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38 1AAMS IIEAKOBOr'O KOCTPA

My-my» Typeeresa — eHe8HASL PUAUNNUKA KPENOCMHOMY NPAsy
no eepcuu WKONbHOU npoepammel — 8 pyrkax Jmumpus Kpvimosa
npeepamuiacs 8 2uMH meampy U a4 No Yympame AYUulux

us rooeti.

THE FLAME OF THE SILK BONFIRE

Turgenev’s “Mumu” — an angry diatribe on serfdom in the school
curriculum version — became in the hands of Dmitry Krymov
a hymn to theatre and a lament for the loss of the best of the

peonle.
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IN MEMORIAM

ITpomranTe, npodeccop

B MockBE HA 88-M roay XXmU3HU YMEP
['EHHAIUN POXIECTBEHCKUM

Anna 'OP/IEEBA

BIBAIOT BEAUKHE NUPHUKEDPHI — BOXKIH,
B6BIBa}OT — xxpensl. OH ObIA — IIpe-
noxaBaTeAb. He ToaAbKO mOTOMY,
YTO COPOK C AWUIITHHUM AET YYUA MOAOIABIX
OUPHUKEPOB B MOCKOBCKOM KOHCEPBATOPHUH.
OH TaK OTHOCHACS K ITyOAHKE: BAOXKHUTH
3HaHUA B TOAOBEI, ITIOKa3aTh, KakK IIpa-
BHABHO, 3aKPENUTH MaTepuaa. 3aI0ATO
10 TIOIBA€HUSI MOZBI Ha O0IIEeI0CTYITHbIE
AEKITUH OH IIpeBpalllaA CBOU KOHIIEPTHI
B AEKTOPHUHU — MHOT'O U IPKO paccKasbIBaA
0 My3bIKE, IPUYEM HE Ha YPOBHE «KOM-
IIO3UTOP POAUACH B TAKOM-TO T'OAY, YMEDP
B TAKOM-TO», a 0 TaHHBIX CMbICAAX ITPOU3-
BeleHUH U CTPaHHBIX UX cyabbax. Tak ke
IIO-Y4YUTEABCKH OH OTHOCHACH HE TOABKO
K MYy3bIKaHTaM T€X OPKECTPOB, C KOTOPBIMHU
paboTaa, HO ¥ K MEHEIKMEHTY Te€aTpPOB, YTO
IePHUOANYIECKH CO3/1aBaA0 IPOOAEMEI.

OH Mor pa3opBaTh KOHTPAKT C T€ATPOM,
€CAH, II0 €Er0 MHEHHUIO, PEKUCCEP-TIOCTA-
HOBIIUK CIIEKTAKAS HE IIOHUMAaA CyTH
IIPOU3BENEHUS U CTaBUA «IIOIIEPEK». OH MOT
HaKaHyHE KOHIIEpTa OTMEHHUTEL CBOM BBIXON

b

HU3-3a TOr'0, YTO OPraHU3aTOophbl HE Halleda-
TaAH ero UMs Ha OuaeTax (Ha aduIrax oHo,
pasymeercd, 66140). B 2000 rony, rmoaAy4aun
IpUrAallleHHEe BO3TAABUTE BoABIIION
TeaTp, OH HadaA C TOT'0, YTO CHHA C perep-
Tyapa caMblii ycriemrHbIH 6aaeT — «/Jo4b
dapaoHar,— TOABKO I[IOTOMY, YTO MYy3bIKa
OpUABOPHOro KoMnosutopa XIX Beka
Lesapsa Ilynu HegoTsaruBaaa 1o cuMd@o-
HUYECKHUX CTaHAapToB. 1 Bce cBaA3aHHBIE
C €TI0 UMEHEM «BBISICHEHHU S OTHOIIEHUM»
BO3HUKAAU IIOTOMY, YTO €EMY Ka3aA0Ch, YTO
€r'0 OIIIIOHEHTHI HEAOCTATOYHO yBaXKaloT
My3bIKYy ¥ HELOCTATOYHO XOPOILO €€ 3HAIOT.
Tak oH 3K3aMeHOBaA 00IIIECTBO —
U CTaBHA EMY «IBOUKH», ECAU OHO TOTO,
Ha €ro B3rasij, 3acayxkuBaso. OH uMea
Ha 3TO IIPaBO — KaK UMEET IIPaBo IIpe-
HogaBaTeAb, OTYUTABIINH CBOU AEKIIHU
crioaHa. B TeuyeHre 6oaee ueM ImoayBeKa
OH OBIA ITpE3X/Ie BCErO HHTEPIPETATOPOM
U IIpOoNaraHANuCTOM TOH My3bIKH, YTO ObIAa
3alpelleHa UAU «04€Hb HeXXKeAaTeAbHay
B CoBerckoMm Coroze. CrpaBuHcKUil u Opd,
Bpurten u [IyAeHK ITOAYYHAH HIAHC OBITH
BCEPBE3 YCABIIIIAHHBIMU B CTPaHEe UMEHHO
c ero noga4du. baarogaps ero sHepruu
cocTodAach npemMmbepa onepsl «Hoc»
[llocTrakoBHUYA; OH HEPBBIM HUCIIOAHAA COYH-
HeHus Aabppena llautke. OH paboraa
CO MHOTHIMH OpKeCTpaMH: HadyaB B ABa/l-
IaTh AET KaK 0aaeTHBIH nupuxkeép BoabIoro
TeaTrpa, OH He pa3 BO3BpalllaACd Tyaa Kak
OUPUKED OIEPHBIH, B TAYOOKO COBETCKHE
ronpl corpyaaudas ¢ CHM(QpOHUYECKUM
opkectpoMm BBC u Berckum cumponu-
4YEeCKHM OPKeCTpPOM. Ero KHUTH 0 My3BIKE
OBbIAM 3aXBaTHIBAIONINM HHTEAACKTYaABHBIM
YTEHHEM; OH COYMHSIA U CaM — OJHUM
U3 TAAaBHBIX OIIYCOB CTaAa OpaTopud
«3amoBeTHOE CAOBO PYCCKOMY Hapoay»
Ha caoBa Aaekced Pemu3soBa. B nocaenHue
roApl €ro UHTEPIIPETALIUU CTAHOBUAUCH
Bcé Ooaee MeIAEHHBIMH, BCE Doaee CKPy-
IyAE3HBIMHU — OH OyATO IIPU3BIBAA ITyOAUKY
BCAYHINBaTbCH B KaxKAbIH 3ByK U BAYMBI-
BaThCd B Hero. IlocaeiHUN KOHIIEPT COCTO-
sdAcs Ton Hazal, U PoxknecTBeHCKUY BbIOpaa
nag Hero Bropyro cuMmdoHnio YaliKoOBCKOTO.

Farewell to Professor

RussiaAN coNDUCTOR GENNADY ROZHDESTVENSKY HAS

DIED AT 87 IN Moscow

Anna GORDEYEVA

ome great conductors are leaders, some

are priests. He was a teacher. Not only

because for more than forty years he
was teaching young conductors at the Moscow
Conservatory. That was how he treated
the public: to put knowledge into heads, to
present material correctly. Long before fashion
of public lectures, he turned his concerts
into lectures — with enthusiasm talked about
music, and not at the level of “a composer
was born in the year of... and died in the
year of...”, but about secret meaning of works
and strange destinies. Also like a teacher he
treated not only musicians of orchestras he
worked with, but also theatres’ managers that
periodically caused some problems.

He could break a contract with a theatre,

if in his opinion the director of the play did
not understand the essence of the work and
staged it “backwards.” He could cancel his
participation on the eve of a concert due to
the fact that organizers did not print his
name on tickets. In 2000, after receiving
an invitation to head the Bolshoi Theatre,
he began by removing the most successful
ballet “The Pharaoh’s Daughter” from the
theatre repertoire only because the music of
the 19th century’s court composer Cesare
Pugni was below symphonic standards. And
all showdowns associated with his name
happened because he felt that his opponents
did not respect the Music well enough and
did not k?_ow it well enough.

That is how he tested the society - and
gave it bad marks if in his opinion it deserved
it. He had every right to do this - like a
teacher who had given lectures to the full. For
more than half a century, he was primarily
an interpreter and propagandist of the music
that was banned or “very undesirable” in the
Soviet Union. Stravinsky and Orff, Britten and
Poulenc got a chance to be heard seriously
in the country thanks to him. His energy
contributed to the premiere of “The Nose”
opera by Shostakovich; he was the first one to
perform works of Alfred Schnittke. He used
to work with many orchestras - at the age
of twenty he began as a ballet conductor for
the Bolshoi Theatre, and later he repeatedly
returned there as an opera conductor; in
Soviet times he collaborated with the BBC
Symphony Orchestra and Vienna Symphony
Orchestra. His books on music were exciting
intellectual reading; he wrote music himself
- one of his main works was the oratorio “The
Reserved Word to the Russian People” to the
words of Alexei Remizov. In recent years, his
interpretations have become increasingly slow,
increasingly scrupulous - he seemed to call
the public to listen to every sound and ponder
it. The last concert took place a year ago, and
Rozhdestvensky chose the Second Symphony
of Tchaikovsky for it.

No2 201




IN MEMORIAM

Mama.doc

Onvea OYKC
@domo Oneea KAPACOHA

Hagaae 0b140 CaoBo. TouHee — Ibeca
Muxaunaa YrapoBa «'oayOm», KoTOopas
nonaaa B pyKu Eaene I'peMuHON
Ha PELEH3HI0,— U OJJHAa POACTBEHHAad Ayllla
y3HaAa APYryoo POACTBEHHYIO Aylly. [ToToMm
OblAa IIOYTH YETBEPTDH BeKa CeEMeHHOMN
JKU3HU, Ha4aBIIIadcd C «pOMaHa TEKCTOB,
C CBIHOBBSIMH OT IIPOIIABIX OpaKoOB B 06IIIHM
«pebEHKOM» — IIIeCTHAAIIATUACTHUM TeaTpoMm.
doc. I TOABKO COPOK IISITH [HEH [IOPO3Hb!
1 anpeass ymep Muxawua Yrapos, 16 masa
BcAe[ 3a HUM yuiaa Eaena I'pemuHa.
OTneBasu €€ B TOM K€ XpaMe
KuBonauaabpHOM Tpounb! B Xoxaax, Ie IIOA-
TOpa Mecdlla Ha3a[ IIPOCTUAUCE ¢ MuxanaoMm
YrapoBbIM,— IO/, IIIyM IPOAUBHOI'O JOXKIAS
U I1AY CTApoy HAHU EAeHbl AHATOABEBHBL.
U ecau nmepBad U3 3TUX CMepTeH BhI3bIBaAA
4YyBCTBO HEIIOIIPABHUMOM U HPEXKAEBPEMEHHON
yTpaThl, TO BTOpas IpuaaBHUAa €Ile U YyB-
CTBOM HEBBIHOCUMOM BUHEIL. «MbI KaxKabIH pas
y0exkmaeMcsl, 4TO CMEPTH I00eK NAeT KU3Hb, —
CKa3zaa Toraa orer AAeKced YMUHCKUM. —
Ho ceromug MbI BUAVM, KaK AFOOOBE ITOOEK-
OaeT cMepThr. [Ipy3bd U IIOKAOHHUKHU TeaTpa
3a CYTKH cobpaAu OTPOMHYIO CYMMY, YTOOBI
u Ha 3eMAe (TpoeKypoBCKOM KAaaA0HIIE) 3TH
[BO€ HaBCETIa OCTAAUCE BMecTe. A yK Hebo
He IIOABEAET.
B eé nceBOoHUME BCTPETHUAUCH ABE
caMble PofHble (PaMHANH — OTIIA, AHATOAUS
I'pebueBa, u matepu, l'aanasl Munganze. [1o4b,
cecTpa, XeHa U MaTh JpaMaTyproB (AHATOAUS
I'pebreBa, Arekcannpa Munnanze, Muxanaa
YrapoBa u AaekcaHapa PoguonoBa, cCOOTBET-
cTBeHHO), EaeHa ['peMnHa Bcerna uMeaa B 3Tol
OpaMaTyprudecKod IUHACTHH CBOH 0COOBIH
roaoc. Eé niece! mau B Tearpax uM. IlymmkuHa,
EpwmoaoBoii, CranucaaBckoro (MockBsa),
KommuccapskeBckoit (Cankr-Ilerepbypr), Omcka,
Capancka, HoBocubupcka, KpacHosgpcka.
B Hux urpaau u coBceM 0HbIE «(POMEHKI,
u ['aanHa BulltHeBcKasd, TOABKO YTO OCTa-
BUBIIIAa4 OIEPHYIO CLIEHY B CAMOM PacCLBETE
CAABBI. YIIPYTHUE UHTPUTH, OCTPBIE CIOXKETEHI,
MacTepCcKue nuaoru Eaensl I'pemuHoMl
YKPaCHUAH MHOT'HE POCCUMCKHUE CEPHUAABL:
«[leTepOyprckue TafiHbh, «ATBIOTAHTHI AIOOBHY,
«T'puariatuseTHUe», «\F0OOBb Ha patioHe».
Ho Bcé aT0 — MacTepoBuTast BocTpebo-
BaHHOCTH B IPO(PeCCHOHAABHOM TeaTpe,

MUT-MH®O N2 2018

Enena I'pemura

OTHOCHUTeABHas (PHHaHCOBad HE3aBHCHMOCTD
Oaaromapsi TeAEBHIOEHUIO — TOYHO OBIAO TEMHU
4acTIMU PaKeThbl, KOTOPbIE HECYT TOIIAUBO
U CcroparoT B arMocdepe, YToObI BEIBECTH
Ha OpOUTY TOAOBHYIO YaCTh KOCMHYECKOI'0
KOpabAsi: MaACHBKHH ITIONBAABHBIN TEaTPUK,
IIOCMEBIIIHH ITIOBEPHYTHCA AHUIIOM K pe€aAb-
HOCTHU KaK TaKOBOH, HE UIla aAAIO3UN

U HaMEKOB B KAACCUYECKOH ApaMaTypruu.
K peaabHOCTH CeromH4IIHEN, HO U UCTO-
PHUYECKOH TOKe, OT3bIBAIOIIENCS B CETOI-
HAIITHEM JHE, OCTaBIIeHCcd B apxXxuBax

U JOKYMEHTaX, B KOTOPbIX EaeHa I'peMuHa
4epliasa HacTodlllee BAOXHOBeHMe. V3 aToi
CTPaCTH K UCTOPUHU BO3HUKAA €€ repBad
IocTaBA€HHAad Ibeca — «Pycckoe 3at-
meHue» («/Ileao KopHeTa O-Bav). Y mpocaas-
A€HHad Ibeca «3a 3epkasoMy, rie [aauHa
Bumnaesckagd ceirpasa Ekarepuny Bropyro.
U yHUKaABHBIH CIIEKTAaKAb O TpHUyMde

u Tpareauu KamepHoro rearpa, HocTaB-
AeHHBIM EBrenuem ITucapeBbIM K €ro CTo-
aetuio (I'peMuHa He mpuIrcasa ot cedst

HU CAOBAa, YTOOBI II0KA3aTh CTPALIHYIO
prdMy OTHOIIEHUH HCKYCCTBA U BAACTHU
Torza U ceronHsy). Y, KoHEYHO, JOKOBCKHE:!
«BesyMmHoe mmyTerecTBHe 3a CBATBIMU
JapaMi» — O HEIIPEKAOHHBIX, HETIOAKYITHbBIX
cTapoobpsalax, Ipororone ABBakyMe,
bogpriae Mopo3oBoii u npyrux; «Kparkas
HCTOPUL PYCCKOI'O HHAKOMBICAHS», OCHO-
BaHHag Ha TekcTax XVII-XX BeKkoB;
«[IpaBO3aIUTHUKM» (CIIEKTAKAB, OTYaCTHU
IIOZICKA3aHHBIN '€ HUEM MeCTa — HEIIOAAAEKY
ot KazénHoro niepeyaka, TpeTbeH IIPOIUCKU
Tearpa.doc, xxua norrop Pénop 'aas, muoro
COeAaBHUINE OAS TOTO, YTOOBI OOAETYHTDH
JKU3HBb 3aKAIOUEHHBIX B ITapcKoit Poccun).
Uan «150 mpuyuH He 3alUIIATh POAUHY» —
3a Naru@UCTCKOR Apa3sHUAKON BOEHKOMATOB
B Ha3BaHUU CKPbIBAETCH UCTOPHUSL O IAJCHUU
KoncTaHTHHONOAS (CIIEKTAKAB OKPECTUAN
BepOaTHMOM M3 IATHAAIIATOrO BeKa C IIO/I-

AMHHBIMH CTHXaMHM cyaTaHa MexmeTta
dPatuxa u cyduiickoro roara FOuyca Ompe)
U 0 Ky4e IIPUYHH He OpaThbCd, IIpeaaTh,
U3MEHHUTH, MUMHUKPHPOBAaTh, OTKa3aThCs

oT caMoro cebsi, YTOOBI BBIKUTE... U ANYHBIX
pEeUIeHUAaX IIOUTH Ha 3aB€IOMO IIPOUTPAHHOE
[IEAO, & 3aTE€M U Ha CMEPTD, YTOOBI OCTATHCS
coboii. Bcerna xuBéT HaeK1a HA YMHBIX
poaouTeaey U yUUTeAeH HCTOPUH, KOTOPbIE
IIPUBENLYT CIO[a CBOMX B3POCAECIOIIUX AETEH-
YYEHHUKOB, U X 000KKET 3Ta narékas

U Takas 0AM3Kas IIpaBia.

Ho yumuTteas ucTopuu ele U npernofamT
o0IecTBOBeIEeHUE — CTPAHHBIN IIPEIMET,
Oaarozmaps KOTOPOMY FOHBIHM I'pakJaHUH
J[OAZKEH OCBOUTHCS B peaabHOCTH. TeaTp.doc
cocTaBHA €€ aHaMHe3 (y2Ke He BaXKHO, B KAKOM
u3 criekTakael Eaena 'pemrHa Oblaa aBTOPOM
U PEKUCCEPOM, B KAKOM — TOABKO PEXKIC-
CEPOM, HAM aBTOPOM UJEH, UAU KECTKUM
OTPAHIIIMKOM 4y2KOI'0 TEKCTa — OHHU BCE
IIpoIIAU dyepes e€ pyKH). CTpalllHbIH, TaK KakK
0TPasHA BO BCel KpaHOCTH 00IIIeCTBEHHOE
pasobienue, «CeHTs0pb.doc» 0 6ecAaHCKHUX
cobrITHgax u «HoBast AHTHUTOHa» 0 cyie Ha bec-
AQHCKVMH MaTepsMU, TPeOYIOIIUMHU CIIpaBe/I-
AWBOro pasbupareAabcTBa. «Jac BoceMHaaIaThb
o cMepTH Cepresa Maruurtckoro, <boaroTHOE
JEAO»... A PSIIOM — COITMOAOTHYECKHUH, UCCAEO-
BaTE€ABCKHUH U, €CAU XOTUTE, YHUCTO KEHCKUH
HHTEPEC K TOMY, YTO IIPOHCXOAUT B 3TOM
oflIecTBe C TaK Ha3bIBAEMBIM «<MAaA€HBKUM
4EeAOBEKOM», HHTEPEC K KOTOPOMY BCETIa
ObIA BaskeH JAs DOABIIIOr0 PyCcCKOro ITuca-
Tead («PasopBuTE Hallly CBS3b» O Tpareguu
yCbIHOBA€HUS, ([ IpocTUTE U3MeH», I lonaMHHBIE
HCTOPHH KEHIINH, MyKY1H 1 60ros» — pup-
MEHHBIH TPEMUHCKUH «00BEMHBIN» B3TASI
Ha OTHOILIEHUS II0AOB C paKypca ApeBHerpede-
CKHUX MHU(OB).

OHa 0blra B 9TOM TeaTpe TUPeK-

TOPOM, PEXUCCEPOM, ApaMaTyproM, Mere-
HaTOM (3apaboTaHHbBIE HA TEACBHUIEHUHN
[EeHbI'H Bceraa O0bIAN OOABIITNM ITOACIIOPhEM
Tearpy.doc), reHepaTopoM HUIeH, IPOLaIO-
CEPOM HaYMHAIOIINX TaAaHTOB, 3aBX030M,
IOOBIBAIOIINM PEKBU3UT, MYy30H XyApyKa,
KPH3HUC-MEHEKEPOM, ITapOBO30M, TOAKA-
IOIITUM BIIEPEN, COCTaB Pa3sHOHAIIPaBAEHHBIX
BOABb U aMOUIIUH — U KaKOH-T0 BceobIiei
MAaTYIIKOH, KOTOPOH ObIAO IEAO MO KasKIOI'0
N3 CBOUX «JIETEMN.

91 612 B TeaTpe.doc, Korma Tyzma BopBa-
AUCH TaK Ha3bIBaeMble «IIpaBOCAABHBIE
AKTHUBUCTED, IIPUXBATHUB C COOOH TEAETPYIIILY
HTB, co caoBamu: «YOupaTech, MbI TEPIEAU
Bac nBa 4acar. M Korza noauIeickue u AIoau
B IITATCKOM 33ayMYHUBO OPOAHMAN BOKPYT

TeaTrpa, C AIOOOIIBITCTBOM 3aTAsSIbIBAS Yepes
OKHa B MaAIOCEHBKUH 3aA, U NIapaxXHYAUCH,
koraa repoit KoucrantuHa KoxxeBHUKOBa
pacriaxaya (POPTOUYKY ¥ BEIKPHUKHYA IIPO CBO-
0omy,— TaM Urpaasacek npemeepa «BoaoTHOrO
[eAar (Ha caMoM [ieAe, ITbeca IIPo AI0OOBE,
KOrja TBOM My>K4YHWHA CUIUT B TIOPbME,

IIPO TIOPEMHYIO CBaab0y, IIPO KHAOI'PaMMBbI
Pa3BEPHYTHIX OT (PAHTHKOB KapaMeAeK —

B TIOPEMY UX IIPUHUMAIOT TOABKO CAUWII-
ITUMCHI KOMKOM, IIPO THICSIYH MeAOUEH,

U3 KOTOPBIX COCTOUT KU3HBb CUAECABLIEB U UX
0AM3KUX). A Beb 3TO ObIA U €CTh ITIOYTH
eXXenHeBHBIN (DOH cyllecTBoBaHud Tearpa.
doc. ®oH, KOTOPEIH CTAA PAIUAITHOHHBIM
aad Muxauaa Yraposa u EaeHel I'peMHuHON —
IoXKaAyH, IMEHHO OHa IIPHUHIAA €r0 TAABHYIO
no3y. ITo kpalinell Mmepe, UMEHHO €U B OU-
HOYKY (apaMartypra Makcuma KypoukuHa,
KOTOPBIY BBI3BAACH OBITH €€ ITPOBOKATEHIM,
He IIyCTHAH) IIPUIIIAOCE B nekabpe 2014-ro
rojia BblAepzKaThb CTPAIITHYIO BEIBO-

AOYKYy B MUHKyABTE, C KOTOPOTO Hada-

AUCH CGKHUAUIIHBIE» U IIPOYHe IIPOOAEMBI
TeaTpa (OHU IPOAOAXKAIOTCS U IO cell AeHb —
B ceHTa0pe BKOHEI] OCUPOTEBIIIHH TeaTp
BBIHYZKJIEH BHOBBb BBICEASITECS U UCKATh
IIOMEILIEHHE).

Eaena I'pemuHa ymepaa B TOT IA€HB,
Korza Hadaa 0eCCpPOYHYI0 T'OAOIOBKY KHHO-
pexuccép Oaer CeHIIOB, I'epoii OTHOTO U3 eé
TIOCAETHUX CIEKTaKAeH «BoiiHa 6AU3KO»

O TOM, KaK Y€AOBEK 10 IIOCAEHETO LEIIAL-
eTcd 3a HaAeX Ay, YTO MOPOK U MpaK BCe-
ob1tet 6enpl 000HAET €ro CTOPOHOH, Tepdas
IIPpH 3TOM APArolleHHOE BPEM, U O TOM, KaK
AETKO PBYTCS, Ka3aA0Ch Obl, caMble IIPOYHbIE
4EeAOBEYECKUE CBA3HU. A 4acCTh, IIOCBAIIIEHHAS
CeHII0BY,— IPaKTUYE€CKU IOPUANYIECKUN
AuKOe3, KOTOPBIH JOKYMEHTAaABHO BOCIIPOU3-
BOIUT 3TO IINUTOE O€ABIMH HUTKaMHU yIo-
AOBHOE JIEAO.

«PeaABPHOCTB He MOXKET OBbITH CTPAIIHOH,
PeaApHOCTB BCera MHTepeCHa», — YABIOASICE,
cpe3asa EaeHa AHaTOoABEBHA OOWH U3 MOUX
«TParu4ecKHx» BOIIPOCOB B UHTEPBBIO
0 IIIKOABHBIX IIporpammax Tearpa.doc.

U crana pacckasslBaTh, KaK BOCITUTHIBAET
MaA€HBKYIO BHYYKY: €CAH Ta, IIO-AEeTCKHU
Pa303AUBIINCEH Ha YTO-TO, pa3gBUrasa rpa-
HUIIbI IO3BOAEHHOT0, TO IT0AyYaAa B OTBET:
«91 ToxKe Tebs1 AToOAIOr. KaskeTcs, TOABKO
TaKOM OTBET U ObIA OAd HE€ eIMHCTBEHHO
BO3MOXKHBIM: TEPIIEHHUEM — Ha arpeCCHIO,
IIPOCBELIEHNEeM — Ha Mpakobecue, ITIAaHOM
b (B, I..) — Ha 3amIpeT, COYYBCTBUEM —

Ha paBHOAYyLIHe, CBOOOIOH — HA yIpo3y,
AIO0OOBBIO — HA HEHABHUCTD.
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IN MEMORIAM

Mama.doc

Olga FOUX
Photos by Oleg KARLSON

play by Mikhail Ugarov “Pigeons”

came into Elena Gremina’s hands
for a review - and a soulmate recognized
another soulmate. Then there was almost
a quarter of a century of family life
that began with “a love story of texts”,
with sons from former marriages and a
common “child” - the sixteen-year-old
Teatr.doc. And only forty-five days they
were apart: on April 1, Mikhail Ugarov
passed away; on May 16, Elena Gremina
followed him.

Her burial service took place at the
same church of the Life-Giving Trinity
in Khokhly, where they said goodbye
to Mikhail Ugarov a month and a half
ago, to the sound of torrential rain and
lamentation of Elena’s old nurse. And if
the first of these deaths caused a sense

I n the beginning was the Word. The
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of irreparable and premature loss, then
the second also crushed by feeling of
unbearable guilt. “Every time we are
convinced that death defeats life,” Father
Aleksey Uminsky said then. “But today
we see how love defeats death.” Friends
and fans of the theatre during a day
collected a huge sum of money for the two
of them to stay together forever on earth
(Troyekurovskoye cemetery).

In her pseudonym met two own
surnames: of Anatoly Grebnev, her
father and Galina Mindadze, her mother.
Daughter, sister, wife and mother of
playwrights (Anatoly Grebnev, Alexander
Mindadze, Mikhail Ugarov and Alexander
Rodionov respectively), Elena Gremina
always had her own special voice in this
drama dynasty. Her plays were staged at
theatres of Moscow, St. Petersburg, Omsk,
Saransk, Novosibirsk, Krasnoyarsk.

Elena Gremina found real inspiration
in reality of today, but also in historical
one, which was reflected today, left in
archives and documents. From this
passion for history emerged her first
play “Russian Eclipse.” And her famous
play “Behind the Mirror” with opera diva
Galina Vishnevskaya as Catherine the
Great. And, of course, those of Theatr.
doc. Terrifying “September.doc” about
Beslan events because it reflected social
separation in all extremes, and “The
New Antigone” about litigation against
Beslan mothers, who demanded a fair
trial. “One Hour Eighteen Minutes”
about Sergei Magnitsky’s death,

“The Bolotnoe Square Case” ... And
alongside, sociological, scientific and
even purely feminine interest in what is
happening to the so-called “little man”
in the society, this interest has always
been important for any great Russian
writer (“Break off our connection”
about tragedy of adoption, “To forgive
infidelity”, “The true stories of women,
men and gods” — Gremina’s view on
the relationship of genders from the
perspective of ancient Greek myths).

At this theatre she was a theatre
manager, a director, a dramatist, a
philanthropist (money earned at TV has
always been a great help to Teatr.doc), a
generator of ideas, a producer of talent
beginners, a supply manager obtaining
props, a muse of the art manager, a crisis
manager, a pusher of a combination of
different wills and ambitions - and some

kind of a universal mother, who was
dealing with each of her “children.”

I was at Teatr.doc when so-called
“Russian Orthodox Church activists”
burst into with the NTV channel group,
with the words “Get away, we’ve been
patient with you for two hours.” And
when policemen and people in civilian
clothes were wandering silently around
the theatre, looking with curiosity
through the windows of a tiny room and
frowning when Konstantin Kozhevnikov’s
character opened the window and cried
out about freedom. And this was and
is almost daily background of Teatr.
doc’s existence. The background, which
became radiation for Mikhail Ugarov
and Elena Gremina - perhaps, it was she
who received the main dose. It was she
alone (the playwright Maxim Kurochkin,
who volunteered to accompany her, was
not allowed in), who in December, 2014
had to endure a terrible scolding at the
Ministry of Culture, and since that time
the “housing” and other problems of the
theatre began (they continue today: in
September the orphaned theatre is forced
to move out again and look for premises).

Elena Gremena died on the day
when the film director Oleg Sentsov, the
hero of one of her recent plays began
his indefinite hunger strike; “The War
Is Near” is about how a person hopes
till the last that darkness and gloom of
the universal misfortune will pass him
by, while losing precious time, and how
easy it is to break the strongest human
connections. And a part dedicated to
Sentsov is practically a legal educational
program, which documentarily
reproduces the criminal case against him
which is too thin.

“Reality can’t be terrible, reality
is always interesting,” Elena Gremina
answered one of my “tragic” questions
in an interview about school programs
of Teatr.doc. And she began to tell me
how she was bringing up her little
granddaughter: always saying to her
“I love you too” in reply to the latter’s
outbursts. It seems that only such
answer was the only possible one for her
- patience to aggression, enlightenment
to obscurantism, plan B (C, D ...) to
prohibition, sympathy to indifference,
freedom to threat, love to hatred.
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MezxkayHapoAHbIH AeHb TaHUA — 2018

29 anpeasa, 2018

KyOa. I'aBana. I'paH-TeaTpo

Mt

¥ {
Anucust AOHCO z f‘-‘?ﬂ' |

3TOT I00MAEHHBIN o/ Ipa3fHOBaHIeE
B,ELHH TaHIla IPOXOAHAO B CTPaHe,

rae BCé UMeeT IIpaBO Ha POACTBO
C TaAHLIEM, I'ZI€ BCE ABIIIUT U JKUBET TAHIIEM.
[loTpacaromaa KpacoTod U HEIIOCPEACTBEH-
HOCcTEIO Kyba mpuHHMaAa BEICOKHUX MOCTeH
C IIITH KOHTHHEHTOB. llepeMoHus Ipoxo-
[OuAa B AeTeHaapHoM [‘paH-TeaTpo, Ha ero
HUCTOPUYECKOH CILIEHE, T1I€ KOIAa-TO BBICTY-
nmaau AHHa [laBaoBa, Kapaa ®pauuu, Matia
ITaucenkada... Ceronus BoabIo#t TeaTp
laBaHBI HOCHUT M4 CO30aTEABHHUIIBI HAIIH-
OHAABHOI'0O KAACCHYECKOI'0o baseTa Aancuu
AnoHcO, KOTOpas, HECMOTPS Ha ITOYTEHHbBIN
BO3pAacT, BCer/a B IIEHTPE TaHIIeBAABHBIX
coOpITHi. 29 anpeas [Tocoa mobpoit Boan
IOHECKO 98-aeTHaa Aaucus AAOHCO IIPH-
BETCTBOBaAa apTHCTOB U MOYETHBIX roCcTeH
caoBaMU 00 0cob0# poOAM AFOGHIMOTO HCKYC-
CTBa AAd €€ POMHON CTPaHBI:

«KyOMHCKUY Hapoa — TAHIIYIOUIHHE Ha-
poalb U B aToM Beankasa npaBaa. TaHell nas
KyOHHIIEB ObIA, €CTDb U OyZeT ecTeCTBEH-
HBIM U CHHOHTAHHBIM IIPOSIBAEHHEM HX AyXa
u Teaa. IMEeHHO ITO3TOMY MBI JOCTUTAU
BBICOKOT'O YPOBHS XyI0XKECTBEHHOTO TaH-
I1eBaABHOI'O JBUKEHHSI, KOTOpPOE 3aHUMAaeT
HCKAIOYUTEABHOE MECTO B HAIITMOHAABHOH
KYABTYPE U IIOAVYHUAO IPHU3HAHHNE Ha MEX-
OYHapOOHOM YpPOBHE. OT0O 00BACHSIET 0CO-
OyI0 BasKHOCTE pellleHHs MekayHapogHOTO
HHCTHUTYTAa TeaTpa IpH IoA0epPKKE

MUT-MH®O N2 2018

IOHECKO o BvIOOpe cToauns! KyOnl B aTOM
Oy MECTOM TAaBHOTO ITPa3JHOBAHUS
MexxyHapOOHOTO AHS TaHIIA — IPa3aHUKA,
IIOCBLIIEHHOTO BCEM, KTO XKHUBET pagy 3TO-
I'0 UCKYCCTBA U cpazkaeTcsd 3a HEero».

H3 OOpamenus
I'eHepaABHOT' O AHpPEKTOpPA
IOHECKO Onpu A3yaan

II0 CAy4Yar npa3aHOBAHHSA
Mex{nyna OAHOI'O AHA
TaHua B 'aBaHe 29 alpeasi
2018 roaa

«..C 1982 roma MUT kaxkaplii rog oTMe4YaeT
MexnyHapoaHbI# AeHb TaHIla U, Oaaromaps
€My, IIEHHOCTHU U IIPUHIIUIIBI XYI03KECTBEH-
HOT'0 HacAeus. OTO IPUHITHUIEI CBOOOIbI:
cBODOOIBI TEAQ, CBOOOABI ABUXKEHH, CBOOO-
OBl HaMepeHu#i. A Takke cBoOoakl oOMeHa
U OOILIIEHUA: TaHell O0beMUHSIET AIOEH,
BOCCOEIUHSIET B OMHUX U TEX XKe pPUTMax,

c Toii 3xe Xopeorpadueii, BEI3bIBasI 00IIIe
3MOINHU. DTHU IIEHHOCTU YHUBEPCAABHBI:
A3BIK TAHIA — 3TO SI3BIK T€Ad, KOTOPOMY

He HY>XHBI CAOBA, OH ITPEBBIIIE IPUHATBIX
SI3BIKOB, COITUAABHOTO TTOAOXKEHUSI, TIOAUTH-
4eCKOM M HallUOHAABHOM PO3HU...

...TaHen — ApeBHeEe UCKYCCTBO Pa3HOO-
Opa3HbIX (pOPM, CBHAETEABCTBYET O TBOpPUE-
CKHUX CIIOCOOHOCTSAX U U300peTaTeAbHOCTH
gyeaoBeka. [loaromy FOHECKO ctpemutca
COXpaHATh U pa3BUBaTh ero. Penkue u Ha-
XOASNINeCs IO YIpo30i NCYe3HOBEHUS
TaHIIbI ObIAM BKAIOYEHELI B CITHCOK HEMAaTe-
pUaABHOT'O KYABTYPHOT'O Hacaenus. Ha-
IpUMep, TaHeIl UICYKYyTH obiinH Ucykxa
u Npakxo B 3ananuoit Kenuu; Tpu Buga
TpagunonHoro TaHia baau B UHgoHE3UY;
My3bIKa U TaHell Hapona Hammnapa B Boau-
BUH U COITMAABHBIN TaHell KolladKkaTa ceaa
[pamue B Pecnybanke MakenoHus.

Beaukas amepuKaHCKas TaHIIOBIIHUIA
u xopeorpad Maprta I'pam roBopuraa: «Be-
AUKHE TAHIOBHIUKH IBASIOTCS TAKOBBIMU
He 6aaromapsi cBoel TeXHUKe, HO Oaaromaps
CBOEH cTpacTw». B 3TOT MeXAyHAPOAHBIN
npa3nHuk FJOHECKO mHazneeTcd, 4To CTpacThb
K TAHILy BOCTOP3KECTBYET CPEIU AIOOUTE-
Ae#i ¥ TPOoPeCCUOHAAOB U IPEBPATHUT ITOT
neHb B [aBaHe, 0Opas31ioBoM ropoje TaHIa,
U BO BCEX APYTUX ropofiaxX MUPA, B I€Hb UC-
THUHHOTO HUCKYCCTBa».

INTERNATIONAL DANCE DAY

International Theatre Day — 2018

29 April, 2018

Gran Teatro de La Habana, Cuba

This anniversary year, the celebration
of International Dance Day has
taken place in a country where
everything has the right to be related to
dance, everything breathes with dance and
lives with it. With stunning beauty and
openness, Cuba welcomed distinguished
guests from five continents. The ceremony
took place in the legendary Gran Teatro,
on its historical stage, where Anna Pavlova,
Carla Fracci, Maya Plisetskaya used to
perform... Today Grand Theatre of Havana
is named after Alicia Alonso who is the
creator of the national classical ballet,

and despite her venerable age, is always

at the heart of dance events. On April 29,
Ambassador of Good Will of UNESCO, the
98-year-old Alicia Alonso greeted artists
and guests of honor talking on a special
role of her beloved art for the homeland:
“The Cuban people are a dancing people!”
How much truth that affirmation contains.
Because dance has been, is and will be,
for the Cuban people, a natural and spon-
taneous expression that springs from the
depths of their spirit and their bodily real-
ity. This is why we managed to consolidate
a scenic dance movement that occupies an
exceptional place in our national culture
and reaches an undeniable recognition on
a world scale. This explains the special
importance that it has for us that the In-
ternational Theatre Institute (ITI), with the
decisive support of UNESCO, has chosen
the Cuban capital this year to celebrate

its central act for the International Dance
Day, a celebration that for years has ex-
alted all those who live and fight for this
expression of art and life.”

Message from the Director
General of UNESCO Audrey
Azoulay, on the occasion of
the International Dance Day
— Havana, 29 April 2018
“...Since 1982, the International Theatre
Institute has celebrated the International
Dance Day every year, and with it, the
values of this ancestral art. They are
values of freedom: freedom of bodies,
their movements, their inclinations.

They are also values of sharing and

communion: dance brings together,
reunites, with the same rhythms, around
the same choreographies, arousing
common emotions. They are still values of
universality: the language of dance is that
of bodies, which dispenses with words,
which is established beyond particular
languages, social positions, national and
political differences...

... Dance is an immemorial art of
innumerable forms, testimony to human
creativity and inventiveness. This is why
UNESCO is committed to its preservation
and enhancement. Rare or endangered
dances have thus been included in the
Intangible Heritage of Humanity. Examples
include the Isukuti dance of Isukha
and Idakho communities in western
Kenya; the three kinds of traditional
Bali dance in Indonesia; the music and
dance of Yampara culture in Bolivia; or
the kopachkata, a community dance in
the village of Dramche in the Republic of
Macedonia.

The great American dancer and
choreographer Martha Graham said: “The
great dancers are not great thanks to their
technique, but thanks to their passion.”
On this international day, UNESCO hopes
that passion for dance will triumph,
amateurs and professionals, and make
this day, in Havana, city of dance par
excellence, and in all the cities of the
world, a day of exceptional art.”
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O6Opamenue K MexxayHapoaHoMy AHIO TaHuIa 2018. EBpona

Oxan HaxapuH (U3pauab)

TaHeu — 9T0 CyILIeCTBOBaHNE B KOHKPET-
HOM MOMEHTe€, KOIJla IIPUCAYIIIHBAEIIHCS
K CBOMM OILYIIEHUSM U ITUTaeIb UMH
CBOH 4yBCTBa, hopMy U comepxkanue. [Ipu
3TOM BCerya HaJo IIOMHHUTD, OTKYLA MBI ITPO-
n3omau. Korma MeHs cripaiinBaloT, 0 4é€M 3Ta
paboTa, 4 CHadYaAa 0TBeYalo, YTO OHA cama O
cebe. O TOM, KaK OTIEABHBIE 3AEMEHTHI CO3-
[AI0T HUTH [10BeCTBOBaHUS. TaHIIeBAABHBIN
paccka3s 0 MOIIH, HE3KHOCTH, B3PbIBHOH CHAE.
OO0 uccaeioBaHUHN IBUKEHUS], OPraHU30BaH-
HOCTHU U cTpyKType. Hacmerke Ham cobo,
OUHAMWYHOCTH, [IPEYBEANYEHUH U 3aHUXKE-
HUHY, B3aUMOCBS3H YIOBOALCTBHS U YCUAUS U
cybanmanmu 6e3yMusd, CTPacTy U paHTa3uU
TAHIIOBIINKA B 4€TKYI0 popMy. B ayumrem
CBOEM ITPOSIBACHHUHU TaHeI] MOXKEeT OBITEH BO3-
BBIIIIEHHBIM, JaXKe eCAH OH JaA€K OT COBep-
meHcTBa. Hamo mpoTUBOCTOATE KOHCEpBa-
TUBHOMY OOIIEIIPUHSITOMY MHEHHUIO O TOM,
4TO0 BCE 3aBUCHUT OT TAHIIEBAABHOr0 06pa3o-
BaHUd U 00y4YeHUs, U 0TKA3aThCs OT CTApPhIX
une BoO M4 HOBBIX, KOTOpBIe Aydiie. U Bcer-
[a IIOMHUTB, YTO HaJ0 TAHIIEBATH IIOHEMHOTY
KasKbIY¥ NeHb, U HUKOIA — IIepe/l 36 pKaAAOM.

Twelve by Acosta Danza

Buorpacdusa - Oxan Haxapun (U3pauasb)

OXAI HAXAPHH - xopeorpad, XyZI0KeCTBEHHBIH PYKOBOANUTEAD TaHIIEBAABHOH
Tpynnsl «Batsheva Dance Company», co3gaTeAb TaHIIEBAABHOTO ABHXKEHUS «['aran.
Ponmaca B 1952 rony B kubyiie Mu3spa (M3pauas), 6614 npuHaT B Batsheva Dance
Company B 1974 roxy, HeCMOTps Ha HEAOCTATOYHYIO IIOATOTOBKY. B mepBEIi roz 06-
YUeHUS IIPUTAAIIIEHHBIN Xopeorpad Mapra I'pam nmpemaokuaa emy paboTy B cBoel TaH-
1ieBaAbHOM Tpyme B Helo-Mopke. Tam xxe Haxapus B 1980 romy mompo6oBas CBOM CHABI YK€
B KadecTBe xopeorpada B ctyauu Kasyko Xupabamru... Ero paboTsl 6b1aM IToKa3aHbl B Hbro-
HMopxke u 3a pybexom Tpymnamu «Batsheva Dance Company», «Kibbutz Contemporary Dance
Company» u «Nederlands Dans Theatre». Haxapun paboTaa BMecTe CO CBOel IepBOH KeHOH
Mapu KanzxuBapa, KoTopas ymepaa oT paka B 2001-m. B 1990 rony Haxapus 0b1A Ha3HA4YEH
XYIOKECTBEHHBIM PYKOBOAHUTEAEM TaHIleBaAbHOM Tpynnbl «Batsheva Dance Company» 1 B
TOM K€ TOZLY CO3/IaA MOAOAEKHEBIN aHcaMOAb «Batshevar. C Tex rmop oH rmoctTaBuA 60oaee TPHI-
IHaTH KOMIIO3UITUH OAL 3TUX KOMIIaHUH U Apyrux Tpynn. CoTpyaHUYaA ¢ My3blKaHTaMH, B
TOM 4yHcAe ¢ pok-rpynnoii «The Tractor’s Revenge», ABu Baasean u [lanom MakoBwiM, UBpu
Anpnepom u I'pumett Anxrenbeprom. [lox nceBporuMoM Maxim Waratt counHMA 1 3amucan
MHOXKECTBO CayHATPEKOB. HaxapuH cHHUMaAcs B HECKOABKUX puabMax: Tomepa XefimaHHa
«BHe okyca» (2007) u 6paTtbeB XeiimaHH «Muctep 'ara» (2015). Kpome paboThl Ha cLieHe,
Haxapus paspaboTas HOBATOPCKOE TaHIIEBAABHOE ABUIKeHUE «['ara», TPEeHUHT AT TaHIIOB-
KoB «Batsheva», KoTopoe IIIEPOKO pacpoCcTpaHeHO Ha MEKIYHAPOLHOM YPOBHE KaK JIAS
IpodeCCHOHAAOB, TaK U OAS AloOUTeAed TaHIA. HaxapuH aBageTcd rpaxkaaHuHoM M3pavaa
u CIIIA, B HacTodIllee BpeMd ITpoxkuBaeT B M3pauae ¢ xkeHoit Opu Hakamypa, TaHIIOBIIHITEH
U XyZ0KHHUKOM II0 KOCTIOMaM, U UxX nodepsio Hora.
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INTERNATIONAL DANCE DAY

International Dance Day Message 2018 — Europe

Ohad Naharin, Israel

ancing is about being in the moment.
Dlt’s about listening to the scope of

sensations and allowing that listening
to become the fuel of all feelings, forms, and
content. Yet, we should always remember
where we came from. When asked what my
work is about, I first answer that it is about
itself. About how all of its elements meet to
create its narrative. A dance narrative of
volume, delicacy, the use of explosive power.
The research of movement, organization and
structure. Laughing at ourselves, dynamics,
overstatement and understatement, the
connection of pleasure and effort, and the
sublimation of each dancer’s madness,
passion, and fantasy into a clear form. At its
best, dance can be sublime, even if far from
perfect. We need to resist the conservative
and conventional thinking that has roots in
much of dance education and training, and
let go of old ideas for new, better ones. And
we must always remember to dance a little
every day... And we must always remember to
dance a little every day...and never in front of
a mirror.

Biography — Ohad Naharin (Israel)

OHAD NAHARIN is a choreographer, the Artistic Director of Batsheva Dance
Company, and creator of the GAGA movement language. Born in 1952 in Mizra,
Israel, he joined Batsheva Dance Company in 1974 despite having little training.
During his first year, guest choreographer Martha Graham invited him to join her
own company in New York, where Naharin later made his choreographic debut at
the Kazuko Hirabayshi studio in 1980. For the next decade he presented works in
New York and abroad, including pieces for Batsheva Dance Company, the Kibbutz
Contemporary Dance Company, and Nederlands Dans Theatre. Naharin worked
closely with his first wife, Mari Kajiwara, until she died from cancer in 2001. In
1990, Naharin was appointed Artistic Director of Batsheva Dance Company, and in
the same year, he established the company’s junior division, Batsheva — the Young
Ensemble. He has since created over thirty works for both companies and set pieces
on many others. He has also collaborated with musicians including The Tractor’s
Revenge, Avi Balleli and Dan Makov, Ivri Lider, and Grischa Lichtenberger. Under
the pseudonym Maxim Waratt, he composed, edited, and mixed many of his own
soundtracks. Naharin’s work has been featured in several films, including Tomer
Heymann’s Out of Focus (2007) and the Heymann Brothers’ Mr. Gaga (2015). In
addition to his stagework, Naharin also developed GAGA, the innovative movement
research and daily training of Batsheva’s dancers that has spread internationally
among both dancers and non-dancers. A citizen of both Israel and the United States,
Naharin currently lives in Israel with his wife, dancer and costume designer Eri
Nakamura, and their daughter, Noga.
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MEXOYHAPOOHBIN OEHDb TAHIIA

OOpaireHne K MexxAyHapOoAHOMY AHIO TaHUA — 2018, ApaGCKHe CTpaHbI

dxopaxer dxkepbapa (AuBaH)

IToAymérnoToM oHa FOBOPHUT O CBOEH
TpyIe, cBoéM 6asete. Kopoas cayiraer eé
C TENIAOTOU U MoHUMaHUueM. E€ caoBa BO3-
BpaIllaoT MEeHS K COOCTBEHHBIM MBICASM:
o cebe, 0 TOM, YTO HAIIIE TEAO — 3TO XPaM.
Benp B HEM HauMHaeTCS XKHU3Hb, B HEM KH-
BET Aylla, B HEM K€ CepAlie, KOTOPOE IIPOo-
U3BOAUT AIOOOBB, €ETO MO3T POXKIAET MBICAD,
U 106pO Cco 3A0M OOPIOTCS B €r0 TAyOMHAaX.
Teao BO3HOCUT ABUKEHUE, CyTh XKU3HU, K
camoi BO3BBINIeHHOH ero ¢popme: TAHILY.

MMmaH. BockpeceHbe, 26 aBrycra
A 1979. Kopoas XyccefiH 1 aMepH-
KaHKa apabCKoro nNporuCxOKIeHUS
KopoaeBa Hyp BXOAST B KOPOAEBCKYIO AOXKY
[Bopra KyabTypbl. OBalusa. 3By4aT THMH
Uopnauuu u rumH CIIIA.
TummuHa.
3aHaBeC OTKPhIBAETCH, IBASISI BEAUYUE
APYyToro poja: U3sIIHAasa KEeHIIIUHa CTO-
HUT O4YeHb IIPSMO, B IIAaThe ¢ OAeCTKaMU U
JOAVHHBIX Y€PHBIX ITIepYaTKaxX, OKOAO IPEB-
Hero TpoHa. OHa KAaHsETCHd, OIIyCKasch Ha
TPOH. Cospmaércd BriedaTA€HUE, YTO BCIO JKU3Hb
MAPTA T'POM. OHAa XMAa B HAIlIUX KpadX, OHa TOBOPUT

Buorpadusa - Mxxopaxer [Axepbapa (AuBaH)

OAXOPOAXKET NMEPBAPA — BceMUPHO M3BECTHAS TAHIIOBIIHUIA, XOpeorpad,
IIHcaTeAb, TEAEBeAyIad U negaror u3 AuBaHa. E€ negaroru4ecKuii ombIT I10-
3BOAMA €l 0OCHOBaTh GaseTHYI0 mKoay «Ecole Libanaisede Ballet» B Beitpyre 81964
roay. Ilpomoazkas mpenogaBaTeAbCKYIO AeITEABHOCTD, OHA y4HAa TaHIy B Hartu-
OHAABHOM HHCTHUTYTE U300pa3suTeAbBHBIX HCKYCCTB ((PaKyAbTET APaMaTHYeCKOI'0 HUC-
KyccTBa) AUBaHCKOro yHUBepcureta (c 1966 o 1984 rox) u BrICcTyIIasa C AEKIITUSIMU 10
BceMy Mupy. CeronHs €€ 3HaMEHUTBHIE [TOAyJaCOBBIE AEKITMHM MOXKHO IIOCAYIIIaTh Ha PaaHo
B AuBaHe. Kak xopeorpada [IKopazKeT IPUBAECKAIOT K Pab0Te B CIIEKTAKASIX, MIO3HUKAAX,
IpUTAQIIAIOT Ha TEAEBUAECHUE IAS yIacTHd B hHABMAaX apabCKoro, aMepHKaHCKOrO,
(paHIy3CKOro ¥ apMIHCKOro Ipou3BoAcTBa. OHA IPUHUMAaAA YIACTHE B TEACIIPOEKTAX
HopmaHuuy 1 TaHIleBaAa B CIIEIIMAALHOH ITpOrpaMMe, [IOCBIUIEHHON apabCcKo 110331H,
BIIepBbIE KOTOPYIO IIOKa3aAu elle B 1978 roxny. B nocaenyromue roge! [xopaxket [Ixxkepba-
pa paboTasa YAEHOM KIOPH TE€AEBU3WOHHOM ITporpaMMsl «Studio Al Fan», ranaBHOH 3anadeit
KOTOPOH OBIA IIOMCK HOBBIX TaAaHTOB B AuBaHe. Bca aTa medTeApHOCTD IprHecAa [I3Kop-
et [Ixxepbape U3BECTHOCTE B TaHIIeBAaABHOM Mupe. OHa cunuTaeTcd HOBATOPOM TaHIIA
U [IOIIYASPH3aTOPOM 3TOT'0 UCKYCCTBa B apabCcKoM peruoHe. Hanmpumep, oHa ocHOBaAa
IePBYIO IPO(EeCCHOHAABHYIO TAHIIEBAABHYI0 KOMIIAHUIO B AnBaHe B 1966 rony «Soireesde
Ballets» 1 paboTaaa B Heit xopeorpadgom. Becero uepes nBa rozma oHa ctrasa OCHOBaTeAEM
MexxyHapOogHOTO IIEHTPa TPAAUIIMOHHON My3bIKH U TaHIla B Kapdarerne (TyHuc) B 1968
roay, IpoaoAXKaAa Pa3BHUBATh TAHIIEBAABHOE UCKYCCTBO B apabCKOM perroHe. Takske oHa
aBasieTcd coyupenuteseM OO0benuHeHU TPogeCCHOHAABHBIX apTUCTOB ANBaHa, o6paso-
BaHHOro B 1993 rony. He Tak gaBHO [I2KOpAZKeT 3aHIAACH ITHCATEABCKOH IEATEABHOCTBIO U
KYPHAAUCTHUKOH, cCTara aBTOPOM CTaTel 0 AMBAHCKOM TeaTpe AAS HEMEIIKUX U SIIOHCKHUX
n3naHUH U ABaXKAbl YIOCTONAACE 3BaHUd «[aHIIeBAABHBIN KPUTHK roma» uananus «The
Daily Star». B Hoa6pe 2017 roga oHa onybAnKOBaAa CBOIO IIEPBYIO KHUTY [0 HAa3BaHHUEM
«Entre Deux Pas». Ha mpoTrsaxeHnn MHOrux aet [xkopazxet [Ixkepbapa siBASeTCS aKTUB-
HBIM Y4YaCTHHUKOM MeXIyHapOoAHOrO HHCTUTYTA Te€aTpa, UCIIOAB3YS 3Ty ITAAT(HOPMY OAS
IPOABUIKEHHSI ANBAHCKOI'0 U apabckoro TaHna o Bcemy Mmupy. C 1980 o 2008 ropx 6v1aa
gyaeHoM LlenTpa MUT AuBana, a 3aTeM ero Bulle-IIpe3uieHToM. B 9T0 BpeMst oHa pabora-
Aa cekperapém MexayHapomgHoro KomuteTa o Tauiy MUT ¢ 1996 o 2008 rox u Ob1aa
YAE€HOM UCIIOAHUTEABHOTI'O0 KOMHUTeTa opraHusanuu B 1997 — 2008. B 2011 rony 3a Bkaag B
nesareAbHOCTh MUT 1 ncrioaAHUTEABCKHE UCKyccTBa [IxkopaxeT [Ixxepbapa O6blaa yomocToeHa
3BaHUuA nodétHoro yaeHa MUT.

MUT-MHPO No2 2018

Moé BHUMaHUe Bo3BpalaeTcd K Mapre.

INTERNATIONAL DANCE DAY

International Dance Day Message 2018 — Arab Countries

Georgette Gebara (Lebanon)

Ella y él... siempre by the Lize Alfonso Dance Cuba

mman. Sunday, 26 August 1979. King
A Hussein and American-born Queen

Nour enter the royal box of the Palace
of Culture. Ovation. Jordanian anthem,
American anthem.

Silence.

The curtain opens, to reveal royalty of
another nature: a petite woman standing
very tall in her sequined dress and long black
gloves, an ancient-looking throne by her side.
She bows, smoothes herself onto the throne.

MARTHA GRAHAM

In a half whisper, she speaks about her
company, her ballets. When she comes to the
body, the King before her, a fine sportsman,
listens with warmth and understanding. Her
words carry me to my own beliefs: to me, our
body is a temple. In it life begins; in it is the
soul; in it the heart, that muscle that pumps
love; its brain is the power of thought; good
and evil struggle within its depths. The body
brings movement, essence of life, to its most
sublime form of expression: DANCE.

My attention returns to Martha. As
though she had lived all her life in our part of
the world, she speaks of the sands that come
and go, covering up the traces of invaders.
“THE VOICE OF THE LAND DICTATES WHO
REMAINS” she declares.

Oh yes Martha! we have been here for
perhaps more than humanity remembers.
The sands of our deserts, the waves of our

seas have given our women the graceful and
seductive sway of hips which has travelled

to the farthest confines of Spain. It is said a
poet once exclaimed: “Fa la haramouna Allah
menkom” — “May God not deprive us of you”,
which, once the guttural difficulties of the “h”
was dropped became “falamenko” to finally be
“flamenco.” A true tale? It does not matter, it
may just be a beautiful lie! And are not poetry
and dance two magnificent lies? yet lies that
reflect the DEPTH of human feeling.

Whereas desert and sea gave us
undulating movement, high mountains and
revolt against invaders gave birth to vigorous
male stamping of feet and jumps in rhythms
wild as tempest air. Sword dances and
equestrian choreography accompany them.
Each region over this vast Arab world defined
its own style and colours.

The first expression of dance, however,
was prayer, and the “three religions of the
Book”, as we call them, were born on our
shores. The movements and gestures of prayer
are thus considered a form of spiritual dance.
Their origins may travel back farther than we
can trace, but they are certainly the purest,
oldest and most mysterious expressions of the
human body.

A small wink is due here to pharaonic
dances, to fathom the age of dance in our
region. They were PAINTED in angular style,
but most certainly the actual movements

Ne2 2018 MUT-MH®O

15



16

Ella y él... siempre by the Lize Alfonso Dance Cuba

0 IIeCKax, KOTOpPbIE IPUXOAAT U yXOASIT,
CKpbIBas CA€IbI 3aXBaTYHUKOB. «'oaoC cTpa-
HBI TUKTYET, KTO OCTaHETCH», — TOBOPUT
OHa.

Ha, MapTa! — MbI OBIAY 37IECH JOABIIIE,
4yeM 4eAOBe4YeCcTBO NOMHHUT. [lecku Hammux
IIyCTBIHb, BOAHBI HAIIIUX MOpPEH MpUaasu
HaIIuM JKEeHIITHHaM I'Palllo3HbIH U cobaas-
HUTEeABHBIH nu3rub 6énep. 'oBopdaT, onvH
03T BOCKAMKHYA: «Falah aramo una Allah
menkom» — «/Ia He AUIIIUT Hac ['ocrionnb
ce0bs», 1 KOrzia ropAoBoOi 3BYK «h» ObIA yTe-
pgaH (alamenko» craaso «lamenco»r. [IpaBau-
Bad AU 9Ta HcTopua? He BaxXHO, 5TO MOXKET
OBITEH AWIITE KPACHBOH AOXKEIO... A pa3Be IIo-
33Ud U TaHEIl HE €CTh BeAuKasa A0XKb? U Bcé
ke oHU oTpaxarT 'NYBUHY yeaoBeyeckux
4YyBCTB.

B To Bpemd Kak IIyCTBHIHS U MOpPE JAaAHU
HaM BOAHOOOpa3HbIe ABUKEHHNS, BEICOKUE
ropbl ¥ OYHT ITPOTHUB 3aXBATUYUKOB IIOPOK-
JaAU SHEPTUYHOE ABUKEHHE MY2KCKHUX HOT U
IIPBIKKOB B PUTMe, TUKOM, Kak Oypsi. OHHU co-
IIPOBOXKJAAUCH TAHIIAMH C MeYaMHU U KOHHOH
xopeorpadcdueii. Kaxxabiii peruoH B 00IIHPHOM
apabCKOM MUpPe HUMeeT CBOH CTHAD U IIBET.

[lepBBIM 3HAYEHUEM TaHIlA, OHAKO,
ObIAa MOAWTBA, U «T'PU peAuTruy KHUTH», Kak
MBI Ha3bIBa€M HUX, 3apOAHANCH Ha HAIIIUX
Oeperax. MoAnTBeHHBIE IBUXKEHUS U JKe-
CTBI cUUTAIOT POPMOH AYXOBHOI'O TaHIA.
VX mponcxoxkIeHHe TepsaeTcss B TAyOOKOM
IIPOIIIAOM, HO U II0 C€H AeHb 3TO CaMble BbI-
pasuTeAbHBbIE U MUCTHYECKHE IIPOSIBACHUS
3KCIIPECCHUH YEAOBEYECKOI'0O TEAA.

Heobxonumo ynoMaHyTh TaHell (papao-
HOB, YTOOBI OCO3HATD, KOI/Ia IIOIBUACS Ta-
Hell B HAaIlleM pervoHe. TaHIIOBIIWKY ObIAK
packpalieHbl ocoObIM 00pa3oM, a caMHU IBHU-

MUT-MH®O N2 2018

JKEeHUH ObIAU TAABHBIMU U BEAUYECTBEHHBI-
MU, KakK Boabl Huaa.

C HacTynA€HHEM COBPEMEHHOCTH U IIO-
ABAE€HUEM HHOCTPAHIIEB CTAAU OTKPHIBATD-
Cd CTYAHUHU KAacCHYecKoro 6aaeta U coBpe-
MEHHOT'O TaHIla, U TaHIleBaAbHAas IpaKTHUKa
repemiaa Ha 6oaee BEICOKUH ypoBeHb. OT
IPOCTBIX CEABCKHUX NPAa3aIHUKOB U IE€PUOIU-
4EeCKUX YBECEACHUH B ropoje, TaHell II0MI-
HSIACH Ha IIPo(eCCHOHaABHBIH YPOBEHD U
BOILIEA B TeaTp.

Onuako Bepuémcsa B Uopnanutro. He 06-
palas BHUMaHUd Ha BOMHY, IIPOAOAXKAIO-
uryrocd B AuBaHe, g yoenuaa 10 cTyneHTOB
OTIIPABUTBLCS CO MHOM B AMMaH, 4T0O0BI
YBHUAETH TAHIIEBAABHYIO CTyAnI0 MapThl
I'pam, c HagexxooM Ha MacTep-Kaacc. TaH-
oBIIMK kKoMnaHuu [Tutep CnepAnHT IPOBEA
€T'0 C BJOXHOBEHUEM, U MBI OCTAAUCH OYEHb
JOBOABHBI. ATIAOAUCMEHTBI, HICKPEHHUE
VABIOKH, cepliedHble 00baTHd... Pasymeercs,
g KaK PyKOBOAUTEAD I'PYIIIIbI, BEICTYIIHAA CO
caoBaMu OaaromapHocTHU [TuTepy CriepAnHry,
4eM o4eHb yauBHAa ero. «Bbl 6aarogapure
MEH4? — 970 a noaxkeH 6aaromaputs BAC.
BoT MBI 31€ech: s u3 CIIIA, Bbl u3 AuBaHa,
Hoppanuu u npyrux crpaH. Mel cuaguM ps-
JIOM Ha II0AY ¥ TOBOPHUM Ha O{HOM SI3BIKE».

JeNnCcTBUTEABHO, CUIUM AW MBI Ha IIOAY,
CTOHM y 0aA€THOI'0 CTaHKAa, B3MbIBAEM B
BO3yX, IITYPMYEM I'OPHYIO BEPIIHUHY, CAMO-
3a0BEHHO ITIOKaYUBaeM OeipaMu Ha TaHII-
TIAOIIATKE UAM B HOYHOM KAyOe, Halll I3bIK
obvenuHgeT Hac! [ToroMmy 4To TaHell He
TOABKO BBIPa>*k€HHE 4yBCTB, IIpa3{HOBaHUE
UAU pa3BaedeHHe. TaHeIl — 3T0O yTBEPXKIe-
HUe. [Joka3aTeAbCTBO DoAee KpacCHOPedH-
BoOe, 4eM AI0O0H pa3roBOPHBIH A3BIK, CBHIE-
TEABCTBO TOTI'O, YTO MBI OJHO ILIEAO€.

themselves must have been as fluent and
stupendous as the waters of the Nile.

With the advent of modern times and the
arrival of foreign residents, classical ballet and
contemporary dance studios opened, and the
practice of dance moved to more specialized
levels. From simple rural celebrations or
occasional sophisticated urban social
entertainment, it rose to professionalism and
entered the theatre.

But, back to Jordan. Defying the war
still raging in Lebanon, I risked persuading
10 students to travel with me to Amman to
see the Martha Graham Company, but more
particularly for the privilege of seeking a
master class. Company dancer Peter Sparling
conducted it with enthusiasm, and the

hearty hugs, and of course, as the head of
the group, I said a few words to thank Peter.
He looked at us in utter surprise. “YOU are
thanking ME? It is I who should thank YOU.
Here we came, I from the U.S., you from
Lebanon, from Jordan and elsewhere. We
sat on the floor, and suddenly we were all
speaking the same language.”

Indeed, whether we sit on the floor, hang
on to a barre, fly in the air, stamp our boots
on some mountain peak, whether we wave
our hips lasciviously under a tent or in a
nightclub, our language binds us together! For
dance is not only an expression of feelings, a
celebration, or just entertainment. DANCE IS
A STATEMENT. A statement that says more
eloquently than any spoken language, that we

experience was great. Applause, big smiles, are ONE.

Biography — Georgette Gebara (Lebanon)

GEORGETTE GEBARA is a world-renowned dancer, choreographer, writer,
broadcaster and educator from Lebanon. As a student, she showed early
promise when dancing, and landed many leading roles in classical ballets.
She used her experience in education to set up the “Ecole Libanaise de Ballet”,
a ballet focussed dance school, in Beirut, 1964. Keeping with education, she has
since gone on to act as Professor of dance at the National Institute of Fine Arts (Dramatic
Arts Section) of the Lebanese University (1966 to 1984) and has lectured all over the world.
She has continued to try and reach the masses and carry-on her educational impulses by
giving half-hour radio lectures in Lebanon. As a choreographer, Georgette has worked for
plays, musicals, TV and Film in Arabic, American, French and Armenian productions. For
television, she choreographed and danced on a special programme of recitations of Arabic
Poems for Jordanian TV, which was the first programme of its kind when it broadcast
in 1978. She has since gone on to do further TV work as a jury member for “Studio Al
Fan”, the Number One TV-programme for the discovery of new talents in music, song and
dance, in Lebanon, from 1974 to 1992. All of this has helped cement Georgette Gebara
as a household name in the dance world. She is seen as an innovator for dance in the
Arab region and is a key reason for the enduring popularity of the art form in that part
of the world. Examples of her desire to raise the profile of dance in the Arab world are
numberless. For instance, she founded, and went on to choreograph for, the “Soirees de
Ballets”, the first professional dance company to be based in Lebanon, in 1966. Just two
years later, her desire to spread her inventive approach across the Arab Region was realised
when she became a founder member of the International Centre of Traditional Music and
Dance, based in Carthage (Tunisia), in 1968. She is also a co-founder of the Syndicate of
Professional Artists, Lebanon, formed in 1993. More recently she has turned her attention
to writing and dance journalism. She has authored articles on Lebanese Theatre for
German and Japanese publications and was twice named ’'Dance Critic of the Year’ by the
Daily Star. In November 2017 she published her first book, entitled, “Entre Deux Pas.” Over
the years she has been a stalwart for ITI, seeking to use it as a platform to raise the profile
of Lebanese and pan-Arabic dance across the globe. From 1980-2008 she served as a key
member, and later Vice-President, of the Lebanese Centre of ITI. During this time she also
worked as the secretary of the International Dance Committee of the International Theatre
Institute (ITI), from 1996 to 2008, and served as a member of the organization’s Executive
Council from 1997-2008. In 2011, her contributions to ITI, and to the wider world of the
performing arts, were recognised, when she was made an Honorary Member of ITI.
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MEXAYHAPOOHBIN OEHDb TAHIIA

OOpameHne K MexxaAyHapoAHOMY AHIO TaHUa 2018.

CeBepHana u IOxxHass AMepHKa

Mapuaneaa Boan (Ky0a)

T BOE€ TeAO HaUYMHAaeTCd paHblle Tebd;
3TO MECTO, TZie XPaHSITCS BCe IIPHU-
Hagaexkalye Tede TpagUIUU.

[IpucayminBasiCek K CBOEMY TE€AY B TaH-
Ie, Thl HaYWHAaelllb CABIIIIATE B TAHIIAX HC-
KYIIEeHUd U IIPOCAABACHUS TeAd, IIPHUHAI-
AesKalye TBOUM IIpegKaM U COPOoHYaM.

B cBoéM Teae ThI HOCHUIIE TAHIIBI CBOETO
CIIaceHUs.

ToT, KTO TaHILyeT, COIIPHUKACAETCS C APY-
TUMU AIOIBMH, He Kacasgch UX KOXKH; TaHel]
COIIPHKACAaEeTCs C UX CYIIHOCTBIO U UX 3a-
IaxoM, OH IIPOXOAUT depe3 TAKTHABHBIE 3a-
CAOHBI U CTHUPAET I'PaAHUIIBI MEXKY TE€AaMHU
U HapoJaMHu.

MHe moBeAOCH COIIPHKOCHYTBCS C pas-
HBIMH CTOPOHaMU KU3HU. 9 Buaeaa Oorar-
CTBO U OeIHOCTD, 3eMAHU U AIOZIeH, ITHTae-

MBIX BAACTBIO U IOPYTAHHBIX BAACTBHIO. Mos
paboTa — 3T0 PACKOIIKHU B IIOUCKAX PeaAb-
HBIX T€A CPea O(PUIIHAABHBIX, BEICTABAECH-
HBIX HaIloKas.

Brits xopeorpadom Ha Kybe u B [o-
MUHUKaHCKOU PecriybauKe, T/ie s JKUBY,
Ha BOAIIIEOHBIX OCTPOBAX, OKPYKEHHBIX
Kapubckum Mopem, o6I1IaThCs C AIOIBMH,
TaHIYIOIIIUMHU C CAMOT'0 POXKAEHUS,— HEBE-
pOsSITHaSI ITPUBUAETHS.

TaHIIbI — BEAUKOE IPOTUBOSIUE OT CY-
MAaCIIIEeCTBHUS, OXBATHUBIIIETO YEAOBEUECTBO.

Kasknomy BBIHYKIEHHOMY ITEPECEAEHILY,
Oe3XeHILy U MUTPAHTy CO BCETO MUpPA I XO-
Teaa ObI CKa3aTh: y Bac eCTh IleAad CTpaHa,
KOTOpasd BCEer/ia C BAMHU; HUYTO U HUKTO
He MOXKeT 3a0paTh e y Bac; 9Ta CTpaHa —
Ballle TEAO.

Buorpadusa — Mapuaneaa Boan (Ky6a)

MAPHAHEAA BOAH - xopeorpad ¢ MUPOBBEIM UMEHEM, OAUH U3 CAMBIX
3HAYUTEABHBIX IIpeACcTaBUTeAeH KyOMHCKOTO B AQTHHOAMEPHUKAHCKOTO
TaHIleBaAbHOT'0O aBaHrapaa. E€ peBoaroninoHHEIH cTuAb Dance Polluted

(«3arpsa3HEHHBIH TaHeID), paAUKaABHO CMeIIuBasi Bce (POpPMbI TAHIIEBAABHOTO

HCKYCCTBAa, BOIIAOLIAETCS B 3KCIIPECCUBHBIX U OPUTHHAABHBIX [IOCTAHOBKAX.
Kaxk xopeorpad, TaHIoBIIUIA U enaror, boan B 6oaee yem 40 cTpaHax Mupa
IpeacTaBAsIAA CBOU PabOTHI, IIPOBOANAA ODECUNCAEHHBIE MACTEP-KAACCEI U
dectuBaau B EBpone, Aatruackoit AMepuke, Asuu u Adpuke. Exo cozgano okoao 70
xXopeorpau4ecKuX IIOCTAHOBOK [IAS TeaTpa, TeAe- 1 KHHOKOMITaHUH. MapuaHeaa
Boan Oblaa ymocToeHa BaxKHBIX XOpeorparuuecKUX Harpal B cOCTaBe TPYIIIbI
«CoBpeMmeHHEBIH TaHel KyOr» (Danza Contemporanea de Cuba) B 1973 — 1988, a Takxke
KaK OUPEKTOp-yupeauTeab Komanui «Danz Abierta» Ha Kybe (1988-2003), «Boan
Danz Action» B CIIIA (2005-2010) u «Compania Nacional de Danza Contemporanea» B
Homuuukase (c 2010 o HacTogmiee Bpems). Koudepenua @KeHMMHBI AaTHHCKONU
AMepHKH B UCIIOAHHUTEABCKHUX HUCKyccTBax» B 2014 rony otmasa HOAKHOE 3acAyraM
Mapuansean! BoaH B 3KHU3HU U IPO(ECCHOHAABPHON AedTeABHOCTH, HAarpaauB eé
npemueit Glo. OHa roayynaa cTeneHb Maructpa uckyccts (MFA) mo TaHnly B
YauBepcuretre Temna (Pusaneapdud), roe npenoxaBasa. Takke Oblaa PYKOBOIUTEAEM
Bricmero uHcTHTyTa HcKyccTB KyOr! (ISA) 1 BHecaa cBo# BKAan B obpazoBaHHe
HECKOABKHX ITOKOAEHHH KyOMHCKHX U AQTHHOAMEPUKAHCKHUX TAaHIIOPOB. B mepuosn
¢ 2002 o 2010 rox akTuBHO yuyacTBoBaaa B CIIA B paboTe TaKUX KOMIIAHHUH U
yupexnenui, kak Dance Theatre Workshop, American Dance Festival, Bates Dance
Festival, Yausepcurer Hrio-Hopka, Joyce So Ho, La Ma MA u T. 1. Mapuaneaa Boan B
HacTtodlee BpeMd KUBET B CaHTo-oMuHro ([JloMruHHKaHCKas Pecriybauka), rae nmpu
MuHucTepcTBE KyABTYPBI OCHOBasa HanyroHaApPHYI0 KOMIIAHHUIO COBPEMEHHOIO TaHIIA,
KOTOPOH PyKOBOAUT. ITa KOMIIaHUS Oblaa ¢ BocToproM npuHara Ha Kybe, B Koaymbuu,
Kocra-Puke, Ucnauuy, [lepy u CIIIA. ITocaenuue eé€ pabdoTsl: «Sed» (2011), «Caribe
Deluxe» (2013), «Propulsion» (2015) u «Defillé» (2017).
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International Dance Day Message 2018 — The Americas

Marianela Boan (Cuba)

our body begins before you and is the
Y place of all the rituals that belong to
you.

When you listen to your body through
dance, you also hear the bodies and dances
of seduction and celebration which belong to
your ancestors and your species.

In your body you carry the dances that
will save you.

The one who dances touches the other
beyond the skin; dance touches their weight
and smell, it defeats the tactile screens and
it erases the borders between bodies and
nations.

I have lived on both sides of history. I
have seen poverty and wealth, landscapes
and bodies fed and abused by power. My
work excavates, looking for the real bodies
among those officially on display.

Being a choreographer in Cuba and the
Dominican Republic, the magical islands
where I live, surrounded by the Caribbean
Sea and people dancing before birth, is an
unmentionable privilege.

Coil by Danza Contemporanea de Cuba

Dancing is the great antidote to the mad-
ness of mankind.

To each displaced person, refugee and
exile from around the world, I say: you have
a country that goes with you that nothing
and no one can take away; the country of
your body.

Biography — Marianela Boan (Cuba)

MARIANELA BOAN is an internationally recognized choreographer and one of the most
important artists of the Cuban and Latin American dance vanguard. Her revolutionary
style “Dance Polluted” radically mixes all the arts associated with dance, producing an
expressive and original scenic result. As a choreographer, dancer and teacher, Boan

has worked in more than 40 countries presenting her works and giving workshops in
numerous venues and festivals in Europe, Latin America, Asia and Africa. She has
created nearly 70 choreographic works for dance, theatre, TV and film companies. She
has won important choreographic awards as a member of Danza Contemporanea de
Cuba from 1973 to 1988 and as the founding director of the companies DanzAbierta,
Cuba, 1988-2003, BoanDanz Action USA, 2005-2010 and the Compania Nacional de
Danza Contemporanea of the Dominican Republic, since 2010 until now. The Encounter
of Women of Latin America in the Performing Arts, 2014, paid homage to her life and
professional work by awarding her the Glo prize. She obtained a Master of Fine Arts (MFA)
in Dance at Temple University, Philadelphia, where she served as a teacher. She has

also been the head of the Higher Institute of Arts Cuba (ISA) and has contributed to the
education of several generations of Cuban and Latin American dancers. Between 2002
and 2010, she maintained an intense work-rate in the USA for companies and institutions
such as Dance Theatre Workshop, American Dance Festival, Bates Dance Festival, New
York University, Joyce SoHo, La MaMA, etc. Marianela Boan currently lives in Santo
Domingo, Dominican Republic, where she founded and currently directs the National
Company of Contemporary Dance of the Ministry of Culture, which has met with great
success in Cuba, Colombia, Costa Rica, Spain, Peru and USA. Her most recent works are
“Sed” (2011), “Caribe Deluxe” (2013), “Propulsion” (2015) and “Defillé” (2017).
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OGOpameHue K MexxayHapoaHOMy AHIO TaHUA 2018. Adpuka

Caaua Cany (Bypkuua-®aco)

aK o0paTUTHCS K YEAOBEYECKOMY 00-

miecTBy 6€3 Toro, 4To0bl YIIOMIHY Th

IOTOKH MUTPAHTOB, BEIHYKIEHHBIX
nepeMeniaThbcs 10 3eMHOMY Iapy? Kak
xopeorpad ¥ TaHIIOBIIUK, 10OBIBABIITUY
Ha BCeX KOHTHHEHTAaX, YT00bI IIPeJCTaBUTh
CBOIO pabOoTy U PaCUINPHUTDH OIILIT O0IIEeHHS
C AIOIBMHU, MOTY AU S HE 3aMedaTh Xaoca,
OXBaTUBIIEr0 MUP, OCOOEHHO B CBH3H C
MUTPAIMOHHBIMHY IIoTOKaMu? HeT, s BUKY
He TOABKO MPaK H KeCTOKOCTb, HO 1 BO3-
MO3KHOCTH, DAarozmapss KOTOPbIM COBPeMEH-
HBIH TaHel] II03BOALET CTATh YaCThIO IIOXH.
Bompoc Mmurpanuu, BEIXOASIIUY 38 paMKH
IIOAUTHUYECKUX CBsI3el, 3acTaBAsIeT, KpoMe
TOr'0, IPHUCTAABHO BTASIIBIBATHCS B APY-
TUX AIOfeM. B3rasgm 3ToT, HOAIIUThEIBAEMbIHM
BooOpazkeHreM, PUABTPYET IPEAB3ATOE,
YHU3UTEABHOE, CTEPEOTHIIHOE OTHOIIIEHVE
OPYTHUX CTPaH, KOTOPBIM IIPOHU3aHBI BCE
conpaAbHbIe CTPYKTYpbl. OnMHaKO, HPaBUT-
Cd HaM 5TO UAM HET, IIPU3HAEM MBI 5TO UAHU
HET, BCe MbI, HE3aBHUCHUMO OT 1IBeTa KOXHU U
IPOUCXOXKIEHHUS, UMeEeM HedTo ofIee — de-
AOBEYHOCTB. DTO TO, UTO BEAET U IIOAEP-
JKUBaeT MEHS Ha TBOPYECKOM ITyTH.

Ecau B moeii paboTe xopeorpada Bo-

IpOC O FpaHUNAX, TEPPUTOPHUILX, KYABTYPE
U T'YMaHUTAPHBIX HAyKaX Bcerga IIpu-

CYTCTBYET UAH BHOBB IIPOBEpPAETCH yKe
IIPU3HAHHBIM UAH MEHEeE IIPUBBIYHBIM
CII0COO0M, TO 3TO IPOUCXOAUT IIOTOMY,

YTO S IPOSIBASIIO HEU3MEHHBIN HHTEepeC KO
BpeMEeHU, [IPOCTPAHCTBY, IepeMelIeHUIM,
OCHOBAHHEBIY Ha YyBCTBAaX U II0AYAC XPYII-
KHUX OTHOLIEHUAX, KOTOpbIe, 6€3 COMHEHUS,
IIPOBEPSIOTCH TEM, UTO I IPUHAIAEKY U
Adpuke, u EBpore.

C oy «Desired’ horizon», xopeorpadmie-
CKHH CAOBapb KOTOPOT'O POAUACS U3 MOET0
oIbITa paboThl B TAHIIEBAABHBIX MacTep-
CKUX c OexkeHIIaMU B Aarepax Bypkuna-da-
co u BypyHau, s monbsITaAcs IPUIOLHATHCS
Ha/J CO3MaHHBIMU o0pasaMu, Hal HEBEPOLT-
HOM KEeCTOKOCTBIO 3THUX MECT, 3TUX Hecy-
LIECTBYIOIIINX MECT, I'/le KasKIbIH [IbITAaeTCs
BBIXKUTH HAH, II0 KpaliHel Mepe, IbITAaeTCs
XOTBh B KAKOU-TO CTeIeHu o0pecTH cebd.

TaHneBaTh, YTOOBI BBIKUTD, — 3TO I10-
CAaHUeE, KOTOPOE S HeCy ¢ TBEPIOH yBEPEH-
HOCTBIO B TOM, YTO XyOOXKHUK JOAKEH Hal-
TH CHUAY U 9HEPTUIO BO M4 KU3HU. Y MeHs
OBbIA OITBIT, KOTZA S [I0YYBCTBOBAA BCeH
CBOEHU MAOTEIO, UTO TEPSI0 CHABI OT CTpa-
Xa, HUIIEThl, COOCTBEHHOI'0 HUYTOXKECTBA.
VMeHHO OH ITpuaaA MHE My3KeCTBO U HeOO'hb-
SCHUMYIO CHAY. OTO IIPOCTPAHCTBO, B KO-
TOPOM HE€ IPUHHUMAIOTCH B pacdéT IOBOIBI

Buorpadusa - Caauna Cany (Bypkuna-Paco)

CAAHA CAHY poauacsa B 1969 rony B Bypkuna-daco, obydaascs
ApaMaTUYeCKOMY UCKYCCTBY U MOCEIIAA KAacC apUKAHCKOrO TaHIla, 3aTeM ObIA
OPUHST B TaHIIeBaABHYI0 KoMnaHuio Matuasg MouHBEe B MoHIIeabe B 1993 roxay.

Xopeorpad ocyIIecTBHA IOCTAHOBKY Bo PpaHiiuu 1 AppuKe, 0OCHOBAA KOMITAHHUIO
«Saliani Seydou» ¢ Ceiiny Bopo B 1995 rony. OHu cTasu nobegureasmu Broporo

xXopeorpadruieckoro KOHKypca ctrpaH Adppuky 1 UHAUHCKOr0 OKeaHa U [OAYYHAHU IIPU3
Découverte RFI Danse B 1998 roxy. C 2003 1o 2008 Caauna Cany 6v1a apTucToM National
Scene B Ceunt-bpué, a B 2009 - 2010 rr. — pe3ugenToM HartnonaarHoro LleHTpa TaHIa B I.
[TanTuH. 3aTeM, B 2011-M, oH ocHOBaA koMnauuio «<Mouvements Perpétuels» B MoHIeaxe,
co3gaa «Au-dela desfrontiers» (2012) u «Clameurdesarénes» (2014) gas TaHIIEBAABHOTO
dectuBaag B Mouneare u «Doubale you lemiroir» B 2013 1. B 2016-m Caamna Cany co3zmaa
«Désird’horizons» Kak UTOI CEMHHAPOB II0 TAHILY, KOTOPbIE B T€YeHHE TPEX A€T OH
IIPOBOAYA B Aarepsix OexkeHIeB B Bypkuna-®aco u Bypynau. B 2018-M npu co3manuu
uKAa Iox Ha3BaHueM «Multiple-s» on mpuraacua aBropa Haucu XacToH, Xopeorpada
XKepmeH AKOHBH U My3bIKaHTa [I3Buaa BabuH nas co3naHud TpéX HEOOABITUX
cuektarae. CoBMecTHO ¢ Celiny Bopo oH mpomoakaeT co3maBaTh U IPOBOAUTH OMEeHHAaAE
«Dialoguesde Corpsin» B Yaranyry (Bypkura-®aco), a B 2006 rony uMm ObIA OTKPBIT LIEHTP

nccaegoBaHudgd TaHila «La Termitiére».
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International Dance Day Message 2018 - Africa

Salia Sanou (Burkina Faso)

ow to deliver this message directly

to the community of humans

without having a thought for all
these migrant bodies, forced into exodus
and exile around the world?

As a choreographer and dancer, having
travelled all continents to present my
work and have enriching experiences
in contact with others, can I look away
from the chaos that shakes the world,
and in particular, the migratory peril?
No. I look at it and see its darkness, its
brutality, but also its opportunities; the
opportunities that contemporary dance
has allowed me to discover in order to be
part of an epoch.

The question of migration summons,
beyond its political connections, the
question of the self-gaze on the other. A look
fed by imagination that drains a biased,
condescending, stereotyped idea from
abroad, that is to say, an intrusive body of
the social fabric.

However, whether we like it or not,
whether we recognize it or not, we all share,
whatever the colour of our skin, whatever
our origins, wherever we live, a common
base: humanity. It is this paradigm that
guides and nourishes my creative process.

If in my work as a choreographer the
question of boundaries, territories, cultures,
and the evidence of the humanities, is
always present or even recurrent in a proven
or more diffuse way, it is invariably because
I maintain a curious relationship to time,
to spaces, to displacements, based upon
sensitive and sometimes fragile relations
constituted, then undoubtedly tested, in my
double belonging to Africa and Europe.

With the show “Desire d’horizon”, whose
choreographic vocabulary as dramaturgy
came from my experiences of working in
dance workshops with refugees in camps
in Burkina Faso and Burundi, I tried to
transcend the images produced, tried to
transcend the incredible violence observed
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YEeAOBEYECKOM AOTUKH U 3THUKH, AeKalllee 3a
npeneAaMu 31PaBor'0 CMbICAA, B HEBEIOMOH
CTpaHe, Ile IPOLBETAI0OT COMHEHUS, He-
AETIOCTHU U HellpeKpalllaleecs HacuAHe.
Korma g xxua Tam, MO cTpax cTaA IHNKOM
Mmoeti xpabpocTH, aa, I mpu3Haio 3To. Takoe
JI0CEAE€ HEU3BENAHHOE YYBCTBO JAAO MHE
BOAIO K 1100€e/ie B TaHIle, HEMHOTO OyIyIIlero
U 4yBCTBO HACTOSIIIET0, COBCEM HeOoIIpeae-
AEHHOT'0, HO HCIIOAHEHHOT'O HaIEeXK AbI.

[la, 1 TOBOPIO 5TO BCAYX, TAHELL CO30AET
u nepeco3naér cebd — 3mech, cedyac u 1o-
Bcroay! [la, ABUXKEHUS €T0, CO BCIIBIIIKAMU

P = LS i

Don Quixote (Suite) by Ballet Nacional de Cuba

MUT-MH®O N2 2018

U PUTMOM, ITOIBASIIOTCSI B HEOXKUJaHHBIX
MecTax, TAKUX KaK Aarepb OEeKeHIIEB; UCTO-
pHs, 13 KOTOPOU CcO34a€TCs TaHEILL, — 3KECT K
JKECTY, TEAO K TeAy, obpa3 K obpasy. TaHyH,
9TOOBI 320BITH OJUHOYECTBO, OXKHUIAHUE,
00AB; TAHIIYH, YTOOBI OXKHUAM TAA3a U OTCTY-
IIHA CTPax, TAHIYH eIl U eme.

OTOT YHUKAABHBIH OIIBIT CO3/1aA Oec-
npelneaeHTHBIN ToAX0n K ABUXKEHUIO B MOel
xXopeorpauyecKod IPaKTUKE, OTKPBIA IAS
MeHSsI HOBBIE IEPCIIEKTHUBLI, 0€3 COMHEHUS,
OpuUBEA MEHS K IIOHUMAaHUIO TOrO, YTO Ta-
Hell — TAaBHOE€ UCKYCCTBO, YTO OH CKphIBaeT
B ceOe yHUBepcaAbHOe 3HAHUE Ha BCe Bpe-
MmeHa. OH oTpaxkeHHe KYyABTYp U Tpaaulni,
GoraTbIX U pa3HOOOpPAa3HBIX CBSI3€H HAPOOOB.
Tanerr — UICTOYHUK 3HAHU4. /A MeHS 3TO
HCKYCCTBO 3KHW3HU, II093UU U HAOEXK I,
CMEAOCTH U MEPBBIH IIAT K TOMY, YTOOBI
«BCTyHaTh B eAUHOOOPCTBO C Cyab0Ooii, obe-
30pyzKHUBaTh OIAaCHOCTh OeccTparlieM, OUThb
10 HeCclIpaBeIAUBOM BAACTH, KAEUMUTE 3a-
XMEAEBIIYI0 106eny, KPeIrko CTOATh, CTOHKO
JepkaThbCcd — BOT YPOKH, HY3KHBIE HApoaaM,
BOT CBET, UX BOOAYUIEBASIOIINUM» — 3aMeda-
TeAbHasd UTaTa U3 npousBeneHud BukTopa
I'toro «OTBeEpKEHHEBIE», KOTOPOH & AEAIOCH C
BaMH B KOHIIE MOET0 00paIeHus.

INTERNATIONAL DANCE DAY

in these places, these non-places, where
each tries to live or at least tries to reinvent
a little of oneself.

Dancing for a living is the message
that I come to bring with the firm
conviction that an artist must find
strength, drive and energy to get in
the wake of life. This experience of
strangeness, where I felt in my flesh
the deep bleeding of fear, misery,
unworthiness, gave me a courage and a
difficult force still to be defined today.
This interzone where nothing human,
logical, or ethical is taken into account
anymore, this space outside the common
law, in the confines of nowhere, where
vacillation, absurdity, and incessant
violence are rife; when living there my fear
became the maxim of my courage, yes
I admit it, this hitherto unknown state
gave me the will to reconquer, with dance,
a little future and a snatch of present,
surely uncertain but starred with hope.

Yes, I express it loudly, dance can invent
and reinvent itself, here, now, and elsewhere!
Yes, the movement sometimes has its
flashes, its harmonies in unusual places as
in a refugee camp, a whole story that can,
gestures against gestures, body against
body, spectres against spectres start to
dance. Dance to deceive loneliness, waiting,
pain, dance to give light to a look, dance to
ward off fear, dance and dance again.

This unique experience has shaped an
unprecedented approach to movement in
my choreographic work, it has revealed

new perceptions to me, it has undoubtedly
guided me to the essentials of knowing
that dance is a major art, that it conceals
a universal knowledge that has survived
all the time, it is a reflection of cultures
and traditions that are as rich and varied
as the many lines of union between
peoples. It is a source of meaning. For
me, it is the art of life, of poetry and
hope, it is the courage and the first step
in being able to “fight the destiny, to
surprise the disaster by the little fear that
it makes us sometimes to face the unjust
power, sometimes to insult the drunken
victory, to hold on, to stand up; this is
the example that people need, and the
light that electrifies them”, a magnificent
quote from Victor Hugo, extracted from
Les Misérables, that I deliver to you in
conclusion and in sharing.

Thank you.

Biography - Salia Sanou (Burkina Faso)

SALIA SANOU, born 1969 in Burkina Faso, attended drama and African dance classes
before joining Mathilde Monnier’s dance company in Montpelier in 1993. Since then he has
led projects in France and Africa. He founded the company «Salia ni Seydou» with Seydou
Boro in 1995. Winners of the Second Choreographic Encounters of Africa and the Indian
Ocean, they receive the Découverte RFI Danse prize in 1998. From 2003 to 2008, Salia
Sanou was an associate artist at the National Scene of Saint-Brieuc, before being in resi-
dence at the National Dance Centre in Pantin from 2009 to 2010. Then, in 2011, he found-
ed the «<Mouvements Perpétuels» company in Montpelier. He created Au-dela des frontiéres
(2012) and Clameur des arénes (2014) for the Montpelier Dance Festival and Doubaley

ou le miroir in 2013. In 2016, he created Du Désir d’horizons, following the workshops of
dance that he led for 3 years in refugee camps in Burkina Faso and Burundi. In 2018,
with the creation cycle entitled Multiple-s, he invited the author Nancy Huston, the cho-
reographer Germaine Acogny and the musician David Babin to join him on set for three
face-to-face performances. With Seydou Boro, he continues to create and direct the bien-
nial Dialogues de Corpsin in Ouagadougou, Burkina Faso, and La Termitiére, a choreo-

graphic development centre opened in 2006.
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O6pamenne Kk Mexxaynapoanomy aHio TaHua 2018.

Aszunarcko-THX0OKeaHCKHH PETHOH

BuaAu Ifao ('oHKOHT)

Up, IIOXO0XKEe, HAXOAUTCH B IIOCTO-

SHHBIX pa3nopax u npodbiseMax.

OcobeHHO B ITocAeHUE OBl MbI
CTaAU CBHAETEAIMHU HEIIPEKPAIAIOIINXCS
KOH(AUKTOB MEXKAY CTpaHaMH, pacaMu
u KyabTypamu. Kak rmpodgeccuoHaAbHBIH
TAHIIOBIIUK, 9 HE MOT'y HE 3aaBaThCd BO-
IIPOCOM, MOZKET AU UCKYCCTBO KAKHUM-TO
0o0pa3oM cTaTh IIPOTHUBOIANEM OAS IIPEAOT-
BpalleHus Oecripeneasa, KOTOPBIF yrpoxkaer
MHPOBOMY IOPSAKY U TAPMOHUHU?

4 3aHUMAalOCh IPOABUXKEHUEM HCKYC-
ctBa TaHna B Kurae ¢ konma 1980-x romos,
OBITasCh YOEeAUTH IIUPOKYIO IIYOAUKY B
TOM, 4YTO TaHEeIl, 0COOEHHO COBPEMEHHBIH,
Baxk€H JAS Pa3BUTHUL CTPaHEL J cuuTalo,
4TO TPHU OCHOBHBIX aCIl€KTa, KOTOpPhIE
XapaKTepU3yT COBPEMEHHBIN TaHEll, —
UHOUBUAYAABHOCTE BBIPAXKeHUd, HHHOBA-
MOHHBIEC UJEU U U3yYE€HUE YCAOBUHI KU3-
HHU — CAyKAaT (pyHIaMeHTaAbHOM OCHOBOH
CUCTEeMEBI IeHHOCTeH, Oaarogapsa KoTopoi
coBpeMeHHBIH KuTali OyneT IpogoAKaTh
pacTH U IpoLBETATh.

B cTpeMaAeHNH K COBEPILIEHCTBY B CO-
BPEMEHHOM TaHIIE MBI IEHUM UHIAUBULY-
aABHOCTDB BBIPaXK€HUS — TaK Mbl yYUMCS
yBazkaTb pa3Hble MHEHUs U MHOroobpasue
KYABTYP. MBI IIEHUM IIOMCK MHHOBAIIHU-
OHHBIX UAEH — TaK MbI IPUHUMAaEM H3-
MEHEHUd U JEMOHCTPUPYEM 'OTOBHOCTBD
aJanTUPOBaTHCSI K HOBOMY 00pa3y KHU3HU.

MsI 1eHUM HeoOXOAUMOCTD [TIOHUMAaHUS
TEeKYIIHUX COOBITHH U ITpobaeM KakK CIIO-
cob M3y4eHUs XKHU3HHU YeAOBEKa — TaK MBI
CTaHOBHMCH 6oAee TepIIUMBIMHU U IIOHHUMA-
IOITUMH, HAXOASICh AHUIIOM K AHILY APYT C
OPYTroM, He3aBHCHMO OT KaKHUX-AHU0O0 pas-
AVYUH.

Kuraii, momo6HO GOABIIMHCTBY CTPaH
AznaTcko-THX00KEeaHCKOI0 peruoHa, Baa-
neeT OoraThbIM KyABTYPHBIM HacaenueM. Of-
HaKO Ha NIPOTAXKEHUHU JeCATHAETHH cTpaHa
Oblaa M30AHPOBaHA OT OCTAABHOI'O MUpa U
cTaAa OTKpeIBaThCH Oaaromapst pedpopMmam
U HOBO# mmoauTuke B 1978 rony, poBHo 40
AeT Hazan. [IeCTBUTEABHO, €I IIPEACTO-
UT OOATHHY IIyTh, IPEXKIe YeM IIIHUpoKas
OOIIIeCTBEHHOCTb KuTas cCMOXKeT IIOCTHYb U
OLIEHUTH 3HAYHMMOCTH COBPEMEHHOTO TaH-
a. C gpyroii CTOpPOHBI, g BUKY ITIOIBACHHE
¢denomena moaonéxku Kuras, koropas
HUHTEPECYETCS COBPEMEHHBIM TaHIIEBAAD-
HBIM HCKYCCTBOM U HCIIOAB3YET €ro KaK
CPenCcTBO caMOBBIpakeHUs. TakuM obpa-
30M, Oaarogapd pa3BUBAIOIINMCS CBI3SM C
MeXKIyHapPOOHBIMHU COODIIECTBAMU U yCHAE-
HUIO KyABTYPHOTO o0MeHa B o0AacTH coBpe-
MEHHOT'0 TaHIla g yBepeH, uTo Kura# ckopo
3aiiMET BaXXKHOE MECTO B IeA€ OTCTaUBaHUHA
UHAIVBUAYAABHBIX TOYEK 3PEHUS, 3aIIUThI
WHHOBAIIMOHHBIX U3MEHEHUH U conefcTBUA
TEPIIMMOCTH U B3aWUMOIIOHHUMAaHHUIO MEXAY
HapoaMH B 3TOM HECIIOKOMHOM MUDE.

Buorpacdusa — Buaau Ilao (lF'oHKOHT)

BHAAH IIAO - 3ameTHada purypa B Kutae B 00AacTH pa3BUTHI COBPEMEHHOI'0O
TaHIla; Xopeorpad, IIearor, KypaTop, MeHeaskep U pexkuccép. OH ponuacs
U IIOAYYHA oOpa3oBaHue B [OHKOHTE, 00y4aACs COBPEMEHHOMY TaHILY B

CIIIA u roAy4YHA CTEIIEHb MarucTpa B yHUBepcuTeTe [oHKOHTra. Bria HazHaueH

[TouéTHbIM YyAeHOM ['OHKOHTCKOM aKaaeMHUH UCIIOAHUTEABCKUX UCKyccTB B 2000 roxoy
U IIOAYYHA ITOYETHYIO HOKTOPCKYIOo cTeneHb B 2015 rony. llao — mroHEep COBpEMEHHOT'0O
TaHI1la B Kutae u [OHKOHTE, OH OCHOBaA IEPBYIO U €AUHCTBEHHYIO ITPO(ECCHOHAABHYIO
Tpynny coBpeMenHoro TaHiia CCDC B 'oukonre B 1979 roay u ¢ 1989 rona 3aHuMaA B
HeH MOAXKHOCTB XyZoxKecTBeHHoro pykosonuteas. B Kurae [lao Ob1a IpenmogaBatesemM
U KypatopoM IIporpammsbl coBpeMenHoro TaHna B llIkoae Tania 'vanays c 1987
o 1992 rop u ObIA HA3HAYEH XYIOXKECTBEHHBIM PYKOBOANUTEAEM IlepBoi B Kutae
npoceccruoHaAbHON COBpeMEHHOM TaHIleBaAbHOH KommiaHnnu «Guangdong Modern Dance
Company», KOTZia OHa OblAa OTKPBITA IPABUTEABCTBOM IIpoBUHIMNY ['yauayH B 1992
rony. OH NoKUHYA Tpynny B 1998 rony, a no3xke, B 2004 rony, ObIA IIpUTAAIIIEH OTIEAOM
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International Dance Day Message 2018 - Asia Pacific

Willy T'sao (Hong Kong)

he world seems to be in constant
dissidence and troubles. We have
witnessed, especially in recent years,
incessant conflicts between countries, races
and cultures. As a dance practitioner, I can’t
help but wonder if art may somehow become
an antidote to prevent or counteract some
of the disorders that are threatening world
peace and harmony
I have been promoting the art of dance
in China since late 1980s, trying to convince
the general public that dance, especially
contemporary dance, is important for a
country’s development. I believe that the
three essential aspects that characterize
contemporary dance — individual expressions,
innovative ideas and study of human
conditions, serve as the fundamental building

Coil by Danza Contemporanea de Cuba §

blocks of a value system upon which modern
China will continue to grow and flourish.

In the pursuit of excellence in
contemporary dance, we value individual
expressions; therefore, we learn to respect
different opinions and diversity. We value
the search of innovative ideas; therefore,
we accept changes and are willing to adapt
to new ways of living. We value the need
for understanding current happenings and
issues as a way to study human existence;
therefore, we become more tolerant and
understanding while we are face-to-
face with each other regardless of any
differences.

China, similar to most of the countries
in the Asia-Pacific region, enjoys a rich
cultural heritage. However, the country

Ne2 2018 MUT-MH®O

25



26

MEXOYHAPOOHBIN OEHDb TAHIIA

10 KYABTYype ITpoBHHNUY ['yaHayH, 9T00BI BO30OHOBUTE CBOIO PA0OTY, B IPOAOAIKAA €€
0o 2016 roxa. B IlekuHe [{ao Obla XymozKecTBEHHBIM pyKoBomuTeaeM Beijing Modern
Dance Company ¢ 1999 o 2005 rox. B 2005 roxy Llao ocHoBaa nnepByio B Kutae
HEe3aBUCHMYIO IPOheCCHOHAABHYIO KOMITAHHIO COBpeMeHHoro TaHIa «Beijing Dance

/ LDTX». Kpome Toro, [lao yacTo IpOBOAUT AEKITUU U CEMUHAPHI OASl YHUBEPCUTETOB

U TaHIIEBAABHBIX KOAAEKTHBOB B KPYIIHBIX ropoaax Kurag, Bkatodyad [lekuH, Yannia,
Hanuu, dyusxkoy, ['yaruxkoy, ['yiiaH, Xadaii, Xyx-XoTo, Kyubmun, Hauruan, HaopHUH,
[IMTanxaii, Taiitoans, YpymuH, YxaHb U CamMblHb. Bkaazn llao B pa3BuTHE TaHIIA IITHPOKO
npusHaH. OH ObIA YIOCTOEH MHOI'OYHCAEHHBIX HATPa/a U IIOYETHBHIX 3HAKOB, B TOM YHCAE
TaKUX Kak «TaHIIOBIIUK roga» oT 'mabauu aptuctoB ['oHkKoHTa B 1988 rony, «JdecaTs
BBILOAIOIINXCS MOAOABIX Arofet» B 1990 rony, «3Hak [louérar or KopoaeBrl EanzaBeTh!

II B 1993 rony, npemud «3a 3acayrm» Ayu KapThe Kak Brlgarouiicsa xopeorpad B 1998
roay. B 1999 roay o 6b1A HarpaxkaeH BpoH30Boi 3Be31oit Bauhinia mpaBuTeAbBCTBOM
loukoHra. 3a orpoMHBIH BKAA B pa3BuTHe TaHIa B ['oHKoHTre B 2014 roay npy Bpy4deHUHU
TaHIleBaABHBIX Harpana 'onkoHra Buaau Ilao 6614 oTMeueH Harpagoi «3a BhIAAIOIIHECS
noctuxkeHus». C 1980 roxa Llao co3gaa 6oaee 60 KpynHEIX paboT, B ToM ducAe «[lecHH
nTuID, «KyHbAYHBY, «BeTep Kutasa — orons Kutasay, «365 crioco60B IPUMEHHUTH X OTMEHUTD
BOCTOKOBeleHUe», «BAyKaHMe B KocMocey, «OnuH ctoa N ctyapeBy, «Sexing Three
Millennia», «Dao: Extraodinaire», «3aBoeBaTeAb», «BouH AaHAuWHDM U «B mouckax cama
“Grand View”. Ero xopeorpacus Op1aa npencraBaesHa B Kanane, ®paunnuu, 'epmanumy,
Uspauae, Anonuun, Kopee, CIIIA, a Takxke B [lekune, I'yanuxkoy, [llanxae u Tatiboe.
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INTERNATIONAL DANCE DAY

had been sealed off from the rest of the
world for decades and has only opened up
through its reformation and open policy in
1978, exactly 40 years ago. Indeed, there
is still a long way to go before the general
public in China can comprehend and
appreciate in greater depth the value of
contemporary dance. On the other hand, I
am seeing the emergence of a phenomenon
which suggests that young people in China
are interested in the contemporary dance
art form and are using it as a medium of
self -expression. Hence, with a growing
connection with international communities
and stronger mutual contemporary dance
exchanges, | am confident that China will
accelerate to become a significant force

for advocating individual viewpoints,
championing innovative changes, and
fostering tolerance and understanding
among nations in this troubled world.

Coil by Danza Contemporanea de Cuba

Biography - Willy Tsao (Hong Kong)

WILLY TSAO is an influential figure in China’s modern dance development as

a choreographer, educator, curator, manager and director. Born and educated
in Hong Kong, Tsao received his modern dance training in the US and an MBA

degree from the University of Hong Kong. He was named an Honorary Fellow
by the Hong Kong Academy for Performing Arts in 2000 and received an Honorary

Doctorate in 2015. As a contemporary dance pioneer in Mainland China and Hong Kong,
Tsao founded the first and only professional contemporary dance company CCDC in Hong
Kong in 1979 and has held the role of artistic director since 1989. In Mainland China,
Tsao was a teacher and advisor to the Modern Dance Programme at the Guangdong Dance
School from 1987 to 1992 and was named artistic director of China’s first professional
modern dance company, Guangdong Modern Dance Company, when it was founded by the
Guangdong Provincial Government in 1992. He departed the group in 1998 and was invited
by the Guangdong Cultural Bureau in 2004 to resume his position until 2016. In Beijing,
Tsao had served the Beijing Modern Dance Company as artistic director from 1999 to 2005.
In 2005, Tsao established China’s first independent professional modern dance company,
BeijingDance/LDTX. In addition, Tsao gives lectures and workshops frequently for uni-
versities and dance groups in major Chinese cities, including Beijing, Changsha, Daqging,
Fuzhou, Guangzhou, Guiyang, Hefei, Hohhot, Kunming, Nanchang, Nanning, Shanghai,
Taiyuan, Urumgqi, Wuhan and Xiamen. Tsao’s contribution to dance has been widely rec-
ognized. He has also received numerous awards and honours including; Dancer of the Year
Award from the Hong Kong Artists’ Guild in 1988, Ten Outstanding Young Persons Award in
1990, Badge of Honor from HRH Queen Elizabeth II in 1993, Louis Cartier Award of Excel-
lence — Outstanding Choreographer in 1998. In 1999, he was awarded the Bronze Bauhinia
Star by the Hong Kong SAR Government. He received Distinguished Achievement Award
in the 2014 Hong Kong Dance Awards for his immense and invaluable achievement and
contribution to Hong Kong dance. Since 1980, Tsao has created more than 60 major works,
including Bird Songs, Kunlun, China Wind-China Fire, 365 Ways of Doing and Undoing
Orientalism, Wandering in the Cosmos, One Table N Chairs, Sexing Three Millennia, Dao:
Extraodinaire, Conqueror, Warrior Lanling and In Search of the Grand View Garden. His
choreography has been staged in Canada, France, Germany, Israel, Japan, Korea, the US
as well as Beijing, Guangzhou, Shanghai and Taipei.
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Examepura BACEHHHA

domoepacguu npedocmas.sieHsl npecc-
cayxxbamu [lemckozo MysslkaibHO20 meampa
um. H.Cau, meampoe «IposuHyuaibHsle
marysw u «Community Stage»

COBPEMEHHbBIN TAHEILL
HABUPAET IIOIIYAIPHOCTD
HA POCCUINICKOM
TEATPAABHOM PBIHKE.
JTOKABATEABCTBO TOMY —
BOABIIOE KOAUYECTBO
®ECTUBAAEN, TACTPOAEMN,
ITPEMBEP, PACCUUTAHHBIX
HA PABHYIO AYOUTOPUIO.
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«Tenepb mbl 3Haeulb»

ECTHBAAb COBPEMEHHOM XOPEOT'PA®UY
CONTEXT /[IMAHBI BUIITHEBOI 3A IISITD
AET PABOTBI BEIPBAACS] B 3AKOHO/IATE-
AV MO/l COBPEMEHHOM XOPEOTI'PA®UH B
Poccun. Kaaccuueckast 0aaepuHa U CTOPOH-
HUIIA 9KCIIEPUMEHTOB, BUIITHEBA OpUEHTUPY-
eTCcs Ha KOMIIaHUH, CUABHBIE U B KAACCHUKE,
U B COBPEMEHHOM TaHIle. B raaa-miporpawm-
Me 2017 roga OBIA0 MHOI'O TAHIIEBAABHBIX
CIOUT, TIOCTABAEHHBIX 110 3aKa3y «<KoHTeKcTa»
Ha CPeCTBAa aMEPUKAHCKUX (POHIOB, YTO
TOBOPHUT O IPOPECCHOHAABHOM PEmyTaIliN
Context’a B MupoBoM coobirtecTBe. Beuep
MoAoabIX XopeorpadgonB ContextLab ctumyau-
PYET COTHH TAHIXYIO0KHUKOB: KapbEPhI TEX,
KTO MOOMACS 3/1eCh IPU3HAHUS, OBICTPO pa-
ctyT. B 2017 rony mobeguTeAbHUIIEH cTasa
xopeorpad u3 Beaopyccunu Oabra AaboBKU-
Ha, paboraBias B Kurae u EBporne.

B MockBe oTKpbIAaChk HOBas Tea-
TpaAbHaS TIAOIIAIKA — Oap-OubamoTeKa
Community Stage. OgHo# U3 HepPBBIX I10-
CTAHOBOK CTaA CIIEKTAKAb (PU3UIECKOTO
Teatpa Liquide Theatre, qaBHO U ycrienrsao
OCBaMBAaIOIIET0 HETEATPAABHBIE IPOCTPAH-
ctTBa. «Tenephb THI 3HAEIIb» — CIIEKTAKAD
0 IYXOBHOM BEAUYUU MaAEHBKUX AeTel,
KOTOpPBIE YHUTAIOT C AeTCTBA HACTOLIINE

MUT-MH®O N2 2018

KHUTH, BIIyCKaeT B ce0sl BCEAEHHYIO IIPO-
LIIAOTO,— TOTZIA Y HUX 3peeT BKYC K (POPMHU-
POBaHHIO OCO3HAHHOI'O OyAyIIero. AKTEpPHI
Ang Kuwm, [apea [demunoBa, AA€KCaHAPA
Pynuk, Hukoaa#i Myaakos, Amutpuit Coko-
AOB, neBulla Bukropusa BupiokoBa Ha Bpe-
M$ CIIEKTaKAS CTaHOBATCS OTKPBITHIMHU
kHUTaMu. «KHUTH» XOTAT OBITH TPOYUTAH-
HBIMH, CIIPBITHBAIOT C IIOAOK, CIIOPAT, TaH-
nyoT (xopeorpadusa Camu Pynuk. Pexuc-
cép Aunpett CmupHoOB u npamatypr Karsa
BonpapeHko moMeniaroT HaC B KOHTEKCT
OXKHUBIIEY YUTAABHH, U B 3TOM CIIEKTaKAE-

F

L
v/ &
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domo: Community Stage

domo: Enena Aanuxa

MapKepe Ha AI000BBb K OU0AHMOTEKE HET Ha-
3UAaHUSI U CKYKH, a 9T0 TAaBHOE.

B [IleTcKOM My3BbIKAABHOM TE€ATPE HUM.
H.Car cocTosaace npemeepa QyTypHUCTHYE-
CKoOro baaetra «AsanTar B IocTaHOBKe Kupua-
Aa CuMoHOBa Ha My3bIKY PeiiHroapna I'auspa
u3 Oaseta «KpacHbIM Mak» 1o paHTACTHYE-
ckoMy poMaHy Aaekces ToacToro. CHMOHOB
CTaBUT POMaHTHYECKUH DaAeTHBIH KOMHKC
C TOTAAUTApPHO-IIAAKATHBIM COAEPXKaHUEM
0 IIPEKPaACHOAYIITHOM CaMOOOMaHe peBo-
AIOLIMOHEPOB, IIOBEPUBIIUX B TO, YTO MOLYT
U3MEHUTDB CBOIO XKM3Hb U XKU3Hb Ha COCEIHEN
naaHete. Mapc — aaaeropud UCYE3HYBIIIE-
ro ¢ Auna 3eMAR ATAQHTHUBI — IIOTHOIIIeH
pa3yMHOM U rapMOHUYHOMN ITUBUAU3AIINH.
Hamo npusHaTh, 9To OaseT «AsauTa» 1aA BO3-
MOXKHOCTD IIPOSIBUTH TAAAHTHI XYA0KHUKY
o kocTioMaM TarbaHe HornHoBol, HEMeEIT-
KoMy ciieHorpady IpHcty eiinebpexrty,
XYIOOXKHUKY I10 cBeTy prHe BTOPHUKOBOM.
3anporpaMMHpPOBaHHBIE HA HAPOYUTYIO
MHAYIO HEYKAIOXKECTh KOCTIOMBI MapCHaH,
3axBaTbhIBaIOIad AyX KOHCTPYKIIHS 3BE3/0-
Aéta, heepHuuIHO OCBeIEHHAS ClieHa BOC-
craHus... Ho moantnyeckas 6opbda Bcerma
OblAa HeyOadHOU TeMOH A CO3MaHUS HHTe-
pecHoi xopeorpadun, yBepeHa — Kupuaa Cu-
MOHOB 3HaA 00 3Tol mpobaeme, IOACTYIIALCH
K «A3AUTE», U XBaAad €MY, YTO BCE K€ B3SIACS —
BBIOOD AUTEPATYPHOTO UCTOYHHUKA HeaAeH
C pa3HBIX TO4eK 3peHud. Ho nag KomuKca,
IIAaKaTa He XBaTHAO OCTPOTHI XKecTa, IPKO-
cTH Xopeorpaduyeckoro Tekcra. M3 neTckoro
CIIEKTaKAS HEIIOHATHO: Xopeorpad — 3a yc-
AOBHBIX «KPACHBIX» AU YCAOBHBIX «OEABIX»?
CrieKTakAb He IIOMOTaeT CAEAATb COOCTBEH-
HBIX BBIBOJOB, HACTOABKO OCTOPOKEH XOPEO-
rpad B riomade MaTeprasa. XoTd, HaBepHOe,
peBoatorysa 1917 rozma,— 3To IOBO, HE TOABKO
JAL SPKOTO TEXHOAOTMYHOIO IIIO0Y.

IIpoba Ne 2» — IpoekT X0peorpa-
da AsercaHnpa MoruaeBa, H3BECTHOTO
10 TeaernipoekTy «TanIiel Ha THT», mocae
KOTOPOTO €r0 CTaAU HAa3bIBATh TEM, KTO
«TaHIyeT KOHTEMII BO pXKI. «[Ipobar co-
OupaerT Ha CclieHe TeaTpa «AapTe» HoMepa
xopeorpadgoB, KOTOPbIE peaAH30BaAAUCE
B MIO3HKAAX, HAPOAHBIX TaHIIaX, KAQCCUKE
HAM YAUYHOM TaHIle. Moruaes, co3gaTeAb
PYCCKOM KOMIIAHHUH COBPEMEHHOI'O TaHIla
«9TO», BEPUT B CAMOCTOSITEABHBIH IIyTH
contemporary dance B Poccuu. Bce Homepa
Ha JIpobe» mpenBapgIOTCd AUTEPaATyPHO-
HO3TUYECKUMU snurpadamu. BeITh IToHAT-
HBIM [0 MeAO4YeH, CIIOKOMHO-IIOAPOOHBIM,
TeaTpaAbHO-KOHCEPBATHUBHBIM — IIyTh pac-
ITUPEHUS ayAUTOPUH, KOTOPBIH KaXkeTcs

5 Q:!Z_‘J

WKagopoHoK», xopeoepagpust u
ucnoaHeHue AHacmacust MacauHkosa

npaBUABHEIM B 2018 rony. Ha (I Ipobe» moka-
3pIBaIOT TeaTpaAn30BaHHbIEe Xopeorpadu-
yeckue AeOI0THI HAU IPOCTO peakocTH. Tax,
3aCAy2KE€HHBIN Ilefaror o TaHIly MOAEPH
MI'MMKa AuToHnHa KpacHoBa, BbIy4UB-
1Iad He OHO IIOKOA€HHE TaHIOBIIUKOB,
BEIIIIAA Ha CIeHY B coao «Torma Bcé Ob1AO
no-gpyromy». Ilox 102-# mcaaom abxas-
CKOT'0 LIEPKOBHOTrO IlecHOoIIeHud KpacHoBa
HCIIOAHHAA aBTOPCKUH BapHaHT TaHIlA
MoOIepH, OAM3KOro K TeXHHuKe Xoce AuMo-
Ha (HampsgKeHHe KaK HaKOIIA€HUE SHEPruu
U BBIZIOX KaK CHABHOE U ITAABHOE OCBOOOK-
[eHue oT He€). KpacHoBa MOHNMaeT MOJAEePH
Kak 6a30ByI0 IONBITKY YeaoBeKa XX Beka
OCO3HAHHO Pa3JABHUHYTH I'PAHUILI CBOETO
TEAECHOTO LIITaMIla, CBOUX ABHKEHUYECKHX
IaTTEPHOB. TaHIOBIIIHIIA CAOBHO paccKa-
3bIBAET UCTOPHIO O YEAOBEKE, YeH UEaAU3M
COBCEM HE€ KO JABODPY, KOTOPBIX CMEIIIOH
CBOEY NPIMOAMHEHHOCTEBI0, HO IIPHUHSIA COO-
CTBEHHYIO CTAPOMOMAHOCTD B3TASOB U IIPO-
CTO «TaQHILyeT» O HEY, HEMHOI'O [IOCMEUBAACH
HaJ [IOHATHEM «(MOJa» B HPaBCTBEHHOCTH.
IIpanpaBHy4YKa akTépa Muxauasa
[MMenkuna 6aseprHa BoabIioro rearpa
Mapda ®énopoBa, craHIIeBasra KOMIIO3U-
num «CBeT» B Xopeorpadun AsekcaHapa
MoruaeBa Ha 135-# IcaaoOM B HCIIOAHEHUH
xopa MUHCKoro cobopa I[lerpa u [IaBaa.
Bricokagd roHas GAOHAMHKA CO CTAABHBIM
arrAOMOOM U CHSAIOIIEH KPOTKOM YABIOKOM
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BOBCIO HCIIOAB30BaAa BO3MOXKHOCTH KAac-
CHUY€CKOH TEXHUKHU U CBOET'0 BBIAAIOIIIETO-
CsI TeAa, HECIIEITHO CAepKUBasi €ro MOIIb,
S3BIKOM XOpeorpadHH II0BECTBOBAAA O CMU-
PEHUH U HEXKHOCTH.

«IIpoba Ne 2», Ha Mo# B3rASd, cyMeaa
II0Ka3aTh AUII0 POCCUHCKOI'0 COBPEMEHHOTI'0O
TaHIla — XOTs U He B TOM 3epKaae, rae Poc-
CHS XO4eT BBITAAAeTh EBpomnoii. OHa cMmor-
Aa coOpaTh B KaAeHJOCKOII YABIOKH, AUIIA
U UJEU TE€X, KTO UHOT/Ia BCAEIIYIO IbITAETCH
OBITH COOOM, UCIOAB3YH ayTEHTUYHBIH My-
3BIKAABHBIN U TaHIIEBAABHBIH MaTepHaA.

B KyarrypHoM nentpe 3UA yxke OaThb
A€T CyLIECTBYET IpaKTHKAa pe3UdeH-

HUY oA MOAOABIX XOopeorpadoB. B aTom
roy OHa IIOCB4IleHA TeME pecaiKAUHTA,
BTOPHUYHOH nepepaborku. Beaopycckue
xopeorpadgsl Oabra CkBopiioBa u Oakra
Pabenikaga nmokazaau nepcgopMaHC-AEK-
MU0 «Y MeHs BHyTpH kuBéT Cria"ngd Bob»
0 He3(pPEeKTUBHOM HCIIOAB30BAHUHU BOIHI,
TZie OfHA UCIIOAHUTEABHHIIA — TOYHO «He-
couHas», IIepecoxmiad, a Bropasd, Haobo-
poT, nepenosHeHa Baaroi. CoBpeMeHHBIN
TaHEeIl — HECOMHEHHAas 4acTh COBPEMEH-
HOH aHTPOIIOAOTHH (a aKKypaTHOE IIpU-
XAE0BIBaHHE M3 OHOHW Ha ABOUX YaIlIKU

MUT-MH®O N2 2018

IIOXOKE Ha HarAgAHBIN 5KO0ypokK). Brpo-
4eM, OPUTHHAABHOI'O Xy40XK€ECTBEHHOT0
BBICKA3bIBAHUS HE POAHUAOCE. XOTS BKAIO-
YeHVe TAHIIXYIOXKHUKOB B pa3paboTKy
OCTPOCOIIMAABHBIX TEM MOXKHO TOABKO
IIPUBETCTBOBATDH, €CAN He 3a0bIBATh IPHU
3TOM O BO3MOIXKHOCTHAX COBPEMEHHOTO
TaHIA.

dIpoBUHIIMAABHBIE TAHIBD TaTbIHBI
BaranoBoii — 3aBcernaraii HomuHanuu «Co-
BPEMEHHBIN TaHeIl» Ha «30A0TOH MacKe».
Ho racTpoau poccuiickoro TaHirearpa
B MockBe — 0co0ObIi PUCK, KOTOPBIH OKa-
3aAcd orrpaBAaHHBIM. «MaKOeT» mocTaBAEH
uraabgdHIleEM BaasTepom MarTteunu. «Ipo-
BUHIIHAABHBIE TAHIIBD — EIUHCTBEHHBIH
TaHITeaTp Poccuu, Kyna o KaCTHUHTY
IIpHe3XKarT paboTaTk HHOCTPaHIIbI. «Mak-
OeT» IIOAYYHACH TeaTpPaAbHBIM, IIOAPOOHO-
IIAHTOMHMHEBIM, apTHCTaM IIOHAT00UAUCH
aKTEPCKHE HaBBIKHU A BOIIAOIIIEHUSI
IIEKCUPOBCKOM Tparenauu. ClieKTaKAO
He XBaTHAO 00B€Ma xopeorpaduiecKo-
ro TEKCTa, TAyOHUHBI 00pa30B, HO paboTa
C TaKHUM MaTepHasoM BC€ paBHO Ha MOAL3Y
KOAAEKTUBY. ABTOpPCKUH CrieKTakAb Ta-
ThaHbI BaranoBoii 2006 roxa «Ilocae Bo-
BA€4YEHHOCTH. HacTh BTOpasd», BOCCTAHOB-

@domo: Kcerusa Ilonn

A€HHBIN JASI HOBOT'O COCTaBa (B KOTOPOM
oco0o BeieAdgoTcd EBrenusa TypymikuHa
u Anekcedt Caylikuii),— coBpeMeHHas I10-
cTUpoOHHUYecKas Bepcus «CBameOKu», Mo
Delicatessen Hukoaas CynHuka u Bauec-
AaBa 'aiBOpoHCKOro. bud roHUT HEBECTY
U XKEHUXa B 00bATHS APYT APYyTa, K OCTOBY
paputeTHoil «Boarm». HeBecTa npsyer-

Cs B MUDP CBOUX (paHTa3UH — HAAYBHYIO
cepy. [loapyKKu HEBECTHI C CUTapeTaMH
B 3y0ax, pa3oaeTble JUKO, B U30UIPEHHBIX
TAHIKOMOMHAIIUGX 3aHUMAIOT HabArogA-
TeAbHbIE€ IYHKTBhI-CKaMe¥KU BAOADb 3aTHU-
Ka. MoaogoxkéHAM MSITKO CTEAIOT JOPOKKY
U3 MYKH, KOTOpas YBOAUT B IIPOTUBOIIO-
AOKHYIO OT cBagebHo# «Boarm» cTopony.
BeuepuHKkoii ¢ OTKPBITHIM (PUHAAOM BMECTO
cBaaLObLI 3aKaHYHNBAETCH 3Ta «CBagedKar
2007-2017.

A Ha «30A0TOH Macke» ([ IJpoBUHITHAAB-
HbIE TaHIIBD» I0Ka3aAu npeMmbepy «Mmaro-
AroByHIKM». TaThbsaHa BaranoBa npuBesaa
B MOCKBY XyA02K€CTBEHHbBIH KOMMEPYECKUMN
IPOAYKT, B KOTOPOM AaHBI OTBETHI HA pa3-
HOCTOPOHHUE ITPEeTEeH3UHU K CIIEKTAaKAIO CO-
BPEMEHHOI0O TaHIla KaK XXaHpy. Yero ToAb-
KO 3JIECh HET: KaTaKOMObI aHAeTpayHaa,
o0UTaTEeAIMU KOTOPBIX, KaK HU CTPaHHO,
JI0 CUX TIOP OIILYyHIAIOT cebsl pPyCCKUe COBpe-
MEHHbIE TAHIOBIMHUKH. MUHUMAaAUCTCKUH
OEIIPeCCUBHBIN CepHaAl3M CayHATPEKA,
AVINB OHAKABI HPOHUYHO B3AOMAaHHBIN
coBeTcKUM XuToM «KTo Tebe ckazaa» HuHbI
Bpoackoii. 2KécTkad cuenka NoCTUHAY-
CTPHUAABHBIX «XOAOHBIX» 3IINU3010B, TIe
TaHell eIBa AU BaKHee HOBBIX pP3KaBBbIX
TpyO. Ay>THBIE PPATMEHTHI, T/e KEHIIH-
HBI, BAOBOAB ITPOAEMOHCTPHUPOBAB BHICOKUH
OaaeTHBIN HOABEM U apabecKu, BOCCENAIOT
MY3KYMHAM Ha MIA€YU B OAECTSAIIUX MAATHIX
U YUHHO UIECTBYIOT U3 KYAUCHI B KYAUCY.
CBeT — TO TYCKAO-PEXKYVIIIUY, TO TEIIAO-
BOAIIEOHBIH (XYIOXKHUK 0 cBeTy Makcum

R ,-I-] Y
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domo: Kcerus Ionn

«loc.ie sogneuéHHocmu»

Ceprauésn). [ekoHCcTpyHupyd 6acHU J30112,
AadouTena u KpriaoBa o crpekosax, Ba-
raHOBa BKAQABIBAET B yCTa TAHIIOBIIHUKOB
OOpPBIBKU (hpa3: €€ TAHIIOBIIUKYI OTAHYHO
BAAEIOT ClleHpedblo. A paboTa C roAoB-
HBIMHU yOOpaMu, O94KaMH, 300MOP(HBIMHU
mIaro4YkaMmu, KaK BCerza, BbIIle BCIKUX
IIOXBaA.

PaboTa c aAuTepaTypHBIMH HCTOYHUKAMU
IIO3BOALET PACIIUPATH TACTPOABHBIE BO3-
MO3KHOCTH, paboTaTh CO IIIKOABHUKAaMHU,

a IICUXOAOTHYECKHE TEMbI YAEPXKUBAKOT
TPAAULIMOHHYIO ayAUTOPHUIO CIIEKTAaKAEH
COoBpeMeHHOro TaHIa. baranosa, KaxeT-
cd, IPOEUPYET Ha HBIHEIIHIOIO CUTYAIIHIO
POCCHHCKOI0 COBPEMEHHOT0 TaHIla o6pas
UMaro — ¥ Kak yCTOM4YUBBINA CTEPEOTHUIL
BOCIIPUATUS CYO'BEKTOM APYTOro YeA0BeEKa,
U KaK B3POCAYI0, HO HE OKOHYAaTEABHYIO CTa-
U0 Pa3BUTHUA HaCEKOMOro. TaHIIOBITUKH
B IIA€HY COOCTBEHHBIX HAAO3UY 0 ITpodhec-
CHHU (HET pa3BUTHUS, HET (PHMHAHCHPOBAHUSI),
ayouTOpPHUS B IIAEHY COOCTBEHHBIX OKU1A-
HUH OT 3peAHIlla COBPEMEHHOT'O TaHIIA (I10-
xkeaaHUusa 6eckoHeuHEl). Cama Baranosa,
CAOBHO TI'OBOpA «JaBamlTe }Ke ABUTaTbCH
JaAblile, ¥ HaC BCe IIOAy4YaeTCdy, IapagoK-
CaABbHO COEIUHAIET BCEX.
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Photos courtesy of press services of Natalya Sats Musical Theatre,
Theatre “Provincial Dances” aﬁd{ommumty age - i

M

N e e

MODER,N‘Q}}\JCE BECAME A iDQPfJ/LAR PRODUCT IN THE . "‘t
RUSSIAN THEATRE MARKET. A LARGE NUMBER OF

FESTIVALS, TOURS, FIRST NIGHTS PROVES IT.

THE FESTIVAL OF MODERN CHOREOGRAPHY “CONTEXT”

OF DiANA VISHNEVA IN ITS GALA PROGRAM OF 2017

CONSISTED OF MANY SHORT DANCE SUITES,

RELEASED ON AMERICAN FUNDS.
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“Now you know”

his shows professional standing of

Context in the world community,

and mutual readiness for

partnership. Young choreographers’
Context Lab stimulates hundreds of dance
artists: careers of those who have achieved
recognition in this contest grow rapidly. In
2017, a young choreographer from Belarus,
Olga Labovkina, who had already worked
in China and Europe, won the competition.
Cooperation with “Context” opens up new
horizons for it.

In winter of 2017, in Moscow a new
theatre venue — Community Stage bar-
library was opened. One of the first
performances was the production of
Liquide Theatre, physical theatre which
long and successfully develops untheatrical
space. “Now you know” is a play about
what spiritual giants young children can
become if they read proper books since their
childhood. Actors Liya Kim, Daria Demidova,
Alexandra Rudik, Nikolai Mulakov, Dmitry
Sokolov, singer Victoria Biryukova in the
play become “open books”, embodying a
famous metaphor about a person who can’t
hide anything. “Books” do not hide anything,
on the contrary, they want to be read, jump

MUT-MH®O N2 2018
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off the shelves, argue with each other, dance
(choreography of Sasha Rudik), want to be
in demand. Director Andrey Smirnov and
playwright Katia Bondarenko put us in the
context of a revived reading room, and the
most important thing is that there is neither
edification nor boredom in the play about
love for the library.

Moscow Children’s Musical Theatre
named after Natalia Sats hosted a premiere
of “Aelita” futuristic ballet directed by Kirill
Simonov to the music of Reinhold Gliere’s
ballet “The Red Poppy”. Based on a fantastic

by “Test No. 27

| =
Choreographer and dancer Alexander Mogilev

Photo by Xenia Popp

novel by Alexei Tolstoy, published in 1923,
Simonov stages a romantic ballet comic strip.

“Test No. 2”7 is a project of the
choreographer Alexander Mogilev, who
became famous at the TV project “Dancing
on TNT”. “Test No.2” gathers those who
try out in the field of contemporary dance
on the stage of Moscow Aparte theatre,
after realizing themselves in musicals, folk
dance, classics or street dancing. Mogilev,
the creator of the Russian modern dance
company “ETO?”, believes in this genre’s
independent way in Russia. “Test No.2”
presents not a laboratory, but theatre
choreographic debuts or simply rarities. The
honored teacher of modern dance Antonina
Krasnova, who taught many generations of
Russian dancers, went on stage with solo
“Everything was Different Then”. Marfa
Fedorova, the great-great-granddaughter of
famous actor Mikhail Schepkin, who is a
ballerina of the Bolshoi Theatre, presented
a composition “Light”, choreography of
Alexander Mogilev, based on psalm 135
performed by the choir of St. Peter and Paul
Cathedral in Minsk.

At ZIL Cultural Centre, one of the main
Moscow venues for shows of new dance
performances, for five years now existed a
residence for young choreographers.

At Golden Mask Festival, Yekaterinburg
Dance Theatre “Provincial Dances” showed a
premiere of “Imago-trap”. Tatiana Baganova
brought to Moscow an artistic commercial
product, which answers various complaints
against modern dance as a genre. It is
difficult to mention what can’t be found in
“Imago-trap”. There are catacombs of the
underground, and Russian modern dancers,
oddly enough still feel themselves its
inhabitants. Deconstructing fables of Aesop,
Lafontaine and Krylov about dragonflies,
Baganova puts into the mouth of dancers
snatches of phrases from the fables, and we
see that they are excellent at scenic speech.

.:-"““'""
g
= “Imago-trap”

- TN

“Provincial Dances”

Baganova creates the performance, taking
into consideration her own strong points
and the company’s potential, thinking about
interests of the audience. Working with literary
sources allows expanding tour opportunities,
to work with students, and psychological
topics keep the traditional audience of modern
dance performances. Baganova, it seems,
projects the image of Imago on the current
situation of Russian modern dance.

Dancers are captives of their own
illusions about their occupation (there
is neither development nor funding),
the audience is captivated by its own
expectations from modern dance. Baganova
herself, as if saying “let’s move on,
everything works out for us”, surprisingly
unites everybody; visionaries-performers,
admirers of classical ballet, anthropologists
and psychologists will enjoy “Imago-trap”.
Clearly understanding their request, a
spectator of modern dance will find in the
supermarket of modern dance, even within
the Russian market, a wide choice. Yet it is
Baganova who is still the quickest on the
draw and knows how to unite everyone.

Photo by Daria Popova
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Onvea PYKC
domoepaguu npedocmassierbl npecc-cayxboii Teampa Hayuil

«My-my» TYPTEHEBA — THEBHAS ®UAUTITINKA
KPEITOCTHOMY IIPABY I10 BEPCUU HIKOABHOM
[IPOr'PAMMBI — B PYKAX [IMuTPrsi KPEIMOBA
[IPEBPATUAACH B TUMH TEATPY U I[IAAY T10 YTPATE
AYUIIIUX U3 AOJEMN.
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€CTHaAlATh AT Ha3az
Amutpuit KpelMoB riocra-
BHA CBOM IEPBBIH (U €11H-
CTBEHHBIH «TPaIUIIHOH-
HBbIM») CIEKTaKABb 'aMaeT»
Ha cIleHe TeaTpa UM. CTaHHNCAaBCKOTO
¢ KaaBnuem — Hukoaaem BoAKOBBIM, OTHUM
U3 TAaBHBIX aKTEPOB cBoero oTiia. Criek-
TaKAb OBbIA BCTPEYEH IIPOXAAIHO, U TOTHA
Ka3aA0Ch, PEKUCCEPCKUE (IIPOOBI Iepar Tak
U oCcTaHyTCd ITpobaMH y OTHOTO U3 AVUIIINX
TeaTpaAbHBIX XYAOXKHUKOB. A CILyCTd TPU
roga KpbIMOB CO CBOMMH CTYAEHTaMHU-CLIE-
HorpadaMu COYMHHA, YTO Ha3bIBAETCH,
«Ha KOACHKE», PENIETUPYH I10 KBapTHUPaM,
CIIEKTaKAb «Hemockasku» 110 CTpallIHbIM
PYCCKUM cKa3KkaM AdaHackeBa, Iie Ha-
YHUHAIOIHE XYAOKHUKHU-aKTEPBI PUCOBAAU
APYyTy Apyra Ha XyAbIX CIIMHAaX AHIlA CBOUX
IIepCoHaXKeH, IIOX0XKMe Ha AUKH. «Hemockas-
K yBuAeA AHATOAUMN BacHUAbBEB... U IPUHAA
BCIO KOMaHAy B cBoii TeaTp. C Tex mop B TPEX
O6eanIx 3asax [IIKOABI IpaMaTHIECKOI'O HC-
KyccTBa Jmutpuii KpbIMOB COYMHUA [ECAT-
KU HETIOBTOPUMBIX CIIEKTAKAEH, T71e BCTPETHU-
AMCB OIlepa, KAOYHaa, JOKYMEHTAABHOCTD,
POCTOBBIE KYKABI, aHUMAILlUs, CTOPUTEAANHT
u MHoroe apyroe. ['me Kaaccuka paszbupasach
Ha MEAKHe 4aCTH U cO0UpaAach BHOBB — ITPHU-
4yIAUBO I10 hOpMe 1 IIPOH3UTEABHO II0 CO-
nepxanuto. M Bapyr [Murpuio KpeiMoBy
3aX0TEAOCH BBIUTH U3 3TOr0 JUKOBUHHOI'O
0Oeaoro TeaTpaAbHOIO XpaMma, BEIATH Ha [IpU-
BBIYHYIO IIOAYTEMHYIO T€ATPAABHYIO CLIEHY
C IIOBOPOTHBIM KPYI'OM, AFOKOM U KYAHCaMH,
4TOOBI BEIPA3UTH, BBIIIAAKATDH U BHICMEATH
CBOIO AIO0O0BB K Teatpy. U oH nputniea B Teatp
Haruii ¢ uaeeit noctaBUTE «My-My».

Koro He cTOUT BOOAUTE Ha 3TOT CIIEK-
TaKABb, TaK 3TO HEPAAUBBIX IIIKOABHUKOB —
II0 YYUTEABCKOMY IIPHUHIIUILY «HE IIPOYUTAAH,
TaK XOTb IOCMOTPAT». TypreHeBCKHE TEK-
CTBI 3[I€Ch 3By4aT, HO 3TO «BeXKUH AyT» UAU
«I[leB11BD), 2 BoBCe He «My-My». KppIMOBCKUH
CITEKTAKAb — CBOe0Opa3HbIil «AMapKOpP/Iy,
HaBesaHHBIN TyprexHeBsIM. OT TypreHEeBCKOM
IIOBECTH 3/1€Ch OCTAAACh Pa3Be YTO HEMOTA
lepacuma (dmutpuit 2KypaBa€B) — OTpOMHOI0O
JETHUHBI-3AEKTPHKA, BCI paboTa KOTOPOro
COCTOHUT B TOM, YTOOBI BOBpeMs BOTKHYTb
HY>KHBIHM HITEIICEAB B PO3ETKY (YTO, BIIPOYEM,
OH PEAKO AEAa€T IIPABHUABHO, U €r0 UCKYC-
CTBEHHad pyKa KHOopra HarAsiHO JOKa-
3bIBAET, YTO O/THA U3 €TI0 OIINOOK OMHAXKIbI
cTomaa emy moporo). B octasbrHOe BpeMs
OH MEAAQHXOAHUYHO II0€AeT PA3AOKEHHYIO
Ha razeTke eay, 3anuBad e€ U3 OrpOMHOMI
OyTBIAKH TEIIAOM KOKa-KoAOH. IOponmBoro

lepacuMma, BIrpodyeM, Bce B TeaTpe AT,
3KaACIOT U CO4yBCTBYIOT €0 y4aCTH ChIHA-
KopMHuABLAa 60ABHOM MaMbl. A rtanu ['pxku-
00BCKa (OpeBHLS AUBA IOABCKOI'O KHHO,
CHUMaBIadcd emé y Balael, koTopad cen-
4gac pernetupyeT Ha HoBOH ClieHE «CIIEKTaKAb
U3 XKU3HU TPAHCBECTUTOB — JECATH IPHUHIIU-
IIHAABHO THXUX CIIEH») IIPUBO3UT €IE U e-
dpUIIUTHBIE AGKApPCTBa AAS MaMbl. Heynu-
BUTEABHO, 4TO 'epacuM HUCHBITHIBAET K HEH
IIOUCTHHEe cobadblo IpenaHHocTh. HeTpynHo
J0TaaThCs, YTO MaHu [ p3k1OOBCKOM oTBeIe-
Ha pOAb CBOEHpaBHOM BaprIiHu.

YTo K€ [0 TAaBHOM 4YeTBEPOHOT'OM Iepo-
HHU oBeCTH... Ho cHayaaa Ha10 BO34aTh
JOAXKHOE IIAACTMAaCCOBOMY, J€PEBAHHOMY
U IIAIOIIIEBOMY CcO0aubeMy ITapany-asie
B IIPOAOTE, I7le TYPreHeBCKHe OXOTHUYBH 00p-
3bl€, YEXOBCKHE I'YCTOIICOBBIE, IIOAY310BaThIE
U [IpOYHe YETBEPOHOI'ME BEAUKON PYCCKOM
AUTEPATYPbl BCTPETUANUCH C UTPYIIKaMHU Ha-
LIETO AETCTBA U, HAKOHELL, ABYMS KUBbIMU
IICaMH, KOTOPBIE IIyA€H BBIAETAIOT Ha CLIEHY
U, KaxKeTcsl, BOBCE He COOHPAIOTCs I10 KO-
MaHJe BO3BPAlllaThbCA 3a KYAUCHL.

Hy a poas My-My gocraaach AeBo4dke Maire
AET OMUHHAAIATHU: e€ IIpUBeA C co00ii Ha pe-
OeTHUIUIo A4 Aérra, KOTOphId SBHO 000-
3KaeT CBOIO IIAEMSHHHUILY, HO 110 COOCTBEHHOH
0e3neTHOCTH He O4YeHb IIOHUMAaeT, KaK C Hel
CIIPaBALTHCSI. DTO HECHOCHOE, IIPEAECTHOE,
BpeaHOe, AI0003HATEeABHOE, KapTaBoe, HEBOC-
[IUTAaHHOE, Pa3BUTOE He II0 rofaM, AF0OBeo-
OHABHOE U PEeBHHUBOE CO37aHue DAHUCTATEABHO
urpaeT Mapusa CMoABHHUKOBa, KOTOPYO IMu-
Tpuit KppIMoB npuBéa ¢ coboit u3 IlIkoas! npa-
MaTHu4ecKkoro uckyccrna. (K caoBy, akTpucam
Ovutpusa KppIMoBa KaK-TO OCOOEHHO yIAITCS
[ETCKHE POAH — BCIIOMHHUTE XOTsI ObI KApPTaBYIO
erosy Tanio Aapury AHHbI CHHIKHHOMN C eé
«HaH4, 3aKX0M OKHO... OTKXOM OKHO» U3 CIIEK-
Taragd «EBrerutt OnernH. CBOUMH CAOBaAMM.
TouHO OH IOMHUT U BIOXHOBASIET BCIIOMHUTH
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JPYTHX 4TO-TO BaXKHOE IIPO AETCTBO). Toa-
CTBIE HOXKXKU OOTSIHYTHI KOATOTKaMU, OpeKeThl
Ha 3y6ax 9yTh IPUTOPMAaKUBAIOT OOBIYHOE
JIETCKOE CAOBOU3BEPKEHME. PyKU TaHyTCA

Bcé norrpoboBaTh, pa3aoMaTh U IIOCMOTPETD,
4TO0 BHYTPH, BOUTH I'BO3/b, KyZla HE CAEIYeT.
Ha Mur MoxeT 3aTUXHYTb Hal [IAQHIIIETOM,
II€ TOAIIATCS HOBOCTH OflHA AUKOBUHHEE
OpPyToH: TO MaThb yOHAA ChIHA, TO M3p 3aIIyCTHA
10 KOABILY HOBBIH MapipyT «/lopora B Oy-
ayieer... [IodTu XKUBOTHAaSA CTPACTb K HEU3-
BEIAHHOMY Ha MUHYTY U BIIPSIMbB JIEAQ€ET €€
roxoxkel Ha co0aKy — Tak TSHeT e€ pacloTpo-
LIUTh UCTEKAIOIIYIO KPOBBIO TYIIKY IIOACTPE-
A€HHOM yTKH, IOHATH TaWHy CMEPTH (a 3a0HO
IIOCAATh IIOCTMOAEPHUCTCKHUM IIPUBET YEXOB-
CKOl uatire, yOUTOH XyIOKHHUKOM OT HEUETO
neaats). [Ipoceinaromasicss B 3ToM OecéHke
MaA€HbKad XKEHIITHHA IIOHUMAaeT, KakK, 0Ka3bl-
BaeTcsl, BAIOOAEH €€ /s — M He MOXKeT CIIpa-
BUTBCS C OXBaTHUBIIIEH €€ IPyCThIO IIEpe] HEU3-
BEIAHHBIM. A TJIe-TO COBCEM PSAOM — Apyrad
IPyCTh, IPYyCTh OKOH(Y3HUBILIErocs: pedéHKa,
KOTOPOMY He XBaTHAO AIOOBH ¥ BHEMAaHUS
B3POCABIX. IMEHHO 3T0 paBHOAYIIINE U YOLET
Marry, cAy4aiiHO CKUHYTVIO B T€aTPaABHBIH
AIOK YCAY>KAUBBIM I'epaciMOM, KOTOPBIX CAHIII-
KOM OYKBaABHO IIOHSIA Ope3raAnBOe BBIPasKEHUE
Ha Aune nnaHy ['p:kuboBCKOH (IPUHITUITHAAD-
HO THUXUM CLI€HaM» IIPOTHUBOIIOKA3aH AETCKUN
LIIyM U3 COCEHETo per3aaa). U TmietTHo nansa
Aé1l1a ¢ IoCepPEBIINM BPa3 AULIOM IONBITAETCH
eé criacTu.

Hana Aémnia (eakuii, TOYHBIN, TEPIKUH
Aaexcelt BepTkoB n3 Ctynuu TeaTpasbHOI'O
HUCKYCCTBAa) — OH ke OXOTHUK, HallucaBIINH
CBOM 3HaMeHUuThIe «3anuckm. OH xke Typ-
TeHEB, BAIOOAEHHBIH BO BCE «<HECKA3AHHOE,
CHHEe, HEXKHOE» U OMHOBPEMEHHO B [loanHy
Buapno (e€, aTy KeHIIIUHY-BUAEHbE, TAKYI0
JOaA€KYIO, IIOYTH 49YyKYI0 U TAKYIO JKEAaHHYIO,
¢ 6e3ynpedHbIM PPaAHILY3CKUM TOYEHBIM
npodraeM, UrpaeT BUepallrHgs CTyIeHTKA

MUT-MH®O N2 2018
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TeatrpaabHO# niKoAbl KoHcTaHTHHA PatikuHa
Eanzaseta IOpneBa).

O=H xe — pexxuccép, alter ego camoro
KpeiMoBa, ouapoBaHHBIN Maruei rearpa
U OJ{THOBPEMEHHO IIPOKAWHAIOIIUMI €r0 YCAOB-
HOCTbB, 0€THOCTD, BEYHYIO OIIACHOCTD (PaAb-
ITH, HeIIpaBabl. TBopell nau MeauyM TBoplia,
KOTOPBIM IIOHUMAaET COBEPILIEHCTBO 3aMbICAA
U HECOBEPIIIEHCTBO BOIIAOIIEHUS (OHO OyK-
BaABHO CXKUTAET €r0 U3HYTPH) — U BAPYT
CIIOCOOHBIH IOCTATH 10 3TOI'0 COBEPIIEH-
cTBa. U Torma méAKoBbIle KPACHbIE AEHTOYKU
C KPaCHO IIOZICBETKON U BEHTUAATOPOM,
AaMIIO4YKa C MEPLIAIOIINM KPaCHBIM JHOI0M
U roroBa O0yTadopCKoi AoIIay IIpeBpalia-
I0OTCH B BEAUKOAEITHYIO HOYb Ha bexxnunoMm
AYTY C TPECKOM KOCTpa, UICKpaMH 110 Heba
U OTCBETOM Ha o4apoBaHHBIX AHIlax. OH —
IIEePBBIM CPEeAU PABHBIX B CBOEH o4apoBaH-
HOCTH T€aTpPOM AIOABMH, BAQACIOIIIUMU
TaliHaMH TeaTpaAbHOrO MUpo3aaHud. Cpenu
HUX — ¥ B30aaMonIHaa nasu ['p:kuboBckas,
KOoTopad BAPYT IPOU3HOCUT IPOH3UTEABHBIN
MmoHoAaor u3 «leBriorr. Cpeau HUX — HEKa3U-
ctasa nompex (Mpuna Cyxopelikasi), IIpoBo-
JHUK U3 «(COPHET'O» MUPA PEKRUCCEPCKUX UAEH
B MaTepHaABHBIH, OyTadOpCKUH, 3aBUCAIIINHT
OT CMETBbI MUD TeaTpPaABHOI'O [IPOU3BOACTBA,
gbd «Bubaus» — nurara CTaHUCAABCKOrO IIPO
BaKHOCTB IToMpexken. An KOHIIepTMEUCTED
ApmeH (ApmeH IlorocsiH), KOTOPBIN HOHUMAa-
€T IITUYUH 43BIK peXUCCcEépa U 3HAET, KaK
U3 HYJHBIX II€BLOB, IIOABHU3aBIIUXCS II€Th
COBPEMEHHYI0 MY3bIKY, COOpaTh «HAAEK bl
MaA€HBKUH OPKECTPHUK?.

OH 3Ke — UHTEAAUTEHT (0OAOTHBIE CAIIOTH
U BaTHHUK OXOTHHKA OH HOCHUT C 9AETaHTHO-
CTBIO IIpocheccopa-aIBOPSIHUHA, B OlHOYACHE
BBIKHMHYTOI'O U3 IIPEXKHEHN KU3HU U CTaBIIIe-
ro KAaKUM-HHUOYIb 35KOM HAW HUCTOITHUKOM),
KOTOPBIN OHA Kbl HE CMOXKET OCTaBaThCHA
B AIOOMMOM TeaTrpe U AIOOMMOH CTpaHe,—
CAUIIIKOM AYIIHBIM U 3aTXABIM CTaHET BO3AYX
BOKPYT Hero. 'mbeap My-My, 3KUBOY myIITH,
BEPHETCA K HEMY HaBA34YUBBIM KOILIIMapOM —
necHel «3adem I'epacum yronua My-Mmy» B HC-
IIOAHEHUU AOCHAIIUXCH OT XKHPa BOEHHBIX
C COAUCTKOH — MalllMHON pPOBECHULIEH C HEYM-
HBIM U HeZtoOpbIM AntioM (IMurpuit Kprivos
HallIéA peaAbHOE BUJIEO0, AUIITHUM pa3 J0Ka3aB,
4T0 AIO0OH capKasM XyI0KHUKA BCE PaBHO
npourpsiBaeT peaabHocTH). [lon Goxmpoe nerume
«A Beib MyMa Moraa eIre roxHuTh, 3a4eM Ke
MywmouKky TonuTk, agnad Aéma — Typrenes,
BEYHO AHIITHUH PYCCKHUH YeAoBeK Ha rendez-
vous, coaéTcd U, HaTAHYB MOAHBIM MaKWHTOIII
IPAMO Ha TEAOTPEUKY, YXOAUT OTCIOAA IIPOYb
o[, PyKY CO CBO€H 4yzKEeCTPaHKOM.

Photo by Georgy Bezborodov
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TURGENEV’S “Mumu” —
AN ANGRY DIATRIBE ON
SERFDOM IN THE SCHOOL
CURRICULUM VERSION —
BECAME IN THE HANDS
oF DMITRY KrRYMOV A
HYMN TO THEATRE AND A
LAMENT FOR THE LOSS OF
THE BEST OF THE PEOPLE.

ixteen years ago, Dmitry
Krymov staged his first (and
only “traditional”) production
of “Hamlet” on the stage of the
Stanislavsky Theatre, where
Claudius was played by Nikolay Volkov,
one of his father’s principal actors. Three
years later Krymov with his stage designer
students created in apartment rehearsals
a production of “Not Quite Fairytales”
based on Afanasyev’s scary Russian
fairytales, where aspiring artists and
actors would draw on each other’s skinny
backs the faces of their characters that
resembled the faces on icons. Anatoly
Vasiliev saw “Not Quite Fairytales”... and
took the company to his theatre. Since
then Dmitry Krymov created dozens of
unique productions that brought together
opera, clownage, documentary images,
life-size puppets, animation, storytelling,
and many others. And suddenly Dmitry
Krylov had the desire to step outside of
that wondrous white theatre temple, to
come onto a familiar semi-dark theatre
stage with a drum revolve, a trap door and
wing flats, in order to express, to sob out
and to ridicule his love for theatre. And so

Maria Smolnikova, Alexei Vertkov
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he came to the Theatre of Nations with the
idea of staging “Mumu.”

Turgenev’s texts are presented here, but
it’s mostly “Bezhin Meadow” or “Singers”,
and certainly not “Mumu.” Krymov’s
production is an “Amarcord” of sorts,
inspired by Turgenev. The only thing that
remained in it from Turgenev’s story is,
perhaps, the mutism of Gerasim (Dmitry
Zhuravlev) — an enormous muscleman
electrician, whose only job consists of
putting the right plug into the socket at
the right time. Admittedly, everyone in the
theatre loves the feebleminded Gerasim,
feels sorry for him and sympathizes with
his lot of the breadwinner son for his sick
mother. And pani Grzybowska (an old diva
of the Polish cinema who was directed
by Wajda himself and who is currently
rehearsing on the New Stage “a production
from the life of transvestites — ten quiet
scenes on principle”) even brings hard-
to-procure medicine for his mother. It is
not surprising that Gerasim feels a truly
doglike devotion toward her. And it is not
difficult to guess that pani Grzybowska is
given the part of the capricious Barynia
from “Mumu.”

The part of Mumu herself was given
to an eleven-year-old girl Masha: she was
brought to the rehearsals by her Uncle
Lyosha, who adores his niece but has little
idea of how to handle her. That obnoxious,
charming, mischievous, curious, burring,
ill-mannered, precocious, affectionate, and
jealous creature is portrayed brilliantly by
Maria Smolnikova, whom Dmitry Krymov
brought with him from the School of
Dramatic Art. Chubby legs that are clothed
in pantyhose, the braces on her teeth that
put a bit of a brake on a child’s usual
volubility. Her hands reach out to touch
everything, to break and see what’s inside,
to hammer a nail where it does not belong.
For a brief moment she might grow quiet
over a tablet, where news pile up — one more
outlandish than another: a mother killed
her son, or the mayor launched a new loop
route “A Road to the Future”... Her near
animalistic passion for the unexplored
momentarily does make her resemble a
dog — thus she is drawn to disembowel
a bleeding carcass of a winged duck, to
understand the mystery of death. A small
woman that begins to awaken inside this
little devil understands how much in love
her uncle actually is, and she can’t handle
the sorrow that grips her in the face of the

unknown. And somewhere close by there’s
another kind of sorrow, the sorrow of an
embarrassed child that didn’t get enough
love and attention from the grown-ups.
And it is that indifference that will end up
killing Masha, who is accidentally pushed
into a theatre’s trap door by Gerasim. And
Uncle Lyosha, whose face has instantly
turned gray, will try in vain to save her.
Uncle Lyosha (Aleksei Vertkov from
the Studio of Theatrical Art) is also the
Hunter, who wrote his famous “Notes.” He’s
also Turgenev, enamored with everything
“untold, blue, tender” and, simultaneously,
with Pauline Viardot (this apparition of a
woman — so distant, almost alien, and so
desired — is played by Yelizaveta Yuryeva).
He is also the director, Krymov’s
own alter ego, captivated by the magic
of theatre and simultaneously cursing
its conventionalism, poverty, its eternal
danger of falseness, of untruth. The
Creator or the medium of the Creator, who
understands the perfection of a conception
and the imperfection of its implementation
(it literally burns him from the inside) —
and who is suddenly capable of reaching
that perfection. And then the silk red

Photo by Georgy Bezborodov

ribbons with red backlighting and a fan,
the bulb with a flickering red diode, and
the head of a prop horse transform into

a beautiful night on the Bezhin meadow
with the crackling bonfire, sparks that fly
up to the sky and the reflected light on the
spellbound faces.

He is also the intellectual who one day
will no longer be able to stay at his beloved
theatre and in his beloved country — the
air around him will become too stifling
and too stagnant. The death of Mumu,

a living soul, will come back to him as a
haunting nightmare — a song “Why did
Gerasim drown Mumu”, performed by a
group of soldiers with fat-slick skin and
their soloist — a girl Masha’s age with an
unintelligent and unkind face (Dmitry
Krylov found an actual video, once again
proving that any sarcasm on the part of an
artist would still never be able to compete
with reality). To the upbeat rendition of
“For Muma could have still lived, why then
did you drown Mumochka”, Uncle Lyosha-
Turgenev, the ever Russian odd man out
at a rendez-vous, gives up and, pulling

a stylish Macintosh right over his body
warmer, walks out of this place for good.
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AABOPATOPHSA

TeaTp — 5TO OIIAaCHO

Onvea KAHHCKHHA. domoepaguu npedocmasieHbl. meampom «Hedocnoe,
Ilenmpom meopuecikux uHuyuamug HKao3uoH», Astragali Teatro
u Bolcwiell wkonotl cCyeHuuecKux ucKkyccma.

B 2018 rony MEXO1YHAPOAHBI UHCTUTYT TEATPA
OTMEYAET CBOE 70-AETUE. ET0 CO3IAHUE CTAAO

OIHVM N3 OTBETOB AIOJEN MCKYCCTBA MUPY, TOABKO
YTO MEPEXMBIIEMY BTOPYIO MUPOBYIO BOMHY. Ho,

KAK U 70 AET HABAJ, IPOBAEMA YEAOBEYECKOI'O
OBIIEHUY, YMEHUSA HANTU OBIIMU 93bIK, [IOHATh,
YCABIIIATH APYTOr'O, HEIIOXOXETO HA TEBY,
JIOTOBOPUTHCS C HUM CTOUT OYEHDL OCTPO. 3AIIPOC

HA COLIMAABHBIM TEATP, CIIOCOBHBIM HETPUBUAABHO
PEIIATH COLIMAABHBIE, IIEJATOTUYECKUE U JAXKE
MEOUIIMHCKUE [TPOBAEMBI, BEIPOC HACTOABKO, UTO
TEATPAABHOE COOBIIECTBO BCE BOABIIE [TOHVUMAET
HEOBXOIVMOCTb B [TPO®PECCUOHAABHOM IIOJIIOTOBKE
JIASI OTBETA HA 2TOT 3AINPOC. OOHUM U3 IIATOB HA 3TOM
IIYTU CTAAA PABPABOTKA IMTPOrPAMMBI MUT 110 OBYYEHUIO
COLIMAABHOMY TEATPY HA BA3E BBICIIEN IKOABI
CLEHUYECKUX UCKYCCTB. CTAPT TOU MMPOTPAMMEBI

BbIA OTMEYEH TPEXIHEBHOM POCCUMCKO-UTAABIHCKOM
KOH®EPEHIIMEN 10 COLIMUAABHOMY TEATPY.

MUT-MH®O N2 2018
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IlepeBecTH HedopMmaT
[IporpamMma KOH(pepEeHIINH ITI0OeAUAACE 10-
POBHY Ha UTAABSHCKYIO U PYCCKYIO YacTH.
Poccuro Ha KOoH(pepeHIIUH TPeACTABAIAN TPH
KoMaHObl. Bo-iepBrIX, cama Bricmiag mrkosa
CIIEHHMYECKHUX UCKYCCTB, CTYAEHTHI KOTOPOM
IIPOIIAH BCE MaCTEP-KAACCHI U IIOKa3aAU
CIIEKTaKABb TPETBHETO Kypca aKTEPCKO-PEKUC-
cépckoro pakyarreTa «Cpenu Hac» — Bepba-
THUM, OCHOBaHHBIH Ha UCTOPHUIX OHKODOABHBIX
U OHKOAOT'OB,— IIpbIralollias KapauorpaMmma
CIIacCeHHUH, IpeaTeAbCTB, [IEPEOCMbBICACHU M
BCeY KU3HU, OTUYASHUS U HAIEKIbBI.
Bo-BTOpEIX, LleHTp TBOPYECKUX UHU-
nuaTuB «IHKAIO3UOH», KOTOPBIM BO3HUK
KaK €CTECTBEHHOE ITPOIOAKEHME IIPOEKTA
doHIa TOAOEPKKU CACIIOTAYXHUM AIOOIM —
criekTarad «(Ipukacaemsler, IIPU3BaHHO-
r'o IPUBAE€YBL BHUMAaHUE K XKHU3HU AIOJEH,
JKUBYIIUX B TEMHOTE U THIINHE (K coXaAae-
HUIO, B HaIlle¥ cTpaHe — 9T0 HPaKTUIECKHU
IPsSIMOM IIyTh K IIOAHOM HM30AGINH). A TIOCAE
IIpeMBbEPHI HE CMOTAH PA30UTHCH, HO ITOHS-
AH, 4TO HAJO0 UCKATh CIIOCOOBI KOMMYHHUKA-
MY, KOTOpble ObI CBSI3aAHM AIOLEH C AIOOBIMHU
ocobeHHOCTIMH. UTOOEI ATogu 6e3 cayxa
MOTAH cAymiaTh Baxa, 0e3 3peHus — IIOHU-
MAaTb XKUBOIIHCH, YTOOBI CpeICTBAMHU TeaTpa

«Cpeou Hac»

dIpukacaemovler '

3anpoc HAa HenpueuluHYyro
esvlpa3umejibHoCcmos

Io mHeHU0O YyuacmHuKa KoHepeH-
yuu, npopeKxmopa no Hay4Hoii pabo-

Jr0bas cihepa couuanbHoll oesimestb- 4
Hocmu 8cé bontbule Hyskoaemcest

8 a/leMeHmax meampa, a 8 06pa-

308aHUU pacmém 3anpoc HA mea-

mpanbHyto nedazozury. Mol euoum,

ymo oarke 8 MpPAOUYUOHHBLX ULKOAX,

meamp ecmynaem & ceou npasd, ¢ NOMo-

WbI0 U2Po8bLX cCMmpyKmyp npenodaemcst mame-
mamura, ucmopust... TeampaneHas nedazozurxa
8cé bosue ocmbleasiemest Kak 6a308slil hoH
gsaumoodeticmaust c 0emobmuy.

Ecau parvuie 8 pycckoii u Opyaux Kystemy-
pax, 20e ecmb bosbULLE MPAOULUU npoghec-
CUOHAIHO20 COBEPULEHCMBOBAHUSL AKMEPOS,
6biMo8ANI0 MHEHUE, UMO COYUAIbHBLU meamp
CPOOHU S1H0OUMEeNbCKOMY, MO celiuac maxoe
omHoweHue, no mHeHuto TpyboukuHa, cmano
MeHambest. B ucmopuu uckycemea Hemano
npumepos, K020a CoOUUAIbHbLIL meamp 0a8an
nuwy meampy npogpeccuoHatbHomy. Mosk-
HO obpamumbcst K npumepam U3 UCmopuu
uckycemea — maxum kKax «Jlucoema o maHye
u baneme» 2Karna XKoprca Hoeeppa, komopblii
co30asan ceou baemol 0OHOBPEMEHHO C MmeM,
Kax abbam oe 1’Sne hopmuposan rKecmoswlii
SA3bIK 0151 06UEeHUSL 2/iYXUX (00UH U3 8A KHETl-
wux nepesopomos 8 snoxy IlpoceeweHusi),
O0BHAPYICUIL C IMUM S3bIKOM MHO20 cXo0cmaa
U 6bll YyeepeH, Umo HKecmoablil a3blK maKoKe
cnocobecmeayem He MO0 NOHUMAHUIO 2NY-
XUX, HO U meampa KaKx maxkogoeo. H ce200Hs
meamp u meampasibHble UHCMUMYmMbl 8HO8b
obpawaromest K amum «cpedcmeaam Henpu-
8bIUHOUL 8blPA3UMENTLHOCMY, KOMOPble CUSILHO
CMUMYAUPYOM 9KCnpeccuro axkmépa.

MorkHo npusecmu u bosiee ceerxue npume-
Dpbl, 8pode UCKYyccmaa 8bloarou,e2ocst (U KoMm-
MepuecKku ycneuwiHozo) pexxuccépa Pobepma
Yuncora, komopbulili MHO20 Jlem Nocestmu
pabome ¢ ocobbimu Oembmu U NPUBHEC 8 ceoU
MUSAHCYEHBL U 08UIEHUSL HEMAJIO MO20, WMo
npuobpén e npoyecce amoti pabomaot.

Lmumpuii TpyboukuH ommemusr makKixKe
02POMHYIO POJIb Meampa 6 2apMOHU3AUUL
KOH@AUKMHbLX 30H. «KaK norkasana npaw-
MuKa, COUUANU3AUUSL Uepe3 meamp — 00HO
U3 camblx 0elicmeeHHbLX Cpedcma HaNANKU-
8AHUSL KOMMYHUKAUUU C JH00bMU, KOMOPbLX
He C/blUUHO, 6YOb mo beskeHybl, 3aKTIOUEHHbLe
unu 100U ¢ ocobeHHocmsimu 300posest. Kpea-
musHasi meopuecKkast cpeda cabluiHa bobuie
Opyaux, bbicmpee npoHuKaem 8 MeoOutiHyr
chepy u 2apmoHUIUpYem 0bULeCcmao».
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«Hedoco8»

II0Ka3aTh U A0Ka3aTh, YTO KaXKAbIH YeAOBEK
MoOzKeT ObITh HHTepeceH. O ToM, KaK BbI-
CTpauBaTh 3Ty KOMMYHHKAIIUIO U JazKe
BBIXOAUTH C HEY Ha MEXKAYHapPOIHbBIN
YPOBEHB, KaK HE IIOTEPATH CMBICA B PE3YAB-
TaTe MHOTOKPaTHOrO IIeEpeBoa (C 3KEeCTo-
BOr'O Ha PyCCKHH, C pyCCKOro Ha aHTAMWM-
CKHUH UAU PPaHILy3CKUH, C PPaHILy3CKOTO
Ha (PpaHIy3CKHH KEeCTOBBIH U 00paTHO),
KaK OpraHH30BBIBATh IPOCTPAHCTBO IAS
paboThI C HE3PIYUMHU, He CABIIIAIINMY,
He MOOMABHBIMH, U O MHOI'OM APYyTOM pac-
CKa3aAa Ha KOH(EepeHIINH U IIoKa3aaa
Ha CBOEM MacCTep-Kaacce KypaTop U Xope-
orpad «MHKAIO3HMOHa» Aapuca HukutnHa,
KOTOpad ocTaBHAa panu ocoboro Tearpa
BIIOAHE YCIIEIIIHYIO Kapbepy aKTPHUCHL.
«Korzma MbI KHHYAU KAWY, IPUTAACUB
K HaM AlofieHi ¢ AToObIMH 0COOEHHOCTSIMH,
MBI faske He IIPeICTaBASIAH ce0e, HACKOABKO
CAOXKHO OyZeT HaaaaIuTh KOMMYHHKAITHIO, —
pacckaseiBaeT Aapuca HukutuHa.— Y Hammx
TIOJOTIEYHBIX PA3HbBIH ONBIT yYacTHUd B pas-
HBIX ITPOEKTaX. Pa3Hble OTPE3KU yTOMALEMO-
ctu. PasHble moTpeOHOCTH B OCBEIIEHHOCTH.
PaszHbie 43BIKH: CAEIIOIAYXOM HE MOZKET II0-
HATDH HE3PAUIEero, OHH BBIHYK/IEHBI 00IIATHCS
gepe3 MeHs. HeBO3MOXKHOCTE 00€CIIeYHUTh

MUT-MH®O N2 2018

Ka¥KJI0r0 COOCTBEHHBIM THIOTOPOM HAU ITepe-
BOAYUKOM. [lepeBOAYUKY — HAIIIE 30A0TO.
OHU O0AKHBI TIEPEBOAUTD ITUYUHN SI3BIK Tea-
Tpa Ha JaKTHABHBIN U KE€CTOBBIH. [IBUraThCcsa
BMECTE CO CTyAeHTaMH, OTCTYKUBAaThb UM
pUTM. 31ech HEBO3MOKHBI CAyYatiHbIe AIOIH.
Kak HeBO3MOXKHEI IIEJATOTH, KAKUMHU ObI
npodpeccCHoOHaAaMU OHHU HU OBIAY, €CAU Y HUX
HE BO3HUKAET MOTPEOHOCTHU ITO3/I0POBATHCH

C KaxXXIbIM HHAVBUAYAABHO: BEAb €CAU BbI

HE II03J0POBAAUCH AUYHO CO CAEIIOTAYXUM
YEeAOBEKOM, BaC HET B €0 IIPOCTPAHCTBE,
KOTOPOE OH YK€ U3YYHA OO BaIlEro IIPHUXO0-
na. OHH, KCTaTH, OYeHb O0OMKAaIOTCd Ha 3TO.
Ilo To¥ ke MpUYUHE MBI JOAXKHBI TPOAYMAaTh,
KaK 00yCTPOUTH pPa3aeBaAKH — CAETIOTAYXOM
YeAOBEK He 3HaAeT, KaK OH BBITASITUT, I MOXKET
Ha4aTh [I€PE0AeBaThCS IIPU IIOCTOPOHHUX.

U Tem He MeHee HAIIU CTYAUUNIIEI OYE€HD
MmeHg0TCcd. CeroqHst OHU MOTYT BBIAEPKATH
3aHATHUS II4Th pa3 B HEAEAIO BMECTO ABYX
B HQYaA€ U IIOAYyTOPadacOBOM CIIEKTAKAD.

Y HUX HOABASIOTCS ITPOPEeCCUOHAABHBIE
aMOUIIUY, 4TO MeHd O4eHb panyeT. OcBa-
UBAIOT TaKHeE BEIIY, KaK My3blKaAbHas
[12Ka30Basi UMIIPOBU3allUs AN HAallUCaHUE
TPEXCTHUINNH, a PE3YABTATHI MOKHO YBUIAETH
Ha HaIlUX OTKPBITHIX ypOoKax».

CEPreii Bunselii:

U, nakoHel, TpeThel KOMaHOOMU OT Poc-
CHUH CTaA TeaTp HEeCABIMIAIINX aKTEpoB «He-
nocaob». [lupektop Tearpa Cepreit BuaHbit
pacckaszaa 0 NGTHaAIIATUAETHEM IIyTHU
CBO€H KOMaHBI — OT Kypca FayXHuX aKTEpoB,
KOTOPBIE€ HE CMOTAM PA30UTHUCH IIOCAE TPU-
yMdaabHBIX TacTpoaeii o CIITA u Kauane,
HO HE UMEAHU HUKAaKOM MOANEPKKHU Ha POAH-
He, 0 U3BECTHOI'0 KOAAEKTHBA C IIpH3aMHU
U rpaHTaMHy, YYaCTHUKU KOTOPOTO Hay4dH-
AUCH IIOAIEPKUBATH CBOE ITpodhecCHOHAaAB-
HOE€ CYILIECTBOBAHUE U TEIEPh BCEPBES I10-
OYMBIBAIOT O TOM, YTOOBI yOpaTh «AUATHO3»
U3 Ha3BaHUd TeaTpa, IIOTOMY YTO B HaIllEM
o0IIIeCTBE OH IIO-IIPEKHEMY MeIlaeT KHUTh.

«Har 6aprep — cabliaiee obmecTBo,—
roBoput Cepre#t Bunusiii.— IIpu ToMm, 9TO0
70 IIPOIIEHTOB HAIIUX 3PHUTEAEH — CABIIIA-
mre. Ho crpax «HedhopmaTar MeniaeT HaMm
HpoOUTHECA B MegUHHOe IIPOCTPaHCTBO. Kak-
TO K HaM IIPHUIIIAA ITPOAIOCED C TeAEKaHaAa
«KyApTypar, IOCMOTpEAa HAIIH CIIEKTAKAH,
3aropeaach UjaeeH caeaaTb BUAEOBEPCUH —

U BOT y2K€ [IBa rofia yroBapuBaeT CBOE py-
KOBOACTBO. AIOAU HE OIIYCKAIOT, YTO UCKYC-
CTBO MOZKET BBIATH 32 PAMKH (PU3HOAOTHH,
HE XOTSAT UCIBITHIBATH YYBCTBO HEAOBKOCTH,
JKaAOoCTH. XOTs, IIOIIaB K HaM, IIPUXOAIT
emié u emé. OTaeabHasI UCTOPHS — IIO-

Xo[, ¢ AeTbMHU B TeaTp «Hemocaosr. Y Hac
€CTB CIeKTaKAb «Maablnt u Kapacon» —

U 5TO €AWHCTBEHHBIN JETCKHUM CIIEKTaKAD
JAS HECABIMIAINUX 3puTeAet. [Iag Toro 9To-
OBbI IPUBECTH HA CIIEKTAKAD eIlé U pebeHKa,
B3POCAOMY HYKHO II€penIarHyTh KaKoH-To
ABoMHoU 6aprep. Ho Hamo BuaeTh, ¢ KAKUMH
rAa3aMU yXOOdT CO CIIEKTaKAL FAYXHUE OETH,
KOTOpBIE ITIOHSIAH, YTO €CTh KaAKOU-TO ApyTroi
Mup. Benw nas HUX He 0oCcTaAOCh fazke Iepe-
[ad C IIEPEBOZIOM Ha >KECTOBBIH S3BIK.

Ho camag Goarplas Haa rmpobdaema —
o6pa3oBanue. lI3HavaabHO crucTema obpa-
30BaHUS HECABIMIAIINX AIOZIEY IOCTPOEHA
TakK, YTOoObI OHU aAallTHUPOBAANCH K 0O0IIIe-
CTBY cablnanux. [Io3ToMy KeCcTOBbIN S3BIK
B IIIKOAAX HE HCIIOAB3YIOT, y4aT YUTaTh
no rybawm. [IpencraBageTe, 4TO TBOPUTCHI
B I'OAOBE Y TAYXOro pebéHKka, KOTOpoMY 300-
POBBIH yUHUTEAb OOBSICHSIET MaTeMaTUKYy?

«HAIIl BAPBEP - CABIIITAIIIEE OBIIIECTBO...
AIOOHU HE OOITYCKAIOT, 9YTO HCKYCCTBO
MOXKET BBIMTH 3A PAMKH

PHU3HOAOI'HH, HE XOTAT HCIIBITBIBATH
9YBCTBO HEAOBKOCTH, IKAAOCTH»

Kaxk mpaBuao, OHU 6OSITCS IIPU3HATHCS, YTO
He noHAAHU. U, npuxonsa B Hamt By3 (Poccuii-
cKas cllellaAu3upoBaHHAas aKaaeMUs UcC-
KYCCTB), OHH ITPaKTHYECKH HUYET0 He 3Ha-
IOT, HE YUTAIOT KAACCHUYECKYIO AUTEPATYPY,
HEe 3HAKOMBI C aOCTPaKTHBIMU TTOHSATUSIMU.
U B TpUALIATH AET MOTYT OBITH KaK AETH).
Pacckas Ceprea craa 0000mIIeHUEM TAT-
HaAIlaTHAETHETO OIIbITA ITPEOSOACHUS Ca-
MBIX pa3HBIX IIPEerpaj Ha IIyTH MAaA€HBKOT'O
TeaTpa HECABIIIIAIUX akKTEPOB 6e3 rocynap-
CTBEHHOI'0 (PpMHAHCHPOBAHUS (€CAH HE CUU-
TaTh ABYX 'PaHTOB Ha IIPOKAaT CIIEKTaKAeH)
u cobcTBeHHOro0 noMma. Ho B KadecTBe noka-
3aTeAbBCTBA, YTO BCE BO3MOXKHO, OH IIPUBE3
c coboii CIeKTaKAb-KOHIEPT «3IeCh MTHIIHI
He IIOI0T» 110 BOEHHBIM IIECHSM — IIPEeAeABHO
KOHIIEHTPHUPOBAHHYIO rOpeYb OT BOEHHBIX
IoTephb, BEIPAXKEHHBIX TEAAMHU, B3TASIAaMU

Pobepma Keapma
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¥, KOHEYHO 3Ke, JKeCTaMH, KOTOopble (ocobeH-
HO Ha IIpUIeBax) ¢ AETy 3ayduBaAa CAbIIIA-
mas ayauTopHs.

I'Bo3aémM Ha cTeHe

HUraapsgsHCKHE YIYaCTHUKYU KOH(PEPEHIIUHU
OKa3aAUCE ropasno 6osee OpHEHTHUPOBA-
HBI Ha COITMAABHYIO POoAb Tearpa. ®aduo
Toasenu — akT€p, pexKHUCCED, ApaMaTypr,
XyIAOXKEeCTBEHHBIH pyKoBoguTeAb Astragali
Teatro (r. Aeuuye), BeAyIUH CIIEITUAAUCT

10 TeaTpy B KOH(PAUKTHBIX 30HAX, COTPYA-
HUYAIONIUY CO MHOTMMU YHUBEPCUTETAMU
MHUpa, U aKTpHuca, TPEHED, IIEBUILIA, IIepe-
Boxunna Pobepra KBapTa — yHHUKaAbHAaS
rmapa, UICKOAECUBIIIad eBa AU He BCE Irops-
4yHe TOYKU MHUpPa CO CBOUMHU TeaTPaAbHBIMHU
AabopaTopugMH, KOTOPhIE He BCeraa 3a-
KaH4YUBAAHUCH [IOAHOLIEHHBIM CIIEKTAKAEM,
HO BCerja IIOMOT'aAl HaAaXKHUBATh YE€AO-
BEYECKHE CBS3H, pa30pBaHHbIE, Ka3aA0Ch
Onl, HaBcerna. OHu pabotaau B Mcnnanun,
®pannuu, 'epmanuu, Beasrun, Hunepaan-
nax, [Noawmie, Yexun, CaoBakKuM, XOopBaTHH,
Pywmbrann, Aabanuny, I'peruu, Typouwn,
Uopnanuu, [Tasectune, Cupuu, Upaxke,
Tyruce, Azepbatinkane, Apmeruu, Kurae,
Bpasuaunun, Ha Kunpe. bexkeHbl, 2KEeHIITUHBI

MUT-MHPO No2 2018

U [AeTH, IIEPEKUBIINE HACUANE, YIACTHUKH
BOEHHOTI'O KOH(PAUKTA, KOTOPBIE eBa AU

HE BIIEPBBIE BCTPEYAAUCH APYT C APYTrOM

He B [IEPECTPEAKAX, a Ha PENETHUIULIX: I10-
AUT3aKAIOYEHHBIE U OCYXKAEHHBIE 3a TEPPO-
PH¥3M, AIOIH C OCOOBIMHU (PU3HUYECKUMHU UAHU
YMCTBEHHBIMH BO3MOXKHOCTSAMH, ITAITUEHTHI
ICUXUATPUIECKUX OOABHUIL OBIAU yUaCTHU-
KaMH HUX TeaTpPaAbHbIX IPaKTHK.

CBoro paboTy B COLIMAABHOM TeaTpe
®abuo Toasenu Hadaa B IICHXHATPUUECKOH
OOABHHUIIE BMECTE C IIOCAE€IOBATEASIMH IICH-
xXuaTpa U MuccuoHepa ®panko basaabu.
HmenHo Bazaapsa coBepIIuA IEPEBOPOT
B OTHOILIEHHUH K [ICHUXUATPHUIECKUM OOAb-
HBIM, IPpU3bIBasi BUAETH He 3a0oaeBaHUe,

a yeaoBeKa. baarogapa eMmy BOT yzKe CO-
POK AeT B MTaauu 3aKpbIThI ICUXUATPHU-
gyeckue O0ABHUIILI (HOBOBBeneHMe Haro-
A€OHA), IIe IPaKTHKOBAaAOCH pa3pylIeHue
YEeAOBEYECKON AUYHOCTH C LIEABIO CAEAATH
e€ He3aMeTHOH Al OCTAABHOIO O0IIecTBa.
«Bazaabg 3a1ycTHA OOpaTHBIN ITpoIece

U IPUBAEK K HEMY apTHCTOB, XYI0XKHUKOB,
I03TOB,— pacckaspiBaeT ®aduo Toarenu. -
Cymacmenmuii noMm, rae paboraa dpaHko,
HaxoAUuACd B ['OpHIIUH, HA CEBEPO-BOCTOKE
Uraaun,— 3T0 BasKHOE MECTO, Iie IIOTU0AN
TBICSIYH MOAOIBIX AIOAEH U BIIOCAEACTBUH
OBIAO IIOCTPOEHO ABE OOABIIHNE IICUXUATPHU-
gyeckue 60ABHUIILL. IMEeHHO TaM g Ha4yu-
HaA CBOIO paboTy TeaTpaAbHOIo Ileiarora.
BwmecTe ¢ yuernkamu Baszaabru MBI cobupa-
AM UCTOPHH ITAIIMEHTOB, KOTOPBIE IIPOBEAU
B O0ABHUIIAX 10 TPHUAIIATE, COPOK, IITh-
necat aeT. HekoToprele ObIAM O4€Hb UHTE-
pecHbI. OOMH U3 MOMX KOAAET pacCKas3bIBaa
npo nanuenTa u3 UMyAEBI (TOPOZIOK K ceBEPY
oT BoaoHBH, AeXKaIIUN HA IEPECEUYEHUU
TPEX MPOBUHIIUN U coAepKalllUM cpasy
TPU IICUXOOABHUIIBI, IIOAOKEHHBIE KasKk 0!
IIPOBHUHIIUHU 10 3aKOHY,— [IPEACTABASETE,
12 TeIcaY cymaciieminux Ha 50 ThIcaY Ha-
ceareHU?!). OTOT DAIUEHT ObIA HEU3BECTHO
CKOABKO BPEMEHU CBSI3aH BEPEBKAMHU, TaK
KaK pa3Bs3aHHBIM OH IIOCTOSSHHO HAHOCHA
cebe cepb€3HbIe yaapel. Bazaabga monpocua
pas3Bs3aTh €r0 U IIOAOKUA PYKY HaIlUEHTY
Ha TF'OAOBY, II0 KOTOPO¥ oH O6ua. Hazmo anu
TOBOPUTE, YTO TOT Ccpasy ke nepectas?! OH
He XOTeA, YTOOBI ero CBA3bIBAAH, 4 AACKH
HE UCIIBITHIBAA MHOTO AeT. MoxkeT OBITB, 3TO
CAMWIIIKOM POMaHTHU3UPOBAaHHBIN IIpUMED,
HO TOYHBIH. B npyroi 6oabHUIE ObIA ITAIIN-
€HT, KOTOPBIHM A€T ABaAlIaTh CTOSIA, YTKHYB-
ITUCH B CTEHY U AepxKa Ha HeH pyKYy,— IpHU
A1000i1 rtorome. OKa3aA0Ch, OH 3aIIHChHI-
BaA I'BO3EM Ha CTEHE PacCKasbl O CBOEH

®asno ToaAEOHM

JKU3HU U u3o0pereHudx. [IpocTo Tak men-
A€HHO U MEAKO, YTO Ka3aA0Ch — OH IIPOCTO
cTouT. MbI onnybABKOBaAU €ro HEBEPOSITHRIE
HCTOPHHU. DTH ABa IpUMepa [I0Ka3bIBAIOT,
KaK BajkeH B3TAS[ Ha YeAOBeKa II0l HHBIM
YTAOM, YTOOBI pa3ragieTh BO3MOXKHOCTH,
KOTOPBIMH 3TOT YEAOBEK obAamaeT.

PaboTa B ncuxuaTpuM — AUIIE OIHA
rpaHb MHOT'OTPAHHOH nesTeAbHOCTH Astragali
Teatro. [Ipyras — pabora B TIOpbMaX, TIe
®abuo Toaren He TOABKO 3aHUMAETCS Tea-
TPaABHOU IIPaKTUKOH, HO ¥ IPUHHUMAaET 3K3a-
meHbI. «TIopbMa BCerzia IPOou3BOAUT CHABHOE
BrneudaraeHue. [IpencraBere cebe TaKyIo ke
KOMHATY, I7le CUAAT IISTh YeAOBEK U ITOCTOSIH-
HO paboTtaeT TpHU paguonpuéMHuKa. CTOABI
U CTYABSI IPUBUHYEHEI K II0AY. BCé cepoe —
JIPYTHeE IIBETA U I[IBETHI (BOODIIE BCE KUBOE)
3anpeleHel. UaéT cucreMaTnieckoe U3HU-

«TEATP, KOTOPBIH Mbl HASBIBAEM
COIIMAABHBIM, BO3SBPAIIIAET AIOASTM
JOCTOHHCTBO»

«B3IAsi] HA BEXXEHITEB, KAK HA YI'PO3Y,
OYEHbB OIIACEH AAST OBILLIECTBA»

4YTOXKEHUE YeAoBeKa. Ho ecan 4eaoBEK Xo4eT
KaK-To IepepaboTaTh CBOIO KHU3Hb, OH JOA-
JK€H Ha4daThb ¢ 0co3HaHus. O BoclIUTaTEABHOH
dyuknuu Tearpa emé ¢ XVII Beka roBopraa
KaToAndecKad IIEPKOBb, KoTopad B Utaauu
HUMeeT OrpOMHBIN Bec. Ho B 1IepKOBHOM Tpak-
TOBKE TeaTp [0AKEH 00ydJaTh CBAIIEHHBIM
MOpPaABHBIM IIPHUHITUIIAM IIEPKBU U IIOAHOMY
nocaymanuio. ConaabHBIH XKe TeaTp IIpH-
3bIBA€T COBCEM K APYTOMY — BO3MOXKHOCTH
Pas3aeAuTb C KEM-TO €ro OIBIT, BEICTpauBaThb
TOPU30HTAABHBIE CBA3HY.

[To cTaTHCTHUKE B UTAABIHCKHE TIOPHMbI
BO3BpAIaI0TCA OKOAO 82 IIPOLIEHTOB OCBO-
bonuBIxcd. Ho u3 yrcaa «04HIIIeHHBIX»
TeaTpasbHOH paboToH peIuANBUCTAMU CTa-
HOBSITCSI AUIIIB 7 TIPOLIEHTOB. [IprMepHO Ta-
KO€ K€ COOTHOILIEHHE U B POCCUUCKUX TIOPb-
Max — C TOH AMIIB pa3HUlleH, 4To B Poccuu
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Aapuca HukumuHa

omEbIT TeaTpaabHOM padorsl B UTK cBonuTCca
K HECKOABKUM 3HTy3HacTaM, a B Utaauu
3TO# paboToil 3aHMMAaIOTCs Bcepbe3. OTmeAnb-
Had UCTOpUd — paboTa B JKEHCKHUX TIOPhMAaX,
B KOTOPYIO BOBAEKAIOTCA OeTH OAUHHAAIIA-
TU-ABeHaaaTu AeT. Ilo Bcelt BUAUMOCTH,
HUTaABSHCKOE ODIIIECTBO OTHOCHUTCS K TaKOM
JeATEeABHOCTH 0€e3 TIpeAB3aTOCTU. U B pe3yAb-
TaTe AETHU IOAyYIal0T OECIIEHHBIH COITUAAB-
HBIH OIIBIT, & 3aKAIOUEHHBIE XKEeHIITUHEBI pea-
OMAUTHUPYIOTCS HEpPe OOIIECTBOM U, TAABHOE,
nepe coboii B CBoOéM aTpoPUPOBAHHOM UAU
yTpadeHHOM Y4yBCTBE MaTepUHCTBA, BeIb
MHOTHM IIPHUIIIAOCH PA3AYYUTHCS C COOCTBEH-
HBIMU AeTbMHU. «CTeHbI TIOPbMBI BEICOKH

HE TOABKO JIASI TOTO, YTOOBI ATO/TU He ybeka-
AH,— roBopuT ®abuo Toaren,— HO U YTOOBI
CHapy>KU MBI HEe BUIEAU, KTO TaM. [IpeBHee
OIIpEeNEACHUE TIOPBMBI — CEKPETYM, TO, YTO
OTKAQbIBAETCS B CTOPOHY, OTAEASETCH,
OpgYeTcs OT BceoOux raas. M Aromu, uckyc-
CTBEHHO OTAEAEHHBIE OT APYTUX, [IPOELUPY-
IOT 3Ty OTAEAEHHOCTH BHYTPE CeOs».

Ty ke oTn1aAéHHOCTD, <MHBAAUJHOCTD»
IPOEIUPYIOT Ha ceba OeKeHIIbI, C KOTO-
primu @abuo u PobepTa paborTasu o4eHb
MmHoro. Cama «IIpornucKa» UxX TearTpa Ha ca-
moM tore UTaanu («kabAyK UTaABIHCKOTO

MUT-MHPO No2 2018

carmnora») nobyaraa UX K 3TOMY — CIofa IIpH-
TIABIBaAM OeskeHIIbI 13 AADaHuu U KocoBo,
nonazad B KOHIIEHTPAIIUOHHEBIE Aarepd.
Paboras c numu, ®abuo u Pobepra npocuau
HUX CIIETh — U MOAOJbIE AIOAY OTHEKUBAAUCH,
CCBIAASICH Ha 3a0BIBUMBOCTE: CAHUIIIKOM
00ABHO UM OBIAO ITPHKACATHCS K POLHOMY
A3BIKY IIOCAE IIEPEHECEHHBIX HA POAUHE IIbI-
TOK. B mponiecce paboTel oHM Bo3Bpalia-
AWCBH K CBOEM IIaMATH U CBOEMY OIIBITY, BEAb
AIO0OH OIIBIT — TIOPBMBI, CyMacIIecTBHU,
U3THAHUA, HACUAULI — TOT MaTepHaa, C KO-
TOPBIM MOZKHO U HY3KHO paboTarts. «Aloay,
KOTOpBIE CTAAN YYACTHHKAMH KOH(AUKTA,
BCeraa AyMaloT, YTO OHH U30AUPOBAaHBEI,
oTaeabHBL. HO ecan, HaripuMep, KUIIPHUOT,
oIraA€HHBIH CBOUM KOH(MAUKTOM, HAYHET
paborathk ¢ OexkeHIleM U3 CTPAaHbI, Tie IIPOo-
BeTaeT pabCTBO, OH MOXKET II0AyMAaTh:
«Oro, a y MeH4d eIl He BCE TaK ITAOXO!»
Hernerruuii KOH(AUKT B CHUPHUHM yIUT HAC
O4YeHb BaxKHBIM BelllaM. HemaBHo B Cupun
criacaAVCh MHAANOHEI OexkeHIeB U3 AuBaHa
u Upaxka. Cetiyac 3TU cTpaHbl IPUHUMAIOT
y cebsa cupwuiinieB. Ha Banzxuem BocToke
IIPUHSTDH YeAOBEKa, OEryIero oT BOUHBL, —
3TO €CTECTBEHHO. B EBpore ke TOoT ke
IIPOLIECC IPEMOAHOCAT KaK HEYTO yXKAaCHOE,

AArucA HUKUTHHA

YCTaHOBHACS CTPAIIHBIH KAUMAT HETEPIIU-
MOCTH K OexkeHIaM. Takoil B3rasa Ha OexKeH-
11eB, KaK Ha yrpo3y, O4eHb OIlaceH aAd obiie-
crBa. KceHooOCcKUT KOHTEKCT — ITpobaema
Ooaee cTpalrHasg, 4eM IIpodaeMa MUTPAHTOB.
Korna mpI pacckassiBaeM 00 3TOM, KOH-
dauKT MeHseTcs. Korma-To MbI pagoBaAuCh
pa3pyLIeHNuI0 OEPAUHCKOMN CTEHBI. A CEerogHs
HabaomaeM, Kak M3pauab IOCTPOUA CTEHY
HaMHOTI'0 BBIIIIE U JAWHHEeE, Aa U TpaMmi Ha-
MepeBaETCs IIOCTPOUTE CBOIO. DTO €CAHU T'O-
BOPHUTH O BUANMBIX CT€HAX, HEBUANMEBIE XKe
ropasmo OIacHee».

YMeHue BOHTH B peaAbHOCTB — OHO
U3 BaKHEHIIINX Ka4eCTB, B KOTOPOM CET'OHS
HyXKaaeTcd TeaTrp, yoexxnéu Toasenu. OTo
YMEHHE He 3aMeHUT auteparypa («<Msl cTa-
BUAU «(AHTUTOHY» B HuK03uM, 1 g cipocua
Y Y4aCTHHKOB: «A BaM ITPUXOANAOCEH BOEBATH
c cobpaToM?» OUH OTBETHA MHE: «/la XOTH
cetigac Mory cberarTs, IrepeofeThca B (hopMy
U B34Tb opyxuer. U g cpa3y HOHAA: MbI faéM
UM AUTEPATYPY, & OHU IIPUBHOCST B Heé
KU3HBY. He 3aMeHuT U cueHorpadgus («Kak
MOZKHO BOCCO31aTh Ha CLIEHE HEUTPAABHOE
MECTO MEXKY I'PEYECKON U TYPELKON 4aCThIO
Kumnpa rioz oxpaHo# MEPOTBOpPIIEB, 0OHECEH-
HOE KOAIOYEH ITPOBOAOKOH?Y).

«OgHaXK 1Bl Ha MacTep-KAaacce HeKUU Mo-
AOOH YeAOBEK M3 KOH(PAUKTHON 30HBI Opo-
cua MHe: Tebe, feckaThb, IIPOCTO F'OBOPUTH
0 KOHAUKTAX. A KaK ThI AyMaellb,— OT-
BETHA S €EMY,— IIPOCTO AU XKUTH B MECTE, TIE
nponseTaeT Madug? UTo 1 BaM roBOPIO —

y Bac Melepxoab[ mAoXo KoH4YHA. U I'apcua
NAopka. Bpext 14 aeT Ob1a OekeHIIEM U faske
rocae Kpaxa (pamiucToB HE MOT BEPHYTHCSI
enté aBa roga. B aro6oi#t cTpaHe, IyCcTh XOTH
B CIIA mAm AHTAMWH, KOT/JIA Thl HAYWHAENIb
paboTaTh C JKU3HBIO, 4 HE C OTOPBAHHOM
OT XKH3HU AUTEPATYPOH, 3TO CTAHOBUTCH
pucKoBaHHO. TeaTp — 3T0 BOOOIIIE OITACHO.
Ho Teatp, KOTOpPbIM MBI Ha3bIBAEM COIIHAAB-
HbBIM, BO3BpAalllaeT AIOASIM JOCTOUHCTBOY.
3aKAIOUYHUTEABPHON YacThI0 KOH(EPEHITNH
ctaa Kpyrabi#i ctoa, (POTO 5) nocamién-
HBIH IOUCKY 00pa3oBaTeAbHBIX MoeAeH
B 00AaCTH COIIMAABHOI'O TeaTpa U ero BAU-
SHUWIO Ha TeaTp Boobie. Ero cimkepamu

«Y HAIIIHUX ITIOAOIIEYHBIX

PASHBIH OIIBIT H PASHBIE 5I3bIKH:
CAEIIOTAYXOH HE MOXKET

IIOHATDH HESPAYEI'O, OHH BBIHYXX/IEHBI
OBLIIATBCS YEPE3 MEHS»

cTaAu repor KHUTH Oabpru dykc «/Ipyroi
TeaTp» (COOPHUK MaTepPHaAOB, IIOCBIIIEHHBIX
COITMaABHOMY, 0COOOMY ¥ HHKAIO3UBHOMY
TeaTpy B Poccuu, KoTopslii cTaa OypHO pas-
BHUBAaTbCS B [IOCAETHUE I'OAbl) — OOABHHUY-
Hble KAOYHBI Oaer Buauk u Vabsa Bos3HbIH,
pexuccép Bopuc ®uint u my3slkaHT Oabra
3puAnHa (Co3MaTeAH CIIEKTAKAS A HE3PSI-
4qux 3puTese «loTporaii cCoaHIE» II0 CKa3-
kaMm Bopuca lllepruna), Aaekceit lllepbaxkoB
u Eaena IlonoBa — akTEphI, pesKUCCEDPHI,
KypaTophbl U Hegaroru B MHTErpupoBaHHOMN
TeaTpasbHOU cTtynuu «Kpyr» (oouH U3 raaB-
HBIX AOKOMOTHBOB 3TOro ABHKeHUd), Cepre#t
Bunnerit, ®abuo Toasenu, mpomrocep UTC
«Kpyr II» Oabra MuTuHa, aBTOp HAIIIETO XKy P-
Haara ExareprHa BaceHuHa, cieniuaAucT

II0 COBPEMEHHOMY TAaHILY, KOTOPBIA OTKPBIT
U COLIUAABHBIM, U HHKAIO3UBHBIM IIPOEKTAM,
u Eaena KoBaabckad, TeaTpaAbHBIN KPU-
TUK U nipoarocep Llentpa um. Meliepxoanbaa,
KOTOpad AaBHO 3aHUMAETCHd IPOABUKEHUEM
MHKAIO3WBHOTI'O U 0cob0ro Tearpa, IOBEPUB
B €r0 XyJOXKECTBEHHYIO COCTOATEABHOCTb.
PasymeeTcs, pa3roBop He yaepkaacd B 3a-
NaHHBIX PaMKaX — COOOIIECTBO COITMAABHOI'O
TeaTpa elI€ TOABKO (popMUpyeTCs, ero aiell-
TaM emlé OATO IIPEICTOUT OOMEHUBATHCI
OIBITOM, AOTOBapUBAaThCA O TEPMHHAX, [€-
AUTBCH MApPKETHUHIOBBIMHU CEKPETAMHU U Ce-
KpeTamu MactepcTtBa. Ho cpeau y4acTHHUKOB
KOH(EPEHIINHN HAIIIAUCH U TaKHe IIPaKTUKH
TeaTpa, KOTOPbIE 3aXOTEAN HAaBCEra CBEP-
HYTb B CTOPOHY COLIMAaABHOI'O TeaTpa.

Lmumpuii Tpybouxur u Onvea Pyrc
Ha npezeHmayuu KHu2u /Ipyzoii meamp»
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WORKSHOP

Demand for unusual
expressiyitt
According to IDjisgVigNslelislalivig),
pro-rector for research of the

Higher School of Performing Arts,
any area of social activities has

an ever-growing need for theatre
elements, and, notably, the demand

Theatre Means Danger T D e ™
equally into an Italian and a Russian portion.

Russia was represented by three teams. The

Olga KANISKINA first one was the Higher School of Performing
Photos courtesy of Nedoslov Theatre, Inclusion Centre for Creative Initiatives, Astragali Teatro Arts itself, whose students went through all the

and Higher School of Performing Arts workshops and presented the Acting-Directing

Department third year’s production of “Among

IN 2 O 1 8 , THE INTERNATIONAL THEATRE INSTITUTE IS Us” — a verbatim based on the stories of for theatre instruction is in an ever-
oncology patients and oncologists, a jumping increasing demand in the education sector.

MARKING ITS 7OTH P;NNIVERSARY' ITS CREATION BECAME cardiogram of rescues, betrayals, of rethinking “We see that in many traditional schools

ONE OF THE ARTISTS RESPONSES TO THE WORLD THAT of one’s whole life, of despair and hope. theatre is coming into its own; math, history

The second one was the Inclusion Centre and other subjects are taught with the help

HAD JUST SURVIVED WORLD WAR II ) BUT7 MUCH LIKE for Creative Initiatives, which emerged as of game structures. Theatre instruction is
70 YEARS AGO, THE PROBLEM OF HUMAN INTERACTION, a natural extension of the project by the conceived more and more as the basic

Foundation for the Support of the Deaf- groundwork for interacting with children.”
THE ABILITY TO FIND COMMON LANGUAGE’ TO HEAR THE Blind People with a production of “The If previously in Russian and other cultures
OTHERS WHO ARE DIFFERENT FROM YOU, TO COME TO AN Touchables”, designed to draw people’s with grand traditions of professional actor

attention to the lives of those living in development there existed a perception that
AGREEMENT WITH THEM’ IS STILL A VERY PRESSING ONE. darkness and silence (unfortunately, in our social theatre was akin to amateur, that
THE DEMAND FOR SOCIAL THEATRE CAPABLE OF FINDING country that is virtually a direct path toward opinion has now begun to change, according to

complete isolation). And following the premiere Trubotchkin. There are numerous examples in
UNCONVENTIONAL SOLUTIONS TO SOCIAL’ PEDAGOGICAL AND they found themselves unable to part ways the history of art where social theatre gave
EVEN MEDICAL PROBLEMS GREW SO MUCH THAT THEATRE but realized that they needed to find means nourishment to professional theatre. We

of communication that would connect people can turn to examples from the history of
COMMUNITY IS REALIZING MORE AND MORE THE NECESSITY with any disabilities. To make it so that people art, for instance to “Letters on Dancing and
OF PROFESSIONAL TRAINING IN MEETING THIS DEMAND. THE with no hearing could listen to Bach, people Ballet” by Jean-Georges Noverre, who was

with no vision could understand painting, creating his ballets at the same time that
DEVELOPMENT OF AN ITI PROGRAM FOR TEACHING SOCIAL to use theatre to show and prove that every Abbé de UEppée was putting together a sign
THEATRE UNDER THE AEGIS OF THE HIGHER SCHOOL OF person can be interesting. Larisa Nikitina, language for interacting with the deaf (one

Inclusion Centre’s adviser and choreographer, of the most important revolutions of the Age
PERFORMING ARTS BECAME ONE OF THE STEPS ON THE who left her rather successful acting career for of Enlightenment) and who discovered many
PATH. TOWARD THAT. TH”AUNCH:OF THAT PROGRAM WAS special theatre, talked at the conference and similarities with that language and was
: _ N demonstrated in her workshop how to build convinced that sign language facilitates not
ARKED BY A THREE-DAY RUSSIAN ITALIAN CONFERENCE ~ that communication and even how to take it only the understanding of the deaf but the
ON SOCIAL THEATRE. to international level, how not to lose meaning understanding of actual theatre as well. And
" ¢ - a Y as a result of repeated translations (from sign today theatre and theatre institutes are once
/ language to Russian, from Russian to English again turning to these “means of unusual
- or French, from French to French Sign expressivity” that give a powerful push to an
Language, and back), how to organize the actor’s expression.
- space for working with the visually impaired, We can bring up more recent examples as
¢ ﬁ =~ . $ the hearing impaired, people with motor well, for instance, the work of Robert Wilson,
\’la’:,.* disabilities, and much more. a prominent (and commercially successful)

director who dedicated many years to working
with special children and introduced quite a bit
of the experience he took from that work into
his mise-en-scénes and movements.

Dmitry Trubotchkin also noted the
enormous role that theatre plays in
harmonizing conflict zones: “Practice showed
that socialization through theatre is one of
the most effective means of establishing
communication with people that are not
being heard, be they refugees, prisoners
or people with disabilities. Creative artistic
environment is heard more than the others
are, penetrates the media sphere quicker
and harmonizes the society.”

Nedoslov Theatre . . “Among Us”

= -

.' | - i ] by | I | s
52 MuUTUH®O Mg \ 2 - : N.2 2018 MUT-MH®O B§3J

=



54

“When we sent out the call, inviting
people with any disabilities, we couldn’t
even imagine how difficult it would be to
establish communications,” says Larisa
Nikitina. “Our charges have different
experience participating in various projects.
Different stretches of fatigability. Different
needs for lighting. Different languages: a deaf-
blind person can’t understand a blind person,
they are forced to communicate through me.
The inability to provide each of them with their
own tutor or interpreter. Interpreters are our
gold. They must translate our bird language
of theatre into fingerspelling and the language
of signs. To move with the students, to tap out
the rhythm for them. They cannot be random
people. Just as they cannot be instructors,
no matter how professional, if they have no
desire to greet each student individually:
because if you did not greet a deaf-blind
person individually, you do not exist in their
space, the space that they explored prior to
your arrival. They get very offended by that,
by the way. For the same reason we must plan
out how to equip changing rooms — a deaf-
blind person doesn’t know what they look like
and can start undressing in front of strangers.

Nevertheless, our students are changing
a lot. Today, they are capable of tolerating
lessons five times a week instead of two
at the beginning and an hour and a half
long production. They are starting to have
professional ambitions, which I'm very happy
about. They are mastering things like musical
jazz improvisation or tercet writing, and the
results can be seen at our open lessons.”

And, finally, the third team from Russia
was the Nedoslov Theatre for the Hearing-
Impaired. The theatre’s director Sergei Bidny
talked about his company’s fifteen year path
from a class of deaf actors that couldn’t part
ways after their triumphant tour across the
U.S. and Canada but had no support at home

Workshop of Larisa Nikitina
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to a famous company with awards and grants
that learned how to maintain its professional
existence and is now seriously considering
removing the “diagnosis” from the theatre’s
name, because in our society it’s still enough
to prevent one from having a life.

“Our obstruction is the hearing society,”
says Sergei Bidny. “And that’s with the fact
that 70 percent of our audience members
have normal hearing. But the fear of the
“outsiders” keeps us from making it into
the media space. Once a producer from the
Kultura TV channel came to us, she watched
our productions, got excited about the idea
of creating video versions of them — and it’s
now been two years that she’s been trying
to talk her management into doing it. People
can’t accept the fact that art can move beyond
physiology; they don’t want to feel awkward, to
feel pity. Although, once they come to us, they
keep coming back. Taking kids to Nedoslov
Theatre is another story. We have a production
titled “Lillebror and Karlsson”, and it’s the only
children’s production for hearing-impaired
audiences. For an adult to also bring a child to
this performance, that adult must cross some
kind of dual barrier. But you should see the
eyes of those deaf children when they leave
our performance, when they understand that
there exists some other world. Because there
are no programs left for them that have sign
language interpreting.

But our biggest problem is education.
The education system for the hearing-
impaired is by default structured in such a
way as to make them adapt to the society
of the hearing. That’s why they don’t use
sign language in schools; they teach kids
to lip-read. Can you imagine what’s taking
place inside a deaf child, whose healthy
teacher is explaining math to them? They
are typically afraid to admit that they didn’t
understand something. And when they

SERGEI BIDNY:

“OUR OBSTRUCTION IS THE HEARING
SOCIETY, PEOPLE CAN’T ACCEPT THE FACT
THAT ART CAN MOVE BEYOND PHYSIOLOGY;
THEY DON’T WANT TO FEEL AWKWARD,

TO FEEL PITY”

come to our university (Russian Specialized
Academy of Arts) they barely know anything,
they don’t read classical literature, they don’t
know abstract notions. And at thirty years
old they can be like children.”

Sergei’s story became a generalization
of fifteen years’ worth of experience in
overcoming various obstacles in the path of
a small theatre of hearing-impaired actors
without state funding (unless you count two
grants for production distribution) or their
own home. But as proof that anything is
possible he brought with him a concert
production of “Out Here the Birds Don’t Sing”
based on war songs — the bitterness from
the losses of war concentrated to the max,
expressed with bodies, looks and, of course,
signs that (especially during refrains) were
learned on the fly by the hearing audience.

With a Nail on the Wall

Italian participants of the conference

turned out to be much more focused on the
social role of theatre. Fabio Tolledi, actor,
director, playwright and artistic director

of the Astragali Teatro (city of Lecce),

leading specialist in conflict zone theatre,
who collaborates with numerous world
universities, and Roberta Quarta, actress,
coach, singer, and interpreter — are a unique
couple that travelled to virtually every hot
spot around the world with their theatre
workshops that didn’t always end with a full-
fledged production but did always help make
human connections that seemed to have
been broken forever. They worked in Spain,
France, Germany, Belgium, the Netherlands,
Poland, the Czech Republic, Slovakia,
Croatia, Romania, Albania, Greece, Turkey,
Jordan, Palestine, Syria, Iraq, Tunisia,
Azerbaijan, Armenia, China, Brazil, and on
Cyprus. Refugees, women and children that
survived violence, participants of a military
conflict that, for perhaps the very first time,
met each other not during shootouts but at
a rehearsal, political prisoners and people
sentenced for terrorism, people with physical
or mental disabilities, psychiatric patients —
they all took part in their theatre practices.

Fabio Tolledi began his work in social
theatre at a psychiatric hospital together with
the disciples of psychiatrist and missionary
Franco Basaglia. It was Basaglia who created
a revolution in the attitude toward psychiatric
patients, calling on people to see the person
not the disease. Thanks to him it has already
been forty years that Italy has closed down
psychiatric hospitals (Napoleon’s innovation)
that practiced the destruction of the human
person in order to make them invisible for
the rest of the society. “Basaglia launched the
reverse process and drew to it actors, artists
and poets,” says Fabio Tolledi. “The insane
asylum where Franco worked was located in
Gorizia, in the northeastern part of Italy —
it’s an important place, where thousands of
young people died and two large psychiatric
hospitals were subsequently built. It was there
that I began my work as a theatre instructor.
Together with Basaglia’s students we gathered
records of patients who spent thirty, forty,
fifty years in the hospitals. Some of them very
extremely interesting. One of my colleagues
talked about a patient from Imola (a small
town to the north of Bologna that lies on the
crossroads of three provinces and contains
three psychiatric hospitals at once that are
authorized for each province in accordance
with the law; can you imagine — 12thousand
crazy people for a population of 50thousand.)
That patient had been kept tied up with ropes
for an unknown amount of time, because
when he was untied he would constantly harm
himself. Basaglia asked to have this patient
untied and put his hand on the head of the
patient as the patient was hitting it. It goes
without saying that the patient immediately
stopped hitting himself. He didn’t want
to be tied up and it’s been years since he
experienced any type of affection. Perhaps
this is an overly romanticized example,
but it is an accurate one. In another hospital
there was a patient who stood for twenty
years with his face to the wall, keeping his
hand on it — in any weather. It turned out that
he was using a nail to write on the wall the
stories of his life and inventions. But he was
doing it so slowly and in such a tiny font that it
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seemed as though he was simply standing
there. We published his incredible stories.
These two examples show how important it is
to look at a person from another angle, to be
able to see that person’s abilities.”

Their work in psychiatry is but one facet
of Astragali Teatro’s multifaceted activities.
Another one is their work in prisons, where
Fabio Tolledi not only does theatre practice
but administers exams as well. “Prison
always leaves a strong impression. Imagine
a room just like this one with five people
sitting there and three constantly working
radios. Tables and chairs are bolted to
the floor. Everything is gray — colors and
flowers (anything alive in general) are
forbidden. It is a systematic destruction of
a human being. But if a person wants to
somehow rework their life, they must start
with awareness. The Catholic Church, which
carries an enormous weight in Italy, began
talking about the educational function of
theatre back in the 17th century. But in
church interpretation theatre must teach the
church’s sacred moral principles and complete
obedience. Social theatre, meanwhile, calls
for something completely different — the ability
to share someone’s experience with them, to
establish horizontal communications.”

Statistically, about 82 percent of those
discharged from Italian prisons end up returning
there. But only 7 percent of those “cleansed” by
theatre work become repeat offenders. Russian
prisons show about the same ratio, with the only
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difference being that in Russia the experience of
theatre work within correctional facilities comes
down to several enthusiasts, while in Italy that
work is being conducted in earnest. Working in
women’s prisons with eleven-twelve-year-old
children is another story altogether. By all
appearances, Italian society views this type of
activity with an open mind. And, as a result,
children obtain invaluable social experience,
while the imprisoned women are rehabilitated in
the eyes of the society and, most importantly, in
their own eyes for their atrophied or lost sense
of motherhood, for many of them were forced to
part with their own children. “The prison walls
are built tall not just so that people wouldn’t
escape,” says Fabio Tolledi, “but also so that from
the outside we couldn’t see who’s inside. The old
definition of prison is secretum; that which is put
aside, separated, hidden from everyone’s view.
And people, artificially separated from others,
project that remoteness inwards.”

Refugees, with whom Fabio and Roberta
worked a lot, also project that remoteness,
that “disability” inwards. The very
“registration” of their theatre in the very
south of Italy (“the heel of the Italian boot”)
prompted them for this — refugees from
Albania and Kosovo sailed here, ending up in
concentration camps. When working with
them, Fabio and Roberta would ask them
to sing — and the young people would refuse
under the pretext of having forgotten the
words: it was too painful for them to touch
their native language after the torment they
suffered in their native land. In the course of
their work they returned to their memories
and their experience, for every experience —
prisons, madness, exiles, violence — is a
material that can and should be worked
with. “People who became part of the conflict
always think that they are isolated, separated.
But if, for example, a Cypriot, burned by his
conflict, starts working with a refugee from
a country where slavery flourishes, he might
think that his own life isn’t so bad after all.

The current conflict in Syria teaches
us very important things. Recently, millions
of refugees from Lebanon and Iraq escaped
to Syria. Now these countries are accepting

“OUR CHARGES HAVE DIFFERENT
EXPERIENCE. DIFFERENT LANGUAGES:

A DEAF-BLIND PERSON CAN’T UNDERSTAND
A BLIND PERSON, THEY ARE FORCED
TO COMMUNICATE THROUGH ME”
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FaBio ToOLLEDI

“BUT WHAT WE CALL SOCIAL THEATRE
GIVES PEOPLE BACK THEIR DIGNITY”
“THAT PERCEPTION OF REFUGEES

AS A THREAT IS VERY DANGEROUS
FOR THE SOCIETY”

Syrian refugees. It is a natural thing in Middle
East to take in a person running from war.
In Europe, however, that process is presented
as something horrible; a terrifying climate

of intolerance toward refugees took root. That
perception of refugees as a threat is very
dangerous for the society. Xenophobic
context is a problem more terrifying than

the problem of migrants. When we talk

about it, the conflict changes. There was a
time when we rejoiced at the destruction

of the Berlin Wall. And today we are
watching Israel build a wall much taller and
longer, and Trump is intending to build his
own. And that’s if we talk about visible walls;
the invisible ones are much more dangerous.”

Tolledi is convinced that the ability to
come into reality is one of the most important
qualities that theatre needs today. Literature
cannot replace that ability (“We staged ’Antigone’
in Nicosia, and I asked the participants, “Did
you ever have to fight your brother?” One replied
to me, “Yes. I can go change my uniform right
now and pick up the weapon.” And I realized
then: we are giving them literature, but they are
superimposing real life onto it.”). Stage design
can't replace it either (“‘How can you recreate on
stage the neutral space between the Greek and
the Turkish part of Cyprus under the protection
of the peacekeepers and surrounded by barbed
wire?”)

“One time in a workshop a certain
young man from a conflict zone challenged
me by saying that it’s easy for me to talk
about conflicts. “And what do you think,” I
asked him. “Do you think it’s easy to live in
a place where mafia flourishes? But what
am I saying to you, your Meyerhold came to
a bad end. And Garcia Lorca. Brecht was
a refugee for 14 years and couldn’t return
for two more years even after the fall of the
fascists. In any country, be it the U.S. or
England, when you start working with life,
rather than literature that’s isolated from
life, it becomes risky. Theatre is risky to
begin with. But what we call social theatre
gives people back their dignity.”

The concluding part of the conference
was a Round Table dedicated to the search

for educational models in the area of social
theatre and its impact on theatre in general.
The speakers were characters from Olga Foux’s
book “Another Theatre” (a collection of materials
dedicated to social, special and inclusive
theatre in Russia, which exploded in recent
years) — hospital clowns Oleg Bilik and Ilya
Boyazny, director Boris Fish and musician
Olga Zrilina (creators of the production

for the visually-impaired titled “Touch the
Sun”, based on Boris Shergin’s fairytales),
Alexey Shcherbakov and Elena Popova —
actors, directors, advisers, and instructors

at the Krug Integrated Theatre Studio (one

of the principal driving forces behind this
movement), Sergei Bidny, Fabio Tolledi, Olga
Mitina, producer of the Krug II Integrated
Theatre Studio, Ekaterina Vasenina, our
magazine author, specialist in contemporary
dance, which is open to social and inclusive
projects, and Elena Kovalskaya, theatre

critic and producer for the Meyerhold Centre,
who has long worked on the advancement

of inclusive and special theatre, believing in its
artistic validity. The conversation, naturally,
did not remain within the set framework —

the social theatre community is only just
getting formed, its initiates still have a long
way to go in sharing experiences, agreeing

on terminology, sharing marketing secrets
and secrets of the trade. But there were those
theatre practitioners among the conference
participants, who wanted to turn toward social
theatre for good.
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IOPYT'OM TEATP

Caen HorTsa

Onvea DYKC

B 5TO! PYBPUKE MBI HE PA3 ITUCAAU O IMTPOEKTAX
ILIEHTPA TBOPYECKUX UHULUATUB «MTHKAIO3UOHY.
TEATPAABHAS IIIKOAA U CIIEKTAKAU KAK ITOUCK
YHUBEPCAABHOM KOMMYHUKAIIUU, KOTOPAS
PASPYIIUT AIOBBIE TETTO (HE3PSUMX, HECABIIIAIIUX,
CAETIOTAYXUX, AIOJEN C MEHTAAbHBIMU
OCOBEHHOCTSIMU U ABUTATEABHBIMM TTPOBAEMAMU)
[TPOIOAXKAET MHTEHCUBHO PA3BUBATLCY.

« onodepao»
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BOM (M IHKAKO3HOH» I10-
ABHACSH YK€ B HECKOAB-
KHX POCCUHCKHUX I'OpPO-
nax. A B Kazanu, kak
Hekorna B MockBe, IIpo-
BEAH KOHKYPC 3CKH30B
OyayLIUX CHEKTaKAEH.
B urone 2018 xazaHCKO-
My «MIHKAIO3HOHY» UCIIOAHLETCH T'OA. A K Je-
KaOpIo OOHH UAU OBa U3 3CKHU30B JOAKHBI
OBITE ITPEeACTAaBAEHBI Ha CYI 3pUTeAeH yike
KaK IIOAHOLIEHHBIN CIIEKTaKAb.
Ha nepsrle ke anabopaTopuu ron Ha-
3a/] IIPHUIIIAO OKOAO TPUALIATH YYaCTHUKOB.
KocTgak KazaHCKOH 0c000# TPYIIIBI cocTa-
BHAH AIO[U C HAPYILICHUAMHU CAyXa, 3pEHUS
U OIIOPHO-ABUTATEABHOrO anmnapara. Jaga
MHOTUX U3 HUX IIPUXO/ B « THKAIO3HOH» CTaA
AOTHUYHBIM IIPOAOAXKEHUEM UX UHTEpPECa
K TeaTpy u Boobiie uckyccTBy. Cpeau oco-
OBbIX apTHCTOB €CTb HAaYUHAIOIIIHE ApaMaTyp-
ru 1 11oa3Th! (Exkatepuna EropoBa, Benepa
HoBuukosa, Aliryas cmaruaoBa), MacTep
CIIOpTAa I10 CIIOPTUBHOMY OPUEHTHUPOBA-
Humo (MBau 2KypaBaéB), IICUX0AOT U BeAYIIIUH
KuHoAeKkTopud (Mapusa MuaHaxMeTOBa), My-
3BIKAHTHI (CAAOOBHALINNE VIACTHHUKY I'PYyII-
bl «Hu3aMm» o pyKoBOACTBOM [IMHUTpPUS
BrkyaHTaeBa, My3bIKaHTa U OTLla HE3PAYETO
CBhIHA, BTPOEM UT'PAIOT HA AECATH UHCTPY-
MeHTax). Ho ecTs u Takue, KTO paay y4a-
CcTUd B «MITHKAIO3UOHE» €[1Ba AU HE BIIEPBBIE
BbIOpaAcs Ha AIOAH, KaK, HAIIpUMep, Au3ai-
Hep Muxaua JHBEKOB CO CAOKHOM POpPMOEL
AUIL
IIpodeccroHaABHBIH TeaTp NPEnCTaBASIAN
Kazanckuii TIO3, TaTapckuit rocy1iapcTBEH-
HBIM akazeMudeckui teatp uM. . Kamaaa
u TBopueckas aabopaTopus «Yroar, KoTopas
BCE€ OOABIIIE CTAHOBUTCS [IEHTPOM MHOTHX
XyI0KECTBEHHBIX ITIOMCKOB B Kazanu. K cao-
BY, UIMEHHO «YTOA» OKa3aACSd CaMBbIM IIPH-
CIIOCODAEHHBIM JIASI AIOZIEH ¢ ITpobaeMaMu
OIOPHO-ABUTaTEABHOrO aIrapara, 1 IoOTOMY
BCE€ apTUCTBI Ha KOAACKAaX OTIIPAaBHUAUCH TyAa
BMecTe ¢ pexxuccépom Perunott CaTrTapoBoi.
BmecTo 3acTOABHOrO IIEpHOZAa OHA o0pa-
THAACH C IIPOCHOOH K ONMHHAAIIATH yIacT-
HUKaM HaIlHCaTb CBOU AUYHBIE UCTOPUU —
3TO OBIA AYYIIIH CITOCOO TO3HAKOMUTHCS
¢ Tpyumnoi. Komy-To 3T0 3amaHue 1aA0Ch
C TPYAOM, Yy KOT'O-TO, HAIIPOTUB, OTKPbIAOCH
BTOpOE AbIXxaHue. MHOrHMe U3 HUX BIIEPBBIE
pacckasbpIlBaAl 0 cebe KOMY-TO B3 I[I0CTO-
POHHUX. M3 IOAYy4YEHHBIX UCTOPUH — IIPO
JKUBOTHBIX, IPUKAIYEHHUS, y4€0y, HO B UTO-
r'e IIpo CBOY BHYTPEHHUN MUD (B CpeIHEM
IO IISTH C YeAOBeKa) — 0ToOpaAn Aydirue

Q KA g

AnnoKus

ONWHHAAATH (10 YHUCAY YIACTHUKOB) —
OHU U ACTAHU B OCHOBY 3CKH3a CIEKTAKAL
«Truectopucr. 1 okazaaocCh, 4TO YEAOBEKY,
IIepeABUTAIOIEMYCS Ha KOASICKE, COBCEM
He UHTEPECHO OIIHUCHIBATEH CBOU IIpobae-
MBI. A UHTE€pPECHEE pacCKasaTh, HAaIIpUMeED,
Kak IIpo0paAuncCh ¢ npudreseM 6e3 buasera
Ha pPOK-KOHIIEPT (OANH Ha KOALCKeE, APyTroH
c [AIIII), u bepeMeHHas poKepllla Ha CHOCIX
pacToAKaaAa 3pUTeAeHd Ha TAHIIIIOAE, YTOOBI
IIpUSTEAU YBUAEAU ClleHy. Mau Kak neByII-
Ka OTIpaBHAACH Ha KOASCKE B APYTOU ropon
U BCTPETHUAA CBOIO CyABLOY.

AmyHa MuHaudpoBa, BBIIIYCKHU-
a mactepckout Papuna bukuyanrtaesa,
a B IIPOIIIAOM — IIperofaBaTeAbHHUIIA apal-
CKOT'0 $13bIKa B PeaOUAUTAIIMOHHOM IIeH-
Tpe «Ylapan» IAS cCAAOOBUAAIINX AIOMIEH,
HAIIPOTHUB, BEIOpasa caMbli Tparndeckui
Mmarepuaa. M nmocrasuaa ackus «'oaom-
rpaj» 1o JHeBHUKAM HeTel-0AoKaJHU-
KOB (B €€ KoMaH/e ObIAY He3psa4une aKTEPbI
U My3BbIKaHTHI). B HEM monHUMaeTcd cpa-
3y HECKOABKO ODOIIIHX TeM, 0 KOTOPBIX T'OBO-
paT pas3Hbele AeTu. HanmpuMmep, AeTCKHE KOII-
Mapkl 3II0XU 0AOKaAbl — OBITH CHEAEHHBIM
«CEpPA0OOABHBIMMUY TTPOXOKUMHU, KOTOPHIE 30-
BYT HOTPETHCS UAU 3a0paTh UIPYIIKY. Man
TeMa BHUHBI 3a 6€CKOHEYHOe YyBCTBO I'0A0A,
KOTOpoe yOMBaeT U MHTepeC K KU3HU, U CO-
4YyBCTBHE K OAHKHEMY (OOUH U3 KOIIMAapOB
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MaABYHUITKU-OAOKATHUKA — CAEIl HOI'TS
Ha xAebe, KOTOPBIF 0TOOpaA y COlepHUKA,
a II0TOM OTOPBAaA 3TOT KYCOYEK U CIIPH-
TaA: HeAb3d BbIOpachIBaTh fakKe KPOIIIKY,
HO U C'BE€CTh XA€OHBIH «<HOTOTh» IIPOUTPAB-
IIIETO COIIEPHHUKA TOXKE HEBO3MOXKHO).

Ho, moxxaayii, caMbI¥ CAOXKHBIU IO TE-
aTpaAbHOMY SI3BIKY 9CKH3 ITOAYVIHACH
y xyapyka Kazauckoro THO3a Tydana
HNMmamyTauHoBa. BMecTe ¢ HUM IIPUILIAYA
ero koaaeru 1o TIO3y — HaponHasa apTHCT-
Ka Eanena HenameBa (cuieHn4eckad peds)
u [laBea 'ycToB (MacTepcTBO akTépa). Kak
u AMUHA, OH TaK3Ke UMEEeT OIBIT PaboThI
C AIOIBMHU C OCOOBIMH IOTPEOHOCTSIMH — pa-
0oTaA BOXKATBIM B Aarepe OAS HECABIIIAITHX
nereii. U Tak xxe, Kak AMUHa, yoeaguAcs
B UX abCOAIOTHOH «paBHOLIEHHOCTI. Temoi
CBOEr0 3CKHU3a «AAAIOKM»/«MHAAY MOHHApP»
OH ceAaA YMUpaIONiue I3bIKU. A UMEH-
HO — TEAEYTCKHUH, TabarapCcKUil, YeAKaH-
CKHUH, ToparapCKUH U YYABIMCKHUH, a TaK-
3Ke JKeCTOBBIH 93bIK, 100 B CBOIO KOMAaHY
TydaH DpUTAaCHA CAETIOTAYXHUX AOIEH.
Ha 3Tu 93bIku Oblaa IlepeBeeHa 10oMa
«AAAIOKH» TaTApPCKOro Kaaccuka ['abayaabl
Tykaga n3 nukaa «HanmoHasbHBIE MEAO-
aum. CaMo co3JaHHe TaKOro MeraTekcra,
Ha KOTOPOE YIIIAO OKOAO ABYX MECHIIEB,
OBIAO CPOOHU NIPUKAKYEHHUIO U HACTOLIIIE-
My uccaenoBaHuio: Tykas, mepeBeaEHHOTO
CHayaAa Ha PyCCKHUH, lepegaBasll HOCUTE-
ASM YMUPAIOIIHX A3bIKOB, KOTOPBIE TOTOBBI
ObIAM B39ThCH 3a TaKO# repeBod. A Tex,
B CBOIO O4Y€peab, HAXOAHUAU YEPE3 UHTEP-
HeT-coo0IIecTBa AIOeH, KOTOphIe IO IeP-
JKUBAIOT CBA3b C Ta€>KHBIMU XKHUTEAIMH,
BAQICIOITUMU 3TUMHU 93bIKaMU aATaHCKOH
rpynmnsl. EcTh 93bIKH, Ha KOTOPBIX CETOAHS
pasroBapuBaeT He 60ABIIIE IBYXCOT-TPEX-
coT yeaoBeK. TakuM 00pa3oM, MHKAK3UB-
HBIN TeaTp NPOHUK IIPAMUKOM B TaAMTYy.
Bupouewm, Tydan UmamyTauHoB yoexkaéH,
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4TO U €T0 POAHOU TaTapCKHUH (Ha KOTOPOM,
II0 CTATHUCTHKE, 34 IIOCAETHEE IECSITUAETHE
CTaAO TOBOPUTH HA MHUAANOH YEAOBEK MEHb-
111e) ¥ Jaxke PyCCKUY TPOHYT OIIaCHOCTEHIO
obenmHeHUs, yMUpaHUsd, 3a0BeHusa. UcToku
3TOT0 IBA€HUS PEXKUCCEP BUAUT U B IIPO-
IIeCCE TAODaAM3AITNH, U B MECTHOM 3aKOHOT-
BOpPYECTBE BPOAEe HEJaBHEN OTMEHHBI 00sd3a-
TEABHOI'O U3y4Y€HUS HAIlTUOHAABHOI'O I3bIKa
B [IIKOAAX — BEAb 3a4aCTYIO TOABKO B IIIKOAE
PeOEHOK MOXKET MOAYYUTH 0Opa3er] HacTosd-
IIETO AUTEPATYPHOT'O I3bIKA.

OTOT MHOT'OCAOHHBIN epeBos ObIA IT0-
AOIKEH Ha MY3bIKY KOMIIO3UTOpPA U IHaHU-
cta 9apmupa HuszamoBa, a K paboTe mom-
KAIOUHACH €I€ U CBOAHBIN Xop KazaHckoro
MY3bIKaABHOI'O Koaaeaka uM. U. B. Ayxanee-
Ba. [leBI1pI, cTO4IIME 32 CLIMHAMU 3PUTEAEH,
TOYHO IIOAXBATHIBAIOT BhIPAKEHHBIN Ke-
CTOM HEMOH KPHUK HECABIIIAIIIUX aKTEPOB,
pokaas CKOpOHOE M TOPIKECTBEHHOE MMEHUE,
IIOXOXKEE Ha MOAUTRY...

Ha rycroHaceaéHHOI TeaTpasbHOM Kap-
Te Kazanu «HKAIO3HUOH», BOBMOXKHO, €IIE
HE TaK 3aME€TEH, HO HUKTO U3 €ro y4acT-
HHKOB y3K€ HE T'OTOB OCTAHOBUTBCS IIOCAE
mepBoro mara. Kak HeAb3s 3a0bITh «CAE
HOT'TsI» Ha OAOKaJHOM XAebe.

Tygar Hmamymouros

DIFFERENT THEATRE

The Imprint
of a Fingernalil

Olga FOUX

PrRoJECTS BY THE INCLUSION CENTRE FOR CREATIVE
INITIATIVES HAVE ALREADY BEEN FEATURED IN THIS
SECTION TWICE. THEATRE SCHOOL AND PRODUCTIONS AS A
QUEST FOR A UNIVERSAL MEANS OF COMMUNICATIONS THAT
WOULD DEMOLISH ANY AND ALL GHETTOS (FOR THE BLIND,
FOR THE DEAF, FOR THE DEAF-BLIND, FOR PEOPLE WITH
MENTAL ABNORMALITIES AND MOBILITY ISSUES) CONTINUE
TO DEVELOP AT A RAPID RATE.

.i. 85 = “Grbl’odgrad”

- — - —— - . R




62

Iready several Russian
cities have their very own
Inclusion Centre. And Ka-
zan held a competition for
future production sketches,
just as Moscow had done in
he past. The Kazan Inclu-
sion Centre is turning a year old in June of
2018. And by December one or two of the
sketches must be presented to the judgment
of the audience as full-fledged productions.
The backbone of the Kazan special
company is made up of people with
hearing, vision and musculoskeletal
system disorders. Among the special artists
are aspiring playwrights and poets, an
orienteering master, a psychologist and a
film screening host, and musicians. But
there are also those who came out in public
for perhaps the very first time for the sake
of taking part in the Inclusion. Professional
theatre was represented by the Kazan Youth
Theatre, the G. Kamal Tatar State Academic
Theatre and the Ugol (“Corner”) Creative
Laboratory that is increasingly becoming
the centre of many artistic quests in Kazan.
Regina Sattarova, director of the first
excerpt, asked the participants to write

“True Stories”
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down their personal stories instead of doing
a table read - it was the best way to get to
know the company. Out of the resulting
stories — about animals, adventures,
studying, but in the end about their own
inner world (on average five stories per
person) — the best eleven were set aside
(based on the number of participants) — and
those eleven formed the basis of the sketch
for the production of “True Stories”. And
it turned out that a person getting around
in a wheelchair is not at all interested in
describing her problems. She’s much more
interested, for instance, in talking about
how she snuck in to a rock concert without
a ticket with a friend of hers (one in a
wheelchair, the other with cerebral palsy),
and how a heavily pregnant rocker elbowed
away the crowd on the dance floor so the
friends could see the stage. Or about how
she went to another city in a wheelchair
and met her destiny there.

Amina Mindiyarova, a graduate of the
Farid Bikchantaev workshop and formerly
an Arabic language instructor at the Yadran
Rehabilitation Centre for Visually Impaired,
on the other hand, chose the most tragic
material. And she staged a sketch “Golodgrad”

“True Stories”

(“Hungertown”) based on the journals of
child survivors of the siege of Leningrad (her
team included blind actors and musicians).
The sketch raises several general themes at
once that are discussed by different children.
For instance, children’s nightmares of the
siege period — of being eaten by passersby.
Or the guilt over the interminable hunger
that destroys both one’s interest in life and
compassion for one’s fellow man (one of the
nightmares of a boy who survived the siege
was the imprint of a fingernail on the bread
that he took away from his rival and how he
later could neither eat that piece of bread with
the fingernail nor toss it).

But perhaps the most complex sketch
in theatre language was done by Tufan
Imamutdinov, artistic director of the Kazan
Youth Theatre. Like Amina he also has
experience in working with people with special
needs — he worked as a camp counselor at a
camp for deaf children. And just like Amina
he realized their absolute “equivalence”. He
made dying languages the subject of his
sketch “Alluki”/ “Milli Munnar”. Specifically —
Teleut, Tabalar, Chelkan, Tofalar, and
Chulym, as well as the sign language, for
Tufan invited deaf-blind people to his team.

~

B

The poem “Alluki” by Tatar classical author
Gabdulla Tuqay from the “National Melodies”
series was translated into these languages.
The very creation of this megatext, which

took about two months to complete, was
comparable to an adventure and a true
research: Tuqgay, who was first translated into
Russian, was then given to native speakers

of these dying languages, who were prepared
to take on such a translation. And the latter,
in turn, would find internet communities of
people that keep in contact with residents

of taiga who spoke these Altaic languages.
There are languages that today are spoken

by no more than two-three hundred people.
Thus the Inclusion Theatre found its way
straight into the taiga. Admittedly, though,
Tufan Imamutdinov is convinced that both
his native Tatar language (which, according to
statistics, lost a million speakers over the past
decade) and even Russian are affected by the
danger of becoming depleted, dying, forgotten.
The director sees the root of that phenomenon
in globalization and local lawmaking, like the
recent abolishment of the required study of
national language in schools — for it is often
only in school that a child is able to see an
example of true literary language.
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«CAPACKHH»
B KOMHKCAaX |
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domo: Jim Woodring

Mapuna IHTHMA/IHHA
domoepagpuu npedocmas.sieHbl npecc-
caYyxboti pecmusans ApreKuH»

B CAHKT-IIETEPBYPTE
MPOLIEA XV ®ECTUBAAD
TEATPAABHOI'O UCKYCCTBA
NIASI IETEUV «APAEKUH».

B Ero nrporpAMME BBbIAU
HE TOABKO OPUTMHAABHBIE
ITIOCTAHOBKH, HO

1 BCEBO3MOXKHBIE
AABOPATOPHSIMU

1 CEMUHAPAMU. KPUTUKU
13 PA3HBIX 'OPO/IOB
OBCYX/IAAU CIIEKTAKAU
1 TIOBBIIIAAU CBOM
[TPO®ECCUOHAABHBIN
YPOBEHDb HA BOPKIIIOIIE

oT CTII, A TUPEKTOPA

1 PYKOBOIUTEAU TEATPOB
OBMEHUBAANCH OIIbITOM
HA CEMUHAPE «AKTYAABLHBIE
[TIPOBAEMbI COBPEMEHHOTO
TEATPA [JAS JETEMD.

ADE

mur«.\. apREEtD

aKKe B paMKaX «ApAeKHHa»
coCcTosIAacCh AabopaTopud
«(MaaeHBKad pemMapKka» ¢ IIpo-
rpaMMOM YUTOK 10 HOBBIM
IpecaM JAs AeTel U Iof-
pocTkoB. Ho ecau Takoro
pona apaMaTyprudeckue KOHKYpPChl CTaAH
y3Ke pacxoxked NpaKTHUKOH, To naboparo-
pus «Teatp.Kom», oprannzoBanHasa FOaueit
Kaeitiman u Mapueit CaoeBoii, okazasach Ha-
crosnlel HoBae. MoaoasIM pexkUccépaM
IIPENAOKHUAM CAEAATH 3CKHU3bI CIIEKTaKAEH
Ha OCHOBE KOMHKCOB. MHOTHE — U 3pUTEAH,
U caMU IIOCTaHOBIIUKHU — BIIEPBbIE OTKPbIAU
aAst cebs oBIIIHUPHBIE MUP KOMUKCOB, KO-
TOPBIH OTHIOAL HE OTPaHUYUBAETCH ra3eT-
HBIMHU CEpPUSIMH IIPO cyleprepoes. IlapTHEP
AabopaTopuH, U3AATEABCTBO «ByMKHUTa»,
IIPEACTAaBUAO 3PUTEASIM caMble pa3HbIe
00pasIbl 3TOTO KaHpa — OT MHOTOCTPaHUY-
HBIX I'papHUYeCKUX POMAHOB [0 U3SIIHBIX
dprA0COPCKUX 3aPHUCOBOK B LyXe MUHUMA-

danTasnpyw,
kak Bor!
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Pexxuccépnl Toxke I10-pa3HOMY IIOAOIIAYU
K 3a/1a4e IIEPEHECEHUSI ABYXMEPHOI'O U «HE-
MOro» KOMHKCaA Ha TeaTPaAbHYIO CLIEHY.

OHU IIOLIAM TI0 IIyTH TPAAUIIMIOHHOIO Te-
aTpa: 9CKHU3 Mo aBTOOHOrpauIecKol KHU-

re Baagumupa Pynaka 1 AeHbl Y:KMHOBOU

«fl — cAOH» IOYTHU HUYEM HE BbIAaBaA CBOETO
KOMUKCOBOTr0 ITpoucxoxaeHud. Ucropuu

U3 XKU3HU MaAbYHKa B UTHBAAUTHOMN KOASICKE
aKTEPHI PA3bITPhIBAAN KAK OOBIYHYIO ITHECY.
Emé oguH CIeKTaKAb I10 HCIIAHCKOMY KOMUK-
cy «Mapus u si» TOKe OBIA TIOCBSIIEH COITHAAD-
HOM TeMaTHUKe — a UMEHHO BOCIIPUATHIO MUpa
pebéukom ¢ aytTusmoM. Pexkriccép MBan Kyp-
KUH U XyIOXKHUK AHHa MapTBIHEHKO CIEAAAU
3CKH3 B (popMe HHTEPAKTHUBHOH «OPOIHAKID,
TIIE 3pUTEASIM IIPUXOAUAOCE BBITIOAHATH 3a-
JaHud, YTo0bI TOMOYb Mapuu CripaBUTLCS

C TPYAHBIM IIyTEIIECTBHUEM K MOPIO. Y4acT-
HHUKH CMOTAY IIOCMOTPETH Ha IIPOCTEUIIIHE

C HalIlle¥ TOYKU 3PEHUS AEeNUCTBUS rAa3aMu
0Co00ro YeAoBeKa — a 3TO yKe IMePBLIH m1ar

K S5MIIaTUU U IPULTHUIO OPYTOro.

Kommnanusa ua MxxkeBcka Les Partisans 11o-
CTaBUAA MOIYASIPHBIH (PpaHITy3CKHUH KOMUKC
«ApPHOAB» IIPO IIPUKAIOYEHUS OCAUKA U €T0
LPy3€H, NbITAasaCh BIIUCATh XKUBBIX aKTEPOB
B aHHMAaIIMOHHYIO cpeany Ha 3kpaHe. Ho ox-
HOT'O 2TOro IIpHéMa 0Ka3aa0Ch HEAOCTATOYHO,
HAHU TIPOCTO aBTOpPaM He XBaTHAO U300peTa-
TEABHOCTH, YTOOBI €TI0 XOPOIIEHBKO OOBITPATE.

MUT-MHPO No2 2018

Cawmoit mHTepeCHON OKa3aaach 3asB-
Ka pexuccépa Mapu MOIIUIIKOrO 10 KHUTE
HM3BECTHOI'0 aHIAUMCKOro XyI0KHHUKa ToMa
loana, pucyroIero CTpUnIb! (MUHU-KOMHUK-
cbl) aas rasetsl The Guardian. Ero komukc
«JToanad» mepeckaspiBaeT U3BECTHBIN OU-
OAETICKUH CIOXKET C TOYKHU 3PEHUS CAMOTO
lFoanada — psI0BOro II0AKOBOI'O ITHCAPS,
IIPU3BaHHOI'O XUTPHIMU BO€HaYaAbHUKaMU
Ha BEAHMKHUH oABUT Bo UM4d PonuHbl. OTOT
MHUHHMAaAUCTUYHBIH KOMHKC C OOABIIINM
3aracoM BO3[yxXa Ha CTpaHHUIAX U IIPOCTO-
pa oAd Pa3MBIIIIACHUH PEKUCCED ITOCTABUA
B ellé OoAee CIIOKOMHOM, ITOYTU MEIUTATHUB-
HoU MaHepe. ['epou B moaympaxre 6ponsar
TI0 CLIEHUYECKOHU MAOIIAAKE, 3aAUTON BOIOHU,
a UX PEINAMKHU IIPOELUPYIOTCS Ha €€ II0OBEePX-
HOCTBb B KAQCCUYECKHX KOMUKCOBBIX «(I1y3bI-
pax». Takoe coueTaHMue TEKCTa U aKTEPCKOTO
IIPUCYTCTBHSA OKA3aA0Ch UEAABHBIM JAS
IIOCTPOEHHS HOBOI'O THUIIA KOMMYHUKAIIUH
CO 3PUTEAEM, HECMOTPS Ha HEKOTOPBIE TEXHU-
JecKHe HeopaOOTKU U OI'PEXH IIOCTAHOBKHU.

KoMHUKCEI cTaau AEATMOTHBOM HE TOABKO
AabopaTopuH, HO B Bcero pectuBaad. B aTom
roAy KOHKypcCHad IIporpamMmma «ApAeKHHa»
OTKPBIAACH IIOCTABACHHBIM B MOCKOBCKOM
LlenTpe gpamMaTypruu U pexKUCCypbl CIIEK-
TaraeM Exareprnsl KopadbeapHUK «CriacTu
Cynepbeaky» mo kuure Keitit fluKamuano
B nnepeBozie Oapru Bapmasep. OTo Toxe
CBOET0 pofia CIIEKTAKAb-KOMHUKC, IZI€ aKTEPHI
CYLIECTBYIOT B ABYXMEPHON aHUMAIIMOHHONU
cpene, MIpU4éM OHa CO34aeTCHd U IIPOELUPY-
eTcs Ha 9KpaH Ha raasax y 3puread. Beibop
Takroro opMaTa 3/1eck olIpaBaaH TeMaTHKOH
KHUI'U: J€BOYKA-TIOAPOCTOK CIIacaeT Ha YAU-
e 6eABYOHKA U B CBOEM BOOOpasKeHUHU Hale-
ASIET €T0 CBEPXCIIOCOOHOCTSIMH, a TOT B CBOIO
o4Yepenb IIOMOraeT €M PelIuThb BIIOAHE PEaAb-
HbIe IIPOOAEMBI C APY3bSIMU U POAUTEASIMHU.

B 6au3KOM KAIOYEe paboTaeT peRUCCEp
Panuon Bykaes, moCTaBUBIINN paccKasbl

«Craska o Conoebe, Hmnepamope u Cmepmu»

I'puropusa Octepa «/leTH U 3TU» B Ka3aH-
ckoii TBopuecKoil aAabopaTopuu «YToA».
Hcropun-niepeBEPTEHIIIH, II€ B3POCABIE
OKa3bIBAIOTCH TAYIIBIMU U HECMBIIIIAEHBIMH,
a IeTHU — CEPbE3HBIMU U YMYAPEHHBIMHU OIIbI-
TOM, pa3bII'pbIBAIOTC Ha (pOHE PUCOBAH-
HBIX (MYABTHIIHBIX» JEKOPALUH — II03TOMY,
BO3MOXKHO, U T€POU CIIEKTAKAL [IOAYYHUAUCH
YTPHUPOBAHHO KAPTOHHBIMU.

Ha#iTu urpoBoii 6araHC U HYKHYIO HH-
TOHAIIUIO B HOBOM (popMaTe AeTCKOro Tea-
Tpa 0Ka3aAoCh He TaK AETKO. DTO OAecTsIIe
YAaAOCHh CAEAATh aKTEPCKOMY AYITY U3 CIIEK-
Tarad llenTpa uM. Melepxoapaa «/lypari-
Kue neTu. Aead 1 MUHBKa» B IIOCTAHOBKE
Cetaannl IBaHoBoN-CepreeBoii. Pacckassl
30IIIEHKO TYT IIPEACTABAECHBI IPAKTHYECKHU
B JXKaHpe CTOPUTEAANHTA C HEOOABIIIMM BKpa-
IIA€HHUEM JOKYMEHTAABHOI'O BUAEO U aHUMa-
nuu. Ho Januaa ApukoB u FOaus Boakosa
TaK YBA€YEHHO «BCIIOMHHAIOT» COOBITHS CBO-
€ro IeTCTBa, YTO 00 OTCYyTCTBUHU CLIeHOrpa-
1 coBepIIEHHO 3a0bIBAEIIb — HE CAYYaHHO
3a 3Ty paboTy oHU 00a MOAYYUAU aKTEPCKUE
IIPEMHUH «APAEKHHAY.

Temy cyneprepoeB Ha (heCTUBAAE IIPO-
JOAXKHUA MOCKOBCKUI ['OrOAB-IIEHTD, BbI-
CTYHAaBIIHUH BHE KOHKYPCa CO CIIEKTAKAEM

duaunma AsneeBa «<Mope nepeBbeBr. B dhan-
TacTU4IeCcKoH nbece Ar00b1 CTpHUKAK MOXK-
HO O0HAPYKUTH OTCHIAKHY K JKaHPY aHUME,
Ha4YMHAad C CaMOro IIOHATHL «MOpPE Aepe-
BBEB» (TakK B SIIIOHUH HA3bIBAETCS AEC CaAMO-
yOuiin Aokruraxapa) U 3aKaH4IuBasi CUCTEMOU
nepcoHazkei. CoBpeMeHHbIE IIOIPOCTKH
HE XOTAT B3POCAETD U IIPOAOAXKAIOT UrPATh
B POAEBBIE UTPHI, IIOPOH [TEPEXOA OITACHYIO
4epTy HEBO3BpPAaTa B peaAbHOCTb. B3pocarble
TYT IPEBPAIIAIOTCI TO B KOCMHUYECKUX IIPU-
IIEABLIEB, TO B 30MOH-BaMIIIPOB, a KOMaHIa
0AaropOoHBIX CYIIEPrepoeB CpazkaeTcs IIPo-
TUB HUX C JXKEAaWUCKUMU Me4aMU Hallepe-
Bec. Ho ag Koro-To aTa urpa 4 CTpeEMAECHUE
OCTAaThCS BEYHO I0HBIM U 0e33a00THBIM [IuTe-
poM IT5HOM HOBOrO IIOKOAEHUY OKaHYUBAETCH
Tparu4eckKu. ABTOpPBI IIOCTAHOBKU I'OBOPAT
CO CBOEH LIEAEBOM ayAUTOPHEN HA IIOHATHOM
el g3bIKe Macc-Meiua — C IIOMOIIIBI0 00pa30B
U3 KOMUKCOB, (pHABMOB, aHHME UAW MaHTH,
U IOHBIE 3DUTEAN CYUTBIBAIOT 3TH KOABI ACTYE,
4eM B3pocaasd ImybauKa. 3a 3To yMeHue HalTu
KOHTAaKT C IIOAPOCTKAMH CIIEKTaKAB ['0oroas-
HeHTpa ObIA Harpask/i€H CIeIIHaABHOH IIpe-
MHel AccollMaliuy TeaTPaAbHbIX KPUTHKOB.
BaaTe Ha BOOpy>K€HME IIOBCEHEBHBIN
SI3BIK U CII0CO0 OOIIEHUS ITIOAPOCTKOB PEIIHA
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CHILDREN

Harlequin in
Comic Strips

Marina SHIMADINA
Photos courtesy of the press-service of Harlequin Festival

ST. PETERSBURG HAS HOSTED ANNIVERSARY HARLEQUIN, THE
15TH FESTIVAL OF THEATRE ART FOR CHILDREN. THIS YEAR,
ITS PROGRAM IS FULL OF ORIGINAL COMPETITIVE PRODUCTIONS,
AND OF ALL SORTS OF LABORATORIES AND SEMINARS. YOUNG
THEATRE CRITICS FROM DIFFERENT CITIES WERE DISCUSSING
PERFORMANCES AND DEVELOPING THEIR PROFESSIONAL SKILLS

lliam Eggleston

wi

2

Photo by

u Tearp-crynus «louck» u3 Aecocubupcka.
CnekTakab Pagnona Bykaea «\ecocnOupcK.
ANotic» yxxe 6b1a TOKa3aH B MocKBe Ha pecTH-
Baae «3oa0Tag Macka» B HOMHUHAIIUH «DKC-
epUMeHT». DTO CIEKTaKAb-4aT, AeticTBHUE
KOTOPOI'0 Pa3BOpaYUBaETCd UCKAIOYHUTEABHO
Ha 9KpaHe KOMITLIOTEPA, B COIIMAABHOH CETHU
«BroHTaKTeE» BCE MPOUCXOOUT B peaAbHOM
BPEMEHH — 3pUTEASIM IIEPE] Ha4YaA0M TOXKE
IpeaasaraioT BOUTH B IPyIIy U y4acTBOBaTb
B CIIEKTaKA€ OHAAMH, HO MOXKHO U IIPOCTO
CMOTpeTh. TUITMYHAas UCTOPHS O MECTHOH
TaTbsgHe AapUHOLM, BAIOOUBIIIEHICH B MOAOOTO
TIPUE3KETO YUUTEAS, HAIIKCaHa Ha OCHOBE
peaabHBIX coObITHH. Ho 0cO0YI0 ITONAMHHOCTD
3TOM 6aHaABLHOM Bpoze ObI CUTYallUH IPU-
JaéT He TOABKO JOKYMEHTAABHOE IIPOUCXOK-
[ieH1e, HO U CII0OCO0 JOHECEHUS N0 3pUTEAEH.
2Ku3Hb B COLICETIX C UX OCOOBIMU IIPaBHAAMH,
rupramu, AafiKaMu 1 AOMCaMHU A MHO-

TUX [IOJIPOCTKOB CTAHOBHUTCS CETOnHs 6oaee
PeaAbHOH, YeM KU3Hb 0(paaiH: HMEHHO TaM
OHM 3aBOAAT HOBbIE 3HAKOMCTBA 1 poMa-

HbI, HAXOAAT APYy3€H U POACTBEHHBIE AYIIIH.
[Tpu sTOM camMu UX ITPOOAEMBI OCTAIOTCS
YHUBEPCAABHBIMU — OAUHOYECTBO, HEIIOHSI-
TOCTB, HeBocTpeboBaHHOCTDL. Ho THHEH I3KephI
C 9THM, KOHEYHO, HUKOIIa HE COTAACSITCS —

MUT-MH®O N2 2018

OHMU IIEPEKUBAIOT BCE KaK B IIEPBBIH pas,
U UX 4yBCTBa, PaI0CTHU U TOPECTH JOCTONHEI
COOCTBEHHOI'0O BBIPA3UTEABHOI0 S3bIKa, IIyCTh
KOPSIBOTO U AAIIMAAPHOI'0, HO CBOET0. 3a II0-
HMICKH HOBOI'O SI3bIKA CIIEKTaKAB ObIA OTMedeH
JKIOPH CIIEIIMaAbHOH IIpeMueH «9KCIIEPUMEHT.
Hy a raaBHBIE ITPHU3EI JOCTAAUCE GoAee
TPagUILIHIOHHBIM II0 (popMe, HO He MeHee BIIe-
YaTASIOIIUM CIIEKTaKASIM. «[ITUIBD TTeTep-
Oyprckoro Tearpa nmeHu AeHcoBeTa B I10-
craHoBKe Mapuu PomaHOBOH B3AU IPEMUU
3a AY4IIIYIO CLIeHOT'padHu0, KOCTIOMEI, I1Aa-
CTUYECKOE pPellleHHe U My3bIKaAbHOE 0POpPM-
aeHupe. A 1 Bacé» Yricaaa-nipka — CIIEKTaKAb
C y4acTueM ocoObIX JeTel B IIOCTaHOBKE SHEBI
TymuHOHN, TOMHMO HECKOABKHX YaCTHBIX IIpe-
Mul, 3aBoeBaa ['paH-TIpU U JEHEXKHYIO CYM-
MY Ha CA€AYIOIIYI0 IOCTaHOBKY. B aToM rony
Oaaromapst BAUBaHUSM MUHKYABTA ITPH30BOH
doupa yBeanuuacd ¢ 300 ThICHY 10 MHAAWOHA
pybAel — ¥ AT YACTHOTO «TeaTpa XyAUTAHOBY,
KaK HasbIBalOT YIICaAa-IIUPK €ro co3mare-
AU, 5TO OY€HBb CepbE3HOE noacnopbe. Ceiiuac
KOMaH[a paboTaeT Ha HOBBIM CIIEKTAKAEM
o kaptuHaMm Huxko Ilupocmanu. U ecau Bcé
CAOKUTCS, COTAACHO ITIOAOXKEHHIO O KOHKYPCE,
OH IIPUMET y4acTHe B CAeAYIONIEM (pecTHUBa-
Ae «Apaekum» B 2019 romy.

AT A WORKSHOP BY THE THEATRE WORKERS’ UNION, AND
DIRECTORS AND THEATRE MANAGERS WERE EXCHANGING
USEFUL INFORMATION AT THE TWO-DAY SEMINAR.

Iso within the framework

of Harlequin, worked a
laboratory with a program
of reading new plays for
children and teenagers. This
kind of dramatic contest has
already become common practice; as for
Teat ~com laboratory, organized by Julia

Kleiman and Maria Sloyeva, it became true
innovative. Young directors were asked to
produce scenic sketches based on comic
books. Many people among the audience
and directors themselves for the first time
discovered the vast world of comics, which
is by no means limited by newspaper series
about superheroes.

The directors had different approaches
of transferring comics to theatre stage.
A traditional theatre sketch by an
autobiographical book of Vladimir Rudak
and Lena Uzhinova “I'm an Elephant” did




not give out anything of its comic origin.
Stories from the life of a boy in a wheel-
chair, actors played like a regular play.
Another performance based on Spanish
comic book “Maria and Me” was also about
a social aspect — how a child with autism
perceived the world. Director Ivan Kurkin
and artist Anna Martynenko made a sketch
in the form of an interactive exploration
game, when the audience had to fulfill tasks
to help Maria to manage a difficult journey
to the sea. Participants were able to see

the simplest from our point of view actions
through the eyes of a person with special
needs — and this is the first step towards
empathy and acceptance of the other.

The most interesting work was by
director Ilya Moshchitsky on the book of
the famous English artist Tom Gold, who
draws comic strips for The Guardian. His
“Goliath” paraphrases a well-known biblical
story from the point of view of Goliath
himself — an ordinary regimental clerk,
called by cunning military leaders for a
great exploit for the sake of his Motherland.

Comics became leading idea not
only for the laboratory, but for the whole
festival. This year Harlequin’s program was
opened by Kate DiCamillo’s play “To Save
Super Squirell” (the director is Ekaterina
Korabelnik) in the translation of Olga
Varshaver, staged at the Moscow Centre for

Drama and Directing. This is some kind

of comic show, where actors exist in two-
dimensional animation, and it is created
and projected onto the screen in front of the
audience. The choice of this format here is
justified by the theme of the book: a teenage
girl saves a young squirrel in the street and
in her imagination gives it super abilities,
and in its turn, the latter helps the girl to
solve her real problems with friends and
parents.

It was not so easy to find balance in
acting and necessary intonation in the
new format of the children’s theatre. It
was brilliantly done by actors’ duo of “Silly
Children. Lelya and Min’ka” (the director
is Svetlana Ivanova-Sergeyeva), Meyerhold
Centre. Zoshchenko’s stories are presented
here almost like storytelling with small
interspersing of documentary video and
animation. However, Danila Arikov and Julia
Volkova are so enthusiastic “remembering”
events of their childhood that you completely
forget about the absence of scenography — no
wonder that they both won Harlequin award
as best actors.

Moscow Gogol Centre continued the
topic of superheroes at the festival by the
play “The Sea of Trees” by Fillip Avdeyev.

In the fantastic play of Ljuba Strizhak,
references to anime genre can be found,
beginning with the notion of a “sea of trees”,
which is the forest of suiciders in Japan.
Modern teenagers do not want to grow
up and continue role playing, sometimes
reaching the point of no return to reality.
Adults here turn sometimes into alien
visitors, sometimes into zombie vampires,
and a team of noble superheroes fights
against them with Jedi swords. But for
someone the game and desire to remain
forever young and carefree Peter Pan of
the new generation ends up tragically.

e

“A Tale about the Nighti

Authors of the production speak language
of mass media, understandable for their
target audience, using images from comics,
movies, anime or manga, and young
viewers read out codes more easily than
the adult audience. For the ability to find
contact with teenagers, Gogol Centre’s
performance was awarded a special prize
by the Association of Theatre Critics.

To adopt the everyday language and
the way of teenagers’ communication,
decided Poisk (Search) theatre-studio from
Lesosibirsk. This is a show chat-room,
its action takes place only on a computer
screen, in the social network Vkontakte.
Everything happens in real time — before
the beginning the audience is invited to join
the group and take part in the play online,
or just watch. A typical story about a local
Tatiana Larina, who fell in love with a young
visiting teacher, is based on real events.
Life in social networking with its special
rules, gifs, likes o
and loyces, today
for many teenagers
becomes more real
than life off-line: it is
there that they start

new acquaintances
and affairs, find
friends and kindred
souls. At the same time, their problems are
universal: they feel lonely, misunderstood,
uncalled. Teenagers will never agree with
this, they experience everything as if for
the first time, and their feelings, joys and
sorrows are worthy of their own expressive
language, though clumsy and terse, but
their own. For the search of a new language,
the performance was awarded the special
Experiment Prize by the jury.

Main awards went to “Birds” of
St. Petersburg Lensovet Theatre (the
director is Maria Romanova) for the best
scenography, costumes, plastique solution
and music. “I am Basho” of Upsala Circus,
a performance with the participation of
children with special needs, in addition
to several other prizes, won the Grand
Prix and a sum of
money for the next
production. Now the
team works on a new
performance based
on painting of Niko
Pirosmani.
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POCCHSA

BecHAa
TPEBOTH

Kpucmurna MATBUEHKO
domoepagpuu npedocmasneHbl. OMCKUM meampom Opambl
u Hoeocubupckum meampom «Cmapowlii 0om»

TEATPAALHAST CUBUPL BCETIA JTAET BOTATYIO TTUIILY
JIAST PABMBIIIAEHWM, B TOM YHMCAE U O TOM, KAKUE
KAACCUYECKUE TEKCTbI CETOIHY OCOBO AKTYAABHBI.
Hain korPECIIOHAEHT KPUCTUHA MATBUEHKO OEAUTCS
CBOUMU BIIEYATAEHUSIMU O MMTPEMBEPAX B OMCKE U
AABOPATOPUU «AKTYAABHBIY TEATP» B HOBOCHUBUPCKE.

domo: Buxmop mumupues
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B€ HeJaBHUE ITpeMbepbl OM-
CKOH npaMbl pUpPMyIOTCH APYT
C ApyroM: TeMaMH, UCTOpHUYe-
CKHUM H COIIHaABHBIM KOHTEK-
CTOM IIbEC, CAMHUM XapaKTEpPOM
opaM, pazBopaduBaromuxcsa Ha oHe Tpe-
BOXKHOI'O KAUMaTa BpeMeHU. HecmoTpa

Ha BUAUMYIO 0THAAéHHOCTE U CTpHUHIOEp-
ra («Orewp HancaH B 1887 rony), u penko
UAYIIETO B POCCHUMCKOM Teatpe lHuurae-
pa (k BeHCKoMY MozepHHUCTY B 1910-x obpa-
maAuck Metiepxoaba u Taupon, mpo0Oyst ero
KaK MaTepHaA OAS 3CTETUYECKON CTUAU3A-
IIUH) OT CEeTOAHSIIITHETO YeAOBEKa, B 000HX
CIIEKTaKASX BpPeMsS OTKAUKHYAOCH — IIO/I-
CIIYAHBIM, HO CHABHBIM 00pa3oM.

«J[laanékyro cTpany» nmoctaBua 'eopruit
I[IxBUpaBa B COTPYAHUYECTBE C XyAOXKHU-
KoM OmuaeM KarmearomieM 1 BUAEOXYT0K-
Huled Aceii MyxXuHOH, IpeBpaTUBIINMU
CIIEHY B T€HHUCHBIN KOPT Ha (pOoHE F'OPHBIX
neizaxkeit. CMepTeABHO oIlacHad KpacoTa
AABI - ¢ 3aMepP3IINMH CKaAoAa3aMHU Ha 00-
BETPEHHBIX CKAOHAX, CO CHOI'CIINOAaTEeABHBI-
MU BHIAMH U CHHHUM BO3IyXOM — BbIOHBaeT
U3 IIPUBBIYHBIX [1a30B IICUXOAOTHYECKYIO
opaMy, IIPEACTABASIIONLYIO U3 cebs yepeny
u3MeH, MeCTH U CKYKHU. PecriekTabeAbHEIE Ie-
pou nbeck! lIHuIAEpa TPEOBIBAIOT B KAKOM-
TO 3aMOPOKEHHOM OTYadHUU, CBA3aHHOM
C IIPOLIABIM, KOTOPOE He IToAydaeTcd 3a0bITh.
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Bca ceronqHanIHgag KPpyroBeEPTh OTHOLLIEHU N
MeXK Ay OoraThbIMU OEeABIIAMH U XKEHAMU
UX MTapTHEPOB, XKEHAMHU JEABLIOB U CbIHO-
BBAMHU UX IIOAPYT CTUAUCTHUYECKH I10X0XKA
Ha KapUKaTypHBIE ApaMbl U3MEH U CBEXKUX
npuobpeTeHuE COBPEMEHHOI'0 TAaMY PHOTO
mupa. lIxBupaBa BMECTE C XyAOKHUKOM
YCHAHBAIOT 3TO CXOZCTBO, 00YCTPOUB B IIE€H-
TP€ CLIEHBI TEHHUCHBIN KOPT, HA KOTOPOM
repou «/laaéKOH CTpaHbl» HOAAIOT APYT APYTLY
HE TOABKO M44Y, HO U OCTPbIE€ PEIIAHUKU. YeM
[aAbllle, TeM OOABIIIE COBepIleHHAasd KapTHH-
Ka OKa3bIBaeTCs HAAIO3HEH OAarornoAydud,
CKPBbIBAIOLIEH BBIMIEAIIYIO U3 CTPOS JKU3Hb.

CuabHBIH aHCaMOABR OMCKOI0 TeaTpa pa-
3BICPBIBAET ATY APaMy C XOAOAHBIM pacyé-
TOM U a3apToM LIaxXMaTHOH nmapTuu. He 3pa
B LIEHTPE KOMIIO3UIIUU — TEHHUC, TJ€ pella-
IOIIIUMH OKa3bIBAIOTCA I'MOKOCTE UT'POKA
U CKOPOCTBb PeaKIMU. ['AaBHOro repos, UM-
Mmopaaucta $punpuxa 'odpaiiTepa, B cCriek-
TakAe lIxBupasel urpaet Aaekcaunap I'oH-
4apyK — Ur'paeT a3apTHO U MOIIHO, AABUPYH
MEXAY 340POBBIM LIUHU3MOM U MEAAHXOAU-
eti. Ero xxeny 'eHuio, Boaell 00CTOATEABCTB
OKa3aBIIYICd MEXAY HECKOABKHUMU yBAE-
YEeHUSIMH, HO, B OTAHYHE OT My3Ka, OAIOLy-
LIYI0 PEHOME 3aMYy>KHEUN KEHIIUHBI, — 3aMe-
4aTE€ABHO UT'PaeT MdArKad U To4dHasda MapuHa
BabomuHea, B caMoM CyLiecTBe KOTOPOH
FCHO YHUTAETCHd JOCTOMHCTBO.

Koaaek1iya apKux xapaKTepoB, CAOB-
HO ITOIIOPYEHHBIX P3KaBYUHON HeoOpaTH-
MOTO IIMHU3Ma, YAUBUTEABHBIM 00pa3oM
HE CTAHOBUTCH CaMOLIEABIO CIIEKTAKAL: BCE
3TH I'ePOU TATOCTHOM ApaMbl MHOT'OYT'OAB-
HBIX OTHOIIEHUH IIOrPY>KEHBI B CTPAHHBIN
MOPOK, IIPOCHYTBCH OT KOTOPOrO OHU MOTYT
AMIIbL Ha MTHOBEHHE. DHEPTUYHAas Kpa-
caBunia Aneas Ekarepunesl [loranosoii,
e€ MyK-0aHKUp, CBII'PAHHBIH HeJaBHUM
«30A0TOMAaCOYHBIM» HOMUHAHTOM Baanucaa-
BOM Ily3bIpHUKOBBIM, OTATOLIEHHAS JaBHENU
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CEeMEMNHOM ApaMOH aKTpHUCa B UCIIOAHEHUU
Mapusnsl KpoitTop — B «Jlaa€Koi cTpaHe»
XOPOIIUM aKTEPCKUHN TeaTp COIpAraeTcd

C TOYHO B34TBIM HACTPOEHHUEM, KOTOPOE

U BBIBOJUT CIIEKTAKAB 3a IIPEAEABI IPOCTO
XOPOILO CAEAAHHON MOCTaHOBKHU. U ToCcKAM-
BO€ OILYIIIEHHUE OT BPEMEHHU, B KOTOPOM, KakK
nuineT HIHUIAe P, HUYTO, BKAIOYAS IIPECAO-
BYTVIO AIOOOBB, He IMeeT IIEeHHOCTH, IIepe-
KHUABIBAETCHI B HACTOMIIIEE.

«OT11a» Ha Maaot crieHe OMCKOM gpambl
noctaBua [TaBea 300HUH — ¢ Muxanaom OKy-
HEBBIM B TAABHOM POAU U BbIPA3UTEABHOMU
paboToit xynoxkHuKa EBrenusa AeMeIrionka,
O0yCTPOMBIIIETO IATAYOK CIIEHBI KaK ITPO-
CTPAHCTBO CEBEPO-E€BPOIIEMCKOro AoMa
C MEHLIOIIUMCA B 3aBUCUMOCTH OT Bpe-
MEHHU CYyTOK CBETOM U OILYIIIEHUEM KaHyHa
PoxxpnecrBa. KaaycrpodobruuyHas ucropus
KPHU3HUCA, B PE3YABTATE KOTOPOI'O F'AaBHBIMN
repoii «Otna», Pormuctp (Muxaua OKy-
HEB), CXOAUT Cc yMa. 3a00TAUBO crieAéHaThIH
B orHase KopMuauned (Baaepus [Ipoxkom),
PorMmucTtp nokopsiercd cynpbe, KaK CHABHOE,
HO 3aTHaHHOE U CAOMAEHHOE XKHUBOTHOE.

ITapTuTypa UCTEPUYIHBIX CEMEHHBIX OT-
HomleHUH (keHy PormucTpa Aaypy urpaet
AnHa XofroH, ux n1o4s bepty — Kpuctuna

AamniyHa) pa3BopadyuBaeTCsa SHEPTUYHO

U OBICTPO: C caMOr'o HadyaAa, Koraa el 3By-
quT O0e3MATeKHad POXKIECTBEHCKAs IIeCEHKA,
B Bo3yxe BUCHUT TpeBora. C KaxKIbIM HOBBIM
COMHEHHEM, Ofl0A€BarouM PoTrMucTpa, 3Ta
TpeBora TOABKO ycuauBaeTcs. OKYHEB 3Ae-
TaHTHO U CUABHO UT'DAET YEAOBEKA, YBEPEH-
HO UAYLIErO B a1, HO IIPEAIIOYUTAIOIIETO af
AIOOOMY AWIIEMEPHUIO U IIOKOI0. 3aMbIKasi CBOH
AKOHUYHBIN CIIEKTAKAB TOH K€ [TIECEHKOU

U YyMUPOTBOPLAIOIIUM CBETOM B OKHO, [laBea
300HHH ocTaBASIeT HaC HaequHe C Hepaspe-
IUMOH nuaeMMoi, my4daBiiet Ctpunabepra
U He CBOAMIIENCH K BOMHE IIOAOB.

Ecau B OMcko# npame oba croxkeTa
CB43aHBI C KAQCCUYECKHUMHU TEKCTAaMHU U UX
aKTyaAu3anuei, To B HOBOCHOHMPCKOM
«CtrapoMm goMe» K CETOAHSAIIIHUM CMbICAAM
U OTTEHKAaM HHTEPIPETAlLlUuH IIOIIAHN YePes
rabopatopuro. [Ipuaymasn <AKTyaAbHBIH
TeaTp» 3aBAUT «CTaporo goMa», TeaTpo-
Benr OkcaHa EpeMeHKO 1 MOCKOBCKU M
TeaTpaAbHBIN KpUTHK [laBea Pynues. Tpu
MOAOABIX pexKHCcCépa: BBIIIYCKHUK MacTep-
CKOl BeHnaMuHa @UABHITUHCKOrO U OAWH
U3 co3maTeAsei MUTePCKOro «JTIOA-Tea-
Tpar Aaekcelt 3abervH, BEIIIYCKHUK Kypca
Aeonnpna Xeiidena B PATU u maructpasT
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Bukropa PrizxkakoBa Hukura BetexTuH H,
HaKOHeIl, HOBOCUOUPCKUil ypoxkeHer Cep-
reit YexoB,— caeaaAu TpU 3CKH3a 10 PA3HBIM
TEKCTaM, KAQCCUYECKHUM U COBPEMEHHBIM.

«Crapsbiil 1oM» B TpeTUH pas3 gesaet
Aab0pPaTOPHIO0 COBPEMEHHOI'O HCKYCCTBA
«AKTyaABHBIHN TeaTp», B KOTOPOH Moaoaad
pexuccypa B 9KCIIEPUMEHTAABHOM PEXXHME
npobyeT mpo3andecKie U ApaMaryprude-
ckue TeKCcThl. CaM BBIOOP TEKCTOB B 3TOM
rony 6bIA KpaiiHe Pa3HOPOAHBIM — OT IIYIII-
KHuHCKOM «MeTean», npeBpaliéHHod Cepreem
YexOBBIM B paAUKaAbLHBIN IlepdopMaTuB-
HBIY XkecT, A0 «lementa» Xarinepa Mroa-
Aepa B apperTHOH pexkuccype HUKuThI
BerexTrnHa 1 poMaHa eKaTepHHOypKIIa
Anekces CaapHUKOBA «[IeTpOBBI B I'pHUIIIIE
U BOKPYT HEro», C KOTOPBIM AaeKceit 3abe-
THH BCTYIIHA B JEeAUKATHBIN quaasor. Bokpyr
KaXKJI0T'0 U3 II0KAa30B pPa3BeEpPHyAACh AKTUB-
Had JUCKYCCHU4: BUAUMO, CaM IIEPEKPE-
CTOK TEKCTOB U PEKUCCEPCKUX IOAXOA0B
CIIPOBOLIUPOBAA Pa3rOBOP O BO3MOXKHOCTAX
HUHTEPIPETAllUU TEKCTA B CETOAHSIIHEM
Tearpe.

CaMbIM paguKaAbHBIM 00pa30M II0-
cTymnua ¢ TekctoM Cepreit UexoB: B €ero
«Meta/MeTtear» pa3BepHYACS KECTKUH nua-
AOT MeKy repouHei nnosecTu [lymmkuHa
U HEKHUM aBTOPOM, YUTAIOIIIUM TEKCT B pe-
JKUMeE OHAAMH. [IeByLIKY CBA3aAHU 10 PyKaMm
U HO'aM CKOTYEM M YCaAHAHU Ha CTYA, a aB-
TOP CBIT'PaH IIPUTAAIIEHHBIM U3 «KpacHoro
dakeaa» Baagumupom AeMeIrroHKoOM B pas-
HBIX MaHepax, OT «Ka4aA0BCKOM» 0 «CTEéP-
TOM», MOKYMEHTAABHOH. 3pUTeAs KaK Obl
3acTaBHAH CAyIIATh «<MeTeAb» 3aHOBO — OCO3-
HaThb IPO3paYHyI0 KPacoTy €€ KOMIIO3UIIUY,
MeAOApaMaTH3M U IOMOpP. YeXOBCKHUH 3CKU3
BBI3BaA CaMyIO0 CUABHYIO PEaKIIUIO — caMa
onepalud, Ipou3BeAEHHA PEXKHUCCEPOM Ha
TEKCTOM, CIIPOBOLIUPOBaAa pasroBop O rpa-
HUIIaX UHTEPIpEeTAIIMOHHON aTaKku. [haB-
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HBIHM BOIIPOC: I7le CO3HATEABHO HaMepeHUe
pexuccépa rpaHUYUT C BOAIOHTAPU3MOM.
3pureAn (AKTYaABHOTO TeaTpa» — U 3TO, o4e-
BU/HO, Pe3yALTAT paboThl KOMaHAbI «CTapo-
ro goma» Haq AabopaTopued B IpeabIayIie
roabl — BHUMATEABHBI U YECTHBI B CBOUX
MHEHHSIX U BbICKA3bIBAHUSIX, UX JHUAAOT

C XyIOXKHUKaMU CTaA OJJHUM U3 CaAMbIX
CHUABHBIX BIledaTAcHUN. BoaHeHUE, KOTOpOoe
BBIZBAaAH II0OKAa3bl, JKEAQHHE BbICKA3aThCH
3[ech U ceryac, BOIIPOCHI K COBPEMEHHOMY
TeaTpy KakK TaKOBOMY — BCE 3TO CIIAEAOCH

B UHTEPECHEHUIINI pa3roBop Ha 0O0CYyXKIAECHUHN
«MeTeAr» U HE TOABKO €é.

«ementT Hukuthe! bBerexTuHa ctaa
PEAKUM ITPUMEPOM 0OpAIIIEHUS MOAOJIOTO
pexuccépa K TekcTy XanHepa Mroaaepa,
HamucaHHOMY B 1972 romy 1o MoTUBaM
onHOUMEHHOr0 pomaHa ®Penopa ['nagkoBa
U cTaBlIeMy, Kak nmucaa Baagumup Koassus,
(ITOTTHLITKOM JEMOHTAXKa COBETCKOM MUGOAO-
rum. CKYABIITYPHAS KOMIIO3UINS, TOMEIEH-
Hasd B 4€PHO-OXPUCTHIE TOHA, OTPa3rAa caMy
dakTypy TeKcTa, OpyTaAABHOT0, TIO3THYHOT'0
U CKOpOHOTro. AKTépCKUi aHcaMbab «Crapo-
IO I0Ma» TOYHO B39A MHTOHAIIHUIO — CYPOBYIO
U AaKOHUYHYI0. 1 Heoxk1gaHHO TeKCT Mroa-
Aepa IIpo3By4daA BO Beell cBoel TOpPKeCTBEH-
HOHM KpacoTe U HIPOBUAYECKON MYIPOCTH.
WUneun cTpouTeAbCTBA CBETAOT'O COITMAANCTHU-
YEeCKOro OyIyIIero, KOTOPLIMH 00y peBaeMbl
repou «LlemeHTa», CAOBHO yAAPSIIOTCS O TEAO
3I10XH1, B KOTOPOH IIEHHOCTH KOAAEKTHUBHOT'O
Tpyaa Ha O0Aaro yeaoBedecTBa OOHYAUAACH.
«lemeHT», ecau He OyIEeT 3aCAOHEH PEIKUC-
CEPCKUM aKKypaTU3MOM, MOXKET BbIPACTU
B KpacUBBI# TeaTpaAbHBIN TUMH — TYMaHU3-
MY ¥ CIIOCOOHOCTH YCABIIIIATH TOAOC BPEMEHHU.

Anexkceit 3abervs, M3BECTHBIN CAABHOH
MaHepoH eAaTh paccAabAEHHBIH TeaTp,

B KOTOPOM aKTEPHI IIOX0KU Ha AIOeH 1 yMe-
IOT OBITH 00adTEeABHBIMH B CBOEM OAAOBCTBE,
coeaan 3CKU3 1o poMaHy «[leTpoBbI B IpUII-

WMema/Memernb»
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dIemposbl & epunne»

IIe ¥ BOKPYT Hero». TouyHee, ITI0 KOPOTKOMY
dparmMeHTy poMaHa, B KOTOPOM TAaBHBIH
repoi, OT AHIIa KOTOPOT'0O UAET paccKas,
IIyTELIECTBYET 10 POAHOMY FOPOAY — €TI0
Tpoaaetibycam, aBToOycam, moabe3nam,
HCIIMCaHHBIM HEIEH3yPIINHOH, U IIPOCTO
yauiiaM. Y camo npeacTaBA€HHE 3TOTO K-
codKa — BO BCeH €ro AUTeEpaTypHOH KpacoTe
U PUTMHYECKOH crielTuUKe — C MEKPOOHA-
MH, TAHIYIOIIUMH 3aYUKaMHU U CTPaHHBIM
MOPOKOM POCCUHCKOM KU3HU — OBIAO MHTE-
PECHBIM ITPUMEPOM B3aUMOAECHCTBUA TeaTpa
C COBPEMEHHBIM IIPO3aNYECKHUM TEKCTOM.
TekcT 5TOT faA€KO HE BCE YUTAAH, XOTS OH
KpaiiHe nonyasipeH B CeTH, HO HAIlIANCH
U 3HATOKH, CIIOPHUBIIIHE C CAMUM IIPHUHITUIIOM
B3SITh TOABKO YacCThb U HE IIEPEeaaTh LIEAOTO.
HoBocubupckasa aabopaToprs — OIbIT
SKHUBOI'0 U OY€Hb PAa3HOO0Pa3HOro B3aHUMO-
JEeHUCTBUSL TeaTpa C MOAOJOHN PEXRUCCYPOH;
OITBIT, BOKPYT KOTOPOTO cobpaaach ecre-
CTBEHHAad Cpella — U 3TO, ToxXKaAyH, camoe
raaBHoe. CBOOOMHEBIN SKCIIEPUMEHT, HE CKO-
BaHHBIA HUKAKUM (POpMaTOM U orpaHuYe-
HUSIMH, BBI3bIBaeT CBOOOMHLIH XKe pas3roBop.
U aTa cBa3b TeaTpa Co BpEMEHEM HeEpPE3 3pU-
TeAS IBASIETCH CETOAHS TEM YHUKAABHBIM,
paau gero BoobIle CTOUT XOAUTE B TeaTp.

dIempoesl 8 epunne»
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The Spring
I

of Ou
“®  Discontent

Kristina MATVIENKO

¢
#" Photos courtesy of Omsk Drama Theatre
‘ and Novosibirsk Stary Dom Theatre Hado:
‘ ’ Photos courtesy of Omsk Drama Theatre and

Novosibirsk Stary Dom Theatre

R THEATRE SIBERIA ALWAYS
GIVES RICH FOOD FOR
THOUGHT, INCLUDING
WHAT KINDS OF CLASSICAL
TEXTS ARE ESPECIALLY
TIMELY TODAY. OUR
CORRESPONDENT KRISTINA
MATVIENKO SHARES HER
IMPRESSIONS OF THE
PREMIERES IN OMSK

AND THE AKTUALNY
TEATR (TIMELY THEATRE)
WORKSHOP IN NOVOSIBIRSK.

“Cement”
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wo recent Omsk Drama Theatre
remieres correspond to each

other with themes, historical and

social context of the plays, the very

nature of the dramas that unfold
against the background of the uneasy climate
of the time. Despite the apparent distance of
both Strindberg (“The Father” was written in
1887) and Schnitzler (both Meyerhold and
Tairov turned to this modernist artist from
Vienna in the 1910s, exploring him as the
material for aesthetic stylization) from man of
today, time echoed in both productions in a
subtle but powerful way.

Georgiy Tskhvirava staged “The Distant
Land” in collaboration with artist Emil
Kapelush and video artist Asya Mukhina,
who turned the stage into a tennis court
against the background of the mountains.
The deadly beauty of the Alps knocks the
psychological drama out of the habitual
grooves — the succession of betrayals,
revenge and boredom. The respectable
characters from Schnitzler’s play remain
in a kind of frozen despair tied to the past
that they are unable to forget. Tskhvirava,
together with the artist, increase the
similarities of these dramas with today’s
whirlwind of relationships between rich
dealers, wives, partners, and sons. And
on the tennis court the characters of “The

MUT-MH®O N2 2018

Distant Land” serve to each other not only
the ball, but sharp retorts as well. And
more and more the perfect picture turns out
to be merely an illusion of wellbeing.

The Omsk Theatre’s strong ensemble
cast plays out this drama with cold
calculation and the thrill of a chess game.
After all, the decisive factors in tennis are
the player’s flexibility and reaction speed.
The immoralist Friedrich Hofreiter, the
play’s protagonist, is played by Alexander
Goncharuk — a reckless and powerful
performance that navigates between
healthy cynicism and melancholy. His wife
Génia, who found herself between several
fancies, is played wonderfully by the mild-
mannered and proper Marina Baboshina,
whose very essence clearly exudes dignity.

Surprisingly, a collection of striking
characters that seem to be tainted by the
rust of irreversible cynicism does not become
the end in itself of this production. “The
Distant Land” blends good actor’s theatre
with a perfectly chosen mood that takes this
performance beyond the boundaries of a simply
well-made production. And that bleak feeling
that comes from that time, when, as Schnitzler
writes, nothing, not even the proverbial love,
has value, is transferred into the present.

“The Father” was produced by Pavel
Zobnin on the Small stage of the Omsk
Drama Theatre — with Mikhail Okunev in
the lead role. The production was marked
by the expressive work of artist Evgeny
Lemeshonok, who reinvented the small area
of the stage as the space of a Northern-
European house with light that changes
depending on the time of day and the
overall Christmas Eve feel. There’s unease
in the air from the very start, when a
peaceful Christmas song can still be heard
playing. The Captain-Okunev gives an
elegant and powerful portrayal of a man

. ‘
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“The Petrovs In and Afound the Flu”

by Victor Dmitriev

resolutely going to hell, but preferring hell
to any hypocrisy and repose. Rounding

up his laconic production with the very
same song and pacifying light in the
window, Pavel Zobnin leaves us alone with
the unsolvable dilemma that tormented
Strindberg and did not boil down to the war
of the sexes.

If at the Omsk Drama Theatre both
plots were tied to classical texts and their
modernization, the Novosibirsk Stary Dom
Theatre arrived at today’s meanings and
shades of interpretation via a workshop.
The Aktualny Teatr workshop was created
by theatre historian Oksana Yefremenko,
literary director of the Stary Dom Theatre,
and a Moscow theatre critic Pavel Rudnev.
Three young directors — Alexey Zabegin,
graduate of the Veniamin Filshtinsky
workshop and one of the founders of
St. Petersburg’s Etude Theatre, Nikita
Betechtin, graduate of Leonid Heifetz’
course at the Russian Academy of Theatre
Arts and Viktor Ryzhakov’s master’s
student, and Novosibirsk-born Sergei
Chekhov - created three sketches based on
different texts, classical and contemporary.

The selection of texts this year was quite
diverse — from Pushkin’s “The Blizzard”,
which Sergei Chekhov transformed into
a radical performative gesture, to Heiner
Muller’s “Cement” in Nikita Betechtin’s
dramatic production and Alexey Zabegin’s
sensitive dialogue with the novel “The
Petrovs In and Around the Flu” by
Yekaterinburg’s Alexei Salnikov. A dynamic
discussion about the possibilities of text
interpretation in today’s theatre unfolded
around each of the productions.

Sergei Chekhov’s treatment of the text
was the most radical: his “Meta/Blizzard”
began a harsh dialogue between the female
protagonist of Pushkin’s story and some
author reading the text online. The young
woman had her hands and feet tied up with
Scotch tape and was sat on a chair, while
Vladimir Lemeshonok, invited over from the
Red Torch Theatre, played the author using
different styles — from Kachalov’s to “blurred
out”, documentary style. Chekhov’s sketch
caused the strongest reaction — the very
manipulation that the director did with the
text provoked a discussion on the boundaries
of interpretative attack. The principal
question was: where does the director’s
conscious intent border on willfulness. The
dialogue between the audience and the
artists became one of the strongest points.

“The Petrovs In and Around the Flu»

Nikita Betechtin’s “Cement” became a
rare example of a young director turning
to Heiner Muller’s text that was written
in 1972 on the basis of Fyodor Gladkov’s
eponymous novel and became, in the
words of Vladimir Kolyazin, “an attempt to
dismantle Soviet mythology.” The sculptural
composition, set in ochre-black tones,
reflected the very texture of the text —
brutal, poetic and mournful. And Mtller’s
text was unexpectedly presented in all its
solemn beauty and prescient wisdom. The
ideas of building a bright socialist future
that consume the characters of “Cement”
seem to clash against the bulk of the era,
where the value of collective work for the
benefit of humanity has gone down to zero.
“Cement” can grow into a beautiful theatre
hymn to humanism and the ability to hear
the voice of the time.

Alexey Zabegin created his sketch based
on a short excerpt from the novel “The
Petrovs In and Around the Flu”, where the
protagonist, who tells the story, takes a walk
through his native city — its trolleybuses and
buses, its entrance lobbies, covered with
written obscenities, and its streets themselves.
Having thus shown an interesting example
of the interaction between theatre and
contemporary prosaic text.

The Novosibirsk workshop is an
experience of a live and very diverse
interaction between theatre and young
directors; the experience that brought
together a natural community — and that
is, perhaps, the most important thing. A
free experiment that is unconstrained by
any format and limitations precipitates an
equally free discussion. And this connection
between theatre and time via the audience
is that unique phenomenon that today gives
us the reason for going to the theatre in the
first place.

Ne2 2018 MUT-MH®O
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PECTHBAAD

Ceemanara ITOASAKOBA
domoepaguu npedocmaesieHbl npecc-cayx<boii pecmusans «Padyaar

B 1toHE B CAHKT-IIETEPBYPTE 3ABEPIINACY
MEXXYHAPOIHBIN TEATPAABHBIN ®ECTUBAAb «PAIYTA»,
B 19-11 pa3 mPoBOAUMBIY THO30oM M. A. BPIHIIEBA.
«PAYTA», 3ATESIHHASI B MUAAEHUYM KAK ®OPYM
TEATPOB IOHOT'O 3PUTEAY, IIEPEOPUEHTHUPOBAAACD

HA BOAEE IIUPOKYIO AYAUTOPUIO TIOCAE TOTO,

KAK CIIYCTS YETBIPE I'OZIA B TOM XE T'OPO/IE
TTOSIBUACY IPYTOU NETCKUU ®ECTUBAAD «APAEKUHY.
CEroiHs IOHBIV 3PUTEAb UMEET JOCTVYII K AIOBOM
MH®OPMAILIMH, A TIOTOMY OH TI'OPA3/10 BOAEE 3PEAbBIH
1 3AKAAEHHBIM, YEM ET'O POBECHUK

HA PYBEXE TbICAYEAETU.

«BUMHSS cKa3Kar

MUT-MUH®O No2 2018
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05TOMY OpPraHH3aTOpPhl OeccTpallHo yKpa-
marT adUIly U SKCIIEPUMEHTAABHBIMHU
IIOCTAHOBKAaMHU MOAOJABIX PEXKUCCEPOB,

U OCTPOCOLIMAaABHON ApaMOM, U paguKaAb-
HBIM ITPOYTEHHEM KaaccUKHU. Cpenu caMbIx
rocemaeMbIX MeXXAYHAPOLHBIX (DOPYMOB
«Panyra» nas nerepOypKIeB — egBa AU

HE caMbI¥ «JOMAaIIHUN»: IIPU OTCYTCTBUHU
n1adOCHOCTH U OPHUEHTAIINH, B OCHOBHOM,
Ha OAMIKAWMIHX reorpauIecKUX coce-
neit, pecTuBaAb 0OTOHpaeT He caMble [0-
porocTodIiiye TeaTpasbHbIE IPOAYKTHI,
pasHooOpa3ue KOTOPBIX OTBEYAET OXKU-
OaHUGM IIeA€BOM aynuTopuu 6+ A 00 ux
KadecTBe I'OBOPLAT AeCATKH paMUANH
AUJIEPOB COBPEMEHHOIO TeaTpa — B pa3Hble

MUT-MH®O N2 2018

roAbl B CIIEKTPEI «Panyru» Bomau paboThl
Kmumroga Bapankosckoro, duaunnra
Kautu, AaBuca XepmaHuca U OOABIITHH-
CTBa M3TPOB POCCUMCKOHN PEXKUCCYPBI.

B 2018 r. nporpammy «Pamyrm cocTaBu-
AM crieKTakAau U3 10 cTpaH, agpecoBaHHbIE
3pUTEAIM BIIOAHE CO3HATEABHOI'O BO3pac-
Ta — 12+ u BeIle. A BIOOp OPraHU3aTOPOB
CTUXUUHO I1aA Ha [IOCTAHOBKH, KOTOPBIE
IIPUMEPHO B OAMHAKOBOM ITPOIIOPIIUU MOXK-
HO Pa3leAUTh HA COBPEMEHHYIO ApaMaTyp-
THIO, «(IIIEKCIIHUPHAAY» U PYCCKYIO KAACCHUKY.

CoBpemMeHHOM POCCUHCKYIO ApaMaTyp-
TUIO IPEACTAaBUAHU JABa UCIOBEJAABHBIX
MOHOCIIEKTaKAS: «(InaopamMa IAIOC» IO IIbe-
ce Hataabpu MUAEHTHEEBOH B IOCTAHOBKE
EanzaBeter Bornaps (ipocaaBckuit TeaTp
npambl uM. BoakoBa) u «Mtoas» IBaHa BbI-
prlniaeBa B rocTaHoBKe Caroatoca Bapra-
ca (MoruaéBckuit fpamMaTHuYecKUN Tearp,
Beaapycs). I'epoit «[Inaopamsl maroc» — IIpo-
cTo# paboTrsara — B 0YyKBaAaABHOM CMBICAE
CAOBa CXOIUT C yMa OT AI0OOBH, IIOpa3UB-
LIeH ero, Kak yaap MOAHUH, TEPIET CBL3b
C PEaABHOCTBIO, HE BEPS B O4EBUHOE
OTCYTCTBUHE B3aUMHOCTHU. Buraauii [lay-
IIeB UT'PaeT CTOAb YOeLUTEeABHO, YTO
CTUpaeTCcd 'PaHb MEXAY KUBBIM
4EAOBEKOM Ha CLI€HE U BUE-
orrpoekiiyeii ero 6oAe3HeH-
HBIX BOCIIOMHUHAHUMN U IpE3.
ITaenureapHasa FOaug Aaguk
B criekrakae «MoAb» BegéT )
pacckas 0 CBOMX IPHUKAIOYE-
HUSX OT AUIIA MaHbIKAa-yOHUH-
I1bI, MOTHUBBI U IIEPEKUBAHULI
KOTOPOTO BIIOAHE ITOHSTHBI U BBI3bIBa-

IOT BMIIATHIO, a AedHUdI — yKac.

K coBpeMeHHEBIM 3anaaHbIM ApaMa-
TypraMm o0paTHANUCH TeaTpbl U3 DCTOHUH,
CaoBakuu u Autbl. Theatrum u3 TaaanHHa
IoKa3aA IIbecy o0aanaTeass MHOTHUX AHUTEpa-
TYpPHBIX IpeMu¥ Propuana 3easepa «OTelp

\

«Omeuy» =

=

«Ganucku cymacuieouiezo»

B riocTaHoOBKe Mapuu I[leTepcoH — o mouckax
PEaAbHOCTH U COYyBCTBUS Y OAU3KUX AIofieH
4EAOBEKOM, CTPaJaoluM CTapYeCKOH ne-
MeH1Mel. Tpynna TeaTpa He B IepPBBIH pas
odapoBaaa 3puTeseli (pecTUBaAAT TOYHOCTBIO
aKTEPCKOH MHTOHAIIUH U JKecTa B paMKax
AaKOHHUYHOH PEXRUCCYPHI.

AkaneMusi HCIIOAHUTEABCKHUX HCKYCCTB
u3 BpaTucaaBsl, BRICTYIIaBIIad B paMKax
criertnaabHOM nporpamMmel «CtynerTsl! CTy-
neHTsl! CTyaeHThD, IpeACTaBHAA CLIEHHUYE-
CKHUH BapHaHT clueHapuda bapna Bpetiena
«ckyccTBO HETaTUBHOTO MBINIAEHUSD. CTy-
JEHTBHI, UTpalolie HUHBAANI0B, II0/IBEPrato-
LIIUXCS ceaHcaM «peablAUTAIIMOHHON» IICH-
XOTEpanuu, JOCTOHHO CIIPaABHUAUCE C 2KaHPOM
4yépHOM KoMearH, pazobaadaromieil HCKyc-
CTBEHHO co3aBaeMble 00IIIeCTBOM Taly.

3ameuaresbHad nbeca [layanns! [Tykute
«JopembIka u OaaromeTeAb» Oblra IIpeacTaBAC-
Ha MaabiMm TeaTpoM Buabaioca. 'abpuaae Ty-
MHUHaHTe cieAana CIIEKTAKAb Ha OOABHYIO JAS
AUTOBIIEB TEMY — TEMY BBIHYKI€HHOMN sMHUTpa-
ITUH, HETPUKASHHOCTH U TPYAHOH afanTaliiiu
«IoHaexaBIINx» B EBporry aAuToBIIEB. «'OpeMbI-
Ka U 0AarofieTeAb» CTaA OLHHUM U3 CaMbIX BIIe-
YaTASIIOIINX COOBITHH (hecTUBaAS — U TIO pe-
JKHUCCYPE, U [0 aKTEPCKOMY COCTaBY.

Emié onruMm CobbITHEM CTaA MOHOCIIEK-
TaKAb «3allUCKHU cyMacuiealiero» Teatpa
um. Hoseda Karous! u3 Byganemra. HUc-
IIOAHUTEAB POAU [lonpHUIIIHA BEAUKOAETI-
vbeI¥ Tamam Kepecrewr, B ybéM oOpase yra-
ObIBaACd U KHsA3b MbIkuH, U [loH Kuxor,
cTaA aBTOPOM CIleHOrpaduH, IIPOIOAKATO-
LIEeH ero mepcoHax*a — B €Ir0 KBapTUPE HET
HU OJHOI'O IIPABUABHOI'O YrAa, HU OAHOTO
COpPa3MEpPHOr'0 YEAOBEYECKHUM pa3MepaM
peaMeTa, a CBHcalolas Kocoboko mITo-
pa, 3a KOTOPYIO OH 3allelIASIEeTCHd, 3aBUCAET
Ha HEM MaHTHEU HUCIIAHCKOI'O KOPOAM.

Kpowme Toro, pycckass Kaaccuka Obiaa
IIpeAcTaBA€HA aKBapeAbHOH, OepesKHO-Kaac-
CHUYeCKOH IToCTaHOBKOH «['po3bIl» OCTPOBCKO-
ro B MoaonéxkHoM Tearpe U3 Kpacumogapa
U PEXRUCCEPCKUM nebroToM aKTpuch! FOAunu
INepecuanpn «Kammrankay, Tae UCTOPUS de-
XOBCKOM CO0aYKH ITPOeUpyeTcs Ha Cyap0y
COBPEMEHHOMN YAUYHOH IIEBUYKHU, KOTOPad
II0 HETIOHATHBIM IIPUYHHAaM (B OTAHMYHE OT €€
4eTBEPOHOTOr'0 IIPOTOTHUIIA) OTKA3BIBAETCH
OT Ay4IlleH >XKU3HU. ICTOpUM JOBOABHO AOBKO
HaKAa[ABIBAIOTCH OHA Ha APYIYIO, OAHA-

KO HEACHBIM OCTAaeTCHd, 3a4€M.

IIpoussenenud Illekcnupa NpUBE3AHU
Ha «Panyry» TeaTpsl u3 Bapuiass!l u Huir-
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«Kawmarka»

1161 — «Mepy 3a mepy» noctaBua Ockapac
KopiryHoBac B peaanusax COBPEMEHHOTO
ABOpLia IIPaBOCYAUs, III€ PELIaeTCd BEYHbBIN
BOIIPOC BAUSHUA BAACTHU HA YEAOBEYECKYIO
ayury, a «Bypio», KOTOPYIO KPUTHUKH OKpe-
ctuau dllekcniup-aalit, npuaymMasa Mpuna
Bpyk. E€ «Byps» pa3zBopaduBaeTCd B «CTa-
KaHe BOAbBD» — II0 COKPAIIEHHOHN ITporpaMMe,
B UTAABSHCKOM PECTOpPaHe, IPHU y4acTHUU
IIpeBPallEHHBIX B KOMUYECKHE IIEPCOHA-
xkel. [llekCTUupOBCKUM MOTHB, €CTECTBEHHO,
3By4aa U B nbece Cronmnapaa «PozeHkpaHIy
U 'HABIEHCTEPH MEPTBBIDY, KOTOPYIO IIPUBE3
Ha (pecTuBaab KpacHogapckuil gpamarude-
cku#i Teatp uM. A. C.IlymkuHa. K BeaAukoMmy
coxkaaeHUIo, pexuccépy Oaery PeiOKuRHY
IIPUIIIAOCH IIONTH Ha KECTKHUE KYIIIOPhI
B clieHOr'paduy U MaITuHEPHUH, IIOCKOABKY
JASI CTOAB CAOKHO CKOHCTPYUPOBAHHOI'O
CIIEKTaKAd He HallIAOCh JOCTATOYHO OCHAa-
ménHoH cueHbl Bo BcéM [lerepOypre. Ho ak-
TépcKuUe paboThl UCKYIIMAN MHOTO€.
Ayamuwm ke llekcrinpom Ha pecTHBa-
ae (u emré omauM CoObITHEM) CTaAd HEJABHSIS
npeMmbepa camoro THO3a um. Bpannena —
«3UMH4a cKa3Kar. MOCKOBCKUH PEKUCCED
Yaaubek BasianeB u 60ATapCKUHE XyOOKHUK
IOAnan TabakoB co3masu Ha CIIEHE SAeTaHT-
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HO€, IIOYTH IIyCTO€E YEPHOE NIPOCTPAHCTBO,
B KOTOPOM THUXO ITaJlaeT CHET, [IEPCOHAaXKH,
pa3ofeTsle B IPUYYAAUBBIE 9THUYECKUE
KOCTIOMEI Ha 0OATapCKUH MOTHB, CO3LAI0T
CKYABIITYPHBIE KOMIIO3UIINH, a4 aKTEPBI OT-
KPOBEHHO HAaCAAXKIAIOTCHI TEM, YTO UM IIPH-
XOUTCS IIEPEXKUBATEH U BBITBOPATE.
CoOriTHeM hecTrBaAd MOT OBl CTATh
YU €JUHCTBEHHBIH My3bIKaAbHBIH IIepdop-
MmaHcC — «IlaMaTp 1 MOp€», OTKPBbIBABIINH
decTuBaAAB — 3BHAMEHUTHIH (ppaHIly3CKUH
akKTép U pexuccép Pumap MapTeH ynutaa
ctuxu Aeo Peppe B connpoBoxkaeHUU Op-

«PozerKpaHy u I'unsoeHcmepH mepmaeslr

@omo: Cepeeti Husurxos

Domo: Hama KopeHosckas

KecTpa AasekcaHapa KanToposa. OgHako
IIepeBOL CTUXOB KYABTOBOI'O (PPaHIY3CKO-
ro 6apza, KOTOPOro, II0 CYyTH, CO34aTeAN
CIIEKTAKAS OTKPBIBAAH POCCUSIHAM, ObIA
HaCTOABKO HEAEII U TOIOPEH, YTO BBHI3BIBAA
pasapazkeHue U IIepeCcyabl.

«Pagyra», mpex/ae opueHTHPOBaHHAS
Ha 3amnaj, ¢ HEKOTOPBIX IIOP IIPUBO3UT
criekTakAu u ¢ Boctroka. Tearpsl us Hpa-
Ha, dnonuu, CpenHet A3uu, B pa3Hble
roabl ygyacTBOBaBIIINe B pecTUuBase, B Poc-
CHH IIOPOY MOXKHO YBUAETH TOABKO 3/1€ChH.
B stom roay Hantmonaasnsiii Teatp Kurasa
nas netelt mokasaa «IlyrenrecTBue Ha 3a-
majy, 10 KAACCUYEeCKOMY KUTaHCKOMY
poMmany XVI Beka ¢ y4acTHEM APaKOHOB,
3ABIX JYXOB U BoAllleOHUIIL. [laske B3pocC-
ABIE 3pUTEAU OBIAM IIOKOPEHBI HAUBHO-
CTBIO, HEOOBIYHOCTBIO CPENCTB BhIpaKe-
HUs, paboToOM AeTAaIOIIUX II0 CIleHe aKTEPOB
U paHTa3UeH XYIOKHUKOB.

KyabmuHatueit dpecTuBaAg CTaAo yda-
cTHUe B HEM pexkHccépa KOMEOUU IEAb apTe
Pepyudo Meprsu ¥ eTUHCTBEHHOMN UCIIOA-
HUTEABHHUIIBLI JKEHCKOTO I10AA POAU Apae-
KHHO 3a BCIO ucTopuio Tearpa Kaayauu
KouTuH, KoTOopoii, BOo n3bexxaHue BU30BbIX
npobaeM, IPUIIAOCE CAEAATH APAEKHHO

dIlymewecmsue Ha 3anad»

Kumenu ApnexurHuuwr

cBoel BTOpoi (hamuaueii. UTaabssHCKME
MacTepa IIPOBE€AHN HECKOABKO MacTep-KAac-
COB C MOAOABIMH aKTépaMmu (06HMIHO, 4TO
U3 COpPOKa IIOTEHIIMAaABHbBIX YYaCTHHUKOB
3TOM BO3MOKHOCTBIO PEIINAN BOCIIOAB-
30BaThCS Yy Th OOABIIE IECSITU YEAOBEK),

a 3aTeM CHHbOpa APA€KHHO II0Ka3asa
CIIeKTaKAb «Kutrean ApAeKUHUN», [ie-
MOHCTPHUPYS IIyOANKE CEKPETHI CO3IaHUsd
rnepcoHazxkel U NoAYNHUB cebe OyKBaAbLHO
KaxXJoro, BKAIo4Yas CIIEIIHaAUCTOB 10 KO-
MeIUU [IeAb apTe, HEBEPOSITHBIM ObasgHuEeM
U OTKPBITOCTEHIO.
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FESTIVAL

From Horror

“The Winter’s Tale”

MUT-MH®O N2 2018
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to Empathy

Svetlana POLYAKOVA.
Photos courtesy of the press-service of Rainbow International Theatre Festival

THE RAINBOW INTERNATIONAL THEATRE FESTIVAL,
HOSTED FOR THE 19TH TIME BY THE A. BRYANTSEV
YouTH THEATRE, CAME TO A CLOSE THIS JUNE IN

ST. PETERSBURG. THE RAINBOW, CONCEIVED IN THE
NEW MILLENNIUM AS A YOUTH THEATRE FORUM, HAS
REORIENTED ITSELF FOR A WIDER AUDIENCE WHEN, FOUR
YEARS LATER, ANOTHER CHILDREN’S FESTIVAL — THE
HARLEQUIN — WAS LAUNCHED IN THE SAME CITY. THESE
DAYS, YOUNG AUDIENCE MEMBERS HAVE ACCESS TO ANY
KINDS OF INFORMATION, THAT’S WHY THEY ARE MORE
MATURE AND HARDENED THAN THEIR PEERS AT THE
TURN OF THE MILLENNIUM.

the festival selects among the not too
expensive theatre products diverse enough
to meet the expectations of its target
audience of 6+. And dozens of surnames,
leaders of contemporary theatre speak to
the quality of those products — over the
years, the Rainbow spectrum included the
works of Krzysztof Warlikowski, Philippe
Genty, Alvis Hermanis, and most of the
masters of Russian directing.

In 2018, the Rainbow program was
composed of productions from 10 different
countries, aimed at the more conscious

hat is why the organizers fearlessly dress
up their playbills with experimental
productions by young directors, a poignant
social drama, and a radical interpretation
of the classics. Out of all of the most
attended international forums, the
Rainbow is perhaps the most “domestic” for
St. Petersburg’s residents: with its lack of
pretentiousness and its orientation mostly
toward its geographically closest neighbors,

“The Memory and the Sea”
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“Kashtanka”

audience of 12+. And the organizers’ choice
spontaneously fell on productions that can
be somewhat equally proportioned between
contemporary dramaturgy, Shakespearean
works, and Russian classics.

Contemporary Russian dramaturgy
was represented by two confessional one-
man productions — “Sawmill Plus” based
on Natalia Milentyeva’s play and staged by
Elizaveta Bondar (Volkov Drama Theatre
of Yaroslavl) and Ivan Vyrypaev’s “‘July”
in Saulius Varnas’s production (Mogilev
Drama Theatre, Belarus). The protagonist
of “Sawmill Plus” is a simple worker who is
literally going insane from the love that
struck him like a bolt of lightning. He loses
his connection with reality, doesn’t believe in
the obvious lack of reciprocity. Vitaly
Daushev performs his part so convincingly
that the distinction between a live person on
stage and a video projection of his painful
memories and dreams becomes effaced. The
charming Yulia Ladik in the production
of ‘July” talks about her adventures from
the point of view of a serial killer, whose
motives and emotional turmoil are quite
understandable and empathy provoking, but
whose actions elicit horror.

MUT-MH®O N2 2018
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Theatres of Estonia, Slovakia and
Lithuania turned to contemporary Western
playwrights. Theatrum from Tallinn
presented Maria Peterson’s production of
Florian Zeller’s play “The Father”, winner
of numerous literary awards — a play about
a man suffering from senility and his
search for reality and compassion from
his loved ones. It wasn’t the first time
that the theatre’s company charmed the
festival’s audience with the precision of its
acting inflections and gestures within the
framework of laconic directing.

The Academy of Performing Arts from
Bratislava, which was performing within
the framework of the special program titled
“Students! Students! Students”, presented
a stage version of Bard Breien’s screenplay
“The Art of Negative Thinking.” Students,
performing the parts of the disabled
undergoing “rehabilitational” psychotherapy
sessions, suitably handled the black
comedy genre that unmasked artificially
created societal taboos.

Paulina Pukyté’s wonderful play “A Loser
and a Do-Gooder” was presented by the
Maly Theatre of Vilnius. Gabrielé Tuminaité
staged a production on the sore subject for
Lithuanians — the subject of forced emigration,
of loneliness and difficult adaptation of
Lithuanians that had “overrun” Europe. “A
Loser and a Do-Gooder” became one of the
most impressive events at the festival — both
for its directing and its acting cast.

A one-man production of “Diary of a
Madman” by the J6zsef Katona Theatre out
of Budapest became yet another Event. The
magnificent Tamas Keresztes in the role of
Poprishchin, whose representation hinted
at both Prince Myshkin and Don Quixote,
created the stage design that became the
extension of his character — his apartment
doesn’t have a single right corner, not a single

“The Storm” [

object proportionate to human size, and the
crooked curtain that he catches on hangs
about him like the mantle of a Spanish king.
In addition to that, Russian classics
were represented by the carefully classical
watercolor production of Ostrovsky’s “The
Storm”, staged by the Young People Theatre
from Krasnodar, and the directorial debut
of actress Yulia Peresild with “Kashtanka?”,
where the story of Chekhov’s dog is projected
onto the life of a contemporary street singer,
who, inexplicably (unlike her four-legged
prototype), refuses a better life. The stories are
rather cleverly superimposed on one another;
the only question that remains is, what for.
Shakespeare’s works were brought
to the Rainbow festival by theatres from
Warsaw and Nice — Oskaras Korsunovas
staged “Measure for Measure” within the
reality of the modern Palace of Justice,
where the eternal question of the impact
of power on human soul is being
addressed, while Irina Brook came up
with “The Tempest” that the critics dubbed
“Shakespeare Lite.” Her “Tempest” unfolds
“in a teacup” — in a shortened program, at
an Italian restaurant, featuring characters
that were transformed into comical ones.

Shakespearean motive was naturally
present in Stoppard’s play “Rosencrantz
and Guildenstern Are Dead”, which was
brought to the festival by the Krasnoyarsk
Pushkin Drama Theatre. Regretfully,
director Oleg Rybkin was forced to make
severe cuts in stage designs and machinery,
because there wasn’t a stage in all of St.
Petersburg that was equipped enough for
such a complex constructed production.
Still, the acting redeemed enough.
However, the festival’s best
Shakespeare (and yet another Event)

“Rosencrantz and Guildenstern Are Dead”
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well. The festival is, at times, the only

place in Russia where one can see theatres

from Iran, Japan, and Central Asia that took

part in that festival during various years.

This year, the China National Theatre for

Children presented “‘Journey to the West”,

based on the classical 16th century Chinese

novel, complete with dragons, evil spirits >
and enchantresses. Even adult audience =
members were won over by the innocence,
the unusual means of expression, the work
of actors flying across the stage, and the
artists’ imagination.

The festival’s high point was the
participation of the commedia dell’arte
director Ferruccio Merisi and Claudia
Contin, the only female performer of the
role of Arlecchino in the history of theatre,
who had to add Arlecchino to her last
name in order to avoid visa issues. Italian
masters conducted several workshops
with young actors (it is a shame that only
some ten out of forty potential students
took advantage of that opportunity),

“The Memory and the Sea”

and then signora Arlecchino presented spellbinding virtually everyone in the
a production of “The Inhabitants of audience, including commedia dell’arte
Arlecchinia”, demonstrating to the public specialists, with her incredible charm and
the secrets of character creation and openness.

was the recent premiere of the Bryantsev

Youth Theatre itself — “The Winter’s Tale.”

Moscow director Ulanbek Bayaliev and

Bulgarian artist Youlian Tabakov created

an elegant and virtually empty black space

on stage with a quietly falling snow, where

the characters, dressed in fanciful ethnic

Bulgarian-inspired costumes, are creating

sculptural compositions with every pose, A

and the actors are frankly enjoying the i *‘

things they get to experience and pull off. ’

The festival’s opening production
and its only musical performance — “The
Memory and the Sea” — could have become _
the festival’s Event as well. Famous : A
French actor and director Richard Martin
was reading the poems of Léo Ferreé,
accompanied by the Alexander Kantorov
Orchestra. Unfortunately, the translation
of the poetry by the cult French bard,
whom the production’s creators were
essentially revealing to the Russian
audiences for the first time, was so absurd
and clumsy that it only caused irritation
and gossip.

The Rainbow, formerly oriented toward
the West, has, for some time now, been
bringing productions from the East as

Photo by Nata Korenovskaya
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‘Journey to the West” 1 ; I
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Hrazyase

AZARHA
Itmprennurmsr I3

KHHUXHASI AABKA

Xo4y 3a 30HY

A3APHH INAUCELIKHH. «JKU3Hb B BAAETE.
CEMEHHBIE XPOHHKH IIAUCEILIKHX H MECCEPEPOB»
ACT, uzdamenocmso Enerwl I1Iyburoti, pecmusans «depewuresslii necr, M., 2018

K]}(mra Maapmero 6para Maiiu [Tancerr-
ot Azapus [Iancenkoro rocBgiieHa ux
Mmatepu Paxuau, koTropad NOAIUCHIBAAACH
Kak «vama Maiin». CriokoiiHOe IIPUHSTHE
aBTOPOM BBIIIABILIEH TOAU AIOOBH, paboOTHI, —
KHUTa 3a0upaeT MEepHOU MHTOHAaIHeH Yeao-
BeKa, KOTOpBIH 3HaeT cebe 1eHy, HO O0HapPy-
JKUBaeT IIPpeKpacHoe BOCIIUTAHUE, 00pa3bl
MBICAH U CAOTA C IIE€PBOU CTPaHHUIIBL.

B npenucaoBuu xypHaauct Cepreit
HukoaaeBud crpamuBaeT U, KaxKeTcd, caM
oTBedYaeT: «...KakK A3zapuro Ilaucenkomy yaa-
BaAOCh CO BCEMH AQUTh, IOTOBAPUBATHCH,
IOPYZKHUTBH, & CIIyCTH I'OAbl HAXOAUTH TOYHBIE
U AeAuKaTHbIe caoBa? [IoMHUTE, 3HATH H...
BCEé paBHO AIOOUTE». [IAamcenkuii muieT
MEHBIIIe, YeM 3HaeT, OH DepekéT ynuTare-
A€, CAOBHO YMEABIN ITApTHEDP B IIOAAEPKKE.
Knaura HaunHaeTcd ¢ pacckasa o Aefe, Ha-
3BaBIIEM CBOUX AeTer Azapuli, MarTaHui,
Paxuasp, Acad, Cyaamude, OMMaHyHA, IAHU-
meBa 1 AMuHanas. [lepen Hamu, 6€3yCAOB-
HO, CIOKET U3 JKHU3HHU YEAOBEKA PA3BETBAEH-

JHCEIIKMIA

: A3APHIA
g Kusus o
a B Dajiete

OamaeTe

MW=
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HOTO U ApeBHero pona. dororpaduu ceMpH,
KOHEYHO, OTChIAAIOT K Bubanm.

CrOoKeT CEMBHU IIOAOH IIEPUNIETHH, Xapak-
TEPHBIX nAd cyneb atoneit XX Beka. MaTpb
Paxuap B sxeHCKOM aarepe AAZKUP naga
3K€H U3MEHHUKOB PONUHEI, I/ie HOCTUPAaH-
Hbl€ IEAEHKU KEHIIIUHBI CYIIUAU IIPAMO Ha
roroBax. BecTtouka, HallapanaHHada CIIAY-
KO, CMO4YEHHOH CAIOHOH, Ha KAOYKe Oyma-
T, BBIIAHHOM [1ASI oIpaBKU: «/Joporue mou!
91 HaxoXKych B Tenaynike Ha OKpy>KHOH
o MockBo#. Azapuk co MHoOU. MHe naau
BOCEMEB A€T HH 3a 4YTO. YCAOBHUS Doaee yeMm
Taxéarle. Hac Be3yT B Kaparanny. Ilepenu-
cku He Oynet». Baanepruna Boasbirioro reatpa
Cyaamuds Meccepep noduasachk CBUOAHUS C
Paxuario u cama Beaa rpy3oBuk 1o AAXKH-
Pa, moTomy 4TO ycTaBIINM COATATHK OBIA
He B CHAAX KPYTUTH OapaHKYy, U TaK cyMeAa
HaBECTUTb POACTBEHHUKOB.

Paxuas Ilancernikad crasa npernogaBaTh
TaHIbl B MECTHOM 11KoAe. He nmed xopeorpa-
dpryeckoro obpa3oBaHud, OHA BCIIOMHUHAAA
CIIEKTaKAH U PENETULIUU B BoabllioM TeaTpe
U BOCIIPOM3BOAHAA IIEPEN AETHBMHU dAEMEHTAaP-
Hble ra. [IpuexaBilag Ha KaHUKYAbI Maiig
[Tancenkas TaHIileBaAa epBble HAOPOCKHU
«YMuparoIero aedes» B CaMOAESITEALHOM
CIIEKTaKA€ CBOE€H MaTepy B YUMKEHTE.

Acad Meccepep, B 1939 rony Bo3raaBUB-
MUY TaHIIEBAAbHOE HallpaBACHHE aHCaAM-
6ag HKB/I, cymea moOuThCH IepeBoaa U3
Aareps B CCBIAKY B YHUMKEHT Ha BOABHOE
IIOCEA€HUE, a IIOTOM, IIOYTH Yepe3 ABa roaa,
U Bo3BpallleHud B MOCKBY.

«lepBble MOH IIATH OBIAKM CEAQHBI I10
aKMOAHHCKOH 3€MA€E, U TaM K€ ITPOU3HECEHBI
IIepBbIE€ OCO3HAHHBIE CAOBA: «X04y 3a 30HY», —
nureT Asapuit Ilaucenkuii. Koporko. O05-
émHo. BoabHO. BcmiomuHas o BoliHE, OH
IPHUBOAUT MEMYyapbl BOEHHOI'O KOMEHJAHTAa
Boasbmroro Tearpa Bo BpeMd BoHHEBI A. Pbiou-
Ha «Pgnom co CraauHbIM B Boabsmiom Teatpe»:

«B 1942 rony 'ABT cTosiA 3aMUHUPOBaH-
HBIM, apTHUCTOB TyJa He I[IyCKaAu. B oquH u3
OHel y noape3na No 15 mogBuaachk COAUCTKA
baseTa Cyaamuds Meccepep ¢ MAEMSIHHU-
e Matieit I1aucenkoi. Meccepep HacTOH-
4UBO TpeboBaaa, YTOOBI UX IPOIIYCTHAN
perneTUupoBaTh «YMUpAIOIero aebemnsr. 91
IIO3BOHMA IIOAKOBHUKY ['py3a€eBy U [0AO-
JKHA O HACTOMYMBOM HOBeAEHUU Meccepep,
KOTOpasd, KOHEYHO, HE 3HaAa, 4YTO TeaTp 3a-

BOOKSHOP

he book by Maya Plisetskaya’s younger

brother Azari Plisetsky is dedicated to
the memory of their mother Rachel, who
signed her name as “Maya’s mom”. In the
foreword journalist Sergei Nikolaevich
asks, and seems to provide the answer
himself to, the following question: “...how
did Azari Plisetsky manage to get along
with everyone, to find common ground, be
friends, and, years later, to find precise and
polite words? To remember, to know and...
to love despite it all”. Plisetsky writes less
than he knows, he spares the reader like
an experienced partner during support.
The book begins with a story about their
grandfather, who named his children Azari,
Mattani, Rachel, Assaf, Sulamith, Emanuel,
Elisheva, and Aminadav. We clearly have
before us a chapter in the life of a person
from an extensive and ancient lineage.

“I Want to Go Outside the Prison Camp”
Azari Plisetsky. “Life in ballet. Family chronicles of the Plisetskys and Messerers”.
Elena Shubina Publishers, Open Arts Festival Chereshnevy Les, M., 2018

The family’s story is full of upheavals
characteristic of the lives of the people of
the 20th century. His mother Rachel is
at ALZHIR, a forced labor camp for the
wives of the traitors to the Motherland,
where women dried their babies’ washed
swaddling clothes right on their heads.

A message scribbled by a spit-moistened
match on a scrap of paper issued for
defecation, “My dears! I am in a heated
freight car on the Okruzhnaya Railway
outside of Moscow. Azarik is with me. I
was given eight years for nothing. The
conditions are more than harsh. We are
being taken to Karaganda. There will be
no correspondence”. Sulamith Messerer,
a Bolshoi Theatre ballerina, managed to
secure a meeting with Rachel and drove a
truck to ALZHIR by herself in the place of a
tired soldier driver.
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MHUHUpOBaH. ['py3aeB ckaszaa: «HEpT ¢ HUMH,
nponyctu ux. [IycTs n3obpaxkarmT TaHel]
CMepTH Ha OUK(OPAOBOM IIHYPE».

B 1956 rony Ilancenkuii okaHYUBaA
xopeorpadudeckoe yauauiie. [IonroroBUTh
HOMED A4 BBIIIyCKHOI'O KOHLIEPTA cTapllas
cectpa Malig nocoBeToBaaa y Kacrana
l'oaet30BCKOr0, KOTOPOMY APABIK MOAEPHU-
cTa Melraa pabotrarh B OOABIIINX I'OCyaap-
CTBEHHBIX TeaTpax. A3apHUi c mapTHEPIIEH
CTaAM IIEPBBIMH CTYAEHTAMH, Y€l BBIITYCK-
HOU HOoMep rocTaBUA ['oaetizoBckuii. Ilocae
atoro Ha KaceaHa SIpocaaBuya MOCHINIAAUCH
IPOCEOBI OT APYTUX apPTHUCTOB.

[Tocae okoHUYaHUA XOpeorpadudecKoi
LIKOABI ITAanCennkoro He B3g9AU B BoABIIIOH Te-

aTp, XO0Td HaIIpaBACHHE Tyaa OBIAO IIOAYY€HO.

Bopoacs 3a paboTy IOATO, IIOYTH IO, XOAHA
1o KabuHeTaM. A TaM U30eBaANCE: «ITO-TO
MHoro ITaucenkux B BoAbILIOM TeaTpe pas3Be-
Aockr. OgHAKO Ha paboty B Boarbioit B3gamy,
U aske B39AW Ha OOABIIIHE TaCTPOAH:

«B eadax yAyd4IlleHHusd OTHOLIEHUN ¢ AMe-
pukoii apTuctaM Boasbirioro rearpa 65140
paspelleHo BHOBL OOpPECTH CBOUX OAM3KUX.
CreHau 1 OMmmanyua [Tae3eHTHI ObIAY ITIO-
X0xKH Ha Bcex [lancenkux. BCTpeTUBIIUCH
C HUMH, { PEIINA BO 4TO OBI TO HHU CTaAO
OBAQIETHh MHOCTPAHHBIMHU SI3bIKAMU, YTOOBI
MO€ ofIIeHHe ¢ Ky3eHaMu cTaAo boaee Aér-
kuM. CTEHAHU B TO BpeMd pabdoTas pUIU-
4YEeCKHM COBETHHUKOM Ipe3uaeHTa KenHnenu.
Y Maiii CAOKHUAUCH TEMABIE OTHOILEHUS C
PobepTom KenHenu, 1 pacrosokeHre CeEMbU
KenHenu pacnpocTpaHHAOCE U HA HACH.

C Mopszcom Bewapon,
JloaaHHa, 1992 .

CoszpateabpHunia HarmmonaarHoro 6aae-
Ta KyOb! Aancus AaoHco B Hadase 1960-x
obpatusacs K CCCP ¢ mpoce0oii ImprcaaTh
koro-to Ha Ky0y, 4To0bI nogaep:xath Ha-
[IIOHAABHBIH OaaseT. Kyba Ha TOT MOMEHT
ObIAa OAMIKAMIIUM U AFOOMMBIM COIO3HUKOM,
el 0OKa3bIBaAaCh BCECTOPOHHS ITOMOIIb. B
TeaTpe PelINAM IocAath [Iancerikoro, u oH
coraacuacg — Ha Kybe nipenaarasu TaHIeBaTh
Benymue nnaptuu. Ha Ky0Oe, u mpasaa, 3a 10
AET eMY YOAAOCH IIepeTaHIEBATh BeCh KAAC-
cuyeckui penepryap: «CHSIIYI0 KpacaBUILY»,
«AebenuHoe 03epo», (llonernany», «TIeTHYIO
IPEAOCTOPOKHOCTE, «Komrmeantor, <KHU3eAb».

PaboTraTek IpHUXOAUAOCE HE TOABKO B Te-
arpe. Tpynmna B IIOAHOM cocTaBe He pa3 BbI-
e33KkaAa Ha 1moAeBble paboTbl. OmHaKAbI HE
OBIAO TPAKTOPHUCTA, H ...«<KTO-TO BCIIOMHUA,
4TO B OpHuraze ectTb oquH sovetico — TpakTop
HasbIBaacs «Beaapyckr. 9 BO3HA ITPUILIEIIBI C
TPOCTHHKOM Ha 3aBOJI 10 TeX II0p, II0Ka He
IOSBUACS ITPOPECCHOHAABHBIN TPAKTOPHUCTY.

[Ipuobperénnrie Ha Kybe TeprinMocTh
U TOTOBHOCTDB K BBI30BaAM OYE€HBb ITOMOTAA
B OynymieMm, B paboTe B APyTHUX cCTpaHax
U TpynIax, B (pOpPMHPOBAHUU MEXKIyHA-
ponHoro 6aAseTHO-IIefarorudeckoro OpexHna
ITaucenkux. Kak cMeAbl U BBI3BIBAIOIITH
or1au Cyaamudgs Meccepep u Maiia [1an-
celkas, TakK U JUIIAOMATUYHOCTE A3apud
[Taucenkoro BHecAa BKAAL B HCTOPHIO poaa
ITancenkux-MeccepeposB. I[IoMHUTE, 3HATD —
U BCe paBHO AOOUTE. PopMyasa Ha BeKa.

Examepurna BACEHHHA

C BapBIIHHKOBRIM H YSeHHKAMH LKL Besapa. JlozaHHa, 1996 L.
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Rachel Plisetskaya began teaching
dance at a local school. Without a
choreographic education of her own,
she was recalling the productions and
rehearsals at the Bolshoi Theatre and
reproduced basic steps for the children.
Maya Plisetskaya, who came there on
school break, danced the first rough
sketches of “The Dying Swan” in her
mother’s amateur production in Shymkent.

“I want to go outside the prison camp”
were perhaps the very first of Azari
Plisetsky’s conscious words.

In remembering the war, he brings up
the memoirs of A. Rybin, a Bolshoi Theatre
commandant during the war, where he
describes an incident with Sulamith Messerer
fervently demanding for her and Maya
Plisetskaya to be let in to the Bolshoi Theatre
rehearsals (she didn’t know that the theatre
had been mined). “To hell with them, let them
through,” said the colonel responsible for
the building. “Let them perform the dance
macabre on the Bickford fuse”.

In 1956, Plisetsky was finishing his
studies at a choreographic school. His
older sister Maya advised him to prepare
his graduate production with Kasyan
Goleizovsky, who was prevented from
working in big state theatres due to his
modernist label. Azari with his partner
became the first students to have their
graduate production staged by Goleizovsky.
After that Kasyan Yaroslavich became
swamped with requests from other artists.

Following his graduation from the
choreographic school, Plisetsky was not
accepted to the Bolshoi Theatre, “We
seem to have too many Plisetskys around
at the Bolshoi Theatre”. However, a year
later he was accepted after all and even
brought in on a large tour production. All
the more so because, in order to improve
the relations with the United States, the
Bolshoi Theatre artists were allowed to
“once again rediscover their relatives”. And
the Plisetskys had their cousins Stanley
and Emanuel Plesent living in the USA.

In the early 1960s, at the request of
Alicia Alonso, founder of the National
Ballet of Cuba, it was decided to send
Plisetsky to Cuba in order to support her
group. Cuba at the time was our closest
and most favorite ally and was given
comprehensive assistance. He agreed —
in Cuba he was offered to dance leading
parts. And he really managed to dance the
entire classical repertoire within the span

! s

Memyapel, oxose Ha GROIEHeKylo cary o IereHIApHOM THHACTHH
ITnucertiix —Meccepep, HETOpHA APTHCTHHECKOTO KIAHA Ha thoHe peBomIONHT,
BOI{H, APECTOB M TeaTPAILHEIX NPEMBED, HAMMCAHHAR MIAILLIM H3 Dofia,
Asapuem MixaivnoerdeM [Linceknm. [Tepel DasaMm YHTATeNA IPOXOIHT
30/IOTOH BeK PYCCKOro M MipoBoro Ganeta: Bemukan [aniHa Yiasosa,
JIereHIAPHAA Co3aaTeTbHULA KyOHHCKOTo GaneTa Anucist AnoHco,
parmyscruit xopeorpad Mopuc Besap, senukonensant Muxarn
BapEIIHHKOS M, KOHEWHO, CTApIAA CECTPA ABTOPA — JeMOHMYeCKat

M HeOTpasHMo npexpactan Maiia [Tnncenkas. B KakoM-To cMbicie Kiura
OpaTa HAITHCAHA B IIONIeMHKe C MeMyapaMu cecTphl. HaM oTKpeiBaeTcs nmpyraa
BEPCHA HIBECTHEIX CODBITHIT Ha I1A3aX CI0BHO MEHAETCA ONTHEA, BOIHHKACT
HOBBIH PAKYPC, YKPYNHAETCH Kaap. [pn arom Asapiio [Imiceuxomy XBaTaer
TAKT JEPHaTh AHCTAHLIMIO, JAMKE B CAMBIX CIOMHBIX AHHUIHEHHBIX CHTYALIHAX
COXPAHATH GE3yNPETHYIO0 BEIICPIKKY HCTHHHO GATETHOTO KaBatepa.

CEPTEH HHKONAEBMY, 2nasusil pedaxmop myprana “CHob”

of 1o years: “The Sleeping Beauty”, “The
Swan Lake”, “Les Sylphides”, “La Fille Mal
Gardée”, “Coppélia”, “Giselle”.

He got to work not only in theatre. The
company would frequently leave for fieldwork
in full force. Once he even had to fill in for a
tractor driver and... “someone remembered
that the team had one sovetico — the tractor
was named 'Belarus’. I ended up driving
cane-filled trailers to the plant until a
professional tractor operator showed up”.

Tolerance and readiness to take on any
challenges, which he acquired in Cuba,
helped him in his future in working in
other countries and companies, in the
creation of the international Plysetsky
brand of ballet and instruction. As brave
and daring as Sulamith Messerer and
Maya Plisetskaya were, so did Azari
Plisetsky’s diplomacy make a contribution
to the history of the Plisetsky-Messerer
clan. To remember, to know — and to love
despite it all. A formula for the ages.

Ekaterina VASENINA
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XPOHOTI'PAP

HckyccTBO 0e3 H3MEH

AnHa YEITYPHOBA

AKTEPBI 3HAIOT, KAKOE 3TO CYACTBE — HAMTU TEATP VAW PEXKUC-
CEPA, KOTOPBIM MOXKHO BBIAO Bbl XPAHUTh BEPHOCTb BCIO XH13Hb. B
mHACTUU [TPoBA CATOBCKOI'O YETBIPE [TOKOAEHUST AKTEPOB CAYXKU-
AU MAAOMY TEATPY. A BOT, HAIPUMEP, 3MHAUIA 1IIAPKO, CBOBOMHASI
B BbIBOPE CBOETO ITYTH, OCTABAAACH C TOBCTOHOI'OBBIM BCE BPEMSI,
[IOKA OH PYKOBOIUA BL[T , XOTS1 TEATPOBE/Ibl YTBEPXK/IAAU, YTO B [IPY-
I'OM KOAAEKTUBE DTA AKTPUCA CbITPAAA Bbl HAMHOT'O BOABIIE POAEM.
BEPA MAPELIKASI BCIO XKU3Hb CAEZIOBAAA 3A FOPMEM 3ABAICKMM, KAK
1 PoctucaaB I1agarT. UcTOPHSTI TBOPYECKOTO COMO3A AAMChl KOOHEH U
AAEKCAHIPA TAMIPOBA 1 BOBCE TTOXOXA HA YYIECHYIO CKA3KY, HECMO-
TPS HA HE COBCEM CYACTAUBBIM KOHEL] UX EAUHCTBEHHOI'O OBIILIETO
PEBEHKA — KAMEPHOTI'O TEATPA.

Art Without Betrayals

Anna CHEPURNOVA

ACTORS KNOW WHAT A JOY IT IS TO FIND A THEATRE OR A DIRECTOR
THAT YOU COULD BE FAITHFUL TO YOUR ENTIRE LIFE. FOUR GENERATIONS
OF ACTORS IN PROV SADOVSKY’S DYNASTY SERVED THE MALY THEATRE.

ZINAIDA SHARKO, FOR INSTANCE, FREE TO CHOOSE HER OWN PATH, CHOSE
TO STAY WITH TOVSTONOGOV THE ENTIRE TIME THAT HE WAS HEAD OF THE
BDT, EVEN THOUGH THEATRE HISTORIANS INSISTED THAT HAD THE ACTRESS
BEEN WITH ANOTHER COMPANY, SHE WOULD HAVE PLAYED A LOT MORE
ROLES. VERA MARETSKAYA FOLLOWED YURI ZAVADSKY HER ENTIRE LIFE,
MUCH LIKE RosTiSLAV PLYATT DID. THE STORY OF THE CREATIVE UNION
BETWEEN ALISA KOONEN AND ALEXANDER TAIROV ALTOGETHER RESEMBLES

A FAIRYTALE, DESPITE THE NOT QUITE HAPPY ENDING OF THEIR ONLY MUTUAL
CHILD — THE CHAMBER THEATRE.

09.08.1874
144 rona HA3AL

POIHUACS ITIPOB CAJOBCKHI

Manvuura Hassanu e uecms
dedywiku, ebloarouiezocst akmépa
Manozo meampa, 20e uzpanu
maroke u omey, IIposa, u ezo
MAMb, A BNOC/IEOCMBUL — €20
cmapuwast cecmpa, MAAOULUTE
6pam u o cam. Poouncs
Cadosckuii Ha Cmapoti
Bawunoeke, 20e Yy ezo 0eda bbina
daua. Ilpuobpenu eé nomomy,
umo psidom, 8 Ilemposckom
napke, cmosisi 0epesstHHbLl
Hmnepamopckuii meamp e
2peuecikom cmuie, 8 Komopblil
aKmeépblL Npue3’Kaau uzpamso
cnekmaxiu Ha siemo. 30ectb
Yacmo cobuUpPANUCL UX UMEHUMbLE
3HaKoMmble, U 0arKe epamome
nsmuaemwezo IIposa nepgovim
HAUa yuums opamamype u
nucamesno Anekceti ITucemckuil.

PROV SADOVSKY
WAS BORN

The boy was named after his
grandfather, a distinguished
actor of the Maly Theatre, where
Prov’s father and mother also
performed, and later Prov’s

older sister, younger brother and
himself. Sadovsky was born on
Staraya Bashilovka Street where
his grandfather had a summer
house. They acquired it because
at the nearby Petrovsky Park
there was a wooden Greek style
Imperial Theatre where actors
would come perform productions
during the summer. Their famous
acquaintances would often
congregate there, and playwright
and writer Aleksey Pisemsky was
even the first to teach the five-
year-old Prov reading and writing.

CHRONOGRAPH

18.07.1906
112 AET HABAL

POOHAACH BEPA MAPEIIKASA

Ona poounacs e bapsuxe, Ho
pocna 8 Mockse, 20e ¢ 1912
200a eé omey, apeHO08aN
6yghem 8 yupie HuxumuHoLx,
Haxoo0uswemcst Ha mecme
HotHewHezo Teampa Camupebl.
ITocne pesonroyuu oH paboman
mam npooasuyoMm, a 0oUb
nomozana emy. Pooumeau
xomenu, umobsbl Bepa yuunace
HA PUNOCOPCIKOM haKyiememe
Mocrcoscicozo yHusepcumema.
Ho ona ematire om cembu
coana sxzamerwt 8 Lllkony-
cmyouro npu BaxmaHz08ckom
meampe, KOmopyro OKOHUUNA
8 1924-m, u cmasa 00HOlL U3
nepeslx axkmpuc TeampanoHoli
cmyouu nod pyKosoocmeom
FOpus Basadckozo, ¢ Komopbim
npopabomana 8cto JKUu3Hb.

VERA MARETSKAYA
WAS BORN

She was born in Barvikha but
grew up in Moscow, where,
starting in 1912, her father began
renting a concession stand at

the Nikitin Brothers Circus that
used to occupy the location of

the current Satire Theatre. He
worked there as a store clerk after
the revolution, and his daughter
helped him out. Her parents
wanted Vera to study at the
Moscow University’s Philosophy
Department. But she passed the
entrance exams for the Theatre
School at the Vakhtangov Theatre
in secret from her family. She
graduated from there in 1924 and
became one of the first actresses
of the Theatre Studio under the
direction of Yuri Zavadsky with
whom she worked her entire life.

15.06.1924
94 roma HA3BAL

ITPEMBEPA CIIEKTAKAS
«[. E.» B TEATPE HMEHH
MEHEPXOABIA

B ocHose nocmaHosKuU Sieskas
armacmuueckuii poMaH

Hnvu Sperbypea Tpecm /1. E.
Hemopus eubenu Egponsu,
usdarHwlil iemom 1923 200a.
/st 00H020 U3 C8OUX JIHOOUMBLX
ucnonHumeneii — Spacma
T'apura — pexxuccép Bcegonoo
Meftiepxons0 coenan acmpaoHwlii
ammparyuor «T parcgpopmamop»
HQ NSIMHA0UAmMb MUHYM, 80
8peMmsi KOmopblX apmucm cemb
Pas mMeHsi 0O6UK, 3ax00sL 3a
wum Ha cyeHe, umobvl mym

JKe NosieumbCst 8 Opyeom
Kocmiome. Jexopayust CKpbleana
08yx uenoger, MeHOBEHHO
nepeodegasuiux apmucma.

THE PREMIERE OF THE
PRODUCTION “D.E.” AT THE
MEYERHOLD THEATRE

Ilya Ehrenburg’s fantasy novel
“Trust D.E. History of the
Death of Europe,” published in
the summer of 1923, became
the basis of this production.
Director Vsevolod Meyerhold
created a fifteen-minute stage
“Transformer” attraction for one
of his favorite performers Erast
Garin. During those fifteen
minutes the actor would change
his appearance seven times,
disappearing behind a screen
on stage only to reappear in a
different costume. The set was
hiding two people who would
instantly change the actor’s
clothes.
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27.07.1936
82 roma HABA

POOHACSA MAPHC AHEITA

Byoywuii maHi08ULUK NOSIBUNCS
Ha ceem 8 cmoauue Aamsuu. E2o
omey, 8 M01000cmu Obll NesUOM,
a nomom, nomepsia 2010C, CmaJi
pabomamb macmepom CyeHbl 8
Teampe onepel u banema 8 Puee.
30ecb cocmosinics U cyeHuUecKull
debrom Mapuyca — oH nes 8 xope
MmansuuKos 8 onepe Kapmer. A
nomom Mapuyca omoanu 8 Pusk-
cKoe xopeozpagpureckoe Yyuuiu-
we. B 13 nem emy yoke dosepsinu
83pocible Napmuu — Hanpumep,
cezudunbio 8 «/loH 2Kyare», kpa-
KossiKk u Masypry 8 «baxuuca-
patickom ¢poHmarer, KUMatickozo
Kyau 8 KpacHom marer. Tarxoke
Mapuyc 3aHumancst cnopmugHoti
2UMHACMUKOU U NasaHuem,
cmas uemnuoHom /A\amsuu no
NIABAHUIO BOJILHLIM CMUJIEM.

MARIS LIEPA WAS BORN

The future dancer was born in the
capital of Latvia. His father was a
singer in his youth and then, when
he lost his voice, he began working
as a stage master at the Opera
and Ballet Theatre in Riga. Which
is where Maris’s stage debut took
place — he sang in a boys’ choir

in the opera “Carmen.” Later,
however, Maris was placed into
the Riga Choreography School.
When he was 13 years old he was
already being entrusted with adult
parts — for instance, the seguidilla
in “Don Juan”, the cracovienne
and the mazourka in “The
Fountain of Bakhchisarai”, the
dance of Chinese coolies in “The
Red Poppy.” Maris also did artistic
gymnastics and swimming, having
become Latvia’s champion in
freestyle swimming.

100 vMut-uH®O N2 2018
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20.07.1944
74 TONA HABA

IIPEMBEPA CIIEKTAKASI-
KOHIIEPTA «9AHKA»
B KAMEPHOM TEATPE

TNlocmarosky cosdanu K
40-nemuro co OHsL cmepmu
Anmona Yexoea. Hurny 3apeuryro
uzpana Anuca KooreH,
Hecmompsl Ha. mo, umo eil 66110
yorke 54 zo0a. OHa noayuuna smy
PO 8nepable, Xomsi Meumana

o0 Hell ¢ 1oHbLx lem. OOHaKko HU

803pacm, HU omcymemeue 2puma
HQa cneKxmakJsie (mak saxome
pexxuccép Anekcarop Taupos)

He nomewanu KooHeH colepams
€801 PoJib NPeaocxo0Ho. O6 smom
nucas, Hanpumep, Cesmocaas
Puxmep.

THE PREMIERE OF
THE CONCERT PLAY
“THE SEAGULL” AT THE
CHAMBER THEATRE

The production was created

for the 40th anniversary of the
death of Anton Chekhov. Nina
Zarechnaya was played by Alisa
Koonen, despite the fact that she
was already 54 years old. She got
that part for the first time, even
though she dreamed of it since
her youth. However, neither her
age nor lack of makeup during the
performance (such was the will of
director Alexander Tairov) stopped
Koonen from performing her

part superbly. That performance
was written about by the likes of
Sviatoslav Richter.

R | .'l.r
12.06.1946
72 TONA HABAL

MHPOBASI ITIPEMBEPA OITEPBI
«BOMHA H MHP» CEPTESL
ITPOKO$bBEBA B MAAOM
AEHHHTPAICKOM OIIEPHOM
TEATPE

B cnexmarie boLna
npedcmag.ieHa mobko

nepeast uacme npoussedeHuUst
KOMNo3umopa — 80Cemb

KapmuH wmupar. [lge us Hux —
«BoeHHublil coeem 8 Punsix»

u «Ban y ekamepuHuHCKoz0
8e/IbMOXKUW — BbLIU HANUCAHbL
Tlporxogbesbim no npocsbe
Jupurképa cnekmarisi,
62-nemnezo Camyuna Camocyoa.
Pesxxcuccépom «BoliHbl u mupar
cman 34-nemuuil Bopuc
Tloxposckuti, napmuro Hamawu
UCNOJTHUNA MONI00ASL Nesuua
Tamesina Aasposa. Ho yenuxom
onepa 6blL1a NOCMABAEHA MOJLKO
8 1955 200y.

WORLD PREMIERE OF
SERGEI PROKOFIEV’S
OPERA “WAR AND PEACE”
AT THE LENINGRAD MALY
OPERA THEATRE

The production presented only
the first part of the composer’s
work — eight scenes of “peace.” Two
of them - “The Military Council
at Fili” and “The Ball at the
Nobleman of Queen Catherine” —
were written by Prokofiev at

the request of the production’s
conductor, 62-year-old Samuil
Samosud. The director of “War
and Peace” was 34-year-old Boris
Pokrovsky, the part of Natasha
was performed by young singer
Tatyana Lavrova. But the opera
was staged in its entirety only in
1955.

. B
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01.05.1985
33 roma HA3AL

YMEPAA MAPHUSI KHEBEAD

Axmpuca, pe>kuccép u nedazoe
croruanacs 8 Mockee 6 87 niem.
Axamonuii S¢ghpoc Ha3vlean

eé camblm mepneausbim u
MAanaHMAUSbIM Ne0a2020M.
Hmenro 6nazodaps eti
perkuccép cman pabomamsb

8 LlenmpanwHom demcKom
meampe, 20e e20 enepable
notodUNA MeampasibHAs
Mockea. A 8 cnekmaxasix camoil
Knebesnw e LIT npocaasunics
MOILKO UMO OKOHUUSUULULL
IITkony-cmyouro MXAT Onez
Egpemos. Cpedu eé yueruros
6bL1u marcoke AHamonutl
Bacunwes, Aeoruo Xetigeu,
Aodonwg Llanupo, Cepeeti
Apyubawes. CmapaHusmu
Mapuu OcunosHot 8 CCCP cmanu
nybaukoeamscst mpyov. Muxauna
Yexosa. Lluporo usgecmuoimu
cmanu u eé cobcmeeHHble KHU2U
Nno meopuu U uCmopuu meampa.

MARIA KNEBEL DIED

Actress, director and instructor
died in Moscow at the age of 87.
Anatoly Efros called her the most
patient and talented instructor.
It was thanks to her that the
director began working at the
Central Children’s Theatre,
where theatre Moscow fell in love
with him for the first time. And
Knebel’s productions brought
fame to Oleg Yefremov who had
just recently graduated from the
MAT Theatre School. Among

her students were also Anatoly
Vasiliev, Leonid Kheifetz, Sergei
Artsibashev. Thanks to Maria
Osipovna’s efforts the works of
Mikhail Chekhov began to be
published in the USSR.

!
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30.06.1989
29 AET HABA[

YMEP POCTHCAAB IIAATT

Tananm smozo axkmépa ezo
Konneza Cepeetl FOpckuil
Ha38al 06LEMHBIM U
8CEoX8aMbIBAIOUAUM: U KOMUK,
U HEBPACMEHUK, U POMAHMUK,
u mpazurx — 00CmamouHo
8CNOMHUMb CNEKmMaK/lb
/lansvue — muwuHar. bonee
copoka lem Pocmucaas
ITnssmm omodan Teampy umeHu
Moccosema. 3a Heckonbiko ilem
00 cmepmu OH CIOMAN WeliKy
6edpa u He cMo2 NOJTHOCMbBIO
onpasumscsi. B meampe ons
Hez20 NPUOYMbLBANU CUOSTUUE
musaHcyeHwl. TlocmeneHHo emy
CMAJI0 MSAIKEN0 8blX00UMb HA
CUEHY, U OH OMKQA3aJ/ICsL OM 8cex
poseil. A eckope yuén us3 mKusHu
8 8o3pacme 80 niem.

ROSTISLAV PLYATT DIED

Plyatt’s colleague Sergei

Yurski called this actor’s

talent voluminous and all-
encompassing: a comic, and

a neurotic, a romantic, and a
tragedian — one need but recall
his part in the production of
“The Rest Is Silence.” Rostislav
Plyatt gave the Mossovet Theatre
over forty years. Unfortunately,
several years before his death,
he broke his hip and could never
fully recover. At the theatre they
came up with mise-en-scenes for
him where he could stay seated.
Gradually it became too difficult
for him to go on stage and he
turned down all of his parts. And
soon after he passed away at the
age of 80.
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YMEPAA SHHAHA LITAPKO

Tpuduamsto mpems 200aMuU
cuacmes Ilapro Hasbleana ceoro
pabomy e BAT npu I'eopeuu
Toecmoroezoge. UmeHHo Lllapro
colzpana Tamapy 8 camoti
nepeoii nocmaHoske noecsl
dIamb eeueposr Anexcaropa
Bosooura. Cam opamamype
noc.Jie npemoepol NPUIHACS,
YUMo aKMpPUCa OMKpPbINA 8
2epouHe HeeedoMYto emy enYyOouHy.
Ilocreoneti ponwto Llapro Ha
cuere BT cmana Sprxxebem
OpbaH e cnekmax.ne «Kowku-
MBUUKW, KOMOPbLL 80306HO8UNU
K 80-nemuro axmpucel. Ha cueny
OHQ 8bLXOOUNA NPAKMUUECKU

00 KOHUQ XKU3HU (a ymepaa

oHa 8 87 nem), 8 mom uucae u 8
aHMpenpu3HbLX CNEKMAKSX.

ZINAIDA SHARKO DIED

Sharko called her work at the
BDT under Georgy Tovstonogov
thirty-three years of happiness.
He took her into his theatre

as soon as he became theatre
director. She was the one who
played the part of Tamara in the
very first production of Alexander
Volodin’s play “Five Evenings.”
The playwright himself admitted
after the premiere that the actress
discovered in her character a
depth that had been unknown

to him. Sharko’s final role on

the stage of the BDT was that of
Erszebet Orban in the production
“Catsplay” that was renewed

for the actress’s 80th birthday.
She continued to go on stage
virtually until her death (and she
died at the age of 87), including
combination productions.
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BYIKA CYPAEPA

«BexxHH AyT»

dInams wénkoeo2o kocmpan,
cmp. XX

acckas llBana TyprereBa u3 cOOpHHUKA

«3aICKH OXOTHHKAa», OIIyOANKOBaH-

Horo B 1852 rony. Ero raaBHEIN repoii
IIPOBOAUT HOYB Y KOCTPA C KPECTHIHCKUMU
PECATHUIIIKAMY, CTePEryIINMHU TalbyH, U CAY-
I1aeT UX pas3roBOpkhl. B HUX npaBaa nepernae-
TeHa C BBIMBICAOM, HCTOPHUH U3 KU3HHU 00b-
SCHSAIOTCH BMENIATEABCTBOM ITOTYCTOPOHHUX
CHA: JOMOBOTO, AEIIETO, PYCAAKH.

B 1935 rony pexuccep Cepreit
OfizeHNITeHH HaYyaA CHUMATh (PUABM
«Bexun ayrm. C ofHOUMEHHBIM PacCKa3oM
€r'0 CBSI3bIBAAO AHIIE TO, YTO AeHCTBUE
IIPOUCXOAHAO B MECTAX, OIIMCAHHBIX
TypreHeBBIM, U B YUCAE T'€POEB TOXKE
ObIAM KpecTbaHCKUE neTH. OgHAKO
OCHOBBIBaAacCh KapTHUHaA Ha UCTOPHHU
ybuiicrBa B 1932 rony 13-aetHero [laBanka
Mopo3soBa, COOOHIUBIIETO B CEABCOBET
0 CTOBOpE OTIIAa U [Ie/la C BparaMu
KOAAEKTHUBH3anuu. B pruabme urpasu
3HaMeHUTBIe aKTEpPbl Hukoaalt Xmeaes,
Ilerp ApxaHOB.

[ToAHOCTBIO 32aKOHYUTE pPaboTy
Hag (PUABMOM PEXKUCCEPY HE YAAAOCE.
CBEMKH KapTHHBI ObIAU IPHOCTAHOBAEHBI
B 1937 rony mocae Toro, Kak 4epHOBOH
MOHTaX IIOCMOTpeAHN B ['aaBHOM
YnpaBaennu kuHeMatorpadpuu. Puabm

OOBHHHAH B «pOpPMaAU3ME U YCAOKHEHHOM
ga3bIKe», a DiizeHInTeHa 0093aAM HAIHUCATh
crarpio «Omubky BexxynHa ayra» B rasere
«CoBeTCKO€ UCKYCCTBO.

Bo Bpems Beaukoit OTedyecTBeHHOMU
BOMHBI HECMOHTHPOBAHHBIH MaTepHaa
KapTHHBI YHUYTOXKHAA HeMellkad 6oMba.
K cuacTyio, emé Korma cheMKy (puAbMa
3anpeTuAHn, MoHTaxkép Dchups Tobak
1o npock0e DH3eHIITeHA BbIpe3asa
u3 puAbMa HECKOABKO COTEH KaIpPOB.
[Tocae cmepTH pekUccépa OHU XPaHUAHCH
Yy €T0 BAOBBI. DTO II03BOAUAO B KOHIIE
1960-x ronoB kuHOBeny Haymy Kaetimany
u pexxkuccépy Ceprero FOTkeBUUY
BOCCTaHOBHUTH «BexXUH AyI» B BUE
¢doToduabma.

Huxoaant BoAkoB
(1934-2003)

dInams wénkoeozo Ko-
cmpa,
cmp. XX

H OBbIA OHUM

n3 AIOOMMBIX aK-

TépPoB AHaTOAUH
Odpoca. [Tocae oKoOH-
gyaHus lllykuHcKkoro yunuauia B 1962 roay
Huxkoaai#t BoakoB ctaa paboraths B Tearpe
Ha Maaoii BpoHHOH. Yepes I4ATh A€T TyAa
npuirea AHaToau Odpoc, 1 cpasy nas ak-
TEpPY PoAb BepuinurnHza B CBOEM CIIEKTAKAE
«Tpu cectprl». [locae mpeMbepEI TEATPAAB-
Hag MockBa 3aroBopuaa o Boakose. Od-
poc paboraa B Tearpe Ha Maaoit BpornHo#
IIOYTH ABa AecdTUureTud. M mpakTUu4ecku
B KaxKJ0M IIOCTaHOBKE 3aHUMaA Boako-
Ba. B wactHOCTH, OH chirpaa IlogkoaecuHa
B «<Kenurtnbe», Oreano, JoH 2KyaHa.

Koaaera BoakoBa 1o Tearpy Oabra 51KoB-
A€Ba Ha3blBaAa €ro HU Ha KOT'O He ITOXOXKUM,
«AHAVBUAYAABHO-IITYYHBIM» YEAOBEKOM.
Ona BcioMrHaAa: «B HéEM Oblaa ocobas Xyno-
JKECTBEHHAasI UHTEAAUT€HTHOCTh. OH HHU-
Korza He ObIA IIPSIMOAMHEHHBIM, HAITPOTHUB,
XyO0XKECTBEHHO-TIapaO0KCAABHBIM, HEIIPE-
ckazyeMbIM. OT HEro HeAb3s ObIAO KIATh
HU arpecCcyy, HU IIPOSBACHHUS 3A00bI. ITO
OBbIA KaKOH-TO HHTEAAUTCHTCKUH CIIAaB.

Ewmy Oplna HecBoMCTBeHHA IToKadyxa. B Hem
He ObIA0 HH4Yero HaHOCHOro. OH ObIA ecTe-
CTBEHHBIM, KAKHM IIOAOXKEHO OBITH HOPMAaAb-
HOMY UHTEAAUTE€HTHOMY YEAOBEKY».

MHorue COBpEMEHHUKHU I'OBOPHUAH O «de-
XOBCKOM MHTEAAUTEHTHOCTH» BoakoBa. Ero
OTAHMYAAO U IIPEKPACHOE 4YyBCTBa IOMOpa.

Huxonaii Bonkos

Kaxk-To, mocae 4acThIX OIIO3OaHUU aKTEépa
Ha perneTuIny «BUITHEBOro cagar, TAEe OH
urpaa I'aeBa, pexuccép Aeonun Tpynikue
ckaszaa emy: «Hukoaat HukoaaeBudY, €CAU BbI
emé pas ono3gaeTe, Oyay BEIHYK/IEH OLITPA-
doBaTh Bac U pa3gaThk 3THU AeHbIH aKTEpaM,
KOTOpPBIE BaC OXKUAAI0T». BOAKOB TyT XKe OT-
BeTHA: «Cynapb, BbI MEHSI CTABUTE B HEAOB-
Koe IIoAOXK€eHHUe. Ecan 4 B caenyromui pas
IPHUAY BOBPEMS, BCE PEIlAT, YTO g KaHBbI».
K caoBy, criIEKTaKAB 3TOT, IIOCTABACHHBIN

B 1990 rony B TeaTrpe AHTOHa YexoBa, 110-
CBAIIaACd ITaMsaTH AHaToaud Ddpoca.

B 1987 rony, BCKope Iocae yxoaa 3TOro
pexuccépa u3 Tearpa Ha Maaoit BponHo#,
ero NokKuHyA U BoakoB. OH niepemiéa B Teatp
umMm. B. MagkoBckoro, rae ceirpas CeHeky
u Kaunma CaMmrusHa B IoCTaHOBKax AHAped
l'oryaposa.

ITocaemHUM CIIEKTAKAEM B KU3HU aK-
Tépa ctaa «'aMaeT», TOCTaBAEHHBINA CHIHOM
Anaroaung Odpoca, ImurpreM KpbIMOBBIM,
B Teatrpe uM. K. C.Cranucaasckoro. BoakoB
urpaa B HéM KaaBausa u Tens otriia Mamae-
Ta. BcnomuHas 06 aTom akTépe, KpbiMoB
rosopuA: «Ha ero MoOHoOAOT B TeaTpe BoLlaps-
Aachk (oT caoBa llaps!) Takas 3aBopoKEHHAT
TUIIIKHA, O KOTOPOH MOXKHO TOABKO MEYTAaTh».

Camyna Camocyz (1884-1961)

«crkyccmeo 6e3 usmen,
cmp. XX

BOIO Kapbepy OH HauWHAaA KaK BHO-
AOHYEAUCT U AHUIIL Y€PE3 HECKOABKO
AeT cTaa pabotarh gupuxkEépom B Ile-
TpOrpaacKoM HapooHOM aoMe. TaM HepeaKo
nea Pénop Maagnuu. OgHaXK ALl 3200A€A
OUPUKED, C KOTOPBIM BBICTyIIaAa OIlEpHaLd
3Be3na. [lozBaau moaonmoro Camyuaa Ca-
Mocyaa. ApTUCT YCTPOHA EMY IIPOBEPKY —
Ha pPENeTUIINH BCTaA CIIMHON K IIPUCYTCTBY-
oIuM u ckasaa: «Korma Casbepu peIruT
OTpaBHUTHL MollapTa, HaZ10 4aTh BCTYIIA€HHE
opkecTpy». lllardnH He HOIIEBEABHYACH,
HO B KaKOe-TO MTCHOBEHHE 4YTO-TO II0ACKa3a-
Ao CaMocyny — riopa Ha4uHaTh. «CIIEKTaKAb
nouaeT», — ckazaa lllaadanuH U ¢ TexX IIop
Bcerna paboraa B ropoae Ha Hee ¢ noupa-
BUBIIUMCS EMY AUPHUKEPOM.

B 1927 rony n3BecTHBIN AUPUKEP DpHECT
AHceabMe cka3zaa: «Y CaMocyzna Ha 3amnane
COITIEpPHUKOB HeT». CAOBaA 3TH OBIAW IIPOU3-
HECEHBI II0CAE IIPOCMOTPA IPEMBEPHI OIIEPhI
OpHcta Kinteneka JIpbIzKOK Yepe3 TEHD»

B OpIBIIEM MuxatinoBckom Tearpe. Ero Camo-
cyn Bo3raaBadga B 1920-x — Hagase 1930-x

TOIOB U IIPOCAABHA KaK «AabopaTOpPHIO COBET-
CKol ontepbl». OH AUPUKUPOBAA 37IECH TPEMS
MHUPOBBIMH IIpeMbepaMu — «Hocom» u «Aegu
Maxk6et MneHckoro ye3na» Amutpud [Hlocta-
KoBHYa U «BoiiHoit u mupom» Cepres IIpoko-
dreBa. KeraTy, o moBoay cAoB mpo «3a-
a/» — B MOAOJOCTH PYCCKUH AUPUKED U caM
onHO BpeMd yuuacs B EBporie, y mapuzkckKoH
3HaMEHUTOCTH Onyapa KoaoHHa.

C 1936 o 1943 ron CaMocy BO3TAaBASIA
Boarmrot TeaTp. Hepeako criekTakau ioce-
maa Mocud Craamn. l'aanHa BuniaeBckasa
B MeMyapax BCIIOMHHaAa HCTOPHIO, paccKa-
3aHHy10 et CamocyznoM. Kak-To B aHTpaKTe
raaBa rocyapcTBa BhI3BaA €ro K cebe B AOKY
U ckazaa: «ToBapuni CaMmocyn, 4TO-TO ce-
TOMHA y BaC CIIEKTAKAB... 6e3 6eMoaetil. Bee
IIPUCYTCTBYIOIINE PAOOM YAeHbI [loanTOropo
CEPBE3HO KUBaAU. PacTepaBiiuiica JUPHUKED
He 3HaA, YTO AyMaTh, TEM HE MEHEE OTBETHA:
«Cnacubo 3a 3ameuaHue, ToBapulll CTasuH,
MBI 0093aTe€ABHO 00paTUM BHUMAaHUE».

ITon pykoBoacTBoM Camyuaa Camo-
cyza HadWHaA CBOIO pabotTy B Boapiom
Tearpe Bopuc I[TokpoBckuii. [Io3xke pexxuc-
cép nrcaa: «OH ObIA HE TOABKO OJUPHKEPOM
CIIEKTAKAS{, HO U €T0 XyA0KECTBEHHBIM
pykoBonuteseM. OH OqUH, OOABIIIE HUKTO
U3 IUPUXKEPOB. B 3TOM €ro yHUKaAbHOCTD».

Camocyz yMep B BOCEMBIECST AET, U pa-
b6oTaa mo camoli cMepTH. B mmocaeqHMe roasl
OUPUKED BO3TAABASIA CO3MaHHBIN uM Omnep-
HO-cHUM(OHHYECKUH opKecTp Bcecoro3Horo
paguo U TeAEBUAEHU.




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.

Bezhin Meadow

“The Flame of the Silk Bonfire”, p. XX

his is a short story by Ivan Turgenev
from his collection “Notes of a
Hunter”, published in 1852. His

central character in “Bezhin Meadow”
spends a night at the campfire of peasant
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children guarding the herd, listening to their
conversations. The truth there is intertwined
with fiction, life stories are based on
intervention of supernatural forces: a bogie,
a puck, a mermaid.

In 1935, the director Sergei Eisenstein
began to make his film “Bezhin Meadow”.
However, in eponymous film only the
action took place in the places described by
Turgenev, and among characters were also
peasant children. The film was based on
the story of a murder of 13-year-old Pavlik
Morozov in 1932, who reported his father’s
and grandfather’s conspiracy with enemies
of collectivization to village council.

The director has never finished his
work. It was suspended in 1937 after
the Main Directorate of Cinematography
watched a rough copy. The film was
accused of “formalism and complicated
language”, and Eisenstein was required to
write an article “Bezhin Meadow’s Error” for
“Soviet Art” newspaper.

During the Second World War, the
footage was destroyed by a German bomb.
Fortunately, when the film was banned,
the film editor Esther Tobak at the request
of Eisenstein cut out of the film several
hundred frames. After the director’s death,
they were kept by his widow. In the late
1960s, it allowed the film critic Naum
Kleiman and the director Sergei Yutkevich
to reconstruct “Bezhin Meadow” in the form
of a photofilm.

Nikolay Volkov
(1934 — 2003)

“The Flame of the Silk Bonfire”, p. XX

e was one of Anatoly Efros’ favorite
Hactors. After graduating from Boris

Shchukin Theatre Institute in 1962,
Nikolay Volkov began working for Malaya
Bronnaya Theatre. Five years later Anatoly
Efros came there and immediately gave to
the actor the role of Vershinin in his play
“Three Sisters”. After the premiere, Volkov
became known in Moscow. Efros has worked
for Malaya Bronnaya Theatre for almost two
decades, and in almost every production
Volkov was engaged.

Volkov’s colleague Olga Yakovleva called
him “person one-of-a-kind”. “He had a
special artistic intellectuality. He has never
been straightforward, on the contrary,
artistically-paradoxical, unpredictable.
Nobody could expect from him either
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”Nikolay Volkoi} JeA

aggression or malice. There was nothing
superfluous in him. He was as natural, as
any normal intelligent person should be.”

Many contemporaries talked about
“Chekhov’s intellectuality” they saw in
Volkov. He also had a wonderful sense of
humor.

In 1987, Volkov started working for
Mayakovsky Theatre where he played in
productions of Andrei Goncharov. His last
play became “Hamlet” by Dmitry Krymov,
the son of Anatoly Efros. Volkov played
Claudius and the Ghost of Hamlet’s father.
Remembering the actor, Krymov said:
“During his monologue, such spellbound
silence reigned at theatre, one could only
dream about.”

Samuil Samosud
(1884-1961)

“Art without betrayals”, p. XX

e started his career as a cellist, and
Honly few years later he began to work
as a conductor for Petrograd People’s
House. Fyodor Chaliapin sang there often.
Young Samuil Samosud was invited as a
conductor to replace one who had fell ill. The
actor liked him and since that time when
in the city on the Neva River he has always
worked with Samuil Samosud.
In 1927, the famous conductor Ernest
Anselme said: “There is no rivals for
Samosud in the West.” These words
were uttered after watching the premiere
of Ernst Ksheneka’s opera “Jump Through
the Shadow” at the former Mikhailovsky
Theatre. Samosud headed it in the 1920s -
early 1930s, and glorified it as “a laboratory
of Soviet opera”. He conducted three world
premieres there: “The Nose” and “Lady
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Macbeth of the Mtsensk District” by Dmitry
Shostakovich and “War and Peace” by
Sergei Prokofiev.

From 1936 to 1943, Samosud was
heading the Bolshoi Theatre. Joseph Stalin
visited it often. Galina Vishnevskaya in her
memoirs recalled the story that Samosud
told her. Once, during an intermission,
Stalin called the conductor to his box, and
said: “Comrade Samosud, for some reason
today play misses... flat notes.” All members
of the Politburo present signified their
consent with a serious nod. The confused
conductor did not know what to think,
however, answered: “Thank you for your
remark, Comrade Stalin, we will certainly
take note.”

Under the leadership of Samuil
Samosud, Boris Pokrovsky began his work
for the Bolshoi Theatre. Later the director
wrote: “He was not only a conductor of the
play, but also its artistic director. He was
one in a million.”

Samosud died at the age of eighty, and
worked until his death. In recent years, he
headed the Opera and Symphony Orchestra
of All-Union Radio and Television created by
him.

Samuil Samosud
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