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NpocTpaHCcTBO ropoAa U NPOCTPAHCTBO TeaTPaNbHOI CLeHbl UMET
MHoro o6uiero. Ho TpaHcdopmaLun ropoaCKMX NPOCTPAHCTB OrPaHU-
YeHbl B ropasfo 6osbliei CTeneHu, Yem 3KCNepUMMeHTbI C NPOCTPaH-
CTBaMM CLieHbl. B cTaTbe npoBeAeH cpaBHUTENbHDII aHANU3 ABYX
aBaHrapAHbIx TeyeHuit Hayana XX BeKa B TeaTpe U — napannenbHo —
B apxuteKType. [loKasaHo, 4To 3nuyecKuii Teatp bpexra u apxuteKTy-
pa UCNbITanu CUNbHOE BAUAHME NeCCMMUCTUYECKUX naen Lnexrne-
pa. Teatp MeitepxonbAa 1 ABUXKEHUE KOHCTPYKTUBUCTOB, HANPOTHUB,
6a3mpyloTca Ha upeax couuanbHoro ontummsma. Ha npumepe
coBpemeHHoro ropoaa AMmata (cronuua Mopaanumn) u Teatrpa «Anb-
LllamMc» noKasaHo, YTo BbIGOP MexAY AenpecCMBHBIMU U ONTUMMUCTH-
4eCKUMM NYTAMMU Pa3BUTUSA OCTAETCA aKTyanbHbIM U CEroAHA.

KnioueBble cnoBa: Teatp; apxuTeKTypa; uctopus; bayxayc; KOHCTpYK-
TuBUCTbI; Noppanus./

The space of the city and the space of the theater stage have a

lot in common. Transformations of urban spaces have much more
limitations than experiments with stage space. The article presents
a comparative analysis of two avant-garde trends of the early
twentieth century in the theater and, in parallel, in architecture. It
is shown that Brecht's epic theater and Bauhaus architecture were
strongly influenced by Spengler’s pessimistic ideas. The Meyerhold
Theater and the constructivist movement, on the contrary, are based
on the ideas of social optimism. Using the example of the modern
city of Amman (the capital of Jordan) and the Al-Shams Theater, it
is shown that the choice between depressive and optimistic develop-
ment paths remains relevant today.

Keywords: theater; architecture; history; Bauhaus; constructivists;
Jordan.
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Theatre as a place of experimentation with space
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MpepbicTopus Bonpoca

KoHuenums apxuTeKTypHOro NpOCTPaHCTBA BO3HUKIA B €B-
pONencKoi Teopumu OTHOCMTENbHO HeflaBHO. Elle HecKoNbKO
BEKOB Ha3af, MPUHLMNbI 6APOKKO paccMaTpuBau NpoCTpaH-
CTBO KaK NycToTy, KoTopyto He TepnuT Mpupoga. MNpocTtpak-
CTBO [LOMKHO ObITb KaK MOXHO 60Niee NNOTHO 3aMN0HEHO
o6bemamu, jekopoM, feTansamu. MycToe MecTo — 3To BbI3OB
apXMTEKTOPY WAM ero ownbKa.

Heoknaccuumnsm XVIII Beka Mano 4to U3MEHWA B OTHOLLE-
HUWU apXMTEKTOPOB K NpocTpaHcTBy. M Tonbko Bek XIX npu-
Hec cBexue uaen B 310l cepe. NMpoCTpaHCTBO KaK TaKoBOE,
ero (opma, ero B3aUMOAENCTBIUE CO CBETOM U C YENIOBEKOM
Ha4yanu npueaeKaTb BHMMaHNE apXUTEKTOPOB.

MepBbIM UCTOPUKOM aPXUTEKTYPbI, KOTOPLIN CHUCTE-
MaTWYecKu uccnefoBan TeMy NpoCTpaHcTBa, 6bin Kapn
LHaase (1798-1875). B 1834 rogy oH ony6ankosan
cBou «Hupepnanackue nucema» (Niederl ndische Briefe)

— UCCNefoBaHNe CpejHEBEKOBOW apXUTEKTYpPbI FoONNaHp-
CKUX rOTUYecKknx cobopoB. B apxuTekType rotuyeckoro
CTWAA MPOCTPAHCTBO UrPAET BAXHYI0, PELIAIOLLYIO POSib.
«Mynbcupyowas opraHnyeckas Xu3Hb» (N0 BbIpaXeHUIo
LHaa3e) HanonHAET pUTM GOKOBbLIX MPOXOAOB B LEEHTPaNb-
HoM Hecte AHTBepneHckoro cobopa [1, c. 18].

B cnepytolee fecatunetne nHTEpeC HeMeLKnx Teo-
PETUKOB apXUTEKTYPbI K BbIPa3nTeNbHbIM BO3MOXHOCTAM
npocTpaHcTBa Bo3poc. PpaHu Kyrnep 06bsABuA apxutekTypy
Bo3poxpaeHus Hocutenem 0coboit «NpoCTPaHCTBEHHOI
kpacoTbl» [2]. fikoB bypkxapaT B cBoeM (hyHAAMEHTANIbHOM
Tpyae «NcTopus utanbsaHckoro BospoxaeHusy (1867) obHa-
PYXWN NPOCTPAHCTBEHHbIE MOTUBbI U B PUMCKOW, U B BU3aH-
TWICKOW, POMaHCKOI, FOTUYECKOI apXUTEKTYPe, HO UMEHHO
Bo3poxpeHue oH 00bABUA HOCUTENEM «NPOCTPAHCTBEHHOTO
ctuna» (Raumstil), B oTaMune oT «opraHuyeckux ctuneiry»
AHTUYHOCTM W roTukm [3].

Cnepyrowmit war B 0CO3HAHUM CMbIC/A WU POJIW Mpo-
CTpPaHCTBa B apxuTekType caenan [oThpua 3emnep B KoHLe
XIX Beka. B ero Teopuu «4yeTbipex OCHOBaHWII apXMTEKTYPbI»
0yar, CTeHsbl, Kpbilwa 1 GyHAAMEHT 06BbEAMHEHBI NOHATUEM
BHYTPEHHEro NpocTpaHCcTBa. 3TOT MOTUB — «CTapenLwii
(hopManbHbIii NPUHLMN B apXUTEKTYPE, HE3aBUCUMBIii
OT KOHCTPYKLMMW M OCHOBAHHbIW Ha KOHLIENLUK NPOCTPaH-
cTBa» [4, c. 98]. 3emnep cuuTan, 4TO UCKYCCTBO CO3AAHMUSA

nonbix (MPOCTPaHCTBEHHbIX) KOHCTPYKLMIA cchopMupoBanoch
u Bbigenunock B IV Beke 0 H. 3. ApxutekTopsl AnekcaHapa
MaKeOHCKOro 1 ero HacJeAHUKOB PacnpoCTpaHUIM

3TOT NPUHLMN NO BCEN INNNHUCTUYECKO ONKYMEHE, ero
YCOBEPLIIEHCTBOBANN PUMAISHE U PAa3BUIN aPXMTEKTOPbI
PeHeccaHca, HO rnaBHble OTKPBLITUSA HA 3TOM NYTK, N0 MbIC/K
3emnepa, ele Bnepeau, B «KKOCMONOAUTUYECKOM ByayLieM
apxuTekTypbi» [5].

bayxayc un beptonbpa bpexr

Nepsbie gecatunetus XX Beka 03HaMeHOBaNUCh HebbIBaNOIA
B UCTOPWUM BOMHOW. [epMaHus, noTepnes COKpYLWMUTeNbHOE
nopaxKeHue, oKasanach B KpalHe TAXKENOM NONOXKEHUN.
Penapauuu no Bepcanbckomy AoroBopy, pa3pylueHHas 3Ko-
HOMUKa, TMNepUHbNALMA HALUOHANLHOMN BaNOThl U NOTeps
KEeNe3HbIX 1 yronbHbiX 6acceitHos Inb3aca u JloTapuHrum —
BCE 3TO HaNOXMOCh Ha ryOOKMIA MOpanbHbIA ynagok.

B cTpaHe uapuan neccumnsm, paspyxa v ronog. Ha atom
(hOHe 3aKOHOMEPHO YCUANAUCL TEHAGHLUM K ICKANNU3My.
HemeLlKas MHTENIUTeHLNA UCKana CMbICH XU3HU B MUCTUYE-
CKMX, KBYXOBHbIX» Cdhepax.

HeMmeLKui 3KCNpeccroHn3m, BNpoyeM, 0CTaBuA NnLlb
He6ONbLOI CNef B Pa3BUTUM apXUTEKTYPbI. IKCNEPUMEHTEI
laHca Moanbuura, bpyHo Tayta, Pygonsda WraiiHepa,
HeCMOTpA Ha NpeTeHLUOo3Hble MaHWUGeCTbl, TaK U He Nopo-
AWAN NPAKTUYECKOW METOAMKM paboThl C NPOCTPAaHCTBOM
(KaK 1 ycTOMYMBOIA WKOMbI apXUTEKTYPHOFO NPOEKTUPOBA-
Hus) [6].

MpoTNBONONOXHOE TEYEHWE HEMELKON MbICIM UCKANO
BbIXOA M3 3K3UCTEHLMANBHOTO TYNNKA B YUCTON paLno-
HanbHOCTU. [TonHOe OTpULaHMe IMOLMI Ka3anoch cna-
CEHMEM OT YYLOBUILHbIX 06PA30B NPOUTPAHHON BOMHbI.
PauuroHanu3m npuobpen maccoBoe 3By4YaHue nog Hasea-
Huem «amepukaHusm» (Amerikanismus). 06pa3 Amepuku,
OKpalLEHHbIil B 3010Tble TOHA ap-AEKO, CTan NONynspeH
He TONbKO B apXMTEKTYPE, HO U B KMHO, My3blKe, TaHLaxX.
MapTuH BarHep, no3xe cTaBWMii raBHbIM apXUTEKTOPOM
BepnuHa, B 1918 roay ony6aukosan kHury «CoBpemeHHbilii
cTpouTensHeblii 6usHecy» (Neue Bauwirtschaft), B koTopoit
C 6onblWKUM IHTY3MA3MOM NPOJBUraN aMepuKaHCKUE METOAbI
CTpOUTENLCTBA U BU3HEC-MOLENN B KauecTBe ugeana v 06-
pasua. B ero xypHane «CouunanbHblil CTPOUTENbHBI GU3HECY



Introduction. Background of the issue

The concept of architectural space has emerged in European theory
relatively recently. A few centuries ago, the principles of the Baroque
considered space as a void, which should be filled as tightly as possi-
ble with volumes, décor and details. An empty space was a challenge
to the architect or his mistake.

The neoclassicism of the XVIII century changed little in the
attitude of architects to space. And only the XIX century brought
fresh ideas in this area. Space as such, its shape, interaction with
light, the impact of space on a person began to attract the attention
of architects.

The first historian who systematically investigated this topic was
Karl Schnaase (1798-1875). In 1834 he published his Niederlandische
Briefe (Dutch Letters), a study of the medieval architecture of Dutch
Gothic cathedrals. In the architecture of the Gothic style, space plays
an important, decisive role. “Pulsating organic life” (according to
Schnaase) fills the rhythm of the side aisles in the central nave of
Antwerp Cathedral (Eberlein 1934).

In the next decade, the interest of German architectural theorists
in the expressive possibilities of space increased. Franz Kugler
declared Renaissance architecture to be the bearer of a special
“spatial beauty” (Goryunov, & Tubli, 1992). Jacob Burckhardt in his

(Soziale Bauwirtschaft) npuHuumnsl Teiinopa HacTonunBo
nponaraHAMpoBannCh B Ka4YeCTBE €MHCTBEHHOTO Cnocoba
OXXMBUTb HEMOBOPOT/IMBYIO HEMELIKYIO 3KOHOMUKY [7].

Hanbonee npoHuuatenbHble U ryboKMe U3 HEMELKNX
WHTENIEKTYas 0B, BIPOYEM, UCKANN BO3MOXHOCTU 06be-
LMHUTb MPayHyIo IHEPTeTUKY 3KCNPECCHOHU3MA C paccy-
JOYHbIM hyHKUMOHanu3momM. K Takum durypam otHocuTCA
ocHoBatenb bayxayca Banstep Mponuyc. Ewe B 1910 rogy
OH ony6nukoBan «Mporpammy oCHOBaHMsA 06LWEN KUANLL-
HO-CTPOUTENBHOW KOMNAHUM, CNefyIoLLei XY[OXECTBEHHO
e[MHbIM NpuUHLMNam» [8], B KOTOPOIi BbIpa3un CBOE yBie-
yeHMe naesAMN MaccoBOro npou3eopcTea. Mocne BoiHbI ero
nosnumus (MacTepcTBo — 3TO rNaBHOE, @ 3TUYECKME U ICTe-
TUYECKME MPUHLMNBI — IMYHOE AEN0 KAXAO0r0) No3B0MIA
cobpatb B bayxayce Takux pasHbix ntogen, kak Bacunuin
KanpuHckui, Mayne Knee, Jlacno Moxonu-Hagp, Teo BaH
Dlyiic6ypr, Muc BaH gep Po3 u ap. MoxHO ckasaTs, 4To aeu
3emnepa u bayxayca onupanuch Ha cokpalieHHyto hopmyny
«Tpuagsl BUTpYBUA»: apXUTEKTOP JONMKEH CTPOUTL MPOYHO
¥ yno6HO, @ CNOpbl O KPUTEPUAX KPACOTbI HYXXHO OCTaBUTb
B CTOPOHe.

3ameTum, 4To B Hambonee YncTom Buge punocodus
nparmaTM3ma Halia CBoe BblpaXXeHUe B pYroM UCKYCCTBE,
CTOJIb XK€ CUHTETUYECKOM U iPEBHEM, KaK apXUTeKTypa,

a uMeHHo B TeaTpe. Hemeukuit TeaTp IpeuHa Muckatopa

v bepTonbpa bpexta oT6pocun AeKopaTUBHOCTb U cocpe-
LOTOYUNCA HA TEXHONOTUAX YBENUYEHUSA BbIPAa3UTENBHOCTU.
MpoCTPaHCTBO CLEHbI CTPOUTCA KaK «MallWHA AN NPou3-
BOACTBA IMOLMIA U MbiCNelt». 3aAHUK CLIeHbl NpeBpalyaeTca
B KMHO3KpaH, Yepes CLeHY [iBUXETCA KOHBelep, aKTepsl
NOKT N KOMMEHTUPYIOT OT CBOET0 MMeHU npoucxoasilee

B nbece W T. 4. TeaTpanbHble HOBATOPbI CYLLECTBEHHO paclum-
pUNYU NANUTPy NPUEMOB, 0COGEHHO B acMeKTe NPOCTPaHCTBA
TeaTpanbHoi CLEHbI.

Mapannenu mexpgy NPOCTPAHCTBOM CLiEHbI U MPOCTPaH-
CTBOM apXWTEKTYPHOrO 0ObEKTA — OT XKMUJI0i KOMHATbI [0 Lie-
JI0r0 ropofa — NpOBOAWNNCH HEOJHOKPATHO. B nocneaHee
BPeMA OAHA 3a ApYroi NoABAAIOTCA PaboTbl, NOCBALEHHbIE
aHanu3y B3aWMOOTHOLLEHWIi rOpofa U TeaTpa, UX CXOACTBY
1 faxe ToxaecTseHHoctu [9, 10]. BonbwmHCTBO 3TUX paboT
onwupatoTcs Ha upeu Anpu Jledespa [11], cornacHo KOTopbIM
NPOCTPaHCTBO rOPOA], €ro puTMbl 1 hopma LeneHanpaseH-

fundamental work Geschichte der Renaissance in Italien (“History

of the Italian Renaissance”, 1867) discovered spatial motifs in both
Roman and Byzantine, Romanesque, Gothic architecture, but it was
the Renaissance that he declared the bearer of the “spatial style”
(Raumstil) in contrast to the “organic styles” of antiquity and Gothic
(Burckhardt, 1860).

The next step in the awareness of space and its role in architec-
ture was made by Gottfried Semper at the end of the XIX century. In
his theory of the “four foundations of architecture”, the hearth, walls,
roof and foundation are united by the concept of internal space. This
motif is “the oldest formal principle in architecture, independent of
design and based on the concept of space” (Nerdinger, & Oechslin,
2003). Semper believed that the art of creating hollow (spatial)
structures was formed and distinguished in the fourth century
BC. The architects of Alexander the Great and his heirs spread this
principle throughout the Hellenistic ecumene, it was perfected by
the Romans and developed by Renaissance architects, but the main
discoveries on this path, according to Semper, are still ahead, in the
“cosmopolitan future of architecture” (Semper, 1970).

1. Bauhaus and Bertold Brecht
The first decades of the twentieth century were marked by an

HO CO3JaTCA NPABALMM KNACCOM, YTOObI BAUATL HA CO3HA-
HMe Macc v Aepxatb Ux B noguuHeHun. CoumnanbHelii nacdoc
JleceBpa BO MHOrOM Yy p €ro nocnefoBatensim, Ho MbiCib
0 TeaTpasbHOCTW COBPEMEHHOr0 ropofia NpoJoNKaeT pa3Bu-
Batbcsa [12].

B nbecax beptonbaa bpexra mup npefcraet MpayHbIM
n 6ecyenoBeyHbIM. B HeM HeT cnpaBefnUBOCTH, Nt0GbIE
npecTynieHus MoryT 6bITb ONPaBAAHbI, @ CHaCcTbe U YAa-
Ya [LOCTAIOTCA TONLKO CaMbiM BE3Y4UM, OTHIOLb HE CaMbIM
0OCTOMHbIM. [TpocTpaHCTBO cueHbl B TeaTpe luckatopa
n bpexTa B NonHOW Mepe COOTBETCTBYET 3TOMY MUPOBOCNPU-
ATUI0. ITO NycTas KopobKa NpaKTUYecKn 6e3 Aekopauuii,
€O cnabo 0CBELeHHbIM 3aHUKOM. AKTEpbI, BbIENEHHbIE
CBETOM, OKpYeHbl TbMOI. ClieHnyeckas MawmnHepus (KOH-

v Puc. 1. NpoekT 3paHus
«ToTanbHoro Teatpa»
BanbTepa ponuyca B cooT-
BETCTBUM C UAEAMU IPBUHA
Muckatopa. 1926. Mpo-
CTPAHCTBO TeaTpa NOCTPOEHO
no NPUHLUNAM MeXaHuye-
ckoro yctpoitctea (Harvard
Art Museums) /

Figure 1. Walter Gropius, the
project of “Total Theater”
for Erwin Piscator (1926).
The space of the theater

is built according to the
principles of a mechanical
device. Harvard Art Museums
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v Puc. 2. Kapp u3 dunbma
l'eopra Ma6cTa «Tpexrpowo-
Bas onepa». 1931/

Figure 2. A frame from
Georg Pabst’s film “The
Threepenny Opera”, 1931

unprecedented war in history. Germany, having suffered a crushing
defeat, found itself in an extremely difficult situation. Reparations
under the Treaty of Versailles, the destroyed economy, hyperinflation
of the national currency and the loss of the iron and coal basins of
Alsace and Lorraine - all this superimposed on a deep moral decline.
Pessimism, devastation and famine reigned in the country. Against
this background, tendencies towards escapism naturally intensified.
The German intelligentsia sought the meaning of life in mystical,
“spiritual” spheres.

German expressionism, however, left only a small trace in the
development of architecture. The experiments of Hans Poelzig, Bruno
Taut, Rudolf Steiner, despite the pretentious manifestos, did not give
rise to a practical methodology for working with space (as well as a
stable school of architectural design) (Whyte, 1985).

The opposite current of German thought sought a way out of
the existential impasse in pure rationality. The complete denial of
emotions seemed to be a salvation from the monstrous images of
the lost war. Rationalism acquired a mass sound under the name
“Amerikanismus”. The image of America, painted in golden tones of
Art Deco, has become popular not only in architecture, but also in
cinema, music, and dance. Martin Wagner, who later became the chief
architect of Berlin, in 1918 published the book “Neue Bauwirtschaft”

Beilep y MuckaTopa unu noBOpOTHBIN Kpyr y bpexta) aBuxyT
aKTepoB 6e3 UX y4acTus, Kak NOTOK COOLITUI HeceT yenose-
Ka Mo XWU3HW, He3aBUCUMO OT ero xenaHui. tak, mup — 3to
MeCTO CTpallHOe 1 0TBPaTUTENbHOE, 6@30MacHOCTb U OCMbIC-
NEHHOCTb 3[1eCb MOTYT ObITb TONBKO UANO30PHBIMU, U €[UH-
CTBEHHas 3aJjaya yesoBeKa — X0TA Obl HA KaKoe-TO Bpems
YCTPOMUTBLCA B 3TOM MUPE C MAKCUManbHbIM YR06CTBOM

Ins cebs. BeposTHo, B HauGonee HarnsafHol opme 3To
MUPOBO33peHue NpoABUIOCH B IKPaHU3aLmMax nbec bpexra.
B knaccuyeckom dunbme Meopra Mab6ceTa no «TpexrpowwoBoi
onepe» (1931) geicTBME pa3BOpaYMNBaAETCA B AeKOPALUAX
6e/iHbIX KBapTaNOB NOC/IEBOEHHOTO €BPONENCKOro ropo-

na (Hekuit «0606wWeHHbI JTOHAOHY). B dunbme YannuHa
«Mecbe Bepay» (1947), npoHuKHYTOM AyxoM nbec bpexta,
NepcoHaxu AeNCTBYIOT B TECHOM, NEPerpyXeHHOM feTanamu

(“Modern construction business”), in which he pointed out American
construction methods and business models as an ideal and model. In
his magazine Soziale Bauwirtschaft (Social Construction Business),
Taylor’s principles were constantly promoted as a way to revive the
sluggish German economy (Behne, 1921).

The most astute and profound of German intellectuals, however,
were looking for opportunities to combine the gloomy energy of
expressionism with rational functionalism. Such figures include the
founder of the Bauhaus Walter Gropius. Back in 1910, he published
the “Program for the foundation of a common housing and construc-
tion company following artistically uniform principles” (Gropius,
1925), in which he expressed his fascination with the ideas of mass
production. After the war, his position (skill is the main thing, and
ethical and aesthetic principles are a personal matter for everyone)
made it possible to gather in the Bauhaus such different people as
Vasily Kandinsky, Paul Klee, Laszlo Moholy—Nagy, Theo van Duisburg,
Mies van der Rohe and others. It can be said that the ideas of Semper
and Bauhaus were based on the abbreviated formula of the Vitruvius
triad: an architect should build solidly and comfortably, and disputes
about the criteria of beauty should be left aside.

It should be noted that in its purest form, the philosophy of
pragmatism found its expression in another art, as synthetic and

NPOCTPAHCTBE «NPUNUYHOTO 06ILECTBAY, B KOTOPOM KaK pas
1 NPOMCXOAAT GeCYENOBEYHbIE NPECTYNNEHUS 3TON «KO-
Meauu youiictex». B niobom cnyyae, 6eaHslit unu Goratslii,
ropog siBfAeT co60oi 0nacHoe, IKMBOE U 6e3KanocTHoe
NpPOCTPAHCTBO.

CerofHA Ham TPYAHO ONpeaennTb, HACKONbKO Neccumm-
CTUYHAsA Uaeonorus Hemewkoro obuiectsa 1920-x rogos
NoBAWsIA Ha CTUANCTUKY Bayxayca. Ero HecomHeHHble
3aCAYrU B POXKAEHWUM U Pa3BUTUM LiENbIX HanpaBneHui
apXUTEKTYPbI U AM3aiHA OKPYXKAIKOT 3Ty rpymnny TanaHTAMBLIX
uccnepfoBateneil 0peosiom rayGoKOro YBaxeHUs, a ux UAeu
0YeBMAHbLIM 06Pa30M AOKA3aW CBOKO KU3HECNOCOBGHOCTD.
LineHrNepoBCKMil AyX COLMANbHOIO NeCCUMMU3Ma CTAaHOBUTCA
3aMeTHee B XOfle CPaBHUTENbLHOrO aHanusa bayxayca c ero
COBPEMEHHUKAMMU, COPATHUKAMU U KOHKYPEHTAMU — [BUKE-
HUEM POCCUIMCKUX KOHCTPYKTUBUCTOB.

KoHcTpyKkTUMBUCTBI U Meliepxonbp
Mo oTHoweHuio K bayxaycy KOHCTPYKTUBUCTbI BbIF/IS-
AAT CTApWUMKM B6paTbMU U HACTaBHUKaMU. B KoHLe
1921 roaa B bepauH npuexan Inb JINCULKKIA, YTOODI
BMecTe ¢ Mnbeit IpeHbypromM ocHOBATh XypHan «Bewby
(Vea/Objet/Gegenstand). bbino BbINyLEHO TONLKO TPH
Homepa B anpene — mae 1922 roaa, HO cpefiM aBTOPOB XKyp-
Hana ycnenu okasatbcs BaH [yitcoypr v Jle Kop6iosbe [13].
Bckope nocne 3toro JIncuukmit cTan pefakTopoMm BAUATENb-
HOro GEPAMHCKOrO XypHana G, KoTopeblit OH peAakTUpOBan
coBMecCTHO ¢ XaHcom Puxtepom u BepHepom pacdom.
KpynHeiwunii TeopeTUK KOHCTPYKTUBMU3MA aKafeMUK
Mowuceit TnH36ypr nepea BoitHoM yuuncsa B Mapuxe, Tynyse
u Munaxe. BoitHy oH BCTpeTun Gynyuu CTyaeHTOM PuxcKoro
TEXHUYECKOro YHUBEPCUTETA, MO OKOHYAHWUU KOTOPOTo
nony4Yun AUNAOM UHXKeHepa. Takum 06pa3om, oH Gbin
XOPOLIO 3HAKOM C €BPONECKUMMN TEUEHUAMU B aPXUTEKTYpe
u ¢ ux npobnemamu. B ceoeit kHure «Ctunb u 3noxax (1924),
KoTopas BbIABWHY/MA €r0 Ha NepBblii N1aH MUPOBOI apXUTeK-
TYpHOIi TEOpUU, OH NUWeT 06 ynagke eBponencKon KynbTy-
pbl, 3aCTpsABLIeil B KYCTapHOM, peMeCNIeHHYECKOM OTHOLLe-
HUW K NTPOEKTUPOBAHMIO U CTPOUTENBCTBY B Ayxe Yunbsama
MoppucoHa. Ho BeiBogbl, KoTOpble aenaet [MH36ypr, BecbMa
ONTUMUCTUYHbI. OH yBepeH, YTO NPOMbILAEHHbIE TEXHONOTUM



ancient as architecture, that is theater. The German theater of Erwin
Piscator and Bertold Brecht discarded decorativeness and focused

on technologies to increase expressiveness. The stage space is built
as a “machine for the production of emotions and thoughts.” The
backdrop of the stage turns into a movie screen, a conveyor belt
moves through the stage, the actors sing and comment on what is
happening in the play on their behalf, and so on. Theatrical innova-
tors have significantly expanded the palette of techniques, especially
in relation to the space of the theater stage.

Parallels between the space of the stage and the space of an ar-
chitectural object — from a living room to an entire city — have been
carried out repeatedly. Recently, one after another, there have been
works devoted to the analysis of the relationship between the city
and the theater, their similarity and even identity (Fischer-Lichte,

& Wihstutz, 2013; Nicholson et al., 2023). Most of these works are
based on the ideas of Henri Lefebvre (2014), according to which the
space of the city, its rhythms and form are purposefully created by
the ruling class in order to influence the consciousness of the masses
and keep them in subjection. Lefebvre’s social pathos is largely alien
to his followers, but the idea of the theatricality of the modern city
continues to develop (Salingaros, 1999).

CTPOMTENbCTBA NPUBEAYT apXUTEKTYPY K CBETNOMY COLUanu-
cTuyeckoMmy byayuemy [14].

YcTpemneHHblii B 6yayliee nathoc KONNEKTUBM3MA POSHUT
KOHCTPYKTMBMCTOB C HOBATOPCKMUM Teatpom 1920-x ropos.
KoHLuenuus, cornacHo KOTOPOW ABUXEHWe, aKTUBHOCTb
niofieit ecTb NepBUYHbIA HaKTOp, KOTOPbLIA opMupyeT
MPOCTPAHCTBO, a BCEA 33 TeM — apXUTEKTYpHOE pelue-

HUWe, ycnewHo npumeHseTca B KamepHom Teatpe Tauposa
n B Teatpe Meitepxonbga.

JKCNepuMeHTbl N0 TPaHCHOPMUPOBAHUIO CLLEHNYECKOTO
MPOCTPAHCTBA, BMPOYEM, HA4YaNUCh B PYCCKOM TeaTpe ropasao
paHbuwe. B 1910 rogy Bnagumnp Hemuposuy-flaHyenko
noctasun B MXT «bpatbeB Kapama3zoBsbix». CnekTakib Obin
00bABNEH KaK «POMaH Ha cueHex. [lelicTBue nepemexanoch
YTEHUEM aBTOPCKOrO TEKCTa, ANA Yero cLeHa Obina pasgene-
Ha Ha AiBe yacTu. NpUMepHO YeTBEPTb ANUHbI CLieHbI Bbina
OTAeNeHa KONOHHAA0M, 33 KOTOPOi BO3BbIlWanack kadenpa.
06napatens rnybokoro 6aca akTep 3BaHLEB YuTan c IToM
Kaeapbl TeKCT pomaHa [locTOeBCKOro, a MHoraa noaasan
penauKn 3a nepcoHaxeit. 3aHaBec Npu 3TOM OTCYTCTBOBAJ,
TaK 4YTO rpaHnLa, 06bIYHO OTAENAIOWAA CLEHY OT 3PUTENBHOO
3ana, oKasanacb noBepHyTa nonepek. Henb3s He yBuaeTs
B 3TOM JKCMEpUMEeHTe CTPeM/IeHNe PaspyLinTb K4YETBEPTYIO,
HEBUAMMYIO CTEHY» CLEEHNYECKOrO NPOCTPAHCTBA, 06beAM-
HUTb 3PUTENA U aKTEPOB, KaK B CNeKTakne «3emns Abl6om»
Meitepxonbpa, B NOCTaHOBKax « TPeXrpoLIOBOii ONepbi»

y bpexTa u Tauposa. 370T e npuem paspyleHns cTeH U 00b-
e[IMHeHUs BHelLHero u BHyTPeHHero NpocTpaHcTea npocna-
Bun flom ®apHcyopT 1 apyrue npoektsl Muc BaH fep Pos.

PelweHune cLeHNYeCKOro NpoCTPaHCTBa B CMeKTaKie
HemupoBuya-laHyeHko owenomuno ny6auky. MHeHus pas-
Aenunuceb. B durype Yteua yBuaenu v Bo3poxaeHne aHTUY-
HOro XOpa U HafpyraTenbCTBO Haf KNacCMYeCcKUM TEKCTOM.
OnbIT NoKa3anca HacToNbKo Aep3KuM, 4To cam HemupoBuu-
[laHueHKo 0TKa3ancs oT fanbHenIWero pa3BuTUs NoJobHbIX
npuMemMoB U BEPHYACA K HUM TobKO B 1930 rofly B noCTaHOB-
Ke «BockpeceHus» (no pomaHy Jlbea Tonctoro) [15].

WTak, npu BCeM MAE0NOrMYeCKOM pa3nnynum MUPOBOCNPHU-
ATWUA IKCNEPUMEHTbI C MPOCTPAHCTBOM CLeHbl B [epmaHuu
n Poccuu gaguatbix rofgos XX Beka NPpUHMMAIOT CXOAHbIN
0611K. Pa3BuTMe 06emnx WKON MOXKHO NPOCAeAUTb OT NPO-
CThIX M KaTeropuyHbix hopM, HanoNHeHHbIX nagocom 6opb-

In Bertold Brecht's plays, the world appears gloomy and inhuman.
There is no justice in it, any crimes can be justified, and happiness
goes only to the luckiest, but not to the worthiest. The stage space
in the theater of Piscator and Brecht fully corresponds to this
worldview. This is an empty box with almost no decorations, with a
dimly lit backdrop. Highlighted actors are surrounded by darkness.
Stage machinery (Piscator’s conveyor belt or Brecht’s turning circle)
moves actors without their participation, as the flow of events carries
a person through life, regardless of his desires. So, the world is a
terrible and disgusting place, security and meaningfulness here can
only be illusory, and the only task of a person is to settle in this world
with maximum convenience for himself, at least for a while. Probably,
this worldview manifested itself in the most visual form in the film
adaptations of Brecht's plays. In Georg Pabst’s classic film based on
the Threepenny Opera (1931), the action takes place in the “scenery”
of the poor quarters of a post-war European city (a kind of “general-
ized London”). In Chaplin’s film “Monsieur Verdoux” (1947) imbued
with the spirit of Brecht's plays, the characters act in a cramped, over-
loaded with details space of “decent society”, in which the inhuman
crimes of this “comedy of murders” take place. In any case, poor or
rich, the city is a dangerous, deceitful and ruthless space.

v Puc. 3. CueHa u3 cnekra-
Kkns no Tpareguu . PacuHa
«®egpa» B KamepHom
TeaTpe Tauposa. 1922 /
Figure 3. A scene from the
play “Phaedra” (Racine) at
the Tairov Theater, 1922

6bl C Tpapuument, — k Bce 601ee CNOXKHBIM U MHOTO3HAYHbIM
NPOABNEHUSAM, BMUTHIBAIOWMM 3NIEMEHTbI MPeAblAYLLMX 3M0X
u ugeonoruit. KpanHoctn paHHero hyHKLMOHANbHOrO KOH-
CTPYKTUBM3MA BblpaxKeHbl B paboTax TatnuHa u Poguerko,
370 cUeHuveckue «mawnHel» CrenaHoBow u Monosoii

B TeaTpe Meitepxonbia v KoHBeliep B TeaTpe [uckaTopa.
3penbie GOpMbl ABMKEHUA — ITO CKYNbNTYPHOCTb NPO-
eKToB GpaTbeB BecHUHbIX U [010COBLIX, apXUTEKTYPHbIE
thaHTa3um JleoHnaoBa, cueHorpatus NO3AHUX CnekTaknei
Meiepxonbaa u yannuuckoro «Mecoe Bepay». Ho ngeonoru-
YecKoe, MMPOBO33PeHYECKOe COflepXaHne NpoaoKaer pas-
NMYaTbCS, KaK NECCUMU3M W MaKMUaBeNIMeBCKOe 00palLeHue
K 6ecyenoBeYHOMY B YENOBEKE OTNNYAETCA OT ONTUMU3MA

¥ Bepbl B Nyyllee byayliee.

CoBpemeHHbIN AMMaH u Teatp «Anb-Llame»
CoBpemeHHbI AMMaH, ctonuua MopaaHckoro XawnMmMTCKOro
KoponescTea, — ropoj Bo MHOrom npobaemHsiii. Hacene-
HUE YBENNYMBAETCA YPE3BbIYANHO BbICTPLIMM TEMNAMMY:

3a NocieAHue CTO IET 3TOT ThICAYENETHMUIA TOPOS, BbIPOC
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Today it is difficult for us to determine how much the pessi-
mistic ideology of the German society of the 1920s influenced the
style of the Bauhaus. Its undoubted merits in the development of
architecture and design surround this group of talented research-
ers with a halo of deep respect, and their ideas have clearly proved
their viability. Spengler’s spirit of social pessimism becomes more
noticeable in the course of a comparative analysis of the Bauhaus
with its contemporaries, associates and competitors — the movement
of Russian constructivists.

2. Constructivists and Meyerhold
In relation to the Bauhaus, constructivists look like older brothers
and mentors. At the end of 1921, El Lisitsky came to Berlin to found
the magazine Vea/Objet/Gegenstand together with Ilya Ehrenburg.
The magazine published only three issues in April — May 1922, but
van Duisburg and Le Corbusier managed to be among its authors
(Sidorina, 1995). Soon after, Lisitsky became the editor of the influ-
ential Berlin magazine G, which he co-edited with Hans Richter and
Werner Graff.

The greatest theorist of constructivism, academician Moses Ginz-
burg, studied in Paris, Toulouse and Milan before the war. He spent
the war as a student at Riga Technical University, where he received

an engineering degree. Thus, he was well acquainted with Euro-

pean trends in architecture and their problems. In his book “Style
and Epoch” (1924), which brought him to the forefront of world
architectural theory, he writes about the decline of European culture,
stuck in an artisan attitude to design and construction in the spirit of
William Morrison. But the conclusions that Ginzburg makes are very
optimistic. He is confident that industrial construction technologies
will lead architecture to a bright socialist future (Ginzburg, 1934).

The pathos of collectivism aimed at the future unites constructiv-
ists with the innovative theater of the 1920s. The concept according
to which the movement, the activity of people is the primary factor
that forms the space, and after that — the architectural solution, this
concept is successfully applied in the Tairov Chamber Theater and in
the Meyerhold Theater.

Experiments on the transformation of the stage space, however,
had begun in the Russian theater much earlier. In 1910, Vladimir
Nemirovich-Danchenko staged the Brothers Karamazov at the Moscow
Art Theater. The performance was announced as a “romance on
stage”. The action was interspersed with reading the author’s text,
for which the scene was divided into two parts. About a quarter of
the length of the stage was separated by a colonnade, behind which
stood a pulpit. The owner of a deep bass, actor Zvantsey, read the

OT KPOLIEYHOro ropofka B 2—3 TbICAYM XKUTeNen fo 4-mun-
NMOHHOro Meranonuca. Moyt nonoBuHa HaceneHus Mop-
LaHWU uBeT B AMMaHe, npuyem Y4eTBepTb rOPOXaH — 3T0
GexeHLbl U3 COCEHUX BOIOWMX CTpaH: ManecTuHsl, Cupuwy,
Wpaka, Memena. Gonblie NoN0BMHbI TeppUTOPUM roposa
Hax0AUTCA B YACTHbIX PYKax, M 3aCTPOMKa B 3TUX paloHax
He KOHTPONUpYeTCA MyHULMNANUTETOM, @ Pa3BUBAETCA BHe
Kakoro-nu6o reHepanbHOro nnaa.

0TMeTUM, 4TO ropoj, Kak 1 BECb 3TOT PernoH, nogsep-
KEH CTUXUNHBIM GeACTBMAM: 3acyXaM, HABOAHEHUAM
1 3emnetpaceHusam. MNpu aTom B AMMaHe o4eHb HEBbICOKMIA
YPOBEHb NPECTYNHOCTH (N0 CPABHEHMUIO C APYTUMU BbICTPO
pacTylwumMmu Meranoancamu), cHabxeHue xuteneil BOLON,
nuiLei, 3NeKTpUYecTBOM cocTaBnseT 85-95%, a cnyxba
BbIBO3a TBEPAbIX ObITOBbIX OTX040B PaboTaeT c NoYTH
CTONpOLEHTHON 3ddeKTUBHOCTbIO [16]. B Lenom moxHo
CKa3aTb, 4T0 AMMaH sBiseT coboi BnevatTnsolWuii npumep
CaMoOpraHu3aLunm xutenen. YnopsaaoyeHHas, puTMUYHaA
U3Hb TOPOAA NPOMCXOAUT NPU CNABOM U hparMeHTapHOM
yNpaBieHNU «CBEPXY», B OCHOBHOM ropoxaHe NoajepXuBa-
0T NOPAAOK CAMOCTOATENBHO.

Moxoxue TEHAEHLMMU MOXHO HabNOAATb B PAa3BUTUM
MOPAAHCKOro TeaTpa, rae Tpaguumu yIMYHOro TeaTpasbHOro
npencTaBNeHNs Kak HeNb3A lyylle COYeTalTCa C ONbITOM
anuyeckoro TeaTpa bpexta u KOHCTPYKTUBUCTCKUX IKCNEpU-
meHTOB Menepxonbpa. TeatpanbHoe fBuxeHune B Mopaanuu,
KaK WU HaLMOHaNbHAA apXMTEKTYPa, CTOMT Nepej cepbe3Hent-
WeW 3afayeil HaX0XAEHNA TaKOTo A3blKa U TakUx 06pa3os,
KOTOpble CMOTYT KOHKYPMPOBATb C NPOAYKLME MHTepHa-
LMOHaNbHOW MaccoBoii KynbTypbl. [leno gaxe He B fecu-
umTe npodeccnoHanbHbix kagpos. Ceitvac B MoppaHum Het
HepocTaTKa B akTepax. ECTb yHMBepCUTETCKME KONeaKH,
KOTOpble BbINMYCKAIOT aKTEpPOB W A pamMaTypros HaynHas
€ 1981 roga. lNepBoe oTAeneHune ans BbiIMYCKHUKOB-aKTe-
poB 6bi10 0TKpbITO B YHMBepcuTeTe Anb-Apmyk (CeBepHas
WNoppaHxus) B 1981 rogy, BTopoe — B opaaHckom yHuBepcu-
TeTe B AMmaHe B 2002 ropy (aBTOp 3TOii CTaTbM Hanucan ero
yuebHyio nporpammy). Okono 15 net Hazag Obian OTKPbLITHI
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o HOBbI bTETbI, BbIN n NnHemator NCTOB.
A Puc. 4. Nnax AmmaHa. TeMHO-KpacHbIM 0603HaY€eHbl PaiioHbl, 3aCTPOEHHbIE B COOTBETCTBUM C rpafjo- Oo e dakynbTers, ycKaiouiue KuHematorpagucro
CTPOMUTENbHbIM NAHOM, CEpbIM — PailOHbl CTUXUIAHOI 3aCTpoiiku / AHAKO BCE €LIe CTb MHOTO aKTEPOB, KOTOPLIE CHIMA-

Figure 4. The plan of the city of Amman. Dark red indicates areas built up in accordance with the urban 0TCA B TENEBU3NOHHBIX CEPMAnax, He NONy4YnB HUKAKOTO
development plan, gray — areas of spontaneous development obpasosaHus. TenesnaeHne — camoe npuBneKaTenbHoe



text of Dostoevsky's novel from this pulpit, and sometimes gave cues
for the characters. There was no curtain, so the border that usually
separates the stage from the auditorium was turned across. It is
impossible not to see in this experiment the desire to destroy the
“fourth, invisible wall” of the stage space, to unite the viewer and
the actors, as in the play “The Earth stands on End” by Meyerhold,

in the productions of the “Threepenny Opera” by Brecht and Tairov.
However, the same technique of destroying walls and combining
spaces glorified the “Farnsworth House” and other projects of Mies
van der Rohe.

Such a decision of the stage space stunned the audience. Opin-
ions were divided. In the figure of the Reader, they saw both the
revival of the ancient choir and the abuse of the classical text. The
experience seemed so audacious that Nemirovich-Danchenko himself
refused to further develop such techniques and returned to them only
in 1930 in the production of “Resurrection” (based on the novel by L.
Tolstoy) (Skorokhod, 2016).

So, for all the ideological differences in world perception,
experiments with stage space in Germany and Russia take on similar
guises. The development of both schools can be traced from simple
and categorical forms filled with the pathos of the struggle against
tradition to increasingly complex and ambiguous manifestations that

MecTo gais paboTel akTepos B MopaaHuu, ocobeHHo noTo-
My, 4TO €CTb BO3MOXHOCTb paboTaTb B ApYrux apabeckux
TENEBM3NOHHBIX MPOEKTAX, KPOMe MOPAAHCKUX. MHoTHe
NpPeanoYUTaloT CHUMATLCA B €TUNETCKNX, CAyAOBCKUX, KyBei-
TCKUX W §p. cepuanax, rae roHopapsl Belwe. B pesynsrare
akTep (0CobeHHO MONOAOI) HE 3aMHTEPeCcoBaH B ry6oKOM
M3y4eHnn MacTepcTea, 6oNbWNHCTBO CTAPAETCA OCBOUTD
HECKO/IbKO TEXHUYECKMX NPUEMOB, @ 3aTEM MEHATbL MeCTa
paboTbl M NPOEKTLI, Be34e NOKa3biBas OAUH U TOT e Habop
3ayYeHHbIX TPIOKOB. [OHATUE KOMAHAHON PabOThl y TaKMX
aKTEpOB OTCYTCTBYET, a CUTYaLUsA, KOTAA OAUH U TOT e

absorb elements of previous eras and ideologies. The extremes of
early functional constructivism are expressed in the works of Tatlin
and Rodchenko, these are the stage “machines” of Stepanova and
Popova in the Meyerhold Theater and the conveyor in the Piscator
Theater. Mature forms of movement are the sculptural projects of the
Vesnin brothers and Golosov brothers, the architectural fantasies of
Leonidov, the scenography of the late performances of Meyerhold and
Chaplin’s “Monsieur Verdoux”. But the ideological content continues
to differ, just as pessimism and Machiavellian appeal to the inhuman
in man differs from optimism and faith in a better future.

3. Modern Amman and the Al-Shams Theater

Modern Amman, the capital of the Hashemite Kingdom of Jordan, is
in many ways a problematic city. The city’s population is growing at
an extremely rapid pace: over the past hundred years, this millennial
city has grown from a tiny town of 2-3 thousand inhabitants to a
megalopolis with 4 million inhabitants. Almost half of Jordan’s popu-
lation lives in Amman, and a quarter of the citizens are refugees from
neighboring warring countries — Palestine, Syria, Irag, Yemen. More
than half of the city’s territory is in private hands, and development
in these areas is not controlled by the municipality and is developing
outside of any master plan.

CNEeKTaK/b BbIAEPKUBAET MHOXECTBO NOKA308, A1s HUX
He3HaKoMa (BCMOMHUMM ANf KOHTPACTa, YTO MOCTaHOBKA ro-
ronesckoro «Pesn3opa» B Teatpe Meiiepxonbfa Bbigepxana
400 noka3os).

K coxaneHuo, NouTU BCe TO e caMoe MOXKHO CKa3aTb
1 0 COBPEMEHHON MOPJAHCKOI apxuTekType. Monogele
apXMUTEKTOPbI KpaiiHe pefiko BbIXOAAT 33 PAMKU Y3KOIid
cheuuanu3auuy, a 6bLICTpoe pasBUTUE KOMMNBIOTEPHbBIX
MHCTPYMEHTOB NPOEKTUPOBAHMUA CNOCOOCTBYET Apobne-
HUIO 06Leil paboTbl HaJ NPOEKTOM Ha Mefikue (hparMeHTsl.
B pe3synbTaTe npouecc apXMTeKTYpHOro NPOEKTUPOBAHMUA

< Puc. 5. CueHa 13 cnek-
Takns Teatpa «Anb-LLlame»
«3aBTpa 1 3aTemM».
MepepaboTaHHas Bepcus
nbecol «B oxupanuun Mogo»
Camyans bekkeTa. ABTOp
u pexkuccep A6aycanam
Kyb6aiinar /

Figure 5. A scene from the
play “Tomorrow and then”
by the Al Shams Theater.
A revised version of the
play “Waiting for Godot”
by Samuel Beckett, author
and director Abdusalam
Kubeylat
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Note that the city is prone to natural disasters: droughts, floods
and earthquakes.

At the same time, Amman has a very low crime rate (compared
to other rapidly growing megacities), the supply of water, food,
electricity to residents is 85-95%, and the solid waste removal service
works with almost one hundred percent efficiency (Urban Planning,
2022). In general, we can say that Amman is an impressive example
of self-organization of residents. The orderly, rhythmic life of the city
takes place with weak and fragmented management ‘from above”,
citizens mostly maintain order on their own.

Similar trends can be observed in the development of the Jorda-
nian theater, where the traditions of street theater performance are
perfectly combined with the experience of Brecht’s epic theater and
Meyerhold’s constructivist experiments.

The theatrical movement, as well as the national architecture in
Jordan, faces the most serious task of finding such a language and
such images that can compete with the products of international
mass culture. It's not even a shortage of educated personnel. There
is no shortage of actors in Jordan right now. There are university
colleges that have been producing actors and playwriters since 1981.
The first department for graduate actors was opened at Al-Yarmouk
University/Northern Jordan in 1981. The second was at the University

Bce 60/blue HAMOMUHAET KOHBEIEP, rAe KaXAblit paboTHUK
BbINOJIHAET OfiHY OMEpPaLMIO U axe He MHTepecyeTCa KOHey-
HbIM Pe3ybTaToM.

B Hawwux npeablaywmx nybanKkaumuax Mol yxe coobua-

1 o pabote Teatpa «Anb-LLamcy» («ConHue»), KoTopbii
ABNAETCA APKUM NPUMEPOM Haubonee NepcnekTUBHOo

W AMHAMUYHOTO HanpaBfeHus B MopAaHckom Teatpe [17].
TeaTp cyliecTByeT U pa3BuBaeTcs 6narogaps 3HTy3nasmy
rpynnsl )uTteneit AMMaHa 6e3 Kkakoii-nmbo rocysapcTBeH-
HOI nopfepxku. Tem He meHee «Anb-Llamcy» perynsapHo
BbIMYCKAaeT HOBbIE MOCTAHOBKM U NMPUBJIEKAeT AOCTaTOYHOE
KOJIMYeCTBO 3puUTeneil, YTobbl CyLLeCcTBOBATb HA OCHOBE
CaMOOKyNnaeMocCTy.

CueHnyecKkoe NpoCTPaHCTBO CneKTakneln TeaTpa «Anb-
Llamc» BO MHOTOM HaNOMMHAET cLeHorpaduio TeaTpos
Bpexta n Meiiepxonbaa. MUHUMaNUCTUYHBIE, NPAKTUYECKU
JINWEHHbIE IeKopa pelleHmns, MUHUMYM PeKBU3UTA U Cy-
poBas pauMoHanbHOCTb — BOT CTUAUCTUYECKMUE NPUHLMUMbI
cueHorpaduu Teatpa. 3auactyto opopmneHume cnexkTaknen
COLEPXXMT MPayHble U NEeCCUMUCTUYECKUE KOHHOTaLMK. Tak,
CNeKTaknb «3aBTpa 1 3aTeM» UAET B OKPYXKEHUN YepHbIX
KYNUC U 33AHMUKA, HO CepPeanHa CLeHbl BbiAeNeHa pe3kum
npAMbIM CBETOM. B pe3ynbTaTe nepcoHaxu aeicTeyoT
KaK Obl B Y3KOi N0/10CE CBETA, OKPYKEHHOI CO BCEX CTOPOH
TeMHOTON. Ha yepHOM toHe efBa pa3nuynUMbl hparmeHTsl
thacapoB, okHa... CknagbiBaeTcs 06pa3 MpayHOM 1 onacHoi
cpefbl, ropof, NpefcTaeT Kak IK3UCTeHLManbHasa nycroTa,
6e3n11yHas, 6e3pa3NuyHas u Hemas.

C apyroii CTOPOHbI, JeTCKMe CNEeKTaKAW TeaTpa nopaxaroT
CBOEN XWU3HEepajoCTHO N306peTaTeNbHOCTbIO U Kpacoy-
HOCTbto. Tak, B ochopmaeHum cnektakna «Cyactbe B Melu-
Ke» MCno/b30BaHbl CBETOBble 3P (eKTbl, HaNOMUHaloL e
BUPTYaNbHble NPOCTPAHCTBA KOMNLIOTEPHOMN UTPbl UMW MyIb-
Tunbma. BecbMa 3KOHOMHBIMU TEXHUYECKUMU CPELCTBAMM
AOCTUTAeTCA APKUA U ANHAMUYHDINA 3 DeKT, 3acTaBNAIWNIA
BCMOMHMTb CLEEHNYECKYIO MALIMHEPMIO B MOCTAHOBKAaXx
Meiepxonbaa 1920-x rogos.

AMMaH 1 ero TeaTp nepexuBaloT CErofHA Nepuog Hanps-
)XEHHOro Noucka cobCcTBeHHBIX NyTei pa3BuTus. B Teatpe,

B PelleHUAX CLLeHNYeCKNX NPOCTPAHCTB, KaK B Kanne BOAbl,
0TpaXatloTCsA BapuaHThl pelleHMs NpoCTPaHCTBa BCETO ropo-
aa. 0aHu nyTW BegyT B CTOPOHY AenpeccUBHOro NabupuHTa

of Jordan/Amman in 2002 (the author of this article wrote its curric-
ulum). About 15 years ago, new faculties were opened for cinematog-
raphers. However, there are still many actors who work in television
dramas without having received any education. Television is the most
attractive place for actors to work in Jordan, especially because there
is an opportunity to work in other Arab television projects besides
Jordanian ones. Many go to work in Egyptian, Saudi, Kuwaiti TV series
and TV series of other countries where the fees are higher. As a result,
an actor (especially a young one) is not interested in a deep study
of skill, most actors prefer to master several techniques, and then
change jobs and projects, showing the same set of their tricks every-
where. There is no concept of teamwork among such actors, and the
situation when the same performance withstands many screenings is
unfamiliar to them (recall, by the way, that the production of Gogol's
“Inspector” at the Meyerhold Theater withstood 400 screenings).
Unfortunately, almost all of this can be said about modern Jorda-
nian architecture. Young architects rarely go beyond a narrow spe-
cialization, and the rapid development of computer tools contributes
to the fragmentation of the overall work on the project into small
fragments. As a result, the architectural design process increasingly
resembles a pipeline, where each employee performs one operation
and is not even interested in the final result.

V3KUX Wenel, paBHOAYLWHbIX MW BPAXAEOHbIX YENOBEKY.
B 3TOM HanpaBneHun nayT MHOrMe roOpoAa, CO3aBas OrpoM-
Hble paloHbl haBes, reaXKeKoHAY U NPOYMX CKBOTTEPCKUX
retto. [lpyrue pa3suBatoTcsa B HanpaBaeHuu dytypuctuye-
CKOTO «ropofa-MallinHbI», LOPOTUX U NAOCHbIX NPOEKTOB
(apxutekTypa 6oratbix cocepeit NopaaHuu no apabckomy
Mupy). TpeTuit BapuaHT CynuT haHTacTUYECKYIO MHOrOLBET-
Hyto aTmocdepy BupTyanbHoi MeTaBceneHHoit ¢ meguada-
cafilamMu v TpaHcopMUpPYEMOi TOPOACKOI Cpeaoii.

B nto6om cnyyae TeaTpanbHas cLueHa NpeacTaet npe-
KpacHoii, 3cheKTUBHOM NOWAAKON ANA IKCNEPUMEHTOB
C NPOCTPAHCTBOM IS NNI0Aei — HACILWEHHbIM CMbICIaMU
¥ NepexuBaHUAMM, NPOCTPAHCTBOM HALWMUX FOPOAOB HACTONA-
wero u 6yayuero.
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