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IN MEMORIAM

)PBIH HrpaeT

Onvea DYK(

domoepag eHbl Teampom.doc u MXT um. Yexosa

BCEX CMBICAAX BECHOM

DI'O T'OZIA TEATPAABHBIN MUP MOCKBBI
AOJHO U EBPOIBI, TIOTEPSIA OIHOT'O

X COBEPIIEHHO YHUKAABHBIX JESTEAEM,
O BBIAO TOABKO B KAKOU-TO OOHOU
POPECCUU. OHU — AKTEP, PEXKUCCEP,

P, KYMUP MUAAUOHOB 1 TBOPYECKUM
TAAAHTOB OAET TABAKOB; 1 IPAMATVYPT,
HAPUCT, IEJATOTL, AUJIEP, KYMUP TbICSY
OTEL] MHOTUX TAAAHTOB MUXAUA
ETUAWCH I[JIE-TO TAM, B HEBECHOH
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Domo: Examepura Lleemrxosa

aBEpPHOE, KTO-TO BOCKAUKHET, YTO MAacCIlITa-
OBI 9THUX ABYX XyIOKHUKOB HECOIIOCTABHMBL.
OpnuH, 10 COOCTBEHHOMY IIPHU3HAHUIO, — «I'O-
CyapeB YEAOBEK», AUJIEP CAMOT'0 BaXKHOI'O

B TeaTpaAbHOH ucTopuu Poccuu npamarude-
CKOTr'O TeaTpa, C MOAOABIX AET U 0 CTAPOCTHU
YBACYEHHBIN HUeeH IIIKOABI aKTEPCKOM UTDHI,
KOTOpasi HEBO3MOXKHA 0e3 4eA0BEYeCKOI'o CTa-
HOBA€HU4. [IpyroH — IpUHIUIIHAABHBIN IIPO-
TUBHUK y4aCTUs ['OCy1apcTBa B cyab0e cBoe-
ro JEeTHUIIA, aBTOP [IPOrpaMMbl «AHTHIIIKOAAY
u Tearpa. doc, «<B KOTOPOM HE UTPaIOT», YbH
[IBepH ObIAM OTKPBITHI AL BCEX, Y KOr'o OblAa
Kakasgd-TO TBop4YecKad uaed: IPUXoau, IIpo-
Oy#, omrubaiica HAW BEIUTPBIBAM (BIIpOYEM,
4EAOBEYECKOE CTAHOBACHHUE y HET'O TAKXKE CTO-
uT Ha nepBoM MecTe). Ho, yBepeHna, MeHbIIIE
BCEro Ha CBETE 3TH ABa TOACTIKA, HAYHUCTO
AWITIEHHEIE I1adoca, IeperioAHeHHbIE HHTEPe-
COM K KHW3HH U AIOISIM BOKPYT, 3aXOTEAH ObI
MepsSThCd MaclITabaMHu.

CMepTh OOHOTO, KaK ObI TOPBKO 3TO Ce-
Jac HU 3By4aAo0, He OblAa TaKOH YK HEOXKH-
JaHHOCTBIO JAd OKpyzxKarwIux. He ToaAbKO
IIOTOMY, YTO OH JOXKHA [0 HaTpHUapXaAbHOI'O
BO3pacTa, pa3MEHHIB AEBATBIN AECATOK.

Ho u noToMy, 4T0 CMEPTH CBOIO OH My3Ke-
CTBEHHO U abCOAIOTHO I'eHHAABHO CBIT'PaA

B POAH I0BEAMDPA, YMUPAIOIIETO OT pakKa

U KIYIIETO B TOCTH KOPOAEBY, YTOOBI BPY-
4UTBb €1 CBOE COBEPIIIEHHOE TBOPEHUE. Be-
AUKUH arRTEp, TAK AIOOUBIIIHH KU3HD — OT €€
AYYIIIHUX IPOSABACHUN B HCKYCCTBE [0 BKYC-
HOHU e[bl Ha TapeAKe, KOTOPYIO OH MOT C YI0-
BOABCTBHEM BBIAN3ATh,— ChI'PAA YXOM, IIPO-
LIaHUE, CMEPTh, KaK TUXYIO TOPXKECTBEHHYIO
KOy, B KOTOPOHU BCTPETHUAUCH COBEPIIIEHCTBO
U 3aBepPLIEHHOCTE. A II0CA€ 3TOH pPaboThI,
IIOCTCKPHUIITYMOM, CBIrpaA €elle u Bypromu-
CTpa U3 LIBaApPLIEBCKOro «/[pakKoHa», TaK Ke
FeHHAaABHO, CAPKaCTHUYHO pPa300paBIINCh

CO cBOel TH0EeABHOM POABIO BOABIIIOTO Ha-
4JaABHHKA B JPAKOHOBCKYIO 3110Xy. MMeHHO

Ha HOSIOPBCKOM «/IpaKOHEe» OH IIOIIPOIIAACS
CO CILIEHBI CO CBOMMH 3PUTEASIMHU, KOTOPHIE
HE MOTAM CIEPKATb CAES3.

CMepTH ApPYroro (Ho4b, CEPAECYHBIN IPU-
CTYII, «CKOpash» foAeTesa ObICTPO, HO BCE
PaBHO He yclieaa) He OXKUJaA HUKTO BO-
obrre. Emé HakaHyHe OH ObIA Ha 100Haee
«HoBoM razeTtbI», C KOTOPOH €ro CBA3bIBA-
AY HECKOABKO BasKHBIX ITPoeKTOB. IllyTua,
CIIOPHA, KyPHA, 3aBI3bIBAA HOBBIE KOHTAK-
ThI U 3aT€BaA HOBOE ZieA0. 62 roma — TBOp-
Jeckasd, dYeAoBedecKasd, MyKCKas 3PEAOCTD,
HO HUKAaK He BpeMsI IAS YXOaa.

K omHOMYy, Aaypeaty Bcex Harpaz U o0-
AaIaTEAI0 BCEX CTEIIEHEH 3aCAyT IIEpes
OTedecTBOM IpHEXaAAU Ha IIOXOPOHBI IIEP-
BEbIE AWIIA rocyaapcTBa. C pOOHBIX APYTroro
3aIIPOCHUAHN 0ACHOCAOBHYIO CYMMY 3a MECTO
Ha TpoekypoBCKOM KAanbuire (MoAa, «<HeI0-
CTaTOYHO 3aCAYT, HE IBASIETCH HAPOLHBIM
apTHUCTOM» U — 0c000 M30LIPEHHOE — «I10-
JaiTe B MOPHUIO IIOBTOPHOE ITPOLIEHUEY),

U TBICSIYU AIOfleHl 3a CYTKH coOpaAu HyK-
HYIO CyMMY, 100aBASIg K IIOXKE€PTBOBAHHUEM
CAOBa: «3TO U Mod notepsi». Hazmo au roso-
puTh, uTo U Ha HoBonmeBHuke K TabakoRBy,

u Ha TpoekypoBCKOe K YrapoBy «He 3a-
pacTeT HaponHad Tpona»? MoxKHO AU 3a-
OBITE, YTO HU OOUH, HU APyrod He u3bexkaa,
K Hec4acTbl0, MpaKoOeCHBIX HallaI0K OIlpe-
OeA€HHBIX Y€PHBIX CHA, KOTOPBIEe BAPYT II0-

Nol 2018 MUT-UHPO
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4YyBCTBOBaAHU CBO€ IIpaBo? CBUHBIE TOAOBBI
y nBepett MXT, copBaHHbIE CIIEKTaKAH, IPHU-
3bIB HE OTIIEBATh «0OrOXyAbHUKa» — Taba-
KOBY, 0€CKOHEYHBIE YT PO3bI «pa3odpaTecsy,
B TOM YHCAE U Ha CAEAYIONINH OE€HBb IIOCAE
CMEPTH — YTrapoBY U €r0 COPaTHUKAM.

O0a HaunHaAu Kak akTépel. Ho Oaer Taba-
KOB OCTaACSI BEPEH 3TOMY «PEMECAY» 10 KOHIIA,
TI0 KallA€ IIOMENTHNBAasI B HETO BCE COIIYTCTBY-
rorrtue npodpeccuu — nupekTop «CoBpeMeH-
HHKa» C OFPOMHBIM HOPTQEAEM, PEKUCCED
110 HeOOXOAUMOCTH U II0 IIOHUMAHUIO aKTEpP-
CKOl ITpodpeccry, co3maTeAb CTYANUN, KOTOPYIO
OH 3aJyMaA 3aJI0ATO [0 TOro, Kak B Bayman-
CKOM [[BopIie TMOHEPOB ObIA OOBIBAECH KOH-
KYPC Cpeau IITKOABHUKOB, KOUX IIPUOeKaA0
0oABIIIe TBICIYH,— U poauAach «Tabakepkan.

dlonnepxxusaa. [Iomoraa. Beipy4daa. Xopo-
HUA. [locTtaBaa. [eanacsh. Tak Oaer TabaxkoB
YTBEPAUTEABHO OTBETHUA Ha BOIIPOC CBOETO
Apyra U copaTHHUKA 110 XyI0KECTBEHHOMY
TeaTpy AHaToand CMEASTHCKOI'0, CMOXKET AU
OH OITpaBAaThCS TaM, HaBEPXY, I/I€ YKe II0-
ceananuch Oaer EdppemoB (Oaer-crapruii, Kak
roBOpHAHM B Teatpe), EBcturaees, CMOKTYHOB-
ckuii, [TaBea KongpareeBuu Tabakos... HeBos-
MOZKHO IIOZICTaBUTHb BMECTO 3THUX OOBIIEHHO-
KUTENUCKUX TAAT'OAOB APYTHE, TeaTPaAbHBIE.
Yto-Hubyas Bpoxne «urpaa rno Cucremer, «3a-
3€PHSACS, «DAUCTAA», <AULENEeHCTBOBAA» UAU
«TrpaA Ha pa3pblB a0pPThI, «IIOAB30BaACSI HEU3-
MEHHBIM, OeIIeHBIM YCIIEXOM», XOTSI BCE 3THU
rAaroAbl, 6e3yCAOBHO, ITOAXOAAT K TabaKoBy.
[IpocTo yeaoBeEYECKOE, ECAU XOTHUTE, HOPMaAB-
HOe MY3KHIIKOE COZlep:KaHue, HyTPo ObIAO eMy
BajkKHee «yMEHUS Ha TPETHEM TAKT€ IIYCTUTh
CAe3y, U Aydllle ObI K3 AEBOT'O rAa3a, II0TOMY
Y4TO C 3TOM CTOPOHBI CTOUT KaMepa» (Tak Mapk
3axapoB BCIIOMHHaA 0 CbeMKax «/IBeHaa11aTu
CTYABEB», Iie TabaKoB ChIrpaA rOAy0Oro Bo-
PpHLIKY AABXEHA).

A Muxaua YrapoB IIPEKpPaTHA UTPaTh
B CIIEKTAKALIX (OCTaBUM HCTOPHKaM TeaTpa

MUT-MH®O Nl 2018

Domo: Anekcaropa KpacHoea

paccka3zaTb, KAKUMH OHH OBbIAU B CEMUIE-
CSATbIe-BOCBMUAECATBIE oAbl B KUPOBCKOM
THO3e), a criycTa MHOTHE roAibl 1 BOBCE Ha-
Opaa akTépckuii Kypc B llIkoare HOBOr'0 KUHO,
4TOOBI BOCIIUTHIBATE ITPUHIIUIIHAABHO HHOI'O
akTépa ¢ abCOAIOTHBIM CAyXOM Ha CEerof-
HSITHUH g93bIK, 00Ab U ITpaBay. Bocnimranu-
€M 3TOr'O CAyXa OH U 3aHHMAaACH, CO31aBas
ONHUM 3a APYyTUM ABUKEHHUS, KOTOPBIE €Ié
JOATO OyAyT IOAIIHUTHEIBATE OTHIOAL HE TOABKO
JOKYMEHTaABHBIH TeaTp. PecTuBaAb COBpe-
MEHHO mbechl «\I0OMMOBKa», «/{eO0T-IIEHTP»
npu lleHTpaAsBHOM A0OME aKTépa, U3 KOTOPOI'o
oToM BeIpoc LleHTp apaMaTypruu U pe-
JKHUCCYpPbI, pecTuBasb «<HoBast apaman, bec-
KOHEYHbIe YUTKHU U AabopaTopuu 1, HAKOHeI,
Teatp.Doc — «onHOKHH nTapyc» He3aBUCH-
MoOro Tearpa Ha (POHe «CTaABHBIX KOpabAei»
TeaTpoB roCyAapCTBEHHBIX. T0, YTO ITI03BOASIA
cebe Doc, He m03BoAUA cebe OOABIIIE HUKTO —
criekTakAu npo becaan, <Hopa-oct», «BoaoT-
HOE Z1eA0», eAo MaruuTckoro, BoMHy Ha [loH-
bacce ¥ Ipyrye cTpalIHble MOMEHTHI Halei
HCTOPHH. DTOT MaA€HBKUY TeaTp B3sA

Ha cebsl POAD JKHBOT'O CBHIAETEAS U CAyIIa-
TeAsI, KOTOPBIM F'OTOB BBICAYIIINBATH pa3HbIe
CTOPOHEL. 1 naBaTes CAOBO BCEM.

Brpouewm, Kak xKaJHO 9YUTaA BCE HOBOE
Oner TabakoB, He YUTAA, KAXKETCSI, HUKTO.
He ynuBuTeAbHO, 4TO U Ibeca Muxauaa
Yrapona «O6aom-off» (Mabg Mabuy, c ero ot-
Ka30M OT y4acCTHd B IIOTOHE 3a XKU3HEHHBIM
YCIIEXOM, YaCTO BHEIIHUM, 4aCcTO paspylla-
IOILITUM Y€AOBEKAa, CTaA OHOM U3 AYUIIINX
poaeti Onera TabakoBa U BasKHOU PUTYPOH
B TBopuecTBe Muxauaa Yraposa), U €ro pe-
JKUCCEPCKUM onbIT («(KoardyecTBO» II0 IIbece
Kspua Yepuuaa ¢ ygactueM bopuca ITaoTHH-
KoBa U MakcumMma Buroprana), u ero apama-
TyprudecKkue MouckH ([Jexkana HOBOM apa-
MaTyprum) okazasuck HyKkHbBI MXT. A Korna
Kupraa CepeOpeHHUKOB CTaBHA IO0OMAEHHBIH
CIIEKTaKAb «BHe cuCTeMbI», IIOCBAIIEHHBIHN
1001Aer0 CTaHUCAABCKOTO, OH IIPHUTAACHA
Muxawuaa YrapoBa Ha poab HeMupoBuya-
[laH4eHKO, YBUIEB B 3TUX ABYX (PUTypax
pudMy (DpaMaTypr, pesKHUccép, OAUH U3 CO3-
JaTeAel HOBOI'O TeaTPaAbHOIO [IEAQ).

[ast 060X CAOBO «IIOIBAA» CTAAO MECTOM
CHABI, HA4aAOM KaKOTr'0-TO TAQBHOT'O HaYMHA-
HU4 B xxu3Hu. U TabakoB, u YrapoB OyKBaAb-
HO 3aHUMAaAHNCH 6AATOYCTPOHACTBOM HEIAB-
HUX OOM3KaTHHUKOB, KOTOPBIE IOAXKHEBI ObIAN
CTaTh JOMOM JA{ O4apOBaHHOH TeaTpoM
Monoaéxu. «[logBaa» TabakoBa IIpeBpaTUACS
B XOPOIIEHbKHUH, KaK UT'pPylIKa, TeaTp, IIae
y3Ke HECKOABKO JeCATHAETHH KYIOTCI OAeCTsI-
e akKTE€PCKUE Kaapbl, KOTOPIM JaBHO yKe

W/Iparorr. MXT um. Yexosa. Onez Tabakos 8 ponu Bypeomucmpa

CTaAO TECHO Ha MaA€HBKOM cileHe. M HOBBIM
CBepKarmuil TeatTp (0g4HA U3 MEHEIIKEPCKUX
noben TabakoBa) Ha yaulle ['HAIpPOBCKOTO
CTaA IIPOCTOPHOM «IIPUCTPOUKOM» OASI JABHO
y3Ke 3HaMEHUTOH TPYIIIbl, KOTOPOU Tereph
IPEACTOUT COXPAaHUTH BOABHBIN U AeP3KUH
oyx noaBaaa. (IlogBaa» YrapoBa yxKe nBak-
ObI TOMeH4dA azapec. ToT, nepBbii, B Tpéx-
HPYIHOM IIEpeyAKe, C 000 IpaHHOM AeCTHUIIEH
U 4EPHBIM 3aA0M C XKECTKHUMHU CKaMelKaMU,
OTOOpPaHHBIN BAACTBIO PAU TO AU Mara3uHa,
TO AU OMOAMOTEKH, /10 CUX IIOP CTOUT 32aKO-
AodeHHBIH. CopaTHUKU TOBOPST, 4TO OOphba
3a MepBbIY IToABaA CHABHO ITog0pBaAa 340P0-
Bbe YrapoBa. OToOpaAu U BTOPO#, OTPeECTaB-
PHUPOBAHHBIN CHUAAMH TeaTpa «II0ABaA», IIPU-
JPaBIIUCH TO AU K IOXKAPHO# 0€30I1acHOCTH,
TO AH K BBIBO3Yy TBEPZIOTO Mycopa,— IIOMeIlle-
Hue Ha Pazryase. [loaBuaca Tpetuii — B Ka-
3€HHOM IIepeyAKe. A ¢ HUM U HOBBIE I103a-
roaoBKHY aasa Teatpa.doc — «TeaTp, KOTOPBIHA
epee3kaeT, «TeaTp, KOTOPBIM He GOUTCS).
Muxaua YrapoB He CUUTAA OAS ceOst
BO3MOXKHBIM COTPYAHHUYATE C BAACTBIO:
Ha TeaTPaAbHYIO IeSITEABHOCTh 3apabaThI-
BaA CLIEHApUSIMU [IASI TEAEBUIEHHSI, BCEra
TIOMHHUA, YTO CBOOO1a CTOUT moporo. Y yuua
3TO¥ 6ECKOMITPOMHUCCHOCTH CBOUX MAAIIITHX

/

KoaAaeT. Oaer TabaKOB COTPYyAHUYAA C BAA-
CTBIO, KaK AIO0OOH «rocyiapeB 4eAoBeK». Kak
OH IIPOCA@BASIA KOMMYHHUCTHYECKYIO I1ap-
THUIO (COPATHUKHU XUXUKAaAH, TapTannapaTiu-
KH KpacHEAH, YyBCTBYs HEAOBKOCTH U Jl0Ca-
[y — BPoZ€e U He IPUAEPEIILCS, 8 YYBCTBYEIID
cebs1 1ypakoM), Kak IIPUHUMAA YHHOBHUYLH
IIPOBEPKU B KOoCTIOMe OypeTunnbl KaaBel,
IIOATATUBAS YYAKH U IIOIIpaBAdd OIOCT... OTH
HCTOPUHU JAaBHO CTaAU Te€aTPaAbHBIMU aHEK-
noramu. Ho 3a ero ctiHOM BhIpacTaAu camMble
OTYagHHbIE U HETIOKOPHbIE COBPEMEHHEIE
XYIOKHUKH, KOTOPBIM ObIAO JApOBAHO IIPABO
U Ha OUTUOKY, U Ha «DOAE€3HH pocTan, a T'pe-
XU IOAABIX BpeMEH OH IIPOCTO B3sIA Ha ceOsl.
TabakoB, KOTOPOrO C YbeH-TO AETKOH PyKH
Ha3BaAM CO3/IaTEAEM TeaTPaAbHOTO CyIIep-
MapKeTa, BCera 3HaA, 4TO TaAQHT PacTET
JIOATO, TPYAHO, IpUxX0oTANBO. Ho apyroro nmyTtu
OCTaBHUTE IT0CAE ce0d BO3/IeAAHHBIN cajl HeT.
Tak cMepTeAbHO 00ABHOM YexoB (Bak-
HeHmag puUrypa B TBopuecTBe 0001X) pac-
THA CBOM caj B JlAaTe — caxkad MaA€HBKHE
POCTKH, IIPOBOAS Ha I'OPY AParoleHHY0
BOJZLY, OH 3HaA, YTO HE YCIIEeT YBHUIAETH I1BE-
TYLIUH U CAOXKHO yCTPOEHHEBIHN can. Ho Bo-
00pa3uTek ero cebe ¥ BO3AEABIBATEH CBOIO
MeYTy BeIb MOXKHO?
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The One Who
Performs and the
One Who Doesn’t

Olga FOUX
Photos courtesy of Teatr.doc and Chekhov Moscow Art Theatre

IN THE SPRING OF 2018, COLD IN EVERY SENSE OF THE
WORD, THE THEATRE WORLD OF M0OSCOW AND RUSSIA,
AS WELL AS EUROPE, LOST IN RAPID SUCCESSION TWO
PERFECTLY UNIQUE ARTISTS, WHO FELT TOO CONFINED
WITHIN A SINGLE ART PROFESSION. THOSE TwWO — OLEG
TABAKOV: ACTOR, DIRECTOR, EDUCATOR, LEADER, A
HERO TO MILLIONS, AND AN ARTISTIC FATHER TO MANY
ACTING TALENTS; AND MIKHAIL UGAROV: PLAYWRIGHT,
DIRECTOR, SCRIPTWRITER, EDUCATOR, LEADER, A HERO
TO THOUSANDS, AND AN ARTISTIC FATHER TO MANY ACTING
TALENTS — MET EACH OTHER SOMEWHERE UP THERE IN
THE HEAVENLY QUEUE. AND THEY WILL BE SURE TO FIND
SOMETHING TO TALK ABOUT.

MUT-MH®O Nl 2018

Photo by Olympia Orlova

omeone might object that the two artists
are of incomparable caliber. One was the
“sovereign’s man” by his own admission,

a leader of the most important drama
theatre in Russia’s theatre history, enamored
from a young age to his sunset years with
the idea of an acting school, which isn’t
possible without human formation. The
other was a principled opponent of the
government’s involvement in the fate of

his brainchild, author of the Anti-School
program and Teatr.doc, “wherein they

don’t perform”, whose door was always
open for everyone that had any kind of
artistic idea: come in, try it, make mistakes
or succeed (though he also put human
formation first). I am certain, however, that
the last thing those two potbellied guys, who
absolutely lacked grandiloquence and were
full of zest for life and the people around
them, would have wanted to do was to
measure their calibers.

The death of one of them, no matter
how harsh it may sound now, was not so
unexpected for those around him. Not just
because he lived to patriarchal age, having
already crossed into his eighties. But also
because he already acted out his death,
courageously and with pure brilliance, in
the part of a jeweler, who is dying of cancer
and waiting for a visit from the Queen in
order to give her his perfect creation. This
great actor, who was so in love with life —
from its best manifestations in art to tasty
food on his plate, which he could gladly lick
clean — acted out an exit, a goodbye, death
as a quiet solemn coda, where perfection and
completeness meet. And after that work, as
a postscript, he also played the part of the

Mikhail Ugarov

Burgomaster from Schwartz’s “The Dragon”,
navigating his deadly role of a high-ranking
official in Draconian times in the same
brilliant, sarcastic manner. It was during the
November performance of “The Dragon” that
he said his goodbyes from the stage to his
audience that was unable to hold back the
tears.

The death of the other (at night, a heart
attack, the ambulance got there quickly,
but was still too late) was not expected
by anyone at all. Just the day before he
attended the anniversary party of Novaya
Gazeta, where he had several important
projects. He joked around, debated, smoked,
made new connections, and contemplated a
new undertaking. 62 years of age is the age
of creative, human, male maturity; it is not
at all the time to depart.

The funeral for one of them, winner of
all the awards, recipient of all the Orders of
Merit for the Fatherland, was attended by top
government officials. The relatives of the other
were asked to pay an exorbitant amount for a
plot on the Troekurov Cemetery (“not enough
merits,” they were told, “he was not People’s
Artist”, and — the particularly devious — “file
a repeat petition with the mayor’s office”),
and within the span of one day thousands
of people put together the required amount,
following up their donations with the
words, “it was my loss, too.” Does it bear
saying that “the people’s path shall not
become overgrown” to both Tabakov at the
Novodevichy Cemetery and Ugarov at the
Troekurov Cemetery? Can we possibly forget
that neither of them, unfortunately, was able
to avoid the obscurantist attacks from certain
dark powers that suddenly felt a sense of
entitlement? For Tabakov it was pig heads left
by the MAT doors, disrupted performances,
calls against reading the last rites to a
“blasphemer”; for Ugarov and his associates —
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never-ending threats to “get them dealt with”,
even on the day following his death.

Both started out as actors. But Oleg
Tabakov stayed faithful to that “art” to
the very end, stirring in all the related
professions one drop at a time — director of
the Sovremennik Theatre with an enormous
briefcase, stage director when necessary and
because of his understanding of the artistic
profession, creator of a studio, the idea for
which he conceived long before a competition
was announced at the Bauman Pioneers
Palace and over a thousand of schoolchildren
showed up — and so Tabakerka was born.

“Supported. Helped. Saved the day.
Procured. Shared.” That was Oleg Tabakov’s
affirmative reply to Anatoly Smelyansky’s,
his friend and colleague at the Art Theatre,
question of whether he’ll be able to justify
himself up there, where Oleg Yefremov (Oleg
the Elder, as they used to say at the
theatre), Yevstigneyev, Smoktunovsky, Pavel
Kondratievich Tabakov, and others already
reside... It’s impossible to substitute other,
theatre verbs, instead of these ordinary
everyday ones. Something like “performed in
accordance with the System”, “sought out
the kernel of the part”, “shined”, “played

make-believe” or “played to the rupture

of the aorta”, “enjoyed the unfailing, wild
success”, even though all these verbs
certainly fit Tabakov as well. It’s just that the
human, or the normal, male content, if you
will, the essence, was more important to him
than “the ability to shed a tear in the third
act, and best do it from the left eye, because
that’s where the camera is” (that’s how Mark
Zakharov recalled the filming of “Twelve
Chairs”, where Tabakov played the part of
the little sky-blue thief Alkhen).

Mikhail Ugarov, on the other hand,
stopped performing in productions (we’ll
leave to theatre historians to tell us what
they were like at the Kirov Youth Theatre in
the seventies and eighties), and years later
he went so far as to put together an acting
course at the School of New Cinema, in order
to cultivate a fundamentally different actor
with an absolute ear for the language of
today, the pain and the truth. And it is the
fostering of this perfect pitch that he worked
on, creating movement after movement that
would continue to fuel much more than just
documentary theatre for a long time to come.
The Lyubimovka Festival of Contemporary
Drama, Debut Centre affiliated with the
Central House of Actor, which later gave rise to
the Centre for Dramaturgy and Directing, the
New Drama Festival, endless readings through
and workshops, and, finally, Teatr.doc — a
“lonely sail” of independent theatre against the
backdrop of “steel ships” of state theatres. No
one else was bold enough to do what Teatr.doc
did — productions about Beslan, “Nord-Ost”,
“The Bolotnoye Case”, the Magnitsky case,
war in Donbass, and other terrible moments in
our history. This small theatre took upon itself
the role of a live witness and listener, prepared
to listen to different sides. And give everyone a
chance to speak.

Though, it seems, no one read new
things quite as avidly as Oleg Tabakov did.
It is no surprise that Mikhail Ugarov’s play
“Oblom-off” (Ilya Ilyich with his refusal
to take part in chasing after success in
life, often superficial, often destructive to
man, became one of Oleg Tabakov’s best
roles and an important figure in Mikhail
Ugarov’s work), his directing experience (“A
Number” based on the play by Caryl
Churchill, featuring Boris Plotnikov and
Maxim Vitorgan), and his dramaturgical
quests (A Decade of New Dramaturgy)
turned out to be essential to the MAT. And
when Kirill Serebrennikov was staging
anniversary production of “Outside the

System”, dedicated to the anniversary of
Stanislavsky, he invited Mikhail Ugarov

for the part of Nemirovich-Danchenko,
having noted a rhyme in these two figures (a
playwright, a director, one of the creators of
a new theatre practice).

The word “underground” became a place
of strength for both, the beginning of some
major undertaking in life. Both Tabakov
and Ugarov were practically working on
refurbishing recent dumps that were meant
to become home for theatre-charmed youth.
Tabakov’s “underground” transformed into
a theatre, pretty like a toy, a place that has,
for decades now, been forging brilliant acting
talent that has long felt confined on a small
stage. And the new sparkling theatre (one
of Tabakov’s managerial victories) on
Gilyarovsky Street became a spacious
“annex” to the long famous company
that must now maintain the free and
daring spirit of the underground. Ugarov’s
“underground” changed its residence twice
already. That first one on Trekhprudny
Lane, with a scuffed-up staircase and a
black audience hall with hard benches,
taken away by the authorities for a store or,
perhaps, for a library, still stands boarded
up. His associates say that the fight to keep
that first underground seriously damaged
Ugarov’s health. They took away his second
“underground” as well — the building on
Razgulyay Square restored by the theatre’s
own efforts. The authorities managed to
find fault with fire safety or solid waste
disposal or something. Then the third one
was created on Kazenny Lane. And with it
appeared new subheadings for Teatr.doc — “a
theatre that moves homes”, “a theatre that’s
not afraid.”

Mikhail Ugarov didn’t think it was
possible for him to cooperate with the
regime: he earned money for his theatre
work with television scripts; he always
remembered that the cost of freedom is
high. And he taught his younger colleagues
the same uncompromising attitude. Oleg
Tabakov cooperated with the regime like any
“sovereign’s man.” The way he glorified the
Communist Party (his associates giggled,
the apparatchiks blushed, feeling awkward
and annoyed - seemingly nothing to find
fault with, but you still feel a fool), the way
he welcomed inspections from government
officials — dressed in the costume of barmaid
Klava, pulling up the stockings and fixing
the brassiere... These stories have long
become popular theatre jokes. But from

his shadow emerged the most daring and
strong-willed contemporary artists, who
were granted the right to make mistakes
and have “growing pains”, and the sins of
the despicable times he simply shouldered
himself. Tabakov, who was called the
founder of theatre supermarket thanks to
someone’s careless words, always knew
that it takes a long time for talent to develop,
a lot of effort, a lot of fuss. But there is no
other way to leave behind a tilled garden.
Thus, the terminally ill Chekhov (the
most important figure in the work of both
men) cultivated his garden in Yalta — when
planting small shoots and conducting
precious water to the mountain, he knew
that he wouldn'’t be alive to see the blooming
and intricately designed garden. But there’s
nothing wrong with imagining it and
cultivating your dream, is there?

Photo by Ivan Kurennoy
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BCEMHPHBIN OJEHDb TEATPA 2018

OOpawenne K BcemupHOomMy AHIO TeaTpa - 2018. Adppuka

Yop Y3p AUKHHT

O0Ha>KObL

OO0uH uesnogex pewaem 3adams cebe
gonpocul nepeod 3epKaiom (nybaurxoti),
Ipudymsieaem cebe omeemoL neped smum
3eprasiom (nybauroti),

Kpumukyem cebs, Hacmexaemcest Hao
C8OUMU 80NPOCAMU U OMBEMAMU,
Cmeémes u naauem — He8AIKHO, 4 8 KOHUE
Ipusemcmeyem u 6arazocsonsem ceoé
3epKano (nybnury).

3a 803moxHOCMb HACMEWKU U hepedblllkU
OH KaaHnsiemest emy ¢ 6aazo0apHOCMbIO

U ysarkeHuem. ..

B 2nybure dywiu OH UCKAL MUPQ,

Mupa ¢ coboii u ceoum sepraiom:

On denan meamp...

B mom OeHb, OH 2080pU...

Ipesupas ceou Hedocmamru, napadoKcsbl
U nepexocsot,

Ioparkas camozo cebsi npumeopcmaom

U KpUBLSHbEM;

Ceoeli MeslouHOCMbIO, NSTMHaruieti
2YMAHUSM,

(KoT-an’HByap)

Ceoumu 8blx00KaAMU, KOMOpble NPUBEaU

K KamaxKausmam,

On zogopusnt cam ¢ coboli...

Bocxuwiasce c80UMU HAXALIHYSUUMU
yyscmeamu,

Ceoum cmpemneHuem K eAUUUI0 U Kpacome,
Ayuwum coboti, ryuuum Mupom,
ComeopeHHbIM UM 8 e20 COOCMBEHHBLX MbLCILSLX,
Komopeutlii oH M02 6bL nocmpoums ceouMU
pykamu.

OH 2080pumMm c80EMY OMPAIKEHUIO 8 3epKaie
(Ecau 6bL e20 omparkeHue pa3oensiio amo
JKenawue...),

Ho on 3Haem: oH denan npedcmaegieHue

H3 nacmewer, 6e3 comMHeHUs, U3 UNN03UTL,
H, koHeuHo, us pazmolulieHull,
Koncmpyxuuil,

BoccozdaHust mupa,

On denan meamp...

Larxxe mepsis HadexKdy,

Ob8uHsasL crosamu U HKecmamu,

OH 6blLl CKNIOHEH 8epumb, Mo

Bcezo moxcHO 0obumbcest 3a 00UH 3mom geuep

Buorpadusa - Yap Yap Aukunr (Kor-a’HByap)

Y3P YOP AHKHHT poanasacek 1 mag 1950 B Bouge (Kamepys). C 1978 oHa KUBET
B Kor-m’MiByap. Pa3HoraaHOBBIH XynoKHUK. Hammrcasa 1 orry0ARKOBaAa OKOAO
TPUALIATH PabOT, B TOM YHCA€ POMAaHEI, ITLEChI, PACCKAa3bI, KHUTH II0 UCKYCCTBY

u ctuxy. B 1968 roay oHa BIiepBbI€ B35Aa B PYKH KUCTh, & K CETOAHAIITHEMY IHIO

BBICTABKH €€ XyI0XKEeCTBEHHBIX paboT IIPOIIIAY I10 BCeMY MHUPY. A B TeaTpe, KpoMe TOro,
4T0 AUKUHT IBAFETCS IPU3HAHHBIM ApaMaTyproM, oHa TaKKe H3BeCTHA KaK IIEPE0BOM
aRTEP-KYKOABHHUK U PEKUCCEDP TeaTPaAbHBIX IIPEACTABACHUH, Ha3bIBaeMbIX a(ppHUKaHCKOH
orepoi#i. MHOrHe U3 HUX racCTPOAHPOBAAH II0 BCeMy MHUDPY. B KadecTBe aKTPUCHI OHA UT'PAET
Ha CIIEHE U B KMHO, a TaK ke yuTaeT pan. byayyu ¢ 1979 o 1985 roasl Hay4YHBIM COTPYI-
HUKOM II0 TPAAHUIIMOHHBIM IIeJarornyecKuM MeToAUKaM B YHUBepcHuTeTe AOHIKAaHA, OHA
y4acTBOBaAa B IIpeobpa3oBaHHUMU TPALUIIMOHHOIO TeaTpa U, OCHOBBIBASICH HA COOCTBEHHOM
omblTe, co3aaaa rpyniy Ki-YiMbock. Pa3zpaboTaaa crieninaabHyI0 cCHUCTeMYy 0OydeHHd Ha OC-
HOBe appUKAHCKHUX PUTYAAOB IIOCBSIIEHUS, YTO II03BOANAO OXBATHUTH COTHH MOAOJBIX AIOIEH
B CAOKHBIX OOCTOSITEABCTBAX U PEUHTEIPUPOBATDH UX B 00IIIECTBO. 3a 3aCAYTH B 3TOH 00AaCTH
oHa noay4guaa IIpemuto [Ipunana Kaayca «'epoit ropoga» B 2000 roxy. 'omoM 1mo3zke oHa OCHO-
Baaa [Tanadpuranckuit poup Ki-Yi, KOTOpeIH mogaepKuBaeT TBOPUYECKYI0 aKTUBHOCTD MOAO-
[EXKU KaK IyTh K ANYHOMY Pa3BHUTHIO, U C TeX IIOp paboTaeT B HEM. YCEepAHBIH TPy B PA3HBIX
00AaCTIX KYABTYPBI IIPUHEC Y3P Yap AUKWHT MHOTOYHCAEHHBIE HATPAAbl U TUTYABL: (ppaH-
y3cKyio npemuio Arletty, mpemuio René Praile Beavrun, Fonlon Nichols ot YuuBepcutera
AarGeptr! (Kanana), kaBasepa OpaeHa MckycceTB u autepatypsl @paHIny, KaBasepa opaeHa
«3a 3acayrm» Kor-m’MiByap, uaeHa Briciiero CoBeTa (opaHKOS3bIYHBIX cTpaH ¢ 1997-2003 rr.,
Aurepatrypuyto npemuto umeHu Homer 2005 rona u aaypeata «Kuuru roga» B 2007 rony
3a pomaH «The Memory Amputee». CeronHs oHa IBASIETCS IIOCTOSHHBIM YA€HOM AKaJIeMUH
HayK, UICKYCCTB U KyABTYPBI AQpUKY B adhpUKaHCKUX auactop B Pecriybanke Kor- n’liByap.
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WORLD THEATRE DAY 2018

World Theatre Day Message 2018 - Africa
Were Were Liking, Cote d’Ivoire

One day

A Human decides to ask himself questions in
front of a mirror (an audience)

To invent himself answers and in front of
this same mirror, (his audience)

To criticize himself, to make fun of his own
questions and answers

To laugh or cry, anyway, but in the end
To greet and bless his mirror (his audience)
For giving him this moment of spite and
respite

He bows and greets him to show him
gratitude and respect...

Deep down, he was seeking peace,
Peace with himself and with his mirror:
He was doing theatre...

That day, he was talking...

Despising his flaws, his paradoxes and
distortions,

Shocking himself through mimicry and
contortions;

His pettiness that has blemished his
humanism

His tricks that led to cataclysms

He was talking to himself...

Admiring himself in his surging outbursts,
In his aspirations to greatness, to beauty,
A better being, a better world

That he would build of his own thoughts
That he could have forged with his own
hands

If from him to himself in the mirror, he
wanted it, he says to himself,

If he and his mirror share the desire ...
But he knows it: he was doing
representations

Of derision, no doubt, of illusion,

But also, of course, mental action
Construction, Recreation of the world,

He was doing theatre...

Even by torpedoing all hopes

By his words and accusing gestures

He was bent on believing

That everything would be accomplished in
this single evening

By his crazy stares

By his sweet words

By his mischievous smile

By his delicious humour

By his words that, even while hurting or
rocking

Operate the surgery for a miracle

Yes, he was doing theatre.

Were Were Liking reads her Message during
World Theatre Day Celebration at UNESCO

And in general

At home in Africa

Especially in the Kamite' part where I come
from

We do not care about anything

We laugh all the same, mourning while
crying,

We hit the ground when it disappoints us
By the Gbégbé? or the Bikoutsi®

Scary Masks are carved

Glaé?, Wabele® or Poniugo®

To figure the Uncompromising Principles
Who impose on us the cycles and the times
And puppets, who like us,

End up figuring their Creators

And by subjugating their manipulators
Conceive rites where the spoken word,
Inflated with rhythmic songs and breaths,
Goes forth to the conquest of the sacred
Provoking dances like trances
Incantations and calls to devotion;

But also and above all, bursts of laughter
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B smowm rbunetiHom 200y co cuernl 3ana FOHECKO e ITapuske ¢ ObpauieHUIMU K MUPY NPOo38YUaU
usgecmmule 2onoca u3 Egponst, Azuu, Agppuru, Apabekux cmpar u Amepuru. Ilocryuwams ux u
omnpa3zoHoeamb 70-1i 200 poxxoeHusi MexoyHapoOH020 UHCMUMYma meampa NPUexasiil Co 8ce20 MUpA.

To celebrate the joy of living

That neither centuries of slavery and
colonisation

Racism and discrimination

Nor eternities of unspeakable atrocities
Could smother or snatch

From our paternal Soul of Father the Mother
of Humanity;

In Africa, as everywhere else in the world
We do theatre...

And in this special year dedicated to ITI

I am particularly happy and honoured

To represent our continent

To carry her message of peace

The Peaceful Message of the Theatre;
Because this continent that was said not so
long ago

That anything in the world could happen
Without anyone feeling the slightest malaise
or lack,

Is again recognized in its primordial role

Of Father and Mother to Humanity

And the whole world is pouring in...
Because everyone always hopes to find
peace

In the arms of their parents, isn’t that so?
And as such, our theatre more than ever,

convenes

And engages all humans, and especially
All those sharing the thought, the word and
the theatrical action,

To have more respect for themselves and for
each other

By favouring the best humanist values

In the hope of reclaiming a better humanity
for all:

One which brings out intelligence and
understanding.

By using this part of the most effective
human cultures

The very one that erases all borders: the
theatre...

One of the most generous because it speaks
all languages,

Involves all cwilizations, reflects all ideals,
And expresses a deep unity of all men who,
Despite all the confrontations

Are especially interested in getting to know
each other better

And to love oneself better, in the peace and
tranquillity

When representation becomes participation
Reminding us of the duty of an action that
imposes on us

The power of theatre to make everyone laugh

Ez0 6e3ymHbIMU 83215100MU,

Eeo cnadkumu peuamu,

Ez0 o30pHOTl ynblbKoli,

E20 u3blCKAHHbIM HOMOPOM,

Eeo cnosamu, Komopwsle darxe ecau
3adesarom UU 30.CMABASIIOM COMHE8AMbCSL,
Bce pasto cosepuiarom uyoo.

/[a, oH denan meamp.

U, kax obbluro,

Y nac e Agppuxe

OcoberHo e Cmpaxe Kamume!, omxyoa st pooom,
Mol HU 0 uem He s3abomumcs,

MubL emeemces, 0arxe Koeda ckopbum,

Mbol 66éMm no 3emsie, K020a pa30UAPOBAHSL.
[ns maruyees 26e26e’ u 6uxymcu’
Bobipeszarom yempawaroujue mMacku

Glaé?, Wabele® u Poniugo®,

9Imobbl NoHAMb 6eCKOMNPOMUCCHbLE NPUHUUNBL
Toz0, KMo 0a/l HaAM YUKJbL U CPOKU,

H mapuornemxu, nodobHble HAM,

B KoHue KoHuo8, Haxoost ceoezo Cozdamens
H noduursis ceoux MaHunyisimopos,
Cozoarom 0bpsiobl, 20e NPoUu3HECEHHOE CJL080
HanoaHeHo pummom necHu U 0bLXaHUSL,
Cmpemumcs enepeod, K 3a80€8GHUI0
C8AULEeHHOR20,

ITopooskoass maHysl, N0006HbLE MPAHCY,
BaKAuHAHUS U NPU3LLELL K CAYIKEHUIO;

MUT-MH®O Nel 2018

Ho emecme ¢ smum u npesgbvluie 8cezo —
83pblebl cmexa

B npazonuke padocmu HKU3HU,

Komopeulii Hu cmosemust pabemsa

U KOJIOHU3AUUL,

Pacusma u ouckpumuHayuu,

Hu 6eckoHeuHocms uyoo8UULHOU JKecmoKocmu
He cmoenu 3a0yuiums U 8blpeamsb

H3 nHaweli oyuwiu Omuya u Mamepu pooa
yenoeeuecKozo;

B Aghpure, kax u nogcrody 8 mupe,

Mol 0ennaem meamp...

H 6 smom ocobeHHbLil 200, nocesauiéHHbLil MHT,
41 0cobeHHO cuacmauga, Umo MHe 8blnaia uecmo
Ilpedcmagnsams HawL KOHMUHEHM,

Hecmu ezo nocaarue mupy,

MupHoe nocrarnue meampa;

INomomy umo KOHMuUHeHmM, 0 KOmopom

ewé HedasHo 2080pUNU,

Ymo mup morkem oboiimuce 6e3 Hezo

Bes manetiwell 6oau U coxaneHusl,

CHosa npusHaH 8 ceoell nep8030aHHOU posu
Omua u Mamepu poda uenogeueckozo,

H secb mup cmpemumes Hagcmpeuy. ..

I'de ewyé moxcHO obpecmu nokoil U Mup,

Kax He 8 o6bssmusix cgoux pooumeneii?

H kax maxoeoli, Hauw meamp 6osee, uem
Koz20a-ubo, cosvleaem

and cry, together

Biography — Were Were Liking, Cote d’Ivoire

WEREWERE-LIKING GNEPO was born May 1, 1950 in Bondé, Cameroon.
She has lived in the Ivory Coast since 1978. She is a multidisciplinary artist.
As a writer she has nearly thirty published titles to her name, including novels,

plays, stories, essays, art books and poetry. As a Painter, since taking up the

brush for the first time in 1968, she has held many exhibitions around the world.
More widely in theatre, besides being a heralded playwright, she is also an innovative
puppeteer and has been the director of many large theatre frescoes, all described as
African operas, many of which have toured the world. She has acted for both stage and
screen and is also a Rap artist. As a researcher in Traditional Pedagogical Techniques at
the University of Abidjan (ILENA) from 1979 to 1985 she participated in the revolution of
ritual theatre, and initiated the artistic group Ki-Yi Mbock off the back of her experiences
in this field. She has developed a special training system inspired by African initiations
which allows her to reach out to hundreds of young people in difficult circumstances and
reintegrate them into society. This earned her the Prince Clauss Prize for “Hero of the
City” in 2000. She founded the Pan-African Ki-Yi Foundation, which seeks to galvanise the
youth by encouraging Creativity as a route to personal development in 2001, with which
she has been working ever since. Her hard work across a number of disciplines has seen
her recognised with countless awards, including but not limited to; the Arletty Prize from
France, the René Praile from Belgium, the Fonlon Nichols from the University of Alberta in
Canada, the Chevalier des Arts et Lettres Francaises, Commander of the National Order of
Merit of Céte d’Ivoir , Member of the High Council of La Francophonie from 1997 to 2003,
Noma Prize 2005 and the Laureate of the Book of the Year 2007 for her novel The Memory
Amputee. She is today a permanent member of the Academy of Sciences, Arts and Cultures
of Africa and African Diasporas, in the Ivory Coast.
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U npuenekxaem scex nrooeti, u ocobeHHO

Tex, kmo pasdensiem smy MblC/b, U CAOO,
u meampanibHoe deticmeo,

Lns bonsuiezo yeareHus k cebe u opye K opyay,
IToddeprcusas ocHO8HbLE uesogeueckue YeHHOCMuU
B Hadesxxde coennamsb uesogeuecmeo ayuule
ons ecex:

OH 0aém 3HaHue u NOHUMAHUe.

Hcnonwsys amy camyro delicmeeHHY0 uacmo
yesogeuecKoll Kysemypeod,

OH cmupaem &ce 2paHuybL — meamp...
Cawmplii uieopslii, OH 2080pUIM HA 8CEX SI3bIKAX,
Boeanekaem gce Kyavmypbl, omparkaem ece
udeasiol

H sbiparaem anybokoe eOuHcmaeo acex
Juoo0elti, komopuble,

Bonpexu eacem npomugopeuusm,

OcoberHHo 3auHmepeco8aHbl 8 mom, umobdbsl
JAyuwe ysHame opye opyaa

H nrobums cunvree, 8 mupe

u beamsimerkHoCmu,

Koezoa npedcmaeneHue cmaHogumcs
coyuacmuem,

Hanomuras Ham 06 omgememeeHHOCMU

3a obsazamenibcmaa, Hal0XKeHHble HA HAC
Bracmeto meampa, 3acmagasiiouieti aooell
cMesmbesl U NAKamb emecme,

Ymenvuias ux HegesKecmeo, Yyeesuuusas ux
3HaHUe,

YmobblL KarKObLil uesnoeex CHO8A CMAHO8UNCS
cambim bonvuum boeamemaom 0pyao20
yesnoeexa.

Haw meamp npednaezaem nepecmompems

U OCHOBAMENILHO NepeoyeHUmb

IpuHyunsL 2ymMaHu3ma, IMu 8blcoKue
O0oCMuXKeHUs,

Hoeu mupa u 0pyoskbol Hapooos,

Komopsie omcmausaem FOHECKO.
Bos3pooums ux é Haulem OKpYsKeHu,
YmobbL amu udeu u NPUHYUNbLL CMaiu
HacyuwiHoti Heobxooumocmautio,

Crauana — 2nybokoii mulcabro cozoameneti
meampa,
Komopule nocsaie nodensimest ero ¢ nyoauxotl.

[TosTOMYy HAaIIa IIOCAETHSIS
TeaTpaAbHas MoCTaHOBKA «/JepeBo Bora»
HaIllOMHHAaeT HaCTaABAEHHUS HAIIIETO
mactepa Kindack” Ngo Biyong Bi Kuban?:
«Boe Kax 6obU0e Oepeso,

B 3agucumocmu om yana 3peHust

Mot cmompum Ha amo depedo Karkoblil No-ceo0eMY:
Tom, kmo niemum Haod HUM, 8UOUM MOJLKO
aucmey,

BcegosmorkHble (hpyKkmbl U Ce30HHbLe
usemaot.

Tom, Kmo >kugem noo 3emnéii, bonvuie
3Haem o0 KOPHSLX,

Te, kmo onupaemcsi 0 0epego, Y3HAm e20,
Owywas cnurotl.

Ipuwedwiue ¢ pasHvlx CMOpoH caema
Yesuosim mo, Kk uemy y npuwedwiux

€ NPOMUBONONIOIKHOU CMOPOHBLL Hem docmynd,
HszbparHble nocmuzHym ceKkpem, masujuiics
Mex0y rxopoii u msKomuto OpesecuHst,

A Opyeue — cOKpogeHHOe 3HaHUE cepoye8UHbL
Odepesa;

Ho, kak 6bL HU 6bL/10 NOBEPXHOCMHO

Hnu anyboro eocnpusimue Kax002o,

Hurxmo Hukoz0a He Haxooumcst 8 maKoti
mouke, omkKyoa

MookHo yeudemos ece smu paxypcwl
00HO8pPEMEHHO,

Ecau moavko He cmamb smum
b6oxcecmeeHHbLM Oepegom!

Hy, max umo >k, mblL 8ce euié noou.

ITycmob 8ce meampul mupa npuHumarom opye
opyaa,

YmobbL iyuuie cayokume obweti yenu MHUT.
H nyemo 6 e2o 70-nemnulil robuneti

B mupe 8cé b6onbuie soyapsiemcst Mup

Ipu axmuerom yuacmuu Teampa...

! Kamume; skumeno Kamume, «3eMAsL UePHOKOIKUX», O0CN08HO (Adpurar. Kamume maxike Ha3bleaemcst KOpeHHOe HaceneHUe U UX
NOMOMKU 8 OUACNOPAX, PACCESIHHbLX NO 8CEMY MUPY, A MAKIKE 8Ce NPUBEPIKEHUbL PeNULUU, XAPAKMEPHOTL ONLsL 9020 PE2UOHA.

2T'bezbe — mpaduyuoHHbLll marHey cmpatst Betes, Bepeea Caornogoti Kocmu, Komopblii UCNno1b308a4.U OJLst NPOSIBAeHUsL padocmu U CKopou.

3 Bukymcu — a.) Kym: yoap 6.) Cu: 3emas. Taney u3 FOxHozo KamepyHa, USHAUANLHO €20 UCNOb308AU IKeHULUHBL, Umobbl
3apyuumucst 6aazocnoseHusmu Mamepu 3emau: 602amoim yporxaem, xopouieli no2oooli u m.n. B maxye Heobxo0umo 6bL10 Heucmoso
6umo no semse, umobbL OblMb YCAbLUAHHBIM. B Haule 8pemst 803pOrN0EH MON00E2KbIO No 8cell cmpare U 3a eé npedesamu, baazooapst

MEANOYHAPOOHBIM UCNOSHUMESIM.

*Glaé — cucmema penuzuosHsLx 8327151008 Hapooos Weé ulWobé, Hacensrouux 3anadHyo Uacms CMpaHbsl, OCHOBAHHYHO HA
ucnoawv3oeaHuu macok (theMasquesy). Llenas uepapxuueckas CUCmema MAcoK, UaCmo YCmpauarouux, CAY>;KUm ocHo8oll ecex

8eposaHull u 06ULeCMBEHH020 YKAAOA JKUSHU IMUX HAPOOOS.

By decreasing their ignorance, by increasing
their knowledge

So that man becomes again the greatest
wealth of man.

Our theatre proposes to re-examine and
reassess fundamentally

All these humanistic principles, all these
high virtues

All these ideas of peace and friendship
between peoples

So much advocated by UNESCO

To reincarnate them in the scenes we create today
So that these ideas and principles become
an essential need

And a deep thought of the theatre creators
themselves first

Who can then share them better with their
audiences.

This is why our latest theatrical creation
titled « LArbre Dieu » repeating the
recommendations of Kindack7 Ngo Biyong Bi
Kuban8, our Master, says:

«God is like a big tree”

Of which can only perceive one aspect at a time
From the angle where it is beheld:

Whoever flies over the tree will only perceive
the foliage

And possible fruits and seasonal flowers.
Whoever lives underground will know more
about the roots,

Those leaning against the tree will recognize it
By the feeling in their backs.

Those who come from every cardinal point
Will see the aspects that those opposite do
not necessarily have access too,

Some, privileged, will perceive the secret
Between the bark and the pulp of the wood
And still others, the intimate science in the
marrow of the tree;

But whatever the superficiality

Or the depth of perception of each,

LA '
Tobias Biancone, Director General ITI,
addresses the audience at UNESCO

No one is ever placed under an angle from
which

You are able to perceive all these aspects at
once

Unless you become this divine tree yourself!
But then, are we still human?

That all the theatres in the world tolerate
and accept each other

To better serve the global goal of ITI

In order that finally, on its 70th anniversary,
There is more peace in the world

With a strong participation in Theatre...

! Kamite; Inhabitant of Kamita, the ‘Land of the Blacks’, lit. “Africa”. Kamite also refers to all natives and their descendants scattered
throughout the world in the diasporas, as well as practitioners of the original religion of this region.

2 Gbégbé; a traditional dance of the Bétés country, Ivory Coast, used in public demonstrations of rejoicing or mourning.

3 Bikoutsi; a) Kout: hit. b) Si: the earth. An original Fan Beti dance from South Cameroon, initially practiced by women when
to ensure blessings from Mother Earth: good harvests, better weather, etc. in which it was necessary to strike the ground vigorously
to get it to listen to reason. Today it has been recovered by the youth of the whole country and beyond, thanks to many international

stars.

*Glaé; Religious system of the We and Wobé peoples of western Ivory Coast, based on ‘the Masques’. A whole hierarchy of masks,
often frightening, acts as a cornerstone to all the beliefs and social organization of these peoples.

> Wabele; one of the masks of the religious Senufo system in the north of the Ivory Coast. With the head of Hyena, fire-eater, it

> Wabele — 00Ha u3 macok penuzuosHoii cucmemst Senufo cegeproli uacmu Kom-90’Heyap, 8 eude 201086l 2UeHbl, NOKUPAMELSL 02HSL,
onuyemeopsiem sHaHue U Cuny.

6 Poniugo — 0py2as Macka peauzuosHoll cucmembvt Senufo, ocHogaHHas Ha Poro — nocesiueHuU 8 eyuie C8sULeHHbLX PO, KOMopoil
pyrosodcmeyemcest ece obuiecmaeo.

7 Kindack — 00C108HO «21a8HASL COBEMHUUQY, 38AHUE JKEHULUHbLI-CMAapetiUUHbL, KOMopas 00cmuzaa YposHs myopocmu nocesiugeHust Mbock
unu Mbog, cucmembt peauzuosHbLx 8eposaruli cmparsl Bacca e yenmpe KamepyHa, u coomeememsyem 38aHuio Mbombock 0nst MysKuuHbL.

8 Kuban; Girlof Biyong, Sonof Kuban — ums moeti 6abyuiku, Hacmasasswel MeHsl, 00H020 U3 NOCAeOHUX xpaHumesell 3HaHust «KI-
YiMbock», om komopoii s noay4uia 0653aHHOCMb nepedasams 5mo 3HAHUE, YeM U 3AHUMAIOCL bosee mpéx decsmuiemulil.

MUT-MH®O Nel 2018

represents knowledge and power.

¢ Poniugo; another mask of the Senufo religious system, based on the Poro, the initiation in the heart of the sacred groves and which
governs all their society.

7 Kindack; lit. “Mistress of Recommendations”, title given to the Matriarchs. Women who have attained a level of wisdom by initiating
Mbock or Mbog, religious system of the country Bassa, in the center of Cameroon and corresponding to the title of Mbombock reserved
for men.

8 Kuban; Girl of Biyong, Son of Kuban. This is the name of my grandmother, my initiator, one of the last holders of knowledge “KI-Yi
Mbock” from which I received the duty of transmission that I have been toiling toward for more than three decades.

Nol 2018 MUT-UH®O
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O6Opaienne K BcemupHOMy AHIO TeaTpa — 2018. ApaGCKHe CTpaHBbI

Maisa 36u0 (AnBaH)

eaTp — 3TO MOMEHT €IVHEHUH, HEIIO-

BTOPHUMOM BCTPEYH, HE CYILIECTBYIO-

MY HU IIPU KaKOM APYTrO¥ CBETCKOM
OeSITEABHOCTHU. DTO IIPOCTOH aKT I'PYIIIIbI
AIOeH, KOTOpble BEIOpaAl gas cebst BCTpe-
4y B OJHOM U TOM XK€ MECTE, B OJHO U TO XK€
BpeMd, 4TOObI Pa3geAUThb 3TOT OIIBIT.
OTO0 — IpUTAAIIIEHUE OAS PA3HbIX AIOfIEH
CIIAOTUTBCH, NEAUTHCH UAEIMHU U IIPUILYMBI-
BaTh, KaK pPa3geAuTh OpeMs HeOOXOUMBIX
OeHCTBUH, 4TOOBI ITIOCTEIIEHHO BO3POXKIATH
CBSI3U MEXKY AIOABMHU U 3aMedaTh 00oAbIIIe
CXO/ICTBA, Y€M pa3AudHs. OTO TO, T1€ B YHU-
KaABHOU UCTOPUMU IIPOCAEKUBAIOTCSI YHU-
BepCaAbHbBIE TEHACHIIUHU... B 3TOM 3aKArO4a-
eTcd Marud Tearpa; IZie B IPEeACTaBACHUU
IIPOABALIOTCA TPAAUILIUOHHBIE YEPTHI.

B Mmupe pactymiero crpaxa, o060cobaeH-
HOCTH U OOHHOYECTBA I10 COOCTBEHHOM
BoA€ OBITH BMECTe 3[0eChb U cefyac— 3TO akT
ArOOBH. YeaoBeK, PeIlIrB IIOTPATUTE CBOE
BpeMd 0ECKOPBICTHO B HAIll BEK BBICOKHUX
CKOPOCTEH, IPUTOPMO3UTE U IIOPA3MBIIII-
ASITh BMECTE, COBEPILAET ITIOAUTUYECKUN
aKT IIEAPOCTH.
ITocae mageHUd rAaBHBIX UAEOAOTHH

U II0 M€PE TOr0, KaK CErOAHAIIIHUN MUP
TEpPHUT Heyaady 3a Heyaadel, KakK MOXKeEM
MBI IIPEeACTaBAATE Hamle Oyayiee? Kor-
na 0e30I1aCHOCTE U KOM(OPT ABAAIOTCS
rAaBHOH 3a60TOH U IPHOPUTETOM BO BCEX

BasKHBIX OOCY3KIEHUSIX, MOKEM AW MBI I10-
IpexRKHeMY 3aHUMaTbhCs HEYZLOOHBIMHU pasro-
BopaMu? MoxKeM AU MBI BCTYIIaTh Ha orac-
HbIE TEPPUTOPUHU, HE OllacasiCh IOTEPSTH
HaIll¥ IPUBHAETUN?

CeronHst ”H(POPMAIIMOHHAS CKOPOCTD
BaskHee, YeM 3HaHUe, AO3YHIHU LIEHSITCS
0oABIIle, YeEM CAOBA, & 00pa3bl IIOKOHHUKOB
BBI3LIBAIOT OOABLIIEE [TOYTEHHE, YEM pe-
aAbHBIE YeAOBedecKHe Teaa. TeaTp sKUBET,
4TOOBI HAIIOMHUTDH HaM, YTO MBI CO3JaHbI
U3 IIAOTH ¥ KPOBHU U HAIITU TeAd UMEIOT BecC.
OH 31ech, 4TOOBI IPOOYAUTE HAIIIK YyBCTBA
U CKas3aThb HaM, YTO MBI He JOAXKHBI II0AB30-
BaThCs TOABKO 3peHueM. TeaTp 3mech, YTOOBI
BEPHYTDb CHAY U 3HAUEHHE CAOBaM, U3MEHUTH
KypPC, B3ATBIH [IOAUTHKAaMH, U IIOBEPHYTH
€ro B BEPHOE PYCAO, K apeHe AHMaAora, MecTy
KOAAEKTHBHOI'O BUIEHUS OyayIIETo.

CBoeli cHAOH ITIOBECTBOBaHUSA U BO-
obpazkeHusd TeaTp HaéT HaM HOBBIE IIyTH
BHUEHUS MUpPa U APyT Apyra; OTKPhIBAET
MECTO OOILET0 Pa3MbIIIACHUS CPELH Olle-
AOMASIIOIIIETO HEBEXKECTBA U HETEPIIUMOCTH.
Kornma kceHogoOus, rmpornaraiga HeHa-
BHUCTH U Hed IIPEeBOCXOCTBa 0eAol pachl
C AéTKOCTBIO BEPHYAUCH Ha IIOBEPXHOCTD
IIOCA€ TOATHX AET TIXKEAOI'0 TPyLa U ca-
MOOTPEYEeHUT MUAANOHOB AIOZIeH BO UMSsI
TOr0, YTOOBI ATU HOHATHS ObIAM IIPU3HAHBI
IOCTBIIHBIMY U HEIpHUeMAeMBIMU... Kor-

Buorpacdusa — Maiia 3616 (AuBaH)

MAMS 3BHUB - TeaTpasbHbIN pEXUCCED, UICIIOAHHUTEAD, TUCATEAD
U COYYpPEeNUuTEeAb TeaTpaAbHOM KoMnaHuu Zoukak. E€ paboTbl 661aH1
nokas3aHbl Ha BauxxueMm Boctoke, B EBporne, CIITA, Adpuke, FOxxHOT AMepuke

u IOxxHo# A3un. OHa nTpenofaét Ha MEeXXAYHApPOAHOM YPOBHE B aKaJEMUYECKOM

U HeaKaZleMHUYeCKOM KOHTeKcTe. Eif Oblaa noBepeHa pabora B LleHTpe
ucnoaHuTeabckux uckyccTB NYUAD, YuuBepcurere XpiocToHa, Koasenxke YuaraMmca,
Foponckux Tearpax Krefeld/Monchengladbach, na dpectuBase Shwindlefrie, dpectrBase
LIFT u B TeaTpe Potiaa-Kopt. 3016 — BeImycKHEUIA AOHIOHCKOTO YHUBEPCUTETA
Goldsmiths (2007), Beinyckuuiia Chevening/KRSF (2007), BBIIyCKHHIIA MEXKAYyHAPOTHOI'O
Kypca KyabTypHOro aufepcTsa (2010), moayuaTeab ctunenauu ISPA, Huro-Mopk (2010),
ObpIna BrIOpaHa B KadecTBe IIpoTexke Peter Sellars, B pamkax nHUInaTuBel Rolex «MaTp
u nporexer (2011). TearpaspHaa koMmmianus Zoukak Beiurpasa crurnesaunio Mbocena (2012),
noayumaa npemuto «Euromed Dialogue» ®onma AHHBI AUHJ 3a COIIUAABHYIO YCTOUYUBOCTD
U KpeaTUBHOCTSH (2014), rparT Preamium Imperiale gast MOAOABIX XyIOKHHUKOB
oT Accormanuu UcKyccTB dAnonuu (2017 roxn) u npemuro @oraa Mupaka «KyapTypa

3a MUP» (2017)
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World Theatre Day Message 2018 - Arab Countries

Maya Zbib, Lebanon

t’s a moment of communion, an

unrepeatable encounter, not found in

any other secular activity. It’s the simple
act of a group of people choosing to come
together in the same place at the same
time to take part in a shared experience.
It’s an invitation to individuals to become
a collective, to share ideas, and envision
ways to divide the burden of necessary
actions... to slowly recover their human
connectedness and find similarities rather
than differences. It’s where a specific
story can trace the lines of universality...
Here lies the magic of theatre; where
representation recovers its archaic
properties.

In a global culture of rampant fear of
the other, isolation and loneliness, being
present together, viscerally, in the here and
now, is an act of love. Deciding to take your
time, away from immediate gratification
and individual self-indulgence in our highly
consumerist fast-paced societies; to slow

Maya Zbib with her Message to the world —

down, to contemplate and reflect together is
a political act, an act of generosity.

After the fall of major ideologies, and
as the current world order is proving its
failure decade after decade, how can we re-
imagine our future? As safety and comfort
are the main preoccupation and priority in
predominant discourses, can we still engage
in uncomfortable conversations? Can we
cross over towards dangerous territories
without the fear of loosing our privileges?

Today, speed of information is more
important than knowledge, slogans are
more valuable than words and images
of corpses are more revered than real
human bodies. Theatre is here to remind
us that we are made of flesh and blood,
and that our bodies have weight. It is here
to awaken all our senses, and to tell us
that we don’t need to seize and consume
with our sight alone. Theatre is here to give
back the power and meaning to words, to
steal the discourse back from politicians

nesco.org .
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TI'oeopum Ilpezudernm MHT Moxammed Caud Anb-Agpram

[1a MAABYHKOB U A€BOY€EK IIOAPOCTKOBOIO
BO3pacTa yOUBalOT BEICTPEAAMHU B TOAOBY

u OpocaroT B TIOPHMY 324 OTKA3 MOAYHUHUTE-
CsI HeCIpaBEeIAUBOCTHU U anaptreuny... Kor-
[1a TIpEeICTaBUTEAN Oe3yMUs U JECIIOTHU3MA
IIPaBOT'0 TOAKA IPaBAT Pa3BUTHIMHU CTpaHa-
MU «IIepBoro Mupar... Korma sgepHad yrposa
HapacTaeT, Kak O0yITo B BUPTyaAbHOH Urpe
MYX4YUH-IeTel, 00Ae4EHHBIX BAACTEIO. ..
Korzma cBoOosia nmepeaBUKEHU ST CTAHOBUTCS
BCEé OoAee OTPaHUYEHHOH, 38 UCKAIOYEHH-
€M HECKOABKUX U30paHHBIX, a OEeKEHIThI
morubaroT B MOpe, IITyPMYS BBICOKUE
KPEIIOCTHU CBOUX MAAIO3UH, IIOKa BO3BO-
aaTcs BCé DoAaee TOPOTOCTOSIIHUE CTEHHL. ..
I'me 3amgaBaTh BOIIPOCEI B 9TOM MUPE, €CAHU
6oabmmmacTBOo CMU nponakuswl? e, Kak
He B 3pUTEABHOM 3aA€ TeaTpa, Mbl MOKeM
BHOBB 3a/[yMaTbCs O COCTOSHUH OOIIeCTBa,
BOOOPAa3UTh HOBBIH ITOPSI0K B MUPE — BMe-
cTe, ¢ AF0OOBBIO, COCTPAJaHUEM U KOH-
CTPYKTUBHOM KPUTHUKOM, YMHOMH, 3KHU3HECIIO-
COOHOM U CTOUKOH?

Bynyuu npencraBuTeAeM peruoHa apad-
CKUX CTpPaH, I MOTY pacckKas3aThb O TPYIHO-
CTSX, C KOTOPBIMU CTAAKHUBAIOTCHA aKTEPHI
B cBoeil pabote. OmHAKO 9 IPUHAIAEKY
K TOMY IIOKOAEHUIO TeaTPaAbHBIX AesTeel,
KOTOPOMY BBITIaAa YEeCTh BUAETH, KAKHe
CTEeHBI HEOOXOAUMO Pa3pPyHIUTh. DTO HA-
Y4HAO HAC UCIOAB30BaTh BCE BO3MOXHOCTH
U B IIOAHOH MEPE HUCIIOAB30BATh BO3MOXKHO-
CTH COTPYAHHUYECTBA U II€PENOBbIE METOABI,

MUT-MH®O Nl 2018

co3maBas TeaTphl B ITO/IBaAaX, HA KPbI-
max, B JKHUABIX TIOMEIIEHUAX, B [TIEPEYAKAX,
Ha YAUIIAX, HAXO/d TaM 3pUTeAeii 1o Mepe
mokasa, B TOpo/iaxX, IEPEBHSIX U AATEPIX
OexkeHIleB. Hallle mpenMyIiecTBo B TOM, Y4TO
MBI CO3/IaBaAH CBOM KOHTEKCT C CAMOTro Ha-
Jaaa ¥ IPUAYMBIBaAU, Kak u3bexkaTh I1eH-
3ypPbI, BpEMS OT BPEMEHU BBIXO/IS 32 paMKH
JIOIIYCTUMOTO U Hapyiias 3anpethl. Ceroma-
Hs BCE AEeSATEAU TeaTpa OKPYKEHBI 3TUMHU
CTeHaMHu, (pMHAHCHUPOBaHUE HUKOTA EIIé
He OBIAO TaK HUYTOXKHO, a HIOAUTKOPPEKT-
HOCTB — TaK 3HaYMMa B Ka4ecTBe 1IeH30pa.

B cBa3u ¢ 3TUM MeXAyHAPOIHOE Te-
aTpaAbHOE COOOIIECTBO HIPU3BAHO CETO/I-
Hs BBICTYIATh, KAK HUKOT/A, CIIAOYEHHO
Y 9THUX 3PUMBIX U HE3PUMBIX cTeH. Ceromus
KpaiiHe HeoOX0IUMO TBOPYECKH OOHOBUTH
HAIIIU COITMAABHBIE U TOAUTHYECKUE CTPYK-
TYPbI, Y4ECTHO U CMEAO IIPOTUBOCTOSTH
CBOUMM CAADOCTLM U B39ThH Ha cebs OTBET-
CTBEHHOCTH 3a MUP, B CO3[JaHUH KOTOPOT'O
MBI IPUHUMAEM y4acTHE.

Byny4uu MexxayHapoaHBIMH TeaTpaAb-
HBIMHU JEATEAIMU, MBI HE CAEIyEM KaKOH-TO
OJTHOM HUJIEOAOTHH UAU CUCTEME B3TASIOB, 00-
IIIee y HaC — BEYHBIHM OMCK UCTHUHBI BO BCEX
€€ IpoIBAECHUAX, HAIlla KPUTHKA CYIIle-
CTBYIOILIETO TIOAOKEHUS Bellleil, Halll BEI30B
CHCTEME PEITPeCcCUBHOM BAACTH, 8 TAABHOE —
Hallle YeEAOBEYECKOE JOCTOUHCTBO.

Hac mHoro, Mmb1 He bOHMMCS ¥ MBI HUKYyIa
He yiigem!

and restore it to its rightful place... to the
arena of ideas and debate, the space of
collective vision.

Through the power of storytelling
and imagination theatre gives us new
ways of seeing the world and each other;
opening up a space for common reflection
amidst the overwhelming ignorance of
intolerance. When xenophobia, hate
speech and white supremacy have
effortlessly come back on the table, after
the years of hard work and sacrifices of
millions of people around the globe to
make them shameful and deem them
unacceptable... When teenage boys and
girls are shot in the head and imprisoned
for refusing to comply with injustice and
apartheid... When figures of insanity
and right-wing despotism are ruling
some of the major countries of the first
world... When nuclear war is looming
as a virtual game between the man-
children in power... When mobility is
becoming more and more restricted to a
selected few, while refugees are dying at
sea, trying to enter the high fortresses
of illusive dreams, as more and more
expensive walls are being built... Where
shall we question our world, when most of
the media has sold out? Where else than
in the intimacy of the theatre, are we
able to re-think our human condition, to
imagine the new world order... collectively,
with love and compassion but also with
constructive confrontation through
intelligence, resilience and strength.

Coming from the Arab region I
could speak of the difficulties artists

face in making work. But I am part of

a generation of theatre makers who feel
privileged that the walls we need to
destroy have always been visible ones.
This has led us to learn to transform what
is available and to push collaboration and
innovation to its limits; making theatre
in basements, on rooftops, in living
rooms, in alleyways, and on the streets,
building our audiences as we go, in

cities, villages and refugee camps. We’ve
had the advantage to have to construct
everything from scratch in our contexts,
and to conceive ways to evade censorship,
all the while still crossing the red lines
and defying taboos. Today these walls are
facing all theatre makers of the world,

as funding has never been scarcer and
political correctness is the new censor.

Thus, the international theatre
community has a collective role to play
today more than ever, to face these
multiplying tangible and intangible walls.
Today more than ever there is a need to
creatively re-invent our social and political
structures, with honesty and courage. To
confront our shortcomings, and to take
responsibility for the world we take part in
making.

As theatre makers of the world, we don’t
follow an ideology or one belief system, but
we have in common our eternal search
for truth in all its forms, our continuous
questioning of the status quo, our challenge
of systems of oppressive power and last but
not least, our human integrity.

We are many, we are fearless and we are
here to stay!

Biography — Maya Zbib, Lebanon

MAYA ZBIB is a theatre director, performer, writer and co-founder
of Zoukak Theatre Company. Her work was shown in the Middle East,
Europe, the United States, Africa, South America and South Asia. She

has taught theatre internationally in academic and non-academic contexts.

She’s been commissioned to create work for NYUAD’s Performing Arts Centre,
the University of Houston, Williams College, Krefeld/Monchengladbach City Theaters,
Shwindlefrie Festival, LIFT Festival and The Royal Court Theatre, among others.
Zbib is a Goldsmiths University of London Alumni (2007), a Chevening/KRSF Alumna
(2007), a Cultural Leadership International Alumni (2010), a fellowship recipient of ISPA,
New York (2010), and was selected as the protégé of Peter Sellars, as part of the Rolex
Mentor and Protégé Arts Initiative (2011). Zoukak received the Ibsen Scholarship award
(2012), the Anna Lindh Foundation’s Euromed Dialogue Award for social resilience and
creativity (2014), the Preamium Imperiale Grant for Young Artists from the Japan Arts
Association (2017) and the Chirac Foundation Award of Culture for Peace (2017).

Nel 2018 MUT-MH®O

21



22

O6pamenne Kk Bcemupnomy anio Tearpa — 2018.

Asnarcko-THXOOKeaHCKHH PErnoH

P>m I'onmaaA Baaxan:x (Muaus)

OCA€ BCeX HUCTOPHUH 5BOAIOIINH HAM
I I BKpaTlie U3BECTHO TOABKO 00 of-

HOM: BCE€ XXHBOE€ X04YeT CYLIECTBO-
BaTh Be4HO. [Ip1 BO3MOKHOCTH KHU3Hb
CTPEMHUTCSH IPEOSOAETH BPEMI U IIPOCTPAH-
CTBO, 4T00OBI 00pecTu 6GeccmepTue. B mmpo-
IIeCCe TOr0 KUBBIE (POPMEI [IOBCEMECTHO
KaaAedaT U paspylarT cebg. OqHako HaM
HY3KHO OI'PaHUYUTHCS BOIIPOCOM BBIKH-
BaHUI YEAOBEUYECTBA U €ro Pa3BUTHEM
OT IEeNIePHOT0 YeAOBEKa KaMEHHOI'0 BeKa
0 KocMHu4ecKoii apel. CTaau AU MBI 6oaee
TaKTUYHBIMU? UyBCTBUTEABHBIMU? Pa-
nocTHBIMHU? Boaee OepeXHBIMH K IPUPOJE,
9acTBhIO KOTOPOH gBAgeMCS?

C camoro Hayaaa KUBbIE UCIIOAHUTEAD-
CKHe HUCKYCCTBa (TaHel], My3bIKa, aKTEép-
CTBO/TEeaTp) pa3BUBaAU CBOH A3BIK, COCTO-
SITUY U3 TAACHBIX U COTAacCHBIX. [AacHbIe
BBIpasKaloT 3MOIIUHY, & COTAACHBIE NEeMOH-
CTPUPYIOT CAUSHHE (POPMEI U MBICAH/3HA-
Hud. Pe3yabTaToM 3TOr0 CTaAH MaTeMaTH-
Ka, FeOMeTpHsl, BOOPY3KEHNE U KOMIIBIOTED.
Takum oOpa3om, MBI HE MOXKeM BEPHYThCS
Ha3a/, B JI03BOAIIIMOHHBIH IIEPHUO CYIIe-
CTBOBaHUS A3bIKa. [IaaHeTa He BBIKUBET,
ecAau o0mag pagocTh OT JKUBOI'O TeaTpaAb-
HOI'0 UCKYCCTBA U 3HAHHUH (BKAIOYAS TeX-

Ha cuere 3ana OHECKO
Pam I'onan Baoxxaook

HOAOTHUIO) He Oy/IeT CBOOOJHOM OT CKYKH,
rHeBa, KOPBICTHU U 3A00BI.

Baaronaps pazsutuio CMU, Hayku U nie-
PEIOBBIX TEXHOAOTUH, YEAOBEK CTAA MOTY-
LIEeCTBEHHBIM, KaK aeMoH. TakuM o0pa3zomM,
HCKYCCTBO TeaTpa He KPHU3UC CETOTHSIIITHETO
[HS, HO KPU3HUC COAePKaHUsI, KOHIIETIITUN
U NIoHATH4. Hy>XHO IpHU3BaTh CETOAHSIITHETO
KUTeAd 3EMAH K CIIAaCEHHIO cCaMOM ITAaHETHI U,
COOTBETCTBEHHO, TeaTpa. Heobxonumo B Ha-
4JaABHOM IIIKOAE ITpernofaBaTh AEeTSIM Ha IIpak-
THUKE aKTE€PCKOE MacTEePCTBO U UCKYCCTBO
npexncraBaeHus. (IIpodosrkerue Ha cmp. 32)

Buorpadusa - Pam 'onaa Baaxkanxk (Huaus)

POM I'OIIAA BAOAXAONK ponuace B [lapbxanra (Uunusa) 1940 roxy. Us-
BECTHBIN aKTEpD, YAOCTOEHHBIN HAarpam, pesxXUCCceép, MUcaTeAb U TeaTPaAbHBINA
neparor. OkoHYUB yuéby B Buxapckom yHuBepcutere B 1960 roxy, Pam lomaa

World Theatre Day Message 2018 - Asia Pacific

Ram Gopal Bajaj, India

Theatre director, theatre and film
actor, academician, former director of
the National School of Drama, Delhi.

After all the evolutionary stories, we
only know one thing in brief; that all
life forms tend to survive till eternity. If
feasible life tends to pervade beyond time
and space to become immortal. In this
process, the life form also mutilates and
destroys itself universally. However, we need
to limit the deliberation to the survival of
humanity and its emancipation from the
hunter cave man of the Stone Age to our
Space Age. Are we now more considerate?
Sensitive? Joyous? More loving toward the
nature that we are a product of?

Since our beginnings, the live
performative arts (Dance, Music, Acting/
Drama) now also have the developed
instrument of the lingua, consisting of
vowels and consonants. The Vowel basically
expresses the feelings or emotions, and
the consonant does the communication of
form and thought/knowledge. Mathematics,
Geometry, Armaments and now Computer
have been its result. So now we cannot go
back from this evolution of lingua. The very
earth itself will not survive if the collective
joy of live theatre arts and knowledge

(including technology) is not emancipated,
re-sublimated from the mundane, the fury,
the greed and the evil.

Mass Media and our science and
technology have made us powerful like
demons. Thus, the form of theatre is
not the crisis today, but it is the crisis
of content, of statement and concern.

We need to appeal to the man of today’s
earth, to save the very planet earth and
therefore ‘theatre’. At a pragmatic level

the arts of the actor and the arts of live
performance need to be made available

to children in primary education. Such a
generation will, I believe, be more sensitive
to the righteousness of life and nature. The
advantage of lingua thus may be much
less harmful to mother earth and other
planets. Moreover, ‘theatre’ will become
more important for to the retention and
sustenance of life itself; it therefore needs
to empower the live performer and the
spectator without threatening each other
in this cosmic era of togetherness.

I hail theatre and appeal to the world to
implement and facilitate this at grass root
level, rural and urban all. ‘Limbs, Lingua
and Compassion together in Education for
the Generations’.

Biography - Ram Gopal Bajaj, India

RAM GOPAL BAJAJ born in 1940 in Darbhanga, India, Ram Gopal Bajaj is an award-
winning and highly acclaimed actor, director, writer and theatre educator. Having
completed his graduation from the University of Bihar in 1960, he then went on to the

Bamxxanx B 1965 roay nepeniéa B ydpexXaeHHUE, KOTOPOE C T€X IIOP aCCOIIUUPYETCS

c ero uMeHeM, — HaltmoHaABHYIO IIKOAY ApaMbl. TaM OH CIEIIHaAU3UPOBAACS B aKTED-
ckoM MacTtepcTBe. [Tocae okonuyanusa BY3a Baaxanx craa npenogaBareseM HammuoHaas-
HOM IITKOABI IpaMbl, IZle OH OTTadYMBaA CBOIO TEOPHIO TeaTpaAbHOIo o0pasoBaHuda. OH
CTaA IUPEKTOPOM YHHUBEPCHUTETA U IIPUTAAIIEHHBIM AEKTOPOM, a TaKXKe 3aHUMaA JOAXK-
HocTH B IlenmkabckoMm yHHUBepcureTe, XainapabaIcKoM YHHUBEPCUTETE U IIPECTUKHOU
CoBpemenHo# mroae B Hero-/lean. [ToayduB TeaTpaabHoe o0pa3oBaHue, Bamgkanxk craa
omHUM U3 ocHoBaTeAed Dishantar — rpynnel npodecCHOHAABHBIX TeaTPaAAbHBIX AedTeAei,
co3maHHOH B 1967 rony, naatdopMbl, KOTOpasd [I03BOAHAA PA3BUBATLCS €ro aKTEPCKOU
Kapbepe. Ily6AMKON U KPUTHUKON ObIAM BBICOKO OLIEHEHBI €I'0 paHHUE IIOCTAHOBKU KaK
HHOWHCKUX, TAK U MHOCTPAHHBIX ClieKTakAel. [To3xke Bamkaaxk, Ucioab3ysd Ha IIPaAKTH-
K€ HaKOIIAEHHBIH ONBIT aKTEPCKOH U UCCAEN0BATEABCKOH paboThl, 3apeKOMeEHI0BaA cebg
KaK caMOOBITHBIH pexkuccép. C MOMeHTa HayaAa CBoed nessTeAbHOCTH Banskansk ceirpaa
B 36 mbecax U IocTaBUA 45 criekTarAei. Heo6XoguMo yIIoMsHYTh, YTO OH IIOAyYaA Harpa-
OBl U KaK akKTEép, U Kak pexuccep. (IIpodonrxerue Ha cmp. 32)

MUT-MH®O Nl 2018

National School of Drama in 1965 — an institution he has since become synonymous with
— where he specialised in acting. After Graduation, Bajaj became a faculty member of the
National School of Drama, where he honed his theories on theatre education. He has since
worked as the director of the university, and a guest lecturer, as well as holding posts

at Punjabi University, the University of Hyderabad and the prestigious Modern School of
New Delhi. After getting a grounding in theatre education, Bajaj went on to become one of
the founder members of ‘Dishantar’, a group of professional theatre workers established
in 1967, a platform which allowed his acting career to flourish in earnest. His early
performances, of both Indian and international dramas, were all highly acclaimed. Later
he established himself as a director, putting much of what he had accumulated as an
actor and scholar into practice. Since his initial breakthrough, Bajaj has gone on to act
in 36 plays and direct 45 productions. It is to his credit that he has won awards in both
disciplines, such as the ‘National Award for Imaginative Indian Theatre’ from the National
Press of India for his theatre direction in 1992, and the ‘Best Actor Award’ at the Dada
Saheb Phalke Film Festival in 2017. (To be continued on page 33)
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O6Opawenne K BcemupHomMy AHIO TeaTpa — 2018. EBpona

CanimoH MakOepHu (BeAukKoOpHTaHHS)

roayMuAe oT robepexbs KupeHauka
BB CeBepHOM AUBHU HAXOOUTCS OOIIHP-

HBIY CKaABHBIN I'poT — 80 METPOB B IIIH-
puny u 20 MeTpoB B BrIcoTy. Ha MecTHOM nua-
AekTe oH Ha3piBaeTcd Hauh Fteah. B 1951 rogy
PaauoyTAEPOIHBIM METOIOM HMCCAEN0BAHUS
OBIAO YCTAHOBAEHO, YTO Ha 3TOH TEPPUTOPHUH
B TedeHue 100 ThICSY A€T ITOCTOSTHHO ITPOXKH-
BaAU Aroau. Cpenu apXxeoAOTHYeCKHX HaXo-
OK ObIra KOcTHAas haeiiTa, H3roTOBACHHAS
40-70 ToIca4 AeT Ha3ad. Korma g B meTcTBe
YCABIIIIaA 00 3TOM, TO CIIPOCHA OTIIA!

«Y HuX OblAQ MY3BbIKa?»

OH yABIOHYACH B 0TBeT: «Kak Bo Bcex
YEAOBEUECKUX IITUBUAN3AIIUIX).

Orerr 6bIA aMEPUKAHCKHUM apXE€OAOTOM,
IIePBBIM, KTO YJ4aCTBOBaA B PaCKOIIKaxX
Hauh Fteahs Kupenauke.

MHe BbInTasa 60AbIIALA YECTD U CIACTHE

B naaékom 1963-M, Korza Haa MUPOM
HaBUCAA d/epHad yrpos3a, MOH IIpeale-
CTBEHHUK, BeAUKUMN ApTyp Muaaep ckaszaa:
«Bo BpemeHa, Korjia AUIIAOMAaThl ¥ IIOAUTH-
KU OIIyCKAalOT PYKH, UCKYCCTBO AEAUKAT-
HO, HO [1044YaC O4YEHb PEIIUTEABHO OepéT
Ha ce0sl OTBETCTBEHHOCTE I10 CIIAOYEHHUIO
YEeAOBEYECKOro O0IIecTBar.

3HadueHUe cAOBaA «(IpaMa» — OT FPEYECKOT0
«paH», 4TO O3HAYAET «IeAaTh», U CAOBO «Te€-
aTp» HPOUCXOAUT OT I'PEYECKOr0 «T€aTPOHY,
4T0 OyKBAABHO 3HAYHUT «MECTO IAS 3PEAUIID.
OTO0 MecTO, IZie MbI HE TOABKO CMOTPHM, HO T
MBI BUZIUM, 0CO3HaéMm, rocturaeMm. 2400 aeT
Has3an [loankaeT Maaainuii IoCTPOUA TeaTp
B Onuaaspe. OTOT APEBHUM TeaTp Ha OT-
KPBITOM BO3AyX€ BMEIIAA 10 14 ThICSY 3pU-
TeAeH U mopazKaa YAUBUTEABHOU aKyCTUKOM.
Maaeiiuii 3ByK B IIEHTPE CILIEHBI MOT OBITh

World Theatre Day Message 2018 - Europe

Simon McBurney, United Kingdom

alf a mile from the Cyrenaican
Hcoast in Northern Libya is a vast

rock shelter. 80 metres wide and
20 high. In the local dialect it is called
the Hauh Fteah. In 1951 Carbon dating
analysis showed an uninterrupted human
occupation of at least 100,000 years.
Amongst the artefacts unearthed was a
bone flute dated to anywhere between 40
and 70,000 years ago. As a boy when I
heard this I asked my father

“They had music?”

He smiled at me.

“As all human communities.”

He was an American born prehistorian,
the first to dig the Hauh Fteah in
Cyrenaica.

I am very honoured and happy to be
the European representative at this year’s

YCABIIIAH co BcexX 14 Thicad MmecT. OOBIYHO
B I'PeYeCKOM TeaTpe, Korjia CMOTPHUILE Ha aK-

npeacraBadaTh EBpony Ha BecemupHoM
JHE TeaTpa B 3TOM ToAdy.

Buorpacusa — Caiimon MakG6epHu (BeaAHkKoOpHTaHHSA)

[Tutep Bpyk: «¥Y aHTAMHUCKOr0 TeaTpa IIpeKpacHble 0AaropogHbIe TPAIHUIIHH.
Catimon MaxkGepHu u (Tearp) Complicite He OTHOCATCS K HUM — OHH CO30aAH CBOIO
COOCTBEHHYIO TPALUIIUIO, U [IOTOMY OHH TaK [EHHBD. AKTED, ITHCATEAb U PEXKUCCEDP
CatimoH MakGOepHH — OOUH U3 HauOoAee ITepeIOBhIX, HEITPEACKA3YEMbIX U BAUSTEAD-
HBIX TeaTPaAbHBIX AedTeAed, paboTarlmx cerogasd. B 1983 roxgy oH cTaa cCOoCHOBaTeEAEM
romnanuu Complicite (paree Theatrede Complicite) B Aormone. C Tex mop oH paboTaa ¢ OqHU-
MU U TEMH XK€ Au3afHepaMu, IIPOAIOCEPAMHU, PEXKUCCEPAMH, aKTEpPaAMHU, IUCATEASIMHU (B TOM
YHCAE B T€YEHHE 25 AeT B TECHOM COTPYAHHUUYECTBE C ntucareseM [IxxkoHoM BepazkepoMm, KoTo-
peI# ymep B 2017 roxay), 9ToOBI IIpoltecc paboThl OIIUPAACH HA UCCAE€IOBAHUSI U COBMECTHOE
TBOPYECTBO, COEIUHSIONIEee OOABIITYIO AIOOOBE K SI3bIKY C BEPOU B TO, YTO BCE aCIIEKTHI TeaTpa
JOASKHBI TOBOPUTD. YTO OBI OH HU JIeAaA — OPUTHHAABHBIE [IOCTAHOBKH UAW HHCIIEHUPOBKU
[ASI TeaTpa, ornepy, GUABM UAHM amalTallii KaacCuKU nas Bponseda — Catimon MakGepHuU 110-
CTOSTHHO OpocaeT BBI30B CyIIECTBYIOIIEH TeaTpaabHOH hopMe. [ToMuMO HanTucaHud U co3na-
HUS{ OPUTHHAABHBIX IIPOU3BENEHHUH, OH HE TOABKO ITPUBAEK Ha CIIEHY BEAUKOAEIIHbIE IIHECHI
Bekkera, bpexrta, Byarakosa, [lroppermarTa, MoHecko, [lanunasa Xapmca, Aprypa Muaaepa,
Bpyso lyab1ia, [llekcniupa u PynzanTe, HO ¥ analiTHpPOBaA MHOTOYUCAEHHBIE AUTEPATY PHbIE
npousBeneHud. Hanpuwmep, ero «Mactep u Maprapurar» (2012) Ob1aa [IEHTPAABHON YaCThIO
dectuBaas B ABuHBOHE B 2012 roxny, a HemaBHO (2016) MakGepHHM IOCTABHA CIIEKTAKAD
«OcTeperaiiTecs xxkasocTH» 10 poMaHy Credana LiBetira B corpynaEudectBe ¢ «Schaubtihne
Ensemble» B Bepanne. 3a nmocaenuue 20 aeT cBoelt gesTeabHOCTH CatiMon MakGepHH I10-
CTOSTHHO BO3BpAIllaeTCs K IIOAUTHYECKHUM, COLTHAABHBIM B (PHAOCO(CKHUM BOIIPOCaM O TOM,
KaK MBI JXUBEM, fyMaeM U aeHicTByeM B obmiecTBe. OH HCCAENYET CAOKHBIE UIEU U ITOKAa-
3pIBaeT UX HEOOBIYHBIMH Te€aTPAABHBIMY IIpUéMaMU, He 00sICh COeJUHSATEH CaMble IPEeBHIE
TeaTpaAbHbIe (DOPMEI C IIOCAETHUMH JOCTHUKEHUSIMH COBPEMEHHBIX TeXHOAOTHH. «MHeMo-
HUK» (1999-2004), npeca 0 B3aUMOCBSI3H ITIaMSTH, IIPOUCXOXKAECHUS U UAEHTHYHOCTH, CTaAa
Ha4YaAOM €ro yBA€YeHHS TeMaMU pasyMa U codHaHud. (IIpodonrxerue Ha cmp. 32)
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World Theatre Day.

In 1963, my predecessor, the great
Arthur Miller said as the threat of nuclear
war lay heavy over the world: 'When asked
to write In a time when diplomacy and
politics have such terribly short and feeble
arms, the delicate but sometimes lengthy
reach of art must bear the burden of
holding together the human community.’

The meaning of the word Drama derives
from the Greek “dran” which means “to do”

and the word theatre originates from
the Greek, “Theatron”, literally meaning
the “seeing place”. A place not only where
we look, but where we see, we get, we
understand. 2400 years ago Polykleitos
the younger designed the great theatre of
Epidaurus. Seating up to 14,000 people the
astonishing acoustics of this open-air space
are miraculous. A match lit in the centre
of the stage, can be heard in all 14,000
seats. As was usual for Greek theatres,
when you gazed at the actors, you would
also see past to the landscape beyond. This
not only assembled several places at once,
the community, the theatre and the natural
world, but also brought together all times.
As the play evoked past myths in present
time, you could look over the stage to what
would be your ultimate future. Nature.

One of most remarkable revelations
of the reconstruction of Shakespeare’s
Globe in London is also to do with what
you see. This revelation is to do with light.

“HIINFS

Simon McBurney shares
his thoughts and ideas or

Both stage and auditorium are equally
illuminated. Performers and public can
see each one another. Always. Everywhere
you look are people. And one of the
consequences is that we are reminded
that the great soliloquies of, say, Hamlet
or Macbeth were not merely private
meditations, but public debates.

We live in a time when it is hard to see
clearly. We are surrounded by more fiction
than at any other time in history or prehistory.
Any ‘fact’ can be challenged, any anecdote can
have claim on our attention as ‘truth’. One
fiction in particular surrounds us continually.
The one that seeks to divide us. From the
truth. And from each one another. That we are
separate. Peoples from people. Women from
men. Human beings from nature.

But just as we live in a time of division,
and fragmentation, we also live in a time of
immense movement. More than at any other
time in history, people are on the move;
frequently fleeing; walking, swimming if
need be, migrating; all over the world. And
this is only just beginning. The response, as
we know, has been to close borders. Build
walls. Shut out. Isolate. We live in a world
order that is tyrannical, where indifference
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TEPOB, BUAUIIb U OKPYZKAIOIUH ITefi3aK.

39TO0 HE TOABKO 00bEUHSAET MECTO, ODIIIECTBO,
TeaTp U IIPUPOAY, HO CBOAUT BMECTE U Pa3HbIE
anoxu. Kak nibeca BHOCUT A€T€HbI ITPOIIIAOTO
B HACTOMIIEe BPEM4, TaK, A4 Ha CLIEHY,
MOKHO YBHETE OTHAaAEHHOE Oyaylee.

OnHO M3 caMbIX 3aMe€YaTeAbHBIX OTKPbI-
THUH IPHU PEKOHCTPYKIIUU IIEKCIIUPOBCKOrO
Tearpa «[ao0yc» B AOHIOHE TaKKe CBA3aHO
C T€M, 4YTO Bbl BUJUTE,— C OCBEIIICHUEM.

U cueHa, ¥ 3pUTEABHBIN 3aA OCBEILECHBI
OAVMHAaKOBO: UCIIOAHUTEAN U 3PUTEAU BCET-
[a MOTYT BHIETH ApyT apyra. Kyna 6v1 Bel
HU B3TASHYAH, Be3e — Aroau. M sTo Harmo-
MHHAaEeT HaM O TOM, YTO BEAUKHE MOHOAO-
r'u, cKaxeM, ['amaeTa uau MakbeTa, ObIAU
HE IIPOCTO AUYHBIMH PA3MBIIIACHUAMH,

a 00IIeCTBEHHBIMHU OOCYKIEHUIMHU.

Me1 2XUBEM BO BpeM4 ITAOXOH BUAVMOCTH.
M5! OKpyzKEeHBI BBIMBICAAMH OOABIIIE, YEM B Ka-
KOH-AM00 UCTOPHUYECKUH HAN JOUCTOPHUYIECKUH
nepuof. Ar00oit hakT MOKHO OCIIOPUTH, AToDas
HIyTKa MOXKET OKa3aThbcs IIpaBaoi. OgHol
U3 BBIAYMOK MBI OKPY2KE€HBI ITIOCTOSIHHO. TOH,
KOTOPOH HEOOXOOUMO pa3deAUThb HaC, OTIAEAUTD
OT IIpaBABI U APYT OT Apyra. YToOkI MBI ObIAK
pasneaeHsl. Hapon — oT Hapona. 2KeHINUHBL —
OT MYXK4YHUH. AIOAU — OT IIPUPOIBL.

Ho maire BpeMd pa3ieA€HUSA TaKXKe
ABASETCS BpeMeHeM HeOhIBaAOro repe-
MmenteHus. Boaee, yem Korma-aubo, Aronu
HaXOAATCS B ABUXKEHHUHU: 4aCTO AETAIOT,
XOO4T, IIAaBalOT, €CAH HAaJ0, MUTPUPYIOT
o Bcemy mMupy. ¥ 3170 ToABKO Hadaao. B ot-
BET, KaK MbI 3HA€M, 3aKpPbIBalOT I'PaHHUIIBI,
CTPOLT CTEHBI, 3alIUPAIOTCH, U30AUPYIOTCH.
MEe1 )kUBEM B MUDE€, TI€ IPaBUT TUPAHUM,
a Oe3pasanyne IBAFETCS BaAIOTOH, U YeAO-
BEK HaJleeTcs Ha KOHTpabaHOHBIN ToBap.
YacTp 3TOH TUPAaHUU — KOHTPOAb HE TOABKO
HaJ MECTOM, HO U HaJ BpeMeHeM. Bpewma4,

B KOTOpO€ MBI XKHUBEM, N30eraeT HaCTOsI-
nrero. OHO CKOHIIEHTPHUPOBAHO Ha HeAaB-

«Les Diptik» (Lsetliyapus)

MUT-MH®O Nel 2018

HEM IIPOLIAOM U OAMIKaHIeM OyayLieM:

«Y MeH4d HeT 2Toro. 4 Kymnai 3To». A Korga
KYITHA OTHO, TpebyeTcd apyras Bellb. /laB-
Hee Ipolnaoe cTupaercd. Bynyiee He nume-
€T 3Ha4YEeHUS.

MHorue roBopsT, 4TO TeaTp HE CMOXKET
U3MEHUTH 3Toro. Ho Tearp ocranercd.
I[Toromy 4TO TEaATp — TO MECTO, O KOTOPOM
XO4YeTCs CKa3aTh: yoexxuile. 31ech AI0OaU
cobuparoTcsa BMecTe U POPMHUPYIOT 00IIIe-
CTBO, KaK AIOOU BCErAa U IeAaAH, BO BCEX
TeaTpax — pa3MepPOM C IIEPBOE YEAOBEYE-
ckoe obmrecTBO: oT 50 mo 14 ThICSY AyI.
OT KapaBaHa KOUYEeBHUKOB [0 TPETU Hace-
A€HUS NpeBHUX AQUH.

U mocKoABKY TeaTp CyLIeCTBYeT TOABKO
B HACTOSIIEM, OH TOXe OpocaeT BHI30B 3TO-
My BpeMeHU. HacTogammuii MOMEHT Bcerga
aBasgeTcd npeaMmeToM Teatpa. OH popMupy-
€TCd B aKT€ B3aUMOAECUCTBUS UCIIOAHUTEAL
u nyoauku. 3neck u cetiuac. Bes urpsr muc-
TIOAHUTEAS 3PUTEADL HEe MOT ObI Beputh. bea
BEPHI 3PUTEAS CIIEKTAKAb HE MOXKET OBITH
LIEAOCTHBIM. MBI cMeéMCS BMeCTe. YMHUAS-
eMcd. MbI 3aTauBaeM AbIXaHHUE U MOAYUM,
nopax€nHsle. I B 3TOT MOMEHT HaM OTKpPBbI-
BaeTcd rayboyaiiiasg UCTUHA: TO, YEM MBI
pa3neAeHbl, TpaHUIIbI HAIleT0 UHAUBUAY-
aABHOT'O CO3HAHU, HE CyLIECTBYIOT.

U oHM HE MOr'yT OCTAHOBUTE Hac. MbI
BHOBbB IT0BASIEMCH KaXKAbIU Bedep. Kaxkapii
Bedep aKTEPHL U 3PUTEAN BOCCOEANHAIOTCH.
U ToT Xe CrieKTaKAb OyZIeT MoKa3aH OIATh.
[ToToMmy 4TO, KaK cKas3aa rmucareAb [I>K0H
Bepmzxep: «T'AyO0OKO B IIpUpPOJIE TEATpa 3aA0-
3JKE€H PUTyaA BO3BpAallleHUd», U II03TOMY TeaTp
Bcerza Ob1a (hopMOi UCKycCcTBa 00€3/10AEH-
HBIX, KOTOPBIMH, B CB{3U C Pa3BaAOM HaIIlETO
MUpa, MBI BCe U aBAseMcd. TaM, rae ecTb
UCTIOAHUTEAU U IIyOAMKA, UCTOPUHU OyAyT pa-
3BITPBIBATHCH, TAK KaK II0-APYyroMy U He pac-
CKaKelllb: U B OIIepe U TeaTpax DOABIITUX
TOPOJIOB U B Aarepe OesKeHIIEB-UMMUTPAHTOB
B CeBepHoOIl AUBHUH, U 110 BCeEMY MHUPY. MBI
Bceraa OyzieM eIUHBI B 3TOM IIPEACTABACHUH.

Ecau 661 MBI MOTAH OKa3aThCHd B OITHUIaB-
pe, TO, BITASHYB BBEPX, YBUIEAHU ObI, KaK
CBSI3aHBI C 00IIUM TTetizazkeM. MbI Bcerga Oy-
JIEM 4aCTbIO IIPUPOBI, U 3TOr0 He U30exKaTh,
KaK HeAb3d cOekaThb C HAllleHd TTAaHETHL.
OuyTuBIIHUCE B TeaTpe «[A06yc», MBI TOHSIAU
OBI, 4YTO, KA3aA0OCh OBbI, ANYHBIE BOIIPOCHI Ka-
caroTcs Hac BceX. Ecau nogepxaTh B pyKax
daeity n3 Kupenavkuy, creaasHyro 40 ThICSY
A€T Ha3al, TO MOXKHO IIOHATH, YTO IIPOIIAOE
U HACTOSIIEE HEOTAEAUMBL APYT OT ApyTa,
¥ HUKaKUM THpPaHaM U JeMaroraM HUKOTIa
HE pa3pylUUTh CBA3U MEXKAY AIOJbMHU.

is the currency and hope a contraband
cargo. And part of this tyranny is the
controlling not only of space, but also time.
The time we live in eschews the present. It
concentrates on the recent past and near
future. I do not have that. I will buy this.

Now I have bought it, I need to have the
next... thing. The deep past is obliterated.
The future of no consequence.

There are many who say that theatre
will not or cannot change any of this. But
theatre will not go away. Because theatre
is a site, I am tempted to say a refuge.
Where people congregate and instantly form
communities. As we have always done. All
theatres are the size of the first human
communities from 50 souls to 14,000. From
a nomadic caravan to a third of ancient
Athens.

And because theatre only exists in the
present, it also challenges this disastrous

view of time. The present moment is
always theatre’s subject. Its meanings are
constructed in a communal act between
performer and public. Not only here, but
now. Without the act of the performer the
audience could not believe. Without the
belief of the audience the performance
would not be complete. We laugh at the
same moment. We are moved. We gasp

or are shocked into silence. And at that
moment through drama we discover

that most profound truth: that what we
thought the most private division between
us, the boundary of our own individual
consciousness, is also without frontier. It is
something we share.

And they cannot stop us. Each night we
will reappear. Every night the actors and
audience will reassemble. And the same
drama will be re-enacted.

(To be continued on page 33)

Biography — Simon McBurney, United Kingdom

Peter Brook: ‘The English theatre has a fine and honourable tradition. Simon
McBurney and Complicite are not part of this; they have created their own
tradition which is why they are so special, so valuable.” Actor, writer and director

Simon McBurney is one of the most innovative, mercurial and influential theatre-

makers working today. He co-founded the company Complicite (Formerly Theatre de
Complicite) in London in 1983. Since then he has worked with some of the same designers,
producers, stage managers, actors, writers (Including a 25-year intimate collaboration
with writer John Berger who died in 2017), to make work through a deeply researched
and highly collaborative process which fuses a profound fascination for language with a
belief that all aspects of the theatre should speak. Whether he’s making original works or
adaptations for theatre, opera or film or re-inventing classics on Broadway he continually
challenges the limits of theatrical form. As well as writing and creating original works, he
has brought not only great plays to the stage - Beckett, Brecht, Bulgakov, Durrenmatt,
Ionesco, Daniil Kharms, Arthur Miller, Bruno Schulz, Shakespeare, and Ruzzante - but
also adapted numerous works of literature. For example, his adaptation of The Master and
Margarita (2012) was the centre piece of the 2012 Avignon Festival, where he was the Artiste
Associe for that year, and also most recently adapted and directed Stefan Zweig’s Beware of
Pity (2016) in collaboration with the Schaubiihne Ensemble in Berlin. In the last 20 years
his work has continually returned to political, social and philosophical questions of the
way we live, think and act as a society. Complex ideas are explored and revealed through
the use of startling theatricality, that is unafraid of melding the most ancient of theatrical
forms with the most recent aspects of modern technology. Mnemonic (1999-2004), a play
about the relationship between memory, origin and identity began his fascination with mind
and consciousness. It took the story of Oetzi, the corpse found in 1991 in a glacier on the
Austrian Italian border, and shown by scientists to have lived 5000 years ago and conjoined
it with a contemporary personal story of loss and breakdown. These themes continued to
be explored in different ways over the last few years, most recently in The Encounter which
was created as commission for the Edinburgh International Festival in 2015. The
Encounter currently touring Europe in a new version, is simultaneously an installation, a
philosophical meditation on the nature of consciousness and an excoriating cry against the
colonial assumptions of modern consumer society. (To be continued on page 34)
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OOpawenne K BcemupHomy AHIO TeaTpa — 2018.

CeBepHas H IOkHasa AMepHKa

Cabuna Bepman (MeKcHKA)

aBaiiTe IpeacTaBUM cebe, KaK AU
IepBOOBITHOTO IAEMEHH OpPOCaIoT
BBEPX MaA€HbKHE KaMHU, YTOOBI 10-
BITH IITUII, U BAPYT IIOIBASIETCS OTPOMHBIHN
MaMOHT U PEBET, U B 3TO K€ BPEMS MAAECHb-
KU 4eAOBEYEK PEBET, KaK MaMOHT. Bce
yberaroT... PEB MaMOHTa U34aET KEHIIIUHA —
S IIPEACTABASIO, YTO 5TO XKEHIIUHA — BOT
YTO OTAUYAET PO YEAOBEYECKUH OT IIPOIUX
BUIOB — MBI MOXKEM IIPEACTABAATE [IPYyTHUX.
IleperecéMcd BO BpEMEHU Ha AECATH AET
BIIEpEM, HA CTO, HA ThICAYY... [IaeMs Hay4dH-
AOCBH U300pazkaTh APYTHUX CYIIECTB: TAYOOKO
B II€Ilepe [IPU MEPLIAOIIEM CBETE KOCTpa
YeTBEPO MYKYUH U300pazkaroT MaMOHTA,
TPU XKEHIIUHBI — PEKY, My>KYWHBI U KEHIITU-
HBI — IITUIL, 00e3bsH, IEPEBbsI, 00AAKA; U30-
OpazkaroT YTPEHHIOK OXOTY — TaK ITPOIIIAOE
3aredyaTA€HO UX ApaMaTHYeCKUM TaAaHTOM.
Boaee Toro, naems npuayMbsiBaeT BO3MOXK-
HbIE BApUAHTHI OyIyIIero, Kak nobeauTh
MaMOHTa — Bpara Aroaeh.
Pés, cBuCT, bO0opMOTaHHE — 3BYyKH IEPBO-
o TeaTpa — CTAHOBSTCS YEAOBEYECKOU pe-
Ybl0. YCTHBIHY S3BIK IIpeBpaniaeTcd B IIUCh-
MEHHBIH. [I[pyroi nyTh pa3BUTHUL — T€aTp,
a 3aTeM — KMHO CTAHOBSTCS pUTyaAaMU.
Ho psaom ¢ aTuMu no3gHUME hopMaMu
BCEra IPOAOAXKAA XKUTH TeaTp — IIpocTeNIas
U eIMHCTBEHHAas XK1Bas popMa IpeacTaBAE-

3pumenu nepegozo psioa

Hud. TeaTp — 94eM OH IIpoIlle, TeM OOABLIIE IIPU-
OAMIKaeT HaC K 3TOMY CaMOMY YAUBUTEABHOMY
[apy 4eAOBeKa IIPeACTaBASTE [pyTrux.

CeronHsg BO BCeX TeaTpax MUpPa MBI OT-
MedaeM 5TOT BeAndaHInui gap — HICKyCCTBO
IpencTaBadaTh. TearpasbHOE HeHCTBO IIpea-
cTaBAsIeT U, TaKUM oOpas3oM, 3aredaTieBa-
€T Hallle ITPOILIAOE U COUHNHSIET BO3MOXKHOE
Oyayiee, 9TOOBI ITPUHECTH TTAEMEHH OOAB-
e cBo6OAbI U cHyacThsl. KTo 3T MaMOHTEI,
KOTOPBIX PO YeAOBEYECKHUH NOAKEH IT0OeK-
[nathb B Halle BpeMda? KTo 3TH cerogHsamnamne
Bparu? O 4éM IOAXKEH paccKasbIBaThb TearTp,
4TOOBI HE OBITH IIPOCTO pPa3BACUEHUEM?
(IIpodonrkeHue Ha cmp. 33)

Buorpacgus — Cabuna Bepman (Mekcuka)

Cabuna BepMaH poauAacChs B ropoae MCXHKO, OHAa ITHUCaTEAb U XKYPHAAHUCT. Cuura-
€TCd CaMbIM KPHUTHUYECKHX HACTPOEHHBIM H KOMMEPYECKH YCIIEIITHBEIM COBPEMEHHBIM
ApaMaTypromMm Mekcukn. BepMaH — OOHH N3 CaMBbIX ITAOAOBUTHEIX HBIHE 2KUBYIIIUX

aBTOPOB, ITHITYIIIUX Ha HUCIIAHCKOM f3bIKe. /o poxxaeHus Cabunbl BepmaHs e€ ponure-

AU TIOBEPTAAUCE IIPECAEIOBAHUSIM IIPOTUB €BpeeB B UX poaHoi IloarIie 1 uckaau ybe-
xuma B Mekcuke. CabuHa BMeCTe CO CBOUMH ABYMS OpaTbIMHU U CECTPaMU BBIPOCAA, XOPOILIO
IIOHKMasl, KaK 3THU COOBITHS [TOBAUSIAY HA CYyALOY CEMBHU, U IIO-IIPEKHEMY CUUTAET 3TOT (hak-
TOP PELIAIOIINM IAS CBOEro TBopuecTBa. E€ mpodeccroHaspHad nmycaTeAbCcKas OesdTeAb-
HOCTB CBSI3aHA C TeMOH KYABTYPHOTO MHOroo0pa3ud 1 NPendTCTBUIME Ha IIYTH €TI0 Pa3BUTHUSI.
[To cTHAIO €€ IPOU3BENEHUS TATOTEIOT K IOMOPY ¥ HEOOXOAMMOCTH PACIIHPATE I3bIKOBbIE PAM-
ku. Cabuea BepmaH — 4eThIpéXKpaTHBIH aaypeatr HarmoHaAbHOM IpeMuH 110 ApaMaTypruu
B Mekcuke, a TakzKe ABaXKIbl IoAy4YHAa HarmmoHaAbHYI0 IPEMUIO XKYPHAAUCTHUKY. E€ nbecsl
on1am TocTaBAeHBI B Kanane, CeBepHoit AMeprke, AaTrHCKON AMeprke u EBpone. Ee poman
<D (La mujer que buceé en el corazén del mundo) 6514 nepeBenéH Ha 11 3bIKOB 1 OITyOAHKO-
BaH B Ooaee yem 33 cTpaHax, BKatouasa Mcnanuto, Ppaniuio, CIITA, Beaukobputranuio u U3-
pauab. B Hactogee Bpema Cabraa BepMman paboTaeT B KUHO U HA TEA€BHICHUU.
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World Theatre Day Message 2018 - The Americas
Sabina Berman, Mexico

can imagine. The tribe launches
small stones to bring down birds from
the air, when a gigantic mammoth
bursts in on the scene and ROARS -and at
the same time, a tiny human ROARS like the
mammoth. Then, everyone runs away...

That mammoth roar uttered by a
human woman -1 would like to imagine her
as a woman- is the origin of what makes
us the species we are. A species capable of
imitating what we are not. A species capable
of representing the Other.

Let’s leap forward ten years, or a
hundred, or a thousand. The tribe has
learned how to imitate other beings: deep in
the cave, in the flickering light of a bonfire,
four men are the mammoth, three women
are the river, men and women are birds,
bonobos, trees, clouds: the tribe represents
the morning’s hunt, thus capturing the
past with their theatrical gift. Even more

Urbi et Orbi. Sabina Berman

amazing: the tribe then invents possible
futures, essaying possible ways to vanquish
the mammoth, the enemy of the tribe.

Roars, whistles, murmurs —the
onomatopoeia of our first theatre—will
become verbal language. Spoken language
will become written language. Down
another pathway, theatre will become rite
and then, cinema.

But along these latter forms, and in
the seed of each one of these latter forms,
there will always continue to be theatre.
The simplest form of representation. The
only living form of representation.

Theatre: the simpler it is, the
more intimately it connects us to the
most wondrous human skill, that of
representing the Other.

Today, in all the theatres of the world
we celebrate that glorious human skill of
performance. Of representing and thus,
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capturing our past —and of inventing
possible futures, that can bring to the
tribe more freedom and happiness.

What are the mammoths that must
be vanquished today by the human tribe?
What are its contemporary enemies? About
what should theatre that aspires to be
more than entertainment be about?

For me, the greatest mammoth of all is
the alienation of human hearts. The loss
of our capacity to feel with Others: to feel
compassion for our fellow humans and for
our fellow non-human living forms.

What a paradox. Today, at the
final shores of Humanism —of the
Anthropocene— of the era in which human
beings are the natural force that has
changed the planet the most, and will
continue to do so— the mission of the
theatre is —in my view-- the opposite of
that which gathered the tribe when theatre
was performed at the back of the cave:
today, we must salvage our connection to
the natural world.

More than literature, more than
cinema, the theatre —which demands the
presence of human beings before other
human beings— is marvelously suited
to the task of saving us from becoming
algorithms, pure abstractions.

Jyoti Hosagrahar, Representing the
Director General of UNESCO

Let us remove everything superfluous flesh and bone and hearts beating in our
from the theatre. Let us strip it naked. breasts; that we are the here and now, and
Because the simpler theatre is, the no more.
more apt it is to remind us of the only Long live the theatre. The most ancient
undeniable thing: that we are, while we art. The art of being in the present. The
are in time; that we are only while we are most wondrous art. Long live the theatre.

J.t-' M

"“4'1”- in

Biography - Sabina Berman, Mexico

Sabina Berman, born in Mexico City, is a writer and journalist. Considered
to be Mexico’s most critically and commercially successful contemporary
playwright, Berman is one of the most prolific living writers in the Spanish
language. Before her birth, her parents the persecution that was rife against
the Jews in their native Poland and sought refuge in Mexico. Sabina, along with
her two brothers and sister, grew up well aware of the strains this conflict had put
on the family fortunes, and she still considers this to be a decisive factor in her life.
Her professional work as a writer deals mainly with issues related to diversity and
Jean-Jacques y ) its obstacles. Her style tends toward humour and the need to move beyond the limits
Lemétre, France g A ) Intermission TErqmm . ; of language. She is a four-time winner of the National Playwriting Award in Mexico
\ discussions (Premio Nacional de Dramaturgia Juan Ruiz Alarcon) and has twice won the National
' Journalism Award (Premio Nacional de Periodismo). Her plays have been staged in
Canada, North America, Latin America, and Europe. Her novel, Me (La mujer que buce6
en el corazén del mundo) has been translated into 11 languages and published in over
33 countries, including Spain, France, the United States, Britain, and Israel. She is
currently working in film and television.
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(P.I Baoxadx — npodonxeHue co cmp. 22)
Torma 3ToO TIOKOAEHME, 9 YBepeH, OyaeT 00-
A€€ BOCIIPUUMYHUBEIM K XKU3HHU U IIPUPOJIE.
[TperuMyIIIeCTBO sI3bIKA TEATPA B TOM, YTO

oH Ge30ITaceH Al MaTepPu 3EMAN U APYTUX
naaueT. Kpome Toro, TeaTp craHeT Goaee
BasXHbBIM [ASI COXPAHEHUS U MTO/IIePIKAHUS
camoii JKU3HH; [I0O3TOMY OH JTOAYKEH ITOMOYb
HCTIOAHUTEAIO U 3pUTEAI0 OOOUTHCEH Oe3 yrpo3
B aJ[pec APYT ApPyTra B 3TOT KOCMUYECKUL BEK
JIYXOBHOTO €IUHCTBA.

91 IPUBETCTBYIO TEATP U IIPUBIBAIO
BECH MUD BBIBECTH €T0 HA YPOBEHDb HHU-
IUATUBBI, B CEABCKOM MECTHOCTH U B TOPO-
e — TTOBCIONY.«[IBUKEHUE, PEYD U COIIEPE-
JXKUBaHUE BMECTE — B 00pa30BAHUHU [IAS
TIOKOAE€HU ).

L

(Buoepagus — P.I. Baoxaox. IIpodonrkeHue
co cmp. 22)

Taxk, B 1992 rony oH B Ka4ecTBe TETPAABHO-
ro pexuccépa 0b1a yaocToeH HarmmonaabHOM
IPEMHU 33 U300peTaTEeALHBIN UHIUHCKUHI
Teatp oT HanmonaavsHO nipecce! Muany,

a Ha kuHO(pectuBaase Dada Saheb Phalkes
2017 rony OblA HATPasKIEH KaK AyYIIUY akTED.
OH TakKe IepeBéA U afanTupoBaa 19 nvec

C pa3HBbIX A3bIKOB Ha XUHIU U IIPOCAABUACH
CBO€EM YHUKAABHON MaHEpPOH YTEHUd CTUXOB
BCAYX. 3a OTPOMHBIE 3aCAYTH IIEPEL TEATPOM
Pam lNonaa Bagzkaazk ObIA yIOCTOEH rOCyaap-
cTBeHHOU Harpanab! «[lagma Hlpw» ot [Ipe3u-
nenra Uanuu B 2003 roxy. C TexX IOp OH IOAY-
YHA €Il€ HECKOABKO Harpas 3a JOCTHKEHUS

B ITpopeCCHOHAABHOH nessTeAbHoCcTH B 2015-M
u 2016-M rozgax, a B 2017-Mm cTaa AaypeaToM
npemuu Akagemuu Harak CamMaH 3a BblOa-
IoIuiicsa BKAaL B pa3BUTHE 3bIKa U AUTEpPA-
Typbl Ha XUHAU. OH U CErofH4 O-TIPEKHEMY
BEIET aKTUBHYIO aKTEPCKYIO U PEXKUCCEPCKYIO
[eaTeAbHOCTD U B T€aTpe, U B KUHO.

L

(Buozpadgpus — C. MaxbepHu. [IpodonrxeHue

co cmp. 24)

B Hell — ucTopud A€AAHON MyMHU 4YEAOBEKA,
obHapyxkeHHada B 1991 rony B Aabax Ha aB-
CTPUUCKO-UTAABIHCKON I'PaHUILIE, JKUBIIIETO,
II0 CBUAETEABCTBAM VUYEHBIX, IITH THICSIY AET
Has3a/[, COeAUHEHA C COBPEMEHHOU AUYHOM
UCTOpPHEN IOoTeph U yIazaka. JTra TemMa, us-
y4aeMasi pa3HbBIMH CIiocobaMu B TedeHUe
TIOCA€IHUX HECKOABKUX AE€T, COBCEM HEAABHO
BoIIAOILIleHA B rioctaHoBKe The Encounter,
CO3JaHHOU IAT DAUHOYPrcKOro MeK/IyHa-
poaHoro dpectuBaad B 2015 romay. CriekTakAb
The Encounter, ractpoaupyromiuii o EBporre
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B HOBOM BepcHH, IIpeAcTaBAdgeT coboil oqHo-
BPEMEHHO MHCTAAASIIUIO, (PHUAOCO(PCKYIO
MEOUTALINIO O IIPUPOJE CO3HAHUL U BO3Pa-
JKEHHE IIPOTHUB KOAOHHUAABHBIX HAKAOHHO-
cTell COBpeMEHHOro 00IllecTBa IOTPeOACHU .
Co crieHbl 3a1al0TCHd IIOAUTHYECKHUE, COLIH-
aAbHBIE U (pOpMaAbHBIE BOIIPOCHL O TOM, YTO
3HAYUT OBITH YEAOBEKOM CET'OIHSI.

CrieKTakAb 00BEeIMHSIET caMble JPEeBHUE
TeaTpaAbHble (POPMBIL, IIPOCTOH IepecKas
UCTOPHUHU C COBPEMEHHBIMU T€XHOAOTUSIMU
C UCIIOAB30BaHHEM KHUBOT'O CTEPEOPOHH-
YEeCKOT0O 3ByKa, KOTOPBIY KarKAbIi 3pUTEAD
CABIIIIHT Yepe3 HHANBHAYaAbHbIE HAYIITHHUKH.

Ho ynop HuKoOrzna He aeaaeTcsd Ha J0-
CTUIKEHUH TE€XHOAOTHU, OCHOBHBIE BOIIPOCHI
Maxk6OepHUu 3a42ET 0 CO3HAHUH, O TOM, KaK
MBICAUT 3amnagHoe obirecTBo. Ham HamoMmu-
HAaIOT, YTO HAJO0 IIPUCAYIIATHECH K TEM, KTO
HaXOAHUTCd Ha caMOM Kpalo HallleTro MUpa,
€CAU MBI XOTHUM BBIXKHUTb.

CoyeTaHNe CTPOroro HHTEAAEKTYaABHOT'O
HCCAEIOBAHHUS U IOPa3UTEABHOH TeaTpaAb-
HO# (POPMBI CTAaAO IEHTPOM HaIIUCAHHOH
Maxk06epuu B 2007 rony nbecs! «Mcuesaro-
Y Homepr. UCTOYHUKOM BIOXHOBEHHS
IAL aBTOpa cTaAa «ATIOAOTHSI MaTeMaTUKH»
I Xapau, raoe pacckasbslBaeTCs UCTOPUS B3a-
UMOOTHOIIEHUH MaTemMaTuka u3 Kemopua-
xka Xapau u lllpuHuBacel PamanyazxkaHa,
BeAHYaMIIero MHANNHCKOr0 MaTeMaTHKa-ca-
MoydKH XX Beka). [Tpu BHEAPEHHUH CAOKHOHN
MaTeMaTHKHU B TKaHb CIIEKTAKAS pa3Bopadu-
BaeTCs UCTOPHS, COYeTAIOIIas KYABTYPHYIO
CcaMOOBITHOCTD, AFOOOBB I CMEPTE C U3y4YEHU-
€M MaTeMaTHU4YE€CKON KPacoThl Yepe3 KAac-
CUYE€CKUH MHAUNCKUHN TaHell, My3blKaAbHbIE
OpPMBI ¥ BUZIEOIIPOEKIIHH.

KyarrypHas caMoOBITHOCTE U MBICAH-
TeAbHad AeSTeABPHOCTDH ObIAY TaKKe B IIeH-
Tpe paboT, co3gaHHbIX B O0IIIeCTBEHHOM
Tearpe Catarasa B Tokwuo. [lepBag pabora
«cue3zHoBeHUE CAOHA» ObIAA IIOCTABAEHA
110 KHUT€e paccKkas3oB Xapyku Mypakamu.
Bropag - agantanug nByx pabot [J310Hb-
utupo Tanuazaxku. cropus CIOHKUH»,
OBECTB O cAerioM urpoke Illamusena B XIX
Beke U acce Tarna3zaku ob acreTuke «Ilo-
xBaaa TeH. O0e 9yacTH — ogHAa IIoCcTaBAEHA
B coBpeMeHHOM Tokuo, BTopas — Ha paJauo-
craHuu B Kuoto B dnonuu B Hayaae XIX
BeKa — 00bEAVHUAHN KOHTEHT U POpPMY,
4TOOBI 3aaBaTh BOIIPOCHI, UMEIOIINe pellia-
IOllle€e 3HAYEHUE NAS AIIOHCKON KYABTYPBbL
U BOOOIIIe BCeX KYABTYP, 00 OTHOLIIEHUIX
MEeXX/AYy HaCTOLIIUM U IIPOLIABIM, B TO XK€
BpeMsI ocliapHBasl 3allaiHbIe UIEU BOC-
OpusaTud KpacoTel. ClleKTaKAHU IOMOTAI0T

y0AVKe IPUHUTH K IIOHUMAaHHUIO TOr'0, YTO
MY3bIKa, TaK K€, KaK CAOBa, COCTaBAHIET
OCHOBY HalIlIeT0 CO3HaHUS, OHA B3bIBAET
K HaleMy raybokomMy 0ecco3HATEABHOMY.

AKIIEHT Ha «MYy3BbIKaABHOCTE» TeaTpa
OBbIA OYEBHUIHBIM C CAMOI'0 HaYaAa ero pa-
0OTBI, ¥ 3TO HE TOABKO CBI3aHO C HUCIIOAB30-
BaHHEM MY3bIKH, HO U 3aKAIOYEHO B caMOH
dopMe MY3bIKAABHBIX ITPOU3BEIEHUN.

My3bIKaABHBIN fap pexkuccépa ocobeH-
HO OYE€BU/IEH B CIIEKTAKAE «YAHIlA KPOKOIAM-
AOB» II0 paboTaM IIOABCKOTI'O ITHCATEAd U Xy-
noxHuka bpyHo Ilyabslia, KOTOPBIH IIEPBBIM
BAOXHOBHA Aabdpena IIIlHUTKe Ha co3naHue
Concerto Grosso. «(llym BpeMeHM», CO3aH-
HbIY B COTPyAHUYECTBE C «DMEPCOH-KBapTe-
TOM» ¥ «AMHKOABH-IIEHTPOM» B Heio-Mopke,
CTaA IIEHTPaABHBIM TEKCTOM 15-ro KBap-
TeTa [llocTakoBu4ya. 3TO IPOU3BEAEHUE
00'BEAVHUAO TE€ATP U MY3BbIKY COBEPIIIEHHO
I10-HOBOMY: KBapTeT, BbIyYHUA €70 HaU-
3yCTh, YTOOBI IBHUTATHCS BMECTe C aKTépa-
MU Ha IIPOTSKEHUH BCETO CIIEKTaKAS. OTO
IIPUBEAO K COTPYLHUYECTBY C pbraapMoHUeH
Aoc-AHmxeaeca B iepBoM ce3oHe KoH-
LIEPTHOrO 3aAa Yoara [lucHed, MeAUTAIIUN
non Bepamnosa, ¢ yyacTreM BCEro opKecTpa
B KadecTBe ucrnoaHuteaeii. C rex mop Maxk-
OepHU CTaBHUT OIEPHI B COTPYLHUYECTBE
¢ De Nederlaandse Opera B AMcTepaaMe.

3a HoBo¥ omnepoti Camu Packato-

Ba (2010) «Cobaube ceparie» ImocAe0BaAa
«BoamebHas daeiitar (2012) u JloxoxxaeHud
noBeckl» CTpaBuHCKOro (2017).

Pabora MakOepHH U KOMITaHUH, XyI0-
JKECTBEHHBIM PYKOBOAHUTEAEM KOTOPOH OH
SIBAETCs, IPH3HaHa He TOABKO B TeaTpe
BeankobpuTaHuy, Ie oHa Ha IPOTIKEHUHN
30 aeT BbI3bIBaAa KapAUHAABHBIE H3MEHE-
HUs, HO ¥ BO BCEM MHupe. Cpeny MHOTOYHC-
A€HHBIX Harpaja u npemust y Mak6epHU ecthb
[IpECTUXHAsA ITpeMusa Evuypu Slmo-

"Huu (2011), 3BarueArtiste Associee pecTuBa-
Ag B ABUHBOHE (2012) 1 mo4yéTHbBIE JOKTOP-
CKHE CTEIIEHH B HECKOABKHUX YHUBEPCUTETAX,
BKAIO4Yas yHUBepcuteT B AyHae ([IBerus),
N\OHIIOHCKUH YHUBEPCUTET MeTporoAuTaH

1 KeMOpUIKCKUH YyHUBEPCUTET.

*kk

(C. Bepmatr. IIpodonrxerue co cmp. 28)

JAs MEHS caMbIM TPOMAaHBIM MaMOHTOM Ka-
JKETCH OTUYIK/IEHHUE YEAOBEYECKOTO CEP/IIA,
HoTePd YEAOBEKOM CIIOCOOHOCTH COYYBCTBO-
BaTh APYTUM: CBOUM COOPAThIM U APYTHUM
JKUBBIM cyIliiecTBaM. KakoB napaaokc! Ce-
TOMHS Ha BEPIIWHE T'yMaHU3Ma — B aHTPOIIO-
IIEHE — B 910Xy, KOT/IA PO YEAOBEYECKHH — Ta

€CTEeCTBEHHAasI CHAa, KOTOpad OOABIIIe BCETO
BAWSET Ha IIAQHETY U OyZIeT IIPOoI0AKATb 3TO
JeAaTh,— 3aJa4a TeaTpa, 110 MOEMY MHEHHUIO,
IIPOTHBOIIOAOKHA TOH, 4TO OblAA Y I1AE-
MEHU B I'AyOHHE ITelephbl: CETOAHS MbI JOAK-
HBI OTCTaHWBaTh HAIIly CBL3b C IIPHUPOIOH.
Boaee, ueMm auTeparypa 1 KHHO, T€aTp,
[ASI KOTOPOI'O HEOOXOAUMO IIPHUCYTCTBHE
OIHUX AIOZIEY TIEPEN APYTUMHU, IIOAXOAUT OAST
TOro, YTOOBI IPENOTBPATUTD HAIIlE CyIIeCTBO-
BaHUE B aATOPHUTM, CIIAOIIHYIO abCTPaKIIHIO.
IIycTe BCE anltHee yUaeT U3 Tearpa. Ilycts
OH OyzeT oOHa>kKEHHBIM. YeM mpollle TeatTp,
TeM OOABIIIEe OH HAIIOMHHAET HaM O HEOIIPOo-
BEPKUMOM: MBI CYIIIECTBYEM TOABKO B CBOEM
BpPEMEHH, TOABKO ITOKa MbI 00A€YEHEI B ITIAOTH
U KPOBb U Hallle cepAalie ObeTcs B IPyaH, MbI
CYILLIECTBYEM 3/IeCh U ceituac, He 6oaee TOoro.
[a 3apaBCTByeT TeaTp — APEBHUN BU
HUCKYCCTBa, UCKYCCTBO XUTh B HACTOMLIIEM,
yAUBHUTeAbHOE HUCKyccTBoO! [la 31paBCTBYET
Tearp!

k%%

(Biography — R.G. Bajaj — continuation from
page 23)

He has also translated & adapted 19 plays
from different languages into Hindi and

is renowned for his unique style of poetry
recitation. For his immense services to
theatre, Ram Gopal Bajaj was awarded the
‘Padma Sri’ by the President of India in
2003. He has since received further lifetime
achievement awards in 2015, 2016 and

in 2017 was awarded the ‘Hindi Academy
Natak Samman’ for his outstanding
contributions to the canon of Hindi
language and literature. He is still active as
an actor, director and writer in both theatre
and film today.

k%%

(S. McBurney — continuation from page 27)
Because, as the writer John Berger says
“Deep within the nature of theatre is a
sense of ritual return”, which is why it has
always been the art form of the dispossessed,
which, because of this dismantling of our
world, is what we all are. Wherever there
are performers and audiences stories will be
enacted which cannot be told anywhere else,
whether in the opera houses and theatres
of our great cities, or the camps sheltering
migrants and refugees in Northern Libya and
all over the world. We will always be bound
together, communally, in this re-enactment.
And if we were in Epidauros we could look
up and see how we share this with a larger
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landscape. That we are always part of nature
and we cannot escape it just as we cannot
escape the planet. If we were in the Globe we
would see how apparently private questions
are posed for us all. And if we were to hold
the Cyrenaican flute from 40,000 years

ago, we would understand the past and the
present here are indivisible, and the chain of
human community can never be broken by
the tyrants and demagogues.

L

(Biography - S. McBurney — continuation
from page 27)

It asks political, social and formal questions
about what it means to be human today.

It fuses the most ancient of theatrical
forms, simple story-telling, with contemporary
technology-using live binaural sound
wired to every member of the audience
through individual headphones. But the
emphasis is never on the technology but the
fundamental questions McBurney poses about
consciousness and how western society ‘thinks
and reminds us we must listen to those at the
edges of our world, if we wish to survive.

A similar intersection of rigorous
intellectual enquiry and startling
theatrical form was the centre of the
play A Disappearing Number (2007 written
by McBurney and inspired by G.H.

Hardy’s A Mathematician Apology told
the story of the relationship between
Cambridge Mathematician Hardy and
Srinivasa Ramnujan, the greatest Indian
mathematician of the 20th century.
Integrating complex mathematics into
the form of the entire show, it wove a
story which combined cultural identity,
love and mortality with an exploration of
mathematical beauty, realised through
classical Indian Dance and musical form
and video projection.

Cultural identity and the workings of
the mind were also at the centre of works
made with the Setagaya Public Theatre in
Tokyo. The first The Elephant Vanishes was
adapted from a book of Haruki Murakami
short stories. The second was an adaptation
of two works by Junichiro Tanizaki. The
Story of Shunkin, a novella about a blind
Shamisen player in the 19th century, and
Tanizaki’s essay on aesthetics, In Praise
of Shadows. Both pieces, one set in
modern Tokyo, the second mixing between

K
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a radio station in Kyoto, and early 19th
century Japan melded content and form

to ask questions crucial to Japanese, and
indeed all, cultures about the relationship
between the present and the past while also
challenging Western ideas of perception and
beauty. And the understanding that just

as words form the basis for our conscious
minds, so music reveals and appeals to our
deep unconscious.

This emphasis on the ‘musicality’ of
theatre has been apparent since the outset
of his work. Not just in the use of music
itself but in the very form of the pieces
themselves which he refers to as a musical
score.

This musicality was particularly evident
in The Street of Crocodiles, based on the
writings of Polish writer and artist Bruno
Schulz which took the first concerto Grosso,
by Alfred Schnittke, as its inspiration.

The Noise of Time, created in collaboration
with the Emerson Quartet and the Lincoln
Center in New York, took as its central
text the 15th Quartet of Shostakovitch.
The piece integrated theatre and music

in an entirely new way, with the quartet
learning this extraordinary work by

heart, so they could move with the actors
throughout the performance. This led to a
collaboration with the LA Philharmonic in
the first season of the Walt Disney Concert
Hall, with Strange Poetry, a meditation

on Berlioz, using the entire orchestra as
performers. Since then he has made operas
in collaboration with De Nederlaandse
Opera in Amsterdam.

A Dog’s Heart (2010) a new opera by
Sasha Raskatov, was followed by The Magic
Flute (2012) and Stravinsky’s The Rake’s
Progress (2017).

The work of McBurney and the company
of which he is artistic director has been
acknowledged not only as causing a seismic
shift in British Theatre over the last 30
years, but also influencing the work of
many throughout the world. Amongst
numerous awards and prizes he was the
first foreigner to be awarded the prestigious
Yomiuri Prize in Japan (2011), was Artiste
Associee of the Avignon Festival (2012)
and has been offered honorary doctorates
at several universities including Lund, in
Sweden, London Metropolitan University
and Cambridge University.

Photos are provided by General Secretariat of ITI
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IOBUAEH

Haie
cuyacTbhe B Poccuu

Anna YEITYPHOBA
domozpaguu npedocmasaervl TeampaoHbim myseem umeHu A. A. Baxpyuwura

OTOM BECHOU UCIIOAHSIETCS
200 AET CO MHY POXIEHUA
Mapruyca IleTuna. HelHEIIHUN
roa B Poccuu 0O®ULIMAABHO
OBBIBAEH ['OIOM PYCCKOT'O
BAAETA, U ITOCBYIIEH IOBUASPY-
XOPEOT'PA®Y. B ETrO YECTb
Boapriiiolt TEATP U MUHUCTEPCTBO
 KYABTYPBI I[TPOBOJISIT

eMHU AeT Hadaa g o0y-

4aTbCHd U TAHIIEBAABHOMY

HCKYCCTBY B KAACCeE OTLAa

MOET'0, [IEPEAOMUBIIIE-

T0 0 MOH PyKH HE OOUH
CMBIYOK JIASI O3HAKOMAEHUS MEHs ¢ TaltHaMu
xopeorpaduu. HeoObxoqguMocTs Takoro nena-
TOTHYECKOT0 ITpHéMa BhITEKaAa, MEXKY IIPO-
Y4HM, U3 TOT'O, YTO HE YYBCTBOBAaA 5 B JIETCTBE
HU MaAeMIIero BACYEHUI K 3TOH oTpacAu
HCKyCCTBa». OTH CAOBA 3aCTaBASIOT AUIIb
YAUBAATBECS TOMY, KaK C BO3pacTOM MEHSIIOT-
csa Aronv. Beap ux aBTOp — HE KTO MHOU, KaK
Mapuyc IleTuna, 4eA0BEK, KOTOPOT'O Ha3bI-
BalOT OCHOBOIIOAOKHHUKOM PYCCKOr'o 6aaera.

Bupouewm, uro 661 HU AyMaA OyayLIui
OaseTMeMCcTeEp B AETCTBE, HA CLIEHY OH BBIIIIEA
y3Xe B IeBATH AeT. [lopTpeT roHOrOo Mapuyca
B KOCTIOME U3 €ro AeOITHOI0O CIIEKTAKAS MOXK-
HO YBUETH Ha BhICTaBKe B BaxpyniumHckoMm
my3ee. Ha kapTHHe KpacUBBIY CBETAOBOAO-
CBIFf MAABIUK OEPKUT 00€3bIHKY Ha I1Aede —
110 BOCIIOMHHaHU4IM caMoro [leTuna, BriepBble
Ha CLIEHE OH IIOSIBUACS C 9TUM XKHUBOTHBIM.

Br16op npodeccru Mapuyca ObIA IIpeno-
OpeneAéH C ero poxaeHusd, Beab BO PpaH-
nuu XIX BeKa CAy>KeHHe UCKYCCTBY OBIAO
JIEAOM CEMEUCTBEHHBIM, a ponuteau [letuna
HMEAU K HEMY CaMO€ HEIOCPEACTBEHHOE
oTHomleHue. Ero otelr ObIA IIEPBBIM TAHIIOB-
IIUKOM U OaseTMelcTepoM, a MaMa — 3Ha-
MEHUTOH ApaMaTHU4YeCKON aKTpucou. Bece ux
[EeTU cTaAu apTucraMu. bpat Mapuyca Aro-
ChbeH ObIA TIEPBBIM TAHIIOBIIIUKOM B ['panma-
Omepa, a riocae OKOHYaHUA Kapbephl JaBaA
YPOKU baseTa U CBETCKHUX MaHep. Y Hero
obyuaaca naxke Hamoaeon III.

Mapuyc BriepBbI€ IIOAYYHA aHTAXKEMEHT
B 16 AeT. OH 3aHIA MECTO IIEPBOTO TAHIIOB-
muka u 6aserMmeticrepa B ropone HauTe.
3a counHeHUEe HAAETOB €My ITAQTHAHU OT-
NeAbHBIE IEHBI'H, U 9TO TaK ABCTHAO €TI0
CaMOAIOOHIO, YTO OH PEIINA B JaAbHEHIIeM
IIOCBATHUTE CE0S 9TOMY PEMECAY.

o Toro, kak B 25 aet [leTuna nmpuexaa
B Poccuro, o ycriea nopaboTaTrs He TOABKO
B EBpomne, Ho 1 B Coenquuénurnix lllrarax.

A 6ynyuu B Ucnnanuu, u3-3a OMHOM AI0O0B-
HOM MCTOPUHU NBIAKHH (PpaHILy3 AaKe ApaAs-
CsI Ha IY9AH, IIO3TOMY, KCTATH, EMY IIOTOM
IIPUIIAOCEH IOKHUHYTH 3Ty CTPaHY.

B IleTepOypre B 1847 rony [letuna moay-
YUA aHTaXXeMeHT TaHIoBIIUKa. 1 ocTtaaca
B Poccuu Ha niearix 63 roga. Beé aTo Bpems
OH ITpopaboTaa B OMHOM U TOM K€ MECTe,

B uMmneparopckux Caukr-IlerepOyprckux
Tearpax. CHaYaAra KaK COAUCT baseTa U Iie-
[aror, IIOTOM — Kak 0aaeTMelcTep U raaB-

HbIH OaseTMelicTep. 3a BpeMs €T0 CAyKObI
B Poccuu cMeHMAOCE 4eThIpe UMIIepaTopa:
Huxkoaaii I, Aaekcangap II, Aaekcaunp III

1 Huxkoaaii II, 1 BocéeMb JUPEKTOPOB UM-
epaTopcKux TeaTpoB. [letuna 6p1A B Ipe-
KPacCHBIX OTHOILIEHULAX C HUMH CO BCEMH,
KpPOMe€ IIOCAEJHETO B €r0 JKU3HU U B POCCUM-
CKOH HUCTOPHHU AUPEKTOPA UMIIEPATOPCKUX
TeaTpoB, Baanumupa TeassKoBCKOro.

Boarlie Bcex ApyTruxX JUPEKTOPOB Oa-
aeTMmeNcTep LieHuA BaHa BCeBOAOXKCKOTO,
KOTOPBIH IPOOBIA HA 3TOM IIOCTY B T€UECHHE
18 aeT. PasHocTopoHHE onapéHHbIN, BeceBo-
AOXKCKHH 3aHUMAACH €llE U XYA0XKECTBEH-
HBIM ocpopMaeHHEeM crieKTakael. Ero acku-
3Bl JIEKOPAILlUH, a TaKKe APYKECKHUE HIapKU
Ha KOAAET MOXKHO YBHAETH ceiidac B baxpy-
LIMHCKOM My3ee. IMEeHHO 110 MHUIMaTUuBe
BceBoaozxkckoro [lerpy HatikoBckoMy Ob1Aa
3aKasaHa My3bIKa OaseToB «Crismiag Kpa-
caBuila» U «llleaAkyHunk». CTaBHA UX, KaK
U co37aBaA OAS HUX AUOPETTO, eCTeCTBEH-
Ho, Mapuyc [letTuna (Bpodewm, K «Crgiei
KpacaBHIle» AHOPETTO HaIluCaHO UM B CO-
aBTOpCTBE ¢ BeceBoaoxkckum). Xopeorpadus
[leruna (a Takxke baseTMmeiicTepa AbBa
HBaHOBa) npuHecaa ycrnex 1 «\ebeinHOMY
03epy», IOAHOCTBIO [TPOBAAUBIIEMYCH B II€P-
BOHM IIOCTAaHOBKE, OCYILIECTBAEHHON BeHIe-
aeM PetizuHrepom B BoarbilioM Teatpe.

B pabore IleTumna cAbIA HACTOLAIIUM TUK-
TaTopoM. MI3MeHeHNH B CBOU PELIEHUS CIIEK-
TakAell OH BHOCHUTE He AIOOHA, fazKe eCAU
€ro IIpocuau o6 3ToM BeIIecTodInye. CIInHy
nepea Ha4aAbCTBOM HE THYA, IIEPE IIPUMaMHU
He 3aHUCKHBaA (CKopee Hao00pOT, OHU UCKAAHU
ero BHUMaHus). Paboras ¢ Matuapnoit Kire-
CHUHCKOM, He IOAAEPKUBAA €€ BbIIBUKECHULI
Ha caMblli BepX TAHLIEBAABHON HEPaApPXUU.

Juciunanza ripu Mapuyce Iletuna B Tea-
Tpax Ob1aa 3keae3Had. Korzia oH BXOWA B 324,
BCe, BKAIOUad OaaeprH, BcTaBaau. PeneTuiiysa
11Aa Kak 3aBeI€HHAas MalllnHa. OTOMY HEMaAO

-

Cuena us 6anema «/loub ¢hapaorar. Bepa
Kapannu — Acnuuuust, IThamon KapcaguH —
Dapaor (Mapuurckuili meamp, oxoso 1890 2.)
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Mapuyc
Ilemuna
c dembMmu
Hearom u
Mapueti.

CIIOCOOCTBOBAAO U TO, UYTO MHOT'HE U3 aHCAM-
OAeBBIX ITOCTPOEHUH GaseTMmelicTep pa3pada-
TbIBaA fioMa. Ha cToae oH mo-pa3HoMy KOMIIO-
HOBaA (PUTYPKH, N300pazkarolye TaHIIOBIITUI]
U TAHIIOBIIMKOB, U 3aITUChIBaA Hauboaee
yaadHbele Bapualu. Bo MHOroM 6aaromapst
3THUM JOMAITHUM 3arO0TOBKaM, CBOU 0aAeThl
Ileruna craBUA B PEKOPAHO KOPOTKHE CPOKHU —
3a I[IOATOpa-ABa Mecdla.

YouBuUTEABHO, YTO, H0oA€E ITOAYBEKA IIPO-
paboraB B Poccuu 1 HCTOBO AIOOS HaTy
CTpaHy, TOBOPUTD [I0-PYCCKU OaseTMeN-
CTep TaK U He Hay4duacd. Bripoyewm, Tpynmnsl
CagkTr-IleTepOyprcKux UMIIEPaTOPCKUX
TeaTpPoOB [IOHUMAaAHU €T0 C IIoAycAOBa. M ToAb-
KO MAa[IINe BOCIIUTAaHHHUIIbI TeaTpasbHOM
IITKOABI, KOTOPBIX BBOAUAH B CIIEKTAKAHN
Ha JeTCKHe ITapTHH, HHOI/a TapalllAn
raasa, CABIIIA OT XOopeorpada moxesaHue:
«Bynp MHAEHBKA, Ha IMIOOAUK» (TO eCcTb uMeH
00'bEKTOM BHUMAaHUS [Iy0AUKY).

B TeaTpaAbHOM IIKOAE YYUAUCH U AETHU
camoro baaerMmeticrepa. 2Kenar Ilerumna
ObIA nBaxk bl IlepBoii ero cynpyroi 6niaa
TasaHTAUBadg OaseprHa Mapug CypoBriu-
KoBa. Xopeorpad XBaCTAUBO OIIHUCHIBAA
eé Kak «rpallHo3HeHIyIo 0coly, KOTOPYIO
CPaBHUTH MOXKHO ObIAO C caMoii BeHepoii.
IleTuna caeaaa MHOroe nag €€ nmpoaBU-
JKEHHS Ha clieHe. A BOoT ceMeliHoe 6aaro-
IIOAYYHE y CYIIPYTOB HE CAOKHAOCE. Yepes
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OATHAOIATD AET [IOCAE 3aKAIOYEHHs Opaka
OHU Pa3bEXAAUCH, A €IIE CIIyCTHd HECKOABKO
AeT CypoBILIMKOBa ymMepaa. S6-aeTHU 6a-
AeTMeNcTep KeHUAcd Ha 19-aeTHel nodepu
3HaMEHUTOro apTucra AeoHuaa AeoHUI0-
Ba, At000BU. U, 110 ero mpu3HaHUIO, BIIEP-
BbI€ B XKHU3HU y3HAA, YTO 3HAYUT CEMENHOE
cyacThbe. B cBOMX MeéMyapax OH IIHCaA, YTO
JOXKUTB OO0 IIPEKAOHHBIX AET U OCTaBaTh-
cd B npekpacHoii popme ([letuna ymep

B 92 roma, a cBOI mocAeqHU OaAeT rmocTa-
BUA B 86-A€THEM BO3pacTe) CMOT UMEHHO
Oaaromapsd cBoel BTopoi cynpyre. Kerarty,
Ay4YIllE CBOM clieKTakAU [leTuna cosgaBaa,
KOTZIa eMy OBIAO y3Ke 3a CEMbIECST.

Y 6aseTmeticTepa ObIAO ABOE AETEH OT Iep-
BOro 6paka, IecTepo — OT BTOPOro, X €ro
IIepBEHEL], KOTOPOro TOXKe 3BaAu Mapuycom —
oT akTpHckl Tepeswl Bypaen. Otiiom Iletuna
ObIA BeCbMa TPEIeTHBIM, U BCEX CBOUX AeTel
JKeAaA BUIETH Ha cieHe. [IpaBaa, 6GoabImx
YCIIEXOB JOCTUIAU TOABKO JBO€ CTapPIINX:
Mapuyc cTaa 3HaMEHUTBHIM ApaMaTHYeCKUM
akTépoM, a o4k CypoBuiuKoBoi Mapu4 — co-
AucTKoM MIMIiepaTopCKUX TeaTpoB.

Koreuno, B pabote [leruna B Poc-
cuu ObIAM He TOABKO panoctH. [lon KoHery
JKU3HU OH HUCIIBITAA HACTOLIIYIO TPABAIO
CO CTOPOHBI CBOEr'0 HaYaAbHUKA — Baaau-
mupa TeagroBckoro. U1 Bcé ke K cTpaHe,
re oH IpopaboTaa OOABIIYIO YacTh cBOoeH
KU3HU, baseTMeHcTep OTHOCHUACH C Tpe-
IIeTOM, J1asKe IIOXOPOHEHHBIM 3KeAaA ObITh
TOABKO Ha POCCHUMCKOH 3eMae. KoHedHO, ero
BoAs Oblaa HcrioaHeHa. [Tpax Mapuyca Ile-
THUIIA IOKOHUTCS Ha THXBHHCKOM Kaaubure
B Caukr-IleTepOypre.

«BcriomrHada cBOK Kapeepy B Poccun,

g MOTY cKasaThb, YTO TO OblAa HANCYACTAH-
BeHIllad ropa Moei XXHU3HHU... [la XpaHUT
Bor Mo10 BTOPYIO POOHHY, KOTOPYIO SI AFOOAIO
BCEM CBOHM CEPALIEM», — IIUCAA B CTAPOCTH
[Tleruna B Memyapax.

-

ANNIVERSARY

He Found
Happiness in Russia

Anna CHEPURNOVA. Photos courtesy of A.A.Bakhrushin Theatre Museum

Tuis SPRING MARKS THE 200TH
ANNIVERSARY OF MARIUS
PETIPA. IN RUSSIA, THIS YEAR
IS OFFICIALLY DECLARED THE
YEAR OF RUSSIAN BALLET,

AND IS DEDICATED TO THE
JUBILEE CHOREOGRAPHER.

IN HIS HONOR, MANY EVENTS
HAPPEN IN THE BALLET WORLD.
FroM MARCH 7 TO JUNE

10, “Two CENTURIES OF
PETIPA” EXHIBITION WORKS AT
A.A.BAKHRUSHIN THEATRE a
MUSEUM. Portrait of Marius Petipa. 1837
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‘ ‘ hen I was seven I
began to study
ballet in my father’s

class, and quite
a few fiddle bows

were broken over my hands to acquaint me
with the secrets of choreography ... I did not
feel the slightest attraction to this branch of
art in my childhood.” Marius Petipa wrote
this, the man who was called a founder of
Russian ballet.

Nevertheless, he went on stage at the
age of nine. A portrait of young Marius in
his outfit from the debut performance is
at the exhibition of Bakhrushin Museum.
In the picture, a handsome fair-haired boy
holds a monkey on his shoulder — this is
how he first appeared on stage.

In France of the nineteenth century,
the service of art was a family thing.
Marius Petipa’s father was the first dancer
and choreographer, and his mother was a
famous tragic actress. All their children
became artists. Marius’ brother Lucien
was the first dancer at Grand Opera, and
after graduation he gave lessons in ballet
and refined manners. He even taught
Napoleon III.
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Marius received his first engagement
at the age of 16. He filled positions of the
first dancer and choreographer in the city
of Nantes. For writing ballets, he was paid
separately and this so flattered his vanity
that he decided to devote his life to this
occupation in future.

Before Petipa came to Russia at 25 years
old, he managed to work not only in
Europe, but also in the United States.
When in Spain, because of some love affair,
the ardent Frenchman even fought a duel,
and because of that later he had to leave
the country.

In St. Petersburg in 1847, Petipa
received an engagement as a dancer.

And he stayed in Russia for 63 years. All
this time he worked for the same place,

St. Petersburg Imperial theatres. First

as a ballet soloist and teacher, then as a
choreographer and chief choreographer.
During his service for Russia, four
emperors were replaced: Nicholas I,
Alexander II, Alexander III and Nicholas II,
and eight directors of the Imperial Theatres.
Petipa was in excellent relations with them
with everyone except Vladimir Telyakovsky,
who was the last one in his life and in
Russian history director of the Imperial
Theatres.

On the job, Petipa was known as a
real tyrant. He did not like altering his
decisions on performances. Never cringed
either before authorities, or primas (rather,
on the contrary, they sought his attention).
Working with Matilda Kshesinskaya, she
did not support her nomination to the very
top of the dance hierarchy.

Under Marius Petipa, there was iron
discipline in theatres. When he entered
the hall, everyone, including ballerinas,
stood up. The rehearsal went on like
clock-work. This was also because
many ensembles were designed by the
choreographer at home. On the table,
he arranged minifigures of dancers in
different ways, and recorded the most
successful variations. Due to this
homework, Petipa staged his ballets in
record time — one and a half to two months.

Children of the ballet master also
udied at the theatre school. Petipa
as married twice. His first wife was a
talented ballerina Maria Surovshchikova.
- The choreographer boastfully described
her as “the most graceful person to
compare with Venus herself.” Petipa did
a lot to promote her on stage. As for the
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family well-being of the couple, it did

not work out. Fifteen years after the
marriage, they parted, and a few years
later Surovshchikova died. The 56-year-
old choreographer married the 19-year-
old daughter of the famous artist Leonid
Leonidov, Lyubov. For the first time in

his life, the great choreographer learned
what it meant to have family happiness.
In his memoirs, he wrote that to live to an
advanced age and stay fit (Petipa died at
92, and his last ballet he produced when
he was 86 years old) he was able because
of his second wife. By the way, his best
performances Petipa created when he was
already over seventy.

The choreographer had two children in
his first marriage, six in the second one,
and his first-born, also called Marius, by
actress Teresa Burden. Petipa was rather
an affectionate father, and wanted to see
all his children on stage. However, much
success was achieved only by two older
ones: Marius became a famous drama
actor, and Surovshchikova’s daughter
Maria — a soloist of the Imperial Theatres.

While working in Russia, Petipa
experienced not only joys. At the end of

his life, he suffered from real harassment
from his boss — Vladimir Telyakovsky. Yet,
the country where he had been working
for most of his life, the choreographer
treated with great admiration, he wanted
to be buried only in Russia. The remains
of Marius Petipa rest on the Tikhvin
cemetery in St. Petersburg.

“Recalling my career in Russia, I can
say that it was the happiest time of my
life ... May God bless my second home I
love with all my heart,” Petipa wrote in his
memoirs in the old age.

Set Design. A.N. Benua. Act II. New York.
“Raymonda”, 1945
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AHHa I'OF/[EEBA

domoepaguu npedocmasieHbl npecc-
cayrkboli Ekamepurbypeckozo meampa
onepbL u banema

B EXATEPUMHBYPI'CKOM
TEATPE OIIEPHI U BAAETA
COCTOSIAACH TIPEMBEPA
«[IAXUTBI» B IIOCTAHOBKE
BsuyecaaBa CAMOIYPOBA.
['EPOU CTAPMHHOTO BAAETA
TEIIEPb IYTEUIECTBYIOT

BO BPEMEHMU.

pacaBulia-IbITaHKA, YTO II0 POK-
JEHUIO U He IIbITaHKa BOBCE,
a 1096 (ppaHIy3CKOro ABOPSI-
UHa (ero IpeaaTeAbCKU YOUAK
BMECTE C XK€HOH B oKpecTHocTax Caparo-
CBI, a J€BOYKY YyJOM CIIaCAH U BOCIIUTAAH
IIbITaHE) KOHEYHO, HUYETo He 3HAeT O CBOEM
IIPOUCXOKEHHUH, HO XPaHUT MEAAABOH
¢ noprperom otua. PpaHIiry3ckuil oduliep,
BAIOOMBIIHNCS B 3TY LBIFAHKY C IIEPBOTO
B3rAga (BIIoAHE B3aUMHO). Llpiranckuii 6a-
POH, TaKke BAIOOAEHHBIH B IOHYIO KPACOTKY
U BO3HEHaBHeBIIUY oduniepa. Ucnanckuit
rybepHaTop, KOIZ1a-To OTAABIINH IPHUKAa3
00 yOuiicTBe omHOrO (ppaHIry3a, a Terepb
MEYTAaIOINUH BbIAATH CBOIO IAEMSIHHUILY
3a gpyroro. McnaHusg HalloOA€OHOBCKHUX Bpe-
MEeH, KAYOOK cTpacTell — 1 Macca BOCXUTH-
TEeABHBIX TAHIIEB Ha 60pyI0 MY3bIKY Jnyapa
JeapneBesa, BOT 4YEM C [IEPBOTO JHSI CBOETO
CyIIeCcTBOBaHUS Obira «[TaxuTan.
Otot 6aaetr B 1846 rony nocrasua B [la-
puxkckoi onepe 2Kozedp Maszuane; yepes
roZ TOABKO 4TO Ilepedpaniuniica B Poccuro
Mapuyc IleTurna BoCIIpou3BeA €I'0 CIIEKTAKAb
B [lerepOypre, caerka OTKOPPEKTUPOBAB
TaHuIel. B 1881 rony, koraa Iletumna 6nIA yke
He XKaXXKAYIIUM IPU3HAHUSI OeOTaHTOM
PYCCKOH CLIEHBI, a TAaBHBIM OaseTMeHCcTepoM
HMIIEPATOPCKOI'0 TeaTpa, OH CHOBA II0CTa-
BUA dlaxuTy» U y?Ke OCHOBATEABHO U3MEHUA
ee — Oblaa mobaBaeHa My3bIKa AlogBHUTA
MusaKyca, a c He#l U (pUHaAABHOE I'PaH I1a,
IIoCAEIHST KapTHHA, KOIZla BECh CIOXKET yIKe
pacckasaH, ¥ apHCTOKpPaThl BECEAO TAHITYIOT
Ha cBanebe. IMEHHO B 3TOM BH/IE CIIEKTAKAD
cobupaa HEHM3MEHHbIe aHIIIAATH, [IOAB30BaA-
cg AIO0OBBIO OaAepHH (B ToM yucae MaTuab-
bl KimecHCKOM) U ObIA UCKAIOYEH U3 penep-
Tyapa MapuuHckoro Tearpa B 1917 roxay.

CoBeTcKkHe PYKOBOAHUTEAH PEIIIHAH, UTO,
BO-IIEPBBIX, CLIeHa BOOOIIe OOABIIIE HYKIa-
€TCsl B COBPEMEHHBIX HCTOPUSX (CKOABKO
MOZKHO pacCKasblBaTh IOBECTH U3 XKHU3HU
rpadbeBl), a 3ToT 6aseT U COBCceM He Hy-
3KeH (BAIOOAeHHAS IIbITaHKA OTKA3bIBaeT-
cs BBIMTH 3aMyK 3a apHUCTOKpaTa TOABKO
IIOTOMY, YTO CUMTAET HEBO3MOXKHBIM Ta-

KO€ KAaCCOBOE HEPaBEHCTBO B Opake — 4To
3a BoaMyTureabHasa uned!). U baaet mpo-
IaA U3 pernepTyapa Ha JOATHE-IOATHE TOAbI.
o sroxu BUAEO CaMbIM BEPHBIM CPEACTBOM
rnepegadyy 0aAeTHOI'O TeKCTa ObIA IIYTH «M3 HOT
B HOT'ID, OT IIpexX e TaHIleBaBIIINX IIeJaro-
T'OB — K HOBBIM 3Be3z1aM. Ho rokoaeHus B Te-
aTpe cMeHsIIoTcs 6b1cTpo; dIlaxuTy» 3a6bIAH.
Aunis mocae Bropol MUPOBOM BOMHEL B T€a-
TPaABHBIX apUIIIaX CHOBA CTAAO IIOIBAATHCH
UM [IPEKPACHOM IIbITAHKH — HO IIO[ Ha-
3paHHeM «[laxuTa» 111Aa AUIIL OJHOAKTOBKA,
COCTOMIIIasI U3 TOTO CAMOI'0 H€CCIOKETHOTO
dprHaspHOrO rpaH na. B 2000 rony HakoHelt
IIOSBUACS U IIOAHBIH ClIEKTaKAb: B [laprx-
ckoi onepe ITbep AaKOTT, 3HAMEHUTBIN UCTO-
PHUYECKHUMHU CTHAU3AIIUSIMH, BBIIIYCTHA CBOIO
Bepcuio 6aseta. 3areM B 2014 rony B BaBap-
CKOH oliepe CBOH BapHaHT PEKOHCTPYKIINU
CTapHHHOTO CIIEKTAKAS IIPEAOKUA AAeKCeN
Parmanckuii; B mapte 2017 roga B Mapumns-
CKOM TeaTpe CTapyio UCTOPHIO paccKas3aa
3aHoBO Opui#t CMeKar0oB, OCHOBATEABHO HU3-
MEHUB CIOXKET U IIOCTaBUB CBOU TaHIIBLL. Bce
IIOCTAHOBKH HMEAHN CBOH JOCTOMHCTBA, U UX
00'beUHSIA OOUH IIOAXOM K IEAY: OHU OBbIAU

0 IIpoIIAOM GaaseTa, 0 ero bosee HAU MeHee
TOYHOM BOCKPEIIEHHH.

B ExkarepuHOypre, rzie peneHo 0bIAO BbI-
IIyCTUTH CIIEKTaKAb HakaHyHe 200-aeTHETO
00naeq Mapuyca IleTumna, mocTaHOBKY OOAXKEH
061 neaats Ceprett Buxapes — xopeorpad,
ITPOCAABUBIIHHCS PEKOHCTPYKIIUIMU 0aA€TOB
Mapuyca [leruna B MapuuzckoM Tearpe («Cris-
Ias KpacaBullay, «basnepkar, «IpobyxkaeHue
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daoprer). Y oH BMecTe ¢ auTepaTopoM [TaBaoMm
l'epiieH30HOM IIPHUAYMAaA COBEPIIEHHO OPUTH-
HaABHBIN X0/: repor JlaXuThl», B IEPBOM aKTe
KUBYIIHE B T€X CaMbIX OKpecTHocTax Capa-
TOCBI ¥ B T€ CaMble HAIIOACOHOBCKHE BPEMEHA,
B laABHEHIIIEM IIyTENIECTBYIOT U3 BEKA B BEK.
Bo BTOpOM akTe OHU CTaHOBATCH IIEPCOHAXKA-
MH HEMOT'O KMHO; B TPETHEM — aKTEpPaMHU CO-
BpeMeHHoro 6aaeTHOro Tearpa. A puHAABHOE
TpaH I1a AUIIEHO BCIKUX BPEMEHHBIX IIPUMET —
4YHUCTHIA TaHeI] Ha YUCTOH ClieHe, 100 IIpHHAI-
AEXKUT BEYHOCTH. Tak ObIAO IPHUAYMAHO — TaK
u OBIAO CIEAQHO, HO, VBB, y3Ke He BuxapeBbIM.
Bckope nocae Havana perneTHINY 55-AeTHUH
xopeorpad HEOXKHUIAHHO YMEP — U XYAPYK
ypaabckoro 6asera BauecaaB Camonypos
PELINA caM A0AeAaTh IIOCTAHOBKY, IIpeXK e MO-
PYYEHHYIO KOAAETE.

U cnekTakab cTas OJHUM U3 TAABHBIX
coObITHI GaaeTHOrO ce30Ha B Poccuu. U on-
HUM U3 F'AaBHBIX COOBITHH My3bIKaABHOI'O
Ce30Ha — [IOTOMY 4YTO0 KoMIto3uTop IOpuit
KpacaBuH, KOTOpPOro IPUTAACHAU IAS CO3-
[aHWsg HOBOM NTapTHUTYPhI HA OCHOBE MY3bI-
kU Onyapa JeapneBesa u ArogBura MUHKY-
ca, BAOKHA B CBOIO pabOTy Maccy UpPOHHUHU
10 OTHOLIEHUIO K CTAPUHHBIM 0aAeTHBIM
TAYIIOCTSM KM MacCy HEXKHOCTH II0 OTHOLIIE-
HHUIO K HUM Xe. A OPKEeCTD, BeAOMBbIN Peno-
poM AenHEBBIM, C a3apTOM BKAIOUHACS B 3TY
UTPY — «MBI IIyTENIECTBYEM CKBO3b BPEMSI.

[lepBasi ocTaHOBKA — BEK JAEBATHA/I-
HaThIf. 31eCh — TIIATeAbHAS BBIIIIMBKA
1o kaHBe [leTuna, Bo3poxXaeHHUE CTapUH-
HOTO s13bIKa 0aAeTHBIX XKecToB. B Havaae
XX BeKa ¢ HUIMH O4Y€Hb O0POANCH HOBATOPEI
B 6aaeTte, 063bIBad «I3LIKOM TAYXOHEMBIX» —
MOA, BCE JIOAXKEH BBbIpazKaTbhb TOABKO TaHELT;
ceifyac BCe 3TH KECTHI BBITASIAT HEBEPOSIT-
HO TporareabHo. (l'eHepaa, 6paT IOKOHHOTO
dpanIly3a, Ha OTKPBITHH ITaMSITHHKA I10-
rubIremMy IPOBOAUT ABYMS PYKaMH «CA€IbI
CA€3» II0 AUIY U PE3KO Pa3BOAUT PYKH — «HE
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Hago OOABIIIE TTAAKATHY). 3/IeCh — TEPBLIH
BBIXOZ [laxuThl (IpeMbepa gocTasack Muku
HucuryTtu, BTOopoii ClieKTaKAb TaHIleBaAa
Exarepuna Camnorosa), ee KpacuBeHiaga Ba-
pranug u Oy¥HbIe IPU3HAHUS [IBITaHCKOI'0
b6apona Muuro (B nepsrlil Beuep ['aeb Carees,
3aTeM Makcum KaekoBkuH). U 31eck — aereH-
[apHOe, OIIMCaHHOe B MeMyapax 6aaeToma-
HOB IIa /Ie MAHTO, MacCOBbI¥ TaHel] IIbITaH
C IIAaIllaMH, B KOTOPBIX BEYHO CTPAHCTBYIO-
miee cBOOOHOE ITAeMS BefeT cebd ¢ ropze-
AUBOCTBIO HCTHHHBIX apUCTOKPATOB (B 9TOT
MOMEHT Cpa3y BCIIOMHUHAEIIb, YTO CIIEKTAKAb
CTaBHAHU [IBa IUTOMIIA CAaBSIIeHCs cBoeH
CAEP>KAaHHOCTBIO IIeTepOyPrcKOi MIKOABIL,
Cepreit Buxapes u Bayecaas CaMmonypos:
B MockBe 6aAeTHBIM IIbINraHaM OOBIYHO IIPH-
AT OOABIIYIO AUXOCTD U OOABIIVIO Pa3BI3-
HOCTB B ABUXKEHUAX). «KapTHHKY» ClIeKTa-
KAS (KOTOPYIO COTBOPHAHU XYIOXKHUK AABOHA
[TnkasoBa ¥ Xy[I0KHHUK I10 KocTioMaM Eaena
3aiinieBa) MOKHO OBIAO OBI CY€CTb ITIOAHOCTBIO
HCTOPUYECKON — eCAH OBl 3aJHUK OBbIA SP-
KO-Pa3HOIBETHBIM, KaK ObIAO IIPUHATO ABA
Beka Hazaz. OH ke 0003Ha4YaeT CTaApUHHYIO
rpaBlopy; UCTOpHUYECKas JUCTAHIINUS MEXIY
neTepbyprckoii mpembepoii 1847 roma u npe-
Mbepoii roga 2018 obo3HayeHa aKKypaTHO,
HO TakK, 4YTO HE 3aMETHUTh €€ HEBO3MOZKHO.
BTopoit akT HaYMHAaEeTCcd C TOro, 4TO
Ha CLIEHY BBIXOIUT «Tallep» B JAMHHOM (ppake
U CaUTCs K CTOSIIEMY B AEBOM yTAY pop-
TennaHo. HukKakoro 1iseTa B AeKOpallugx
U KOCTIOMAaX — TOABKO YepHBIH, OeAbIH, cepbIi
nBeTa. JpKUM, HO 4yTh MUTAIOIIUN CBET
cTaporo rpoekropa. Ml B HEMOM (K 4e€pHO-
6eaom) kuHO. KomHarta B nomuke, rae [laxura
[OAYKHA BCTPETUTHCS C BAIOOACHHBIM AIOChe-
HOM (POAB KOTOPOT'O Ha IIPEMBEPE TIOAYIHA
Anexceit CeanBepCTOB, BO BTOPOM Bedep TaH-
eBaa Aaekcauap Mepkyles) — B 3TOM J0-
MUKe (ppaHIly3a JOAKHBI yOUTH BITAHCKUH
O6apoH c npuareaamu-bagauraMu. O maaHax
3A07IeU OAPOOHO PaCCKa3bIBAIOT KECTAMU:
CHa4aAa YCBIITUTH C [IOMOIIILI0 BAUTOH B Oy-
TBIAKY OTPAaBBl, 3aTEM IIEPEPE3ATH F'OPAO.
ByTBhIAKY BO3AIOOAEHHOMY [OAKHA ITOAATH
ITaxuTa — HO, pa3dyMeeTcd, OHA IIPEeAyHIPEIUT
repos, ¥ TOT B Hy>KHBI¥ MOMEHT IIOMEHIET
CBoi#1 Ookaa Ha 6okaa MHUTO. ATOOOBHUK OYy-
[eT CIlaceH, 3A0/esI 110 OLITHOKe YOBIOT ero 3Ke
copaTHHUKHU. Y [leTuna B 9TOT MOMEHT ObIAU
IIOCTaBAEHBI TAHIIBI AT TAABHOM I'€pOUHHU:!
OHa JI0AKHA OblAa OTBAEKATH BHUMAaHUE
Wnnro, noka AIOChkeH nepenBuras 60KaAbl.
B exaTepuHOypPrcKoM CIIEKTaKA€ B 3TOM Ma-
A€HBKOM [IBaAllaTUMHUHYTHOM aKT€ TaHIEB
HeT BOOOIIE — AHIIB SPOCTHAS IIAHTOMHUMA,

roMepHYeCcKH CMeIllHad akTepcKas urpa. Bee
IIAACTHYECKHeE PEIIAUKHU I'€POeB [IOCTABAEHBI
U HCIIOAHEHBI C TAKOH 3KCIIpeccreit, Oy -
TO MBI CMOTPHM OIWH U3 PAHHUX (PUABMOB
&dpuna Aanra, a To 1 BoBce «KabuHeT T0K-
Topa Kaaurapu». Kak 3A0Bellle yXMBIASIETCSI
yOuiilia; Kak pBeTcs B IpaKy O0AaroponHbIi
repoii; Kak reporHs OTYASTHHO CTapaeTcs
CBIT'PaTh POKOBYIO OOOABCTUTEABHUILY, YTOOBI
OTBA€YBb BHUMaHUe 3a07ed. B My3bIke ripu
3TOM — HarHeTaHUe ApaMaTUIeCKOI'O0 BOAHe-
HHS U ONHOBPEMEHHO BHYTPEHHUI XOXOT Ha[
3THMHU IIpHUKAIoUeHuaMH. OddekT — panTa-
CTHUYECKHH, 3aA XOX0UYeT He IlepecTaBasl.

B TpetbeMm akTe MBI y2ke B XXI Beke U —
B akTepcKkoM Oydere. 3aKyAucbe 6aAreTHOrO
Tearpa — OycpeTuniia 3a CTOHKOM, KOeHHbIH
aBTOMAT, OOABIIIOH TEAEBHU30D, IIe UAET TPAHC-
ASIITVS] XOKKEHHOro MaT4a (3a XOI0M HUTI'PhI
BHHMATEABHO CAE€IAT HECKOABKO TAHIIOBIIIH-
KOB, TOABKO YTO IIPUIIEAITHX C PEIIeTHUIIHH).
3a CTOAVMKOM OUPEKTOP TearTpa OTYUTHIBAET
Y IOBOIHUT [I0 CA€3 IIOHYPYIO AEBYIIKY, BCE
BpeMs I[IoKas3bIBasd Ha 9achl — BUAUMO, Oemona-
ra Bce BpeMs orasabsiBaet. B O6ydet npuberaer
AIocheH (B 3TOM BeKe OH DaAETHBIH ITpeMbED)
U paccKasblBaeT, KaK ero 4yTh He 3ape3asl
u Kax [Taxura ero cracaa. B 6ydet 3axonut

CIIOHCOP TeaTpa CO CBOEH MAEMSIHHUIIEH, CO-
AUCTKOM 3TOrO Ke TeaTpa (IBa BeKa Ha3al OH
OBbIA KOBApHBIM UCITAHCKUM I'yOepHATOPOM).
TpaHcagig MaTya IIpepBaHa BBIITYCKOM HOBO-
CTel — UJIET pPernopTaxK 00 OTKPBITUN HaMSATHU-
Ka Korja-To yontomy ppanirysy. [loka3piBaroT
ero cpororpaduio; [laxura y3aHaeT AUIIO, KOTO-
poe ObIAO y Hee B MeJaAbOHE — ¥ BCLIOMUHAET,
4TO MMEHHO HBIHEIITHETO CIIOHCOPAa TeaTpa OHa
BUIeAA HA MecTe yOuMcTBa, OyIydu MaA€Hb-
KOM IeBOYKOM. 3A0/1esI TYT K€ apeCTOBLIBAIOT —
HY U BC€, U IPUXOIUT Yepe OAUCTATEABHOTO
rpaH IIa, e B CTAPUHHBIX BapHaludgx TeaTp
IPEIBIBASIET AYYIIINX CBOUX OaAEPUH.

CreHa 1mycTa, pacuuIlieHa A BUPTY-
O3HBIX COAO, KOTOPBIM IIOATOPEI COTHHU AET —
U KOTOPbIE UCIIOAHEHBI €KATEPUHOY PrCKUMHU
COAMCTKAaMHU C JOAKHBIM IIOYTEHHUEM K U30-
OpeTaTeAbHOMY TEKCTY U C TEM 3aXBaThIBa-
IOIIIHUM BECEABEM, UTO MOXKET OBITH TOABKO
Y apTHCTOK, BOCIIPHHUMAIOIIIUX CBOIO paboTy
HE KaK 3K3aM€H, a KaK IpukraAwdeHue. 1 re-
aTp, MyCTUBIINNCA B IIPUKAIOYEHUE 10, Ha-
3BaHueM dlaxuTa» U BbIAEPKABIIUY TOYHBIHN
0aAaHC MeX/1y UTPOBBIMHU U TaHIIEBAABHBIMU
CLiIeHaMH, MEXXAy PEKOHCTPYKIIHEN 1 HOBA-
TOPCTBOM, MEXKAY HACMEIIIKOH 1 AI0OO0OBBIO
IIOAYYaEeT 3aCAYKEHHYIO CBOIO OBAILHIO.
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Anna GORDEYEVA
Photos courtesy of the press-service of
Yekaterinburg Opera and Ballet Theatre

A PREMIERE OF

“PaQuiTA” IN VIACHESLAV
SAMODUROV’S PRODUCTION
WAS PRESENTED AT THE
YEKATERINBURG OPERA
AND BALLET THEATRE.
CHARACTERS FROM AN
ANCIENT BALLET NOW
TRAVEL IN TIME.

beautiful young Gypsy woman,
who happens to not be a Gypsy
by birth at all, but, rather, the
daughter of a murdered French
nobleman that was miraculously rescued
by the Gypsies (a medallion was the only
thing that was left to her from her father).
A French officer, who fell in love with that
Gypsy woman at first sight (quite requited,
too). A Gypsy baron, who is also in love
with the young beauty and who grew to
hate the officer. A Spanish governor, who
once gave the order to kill one Frenchman
and is now dreaming of marrying his niece
to another. Spain of the times of Napoleon,
a tangle of passions — and dozens of dances
to Edouard Deldevez’s sprightly music, that
was what “Paquita” was all about from the
day of its inception.

This ballet was staged in 1846 at the
Paris Opera by Joseph Mazilier; a year
later, Marius Petipa, who had just moved
to Russia, reproduced the production in St.
Petersburg after adding slight improvements
to the dances. In 1881, when Petipa was
already chief choreographer at the Imperial
Theatre, he staged “Paquita” once again
and already made fundamental changes
to it — added the music of Ludwig Minkus
and with it the final grand pas, the final
act, when the entire story has already been
told and the aristocrats are happily dancing
at the wedding. It is in that form that the
production would invariably sell out, be
popular with the ballerinas (including
Matilda Kshesinskaya), and be taken out of
the Mariinsky Theatre repertoire in 1917.

Soviet leadership decided that stage
no longer had the need for contemporary

stories to begin with, and this particular
ballet was completely unnecessary (a
Gypsy woman in love refuses to marry

an aristocrat because she believes the
disparity in marriage to be inconceivable —
what an outrageous idea!). And the

ballet was pulled from the repertoire.
Prior to the video age, the surest way of
relaying ballet text was the “legs to legs”
method, from the instructors who used to
perform it to the new stars. But in theatre
generations change quickly; “Paquita” was
forgotten. And only after World War II did
the name of the beautiful Gypsy girl begin
to reappear, but it was only the plotless
final grand pas that was performed under
the name of “Paquita.” Finally, in 2000,
the complete production reappeared as
well: Pierre Lacotte released his version

of the ballet at the Paris Opera. Then,

in 2014, Alexei Ratmansky offered his
adaptation at the Bavarian Opera; in
March of 2017, Yuri Smekalov retold

the old story at the Mariinsky Theatre
with fundamental plot changes. All

the productions were about the ballet’s
past, about its more or less precise
resurrection.

Nel 2018 MUT-MH®O
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In Yekaterinburg, where the production
was released on the eve of Marius Petipa’s
200th birthday, it was supposed to have
been staged by Sergei Vikharev, famous for
his reconstructions of Marius Petipa’s ballets
at the Mariinsky Theatre (“The Sleeping
Beauty”, “La Bayadére”, “Le Réveil de Flore”).
Together with writer Pavel Gershenzon, he
came up with a perfectly original move: the
characters of “Paquita”, who, in the first act,
live in the same suburbs of Zaragoza during
the same times of Napoleon, later on begin to
travel from century to century. In the second
act they become characters in a silent film;
in the third — actors of a contemporary
ballet. The final grand pas is devoid of any
temporal signs — a pure dance on a clear
stage, for it belongs to eternity. So it was
envisioned and so it was done, but, alas, no
longer by Vikharev himself. The 55-year-
old choreographer died suddenly soon after
the start of the rehearsals, and Viacheslav
Samodurov, artistic director of the Ural
ballet , decided to finish by himself the
production that had been previously
entrusted to his colleague.

And the production became one of the
ballet season’s main events in Russia.
While one of the main events of the musical
season was composer Yuri Krasavin, who
was invited to create a new score on the
basis of the music of Edouard Deldevez
and Ludwig Minkus, and who imbued his
work with a great deal of irony with regard
to ballet inanities of old and a great deal
of tenderness with regard to the same.

And the orchestra, led by Fedor Ledneyv,
enthusiastically joined the game of “we are
travelling through time.”

The first stop is the nineteenth century.
Here we see thorough embroidering along
Petipa’s canvas, the restoration of the
ancient language of ballet gestures. In the

MUT-MUH®O Nol 2018
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early 20th century, ballet innovators were
fighting adamantly against them, calling
them “the language of the deaf-mutes”,
saying that dance alone was meant to
express everything; and now these gestures
seem incredibly touching. Here is Paquita’s
first entrance (the premiere was given to
Miki Nisiguti, the second performance
was done by Ekaterina Sapogova),
her exceptionally beautiful variation
and impetuous confessions from the Gypsy
baron Inigo (Gleb Sageev, then Maxim
Klekovkin). And here is the legendary pas de
manteaux, described in ballet fans’ memoirs,
a large-scale dance of Gypsies with capes,
which the free nomadic tribe dons with the
haughtiness of true aristocrats.

The second act begins with a pianist in
a long tail coat who sits down at the piano
that stands in the left corner. There is no
color in the set design and the costumes —
only black, white and gray colors. A
bright but slightly flickering light of an
old projector. We are in a silent (and black
and white) movie. A room in a house where
Paquita is supposed to meet with her
beloved Lucien (Alexey Seliverstov, then
Alexander Merkushev) — the Gypsy baron
with his bandit friends are supposed to
kill the Frenchman inside this house.
The villains give a detailed account of their
plans using gestures: first they would put
him to sleep with the help of the poison
poured into a bottle, then they would cut
his throat. Paquita is supposed to give
the bottle to her beloved, but she will, of
course, warn the hero. The lover will be
saved, the villain will be killed by mistake
by his very own associates. Petipa at that
point had dances staged for the female
lead: she was supposed to distract Inigo,
while Lucien moved the goblets around. In
the Yekaterinburg production, this short,

|

by Elena Lekhova

twenty-minute act has no dancing at
all — only vehement pantomime, hilarious
acting. All of the characters’ physical
responses are staged and performed
with so much expression that we feel as
though we were watching one of Fritz
Lang’s earlier films, or maybe even “The
Cabinet of Dr. Caligari.” The music at the
same time is a combination of escalating
dramatic agitation and internal laughter
at these adventures. The resulting effect is
fantastic — the audience cackles non-stop.
In the third act, we are already in the
21st century and at the actors’ cafeteria.
The behind the scenes of ballet theatre — a
cafeteria lady standing behind the counter,
the smell of coffee, a large television set
broadcasting a hockey match. Theatre
director sits at the table and lectures and
drives to tears a dejected young woman,
constantly pointing at his watch — the
poor wretch is probably always late.
Lucien rushes into the cafeteria (in this
century, he’s a principal dancer) and
talks about how he was nearly stabbed
to death and how Paquita saved him. A
theatre sponsor walks into the cafeteria
with his niece, who is a ballerina at

this very theatre (two centuries ago this
man was the conniving Spanish governor).
The match broadcast is interrupted by a
newscast — a report about the unveiling
of a statue in honor of a Frenchman
murdered some time ago. His picture is
shown; Paquita recognizes the face from
the medallion and remembers that she saw
this current theatre sponsor at the site
of the murder when she was a little girl.
The villain is immediately arrested — and
that’s it, then comes the turn of the brilliant
grand pas, where the theatre presents its
best ballerinas in ancient variations.

The stage is empty, cleared out for
the masterful solo performances that
are a century and a half old and that are
performed by Yekaterinburg ballerinas with
due respect for the innovative text and with
that captivating exhilaration that can only
be inherent in artists who see their work
as an adventure rather than an exam. And
the theatre that set out on an adventure
titled “Paquita” and managed to maintain
a precise balance between the acting and
the dancing scenes, between reconstruction
and innovation, between mockery and love,
receives its well-deserved ovation.
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MOHOAPAMA

AuTOBCKHE
neTu Cudbupu

Anmonuna MHUXAABILIOBA
domozpagpuu uz ruurozo apxusea bupyme MAP

CPEIU CIIEKTAKAEMN, MTOCBSIIIEHHBIX OCMBICAEHUIO
TTOCTPEBOAIOLIMOHHOT'O CTOAETUS, OCOBOE

MECTO 3AHUMAET MOHOCIIEKTAKABb-UCIIOBE/Ib

«/[IETHU AbIIA» AUTOBCKOM AKTPUCHI, PEXXKHCCEPA,
MY3bIKAHTA U MTUCATEABHULIBI BrPyThl MAP (BUPYTE
MAPLHEHKEBUYYTE). OHA MTOCBATUAA EI'O TTAMSTU
CBOUX POIOUTEAEMN.

€THU AbJJa» — MOAUTBA aKTPHU-

CBI O ThICSYaX IIOTHOMINX
(( ¥ HEMHOTHX BBIKUBIITUX

AWTOBIIEB B A€ISTHOM CCBHIAKE
Ha Oepery mopsa AanteBbIX. Cpenu criac-
muxcd ObIAM U €€ POAUTEAH, ITOIIaBIIIHe
Ha CeBep MaA€HBKUMHU AeTbMHU. OHU BBI-
JKUAHU B TOM AIOTOM, 0€33KH3HEHHOM IIPO-
CTPaAHCTBE TOABKO Oaarogapss caMooTBep-
JKEHHOM AIOOBU U 3a00Te CBOUX POAUTEAEH
U UX PYCCKUX TOBapHIleH 110 HECUACTEIO.
«Bparam Hapoma» 66IA0 UYeThIpe (Mame)
U IIECTH (IIaIle) A€T, KOI/Ja OHU OKa3aAHUCH
B cChlaKe. BepHyauCh B AUTBY y2Ke B3pOC-
ABIMU AIOIBMH U OXKEHUAHNCH, IPOKHUAU
B 6paxke 6oaee S0 aeT. Korna Ha cepebpsaHoii
cBaabbe y HUX CIIpocHAHU: «HTO ceaano Bac
TaKHMHU KPaCUBBIMHU AIOABMU?», IOpaTe
ckaszaaa: «Cubups! Mb1 netu Cubupmr. Ita
AyllleBHasd KpacoTa FeHeTHYEeCKHU Ilepeaa-
Aack U bupyre.

S HoaOps 2016 roxa ymepaa lOpare,
MaMbl akTpucel. Ho oHa ycnieaa crtaThb
II€PBBIM, CAMBIM B3bICKATEABHBIM 3PU-
TEAEeM OTOT'0 CIIEKTAKAS U OAATOCAOBUTH
ero. «/leTu Apga» — IOKyMEHTAABHBIN pac-
ckas3-ucnoBenb. TiaTeAbHO IOA00PaHHEBIE
penMeThl clieHorpaduy, peKBU3UTA,
BUIEOPLAA U PaJHOXPOHHUKA CO31al0T
Tparudeckyro arMocdepy, KoTopasd II0MO-
raeT akKTpHCE d3MOIIMOHAABHO TOYHO IIEpe-
JaBaTh ApaMaTHYEeCKYI0 COCTABASIONIYIO
nedictBa. «J1 mpooyMbIBasa 3TO IIpeacTaB-
A€HHE NOATOE BpeMs, MeJAeHHO cobupasd
nH@OPMAIIHIO O XXKHU3HHU ponuTeaeii,— ro-
Boput Bupyre Map.— OHU pocAau B BEYHOU
Mep3soTe Cubupu. Hukorga He roBopUAHR
o cBoeM getcTBe. Kak OynTo 60sAUCH TPO-
HYTb 4TO-TO HelloMepHO 6oarHOe. Ho, Kak
TOBOPUTCH, TOABKO paccKasaB TIXEAYIO
HCTOPHUIO, THI IIEPEXKUBEIIL €€ CHOBA, a 3a-
TeM HacTynut obaerdenue. Ecau mMbI pac-
CKaXXe€M HOBOMY ITOKOAE€HHUIO O IIEPEXKUTOM,
HaM HpHaeTCcd 00BICHUTD, OTKyda B Ha-
IIUX I'eHaX [MOIBUACS 3TOT HEOCO3HAHHBIN
CTpax U HHU3Kasa caMoolleHKa. Ham Bcem
IpHuAeTCd BHOBb CTATh OYEBUAIIAMHU CO-
OBITHY IIPOIIAOTI0, KOTOPhIE HE JOBEAOCH
HUCIIBITATh MOAOJOMY ITIOKOA€HUIO. MBI
JOAKHBI II0Ka3aTh UM YPOK BbIXKUBaHU4,
COXPaHEHUS YEeAOBEUYECKOI'0 B YEAOBEKE.
HcTopua MOUX POAUTEAEH IIOMOTAET I10-
HATh UX AydYllle, IOCOYYBCTBOBATh UM H,
BO3MOXKHO, O0AETrYUTE UX OpeMs. YIuBAsSIeT
TO, 4TO U B AUTBE CAOBHO OOSITCS I'OBOPUTH
Ha 3Ty TeMy, 4YT00bI KOr'o-TO He oOHIeTk,
He PaHHUTh, HE PAa303AUTH. ITO rAyOOKUe
rnoxnco3HaTeAbHBIE Bemu. Korma o6 aToM

TOBOPHIIB IIPUMUTHUBHO, AETKO BBI3BATh
ckaHgaa. Ho xynoxkecTBeHHBIH S3bIK Ooaee
TOHKUH, Ooaee rayboKU 1 nMeeT 6oaee
CHABHOE BO3eHCTBHE).

OcHOBa CHIEKTaKAS — JOKYMEHTEI, J10-
KYMEHTBI H... BOCIIPUITHE «A€ISTHOM»
JKU3HU MaAeHbKoOM neBouykoid FOpare,
KoTopas, Kak U ObIBaeT y geTeli, BO BceM
HaXOOUT PasioCThb KU3HU. BaauT cHer, 3A0
3aBBIBaET BETEP, METET BBIOTA, a AeBOYKA,
TO B IIPOCTOM AETKOM IIAQTBUIIE U TY(eAb-
KaxX, TO B OOABIIINX BaA€HKAaX U TeAOrpelkKe,
epeTsaHyTass MaMHUHBIM [IAQTKOM, PaLyeT-
CsI U CHETY, CEBEPHOMY CHUSHHUIO, U BBIOTE.
9To ee Apy3bsa. OHa yMeeT C HUMH pasro-
BapuBatTb. OHU CKPBIBAIOT €€ OT 3ABIX IAas,
Korza e¥ HaJio YKpacThb OJOCKY, 4YTOObI pac-
TOIHUTD [1€Yb U COI'PETh MaMy (3a 3TO AeBOY-
Ky CYLST — U OIIPaBABIBAIOT 34 UCKPEHHEee
npusHaHue). Irpa c BbIOroM yBAEKaeT €€,
OHAa TepdeTcs B 3TOH CHEXKHOU OeCKoHed-
Hoit Oean3He. U ToABKO 6aaromaps SKyTy,
KOTOPBIH CAY4YaHHO YBHEA €€ U IIPHUBe3
POAUTEASIM Ha CBOEH yIpsKKe, OHA OCTa-
Aach XKUBa... KaxkeTcs, Bbiora IpoHHU3bIBaEeT
U Hac, CUOAINUX B 3aae. U gyem Goarine pa-
[OCTH B 3TOH OEeBUYYIIKE: TO KyCOUKY xXAe0a,
TO ofHOU KapTodearHe U OyMaskKHBIM KY-
KoaKaM Ha PoxpnecTBo, TeM rayoke H IIPOH-
3UTEeABHEE CTAHOBUTCH NEHCTBO CIIEKTAKAS.
[leBouka pagyeTcsl, faxKe KOTa paccKasbl-
BaeT, KaK U3JIeBaACd Ha HUMHU YIUTEAb...
YHUKaA, 3aKpbIBaA B capae ¢ 6€ABIM I'OAOI-
HBIM MEIBEXKOHKOM — U €CAH ObI He O0YKU
C 3aMOPOKEHHOH PbIOOH, KOTOPYI MOKHO
Ob1A0 OpocaThb 3BEPIO, HaKa3aHUEe MOTAO OBI
3aKOHYUTHCS II0-APYrOMY...

Bce peiicTBue mpoucxoqut Ha oHe
CTPAaIIIHOT'0 XOAOJHOT'O BaroHa, Ifie B HEBEPO-
ATHOH TECHOTE €XaA0 MHOXKECTBO COCAAHHBIX
B Cubups auToBIEB. MHOrHe 1orudau B 3ToH
nopore. Ha skpaHe — IIIKOABHOM TOCKE — aK-
TpHCa IIUNIeT OAThl CTPAILIHBIX COOBITHH,
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.. Bupyme Map — 00Ha u3 eedyuiux axmpuc,
pabomaroyux 8 KaHpe MoHOOpaAMbL,
naypeam Ilpemuu um. Banepua XasaHosa,
yupexoerHoll MexoyHapooHbim Popymom
Mmoroopamel. MHT. Pabomy Had ceoum
nepeoim moHocnekmarkaem «Caosa

8 necke» no nvece Eexkema «Cuacmaueste
OHw Bupyme Map HauuHania Kak
peixxuccep, a uepe3 HecKkoslbKo siem
enepeuvle cvlepana e2o Ha MexxdyHapooHoM
ecmuesane moHochekmarxaeil «s»

8 MuHxcke. H npusesna domoil 38arue
aaypeama u barazooapcmeeHHble NUCbMA
mozoauwiHemy xyopyky Aumosckozo
HAYUOHANBLHO20 OpaMAMUUEecKo20 meampa
Pumacy Tymuracy, Komopslii npedsosKun
el opzaruzoeame Ha Manoil cyueHe ceoil
meamp o0Hozo0 akmepa. Bupyme Map
cozdasia oKoso decsimu cneKkmakxaell,
cpedu Komopoulx «At0608HUK» NO POMAHY
Mapeapem /[ropa (ucmopust xxeHuuHbl

om 15 0o 70 nem), <AHmMuz2oHa» (20e oHa
uzpaem u MYyxKcKue, U JKeHcKue poau),
«AHeenwl [locmoeeckozo» (HacmeHbvra

u3 «benwvlx Houell, KHsA3b MblULKUH,
Mampéwa us «becos», I pyweHvKka

u3 «bpamwves Kapamaszossixy, dlarvuur

y Xpucma Ha enker) u Opyaue,

c Komopulmu OHa 06Bbe3dunia mMHozue
cmpaHul.
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BellaeT PUCYHKH aeTel, ObIBIITNX B CCHIAKE,
doTorpaduu ee ceMbU U coceneil nau 6eAoro
AEIISTHOTO IIPOCTPAHCTBA U TPYIIOB IIOTUOIIHX,
KOTOPBIX IasKe ITIOXOPOHUTD ObIAO HEAB3S I10-
4EAOBEYECKHU.

AKTpHCa IpeaeAbHO TOYHA U OPTraHUY-
Ha. Hu B 0fHOM 3IIU30/€ OHA HE CTapaeTcd
BBI3BATh COCTPaZaHUE 3aAa, a 3pUTEAU
HE MOTYT CAepKaThk cae3. bBupyre NoKyMeH-
TaABbHYIO TOYHOCTH COOBITHH IIOKAa3bIBaeT
CKBO3b IIPU3MY AE€TCKOI'O BOCIPUATULI,
OTYEro pOXKJJAETCH €€ CIIOKOMHAad, pajgoCT-
Hasl, HHOTZla JasKe OTCTpaHeHHasd UHTOHA-
g, KoTopas rAyOOKO IIPOHUKAET B AYIIY
3putTeaeii. HecmoTpsa Ha BeCch Tparusm,
BupyTte MmacTepcKHu BIIAETAET B TKaHb
ClOXKeTa UPOHHUIO U IoMop. BoT neBouka
Ha Ipas3gHUKe BIOXHOBEHHO pacCKa3blBaeT
CTHUXOTBOPEHME O CYACTAUBOM HOETCTBE, KO-
TOpBIM 0083aHBI CTaANHY, BOCXBAASET €T0
oo0poaeTeAr, a caMa I[I09echIBaeT T'OAOBY,
AOBHUT U BBIKHUABIBAET BIIEeH... MOXKHO AU
Ha#fTH OoAee BBIPA3UTEABHBIH KeCT, YTO-
OBl IlepeaTh BCIO CTEleHb abcypaa ToH
IIPOTUBOECTECTBEHHON AETCKOM KU3HU,
AWIIEHHON 3A€MEHTAPHBIX YEAOBEYECKUX
ycaoBui!? BoT oHa pa3BopayuBaeT IIHUCh-
MO OT IIamlbl, KOTOPBI¥ CHAUT B TIOPbME
3a HEBBIIIOAHEHHE KaKOI'0-TO HE3YUTCKOr'0O
IIprKa3sa, a TaM oJHa CTPodKa, boabIIe
nucaTth He paspemaau: «2KuB, 30POB,
BOAOCHI 3a4€ChIBaI0 Ha TY XK€ CTOPOHY».
UpoHus, BAOKEeHHAas B 3Ty dpa3sy, obbac-
HAET CMBICA — YEAOBEK HE IIOMEHAA CBOETO
OTHOLIEHUH K TOMY, 3a 4To cuauTt. [lama
TEePOHHHU (OeayIlluka BupyTe), MHTEAAHUTEHT,
V4YHUTeADb, HE II000SIACS IIOCTaBUTh HA Me-
CTO KOMCOpra, KOTOPbIH XaMCKH TpeboBaa
CHSITBH CO CTEH U BBIOPOCHUTH IOPTPETHI
AUTOBCKHUX KAAQCCHKOB. 3a 3T0 BCS €T0
CEMBbSI C MAAOAETHUMH AEeTHMHU OKa3a-
Aach B cchlaKe. Ho U B ccrlAKe, HECMOTPA
Ha HEYEAOBEYECKHUE YCAOBHUS, OH HE TEPHAET
cBoero noctouHcTBa. Korna GbIBaeT oco-
OeHHO TPYOHO, UTPaET Ha aKKOPAEOHE,
IIPUBE3E€HHOM C CO00H, He ITPOLAHHOM,

He OOMEHSIHHOM Ha eny B I'oAox. AKTpHca
pacKpbIBaeT 4€EMOJAH, JOCTAET aKKOPAEOH
UT'PaeT U MOET IIECHIO HAa AUTOBCKOM 43BIKE,
KOTOPYIO KOTZIa-TO II€A €€ OoTell. AUTOBIIHI,
IPUCYTCTBYIOIIYE B 3aA€, HAYUHAIOT THUXO0
oAIeBaTh €u...

CeMbs Ipo0ObIAa B CChIAKE 15 TSKEABIX
A€T, HO HE IIOTePSAAa YEAOBEYHOCTH. XOTH
moTepsgAa OAHY U3 AO4Yepen.

Korna cniektakab noka3zaau B Mockse,
OofHa U3 3pHUTEABHUI] IPU3HAAACH, YTO BbI-
11Aa M3 3aAa APYTHUM YEAOBEKOM.

Photo by D. Matvejev

Siberia’s
Lithuanian
Children

Antonina MIKHALTSOVA
Photos courtesy of Birute MAR

A SPECIAL PLACE AMONG THE PRODUCTIONS DEDICATED
TO THE POST-REVOLUTIONARY CENTURY IS TAKEN UP BY
A ONE-MAN CONFESSION PRODUCTION TITLED “CHILDREN
oF ICE” By LITHUANIAN ACTRESS, DIRECTOR, MUSICIAN,
AND WRITER BIRUTE MAR (BIRUTE MARCINKEVICIUTE).
SHE DEDICATED IT TO THE MEMORY OF HER PARENTS.
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“Children of Ice” is the actress’s
prayer for the thousands Lithuanians
killed and a few of those that survived in
exile on the shore of the Laptev Sea. Her
parents, who came to the North as little
kids, were among the survivors. They
survived in that wasteland only thanks
to the self-sacrificing love and care of
their parents and their Russian fellow
sufferers. The “enemies of the people”
were four (her mother) and six (her
father) years old when they were sent
to exile. They returned to Lithuania as
adults and got married, lived together for
over 50 years.

Jurate, the actress’s mother, died
on November 5, 2016. But she managed
to see the production and give it
her blessing. “Children of Ice” is a
documentary confession story. Carefully
selected items for stage design, props,
video sequence, and radio newsreels create
a tragic atmosphere. “I contemplated
this production for a long time, putting
together information about the lives of
my parents,” says Birute Mar. “They
grew up in Siberia’s permafrost. They
never talked about their childhood. As

MUT-MUH®O Nol 2018

Photo by D. Matvejev

though they were afraid of touching upon
something exceedingly painful. We are

all going to have to once again become
witnesses to the events of the past that
the younger generation didn’t get to
experience. We must show them a lesson in
survival, in maintaining one’s humanity.
My parents’ story helps understand

them better, sympathize with them and,
perhaps, ease their burden. It’s surprising
that even in Lithuania people are afraid to
talk about that subject to avoid offending,
hurting or angering someone. These are
deep, subconscious things. When you talk
about them in primitive terms, it’s easy to
cause an uproar. But artistic language is
more refined, more profound, and has a
stronger impact.”

The basis of the production is
documents, documents and... perception
of the “ice” life from the perspective of a
little girl named Jurate, who manages
to find the joy of life in everything, as
children are often wont to do. It’s snowing
hard, the wind is howling fiercely, and
the little girl, dressed sometimes in
a simple light dress and slippers and
sometimes in big valenki boots and a body
warmer, happily welcomes the snow, the
northern lights and the blizzard. They
are her friends. They conceal her from
angry eyes, when she needs to steal a
plank of wood to fire up the stove and get
her mom warm. She gets engrossed in
playing with the blizzard, becomes lost in
that snowy infinite whiteness. And it is
only thanks to a Yakut, who happened to
notice her and brought her back to her
parents, that she survived... And the more
joy this little girl expresses: for a piece of
bread, for a single potato and paper dolls
for Christmas, the more profound and
more poignant the play’s action becomes.
The little girl rejoices even when she talks
about the way their teacher tormented
them... Humiliated them, locked them
up in a shed with a hungry polar bear
cub — and if it weren’t for barrels of frozen
fish that they could throw to the animal,
the punishment could have ended very
differently...

The entire action takes place against
the background of a terrifying cold
and impossibly overcrowded train car that
carried thousands of exiled Lithuanians to
Siberia. Many died on the way. The actress
writes down on the screen — a blackboard —
the dates of the terrible events, hangs

up the drawings of the kids that were in
exile, photos of her family and neighbors
or the white icy expanse and the bodies of
those that perished and could not even be
properly buried.

Birute displays the documentary
precision of the events through the
prism of a child’s perception, which
helps create her calm, joyful, and at
times even detached tone that penetrates
deep into the audience’s soul. Despite
all the tragedy, Birute masterfully
weaves irony and humor into the fabric
of the narrative. Here, the little girl is
at a holiday celebration where she
passionately reads out loud a poem about
the happy childhood they owe to Stalin
and praises his virtues, while scratching
her head, catching and tossing away
lice... Can there be a more emphatic
gesture to convey the absurdity and the
unnaturalness of such a life!? Here, she
opens a letter from her dad, who’s been
jailed for disobeying some Jesuit order,
and it contains one line only, they didn’t
let him write any more, “I’'m alive and
well, and combing my hair to the same
side.” The man didn’t change his attitude
toward the thing that put him in jail. The
heroine’s father (Birute’s grandfather),
an intellectual, a teacher, wasn’t afraid
to put a Komsomol organizer in his place
when the latter demanded that he throw
away the portraits of Lithuania’s classical
authors. For that, his entire family along
with little children ended up in exile. But
he retains his dignity even in exile. When
things become especially difficult, he plays
the accordion that he never sold, never
exchanged for food in times of famine. The
actress plays the accordion and sings a
song in Lithuanian. Lithuanians in the
audience quietly begin singing along...

Photo by D. Matvejev
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Fact sheet

is one of the leading actresses

working in the monodrama genre, winner

of Valery Khazanov Award, instituted by
International Monodrama Forum of ITL.

Birute Mar began work on her first one-man
production “Words in the Sand”, which was
based on Beckett’s play “Happy Days”,

as a director, and several years after that
failure, the actress performed it for the first
time at the “I” International Theatre Festival
of One-Man Productions in Minsk in 1998.

She brought home to Vilnius not only the
winning title but also thank-you letters for
Rimas Tuminas, then artistic director of the
Lithuanian National Drama Theatre, who then
offered her to present her one-man show on
the theatre’s Small stage. As of today, Birute
Mar staged around ten productions within the
framework of that undertaking, among those
are “LAmant” (“The Lover”), based on the novel
by Prix Goncourt winner Marguerite Duras (a
story of a woman from the age of 15 through
the age of 70), “Antigone” (where she plays
both male and female roles), “Dostoyevsky’s
Angels” (Nastenka from “White Nights”,
Prince Myshkin, Matresha from “Demons”,
Grushenka from “The Karamazov Brothers”,
“The Beggar Boy at Christ’s Christmas

Tree”), and others, with which she toured in
numerous countries.
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IOPYTOM TEATP

TeaTp_
CAYYaHHBIX
ACHC

Kpucmurna MATBUEHKO

B CaAHKT-IIETE
TTOSIBUACST YHV
CIIEKTAKADB «F
KBAPTUPA» B
Boruca I1ABAOB
CO3IAHHBIA DO
«AABMA MATEP»
B [TAPTHEPCTBE
c LIEHTPOM «AHTOH TV
psiioM». OH OBBEAUHY
B3POCABIX U IETEM,
OBbIYHBIX Y1 OCOBBIX,
B UT'PE, 3ATEAHHON
OBAPUYTAMU.
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nexabpe 2017 roxa B ObIBIIIeH KOMMYHAAD-
HOUW KBapTHUpPE, HAXOALIIEHCda BO ABOPE
KAACCHYECKOT'0 IUTEPCKOro aoMa Ha Moii-
K€, pa3BepPHyAaCh HACTOSAIIasd MUCTEPHSI.
[IpodpeccroHaAbHBIE APTUCTHI U AIOIU

C PacCTpPOHCTBOM ayTHCTHUYECKOrO CIIeKTpa
coOpaAHUCh 31eCh, YTOOB! ITepe IpUraa-
IIEHHBIMHU Ha TaWHBIH agpec 3pUTeAIMU
CBITPATh B UI'PY, 3aT€IHHYIO 009pHuyTaMHu

B HadaA€ BEKa U ITOAYYUBIIYIO HEOXKUIAH-
HO€ pa3BUTHE ceroaHs. Pexxrccepcku 3ares
coOpaTh BMeCTe — U B peaAbHOM, O0KHTOM
TIIOKOAEHUSIMU AIO/IEH, MECTE — aKTEPOB

U CTyAEeHTOB LleHTpa «AHTOH TYT PSI0M>,
3aHUMAIOIINMCSI COIIMAaAbHON abuauTalyeit
ArOfie#t ¢ ayTusMoM, obycTpoeHna Boprcom
I[TaBAaOBHYEM.
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Pexuccep ITaBAOBUY — OUH U3 3aCTPEAB-
IIUKOB POCCHUMCKOI'O COLIHAABHOIO TeaTpa.
Bbry4uBININCE IEPBOHAYAABHO Ha TeaTpOBe-
Ja, OH IIEpEHEC CBOM UHTEPEC K IIPaKTUKaM
I'poToBCKOrO, paBHO KaK U K MHOI'OMY TOMY,
4YTO elle HeIaBHO OTHOCHUAOCH K 00AACTH
«IapaTeaTpasbHBIX (POPM», HA CBOM PEKMC-
CEpPCKHUH U eJaroru4ecKui MmetTon. Pyko-
BoACTBO KUpoBCKUM TearpoMm «Ha Criacckoii»
IIOAAPUAO €My CAOXKHBIN OIIBIT OAUHOYHOI'O
naaBanHug; B BT um. ToBcTOHOrOBA, Kyza
ero npuBAeK AHAper Mory4uul, IlaBaoBuY
pa3BeEPHYA Aa0OPATOPHUIO COIIMAABHBIX IIPAK-
THK, UTOI'OM KOTOPOH CTaA CIIEKTAKAB «JI3bIK
IITHUID, yIACTHUK ITPOLIAOTOHEN «30A0TOH
Macku». CAOBOM, CBOM IIYTH 3TOT PEXUCCEP
OTCTPaNBAaET, CEPHE3HO U C OOABIIIIM BHU-
MaHHEM OTHOCHCH K IIOJOIIEYHBIM U3 HEeTea-
TpaabHBIX cpep. Imenno Bopruc [TaBaoBuu
CTaBHUT CHOBA BOITPOC 00 aKTYaABHOCTH
TeaTpa KakK MecTa AAd AHUaAora C «IpyTHUMy,
KakK ObI CHABHO 3TOT «IPYTOH» HU OTANYAACS
ot Teba camoro.

3puteaeii cnekrakas «PasroBopel. KBap-
THUpPa» BCTPEYAIOT MATKUMHU, HO HACTOUYH-
BBIMH HHCTPYKIIHUSIMHU: HY3KHO I1epeobyThCcsa
B TaIlO4YKH, II0 BO3MOXKHOCTH, BOCIIOAB30-
BaTbCsd TYaA€TOM (TaM HHTEPECHO), CTOUT XO-
JUTB 10 pa3HbIM KOMHaTaM U HE 3acCTpeBaThb
B OZJHOM MecCTe, Hy>KHO He 3a0bITh BBIIIOAHHUTH
3a/laHue, HalledaTaHHOE Ha Y3€HBKOH I10-
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AOCKe OyMaru. Y KBapTHUPBL €CTDb CBOsI, TOYHO
He IOATBEPXK/AEHHAs NCTOYHHUKAaMU, HO CTOH-
Kas MU(OAOTHS: BO3MOXKHO, B 1920-1930-e
3/1eCh JKHA OIVH U3 003puyToB. JaHuua
XapmMmc obutaa Ha Hagexx iuHCKOM, AAek-
cauap Brenenckuit — Ha CBpe33KHMHCKOH,
drrocod Aeornn AunaBckui — Ha MaTumH-
CKOM. BpeMs oT BpeMeHH OHU COOMPaAUCH
BMECTE U YCTPAUBaAU KOAAEKTHUBHBIN «TOH»,
MaKCHMaAbHO TUKHWH U CBOOOAHBIN. Bo3aMok-
HO, KTO-TO XXUA Ha Moiike, 40, mpearosaramoT
co3znareau «KBapTupen. U neaaroT Bce nag
TOr0, 4YTOOBI 3aCTABUTDH HAC IIOBEPUTH B 3TO.

Cama KBapTHUpa, C JOPEBOAIOIIMOHHOHN
IIEYKOH, ACITHUHOM Ha IIOTOAKE U CTapbIM
OydeToMm, HATloOAHEHA CaMBIMH Pa3HBIMU
IIpeaMeTaMU: OT AETCKOH AOITaKH-KadaAKH
10 HAIIOABHBIX BecoB H poTorpaduii. Pasz-
TASOBIBATE UX, OpaTh B PYKH, CAyLIATE Yepes
«KOMMYHHUKaTUBHYIO TPyOy» 3BYKH KOMHATHI
HAU CMOTPETH B KAAE€HIOCKOII pa3pellaeTcd,
U BOOOIIIE 3TO COIIPHUKOCHOBEHME C IIpe/-
MeTaMHU 9y>K0ro oduxoaa — OAUH U3 aTTpak-
IIMOHOB CIIEKTAaKAS, II03BOALIOIIUN XKUBO
IIpencTaBUTh ce0e IIPOMIABIX oOUTaTe e
KBapTHUPBI, UX IPUBBIYKH U PUTYAABL.

B 2008 rony seiHenHu# xyapyk BIAT, pe-
xxuccep AHapenrt Mory4uit Halllea Jad CBOETO
dectuBansa «TITTAM» (TeaTpaabHOE TpOCTpPaH-
cTBO AHpes Morydero) KBapTupy Ha I[leTpo-
IPafiCKOM U IPENAOKHA HECKOABKHM JIpa-
MaTypram U pexrHccepaM COYMHUTDH 3CKHU3bI
CIIEKTaKAEH, OTTOAKHYBIIIHUCE OT KOHKPETHO-
O MeCTa, OKUBUTH IIPU3PAKOB €r0 IIPOIIIAOrO
B IIPUCYTCTBHH 3puTeAd. O TOM Upe3BbIYaiiHO
HHTEPECHOM OIIbITE BCIIOMUHAEIIb HE CAy4Yal-
Ho: B «PasroBopax» Toxe IIpeAIIpUHUMAETCI
IIONIBITKA PEAHUMHUPOBATH IIPOIIAOE, KaK
ecau ObI meTporpaackue nyxu 1920-x, yHud-
TOKEHHBIE PEIIPECCUSIMU (U3 Kpyra 003puy-
TOB BBIXKHA pa3Be uTo Hukoaait 3aboaorikuti),
BepHYAHUCH B [leTepOypr 1 CHOBAa IIOCEAWAUCH
BO ABOpe-KoaoAlle Ha Moilike.

Domo: Mapeapuma Hoeocesnosa

B onHO 13 yIOTHBIX KOMHAT KBapTH-
pBI meByIIKa-aKTpHUca IIpegasaraet Tede
noragaTh Ha KHUTe BBeneHCKOro: Hy>KHO
BCTaTh Ha BeChl U Ha3BaTh €Y IokasaH-
Hylo nudgpy. Ha orkpriBIIeiica cTpaHUIE —
CBHAETEABCTBO O CMEPTH [103Ta-0063puyTa,
YMEPILIETO Ha 3Talle MeXAy XapbKOBOM
u Kaszaubio B 1941 rony. U 3a puaocod-
CKHU-IIOATUYECKHUMHU cOOpHUIIaMHU 003pHy-
TOB, KOTOPbIE IIPOUCXONUAN Ha KBapTHUPE
y Aunasckoro B 1920-e ronpl, BCTaeT
TparudyecKuil (puHaA, OKUAABIIUY IOYTH
KaxX/a0ro U3 HuX. MpadyHad nepcrekTH-

Ba HEBOABHO HAIllOMUHaeT o cebe exe-
CEKYHIHO: U B CTHUXaX XapMca, KOTopble
IIPEIAOKEHO IIPOYECTH BCAYX BMECTE

C OJHUM M3 YYaCTHHUKOB IIPOEKTAa, U B aT-
TpPaKIIMOHE CO 3BOHKOM AeBYIIKH Maimu,
KOTopas MOXKET PENIUTH BCE Balll IIPO-
0aeMEI 10 TeAaePOHY, U B ra3eTHHIX 3a-
MeTKaX COBETCKHUX BpEMEH, KOTOPbIMH
oOKAeeHEI cTeHEI. MccaenoBaHUe IOBCeI-
HEBHOTO yKaca, CIPATaHHOIO [IOBCIOAY

U He IO AAaIOIIEerocs HOpMaAbHON AOTHKE,
3aHHUMaAO0 AHUIIaBCKOIO. Y>Kac II0IIoAaM
CO CTPaHHOTI'O POAa BECEABEM U TEIIAOM dHe-
AOBEYECKOTI'0 y4aCTHs — CBOUCTBO U CIIEK-
TakAd IlaBaoBHu4a.

B camoti cepenuae nyTemecTBUL
10 KBapTHpPE, KOIa 3PUTEAD JOCTUTAET
3bpIOKOTO DasaHCa C OKPYZKAIOIIUM €TI0 KH-
BBIM MHpPOM, Mariia Ipou3HOCHUT BCAYX T€3HC
AWIIaBCKOrO 0 TOM, YTO TeaTp LO0AKEH OBITH
YaCTBI0 Y€AOBEYECKOI'0 IIPAa3IHUKA UAH IIPO-
CTO ceMeHHON ITOCUAEAKH — TOABKO TOIIa OH
POXKIaeTCs eCTECTBEHHO U TOABKO B 3TOM
KadecTBe OH uMeeT cMbIcA. IMeHHO 3T0
KadecTBO TeaTpa, CyAd II0 BCEMY, HHTepe-
cyet [laBAOBHYA — U OH UCCAEAYET I'PAHUILY
MeXKy OBITOBBIM U Pas3bIrPaHHBIM, MEXKIY
AOTHKOM II03TOB M AOTHKOH ayTHCTOB, MEKIY
3PUTEASIMH U ITPOCTO AIOABMHY, 3arASHYBIIIH-
MU B KBapTHUPY KaK Ha IPa3aHUK.

HUmenHo praocodpcKue OCHOBEI, Ha KO-
TOPBIX CTOSIAU OO3PUYTHI, COAMKAIOT ABa
OITbITA, OTCTOSIINX APYT OT Apyra Bo Bpe-
MEHHU [IOYTH Ha BeK. O03puyThHI IIpegsara-
AM OTKa3 OT OOBIYHOM HAU OOIIETIPUHSTOH
AOTHKH B paboTe C peybio U sI3bIKOM, IIepe-
Has3bIBas IPEeAMeTHl U SIBAEHHS 3aHOBO,
paszaaMbIBasd IIPUBBIYHBIE KapKac ITOHSITUH,
IIOTOMY 4TO BEPHUAH — TOABKO abcypa u bec-
CMBICAHUIIA NIEPENAIOT CYIIIECTBO KHU3HH.
OBOPUY - obbenuHEHNE PeaAbHOI'0 UC-
KYCCTBAa, ¥ CAOBO «PEaABHBIN» OTpazKaAo
cyutecTBo Aeaa. CTOA MOXKeT OBITH I10-
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BEPXHOCTBIO, HA KOTOPYIO YTO-TO KAQAYyT
HAHU CTaABH4T, HO €I'0 MOKHO IIEPEBEPHYTH,
U Torza OH OyZeT HMCIIOAB30BATBHCSI COBCEM
no-gpyromy. am BooO11e He UCIIOAB30BaTh-
cg. O03puyThl OOHYASIAY IIPUBBIYHOE 3pEHUE
4YeAOBEKa Ha MUD, IIpejasaras BEIU 3TOT0
MHUpa Ha3dBaTh HOBBIMU UMEHAMMU.

YeAoBEK C ayTU3MOM, BOIIPEKH CEMAaHTU-
Keé Ha3BaHU4, PA30MKHYT Ha MUP U BHUMA-
eT eMy Kyzaa 6oAbpIlle, Y4eM HOCHUTEAb OObId-
HOro co3HaHud. M aTa BHUMATEABHOCTh UAU
4YyTKOCTBb COYETAETCH B ayTUCTE C YMEHUEM
0CBOOOXKIATH I3bIK 0T (POPMAABHOM AOTHKH,
HaIpaBAds ero B pycao paHTaszuu. MimeHHO
IIO3TOMY aTTPAKIMOH C YTEHHUEM CTHUXOB
XapMmca B ofHOM U3 KOMHAT «KBapTHUPBI»
TaK BIIEYaATALIET CBOEH OPraHUYHOCTBIO:
oTBe4Yad Ha KaX Y0 CTPOYKY CTUXOTBO-
peHUsd, HAIINCaHHOI'0 003pHUyTOM, ITIapeHb
C OCOOEHHOCTSIMH Pa3BUTHUA CTAHOBUTCH
KOHI'€HHUAABHBIM XapMCy. A 3pUTEAB BKAIO-
4yaeTcd B UTPY, T€ CAOBO [TIO3THYECKOE
IIPUPaBHUBAETCHI K CAOBY, CO4MHEHHOMY
U IIPOU3HECEHHOMY He II03TOoM. Takum obpa-
30M, [1093ud obpeTaeT CBoe MaTepHaAbHOe
3By4aHHe: AOTHKA 003PUYTOB CTAHOBUT-
Cd IIOHATHOM, BEAb TOYHO TaK K€ MBICAUT
U 4EAOBEK C ayTU3MOM. TOABKO IepBbIE [0-

CTHUTAAHU 3TOH CIIOCOOHOCTH CIIEIIHAABHBIMU
YCHAUSMH, a BTOPBIM 3TO AaHO OT IIPUPOIEI.
Bayxknas 1o KkBapTHpPE, CTAHOBSICH
Y4acTHHUKOM MAU CBUAETEAEM YbEH-TO UI'DEI,
3aTessHHOHN Kak Obl B €CTeCTBEHHBIX YCAOBU-
ax, 0e3 CIIeIINaAbHOI'O II0OBOABIPS HAH II0BO-
[a, 3pUTeAb «Pa3roBopoB» IIOAYYAET PEAKYIO
BO3MOXKHOCTB I[I04yBCTBOBAaTh, YTO TaKOE
TeaTp CAy4alHBbIX AedcTBUl. U Korma Bcex
ycaxkKMBaloOT 3a BEPEHHUIIEHN ITIOCTaBACHHEBIE
CTOABI, YTOOBI CIIETE IIECHIO IIPO «3BEPH-
KOB», UCYe3aeT IIOCAEAHAS I'PaHUIla MEXKIY
TeaTpoM U JIOMAalllHUM BeceAabeM. ToyHO
TaK XK€ YCAOBHA I'PaHHIlA U MEXAY XyI0¥XK-
HHUKOM H IIPOCTO YeAOBEKOM. VAH K€ TOABKO
YeAOBEK C OCOOEHHOCTSIMHU PUbANIKaeTCsd
K XyOOXXHUKY OAHKe BcexX? DT0 BOIIPO-
CBI, KOTOPBIE CTABUT IIPOEKT «Pa3roBOpHI.
KBapTupar, 1 OHU He MEHEE BaXXHbI, YEM BO-
IIPOCHI COLTMAaABHOM abnanuTanuy. B KakoM-
TO CMBICA€ BHYTPHU CIleKTakAgd Bopuca
[TaBaoBHYA CBOIO OCOOEHHOCTE YYBCTBYIOT
BCE — U IETCKOE O4YapoBaHUE IIPa3JHUKA,
Ha KOTOPBIH ThI CAy4YalHO U TaK C4aCTAUBO
II0IIaA, HE OTCTYIIAET €Ile JOATO, YKe KOoraa
JaenuTHe 3aKOHYHUAOCH U IIeYKa Ioracaa
U KOorZa B KapMaHe HalllyIlaelllb 6yMaskKy
c 3agaHueM: «CIIpOCHTH, KOTOPBIH dacy.

HerocynapcTBeHHOe 06pa3oBaTesibHOE YaCTHOE YUpPEeXKAeHNE BbiCLLero o6pasoBaHus
«BbICLLUAS LUKOJNTA CLUEHUYECKUX UCKYCCTB» 06baBNseT O NPOBEAEHNN KOHKYPCHOTo oT6opa
Ha 3aMellleHne OONIHKHOCTEN HayYHO-NeaarorMyeckmnx paboTHmMkos Ha 2018-2019 yuebHbin roa
Mo criegyrowmM OHKHOCTAM:

1. KA®EOPA UICKYCCTBO3HAHUA U TYMAHUTAPHbIX HAYK

AOJIKHOCTb CTABKA ANCLUUNNUHDI
NcTopna 3apyBexxHon nutepaTtypbl
NcTopusa knHemaTorpada
HoueHT McTouyHnkoeeneHune

TeHAEeHUNN Pa3BUTUA COBPEMEHHOTO
NCKYyCCTBa

2. KA®EOPA AKTEPCKOIo MACTEPCTBA

AOJIXXHOCTb CTABKA

AUCUUNTIUHDI

HoueHT

CueHnyeckas peyb B ApaMaTUYECKOM
TeaTpe 1 KMHO

Craplwui npenogasaTtenb

AKTepCcKoe MacTepCcTBO
Mnactnyeckoe BocnuTtaHue
(TaHel, COBpeMeHHbIN TaHel)
My3bikalbHOe BocnuTaHue
CueHunyeckoe ABMXKEHMe

3. KAOEOPA TEXHOJIOTMW XYAOXXECTBEHHO-CBETOBOIO O®OPMJIEHUS CMEKTAKIIA

AOJIXXHOCTb CTABKA

AUCUUNTIUHDI

CTapwum npenopaeaTtenb

CBeTOTeXHUYEeCKOe 060opyAoBaHuMe.
doToMeTpus.

MpeTeHAeHTbl Ha 3aMeLleHne oSKHOCTeN HITP NOMXKHbI COOTBETCTBOBATb KBAaIMMUKALIMOHHBIM TPE6OBaHWUSAM, YCTaHOBJIEHHbIM EAMHBIM
KBaJIMPUKALMOHHBIM CMPaBOYHMKOM AOJHKHOCTEN PYKOBOAUTENEN, CMeLNanncToB 1 Ciy>Kallmx, pasnen «KBanmdukaunoHHbIe XapakTepucTukm
LOJKHOCTEN PYKOBOAUTESIEN U CMELMaNNCTOB BbICLLEro NPOdEeCCUOHaIbHOro 1 OMOMHUTENIbHOTO MPOMeCcCnoHaIbHOro o6pasoBaHus,
YTBEPXAEHHbIM NPUKazoM MUHUCTEPCTBa 34PaBOOXPaHEHNS U coLManbHOro passnTtusa Poccuinckon @egepaumm ot 11.01.2011r. Ne 1H.

CpokK nofayn AOKYMEHTOB A1 y4acTUa B KOHKypce: ¢ 12 MapTa no 30 anpens 2018 .
3asBNeHNsa N [OKYMEHTbI OT NPeTeHAEHTOB NPUHMMAIOTCA NO aapecy: r. MockBa, yn. LLlepeMeTbeBckas, A. 6, kopn.2, ka6.221 (OToen kKagpos).
LononHutenbHaa nHpopMaumsa Ha cante www.school-raikin.com. TenedoH gna cnpasok: + 7 (495) 600-37-72.
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IQUE PRODUCTION TITLED
IONS. APARTMENT IN BORIS PAVLOVICH’S
PRODUCTION, CREATED BY THE ALMA MATER FOUNDATION
IN PARTNERSHIP WITH THE “ANTON’S RiIGHT HERE” CENTRE.
IT BRINGS TOGETHER ADULTS AND CHILDREN, BOTH REGULAR

AND THOSE WITH SPECIAL NEEDS, IN A GAME CONCEIVED BY
FOLLOWERS OF THE OBERIU MOVWENT.
-
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true mystery play unfolded in
December of 2017, in a former
communal apartment located in
the courtyard of a classical
Saint-Petersburg house on
oika. Professional artists and
people with autism spectrum disorders played
a game that was conceived by followers of the
OBERIU movement in the early 20th century
and today achieved an unexpected evolution.
The idea to bring together actors and students
of the “Anton’s Right Here” Centre that works
on social rehabilitation for people with autism
belongs to Boris Pavlovich.

Director Pavlovich is one of the pioneers of
Russia’s social theatre. Having been trained
first as a theatre historian, he transferred
his interest for Grotowski’s practices to his
directing and teaching method. Managing
the Kirov Theatre on Spasskaya gave him
the complex experience of solo sailing; at the
Tovstonogov Bolshoi Drama Theatre, where he
was drawn by artistic director Andrey Moguchy,
Pavlovich set up a social practices workshop,
which produced the play “Language of the
Birds”. The director treats his non-theatre
realm charges very seriously and with great
care. Boris Pavlovich is the one who once again
raises the issue of the relevance of theatre as
a place for dialogue with the “other”, no matter
how much that “other” differs from you.

The audience of the “Conversations.
Apartment” production is greeted with soft
but firm instructions: you need to change into
slippers, use the restroom, walk through
the different rooms without getting stuck in
one place, complete the task printed on a
thin strip of paper. The apartment has its
own mythology, steadfast despite not being
definitively confirmed by sources: it’s possible
that one of the OBERIU followers lived here in
the 1920s-1930s. From time to time they
would get together. It is possible, the creators
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of the “Apartment” surmise, that one of them
lived at Moika 40. And they do all they can to
make you believe it.

The apartment itself, with its
prerevolutionary stove, moulded ceiling
and an old cupboard, is filled with the most
miscellaneous items: from a children’s
rocking horse to floor scales and photographs.
Audience members are allowed to examine
them, to pick them up, to listen to the sounds
of the room through a “communication pipe”,
or to look through a kaleidoscope; making
contact with the items of someone else’s daily
life is one of the production’s attractions,
allowing audience members to vividly picture
former residents of the apartment.

In 2008, Andrey Moguchy, artistic
director of the Bolshoi Drama Theatre, found
an apartment on Petrogradskaya for his
TPAM (Andrey Moguchy’s Theatre Space)
Festival and offered several playwrights and
directors to create production drafts basing off
a specific place, to revive the ghosts of the past.
There’s a reason that interesting experiment
comes to mind: “Conversations” likewise
makes an attempt to reanimate the past, as if
the Petrograd spirits of the 1920s, destroyed by
political persecutions (Zabolotsky is the only
one from the OBERIU circle that survived),
were to return to Petersburg.

In one of the cozy rooms of the apartment
a young actress offers to tell your fortune
on Vvedensky’s book: you need to get on the
scales and tell her the number shown. The
opened page shows the death certificate of
the OBERIU poet, who died during prisoner
transport between Kharkov and Kazan in
1941. And behind all the OBERIU followers
philosophical poetry get-togethers that took
place in Lipavsky’s apartment in the 1920s rises
a tragic finale that awaited nearly every one of
them. Lipavsky was interested in researching
everyday horrors, hidden everywhere and
defying the laws of normal logic. A mixture
of horror with an odd kind of merriment and
the warmth of human involvement is also a
characteristic of Pavlovich’s production.

In the middle of the journey through the
apartment, when audience members reach
a fragile balance with the surrounding
living world, they hear Lipavsky’s thesis
about theatre needing to be part of human
celebration — only then does it originate
naturally and only in that capacity does it
have meaning. It is that capacity of theatre
that, apparently, interests Pavlovich as well,
and he researches the boundary between
the everyday things and those acted out,

between the logic of poets and the logic of
autistic people, between audience members
and people who simply dropped in at the
apartment as if attending a celebration.

It is that philosophical framework that
the OBERIU followers were governed by that
brings together two experiences separated
from each other by nearly a century. The
OBERIU followers proposed to abandon
regular or established logic in working with
speech and language, renaming objects and
phenomena, because they believed that only
the absurd and the nonsensical can convey
the essence of life. A table can be a surface
to put or stand something on, but it can be
turned over and then it would be used very
differently. The OBERIU followers reduced to
zero man’s traditional worldview, proposing
to give the objects of this world new names.

A person suffering from autism, despite
the semantics of the term, is unlocked to
the world and heeds it much more than a
person with regular awareness. And that
attentiveness or sensitivity in an autistic
person goes together with the ability to free the
language from formal logic, directing it into
the course of fantasy. This is why the feature
with the reading of Kharms’ poems in one of

the rooms of the “Apartment” is so impressive
with its seamless quality: a young man with a
developmental disorder responds to every line
of the poem, written by the OBERIU follower,
and becomes kindred to Kharms. And audience
members join a game where poetic word is
equated with a word created and uttered by
a non-poet. Thus, poetry acquires its own
material sound: the logic of the OBERIU
followers becomes comprehensible, for this is
how an autistic person reasons as well. Only
the former reached that ability through special
effort, while for the latter it’s their natural gift.
In wandering through the apartment
and becoming participants or witnesses to
someone’s performance, “Conversations”
spectators get a unique opportunity to
experience random acts theatre. And when
they are all seated at a line of tables to sing
a song about “beasties”, the final boundary
between theatre and homestyle festivities
disappears. In some sense, everyone feels
their uniqueness within Boris Pavlovich’s
production — and the childlike wonder at
a celebration you accidentally and happily
stumbled upon stays with you for a long while
after, even when the tea party has long since
ended and the fire in the stove went dark.
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XPOHOTI'PAP

AexapcTBO OT HOCTAABI'HH

AnHa YEITYPHOBA

BOABIIIMHCTBO COBBITUN HBIHEIIHETO XPOHOT'PA®A OTHOCSITCS
kKO BPEMEHAM CCCP. CENTYAC MHOT'ME UX UIEAAUBUPYIOT
U HOCTAABIUPYIOT JAXKE TI0 COBETCKOMY PEXUMY. HO ECAU
OBPATUTBCY K UICTOPUM, CTAHET $SICHO, YTO JEAAIOT 3TO B OCHOBHOM
TE, KTO Y2KE 3ABbIA BCE ITPOU3OLIEANIEE B CTPAHE ITOYTH
3A CEMB/IECST AET. B BECEHHEM XPOHOT'PA®E BMECTE COIIAUCH
®AKTBI, [TIPOAUBAIOIIVE HE AYYIINM CBET HA CYIIECTBOBABIIYIO ITPH
CCCP cuctEmy. UMEHHO OHA HE IAAA MUXAUAY BYATAKOBY 1PU
KW3HU YBUIETH HAITEYATAHHBIM ErO POMAH «MOABEP». 2KEPTBOI
CTAAMHCKUX PEITPECCUN CTAA OTELL AKTEPA AAEKCAH/IPA 3BPYEBA. HE
HAIIIEA BO3MOXHOCTU PABOTATDH B DTOM CTPAHE U BEXAA HA 3ATIAL
BEAUMKUU TAHLIOBIIIMK PynoAab® HYPEEB. «@Urii B KAPMAHE» PEKUMY
TIOKABBIBAAU CIIEKTAKAU «[ OABIFT KOPOAB» TEATPA «COBPEMEHHUK»
U «Tuab» TEATPA M. AEHUHCKOT'O KOMCOMOAA. ..

A Cure for Nostalgia

Anna CHEPURNOVA

MOST OF THE EVENTS OF THE PRESENT CHRONOGRAPH DATE BACK TO
THE TIMES OF THE USSR. NOw MANY PEOPLE IDEALIZE THEM AND GET
NOSTALGIC EVEN FOR SOVIET REGIME. HOWEVER, IF YOU TURN TO HISTORY,
IT BECOMES CLEAR THAT THIS IS DONE MOSTLY BY THOSE WHO HAVE ALREADY
FORGOTTEN EVERYTHING THAT HAPPENED IN THE COUNTRY FOR ALMOST
SEVENTY YEARS. THE SPRING CHRONOGRAPH BRINGS TOGETHER FACTS THAT
CAST A DUBIOUS LIGHT ON THE SYSTEM THAT EXISTED IN THE USSR. It DID
NOT LET MIKHAIL BULGAKOV SEE HIS NOVEL “MOLIERE” PUBLISHED IN HIS
LIFETIME. THE SUBJECT TO STALIN'S REPRESSION BECAME THE FATHER OF
ACTOR ALEXANDER ZBRUEV. THE GREAT DANCER RUDOLF NUREYEV COULD
NOT WORK IN THE COUNTRY AND FLED TO THE WEST. PRODUCTIONS WITH
TONGUE IN CHEEK SUCH AS “THE NAKED KING” BY SOVREMENNIK THEATRE
AND “Ti” BY LENKOM THEATRE WERE CHALLENGING THE REGIME...

04.04.1763
255 AET HA3AQ

YMEP ®EJOP BOAKOB

OghuyuanbHo NPUSHAHHDBLL
mepawlil pyccKuil akmép»
CKOHUAICSL, NPOCMYOUSULUCH
Ha mackapade, Komopbwilil

OH Op2aHU308bIBAJL 8 UECTNb
KopoHauuu Examepurot IL.
Ewmy b0 omnyuieHo ecezo

34 200a XKU3HU, HO 3a 9MO
8pemsi OH MHOz0€e Ycne.
Hmenro 6nazodaps emy
Enuzasema I[TemposHa uzdana
yKas 06 0CHOBAHUL Nep8ozo
NOCMOSIHHO20 NY6AUUHO20
meampa 8 Poccuu. Bonkos He
MO/ILKO 8032/1A8UJ €20 U CaM
uzpan 8 Hém, Ho U co30asas
MY3bIKY K CNeKmaKisam

U yuacmeosas 8 ux
XYO02Kecm8eHHOM OGPOPMIAEHUU.
Ez0 nepy npuHadnexam 15 neec,
Komopble, K COXKANEHUIO,

He COXPaHUNUCD, U MeKCmbl
necem, 08a U3 KOMopbLX OOWLU
0o Hawezo 8peMmeHU.

FYODOR VOLKOV DIED

Officially recognized “the first
Russian actor” died after catching
a cold at the masquerade

he organized in honor of

the coronation of Empress
Catherine II during Pancake
Week. Fyodor Volkov lived only

34 years, but during this time,

he has achieved a lot. It was
thanks to him that Empress
Elizabeth issued a decree on
foundation of the first permanent
public theatre in Russia, called
“Russian theatre for presenting
tragedies and comedies.” Volkov
not only led it and played himself,
he also wrote music for plays, and
participated in set design.

CHRONOGRAPH

12.03.1928
90 AET HABAL

ITPEMBEPA «I'OPE YMY»
B rOCTHUME

B ceoeii nocmaroske Metiepxoib0
88és 8 merxcm nwoecel I puboedosa
8cmasKu U3 eé nepeoHaU A /IbHbLX
pedaruyuii. Ommyoa sxe -

u Haseaxue cnekmarasl. 4auxozo
uepan 25-nemnuii Opacm

TI'apuH; cam peskuccép nucan,
UmMo emy HYsKeH «3a00PHbLLLL
MATGUULUKA, A HEe MPUBYHD.
Kcmamu, ucnosnHumens poau
Pamycoea Heopv Hnvurckuil
6bLn 8ce20 Ha 200 cmapuie
TI'apuna. Cnekmarb 6bln NOOH
UHMEePEeCHbLX PesKUCCEPCKUX
Haxodok. Ho Ha npembepe,

K COKANIEHUI0, N008eaU
dexopayuu: ux docmasuiu
MOALKO K HAUAY 2EHEPASIbHBLX
penemuyuii u 8 HeOopabomaHHOM
sude, Umo OUeHb MEeualo

u aKxmépam, U 3pumensim.

THE PREMIERE OF “WOE
TO MIND” AT GOSTIME

In his production,

Meyerhold introduced inserts
from its original versions into the
text of Griboyedov’s play. Also
from there, the name of the play
was taken. The part of Chatsky
was played by the 25-year-old
Erast Garin; the director himself
wrote that for this part he needed
a “fervent boy, not a tribune.” By
the way, Igor Ilyinsky who played
Famusov was only one year older
than Garin. The performance
was full of interesting director’s
findings. However, the premiere,
was unsuccessful. The scenery
failed: it was delivered only by the
beginning of general rehearsals
and incomplete, which greatly
disturbed both actors and
spectators.

04.04.1928
90 AET HABA

POOIHAACH
9AHHA BBICTPHIIKASA

Byoywas axmpuca

nossunace Ha ceem 8 Kuese,

8 cembe 80EHH020 8paUa-
uHgperyuorHucma. Pooumenu
Meumanu, umobbl ux 0oub moske
cmana meduxom. Bo epems
Benurkoii OmeuecmsaeHHOU 80UiHbL
13-nemnsas Snuna, omyuusuiucs
Ha Kypcax meocecmeép, yoke
pabomana o ¢hpoHmogom
nepeosu KHOM ocnumade.

H agcé ke Boicmpuurast

cmambe akmpucoil. OKoHUU8
meampasteHblil uHCmumym

8 Kuese, oHa pabomana cHauana
8 BunbHrocckom Opamamuueckom
meampe, nomom 8 Mockosckom
opamamuueckom meampe um.
A.C.ITywruna. A 8 1958 200y
nepewna 8 Manelii meamp u
6bo.iee nonyserxa ocmaemcest 00HOU
U3 e20 8e0ywWUX aKMpuc.

ELINA BYSTRITSKAYA
WAS BORN

The future actress was

born in Kiev, in the family of

a military infectious disease
doctor. Parents dreamed that
their daughter would also be a
doctor. During the Second World
War, 13-year-old Elina, having
completed a nursing course,

was working for the front mobile
hospital. And yet, Bystritskaya
decided to dedicate her life to
acting. After graduating from

the Theatre Institute in Kiev,

she worked first for Vilnius
Drama Theatre, then for Moscow
Pushkin Drama Theatre. In 1958,
she moved to Maly Theatre, where
she remains one of the leading
actresses for more than half of a
century.
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05.03.1933
85 AET HA3AL

MHXAHA BYATAKOB
3AKOHYHA PABOTY HALT
POMAHOM «MOABEP»

Omy KHuU2y nucamesio
3axasaau ons cepuu SKusHb
3ameuamesibHbLX ir0oet
sniemom 1932 200a. K momy
epemenu y Bynearxosa 6oina
YoKe 3aKOHUEHA U paspeuleHa

K nocmaroske nveca o Monwepe
«Kabana cesmowr. Ho paboma
Hao buoepaguuecKum
pomarom nompebosana

om asmopa HO8blX U3bICKAHULL.
9 anpens 1932 200a Bynearos
noyuun u3 usdamenscmea
ompuyamebHblil 0m3bsle —
nucamesns Kpumukosaaiu

30 (HeMAPKCUCMCKYIO NO3ULUION.
Poman Byneaixosa ecé-marxu
sviuen 8 cepuu K3/, HO mosbKo
cnycms 29 niem nocsie e2o
HANUCAHUSL.

MIKHAIL BULGAKOV

COMPLETED HIS NOVEL
“MOLIERE”

This book was ordered to the
writer for the series “The Life

of Remarkable People” in the
summer of 1932. By that time,
Bulgakov had already finished

a play about Moliere “The Cabal
of Hyppocrites” and it was
allowed for staging. Yet work on

a biographical novel required

new in-depth studies from the
author. On April 9, 1932 Bulgakov
received a negative review of his
novel from the publisher - the
writer was criticized for his
“non-Marxist position.” The

most interesting fact is that
Bulgakov’s novel was published in
“The Life of Remarkable People”
series, but only 29 years after it
was written.
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17.03.1938
80 AET HABALT

POOHACSHA PYOOAbS® HYPEEB

OH nosisuncst Ha ceem 8 noesoe,
exasuwiem 80 Bradusocmox.
Tarxoe Hauao KU3HU Kakx Obl
npeopeKaso 8a’KHOCMb 0atbHell
dopozu 8 cyovbe Hypeesa.

Hauan manuesams 8 demckom
onviopHom aHcambne 8 Yepe,
3amem oKoHUUN AeHuHepadckoe
Xopeoepagpureckoe yuunuuie

u mpu 200a MaHyesan

8 Teampe onepvl u banema
umeru C. M. Kuposa. A nomom
CMaAJL (Hego38pauieHyeM,
0MIKa3a8UUCH 8EPHYMbCSL

8 CCCP c napuskcKkux 2acmposeti.
H ¢ mex nop esoun no ecemy
Mmupy, pabomast 8 AoHOOHe,
Ilapuoke, Bere, KoneHzazeHe,
cHumascs 8 punvbmax e CIIIA...
Heckonwko iem Hypeeg 6bin
duperxmopom banemHoll mpynnot
napukckoil Onepol. IloxopoHeH
Ha kaadbuwe Cen->Keresves-Oe-
Bya.

RUDOLF NURIEV WAS BORN

He was born on a train traveling
to Vladivostok. Such a beginning
of life, as it were, predicted

the importance of a long way in
Nuriyev’s destiny. He began to
dance in a children’s folklore
ensemble in Ufa, then graduated
from Leningrad Choreography
School and for three years was
dancing for Kirov Opera and
Ballet Theatre. Then he became
“a defector”, having refused to

go back to the USSR from his
Parisian tour. And since that
time he was travelling all over the
world, working in London, Paris,
Vienna, Copenhagen, filming in
the USA... For several years
Nuriyev was the head of the ballet
company at the Grand Opera.

31.03.1938
80 AET HABALT

POOHACHA
AAEKCAHP 3EPYEB

Arxmép nosisuncst Ha cgem

8 Opamamuueckuil nepuoo —

€20 oMmuya, 3aMHAPKOMA CES3U
CCCP, apecmosanu 3a HECKOTbKO
Mecsiyes 00 pOIAKOeHUSL CblHA.

A eckope 3bpyesa-cmapuiezo
paccmpensnu, a ezo HKeHy

€ 2pYyOHbIM pebEHKOM 8bleaaNU
u3 Mockebl 6 Polburck. B pooHoti
apbamcKuli 080p OHU BEPHYNUCH
MOTLKO NSiMb Siem Cnycmsi.

B yuébe 6yoywuii akmép He
6rucman, 3amo NOAYUUN

1-ii roroweckuil paspsio

no eaumHacmurce. Iloopyea
Mmamepu 36pyesa, 8dosa
JsleeeHdapHoez0 pexkuccépa Egzerus
Baxmarzosa, nocosemosana
Anerxcardpy nocse wKosbl
nocmynumse &8 TeampasibHoe
yuunuwie um B. B. IllykuHa.
Tlocre ezo okoHuaHus1 36pyes bbln
npuHsam 8 meamp «\eHKom», 20e
pabomaem u no ceti OeHo.

ALEXANDER ZBRUEV
WAS BORN

His father, Deputy People’s
Commissar for Communications
of the USSR was arrested few
months prior to the birth of his
son. And soon his father was shot,
and his wife with a baby was
deported from Moscow to Rybinsk.
To their native Arbat yard they
returned only five years later. The
boy did not shine in studies, but
achieved ranking in gymnastics. A
friend of Zbruev’s mother, a widow
of Eugeny Vakhtangov, advised
Alexander to enter Boris Shchukin
Theatre Institute. After his
graduation, Zbruev was admitted
to Lenkom Theatre, where he
works to this day.

t‘ [ ;'1'
24 .03.1960
58 AET HABAT

IIPEMBEPA «I'OAOI'O
KOPOAS» B
«COBPEMEHHHKE»

B nepesblil pa3 smy nocmaHosKky
noxasasu He 8 Mockse,

8 /\eHuHzpaode, 20e meamp

8 Mo 8pemst 6bll HA 2aCMPOSSIX.
B 3pumenvHom 3ane cudenu
gedywiue pexcuccépul: 'eopeuii
Toecmoroeos, I puzopuii
KosuHuyes, Huxonaii AKUMOS...
Omo bbLna oueHb cmewHas
NOCMAaHo8Ka, NOSHAS ONACHbLLX
HAMEKO08 HA cyulecmsosasuiuil
moeoa pexxkum. Xomsi Ha agpuiie
3HAUUJIOCH, UMO NOCMAHOBULUK
cnexmaras — Mapeapuma
MuxasnsaH, u umMeHHO oHa
npurecaa noecy EgzeHus
IITeapua 6 meamp, coenan
CNeKmanK/ib 8ce-maKu 2/1a8HbLi
peskuccép «CospemeHHUKa» —
Onez Echpemos.

THE PREMIERE OF
“THE NAKED KING” AT
SOVREMENNIK THEATRE

For the first time this production
was shown not in Moscow, but in
Leningrad, where at that time the
theatre was on tour, on the stage
of the Palace of Culture of the
First Five-Year Plan. The leading
directors were present at the
auditorium: Georgy Tovstonogov,
Grigory Kozintsev, Nikolai
Akimov... It was a very funny
production, full of dangerous
allusions to the existing regime.
Although the poster said that the
director of the play was Margarita
Mikaelyan, and it was she who
brought the play written by
Eugene Schwartz to the theatre,
the production was made by
Sovremennik theatre director
Oleg Efremov.

03.04.1974
44 ronA HA3AL

IIPEMBEPA «THAS»
B AEHKOME

B npoepammie cnekmak.io
3HAUUNCSL KAK (UUYMOBCKAsL
Komeous 8 2-x uacmsix». 9ma
6bL71 nepsblil (HaUYMesuuii»
cnexkmaxse Mapka 3axaposa
8 Aenkome. UmeHHO c Heé
HAUAIOCh JlezeHOapHoe
compyoHuuecmaso 3axaposa

u I'opura. B 2nagHoti

xKeHcrol poau e «Tune»
debromupogaia Ha amotl cyeHe
Hnna Yypurosa, 0o amozo
pabomasuias 8 MOCKOBCKOM
THO3e. Ilocnie npembepsbl OHA U
Huxonaii Kapaueruos (Tunw)
NPOCHYSUCH 3HAMEHUMObIMU.
Iybrury nokopunu u ocmpbsle
DpeniuKu 2epoes, U Ux cmesble
30H2U (MY3bIKY K CReKMAK0
nucan I'enHaouti I'naokos,

a mekcmol neceH — FOpuil
Srmun u Egzeruii EemyuieHKo).
«Tune» Gbl CHSAIM € penepmyapa
meampa moswko 8 1992 200y.

THE PREMIERE OF “TIL”
AT LENKOM

The theatre program called

this production “buffo comedy
in 2 parts”. This was the first
“sensational” performance by
Mark Zakharov at the theatre in
Malaya Dmitrovka street, #6.
After the premiere, the female
lead Inna Churikova and Nikolai
Karachentsov who played the
eponymous hero leaped to fame.
The public was fascinated by
sagacity of the characters, and
their bold songs (music for the
play was written by Gennady
Gladkov, and lyrics by Yuri

Entin and Yevgeny Yevtushenko).

“Til” was taken off the theatre
repertoire only in 1992.

YMEP ACA® MECCEPEP

BHameHumMbLil MAHUO8ULUK

u banemmwlii nedazoe ymep

8 sospacme 88 nem e Mocksee.
Tpuduyams mpu 200a ceoeti
2Ku3Hu, ¢ 1921-20 no 1954-ii, oH
nocesimMuJL Kapbepe maHyo8UWUKA
8 Bonbuwom meampe, cmaHuesas
npaxmuuecku ece sedyujue
conbHble napmuu. Bosiee

copoka iem Meccepep omoan
npenoodasamenibCkoii pabome.

Y Hezo saHumanuce IanuHa
Ynarnosa, Bradumup Bacusiwes,
Examepura Bacunvesa,

Mapuc Auena... ceoro cucmemy
Meccepep onucan 8 kHuze
«YpoKu Kaaccuueckozo maHua.
Ezo0 nnemsaHruua Matis
ITrhuceuras nucana o HEm:

«Om Hez0 8OUCMUHY HAUACS
omecuém MHO2UX MEeXHUUECKUX
mproKos, 0a U 8UPMYOo3HbLIL
CMUb CONIbHO20 MYIHCKO20
raccuueckoeo marua. Knacc ezo
Jleuum Ho2uw.

ASAF MESSERER DIED

The famous dancer and ballet
teacher died at 88 years old in
Moscow. Thirty-three years of

his life, from 1921 to 1954 he
devoted to a career of a dancer at
the Bolshoi Theatre, performing
almost all leading solo parts.
Over forty years Messerer devoted
himself to teaching. He taught
Galina Ulanova, Vladimir Vasiliev,
Ekaterina Vasilieva, Maris

Liepa ... His system Messerer
described in the book “Classes in
Classical Ballet”. His niece, Maya
Plisetskaya, wrote about him:

“He really laid the foundation of
many technical tricks, as well as
of virtuosic style of male ballet
solo. His class heals legs.”
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BYIKA CY®PAEPA

IIaomans Pasryasi

«Komopulil uepaem u Komopulil He uzpaemy,
cmp. 4

BO€ BeceAOe Ha3BaHHE MOCKOBCKad

naoiaas noayyrasa B XVIII Beke B 4ecThb

pacroAaraBIIErocs Ha 3TOM MECTE A€-
reHJapPHOro MUTEHHOTo 3aBeneHusd. Kabak «Pasz-
ryadi» riogBUAcd Ha [TokpoBckoi gopore B XVII
BeKe U IIpocyuiecTBoBaa 10 1860 roaa.

Ceiiyac raaBHas JOCTOIIPUMEYATEAD-
HOCTEG ITAomaau — ycanbba MycuHbrx-ITyr-
KUHBIX XVIII — XIX BEKOB, CIPOEKTUPO-
BaHHAad, KaK YTBEPXKIAIOT MOCKBOBE/EI,

110 1poekTy MarBesa KazakoBa (HOKyMeH-
TaABHBIX CBUAETEABCTB €0 aBTOPCTBA

He coxpaHHAoch). OHa IpUHaAeKaAa ANEK-
cero UBanoBrnuy Mycuny-Ilymkuny, cobu-
paTeAr0 PYKOIIUCEN U PYCCKHUX APEBHOCTEH,
KOTOPBIH BBEA B HAYYHBIH 000poT «CAOBO

o nnoaKy Uropese». IMeHHO B ero ycaasbe
Ha nmaomany Pasryasii opuruHaa 3Tod pyKo-
IIMCHU CropeA BO BpeMs mnoxkapa 1812 roxa.

C XIX Beka BIIAOTE JI0 PEBOAIOITUU
B 3[JaHHUH ycaab0bl Haxoquaack Bropasa
MOCKOBCKasd 'HMHAa3M4, a ceddac TaM pac-
noaaraeTcd MOCKOBCKUH roCy1apCTBEHHBIN
CTPOUTEABHBIN YHUBEPCUTET.

[pyroe 3n1aHMe, BBIXOAAIIEE Ha IIAOLIALb
U IIOCTPOEHHOE B OTHO BPEMH C ABOPLIOM
MycuabIx-IIyITKuHEIX,— ycaasba CaBuHa-
3axkpeBckoro. B XIX Beke 31eCh 3KHA MO-
CKOBCKUH reHepaa-rydepHaTop ApceHuH
3akpeBCcKHUl co cBoel 3KeHo, KpacaBUIIeH
ArpadeHoit 3akpeBCKOH, YPOXKAEHHOH I'pa-
duneit ToacToii. Eif mocBaaAu CTUXU MO3THI
Bapareiackuii, [Tymkus 1 Bazemckuii. 9to eé
Anekcangp CepreeBrud Ha3bIBaA 0e33aKOHHOU
KOMETOH «B KPYT'y PACYHUCAEHHOM CBETHAN.

Bo ¢aureas 3Toit ycagsost B 2015 roxy
nepeexaa «Tearp.doc» mocae Toro, Kaxk emy
IIPHUIIIAOCEH IIOKHMHYTH IIOMEIlleHHE B Tpéx-
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IThowade Paszeynsii X .. s

npyaHoM riepeyake. Ho yepes HECKOABKO
MECSIIEB €T0 IIOIIPOCUAYU OCBOOOIUTE U ATY
TEPPUTOPHUIO, U OTKPBIAU Ha €I0 MECTE Tea-
Tpa TpakTup «CoBeTCKUE BpeMeHa» (UCTOPUS
3EIITHUX MECT, BUAMMO, [aAra O cebe 3HATh).

Ha niaomians Pasryasail CMOTPUT U elé
OLHO 3[JaHue, CBI3aHHOE C IIyInIKUHEBIM.

OT0 — HmepeBAHHBIN oM ero nsaau, Bacu-
AVg ApBOBHYA, B KOTOPOM Te€IlepPb OTKPBIT
My3€H pOACTBEHHUKA BEAUKOIO I103Ta.

B nienTpe naomany Tpu roga Hasam OT-
Kpblacsa TaMaTHUK CenbMmoii BaymaHckoi
OUBU3HUY HAPOAHOTIO oroAdeHus. Bo Bpemsa
Beaukoit OTeyecTBEHHOI BOMHBI OOABIIIE
TIOAOBHHBI €€ OOMIIOB IIOrHu6A0 Mo Ba3bnMoii.
MonywmenT pabote! 3ypaba LleTepeaun npen-
craBAseT coboil PUTYPHI KEHIITUHBI C TIOP-
TPETOM HOTHOIIIETO COAIATA U CTOLIIEH
PAAOM OEBOYKU.

Aeonun Aunasckui (1904-1941)

«Teamp cayuaiiHblx Oeticmauil, cmp. 56

bI U3 MaTepHUaAa, MpeaHa3HaAYeH-
( ( HOIO JIASI TEHHUEB»,— CKa3aA KaK-TO
AVnaBCKUH IIpo cebst U CBOUX

npyaei-o6opuyToB. Ero npuareas [JaHuna
Xapmc B 1937 romy mponuTupoBaa 3Ty dpa-
3y B CBOEM JHEBHHUKE. M3 BCEX yYaCTHUKOB
rpynnbsl OBOPUY («O6venuHerns PeaabHO-

ro HckyccTBav), 103T, praocod U IIHUCaTEAD
AeoHu AUIIaBCKUM B Hallle BpEMS HauMe-
Hee U3BECTeH. XO0Td UMEHHO B €r0 KBapTUPE
Ha 'aTuymHCKOM B AeHUHTpae 0OBIYHO IIPOXO-
OUAHN coOpaHUs 003pHyTOB, a caM AHIIaBCKUH
3anuceIBaA 6ecenpl, B KOTOPBIX y4aCTBOBAAU
Hanuuna Xapmc, Aaekcauap Beenenckuii, Hu-
Koaa¥t OneHHUKOB, S1KoB [pyckuH, Hukoaaii
3abonsonkuii. IloznHee U3 3TUX 3aIIHCeH ITOAY-
4HAaCh KHUTA «Pa3roBopbD».

Cpenu yaeHoB OBOPUY u Goaee paHHErO
o0beuHEHNS IT03TOB U (hHA0CO(OB AeHUH-
rpaga «duHapu» (B HET'O BXOAHAH, B 4aCT-
HOCTH, AaekcaHap Beenenckui, [laHnnua
XapmMc, SIkoB [IpycKuH), AUTIaBCKHUH CABIA T€-
OPETHKOM, PYKOBOAUTEAEM U apOUTPOM BKY-
ca. B TekcTax cBoux Apy3ei oH 6e301ru604-
HO yKa3bIBaA Ha HEOCTATKH, €CAU TaKOBbIE
HUMEAUCH. IToaToMy ¢ MHEHHEM AHUIIaBCKOTrO
CYHUTAAUCEH, HO €T0 U I100aBaANCE.

o 1922 roma AUIIaBCKHI ITHUCAA CTUXH
U Jaske COCTOSA B o0bequHeHNH «Llex 11oaToB».
Ho nmoToM 0H 3aHSACH HCKAIOUHUTEABHO (PHAO-
COPCKUMU U ANHTBHCTHYECKUMH paboTaMu.
Hawuboaee u3BecTHBI cpeay HUX TpaKTaThl «Te-
opud caoB» U «Hccaenosanue yxxacar. Kerarty,
B AMHTBHCTUWKE AWUIIaBCKHH ObIA CAMOYYKOH.

Ho MHOrMM 3HaTOKaM €ro
TPy HOHpaBHACH. BsauecaaB
ViBaHOB, HaIIpuMep, Ha-
nucaa: «Xotsa “Teopus caoB”
AWTIaBCKOT'0 IPOTUBOPEYUT
COBPEMEHHBIM AMHTBUCTHYE-
CKHUM TEOpHLIM, OHa UHTE-
pecHa, eé caeqoBaA0 ObI
HareJyaTaTb, HO C COOT-
BETCTBYIOIIUMH IIPENU-
CAOBHEM U 3aME€YaHHUSIMU».

[Tpu >xu3HU AUIIaBCKOTro HU (PUAOCO(D-
CKHe, HU AMHTBUCTHYECKUE ero paboThl
KOHEYHO K€, HalleyaTaTb HE MOTAHU —

B TO BpeMd TaKylo auteparypy B CCCP

He >XaAoBaAH. [Ias 3apaboTKa OH ITHCAA
HCTOPUYECKHE U HAYYHO-TIOIIYASIPHBIE KHU-
TU A AeTed 1o IICEBAOHUMOM AEOHU
CaBeaneB. K coxkaseHHN10, MHOTHE U3 HUX
OBIAM HACKBO3b [IPOIIATaHANCTCKUMH, Ha-
npuMep, dlltypm 3umHero», <Jacs!l 1 KapTa
OxrTa6ps». BmecTe ¢ gpyrumMu o03puyTamMu
AunaBCKUH COTPYAHUYAA U B IETCKOM XYyP-
Haae «Ex» (HazBaHHE 3TO pacuindpoBLIBaA-
AOCBh Kak ExxeMecaunbiil 2KypHaa nag geTeu
MAAQMIIEr0 IIKOABHOTO BO3pacTa).

B 1930-1940-€ rombl AUIIaBCKUH CUYACT-
AUBO 130€e3KaA yJacTU CBOUX Apy3el XapMmca
u BBeneHckoro, To ecTh apecta. Ho mpoxkua
OH BCE€ paBHO He AoAblle ux. C IepBbIX AHEH
BOMHEI ITUCATEAD YIIIeA HAa (PPOHT KOPPECIIOH-
NEeHTOM raseThl «CTaAMHCKas BaxTar» U yKe
B ceHTs10pe 1941 roma nponaa 6e3 BeCTH.

AeoHuo Aunaeckuii

6 demcmee

HdenopTaiuu H3 AHTBBI
BO BpemeHa CCCP

«\umosckue oemu Cubupw», cmp. 50

X UCTOpHS Hadasack B 1939 roxay,

KOI/la COTAACHO akTy MoaoTo-

Ba — Pubb6enTpona npudasTuiickre
rocyZapcTBa epeniAu B chepy BAUSHUS
CCCP.Yxe B cAenyIoIieM roay ObIA co-
CTaBAE€H CITUCOK AWII, TIOOAEXKAIIIUX TTPU-
HYAUTEABHOMY BBICEAEHUIO U3 AUTBHIL.

B Hero Bxoauau, HaIpuMep, YA€HBI HEKOM-
MYHUCTHYECKHX OpPTaHHU3aIIuH, 36MAEB-
AaEeABIIbI, OPHUIIePhI, IIOAUIEHCKHE, CO-
TPYAHUKU FOCYAAPCTBEHHBIX VUPEXKACHUH,
OesxeHIIbI 13 [1oABIIIM U penaTpUaHThI

u3 l'epmanuu. 14 utonsa 1941 roma Obiaa
OCyIIIECTBA€HA [IepBas MaccoBas AeIopTa-
nuda B pecnnybauky Komu, a Takxke AaTaii-
cKkyIo, KpacHosapckyto 1 HoBocubupcky:o
obaacTu. 3a yeThIpe AHS el II0ABEPrANChH
okono 17600 xxurteaeti. B ux gyucae 66140
1200 yuuteaeit 1 79 CBAIIEHHUKOB.

JaabHeHIIEMY BBICEACHHIO IIOMENIaAa
HauyaBIIascya 22 HIOHd BoMHa. 3a BOEHHBIE
roAbl AETIOPTAIIUU IIPOHCXOAHNAH TOABKO
B 1945-M, Korma 13 AUTBBI BBIBE3AU KUBY-
ITUX B HEH HEMIIEB U UX POACTBEHHUKOB,

a TaKKe AITepaH. AIOeH JOCTaBASIAN
B Tam>KUKHUCTAaH, T/Ie OHU JOAKHBI ObIAK
paboTaTh Ha XAOIIKOBBIX ITOASIX.

MaccoBrle BbICEA€HUST BO30OOHOBHAUCH
B 1948 rony. OgHo 13 Hauboasee KpyrIHOMAC-
mTabHBIX HOCHAO Ha3BaHue «BecHar. B ero
xoze ObIAM apecToBaHEI 40 THICSY YEAOBEK,
KOTOPBIX BE3AU U3 CTPAHBI B IIEPEIIOAHEH-
HbIX BaroHax. MHoOrue yMupaAu B IIyTH.

B mapte u anpeae 1949 roma Bo BpeMd
HOBOM AenopTanuu AUTBY IIOKHUHYAO €Il
O0KOAO 32 ThICHY YEAOBEK.

[Tocae 3TOr0 OBIA €M1 psig BHICEACHUH.
[TocaemHee, HAaUOOAEE MACCOBOE, ITPOU30-
miao B 1951 romy, HO BIIEAOHBI C AEIOPTH-
POBaHHBIMH AIOABMHU IIPOMOAKAAUN UATHU
u B 1953 rony B ToMCcKyI0 00AaCThb, a TaKKe
peruoHbl AaTad U KpacHogpcka. Ha HOBBIX
MeCTaX CChIABHBIM IIPHUXOANAOCH CEAUTH-

Ccs B MecTax, He IpegHa3HaYeHHbBIX AT
KU3HU YeAOBEKa — B KOHIOIITHAX, bapakax,
3eMA9HKAaX U Ha ckaagax. V3-3a aHTUCAHU-
TapHBIX YCAOBUHY U AeUIIHTAa TUITY MHOTHE
IepeceAeHIbl YMUPaAH, OCOOEHHO cTpaaa-
AW MaA€HBKHE NeTH U cTapuKu. CchIAbHBIE
HEe MOTAY BBIOUpPATh HU MECTO IIPOKUBaAHU,
HU POZ paboThl. Y HUX He OBIAO ITACIIOPTOB,
IIO3TOMY HEOOXOAUMO OBIAO €3KeMeCTIHO
perucTpUpoBaThCd. 3a MOMBITKY I100era Ha-
Ka3bIBaAHU 3aKAIOYEHHEM B AaTe€PSI.

Bcero u3 AutsrbI ¢ 1940 o 1953 rop
BeicearAHn 131600 gyearoBek. OcBoOOK IeHIE
CCBIABHBIX Ha4daAoCh 1ocae cmepTu Craau-
Ha. Ho BO3MOXKHOCTE BEpPHYThCHA B AUTBY
y OOABIIHMHCTBA AEIIOPTUPOBAHHBIX [TOSIBU-
AaChb TOABKO mtocae 1956 roxa. o 1970 roma
B CTpaHy BO3BPaTHAOCH 0KOAO 80 ThICcHY
4YEAOBEK.
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PROMPT CORNER

Anna CHEPURNOVA

UNDER THIS HEADING
WE TELL ABOUT
SIGNIFICANT NAMES,
EXCITING EVENTS

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

Razguliay Square

“The One Who Perform’s and the One Who
Doesn’t”, p. 8

received in the 18th century in honor of

the legendary drinking establishment
there. “Razguliay” tavern appeared on the
Pokrovskaya road in the XVII century and
lasted until 1860.

Now the main attraction of the square is
the Mussin-Pushkin estate of the 18th —
19th centuries, designed, according to
specialists in Moscow studies, by Matvey
Kazakov. It belonged to Alexei Mussin-
Pushkin, a collector of manuscripts and
Russian antiquities. Another building
overlooking the square was built at the
same time — Savin-Zakrevsky manor. In
the nineteenth century, Moscow Governor-
General Arseny Zakrevsky lived there with

Its cheerful name Moscow Square

-

Razguliay Square-
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his wife, beautiful Agrafena Zakrevskaya,
born Countess Tolstaya. Poetry of
Baratynsky, Pushkin, and Vyazemsky
celebrated her beauty.

To the outbuilding of this manor in
2015, moved Moscow Teatr.doc after it had
to leave its premises in Trekhprudny Lane.
Yet a few months later it was required to
leave its premises again, and “Soviet Times”
tavern was opened in its place.

Another building connected with the
great Russian poet Alexander Sergeyevich
Pushkin fronts Razguliay Square. It is a
wooden house of his uncle, Vasily Lvovich,
now the museum of the great poet’s relative.

In the very middle of the square three
years ago a monument to the Seventh
Bauman Division of the People’s Militia
was opened. During the Second World War,
more than half of its fighters were killed
near the town of Vyazma. The monument is
a figure of a woman with a portrait of a
deceased soldier in her hands, and a girl
beside her. The author of the project, as
of many other Moscow monuments, is the
sculptor Zurab Tsereteli.

Leonid Lipavsky (1904-1941)

“Random Acts Theatre”, p. 61

“ e are made out of
material intended for
geniuses,” Lipavsky once said

about himself and his OBERIU friends.

His friend Daniil Harms quoted this in his
diary in 1937. Of all members of OBERIU
group (Union of Real Art or Association

for Real Art), a poet, philosopher and

writer Leonid Lipavsky is the least known
nowadays. Although it was in his apartment
on Gatchinskaya street in Leningrad where
OBERIU meetings were usually held.
Lipavsky himself recorded conversations
with Daniil Kharms, Alexander Vvedensky,
Nikolai Oleinikov, Yakov Druskin, Nikolai
Zabolotsky. Later, based on these records, he
wrote his book “Conversations.”

Lipavsky was known as a theorist, leader
and arbitrator in the group. In his friends’
texts he unerringly pointed to shortcomings,
if any. Therefore, they defer to Lipavsky’s
opinion and were a bit afraid of him.

Before 1922, Lipavsky wrote poetry, but
later he engaged exclusively in philosophical
and linguistic works. In his lifetime, neither
philosophical nor linguistic works of his,
of course, could not be printed — at that
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time such literature
was not welcome in
the USSR. To earn
some money, he
wrote historical
books and nonfiction
for children under
the name of Leonid
Saveliev. In the
30s-40s, Lipavsky
happily escaped

the fate of his
friends Kharms

and Vvedensky, who
were arrested. But still his life was not
much longer than theirs. From the first
days of the war, the writer went to the front
as a reporter of Stalin’s Watch newspaper,
and in September 1941, he went missing.

Lipavsky’s last
photo

Deportation from Lithuania
in the USSR

“Siberia’s Lithuanian Children”, p. 53

to the Molotov-Ribbentrop pact the

Baltic states moved into the USSR
sphere of influence. In the following year,
a list of people subjected to forced eviction
from Lithuania was drawn up. It included,
for example, members of non-communist
organizations, landowners, officers, police,
government employees, refugees from Poland
and returnees from Germany. On June 14,
1941 happened the first mass deportation
to the republic of Komi, as well as to the

Its history began in 1939, when according

S I e

Lithuanians in exile
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Altai, Krasnoyarsk and Novosibirsk regions.
Within four days, about 17,600 people were
deported. Among them were 1200 teachers
and 79 priests.

Further eviction was prevented by the
war that began on June 22, 1941. During
the war, deportation occurred only in
1945, when Germans and their relatives
were expelled from Lithuania, as well as
Lutherans. They were brought to Tajikistan,
where they had to work in cotton fields.

Mass eviction resumed in 1948. One
of the most large-scale ones was called
“Spring.” In its course, 40,000 people were
arrested and taken out of the country in
overcrowded rail carriges. Many of them
died on the way. In March and April 1949,
during the new deportation, about 32
thousand people had to leave Lithuania.

Upon their arrival, exiles were placed in
stables, warehouses, barracks and dugouts.
Because of unsanitary conditions and food
shortages, many people died, especially
young children and the elderly. The exiles
could not choose either their place of
residence or the type of work. They did not
have passports, so they had to report every
month. For attempted escape, they were
punished by imprisonment in camps.

In total, from Lithuania from 1940 to
1953, 131,600 people were evicted. The
liberation of the exiles began after the
death of Stalin. However, the possibility of
returning to Lithuania to the majority of the
deportees was introduced only after 1956.
Before 1970, about 80 thousand people
returned to their country.
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