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AnHa YETTYPHOBA
domoepacguu asmopa

AETEHIAPHOMY
TEATPAABHOMY
XYOOXHUKY

OnyAray
Ko4dErPruny

B DTOM IOy

UCTIOAHUAOCH 80 AET.
OCEHBIO BBICTABKA
Er'O PABOT IIPOXOOUAA
B OPMUTAXKE, ITPUYEM
KoO4YEPIMH — TIEPBLIN
COBPEMEHHBIN
CLIEHOTPA®D,
YIOCTOUBIINKCH
[IEPCOHAABHOM
AKCIIO3UIIMU B 2TOM
MY3EE.

nexkabpe BbICTaBKa B HEMHOTO
H3MEHEHHOM U JOIIOAHEHHOM
BHE Npuexasa B baxpynvmHCKUMN
Mmy3edt. B MockBy nmpubbIia U cam
BHHOBHUK TOPXKECTBAa, KOTOPBIY HE TOABKO
OTKpbIBaA BEPHUCAXK, HO U IIPE3EHTOBAA
CBOIO HOBYVIO, IIIECTYIO II0 CYETY KHUTY «Poc-
CUd, KTO 3[1eCh KparHUN?».
Hauunas ¢ 2003 roma, Korga BBIIIIAA
U cpas3y 3aBoeBasa AIOOOBB yHuTaTeAel ero
nepBasd KHUTa, «AHreAoBa KyKaa», Koueprun
CTaA IHCATh OAHO IIPOHU3BEAECHUE 3a APY-
ruM. IIpu 5ToM He OCTaBASIA U CBOEH CAYyK-
6n1 B BT um. IA. ToBcTOHOTOBA, TIIEe OH pa-
OoTaeT rAaBHBIM XYIOKHUKOM y3Ke 45 AeT.
Ha BcTpede ¢ MOCKOBCKUMHU YUTATEASIMH,
npoxoauBIie B Poccuiickoi rocyiapcTBeH-
HOI 6ubanoTeke HUCKycCcTB, Onyapn Cremna-
HOBUY IIPHU3HAACH, YTO YYBCTBYET HEKYIO
Pas3aBOEHHOCTH U3-3a TOT0, YTO 3aHUMAaeTCs
U IHCaTeABCKHUM, U XyJOXKHUYECKUM TPY-
noM. OnHaKO HH OT OLHOTO U3 9TUX 3aHSI-
THUH OH OTKa3aThbCd IIPOCTO HE B CHAAX.
Bropouewm, 1 Ta u npyras pabora 1momo-
raeT KoyepruHy BBIIIOAHSTEH €70 MUCCHIO,
KOTOpasi, KaK BBIICHUAOCH, ObIAA ITpeno-
IIpefeAeHa C caMoro ero poxaeHus. Iloxa-
poOHee 00 3TOM XyIOKHUK PACCKa3bIBaAET

B CBoel HOBOU KHure «Poccus, KTo 3/1eChb
KpalHUI?», B raaBe «XpaHUTEADb [TIAMITH.
Oxka3spIBaeTcs, JPEBHECAKCOHCKOE UM
Onyapn IeEpPeBOAUTCS KaK «(XpaHHUTEAD
borarcTBar. B moxpuctuaHckue 6eCrIuCh-
MEHHBbIE€ BpeMeHa dayapAaMy Ha3blBaAHu
AIOZIEN, KOTOPBIE 3ay4YUBAAU HAU3YCTh
CEKpeThl B Pa3HbIX 00AaCTIX 3HAHUH,
HaKOIIA€HHEIe XKpenamMu 6ora OguHa, U
nmepenaBaAHd UX U3 YCT B yCTa CBOUM IIOCAE-
JOBaTEASIM.

ITocae HaCHABCTBEHHOMN XpHUCTHAHU-
3anuu EBponel maMdaTh 0 cayxkeHuu Onu-
HY 0CTaAach B 3aKOAHPOBAHHOM HUMEHU
Onyapn U repefaBasach U3 IOKOAEHUS B
nmokoAeHue. Kaxk/1blii BTOPOH CBIH B C€-
Mbe€ IOAXKEH ObIA HOCHUTB 3TO0 uMd. Mama
Kouepruna npoucxoauaa U3 IIOAbBCKO-CaK-
COHCKOT'O poia U IoCAeoBaAa APEBHEN
Tpanunuu. A cam Oayapa CrernaHoBUY, 3a-
rnedyaTaeBasd NHUCBMEHHO U XyA0XKECTBEHHO
3M0XYy y3ke AaBHO yinenmux 40-60-x rogosB
IIPOIIIAOTO B€KAa, BIIOAHE OIlpaBaA IIPOUC-
XOXKJIEHHUE CBOETr0 UMEHH.

LHenTpaabHbIi 00BEKT BhICTaBKU Ko-
4yepruHa B BaxpymuHcKoM My3ee, Ha3bl-
Bamwluicda «Hamu npeaku», TakKe HaIlo-
MHHAaeT 0 HEPa3pbIBHOM CBA3U BPEMEH U
nokoaeHu#. OH npencraBasgeT coOOH nupa-
MHJAABHYIO KOMIIO3HUIIHUIO, COCTOLIILYIO U3
TPAIUYHBIX AIOAEeH-CKOMOPOXOB, B3SIBIIUX-
cd 3a pyku. Uaeda sTol paboThl mpumisa K
XYAO0XKHUKY BO BpeM4 €ro IyTelIeCTBUM 10
nepeBHaM pycckoro Cesepa. B ogHo# us
u306 OH yBUIEA BUCSIINIH Ha MATOYHOM Oaa-
Ke I1aTep U3 TPAIUYHBIX KyYKoA. [To caoBam
XO3SIHKH, 3TO COOPY3KEHME ObIAO ITaMATHIO
pozna — odepeqHas KyKAa U3roTaBAUBaAach
U IIPUKPENALIAACE K IIUPAMUIE IIOCAE CMEP-
TH YA€HA CEMBHU.

CaenctBueM IIyTelllecTBUM Kodepruna
II0 CTPaHe CTaAH U 3CKU3bl KOCTIOMOB PsI-
JKEHBIX, IOKa3aHHbIe Ha BbIcTaBKe. C HUMU
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IIEPEKAUKAIOTCS CaMble I[IEPBBIE, JUITAOM-
Hble paboThI XYIOXKHUKA, HAIIPUMED, dCKH-
3Bl K HapoaHoOH apame «llaps MakcuMuauaH
U €T0 HEIIOKOPHBIH ChIH Anoabgr. OHH OT-
AVYAIOTCd APKHUMH, COYHBIMHU KpacKaMHu. A
BOT pUCYHKHU KouyepruHa nasg 3HaMEHUTEHN-
mux cruekrakaed ['eoprusa ToBcToHOrOBA,
AbBa [longuHa, Bopuca PaBeHCKUX yxKe Ha-
MHOT'O ITPUTAYILIEHHEE [10 TOHY U AUPDHUYHEE.
HebGoabmime MakeThl JeKOPAILIUYE HEKO-
TOPBIX U3 3TUX IIOCTAHOBOK O4YE€Hb OXKUB-
ALIOT 3KcTio3unuio. Cpeau HUX, HAIIPUMED,
MakKeT AeKopaluu K «<Moabepy», mocTaB-
aesHoMy Cepreem IOpckuwm Ha criene B/T.
Haxke dpororpadpuu Ha poHe 3TOro 06’b-
€KTa Ha BEPHHCAXKE [IOAyIAAUCH OCOOEHHO
KpPacCUBBIMU U POMAHTHUYECKHUMHU. A BOT
B camoM B/IT cemMuMeTpoBbI€ CBEYHBIE
NAaTUAPYCHBIE IIaHAaABI U3 «<Moabepar yxe
IIOCA€ CHSATHS CIIEKTAKAd C pernepryapa
HCIIOAB30BAaAUCH II0 TOPXKECTBEHHEBIM, HO
neyaAbHBIM NoBozxaM. Ha ux done npoBo-
JKaAU B IIOCAEIHUMN IIYyTh MHOTUX apTHUCTOB
TeaTpa u caMmoro 'eoprua ToBcToHOroBa.
YkpamiaeT 3KCIIO3UIUIO U CLiIeHU4YecKas
onexnaa, npuaymanHasa Koudeprunubsim. Ha
BBICTAaBKE €CTh KOCTIOMBI, B KOTOPBIX Oaer
Bopucos urpaa npuHna 'enpruxa, EBrenui
AebeneB — XoacTomepa, Cepreit FOpckuii —
Moasepa, a Haraapa TenakoBa — ApmMaHAY
Bexap. KaxkapIii 13 HUX — BBICOYAUIIIETO
Ka4ecTBa, XOTd CAECAAHBI OHU U3 TAKHUX,

MUT-UH®O Ne4 2017

Kas3aAoch ObI, IpyObIX MaTepuaAoB, Kak
MEIIKOBHHA, XTI'yT, IEHbKOBasd BepeBKa. A
B KocTIoMax Moabepa u ApMaHABI BUPTYO3-
HO COEIUHUAUCH TKAHU OETHSIKOB 1 KOPO-
A€M — MEIIKOBUHA U aTAac.

Kaxkoi1 Tpya CTOUT 3a BCEH 3TOU Kpa-
COTOH, MOXKHO IIOHATBh, IPOYUTAB KHUTHU
Kouepruna. B dIaaHI1eTHON KpbICE» OH pac-
CKa3bIBaeT, KaK HaJl 9CKU3aMHU U PUCYHKaAMHU
K Jenpuxy IV» paboraa nate gHeH oapsn,
TaK 4YTO ITaABIbI IPABOM PYKH CTAAO CBO-
auth. [IpaBna, 6b1A0 9T0 B tasekoM 1969
roay, Koraa HOBEHIIIUX TEXHOAOTHH elIlle He
cyiiecTBoBaAo. MoxkeT ObITh, cefigac Xya03K-
HUKY pabotaercd aerue? Ha BcTpeue B PTBU
KouepruHa cripocuau, Kak OH OTHOCHUTCH K
KOMIIbIoTepHOH rpaduke. Ha 9To XymoskHUK
OTBETHA: 41 HE IPOTUB KOMIIBIOTEPA, 3TO
3aMedaTeAbHOE CPEACTBO, KOTOPOE IIOMOora-
eT XKUTb. Ho XymOKHUK — 3T0 (DU3HNOAOTHS.
Hamo >xe nmoHUMaTh: B HAPUCOBAaHHBIX OT
PYKH AMHUSX (DU3HUO0AOTHS €CTh, a4 B CO34aH-
HBIX Ha KOMIIBIOTEPE — €€ HEeT. BOT MBI ¢ IIpH-
CyTCTByIomuM 31ech CepreeM AAMMOBBIM
HE CMOXKEM 4YTO-TO HApPHUCOBATh OJMHAKOBO,
IOTOMY YTO Y HET'O ogHa (PHU3HOAOTHS, & y
MeHd — apyrad. [I[pyKocCHOBEHHE My3bIKaHTAa
K WHCTPYMEHTY BeIb TOKE OT (PU3HOAOTHH
3aBHUCHUT... PrUcoBaHMe OT pyKH — 3TO TdXKe-
ABIF TPYM, & Ha KOMIIBIOTEPE PUCOBATDH ACTYE,
[I0O3TOMY €r0 CErOLHSI MHOTHE TaK AIOOST.

Ha BepHucaxke KouyepruH nmoxBacTaAcH,
4TO BCE €ro BEICTaBA€HHEBIE PabOTHI ObIAU
3aeUCTBOBAHBI B CIIEKTAKAIX, HE OCY-
IIECTBACHHBIX [IPOEKTOB, KPOME 3CKU30B
CTYLEHYECKUX A€T, 371eCch HeT. C yeM Ma-
cTepa U II034paBHUAHU IIPULIEAIINE K HEMY
Ha TOPXKECTBO KOAAETH, CKa3aBIIIHE TaKKe
MHOTI'0O TEIIABIX CAOB O Iobuaspe: Bopuc
Meccepep, Ceprett Bapxun, Cepre#t Aau-
MOB, AaekcaHAp ProMuH.

Buicmaska npooaumcest 0o 1 ¢pespans

Boyapo KouepeuH, Bopuc Meccepep, FOpuii Pocm
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THE LEGENDARY

THEATRE ARTIST EDUARD
KOCHERGIN HAS TURNED
80 THIS YEAR. IN AUTUMN,
THE EXHIBITION OF HIS
WORKS WAS HELD IN
HERMITAGE MUSEUM,

AND IN DECEMBER

THE EXHIBITION IN A
SLIGHTLY MODIFIED AND
ENLARGED FORM CAME TO
A.A.BAKHRUSHIN THEATRE
MuseuMm. To Moscow
ALSO ARRIVED THE HERO
OF THE OCCASION — NOT
ONLY FOR EXHIBITION
OPENING, BUT TO PRESENT
HIS NEW, THE SIXTH, BOOK

“Russia, WHO 1S THE LAST
ONE?”

ince 2003, when his first book
“Angel’s Doll” was published and
immediately won the readers’
hearts, Kochergin began to write
one book after another. At the same time,
he continued to work for G.A.Tovstonogov
Bolshoi Drama Theatre as a leading artist for
45 years. At a meeting with Moscow readers
at the Russian State Art Library, Eduard
Kochergin admitted that he felt some kind of
splitting due to the fact that he was engaged
in both literary and artistical work. However,
he simply is not able to give up any of these
activities.
Anyway, both works help Kochergin
to fulfill his mission, which, as it turned
out, was predestined since his very birth.
More about it the artist tells in his new
book “Russia, Who is the Last One?” in
the chapter “The Keeper of Memory”. As
it happened, an Old Saxon name Edward
is translated as “the keeper of wealth”. In
pre-Christian days, “Edwards” were people
who memorized secrets in various fields of
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knowledge, accumulated by the priests of the
god Odin, and passed them on by word of
mouth to their followers.

After forced Christianization of Europe,
the memory of serving Odin remained in the
coded name of Edward (Eduard) and was
passed on from generation to generation.
Every second son in a family was to have
this name. Kochergin’s mother came from a
Polish-Saxon family, and she followed this
old tradition.

The central object of Kochergin’s
exhibition at the Bakhrushin Museum,
called “Our Ancestors”, also reminds
of inextricable connection of times and
generations. It looks like a pyramidal
composition which consists of rag dolls-
buffoons holding hands. The idea of this
work came to the artist during his journey
through Russian Northern villages. In one
of the houses he saw a tent of rag dolls
hanging from a ceiling beam. According to
the hostess, the device was a memory of the
family — a new doll was made and attached
to the pyramid every time when a family
member died.

The result of Kochergin’s travelling
around the country became sketches of




for an artist to work? At the meeting at
the Russian State Art Library, Kochergin
was asked to express his opinion about
computer graphics. The artist replied: «'m
not against computers, it’s a wonderful tool
that helps to live. But an artist depends
on physiology. One must understand that
physiology exists in hand-drawn lines, and
in those created by computer it does not
exist. Here we are with Sergey Alimov who
is also here today, can’t draw anything the
same way, because he has his physiology,
and I have mine. Drawing by hand is hard
work, and it’s easier to draw on a computer,
that is why many people like it so much
today.”

On the opening day, Kochergin shared
that all of his exhibited works were used
in performances; there was no unrealized
projects, except sketches from his student
years. The master was congratulated by his
colleagues who came to the celebration and
said many warm words about the hero of the
day — Boris Messerer, Sergei Barkhin, Sergei
Alimov, Alexander Ryumin.

The exhibition will be opened until February
1, 2018.

costumes for masquers, shown at the
exhibition. They are of very bright rich
colors. As for Kochergin’s drawings for
the most famous productions of Georgy
Tovstonogov, Lev Dodin, Boris Ravensky,
they are much more subdued in tone and
more lyrical.

Small set models of some of these plays
brighten up the exposition very much.
Among them, for example, a set model
for “Moliere” staged by Sergei Yursky at
BDT. The exposition is enriched by stage
costumes, invented by Kochergin. Each of
the stage outfits is of the highest quality,
although they are made of such coarse
materials as burlap, tour or hemp rope. In
costumes of Moliere and Armande, fabrics
of the poor and kings — sackcloth and satin
were masterfully combined.

How hard were the efforts behind
all this beauty can be understood from
Kochergin’s books. “Notes of the Stage-
Floor Rat” reads how for five days in a row
he was working on sketches and drawings
for “Henry IV”, so that he got a cramp in
the fingers of his right hand. Well, it was . ;
back in 1969, when advanced technology Costumes of Sergey Yursky and |
did not exist. Maybe now it is much easier Natalia Tenyakova. (Moliere»
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OBAOXKA

v )

MOAOTK&

B BOABH_IOM TeaTpe cTasa
0aaeToMm Guorpadud
Pynoasca HypeeBa
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Domo: Muxaun Nozeuros / Bonwwioii meamp



AnHa I'OB/I[EEBA
domoepaguu npedocmasnerbl npecc-
cayxboil Boawuwioeo meampa

IIeKTaKAb, YTO II0-
CTaBUAU B TAABHOM
TeaTpe CTPaHbI Xope-
orpad HOpwuii [TocoxoB
u pexuccep Kupuaa
CepebpeHHUKOB, B
AW MO3KHO Ha3BaThb IPO-
cto baaetom. [a, B HEM
MHOT'O TaHIIEB — YUCTeNIITas HeOKAACCHKA.
Ho MHOro u caoB. [la 1 IeHUs HEMAaAO. DTUM
CBOUM MacIITaboM, HEOOBITHOCTBIO, He-
JKeAaHHEM ITPU3HaBaTh KaKHe-TO TPaHUIlb]
(Hy Kak mepskaThb B perepTyape II0CTaHOBKY,
rae Ha cieHy BeIxoasaT 300 yeAoBeK? TOAOB-
Hadg 60Ab nag Aroboro meHenzxkepa) <Hypees»
CXO3K CO CBOUM I'€pPOEeM.

CaoBa (1 IPOU3HOCANINY UX ApaMaTHUe-
cku#l akrep Hrops BepHUK) mogaBagioTcs B
IIEPBOM Ke CIIeHE CIIEKTaKAd. DT0 — ayKIIU-
oH; HypeeBa yxe HeT Ha cBeTe, eT0 UMY-
IIIECTBO BBICTABAEHO Ha IIPOAAXKY, U ayK-
IMUOHUCT OBICTPO, HO TIOAPOOHO OTTUCHIBAET
Kaxayo Bellb («AotT 17. O6ou. [1ate pyao-
HOB. 30A0TO€ THUCHEHUE Ha Koxke. Kurai,
XVII Bex. OcTaaHCh IOCAE NEKOPHPOBAHUS
criaabHU MuCTepa HypeeBa Ha HabepexkHOH
Boarprepa. dap XKakaue Kernenm). Obou
OPeabIBAIIOTCH, KOBPhI PACKaThIBAIOTCA
Ha TI0AY, KOCTIOMBI MEPIIAIOT ODAECTKaMU
B CTEKASHHBIX BUTPUHAX, ayKIIMOHHASI
TOAIIa KoAbINIeTcsa. Korma Ha mponaky BbI-
craBasgeTcd Oeaada pybainka, KynAeHHAas
HypeeBriM elle B AeHUHTpaie, — IOKyIla-
TeAN MTHOBEHHO MCY€3aI0T CO CIIEHBI, U
MBI OTIIpaBAsgeMcd B KoHell 50-X Ha YAUIY
3oxuero PoccH, B peneTUIIMOHHEBIN KAacc
OaseTHOH IIKOABI. Tak ycTpoeH Bech Oa-
AET — IECSITKU OBICTPBIX CAOB ayKITHOHUCTA,
CEeKyH/IHas I1ay3a — U Ha ClleHe HaM IIoOKa-
3BIBAIOT COOBITHSI, CBSI3aHHBIE C TEM UAHU
HUHBIM AOTOM.

Ho pasroBapuBaeT He TOABKO ayKIIH-
OHUCT — CO CLIEHBI 3By4YaT U JOHOCHI, Ha-
nucaHHble Ha HypeeBa B fHU racTpoaeit
MapuuHckoro (rorga Kuposckoro) Tearpa
B [Tapuke, rie oH BeA Ce0sl CAHUIIIKOM BOAB-
HO JOASI COBETCKOTO YeAOBEKAa, U PEIAUKU
CaMoOTr'0 TAaBHOI'O Teposi, KOrga OH KOMaHy-
eT IPYyTUMHU apTHUCTaMHU, 3aHUMALACH I10-
CTaHOBKaMHU CBOUX OaaeToB B EBpone. 910
MHOKECTBO CAOB, HEIIPUBBLIYHOE JAS yXa
OaseToMaHa U KakK ObI MENIAOIIEE TEYEHUTO
MeAooUH, MPUAYMaHHBIX KOMIIO3UTOPOM
Uaveit [leMylIKHUM, Ha CaAMOM [IEAE — CO3HA-

TEABHBIH X0/ ITIOCTaHOBIINKOB, UX BhICKA-
3bIBaHUE 0 BpeMeHU. baaeT B XX Beke — u
TeIleph — y2Ke He MOKeT KUTh B OalllHe 13
CAOHOBOM KOCTH, BBICTPOEHHOM U3 IIpeKpac-
HBIX 3ByKOB My3bIKH. CyeTa MHpa U 3A0CTh
€ro (KaK B CAyYae C JOHOCOM) HEIIPEMEHHO
BTOPTHYTCS B 6aAeTHBIH MHp, 3aCTaBAT
y4YHUTHIBATh cebs, OyAyT HacTauBaTh, 4YTO
OHHU — TOXKE YacThb XKU3HEHHON apTUTYPHI.
Ho He ToABKO caOBa (CTOAETHUS TIOAPL,
cuuTaBIIHeCcd BparaMu TaHIla), C IEHHUEM B
3TOM CIIEKTaKAE TOXKE IpHUAyMaHa BoHHa.
B BaranoBckom yuuauite, rae FOpuii [Toco-
XOB, HAYWHAS C IIPOCTHIX ABUKEHUY OaseT-
HOT'0 KAacca, CO31aeT Pa3BEepPHYTHIN «Hapas
BO3MOXKHOCTeH», Top:KecTByeT 6aaet. He
ToabKO Hypees (BaagucaaB AaHTpaTos),
BBIIEASIONITUIECA Ha ob11ieM poHE ocobeH-
HO IIOAE€THBIM IIPBIZKKOM, HO BC Macca
Koprebaaseta IEMOHCTPHUPYET OTAUYHYIO
BBIyYKY, UX I'€pOH TOYHO I'OTOBEI K pabo-
Te B MapunHcKoM Tearpe. Ho naaee cpasy
CAEYET ClIEHAa «TOP3KECTBEHHOI'O KOHIIEPTay,
rae BeixonaT 40 MpadHbIX apTUCTOB X0pa,
Iepen HUMH BCTaeT BHYIIHTEAbHAS gaMa-
coauctka (CBetaaHa IllnaoBa) — ¥ HauMHaET
3By4aTh MOHYMEHTaAbHAs IaTPUOTHYECKAS
necHd. Ee TaxeAblld, KA3€HHBIA PUTM OT-
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YEeTAUBO IIPOTUBOCTOUT AETY4YEMY HUCKYC-
CcTBy Oaaera.

BoT 4TO BaXHO: €CAH CAOBa TakK U OCTa-
oTca BparaMu HypeeBa (korma oH KOMaH-
OyeT Ha pPeleTHIINH — OH I'Py0, TO eCThb He
MOZKeT BBIPA3UTh CBOU MBICAH TAK, YTOObI
HHUKOI'O He OCKOPOUTE), MY3BbIKY OH IIOCAE IIO-
Oera nmobexkaeT, mpucBanBaeT. ToABKO Ha-
CTOAIIYIO MY3bIKY, & HE IIPUMUTHUBHBIE Map-
LIV — B CLIEHE, I/le I0OKa3aH CaMbId paclBeT
Kapeepnl HypeeBa, roe oH cebs ourymiaeT
KopoaeMm-coaHI1Ie, 3TOT caMbIii KOpoAab-COAH-
1€ U [TOIBASIETCH, U IIOET — IIPEKPACHBIM
KOHTpaTeHopoM Baaguma Boakosa.

[ToBecTBOBaHUE B 6aseTe 3aeP>KHUBAET-
Cd Ha TeX COOBITHAX B 3KU3HHU TAHIOBIIUKA,
qTo [TocoxoB 1 CepeOpPEeHHUKOB CYUTAIOT
caMBbIMHU BaXXHBIMHU. Ydyeba B BaraHoBckoH
LITKOAE, «IIPBIZKOK B CBOOOLY», hoTOCECCHS B
ctyauu Puyapna ABenoHa, BcTpeda ¢ OpH-
KoM BpyHOM — 3T0 nepBeIit akT. Bo BTOpoM —
racTpoAbHad AUXOpaJgKa apTHUCTA, €ro «COA-
HEYHOE» TOPKECTBO, II00er 0T MHpa Ha CBOH
OCTPOB U IOCAeIHSI paboTa — II0CTaHOBKA
«Bagnepkm», roe Hypees nipobyeT cebg Kak
nupuxep. V3 bnorpaduyecKux ClieH caMast
cuAbHa4d — 1yaT ¢ Opurom BpynoMm. Poab nat-
CKOr'0 TaHIIOBIIUKA 3KCTpPa-Kaacca, IIoKa-

3aBIIIETO IrOpAOMY Oeraelry, 4To 6aseT MOKeT
OBITH BUPTYO3HBLIM U 6€3 BOMHCTBEHHOI'O Ha-
nopa, 6e3 pa3pbIBaHUS IPOCTPAHCTBA B KAO-
4bd, Hay4uBlIero HypeeBa 1IeHUTE B TaHIIE
4YUCTOTY ABUXKEHUH, B BoabIlloM focTasack
Henncy CaBUHY — U 9T0 ObIA (paHTACTUYECKHU
TOYHBIH BEIOOP ITOCTAHOBLINKOB. CaBUH He
CXO0xK ¢ BpyHOM IIIKOAOH, TeMIIEpaMEHTOM,
Jaxke [IBETOM BOAOC — HO OH TaK TOYHO IIepe-
HSA CO CTapbIX 3alllcell 3Ty MaHepy TaHIa,
9TH XKECThbl U BHUMATEABHBIN B3TAL[, YTO
BO3HHKAaAa UAAIO3Ud, OYATO B IPYTOM TeEAE
Ha clieHe BoABIIIoro aBUACH UMEHHO caM
BpyH. A nuasor HypeeBa u BpyHa B perne-
TUILIIOHHOM 3aA€, IIOCTABACHHBIN IIOYTH
0e3 IPUKOCHOBEHUH, HO TaK, OyATO repoeB
CBSI3bIBAET HEBUAUMAY HHUTh, HUYYTh UX HE
CTECHLIOIIAad, U 3aKaH4YNBAIOIIUNCI KpaT-
KUM (pUHAABHBIM OOBSITHEM, HaBEPHIKA
BoimeT B ucropuio 6asera XXI Beka.
[TocaemoBaTeabHOE U3AOKEHHE OHorpa-
dru 1BasKABI IPEPIBAETCS SIIU300aMU-
«IMCbMaMW. B IepBOM aKTe BCAYX YUTAIOTCH
CeromHsIIHNe IIocAaHud HypeeBy oT Tex TaH-
LIOBIIIUKOB, YTO HAQYHWHAAHU CBOIO Kapbepy B
ITapuzkckol oriepe B TO BpeMs, KOria KMEHHO
Hypees ero pykoBoaua, — 3To nuceMa lllapaga
Kromna, Manysaa Aerpu u Aopana Haepa. Bo
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BTOPOM — 3alIUCKH paboTaBmux ¢ HypeeBrim
OaaepuH, 3By4aT caoBa AAAbl OCHIIEHKO U
Haraasu MakapoBoii. B kaxxaoMm u3 3Tux
3MIHU30ZI0B BO BPEMSI YTEHUS HIeT OMHO baseT-
HOE COAO — B COOMpATEABHOH POAN YUeHHKA
BBIXOAUT Bauyecaas AomnaTuH, B poad [JUBBI —
CeTaana 3axapoBa. Ecau Tanerr Yuenuka
boaee abCTpaKTEH (XOTS CTUAB TAHIA, ECAU
BBIOHPATH U3 TPEX IIEPEUYHCACHHBIX (DpaH-
IIY3CKHUX 3TyaAel, 6oaee BCero HaIlOMHUHaeT
Aerpn), To CBeTaaHa 3axapoBa, HECOMHEHHO,
pucyet B TaHle Haraabto MakapoBy.
KomMmmnosutop Mabga [leMyIKUNA BCTaB-
ASET B CBOIO IApPTUTYPY MHOXKECTBO IIUTAT
U3 CTApPUHHBIX 62A€TOB U «ATa’KHUEeTTO» U3
[Taro#t cumcporuu Maaepa (Ha Hero rocras-
AeHO coao [JuBrl). B hrHaAe OH IIOAHOCTBIO
nepesaeT CBoU npaBa AABUTY MUHKYCY —
U MBI cABIIIIM (puHaA OaseTa «Basnepkay,
BbIXOM TeHel. Y:ke oueHb OOALHOM, IITaTKO
crynawomui HypeeB MeIA€HHO UAET 10
CLIEHE K OPKECTPOBOHU fAMe, CIIyCKaeTCHd B
Hee — U Aupuxep AHTOH ['pHUIlaHUH yCcTyna-
€T eMy MECTO. A 110 U3BUAUCTOMY IIaHAYCYy
B TAyOHHeE CIIeHBI CTYIIAIOT Te caMmble TeHu,
npuaymaHHble elie Mapuycowm IleTuna.
HeT, Bce-Taku He Te XK€ caMble — BCKOPe
B Ps TAHIOBIIUIL B 6EAOCHEKHBIX ITa4-

Kax BCTpauBalOTCHd U TAHIIOBIIUKH. JTO

He «T'pokanepo ne Moute-Kapao», oHH He
n300pakaioT 0asepHUH — HUKAKUX [1a4eK U
nyaHToB! Y HUX CBOM, MY?KCKOM II1ar, HO OH
TaK XKe UAEaAbHO COBIIAJAa€eT C I€YaAbHOU U
quCcTOH My3bIKOH, KakK mar TeHeH-neByIIeK.
Kornma kopnebaaseT 3amoAHSET CLIEHY, My3blI-
Ka Ha4HWHaeT yTUXaTh, UCYE3aTh, UCIIApPAET-
cdg coBceM — HO HypeeB U B IOAHOM THUIIIMHE
IPOAOAKAET JUPUKUPOBATE OOKECTBEHHBI-
MU IpHu3pakaMu 0aseTa, K KOTOPBEIM U caM
TEeIephb IPUHAIACKUT.

Ce3on-2017/18 6orat 6areTHBEIMHU COOBI-
THUAMHU B BOABIIIOM — rAaBHBIHN TeaTp cTpa-
HBI yXKe cTaHIeBaa «3a0bITyI0 3eMAO» Upxku
Kuanana u «PoMmeo u [I3KyAbeTTY» AreKCed
Parmanckoro. Bnepeau konpoayknus ¢
FamOyprckum 6asetroMm — «<AHHA KapeHnHa»
[>xona Holimatiepa, rae aericTBUeE Iiepe-
HECEHO B HalllU AHU U AareKceld KapeHuH
CTaA IIOAUTHKOM, a 6€30TBEeTCTBEHHAS XKeHa
IIOPTUT €MY IHIOAUTHUYECKUH UMUAXK. Ho
O4YEeBHIHO, YTO I'AaBHOE COOBITHE Ce30Ha BCE
xe «Hypeen», 0aseT TOpbKUH U ITI€YaABHBIH,
OaseT BO3BBIIIIEHHBIH U SICHBIH. B KoTOopoMm
[Ba C IIOAOBUHOM 4aca UAYT TOPTHU U KOTO-
prlit 6e3 Bcgkoro nnadgoca yrBepKIaeT, 4TO
HEKOTOpPBIE BEIIU KYIIUTh HEBO3MOKHO.
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Anna GORDEYEVA
Photos courtesy of Bolshoi Theatre press-service

he production that was
staged by choreographer
Yuri Possokhov
and director Kirill
Serebrennikov at the
country’s main theatre
can hardly be called
simple ballet. Yes, it
includes many dances — pure neoclassicism.
But it also has a lot of text and singing.
And it is this scale, this immensity, this
unwillingness to accept any kinds of
boundaries (three hundred people come out
on stage — a headache for any manager) that
make “Nureyev” resemble its protagonist.
The words (and drama actor Igor Vernik
who delivers them) appear in the production’s
very first scene. It’s an auction; Nureyev is no
longer among the living, his belongings are
put up for an auction, and the auctioneer is
describing each item in a quick but detailed
manner. (“Lot 17. Wallpaper. Five rolls. Gold
embossing on leather. China, 17th century.
Leftovers from the renovation of Mr. Nureyev’s
bedroom at the Quai Voltaire. A gift from

£
83
<
=
S
<
i
S)
M

iNno

og

Mikhai

Photo by

Jacqueline Kennedy”). The wallpaper is
exhibited, the rugs are rolled out on the floor,
costume sequins glimmer in the glass cases,
the auction crowd sways. When a white shirt
that Nureyev bought back in Leningrad is put
up for auction, we find ourselves in late 1950s
on Architect Rossi Street at a ballet school
rehearsal class. That is how the entire ballet
is constructed — dozens of rapid-fire words
from the auctioneer, a second’s pause — and
the events that are connected with one lot or
another are presented to us on the stage.
Denunciations written about Nureyev
during the Mariinsky (then Kirovsky) Theatre’s
guest performances in Paris, where he
behaved too liberally for a Soviet person, as
well as the remarks of the main protagonist
himself when he bossed other actors around
while working on his own productions, are
also heard from the stage. This multitude of
words, so unusual to the ear of a ballet fan
and one that seemingly interferes with the
flow of the melodies created by composer Ilya
Demutsky, is, in reality, a conscious move on
the part of the producers, their commentary
on the time. In the 20th century — and now —
ballet can no longer live in the ivory tower
constructed with the beautiful sounds of
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music. The hustle and bustle of this world as
well as the malice within it (as in the case with
the denunciations) will undoubtedly barge into
the world of ballet, will insist that they, too, are
part of life’s score.

But it is not just words alone (that
century after century were considered to be
the enemy of dance), this production also
wages war with singing. Ballet triumphs
at the Vaganova Academy, where Yuri
Possokhov creates an all-out “parade of
possibilities”, starting with simple ballet
class moves. And it’s not just Nureyev
(Vladislav Lantratov), who stands out with
his exceptionally aerial leap, but the entire
bulk of corps de ballet that demonstrates
excellent skill, their characters seem to be
ready to go work at the Mariinsky Theatre.
But then it is immediately followed by a
“gala concert” scene, where forty grim-
looking choir artists come out on stage, an
imposing soloist lady (Svetlana Shilova)
stands before them — and so begins a
monumental patriotic song. Its heavy,
formal rhythm stands in clear counterpoint
to the aerial art of ballet.

But if words continue to remain
Nureyev’s enemy (when he is in charge

MUT-UH®O Ne4 2017
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during rehearsals he’s rude, in other words,
he can’t express his thoughts in such a

way as not to offend anyone), the music he
manages to conquer following the escape,
takes possession of it. Real music, though,
not the primitive marches — in the scene
that shows the very prime of Nureyev’s
career, when he feels like the Sun King, this
very Sun King appears and sings in Vadim
Volkov’s beautiful countertenor.

The narrative in the ballet lingers on the
events in the dancer’s life that Possokhov
and Serebrennikov consider to be the most
important. His studies at the Vaganova
Academy, his “leap to freedom?”, his photo
shoot in Richard Avedon’s studio, his
meeting with Erik Bruhn - that’s all in Act
I. Act II includes the artist’s touring fever,
his “solar” triumph, his escape from the
world to his own island, and his very last
work — the staging of “La Bayadére” where
Nureyev tries his hand at conducting. The
strongest of the biographical scenes is the
duet with Erik Bruhn. The part of the Danish
world-class dancer, who showed the proud
runaway that ballet can be virtuosic even
without aggressive charge, without ripping
the space to shreds, who taught Nureyev the
value of the purity of movement in dance,
at the Bolshoi Theatre was given to Denis
Savin — and it was an exceptionally perfect
choice on the part of the producers. Savin
does not resemble Bruhn in his style, his
temperament, or even the color of his hair —
but he copied that manner of dance, those
gestures and that attentive gaze from old
recordings with such precision that one
had the illusion of watching Bruhn himself
appear on the stage of the Bolshoi Theatre
in another’s body. And the dialogue between
Nureyev and Bruhn at the rehearsal hall,
which was staged virtually without touches
but in such a way that the characters seemed
to be connected by an invisible thread that
didn’t constrain them one bit and finished off
with a brief, final embrace, will likely become
part of ballet history of the 21st century.

The biography’s sequential exposition
is interrupted twice by “letter” episodes.
Contemporary messages to Nureyev from
dancers, who began their careers at the Paris
Opera when Nureyev was its director, are
read out loud in Act I — those are letters from
Charles Jude, Manuel Legris and Laurent
Hilaire. Act II includes letters from ballerinas
who worked with Nureyev, the words of
Alla Osipenko and Natalia Makarova are
heard from the stage. During the reading



in each of these episodes a ballet solo takes
place on stage — Vyacheslav Lopatin comes
out in the composite role of the Student,
Svetlana Zakharova as the Diva. And
while the Student’s dance is more abstract
(even though the style of the dance is more
reminiscent of Legris if one were to choose
between the three aforementioned French
stars), Svetlana Zakharova undoubtedly
depicts Natalia Makarova in her dance.
Composer Ilya Demutsky injects his
score with numerous excerpts from ancient
ballets as well as “Adagietto” from Mahler’s
Symphony No.5 (Diva’s solo is set to that).
In the finale he gives up all of his rights to
Ludwig Minkus — and we hear the finale
of the ballet “La Bayadere”, the Kingdom
of the Shades. Nureyev, already very ill,
walks unsteadily along the stage toward
the orchestra pit, steps down into it — and
conductor Anton Grishanin gives up his place
for him. And those same Shades, created
back in the day by Marius Petipa himself,
walk along the winding ramp at the back of
the stage. No, not the same ones after all —
soon male dancers insert their way into a
row of female dancers in snow-white tutus.
This is no “Trockadero de Monte Carlo”, they

are not pretending to be ballerinas — there
are no tutus or pointes! They have their
own masculine step, but it matches just as
perfectly with the melancholy and pure music
as the step of the women Shades. When
the corps de ballet fills the stage, the music
begins to die down, disappear, evaporates
completely — but Nureyev continues to
conduct even in complete silence, directing
the divine specters of ballet, specters that
now count him among them.

Season 2017/2018 is rich with ballet
events at the Bolshoi — the country’s main
theatre has already performed Jifi Kylian’s
“Forgotten Land” and Alexei Ratmansky’s
“Romeo and Juliet.” Coming up they have a
coproduction with Hamburg Ballet — John
Neumeier’s “Anna Karenina”, where the
setting is moved to our time and Alexey
Karenin became a politician, and his
irresponsible wife is ruining his political
image. But it is clear that the season’s main
event is still “Nureyev”, a ballet that’s bitter
and sad, a ballet that’s exalted and bright.
A ballet, where the auction goes on for two
and a half hours, and where the audience is
told without any grandstanding that certain
things are not for sale.
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N3PAMABCKUY PEXXUCCEP MAAH POHEH, MHOT'O AET
PYKOBOIMBIINN HAITMOHAABHBIM TEATPOM «['ABUMA®,
HEO/IHOKPATHO TPME3XAET B POCCHIO, B TOM YHCAE
1 B KAYECTBE IIOCTAHOBIIMKA. B 0AUH U3 CBOUX
MIPUE3/IOB (HA ®ECTHBAAL COIO3A TEATPOB EBPOIIBI C
«KEAE3HOU NOPOTrOM B [IAMACK») OH JOTOBOPUACH C
FOruEM COAOMUHBIM O HOBOM ITOCTAHOBKE.
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epBoii coBMeCTHOH paboToit Maana

Ponena u Tpymnmnb: Maaoro Tearpa

ctaa «MelaHUuH BO JBOPSHCTBE»

B 1990 rony. AtomMmuay TuToBy,
Bukropa BynakoBa, 3uHauny AHapeeBy U
Bopuca KaroeBa oH yzke 3HaA 10 paboTe, a
IIpO YHUKAaABHBIN nap Bacuana Boukapesa
OBbIA TOABKO HACABIIIAH U YOEeIACS B HEM B
HOBOH paboTte, cTaBliIell cBoeoOpa3HbIM ITOA-
HOIIIEHUEM K 75-AeTHIO akTepa. BeiGop maa
Ha «BusuT crapod naMeb [JroppeHMarTa.

Haan PoHeH nipuexaA BMECTE CO CBO-
€M IIOCTaHOBOYHON KOMaHIOH. XyIOKHUK
Anau Ben-Haxinon AapoH BeICTpoHAA
PYHKIIMOHAABHYIO PAMKY CO CTE€KASHHBIM
3aJHUKOM, Ha KOTOPOM BO3HHUKAIOT pa3-
HBIE€ TEHU: YHBIAOE HACTOMIIEE U pa3MblTad
nepcrnekTuBa Oyaymtero. 'opox I'roaseH (B
IIEPEBOME C HEMEILIKOI'O — «<HaBO3», €CAH HE
CKa3aTh OIIPEIEACHHEE) ACKUT Ha Ilepeceye-
HUU KaKHUX-TO MU(PUUECKUX JOPOT: MEXKIY
Pumowm u Iropuxom, mexny I[lapuxem u
[Iparoit, Be3ae U HUTAE, U [10€3/1a B OCHOB-
HOM IIPOHOCSTCHA MHMO HETO.

XymoxKHUK 110 KocTioMaM AHarT IlltepH-
myc begaHu onea repoeB B CTPOrOM COOT-
BETCTBUHU C IIbecoii: Ha Kaape — cBepKaro-
iye Hapgabl, Ha IOAUIIeHiCKoM — popMa,

Ha BCeX Ieposx, HaOpaBUINX KPEeOUTOB, —
JKeATble OOTHHKH, 3aTeM KeATble apdel,
IIASIIKH, KOCTIOMBI. CIIEIIMaAUCT I10 BUZEO-
acppexram Moas KosH 3aHAACH PHCYHKAMHU
Ha CTeKAe — DOABIIHE IPUBOK3aABHBIE YaChI
OTMEPLIOT BPEMSI 10 IIPUOBITHS [10€30a UAU
3Ke BpeMd, OTIIYIIEHHOe CYyAbOOH, IpHuOAU-
}Kawluicd 3A0Be1ui cuayaT Kaape! [axa-
HACChbSH HAU Oerylnye HaBCTpedy OepeBbd.

«Bu3uT cTapoit jaMbl» MOXKHO IIOCTaBUTh
KakK [1apoauio Ha obe3yMeBIiiee o0IIecTBO, KO-
TOpOE F'OHUT B3alllel OCTYIUBIIYIOCcS OeqHYI0
[EBYIIKY, HO TOTOBO OECKOHEYHO YHUKATHCH
epen HeH ke — MUuAArapaepireii. Koropoe
COBCEM HEJIOATO HIPUAEPKUBAETCA IIPUANYUH
U 9YEeAOBEKOAIOOUS U A€TKO T'OTOBO OTKAa3aThCs
OT CBOMX K€ IIPHUHIIUIIOB Paay JapMOBOIr'O
n3obuaus. Kotopoe noacazkmuBaeTcs Ha TAaB-
HBI¥ HAPKOTHUK ITOTPeOACHUS — KPEUTHI, OT-
AOXKEHHYIO PacIiAaTy — ¥ CIaeTcs B pabCTBO.
U nazke raaBHag €ro «I4efiKa» — CEMbsI — TOTO-
Ba K IIPeIaTEABCTBY CPEIU IIEPBBIX.

MozkHO — 1 KaK UCTOPHIO AI0OBH, KOTOpad
HUKOI/IA HE IIPU3HAET KOMIIPOMHUCCOB U IIOTPE-
OyeT Tebdg BCero, «I0 IIOAHOU rubeAr BCephesy.

Bacuauit BoukapeB, aKTep-UHTEAAEKTYaA
C IIPEAEABHON TOYHOCTBIO KazKJ0H MHTOHA-
ITMH U KaXKJI0T'0 JKeCTa, KOTZIa-TO ITPOIIEATHHI

Ne4 2017

MUT-MHPO

19



20

mKkoAy AHaToand BacuareBa («Cepcor» u dlep-
BbIM BapuaHT Bacch! 2Keae3HOBOH») 1 10 CUX
1I0p cODAIOIAIONITHH el BEPHOCTD, IIOAHUMA-
eTcd U HaJl MEAOIPaMOM, U HaJ COLlTUAaAbHOMU
catupoi. B poau Masa, MaAr€HBKOrO 4eAOBEKA
C TSKEABIM I'DEXOM B ITPOIIIAOM U OECKOHEY-
HOM KWU3HEHHOU PYTHHOH B HACTOMAIIIEM, OH
urpaeT MeTapU3NIECKUH CIOKET O HETOTOB-
HOCTH K CMEPTH, CyZe HaJ CaMUM CO00H u
npuHaTHYA HensbexxHoro. B cBoe Yuctuauiie
Haa ontagaeT erie npy 3¢ MHOH >KHU3HU.

Haa Bacuaug BoukapeBa IPOXOAUT
OTPOMHBIN IIYTH — OT MAAE€HBKOI'O CYyEeTH-

MUT-UH®O N4 2017

IIIETOCH Y€AOBEYKA, KOTOPBIH ITpendyB-
CTBYeT CBOH 3Be34HBIH Yac — OyproMucTp
(Aaekcarap KAIOKBUH) HA3HAYUT €0 IIpe-
€MHHKOM, €ECAU OH CMOXKET «KOHBEPTHUPO-
BaThb» CBOIO IABHIOIO AIOOOBE U IIOJIAOCTD B
BBITOAY OAs roporna. Toro ke yeaoBedKa,
pas3maBAEHHOrO JKUBOTHBIM CTPAaxoM, Koraa
Kaapa npenaaraet ropoxxkaHaM KyIIHUTb
cebe OaarorioAydue 1I€HOM €ero XHU3HU, U
pabckoil 6aaromapHOCThIO, KOTA Ha MUT

OH IIOHAAETACS, YTO CBOHU €r0 HE CAANYT.

J1o omHOKOr'0 CTpaHHUKA, KOTOPBIH IIpo-
1I1eA Yepe3 THEB Ha ropokKaH 3a To, UYTO He
TOABKO IIEHOH ero CMepTH XOTAT KYIIUTh
cebe OaaroroAydue, HO U IIEHOM €ro HOBOTO
rpexa, caMoyouiicTBa, KyIIuTh cebe YHUCTYIO
coBecThb. Uepes OYHT, 4yTh HE TOAKHYBIIHH
ero Ha ybuiicTBo. Yepes BHHY Ilepel PoK-
JEHHBIM U IIOrU0IIINM pebeHKOM, KOTOPOTO
OH HUKOI/a He BUAeA. Yepes IpocHyBHINHCS
[ap IpeaBUAEHUS — OH 3HAeT Hallepel, YTO
JazKe AyYIIIHE U3 ero COrpakaaH, YIUTEeADb
(Baagumup HocHK) oTBEPHETCS OT HETO
(IIpexxkme, yeM IIPOIIOET METYX, Thl TPUKIBI
OTpeYenIbCs OT MeHsh). I B KOHEYHOM cUeTe
yepe3 0AaromapHOCTDb — Beb €CAN ObI He
BHU3UT CTapOi faMbl, OH TaK U OCTaACS ObI
Cpenu IIpeaaroinx.



COLLABORATION

Alone, amidst
the Pharisees

Olga FOUX. Photos by Ivan Novikov-Dvinsky (website of Maly Theatre)

ISRAELI DIRECTOR ILAN RONEN, WHO FOR MANY YEARS
HEADED THE HABIMA THEATRE, REPEATEDLY COMES TO
RussIA, AS A DIRECTOR AS WELL. DURING ONE OF HIS
VISITS (TO THE FESTIVAL OF THE UNION OF THEATRES OF
EUROPE WITH THE “ROAD TO DAMASCUS”) HE ARRANGED
WITH YURI SOLOMIN TO STAGE A NEW PRODUCTION.

No4 2017 \MHT-UH®O
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he first joint work of Ilan Ronen

and Maly Theatre’s troupe was “Le
Bourgeois Gentilhomme” in 1990.
Lyudmila Titova, Viktor Bunakov,
Zinaida Andreyeva and Boris Klyuev, he has
already met during their work, as for Vasily
Bochkarev he has only heard about his
unique gift to be convinced of it during a new
work for the 75th anniversary of the actor
which became “The Visit of the Old Lady.”

Ilan Ronen came with his production
team. Artist Lily Ben-Nahshon Aaron built a
functional frame with a glass backdrop, where
various shadows appear: sad present and
blurred perspective of the future. The city of
Gullen (“manure” in translation from German,
to say the least) is situated at the intersection
of some mythical roads: between Rome and
Zurich, between Paris and Prague, everywhere
and nowhere, and trains mostly pass it by.

The costume designer Anat Sternus
Bedani dressed the heroes in strict accordance
with the play: Clara wears glittering outfits,
policemen are in the uniform, all the heroes
who took out loans have on yellow shoes, then
yellow scarves, hats, suits.

“The Visit of the Old Lady” can be
staged as a travesty of a mad society that
used to boot out a poor girl, who had made
a mistake, but now is ready to lick her feet
when she is a billionaire. Which does not
last long for decency and philanthropy

MUT-UH®O Ne4 2017

and is easily ready to abandon its own
principles for the sake of abundance free of
charge. Which can’t resist the main drug of
consumption — loans, postponed payment —
and surrenders to slavery. And even its
main social unit — the family — is ready for
betrayal among the first ones.

It may be staged as a love story, where
compromises are never acknowledged
and your whole self is required, “until the
complete death in earnest.”

Vasily Bochkarev, an intellectual actor
with the utmost precision of every intonation
and every gesture, who is still true to Anatoly
Vasiliev school, rises both over melodrama
and social satire. In the role of Ill, a little man
burdened by a grave sin in the past and an
endless life routine in the present, he plays
a metaphysical plot of being unprepared for
death, for judging himself and for accepting
the inevitable. In his Purgatory, Ill is sent
down still during his mortal life.

I11 of Vassily Bochkarev has gone a long
way — from a fussy little man who anticipates
his moment of glory — the mayor (Alexander
Kliukvin) would appoint him his successor
if he “converts” his old love and villainy into
a profit for the city. The same man, crushed
by animal fear, when Clara offers the
townspeople to buy their well-being at the
cost of his life; his slavish gratitude, when
for a moment he hoped that they would not
give him up. Through a riot that almost
pushed him to murder. Through guilt with
regards to the dead child he had never seen.
Through awakening gift of foresight, he knew
in advance that even the best of his fellow
citizens, the teacher (Vladimir Nossik) would
turn away from him (“Before the rooster
crows, you will deny me three times”). And
ultimately through gratitude — if not for the
visit of the old lady, he would remain among
the betraying.
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PECTHBAAH

TeaTpaAbHas
EBpomnna B MockBe

Onvea PYKC
domoezpaguu npedocmasaeHvl npecc-cayskbamu pecmusaneii «Teppumopus» u NET

[IoCUIETH B BUBAUMOTEKE U OTHOBPEMEHHO OBAETETH
BECb MUP, BBICAYIIIATh UCIIOBE/I YMUPAIOIINX,
[TPSIMO HA CIIEKTAKAE BBIYYUTH HAU3YCTH COHET

[ITEKCIIUPA, [IPOCAYIIATb TEATPOBEIYECKYIO AEKLIMIO
EKA 1 [TAHETUPHK T'OAYBSI, TIPU3HATBCSI B AIOBBU

CULIIEMY PSIZIOM CAYYAMHOMY COCE/Y — YET'O TOABKO

HE TTPUIIIAOCH CIEAATH DTOM OCEHBIO MMOYUTATEASIM
AKTYAABHOT'O TEATPA B ET'O PACIITUPEHHBLIX TIOYTU 10
BE3IPAHUYHOCTU I'PAHUIIAX. B HAIIIEM OB30PE —
CAMBIE SIPKUE COBBITUS OCEHHUX ®ECTUBAAEN
«TeEpPuTOPUSI» U NET.

MUT-UH®O N4 2017

domo: [xynuar Mommep



Domo: Anexcarop Iletin

MaurnHa BpeMEHH

KWHO®UABM «BMASIKOBCKHH»
PEXXKHMCCEP AAEKCAH/IP IIEHH
«TEPPUTOPU Sy

'y'pe}KHccepa Aaekcanppa Illetina, Ko-
TOpBIH paboTaA Ha CBOUM (PUABMOM
LIECTD A€T, ObIA BBIOOP, KAKOMY (DECTUBAAIO
OTHATH IAS IIEPBOTO II0Ka3a CBOY (PHABM —
MoCKOBCKOMY MEXXAYHapPOLHOMY UAHU
«Teppuropum», u oH 6e3 pazayMui Beiopaa
BTOpPOHU. IIOHATHO, 4YTO IIOCBAILIEH OH TParu-
gyecko purype MassKOBCKOT0, PEBOAIOIIHUH
TIOAUTHYECKON U MO3THYECKOH, KpaxXy BCexX
Hazaexxa. Ho 3To ToABKO AMIIIb OUH CAOH
duabMa, Ie XyLoxKecTBEHHAd TKaHb U J10-
KyMeHTaAbHble CheMKHU (HaIpuMep, equH-
CTBEHHOH nouepu MasiKOBCKOT0) CMOHTHUPO-
BaHBI BHAXAECT.

pyro# — 1 MoxeT ObITH, faxke boaee
BaXXHBIH — aKTE€PCKOE II€PEBOIIAOIIIEHUE,
IpOXXUBAaHUE, BXXUBAHHUE B POAB, IIPHUCBO-
€HHe 4y3KOU cyab0bl, KoTopas HaunHAaeT

Domo: Anexcarop Illetin

BAUATBH HA CAMOI'O aKTepa, TOYHO MEHHLET
€ro Ha KA€TOYHOM YPOBHE, U TOrJa Ha4YhHa-
eTcd Urpa «I10 IIoAHOM rubeAn Bcepbes». Bor
aKTepbl COONPAIOTCS Ha IIEPBYIO pereTH-
U0, YUTKY: B 3y0ax CUTrapeThl, HAa CTOAE
BOJZla, B pyKaX AUCTOYKH C HE3HAKOMBIM,
HE IIPUCBOEHHBIM €IIIe, HE AETIINM Ha A3bIK
TEKCTOM: «IIOCBIAAY PEIIAUKY BIIEPEN, HE B
cebs», «<Hy maBai 3a Tponkoro noka s I1o-
4yuTaio»... BoT rpuMupyoTcs, BCMaTpHUBa-
fCh Yepe3 CBoe MeHsIolleecs n3obpakeHue
B 3€pKaAe, CAOBHO CMOTPAT CKBO3b TOAIILY
BPEMEHH U IIPO3PEBAIOT CBOETO I'epod
(mepeBonaomieHue B MagkoBckoro IOpus
KoAOKOABHUKOBA — 3TO YTO-TO (paHTACTHU-
geckoe). 1 BoT yKe «KOHYaeTCcs UCKYCCTBO,
U OeAbIfl CHeT HcuYe3aeT B YepHOHU AbIpe
HOYH, U peBHHUBadA Auasg Bpuk (Moaomyro
urpaeT YyanaH XamMarToBa, a cTapylo,
IIOYTH OKaMeHeBIIYI0 Bpuk, — AtonMuaa
MakcakoBa, 6eccTpallrHo HAaKUAbIBas cebe
roasl), 3a0bIB BCe XKeHCKUe 0O0M kI, KOAO-
TUT MadgaKOBCKOIO 3a TO, YTO HE OCTaACd B
[Tapuzke, He XKEHUACS «Ha TOM», HE CIIaccHd,
IIPOLIAsICh C 3 KHUBBIM, KaK C MEPTBBIM. 1
naasad ArpasnoB (EBrenuit MupoHoB) niepe-
TalThIBAE€TCHd B TEMHOTE.

OTOT YHUKAABHBIH (PUABM BepHETCS K
HIUPOKO# ImybGAuKe B peBpase OyayIIero
roga — Kak 4acThb XyA0XKECTBEHHOI'O ITPOEK-
Ta «Ataac MasskoBCKoro» B TpeThbaIKOBCKOM
raasepee, COeAUHUBIIErO0 KUHO, TeaTp, apT-
00BEKTHI U MYABTHUMEIVA.

MUT-UHeO 2285
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IIocAeAHHH NYTH

«HACAEOHUE. KOMHATA BE3 AIOI[EfI»
[TPOEKT LHHITE®PAHA KOI'H

N OOMHHHKA XYBEPA

TEATP «-BHIHA-AO3AHH»

U KOMITAHUY «PHMHHH ITPOTOKOA»
«TEPPUTOPUA»

MeCTO JOEUCTBUA — MAAEHBKUU KOPUIOP

C BOCEMbIO KOMHaTaMu. Ha moToa-

Ke — KapTa MUpa, Ha KOTOPOY BCIIBIXUBAIOT
U TaCHYT AAMITOYKH, 0003HaYas YbIO-TO
cMepThb. Tak BCIIBIXUBAIOT, IIPEXKIE YEM
yracHyTh, 3Be3abl. Kaxknadg n1Bepsb — IIOopTaA B
YBIO-TO CYABOY, TOUHee, B ee (puHaA, O KOTO-
POM YEAOBEK PEIIHACS paccKa3aTh aBTOPaM
3Toro npoekra. Heobxonumele nag pacckasa
AWYHBIE BeIH, apTedaKThl, BUAEO — U TOAOCA
Alofiel, HEKOTOpPbIE U3 KOTOPBIX YK€ YMEP-
au. HocuTeab reHeTH4EeCKOM CMEPTEABHOMU
00A€3HU U OTell MaA€HBKOH IOYKH, KOTOopas
CYacTAUBO H3bexkara OTIIOBCKOHM y4acTH U
KOoTOpasi Obl HE POAMAACE, €CAH OBl OH Y3HaA
0 cBoel 6oAe3HU [0 ee poxkaeHud. ['pak-
nauuH llIBetiriapuu, 5THUYECKUU TYPOK,
KOTOPBIH pENeTHPYET IIOCAEAHUY IIyTh Ha
poauny (B TypIiinu XopoHSAT GecriaaTHO).
CekpeTapiiia, KoTopasd MedTaAa O CIIeHe

MUT-UH®O No4 2017

Domo: Camroanb Pybuo

BCIO 3KH3Hb, HO IIPOKHAA €€ COBCEM HeE TaK,
KaK XOT€eAOCh, U TOABKO CMEPTH BbIOUpaeT
cebe cozHareabHO. CO3HATEABHBIN AKaMIIED,
KOTOPBIH IT03a00THACS O CBOel ceMbe Ha
CAyYal HeyZawHOTO IPBIXKKA, a CaM AaBHU-
pyeT MexXAy IpeneAbHBIM PHCKOM K IIOAHOH
paccynuteabHOCTEIO. EBpornetickas Muccuo-
HEepKa, KoTopasi OOABIIYIO YaCTh JKU3HHU IIPO-
Beaa B Apprke, BAFOOHMAACE B €€ XyI0KHH-
KOB U He ycCIleAa aozieAaTh POH CONeHCTBUS
uM. I[ToxXHABIe CyIIPyTH-0aHKUPEI, TOTOBLIE
OCTaBUTb COAUIHYIO CYMMY BHYKaM Ha 00-
pasoBaHue B ['epMaHNM, HO... BHYKU KUBYT
B Bpasuauu u 6pocuan yIuTh HEMELIKUY TIPU
IIOAHOM IIOIIYCTUTEABCTBE POAUTEAEH, a Te U
caMU He IIPOoYb 3a0bITh sI3bIK HAITUCTOB, Cpe-
U KOTOPBIX ObIAM U Te O0aHKuphl. Hefipobuo-
AOT, KOTOPBIH 3aHIACH IIPOOAEMOH CTapeHUs:
Oerpafallii Mo3Ta U YMUpPaHUS YyBCTB...

TbI IepexoqUIb U3 OHON KOMHATYIII-
KU B IPYIyIo, mepebupaents appuKaHCKHE
yKpallleHud u poTorpaduu ¢ J0KyMeHTa-
MH, OCMaTpHUBaenlb KOCTIOM IKaMIlepa,
elTb TYPELKUM AYKYM U CAyIIIaellb HCTOPHUH,
re AU IPOAYMBIBAIOT CBOH MOCAEIHUH
OyTh, TBOPSIT €r0, KaK (pUHAA pOMaHa, — U B
3TOM TBOpPYECTBE OOpeTaIOT II0AHYI0 CBODOO-
Iy U cCaMHUX Ce0sI.



Domo: Cmecpar Byprkya

ConpoTuBAEeHHE
MEMOPHILHAY
«HOYb B BUBAHUOTEKE»
PEXXVICCEP POBEP AEMAX
«TEPPUTOPUA»

ul

BHaque BbIAO CAOBO — KHUT'a KAHAJICKOTO
sccenctd AapbepTo Manread «Hous B
6ubanorekes. 3arem Pobgp Aénazk yBH

KaK MO}KH@*’ IIOCTaBUTD 3 TEKCEK 100U=g
IN=20) HaL[HOHaABHoa ﬁ/IGAI/IOT?KI/I e;6eKa
HeCKOABKO 3EACHBIX CTOAOB C{TAKEABIMH
HaCTOAI:HbIM{AaMHaMI/I " iaf atMocdepsr,
FrapHUTypa C BUAEO 360° 1 I'0AOC EBrenuga
MupoHoBa — mas npocmo*rpa; CIIeKTa-

KASI UAW BHIEOAEKIIVH, UAU I'PAHINO3HON
KOMIIBIOTEPHOM UTI'PBI, HAU SKCKYPCHUH I10
BUPTYaABHOMY IIPOCTPAHCTBY. MecTo mei-
ctBU4g — 10 KpacuBEHIINX U COBEPIIEHHO
pas3HbIX OMOANOTEK MUPA, BKAIOUAS CTOPEB-
LIy O AAeKcaHﬂpHﬁCKyI@ U BBIIYMAaHHYIO
KOAAeKnHio KanuTaHa HeMo U ake Koc-
MOC. 3pHTeAB CTAaHOBHTCS KYPCOPOM B BHD-
TyaABHOM HPOCTPAHCTBE: OT HETO 3aBHCHT,

KakK OH noQTponT CBOH HYTBH I10 KpacCHUBEH-
UM 6H6AI;IOTeKaM MI/Ip
Cpe/:LHqiaeKOBaﬂ 6ubiroTera B AALnax -
Kacraasuga fiag MOCBSILIEHHBIX: TOABKO MO-
HaxaM II03BOAEHO anKé caTbCcsd K KHI/II‘aM
ﬁ B Komnenragene: KAQAOUIILE He—

Bubauore

/

I
i

|

1

JaMHU, KOTOPBIX IIOYEMY-TO TIHET UMEHHO
ciona. HoeB kKoBuer 0ubanoTekKu MexuKo,
YKPBITOM Ha JHE OTPOMHOIO BBICOXIIIETO

#o3epa, CIPATAHHON OT 3€MAETPSACEHUM, Me-
HSIONIEH CBOH pa3Mepshl II0 IOTPEOHOCTIM
oubamodonna. Bubaroreka Kuoto — caok-
Hasg KpyTdmadacs KOHCTPYKIHUI, XpaHsaIias
PYKOITHCH U AIOOOBHBIE 3aITHCOYKH, CIIPSI-
TaHHAas B IPUPOAHOM paro. Bubanoreka
OTTaBhI, TI€ II0 HOYaM IOPXAIOT IITHILHI,
CA€TEBIIIHNE U3 YHUKAABHOI'O U3JaHUS 110
OPHHUTOAOTHH, I'le BCE OHU M300paskeHbI B
HaTypPaAbHYIO BEAUYHHY.

Onna u3 oubanorek — B CapaeBo — 11o-
Kas3aHa B CBOM caMbI¥l ApaMaTH4YeCKHUU
MOMEHT, BO BpeMd IoxKapa, HOXKHUPAaIOIEero
KHUTH (TOYb-B-TOYHb KaK I103Kap B AAeK-
CaHAPWH IIOKUPAA CBUTKH, TOYHO HUYIETO
He U3MEHHAOCH 3a [IOCAEHUE ThICSIYEAE-
TH4), IO 3ByKH BUOAOHYEAH, HA KOTOPOH.
MOAOAOH MY3BIKAHT UTPaA IIPSIMO IIOCPE- 2
v 6ombeskex. B 9TH IHH POAUACH HOBBIM

TEPMUH — MeMOPELIL, YHHUYTOXKEHHUE ' |
KOAAEKTHUBHOHN namMdaTu. Koropomy Tak M
PO, 3CTETUYECKH COBEPIIIEHHO U PaI0CTHO
conporuBAseTcd Pobep Aermaxk BmecTe cq
BCEMH 6H6AH0TeKanH Mupa.

Nod . 2017

e

"y ,"!,l

o

vur-ubeo. 27



PoxxaeHue HallHH
H3 AyXa TeaTpa
STH PABP |
«BEABI'HHUCKHE IIPABHAA /
BEABI'HS IIPABHT» I
KOMIIAHUS «TPYBASIMH»
«TEPPUTOPUS»

quprexqaCOBoﬁ antoc u papc Pabpa -
oMMazk cBoe¥ ponuHe Beapruu. Ctpa-
He, poauBIlelica B TeaTpe (Beabrus ponu-
AaCh KakK Hallysl, BAOXHOBHUBIINCH OIIEPOH
«Hemasga u3 IToptruan», mocae KOTOPOH IIy0AH-
Ka IIoHsSAA BOCCTAHHE... U HE BCTpPeTHAA
connpoTuBA€eHUd). CTpaHe, KOTOPYIO MOXKHO
mpoexaTrh U HE 3aMeTUTh. B KoTOopoi uaer
TOPU30HTAABHBIN NOXK/b, 8 BEYHO CEPOE
HebO0 OpIOCCEABITBI, B3IbIXAsI, HA3BIBAIOT
roAyOBIM. DTO BeCEABIH U I'OPbKHH, THEBHBIH
U HEXXHBIN, CyMacCIIeAIINHA, OCTPOYMHBIH
CIIEKTAKAB, ITPOIIUTAHHBIN yXOM CB06O-
OBl — ¥ OT KAKHX-TO 3CTETHUYECKHUX KAHOHOB,
U OT AIOOBIX KOMIIAEKCOB.

JercTByIOIIIE AHIIA — BAAAOHIIBI, (paa-
MaHAIBI, OPIOCCEeABIIBI, KaXKABIH cO cBoeH
UAEHTUYHOCTBIO U 93bIKOM, KaK-TO Y>KHUB-
Iyecs BMECTe.

ToacTble e3XKM-TeaTPOBENLI (C e3KaMU
acCOLIMHPYIOT cebsi caMu OeABIHHIbI), U POo-
MaHTHUYHBIE TOAYOH, [IOMOIITHUKY B BOMHAaX
U AIOOOBHBIX [eAaX, YIACTHUKH CIIOPTUB-
HBIX COCTs3aHUH (Deabruiickas Tpaauiud)
U XKEPTBbI YEAOBEYECKOTO I'ypMaHcTBa. Mx
OTIIAAKUBAET FOAYOATHHK B CEPOM XaAaTe,
IASI KOTOPOTO TOAYOM — ITOCAQHITHEI HHOTO,
AyYIIIET0 MupA.

TepcoHa u, COLIEIINE C IIOAOT
KUX OEABTUHCKHUX MAaCTEPOB, — YET
¢uHM, BOpKYIOIIas 0 cBoel ferm
(dbepMma 1 roayOSATHS, CHMBOA
cTabUABLHOCTH), MATPUTTOBC
B KOTeAKaX U OOHaKeHHasd
JKEHIITUHA C KapTHHBI
raputa Kaond B 6eaoMm

kuctu PeprHana Knonda, koropoit Padp or-
[aA UCIIOBeb FOHOM cozlepkaHKH «PO30BBIX

0aAeToB» (MOCTHIAHBIX OPIrui nas doradei u

IIOAUTHKOB K3 IIPOIIAOTO BEKA)...

MazkopetkHu, Hyapo u3 Bproccead, 2Kuau
n3 Bumta, TaHIOBINNIIA B I00Ke U3 ITMBHBIX
OyTBIAOYEK — YIACTHHUKH BCEBO3MOXKHBIX
0eAPTrHHCKHX KapHAaBaAOB.

AMa30HKHY B MeXax U C aBTOMaTaMH —
Beaprus yacTo NpourprlBasa CpakeHus
HAHU CAyXKUAA PA3MEHHON MOHETOH, beab-
TUs CTaAa [IePBBIM IIOAUTOHOM [JIASI Ta30BOH
aTaky (0TpaBASIOIINI ra3 UIIPUT HA3BaH B
4ecThb [Ie4aAbHOI'0 ropoma-kaanouina Umopa),
HO HAy4YHAACh IeAaTh IIpeKpacHoe OpyKue U
cynepychnenrubiii 6u3Hec Ha HeM. ATOOOBB K
poOMHE IpEeAIioAaraeT elle ¥ aHTUBOEHHBIH
THEB Ha ee MUAHTAPU3M, JoKa3biBaeT dadp.

U, HaKkOHel, CIIOPpTUBHAad KOMaHa C
TpeMs CBOAAaMHU IIPAaBHA — 3allPETUTEABHBIX
(MX IPOHU3HOCAT B Ka4aAKe C SIIHKaMU
IIUBHBIX OyTBHIAOK), IPEAITUCHIBAIOIINX (UX
BBIKPHKUBAIOT Ha Oery ¢ IpHUBSA3aHHBIMU K
CIIHHaM CKeAeTaMU — (poOUSIMHU M KOMITAEK-
caMU LIEeAOH HallWM) U pa3pelIuTeAbHBIX (BO
BpeMd UX OraalleHud 0eAbIuHIlbl pasMa-
XUBAIOT HAITUOHAABHBIMHY (hAaraMy, 3aTeM
MEHIIOT UX Ha Oeable paaru Mupa, a IIoToM
1 BOBCE OTHAIOT AVYIINM U3 AIOZIEH — [OAY-
0s1M). 3anpeTuTeAbHBIE ITPaBHAA CMENIHEI,
HeAeIbl, HEIIOHATHBI [IOCTOPOHHUM, pa3pe-
HIUTEAbHBIE — O4eBHUAHBI. MOXHO CMOTPETH
B 3epKaAo 0e3 cTeia, Beputh B EBpory,
3a00THUTHCS O TIOXKHUABIX, He THYKad UX
YCIIOKOUTEABHBIMH, Be31€ OTKPHITD IIIKOARI,
3] apabckuii, He Oyay4IU TEPPOPUCTOM,
Thb B IUAAOTH, & HE MOHOAOTH, IIOKOH-

b C AUKTATypPOH, OBITH GEABTHHIIIEM. ..

[TocMedaBIIUCE HAL CYeBEPHUIMHU CBOEH

HaIlUK, Ha3BaB U OCYAUB €€ BUHY,

HOHAB €uThl, OIIAAKAaB €€ Oebl,

BOCX Chb ee TBopuecTBOM, Dabp HU

MHO BOCIIEBAaET IIOPyTraHHbIE U

M [IE9EAOBEIECKHUE IIEHHOCTH,

3BIBAET YEPHOE YePHELIM, a Oeaoe OeAbIM,
paBIIHM BCe IIBeTa pasyTH:
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TemHOTY Hazmo
ocBelIaTh

«BAHIKHUM I'OPO» (AATBUSI)
PEXUCCEP KHPHAA
CEPEEPEHHHKOB
«TEPPUTOPU»

K upuaa CepeOpeHHUKOB, CUASIIUH 110N
JOMAaIllHUM apecTOM, OJHOBPEMEHHO
BBIIIYCKAOIUN IPEMBEPHI U ITOAYyYAOIIUH
MeXAyHapoAHble HArpaabl, IIOIIPUCYT-
CTBOBaA U Ha (pecTuBaae «TeppuTopusd,
HIEH0 KOTOPOT'0 OH KOrJa-ToO U IPUAY-
MaA, — CBOHM o0palleHHeM K CTyAeHTaM
(«BBI MOZKeTe BBIOpATh aBaHrapaHOE HC-
KyCCTBO UAH TPagUIIMOHHOE, 00a BrIOopa
IIpaBUABHEIE, TAABHOE — OyAbTE YeCTHEI
nepen coboi») U TTOKA30M €ro AATBUHCKOMN
IIOCTAaHOBKH «BAMXKHEro ropoaar I10 IIbECe
Mapuyca Bamkasu4roca.

CroxeT cBf3aH C KOHKPETHBIM Me-
CTOM — MOCTOM MEX/Ay IIBEACKUM Maab-
Mé U gaTCcKUM KolleHrareHoM: HECKOABKO
MHUHYT B IIO€3/l€ — U Thl YK€ B APyroH
CTpaHe U MOXKEIb B3TAAHYTh Ha CBOH
ooM ¢ apyroro 6epera, obMaHyThCs
HAAIO3MEH HOBU3HEBI, YOeIUTHCH, YTO OT
cebsa He yOexuinb. PeaabHBIH cayuail us

KPUMHUHAABHON XPOHHUKHU, CTPAIIHEBIE
danTasuu o Pycasouke u Kapacosre,
obepHYyBIINECS POAEBOM CEKC-UTPOH, 3a-
Ka3aHHOY IIpechIIIeHHOH Oorauykoi, IIcu-
XOAOTHYECKHUU TPUAAED, TAE €CTh MECTO U
OEeTCKUM TpaBMaM, U B3POCAOH TOCKE, U
naske IPOBOKAIIUSM CIEICAYK0, poKoBas
CAy4aWHOCTBH, 3aKOHOMEPHBIN HUCXOM, —
BCE 3TO ApaMaTypr MacTepPCKHU pUPMyeT
U CIIA€TAaeT.

Kupraa CepeOpeHHUKOB CO30a€eT
CTHABHYIO aTMoc(epy IIOAHOAYHHUS — MEPT-
BEHHBIU POBHBIN CBET, IIPO3PEHUE, KEAA-
HHE UATH A0 KOHIlA U KOCMHUYECKOe OH-
HO4Y€eCTBO. PazbeqHEHHBIE AIOU, CKOABKO
ObI MOCTOB OHU HU HACTPOHAHU, CKOABKO OBl
POAEBBIX UT'P U AIOOOBHBIX CLIeHAPHEB OHU
HU HU300peAH, HINYT POACTBEHHYIO AVIIIY,
HUINYT CBOE IIOTEPSAHHOE «s», B 3TUX ITOUC-
Kax IIyCKaKlTCd BO BCE TAXKKUE, Tepdd
caMoe OpOoroe U MHOXKa OAHUHOYECTBO.
WnyT B 5TUX IIOUCKAaX 10 POKOBOI'O KOHIIA,
KOTOPBIH UM €ellle IPEACTOUT OCO3HATh U
OPUHLATD.

CamMble raaBHBIE, IPOPOYECKHE CAOBA
HBamikgaBU4YIOC OTOAA CAMON YEpPHOU
repouHe: «B TEMHOTY HE Ha0 CTPEALTE.
TeMHOTY Hazo OCBEIIATDY.
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doma NOBEPHBIUHH

«MARTIN LUTHER PROPAGANDAPIECE»
PEXKUCCEP BOPUC HUKUTHH
(IIBEULIAPUS). NET

mBeﬁuapCKHﬁ pexuccep bopuc Huku-
THH, IIOTOMOK U3BECTHOI'0O PYCCKOT'O

nyTenrecTBeHHUKA AdaHacug HurkurnHa
(mo-pyccku, mpaBaa, He TOBOPAIIN), B 9TOM
roay yxe ABaxKabl Ipuexaa B Poccurio —
CHayaAa Ha ITUTepcKuil pectuBaab «Touka
noctynay, Teriepb Ha NET. B ero ciekTakae
ecTb repoii (aktep Maarte [IloabIl) 1 XOp
(IIxoABI ApaMaTHYECKOI'0 UCKYCCTBA), a caM
OH OOABIlle HATIOMHUHAET ACKITHIO UAHU IIPO-
noseAb. BHayase opaTop UAU IIPOIIOBEAHUK
CIAEepKaH, Aaxe, KaXXeTCd, CAeTKa 3aHY/IEH,
CKYII Ha SMOIIUH U CKpPOMHO ofeT. OH npHu-
3BIBAET HAC BCIIOMHUTDH OAWH U3 FAaBHBIX
€BaHI'€ABCKUX CIOXKETOB, BIOXHOBUBIIIHUX
HeMaAO 'eHHUAaABHBIX JKHUBOIIHCIIEB, — 00
arioctoae dome, KOTOPBIH YCOMHUACSH B
Bockpecenuu XpucTOBOM, II0Ka XPUCTOC HE
IIPENAOKHA EMY IIPUKOCHYTBCH K €TI0 pa-
HaMm. PoMma, yOekmaeT AeKTOpP, JOroBapuBas
€BaHI€ABCKYIO0 HEJOCKa3aHHOCTDb, OTKa3aA-
Cd OT NOCTOBEPHOCTH, IIPEKHETO OIIbITA U
LIaTHYA B HEBEAOMOE, OTAABIINCE BEPE.

MUT-UH®O N4 2017

@domo: [opomes Tau

B dunase oH pasneT n0 6eAbd U OYTH
KPUYHUT O TOM, KaK AIOOUT HaC, KaK AIOOUT
HacC BCeX, KaK 3TO0 IIPOCTO — AIOOUTH CBOE-
ro OAMIKHETO0, KaK MbI MOXKeM yOeIUThCH B
3TOM caMH, IPOCTO IOBEPHYBUINCEH K COCe-
Ay ¥ IIPU3HABIINCH, YTO AI0OOUM ero. OmHu
3PUTEAN CMYIIEHHO ITEPETAIABIBAIOTCS C
cocendaMu, Apyrue MOHUMAIOIe KUBAOT
(medpuiinT, aBUTAMHHO3 AIOOBH Y HacC BCe-
TaKW YyJOBUIIHEIH). EcA B 9TOT MOMEHT
HE CA€IUTH 32 TEKCTOM U IIPEACTABUTE €r0
cebe oZleThIM, OpaTOp IIOXOXK CKOpEee Ha
y4acTHUKA IOAUTUYECKOTO 1110y, KOTOPBIH
HaXOAUTCs B BBICIIEH TOYKE IPOTHUBOCTOSI-
HUS C ONIIIOHEHTaMU U BIIOAHE arpPeCCHBEH.
Tak 4TO HAM ITPUXOAUTCH BLIOPATDH, YEMY
BEPUTH — FrAa3aM HAHU yIlIaM.

A MexXNy HUMHU — KPyTOH CAaAOM U3
acopu3MOB, pa3rAaroALCTBOBaHUI, Hapa-
JOKCOB U IIECHOIIEHUH, MHOTOCAOHMHAS IIPO-
BOKAaIlUs, KOTOpas B KOHEYHOM HTOT€ IIPO-
BOIIUPYET HAC ITPOBEPUTH CebsI, HACKOABKO
MBI CKAOHHBI K MAHUIIYASIIITUSM, HACKOABKO
TOTOBBI UATH 32 APYTUM, BOCKAUKHYTH «TbI
F'ocnions Mot 1 Bor Mo», HE JOTPOHYBIIIUCH
[0 PaHbI, AU BCeE K€ IPOBEPUTH BCE AUYHO.

«] AToOATO Bac... TOABKO He HAJ0 KO MHE
IpUuKacaTbCd», — 3aBepIllaeT opaTop.



Hu ®BP, Hu ©CB, HH recraro
«HAHU3YCTb»
PEKVCCEP ThSIT'O POAPHUTEC
([TIOPTYTAAUY). NET

CAM TEKCT BBIydaT HAU3YCTb XOTsI ObI

10 yeAoOBEK, €T0 HE CMOXKET YHUYTO-
JKUTH HU OfHA CIIelicAyk0a mupa. Ha aToi
IIPOCTOM MBICAH, BBICKA3aHHON U3BECTHBIM
aMEPUKaHCKUM MBICAUTEAEM [[3KOpAKEM
CraiiHepoM Ha nepegade «Kpacora U yTele-
HHE», IOCTPOEH CIIEKTAKABb BIIEPBBIE I10KAa-
3agHoOro B Poccuu Traro Ponpureca.
Bo3uTts ero mo Mmupy HeoObI4alfHO IPOCTO —
B pa#inep BxonsaT 10 cTyAbeB, SIIUK C KHU-
ramMu, KOpoOKa OpPTyraAbCKOH BBIIIEYKH, U,
coOcTBeHHO, Bce. CoAUCTaMH CTAHOBSATCS
10 moOpOBOABLIEB U3 3aAa, MACCOBKOH —
ocTaAbHbIE. POAB ITOYyMEHA, yYUTEAT UAU
nporoBenHUKa 6epet Ha cebga cam obas-
TeABHBIN yBaaeHb Ponpurec. Memrada aBb
U BBIMBICEA, SI3bIKHU U [I€PEBOABI, ANYHBIE
BOCIIOMMHAaHUS U IIUTATHI U3 KHUT, OH ITPEI-
AaraeT coOpaBIINMCH BBIyYHUTH TPHUAIIA-
TBIH coHeT lllekcniupa — ¢ roaoca (COHET OH
cTapaTeAbHO BBIYYUA II0-PYCCKH). A B IIPO-
MEXYTKaxX MeX/y 3aydYMBaHHEM paccKa3bl-
BaeT uctopuu. O [TlacTepHake, IpeTeHAEHTE
Ha CAEAYIOIIUMN apecT, KOTOPOro OTTOBapH-
BaAM BBICTYIIATh Ha cTaplleM ITHCATEAb-
CKOM chesqe 37-ro roga, a OH BCe-TaKu

BBICTYIIHA — BBIIIEA U CKa3aA: «I'puanaTh.
W Bech 3aA XOPOM IIPOYUTAA TPUALATHIN
coHeT — U [lacTepHaka He nnocaauau. O Ha-
nexne ManngeAplTaM, KOTopas COXpaHHUAa
HaCA€ICTBO My3Ka, IIpHUrAalias JoMoOH 110
10 yeaoBeK U pa3yduBasi C HUMHU €ro CTHUXU.
O eBpelCKOM paBBHHE, 3ay4duBIleM Topy 1
TaaMyn u npemaaraBIIeM CBOMM COKaMep-
HHUKaM «dUTaTh ero» B KoHIAarepe. O Pae
Bpanbepu, KOTOPEIH 3aIIUChIBAA AFOOUMYIO
panuonepenady, a Koraa ee He ObIAO, BEIAY-
MBIBaA CBOIO — U CTaA ITHCATEAEM U HAIIHCAaA
«451 rpanyc o dapenretity». O 6abyIike
Kannune, koTopas ynTasa BCIO JKU3Hb, a
KOTIa Bpa4yH CIIPOTHO3UPOBAAH €€ CKOPYIO
CAETIOTY, IIOITPOCHAA BLIOPATh € KHUTY OASL
3ay4YUBaHUYI HAU3YCTh, YTOOBI OBIAO YTO
«I0YUTATL» cebe B IoaHOH TeMHOoTe. O IIpH-
gyynax rmepeBoga CAOBa «<HAU3yCThb», KOTOPOE
Ha aHTAWHCKUH ITepeBOAUTCH KaK «BBIYYHUTH
cepaleM», a Ha IIOPTYTaAbCKUH — «yKpa-
cuTk. C ero CIeKTaKAs 3pUTEAH YXOAST C
BECEABIM OCO3HAHUEM, UTO Telleph BAAIEIOT
CEKPEeTOM HEHACHUABCTBEHHOI'O COIIPOTHB-
AEHHH AIOOOM IUKTaType U C TPUALATHIM
coreroM lllekcrinpa B IIaMsTH.

A caennymel 6abyiike Kannune BHYK
BBIOPaA HMEHHO €T0 COHETHI.

MON TAG
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Y BpeMEeHH B IIA€HY
«BEAUKHH YKPOTHUTEAD»
PEXXVCCEP OJUMHTPHC
IIATIAHOAHHY (TPELIMS). NET

xopeorpady U XyLoKHUKY, IPUIIIAOCH
3TOU OCEHBIO IIpHEe3KaTh B MOCKBY HECKOAB-
KO pa3 — CHadaaa Ha (pecTuBaAb «T'eppuro-
pus», roe 6blaa IpeAcTaBA€HA €ro IIeCTH-
JyacoBasl BUAEONHCTaAAdaIuda «M3HaH-Kay, a
3areM Ha NET c maacTH4YeCKHUM CIIEKTAKAEM
«BeAUKHUH yKPOTUTEAB», OMAETHI HA KOTO-
pBIH pacKyIHAM 3a HECKOABKO dacoB. [To
IIPU3HAHUIO PEXKUCCEPA, Y HETO €CTh ABa
MeTona paboThl: OAUH HEOOXOAUMBIH (KOorma
IIOYTH BCE IIPOCYUTAHO 3apaHee), a ApyTroH —
AOOMMBIH (KOTZIa €CTh TOABKO OeNAaMH U
OroasKeT, a JaAbIlle — e371a B HEBEIOMOE, M-
IIPOBU3AlNH, HAXOAKH U CO3JaHHUE KOMIIO-
3UIIMH U3 TOTO, YTO IIOAYYHAOCH). «BeaAnKUH
YKPOTHUTEAB» (TaK APEBHHE I'PEKU HA3bIBAAU
BpeMsd) CO34aH UMEHHO BTOPBIM CIIOCOOOM.

MecrTo, rie >KUBET BpeM4, [TIOXOKE Ha

AVHHBIH IIeii3azk — XOAMHCTAasI [IOBEPXHOCTB,
3aBaAeHHas auctaMu aHepsl. [log HUMHK
IIPOBAaABL, AATYHBI B KpaTepbl: IlepopMepbl
HCYe3al0T B HUX AW CTPEMUTEABHO KaTa-
IYABTUPYIOTCH, TIAEITYTCH B BOAE UAH 3aKa-
IBIBAIOTCH B 3eMAKO. MepTBad IOBEPXHOCTh
U KUBasl [IAOTH, 0ECKOHEYHBIN POBHBIH CBET
KOCMOCa U MepLIaHUe BOABI, POXKIACHUE U
CMEPTH — 5TH KOHTPAIIYHKTHI IIPUAAIOT CIIEK-
TAKAIO yCTOMYHBOCTD U OCOOYIO UyBCTBEH-
HOCTB. OOpa3sl, IIpHAyMaHHbIE KOMaHI0H
[TarmaroaHHY, IIOX0XXU Ha KPaTKUH ITUTAaTHUK
n300pa3UTEABHOI0 HCKyCcCcTBa. BoT anTHYHAag

ﬂI/IMI/ITpI/Icy [TannanoaHHy, pexkUccepy,

craryd 0OHaXKEeHHOT'0 IOHOIIIH, a4 BOT OH A€XXUT

HOTaMH K 3a4y B 1103¢ «MépTBoro Xpucra»
MaHTeHBH HAU B 103 00BEKTa U3 «YPOKa /8

@omo: Fonuan Mommep

aHaToMUH nokTopa Tyapria» PemOpannara B
OKPYKE€HHUH 3CKYAAIIOB B O€ABIX BOPOTHHY-
Kax, a BOT OHHU XKaHO XKPYT ero Tpebyxy,
[AaBsCh, Kak «CaTypH, ITOKUPAOIINY CBOUX
netet ['oitn. Ho 3eMas (Ha3oBeM Ioka Tak
3Ty paHTACTHIECKYIO [IAAHETY) POKAET
HOBBIE TeAa — TYT, BOIOXHOBUBIIUCE «[Iporic-
XOXKJIeHueM Mupar» peaanucta ['rocraBa KypbOne
(xkoTopyro Ooaee 100 AeT IPATAAU OT 3PUTE-
AeH, KaK XyOOKEeCTBEHHYIO ITPOBOKAIIHIO),
[TamaunoaHHy CTaBUT KyZa 6oaee pagrKaAb-
HOe «pOKJIeHHUe» MY3KCKHUX TeA. 1o aToi 3eMae
KaTUTCHI KAyOOK TeA, CIIAETEHHBIX TaK, YTO
yKpacua 6s1 KamacyTpy, OpeneT crpaHHOe
CYLIECTBO C JKEHCKUM TOPCOM U IIPHCTaB-
AEHHBIMH K HEMY MY3KCKHMH HOT'aMH, TOYHO
npucHuBIIeecd [laau, UAU yAHpPaeT Ha pyKax

¥ MarpUTTOBCKHM MOCIIOAUH, Y KOTOPOTO U3 I10-
. OB OOTHHOK TOpYaT BhIPBAHHBIE KOPHHU.

Ho, mmozxaay#i, caMbIii CHABHBIH 00pa3 —
TIOYTHU IIOAHOCTBIO 3aTUIICOBAHHBIN IOHOIIIA,

4 KOTOpBIfI KakKHuM-TO o6pa30M CYMEA NOKOBBI-
' AdTBH 00 CBOETO OCBO6OI[I/IT6AH, 1 TOT AAOKO-

OHOBCKHMH OOBATHUIMHU AIOOBH AOMAaeT Ha
HEM THUIIC — ¥ JapPUT eMy CBOOOLY.

domo: FOnuar Mommep
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FESTIVALS

Theatre Europe
in Moscow

Olga FOUX
Photos courtesy of press-services of Territoria and NET festivals

TO SIT IN A LIBRARY AND FLY AROUND THE WORLD AT THE
SAME TIME, TO HEAR CONFESSIONS OF DYING MEN, TO
LEARN SHAKESPEARE’S SONNET BY HEART RIGHT DURING
A PERFORMANCE, TO LISTEN TO A LECTURE ON THEATRE
HISTORY BY A HEDGEHOG AND A PANEGYRIC BY A PIGEON, TO
MAKE DECLARATIONS OF LOVE TO A RANDOM PERSON SITTING
NEXT TO THEM — THOSE ARE JUST SOME OF THE THINGS
THAT ADMIRERS OF TOPICAL THEATRE GOT TO DO THIS FALL
WITHIN ITS ALMOST LIMITLESSLY EXPANDED BOUNDARIES.
OUR REVIEW INCLUDES THE MOST SPECTACULAR EVENTS OF
FALL FESTIVALS TERRITORIA AND NET.
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Time machine
FILM “VMAYAKOVSKY”
DIRECTOR ALEXANDER SHEIN
TERRITORIA

lexander Shein’s film that he worked

on for six years is dedicated to the
tragic figure of Mayakovsky, political and
poetic revolution, the collapse of all hope.
But it is only one layer of the film, where
the fictional fabric and documentary
footage (for instance of Mayakovsky’s only
daughter) are spliced together in edit.

The other — and perhaps a more important
one — is the actor’s transformation, settling
into the part, taking on someone else’s fate,
which begins to influence the actor himself,
seemingly transforming him on a cellular
level. Here the actors are coming together
for the first rehearsal, the read-through:
cigarettes in their mouths, water on the table,
and sheets of paper in their hands with as yet
unfamiliar text: “direct your lines forward,
not inward”, “alright, let me read Trotsky’s
part for now”... Here they’re putting on
makeup, staring at their changing reflection
in the mirror, as if they are peering through
the layers of time and seeing their protagonist

MUT-UH®O N4 2017

(Yuri Kolokolnikov’s transformation into
Mayakovsky is something surreal). And then
“the art ends”, and white snow disappears

in the black hole of night, and the jealous
Lilya Brik (Chulpan Khamatova in her youth,
Lyudmila Maksakova in her old age), forgets
all of her female resentments and begins

to pommel Mayakovsky for not staying in
Paris, for not marrying “that other one”, for
not saving himself, saying her farewell to the
living as though he were already dead. And
executioner Agranov (Yevgeny Mironov) shifts
from foot to foot in the darkness.

This unique film will return to general
public in February of next year as part of
the “Mayakovsky’s Atlas” art project at the
Tretyakov Gallery, which brings together
cinema, theatre, art theatre, art objects,
and multimedia.

Photo by Alexander Shein

by Alexander Shein



The final journey

“NACHLASS. - PIECES SANS PERSONNES”
A PROJECT BY STEFAN KAEGI AND
DOMINIC HUBER. THEATRE DE VIDY,
LAUSANNE AND RIMINI PROTOKOLL
TERRITORIA

he setting is a small hallway with eight

rooms. On the ceiling there’s a map of
the world, where little lights flicker and go
out, signifying someone’s death. Every door
is a portal into the final act of someone’s
life that each of these people chose to talk
about with the authors of this project.
Personal items essential for telling the story,
artifacts, videos and voices of people, some
of whom are already dead. A carrier of a
terminal genetic disease and father of a little
girl, who was lucky enough to escape her
father’s fate and who wouldn’t have been
born had he found out about his illness
prior to her birth. A citizen of Switzerland,
ethnic Turk, who rehearses his final journey
to his native country (funerals are free
in Turkey). A secretary, who dreamed of
being on stage her whole life, but whose life
worked out very differently from what she
wanted, and who finally makes a conscious

Photo by Samuel Rubio

choice when it comes to her death. A
conscientious jumper, who made provisions
for his family in the event a jump goes
awry, while he navigates between ultimate
risk and complete sensibility. A European
missionary, who spent most of her life in
Africa, fell in love with its artists and didn’t
have time to fully establish an assistance
fund for them. Bankers, husband and wife,
who are prepared to leave a hefty sum to
their grandchildren to study in Germany,
but... the grandchildren live in Brazil and
abandoned their study of the German
language with complete acquiescence of
their parents, who themselves wouldn’t
mind forgetting the language of the Nazis
that those same bankers were once as well.
A neurobiologist who began working on the
issue of aging: the deterioration of the brain
and the dying of feelings...

You move from one little room to the
next, look through African ornaments
and photos with documents, examine the
jumper’s costume, eat Turkish delight, and
listen to the stories where people plan out
their final journey, create it like the finale of
a novel, and through that creative work they
discover ultimate freedom and themselves.

-
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Resisting memoricide
“THE LIBRARY AT NIGHT”

DIRECTOR ROBERT LEPAGE
TERRITORIA

irst came the word — “The Library at

Night” is a book by Canadian essayist
Alberto Manguel that Robert staged for
the anniversary of Quebec’s Bibliothéque
et Archives nationales. Several green
tables with heavy desk lamps — for the
ambiance, headsets with 360° video and
Yevgeny Mironov’s voice — for watching... a
production or a video lecture, or a massive
computer game, or a tour through the
virtual space. The setting is ten of the
world’s most beautiful and completely
different libraries, including the burned
down library of Alexandria and the
fictitious collection of Captain Nemo, and
even space. Audience members become
cursors in the virtual space: they determine
how their journey through the world’s most
beautiful libraries will be constructed.

Medieval library in the Alps — Castalia
for the initiated: the monks are the only
ones allowed to touch the books. A library
in Copenhagen: a cemetery of uncounted

MUT-UH®O No4 2017

books and restless phantoms — and a
popular reading room for students with
iPads, who somehow find themselves
drawn here. The library in Mexico City, a
Noah'’s Ark of a library, hidden away on
the bed of a dried up lake, sheltered from
earthquakes, changing its dimensions in
accordance with the needs of the library
collection. The library in Kyoto — a complex
structure that holds manuscripts and love
notes, hidden away in the nature’s paradise.
The library of Ottawa, where birds flutter
about at night, having flown out of the
unique publication on ornithology where
they are depicted in actual size.

One of the libraries — in Sarajevo — is
shown at its most dramatic moment in time,
during a fire that was consuming the books
(just like the fire in Alexandria consumed
the scrolls, as if nothing had changed in
the last millennia), to the sounds of a cello
that a young musician was playing right
in the middle of the bombings. A new term
was born in those days — memoricide,
the annihilation of collective memory.
Which Robert Lepage along with all the
libraries of the world resists in such a wise,
aesthetically perfect and joyful manner.



The birth of a nation out
| of the spirit of theatre

JAN FABRE Il '
“BELGIAN RULES/BELGIUM RULES”
R TROUBLEYN COMPANY

¥ TERRITORIA

(the shameful Jorgies for the rich and the
pohtlc1ans of the last eentury) .. .
" Majorettes, Noirot from Brussels Gllles :
from Binche, a dancer in a skirt made out ;
5 of beer bottles— they are participants of- :
: various Belgian carnivals.

i

= A EYvoE o ; - The Amazons dressed in furs and
% Fabré’_s four-hour-long epic and farce — carrying assaultrifles — Belgium often
an-homiage to his native Bélgium. A lost battles or served as political currency,
country that was born in theatre (the birth Belgium became the first test site for a poison
of Belgium, as a nation, was inspired by gas attack (yperite, a poison gas, is named
~ the opera “The Mute of Portici”, following after the desolate cemetery town of Ypres), but B
”+"which the audience revolted... and met no it learned to make an excellent and a super '-_ g
resistance). A country that one can pass successful business out of it. Loveé for one’s *
through without neticing. Where the rain motherland also implies anti-war anger at. her 4
comes down in horizontal sheets, and militarism, demonstrates Fabre. : s TH
the sky is always gray, even though the And, finally, a sports team with three sets "
- Brusselians sigh and call it blue. Cheerful of rules — prohibitory-(they are declared in'a =~ _
and bitter, angry and tender, crazy, witty, rocker with crates of beer bottles), directive. =, "~ -
. imbued with the spirit of freedom — from any ~ (they are shouted out on a run with skeletons
aesthetic canons and from any hang-ups. tied to the backs — phobias and complexes
" The cast includes the Walloons, the of the entire nation), and permitting (when
Flemish, the Brusselians, all with their théy are announced, Belgianhs wave national
own identity and language yet somehow - flags, then exchange them for the white truce
- managing to coexist. *  flags, and then give them away completely
Fat hedgehog theatre historians (Belgians to the best among the humans — the
associate themselves with hedgehogs), and ‘pigeons). Prohibitory rules are ridiculous,
romantic pigeons, assistants in war and ~absurd, incomprehensible to outsiders, while N
matters of the heart, participants of sports ~ * permitting ones are obvious. You can look in
events (a Belgian tradition), and victims ® - the mirror without shame, believe in Europe,
of human Epicureanism. They are being care for the elderly without force-feeding
mourned by a pigeoneer in a gray robe, who sedatives to them, open schools everywhere,
views pigeons as messengers from another, .  know Arabic without being a terrorist, believe
better world. . in dialogues rather than monologues, end the
Characters that came down from™ - . _ dictatorship, be-a Belgian... -
the paintings of great Belgian masters; ik -Having laughed at his nation’s
Magritte’s men in bowler hats and the .~ - -~ ‘superstitions, having calléd out and
naked tricolor woman from the palntlng " condemned its_guilt, having understood its
“Black Magic”, Marguerite Khnopff in a- °  dreams, hang cried over its misfortunes,
= ~white dress from a painting-by Fernand. * while admiring its- creative Work Fabre « %
Khnopff, whom Fabre gave the confession ' - does:nothing short of singing praises to the
of a young mistress of the “Pink Ballets” . " desecrated and: ridiculed universal human
- ar i e values, calling black blagk, and white —.

SR s, V¢ *white that pulled togethelc all the colors oi
3 the-ralnbow '. 3
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Darkness needs light

“CLOSE CITY” (LATVIA)
DIRECTOR KIRILL SEREBRENNIKOV
TERRITORIA

irill Serebrennikov, sitting under

house arrest, simultaneously releasing
premieres and receiving international
awards, also managed to attend the
Territoria festival, whose concept he was,
in fact, responsible for creating — with his
address to the students (you can choose
avant-garde art or traditional one, both
choices are correct, the important thing is
to be true to yourself) and the showing of
his Latvian production of “Close City” based
on a play by Marius IvaSkevié¢ius.

The plot is tied to a specific place — a
bridge between the Swedish city of Malmo
and the Danish city of Copenhagen: several
minutes by train and you’re already in
another country and you can look at your
house from another shore, to fall for the
illusion of novelty, to see for yourself that

'
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you can’t run away from your own self.

A true story from crime news, terrifying
fantasies about the Mermaid and Karlsson
that turned into a role-playing sex

game ordered by a sated rich woman, a
psychological thriller that has room for
childhood traumas and adult longing, and
even incitements by intelligence services, a
fatal contingency, a logical conclusion — the
playwright skillfully sets all of it to rhyme
and weaves together.

Kirill Serebrennikov creates a stylish
atmosphere of full moon — a deathly, steady
light, insight, desire to continue to the end
and cosmic loneliness. Disconnected people,
no matter how many bridges they build,
how many role plays and love scenarios
they come up with, are looking for kindred
spirits, looking for their lost “me”, and on
that quest they go to all lengths, losing
hat matters most and magnifying their
neliness. On this quest they go toward
eir doom, which they have yet to
knowledge and accept.

Ivaskevicius gave his most important,
rophetic words to the blackest heroine:
You shouldn’t fire into the darkness.
Darkness needs light.”

Photo by Kristaps Kalns

Photo by Kristaps Kalns
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Thomas the Believer
“MARTIN LUTHER PROPAGANDAPIECE”
DIRECTOR BORIS NIKITIN
(SWITZERLAND). NET

wiss director Boris Nikitin, descendant

of the famous Russian traveler Afanasy
Nikitin (who, incidentally, doesn’t speak
Russian), visited Russia twice this year
already - first for St.Petersburg Access
Point festival and now for NET. His
production has a protagonist (actor Malte
Scholz) and a choir (they made do with the
local choir from the School of Dramatic
Art), and it rather resembles a lecture or a
sermon. At first the speaker or the preacher
is reserved, even a bit boring, emotionally
closed off and modestly dressed. He calls on
us to remember one of the most important
evangelical stories that inspired quite a
few brilliant artists — about the Apostle
Thomas who doubted the Resurrection
of Christ until Christ offered him to
touch his wounds. Thomas, the lecturer
insists, finishing up what the gospel left
unspoken, cast aside authenticity and
prior experience, and took a step into the
unknown, surrendering to faith.

In the finale, he’s undressed down to his
underwear and all but screams about how
much he loves us, how much he loves all of
us, how easy it is to love one’s neighbor, how
we can see for ourselves simply by turning
to our neighbor and telling them that we love
them. Some audience members exchange
embarrassed looks with their neighbors, others
give each other understanding nods (after all,
we have an enormous deficit, insufficiency
of love here). If you don'’t follow the text at
that point and imagine him fully dressed,
the speaker looks more like a participant of a
political show who finds himself at the peak of
the showdown with his opponents and is, thus,
quite aggressive. So we have to choose what to
believe — our eyes or our ears.

And between them is a sharp slalom
of maxims, bloviations, paradoxes, and
chanting, a multilayered provocation
that ends up pushing us to test ourselves
to see how susceptible we are to being
manipulated, how prepared to follow
another, to exclaim “You are my Lord and
my God” without touching the wound, or to
verify everything for ourselves after all.

“I love you... only, please, don’t touch
me,” concludes the speaker.

Ne4 2017 MUT-UHDPO
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Neither FBI, nor FSB,
nor Gestapo
“BY HEART”
DIRECTOR TIAGO RODRIGUES
(PORTUGAL). NET

f at least ten people learn a text by heart,

no intelligence service in the world will
be able to destroy it. That simple idea,
articulated by famous American thinker
George Steiner during the show “Beauty and
Consolation”, serves as the basis for Tiago
Rodrigues’s production, which was shown in
Russia for the first time. It is exceptionally
easy to travel with this production — the
rider includes ten chairs, a case of books, a
box of Portuguese baked goods, and that’s
about it. Ten volunteers from the audience
become lead performers, the rest are extras.
The charming bumpkin Rodrigues himself
takes on the part of showman, instructor
or preacher. Mixing together reality and
fiction, languages and translations, personal
recollections and quotes from books, he
offers those gathered on stage to learn
Shakespeare’s sonnet 30 by heart — by ear
(he painstakingly learned the sonnet in
Russian). And in the pauses between learning
he tells stories. About Pasternak, a candidate
for the next arrest, whom others tried to talk
out of speaking at the Congress of Writers of

MUT-UH®O N4 2017

1937, but he spoke there anyway — came out
and said, “Thirty.” And the entire audience in
unison read sonnet 30, and Pasternak wasn’t
arrested. About Nadezhda Mandelstam, who
preserved her husband’s legacy by inviting
ten people at a time to her home and learning
his poems with them. About a Jewish rabbi,
who learned Torah and Talmud by heart and
offered his fellow inmates to “read him” at the
concentration camp. About Ray Bradbury,
who would record his favorite radio show,
and, when it wasn’t on, would create one of
his own — and became a writer, and wrote
“Fahrenheit 451.” About the old lady Candida,
who read all her life, and, when the doctors
predicted her imminent blindness, asked to
choose a book for her to learn by heart so she
would have something “to read” in complete
darkness. About the quirks of translating

the concept of memorization, which in
English is translated as “learn by heart”,
while in Portuguese as “decorate.” Audience
members leave his production with a happy
realization that they now know the secret of
nonviolent resistance to any dictatorship and
with Shakespeare’s sonnet 30 committed to
memory.

As for grandma Candida, who was losing
her vision, it was, in fact, Shakespeare’s
sonnets that her grandson picked for her to
memorize.

by Magda Bizzaro
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A captive of time
“THE GREAT TAMER”
DIRECTOR DIMITRIS PAPAIOANNOU
(GREECE). NET

ncient Greeks referred to time as

the great tamer. The place where
“the great tamer” lives resembles lunar
landscape — a hilly surface cluttered with
sheets of plywood. Below them are drops,
lagoons and craters: performers disappear
in them or swiftly catapult themselves,
splash in the water or bury themselves
in the dirt. Dead surface and living flesh,
infinite smooth light of the Cosmos and the
shimmer of the water, birth and death -
these counterpoints give the production
stability and a special kind of sensuality.
Images created by Papaioannou’s team
resemble a concise quote book of fine arts.
Here’s an antique statue of a nude young
man, and here he lies with his feet to the
audience mimicking the pose of Mantegna’s
“Dead Christ”, or the pose of the object
from Rembrandt’s “Anatomy Lesson of
Dr. Nicolaes Tulp”, surrounded by doctors
in white shirt collars, and here they are
greedily devouring his entrails, choking
on it like Goya’s “Saturn Devouring His
Son.” But the earth bears new bodies —
here, inspired by realist Gustave Courbet’s
“L’Origine du Monde” (which was hidden
from spectators for over a hundred
years, dubbed an artistic provocation),
Papaioannou stages a far more radical
“birth” of male bodies. A tangle of bodies
rolls along this earth, intertwined in
such a manner that would have enriched
Kamasuthra; along plods a strange creature
with female torso with male legs affixed to
it — like something out of Dali’s dream, or
Magritte’s gentleman is scampering away
on his hands and ripped out roots can be
seen sticking out of the soles of his boots.

But perhaps the strongest image is
that of a young man, virtually completely
encased in a cast, who somehow managed
to hobble over to his liberator and the latter
breaks his cast with Laoco6én’s embrace of
love and gives him freedom.

MUT-UH®O
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Examepurna BACEHHHA

domoepaguu npedocmas.ieHbl npecc-
cayxbamu pecmueans Dancelnversion
u Snexkmpomeampa CmaHucaaeckuil

MOCKBA 110 YACTU
KOHIIEHTPALIMM COBBITUM
COBPEMEHHOT'O TAHIIA
CET'O/THY TIOCIIOPUT

C IPYTUMU MUPOBBIMU
CTOAULIAMU. HACTO
[TPUXOIUTCY BbIBUPATH

U3 TPEX COBBITUN HA
BEYEP, KY/IA TIONTH B
TEATP HA COBPEMEHHbBIH
TAHELI, Y 3TO IPUSITHBIN

U TPYIHBIU BBIBOP.
MOCKOBCKOMY COOBIIECTBY
COBPEMEHHOT'O TAHIIA
ECTb YTO MMPEAAOXKUTD

HA 3AITPOC MOAOION
AYIUTOPUH, TIOAFOBUBIIEN
MEX TUCITUTIAUHAPHBIE
CIIEKTAKAU. [1A U

B IPAMATUYECKUX
CIIEKTAKASIX ®UTYPA
XOPEOT'PA®A CTAHOBUTCS
BCE BOAEE BAXHO.

[ IPENICTABASIEM OB30P
TAHLIEBAABHBIX TTPEMBEP

U ®ECTUBAABHBIX TIOKA30B
OT EKATEPMHBI BACEHUHO.

«30UKHHA KBAPTHPA»

Bnexmpomeamp CmarHuciasckuil
Pesxuccep Onvea Ayrkuuesa
Xopeoepag Auxa Illeguerro
Ilpemvepa cocmosinace

28 cenmsibpsi 2017 200a

Cl’IeKTaKAI; «30MKHHa KBapTHUpa» JAEK-
TpoTeaTpa B HocTaHoBKe OAbrU Ay-
KHU4YeBOH HAIIOAHEH Xopeorpadueii AUKu

«GotlikuHa Keapmupa»

[IIeBuenko. B «mBegx» U «<MoAeAbBIIHIIAX?»
3oMKMHON KBapTHPHI OHA YBHUAEAA TAHIIOB-
LIUI] IIPOAETKYABTOBCKOI'O TOAKA: B XOpe-
orpaduIecKuX MHU3aHCIIEHaX OHU ONeThl
YAOOHO-CIIOPTUBHO B HUCIIOAHAIOT HEYTO
TpeHaxkHO-(PU3KyAbTypHOE. Ho ynadeii B
OOIIMPHOM TBOpYeCKol Ouorpacdpuu AUKu
IlleBYeHKO, MHOHEPA-MHUCCHOHEPA POCCUM-
CKOT'O COBPEMEHHOTI'O TaHIlA, 3TOT CIIEK-
TaKAb BCE K€ Ha3BaThb HeAb3d. Pexuccep
u xXopeorpad IpearnoAaraT, YTO «<MOLEAD-
MU 30MKHUHBIX KBAPTUP U «(IIAACTHY-
K, «IYHKAHUCTKI» BCEX MacTel nmepuoaa

Domo: Onumnus Opﬁbea

«3olikuHa Keapmupa»
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H53IIa — OHU U T€ K€ AEBYIIKH, HO 3TOT
X0/, He BbICEKAET UHTEPECHBIX CMBICAOB B
criekTakae. M XoTa B ee IOCTaHOBKE MHOTO
HUHTEPECHBIX 9AEMEHTOB — ITIAACTHYECKU M
T'POTECK IIE€PCOHAXKEN, IITYMOBBIE OITbI-

Tl Baangumupa 'opanHCcKoro u Kupuaasa
[MMupokoBa, TparudecKHUe COAO TEPOEB Ha
TEePMEHBOKCaX B (pUHAaAE, — OHHU OCTAIOTCH
AMIIb PA3PO3HEHHBIMH AETAASIMU OIPOMHO-
ro KOHCTPYKTOpPa XyA0XKECTBEHHBIX UaeH
sntoxu 20-X roI0B U He IIPHOOPETAIOT CUM-
¢doHH3MA IIEAOCTHOTO CIIEKTaKAL.

«MHD»

Kynemyprouii yenmp 3HA
Xopeoepag Ilasen I'nyxoe
Ipemvepa cocmosinace

13 okmsibps 2017 200a e LI/IP

TaHueBaALHLIﬁ CIIeKTaKAb «Mudp» Moao-
JIOTO U TIONyAsTpHOTO Xopeorpada [TaBaa
I'xyxoBa ObIA TIOKa3aH oceHbio 2017 roma Ha

[IBYX KAIOYEBBIX IAS POCCHUHCKOIO
COBPEMEHHOI'0 TaHIA MOCKOB-
CKUX Iaolaakax: B lleHTpe
ApaMaTypruy U pPeXUCCyPhI,
TZl€ 3TO HallpaBACHHUE BEAET
xopeorpad Exkareprna Kuc-
A0Ba, U B KyaAbTypHOM IIEHTpE
3UA, rae co3naHa cepbe3Has
naardopMa OAS pasBUTH IIPO-
€KTOB U PE3UCHIIUH COBPEMEHHOI'O
TaHIla II0J Ha3BaHUEM «/loM TaHIIa».

«1 TeHH UX KadaAuCk Ha riopore./ Bes-
MOABHBIH pa3roBOp OHU BeAH,/ KpacUBBIE
U MyZApble, Kak O0ory,/ U rpyCcTHEBIE, KaK
JKUTeAn 3eMAm. [uraToit us «llecenku o
MOCKOBCKOM MypaBbe» ByaaTa OKynzKaBbl
MO3KHO pacckasats o <Mude», o coBpeMeH-
HBIX AIOSIX, MHSIIUX ce0s KAKUMU YTOIHO
MHUPHUIECKUMH IIepCOHAaXKaMH, IIepeKop-
muBHIne cebd KOMIIBIOTEPHBIMU UI'PaAMHU,
TPaHC(HOPMHUPYIOIIUMHU ANYHOCTD, AUIIKOH U
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& - T
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LY
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BBEAAUBON peKAaMOHU. IIOpBIBBEI UICKPEHHO-
CTH, IIOUCK XKHUBOTI'O 4YyBCTBa B cebe cMeHsI-
I0TCH IIPUBBIYHBIM 3aMHUPaAHUEM Y 3KpaHa
Ha AUBaHe, BAAOM ITOXOMKOM U II0BAaKOM.
Beaukue B cBoeM BooOpaKeHUH, O€3ANKHE
B cBoeil cynpbe — ['AyXoB Tak TpakTyeT Hac.

«MEPA CTPAXA»
«OPKECTP»

Xopeoepag Cogpos I'atioyrosa
Ipemwvepa cocmoanace

17 oxkmsabps 2016 2o00a

8 Llenmpe umeru Metiepxonvoa

CHeKTaKAI/I «Mepa cTpa-
xa» 1 «OpKecTp» IO-
CTaBAE€HBI Ha KAaccHUYe-
ckyio Tpynny «baaera
MockBa» TaHIOBIIUIIEH U

AyKOBOH. BHy4Ka aerengap-
HOUN AUPEKTPUCEI MOCKOBCKOM

akanemuu xopeorpadpuu Codoru
l'onoBkuHOH, N'alinykoBa 14 aeT uUcIioa-
HSAA U KAAQCCUYECKHUM, U COBPEMEHHBIN
peneptyap «Basera MockBa», aBasis cobot
JXKHMBOM IpUMep IeHe3Hca COBETCKOHN KAaac-
CHYeCKOH 0aAeTHOH IITKOABI B ero AI0003Ha-



TEABHOM U KH3HECIIOCOOHOM BapHaHTe.
Kaaccuuyeckue TaHIIOBIIMKH B €€ CII€KTa-
KASX HU4YeM OCOOEHHO He BBLAAIOT CBoeH
BBIYYKH, OHU paboTaloT, KaK KpelKue
npodeccCroHaAbl COBPEMEHHOTO TaHIIa,
KOTOPBIM XOopeorpad IocTaBUAa BIIOAHE
HappaTHUBHBIE 3a4a4i: 00a CIIEKTaKAS C
croxkeToM («OpKecTp» — A€TKasl HCTOPHUH O
CAOKHOCTSIX OTHOIIEHUH B 3KEHCKOM KOA-
aexkTuBe, «<Mepa cTpaxa»r — baaeT o cTpaxax
u pobusax). B oboux Codrsa pasBuBaeT
CIOKET «J€AOBEK U TOAIIA», TJIE AUYHOCTB, C
BHUY HEBEAWYKA, ropaasl U cMeAas, Ha-
XoAUT B cebe CHABI IIPOTUBOCTOLTE CTEepe-
oTunaM, 60AbBITHHCTBY. ClIeKTaKAU OBIAK
CO3aHBI B paMKaxX IIpoeKkTa «XopeoapoM»
«BaaeTa MockBa» — TAHIIOBIIUKY ITPOOYIOT
CBOH CHABI KaK IIOCTaHOBUIUKHU. 2KaAb,
YTO C IIpPeKpalleHueM KOHTpaKTa ¢ ['aiay-
KOBOH U TaHLOBINUKOM «baaeTa MockBar
.. KOHCTAaHTHHOM MaTyAeBCKUM
5TH CIIEKTaKAU YUAYT U3 pe-
nepTyapa Tearpa, B KOTOPOM
U Tak IIpeobaagaroT mmocra-
HOBKH 3apy0e3KHBIX XOPeo-
rpadoB; TaKOBa IIOAUTHKA
HBIHEIITHETO PyKOBOACTBA
«bBaseta MockBanr.

PECTHBAAD
TERRITORISN-2017,

CITEKTAKAD «PA3A»

Xopeozpag AnHa Tepesza de Keepcmarep
IToxas e Teampe Hayuii (Mockea)
14 u 15 okmsibpst 2017 200a

¢ecTHBaAH UCIOAHUTEABCKUX UCKYCCTB
He IIepecTaloT BKAIOYATH B IIporpam-
MBI TaHell. PectuBaab Territorid-2017
nokasaa Ha ciieHe Teatpa Hanuit kaaccu-
YeCKYI0 paboTy MHPOBOTO COBPEMEHHOT'O
TaHIa — «Paza. HeTbIpe ABUXKEHUI Ha
My3bIKy CtuBa Patixa» 6eAbTUMKH AHHBI
Tepessl ne Keepcmaxkep.

B MockBe oHa BbIXOAHAA HaA CLIEHY
caMma, ¥ 9T0 OBIAO TAABHBIM COOBITHEM
IIoKa3a AyaTa, co3maHHoro B 1982 roxay.
[TepBasg nmoaoBuHa 80-X — yCAOBHAsI BaTep-
AVHUS MEXIY 3TI0X0H TaHIla IOCTMOAEPH
U 5II0XO0M COBPEMEHHOI'O TaHIla, KOTOPBIH
CTaHOBUTCH €llle IIIUPe B CBOEM HHCTPY-
MEeHTapHuu, eIlle U3oIpeHHee B TEXHUKAX U
paboTe ¢ My3BIKOH (B yIaYHOM IIPEEAE).

CepuaaucTckasg My3blKa BIOXHOBASI-
eT Keepcmakep, Kak UCIIOAHUTEAL OHa
HeyTOMHMAa B CBOEM METPOHOMUYECKOM
TaHIlE U CTPora U cIipaBefAuBa K MOCKOB-
CKOMY 3puTeAl0. B niepBBIf A€HBb II0Ka3a
KTO-TO (poTorpacdupoBas TaHell U3 3aAa
CO BCIIBIIIIKO#, U CIIEKTAKADL OBIA IIPEPBaH.
OOgHaKO B 3TOT AEHDb 3PUTEAU IIOAYUUAU
BO3MO3KHOCTB IIOTOBOPUTH O CYyTH TaHIIA U
MeTo/ax paboThl C KEHIIUHOM, CcAeAaBIIIEH
HEBEPOSITHO MHOTO AAS (POPMUPOBAHULA
¢deHoMeHa GEABTHHACKOrO COBPEMEHHOT'O
TaHIla Hapsaay C ellle OMHUM U3BECTHBIM
OeapruiickuM xopeorpadomMm Bumom Ban-
neketidoycom. [Tokas «dazbnr 1982 roma B
Mockse 2017 roga, Ha MOM B3rAs, BaXKeH
o pany npuduH. MOCKOBCKOe COOOIIECTBO
TaHIOBIIUKOB-TIEPOPMEPOB C pa3HOH
CTENEeHbI0 TAYOUHEBI YBA€YEeHO hraocodreit

Domo: AHH 8aH pwiom
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ABUXKEHUS, U3yIeHUEM MEXaHHU3MOB IBU-
JKEHUS, MAaHU(ECTOB KAIOUEBBIX IIEPCO-
Haxel. «Pazar, cTaBIllasgs KAACCUKOH CO-
BPEMEHHOI'0 TaHIla, [IoKa3aAa BCe €lle He
MepKHYyMIuHE obpasel] 04eHb (popMaAbHONU
xXopeorpaduu, HAalTOAHEHHOM CMBICAOM U
KU3HbI0. MBI yBHIeAn xopeorpada 6apo-
Heccy Keepcmakep B poAH TaHIIOBIIIHIIEI,

B IIPeKpPacHOH (pU3NIECKON U HHTEAAEK-
TyaAbHOU popMme. MbI yBHAEAH TOPKECTBO
HUHTEAAEKTYaABHOM HIEH, IIOKOPHUBIIIEH
Mmup. Bece 3T0 1oAKHO BAOXHOBALTH MOAO-
J10€ IIOKOA€HHE TAaHIIOBIIHNKOB, IOMOraTh HE
OILyCKAaThb PYKH U BEPUTH B COOCTBEHHBIE
ULEeH — €CAU OHU €CTbh.

PECTHBAAD
DANCEINVERSION-2017

TF'acmpoau KomnaHuu coepemeHH0o20
marua Kybbl Ha cyeHe
MysveikansHo20 meampa

umeHu CmaHuc1aecKozo

u Hemuposuua-/laHueHKo
25-26 cenmsibps 2017 zo0a.

ecTuBaab Dancelnversion B 2017 rony
6B1A 3ayMaH Kak IIpoaor K 200-ae-
THIO cO AHA poxaeHud Mapuyca Iletuna,

MUT-UH®O Ne4 2017

KOTOpOE IIINPOKOo oTMedaeTcsa B 2018 roxy.
«KOHTEKCTBI COBpeMEHHOH Xopeorpadpun u
KAAQCCHYECKOro TaHIla IIAOTHO II€PEIIAEAUCH
B COBPEMEHHOM TaHIIEBAALHOM MHpPE U, He-
CMOTpPL Ha Pa3HUILy MEHTAAUTETOB, KasKeT-
cd, yKe He CyLIeCTBYIOT ApyT 6e3 apyra,
XOTS JUAAOT 3TOT UMEeT pas3Hble [IEAU U
HHTOHAIIU», — YBEPEHA co30aTeAb (PeCcTH-
Baag Vpuna YepHomypoBa.
Dancelnversion-2017 oTKpbIACS TIO-
Ka30M paboT KOMIIaHUU COBPEMEHHOTO
TaH1a Ky6sl / Danza Contemporanea
de Cuba. «Kpucraaa» xopeorpada Xyano
Cecapa Uraecuaca ctaBuTt cebe 3amaueis
HH MHOT'O HU MaAO OAaTh COILUAABHBIA
nopTpeT KyOMHCKOro 00I1ecTBa BTOPOH
nmoAoBUHBI XX Beka. CTepToe AUII0 TOAIIBI
BBIPAKAIT HECTPOUHBIE TAHIIBI MACCOB-
KU U pOoOKHE AYdTHI, yYACTHUKH KOTOPBIX
Obi0T U3 0aHoYyek HanuTok Cristal, unryT
CBOY BHYTPEHHUM KPUCTAAA, CBOIO HHIU-
BUAYAABHOCTB B IPOAYKTE Macc-MapKeTa.
Uraecuac cTpeMUTCs O4aTh KPUTHYECKYIO
OLIEHKY KyOMHCKOH M0oAOAeKY, 6€3ANKONU
u Oecrioaoit B pyTbOoAKaxX-AKUHCAX, B
YHUPUOUPYIOUINX TEAO YAUYHBIX TAHIIAX.
HUraecuac nokasslBaeT TEMIIEPAMEHT, pac-
KPEIONIeHHOCTb U TOTOBHOCTE K rA00aAb-

domo: Hoxaw Ilepccor



HBIM BBI30BaM COBPEMEHHOI'0 KyOHUHIIA.
IIpoTecTHOE MYZKCKO€ COAO U KEHCKOE C
o0Ha>kKeHHOH IpyAbIo YIIPOLIAET TeMY «de-
AOBEK U TOAIIa» OO0 HATASOHOCTH YUYeOHHUKA,
U1, Ha MOU B3TAL[, COLITUAABHO 3apPAKEHHO-
My «KpucTasasy» He XBaTaeT UHAUBUAYAAb-
HOCTH IIAQCTHYECKOTr0 s3bIKa Xopeorpada.
Ero oTHOIlIEHHE K TACCUBHOCTHU MOAOJABIX
XOPOIIIO YUTAETCS, HO AAS BbICKA3bIBAHUS
He XBaTaeT APKOCTH Xopeorpadruieckoro
TEKCTAa.

HeskHOCTE U ysI3BHMOCTDH BAIOOAEH-
HOCTH — TeMa «KyOHHCKOro TaHIo» I103Ta,
xopeorpada u my3sikaraTa Buaau Koyu. As-
TOP CIIEKTAKAS HAIIKCAA O4YEHB IIO3TUYHYIO,
KuHeMaTorpaduyHyio My3bIKy K 10 crieH-
KaM BCTpeY U paccTaBaHUY Ha aBTOOYCHOH
OCTaHOBKe, B Kade, Ha VAUIE: IIeAOBATHCH
B TaHIle, He AepxKa APYT Apyra B OOBATUSX,
a3apTHO U HEAETKO (3TO TAHTO B UCIIOAHE-
HHUU COBPEMEHHBIX TAHIIOBIINKOB). Berpe-
4a Ha aBTOOYCHOM OCTaHOBKE — KaK THUXHUH
B3pbIB. AT0O0OBB KaK POXKIAEHHE U YMUpPaHUe
BCEAEHHOH, B ITapCeKax U CBETOBBIX rojax,
CKOPOCTB U PACCTOSHUE KOTOPBIX MBI I10-
CTUTHYTH He B cuaax. IcTopuu IpoHU3aHbI
[Ie4aAblo; 9TO MUMOAETHOCTE TOHKOCTH, 00-
pedeHHON Ha cKopbIi pruHaa. Ha Bugeornpo-
eIy U PyTOOAKAX TAHIIOBIIIUKOB — JIET-
CKHe PHUCYHKHU U KapTHHEI [1abao [Tukacco,
OHHU IPHUAAIOT TAHILY UMIIYABC YHUCTOTHI U
cuabl. Kak «Kpuctaaar, <KKybMHCKOE TaHTO»
IIOCTPOEHO Ha MAaCCOBBIX CIIEHaX, TOABKO
3[1€Ch 3TO CUHXPOHHBIE aa*KHU0, U HEKHBIE
CKpHUIINYHBIe ppa3bl My3bIKHU Koyu He mIpe-
BpalllaloT B IOy 3TOT IIAQY 10 YTEKAIOIIEH
A00BHU. OTTOYEHHOCTD ABUXKEHUH OTYaTHUS
npubanxkaet «KyOMHCKOe TaHI'0» K PUTYaAD-
HOHM MOAUTBE O AIOOBH, O TOM, YTOOBI OHA HE
ucyesaaa.

«@tHOpoAMHa» [Ixxopaxa Cecneneca
MaHHU(pECTUPYET BOEHHYIO BBLyUYKY, «000-
poHocnocobHyI0» Xopeorpaduio. PpoH-

TaAbHas YeTKas Xopeorpadud napana,
MaccoBbIe MapllieBble CII€HBI «KOPOOOUKOM»
IO TPAHCOBYIO IPKYIO MY3bIKY C BEIKPH-
KaMu caoBa freedom, 3azemagroniye a3brde-
CKUe IIpHUCeIaHUS B 3eMAIO. «DTHOPOLHHA»
nepekavkaeTcs ¢ «Kpucrassom» SpKUM
COIIMaABHBIM 3apsA0M, OOHAKO AIOOOIBIT-
HO CYHTBIBATH B CAEPKUBAEMBIX TEAECHBIX
naTTepHax npeaea, 10 KOTOPOTO XOPeo-
rpad o3BOASET YAEHAM TPYIIIBI OBITH CBO-
OomHBIMH U coBpeMeHHbIMU. Ha dyTboakax
TaHIIOBIINKOB «9THOPOLUHEBI» KPACHBIE
3Be3apl. [loka oquH TaHIyeT XUII-XOII, OPY-
rue, OKpyKUB, OXPAaHAIOT €Tr0 B II03€ BO-
nHa c opyxkueM. HeBrIicKa3aHHAas SHEPTrHs
OPYKUHUT B TeAaX. «<ITHOPOLUHA», CMe-
IIUBAas IIAACTHYECKHE KOObI JUCKOTEKH U
TOP3KECTBEHHOI'0 I1apaja, 3asaBAsgeT 0 Opo-
JKEHUU HEeIIpUKaSgHHON SHEePruu B HeApax
KyOmHCKOro obmrecTBa. OTUM MeCCeaskeM

U 3alIOMHSITCS TaCTPOAHU KOMIIAHUU COBpe-
MeHHoro TaHna Kyorer. HTepec dpectuna-
Ag Dancelnversion He TOABKO K 3B€3IHBIM
HMeHaM U TPYIIIIaM COBPEMEHHOTO TaHIa
naeT BO3MOXKHOCTD YBHUIETH CIIEKTAKAHU
CTPaH, O COCTOSSHHHU COBPEMEHHOTO TaHIIa
B KOTOPBIX MBI HE 3HAaeM II04YTH Hudero. U
3TO IIEHHO.
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Ekaterina VASENINA

Photos courtesy of press-services of
Dancelnversion and Electrotheatre
Stanislavsky

AS FOR CONCENTRATION OF
EVENTS FOR CONTEMPORARY
DANCE, TODAY'S Moscow
CAN COMPETE WITH OTHER
WORLD CAPITALS. ONE
OFTEN HAS TO CHOOSE
FROM THREE EVENTS FOR AN
EVENING, WHAT THEATRE TO
CHOOSE FOR CONTEMPORARY
DANCE, AND THE CHOICE

IS BOTH PLEASANT AND
DIFFICULT. Moscow
COMMUNITY OF MODERN
DANCE HAS A LOT TO OFFER
TO A YOUNG AUDIENCE

THAT HAS FALLEN IN LOVE
WITH INTERDISCIPLINARY
PERFORMANCES. ALSO FOR
THEATRE PRODUCTIONS,

THE ROLE OF THE
CHOREOGRAPHER BECOMES
MORE AND MORE IMPORTANT.
WE PRESENT AN OVERVIEW
OF DANCE PREMIERES

AND FESTIVAL SHOWS BY
EKATERINA VASENINA.

“ZOYKA’S APARTMENT”

Electrotheatre Stanislavsky

Director: Olga Lukicheva
Choreographer: Lika Shevchenko
The premiere: September 28, 2017

lectrotheatre’s production “Zoyka’s

Apartment” staged by Olga Lukicheva
with Lika Shevchenko’s choreography.
She saw “seamstresses” and “modelers”
of Zoyka’s apartment as dancers of

“Zoyka’s Apartment”

Photo by Olympia Orlova

Proletkult (proletarian culture) times:

in choreographic scenes, they wear
comfortable casual sport wear and
perform some kind of fitness and physical
culture. Yet, it can hardly be called a
success of extensive creative activity of
Lika Shevchenko, “a pioneer missionary”
of Russian contemporary dance. Although
her production includes a lot of interesting
elements - plastique grotesque of the
characters, sound experiments of Vladimir
Gorlinsky and Kirill Shirokov, thereminvox
tragic solos of heroes in the finale - they are
only fragmentary details of the enormous
meccano of art ideas of the 1920s and

do not acquire consonance of the entire
performance.

[13 MYTH ”

ZIL Cultural centre

Choreographer: Pavel Glukhov
The premiere: October 13, 2017

(44 yth” dance production by the

young and popular choreographer
Pavel Glukhov was shown in autumn 2017
at two key Moscow venues for Russian
contemporary dance: Centre for Drama and
Directing with choreographer Ekaterina
Kislova heading the project, and at ZIL
Cultural Centre, where a serious platform
was established for developing projects and
residences of contemporary dance called
“House of Dance.”

“And their shadows swayed on the
threshold. / In silent conversation, /
Beautiful and wise, like gods, / And sad,
like residents of Earth.” A quotation from
Bulat Okudzhava’s “Song about a Moscow
Ant” can tell us about “Myth”, modern
people who imagine themselves to be some
mythical characters, who were overfed by
computer games transforming personality,

Ne4 2017 MUT-MHeO 40O



50

by sticky and corrosive advertising.
Outbursts of sincerity, the search for a
living feeling in oneself are replaced by
habitual pastime by the TV screen on
the sofa. Great in their own imagination,
faceless in their destiny, - that is how
Glukhov interprets us.

“A MEASURE OF FEAR?”,
“ORCHESTRA”

Choreographer: Sofya Gaidukova
The premiere: October 17, 2016
Meyerhold Centre

Performances “A Measure of Fear”
and “Orchestra” were staged for the
classical troupe of Ballet Moscow by
the dancer and choreographer Sofya
Gaidukova. The granddaughter of the
legendary principal of Moscow Academy
of Choreography Sofia Golovkina,
Gaidukova for 14 years was performing
both classical and modern repertoire of
the Ballet Moscow, as a living example
of the Soviet classical ballet school in
its curious and viable version. Classical
dancers in her productions work as real
professionals of contemporary dance,

achieving tasks set by the choreographer.

In both productions, Sophia develops
the subject “a man and a crowd” where a
personality, seemingly small, proud and
courageous, finds the strength to resist
stereotypes, the majority. Performances
were created in the framework of the
project “Choreodrom” of Ballet Moscow -
dancers try their hand as producers. It
is a pity that with the termination of the
contract with Gaydukova and the dancer

of Ballet Moscow, Konstantin Matulevsky,

these productions will leave the theatre
repertoire where performances of foreign
choreographer prevail.

“A Measure of Fear”

MUT-UH®O N4 2017

FESTIVAL TERRITORIA-2017,
“PHASE”

Choreographer: Anna Teresa de Keersmaeker
Show at the Theatre of Nations, Moscow,
on October 14 and 15, 2017

estivals of performing arts do not cease
to include dance on the program.
The festival Territoria-2017
at the Theatre of Nations
showed a classical work of
world contemporary dance
“Phase. Four Movements to
the Music of Steve Reich”
ElAnna Teresa de

appeared on stage herself, and
this was the main event of the duet,
created in 1982.

Sparse music inspires Keersmaeker;
as a dancer she is indefatigable in her
metronomic dance and is strict and fair to
Moscow audience. On the first day of the
show, someone from the audience was taking
pictures with a flash, and the performance
was interrupted. However, that day, the
audience had an opportunity to talk about
the essence of dance and working methods
with a woman who have done incredibly
much to form the phenomenon of Belgian
contemporary dance, along with another
well-known Belgian choreographer Wim
Vandekeybus. To show “Phase” of 1982 in
Moscow in 2017, in my opinion, was important
for a number of reasons. Moscow community
of dancers-performers takes a great interest
in philosophy of movement, studies of
movement mechanisms, and manifestos of key
characters. “Phase” showed a still not fading
sample of very formal choreography, filled with
meaning and life. We saw the choreographer
Baroness Keersmaeker as a dancer, in a
beautiful physical and intellectual form. We

Photo by Anne Van Aerschot



witnessed the triumph of intellectual idea that
conquered the world. All this should inspire
the young generation of dancers, help them
not to give up and believe in their own ideas -
if they exist.

The tour of Contemporary Dance of Cuba
at Stanislavsky and Nemirovich-Danchenko
Musical Theatre on September 25-26, 2017

he Dancelnversion Contemporary

Dance Festival in 2017 was conceived
as a prologue to the 200th anniversary
of Marius Petipa, which is being
broadly celebrated in 2018. “Contexts of
contemporary choreography and classical
dance are tightly intertwined in the
contemporary dance world and, despite
the difference of mentality, it seems that
they no longer exist without each other,
although this dialogue has different goals
and intonations,” — believes the founder of
the festival Irina Chernomurova.

Dancelnversion-2017 opened with a show
of Contemporary Dance of Cuba company
/ Danza Contemporanea de Cuba. In “El
Cristal” (“The Glass”), the choreographer
Julio Cesar Iglesias sets the task of giving
a social portrait of the Cuban society of the
second half of the 20th century. Iglesias
tries to give a critical assessment of Cuban
youth, faceless and asexual in T-shirts and
jeans, in street dancing. Iglesias shows
temperament, emancipation and readiness
of a modern Cuban to global challenges. A
remonstrative male solo and a female topless
one simplifies the topic “a man and a crowd”
to the clarity of the textbook, and, in my
opinion, socially charged “The Glass” lacks
the personal touch of the choreographer’s
language.

Tenderness and vulnerability of being
in love is the theme of “Tangos Cubanos”
(“Cuban Tango”) of poet, choreographer and
musician Billy Cowie. The author of the
play wrote a very poetic, cinematic music
for 10 scenes of meetings and partings at a
bus stop, in a cafe, in the street: kissing in
dance, not holding each other in embrace,
reckless and difficult (this tango performed
by modern dancers). Meeting at the bus
stop is like a quiet explosion. Love as birth
and death of the universe, in parsecs and
light-years, speed and distance that we can
not comprehend. Stories are full of sadness;
it is fleetingness of delicacy, doomed to

an early finale. On video projection and
T-shirts of dancers are children’s drawings
and paintings by Pablo Picasso, they give
an impulse of purity and strength to the
dance. Like “The Glass”, “Cuban Tango”
is based on crowd scenes, only here, it is
a synchronized adagio, and gentle violin
phrases of Cowie’s music do not turn this
weeping over passing love into a show.
“Matria Etnocentra” by George Céspedes
manifests military training, choreography
“prepared for defense.” “Matria Etnocentra”
coincides with “The Glass” in its outstanding
public significance. The dancers wear
T-shirts with red stars. While one of them
dances hip-hop, others surround and guard
him posing as warriors with weapons.
Hidden energy springs in the bodies,
mixing plastique codes of disco and solemn
parade, declares the ferment of restless
energy within Cuban society. This message
will remind of the Cuban company tour.
The interest of Dancelnversion festival in
not only famous names and companies of
contemporary dance gives an opportunity to
see productions from the countries, which
contemporary dance is not known to us. And
it is very rewarding.

“Tangos Cubanos”
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AOPAMATYPI

«Tenepb mbl 3Haeulb»

CoBMecTHBIE
IepeKHBAHHS

Kpucmuna MATBHUEHKO. ©omozpaghuu u3 auuHozo apxuea ExamepuHst BoHOapeHKo,
¢ catimos Llenmpa um. Metiepxonsda u Teampa.doc

CEroHgIHgg rEPOUHS HAIIEN PYBPUKU EKATEPUHA
BOHIAPEHKO, YbU MbECHI UAYT B MOCKBE U
ITonMockoBbE, CAHKT-IIETEPBYPTE UAU TAIIKEHTE,
TIPEZICTABASIET COBOM HOBBIU TUII IPAMATYPTA. KOTOPBINM
COYMHSET IMBECKI HE TOABKO CUOY 3A CTOAOM, HO U
PABOTAS B KOMAH/IE (U [IAXE YYACTBYY B ITIPOEKTAX), HE
TOABKO A JPAMATUYECKOI'O, HO U JASA TIAACTUYECKOI'O
TEATPA. KOTOPBI1 U3YYAET PEAABHOCTDH HE TOABKO
OBIIIAYICH C PEAABHBIMU AIOBMU U U3YYASA JTOKYMEHTEI,
HO U UCCAEYS CBOE COBCTBEHHOE CO3HAHUE U TEAO.

MUT-UH®O N4 2017



aTsa BoHmapeHKo mogBUAach

B MOCKOBCKOM Teatpe.doc B
2010 roxy — BMecTe C pexKuc-
cepoMm Taaratom BaTasoBbIM
OHH CAEAAAU NOKyMEHTAABHBIN
criekTarAb «[lym», MaTepruasoM OAT KOTOPO-
ro CTaAHM OKOAOCYZeOHBIe pa3dupareAbCcTBa
BOKpPYT MHIIUJEHTA B OAHOM u3 IMIKoA Yead-
OuHCKOM ob6aacTu. B Bepxuuit Ydaaeti, raoe
Ipou3olIsa Tparequsd, BoHgapeHKo e3nmaa
¢ aktepoMm Baagumupom TeperrieEKo: coOpaB
HHTEPEeCHEeUINNH MaTepuaa, OHU (hakTHde-
CKH OTKPBIAH HCTOPHIO 3aHOBO. McTopus
IapHs, BEICTPEAUBIIIETO B OTHOKAACCHHUKA
10 HeOO'BSICHUMOM IIPUYHHE, U €0 OT1Ia
Oplra paspaboTaHa co BCeH NeANKATHOCTHIO
4yeAOBEKa, BHUMATEABHO IIPHUCAYIIIHBAIOIIEe-
rocs K peasbHOCTH. TaliHy IIpeCTYIIACHHUS U
HCTOKHU Tpareguy aBTOPbl AAKOHHYHOI'O U
00Aa1a0IIeTO CUABHBIM BHYTPEHHUM Ha-
IIPSI>KEHHEM CIIEKTAKAS UCCAEI0OBAAU IIO-
po6HO u 0e3 TeHAeHITHO3HOCTU. B uTore
(IIym», roe mpaBaa OblAa TECHO IlepenseTeHa
C UCKaKE€HHUSIMHU U AOXKBIO, TOPE — C JKEAaHU-
€M IIPeABbIBUTDH APYTOMY IIPETEH3UU U CUET
3a IIPOLIIAOE, BEIPYAUBAA B CTOPOHY IICUXOAO-
THUYECKOI'0 TpHUAAEpPa B Ayxe [JoCTOEBCKOrO.

B 2014 rony — y>ke 1ocae repeeszia B
[TerepOypr, roe BoungapeHko craaa med-
apamatryproMm HoBoi crieHBl AA€KCaHAPUH-
cKoro Teartpa, — «Ilym» mocTaBUAHN CHOBA,
Ha 3TOT pa3 pPexXHCCePOM cTas Muxaua
[TaTaacoB, aBTOp «AHTHUTEA» («BaaTuiickui
nom»). [Tutepckuit Jllym» ObIA TOMEIIEH B
CTEPUABHOE IIPOCTPAHCTBO abCTPaKTHBIX
reoMeTpHYecKuX popM, U3-3a 4ero BCI
HCTOPHUS Ka3aaach JOKYMEHTOM Ha poHe
nusatiga. Pabora na HoBoii ciiene, rae Kara
BeAa 3aHATHS C MOAOABIMHU ApaMaTypraMi,
BHHKAaAa B F'€HIEPHBIE BOIIPOCH! (IOKYMEH-
TaABHBIM IIPOEKT «PEMUHU3M» COBMECTHO C
TaresaHoM PaxMaHOBOM) 1 00€pPTOHEI CO-
BPEMEHHOU IIOAUTHKH, OblAa Ype3BbIYAHHO
BaXXHOH BO BCEX OTHOLIEHHUSIX: IIpeKpac-

HO 000pynoBaHHAS IIAOIIALKA, CTABIIAS
IIEHTPOM KYABTYPHOM XkU3HU [luTepa, nasa
BO3MOXKHOCTb ITPOIBUTE CBOU ApaMaTypru-
4YeCcKHe U MEHEIKEPCKUE TaAaHThI.

[ToanTH4YecKo# Oblra U paHee HAIIMCAH-
Had e¥ ¥ yyacTBoBaBIIas B «A\IOOMMOBKe»
nbeca «KoHell KpacHOro OKTI0Ps» — 0 MOAO-
OBIX U pagUKaAbHO HACTPOEHHBIX «AEBBIX»,
YbH UAAIO3UU OTHOCHTEABHO IIEpEyCTPOUCTBA
MHpa paccelnailoTcd B IIpax. Ho raaBHBIM Ta-
aaeTOM BOoHIapeHKOo oKazaaach CIIoOCOOHOCTD
BKAIOYATbCHI B KOAAEKTHUBHBIE ITPOEKTHI, B
TOM 4YHCAE JOKyMEHTAABHLIE, TIie TPeboBaACs
TaAaHT CABIIIATE APYTOro U cOOUpaTh XyI0-

JKECTBEHHBIN I1a3A U3 MUKPOHCTOPuH. TakuM
IIPOEKTOM CTaA JOKYMEHTAABHBIN CIIEKTAKAD
dIaroc-MHHYC TPHUAIIATE» TAIIKEHTCKOTO
Tearpa «MaAbXoM», THUIITUHPOBAHHBIN EAeHON
KoBaabCKOHM U MOKa3aBIIUH AET€HIAPHY IO
KOMIIaHHIO COBEPIIIEHHO C HOBOM CTOPOHBI.
CobpaHHBbIi BMecTe ¢ apamaryprom Carmrei
JleHrcoBol U apTUcTaMHU «MIabXOMa» MaTepH-
aA — UHTepBbIO y xutTeaeil TamkenTa — 6b1a
CMOHTHPOBaH B CAOKHOCOYHHEHHYIO Kap-
THHY [IOCTCOBETCKOM XKHU3HH, ITPOTUBOPEYIH-
BYI0, PA3HOKAHPOBYIO U ITOANGOHHUYHYIO.
dIaroc-MHHYC TpHUAlIATE, B HA3BAHUH KOTO-
poro 6bIra 3adhHKCHPOBaHA MaKCUMaAbHASI
pasHHuIla TeMIIepaTyp, BO3MOXKHad AETOM U
3UMOH B pomgHOM nasl BoHmapeHKo Y36eKu-
CTaHe, CTOSIA B PAAY APYTUX PETHOHAABHBIX
«BepOATHMOB», TOYHO U Hellapa HO BCKPBIB-
IIUX CYLIECTBO XKU3HU ObIBIIEH UMIIEPHH.
Bpemsa meHsieTcd, U HOBBIM (DyHKITH-
OHAAOM [JIASI CETOMHSIIIHETO ApaMaTypra
CTaHOBHUTCS paboTa B KoMaHIe, paboTa Haf
Tak HaspiBaeMbIM text-deviced TeaTpowm, B
KOTOPOM TEKCT CO31aeTCd B IIPOLIECCE — KaK
4acThb CTPYKTYPHI U (PaKTyphl OyAYILIEeTro
cuekTakad. Katio BormapeHKo mpuraacuau
B 3eAeHOrpaackuii Treatp «BemoroHb», 4ToObI
ceAaThb CIIEKTAKAb O HayKorpae, OCHOBaH-
HOM €l1le B COBETCKHE BPEMEHA U BO MHOI'OM
OIIPEAEAUBIIIEM XapaKTeP MECTHOH KHU3HU.
ITponrocep Oarra KoprrakoBa, mpocTpaH-
ctBo Community Stage u Liquid Theatre
cnesaau BMecTe ¢ BoHZapeHKO ClIEKTaKAb
«Tertephb THI 3HaEIIL» — MEXKKAHPOBBIN IIPO-
€KT, B KOTOPOM IIpEAIIPHUHATA IIONIBITKA OC-
MBICAUTE POAb KHUTH B XKHU3HU CErOAHSAIITHE-
r'o TOpoxKaHWHA U IOAB30BaTEAS TaI2KETOB,
IIPUBBIKIIIETO IIPBITaTh C OAHOIO KOHTEHTA
Ha apyro¥. Kuura Kak IpoBOIHUK CMBIC-
AOB, KaK BUPYC, MEHSAIOIIHUH IPOCTPAHCTBO
BOKPYT ce0ds1, Kak criocob BepHyThb HacC K
caMuM cebe — BOT 4TO aBTOPHI «Terephb ThI
3HaAEHIb» U3y4aloT BMECTE CO 3PUTEASIMH.

Ne4 2017

MUT-MHPO

Domo: IlonuHa Koponesa

53



54

Kams BoHOapeHKo

Pano caoxuBmIIagcs mpuBeIdka pabo-
TaTh BHYTPHU TeaTpa, BMECTe C KOMaHI0H
€IWHOMBIIIIAEHHUKOB, [IPUHAAACKAIIINX K
pa3HbIM IpodeccruaM (xopeorpad, pexkuc-
cep, XyOOKHUK) IBUTAeT TBOPUECKYIO Cyab0y
Kartu BoHmapeHKO B O4Y€Hb ITPOAYKTHBHOM
HanpasaeHnH. Takaga paboTa, TpyaHad, HO U
BeceAast A BCEX ee YYaCTHHKOB, oboraraeT
U pa3BUBAaET: TaK, BCTpeda ¢ Xxopeorpadom U
uccaenoBaTeAeM epPoOpPMaTHBHBIX IIPAKTHK
TaresHOM ['OpeeBo cTasa IPUHIITUIIHAABHOM
nast 00erx XynosKHUIL. BoHIapeHKO BBIIIAA
n3-3a KyAUC, IIPEBPATUBIIUICE B iepdopMe-
pa, — CHauaaa B CIIeKTakAe [ IaTHa aeoriapaar,
noToM B «OCTaHOBKE 3UMHHM BEYEPOM y A€Ca»
(06a — LlerTp um. Be. Mettepxoabaa). ITonbrTka
u3ydaThb caMoe cebs, CBoe TeAO U CO3HaHUE,
4epe3 HU3ydYeHHe COBPEMEHHBIX HAYYHBIX U
KYABTYPOAOTHYECKHX TEOPHUM cTasa TOAYKOM
A CO3JaHUS IIPOEKTOB, B KOTOPBIX COBEP-
IIEHHO HOBBIM [IASI OT€YECTBEHHOH IIpaKTHU-
KH 00pa3oM CMBIKAIOTCS CAOBO U T€AO, KECT
IIAACTUYECKUH U ABUXKEHHE MbICAU. PopmaT
AeKIIHH-TIeEphopMaHca OKa3aACd UIeaAbHOH
PaMKOH OAd XKUBOH, yMHON BoHIapeHko u
cTporoii, 6eccTparrHoi ['opreeBoii.

Emre no pabots! ¢ l'opaeesoi, B 2013 romy,

B «[oroap-ieHTpe» ObIA TAHIIIIPOEKT KOCTPOM-
CKoif KoMmmiaHuM «/Iuanor-JaHer. OKcrpec-
CHUBHBIH CIIEKTAKAB 0 OyIHSIX ITOAUIEHCKUX,
KOTOpPbIE HE MOTAH CIIPABUTHLCS CO CBOMMHU KOM-

MUT-UH®O Ne4 2017

IIAEKCaMU U CTpaxaMu, Ha3biBaacd «HeBpacte-
HUSD, ¥ B HEM IIOYTU UAHU COBCEM He OBIAO CAOB,
HO OblAa BHYTPEHHS ApaMaTyprus, COUHNHEH-
Had Karell BoHIapeHKo Kak CTeHorpaMMa
PeaAbHBIX YEAOBEYECKUX II€PEKUBAHUM.

Kata BoHmapeHKo — IpeAcTaBUTEAD HOBO-
IO TUIIA aBTOPOB, KOTOPBIE HE 3aHUMAIOTCH
H3TOTOBACHUEM «Belllel B ceber, HO OTKPBITHI
IIPOLIECCY, BDEMEHHU U IIBITAIOTCH yXBATHUTh
HEYAOBHMEIE IIPOIIECCHI Yepe3 COOCTBEHHBIH
onbIT. Ee mocaeqHad 10 BDEMEHHU «aBTOPCKAas»
nbeca, yJyacTBOBaBIIasi B pecTUBaAe «\IOOH-
MoBKar» 2017 roga, HazpiBaeTcd «2KeHIITUHBI
U JeTH» U [IPEeACTaBALET COO0H KOMITHASIITHIO
JOKYMEHTAABHBIX TEKCTOB Ha TEMY CAOXKHBIX
OTHOILIEHUH BHYTPH MHUPA, KOTOPBIH €I1e He-
[aBHO MBI Ha3BaAH Obl cembeli. OHa obaekaeT
B CAOBa CBOH OIIYIIIEHUA TOr'O, KAK MEHLAETCH
U caM THUII COBMECTHOH KN3HU, KaK MYAb-
TUKYABTYPHBIN MHUDP BAUSET Ha HAC, XOTUM
MBI 3TOI'0 HAH HeT (MUp pebeHKa MeHseT U
HSHBKA 3aMupa, U oblieHue ¢ 0OABHBIM CBEp-
CTHHUKOM, XOTHUM MBI 3TOT'0 UAH HET), KaK eIle
BYEpa CYUTAaBIIIEECHd OTKAOHEHHUEM OT HOPMBbI
CEroflHsd HaXOAUTCH B F'PAHUIIAX HOPMEL A
B TOM, KaK COCTaBAE€HBI 3TH CAOBA, €CTb yKe
HEKOe IIPeIAOKEHHE TeaTpy, OCOOBIH My3bI-
KaABHBIU CTPOH, KOTOPBIHA CBOMCTBEH TEKCTY
«KeHIITUuH U fneTeiin.

HWHorna ymeHue CABIIIIATE OKA3bIBAETCHA
HE MEHEE BarKHBIM, Y€M YMEHHE CKAAAbIBATh
uctopuu. Y Karu BoHgapeHKO THOKOCTE U
YyTKOCTb K MUPY U K ce0e 0OKa3aAUuCh yau-
BUTEABHO CBOEBPEMEHHBIMMU: JIEAO HE B TOM
KOAWYECTBE IIPOEKTOB, Ky/Zia ee 30ByT pabo-
TaTh, HO B CAOXKHOCTH 3a/la4, KOTOPbIE IIepe
Helt BcTaioT. O3By4YUTh HEBUANMBIE MUPY
YCTPEMAEHUH, MBICAHU U YyBCTBA PEXKUCCEDPA,
BBIBECTH Ha I[IOBEPXHOCTE TAyOOKO 3a11psi-
TaHHBbIE TAWUHBI [IOBCEAHEBHOCTHU — BOT 3TO
OHa Hay4aeTcCd AeAaTh, U KaXKAbIHA pa3 BCe
HHTepecHel U nmapanokcaabHel. PaboTaer
co001, CBOMM CEPAIIEM K CBOHUM TEAOM.




PLAYWRIGHT

“Now You Know”

Joint Experience

Kristina MATVIENKO. Photos courtesy of Ekaterina Bondarenko and from websites of Meyerhold
Centre and Teatr.doc

ToDAY’S HEROINE OF OUR RUBRIC, EKATERINA
BONDARENKO, WHOSE PLAYS ARE ON IN MOSCOwW AND
Moscow REGION, ST. PETERSBURG AND TASHKENT, IS A
NEW TYPE OF A PLAYWRIGHT. WHO WRITES PLAYS NOT ONLY
AT THE TABLE, BUT ALSO WHILE WORKING IN A TEAM (AND
EVEN PARTICIPATING IN PROJECTS), NOT ONLY FOR DRAMA
THEATRE, BUT FOR PLASTIQUE ONE AS WELL. WHO STUDIES
REALITY THROUGH NOT ONLY COMMUNICATING WITH REAL
PEOPLE AND RESEARCHING DOCUMENTS, BUT EXPLORING
HER OWN MIND AND BODY.
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Katya Bondarenko

atya Bondarenko appeared at
the Moscow Teatr.doc in 2010 —
together with the director
Talgat Batalov they made a
documentary play “Noise”
based on near-judicial proceedings of the
incident in a school in Chelyabinsk region.
To the town of Verkhny Ufaley, where the
tragedy happened, Bondarenko went together
with the actor Vladimir Tereshchenko: having
collected the most interesting material, they
actually rediscovered the story. The story
of a youngster who shot his classmate for
inexplicable reasons and his father; it was
developed with all possible delicacy of a
person who is attentive to reality. A mystery
of the crime and background of the tragedy
were explored in detail and unbiased by the
authors. As a result, “Noise”, where truth
was closely intertwined with distortions
and lies, grief — with the desire to lay a
claim to others — was well on the way to
a psychological thriller in the manner of
Dostoevsky.
In 2014, after her move to St.
Petersburg, where Bondarenko became
the chief playwright of the New Stage of
Alexandrinsky Theatre, “Noise” was staged
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again; this time the director was Mikhail
Patlasov. St. Petersburg’s “Noise” was placed
in a sterile space of abstract geometric
forms, thus the whole story looked like a
document on the background of design. The
well-equipped site became the city centre
of cultural life, and gave an opportunity to
show dramaturgical and managerial talents.
“The End of the Red October” written
earlier was a political play — Bondarenko
wrote about young radical “leftists”, whose
illusions about the world’s reorganization
turned to dust and ashes. However, the
main gift of Bondarenko became her
ability to join collective projects, including
documentary ones, which required talent
to hear each other and to do an art puzzle
out of micro-histories. Such project was a
documentary play “Plus-Minus Thirty” of
Tashkent Ilkhom Theatre, initiated by Elena
Kovalskaya and presented quite a new view
of the legendary company. The material
was collected together with the playwright
Sasha Denisova and the Ilkhom artists —
interviews with Tashkent’s residents —
and edited as a complex picture of post-
Soviet life, contradictory, multigenre and
polyphonic.

Photo by Roman Kanashuk



Times changes, and new functionality
for today’s playwright becomes teamwork,
work with so-called text-deviced theatre,
when text is created in the process as part
of the structure and formation of a future
performance. Katya Bondarenko was invited
to Vedogon Theatre in Zelenograd to stage
a play about the science city, founded in
Soviet times, which at large used to influence
local life. Producer Olga Korshakova, the
Community Stage and the Liquid Theatre
together with Bondarenko created the play
“Now You Know” — an inter-genre project,
which attempts to understand the role of a
book in the life of today’s city dweller and
gadget user, who is accustomed to jump from
one content to another. A book as a conductor
of meanings, like a virus that changes the
space around itself, as a way to bring us back
to ourselves — that’s what the authors of “Now
You Know” learn together with the audience.

An early habit of working within the
theatre, along with a team of like-minded
people of different professions (choreographer,
director, artist) moves Katya Bondarenko’s
creative destiny in a very productive direction.
Such work is hard, but also is a fun for all its
participants, enriching and nourishing: for
instance, a meeting with the choreographer and
researcher of performative practices Tatyana
Gordeyeva became essential for both artists.
Bondarenko came forward from the wings as
a performer — first for the play “The Leopard’s
Spots”, then in “Stopping by Woods on a
Snowy Evening” (both at Meyerhold Centre).
The attempt to know oneself, one’s body and
one’s consciousness, through studying modern
scientific and cultural theories, gave an
impetus to create projects where both a word
and a body links up in a way, whole new for
domestic practice. The format of the lecture-
performance became an ideal framework for
lively and intelligent Bondarenko and for strict
and fearless Gordeyeva.

Before her work with Gordeyeva, in
2013, Gogol Centre hosted a dance project
of Dialogue Dance Company of Kostroma.

An expressive play about everyday life of
police officers who could not cope with
their complexes and fears — “Neurasthenia”
contained almost no words, yet it was full
of inner dramaturgy written by Katya
Bondarenko as a transcript of real human
experience.

Katya Bondarenko represents a new type
of authors who are not engaged in making
“things-in-themselves”, but are open to
the process, time and try to grasp elusive

processes through their own experience.

Her most recent play, which has participated
in Lyubimovka Festival in 2017, is called
“Women and Children” and is a compilation
of documentary texts about complex relations
within a world, which until recently we would
have called a family. She puts into words her
feelings of how family life changes, how the
multicultural world influences us, whether we
like it or not (the world of the child is changed
by his nanny Zamira, and his contacts with
a sick peer, whether we like it or not), what
yesterday was considered a variation from the
norm today is a norm.

Sometimes the ability to hear is as
important as the ability to tell stories. Katya
Bondarenko’s flexibility and sensitivity
towards the world and herself are surprisingly
well-timed: it’s not the number of projects
where she was invited to for work that
counts, but the complexity degree of tasks
she faces. To voice aspirations, thoughts and
feelings of the director that are invisible to the
world, bring to the surface hidden secrets of
everyday life — that is what she learns to do,
and every time does it more interesting and
more paradoxical. She works through her
inner self, her heart and her body.

“Now You Know”
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HACAEOHUE

CaAyra Bcex rocroga,
I'OCIIOAHH BCEX CAyT

Onvea KAHHCKHHA
domozpaguu npedocmasnervl npecc-caysxkboii TeampanoHolli wkoabt KonecmanmuHa Patikuna

APAEKHUH (ARLECCHINO) — BTOPOE UM$ [IEPBOM
>)KEHIIMHBI, KOTOPOM BBIAO OPUIIMAABHO ITO3BOAEHO
BBICTYIIATh B MY>KCKOM MACKE APAEKWHA, —
MTAABSIHCKONM AKTPUCHI, UCCAEIOBATEABHULIBI,
XYIOXKHULIBI U TIUCATEABHULIBI KAABOIUM KOHTUH.
BMECTE ¢ PEXUCCEPOM DPEPPYUYUYO MEPU3U OHU
CO3/IAAU DKCIIEPUMEHTAABHYIO IITKOAY AKTEPA.
BusnuTHyYIO KAPTOUYKY AABOPATOPUU — CIIEKTAKADB
«APAEKVH U ETO ABOVMHUK» — OHU TTOKA3AAU
CTYIEHTAM TEATPAABHOU IMKOABI KOHCTAHTUHA
PAMKMHA, A 3ATEM I[IPOBEAU Al HUX MACTEP-KAACC.




OCETHB HECKOABKO Te€-
aTpoOB U IIOKATaBUIUCH

B MOCKOBCKOM METPO,
IIoKasaB CTyAeHTaM a3bl
HCKyCCTBa KOMEOUU
OeAb apTe, OyKBAaABHO
pasbuparomnieii Teao Ha
COCTAaBASIONINE, YTOOBI CAOXKUTE U3 9THUX
JeTaA€l HOBBIE CyLIECTBa, APAEKHUH BMECTE
CO CBOUM CIIYTHHKOM 3aTASIHYAHW K HaM B I'O-
CTH, 9TODOBI paccKa3aTh HEKOTOPhIE CEKPETHI
CBOEr'0 BEAUKOI'0 UCKYCCTBa, KOTOPOE U II0
cell IeHb MUTAaeT BOOOpakeHUe XYTOKHU-
KOB, IpaMaTyproB, KOMIIO3UTOPOB U PEKIC-
cepoB. U B mkoae, 1 B AabopaTopHu 3aHU-
MaloTCd PEKOHCTPYKIINEN cCaMbIX APEBHUX
¢dopM KoMenuu aeAb apTe, HO U Pa3BUTUEM
JKaHpa, Beab U XXI BeK He J0AXKEH OCTaThCd
6e3 ApaekuHa. Busut B MockBy KaaBauu
KonuTuH, a Takxke aekuuga Imurpud Tpy-
6oukmHa «Pycckue TeaTpaAbHbBIE IIIKOABD Ha
MexayHaponHoMm pectuBaase «CTpaHCTBY-
OINUH APAEKHH» B UTAABSHCKOM T'OPOLE
[Topnenone (okTa6pb 2017 roga) mMoAOXKH-

AY HQYAAO IIpOorpaMMe COTPYLHUYECTBA U
TBOPYECKOr0 oOMeHa B 00AaCTH TeaTpaAb-
HOT'O HCKYCCTBa U IEJAarOTUKU MEXAY
Bricirel IKoAOM CLIEHUYECKUX UCKYCCTB U
OKcIepuMeHTaAbHOM IITIKOAOH aKTepa.

Sensemces au komedus Oesib apme
06beKmom HemamepuatbHO20
KynemypHozo Hacsreoust FOHECKO?
K.K.: IIpencraBbTe, moka HeT. OKOAO
BOCBMH AE€T Ha3a/J MBI CAEAAAH 3aIIPOC,
HO 0Ka3aA0Ch, HyKeH cepTU(HUKAT, II0/-
TBEPAKIAAOIINUH, YTO TPAAUIINS KOMEIUH
IeAb apTe He IIpepbIiBasach. Y UCCAENIO-
BaTeA€H U3 pa3AUYHBIX YHUBEPCUTETOB
Apyrad Io3uUllud — Tpaaullisa IIpepBasach
BO BpeMd Beankon dpaHIy3CKON PEBOAIO-
nuu. lleap HaIMUX UCCA€NOBAHUHN — IIOHCK
OOKYMEHTOB, YTOOBI I0Ka3aTh, YTO CBA3b
He npepbIiBasack. [IpaBaa, 1o HEKOTOPBEIM
MackKaM — HarpuMep, macke [IyapunHea-
ABI — IPU3HAIOT HEIIPEPBIBHOCTD TPagU-
U (ee mJoKa3aAHu ydeHble YyHUBEPCUTETA B
Hearmoae), a mo ApAeKHUHY — He IIOAydaeTcCs.
[TapamgoxkcaabHO, HO IIOMOYb HaM B 3TOM
MOT'YyT APYyTHE CTPaHbl, B KOTOPHIX TOXKE
pacrnpocTpaHHAacCh KOMEAUL AEADL apTe.
®.M.: EcTb emre ogHa mpobaemMa — HE MO-
I'yT IPU3HATh HEMaTEPHUAABHON KYABTYPHOH
LIEHHOCTBIO TO, YTO II03BOAsIeT 3apabdaThl-
BaTh JeHBI'U. Hammpumep, meKUHCKAasa onepa
He BASIETCH HeMaTepHaAbBHBIM KyABTYPHBIM
HaCA€IHEM, B OTAUYME OT ropas3io MeHee u3-
BECTHBIX KUTAHCKHUX T€aTpPOB.

Beul He nepsulil pas 8 Poccuu, bbliu ewe
2acmpoau 8 Hpkymcke...
K.K.: [1a, TaMm y Hac 6b1A0 GOABIIIE BpeMe-
HU — MBI IIOKa3aAH U CIIEKTaKAb «‘APAEKHUH U
€ro IBOMHUK», U COBPEMEHHBIN CIIEKTAKAD,
IIPOBEAH AECATHUAHEBHBIE MacTeP-KAACCHI
U axKe IIOCTaBHUAHU CIIEKTAKAB I10 CKa3Ke
lomiu «<KopoABb-0AEHB».

Iouemy usz 08yx macox — ApneKur

u ApnekuHa — bl 8blOpanu UMeHHO

MYIKCKY10?
K.K.: CymiecTByeT HECKOABKO KEHCKHX
macok (Koaombunua, CepBeTTa), B cpeau
HuxX — ApaeknHa. OHa NTogBHUAAaCh HAMHO-
ro 11o3xe ApAeKHHa-My>K4YWUHBI, T/1e-TO B
koHIle XVII — nagaae XVIII Beka. B kakoMm-
TO CMBICA€ OHA ITPOTUBOIIOCTABAECHA U3-
HadyaAbHOMY Apaekuny. OH, Kak u [Tyab-
YUHEAAA, UMEA U XKEHCKOE, I MYKCKO€e
Ha4daao. [leTH poXOaAHUCh Y HETO, BUANMO,
nouykoBaHHeM. B my3esx EBponbl MOXKHO
BCTPETHUTH U300paxkeHud ApaeKrHa Oe-
PEMEHHOTr0, APAEKHHA C AUIIOM, APAEKU-
Ha, KopMmsIero rpyasoo. B 1700-x rogax
ApaekuH ObIA pa3geAeH Ha aABa IIoAa II0J
BausHueM dpaHIy3cKoii OypKya3HOH
peBoaroniuu. Ho Korma s yumuaach 1 MOU
YYHUTEASI JOBEPUAN MHE UIpaTh ApA€KHHA,
OHMU TIOCHYUTAAH, YTO ¥ MEHSI €CTh MyzKCKas
9HEPTHS, U PEIINAHU (3TO ObIA He MOH BBI-
60p), YTO & MOAXKHA UTI'PATh ApAeKHHA-MY K-
YUHY... COXPaHUBIIET0 XXK€HCKHUE, MaTEePUH-
CKHE MHCTHUHKTEIL.

[ns poccutickozo 3pumenst ApieKuH —

8 nepgyio ouepedo Peppyuuo

Cosnepu u3 ne2eHOapH020 CneKmaKas
Llxopoxo Cmpenepa, KOomopblii Mbl
ysudenu oueHb no30Ho. E2o0 AprekuH
8bINOIHSIL YMONOMPAUUMESbHBLE MPIOKU,
a 8 puHae CHUMAN MACKY — U Mbl
sudesu 1uyo 2n1ybokozo cmapura. A Kak




8 camoti Hmanuu
OomHoCsIMcest K
apaexuHade — Kax
K coxpaHsiemoil
MHO0208€K0801L
mpaouyuu
(8pooe
SINOHCK020
meampa
HO) unu K
HmrUusoMY
Hacaeouro,
Komopoe
passusaemcs
emecme co
epemeHem?
K.K.: B Utraaun
CyHIECTBYET HECKOABKO
IIIKOA KOMEQUHU JIeAb apTe,
a TakiKe OHU eCcThb Bo PpaHIIUU
u VcnnaHuu: 3kaHp pacIpoCTPaHUACS I10
EBpomne mouru MmraoseHHo. llIkoaa Ctpeaepa
OYeHb CUABHAs, HO OHA CBSI3aHAa TOABKO C
onHUM criekrakaeM. OcTaAbHBIE K€ PEKOH-
CTPYKIIUU KOMEOUU eAb apTe SIBASIOTCI
ckopee POABKAOPOM, PA3BACUEHUEM AL
TYPHUCTOB.

HMeHHO O3TOMY MBI CTaAU €30UTH I10
Adpprke 1 BOCTOYHBIM CTpaHaM, u3ydas Ux
6a3oBble Macku. HaM BaskHO OBIAO TIOHSATE,
KaK CBOM JJaBHUE U TAYOOKHE TPAAUIIUU ITHU
Hapoabl COXpPaHIAU KUBBIMU. OKa3aA0Ch —
Oaaromapsa aKTEpPCKO TeXHUKE (OHA ITPU-
Bsi3aHa K KAKOMY-TO KOHKPETHOMY MECTY:
KaTakaAH — Ha ore UHauu, baauiickue
MacCKHU — TOABKO Ha Baam) mpu cBo6ogHOM
penepTyape. A 3To 0O4eHb CO3ByYHO KOMe-
IVHU OeAb apTe, Y KOTOopoii Bcerma ObIA CBO-
O6omublii pentepryap. OHa U BO3HUKAA KaK
CTPAHCTBYIIOIIUN Pa3HOA3BIKUN TeaTp, pe-
mepTyap KOTOPOTO MEHSIACH C ITIOKOACHUSIMU.
MEI ¥ caenyeM 3TOMY HaAIlpPaBAEHUIO — CO-
XPaHSITh U PEKOHCTPYUPOBATE aKTEPCKYIO
TEXHUKY KOMEIUU [JEAb apTe U OOHOBAATH
penepTyap, HepenucbiBaTh 3HaKOMbI€ HCTO-
puH, B3aUMOAEUCTBOBATE C [IEPCOHAKAMHU
OPYTUX IIbEC U APYTUMU AUTEPATYPHBIMU
TpagunusaMUu. B IpoTUBHOM cAydae BMECTO
TeaTpa HoOAyYUTCd My3ei.

&.M.: BosBpaiagaces k Ctpeaepy (rIpo-
LTy IIPOIEHHS, ECAU BaM 3TO IIOKaXKeT-

CS CTPAHHBIM) — B CyIbOE €r0o CIIEKTAKAS
«ApAEKUH, CAyTa ABYX I'OCIIOA» €CTh YTO-TO
6poaBetickoe. CrnekTakAb 1iea 40 aAeT, MeHs-
AVICh aKTephI, U TO, 4T0 CoAepHU TaK JOATO
ocTaBaAcCs APAEKUHOM, — IIPOCTO UyIO.

KoneuHo, Tpaauliisa KOMeOUU JeAb apTe
Onira ipepBaHa. Ho 3T0 cBA3aHO C TEM, 4TO
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MHUDP BoobIrie Torga 6ypHo MeHgAcd. PpaH-
Iy3CKasl PEBOAIOLIUS C ee «cBOOOMOH, paBeH-
CTBOM, OpaTcTBOM» BhIBeAA HaBepx Oypkya

C IeHbraMH, KOTOpble MOI'AH B BOBCE He ObITH
apHucToKpaTaMU. ['oOAbIOHM CHSIA MacKH C
OoraTbIx, c 6ypxkya. [lepcoHaku KoMequn
[EAb apTe CTaAU MEHATHCS B €ro IIbecax — Ha-
npumMep, [TarTasoHe B IepBBIX ITbecax ObIA re-
poewMm, criacuTeaeM BeHernuu, a B IOCAEIHUX —
IIOAyCYMAaCIIeAINTUM cTapukoM. Ho... 3pureab
npennoYuTas cMoTpeTh Moabepa, a He I'oAb-
[OHH, — OH ObIA MHTepecHee. Ha camoMm nmeae
HHUKTO JI0 KOHIIA ceffyac He 3HAeT, KakK JBUra-
AWCH aKTepbl. KnaBausa cKpoMHUYAeT, a BeOb
el yIaAoCh HHTYUTHBHO BOCCO3/1aTh MHOTHE
[BUKEHUs, HAHTH aHTPOIIOAOTHUYIECKOE CO-
OTBETCTBHE MEXY ITO3UIIHEN Teaa U Xapak-
TepoM. OTH B3aMMOOTHOIIIEHHUST HACTOABKO
CHABHEBIE, YTO aKTepy faxKe He HAJ0 HUYEro
00BSICHATE: BCTAB B IPABUABHYIO ITI03HIIHIO,
OH cpa3’y 4yBCTByeT Xapakrep. Ham neficTBu-
TEeABHO OAM30K IIyTh TAKUX T€ATPOB, KaK HO
UAM KabyKH, COXPaHIIOMINX TPAIUIIHIO, MBI
TOXKE CO3/1aeM CBOIO IPaMMAaTHUKY, SI3bIK CBOeH
ITKOABI. MOXKHO cKa3aTh, YTO €CTh ApYyrue
IIIKOABI, I7ie OOABIIIEe 3aHATHI TEXHUYECKOH
BUPTYO3HOCTBIO, BEILYMKOY CMEITHBIX AAIIIIH.
Ho y Hac apyroi nyTsb.

Kax svl 3aHumaemecs pexoHcmpykyuei?

Ymo eam nomozaem Kpome 2pasop U

KapmuH cmapbolx mMmacmeposg?
K.K.: MHe noBe3A0: 4 HadaAa 3aHUMAaTbCS
mouTH pebeHkoM o MeTony 2Kaka Aekoka,
OT1bheHa [leKpy, 9 3aHUMaAach IUPKOBOM
akKpoOaTHUKOM U JKOHTAUPOBAHHUEM, HAPO/I-
HBIMH TaHIIaAMHU — U TaK ITPHOOIIIaAachk K
0a30BBIM UTAABSIHCKUM JABUKEHUAM. Kpo-
M€ TOT0, MOMMHU MaCTepPaMu ObIAY AIOIH,
OoAXBAaTHBIIHNE TPALUIIHUIO, KOTOpad cTasa
BO3pOXKAaThCd B Hadaae XX BeKa, 9 XKe
ObIAa CBUAETEABHUIIEH UX ITOUCKOB. Kakux-
TO 3A€MEHTOB MHE IBHO HE XBaTaAo0, IIpPO-
CTO OTOMY YTO UX HE OBIAO B COBPEMEHHOM
HUTAABSHCKOM TeaTpe, — HallpuMep, IIOHUXKe-
HUeE IIeHTpa TaX)KecTH Teaa. Ho g mobupaana
HUX B IIyTellecTBUSX 110 Adpuke u A3uu. Pe-
KOHCTPYKIIUL JKaHpPa CPOAHU apXE€OAOTHH —
TO TYT, TO TaM HAXOAUIIb HEAOCTAIOIILYIO
KOCTOYKY, YTOOBI CAOKUTEH CKEAET JHUHO3aB-
Pa, KOTOPBIH IIOTOM HAJO €III€ 3aCTaBUTH
3a/IBUTAThCH.

Mmnozo nu «kocmouer» sam ewe He xeamaem?
K.K.: K cuacTiio, MHOTO0. ECcAM OBI MBI HAIIIAK
BCE TO, YTO 3€MAS CIIpSITaAa OT Hac, U BCE II0-
HsIAH, Hac ObI y3Ke He 0bIr0. Ecan HeT Goablie
BOITPOCOB — IIpuayMai ux. [Iag MeHsI CEeTOnHs



caMbI¥ TAaBHBIH BOIIPOC HE KaK ABUTraAcd Ap-
AEKUH B CBOE BpeMd, a KaK U KyZla CErOHSIII-
HUU ApA€KHUH OyZIeT ABUTATHCA B OYAyIIIEM.

Macka ombupaem y axmepa mMumurky u
mpebyem om mesna 6onsbuwell 8blpasu-
mesibHocmu. Ymo 86l uyscmeyeme, K020a
cCHUMaeme MAacKy, — 80 8pemsi CneKmarJis
u nocsie cnekmaxasa? ObnesueHue uau,
Haobopom, He3auiUlu4eHHOCMb?
K.K.: OmHo 13 rAaBHBIX IleAel, KOTOPYIO
MBI ¢ @eppyddo IOCTABUAM Tiepe coboii, —
MOHSATH, YTO MPOUCXOIUT C aKTEPOM, KOTIa
OH CHUMaeT MacKy. HauHeMm c Toro, 4To
JyepHasd Macka ApAeKuHa TpedyeT OrpOMHBIX
3aTpaT 9HEPTHUH, OHA Beb COBCEM HEHATY-

paaucTHuHa. OTa MacKa He paboTaeT, eCAU
HE HCIIOAB30BAaTh 10 IIOAHOM T'OAOC U TE€AO.
Eite BaxxHO, 4TO MacKo¥ MbI Ha3bIBaeM BCe-
ro nepconaxa. Co6CTBEHHO, MacKa U3 KOXH
Ha AMIIE — 9TO BUIIIEHKA Ha TopTe. U Korma
TBI €€ CHUMAaellb, XapaKTEeP MacKH OCTaeT-
CsI B TBOUX [IBUKEHUSX, a AUIIO [IOBTOPSET
HHTEHCHUBHOCTBL MacKHU. B Tearpe cyliecTBy-
IOT ABa IIoAIOCA — KOMEAUH U Tparenuu. U
aKTep CO CBOMMH CAADOCTSIMH IIOCEPENNHE,
€T0 M0OYEePEaHO IPUTATHBAIOT 3TH IIOAIOCA-
macku. To Macka U3 KOXH, TO MacKa cob-
CTBEHHOTO AHIIA, 00€ 0YeHb CHABHBIE.

C 3TUMH MacKaMHU g MOTY COBepIlaTh Ha
ClieHe 3HepreTHYeCcKHe uyaeca. 3a
gac [0 CIEeKTaKASd U YEPEe3 Jac II0CAE

COBCEM HEIABHO, B ®EBPAAE 2017 rofiA, BBIIIAA EIIE ONHA KHUTA KaaBauu KoHTHH W g
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«YEAOBEYECKAST KOMEZINST APAEKUHA», IAE HA 600 CTPAHMLIAX COBCTBEHHBIX UCCAE/IOBAHUI . & N

ABTOP, APAEKMH-XEHIIMHA PACCKA3BBIBAET U TTOKA3BIBAET 3BOAIOLIMIO CBOETO T'EPOSI. .

Contin Arlecchino

La Umana Commedia

di Arlecchino

Tr.: iconografia antica ¢ dtratt d'arte
del prinio Arfecching donng

‘GUW
FORM

Ha npomsiokeHuu snox obpas ApieKkuHa npupacmaJst Ho8blMu COUUATbHbIMU Uepmamu U cmamycamu.
CpedHegeKkosble 2pastopbl omodparkarom croxemsl us KusHu Apaexkuna. Bom oH soszsepauiaemest ¢ 80liHbL
8 KomnaHuu ¢ opyxeHocyem KonombuHotii (1), a 30ece cmarHogumes mamepsio (2), Kopmum maadeHua
2pyovro (3), Kynaem HOB0PONKOEeHHO020, 8 Mo 8pemst Kak ITeepo zomosum edy (4), a 30ecb ¢ HUM xKe
Hacaaxoaemcest nepeblmu ulazamu ceoezo pebeHka (5).
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HETO s ITpeobpazkarch, HIOAHUMAETCS agpe-
HaAUWH, U 4 OIlLyIIai ceds cyneprepoem. Ho
KaK TOABKO 3Ta SHEPTUA UCCIKAET, [OSIBASI-
eTcd OObIYHAasI YeAOBedecKas: cAabOCTb.

Knrouesas cueHa sauiezo cnekmaxaist —
bammo Apaexuna, usparousezo Hopuxa,
U e2o 08oliHuUKa e obpasze 'amnema —
oKaHUUBAEMCSsL MOPAJILHOU nobedotl
ApnexuHa. Kaxk oHa 8o3HuKa?
K.K.: 910 Oopnba MexRAYy HUTHAHU3MOM, OT-
JasHUEM — U CHAOH caMOUpPOHUH, Oaarona-
P KoTopoil ApaeKHH peraeT A0y 3a1a-
qy. ¥ Hac B UTaauu (MoXKeT, U y Bac ToxKe)
TOBOPAT: MOXKHO UCIIPABUTH BCE, KpOMe
cMepTH. A Halll ApAeKHH FOBOPUT: MOXKHO
HCIPaBUTEH BCE, I CMEPTH TOXKE.
&.M.: MBI HanucaAu 3TOT JHUAAOT BO Bpe-
M4 paboThI HAJ CIIEKTAaKAEM, YTOOBI BCTpe-
THUAUCH OBa f3bIKa — KOMEIUH OEAb apTe
H... Tpareguu neAb aptTe. B cBoux nowuc-
KaxX UHTYUTHUBHO MBI IIPUIIAHU K TOMY,
4TO AeaaeT B xxuBonucu OroH luae.
3HaeTe, MbI 00a OEeTH KPECThbIH.
cebe nIpeacTaBUA OMHAXKIBI, KAK MOH
mara (a OH OY4eHb AIOOHA TeaTp) CMO-
TPUT MOHOAOT «BBITH UAL HE OBITH.
OH 0bI eMy He IIOHPaBUACH, JaKe B

O4YeHb XOpoIllel aKTepCKo# pabore. 9 mpen-
cTaBUA cebe, YTO OTBETHA Obl KPECThIHUH
Ha BOIMPOC, OBITH UAHU HE OBITH.

A MOXKHO «npocmeHbKULl» 80NpPOC — KMO

marotll ApnexuHr? [Touemy umerHHo

3Mmom nepcoHa>X — 8EpULUHA 8 UepapxXuul

romeduu desb apme? H nouemy 8vl, Kak

peskuccep, ezo ntobume?
&®.M.: ApAeKUH — HemoOeTUMBIH AyX HAPOA.
Cmenraol, xxuByuuii. OH Benet cebs Kak Ka-
nuTaH. Ho, B otanyue ot Kannurana, KoTo-
prlit HeceT cebsl, HO HUYEro He JeAaeT, 00sCh
Jaxke Myxu, ADAEKHH ToKe OOUTCH, HO JeAa-
eT. KanaBaug yacTo roBOPUT, YTO OH HACTOAB-
KO APYyT Y€AOBEKA, YTO paay HEro nouaeT
u nnpotuB Bora, u npoTuB aAbgaBoAa. Y HETO
OYeHb ITpocTasda rcuxoaorud. [Ipocretimagal!
OH pearupyeT MITHOBEHHO U ITPSIMOAMHENHO.
4 Tak He yMero — U 3aBUAYIO eMy. Ero nymia —
Ipa3aHUK, HACTOSIIUY ApeBHUH KapHaBaA.
[IpencraBbre cebe: MUKW YEAOBEK JOATO
CKHUTAaACH 10 AECY, IIPUIIIEA B TOPOI, a TaM —
My3bIKa, Beceabe. OH olIapallieH, BCe BpeMd
IIPUTAHIIOBBIBAET U IIOTATUBaeT BUHO. U ue-
P€3 HECKOABKO 4acoB YK€ B TpaHce. 1 Tau-
eBaTh IepecTaTh He MoxkeT. Ha ero omexk-
Jle — pa3HOIIBETHBIE POMOUKH. ITO 3aIIAaTKHU
Ha JbIPKaX — OH HEe MOXKeT cebe MMO3BOAUTD
HOBYIO0 onexky. Hornma ero ogexkka caeaaHa
U3 AUCTBEB, a KPaCHbBIE U JKEATbIE POMOUKHY —
OCEHHUE AUCTB.

K.K.: MHe BaxkeH ero ornTuMusM. Apae-
KHH — HacTOoSIUN aHTHAETpeccaHT. Karap-
CHUC MOIKET OJOCTUraThCd Pa3HBIMU CIIOCO-
6aMu — He TOABKO Yepe3 CAe3bI, HO U Yepes
cMeX. ApAeKUH U JapuT KaTapCcuc CKBO3b
cMmex. 1 B To ke BpeMsl OH BEYHBIN PEBOAIO-
IIMIOHEDP, OH BCErga nporectyeT. Ero He roi-
MaTh U He IocaauTh B KaeTKy. OH Bceraa
3alIUIIAEeT YeAOBEUYECKYIO CBOOOIY.

IThacmuka

obpasos
Beona Ilune
80oxHo8Islem
Apnerkura
Knaeouu
KormuH.

]
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Servant of All Masters,
Master of All Servants

Olga KANISKINA. Photos courtesy of the press-service of Theatre School of Konstantin Raikin

ARLECCHINO IS THE SECOND NAME OF THE FIRST WOMAN
THAT WAS OFFICIALLY GIVEN PERMISSION TO PERFORM
UNDER THE MALE MASK OF ARLECCHINO — CLAUDIA
CONTIN, ITALIAN ACTRESS, RESEARCHER, ARTIST AND
WRITER. TOGETHER WITH DIRECTOR FERRuUCCIO MERISI,
THEY CREATED THEY CREATED SCUOLA SPERIMENTALE
DELLATTORE. THEY PERFORMED “ARLECCHINO AND His
DOUBLE” FOR THE STUDENTS OF THEATRE SCHOOL OF
KONSTANTIN RAIKIN AND THEN LED A WORKSHOP.
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fter visiting several theatres
and trying Moscow metro,
Arlecchino and her com-
panion came to our place to
share some secrets of their
art, which still is a great
inspiration for artists, play-
wrights, composers and directors. Arlecchino
is the second official name of the first woman
that was officially given permission to perform
under the male mask of Arlecchino — Claudia
Contin, Italian actress, researcher, artist and
writer. Together with director Ferruccio Merisi
they created the Experimental Actor’s School
(Scuola Sperimentale dell’Attore); then Claudia
Contin created Porto Arlecchino — a Laboratory
of Theatre Art and Crafts; both the school and
the laboratory take on the reconstruction of
the most ancient forms of commedia dell’arte,
but also further development of the genre, for
the 21st century shouldn’t be left without Ar-
lecchino either. Her visit to Moscow, as well as
Dmitry Trubochkin’s lecture “Russian Theatre
Schools” at the International L’Arlecchino Er-
rante festival in the Italian town of Pordenone
(October, 2017) laid the foundation for a pro-
gram of collaboration and artistic exchange in
the area of theatre art and pedagogy between
the Higher School of Performing Arts and the
Experimental Actor’s School.

“Is commedia dell’arte considered part of
UNESCO’s intangible cultural heritage?”
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C.C.: “Believe it or not, it isn’t yet. We made
this request about eight years ago, but it
turned out that we needed a certificate proving
that the commedia dell’arte tradition was
never discontinued. Researchers from different
universities have a different position on
this - the tradition was discontinued during
the Great French Revolution. The goal of our
research is to find documents that would prove
that the connection was never interrupted.
Even though some masks — for instance the
mask of Pulcinella — are recognized as having
the continuity of traditions (it was proven by
researchers at a university in Naples), they are
unable to do so for Arlecchino. Paradoxically,
other countries where commedia dell’arte has
also taken a foothold can help us in that.”
F.M.: “There is one more problem — they
are unable to recognize something as
intangible cultural heritage if it allows you
to earn money. Peking Opera, for instance,
is not considered intangible cultural heritage
unlike some lesser known Chinese theatres.”

“This is not your first time in Russia. You
have also toured in Irkutsk...”
C.C.: “Yes, we had more time there — we showed
the production of “Arlecchino and His Double”
and a contemporary production, conducted ten-
day workshops, and even staged a production
based on Gozzi’s fairytale “The King Stag.””

“Why when choosing between the two

masks — Arlecchino and Arlecchina —did

you choose the male one?”
C.C.: “There are several female masks
(Columbina, Servetta), and Arlecchina is
among them. It appeared much later than the
male Arlecchino one, somewhere in late 17th —
early 18th century. In a way it is a counterpoint
to the original Arlecchino. He, like Pulcinella,
had both female and male origin. His children
were apparently born through budding. In
museums in Europe, you can find paintings
of Arlecchino pregnant, Arlecchino with an
egg, Arlecchino breastfeeding. In the 1700’s
Arlecchino was separated into two sexes
under the influence of France’s Bourgeois
Revolution. But when [ was going through my
studies and my instructors entrusted me to
play Arlecchino, they decided that I had male
energy and concluded (it was not my choice)
that I needed to play a male Arlecchino... who
retained his feminine, maternal instincts.”

“For a Russian theatregoer, Arlecchino is
first and foremost Ferruccio Soleri from
Giorgio Strehler’s legendary production



Masks made by Claudia Contin

that we got to see too late. His Arlecchino
performed mindboggling tricks, and in
the finale he took off his mask and we
saw the face of a very old man. How do
they feel about harlequinade in Italy — as

a preserved centuries-old tradition (like

Japanese Noh theatre) or living heritage

that grows with its time?”

C.C.: “There are several commedia dell’arte
schools in Italy, they exist in France and
Spain as well: the genre spread across
Europe almost instantly. Strehler’s school
is very strong, but it is tied to only one
production. The other adaptations of
commedia dell’arte are of a more folkloric
nature, an entertainment for tourists.

That is why we began travelling across
Africa and eastern countries, studying their
base masks. We needed to understand how
these people maintained their long-standing
and deeply rooted traditions alive. It turned
out that it was thanks to an acting method
(it is tied to some specific place: Kathakali —
in the south of India, the Bali masks — only
in Bali) with free repertoire. And that is
very much in tune with commedia dell’Arte,
which always had free repertoire. It emerged
as a wandering multilingual theatre whose
repertoire changed from generation to
generation. And so we follow that direction —
to maintain and reconstruct the acting
method of commedia dell’arte and update the
repertoire, rewrite familiar stories, interact
with characters from other plays and other
literary traditions. Otherwise, instead of
theatre we’ll end up with a museum.”

F.M.: “Going back to Strehler (my apologies if
this appears strange to you) — there is something
of Broadway in the fate of his production
“Arlecchino, the Servant of Two Masters.” The
production ran for 40 years, actors changed,
and the fact that Soleri remained Arlecchino for
so long was nothing short of a miracle.

Of course, the tradition of commedia
dell’arte was interrupted. But it was due
to the fact that the world itself back then
was going through a whirlwind of changes.
The French Revolution with its ’freedom,
equality, fraternity’ brought bourgeois with
money, who may not have been aristocrats
at all, to the top. Goldoni took off the masks
of the rich, the bourgeois. The characters of
commedia dell’arte began to change in his
plays — Pantalone, for instance, was a hero
in the first plays, the savior of Venice, and
in the last ones he became a half-mad old
man. But... the audience preferred to watch
Moliére instead of Goldoni, because he was
more interesting. The fact of the matter is,
nobody fully knows now how the actors
moved. Claudia is being overly modest. After
all, she intuitively managed to recreate many
of the movements, to find the anthropological
correspondence between the position of
the body and the character’s nature. This
relationship is so strong that an actor doesn’t
even need to explain anything: by adopting
the proper position, he instantly feels his
character’s nature. Our way is indeed similar
to the way of theatres such as Noh or Kabuki,
which maintain their tradition. We, too, create
our own grammar, the language of our school.
One can say that there are other schools that
place greater emphasis on technical skill, on
creating funny lazzi. But our way is different.”

“How do you reconstruct? What helps you

other than engravings and paintings by

old masters?”
C.C.: “I got lucky: I was still almost a child when
I began studying according to the method of
Jacques Lecoq, Etienne Decroux. I did circus
acrobatics and juggling, folk dancing — and
thus I familiarized myself with basic Italian
movements. In addition, my teachers were
people who embraced the tradition that began

The first attempt to be Arlecchino

N4 2017 MHUT-UH®O G5
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to reemerge in early
20th century, and I was
witness to their quests.
I was clearly missing
certain elements simply
because they didn’t exist
in contemporary Italian
theatre — for instance,
lowering the body’s centre of gravity.
But I gained those during my travels in Africa
and Asia. Genre reconstruction is akin to
archeology — here and there you find the missing
bone to put together a dinosaur skeleton that
you will then also need to get to move.”

“Do you still have many missing “bones”?”
C.C.: “Thankfully, yes, many. If we found
everything that the earth had hidden from us
and we understood everything, we would no
longer exist. If there are no more questions,
come up with new ones. The most important
question for me for today is not how Arlecchino
moved in his time, but how and where will
today’s Arlecchino move in the future.”

“A mask takes away an actor’s facial
expressions and demands greater
expression from the body. What do you
feel when you take off the mask, — during
the production and after the production?
Relief or, conversely, vulnerability?”

MUT-UH®O No4 2017

C.C.: “One of the primary goals that Ferrucio
and I set for ourselves was to understand
what happens to an actor when he takes

off the mask. Let’s start with the fact that
Arlecchino’s black mask demands a lot of
energy, for it is entirely non-naturalistic.

That mask doesn’t work if you don’t use

your voice and body to the fullest. And it is
also important that we refer to the entire
character as the mask. In fact, the leather
mask on the face is just a cherry on top of the
cake. And when you take it off, the nature of
the mask remains in your movements, and
your face echoes the intensity of the mask.
There are two poles in theatre — comedies and
tragedies. And the actor with his weaknesses
is stuck in the middle; he is being pulled
alternatively by these mask poles. First, it’s
the leather mask, then it’s the mask of his
own face, both very powerful.

With these masks I can work energy
miracles on stage. An hour before the
performance and an hour after I become
transformed, my adrenaline rises, and I feel
like a superhero. But as soon as that energy
runs out, regular human weakness takes its
place.”

“A key scene in your production is a
’battle’ between Arlecchino, who plays
Yorick, and his double in the part of
Hamlet, and it ends with a moral victory
by Arlecchino. How did it come about?”
C.C.: “It’s a battle between nihilism, despair
and the strength of self-irony which allows
Arlecchino to solve any problem. Here in
Italy (and maybe in your country as well)
we say: there is a remedy for everything
except death. But our Arlecchino says:
there’s a remedy for everything,
death included.”
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Portraits of famous Arlecchinos — Italian actors: (6) Francesco Bigottini (1717-1794), (7) Tristano Martinelli

(1556 —-1631) , (8) Pierre Francois Biancolelli (1680-1734).

F.M.: “We wrote that dialogue while
working on the production in order to bring
together two languages — that of commedia
dell’arte and of... tragedia dell’arte. During
our search, we intuitively arrived at the same
thing that Egon Schiele did in his paintings.
You know, we are both children of peasants. I
once pictured my father (and he loved theatre
very much) watching the “to be or not to be”
soliloquy. He would not have enjoyed it, even
if it was a good acting performance. I tried to
imagine how a peasant would respond to the
question to be or not to be.”

“Can I ask a “simple” question — who is
Arlecchino? Why that character of all the
others is at the top of the hierarchy in
commedia dellarte? And why do you, as a
director, love him?”
F.M.: “Arlecchino is the indomitable spirit
of the people. Funny, resilient. He acts
like I1 Capitano. Yet, unlike Il Capitano,
who carries himself but doesn’t act, afraid
even of a mere fly, Arlecchino is also afraid
but he acts. Claudia often says that he is
man’s friend to such an extent that for his
sake he would go against both God and
the Devil. His psychology is very simple.
Elementary! His reactions are instant and
straightforward. I can’t do that, and I am
jealous of him. His soul is a celebration, a
true carnival of old. Just picture it: a savage
man who roamed the woods for a long
time and then came into town, and there
is music, festivities. He is dumbfounded,
constantly waltzes around and sips wine.

And in a few hours he’s already in a trance.
And he can’t stop dancing. His clothes are
covered with multicolored diamonds. Those
are patches over holes — he can’t afford new
clothes. Sometimes his clothes are made of
leaves, and the red and yellow diamonds
are autumn leaves.”

C.C.: “His optimism is important to
me. Arlecchino is a true antidepressant.
Catharsis can be achieved in various ways —
not only through tears but through laughter
as well. And Arlecchino gives catharsis
through laughter. And at the same time he is
an eternal revolutionary, he always protests.
You can’t capture him and put him in a
cage. He always defends man’s freedom.”
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«AHATOAHH 3®POC. “NKUBOH TPYII”»
Cocm. H. CrezuHa, A. Mawyrosa. — M.: Mockosckuil kKynemypHuli yeHmp APT
MHD, 2017. Kn. 1 u 2. Aaypeam npemuu «TeampanoHolilt pomar-2017»

BYXTOMHUK HOHHEI
ﬂCKeI‘I/IHOﬁ, 3aBAUTA
Anatoaus O¢poca Ha
npotaxeHuu 20 AeT, IIpo-
JOAXKaEeT CEPUI0 KHMT, II0-
CBAILEHHBIX TBOPYECKOMY
IIPOLIECCY F€HHUAABHOI'O
pexuccepa (Ipeaplaynme
OBIAM TTOCBLIIEHEI «Haiiken,
«T'pem cectpam» u Mecdaiy B
nepeBHe»). BoamoxHo, @KuBoi
TPYI» 3Ty CEPHUIO U 3aBEPIIUT — PEETULINU
JAPYTUX CIIEKTAKAEH HE OIIHMCBIBAANCEH C TAKOHU
TIIATEABHOCTHIO. [10 mpu3HaHuIo JIMUTpUd
KprimoBa, y AHaToang Ddpoca, HUKOTIa He
MIUBIIEro, ObIAO B 3JKM3HH HECKOABKO «3aII0€B»,
HECKOABKO IT00EroB OT COOCTBEHHBIX O0CTOS-
TeAbcTB: padora B CIIA, Adnonny u... B MXT
umenu A.Il. YexoBa. @KuBoH TPyIl» — OOUH U3
TAQBHBIX €TO «3aI10€B».

Cam AHaTtoauii BacuapeBUY ocTaBUA
MaA€HBKHUH 4ETBIPEXTOMHHUK «PereTuiuga —
AFO00BB MOs», CBOEOOPa3HBIH pexKrccep-
CKHUH MHEBHUK, HACTOABHYIO KHUTY MHOT'HX
AIOJIEH, TIPUYACTHBIX K TeaTpy. Ho kHurn
Honns! CkernHoOM BoCCO31al0T KOHTEKCT
POKIAIOLIErocd CIIEKTaKAd BO BCEH ITOAHO-
Te. B r1epBOM TOME XPOHUKY PENETULIUHN
IpeaBapseT CTaThd U3BECTHOIO AUTEPATYPO-
Bena [1laBaa Bacunckoro «3auem ToacToii Ha-
nucaa “2KuBoii Tpyn”?», OAOK, ITIOCBAIIEHHBIN
oTHouleHuIM AbBa ToacToro 1 MocKoBCKOTO
XyZIOXKECTBEHHOIO TeaTpa, Iie BIepBble ObIA
noctaBaeH <KUBOH TPyIl», 0AOK O 3HAMEHU-
ThIX Penopax IIpoTacoBbIX COBETCKON CLIEHBL
(Muxawua lapes, Hukoaait I'punieako, iBan
Bepcener, Muxauna PomanoB, Hukoaait Cu-
MOHOB), BIIepBbIe OIIyOANKOBAHHbBIE OTPHIBKU
u3 OIHEBHUKOB AHaToAus Jdpoca, a TaKKe
BocrioMuHaHudg o HeM Oaera Edpemona,
Anoapda lanupo, Aaekcauapa Kaagruna.
XpoHHKa 00pbIBAeTCS HA CAMOM HHTEPEC-
HOM MECT€ — TPYIIIla yXOOUT B OTIIYCK, — YTO-
OBI IPOIOAKUTECS BO BTOpPOoM ToMe. BmecTe
C XPOHHUKOM B HEM MOZKHO [IPOYUTATh UHTEP-
BbIO [MuTpusa KpbiMoBa (0H ObIA XyDOKHU-
KOM CIIEKTaKAS), XyA0KHHUIIBI 10 KOCTIOMaM
Baaentunbsr KomonroBoii. MHTEpECHENITIUH
JOKYMEHT — [IPOTOKOA 3aCeaHUus Xy10-
JKeCcTBeHHOro coBeTa MXT: naseko He Bce
IIPUHSAU 3TOT CIIEKTAaKAb 0€30TOBOPOYHO,
Kak, HanpuMep, UHHOKeHTHH CMOKTYHOB-
ckuii uau EBrenuti EBcturneen. Eme onun
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«T'BO3[b» 3TOT'0 ABYXTOMHHUKA — <KHWBOU TPYID»
raa3aMM KPUTHKOB: CIIEKTAKADb IIPOSIBHA

HUX C COBEPIIEHHO HEOXKUAAHHON CTOPOHBI.
Tak, mporpeccHBHBIH KPUTHUK AAEKCaHIP
CBOOOAVH CIIEKTAaKAB He ITPUHSA, KaK He
npuHgA U Kaasruna-IIlporacoBa, 1 MHOTHE,
IIOBEPUB €My, He IIOIIAA B TeaTp, YTOObI He
pPa304apoBBIBATHCH (B YACTHOCTH, AaeKceH
BapTomesu4, KOTOPBIN A0 CHUX IIOP HE MOXKET
HPOCTUTH cebe 3TO BEPhI). A peaKIIMOHED
EBrenuit CypkoB Hamumcaa o4eHb BaXKHYIO
JAL TeaTPOBEAECHHUS CTAThIO «YxXon Penu
IIpoTacoBa», KOTOpPad cTasa IOYTH UCIIOBE-
JaABHOM (CIIyCTsI HEKOTOPOE BpPEMH OH II0-
KOHYMA XU3HBb caMoyouiictBoMm). [Tocaequee
CAOBO B 3TOM KHUT€ IIPUHANACIKUT Baaepuro
$oKHHY, KOTOPBIX TOXKE HE CMOT IPOUTH
MHMO BeAUKOH nibeckl AbBa ToacToro «<Ku-
BOY TPYID» U CIIeKTaKAS AHaToAus Idpoca,
KOTOPBIH BIIEPBBIE IEPOMAHTU3UPOBAA €€
TAABHOT'O T€POosI U II03BOAHA cebe ropasno 00-
Aee TAyOOKOe, CTPAIIHOE U CBETAOE BUIECHUE
€ro yxoza.
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“ANATOLY EFROS. '’LIVING CORPSE’”
Comp. N. Skegina, A. Mashukova. — M.: Moscow Cultural Centre ART MIF, 2017.
Books 1 and 2

his two-volume book by Nonna eyes of the critics: the production showed

Skegina, Anatoly Efros’s literary them in a very unexpected light. Thus
director over a period of 20 years, progressive critic Alexander Svobodin
continues a series of books dedicated to didn’t accept the production, same as he
the brilliant director’s creative process didn’t accept Kalyagin’s Protasov. While
(the previous ones were dedicated to “The the reactionary Evgeny Surkov wrote an
Seagull”, “Three Sisters” and “A Month in article that became very important for
the Country”). It’s quite possible that “The theatre history — “The departure of Fedya
Living Corpse” will complete this series — Protasov”, which turned into a confession
rehearsals of other productions were of sorts (he committed suicide shortly
never described so thoroughly. By Dmitry after). The closing words in this book
Krymov’s admission, Anatoly Efros, who are given by Valery Fokin — he, too, was
never drank, had several “binges”, several unable to pass by Leo Tolstoy’s great play
attempts to flee his own circumstances: “The Living Corpse” and the production
his work in the U.S, Japan and... at the by Anatoly Efros, who, for the first time,
Chekhov MAT. “The Living Corpse” was one deromanticized the play’s protagonist and
of his main “binges”. allowed himself a deeper, more terrifying

Anatoly Vasilievich himself left behind and bright vision of his departure.

a small four-volume book “The Joy of
Rehearsal”, a director’s diary of sorts, a
reference book for many people connected
to theatre. But the books of Nonna Skegina
recreate the context of an emerging
theatre in its entirety. In volume one, the
chronicle of rehearsals is preceded by an
article by famous literary historian Pavel
Basinsky titled “Why did Tolstoy write
“The Living Corpse”?”, a unit dedicated to
the relationship between Leo Tolstoy and
the Moscow Art Theatre where “The Living
Corpse” was staged for the first time, a
unit about the famous Fedor Protasovs

of the Soviet stage (Mikhail Tsarev,
Nikolai Gritsenko, Ivan Bersenev, Mikhail
Romanov, Nikolai Simonov), excerpts from
Anatoly Efros’s diary published for the
very first time, as well as Oleg Yefremov’s,
Adolf Shapiro’s and Alexander Kalyagin’s
memoirs about him. The chronicle is cut
short at the most interesting spot — the
company leaving on vacation, — to be
continued in second volume. Along with
the chronicle, the book contains interviews
by Dmitry Krymov (he was set designer
for the production) and costume designer
Valentina Komolova. The most interesting
document is the minutes of the meeting
of the MAT artistic council: the reception
for that production was a far cry from

a unanimous acceptance, not everyone
reacted like Innokenty Smoktunovsky,

for instance, or Yevgeniy Yevstigneyev.
Another “feature” of this two-volume

book is “The Living Corpse” through the

«sK1BOM TPYII»
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AAEKCEH BOPO/IHH. <HA BEPETAX YTOITHH.

PA3ST'OBOPBI O TEATPE»

M.: H30amenocmeo ACT: Corpus, 2017

H:E}BaHI/Ie 3TOM KHUTH —
BHO IIPOM3BOHAS
OT Ha3BaHUS OMHOTO U3
TAaBHBIX XUTOB Poccuii-
CKOT'O MOAOEZKHOT'0
TeaTpa, Tpuaoruu Toma
Cronmnapaa «Beper
YTOIIHH», KOTOPAas
COBCEM HeIaBHO pas3-
MeHsIAa BTOPOH AeCSITOK
AET CIIEHUYECKOM >KU3HHU.
: AT B Helt — KBUHTA2CCEHITMST
| TOTO, YTO IIPOIIOBEAYET B TEATPE
Anekceit BoponuH: mpocBeTH-
TEABCTBO, 3aHUMAaTEABHOCTD, IPUKAIOYEHUS
uaey, UHTepecC K OTAEABHO B3dTOH AMYHOCTH
U K UCTOPUYECKHUM [IapaAAeAsM U pudmam,
AUPHKY U IbIXaHue DOABIIIOrO poMaHa.
B atom cmpicae «Ha Oeperax yTonui» Ka-
JKeTCsI 3aMeTKaMHU Ha IIOASX TOI'0 OTPOMHOTO
PEXUCCEPCKOTO ITAaHa Pa3BUTHS TeaTpa
JAS MOAOJBIX, KOTOPBIM OH 3aHHMAaeTCs BCIO
KW3Hb. KHHUra 6oABIlle IT0X03Ka Ha BOABLHBIH
pPas3roBop HAH Ha TBOPYECKYIO BCTPEUY Ma-

ARekcel

!bopoaun

Oeperax
VIO

P (133060;)&';‘.- 0 7‘7‘26’(17?‘?108
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Lunoao, Kumatii, Hauano XX eexa

cTepa Co CBOMMH MOAOABIMH KOAAETAMHU, KOT-
[la CO3MaeTCd OILYIIEHHE, YTO HET JKECTKOr0
IIAaHa pasroBopa: 3a0aBHbBIE CAyYaH, TOPb-
KHe€ BOCIIOMHUHAaHUS, BAOXHOBASIONINE ITPH-
MEpPBI, 3KCKYPChI B HICTOPHIO, BIIEYATACHUH
OT IIOE3/I0K, OY€Hb KOHKPETHBIE CEKPETHI
MacTepcTBa (BIIAOTE O CEKPETOB OOILIEHUS
C HEITPUATHBIMHY, HO BaXXHBIMHU AIOIbMH),
HUIEH «TEKOAAEKTHUBHU3AIIUN» JETCKOr0 Tearpa
U BOOOIIIE BOCIIUTAHUSI, CIIUCOK AIOOHMMBIX
KHUT U Pa3MBIILIACHUS O IIPOECCHU AETKO
ycTynarwT ApPYT ApyTry MecTo. YuTaTh ee —
KaK IIUTHh YHCTYIO BOAY: HE ONbSHEEIb, HE
3apsaaUINbCsa B3BUHYEHHON SHEPTeTUKOM, a
MMEHHO 4YTO yTOAMIIB KaK Ay HOPMaABHOH,
JIOCTOMHO IIPOKUBAEMOM XKHU3HU. 3a pac-
CY>XAEHUSIMH M3TpPa IOo-IIpeXHEMY BUIEH
3aCTEHYUBBIY MaABYUK B OYKaX U3 UHTEAAU-
TeHTHOH CEMBH, KOTOpasi KOTZia-To IIPOMEHSI-
Aa boratyro Xu3Hb B KuTae Ha HEU3BECTHYIO
B CoBeTckoM Cor03€ TOABKO ITIOTOMY, YTO
«I€TH AOAXKHBI TOBOPUTEH Ha CBOEM H3BIKE».
OTOT MaABYMK HECKOABKO pa3 IIPOBAAHUACS
Ha aKTE€PCKHH, IIOCTYIIHA Ha TeaTpoBeade-
CKUH, cOexkaa OTTy[a Ha PeKHUCCEPCKUH,
COBEPIIINA HECKOABKO THXUX, HO BaXXHBIX
peBoaronuii B Tearpax CMmoaeHcKa, KupoBa,
a 1oroM U B MockBe.

Bepera yronuit Aaekcea bopoauna —
cBeTaoe MecTo. Ho He moToMy, 4TO OH He
YyBCTBOBAA BKYC Tparenuu — 0Oblaa 4yaoM
ylieAeBIIad CeEMbs (UX IPEAIIeCTBEHHUKOB-
penaTpHaHTOB OTIIPABUAU B Aarepd), ObIAK
MBICAH O CaMOYyOHHCTBE [I0CAE IIOTEPH
ponuTeaeil BoO Bpems cOOCTBEHHOM 0e3-
paboTHUIEI 1 HEBOCTPEOOBAHHOCTH, ObIAT
3aKpPBITHIE CIIEKTAKAHN U TpaBAsd Koaaer. Ho
IIOTOMY, YTO F'€HETHYECKH YHACAEL0BaA OT
ponuTesell My>KeCTBO IPUHUMATh BCE KaK
€CTh U UATHU AaABIIIE: «5 MABIBY, IIOTOMY
4TO 6OIOCH YTOHYTH».



BOOKSHOP

DISCUSSIONS ON THEATRE”

he title of this book is a clear derivative

of the title of one of Russian Youth
Theatre’s main hits, Tom Stoppard’s trilogy
“The Coast of Utopia”, whose stage life
recently entered into its second decade. It
contains the quintessence of what Alexei
Borodin preaches in theatre: enlightenment,
entertainment, adventures of ideas, interest
in a specific person and historical parallels
and rhymes, the lyrics and the breathing
rhythm of a big novel. In that regard “On
the Coasts of Utopias” appears as notes in
the margins of that enormous directorial
plan for developing the theatre for the
youth, which is what he’s been doing his
whole life. The book is more of a freestyle
conversation or a creative meeting between
a maestro and his young colleagues, when
you have the impression that there is no
strict plan for the conversation: funny
stories, bitter recollections, inspirational
examples, excursions into history,
impressions from various trips, very specific
tricks of the trade (including the tricks for
interacting with unpleasant but important
people), ideas about “de-collectivization” of
children’s theatre and rearing in general,
a list of favorite books and musings about
the profession seamlessly trade places with
one another. Reading it is like drinking

ALEXEI BORODIN. “ON THE COASTS OF UTOPIAS.
M.: AST Publishing House: Corpus, 2017

pure water: you won'’t get drunk, you
won’t become charged with high-strung
energy, you will simply clench the thirst
of a normal, dignified life. The maestro’s
musings still reveal a shy little boy with
glasses from a cultured family that once
traded a rich life in China for an unknown
one in the Soviet Union solely because
“children must speak in their native
language”. That boy failed several times
to get admitted to the acting faculty, got
admitted to the faculty of theatre history,
ran off from there to the faculty of directing,
and created several quiet but important
revolutions in the theatres in Smolensk,
Kirov and then Moscow as well.

Alexei Borodin’s coasts of utopias is
a happy place. But not because he didn’t
experience the taste of tragedy — there was
his family that by some miracle managed to
survive (their repatriate predecessors were
all sent to the camps), there were thoughts
of suicide following the loss of his parents
during the time of his own unemployment
and the absence of demand, there were
closed productions and the persecution of
his colleagues. But because he genetically
inherited from his parents the courage to
accept things as they are and to keep going,
“I swim because I'm afraid to drown.”
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XPOHOTI'PAP

TBOPIIBLI H MYy3bI

AnHa YEITYPHOBA

/AETKO AV BbITb XKEHOI W3BECTHOI'O PEXXUCCEPA MAW JJPAMATYPTA?
['EPOMHSM HAIIETO XPOHOI'PA®A, OABIE KHUIIIEP-HEXOBO! 1
3UHAUAE PAlX, HE PA3 ITPMUXOOWAOCH CABIIIATb, YTO OHU OTHOCSITCA
K CBOUM BTOPBIM ITOAOBHMHAM HE TAK, KAK CAEZIOBAAO Bhbl. [IEPECYIOB
BOKPYT XEHbI EBrEHust I1IBAPLHA EKATEPUHBI XOOWMAO 3HAYUTEABHO
MEHBIIE, OHA BE/Ib HE BbIAA TTYBAMYHBIM YEAOBEKOM. HO ITOAHOCTBIO
EN MX U3BEXATb HE YIIAAOCH — BE[Ib PA/IU HEE JJPAMATYPT OCTABHA
MIPEABIAYIIYIO 3KEHY Y PEBEHKA Y BCIO XM3Hb COMHEBAACSI, AFOBUT
AW ETO HA CAMOM [IEAE OBOXXAEMAY UM KATs1. 11 BCE-TAKH, ECAU
TIEPE®PA3MPOBATB TOT'O KE EBrEHUs IIBAPIIA, «<AFOBOBb CIIOCOBHA
TBOPUTb HACTOSIIUE YYIECA». M1 94TO BBl HU TOBOPHMAU O XXEHAX
BEAMKUX AIOIIEM X COBPEMEHHUKM, MBI-TO 3HAEM: BE3 2THX XEHIIUH
TOYHO HE BbIAO Bbl CO3/IAHO MHOXECTBO CITEKTAKAEM U TIbEC, HbIHE
CTOAb AIOBUMBIX BCEMM HAMMU.

Makers and Muses

Anna CHEPURNOVA

IS IT EASY TO BE A WIFE OF A FAMOUS DIRECTOR OR PLAYWRIGHT? THE ROLE
OF SPOUSES IN THE LIFE AND WORK OF THEIR EMINENT HUSBANDS IS ALWAYS
AMBIGUOUS. AS FOR THE HEROINES OF OUR CHRONOGRAPH, OLGA KNIPPER-
CHEKHOVA AND ZINAIDA RAICH, THEY OFTEN USED TO HEAR THAT THEY
WERE NOT TREATING THEIR HUSBANDS THE PROPER WAY. THERE WAS MUCH
LESS GOSSIP CONCERNING EVGENY SCHWARTZ’S WIFE EKATERINA, SHE WAS
NOT A PUBLIC PERSON. YET SHE COULD NOT AVOID THEM COMPLETELY SINCE
THE PLAYWRIGHT HAD LEFT HIS FIRST WIFE AND A CHILD FOR HER SAKE
AND ALL HIS LIFE HE DOUBTED WHETHER KATYA REALLY LOVED HIM. AND
YET, ACCORDING TO EUGENE SCHWARTZ, “LOVE HELPS US TO MAKE REAL
MIRACLES.” NO MATTER WHAT CONTEMPORARIES WERE SAYING ABOUT WIVES
OF GREAT PEOPLE, WE KNOW THAT WITHOUT THESE WOMEN, MANY WELL-
KNOWN PLAYS AND PRODUCTIONS WOULD NOT HAVE BEEN CREATED.




15.01.1895
122 roma HA3AL
IIPEMBEPA «<AEBEITHHOI'O

O3EPA» B MAPHHHCKOM
TEATPE

Bmo 6bLna nepsas yoauHas
nocmarosKka enocsiedcmauu
Jle2eHOapH0o20 NPOU3BEO0eHUsL
Ilempa Yatirxosckozo Ha cueHe.

K coxcaneruro, cam Komnosumop
ymep 08Ymsi 200aMU paHbULE.
Hao 6anemom pabomanu Mapuyc
Ilemuna u Aes Hearos. OHu
YACMUYHO UBMEHUAU AUOPEmmMO.
Ilemuna npudyman napmuro
yepHoezo Nebeost, a HearHos —
marey mManeHbKux nebeoeti.

Hx sepcust «\ebeduHoeo ozepar
80ULIA 8 OCHOBY boTbULUHCMBA
NnocedyYoULUX NOCMAHOB0K
b6anema Yaiikosckozo.

“SWAN LAKE” PREMIERE
AT MARIINSKY THEATRE

This was the first successful
staging of the legendary work of
Pyotr Tchaikovsky. Unfortunately,
the composer himself had died
two years earlier. Marius Petipa
and Lev Ivanov worked at the
ballet. They partially changed the
libretto. Petipa came up with a
part of a black swan, and Ivanov —
a dance of the little swans.

CHRONOGRAPH

I
31.01.1901
116 AET HA3BALL

IIEPBASI IIOCTAHOBKA
B MXT «TPEX CECTEP»
AHTOHA YEXOBA

Hecmomps Ha mo umo 8
cnexkmarie Gblau 3aHIMbl
JAyuuiue aKkmepsl meampa, u
cpeou Hux cam Konemanmur
Cmanucaascruil u Onvea
Knunnep, omsblgbl npeccol Ha
npembepy 8 borbuuHCcmae
cgoem bbliu OmpuUUameslbHbIMU.
Kpumurx Huxonaii S¢gppoc
ecnomuras: <Haympo nocne
cnekmarist 60IbUUHCMEO. ..
Y3HAJI0 OM 2a3eMHOU KPUMUKU,
umo «Tpu cecmpou... coscem
daske He nbeca, a max,
Hesecmb umo». Ho 3pumenu
OMHECAUCH K CNeEKMAKJI0
XyoorkecmeeHHozo0 meampa
JYuue, Uem HYpPHauUCmel, U
OUEHb CKOPO OH CMAJL O0HUM U3
camblx nocewaemolx. B mapme
CNeKman.Jib No8e3 U Ha 2acmposu
8 Ilemepbype, omiyoa Marxcum
TI'oporuii nucan Yexosy: «“Tpu
cecmpbl” uoym usymumesbHo!
Mysvika, He uzpan.

THE FIRST PRODUCTION
OF “THREE SISTERS” BY
ANTON CHEKHOV AT MAT

Despite the fact that the best
actors of the theatre were engaged
in the play, including Konstantin
Stanislavsky and Olga Knipper,
the premiere had a bad press.
However, the audience took

the performance better than
journalists, and very soon the
house was full. In March the
production went on a tour to St.
Petersburg, from where Maxim
Gorky wrote to Chekhov: “Three
Sisters” are marvelous! It is music
rather than acting.”

10.02.1919
O8 AET HA3ALL

POOHUACS OPAMATYPI
AAEKCAHAP BOAOOHH

Anexcarndp Auguuy (marxosa ezo
HACMOAWAS. pamunusy) poouscs
8 Murncke. IIamunemrum
nomepsiai Mamo, NOCJie ueeo
ManbuuKa 3a6pan K cebe 8
Mockey ez0 05105 — epau no
npocpeccuu. B namsmu BonoduHa
e20 dememeo U ompouecmao
0CMANUCH «OCTIeNUMENTHO
MpauHblmw. Eule 8 wikone
MALUUK NO0OUN meamp U
nokynasa bunemst, 5KOHOMSL

Ha 3aemparax. Ho e2o nymo k
NPU3BAHUIO OKA3ACSL USBUSTUCTT.
Ipes<de uem nocmynume

Ha cueHapHblil harxynemem
Hremumyma kuHemamoepaguu,
BosioduH Hedonizo omyuuncst

8 Mocicoscicom asuayuoHHOM
uHcmumyme, nopaboman
yuumesiem 8 CenbCKoll WKoe,
CAYIKUN 8 APMULL, B0EBAT HA

¢porme.
THE PLAYWRIGHT

ALEXANDER VOLODIN
WAS BORN

Alexander Lifshits (this is his
real name) was born in Minsk.
When Sasha was five years old,
his mother died, and the boy was
taken to Moscow by his uncle,

a medical doctor by profession.
Back at school, the boy fell in love
with theatre and was spending
his pocket money on shows.
Before entering screenwriting
department of the Institute of
Cinematography, Volodin entered
Moscow Aviation Institute for a
short time, and then worked as a
teacher for village school, served
in the army, fought during the
war.
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19.01.1924
O3 roma HABA

IIPEMBEPA «AECA» B TEATPE
HM. BC. MEHEPXOABIA

C mekcmom nvecsbl AnerxcaHopa
OcmposcKkoeo pexkuccep obouten-
€51 00801bHO 80.16H0. Metiepxoib0
pasbun nbecy Ha 33 snuzoda,
KasKoblll U3 HUX UMeT ceoe
HaseaHue u moz bl OeMOHCMpU-
POBAMBCSL CAMOCMOSIMETEHO.
Hercomopble nepcoHarku, no 3a-
OymKe perkuccepa, CmaHO8UNIUCH
8 cneKkmaxJie SKCYeHMpPUUHbIMU
do KpatiHocmu. 9mo Kacanoce u
ux nogedeHust, U BHeulHe20 sUOQ.
Bonvwe gcezo nybaurky uloku-
po8aNU pasHougemHble NapuKu
2epoes. Tax, Hanpumep, ByaaHos
(romopozo uzpan monoooti Mear
IToipoes) wezonsin ¢ wesentopoti
3es1teHo20 ysema. ns Metiepxose-
da «\ec» umen ocoboe sHaueHue
euwe U Nomomy, Umo 8 Imom cnex-
marJie COCmosiaicst CyeHUUeckull
debrom e20 29-nemHeli HeHbl
Bunauodsl Paiix — oHa uzpana
Arcrouy.

PREMIERE OF “THE

FOREST” AT MEYERHOLD
THEATRE

The director interpreted the text
of Alexander Ostrovsky’s play
rather freely. Meyerhold divided
the play into 33 episodes; each of
them had its own name and could
be shown on its own. Some of the
characters, according to the idea
of the director, became extremely
eccentric in the play. This involved
their behavior and appearance.
Most of all the audience was
shocked by the colorful wigs of
the characters. For Meyerhold,
“The Forest” was of particular
importance also because this paly
was a stage debut of his 29-year-
old wife Zinaida Raich.

MUT-UH®O Ne4 2017

01.02.1939
78 AET HA3A

POOHAACH BAAEPHHA
EKATEPHHA MAKCHMOBA

[lesourxa pocna e
UHMENNIURZEHMHOU MOCKO8CKOTL
cembe, OHA NPUXOOUJLACH BHYUKOU
pycckomy dunocogy I'ycmasy
IIInemy. C Mupom maHua HUKmo
U3 ee poOCMEEeHHUKO8 C8s13AH He
6bin. Ho cama Kamsi c dememsa
nopaxxana OKpysKarouux
HeobbualiHol NIACMUYHOCMbIO,
u ee pewunu omoamos &
Mockoecicoe xopeoepacpuueckoe
yuunuwe. 3a 200 00 e2o
oxoHuaHusi ExamepuHa nobeouna
Ha BcecotosHOM KOHKYpce
apmucmos 6anema. Ilocne
eblnycKa ee 835U 8 mpynny
Boavwozo meampa. B yuunuwe
Marcumosa ecmpemuna u ceoezo
6yoyuiezo myxca Brnadumupa
Bacusnwesa, snociedcmsuul ux
MaHyesabHbLil 0yam cman
00HOTL U3 ne2eHo XX eexa.

BALLERINA EKATERINA
MAXIMOVA WAS BORN

The girl grew up in a family of
Moscow intellectuals; she was

a granddaughter of Russian
philosopher Gustav Shpet. None
of her relatives had anything

to do with the world of dance.
But Katya herself, since her
childhood, amazed the family by
her extraordinary talent and the
decision was made that she would
enter Moscow Ballet School. After
graduation, she was invited to
the Bolshoi Theatre. At school,
Maximova had met her future
husband, Vladimir Vasiliev, and
later their dance duo became one
of the 20th century legends.

10.12.1944
73 TOIA HABA
EBTEHHH LIBAPI]

HAYAA ITHCATB ITBECY
«OBBIKHOBEHHOE 49Y10»

Paboma Hao Hell NpoOoIKANACH
10 nem. Illeapy npusHaeaics,
Ymo smo npousgedeHue emy
0cobeHHO 00p020, U NUCaMb

€20 OH MO2Kem JUWb 8 me
MOMEHMBbL, K020a «uyscmeayem
cebsi uenogexomr. TpenemHocmeb
asmopa no OMHOWEHUIO K

amoti nbece 0ObACHANACH

mem, 4mo OH NOC8SIMUT ee
cgoell 20psUo JoOUMOTL JKeHe
Examepure HeaHosHe Illsapy.
Herxomopble ee uepmol HaWLAU
ompaskeHue 8 obpase XosstirKu.
Brauane nucamesib Ha38aJl ceoe
npouseederue Vledsedw. Ho
cobupasuwuiics cmasums nbecy
Teamp-cmyous KuHoaxmepa

8 1956 200y nonpocun asmopa
03a221a8UMb ee KaK-mo uHaue. B

pesysmame NOsIGUACSL 34201080K
«ObblicHOBeHHOoe Uyoo», Noo
KOmMopblM npoussedeHue eckope U
6bL10 8nepable HanewamaHo.

EUGENE SCHWARTZ BEGAN
TO WRITE HIS PLAY “THE
ORDINARY MIRACLE”

The work lasted for 10 years.
Schwartz admitted that this work
was especially dear to him, and
he could write it only in those
moments when he “felt human.”
The author’s fondness for this play
was explained by the fact that he
dedicated it to his beloved wife,
Ekaterina Schwartz. At first the
writer named his work “The Bear”,
but later he changed it to “The
Ordinary Miracle.”



08.01.1967
50 AET HABAT

YMEP PEXXHCCEP
HHKOAAH OXAOITKOB

Bonee 20 nocnedHux nem

cgoetl JKU3HU OH B032/1A8NLAN
Teamp um. Bn. Masikoeckozo

(0o 1954 200a Hocuswiuii
HassaHue Mockosckuii meamp
opamvy). MHozue cnekmarkau
Oxnonkosa, Hanpumep dVonooas
2eapousy 1947 200a u I amnem»
1953 200a, nosw3oeanuco
HeBepostmHOU NONYNSPHOCMBIO

8 meampasneHoti Mockee. B
ceoell pesxxuccype Oxnonkos
msizomest K pPOMAHMUUECKOoU
npunooHsmocmu. A ewe

cam ymes 3a.meuamestoHo
noKasbleams posib HA CUEHE,
9MoMYy OH HAYUUJICS, UPAsl 8
Mmonodocmu 8 Teampe um. Be.
Meftiepxonvoa. B Teampe um.

Ba. Masikosckozo Oxaionkos
cobpan MHOUX UMEHUMBLX
ucnostHumenneti. A 3a HeCKObKO
siem 0o cgoeti cmepmu OMONO0UN
mpynny, npu2aacus psio
HAUUHAIOUWUX aKmMepos, cpeou
KomopbLx bl Anerxcarop
Aasapes, Ceemaara Hemonsesa,
Anamonuii Pomawur, Ceemaara
Musepu...

DIRECTOR NIKOLAI
OKHLOPKOV DIED

Over the last 20 years of his life,
he headed Mayakovsky Theatre.
Many of Okhlopkov’s productions,
such as “Young Guards” (1947)
and Hamlet (1953), enjoyed
incredible popularity among
Moscow theatre-lovers. In his
directing, Okhlopkov bent for
romantic elation. He himself knew
very well how to act on stage, he
learned this in his youth playing
at Meyerhold Theatre.

06.12.1971
46 AET HABAJ

B IIAPHIXE YMEPAA
BAAEPUHA MATHABIA
KIIECHHCKAS

Aezendapras npuma Mapuurcko-
20 meampa He 00KUNA 8Ce20 He-
CKOIbKUX Mecsies 00 c80e20 Cmo-
semust. Dmuzpuposas us3 Poccuu 6
1920 200y, KwecuHckas nposena
80 PpaHyuu bosiee noysexa.

B Ilapuske oHa omKpbLia c80t0
baniemHyro cmyouro, mam ke
6bL1u enepsble HaneuamaHbl ee
Memyapbl (HA PpaHUY3CKOM si3bl-
ie). B 1921 200y oHa 8biuna 3a-
MYoK 3a Benurozo kHs351 AHOpest
Bradumuposuua u HECKOIbKUMU
200aMU NO32Ke NONYUULA MUMYJL
Ceemuetiwetl kHsizuHU Pomaros-
croti-Kpacurcroti. [Tocne cmepmu
JHOOUMUUA PYCCKO20 UMNEPAMOp-
CK020 0OMA HAUUA YNOKOeHUe HA
rnaobuwe CeH->KeHesbes-Oe-Bya
8 00HOU MO2ULTIe CO CBOUM MYIMKEM
u ¢ cotHom Bradumupom.

BALLERINA MATHILDA

KSCHESSINSKAYA DIED
IN PARIS

The legendary prima of the
Mariinsky Theatre died just a
few months short of her 100th
birthday. Having emigrated from
Russia in 1920, Kschessinskaya
spent more than half of a century
in France. In Paris, she opened
her ballet studio; her memoirs
were also published there for the
first time (in French). In 1921,
she married Grand Duke Andrei
Vladimirovich and a few years
later received the title of Princess
Romanovskaya-Krasinskaya.
After her death she was buried
at the Sainte-Genevieve-des-Bois
Russian Cemetery in a grave
with her husband and her son
Vladimir.

21.01.2000
17 AET HA3AL

YMEPAA AKTPHCA
CO®bsI TUASABCKAS

Ona ckoHuasaces e 88 iem,

a uezpame Ha cueHe MXT

um. A.I1. 9exosa nepecmana
8cez0 30 HECKOTbKO MeCcsues

do cmepmu. B meampe,
OCHOBAHHOM KOHCMAaHMUHOM
CmaHucnasckum, ITunssckast
npopabomana noumu 70 sem
(8 MXT axmpuca npuwna
Ccpasy nocsie OKOHUAHUSL
dpamamuueckoii cmyouu 8
1931 200y). «OHa bbina kKpacusa
00 KOHUQ JKUSHW), — 2080PUN

o ITunsascrkoii ee koneea no
meampy Muxaun Kosarxos. I1o
ez20 cnosam, umeHHo Coghost
Cmarucago8Ha NoMo2a emy
mpobume» 8 1981 200y cmaswiuii
nomom 6e3ymHoO NONYNSAPHbLM
punom dIokposcKkue sopoma.
Cama axmpuca cblzpana 8
HeMm memyulKky 2/108H020 2epost,
MOCKOBCKYIO UHMENIUZEHMKY,
U aMa KapmuHa Npociasund
Iunssckyro bovwe, uem sce ee
npeodsloyuiue poiu 8 KUHO.

ACTRESS SOPHIA
PILYAVSKAYA DIED

She died at 88, and stopped
playing at MAT only few

months before her death. At the
theatre founded by Konstantin
Stanislavsky, Pilyavskaya worked
for almost 70 years. “She was
beautiful till the end of her life,”
Mikhail Kozakov, her colleague,
was saying about Pilyavskaya.
According to him, it was Sofya
Stanislavovna who helped him
in 1981 with his film “Pokrovsky
Gates”, which later became
insanely popular.
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A.A.BAKHRUSHIN THEATRE MUSEUM

PARTICULARY VALUABLE OBJECTS OF CULTURAL HERITAGE OF THE PEOPLES OF THE RUSSIAN FEDERATION

BAKHRUSHIN STREET 31/12
TELA47(495)953-48-48
WWW.GCTM.RU

The Branches of A. A. Bakhrushin T heatre Museum:
T he estate of dramatist A. N. Ostrovsky
T he T heatre Salon on Malaga Ordynka
The House- Museum of M. N. EE_rmolova
The House- Museum of M. S. Shepkin
T he Apartment- Museum of Vs. [©.. Meyerhold

Thc artment - Museum of the actors
Famllﬂ KA NA Mironova—A.S.Mcnal(er
Thc APartmcnt - Muscum of C] 5 U|anova

Thc Apartmcnt— Muscum of V N F[uchck

T|’|c theatrical Pamtcr Dawcl borovskg-Broc!skﬂ memoria

museum- the creative Studlo
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XYOOXKHVK Bnagumup apecdbeB

Uropb KOCTONIEBCKU MW HaTanbs nanarylkuHa t
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8 (495) 690 4658, 690 6241, 8 (499) 678 0304 www.mayakovsky.ru facebook.com/t.mayakovskogo

P cueHa Ha
cpeTeHke

CHGKOI(

PEXUCCEp HUKUTa Kobenes
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| Yunbam LLekcnup

nmeHun Apkaauna PankuHa
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.Pemmccép
IOPUN
BYTYCOB

B 3arnaBHown ponu
KOHCTAHTUH
PAUKUH

3aka3 bunetos: (495) 602-6577

www.satirikon.ru
XYOOWECTBEHHbIN PYKOBOOWTESIb TEATPA KOHCTAHTUH PAUKUWUH




