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The aim of this article is to get the reader acquainted with the history of the inclusive theatre movement
in Russia and abroad, as well as to discuss its challenges and perspectives in the context of social inclusion.
The authors make an attempt to elaborate an inclusive theatre model, focusing on the system of concepts
of the cultural-historical scientific school. The model is based on L.S. Vygotsky’s idea that every physical
impairment reveals itself as a social “abnormality” of behaviour, which means that its overcoming can occur
in a situation of organised social interaction. The authors argue that this kind of interaction can be created
in the situation of inclusive theatrical activity, where “conflicts and collisions” are intentionally modeled,
and where “pereghivanie” and reflection are regarded as the key mechanisms of organising the process of
joint action.
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TPUBAETCST MOJIE/Ib MHKJIIO3UBHOTO TeaTpa, OMMPAIOIIASICS Ha CUCTEMY TTOHSITHUI KYJIbTYPHO-UCTOPUYECKOI
Hay4HOII mKoJbl. B ocHoBe Mosienin — ujest JI.C. BBITOTCKOTO O TOM, 4TO BCSKUIN (DU3NUECKUI HEOCTATOK
peasin3yercst Kak ColuajibHasi «<HeHOPMAJIbHOCTby TIOBE/IEHIS], B CBSI3U C YEM €ro TIPeojiojieHne BO3MOKHO B
YCJIOBUSIX CIIEIUATIbHO OPTaHU30BAHHOTO COIMATIBHOTO B3auMoieiicTBust. [1o MHEHIIO aBTOPOB, a(hheKTHR-
HOH (POPMOiT TAKOTO B3AMMOIEHCTBHS MOKET CTaTh OCOOBII THIT MHKIIO3UBHO TeaTpabHON AesITEIbHOCTH,
rJie «KOJUTU3UU U CTOJIKHOBEHUST» 11eJIEHAITPABJIEHHO MOJIETIUPYIOTCS, a <[IePesKUBaHe> U peJIeKCrsl BBICTY-
MMalOT B KAYeCTBE OCHOBHBIX MEXAHM3MOB OPTraHM3aIIH Pa3BOPAYNBAIOIIETOCS COBMECTHOTO JEHCTBHUSL.

Kmoueesvte caosa: conmanbHas MHKIIO3KsI, <0COOBII TeaTp», TeaTpaibHast AeATEIbHOCTD, ApaMa, epe-

JKUBaHUeE, peq)JIeKCI/IBHaSI KOMMYHUKal WA,

Introduction

Promoting social inclusion represents one of the
most important tasks of contemporary society. Social in-
clusion may be understood as “a process by which efforts
are made to ensure equal opportunities for all, regardless
of their background, in order to enable full and active
participation in all aspects of life, including civic, social,
economic, and political activities, as well as participation
in decision-making processes, combatting poverty and
social exclusion [14, p. 12]. Importantly, the key aspect
of social inclusion is that it is not aimed at adapting a
concrete person, but at adapting the social environment
to their individual abilities and needs [14].

In a broad sense inclusion is a social concept that pre-
supposes humanisation of social relations by providing
conditions for self-realisation of each member of society
and by shaping readiness for accepting the uniqueness
of “the other”— irrespective of their race, nationality, re-
ligious or political beliefs, or any other individual pecu-
liarities. According to a number of researchers (A.Ju. Sh-
emanov, N.T. Popova, A.M. Scherbakova), shaping the
accepting position (attitude) in relation to ‘the other”
represents the key condition of successive participa-
tion in inclusive environment and is usually the result of
targeted effort, since it presupposes recognising the op-
portunity of changing one’s own life position (attitude).
Needless to say that this kind of “openness to the “other”
should not violate the security of the personality, which
embraces preservation of one’s one identity as well as the
opportunity of the person’s identification with a referent
(cultural, ethnic or any other) group. However without
the readiness to change one’s life position, “the other” is
likely to be perceived as hostile or disruptive, which usu-
ally triggers resistance and rejection [11; 12].

Thus, successful social inclusion should be assured by
corresponding changes of attitudes and life position. In
our opinion this kind of changes may only occur in joint
activity, in the process of which the participants could
gain successful experience of inclusive interaction. An
efficient way for organising this kind of joint activity
could be the so-called “special theatre”.

“Special theatre” is a term designating theatrical
troupes with the participation of disabled persons (e.g.
with mental, physical and genetic disorders, visual, hear-
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ing and motor impairments, emotional disturbances
etc.), as well as integrated troupes, which bring together
persons with and without disabilities'. “Special theatre”
creates broad opportunities for promoting social inclu-
sion. On the one hand, theatrical activity can provide
conditions for creative self-realisation of people with
various abilities and needs by giving them a chance to
discover their capacities in the sphere of art. On the
other hand, theatrical activity creates conditions for the
so-called “reverse inclusion”, allowing to shape not only
in actors, but also in spectators the accepting social posi-
tion (attitude) that we have already mentioned earlier.
It is thus no wonder that “special theatre” as a social
phenomenon has spontaneously emerged in different
countries at different time, gaining popularity with the
humanisation of society.

Inclusive theatre in Europe and the USA

Inclusive theatre troupes in Western Europe and in
the USA made their first organised appearance in 1960s.
Over the next decades they evolved from amateur move-
ment into professional art, labeled today as “inclusive the-
atre” (or “special theatre” in Russia). The practice of in-
cluding people with disabilities into theatrical plays both
in Europe and in the USA developed in parallel with the
social perception of inclusion per se. Interestingly enough,
the process of the evolution of inclusive theatre move-
ment in Europe and in Russia has many similarities. At
the beginning a clear line was drawn between “tradition-
al” theatre, featuring actors without special needs, and a
kind of “exclusive” theatre, designed entirely for people
with disabilities. This period in the history of “special the-
atre” was characterised by a clear “specialisation” of in-
clusive theatres, when people having a particular kind of
disability were brought together on the stage (theatre of
the deaf, theatre of the blind etc). An example of this kind
of theatre is the National Theater of the Deaf, which was
opened in the USA in 1967 and began producing shows
with both spoken word and American sign language. It is
at that very moment that American spectators were for
the first time faced with an unusual form of theatre, which
appeared rather challenging both for the American soci-
ety, and for theatrical art in general [16].

! The term was introduced in Russia in 2000 by the Organising Committee of the All-Russia Festival “Proteatr” chaired by N. Popova and has

become widespread in contemporary Russian culture.
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The second stage in the development of the “special
theatre” was characterised by a gradual transition from
theatrical studios, featuring exclusively actors with a par-
ticular disability, to mixed troupes, open for participants
with various kinds of special needs. At the same time dis-
abled people made their first steps on the stage of “tradi-
tional theatres”, however they were still supposed to be
in minority compared with the other participants of the
troupe. This historical period could be illustrated by the
experience of a well-known Austrian specialist Hilde Ho-
gler, who is considered the founder of modern integrated
dance. Hogler started her work in 1960s, creating dance
pieces for her son with Down syndrome, and later for other
children with mental disorders. The main goal of her work
became elaborating dances, designed both for people with
and without disabilities. It is quite important, that Ho-
gler did not only try to elaborate an original form of self-
expression for the participants of her studio, but also to
adapt it for a broader audience. Today Hogler’s ideas are
successfully developed by Rodney Bell — a well-known
disabled dancer, who creates pair dances, performed by
people with and without disabilities [20].

The third period in the history of “special theatre” is
characterized by a qualitative shift towards “integrated
troupes”, mixing people with and without disabilities as
absolutely equal participants. The substantial difference of
this period from the previous stages is connected with the
transformation of the way of perceiving disability. If at the
beginning of the inclusive theatre movement disability was
mostly regarded as something that should be overcome or
disguised, at this point it is perceived as a resource of devel-
opment. In integrated theatre the participants are not divid-
ed into “persons with disabilities” or “persons without dis-
abilities” — they are all treated as personalities with a unique
set of individual characteristics. This approach focuses first
of all on the art per se, rather than on the peculiarities of
its creators. Nowadays both inclusive and integrated profes-
sional theatres exist almost in all European countries.

For example in Great Britain there are many theatres
that practice performances featuring disabled actors.
One of them is “Blue Apple Theatre” — an inclusive the-
atre company, founded in Winchester in 2005 with the
aim of pioneering the inclusion of actors with intellec-
tual disabilities on mainstream stages. In 2012 the the-
atre produced William Shakespeare’s “Hamlet” featur-
ing professional actors with Down syndrome for the first
time in the history of the play [23].

One more example is “Pegasus”, situated in Oxford-
shire, which is a regional inclusive theatre, open for vari-
ous groupes of people, including children and adolescents
from socially disadvantaged families, as well as vulnerable
and disabled young persons. The mission of the theatre
consists not only in bringing its participants on the stage,
but in applying the potential of the theatre for their reha-
bilitation and sociolisation. Thus, the theatre offers a sys-
tem of workshops where young people can try themselves
in music production, stage lighting, scenic and costume
design. The theatre also offers a big variety of professional
arts-based training programmes, the participants of which
often stay to work in the theatre as group-leaders, actors
and even stage directors [21; 8].
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In Germany “special theatre” has a history of over
40 years. Many inclusive theatres collaborate with fa-
mous choreographers, stage directors, actors and musi-
cians, gaining more and more popularity in society. Quite
well-known is the Berlin theatre “THIKWA”, founded
in 1990. Recently “THIKWA” and Russian integrated
theatre studio “Krug I1” (“Circle II"”) have been work-
ing on a joint inclusive performance “BioFiction. Where
does the real life end?”. The first night of the show took
place in Berlin, Moscow, St. Petersbourg and Pskov in
December 2016 [27].

In the USA there are many theatres open for people
with various kinds of special needs. One of the pioneers
of inclusive theatre movement in the country is “Alli-
ance for Inclusion in the Arts” — organization that sup-
ports and promotes the inclusion of disabled people in all
realms of performing and fine arts. The aim of this work
is to increase diversity, as well as to bring theatrical art
closer to real life throughout the United States [24].

“Breaking Through Barriers” is another example of
an inclusive theatre. Founded in 1979, the theatre began
as a company of sighted actors hired to record plays for
the blind. At the beginning of 1980s, the theatre made a
few shows that mixed blind, low-vision and sighted ac-
tors, which soon developed into full stage productions
both for blind and sighted audiences. In 2008, the the-
atre expanded its mission to include performers with all
kinds of disabilities [25].

An example of an integrated theatre in the USA is the
“Apothetae” — a small theatre in New York, created by
Gregg Mozgala, a professional actor with cerebral palsy.
The theatre integrates able bodied actors with actors
who have mental and physical disabilities [26].

It is worthy of note that at the present stage of de-
velopment of inclusive theatre it has become possible for
individual projects by actors and performers with dis-
ability to take wing. With provocative “different” and
unconventional art forms being under public scrutiny
and in great demand, the image of a disabled person is
being perceived from the perspective of revitalising old
cultural clichés and bias. The showcase for such success-
ful individual projects in cinema and theatre are works
by Mat Frazer, Lisa Bufano, Claire Cunningham, Neil
Marcus and many others.

Mat Frazer, for example, is an active contributor to
the theatre life of Great Britain. In his play called Tha-
lidomide! (the name refers to the medicine for pregnant
women that causes multiple deformities in infants and
was the cause of Mat’s own disability) he is bot the lead-
ing actor and the playwright [19].

Lisa Bufano is an American performer and artist, who
had her legs and fingers amputated at the age of 21. She
creates her own style of dancing by using stilt-shaped
prosthesis. Meanwhile Claire Cunningham, who dances
on crutches, stages her performances by using ordinary
rehabilitation equipment as props [15].

In art house cinema the name of director Neil Mar-
cus is well-known. At 8, Marcus was diagnosed with
generalised dystonia. At 14, he started his aesthetic ex-
perimentation with photography and film-making. Film
critics regard Marcus as an innovator and inventor of a
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unique cinematographic style that was called “intimate
public conversation” [17].

On the whole, over the past twenty years in Europe
and in the USA there has been a trend towards increasing
the number of actors with disability both on special stages
and on the stages of the so-called “traditional theatres”.

The history of inclusive theatres in Russia

In Russia inclusive theatres started to appear only
around 10—15 years ago, however even in this relatively
short period of time Russian “special theatre” has elabo-
rated its original style and its own way of development.
Today there are more than one hundred inclusive the-
atres in the country. Among them are: Integrated theat-
rical studio “Krug” (“Circle”), featuring children, ado-
lescents and young people with special needs (cerebral
palsy, autistic spectrum disorders, schizophrenia, physi-
cal and mental disorders) and their age-mates without
disabilities; theatre “Nedoslov”, featuring predominantly
actors with hearing disorders; theatre “Prostodushnih”,
where the majority of actors have Down syndrome; the-
atre “SinematoghrapH”, specialising in the work with
deaf people and people with hearing disorders; inte-
grated theatrical studio “Krug IT” (“Circle I1”), designed
for adolescents, children and adult participants both
with and without disabilities; Folk-theatre “Vnutren-
nee Zrenie” (“Inner Vision”) that features actors with
visual impairments, theatre MAT “Otkritoe iskusstvo”
(“Open Art”), designed mostly for disabled people and
children with Down syndrome; theatrical school of the
Foundation Supporting the Deaf and Blind People “So-
edinenie” (“Uniting”), which brings together profession-
al actors and people with disabilities; inclusive theatre
“Taganka Shed”, open for anyone regardless of age, social
status and health condition.

An important stage in the history of inclusive theatre
movement in Russia is connected with the All-Russia
Festival “Proteatr” that was launched in 2000. The First
Festival was devoted to the discovery of the phenom-
enon of “special theatre” as of inalienable part of culture
(till 2000 there were no festivals featuring inclusive or
integrated theatrical troupes). In 2001 already more
than 60 Russian inclusive theatres and studios took part
in the Festival, bringing together not only people with
various kinds of special needs, but also showing all the
diversity of theatrical genres, particularly musical, plas-
tical, dramatic, puppet, circus, pop etc. Now the Festival
takes place three times a year, embracing a preliminary
competition of video-recorded performances; the Festi-
val week, when the winners of the competition come to
show their performances in Moscow; educational pro-
gramme, which includes workshops and creative meet-
ings; special exhibitions; conferences etc.

As the names of theatrical troupes testify, the ma-
jority of Russian inclusive theatres currently specialise
in the work with people having a particular kind (or
kinds) of disabilities — with the exception of a few in-
tegrated theatrical studios featuring both people with
and without special needs. Generally, in comparison
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with Europe and the USA, in Russia only a small num-
ber of theatres position themselves as inclusive. People
with special needs rarely have access to professional
theatrical activity, since there is yet no professional
training for people who want to work in this sphere and
even no official profession of inclusive theatre stage di-
rector. Thus, elaboration of new approaches to organis-
ing “special theatre” and creation of models of inclusive
theatrical platforms are particularly in demand in con-
temporary Russian society.

Today among the aims that pursue the organisers
of inclusive theatrical troupes in Russia there are: de-
velopment of the participants in the process of creative
activity; improving the life quality of people with dis-
abilities by means of theatrical art; creating a positive
image of disabled persons in culture etc. Currently the
main difference of the Russian “special theatre” from
the European and American prototypes is connected
with the fact that it is considerably less focused on the
painful subjective experience of the participants with
special needs. For example in contrast with their col-
leagues from abroad, Russian stage directors are much
less likely to choose the disabled actors’ life stories
as a plot for the play, emphasising not that much the
therapeutic, but mostly the artistic effects of inclusive
theatrical activity. As far as the form is concerned,
Russian inclusive theatres and studios elaborate both
the contemporary eclectic style and the classical tradi-
tion, while European and American stage directors give
preference to post-modern theatrical forms. On the
one hand, their choice is justified, since the means of
modern theatre (both technical and expressive) allow
to embody intricate philosophical plots and transfer
meanings in the form of subtle visual metaphors, which
definitely widens the horizons of inclusive theatre. On
the other hand, classical theatrical forms, which appeal
to aesthetic habits of the senior generations, allow to
address a broader audience and attract more partici-
pants, whose need in self-expression has long remained
neglected in theatrical art. One could suppose that only
elaboration of various directions of inclusive theatrical
activity could create a broad variety of inclusive the-
atre models that could be successfully applied in differ-
ent socio-cultural contexts.

Cultural-historical approach to the organisation
of special theatre: a reflective-communicative
model of social inclusion

The potential of the “special theatre” in Russia is
inseparably connected with Russian philosophical, psy-
chological and educational legacy, turning to which al-
lows not only to enrich the form and content of theatri-
cal activity, but also creates conditions for transforming
it into an efficient means of social inclusion. Therefore
we make an attempt to elaborate a new inclusive theatre
model, focusing on the system of concepts of the cultur-
al-historical scientific school.

The model is based on L.S. Vygotsky’s idea that
every physical impairment (“organic defect”) reveals
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itself as a social “abnormality” of behaviour, which
means that its overcoming can occur in a situation of
organised social interaction [4]. We suppose that this
kind of social interaction could be created by means
of joint impersonation and its “pereghivanie” by the
participants in the process of theatrical activity, when
not only the actor, but also the spectator and the stage
director jointly experience the semantic field of the-
atrical activity. It is quite probable that this kind of
“polyphonic theatre”, based on the processes of reflec-
tive communication, could soon replace the so-called
“traditional” theatrical art.

The elaborated model of “special theatre” is based
on the ideas of the cultural-historical theory, founded
by a prominent Russian psychologist L.S. Vygotsky
(1896—1934). In the early years of his scientific career
Vygotsky had a very strong connection with theatre.
As a member of the Art Council of the city of Gomel,
Vygotsky found himself at the very heart of Russia’s
theatrical life and wrote critical reviews (he is consid-
ered the author of around 80 reviews). There are strong
grounds to believe that Vygotsky’s theatrical back-
ground had a life-long influence on his ideas and on the
theory which he created [5; 10]. Moreover, according
to M.G. Yaroshevsky, Vygotsky set the goal of “creat-
ing psychology in terms of drama” [13]. Yaroshevsky
claims that cultural-historical theory might be per-
ceived as “psychology in terms of drama”, with drama
representing one of its key concepts [13].

Vygotky’s theory underlies the general genetic law
of development, according to which “.any function
in the child’s cultural development appears on stage
twice, that is, on two planes. Tt firstly appears on the
social plane and then on a psychological plane. Firstly
among people as an inter-psychological category and
then within the child as an intra-psychological cat-
egory. This is equally true with regard to voluntary at-
tention, logical memory, the formation of concepts and
the development of volition” [3, p. 145]. The key notion
in Vygotsky’s formulation of the general genetic law is
the word “category”, which, according to N. Veresov, in
Russian pre-revolutionary theatre’s vocabulary meant
“dramatic event, collision of characters on the stage”
[22]. As Vygotsky was familiar with the language of
Russian theatre and arts, he used the word “category”
to emphasise the character of the social relation, which
becomes the individual function: “The social relation
he means is not an ordinary social relation between the
two individuals. This is a social relation that appears as
a category, i.e. as emotionally colored ... collision, the
contradiction between the two people, the dramatical
event, drama between two individuals. Being emotion-
ally and mentally experienced as social drama (on the
social plane) it later becomes the individual intra-psy-
chological category” [22, p. 6].
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Thus, in the framework of L.S. Vygotsky’s theory,
the source of development is represented by the social
environment, where any higher mental function or pro-
cess first appears as a social relation between the people.
This relation is then “interiorised”, which means, that it
moves from the external into internal plane, becoming
the ability of the child. Importantly, not any social re-
lation is “interiorised”, but only the one which emerges
as an emotionally coloured collision, a contradiction, a
conflict. That is why L.S. Vygotsky regards develop-
ment as a series of dramatic events, and drama as an
important condition of development, due to which “in-
teriorisation” or “subjectivation” of social relations can
occur. It is also important to highlight that the key
constituent of drama is “pereghivanie” — an emotional
reaction of the child (or adult) to the social situation,
without which they are unable to join the process of
interaction with the others®.

Following L.S. Vygotsky’s ideas, we could say that
development always presupposes a specific “drama” —
that is, a situation of interaction, where collisions and
conflicts occur, triggering emotional reactions of the
participants (“pereghivanie”). From this perspective
“pereghivanie” may be perceived as a mechanism of
transforming the social situation of development. In
the context of the elaborated model, “collisions and
conflicts” that emerge in the process of joint activity,
become the subject of particular consideration and fur-
ther analysis by each participant of theatrical activity,
which is impossible without reflection — another key
mechanism, responsible for the organisation of inter-
action with the others in the situation of joint activ-
ity®. Reflection ensures reversible transitions from the
“pereghivanie” of “drama” by each participant of the
joint action to its further reconsideration in the situa-
tion of organised discussion (the so-called “principle of
reflective communication”).

Therefore the main difference of the elaborated mod-
el from the existing patterns of “special theatres” is con-
nected with its orientation on developing such kind of
theatrical activity, where “conflicts and collisions” are
intentionally modeled, and where “pereghivanie” and re-
flection are regarded as the key mechanisms of organis-
ing the process of joint action.

The principles of organising the activity
of “special theatres”

The main principles of the elaborated model include:

¢ the principle of individual trajectories;

* the principle of interactive role exchanges;

* the principle of reflective communication.

The principle of modeling individual trajectories
presupposes that the participants of “special theatre”

2 “Pereghivanie” in the context of development is currently in the focus of discussion by the professional community. However this discussion
is beyond the topic of this article. A possible interpretation of this issue can be found in the Collection of Abstracts for the International Sympo-
sium “Scientific School of L.S. Vygotsky: Traditions and Innovations”. Moscow, MSUPE, 2016. 343 p. URL: http://psyjournals.ru/files/82342/

iscarschool2016.pdf).

3 For more detailed information about various aspects of reflection see [1], [2], [6], [7], [9]-




KYJbTYPHO-UCTOPUYECKA IICUXOJOTUA 2017. T. 13. Ne 1

CULTURAL-HISTORICAL PSYCHOLOGY. 2017. Vol. 13, no. 1

gain positive experience of inclusion via different tra-
jectories, which are elaborated according with their
individual abilities and needs. One of the tasks of the
elaborated “special theatre” model is development of
self-expression, emotional flexibility, improvisation
skills and ability to accept the subjectivity of the oth-
er. Therefore, the emphasis in the work of the theatre
is put not on the play per se, but on the participants’
reflection on their roles and “pereghivanie” in the pro-
cess of theatrical activity. This determines the key ele-
ment in the work of the theatre, that is — elaboration
of personal aesthetics, or, in other words, searching for
individual means of self-expression, which the partici-
pants could use not only on the stage, but in everyday
life. The palette of the means, which the participants
have for “experimenting” with form and content, al-
lows them to find such tool/way of self-presentation,
that, on the one hand, would match their actual abili-
ties and needs, and, on the other hand, would be used
as a means of creating a new image and developing the
dialogue with the other. This idea in the framework of
our research could be illustrated by the use of digi-
tal media by people with various disabilities: apply-
ing the subjective camera by participants with visual
impairments, using self-recorded monologues by par-
ticipants with ASD, applying dynamic projections by
people with loco-motor difficulties, etc. This approach
is novel in the work with people with special needs,
since it suggests reconsideration of the concepts of
“norm”, “beauty” and “aesthetics”, in order to create
a particular kind of aesthetic form, based on the par-
ticipants’ actual abilities and appearance. From this
perspective, the elaborated model of “special theatre”
challenges both concepts of “making normal” and
“wearing a mask”, making a step towards perceiving
peculiarities and disabilities as individual resource.
The practices of the “special theatre” in this context
may be regarded as an alternative to the concepts of
“making normal” or “disguising disability”, which al-
lows to perceive disability as an individual resource.
The principle of interactive role exchanges — is
one of the cornerstones of the elaborated model of
“special theatre”. It presupposes interaction of all par-
ticipants in the process of working on a play, with the
condition that at a certain point the spectator also
takes part in this interaction. This approach is quite
efficient for persons with special needs, since barriers,
which emerge in the interaction between people with
and without disabilities, are often due to baseless ste-
reotypes. Interactivity as the possibility of improvisa-
tion on the stage represents, on the one hand, a situ-
ation of intentionally organised convention, which
invites to revealing the inner “self” and experimenting
with one’s own identity, and, on the other hand, adds
a realistic component into the process of theatrical
activity. Thus, choosing the ways of interaction, both
via joint work on the scenario or via interactive im-
provisation and its “pereghivanie”, allows the partici-
pants to creatively model the trajectories of their own
personal development and manage the dramatic mo-
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ment, oriented on the audience and other participants.
The play (as the final product) is also perceived first
of all as a meeting of various opinions, interpretations
and unexpected situations, where the participants act
as organisers and authors of the interaction with the
spectators.

The principle of reflective communication. In the
context of the elaborated model reflection is perceived
as an important mechanism, responsible for the organ-
isation of interaction between the person and the oth-
ers in the situation of joint activity. Reflection allows
the person to go beyond one’s individual experience
and change position, leading to qualitative changes in
the personality’s system of values. Therefore, reflection
plays the key role in transforming various structural
components of identity and in the person’s construct-
ing of new images of the “Self”. Moreover, it is reflec-
tion that determines the person’s readiness for changes,
oriented at the other. From this perspective, the elab-
orated kind of “special theatre” may be regarded as a
model of two-way reflective-communicative inclu-
sion, aimed at the reconsideration of the possibilities
and limitations of one’s own action, which are expe-
rienced (“pereghivanie”) in the process of joint activ-
ity. Reflection ensures reversible transitions from the
“pereghivanie” of “drama” by each participant of the
joint action to its further reconsideration in the situa-
tion of organised discussion [8; 9].

Reflective communication presupposes openness
in discussing success and difficulties in joint activity,
as well as further application of the results of analys-
ing the limitations of one’s own action and the ac-
tion of the other in order to transform and reconsider
various aspects of the “self”. An important role in this
process belongs to the stage director, who is faced not
only with the task of creating a concrete play, but also
with the task of organising such kind of theatrical ac-
tivity, that could contribute to developing communi-
cative and reflective skills in its participants. Thus,
on the one hand, stage director is challenged with the
necessity of working with the boundaries of his or her
own perception of the situation and at the same time
with the perception of other participants. On the oth-
er hand, he or she is also challenged with the task of
jointly elaborating new aspects of perceiving oneself
and the other in the process of experiencing a certain
play (plot). From this point of view, each meeting of
the “special theatre” is a possibility for each partici-
pant (including the stage director) to discover some-
thing about oneself and the other (to “feel” and to “live
through” abilities and disabilities of the other as one’s
own collision), as well as to find and to agree on the
ways of expressing one’s “pereghivanie” in the situa-
tion of joint interaction.

Thus, reflective-communicative model of “special
theatre” is quite different from the existing examples of
inclusive theatres and could become an efficient means
of social inclusion in contemporary society. Currently
this model is at the stage of practical approbation and
experimental study.
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PemeHI/Ie POBIEMBI COIMATFHON WHKITIO3UA — OflHA
13 aKTyaJIbHBIX 33/1a4, CTOSIIIINX TIepe/l COBPEMEHHbBIM
o6mectBoM. ColrabHast MHKJTIO3UST MOJKET OBITh TIOHSTA
KaK «ITPOIIeCC, BKIIOYAIOIINI OTIpe/ieIeHHbIE YCUITUS JIJIS
JOCTVKEHWS PABHBIX BO3MOKHOCTEH /11T BCEX, HE3aBUCH -
MO OT TI0JIa, BO3PACTa, COMMAIBLHOTO CTaTyca, 06pa3oBa-
HUSI, STHUYECKOU TIPUHAJJIEKHOCTH U T. /L., C TEM, YTOOBI
06eCIIeurnTh MOJHOIIEHHOE ¥ aKTUBHOE y4acTHe BO BCEX
chepax KU3HU, BKIIOYAS TPAXKAAHCKYIO, COIMATBHYIO,
9KOHOMHUYECKYIO M MTOJUTUYECKYIO aKTUBHOCTD, y4acThe
B IIpoliecce TIPUHATHS PellleH i, a TakKe Mpoliecc, ¢ 1o-
MOIIIBI0 KOTOPOTO 061ecTBO GopeTcst ¢ GeTHOCTIO U CO-
IUAbHON aKCKITo3ueit» |14, ¢. 12]. [Ipn atom KitoueBbIM
ACTIEKTOM COITMAJIbHON WHKJTIO3UU SIBJISIETCST TO, YTO OHA
HalleJieHa He Ha U3MEHEeHWe W UCTIPaBIeHue OTAeTbHO-
TO YesIoBeKa, HO Ha aJIalTalfio COIUATBbHOM CPEIbl K €T0
WH/IMBULY aJIbHBIM BO3MOKHOCTSIM 1 TIOTpeGHOCTSIM [ 14].

B mmpokoM cMmbicsie MHKITIO3US SBJSETCS COIUAD-
HOI KOHIIETINeH, KoTopas MpeAroaraeT IyMaHU3aIio
OOIIECTBEHHBIX OTHOIIECHHUIA TIOCPEACTBOM 0OECTIeYeHUS
YCJIOBUI 71T caMOPeaIn3aIiiy KaKI0T0 UJieHa COIMyMa 1
(hopmupoBanus TOTOBHOCTH K IPUHATUIO YHUKATIBHOCTU
apyroro — Gy/ib TO YeJIOBEK WHOM PAChl WM HAIMOHAIb-
HOCTH, WHBIX PEMTHO3HBIX WM TIOJUTHYECKUX YOeK Ie-
HUH, UMEONMH HHble TOTPeGHOCTH M OCOOEHHOCTH
passutus. [lo muenuio psga uccaenosateneii (A1O. Ille-
manos, H.T. TTonosa, A.M. IIepbarosa), (hopMupoBsanme
MIPUHUMAIONIEH TO3UIUN TI0 OTHOIEHUIO K APYTOMY SIB-
JITETCS BOKHEHIITM YCJIOBUEM YCIIEITHOTO BKITIOYEHUS B
WHKJTIO3UBHYTO CPE/Iy ¥, KaK MTPABUJIO, HOCUT TeJIeHaITPaB-
JIHHBIN XapaKTep, MOCKOJIbKY TIPe/IIoJaraeT OCO3HAHUE
BOBMOKHOCTU W3MEHEHUs] COOCTBEHHON JKU3HEHHON T10-
3uIuu. Pagymeercs, OTKPBITOCTD IPYTOMY HE JIOJKHA Ha-
pyIIaTh OCHOBBI (GE30MACHOCTH JIMYHOCTH, Ky/Ia BXOAAT U
coxpaneHre COOCTBEHHO WICHTUYHOCTH, U BO3BMOKHOCTh
NAeHTUDUKATINY WHIUBUAA € pedepeHTHo TpyTmIoi
(KyJIBTYPHOM, 9THUYECKOi Mn Kakoi-m6o apyroit). Oxu-
Hako (€3 HaJINU s TOTOBHOCTH K U3MEHEHU0 COOCTBEHHOI
TTO3WIUN €CTECTBEHHO OKUIATh BOCIIPUSTHUS IPYTOTO KaK
BPask1eOHOTO WM Pa3PyIIUTEILHOTO, UTO BJIEUET 3a CO00it
COTIPOTUBJIEHNE U oTTOp:KeHue [11; 12].

TaxkuM 06pasoM, yCIENHast COIUATbHAS WHKIFO3UST
Mpe/rnoIaraeT M3MeHEeHUs IMYHOCTHBIX CMBICTIOB U JKW3-
HeHHOIT mosuuuyu. Ha Harr B3Iy, mogo0HOro poa us-
MEHEHUsT MOTYT OBITb JIOCTUTHYTBI JIUIIIb TTOCPENCTBOM
CIelUATbHO OPraHU30BaHHON COBMECTHOW [eSTesIbHO-
CTH, B YCJOBUAX KOTOPOI YYaCTHUKH [IOJIy4aT yCIIEIIHbIi
OTIBIT WHKJIIO3WUBHOTO B3anMojleHcTBUSA. DPDeKTUBHON
IIJIOIIA/IKON 11 OpraHu3aliy TaKoro THUIla COBMECTHOM
JEeSITEJTBHOCTH MOJKET CTaTh «0COObIIT TeaTp».

«Oco0bb1it Tearp» — TepMUH, 00603HAYAIOIIMI Tea-
TpajibHble KOJUIEKTUBBI C yYaCTHEM JIIOJAEH ¢ 0COOeH-
HOCTSIMY Pa3BUTHUSA (HATIPUMED, UMEIONUX NHTEJIEKTY-
ATTBHYIO HEOCTATOYHOCTH, COMATHYECKUE, TCHETUIECKIE
U HCUXUYecKUe 3a00JI€BaHUsI, HAPYIIEHUST 3PEHUSL, CJIy-
Xa, OMOPHO-JIBUTATEJIBHOTO allllapara, SMOIUOHAIBHON
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cdepsl U T. 11.), a TAKKe HHTErPUPOBAHHBIE KOJIJIEKTUBBI,
B KOTOPBIX yYacTBYIOT Jioan, kak ¢ OB3, Tak u 6e3 Ta-
KOBbIX'. «Oco0bIii TEATP» OTKPBIBAET IUPOKUE BO3MOK-
HOCTU JIJIST TOATOTOBKH OOIIECTBA K COIMAIbHON WH-
kio3ur. C OHON CTOPOHBI, TeaTpajibHast IESITETBHOCTD
criocobHa 06eCIIeYnThb YCA0BUS I TBOPUECKON caMope-
AIM3ALIH JIOJE ¢ PA3HBIME BO3MOKHOCTSIMU U IOTPEO-
HOCTSIMU Y€Pe3 PACKPBITHE UX CIIOCOOHOCTER B 001aCTH
TearpajbHoro uckycersa. C Ipyroii cTOpoOHbI, TeaTpaJib-
Has AeATebHOCTh CO34aeT YCIOBY A1k (DOPMUPOBAHMUSI
«00paTHON» MHKJIIO3UH, T. €. TI03BOJIsIET ¢(HOPMUPOBATDH
He TOJIbKO Y YYaCTHUKOB, HO M Y 3pHUTeJIell 0coOYIO TIpu-
HUMAIOLIYIO COLUANBHYIO MO3KIIUIO, O KOTOPOU yiKe ro-
BOPHJIOCH Bbille. TakuM 06paszoM, HET HUYETO YAUBU-
TEJILHOTO B TOM, UTO «OCOOBIi TeaTp» Kak COMMUATbHBIN
(beHOMEH CTUXUITHO BO3HUMKAJ B Pa3HBIX CTPAHAX B pas-
Hoe BpeMst, mpruobpetast Bece OOJIBIINYIO MOMYJISIPHOCTD B
YCJIOBUSX TYMAHU3AIIH OOIIECTBA.

OnbIT peann3aly HHKJIIO3UBHbBIX TEATPOB
3a pyoe:xoM

[TepBble MHKITIO3WBHBIE TeaTpajbHbIe TPYIIbI Ha-
YaJu TosBIAAThCS B 3anaanoii EBpome u Amepuke B
1960-e tr. Co BpeMeHeM OHM CTaJU BBIXOIUTD 32 paM-
K1 JIIOOUTETBCKOTO MCKYCCTBa, MOJIOKUB HAYAJI0 Ha-
MPaBJIEHUIO, U3BECTHOMY CETOJHS KaK «OCOOBIN Tearps.
Heo6x011MO OTMETHUTD, UTO MJIes BKIIOYEHHUS aKTePOB
C Pa3IMYHBIMU OCOOEHHOCTSIMU B TeaTpPajIbHbIE CIIEK-
TaKJW Pa3zBUBAJIACH TAPAJIETbHO C 9BOJIOIUEH TIPe/-
cTaBJeHuit 00 NHKIIO3UU KaK B 3aIIaJHOM, TaK U B POC-
cuiickom obmectse. [Ipuuem u B Espore, u B Poccun
«0c000MY TeaTpy» MPEACTOSIO TPOUTH, 110 CYTH, CXO-
JKUH 1y Th. /{7151 Havasa aToro MyTH XapaKTepHO HaJu-
Yiie CTPOTUX IPAHUIl MEXKIY «OOBIYHBIM» T€ATPOM, TJIE
UTPAOT TPEJACTABUTENN YCIOBHO 3[0POBOTO GOJIBIINH-
CTBA, U, TI0 CYTH, <IKCKJIIO3MBHBIM»> TEATPOM 3aKPBITOTO
TUTIA, B KOTOPOM BBICTYHAIOT UCKJIIOYNUTETHHO aKTEPbh
¢ 0cobeHHOCTAMM. XapaKTepHOIl 4epToi JaHHOIro HTa-
1a SBJISIETCS TaK)Ke JIOCTATOUHO JKEeCTKasl «CIeluajm-
3alisi» MHKJIO3MBHBIX T€ATPOB, KOTJIAa HA OJHOU Cclle-
He UTPAIOT MPENMYIIEeCTBEHHO JIOAU C OTNpejieIeHHON
HOB30JIOTHEN («TeaTp IJIIyXUX», «TeaTp CJENbIX» U JIp.).
OnHOIT 13 IPKUX WITIOCTPAIIMH JAHHOTO UCTOPUYECKO-
ro mepuozia spisiercss HanmmonambHBIN TeaTp TIyXWX,
otkpeiBmniicss B CIIA B 1967 r. Teatp mepBbIM cTa
HCIIOJTh30BAaTh aMEPUKAHCKUIN SI3BIK TJTYyXUX Hapsy C
XyZlOKeCcTBeHHOU fekmamareil. imenHo Torna amepu-
KaHCKUI 3pUTEJb BIIEPBBIE CTOJKHYJICS ¢ HEOOBIUHOI
(bopmoii TeaTpa, 4YTO ABUIOCH UCTIBITAHUEM U JIJIS HETO,
U JIJIst TeaTpaibHOM ceps B 11esiom [16].

Bropoii sran craHoB/ieHHs <0cOO0r0 TeaTpay CBI3aH
C MTOCTETIEHHBIM OTXOJIOM OT JKECTKOUW «CIEeIUaNn3aIums>
U CO3/IaHMeM CMEINAHHBIX KOJIJIEKTUBOB, YYaCTHUKAMU
KOTOPBIX CTAHOBSTCS JIOJM C CAMBIMU PAa3HBIMHU OCO-

! Tepmun 6611 BBesien B 2000 r. oprkomurerom Beepocceuiickoro dectusans «IIporeatp» noa npencenarensecrsom H.T. TTonosoii u moyumn
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6erHOCTSMU. B 9T0 jke BpeMst HAaUMHAETCST TIOCTENIEHHOE
Brimouenue Jogeil ¢ OB3 B MOCTAHOBKU «OOBIUHBIX>
TEaTPOB, OJHAKO ITO BKJIIOYEHHE HOCUT BecbMa M301-
paTeJIbHBIM XapaKTep U TPEANoJaraer, 4YTo aKTepbl C
0COOEHHOCTSIMU HaXOJSATCSI B HEM3MEHHOM MEHbBIITHH-
CTBE TI0 OTHOIIEHWIO K YCJOBHO 3JI0POBBIM YYaCTHUKAM
Tpymmbl. /g WIocTpanun JaHHOTO HUCTOPUYECKOTO
Meprojia MOKHO ObLIO0 ObI YIOMSIHYTH aBCTPUICKOTO
crientuaarcTa Xmibay Xoraep, KoTopasd CIuTaeTcss OCHO-
BOMOJIOKHUIIEH TIKOJIBI COBPEMEHHOTO MHTETPATUBHOTO
tania. Xorjaep Hayajaa cBoio pabory B 1960-e rr., mpuy-
MbIBasl TaHIIeBAJIbHbIE ATIO/IbI 11 CBIHA, POJMBIIETOCS C
cunjgipomoM /layna. [Tocrenenno ona crana npuBjiekaTb
K paboTte ¥ APYTUX jeTeil ¢ MEHTATLHBIMU HAPYIICHWsI-
M, OJIHAKO TJIABHOW mjieell ee paboOTHI CTANO CO3MaHue
Takoil (hopMbl TaHIa, KoTopas Oblia Gbl OMHOBPEMEHHO
JOCTYTTHA JITTST TAHIOPOB KaK ¢ WHBAJTUIHOCTHIO, TaK U
6e3 Hee. BaskHO OTMETHUTB, YTO XOIJIEp CTPEMUJIACH HE
POCTO pa3paboTaTh OPUTHHAIBHYIO (hOPMY CaMOBBIPa-
JKEHUS I YIaCTHUKOB CBOEH CTYIUU, HO U alaliTUPO-
BaTh ee /i1 mupokoit ayauropun. Ceronns ujen Xorjiep
ycreiHo pa3BuBaeT Taniop Poxuu benn — usBecTHbI
MOCTaHOBIUK MAPHOTO TAHI[A C YIACTHEM OOBIUHBIX TaH-
1IOPOB U TaHIIOPOB-KOJIICOUHUKOB [ 20].

Tpertuii aTam pasBUTHs «0COOOTO TeaTpay XapakTe-
PH3YeTCsT KAaUeCTBEHHBIM C/IBUTOM B CTOPOHY <MHTETPHU-
POBAHHBIX KOJIJIEKTUBOBY, T7Ie JIIOMU KaK C PA3JINIHBIMU
0COGEHHOCTSIME, TaK U 0e3 TAKOBBIX SIBJISIOTCS PaBHO-
MPaBHBIMM ~ YYaCTHUKAMW TIOCTAaHOBOK. BakHeiimeit
YepTol JIAHHOTO HTalla MOKHO CUUTATH MEPEXO]] OT TO-
HUMaHUg 0COOEHHOCTH KaK TOTO, YTO HeOOXOMMO OO0
[IPeoI0JIeBaTh, MO0 MACKMPOBATh, K IPEACTABICHIIO 00
0COGEHHOCTH KaK 0 Pecypce pasBuTust. B HHTErpupoBaH-
HOM TeaTpe KaK/Iblil yYaCTHUK BBICTYIIACT HE KaK «HOCH-
TeJTb» VI «HE-HOCUTENb» OCOOEHHOCTH, HO KaK JIMYHOCTD
C YHUKQJIbHBIM HaGOPOM MPUCYIIUX €il XapaKTepPUCTHK.
[Tpu TakoM 1ojxo/ie B IIeHTPpe BHUMAHNS OKa3bIBAeTCs, B
[IEPBYIO OYepe/lb, CAMO MCKYCCTBO, & HE COILYTCTBYIOINE
€T0 BOZHUKHOBEHUIO 0ocobeHHOCTH ero cozmaresneii. Ce-
TO/IHST TIPAKTUYECKU BO BCEX 3aIaIHOEBPOIEHCKUX CTpa-
HaX CYMIECTBYIOT KaK WHKJIIO3UBHbIE, TaK U WHTETPUPO-
BaHHbBIE TEATPBI MPO(HECCHOHATBHOTO YPOBHSL.

Tax, nHaupumep, B BesmmkoOpuranum paboTaer MHO-
JKECTBO TEATPOB, MPAKTUKYIOMINUX MOCTAHOBKY C Y4aCTH-
eMm mozeii ¢ OB3. Onun u3 nux — Teatp «buy sy
(«Blue Apple Theatre») — UHKIIO3UBHBII TeaTp, KOTO-
poiii oTkpblicst B Bunuecrepe B 2005 T. ¢ 11€7bI0 TIPO-
JIBUZKEHUSI MHKJIIO3MU AKTEPOB € MHTEJIEKTYAJTbHBIMU
HapylieHusIMU Ha Betynue ciierbl mupa. B 2012 r. reatp
OpPraHU30BaJI MEPBYI0 B MUPe MOCTaHOBKY «['amieras, B
KOTOpO# chIrpajau 1podeccuoHalbHble aKTepbl ¢ CUH-
npomom /layna [23].

Eme ogma Teatp — Teatp «Ilerac» («Pegasus») B
Oxcdopie — npescraBisieT coO0H YHUKATBHBIH TIPIMED
MJIOMIA/IKA, OTKPBITOM JIJISi CaMBIX PAa3HBIX KaTEropwi
JIofiedl, BKJtouas fieTeil 1 o [poCTKOB 13 COIMAIBHO He-
6J1aroII0JIyUHBIX CeMeii, JIMI], HaXOASIUXCSA B CJOKHOM
JKU3HEHHOU CUTYaIlUH, TEPEKUBIITUX HACUIIME UJTH NMe-
onmx OB3. Muccus tearpa 3akiodaercss He CTOJIBKO
B TOM, 4TOObI BBIBECTH TUX JIOJEH HA CIIEHY, CKOJIBKO
B TOM, YTOOBI MCIIOJIB30BATh MOTEHIIHA TEaTpa JJIsl UX

7”5

peabuuranuu u conpanusanuu. Tak, TeaTp mpeaaraer
CHICTEMY MacTep-KJIacCOB, B PAMKAX KOTOPBIX YYACTHUKH
MOTYT MOTPOGOBATEH ceOsT B M3TOTOBIECHNHN TEATPAITHHBIX
JIEKOpaInii, MYy3BIKQJIbHOM COIMPOBOKICHUU CIEKTa-
KJIeHl MM MNThe KOCTIOMOB. TeaTp mpejsaraeT Takke
MTUPOKUIA CHEKTP TPOTrpaMM TPOhECCUOHATBHON MO
TOTOBKU TI0 HAIIPaBJICHUSAM, CBS3aHHBIM C T€aTPaTbHOMN
NeATEBbHOCTBIO W UCKYCCTBOM. BTociencTBun MHOTHE
YUYACTHUKU T€ATPA CTAHOBSITCS €r0 COTPYAHUKAMU U Ca-
MOCTOSITETBHO TIPOBOJISIT MACTEP-KJIACCHI U JAXKe CTABSIT
cnekrakiu [21; 8].

B I'epmanum mpakTHKa MHKJIIO3UBHBIX T€ATPOB CYIIIE-
crByer yxe Gosee 40 jier. MHOr1Me U3 9THX T€aTpoB pa-
6OTAIOT CO 3HAMEHUTBIMI XOpeorpadaMu, peKUCCePaMH,
aKTepaMU U MY3bIKAHTAMMU, BBI3BIBAs BCe GOJBIUN HH-
Tepec co CTOPOHBI 06mecTBa. [IprMepoM TakoTo Tearpa
apusiercst bepmuackuii Tearp «Tuksay (« THIKW A»),
coznannbiii B 1990 r. B 2016 1. Teatp «TukBa» u poc-
cutickasg Tteatp-ctyaus <«Kpyr-II» moarorosusau co-
BMECTHBIII MHKJIIO3UBHBIN criekTakyab «BioFiction. I'ne
3aKaHYMBAETCS PeabHas JKU3Hb?», IPeMbepa KOTOPOTO
cocrostiach B Bepaune, Mockse, Cankr-ITerepbypre u
IIckose B gexabpe mporioro rozga [27].

MHO:KecTBO TeaTpoB, UbU JABEPH OTKDPBITHI [JIs JIIO-
neit ¢ pasHoOGPasHBIMEU OCOGEHHOCTSIMI, B HACTOSIIEE
Bpemst paboraer B CIIA. OxHON M3 KPyIHEHIINX 1110~
MIAJI0K, TIPOIBUTAIONINX WEI0 COIMATbHON WHKIIO3WH,
SIBJISIETCST OPraHMU3aIust «AJIbSTHC WHKJTIO3UU B UCKYC-
crBe CHIA» («The Alliance for Inclusion in the Art»),
KOTOpast TOJIEPKUBAET TPOEKTDbI, HAINPaBJIEHHbIE Ha
npussiedenue Jjojeit ¢ OB3 B TearpajibHyIO JiesTelb-
HocTbh. Ilenb 31Ol paboThl — MaKCUMaJIbHOE TIPUOIU-
JKeHUe TeaTPAIbHBIX TOCTAHOBOK K PEAJbHON JKU3HU, &
TakKe n30aBJIeHUe TeaTPATbHON chepbl OT UMUK U~
TApPHOCTH U UCKYCCTBEHHOCTH [24].

Tearp «Bpeiikun Tpy 6appueps» («Theater Breaking
Through Barriers») — elle 0AuH WHKJIIO3UBHBIN TeaTp,
ocaoBauublil B 1979 1. [/learenpHOCTh TeaTpa Havamzach
C 3aIMCH TIOCTAHOBOK /IJIST CJIETIBIX, T/le UTPAJH 3PsTIue
axrepsl. B Havaze 1980-x rr. TeaTp mpeAnpuHIII TTepBbie
MOMBITKU MTOCTAHOBOK € YYaCTHEM CJIETIBIX, CJTab0BUIs-
MUX U 3PSYUX aKTEPOB, KOTOPbIe BCKOPE TIEPEPOCN B
MOJTHOMACIITaGHbIE TOCTAHOBKH, TIPE/THA3HAUCHHDIE KAK
1151 OOBIYHON Ay TUTOPHUH, TAK U JIJISI JTIO/IEl ¢ HapyIIeH!U-
amu 3penns. B 2008 . Tearp pacmmpui rpaHuiibl CBOeH
MHUCCHH /10 PAOOTBI € MPEICTABUTENSIMEI CAMBIX PA3HBIX
kateropuii imir ¢ OB3 [25].

B xauecTBe mUpuMepa WHTErPUPOBAHHOrO TeaTpa
B CIHIA moxHO npuBectu Takke <«Amnorere» («The
Apothetae») — nebospmoii Teatp B Hpio-Iopke, oc-
HoBaHHBIN ['perrom Mosrama — mnpodeccrnoHaIbHBIM
axkrepom c /[IIII. B mocTanoBkax Tearpa yuacTBYIOT Kak
OOBIUHbBIE AKTEPBI, TAK W AKTEPbI ¢ MEHTAJTBHBIMU U (HH-
3UYEeCKUME 0COGeHHOCTSIMHE [26].

BaxxHO OTMETHUTDH, UTO HA COBPEMEHHOM 3Tale pas-
BUTHS WHKJIO3UBHOTO TeaTrpa CTajia BO3MOXKHOW pea-
JIU3AIUST UHAUBUIYATBHBIX IIPOEKTOB aKTePOB U Iep-
opmancucroB ¢ OB3. B ycioBusxX MOBBIIIEHHOTO
BHUMAHUS W MHTEPECca K HEOOBIUHBIM, «HHBIM», HEKOH-
BEHIIMOHAIBLHBIM (hOPMaM B MCKYCCTBe 00pa3 desoBeKa
C MHBATUIHOCTBIO BOCIIPHHUMAETCS C MO3UIIUU OOHOB-
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JIEHUS KyJIbTYPHBIX KJIMIIE U CTEPEOTUIIOB BOCIIPUATHSL.
[Ipumepamu ycrenrHoil peasnsauy WHAMBUILYATbHBIX
TeaTPAIBHBIX ¥ KUHO- TIPOEKTOB MOTYT CTaTh PabOThI
M. Dpeiizepa, JI. Bydano, K. Kannunrxam, H. Mapkyca
W MHOTHX JIPYTHUX.

Mot Dpeiizep aKTUBHO yYacTBYeT B TeaTPaTbHON
sKu3HU AHTIIMU. B €ro TIoCTaHOBKE U € €ro yyacTheM Ha
CIIeHE HECKOJIBKUX T€ATPOB ObLI TIOKA3aJI MIO3UKJT « Tasu-
noMul» (110 Ha3BAHMIO JIeKapCcTBa it OepeMeHHbIX, Bbl-
3BIBAIOIIETO TeJIeCHYIO /iechopMallnio TII0/la U CTABIIEro
MPUYUHON nHBaUAHOCTH camoro M. Mpeiizepa) [19].

Jluza DBydano, amepuranckas repdopmMaHcuct-
Ka, JIMIIKBIIAsACA HOT U HAJbIleB Ha PyKax B BO3pacTe
21 roxa, paspabaThbiBaeT YHUKaJAbHbII BU TaHIA C KUC-
MOJTb30BAHUEM YTHHEHHDIX TIPOTE30B 0CO60M (HOPMBL.

Kiap KaHHUHTXOM, TAHITYIONIAs Ha KOCTBIJISX, CO3/1a-
€T CBOW TIOCTAHOBKH, UCTIOJb3YsT B KaUueCTBE PEKBU3UTA
o6bIuHbIe cpeicTBa peabuautarui [ 15].

B apr-xaycHom kuHemaTtorpade MUPOKO MU3BECTHO
nmMmsa pexuccepa Huma Mapkyca, y KOToporo B Bo3pac-
Te 8 JIeT IUarHOCTUPOBAM TPOTPECCUPYIOTTYIO MbIIIeY-
Hylo nuctonuio. B 14 sier Mapkyc Hauasn acTeTudeckue
3KCIIEPUMEHTBHI ¢ (hOTO- U BUJICOCHEMKON. KMHOKpUTHKI
cunraioT Mapkyca HOBAaTOPOM, PazpaboTyrKoM 0coH0TO
CTHUJIsE B KHHO, TIOJIYYUBINErO Ha3BaHWe «TyOIMIHON 1H-
TUMHOI Gecepl» co spureneM [17].

B nesom MOXKHO cKas3aTb, YTO 3a IIOCJIEAHME JIBaJl-
math JeT B EBpore u CIITA mabiomaercst ycToianBas
TEH/IeHIINS K yBEJIMUeHMo 4nciaa akTepoB ¢ OB3 Ha
CIIEIMATM3UPOBAHHBIX U «OOBIUHBIX»> CIIEHUUECKUX 110~
MIJIKAX, YTO CBUIETETHCTBYET O BO3pacTatolieil BocTpe-
GOBAHHOCTH «0COOOTO TeaTpa» KaK CPEACTBA COIUATb-
HON MHKJIIO3UH.

OTteuyecTBEHHBIIT ONBIT OPraHU3AIUN
WHKJIIO3UBHBIX TEATPOB

B Poccun mHKITI03UBHDBIE T€ATPBI HAYAJI U TTOSIBISATH-
CsI JIUITh OKOJIO JIECATU-TIATHAMIATY JIeT Ha3ajl, OjHa-
KO Ja’ke 3a CTOJIb KOPOTKYIO MCTOPUIO POCCUNCKUU
«0COOBII TeaTp» yiKe ycIea IpuobpecTu caMOOBITHEIE
4epThl U HAMETUTh CAMOCTOSATEbHbBIN TTyTh PA3BUTHUSL.
Ha ceropngmunii eHb B Halllell cTpaHe CYIECTBYeT
6oJiee cTa MHKJIIO3UBHBIX T€AaTPAJbHBIX KOJLJIEKTUBOB.
Cpenn nux: UWurerpupoBaHHasi TearpajbHasi CTYy-
nust «Kpyr», T/1e 3aHUMAOTCST KaK JIeTH, MOJPOCTKU
1 IOHOIINW C OTPAaHUYEHHBIMU BO3MOKHOCTSIMHU 3/10-
posbs (LI, ayruam, musodpenus, comaTudeckue,
reHeTuyeckue 3ab0JIeBaHus), TaK U MX YCJIOBHO 310-
poBble cBepcTHUKH; Tearp <«HemocnoB», opueHTH-
POBaHHBI TPEUMYIIECTBEHHO Ha CJIa0O0CIBIIIAIIIX
aKkTepoB; Tearp «lIpocTopynIHbIX>, T/le UTPAIOT aKTe-
pol ¢ cunzapomom Jlayna; teatp «Cunemarorpad by,
CIeNMaIN3UPYyIOMMiica Ha paboTe ¢ HECABIIIAIIME 1
crabocbimamuMy aktepamu; Hapoausiii teatp «Bry-
TpPeHHee 3PEeHNe», [e UTPAIOT CIab0BUAIINE AKTEPHI;
Teatrp MOT «OTKpbITOE UCKYCCTBOY, TIpEHA3HAYEH-
HBII, B TIEPBYIO OYePe/lb, /IS JIOJIell ¢ OrpaHUYeHHbI-
MU BO3MOKHOCTSIMU U JIJIs /leTel ¢ cunapomom JlayHa;
TearpasibHast mkoJya MoH/a TOAEPKKI CIETTOTTTYXUX
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«Co-epuneHune», 00bequHAIIAsT TPODECCUOHATBHBIX
aKTepOB W JIOJIell ¢ MHBAJTUHOCTHIO; VIHKITO3UBHBIHN
tearp «Taranka Illesy, ybu 1BEpH OTKPBITHI [T BCEX
JKesaoIux 6e3 OrpaHYeHMiT B BO3PacTe, CTaTyce WiIn
COCTOSTHUW 3/I0POBbBST U JIP.

BaxxHbIM 3TanioM pa3BUTHS WHKJIIO3UBHOTO TeaTpa
B Halrell ctpane crayn Beepoccuiickuii hecTrBasib 0CO-
6b1x TeaTpoB «IIporeatps, koTopsiii ctaproas B8 2000 T.
IMepsoiii pectuBanb «IIporeaTrp» ObLI MOCBSAIIEH OT-
KpBITUIO (heHOMEHA «0COO0ro TeaTpa» KaK HEOTheM-
JieMoil yactu KyJabTypsbl, Beib 10 2000 . B Poccun ne
MIPOBOJINJINCEH (DECTUBAIN TeATPATbHBIX KOJJIEKTHBOB
c yuactuem guir ¢ OB3. B 2001 r. B hectuBazne mpu-
HsIU ydacTre yke Oosee 60 TearpajbHBIX KOJLJIEKTH-
BOB Poccuu, KOTopbie He TOJIBKO 0ObeANHIIIN JII0Iei ¢
Pa3HBIMU TUTTAMU (DYHKIIMOHAJIBHBIX HAPYIIECHUH, HO 1
MPEACTABUIN TIPAKTUYECKU BCE JKAaHPOBOE pasHOOOpa-
31e «0COOBIX TEATPOB»: MY3bIKAJIbHOE, TIACTHYECKOE,
JIpaMaTryecKkoe, KyKOJbHOE, IMPKOBOE, 3CTPAJHOE W
np. Temeps dectnBasb TPOXOAUT pa3 B TPU TOAQ, OH
BKJII0YaeT B celOs: NpeaBapuTebHblii KOHKYPC BUIEO-
Bepcuil; hecTUBAIBHYIO HEJEI0 — 1T0Ka3 CIeKTaKJIel-
jgaypeatoB B MockBe; 00pa3oBaTeIbHYIO IIPOTPAMMY
MacCTEP-KJIACCOB U TBOPUYECKHUE BCTPEUHU; TEMATUUECKIE
BBICTABKHU; HAYYHO-IPAKTUUECKYIO KOH(EPEHIINIO WU
MHOTOE JIPYTOE.

Kak BuaHO nake u3 Ha3BaHUN TePEYUCIECHHBIX
BBIIIIE KOJIIEKTHBOB, Ha IAHHOM 3Tarie JIJisl Halllel cTpa-
HBI XapaKTepHA OPUEHTAINS Ha WHKJIIO3UBHbIE TEATPHI,
CIIEIMATM3UPYIONIHecsT Ha paboTe ¢ OIpeesIeHHON Ka-
teropueit yini; ¢ OB3. Vckiouenue cocTaBJisieT JIUIIb
HeDOJIBIIOe YUCJI0 WHTErPUPOBAHHBIX —TEATPATBHBIX
CTYAUH W KOJUIEKTUBOB, KOTOpPbIE OPUEHTHPOBAHBI Ha
co3/1aHre TIOCTAHOBOK € YYaCTHEM JTIOJIeH KaK ¢ pa3jimd-
HBIMK 0COOEHHOCTSIMU 1 OTPAaHUYEHISAMM, TaK 1 0e3 Ta-
KOBBIX. IIpu 5TOM HEOOXOAUMO OTMETHUTD, YTO CETOAHA B
Poccuu, B orsmmure ot Esponsr u CIIA, nuinb He60J1b-
IIOH TIPOTIEHT TEaTPOB OPUEHTUPOBAH HA WHKJIO3UIO, a
JUISL JTOfIell ¢ OCOOEHHOCTSIMU PA3BUTHS TIPAKTUYECKU
HET yCJIOBUI /JIs1 TPO(heCCUOHATBHON TeaTpaJbHOI Jie-
SATEJBHOCTH, TIOCKOJIBKY /IO CUX TTOP HET WHKJIIO3UBHOTO
obyueHust B 9T0M cepe, Kak HET 1 TIPOhHECCUU PEKUCcCe-
pa «ocoboro Teatpas. B aToll ¢Bsi3u pazpaboTKa HOBBIX
MO/IXO/I0B K OPTAaHU3AIINHU «0CO00TO TeaTpas U CO3MAHUE
Mo/JIesTell MHKIIO3UBHBIX T€ATPATbHBIX TIJIOMIAI0K TTPeT-
CTaBJIAIOT 0COOYIO aKTyaJbHOCTb IJIsI COBPEMEHHOIO
Poccutickoro obriecTsa.

Cpenn OCHOBHBIX IIeJIEel, KOTOPbIE CTaBsT Iepes CO-
6oil OpraHU3aTOPbl MHK/IIO3UBHBIX TeaTpajbHBIX KOJI-
JekTuBOB B Poccuu, cieyer ykasaTh: pa3BuTHE JIMYHO-
CTH YYaCTHUKOB B TIPOIECCE TBOPUYECKOH NeSITENbHOCTH,
HOBBIIIIEHUE KAYeCTBA JKU3HU JIIOJEH ¢ 0COGEHHOCTSIMHE
Pa3BUTHS MTOCPEZCTBOM TEATPATBLHOTO UCKYCCTBA, COIEH-
crBre (HOPMUPOBAHKIO MOJIOKUTETHHOTO 0Opasa YejioBe-
ka ¢ OB3 B kysibrype u 1p. Ha mannbiit MOMeEHT cyiiie-
CTBEHHBIM OTJIHYMEM POCCUIICKOTO «0COOOTO TeaTpas OT
€T0 3aITaJIHBIX MTPOTOTHUIIOB SIBJISIETCST MEHBIAS OPUEHTA-
1 Ha IICUXOJIOTMYECKYIO IIPOPabOTKY CYyOBEKTUBHOIO
6onesnentoro onbiTa akTepos ¢ OB3. Tak, Hanpumep, B
oTJINYKe OT 3aPyOeKHBIX KOJLIET POCCUICKIE PEKUCCEPDI
3HAYUTEJILHO peke BBIOMPAIOT B KayecTBE CIOJKeTa JIJIst
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CIIeKTaKJIell ICTOPUY CAMUX YYACTHUKOB JI€HCTBUS, [IeJast
aKI[EeHT He CTOJBKO Ha TePANeBTUYECKOH, CKOTBKO Ha XY-
JIOKECTBEHHOH COCTABJISTIONIEH MHKIIO3UBHON TeaTpasb-
HoOU pestenbHOCTH. [Ipn aToMm, ecsim roBOpUTDH O hopMme,
TO POCCUIICKNE WHKIIO3UBHbBIE KOJJICKTHBBI PabOTArOT
KaK B COBPEMEHHOM 9KJIEKTUIECKOM CTHJIE, TaK U B KJ1ac-
CUYECKOI TPAIUIINH, B TO BPEMS KaK 3ala/IHbIC PesKucce-
PBI BCe yallie OTAAI0T MPe/IoYTEeHIE TOCTMOAEPHUCTCKUM
dhopmam Tearpa. C oaHON CTOPOHBI, UX BHIGOP BIIOJIHE
OIIPaB/IaH, IMOCKOJBKY CPENCTBA COBPEMEHHOTO TeaTpa
(TeXHUYECKHUE 1 IKCIIPECCUBHbIE ) TIO3BOJISIOT BOTLIOMIATh
3aMbIcyI0BaThie (hry1ocoCKUe CIOKEThI U TPAHCIUPOBATH
CMBICJBI B (pOpME TOHKHMX BH3YaJbHBIX MeTacdop, 4UTo,
6e3yCIOBHO, PACHIUPSIET BO3MOKHOCTH HWHKIIO3UBHOTO
tearpa. C Ipyroil CTOPOHBI, KiIaccuueckas (hopMma TeaTpa,
anesIMpyonas K 3CTeTHUECKUM TIPUBBIYKAM CTapIIIero
MOKOJICHUSI, TIO3BOJISIET OXBATUTD GoJiee MMPOKYIO ay/Iu-
TOPUIO U ITPUBJIEYD B KAYECTBE YIACTHUKOB Jiioieit ¢ OB3,
YbU OTPEOHOCTH B CAMOBBIPAKEHUH JI0JITOE BPEMST OCTa-
BAJINChH 32 TIPEIe/IaMU TeaTPAILHOTO UCKYCCTBA. MOKHO
[IPEJITOJIOKUTD, YTO TOJBKO Pa3paboTKa PasIMUHLIX Ha-
MPaBJIEHUN WHKJIIO3UBHON TeaTpaIbHOU AesSTebHOCTA
crocobHa co3gaTh MUPOKUN BBIOOP Mogenell «0coboro
TeaTpas, KOTOPblEe CMOTYT YCIIEITHO TIPHKUBATHCS HA TO-
YBe PA3HOTO COIUAIBHOTO U KYJIBTYPHOTO OIIbITA.

KyabprypHO-ncTOpHYecKHii moaxo
B OpraHusaluu «0co00ro rearpas:
pedIeKCMBHO-KOMMYHHKATHBHASI MOJI€JTh
COIMAJIbHOI HHKJIIO3UU

IMoTeHIMaM POCCUUCKOTO <«0COOOTO TeaTpa» He-
Pa3pbIBHO CBs3aH C OTeYecTBeHHbIM (usocopckum u
[ICUXOJIOTO-TIETATOTUYECKUM HacjeiueM, obpaiieHue K
KOTOPOMY HE TOJIBKO MO3BOJIAET 060TaTUTh (POPMY 1 CO-
Jiep;KaHue TeaTpajJbHOMN 1eATeJIbHOCTH, HO TaKKe CO371a-
€T IPE/IIOCHIIKY ee ITpeBpallieHus B 9 deKTUBHOE Cpe/l-
CTBO coIlMaIbHON MHKJII03UN. C y4eTOM 9TOTO aBTOpaMM
HACTOSIIIEN CTaThV MPEANPUHATA TOTBITKA Pa3paboTaTh
HOBYIO MOJI€/Tb WHKJIIO3UBHOTO TeaTpa, OMUPATONIETOCs
Ha UJIeN KyJIbTYPHO-UCTOPUIECKON HAYIHO TITKOJTBI.

B ocnoBe nipeaiaraemoii mosesin — uzest JI.C. Boiror-
CKOT'O O TOM, YTO BCAKUN (DU3NYECKUI HEAOCTATOK (MJIn
«Oprannyeckuii redexTs) peannsyercs Kak COIUaIbHas
<HEHOPMAJIBHOCTb» TIOBEIEHNS, B CBSI3H C YEM €T0 TIPE0jI0-
JleHUEe BO3MOXKHO B YCJIOBUSAX CIIEIUAIBHO OPTaHU30BaH-
HOTO COIUAJIbHOTO B3aumoyieiictBus [4]. Ha mamt B3ros,
adexTrBHOI HOPMOIT TAKOTO B3aMMOEUCTBUS MOKET
CTaTh COBMECTHOE I1E€PEBOILIONIEHUE U €r0O IlepeskuBaHue
YYaCTHHUKAMU B IIPOIIECCE COBMECTHON TeaTpabHOM Jies-
TEeJIbHOCTH, KOI/Ia He TOJILKO aKTep, HO TaKKe U 3PUTeIb,
U PEKUCCEpP HaXOASTCS B 00IIEeM CMBICJIOBOM IOJIE XY-
JTO’KECTBEHHOTO JIeHCTBUS. MOKHO TIPEATIONOKUTD, YTO
MMEHHO TaKOH <«MOJNMOHTUECKUIT> TeaTp, OCHOBAHHbII
Ha riporieccax pedhJIeKCUBHON KOMMYHUKAITAH, TIPUXOIUT
Ha CMEHY «TPIUITMOHHOMY» TeaTpy.

[penmaraemasi Mojiesib «0COOOTO Tearpas B HaIIEM
HCCIIeIOBAaHUN OTIMPAETCS HA UIeU KyJIbTYPHO-UCTOpUYe-
CKOH TeOpuH, y UCTOKOB KOTOPO# CTOSJI BBIAIONTUIICS OT-
euectBennbiil ricuxosor JI.C. Boirorckuii (1896—1934).
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Pannue roapl TBopueckoro mytu JI.C. Beirorckoro 6suim
HEPa3PBIBHO CBSI3AHBI C TeaTPOM: Kak wieH Xyuoske-
crenHoro Cosera 1. ['omess JI.C. Beirorckuit Haxomuii-
Cs1 B CAMOM CEep/IIIe TeaTpaibHO KU3HU TOTO BPEMEHU U
MHCAJT PEIeH3UN Ha TeaTpaJbHble TIOCTAHOBKH (€TO mepy
npunaexut okosio 80 pabor). Ectb cepbestbie ocHoBa-
HUS [0JIaTaTh, YTO UMEHHO TeaTp chopMUPOBAT MHTEPEC
JI.C. BBITOTCKOTO K TICUXOJIOTUN YeJIOBEYECKUX OTHOIIIE-
HUW U CYIECTBEHHO BJIMS HA €70 HAyYHbIE B3TJISBI Ha
npoTskeHnn Beelt skusam [5; 10]. Bosee Toro, cormacHo
M.T. Apomesckomy, JI.C. BoiroTckunii mocraBus nepej
c000Ii LIeJIb «CO3aTh ICUXOJIOTUIO B TEDMUHAX JPaMbl» —
KaKOBOI1, 110 CBOEH CYTH, U SIBJISIETCST KYJIbTYPHO-UCTOPH-
YyecKasi KOHIIEMIUsI, T/l UMEHHO <«/[paMay BBICTYIAeT B
KayvecTBe KIo4eBoro mousTus [13].

B ocHoBe Teopun BwIroTcKOro JIeKUT CHOPMYIUPO-
BaHHbII aBTOPOM OOIINI TEHETUYECKUI 3aKOH Pa3BUTHS,
COTJIACHO KOTOPOMY <«BCSKast (DYHKIUS B KYJbTYPHOM
pasBuUTHN peOEHKA TTOSIBJISIETCS HA CIIEHY JIBAKIIBI, B IBYX
MJIaHaX, CIEPBa — COIMAJIBHOM, MOTOM — TICUXOJIOTH-
YEeCKOM, CIIepBa — MEXKIY JIOAbMU, KaK KaTeropusi WH-
TepICUXUYECKas, 3aTeM BHYTPU peOeHKa, KaK KaTeropust
WHTPANICUXUYECKast. ITO OTHOCUTCST OMHAKOBO K TIPOM3-
BOJIbHOMY BHUMAHMUIO, K JIOTMYECKOI ITaMATH, K 00pasoBa-
HUIO TIOHSATHH, K pa3BUTHIO Bosn» |3, ¢. 145]. KirioueBbim
B (hOPMYJIMPOBKE 3aKOHA SIBJISIETCSI CJIOBO <KATETOPHSI»,
Koropoe, kak yteepskaaer H.H. Bepecos, Ha si3bike TOTO
BpeMeHH 0003HAYaJI0 <«paMaTHdeckoe COObITHE, CTOJ-
KHOBEHHME XapaKTepoB Ha crieHe» [22]. Byzxyunm xoporro
3HAKOM C SI3BIKOM PYCCKOTO TeaTrpa TOro BpeMeHH, «BbI-
FOTCKUH 10JI7KeH ObLI UCIIONBb30BaTh CJOBO “Kareropus’,
4yT00BI O6GPATUTh BHUMaHKE Ha XapaKTep TOTO COLUalb-
HOTO OTHOIIEHHST, KOTOPOE 3aTeEM CTAHOBUTCST MHANBULY-
anmpHOl (pyHKImeld. ColuaabHOe OTHOIIIEHUE, O KOTOPOM
OH TOBOPHT, IIPEACTABISET co0O0Ii He 0OBIMHOE COIMANb-
HO€e OTHOIIeHNE MEX/Y JABYMsI WHAUBUIAMU. Peub ujer
O TaKOM COIMAJIbHOM OTHOIIEHWH, KOTOPOE BO3HUKAET
KaK KaTeropus, T. €. KaK AMOIMOHAJIBLHO OKpaIleHHas ...
KOJUIM3US, CTOJIKHOBEHWE MEXKIY JBYMSI JIOJbMU, KaK
JpaMatuyeckoe coObITHE, KaK JpaMa MexKIy ABYMs HH-
maBuamu. IlepesxnBaeMoe aMOITMOHATIBHO U YMCTBEHHO
Kak colraibHas ApaMa (Ha COIMATHLHOM TIIaHe), 3TO CO-
IMAJTbHOE OTHOIIEHUE TI03/THee CTAHOBUTCS WHIMBUJLY-
JILHOM MHTPAIICUXOJIOTHUECKOH KaTeropueit» [22, c. 6].

Takum obpazom, corsacHo Teopuu JI.C. Bsirorcko-
T0, UCTOUHUKOM Pa3BUTHSI SIBJISIETCSI COIMAbHAST CPENa,
rze Jmobast BbICIIAs TICHXUYecKast (DYHKINSA UM IIPOLECC
BO3HHUKAET CHAYAJIa KaK COIMAIBHOE OTHOIIEHUE MEKILY
JIOJIbMU. DTO OTHOIIIEHUE 3aTeM UHTEPUOPU3UPYETCS, T. €.
MEPEXOIUT U3 BHEITHETO TIJTaHa BO BHYTPEHHUI, CTAHOBSICh
cOOCTBEHHOI CII0COOHOCTIO peberKka. BaskHo 1moHuMaTh,
YTO WHTEPUOPUBUPYETCST HE BCSIKOE COITUAIBHOE OTHOIITE-
HUe, HO JIUITh TO, KOTOPOE BO3HUKAET KAaK MOITUOHAIHHO
OKpallieHHas KOJIJT3US, TPOTUBOpedre, KoHGIMKT. imeH-
o noromy JI.C. BbIroTckuii TOBOPUT O Pa3BUTHH KaK O
«CEpUU JIPAMATHYECKUX COOBITHI», U O <«JpaMe» Kak O
Ba)kHelIeM yCIOBUM PasBUTHs, GJarogapst KOTOPOMY U
[IPOUCXOAUT UHTEPUOPUBALINSL, I «CyObeKTUBALINST», CO-
MUATBHBIX OTHOIIEHHIA. [Ipr 5TOM KJIIOUEBOI COCTABJISTIO-
el «IPaMbl» SIBJISIETCS <TIEPEKUBAHNE> — HMOIMOHAb-
HbIIi OTKJIMK pebeHKa (WU B3POCJIOr0) Ha COIUAIbHYIO
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cuTyanuio, 6e3 KOTOporo HeBO3MOKHO €ro BKJIIOYEeHHE B
MPOIIECC B3aUMO/ICHCTBUS C IPYTHMHUZ,

[Ipomoskas moxxox JI.C. Beirorckoro, mpaBoMepHO
TOBOPHUTH O TOM, YTO Pa3BUTHE BCET/Ia MOJpasyMeBaeT Ha-
Juane crnenn@uIeckonl «IpaMbl» — T. €. TAKOW CUTYyaIrun
B3aMMO/IENCTBYS, B KOTOPOU Pa3BOPAYMBAIOTCST KOJLIU3UHI
U CTOJIKHOBEHUST, SMOITUOHAJIBHO IT€PEKNBAEMbIE YUACTHU-
kamu. C 3TOl TOUKM 3pEHUs <TlepesKUBaHues TIPABOMEPHO
paccMaTpuBaTh Kak MeXaHU3M U3MEHEHUsT U Pa3BUTUS CO-
UaJbHON cutyaruu. /lajee, B KOHTEKCTe IpejiaracMoin
MOJIEJIN, 9TU <«KOJIIM3UU U CTOJKHOBEHUSI» CTAHOBSITCSI
MIPEZIMETOM CIIEIIMAILHOTO PACCMOTPEHUS U TTOCIe/IYIOIIe-
IO aHAJIN3A KK/[BIM YIACTHUKOM TeaTPAIIbHOTO JIEUCTBUS,
YTO TIpe/oJiaraeT Hajamaue pedyieKCuu — JPYToro BasK-
HEHUIIIero MeXaHn3Ma, OTBEJArOIIETO 32 OPTAaHN3AITIIO B3a-
MOJIETICTBUS YeJIOBEKA C IPYTUMU B YCITOBHUSIX COBMECTHOIA
nesitenbHOCTH®, Pedhyiekcust B JaHHOM ciydae obecrie-
YuBaeT OOPATUMBIE TEPEXOABl MEKIY TePeKUBAHISIMU
«/IpaMbl» KaXK/IbIM YYaCTHUKOM COBMECTHOTO JIEUCTBUS U
€ee TOCJIELYIONINM OCMbICJIEHHEM B YCJOBUSIX CIEINATBHO
OPraHU30BAHHOM JUCKYCCUU («IIPUHIMUIT PedIeKCUBHOM
KOMMYHUKAIUU»>; O HEM Pedb TIOUIET HUXKE).

Takum 06pa3oM, rJIaBHBIM OTJIMYNEM TIpejiaraeMoi
MOZIe/IN «0coO0r0 TeaTpas OT CYIIECTBYIOIUX 06Pas3LoB
SIBJISIETCST OPUEHTAINST HA TIPOEKTUPOBAHNE TAKOTO TUTIA
TeaTpasbHON JeSTeNTbHOCTH, T/l <KOJIJIU3UN U CTOJKHO-
BEHUST» TIeJIeHANPABIEHHO MOJIETTUPYIOTCS, a «ITepesku-
BaHUe» U pedIIeKCHUsT BBICTYNAIOT B KAYECTBE KIOYEBBIX
MEXaHU3MOB PETYJSIUNA  Pa3BOPAUYUBAIONIETOCS  CO-
BMECTHOTO JIeICTBUSI.

HpP[HI[I/Il'[bI OpraHu3anuu J€ATEeJIbHOCTU
«0c000ro TeaTrpa>»

K ocHOBHBIM IIPUHITMIIAM ITpe/IaraeMON MOJIe/In OT-
HOCATCS:

* TIPUHIIATI MOJICTMPOBAHUST WHIUBU/YAJTbHBIX TPa-
eKTOPUT;

* PUHIUIT HHTEPAKTUBHBIX POJIEBBIX OOMEHOB;

* TIPUHIUT PedIeKCUBHON KOMMYHUKAIIIH.

IIpuHuyn MoJeaupoBaHUsA HHIUBUAYAJIbHBIX Tpa-
exropuii. OH 10[pa3yMeBaeT, 4T0 yUACTHUKH «0COO0TO
TeaTpa» [BUTAIOTCA K YCIIEITHOMY OIBITY WHKJIO3UU 110
Pa3JINYHBIM TPACKTOPHUAM, KOTOPbIE MOJEJUPYIOTCS C
YYETOM WX WHIMBUIYATBHBIX OCOOEHHOCTEH, BO3MOXK-
HOcTeil u orpaHnyeHuit. [Ipy 9TOM OCKOJIbKY O/IHOI U3
3a/1a4 IpejiaraeMoil Mojiesiu siByigercs (popmMupoBaHue
y YYaCTHMKOB HaBBIKOB CAMOIKCIIPECCUH, IMOLMOHAJIb-
HO#l THOKOCTM, MMIPOBU3AINH, a TAKKe CTOCOOHOCTH
K IPUHSATHIO YyKOH CyOBEeKTHBHOCTH, B paboTe TeaTpa
aKI[eHT c/leJlaH He CTOJIBKO Ha TIOCTAHOBKe KaK TaKOBOH,
CKOJIBKO Ha pedIeKCUBHOM PasMBIIICHUN HAJ CBO-
ell poJIbIo M TIEPEKUBAHUSIMU B TIPOTIECCE TeATPATBHOM
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JIeSITEJIBHOCTU. B CBI3W € 9TUM KJIIOUYEBON COCTABJISIO-
meit yuactsg B paboTe Tearpa CTaHOBUTCS paspaboTKa
WH/IMBUYATbHOUN 3CTETUKNA — MMOMCK WHIANBU/LYATHHBIX
CPE/ICTB CAMOBBIPAKEHUS, «HA SI3BIKE» KOTOPBIX y4acT-
HUK CMOJKET «TOBOPUTBH» — TIPUUYEM He TOJBKO Ha Clie-
He, HO U B JKM3HW. PemepTyap Cpe/CTB, TpearaeMblil
YYaCTHUKAM JIJIsT HKCIEPUMEHTHPOBaHUS ¢ (HOPMOU 1
cojiepKaHueM, JIaeT BO3MOKHOCTH BBIOOPA TAKOTO CIIO-
coba camolpe3eHTaluu, KOTOPbIi, ¢ OJHOU CTOPOHDI,
Oyner HauaydimuM 00pasoM COOTBETCTBOBATD AKMYAlb-
HolM Oannvim ydacTHUKa (B TOM 4ducje 0COOEHHOCTSIM,
ceazanibiM ¢ OB3), ¢ apyroii cTopoHbl, TO3BOJIUT UC-
M0JTh30BaTh ATU JIJaHHBIE B KAYECTBE CPEJICTB CO3/IAaHUS
HOBOT0 00pasa, PasBUTHUS JUAJIOTA C APYTUM.

[Ipumepom BbIlIeCKa3aHHOTO B PaMKax TIpefarae-
MOIT MOJIEJIU MOJKET CJIY;KUTh WCIIOJTb30BAaHUE CPEJICTB
MYJbTUMENA JIIOJbMU C PA3JINIHBIMU HO30JOTHSMU:
npuMeHeHne cyObeKTUBHON KaMepbl akTepaMu ¢ Hapy-
HIEHUSIMU 3PEHUsT TIPU JIBUKEHUM HA CIl€HE, UCIIOJIh30-
BaHIeE BUIE03ATNCU COOCTBEHHBIX MOHOJIOTOB aKTE€PaMU
¢ PAC, ucnosib3oBanue JuHaMUYeCKUX TTPOEKITUN B T10-
cranoBkax ¢ yuyactuukamu ¢ [JI1II u 1. 1. Takoit moaxon
SIBJIsIeTCs HOBBIM B pabote ¢ mogbmu ¢ OB3, mockoapky
MpejlJlaraeT MepeoCMbICTUTh TOHATUSI «HOPMay, <«Kpa-
COTa», «<9CTETUKA» C TeM, YTOOBI, B3sIB 32 OCHOBY aKTy-
aJIbHBIE CIIOCOOHOCTH U BHEIIHUE JAHHbIE YUYACTHUKOB,
cosmath 0coOyro acreTndeckyto ¢opmy. IIpakTuru
«0co60TO TeaTpa» B JJAHHOM CJIydae — 3TO IPOTUBOIIO-
JIOKHOCTH «OHOPMaJTUBAHWIO> U TPEHEOPEIKEHUTO MH/IN-
BU/LyaJbHBIMU OCOOEHHOCTSIME  («€CTECTBEHHOCTHIOY ),
OTKa3 OT KOHIIETIIINN «MACKUPOBKU» U TIE€PEXO]] K Mpel-
cTaBIeHnIo 00 0COOEHHOCTSX M OTPAHUYEHUSAX KaK 00
WH/IUBU/IYaJbHOM PECYPCE.

IIpuHIMI WHTEPAKTHBHBIX POJEBBIX OOMEHOB.
ITO — OCHOBOIOJIATAIONINI IPUHIIUAI paboTHI IIpeia-
raeMoii Mozesi «oco6oro tearpar. OH MoJpasyMeBaeT
o0leHre BCEX YYACTHHKOB B IIPOLECCE IIOATOTOBKH M
TIPE/ICTABJIEHNST CIIEKTAKJISI 3PUTENI0 C YCJIOBUEM, UTO
3pUTENTh TaKyKe CTAHOBHUTCSI HA KOPOTKOE BpeMsl aK-
TUBHBIM YYaCTHUKOM TPONCXOZAMIETo. Takoi moaxon
akTyases st el ¢ OB3, mockoibky 6apbepsl, BO3-
HUKAfoIIe B OOMIEHNN MEKIY YCIOBHO HOPMAJIbHBIMU
moabmu 1 moabmu ¢ OB3, yacto o0ycioBieHbl cre-
peoTHUIIaMu, He OTHOCSIIMMUCS K JIeHCTBUTENbHOCTH.
MuTepakTMBHOCTh KaK MMIIPOBU3AIMOHHAS BO3MOXK-
HOCTD, IpeJiocTaBigeMas CIIeHOU, ¢ OMHOW CTOPOHDI,
BOILJIONIAET CHUTYAIMIO TIO3BOJIUTEIBHOW YCIOBHOCTH,
pacroJiaraionyio K BHYTPEHHEMY PaCKPEIOIeHuio U
DKCIIEPUMEHTY ¢ COOCTBEHHON MIEHTUYHOCTHIO, a C APY-
roii — 100aBJsIeT PEATMCTHYHOCTH YCIAOBHO-UTPOBOMY
Mpolleccy TeaTpaIru30BaHHOTO JIeHCTBRA.

Takum 06paszoM, BbIOOP CIIOCOOOB B3aUMOACHCTBUS
KaK 4yepe3 COBMECTHOE CO3J[aHWe CIIeHapus, Tak U TO-
CPe/ICTBOM MHTEPAKTUBHON WMMIIPOBU3AIIUKA U COTIPO-

2 TlepeskiBanme Kak MEXAaHU3M PA3BHUTHS B HACTOSIIIIEE BPEMSI SIBJISIETCST IPEAMETOM 00CY:KAEHISI B PO(ECCHOHATBHOM HAYIHOM COOOIIIECTBE
" BbIXOJUT 3a PaMKN HaCTOHLLlel‘/Jl cTaTbu. BO3MOKHbBII B3IV HA 9Ty llpO6J1€My IpeJcTaBaeH B JUCKYCCUH, COCTOSIBIIIEICST HA KpYyTJIOM CTOJIE
B pamMKkax Mesxmynapoanoro cnmnosnyma « Hayanast mikosa JI.C. Beirorckoro: tpaauimu i nHHOBamn» (cM. Marepuamsl MexayHapoaHoro
cummnosuyma «Hayunas mkosta JI.C. Beirotckoro: tpagunnu u naHoBanuu». M.: MTTIITY, 2016. 343 ¢. URL: http://psyjournals.ru/files /82342 /

iscarschool2016.pdf).
3 O pazymunbix acnekrax peduexcun em. [1; 2; 6;7; 9.
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BOJK/IAIONIETO ee MePeKUBAHMS MTO3BOJISIET YYaCTHUKAM
TBOPYECKU MOJEJNPOBATh TPAEKTOPHIO COOCTBEHHOTO
JIMYHOCTHOTO Pa3BUTHUSI W YNPABISATH JPaMaTUIECKUM
MOMEHTOM, HAIPaBJEHHBIM Ha ay[UTOPHUIO W JPYTHUX
y4gacTHUKOB. [Ipu aTOM criekTaksb (Kak KOHEUHBIN TTPO-
JIYKT) Tak:Ke MPeJICTAET, B IEPBYIO OUepe/ib, Kak BCTpeua
Pa3HBIX B3TJISI0B, MHTEPIIPETAIINH, HCOKUAAHHBIX CUTY-
aluif, B KOTOPBIX aKTEPhI BBICTYTIAIOT OPTaHU3aTOPaMU 1
aBTOpPaMU B3aUMO/IENCTBUS CO 3PUTEJIEM.

Ipunnun pediexcuBHOM KOMMyHUKaIMU. B KoHTek-
cTe TIpejiaraeMoil Mojiesin pepieKcrsi PacCMaTpPUBAETCST
Kak BaKHeUINI MeXaHW3M, OTBEYAIOl[Mi 3a OpraHusa-
IIUIO B3aMMOJIENICTBUS YeJIOBeKA C JIPYTUMU B YCJIOBUSIX
COBMECTHOIT zesTenbHOCTHI. Pediiekcust obecrieunBaer
CII0COOHOCTD YeI0BEKA BBIXOAUTD 34 MPAHUIIbI COOCTBEH-
HOTO OIIBITA, M3MEHSTH TTO3UITHIO, TTPUBOIS K KaueCTBEH-
HBIM U3MEHEHHSIM 1[eHHOCTHO-CMBICJIOBLIX 0Opa3oBaHni 1
cTpyKTyp smdrocTd. Takum oOpasoM, pedyieKcust urpaer
KJTIOYEBYIO POJIb B TPAHCHOPMAIIUH PA3IMUHBIX CTPYKTYP-
HBIX KOMTIOHEHTOB WIEHTUYHOCTU U TIOCTPOCHUU YeJso-
BEKOM HOBBIX 06pa3oB cBoero «S1». Kpome Toro, nmMeHHo
pediekcust orpesiesisieT cTelleHb TOTOBHOCTH YesIOBeKa K
M3MEHEHUsIM, HallpaBJIeHHbIM HaBCTpedy opyzomy. B atoit
CBSI3M IIPeJIaraeMast KOHLEILUA «0c000ro TeaTpa» MOKET
paccMaTpuBaThCs KaK MOJIeJIb JIBYCTOPOHHEN pediiek-
CUBHO-KOMMYHUKATUBHOW WHKJIIO3WH, HAITPABJIEHHON Ha
TTepeoCMbICTIEHIE TIePeKNBaeMbIX BO3MOKHOCTEI 1 orpa-
HITYEHUI COOCTBEHHOTO JCHCTBUS B COBMECTHOI 1CSATENb-
Hocru. Peduiexcust obecrieunBaer oOpaTUMbIE MEPEXO/IbI
MEXIY TIepesKUBAHUSIMU <«/IPAaMbl» Ka)K/[bIM YYACTHUKOM
COBMECTHOTO JIEWCTBUS U €€ TIOCTIECTYIONTAM OCMBICJICHUEM
B YCJIOBUSAX CIEIMATTBHO OPTaHU30BAHHOU IMCKYCCUU —
perexcusnoil kommynuxavyuu [8; 9].
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PedrekcrBHas KOMMYHHUKAIMS MTPEATIONAraeT Kak
OTKPBITOCTH B OOCY’KJICHUM a4 U TPYAHOCTEH B CO-
BMeCTHOHU paboTe, Tak ¥ JaibHellee NCTOIb30BAHIE
Pe3yJIbTAaTOB ~aHalM3a OrPaHUYEHMT COOCTBEHHOTO
HEHCTBUS ¥ JAEWCTBUS Opyz0e0 sl TpaHchOpMAIIUN
coOCTBEHHOTO 00pasa «S» W ero IMepeoCMbICIeHUSI.
Basknetinmyio posib B 3TOM TpoTiecce UTpaeT peskuccep,
mepesl KOTOPBIM CTOUT 3ajiada He TOJBKO CO3MAHUS KOH-
KPETHOU TOCTAaHOBKYU (CIIEKTAKJs), HO U OpraHu3aiuu
TAKOTO THIIA TeaTPaJbHON JeATETBHOCTH, KOTOpas Oy-
T Cocob6CTBOBATH PA3BUTHIO Y €€ YIACTHUKOB KOMMY-
HUKATUBHBIX U PeJIEKCUBHBIX HABBIKOB. B 210l cBSA3U
BaJKHOIT 33/1aueil peskiccepa sBIsIeTCst ero paboTa Kak ¢
IpaHUIAMU CBOETO COOCTBEHHOTO MOHMMAHMUST Pa3Bopa-
YUBAIOIIETOCST COOBITHSI, TaK W ¢ OCOOEHHOCTAMY TOH-
MaHUs APYTUX YIACTHUKOB, a TAK/Ke COBMECTHOE CO3/1a-
HUE HOBBIX ACTIEKTOB BUACHUS ce0s1 1 0py2020 B YCIOBUSIX
TepekKMBAHNUST  ONpe/leJIEHHOW — TeMbl/TIPON3BEIeHUS.
C 3TO# TOYKM 3peHusT Kakias BCTpeda «0coboro rea-
Tpa» — 9TO BO3MOKHOCTD JIJIST BCEX YYACTHUKOB (BKJIIO-
Yast CaMOro PEKUCCepa) COBEPIUTL OTKPbITHE O cebe u
0 dpyzom (Kak Obl «[1POYYBCTBOBATh> U «IIPOKUTH> BO3-
MOJKHOCTH U OTPaHWYEHUs 0py2020 KaK COOCTBEHHYIO
KOJUTU3UIO),  TAKKE HAUTH M COrJIaCOBATH MEKILY OO0
CPE/ICTBA BBIPAKEHUS CBOETO MEPEKUBAHUS B YCJIOBHSIX
Pa3BOPAYMBAIOIIETOCS B3ANMO/IEHCTBUSI.

PedekcnBHO-KOMMYHUKATHBHAS MOJENb «0C060-
ro TeaTpa» CYIIECTBEHHO OTJHYAETCS OT OIMUCAHHBIX
U U3BECTHBIX aHAJOTOB M MOJKET CTaTh 3(DPEKTUBHBIM
CPEICTBOM COIMAbHON MHKJIO3UK B COBPEMEHHOM 00-
mectBe. B Hacrostiee BpeMst 9Ta MOJIE/Ib HAXOIUTCST Ha
CTaJINU TPAKTUIECKOU AmpOOAIliy U HKCIIEPUMEHTAIIb-
HOTO U3YYEHHUSI.
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