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Yexoeckuli pecmusaib cmas ceoezo pooa 8ble30HbLM
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NnocmMaHo8Ku Opyaux Kopugeee mMupogozo meampa.
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Chekhov Festival became a touring repertory theatre of sorts,
where one can see the latest productions by leading figures of
world theatre.
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rom 14 to 22 July 2017 Segovia in

Spain will be the world capital for
the performing arts in holding the 35th
ITI World Coneress.

-“ uring a three-day Congress
Prologue students are presenting
the work at the Student Festival (14 to
16 July). During the main Congress
‘..,. (17 to 22 July), the delegates of ITI are
discussing, coordinating and planning
‘ the next period of ITI, choosing their
& leaders, accepting the future plans
and setting an accent on what is most
. important for the development of their
organization. Theme of the Congress:
Act! Performing Arts Transforming the
World.

egovia is located on the plains of
the Old Castile; near Valladolid and
the Spanish capital, Madrid. In 1985
the old city of Segovia and its aqueduct
were declared as World Heritage Sites
by UNESCO. The majority of Segovia's
attractions are found in the Old Town,
which contains a multitude of historic
buildings both civil and religious.
Among the most important monuments
in the city are: The Aqueduct of Segovia,
the Alcazar of Segovia (the castle),

the Segovia Cathedral and the Walls

of Segovia. While discovering the

top attractions, wander the narrow
pedestrian lanes to find artisan
boutiques, cafés, confectionary shops,
and plenty of restaurants.




he 35th ITI World Congress will take place in
Segovia, Spain. It is an ideal place for holding a
Congress, as it is small city with narrow pedestrian
lanes, hotels and restaurants, a big university
that can be used as the location for the Congress
Opening, the general assembly and meetings,
with a multitude of venues indoors and outdoors.

restaurants, cafes and bars, with beautiful parks
— most of them in walking distance. Moreover

the mayor and the municipality of Segovia have
recognized the value of culture for the development
of their city.

www.iti-congress.org
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CAOBO 3A CTYOAEHTAMH

B pamkax 35-ro Kourpecca MexayHa-
ponHoro MHCTUTyTa TeaTpa B CeroBuu

¢ 14 o 16 uroAsI COCTOHUTCH IIEPBBIHN CTY-
nerHdeckuil pectuBaab «KoHrpecc [Ipoaor,
KOTOPBIH CTAHET YaCTBIO «B3POCAOT0» POPY-
ma. C Ar10KHMHY YHUBEPCUTETOB ITOATBEPAH-
AM CBOE XKeAaHHe IPUCYTCTBOBATh Ha 3TOM
YHUKaAABHOM MEPOIPHUATHH (YYaCTHHUKH
IIPOIIIAM IIPpeABapUTEAbHBIH 0T60D). [Ipo-
rpaMMa MOAOLEKHOTO (peCTHUBaAS IIPUBA3a-
Ha K T€Me OCHOBHOI'O KOHI'PECcCa 3TOr0 roga
«[deticTByt! McmoAHUTEABCKHE UCKYCCTBA U3-
MeH4T Mup». Murpanusa u raobaabHad IIPo-
baeMa OexkeHIlEB, OeHOCTD U SKOHOMMIYE-
CKO€ HepaBEHCTBO, II0ASPH3alIlHs O0LIecTBa
U [IOAUTHYECKHE paclIpH, U3MEHEHUT KAUMAa-
Ta U 9KOAOTHYecKad KaTacTpoda, perpec-
CHH U IIOIIpaHHbIE IIpaBa YeAOBEKA — BCE
9TH 3aJa44 [IPEACTOUT pelllaTh CErOMHAIII-
Helt Moaonéxku. CTYAEeHTBI IPHUTAaIIaloTCa

K y4aCTHIO B IPOrpaMMe OCHOBHOT'O KOH-
rpecca, KOTOpPBI# cobepéT npencraBuTeseit
IIOYTHU CcTa cTpaH. A 21 HUI0Ad B IIOMENIeHU N
ObIBIIIEH KEHCKOH TIOPBMBI, ITPEeBPAIIEHHON
B KYABTYpHBIH 11eHTp La Carcel, nponsoigér
¢duHaABHOE ITpeaCcTaBACHUE YIACTHUKOB
CTYAEHYECKOro (peCTHUBAASL.
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XAecTaKOB-IOOHASIP

Ceoé 75-nemue Anexcarop Kanseun om-
MemuJl HO80Tl npembepoti 8 pyKo8ooOUMOM
um meampe Et Cetera, colepas Xnecmaxosa
8 cnekmaxsie Pobepma Cmypya «Pesu3op.
Bepcusv. Pasymeemcst, o 23-nemHem 2020.1e8-
CKOM nepcoHarke npuuliocs 3abobims — Ka-
NSI2UH 8ble3xkaem HA CYUeHYy 8 UHBANUOHOL
KoJsicKe, 8upmyo3Ho U beccmpaulHo u2pas
anyborozo cmapuka. K cmapocmu (a smo
02POMHASL mMema 0151 AKMEPCKUX UCCNed0-
eaHuii) maHdem Cmypya — KansizuHa ob-
pawaemest He enepabsle: cHauala 3mo 6ulio

8 dlocneodneil nienme Kpanna», nomom 8 co-
8MECMHBLX NJIAHAX NOCMABUMb CNeKMAaKJlb
no pomary Bexkema (Moanot». Ho kansi-
2urckuil Xnecmarxos — camulil paduKaibHbL
uz smux nocesauwieHuii cmapocmu. He meHee
DPAOUKANBHBIM CMAJI0 peskuccépeKoe pe-
wieHue Hemoll CUeHsl, 8 KOMopoll UUHOBHUK
Xnecmakog meépooil nocmynuto 8038pauia-
emcst 8 0buecmao maguosrozo I'opooHuuezo
u om umeHu evlculell enacmu mpebyem scex
«ell xe uac K ceben.



NEWS

IT IS FOR
STUDENTS o

TO ACT o

During the 35th \ /
World Congress of

the International International Theatre Institute
Theatre Institute in World Organization for the Performing Arts

Segovia on July,

14-16 the first student

festival “Congress Prologue” will become
part of the forum “for grown-ups.” About
dozen universities confirmed their wish to
attend this unique festival (its participants
were pre-qualified). The theme of the
student festival is tied to the theme of
this year main Congress “Act! Performing
Arts Transforming the World.” Migration
and global refugees’ crisis, poverty and
economic inequality, polarization of society
and political conflicts, climate change
and ecological catastrophes, repression
and human rights violation — all these
problems are to be addressed by today’s
youth. Participants of the youth festival
are invited to attend the program of the
main Congress. Representatives of nearly
100 countries are attending the 35th ITI
World Congress.

i B o il

e~

r;

Khlestakov’s Jubilee
Alexander Kalyagin marked his 75th birthday
by a new premiere at the theatre he heads,
having played Khlestakov in Robert Sturua’s
play “The Government Inspector. A Version.” We
certainly have to forget the 23-year-old Gogol’s
character — Kalyagin enters the stage in a
wheelchair, masterfully and fearlessly playing
a very old man. This is not the first time the
tandem of Sturua and Kalyagin addresses

the topic of the old age: first in “Krapp’s Last
Tape”, then in their mutual plans to stage a
production on Beckett’s “Molloy.” Yet Kalyagin’s
Khlestakov is the most radical homage to the
old age.

No2 2017 MUT-UH®O 7



HOBOCTH

B KUHOTeaTpe «MAAIO3HOH» PETPOCIEKTH-
Boii «HOpui#t ArobnumoB. Kunoceanc ¢ Ma-
cTepoM»: OBIAM ITOKA3aHEBI penKHe (PUAD-
MBI C €T0 yYaCTHEM (a CHSIACH OH IIOYTH

B TpUALlATH KapTHUHAaX). BriepBrie 3a 60 aeT
Ha 0OABIIIOM 3KpaHe IPOAEMOHCTPHUPOBAAN
4€pHO-06eAblél PUABM-CIIEKTAKAEL «MHOTO
mIyMa M3 HU4ero», IocTaBA€HHBIN B Te-
aTtpe uMeHH BaxTaHrosa. Kpome Toro,
MOZKHO OBIAO IIOCMOTPETH KUHOHOBEAAY
«CBuHoOnac» (1941), nepBeIfi COBETCKUM
crepeodpuasm «Pobunr30oH Kpyso», He Bo-
HIEeAINUNA B OKOHYaTEABHBINM BApUAHT
ann3on u3 puabrma «KybaHCKHe Ka3aKuy,
«Ha mogmocTKax cieHbl», «Kaua XVIII».
BAOOAEHHBIH TPUHIL, TAACTUYHBIHA HEUC-
TOBBIN [I9THUIA; UPOHUYHBIN FAPMOHUCT;
KOMHWYECKUH CTapuK, 3arPUMHUPOBAHHBIN
[0 HEY3HABAaE€MOCTH; aKTEpP, BUPTYO3HO
UMHUTHUPYIOIIUHN aKIIeHTH! (M HOTOMY Ilepe-
urpaBIIuH HEMaAo MHOCTpaHIEB) — Opu#t
AOOHMOB OTKPBIACH 3PUTEASIM HOBOH 3II0-
XU C caMbIX HEOXKHUIAHHBIX CTOPOH.

Cpenu Apyrux NIPOEKTOB I0OHMAEHHOT0
rozxa — BeIcTaBKa «A106MMOB U BpeMs» B My-
3ee MockBbI, MexxayHaponHad HaydHad
KoH(epeH1INd B Poccuiickoil rocyzapcTBeH-

IOpuii Arobumos N |

AIOBHUMOB. IIOCAEBKYCHE HOI OmbAMOTEKe HCKYCCTB, COABHBIN hopTe-

30 centsabps 2017 roga oTMedaeTcsl CTOAE- IHaHHBIY KOHIEPT capa Axapama [Mudda

THe I0pua ArobruMoBa, KOTOPBIH HE TOABKO «In Memoriam Opusa ArobumoBa» B Boabiom
CO37aA OUH U3 CaMbIX SPKHX PYCCKUX 3aAae MOCKOBCKOHM KOHCEPBATOPHH, I10Ka3

TeaTpoB XX BeKa, HO U OKa3aA CUABHEH- onepsl boponuna «Kua3p Urops» B iocta-

IIIee BAUSIHHE Ha CETONHSIITHUX MOAOABIX HOBKe Opusa

pexuccépoB. B TeueHue Bcero roga oyaet ArobuMoBa, ==
npoxonuth nporpamma «Bek FOpusa Arobu- KoHIIepT «[locBs- 4
MOBa», IIOCBALIEHHASI BEAUKOMY AEATEAIO menue Aro6mumo- o
TeaTpa. B eé cocTaBAeHHUH aKTUBHOE y4a- BYy» B Boabmiom BEK

CTHE IPpUHHMaAa BAOBa pexuccépa Kara- TeaTrpe U emgé }O[JII}I

AuH ArobuMOBa (C HEKOTOPBIMHU BHIEO- Goaee mmaTHUIECS- | P,
MaTepuaAaMHU U OHA BCTPETHAACH BIIEP- TH KYABTYPHBIX T
Brle). «Bek IOpusa ArobuMoBa» cTtapToBaA COOBITHH. da b

& H3 HoBropoza B KeiAnrayH

o B mae e Ketinmayre npowén BcemupHslil KoHzpecc
ACCHTEZK. B xo0e koHepecca bbln Ha mpu 200a u3bpaH uc-
noaxkom ACCHUTEXK, 8 komopblii gowinia ulegp-KoopouHamop
MexoyHapooHo20 meampanbHozo hecmusans «Llapo-
ckaskay, samecmumens xyopyka Hoszopodckozo meampa
onsi demeti u monodéxxku «Manwtiir Tamesina Bobpoea. Yne-
HAMU UCNONKOMA CMAAU makske npedocmagumenu 'ep-
Mmaruu, Pparyuu, uau, CIIA, Aecmpanuu, ApeeHmuHsl,
Hmanuu, Hueepuu, FOxxkHoti Kopeu u Hopeezuu. Xyodooxke-
cmeeHHbL pykosodumens Manozo» Hadexoa Anexceesa
yoocmounace npemuu npesudenma ACCHTEZK 3a svloaro-
wuecss mgopueckue docmurKeHus 8 obaacmu meampa 0ns
demeil U MONO0EXKU U «HegepostmHYy pabomy» no npoosu-
JKeHuto pecmusans «Llapo-ckaskan.

Tamwvsina Bobposa

8 MUT-UH®O Ne2 2017



NEWS

Yuri Lyubimov

LYUBIMOV. AFTERTASTE
September 30, 2017 is the 100th anniversary
of Yuri Lyubimov, who has not only created one
of the most brilliant Russian theatres of the
twentieth century, but also had a great impact
on young directors of today. During the year,
the program “Yuri Lyubimov’s Century” will be
held, the program dedicated to this outstanding
theatre figure. An active role in establishing
this program played Katalin Lyubimova, the
director’s widow. The program was launched

at Moscow Illusion cinema by the retrospective
“Yuri Lyubimov. Film Show with the Master”,
featuring rare films with his participation (he
has played in almost thirty films). For the

first time in 60 years, a black-and-white film-
production “Much Ado about Nothing” was
released. It was staged at Vakhtangov Theatre.
Among other projects of the jubilee year is the
exhibition “Lyubimov and the Time” at Museum
of Moscow, International Scientific Conference
at Russian State Library of Arts, Sir Andras
Schiff’s solo piano concert “In Memoriam of
Yuri Lyubimov” at the Great Hall of Moscow
Conservatory, Mussorgsky’s opera “Prince Igor”
staged by Yuri Lyubimov and more than fifty
other cultural events.

a PP
“Cossacks of the Kuban”

“Much Ado About Nothing”

From Novgorod to Cape Town
In May, Cape Town hosted the World
Congress of International Association

of Theatre for Children and Young

People (ASSITEJ). During the Congress,
ASSITEJ executive committee was re-elected
for three years involving Tatyana Bobrova
who is the chief coordinator of International
Theatre Festival “Tsar Fairytale” and
deputy art director of Novgorod Theatre for
Children and Youth “Maly”. Also the executive
committee members became representatives
of Germany, France, Chile, the USA,
Australia, Argentina, Italy, Nigeria, South
Korea and Norway.

No2 2017 MHT-UHPO
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BOABIIIOH
KOHKYPC BOABIILIOT'O

B Boabiiom Teatrpe Ha OCHOBHOM ClIEHE ITPO-
méa XIII MexxayHapoaHbIH KOHKYPC apTUCTOB
OaaeTra u xopeorpadoB, KOTOPbIH ObIA y4-
pexnéH B 1969 rony u npoBogutrca B MockBe
Kaxple 4eThIpe roga. B aTot pa3 Munucrep-
CTBO KYABTYPBI YYpeaHAO0 6aCHOCAOBHBIH IIpU-
30BO# QOH[ (OBa UCIOAHUTEABCKHUX ['paH-IIpu
o 100 ThIcaY MOAAAPOB, KOTOPBIE, BIIPOYEM,
HHUKTO He IoAy4HA, U 30 ThICAY JOAAAPOB
AydIieMy xopeorpady — 3Ty IPEMHIO PasieAn-
AU uynanel] 3yHura XumeHec 9ayapao AHApeC
u kutael] Caogao Banp). Cpenn TaHIIOBIIUKOB
TAaBHBIMH II0OEIUTEAIMH CTAAU: B MAa Qe
rpynne EanzaBera Kokopesa (Poccus, I mecTo
B ayate), Coumu [lak (lOxuasa Kopes, I mecto
B nyate), [lenuc 3axapos (Poccus, I mecto

B AyaTe), Mapk Yuno (Poccug, I mecTo B cono),
Oanzabet Betiep (CLIA, I mecTo B coao),

a B crapueii rpynne AmMaxaa 'omec (Bpasu-
aug, Il mecTo B nyate), Koa Okasa (Anonug, I
MecTo B nyaTe), OBeanHa ['onyHoBa (AaTBus,

I mecTo B cono), Baxtugap Anamxkasn (Kazax-
craH, [ MmecTo B coao). He o6ommaock Ha KoH-
Kypce U 0e3 gpaMaTH4eCKUX Koaausui. Tax,
14-aetHuit UBan CopokuH u3 ChIKTBIBKapa,
KOTOPBIH C AETKOCTBIO IIPOXOAUA TYP 32 TY-
poM, yexaa OCpeay COPEBHOBAHMIM, IIOTO-

My 4YTO He ['OTOBHA IIPOrpaMMy IOAs pUHA-

Aa (He BEpHA B CBOU CHABI). Bripouewm, cBo#t
CYACTAUBBIY OMAET OH BCE-TAKU BBITAIIMA,
TIOAYYUB IIPUTAAIIIEHHE Joy4YuBaThCcd U B Mo-
cKBe, u B Caukr-IlerepOypre.

Beenura I'ooyHosa
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Mexkny AennHbIM H HepoHom
XyoorkecmeeHHblll pykogodumesb Snekmpo-
meampa Cmarucaasckuili bopuc FOxaraHos
8blNYCMuUJ MUPOBYIO npembepy onepsl «Oxma-
sust. Tpenanayus komnosumopa Imumpus
Kypnsanockozo e pamrxax Holland Festival.
BOmo nepeslii onbim compyoHuuecmsa I'on-
JIAHOCK020 hecmugaist, Komopblii cmas
3aKa3UUKOM NOCMAHOBKU, C POCCUTICKUM
pexxuccépom. Cnekmarsib NOC8UUEH cmote-
Muro pegoroyULL U OCHOBAH HA ppazmeHmax
acce Nvea Tpoukozo o AeHuHe (02pomHbLTL M-
Kem e20 20/108bL CMAJL 21A8HBbLM 3718 MEHMOM
dexopayuu) u mexcmax CeHexku 06 umnepa-
mope Hepone. «Cocedsimur no aguwe smoti
onepul 8 npozpamme Holland Festival cmanu
cnexmarxsau ITumepa Cennapca, Pobepa Nena-
xa, Heo ear Xose, lumumpuca IlanauoaHHy,
Anana ITnamens u Anexcest Pammarcikozo.




NEWS

Boris Yukhananov

Between Lenin and Nero

Boris Yukhananov, the artistic director

of Electrotheatre Stanislavsky released

the world premiere of the opera “Octavia.
Trepanation” by composer Dmitry
Kurlyandsky at Holland Festival. This is the
first experience of cooperation of Holland
Festival as a customer of the production with
a Russian director. The play is dedicated to
the centenary of the revolution and based
on Leon Trotsky’s essays about Lenin and
Seneca’s texts on the Emperor Nero. Also
Holland Festival’s playbill announces
productions by Peter Sellars, Robert Lepage,
Ivo van Hove, Dimitris Papaioannou, Alain
Platel and Alexei Ratmansky.

Denis Zakharov

THE BOLSHOI’S BIG CONTEST
The Bolshoi Theatre hosted XIII
International Ballet Competition and
Contest of Choreographers, which was
founded in 1969 and held in Moscow

every four years. This time the Ministry

of Culture established an incredible

prize fund (two grand prix with amount

of $ 100,000 each, though nobody

received them, and $ 30,000 to the best
choreographer — this prize was shared by
Zuniga Jimenez Eduardo Andres (Chili)
and Wen Xiaochao (China). Among dancers,
the main junior winners became Elizaveta
Kokoreva (Russia, prize 1, duet), Park
Seonmee (South Korea, prize 1, duet), Denis
Zakharov (Russia, prize 1, duet), Mark
Chino (Russia, prize 1, solo), Elizabeth
Beyer (USA, prize 1, solo), and among
seniors — Moraes Gomes Amanda (Brazil,
prize 2, duet), Okawa Koya (Japan, prize 1,
duet), Evelina Godunova (Latvia, prize 1,
solo), Adamzhan Bakhtiyar (Kazakhstan,
prize 1, solo).

&

Elizaveta Kokoreva, Denis Zakharov
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IN MEMORIAM

BBIBH_II/Iﬁ FenepaAbHBIN CEKpeETaph U
nouétHbIN uaeH MUT Aunpe-Ayu Ilepu-
HETTU — OJUH U3 BBIAAIOIIUXCA PYKOBOIUTE-
aett u tnonepoB MUT. Ilox ero yBepeHHBIM
PYKOBOJACTBOM U B COTPYAHUYECTBE C HE-
OOBIKHOBeHHOH [IxkeHHUMpEp Yoarion MUT
IIePeKUA MHOT'O SPKHUX MOMEHTOB, OBIAO
BBIABUHYTO HEMAAO HHUITMATUB [IAS pas-
BUTHA TeaTPaAbHOHN AEATEABHOCTH II0 BCEMY
Mmupy. Ha atux noctuxkeHusax ocHoBaH MUT
OH4 cerogHautHero. Auape-Ayu [lepunerTu
JOBEAOCE BECTH KOpabAb 110 6y pHBIM BO-
[gaM, ocOOEHHO BO BpeMeHa 5KOHOMHUYECKOI'0
Kpusuca, korna MUT yrpaTtua puHAHCOBYIO
nonaepxkKy. bes Ilepunertu MUT He cTaa
ObI TAaKHUM, KaK cetiuac. [ToaToMy g AMYHO
YyBCTBYIO ce0sl 00s13aHHBIM €My U XO4Y BBI-
Pa3sUTh CBOIO IIPU3HATEABHOCTB. B maM4aThb
00 AEpe-AyH MBI BBIIIYCTHAHU CIIEIIHAAD-
HBIH HOBOCTHOM OroaseTeHb «In Memoriam.

[\

118
'

U B

dré-Louis Périn
2017

Annpe-Ayu IlepuneTTw». Baarogapsa ero
ceiny 2Kan-Mapu Ilepurert 1 [IkeHHUDED
Yoanoa HaM ymaAoch cobpaTh BEICKa3bIBa-
HHu4 Apy3ed u Koaser AHApe-Ayu. OTOT TEKCT
onnybankoBaH Ha s13p1Kax IOHECKO: dpan-
Iy3CKOM, aHTAMHCKOM M HCIIaHCKOM. Be-
AMKHH 4eAOBEK ocTaBHA Halll Mup. [Tronep
MUT. Mowu raybouatimre co0oae3HOBaAHUSA
6an3kum Aunpe-Ayu Ilepuaertu. [Tokoticsa c
MHPOM.

Moxameo Caugp Anov-Agpram,
ITpesuoenm MHUT

XZTH Annpe-Ayu [lepuHeTTH BCcerna Obla
bIIaroIeicss AmdHocTbio B MUT, Bo3-
MO3KHOCTE OAHIKE N03HAKOMUTBLCS C HUM
BbIIIaAa MHE TOABKO TPH roza Hasan. Bo
BpeMd II0e3AKHU B KoayMOutickuii ropon CaH-
Ta-MapTa, Kyza Mbl 00a ObIAM IIPHUTAAIIIEHEB]
Ha (pecTHUBaABb, OPraHU30BaHHEBINA [leHTpOM
MUT Koaymbum, y Hac ObIAO JOCTATOYHO
BpeMeHH a5 Oecen 0 3KU3HHU U 0 Mexay-
HapOJAHOM MHCTUTYTE Tearpa. B urore a
CTaA Ayd4llle IIOHUMAaTh, KaK IIIAH JeAd B TOT
nepuon, korna IlepureTTH ObIA ['eHEepaan-
HBIM cekpeTapéM MUT B [Tapuxke. XoTda oH
HE BCerza IpUHHUMAaA IIEPEMEHBI, IIPOHUCXO-
namue B MUT B Mo€ Bpems, 110 OCHOBHBIM
MOMEHTaM MBI ObIAY coraacHbl. Korna g
coobirua Aaape-Ayu, uro MUT nepeesxkaet
B [llaHxal, OH CHaYaAa O4€Hb YAUBUACH,
3aTeM YABIOHYACS B CKa3aA: 9TO CMEABIH U
BasKHBINA IIOCTYIIOK.

Ero pacckase! o xxu3zau MUT Ovianu He-
00BIYaiHO MHTEPECHEI. JlyMaro, OH MOr OBl
coznatsk «Mcroputo MUT». Ho g cuuraro,
IIyCTh UCTOPUIO IIUIILYT APYTHE, a MBI Ay4YIIle
OyneM TBOPUTH 3Ty UCTOPHIO UCIIOAHHUTEAD-
CKOT'0 UCKYCCTBA.

[Ipomaii, Aunpe-Ayu! Baaromgapro Tebs
3a BC€, uTo ThI caesaa nass MUT u muposoro
Tearpa.

Tobuac BosiHKoHe,
nucamenw, I'eHepanbHulil oupexmop MUT

» o
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H3HaA AHpape-Ayu ¢ MOMEHTA €ro Ha3Ha4de-
HUS Ha JOAXKHOCTB ['€eHepaABHOrO ceKkpe-
Tapss MUT u o ero yxozma c 3toro nocra. C
VIOBOABCTBHEM PaboTaA C HUM Ha/ BBIIIY-
CKOM II€PBBIX U3JaHUM KHUTHU «MUp TeaTpar.
ITpenanHocTe IlepunerTn MUT nomeniasa
€T'0 PEKUCCEPCKON Kapbepe, U BBIUTPBIIIL OP-
raHU3allUU OKa3aACd IIPOUTPBIIIEM AAd Tea-
TPaAbHOI'O MUpPA, KOTOPBIH IIOTEPAA ITPEKpPAC-
Horo pexuccépa. MHEe OyzneT He XBaTaTh €ro
3AETaHTHON BHEIITHOCTH, OAATOPOIHBIX MaHeP
U, KOHEYHO, O30PHOI'0 O'OHBbKA B rAa3ax.

SH Xepbepm,

nucamenb, meampaJsibHblll KPUMUK,
bulewiuii npesudeHm MexxOyHapoOHOU
accoyuUayUU meampasibHblX KPUMuKos

MEeCT€e MBI BCTpedasuch ¢ Pugesem Ka-

CcTpo BO [IBOpIIE peBOAIOIINH, Koraa KoH-
rpecc MUT mpoxonua Ha Kybe. Ha Aunpe-Ayu
A€KaAa CAOXKHeEMINad 3a1ada BO3TAABAITh
MUT B TpynHoe BpeMd, KOrfa IepHo/, IAaCcHO-
CTH e1l¢ He HACTYIIUA U MHOTHE I'OABbI LIEHTPHI
MUT ctpan Bocrounoit EBpoIribl HaXoAUAUCH
mox, koHTpoaeM CCCP, uTo BAUSAO HA UX
TOAOCOBAHUE 10 BAXKHBIM BOIIPOCAM U, COOT-
BETCTBEHHO, Ha IIPUHATHE pe3oarortii MUT.
To, uro MUT npomoaxkaa paboTy U pasBUTHE
B YCAOBHAX TAKOrO JaBACHUS, BO MHOI'OM
3acayra [leprHeTTH: 3TO IPOUCXOAUAO OAATO-
[apsi ero JUIIAOMATHYECKHM CIIOCOOHOCTAM U
3abote o Oymymem MUT.

Anppe-Ayu [lepuHeTTH AIOOHA TEATpP BO
BCEM €ro MHOIoo0pasHui, ¥ CHMBOAHUYHO, YTO
OH IIOKHHYA HacC B allpeAe — MECHIe POXKIACHUSI
Illekcninpa, KoToporo AHApe-AyH Tak LEHHUA.

Hesun Illynoma,

b6blewiuti oupexmop Llenmpa MHUT Benuko-
bpumaruu,

nouémmulii uneH MUT

MemﬂyHapo,aHmﬁ HHCTUTYT TeaTpa BO3-
HUK II0CA€ BTOpPO i MUPOBOM BOMHBEI,
coOpaB BOKPYT ceds TeaTpasbHBIX Aedreaeit
OAS TIoAiepKaHUA XpynKoro mupa. CTpyKTy-
pa MUT ocroBana Ha npuHIitunax FOHECKO,
KOIZla ¥ CaMbI¥ KPYIIHBIN, U CaMbId He-
Goap1mo rieHTpel MUT uMeroT ofuHAKOBEIE
paBa.

Bor uro ckazaa Aunpe-Ayu IlepuHeTTH
B CBOelM ucTopudeckoi peuu B 1998 rony
Ha npasgHoBaHuu S50-# rogoBmHbEl MUT B
Lropuxe u I[Ipare: «MUT cneaas Bcé€ BOZMOK-
HOe, 4TOOBI BEIBECTH AIOeH Ha MOpPaAbHBIH
U UHTEAAEKTYaAbHBIH yPOBEHb BO UM4 BBIC-
el crupaBeIAMBOCTH U OpaTcTBa HaAPOAOB

Bcero mupa... OCHOBHBIM B HallleH IeTEAb-
HOCTH Bcerza ObIA YeAOBedYeCKHuH (haKkTop.
MUT BHa MuUpoBOH apeHe BCEraa CTaBUA BO
rAaBYy yTAa JKHUBOE UCIIOAHUTEABCKOE UCKYC-
CTBO U apTUCTOB, CBOOOLY UX TBOpPYECTBA U
5KOHOMHUYECKOE MOAOKeHUe. MBI feficTBOBa-
AU B 3alllUTY [IPaB YEAOBEKAan.

U 5T0 HE OBIAO YIEAOM OTAEABHBIX AWY-
HoCcTeH. baarogapsa AUAEpCKHUM KadecTBaM
U MYAPOCTH BbIAAIOIIErOCd ['€eHepaAbHOro
cekpetapsa MUT Aunpe-Ayu [lepuHeTTH 5Ta
JeATEABHOCTh KOOPAUHUPOBAAACH, PACIIPO-
CTpaHsAaCh, 00CYK/1aAaCh, IO AEPKUBAAACD
U BIOXHOBASIAA Ha JaABHEHIIyIo paboTy.

OH He ocTaBUA CBOE neno, yias B 2003
roay € OOAXKHOCTHU 'eHepaabHOI'O ceKkpeTa-
p4. as Aunpe-Ayu [lepuHeTTH 5T0 OBIAQ HE
pabora, a npusBanue. Iloayuun Tutya Ilo-
yétHoro npe3ugeHTa MUT, o npomoakaa
cayxkuth MUT u mexxayHapOoHOMY TeaTpy
OyKBaABHO [0 IIOCAEOHUX MHEY KHU3HU. AH-
ape-Ayu ydacTBOBaA BO BCeMUPHBIX KOH-
rpeccax MUT, B Tom uncae u B KoHrpecce B
Apmennu B 2014 rony. IlocaenHdasa ero moesma-
Ka coctosirachk B 2016-M — oH 6b1a B CIIIA Ha
LepeMoHuU npoinanug ¢ MapToi Koiiuu.

A celiyac Halll 4epéa IPOCAABUTD XKU3Hb
U AedTeABHOCTh AHApe-Ayu IlepuHeTTH.

M=e BrIIasa BeAnKas 4ecTb paboTarTh ¢
HUM B TedeHUe 15 aeT. MrbI Bcerza cocyiie-
CTBOBaAM B rapMOHHUH U 6e3 cepbe3HbIX pas-
HOTAACHH, U g1 04eHb ODaaromapHa 3a BcE, 4eMy
OH MeHd Hay4HA. ITocae ero yxona c rocta
l'enepaapHOro CEKpeTapd Mbl BCEra MOAAEP-
JKUBaAU CBA3b. 2Kaab, 4TO g HE BUEAACH C
HUM B 5TOM rony. Beipazkaro raybokue co-
0OAE3HOBAHUSI €r0 CEMbE, C KOTOPOU XOPOLIO
3HaKoMa. 3Halo, Kak AHApe-AyHd FrOpaAHACS
CBOUMHU JETHMH, U AyMalo, OH T'OPIUACS OBI
HUMH elIé OOABIIIE, ECAU OBbI CABIIIIAA UX BbI-
CTYIIACHHS Ha LIEPEMOHHUH IIPOIIAHUL C HHUM.

Llxennugpep Yonnon,
TI'enepanvHslil cekpemapo (1984-2008),
nouémrutili uneH MUT
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IN MEMORIAM

he former General Secretary and

Honorary President of ITI, Mr. André-
Louis Périnetti, was one of the outstanding
leaders and pioneers of ITI. Under his strong
guidance, and with the assistance of the
exceptional Jennifer Walpole, André-Louis
Périnetti’s tenure contained many highlights,
including celebrity endorsements and many
initiatives that formed the world of ITI,
making it an organization which worked for
the benefit of theatre, theatre makers and the
theatre communities all over the world.

His achievements have built the
foundation of ITI today. Obviously he also
had to steer the ship through troubled
waters, mainly due to economic crisis and
the loss of financial assistance of one of the
main supporters of ITIL.

Without him, ITI would not be where it is
now. That is why I personally feel indebted to
him and would like to express my gratitude
to him. To honour him, we have created this
special newsletter “In Memoriam; André-
Louis Périnetti“. Thanks to Jennifer Walpole
and Jean-Marie Périnetti, his son, we were
able to get the statements of his friends and
colleagues. We publish the messages in the
UNESCO languages of French, English and
Spanish. A great man has passed away. A
pioneer of ITI.

My deepest condolences to the family of
André-Louis Périnetti. May he rest in peace.

Mohamed SAIF AL-AFKHAM
President ITI worldwide

ile André-Louis Périnetti was always an

eminent figure within ITI, for me, it was
only three years ago that I had the occasion
to know him closer. On a trip to Santa Marta
in Colombia where we were both invited to
a festival, organized by Luz Patricia Moreno
Linero and the Colombian Centre, we were
hosted in a resort and had ample time to
talk with each other about life and about ITI.
Having encountered similar problems in our
work connected us. I began to understand
what he went through in Paris and what
problems he had to face during his time of
being the Secretary General. While he did not
agree on all the changes that ITI went through
since I entered the office, on the main points
we always agreed.

When I told him that ITI may move

the management to Shanghai, he was
astonished, then he smiled and told me
that he considers this a courageous and
great move. The more we were talking about
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the circumstances in Paris, and about

the monetary problems, the more he was
convinced that this is the right thing to

do - go to a location where theatre was well
accepted in society and by the government.
When I told him that I do not know what we
should do with the archives of ITI, he said
to me “La bibliothéque nationale de France”
(BNF) is the right place. He offered to help
me link ITT with BNF. That is what he did
and that is why the archives are now at the
BNF in Paris, accessible to anyone who is
interested in the history of ITI.

At one point, he asked me why the
Executive Council cancelled the collaboration
with the ITI/UNESCO Chair and if it would
not be better to continue it. After explaining
to him that the main problem was that there
was no real win-win situation between the
Chair and ITI, and that delegating the field
of theatre academia to another organization
made it impossible for ITI to include the
academic field of theatre in the endeavours
of ITI. After listening to me, he looked at me,
was silent for a moment and then answered:
“I agree. This was always a problem. Under
this viewpoint, the decision of the Executive
Council was appropriate”.

I am grateful to André-Louis Périnetti for
all he did for ITI. It has been great to listen to
his ITI-historical anecdotes and adventures
with ITI. I know that he would have been
interested in writing the “History of ITI” if he
could have. But I share with him the attitude
that history can be written by others, it
is better to be engaged in creating history
for the benefit of the performing arts and
performing artists today. Farewell, André-
Louis. And thanks a lot for what you did for
ITI and theatre all over the world.

Tobias BIANCONE
Poet, Writer, Director General of ITI

TI came into being after the World War II
to work towards maintaining the fragile
peace by bringing theatre people all over the

world together . ITI‘s structure being based
on that of UNESCO, the voices of the biggest
and the smallest ITI national centres carried
equal weight. As André-Louis Périnetti said
in his landmark speech given in 1998 during
celebrations of ITI’s 50th Anniversary, in
Zurich and Prague.

“ITI has done its utmost to bring people
together at a moral and intellectual level,
trying in this way to bring about greater
justice and fraternity among the peoples of



the world. In order to achieve this without
giving up what is essential for us, we have
been vigilant so as not to allow any ideology
to become a pretext for supremacy or the
subject of defiance, whatever the culture and
whatever the language...”

In his speech he proceeded with
characteristic modesty, to take activities of
the four Presidents he had served during
his terms of office as examples of how ITI
members had, with courage and tenacity,
contributed to building a culture of peaceful
cooperation among theatre artists. This
englobed the struggle for human rights,
freedom of artistic expression, maintaining
ongoing dialogue and solidarity with
counterparts in all countries and cultures,
multiplying encounters, working on joint
projects and sharing a common affiliation as
members of a worldwide non-governmental
organization, partner of UNESCO.

The first president he served was Janusz
Warminski. André-Louis Périnetti relates
how, due to Warminski’s courage and the
support of the ITI Executive Committee, the
eminent Polish director‘s presidency of both
his national Centre and of ITI Worldwide was
maintained during martial law, in the face of
political manoeuvres to oust him from office.

The next President was the first from
Africa. Wole Soyinka, playwright and Nobel
Prizewinner for literature, was widely known
for the constant struggle for human rights,
that had exposed him to arrestation, prison
and death threats.

Martha Coigney as president of ITI
personified its mission to maintain links
and dialogue between theatre communities
throughout the world. As André-Louis said of
her “Where conflict and opposition reigned,
Martha always managed find a ford to cross
the river or a pass through the mountain but
never was the contact broken.”

Jeong-Ok Kim from Korea was the first
Asian President. Kim fostered links between
Asia and other regions, making Korean theatre
known in the West and Western theatre in his
own country. For André-Louis he symbolized
the “interpenetration of cultures”.

But all the struggles and expressions of
faith in humanity working together, which
were widespread among ITI members did
not remain isolated actions by individuals.
Thanks to the leadership and wisdom of an
exceptional Secretary General in the person
of André-Louis Périnetti, these actions were
coordinated, communicated, discussed and
supported. Enhanced in this way they became,

in turn, an inspiration for further action.

From the dates we can see that he never
really left the ITI when he retired from the
post of Secretary General in July 2003.
Working for ITI was not a job but a vocation
for him. After receiving the title of President
of Honour of ITI Worldwide he continued to
serve ITI and international theatre, literally
for the rest of his life. He was present at most
subsequent ITI World Congresses, including
the one in Armenia in 2014 which I also
attended and where he lent support to the
Belgian delegation in a discussion on ITI‘s use
of both its working languages. His last voyage
was to the USA just last year in 2016 to attend
a celebration of the life of Martha Coigney.

And now it has become our turn to
commemorate and celebrate the life and work
of André-Louis Périnetti.

I had the privilege and good fortune to
work with André-Louis Périnetti for over 15
years. When I began at the beginning of 1990,
I had just taught myself to type and arrived,
armed with my new “portable” computer
(which weighed a ton and had no hard disc).
“Word” hadn‘t yet been invented then but
“Sprint” saved the day! André-Louis was very
patient but soon acquired a computer himself.
In the office I was responsible for the English
and he for the French. I often had to draft
documents in French which he needed to
check before publication. I greatly appreciated
his knack of making corrections in the useful,
constructive and gentle manner of a born
teacher.

Throughout the years we worked together
harmoniously without any serious differences
and I am grateful for what he taught me.
When, already Chevalier de 1'‘Ordre des Arts
et des Lettres, he was made Chevalier de la
Légion d‘honneur in 1996, I remember being
very touched when he waited to be sure I
would be able to attend before setting the
date for the ceremony and celebration.

In later years, after he had “left” ITI as
Secretary General and no longer used his
office we kept in touch, meeting occasionally
for lunch or a specific event. I am sad that I
had not seen him this year. I express to his
family, to whom I feel very close, my deepest
sympathy. I know just how proud he was of
his children and that he would have been
even more so to have heard them speak at
the ceremony for him in Caen.

Jennifer M. Walpole
Secretary General 1984-2008
Honorary Member of ITI
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MEXIOYHAPOOHBIN JEHb TAHIIA

CaoBa H TaHelL

Onvea KAHHCKHHA
domoepaguu npedocmassiervl I eHepanbHbim cekpemapuamom MUT

KoproTkuit NEPHMO C 27 TIO 29 ANIPEAST ITPOIIEA

B IIIAHXAE IO/ 3HAKOM TAHILIA — B YECTb

MEX TYHAPOIHOT'O HS TAHLIA 3/IECh COCTOAACS CAMMUT
« MBI, TAHLIYIOIIIME BMECTE», KOTOPbI OPTAHU30BAAU

1 TIPOBEAU MEXTYHAPOIIHBIM UHCTUTYT TEATPA,
ITTAHXAVICKAY TEATPAABHAY AKAOEMUS 1 PoHI FOSUN.
BIEPBBIE 3TOT IMPA3HMK, YYPEX/IEHHBIM KOMUTETOM
TAHLA MEX/TYHAPOTHOI'O MHCTUTYTA TEATPA, OTMEYAACSI
B 1982 rony, A BbIBOP IATHI ITAA HA JIEHb POXK/IEHUS
2KAaHA 2KorPKA HOBEPA, OTIIA KAACCUYECKOI'O BAAETA.

”

0 Tpaaunuu K cobpaBImuMcd Ha
¢dopyM xopeorpadaM U TAHIIOB-
mIKaM, a TakKke K UX cobparTbsam

10 BceMy MHUpPY obpaIlraeTcss oguH
u3 uxX Hanboaee UMEHUTEIX Koaaer. Cpenu
aBTOPOB IIOCAAHUH NocAeTHUX AeT — Cuau
Aapbu llepkayu, AuH XBafi-MuH, XyAHO
Bokka, Aemu ITonudgasuo, Camra Baabii,
«Wonderful Hands Blooming Flowers» Mypan Mep3yku, U3pasab [aabBaH me AOC
ITedazozuueckozo yHusepcumema YrcaHui oy Peiiec, Anma Tepesa Jle Keepcmakep.

MUT-UH®O N2 2017



B sTom rony aBTOpOM IIO-
CAaHUS NOAXKHA OblAa CTATH
Tpuma Bpays. Ho, Kk orpoMHO-
----- “My COXKaAEHHMIO CBOUX ITOKAOH-
HUKOB CO BCETO MUPA, BbIAI0-
HIasics TaHLOBIIUIA, Xopeorpad
U IIeJaror CKOHYaAach HE3aJ0ATO
no cammuTta. Bee cobpaBrinecs: IOCBATHAU eé
IaMaTU Tasa-IIpeACcTaBAEHNE B 4YeCTb Mexkay-
HapoAHOro AH4A TaHIla. TeM He MeHee He3a-
JIOATO JI0 CBOETO YXOfla, HECMOTPSI Ha IIPOI0A-
KUTEABHYIO 00A€3HDB, OHA HAITHCaAa [IOCAAHUE,
KOTOpOE CETroHS 3BYUYUT KaK 3aBellaHue: 1
CcTaAa TaHIIOBIIUIIEH, IOTOMY 4YTO XOT€AA A€-
TaTb. Moel ABUKYIIEH CUAOHU CTAAO IIPEOIOAE-
HUE I'paBUTAlUH. B MoeM TaHIle HET HUKAKOTO
CeKpeTa — 3TO AYXOBHBIH OIBIT B (PU3NIECKOH
dopwme... Hamu Teaa — HHCTPYMEHT 3KCIIPeC-
cHuH, a BOBCE He CPeCcTBO n3obpaskeHus... C
BO3pPACTOM KHU3Hb apTHCTa HE 3aKaHYNUBAETCH,
KaK [IoAararoT HEKOTOpble KPUTHUKU. TaHel]
coeAaH U3 AIoJIeH — Arofie U unent. U naxke
CH/S B 3aA€, BBl MOXKETE ITOAYYUTH TBOPYECKHUH
HUMIIYALC, YHECTH €TI0 C COOOH U HaIIpaBUTh Ha
CBOIO IIOBCEHEBHYIO XKU3Hb».
C npuBeTCcTBHEM K cOOpaB-
IMCS 00paTHACS 3HAMEHUTBIN
“xopeorpad HMpxu Kuanan. I
‘caM 6bIA GEXKEHIIEM U JKEPT-
BOY 4yZIOBUIITHON ITIOAUTUKH, —
TOBOPHTCH B €T0 ITIOCAAHHUH. —
MHe IpHuIIAOCE IIOKUHYTh
poaHyto YexocAoBaKHIO, KOTZIa
B aBrycte 1968 roma B HEE BTOp-
TAUCh KOMMYHHCTHYECKHE CHABI Bapias-
ckoro poroBopa. U korma B 1975-M g craa
XYyAOXKECTBEHHBIM pyKoBoauTeaeM Hunep-
AQHCKOI'0O TeaTpa TaHIla, PEIINA, YTO MOU
TaHIIOBIINUKHY JIOAXKHBI [IPEACTABASITE Pa3HbIE
pachkl ¥ KOHTHHEHTHI, HAIll pellepTyap CTaHET
pPa3Ho0Opa3HbIM, HACKOABKO 3T0 BO3MOXKHO,
U MBI IpHEIEM B AIOOYIO CTPaHy MUpPA, TIe
HacC I'OTOBBI IPHUHSATE... Y1 CBATO BEPIO: KOTAa
IIOAUTHKH ITPEKPAIaioT o0IaThCs, Xya0K-
HUKH 0053aHbI IIPOIOAKATD IPEePBaHHbBIN
nuanor. OcoGeHHO TaKHWe CYHACTAUBYHKY, KaK
TaHIIOPBI U MY3bIKAHTHI, B€Ib HAIIl SI3bIK HE
HYXKIaeTCs B IIEPEBOE, MBI MOKEM T'OBOPUTH
HaIIpsMylo OT cepAlla K CEPAILY».
Co0OpaBIInxcs TakKe IIOIIPUBETCTBOBA-
Aa l'enepaabsbIit nupekTop IOHECKO Hpuna
BokoBa. [Ias ygacTus B caMMUTe ObIAH OTO-
OpaHb! TaHIOBIIUKY 13 KuTag u co Bcero
MHUpa, BKAIOYAs apTHCTOB C OTPAaHUYEHHBbIMH
BO3MOXKHOCTIMH. CaMMUT HadaAcs ¢ KOHQe-
PEHIINH, ITIOCBSIIIEHHOMN XKU3HU U COXPaHEHHUIO
TPaaUIIMOHHBIX TAHIIEBAABHBIX KYABTYD B
raobaabrHOM MUpPe. OTKPBIA KOH(PEPEHIIHIO
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International Dance Day

aMepUKaHel AAUTO AAECH, XyI0XKECTBEH-
HBIF pyKOBOAUTEAb KoMnaHuu DanceAbility
International, B KoTopoi paboTaroT 1 apTHUCTHI
¢ 0coOOeHHOCTSIMU 3710pOBbs. Tema ero BbI-
CTYIIA€HUd 3BydaAa Tak: «<Bce Teaa roBopsT.
Kask w1t MoxkeT TaHIeBaTh. Ha KoHpepeH-
IIMH BBICTYIIHAU TaKXke aMepHKaHKa Cbio3eH
Pozenbepr (coparruna Tpumu BpayHh), dpuanr-
nuHkKa Cecuab 'Buzio AabBapec, KUTaHIIbI A0
Huuru, ®su lllyanbaii, Ao Bun, ncmanka Kap-
MmeH Py0Ouo, ¢ppaniykenka Mapuor Mro3a, Ku-
npuoTka AuapoMaxu Jumurpuaay AMHOAAD,
poccugHUH Penat MaMuH, caoBeHIbI Po3aHna
I'pubap u I'perop ArocTek, a TakKe TAHIOP U
xopeorpad u3 Bypkuna-®aco Caapsg Cany.

OT Teopuu IEPENIAN K IPAKTHUKE — 3a
TPHU OHS Ha caMMHUTe OBbIAO ITPOBENEHO dYe-
TBIPHAAATh MACTE€P-KAACCOB OT BEAYIIIUX
[1e1aroroB B XopeorpadoB 13 AeCSTH CTPaH:
Bypkuna-®aco, Kuraa, Unnuu, dnonuuy,
Ilyapro-Puko, Poccuu, Ucnnanuu, Beanko-
opuranuu, ®paunuu u CHIA.

laaa-HOYB Ha OKOHYaHHE CAMMUTA BO-
IIAOTHAA €ro AeBu3 «MblI, TaHIYIOIIIUE BMeE-
cre». [lepBag yacTs — «(llaHxalickad HOYb» —
cTaAa CBOeOOpPa3HBIM IIPHUHOIIIEHHEM I'OCTIM
CO BCEro MHpa OT KUTAUCKUX Xopeorpados,
paboTaroIux ¢ TAHIOBIUINKAMHU U CTYIEH-
Tamu [HlaHxalCcKoi TeaTpaAbHOU aKaAeMUHU.
Bropaga — «MexayHapoaHas HOYb» — IIpe-
BpaTHAaCh B TaHIIEBAABHBIN (a TOpoH U
pPHUTyaAbHBIH) OTBET KOMaHAbI rocTed. CBoé
MacCTEepPCTBO IPOAEMOHCTPUPOBAAU TAHIIOB-
muiia u3 Uamum [llanrasa llluBaAsuHrarnma,
ganoHerr Muta Hopuaku, TaHIleBasbHad I1apa
u3 Bypkuna-®aco Amia Tomac u Ycceru
Habape c HomepoM xopeorpada Caabg Cany,
a Takxke Pozana I'pubap c I'peropom Aro-
cTekoM u3 CAOBEHUH, UCIIOAHUBIINE HOMEP
coOCTBEHHOr'0 counHeHUs. Kpome Toro, 6514
IIOKa3aH U3BECTHBIN CIIEKTaKABb «KoMImaHuu
Tpuimnu Bpayw» non HazBaHUueM «Ecau TBI
He BUAUIIL MEHsD» U 10y «I'peThe KoAeco»
romnaHuu DanceAbility International, B Ko-
TOPOM, B YaCTHOCTH, Y4aCTBOBAAU TAHIIOB-
IIMKHW Ha HHBAAUJHBIX KOASICKaX. [AaBHBIM
XUTOM CTaAO BBICTYyIIA€HHe Tpynnbl Disabled
Art Troupe Ilenaroru4yeckoro yHUBEpPCHUTE-
Ta Y2KIHYXKOY, Te ydaTcd rayxue aetu. Mx
npencrasaeHue «Wonderful Hand Blooming
Flower» B cBO& BpeMs TIOAYYHAO OPOH30BYIO
MenaAb Ha TAaBHOM TaHIIEBAABHOM KOHKYP-
ce Kurasa «Harpaga Aotocar u HepopMaab-
Hoe 3BaHUe «Kuralickuii OprasnaHT».

Beap TaHell ¥ BOPAMB HEIIOABAACTEH
HHU BO3PAaCTy, HU OTPAHUYEHUAM TEAECHBIX
BO3MOKHOCTEH, HU 4eMy OBl TO HU OBIAO
elé.
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INTERNATIONAL DANCE DAY

Words and Dance

Olga KANISKINA
Photos courtesy of ITI General Secretariat

From APRIL 27 To APRIL 29, SHANGHAI
WAS CELEBRATING INTERNATIONAL DANCE DAy
WITH THE SUMMIT “WE, DANCE TOGETHER”
ORGANIZED BY THE INTERNATIONAL THEATRE
INsTITUTE ITI, SHANGHAI THEATRE ACADEMY
STA, aND Fosun FounpaTiON. IN 1982,
THE DANCE CoMMITTEE OF ITI FOUNDED
INTERNATIONAL DANCE DAY TO BE CELEBRATED
EVERY YEAR ON 29TH APRIL, THE BIRTHDAY
ANNIVERSARY OF JEAN-GEORGES NOVERRE,
THE CREATOR OF CLASSICAL BALLET.

“The Third Wheel” by Alito Alessi, Emery Blackwell e
and Jana Meszaros of DanceAbility International.
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y tradition, choreographers and
dancers who attend the forum, as
well as their fellow-workers around
the world, are being addressed by
one of their most eminent colleagues. Among
the authors of the recent messages are
Sidi Larbi Cherkaoui, Lin Hwai-min, Julio
Bocca, Lemi Ponifasio, Sasha Waltz, Mourad
Merzouki, Israel Galvan de los Reyes, Anne
Teresa De Keersmaeker. This year the author
of the message was to be Trisha Brown,
however, much to the regret of her admirers
from all over the world, an outstanding
dancer, choreographer and educator had died
shortly before the summit. All the participants
dedicated the Gala Night of International
Dance Day to the late Trisha Brown.
Nevertheless, before her death, despite a long
illness, she wrote her message, which today
sounds like a testament. “I became a dancer
because of my desire to fly. The transcendence
of gravity was always something that moved
me. There is no secret meaning in my dances.
They are a spiritual exercise in a physical
form. Dance is about creativity... again and
again...in the thinking, in the making, in the
doing, and in the performing. Our bodies are
a tool for expression and not a medium for
representation... The life of an artist does not
end with age, as some critics believe. Dance
is made of people, people and ideas. As an
audience, you can take the creative impulse
home with you and apply it to your daily life.”
Greetings to the audience were sent by
the outstanding choreographer Jifi Kylian:
“I was a refugee myself, and I was a victim
of a disastrous political situation. I left my
country, Czechoslovakia, in August 1968
after it was invaded by the communist
states of the Warsaw Pact. When I became
the artistic director of the Netherlands
Dance Theatre in 1975, I made sure that the
dancers I engaged came from all races and
all continents, and that the repertoire was
as diverse as possible. I made sure that we
travelled to any country of the world which
was ready to receive us..! I firmly believe,
that if politicians stop talking to each
other, it is the duty of the artists to keep
the dialogue going. We, the musicians and
dancers, are among the luckiest, because
our art doesn‘t need translation —
it speaks directly from heart to heart..!”
The participants were also greeted by Irina
Bokova, Director-General of UNESCO.
To participate in the summit, dancers
from China and all over the world were
selected including dancers with disabilities.

International Dance Day

/ International Theatre Institute Tl

The summit opened with a conference
dedicated to the concepts of cultural
preservation and innovation, and how
these relate to dance and dance education
in today’s climate of globalization. The
conference was opened by Alito Alessi from
the USA, who is the artistic director of
DanceAbility International where actors
with special needs work too. The title of his
speech was “All bodies speak: everybody
can dance.” The conference speakers were
also Susan Rosenberg (Trisha Brown’s
companion) from the USA, Cecile Guidote-
Alvarez from Philippines, Liu Qingyi, Feng
Shuangbai, Luo Bin from China, Carmen
Rubio from Spain, Marion Muzak from
France, Andromachi Dimitriadou Lindahl
from Cyprus, Renat Mamin from Russia,
Rosana Hribar and Gregor Lustek from
Slovenia, and the dancer and choreographer
from Burkina Faso Salia Sanou.

From theory to practice - for three days
the summit featured fourteen workshops of
leading teachers and choreographers from ten
countries: Burkina Faso (Salia Sanu), China
(Lin Meifang, Zhen Shuji), India (Chantal
Shivalingappa), Japan (Mita Noriaki), Russia
(Renat Mamin), Spain (Carmen Rubio Segado,
Daniel Hernandez Fernandez, Gloria Garcia
Arambarry), Great Britain (Jeremy Nelson),
France (Marion Muzak), etc.

The culmination of the summit was
the Gala Night with the motto “We, Dance
Together” embodied by selected dancers
from China and all over the world. The first
part of “Shanghai Night” became a kind of
tribute to international guests from Chinese
choreographers who work with dancers and
students of the Shanghai Academy. The
second - “International Night” turned into
a dance (and sometimes ritual) “response”
from the guest team. The main hits of
the show were the famous production “If
You Couldn’t See Me” by Trisha Brown
Company, and the “Third Wheel” show
of DanceAbility International with the
participation of dancers on wheelchairs.
However, this challenge was met by the
Disabled Art Troupe of Zhengzhou Normal
University, China for deaf children. Their
show “Wonderful Hand Blooming Flower”
once became a bronze medal winner of
“Lotus Award”, China’s top dance award,
and the 2015 winner of China Central
Television’s hit show “Brilliant Chinese”.

After all, dance ends neither with age,
nor with body’s potential, nor with anything
whatsoever.

No2 2017 MUT-UH®O
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PenaT MaMUuH:

«A HaAM HAOO
AepxKaThb YXO0 BOCTPO»

HA CAMMUTE, ITIOCBSIEHHOM MEXOIYHAPOIHOMY JHIO
TAHLIA, Poccuto NPEACTABASIA PEHAT MAMUH, NOLIEHT
BBICIIEN IKOABI CUEHUYECKUX UCKYCCTB, XOPEOT'PA®
1 [TOCTAHOBIIMK CIIEKTAKAEHN «KAPMEH. HAdAAO»,
«2K1BOM 3BYK», « BEUEP XOPEOTPA®UU», A B TTPOILIAOM —
COAUCT AHCAMBASI HAPOHOT'O TAHIIA MIrop4
MOVCEEBA.

Penam Mamur u e2o kumatickue yueHuku

kagemud B [llanxae MeHd
nopasuaa. Becs kam-

IIyc yTonaeT B IBeTax. B
OTPOMHBIX CBETABIX 3aAaX,
OCHAIIIEHHBIX I10 ITIOCAEIHE-
MY CAOBY TEXHHUKH, MOXKHO
CTaBUTH AIOOOE 1I0y. A B KOMHATE OTAbIXa
IIASI IpernoiaBaTeAeH g ObI C YIOBOABCTBH-
€M TOXKHA — HACTOABKO TaM yA00HO U Kpa-
cuBo. M3 BeicTynnAeHHU#T MeHda 0OABIIIE BCETO
IIOTPSCAA I'PyIllla TAYXUX AeTel, KOTOpPbIe
TaHILIEBAAH IIOJ, «AUPUKUPOBAHUE» OJHOTO
VAU HECKOABKHUX KypaTopoB. U BoBce He
IIOTOMY, YTO TAHLYIOIINE A€ TU-UHBAAUBI
BBI3BIBAIOT YMHUAEHUE. [IpoCcTO X ypOBEHB
OBbIA TaK BBICOK, YTO 3aA B30PBAACS OT BOC-
TOopra.

KuTa#iiipl ceronHst AeAal0T BCE, YTOObI
3aHATH BEAYIIHUE TIO3UIUU B XOpeorpadu-
YEeCKOM HCKycCTBe. B yacTHOCTH, IpUraa-
IAI0T K cebe mperogaBaTh IIpeICTaBUTEAEH
PYCCKO# xopeorpaduiyecKOH IIIKOABI, & MHO-

MUT-UH®O No2 2017

THX CBOUX CTYAEHTOB OTIIPABASIOT YYUTHCS
B Hamu O0aaeTHBIE akaaeMuu. [loka oHH He
BBIOMAUCH B AUZEPHI: €CTh eIl IP0o0AEMbI
C TeéM, KaK COEJUHHUTH AyNUIY U TEXHUKY (B
KOTOPOH OHH 0e3yCAOBHO O4Y€HE CKOPO [I0-
CTUTHYT HEBEPOATHBIX BepIluH). Ho Ham
BCEM HYXKHO JIep¥KaThb yX0 BOCTPO — BEAb
€CAH 3TH AIOU OepyTcs 3a AeAO0, TO AOBOOAAT
€T0 10 COBEPIIIEHCTBA.

MHe nmocTaaach rpymnna, cocTodmnias
U3 «KAACCHUKOB» U HAPOAHHUKOB (B aKa-
OEMUHU €CTh ellé TpeTul PakKyAbTET, TAe
OTAEeABbHO 00y4uaioT OAABHBEIM TaHIIAM).
Hano ckazatp, ygamueca TaM IIOAyYaIOT
OOBOABHO KECTKOE 00pa3oBaHUe, U IIpen-
AOKEHHBbIE MHOH yIIpa>kXHEHUS Ha UMIIPO-
BHU3aIlWIO, Ha paboTy Hax obpazaMu ObIAU
UM COBEpPIIEHHO B AUKOBHUHKY. Haponx-
HHUKaM g JaA 3AEMEHTHI PyCCKOTO TaH-
a — HOTH Ha caenyiomuil neHp y pedar
cTpalHo 00AEAH, HO 3aHUMAAUCH OHH C
HacTodAmUM a3apToM. «<Kaaccuku» moHa-
4aAy O4€Hb CTECHSIANUCH UMIIPOBU3UPO-
BaTh Ha TEMbI PaJ0CTH, CTpagaHUd U T.I.
Tornma s npexaoXuA UM nnopaboraTsb HaL
obpazom KapmeH (0 KOTOpPO# OHU HE YHU-
TaAW U He HUYETro 3HaAH, HO MHOTHE BHU-
IOeAUu Halll crieKTakKAab «KapmeH. Hagaao»
u3 BIICH). CmoTpio — raa3a 3arOpPeAUuCh, B
JeBOYKaX 3aurpasa UHAUBUAYaABHOCTD,
IPOCTYIINA XapaKTep, OHU CTaAHU MaH-
KUMHU. A MaAbYuKaM (UX OBIAO MeHBbIIIe)
g IIpenAoXXuA Beibpatk cBoio Kapmen. Ho
KOHEYHO K€, KOI/la COpeBHOBaHHE 3aKOH-
4YHAOCH, I KaXXJA0H NeBYOHKE cKasaa, 4To
oHa — HacTogamag Kapmes.



Renat Mamin:

"\ j IInt‘ernit'tnna\‘Theatrellnstitut‘el'ﬂ-Wnrldﬁmmhaﬁ

International Dance Day

on for the Performing Arts

“We need to keep
our eyes open”

AT THE SUMMIT DEDICATED TO THE INTERNATIONAL DANCE
DAy, RUSSIA WAS REPRESENTED BY RENAT MAMIN, AN
ASSOCIATE PROFESSOR OF Moscow HIGHER THEATRE
SCHOOL OF PERFORMING ARTS, CHOREOGRAPHER AND
STAGE DIRECTOR OF “CARMEN. BEGINNING”, “LIVE
SOUND”, ETC. AND A FORMER SOLOIST OF IGOR MOISEYEV

FoLk DANCE ENSEMBLE.

was greatly impressed by Shanghai
Theatre Academy. Its campus is
full of flowers; spacious, light halls,
equipped with the latest technology,
allow for staging any kind of show. As
for the recreation room for teachers,
I would love to live there for some time — it is
so nice and comfortable. Concerning shows,
I was struck by a group of deaf children who
danced under “conducting” of their tutors.
The quality of their dance was so high that
the hall burst into a round of applause.
Today the Chinese try their best to
take leading position in choreography.
In particular, they invite representatives
of Russian school of choreography, and
many Chinese students are sent to study
at our ballet academies. So far, they have
not become leaders since there is still
some problem in connecting a soul and a
technique (which they certainly master).
Still we all need to keep our eyes open - if
these people get down to business, they
bring it to perfection.
The group I had for my workshop,
included students of classic dance and
folk dance. I should note that education
the students get there is strict, and
improvisation exercises I suggested were
very unusual for them. “Classicists” at
first were shy to improvise scenes of joy,
suffering, etc. Then I suggested that they
work on the image of Carmen (some of
them have never heard of her or read about,
but many saw our performance “Carmen.
The Beginning”). All of a sudden, I saw

their eyes lit up, the girls started to show
their personality, they became attractive.
I suggested to the boys (there were fewer
of them) to choose their Carmen. After we
finished the competition, I told every girl
that she was a real Carmen.

Renat Mamin’s workshop

No2 2017 MUT-MH®O 27



BBICTABKA

Ockusz
MYIKCKO20
Krocmooma.

«Hesnarxomrxa» no A.A.
Brory. (14 mapma 1918 a.
Kagpe dTTummopeck,
Mockea. Pexcuccépot C.M.
Bepmenw. I'A. Kponv)
ITocmaroska
1918 2.

eaTpaAbHBIH
pPOMAaH PyCCKOro
aBaHrapaHcTa
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B BAXPYUIMHCKOM MY3EE
OTKPBLIAACH BBICTABKA
«MUCTEPUS-BYDD
APUCTAPXA AEHTYAOBAY,
[IPUYPOYEHHAS

K 135-AETUIO OOHOTO

U3 BEAYIIUX XYIOXHUKOB
PYCCKOT'O ABAHTAPIIA.

HA HE COBPAHO OKOAO
250 nMPOU3BENEHUN

13 19 poccUmckux
MY3EEB U YACTHBIX
KOAAEKIIMH, B TOM
YUCAE U3 COBPAHUY
PDEMTOPA AEHTYAOBA,
TTIPABHYKA >XUWBOIIUCILIA.
3A TIOCAEJHUE TPU/LIATD
AET BTO CAMBIN
[IPEZICTABUTEABHBIN
[TIOKA3 PABOT APHCTAPXA
AEHTYAOBA — U BCETO
AUIID TISITAY IO CUETY
[TIEPCOHAABHAS BBICTABKA
ATOTO XYIOXKHUKA

B HAIIIEV CTPAHE.

Anna YEITYPHOBA
domoepaghuu npedocmassieHul
TeampanvHbiM My3eem umeHu Baxpywura

3asax BaxpymuHCKOro my-
3esl pa3MeCTHAUCH KapTHUHEI
AeHTyAOBa U ero rpaduka,
Opu4éM MHOTHE 3KCIIOHA-
TBI CBS3aHEI C TeaTPOM.
3xech IOKAa3bIBAIOT OOABIIIE
70 3CKH30B KOCTIOMOB, a TaK¥ke oTorpa-
¢duu cnekTarael, HaJL KOTOPBIMHU paboTaa
XYOOXKHUK, apUIITH U IPOrPpaMMKH K HUM.
A emmé — MakKeT AeKopalluHu K orepe «/le-
MOH», TIocTaBAeHHOH B 1919 rony Aaek-
carnpoMm TaupoBbsIM B puanase Boarmro-
ro Tearpa. B 1925-m sTOoT MakeT BMecTe
C BCKH3aMU KOCTIOMOB K CIIEKTaKAIO, BbI-

Aémonopmpem, 1915 2.

IOAHEHHBIMU AEHTYAOBBIM, OBIA YIOCTOEH
I'pau-ipu Ha MexxXAyHapoaHON BbICTABKE
JeKopaTUBHOIo UCKyccTBa B [lapuxke.

C TeaTpoM XyAOXKHHUK COTPyAHUYUAA
MHOTO AeT ¥ UCKpPeHHe AIo0uA ero. Ha aB-
TomopTpetre 1915 roga AeHTYAOB maxke
n3o0pas3ua cebs B BULE apTUCTA, dpMa-
POYHOr'0O 3a3bIBaAbI B 30A04€HOM Kad-
TaHE U C JAMHHBIMU 3€AEHBIMU HOI'TSAMU.
310 OBIAO BpeMs, KOTa cobpaThd XyLOK-
HUKa 110 00beauHeHNI0 «ByOHOBBIN BaaeT»
3MaTHPOBaAU IIyOAMKY, HAHOCS Ha AHUIIO
GyTYypUCTUUIECKUH I'PUM U pas3TyAuBas
TakK II0 TOPOA4Y.

CBo0é& AMII0O A€HTYAOB HE yKpalllaa,
3aTO OfHAXAbl BEIKPACHA IE€PEBbLS U ra-
30H CKBepa Ha TeaTpaabHON maoIlagu
B HEHUCTOBBIH (pHOAETOBBIHA IIBET. DTO
O6p1A0 yKe B 1918-M, Korga XyooKHUK
y4acTBOBAaA B IIpa3gHUYHOM odopMae-
HUU MOCKBEI K ronoBiinHe OKTI6pbCcKOH
PEBOAIOITHH.

8 Hos16psa Toro ke roga B Boarwiiom Te-
aTpe Ha IIpeMbepe CUM(OHHUYECKOH IT03MBI
Anekcaunpa Ckpsbuna «[Ipomereii» AeH-
TYAOB IIPOAEMOHCTPHUPOBAA 3PUTEASIM CBOE
IIBETOBOE BUAEHUE CIIEKTaKAS. 3aIHUK,
pacrnucaHHBIY XyI0KHUKOM, OCBEILIAACS
IPOXKEKTOPaMH, IIBEeTHbIE (DUABTPBI KOTO-
PBIX MEHIAUCH B 3aBUCHUMOCTH OT 3By4aB-
nie# My3bIKH. CBOIO CBETOBYIO IApPTHIO XY-
JMOXKHUK PENETHPOBAA BMECTE C OPKECTPOM.
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Mockoseckue xydoxxHuru. Ockus. 1927 a.

OnHOM U3 AYYIIINX TeaTpaAbHBIX paboT
Apucrapxa AeHTyAa0oBa cTasa omnepa «Ckas-
ku 'opmaHar, mocraBaeHHasa PEnopom
KomuccapzxkeBckum B Tearpe-cTyauu npu
XynoxKeCTBEHHO-IIPOCBETUTEABHOM CO-
BeTe pabouux opranuzanuy B 1919 roxy.
AxkTép HUrope MABUHCKHN TaK OT3bIBAACH
o «Cra3kax 'opmana»: «CneKTakAb 3TOT
BXOJUT B YHCAO T€X HEMHOTHX CLIEHHUYE-
CKHUX SBA€HUHN, BUAEHHBIX 3a MOIO XKU3Hb,
3a KOTOpPbIe MOXKHO 0e33aBeTHO AIOUTH
TeaTtpr. Koaaera MasuHCKOro Muxaua 2Ka-
POB BCIIOMUHAA: «9TO OBIA YHCTO OIIEPHBIH
CIIEKTaKABb, HO €1Ba AN HE FTAaABHOE MECTO
B HEM 3aHUMaA XyAO0XKHHUK A. B. AeHTy-

AOB — «HAIIl C€3aHHUCT», KaK MBI TOT/ia €TO
HasblBaAu. OH 0pOPMHUA CIIEKTAKAD B yXe
JKUBOIIHCH «KybHcTOB». PeaabHEBIH 110 hop-
Me€, POsSIAb Ha CIIeHE AOMaACd IIPUYYAAUBO
pacKkpallleHHBIMHU MAOCKOCTIMHU. KoCTIOMBEI
TOXKe OBIAM pa3pUCOBaHBI ANHHUIMH, KOTO-
pble IOMYEPKUBAAU HE KPaCOTy YEAOBEKA,
a, HaobopoT, AoMaAu U nepOPMHUPOBAAU
gyeaoBedecKyro purypy. bepeTrr kakoii-To
CTPaHHOU (POPMBI IPHUAaBAAU T'OAOBE IIPHU-
4YyAAWUBBIE YTAOBATBhIE AMHUU, TPUM IOAYED-
KHBaA HEpeaAbHOCTH AXIla. Hano ckas3arts,
410 K «Craskam 'opmaHa» Takoe uppeasb-
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Hoe 0(popMAEHHE CIIEKTAKAS HEOOBIKHO-
BEHHO ITOAXOIHUAOM.

B cBoux memyapax 2KapoB paccka-
3bIBaA U O TPEHUAX MeXAY A€HTYAOBBIM
u KomMuccapxKeBCKUM, KOTOPBIM BOIIPEKHU
BOA€ XYAOXKHHUKA IIEPEBECUHA JEKOPAIlUU
no-ceoeMy. IlpaBna, mo mHEHeHUIO 2Kaposa,
OHHU OT dTOT'0 TOABKO BbIUTpaAHU. A caM
AE€HTyAOB BCIIOMHHAA, 4YTO UCIIOAHUTEABHU-
I1a OMHOM U3 'AaBHBIX NIapTUl, neBuna Ba-
Aepudg BapcoBa, cCHa4yaaa A0XOAHAA A0 HUC-
TEPHUKHU, HE XKeAad 'PUMHUPOBATHCA I10 €0
3CKH3aM. 3aTo CIIyCcTs BpeMsd He Moraa 0es3
BOCTOpra BCIIOMHHATh CBOY Ir'puM B «Ckas-
kax 'opmanan.

B pabore Han cnekTakAaMU A€HTYAOB
coTpynHu4daa ¢ Baagumupom MasgkoB-
ckuM, Baagumupom HemupoBudeMm-/laH-
4eHKO, AaekcaHapoM TaupoBeIiM, Cepa-
¢dumoit Bupmas... «<Bce MOU MOCTAHOBKH
€CTBb BBIPAXKEHHUE MOUX KUBOIIHUCHBIX
IIPUHIUIIOB Ha CLIEHE» — CKa3aA KOoraa-To
caM XyHOOXHHUK. [IpoBEpUTH IOAAUHHOCTD
€T0 CAOB, YBHEB COOpaHHbIE BMECTE Tea-
TpaAbHBIE U JKHUBOIIUCHBIE pabOThI, MOKHO
B 3aAaX FAaBHOIO 3aHud baxpyInHCKOro
My3ed [0 KOHIla AeTa — BhICTaBKa IPOI-
AUTCH 10 27 aBrycra.
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Anna CHEPURNOVA
Photos courtesy of the Bakhrushin Theatre
Museum

Tue BAKHRUSHIN MUSEUM
OPENED AN EXHIBITION
TITLED “ARISTARKH
LENTULOV’S MYSTERY
BOUFFE”, TIMED TO
COINCIDE WITH THE 135TH
ANNIVERSARY OF ONE OF
THE LEADING ARTISTS OF
THE RUSSIAN AVANT-GARDE.
IT BRINGS TOGETHER

SOME 250 WORKS FROM
19 RUSSIAN MUSEUMS
AND PRIVATE COLLECTIONS,
INCLUDING THE COLLECTION
OoF FEDOR LENTULOV,

THE ARTIST’S GREAT-
GRANDSON. THIS IS THE
MOST REPRESENTATIVE
EXHIBITION OF ARISTARKH
LENTULOV’S WORKS

OVER THE LAST THIRTY
YEARS — AND IT’S ONLY THE
ARTIST’S FIFTH INDIVIDUAL
EXHIBITION IN OUR
COUNTRY.

he halls of the Bakhrushin

Museum accommodate

Lentulov’s paintings and his

graphic art, and many of the

exhibits are associated with

theatre. Here they display over
70 costume sketches, as well as photographs
of the productions that the artist was
working on and their related playbills and
programmes. As well as the set model for
the opera “The Demon”, staged in 1919 by
Alexander Tairov at the Bolshoi Theatre
subsidiary. In 1925, this model, along with
costume sketches that Lentulov created for
the production, was awarded the Grand

MUT-UH®O No2 2017

Battle of Two Ships, 1914

Prize at the International Decorative Art
Exhibition in Paris.

The artist collaborated with theatre
for many years and held sincere affection
toward it. On his 1915 self-portrait Lentulov
painted himself as an actor, a barker at a
fair in a gilded caftan and with long green
fingernails. It was the time when the artist’s
fellow Jack of Diamonds members (a name
that was later given to a famous association
of which Lentulov was member) shocked the
audiences by putting futuristic makeup on
their faces and walking around the city like
that.

Lentulov didn’t paint his face, but
one time he did paint the trees and the
lawn in the park on Teatralnaya Square an
outrageous purple color. That was already in
1918, when the artist took part in decorating
Moscow for the celebration of the one-year
anniversary of the October Revolution.

On November 8 of that same year
during the premiere of Alexander Scriabin’s
symphonic poem “Prometheus” at the
Bolshoi Theatre, Lentulov demonstrated
for the audience his color vision of the
production. The backdrop that the artist
painted was illuminated by projectors,



whose color filters changed depending on
the music that was playing. The artist
rehearsed his color part together with the
orchestra.

One of Aristarkh Lentulov’s best
works was “The Tales of Hoffmann”
staged by Fyodor Komissarzhevsky in
1919 at the Studio Theatre of the Art and
Education Association of Labor Unions.
Actor Igor Ilyinsky said the following about
“The Tales of Hoffmann”, “This production is
among those few stage phenomena I've
seen in my life that can make one love
theatre unconditionally.” Ilyinsky’s colleague
Mikhail Zharov recalled, “It was a purely
operatic production, but artist A. V.
Lentulov — our “Cézannist”, as we called him
back then — was virtually at its centre. He
designed the production in the Cubist style.
The grand piano on stage, real in form,
looked fractured thanks to the fantastically
painted surfaces. The costumes were also
covered in lines that, instead of emphasizing
a person’s beauty, fractured and deformed
the human figure. Weirdly shaped berets
made the heads appear to have odd, angular
lines; the makeup emphasized the surreality
of the faces. It should be noted that such an

unreal production design suited “The Tales
of Hoffmann” exceptionally well.”

In his memoirs Zharov also talked
about the tensions between Lentulov
and Komissarzhevsky who rehung the
decorations his own way, disregarding
the artist’s wishes. Although, according
to Zharov, it only served to improve them.
And Lentulov himself recalled that Valeria
Barsova, who sang one of the lead parts,
was almost to the point of tears at first and
refused to have her makeup done based
on his sketches. Yet after some time she
expressed nothing but admiration for her
makeup in “The Tales of Hoffmann.”

When working on theatre productions,
Lentulov collaborated with Vladimir
Mayakovsky, Vladimir Nemirovich-
Danchenko, Alexander Tairov, Serafima
Birman... “All of my productions are an
expression of my art principles on stage,”
the artist himself once said. Audiences
can verify the truth of his words at
the exhibition halls of the Bakhrushin
Museum’s main building where they
can view a collection of his theatre work and
artwork side by side. The exhibition will run
through August 27.

Tverskoy Bulevard .
(Strastnoy Monastery), 1917 Eai
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PECTHBAAD

Onvea ®YKC
domoepaguu npedocmassieHsl
npecc-cayxKoou gpecmugans «3onomas MacKa»

JIPAMATUYECKUIM KOHKYPC
PECTUBAAS «30AOTAST MACKA»
™. B 3TOM IOy BbIA CAMBIM *
OAUHHBIM — 28 (1) CTIEKTAKAEN
~ 13 Hopuabcka, IIEPMU,
- TBEPH, HPOCAABAS{ I‘AAsoBo
IHAPbIHOBO XABAPGBCKA
HOBOKW{BbIUJEBCKA OMCKA
_ MEPOBO ,HOBOCI/IBI/IPCKA’,
o - AHKT-IIETEPBYPTA I MOCKBBI.
» TARASI MACHITABHOCTD APUIIU —
" - PESYALTAT HE TOABKO YCIIEIIHOCTHU ***
'CE30HA, HO 1 MHOTOYMCAEHHBIX °
' % PABHOTAACUU B PABOTE
9KCIEPTHOI'O COBETA. iz
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KOHKYPCHOH ITporpaMMe ObIAW CIIEKTAKAHU
XOpOoIIne U pa3Hble, ObIAM HACTOSIIIIHE OT-
KPBITHS U IPUBBIYHBIE 6aTaANH 110 II0BO-
ny pemenut xwopu. Ho cetiuac, korga 23-s
«30a0Tast MacKa» yKe yIIiaa B UCTOPHIO,

a HOBBIM 3KCIIEPTHBIN COBET BOBCIO KOAE-
CHUT IIO CTPaHe B ITIOMCKAaX MOTEHIIHAABHBIX
HOMMHAHTOB, XO4ETCS BCIIOMHUTH UMEHHO
3HaKOBbIe paboTEI.

IIpoBaA moGeauTeasen

AeB [JloauH rmocTaBUA «'aMaAeTar» 110 TEKCTAM
[Mlexcniupa, Cakcona I'pamMmaTuKa (aBTOpa

HIeCTHAAIIATUTOMHBIX «/ledHUH TaHOB», TOe
ecTb 1 'amaert), xporucta Padasrg XoanH-

«amnemn»

«damnemn»

urena, bopuca Ilacrepraka. Ho npaBuabHee
ObIAO OBI CKa3aTh, YTO OH IIOCTaBHA CO0-
CTBEHHBIN TEKCT, rae ecTb 'amaerT, 'epTpy-
na u Kaapauii, Ocpeansa u akTEPLI, OH BECh
COTKAaH M3 IIEKCIIUPOBCKUX CTPOK (MHOTIA
repou MEHHGIOTCSI PEIAUKAMHU UAU IIPUXBa-
TBIBAIOT PEIIAMUKHU U BOBCE U3 APYTHUX IIBEC
lekcniupa, To4HO U3 ntopdopa). Ho nmopsmok
LIEKCIIUPOBCKUX CAOB IpUAAET TEKCTY [o-
JAWHAa COBEPIIEHHO APYTOM CMBICA.

dIporHusmIee» [JaTCKOE KOPOAEBCTBO
IIPEeBPATHAOCH B CIIAOIIHYIO CTPOHKY (XYy-
IOOXKHUK Anekcauap BopoBckuti). [IpaBaa,
3Ta BCEAEHCKas CTpoiika Bcé GoAbIlle Ha-
IOMHWHAEeT II0XOPOHEI. O0uTareAn OAbCH-
HOpa cTapaTeAbHO 0OXOAST ABIPHI B IIOAY:
YCTOSTB — 3HAYUT, BBIXKUTh. Kax b1l HOBO-
IIPECTAaBA€HHBIN A€TUT BHU3, U KOMaH/a
MOTHABIIIUKOB BEIHOCUT HOBYIO MOTHABHYIO
[OCKY — OOABIIIe MOTHA, MEHBIIIE M, KpelTde
dyHIaMEHT HOBOH 3II0XH.

Bce crenaHnda o noBoay TECHUMOIO
MOAOABIMU HaXaAaMU TPAAULIMOHHOIO Tea-
Tpa JoawH otnaas Opoasdei TPyIe CBOUX
IIOCTapPEBIINX HApPOAHBIX apTHUCTOB (Cepre#t
KypsimieB, Urops iBaHnoB, Ceprett Ko3sl-
peB). Ho caMm MaTp mocTynua ¢ Tparenyei
panukaabHeHIIUM 06pa3om. 'amaer [JanHu-

domo: Buxmop Bacusnves




ABI Ko3A0OBCKOTO He OyHTapPh, TPHUILIEIITH T
OYUCTUTH MUP, HE UHTEAAUTEHT C MyKaMHU
COBECTHU, He HOBEIH criacuTeAb. OH ChIH
KpOBaBOI'O TUPaHAa, TOPOIIAIIUNCI BEPHYTH
cebe TO, YTO — OH YBEPEH — IPUHAAEKUT
emy 1o rmpaBy. I'eptpyna (Kcenus Panmo-
mopT), KoTopasl, OBLITH MOKET, AYYIIIe BCEX
OIILyTHAA Ha ce0e TUPAHUIO My>Ka U BO3-
HeHaBuaeAa e€, u KaaBnuii (Urops YepHe-
BUY), UHTEAAUTE€HTHBIN, TUXUN, YCTaABIH
Opat TupaHa, HaJIeIAUCh U30aBUTH CTPAHY
OT 3TOTO0 KoIlIMapa fa XOTh ObI Jake IIeHOMU
ybuticTBa TupaHa. Ho He MOHSIAM, HACKOAB-

[

«Jamnemn»

Domo: Buxmop Bacusnees

®omo: Buxmop Bacunves

KO TAy0OKO IIPOPOCAO 3TO 3A0. 3a CIIMHAMU
THUPAaAHOB, HBIHENTHUX X034€B XKU3HU,— UX
MOAOABIE, KaAHbIE 10 KPOBH, BOCIIUTAHHBIE
B 0COOOM IIMHHU3ME OeTH, KOTOPbIE COBCEM
HE I'OTOBBI TaK I[IPOCTO OTAATH CBOE TBOpPLIAM
3TO# caabo# «1aTCKOM» OTTEIIEAH, CMEPTEAD-
HO YCTaBIIIUX U HAJIOPBABIIUXCH €LIE B IIOPY
ITapCTBHS THPaHAa.

B mHagaae cniektakagd 'amaeT TaHIyeT
C MaTephblo TAHTO (KapAHorpaMMa O4YeHb
CAOKHBIX OTHOILIEHUH B3POCAOI'0 MYXKYHUHBI
U €ro MOAOJOM MaTepH, UX COIIEPHUYECTBA,
AOOBU U HEHABUCTH, IIOTPEOHOCTH APYT
B IpyTe U yKace poacTBa APYT C APYIoM),
B (puHAaAe caM IIpOTAruBaeT el OoKaa oT-
PaBAEHHOI'O BUHA, U OHA IIBET 34 310POBbE
nobenuTeAs: CBOIO YaIry cMepTH. «T'bI mo-
6enunr,— moaTBepxkaaetT KaaBauii u monu-
BaeT 3a XKEHOU ocTaTKU. [amaeT ocraérca
ONVH Ha 3a4UILEHHOM IIPOCTPAHCTBE, Aapd
AYYIIIYIO CLIEHY B 3TOM CIIEKTAaKA€ — 3BEPHU-
HBIH TaHell ITobenuTeAsd, 10 KOTOPOro Ha-
4YUHAET AOXOAUTH BECh KOCMHUYECKHUH yKacC
€r'0 IOAOXKEHU4. [IeA0 HE B TOM, 4YTO Yy HETO
0oAblIIE HE OCTAAOCE KOHKYPEHTOB, a B TOM,
4TO BOKPYT HEro OOABIIIE HET KHUBBIX AHIL.
He cyutaTh k€ TaKOBBIMU PaCIIAOUBIINXCH
JEAOBUTBIX MOTHUABIIUKOB, CAUIIIKOM yCep-
JTHO OTBOALINUX I'Aa3a.

T'ocThH H3 Oyayuiero
HesaBucuMo oT packaaja IIpeMUN, TAaBHOM
neecoll Ha pecTHBaAe cTasu «I'pU CECTPEIy,
Oaaromapg cnekTakalo Arapuda XKoamaka
dTo Ty cTopoHy 3aHaBeca» B AA€KCaHIPUH-
ckoM Tearpe U «I'pém cectpam» Tumodes
KyassbrHa, KOTOpPBIH He MEHSIA HU Ha3BaHUe,
HU TEKCT, HO KapJUHaABHO U3MEHHUA S3bIK.
O0e paboThI IIOAYYHAH CIIELIIPU3EI KIOPHU
3a akTépcKuil aHcaMbAb, HO 3TO COBEPIIIEH-
HO He BasKHO, TaK KakK IIOCAeTHUH hecTU-
BaAb OyAyT BCIIOMUHATE B IIEPBYIO O4epeab
n3-3a 3TUX pabor.

K nporpammMmKke ciektTakast Kyasabunra
npuaaraeTcd naaH goMma [Ipo3opoBsIx, clieHa
IIOBTOPSIET 3TOT IIAAH, Pa3Be UTO CTEH HET:

Y aKTEPOB HET BBIXOJ0B — BCE YETBIPE daca
OHH IIPOKUBAIOT JKU3Hb CBOUX IIEPCOHA-
JKel IpaMOo Ha HalllUX raa3ax. YeXOBCKUH
TEKCT MEIAEHHO CTEKaeT II0 CTEHE, TOYHO
€T0 IIPOAUCTBIBAIOT Ha ITAQHIIIETE, — OUHIIEH-
HBINA OT UHTOHAIIUY, HACAOEHUH, TOAOCOBBIX
MOAYASIITUY U XapaKTEPHCTUK. [OBOpPUTH
B 9TOM CIIEKTaKA€ YMEET TOABKO I'AyXOH
deparnont (Cepreit HoBUKOB) — U, K¢ b eMy
U [TOAOKEHO, He IIOHUMAaeT OCTaABHRIK.\,

«Tpu cectpbl» KyagbuHa ChITDHBL:
Ha fI3bIKE KECTOB, KOTOPIN aKTE@pL. "

&
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«Tpu cecmpuolr

CIIEIIMaABHO BBEIYYHAU OAS 3TOH pabo-
ThI. CIEIIHaAUCTEI 110 2KECTOBOMY SI3BIKY
BOPYAHUBO IIOPYTHBAIOT 3TOT CIIEKTAKADb
3a A3BIKOBBIE OT'PEXH, HO HA OCTAABHYIO
TeaTpasbHYIO IYOAUKY 3TOT X0/, KOTOPBIHA
IIOHAYaAy KaXkeTcd YUCTBIM (POPMOTBOP-
4YE€CTBOM, IIPOU3BOAUT OLLIEAOMUTEABHOE
BIIEYaTACHUE.

Y akTépoB, AHUIIEHHBIX PEYU, IIPOUCXO-
OUT HACTOLAIIUH B3PBIB BbIPA3UTEABHOCTH,
a craBlllad y>Ke TPUBHUAABHON CEHTEHIIUA
0 TOM, 4TO AIOAU ¥ YexoBa pa3roBapHUBaloT,
HO HE CABIIIAT APYT APYyTa, & TAaBHOE — I'o-
BOPLAT HE CAOBAMHU, a PA3HBIMHU MEXIOMeE-
TUSIMU — Tapa-paMaMi, TapapadbyMouamu
U IPOYHNMU PEeHHUKCAMH, oOpeTaeT B 3TOM
CIIEKTaKA€ 3PHMOE BOIIAOIIIEHHE.

A Mexay TeM 3TOT HEMOU MUP HU3AAET
Maccy 3BYKOB — IIEAVIO CHM(OHUIO 3BYKO-
IIMCH, TOYHO TallHOE BBIPBAAOCH HAPYXKY
U CTAAO SBHBIM. 3BIKAIOT TapeAKHU U 00-
KaABbI, XKYyXKXKUT peH, KoTopbIM Haramia
CYIIUT HaKpallleHHbIE HOI'TH, IIOKAIOT
KabAy4YKH, OPET TEAEBU30D, II0ET BOAYOK,
KOTOPBIH BCE «CAYLIAIOT», IPUIIAB K CTOAY
yXOM, (paAbBIIUBUT AHIpeeBa CKPUIIKA,
nonbupasick K IpaBUABHBEIM HOoTaM. BbéT-
cs B IbgHOU TocKe YeOyTHIKHMH B CBOEH

MUT-UH®O N2 2017

JaAbHEH KOMHAaTe, CO CTPAllHBIM I'POXOTOM
AETST Ha II0A MAMUHEI Yachl, IAQYeT pas-
OyxeHHBIH BoOUK B cBOel CBeTAOH U CyXo#
KOMHATE€ — U HUKTO HE CABIIIUT €ro ImAad.
Tpemut 3anacHo reHeEpaToOp B TPETHEM
akKTe, KorJa I10XXapoM OXBad€H IOpoL, IpPo-
najgaeT dAEKTPUYECTBO U €AUHCTBEHHBIM
HCTOYHHUKOM CBETa, EAUHCTBEHHOMN CBA3BIO
MeXy AIOABMH CTaHOBATCS cMapTQOHBI.
U xaxkercd, 4yTo He oM [Ipo30poBEIX, a BCce
3eMAdHE XBaTaOTCS 3a OIIMETKU CBETOBOM
SHEPruH, CIeulaT MOAINUTATh CBOU YCTPOH-
CTBa, yAepxKaThb CBA3b APYT C APYTOM.
HaBepHoe, Tak 6yneT BBITASIETH alloKa-
AHUIICHC.

K dunaay Toro noma, maaH KOTOpPOro
MBI IePKUM B pyKax, 6oabiie He Oyzet. Bea
MebeAb CABUHYTA U 3aBelleHa, IPOCTPaH-
CTBO OYHIIIEHO AAS YE€rO-TO COBCEM APYTroOro,
ybout Ty3eHbax, yxoasaT BoeHHEBIE. [peMuT
OPKECTD, U CECTPHI BAPYT CABIIIIAT MY3BIKY —
YyBCTBYIOT HOTAMH 4Yepe3 BUOPUPYIOLIYIO
3€MAIO, CAMH CTAHOBATCH 3TOH MY3bIKOH,
o0peTaroT yTpadeHHBIH CMBICA, CBETACIOT
anniaMiu. ToabKO IepenaTh cBo€ TaliHOe 3Ha-
HHE HaM HE MOLYT.

HazBanue cnekrakadg «Ilo Ty cTOpoORHY
3aHaBeca» AHApuUd 2Koaaka COOTBETCTBY-

domo: Buxmop Amumpues



€T €ro 3epKaAbHOMY Pa3BOPOTY: 3pUTEAU
PacIoAOKUANCE Ha BEAUKUX CIleHaX (AAek-
cagapuHka B CaukTt-Ilerepbypre, MXT
umeHHu YexoBa B MockBe). B pacnopskeHnu
apTHUCTOB IIOYTH BC4 CIIEHA U BECh 344, pac-
IMHCAHHBIN CBETOTEHBIO, — LIIYMSIIIUN A€C,
mope. 2Koagak He 6bIA OB COOO, ecan OBI
nmocraBuA YexoBa «KakK HammucaHo». Ero
YexoB — ¢ naaHeThl Coagpuc, KoTopasd BO3-
Bpalllasa YEAOBEKY CaMble CTPAIIHBIE €ETO
BOCIIOMUHAaHUS, Oyanaa coBecTho. 13 oT-
naAaéHHOro OyAyILero, rae CTaBsaT 9KCIIepH-
MEHT — BOoCcKpeniarT cecTép [Ipo3opoBeIx

U 3aKa4yuBaloT UM B CO3HaHUE «Bce 43 cTpa-
HUIIBD TEKCTa IIbechbl. Ho mpexae yem mpo-
H3HECTHU U IIPOXKUTH UX, CECTPHI JOAXKHBI
BCIIOMHHUTH CBOU UM€HA, BCIIOMHUTH, OTKY-
[a oHU poaoM. M BocrioMuHaHUSA UX cYaCT-
AUWBBIE U IIOCTBIAHBIE — A€C, IITUIIBI, COAHIIE,
30B MaTepu: «/leBouKH, JOMOHD (Ha mmaede
e€ BHUCHUT pPyKbe U B (pHHAAE OHO, KaK II0-
AOJKEHO, 0093aTeABHO BBICTPEAUT), OTEL]

c kpacoTkol Mamieii (EaeHa Boxxakuna)

Ha KOAEHAX U OTHIOAb HE OTEYECKOU Aa-
ckoH... Ha oTna 6ymeT moToM My4YHTEABHO
noxox Heaenbl¥ Bepmuuun (Mrops Boa-
KOB), HEMYAPEHO, 4T0 MaIy c e€ neTcKou
TpaBMOH IIOTSIHET K HEMY.

XKoamaka UHTEpPECYET BCE, YTO IIPOCBE-
4YHUBaeT CKBO3b CAOBA U IIOCTYIIKH: I1aMSTh,
TpaBMEbI, 0OMaHyThle Hanexkael. U Bcé, uTo
OyzeT nnorom. OH cTaBUT 0e3 OrASIOK Ha Ka-
Kue ObI TO HU OBIAO aBTOPUTETHI, HO IIpe-
KPAaCHO IIOMHS O TOM, YTO JI0 HEero ObIAK
Beprman u TapkoBckuii, Aapc ¢on Tpuep
u Ppeiia. DTOT CIEKTAaKAb OTAyIIAET IIepe-
najzaMy HEXXHOCTH U HaCHAHWS, U3NEBKU
U ImAada.

Mamia u BepuinHUH UrparoT B TEHHUC
Ha Oepery Mopsi: OH HEAOBKHUH U TporaTeab-
HEBIH, oHa OoxkecTBeHHA. Mala KOpMHUT
BepninHuHa KoTA€TaAMHU — OH TOABKO YTO ITO-
JKAaAOBaACs, UTO HE €A C ceMH yTpa. AtoboBb

i L' I-'-.-"
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dTo my cmopoHy 3aHasecar

BepninHuHa BeIpacTaeT U3 3THX IIPOCTBIX
4EeAOBEYECKHUX PaJOCTeN: IIPHUAETEBIIHNHI
Ha KaKOM-TO KaIlCyA€ U3 KOCMHUYECKOT'O
JaA€Ka, OH BIIEPBBIE OIIYIIIAET PagOCTh
KU3HU.

BpyTaabHBIN U 3aKOMIIA€EKCOBaHHBIN
Kyarsirun (Buraauiit KoBaaeHKO) MCTHUT
JKeHe 3a AI00OBBb K BepImuHUHY, HaCHAyS
eé, TouHo BOuBas, rBo3au: «Maimna. MeHs.
Abut. Mog xeHa. Mens. Aro6ut». Bepmiu-
HHUH B 3TO BpeMS TOCKAHWBO MaeTCs B CO-
cenHell Oecenke, moraabIBasCh U HE CMes
ooraablBaThCs, YTO IIPOUCXOAUT ceryac
¢ Mamre#i. XoueT yUTH U HE MOXKeT. A ofe-
peBEHEBIIINE CECTPHI — CTApPbIE€ AE€BEBI —

C y3KacoM B3HUpPaloT Ha I0AYOe3yMHYIO0
Maiiry ¢ HeBeIOMBIM UM CEMEMHBIM U AIO-
00BHBIM OIIBITOM. OHA IIBITAETCS CMBITH

¢ cebg 1030p BOLOH, B KOTOPOH IIAaBaOT
IIOAOMAaHHBIE acTpbl Bepmuuunua, - 1 3anax
MOKPBIX acTp 3aAUBAaET CIIEHY.

Pexxuccép no3BoasieT cebe nmepedTu mo-
por 6oam, 3a KOTOPHBIH, KaXkeTcs, HUKOIIa
TaK JaA€KO HE 3aXOAUAU [IOCTAHOBIIUKHU
YexoBa. DKCIEPUMEHT I10 PEUHKAPFPALINH
TPéxX cécTep 3aBepIIéH. ['peMaT TRENE '
cTpeaa — U CECTPHI IaAAIOT, CBOp_. <
B 1103y 3M0OpHOHA. «/[[eBOYKH, TOMG
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Olga Foux
Photos courtesy of the press-service of Golden Mask Festival

THIS YEAR, THE GOLDEN MASK FESTIVAL'S DRAMA
COMPETITION WAS THE LONGEST ONE YET — 28 (!)
PRODUCTIONS FROM NORILSK, PERM, TVER, YAROSLAVL,
GLAZOVO, SHARYPOVO, KHABAROVSK, NOVOKUYBYSHEVSK,
Owmsk, KEMEROVO, NOVOSIBIRSK, SAINT PETERSBURG,
AND Moscow. THE LARGE SCALE OF THE PLAYBILL IS THE
RESULT OF NOT ONLY A SUCCESSFUL SEASON BUT ALSO

OF THE NUMEROUS DISAGREEMENTS IN THE WORK OF THE

JUDGING PANEL.
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he productions that took part in the
competition program were good and
different; there were true discoveries and
the usual squabbles over the judging panel’s
decisions. Yet now, when the 23rd Golden
Mask has already become part of history,
and the new judging panel is crisscrossing
the country in search of potential nominees,
it is the landmark works that we would like
to remember.

“Hamlet”

The failure of victors
Lev Dodin staged “Hamlet” on the
basis of texts by Shakespeare, Saxo
Grammaticus (author of the sixteen volume
“Gesta Danorum”, which also includes
Hamlet), chronicler Raphael Holinshed, and
Boris Pasternak. But it would have been
more correct to say that he staged his own
text, which includes Hamlet, Gertrude and
Claudius, Ophelia and the actors. It’s woven
together from Shakespeare’s lines (the
characters sometimes swap lines or borrow
lines from Shakespeare’s other plays
altogether, as from a compilation). But the
order of Shakespeare’s words gives Dodin’s
text an entirely different meaning.

The “rotten” state of Denmark
turned into a wall-to-wall construction
zone (artist Alexander Borovskoy).
Although this universal construction
zone increasingly begins to resemble a
funeral. Residents of Elsinore carefully
walk around the holes in the floor: to
stay standing means to survive. Every
newly departed drops down, and a team of
gravediggers brings out a new gravestone —
the more graves, the fewer the holes, the
stronger the foundation of the new era.

Photo by Victor Vasiliev
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Dodin gave all the laments about the
traditional theatre being pushed aside by
young insolents to a touring company of
his older People’s Artists (Sergei Kuryshev,
Igor Ivanov, Sergei Kozyrev). But the
maestro himself treated the tragedy in
the most radical way. Danila Kozlovsky’s
Hamlet isn’t a rebel who came to cleanse
this world, nor an intellectual with pangs
of conscience, nor a new savior. He’s the
son of a bloody tyrant who’s scrambling to
get back what he believes to be rightfully
his. Gertrude (Kseniya Rappoport), who
had experienced her husband’s tyranny
first-hand and perhaps more so than
anyone else, and who had come to hate it,
and Claudius (Igor Chernevich) — the
tyrant’s intelligent, quiet, tired brother, were
hoping to rid the country of this nightmare
even at the cost of killing the tyrant. But
they didn’t realize how deep that evil had
seeped. Behind the backs of the tyrants,
the current masters of life, are their young,
bloodthirsty children, who were raised with
a special kind of cynicism and who are not
at all prepared to give up their own to the
architects behind this feeble “Danish” thaw;
architects who are deadly tired and who
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have overexerted themselves back during
the tyrant’s rule.

At the beginning of the production
Hamlet dances tango with his mother (a
cardiogram of the very complex relationship
between a grown man and his young
mother, of their competition, love and
hatred, their need for one another, and the
horror of being related to one another). In
the finale he himself hands her the goblet
of poisoned wine, and she drinks her cup
of death to the health of the victor. “You
won,” Claudius confirms and finishes the
remainder of the wine after his wife. Hamlet
remains alone in a cleaned out space,
giving us the production’s best scene — an
animal victory dance of one who’s finally
starting to realize all the cosmic horror of
his situation. It’s not that he no longer has
any competition; it’s that there are no longer
any living beings around him. After all,
the overwhelming masses of businesslike
gravediggers, who all too eagerly avert their
eyes, can hardly be considered living.

Guests from the future
Regardless of the breakdown of the awards,
it was “The Three Sisters” that became the
festival’s principal play thanks to Andriy
Zholdak’s production “On the Other Side

of the Curtain” at the Alexandrinsky
Theatre and Timofey Kulyabin’s “The

Three Sisters”, where the director changed
neither the title nor the text but chose a
radically new language. Both works received
special jury awards for best cast, but

that is completely irrelevant because this
latest festival will be remembered first and
foremost thanks to these two works.

The programme for Kulyabin’s
production includes the floor plan of the
Prozorov house; the stage mirrors that floor
plan with only one exception — there are no
walls: actors do not leave the stage — they
spend the entire four hours living the lives
of their characters before our very eyes.
Chekhov’s text slowly trickles down the
wall as if it’s being leafed through on a
tablet — void of all inflections, layering, voice
modulations, and characteristics. The only
one capable of talking in this production is
the deaf Ferapont (Sergei Novikov), and, as
expected, he can’t understand the others.

Kulyabin’s “The Three Sisters” was
performed using sign language that
the actors learned specifically for t
production. Sign language special_i ‘
grumble and scold this production ggr. S

&
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“The Three Sisters”

language blunders, but this move, which at
first seemed to be nothing more than pure
gratuitous form creation, has a stunning
effect on the rest of theatre audiences.

The actors, deprived of speech, have
a veritable explosion of expressiveness.
And the long since trivial dictum that
Chekhov’s characters talk but don’t
hear each other and, most importantly,
talk in various interjections, tararams,
tararabumbiyas, and other nonsense
syllables instead of using actual words,
is visibly manifested in this production.

Meanwhile, this mute world generates a
multitude of sounds — an entire symphony
of musical imagery, as if the secret broke
free and is revealed to all. The clinging
of plates and glasses, the whirring of the
fan that Natasha uses to dry the polish
on her nails, the clicking of heels, the
screaming of the television, the humming
of the spinning top that everyone “listens
to”, putting their ears to the table, the off-
key playing of Andrei’s violin as it tries to
hit the right notes. Chebutykin is beating
about in drunken misery in his far room;
mother’s clock drops to the floor with a
terrible racket; Bobik, awakened by the loud

MUT-UH®O N2 2017

noise, cries in his bright and dry room, and
nobody hears his cries. The spare generator
sputters in the third act, when the city is
engulfed by fire, electricity is gone and
smartphones become the only source of
light, the only connection between people.
And it seems as though it’s not the Prozorov
house but the entire population of Earth
that clings to the scraps of light energy,
rushing to charge their devices, to maintain
the connection with each other. That is
probably what the apocalypse will look like.

By the play’s finale, the house, whose
floor plan we’re holding, will be no more. All
the furniture is moved aside and covered
up, the space is cleared out for something
entirely different; Tuzenbach is killed;
the soldiers are leaving. The orchestra
thunders, and the sisters suddenly hear
music - they feel it in their feet through
the vibrating earth, they themselves
become this music, regain the meaning
that was lost, brighten up. Only they
are incapable of transferring their secret
knowledge to us.

The title of Andriy Zholdak’s production
“On the Other Side of the Curtain”
corresponds to its mirrored setup: the

Photo by Victor Dmitriev



audience is placed on the great stages (the
Alexandrinsky Theatre in Saint Petersburg
and the Chekhov MAT in Moscow). The
actors have at their disposal almost the
entire stage and the entire audience

hall painted with light and shadow — a
rustling forest, a sea. Zholdak wouldn’t

be true to himself if he staged Chekhov

“as it was written.” His Chekhov is from
the planet Solaris, which gave man back
his most terrifying memories, awakened
him with conscience. From a distant
future where they stage an experiment —
resurrect the Prozorov sisters and load

“all 43 pages” of the play’s text into their
consciousness. But before saying those
lines and living them, the sisters must
remember their names, remember where
they are from. And their memories are
happy and shameful - forest, birds, sun,
their mother’s call, “Girls, come home!” (she
has a rifle slung over her shoulder and in
the finale it will definitely fire, as it’s
supposed to), their father with the beautiful
Masha (Elena Vozhakina) sitting on his lap
and the affection that is very un-fatherly...
The awkward Vershinin (Igor Volkov) will
later have a painfully striking resemblance
to the father, and it is no surprise that
Masha, with her childhood trauma, will be
drawn to him.

Zholdak is interested in everything that
shines through words and actions: memory,
trauma, broken dreams. And everything
that would come later. He stages without
looking back at any figures of authority,
but knowing full well that before him came
Bergman and Tarkovsky, Lars von Trier and
Freud. The production stuns with its swings
between tenderness and violence, sneers
and sobs.

Masha and Vershinin are playing
tennis on the seashore: he is awkward and

“On the Other Side of the Curtain” ST

Photo by Katerina Kravtsova

“The Three Sis?.

sweet, she is divine. Masha feeds Vershinin
meat patties — he just complained that he
hasn’t eaten since seven in the morning.
Vershinin’s love grows out of these simple
human pleasures: having flown here in
some capsule from some far off place in
the galaxy, he experiences the joy of life for
the very first time.

The macho and insecure Kulygin (Vitaly
Kovalenko) retaliates against Masha for
her love toward Vershinin by raping her,
pounding in the words like nails, “Masha.
Loves. Me. My wife. Loves. Me.” Vershinin
meanwhile pines miserably in a nearby
gazebo, suspecting and not daring to
suspect what is happening to Masha. He
wants to leave and he can’t. And the numb
sisters — old maids — look on in horror at
the half-mad Masha with her experience in
marriage and love-making that they know
nothing about. She tries to wash off the
shame with the water where Vershinin’s
broken asters float, and the smell of wet
asters floods the stage.

The director allows himself to cross the
threshold of pain that no other Chekhov
director ever crossed that far, it seems.

The experiment in reincarnating the three
sisters is complete. Three shots
ring out and the sisters fall,
curling up into fetal positions.
“Girls, come home!”

No2 2017
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MACTEP-KAACC

 J1eMOHBI B IEeTCKOH
< IIepCIHEeKTHBE

Onvza PYKC
Brazooapum IToconscmeo ILlgeyuu e Poccuu 3a npedocmasieHHble Mamepuaist.

Pexuccepr Cro3AHH OCTEH U OPAMATYPT AHH-Coou
BAPAHU — JIPKUY TAHAEM B COBPEMEHHOM IIBE/ICKOM,
TEATPE, PABOTAIOIIEM AAS JIETEN, C IETbMU -
U PO AETEN. [lo nmPUrAAMEHUIO Poccuiickoro
IHEHTPA MUT 11PU COAENCTBUU TTOCOALCTBA
[IIBELIMK B Poccuu OHU NPUEXAAU B MOCKBY,

[IE ITPEANCTABUAN CBOM ®UABM «/IEBOYKA, MAMA

1 JEMOHBI» Y [TPOBEAY CEMUHAP [IAY IICXOAOI'OB,
TEATPAABHBIX [E/IATOI'OB, PEXKMCCEPOB, BOABHWYHBIX
KAOYHOB U TTPOYUKX CIELIMAANCTOB, PABOTAIOIINUX

C IETbMU B 30HENMICUXOAOTUYECKOT'O PHCKA.
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aK CKa3aA COBETHHK II0 KYABTY-
pe mocoabcTBa lIBentnu Credan
Wursapccos, CiozanH OcTeH
H3MEHHAA Hallle IIpeACTaBAE-
HHE 0 IeTCKOM TeaTpe. K cAoBy, OCEHBIO

B TpeTbsaKOBCKOM rasepee poiaéT peTpo-
CIIEKTHBA IIBEACKOI0 KMHO I10J] YCAOBHBIM
Ha3BaHUeM «be3 BeprmaHar, rie MOXKHO
OyzeT HO3HAKOMHUTBLCS C APYyTUMU KUHOPAa-
6oramu OcteH. E€ necaras o cuéty Kap-
THHa — «/leBouKa, MaMa U AEMOHbD» — 4acThb
OAWHHOM 11eIoYKU. PUABMY IIPEAIIIECTBO-
Baaa KHHUra Cr3aHH OcTeH. 3aTeM 1o-
SBUAACH IIbeca, IIOCTaBAEHHAas BO MHOTHX
LIBEACKUX TeaTpax. E€ MOKHO IpoYyuTaThb
U [I0-PYCCKHU — B cOopHUKe «CB0OOIA BBIOH-
patb cebs. YeTbIpe HOBBIE IIIBEACKHE IIbe-
CBbI», KOTODPBIH BBINIYCTHUA Poccuiickuii HEHTP
MUT coBMECTHO CO MIBEACKUMH KOAAETAMHU.
ITorom cuienapuii Cro3anH OcTeH U OpHuKa
Ynneubepra ObiA BOIAOIIEH B (PUABM, IIpe-
Mbepa KOTOPOT'O COCTOSIAACh 15 ampead
2016 roza, MOCA€E YET0 OH IOIIaA B AECATKY
IIBEICKUX KUHOKAPTHUH, pEKOMEHI0BAaHHbIX
K [I0Ka3y B IIOCOABCTBaX I10 BceMy MHUpy. Ero
nnocMoTpeau B PelikbaBuke, BalmmuHrToHe,
Komrenrarene, XprocToHe, Atobeke, Ceyae,
XeAbCHUHKHU U APYTHUX roponax. Ilocae BbI-
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xona puapMa HarnmonaaspHad 1IBegcKad ac-
COoIlMAalINs I10 HCCAEOBAHUSIM IITH30(OPEHUN
3aKAIOYHAA C PEXKUCCEPOM U ApaMaTyprom
JOATOCPOYHBIN [OTOBOD, U TEIIEpPh OHU €304T
C MacTep-KAacCaMM U CEMHUHapaMH II0 pa3-
HBIM CTpaHaMm — oT MoHroauu no Mekcu-
ku. OnHa U3 1ieaed 9TUX M0e300K — CHATH
Taby ¢ caMO¥ TeMBbI, IIOBEPHYTHCH AUIIOM
K IIpobaeMe feTel, KOTOPbIM IIPUIIIAOCH
BCTPETHUTHCS C ITN30(peHned CBOUX OAN3-
kux. Taby Ha pa3roBoOpsl 0 IICHX03aX U Tady
Ha BO3MOXXHOCTH 'OBOPUTEH 00 3TOM C AEeTbMHU
CYLIECTBYIOT HE TOABKO B KOHCEPBATHUBHOM
Monroanu («B3pocable TOBOPHAH HaM, MOA,
HaIlT¥ JeTH BOOOIIe He 3HAIOT, YTO TaKOoe
pasBon. CripammuBaeMm AeTeii: «Bbl 3HaeTe,
4TO TaKoe pa3Bona?» Aec pyk» — cmeércs Cro-
3aHH), HO U B ToAepaHTHoM [IIBertun.

«PebEHOK JaAeKO He BCeT/a IOHUMAET,
4TO IIPOUCXOIUT, U BUHHUT ce0s B ceMeHHBIX
npobaemax. Ho ¢ HuM 00s13aTeABHO HY3KHO
pasroBapuBathb 00 3T0M,— yBepeHa Cro-
3aHH.— 4 BcTpedaaa feTeH, KOTophle cIiac-
AU cBouXx ponuteaeii. ITopoii, 4To6bI paszo-
Opatbcd, TpebyeTcsa MHOro BpeMeHH. O4eHb
MHOTO... HHOT/Ia A€T NATHAECHT...»

OTa Ieno4YkKa — CliaceHue A caMoH
Cro3aHH. B duasme (mbece, KHUTE) — IIOYTH



OOKyMEHTaAbHAad UCTOPHUS COOCTBEHHOI'O
OEeTCTBA, KOTOPOE IIPOIIAO IO 3HAKOM IIIH-
30dpeHnH €€ MaTepu, KHHOKpuTHKa lepn
OcrteH. Cr03aHH caMa CIIA€AA 3TY I€HO0Y-
Ky, Ha4yaB aHAAU3HUPOBATh CBOIO UCTOPHIO,
u BbIOpaaach U3 coocTBeHHOHU Oenrl, cre-
AaB €€ mpeaMeTOM HCCAEIOBaHUHE U ped-
AEKCHUH.

Bpsaa au KTo-HUOYAh OOBUHUT HAC
B CIIOMAEPCTBE, €ECAHU MBI pacCKazXeM, 4TO
3TO UCTOPHUL O BOCBMUAETHEN NEBOYKE
Tu u e€ MmatepH, orpyzxatomieiicsa B Ipo-
nacTh mu3odpeHuu. ITpornacTes aTa BecbMa
spKasd U I'ycToHaceAéHHas: MaMa, CIIps-
TaBIINCH C OYKOH Ha CHEMHOM KBapTHUDE,
3axXAaMAdeT IIOAYIIYCTYIO BHAYaA€ CTYAUIO
JI0 COCTOSIHU A KaKOUN-TO CTPAlIHOM IIe-
1epbl C IIOTAaWHBIMU XOIaMH, OITIACHBIMH
KyCTaMH U AAOUPUHTAMU, JKeAasl [IOHpa-
BUTHCA WH(EPHAABHBIM J€MOHAM, KOTO-
PBIX BUOUT TOABKO OHa. I B aTOoM Oe3ymuu
KaK-TO 00KHBAETCs, YACTUYHO OOBITPhIBAS
€ro, YaCTUYHO IIPUCIIOCcabANBAaLCE K HEMY,
HOPMAaABHBIH, AF0003HATEABHBIH PEeOEHOK,
NIpPHUBA3aHHBIA K MaTepH, KaK U 3aA0KE€HO
npupomnoii. PUABM 3aKaHYIUBaeTCd 0AAroIo-
Ay4HO. Arobdias TéTs ¢ qedTeAbHOU oa-
pyroii 1 Becéaoil cobakoil, nobpasd yIuTeAb-
HHIlA, B MEPY PaBHOAYIIIHBIE, HO BCE-TaKU
IpoheCCHOHAABHEBIE COIIUAABHBIE CAY3KOBI
JEAAIOT CBOE IEAO: IEBOYKY CIIacaloT, MaMy
OTIIPAaBASIIOT Ha A€YE€HHe, KBapTUPY yOu-
parT U gaxe JEeMOHOB 3aIlyCKaloT B KOC-
Moc — peliepBepK HaL YEPHBIM 03€POM,
TIie KaXXIbIH 3aAIl caAloTa Ha MUT ITOXO0XK
Ha 3A0T0 KAOyHa. Ho omyiieHue, 4To Thl
IIPOLIEA II0 KPalo, OMHOM HOI'OM CKOAB3HYB
B IIPOIIacTh, HE OTIIyCKAaeT eie moaro. Cpe-
oy Harpag pUAbMAa eCTh ITPU3 32 AyYINUH
TPHAAEP, HO aBTOPOB 3Ta (POPMYAHPOBKA
COBEPILIEHHO HE PaAyeT — OHU CHUMAaAHU «IIPO
apyroe». PuHaA KapTHUHBI BBITASIIUT CUACT-
AUBBIM, HO IIO CTATHUCTHKE IITH30(ppeHus

Ilpesenmauyus punoma

O4Y€HBb YacTo IepenaéTcs 10 HaCAEACTBY: A4,
[EeTH KaK HUKTO CIIOCOOHBI ITOOEUTH B UT'Pe
ArOOyI0 Oenmy, HO Ie rapaHTHs, 4YTo paHTa-
3WH IeBOYKH IIPO 1obeny Ha AeMOHaAMH —
He IIEPBBIY 3HaK TOrO, YTO OHA ITOBTOPUT
cyan0y MaTepu?

«/[leBoYKa, MaMa U OeMOHbD — (paHTa-
CTHYECKH KpacCHBO€ KHHO: aHI'€ABCKOE AHUII0
MaseHbKOM Octep KBurau (Tu), ;xyTkoBaTas
JKUBOITHCHOCTE KBAPTHUPHI (AIIIIAHKAIIUHT
13 OCKOAKOB, KOAIOUHH TEpPHOBHUK B y0OOP-
HOH, 6aHOYKY C SHTAPHOM MO4YoH, DappHKa-
[bI U3 TPSNbs, HA (pOHE KOTOPHIX KOMHAaTa
Tu ¢ KYKOABHBIM TeaTpoM, IIOOapPKOM TETH,
KaskeTcd aCKeTHUYHOU KeAabel), HeMeKuH
HMIIPECCHOHU3M «IeMOHOB», O€pPrMaHOBCKHUH
BKYC K IICUXOAOTHYECKUM IIOAPOOHOCTSIM
B urpe Mapuu Cynaoom (mama).

Pa6ota Cro3anH OcTeH npeaeAbHO TOYHO
IIOKa3bIBaeT MEXaHU3M paszKuMaloleHcs
IPYZKUHEI IICHX03a (00 9TOM I'OBOPHAHU ITPHU-
CYTCTBYVIOIIME Ha ITI0Ka3€ IICHXOAOTH U IICHXU-
aTpbl): OTCYTCTBUE F'UTHEHE],
PaBHOAYIIIHE K BHEIITHEMY
BHAY U COOCTBEHHBIM 3a-
maxaM, XaocC Kak 3aluTa,
pacuéramuBas IpaKTHI-
HOCTB B OTHOIIIEHUSIX C HOP-
MaABHBIM MHUPOM U IIOAHAS
PEaABHOCTD «I€MOHOBY,

C KOTOPBIMHU HHOTZA JazKe
MOXKHO JIOTOBOPHUTHCH HAU
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nonpoboBats gaThk UM otrop. Kerary, «aemo-
HbI» OY€Hb HPABUANCH U3ACUUBIIHNMCS OT IITH-
30pPEHUH AIOISIM, KOTOPBIM IIOKA3bIBAAU
KapTHUHY («dI XoTeA Obl UMEeTh TAKHUX JEMOHOB,
B MOEM IICHX03€ BCE OBIAO IIO-APYyTOMY»).

®uabpM naéT HHOCTPAHIIAM COILIMAABHYIO
KapTHHY 00BI9YHON CTOKI'OABMCKOH ITKOABI
Ha OKpaH’He: [EeTU BCEX LIBETOB KOXU, YPOKH
HaIIPSIMYIO CBSI3aHBI C JKHU3HBIO (YUYUTEABHU-
a IPUBOAUT B KAACC CBOIO CEMBIO, YTOOBI
JeTH pacCKa3aAl O CBOUX, Ha YPOK, IIOCBS-
mIEHHBIH XeAAOYHHY, 3a/IaHO CAeAaTh cebe
MOHCTPYO3HBIN I'pUM). A HAIII OTE€YECTBEH-
HBIE CTPAIIUAKH PO I0BEHAABHYIO IOCTHU-
IIMI0 B CKaHAWHaBCKHX CTpaHax IIpeBpa-
IAIOTCS B IIIIHK: YYUTEABHHIIA 0e3yIIPedHO
JEeAUKaTHA I10 OTHOLIEHHUIO K I'OAOIHOMH,
I'PA3HOU IIIKOABHUIIE U €€ MaTEpH.

Ho raaBHOE, YTO 3T0O KHHO O AI00-
BH: HEAOTUYHOM, CAEIIOHN, BO3BBIIIAIOIIEH
u 6eccrpanrHoi. OHa IOKa3bIBAET BBIXOL
Tawm, Tie, KaXeTCd, BbIX0[a HET BOBCE.
Tétsa, B3naMBIBAIOIIASI CEKPETHYIO 0asy
JOaHHBIX, YTO0BI y3HATH MECTOHAXOXKIEHUE
IAEMSHHUIEB], Al Tu ¢ e€ KoHpeTKaMHU
OT IEMOHOB (3Ta AeTCKad HEeAeTIHIla Ha0A-
ro yCcImoKauBaeT MaTh) ABUKUMBI AI0OOBEIO.
W noTomMy 5MOIITMOHAaABHOM KyABMUHAIIUEN

MUT-UH®O N2 2017

CTaHOBUTCH HE CIlaC€HHUE AEBOYKH, a eé
peIlAnKa Yepe3 MUHYTY IIOCAE CIIaCEeHUd:
«l Xo4y oCMOTpEeTh, 4YTO TaM C MaMO».

KapTuHa cHATa ¢ TaKOH IIPeaeAbHON
OTKPOBEHHOCTHIO, YTO HHOTAA 3a OCTep
CTAaHOBUTCS CTpaIIHoO. «BbI 10 KOHIIA 00'bsIC-
HAAU neBodke €€ 3anauy? He omacHo au nag
[EeTCKOM IICUXUKH CHUMATBCS B TAKUX (PUAD-
Max?» — CIIPOCHUAM MBI y HAITUX rocteit. «OHa
CHHUMaAacCh BMECTE CO cBoelt mamou. Ha mao-
HIafiKe BCE IIPOUCXOAUT IIO-APYyroMy, U y Hac
€CTb 3aIIUCh, I7ie PeOEHOK 1 MaTh aHAAU3HU-
pPyIOT cBoio paboty,— oobsacHgeT AHH-Cocu
Bapanu.— XoT4 g MOHUMAaIo Balll BOIIPOC.
MHe KaK 3pUTEAI0 C KaXK/AbIM Pa30oM BCE
cTpalHee CMOTPeThb 3ToT PUABM. U g coBceM
He OIITUMHCTHUYHO BOCIIPHHHUMAI0 (PDUHAA.
Benr HapyniaroTcda IpaHUILBI 3TON CEMBbH,

B HE€ BMEIIUBAIOTCA APYTHUE AFOM.

«OOBIYHO g caMa IIpocMaTpHUBalo BCE, 4TO
X04y II0Ka3aTh ChIHY, YTOOBI HE pAHUTH €ro,—
IIOIEAVAACH O[JHA U3 3PUTEABHUIL, MaMa
pebéHKa c HeypaBHOBENIEHHON MICUXUKOM. —
Ho 3neck y MeHs He ObIAO TaKOH BO3MOK-
HOoCcTH. CBIHY O4Y€Hb IIOHPABUACS (PUABM,
XOTsI IIOPOH OH 3aKPhIBaA AHIIO, KOraa ObIAO
0COOEHHO CTPAIITHO, U Tellepb XO4YeT II0OCMO-
TPETH €0 CHOBAan.



Kak npeca aTa ucTopUsa BOT yKe ABa-
IIaTh AET UT'PAETCS B IIBEACKUX TeaTpax.
«dJocae cnekTakAd K HaIlIEH «1€BOYKE» — 10-
BOABHO BBICOKOM B3POCAOH aKTPHUCE — HOMI-
XOISAT OETH U CIIPAIINBAIOT: CKOABKO Tebe
AeT? A «MaMe» TOBOPAT: Y MEHE TOYHO TaKas
JKe»,— pacCKa3bIBaeT O CBOEH IIOCTAHOBKE
Cro3agH OcteH.— B Tearpe ropasno 6oablie
YCAOBHOCTH: BCE POAU — U ABYX JEMOHOB,

U OJTHOKAACCHHKOB, U YYUTEABHHUILY, U MaMy
C IIOYKOH — UTPAIOT YETBEPO aKTEPOB, IIPU-
Mepsidg Ha cebd pasHble MacKH. B K1HO ecTb
BO3MOXKHOCTB I10Ka3aTh BCé ropaszno doaee
PEaAVCTHYHO U C ODAM3KOI'0 PACCTOSTHHSI .

CBoeoOpa3HbIM ITPOAOAKEHHEM IIPe3eH-
Taluu puabMa cTaa Mmacrep-kaacc Cro3aHH
Octer u AuH-Codu Bapanu, opraHu3oBaH-
HBIN PoccuiickuMm nneaTpoM MUT coBMmecTHO
¢ BpiIciien IIKOAOH CLIEHUYECKUX UCKYCCTB.
ITo mpuraamenuto BIIICU Ha cemuHap npu-
€XaAU IICUXOAOTH, IIEAATOTH, PEXKUCCEPHI
" akTEphl U3 MockBrl, MocKOoBCKOM, Huzke-
ropozackoii, TBepckoii, YALIHOBCKOM obAa-
creit u CTaBpOIIOABCKOTO Kpasi, CpeaH KO-
TOPBIX OBIAM IIpeAcTaBUTEAN «BOABHUYHEBIX
KAOYVHOB», (POHA OO AEPKKH CAEIIOTAyXOHE-
MBIX «Co-eqUHEHHE» U APYTHUX OpraHu3aIui.

Ann-Codu Bapanu, koTopas Obiaa
IICUXOTEepaIleBTOM, [I0Ka He HadaAa ITHU-
caThb IIbeChl, BcTpeTuaachk ¢ CiozanH OcTeH
B 2004 rony, ¥ c Tex mop oHHU paboTaroT
BMecrte. Torma Octen u Bapanu 3aTesgau uc-
cAaeoBaHUE: C KAKOTO Bo3pacTa MaA€HbKUY
4YeAOBEK HaYWHAaET BOCIIPHHHUMATh TeaTp?
9T10 U 6BIA0 HAYAAOM HIBEACKOr'o 6ebu-Tea-
Tpa. VX IepBBIMU COBMECTHBIM CIIEKTAKAEM
crasa Babydrama gast moAyromoBaabIxX 3pH-
Teael. [IpocMOTpPEB OKOAO IIATHUAECATH HIPEI-
CTaBAE€HHUH, OHU IIOHHAH, YTO AETH, JOCTHUT-
LIME «CUAAYEro» BO3pacTa, AEHCTBUTEABHO
CAENAT 3a AeficTBUeM. Ka>kapId U3 NITHAI-
HaTH AeTed (MMEeHHO Ha TaKoe KOAUYECTBO
paccuuTaH CIIeKTaKAb) COBEpILIaeT IIpUMep-

N

Kadp u3 ¢punema

HO OHH U Te€ K€ ABHXKEHHS, U, KaK [IpaBU-
A0, Kaxkaad «(pOKyC-IpyIIIia» JEAUTCS Ha TPHU
KaTeropuu. [eBsaTh U3 NATHAAIIATH CMO-
TPAT «KaK OOABIINE»: COCPENOTAYUBAIOTCS
Ha KyABMHHAIIHUSIX U OTBAEKAIOTCS (Tak Obl
U CKa3aThb — YTBIKAIOTCS B FraKeThI), KOraa
IIAOTHOCTD Ae¥icTBU4A ocaabeBaeT. [IBa-TpHu
BAIOOAEHBI B T€aTp II0 YIIU U HE TePIIsT,
qT00OBI UM Melaau. OAWH-IBa HEe TIOHUMAOT,
YTO IIPOUCXOOUT (BO3MOKHO, IIPOCHYAUCH
nepen IpuxonoM B TeaTp). CAoBoM, packaar
IIpaKTUYECKH KaK y B3POCABIX.

BrIgcHMAOCE, 4TO IIpohecCroHaAbHbBIE aK-
TEpPBI HE 0YeHb YMEIOT O0IIAThCs ¢ pebaTul-
KaMH, TEPSSICh OT OTCYTCTBUS Yy2KOT'0 TEKCTa
B pyKax. [loaToMy nepBble ABaA1aTh MUHYT
0ebu-criekTarass Cro3anH OCTeH OHU 3Ha-
KOMSTCS U OOLIAIOTCS C AeTHEMH. A 3aTeM
UTpaloT 4acoBOe€ IIPEACTaBAEHHUE O TOM, KaK
PeOEHOK ITOSIBUACS Ha CBET — KU3HB B yTPOOe,
poxneHue, BeIOOp ponutreaeii. YTo TaM IIOHU-
MaeT (a CKopee, BCIIOMHHAET) IIOAYTOI0BaABIH
4eAOBEK, MOHSATH TPyAHO. Ho Takux BHU-
MaTeABbHBIX, paClIaXHyThIX U BMECTE C TEM
obpaméHHBIX B ce0s raa3 He YBUAUT HU OOUH
aKkTEp, Urparollui riepes B3APOCABIMH.

[TamaTs — camad IAOIOTBOPHAd padoTa,
POAHTEAH — IEPBBIE «IIEPCOHAKH», KOTOPBIX
PeOEHOK u3ydyaeT U IMTO03HAET BO BCEYU CAOKHO-
CTH U LIEABHOCTH. Yepes yIrpakHeHHUs Ha I1a-
MATh U aCCOLIHAIINH IIIBEICKHE TOCTH IIPOBEAH
Y4YacTHHUKOB CEMHHAapa II0 IIyTH «OT ITOAHOH
3aBHCHUMOCTH O OCO3HAHUS: 51 AIOOAIO CBOHX
pomuTeaett, MHOTHE NPYTHE AIOAN BOKPYT MEHSI
OITPEAEASIIOT 3TOT MUP, ¥ MEHSI €CTh HECKOABKO
Opy3eH, ecTb U Bpard, HO s AFOOAIO 3TY KU3Hb».
BcriomMuHag IoCTYIIKH, 0 KOTOPBIX HEBO3MOXK-
HO paccKasaThb (CTBIIHO, CTPAIIIHO, JOCATHO
YBHAETH paszodapoBaHue APYTUX), B3POCABIH
YeAOBEK BO3BpalaeT cebe 4yBCTBO Oecrio-
MOIITHOCTH, a 3T0, o caoBaM Cro3anH OcTeH,
U €CTb «[eTCKad IIEPCIIEKTHUBA B HCKYCCTBE».
Hauaao Bcex Hauaa.
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Ann-Sofie Bdardny

Olga FOUX
We are thankful to the Embassy of Sweden in
Russia for materials provided

DIRECTOR SuzZANNE OSTEN
AND DRAMATIST ANN-SOFIE
BARANY IS AN IMPRESSIVE
TANDEM OF MODERN CHILDREN
THEATRE OF SWEDEN.

By INVITATION OF THE RUSSIAN
CENTRE OF INTERNATIONAL
THEATRE INSTITUTE WITH
SUPPORT OF THE EMBASSY OF
SWEDEN IN RuUsSIA, THEY CAME
TO MOSCOW TO PRESENT THEIR
FILM “THE GIRL, THE MOTHER
AND THE DEMONS” AND TO LEAD

A WORKSHOP FOR PSYCHOLOGISTS,
THEATRE EDUCATORS, DIRECTORS,

HOSPITAL CLOWNS AND OTHER
SPECIALISTS WHO WORK WITH
CHILDREN IN THE ZONE OF
PSYCHOLOGICAL STRESS.
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ccording to Stefan Ingvarsson,
the counsellor for cultural affairs,
Suzanne Osten has changed

our idea of children’s theatre.

By the way, this autumn the Tretyakov
Gallery is hosting the retrospective of
Swedish cinema under the working

title “Without Bergman”, where you can

be introduced to other works of Osten. Her
tenth film “The Girl, the Mother and the
Demons” is a part of a long chain. A book
by Suzanne Osten preceded the film. Then
the play was on at many Swedish theatres.
It was published in Russian — in the
collection “My True Selves. Four Swedish
Contemporary Plays”, which was published
by ITI Russian Centre in partnership with
Swedish colleagues. Later the script written
by Suzanne Osten and Eric Uddenberg was
turned into the film, premiered on April 15,
2016; it was among the top ten Swedish
films recommended by embassies all over
the world. It was shown in Reykjavik,
Washington, Copenhagen, Houston, Lubeck,
Seoul, Helsinki and other cities. After the
film was released, the National Swedish
Association for Schizophrenia Research
signed a long-term contract with the
director and playwright, and now they tour
with seminars and workshops in different
countries — from Mongolia to Mexico. One
of the purposes of these trips is to remove
the taboo from the topic itself, face the
problems of children who had to deal with
schizophrenia of their loved ones.

Taboo is conversation on psychosis and
taboo is conversation about it with children
exist not only in conservative Mongolia, but
also in tolerant Sweden.

Film scene



“A child does not always understand
what is going on, and blames himself for
family problems. But you have to talk to him
about it,— Suzanne says.— I met children who
saved their parents. Sometimes, it takes a
long time to understand,.. Sometimes it takes
fifty years...”

This chain is salvation for Suzanne
herself. The film (the play, the book) is almost
a documentary story of her own childhood,
against the background of schizophrenia of
her mother, a film critic Gerd Osten. Suzanne
herself wove this chain, having started to
analyze her story, and got out of her own
tragedy, while making it subject to research
and reflection.

It’s unlikely that anyone will accuse
us of spoiling if we tell you that this is a
story about an eight-year-old girl Ti and
her mother plunging into the abyss of
schizophrenia. This abyss is very vivid and
densely populated: the mother, hiding with
her daughter in a rented apartment, clutters
the studio half-empty at first to the state
of some terrible cave with secret passages,
dangerous bushes and labyrinths, wishing
to please the infernal demons that only she
sees. And in this madness somehow grows,
partially playing it up, partially adapting
to it, a normal, curious child, attached to her
mother, as it should be by nature. The film
has happy end. A loving aunt with an active
friend and a cheerful dog, a kind teacher,
moderately indifferent but still professional
social services do their job — the girl is
rescued, her mother is sent for treatment,
the apartment is cleaned and even demons
are launched into space — fireworks over a
black lake, where every volley of salute for

Hjalp mig fanga
Mammas demoner!

a moment looks like an evil clown. Yet a
feeling that you were on the edge, one foot
slipping into the abyss, does not leave you
for a long time. Among the film awards,
there is a prize for the best thriller, but the
authors are not at all happy with this — they
filmed “not about this.” Ending is happy, but
according to statistics, schizophrenia is very
often inherited: yes, children like nobody else
are able to defeat any trouble while playing,
but where is the guarantee that the girl’s
fantasies about defeating the demons are not
the first sign that she will repeat the fate of
her mother?

“The Girl, the Mother and the
Demons” is a fantastically beautiful
film: an angelic face of the little Esther
Quigley (Ti), the eerie picturesqueness of the
apartment (debris, blackthorn in the toilet,
jars with amber urine, and barricades of
rags), German impressionism of “demons”,
Bergman’s taste for psychological details in
acting of Maria Sundbom (Mother).

Suzanne Osten’s work shows clearly
the mechanism of a stretched spring of
psychosis (psychologists and psychiatrists
who attended screening stressed it): lack
of hygiene, the person’s indifference to her
appearance and smells, chaos as protection,
calculating practicality in relations with the
normal world and full reality of “demons”,
with who it is possible to negotiate or even
give battle.

The film gives foreigners a social image
of an ordinary Stockholm school on the
outskirts: children of all skin colors, lessons
are directly related to life (a teacher brings
her family to class, so that the children tell
about theirs). Thus, our domestic horror
stories about juvenile justice in Scandinavian
countries came up with zilch: the teacher is
flawlessly delicate towards the hungry, dirty
schoolgirl and her mother.

No2 2017 MUT-UHeO 4O
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Film scene

Anyway, the main thing is that this
film is about love: illogical, blind, exalted and
fearless. It shows the way out where there
seems to be no way out. The aunt, hacking
a secret database to find the location of
the niece, and Ti with her candies against
demons (this childish nonsense comforts the
mother for long) are caused by love. Thus,
the emotional culmination is not the girl’s
rescue, but her remark in a minute after the
rescue: “I want to see how my mother is.”

The film is made with such utter frankness
that sometimes we worry about Esther. “Have
you explained the task to the girl thoroughly?
Isn’t it dangerous for a child’s psyche to be in
such films?” — we asked our guests. “On
location she was with her mom. Everything
there happens differently, and we have a
record where the girl and her mother are
analyzing their work,”- explains Ann-Sofie
Barany. “Yet I understand your question. For
me as a spectator, it’s getting more terrible
every time to watch. Besides, I’'m not at
all optimistic about the end. After all, this
family boundaries are trespassed, with other
people interfering into it.”

As a play, this story has been played at
Swedish theatre for twenty years. “After the
play, it happens that to our “Girl”, who is a
quite tall grown-up actress, children from
the audience come up and ask: How old
are you? And to the “Mother” they say: “My
mother is exactly the same,” — says Susann
Osten about her production.— The theatre is
much more conventional: all the parts — both
two demons, and classmates, and teacher,
and mother and daughter — are played by
four actors, who try on different masks. In
cinema, there is a chance to show everything
much more realistically and closely.”

A special continuation of the film’s
presentation was a workshop led by Suzanne
Osten and Ann-Sofie Barany, organized by

MUT-UH®O N2 2017

the Russian Centre of ITI in cooperation
with the Higher School of Performing Arts.
By the invitation of the latter, psychologists,
teachers, directors and actors from Moscow
and Moscow region, Nizhny Novgorod,

Tver, Ulyanovsk regions and the Stavropol
Territory attended the workshop.

Ann-Sofie Barany has worked as a
psychotherapist, until she started writing
plays, met Suzanne Osten in 2004, and they
were working together since. Then Osten and
Barany started a research: from what age a
little person starts to perceive theatre. This
was the beginning of the Swedish theatre
for babies. Their first joint performance was
Babydrama for six-month-old spectators.
After fifty shows, they realized that children
at certain age, really follow the action. Each
of the fifteen children (this is the number
of audience for the performance) makes
approximately the same movements, and,
as a rule, each “focus group” is divided into
three categories. Nine out of fifteen watch
“like grown-ups”: concentrating on climaxes
and are distracted (so to speak — stick to
gadgets), when acting becomes less intense.

It turned out that professional actors
are not very good at communicating with
children, feeling at a loss without a ready
script at their disposal. Therefore, the first
twenty minutes of Suzanne Osten’s baby-
play, they meet children and communicate
with them. Then they play an hour-long
performance on how a baby was born — life in
a womb, birth, choice of parents. What six-
month-olds can understand (or rather recall)
is difficult to understand. However, such
attentive, open eyes, looking inwards at the
same time hardly can be seen by an actor
who plays for adults.

Memory is the most fruitful work,
parents are the first “characters” for a baby
who watches and gets to know them in
all complexity and integrity. By means of
exercises for memory and associations,
the Swedish guests led the workshop
participants all the way “from complete
dependence to realization: I love my parents,
many other people around me form the
world, I have several friends, also there are
enemies, and still I love this life.” Recalling
all the acts one can'’t talk about (because it’s
embarrassing, scary, annoying to see
disappointment of others), an adult regains
his feeling of helplessness, and, according
to Suzanne Osten, this is “children’s
perspective in art.” The beginning of all
beginnings.
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3a BoALIEOHOH
paenToOH
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Onvea PYKC
domozpaguu npedocmagieHbl npecc-cayskooil
Meokoyrapoorozo meampanbHozo hecmugansi umerHu A.I1 exoea

HAIIl HOMEP BBIXOOUT B PABTAP YEXOBCKOT'O
®ECTUBAAY, KOTOPBIN ITPOXOAUT B ABAALATE IIATBIN
PA3. OTO CAMBIV KPYITHBIA MEX/IYHAPOIHBIN
®ECTUBAABb B Poccru U oMH U3 CAMbBIX
YBAXKAEMBIX B MUPE. EETO MOXHO BBIAO Bbl HA3BATD
ABTOPCKUM — BCE ITPUBE3EHHBIE CIIEKTAKAU AUIEP
®ECTUBAAS BAAEPUN HIAAPUH CMOTPUT AUYHO
(MPEABAPUTEABHO 3AIMACASICh PEKOMEH/IALIMSIMU
CBOUX MHOT'OYHMCAEHHBIX 3KCIEPTOB). HO BKYCBI Er0O
YOUBUTEABHO PABHOOBPA3HHI.
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H rOTOB PHCKO-
BaTh, OTKpbIBasd
IyOANKe HOBBIE
uMeHa, qoou-
BaTbCd COTAACHS
Hauboaee BOC-
TpeOOBaHHBIX,
pacrIucaHHBIX

Ha roapl BHepEn
aKTEPOB, IIPOBO-
IIUPOBaTh CaMble HEOXKHUJAHHbIE IPOEKTHI
(Bpozme HBIHENIHEH MUPOBOH ITpeMbepshl «['o-
AOCOB AMa30HKM», CO3JaHHBIX aHTAMYaHaMU,
aMepuKaHIIaMU U OpasuabliaMu B... TBep-
CKO 00AaCTH), IPUTAAIIIATE B «BBICIIVIO AUTY»
TeaTpbl U3 OBIBIINX COI3HBIX PECIIYOAUK, TEM
caMbIM Japsd UM BTOPOE AbIXaHHE. A TAaB-
HOE — IIPOMOAXKATE AFOOUTD TeX, KTO OJHAKIbI
BCEPBE3 ITOAIOOHMACH POCCHUHCKOH ITIyOAUKe,
BCA€ACTBHeE 4ero YeXoBCKUH (pecTUBaAb CTaA
CBOETO0 pojia BbIE3AHBIM pPENIePTYapHBIM Tea-
TPOM, TJI€ MOXKHO IIOCMOTPETH ITIOCAEIHUE I10-
craHoBKHU Puaunma XKautu, Pobepa Aenaxa,
IHxetimca Trepe, ITurepa Bpyka, [lekaaHa
JloEHEAAAHA U APYTUX KOpHU(EeeB MUPOBOTO
Tearpa. PecTuBaAb OTKPBIACS CIIEKTAKAEM

u3 'epmaHun. 9T0 CHMBOAUYECKUH JKECT,
oTcelraroui K «Opecteer [lerepa llratina —
IPaHAMO3HON MHOIr04aCOBOH 3II0IIEe, II0CTaB-
AeHHOM B TeaTpe apMUH C BEAYLUIUMH POCCUH-
ckuMH aptuctamu («KKakoi-To HeMery OyneT
CTaBUTBh KaKOI'0O-TO I'peKa B MoeM Teatpe?! —
HErojioBaA Tormainaui HadaabHUK [IATCA
MUHHUCTP 0060poHEI 9308, a lllanpun yrnpsamo
neaan cBoé€ neao. K caomy, Illtaiin mpuaerea
Ha IIePBYI0 PEIeTUIIHIO0 aKKypaT 3 OKTS0ps
1993 roga u oTkazaacs Bo3Bpalarhbces). «Ope-
CcTesd» cTaAa IIPOAOTOM K POXKAECHUIO YeXoB-
CKOTO (peCTUBAAS.

«BoamieOHas daeiiTar U3 6EpAUHCKOM
«Komuitie oriep» B COaBTOPCTBE C AOHIOHCKOM
KoMIaHueH «1927» (B 1927 BplIIeA IIepBBIM
KHWHO(PUABM C CHHXPOHHOH (OHOrpaMMOo#),

B oTan4He OT «OpecTen» IIpoBEPEHA BpeEMe-
HeM — ¢ 2012 roga oHa obbexasa yxe 16 cTpas,
u nocae MocKkBEI €€ cpady KAyT B Kurtae

u CIIA. CuacTanBada uaes aBCTPaAAHHCKOTO pe-
xkuccépa Bappu Kocku 1 aHTAMNMCKOro aHUMa-
Topa Ilora BappurTta ioBeH4YaTh OAHY U3 Ca-
MBbIX 3arafloyHbIX oriep MoliapTa ¢ HOy-Xay
AOH/IOHIIEB, TIOMECTHUBIIINX XKHUBOT'0 apTHCTa

B OECKOHEYHBIH BUPTYaAbHBIH MUD aHUMA-
LIUH, COEIUHUAACEH C 6e3yIIpeyHbIM BOKa-

AOM HEMEILIKHMX apTHUCTOB. Tak 4TO «MyABTSIII-
Hash» oIlepa, IPUKOAbHAS U CBOOOAHAS (B TOM
4HCA€ U OT HEOOXOOUMOCTH PacIIn(poBLIBATD
TakHble 3HAKHU «BoalrteOHOMH haeHThD) cTasa
IIMPOM U AL TAA3a, U AL CAyXA.

MUT-UH®O No2 2017

Bcewm neBIiaM yroToBaH IIA€H CTATHKH —
WAU Ha caMoOii ClieHe y 9KpaHa, AW Ha MUKPO-
IIAOLIAIKAX, PACKHUIAHHBIX II0 BCEMY SKpaHy,
baaromapsi IIOBOPOTY KOTOPBIX apPTUCT IIAPUT
B BBICOTE U B CEKYHy UCUe3aeT U3 BULY.

A Te HeMHoOI'Ve IBUKEHUS, KOTOPbIe UM OTIIyIIle-
HBI, IOAKHBI OBITH TOYHO CHHXPOHHU3UPOBaHbBI

C aHUMAIIMOHHBIM OyiicTBoM. PaHTA3US Xy I0XK-
HUKOB OYKBaABHO AABHHOM XABIHYAA Ha 3KpaH.
[apuiia HOYH MYHUTCS 110 TOPOLY OIPOMHOM
Iay4YuXoH, MUPHAa b IIOIIEAYHYHNKOB pasbera-
oTcd oT [TarmareHo, HaKa3aHHOIO MOAYaHUEM
3a CBOIO OOATAMBOCTD, IIPUHIL TaMHHO cpaxkaerT-
Cs1 C OIPOMHBIM PHCOBAHHBIM IICOM, a 11apCTBO
3apacTpo HAIIOMHUHAET BHYTPEHHOCTH OTPOMHO-
I'0 9acOBOr'0 MeXaHHu3Ma. Pa3roBopHbIe 1HAAOTH
yOpaHBbI B TUTPBI — TAK CKUMAaeTCs CLIEHUYe-
ckoe BpeMsl. «BoamebHas daeiiTar CTAaHOBUTCH
aHTOAOTHEH OIpOMHOI'0 BU3YaABHOI'O MHpPA, KO-
TOPBIM COTBOPHA YEAOBEK, BCTYIIUBIIHH B CIIOP
¢ TBoproM: KMHOOOPa3k! Hauasa XX Beka,
Disney, y:kacTUKH, aHUMe, KOMIILIOTE€PHbIE
Urpsbl, peiicOydHble cepaedKH U MHOI'0e IPyToe.
YeAOBEK OTKPBIA 3TOT IIOPTAA — U IIPOBAAUACS

B HETO, CTaA ONHUM U3 0afiTOB HA T'MTaHTCKOU
Kapre namatu. Ho 3Byku BoamieOHOH paeHTEI,
BenyLIye 3a TaHHOH 4eA0BeYeCcKOoro ObITH, I10-
IIPEKHEMY BOAHYIOT 3TOT «DalT.

Acosta Danza



Ecau c komnanueii «1927» poccu-
fHEe BCTPEYaloTCd yXKe B TPeTHUH pa3, TO 3Ha-
MeHUTad KyOnHcKas Tpymnma Kapaoca Ako-
cTheI Acosta Danza nipuexasa BriepBbI€ (XOTH
caM Kapaoc TaHneBaa B BoabIlioMm Teatpe
«Cnapraka» B Ka4eCTBe IIPUTAAIIIEHHOTO COAH-
cta). Tpynna AKOCTHI IIpHUBe3Aa ISITh 0aAETOB
IIPOAOAXKHUTEABHOCTBIO OT AECATH [0 MATHUIE-
CATH MHHYT Pa3HbIX aBTOPOB — MapuaHeab!
Boah, oqHO#M 13 rAaBHBIX IPEACTABUTEABHHUIL
B MUpe TaHIa H0epo-aMepUKaHCKOH KYABTY-
pE1, MapokkaHIia u3 Pragnpuu Cugu Aapou
lepkaywn, ucnanna 'otio MoHTepo, U3bICKaH-
HOTO KaHama u3 Auranu Pacceaa Maaundan-
Ta (Y KOTOPOTO €CTh AUIIAOM IPAKTHUKYIOIIETO
Bpada) ¥ caMoro AKOCTBI, IIepeTaHIIEBaBIIETO
B AOHZIOHCKOM «KoBeHT-T'apeHe» mpakTUude-
CKM BECh KAQCCHUYECKUH pernepTyap, HO Bep-
HYBIIET0Cs IOMOH, YTO0OBI coOpaTh HEGOAL-
LIyI0 TPYIILy U HadaThb BCE cHadaAa.

dlepexon uepe3 Huarapy» MapuaHeas!
Boan Ha My3pIKy OauBBEE MeccruaHa 1 Ha CIo-
JKeT OAHOUMEHHOMN ITbeChbl AAOHCO AAETPHUU
MEHBIIIe BCEr'0 ITIOX0XK Ha 0aAeT B IIPUBLIYHOM
CMBICAE: IIPEAEABHO 3aMEJACHHOE JBUXKEHUE,
HUCIIOAHEHHOE BHYTPEHHEH MOIIH, 1Ba TaH-
LIOBIIVKA, KOTOpPble OyKBAABHO BSA3HYT APYT
B IpyTe, II03b] PaCIsSaTHd, HeMbIcAUMad OaraH-

CHpPOBKAa Ha IIOAyIIaAbliax (TAHIIOBIIUKHY JOATO
u3ydaAM TEXHUKY Tal-4u). [y3T NOCBAIIEH
3HaMeHHUTOMY rumMHacTy [llapato Baonaeny,
KOTOPBIA HECKOABKO Pa3 IIEPEIIEA T10 Ka-
Haty Huarapckuii Bogonazn, Kaxkabli pa3
YCAOXKHSA4L 3a7a4y — C 3aKPBITbIMU rAa3aMH,
B MEIIIKE, C TAYKOH, Ha XOAYAIX U, HAKOHELI,
CO CBOUM MEHEXKepoM Ha mnaedax. [lo caoBam
xopeorpacda, eif oueHb BaskeH ObIA U APYToi
IIEPCOHAXK — MOAOJION Y€AOBEK, KUHYBIITUHI
BEAUKOMY T’MMHACTY BBI30B: «Bbl 3aBUCUTE
OT HaTSHYTOI'0 KaHaTa, a g X094y, YTOObI BbI
aAeTaamy. Tak UCTOPHL O PHCKOBAHHOM TPIOKE
obopaynBaeTcss MHCTEpPHEH 0 IyXOBHOM CO-
BEPILIEHCTBOBAHUH, O TAr€ K HEJOCTUKUIMOMY.
Cunu Aapbu llepkayu GpocaeT BbI-
30B APYTOMY KYAETYPHOMY MUDY — baseTy
Huxxunnackoro «locAenoayIeHHBIN OTABIX
¢daBHa», nogMemaB K My3bIKe [lebroccu
adpurasckue putMmbl Hutnaa Coynu. [lapa
TaHIIOBIIUKOB C KoIlauybell THOKOCTHIO
U IEPBOOBITHOH AUKOCTBIO COIIEPHUYAIOT
c caMol mpupoaoit B 6yHcTBe ¥ TapMOHHH.
Camoro Kapaoca AKOCTy, CMyTAOTO aTAaHTa
C PEaKTUBHOCTBIO IIAHTEPbI, MOCKBUYU YBU/JIE-
AU B HOMepe «Iwo» Ha My3bIKy OHau KoyToHa
B riocraHoBKe Pacceaa Maaudanra (basero-
MaHBbI la’Ke UMEAH BO3MOXKHOCTb CDABHUTD
€T0 HCIIOAHEHHUE C TaHIleM BeAuKoH CHABBU
T'manem). A ero xopeorpaduro — B HOBOH Bep-
cuu «KKapmen» Ha My3bIKy buse — lllenpuna,
IZIe ypaBHEHEI B IIpaBax (paaMeHKO B KAACCH-
Ka, a Xoce, Kapmen u Topeamop craHOBATCS
urpymkamu Poka — orpoMHOro 6€3:kaA0CTHOTO
OBbIKa, KOTOPBIN SBASIETCS M'€POSIM BO CHE U Ha-
4By. EIé oqUH KOAAEKTUBHBIN HOMED — «M HU-
4ero BOKPyI» B IOCTAHOBKeE ['oito MoHTEPO
U1 BOBCE UCIIOAHLETCH MO/ II033UI0 X0aKUHAa
Cabunsn! 1 Burucuyca nu Mopaiica. U HoBas
Bepcud «KapMeH», ¥ 3Ta BIIOAHE KOMMepYecKasd
IIOCTaHOBKA — APKO€ CBUAETEABCTBO YHUKAAD-
HOI'0 eJUHCTBA KyOHMHCKOr0 Hapoaa, HeCMOTPs
Ha pas3HbIil IBET KOXMU.
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«/lemoH»

Penxuii rocts — Pycckuii npamMaTU4eCKUN
TeaTp UMeHU AWTMaToBa U3 KUPru3uu — rpu-
exaa Ha (pecTuBaAb Oaaromaps pabore ¢ Baa-
nuMmupoMm [TaHKOBBIM, YbH CIIEKTAKAU-ITPO-
eKTbI YexoBcKoro ectuBaasd (beaopycckast
«CBagpbar, y3bekckue «CeMb AyH») CILIHBAIOT
JKUBOH HUTHIO pa30pBaHHBIE KYABTYPHBIE
cBa3u owiBirero CCCP. AepmonToBCK M «/le-
MOH» IIEPEMHAETEH C paccKka3oM «banrar u3 d'e-
po4 Halllero BpEMEHM», IIOMEINIEH B MY3bIKaAb-
HYIO paMKYy (oT EBpoIbI — cTpyHHOE TPHO, OT
A3nu — My3BbIKaHT, UTPAIOIIUH Ha KbIA KbISKE,
U [EeBEIl-MaHac4bl, CKA3UTEAb KUPTHU3CKOTI0,
caMoro o0EMHOI0 B MHpE, 3II0ca 0 boraTbipe
MaHace), paccka3aH Ha PyCCKOM M KUPTHU3-
ckoM. ['pyna GyABIKHUKOB Ha CIIeHe — 3HaK
pyOexa Mexkay BpeMeHeM pa30packiBaTh
KaMHH U BpeMeHeM cobupats ux. [Jemon-Ile-
qopuH (Mapat AMupaeB) — B 4epTax ero AWIa,
B IBUXKEHHUAX COEAUHUANCH BOCTOK U 3aIaf,
OH KaXXeTCd CBOUM Be3[€ U BE3/€ YyKOH.
Crporag Tamapa-Basa (KaukpIHOEK KBI3bI
Atinypa); nobponymHusli Makcum Makcu-
MbId (AHApel [leTyxoB); MaseHbKasI KAOyHEC-
ca-TpaBEeCTH C IIEpeAOMaHHBIM KpbiaoM (Eae-
Ha [IypToBa), KoTOpas IpeaaHHO TallUTCs
3a BOEHHBIM 00030M; PyCCKHE COANATEI;
asnaTCKUe KOYEBHUKHY, BIIEpBbIe IIPO0YI0-
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II1He BOAKY, YTOOBI TYT 3Ke YCTPOUTH IIOHO-
JKOBIIUHY; I'paccupyoliad aMa-3MaHCUIIe
C KPYZKEBHBIM 30HTHKOM, «CBSITOH PYCCKOM
AUTEPATYpPO» B CO3HAHUH U MUCCHUOHEPCKHUM
a3apToM 00AaropoaNTh FOPLIEB; a3UATCKHE
cTapubl — OypASaIIUil KOTEA YeAOBEUEeCTBA.
Kaaccuueckoe «3anan ects 3anan, BocTok
ecTb BoCcTOK U BMeCTe UM HE COUTHUCH» 3[1ECh
TIOAEXKUT HCIIpaBAeHHUIO: 3anan u BocTok
TAHET APYT K APYTY, KaK MaTEPUKHU: UX BCTPE-
4ya HensbexkHa, TparndyHa U IAOLOTBOPHA.
CropaBasioTcs o0psaae! — cBaneOHbIe, II0X0-
POHHBIE, PACTET apMHUs CYMPA4YHBIX AHI'€AOB,
YBU AUIIA HaOeAeHBI TANHOH, IIPaxoM CMEPTH,
KOTOpad IIPUMUPHET BCEX.

Jexkaan JIOHHEAAQH — CAMBIM PYCCKHH
U3 aHTAMHUCKUX PEKUCCEPOB — IPUBE3 HOBYIO
BepcHio «3UMHeH CKa3KW» (IPeablAyILyI0 OH
cTaBuA B MaAOM ApaMaTH4Ye€CKOM TeaTpe, I10-
TpeboBaB OT aKTEPOB, UTPAOIIHX ITACTYXOB,
JOCKOHAABHO IIPOPaboTarTs... 0EAOPYCCKUH
aKIIEHT, YTOObI UX ['OBOP OTAMYAACS OT Pasro-
BOpa apucTokpatoB). [IpeneabHBIH AQKOHN3M
U II0AHAd COCPEAOTOYEHHOCTD Ha aKTépax, KaKk
U IIpexne, IpucyIa 3Tol pabore [JoHHeA -
Ha, 3aTO II0YTH OTCYTCTBYET €r0 3HAMEHUTBIN
3PUMBIH BTOPOMU IIAAH, IIaPAAAECABHOE AEHCTBHE,
KOTOPOE OH TaK MaCTEPCKU COYUHAA K OCHOBHO-

@omo: Bukmop Pexemse



My B CBOMX IIPEIBIAYIIHNX CIEKTAaKAIX. [lepBad
4acTh — CBoeoOpasHas «rubeAb 60roBy»: peBHOCTD
K Oparty, CTpeMHUTeAbHAad U SpOCTHAaS, KaK 4yMa,
ropaxkaeT pas3yM Kopoad AeoHTa ([xeimc
Opaanno). Bena BMur caupaeT AOCK ¢ KOpo-
AEBCKOH JUHACTHUU: KOPOAb OBET OepeMEHHYI0
xkeny, Ta (Haraau Panmonr-KBUPK) oTTasKHUBaeT
CAMIIIKOM KHUBOT'0 U OecriorofiHoro ceiHa (Tom
KoyT), mogpocToK, y KOTOPOro B OHOYACHE PyX-
HYA BeCb MUD, Ob€TCs B UcTepuKe. PoAn Aydmmmx
ATOZIEH — BEPHBIX CAYT — PEKUCCED OTIAAA TEMHO-
KoxuM akTépam (Kamuaso — Abybakap Caaunm,
[Nayamna — [I3xo¥f Puyap/icon): mpupoaHas Io-
PSA0YHOCTD B HUX IIOKA €IIIE CUABHEE 3TUKETA,
KOTOpPBIM, KOHEYHO K€, OHH IIOCTUTAU CIIOAHA.

Bo BTOpOI1 4acTH — CKA304YHBIX YYAEC,
OTYaCTH HUCIIPaBASIONINX Te Oenbl, YTO HaBO-
POTHA YeAOBeK,— peskUccép mo3BoasieT cebe
IIOUTpaTh B aKTYaAbHOCTE: OflHA U3 CIIEH
II0X03Ka Ha COBPEMEHHOE TOK-III0Y, TIIE BCE
TOPONIATCS BBIBAAUTE O cebe BCIO ITpaB-
Ay-MaTKy, Apyras — Ha XXECTKYIO caTupy
Ha OTHOIIEHHE ITOAUIIEHCKUX K MUT'DaH-

TaM (KaXKeTcsd, 3Ty CIIEHY CTaBHA PYCCKUM
pexuccép), TpeThbsl — Ha POK-KOHIIEPT.

TeMm cuabHee OKa3bIBaA€TCsI KOHTPACT C II0-
CA€THUMH CIIEHaMH, I7le, KasKeTCs, CTyIaeT-
cd caM BO3AYyX, C UYyAeCHBIM BO3BpallleHUEM
J0YepHU K OTIY-THPaHY (C KaKOH¥ MyKoi oH
BTASIIbIBAETCH B €€ AUIIO0, y3HaBas B HE3HA-
KOMOH [IEBYIIIKE YEPTHI CBOEH KEHBI), C Uy-
JIECHBIM BOCKPEIIEHHNEM KOPOAEBBI U HEBOS3-
MOXKHBIM BOCKPEIIIEHHEM ChIHA, KOTOPBIH,
OIHAKO, SIBASIETCSI OTILY, YTOOBI IIPOCTHUTDH €TO.

«BHYTpEeHHUE IeH3axKU» — IIOCACIHUMN
U3 IIOCTaBA€HHBIX Puaunnom 2KaHTH CIIEK-
TaKA€EH, ero «<AMapkopzy». MHorrue MOTHUBEI,
IIPOXOALIIME YEPES3 BCE ET0 TBOPUYECTBO,
IIPOCTYIHAIT U 3/1eCh. 3HAMEHUTAd MapHo-
HeTKa, 00pes3arolas HUTH U 3aBOEBBIBAIONIAS
CBOIO CBOOOY OT KYKAOBOZA B OOMEH Ha ITOA-
HYIO HETIOIBUKHOCTH-THOEAB, 3/1eCch obpacTaeT
IAOTBIO. AABTED 3T0 peskuccépa ToxKe oOpbIBa-

A

«QSUMHSAS cKa3Ka»

®omo: HoxaH ITepccoH

«BHYymperHue neisaixu»

€T HUTH HEBUNMOI'O KYKAOBOZIA (MAH CBOETO
IIPOIIIAOTO), IIyTaeTcs B BEPEBKaX (POLOBBIX
IIPOKASTBLIX), OCBODOOXKIAETCS U faKe BHOBb
obpeTtaeT criocobHOCTD ABUraThcs. Ho my-
raeTcs o0peTéHHON CBOOOIBI H TOPOIIHUTCH
3aKAIOYHTH celsl B KaeTKy. KaeTka pymurcs,
4yTh HE IIPUIaBHUB CBOETO [IA€EHHUKA, ¥ OH
IIOHKMAaeT, 4T0 cBoOo1a — HEM30e3KHOCTD.
U pacmiBbIprBaeT 0OAOMKH KAETKH (MX AOB-
KO 3a0HpaloT HEBUAVMBIE AIOIH B YEPHOM,
0O6AOMKH PacTBOPSIOTCS B TEMHOTE, OTYETO
KaXXeTcsd, YTO IIPOTAarOHUCT Yy Th AU HE ITapuUT
B KocMoce). Ero naasHednmuii nyTh — 110 cBe-
TAIeica AeCTHHIIE, BUCHINEH B IIyCTOTE: OH,
Kak MIoHXrays3eH 110 BepEBO4Ke Ha AyHY,
nobupaeTcd 10 3aBETHOH ABEPH, 38 KOTOPOH —
MUP CKa304YHBIX 00pa30B U ropgadel maMsaTH.
3neck — u iepBas 6AU30CTH C JKEHIITUMHOM
C U30BITOYHBIM TEAOM (THIEPTPOOHUPOBAHHBIE
HaayBHBIE HOTH, CPEAN KOTOPBIX TEPAEIILCS,
KakK B IIelepe, BIIpodeM, U Oegoaara-Kpa-
COTKa MedTaeT BbIPBAThCS U3 COOCTBEHHOIO
TeAaecHOro n3obuaung). U Bcrpeya c camum
Cco00#, pacTyIIM B CTe0ATIX KAKHUX-TO II0-
AUIIOB (a HE CTpaHEH KTO X?). I HaBA34YUBBIH
KoIIMap U3 AeTCTBa — B30pPBaHHbBIE IIIaA€
B IIBEUIIAPCKUX AABIIAX, UX C MaTePbIO II00ET,
npuxof pamrucToB-podoToB. 2KauTu npu-
3HaéTCS B CBOEM KOIIIMape U TyT K€ CHUMaeT
aHTHBOEHHBIN 11adpoc, IIOAIIYCTHUB K CBOEMY
reporo IBYX MOPEe-3CKYAAIIOB Ha CAyKOe y Ae-
yga1rero Bpemenu, KoTopble CMEITHO KOBBIPS-
IOTCS B T€AE ITPOTATOHUCTA U HAKOHEL] YA ASI-
IOT EMY OETCKHM KOoIIIMap — FOPAINi TOMHUK.
Hy 1 xoHeuHO, AT00OBE — Kyza ke 6e3 Heé.
MycKas TeHb IIAIOC JKEHCKas TeHb paB-
HO... HEBUIHUMBbIM JEMUYPr 3a1yMbIBA€TCH
Ha MHUT U CTaBUT I'MTaHTCKUY 3HaK BOIIpoca.
Ha sTom 3Hake oHU yAeTaroT B HEOO (kak 2KaHTH
KOAZLyeT HaJ IEPCIIEKTUBOM — HE pa3rajarh),
Ha HEM JKe, KaK Ha HCIIOPYEeHHOM I1apalloTe,
MIUKHUPYIOT BHU3, Ky/1a-TO 38 TOPHU30HT COOBITHH.
Ecamu Obl 3HaTB, 4TO TaM OyIeT, eCAU ObI 3HATD...
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JGHT THERE (MAKING SURE TO HAVE THE
IMENDATIONS FROM HIS NUMEROUS EXPERTS FIRST).
| TASTES ARE SURPRISINGLY VARIED.
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t’s prepared to take risks, letting
the audience discover new
names; to secure the agreement
from the most popular actors,
whose schedules are planned out
for years ahead; to provoke the
most unexpected projects (like
today’s world premiere of “Voices
of the Amazon”, created by the
British, the Americans and the
Brazilians in... the Tver Region); to invite
theatres from the former Soviet republics into
the “big leagues”, thus giving them a new lease
on life. And most importantly — to continue
to love those who were once truly appreciated
by Russian audiences, which is the reason
why the Chekhov Festival became a touring
repertory theatre of sorts, where one can
see the latest productions by Philippe Genty,
Robert Lepage, James Thiérrée, Peter Brook,
Declan Donnellan, and other leading figures of
world theatre.

The festival opened with a production
from Germany. It was a symbolic gesture,
harking back to Peter Stein’s “Oresteia” — a
monumental hours-long epic staged at the
Central Academic Theatre of the Russian
Army with leading Russian actors (“Some
German is gonna be staging some Greek
in my theatre?!” seethed Defense Minister
Yazov, then head of the CATRA. Yet Shadrin
stubbornly did his thing. Incidentally,

Stein flew in for the first rehearsal right on
October 3, 1993, and refused to go back).
“Oresteia” became the prologue to the
creation of the Chekhov Festival.

Unlike “Oresteia”, “The Magic Flute”,
by Komische Oper Berlin co-authored by
London’s 1927 Company (1927 was the year
of the release of the first motion picture
with synchronous soundtrack), is a time-
honored production that had already toured
16 countries since 2012, and is expected in
China and the U.S. right after its Moscow
performance. A lucky idea of Australian
director Barrie Kosky and British animator
Paul Barritt to marry one of Mozart’s most
mysterious operas with the know-how of
Londoners, who placed a living artist inside
an endless virtual world of animation,
became merged with the impeccable vocals
of the German actors. Thus, this funny and
free (from the need to decipher the hidden
symbols of “The Magic Flute” among other
things) “cartoonish” opera became a feast for
both the eyes and the ears.

All the singers were trapped within the
captivity of the statics — whether on the
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“The Magic Flute”

stage itself next to the screen, or on the mini
platforms that were scattered across the
screen and that would turn, allowing the
actor to float in the air and disappear from
view within a matter of seconds. And the

few movements they were granted had to be
synchronized perfectly with the animated
rampage. The artists’ imagination virtually
flooded the screen. The Queen of the Night
races through the city like a giant female
spider, myriads of kisses scatter every which
way from Papageno, who was punished with
silence for his garrulousness, prince Tamino
battles a giant painted dog, and Sarastro’s
kingdom resembles the inside of an
enormous clock. Spoken dialogue is moved to
the captions, which compresses stage time.
“The Magic Flute” becomes an anthology

of the big visual world created by man who
started an argument with the Creator: movie
images of the early 20th century, Disney,
horror flicks, anime, computer games,
Facebook hearts, and many others. Man
opened that portal and fell inside, became
one of the bytes in a giant memory card. But
the sounds of the magic flute that guide one
to discover the secret of human existence still
manage to move that “byte.”



Whereas the Russian audiences are
seeing the 1927 Company for the third time
already, Carlos Acosta’s famous Cuban
company Acosta Danza came here for the
first time (even though Carlos himself danced
at the Bolshoi Theatre as a visiting principal
dancer in “Spartacus”). Acosta’s company
brought five ten- to fifty-minute long ballets
by different authors: Marianela Boan — one
of the main representatives of the Ibero-
American culture in the world of dance, Sidi
Larbi Cherkaoui — a Moroccan from Flanders,
Spain’s Goyo Montero, Russell Maliphant — a
refined Canadian from England (who holds
the diploma of a practicing physician), and
Acosta himself, who danced virtually the
entire classical repertoire at the London’s
Covent Garden, but then returned home in
order to put together a small company and
start all over again.

Marianela Boan’s “Crossing Niagara”, set
to the music of Olivier Messiaen and based
on Alonso Alegria’s eponymous play, is the
least like ballet in the usual sense of the
word: movement is slowed to the maximum,
filled with inner strength, two dancers who
virtually sink into each other, crucifixion
poses, inconceivable feat of balancing on foot

paws (dancers spent a lot of time studying
the Tai Chi technique). The duet is dedicated
to Charles Blondin, a famous gymnast

who walked a tightrope over Niagara Falls
several times, making his task harder each
time — with his eyes closed, with a bag over
him, with a wheelbarrow, on stilts, and,
finally, while carrying his manager on his
shoulders. The choreographer said that

the second character — a young man who
challenged the great gymnast by saying,
“You depend on a tightrope, but I want you
to fly” — was also very important to her.
Thus the story of a dangerous trick becomes
a mystery play about spiritual existence,
about the desire to reach the unattainable.

Sidi Larbi Cherkaoui challenges another
cultural myth — Nijinsky’s ballet “’Aprés-midi
d’'un Faune”, mixing Nitin Sawhney’s African
rhythms in with Debussy’s music. A pair of
dancers with catlike agility and primeval
savagery rival nature itself in rage and
harmony.

Carlos Acosta himself — a swarthy giant
with panther-like reaction — appeared to
Moscow audiences in a production titled
“Two”, set to the music of Andy Cowton
and staged by Russell Maliphant (ballet
aficionados were even able to compare his
performance with the dancing of the great
Sylvie Guillem). And his choreography — in
a new version of “Carmen” set to the music
of Bizet in Shchedrin’s arrangement, where
flamenco and classical music become equals,
and José, Carmen and Toréador become
puppets in the hands of Fate — a huge,
merciless bull that appears to the characters
in their dreams and their waking hours. Yet
another collective work — “There Is Nothing
Around” in Goyo Montero’s production — is
performed to the poems of Joaquin Sabina
and Vinicius de Moraes. And the new
“Carmen” version and this rather commercial
production are a clear illustration of the
exceptional unity of the Cuban people despite
the different skin colors.

A rare guest — the Aitmatov Russian
Drama Theatre out of Kyrgyzstan — came to
the festival thanks to its work with Vladimir
Pankov, whose Chekhov Festival project
productions (Belarusian “The Wedding”,
Uzbek “Seven Moons”) sew the torn cultural
ties of the former USSR back together with
a living thread. Lermontov’s “The Demon”
is intertwined with the story “Bela” from “A
Hero of Our Times”, placed within a musical
framework (a string trio from Europe, a kyl
kyiak playing musician from Asia, and a
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Acosta Danza

manaschi singer — the narrator of the Kyrgyz
story of the hero Manas, the world’s most
extensive epic), and told in both Russian
and Kyrgyz. There’s a pile of rocks on the
stage — a symbol of the boundary between a
time to scatter stones and a time to gather
them. The Demon-Pechorin (Marat Amiraev)
— the East and the West came together in
his facial features and his movements; he
seems to belong everywhere and seems to
be an outsider everywhere as well. The strict
Tamara-Bela (Ainura Kachkynbek kyzy);
the good-natured Maxim Maximych (Andrei
Petukhov); the little travesty clowness with
a broken wing (Elena Purtova), who trails
faithfully behind a military train; Russian
soldiers; Asian nomads, who are trying out
vodka for the first time only to start a knife
fight right after; a flapper dame with a lace
umbrella and “r’s” trilled a la Francais,
“holy Russian literature” on her mind and

a missionary-like passion to refine the
Caucasus highlanders; Asian elders — a
boiling pot of humanity. Here the classic
“East is East, and West is West, and never
the twain shall meet” bears correcting:
West and East are drawn to each other

like continents: their meeting is inevitable,
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tragic and fruitful. They conduct ceremonies
— weddings, funerals; an army of twilight
angels with clay-whitened faces — the ashes
of the all-reconciling death — continues to
grow.

Declan Donnellan — the most Russian
of British directors — brought a new version
of “The Winter’s Tale” (he staged the
previous one at the Maly Drama Theatre
and demanded that the actors playing
the shepherds work thoroughly on... a
Belarusian accent, to ensure that their
dialect differed from the aristocrats’ speech).
Utmost brevity and complete focus on the
actors are present in this production as
in all of Donnellan’s work, yet his famous
visible background, a parallel action that
he so masterfully created to fit the principal
one in his previous productions, is virtually
absent here. The first part — the “twilight
of the gods” of sorts: King Leontes’ (James
Orlando) mind is stricken with jealousy
toward his brother, fast and furious like
the plague. Misfortune instantly strips the
royal dynasty of all luster: the king hits his
pregnant wife, the latter (Natalie Radmall
Quirke) pushes away her overly active and
restless son (Tom Kohut), the teenager,



whose entire world came crumbling down
in an instant, is throwing a tantrum. The
director gave the parts of the best people —
faithful servants — to dark-skinned actors
(Camillo — Abubakar Salim, Paulina — Joy
Richardson): their innate decency is as yet
stronger than etiquette, which they have, of
course, grasped in full.

In part two — the one with fairytale
miracles that partially repair the ills done
by man - the director allows himself to play
with topicality: one of the scenes resembles
a contemporary talk show, where everyone
is in a hurry to spill all the inconvenient
truth about themselves; another — a rigid
satire on the attitude of policemen toward
migrants (this scene was, apparently, staged
by a Russian director); a third scene is like a
rock concert.

All the stronger is the contrast with the
final scenes, where the air itself seems to
grow thicker, with the miraculous return
of the daughter to her tyrant father (the
anguished look on his face as he peers at
her, recognizing his wife’s features in the
face of that unfamiliar young woman), the
miraculous resurrection of the queen and
the impossible resurrection of the son, who,
nevertheless, appears before his father in
order to forgive him.

“Interior Landscapes” — the latest
production staged by Philippe Genty, his
“Amarcord.” Many of the themes that run
through his work show up here as well.
Here, the famous marionette, who cuts off
her strings and earns her freedom from the
puppet master in exchange for complete
immobility-death, acquires flesh. The
director’s alter likewise cuts the strings of an
invisible puppet muster (or his own past), gets
tangled in the ropes (ancestral curses), frees
himself and even regains the ability to move.
But he becomes scared of the newfound

“The Demon”

Photo by Victor Re myae:

freedom and hurries to confine himself inside
a cage. The cage crumbles, nearly crushing
its prisoner, and he realizes that freedom
is inevitable. And so he scatters about the
broken pieces of the cages (invisible people
in black neatly pick them up, the broken
pieces melt into the darkness, creating the
impression that the protagonist is virtually
floating in space). His subsequent path —
along an illuminated stairway that hangs
in the vacuum: like Munchausen climbing a
rope to get to the Moon, he reaches a sacred
door that hides behind it a world of fairytale
images and passionate memory. Here is the
first time he gets close with a woman with
an outsized body (exaggerated inflatable
legs that one can get lost in like in a cave;
admittedly, though, the unfortunate beauty
dreams of escaping her own corporeal excess
as well). And meets his own self, growing
among some polyp stalks (who among us is
without quirks). And a haunting childhood
nightmare — exploded chalets in the Swiss
Alps, his and his mother’s escape, the arrival
of robot Nazis. Genty acknowledges his
nightmare and instantly stages an anti-war
pathos, letting his protagonist be approached
by two poor excuses for doctors in the service
of the healing Time, who poke around in the
protagonist’s body in a funny manner and
finally remove his childhood nightmare — a
little burning house.

And love, of course — can’t do without
it. A male shadow plus a female shadow
equals... an invisible demiurge ponders it for
a moment and puts down a giant question
mark. They use that mark to fly up into the
sky (it’s impossible to discern how Genty
works his magic on the perspective), and
then use it again as a failed parachute to
nosedive down, somewhere beyond the event
horizon. If only we could know what awaits
us there, if only...
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AETH

«30ecb u cetivacy

Ha «<ApAeKHHEe»
BCE IIO-B3POCAOMY

Mapuna HIMMA/ITHMHA
domoepaguu npedocmaesieHsbl npecc-cayxiboil pecmugans Aprexurs

PECTUBAAL TEATPAABHOT'O UCKYCCTBA A4 AETEM
«APAEKVH» B CAHKT-IIETEPBYPTE BBIA IIPUYMAH
KAK IETCKUM AHAAOT «30AOTOM MACKU», TIOOTOMY
TYT BCE ITO-B3POCAOMY: DKCIIEPTHEINM COBET,
OTBUPAIONINKM CAMBIE UHTEPECHBIE CIIEKTAKAU
CO BCEU CTPAHBI, XXIOPU, AUIIAOMBI JAA AYYIINX
1, HAKOHELl, 'PAH-TIPU — HALIMOHAABHAS T[IPEMUS
«APAEKMH», B KOTOPYIO TIOMUMO U3SILIHOM
CTATYATKU BXOOUT AEHEXXHEBIN ITPU3 B PABMEPE
TPEXCOT ThICAY PYBAEU HA IMOCTAHOBKY HOBOI'O
CITEKTAKAM.
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Ty IIPEMHUIO B CBOE BpEM4 IIOAyYaA-
AU cneKTakAb BT umenu Tos-
cToHoroBa «Korza 4 cHOBa CTaHy
MaAeHBKHUM», «CHEXXHas KOpoAeBar
Pomana deonopu u3 kpacHosgpckoro THO3a,
TeaTp nMeHH A€HCOBETA CO CIIEKTAKAEM
dlIyremecrBre Huasca» u ap. MbI mobriBa-
AU Ha 4eThIpHaAlaToM «ApAeKHHe». PecTH-
BaAb (PUHAHCOBO IO AEPKHUBAET KOMUTET
1o KyAbType IleTepOypra — B 3ToM roxy oH
BBIZIEAHA TIITH MUAAHOHOB pPy0Oaeii, a Coro3
TeaTpPaAbHBIX JeaTeAel KaK yIPEOUTEAD
[aaA naTbcoT Thicad. Ho mag 6oabiioro de-
CTHBaAd 3T0, KOHEYHO, HEIOCTATOYHO, U 6e3
IIOMOIIY PETHOHAABHBIX BAACTEU IIPUBE3TH
crnekTakAu B [leTepOypr II0YTH HEBO3MOK-
Ho. Tak, B 9TOM rofly U3 KOHKypcCa BbIllasa
«MaHroHs» oMckoro THO3a — oueHb CMENTHOMH,
JKUBOH CIIEKTaKAb ITo KHUre Hapunas AGrapsa
B IIOCTAHOBKE MOAOZIOTO pexkuccépa EBre-
Huu HukuTtuHol. ITocae yxona U3 TeaTpa ero
Xy[AO0XKECTBEHHOI'O pyKOBoAUTeAd Baagumupa
3oaoTapsg «<MaHIOHS» He ITIoAyIHAa ODeIaH-
HBIX JIEHET Ha JOPOrY U HE CMOIAa IIpUeXaThb
Ha decTuBaab. 2KaAp, IIOTOMY 4TO OHA, Be-
podaTHO, cTaaa Obl yKpallleHHeM IIPOrpaMMEl,
B€/b HOBBIX XOPOIIHUX TEKCTOB O IIIKOABHOM
JKU3HU U COBPEMEHHOM JETCTBE Y HAaC MaAo,
a B TeaTpe OHU IIPAaKTHUYECKU OTCYTCTBYIOT,
U MBI 10 IIPUBBIYKE JOBOABCTBYeMcs 150-i1
BepcHeN «JIeHUCKUHBIX PACCKa30B».
[TobenmTeaeM HBIHEIITHETO KOHKYP-
ca B UTOr€ cTaA IeTpo3aBoAcKUlY «ChIH-
MeIBEAb» — CIIEKTAKAB I10 KAPEABCKUM CKa-
3aM B IIOCTaHOBKe HallnoHaABHOrO TeaTpa
Kapeanu. CeIrpaHHBIN Ha ABYX S3bIKaX, PyC-
CKOM U Kape€ABCKOM, CIIEKTAKAb BTATUBAET
3pUTEAEH B MUD APEBHEN A3bI9€CKON KYABTY-
prel. Pexxuccép Badecaas I10A9KOB U XyI0XK-
HUK Erop KykyImkuH MacTepcKHy riopadora-
AU ¢ POABKAOPHOM TEMOH, CIEAaB TOHKYIO
CTHAW3AIIHIO, HE CTPAJAIOILYI0 AyOOYHOCTEIO,
3a 4YTO U IIOAYYHAM ABa JUIIAOMA KIOPH,
I'pas-TIpu ¥ IpeMUI0 KPUTHUKOB B IIpUAady.
CTHAHCTHKA HAPOAHBIX CKa30K OblAa BBI-
OpaHa eIé B IBYX CIEKTAKALX, IIOCTABACH-
HBIX, BIIPOYEM, COBCEM He 110 (DOABKAOPHBIM,
a 110 aBTOPCKUM IIpou3BeneHUuaM. TeaTp-Te-
atp u3 Ilepmu nnokazaa «Ckasky o rape Caa-
TaHe» B IocTaHOoBKe MpuHel TkauyeHKko. TOT
CIIEKTaKAb-UI'Pa BIIUChIBAET IIyITKUHCKHUHI
CIOKET B KOHTEKCT 00psa0BOH, PUTYyaABHOH
KyABTYpBI. Ilepen HagaaoM neHCcTBUS apTHUCTBI
IIOIOT KOASJKU U BOBAEKAIOT 3PUTEAEH B XOPO-
BOZIBI, OAETHI OHU B KOCTIOMbI HAaTypPaAbHbBIX
IIBETOB H30 ABHA, MeXa 1 OBYHUHEI. CoOCTBEH-
HO K€ IIPEeACTaBACHUE IIOCTPOEHO KaK Urpa
B CKa3Ky, I7le JeKOpaIlluy U HeOOXOAUMBbIH

PEKBHU3UT CO3JaI0TC4 Ha HAIIIUX raa3ax

U3 CaMBbIX IIPOCTHIX BEIIEHN: TKaHeH, BEPEBOK,
KaKHUX-TO IEPEBSIIEK U IP. Takol 5KOCTUAD
OKa3bIBAETCH O4YEHBb K AUIY ITYIIKUHCKOMN
CKa3Ke, HMeIoIlel rayboKe HapogHble KOPHH.

[Tono6HY0 (POABPKAOPHYIO CTHAHU3AIIUIO
HCI0AB30BaA U Muxaua BapTeHeB B ibece
«Eaena ITpemynpas», mocraBaeHHOM B Teatpe
00CKO-yTropCcKUX HaponoB «CoaHIe» u3 XaH-
ThI-MaHCHINCKa, 3a YTO IIOAYYHA JUIIAOM KaK
Ay4Iu# gpaMatypr pecTUBaAL.

MockBy Ha «ApAEKHHE» IIPEACTABALA
JleTcKuil My3bIKaAbHBINA TeaTp uMeHH Hara-
anu Car co criekTakaeM «AUCHYKa. AIOOOBD»,
JEMOHCTPHUPYIOIIHUM HETPUBHUAABHYIO PEIIEP-
TYapHYIO IIOAUTHUKY €ro pyKoBoauTead 'eop-
rug McaakdHa: [IOCTaBUTh COBCEM HE [IE€T-
CKyI0 PUAOCO(CKYIO OTlepy SAHaueKa Tak,
4TOOBI HOAPOCTKY (& UMEHHO OHU SBAFIOTCS
TAQBHOM I1€A€BOM ayaUTOPHEH CIIEKTaKASI)
CAyLIIAAH U CMOTPEAHU 3aTauB AbIXaHHUE,— 3TO
JOpPOroro CTOUT.

Mexny TeM OOIIOAHUTEABHAd IIporpaMma
decTHBaAs BbI3BaAa €1Ba AU He OOABLIHH
HHTEPEC, YEM OCHOBHBIE KOHKYPCHBIE CIIEK-
TaKAH. <APAEKHH» YKe NaBHO 3a00THTCH
He TOABKO O KOHKYPCE U pasaade IIPU30B, OH
TaKXKe HHUILUHUPYET HOBBIE IIPOEKTHI, Ha-
IIpaBACHHBIE HA pa3BUTHUE AETCKOrO TeaTpa.
¥3Ke HECKOABKO A€T 3/1eCh IIPOXondT Aabo-
paTopHUu COBPEMEHHOMN ApaMaTypPruu U Mo-
AOJIOM PEKUCCYPBI, B p€3yABTATE KOTOPBIX
B meTepOyprcKoit adouIlie IIosSBASIIOTCS CBe-
KM€ Ha3BaHUL U HETPHUBHAABHBIE JETCKUE
criekTakAu. B aToMm rony aabopaTopust mpoBo-
AHAACh COBMECTHO C U31aTeAbCTBOM «CaMo-
KaT» U Ha3blBaAach «B TeaTp Ha caMoKkare».

B eé pamMkax 6b1A0 IPeACTaBACHO HECKOABKO
3CKH30B 10 KHUI'aM COBPEMEHHBIX aBTOPOB,
BBINYIIIEHHBIM U31aTeAbCTBOM. CaMbIM UH-
TEePECHBIM M3 HUX OKa3aACH CIIEKTaKAb-Opo-
OHAKa yYEeHHUKOB ['eHHanus TpocTsaHeIIKoro
1o pacckasy Toxa llTpaccepa «BoaHa» — 0H
HaTrASIHO II0Ka3bIBaA, KaK OBICTPO U AETKO
dramrucTcKoe, TOTAARTAPHOE CO3HAHME 3a-
XBaTbIBa€T HEOKPEIIIINE YMBI. DTa yMHas

U MacTepoBHUTad CTyAeHdYecKas paboTa Tak
IIOHPaBHUAACH XKIOPH IO PyKOBOACTBOM IH-
puxépa [TaBaa BybeabHUKOBA, YTO IIOAYYHAA
OT HETO CIIELIIPU3.

CobcTBeHHYI0 AabopaTopHIo Ha «ApAae-
KHHE» OPraHU30BaA U MOCKOBCKHUH TeaTp
«TeHBb»: 31€CHh MUTEPCKUX ITKOABHUKOB YYUAHN
¢draHTa3upPOBAaTh U BhIpAXKATh CBOH CaMble
CMEABIE U 3aBUPAABHBIE HJIEU C IIOMOIIBIO
Oymaru u Teatrpa TeHed. [IpoekT «Kpysxok
O6aporna MroHxray3eHa», II0 CAOBaM €ro B/IOX-
HOBHUTeAS ApceHus Jneapbayma — co3gaTens
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nepBoro B Poccuu mMMeEpPCHBHOTO CIIEKTA-
KAs «Optimus Mundus», npu3BaH pa3dyguThb
B JeTdIX KpeaTHBHOE HAa4YaA0, CTOAb HEOO-

XOAHMOE B COBPEMEHHOM MHUPE, II€ BYe-
pamHue 6e3yMHbIe (haHTA3UN CTAHOBATCS
IIOBCEHEBHON PEAaABHOCTBIO.

BaskHOH 4aCTBIO CIIEIITHAABHOM IIpOrpaM-
MBI CTAAU COLIMAABHBIE ITPOEKTHI, IIOMOra-
IOIlIFe COLTHMAAHM3AlIUH AeTell ¢ mpobaeMaMu
3J0POBbS U IICUXOAOTHYECKUMHU TPaBMaMH,
PELLeHUI0 IIPO0AEM COILIMAaABHO HE3aITUINIEH-
HBIX rpaxkaaH. CIeKTaKAb «371ech U cetfuacy
MeKAyHapoaHoro npoekra «Mup 6e3 rpa-
Hulp (Poccug, 'epmanus, llIBetiapus) c y4da-
CTHEM AIOZIEU C ayTU3MOM U CUHAPOMOM JlayHa
JazKe 3aBOEBAA I[IPU3 3PUTEABCKUX CUMIIaTUH,
4TO XapaKTepHu3yeT IIyOAUKY «ApAeKHHa» KaK
caMylo T'YMaHHYIO U TOA€PAHTHYIO.

OTKpOBEHUEM AT MHOTHX 3pUTEAEH
CTaA U JOKYMEHTAaABHBIM ITPoeKT «McrbiTai
cebsi», TIe MUTEPCKUE ITKOABHUKHU-IIOAPOCTKH
U3 IIPECTUXKHBIX THMHA3UNU U IIPOAETAPCKUX
PalioHOB OEAVMANCH CBOMMHU CTpaxaMH, IIpo-
OaeMaMu U xkeraHUSIMHU. CeromgHsi, KOraa
THHENKePhI BCE Yallle YXOAAT B OIIaCHBIE
TPYIIIBI B COIICETAX BPOZE HAITyMeBIINX «CH-
HUX KUTOB», UIlla TaM HOAAEPKKU, KOTOPOH
OHU AMIIIEHBI B PEAABHOMN XKU3HU, & POAUTEAU
U IIIKOAA UX (paTaAbHO He IIOHMMAIOT B He XO-
TAT [IOHUMAaTh, 3TOT CIIEKTAKAb CTaA PEAKOMN
BO3MOXKHOCTBIO A OOEHX CTOPOH ITIOI'OBOPHUTH
o xgymram o HaboaeBieM. Hampumep, BolIdc-
HUAOCB, YTO B BEK COBPEMEHHBIX KOMMYHHUKAa-
Ui caMOH MOIIyASIPHOM 1 OOA€3HEHHOH cpenu
IIOAPOCTKOB CTaAa TemMa oguHodecTBa. U mo-
cae (pecTHBaABHOI'O IT0Ka3a 3pPUTEAN He XOTe-
AV PACXOIUTBCH, 00CyKAasl yBUIAEHHOE.

Ho cnekrarab «McnpiTaii cebsi» — AUIID
BepHInHa alicbepra, a B OCHOBE 3TOI'0 Ce-
PBE3HOrO IIPOEKTA, PEAAU30BAHHOIO Tea-
TpoM «3a3epKaabe» COBMecTHO ¢ ['€Te-1uH-
CTUTYTOM, OblAa TIIATEABHAS IIOATOTOBKA
TeaTpaAbHBIX IIEIarOI'0B, KOTOPhIe B O0IIeH
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CAOXKHOCTH ITpocaymiasu S50 4acoB A€KITUH
U MacCTepP-KAaCCOB OT PEKHUCCEPOB U ApaMa-
Typros, npenonasareaeit PTYICU - Bopuca
[TaBaoBUuua, 'aaunsl 2Knanosol, Exarepu-
HbI BoHmapeHko u apyrux. Tak 4To Tenepb
OHU CMOTYT BECTH TeaTpaAbHO-TEpaIeBTH-
YeCKyI0 paboTy CO IIKOABHUKAaMH U CO3/1a-
BaTk II000HBIE JOKyMEHTAABHBIE CIIEKTaK-
AM, KaK FTOBOPUTCS, HA MECTaXx.

OnHako caMoii, HaBEPHOE, CHABHOH pa-
0oTolt Ha «ApAeKHHE» ObIA JOKYMEHTaABHBIH
crieKTakab Muxaunaa IlaTaacoBa 1 AHHBEI
IOusbIIeBot «llear Bu3uTa/Zwischenraumy —
POCCHHUCKO-HEMELIKHUH ITPOEKT, B KOTOPOM
IPUHUMAAHU yYacTHe THHEHI3Kephl 13 ObIB-
IIUX COBETCKHUX PECIIyOAUK, KUBYIIHE
B IleTepOypre, a c repMaHCKOH CTOPOHEI —
O6exennp! u3 Cupunu, Upana, Sduonuu.

OHHU BCTPETHAHNCH, YTOOBI paccKkas3arhb
MHUPY CBOH COOCTBEHHBIE UCTOPUH, Y KOTO-
TO CMEIIIHbIEe ¥ HaWBHBIE, HO I10 0OABIIIeH
YacTH CTpPAaIHEBIe: 0 00X CTEHKA Ha CTEHKY,
0 JKEeCTOKHUX IIpaBHUAAX OOLIEKUTHUSA B Uy3KOH
cTpaHe, O TOM, KakK 0eKaAHu C POAUHEI — I10-
po¥ HeaeraabHO, B MOPCKHX KOHTeHHepax,
PHCKysI OBITH OOHAPYKEHHBIMH U BBIOPO-
MIEHHBIMH 3a 60pT. O0 3THX KYyTKHUX CAyda-
X IIOAPOCTKU IF'OBOPUAM HEUTPAABHO, KaK
0 4éM-TO OYEeHBb OOBIYHOM, HO OT 3TOT'0 UX
pacckassl 3By4aAHu ellé cTpalllHee.

CIleKTaKAb BBIIIEA PA3HOSI3BIKUM HE TOAB-
KO C AMHTBUCTHUYECKOH, HO U C TeaTpaAbHOH
TOYKH 3peHud. Hemerkue snmu3onel — XKECTKHUE,
4E€TKO CTPYKTYPHPOBAHHbBIE U IIOAUTH3UPO-
BaHHBIE: TyT F'OBOPHUAH IIPO IApTHUH, HAITHO-
HaAbHbBIE MEHBIITMHCTBA, PEAUTHO3HBIH 9KC-
TpeMu3M. Pycckue — Goaee UTpoBbIe, AUYHBIE
U XXUTEHCKHE: 0 TOM, KaK KaBKas3Ilbl KaapsaT
PYCCKUX IEBYOHOK, KaK JTIOAXKHBI BECTH cebst
IIpUMepHbIe y30e4Ky, YT00bI BEIHTH 3aMyK,
00 OTHOIIEHUIX B IITKOAE U T.[. MIHOrIa criek-
TAKAb Ka3aACs U30bITOYHBIM, HO PEXKUCCED
IIPU3HAACH, YTO HE MOT JUKTATOPCKOH pyKOH
pe3aTh HapaboTKU pedsaT — 3TO Ke UX HACTOM-
ias XK13Hb. B KOHITe KOHIIOB, 3aa4ell KoMaH-
bl OBIAO HE CO3JaHHe HEKOETO IPOAYKTA JAST
decTuBaseii, a pabora ¢ IogPOCTKAMHU, Ha KO-
TOPBIX, II0 UX COOCTBEHHOMY IIPU3HAHUIO, 3TOT
IIPOEKT CUABHO IIOBAUSA, OCBOOOIUB OT KCEHO-
¢o6CKMX U IMOBUHUCTCKUX umed. [locae Tsaxké-
AOT'0 IBYX4YaCOBOI'O CIIEKTAKAd OHU HE XOTEAU
PacxonuThCS U JOATO €IE 3a3KUTaAl Ha M-
IIPOBU3NPOBAHHOM TAHIIIIOAE: OWH IIapeHb
OTIIASICBIBAA A€3THHKY, APYToil KpyTHA Operk-
naHc. M Takol yeaoBeYECKUH PE3YABTAT IIOPOH
BarkHee TeaTpaAbHOI'0, BEAb TeaTp BCEraa
MedTaA BAUSTB Ha YMBI U YN, 00BEIUHSTD
Arofiel. 31ech 3TO HAKOHELL ITIOAYYHAOC.



CHILDREN

“The Tale of Tsar Salian” :

At Harlequin Festival
Everything is Quite
Grown Up

Marina SHIMADINA
Photos courtesy of the press-service of Harlequin Festival of Theatre Art for Children

HARLEQUIN FESTIVAL OF THEATRE ART FOR CHILDREN IN
SAINT-PETERSBURG WAS CREATED AS A CHILDREN’S ANALOG
OF THE GOLDEN MASK, SO THAT EVERYTHING HERE IS QUITE
GROWN UP IN TERMS OF AN EXPERT BOARD THAT SELECTS
THE MOST INTERESTING PLAYS FROM ALL OVER THE COUNTRY,
A JURY, DIPLOMAS FOR THE BEST ONES, AND FINALLY, THE
GRAND PRIX — HARLEQUIN NATIONAL AWARD, WHICH BESIDES
AN ELEGANT STATUETTE INCLUDES 300,000 RUBLES OF
PRIZE MONEY FOR STAGING A NEW PLAY.
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his award once was received

by Tovstonogov Bolshoi Drama

Theatre’s play “When I am

Little Again”, “The Snow Queen”
by Roman Feodori from Krasnoyarsk
Youth Theatre, Lensovet Theatre with
the play “The Wonderful Adventures
of Nils”, etc. Our reporter visited the
14th Harlequin Festival. The festival is
supported financially by St. Petersburg
Committee for Culture — this year, the
amount of 5 million rubles has been
allocated to it, : 500 thousand rubles was
given by the Union of Theatre Workers
of the Russian Federation as a founder.
However, for a big festival this is certainly
not enough. Also without the help of
regional authorities, it is not possible to
bring performances to St. Petersburg.
For instance, this year the festival has
lost “Manyunya” of Omsk Youth Theatre —
a very funny and lively play based on
Narine Abgaryan’s book in the production
of a young director Evgeniya Nikitina.
After the artistic director Vladimir Zolotar
quitted the theatre, “Manyunya” did not
receive a promised amount of money
for traveling and could not come to the
festival, although the play could become
a highlight of the program. There are very
few good new texts about school life and
modern childhood, there is practically
none in theatre, and out of habit, we
are satisfied with the 150th version of
“Deniska’s Stories.”

Finally, the current competition’s
winner became “The Son-Bear” of
Petrozavodsk’s National Theatre on
Karelian tales. Being played in two
languages, Russian and Karelian, the
play draws audience into the world of
ancient, pagan culture. Director Vyacheslav
Polyakov and artist Yegor Kukushkin
masterfully interpreted a folklore theme,
made a fine stylization, and deserved two
prizes of jury, the Grand Prix and critics’
award, in addition.

Stylistics of folk fairytales was
chosen for another two productions,
which, however, were not based on
folklore, but on author’s works. Perm’s
Theatre-theatre showed “The Tale of Tsar
Saltan” staged by Irina Tkachenko. This
performance-game inscribes Pushkin’s
plot in the context of a ritual culture.
Prior to beginning of the action, artists
sing carols and get spectators involved in
round dances, they are dressed in
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“Little Fox. Love”

costumes of natural colors out of flax,

fur and sheepskin, and the show itself is
constructed as a fairy tale game, where
stage scenery and necessary props are
created right before our eyes out of the
simplest things: fabrics, ropes, some pieces
of wood and so on. And this eco-style turns
out to be awfully becoming to a Pushkin’s
fairy tale with deep folk roots.

Mikhail Bartenev used similar folklore
stylization for the play “Elena the Wise”
staged at the Theatre of Ob-Ugric peoples
“Sun” from Khanty-Mansiysk and was
honored as the best playwright of the
festival.

Moscow at the festival was represented
by Natalia Sats’ Moscow State Opera and
Ballet Theatre for Young Audience with
“Little Fox. Love” which demonstrates
the nontrivial repertoire policy of its
leader Georgiy Isaakyan: to stage
rather unchildish philosophical opera
of Janacek is such way that made even
teenagers’ audience to listen and look with
bated breath — it is worth a lot.

But even more interesting than the
main competitive productions of Harlequin
was an additional program. The festival
has long turned into an institution,
concerned not only about the contest and
distributing prizes, but also initiating new
projects aimed at the development of the
children’s theatre. For several years by
now, laboratories of modern dramaturgy
and young directing have been conducted,
as a result of which St. Petersburg’s
playbill was enriched by new names and
nontrivial children’s plays. This year the
laboratory was conducted together with
Samokat (Scooter) Publishing House and
was called “To the theatre by scooter.”

Its own laboratory at Harlequin held
also Moscow Children’s Theatre “Shadow”:



here St. Petersburg’s schoolchildren were
taught to dream up and express their
boldest and absurd ideas with the help
of paper and shadow play. The project
“Baron Munchausen’s Circle”, according
to its inspirer Arseniy Eppelbaum,

the maker of the first immersive play
“Optimus Mundus” in Russia, is designed
to awaken in children creativity, which is
so important in today’s world where

wild ideas of yesterday become everyday
reality.

An important part of the special
program were social projects that help
social adjustment of children with health
problems and psychological trauma,
solving problems of socially vulnerable
groups. The play “Here and Now” of
the international project “World Without
Borders” (Russia, Germany, Switzerland)
with the participation of people with
autism and Down syndrome even won the
Audience Choice Award, that proves the
public of Harlequin to be the most tolerant
and humane.

“Try Yourself” documentary project
became a revelation for many spectators,
when St. Petersburg schoolchildren-
teenagers from prestigious gymnasiums
and working-class districts shared their
fears, problems and desires. Today, when
teenagers often join dangerous groups in
social networks like notorious “Blue
Whale” suicide challenge, looking there
for support, which they are deprived of in
real life, and parents and school fatally
do not understand them and do not want
to understand, this production became a
rare opportunity for both parties to have a
heart-to-heart talk about sensible subjects.
For example, it turned out that in the age
of modern communications the theme of
loneliness became the most popular and
painful subject for teenagers. After festival
sho, the audience for a long time did not
feel like leaving, discussing what they had
seen.

Probably the most powerful work at
Harlequin Festival was a documentary
play by Mikhail Patlasov and Anna
Yunysheva “The Purpose of the Visit/
Zwischenraum”, a Russian-German project
with the participation of teenagers from
the former Soviet republics who live in
St. Petersburg, and from the German
side — refugees from Syria, Iran, Ethiopia.
They met to tell the world their stories,
some of them are funny and naive, but

mostly terrifying: about battles wall to
wall, about brutal rules of staying in
a foreign country, about how they fled
their homeland — sometimes illegally in
sea containers, taking a risk of being
discovered and thrown overboard. These
terrible cases teenagers communicated
rather indifferently, as something very
ordinary, but this made them sound even
more terrible.

The performance turned out to
be multilingual not only in terms of
linguistics, but also from theatrical
point of view. German episodes are
tougher, clearly structured and politically
charged. The conversation here is
about parties, national minorities, and
religious extremism. Russian ones
are more role-playing, personal and
worldly... As Caucasians pick up Russian
girls, how should exemplary Uzbek
girls behave themselves to get married,
about relationship in school and so on.
Sometimes the performance seemed
superfluous, but the director confessed
that he could not cut off the children’s
experience dictatorially, because this is
their real life. In the end, the team’s
mission was not to create a theatrical
product for festivals, but to deal with
teenagers, who, according to them, were
greatly influenced by the project, became
free from xenophobic and chauvinist ideas.
After a hard two-hour performance they
did not want to leave and for a long time
were still partying on an improvised dance-
floor — one guy was dancing lezginka,
and another one doing break-dance.
And such human output is sometimes
more important than the theatre one.
After all, theatre has always dreamed
of influencing minds and souls, uniting
people — and here it finally happened.

“The Purpose of the Visit/Zwischenraum”
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Mapus XANHU3EBA
domoepacpuu npedocmassieHb. www.troubleyn.be

IIoCAE BOAEE YEM
[TOAYTOZIOBOT'O TMEPEPBIBA
B AMCTEPIAME CBbITPAAU
CIIEKTAKAb, HE UMEIOIIIUN
B MUPE AHAAOT'OB, — «['OPY
OaumI» AHA PABPA

U Er'O TEATPAABHOU
KOMITAHUU TROUBLEYN

13 AHTBEPIIEHA.

BUAETHI BBIAU
PACKYTIAEHBI 3A TIOATOIA
J10 TIPEJCTABAEHUNSI,

A TIYBAUKA B 3AAE
STADSSCHOUWBURG
AMSTERDAM COCTOSIAA

13 I[IPEACTABUTEAEU
MHOKECTBA CTPAH.
PyCCKAS PEUYB,
HATIPUMEP, CABIIIIAAACH

B ®ONE HE PA3 U HE [IBA.
O4YEBUIHO, 3PUTEAU

13 Poccun OKA3AAUCH
[IOATOTOBAEHHBIMU K
BOCIIPUSTUIO CIIEKTAKAY
1A PABPA OCOBEHHO
OCHOBATEABHO, BE/Ib

C OKTSIBPY IO ATIPEADB

B TIETEPBYPI'CKOM
OPMUTAXKE BbIAA
OTKPBITA HEBEPOYTHAS —
[10 TAYBUHE U
[TPE/ICTABUTEABHOCTH,

10 BKAIOYEHHOCTH

B MHOTOBEKOBOE
UCKYCCTBO — BBICTABKA «%1H
®dABP: PBILIAPL OTYASITHUY —
BOWH KPACOTBI».

OT y2K€ IIOYTH [ABa roga
B MHPOBOM T€aTpasbHOM
IIPOCTPAHCTBE CYILUECTBY-
€T CIIEKTaKAB I10 APEB-
HerpedyeckKuM Mudam,
KOYYIOLIUH 10 ropogaM
U cTpaHaM (caedylollee
IIPEeACTaBACHUE IIOCAE AIIPEABCKOI'0 COCTO-
utcd B ceHTa0pe B I[lapuske B Teatpe ne aa
Buaab). CrieKTaKAb IPOAOAKHUTEABHOCTBIO
ABaAllaTh YeThIPE Yaca, pa3bIIpPbIBa€MbIH
OBalaThIO CEMbIO aKTépaMu, pas3buT I1o-
CTAHOBIIIMKOM Ha ISTHAAIlATh 3IIH300B.
BoABIIMHCTBO U3 HUX O03arAaBAE€HBI IMEHA-
MU aHTHUYHBIX IepcoHaxkel: OTeoka, [ekyba
u Opuccedt, Onumn, Penpa, 'epkyaec, SaekTpa
u OpecTt, Mened, AHTUTOHA, A9KC U T. 1.
HuuyTe He npoeasusupyda oburareaseit
rops! Oanwmir, abp mapyeT UM HeOOBIKHOBEH-
HOTO IIpenBoauTeAs B obpase [JuoHuca — JH-
npro BaH Octane. B HabenpeHHOHN OBsI3Ke,
BpeMeHaMHU yBeIlIaHHbIH I'PO3AbSIMHU BUHO-
rpajza, B IIBETOYHOM BEHKE Ha I'OAOBE, C IIO-
KOPHIOIIIEH IIAyTOBaTOH YABIOKOM OH TPSCET
cBouMU OeCKpaldHUMHU TeAecaMH, He CTeC-
HAACh HA UX, HU CBOEU CILyTHHUIIBI — 3KE€HCKO-
ro BapHaHTa OXKHPEBIIET0 OT BO3AUAHUH,
HO TaKOT'O BUTAABHOI'O OOra BHHA U 9KCTa3a.
Ha BricTaBke B Opmurazke Pabp nipencra-
BHA LIEAVIO CEPHIO PUCYHKOB, CAEAQHHBIX
mI1apuKoBOM py4dkoii Bic: dlogBaeHue u uc-
4ye3HoBeHHE Bakxa [» BHOXHOBAEHO HE TOABKO
pyOeHcoBckuM BakxoMm, HO 1 HECpaBHEHHBIM
Ouppro BaH Ocrane B o6pase JuoHuca.
JMOHHUCHUNCKHE OPTHUH, COMHUTEABHBIE
C TOYKU 3peHUsI 00bIBaTeAd OpyTaAbHBIE TaH-
161, oOOHaKEHHEBIE TeAa ODOUX II0AOB, CTPACT-
Hble 6eCHOBaHUS U caM03a0BeHHbIe OeCUMH-
CTBa, B OTPOMHBIX KOANYECTBaX — KyCKaMH
10 KHAOTPaMMYy — OpgKarolleecs: Ha CIEeHY
CBIpO€e MSCO U OPBI3TH KPOBU, KOTOpPEIE 3a-
AANBIBAIOT IIOAMOCTKHU U JOAETAIOT A0 IIEPBO-
ro pgna IIyOANMKH,— BCETO 3TOrO B CIIEKTAKAE
yepes Kpail. 'enaepHble pa3saudud, Tak
HaTA9HO 3[1€Ch 3a9BACHHBIE, JOBOABHO CKO-
PO CTOAB K€ JEMOHCTPATUBHO CTUPAIOTCH.
Bakxuueckoe uzobuave, oqfHAKO, HU Ha MTHO-
BEHME He BOCIIPUHHUMAETCH KaK IIPOBOKAIlU,
IIOCKOABKY HaJl BCEM 3THUM HEYCBIIIHO BUTAET
aIrlOAAOHHUYECKOE IIOCTAHOBOYHOE COBEPIIIEH-
CTBO, a AI000€ IBUKEHUE U KECT Ha IIPOo-
TAXKEHUU BCeX ABallaTH YeThIPEX JacoB
IOpaskaroT IPOAYMAaHHOCTHIO U ITepeKITH-
OHUCTCKOH BBIBEPEHHOCTBIO. MHHUMBIN Xaoc,
OecriomanHas rpOMKOCTE, COKPYIIIUTEABHAS
SHEpreTHKa U HaKaA pasryasa IIepersaBAd-
I0TCH B O4YEPEIHYIO IAACTUYECKYIO CLIEHY,
KOoTOpad JAUTCH 3aBEIOMO JOABIIIE FOTOB-
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HOCTH €€ BOCIIPUHHUMATD, AU IEPEXOAAT
B TUXU, HO CTPACTHBIN MOHOAOT, 3ByYallluii
TO Ha (paaMaH/ICKOM, TO Ha aHTAUHCKOM,
¢paHIly3CKOM, HEMEIIKOM ANO0 UTAAbIH-
CKOM g3bIKax. (CAOBO 371eCh BO3AEUCTBYET
HE CTOABKO CEMaHTHUKOH, CKOABKO MHTOHAIIU-
e, mpeacTaBasi IPUIYIAUBOE K MHOroo0pas-
HOH akycTHdyecKol enuuuneii.) au, Haobo-
poT, IPOOYyKIEeHUE PeaAbHO CISIIUX [epen
IyOAMKOM HCIIOAHUTEAEH (B 3TUX CYyTKaxX
JAS aKTEPOB IIPEAYCMOTPEHO TPU KOPOTKHUX
nepepbIBa Ha COH, 3CTETCKH 00CTaBAEHHBIX
U CPEKUCCUPOBAHHBIX, & 3PUTEADb MOXKET
IIPUCOEAUHUTHCS KO CHY IIPAMO B KPECAE
HAH OTIPABHUTECS B (poiie Ha pacKAaAyIIIKH)
IIAAQBHO IIpeobpazkaeTcsd B OPrUacTUIECKY0
CIIeHY B 0€ABIX CITaABHUKAaX-KOKOHaX, ObIo-
IUXC4d 0 CLIEHE, CAOBHO PyCaAO4YbU XBOCTHL.
Hcnoanutean Pabpa — B ropaszno doaee
BBICOKOM CTEIEHU CUHTETHYECKHE aKTEPHI,
4eM 3TO BoODIIle ITpeaCcTaBASIeTCS BO3MOXK-
HBIM: OHU U ApaMaTHdecKue, U 6aseTHBIE,
U OIIEpHBIE IIOPOH, U AEUCTBYIOILIHE AULIA
¢dusmyeckoro Tearpa, u nepgopmepsnl. Eié
B ABaalaTuAeTHEM Bo3pacte @abp 3ammcaa
B IHEBHUKE: «B MOUX raazax akKTEpbI JOAXK-
HBI OBITH CaTHUPaMH, My4YHUTEASIMH U Oora-
Mm» (pparmerTs! «HOUHBIX THEBHUKOB» SIHA
dabpa B nepeBone MpuHb! Aefik orry0ANKO-
BaHEI B )XypHaae «Teatp», No 29, 2017). C Tex
IOP OH CTPEMUTCH K BCE OOABIIIEH OTTOYEH-
HOCTH CBOUX BHUIAEHUHN U BUAEHUH.

MUT-UH®O N2 2017

Slna dabpa BooOIIe Ype3BLIYAHO 3aHU-

US MaIT I'PAHHUIBI U IIPEAEABI: HE TOABKO B HC-

KYCCTBE, HO B AIOJICKOM (PU3UKE U TICUXUKE.

B M0AO#OCTH OH TATOTEA K 3KCIIEPUMEHTAM
Ha 1 coOOM TTo AO3YHTOM «¥ HIIy UCKYCCTBO,
HO HalTHU UCKYCCTBO CAOXKHEE, YEM 30A0TO» U,
CyIid TI0 BCEMY, ObIA 3aBCET/IATAEM ITOAUIIEH-
cKoro y4yacTtka. Ero akiuu u nepgopMaHChI
UMeAHU, KaK IIPaBUAO, BHYLUTUTEABHYIO IIPO-
TA>KEHHOCTBb BO BPEMEHHU, TaK 4YTO CTPAKU
HOPSKA YCIIEBAAH ITPUOBITH 1 COPUEHTH-
poBaThcd. Hanpumep, 3amicy B JHEBHUKE

ot 25 maprta 1978 roga: <HouHasa akmud.

Ha maomagu XpyHIiaaaTc Ha OCTaHOBKE 2-TO
TpaMBas s BCTaA Ha KOAGHU U IIPUKAACS HO-
COM K TpaMBaWHOMY peAabCy. M Tak g mporoas3
[0 TpaMBaMWHON OCTaHOBKH «7-s1 OAUMITHH-
ckas aanesh. [Toa3 s yeThIpe dyaca, TPUALATD
1IeCTb MUHYT U ABEHANIIATh CEKYHI». A BOT
4TO OH ITHucaA 21 uwHs Toro xe roxa: «CerogHs
C ABEHAIIaTU YacoB d IIeAOBaA YAUIIEI, IBEPH,
JoMa U TTaMATHUKH MOETO AI0OMMOr0 Topoa.
Kaxnapie gecaTe MUHYT g KpUdaa: «f1 Aro-

0a10 T€0g, je t'aime, ich liebe dich, I love youn.
B ceMHaniaTe 4acoB aKI1lNs 3aBEPIIIHAACE.
Cpeny caMOUMPOHUYHBIX U OOT BECTH KAKUX
e11€ BBINTAZI0B MOAOLOI0O XyAOKHUKA B apec
OOIIIECTBEHHOCTH UMEA MECTO TAKOM: HA CBOEM
[OMe, KOTOPBIHM HAXOAUACS Ha TOU XKe VAUILIE,
4TO0 U AoM Bau l'ora, oH IpUKpENrA TaOAHUUKY:
«3nech xxuA u padboraa du Pabp.

3peanlit I ®abp UCIILITEIBAET I'PaHHUIIBI
CITOCOOHOCTHY BOCHPHUSITHSA HECKOABKO UHBI-
MH criocob6aMu: BBI3BIBAIOIIE PaIHUKAABHBI-
MU METOLAMH IIPOLILYIIbIBAET U UCCAEAYET
BBIHOCAHWBOCTB U TOAEPAHTHOCTD MY3€HHBIX
noceTuTeAet U TeaTpasbHON IIyOAUKU.

Ot nmoutu nsaTu4dacoBol «CHABI TeaTpaAb-
HOro 6e3yMus», BOCBMHUYacoBoro «TeaTpa
OpeaBUACHUS U HaAEXKAbD» OH IIPUXOIUT
K ABaanatrudeTeipéxdacoBoii <['ope OanMID.
Bcerony 3puteaam maércsa KapT-0AaHII HA BbI-
XOIl U3 3aAa B AFOOOM MOMEHT NeHCTBUL.




BceMm u3BecTHO, KaK U3 [IEHbBI MOPCKOM
OSIBUAACH OOTHHSA AIOOBH U KpacoThl Adpo-
UTa, HO MAAO KTO TIOMHUT, YTO IPEXK/IE YeM
IOTIacTh B MOpPe B 00pa3oBaTh GEAOCHEKHYIO
IIeHY, OHa POANAACH U3 KPOBU U CIIEPMBI OCKO-
naéusoro Kponocom Ypana. ®abp 3ToT HCTOU-
HUK €BPOIEUCKOM KYABTYPHhI HE 3a0bIBAET.

[TaoTh U cekc — BoT aBa 6ora «[opbr
OAUMIIY, OCKOPOUBIIINIE COBPEMEHHBIX TPEKOB,
KOTOpbIe KAaTerOPUYeCKH He M0KEeAaAU IIPU-
HATH BO BHUMaHUe Jake I1043aI'0A0BOK CIIEK-
TaKASd «BO CAABY KYABTA Tparenum. B pe3yan-
TaTe roJ Ha3a/ pasropeAcsl CKaHIaA BOKPYT
OaAMHCKOTO (pecTuBaas AduH 1 Snugas-

Pa — ¥ TOABKO YTO HAa3HAYEHHBIN €ro KypaTo-
poMm A ®abp, mouyBCTBOBaB BpaKIeOHYO
00CTaHOBKY, OTKA3aACs OT IIOCTA.

OTrnpaBHas To4ka «['opbl OAUMID» — CTa-
THKA aHTHYHBIX CTATyH, IBETOBAasI OCHOBA
CIIEKTaKAS — OeAbIii. Bce KOCTIOMBI — TOTH,
monobue AAThEB U I000K, HabeIpeHHbIE
IIOBSA3KU U MaHTUU KOHCTPYUPYIOTCA U3 II0-
AOTHHIIL 3TOrO IIBETAa, U PEAKO KOTa UM
yAaéTCs JOATO COXPAHSITH CBOIO OEAM3HY:
IIOCTEIIEHHO OHU IIPOIUTHIBAIOTCH IIOTOM,
KPOBBIO HAHU PACIBEYHBAIOTCS KpacKaMu
13 DAAAOHYHKOB, BCEBO3MOXKHBIMHU KOH(ET-
THU U OAécTKaMU. B 6eaom akTEPEI IIPHITAIOT

qepes TAKEABIEe KeAe3HbIe I1elIH, KaK Jyepes
CKaKaAKY,— Ha IPOTSIKEHUHN U3HYPUTEABHBIX
OBAaAATH C AUIITHUM MUHYT, My4YHUTEABHBIX
[aske OAsl CO3ePLAIINX 3Ty ClieHy. B 6eaom
OHU TEPHIOT CHABI, B 0€AOM BaAdTCS II0-
o4epénHO Ha 3eMAI0, B 6€AOM 3KaHO AUXKYT
npuHeCEHHOE UM PAa3HOILIBETHOE MOPOXKEHOE.
B 6eaoM ux repou 0eCcCTBIACTBYIOT, B 6€AOM
CTpazaroT, B 6eAOM BIIAAAIOT B TPAHC, OeAbIM
HorypToM 00Ma3bIBaIOT APYT ApPyra, B OeABIX
CIIaABHHUKAX 3aTHUXAIOT Ha COH. Ywulre 3Toro
6eAoro TOABKO IIOAHOE OOHAaXKeHUe, eTo 371eCh
CTOABKO, YTO O4YEHBb CKOPO ITyOAnKa 3a0bIBaeT
0 cOOCTBEHHON (ppalllIipoBaHHOCTH, II€pe-
cTaét obpamarh Ha 3TOT (paKT BHUMAaHUE,
COCPeNOTOYHBAETCS COBEPIIEHHO Ha UHOM,
Bcé Oe3oragaHee IIOrpyKasiCb B XUTPOCIIAETE-
HUS U IIepeKUBaHudI MUQOB.
OTKPOBEHHOCTD, OTYASIHHOCTE U KECTO-
KOCTb MHU(a ouniraercda y Pabpa KpacoToi —
IOAOOHBIN aKT IIOJ CUAY AWIIE IIOOANHHOMY
«PBILIAPIO OTYASHUS — BOUHY KPacoTbD.
CMBbICA 3TOTO (paHTACTUYIECKOTO BO BCEX
OTHOILIEHUIX 3PEANIIA IBHO KpyIIHee, YeM
Ar0bag popMyAHPOBKA: OH MepLiaeT Iae-To
BIAAEKE, 332 TOPU30HTOM HAIIIeTO 3peHU.

Amcmepoam — Mockea
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Gods




Maria KHALIZEVA
Photos from wwuw.troubleyn.be

AFTER MORE THAN

A SIX-MONTH BREAK,

IN AMSTERDAM WAS
SHOWN A PLAY, WITH NO
ANALOGUES IN THE WORLD, —
“Mount OLympPUS” BY JAN
FABRE AND HIS THEATRE
COMPANY TROUBLEYN
FROM BELGIAN ANTWERP.
TICKETS WERE SOLD OUT
ALSO ABOUT SIX MONTHS
BEFORE THE DATE OF

THE PERFORMANCE;

AMONG THE AUDIENCE

OF STADSSCHOUWBURG
AMSTERDAM WERE
REPRESENTATIVES OF MANY
COUNTRIES, AND RUSSIAN
LANGUAGE, FOR INSTANCE,
WAS HEARD IN THE

FOYER MANY A TIME. THE
SPECTATORS FROM RuUsSIA
SEEMED BETTER PREPARED
FOR THE PERCEPTION OF
JAN FABRE’S PERFORMANCE,
DUE TO THE EXHIBITION
‘JAN FABRE: THE KNIGHT
OF DESPAIR — THE
WARRIOR OF BEAUTY” —
INCREDIBLE BY ITS DEPTH
AND REPRESENTATIVENESS,
BY ITS INVOLVEMENT IN
CENTURIES-LONG ART —

IT WAS OPENED AT ST.
PETERSBURG’S HERMITAGE
FROM OCTOBER TO APRIL.

y now for almost two years in
the world theatre space
there has been a play based
on ancient Greek myths,
wandering through cities
and countries (the next
performance after one in
April will take place in September in Paris at
the Theatre de la Ville), it lasts twenty-four
hours, is played by twenty-seven actors and
divided by its producer into fifteen episodes.
Most of them are named after antique
characters: Eteocles, Hecuba and Odysseus,
Oedipus, Phaedra, Hercules, Electra and
Orestes, Medea, Antigone, Ajax, etc.

Without idealizing inhabitants of Mount
Olympus, Fabre gives them an unusual
leader in the image of Dionysus — Andrew van
Ostade. In a loincloth, sometimes covered
with clusters of grapes, in a flower wreath on
his head, with enchanting cunning smile, he
shakes his boundless frame, without being
ashamed either of it or his own companion —
a female version of the obese but very vital
God of wine and ecstasy. At the Hermitage
Museum’s exhibition, Fabre presented a whole
series of drawings made with a Bic ballpoint
pen,— “The Appearance and Disappearance
of Bacchus I”, inspired not only by Ruben’s
Bacchus, but also by the incomparable
Andrew van Ostade in the role of Dionysus.

Dionysian orgies, dubious from a
respectable citizen’s point of view brutal
dances, naked bodies of both genders,
passionate demonic possession and
enthusiastic madness; in huge quantities —
by one-kilo pieces of raw meat flopping on
the stage and blood splashes, spilling up the
stage and reaching the first row of public —
there are heaps of it in the play. Gender
differences, so vividly shown here, pretty soon
are being blurred out the same defiant way.
Bacchic exuberance, however, is not instantly
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JAN FABRE

perceived as a provocation, because all over
this, Apollo’s staged perfection is vigilantly
hovering, and for all twenty-four hours,
any movement or gesture strikes by its
thoughtfulness and perfectionist’s veracity.
Imaginary chaos, ruthless loudness,
crushing vibes and intensity of dissipation are
melted into next plastique scene, which lasts
knowingly longer than readiness to perceive it,
or come to a quiet but passionate monologue,
sometimes in Flemish, sometimes in English,
French, German or Italian. (A word here
affects not by the semantics but intonation as
a bizarre and diverse acoustic unit.) Or, on the
contrary, awakening of really sleeping actors
before the public (during this time three short
breaks for actors are provided — “dream time”,
aesthetically furnished and orchestrated — a
position of bodies in a space, subdued lighting
of globe-shaped lamps, lowered to the floor;
a spectator can join in sleeping right in his
seat or walk to the foyer where folding beds
are prepared) smoothly turns into an orgiastic
scene in white sleeping bags-cocoons,
thrashing about the stage like mermaids’
tails.

Fabre’s performers are much more
synthetic actors than it seems possible:
they are both dramatic, and ballet actors,
and opera ones sometimes, and actors
of physical theatre, and performers, who
always exist beyond their capacity. When

MUT-UH®O N2 2017

he was at his 20s, Fabre wrote in the
diary: “In my eyes, actors should be satyrs,
tormentors and gods” (fragments of Jan
Fabre’s “Night Diary” in translation of Irina
Leek are published in Theatre magazine,
No. 29, 2017) and he strives towards greater
refinement of his vision and dreams since.

Jan Fabre is extremely interested in
boundaries and limits: not only in art,
but in human physics and psychology. In his
youth, he was drawn towards experiments
on himself under the slogan “I'm looking
for art, but to find art is more difficult
than gold” and, apparently, was a regular
at the Antwerp police. His actions and
performances had, as a rule, an impressive
length in time, so that minions of the law
had time to arrive and find their bearings.
For example, a diary entry of March 25,
1978: “Night action. At Groenplaats by the
stop of the tram No.2, I knelt and pressed
my nose to the tram rail. This way I was
crawling to the tram stop “The 7th Olympic
Alley”. I was crawling for four hours, thirty-
six minutes and twelve seconds.” Or on
June 21, 1978: “Today, starting at twelve
o'clock, I was kissing streets, doors, houses
and monuments of my beloved city. Every
ten minutes I cried: “I love you, je t’aime, ich
liebe dich”. At seventeen the action was over.”
Among self-ironic and God-knows what other
escapades of the young artist were as follows:
on the wall of his house, located in the same
street as the house where Van Gogh used
to live, he attached a sign: “Here lives and
works Jan Fabre”.

Mature Jan Fabre tests boundaries of
human, in particular, spectators’ ability




of perception through several other ways:
by provocative radical methods he probes
and examines endurance and tolerance of
museum visitors and theatre public.

From almost five hour-long “The Power
of Theatrical Madness”, eight hour-long
“This is Theatre Like it was to Be Expected
and Foreseen”, he came to twenty-four
hour-long “Mount Olympus”. The audience
always is given a free hand to leave at any
moment of the play.

Everyone knows how Aphrodite, the
goddess of love and beauty appeared from
the sea foam, but few remember that before
she got into the sea and formed a white
foam, she was born from blood and sperm of
Uranus who was castrated by Cronus. Fabre
does not forget this source of European
culture.

Flesh and sex, those are two gods of
“Mount Olympus” that offended modern
Greeks, who flatly refused to take into
account even the subtitle of the play “to
glorify the cult of tragedy”. As a result,

a year ago a scandal started around the
Hellenic Festival of Athens and Epidaurus,
and Jan Fabre, who had just been appointed
as its curator, felt a hostile environment and
resigned his position.

The starting point of “Mount Olympus”
is statics of antique statues; the basic color
of the play is white. All costumes are togas,
the likes of dresses and skirts, loincloths
and robes are made of white cloths, and
seldom they manage to stay white for a long
time, they gradually become soaked with
sweat, blood, or colored by spray paints,
all kinds of confetti and sparkles. Actors in

white clothes jump over heavy iron chains
like a skipping rope — during grueling
twenty-odd minutes, painful even for those
watching this scene. Wearing white clothes,
they lose their strength, fall down one after
another, in white clothes they greedy lick the
rainbow ice cream brought to them. Wearing
white, their characters behave outrageously,
wearing white they suffer, and fall into a
trance, they smear each other with white
yogurt, and fall asleep in white sleeping
bags. Purer than this white is only full
nakedness, and there is so much of it here
that very soon the public forgets its own
dumbfoundness, ceases to pay attention to
this fact, and focuses upon different things,
more recklessly absorbed in intricacies and
adventures of myths.

Frankness, despair and cruelty of the
myth is purified, according to Fabre, by
beauty — such an act is only possible for
the true “knight of despair — a warrior of
beauty”. The meaning of this fantastic in
all aspects show is clearly larger than any
wording, it flickers somewhere at a distance,
beyond the horizon of our vision.

Amsterdam — Moscow
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Ceemuaara I[TONSKOBA
domoepaguu U3 AUUHO20 apxusa
Bunomot KYTABHUYFOTE

HE3AEIMHUN OBAUK
BruabMmbl KyTABUYIOTE
CPA3Y MMEPEKAIOYAET
BHUMAHUE HA EE
[IEPCOHAXEMN.
PEXUCCEPHI
BbIBUPAIOT AKTPUCY,
ECAU HAZIO CBITPATH
MUKCT CTPAHHOCTU

U1 TTPOBOLIUPYIOIIEN
CEKCATIMABHOCTH.

HE cpPA3Y 3AMETHBIN
[IPUBAATUVICKUN
AKILIEHT JIOTIOAHYET
OBPA3 3ATA/IOYHOU
«[TPULIEAULIBI».

A KOCMUYECKUU TEMBP
T'OAOCA TTPUBAEKAET

K HEM PEXUCCEPOB,
SKCIIEPUMEHTHUPYIOIIUX
HA TEPPUTOPUU
MY3bIKAABHOTO
ABAHTAPIIA.

O TPAEeKTOPHS CIIeHHUYe-
CKOH Kapbepbl KyTaBu4drore
B Poccuu napanokcaabHO
HE COOTBETCTBYET TOMY, UTO,
Ka3aA0Ch, OBIAO IIpegHadep-
TaHo cyabboii: B €€ ceMbe
TOBOPHUAU TOABKO IIO-AUTOBCKH, a AeAyIIKa
BuaAbMEI OBIA OTHUM U3 U30aTeAeH aHTHCO-
BETCKOIO XXypHaaa. AUTOBKAa, pOAUBIIASICS
3a Tpu roxa no pacnaga CCCP, coxpaHuaa
0 COBETCKOM Ilepuofie AUTBBI HCKAIOUHUTEAD-
HO HeTaTHUBHbBIE BOCIIOMUHAHUS.

(lomH!O, He ObIAO enpl. [ToToM nosiBHAACH
Oappukaga 13 0eTOHHBIX OAOKOB HA MOCTY
yepes Hepuc nepen napaamentTom. Ponurean
TOBOPUAH: PyCCKHeE enyT Ha TaHkKax! [Tokasa-
AUCH TAHKHU — U MBI CIPATAANUCH TI0/T KAKUM-

TO MOCTOM... Ilocae aToro aet aecars Poccuu
B Moel 3Ku3HH He ObIa0 coBceM. Ho korma

4 OblAa y3Ke IIOAPOCTKOM, ITara OfHAaXK bl CKa-
3aa: «TeI BoOOIIIE HHYero He 3Haemb! Hu rmpo
KuHeMaTorpad, Hu 1po uto! Tebe pamuausa
TapxoBcKUui HU 0 4é€M He rOBOpUT». MeHd 3To
3a/1eA0, U 5 IIlepecMoTpesa Kydy HeryOArupo-
BaHHBIX (DHABMOB Ha BUIEOKACCETaX — KAAC-
CHKY POCCHHCKOro KuHemarorpada. 5 Hu-
4ero He [IOHUMAaAa, Beb II0-PyCCKHU 3HaAa
BCET'0 HECKOABKO cAOB. Ho ObIAO HHTEpECHO,

U B ITaMATH OCTAAUCH KaKHe-T0 00pasbD.
ITocae HECKOABKMX AET 3aHATUU B ApaM-
KpyKKe BuabMa noctymnuaa B AUTOBCKYIO aKa-

nemuro Tearpa. Ho Bckope pazodapoBasacs.

«MHe 11oKkasaaoCh, 4TO TaM HET KOHKPET-
HOH IIKOABI, & aKTEPCTBO, I[I0-MOEMY, IEAO
coBceM He abCTpaKTHOEe».

Co 3HaHHEM aHTAHUHCKOTO ¥ HEMEIIKOTO
el OTKPBIBAAUCH IEPCIEKTHUBLI 6ECIIAaTHOTO
obyuenud B EBpone, B AOHIOHE make IIAATH-
AY OBl CTHUIIEHIHNIO, II03TOMY peIlIeHue I10-
exaTh y4uThbcda B Poccuro n3ymMmuao 6AU3KUX.

«Jemymka ckasaa, MOA, moefems B Poc-
curo — 6oAbIlle MHEe He BHyYKa. A BOT Iarma,
KOTOPBIN B apMHUHU CAyXKHUA B [Iutepe, ro-
BOpPHUA PO pyccKux: «OHU BCe YOKHYTHIE,

HO g UX BC€ paBHO AIOOAIO». MoxKeT, s 3a-
pasuaacek aTo# Ar060BBIO? Paccyxkmasa Tak:
B AoHI0HE OymeT mmpocTo y4éba, 6e3 TeCHbIX
CB43€M MEXKAY AIOJBMH.

Pycckue riomoraau MHe GECKOPBICTHO,
npu4éM HE TOABKO Apy3bd. B AUTBe, HarIpu-
Mep, HEBO3MOXKHO IIOIIPOCUTE HE3HAKOMBIX AO-
nelt naske pa3MeHsTh B aBTo0yce IISTh €EBPO —
HaJI0 UATH B MarasuH, IIOKyIIaTh XKeBaTEABHYIO
pe3uHKYy... Y BCE ke /10 KOHIIa OTBETUTE cebe
Ha BOIIPOC, ITIo4eMy g Toraa BbiOpaaa Poccuro,
10 CUX IIop He Mory. ToABKO IIOMHIO, KaK CHJIE-
Aa u gyMaaa: xoay B MockBy! MHe Ob1r0 18 aer,
Me4YTaAa yexaThb IIOAAABIIIE OT BCEXy.

Hukro B TUTHCe He moramaascs, 4To BUAb-
Ma [IOYTH He IIOHMMAaeT IIo-pyccku. OOMaHyTh

F‘F

T
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ITocmep gpunoma «Bocoméprar

5K3aMEHAIIMOHHYIO0 KOMHCCHIO €M yIaAOCh,
HO HE3HaHHE s3bIKa BCE-TAaKU IIOBEAO: B MEXK-
nyuapoxnHoMm otaeae TUTUCa c Helt obcyzkaasu
IIPOIAEHME BU3BI IAS IIPOIOAXKEHUS SK3aMe-
HOB, a OHa PEIIHNAQ, YTO YZKE ITOCTYyIIHAA.

¢l BepHyAack B AUTBY nobe1uTeAbHU-
neii! Jlenymika co MHOM He pa3roBapHBaA.
A korzma K Hagaay y4eOHOIo rofia Irprexasa
B MocCKBYy, Ha M€HS ITIOCMOTPEAU C YAUBAEHHU-
eM: «3a4eM BBl IIpuexasu? Bbl ke He SIBHANCH
Ha nocaegHuH Typh J exkexHEBHO XoauAa
3a XederioM, mpocuaa o noxkase. Xetderg
IapaxaAcs OT MEHT AN CMOTPEA CTPAIIHBIM
B3TASIZIOM, KakK OH ymMeeT. BepHyTbca B AUTBY
U IIPU3HATHCH, YTO y MEHS HUYETr0 HE BBIIIIAO?
Aydrie moruGHY TS 31ech! Huske g HuKorzma
He ntagasa. Ho omaazkanl negaror TUTHCa
Hataabsa 3BepeBa HEOXKHMIAHHO IIPETAOKUAA
MHe II0y4acTBOBaTh B HOBOH paborte. [leraan
yIIpaxkHeHHEe Ha YMEHHUE BECTH JUAAOT pe-
IAUKaMHU «fia» — «<HeT». HUKTO He 3aXoTeA ObITH
B IIape CO MHOM, IIPEIofiaBaTeAIO IIPHUIIIAOCH
onpocuTh paboratk co MHoM Canry IleTpo-
Ba. [leaasa 3To yIpaskKHEHHE He Ha KU3Hb,
a Ha CMEPTH (XOPOIIIo, YTO CAOBapHBIH 3a1ac
COOTBETCTBOBaA). MeHd B3sAH, HO OMHOKYPC-
HUKH eIl¢ Mecdlla ABa MEHSI UTHOPHUPOBAAH.
Pexxkuccépbl IOYTH He IIpHUTAAIIIaAH B CBOU IIO-
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cTaHOBKU. [ToMHI0, AHTOH MaAMKOB BCIO aK-
TEPCKYIO IPYIIILY IIOIIPOCHA IIOAEXKATDH Y HETO
B 3TIOAE TPyIlaMU Ha II0AY. A IIPO MEHSI PEIIHA,
4TO 4 AaXKe TPYI ChIrpaTh He ocraro. Ho g co-
BEPLIEHHO HE OTYauBaAachk. briaa yBepeHa,
YTO OAHAKAbI BCEM MOKaXyh
COKYPCHUKHU-UHOCTPAHIIBI Y3KE HEIIAOXO
TOBOPHAM IIO-PYCCKH, U Buabma Bckope 10-
THaAa UX, He TTpuberasd K MOMOIIN YYUTEAEH.
«/locTaTO4YHO OBIAO TOTO, YTO I CYyTKAMH
00I11aAach C TUMU «JOKHYTBIMM» PYCCKH-
Mu. [OBOPUTE HAYYHAACH IOBOABHO OBICTPO,
a AUKTaHTHI IbITaAaCh CIIUChIBATh, HO HE I10-

Cvémru punoma «BakaHmHa
JKU3Hb Weg-nosapar




Ay49aA0Ch. [IpUXOAMAOCE TIONOATY pa3bupars,
4TO 3TO 32 OyKBa — 0 AU b, & TYT U AUKTAHT
3akaH4YuBaAcd. «<Buabma,— roBopHA MOH 3a-
MedaTeAbHBIHN IIeJaror, — AydIlle CHANUTE JoMa
U IepenuckiBaiiTe oT pyku ToacTorolh

XKuna crynentka '[MTHUCa He B HUHCTUTYT-
CKOI oflIIiare IAsl HHOCTPAHIIEB, KOTOpas Oblaa
el He II0 KapMaHy, a B OOIIEKUTHH II0OCOABCTBA
AnTBEI B 3TOM 3aKpBEITOM MeCTe OHA Oblaa
3TaKUM MacCOBUKOM-3aTeHHUKOM: IIPUXOAMAA
Becénas, paccKasblBasa UCTOPHH, IIOKa3bIBaAa
3TIoAbL. K€ nake moakapMAWBaAU.

¢l xxuaa B fome Baarpymiaituca, koroa
FO0o3ac Bynpatituc 6614 aTTamnie 1o KyAEType.
3axonuaa K HEMY, OH TOBOPHA: «/laBaiiTe s Bac
nocpotorpadupyro Bo3ae nmasbMbh. Ha Teae-
¢oHHBIE 3BOHKH OTBedaA: «1 oueHb 3aHAT! —
u Mor ¢poTorpadupoBaTh MEHS YacaMuy.

B cTtymeH4YecKkue roabl COCTOIACH BOKAAD-
HBIN nebioT OyayIed akTpuckl Ha Houn KuHO
B KHHOTeaTpe «Xya0XKECTBEHHBIN» B COIIPO-
BOXKIEHHUH 12Ka30BbIX My3bIKaHTOB. (TyT
YMECTHO BCIIOMHUTB, 4TO AeA U oTell KyTta-
BUYYChI — U3BECTHBIE B AUTBE KOMIIO3UTOPHI.
Bponucaasac KyraBU4roc faxke UMEA COBET-
CKMe Harpaabl U y4HA UrpaTh Ha CKPUIIKE
IOo3aca MuasTHHIICA, OCHOBATEAS TeaTpa
B [TaneBexkuce.) B caexytomuit pas eé Bo-
KaAbHBIE JaHHBbIE BeCbMa ITPUTOIHANCE
B criekTakae Tearpa MoccoBeTta «/loH XKyaH.
Bepcus, roe oHa urpaaa [JJoHHy Aaypy U 1ieaa
CBOUM «CTePEOPOHHUYHBIM» COIIPAHO IIECHIO
Huuer Cumon «Black is the color of my true
love’s hair» B coOCcTBEHHOH apaHKUPOBKE.
[ToTom Oblaa BKCIIEpHMEHTAABHAS [I0OCTAHOB-
Ka «B game» B LlenTpe numenu Metiepxoabaa,
rae BuapMa HcrioaHMAa apHio, HAIIUCAaHHYIO0
CIIEIUAABHO OASL HEE KOMIIO3UTOPOM AAEK-
caHApPOM YepHBIIIIKOBBIM.

«CnekTakAb CHAT Ha NAEHKY. Korza ero
IIOKa3bIBalOT 3a IpaHUIlEld, MHOTHE IIPHUHU-
MaloT MEHd 3a IPO(PeCCHOHAABHYIO [IEBHUILY.
Ho omHaxk bl 51 ckasaaa marie, 4YTo CIieAa
rme-To Ha IIyOAMKe, ¥ OH AUIIL PACCMESIACS).

Ha getBépTOM Kypce oHa ceirpasa 'yp-
MBIZKCKYIO B KYyPCOBOM CIIEKTAaKA€E «/\eCh,
BIIeYaTAUB camoro AeoHupaa Xewderia, a emé
CHaAach y Aaekces Yunuread B puspMe «Boch-
MépKar 1 nebroTupoBasa Ha crieHe TeaTpa
BaxTanrosa B poau TaTeaHbI AapuHOH B 3Ha-
MeHHuTOH noctaHoBKe Pumaca TymuHaca.

«B BaxTaHrOBCKOM Yy MEHS KaK-TO
HE€ CAOXKHAOCH. 3HaeTe, AUTOBIIbI APYT
C ApyTroM ITAOXO yKuBaroTcsd. Ecan omHaxk-
bl B MOCKBE COBCEM HE OCTAHETCH TeaTPOB
0€e3 AUTOBCKOH PEeXKHUCCYPbl, V MEHd He OyaeT
LIAHCOB YCTPOUTBCS Ha paborty. (Cmeém-
csy). MEe BooOIIIe CAOKHO B TeaTpe: TaM

KaKHe-TO CBOU KPYKKHU, HHTPHUTH, a 4 caMa
o cebe. C Apyroi CTOPOHBI, OTCYTCTBHUE ra-
PaHTHUPOBAHHOM 3apIiAaThl U MeCTa B LITATE
3acTaBAdEeT UCKATh HOBbIE BO3MOXXHOCTH,
pPas3BUBAaTHCS, CHUMATLCS B KUHOM.

B mouckax Bo3moxkHoOcCTeN Buabma BIIO-
CAEICTBUH paboTasa Ha CIIeHaX HECKOABKUX
MOCKOBCKUX T€aTpOB — B CIIEKTaKAe IBaHa
BriprinaeBa «Caxap» B «[I[pakTuke», B IByX
nmoctaHoBKax TeaTpa MoccoBeTa, B aabopa-
TopHOM ITpoekTe L[IIMa, a B Tearpe Epmo-
AOBOM aKTpHCa caMa II0CTaBHAA CIIEKTAKADb
«Be3pIMaHHas 3Be34a» U ChIrpasa B HEM
TAaBHYIO POAB.

«Bcé HauMHaAOCh KaK CaMOCTOSITEAbHA L
pabora akTépoB. Ha poar MOHEI He HAIIIAOCH
JOCTaTOYHO «CTPaHHOW» aKTPHCHI B TeaTpe,
u Cepreto Kemno, ogHOMYy U3 3aUNHIITUKOB,
IIOCOBETOBaAU MeHd. B npoilecce peneTu-
LU 0Ka3aA0Ch, I YTO-TO MOTY IIPUAYMBbI-
BaTh Ha CLIEHE, U B OAUH IIPEKPACHBIN N€Hb
MHeE JOBEPUAHU POAB IIOCTAHOBIKKA. Paza
TPU MBI claBaAu ClieKTakKAb Oaery MeHb-
IIIUKOBY, OH B MOIO pab0Ty HEe BMEIIUBAACH,
HO O4YE€Hb IIOMOT'aA — HalIlpuMep, caM IIocTa-
BHA CBET, COBETYACH co MHOU. TpyaHee Bcero
MHe OBIAO TTIOAIOOUTH 3TY ITLECY: S HE TTOHU-
MaAa, KaK MOXKHO 'OBOPUTH TAKHUM S3BIKOM.
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To ecTh HaO O6BIAO CTABUTH CKA3Ky UAU
yromnuio. Cefiuac, MHe KaXKeTcd, CIIEKTaKAb
pasBHUBaeTCs, Ha HEM BCErZa aHIIAATH.

Ho n3-3a MOUX ITIOCTOSHHBIX CHEMOK BMECTO
MeHd urpaet [lamma MeabHUKOBa».

AkTpHuca KyTaBU4lOTE CHUMAETCA B KUHO
y3Ke IATh A€T, HO TAQBHYIO POAB ITOAyYHAA
aums B puavme Ilerpa TogqopoBckoro-maaa-
mrero «\aBcToOpi», Iae paboTasa co CBOUM
naBHuUM napTHépom u3 F'NTHCa AsekcaH-
apom IleTpoBeIM.

«Pexxuccép ckazaa: «4épT BO3bMH, THI pe-
aABHO ITOAXOAUIIE Ha 3Ty poab! Ho TI mpo0ly-
EIILCS IIEPBOH — HEY2KEAH C KaXKI0¥ aKTpPH-
coli Tak Oyner?» [lepennpoboBaa Bcex U B3sIA
meHd. HaBepHoe, TaM g BllepBble CHUMAaAaCh
C TaKHM yI0BOABCTBHUEM. OKOHYATEABHO
TIOHSIAQ, YTO MHE HaJ0 UI'PaTh KOMEAUHHBIX
IIepCcoHaxkek (a g0 TeX Iop IPUXOAHUAOCH
UrpaTh AHUIIb CEKCYaAbHbIX). Moa Maima —
rayOOKO 4yBCTBYyIOIIAad, CapKacTUYHad,
CHUABHA4 — OYE€Hb HEOTHO3HAYHBIN YEAOBEK.

B cuienapuii BOIIAM MOM PENIAUKH, ITIOHAYAAY
BBI3bIBaBIIIHE ¥ TOIOPOBCKOTO BO3MYIIEHHUE,
HO B UTOT'€ OH OCTaBHA MHOTO Hamux c Ile-
TPOBBIM UMIIpOBH3alni. Penko ObIBaeT, 4TO
POAB OKa3bIBa€TCs HACTOABKO TBOEM».

BocTpeboBaHHOCTB B POCCHICKOM KHHO
He roMelnasa BuabMme IpogoAXKUTE Tea-
TpaabHOe obpa3oBaHue — B KoHIIe 2016 rona
OHAa IIOCTYIIHAA Ha PEXKUCCEPCKOE OTIAEACHUE
AUTOBCKOHN aKaJeMHUU My3bIKH U TeaTpa.
Cpasy Ha BTOpoH Kypc €€ B3ga DUMyHTAaC
Haxkporimroc.

«Ero He cMyTHAO, 4TO 4 XKUBY B MoCKBe,
MOA, MOXKHO CeAaTh Y4eOHYyIo paboTy 3a BO-
ceMb yacoB. ITpue3karo HeeAu Ha JBe.
3angTus ¢ Hakporrrocom HHTEpeCHBI
1 HeoObI4yHEBI. OH roBoput: «Hy, mokasku 4ro-
HUOynb».— «/JJaBatiTe g Bo3bMYy «/l06poro geao-

Beka u3 Cesyana?» — «dro 3a 6pen, rocmogu!
Onsate 3ToT BpexT! Bo3pMuTe AI00yI0 KHUK-
Ky C IIOAKH, OTKpPOHTe Ha AI0O0H cTaHuIe

u craBbre! Bubauro, HarrpuMmep».— «Hy, Torna
g 6yny uCKaTh Be4HO» — «A 5TO He TaK IIAOXO.
U npenaaraet cam: «CoeaaitiTe MoHOAOT HUHEBI
3apedHol «AIoH, AbBEI, OPABI, KYPOIIATKH.. .».
Y Hero kakag-To «aHTUPOCCUUCKAs» IIIKOAA:
A€t cueHa, U 3pUTEADb €€ IIOHUMAET, a ThL
emy: «Het! Hu yepTa ThI He HOHAA!» — U TIO-
BOpadyuBacelllb B IPYTYIO CTOPOHY. 3PUTEAD:
«AX, BOT OHO 4TO!» A TBI EMY OIISITH ITIOAHBIH
pasBopoTt: «Huuero nomobHoro!» BoT Torma
3pHUTEAD IIOLYMAET, UTO ThI HE PEKUCCED,

a IUAETaHT — U 5T0 o4eHb Xopoiioh To ecTb
II0KAa 4 He IIpUuHecy Hakpolrtocy coBEPILIEHHO
Oe30anIeHHy0 UAEI0, OH He 0000pHT».

Bynymuii pexxuccép KyraBudiore Hage-
eTcd IPUMEHUTH CBOH CHABI Ha POAUHE — el
KaxkeTcd, 4YTO Ha MaA€HbKHUX, HO MHOT'O-
YHCAEHHBIX AUTOBCKHX ClieHaX 0oABIIIe
cBoboapl. A KyraBuuroTe-KHHOaKTpHCaA
CHHMAaeTCd yKe B IIITHAAIaToM (pUAbMe
u cobupaeTcs IpoaoAXKaTh paboTy B poc-
CHHCKOM KuHeMmaTorpade. AMOunuy xe
TeaTpaAbHOH aKTPHUCHI OHA CBA3BIBAET
HE CTOABKO C KOHKPETHBIM T€aTPOM, CKOABKO
C KOHKPETHBIMH peKHUCCEPAMU — U IIEPBBIM
cpenu HUX HasblBaeT IOpusa ByTycosa.

«Kak akTpuca g Bceraa CTPEMAIOCH
paboTaTek ¢ pexxuccépaMu, KOTOPbIM HHTe-
PECHO pPacKpBITH BO MHE DOABIIIE, 4YeEM g caMa
ot cebd oxunar. Hano He 60aTbCS YXOAUTE.
¥YxonuTe U3 TeaTpa, C IPOEKTOB — ECAH UYyB-
CTBYeIIb CBOI0O HEyBEPEHHOCTD, AOBHUIIL cels
Ha IIONBITKE ITIOHPaBUTLCH, YTOAUTH, OIIPaB-
OaTh YbU-TO OKHUAaHUSI. MaKCUMyM, 4ero
B TakKo¥ arMocdepe MOXKHO HOOUTHCS, TaK
3TO HUKOTI'0 He B30eCHUTE U OCTaThCs He3aMe-
YEHHBIM,— TO €CTh HUYETO».
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“Do not be afraid
to walk away”
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Svetlana POLYAKOVA

ViLmMa KUTAVICIOTE’S
UNEARTHLY

APPEARANCE INSTANTLY
DRAWS ONE’S ATTENTION

TO HER CHARACTERS.
DIRECTORS CHOOSE THIS
ACTRESS IF THEY NEED

A MIX OF ODDNESS AND
PROVOCATIVE SEX APPEAL.
HER NOT READILY APPARENT
BALTIC ACCENT SERVES

TO COMPLETE THE IMAGE

OF A MYSTERIOUS “OFF-
WORLDER.” AND THE
COSMIC TIMBRE OF

HER VOICE ATTRACTS
DIRECTORS WHO
EXPERIMENT IN THE MUSICAL
AVANT-GARDE AREA.

et paradoxically the trajectory

Russia doesn’t correspond

to what seemed to have been

written for her in the cards:

they spoke only Lithuanian in
her family, and Vilma’s grandfather was one
of the editors of an anti-Soviet magazine. A
Lithuanian born three years before the breakup
of the Soviet Union, she retained nothing but
negative memories of Lithuania’s Soviet period.

“I remember we had no food. Then there

was a concrete block barricade on the
bridge across the Neris River in front of the
Parliament. My parents were saying: the
Russians are coming in tanks! And we saw
the tanks approach and we hid under some
bridge... After that Russia was completely
absent from my life for about ten years.
But when I was already a teenager my dad
said once, “You don’t know anything! About
cinema or about anything else! Even the
last name Tarkovsky doesn’t mean anything
to you.” That stung me, and I watched a
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Filming “Break Loose”

bunch of undubbed films on videotapes —
the classics of Russian cinema. I didn’t
understand anything, because I only knew a
few words in Russian. But it was interesting,
and some of the images stayed with me.”

After several years of studying in
a drama club, Vilma enrolled into the
Lithuanian Academy of Music and Theatre.
But she soon became disillusioned.

“It seemed to me that they didn’t have
a specific school of acting, and to me
acting isn’t an abstract thing.”

Her knowledge of English and German
gave her the prospects of free education in
Europe, and in London she would have even
gotten a stipend, which is why her decision
to go to Russia to study shocked her family.

“My grandpa said, if you go to Russia,
you’re no longer my granddaughter. But my
dad, who served in the army in St. Petersburg,
said this about the Russians, “They are all
crazy, but I still love them.” Maybe I got infected
with that love? I figured that in London all I
would get would be education, without close
ties between people. Russians were helping
me out, no strings attached, and not just
those who were my friends. For instance, in
Lithuania it’s impossible to ask strangers on a



Natalia Zvereva, an instructor at the RATA,
offered me to take part in a new work. We
were doing an exercise on our ability to lead
a dialogue using only the responses “yes”
and “no.” Nobody wanted to pair up with me;
the instructor was forced to ask Sasha Petrov
to work with me. To me this exercise was a
life or death kind of thing (thank goodness I
had the required vocabulary). I was accepted,
but my classmates continued to ignore me for
another two months or so. Directors virtually
never invited me for their productions. I
remember Anton Malikov asking the entire
acting company to lie on the floor in his
sketch and play corpses. But he decided that I
couldn’t even handle playing a corpse. But I
didn’t get discouraged at all. I was sure that
one day I would show them all!”

Her fellow foreign classmates had
already gained a pretty good knowledge of
Russian, and Vilma soon caught up to them
without the help of instructors.

“It was enough for me to talk to these
‘crazy’ Russians 24/7. I learned to speak pretty
fast, but I couldn’t copy dictations down, it
just wasn’t working for me. I had to spend a
long time trying to figure out whether it was
letter “6” or letter “v”, and by then the dictation

bus to get change for five Euros — you have to
go into a store and buy a chewing gum... And
yet I still can’t fully answer why I chose Russia
back then. I just remember sitting there and
thinking: [ want to go to Moscow! I was 18, I
dreamed of going far away from everyone.”

Nobody at the Russian Academy of
Theatre Arts realized that Vilma barely
understood Russian. She managed to fool
the exam board, but her poor knowledge of
the language caught up with her in the end:
at the RATA International Department they
talked to her about extending her visa to
continue her exams, but she thought that
they told her she was already accepted.

“I returned to Lithuania victorious! My
grandpa refused to speak to me. And when I
came back to Moscow at the start of the
academic year, they looked at me like I was
crazy, “Why did you come? You didn’t show
up for the final round of exams!” Every day I
would follow Heifetz around, begging for
demonstration. Heifetz would shy away from
me or give me that terrifying stare of his.
What was I to do? Go back to Lithuania and
admit that nothing worked out for me here?

I would have rather died right here! This
was the lowest I've ever fallen. But one day
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was over. My wonderful instructor would say,
“Vilma, it’s better if you just stay home and
copy Tolstoy by hand!”

The RATA student didn'’t live in a university
dormitory for foreigners, which she couldn’t
afford; rather she lived in a Lithuanian
Embassy dorm. She was an entertainer of
sorts inside that restricted place: she would
come there all joyful, she would tell stories,
show sketches. They even gave her food.

“I lived in the house of Baltrusaitis back

when Juozas Budraitis was cultural attaché.

I would stop by his place, and he’d say,
“Let me take a picture of you by the palm
tree.” He would answer the telephone saying
“I'm very busy!” and could spend hours
taking pictures of me.”

During her student years, the future
actress had her vocal debut at the Night of
Cinema festival at the Khudozhestvenny
movie theatre where she was accompanied
by jazz musicians. (It is worth recalling here
that Kutavicitté’s father and grandfather
are both famous composers in Lithuania.
Bronius Kutavi¢itis even had Soviet awards

Filming “Good Evening”
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and taught violin to Juozas Miltinis, founder
of the Panevézys Drama Theatre.) The next
time her vocal skills became very useful was
during the Mossovet Theatre’s production of
“Don Juan. A Version”, where she was playing
the part of Dofia Laura and sang her own
arrangement of Nina Simone’s song “Black Is
the Color of My True Love’s Hair” in her very
own “stereophonic” soprano. Then came

the experimental production titled “In the
Thicket” at the Meyerhold Centre, where Vilma
performed an aria written specifically for her
by composer Alexander Chernyshkov.

“The production was filmed on tape.
When it’s showed abroad, many mistake me
for a professional singer. But I told my dad
once that I sang somewhere in public, and
he just laughed at me.”

In her fourth year she played
Gurmyzhskaya in the class production “The
Forest” and managed to impress even Leonid
Heifetz himself. And she also played in Alexei
Uchitel’s film “Break Loose” and debuted on
the Vakhtangov Theatre stage as Tatiana
Larina in Rimas Tuminas’ famous production.

“Somehow things didn’t quite work out
for me at the Vakhtangov Theatre. You know,
Lithuanians don’t really get along with
each other. If one day there will be no more
theatres left in Moscow without Lithuanian
directors I will have no chance to get a
job. (Laughs). I have a hard time fitting in
with theatre folk: they always have their own
little cliques, intrigues, and I stay out of it all.
On the other hand, lack of guaranteed salary
and a place on staff makes you seek out new
opportunities, continue to grow, do films.”

In seeking out new opportunities Vilma
later worked on the stages of several Moscow
theatres — in Ivan Vyrypaev’s production




“Sugar” at the Praktika Theatre, in two
Mossovet Theatre productions, in a workshop
project by the Meyerhold Centre, and the
actress even staged her own production
titled “A Nameless Star” at the Yermolova
Theatre and played a lead role in it.

“It all began as an independent work by
actors. They couldn’t find an “odd” enough
actress for the role of Mona at the theatre, so
someone suggested me to Sergei Kempo — one
of the masterminds. As we began rehearsing,
it turned out that I could think up of some
things on stage, and one day they entrusted
me with the role of the director. We presented
the production to Oleg Menshikov about three
times for his critique. He didn’t interfere with
my work, but he helped me a lot — for instance,
he set up the lighting himself while consulting
with me. The most difficult part for me was
to fall in love with that production: I couldn’t
understand how it was possible to speak
using such language. In other words, I had
to stage either a fairytale or a utopia. Now I
believe the production is maturing, it always
gets a full house. Only because of my constant
filming commitments my part is now being
played by Dasha Melnikova.”

Actress Kutavicitté has been working in
film for five years already, but she
received her first leading role only in Pyotr
Todorovsky, Jr.’s movie “Love Story”, where
she worked with her longtime RATA partner
Alexander Petrov.

“The director said, “Dammit, you are
perfect for this role! But you are the first one
to audition — are we going to have the same
thing with every actress?” He tried them all,
and he chose me. It was probably the first
movie that [ had such a pleasure filming. I
finally realized that I need to play comedic
characters (before then I only got to play
sexual ones). My Masha is a deeply emotional,
sarcastic, strong, and very complex person.
My own ad-libs made their way into the script.
Todorovsky was outraged by them initially,
but he ended up including many of Petrov’s
and mine improvisations. It’s a rare thing
when a role fits you to such an extent.”

Being popular in Russian cinema didn’t
stop Vilma from continuing her theatre
education - in late 2016 she enrolled in the
department of directing at the Lithuanian
Academy of Music and Theatre. Eimuntas
NekroS§ius took her right in her second year.

“He wasn't at all put out by the fact that I
live in Moscow; he said an academic work
can be completed within eight hours. I come
there for about two weeks. Working with

T

NekrosSius is interesting and unusual. He says,
“Show me something.” And I'd say, “Why don’t I
take “The Good Person from Szechwan”?” —
“Oh, for God’s sake! Not Brecht again! Take
any book off the shelf, open on any page and
stage it! The Bible, for instance.” — “But then I'll
end up searching forever!” — “And that’s not
so bad.” And then he himself suggests, “Do
Nina Zarechnaya’s monologue: “Men and lions,
eagles and partridges....” His school is kind
of “anti-Russian” “You have a scene going,
and the audience is getting it, and you tell
them, “No! You didn’t get a damn thing!” and
you turn everything into another direction.
The audience, “Oh, now I get it!” And you
respond with another complete turnaround,
“Not even close!” It is then that the audience
will start to think that you are not a director
but a dilettante, and that’s a very good thing!”
In other words, until I bring NekroSius a
completely unhinged idea, he won’t approve it.”
her strengths in her home country — she
thinks that there is more freedom on the
small but numerous Lithuanian stages.
filming her fifteenth movie and plans to
continue working in Russian cinema. As
for her ambitions as a theatre actress, she
doesn’t associate them with any specific
theatre, but rather with specific directors —
and the first among them is Yuri Butusov.
“As an actress, I always strive to
work with directors who are interested in
discovering more in me than even I myself
expect. One shouldn’t be afraid to walk away.
To walk away from theatre, from projects — if
you feel your own uncertainty, find yourself
trying to please, to oblige, to live up to
someone’s expectations. The maximum that
can be done in an atmosphere like that is
that you would never enrage anyone off and
remain unnoticed — in other words, nothing.”
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«...T'ASIOETH HA BEIIITH BE3 BOSA3HH».

K CTOAETHIO KAMEPHOI'O TEATPA

CbéopHurx cmameil. M.: ['ocyoapcmgeHHbLl uHcmumym
uckyccmeosHarust, 2016.— 312 c.

3aAach AOBYIIIKOM, IIOCKOABKY BeAa K XyZO-
JKECTBEHHOMY OJUHOYECTBY, OTCYTCTBHIO
COI03HHUKOB, YTO IIPUBEAO CHa4YaAa K IIEPBO-
MY 3aKpbITHIO TeaTpa B KoHIle 1916 rona,
a II0OTOM ChITPaAO HEMAaAyIO POAbL B OKOHYAa-
TeabHOU auKBHUAanuu 1950 roga... HaCHAb-
cTBeHHOe caugHue KamepHoro B 1938 rony
c Peaauctuyeckum TearpoM OXAOIKOBa
eBa HE IIPUBEAO K AETAABHOMY HCXOAIY...
J[a u UCTOPUKHU ABHUXKYNIYIO TEATPAABHYIO
KOAAHU3MIO YaCTO TOAKOBaAM B Ayxe ['ereas.
Tesuc (CranucaaBckuil) — antTuresuc (Meii-
epxoaba) — cuHTe3 (BaxTaHrosn). B aToit
Tpuazne TaupoBy MecTa HE HAXOAUAOCHY.

B cOopHHKE ITpencTaBAEHBI CTATBH
y4énbix u3 Poccuu, ®pannuu, AaTBuy,
Uraanu, CIIA. IIpegmeToM UCCAEIOBAHUS
K AMEPHOTO TEATPA CTaAU CTHAEBBIE (DOPMEI CIleKTakAel Ka-

MEPHOTO TeaTpa, aHaANU3 KPUTHUECKHUX
cTaTell BO BpeMd €BPOIIEHCKUX racCTPOAEH
TeaTpa, IO3THKA «KaIllpUYdHUo» B CIIEKTa-
kae (IpuHiiecca Bpambuasar, pabota Hazx
«OnTuMHuCcTHYEeCKOH Tparenueii», 0030p
npeccel KamepHoro TeaTtpa (0H u3gaBaa
CBOH XYypPHaA U CBOIO rasery — «MacTepcTBO
Tearpar U «7 nHett MKT»), pabora GaseTMen-
ctepoB B KaMepHOM TeaTpe, €ET0 CMOAEH-
ckue racTpoau B 1918 roay u apyrue obiiue
U YaCTHBIE TEMBI.

Kuura «...I'nganeTb Ha Belu 0e3 60g3HMy,

«..IJISOETH |
HA BEIIU
BE3 BOSI3HI»

TOCYIAPCTEEHHRBIH pasymeercsi, OTHIOb HE 3aKPLIBAET TEMY
HHCTHTYT P— KamepHoro Teatrpa, HO CTABUT BOIIPOCHI,
HCEVCCTBOZHAHMWA i &

S LCTBOSHAL o g i HaJ KOTOPBIMH EINE MTPUIETCI AOMATH TOAO-

By HCTOPHKaM H T€aTpoBEOdaM.

Mapus AbBOBA

CTOAeTHe MOCKOBCKoro Kamepsoro rea-
Tpa y4€HBIE OTMETHAU MEXAYHAPOILHOMN
Hay4HOI KoHQepeHIuel B [ocymapcTBeH-
HOM HHCTHUTYTE€ UCKYCCTBO3HAHHUM, I10 Ma-
TepruasaM KOTOpo# ObIA H3MaH COOPHUK
cTrare.

Ero near — BnucaTh yHUKAABHOE IBAE-
Hue KamepHoro Tearpa B 00LIyI0 KAPTHHY
MHPOBOHM TeaTpaAabHOM UCTOpUU. PenakTop-
cocTaBUTeAb cOOpHUKA Baanucaas UBa-
HOB yTBepxkaaeT: «TaupoB goduacs Toro,
qyro KamepHEIH TeaTp o6péa cBoeoOpasue,
OKa3aACd HEIIOX0XK HU Ha KaKOU APYTOoMu.
Ho 3Ta mobema B HEKOTOPOM CMBICAE OKa-

M . TNSETE
| HA BEIIM
BE3 BOA3HU»
K CTOAETHE
KAMEPHOTD TEATPA
MarTrrnamg MEEIvHATONISSR
i KERFEIUNH,
P RS ES- T

EAMEPHOIT TEATES
-l U AR S P
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A COLLECTION OF ARTICLES

heatre historians and researchers

marked the 100th Anniversary of the
Chamber Theatre with the International
Science Conference at the State Institute
of Art and published a separate collection

based on the materials from that conference.

The goal of the collection is to
record the unique phenomenon of the
Chamber Theatre into the overall picture
of world theatre history. According
to Vladislav Ivanov, the compiling editor
for the collection, “Tairov ensured that the
Chamber Theatre found its uniqueness,
ended up being unlike any other. But
that victory proved in a sense to be a
trap, because it led to artistic solitude,
lack of allies, which initially led to the
theatre being shut down for the first
time in late 1916 and later played a big
part in its final liquidation in 1950... the
forced merging of the Chamber Theatre
with Okhlopkov’s Realistic Theatre in
1938 had a nearly fatal outcome... And
the historians frequently interpreted the
driving theatre collision in the spirit of

“..TO LOOK AT THINGS WITHOUT FEAR.”
FOR THE 100TH ANNIVERSARY OF THE CHAMBER THEATRE.

M.: State Institute of Art. M., 2016.— 312 p.

Hegel. Thesis (Stanislavski) — antithesis
(Meyerhold) — synthesis (Vakhtangov). Tairov
had no place within that triad.”

The collection includes articles by
scientists from Russia, France, Latvia,
Italy, and the U.S. The subject matter was
the Chamber Theatre’s stylistic forms, the
analysis of critiques during the theatre’s
European tour, the poetics of “capriccio”
in “Princess Brambilla”, the work on
“An Optimistic Tragedy”, a review of the
Chamber Theatre press (it published its
own magazine and its own newspaper —
“Masterstvo Teatra” [“Mastery of Theatre”]
and “7 Dney MKT” [“7 Days of MCT”]), the
work of choreographers at the Chamber
Theatre, its tour in Smolensk in 1918, and
other general and private topics.

Naturally, the book “... To Look at Things
without Fear” by no means closes the subject
of the Chamber Theatre. Rather it poses
questions that will leave historians and theatre
historians puzzled for some time to come.

Maria LVOVA

B cBopruke NpeAcTABAeHE J0KAAEEH Mex Ty HapoHoR HayHHok
KOH(BEpeRIHN, NOCIALEHHSR 100-16TH0 KaMepHorn Tearpa

(16-18 pexalbips 2014 roaz). MaTepnats CXBITHBART WHPOKRA KpYT
TeM i IPOGIeM, KACAKIIHACA CTHIN, METOR, ICTETHEN TeaTpL
Hapa Ay C OTIenbHEMH COEKTAKTAME SHATHIPYHTCH FACTPOTRHME
BRCTYIAENKA & Poccuu 1 3a pyGemom (Tepsarind, Spasuma, Hraa),
ZaTPATHEILTCR TEMA COTPYANNUECTES € KaMephbiu TEATPOM CYZORAMEDR
{A.A. Dxerep, E.K. Kosanexvo u B Kprpowensa), yopeorpados
(MM, Macws, HA, Cran), Kyacosiuka o ceeTy (A, Jansumas].

HoBuie cHARIMA CONEPEITCA B CTATHE, NOCEALICIHGHR DIHOMY

3 BENYIINX AETEPOS TRATRA B.A. Cogonony. Itn::ﬂ mﬂw
CTIELMATHETAM Ty MaHNTIpHOR cipepnl, 3 TAKEE

PYCCKHM TEATPOM.

No2 2017 MUT-UH®O 8O
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Parautopia
BACHABEB A., ABIYAAAEBA 3.
M.: ABCdesign, 2016.—- 368 c.

KaK npodeccuoHaABHBIH KPHU-

« THK, HET, KaK «CepUHHbIN» yOouiina-
KPUTHK, a B 'Aa3axX — 030pHOM MaABYHK,
Ha JeBHUYbUX HOXKaX B YEPHBIX YyAOY-
KaX, OHa OXOTHAACh 32 MHOTMMH MOUMHU
«sl», HO He yOMBaAa UX B HAIIUX POIax

U Ha OKpauHaX 4yKHUX F'OPOJOB, a BbI-
pamuBasa 4To-HHOyAb 3aMedaTeAbHOe

U HEOXKUJAHHOE JazKe AAd MEHS CaMoro,
U TakK, U3 rofa B I'OJl CKAaAblBaAacCh 3Ta
dTapayronus», — TaKEM 00pa3oM OoIHCaA
IIPOLIECC POXKAECHUL 3TOU KHUTHU OAUH

u3 aBTOPOB. E€ cTpyKTypa Imoxoxa Ha AO-
CKYTHOE O[€SA0: JUAAOTH BbIAAIOLIETrOCH

MUT-UH®O No2 2017

POCCHICKOro pexuccépa
AHaTtoaud BacuabeBa
U KMHOKPUTHKA
3aps! A6/:LyAAaeBOI7I;,.. ~~~~~~~
HUx becenr! U UH-
TEPBBIO OBIAU
CIEAaHEBI B pas-

HO€ BpeMd B pas3-
AUYHBIX TOPO-

Jax — B OCHOBHOM
oAd KypHaaa «Mc-
KYCCTBO KHHO» (EMY
pexuccép oTaaBaa
IPeaIoYTEeHHE Cpeau

APYTUX U3NaHUY II0 HCKYCCTBY). B KHUrY
BOIIAU TaKXKe aBTOPCKHE TEKCTHI 3aphl
AGnyanraeBoii (B 4aCTHOCTH, €€ pelleH3UH
Ha CIeKTakAb U (puabM «Cepcor) u AHa-
ToAud BacuabeBa, BKAIOYAd €0 I[TAAHBI,
HabOpPOCKHU U BBIIIHUCKH, 3aIIUCh pereTUI
cnekTakadg «llecTs nmepcoHazkeu B MIO-
HCKaxX aBTopa», AeKIHi «OT 'poToBCKO-
ro Kk CTaHHCAABCKOMY» B IIapUKCKOM
«OpeoHner» u Apyroe. Ectb naxe Oecena,
nmocBdaMEHHad cTpacTu AHaTtoauda Bacu-
AbeBa K poTorpadun, KOTOPOH OH 3a-
HuMaeTcsd Ooabllle IToAyBeka. Kaxkercd,
OyZaTO aBTOPBHI KHUTHU IIPOBEAN HEMAAO
BPEMEHH IO OAHOU KpBHIIIEH, TO BCTpE-
4asich AAS COBMECTHEIX Oecen, To pac-
XOASCh 10 CBOUM KOMHaTaM. OTO Ipo-
CTPaAHCTBO — IPOCTPAHCTBO KYABTYDHI,
KOTOPOE HE pa3feAdeTCcd BPEMEHHBIMU

U reorpaduyYecKuMU rpasunamMu. Ux co-
nAeMeHHUKHU — ['poroBckuit u CraHHucCAaB-
ckuii, Odpoc u [Tupanneasro, Aapc ¢on
Tpuep u Kupa MyparoBa, Mapuga BabGa-
HOoBa U BceBoaon Metiepxoaba. AHATOAUM
BacuapeB — pexXUCCEP MUINYIIUMN: €ro
KHUTa «EQMHCTBEHHOMY YUTATEAIO» U3[1a-
Ha B Utaauu u 'epmanuu, «TearpasbHas
¢dyra» — B Berarpuu, «CeMb HAHU BOCEMb
YPOKOB TeaTpar» — Bo Ppannuu. Ho B Poc-
cuHu 0 BacuabeBe BBIIIIAO TOABKO «Bpemsa
nepeMeH» [loanHsl Borganosoi, Korga
pexuccép yxke pabotaa 3a rpanuieii. Tak
gyro Parautopia — pakTHUYEeCKU eIUHCTBEH-
Had KHUTA Ha PYCCKOM 43BIKE, I1€ MOXK-
HO «YCABIIIIATB» HE BCerza NpU4YECaHHEIE,
napamokcasbHble MbICAM AHaToAusa Bacu-
ABEBA.

Onvea KAHHCKHHA
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“Parautopia”
A. VASILIEV, Z. ABDULAEVA.
M.: ABCdesign.— 2016

(44 She hunted after my numerous “I's”
like a professional critic, or, rather,
a “serial” killer-critic, with the eyes of a
mischievous boy on girly legs in black
stockings, but she didn’t kill them in
our groves or on the outskirts of foreign
towns, instead she cultivated something
wonderful and unexpected even for me,
and thus my “Parautopia” evolved, year
after year,” — this is how Anatoly Vasiliev
himself described the process of creating
this book. The structure of this book
resembles a quilt: talks and interviews
by distinguished Russian director
Anatoly Vasiliev and Zara Abdullaeva, one
of the leading film critics. The interviews
were done at different times and in different
cities — mainly for the “Iskusstvo Kino” [“Art
of Cinema”] magazine (the director gave
preference to this art magazine over all
others). The book also included texts by
Zara Abdullaeva (including her critique of
the “Cerceau” film and theatre production)
and Anatoly Vasiliev, including his plans,
sketches and excerpts, a recording of
the rehearsals for the production of “Six
Characters in Search of an Author”, a
recording of the lecture “From Grotowski
to Stanislavski” at the Odéon Theatre in

Anatoly Vasiliev

Paris, etc. There’s even a conversation on
the subject of Anatoly Vasiliev’s passion

for photography, which he’s been working
with for over half a century. It appears that
the authors of “Parautopia” spent quite a
bit of time under the same roof, whether
meeting for their mutual discussions or
going to their separate rooms. This space is
the space of culture that is not separated
by temporal and geographic boundaries.
Their fellow countrymen — Grotowski and
Stanislavski, Efros and Pirandello, Lars von
Trier and Kira Muratova, Maria Babanova
and Vsevolod Meyerhold. Anatoly Vasiliev is
a writing director. Several of his books
have been published in Europe — “To

the Only Reader” in Italy and Germany,
“Theatre Fugue” in Hungary, “Seven or
Eight Lessons in Theatre” in France. In
Russia, however, they published only one
book about Vasiliev and only when its
protagonist was already working abroad —
Polina Bogdanova’s “Time of Change.”

So “Parautopia” is practically the only
book in Russian where one can “hear”
Anatoly Vasiliev’s paradoxical and not
always carefully worded thoughts.

Olga KANISKINA
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XPOHOT'PA®

YEPE3 TEPHHH K ITPH3HAHHIO

AnHa YEITYPHOBA

HBIHEIIHUI AETHHUIM XPOHOI'PA® JAET ITOBOJI BCIIOMHUTB, KAK MHOT'O
JIUCKYCCUM, BATAAUM U TPOCTO BCAYECKUX MMEPEXXVBAHUN BbIAO BOKPYT
TIOSIBAEHUST HA CBET ITPOM3BEEHUNM, KOTOPBIE CEMYAC CYUTAIOTCS
ITPOrPAMMHBIMU. TAK, 1T0AMY «MEPTBBIE AYIIN» BO MHOTHX KYPHAAAX
TIOCAE TIEPBOM ITYBAMKALIMM HA3BIBAAU «KAEBETOM HA Poccuion,

A TEIEPb BOT YXE OKOAO CTA AET U3YYAIOT B IIKOAE. MAME IIAMCELIKOM
U Ponvony HIEAPUHY 3AIIPEIIIAAU CTABUTH B BOABIIIOM TEATPE BAAET
«AHHA KAPEHUHA», A ITETP MABMY YAMKOBCKMI [IOAATAA, YTO Er'O
ONEPA «EBrexnit OHErMH» HE BYAET UMETDH BOABIIOTIO CLIEEHUYECKOTO

YCIIEXA, [IOTOMY 4YTO B HEM MAAO JENCTBUSI.

THROUGH HARDSHIPS TO RECOGNITION

Anna CHEPURNOVA

THIS SUMMER CHRONOGRAPH PROVIDES AN OPPORTUNITY TO RECALL MANY
DISCUSSIONS, BATTLES AND ALL KINDS OF FEELINGS AROUND WORKS THAT
BECAME FUNDAMENTAL. THUS, “DEAD SOULS” NOVEL AFTER THE FIRST

PUBLICATION WAS CALLED “SLANDER OF RUSSIA” BY MANY MAGAZINES, YET NOW
IT WAS ON A SCHOOL PROGRAM FOR A HUNDRED YEARS. MAYA PLISETSKAYA
AND RODION SHCHEDRIN WERE FORBIDDEN TO STAGE “ANNA KARENINA”
BALLET AT THE BoLsHOI THEATRE, AND PYOTR ILyIcH TCHAIKOVSKY BELIEVED
THAT HIS OPERA “EUGENE ONEGIN” WOULD NOT HAVE GREAT STAGE SUCCESS,
DUE TO NOT ENOUGH ACTION. TIME HAS PUT EVERYTHING IN ITS PLACE. THE
PASSIONS SUBSIDED, ONLY MEMORIES REMAINED, AND THEY DO NOT ALLOW US

TO FORGET THAT EVERYTHING TRULY BEAUTIFUL IS OFTEN BORN IN AGONY AND
DO NOT IMMEDIATELY GAIN RECOGNITION.




21.05.1842
175 AET HABAL

BBILIEA B CBET NIEPBbIH
TOM «MEPTBBIX AYIII»

Pyronuce Huxonasa I'oeons

& munoepaguu Mockogckozo
yHusepcumema Hauaau
Habupams ewé 00 NONYUEHUSL
UEH3YPHO20 9K3eMNASPA.
Knuea svltuuna c saznasuem
dToxox0eHus Quuurosa, uiu
Mépmesole dywiw, eé 0bnorKKy
ogpopmasin cam asmop. IToamy
oueHb bblcmpo packynuau,

a 8 cpede xyoorKecmeeHHOU
KpumuKu oHa 8sl38aa OYpHyro
NnonemMuKy: 00HU agmopbl
NPeso3HOCUNU eé uymb S He
do Hebec, Opyeue 0bUHANU
TI'oeons e kneseme Ha Poccuro.
Hanpuwmep, nybauyucm Huxonaii
I'peu e xypHane «CesepHas
nuesa» NUCaa npo kHuzy Ioeonsi:
«©@mo Kakoli-mo ocobblii Mup
He200s1e8, KOMOopblil HUK020a
He cyuw,ecmaeosasl U He M02

cywecmsosamaon.

THE PUBLICATION OF THE
FIRST VOLUME OF “DEAD
SOULS”

The printing house of Moscow
University started to print Nikolai
Gogol’s manuscript before the
censorship was obtained. The
book was released entitled
“Chichikov’s Adventures, or

Dead Souls”; the author himself
designed the cover. The novel was
quickly sold out, and provoked a
stormy polemic in the art critics’
world: some authors praised it
nearly to the skies; others accused
Gogol of slandering Russia.

CHRONOGRAPH

| EBFEHIA OHBMHG::

REFENECELT COERED
il Ty SrhoTREL
CEMETE MATUTTRORANR: T AaGua
T O E M
T LT T T T———— P E—

' Il. YARKOBCKATD.
Owsrres wiassm

| T B —

MAM 1877
140 AET HABAL

HETP YAMKOBCKHH
HAYHHAET ITHCATD OIIEPY
«EBF'EHHHA OHETHH»

Buibpame noamy AnerxcaHopa
TIywiKuHa 0151 MY3bUCATLHO20
npouseedeHus Yatixosckomy
noockasana nesuya Eausagema
Aasposckas. Aubpemmo
KOMNO3UMOP CO30A8AN

€ nomoubto noasma KoHcmanmuHa
IITunoseckoeo. <1 enobéH 8 obpas
TambsiHbl, S 0UAPOBAH CIMUXAMU
Iywruna, — nucan Yaiikoeckudl,
pabomast Hao onepoti. Ho 8 mo ke
8pPeMSL €20 MYUUNU COMHEHUSL —
Ka3a10Ck, ONYC NOAYUUMCSL
HeCyeHUUHbLM U3-30. MOz0,

umo 8 Hém Maio deticmausi,

u meampasabHas nybauxka He
oueHum ezo. Ilpasda, oueHb cKopo
8bLSICHUJIOCH, UMO NepeiKusal
KKOMNo3UMop 3psi: ik onepe «EgzeHull
OHezuH» Ha cyeHe npaKxmuuecku
cpasy npuwén 6016uot ycnex.

PETER TCHAIKOVSKY
STARTED WORKING ON
“EUGENE ONEGIN” OPERA

To choose Alexander Pushkin’s

poem for the musical work a
singer Elizabeth Lavrovskaya
suggested to Tchaikovsky. The
libretto the composer wrote
himself with the help of the poet
Konstantin Shilovsky. “I'm in love
with Tatiana, I'm fascinated by
Pushkin’s poetry”, - Tchaikovsky
wrote while working on opera. At
the same time he was tormented
by doubts that the theatre-going
public would not appreciate it due
to little action on stage. Very soon
it became clear that the composer
worried in vain: “Eugene Onegin”
opera almost immediately was a
great success.

Y. e 2 -

. g,

15.05.1925 TOJA
O2 romA HA3BA

POOIHAACH
AIOOMHAA KACATKHHA

B wixonsHoMm 8o3pacme 6yoywias
aKmpuca HecKoslbKo Jiem
3aHuMmanacs banremom u oaxe
8bLX00UNA 8 MANIEHBKUX POSLSLX
HQA NPOHECCUOHATIEHYIO CUEHY.
Ho nomom no cocmosiHuto
300po6bsi baiem NpuULIOCL
ocmasume. Ar0OMUNA OKOHUUNA
axmépckuii parxyemem 'UTHCa
u 8 1947 200y bvina npuHsma

8 mpynny LlenHmpansrozo
akademuueckuii meampa
Cosemcrotl apmuu. Emy axmpuca
nocesimu/a 8Cto C800 HKU3HD:

3a 58 iem cayxboL 8 LIATCA

oHa colzpana 60 posneti. Cpeou
Hux @nopena 8 SHAMeHUmoMm
«Yuumene maHyes», Kamapura

8 YKpouweHUU cmponmueotl,
Aetiou ToppeHc 8 cnekmar.ie
«Opgpeti cnyckaemes: 8 ao», Mapeo
Yanure 8 dllapadax Bpodeesi.

LYUDMILA KASATKINA
WAS BORN

When at school, the future actress
has been taking ballet for several
years and even played small parts
on a professional stage. However
later, due to health problems she
had to leave ballet. Lyudmila
graduated from the acting
department of GITIS and in 1947
was admitted to Moscow Theatre
of the Soviet Army and devoted

to it her whole life: for 58 years of
serving the theatre she played 60
parts.
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25.05.1942
75 AET HA3AZ

POOHUACSHA AAEKCAHOP
KAASITHH

OH nosisucst Ha ceem 8 20pooe
Manmbiok Kuposckoti obiacmu,
Ho demcmeo nposén e Mockee.

C parHezo sospacma Kanszun
Mmeuman cmame akmépom. Kozoa
MANBUUKY ObLNO cemb Tilem,

no npocvbe e20 Mambl CMONSP
U320MOBUN MAJIEHbKULL meampur
C KYJiUCamu, NOpmaiom

u cyeroti — u Cawa noxasoleas
npeocmagieHust cCeoUM Coceosim
Nno KOMMYHANILHOU Keapmupe.
Tocne wKosbl N0 HACMOSTHUIO
podcmeerHuos Kansieur
OKOHUUL MeOyUUUULe U 08A
200a npopaboman gpenbowiepom
Ha crkopoil nomowu. Ho nomom
8cé-maxu nocmynun

8 Il[lykurckoe meampasbHoe
Yuuauwe u cmasl apmucmom,
UCNOJSTHUB C8010 0emCKYI0 Meumy.

ALEXANDER KALYAGIN
WAS BORN

He was born in the city of
Malmyzh, Kirov region, but spent
his childhood in Moscow. From
an early age Kalyagin dreamed of
becoming an actor. When the boy
was seven years old, at the request
of his mother, a carpenter made

a small theatre with backstage,
portal and stage - and Sasha
showed plays to his neighbors

in a communal apartment. After
school at the instance of his
relatives, Kalyagin graduated from
a medical school and has worked
as a paramedic for two years.
Nevertheless, later he entered the
Shchukinsky Theatre School and
became an artist.

MUT-UH®O No2 2017

10.06.1972
45 AET HA3AZ

ITPEMBEPA BAAETA «<AHHA
KAPEHHHA» B BOABIIIOM
TEATPE

TIlocnie mozo rarx Poouor Illedpur
HaNucal My3olky K puiomy
Anexcaropa 3apxu «AHHA
Kaperuna, a Maiis Ilnuceuxkas
colepana 8 Hém Bemcu Teepckytro,
Yy banepuHsl 3apoounacs Mulcib
€o30ambe xopeozpaguuecKyro
sepcuto pomaHa Nesa

Toncmozo. Aemopom my3sblki
cman Illedpur, aubpemmo
Hanucan Bopuc Ab808-AHOXUH.
Xopeoepagamu cnekmarxas

e Bonwwom meampe bbliu cama
ITnuceukxas, cmaHyesaswas
AnHy, Hamanos PolokeHKo

u Burxmop Cmupros-I'onosaros.
Cmasume «AHHY KapeHuHy»

8 Bostbuom paspetuunu He
cpasy. Ilpemvepa, o0HaKo, boLna
YCcnewHotl, CneKmax.Jib NPouén
68 meampe 103 pasa, a 8 1974 200y
Ha e20 0CHo8e co30atU hUSlbM-
6anem.

THE PREMIERE OF “ANNA

KARENINA” BALLET AT THE
BOLSHOI THEATRE

After Rodion Shchedrin wrote
music for Alexander Zarkhi’s

film “Anna Karenina”, and

Maya Plisetskaya played Betsey
Tverskaya in it, the ballerina

had an idea of creating a
choreographic version of Leo
Tolstoy’s novel. Shchedrin became
the author of the music, and
libretto was written by Boris Lvov-
Anokhin. The choreographers of
the performance at the Bolshoi
Theatre became Plisetskaya
herself, who danced Anna, Natalia
Ryzhenko and Viktor Smirnov-
Golovanov.

26.05.1978
39 AET HABAL

YMEPAA TAMAPA
KAPCABHHA

Ona ckoHuanaces 8 go3pacme

93 niem 8 npuzopode /AoHdIoHA.

B Benuxobpumaruu KapcaguHa
IKUNA NOCNEOHUE HECKOIBIKO
decsimusiemuil ceoetl KU3IHU.
AHznuuaHe, 06biuHO cKenmuuecku
HAacmMpoeHHble NO OMHOULEHUIO

K UHOCMPAHYAM, NOSIHOCBIO
NPUHSIU Sle2eHOAPHYIO PYCCKYHO
banepury — bbi8LYO NpUMY
Mapuurckozo meampa, 38e30y
mpynnot Cepzes /lazunesa

u my3sy Muxauna PoxuHa.

Yiios co cuerwl, KapcasuHa
3aHUMAaNAck NpenodasametbCKoll
0esmestbHOCMbsio,
KOHCYTeMUpo8aia MaHy08ULUK0S,
nucana KHuzu no mexHuke
6anema. C 1930 no 1955 200

OHa bblna suye-npesudeHmom
Koponesckoli akademuu maHya.

TAMARA KARSAVINA DIED

She died at the age 0of 93 in a
suburb of London. In the UK,
Karsavina lived the last few
decades of her life. The English,
usually skeptical of foreigners,
fully accepted the legendary
Russian ballerina - the former
first dancer of Mariinsky Theatre,
the star of Sergei Diaghilev’s
troupe and Mikhail Fokin’s muse.
After leaving stage, Karsavina
was engaged in teaching, advising
dancers, writing books on ballet
technique. From 1930 to 1955, she
was a vice president of the Royal
Academy of Dance.



23.05.1979
38 AET HABAL

IIPEMBEPA CIIEKTAKASI
«BO3BPALIEHHE JIOH
JKYAHA» B TEATPE _
HA MAAO¥ EPOHHOIA

ITocmaroery ocyuecmaun
Anamonuti S¢hpoc, 2nasHyro

ponb celepan Anopeti Muporos.

& dymaro, umo pons [on 2Kyara —
00Ha u3 iyuwux pabom Anopest
Muporoea: cniag e20 380HK020,
XpYCmaslbHO20, NOSEMHO20
manaHma u mpazusma, 0 Komopom
NOCMOSIHHO 2080pUNL AHamMouTi
Bacunvesuw,— nucasn axmép /es
[ypos, colepasuiuil 8 chekmar.sie
Aenopenno. IIpemvepe
npedwiecmeosanu OnumeJslbHble
penemuyuu — 8 meueHue
HecKkowkux mecaues Muporos
npuxooun Kk Sgpocy 0omoti, U oHU
8080ém pasbupanu poss JIoH
XKyana. [lonHy AHHY 8 cneKkmarie
uepasna Onvea fkosnesa.

THE PREMIERE OF THE
PERFORMANCE

“CONTINUATION OF
DON JUAN” AT MALAYA
BRONNAYA THEATRE

The performance was produced
by Anatoly Efros with starring
Andrey Mironov. “I think that
Don Juan is one of the best works
by Andrei Mironov: the fusion

of his sonorous, crystal, soaring
talent, and tragedy, Anatoly
Vasilievich constantly spoke
about”, - wrote Lev Durov, the
actor who played Leporello in the
play. The premiere was preceded
by lengthy rehearsals — for several
months Mironov used to visit
Efros at home, and together they
were discussing the part of Don
Juan. Olga Yakovleva played
Donna Anna in the play.

23.06.1985 'OOA
32 roma HA3AL

IIPEMBEPA CIIEKTAKAS
«KPOTKASI» BO MXATE

Bmy nocmarosky Avea [JoouHa
HQa3618AOM OOHUM U3 JIYUUUUX
cnekmar.ietl KOHYA Npoulio2o
gera. CobcmeeHHO 2080psl,

8 1985 200y evuuna emopas
pedaKyus cnekmaxJisl, a enepaole
OH b6bL1 nocmassieH /JJoOUHbIM

6 1981-m e BAT. B obeux
nocmaroskax Pocmoswurxa
uepan Onez Bopucos, a eom

€20 NApPMHEPUILL MEHATUCD.
Axmép Muxaun Kosarxos nucan:
«dydo smozo cnekmarsi — Onez
Bopucos... E20 uzpy MOxKHO,

HA MOU 83271510, onpedenums Kax

Uzpy 2eHUANILHYIO, 8EIUKYIO UgpY
8E/IUIK020 MPAUUECK020 aKmépa
Hauux OHet.

THE PREMIERE OF “A
GENTLE CREATURE” AT
THE MOSCOW ART THEATRE

Lev Dodin’s production is called
one of the best performances

of the end of the last century.
Strictly speaking, in 1985 it was
the second edition of the play;

for the first time it was staged

by Dodin in 1981 at Tovstonogov
Bolshoi Drama Theatre. Oleg
Borisov played the leading part in
both productions, but his female
partners changed. Actor Mikhail
Kozakov wrote: “The miracle of
this performance is Oleg Borisov
... In my opinion, his acting may
be described as acting of genius,
great acting of a great tragic actor
of our time.”

e o

16.07.1992
25 AET HA3AQ

YMEPAA TATBSHA
IIEABTIIEP

OHa ckoHuanace 8 so3pacme

88 nem nocne uHgpapkma

u nHeeMmoHuuU. B rKoHye

IKU3HU aKMpuca cmana

mepsims namsims U 4acmo
sniexxkana 8 bonvHuye. OOHaKo
ewé 3a 200 0o c8oez0 Yyxooa
Ienemuep uzpana 8 meampe —

8 dlomuHanbHOU moaumeer y Heé
bbLna pons noumu 6e3 cs108, oHA
deprkana 3pumestoHbLil 3aJ1 O0OHUM
CBOUM NpUCYMCmMeuem Ha CueHe.
Bnpouem, 8 80CNOMUHAHUSX
ronnez u spumeneti Tamosana
HeaHosHa Hascez0a ocmanack
8ecénoli, HeyHvlearouiell

U 3HepauuHoll, cnocobHoli damb
opy MHO2UM MON00bIM. HIHO20a
MHE Ka3aJ10Cb, Umo Y Heé, KaK

y KapncoHa, 20e-mo cnpssimar.
HebobULOTL MOMOPULKY, —
208opuna o noxkusnoti [Tenemuep
axmpuca Huna Apxunosa, eé
Mmaaowas koaneea no Teampy
camupebl.

THE DEATH OF TATIANA
PELTTSER

She died at the age of 88 after

a heart attack and pneumonia.

At the end of her life, the actress
began to lose her memory

and often was in hospital.
Nevertheless, a year before she
died, Pelttser played in the theatre
- she had a role in “A Funeral
Prayer” almost without words, and
she held the audience’s attention
by her mere presence on the stage.
In her colleagues’ and spectators’
memory, Tatyana Ivanovna has
forever remained cheerful and
energetic, capable of outmatching
many young people.
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BYIKA CY®PAEPA

AnHa YEITYPHOBA

B »TOV PYBPUKE

Mbl PACCKABBLIBAEM

O 3HAKOBBIX UMEHAX,
UHTEPECHBIX COBBITUYX

1 AFOBOIIBITHBIX ®AKTAX,
KOTOPBIE YIIOMUHAIOTCY
HA CTPAHULIAX XXYPHAAA.
NHDPOPMAILINISA ATPECOBAHA
TAABHBIM OBPA30OM
MHOCTPAHHBIM YUTATEASM,
UHTEPECYIOILIUMCY
PYCCKOM UCTOPUEU

U KYABTYPOU.

AHaToAaul BacuaneB
Knuokrnas nasrka, cmp. 88

3BECTHBIN PEXUCCED U IIeAaror,

pedopmarop Tearpa. durypa aereH-

[JapHas, IOCKOABKY IIpaKTHYECKHU
KaXXABbIH €TI0 CIIEKTAaKAb BXOAUT B HCTO-
pHI0 TeaTpaAbHOr'0O HCKyccTBa. Hadaao
3TOMY IIOAOXKHAA y3Ke caMad IepBad I10-
craHoBKa BacuareBa — «Conao gag 4acoB
c 6oem» 1973 roma, B KOTOPO# OBIAM 3aHATEHI
IIpocAaBA€HHBIE MXAaTOBCKHE CTapHKH.
BykBaabHO B30pBaa TeaTpasbHyo Mo-
CKBY CHEKTaKAb «B3pocaasg mo4s MOAOLOTO
4eAOBEKa», IIOCTaBAECHHBIH BacuabeBbIM
B 1979 roay 1o npece COBpPEMEHHOIO Apa-
matypra BukTopa CaaBkrHa B MOCKOBCKOM
ApaMaTH4YecKoM TeaTpe umeHu CTaHHCAAB-
ckoro. Aérkas, ICKpoMéTHada U aOCOAIOTHO
acolmaAbHas IIOCTAHOBKA ITOAOXKHAA HaYa-
AO HOBOMY T€aTpPaAbHOMY 43bIKY. A CAEAYIO-
mui criekTakab BacuabeBa, «Cepcor (1985),
00’b€XaA C TaCTPOASIMHU IIOAMUPA.

B 1987-m BacuaseB co3naa B MockBe
Teatp «llIKoaa ApaMaTUYECKOI'O0 UCKYyCCTBar.
OH OBIA U IIAOIIAIKOHN NAS SKCIIEPUMEHTOB,
U TBOpYeCKOH aabopaTopueil pexuccépa.
MHoro BHUMaHUS YAEASIAOCH HETTPEPHIB-
HOMY CaMOCOBEPIIEHCTBOBAHUIO aKTEPOB:
OHH HUCCAEJ0BaAAU BO3MOXKHOCTHU YEAOBEYE-
CKOTI'O T€Aa, TPEHUPOBAAU I'OAOC U ITAACTH-
Ky, 3aHUMaAUCh U3YYE€HHUEM AUTEPATYPHI.
®paHLy3ckadg akTpuca Baasepu [IpeBUAB,

MUT-UH®O No2 2017

urpaslliad B ClleKTakae BacuaneBa «Meged.
MaTepuaar, LIEABIH I'Of IEPES IIPEMBEPOH
3aHUMaAach 1071 PyKOBOJACTBOM pexkHccépa
BOKaABHBIM TPEHUHIOM. B cBoell mpakTuke
Anaroauii BacuabreB BO MHOT'OM OPHUEHTHUPO-
BaAcd Ha onbIT Exku I'poToBCKOrO, C KOTO-
PBIM OBIA XOPOIIIO 3HAKOM.

B koniie 1980-x BacuabeB obpatiaercs
K PYCCKOH U 00I1IeMHUPOBOY Kaaccuke. Bpiou-
paeT IIpou3BeAeHHUSI, KOTOpPhle KpaiiHe Tpya-
HO IIPEACTaBUTH B CIIEHHYECKOM BOIIAO-
LHieHuu, Harnpumep «duaaoru» IlaaToHa.
C cepenunbl 1990-x rogoB B penepryape
(IIKOABI ApaMaTUYECKOTO HCKyCCTBa» IIOSAB-
ASFIOTCS CIIEKTAKAU B MHUCTEPHAABHOM XKaH-
pe: dlaag Uepemum» u «MomapT u Caabepry.
IIpu 3TOM pexXUCCEP COTPYAHHUYAET C KOMIIO-
3uTopoM Baagumupom MapTHIHOBBIM U aH-
caMmbaem Taresaubl ['pUHOEHKO.

B 2006 roay KOH(PAUKT C MOCKOBCKH-
MU BAACTSIMHU BBIHyXKaeT BacuareBa yiTH
C II0CTa XyA0XKECTBEHHOTO AUPEKTOPA
(IIkoABI ApaMaTHUYeCcKOro UcKyccTBar. OH
yesxKaeT 3a FpaHUIy U paboTaeT B AyUIIINX
Tearpax ®panuuu, 'epmanuu, Benrpuu,
I'pertnu. OcyIiecTBASATE IIOCTAHOBKH 3a Py-
OesxoM pexRUCCEpP cTaa el B Hadaae 1990-x,
B yacTHOCTHU B 1992 rony oH nocraBua «Ma-
cKapajy» Ha cueHe Tearpa «Komenu dpances».

C HemaBHErO BPEMEHHU BEAYTCH II€PETO-
BOPBI O BO3BpallleHuH pexuccépa B MockBy.
Ha urpiHemrnem YexoBcKoM pecTuBase ObIA
IIoKa3aH ero ClekTakAb «CTapuK U Mope»,
KOTOpPBIY OH NocBaATHA TaMaTH Opusa Aro-
O6uMoBa. OTo epBas IIocTaHOBKAa Bacuane-
Ba B Poccuu nocae 15-aeTHero nepepsiBa.



PduasMm «CoasapHc»
dlopsidok cnoe», cmp. 28

[HAa U3 CaMbIX U3BECTHBIX KapTUH

pexuccépa AHped TapKoBCKOro.

OHa 0OblAa CHATA II0 MOTHUBAaM OJIHO-
uMEHHOTO (paHTACTHYECKOro poMaHa Cra-
HHuCAaBa AeMa. ITucareas, BipodyeMm, aKpa-
HHU3alluel ocTaAcd HEJOBOAEH, IIOTOMY YTO
pexXuccEp caesas TAABHBIM aKIIEHT Ha HpaB-
CTBEHHOI IIpobaeMaTHKe, a KOCMOC U IPY-
rag rnaaHeTa eMy ObIAW He TaK MHTEPECHBEI.
[To caoBam Aema, TapKOBCKHUH «CHIA COBCEM
He «Coagpucy, a dIpecTynaeHre U Hakasa-
Hue». TeM He MeHee ykKe B HadaAe HaIIeTo
BeKa 3TOT (PUABM IIOITAA B JECATKY AyUIITHUX
daHTaCTUIECKUX (PUABMOB II0 BEPCHHU ra-
3eTwl The Guardian, 3aHAB B CIIHCKE IISITOE
MECTO HEIIOCPEACTBEHHO Nepen «TepmMuHaTO-
pomb.

Cawm TapkoBckuit 00 uaee «Coaspucar
rOBOpPHA Tak: «[IpOHMKHOBEHHE B COKPOBEH-
Hble Ta¥HbI IPHUPOABLI TOAXKHO HAXOAUTHCH
B HEPA3pBIBHOM CBA3HU C IIPOrPECCOM HpPaB-
cTBeHHBIM. CrieaaB IIar Ha HOBYIO CTYII€Hb
IO3HAHUS, HEOOXOANMO APYTYIO HOTY IIOCTa-
BUTH Ha HOBYIO HPABCTBEHHYIO CTYIIE€Hb».

CpéMKU (puAbMA IPOXOAUAU C MapTa
o nekabps 1971 roma. [TaBUALOHHBIE CIIEHEI
cHuMaAuCh Ha «<Mocduabmer, HATYpPHBIE —

B MockBe, date u 3Benuropone. Kpome Toro,
chéMouHasd rpynna e3guaa B Tokuo, roe 6biaa
3aredyaTAeHa MHOIOYPOBHEBad aBTOCTpada

¢ QPyTYPUCTUIECKUM THIIOM apXUTEKTYPHL.
Jlekopalliy KapTUHBI 3aHUMaAU CaMbIi
00ABITION ITaBUABOH «MocdhrabMa» U paspa-
0aTbIBaANCE KHHOCTYAHEH COBMECTHO C 3a-
BOZIOM, ITPOM3BOASIIINM AyHOXOAbI. OCOOBIH

rll.;ll.:' R0 N - KB SHNTIYY , ERLA
o LENE] FINNEVIA I

SKUBOIIUCHBIH I1eX TUCaA OASI (PUABMA KOITUHU
kapTuH IIutepa Bpelireag-crapiero.
F'raBHBIE poAM B (huabMe chIrpasu [JoHa-
Tac bannonuc u Hataaba Bornapuyk. ba-
HHOHHC K MOMEHTY BBIX0oza (pUABMA OBbIA yiKe
MAaCTHUTBIM aKTEPOM KHHO U ApPaMaTUIECKO-
ro tearpa B [laHeBexxuce. A BoT nad Hara-
ABM BOHap4YyK, KOTOPOI BO BpeMd CbEMOK
UCIOAHUACH 21 rox, aTa Oblaa IlepBasi TAaB-
Hasd POAb, U, KaK BBISICHHAOCE I1033Ke, Hanbo-
Aee ycrelHas B €€ KuHOKapbepe. «Coagpucy
IIPUHEC €M IPEMHUIO KaK AyYIller aKTpUCe
Ha MexayHaponHoM KuHOQecTuBaae B [la-
HaMme B 1973 rony. Cam xe puabM B 1972-m
noayuua I'pan-npu KaHHCKOro KHHOMECTH-
BaAs ¥ Ipu3 MexayHaponHoro oecTuBaAs
B KapaoBreix Bapax.
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O6BenHHeHHE
«ByOHOBBIH BaAeT»
(1911-1917)

«TeampatbHbLl POMAH PYCCKO20
asaHzapoucma», cmp. 22

aMoe KpyITHOe 00beIUHEHNE XY I03K-

HUKOB paHHEro aBaHrapaa, Bo3-

HUKIIIEE BCKOPE IIOCAE IIPOBEAECHUHA
onHouMEHHOM BbIcTaBKHU B MockBe. OHa
OTKpbIAAch B nekabpe 1910 rona, Bcero
4yepes3 HECKOABKO MECSLIEB IIOCAE TOTO, KaK
B pelieH3UHu AaekcaHapa bBeHnya BrepBble
IIpo3ByYaA caM TEPMHH «aBaHrapma. Ha-
3BaHHE BBICTABKHU OBIAO ITPUAYMAHO XYI0XK-
HHUKOM Muxanaom AapHOHOBBIM U OY€Hb
IIOHPaBHUAOCH €TI0 MOAOABIM KOAAETaM, I10-
CKOABKY B TO BpPEM4 OHO 3By4YaA0 KaK CBOeE-
o0pa3Has noméyuHa o0IIecTBEHHOMY BKYCY.
Bens no peBoaroniuy OyOHOBBEIMHU Ty3aMU
Ha3bIBaAU KaTOPKHUKOB, IIOTOMY 4YTO Ha UX
OLlEXK 1y CO CTOPOHBI CIIMHBI HAIIIUBAAHUCH
4yé€pHble poMOEI. [la 1 cTapuHHBIH (ppaHITy3-
CKHUH KapTOYHBIH KaproH ob0o3HadaA O0yOHO-
BOT'0 BaAeTa KaK MOIIIEHHUKA U IIAyTa.

Brpouewm, Kazumup MaseBud, ydacTBOBaB-

L1 B BEICTaBKe «ByOHOBBIN BaseT», OOBSICHIA
€€ Ha3zBaHHE HEMHOXKKO MHa4de. C ero TOYKHu
3pPeHHSs, «BaAET» O3HAYAA MOAOIOCTE, a «0y0-
HbD — IIBeT. O caMoii 3ke BbICTaBKe MaaeBUY
BCIIOMHHaA Tak: <KuBornuch 6bp1aa I10000HA
Pa3HOIIBETHOMY IIA@MEHH... lIBeT nopazkaa,
3azKuras MO3T, KOTOPBIHM IPUBLIK K TUXOHU
MOHOTOHHOH >KHBOIIHCH «II€PEABUKHUKOBY.

o8 UT-UH®O No2 2017

BricTaBKa OuAa peKopabl IOCEIaeMo-
CTH U HaJeAaAa MHOTO IIIyMa He TOABKO
u3-3a nBeta KapTuH. Comep:kaHue padboT
XYAO0XKHUKOB, KOTOPBIE B CBOUX IIOUCKAaX
caengoBaau 3a Ce3aHHOM, TaKKe IIOKHUPO-
BaAo IIyOAUKY. A IIOAOTHA HA PEAUTHO3HYIO
Temy Haraaru 'oHuapoBol u Apucrapxa
AeHTyArOBa gazke OBIAW CHSTEI 110 TpeboBa-
HUIO LIEH3YPhIL.

[TéTp KoryaaoBckuii, Maba Malikos,
Apuctapx AeHTyr0B, PobepT Pasbk Bo3-
raaBuAU obbenmHeHUe «ByOHOBEBIN BaseT».
Muxaua AapuoHoB u Hataaea 'oHuapoBa
He BOIIIAU B Hero, HO B 1912 roay co3na-

Am cobcTBeHHOe o0benHeHMe «OCcAUHBIH
XBOCT™.

Kaxk 6p1a0 HammrcaHo B ycrase, «ByOHO-
BBIHM BaA€T» UMEA LIEABIO «PACIPOCTPaHEHHUE
COBPEMEHHBIX ITIOHATHH I10 BOIIPOCAaM HU30-
Opa3uTeAbHOI'0 HCKycCcTBar. B cBoéM TBOpUe-
cTBe OyOHOBOBAAETOBIIEI OPHUEHTUPOBAANCH
Ha IOCAEJHUE JOCTUXKEHHUA €BPOIEHCKON
JKUBOIINCH U Ha TPAAUIIUH PYCCKOI'O HAPOLI-
HOI'O UCKYCCTBaA.

B 1916-1917 romax u3 «ByGHOBOrO Baae-
Ta» BBIIIAW HEKOTOPBIE XYAOKHUKH, B TOM
gucae KonuyaaoBckuii, MammkoB, A€HTyAOB
u daaek. B npaBaeHue Bomau Kazumup
MaaeBHUY U €r0 CTOPOHHUKHU. B mmocaen-

Heil BbIcTaBKe 00bequHeHMs B 1917 rony

HE y4acTBOBaA HU OWH U3 €EI0 OCHOBATEACH.
Bckope niocae aToro «<ByOHOBBIH BaseT» IIpe-
KpaTHA CBOE CYyIIIeCTBOBaHUE.
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Anna CHEPURNOVA

UNDER THIS HEADING
WE TELL ABOUT
SIGNIFICANT NAMES,
EXCITING EVENTS

AND INTERESTING FACTS
MENTIONED IN OUR
REVIEW. THIS INFORMATION
IS MAINLY ADDRESSED
TO FOREIGN READERS
WHO ARE INTERESTED
IN RUSSIAN HISTORY
AND CULTURE.

Anatoly Vasiliev

Bookstore, p. 90

famous director and instructor, and
Atheatre reformer. He’s a legendary

figure, for virtually every one of his
productions left its mark in the history
of the arts. The foundation for that was
laid by Vasiliev’s very first production —
the 1973 “Solo for a Clock with Chimes”
which employed the famous MAT “old-
timers.” The production of “A Young Man’s
Grown-Up Daughter”, based on the work
of contemporary playwright Viktor Slavkin
and staged by Vasiliev in 1979 at the K.S.
Stanislavski Moscow Drama Theatre,
caused a virtual uproar among the Moscow
theatre audiences. This light, effervescent
and entirely anti-social production gave rise
to a new theatre language. And Vasiliev’s
next production — the 1985 “Serso” — toured
half the globe.

In 1987, Vasiliev founded the School

of Dramatic Arts Theatre in Moscow. That
theatre became the stage for experiments
and the director’s artistic workshop. A great
deal of attention was given to ensuring
actors’ continuous self-improvement: they
explored the abilities of the human body,
conditioned their voice and plasticity,
studied literature. French actress Valérie
Dréville, who performed in Vasiliev’s
production of “Medea Material”, spent
an entire year prior to the premiere
working on vocal training under the

director’s supervision. In much of his work
Anatoly Vasiliev followed the lead of Jerzy
Grotowski with whom he was good friends.

In late 80 s Vasiliev turned his attention
to Russian and world classics. For his
productions he would choose works that
were extremely difficult to imagine being
done on stage. For instance, Plato’s
“Dialogues.” Starting in mid-90 s the School
of Dramatic Arts repertoire began to include
mystery play productions, for instance
“‘Jeremiah’s Lament” and “Mozart and
Salieri.” In those cases the director
collaborated with composer Vladimir
Martynov and Tatiana Grindenko’s
ensemble.

In 2006, a conflict with the Moscow
government forced Vasiliev to leave the
post of artistic director of the School of
Dramatic Arts. He left the country and
began working in the best theatres of
France, Germany, Hungary, and Greece.
The director began staging productions
abroad back in the early 90 s. In particular,
in 1992 he staged “The Masquerade” at the
Comédie-Francaise Theatre.

Recently, negotiations have begun with
regards to the director’s return to Moscow.
The current Chekhov Festival showed
his production of “The Old Man and the
Sea”, which he dedicated to the memory
of Yuri Lyubimov. That was Vasiliev’s first
production in Russia after a 15-year break.
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The “Solaris” film

“The Order of Words”, p. 34

ne of director Andrei Tarkovsky’s most
O famous productions. It was based on

an eponymous novel by Stanistaw
Lem. Incidentally, the writer was not pleased
with the film version because the director put
the greatest emphasis on the moral issues
and was not all that interested in the universe
and another planet. According to Lem, the
film that Tarkovsky ended up making was
not “Solaris” but “Crime and Punishment.”
Nevertheless, according to The Guardian
newspaper, at the beginning of this century
the film was already number five in the top
ten best science fiction films, taking a spot
right before.

Tarkovsky himself said the following
about the idea behind “Solaris” “Penetrating
the sacred mysteries of nature should
go hand-in-hand with moral progress.

When you take a step onto a new level of
knowledge, you must place your other foot
onto a new level of morality.”

The production was filmed from March
through December of 1971. Studio scenes
were filmed at the Mosfilm Studios. Outdoor
ones — in Moscow, Yalta and Zvenigorod, as
well as in Tokio, where they filmed the multi-
level highway with futuristic architecture.
The set designs for the film took up the
Mosfilm Studio’s largest pavilion and were
developed by the film studio in conjunction
with the plant that produced moon rovers.
A special painting workshop created copies
of the paintings by Pieter Bruegel the Elder
expressly for the film.

Leading roles in the film were played by
Donatas Banionis and Natalya Bondarchuk.
By the time the film was released Banionis
was already a seasoned actor in both film and
the Drama Theatre in Panevézys. For Natalya
Bondarchuk, however, who turned 21, this was
her very first leading role and, as it turned out
later, the most successful one in her film career.
“Solaris” brought her an award for best actress
at the International Film Festival in Panama in
1973. The film itself received the Grand Prix
of the 1972 Cannes Film Festival and the
Karlovy Vary International Film Festival award.

The Jack of Diamonds
association

“A Russian Avant-Garde Artist’s Theatre
Affair’, p. 25

T he largest association of early avant-
garde artists that was founded soon
after an eponymous exhibition that
was held in Moscow. It opened in December
of 1910 rozna, only a few months after the
term “avant-garde” itself was used for the
first time in Alexandre Benois’ review. Artist
Mikhail Larionov came up with title for

the exhibition and his young colleagues
liked it very much because it sounded like a
kind of slap in the face of public taste. After
all, prior to the Revolution the term “Jack
of Diamonds” was used to refer to convicts
because of black diamonds that were sewn
onto the back of their clothing. Also Jack

of Diamonds in old French card slang was
defined as a knave and a rogue.

However, Kazimir Malevich, who took
part in the “Jack of Diamonds” exhibition,
had a slightly different explanation for its
title. In his view, “jack” meant youth and
“diamonds” meant light. Malevich had the
following to say about the exhibition itself:
“The paintings were like a multicolored
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flame... The colors astounded, setting on fire
the mind that had become used to the quiet,
monotonous painting style of Peredvizhniki.”

The exhibition had record attendance
and caused quite a stir for reasons
that included more than the colors of the
paintings. People were also shocked by
content of the paintings created by artists
who followed Cézanne in their quest.

While Natalia Goncharova and Aristarkh
Lentulov’s religious theme paintings were
even removed from the exhibition at the
request of the censors.

Pyotr Konchalovsky, Ilya Mashkov,
Aristarkh Lentulov, and Robert Falk
spearheaded the association.

According to its Charter, the Jack of
Diamonds association had as its purpose
“the dissemination of contemporary notions
regarding fine arts.” The artists were guided by
the latest achievements in European painting
and the traditions of Russian folk art.

In the years 1916-1917, Konchalovsky,
Mashkov, Lentulov, and Falk left the Jack
of Diamonds association. Management of
the association was taken over by Kazimir
Malevich and his followers. The association’s
final exhibition in 1917 included none of its
original founders. Soon after, the Jack of
Diamonds association ceased to exist.



