UTO, XOTS UX U MOKHO OXapaKTEPU30BaTh KaK MPUHYAUTEIbHbBIE, HO
ATU CTPATeTHMH MOTYT, TEM HE MEHEE, BOCIPUHUMAThCA KaK MHCTPYMEHTHI Xy 0XKe-
CTBEHHOI0 BocnuTaHus. M 11st 1oCTUXKEHUSI 3TOM 1IeNIM HACTosAIee COOOIIeHrne OyaeT
OXBaThIBaTh TPU MOMEHTA: KOMMEHTapuu 00 0011eM BoctpusiTiu Teatpa B Kamepyne
Y YHUBEPCUTETE; 3aTEM MPUHYIUTEIIbHBIE CTPATETUH, OPUEHTUPOBAHHBIE HA TTOMCKHU
3pUTENBCKON ayIUTOPUU; U, HAKOHEII, BKJIaJl ’TUX METOJIOB B PA3BUTHE XYy 0KECTBEH-
HOTO 00pa30BaHus B CTPAHE.
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D’EDUCATION THEATRALE A L’UNIVERSITE DE
YAOUNDE 1 ENTRE 2008 ET 2016

Assomo C.J.
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B.P: 755 Falsh Yaoundé, Cameroun
Email: cyriljuvenil@gmail.com

La pratique du théatre a ’'université de Yaoundé 1, la plus grande institution
d’enseignement supérieur du Cameroun, s’est toujours présentée comme un
macrocosme constitu¢ de plusieurs entités: le théatre universitaire, les troupes
normalement constituées et autres regroupement estudiantins occasionnels. Toutefois,
si les passions n’ont jamais flétries, la recherche des publics pour compléter I’acte
théatral a elle toujours €té au centre des préoccupations et des réflexions; le théatre
n’étant pas un art populaire tant a I’intérieur du campus universitaire que du territoire
camerounais. Ainsi, tout comme le marketing du théatre qui trouve son essence
dans la question «comment vendre 1’art dramatique?», les meneurs de la pratique
théatrale a ’'université de Yaoundé 1 se sont penchés sur la vulgarisation du théatre
tant a ’université que dans la ville de Yaoundé entre 2008 et 2016. La présente
communication, est batie sur I’observation directe, participante et une réflexion sur les
deux concepts, systéme bancaire et systéme progressif de I’éducation de Paolo Freire.
Elle passe a revue les différentes stratégies mises sur pieds par certains enseignants de
théatre a I’université de Yaound¢ 1. Elle démontre que, bien que pouvant étre qualifiées
de violentes, ces stratégies peuvent néanmoins étre per¢ues comme €tant des outils
d’¢éducation artistique. Et pour arriver a cette fin, le présent propos va s’étendre sur
trois points: quelques remarques sur la perception générale du théatre au Cameroun
et a université; ensuite les stratégies coercitives orientées vers la quéte des publics;
et enfin ’apport de ces méthodes au développement de 1’éducation artistique dans le

pays.
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THE BELARUSIAN POSTDRAMA AND ITS
INFLUENCE
ON THEATRICAL PROCESS

Saladukha K.

Belarusian State University, Nezaliezhnasci Ave.4, Minsk, 220030, Belarus
Email: k_saladukha@yahoo.com

Belarusian dramaturgy of a younger generation becomes more and more acute
and daring. In comparison to the theatre which prefers to entertain, hide behind the
classics or rarely hint what really disturbs the society, the dramaturgy attempts to
comprehend the new realities of life, to understand randomness and plurality of
values and determine the place and significance of a human in this society. The new
generation doesn’t invoice the past, they rather seek to reflect a new reality of life and
speak frankly about it. The world is now a hypermarket, and people’s lives don’t cost a
lot. A globalized human feels even stronger the lost in the XX century central position
in the world, and finds him/herself in the chaos of values and opinions.

The hero of a new Belarusian drama generation is ambiguous, (s)he escapes
from under specific and well-defined borders. Pluralist character of postmodern art
engenders many heroes and their artistic equality. What unites them, however, is the
sense of the crisis of human existence. Thus, the focus of contemporary Belarusian
drama becomes a hero’s crisis.

The paper will analyze the relevant problems of contemporary Belarusian drama,
namely the younger generation of authors and performers; present distinctive features
of Belarusian postdrama; study topics and issues of the plays in their close connection
to social and psychological state of a human in nowadays.
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BEJIOPYCCKAA ITOCTIPAMA U EE BJIUSIHHUE HA
TEATPAJIBHBIH ITPOI[ECC

Conodyxa K.

Beaopycckuil cocyoapcmeenHblil yHusepcumem, Mutck, beaapyco
Email: k_saladukha@yahoo.com

[lo cpaBHEHHIO C TeaTpoM, KOTOPBIA MPEAMOYUTAET pPa3BIeKaTh, MPITAThCS 3a
KJIACCUKY U JIMIIIb U3PEKa HAMEKATh Ha TO, YTO ACHCTBUTEIILHO BOJIHYET OOIIECTBO,
JpaMaTyprusi MbITAeTCs MOHSATH HOBBIE PEaIMH KU3HU, MOHATH HEYMOPSI0UEHHOCTh
U pa3HooOpa3ue LEHHOCTEH U OMpeNeIuTh MECTO U 3HAUCHUE YeJIOBEKa B 3TOM 00-
mectBe. HoBoe nokosieHue He BBICTABISIET CYET MPOIIOMY, OHO, CKOpEEe, CTPEMUTCS
OTPa3HUTh HOBYIO PEaIbHOCTh JKU3HHU U OTKPOBEHHO TOBOPUTH 00 3TOM. Mup Temnepb
SBIICTCS TUIIEPMAPKETOM, a JKU3HbB JIIOIEd HE CTOUT Joporo. B mmobanm3oBaHHOM
MUPE YETIOBEK OCTPO OIIYIIAET, YTO MOTEPSUT LIEHTPAJIbHOE TOJI0KEHUE B HEM, U 00-
HapYy>KUBaeT ceOs B Xa0ce MIEHHOCTEH M MHEHUH.

['epoii HOBOTO TIOKOJIEHUSI OEIOPYCCKOTO JpaMbl HEOJHO3HAYEH, OH(a) BBIXOIUT
3a YETKO OompeJieleHHble IpaHulibl. [opanucTuyeckuil xapakrep NOCTMOIAEPHUCT-
CKOTO MCKYCCTBA TIOPOXKIAET MHOTHX T'ePOEB U UX XY/I0’)KECTBEHHBIE OTOKECTBIICHUSI.
BwmecTte ¢ Tem ux o0beIMHAET YyBCTBO KpU3HCA YETOBEUECKOTO CyIIeCTBOBaHUS. Ta-
KUM 00pa3zoM, GoKycoM OeopyCCKOiM ApaMbl CTAHOBHUTCS KPU3UC TE€POSL.

B crarbe aHanu3upyroTcs akTyajJbHbIE IPOOJIEMbI COBPEMEHHOW OeraopyccKoit
JpaMbl, @ UMEHHO, MOJIOZ0€ MOKOJIEHHE aBTOPOB U HCIIOJIHUTENEH; MPeICTaBIsAI0T-
Csl OTIMYUTEIIbHBIE YEPTHI OETIOPYCCKOM OCTAPaMBbl; BOIIPOCHI UCCIIEI0BAHUS MTbEC B
UX TECHOU CBS3U C COIUAIBHBIM M TICUXOJIOTUYECKUM COCTOSTHUEM YeJIOBEKa B HAITH
TTHH.
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A SIGNIFICANT BREAKTHROUGH FOR UNIVERSITY
THEATRE IN THE 21ST CENTURY

Goldfarb P.

International Theatre Institute, 235 West 76th Street, Apt 2E, New York, NY 10023 USA
Email: peter@petergoldfarb.com

Conventional approaches to theatre training often promote concepts of success
and failure, hope and fear and good and bad, with an over-emphasis on psychology
and a somewhat rigid idea of character and personality. These concepts tend to
promote more self-consciousness than consciousness and do not present authentic
models with which students can genuinely identify. Here, the starting point of an
actor’s training is no longer limited to lessons in technique and learning proficiency
in a specific method, e.g. Stanislavsky, Strasberg, Michael Chekhov, Lecoq etc. As
such, I am pleased to report that gradually, but significantly, there is the beginning of
a shift away from the training by-the-book approach, to a process which facilitates
access to the student’s existing creative resources, empowering students to, without
any formal training, experience and express their own unique innate abilities which
transcend anything that can ever be taught! Consequently, instead of a training which
requires students to live up to external standards of excellence with criteria that
varies according to each teacher’s attachment to a particular ‘method’, the goal is
to facilitate a reconnection with the student’s own direct personal experience. The
work process includes progressive improvisation, dream work and guided fantasy,
exercises in moment to moment and present tense awareness, visual and auditory
awareness, observation and identification, theatre games and meditation. The resulting
affirmation of each student’s vast and personal resources without the need for any
external validation can, in itself, manifest as authentic empowerment and engender an
entirely new paradigm for actor training. The classes are open to University students
in all branches of the performing arts, as well as any and all students inspired by the
wonder of the creative process.
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BA>KHBIH ITPOPBIB JI/II YHUBEPCHUTETCKHX
TEATPOB B 21 BEKE

TI'oadgap6 I1.

MesxcoynapodHwiii uncmumym meampa, Hvio-Hopx, CIIIA
Email: peter@petergoldfarb.com

OObI4HbIE TOIXO/bI K TE€ATPAIBHOMY OOYUYEHHUIO YacTO MPOIAraHIupyOT KOHIIETI-
UM yCIieXa ¥ HeyJlauu, HaJISXK bl U CTpaxa, a TAK)Ke XOPOIIEeTo U TUIOXOT0, C Ype3Mep-
HBIM aKI[CHTOM Ha TICUXOJIOTHIO U HECKOJIBKO TBEPIYIO HACI0 O XapakTepe U JINYHO-
CTH. DT KOHIICTIIINH, KaK IPABUJIIO, TIPOJIBUTAIOT OOJIbIIIE CAMOCO3HAHUE, YEM CO3HA-
HHE, ¥ HE TPEACTABISAIOT cO00I ayTeHTUYHBIE MOJIENH, C KOTOPHIMU YUYEHUKH MOTYT
JIEMCTBUTENBHO HJIEHTU(PHUIMPOBATHCA. 3/1€Ch HadallbHAs TOYKa OOy4eHHs akKTepa
OoJbllle HE OTPAaHUYMBAETCS YPOKAMH B TEXHUKE M HaBBIKAMU 00yUY€HUS] KOHKPETHO-
My MeTony, Hanpumep, merony Cranuciasckoro, CtpacOepra, Uexona, Jlekoka u T.11.
51 pax cooOUUTH, YTO MOCTETIEHHO, HO YK€ B 3HAYUTEIBHON Mepe, HabIroqaeTcs Ha-
9aJio 0TXO0/a OT MpernojaBaHusi N0 Y4eOHUKY, K POIIeCCy, KOTOPBIH 001erdaer 10CTymn
K CYIIECTBYIOIIMM TBOPYECKHUM pecypcac YUCHHKA, MTO3BOJISIOIEMY CTy/eHTaM, 0e3
Kakoro-inbo (opManabHOro OOy4eHHs, UCTIBITHIBATh U BBIPAXKaTh CBOM YHUKAJIbHbIC
BPOXKICHHBIE CIIOCOOHOCTH, MPEBOCXOAIINE BCE, YeMy MOKHO HayuuTh! CremoBa-
TEJIHHO, BMECTO 00y4YeHUsI, KOTOpoe TpeOyeT, 4TOObI yualuecs COOTBETCTBOBAN OT-
JMYHBIM BHEIIHUM CTaHJApTaM C KPUTEPHSIMH, KOTOPbIE BAPHUPYIOTCS B 3aBUCUMO-
CTH OT MPUBS3aHHOCTH KaXKIOTO YUUTEIIS K ONIPEICIIEHHOMY «METOILY», IIeITb COCTOUT
B TOM, YTOOBI 00JIETYUTh HACTPOUKY CBSA3EH C HEMOCPEICTBEHHBIM JIUYHBIM OIIBITOM
yuenuka. [Iporiecc paboTsl BKiIIOYaeT B ce0si MPOrpeCcCUBHYI0 MMIPOBU3AIMUIO, Pa-
00Ty ¢ MeUTOW U yHpaBIsieMyto (GpaHTa3MI0, YIIPAKHEHUS U BOCTIPUSATHE HACTOSIIETO
BPEMEHHU, BU3YAIBHOTO ¥ CITyXOBOTO CO3HAHHMS, HAOIIOICHUS U UICHTH(UKAIINH, Te-
aTpaibHBIX UTP U MeauTanun. [lomydyeHHOE B pe3ylibTare MOABEPkKACHUE OOITHMPHBIX
JMYHBIX PECYPCOB KAXKAOTO ydamierocs 0e3 HeoOXOMUMOCTH KaKOTO-TM00 BHEIIHETO
KOHTPOJISI MOXKET MPOSABISATHCS KaK MOAJIMHHOE PACKPETOLICHHE U PACIIMPEHUE BO3-
MOXHOCTEH M MOPOXKAATh COBEPUICHHO HOBYIO MapagurMy Ajisi 0OydeHHUs] aKTepOB.
Takue oOpazoBarenbHbIC KYypPChl MOTYT OBITH OTKPBITHI JUIS CTYJACHTOB U3 BCEX O0JIa-
CTEH MCIOTHUTEIHLCKOTO MCKYCCTBA, a TAKXKe JIJISl BCEX CTYAEHTOB, BIOXHOBIICHHBIX
YqyJJ0OM TBOPYECKOTO IpoIiecca.
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What does it mean to perform theatre when you are homeless? What is home?
How can theatre help develop, create, and/or define one’s identity within the contexts
of time, space, and community? How might university theatre play a role? How can
university theatre in the 21st century give voice to those traditionally marginalized
and silenced?

Theatre on the university stage often reflects upon modern day concerns and themes
through a variety of means such as texts, staging, sets, costumes, and more. Today’s
changing world demands a more investigative approach, seeking to unite communities
through a diversity of media and communications platforms. In Washington DC, two
projects developed by George Washington University professors in collaboration with
local non-profit Street Sense Media aim to do more than just reflect on pressing social
subjects: they seek to engage both homeless performers and audience in critical social
dialogue. University professors and students collaborate with local homeless people,
working together to create theatre that directly connects to important social issues
such as inequality, displacement, and empowerment.
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YHUBEPCUTETCKHH TEATP B 21 BEKE:
BK/ITIOYEHUE TEATPA B COLTHAJIBHBIN /TUAJIOI’

XopH Y.JI.

AmepukaHckuil yHusepcumem, Bawunemo, CIIIA
Email: horne@american.edu

KakoBo BbICTymnaTh Ha clieHe, Korya y Te0s HeT qoma? Uto takoe noM? Kak Tearp
MOXXET MTOMOYb Pa3BUTh, CO3/1aTh U ONPEIETUTh JUYHOCTh YEJIOBEKA B KOHTEKCTE Bpe-
MEHH, POCTPAHCTBA U o01IecTBa? Kakyto pois MOKET B 3TOM ChIrpaTh yHUBEPCUTET-
ckuii Tearp? Kak yHUBEpPCUTETCKUI TeaTp ABAJIATh IEPBOTO BEKA MOXKET JaTh CIIOBO
TeM, KTO OOBIYHO OTBEPracTCs O01IeCTBOM?

Tearp Ha YHMBEPCUTETCKOM CIIEHE YAaCcTO PAa3MBIIUIIET O COBPEMEHHBIX MpoobIe-
Max IMpU MOMOIIM Pa3IUYHBIX CPEJICTB: TEKCTA, TOCTAHOBKH, JEKOPALIHii, KOCTIOMOB U
Tak ganee. CerogHsAIHINA MEHSIOMUNICS MUpP TpeOyeT Oosiee Cephe3HOro MCCieI0Ba-
TEJIHCKOTO TI0JIX0/1a, 00BETUHSIOIIETO Pa3HbIE CIION 00IIECTBA HA OCHOBE PA3TUIHBIX
KOMMYHHKaIMOHHBbIX Tuiargopm. B Bamuurrone, okpyr KomymOusi, nBa mpoekTa,
pa3zpaboTanHbIX podeccopamu yHuepcuteta [xopmka BammHrrona B coTpynHu-
yecTBe ¢ Hekommepueckor opranuzanueit Ctput Cenc Menua (Street Sense Media),
HE MPOCTO PACCYKJAIOT O HACYIIHBIX COLMAIBHBIX MPOOIeMax, OHU MbITAIOTCS 00b-
eAMHUTL OE3IOMHBIX M MYOJMKYy B OCTPOM comuanbHOM auanore. [Ipodeccopa u
CTY/ICHTBI YHUBEPCUTETA B COTPYTHUYECTBE C OE3IOMHBIMU CO3AIOT TEaTpP, KOTOPHIi
HanpsMyIo paboTaeT ¢ TAKUMH BaXKHBIMHM BOIIPOCAMH KaK HEPABEHCTBO, BHICEICHUE
Y OMaHCUTIAIUS.
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DEVELOPMENT OF UNIVERSITY THEATRE IN A
CHANGING WORLD

Ahmed S.

Jahangirnagar University, Dhaka, Bangladesh
Email: aceaahmd@gmail.com

Our world or society has a perpetual trend of changing itself at different turns of
history. This reality has, in the past, brought about some positively strategic changes.
However, this is no longer so as we now refer to ‘a changing world’. The climate
change, exploitation of small and poor nations through unequal trade practices,
violence and conflicts in different parts of the world leading to the loss of millions
of lives and ceaseless migration, the plight of the indigenous peoples in the name
of developmental projects are, in fact, creating some written as well as unspoken
narratives of humans in different parts of the world. One can find the multiplication
and acceleration of the culture of hatred too. Traumatic experiences frequently tremor
not only the victims physically and psychologically but also these do intensely disturb
all peoples across the planet earth who are against the violation of human rights.
Persons involved with university theatre studies and practices should be culturally
and ideologically sensitive to these critical issues of the world. In a country like
Bangladesh, continuous religious fundamentalism is becoming a growing concern for
the people. This sometimes turns the green surface of the country black and ghastly.
Moreover, such developments augur insecurity and painful alienation for the future
generations. The IUTA persons, not only in Bangladesh but elsewhere in the world
too, cannot just feel complacent with their exclusive academic engagements. We can
fruitfully and meaningfully make use of our curricular and extra-curricular activities
to promote a culture of peace, harmony and coexistence. In Bangladesh, many theatre
practitioners feel seriously committed to project these alarming concerns within and
outside of the classroom on the stage and the streets. [UTA members should seriously
think of designing courses and practical sessions that can facilitate the accommodation
of these issues. This paper will particularly highlight the contemporary dramatic
practices in Bangladesh that reflect this global crisis.
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PABBUTHE YHUBEPCUTETCKOI'O TEATPA B
MEHHAIOIIITEMCA MUPE

Axwmeo III.

Obwecmeenvlil yHusepcumem 8 Jlaxke, /laxka, baneaadew
Email: aceaahmd@gmail.com

Ham mup u 0011ecTBo, NepeknBalOT onpeneaEHHbIe N3MEHEHHSI Ha Pa3TnIHBIX
BUTKaX MCTOpHH. B mpomuiom mogoOHBIN yKIad, TaK WA WHAYE, TPUBOIWI K TIO3H-
TUBHBIM CTpaTernyeckum nepemeHaM. OJIHaKo, TEIEPh ATO HE COBCEM TaK — CErOHS
MBI )KUBEM B «IIOCTOSTHHO MEHSIOIIEMCS MUPE». MI3MEHEeHHs KiuMara, SKCIuTyaTanus
HEOOJIBIIUX U HEOOTaThIX HALMKM MyTEM HEPABHBIX YCJIOBHI TOPrOBIIM, HACUIIUE U
KOH(UIMKTBHI B PAa3jIMYHBIX YACTAX CBETA, BEAYIIME K MOTEPSIM MUJUTMOHOB KU3HEH
U HENpPEepbIBHOM MUTpALMH, OCJACTBEHHOE MOJOKEHHE KOPEHHBIX HApOAOB paau
KOMMEPUYECKUX MPOEKTOB — BCE 3TO SBJISAECTCA TEMOM JJI1 HAITMCAHHBIX, & TAKKE He-
pacKa3aHHbIX UCTOPUU JIFOIEN CO BCEro Mupa. TakKe 3aMETHO BO3pPACTAET BIUSHUE
KYJIbTYPbl HEHAaBUCTHU. TpaBMaTUUECKUE NEPEIKUBAHUSA, MEPEHECEHHBIE KEPTBAMM,
4acTO MOTPACAIOT (PU3UUYECKU U TICUXOJIOTHYECKH HE TOJIBKO MX CaMUX, HO U CUJIbHO
0eCroKoAT BCEX JIIOACH Halllel MIIaHEThl, BHICTYMAIOIIMX MPOTUB HapyLIEHUs IpaB
yenoBeka. JIronm, BOBICUEHHBIE B AEATEIbHOCTh YHUBEPCUTETCKUX TEATPOB, TOIAKHBI
OBITH KYJIETYPHO M WEOJIOTHYECKH YYBCTBUTEIBHBIMUA K 3THUM BaKHEHIITUM MHPO-
BbIM mpobnemam. B Takoil ctpane, kak banrmanemn, Hapumep, pelUruo3Hbiii QpyH-
JaMEHTAIN3M CTaHOBUTCS BCE Ooliee akTyasibHbIM. [0 3TON nmpUurHE KUBOIHMCHbBIE
3eJIEHBIC TIeN3aKU 3TOW IIPEKPACHOM CTPaHbl MOT'YT CTaTh TEMHEE U MpauHee. bonee
TOT0, MOJO0HBIE TEHJECHIUHU MOJBEPTHYT ONACHOCTU U MPUBEAYT K OOJIE3HEHHOMY
OTUYXJEeHUIO Oyayiue nokojieHus. Jlroau, mpuyactabie K MeX1yHapOoaHOM accolu-
Al YHUBEPCUTETCKUX TEATPOB HE TOJIbKO B baHmiazeni, HO U B APYrux CTpaHax
MHUpa, HE MOTYT OBITh YIOBJIETBOPEHBI JIUIb AKAIEMUYECKON NeATeIbHOCThIO. MBI
MOXKEM TUIOOTBOPHO M OCMBICIICHHO MCIOJIb30BaTh HAIlM y4eOHbIE U BHEYyUYEOHbIE
MEPOIPUATHS JJIs1 IPOABUKEHHS KyJIbTYPbl MUPa, TAPMOHUHU U COCYIIIECTBOBaHUs. B
banrnagem MHOrue Tearpaibl TOTOBBI CO BCEM CEPBEZHOCTBIO OCBEIIATH 3TH TPEBO-
’KHBIE TTPOOJIEMBI BHYTPHY M BHE YUEOHBIX KJIAaCCOB, Ha ClieHe U Ha ynunax. [Ipennara-
eM ygactHuKaMm opranu3anun [UTA o6cTosTensHO 3a1ymMaThes 0 pa3paboTke KypcoB
U MPAKTUYECKUX 3aHITUH, KOTOPhIE MOTYT CITIOCOOCTBOBATh PA3pPEIICHUIO 3THX TIPO-
omeM. B nanHoM okymeHnTe 0co6oe BHUMaHuEe Oy/IeT y/IeJIeHO COBPEMEHHBIM aKTEP-
CKHMM MpaKTUKaM B baHraenn, oTpaxaroium 3TOT NI00aTbHbIN KPU3HC.



103

KONSTANTIN STANISLAVSKI’S PROVISIONS IN
TURKEY: MONITORING ROLE OF ACADEMIC
APPROACH METHOD ACTING IN MODEL PLAYS,
REHEARSAL PROCESS TRAINING

Buzcu H.I.

Hacettepe University Ankara State Conservatory, Bahriye Ucok Caddest No: 4 PK:06500
Besevler/ANKARA, TURKEY
Email: hi.buzcu@hacettepe.edu.tr

The aim of this study is to investigate the reflections of Konstantin Sergeyevich
Stanislavski’s acting interpretations approach which was developed through his eras’
contemporary, scientific studies and hypothesizes, and this approach’s results and
its assumptions on character analysis in a theater play as reflections and impacts on
Turkish academic acting education; to examine the uncertainty of this approach’s on
staging of a play and actors’ attitudes towards their roles; and to present possible
methods overcome this uncertainty problem.

YCTAHOBKH KOHCTAHTHHA CTAHUCJ/IABCKOI'O
B TYPLIHU: PO/Ib AKA/IEMUYECKOIO IIOAXO/IA B
ObYUYEHUUHU AKTEPCKOMY MACTEPCTBY

Byszoicy X.H.

TI'ocyoapcmeenHas koHcepgamopus, YHugepcumem Xaoxcemmene,
AHkapa, Typuus
Email: hi.buzcu@hacettepe.edu.tr

[ens aToit paboThl — HccnenoBars akrépckuil Meros Koncrantuna CepreeBuua
CraHuncnaBcKoro, KOTOpbI ObLT pa3BUT €r0 COBPEMEHHUKAMHU, B HAYYHBIX UCCIIE10Ba-
HUSX U TUIIOTE3aX, a TAKXKE PE3YyNbTaThl, JOCTUTAEMbIE IPU OMOIIM 3TOTO MOAXO/A,
U ero TpeOOBaHUA K aHAIU3y MEPCOHAKEW TeaTpajbHBIX MbEC, OLICHUTh OTPAXKCHHUE
ATOro IMOAXOAA U €ro BIMSHUE Ha IMPENOJaBaHUE AKAJEMUYECKOM aKTEPCKOU HIpPbI
B Typuun. Taxxke Mbl XOTUM U3Y4YHUTh d(DPEKT HEYBEPEHHOCTH MPHU UCIOIb30BAaHUU
ATOr0 MOJAX0/A B IIOCTAHOBKE IMBECHI U OTHOLIEHUS aKTEPOB K CBOMM POJISIM U HAUTH
BO3MOJKHBIE CIIOCOOBI TPEOAOIAEHUS ITOM IPOOIEMBI.
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EVOLUTION OF A PEDAGOGY: HOLDING ONESELF
ACCOUNTABLE

Hugo D.

Long Island University/Post, 720 Northern Blvd. Brookuville, NY 11548 USA
Email: david.hugo@liu.edu

In the last several years as enrollment in our theater program has expanded, and
increased administrative demands have been placed on faculty, I have strayed from
my own personal practice as an actor. While my pedagogy has continued to develop,
[ felt the need to revisit the implementation of the techniques I use in my pedagogical
practice.

The feedback that I receive from my students regarding their struggles and successes
with these techniques has altered and shaped the evolution of my pedagogical practice.
There came a point where I needed to explore these practices firsthand, because they
had shifted significantly since I began teaching. Happily, I have been blessed with
inquisitive students, who do not regurgitate what I teach, but challenge the process
and encourage me to challenge myself by holding myself to the same high standards.

My goal as a musical theatre teacher is to teach students to play action more
effectively while singing which is also an area of my research. I have written elsewhere
about the method I teach which I call “Freeing the Ugly Voice.” I first presented the
work in a demonstration in Liege, Belgium at the IUTA World Congress, and have
gone on to develop the work both in my research and creative practice.

This paper will document my performance research as I returned to the studio in an
attempt to use this ‘evolved’ version of my pedagogy to create a cabaret performance.
By putting myself in the ‘shoes’ of my students, my aim was to further develop my
methods, and to give myself an embodied experience of my pedagogical practice.
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IBOJIIOIIHUA B IIE/IAI'OI'NKE: BO3/IO’KEHUE
OTBETCTBEHHOCTH HA CEbA

Xyeo /[.
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B nocnennue roabl Mo Mepe paclIMpeHus HAIIETO TeaTpaabHOIO Kypca U MOBbI-
IICHUS AJIMUHUCTPATUBHBIX TPEOOBAHMI K TIEAArOrMY€CKOMY COCTaBY MHE MPUIIIIOCH
OTOWTH OT aKTEPCKOUN MPaKTUKU. M XOTS 51 HE MepecTaBal pa3BUBaThCA Kak ME1aror, s
MIOYYBCTBOBAJI HEOOXOJUMOCTD MEPECMOTPETh MPUMEHSIEMbIE MHOIN METOJIUKH.

OT3bIBBI CTYAEHTOB 00 MX TPYAHOCTSIX U yCIEXaX B MPUMEHEHHUH 3TUX METOJUK
MEHSITA 1 (OPMHUPOBATM MOE pa3BUTHE KAk Temarora. B onpenenéHHbIii MOMEHT S
MIOYYyBCTBOBAJI HEOOXOJIUMOCTh CAMOMY UCTIPOOOBATH 3TH MPUEMBI, KOTOPBIEC TIPETEP-
e 3HAYUTEIbHbIE U3BMEHEHHS C TEX MOP, KaK s Haual npenojanars. K cyacteio, y
MEHS OYE€Hb NBITIIUBBIE CTYICHThI, KOTOPHIE HE MEXaHUYECKH MMOBTOPSIOT TO, YEMY S
UX y4y, @ BHOCST CBOIO JIENITY B MPOIECC U TPEOYIOT OT MEHSI COOTBETCTBHUS TEM BbI-
COKHUM TPeOOBaHUSIM, KOTOPHIC S YCTaHABIIUBALO.

Mos 1ienb Kak menarora My3bIKaJIbHOTO TeaTpa — HaAy4YUTh CTYACHTOB Oosee 3¢-
(EeKTUBHOMY MCTIOJTHEHHUIO POJIM B TMPOIIECCE TIEHUS, YTO TAKXKE SIBISCTCS OJHOU U3
chep moero uccienoBanus. S yxe mucai 0 TOM METOJIE, UTO s TpuMeHsito — «OcB000O-
KJCHUE YPOIJIMBOIO Tosioca». Briepssie s mpeactanisit 3Ty padoty JIbexe (benbrus)
Ha BcemupHom koHrpecce MexxayHapoaHON acColMaliid YHUBEPCUTETCKUX TEaTPOB
(IUTA) u ¢ Tex mop MpoI0JDKar0 UCCISIOBaHMS M pabOTy B 3TOM HalpaBICHUH.

JlanHast paboTa COMEPKUT PE3yabTaThl MOUX IMOWCKOB B Ka4€CTBE MCTIOTHUTEII,
KOT/Ia Sl BEPHYJICS B CTYAMIO B MOMBITKE UCIIOIH30BaTh MO0 «OOHOBIEHHYI0» BEPCHIO
NeJaroruky B mpoiiecce paboThl HAJl CIIEKTaKJIeM B kaHpe kabape. [loctaBuB ceds
HA MECTO CBOUX CTYJICHTOB, 51 X04y eI OO0JIbIlle Pa3BUTh CBOM METOJIbI U MOIYYUTh
HEIMOCPEACTBEHHBIN OMBIT UCTIOIB30BAHMS CBOUX MEIarornyeCKuX METOJIOB.
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The research follows the history of the creation of the first administration of the
School of Theatre of UFBA (1956-1961), the first theatre school in Brazil linked to a
higher education institution. This university was a pioneer in Latin America because
it reunited the teaching of four artistic areas: Theatre, Dance, Visual Arts and Music.
In a good measure, the School of Theatre was similar to independent schools of art
founded in the post-war world. In the United States there are many examples in place
until today; these institutions originally followed orientations from schools of the
European avant-garde. Teachers from fifteen countries taught in the School of Bahia
between 1956 and 1961. Because it belonged to a net of federal institutions, the search
for autonomy of this Brazilian school suffered conflicts along its history.

This school had great influence in the Brazilian culture, inspiring important
cultural movements, such as Tropicalism and Cinema Novo. Martim Gongalves, the
founder, was a personality that exerted considerable influence on the construction of
new networks and international interchanges for the country. Combining the teaching
of professional techniques an ample cultural training, the pedagogy of this School
originally created a hybrid between a conservatory and an academic training. A good
part of this pedagogy was extinct in 1961, after the end of the first administration.

Nowadays, the practical training of teachers is not as valued as a career pursuit
through both graduate programs and constant publications, a demand that reflects
the low prestige of practical training and professional teaching in this country. The
demand for teaching, research, and extension — pillars that are so valued by the
Brazilian university — when applied to the action of individuals, reveals itself as a
demand of difficult balance. Such scheme seriously compromises the formation of
future generations that need excellent technique.

This work is supported by UNIRIO.
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TEATPAJIBHBIE IIIKOJIbI BPASUJINU —
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Email: junesantana@gmail.com

HccnenoBanue mOCBSIIEHO HUCTOPUU (HOPMHUPOBAHUSI MEPBOM aJIMUHUCTPALUU
yuebHoro Tearpa denepanbHoro ynusepcurera mrara bauu (1956-1961), nepsoii Te-
aTpayibHOM 1iKoje bpa3unuu, coeqMHEHHON C BHICIIMM y4€OHBIM 3aBEJICHUEM. YHU-
BEPCUTET OB IEPBONPOXOAIeM B JIaTHHCKOM AMepuKe, COBMECTHUB MPETNOaBaHuE B
4eThIPEX 007aCTIX MCKYCCTBA: TeaTp, TaHEl, n300pa3uTeIbHOE UCKYCCTBO M MY3bI-
ka. B OonblIoif cTernenu TeaTpasibHasl MIKoJa Oblila MOX0)Ka Ha HE3aBUCHUMBIE KO-
Jbl UICKYCCTB, OTKpbIBaBIIMecs mocie BoiHbl. B CoenMHEHHBIX IITAaTax MOJI0OHbBIE
3aBE/ICHUs COXPAaHUJIUCh U IO Cell JIeHb. 3a 0Opa3el] Opajuch MIKOJIbI €BPONENCKOro
aBanrapaa. C 1956 no 1961 B mikosie bauu paboranu npenogaBareau 13 NsTHAIIA-
tu ctpal. lkona npunamexkana gpeaepaibHOMy y4eOHOMY 3aBEAECHUIO, TOATOMY B
060pB0e 3a HE3aBUCUMOCTD €1 MTPUXOJUIOCH HEJIETKO.

[[Ixona uMmena orpoMHOE BIMSHUE HA Opa3uiIbCKyIO KYJIBTYpY, CTaB POAOHAYAIIb-
HUKOM Takux JBWxkeHui kak Tpornukanusm u Cunema Hoo. Maptum T'oHcainBec,
OCHOBATeJb TeaTpa, ObUI BUAHBIM JIEATEIEM U OKa3asl OoJbIIOe BIUSHUE HAa (OpMU-
POBaHME KYJIBTYPHBIX CBSI3€M C APYrUMH cTpaHamu. COEIMHUB MPENOJaBaHUE IMPO-
(deccroHaNbHON TEXHUKH C OOIIEKYIBTYPHBIMH TIPEIMETaMU, IITKOJIA CO3/Iana THOPHU
MEXJY KOHCEPBATOPUEW M AKAJIEMHUYECKOW IMOJATOTOBKOM akTEPOB. bomblas 4acThb
3TOU Tpaaunuu Owuia yrepsHa B 1961 roay, korga npumién KoHeI MepBOil aJIMUHU-
CTpalyy LIKOJIBI.

B Hamm 1HM npakTUYecKasi MOArOTOBKA YUUTEIIEH [IEHUTCS HE TaK, KaK IOCTPOe-
HUE Kapbephl 3a CYET MOTYUYECHUS CTENIEHU U MEPUOANYECKUX MyOIMKallUid, CUTYyaIus,
KOTOpasi OTpakacT HU3KUI aBTOPUTET MPAKTUUECKOM MOATOTOBKH 1 TIPO(dheCCHOHaTb-
HOro 00yueHus B 3Toi cTpane. Korna TpeboBanus Kk MpenogaBaHUIoO, UCCIECIOBAHHUIM
U TIOBBIIICHUIO KBaJM(UKAIIMN — OCHOBBI, Ha KOTOPBIX Jepkarcs bpasunbckue yHu-
BEPCUTETHI — PACCMATPHUBAIOTCS C TOUYKH 3PEHUS OTAEIBHOTO YEJI0BEKA, OKA3bIBACTCH,
YTO 3TOT OajaHC COOMIOCTU JOCTATOYHO CIOXKHO. DTa CUTYyalMsl 3aTPyAHSET MOAr0-
TOBKY OYIYIIHMX MOKOJCHUM, KOTOPHIM MOHAA00UTCS MpodeccruoHanbHOe BlIaJCHUE
TEXHUKOU.

Paboma nooodepacana @edepanrvuvim yHugepcumemom wmama Puo-oe-)Kaneiipo.
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The regional city of Buffalo, New York is historically and culturally important.
The Erie Canal enabled it to grow rapidly, from about 2,000 people in 1820 to 350,000
people in 1900, when Gilded Age manufacturing wealth made it the eighth largest city
in the United States. Its population peaked in 1950 at almost 600,000 and declined
steadily until now, when it has reversed itself slightly to about 260,000 people. It
remains the second largest city in New York after the theater capitol of New York City,
which has a population of over 8 2 million people.

Despite its modest population, Buffalo supports 24 professional theater companies
and two University theater programs, the public SUNY at Buffalo Department
of Theatre and Dance, and the Theatre & Fine Arts Department at private Niagara
University. In recent years the research mission of SUNY at Buffalo and its emphasis
on experiential learning and civic engagement has encouraged theater professionals
there simultaneously in both scholarly and communitarian directions. I will chart two
such movements:

The development of MA and PhD degrees which enable greater collaboration with
other scholarly units of the University such as the nationally-ranked Department of
English and the Washington D.C.-based Folger Shakespeare Library.

Enhanced collaboration with off-site theatrical efforts such as the downtown Irish
Classical Theatre Company; the experimental Torn Space Theatre, which performs at
the east side Adam Mickiewicz Polish Club but also in various found spaces such as
the Buffalo grain elevators and the abandoned Central Terminal railway station; the
African-American Ujima Theater and the after-school tutoring program for at-risk
youth Peace of the City/Shakespeare Comes to (716), both of which are housed in the
rehabbed former Buffalo Public School #77 of People United for Sustainable Housing
(PUSH), an environmental and social justice not-for profit on Buffalo’s west side.
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T'OPO/ICKAA H YHUBEPCUTETCKAA
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Topon Byddano B mrare Hero-Mopk HMeeT HCTOPHUECKYIO H KYJIBTYPHYIO IIEH-
HOCTh. braronaps kanany Opu oH ObicTpo Bbipoc. B 1820 roay 3aech xxunu 2000
yenoBek, a B 1900 roxy, xorma mosiBiieHne OoraTeix Manydaktyp «IlozomoueHHoro
BEKa» MPEBPATUIIO €r0 B BOCBMOW MO BeIMYHMHE Topo] COeNMHEHHBIX IITATOB, €ro0
HacesieHue pocturio 350000 yenosek. B 1950 romy xonnuecTBO KUTENEH TOCTUIIIO
makcumyma (600000 denoBek) U ¢ Te€X MOP MPOJOJIKAET CHUXKATHCS, JOCTUTHYB B
Hacrosee BpeMs konuyectBa 260000 uenoBek. OH 0CTAETCS BTOPBIM I10 BEIUYUHE
roponoMm B rmrare Hero-Hopk. Ilepssiii — cronuua Helo-Mopk ¢ HaceneHuem Goiee
BOCBHMH C MOJOBUHON MUJUIMOHOB YEJIOBEK.

Hecmotpst Ha ckpomubiil pazmep B byddano naanars yetsipe mpodeccuonanb-
HBIX Tearpa, [[BE YHUBEPCHTETCKHE TearpajbHbIC MPOTPAMMBI: TeaTpaibHO-TaHIIe-
BaJIbHBIN (haKyJIbTET B rOCY/IapCTBEHHOM yHUBepcuteTe mrata Hero-Mopk u dakynb-
TET Tearpa U U3SIIIHBIX UCKYCCTB B yacTHOM Huarapckom yHusepcurere. B nocnen-
Hee BpeMsl McclIe/IoBaHus yHuBepenteTa mrara Heio-Mopk B Byddano u nx ynop Ha
AKCIIEPUMEHTANTBHOE 00yUeHHE U B3aUMOJICHCTBHE C O0IIIECTBOM MOTYYHIA OTKIIUK Y
TeaTpaJIbHbIX JesTellel Kak B y4eOHbBIX 3aBEe/ICHUAX, TaK U B 001IecTBe. S paccMOTpIO
J1BAa TAKUX JIBU>KCHMSI:

Pa3BuTtne nporpamMm mo moJAroTOBKE MarucTpOB U JOKTOPOB OOJETYMiIO COTPYI-
HUYECTBO C JIPYTUMH 00pa30BaTEbHBIMU OTACICHUSIMU YHUBEPCUTETA, HAIIPUMED,
W3BECTHBIM Ha BCIO CTpaHy (aKyIbTETOM aHTIIMHCKOTO si3bika U [1lexkcrupoBckoii Ou-
omuotexoit dommxkepa, pacnonoxeHHol B Bammnrrone, okpyr Komymous.

CoTpyIHMYECTBO C BHEIIHMMH TE€aTpaJbHBIMHU IUIOIIAJKAMH, TaKUMHU Kak HWp-
JaH/CKas KJIacCUYeCKas TeaTpaibHas KOMIIAHUS, SKCIEPUMEHTAIIbHBIN TeaTpoM Torn
Space Theatre, BricTymaromuil B MojJsCKOM KiTyoe nmeHu Ajama MurnkeBuya, a Tak-
K€ Ha JIPyTuX IJIONIaaKax, HampuMep, B OydhdaaoBCKOM 3epHOXpaHUIHUIIE U 3a0pO-
IICHHOM IIEHTPaJIbHOM >KEJIE3HOIOPOKHOM TEepMHUHANE, aPpo-aMepUKaHCKUN TeaTp
«Ujimay» u (paxynpraTuBHAs Mporpamma i MOJIOAEKH, HaXOASIIEHCs B 30HE pUCKa
«Mup x ropone» / «Illexcriup mpuxoaut B (716)». [locneanue HaxonaTcst B 37aHUU
ObIBIIICH rocymapcTBeHHOM mikoibl No77 «Jltoneit, 00beIMHUBIIMXCS PaJl CTaOUITb-
HOTO WJIbs», 00IIECTBEHHON OpraHU3allii, paclolokeHHoH Ha 3anaae byddaino.
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REVISITING THE HISTORIC AVANT-GARDE:
IMAGINATION, CREATIVITY, AND CONSCIENCE FOR
21st CENTURY UNIVERSITY PERFORMANCE

Thorne C.

The University of the West of England, Bower Ashton Studios, Kennel Lodge Road, Bristol, United
Kingdom, BS3 2JT
Email: caroline.hadley @uwe.ac.uk

The historic Avant-Garde continues to inspire the creative performance endeavours
of university Drama students, encouraging a prescient curiosity as well as an empathic
understanding of why art is created, and what art responds to at any given time.

In researching, challenging, and generating experimental performance, from
Symbolism’s recruiting subjectivity to The Wooster Group’s intermedial ‘liveness’
and playful intertextual collage, students’ own imaginative and intellectual curiosity
are liberated, and postdramatic signification is constructed in startling ways.

By understanding Avant-Gardist innovation, young theatre-makers are inspired by
a theatre of ‘real’ possibility that is the intersection of contemporary theatre’s live and
mediatized worlds — a return to action. This, in turn, seems to self-reflexively consider
the realities of inaction, apathy, and passivity.

This paper seeks to begin a process of evaluation into teaching methodology,
practice, and student response, in relation to some key experimental movements,
practitioners, and theatre companies.
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HOBBIH B3IJII/T HA HCTOPUYECKHU ABAHTAP/T:
BOOBPAKEHHE, TBOPYECKHH IOAXO U
CO3HAHHE B YHUBEPCUTETCKHUX CIIEKTAKJIAX
21 BEKA

TopH K.

Ynusepcumem 3anadHoti Aveauu, Bpucmons, Beaukobpumanus
Email: caroline.hadley @uwe.ac.uk

HcTopuuecknil aBaHrap/i Npoa0JKaeT BAOXHOBIATh CTYICHTOB YHUBEPCUTETOB,
00y4aronuxcs Ha aKkTepOB, B CTPEMJICHUU CO3/1aBaTh HOBBIC, KPEATUBHBIC TTOCTAHOB-
KU, TOAMUTHIBAS UX MBITIUBOCTD, JTIOOOMBITCTBO U AMIIATUYECKOE TOHUMAHUE TMPHU-
YYH CO3/1aHUsl IPOU3BEACHUM UCKYCCTBA U TOTO, HA YTO OTBEYAECT, pEarupyer UCKycC-
CTBO B KaX/IbIi MOMEHT BPEMEHH.

HccnenoBanus, TOCTAHOBKA 3a7a4 ¥ CO3JaHNUE DKCIIEPUMEHTAIBHBIX IIOCTAHOBOK,
0T CyOBEKTHBH3MA TOXH CUMBOJIM3Ma JI0 <OKMBOCT» BycTepcKo# rpymibl ¥ UTPOBO-
IO UHTEPTEKCTYaJIbHOTO KOJIaXKa, IOMOTAIOT CTyJIEHTaM 0CBOOOAUTH BOOOpaKeHHE U
JTH00OTBITCTBO, POPMUPYIOT MOCTAPAMATUUECKYIO 3HAYUMOCTb.

ITonuMas MHHOBAUMM aBaHrapAa, MOJIOAbIE TeaTpPaJIbHbIC IEATENIU BIOXHOBJIS-
IOTCSI TEATPOM «PEAJbHBIX» BO3MOXHOCTEM, KOTOPBIM HAaXOAUTCS Ha NEPECEUCHUU
JIByX MUPOB: peaibHOM KM3HU COBPEMEHHOT0 Tearpa u e€ oceuienus B CMU. Uro, B
CBOIO OY€pe/Ib, YUUTHIBACT pealiuu Oe3/ICHCTBUS, allaTHH ¥ TTACCUBHOCTH.

Jlannas paboTta HampaBiieHa Ha BHEJPEHHUE MPOIlecca OLEHKH B METOJOJIOTHIO U
MIPAKTUKY OOy4YEeHUSsI, a TAaK)KE OpraHU3aIui0 0OpaTHON CBS3U OT CTYJEHTOB B OTHO-
IICHUU KJIFOUEBBIX IKCIIEPUMEHTAJbHBIX JIBUKECHUN, TEATPAIBHBIX IPAKTUKOB U KOJI-
JIEKTUBOB.
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THE ROLE OF CULTURAL AND RECREATIONAL
ACTIVITIES IN THE SOCIOCULTURAL
DEVELOPMENT OF A STUDENT

Khorvat D.A.

National University of Science and Technology “MISIS”, Moscow, Russia
Email: dkmisis@mail.ru

Leisure as a factor in the formation and development of an individual, the
assimilation of cultural and spiritual values, must first of all solve social problems
which the society can’t solve in other spheres of life. Based on the treatment of leisure
as an activity-free time, cultural and leisure activities, which have an important place
in the process of human socialisation, are aimed at the socio-cultural development,
thus correlating with the development of an individual in the education system.

Currently, in the context of modernising the Russian higher education, changing
the paradigm from subject oriented to person oriented, targeting the spiritual world
of the student, the role of cultural and recreational activities is becoming the most
important part of upbringing.

In the higher education system, the cultural and recreational activities are an
important part of the extracurricular lives of the student, and have a positive impact on
the upbringing of an individual, oriented on basic values and traditions of society and
its development of spiritual and moral qualities. The forms of cultural and recreational
activities in universities need to focus on solving the following main basic educational
tasks:

- Formation of the student’s values;

- Development of student’s social activities;

- Creation of conditions for development of the personality of the student,
implementation of his creative potential.

The solutions for these problems are connected with the formation of the student’s
general cultural competencies, which, along with professional capabilities, serve
as the goal and results of education in the implementation of an approach, which
determines modern presentation of effective target basis of the educational process
and the roles of development of the student’s personal values.

The research into the influence of cultural and recreational activities on the
formation of general cultural competence of students, in socio-cultural educational
environment, formed the basis of the Programme of Educational Activity developed
at NUST “MISIS”. On the foundation of expert evaluation of the degree of influence
of the forms of cultural and leisure activities on specific general cultural competencies
of students a “matrix of forming competencies” was obtained and a system of forms
was built that allows the assessment of possibilities of socio-cultural educational
environments of universities in ensuring the completeness of the formation of
appropriate general cultural competences. It also allows to identify inadequate
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conditions for the formation of data competences and suggest other forms of work

that provide opportunities to fill these “gaps”.
The implementation of these forms in the context of the educational activity
programme contributes to the solution of the main educational tasks of the cultural

and recreational activities in the system of higher education.
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POJIb KYJIbTYPHO-ZJOCYTOBOH JEATEJIBHOCTH
B COHUOKY/IBTYPHOM PA3BUTHUHU CTY/IEHTOB
BY30B

Xopsam /[.A.

HauuoHnaavHbslil uccaedosamenvckuil mexHono2uveckuil yHusepcumem «MHCuC»,
JleHuHckuil npocnexm 4, Mockea, 119049, Poccus
Email: dkmisis@mail.ru

Jocyr kak ¢pakTop CTAaHOBJIECHUS U PA3BUTHS IMUHOCTH, YCBOCHHUSI €10 KYJIBTYpPHBIX
U JYXOBHBIX IIEHHOCTEH, JOJKEH pellaTh, MPEXIe BCEro, COLUAIbHbBIE MPOOIEMBI,
KOTOpBIE OOIIECTBO HE MOKET PELIUTh B APYTUX chepax Ku3HenesareabHocT. Mexo-
11 U3 TPAKTOBKH JOCYTa Kak JAESTEIIbHOCTHO-3aHATOrO0 CBOOOAHOIO BPEMEHH, KYJIb-
TYpHO-A0CYTOBas J€ATEIbHOCTh, UMEIOIIAsl BA)KHOE 3HAYEHHUE B MPOLIECCE COLUAIIU-
3al[My YEJI0BEKA, HAIIpaBJI€Ha HA €ro COLMOKYJIBTYPHOE Pa3BUTUE, UTO COOTHOCUTCS
C HEOOXOAMMOCTBIO PA3BUTHUS JUYHOCTH, OCYLIECTBISIEMON B cCTEME 00pa30BaHU.

B HacTosiiee BpeMsi B yCIOBHSIX MOJAEPHU3ALUU POCCUIICKOTO BBICILIETO 00pa3o-
BaHUs, CMEHBI MapaJurMbl 00Opa30BaHMs C MPEAMETHO-OPUEHTUPOBAHHOM Ha JINY-
HOCTHYO, IIEHTPUPOBAHHYIO Ha TyXOBHOM MHpE€ O00y4arolerocsi, yCUINBAETCS POIb
KYJIBTYPHO-/10CYTOBOM JI€ATEIbHOCTH KaK Ba)KHEUIIIEr0 KOMIIOHEHTA BOCIUTAHUS.

B cucreme Briciiero o0pa3zoBaHus KyJIbTypHO-I0CYTOBas I€ITEIbHOCTD SIBISIETCS
3HAYMMON YaCThIO BHEYUEOHOU EATEIbHOCTH, KOTOpasi OKa3bIBAeT MO3UTUBHOE BIIH-
SHUE Ha BOCIIUTAHUE JTUYHOCTH, OPUEHTUPYIOIIEECs Ha Oa30Bble LIECHHOCTU U TPaJiu-
MU OOIIECTBA, Pa3BUTHE €€ TyXOBHBIX U HDABCTBEHHBIX KauecTB. OCYIECTBIsIEMBbIE
B By3€ (DOpPMBI KYJIBTYPHO-0CYTOBOM I€ATEIbHOCTH J0JKHBI OBITH HAlleJICHbI Ha pe-
HIEHUE CJIEAYIOIINX OCHOBHBIX BOCIIUTATEIbHBIX 3a/au:

- (popmupoBaHUE IEHHOCTHBIX OPUEHTAIIUHN CTY/ICHTA,

- pa3BUTHE COLMAIILHON aKTUBHOCTHU CTYIEHTA,

- CO3/laHH€ YCJIOBHM AJI pa3BUTHUS CIIOCOOHOCTEN JIMYHOCTH CTYJEHTA, peanunsa-
[IUU €€ TBOPUECKOI'0 MOTEHIMAaa.

Pemienune sTux 3ama4 cBA3aHO ¢ (OPMHUPOBAHUEM Y CTYACHTOB BY30B OOIIEKYIIb-
TYpPHBIX KOMIETEHIINH, KOTOphIE, HApsAy ¢ MpodhecCUOHATBHBIMU KOMIIETEHITUSIMH,
BBICTYIAIOT B KaueCTBE IEJIM W pe3ysibTaTa 00pa30BaHUs MPHU pealu3aluu KoMmIie-
TEHTHOCTHOI'O MOAXO0/a, ONPEACISIIONIEr0 COBPEMEHHOE IPENCTABICHUE PE3YJIbTa-
TUBHO-11€JIEBOM OCHOBBI 00Pa30BaTENILHOTO MPOLECCA U PO PA3BUTHS JIMYHOCTHBIX
Ka4eCTB 00yJarommXxcs.

HccnenoBanue BIUSHUS KyJIbTyPHO-10CYTOBOM JI€ATEIbHOCTH Ha (POPMUPOBAHUE
OOIIEKYIBTYPHBIX KOMIETEHIIUI CTYJEHTOB B COLMOKYJIBTYPHON 0Opa3oBaTelbHOM
cpelne By3a Jierio B 0cHOBY paspaboranHoit B HUTY «MUCuC» Ilporpammsl Boc-
NUTATEJIbHON AESTeNIbHOCTU Ha nepuoj oOyueHus. Ha ocHOBe 3KCHepTHOM OLIEHKH
CTENEHU BIUSAHUA (OPM KyJIbTYPHO-JOCYTOBOM NIE€ATEIBHOCTH HA KOHKPETHBIE 00-
IEKYJIBTYPHbIE KOMIIETEHIIMM CTY/IEHTOB OblIa MOJIy4YeHa «MaTpuua (OpMUPOBAHUS
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KOMIIETEHIIUI» U BBICTPOEHA cucTtema (hopM, KOTopasi MO3BOJISIET OIIEHUTh BO3MOXKHO-
CTH COILMOKYJIETYpPHOM 00pa30oBaTeIbHOM Ccpe/ibl By3a B 00ECIEUEHUU MOTHOTHI Pop-
MHUPOBaHUS COOTBETCTBYIOIIUX OOUIEKYJIBTYPHBIX KOMIIETCHIINH, BBISIBUTh HEJOCTA-
TOYHBIE YCIIOBUS 11 (POPMHUPOBAHMS JTaHHBIX KOMIIETCHITUH U TPEIJIOKUATH IPYTUe
dbopMbI pabOTHI, MPETOCTABIISIONINE BOBMOXHOCTH BOCIIOTHEHUS ITUX «IIPOOEIIOBY.

Peanuzarus 1aHHBIX GOPM B KOHTEKCTE MTPOTPaMMBbl BOCITUTATEIHLHOM e TeTHLHO-
CTH CMOCOOCTBYET PEIICHUIO OCHOBHBIX BOCHUTATENBHBIX 3aJ1a4 KYJbTYPHO-I0CYTO-
BOU J€STEILHOCTH B CUCTEME BBICIIIETO OOpa30BaHMUs.
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ON-STAGE ATMOSPHERE OF PERFORMANCES
BASED ON CHEKHOV’S PLAYS
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Belarusian State University of Culture and Arts, Minsk, Belarus
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The author explores some features of the search for on-stage atmosphere in
performances based on Anton Chekhov’s plays in the context of the contemporary
theatre space (at the turn of the 20th and 21st century). Many notable actors and
directors of the past wrote about the importance of creating a on-stage atmosphere:
Konstantin ~ Stanislavsky, Vladimir Nemirovich-Danchenko, Aleksey Popov,
Michael Chekhov, Maria Knebel — and the contemporaries, directors and theatre
experts: Alexander Barmak, Natalya Krymova, Tatyana Moskvina, Tatyana Shakh-
Azizova and others. The author also repeatedly returned to the search of the on-stage
atmosphere in the performancies. The novelty of the given work is the reading of the
dramatic text, 1.e. director’s interpretation of the play, as well as such provisions as
the selection of the proposed circumstances, “creation” of the director’s remark, the
subject world of the text and performance, lighting decisions of individual scenes
are considered from a practical direction point of view. The research of this topic is
based on examples of the author’s viewed performances by exceptional directors in
the professional art field, amateur and student theatres, as well as personal experiences
of productions based on Anton Chekhov’s plays in the theatre studio “7 PAVERKH”.
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CIIEHHYECKAA ATMOC®EPA CIIEKTAKJIEH
I1O ITPOU3BE/IEHUAM A.II. YEXOBA

Ilacromura 3.M.

Benopycckuil 2ocydapcmeenHblil yHu8epcumem KyAbmypbl u uckycems, ya. Pabkoposckas 17,
Mumck, 222001, beaapycb
Email: pasyutina@mail.ru

ABTOp paccMaTpuBaeT HEKOTOPhIE OCOOCHHOCTH TOUCKA CIICHMYECKOM aTMOC-
depnl B cniekrakisx 1o nbecam A.Il.UexoBa B KOHTEKCTE COBPEMEHHOIO TeaTpaib-
Horo mpoctpaHcTBa (Ha pyoexe XX-XXI croneruit). O HEOOXOAUMOCTH CO3/IaHUS
CUEHUYECKON aTMOoc(ephl MUCATM MHOTHE BBIIAIOIINECS aKTEPhl U PEXKUCCEPHI TIPO-
upioro: K.C.Cranucnasckuii, B..Hemuposuu-/lanuenko, A.Jl.ITonos, M.A.Yexos,
M.O.Kueben — u Halm COBpEMEHHHUKH, pexkuccepsl u tearposenbl: A.bapmak, H.
KpeimoBa, T.Mocksuna, T.Illax-A3u3oBa u 1ap. ABTOp Takke HEOJHOKpPATHO 0Opa-
Ijajach K BOMPOCY MOMCKA CIIEHMYECKOW arMocdepnl cnekrakis. HoBusHa gaHHOMN
paboThl B TOM, UTO YTEHHUE JAPAMATYPTrUYECKOrO TEKCTa, T.€. PEKUCCEPCKOTO TOJIKO-
BaHUSI TIECHI, & TAKKE TAKUE MOJIOKEHHUSI, KaK 0TOOP MpeaaraeMbIX 0OCTOSITENbCTB,
«CO3/TaHHUE» PEKUCCEPCKON peMapKH, MPEIMETHBI MHUP MbECHl U CIEKTaKJsA, CBE-
TOBOE PEIICHUSI OT/ACIBHBIX CIICH PAaCCMATPUBAIOTCS ¢ TOYKH 3PEHUS MPAKTUUECKON
pexuccypsl. UccnenoBanue TaHHOW TEMbl ONMMUPAETCS] HA MPUMEPHI TPOCMOTPEHHBIX
ABTOPOM CIIEKTaKJIEH BBIJAIOIIUXCS PEKUCCEPOB B 007IaCTH MTPOPECCUOHATIBHOTO UC-
KYCCTBA, JIIOOUTENBCKUX U CTYACHYECKHUX TEaTPOB, a TAKKE U3 TUYHOTO OMbITA TOCTA-
HOBOK criektakien o npousseaeHusM A.Il.Uexosa B tearpe-ctyauu «7 [TABEPX».
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UNIVERSITY THEATRES AND RUSSIA STATE
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Lomonosov Moscow State University, Moscow, Russia;
Moscow Budgetary Institution of Culture “Moscow Open Student Theatre”,
Moscow, Russia
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Most of the cultural processes in Russia: the financing of various cultural
institutions and the control of their administrative work are regulated at the state
level. Almost all professional Russian theaters are state-owned, which means that they
receive state funding for their activities (employees’ salaries, equipment, costumes,
maitenance fees, etc.). This funding is not always enough for the theatre’s carefree
existence, but, nevertheless, it provides an opportunity for its operation.

If we talk about university theaters, then we can safely say that they exist outside
this system. As a rule these companies get by with the personal enthusiasm of the
participants and the support of the university. But the university’s support is not
always to be relied upon.

The report analyzes the activities of theaters at Russian universities, presents
unique instances of the formation of state theaters on the basis of university theaters,
examines the conditions for the creation of these professional theaters, and their
activity in the status of state cultural institutions.
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MECTO YHUBEPCUTETCKUX TEATPOB B
COBPEMEHHOH CUCTEME KYJIBTYPbI POCCUH

CagpoHuxun A.B.

MTY umenu M.B./lomoHocosa, Mockea, Poccus;
I'BYK 2. Mockewbt «MOCT», Mockea, Poccus
Email: safronikhin@yandex.ru

Cucrema kynbsTypsl Poccun, Ha (penepanbHOM ypoBHE Mpe/cTaBiIeHHas MuHU-
CTEPCTBOM KYJIBTYPBI, PETYIUPYET OOJNBIIMHCTBO KYJIBTYPHBIX MPOIECCOB, TPOUCXO-
X B crpane. OHa onpenenseT GUHaAHCUPOBAHUE PA3IIUYHBIX YUPESKICHUN KYyJb-
TYpbl U KOHTPOJIMPYET UX aIMUHUCTpATUBHYIO padoty. [IpakTrdecku Bce mpodeccu-
OHAJIbHBIE POCCUIICKHE T€ATPHI SBISIOTCSA TOCYIaPCTBEHHBIMH, YTO O3HAYAET, YTO OHU
MOJTy4ar0T TOCYAAPCTBEHHOE (PMHAHCHPOBAHUE HA CBOIO JCSITEIBHOCTD (3apaOOTHBIE
J1aThl paOOTHUKOB, TTOKYIIKa 000OPYIOBaHUS, KOCTIOMOB, KOMMYHAJIbHOE OOCITYKH-
BaHUE MMOMEIIECHUH U Ap.). ITO (UHAHCUPOBAHUE JAJIEKO HE BCET/a I0CTATOYHOE JIs
0€33a00THOTO CYIIIECTBOBAHHUS Te€aTpa, HO, TEM HE MEHEe, JaeT BO3MOXKHOCTb JIJISl €r0
paboTHI.

Ecnu roBoputh 00 YHHBEPCUTETCKUX TeaTpax, TO MOKHO yTBEP)KIaTh, YTO OHU
CYIIECTBYIOT BHE 3TOW CHCTEMBbI. EMMHCTBEHHBIMU NCTOYHUKAMHU PAOOTHI TAKUX KOJI-
JIEKTUBOB CITY>KUT JIMYHBIN SHTY3Ha3M YUYACTHUKOB KOJUICKTHBA U TTO/IJICPKKA YHUBEP-
cutera. Ho Tearpam u Ha MomJIep KKy YHHUBEPCUTETA HE BCETNA MPUXOAUTCS Pacuu-
THIBaTh.

B noxmnane mpoBeneH aHaIU3 ACSITEIILHOCTH TEAaTPOB MPH POCCUNUCKUX YHUBEPCHU-
TeTaX, MPUBEICHbI YHUKAIbHBIC CIIydan 00pa30BaHUs TOCY/IapCTBEHHBIX T€aTPOB Ha
OCHOBE YHUBEPCUTETCKHX, PACCMOTPEHBI YCJIOBHS CO3JaHUS dTUX MPodeccroHalb-
HBIX T€ATPOB, UX JAEATEILHOCTh B CTATyCE TOCYIAPCTBEHHBIX YUPEIKICHUN KYIBTYPHI.
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ON INCREASING THE MASTERY OF ACTORS AND
DIRECTORS IN STUDENTS THEATERS: WORK
EXPERIENCE OF LABORATORY OF STUDENTS
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Filonov V.F.

Chelyabinsk State Institute of Gulture and Arts, Chelyabinsk, Russia;
Theatre-studio “Maneken” of South Ural State University, Chelyabinsk, Russia;
Association of Student Theatres of Russia, Chelyabinsk, Russia
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The report is devoted to the problem of increasing the mastery of actors and
directors of student theaters. It proposes the ways of solution of the task, such as
training in the formation of the team and in the process of the performance preparation,
and also through participation in festivals and particular workshops that last several
days and are dedicated to solving a specific problem.

The report focuses on the work of the Laboratory for actors and directors organised
by the Association of Student Theaters (http://www.astr-art.ru). The Association is
based of theatre-studio “Maneken” of South Ural State University and includes 25
theaters from 11 Russian cities.

For the last 8 years 16 laboratories have been organised (2 laboratories a year).
Each Lab has its own theme. The first few laboratories were connected with certain
methods of educating actors: method of Mihail Chekhov, Nikolay Demidov, Jerzy
Grotowsky. The next labs were devoted to the analysis of the plays of the particular
author (A.Chekhov’s “Three sisters” and “Seagull”, A.Pushkin’s “Eugene Onegin”)

The subject of the laboratory may be a specific theme such as “Theater in the
theater as a staging problem” (on the example of Chekhov's and Pirandello’s plays).

As the results of the Laboratory can be mentioned the increasing of mastery of
theaters constantly participating the Lab, strengthening of informal ties between
teams and the education of directors who successfully work in professional theaters.



121

O IIOBBIIIIEHU U MACTEPCTBA AKTEPOB U
PEKHCCEPOB CTYAEHYECKUX TEATPOB: U3
OIIBITA PABOTbBI JIABOPATOPUH ACCOLTUALITHU
CTY/IEHYECKUX TEATPOB

dunorvos B.D.

YeasnbuHckuil uHemumym kyasmypul, Yeasbuwck, Poccus;
Cmydus-meamp «Manexen» FOYpI'Y, Ueasbunck, Poccus;
Accoyuayua cmyderueckux meampos Poccuu, Yeasburck, Poccus
Email: filonovi@mail.ru

Jlokmam TOCBSIIEH MpoOIeMe MOBBIIMICHUS MAacTEPCTBA aKTEPOB M PEKHUCCEPOB
CTYZIEHYECKHX TeaTpoB. PaccMaTpuBaroTcsi myTH pelieHus 3TOM 3aja4du, yepes Tpe-
HUHTH B TIepro1 GOpMHUPOBAHHMS KOJUIEKTHBA U B TIPOIIECCE MOATOTOBKH K CTIEKTAKITIO,
yepes3 ydacTue B eCTUBAISIX M Yepe3 CIeUaIbHbIC MACTEP-KJIACCHl UM CEMUHAPDI,
UYIIHE HECKOJBKO JTHEH 1 HalpaBJICHHBIC HA PEIICHUE OMNPEICTICHHOMN 3a/1a4H.

OcHOBHOE BHUMaHHE yjelieHO paboTe madoparopuu st aKTePOB U PEIKHUCCEPOB
CTYIEHYECKHX TEeaTpoOB, KOTOPYIO MPOBOAUT AccoIualus CTYACHUYECKHUX TeaTpoB
(http://www.astr-art.ru), oprann3oBaHHas Ha 0a3e cTyauu-tearpa «Maneken» HOx-
HO-YpaJIbCKOTO TOCYIapCTBEHHOTO YHHBEpcuTeTa (T. UemsiONHCK) M B KOTOPYIO BXO-
aut 25 teatpoB u3 11 roponos Poccum.

3a 8 net npoBeneHo 16 maboparopuii — no nBe B roa. Kaxas maboparopus ume-
eT cBoio Temy. [lepBbie ObLTH CBSI3aHBI C ONPENEeICHHBIMA METOIUKAMU BOCTIUTAHUS
aktepoB: o Muxauny Yexony, no Hukomnato Jlemunosy, no Exu I'potoBckomy. Crie-
IyIOIIKe TabopaTOpHUH MOCBSIIAINCH aHATTU3Y MHECHI U paboTe HaJl KOHKPETHBIM aB-
topoM (A.Il.UexoB «Yaitka» u «Tpu cectpe», A.C.Ilymkun «EBrenunit Onerun»).
[Ipeamerom maboparopuu MOXKET OBITH U crielupuuecKas TemMa, Takas kak «Tearp B
TeaTpe Kak MOCTaHOBOYHAs MpobieMa (Ha Marepuale npamarypruu Uexosa u [upan-
JIETIII0)».

Htoramu paboTsl 1aboparopuii cTano: MOBBIIIICHUE YPOBHS MacTepCTBa TEX Te-
aTpoB, KOTOPBIE MTOCTOSTHHO MPUHUMAJIN B HUX y4JacTHe, YCUJIeHHE He(POpMaTbHBIX
CBSI3€M MEXIy KOJJIEKTUBAMHU, BOCIIUTAHUE PEKUCCEPOB, YCIEUIHO pabOTaIONINX B
nmpodeccuoHaIbHBIX TeaTpax.
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PSYCHOLOGY FOR ACTORS. SUPER-OBJECTIVE:
THE MEANING OF LIFE OR NEUROTIC NEED

Kozhukhar IL.A.

Moscow Budgetary Institution of Culture “Moscow Open Student Theatre”,
Bolshaya Sadovaya Street, 6, Moscow 123001, Russia;
Graduate School of Performing Arts, Sheremetyevskaya Street 6/2, Moscow 129594, Russia
Email: ilyakojuhar@gmail.com

Many terms of the Stanislavsky system can be enriched with scientific psychological
knowledge.

For example, the principal concept of the system- “overarching goal- lies in the
sphere of the character’s motivation and otherwise can be called “basic needs”. The desire
to satisfy the basic needs is the essence of an individual.

The character seeks to fulfil the overarching goals for himself or for the sake of other
people. This division relates to two main ways of human existence, described by Erich
Fromm; he calls them “possession’ and “being”.

1. “to have” - the desire to make the world an object of possession and ownership,
transform everything and all into his property;

2. “to be” - amode of existence in which a person doesn’t crave to have anything, but
is happy, productively uses his abilities and is united with the world.

Each of these modes of existence is determined by a separate psychological theory.

The 1dea of “being” correlates to the existential approach in psychology, developed
by Viktor Frankl: to be- is to strive for meaning. The meaning of human life is realized
through the desire for values. Frankl recognizes three main types of values:

1. creative;

2. values of experience;

3. values of relationships.

The mode of existence “to have” is characterized by the subordination of a person to
the so-called neurotic needs, described by Karen Horney. According to her theory, a child
copes with feelings of insecurity, helplessness and hostility, resorting to different defensive
strategies. There exist ten of such strategies, or neurotic needs in:

1. love and approval;

2. the dominant partner;

3. clear constraints;

4. power;

5. exploitation of others;

6. public acknowledgment;

7. admiration of oneself;

8. ambition;

9. self-sufficiency and independence;

10. impeccability and irrefutability.

The main goal of the character, existent in the category “to be”, is determined by the
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choice of the leading value, and the characters that exist in the category “to have” — is the
choice of the leading neurotic need. Thus, turning to the theories, and most importantly to
the vast empirical material accumulated by modern psychology, the actor can significantly
expand the horizons of professions for himself.
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IICUXOJIOI'uA /IV/IA AKTEPA. CBEPX3A/IAYA:
CMbIC/I 2KUH3HHU
HJihi HEBPOTHYECKAA IIOTPEBHOCTbD

Koocyxapv U.A.

Mockosckuit Omxkpbimylii cmydeHueckuil meamp, boavwas Cadosas yauua 6, Mockea, 123001,
Poccus
Bovicwas IlTkona Cuenuveckux uckyccms, Illepememvesckasn yauua 6, k.2, Mockea, 129594,
Poccus
Email: ilyakojuhar@gmail.com

MHuorue TepMuHbI ccTeMbl CTaHHUCIABCKOTO MOTYT OBITh O0OTaIeHBl HAYYHBIMHU
MICUXOJIOTUYECKUMU 3HaHUsIMU. Hanmpumep, ocHOBHOE moHsTHE CUCTEMBI — «CBEPX-
3a/1a4ay — JSXKUT B c(hepe MOTUBALIMK TepOos U MHAYE MOXKET ObITh HA3BaHO «0a30BOM
noTpeOHOCThIO». CTpeMIIeHHE K YIOBJIETBOPEHUIO 0a30BOM MOTPEOHOCTH COCTABISET
CYTh JITUHOCTU. ['epoil CTpeMUTCS K BBIIIOJHEHHUIO CBEpX3aJlauM pajiu ceOs Uiv paau
JOPYTUX JIOAEH. JTO pa3feieHue COOTBETCTBYET JBYM OCHOBHBIM cOocoOaM CyIlle-
CTBOBaHMUsI YEJIOBEKA, OMMUCAHHBIM DpruxoM OPoMMOM; OH Ha3bIBAET UX «0OJIATaHUEC)
U «ObITHEY:

«UMEThY» - CTPEMIICHHE CJIeaTh MUP OOBEKTOM BIAJCHUS U 00JIalaHusl, IpeBpa-
TUTb BCE U BCEX B CBOIO COOCTBEHHOCTb;

«OBITB» - CIOCOO CYIIECTBOBAHMS, MPU KOTOPOM YEJIOBEK HE >KAXKIET HUMETh
YTO-T1M00, HO CUYACTIUB, IPOTYKTUBHO HCIIOIB3yET CBOM CIIOCOOHOCTH, €IUH CO BCEM
MHUPOM.

Kaxxzib1it U3 3TUX CIIOCOOOB CYIIECTBOBAHUS OMPENEISACTCS OTICIBHON IMICUXOJIO-
TAYECKON TEOPUEN.

Wnee ObITHS COOTBETCTBYET HK3UCTEHIIMAIIbHBIN TIOJIX0/1 B ICUXOJIOTUH, pa3-
pabotanHbiii Buktopom ®paHKIOM: OBITH — 3TO CTPEMHTHCS K CMBICITY. CMBICIT KHU3-
HU YE€JIOBEKa peau3yercsl uepe3 CTpeMiieHue K eHHOCTAM. DpaHkil BBIETSAET TpU
OCHOBHBIX THIA IIEHHOCTEM:

1) co3unarenbHeIe;

2) IECHHOCTH MEPEKUBAHUS;

3) LIECHHOCTHU OTHOIICHHS.

Croco6 CymiecTBOBaHUSI «UMETh» XapaKTepPU3yeTCs] TOTUMHEHHOCTBIO Ye-
JIOBEKa TaK Ha3bIBa€MbIM HEBPOTHUECKUM MTOTPEOHOCTSIM, onrcaHHbIM Kapen XopHu.
CornacHo ee Teopuu, peOEHOK, CIIPABIIAETCS C YyBCTBAMHU HEJOCTATOUYHOM Oe3omac-
HOCTH, OECTIOMOIITHOCTH ¥ BpaK/1eOHOCTH, Tprberast K pa3HbIM 3alllUTHBIM CTPaTeTu-
aM. Takux cTpareruii, Wi HEBPOTUYECKUX MOTPEOHOCTEHN, AECATh:

1) B 1r00BM M 0JI00pEHUH;

2) B pyKOBOJSILIIEM MTAPTHEDPE;

3) B UETKUX OIrPAHUYCHUSX;

4) BO BacTH;

5) B KCIUTyaTUPOBAHUU IPYTHUX;
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6) B 001IIECTBEHHOM NPU3HAHUH;

7) B BOCXHUILIEHUH COOOIA;

8) B ueCcToNMIOOUN;

9) B caMOJI0CTaTOYHOCTH Y HE3aBUCUMOCTH;
10) B 6€3ynpeuHOCTH U HEOIIPOBEPIKUMOCTH.

Caepx3azaua repos, CyIIEeCTBYIOIEr0 B KaTErOpUU «OBIThY», ONpeneseTcs
BbIOOPOM BeAyLIEH LICHHOCTH, a Teposi, CYIIECTBYIOIIETO B KATETOPUN «UMETh) — BbI-
00opoM Befylle HeBpOoTUUECKOM moTpeOHOCTH. Takum oOpa3oM, 0OpaTUBIIUCH K Te-
OpHsIM, a, TIIAaBHOE, K OTPOMHOMY AMITUPHUECKOMY MaTepraiy, HaKOIIJIEHHOMY COBpe-
MEHHOW TICUXOJIOTUEH, aKTep MOXKET CYIIECTBEHHO PACIIUPUTH ISl C€0sI TOPU30HTHI
npodeccun.
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THEATE EXPERIMENT, APPLYING STAGE ART IN
EVERYDAY LIFE

Rodera Martinez P.

National Distance Education University (UNED), Madrid, Spain
Email: palomaroderamartinez@gmail.com

Theatre experiment is a specific artistic activity that allows using new theatre
techniques or perfecting the existing ones including improvisation and different
artistic approaches such as the movement systems by Grotowski and Lecoq, Augusto
Boal’s “Theatre of the Oppressed”, the theatrical anthropology of Eugenia Barba.

Thanks to a series of dynamics that make up this method the student can
acquire skills that allow a good personal and professional development through the
management of emotions.

The benefits of this theatrical method are: reflection on one’s professional work,
the mastery of the body as a tool, the exercise of intuition and the precision and
management of emotions, as well as the improvement of negotiation tools of a
political nature.

IKCIIEPUMEHTHPOBAHUE B TEATPE,
INPUMEHEHUE CHEHHUYECKOI'O HCKYCCTBA B
IIOBCE/IHEBHOMH ?KU3HU

Podepa Mapmumnec I1.

HauuoHanvHbwlil yHusepcumem oucmaHuuoHHo20 oopasosarus (UNED),
Madpud, Henanus
Email: palomaroderamartinez@gmail.com

OKCIIEpUMEHT B Tearpe — 3T0 0co0as TBOPUECKas IESITEIbHOCTh, KOTOpasi O3BOJISET
MIPUMEHUTh HOBBIE TeaTpalibHbIE TEXHUKU WM YCOBEPIICHCTBOBATH YK€ MPUMEHSIEMbIC
B paloTe, cpei KOTOPHIX UMIIPOBU3AIMS U PA3IMYHbIC TBOPYECKUE MOIXO/IbI, TAKUE KaK
cucreMa JiBrkeHnd y I poroeckoro u Jlekoka, « Teatp Yraerénnbix» Ayrycro boans, Tea-
TpaJibHasi aHTPOITOJIOT s DY/HKEHUO bapObi.

braropapst quHamyke, SMOLIMOHATIBHOMY HAMOJIHEHUIO STOTO METONA YYEHHK MOXKET
Pa3BHUTH B ceOe camMble Pa3HOOOpa3HbIe MPO(HECCHOHATBHBIC HABBIKH M KA9€CTBA JINYHOCTH.

Takum 00pa3oM, MperMyIlecTBa 3TOr0 TEarpajbHOI0 METOa — OCMBICIIEHHE CBOEH
npodeccuoHaILHON PadOThI, BIIaJIEHUE TEJIOM B TIPOCTPAHCTBE, TPEHUPOBKA MHTYUIIUN U
AMOIMIA, B TOM YHMCIIE YCOBEPIIIEHCTBOBAHME HABBIKOB MOJIUTUYECKOTO B3aUMOJICHCTBHSL.
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EXPERIMENTACION TEATRAL, UN MODO
DE APLICACION DEL ARTE ESCENICO A LA
COTIDIANIDAD

Rodera Martinez P.

UNED-Universidad Nacional de Educacion a Distancia. Madrid, Calle de Juan del Rosal, 14,
Madrid, Espana
Email: palomaroderamartinez@gmail.com

La experimentacion teatral es un espacio intersticial de investigacion que permite
una aplicacion de una nueva técnica teatral que aglutina una serie de ellas ya utilizadas
en otra; a saber, la improvisacion y varias técnicas de creatividad aplicada, otras como
la serie de movimientos en Grotowski y Lecoq; y, por ultimo, tanto los juegos para
actores y no actores de Boal y su Teatro del Oprimido, asi como la antropologia teatral
de Eugenio Barba.

Gracias a una serie de dinamicas, que son las que componen este método, el alumno
puede adquirir habilidades que permiten un buen desarrollo personal y professional a
través de la gestion de las emociones.

Los beneficios de este método teatral son; la reflexion sobre la labor professional,
el dominio del cuerpo como herramienta y su ocupacion en el espacio, el ejercicio de
la intuicion y la precision y gestion de las emociones, asi como el perfeccionamiento
de las herramientas de negociacion de caracter politico.
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UNIVERSITY THEATRE IN THREE ARGENTINA
PROVINCES: MENDOZA, CORDOBA AND TUCUMAN

Seoane A.

National University of Arts (UNA), Buenos Aires, Argentina, 1424;
Scenic Arts Institute, Philosophy and Literature School, University of
Buenos Aires (UBA), Buenos Aires, Argentina
Email: seoaneana@yahoo.com.ar

The composition is looking to reflect the evolution of university theatre in three
Argentina provinces with major scenic tradition: Mendoza, Cérdoba and Tucuman.
The first one to overlook the theatre education in the institute and university field
was Mendoza. The arrival from Europe of the creator and teacher Galina Tolmacheva
(1895-1987) was a turning point in Argentina, because of the knowledge she acquired
with Stanislavski. She was hired since 1949 by the National University of Cuyo to
conduct the Superior Scenic Arts School. In 1951 she founded the “Teatro de Cuyo”
that is considered as the first University Theatre of Argentina. The evolution until the
present day will be addressed by the trajectory of the group “Cajamarca” directed by
Victor Arrojo.

The second province to focus in having superior scenic arts studies was Cordoba.
Since 1965 the Theatre Department and then the Arts School works at the National
University of Cordoba (UNC). There were three emblematic groups: Teatro Estable
de la Universidad de Cordoba (TEUC), Libre Teatro Libre (LTL) and La Chispa.
Here, we could also find a remarkable name in this type of education, Argentinian
Maria Escudero.

To be able to relay the beginning of the university theatre in Tucuman it is
necessary to make a reference to the importance that had Boyce Diaz Ulloque, who
arrived to the province and immediately conducted Teatro Estable. Big titles were
staged, and the University Theatre was developed by his works, with performances
such as Kazantzakis’ Cristobal Colon and his always remembered version of Man of
La Mancha. The province needed to wait till the return of democracy to be able to
reinitiate from 1984 university studies with a degree level.

Only with the example from three single provinces — the forerunners — it will be
proved that the concern about university level of the theatre education was, and still
is, a subject in the Argentinian Republic.
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YHUBEPCUTETCKUE TEATPbBI B TPEX
ITPOBUHITHUAX API'EHTUHBI: MEH/[IOCA,
KOP/IOBA U TYKYMAH

Ceoane A.

Hauuonanvhwtil yHusepcumem uckyccmsa (UNA), byaHoc-Aiipec, ApeeHmuHa;
Huemumym cueHuueckux uckycems, Ilxona gpunocogpuu u aumepamypul, YHusepcumem
Bysnoc-Aiipeca (UBA), bysHoc-Atipec, ApeeHmuHa
Email: seoaneana@yahoo.com.ar

Ota paboTa npeajaraeT U3yunuTh Pa3BUTHE YHUBEPCUTETCKOTO Te€aTpa B TPEX Mpo-
BUHIUAX APTeHTUHBI C HAMOOJIbIIIEH TpaaulIuelt CLIECHUYECKOro UCKyccTBa: MeHoca,
Kopno6a u Tykyman. [lepBoii B 3TOM cnircke ctana npoBuHius Mennoca. [1puesn B
Aprentuny u3 EBponsl npenogasarens u coparHulbl CranucnaBckoro ['anuubl Toit-
MauéBoit (1895-1987) Hauan HOBYIO BeXy B UCTOpUHU apreHTUHCKoro tearpa. C 1949
roga oHa paborana B HannonansHoM yHuBepcutere Kyiio u Bo3masisiia Briciryro
HIKOJTy clieHn4Yeckoro uckyccrsa. B 1951 rongy ocHoBana « Teatro de Cuyo», KoTopblit
CTaj MEePBbIM YHUBEPCUTETCKUM Te€arpoM B ApreHTuHe. Ha cerogHsimHuil neHs pa-
60Ty Tearpa nmpoaoikaeT rpymnna « Cajamarcay» 1mox pykoBoactsoM Bukropa Appoxo.

Bropoy npoBuHIMEN, KOTOpasi pa3BUBaJIa Tearp HAa YHUBEPCUTETCKOM YPOBHE,
crana Kopno6a. C 1965 roxa B Hanimonansaom yauBepcutete Kopnoosr (UNC) pa-
6oran cHauana Otnen tearpa, a 3areM lllkona nckyccrs. CyliecTBOBaIv TPU BbLAAKO-
mecs rpynnsl: Teatro Estable de la Universidad de Cordoba (TEUC), Libre Teatro
Libre (LTL) u La Chispa. 31ech MOKHO YIIOMSIHYTh €I1€ OJHO WM BBIJAIOMIETOCS
nesTens, nmoHepa rearpa — Mapuu DcKyzaepo.

YroObl pacckazarh 0 3apOXKICHUU YHUBEPCUTETCKOTO Tearpa B TykymaHe, HE0O-
Xoaumo Hayathk ¢ umeHu boiice lnac Yiioke. borice /lnac nepeexasn B IPOBUHLIUIO U
cpa3y ocHoBail cBoi Tearp Teatro Estable. B Hem Obuin mocTaBieHbl BEIMKHE TPOU3-
BEJICHUS, U HA HUX ITPOUCXOANIIO PA3BUTHE YHUBEPCUTETCKOrO Tearpa. Cpeau nocra-
HOBOK ObLTH «Xpuctodop Komym6» Kazanmzakuca u gacTo BcrioMHUHaeMasi BEpCHs
«Yenoseka nu3 Jla Manuwy». [IpoBUHIIMKA TPUIILTIOCH K1aTh BO3BPALICHUS JIEMOKpa-
TuM, 4ToObl B 1984 rony cHoBa HayaTh MPO(EeCCHOHABHYIO MOATOTOBKY CTYIEHTOB
10 TeaTpaJIbHOMY NMPO(PUIIIO B YHUBEPCUTETE.

Ha nmpumepe 3TuX TpEX NPOBUHLIMN MOKHO YBHJIETh, YTO 3HAYEHHE, KOTOPOE
npunaér Pecnybnuka AprentuHa paboTe YHUBEPCUTETCKOIO Tearpa, OTPOMHO.
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EL TEATRO UNIVERSITARIO EN TRES PROVINCIAS
ARGENTINAS: MENDOZA, CORDOBA Y TUCUMAN

Seoane A.

Universidad Nacional de las Artes (UNA), Buenos Aires, Argentina, 1424;
Instituto de Artes del Espectaculo, Facultad de Filosofia y Letras, Universidad de Buenos Aires
(UBA), Buenos Aires, Argentina
Email: seoaneana@yahoo.com.ar

Este trabajo se propone reflejar la evolucidon del teatro universitario en las tres
provincias argentinas con mayor tradicion escénica: Mendoza, Cordobay Tucuman. La
primera en mirar la ensefanza teatral dentro del campo terciario y luego universitario
fue Mendoza. La llegada desde Europa de la creadora y docente Galina Tolmacheva
(1895-1987) a la Argentina con su experiencia junto a Stanislavski marc6 un hito.
Desde 1949 fue contratada por la Universidad Nacional de Cuyo para dirigir la
Escuela Superior de Arte Escénico. En 1951 fundo el “Teatro de Cuyo”, considerado
el primer teatro universitario de la Argentina. Se sefialara la evolucion llegando a la
actualidad con el grupo “Cajamarca” dirigido por Victor Arrojo.

La segunda provincia argentina en focalizarse en estudios superiores para las artes
escénicas fue Cordoba. Desde 1965 con el Departamento de Teatro, luego Escuela
de Artes hasta la actual Facultad de Artes dependiente de la Universidad Nacional de
Cérdoba (UNC). Tuvo tres grupos emblematicos: el Teatro Estable de la Universidad
de Cordoba (TEUC), el Libre Teatro Libre (LTL) y La Chispa. Aqui hay otro nombre
pionero en este tipo de ensefianza, la argentina Maria Escudero.

Para relatar los comienzos del teatro universitario en Tucuman hay que hacer
referencia a la importancia que tuvo Boyce Diaz Ulloque, quien lleg6 a la provincia
y casi inmediatamente dirigi6 su Teatro Estable. Grandes titulos llevo al escenario y
surge de su mano el Teatro Universitario, con espectaculos como Cristobal Colon de
Kazantzaki y su siempre recordada puesta de El hombre de la Mancha. La provincia
debid esperar hasta el retorno democratico y desde 1984 se iniciaron los estudios
universitarios con el titulo de licenciados.

Con sdlo estas tres provincias — las pioneras — se evidencian la gran preocupacion
por el teatro a nivel universitario que tuvo y tiene la Republica Argentina.
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THE CONCEPT OF THEATER BASED ON THE
PROJECTS CARRIED OUT BY THE RESEARCH
GROUP “THEATER, CULTURE AND SOCIETY”

Ariza Gomez D.E.

University of Caldas, Caldas, Colombia
Email: daniel.ariza@ucaldas.edu.co

This paper is part of the results of the project that I advance as part of the research
on the expansion of theater aesthetics. The writing is divided into four sections, which
allow accounting for a transfer that has involved research and creation, which has
allowed me today, by agreeing to participate in the XII World Congress of the AITU,
to speak about my concept of theater, or better yet, what I have found is to do theater
inside the University of Caldas.

KOHLHEIIHUA TEATPA, OCHOBAHHAA HA
ITPOEKTAX HCCJIEIOBATEJIBCKOH I'PYIIIIBI
«TEATP, KYJIbBTYPA U OBLIJECTBO»

Apusa I'omec /1.9.

YHusepcumem Kaavoaca, Kanvdac, Koaymbus
Email: daniel.ariza@ucaldas.edu.co

DTOT [0KIaJ — 4acTh Pe3yJbTaTOB, MOJYYEHHBIX MPU BBHIIOJHEHUU MPOEKTA, KO-
TOPBIA I IPOBOXKY B paMKaX HCCIIEIOBAHUS IO Pa3BUTHUIO TEATPAJIbHOW ACTETUKH.
JIoKJ1ali COCTOUT M3 YETHIPEX Pa3/CiOB, NEPEAAIOMINX PE3YIbTaThl UCCIENOBAHUN U
TBOPYECKOTO MPOILIecca, 0 KOTOPBIX 51, MpuHUMas yuyactue B XII BcemupHoM KOHrpec-
ce AITU-IUTA, pacckaxy B MO€H KOHIIEIIIIUH TeaTpa, Win 00jiee TOro, 0 TOM, KaK To,
YTO s1 HAllEeJl, OPTaHU3yET TeaTp BHYTpHU YHuBepcurera Kanpnaca.



132

EL CONCEPTO DE TEATRO A PARTIR DE LOS
PROYECTOS REALIZADOS POR EL GRUPO DE
INVESTIGACION “TEATRO, CULTURA Y SOCIEDAD”

Ariza Gomez D.E.

Universidad de Caldas, Caldas, Colombia
Email: daniel.ariza@ucaldas.edu.co

La presente ponencia hace parte de los resultados del proyecto que adelanto
como parte de la investigacion sobre la expansion de las estéticas en teatro. El escrito
esta dividido en cuatro apartados, que permiten dar cuenta de un trasegar que ha
involucrado la investigacion y la creacidn, lo que ha permitido que hoy, al aceptar
participar del XII Congreso Mundial de la AITU, pueda hablar sobre mi concepto
del teatro, o mejor aun, lo que yo he encontrado que es hacer teatro al interior de la
Universidad de Caldas.
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METHODOLOGIES, REFLECTIONS AND ACADEMIC
CHALLENGES AROUND TRANSDISCIPLINARY,
UNIVERSITY THEATER AND SOCIETY

Barquero Alfaro J.

Centro de Estudios Generales, National University of Costa Rica, Heredia, Costa Rica
Email: julio.barquero.alfaro@una.cr

The Center for General Studies of the National University managed during 2014-
2018 a Project called A Window to the Theater whose humanistic approach was
based on research, debate, artistic production and community extension through
spaces of discussion and interdisciplinary creation, whose objective was to strengthen
pedagogical mediation in search of innovative methodologies that project the theater
as an opportunity to understand the realities of our society and transform the challenges
of the 21st century.

The experience in each theatrical project has demonstrated the humanistic
possibilities for the construction of citizenship, democracy and defense of Human
Rights in the Central American region.

University theater allows interdisciplinary work to be used as a vehicle for
social transformation. During 4 years the project linked students of multiple careers,
professors, communities and public and private institutions, generating a wide
reflection about the techniques of the Theater of the Oppressed of Augusto Boal
and the Collective Creation Technique of Enrique Buenaventura to understand the
practical application of transdisciplinary discourses, typical of the academy.

The Project addresses the urgent need to transform the methodologies in academia,
from the collective and sensitive tools offered by the theater, thus generating a new
look at student participation, in favor of the creation of alternative spaces that allow
us to understand more pertinently and significance the social reality of our country.
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METO/IOJIOTHS, CAMOAHAJIH3
U AKAJIEMHUYECKHE IMTPOBJIEMBI
BOKPYT TPAHCIHUCITHIL/THHAPHOI'O
YHUBEPCUTETCKOTI'O TEATPA H OBIIIECTBA

Bbapxepo Aavgpapo X.

Hauyuonanvhwtil ynusepcumem Kocma-Puxu, Ipedus, Kocma-Puka
Email: julio.barquero.alfaro@una.cr

HenTp obmux uccnenopanuii HanmonansHoro ynusepcutera Kocra-Puku B ne-
puoa ¢ 2014 no 2018 rox npoBoauT npoekT oA Ha3BaHueM «OKHO B TeaTp», ryma-
HUCTUYECKUM MOJAXO0 KOTOPOrO OCHOBBIBAJICS HA UCCIEAOBAHUH, TUCKYCCHUAX, XYHO-
KECTBEHHBIX MPOU3BEACHUSIX M B3aUMOACHCTBUH C OOIIECTBOM 4Yepe3 OOCYKIACHUS
U MEXJIUCLMUIUIMHAPHBIE NPOEKTHI. LIenbo 3THX MEPONpPUATHI SBISETCS yCUIEHUE
NEAArorM4ecKoro nNoCpeHNYECTBA B IOUCKE MHHOBAIIMOHHBIX METOJIOB, HAIIPABJICH-
HBIX Ha MCIOJb30BaHUE TeaTpa KaK BO3MOXKHOCTH MOHMMAHHUs peajuil oOiecTBa u
peoOpa30BaHMIO BBI30BOB JIBA/ILIaTh IEPBOIO BEKA.

OnBIT KaXJ0T0 TEATPAIBHOTO MTPOEKTA MPOJAEMOHCTPUPOBAII TYMMAHUCTAYECKHE
BO3MOKHOCTH CO3/IaHHUs 00I[eCTBa HA OCHOBE JEMOKPATHH U 3aIIUTHI IIPAB YEIOBEKa
B LlenTpanbHOli AMepUKe.

YHUBEpPCUTETCKUN TeaTp MO3BOJISIET padOTaTh HA CTHIKE NUCLMUILUIUH, YTO SIBIIS-
€TCSl TOJTYKOM K COLMAJIbHBIM MpeoOpa3zoBaHUEM. 3a YEThIPE roAa MPOEKT COEIUHUI
CTYJICHTOB pa3JIMYHbIX HamNpaBieHUH, mpodeccopoB, cOOOIIECTBA, YACTHBIE U TOCY-
JApCTBEHHBIEC YUEOHbBIE YUPEKICHHS, IUPOKO ocBeras moaxoa «Tearpa YrHereH-
HbIX» Ayrycto boana 1 MeToiMKy KOJUIEKTUBHOT'O TBOpUYecTBa JHpUKE bysHaBeHTy-
PBIL, Ul IOHUMAaHHMSI IPAKTHYECKOTO MPUMEHEHHS TPAHCAUCLHUILUIMHAPHBIX TUCKYCOB,
XapaKTEPHBIX JJISI AKAJEMUU.

[IpoekT HampaBieH Ha MpeoOpa3oBaHHWE METOAOJIOTUH, MPUMEHSEMON B akaje-
MHH, OT UTHCTPYMEHTOB, MIPEIaraéMbIX TEATPOM, CO3JAIOIINX HOBBIM B3IV HA y4a-
CTHE CTYICHTOB, B MOJb3Y CO3/IaHUS AJITEPHATUBHBIX POCTPAHCTB, KOTOPBIE TTO3BO-
JISIT JIy4lI€ MOHSTh COLIMAIbHbIE PEAJIMH HAILLIEH CTPaHBI.
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METODOLOGIAS, REFLEXIONES Y RETOS DE LA
ACADEMIA EN TORNO A LA TRANSDISCIPLINA,
TEATRO UNIVERSITARIO Y SOCIEDAD

Barquero Alfaro J.

Centro de Estudios Generales, Universidad Nacional, Heredia, Costa Rica
Email: julio.barquero.alfaro@una.cr

El Centro de Estudios Generales de la Universidad Nacional gestion6 durante
2014-2018 un proyecto denominado Una ventana al teatro cuyo enfoque humanista se
baso en la investigacion, el debate, la produccion artistica y la extension comunitaria
a través de espacios de discusion y creacion interdisciplinaria, cuyo objetivo era
fortalecer mediacion pedagdgica en busca de metodologias innovadoras que proyecten
el teatro como una oportunidad para comprender las realidades de nuestra sociedad y
transformar los desafios del siglo XXI.

La experiencia en cada proyecto teatral ha demostrado las posibilidades
humanisticas para la construccion de la ciudadania, la democracia y la defensa de los
derechos humanos en la regién centroamericana.

El teatro universitario permite que el trabajo interdisciplinario se utilice como
vehiculo de transformacion social. Durante 4 afios el proyecto conect6 a estudiantes
de maltiples carreras, profesores, comunidades e instituciones publicas y privadas,
generando una amplia reflexion sobre las técnicas del Teatro del Oprimido de Augusto
Boal y la Técnica de Creacion Colectiva de Enrique Buenaventura para comprender la
aplicacion practica de discursos transdisciplinarios, tipicos de la academia.

El proyecto aborda la necesidad urgente de transformar las metodologias en el
ambito académico, de las herramientas colectivas y sensibles que ofrece el teatro,
generando una nueva mirada a la participacion estudiantil, a favor de la creacion
de espacios alternativos que nos permitan comprender de manera mas pertinente y
significativa la realidad social de nuestro pais.
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THEATRE, UNIVERSITY AND FAVELA: THINKING
BRAZILIAN STAGE

Brandao T.

Federal University of the State of Rio de Janeiro (UNIRIO), Av Pasteur, 436,
Rio de Janeiro, Brazil
Email: tabrasil@uol.com.br

Brazil is a young nation and Brazilian theatre is younger than the country.
Something around two centuries involves their lives. The colonization, a mercantile
practice, didn’t construct a cultural life, because the land was thought to grow cash
crops, not human souls. Naturally, in this historical environment, university was a late
conquest after the independence — most universities have been founded in the XX
century. So, Brazilian university theatre is just in its beginning. A continental country
with many regionals differences, very hard scenery of poverty and social problems,
incapacity to offer school to all children in school age, Brazil needs to consider
university theatre as a weapon of social and cultural transformation. It should work
to amplify the place of theatre in social life. Considering these historical references,
what is exactly Brazilian university theatre? Is it a commitment with social justice?
Or it focalizes strictly the form of the art? Due its age, it is just a new practice, with
new ideas and objectives? Or we must assume that it is merely a new privileged space
enjoyed by middle class, trying to persecute the dream of being a TV-star? In parallel,
in Rio de Janeiro, almost thirty years ago the theatre group N6os do Morro was founded
at Favela do Vidigal, and innovated theatre teaching and practising, doing it in social
situation of great poverty. Ask questions in this field it’s an urgent invitation to think
about the existing ways of social change in our time. And it is also a possibility to
valorise a theatre that believes in its deepest human reasons.
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YHUBEPCUTETCKHH TEATP H ®ABEJIBI:
PABMBIIIIAIOIITHH BPA3H/IbCKHH TEATP

Bbpandao T.

depepanvhblil yHusepcumem wmama Puo-de->Kaneiipo (UNIRIO),
Puo-de-?Kawneiipo, Bpasuaus
Email: tabrasil@uol.com.br

HoBas cTpaHa ¢ HOBBIM T€aTpOM — UMMEHHO TaK HaJ0 omnpeneisTh bpaszunuio u
Opa3miIbCKUIl TeaTp, PACIONOKEHHBIM B KPYIHBIX TOPOJICKHUX LIEHTpax. MoJoaexnb
CYLLIECTBYET 3/1€Ch HEMHOTO OoJiee, YEM JIBa BEKa, U HA MPOTSHKEHUH BCETo 3TOro Ie-
proaa, co3AaBaliiCh YHUBEPCUTETHL. OrpoMHas TEPPUTOPUS, C APKO BbIPAKEHHBIMU
pPETHOHATBHBIMA OCOOEHHOCTSIMH, C Y)KACHBIMH COIIMAIBHBIMU TpoOIeMamMu u 0e3
BO3MOKHOCTH MPEAOCTaBUTH 00pa3oBaHue OOJBIIMHCTBY JE€TEH MIKOJIBHOTO BO3pac-
Ta, bpasunus nomkHa ObuIa MOI0KUTHCS Ha MOMOILb YHUBEPCUTETA, YTOOBI TOOUTHCS
pacnpocTpaHeHue Tearpa B oOiectse. TeaTp Mor Obl cTaTh NPOCBETUTEIBCKUM areH-
TOM couuaiabHOM Tpancopmanuu. Ho uro 310 — Tearp B Opa3uiibCKOM YHHBEPCHU-
tere? KoMmpoMucc ajis pemeHusi CpOYHbIX COIMAIbHBIX MpobiaeM? Wi uckyccTBo
camo 1o cebe? Mnu HoBasi MpakTHUKa, C HOBBIMU UJEIMHU U HOBOH 1enbio? Unu peub
UIET O HOBOM MPUBUIETHPOBAHHOM MECTE CPEIHUX CIIOEB HACEJEHUs, MOCBAIIECH-
HBIX MPECIeAOBAaHUI0 HAUBHOM MEUTHI CTaTh «3Be3/10M» B TeneBuzope? [Ipu sTom B
Puo-pne-Kaneipo tearpanbHas Tpymnma NOs 10 Morro, co31aHHast TpUALATh JIET TOMY
Hazan B Tpyuobax Favela no Vidigal, nepeBepHyina nonnmanue oOpa3oBaHus U IIpaK-
THUKH T€aTpa B YCIOBUIX COLMATBHOTO OTTOPKEHUSI U OETHOCTU. 3a/1aBaTh BOMPOCHI
BOKPYT JTAHHOM TE€MbI — Ba)KHAsi MHTEJUIEKTYaJIbHAs OMepalusi 4YTOObl OThICKATh J10-
pory, Mo KOTOPHIM MOKHO MJTH B HalpaBJICHUH COLUANBbHOM TpaHchopmanuu. U,
TaKXe, B HAIPABJICHUH T€ATPAIIBHOIO UCKYCCTBA, KOTOPOE BEPUT B HJIEU TYMaHU3MA.
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CIIEIIUDPUKA PABOTHBI CO CTY/IEHYECKHUM
JJIOBUTE/IbCKUM TEATPOM: U3 OIIBITA PABOTbI

MedgedeHko B.B.

Aamaiickuil 2ocydapcmeeHHblil uHcmumym kyasmypul, ya.fOpuna, 277,
2.bapHaya, 656066, Poccus
Email: medvedenko-vera@mail.ru

B nocrtmxenue B3aMMOMOHUMAHUS MEXTy JIFOIbMHU Te€aTp BHOCHUT CBOM BKJIA]I, TIO-
TOMY YTO B CaMOM T€aTpaJIbHOM IPEIICTABICHUN NPUCYTCTBYET ()EHOMEH KOHTAKTa
U 3HAKOMCTBa. A ¢ TOTO MOMEHTA, KaK COCTOSJIOCh 3HAKOMCTBO, 00pa3yeTcsi CBOETO
polia OpraHuYecKasi CBsi3b, a KOT/Ia ThI CBA3aH C KAKUM-TO YEJIOBEKOM, TO TOTOB TIO-
JTIOOUTH €r0... DTOT YENOBEK CTAaHOBHUTCS «CBOMM». «CBOM» B JTIOOUTEIHCKOM CTY-
JICHYECKOM TeaTpe — ATO HE TOJBKO MApPTHEPHI, KOJJIETH MO TeaTpaibHOW CTPACTH,
3HAKOMBIE, COCITY KHBIIbI, OJTHOKYPCHUKH U T.I. CKOpee BCETo, B ATO MOHITHE BXOIUT
OLIYIIIEHUE €IMHCTBA MOKOJICHUS, TyXOBHOHM Onmmu3octu U T.4. CTpemienue npudiu-
3UTCS K 3pUTEIIO BO BPEMsI IIPE/ICTABICHUN CBOMCTBEHHO CETOAHS BceM Tearpam. Ho
y JIOOUTENBCKUX TEATPOB €CTh crernuduieckue mpuemsl. Kaxxpril pas, uccnemays HO-
BYIO TEMY, HOBO€ MIPOU3BEICHHE, TIEPEBOS €r0 B CIICHUYECKHI 00pa3, TearpaabHOe
3penuIe, Thl TIOHUMAEIllb, YTO HJIEIIh BCE-TaKH K OJHOW IENH — OObEAUHHUTH. AK-
TEPOB BOKPYT MJIEU U PEKUCCEPCKOTO PEILIEHUs, 3pUTesiell BOKPYT MPEACTaBICHHON
BEPCHUU MUPA WIH B3MIIAa HA IPOOIIEMY.

[maBHOE, O-MOEMY, UTO HY>KHO aKTE€py B CTYACHUECKOM JIIOOUTEIHCKOM TeaTpe
— 3TO AIUIOAMCMEHTHI W Tpu3HaHue 3putens, nonnManne EI'O mudHOro OTKpHITHSL.
['maBHOE, YTO HY)KHO TeaTpy — ATO YCIeX, KOTOPBIH BBIPAKACTCS HE B HAUYHHU JIH-
IJIOMOB, a B YIUBUTEIHBHOM OOBEAMHEHUE aKTEPOB MEXKIY COOOH, ONIYIIIEHUN CBOCH
NpaBIbl U B CBOEM CTPEMJICHHH OOBEIMHEHHS JPYTHMX BOKPYT CBOETO TBOPUYECTBA,
ujied, 11end, OOJBIIOTo JIena.

JIromu Tearpa oOpa3ylOT OJHY CEMbIO, TOTOMY YTO Y HUX OJMHAKOBBIE MPOOIIe-
MBI, PaJIOCTH, TOPECTU U TPEBOTH — BCE, UTO MPUCYIIE ueIoBeueckoil Hatype. [loasus
paboThI B TeaTpe, Kakoi Obl OH HU ObLT (JTFOOMTENbCKUI WM TTPO(ECCHOHANBHBIN),
3aKJII0YAETCs UMEHHO BO BCTpEUax C JIIOJbMHU TeaTpa, HE3aBUCUMO OT HallMOHAIBHO-
CTH, SI3bIKA, TIOJIUTUYECKUX B3MISJIOB WM PEIMTHO3HBIX yOSKIeHU. B aTOM 1 ecTh
BEJIMKAsi MUCCUS TeaTpa — O0bEANHATD.

ABTOp HICCIIEAYET CBOM OMBIT paOOTHI ¢ TEATPaMH Pa3HBIX )KAaHPOB PA3HOTO BpeMe-
HU, CIIEU(PUKY CTYICHUYECKOTO JIFOOUTEIIBKOTO TeaTpa.
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SPECIFICS OF WORK WITH STUDENT’S AMATEUR
THEATER: FROM EXPERIENCE

Medvedenko V.V.

Altai State Institute of Culture, Yurin St., 277, Barnaul, 656066, Russia
Email: medvedenko-vera@mail.ru

In achievement of mutual understanding between people the theater makes the
contribution because at the most theatrical representation there is a phenomenon of
contact and acquaintance. And since that moment as acquaintance took place, some
kind of organic communication and when you are connected with some person is
formed, is ready to fall in love with it... This one becomes “our family person™.

People of theater form one family because they have identical problems, pleasures,
sorrows and alarms — everything that is inherent in human nature. Poetry of work at
theater, whatever it was (amateur or professional), consists in meetings with people of
theater, irrespective of a nationality, language, political views or religious beliefs. In
it also there 1s a great mission of theater — to unite.

Three collectives — three histories, three “families™...
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SAINT PETERSBURG UNIVERSITY DRAMA:
75TH YEAR OF DEVELOPMENT

Berdnikova T.S.,* Davydov V.P.b

aSaint Petersburg State University, Universitetskaya nabereznaya 7-9, Saint Petersburg,
199034, Russia;
®Theatre-Studio of Saint Petersburg State University, nabereznaya Admiralteyskogo kanala
27, Saint Petersburg, 190000, Russia
Email: theatrespbu@gmail.com

Since the year 1944, our theater has been maintaining its status as a center of
intellectual, cultural and emotional life of the university students.

The theater is keeping its levels of attractiveness and authority high by carefully
choosing the material for its plays and creating innovative forms of theatrical
interaction.

When creating repertoire, we aim to introduce the contemporary trends in world
drama to students and audience, to discover new names for the Russian stage and
to create performances which address acute political and ethical matters, affect the
worldview of the participants and audience and become a significant events of the
city’s cultural life.

Nikolay Shneider, our theater director, has made an author’s translation of the play
by a modern German playwright Theresia Walser “Das Restpaar”. The translation
formed the basis of the play named “Five monologues in the search for the author”,
which is a reflection on reason for being and mission of a theater in a modern world.

Another play by Nikolay Shneider, named “Collaborators”™, is rightfully considered
Saint Petersburg University Theater’s calling card. The director translated a play by
modern English screenwriter and dramaturge John Hodge into Russian and managed
to create a performance, which combined features of the historical social drama,
political satire and philosophical parable. According to theatricologists and theater
historians “Collaborators™ is a theatrical work of the unprecedented scale.

We are trying to preserve and increase the ethical and cultural values of the world
community, to ensure the continuity of the cultural tradition and at the same time to
generate new ideas. That is why we strive to create innovational and unique cultural
projects and to form the mutual environment for the work of different cultural
institutions.

In 2015 in the National Library of Russia during the international conference
“Voltaire readings-2015" the premiere of the new theatrical piece, “Who will get the
Voltaire?”, took place.

The director Ekaterina Kovaleva and actor Mikhail Klimenko created an original
composition based on monographs dedicated to Voltaire and the memoirs and letters
of the famous French philosopher and free-thinker. The work developed into a small
form play and became a part of the theater’s repertoire. The distinctive features of
the performance are the unusual structure and mix of the elements of different theater
genres.
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The theater seeks to get beyond the boundaries of well-known and comfortable
ways of existence. It takes part in different theatre festivals, mastering the new
spaces, which are unusual for the stationary repertoire theater. On the threshold of
turning 75, the theater maintains its status as a center of intellectual, cultural and
creative development of the student community.
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HHETEPBYPI'CKAS YHUBEPCUTETCKAS JIPAMA:
75-H I'OJ] PABBHTHHA

Beponuxoea T.C.,* /lasbldos B.I1.°

“Canxm-ITemepbypeackuil 2cocydapcmeetHblil yHusepcumem, YHusepcumemcekas HabepexcHas
7—9, Cankm-ITemepbype, 199034, Poccus;
STeamp-cmyodusa Canxm-ITemepbypecko20 2ocydapcmeeHHo20 YyHusepcumema, HabepexrcHas
Admupaameiickozo kanana 27, Cankm-Ilemepbype, 190000, Poccus
Email: theatrespbu@gmail.com

C 1944 ropa Ham Tearp SIBASETCA UEHTPOM HHTEIUIEKTyaIbHOU, KYyJbTYpPHOU H
SMOLMOHATBHOM )KMU3HU YHUBEPCAHTOB.

Tearp coxpaHsSeT CBOK BBICOKYIO MPUTATaTE€IbHOCTh U ABTOPUTET 3a CYET TUIA-
TEJIHLHOTO 0TOOpa MaTepuaa JJis CIIeKTaKJIeH U CO3/JaHUsI MHHOBAIIMOHHBIX ()OPM Te-
aTpajbHOIO B3aMMOJICVICTBHS.

dopmMuUpyst CBOM penepTyap, Mbl CTPEMUMCS IO3HAKOMUTH CTYJICHTOB U 3pUTENIEH
C COBPEMEHHBIM YPOBHEM MHUPOBOM JApaMaTypruu, OTKPHITh HOBBIE JIJIs POCCUHCKOTO
TeaTpa UMEHA U CO3/1aTh CIIEKTAKIIA, KOTOPBIE 3aTPAaruBalOT AKTYaJIbHbIE MOJIUTHYE-
CKHME U 3TUYECKHUE BOMIPOCHI, BIUSIOT HA MUPOBO33PEHUE YYACTHUKOB U 3pUTEIEH U
CHOCOOHBI CTAaTh COOBITUSIMU B KYJIBTYPHOU XKU3HU rOpoAa.

Pexuccép namero tearpa Hukonait [lIHelinep ocyniecTBuia aBTOPCKUI IEPEBO
NbEChl COBPEMEHHOTO HEMENKOro Apamarypra Tepe3un Banb3ep «OcraBmiasics ma-
pPOYKa», COCTAaBUBILIYI0 OCHOBY CHEKTakisl «[IsTh MOHOJIOTOB B MOMCKAax aBTOpay,
CIIEKTaKJIS-Pa3MbIIUIEHUS] O CMBICJIE CYIIIECTBOBAHMS U 33Ja4ax Te€arpa B COBPEMEH-
HOM MUDE.

BusutHoii kaproukoil Tearpa Caskt-IlerepOyprckoro yHuBepcuTeTa MO IpaBy
cuntaercs crnekrakiab Hukomas [Inennepa «CoyyacTHukm». Pexxuccép nepeBén Ha
PYCCKHUM SA3BIK MTBECY COBPEMEHHOTO aHITIMKMCKOTO CIIEHAPUCTA U apamarypra J[oHa
XoKa v co3/1all CIIeKTaKIb, COSIMHUBIINHN B c€0€ 4epThl HCTOPUKO-COLUATTEHOM Apa-
MBI, TOTUTHYECKON caTUphl U GUI0CO(CKOM MPUTUH U CTABIIHMA, IO MHEHHUIO TEATPO-
BEJIOB U HCTOPUKOB Tearpa, OecrnpeLeIeHTHON M0 MaciITady TeaTpajibHOM paboToil.

MpbI crapaeMcsi COXpaHUTh U MPUYMHOKUTh HPABCTBEHHBIE U KYJIbTYpPHbBIC 1I€H-
HOCTH MUPOBOTO COOO0IIIECTBA, 00ECIIEUUTh MPEEMCTBEHHOCTD KYJIETYPHOU TPaAUIINU
U B TO K€ BPEMsS T€HEPUPOBATHh HOBBIE UJIEH, IOITOMY CTPEMHUMCS K CO3[aHUIO WH-
HOBAI[MOHHBIX, YHUKAIBHBIX KYJIBTYPHBIX IPOEKTOB U (popMupyeM ob1ee mose s
NEATEIbHOCTH PA3JINYHBIX KYIBTYPHBIX YUPEKICHUN.

B 2015 rony, B Poccuiickoit Hantmonanbnoi bubnuoreke, Bo BpeMst MK TyHAPO/I-
HoMl KoH(pepeHuuu «BonbrepoBckue ureHus-2015», cocrosiack npembepa JIuTepa-
TypHO-TearpaibHOU 3apucoBku «Komy nocranercst Bonsrep?».

Pexxuccép Exarepuna KoanéBa u aktép Muxaun KiuMeHKo cOCTaBuiInM OpUTrU-
HaJHHYI0 KOMIO3HUIIMIO HA OCHOBAaHMH MEMYapoB U MHUCEM U3BECTHOTO (hPAHITY3CKOTO
¢unocoda 1 BOIbHOAYMIIA U TOCBSIICHHBIX eMy MOHorpaduii. Pabora pa3Bunach B
CIEKTaKJIb Majoi (Gopmbl U Bollia B penepryap Tearpa. CreKTakib OTJIMYaeT HEOo-
ObIUHAs CTPYKTYpa, COSIUHEHUE FIEMEHTOB PA3HbIX T€aTPAIbHBIX KAHPOB.



143

Tearp cTpeMuTcs BBIMTH 3a IPaHMIIBI U3BECTHBIX U KOM(MOPTHBIX (opM cyiiie-
CTBOBAHMS U IPUHUMAET YYaCTHE B Pa3JINYHBIX T€aTpajbHbIX ()ECTUBAIAX, OCBAUBAs
HOBBIE U HEOOBIYHBIE JIJISl CTALlMOHAPHOI'O PENEpPTYapHOro Tearpa NpOCTPAHCTBA, U
Ha ITIOPOre CBOETO 75-JIETUSI OCTAETCS LIEHTPOM MHTEJUIEKTYalIbHOIO, KYJIBTYPHOTO U
TBOPYECKOT'O Pa3BUTHUS CTYEHUYECKOTO COOOIIECTBA.
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DEMONSTRATIONS



146

THE STUDENT THEATRE AND THE SEARCH FOR
THE MEANING OF LIFE

Myshkin E.I.

Immanuel Kant Baltic Federal University, Kaliningrad, Russia
Email: tretaz@ya.ru

The report analyses the psychological and philosophical characteristics of a
student’s age, as well as the unique role of the student theatre as a space for self-
discovery and search for the meaning of life. The thesis of the profound impact
the student theatre has on formulating the personalities of the youth and finding
their meaning of existence, is formulated drawing on classical philosophical and
psychological works (Semyon Frank, Lev Vygotsky, Erich Fromm, Viktor Frankl), as
well as on the 22-year experience of directorial and pedagogical work.

The time of studies is a special time of life. School education is over. The youth
becomes free and almost mature. A massive intellectual shock awaits them — the higher
education: lectures, seminars, examinations, internships, an unbelievable amount of
information. However, among this load they need to create a complete picture of the
world, according to which they will live their adult life. They need to find the meaning
of life, to understand for what purpose are all their efforts, to determine (or clarify)
their ideals. This is the time of a free entry into the world of arts.

On the other hand, youth is the time for love, the time to build first serious
relationships. This instils in students a special energy, awakens anxiety, forces to
frantically use their energy and brings them to broad communications with each other.
Love trials a person. Are his ideals true? Or have they turned out to be false and
wrong. From here develops the youthful maximalism.

All this makes the youth a unique time in the biography of a person. It’s the time
of search, time of worldview and love endeavours, the time for choosing the meaning
of life.

Classes in the student theatre, performances, rehearsals, give the opportunity
to students to find themselves, find like-minded people, draw their own vector in
understanding of the world and the arts. The theatre teaches to defend their ideals,
to be independent and principled. The theatre provides a unique environment for
creative communication.

At the same time, the student theatre isn’t just an amateur collective. In some
cases, it’s a significant (not a second-rate) phenomenon. That’s how it was in the
history of the arts. That’s how it is. That’s how it’s going to be. The age is “too hot”,
the search is too intense, the amount of information that needs to be digested is too
large, the world is too complex and the sense of existential vacuum that threatens the
soul 1s too acute...



CTYTEHYECKHH TEATP H IIOHCK CMBICJIA
KU3HU

Muvuuxun E.H.
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Email: tretaz@ya.ru

B noxnane aHanusupyeTcss ICUXOJOTUYECKHE U MUPOBO33PEHUECKUE OCOOCHHO-
CTH CTYJIEHYECKOIO BO3pacTa, a TAKKE YHUKaJIbHAs POJIb CTYJEHYECKOIO Tearpa KaKk
IPOCTPAHCTBA MOMCKA CaMOro ceOs U cMbIcia KU3HU. Onupasch Ha KIACCUYECKHUE
dunocodckue u ncuxonoruueckue Tpynbl (C. Opauvk, JI. Beirorckuii, 3. @pomm,
B. ®panki), a Takxke Ha 22-JIETHUN ONBIT PEKUCCEPCKON U Mearorudeckon padoThl,
bopMyaupyeTCst Te3UC 0 IITyOOKOM BO3/IEHCTBUH CTY/IEHUECKOTO TeaTpa Ha CTaHOBJIe-
HUE JINYHOCTH MOJIOAO0TO YeJIOBEKA U OOPETEHUE UM CMbICTIA COOCTBEHHOTO OBITHSL.

Crynenueckas nopa — 310 ocoboe BpeMms xku3HU. [llkonbHOE oOpa3zoBaHue 3a-
KOHUYEHO. YeroBeK CTaHOBUTCS CBOOOIHBIM M MOYTH B3pOcibIM. Ero xuer orpom-
HOE MHTEJIEKTYallbHOE TMOTPSICEHHUE — BhICIIEE OOpa30BaHME: JIEKIUU, CEMHUHApBI,
AK3aMEHBI, MPAKTUKH, HEBEPOATHBIN 00beM nndopmarmu. 1 u3 Bcero 3toro oonema
MOJIOZIOMY Y€JIOBEKY HY’KHO COCTaBUTbH LEJIOCTHYIO KaPTUHY MHUpPA, B COOTBETCTBUU
C KOTOpOM OH OyJeT *UTh BO B3POCION XU3HU. EMy HY>KHO 0OpECTH CMBICI JKU3HH,
HOHSITh, BO UMsI YETO BCE €0 YCUIIMSL, ONPEAEIIUTD (MJIM YTOUHUTh) CBOU HI€AJIbI. DTO
BpeMsi CBOOOTHOTO BXOXKJICHUSI B MUP KYJIBTYPBI.

C npyroil CTOpOHBI, FOHOCTb — 3TO BpeMs JIIOOBH, BpeMs MTOCTPOUKHU NEPBHIX Ce-
PBE3HBIX OTHOIICHUI. JTO BCEISET B CTYACHTOB 0COOYIO PHEPTHIO, POXKAAET OECIO-
KOWCTBO, 3aCTaBIIsIET HEMCTOBO TPATHTh CHIIbI, OOpallaeT K IIMPOKOMY OOIIECHUIO
apyr ¢ npyroM. JIto00Bb UCTIBITHIBAET uenoBeka. Hacrosiue nu y Hero uneansi? Unu
OHM OKa3aJIUCh (PabIIUBBIMU, Uy:KUMU. OTCIO[a — FOHOIIECKUN MAaKCUMaJIU3M.

Bce 310 nenaer 10OHOCTh YHMKaJIbHBIM BO3PAacTOM B OMOrpauu KaxKIoro 4eso-
BeKa. JTO BpeMs MOUCKA, BPEMsSI MUPOBO33PEHUECKUX U JIIOOOBHBIX MPUKIIOYEHUH,
BpeMs BbIOOpA CMBbICIIA KU3HHU.

3aHATUA B CTYJACHUYECKOM Tearpe, CIEKTaKIW, PENETULHH, TAI0T BO3MOXKHOCTb
CTYIIEHTYy 00pecTu ce0sl, HalTH €IMHOMBIIIIICHHUKOB, TPOYEPTUTH CBOM BEKTOP B IO-
HUMaHUU MHUPA U KyJAbTypbl. TeaTp yuuT oTcTauBarh CBOU HAealbl, ObITh CAMOCTO-
ATEJIbHBIM W NPUHIMIMUAIBHBIM. TeaTp laeT yHUKaJbHYI Cpeay AL TBOPYECKOIO
0o011IeHNS.

[Ipn »TOM cTyAeHUECKU# TeaTp — 3TO HE MPOCTO JTIOOUTEIHCKUN KOJIJIEKTUB. B
OTIENBHBIX CyYasx 3TO 3HAYMMOE (HE BTOPOCOPTHOE) siBieHHE. Tak ObLIO B UCTOPUHU
KyJabTypbl. Tak ecTb. Tak Oynet. CIUIIKOM ropsid BO3PACT, CIUIIKOM HaIPsKEHHBI 110~
UCKH, CITUIIKOM BEJIMKH 00bEMbI HH(POpPMALUHU, KOTOPHIE HYKHO ME€PEBAPUTD, CIUIL-
KOM CJIOKEH MHP M CIIMIIKOM OCTPO YYBCTBO AK3UCTEHLIHUAJIBHOIO BaKyyma, yrpoxa-
folee aylie. ..
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PLASTIC IMPROVISATION — A UNIVERSAL
LANGUAGE OF DIFFERENT PEOPLE’S CO-CREATION

Sevastyanova L.P.

Movement Theatre Lik, Tashkent, Uzbekistan
Email: visage.theatre@gmail.com

“Movement Theatre Lik” was founded in Tashkent (Uzbekistan) in 1982. Since
2003 the team has been working in an integrated structure, binding youthful people
with invalids, made out of healthy peers and professional actors “grown up” in the
theatre.

Currently the theatre consists of 40 people, 25 of which have various physical,
mental and psychological disabilities: cerebral palsy, blind, deaf, in “wheelchairs”,
with oligophrenia, Down’s syndrome or with disorders of the musculoskeletal system.

Since its foundation, the theatre was interested in the philosophical and
psychological approach to art, searching for inner impulses for movement. How is the
“talking” gesture born? Birth, not invention. How to create a bridge between the inner
movements to the outer ones?

Gradually the theatre came to plastic improvisation and found its path in this
direction of art, their own nature of movement. Only this made it possible that such
diverse people worked together. After all, the author’s innovative methods make
it possible for them to understand each other through the soul, regardless of their
diagnosis, on the degree of physical and intellectual awareness.

Right now the most important thing for us is what kind of inner action can be
achieved through improvisation.

All performances are created through improvisation, which allows the actors to be
the co-authors to the stage directions, and viewers thus perceive the play not from the
outside, but can experience the actions from the inside, joining the performers in the
experience of eternity.

If we consider that a lot of our pupils did not study or receive an education in
special schools, the theatre becomes in a way a “university” for them, due to the
studies of layers of culture in preparation for the productions.

“Movement Theatre Lik” can be compared to a micromodel of an integrated
society, where there is room for everyone, in the core of which lies the idea that we all
can restore each other’s shortcomings with our own merits.

Theatre 1s supported by: Vikenty, the metropolitan of Tashkent and Uzbekistan,
Youth Theatre of Uzbekistan, Korzinka.uz.
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IVTACTHYECKAS HMITPOBU3AITHUA —
YHUBEPCAJIBHBIH A3bIK COTBOPYECTBA
PA3BHBIX JIFO/TEHU

CesacmvaHosa J1.11.

Teamp dsuxcerus JIUK, yauua 2K.Illowuil,2 npoe3so, 4-3, Tawxenm,
100100, Y3bexucman
Email: visage.theatre@gmail.com

«Tearp nBwxkenus JIuk» co3gan B Tamkenrte (Y36ekucran), B 1982 romy. C 2003
rojia KOJUIGKTUB pabOoTaeT B MHTETPUPOBAHHOM COCTaBe, OOBEMHSST MOJIOABIX JIFONIEH C
WHBAJIMTHOCTBIO, UX 37I0POBBIX CBEPCTHUKOB U MPO(ECCUOHATIBHBIX aKTEPOB «BBIPOCIIIAX)
B Tearpe.

B nacrostiiiee Bpemst B Teatpe 40 4enoBek, 25 U3 HUX — C Pa3IMIHBIMU (PH3UIECKUMH,
YMCTBEHHBIMH U TIcuXxudecknMu popmamu uaBamaHocTr: JILI 1, He3psame, nmyxoHeMsIe,
«KOJSICOYHUKIY, C ONMrodpeHuei, ¢ cuaapomom JlayHa, ¢ HapyIIeHUSIME OITOPHO-IBHTA-
TEJTLHOTO arrapara.

C MomeHTa 00pa3oBaHus, TeaTp UHTEpecoBall PUIOCO(CKUI 1 MCUXOIOTHYECKUM TOI-
XOJ K MCKYCCTBY, IIeJT TIONCK BHYTPSHHHX MMITYJILCOB JJIs B KeHHUsS. Kak mpoucxoaut
POKIICHHE «TOBOpSIIIEro» skecta? Poxknenue, a He mpuaymbIBaare. Kak mpoBecTH MOCTHK
OT BHYTPEHHETO JIBM)KEHHS K BHEIITHEMY ?

[TocTeneHHo Tearp MpHIIes K IIACTUYECKOM UMITPOBU3AIINH U HAIIIEN CBOIO IOPOTY
B 9TOM HaIIpaBJICHUU MCKYCCTBA, CBOIO MPUPORY ABMKEeHUs. VIMEHHO 3TO 00yClIOBU-
JI0 BOBMOXKHOCTh COBMECTHOTO 00YyYEHHUS U COTBOPUECTBA TAKUX pa3HbIX Jtonen. Benn
aBTOpCKasi HHHOBAIIMOHHAS METOIMKA TIOMOTaeT MM IMOHUMATh APYT JApyra Ha YPOBHE
TyIIY, HE3aBUCUMO OT JMArHo3a, OT CTENEHU (PU3NIECKON M MHTEIUICKTyaIbHOM TTOJI-
TOTOBJICHHOCTH.

Cettuac HanOosIee BOKHBIM JUT HAC SIBIISIETCS TO, K KAKOMY BHYTPEHHEMY JCHCTBUIO
MOKHO TIPUNTH MOCPEICTBOM UMITPOBU3AITHH.

Bce cniekrakim Takke co31aroTCs HA OCHOBE MMIIPOBU3AIMH, YTO MO3BOJISIET aKTEpam
OBITH COAaBTOPAaMH MIOCTAHOBIIIMKA, & 3PUTEIISIM BOCIIPUHUMATH CIICKTAKIIh HE U3BHE, a «IIpe-
OBIBATh» BHYTPH JACHUCTBUS, COSAUHSSCH C UCTIOTHUTEISIMH B TIEPEKUBAHUH BEIHOTO.

Ecmu ydecth, 4T0 MHOTHE HallM pedsTa HE YUWIMChH WJTH TTOYUFJIH OUY€Hb «CPETHEER)
00pa3zoBaHKeE B CTICIIUATBHBIX IIIKOJIAX, TO TEATP SBISIETCS ISt HUX CBOETO POJia «yHUBEPCH-
TETOMY, TaK KaK Py MOCTAHOBKE KAYKI0TO CIIEKTAKJISI Mbl M3y4aeM I1eJIbIH TUIACT KYJIBTYPBI.

«Tearp JIuk» MOXXHO CpaBHUTH C MUKPOMOJIEIIbIO MHTETPUPOBAHHOTO OOIIECTBA,
IJIC €CTh MECTO ISl KaKJIOTO, 1 B OCHOBE KOTOPOTO JIGKHUT HJIES, YTO BCE MBI CBOUMU
JOCTOMHCTBAMH MOKEM BOCIIOTHATH HEAOCTATKA APYT APYyTa.

Tearp He umeer crabuibHOTO (hMHAHCHpOoBaHMA. KoMekTHB nmomiepkuBatot: Murpo-
nomut Tamkentckuit n Y30ekucranckuii Bukentuii, PecryOnmukanckuit Y30ekckuit THO3,
Korzinka.uz.
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THE USE OF STANISLAVSKI METHOD FOR
CHARACTER DEVELOPMENT AT WORK WITH
LATINOAMERICAN STUDENTS

Gonzalez Ramirez A.J.

University of the Andes, Faculty of Arts, Mérida, Venezuela
Email: adyanejgr@gmail.com

Character development process starts from understanding and analysis of the char-
acter. History of Stanislavski method describing theoretical framework of creative
process in theatre begins in 19" century. In his method, Stanislavski states existence
of conditions, rules and reqirements that no one artist can ignore or reject because they
originate from the nature of creative process. Therefore this system can be considered
as a professional actor education system that helps in creation processes. In the case
of latinoamerican students, someones from them find out this method very difficult
for application as it requires severe discipline and organization to give a fully natural,
organic performance of a character.

During the workshop I will tell about my personal experience of teaching of this
method by the way that garantees acceptance of the acting method by the University
of the Andes students. The teaching process includes theoretical and practical ses-
sons that means practicial excercises follow a lesson and demonstration of explanary
schemes. It results in character development.
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HUCITOJIP30OBAHHUE METO/JA CTAHHCJ/IABCKOI'O
JIVIA CO3JAHHUSA IEPCOHAKEH ITPU PABOTE
CJIATUHOAMEPHKAHCKHMH CTYTEHTAMH

I'oncanec Pamupec A./].

AHOckuil yHusepcumem, pakyabmem uckyccms, Mepuda, Benecyaaa
Email: adyanejgr@gmail.com

IIpouecc co3nanus nepcoHaka HAYMHAETCS C €r0 IOHUMAHUA U aHaIu3a. B neBsr-
HajJaToM Beke opmupyercsa cuctema CTaHUCIABCKOTO, B KOTOPOM BIEPBbIE ObLiIa
W3JIOKEHA HAay4yHass OCHOBA TEOPUHU TEATPAIBHOTO TBOpYECKOro mpornecca. CraHuc-
JaBCKUN yKa3bIBAET B CBOEM METOJIC CYIIECTBOBAHUE YCIOBHUH, 3aKOHOB M TpeOOBa-
HUM, KOTOPBIE HU OJMH XYI0)KHUK HE MOYKET UTHOPHUPOBATH WJIM OTPULIATh, TOCKOJIBKY
OHM BBITEKAIOT U3 CAMOM IIPUPOBI TBOPUYECKOTO Iporecca. [loartomy ee MOKHO pac-
CMaTpHUBaTh Kak CUCTEMY MPOQECCUOHATILHOTO 00pa30BaHusl aKTepa, KOTopas TIOMO-
raet B TBOPUYECKOM IIpolecce. B ciryuae ¢ naTnHOAaMEpUKAHCKUMU CTYAEHTAMU 3TOT
METOJ SABJISIETCS ISl HEKOTOPBIX OY€Hb HEMPOCTHIM B OCBOEHHH, ITOCKOJIBKY OH Tpe-
OyeT KpalHel MUCHUIUIMHBI U OpTaHW3alUu JIJI1 CO3JaHUsI OPTaHUYECKOro oOpasa.
Ha macrep-knacce s npennararo pacckasarb O CBOEM JIMYHOM OIBITE MPETOaBaHUs
ATOTO METO/A CIIOCOOO0M, KOTOPBIN 00ECTIEYNBAET €r0 MPUHATHE YICHUKaMHU AHJICKO-
IO YHUBEPCUTETA, C IOMOLIBIO TEOPETUUECKO-TTPAKTUUECKUX 3aHATUH, T1IE TOCIIE Je-
MOHCTpPALUU NOSICHUTEIIBHBIX CXEM IPOBOJSTCS MPAKTUYECKUE YIIPAKHECHUS 110 TOMY
K€ Marepurally, IPUBOASAIIME B PE3YJbTaTe K CO3JAHUI0 ITIEPCOHAKA.
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EL USO DEL METODO DE STANISLAVSKI COMO
HERRAMIENTA PARA CREAR PERSONAJES EN LOS
ESTUDIANTES LATINOAMERICANOS

Gonzalez Ramirez A.J.

Universidad de los Andes, Facultad de Arte, Avenida La Hoyada de Milla, Urbanizaciéon Santa
Maria Sur, Mérida, Estado Mérida, Venezuela, Cédigo Postal 5101
Email: adyanejgr@gmail.com

El proceso de construccion de un personaje comienza con la comprension y
analisis del mismo.La historia de la actuacion teatral comienza en el siglo XIX, con el
surgimiento del “M¢étodo de Stanislavski” mediante el cual se establece,por primera
vez las bases cientificas de una teoria de creacion teatral. Stanislavski senala en su
método la existencia de condiciones,leyes y exigencias que ningun artista puede
obviar o negar, ya que estos salen de la naturaleza misma del proceso creador por
consiguiente,se puede considerar como un sistema de educacion profesional del actor
que lo ayuda en la creacion teatral.En el caso de los estudiantes latino americanos el
método es para algunos un recurso muy dificil de concientizar ya que el mismo exige
de una extremada disciplina y organizacion para asi lograr la creacion de un personaje
organico. La propuesta de este taller es mostrar en la cuna del mismo autor como
desde mi experiencia he impartido el método logrando la aceptacion del mismo por
los estudiantes de la Universidad de los Andes, por medio de laboratorios tedricos/
practicos en donde luego de mostrar diagramas explicativos se realizan ejercicios
practicos del mismo, que dan como resultados la creacion de un personaje teatral.
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PLASTICAL IMPROVISATION. EXTERNAL
MOVEMENTS AS INTERNAL MOVEMENT
MESSENGER

Sevastyanova L.P.

Movement Theatre Lik, Tashkent, Uzbekistan
Email: visage.theatre@gmail.com

The given master-class includes theoretical and practical sections. The first part
outlines the authors methodology of plastic improvisation through demonstrations of
photo and video content, reflecting the work experience of the integrated “Movement
Theatre Lik”.

The practical section “From physical training to the birth of movement” consists
of a sequence of exercises:

1. To relax the muscle clamps and extension of muscles and spine, as well as
movements from different points of the body (lying down and seated);

2. In pairs:

* To encourage attention, perception, sociability;

»  To develop the skills of “listening, feeling” the partner;

* To develop the ability to perceive the partner not superficially, as an external

object, but internally, as a whole.

3. In a group to cultivate the feeling of an ensemble.

The master-class is directed at transitioning from interacting with the partner at a
body level to the perception of his personality as a whole, to build a bridge between
feeling and gesture, from oneself to another, from isolation to unity with the partner
and audience. It includes improvisations on topics such as fine arts, literary texts and
definition of the correlation of these “external” topics with the internal state, as well as
improvisation towards the partner and together with the partner in relation to specific
topics.
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IVTACTHYECKASA UMITPOBH3AIIHA. BHEIITHUE
JBMKEHHUS — BECTHHUKH IBHKEHHH
BHYTPEHHUX

CesacmvaHosa J1.11.

Teamp dsuxcenus Jluk, Tawxenm, Y3bexucmax
Email: visage.theatre@gmail.com

JlaHHBI MacTep-KJIacC BKIIOYAET TEOPETHUYECKYI0 U MPAKTHUYECKYI0 4YacTu. B
NEPBOM YaCTU U3JIAraeTcs CyTh aBTOPCKOW METOJMKH IIACTUYECKONH UMITPOBU3ALINHI
C IeMOHCTpanueil GoTo- 1 BUAEOMATepUaIoB, OTPAKAIOIIKUX OIBIT padOThl HHTETPU-
poBanHoro «Tearpa nBuxeHus JIMky.

[IpakTuueckas yacth «OT HU3MUECKOTO TPEHUHTA K POXKICHUIO JBUKECHUS CO-
CTOUT M3 psAjia YIPAKHEHUM:

1. Ha paccrnabneHre MBIIIEYHBIX 32KUMOB M PACTSHKKY MBIIII] U TTIO3BOHOYHHUKA, &
TaK)Xe JIBM)KEHUS OT Pa3HbIX TOUEK Teja (JIeKa U CUJif);

2. B mapax:

JUTSL Pa3BUTHS] BHUMAHUS, BOCIIPUSATHUS, OOIIUTEIHHOCTH;

JUUISl BOCTIMTAHUSI HABBIKA «BCIIYLIMBAHUs, BUyBCTBOBAHUS» B MMAPTHEPA;

JUTS1 BBIPAOOTKHU BOCIIPUSATHUS MAPTHEPA HE CO CTOPOHBI, KAK BHEITHETO 0OBEKTA, HO
U3HYTPH, KaK OOIIETO IEJIOTO C HUM.

3. B rpynme ajsi BbIpaOOTKH 4yBCTBA aHCAMOJISL.

Macrep-kiacc HalpaBJ€H Ha EPEXo ] OT B3aUMOJEHCTBUS C MapTHEPOM Ha YpOB-
HE Teja K BOCHPUATHUIO €r0 JIMYHOCTU B LIEJIOM, Ha MOCTPOEHUE MOCTHKA OT 4YyB-
CTBA K XECTY, OT ¢e0s1 K IpyruM, oT 000COOIEHHOCTH K €IMHEHHUIO C MAPTHEPAMU U
3putenssMu. OH BKJIIOYA€T MMIIPOBU3AIMU HA TEMbl M300pa3UTENbHOTO MCKYCCTBA,
JUTEPATYPHBIX TEKCTOB M OMPENEICHHE COOTHOLIEHUS 3TUX «BHEIIHUX)» TEM C BHY-
TPEHHUM COCTOSIHUEM, & TAKKE UMITPOBU3ALIMH 10 OTHOLIEHUIO K TAPTHEPY U BMECTE
C IAPTHEPOM IO OTHOLIEHUIO K TEME.
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TEATRANDO

Zapata Ortiz J.G.

Benemérita Escuela Normal Manuel Avila Camacho (BENMAC),
Antigua matamoros #230, Centro Zacatecas, Zac CP: 98000 México
Email: gzapatta@hotmail.com

TEATRANDO is a practical workshop including main excercises for actors for
breath, voice, facial mobility, physical expression, etc. These excercises with others are
descibed in the book prepared by the author of the present workshop and given the title
TEATRANDO to the workshop. This textbook can be used at any level of education:
from preschool education to posrgraduate education as well as for theatre schools.

TEATPAHJTO

Canama Opmus X.I.

ITedazozuueckuilt uncmumym umenu Manysas Asura Kamawo (BENMAC),
Caxamaxec, Mexcuxka
Email: gzapatta@hotmail.com

TEATPAH/IO — 3T0 MOMHOCTBIO MPAKTUYECKUIT MACTEpP-KJIacc, COCTOSIIMN U3 psla
OCHOBHBIX BUJIOB JICSITEIIbHOCTH B T€ATPE, BKITIOUAS JIbIXATEIIbHbIEC YIIPAXKHEHUS, YIIPABIIe-
HHE TOJI0COM (00beM, TMKIWMS, HIOAHC, TPOEKLUS U T.J.), MUMHKY, BHIPA3UTEIILHOCTD TEJa,
KOHTPOJIb HaJl ayIUTOpHEN. J[aHHbIE yIPa)KHEHNSI HAPABHE CIPYTUMU IIPUBEIEHBI B KHUTE,
nasiuer HazBanue Macrep-kiaccy « TEATPAH/IO», cocTtaBiieHHOM aBTOPOM HACTOSLIETO
MacTep-Kiiacca. 1o MocoOre MOKET ObITh MPUMEHEHO Ha JTF000M 00pa30BarelIbHOM YpPOB-
HE, OT JJOLIKOJIEHOTO 00pa30BaHMs 10 ACIMPAHTYPBI M aKTEPCKUX IIKOJ Pa3HOIO YPOBHSI.

TEATRANDO

Zapata Ortiz J.G.

Benemérita Escuela Normal Manuel Avila Camacho (BENMAC),
Antigua matamoros #230, Centro Zacatecas, Zac CP: 98000 México
Email: gzapatta@hotmail.com

TEATRANDO es un taller cien por ciento practico que consta de una serie de
actividades basicas en el ambito teatral abarcando ejercicios de respiracion, manejo de
la voz (volumen, diccidn, matiz, proyeccion, etc.), expresion facial, corporal, dominio de
la audiencia, entre otros contenidos en un libro que da nombre al taller “TEATRANDO”
cuyo autor es el propio tallerista, y las cuales pueden ser aplicadas en cualquier nivel
educativo, desde preescolar hasta postgrado y en escuelas de actuacion de diferente indole.
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THE PATH TOWARDS THE LIVE THEATRE:
THEORY AND PRACTICE IN THE CONFLICT

Rodrigues Da Silva R.

Paysandit Theatre Workshop, Paysandii, Uruguay
Email: raul.tallerdeteatro@hotmail.com

THEORY

1) Attention;
Imagination

The given circumstances;
The Magic Yes;

The Internal Monologue;
The Emotional Memory;
I do and I don’t;

The Faith or Credibility;
The Muscular Relaxation;
The Tempo-Rhythm.

PRACTICE

It is also possible that those participants that are making theatrical works can
present a scene from the play, in which two characters exist and a conflict between
both.

Once understood what is to be done, these conflicts are presented, which will be
analyzed, (not criticized) by the teacher from the point of view of the System, guiding
the participants in the correct paths in the search for.
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IIYTD K 2KHBOMY TEATPY:
TEOPUA U ITPAKTHKA TEATPAJIBHOI'O
KOH®DJINKTA

Poodpuezec /la Cuavea P.

Teampanvras cmyadus Iaticandy, Iaiicandy, Ypyesail
Email: raul.tallerdeteatro@hotmail.com

[IpencraBieHHBII MacTep-KJIacC UMEET TEOPETUUYECKYIO U TPAKTUYECKYIO COCTAB-
JISIFOIIIME U HAMPABJICH Ha OCBOCHHE MPUHIIUIIOB TEATPAIBLHOTO KOH(IUKTA.
TeopeTnyeckasi cCOCTaBIAIONIAsT BKIIOYET 3HAKOMCTBO C TaKMMH TeaTpaib-
HBIMU TOHSATUSAMU U MPUHIIUIIAMHU, HEOOXOAUMBIMU B paboTe aKkTepa, Kak:
1. BHUMaHUE;
2. BoOOpakeHue;
3. mpeaiaraeMbie 00CTOSTEILCTBA;
4. maruueckoe «Jlay;
S. BHYTPEHHU MOHOJIOT;
6. SMOIIMOHAIbHAS TTAMSITh;
7. 1a U HET;
8. Bepa WM HAJEKIa;
9. packpenoueHne MbIIIIIl;
10. Temmo-putm.

[IpakTrueckass COCTaBISONIAs JACT BO3MOKHOCTh aKTEpaM MPEICTaBUTh CIIEHBI
W3 JIpaMaTUYECKUX MPOU3BEACHUH, B KOTOPBIX MEXIY IBYMS TIEPCOHAKAMH TIPOMC-
XOHUT KOH(DITUKT.

[TonnManue, 4To HEOOXOAUMO JIeTIaTh, MPUBOIUT K TOSIBJICHUIO KOH(MINKTA, KOTO-
pBIi OyJIeT MpOoaHAIM3UPOBAH MPENOIaBaTeIeM ¢ TOUKH 3PEHUS CUCTEMBI, HAPaBJIs-
IOIEH YYaCTHUKOB Ha TIPABUJIBLHBIN IyTh B IIPOIIECCE TTOUCKA.
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THEATRE AND THE AUTHENTICITY OF BEING

Goldfarb P.

International Theatre Institute, 235 West 76th Street, Apt 2E, New York, NY 10023 USA
Email: peter@petergoldfarb.com

This intensive workshop is an adventure in theatrical learning and creation. We
will awaken and encounter our creative and intuitive resources and develop skills that
we can apply to any performance related discipline. Focusing on personal process and
the basic ground of creativity, the expression of natural voice, action, movement, and
feeling freely emerges. This affirmation of our unique and vast personal resources can
result in an experience of authentic empowermnet and lead to a new paradigm for
creative work. We may also identify and enact the full-blown cast of characters we
habitually carry within ourselves. Our process includes performance improvisation,
guided fantasy, Gestalt Awareness, dream work, Buddist space awareness, and theatre
games. The workshop is open to theatre people of all ages and all levels of experience
as well as anyone interested or involved in the wonder of the creative process.

TEATP U /IOCTOBEPHOCTBb CYLUIECTBOBAHUA

TI'oadgapb I1.

MedxncOyHapodHwiil unemumym meampa, Huio-Hopx, CIIIA
Email: peter@petergoldfarb.com

[IpencTaBieHHbII UHTEHCUBHBIA CEMUHAp — ATO YyBJEKATEIbHOE 3aHSTHE Tea-
TpPaJIbHBIM TPEHWHTOM W TBOPYECTBOM. MBI MpOOYAMMCS U CTOJKHEMCS C HAITUMHU
TBOPYECKHUMH W MHTYUTUBHBIMHU pecypcamMu U OyleM pa3BUBaTh HABBIKH, KOTOPHIC
MBI MOXXEM MPUMEHUTH K JIFOOOU AUCIUILINHE, CBI3aHHOU ¢ paboToi. DokycupoBa-
HUE Ha JIMYHOM IPOIECCE U OCHOBHBIX COCTABIISAIOIINX TBOPUECTBA MPUBOIAUT K TOMY,
YTO CBOOOJHO MOSIBIISIFOTCS €CTECTBEHHBIN TOJIOC, IEUCTBUS, JBUKCHUS U YyBCTBA.
DTO MOATBEPKACHUE HAIIMX YHUKAJIbHBIX U OOLIMPHBIX JUYHBIX PECYPCOB MOMKET
MIPUBECTH K OMBITY MOJIMHHBIX BOBMOKHOCTEH 1 MPUBECTU K HOBOW MapagurMe s
TBOPUYECKOU paObOTHI. MBI TaKKe MOYKEM Ka4eCTBEHHO OMPEACIIUTh U CHITPATh MOJTHO-
MacIITaOHBIX MEPCOHAXKEN, KOTOPBIE MBI 0OBIYHO HOCUM BHYTpH ceOs1. JlaHHBII TIPO-
1[eCC BKIIOYAET B ce0sl HCTIOHUTENCKYIO0 UMITPOBU3AIUIO, YIIPABISIEMYIO (DaHTa3HIo,
YYBCTBEHHOE BOCIPUATHE, paOOTy C MEUTOM, OCO3HAHHUE MPOCTPAHCTBA B Oy 1U3Me
U TearpajbHble Urpbl. CeMUHAP OTKPHIT JJIsl TeaTpaIbHBIX JIFOJIEH BCEX BO3PACTOB U
BCEX YPOBHEH OIbITa, a TaKXKe JJIS BCEX, KTO MHTEPECYETCS WU y4acTBYET B Uyle
TBOPYECKOTO MpOIIecca.
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CONSTRUCTION OF THE CHARACTER IN ‘GROTESCO
CRIOLLO’. SOCIO-CULTURAL CONTEXT OF
ARGENTINA AT THE BEGINNING OF THE 20TH
CENTURY

Munoz G.B.

National University of the Arts (UNA), French 3614, Autonomous City of Buenos Aires C1425AXD,
Argentina
Email: dramaticas.alumnos@una.edu.ar; marialatonta.obra@gmail.com

The project was born within the framework of an academic production of the
Chair of Performance I and II, under the responsibility of Professor Graciela Mufioz,
of the careers: Bachelor’s degree in acting and of the Professoriate of Arts in theater,
of the National University of the Arts, based on a pedagogic investigation process.

The selection of the play ‘Maria la tonta’ is related to the possibility of linking the
actors-students with the challenge of tackling a dramatic genre such as the ‘grotesco
criollo’, so popular in the first decades of the 20th century and of connecting with an
author of the magnitude of DefilippisNovoa, simultaneously developing a process
of investigation of the historical, social and political context in which the play takes
place.

In a conjuncture where social reality that encourages individualism and
discrimination, our piece ‘Maria la tonta’ proposes to recover love for others, respect
and compassion, without pretending to be part of any religion; but revaluing these
principles as a basis for collective action.

In relation with the staging, we worked primarily prioritizing the performance
and especially the corporal and vocal management of the actors-students in the
composition of the different roles proposed in the play.

Our workshop proposal has two instances: the complete representation of the play
and, afterwards, the exchange on the process of construction of the characters through
the sociocultural context and the gender dynamics of that time, of the characteristics
of the ‘Grotesco Criollo’ style; and, the methodology of work in the approach to the
composition of the roles: interpretation and characterization.



162

CO3JAHHUE IIEPCOHAKEH B JKAHPE ‘GROTESCO
CRIOLLO’. COITHOKYJ/IbTYPHBIH KOHTEKCT
API'EHTHUHDBI B HAYAJIE 20 BEKA

Mynvoc I'.b.

Hauuonanvhwiil ynusepcumem uckyccemsea (UNA), byaHoc-Atipec, Apeenmura email:
dramaticas.alumnos@una.edu.ar; marialatonta.obra@gmail.com

JlaHHBIN MPOEKT MOSBUJICA B paMKax y4eOHOU paboThI Kadeapbl aKTEPCKOTro Ma-
CTEepCTBA, MOJI PyKOBOACTBOM Ipodeccopa ['pacuenst MyHboc, o o0pa3zoBaTesbHbIM
nporpaMMam: OakajaBpuaT B aKTEPCKOM MacTepcTBe U mnpodeccypa B o0nacTu Tea-
TpaJIbHBIX UCKYCCTB, OCHOBaHHBIX Ha MPOLECCE NEAATOTHYECKUX UCCIEIOBAHUIA.

Bri6op nbechl ‘Maria la tonta’ (I'mymast Mapusi) 00yciioBiI€H BO3MOXHOCTBIO CTOJI-
KHYTh CTYJIE€HTOB-aKTEpOB C HEMPOCTOM 3ajaueii OBIAJACTh TaKUM JpaMaTudeCKUM
XKaHpOM Kak ‘grotesco criollo’, 7ocTarouHO MOMYNAPHBIM B MEPBBIX IECITHICTUIX
20 Beka M CBSI3aHHBIM C JipamaryproM BenuuuHbl Opancucko Jledununmnuc Hosoa,
OJTHOBPEMEHHO IPOBOJISI U3YUEHUE UCTOPUUECKOTO, COLUAIBHOTO U MOJIUTUYECKOTO
KOHTEKCTOB, B KOTOPBIX TPOUCXOINUT JEHCTBUE TIBECHI.

B KOHBIOHKTYpE, IJIe coluaibHas pealbHOCTh MOOUIPSIET UHANBUYAIU3M U JUC-
KpUMUHAIIMIO, HAIll CTIEKTakJIb ‘Maria la tonta’ nmpeanaraer BHOBb 0OpaTUThCs K Ta-
KUM TIPOSIBJICHUSIM KakK JIFOOOBh K OJIMDKHEMY, YBaXXEHUE W COCTpajaHue, He TpeOys
OBITh YACThIO KAKOM-TMOO pEeIUruy, HO MEPEOLICHUBAsT ITH MPUHIUIBI KaK OCHOBY
oOuiecTna.

Yro kacaercsi MOCTAHOBKHU, Mbl pa0OTaIl B EPBYIO OUYEpEb HAJl aKTEPCKUM HC-
MOHEHHEM M 0COOCHHO HaJl BIAJCHUEM aKTEPaMH-CTyJICHTaMH CBOMM TEJIOM U TOJIO-
COM B Pa3HBIX POJISX, MPEICTABICHHBIX B MbECE.

Hamm mactep-kiacc uMeeT JBe COCTaBIISIOUINE: TOJHOE MPEACTABICHNUE CIIEKTa-
KIS ¥ TOCHeytoiee 00CyKIeHUEe Ipolecca CO3/AaHMsl MEPCOHAXKEN uepe3 COLUO-
KYJIBTYPHBIN KOHTEKCT U TeHACPHYIO JUHAMUKY TOTO BPEMEHHU, XapaKTePUCTUK KaHPa
‘grotesco criollo’ u MeTomoI0THM PabOThI B OJIXO/IE K CO3AaHUIO PoJiek (MHTepIpe-
Talus U XapaKkTepu3aius).
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CONSTRUCCION DEL PERSONAJE EN
EL “GROTESCO CRIOLLO”. CONTEXTO
SOCIOCULTURAL DE LA ARGENTINA A PRINCIPIOS
DEL SIGLO XX

Munoz G.B.

Universidad Nacional de las Artes (UNA), French 3614, Ciudad Auténoma de Buenos Aires
C1425AXD, Argentina
Email: dramaticas.alumnos@una.edu.ar; marialatonta.obra@gmail.com

El proyecto nace en el marco de una produccion académica de la Catedra de
Actuacion, a cargo de la profesora Graciela Muioz, de las carreras: licenciatura en
actuacion y del Profesorado de artes en teatro, de la Universidad Nacional de las
Artes, en funcién a un proceso de investigacion pedagogica.

La eleccion de la obra “Maria la tonta” se relaciona con la posibilidad de vincular a
los actores-estudiantes con el desafio que significa abordar un género dramatico como
el grotesco criollo, tan popular en las primeras décadas del siglo XX y de conectarse
con un autor de la magnitud de Defilippis Novoa, desarrollando simultineamente un
proceso de investigacion del contexto historico, sociopolitico en el que transcurre la
obra.

En una coyuntura donde la realidad social que fomenta el individualismo y la
discriminacion, nuestra pieza propone recuperar el amor hacia el projimo, el respeto y
compasion, sin pretender enmarcarse en ninguna religion; pero si revalorizando estos
principios como base de la accidon colectiva.

Con respecto a la puesta en escena, se trabajo basicamente priorizando la actuacion
y en especial el manejo corporal y vocal de los actores-estudiantes en la composicidén
de los diferentes roles que se proponen en la pieza teatral.

Nuestra propuesta de taller cuenta de dos instancias: la representacion completa
de la obra y, posteriormente, el intercambio sobre el proceso de la construccion de los
personajes a través del contexto sociocultural y las dinamicas de género de la época,
desde la estética del grotesco criollo; y, la metodologia de trabajo en el abordaje de la
composicion de los roles: interpretacion y caracterizacion.
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FATHERLESSNESS — SEARCHING FOR A PATERNAL
PERSONALITY IN A STUDENT THEATER IN
SLOVAKTIA SINCE THE SECOND HALF OF THE 1960S

Spodniakova Z.

Institute of Theatre and Film Research of the Art Research Centre for Research in Art Slovak
Academy of Sciences (ARC SAS), Bratislava, Slovakia
Email: spodniakova.zuzka@gmail.com

The contribution examines the tradition and practice of the theater in the attempts
to establish generational theaters by young students, graduates of acting schools in
Slovakia from the second half of the 1960s to the present day — such as the Bratislava
Theater na Korze in Bratislava or the Jan Paléarik Theater for Children and Youth in
Trnava. Until now, several rare, more or less successful attempts have highlighted
the need of a lead paternal personality, the absence of which influences the frequent
short existence of these files. As the experience of these ensembles demonstrates, the
lack of this personality sooner or later leads to the deconstruction of the established
ideological principles of young creators and consequently to the disintegration or
radical reorganization of the ensemble under the influence of aesthetic, economic
or social factors. As a successful example of the transition of acting students to
the practice this contribution states the Moscow Theater of Drama and Comedy in
Taganke, which on the basis of the ideological unification and success of the student’s
production under the leadership of the “father” of the ensemble Yuri Petrovi¢ Cubimov
found a legendary professional theater and became one of the most important Russian
theaters in the second half of the 20th century in the Russian and global context. To
this day, he can serve as a model to offer guidance on what is important to keep the
student team in the future and to act as a professional theater.
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BE3OTIJOBIITHHA — IIOUCK OTIIOBCKOH
JIUYHOCTHU B CTY/IEHYECKOM TEATPE
C/IOBAKHU CO BTOPOM ITOJIOBHHBI 1960-X

CnooHaxosa 3.

Hnemumym meampa u kuno Cnosauxoil akademuu Hayk, bpamucaasa, Crosaxus
Email: spodniakova.zuzka@gmail.com

B sTOM Marepuanie paccmaTpuBaeTCs TpaAWLMs U NPAKTHKA Te€AaTpa B MOMBITKAX
CO311aTh MOKOJIEHYECKUE TE€ATPbl MOJIOJBIX CTYIEHTOB, BBITYCKHUKOB JEUCTBYIOIINX
mkon CroBakuu, Takux Kak bparucnasckuil Tearp Ha Kopse B bparucnase nnu Te-
aTp Ul AeTel U roHouiecTBa nMeHu SHa Ilanapuka B TpHase, co BTOPOM ITOJIOBUHBI
1960-x T0O10B 1O CEroAHAIIHUNA JeHb. JJ0 CMX MOp HECKOIbKO PEAKUX, 0ojiee WU
MEHEE YCHEIIHbIX IONBITOK MOAYEPKHUBAIN HEOOXOIMMOCTh BEIYIIEH OTEUECKON
JMYHOCTH, OTCYTCTBHE KOTOPOW BIHMAET HA YACTOE KOPOTKOE CYIIECTBOBAHUE 3THUX
KOJUIEKTUBOB. Kak mmoka3pIBaeT ONbIT, HEAOCTATOK 3TOW JUYHOCTH PAHO WM IO3IHO
IPUBOAUT K Pa3pyLICHUIO YCTAHOBJIEHHBIX UACOJOIrMYECKUX MPUHLHUIIOB MOJIOABIX
TBOPLIOB U, CJIENOBATENIBHO, K JE3UHTETPALIMMU WIN PAJUKAIBHON PEOPraHU3aluy aH-
caMOJIs1 IOJ] BIUSTHUEM 3CTETUYECKHUX, SKOHOMUYECKUX WM COLUAIBHBIX (PAaKTOPOB.
B kadectBe ycnmemmHoro mpuMepa nepexoja ACHCTBYIOIIUX CTYAECHTOB K IPAKTHKE
CIeAyeT OTMETUTh MOCKOBCKMM Tearp IpaMbl U KOMENIWHU Ha TaraHke, KOTOPbIM Ha
OCHOBE MJICOJIOTHYECKOr0 00BbEIMHEHUS U yCIeXa CTyACeHUYECKOrO MIPOU3BOJICTBA O]
PYKOBOJCTBOM «oT1a» ancamOiist FOpus [lerpoBuya JlybumoBa ctasl O4HUM U3 CaMbIX
BOKHBIX POCCUMCKHUX T€aTpPOB BO BTOPOU MOJOBHHE XX BEKa B POCCUMCKOM W IJIO-
OasibHOM KOHTEKCTe. 110 cell 1eHb OH MOXKET CIIy’)KUTh MOJEJNbIO, YTOOBI MpeIaraTh
PEKOMEHJallMU OTHOCUTEIBHO TOTO, YTO HYXHO J€1aTh, YTOOBI COXPAHUTh CTY/IEH-
YEeCKyI0 KOMaHy B Oy/IyIlleM U BBICTYNAaTh B Ka4eCTBE MPO(EeCCHOHATBLHOTO TeaTpa.
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FESTIVAL ISTROPOLITANA PROJECT

Spodniakova Z.

Institute of Theatre and Film Research of the Art Research Centre for Research in Art Slovak
Academy of Sciences (ARC SAS), Bratislava, Slovakia
Email: spodniakova.zuzka@gmail.com

Festival ISTROPOLITANA PROJECT is organized by the Academy of Performing
Arts (VSMU, http://df.vsmu.sk/) in Bratislava. It is absolutely unique among all
festivals in the Middle Europe and provides a special opportunity for young theater
artists to be involved in an international confrontation of their work, opinion and
production. It creates space for future theater professionals to meet with eminent
theatre scholars, their audience and their colleagues. Project takes place biennially and
provides continuous mutual confrontation between young artists and broad audience.
The festival with its competition part is significant event in the context of Slovak
culture and theatre education system in the Middle-European region and is the only
one of its kind within Slovakia. The project‘s target is to hold a creative meeting of
the youngest generation of theatre artists from national and international schools and
to present various approaches and poetics towards theatre staging and interpretation.
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DECTHUBAJIb «ISTROPOLITANA PROJECT»

Cnoonaxosa 3.

Hnemumym meampa u kurvo Caosaukoil akademuu Hayk, bpamucaasa, Crosaxus
Email: spodniakova.zuzka@gmail.com

®ectuBanb «ISTROPOLITANA PROJECT» mnpoBogurcs AkageMHuend HMCION-
HuTeabCcKkuX UCKyccTB (http://df.vsmu.sk/) B BparucnaBe. OH aOCONMIOTHO YHHKAICH
cpenu Bcx dectuBaneit Cpenneit EBpombl 1 JaeT BO3MOXHOCTH MOJIOJIBIM Te€aTpalib-
HBIM aKTe€paM BKJIIOYMTHCS B MEXKIYHAPOJTHOE COTOCTABICHUE WX paOOT, MHEHUN U
CIIEeKTaKJeH. ITO CO37]aeT MPOCTPAHCTBO JJISI BCTPEU OyAyIuX TeaTpaabHbIX Ipodec-
CHOHAJIOB C BBIIAIOIIUMUCS TeaTpaIbHBIMU HMCCIIECIOBATEIISIMU, CBOUMH 3PUTEIISIMU
U Kosuteramu. [IpoekT mpoxoauT pa3 B JIBa TO/la U OPraHU3yeT AUCKYCCHOHHBIC TO-
SAMHKHA MEXy MOJIOIBIMU apTUCTaMH | 3pHUTEIsIMU. DecTUBaIb C €ro KOHKYPCHOM
YJaCThIO — OYCHB 3HAYMMOE COOBITHE B KOHTEKCTE KyJIbTypbl CIIOBaKUM U TeaTpaTbHON
00pa3oBaTeNbHON CUCTEMBI B CPETHEEBPOIIEHCKOM PETHOHE, K TOMY K€, €TMHCTBEH-
Hoe nonooHoe B CrnoBakuu. L{ens npoekra — mpoBeieHre TBOPUYECKUX BCTped Oosiee
MOJIOZIOTO TMOKOJICHUS TETapaJIbHBIX aKTEPOB U3 HAIIMOHAJIBHBIX U MEXIYHAPOIHBIX
IIKOJI ¥ TIPEJCTABICHUE PAa3HBIX MOIXOM0B K TeaTpalbHBIM MOCTAHOBKAM U MHTEP-
MIPETAIHSIM.
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THE DOMINICAN UNIVERSITY THEATER

Garcia Rodriguez M.A.

School of Theater and Dance, Autonomous University of Santo Domingo, Ave. Alma Mater, s/n.,
Santo Domingo, Dominican Republic 10105
Email: escteatro@uasd.edu.do, bredomares@hotmail.com

University theater has been linked to the extension aspect of universities. In the
Dominican Republic, at different times, it has also been a means of artistic expression
at the service of political ideas.

On this occasion, we present a panoramic view of the history, function and
contributions of the theatrical work in the Dominican university cultural movement.

It also exposes the educational aspect and training of theater artists at the grade
level, referring to the degree of the School of Theater and Dance of the Faculty of Arts
at the Autonomous University of Santo Domingo.

This work is part of a personal investigation, in process, of the author.

YHHUBEPCUTETCKHU TEATP B JOMHUHHKAHCKOH
PECIIYBJIUKE

TI'apcus Podpuzec M.A.

IIIxona meampa u maHuya, ABMoHomHblll yHusepcumem Canmo-Z[omuHzo,
Canmo-/[omuneo, /lTomuHukaHckasn Pecnybauxa
Email: escteatro@uasd.edu.do, bredomares@hotmail.com

VYHUBEPCUTETCKUN TeaTp SBJISETCS MPOIOJKEHHEM 00pa30BaTeIbHOIO Mmpoluecca
yHUBepcUTETOB. B JloMHHUKAHCKON peciyOnuKe B pa3IuvyHOE BPEMs TeaTp TaKKe
CTAHOBWJICS CIOCOOOM XY/IOKECTBEHHOTO CAaMOBBIpXXEHUSI Ha CiIykOe MoiuTuye-
CKUX UJIEH.

Mgl penictaBisieM 0030p UCTOPUH, PYHKIMM U BKJIaJa TeaTpaIbHBIX PabOT KyJib-
TYpPHOT'O JBUYKEHHUSI IOMUHUKAHCKUX YHUBEPCUTETOB.

B pabote Takxe OyzneT 3aTpoHyT 00pa3oBaTeIbHbIN aCEKT U BOMPOCHI MOATOTOB-
KM TeaTpajJbHBIX aKTEPOB B pamMKax (opManbHbIX 3aHATHH, a tMeHHO B LlIkone Tearpa
U TaHIa npu ¢akynsreTe MckyccTB ABTOHOMHOTO YHHUBepcuTeTa Canto-/omMuHro.

ﬂaHHCl}l pa60ma SABNACMCL IUYHBIM UCCTe008aAHUEM asmopda.
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EL TEATRO UNIVERSITARIO DOMINICANO

Garcia Rodriguez M.A.

Escuela de Teatro y Danza, Universidad Auténoma de Santo Domingo, Ave. Alma Mater, s/n.,
Santo Domingo, Republica Dominicana 10105
Email: escteatro@uasd.edu.do, bredomares@hotmail.com

Elteatro universitario ha estado ligado al aspecto extensionista de las universidades.
En la Republica Dominicana, en diferentes momentos, también ha sido un medio de
expresion artistica al servicio de las ideas politicas.

En esta ocasion presentamos una vision panoramica de la historia, funciéon y
aportes del quehacer teatral en el movimiento cultural universitario dominicano.

Se expone, ademas, el aspecto educativo y formador de artistas del teatro a nivel
de grado, al referirnos a la licenciatura de la Escuela de Teatro y Danza de la Facultad
de Artes en la Universidad Autonoma de Santo Domingo.

Este trabajo es parte de una investigacion personal, en proceso, del autor.
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THE CHARACTERISTICS OF ACTORS IN THE
CONTEMPORARY THEATRE

Akinct S.

Hacettepe University Ankara State Conservatory, Bahriye Ucok cad. No:4 Besevler, Ankara,
TURKEY
Email:sevcan@hacettepe.edu.tr

The role and function of art education is indisputable in creating a contemporary
society. As formal education, it is expected for the acting department programs to
be maintained by the universities, and thus the proficiency of the graduates, shall
continue to respond to the needs of the contemporary society.

The information era has brought about intensive and rapid changes in the
individual’s life that have struck its mark since the end of the 20th century, brought
more flexibility, autonomy, creativity, cooperation and solidarity in the social
institutions. Today, when knowledge is seen as power, the basic dimension of
individual, social and universal development constitutes of education. For this reason,
it is aimed in the societies to be “information society”. It should be evaluated with all
aspects of education and transformation of development principles into individuals.
Therefore; the ability of universities to perform their function and effectiveness at an
international level are largely dependent on the training programs being applied. The
aim of higher education programs should be focused on the affective and motivational
domains, according to the characteristics of the information age individuals. The
contemporary education system has served people to fulfil their self-fulfilment, to
meet individual needs, observe individual differences, and to enable individuals to
acquire qualifications that will enable them to live in harmony.

In general, the necessity of diversification and modernization of the given trainings
are becoming more vital. Stage studies in the form of self-assessment of education and
training throughout the world examples and methods should also guide amateur and
professional stage practices. What’s vital in this stage is a process of change in the
perception and expression of reality.

In this study; the importance and the function of the programs will be emphasized
in bringing the necessary qualifications for today’s players in contemporary university
theatres.
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XAPAKTEPUCTUKA AKTEPA
COBPEMEHHOI'O TEATPA

Axurnwu C.

TI'ocydapcmeerHasn koHcepeamopus, YHusepcumem Xaoxcemmene, Ankapa, Typyus
Email:sevcan@hacettepe.edu.tr

Ponp u dyHKIHIO XynokeCcTBEHHOTO 00pa3oBaHusi B (hOPMUPOBAHUHM COBPEMEH-
HOTO OOIIECTBAa HEBO3MOXKHO MEPEOLeHUTh. OKUIAETCs, YTO YHUBEPCUTETHI OymyT
HNOJICPKUBATh IPOrpaMMy 0OyUEHHUs aKTEPCKOMY MACTEPCTBY Ha JIOJDKHOM YPOBHE,
a KBaIM(UKAIIUS BBITYCKHUKOB OyJeT OTBeUaTh TPeOOBaHUSM COBPEMEHHOIO 00IIIe-
CTBa.

Onoxa nHboOpMaIMK IPUBENIA K MHTEHCUBHBIM U OBICTPHIM U3MEHEHHSIM B SKU3HU
4eJIoBeKa, KOTOpbIe Hadanuch B KOHIIE 20-T0 Beka, mpu/iajia ColualbHbIM HHCTUTYTaM
r'MOKOCTh, aBTOHOMHOCTb, TBOPYECTBO M COJMAAPHOCTHIO. CerofHs, Korja 3HaHUE
paccMaTpuBaeTcs Kak CUjia, OCHOBHBIM aCIEKTOM HHAWBUIYAIBHOTO, COLIUAIBHOTO
U BCEOOIEro pa3BuTHUs sBIIsIeTCS oOpa3oBanue. [loaToMy kaxaoe oOIIECTBO CTpe-
MUTCSI CTaTh «HH(POPMAIIMOHHBIM 00IIecTBOMY. [Ipu olleHKe 3HaHMs ciexyeT obpa-
1aTh BHUMAHHUE HA BCE ACMEKThl OOy4YEeHMs] M MPUHLHUIIOB pa3Butus. CienoBareib-
HO, CIIOCOOHOCTh YHUBEPCUTETOB BHITIOJIHATH CBOIO (DYHKIIMIO M HA MEXTyHAPOIHOM
YpOBHE BO MHOT'OM 3aBUCHUT OT UCIOJIb3yeMbIX y4eOHBIX Mporpamm. Llenb nporpamm
BBICIIIET0 00Opa30BaHMs JOKHA 3aKIII0YAThCs B GOPMUPOBAHUHM MOTUBAIIUH, B UX CO-
OTBETCTBHUH XapaKTEPUCTUKAM JIFOJIEH, )KUBYIIUX B UH(POpMAIIOHHYIO 310Xy. CoBpe-
MEHHas cucTeMa 00pa30BaHUs MOMOTTIA JIFOJISIM CaMOPEATH30BaThCs, YIOBICTBOPHUTH
UHAUBUAYaJIbHBIC TOTPEOHOCTH, COOTIOCTH MHIUBUYANIbHBIC PA3IMUUS U TOTY4YaTh
KBaJIM(UKAINIO, KOTOPAsi MO3BOJIUT UM KHUTh B TAPMOHHUHU.

B uenom, He0OX0IMMOCTh AUBEPCU(PUKALNN U MOJCPHU3ALUN JAHHBIX TPEHUH-
rOB, CTAaHOBUTCA O4YeBUAHOW. CHEHUYECKHE MCCIEAOBaHUS B (POPME CaMOOLIEHKHU
nporecca O0y4eHUsI U TPEHUPOBOK, MO MEKIAYHAPOAHOMY OIIBITY, JOJKHBI MIPUMeE-
HATHCS KakK B JIOOMTENBCKOM, TaK M B MPOEeCCHOHANBHON MpakTuke. BaxHbiM Ha
ATOU CTaJMH SABISETCA MPOLIECC M3MEHEHUSI BOCIIPUSATHUS M BOCCO3IaHUS PEaIbHOCTH.

B nanHOM MccnenoBaHUM Mbl XOTUM MOAYEPKHYTh BaKHOCTH MPOTpaMM I10 MOJI-
TOTOBKE aKTEPOB COBPEMEHHBIX YHUBEPCUTETCKUX TEATPOB M TO, KAKYIO (PYHKIIHIO
OHU BBITIOJIHSIOT.
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THE PARTNERSHIP OF ARTIST-LECTURER WITH
A LECTURER-RESEARCHER IN THE BACHELOR
COURSE OF ARTS DE LA SCENE OF THE UNIVERSITY
OF LILLE SHS

Palermo A.

University of Lille, Villeneuve-d’Ascq, France
Email: antonio.palermo@univ-lille3.fr

The Bachelor course of Arts de la Scéne of the University of Lille SHS has been
enriched in recent years by the presence of artist-lecturers. These are profes-sionals who
are responsible for complete courses (for example scenic practice, circus technique and
practice...) or are invited speakers, working in partnership with a lecturer-researcher.
The creation and transmission of expertise, which are complementary to those
traditionally available in an academic environment, is therefore done in partnership
with scenographers, costume designers, lighting designers, directors, actors.

Through an analysis of this pedagogical practice, we will address in a trans-versal
way two issues: the mission of contemporary theater at the university, as external
speakers are very active on the contemporary French scene, and the preparation of
spectacles. On the one hand, students acquire skills that they often put at the service
of theatrical creation as part of the inter-university festival; on the other hand, artist-
lecturers can be led, in different ways, to include some of the students in their creative
process.

Finally, this approach combining theory and practice with access to practitioners is
to be read in a more general process of linking academic formation and professional
integration, of which theater here represents the link.
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COTPY/THHYECTBO IIPEIIO/TABATEJIEH-AKTEPOB
U ITPEITO/TABATEJIEH-UCCJIEJOBATEJIEH TEATPA
HA BAKAJTABPCKOM KYPCE “CIIEHHYECKOE
HCKYCCTBO” ®AKYJIBTETA T'YMAHHUTAPHBIX U
COIIHAJIBHBIX HAYK YHUBEPCUTETA JIUIIA

Ianepmo A.

YHueepcumem Jluns, BuavHés-0’Ack, @paruus
Email: antonio.palermo@univ-lille3.fr

bakaaBpuar ClieHH4eCKHX HCKYCCTB Ha (paKynbTeTe T'yMaHUTAPHBIX M COIHAITb-
HBIX HayK YHHBepcuTeTa JIMis pacimmpuiicss B IOCJICTHUE TOIBI 32 CUET MpHIIIaIle-
HUS TIpernojaBaTesieli-akTépoB. IT0 MPO(ECCHOHANBI, OTBEYAIOIINE 32 OTACIbHBIC
KypchI (Harmpumep, akTéPCKoe MacCTepPCTBO, IUPKOBOE UCKYCCTBO), WM MPUIJIAIIEH-
HBIC TIPETIOIaBaTelN, pa0OTAIONIHE B CIICTIKE C TIeIaroroM-uccieoBaresieM. B Takux
CiIydasix rmepejiada orbita i 00y4eHHE JTOTIOTHUTEIIEHBIM HaBbIKaM, IIOMHAMO TEX, YTO
OOBIYHO MOKHO TIOJYYHTh B aKaJEMUYCCKOU CpeJie, IPOUCXOAUT B COTPYIHHUICCTBE
co crieHorpadamu, Au3aiiHepaMu KOCTIOMOB, OCBETUTEIISIMU, PeKHUCCEpaMu, akTépa-
MHU.

AHaIM3UPYIO 3TOT MOAXOA K MPENOJaBaHUI0, MBI XOTUM PacCMOTPETh JiBa BO-
poca: MHCCHIO COBPEMEHHOTO TeaTpa B YHHUBEPCUTETE, BEJb ITH IMPHUINIAIIEHHBIC
IIC/IarOTH UTPAIOT aKTHUBHYIO POJIh B COBPEMEHHOM (PpaHITy3CKOM Tearpe, U IOJro-
TOBKY criekTakjeil. C oHOW CTOPOHBI, CTYICHTHI ITOTYYar0T HABBIKH, KOTOPHIC MOTYT
NPUMEHHUTH MIPH MTOJATOTOBKE T€ATPAIBHBIX IMOCTAHOBOK B paMKax YHHUBEPCUTETCKUX
¢decruBaneit. C 1pyroi CTOPOHBI, MPUDIAMIEHHBIEC CIICITAATUCTHI MOTYT 3BaTh OT/E/b-
HBIX CTYJCHTOB K YYaCTHIO B CBOEM TBOPUYECKOM IIPOIIECCE BHE YHUBEPCUTETA.

Hakomer, 3TOT 1101X0/1, KOMOMHHPYIOIIHIA TCOPHUIO, MPAKTUKY U OOIICHHE C IPO-
dbeccruonaiaMu B 3TO 00JIaCTH, CJIETYET pacCMaTPUBATh MIMPE — KaK OOIIHIA TpoIiecce
CBSI3M aKaJIEMUYECKOUW IMOATOTOBKH M MPOQECCHOHAIBHONW HHTETpaIlii, B KOTOPOM
TEaTp BBICTYITACT CBA3YIOIIUM 3BEHOM.
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LE BINOME ARTISTE-ENSEIGNANT, DANS LE CADRE
DE L°’UNIVERSITY DE LILLE SHS

Palermo A.

Université de Lille SHS, Domaine Universitaire du Pont de Bois
59650 Villeneuve-d’Ascqg, France
Email: antonio.palermo@univ-lille3.fr

Dans le cadre d’une ouverture a la pratique, le parcours de Licence en Arts de la
Scene de I’Université de Lille SHS s’enrichit depuis quelques années de la présence
d’artistes-enseignants. Il s’agit de praticiens qui assurent des modules complets
(par exemple, la pratique scénique, la technique et pratique du cirque...) ou bien
intervenants ponctuels, en bindme avec un enseignant-chercheur. La création et la
transmission d’outils, complémentaires a ceux traditionnellement disponibles dans
un cadre universitaire, se fait en partenariat avec des scénographes, créateurs de
costumes, créateurs de lumiéres, metteurs en scéne, comédiens.

A travers une analyse de cette pratique pédagogique d’aujourd’hui, nous
aborderons de manicre transversale deux questions: la mission du théatre contemporain
a 'université, car les intervenants extérieurs sont bien actifs sur la scéne francaise
contemporaine, et la préparation de spectacles. En effet, dune part les éléves acquierent
des compétences qu’ils mettent trés souvent au service de la création théatrale dans
le cadre du festival inter-universitaire; d’autre part les artistes-enseignants peuvent
étre amenés, de manieres différentes, a inclure quelques-un.e.s des €léves dans leurs
processus de création.

Enfin, cet approche mélant la théorie a la pratique avec I’ouverture aux praticiens
est a lire dans un processus plus général de mise en relation entre la formation et
I’insertion professionnelle, dont le théatre représente ici le trait d union.
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BORROWING MODELS FROM ENSEMBLE
THEATRES: CREATING PEDAGOGY & CURRICULUM

Porter M.

Long Island University, Post Campus, 720 Northern Blvd. Brookuville, NY 11548
Email: Maria.Porter@liu.edu

Theater practitioners who work in the academy have traditionally used the model
of practice as research to bridge the divide between creative and pedagogical practices.
Often these practitioners are members of ensemble theatres, or have traveled and
worked with resident ensembles to examine how group creation, and the communal
structures that exist within these companies function outside the communities in
which they were established. This paper will examine how I encountered two such
diverse groups, and worked to transfer the methods and communal structures into a
university theatre curriculum.

I am a full-time member of a theater faculty, and I have brought my experiences
working and training with the Suzuki Company of Toga-mura, Japan, and Teatro delle
Radici of Lugano, Switzerland to my university both as a teacher and a performer. I
have spent the greater part of twenty years integrating strategies and methods from
these groups to create a seamless acting curriculum that addresses both interpretive
and generative methods. My aim was to bring the physical practices of these ensembles
into relationship with the goals of psychologically based techniques. The paper will
chronicle how 1 encountered these groups, how I have absorbed their influences,
the difficulty of integrating these practices into a vastly different context, and the
challenges that arose as the needs of the university curriculum shifted to reflect
growing commercial pressures from the administration.

Questions arising from this endeavor have surfaced, not so much about the efficacy
of the pedagogy, but regarding the nature of re-purposing these practices. When
techniques developed by a group for their specific aesthetic aims are transferred in this
way, does it dilute and completely distort them? Do pedagogues have a responsibility
to present the practices in their original contexts before re-purposing them? And
finally, does this kind of ‘borrowing’ cross the line between artistic license/ academic
freedom and cultural appropriation?

The acting curriculum which is the subject of this paper has been adopted by the
theatre department of Long Island University/Post for its B.F.A. programs in Acting
and Musical Theatre. The institution awarded Professor Porter numerous travel grants
in the years she spent working with Teatro delle Radici as both a performer and
assistant director.
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3AHUMCTBOBAHHE MO/JEJIEH U3 HE3ABHUCHMBIX
TEATPOB: IIE/IATOI'MNKA TBOPYECTBA U
YUEBHBIH ITPOIIECC B YHUBEPCUTETCKHX
TEATPAX

Ilopmep M.

YHusepcumem Jloue-AtineHoa, wa-ﬁopx, CIIIA
Email: Maria.Porter@liu.edu

TearpanbHble MPAKTUKH, KOTOPbIE pa0OTalOT B YHHMBEPCUTETAX, TPAJAUIIMOHHO
UCIOJIB3YIOT Pa3jINYHbIEe MPAKTUUYECKUE MOJIEIH AJIs MPEOJOJICHUSI pa3phiBa MEXKY
TBOPYECKUMH U MEJArorMuecKuMu Metoaamu. YacTo 3TH MPaKTUKU SBISIOTCS diie-
HaMU TPYIIbI T€aTpa WK racTPOIMPOBAIINA U pabOTaIN ¢ TAKUMH T€ATPaMU C LIEJIbIO
MOHSTh, KaK 3TU TPYIIIIBI U KOJUIEKTUBHBIE CTPYKTYPBI, KOTOPBIE CYyIIECTBYIOT BHYTPH
ATUX KOJJIEKTUBOB, (DYHKIIMOHUPYIOT BHE COOOIIECTB, B KOTOPHIX OHU OBLIM OCHOBA-
Hbl. JlaHHAs CTaThsl OMUCHIBACT, KaK 51 CTOJKHYJACH C JIByMs TOJOOHBIMU pa3IN4HbI-
MU TpynnaM ¥ padoraia HaJ BKIIOYEHHEM METO/IOB U KOJUIEKTUBHBIX CTPYKTYD B
YHUBEPCUTETCKUI TeaTpaibHbld y4eOHBIH MJ1aH.

S WITaTHBIN COTPYIHUK TeaTpajabHOro (PaKysabTeTa, U S UCIOJIb30BaAJIa CBOM OIBIT
paboTel u 00yueHus: B Tearpax «Suzuki Company» (Tora, Snonus) u «Teatro delle
Radici» (JIyrano, llIBeiiniapusi) B yHUBEPCUTETE KaK MPEINoaBaTeslb, U KaK HCIIOJ-
HUTENb. Sl TpoBena OOJNBIIYIO YacTh MOCIEIHUX ABAALATH JIET, HHTETPUpPYs CTpa-
TErMM U METOJbl ATUX TPYIII, YTOObI CO3/aTh pabOTAIOIIYI0 YUYEOHYIO POrpaMMmy,
KOTOpasi 3aTparuBacT Kak UHTEPIPETALMOHHbIE, TAK U T€HEpaTUBHbIE METOIbl. Moei
LEJIbI0 OBLIIO MPUBECTU (PU3HUECKUE MPUEMBI ATHUX aHCAMOJIe B COOTBETCTBHE C 11e-
JSIMUA TICUXOJIOTHYECKH 000CHOBaHHBIX MPUEMOB. JlaHHAs cTaThs paccKa3bIBaeT, KaK
s CTOJIKHYJaCch C 3TUMHM TPYMIaMH, KaK 5 BOUTalIAa UX BIUSHUE, a TAKXKE OMHMCHIBACT
TPYIHOCTH WMHTErPallUU 3TUX METOJOB B COBEPIICHHO IPYrod KOHTEKCT U Mpoliie-
MBI, KOTOpbI€ BOZHHUKJIHM 0 MEPE TOr0, KaK MOTPEOHOCTH YHUBEPCUTETCKON yueOHOM
IpOrpaMMbl U3MEHUIIUCH, OTPaXKasi pacTyllee IKOHOMUUECKOE JaBICHUE CO CTOPOHBI
aMUHHUCTPALIUH.

B pesynbprare ncciaenoBaHus BO3HUKIIA BOIIPOCHI HE CTOJIBKO 00 3(h(PEeKTUBHOCTH
MEIarOTUKH, CKOJIBKO O XapakTepe MepeopueHTanuu 3Tux MetoaoB. Korma meronsl,
pa3zpaboTaHHbIe TPYNION ISl UX COOCTBEHHBIX 3CTETUYECKHX IIeNied, MepeatoTcs
noJ0OHBIM 00pa3oM, BO3MOXHO JIM, YTO 3TO pa3z0aBisieT M MOJIHOCTbIO MCKaXKaeT
ux? JIoJKHBI JIM Megaroru CHadaja MpeiCcTaBUTh METOAMKU B UX NEPBOHAYAIIBHOM
KOHTEKCTE, Mpexae 4eM u3MeHuTh ux? W, HakoHell, mepeceKaeT I 3TOT BUJI «3aUM-
CTBOBaHMUSI» TPaHb MEXKTY XyI0KECTBEHHOH JTUIIEH3UEH/aKaIeMUIECKON CBOOOI0M 1
IPUCBOCHHUEM KYJIBTYPHBIX IIEHHOCTEH?

VYyeOHas mporpamMma akTepCKOro MacTepcTBa, YIIOMUHAeMasi B JIaHHOM CTaThe,
ObL1a pUHSTA TeaTpalibHbIM (pakynbreToM yHUBepcuTeTa JloHr-Ainena nis 6aka-
JaBpHara B ApaMaTUYeCKOM U MY3bIKAJIBHOM Tearpe. 3a rojibl padotsl B «Teatro delle
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Radici» B kauecTBe UCTIOIIHUTEIIS M TTOMOIIHUKA pexuccepa npodeccop [loprep mo-
Jy4HJIa MHOKECTBO IPAHTOB HA MOE3JIKNU OT HHCTUTYTA.

AkTepckuii y4eOrslii Kypc, SBISIOMIUNCS 0O€bKTOM JTaHHOM CTaTbM, aanTHPOBaH
TeaTpaJibHbIM (aKyabTeTOM YHuBepcuTeTa JIOHr-AlneHna s €ro mporpaMMbl
OakanaBpuara B IpaMaTHUYECKOM U MYy3bIKaJIbHOU TEATPE. YHUBEPCUTET IIPEIOCTABUI
npodeccopy [lopTep nensblit psia rpaHTOB Ha TTOE3AKU B ToAbI paboThl B «Teatro delle
Radici» B kauecTBe akTpUCHI U OMOIIHUKA pekKHUCCEPA.
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CONSTRUCTING POSTDRAMATIC THEATRE:
THE DE-FORMATION AND RE-FORMATION OF
THEATRICAL PROCESSES

Thorne C.

The University of the West of England, Bower Ashton Studios, Kennel Lodge Road, Bristol, United
Kingdom, BS3 2JT
Email: caroline.hadley @uwe.ac.uk

Postdramatic Theatre’s striking dramaturgy tends towards the composition of ideas
via an open abstraction. This form of theatre demands an alternative methodology for
the actor, and new ways of ‘seeing’ from the spectator.

At its heart the Postdramatic seeks to engage with the audience as active receptor,
interpreter, and creator of meaning based upon their individual experience of being
in the world, and by design this non-narrative form suggests that the actor is an open
vessel or blank canvas for the projection of artistic and creative ideas: the living form
and function of the postmodern ‘text’.

In performance terms, how can traditional forms of theatre training prepare the
actor for this new medium, where dramatic form and coherent structure is dethroned
in favour of highly visual representation, or an ambitious and bold Intertextuality?
Is the C21st actor now made manifest purely as Symbolist Uber-Marionette, or does
Postdramatic Theatre liberate and empower the performer as artist or ‘maker’.

This workshop with explore some of these notions via a playful set of practical
exercises and devising processes, and will seek to create and investigate moments of
psychophysical Postdramatic ‘liveness’ for both actor and audience that arise from
the testing of key theatrical signifiers such as parataxis, simultaneity, musicality,
physicality, and durational performance.
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CO3JAHUE ITOCT/IPAMATHYECKOI'O TEATPA:
AJED@OPMAIIHOHHBIE H PEOOPMAIIMOHHDBIE
ITPOIIECCHI B TEATPE

TopH K.

Yuusepcumem 3anadHnoit Aveauu, Bpucmoan, Beauxobpumanus
Email: caroline.hadley @uwe.ac.uk

VYnuBuTENbHAS ApaMaTyprus MOCTAPAMATHYECKOTO TeaTpa UMEET TEHACHIIUIO K
MIOCTPOCHUIO UJICH Yepe3 OTKPBITYIO0 a0cTpakiuio. Jta Gopma Tearpa TpeOyeT alb-
TEPHATUBHON METOJIOJIOTHH JJIsl aKTEPa U HOBBIX CITOCOOOB «BUACHUS» OT 3PUTEIIA.

[To cyTu, mocTapaMaTu3M CTPEMUTCS B3aUMOJICHCTBOBATh C ayAUTOPUEH KakK aK-
TUBHBIA PELENTOpP, UHTEPIPETATOP U CO3/IaTelb CMBIC/Ia, OCHOBAHHOIO Ha MX WH-
JTVBUyallbHOM OTBITE OBITHS B MUPE, U MO AW3aiHy 3Ta ¢dopMa Mpeanoaraet, 4To
aKTep — 3TO OTKPBITHIM COCY/ MW MYCTON XOJICT JJISI IPOCKIINN XyJ0KECTBEHHBIX U
TBOPUYECKHUX UCH: uBasg popma u GyHKIHS TOCTMOIEPHUCTCKOTO «TEKCTay.

C TOYKM 3peHUs CHEKTaKJIeH, KaK TPaauIMOHHBIE (POPMBI TeaTpaabHOTO 00Y-
YEHHUsI MOTYT TOTOBHUTH aKTepa K ATOM HOBOM cpeje, riae Apamaruueckas dopma u
corlacoBaHHasi CTPYKTypa CBEPTHYTHI B IMOJIb3y BH3YaJbHOTO MPEACTABICHUS WU
aMOHMIIMO3HOM M CMeJION MHTepTekcTyanbHOCTH? CTan jau aktep 21-oro Beka Tenephb
U3BECTHBIM MaHu(]ecToM, cpBceM Kak cuMBoauCT Uber-Marionette, ninu moctapama-
TUYECKUN TeaTp 0CBOOOXKIAET U PACIIUPSIET BO3MOXKHOCTH UCTIOHUTENS KaK XyI0%K-
HUKA U «CO37aTems»?

OTOT CeMHHAp C U3YYEHUEM HEKOTOPHIX U3 ATUX MOHSATUM C MTOMOIIBIO UTPOBOTO
Ha0opa MPaKTUYECKUX YIMPAXKHEHUNU U pa3pabOTKH MPOIECCOB U OYIET CTPEMUTHCS
CO3/1aBaTh M UCCJIEIOBATh MOMEHTHI TICUXO(U3UUECKON «ITOCTApaMaTHUECKON KH3-
HECIOCOOHOCTH KaK ISl akTepa, TaK U JJIs ayAUTOPHH, KOTOPhIE BO3HUKAIOT B PE3YJIb-
TaTe TECTUPOBAHUSI KIFOUEBBIX TEATPAIbHBIX 0003HAUCHMM, TAaKUX KaK TMapaTakCuc,
OJTHOBPEMEHHOCTh, MY3BIKAIHHOCTh, (PU3UYHOCTh U JIOJITOBPEMEHHBIE XapaKTepH-
CTHUKH.
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THE ETHICAL FUNCTION IN CONTEMPORARY
DRAMATURGY

Ezial T.

Hacettepe University Ankara State Conservatory, Department of Performing Arts / Branch of
Theatre Main Art, 06500 Ankara, Turkey
Email: turels4@hotmail.com

Postmodern ethics today argues that there is no rule-maker authority (God,
nature, or authority) in the moral field other than the “subject” and *“subject culture”.
This relative postmodern perspective defends the uniqueness, originality, and even
subjectivity of the individual and the culture.

Postmodern ethical thought also sets artistic expression methods on the same
criteria in the theater stage: The subjective expression of the relative reality that
experienced by the subject-body and subject-culture. How does the long way that
the field of values has covered on the theatre stage since the ancient times and its
relative appearance in the contemporary world determine theatre in terms of social
and moral functionality as a social art and the art of communication? What could be
the explanation and function of the dramaturgy as a scientific and artistic discipline
in the ethical context about the contemporary interpretation of a contemporary play,
performance, or a classical text? This paper aims to explain these basic questions of
contemporary dramaturgy in terms of approaches and practices within the mission
of the university theater. Moreover, it aims to give examples of the contribution of
today’s theater art to social life in terms of universal-moral-common values.
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ATHYECKHE HOPMBbI B COBPEMEHHOH
APAMATYPI'NnH1

A3udxncu T.

dakxyavmem ucCnoAHUMeAbCKUX uckycems, I'ocyoapcmeeHHas KoHcepsamopus, YHugepcumem
Xaodxcemmene, Auxapa, Typuus
Email: turels4@hotmail.com

[TocTMonepHHUCTCKAs 3TUKA CETOJHSI YTBEPKIAET, UTO B cpepe HPaBCTBEHHOCTH
HE CYLIECTBYET UCTOUYHMKA, yCTaHaBIMBarouero Hopmsl (bor, npupoaa nam opransl
BJIACTH), KPOME «CYOBEKTa» U «KYJIBTYpbl CyOBEKTa». ITa OTHOCUTENbHAS IOCTMO-
JICPHUCTCKAs MEePCIEeKTUBA 3aIIUIIACT YHUKAIbHOCTh, OPUTUHATIBHOCTD U AaXKe CyOb-
€KTUBHOCTb JJUYHOCTHU U KYJIBTYPHI.

[To Tem e KpUTEpUSM MOCTMOJEPHHUCTCKAS 3TUYECKasi MBICIh YCTaHABIUBACT
METOJIbl XyA0KECTBEHHOTO BBIPAKEHUSI HA TeaTpajbHOM CleHe: CyOhEeKTUBHOE BbI-
pakeHHE OTHOCUTEIBHOU PEaIbHOCTH, C KOTOPOM CTaJIKUBAETCA CyObEKT-UEIOBEK U
CcyObeKT-KynbTypa. M300paxkeHre IEHHOCTEH Ha TeaTpalbHOU CIIEHE MTPETEPIIETIO He-
MaJIO U3MEHECHUHN U TIPOJIENIANIO JVIMHHBIA MyCTh CO BPEMEH JIpeBHETO Tearpa. Kak ke
ATOT MyTh U POJIb ITHX IIEHHOCTEW B COBPEMEHHOM MUPE OTPEACIIAIOT TeaTp B paMKax
COLIMAJIBHOM M MOPaNTbHOM (PYHKIIMM COIIMAIBHOTO UCKYCCTBA M HCKYCCTBa KOMMYHHU-
kauun? Kakumu mMoryTt ObITh 00BsICHEHHE M (PYHKLIMS JpaMaTyprud Kak HaydHOU U
XyJOKECTBEHHON JAUCUMIUIMHBI B 3THUYECKOM KOHTEKCTE COBPEMEHHOW MHTEpHpEeTa-
UM COBPEMEHHOM MbECHI, CIEKTaKJIA WIHM Kiaccuueckoro tekcra? Hacrosmas pa-
00Ta npu3BaHa JaTh OTBETHI HA 3TH OCHOBHBIE BOIIPOCHI COBPEMEHHOU JpaMaTypruu
C TOYKH 3PEHHMsI MOAXOAO0B U MPAKTUK B PaMKaX MHUCCUHM YHHUBEPCHUTETCKOTO Tearpa.
bonee toro, B Helt OyayT npuBeAeHBI IPUMEPHI BKJIa/Ia COBPEMEHHOTO T€aTPaIbHOTO
HCKYCCTBa B OOLIECTBEHHYIO KU3Hb C TOUKU 3pEHUs 00IIEUeTIOBEUYECKUX IEHHOCTEH.
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FIRST SCHOOL AND STUDENT THEATRES IN
RUSSIA

Safronikhin A.V.

Lomonosov Moscow State University, Moscow, Russia;
Moscow Budgetary Institution of Culture «Moscow Open Student Theatre»,
Moscow, Russia
Email: safronikhin@yandex.ru

The paper is about creation of first school and student theatres in Russia. It happened
in the XVIII century and is associated first of all with the Szlachta (Cadet) Corps
Theatre in Petersburg, with the Slavo-Greek-Latin Academy Theatre, the Moscow
Hospital Theatre, and the Moscow University Theatre in Moscow. The report touches
upon such aspects as circumstances and processes that lead to creation of student
theatres in Russia, their origins, aims, functions, and peculiarities of their activities
and the repertoire choice.

IIEPBBIE IIKOJIBHDBIE U CTY/IEHYECKUE TEATPBI
B POCUHU

CagpoHuxum A.B.

MTY umernu M.B./lomoHocosa, Mockea, Poccusi;
I'BYK 2. Mockewt «MOCT», Mockea, Poccusa
Email: safronikhin@yandex.ru

OTOT IOKJIAJ PACKPBIBAET BOIIPOC MOSBIICHUS U AESITEIBHOCTH NIEPBBIX CTyACHYE-
CKHX U IIKOJBHBIX TeaTpoB B Poccuu. Dtot nmporiecc Havancs B X VIII Beke u Ob11 CBS-
3aH, B TIEPBYIO 0Yepe/ib, C TeaTpoM KaIeTCKOTO MUTsIXeTCKOro Kopiryca B [letepOypre,
tearpoM CnapstHO-I'pexo-JlatuHckol akagemuu, ['ocnuTanbHbBIM TEaTpOM U TEATPOM
MockoBckoro yHuepcurera B Mockse. Hacrosmumii JOKIax 3aTparuBaeT ClIeayo-
M€ aCTEKThI: cpea, 0OCTOATENBCTBA U MTPOLIECCHI, KOTOPBIE IPUBENIN K MOSIBICHUIO
CTYZIEHYECKMX/IIKOJIBHBIX TeaTpoB Poccuu, ux UCTOKHU, LENH, PyHKIIMU U OCOOEHHO-
CTH JeSITeNIbHOCTH, BKIIIOYAsi BHIOOP penepTyapa Juis TOCTaHOBKH.
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INNOVATIVE APPROACH TO TRAINING OF
ACTORS AT THE MOST THEATRE: NEW VIEW ON
STANISLAVSKY SYSTEM IN THE XXI CENTURY

Slavutin E.I.

Moscow Budgetary Institution of Culture «Moscow Open Student Theatre»,
Moscow, Russia
Email: eslavutin@gmail.com

Productive dialectic of interrelation between traditional and innovative approaches in
contemporary theatre can be clearly demonstrated by the example of a novel approach to
teaching acting at the MOST Theatre. The main components of the approach are following:

1. Action in “given circumstances” as the main axiom of acting technique in
Stanislavsky method;

2. Spiritual significance of “given circumstances” as a new way to understanding the
super-objective in Stanislavsky method;

3. “True values of life” as a new path to “life of the human spirit” in Stanislavsky
method;

4. A new psychodramatic method of teaching acting.

5. An exercise method as a way not only for staging but also for teaching acting.

HHHOBAITHOHHBIH ITOJX0/ K AKTEPCKHM
TPEHHHTAM B TEATPE MOCT: HOBBIH B3IVIST HA
CUCTEMY CTAHHCJIABCKOI'O B XXI BEKE

CaasymuH E.U.

I'BYK 2. Mockewt «MOCT», Mockea, Poccus
Email: eslavutin@gmail.com

[IponykTuBHasi TUAJIEKTHKA B3aUMOCBS3U TPAIUIIMOHHBIX M HOBATOPCKUX JHUC-
KypPCOB B COBPEMEHHOM TeaTpe OCOOEHHO HAIVISTHO BUHA HA TIPUMEpPE MHHOBAIIU-
OHHBIX IIOJIXO/I0B K MpernoaaBaHuto aktepckoro Mmacrepersa B rearpe MOCT. [Toxxox
BKJIIOYAET CIEAYIOIINE OCHOBHBIE MMOJIOKEHHUS:

1. JleiicTBUE B «Ipe/jiaraéMbiX 0OCTOSITEILCTBAX» KaK «OCHOBHAsI aKCMOMay aK-
TEPCKOro MacTepcTBa B cucreMe CTaHHUCIABCKOIO;

2. JlyxoBHasi 3HAYUMOCTh «IIpeJjlaraeMbIX OOCTOSTEIBCTBY KaK HOBBIM MOJIXO K
MOHMMAaHUIO CBEepX3a/iauu B cucteMe CTaHUCIaBCKOIO;

3. «McTuHHBIC IEHHOCTH OBITHS» KaK HOBBIN MOAXOJ K «OKU3HH YEJIOBEYECKOTO
nyxa» B cucreme CTaHUCIaBCKOTO;

4. HoBblii icuxopaMaTU4eCKUil METO ] 00yUEHHUSI AKTEPCKOMY MaCTEpCTBY;

5. DTIOAHBIN METOJ KaK CIOCO0 HE TOJILKO CO3/IaHUs CIIEKTAKJIs, HO U O0y4YeHUs
AKTEPCKOMY MacTEpCTBY.
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