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HOBOCTH

KOHTPOABHASI

IIO0 HMMEPCHBHOMY TEATPY

C 16 o 21 deBpaas Bo Bpemd XII 3umuero
MEXIYHAPOIHOTO (PeCTHBAAS UCKYCCTB

B Couu npoiaét obpaszoBaTeAbHAs IIPO-
rpaMMma pectuBaad «Teppuropus. E€
y4aCTHUKaMU CTaHyT CTYAEHTBI, OTO-
OpaHHBIE II0 pe3yAbTaTaM KOHKypca aHKeT,
u3 Kpacnonapckoro 1 CTaBpOIIOABCKOT0O Kpas,
Anpiren 1 AGxa3uu. A megaroraMu — apT-
nupekTop pectuBaas Pomas JoAsKaHCKUH,
xynoxHUK Kcenuda IlepeTpyxuHa, KPpUTHK
Eaena CMmoponuHoBa, xopeorpadrl ViBan
EcrurneeB u AuHa AOaAXHHA, PEXKHC-
céprl Ceprett lllenpun, Puaunm I'puropsaH,
Avmutpuil MeAKUH U ApyTHE.

IIOBEOJHUTEAH «TEATPAABHOI'O
POMAHA»-2018

B TearpasbHOM

My3€€ UM.

Baxpymunra

B IATBIN

pa3 ImpoIlAo

€3KET0/THOE

HarpaxXaeHHe

npemMuen
«TeaTpasbHBIH poMaH», KOTOpas BpydaeTcs
3a KHUTH 0 TeaTpe. AaypeaTaMu B
3TOM I'OAy CTAAHU Xy[AOKECTBEHHBIN
pykoBoauteab PAMTa Aaekceiit Bopoaun
(«Ha 6eperax yTonum»), ICTOPUK TeaTpa
laanna TuroBa («O Meliepxoabae U
APYTHX»), HICTOPUK TeaTpa Bunac CuaroHac
(«TaMHBI CIIEHMYECKOTO SI3bIKa UCIIAHCKOT'0
KAaCCHYECKOTI'0 TeaTpar), akTpuca Aasa
HemunoBa («Bcemy Ha 3ToM cBeTe ObIBaeT
KOHEIL...»), XyJ0KECTBEHHBIH PYKOBOAHUTEAD
Tearpa catups!l Aaekcasap lllupBusaT
(cepus memyapoB «B mpomexxyTKax
MexRay», «[IpoxomHble IBOPEI Ouorpacdumy,
«CKAEpPO3, pacCeIHHBIH I10 XKHU3HMW),
XyHooxXHUK-clleHorpad Cepreit Bapxun
(«Teatp Ceprea BapxuHa, akaneMuKa
Poccutickoll akageMHuu Xyo0XKeCTB...»). B
KOHKYpPCe ydacTBOBaAHu OoAee cTa KHHUT,
ABaallaTh ABE U3 HUX BOIIAU B AOHT-AUCT.

TEATP 30OLIEHKO

OJECSTKA
MY3BIKAABHBIX AUTEPOB

Ha yeTBEépTOM KOHKYypPCE COBPEMEHHOM
MY3BIKH U HOBOM onepsl «My3bIKaAbBHBIN
TeaTp CEroAHSs» OIIPENEAEHEBI NECAThH
nobenureaeii (13 436 y4acTHUKOB, IIPE/I-
craBAgOIUX 55 crpaH). 91o «And\Or\
Pro\methe» u3 Upana, maTcko-mBencKuit
IpoeKT «Aquasonic: Between Music»,

«The Cave» u3 I'pentuu, «Falling Awake» 13
Hanwnu, «The Hawling Girls» u3 ABctpaauy,
«IYOV» (ykpamHO-aBCTPUHCKUH CIIEK-
TakAb), «Jigokuhen» u3 Kurag, 6ean-
ruficko-aBCcTpHUMCcKas ImocTaHoBKa «Mitra»
u «Musraropera», 00beIUHHUBIIAL CO30a-
Teael u3 'epmanuu, Utaauu u Bpasuaun.
Bo BpeMd TpagUIITMOHHOTO OIIEPHOTO
dectuBaag B Porrepoame Operadagen
TBOpPYECKHE KOMaHAbI U3 3TUX IOCTAHOBOK
c 18 mo 20 mag OyayT IIpeAcTaBASITH CBOU
paboTEI KypaTopaM, IIpogcepaM, PexKUC-
cepaMm U apTHCTaM, KOTOpble IIPUE3KaI0T
B Hunmepaauapl ciennasbHO paayd MyS3bl-

[
KaAbHOTO hopyMa. (/7“
\J/

domo: Mapus Baparosa

domo: Mapusi Baparosa

NEWS

A TEST IN IMMERSIVE
THEATRE

On February, 1621, during the XII

Winter International Art Festival in Sochi, an
educational program of International Festival
“Territory” will be held. Its participants will
be students selected on a competitive basis
from Krasnodar and Stavropol Territories,
Adygeya and Abkhazia. And its trainers
became the art director of the festival Roman
Dolzhansky, artist Ksenia Peretrukhina,
theatre critic Elena Smorodinova,
choreographers Ivan Estigneyev and Anna
Abalikhina, directors Sergey Shchedrin,
Philip Grigoryan, Dmitry Melkin and others.

WINNERS OF “THEATRICAL
NOVEL”-2018

A.A. Bakhrushin Theatre Museum for the
fifth time holds the annual award “Theatrical
Novel” for books about theatre. This year’s
winners became the art director of Moscow’s
Russian Youth Theatre Alexei Borodin (“On
Shores of Utopia”), theatre historian Galina
Titova (“About Meyerhold and others”), theatre
historian Vidas Siliunas (“Spanish Classical
Theatre’s Scenic Language’s Secrets”), actress
Alla Demidova ( “Everything in This World
Comes to an End...”), Alexander Shirvindt, the
artistic director of Moscow’s Theatre of Satire
(a series of memoirs), and Sergei Barkhin, a
stage designer. More than one hundred books
participated in the competition, twenty-two of
them are longlisted.

Bce nibecrkr Muxamaa 30IIeHKO, B TOM YHCAE U He OIyOANKOBAaHHBIE paHee U HAIIUCAHHEBIE
B COABTOPCTBE, BOIIIAU B COOPHHUK, KOTOPBIH BBIIIYCTHAO U30aTeABCTBO «PogHUK» (CaHKT-
[TeTepOypr). [lecaTh MHOTOAKTHBIX IILEC, & TaKKe BOCIIOMHHAHUS BIIOBEI THNcaTeAsd Bepsl
3omeHKo «McTopud HanaaoK Ha 30IIeHKO», IPEAHCAOBHS U KOMMeHTapuu BauecaaBa
MypomM1ieBa, BO3BpalllaloT POCCUMCKOMY TeaTpy HOYTH yTPAdEHHOro ApaMaTrypra.

B wacTHOCTH, ITbecy 30LIEHKO «YBaxKaeMbli TOBapHUII cobupaancda cTaBUTh MeliepXoab,

HO ['haBpenepTKOM €€ 3aIpeTHA.
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“And\Or\ Pro\methe”

TOP TEN MUSICAL LEADERS
The 4" Music Theatre NOW edition, which
is a competition of modern music and
new opera chose ten winners out of 436
participants representing 55 countries. This
is “And\Or\ Pro\methe” from Iran, Danish-
Swedish project “Aquasonic: Between
Music”, “The Cave” from Greece, “Falling
Awake” from Denmark, “The Hawling Girls”
from Australia, “IYOV” (Ukrainian-Austrian
play), “‘Jigokuhen” from China, Belgian
and Austrian production “Mitra” and
“Musraropera” by creators from Germany,
Italy and Brazil. During the traditional
opera festival Operadagen in Rotterdam,
creative teams of the productions will
present their work on May, 18-20 to
curators, producers, directors and actors
who come to the Netherlands specifically for
the musical forum. (ﬂi\

\J/

THEATRE OF ZOSHCHENKO

All the plays by Mikhail Zoshchenko, including those that have
not been published before and those written in collaboration,
became part of collection of plays published by Rodnik (St.
Petersburg). Ten multiple-act plays, as well as memoirs of the
writer’s widow Vera Zoshchenko, prefaces and commentaries

of Vyacheslav Muromtsev, give back to Russian theatre an almost

lost playwright.

Ne4 2018 MUT-MH®O
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HOBOCTH

TAAHCMAH XH3HH

Mockosckui Teatp «lllarom» BBIIIYCTHA
npeMbepy pexkuccépa U xopeorpada
Buswmbl Butoac 1o nbece [Ixomrya XapMoHa
Jlaoxme eBpenr», KoTOpad OblAa YIO-

CTOoeHa HeCKOoAbKUX Harpan B CIIA. Eé

HE pa3 CTaBHUAM Ha pPa3HBIX CLIEHaX MUPA,

a B Poccuu K aToit ibece o6paTHAUCH
BIIEpBBIE. B «koMenuu gAg YMHBIX» (Tak
0003HA4YMA €€ aBTOp) COUeTaIOTCHd TaKHe,
Kas3aA0Ch ObI, HecouyeTaeMble TEMEI,

Kak X0AOKOCT 1 O0pr0a 3a HacAeqCTBO
OEeOVIIKY (2 UMEHHO TaAUCMAaH KU3HHU,
KOTOPBIN IIOMOT €My BBIZKUTH B HAILIICTCKOM
Aarepe), a KUTEeHCKHUH aHEKZOT IIOCTEIIEHHO
BBIBOJUT Ha BaKHbIE€ pa3roBOPEI O BEPE,
AIOOBH, ceMbe, HaCAeIUU IIPEIKOB. (é‘/\

BEIIIX U AETEH/BI

B MaaoMm MaHexke OTKpPbIAACh BBICTABKA,
nocB4IEHHada cToAeTHIO My3ea Boaslioro
Tearpa, B KOTOPOM XpaHHuTCs boaee cTa ThICSY
3KcroHaToB. Cpeay 5KCIIOHATOB — Bapu-

aHTHBI 3aHaBecoB PEnopa PenopOBCKOro,
acku3sel benya, KopoBuHa, AeBeHTaAd, I'pU-
MUPOBAABHBIN CTOAUK Pénopa Maranuua

U ero ropTpet B obpase Jox Kuxora paboTh!
Aaekcanapa 'oanoBHHA, KOCTIOM A€OHHA
CobunoBa, nmaaThbe ['aanHbI BUIlTHEBCKO#H

u3 «T'paBuaTeb, 6aseTHad nadyka ['aAWHBI
YaaHOBOH 1 KOCTIOM 2Ku3eau EkaTepuHbl
MaxkcuMoBoH, Beepa Mapuu TaaboHU

u AHHEBI [IaBAOBOH, ITAaThs rAaBHBIX KapMeH
Boasbmroro — Matiu [Taucenkoit u Tamaps!
CuHaBCKOH, MUCbMa apTHUCTOB TeaTpa COA-
naraM Ha ppoHT. KpoMe Toro, roceTureAn .
YBUIOAT NOKYMEHTaABHBIN (DHABM O My3ee. @ :

MUT-MH®O N4 2018

YYEFBA B IIOJAPOK

B koHI11Ee HOsI6psa B CBEPIAOBCKOM MYy3KO-
Menuu nporiéa MexayHapoaHblit opyMm
«OT IpaKTHUKHU K COBEPIIEHCTBY». TaKUM
oOpa3oM TeaTp OTMETHA CBOE 85-AeTHeE,
IIOCTaBUB 3a CBOIO KU3Hb CBO€0OpPa3HbIH
PEKOPM — 3a BPEMS CBOETO CYIECTBOBAHUSA
B HEM CMEHHAHNCH TOABKO TPHU FAaBHBIX
pexuccépa, 6610 TTIOCTaBAEHO 87 HIpe-
MBEp U IIoAy4YeHO 18 mpeMmuii pecTuBans
«3oa0Tas Mmackar. B dopyme npuHaAn
ydacTHe IIPeACcTaBUTEAHN COPOKA MY3bI-
KaABHBIX TeaTpoB U3 Poccuu, Yexuwn,
Fepmanuu, Beaapycu, Azepbainxkana,
Kazaxcrana, ¥Y3bekucraua. Ha Ylpmapke
HOBBIX IIPOU3BeNeHUH OBIAO IpeaCcTaB-
A€HO OOHWHHAAIIATh HOBBIX MIO3HKAOB. [IAg
apTHUCTOB MY3BbIKAaABHOTI'O TeaTpa IIPOIIAK
HECKOABKO MacCTeP-KAAaCCOB U aabopaTopuit
II0 IIAACTHKE, IIEHUIO, CTEIY U TeHACHIIUAM
pa3BUTHSL 2TOro XkaHpa. Kpome Toro, 3a
IAaTh AHEeH popyMa ObIA IIOCTABAEH aHO-
HUMHBIY HHTEPaKTHUBHBIN MIO3UKA U3 CEMHU
CILIEH B [IOCTAHOBKE CEMH PEXKUCCEPOB,
HUKaK He CBI3aHHBIX MeX 1y co0o, HO
BOABHBIX IIPUTAAIIIATEH AIOOBIX apTHUCTOB-

A
Y4YacTHHUKOB. (/7“
\/

NEWS

TRAINING AS A PRESENT

At the end of November, Sverdlovsk Theatre
of Musical Comedy held International
Forum “From Practice to Perfection”. This
was how the theatre celebrated its 85
anniversary, holding some kind of a record —
throughout its existence there were only
three principal directors, 87 premieres
were released and 18 Golden Mask theatre
awards were received. Representatives of
forty musical theatres from Russia, the
Czech Republic,

Germany, Belarus,

Azerbaijan,

Kazakhstan

and Uzbekistan

attended the

forum. Eleven

new musicals

were presented at

the Fair of New

Productions. For

musical theatre’s

artists several

master classes and

laboratories were

held. @

A TALISMAN OF LIFE

Moscow Shalom Theatre released

a premiere of director and
choreographer Visma Vitols based on
Joshua Harmon’s “Bad Jews”, which
received several awards in the United
States. It often used to be on different
stages of the world, but in Russia it was
staged for the first time. The «comedy
for the clever» (as its author called it)
combines such seemingly incompatible
themes as the Holocaust and fighting
for grandfather’s inheritance (namely,

a talisman of life, which helped him to
survive the Nazi camp). (ﬂ?“

\//

THINGS AND LEGENDS

An exhibition dedicated to the 100"
anniversary of the Bolshoi Theatre
Museum where more than one hundred
thousand exhibits are kept, opened

at Maly Manezh. Among the exhibits
are samples of curtains, sketches by
famous Russian artists Benoit, Korovin,
Leventhal, Fyodor Chaliapin’s makeup
table and his portrait as Don Quixote
by Alexander Golovin, Leonid Sobinov’s
costume, Galina Ulanova’s ballet tutu,
fans that used to belong to famous
ballet dancers Marie Taglioni and

Anna Pavlova, dresses belonged to the
main Carmens of the Bolshoi — Maya
Plisetskaya and Tamara Sinyavskaya,
letters from the tlgeatre actors to soldiers
during the war. ((7;
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HOBOCTH

BEPECTA OAS CLIIEHBI

Bepectansle rpaMoTel XI-XVI BEKOB, B TOM
4YHCAE€ U HE UMEIOIIHE II€PEBOAA, AETAU

B OCHOBY HOBOI'O CIIEKTaKA4d JIMUTPUA
BoakoctpeaoBa B Teatpe Post. HazBanue
CIIEKTaKA4d — «XOpOILIO TEMIIEPUPOBAHHBIE
IPaMOTBD — OTCBIAAIOT K BEAUKOMY LIUKAY
Baxa «Xopolro TeMIepupoBaHHBIN KAABUD»
U HaIllOMHHAIOT €ro II0 CTPYKType. OTH
JAPEBHHUE TEKCThI, B KOTOPBIX TAK MHOI'O
O0IIIeT0 U C PUCYHKaMU, U C MY3bIKOH, IIPHU-
BAEKAM PEXUCCEPA U TEMaMU, U CIOXKETaMH,
U repodmu. Ero criekrakab, IpeMbepa KOTO-
poro npouaa B AtorepaHcKol [leTpukupxe
Cagrkr-IleTepOypra,— nepBoe obpamieHue

K IaMATHUKY APEBHEPYCCKON KYABTYPBHI.

PECTHBAAD AIOBBH

B PazanckoM [IpaMaTudecKoM TeaTpe 3aBep-
muacs [II MexayHaponHseIi pecTHBAAD CIIEK-
TarAel o A06BU «CBuIaHNg Ha TeaTpaAbHOM.
Ay4IIIUM CIIEKTAKAEM Ha CTOAb BOAHYIOIILYIO
TeMy KIOPH IIpU3HaA0 «MHHUMOr0 60ABHOTO»
lFocymapcTBEHHOIO aKaeMHUYECKOr0 PycC-

CKOI'0 IpaMaTH4decKoro Tearpa Pecrybankn;
BamkopTocTaH (0TTyza XKe — Ay4IIINi aKTépCKUit
nyat Tumypa l'apunosa u Jamupa KpoTosa),
Ay4mied akTpucoi crasa Tarbana ['nagHeBa

u3 Ilepmckoro THO3a (dIpomaBerr moxasD),
akTépom — Maypo Pakanaru u3 Heamoas («Xae0,
HCTOpHUS AFOOBH BO BpeMs BOUHED, TeaTp Ayu3sbl
I'yappo). pyrue npeMun hecTHBaAAL YeXaAU

B AKT00€e, Muuck u IlckoB. (ﬁ)
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AAYPEATBI ATK

Acconpanud TeaTpaAbHBIX KPUTHKOB
Poccuu (ATK) nmonBeaa utoru 2018 roxa u
Ha3BaAa CBOMX AaypeaToB. «CIIeKTaKAeM
roga» o Bepcuu ATK cTasa nmocTaHOBKa
Omutpua KpeimoBa B Teatpe Haruit «My-
My» — BOAbHad (paHTa3us pexxuccépa

Ha TEMbI TyPreHEBCKHUX IIOBECTEHN U €ro

JKe IIpU3HaHUE B AIOOBU TeaTpy C ero
3aKyYAUCBEM, KOMIIPOMHUCCAaMHU U CEKpPETaMU
HOAUINKNHEAdD. B TpOMKE AUIEPOB OKa3aAUCH
Tak¥ke «Tpu ToacTaka» AHapes Moryudero

B B/IT u «Tpu cectpbl» KoHcTaHTHHA
BoromoaoBa B MXT. AyumuMm 3apyOeskHbIM
CIIEKTAKAEM POCCUNCKHE KPUTHUKHU Ha3BaAU
roctaHoBKy Kpuctroda Maprasepa «Mbl
O6epéMm 310 Ha cebs» (cM. cTp. 53). «HeaoBekoM
rogar» craa Kupuaa CepeOGpeHHUKOB — «3a
OecrpeleIeHTHYI0 BEPHOCTD IIpodeccuu

B YCAOBHAX AIOMAIIIHETO apecTar. B aToMm
IIOAOXKEHUU OH BBIITYCTHA OaseT Mabpu
Hemynkoro «Hypees» B Boabitiom Teartpe,
onepy Momapra «Tak nmocTynaioT Bce
XKEHIMUHBD B OniepHOoM Teatpe Lltopuxa u
MYABTHUXKAHPOBBIN CIIEKTAKAB «BapoKKO»

B J'oroas-11eHTpe Ha My3bIKy 'eHeAd,
MonTteBepny, I1épceana, Pamo, Aroaan,
BuBaapau, Baxa u 1pyrux KOMIIO3UTOPOB (He
cuuTad TeX CIIEKTaKAelH, KOTOPbIE YACTUYHO
OBIAM CpPEIleTHPOBAHbBI, HO BHIIIYCKAAUCH y3Ke
B YCAOBHSX JOMAIITHET'O apecTa).

NEWS

BIRCHBARK

FOR STAGE

Birchbark letters of XI-XVI centuries,
including those without translations, formed
the basis of Dmitry Volkostrelov’s new
performance at theatre Post. The name of
the play — “Well-Tempered Letters” — refers to
the great cycle by Bach “The Well-Tempered
Clavier” and resembles its structure. These
ancient texts which have so much in common
with both drawings and music, attracted the
director by its themes, plots, and heroes.

FESTIVAL OF LOVE

The 3rd International Festival of
performances about love took place in
Ryzan Drama Theatre. The jury chose
“The Imaginary Invalid” of the State
Academic Russian Drama Theatre of

the Republic of Bashkortostan as the
best production, (also from there — the
best acting duet of Timur Garipov and
Damir Krotov), the best actress became
Tatiana Gladneva from Perm’s Youth
Theatre; the best actor Mauro Racanati
from Naples (“Bread, a Love Story during
the War”, Luisa Guarro Theatre). Other
festival awards went to Aktobe, Minsk and

Pskov. @

RUSSIAN THEATRE CRITICS
ASSOCIATION’S LAUREATES

Russian Theatre Critics Association
summed up results for 2018 and named its
laureates. According to it, the performance
of the year became “Mu-mu” staged by
Dmitry Krymov at Moscow’s Theatre of
Nations — the director’s free fantasy based
on Turgenev’s stories and his own love
declaration to theatre with its backstage,
compromises and open secrets. Among

the top three were also “Three Fat Men”

by Andrei Moguchy at St.Petersburg’s

BDT and “Three Sisters” by Konstantin
Bogomolov at Moscow Art Theatre. The best
foreign performance Russian critics called
the production of Christoph Marthaler
“We Take it Upon Ourselves” (see p. 61).
Kirill Serebrennikov became a Person of
the Year — “for unprecedented devotion

to the profession under house arrest”. In
this situation, he released the ballet of
Ilya Demutsky “Nureyev” for the Bolshoi
Theatre, Mozart’s opera “So Do All Women’
at Zurich Opera House and a multi-genre
performance “Baroque” at Gogol-Centre to
the music of Handel, Monteverdi, Purcell,
Rameau, Lully, Vivaldi , Bach and other
COmposers.

4
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20 HOsIBP4, 3A JEHBJO CBOETO OO-AETHS,

CKOPOITIOCTUIKHO Yii

-

A U3 KU3HU DUMYHTAC

Hskpouroc, CO3MATEAL TEATPA MENO FORTAS, onuH

13 CAMBIX B

«PEKUCCEP

MUT-UHPO No3 20

KHBIX PEXHWCCEPOB ITPOOJOAXKAIOIIErOCH

OI'0O BEKADY.

Onvea PYKC
domoepaguu npedocmasnieHbl npecc-
cayxboti meampa MENO FORTAS

norpadusa dAmyHTaca
Haxkpolroca npeaeAabHO
AaKOHHYHas U KOPOTKad.
Ponuacsa (u B 3ToM OH
O4YEHB IT0X0XK Ha APYTUX
HU3BECTHBIX AUTOBCKHX
pexuccépoB) Ha XyTope
[IMTuayBa B 2KemalTuu (ceBepo-3anagHas
06AacTb AUTBEL, IZIe COXPAHHUAUCEH CAMO-
OBbITHBIE TPALUIIUH U 1asKe COOCTBEHHBIH
nnaAekT). MUpooIlyieHUEe XyTOPSIHUHA, €r0
CBSI3b C IPUPOLOH, apXauKou, MH(OAOTHEH,
IIPOCTBIM, I'PpyObIM, HO CAMOZOCTATOUYHBIM
OBITOM U OCH3a€MbBIM OBITHEM OTPA3HUAUCH
B TBopuecTBe JiimyHTaca Hakpoiroca. Ero
HE HHTEPECOBAAU TEXHOAOTHUHU — TOABKO IIEp-
BO3AE€MEHTHI, CTUXHUH UAH IIPOCTHIE IPyObIe
BeIlU: A€M, OTOHb, Boaa, OpyCcoK mepeBa,
TOIIOP, BEPEBKHU OBbIAU IIPEKPACHBIMHU Cpel-
CTBaMHU [IAS CO3JaHUS TeaTpaAbHOH Marmu.
Ero He nHTEepecoBasa CUIOMUHYTHAaA
JKapeHasd aKTYaAbHOCTB — TOABKO 3K3HUCTEH-
UaABHBIE BOIIPOCHI: JKHU3Hb, CMEPTH, POK,
X0 BpeMEH, poaoBad IIaMaTh UAU POAOBas
BUHAa. Ero Teatp npuHsSTO Ha3bIBaTh MeTa-
OPUYHBIM (HY YTOOBI KaK-TO 0003HAYHUTH
TO cHorcruubaTeAbHOe, IT0YTH (PU3UOAOTHYe-
CKO€ BO3eHCTBHE €I0 MU3aHCIIEH), HO MaAO
Yy KOI'O aKTEPBI JOCTUTAAN TAKOMN IICUXOAO-
TUYECKOUN JOCTOBEPHOCTH.

Ha akTépckuil pakyarreT BHABHIOCCKOH
KOHcepBaTopuu dfimyHTac Hakpoiroc
IIOCTYIIUA IIOYTH CAy4YaHHO — YTO-TO
He 3aA8HUAOCH C APYTUM HHCTUTYTOM,

OTeIl IIPOCHUA IIOCTYIIUTD XOTb KyAa-HUOy b,
AUIIE OBI He IOIIaCTh B apMuIo. «X0Th Kyaa-
HUOYAb» IEPEPOCAO B HEIIOBTOPUMYIO Tea-
TPAaABHYIO CUCTEMY, KOTOPYIO HEBO3MOXKHO
HU YKpacTb, HU 3a0bITH (BOT U HE BEPH
riocae 3Toro B cyas0y). Keratu, B apMmuro
Hakpormrroca rioToM Bce-TakKu 3abpasu —
y3Ke OT JKeHbI U pebéHKa, aa el B Boiicka
OXPAaHBbI, U «3TO OBbIA TAKEABIN OIIBIT YHU-
JKEHUH, HO g €r0 IIEPEKHUAN.

Hana TamyasaBU4yTE, MacTep
Hakporiroca, oTipaBhAa €ro yYUTHCS
B MOCKBY, 1 OH IOCTYIIHA Ha PEXKUCCEP-
ckuii Kypc Aunped ['oruapoBa B TUTHCe.

Y Agnpes AaeKCaHZAPOBHYA 3TO OBIA,
BO3MOKHO, CAMBI¥ HEOOBIYHBIH CTY-

IEHT («XpeH AUTOBCKHI), HO 3a €ro TBOpYe-
CTBOM, TaK He IIOXOXKHM Ha BCE, YTO JAeAaA
cam, ['oH4apoB cAeaUA IOTOM 0 KOHIIA

x&KU3HU. [lopaboTaB B HECKOABKHUX TeaTpax
AnTBbI (mo3xke 6ynyT Urtasus u MockBa),
Haxkpomrtoc co3maa cobcTBeHHBIH TeaTp Meno
Fortas (B mepeBozie — «KPEIOCTb UCKYCCTBY),
KOTOPBIN CTaA MECTOM ITAAOMHHUYECTBA OAS
TeaTpansoB CO BCeW EBpOIILI, U B IIEPBYIO
ouepens u3 Poccuu, rae o4eHs XOPOILO ITIOHU-
MaAHU U €r0 KOCMHUYECKYIO0 BEAUYUHY, U €r0 —
IIPH BCEH HEIIOXOXKECTH Ha PYCCKUU TeaTp —
rAyOMHHOE POACTBO C HUM.

ITpu xeaaHnuu TBOpYecTBO Hakpolrtoca
MOXKHO, KakK IIPUPOAY, IIOIEAUTD Ha ITUKABI —
HIEKCITUPOBCK U, YEXOBCKUH, OMOAEHCKUIT
(Ha30BEM €ro Tak), KyJa BOIIIAM COBCEM, Ka3a-
AOCBH OBI, He IpeJHA3HAYEHHBIE AL CLIEHbI
TeKCThI: «I[lecHb ntecHe, «Payct, Aauot,
«Jonomaper, «boxkecTBEHHAST KOMEOUD. ..

U HEOXKHUJAHHOE OATd MHOTHX, HO SBHO
AOTHYHOE IAL HEro o0palleHue K [I0BECTIM
CBeTaaHbI AAEKCHEBHY O Tpareausx pac-
naJarolencsa COBETCKOM UMIIEPUH — PEAAB-
HOCTB, KOTOPYIO OHA 3apUKCHPOBaAa, HUYYTh
He ycTymnaeTt 6ubaefickuM Maciradbam.

B auBape 2019 roga O#imyHTaC
Hakporrroc 1oAXKeH ObIA IIPUCTYIIUTE
K penerunuam B HoBom Puskckom Tearpe
II0 IIPUTAANIIEHUIO AABHUCA XepMaHuca. [aga
nocTaHoBKU Hakpormrioc BeIOpaa «31oc
o 'mapramenie» — OOVMH U3 APEBHEUIIIHNX
TEKCTOB, JOIIEANINX A0 HAIlIUX JHEH,
3aluCaHHBIN Ha KaMEHHBIX ITAUTaX. «9TOT
BBIOOP MHOT0€ roBopuUT 0 Hakpomrtoce,
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«BuwHésnlii cao»

O €ro IIOCTOSHHOM XEAaHUHU JOKOIIaThCd
10 TAYOMH YeA0Be4YeCKOU AYIIHN U MUCTe-
pUaAbHOU Tparenui»,— HanrcaA AABHUC
XepMmanuc. Ilo pa3HbIM HpUYUHAM
OT 3TOTO 3aMbICAA IIPUIIAOCHE OTKa3aThC4,
HO XepMaHHUC IIPEOAOKHUA B OTBET IIOCTAa-
BUTH «Bpanga» Mbcena: «9I mogymaa, 94To
ONWHOYECTBO U paguKaAu3M bpaHaa o4eHb
IMOAXOAUT K XKU3HU U TBOPYECTBY CAMOr0
Haxkpoiroca. Y 0H ¢ pafioCTBIO COTAACHACS.

Bcé Tak ke mpocTo U IeABHO OBIAO
U B AMYHOH KHU3HU pexkuccépa. Barobuacs
1 yBé3 B AUTBY KpacaBHUIy-CHUOUPSIIKY
Hanexny I'yarraeBy. OHa 1 ux cblH Mapuyc
0POPMASIAH CIIEKTaKAN JUMyHTaca
Haxkpoimroca — Tak Ha XyTOPE BCS CEMbg
paboraet B moae. 1o UX xearaHUIO, [I0XO-
POHEI pexkuccépa ObIAH IIOAHOCTBIO N30aB-
A€HBI OT 0(pUIIH03a, U IIOXOPOHUAH €T0
Ha poauHe, B PaceliHCKOM palioHe AUTBBI.
Kpyr 3amMkHyAc4.

CuuTaeTcd, YTO TeaTp HEBO3MOXKHO
3a(pUKCHUPOBATh U aIeKBATHO IepenaTh
HU Ha IAEHKe, HU Ha Oymare, oH poxKIaeTcs
U YMUPAET 3[€eCh U ceriyac, Ha raa3ax y 3pHu-
Teaer. OTo Tak — U He TaK, €CAU pedb UIAET
o Tearpe Hakpourtoca. [laxke paccKasbl O €Tro
CIIEKTAKASIX 00Aa1aI0T KaKOU-TO 3pUMOH
cuaom. HemapoM OH UCIIMCbIBAA MHOXKE-
CTBO TOACTBIX TETPALEH, TOTOBACH K PeIle-
THULIHSM, OTTa4YNBas Ha OyMare pelieHud,
C KOTOPBIMH IIOTOM IIPUXOAHUA K aKTEpPaM.
OnuH 13 rAaBHBIX €TI0 COPATHUKOB, Baanac
Barnonac, npusHaacs, 4T0 OyKBaABHO pas-
pblaaAcs, IIPOYUTAB OAUH M3 TAKHUX Habpo-
CKOB, IIpeJHAa3HA4YEHHBIX eMy. Y KaKJI0ro
IIpeaaHHoro 3puTeAd Tearpa Hakpourroca
CBOS KOAAEKIIHS 3TUX CLEH-AParoleHHOCTeN
U3 CIEKTaKAeH pexuccépa. MMu MoxKHO
0oO0MeHHUBAaThHCsI, KAK AIOOMMBIMY KHUTaMHU
1 PUABMaMU, KaK KYABTYPHBIMH KOIAMHU,
10 KOTOPBIM 0€e30ITHO0YHO Y3HAENTE CBOETO.
Te, KoMy J0BEAOCEH BUAETDH HUX, Y KOT'O IIOAY-

MUT-MH®O N3 2018

YHAOCH IIOOKAIOYUTECS K HUM, IIPOKHUTDH UX
BMECTE, CAEAATh BAXKHOH 4aCTbIO CBOET'O
3MOIIHOHAABHOTI'O OIIbITA, TOYHO CTAAH
AydIlle, TOHBIIIE, forade, Myapee.

..Hto Takoe MyKu TBopiecTBa, Carbepu
3HAaA HE [IOHACABIIIKE: EMY IIPUXOANAOCH
COYHMHSTH, OYKBAaABPHO B3BAaAUB POSIAb Ha CO0-
CTBEHHOE KOAEHO — HOXKKY (3araJKy MY3bIKH)
OTKPYTHA U YBOAOK MomapT, IomaAell 3TakKuH.
O6peMeHEHHBIN, IPUAABACHHBIH 3TOH oTAA-
KHUPOBaHHOU My3bIKOH, CasbepH TIKEAO
U 9eCcTHO nobuBaacs e€ B3auMHoOCTH. [Toka
B €T'0 CYPOBYIO KEABIO HE BpPhIBAACS TAHKY-
oy 6ocoHorui M HarAblii MolapT: BBIIAS-
ChbIBaA 4TO-TO HECYCBETHOE, KakK ITAaMs OTH4,
U BaAMACH Ha3eMb PAIOM ¢ HOTHBIM CaabepH,
noaMuruBasi eMy — a? Kakoso? (<MorapT
u Caabepu. [oH I'yan. Yymanr.)

...Borpoc «ObITh BAU He ObITE» (TAABHBIH,
B CYILIIHOCTH, BOIIPOC O TOM, CTOUT AU KU3Hb
TOr'0, YTOOBI €€ IPOKUBATH, PA3ZIEAUB C APY-
TMMH HEBBIHOCUMYIO HOIILy OTBETCTBEHHOCTH
3a TO, 4TO IIPOHCXOAUT BOKPYT) HaBHCAA
Haa 'amaeToM OGYKBaABHO — OIIACHOM KOH-
CTPYKIMEH U3 A€ITHBIX TABIO 1 TOPSAIIINX
cBeueii. Kamaa BoCK, moaTauBaA AéM, «ObITH»
obxkuraaso 'amaera, «He OBITEY AEIEHHUAO E€TO.
OH roBopHA, a «J0KAb» U3 BOCKA U AbZIAa AHA
Bc€ cuAbHee, Oeaas pydallka pacroa3asach
IIpsSIMO Ha raa3ax, TOUHO cAe3ana KoXa (oKa-
3aA0Ch, ofiexk1a 13 OyMary), 1 HEBBIHO-
CHMBIE CTPYH AYIIMAU YK€ II0 TOABIM IIA€YAM.
Anpaprocy MamoHTOBacy — 'amMaAeTy — IIO4TH
HE IIPUXOAHUAOCE «UT'PATh»: PEKUCCED
IIOCTaBHA €T0 B TAKHUE YCAOBHUS, YTO 3TOT
MOHOAOT MO3KHO OBIAO TOABKO IIPOKHUTH
U BBICTPaJaTh, KOpdach oT Kareab. OH
BBIXBaTbIBaA CA0OAI0 M HAYHHAA B SPOCTH
PyOUTBH KOHCTPYKIIHIO (TeaTpasbHad Kpa-
COoTa 3TUX A€ISHBIX OPBI3T — OTAEABHBIH
pasrosop), u Boutenmuii Kaasauii cpasy

«Buwrésnlii cao»

norumas, KAKOM Borpoc pemaa ceitaac
€ro HEHAaBUCTHBIM IachIHOK. (TamaeT».)

...«My3bIiKa, Urpa OT4ETAUBO», — HEO-
KUIOAHHO OAS CaMOro cebsd BCKPUKUBAA
NommaxuH. CKOABKO BapHaHTOB «HAIIIETO
€BPENCKOro OPKeCTpar» pasHOU CcTe-

II€HU B3BUHYEHHOCTH CABIIIIAAU IIOCAE 3THUX
CAOB TeaTpaAbHBIE 3PDUTEAN — HE IIEPEYECTh.
U ycabimaam Obl emié oquH, HO AoaxXuHy
Haxkpourtoca oT3bsIBaacd... conoBeld. Ilorom
emni€ oquH U ei€. CoAOBBUHBIE TPEAU
ImepepacTaAsd B KaAKOU-TO MPEMSIIUN

XOP, a HOTOM IIOYTH YTO B BOM CUPEHBHI.
OOuTraTeAn BUIITHEBOI'O Cazia, €ro rAaBHBIE
xXo3s1eBa (a BoBce He PaneBckas c 'aeBbIM),
TFOAOCHAH, OITAAKHUBas OAU3KYIO THOeAb
cBoux rHE3A. M AommaxuH MOHUMAA, YTO
€IVHCTBEHHO BO3MOXKHBIHN IIAAQH CIIa-
CEeHUS ceAaeT ero youiieli, B TOM 4HcAe
u cobcTBeHHON nymu. (EBrennit MupoHOB
OMHAXK /bl paccKa3aa MHE, KaK IIPOXOAUA
€r0 KaCTHHT Ha 3Ty POAb. «<MUHYT CEMb MbI
Moa4daau. ITorom Hakporiroc cripocua: «Bel
BOAKA AIOOUTE?» — « AFODAIO», — OTIEIITHA SI.

Ha sToM KacTuHT 3akKOH4YHACS». HO akTépa
Ha PoAb CaHHUTAapa caja — OAUHOKOI'O OHO-
ArO0a ¢ HeXXHOU AyIIol, o6pedéHHOro ObITh
JKecToKHUM,— Hakpourtoc yragaa une-
aAbHO). («BummHEBBIM camy.)

...Cuneaen, noxxaaBUINHCS CBOIO BO3-
AIOOAEHHYIO I10 IIEPEIIUCKE U TYT K€ OTIIYT-
HYBIIUH €€ CBOEH CTPacThlO, HAYUHAA
IIOTHUXOHBKY IIOAMAaHUBATh €€ caxapoM.
OpuH Kyco4deK, BTOPOH... TpeTHUH yxe
MO3KHO MOIIPUAEPKATEH PYKOH, YTOOBI
KOCHYThCH €€ pyKu. OHa IOTHXOHBKY
BKAIOYaAacCh B €T0 UTPY U BAPYT y3HaABaAa
CEKpEeT caxapa: 3a KaxXKJAbIM CAaKUM
KYCOYKOM — OUH A€Hb TIOPHMBEI (U TO OAIOT
He BCEera), 3a KaxXJ0¥ ropcThi0 — MECHIL.
MHoro-MHOr0 MecdleB 6e3 rmocaegHeH
MaA€HBKOM pagoCTH, CAKOHOMAEHHOH,
4TOOBI 38 OAWH Pa3 FOPCTIMHU BBICHIIIATH
ArobuMoi. («(KBampars.)

...JlanTe u Bearpru4ye HAKOHEIL-TO BCTPE-
YaAUCh U BUAEAU APYT Apyra. OHU coBCEM
paaoM: OPOTSHU PYKY — K TPOHEIIb OOpPoay,
KOTOPYIO 3aIlyCTHA [laHTe, CKUTasACh
o Kpyram Ajfia, IpOTIHHU PYKY — U €r0
apixaHue eé corpeet. OHM Opocaanch
HaBCTPeYy APYT APYTY — U pa3berasucs,
TaK U He COIIPUKOCHYBIINUCEL. Bexkaau CHOBa
U CHOBA, U TOYHO IIPOXOAHUAHU CKBO3b APYT
apyra. («BoxkecTBeHHad KOMEIHsI».)

«amnem»

...Ty3zenbax xkaaHO eA IIepen yXOo0M
Ha Ay3Ab, 4aBKaA, BBIAU3BIBAA TapPEAKY.
Ena — nmocaegHssa >KUBOTHAas pagoCcTh,
KOoTopasd eMy ITokKa AocTylnHa. Mpuna
y3Ke He C HUM, [a U He Oblaa HUKOTZA
C HHUM IIO-HacCTOAUIEMY. YXOAs, OH 3aIly-
CKaA TapeAKy KPyTHUTBhCS Ha pebdpe, U oHA
KPyTHAACh OY€HB JOATO — CAHUIIKOM JOATO
A IIPOCTOrO BpallleHus. 1 caunikom
KOPOTKO AAS OoCcTaBLIeHCcd KU3HU. MBI
nouyeMy-To 3HaAH, 4tro Tysenbax emré
JKUB, ITIOKa KPyTHUTCH Tapeaodka. («Tpu
CECTphI.)

...I'Bope1l BO3BOAMA JOM HAU XpaM —
Aé3Ka JKUBOTOM IoIlepeK HeOeCHBIX KadeAel,
OH BUXPEM IIPOAETaA HaZ CTPOEHHUEM U KAAA
Kupnud. Emmé onmuH noAét Kkadeaeu — emé
onuH Kupnud. Y cHOBa, 1 CHOBa — IIOAET
U TOYHOCTB, BETEP B AHIIO U OTBETCTBEH-
HOCTB 3a KPEIOCTb U KPacoTy CBOErO TBO-
peHus... («Bpemena rogar. Hacts 1. «PamocTu
BecHbD. YacTs 2. «Baaro oceHun».)

MEeI 110Ka He 3HaeM, CKOABKO IIPOCTOUT
3TOT AOM HAHU XpaM, U KTO BOUAET B HETO
cAaeioM. 3HaeM TOABKO, YTO KadyeAH ocTa-
AYICBH IIYCTBIMH.

Ne3 2018 MUT-MH®O
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Photo courtesy of the press-service of Meno
Fortas Theatre

imuntas Nekrosius’ biog-
raphy is extremely concise
and short. He was brought
up (very similar to other
well-known Lithuanian
directors) at Siluva farm in
Samogitia (the north-
western region of Lithuania with original tra-
ditions and even its own dialect). Philosophy
of a farmer, his relationship with nature,
mythology, simple way of life and tangible
being were reflected in Eimuntas Nekrosius’
work. He was not interested in technology —
only primary elements or simple things: ice,
fire, water, a wooden bar, an ax, ropes were
excellent means for creating theatre magic.
He was not interested in short-term urgency
but existential matters: life, death, fate, the
course of time, and ancestral memory.
Eimuntas NekroSius entered actors’
faculty of Vilnius Conservatory almost by
accident — his father asked him to enter
at least anything in order not to join the
army. “At least anything” became a unique
theatre system. By the way, he nevertheless
was enrolled in the army and taken away
from his wife and child, and “it was a hard
experience of humiliation, but I survived it”.
Dalia Tamulevicitté, Nekro§ius’ teacher
sent him to study in Moscow, and he
entered the course of directors led by Andrei
Goncharov at GITIS, where he was perhaps the
most unusual student, different from anybody
else, but Goncharov was always interested in
the work of his student. After working for
several theatres in Lithuania (later in Italy
and Moscow), Nekrosius created his own Meno
Fortas theatre (translated as “a fortress of
art”), which became a place of pilgrimage for
theatre-goers from Europe, and first of all,
from Russia, where they understood very well
both his cosmic magnitude, and his — despite
of its unlikeness with Russian theatre — close
relationship with it.
The work of Nekrosius, like nature, may
be divided into cycles based on Shakespeare,

Gilgamesh, an epic poem from ancient
Mesopotamia that is often regarded as the
earliest surviving great work of literature,
written on stone slabs. “This choice says a
lot about NekrosSius, his constant desire to
get to the depths of human soul and tragedy
of mysterial play,” wrote Alvis Hermanis.
For various reasons, this idea had to
be abandoned, but Hermanis offered to
stage Ibsen’s “Brand” in response: “I thought
that Brand’s loneliness and radicalism
was very appropriate for life and work of
NekroSius himself. And he gladly agreed...”

Everything was also simple and
straightforward in the director’s personal life.
He fell in love and took with him to Lithuania
a beautiful Siberian woman Nadezhda
Giultiayeva. She and their son Marius worked
as stage designers for Eimuntas Nekrosius’
productions - like an entire family of farmers
works together in the field.

There is an opinion that theatre can
not be recorded and adequately reflected
either on film or paper; it is born and dies
here and now, in front of the audience. It is
true and untrue with regards to NekrosSius’
theatre. Even stories about his productions
have some kind of visible power. He used to
fill many thick notebooks, while preparing
for rehearsals, finding solutions on paper
which later he would bring to actors. One
of his close associates, Vladas Bagdonas,
confessed that he literally burst into tears
after reading some of these notes concerning
himself. Each dedicated spectator of
Nekros$ius’ theatre has his own collection
of these scenes-gems from productions
of Eimuntas Nekrosius. They can be
exchanged, like favorite books or films, like
cultural codes, when you unmistakably
recognize your own ones. Those who
happened to see them, who succeeded in
connecting to them, living them through

Chekhov, Bible — we call it a Biblical cycle
because it consists of texts that seem to
be unsuitable for stage: “Song of Songs”,
“Faust”, “Idiot”, “The Divine Comedy”...

In January 2019, Eimuntas NekroS§ius

4 ON NOVEMBER 20, ONE -DAY BEFORE HIS 66TH \
' BIRTHDAY, EIMUNTAS NEKROSIUS, A FOUNDER OF . \ .
MENO FORT‘A$ THEATRE QNE OF THE MOST IMPORTANT °

" Photo by Audrius Zavadski\s,- = j' 7
Photo by Stanislovo Kairio

\” was due to begin rehearsals at New Riga
DIRECTORS GF THE ONGOING CENTURY EDF DIRECTORS Theatre at the invitation of Alvis Hermanis. . ;
PASSED AWAY UNEXPECTEDLY RAL LAY : , - R For staging, Nekrosius chose the Epic of The Square
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“The Cherry Orchard”

together, making them an important part of
their emotional experience, for sure became
better, finer, richer, and wiser.

...What throes of creation are, Salieri
knew firsthand: he had to compose, literally
putting the piano on his own knee — the
leg (the mystery of music) was unscrewed
by Mozart, a scoundrel of a sort. Burdened,
pinned down by this whitewashed music, he
was seeking hard and honestly its reciprocity.
Until punked-out barefoot and impudent
Mozart burst into his grim cell... (“Mozart
and Salieri. Don Juan. The Plague”)

...The question “to be or not to be” (the
main question, in fact, whether life is worth
living, sharing with others an unbearable
burden of responsibility for what happens
around) hung over Hamlet literally — a
dangerous construction of ice blocks and
burning candles. Dripping wax, thawed ice —
“to be” burned Hamlet, “not to be” froze him.
He was speaking, and “rain” of wax and ice
poured harder, his white shirt was tearing
apart, as if the skin peeled off (it happened
to be made out of paper), and unbearable
jets thrashed over bare shoulders. Andrius
Mamontovas as Hamlet almost did not
have to “act™ the director created such
environment in pain from drops. (“Hamlet”)

...“Music, play louder!” Lopakhin cried
out unexpectedly for himself. After these
words, theatre audience used to hear
many variations of “our Jewish band” of
different degrees of excitement in different
productions. Now they would have heard
another one, but Nekro§ius’ Lopakhin
heard in response ... a nightingale. Then
another one and more. Nightingale’s warbles
grew into some kind of thundering choir,
and then almost into a sound of siren.

MUT-MHPO No3 2018

Inhabitants of the cherry orchard, its main
owners (and they were not at all main
characters of the play Ranevskaya and
Gayev) wailed, mourning over the near death
of their nests. Thus, Lopakhin realizes that
the only possible plan of salvation would
make him a murderer, including a murderer
of his own soul. (“The Cherry Orchard”)

...A detainee who waited for his beloved
pen-friend and immediately scared her by
his passion quietly began to lure her in with
sugar. A lump, the second one ... the third
lump can be kept to touch her hand. She
slowly entered into his game and suddenly
found out a secret of sugar: for each sweet
piece — a day in detention, for each handful -
a month. Many, many months in prison
without his last little sweet joy, to save it and
afterwards to be able to give it away at once
to his beloved one. (“The Square”)

...Dante and Beatrice finally met and
saw each other. They are very close: just
stretch your hand — and touch a beard that
Dante grew while wandering around the
circles of Hell, stretch your hand — and his
breath will warm her. They rushed towards
each other — and ran away without a touch.
They ran again and again and as if passed
through each other. (“The Divine Comedy”)

...Baron Tuzenbach greedily ate before
going to a duel, champing, and licking up
his plate. Food — the last animal joy, which is
still available to him. Irina is no longer with
him, and has never really been with him.
When he was leaving he left the plate to spin,
and it was spinning for a very long time — too
long for a simple spin. And not long enough
for life to continue. For some reason we
realized that Tuzenbach was still alive while
the plate was spinning. (“Three Sisters”)

...The Maker built a house or a temple lying
down with his belly across heavenly swings, he
flew over the building in a whirlwind and laid
a brick. Another flight of the swing is another
brick. And again and again - flight and
accuracy, wind in the face and responsibility
for strength and beauty of his creation ... (“The
Seasons”. Part 1. “The Joy of Spring”; Part 2.
“The Benefit of Autumn”)

We do not know yet how long this house
or temple will stand, and who is the next
one to enter it. We only know that the
swings became empty.

Photo by D.Matvejev

“Hamlet”
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Comos K.A. Apnekur u Cmepme. 1907
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Anna YEITYPHOBA

domozpacduu npedocmas.ieHbl npecc-
cayokboil 'ocyoapemeernoil Tpemubsikosckoil
2anepeu

B HAYAAE TPOIIAOTO
CTOAETUS CEPTEM
JIITUAEB rOBOPUA:
«MbI, IPEXE BCETO,
KAXYIIEE KPACOTBI
[TOKOAEHUE»., ITY
MBICAb UMIIPECAPUO,
CY/IsI TIO PABOTAM

HA BBICTABKE, BIIOAHE
PABIEASIAU TPU EE
TEPOY — XYIOXHUKU
KonctantuH CoMoOB,
Huxkonaatt CATIYHOB
1 CerrEvt CYyNEUKUH.

paekuHBI CepeOpsaHOro
BeKa» Jal0T IO0YyBCTBO-
(( BaTh TOHYAUIIHUHN, cAaAKUH

1 OIbAHLIOIUM apoMar
raAaHTHOI'O BeKa. M XKUBONIUCE, U I'pa-
duKa Bcex TPEX XyA0KHUKOB OUY€Hb
TeaTpaAbHbI. 371eCh U TaM MEABKAET
OECTPBIN MAAIl APAEKHMHA — «BUHOBHHUKA
TOpzKECTBa» Ha BhICTaBKe. BAIOOAEHHBIE
KoncranTuna ComoBa 3aledaTA€HBbI

B TaKHMX KapTHHHBIX I103aX, KakK 6y,I[TO OHHN

UrparT Ha cleHe. Pe3Bainueca aMyphbl

c BUuHbeTKU CyneldKkuHa, KaXkeTcs, TOTOBBI
CHPBITHYTH CO CTPAaHUIIBI U Ha4YaTh IIpe-
craBaeHUe. OOAOKKA MOJHOTO KypHaAa
JTapuxkanka» ¢ u306pa>keHueM HapsaIHOH
naMbl 1 anpecoMm «Ky3Henkui MocTb, 4»
BOCKpEIIIaeT B HaMsITH IPUO0EI0OBCKOTO
damycoBa ¢ ero He3aOBEHHBIM BOpPYaHUEM
PO «BEYHBIX (PPAHILY30B».

OKCIIOHATOB, HEIOCPEACTBEHHO OTHO-
CSAIUXCS K TeaTpy, Ha BEICTaBKe TOXKe
HeMaAo. Y 6oAbIlle BCEro cpeau HUX
pabot Hukoaaga CanyHoBa. Ero kapTuHa
«Muctrueckoe codbpanue» 1909 roga Hamo-
MHHaeT O IEPBOM MOCTAHOBKE OAOKOB-
ckoro «Bbararanuukar, c KoTopoit, cob-
CTBEHHO, Ha 3ape XX BeKa U Ha9aA0Ch
B Poccuu noBaabHOE yBA€UEHHE KOMEAUEH
IeAb apTe. PeXUCCEPOM CIIEKTAKAS ObIA

BceBoaon MeliepxoAb, a XyAOXKHUKOM —
Hukoaait CanyHoB. OTH ABOE 4acTo

U OXOTHO COTPYAHHUYAAU APYT C APYTOM.

B nipenucaoBuu cBoett KHUru «O TeaTpe»
Metiepxoaba Hanucaas o CalryHoBe KaK

0 YeAOBEKe, KOTOPOMY «(IIPHOTKPHBITHI ObIAK
noTalHble IBEPH B CTPAHY YydECH.

Ians Ha paboThl XyLOXKHUKA
Ha BBICTaBKE, MOXKHO IIPEAIIOAOXKHUT,
4TO AL HETO CTpaHO# uynec ObIA TeaTp.
Kaxercs, korma CanyHoB He paboTaa
OAS HET0, OH UM IIPOCTO AI0O0OBAACS UAU
IIOTPYZKaACS C €ro IIOMOIIBI0O B MEYTHI.
Bo BcakoM caydae, Ha XXKeM4YyKHO-CepoH
KapTuHe «baaeT 1905 roma TearpaabHOE
OeMCTBO BBITASIUT CTOAB 3araJJ04HO
U IIPpHU3padvHo, YTO HAIIOMHHAET O CHE UAU
rpése.

Ha cGopHHKe NaMAaTH paHO YMEPIIETO
CanyHoBa ero koaaera Cepreiit Cyne¥ikusa
n3obpasua nagnryniero Apaekuaa. OueHsb
JKaAb, KOHEYHO, YTO Ha BBICTABKE HET
paborT, roe CynefiKHH 3aIle9aTAeA B 3TOM
obpase camoro cebsd,— ero KapTuH «Mog
JKU3Hb» UAU «APAEKUH U IIsepo. [IBOMHON
aBTOHOPTPET». 3aTO €CTh CAETKA HE COOT-
BEeTCTBYIOIIAas 00IeMy rapMOHHUYHO-
MEAaHXOAWYHOMY TOHY BBICTaBKH,
3a3bIBHO-TIIECTPAs U arpeCCUBHO-Ay004YHAS

Comoe K.A.
PucyHor
006/10KKU K

KHuee B.HeaHosa
«Cor Ardens.
1907
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Comoe K.A. Apnekur u dama. 1912

aduina CyneHKHHa AT aMEepPUKaHCKUX
ractpoaett Tearpa-kabape «AeTydas MbIIIb»
Hukutel BaaueBa 1922 roga. Bripouewm,
OHAa CAY>KHUT HaIIOMHUHaHHEM O BaXXKHOU
Obuorpadryeckoi Bexe B JKU3HU XYI0K-
HuKa. UMeHHO B 1922 rony oH nmpuexaa

B CIIIA u o6ocHOBasca B Heto-Mopke. Tam
CyneHdKUH NPOXKUA elé 24 roga [0 caMou
cBoel cMepTH, 0POPMASIA CIIEKTAKAN

B «MeTponoauteH Omnepa» U faxke co3naBas
[OEKOpallli K FOAAUBYICKOMY (PUABMY
«Bockpecenuer» 1o AbBy ToacTomy.

He oboiinéH Ha BbICTaBKe U 3apy-
O0exublit nyTe KoHcTanTnra CoMoBa, 0H
IIPEeACTaBAE€H, B YaCTHOCTH, BEAUKOAEII-
HBIMH HAAIOCTPAIIUAMH K IIaPUKCKOMY
usnanuio «cropuu KkaBaaepa ae I'pué

Comos K.A.
I'padpuueckuii
MOomue U3 y8emos.

Buxvemka ons
KypHana «3os0moe
pyHor. 1906
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u MaunoH Aecko». PaboT 3T0Oro XyaoxkHUKa
9KCIIOHHUPYETCS ropas3io OOAbIlle, YeM
CanyHoBa u CynetikuHa. Bens uMeHHO I'pd-
ayliiee B caenytoiieM rony 150-aeTue co qHs
poxaeHust ComoBa OCAYKHAO UMIIYABCOM
K CO3JaHHUIO 3TOU BBICTAaBKHU. Ero TBOpUe-
CTBO IPEACTaBACHO BO BCEM CBOEM MHOI'O-
o0pa3uu: 374echb U apAeKHHAaAa, U mef3aki,
U XKypHaAbHasd ¥ KHUXKHas rpaduka (B ToM
YHUCA€ HAAIOCTPAIINMU K 3HAMEHUTON 3POTH-
geckor «KHure Mapkussl», BTOPO€ U3[aHUE
KOTOpPOH, K CAOBY, BbIIIAO B [leTporpane

B 1918 roay, HecMOTp4d Ha Ie4aAbHO
n3BEeCTHEBIE COOBITHSI). BhICTaBACHEI

U CTaBIIHE YK€ XPECTOMATUHHBIMH COMOB-
CKHeE IIOPTPETHI ET0 3HAMEHUTHIX COBpE-
MEHHHUKOB (Hammpumep, AaekcaHapa baoka,
Muxawnaa Kyamuna), u papdop, BbIIIOA-
HEHHBIH I10 9CKHU3aM XyIO0XKHHUKA.

Mup ComoBa U B €T0 YMHUPOTBOPEHHBIX,
YyTh 3A€THYHBIX IIeH3axkax, U B U30-
OpaskKeHHH CISIINX JaM U LEeAYIOIHUXCs
BAIOOAEHHBIX ITap, U OaKe B er0 apAeKHU-
Hajle YAUBUTEABHO rapMoHHu4eH. [lo Hemy,
KaK U I10 MHOoruM paboram CamyHoBa
u CyneiKuHa, HQYUHAENIb CKy4aTh, KakK
TOABKO ITOKHAAENIb 3aAbl TPEThIKOBCKOH
rasepeu B AaBpyIINHCKOM IIEPEYAKE.
YecTHO roBop4, C 3TOH BBICTABKH U yXO-
OUTH HE XO4YeTCs.

Bvicmaska npooaumest 0o 19 mas

N.N.
Sapunouv.
Mummers,
1908

 Silver Age Halequins
- Tretyakov I_Galller.y,_ 8
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Anna Chepurnova
Photos courtesy of Tretyakov Gallery’s press
service

AT THE BEGINNING OF THE
LAST CENTURY, SERGEI
DYAGILEV SAID: “WE ARE,
ABOVE ALL, A GENERATION
YEARNING FOR BEAUTY .
ACCORDING TO THE
EXHIBITION, THIS THOUGHT
IS SHARED BY ITS THREE

PARTICIPANTS — ARTISTS
KONSTANTIN SOMOV,
NIKOLAI SAPUNOV AND
SERGE SUDEIKIN.

ilver Age Harlequins allow you to
feel subtle, sweet and intoxicating
aroma of the gallant age. Both
paintings and graphics of all three
artists are rather theatrical. Here and there
flashes a colorful cloak of Harlequin who is
“the hero of the occasion” at the exhibition.
Konstantin Somov’s lovers are depicted
in such artistic positions as if they act on
stage. Frolicking cupids from Sudeikin’s
vignette seem ready to jump off the page
and start their show.

Exhibits which directly relate to theatre
are in abundance at the exhibition. Most of
them are by Nikolai Sapunov. His picture
“The Mystical Assembly” of 1909 recalls
the first production of Alexander Blok’s
“Balaganchik”, which initiated a passion for
commedia dell’arte in Russia. The director
of the play was Vsevolod Meyerhold, and
the artist was Nikolai Sapunov. These two
often and willingly cooperated with each
other. In the foreword to his book “On
theatre”, Meyerhold wrote about Sapunov
that he “opened secret doors to wonderland”.

Looking at the artist’s works at the

Benoit A.N. Harlequinade. A
for «Golden Fleece» magazine.1906
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exhibition, it is possible to assume that

the wonderland for him was theatre. It
seems that when Sapunov was not working
for theatre, he was simply admiring it

or dreaming about it. Anyway, theatre
performance in his the pearl-gray painting
“Ballet” of 1905 looks so mysterious and
illusory that it reminds of a dream.

His colleague Serge Sudeikin depicted a
dancing Harlequin on the collection in memory
of Sapunov who sadly died before time. It is
a pity, of course, that the exhibition has no
works, where Sudeikin captured himself in this
image — his paintings “My Life” or “Harlequin
and Pierrot, double self-portrait”. Yet there is
slightly irrelevant to a general melancholic tone
of the exhibition, Sudeikin’s invitingly colorful
and aggressively popular playbill for American
tour of Nikita Baliyev’s Bat Cabaret of 1922.
However, it is a good reminder of an important
biographical milestone in the artist’s life. It was
in 1922 that he came to the United States and
settled down in New York. There Sudeikin lived
for another 24 years until his death, worked for
the Metropolitan Opera, and even created the
scenery for Hollywood film “Resurrection” by
Leo Tolstoy.

The international journey of Konstantin
Somov is also presented at the exhibition,
in particular, by magnificent illustrations
for Paris edition of “The story of Manon
Lescaut and the Chevalier des Grieux”.

The exhibition features much more works
of this artist. After all, the coming 150th
anniversary of Somov next year became
an impulse for creating the exhibition.

His work is presented in all its diversity,
there are harlequinades, and landscapes,
magazines and book graphics (including
illustrations for famous erotic “The Book
of the Marquise”, which second edition,

by the way, was published in Petrograd in
1918, despite famous sad events). Somov’s
portraits of his famous contemporaries (for
example, Alexander Blok, Mikhail Kuzmin)
and porcelain made according to the artist’s
sketches are also presented.

Konstantin Somov’s world in his
pacified, slightly melancholy landscapes,
images of sleeping ladies and kissing lovers,
and even his harlequinade is surprisingly
harmonious. You begin to miss him, as well
as many works of Sapunov and Sudeikin,
as soon as you leave the halls of Harlequin
and Pierrot, double self-portrait Tretyakov
Gallery in Lavrushinsky Lane.

The exhibition runs until May 19.

S.Y. Sudeikin.
The Dancing
Couple. Sketch
for costumes for
«The Marriage of
Figaro»,, Chamber
Theatre.1915
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Onvea KAHHUCKHHA.
domoepagpuu npedocmagieHsbl npecc-cayKooi
Teampa-gpecmuesans «banmuiickuii dom»

17 HOSIBPS HA CLIEHE
AAEKCAHIPUHCKOT'O
TEATPA BPYYUAU

XVII EBPONENCKYIO
TEATPAABHYIO [TPEMUIO
U XV EBPONENCKYIO
nPEMUIO «HOBAS
TEATPAABHAS
PEAABHOCTB». BCIO
HEOEAIO HAKAHYHE
BPYYEHUY B CAHKT-
[IETEPBYPI'E C PAHHETO
YTPA U 1O TIO3IHETO
BEYEPA B PEXUME
HOH-CTOTI [TPOXOIUAU
BCTPEUYU C AAYPEATAMU
HBIHEIIHET'O T'OIA U
TIPOIIIABIX AET U TTOKA3BI
X CIIEKTAKAEMN.

He BceM cecTpaM IO cepbram
CamblIli eBponeHCKUH U3 POCCHUCKUX
ropon OblA BEIOpaH He caAydaiiHO —
TAaBHBIM AQypeaToM 3TOr0 r'ofia CTaa
XyOOXKECTBEHHBIH PYKOBOIUTEAD
AAEKCaHIAPHUHCKOro TeaTpa Basepui
®okuH. CnenasbHBIH IPHU3 KIOPH IIOAY-
4yyAa UcllaHcKad akTpuca Hypua Ocnep.
[Ipemuu «<HoBas TeaTpasbHas peaAbHOCTE»
YAOCTOUAUCH OeABIHUCKUE Xopeorpad
AWBAHCKOro IIpoucxoxaenus Cunu Aapbu
Mlepkayu, mBeackuili KoarekTus «Cirkus
Cirkor», pexxuccépe! u3 Iloapmu (A0
Kagara), [loptyraauu (Tearo Pogpurec),
[MIsetintapuu (Muao Pay). Bripouewm,
IIOCAEAHUH TaK M He CMOT IIOIIacTh AaXKe
Ha IIEPEMOHUIO BPyYEHHUS IIPUCYXKIACHHOHU
eMy IIpeMHH, TaK KaK IIOAYYHA POCCHHUCKYIO
BHU3y 4yTh AU HE B ICHb HAarpaKAeHU4.
Cam pexxuccép CBS3bIBAET 3Ty IPobAeMy
CO CIIEKTAaKAEM IATHAETHEN JaBHOCTH
«MockoBcKkHe I1polieccbl» B CaXxapoBCKOM
IIEHTpPE, IIOCAE KOTOPOH OH HU pa3y HE CMOT

«Bpae Hapooa»

IIOAYYUTBb POCCUNCKYIO BU3y. IloHMMasd,
4TO He nonanaet B Poccuro (B mporpamme
IIPEeMHH OCTAACS U OBbIA IOKA3aH TOABKO
€ro NOKyMeHTaAbHBIH puabM «KoHTO-
TpUOyHaA», IIOCBAIEHHBIN I'pakIaHCKOHU
BOIiHe B 3TOo# appUKaAHCKOH CTpaHe),
Muao Pay npucaaa mucbMo, KOTOpoe
3a4UTaA CO CLIEHBI AAEKCAaHAPUHCKOT'O
TeaTpa U3BECTHBIH (PPaHIIY3CKUH KPUTHK
Kopx Banrw. Pexxuccép o4eHb BOAHO-
BaAcd O cyap0e 3TOro IIUChMa, II0OTOMY

4YTO XOTE€A BBIPA3UTH CBOIO IIOAAEPKKY
Kupuasy CepeOpeHHUKOBY, Aaypeary
npoinaoro roga. Hago otnate goaxkHoe
pexuccépam-saypearam — KaxXKAbI¥ U3 HUX
IIPUCOEAUHHUACH K 3TOH nmoaaepxke. Ho te,
KTO CAyIIIaA UX PE€YH Yepe3 HayIIHUKU

C CHHXPOHHBIM II€PEBOJAOM, 3TOI'0 [I0YTH
HE YCABIIIIAAU: IEPEBOAYUKH «HE yCIIe-
BaAW» [IEPEBOAUTE BCE, YTO CBA3aHHO

¢ Kupuaasom. Y ToABKO BEAUKOAEIIHAA PEYb
B IIOAAEP3KKY CBOOOABI TBOpYEeCTBa AbBa
JlonruHa, KOTOPBIM BBIIIEA Ha CLIEHY

CO cBoel nepeBopunIieli, Oblaa yCcAbIIIIaHA
BCEMH.

ITomumo EBporneiickoii TeaTpasbHOM
npemuu B Caukt-IleTepOypre Bpydnau
eié U npeMuro MexxayHapoaHON acColu-
alluy TeaTpaAbHBIX KPUTHUKOB «Taaus.

Eé anaypeatom ctaa XaHc-Tuc Aeman
3a KHUTY «[locTapamMaTU4YeCKUN TeaTpy,
HanucaHHyo 20 AeT Haza[ U IIepeBe-
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«Bpae Hapooa»

OEHHYIO Ha 26 I3bIKOB. /AeMaHa OYeHb
9 PEKTHO MO3APaBUAU HPEACTABUTEAN

Wunuu, Kutaa v Hurepuu, HarasgsaHo Ipo-

JEMOHCTPHUPOBAB, YTO €ro KHHUTa cTaAa
HacToSmuM OeCTCeAAEpPOM Ha Pa3HBIX
KOHTHUHEHTAaX. «54 appuKaHCKHE CTPaHbI
He pa3obpaAuch ObI B HAIlleM TeaTpe 0e3
BaIelf KHUTH»,— CKa3aA IIpeacTaBUTEAD
Hurepuun.

Bopouewm, AeB [donuH, naypeatT IIpeMUN
2000 rona, 3a9BUA Ha BCTpPEYE C KOAAE-
raMH, 4YTO HUYEr0 HOBOTO, KPOME OITH-
CaHUS HEKOTOPBIX CIIEKTAKAEH, HE OTKPBIA
nas cebg B JdlocTapaMaTHdecKOM TeaTpey.
OH ckazaa: «5l mpeamouuTaro ApamMmaTu-
4eCKHUHY TeaTp U IIAOXO IIOHUMAI0, YTO
TakKoe IIocTApaMaTH4eCcKHui. Puckyro
IIPOCABITH PEAKITMOHEPOM, HO 4acToO TO,
4TO Ha3bIBAIOT IIOCTMOAEPHOM, IBAS-
€TCs KOCHOA3BIYHEM. «5] TOHUMAIo,

HO He MOTy chOPMYAUPOBATEH» — O3HAYAET,
4TO ThI elI¢ He HoOHUMaellnb. Muccuga
TeaTpa — YUIUTh COCTpafaHuIo. 9 moaxKeH
XoTs OBl Ha CEKYHY HUCIIBITATD [IOTP-
CEHHE: g TaK He 3HaA, TaK He IIOHHMaA

U He 4YyBCTBOBaA,— a Tenepsb Oyny. Torma
5TO HACTOSAIINH CIIEKTaKAb OAS MEHSI.

O KoM ObI 4 HU CTaBHA, I CTaBAIO O cebe.
ITocTMOmEPHUCTCKUM K€ PEKUCCEDP pac-
CKa3bIBaeT O KOM-TO APYI'OM: HaJ HUM,
APYTHUM, MOXKHO CMEATHCS, U3I€BATHCH. ..
4yBCTBOBAaTH cebd BBIIIe IEPCOHAXKA.
MHe KaskeTcs, 9TO OIIacHbIi caMooOMaH.
9l 4acTo roBOpIO CBOUM apTUCTaAM — HET
TaKOTr0 ITIEPCOHAaXKa, KOTOPBIH ObIA OBI
raynee Tebd. [lo camoit MareHBKOH POAH
HYXKHO €II1€ JOpacTH».

Korna HcTopHsa 3aHKaeTCs
«Jlouemy Poccusa — e EBponia» — 6pourtopy
C TAaKUM Ha3BaHHUEM MOXKHO KyIIUTh,
Hanpuwmep, B Xpame Xpucta Crnacuread,
a CXOMHYI0 YCTAHOBKY PacCABIIIATh

MUT-UHPO No4 2018

Domo: Haoma KopeHoscKkas

B A1000#1 POCCUMCKOM TOAUTHUYECKOH TeAe-
nepenade. OQHaKO B TeYeHUE BCEH €BpO-
IIEMICKOU TeaTpaAbHOU HEAEAU X03d€Ba
u roctu [IpeMuu, HaunHa4g C IIpeacenaTeAs
KomureTa o kyabrype Caukt-IleTepbypra
KoncrauTuna CyxeHKO, YBEPSIAH APYT
apyra, uro Poccusa — umenso EBpomna, ona
OoaeeT TeMU ke OOAE3HAMU U paayeTCs
TEM K€ PaLoCTdIM, a POCCUUCKUH TeaTp
IIpEKpacHO BIIUCHIBAETCHd B €BpONeHCKUN
KOHTEKCT. Tak, npeacenareanb xxopu 2Kopx
BaHio HallOMHHUA U3BECTHYIO CEHTEHIIHIO
«MCTOPHS HE IIOBTOPAETCH, OHA 3auKa-
eTcsd MHorgar, 1o06aBUB, YTO MUP, KOHEYHO,
IIOHUMAaeT 3auKy, HO 4yBCTBYyeT Oecrio-
KOHMCTBO, U 3T0 IPABUABHO — HAI0 OBITH
OoUTeABHBIM IIO IIOBOLY YyIPo3 damusma
U HallMOHaAM3Ma, HaBUCIINX Haa EBporo#.
B kauecTBe mpuMepa TOro, Kak TeaTp ACUUT
AYIIH, OH paccKa3saa, 4To B KaHaze ecTs
Bpady, KOTOpble OYKBAABHO [IPOIIHCHIBAIOT
alyeHTaM II0Xo4bl B TeaTp U Ha KOH-
1epThl. MBICAL O 3HAYUMOCTH TeaTpa
paguKaAbHO pa3BHA PYKOBOIUTEABL TeaTpa-
dectuBaas «Baarutickuit nom» Cepreit
[Ty6: «F'ocygapCTBO — 3TO YaCTh KYABTYPHI,
a He KyAbTypa — 4acTh I'oCyJapcTBa, Kak
HaM 4acTO IbITAIOTCH OOBbICHUTD).
OTHoUIeHUud TeaTpa H ollie-
CTBa, TeaTpa U rocyfapcTBa cTaAHu
TeMOH O0OCY3KOEeHHUS Ha CUMIIO3UyMe
MexanyHapooHOH accollualiuu Tea-
TPaABHBIX KPUTUKOB: «[lepdopmaTuBHBIE
HCKYCCTBa CEroaHs: cBobona u (He)
TOAEPaAHTHOCTB». Bapuanuu sto#t
TEMBI IIPO3ByYaAHU B Ao0KAanax THHBI
[Mepuk u3 Cepbuu («IIpumu B cebe
Hpyroro»), AaekcaHapk! [lyHaeBoH
u3 Poccuu («<Ha nyTu K ToA€paHTHOCTH.
OTHYecKasl PeBOAIOIIUS ITOKOAEHUS
TPUALIATHAETHUX)), [[3kedppu Dpuka
xxeukuH u3 CIIA («OT ce3oHa Heno-
BOABCTBA K C€30HY AI0OBM»), Cr03aHHBI
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YanuumHckol nu3 CaoBakuu («IIpomraoe
BIepenu Hacy), [IlmHa Kysna Yanra
u3 'oukoHra («BBITH OTKPEITHIM BCEMY,
OBITH MYZAPBIM, OBITH TUKUM»), MaHaOy
Hona u3 dnouuu («IlpuTBOopHOE HEBEXKE-
CTBO KaK CIIOCO0 TepIieTh HEBHEIHOCUMOE.
dAnonckuit rearp 2017»), Au Coia-T'oca
u3 Kopewu («ToaepaHTHOCTB U cBOOOzA:
TeMa OeKeHIleB B KOPEeHCKOM TeaTper).
Cyns 1o 3TUM JoKAagaM, caMoi 6aaro-
IIOAYYHOH BeIrAgesa Poccus — 6oaplasa
4acThb J0KAada Hallle¥ COOTe4eCTBEHHUIIBI
OblAa IIOCBsIIIEHA CIIEKTaKAl «KBapTupa.
PasrosopseD» B nocTaHoBKe Bopuca
[TaBAOBHYA, Iie YIaCTBYIOT KaK AIOAH
¢ PAC u cunnpomomMm [layHa, TaK U AIOOU
«HOPMBI», KOTOPBIE OIIYIIAIOT Ha cebe
JKUBUTEABHBIE CBOMCTBA 3TOT0 aHTHUpAIlH-
OHaABHOT'O CIIEKTAKAL (K CAOBY, 110 CAydalo
OOABIIIOTO CKOIIA€HUS HHOCTPaAHHBIX
rocteil Ha «KBapTUpy» 3aTASTHYA U OAUH
amepukaHel. Co6paBuIrecsd — ¢ JUATHO-
3aMH U 0e3 — OXOTHO BOIIIAHM B IIOAOKEHHE
roctd U HanepeOol IepeBOAUAN EMY
IIPOUCXOSAIIEE).

Ho campim OCTPBIM CTAAO BBICTYIIA€CHHE

Mumreas Bauca u3 KBebeka Ha Temy
«Korga Aentaxx 1 MHyIIKHuHa CTOAKHY-

AMCH C KYABTYPHOH aIporpHaliiyieii.
[IpenctaBuTEAb PpaHKOA3LIYHON KaHambl
Aenax u MEymkuHa u3 PpaHIIUU CBOUM
TBOPYECTBOM OyKBAABHO OAHIIETBOPSIOT

U TEPIINMOCTD, U HETIOAJEABHOE BHHU-
MaHUe K APYyTUM KyabTypam. Ho Teneps
OHU CaMH CTaAU MHUIIEHEBIO 1AsI OOBH-
HEHHUY B HETOAEPAHTHOCTH U YyTh AR

He pacusMe: Aenax — 3a CIIEKTaKAb «SLAV»,
OCHOBaHHBIN Ha IMECHAX TEMHOKOXHUX
paboB, a MHymKuHa — 3a TO, YTO Ipen-
AOXKMAA Aenlaxky IocTaBUTH B «TeaTpe aro
Coaeli» ciekTakAb «KaHaTar, IOCBAIEHHBIH
HCTOPHUH KOPEHHBIX HapoaoB CeBepHOM
AMepuku. PuHaHCHPOBATH [IOCTA-

HOBKY CHadaaAa oTKas3aAuCh B KaHane,

a 3aTeM BO3MOXKHOI'O CKaHaAa UCITy-
rascgd OAWH M3 CIIOHCOPOB Bo dpaHIIMH.
[IpuuurHa TakoBa — paboOB U UHAEHIIEB

B CIIEKTaKASX Aerazka UTPaAU HE TOABKO

U He CTOABKO appHKAaHIIbI U HHIEHITHI,

OH «[IOCMEA» paboTaThb U C OEABIMH aKTé-
paMu. 1 MagTHUK HETEPIIHNMOCTH Ka4yHYACH
B IPYTyI0 CTOPOHY. «KyAbTYypa — HEe HEeIBU-
JKHUMOCTB,— roBopuA Balic.— Hukakasa
KYABTYpa He MOXKeT H30ekaTb BAUIHUS
OPYTUX KYABTYP. AT0OOH TPOTECT IIPOTUB
CIIEKTaKAS HaJo CYUTATh IIEH3Y PO
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CroAeTHE «3BOAIOILHH»
[TepBbIli pa3 Ha CIieHE XyAPYK
AaexcaHnpuHCKOro TeaTpa Basepuit ®oxkun
OKazaAcs eIlé B MOAOZIOCTH, KOria IpH-
exaa Ha racTpoau ¢ «COBpeMEHHUKOM», TIe
OH Torza paboras. 3abpéa IIPSIMO C YAUIIBI
Ha CIIeHy TeaTpa BMecTe ¢ pabouumu,
pasrpyzKaBlUIUMHU AEKOPAallUH, — U 3aMep
OT BEAMKOAEIIHS 3TOTO 3asa. Bpsan au
Baaeputt PokuH gymaas Torza, 4YTo OOHaKIbI
BEPHETCH Clo[a XyA0KECTBEHHBIM PyKO-
BOJUTEAEM U IIPEBPATHUT ITOT Te€aTP
He TOABKO B IIAOIIAKY JIASI CBOHUX padorT,
HO U B IIPOCTPAHCTBO, OTKPBLITOE €BPOIIEH-
CKOM pexuccype (ATThsa BuaHaHCKHH,
Kpuctuan Aronia, Teomopoc Tep3somyaoc,
Anpnpett 2Koanak u npyrue). [To caoBam
JaBHETro copaTHUKa PoKHHAa KOMIIO3UTOPa
Aaexcannpa Bakniu, eBponelcKyro IIpeMHI0
eMy MO3KHO ObIAO GBI IPUCYANUTH HAMHOIO
paHbIlle, HO I10-HACTOMAIIEMY 3aMETHAH €T0
TOABKO ceifuac, B Caukr-IleTepbypre.
TBopuecTBo Baaepus dokuHa cTaso
AEUTMOTHBOM BCEU TeaTpPaAbHOU HENEAH,
KyJZa BIIHCaAach U BbICTaBKa (poTo-
rpacduil B poiie AAeKCaHAPUHCKOTO TeaTpa
«PokuH. Hagyaao», U peTpoclieKTHBa €ro
duasmoB («<Hymep B rocTrHuIE ropona
NN», «IIpeBpaiieruer, «MiBan ®emopoBuyd
[ITrroHBKAa U €ro TETYIIKa»), a TaKXKe IIpe-
3eHTalUd ero HOBOTro (puAbMa mof pabouum
HasBaHHeM «OTroHB» II0 MOTHBaM CIIEK-
Tarag «Cerogug. 2016». Benyniue akTepsl,
paboraBmre ¢ POKUHBIM Ha IIPOTH-

JKEHUM MHOTHX A€T (ABaHraph A€OHTHEB,
Koucrantun Patikun, EBreruit MupoHos),
IpOBeAU ITUKA AeKIni «Hen3BecTHBIN
®okuH», a caM OH [aA IIyOAMYHOE MHTEPBEBIO
Muxamnay llIBrinkoMy. B nporpammy
EBpormeiickoii mpeMHH BOIIAM TPHU €TI0 OTHO-
CHUTEABHO HOBBIX CIIEKTaKAS. B POCKOIIIHBIX
HHTEpPbEPax rAaBHOTO 3aAa JaBaAUu
«IIBeiika. Bo3BpalieHHe» — OCHOBHOM
JeKopanuel craal KapTOHHBIE ITPOUAH-
3KpaHbl JUKTATOPOB, Ha KOTOPHIE TPAHC-
AUPYIOTCH KaZpbl BOMH U PacCTPeAOB, TOYHO
MUpoBasi BOMHa IIPOZOAYKAETCS [0 CUX

op. A cpenu repoeB — U PaBHOAYIIHBIH

6or (Hebecusbriit — Bukrtop Illypasés),

u nuHUYHEIH Bpad (Mrops BoakoB), 1 HeKad
MaTb-rpaHara (lHnHa Aakoba), aTakas
coBpeMeHHad Mamarira Kypax, KkoTopasa
pPeKAaMHUpPYET CETh COBPEMEHHBIX Mara-

3uHOB «CoAATHI YAAYH», U IOCTABIIUKH
hPeHKOBBIX ypa-NaTPUOTHIECKUX HOBO-
creti. U, Kak BoauTCs, MaA€HBKUHN YEAOBEK
[IIBetik (Crenan BaaakIumH), KOTOPBIH
OBITAETCH UCXUTPUTHCHA U BBIXKUTH TOCPEIH
BceoO11ero 6e3yMus, HO He MOXKET IIPUBBI-
KHYTBb K TOMY, KaK A€TKO U OBICTPO pacdeo-
BEYHBAETCH YEAOBEK.

Ha HoBoii ciieHe (re CIierasbHO AT
3TOTO CIIEKTAKAS COOPYZKAETCsl YHUKAABHOE
IIPOCTPAHCTBO-IIAEH) eBPOIIeHCKHE I'OCTH YBU-
neAar PyTYPUCTUIECKYIO (paHTa3HI0 HCTOPHKA
u apamatypra Kupuasa ®okuHa (CbIHA AQy-
peara) «Ceronuasa. 2016» o Oyayiiem BbIOOpe
YEeAOBEYEeCTBAa: IIOMMOHYTH OT COOCTBEHHBIX
TPEXOB U arpecCHU UAW BBIMTH HA HOBBIM 3Tall
pasBUTHS, Tie KaKIbIF U3 HAC yTPaTUT CBOIO

UHIUBUIYaABHOCTE, IIPEBPATUBILHCE B 6e3-
TpeLIHbIH annapar-QyHKITHIO.

3aBepIrA eBpoIetcKyo Tea-
TpaAbHYIO HeseAlo (poknHCKUi «Mackapas.
BocniomuBanug Oyaymniero», mepeKu-
HYBILIHMH MOCTHK OT IIOCAETHETO BEAHMKOTO
CIIEKTaKAS UMIIEPUU, MEHEPXOABJOBCKOTO
«Mackapana» (C BCTOPHUKO-IOKyMeHTaABHOH
PEKOHCTPYKIIHEeH (pparMeHTOB ClIeHUYe-
CKOTO TekcTa 1917 roma u TOYHO BOCCO3/IAaH-
HBIMH KOCTIOMaMU 0 3CKu3aM ['oA0BHHA),
K 3CTeTHKEe 0eCIIOIaIHOI0 JOKYMEHTAABHOTO
TeaTpa, e OPYAHEeM MECTH CErOIHSII-
Hero ApbennHa ([IéTp CeMmak) cTaHOBUTCS
He OTpaBA€HHOE MOPOXKEHOe, a TOIop,
U MYKHU IIPO3PEBIIETO PEBHUBIIA €My OoAabIle
He BEIOMBI.
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CoAnaTsl AHTEpPAaTypPHOrO
COIIPOTHBACHHSA
OnHUM 13 TAQBHBIX YYACTHUKOB HENEAU
€BPOIIEMCKOr0 TeaTpa CTaA IOPTyraAer]
Tearo Pogpurec. Ero akTéprl Hattepeboii
paccKka3bIBaAU O TBOPYECKOU KyXHE PEKUC-
cépa (B TOM YHCA€ U KyXHe B OYKBaABHOM
CMBICAE, HA KOTOPOU CrOpeAO HEMAAO daii-
HUKOB B IIPOIIECCE COUYNHEHUS CIIEKTaKA€EH),
0 TEKCTaxX, KOTOPBIE IIEPEIIUCHIBAIOTCH
BIIAOTB J0 IPEMBEDPEI, O TBOPYECKUX OTHO-
LIEHUAX, [IEPETEKAIOIINX B CEMEUHEIE.
B obmem — 06 «MneaabHOM Mupe», KaK Ha3bI-
BaeTcd KOMIIaHHUS, KOTOPYIO OH OCHOBaA
B 2003 roxy coBMecTHO ¢ Marmo#t Buzappo.
B Cauxkr-Ilerep0Oypr Pogpurec ripuBés nBa
IIOCTaBACHHBIX CIIEKTAKASL U OUH 3aMBICEA.
«/[Ipixanue» (HaitmoHaAbpHBIH fpaMaTUdecKUui
TeaTp KopoaeBbl Mapuu II) — ona 6e3BecTHOMY
cyhaépy, XPaHHUTEAIO CAMOTO AyXa TeaTpa, ero
reHuo mecta. Kpuctuna Bugaa cBoit epBbIi
CIIEKTAKADB IIOCMOTPeAa U3 CY(PAEPCKOM
OyIoKHM U ocTaAach B Tearpe HaBcerna. [locae
COpOKa AeT paboThI cypAEPOM OHA OKa3a-
AaCh Ha CIieHe — BCE B TOH 3Ke poaHr cydaépa,
KOTOPBIM IOACKA3bIBAET PEIAUKHU aKTEpaM.
C Tol TOABKO pa3HHIIEH, YTO Telephb OHU pac-
CKa3bIBAIOT €€ COOCTBEHHYIO UCTOPHIO.
CrniekTakab «<HausycTe» y2ke oqHaXK /bl
nobrIBaa B Poccuu Ha mpomraom pecTuBase
NET, cTaB 4yTh AU He TAQBHBIM €TI0 COObI-
THeM. XOTs OH OYZATO CAEAAH CIIEIIHAABHO AL
Poccuu. Ha pectuBaabHoOM Heneae B CaHKT-
[leTepOypre ero 3puTeAsIMHU B OCHOBHOM OKa-
3aAUCh eBpoIeinsl, Uy Pogpureca (B raHHOM
CIIEKTAKA€ OH U aBTOP, U €AUHCTBEHHBINA
HUCIIOAHUTEADB) BO3HUKAH 3aTPyAHEHUS, TaK
KaK €My Ha CLIEHE HyKHBI JeCATh BOAOHTEPOB,
IIOHMMAIOIIUX aHTAUNCKHUI U TOBOPAIIUX
no-pycckiu. [loka urpaercda «Hausycte», 312
JecdaTKa JOAXKHA Bbly4UTb TPUALATBINA COHET
[Mlekcniupa 1 TeM CaMbIM CAEAATh €0 HEYL3-
BUMBIM JIASI AFOOOH CITericay=k0bl, KoTopad
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3aX04eT YHHUUYTOXKUTE TEKCT (3Ty MBICAB
npodeccopa [Ixxopaxka CraiiHepa pexuccép
OHAXK/BI YCABIIIIAA OJHAXK/AbI B TEACIIEPE-
nade). Ponpurec naeTét cBod ANpHYECKUH
TekcT npo [lacrepraka, Ocuna u Hagexny
MagpnearsmramoB, Mapitaka, Bpenbepu
u CraliHepa, y3HUKAa KOHIIAQT€PS, 3HABIIIETO
HaW3yCTh BCIO Topy U IUTHPOBABIIET'O COAA-
repHHUKAM AI0OOO€ MECTO, & TaK3Ke IIPO CBOIO
0aly1IKy — 3asIAVIO YUTATEABHHUILY, KOTOpasd,
HOrPyzKasfCh B CAEIIOTY, YCIIEAQ BBIY4YUTH
Hau3ycTh coHeTr! lllekcniupa, 9ToOB! eif ObIA0
4TO (IOYUTATh» TaM, B TeMHOTeE. 13 3purenn-
Horo 3aaAa «Hau3yCcThb» BBITAAIUT KaK Kade-
CTBEHHBIN HHTEAAEKTYaAbHBIH stand-up.
Ho n3nyTpH, Ha ClieHe, KOra Thl JEAUIIb
C IIOPTYTaABCKHM PEXKUCCEPOM HAIIPH-
JKEHHUE CIIEKTAKAS, HEAb3d HEe YyBCTBOBATh,
YTO OH JIEAUTCH C IIyDAWKON CaMBbIM COKPO-
BEHHBIM. KcTaTH, pycCKoe «y4UTh HAU3YCTh»
AHTAWYAHUH CKaXkeT 0yKBaAbHO «BBLyYHUTH
CEPALIEM», a HOPTYyTaA€ell — «yKPacCuTb CBOX
BHYTPEHHUHN JOMy.

Ho cameblil paguKaabHBIN CIIEKTAKAD
y Tearo Poxpureca moka emg ocraercs
B ripoekTe. «CoxkKeHue paarar — TO AR
BBIMBIIIACHHAS, TO AU PeasbHasd IIEPEIINCKa
pexuccépa ¢ OPUCTOM TeaTpa O Iopuaude-
CKUX IIOCAE[ICTBUAX MU3AHCIIEHE], Ie OyaeT
COXK3KeH HaIllHOHaABHEBIH (haar [lopTyrasnm.
BupTyaABHBIHN IOPUCT, 4BHO IIOTEL OT yzKaca,
00'BICHSET PEKUCCEPY, YTO TAKOE Jei-
CTBUE OyIeT paclieHeHO KaK IIOKyLIeHHe
Ha [IEAOCTHOCTH CTpaHbl. Pexxuccép pas-
MBIIIIALET O CBOEM KOHCTUTYIIMOHHOM IIpaBe
Ha cBOOOLY AIOOOTO BBICKA3bIBAHHUS U TBOP-
yecTBa, IIpefcTaBAsieT cebsd B KOMIIaHUH
APYTUX TBOPUYECKUX CUAEABIIEB («YalAB,
XKene, CepeOpEeHHUKOB. . .»), IIOACTETUBAET
IOPUCTA — MOA, IIOpa YK€ Ha4UHAaTbh T'OTOBUTH
peysb B ero 3amuTy. OH BCIIOMHHAET BpeEMeHa
damucTcrol fuKTaTypel B [lopTyraany,
KOIJia IIeH3ypa 3allpeTHAa CIIEKTaKAb «AI00OBb
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ofT Bsa3aMi, X0Td puabM ¢ Cocpu AopeH

u OHTOHU KyHMHOM CIIOKOMHO IIIEA B IIPOKATE.
Llensypa mgake CHH30IIAA TOTZA OO 00BsC-
HEHHUS: UCTOPUS B (DHABMeE y3Ke IIPOH30IIIAa

U IPUHAIAEXKUT IIPOIIAOMY, & B T€aTpe OHa
OyzeT Kaxk bl pa3 IPOUCXOOUTH B HACTO-
AI11EM, [a €Ille U Ha POLHOM HI3bIKE (3TO0 AU

He IIpu3HaHue CUABI TeaTpal). Hanmomunaer,
YTO HBIHENTHHUH (paar — CBOEro pona Haapy-
raTeAbCTBO HaJl IPEABIAYIIUM (PEBOAIOITHS
Ha4daAach Kak pa3 y creH HarmonaabHOTO
Tearpa). I Bopyr TouHO onépruBaet caM ceds —
3a IIEPENHCKOM C IOPHCTOM OH HE 3aMETHA,
YTO HaCTYIIMAO paHHEe BOCKPECHOE yTPO,
KOoI7la OXpaHHUK HaltroHaabpHOrO TeaTpa

KakK pa3s nogHuMaet paar Hal 30aHUEM.
PaccTpoutcsa au 3TOT 0OXpaHHUK, KOTIA
y3HaeT, 4TO Ha CLieHe OyAyT CKUTaTh TaKOH Ke
daar? Pexmccépy, KOTOPBIH I'OTOB ObIA IOCH-
JETH B TIOPbME [Iapy TeaTpaAbHBIX CE30HOB

3a CBOM XyI0XKECTBEHHBIH KECT, BAPYT CTAHO-
BUTCS YEPTOBCKH BaXK€H 3TOT HEU3BECTHBIN
OXpaHHUK...

IToBepx OaphLepPoOB H I'PaHHIL
Meenckuti «upkyc Hupkrép» Circus Cirkor
nokazaa B Caukr-IleTepbypre cOKpalieHHYIO
BEPCHUIO CIIEKTAKAS «[ paHUIIBI» B II0CTA-

HoBKe Tuapnel Bropdopc (racTpoabHas
[edTeAbHOCTD TPYIIIILI TaKasl HaChIIIIeHHAas,
4TO GOABIIIYIO YACTb AEKOPAIlHH elle Be3Ar
naoMmoit u3 drnornun). Ho u ¢ HeboAbITMEY
CHapsijaMHU (HOAKHUIHON MTOCKOM, KOABIIOM

U KaKOU-TO TAXKEAON pelIéTKoM) narépka
akpobaToB CMOraa II0Ka3aTh B CEBEPHOM
CTOAMIIE HEMAAO CHABHBIX TPIOKOB. PerméTka
HE TOABKO BBIIIOAHSIET (PYHKIIHIO [IIPKOBOTO
CHapsa (cBobogHast AECTHUIIA), HO U CHMBO-
AM3UPYET 3aroH, pe3epBaliuio. ['panuria u eé
npeomoAeHue — EMKHUT 00pa3 A [TUPKOBOM
KOMaH/bI, CAOXKHUBIIIENCH U3 AIOZIEH pPa3HBIX
HaIlMOHaABHOCTEH, TPU3BaHHOMN TIOCTOSTHHO
IIPEOZI0AEBATH KaK AIOJCKYIO KOCHOCTD, TaK
U (pusHIecKre 3aKO0HbBI, U CYLIeCTBYIOMIEH

B COBpeMeHHOM EBporie, KOTOpo¥ npuxo-
OUTCS pa3bupaThbCs C HAIIABIBOM O€3KEeHIIEB.
B cnekTakae 3BydaT rosoca HaCTOSIIUX
MUTPaHTOB — [[3xanba n3 Adranucrana

u Kyraubn! u3 Mpana, 1 UCTIOAHUTEAEH —
Caapenr u [Turepa. OHU IIpensararoT B3TAS-
HyTb Ha EBpoIly Kak Ha 4eAoBeKa, KOTO-
poMy OpoIIleH BBI30B — UCIIOAHUTDH CAOKHBIHA
IIMPKOBOY TPIOK, a 3HAYUT, HAYYHUTHCS
nep:xaTh 0asaHC 1 paBHOBeECHE U He 60dThCH
IPEOOAETH cebd. «['paHUIILD — OYEeHb IIpa-
BUABHBIN CIIEKTAKAB C TOYKH 3PEHHUSI €BPO-
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IeHCKOTr'0 UHTEAAEKTYyaAa, HO OUE€BUIHO,

4YTO eEMY JaAU IIPEMUIO HE TOABKO 32 3TO.

3a 25 aert Circus Cirkor cmor mpeobpa3zo-
BaTh BOKPYT cebs cpeny, BTIHYTH B CBOIO
OpOUTYy OTPOMHOE KOAMYECTBO IIpecTa-
PEeABIX, MUTPAHTOB (ToAaBKO B 2015 rony
[ITBerusa npuHssa okoao 60 ThicaY
OesKeHIIeB), B3POCABIX U feTel ¢ ocobeH-
HOCTSIMU Pa3BUTHS. A eIlle OTKPBITH HIKOAY
U YHUBEPCUTET TaHIAa U IIUPKA, IIOCAE Uero
B KOMITAHUIO ITIOTSHYAUCH KOPEHHBIE IIIBEAbI,
XOTsI TIOHAYaAy OOABIITMHCTBO B Hell cocTaB-
AAU TIpUe3kUe. B HacTodlee BpeMda KOM-
maHudg HadaAaa paboTy Hal OTIepod OJHOTO
U3 TAABHBIX KAACCUKOB COBPEMEHHOT'0O MUHU-
maausMa duaunnnom ['aaccom.

BecClIleHHOCTh AHIUTHEIO

«l Xo4y co3maTe MUDP, B KOTOPOM

MHe He Hy>KHO BBIOHPaTh, KTO 51 — MapOK-
KaHell UAHU Oeabruerl. MHe Bce BpeMd ITpe/-
AATaIoT, Ha KAKOM CTYAE€ CHIETH, a g HE X04y
BEIOMpaTh. MHe KaxeTcs, KYABTyPa HUCIIOAb-
3yeT TaKHUX AIoeH, KakK s, YTOOBI yCABIIIATE
HOBBIE roaoca. KyABTypEI 3Ke BCeraa CoBep-
1aroT OOMeH, BCerzia HaXOoAdT CIIOCco0 IIpo-
HUKHYTb APYT B Apyra»,— roBoput Cuau
Aapbu lllepkayu. [Ipembepa ero CieKTaKkAs
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«Puz\zle» cocTossaach HECKOABKO A€T Ha3a[
Ha ABHHBOHCKOM (beCTHBaAe — B Kapbepe
Byap60H, 0TKyZa BEIpyOaAU IIOPOAY AAS
CTPOUTEABCTBA rOPOia, ¥ KOTOPBIH CTaA
HIeaAbHOH eKopalue AL CIIEKTaKASL.

C Tex nop «Puz\zle», KoHe4YHO, BepHyACH

B OOBIYHBIE T€ATPhI, HO OIILyIIeHNe 3BE3I-
Horo He0a HaJl TOAOBOH TaK U He YTPATHA.

B niepBy0 ouepenrb Oaarogapsi moTpsicaroniei
My3BbIKAABHOH MO3aHuKe U3 TPaIHUIITHOHHOHN
My3bIKH 0T Kopcuku o JnoHuu (KoMIIo-
sunuu 2Kana-Kaona AkBaBuBsbl, Kazynapu
Abe 1 Oabru BoiinexoBckoi). «Puz\zle»
IIOCBSIIEH BEUHOMY IIepeieAy MUpa, TIe
YeAOBEK BO3BOJUT CTEHBI U paspylIiaeT

UX (& CTEHBI, B CBOIO O4Yepeab, MOT'yT ObITH

U IIperpasiod, ¥ mycThIM IIPOCTPAHCTBOM
[ASI TBOpYecTBa — rpadPUTH UAU TeHEH).
Bo3BoauT GalrHu gas IAOTH U Ayxa U OyH-
TyeT IIPOTUB 3aTodeHud. BeuHo BeiOHpaeT
MEXKY CAAKEHHOCTBIO KOAAEKTHBA U IIOKC-
KaMH HHAVBHAYYyMa C ero HellpencKasy-
€MBbIMHU UMIIyAbCAMH, TOCKOH B AI0OOBEIO,
MeXKy FrapMOHHUEY aCHMMeTPHH B CTPOHHO-
CTBIO Xaoca. B ofHOM 13 ClleH CKYABIITOPHI

C IpeAIMH B MOAOTKAMH B PyKaX BBICEKAIOT
U3 KaMHS 1 MpaMopa (pUTypbI AIOZIeH TOYHO
o popmyae MukreaaHIKeAO — B3ITh KaMeHb

domo: Hama KopeHosckas

U oTceub Bcé anmIHee. KaMeHb, MpaMop (MAK
UX OYIIH) UT'PAIOT OIPYTHE AIOAY, KOTOPBIE
Kop4arcs IIo1 AeHiCTBHEM MOAOTKOB

u apeaeit. Ho ckyasniTop (Co3mareas)

He X04eT 3HaThb, KaK O0ABHO KaMHI0, KOIZia
OT HETO OTCEKAIOT «AHIITHEE».

BecnmoMoOLIHbIH OYHT AeTeH
Au Kagra n3BecTeH pOCCUUCKOMY 3pHU-
TEAIO II0 crieKTakAsgIM «<Makber» B MXT um.
A.Tl.YexoBa (Ha poab MakOeTa oH BhIOpaa
Aaekcess KpaBueHKO, y3HAB €ro 110 (pUABMY
HAam u cmoTpwy) u «Ilepexon» ¢ yaactTueM
peaAbHBIX HEMIIEB U IIOASKOB, KOTOPBIE
KUAU B 30HE [IEPEMENIEHHBIX I'PaAHUIL (IAS
MockBuuetl obpasna 2008 ux pacckassbl
CTaAM HacTOdIIUM HIokoM). Ha mpemu-
aABHYIO HEJEAIO OH ITPHEXAA CO CIIEK-
TakaeM «Bpar Hapona» HarimonaabHOro
Craporo Teatpa uM. XeaeHbI Mo1sKeeBCKOMU
u3 KpakoBa. CrieKTaKA€M CIIOPHBIM U IIPO-
BOKaTHUBHBIM — TaK, HAaIIpUMeED, U3 3aAa
CTaAM BBIXOAUTH AIOAM, YBUIEB, KaK

netrett nokrTopa CrokMmanHa (FOanyin
XIIIOHCTOBCKUI), 3a0UBIIIETO TPEBOTY

110 IIOBOZLY OTPaBAEHHOI'0O BOAOIIPOBOAA

Ha BozoAedeOHOM KypopTe, UrParoT IOo-
pocTku ¢ cuaapomoM [JayHa. OqHU YBUAEAU
B TaKOM AOOOBOM peILIeHUHU pesRuccépa
5THYECKOEe HapyllleHHue (AecKaThb, OH IIPOCTO
HUCIIOAB30BaA OCOOEHHOCTH 3THUX IIOJI-
POCTKOB), ApPyTHE — YCUAEHHE ApaMaTHye-
CKOM KOAAU3UM: BEAb UMed AETel C TAKUMHU
0COOEHHOCTSIMH, OTKPBITO O0POTHCS IIPOTHUB
MHeHUS OOABIITMHCTBA C PUCKOM IIOTEPSTH
CBOE€ IIOAOXKEHHE ropasao TpyaHee. Kagara

IpeaeAbHO 3a0CTPSIET ITPOOAEMY — €T0
npaBaopyd CToOKMaHH caM BBITASIUT OPOH
UH(PAHTHUABHBIM, YIIPAMBIM pe6EHKOM, a €ro
JOM HUKOT/a He 3HaA Nopdaka. Takoil xe
OecriopsI09YHOM METCKOM, B KOTOPO# pa3-
OpocaHbI UTPYUIKU (BCEBO3MOXKHBIE PEIKUC-
CépPCKUeE KYHIITIOKH), BEITAAIUT U caM
crnekTakAb. Ho du Kagra He cTecHdaeTcd
CBO€Y pacTepsSHHOCTH. B KakKOU-TO MOMEHT
akTEép BbIXOAUT U3 poau CTOKMaHHA

U HaIIpgMYyo obpalaeTcs K 3pUTeAIM (Hag
KOTOPBIMHU eIllé U NoATpyHUBaeT: «<Bam

He HpaBUTCc4 pexuccypa? Ho Bens 3To

BBl JaAU IIPEMUIO 3TOMY pekuccépy»). OH
IpU3HaETCS, YTO HEe 3HAeT, KaK F'OBOPUTH

0 3apaskeHHOM BOIOIIPOBO/IE CETOAHS, KoT/Ia
B €T'0 POTHOM TOpoe CaMblii TPsA3HBIN
B031yX B [loabllle (TOIIST AEIIEBBIM YTAEM).
Korma Tak HH3K0 maaa mpecca? Korna

paau 6e30IacHOCTH B KOTOPBIH pa3 XOTAT
orpaHuUYUTH cBoOoay? Korma 3abbiBatoT
CBOUX IIO3TOB U ITIOTOMY AE€T'KO IT03BOASIOT
3aXBaTUTL cebd memMaroraM U TUpaHam?
Korma 3aapIxaroTcsa OT HEXBATKU BO3-

AyXa U B 9TOM COCTOSHUH yIKe B OOIIIEM-TO
He o4eHb 3a00TdTCd 0 COBECTHU? DTOT OTUa-
SHHBIN stand-up Kak-TO OpraHUYHO IIEpe-
TeKaeT B cTUXHU — «[leCeHKy 0 KOHIIe cBeTa»
UYecaaBa Muaomria. O KoHIIe cBeTa, KOTOPBIH
OymeT Tak MOX03K Ha BCE OObIYHELIE THHU,

YTO MBI JIaXXKe U He 3aMETHM, KaK KOHEI]
HacTaA (a KTO 3aM€eTHA, IPOMOAYUT).

Hy BoT pa3Be uTO TeaTp, B KOTOPOM
1IeAeBphI IIO-TIPEKHEMY PEeIKHU, 3aT0 CO3pe-
BaeT HEMAaAO BOIIPOCOB, 3aCTaBUT MOEXKUTHCS
OT €ro NpeayyBCTBHUSI.
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Olga KANISKINA.
Photos cortesy of the Baltic House
Theatre-Festival

ON NOVEMBER 17, THE
1718 EUROPE THEATRE
PRIZE AND THE 15TH
EuroprPE PrizE NEwW
THEATRICAL REALITIES
WERE HANDED OUT

ON THE STAGE OF

THE ALEXANDRINSKY
THEATRE. THE ENTIRE
WEEK PRIOR TO THE
AWARDS CEREMONY ST
PETERSBURG HOSTED
MEETINGS WITH THIS
AND PAST YEARS’ AWARD
WINNERS AND SHOWCASED
THEIR PRODUCTIONS.

Not all the sisters will get the
earrings

St Petersburg was chosen for a reason —
this year’s main award winner was the
Alexandrinsky Theatre’s artistic director
Valery Fokin. Spanish actress Nuria Espert
received the special jury award. The New
Theatrical Realities Prize was awarded to
Lebanese-born Belgian choreographer Sidi
Larbi Cherkaoui, Swedish group “Cirkus
Cirkoér”, directors from Poland (Jan Klata),
Portugal (Tiago Rodrigues), Switzerland
(Milo Rau). Although the latter never

made it to the award ceremony because

he received his Russian visa too late. The
director himself associates this problem

with a five-year-old production “The Moscow

Trials” staged at the Sakharov Centre.
His only work that was left in the awards
program and was shown to the audiences
was a documentary “The Congo Tribunal”
dedicated to the civil war in that African
country. And Milo Rau himself sent a
letter that was read from the stage of the
Alexandrinsky Theatre by a famous French
critic Georges Banu, where he expressed
his support for Kirill Serebrennikov, last
year’s winner. Award-winning directors

joined in on that support. But those who
listened to their speeches via headphones
with simultaneous interpreting barely heard
any of that: interpreters “didn’t have time”
to translate everything related to Kirill.

And only the brilliant speech in support of
artistic freedom from Lev Dodin, who came
on stage with his own interpreter, was heard
by everyone.

In addition to Europe Theatre Prize,
St.Petersburg also hosted the award
ceremony for the Thalia Prize of the
International Association of Theatre
Critics. It was awarded to Hans-Thies
Lehmann for the book “Postdramatic
Theatre”, written 20 years ago and
translated into 26 languages.

Lehmann was congratulated with
great flair by representatives from India,
China and Nigeria, bringing home the fact
that his book became a true bestseller on
different continents. “54 African countries
wouldn’t have understood our theatre
without your book,” said the representative
from Nigeria.

Although Lev Dodin, year 2000 award
winner, stated during a meeting with
his colleagues that he learned nothing
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new from the “Postdramatic Theatre”
other than the descriptions of certain
productions. He said, “I prefer dramatic
theatre and I have trouble understanding
what postdramatic theatre means. I risk
passing for a reactionary, but often what
gets called postmodern is nothing more
than inarticulateness. 'I understand it but
I can’t define it, means that you don’t yet
understand it. Theatre’s mission is to teach
compassion. I must experience a shock even
if only for a second: I didn’t know it like
that, I didn’t understand it like that and
didn’t feel it, but now I will.

Then it will be a real production for me.
No matter who I’'m staging a production
about, I'm staging it about myself. A
postmodernist director, on the other hand,
tells me about someone else: that someone
can be mocked, mistreated... we can feel
ourselves superior to the character. I think
that’s a dangerous self-deception. I often
tell my actors — there is no character that
would be stupider than you. When you take
on the smallest of roles, you still need to
grow into it”.

When History stutters

“Why is Russia not Europe” is the message
that can be heard in any Russian political
TV program these days. However, during
the entire Europe Theatre week the hosts
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and the guests of the Prize, starting from
Konstantin Sukhenko, Chairman of the

St Petersburg Committee on Culture,

were reassuring each other that Russia is,
indeed, Europe, that it suffers the same
ailments and is thankful for the same joys,
and Russian theatre fits perfectly into the
European context.

Thus, chairman of the jury Georges
Banu called to mind a famous dictum
“history does not repeat itself, but it
stutters sometimes”, adding that the world,
of course, understands the stutterer but
feels unsettled, and that’s a good thing -
one must be vigilant about the threats of
fascism and nationalism that are looming
over Europe. As an example of how theatre
heals souls he told us that there are doctors
in Canada that literally prescribe theatre
and concert going to their patients. Sergey
Shub, head of the Baltic House Festival
Theatre, fundamentally expanded the
notion of the importance of theatre: “State
is part of culture, not the other way around
as they often try to explain to us”.

The relationship between theatre and
society and theatre and state became the
topic of discussion at the symposium of the
International Association of Theatre Critics:
“Performance Arts Today: Freedom and
(In)tolerance”. Versions of this topic were
heard in lectures by Tina Peric of Serbia
(“Accept Another Within You”), Alexandra
Dunaeva of Russia (“Toward Tolerance.
Ethical Revolution of the Thirty-year-olds’
Generation”), Jeffrey Eric Jenkin of USA
(“From the Season of Discontent to the
Season of Love”), Zuzana Ulicianska of
Slovakia (“The Past Is Before Us”), Ping
Kuen Cheung of Hong Kong (“To Be Open
to Everything, to Be Wise, to Be Wild”),
Manabu Noda of Japan (“Feigned Ignorance
as a Way to Tolerate the Intolerable.

Japanese Theatre 2017”), Lee Seung-gos of
Korea (“Tolerance and Freedom: the Topic
of Refugees in Korean Theatre”). Judging by
these lectures, Russia appeared to be the
most well-off — the biggest portion of our
fellow countrywoman’s lecture was devoted
to Boris Pavlovich’s production “Apartment.
Talks” that features people with ASD and
Down syndrome as well as “normal” people,
who experience firsthand the invigorating
qualities of this antirational production
(incidentally, given a large gathering of
foreign guests, an American also decided
to check out the “Apartment”. Those
present —those who medically diagnosed
and those who were not — readily showed
understanding for their guest’s plight and
eagerly translated the action for him).

But the most poignant performance
was the one by Michel Vais of Quebec to
the topic “When Lepage and Mnouchkine
Encountered Cultural Appropriation”. The
works of Lepage, a representative of the
French-speaking Canada, and Mnouchkine
of France are virtual embodiment of

tolerance and genuine consideration

for other cultures. But now they have

both become a target for accusations of
intolerance and almost racism: Lepage for
his production of “SLAV”, based on the songs
of dark-skinned slaves, and Mnouchkine for
suggesting that Lepage stage the production
of “Kanata”, dedicated to the history of

the native people of North America, at the
Théatre du Soleil.

Canada was the first to refuse to
finance the production, and then one of
the sponsors in France pulled out for fear
of a possible scandal. The reason is this:
slaves and Native Americans in Lepage’s
productions were portrayed not only
and not so much by Africans and Native
Americans, but he “dared” to work with
white actors as well. And the pendulum of
intolerance swung in the other direction.
“Culture is not an immovable property,”
said Vais. “No culture can avoid the
influence of other cultures. Any protest
against a production must be considered
censorship”.
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Centenary of “Evolution”

For the first time Valery Fokin found himself
on the stage of Alexandrinsky Theatre

in his youth, when he came on tour with
Sovremennik Theatre, where used to work.
He came onto the stage of the theatre
straight from the street, along with workers
who were unloading the scenery, and was
enchanted with splendor of the hall. It is
unlikely that Valery Fokin thought back
then that one day he would return there as
an artistic director and turn this theatre not
only into a venue for his works, but also into
a space opened to European directors (Attila
Vidnyansky, Christian Lupa, Theodoros
Terzopoulos, Andriy Zholdak and others).
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According to the longtime associate of Fokin,
composer Alexander Bakshi, he could have
been awarded Europe Theatre Prize long
ago, but he was really noticed only now, in
St. Petersburg.

Valery Fokin’s works became the
leitmotif of the whole theatre week,
which fit a display of photographs
“Fokin. The Beginning” in the foyer of
Alexandrinsky Theatre and a retrospective
of his films (“A Hotel Room in the Town
of N”, “Metamorphosis”, “Ivan Fedorovich
Shponka and his Aunt”), also presentation
of his new film under the working title
“Fire” based on the play “Today. 2016
Leading actors who worked with Fokin for

many years (Avangard Leontyev, Konstantin

Raikin, Yevgeny Mironov) conducted a
series of lectures “Unknown Fokin”, and he
himself gave a public interview to Mikhail
Shvydkoy. The program of Europe Theatre
Prize included three of his relatively new
productions. In luxurious interiors of

the main hall “Svejk. The Return” was
shown, where, as usual, a little man Svejk
(Stepan Balakshin), was trying to manage
and survive in the midst of complete
insanity, but could not get used to how
easily and quickly a person was able to get
dehumanized.

The New Stage (where a unique space
was built specially for this performance)
gave the European guests a chance to
see a futuristic fantasy of the historian
and playwright Kirill Fokin (the winner’s

son) “Today. 2016” about a future choice
of humanity: to die from its own sins and
aggression or to enter a new phase of
development, where each of us will lose
his individuality, turning into a sinless
instrument-function.

The European Theatre week ended
with Fokin’s “Masquerade. Remembrance
of the Future”, which bridged a gap
between the last great performance of the
empire, Meyerhold’s “Masquerade” (with
historical and documentary reconstruction
of fragments of the 1917 stage text and
accurately recreated costumes according
to Golovin’s sketches), and aesthetics of
merciless documentary theatre, where a
revenge instrument of today’s Arbenin’s
(Pyotr Semak) became not a poisoned ice-
cream, but an ax.
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Soldiers of literary resistance
Portugal’s Tiago Rodrigues became one of
the main participants of the Europe Theatre
week. All of his actors talked about the
director’s creative kitchen (including a literal
kitchen where quite a few kettles got burned
in the process of creating productions),
about texts that get rewritten right up to the
premiere, about artistic relationships that
spill into familial ones. In other words, about
“Mundo Perfecto” (“Perfect World”) as is the
name of the company he founded in 2003
together with Magda Bizarro.

Rodrigues brought two staged
productions to St Petersburg and one concept
production. “Sopro” (“Breath”) (Teatro
Nacional D. Maria II) — an ode to an unknown
prompter, the keeper of the very spirit of
theatre, its genius of place. Cristina Vidal
saw her first production from a prompter’s
box and remained in theatre for good. After
forty years of working as a prompter she
ended up on stage — still in that same role of
a prompter, who helps actors with their lines.
With the only difference that now they are
telling her very own story.

The production “By Heart” has already
visited Russia once during the last
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NET Festival, having all but become its
main event. Although it almost seems to
have been made specifically for Russia.
During the festival week in St Petersburg,
the audience at that production was
mostly European, and Rodrigues (in this
production he is both the author and the
sole performer) ran into a bit of trouble,
since he needed ten volunteers on stage
that knew English and spoke Russian.
While “By Heart” is playing, those ten
people must memorize Shakespeare’s
Sonnet 30 and thus make it impervious to
any intelligence agency that would want
to destroy the text. Rodrigues weaves

his lyrical text about Pasternak, Osip

and Nadezhda Mandelstam, Marshak,
Bradbury and Steiner, a prisoner of a
concentration camp who knew all of Torah
by heart and could quote any passage to
his fellow prisoners, as well as about his
grandmother — an avid reader, who, as she
began to grow blind, managed to learn by
heart Shakespeare’s sonnets so she would
have something “to read” there in the
darkness. From the auditorium “By Heart”
looks like a quality intellectual stand-up.
But from within it, on stage, when you
share the tension of the production with
the Portuguese director, it is impossible not
to feel that he shares his most sacrosanct
with the audience. Incidentally, where the
verb “to memorize” in English is literally
synonymous with “learn by heart”, in
Portuguese you would say “to embellish
one’s inner home”.

And yet Rodrigues’s most radical
production is still in its conceptual stage.
“Burning the Flag” — a fictitious or real
correspondence between the director and
the theatre’s lawyer about the consequences
of a mise-en-scéne where Portugal’s
national flag would be burned. The virtual
lawyer, clearly sweating from horror, is
explaining to the director that such an act
would be regarded as an impingement on
the country’s unity. The director thinks
about his constitutional right to freedom
of any expression and art, pictures himself
in the company of other artistic prisoners
(“Wilde, Genet, Serebrennikov...”), urges
the lawyer to start preparing a speech in
his defense. He recalls the period of fascist
dictatorship in Portugal when censorship
banned a theatre production of “Desire
under the Elms”, even though the movie
with Sophia Loren and Anthony Perkins
was being shown in movie theatres without

any issue. Censorship even deigned back
then to provide an explanation: the story

in the film has already happened and it
belongs to the past, while in theatre it will
be taking place in the present every time
and in the native language to boot (is that
not the admission of the power of theatre!).
He calls to mind the fact that the current
flag is a travesty of sorts of the previous one
(the revolution began right outside the walls
of Teatro Nacional).

And suddenly he seems to pull himself
up short — during his correspondence with
the lawyer he didn’t realize that it was
already early Sunday morning when the
Teatro Nacional watchman raises the flag
over the building. Would that watchman
be upset when he finds out that a similar
flag is going to be burned on stage? The
director, who was ready to spend a couple
theatre seasons in jail for his artistic
gesture, suddenly becomes very concerned
about that nameless watchman...

Over the barriers and borders
Sweden’s Circus Cirkoér came to St
Petersburg with an abridged version of the
play “Limits” in Tilde Bjorfors production
(the company’s tour work is so busy that

they were still bringing the majority of set
designs home from Japan). But even with
small equipment (a springboard, a ring
and some heavy grate) the five acrobats
were able to demonstrate quite a few
dramatic stunts to the northern capital.
The grate not only performs the function of
circus equipment (a free ladder), but also
symbolizes an enclosure, a reservation.
The border and getting across it is a
significant image for a circus team made
up of people of various ethnicities, destined
to constantly overcome both human close-
mindedness and the laws of physics, and
one that exists in contemporary Europe,
which is forced to deal with an influx of
refugees. The production features voices of
real immigrants — Javid from Afghanistan
and Qutaiba from Iran, and performers —
Saara and Peter. They propose looking at
Europe as if it were a human being that
was challenged to perform a complicated
circus stunt, and that means to learn to
maintain the balance and equilibrium and
not be afraid to overcome oneself. “Limits”
is a very proper production from the point
of view of a European intellectual, but it is
clear that this was not the only reason the
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company was awarded the prize. Over the
period of 25 years, Circus Cirkér managed
to transform the environment around it, to
pull into its orbit a large number of elderly,
immigrants (in 2015 alone, Sweden took

in around 60 thousand refugees), adults
and children with disabilities. And also to
open a school and a University of dance and
circus, following which native Swedes began
to come into the company, although initially
the majority of it was made up of foreigners.
The company has now begun work on an
opera from one of the major classics of
contemporary minimalism — Philip Glass.

The inestimable

value of the excess

“I want to create a world, where I won'’t
have to choose who I am — a Moroccan or

a Belgian. I am constantly being suggested
which chair to sit on, but I don’t want to
choose. I think that culture uses people like
me in order to hear new voices. Cultures
are always having an exchange, always
finding a way to infiltrate one another,”
says Sidi Larbi Cherkaoui. The premiere of
his production “Puz\zle” took place several
years ago at the Avignon Festival inside the
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Boulbon Quarry, which was used to mine
rock for the construction of the city and
which became an ideal backdrop for the
production. Since then “Puz\zle” has, of
course, returned to regular theatres, but it
never lost the feeling of having the starry
sky above its head. Primarily thanks to the
musical mosaic out of traditional music from
Corsica to Japan (compositions by Jean-
Claude Acquaviva, Kazunari Abe and Olga
Wojciechowska). “Puz\zle” is dedicated to the
eternal repartition of the world, where man
erects walls and breaks them down (and
walls, in turn, can be both an obstacle and
an empty space for art — graffiti or shadows).
He erects towers for body and spirit and
revolts against confinement. He constantly
chooses between the cohesiveness of a team
and the search for an individual with his
unpredictable impulses, longing and love,
between the harmony of asymmetry and the
orderliness of chaos. In one scene sculptors
armed with drills and hammers are carving
human figures out of stone and marble
perfectly following Michelangelo’s formula —
take the stone and cut off all the excess.
Stone, marble (or their souls) are performed
by other people who writhe under the

hammers and drills. But the sculptor (the
Creator) does not wish to know how much
pain the stone experiences when the “excess”
is being cut off from it.

The powerless revolt

of the children

Jan Klata is familiar to Russian audiences
from his productions of “Macbeth” at the
Chekhov MAT (he picked Aleksei Kravchenko
for the part of Macbeth, having recognized
him from the movie “Come and See”) and
“Transfer”, which featured real Germans
and Poles that lived in the area of displaced
borders (their stories came as a real shock to
theatregoers in 2008 Moscow). He came to
the awards week with a production of “Enemy
of the People” by the Helena Modrzejewska
National Stary Theatre of Krakow. It was a
controversial and edgy production - thus, for
instance, people began to leave the theatre
when they saw that the children of doctor
Stockmann (Juliusz Chrzastowski), who
sounded the alarm about the poisoned water
supply at the hydrotherapy resort, were
played by teenagers with Down syndrome.
Some saw the director’s head-on solution as
an ethical violation (claiming that he was
simply using these teenagers’ disabilities),
others — as an aggravation of a dramatic
collision: because having children with such
disabilities makes it much harder to openly
fight against the majority opinion while
risking one’s position. Klata accentuates the
problem to the extreme — his truth seeker
Stockmann at times comes across as an
infantile stubborn child himself, and his
house never knew what order was.

The production itself looks like that
very same disordered playroom with
toys strewn all over the place (director’s
various contrivances). But Jan Klata is
not embarrassed by his disarray. At some
point the actor breaks the character of
Stockmann and addresses the audience
directly (teasing them even: “You don’t
like the directing? But you were the ones
who awarded the prize to this director”).
He admits that he doesn’t know how to
talk about the contaminated water supply
today when his hometown has the highest
air pollution in all of Poland (they heat
using cheap coal). When the press has
fallen so low? When people once again
want to limit freedom for the sake of
security? When people forget their poets
and therefore easily allow themselves to be
enraptured by demagogues and tyrants?
When people are suffocating from lack of
air and in that state no longer care much
about conscience? This desperate stand-up
organically flows into verse — Czestaw
Milosz’s “Song on the End of the World”.
On the end of the world that will be so
much like all the regular days that we
won’t even notice that the end has come
(and those who did notice will keep silent
about it).

And only theatre (as demonstrated by
the European productions during this
busy theatre week), where masterpieces
are still rare but where the ability exists to
formulate poignant, unpleasant questions
and to not allow people to brush those
questions aside, will make us shiver in
apprehension of the end.
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Ceemanara INOANAKOBA, Onvea @YKC

domoepagpuu npedocmassieHsbl npecc-cayskbamu pecmusaneti dbanmuiickuti 0om»,
«Teppumopustr, NET

MEXIYHAPOIHBIE ®ECTUBAAU — ®OPYM CTPAH

BaAaaTvM « BAATUMCKUNT OM», ®ECTUBAAB-IIIKOAA
«TEPPUTOPHSI» U ®PECTUBAAbL HOBOIrO EBPOIIEMCKOTO
TEATPA NET, KOTOPBIE IPUHUMAIOT Y CEBSI

OCEHBIO MOCKBA U CAHKT-IIETEPBEYPT, BBITASAAT
CETO[IHSYI OCTPOBKAMU HACTOSIIEN CTABUABHOCTH.
XOT4 TEMBI, ®OPMbI U UIEU, KOTOPBIE HA HUX
PACCMATPUBAIOTCS, HE OCTABASAIOT YEAOBEKY
[TIPABA HA TTOKOM. O CAMBIX PKUX BITEYATAEHUAX —
CBETAAHA [loasgkoBaA («Baatuiickuit nom») u OAbra
dykc («TeppuTOPUS», NET).
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OT marHuTodoHa
OO0 THABOTHHBI
«[IHHK (ZN)» I
PEKVICCEP SUMYHTAC
HSIKPOLIIOC
BAANTUMCKHHN TOM»

a IoATOpa Mecdlia A0 CBOET0 yXoaa

OimyHTac Hakpomrtoc npusés B Poccutio
CBO mOoCA€THUH CIIEKTAKAB — «LIUHK (Zn)»
o kHuraMm CBeTaaHbI AAEKCHEBHUY
«HepHOOBIABCKASI MOAUTBa» U «[ [HHKOBEIE
MaABYUKI» (TeaTp Meno Fortas) — u moay4ua
IPHU3 3pUTEABCKUX cuMmnatuii. [Tybauka
oTZaAa CBOM IOAOC 3a CIIEKTAKAb-IIOTPH-
CeHHe, MaKCHMaAbHO JAaAEKHUH OT pa3Bae-
KaTeABbHOIO XXKaHpa, BeIPaXKaloniuil O0Ab,
CTBIM, COCTpaZaHHe, yKac.

Pacckas unéT oT nepBoro AuIa —
akTpHuca AapnoHa BeHpopioTe BRICTyIaeT
B oOpase caMoii IucaTeAbHUIIbI, B3Ba-
AUBIIEH Ha cels TIXKKYH MHUCCHIO OIIpoca
cBUAeTeAeH U JOOBIYH JOCTOBEPHOU
nHQpOPMAIIUH 0 TAaBHBIX KaTacTpodax
1980-x — Adprarucrana u YepHOObIAS,

U IPUBAEYEHHOM K Cyy KaK OYEPHUTEAD
coBeTCKUX peaanii. HaunHaroTcsa cBuae-
TEABCTBA C OTKPOBEHUH caMol AAeKCHEBHUY

O «CHaCTAHUBOM» NETCTBE — B XKaHPE Mpa4-
HOBaTOU KAOyHaArpl Cpeau npeaMeToB

o

|

U AIOfeH, YBUAEHHBIX raa3zaMu pebéHka:
roaad yépHas eaka, Makabpudeckue [len
Mopo3s co CHerypo4koH, HofapoK Ha AeHb
POXKIEHUS — KapTOHHBIN HA0OP CAOHHUKOB
«Ha cYacTbe» (3TO KapTOHHOE cYyacThbe OyneT
pacTu Ha NPOTHKEHUH BCETO NeHCTBHUSI,
3aKpbIBag coO0M BCcé ODoabIllee IPOCTPaH-
CTBO). B cuacTAmBOM COBETCKOM JETCTBE
3BYYHT €Ba pasdandumMas pasblInBas
HOTAa, HO APYTro¥ ITpaBabl HET, U IIOYTH
MYABTHIIAMKAIIMOHHAS I'e€POUHS IIbITa-
€TCsI BEPUTH B AO3YHTH U COOTBETCTBOBATH
ob1ieMy 3HTY3Ha3MYy.

MHOrokpaTHO IPOU3HECEHHAS YIKe
B3pocaoii CBeTaaHOM BOoeHHAas IIpHUCcATa
CCCP, pagocTh IPU3bIBHUKOB, BEPTOAETHI,
CO3/IaHHbIE B3MaXaMH AUHEEK — ITpeaMbyaa
0eCCMBICAEHHOIO KPOBOITPOAUTHSI BO UCITOA-
HEHUE «MHTEPHAIITHOHAABHOI'0 JOATay.
[TucareapHHUNA TAIIUT Ha ceOe OOOMHHBIN
MarguTodoH (pe3Ko KOHTPaCTUPYIOLIHH
C XPYIKUMH KEHCKHUMHU I1Ae4aMH), KOTOPbIH
OynaTo TaxkeAseeT, BOUpad B cebd IToKazaHUd

JKEepPTB BOMHBI U €€ riocaencTBUH. [lopoii eé
IIPOTOHSIIOT, TPAaBST, AaxKe ObIOT (IpogaBast
IpaBAy 32 Harpaabl U JKaAKHe ITIOOadKH

ot PonuHel), nHOTIA OHA cama 0exKUT

OT IpaBabl, KOTOPasl OKa3bIBaeTCsd HEBBI-
HOCHMOM, KaK paccKa3 MaTepu OBIBIIIETO
«adraHIar, craBlIero youiiei B MUPHOHK
JKU3HU. OTHU OllacHble CBUAETEABCTBA IIPHU-
BOJST MHTEPBbIOEPA HA CKAMBIO IIOACY-
JMUMBIX — B IIPOCTPAHCTBE CTaaOHAa pedpepu-
CYLBU U OOAEABIIUKU-TIPUCIIKHBIE, CHSIITHE
Ha CTYAbSIX, KaK UHBaAUBI, [TOAKaB HOTH,
OOBHHLIOT HEYOOOHYIO IIPaBAY U IIpecAe-
AYIOT IIOACYANMY1IO0, OIINPasCh Ha CTYAbSI-
KOCTBIAU. VIHTOHAITUSA CIIEKTAKAS TTIOTHU-
MaeTcs 00 UCTUHHO TparndecKuX BBICOT,
KOra 3By4aT I'oaoca KepTB YepHOOBIAS.
Paccka3s 3keHbI TI03KapHOT0 0 TOM, KaK He
Belaroliasi npapAabl bepeMeHHas KeHa
Ta¥KOM OT Bpadel HaBelllara YMUPAIOIIETO
My2Ka, CTaBIIEro 00bEKTOM PaAHO0aKTHBHOIO
H3AYYEHUS, 3By4HUT, KaK C TPYIAOM CAEPKU-
BaeMbI CTOH: 3Ta YePHOOBIABCKAST MOAUTBA
00'bEIUHSIET PECHIOHIEHTA U UHTEPBhIOEPA,
3aBOpPaXKUBaET 3PUTEABHBIHN 3aA.
CnekTakab Hakporitoca, Mex TeM,
o camoit CBeTaaHe AAeKCHUEBUY — €€
ClIeHH4YeCcKHu# o0pas3 AUIIEH repousMa

u ntacoca, BRITASIIUT HEAEIIBIM, pac-
TepsSHHBIM, IIOPOH KapUKATYPHBIM.

B npenaaraembIx o6cTOsITEABCTBAX €€
TSAXKKas MHUCCHS — YUCTOH BOABI JOHKH-
XOTCTBO. PeCIIOHIEHTEI OTKa3bIBAIOTCS
OT CBOHX CAOB, TPeOYIOT KOMIIEHCAIIUH
3a KA€BETY, yTPOXKAaloT, IOAAaI0T B CYy,

a IOKYMEHTaABHBIH MaTepHaa 3allpeliéH
K nybaukanuu. B cnekrakae Hakpomroca
IIpeTepIeBIllas 3a IpaBay onagaeT

Ha THABOTHHY, HO U OTTYZa IIPOJOAXKAET
o0palaThCs K 3aAy.

BAJITTUACKUA

(N AOM

TEATP-DECTHBASD
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JoAroaeTHe Kak HakKa3aHHE
«TO, YTO IMPOXOOHUT MHMO»
PEXXHCCEP HBO BAH XOBE
®ECTUBAAD «BAATUMNCKUM [IOM>»

Ha dectuBase «<BarTUHCKUNE 1OM» IPU3
npeccel uMeHu Aeorua I[lomosa
mmoAy4uA criekrakab Bo BaH Xoge «To,
YTO IPOXOAUT MHMO» IO pOMaHy Ayuca
Kymnetipyca «O cTapbIxX AIOOSX, O TOM, YTO
IPOXOAUT MUMO», HATIUCAHHOMY IIOYTH CTO
AeT Hazan. Kak U B IpenpIayIeil HHCIIEHU-
poBKe poMmaHa Kymnetipoca «TatiHasa cruaa,
HCTOPUS CBdA3aHAa C OCT-UHANUNACKUM KOAO-
HHAaABHBIM ITpONIABIM Hunepaanmos, 4yB-
CTBO BHHBI 3a KOTOPOE IIOHYK/Ja€eT BbITa-
CKHUBaTh CKEAETHI U3 IITKa(OB.
...IloncBeyeHHOE MpadyHOBATHIM CBETOM
IIPOCTPAHCTBO OI'PAHUYEHO IIAACTHUKO-
BBIMHU II€PETOPOAKAMHU CO CAEJAMHU pa3-
MEBITBIX 0€ABIX KapaKyAeH U paaaMu CTy-
ABEB BIOAB HUX. OTPOMHBIHN 3€epKaAbHbBIN
3aHUK OTpazxXKaeT IIOAMOCTKH U IIOTAOIIAET
3aA — 3pUTEAb BUOUT cebd cpenu repco-
HaxXel aericTBa. My3bIKaHT U KOMIIO3HUTOP
Xappu e BUT TBOPUT PUTMUYHO-IIIYMOBOM
MOTHB CIEKTaKASd — U3 3K30TUYECKOH
IIEPKYCCHOHHOH yCTAHOBKH OH U3BAE€KAET
IIOTYCTOPOHHUE 3BYKH. [log HUX MeIAEHHO
OBUXKYTCHA B IIyCTOTE (PUTYPHI CTApPO0O-
Pa3HBIX AIO/IEH B IBIABHO-UYEPHOM — 3TO
YA€HBI CEMBH, BO FAaB€ KOTOPBIX 97-AeTHAA
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6abymrka OTTHUAUA U €€ 94-AeTHUH
naBHUM AI000BHUK OMuAL TakMa, 00b-
ennHEHHBIE O0IIled TatHON — yOuicTBOM
Mmyxka OTTHAUU U POXKIEHUEM HUX OOLIETO
pebénka B ceMmbe. K IIIeCTBHIO IOCTEIIEHHO
IIPUCOEAUHSIOTCS OeTH (MAaaaieMy — 38,
ctapuiemy 3a 70: akTEpPOB 3HAYUTEABHO
MOAO3IKE «COCTapPHUA» TIIATEABHBIH TPUM).
Komy-To 13 HUX BHE3aIIHO OTKPhIBAETCS
TalHa CeMbH, APyTHe CMYTHO A0TaablBa-
IOTCS O Hel, a KTO-TO BCIO JKHU3Hb Myd4a-
eTCd OTTOrO, YTO 3HAEeT NPUYHHY IIPO-
KAdITHS pona. HecMoTpst Ha 3peAOCTDb, OHU
[O-IIPeKHEMY HEIIPUKAaSHHEBI, ¥ CTpagaloT
OT Ype3MepPHOH YYBCTBEHHOCTH HAH IIOA-
HOTO €€ OTCYTCTBHS, UX CEKCyaAbHas
JKU3Hb Ha I'paHu IlepBepcuu. Maangmiue
IIOTOMKH IIPECTYIIHBIX AFOOOBHUKOB,
ArOOgmmue apyr apyra Aot u OTTHANS,
[aske B BBI3BIBAIONIE-3POTUIYECKOH CUTY-
allyy He CIIOCOOHEI 3aHATHCS AIOOOBBIO —
TO AU U3-3a IPUPOAHOU BAAOCTH AoTa,
TO AH H3-3a ero IIOXO0XKHUX Ha UHIECT OTHO-
IEHUH C CEKCYaAbHO-aKTUBHOM MaTephlo,
TO AH H3-3a TOrO, YTO OH IIOACO3HATEABHO
YyBCTBYET KPOBHOE pPoACTBO ¢ OTTHANEH.
[Ipu3pak youToro Myska KaxkabId JeHb
IIPUXOAUT K HAKA3aHHOH JOATOAETHEM
6abymike OTTHANY, 0OpEeYEHHON BO3Bpa-
IATHCS B KOIIIMAap IIPOILIAOTO, & B HACTO-
AmeM HabAoaTh BEIPOXKAEHUE cBoel
ceMmbHu. [logpoOHEBIH ClleHUYeCKU TICHX0a-
HaAUu3 pexRuccép 3aBeplIaeT (PUIypPaAbHBIM
IIOCBIITIAHHUEM I'OAOB IIETIAOM, U 3€PKAABHBIN
3aITHUK MHOXKHUT 10 O€CKOHEYHOCTH
IeleABHBIH CHeronas Ha (poHe KAa 0HIIT
U PYHH.

CeadH c aHTHYHOCTBIO
«CEMYAC HET BPEMEHHU HA AIOBOBb»
PEXXUCCEP IAMHP CAAMM3STHOB
GECTUBAAD «(BAATUMCKUIN TOM>»

CI‘[CKTaKAB «Celiyac HET BpEMEHU

Ha AI000BBL» 3CTOHCKOTO TeaTpa
R.A.A.A.M. BHOBS npuexaa B Poccuro

Ha (pecTuBaAb «BaATHHCKUI JOM» TTOCAE
ydactud Ha MexnyHaponHoM BoakoBckom
dectuBaase B dpocaaBae. UcTopusa
AmMduTproHa — mepcoHaXka aHTHUYHBIX IILEC,
KOI/la-TO BAOXHOBHBIIas Moabepa, B cepe-
JUHE IIPOIIIAOT0 BeKa ObIiAa OCTPOYMHO
nepenucaHa 6pasHABCKUM ApaMaTyproM
l'uavepme duretipeny. Jamup CasuM39HOB
cresaA aBTOPCKYIO PeOaKIIUNI0 BEPCUU
dureiipeny, HocuBlyo HazBaHue «Um Deus
Dormiu La em Casa» (<Bor HOYeBaA B 1omen),
U IIOCTABHA I10 HEY HHTEAAEKTYAABHYIO
KOMETHUIO.

...KOoCHOS3bIYHBIH «CHAOBHUK»
AM@puUTpHOH, HECMOTPA HA BOMHCTBYIOIIIH M
aTeunusM, BCE XK TaKU CMYILEH IIpeacKa-
3aHHEM O TOM, UTO BO BPEMS €TI0 OTCYT-
CTBHS (10 IIpUYNHE OUTBBI, KOTOPYIO OH
JIOAKEH BO3TAABHTE) B €T0 IOME IIEPEHOYYET
MyzX4HHa. Tak CMyHI€H, YTO pPEIIaeT caM
OPUHMTU HOYBIO K CBOEH 60rob0sa3HEeHHOMH
JKeHe AAKMEHE [0l BUAOM 3eBca, IPHUHIB-
IIEeT0 ANYHHY €€ My2Ka, 4TO0bI UCIIBITATh
eé cynpy>KecKylo BepHOCTb. KpacaBura
AAKMeHa IIpPeKpacHO IOHUMAaET, KTO IIEpeS,
Hel, ofHaKO0, OOHMKeHHAas YAOBKOHM pPEeBHU-
BOTO CyIIpyTa, IPUHUMAaET UTPY, BbhIpaxkasd
FOTOBHOCTE U3MEHHUTE €My C O0roM.
OCKOpPOAEHHBIH AM(MPUTUPHOH NBITAETCS
YCTBIOAUTE €€, HO BCTpedaeT apryMEHTHUPO-
BaHHBIN OTIOP (BEpHEE, HATIOP) CO CTOPOHEI
AAKMEHBI: €€ MY3K — TepOi — HUKOr1a Obl
He IOKHHYA I10oAe 0051, 9TOOBI TAHKOM HaBe-
CTHUTB CYIIPYIY; a €CAU 3€BC HE Pa3AEAUT
C Hel Aoxke, To ockopbut eé kpacoty! Takas
HEeOoXUJaHHAas KOAAU3USA NaéT BO3MOXK-
HOCTB JAS U30LIPEHHOMN CAO-

BECHOM U CMBICAOBOM 3KBUAU-
OPUCTHKU U TOHKOH UHTPUTH
JAS UCTIIBITAHHS CYIIPYKECKUX
oTHolIeHuH. 1 5Ta BO3MOXK-
HOCTE OAecTsIIe peasnsyeTcs
BCEMH TBOPIIAMU UHTEPAK-
THUBHOT'0, IIOYTH IIAOIIATHOT'O
nericrBa. OHO 3axXBaThIBaAeT
3pUTeEAS Y2Ke Ha IIOAXO0E K 3pU-
TEABHOMY 3aAY: COILEIIITHH

CO CIIEHBI «XOp» (Ha IeAe — ABa
BeCEABIX 1asonad u3 XXI
BE€Ka) AUYHO IPUBETCTBYET

Kaxpaoro. [Tocae gero yske Ha cLieHe, OAS
Ioa3a0bIBIINX aHTUYHYI0 MU(OAOTHIO,
«XOPHUCTBD I10-CBOMCKH HAOAATHIBAIOT
KPaTKyI0 HCTOPHIO aHTUYHBIX T'€POEB.
[TocTogHHOE IIPUCYTCTBUE B 9TOM aHEKIOTE
«HEBUAUMBIX» TOCTEH U3 OymyIero ode-
CIIeYUBaeT IIPSIMOM KOHTAKT CO 3pHUTEAEM

U B3aUMOAeHCTBHE C TAABHBIMH II€PCOHA-
JKaMHU (OHH TO IPHUCTPAUBAIOTCS OEeAATh
ceAadH C reposMH, TO AOCTAIT KOP3UHBI

C IIOIIKOPHOM ¥ 04KHU 3 D, uT00HBI crioanHA
HacAagUTBHCS CLIEHOH arpecCHBHOTO cobaas-
HeHUda AAKMeHoM rope-3eBca), a ©UX KOM-
MEHTapUuH COMBAOT MU(POTBOPUYECKUH
nadoc ¢ AeTeHabl 0 poxkaeHuU ['epakaa.
AxTépckag koMmaHaa (Kpucto Bunusr,
Uurpupg Mapryc, Maptus Keiis, OTT
Kapray, Tern Aamn, Xeppuet Toomnepe)
paboTaeT AErKo, 3TIOTHO, B3aXA€D, OyaTo
OT IIEPBOTO AHIIA, JEKOPaIlUH-TPaHC-
dopMeprI IpeBpaIaTcs BO YTO YIOLHO,
YCAOBHO CTHUAHU30BAHHBIE KOCTIOMBI OCTPO-
YMHO JIOTIOAHEHBI PEKBU3UTOM U3 APYTOH
3pBI — TaK APEBHHE I'PEKU BOCCTAAU HU3-IIOL
MHOTOBEKOBBIX KYABTYPHBIX HACAOEHUH

U OKa3aAUCH ITPUATHO IIOXOXKHUMH Ha Hac.
3a 4TO B 3aCAYKHAHU IIPU3 3PUTEABCKHX
cuMInaTui «baATHHCKOro goMan.

BAJITUACKUA
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BayTpu «MakbeTa»

«MY3EH BBIMBICAA. 1. HMIIEPHSI»
MATHACA YMIIBEPPECA
PECTUBAADB «TEPPUTOPUA»

MaTHac YMIbeppec pELMIUTEABHO CTED
TPaHUILy MEXAY MY3€€M U TeaTPOM.

B ero «My3ee BbIMBbICAa» Ha «TeppUTOPHI»
naBaau «MaxkGeTar. BmecTo mporpaMMKH —
KpacHad KOMHaTa C BUAEOIIOTPeTaMHU
YYacCTHHUKOB U UX TBOPYECKO# Ouorpadueii.
HeGoabIrass KoMHaTa U 4eThIpe S3KpaHa

II0 CTE€HaM II0OHAQ4YaAy IIOXOXKH Ha CKY4YHO-
BaToO€E IIPOCTPAHCTBO AeKTOpHUd. Ilox crath
IIPOCTPAHCTBY U HA4YaAO — BCIIbIXUBAET
ONVH 3KpaH, IZI€ Mbl BUAUM yCIIELIIHY O
buszHec-aenu (Auxeaa MoauHa, 3Be31a
¢duabmoB Ilenpo AabMozoBapa), KoTopasd
TOABKO YTO IIPOTAIIUAA BBITOAHBIN AAL
CBOETr0 €BPOIEHCKOro roposia KOHTPAaKT,
OTKPBIBIINH IITAIO3BI IAS OyAYIIEro IIOTOKa
KUTANUCKHUX UHBECTHUIIUH, a II0CAE€ yCHYyAa
OT IlepeHAaIPAKEHU IIPSIMO 32 pabodum
CTOAOM. Bo CHe elf 9BUAUCH HE TOABKO TPU
LIEKCIIMPOBCKHE BEABMBI, a IleAasd CBUTA
¢dppukoB. OT IBYXMEPHOI'0 IIPOCTPAHCTBA He
OCTaeTCd U CAela — 3PUTEAU OKa3bIBAIOTCH
BHYTPH BUPTYaABHOI'O AEUCTBUS, IIOL IIepe-
KPECTHBIM OTHEM TAKHUX KIYUYUX B3TALAI0B
U CBHUCTHIIUX PEIAUK, TOYHO MEXAY KOHYU-
KaMu AByX panup. Busnec-aenu (MaxbeT)
IPOCHIIIaeTCs — ¥ (PPUKHU HCUE3AI0T,
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HO Top4T y3Ke BCE 4eThIPE 3KpaHa, U faxKe
IIyCTBIE CTOABI AeNlapTaMEHTa TEIePhb U3AY-
4aroT yrpoay. [ApyxKecKuit pa3rosop ¢ banko
3aKaH4YHUBaeTCHd, KaK JOAXKHO, 3BOHKOM
OT M3pa, KOTOPBIX O4YEHBb JOBOAECH yCII€XaMHU
Maxk6eT u rno3gpaBAdeT €€ C IIOBBILIEHUEM.
TekcT aequ MakOeT pexxuccép oTmaa
Pobepy Aemazky, 4YbI0 BEAUKOAECIIHYIO
II0 TOYHOCTH U BMECTE C TEM O4YEHb JEAHU-
KaTHYI0 UTPY MBI YK€ MOTAU OLIEHUTB.
Paszymeercd, B TaKOM paclpeneA€HUU HET
HHKAaKOI'0 TPAHCBECTHU3MAa, HO 3Ta Iapa —
MOpPIIMHUCTALd, CMEPTEABHO yCcTaAad
JKEHIIIUHA-YOUMIa U PBIXABIH, BIABIH,
OepyIui peBaHII YYyKUMU PYKaMH MYX-
YHMHA — BIOXHOBUTEAb YOUHUCTB,— IIPU-
OaéT JaBHO 3HAKOMOMY CIOXKETY HOBYIO
OCTPOTY. 3pUTEAH IIONIAAIOT TO B aTMOC-
depy ceMeHHOM POCKOIIIU U HEHABUCTH
npaBdled BepXyIIKHU (To4HO B «[ubean
0oroB»), TO B JKyTKOBaTBIHA AeC a-As [19BUL
AunY. OTOT HaBcerna 3aoUKCHPOBAHHBIH
U BMECTE C TE€M XKUBOH CIIEKTAaKAb TaAKOH
IIAOTHOCTH, 4YTO 34 OJJUH pa3 HEBO3-
MOXKHO YBHUAETh BCE€ OTTEHKH OTHOIIEHUMH,
0OoABIIIe IOXOKUX HA IIOEANHKY, B3TALIOB,
TaWHBIX JKeCTOB U HEBBICKA3aHHBIX 00U/,
Ho pexuccép MHAOCTHUBO paspeuraet
CMOTPETH CBOH BUPTYaABHBIN CIIEK-
TaKAb CTOABKO, CKOABKO IIOHAI0OUTCH,
coCpenoTa4duBadcCh Ha IIepcoHaXax, Kak
Ha AIOOMMBIX KapTHUHAX.

IIponmacTh HAH IIPOPBATHCHA
«dIETH COAHIIA» i

PEXXVCCEP THMO®EH KYASIBHH
®ECTUBAAD «TEPPUTOPHS

HOBbIﬁ criekTakAb HoBocubupCKoOro rocy-
JapCTBEHHOI'0 aKaJJEMHUYECKOr0 TeaTpa
«KpacHsbIil hakesr — APKUY IIPUMEP TOT0, KaK
MOZKHO IIPEAEABHO OCOBPEMEHUTE CTOAECTHHUH
TEKCT, HU4Yero B HEM He IIOMEHSB, TOABKO
COKpPAaTHUB, U OCTAThCs B IIPOCTPAHCTBE
IICUXOAOTHYECKOro TeaTpa. [leticTBue «/leTeit
COAHITa» [IEPEHECEHO U3 ABOPSIHCKOHN ycaabObl
B YHUBEpPCUTETCKUH KaMiiyc CHANKOHOBOH
JOAUHBI, IIOYTH TaK XK€ U30AUPOBAHHBIN

OT BHEIITHETo MUpa, Kak u ycansba. Bpems —
kauyH 2000 roga, Korga 4eAOBe4YeCTBO
3aCTBIAO B OXKHIaHHUH TEXHOT€HHBIX KaTa-
CTpOo U TEXHUYECKUX IIPOPEIBOB. [laBea
IIporacos ([TaBea [ToagKOB) — He TOPHKOBCKUH
XUMUK, a IIPOABUHYTHIN aUTHUIITHUK, €TI0
cectpa Ausa (Upuna KpuBoHoc), KoOTopyro
[TaBea 3a6paa K cebe, TocTpamasa mpu
TEepaKTe B METPO U HE MOXKET IIPEOJOAETH
IIOCAEICTBHUS TPaBMBbI U IIOCTTpaBMaTHde-
ckoro cuHapoma. Bopuc YenypHott (3ame-
yareabHad pabota AHnpes YepHbIXa) IIoraa
B CtaHQOpPA 0 ABYCTOPOHHEMY OOMEHY...
Tak KaxXIo0My Iepolo COUYHMHEHA COBpe-
MeHHas buorpadous, HO 3TH Guorpadpun
IIOYTH HE 3aTPOHYAU TEKCT U OCTAAUCH

B [IoApoOHOM OyKAeTe, I/le pacCKas3bIBaeTCs
TaKXKe 00 UCTOPHUH CO3NaHUS ITbECHl, 0 PyC-
CKUuX nokoputeasax CHANKOHOBOH JOAUHEI,
y4€HBIX-BU3HOHEPaX, 0 MUAAEHUYME (gpaMa-
Typr npoekta Oarra PeqgaHuHa).

Bpems4a Ha yacax UX YHUBEPCUTETCKHUX
KOMHAT, ITIOX0XKHUX Ha KEABH, HEYMOAUMO
npubanxkaercda Kk 2000-my roay u K obHY-
AeHUIo. B criekTakae KyagbuHa — cBost
HPOHUS CYABOBI B HOBOTOHIOIO HOYb, CBOH
TaKEABIE IPO3PEHUS, CTPAIIIHbIE IIPH-
3HaHUA ¥ MOMEHTBI HCTHHBI, IIOCA€ KOTOPBIX
Ho-IpekHeMy yKe He OyaeT. HukTo u3 atoi
MaA€HBKOM PyCCKOM KOAOHHH HE CMOTPUT
HaOOEBIIUH TEAEBU30D, Iie EAbIiHH co
caoBaMHU ¢l ycTaa, 4 yXOXKYy» IPEACTABALET
CTpaHe HUKOMY HE U3BECTHOTI'O IIPEEM-
HuKa. Kak ¥ cTo AeT Hazam, AU He 3aMe-
4aloT, KaK B UX KU3Hb He3aMeTHO, KaK ObI
IIPHUIIEHUBAaSACh U OCMaTPUBAasICh, HO YK€
[10-X039HCKH BOIIIAO OyayIiee.

Pexunccépy MUAAEHUYM IIOAEAHA KU3HD
IIPUMEPHO II0II0AAM, OCTABUB U [IaMATh
00 5TOM SIBAGHUH, U AUcTaHIuIo. [lokasaTs
«CAOKHOE TICUXOAOTHMYECKOE CIIAETEHHE
KOH(AUKTOB BHYTPH HCUYepIIaBIIero cebsd
MUpa» — TaK OH caM OIIPEIEAUA CBOIO

3a1a4y. 9T0 4yBCTBO HCUYEPIIAHHOCTH —
00IIIeCTBEHHOTO YCTPOUCTBA, MHOTHX (O4€Hb
MHOTHUX) OTHOLIEHUH, 3aHATUH, U HEIIOHU-
MaHUd, KaK MEHSThCH U KyZla ABUTaThCs,—
ceffyac, CIIyCcTd IIOYTH ABAAIIATE AET, 000-
CTPHAOCH ell¢ 6oablre. B «/leTsax coaHIiar
OVH yXOOUT COBCEM, He Haxond cebe
MecTa HU B HaCTOLIIEM, HU B OyAyIIeM.
OcTaabHBIE MAIOTCH Ha IIEePeIlyThe, YTO0bI
B UTOT€ TakK ke 6e3HaAéKHO OTCTAaTh (OyK-
BaABHO — OT'b€XaTh BrAyOb CILIEHBI HA ITAAT-
¢dopmax). U TOABKO OOWH, TeHUH B KOMIIBIO-
TEepPHBIX TEXHOAOTUSX U MH(PAHTUABHBIHA
PeOEHOK B YyeAOBEeYeCKUX OTHOLIEHUSX,
IOPBAaB C IIPUBA3AHHOCTAMH U 00d3aTeADb-
CTBaMH, Pe3KO IIpophIBaeTcs B Oyayliee.
Kyna, kak u3BeCTHO, BO3bMYT HE BCEX.
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Ilo mopore B OiH-Xapon
«COABb SEMAH»

PEXXVICCEP IIBH CAAP

(HAZIRA PERFORMANCE ART ARENA,
V3PAUAD)

®ECTUBAAB NET

aTOT CITEKTAKAB 10 POMaHYy-aHTH-
yTonuu Amoca KeliHaHa 04€Hb IIOM-
XOOUT AAg Opoasdero TeaTpHKka: napa
BHIEOKAMED, AeTCKHE MAITHHKU K COA-
JOATHUKH, KapTOHHbIE JOMHUKH U BeTXasd
KyKAa-TOAEM, CIIuTad U3 rpyboii TkaHu, 6e3
AUWIIA B OEKBI (TaKYIO OBbI CIINAN PeOEHKY
B KaKOU-HUOyAb OeHOM qepeBHeE, a ero
BoOOpazkeHue HArpaauAo ObI KYKAY AUIIOM
u cynsboii). I MEHOro-MHOIO KHAOTPaMMOB
COAM — €€ PacChINIaloT II0 CLieHe paau obpasa
IIyCTBIHU, CPEOH KOTOPOH BbIpacTalOT U3pa-
uAbCKHe ropoga 1 canpl. CoAb — KBUHTAC-
CEHIIHS 3eMAHU C €€ UCTOpUEN U KYABTYPHBIMHU
CAOSIMH (pacCKa34yHK MOXKET BOOUTH 9KC-
KYPCHH I10 €€ X0AMaM U BIIaAHAM, KOTOPbIE
IOMHSAT OuOAeHiCKIEe COOBITHS U KPECTOBBIE
noxonbl). I KBUHTACCEHIINS 0OAH — COAB
ocTaéTcs, KOrja BbICOXAU BCE CAE3BI.
OiH-Xapoa — Ha3BaHUE UAeaAbHOT'0
KubyI1a, KyJa repoii pacckasa 6exxuT
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OT BO#HBI. Pagu 3T0T0 OH YOUBaEeT B CBOEM
JIOME IIPECAEIOBATEAEH, IOATO IIPIIETCS

Ha 4yepaake, IIeTAsSIET I10 HOYHOMY T'OPO.LY,
IIABIBET II0 MOPIO, YTOHAET MAIIIHUHY, CTaA-
KHBaeTcs ¢ apaboM, KOTOPBIH Tak 3Ke 0esKUT
OT BOHHBI, BUAUT TH0EADb CAYyYAWHBIX IIOIIYT-
4YHKOB, OepéT B IAeH reHepaaa... Kornma

B CIOKeTe BO3HHUKAaeT apad-IBOHHUK I'eposi-
uynaes, MOIBASIETCS UAAIO3US aHTUBOEHHOTO
nadgpoca: feckarthb, BCe OLMHAKOBO CTPAIAIOT
OT BOHHBI; Korza e oba 6epyT B IIA€H u3pa-
HABCKOT'O T€HEpaAa, 3pUTEAb OKOHYATEABHO
IIepecTaéT CAEAUTD 3a AOTUKOM CIOXKeTa U pas-
Oupartbcd, KTO KOMY Bpar (ubo 31ech Kaxk bl
OLVHOK B CBO€H AMYHOU BOMHE IIPOTHUB IIEAOTO
mupa). U otnaérca MepHOMY pUTMY BOCTOY-
HOTO g3bIKa, KOTOPBIHY 3By4YHUT TaK KPacHuBo,

U1 HEM3AEUUMOM ropedyr 4YeAOBEeKa, KOTOPBIN
00peuéH ObITH BEYHBIM BOMHOM B O€CKO-
HEe4YHOU BoMHe. KaMmepa nqaBHO y>Ke HE CAEOUT
3a 0e3AMKOM BETXOM KYKAOH, a HAllle BHU-
MaHHE 3aHIAU CaMHU aKTEPHI.

Beraerl nocturaet cBoero ditH-Xapoaa.
ToAaBKO OH BOBCE HE ITOXO0XK Ha IIBETYIIHHI
paii. [lepes HaMU AWINE YUCTBIM 5KpaH IBETA
coam — 6eaoe Huuto, HUpBaHa, COH 0e3 CHOB.
UAu ToT HEpEaAbHBIN OEABIH IIBET, B KOTOPBIH
OMHAaX bl YUAET KaKAbIH. B 01MHOUYKY.

K ropH3oHTy COOBITHH
«MbI BCE BEPEM HA CEBSD»
PEKUCCEP

KPHCTO® MAPTAAEP
(«ITAYHITIMABXAYC», LTIOPUX)
SECTHBAAL NET

¢H3HKI/I IIOPOM HA3BIBAIOT ABACHUL
IIpHUPOAbI KaK M03ThI. [Opu30HT
COOBITHH — IpaHUIIa YePHOH ABIPLI, KOTOPAas
HPUTATHUBAET AI000H 00BEKT, U3 €€ 00BATHH
He BbIPBAaThCH a’kKe CO CKOPOCTBHIO CBETA.
HWmeHHO Tyna, K TOPU30HTY COOBITHH, CTpe-
MHUTCS KOCMHUYECKHH Kopabab, Ha OOPTY
KOTOPOI'0 COOPAAUCE PA3HOI'0 Poaa €BPO-
HelcKHe NPOXUHAEH: PYKOBOAUTEAD IIpe-
CTYIIHOM CTPOUTEABHOM KOPIIOPAIUH,
CBSIIEHHUK-AIOOUTEAD, TOProBell II0YTH
CBEXKHM MSICOM, TUPEKTOP AHUIIOBOroO POHIA,
poeCCHOHAABHBIH Pa3pyLINTEAb Kapbep
METOJOM TPaBAHM B UHTEPHETE, HACAEAHHUIIA
PUPMEI II0 PETUCTPAIINN AUIIOBBIX KOM-
nagui#... OHK KynuAu GACHOCAOBHO JOPOTHE
OHAeTHI Ha peiic 10 TOPU30HTA COOBITUH,

rae oOHyAuTCHd MH(OpMAIIUs IIPO HUX (TaK
Tenepb Ha3bIBAeTCs OTIIYIIEHUE I'PEXOB).

B naaromMuHaTOpE 3TOr0 KOCMHYECKOTO
THUTaHHUKa CHadaAa BUAHBI TOPEI, IIOTOM
obAaka, BBIXOZ 3a IIpeaeAbl 3eMHOH aTMOC-
deprl 1, HAKOHEL], KOCMOC.

[psaxable, XBaTKHUeE, TPELIHbIe, Oe3yKO-
PH3HEHHO OZIeThI€ €BPOIIEHIIbI, HaJd KOTO-
primu mBetiniaperr Kpucrod Mapraaep
roMepHUYeCKH U FOPHKO, TOHKO B YMHO
CMeETCd yKe KOTOPBIN CIIEKTaKAb IIOAPLL,
AETST K CBOEMY OYHIIIEHHIO OPraHU3MOB
u penytanuii. 1 ToAbKO B nnoaéTe IIOHHU-
MaloT, YTO KaIllCyAaa, KOTopasi COXpaHUT
ux B 0e30I1aCHOCTH, KyZa-TO [10eBaAaCh,

[a Uy HITypBaaa Kopabad HeT ITHAoTa.
MockBa cTasa IIOCAETHUM MECTOM, I7e
OBbIA CBITPAH CIIEKTaKAb «MbI BCc€ Gepem
Ha cebs. MapTasep TAETET
TaKAS W3 BEAL U €BPO
TpannIliy BC Ha

18 BCC BPesama

MmeHa (Bax, Baruep, Momapt, YalikoBCKUH,
I'pur u npoune BeAUKUe «IIIBeHAIIapCKUe»
KOMIIO3UTOPEI, a Takke ®pasuk CuHaTpa,
Yoo FOprenc, Matika [I3kekcoH, OATOH [I3K0H
U ApyTHe — B UCIIOAHEHUH JBYX MHAHHUCTOB
U BCEU TPYIIIIBI) U OCTPOYMHOTO abCypaUCT-
CKOT'0 TeKCTa. DTaKUX IIyTEBBHIX 3aMETOK,
TIe TIPEICTABUTEAHU «IAUT» DOATAIOT
C OTKPOBEHHOCTBIO CAYyYaMHBIX IOy TUYNKOB.
COKpPYIIIUTEAD KAPhEP AEAUTCH TPOdPeCcCH-
OHaABHBIM CAOBapEéM MHTEpPHET-XeHTepoB,
YTeHUEe KOTOPOro IpeBpalaeTcs B paIl.
Hacaegauiia oxXomHOTO IIPECTYITHOTO OM3-
Heca pacCKa3bIBaeT AETEKTUBHYIO UCTOPHUIO
ero rnoaydenus. [lorpebureau coBpeMeH-
HOT'0 UCKYCCTBA IIBBIPIIOTCI MUAANOHAMH,
YTOOBI IEPEKYITUTE apT-IIEAEeBP — CBUHYIO
HOTY (4TO0OBI TIOTOM ITPOCTO BIIUTHCH B HEE
3ybammu). CAyX ycaazkaeT omepHas JuBa-
roarorpamMma. [TocTaBIIMK HECBEKET0O Msica
HepBHO TpebyeT BOKPYT cebs IIyCcTOoro IIpo-
CTPaHCTBA — OH CAUIIIKOM [JOATO BIIapuBaA
TYXASATHUHY, 9YTOOBI TEPIIETH PAIOM AIOJIEH.
CueHa U 3pUTEABHBIN 3aA COOTHOCSTCH
B 9TOM ITPOCTPAHCTBE KaK OM3HEC-KAACC
U 9KOHOM-KAAQCC eTUHOTO Kopabas, yaeTa-
IOILIETO O HACTYIIACHUS «3PbI ITU(PPO30sD»,
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INTERNATIONAL FESTIVALS —THE BALTIC HOUSE ForRUM
FOR THE BALTIC COUNTRIES, THE TERRITORY FESTIVAL
ScHooL AND THE FESTIVAL OoF THE NEwW EUROPEAN
THEATRE OR NET THAT ARE BEING HOSTED IN MOSCOW
AND ST PETERSBURG THIS FALL, APPEAR TODAY TO BE
THE POCKETS OF TRUE STABILITY. EVEN THOUGH THE
FORMS AND THE IDEAS THAT ARE BEING ADDRESSED
THERE DO NOT GIVE MAN THE RIGHT FOR A PEACE

OF MIND. SVETLANA PoLyakova (BALTDOM) AND

OLca Foux (TeErriTORY, NET) TALK ABOUT THEIR
MOST VIVID IMPRESSIONS.
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From a tape recorder
to the guillotine
“ZINC (ZN)” i}
DIRECTOR EIMUNTAS NEKROSIUS
THE BALTIC HOUSE

hortly before his death Eimuntas

NekrosSius brought his final production
to Russia — “Zinc (Zn)” based on Svetlana
Alexievich’s books “Chernobyl Prayer” and
“Boys in Zinc” (MENO FORTAS Theatre)
and received people’s choice award for this
shock of a production that is as far from the
entertainment genre as possible, the pain,
the shame, the compassion, the horror.

The story is told in first person — actress
Aldona Bendoriute portrays the writer
herself, who has interviewed witnesses
to the major catastrophes of the 1980s —
Afghanistan and Chernobyl — and who
was put on trial as a detractor of the
Soviet reality. The testimonies begin
with Alexievich’s own revelations about a
“happy” childhood. Then comes the oath of
allegiance to the USSR, which the already
adult Svetlana has recited numerous times,
the joy of the conscripts, the helicopters
created with the flaps of the rulers — a
preamble to the senseless bloodshed for
the fulfillment of one’s “international
duty”. The writer drags a reel-to-reel
recorder on her fragile shoulders, and it
seems to grow even heavier as it absorbs
the testimonies of the victims of the war
and its consequences. At times she gets
chased away, hunted, even beaten (people
selling the truth for awards and pitiful
handouts from the Motherland), at other
times she herself runs from the truth
that ends up being unbearable, like the
story of the mother of a former Afghan
War vet that became a murderer in
civilian life. These dangerous testimonies
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land the interviewer in the prisoner’s

box — in the space of a stadium, where
the judge-referee and the jury-fans,
sitting on the chairs like the disabled
with their feet tucked under them,
accuse the inconvenient truth and
persecute the defendant, leaning on their
crutches-chairs.

The tone of the production rises to
the truly tragic heights when the voices
of the victims of Chernobyl are heard.

For instance, the story of the wife of a
fireman about the pregnant wife, who,

not knowing the truth, would sneak in
behind the doctors’ backs to visit her dying
husband who had become an object of
radioactive emission.

Meanwhile, Nekros§ius’s production is
about Svetlana Alexievich herself — her
stage image is devoid of heroism and
melodramatics; it looks ridiculous,
lost, cartoonish at times. In the given
circumstances, her difficult mission is
pure quixotry. Respondents renege on
their testimonies, demand compensation
for slander, press charges, and the
documentary evidence is banned from
publication. In Nekro§ius’s production the
one who endured for the truth is sent to the
guillotine, but even from there she continues
to address the audience.

Ne4 2018 MUT-MH®O
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Longevity as punishment
LOUIS COUPERUS
“THINGS THAT PASS”
DIRECTOR IVO VAN HOVE
THE BALTIC HOUSE

vo van Hove’s production “Things that Pass”,

based on Louis Couperus’s novel “Old People
and Things that Pass” that was written almost
a century ago, was awarded the Leonid Popov
press award at the Baltic House Festival. As in
the previous stage version of Couperus’s novel
“The Hidden Force”, the story is tied to the
Dutch East-Indian colonial past and the sense
of guilt over it which compels one to drag
skeletons out of the closets.

...The space illuminated with a somewhat
gloomy light is enclosed by plastic partitions.
Audience members see themselves among
the characters in the production via the
reflecting backdrop. Musician and composer
Harry de Wit draws otherworldly sounds
from an exotic percussion set. Figures
of people in dusty black move slowly to
those sounds. They are members of a
family, and at the head of that family are
the 97-year-old grandma Ottilie and her
94-year-old longtime lover Emil Takma,

MUT-MH®O N4 2018

united by a mutual secret — the murder
of Ottilie’s husband and the birth of their
mutual child in the family. The procession is
gradually joined by children (the youngest is
38, the oldest is over 70). For some of them
the family’s secret is suddenly revealed,
others have a vague suspicion about it,
and some go through life tormented by
the knowledge of the reason for the curse
hanging over their family. Despite the
maturity they are still very much out of place
and they suffer from excessive sensuality or
from complete lack thereof, their sex life is on
the verge of perversion. The younger offspring
of the criminal lovers, Lot and Ottilie, who
love each other, are incapable of making love
even in a provocatively erotic setting.
Grandma Ottilie, who was cursed with
longevity, is visited by the ghost of her
murdered husband every day, and she is
doomed to return to the nightmare of her
past and to watch her family die out in the
present. The director completes his detailed
stage psychoanalysis with the metaphoric
sprinkling of ashes upon their heads —
and the reflecting backdrop multiplies the
ashfall to infinity against the background of
cemeteries and ruins.

A selfie with antiquity
GUILHERME FIGUEIREDO

“NO TIME FOR LOVE?”

DIRECTOR DAMIR SALIMZYANOV
THE BALTIC HOUSE FESTIVAL

he production “No Time for Love” by

Estonia’s R.A.A.A.M. theatre has once
again come to Russia for the Baltic House
Festival, following its participation in
the Volkovsky Festival in Yaroslavl.

The story of Amphitryon, a character
from ancient plays, had once inspired
Moliére and was cleverly rewritten in

the middle of last century by Brazilian
playwright Guilherme Figueiredo. Damir
Salimzyanov made an author’s edition

of Figueiredo’s version titled “Um Deus
Dormiu La em Casa” (“A God Slept Here”)
and staged an intellectual comedy based
on it.

...Amphitryon, an inarticulate security
official, is rattled by a prophesy that
another man will spend the night at his
house while he is away on a military
campaign, despite his militant atheism.
And he decides to test his god-fearing
wife Alcmena’s conjugal fidelity by coming
to her in the night under the guise of
Zeus. Alcmena realizes who is before
her and, feeling insulted, she accepts
the game, expressing her readiness to
give herself to the “god”. Offended by
this, Amphitryon tries to shame her
but is met with Alcmena’s compelling
rebuttal: her husband is a hero and would
never have abandoned the battlefield!
Such an unexpected collision allows
for sophisticated verbal and logical
equilibristics and delicate intrigue to
test the marital relations. And that
opportunity is implemented brilliantly by

all the creators of the interactive almost
market-place type action. The “chorus” (in
reality — two cheerful loafers from the 21 st
century) comes down from the stage and
personally greets everyone. Afterwards,
already back on the stage, the “chorus
members” easily chatter about a brief
history of ancient heroes for those who
partially forgot ancient mythology. The
constant presence of the “invisible” guests
from the future in this story ensures direct
contact with the audience (they either sidle
up to take a selfie with the characters, or
they pull out buckets with popcorn and 3 D
glasses). The team of actors (Kristo Viiding,
Ingrid Margus, Martin Koiv, Ott Kartau,
Ténn Lamp, and Harriet Toompere) works
with ease, sketch-like, with passion, as
though from a first person, thereby making
the ancient Greeks seem pleasantly similar
to us.
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Inside “Macbeth”
MATIAS UMPIERREZ’S “MUSEUM OF

FICTION. I. EMPIRE”
THE TERRITORY FESTIVAL

atias Umpierrez decisively erased

the boundary between museum
and theatre. His “Museum of Fiction”
presented “Macbeth” at the Territory
Festival. Instead of the program, there
was a red room with video portraits of
the participants along with their artistic
resumes. A small room with four screens
along the walls is reminiscent at first of
the slightly boring space of a lecture hall.
The beginning befits the space as well -
one of the screens lights up and we see a
successful businesswoman (Angela Molina,
the star of Pedro Almodovar’s movies),
who had just rammed through a contract
profitable for her European city, a contract
that had opened up the gateways for the
future influx of Chinese investments,
and afterwards fell asleep right at her
work desk from too much stress. In her
sleep she is visited not only by the three

MUT-UH®O No4 2018

.H“Shakespearean witches, but by an entire

entourage of freaks. No trace remains of
the two-dimensional space — audience
members find themselves inside a virtual
action, in the crossfire of such fierce looks
and hissing retorts as though they were
trapped between the pointed tips of two
rapiers. The businesswoman (Macbeth)
wakes up, and the freaks disappear, but
now all four screens are lit up and even the
department’s empty desks are now exuding
danger. The friendly conversation with
Banquo ends as it should — with the phone
call from the mayor, who is very happy with
Macbeth’s achievements and congratulates
her on her promotion.

The director gave Lady Macbeth’s text
to Robert Lepage, whose acting skills,
brilliant in their precision and at the same
time so very delicate, we had already
come to appreciate. Naturally, there is
no transvestism in this assignment,
but this couple - the wrinkled, deathly
tired murderess and the podgy, withered
architect behind the murders who decided
to take his revenge by proxy — give a
new edge to the familiar plot. Audience
members find themselves either in an
atmosphere of family luxury and hatred
of the ruling elite (like in “The Damned”),
or in an eerie forest a la David Lynch.

This production, forever locked in place
and at the same time so dynamic, is so
dense that it’s impossible in one go to

see all the nuances of relationships that
rather resemble duels, of looks, secret
gestures and hidden hurts. But the director
graciously allows audience members to
watch his virtual production as many times
as needed, focusing on the characters like
one would on one’s favorites paintings.

To perish or to break through
MAXIM GORKY
“CHILDREN OF THE SUN”
DIRECTOR TIMOFEY KULYABIN
THE TERRITORY

he Red Torch Theatre’s new production is

a vivid example of how one can
maximally modernize a hundred-year-old
text while remaining in the psychological
theatre space. The action of “Children of the
Sun” is moved from a nobleman’s manor (as it
was in the original) to a university campus in
the Silicon Valley — almost as isolated
from the outside world as the manor. The
time is the eve of the year 2000, when all of
humanity froze in anticipation of technology-
related catastrophes and technological
breakthroughs. Pavel Protasov (Pavel
Polyakov) is not Gorky’s chemist but a
progressive IT guy, his sister Lisa (Irina
Krivonos), whom Pavel took to live with him,
was injured during a terrorist attack at a
metropolitan railway station and cannot
overcome the aftermath of her injury and
the posttraumatic stress disorder, Boris
Chepurnoy (a remarkable work by Andrei
Chernykh) got into Stanford through a
two-way exchange... Thus every character is
given a contemporary biography but they
barely touched the text and remained in
the detailed booklet, which also talks about
the history of the play’s creation, Russian
conquerors of the Silicon Valley, visionary
scientists, problems generated by the
millennium, etc. (playwright for the project
was Olga Fedyanina).

The time on the clocks in their university
rooms inexorably moves closer to the year
2000 and to the reset point. No one in that
small Russian colony watches TV that
everyone is sick of. On the TV screen Yeltsin
pronounces his sacramental “I'm tired, I'm

leaving” and presents the country with a
successor that no one knows. And just like
a hundred years ago, people don’t notice
that the future has already slipped into their
lives. Inconspicuously, as though comparison
shopping and looking around, but already in
a manner of one that owned the place.

For the director, the millennium
split life roughly in half, leaving behind
both the memory of that event and the
distance from it. He himself described
his goal as showing “the complex
psychological interlacing of conflicts within
the world that had exhausted itself”. Now,
nearly twenty years later, that feeling of
exhaustion - of social structure, of many
relationships, occupations, and failure to
understand how to change and where to
go — has become even keener. In “Children
of the Sun” one of the characters leaves for
good, unable to find his place in the present
or in the future. The others languish at the
crossroads only to ultimately fall behind just
as hopelessly (literally — to move to the very
back of the stage using platforms). And
only one of them, a computer genius and
an immature child when it comes to human
relationships, bursts abruptly into the
future, having broken free of attachments
and obligations. A future where, as we know,
not everyone will be invited.
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The road to Ein Harod
“SALT OF THE EARTH”

DIRECTOR TSVI SAAR (HAZIRA
PERFORMANCE ART ARENA, ISRAEL)

his production based on Amos Kenan’s

dystopian novel is a perfect fit for a small
wandering theatre: a couple of video cameras,
toy cars and soldiers, cardboard houses and a
shabby golem doll sewn from coarse fabric, with
no face or clothes (a doll like that would have
been made for a child in some poor village, and
that child’s imagination would have endowed
the doll with both a face and a destiny). And
many-many kilograms of salt — it’s poured over
the stage for the sake of creating the image of
the desert, out of which the Israeli cities and
gardens grow. Salt is the quintessence of the
land with its history and cultural layers (the
storyteller can lead tour groups along its hills
and valleys that remember Biblical events and
the Crusades). And the quintessence of pain —
salt is what remains when tears have run dry.

Ein Harod is the name of an ideal kibbutz,
where the protagonist of the story runs to
escape the war. For that purpose he kills his
pursuers in his home, hides out in the attic
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for a long time, roams around the city at
night, sails across the sea, carjacks a vehicle,
bumps into an Arab, who was likewise running
away from the war, witnesses the death of
his accidental travel companions, captures a
general... When the plot brings forth an Arabic
doppleganger to the Jewish protagonist, it
creates the illusion of an antiwar pathos: as in,
everybody suffers the same from the war; but
when they both capture an Israeli general,
audience members stop altogether trying to
follow the logic of the plot and figure out who is
whose enemy (for everyone here is alone in
their personal war against the entire world).
And the audience surrenders to the cadenced
rhythm of the Oriental language that sounds
so pretty and the incurable bitterness of a man
doomed to be the eternal soldier in an endless
war. The camera has long since stopped
following the faceless shabby doll, and our
attention is captured by the actors themselves.
The fugitive reaches his Ein Harod.
Only it doesn’t resemble a thriving paradise
at all. Before us is only a blank screen the
color of salt — a white Nothing, a nirvana, a
dreamless sleep. Or that imaginary white
light that one day all of us will disappear into.
By ourselves.

Toward the event horizon
“MIR NAMEDS UF OIS”

(“WE TAKE IT ON”)

DIRECTOR CHRISTOPH
MARTHALER (SCHAUSPIELHAUS
ZURICH). NET

vent horizon is the edge of a black

hole, which pulls any object toward it;
nothing can escape its hold even at the
speed of light. And it is there, toward the
event horizon, that a spaceship is heading
with various European swindlers on board:
head of a criminal development corporation,
an amateur priest, a distributor of almost
fresh meat products, a director of a sham
foundation, a professional career-destroyer
through internet harassment, an heiress
to a firm that registers sham companies...
They purchased astronomically expensive
tickets for a passage to an event horizon,
where the information about them will be
reset (that is what they call absolution these
days). The viewport of this space titanic
first shows mountains, then clouds, exit to
beyond the Earth’s atmosphere, and, finally,
Space. Decrepit, tenacious, sinful, faultlessly
dressed Europeans that Switzerland’s
Christoph Marthaler has been mocking in
so many productions in a row, loudly and
bitterly, subtly and smartly, are flying toward
their cleansing of systems and reputations.

And only in flight do they realize that there’s
no salvation for them. Marthaler weaves
the wreath of the production out of the
great music of the European tradition of
all times and for all times (Bach, Wagner,
Mozart, Tchaikovsky, Grieg, and other
great “Swiss” composers, as well as Frank
Sinatra, Udo Jurgens, Michael Jackson,
Elton John, and others — performed by two
pianists and the entire troupe) and a sharp-
witted absurdist text. The career-destroyer
shares his professional dictionary of internet
haters, the reading of which is turned into
a rap session. The heiress to a lucrative
criminal business tells a detective story of
how that business was obtained. Consumers
of modern art squander millions to outbid
others for an art masterpiece — a pig’s foot (in
order to later simply sink their teeth into it).
An operatic holographic diva delights the
ear. The distributor of old meat nervously
demands to have the space around him
cleared — he spent too long peddling rotten
meat to tolerate having people next to him.
The stage and the audience hall in this
space correlate like business class and
economy class of the same spaceship that
flies away prior to the start of the “digital
age” where man will not survive. The
question is, whether or not you’re ready to
understand and accept the fact that you
yourselves are that ship’s passengers.
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POCCHSA

CbIH MHpa

Hpura AANTTIATOBA

domo npedocmassieHbl npecc-cayxb6oti MexxOyHapooH020 meampaibHO20 hecmuealst

®. M. /locmoeasckozo

B Beaukom Hosrorponk u Ctapoii PyccE
3ABEPIIUACS XXII MEXOYHAPOIHBIN TEATPAABHBIN
®ECTUBAAb DP.M. /TOCTOEBCKOTO

2018 rony 3TOT U3BECTHBIH
He ToABKO B Poccuu,
HO ¥ B MHpPe PeCTUBAAD
KapAWHAABHO OOHOBHA CBOH
¢dopmar. [loarvie TOABI OH
Ha3bIBaACH «PEeCTUBAAEM
KaMEPHBIX CIIEKTaKAEH», U JeHUCTBU-
TEeABHO, He0OABIITIHE 110 (pOPMATY ITOCTAHOBKH
UrpaAuch B ocHOBHOM B Crapoii Pycce:
B camoM [lome-my3ee P. M. [locToeBCKOrO,
B ero Hay4Ho-KyABTYPHOM ILIEHTPE (B 9TOM
roay OH cTaA Ha3pIBaThbcd My3eem poMaHa
«bBparba Kapamasossn), B JIK «Pycudn.
U TOABKO OTKPBITHE (PeCTUBAAS IIPOXOIHAO,
KaK IIpaBHAO, Ha clieHe HoBropoackoro
Tearpa Apambl uMeHH . M. [locToeBCKOro,
rae 3pUTEeAd MOTAY YBHUIETE «[IOAHO(OP-
MaTHBIH» CIIEKTAKAD.
B 3T0OM 65100 HEMAAO XOPOLIETO
U [I0-HaCTOMIIEMY TPOraTeAbBHOr0, BEIb
aKTEPBI BBIXOUAM HE Ha TPaauIli-
OHHYIO CIIEHY, a IPOHUKAAH B ITPOCTPaH-
CTBO, HEKOITIa 00KHUTOE CAMHUM BEAUKUM
aBTOPOM, YTO IIPUIABAAO CIIEKTAKASIM

«Hpecmynﬂenue u HarkasaxHue»
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ocobyro arMocdepy. Ho koarmuecTBO 3puTeaseit
OBIAO CYILIECTBEHHO OTPAHHUYEHO TeMHU 3Ke
KaMepHBIMHU [IPOCTPAHCTBAMH, a IIOTOMY
u caMm peCcTUBaAb He BCeraa MOT IIP03BydaTh
B IIOAHBIH TOAOC, CTATh COOBITHEM HE TOABKO
PETHUOHAABHOT'0, HO U OOIIIEPOCCHUMCKOT0, Aa
U MeXXIyHapoLHOr'o Macuirada.

U BoT Teneps MoAoKEeHNE U3MEHUAOCD.
B 3ToM rony oOHOBAEHHBIH (heCcTHBAAD
IpeACTaBHA 3pUTEAIM 14 CIIEKTaKAeH,
KOTOpBIE IIIAU B TeYeHHe HeJeAl, 3aKOH-
guBIIedica 11 Hog0ps, B IEHb POKIECHUST
dénopa MuxatinoBuda. Het, Crapas Pycca
He ObIra 3a0bITa U 00/IeA€HA CIEKTAKASIMH,
TPHU pa3a roCTH (PeCTUBAAL ITPUE3IKAAU
B 9TOT I'OPOL, YTOOBI YBUAETDH CIIEKTAKAHN
B IIPEXKHUX ITpocTpaHcTBaxX. OCcTaAbHEBIE XKe
TeaTpaAbHBIE COOBITHUS ITPOXOAUAU B CAMOM
HoBropoge, KoOTOpbIH TOXKE paCIIHPUA CBOIO
TeaTpaAabHYIO Tonorpadguio. CrieKTakAu
UTPAAUCH B TeaTpe, PUAapPMOHUH U €€ oM
Baaax, B Myaee 1300pa3suTeAbHBIX HCKYCCTB
u KyAbTypHOM IIEHTpE «AKPOH». A TAaBHOE,
HBIHEITHUH (PeCTHBAAB CTaA I10-HACTOSIIEMY
MEXIAYHaPOAHBIM: B HEM IIPUHAAN yIacTHe
TeaTps! u3 Typkmenucrana, CAOBeHUH,
[Moasmiu, Mcnarnuu, Beaapycu, AUTBEBI
u gazke dmounuu. M enié oueHs BasKHO, YTO
B 3TOT pa3 OOABIITMHCTBO CIIEKTaKAel ObIAU
BBIIIYIIEHBI B [Tapy ITOCAEIHUX CE30HOB,

a 3HA4YUT, IIPEICTaBASIAU CaMble IIOCAEHUE
CLIeHHU4YeCKUe II0OMCKU B Mupe [0CTOeBCKOTO.
BesycaoBHO, 661A0 OYEHb HHTEPECHO

HabAIOIATh 3a IPOIECCOM CHHTE3a pas-
AWYHBIX YEAOBEYECKHUX U TeaTPAABHBIX MEH-
TaAUTETOB, 32 TeM, KaKue IIPOU3BeNeHUI

U CIOKETHBIE AMHUU B HUX ITPUBAEKAIOT
3apy0esKHBIX PEKUCCEPOB U HCIIOAHUTEAEH.
Bens [locToeBCKUH — IIOUCTHUHE CBIH MUpA,
ucaTeAb, OTPa3UBLUINY B CBOEM TBOpPYE-

-

«Bpames Kapamaszo8b»
L ] b
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CTBE HE TOABKO OTE€4YECTBEHHBIE PEaAUU
U AYXOBHBIE IIOUCKH, HO U TEMBI BEYHBIE,
3a/iaA BOIIPOCHI, HE TEPAIOIINE aKTyaAb-
HoCTHU Bcerna u Beszae. CrleKTaKAK ObIAU
O4YEHBb pa3HbI€ — OT IIOYTH AOMAIIIHUX,
CEMEMNHBIX IPEACTABACHUHN 10 CAMBIX
HACTOSIINX TeaTpasbHbIX 6A0KOACTEpPOB.

KoneuHo, BCe 3T0 3aMETHO IIOBAUSIAO
U Ha pacClllUpPEHHE 3pUTEABCKOT0 Kpyrosopa.

K «6aokbacTepamr, moxKasyH, CTOUT
OTHECTH IIPOEKT pexkuccépa MUpbgaHbI
MenoeBrUdY 1 aKTEPOB U3 CAOBEHCKOH
A100agHEI. B34B 32 0OCHOBY poMaH
dIpecTtynaeHue 1 HaKa3aHUE», CAOBEHIIBI
HU3BSIAU €0 U3 ObITa U IEPEMECTHAH, I10 UX
CAOBaM, B «IyXOBHBIM KOCMOC [I0CTOEBCKOTO».
[lepemecTnaM U (pU3HNIECKHU: U3 OOBIYHOTO
TeaTPaAbHOI'O 3aAa B HETOIIAEHBIE [IOBAABI
Hosroponckoti hraapMoHNH, KOTOPAs PacIo-
AoKeHa B caMoM cepaite Kpemad, B AndToBbIie
LIaXThl, B MAACHbKNE KOMHATKH, B 3aKy-
AHUCBE. DTOT UMMEPCUBHBIN CIIEKTAKAD, JAUB-
HIUHACH [IOYTH IIITH YacoB, BMECTHA B cels
He TOABKO HCcTOpHI0 PackoabHUKOBa, COHH,
CsunpuraiiroBa, Karepruusl IBaHOBHBI
U APYyTUX [IEPCOHAKEN pOMaHa, HO U Hay4YHBIE
AUTEPATyPOBEAECYECKUE U KYABTYPOAOTH-
yeckue pparMeHThl U3 crarel Baxtraa
u KacaTkuHo#, COOCTBEHHBIE aKTEPCKUE
UMIIPOBU3ALIMOHHBIE PA3MBIIIIACHUS U MHOI'O
ygero eié. Beero yeTBepo aKTEPOB IIEPEBOIIAO-
IIAAUCH B PA3HBIX [IEPCOHAXKEH, MTHOBEHHO,
Ha HalllUX I'Aa3ax MEHdd [IAACTUKY U UHTO-
HaIUHU. 30ech ObIAU CTPACTh, TEMIIEPAMEHT,
MBICAB, OTYasSHUE, KPUKH, IIENIOT, BOBAE-
4eHHUe 3pHUTeaett B mpoucxondiree. CrieKTakab
CTaA, HaBEPHOE, OAHUM U3 CaMbIX 3aMETHBIX
Ha 3TOM (pecTHBaAe, Beb I0I0OHOr0 HOBIO-
POICKUIM 3PUTEAD €IIE HE BUIEA.

W o KoHTpacTy — TUXUH,
TEMHBIN, HECIIEIIIHBIN, II0-BOCTOYHOMY
MeAUTaTUBHBIMN «M1H0OT» B UICIIOAHEHUU
aptuctoB Tokuiickoro Hosoro pemnepty-

«[1I00ONO/IbHbLIL uesioseKr»
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apHOro TeaTrpa, KOTOPBIHA BO3TrAABASET,
MEXAY IIPOYUM, PYCCKUH PEeKUCCED AEOHUT
AHHCHMOB. SIIOHIIBI CMOTAU CHHTE3HUPO-
BaTh ABa MUpa, ABE IIUBUAN3AIINH, IBE
KYABTYPBI, ¥ O0BEeJUHSIONINM HadaAoM ObIA
uMeHHO /locToeBcKuii. B criekTakAe He OBIAO
3HaMEHUTBIX «HaAPbIBOB», PBYIIIUXCH CTpPa-
CT€H, MOYTHU OTCYTCTBOBAAO U CAMO J1BU-
KeHue. BaxXHo To, Kak aKTEpPhI IBITAAUCH
HE IIPOCTO HNPOYUTATh, HO IIPUCBOUTE 3TOT
3HaMEHUTBIH TEKCT, pa3o0paThCsd B HEM
u B cebe, HaliTu cxoxee. Hemapowm xe
akTpuca Eko Ocaka, urpasmas Hacraceio
PUAUTIIOBHY, IPHU3HAAACH, YTO UT'PAET
IpaKTHUYeCKH ceOsl, CBOU OLILYIIeHUS.

A BoT criekTakab TeaTpa Iloabckoro
u3 Bpouaasa «Bpatssa Kapama3zoBbeI»
B riocTaHoBKe CTraHHcAaaBa MeabCcKoOro
OKa3aACd Ha YAUBAECHHUE «DYCCKUM®».
CTPaCTHBIM, 'POMKHM, HAIIOAHEHHBIM
ASCKAaMU, [IECHAMHU U AyXOBHBIMH II€CHO-
neHuaMmu. Ho oka3aAoChk, 4TO CTOAB TEMIIE-
paMeHTHad, HO BCE XKe IICUXOAOTHYeCcKad
MaHepa UCIIOAHEHU A OTHIOAb HE BBITASUT
apxau4HO U, BO BCAKOM CAy4ae, IIPUX0-
OUTCS O4YEHB I10 AyIlle POCCUHCKOH mybauKe.
BrioaHe TpaaUIIMOHHBIM ObIA U CIIEKTAKAD
«OgyapoBaTeAbHBIH COH» (110 «/ IS IOIIKHHOMY
cHy») 'omeabCKOTO 06AQCTHOTO ApaMaTHuyde-
CKoro Tearpa u3 beaapycu, mocTaBAEHHBIH
Aunnueit MoHakoBoii. CeIrpaHHBIH Ha CTBHIKE
KOMEeIHUU U MEAOPaMbl, OH ObIA a0COAIOTHO
aKTEPCKUM, I7le KaxKAbIH UCIIOAHUTEAD
HMeA «KPYIIHBIE IIAQHBD.

Crnekrakab pexxuccepa CHABBbI
KpuBuiikuene «3anucKu U3 IO~
IIOABSI» MOAOJIOT'O AUTOBCKOI'O TeaTpa
«Teomai» (BuABHIOC), COCTOSAIIETO U3 yUe-
HUKOB OiimyHTaca Hakpoiirtoca, yiuBuA
rAyOO4YaHINIUM IIOIPY3KEHUEM B T€MBI U CHUTY-
aluu, TAaCTUYHOCTBIO U IICUXOAOTMYECKUM
MacTepCTBOM aKTEPOB, 0COOEHHO HCIIOAHU-
TeAasda raaBHOU poau [Iuroca 'anycayckaca.
Témuasa ucTopus [JoCTOEBCKOTO BAPYT
HaIlloAHgAACh BHYTPEHHUM CBETOM, AapHAa
HaZeX /Ay Ha AYILIEBHOE BOCKPEILIEHHUE.

Teatp «AptHct» 13 Amxabana
(TypxMmeHHCTaH) ChIMPAaA KOMEOUHHBIH
CIIEKTaKAb «HyzKad KeHa U My o KpPo-
BaTbIO», YTO HE 4aCTO BCTPeYaeTCd Ha 3TOM
decTuBaAe, CEITPaA A€TKO, CMEIIHO,
3apas3uTeAbBHO, 38 YTO U ObIA BO3HA-
rpaxaéH 3pUTEABCKON IIPU3HATEABHOCTBIO.
CospmaTreseM TeaTpa U PEKUCCEPOM 3TOTO
crieKTarad sBaseTcd Urops AHHaKABIYEB.
INo-xopoiemMy yaAuBHA U TAKOH AOMAIIHUMN
«BaaaraHn TeaTp» U3 HcaHcKoro Maapunaa.
OxkazaaoCh, YTO UM PYKOBOAUT yYEHUK

dyoKkas HKeHa U MYsK noo Kposambsbio»

IleTpa ®Pomenko Xoce Ayuc Yeka-IloHce.
YauBuA CBOEHM UCKPEHHOCTBIO, HEIIO-
CPEACTBEHHOCTBIO, BHATHOMN IIPOCTOTOH.

B 3TOoM TeaTpe UrparoT UCHaHIBI U PyC-
CKHe, HO eCTh OLHO ITPaBHAO: AI00ad Kaac-
CHKa HUCIIOAHLETCH Ha 43bIKE€ OPUTHHAAA.
A moToMy U CIIeKTaKAb «/rpok» Ipo3BydaA
[IO-PYCCKH, YTO OBIAO OYEHb TPOraTeAbHO.

Emé onHoro «Irpokar rnokazasu xXo3geBa
dectuBasg — HoBropoackuii akaaeMudecKui
TeaTp ApaMbl UMeHU M. . [JocToEeBCKOrO.

Ho mMexxayHapoaHBIN aKLIEHT IIPO3BydaA

U 3[1€Ch, IIPOCTOMY YTO B €I'0 CO3MaHUU
IIPUHHUMAaAa y4acTHe [IOCTAaHOBOYHAH
rpynmna u3 PUHAGHAUN: pexXUCCEp Apu
IOyTuHeH, xynoxxHuk Teemy HypMmeanH,
My3BbIKaABHBIM 0(QOPMAEHHEM 3aHUMAACS
ArTectat OaconeH. HoBropoackue akTEpbI
BIIEPBBIE CYILIECTBOBAAU Ha CILIEHE B COBCEM
HHOU UCIIOAHUTEABCKOU MaHEpE: UTPOBOH,
OT4YacCTH OCTpaHEHHOU. U 3Ta nomnsITKa 0CBO-
€HUS HOBBIX aKTEPCKHUX [IPAaBHA OblAa OYE€Hb
ATOOOITBITHOH.

Brpodewm, 1 0T€4ECTBEHHBIE KOAAEK-
TUBBI OBIAY BIIOAHE Ha BBICOTE, IIPEICTABUB
CIIEKTaKAH HEIIPOCTHIE, OTYACTU IKCIIe-
PHUMEHTAABHBIE, HATIOAHEHHBIE IIOUCKaMHU
HHBIX CIIEHUYECKHUX A3BIKOB, COYETAIOIIE
B ce0e Ha paBHBIX aKTEPCKYIO UT'PY U I1AA-
CTHUYECKHE U My3bIKaAbHbIE UMITPOBU3AIIUH,
IIpEACTaBALIOIIHE [TI0AYaC BECbMAa OPUTH-

HaABHBIE IIPOYTEHUA U3BECTHBIX CIOXKETOB.
Crout Ha3BaTh CieKTakAHu «Kakoi yx TyT
Mukoakal..» IMutTpua ASMOYKHHA 3€A€HO-
rpazackoro «Benorons-rearpar ¢ 3aMeda-
TeAbHBIMU paboTamu [laBaa Kypoukuna —
MapmMmeaanoBa u Aaekcesa EpmakoBa —
CBupgpuraiisopa, «<bpatbesa KapamasoBs»
ApPXaHT€ABCKOT'0O MOAOAEXKHOIO TeaTpa

c apkoi pexuccypoit Makcuma CoKoAOBa,
«CBuapuraiisoB (Bosgx)» Anrypa Kose, rae
HUCIIOAHUTEAB 3aTAaBHOU poau Baagumup
BongapeHKo nmpeacTaBUA IIOYTH UACAAD-
HOrO «THUIa» [JOCTOEBCKOI'O — OTTAAKHU-
BaroIlero U 6e3yMHO IIPUBAEKATEABHOTO
OTHOBPEMEHHO.

Tak yro XXII MexxayHapoaHbBIH Tea-
TpaabHBIA (pecTuBaab ®. M. [JocTOEBCKOTrO
B Beaukom HoBropoze 6aaronapst ero
HOBBIM OopraHusaropam JaHuuiy JOHYEHKO
u Ceprero KoznroBy nporéa Ha Goaee
BBICOKOM ypoBHe. U, KOHeYHO ke, OH OyzeT
HMETb U3BECTHBIN pe3oHaHC Kak B Poccun,
TakK U B TeaTpasbHOM 3apy0exKbe.
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RUSSIA

The Son of the World

Irina ALPATOVA

Photos courtesy of Dostoevsky Theatre Festival’s press service

IN VELIKY NOVGOROD AND STARAYA RussaA, THE 22ND
FESTIVAL NAMED AFTER F.M. DOSTOEVSKY TOOK PLACE.

n 2018, this festival which is
famous not only in Russia but
worldwide, updated its format.
For many years it has been
called the festival of chamber
performances, and indeed, small-
format productions were played mainly
in Staraya Russa’s premises: Dostoevsky
memorial house-museum, Scientific and
Cultural Centre and Rusich Community
Centre. Only the festival opening used
to take place, as a rule, at the stage of
Dostoevsky Novgorod Drama Theatre,
where the audience could see “large-
format” plays.

This was a very good and really
touching experience, when actors
did not play on traditional stage, but
entered space once inhabited by the
great writer himself, and that it brought
in performances a special atmosphere.
However, the number of spectators was
significantly limited by the same chamber
spaces, and therefore the festival itself
could not always be heard loud and clear,
and remained a regional event rather than
national, or international.

Now the situation has changed. This
year, the renewed festival has presented to
public 14 performances during the week
that ended with November 11, the birthday
of Fyodor Mikhailovich. No, Staraya
Russa was not forgotten and deprived of
performances; thrice the festival’s guests
came to the town to see plays at previous
sites. The rest of theatre events took
place in Novgorod itself. It is the most
important that the 22nd festival became
truly international with participation of
theatres from Turkmenistan, Slovenia,
Poland, Spain, Belarus, Lithuania and
even Japan. Also important that this
time most of the performances have been
released recently, which meant that they
represented the latest stage search in the
world of Dostoevsky.

“Idiot”

It, certainly, was very interesting to
watch the process of synthesis of various
human and theatre mentality; what works
and plot points attracted foreign directors
and performers. After all, Dostoevsky is
indeed the son of the world, whose works
reflects not only domestic realities and
spiritual quests, but also eternal themes,
relevant always and everywhere. The
plays were very different — from almost
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“The Player”

domestic, family performances to real
theatre blockbusters. Besides, it certainly
expanded the audience’s horizons.

The “blockbusters”, perhaps, included
the project of director Mirjana Medojevic
and actors from Ljubljana, Slovenia.
“Crime and Punishment” novel was taken
as a basis, the Slovenes removed it from
everyday life and moved it, according to
them, to “spiritual cosmos of Dostoevsky?”;
physically too: from usual theatre hall to
unheated cellars of Novgorod Philharmonic
Society in the very heart of the Kremlin, to
an elevator shaft, small rooms, backstage
area. This immersive performance, which
lasted for almost five hours, contained
not only the story of Raskolnikov, Sonya,
Svidrigailov, Katerina Ivanovna and other
characters of the novel, but also scientific
literary and culturological fragments from
articles of Bakhtin and Kassatkina, actors’
personal improvisational reflections of
thoughts and much more. Four actors,
before our eyes, were transforming into
different characters, instantly changing
plastics and intonation. There was passion,
temperament, thoughts, despair, screams,
whispers, and the audience’s involvement.
The performance was probably one of
the most prominent at this festival, since
the Novgorod audience hasn’t ever seen
anything like that before.

MUT-MH®O N3 2018

Also by contrast — quiet, dark,
unhurried, orientally meditative “Idiot”
performed by artists of Tokyo New
Repertory Theatre, headed by, among
other things, the Russian director Leonid
Anissimov. The Japanese managed to
synthesize two worlds, two civilizations,
two cultures, and it was Dostoevsky who
connected them. In the play there was no
famous bursting passions, stage movement
was nearly absent. It is important that
actors tried not only to say this famous
text, but also to comprehend it and
understand themselves, to find similarity.
It is no coincidence that the actress Yoko
Osaka, who played Nastasya Filippovna,
admitted that she was playing practically
herself, her own feelings.

Yet “The Brothers Karamazov” by Polish
Theatre from Wroclaw staged by Stanislav
Melsky, turned out to be surprisingly
“Russian”: passionate, loud, filled
with dances, songs and sacred music.
“Charming Dream” (by Dostoevsky’s
novella “Uncle’s Dream”) of Gomel Theatre
from Belarus, directed by Lydia Monakova,
was also quite traditional. It was staged
at the junction of comedy and melodrama,
where every actor was very significant and
had personal “close-ups”.

“Notes from the Underground” by
the director Silvia Krivickiené of young
Lithuanian theatre “Teomai” (Vilnius),
consisting of students of Eimuntas
Nekrosius, surprised by its deepest
immersion in themes and situations,
plastique and psychological skill of the
actors, especially Pijus Ganusauskas who
played the lead role. The dark story of
Dostoevsky was suddenly filled with inner
light, giving hope of spiritual resurrection.

Art East Theatre from Ashgabat
(Turkmenistan) presented the comedy play

“The Player”

“The Brothers Karamazov”

“Somebody Else’s Wife and a Husband
under the Bed”, which is not often seen at
this festival, it was played easily, funny,
with infectious laughter and was rewarded
with audience appreciation. The creator of
the theatre and director of this play is Igor
Annaklychev. Very downhome Balagan
Theatre from Spanish Madrid was amazing.
It turned out that the head of it Jose Luis
Checa Ponce is a student of Peter Fomenko.
It surprised by its sincerity, spontaneity
and intelligible simplicity. Both Spaniards
and Russians play in this theatre, but there
is a rule: every classic is performed in the
original language. Therefore, “The Player”
in Russian sounded very touching.

The festival’s host, Dostoevsky
Novgorod Drama Theatre, showed another
“The Player”. However, also with an
international accent, since a theatre group
from Finland also has participated in the
production. For the first time, Novgorod
actors existed on the stage in a completely
different performing manner, partly aloof.
And this attempt at mastering new acting
rules was very interesting.

However, domestic groups were rather
at their best, and presented complex,

partly experimental productions full
of search for other stage languages,
combining the art of acting, plastique
and musical improvisations, sometimes
presenting quite original reading of well-
known subjects. It is worth mentioning, “Is
it Mikolka here?” by Dmitriy Liamochkin
from Zelenograd Vedogon’-Theatre, “The
Brothers Karamazov” by Arkhangelsk
Youth Theatre with outstanding directing
of Maxim Sokolov; “Svidrigailov (Voyage) by
Adgur Kove, where Vladimir Bondarenko
in the lead part presented an almost
perfect Dostoevsky’s “character”, who is
repulsive and insanely attractive at the
same time.

Hence, thanks to the festival’s new
organizers, Daniel Donchenko and
Sergey Kozlov, the 22nd festival in Veliky
Novgorod was held at a new higher level; as
much publicized event both in Russia and
in theatre abroad.
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Onwea POMAHIIOBA.
domoepagpuu npedocmagaieHbl npecc-cayskKooil
Ilepmcrozo meampa onepsl u banrema

JIPAMATUYECKAST OPATOPUSI
«KAHHA HA KOCTPE» —
KOITPOIYKLIUS OIEPHBIX
JOMOB I1EPMU, AMOHA,
BA3EAS U BPIOCCEA4,
[IPE/ICTABAEHHAY

HA [IATUAEBCKOM
®ECTUBAAE B IIEPMU, —
TIEPBAS OIIEPHAS
[TIOCTAHOBKA B Poccuu
UTAABSTHCKOTO
PEXXUCCEPA, XYIOXKHHUKA
1 HOBATOPA POMEO
KACTEAAYYYU.

I TPUBBIKILIVI AOMATB
CAOXUBIIUECY KAHOHBI,
KACTEAAYYYU BEPEH CEBE:
QKAHHA» HAUMHAETCH

C IPAMATUYECKOTO
NEUCTBUS. MY3bIKAHTHI
MOAYAT — HA CLIEHE UJET
KOHTPOABHASY.

0 KAACCY AETAI0T KOMOYKU

3aTTHUCOK U IIMAaPraAoK.

Crporag yauTeAbHHUIIA

XOOUT MEXKAY PAAaMU HapT,

JEBOYKH CTapaTeAbHO ITHIITYT,

cTapasch yCIETH 10 3BOHKA
Ha TepeMeHy. B onmycTeBIIINY KAacC BXOIUT
MOAOJIOHN, XyIEHbKUM, CAETKA ITPUXpaMbIBa-
o1l yoopinuk. [loamMeTaeT, BEITUPAET MIBIAD
U HaYWHAET BBITACKUBATD 32 IBEPH CTYABS
U TIapTHI: TIEPEBOPAYUBAET UX, C TPOXOTOM
BOAOYHT 10 TIOAY, CKUIbIBas B 6eCpOpMEHHYIO
Ky4y. OH nBuXKeTCs BCE ObICTpee, OyaTo
b6outcs, uTo eMy romerniaT. OcBoboaUB
KAACC, CPBIBAET CO CTEHHI IITKOABHYIO JIOCKY,
OappukagUpyeT ABEpPh, 3aMaThIBaeT €€ PyYKHU
TAXKEAOH I1eNbI0. 1 TOABKO B 3TOT MOMEHT
3ByYaT My3bIKa U ITepBbIe (hpa3bl Xopa: «Bbiaa
JeByIlKa 1o uMeHu 2KaHHa... Beiaa meBodka

o uMeHH 2KaHHa... Bblaa HeropoyHasa aeBa
o umeHu XKanHa... Bepoorcrynuuna...
Epernukan.

Hukaxkoro crieHU49eckKoro aercTBUA
aBTOPBI OPATOPHUHU — KOMIIO3UTOP APTIOP
Omnerrep u 1o3T I[loas Kaogears — He nipen-
noaaraau. Ilo ux 3amseicay, 2KaHHa, OKH-
Jarmpomada ayronade, JOAKHA CTOSATh ITPHU-
Bg3aHHA4 K cTOADy Iocpeny cueHbl. OTo
Obiaa «MecTh» e PybuHIITEHH, TI0 3aKa3y
KOTOpOM HanucaHa opatopus. OHa npo-
CcAaBHAACh KaK TaHIOBIIHUIIA, 1 OHErrep
c Knaonmenem pemruau: «IIpuBskeM-Ka
e€ K cToADy U IIOCMOTPUM, TaK AW OHA
XOPOIIIO TOBOPUT, KaK TaHILyeT» (MICTOPHUS
onucaHa B Memyapax Uurpun Beprmas).
ITocmoTpeB B CopOoOHHE CpeTHEBEKOBYIO
MUCTEPHIO B UCIIOAHEHUH CTYAEHTOB, Maa
PyOunmTeH pemnaa ceirpath 2Kauuy
I’ApK 1 3aKaszaasa omnyc o Heit OHerrepy —
Y4YacTHHUKY 3HAMEHUTON KOMIIO3UTOPCKOH
«MecTéprimr, B 1920-x romax criacaBuieit
dPPaHILy3CKYIO MY3bIKY OT HHOCTPaHHBIX
BAUSHUH, 1 Kaomearo — 1UImaomMarty 1o mIpo-
deccun, 1103Ty U yOEIKAEHHOMY KATOAUKY.
3akas34yuile B TOT MOMEHT OBIAO TAYOOKO
3a MATBHAECST, HE COBCEM ITOAXOASIINH
nAag poau OpaeaHCKOM A€BBI BO3pPacCT,

HO B 1935 roay opatopud Obiaa 3aBep-
meHa (PyOuHIITENH yclieaa HECKOABKO Pa3
B Hell ceIrpath). B onyce, 1o cTUAIO HaIO-
MHHAIOIIEM CPEAHEBEKOBYIO MUCTEPHIO,
JpaMaTHu4ecKoe AeHCTBHE HEOTIAEAUMO

OoT My3bIKU. Hanpsk€uHbIil nuasor 2KaHHBL
U MOHaxa-IOMWHHUKaHIIa Opara [JJoMuHUKA
KaK CTep>KEHb IIPOHU3BIBAET HapTUTYPY

U BaXKE€H TakK XK€, KaK 3By4aHHUE OpKe-

crpa. 2KaHHa, oxXXuaas Ka3HU, BCIOMUHAaET
[EeTCTBO, TOAOCA, ITPU3BABIIIHE CIIACTH
dpaHIKIO, BCTPEUY C KOPoAéM DpaHIIUU

U KopoHalnum B PetiMmce, cyn HHKBU3HU-
TOPOB (BOCIIOMHMHaHUL IPOXOAAT KaK CEPHUS
srtu3onoB). MoHax, momobHo EBaHreaucty
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B IIaCCHOHAX, OOBACHSIET IIPOHUCXOAAIIEe
el U 3pUTEeAdM U IbITaeTCd IIOATOTOBUTH
2KaHHY K CMEPTHU. Y OCTAABHBIX I'€POEB —
cB4TBIX Mapraputsl U EKaTepuHEl, cyaeH,
HapoJa — BOKaAbHBIE TIAPTUH.

OOBIYHO TA@BHYIO POAb B OPaTOPHU UrpaeT
TasaHTAMBad akTpuca: Murpun Beprman
y PobepTo Pocceaantu, ®annu Apgan
y Baagumupa CruBakoBa u Kupuaasa
CepebpeHHnKoBa, Uyannan XamaToBa
y Aaexcaanpa CaagkoBckoro. A @KasHy 1’Apk
Ha KOCTpPE» Yallle UCIIOAHGIOT KaK KOHIIEPT:
OPKECTP U XOp — Ha CLIEHE, COAHUCTBI U aKTEPLI
Ha IIepeHEM ITAaHe. MICIIOAHUTEeABHULIA
2KaHHBI MOXKET IIPOCTO CTOATE.

B cniekrakae [lepMckoii onepbl BCé
nHade: yOOPIIIUK pa3bupaeT IAUTKY
Ha MOAY, TOABIMH PYKaMHU POET CKPBITYIO
II0J, HeM 3€MAIO U HAXOAUT CTAPUHHBIN MeY,
IIOTOM IIPEBPAIIaeTCd B IOHYIO JAEBYILIKY —
2Kauny. OHa Ha clieHe ogHa. Bpar
JOMUHUK (3A0BeIUY Kaomap u3 (OUAbMOB
Aeo Kapakaca) 31eCh — IUPEKTOP IIIKOABI,
U BeIET IIeperoBOphI C YOOPLIINKOM, KpHUda
us-3a ABepu. COANCTBI U XOp CIIPSATaHbI
Ha raAepedx, TOABKO I'0AOCa 3By4ar.
B Kako#i-To MOMEHT repoHHs cOpachiBaeT
ONeK Iy, HO KaxkeTcsl OeCTeAeCHOH U 0COo-
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O6eHHO Oe33amuTHON. 1 BAPYT IOHUMAaeNIk:
Kacteaayuuyu oTHOCHUTCA K 2KaHHE HHade,
4eM K IépPOSIM OCTaAbHBIX CBOUX CIIEKTAa-
KAeH. OnaTaxXHbIM peKUCCEP U XyM0KHUK
IPHUIIEA B T€ATP U3 COBPEMEHHOI'O UCKYC-
CTBa, U aKTEPBI AAL HETO — 4aCThb CLIEHUYe-
CKOM mHCcTaaadgnuu. 3pureaeii Kacreasyuau
TOoXKe 0co0o0 He xxaayeT. B «Schwanengesang»
Ha ABUHBOHCKOM (PECTHBAAE UX TOKPHI-
BaAU OTOOPHBIM (PPAHIIY3CKHUM MaTOM,
B «HeA0BEYECKOM HUCIIOAB30BAHUHU YE€AO-
BEYECKUX CYIIECTB» (B DAEKTpOTEaTpPe
CraHuCAaBCKUHN) 3aCTaBASIAU BAbIXATb
napsl amMmmuaka. C akTépaMu M3TP ToXKe
He [epeMoHUTCH. VX Ha clieHe OuAH,
BTBIKAAHU B POT 3HIOCKOII C BUAEOKA-
MEpPOH, 3aCTaBAIAN BO3UTBCHI C 9KCKpe-
MEHTaMHU — (PU3HOAOTHYECKHE [10AP00-
HOCTH, 110 MHeHUI0 KacTeaayduu, HAIo-
MUHAIOT 0 OPEHHOCTH 3TOr'0 MUpPA. «Al»
1 ductuaume» B ero «boxecTBEeHHON
KOMeaun» 1o [laHTe CTaAu UCTOPUEN O TOM,
KaK 4YE€AOBEK IIpeBpalllaeT CBOIO XKU3Hb
B an. Cay4daaocsk, uyto KacTeaaydum obxo-
IUACs 0e3 Aromeii. B «BecHe CBSAINEHHOM»
CrpaBuHckoro Ha Pyp TpueHHaase «TaH-
IieBasa» — B3AeTasa U KPYKHUAACh BUX-
pPsSMH — KOCTHasd MyKa, ylipaBaseMas
KOMIIbIOTEepHOH IIporpaMmoi. C 3Toro
CIIEKTaKAd HA4aAOCh COTPYAHUYECTBO
pexuccépa c Teonopom KypenT3mucom.
Kacreaayuyuu oOBABUA, YTO 33IEHCTBOBAA
6000 TOHH KOCTHOH MYKH (KOCTH OBIKOB),
«BecHy» U3-3a 3TOro faxe 3alpeTUAU
nokaselBaTh B Mcrnanuu. Ho pexuccép
He pa3 F'OBOPHA, YTO CAOBY «IIPOBOKAaIlUg»
IIpEeAIIOYUTAET CAOBO «CKaHaas». OgHaKO
HU 10, HU HocAe <@KaHHBI Ha KOCTpPe» (ITocae
e€ mpeMbephl PeKUCCEP aKTUBHO pabo-
Taet) y KacTeaayuun He ObIAO CIIEKTAKAL,
B KOTOPOM OH C TAaKUM BHHMaHHEM U KaA0-
CTBIO OTHOCHACS ObI K MBICASIM, YYBCTBaM
U CTPalaHUAM YEAOBEYECKOr'0 CYIIECTBA.
KoneuHo, pexuccép He Ipu3HaeT
CEHTUMEHTAABHOCTH U UAUAANHN: BEHOK
IIacTyHIIKH Ha roaoBe Vv 2KaHHBI 3aMe-
HdeT BeTKa YLIEAEBIIIETO [I0OCAE pa3rpoMa
KAacca pacTeHUd. ['OAyI0 CTYIIHIO U AUIIO
OHa MaxKeT 3eA€HOH KPacCKOU U «CKadeT»
Ha MeTAe. Mcde3ao pomoBoe uMs qApK —
repouHIo 30ByT nnpocto 2KanHa. U eé
ucrTopud, Kak Bcerna y Kacreaayquu,
pacckasaHa 4epe3 CEpPHIO UCIIBbITaHUMH,
BBIINIABIINX Ha JOAI YEAOBEYECKOT'O TEAA.
OHoO 31€ech — TAaBHBIN TeaTpaAbHBIH HHCTPY-
MeHT. OOHa>k€HHAaS IepPOUHS [I0A3aET
II0 TIOAY, MasKeT TE€AO MYKOH, KaK aTAaHT
TAIIUT Ha I1A€YaxX TAXKEABIU 3aHaBEC,

pa3MaxuBad Me4oM, CKadeT Ha AolIaau
U F'OABIMH PyKaMH poeT cebe MOTHAY.
2KanHy urpaet Moaozad akTpuca
Komenu ®pances Onpu Borne. E€ nannsnlie
TParu4eCKOr aKTPUCHL: HU3KUM FrOPTaHHbBIN
I'OAOC, TEMIIEPAMEHT, VAUBUTEABHOE Dec-
CcTpalllve, SHEPrus, HeodOxoguMmas rnepgop-
MeEpPY, ¥ HIOPAa3UTEABHBIN TaAQHT CAMOOT-
a4y, — UAEAABHO ITOAXOAAT AAL 3TOU POAH.
OHa HacCTOABKO HEOTAEAUMA OT I'€POUHH,
4TO B KAKOH-TO MOMEHT Ha 3aHaBeCe I104dB-
AdeTcd eé UMs, HallUCAHHOE F'OTHUYE€CKUM
mwpudToMm. Pertanky 2KaHHEBI KaxKyTCs
€€ cOOCTBEHHBIMH BOIIPOCAMU: II0YEMY
AIOIU BEPAT HE B aHI'EAOB, a B IbSIBOAOB
u BeabM? B uem eé o6BuHSIOT? Bormpoch:
IIOBUCHYT B I1ycToTe. Huuro He npuaér
2KaHHe Ha IIOMOIIIB: AOIIANE I1aAd, (hAAT IIPO-
3K¥KEH, a Med 3aTynuacd. Y Torga oHa coraa-
iaeTcd yMepeTh — IIPUHEeCTU cebd B KEPTBY
paau ®paHIuU U AIOfIel, KOTOPBIX AIOOUT.
OpkecTp niox yipaBaeHHeM Teomopa
KypenTsuca u xop BO raase ¢ BaaepueMm
[ToAOHCKHM CTaHOBSTCH TPETHUM (HEBH-
OUMBIM) cobeceTHUKOM B nuasore 2KaHHBI
1 MoHaxa. CAoKHad ITOANCTHAUCTHUYECKAS
MYy3bIKa B UX UCIIOAHEHUU TO HAIIOMU-
HaeT HEPOBHBIN IIyABC YEAOBEKA UAU CTPE-
MUTEABHBIHN IIOTOK MBICAEH, ITPOHOCAIIIUNCS
B €0 MO3I'y, TO BO3BpAalllaeT K HAIIPAXKEHHBIM

TBOPEHUAM U PEAUTHO3HOMY 3KCTa3y CpeaHe-
BEKOBBIX MUCTepHUH. 3aBopakuBaeT 3BY-
yaHue BoaH MapTeHO (3A€KTPOMY3bIKaABHOI'O
HHCTPYMEHTA, BBINTHMCAHHOro U3 PpaHiumy).
W HacTpauBaeT Ha BO3BBIILIEHHBIN AQ ] TPHU-
TOpPHUAHCKUH XOp.

Kacreaayuuu paboTaeT Ha IIOrpaHUIHON
TEPPUTOPHUHU MEXKAY TEaTPOM U COBpeE-
MEHHBIM UCKYCCTBOM, II03TOMY MHOTAA
€r0 CIIEKTAaKAHM IIPOLLE OIIUCATh, YEM PaC-
mugpoBate. B @KanHe Ha KocTpe» HeMaAo
3arazok. [louemy yOOpIINK IPEBPATHUACS
B 2Kannuy? MoxeT ObITE, IIOTOMY, YTO OHa
HOCHAA TO XKEHCKOE MAAThE, TO MyKCKOE
U OblAa COXKIKEHA 3a HOIIIEHHEe MYZKCKOH
omexXapl? VIAu 3TO UCTOPUSL O TOM, 4YTO
KasKJbIil B KAKOU-TO MOMEHT MOZKET OKa-
3aThCd B CUTyalluu 2KaHHbI, HO JaA€KO
He BCe CIIOCOOHBI I10KEePTBOBAThH CODOH?

U nmouemy B puHase opaTopuu 2KaHHA

He cropaeT Ha KocTpe? ['epouHsa ApoXKUT,
KakK B AUXOpaJKe, A€Ka Ha 3€MAe, U cTapad,
cefad XKEHIIUHA IIOMOTaeT €l OILyCTUThCA

B Moruay. [locaequue caoBa 2Kauusbr: «Het
Ooabllei AT0OBH, UYeM YMepPETH 3a TeX, KOTO
MBI AToOuM». Kora mupekTop ¢ moAuIIei-
CKHMH IIPOPBIBAIOTCH B OIIyCTEBIINUN KAACC,
TaM yKe HeT HUYero, Kpome paddopocaHHOH
10 ITOAY 3€MAH. A BBICOKHE OKHa KAaacca
HaIllOMHUHAIOT IIPOEMBI TOTHYECKOrO XpaMma.
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Olga ROMANTSOVA
Photos courtesy of the press service of Perm
Opera and Ballet Theatre

THE DRAMATIC ORATORIO
“JOAN AT THE STAKE” —

A CO-PRODUCTION OF

THE PERM, LYON, BASEL
AND BRUSSELS OPERA
HOUSES, PRESENTED AT THE
DiaGHILEV FESTIVAL IN
PERM — IS ITALIAN DIRECTOR,
ARTIST AND INNOVATOR
RoMEO CASTELLUCCI’S
FIRST OPERA PRODUCTION IN
Russia. CASTELLUCCI, USED
TO BREAKING THE EXISTING
CANONS, REMAINS TRUE TO
HIMSELF: “JOAN” BEGINS
WITH DRAMATIC ACTION.
MUSICIANS ARE SILENT — AN
EXAM IS TAKING PLACE ON
STAGE.

otes and cheat sheets are
being thrown around the
class. The strict teacher
walks between the desks,
the girls are writing
studiously, trying to get
done before the bell rings. A young, skinny
janitor with a slight limp walks into the
empty classroom. He sweeps, dusts and
starts dragging chairs and desks out the
door: flips them over, drags them noisily
along the floor, throwing them into a
shapeless heap. Having emptied out the
classroom, he rips the blackboard off the
wall, barricades the door, winds a heavy
chain around the door handles. And it is
only at that moment that music and the
first lines of the choir are heard: “There
was a girl named Joan... Apostate...
Heretic”.

The authors of the oratorio — composer
Arthur Honegger and poet Paul Claudel -
didn’t intend for there to be any stage

action. According to their vision, Joan was
to stand tied to the stake in the middle of
the stage as she awaited her auto-da-fé.

It was a “revenge” on Ida Rubinstein, who
had commissioned the oratorio. She was a
famous dancer, and Honneger and Claudel
decided, “Let’s tie her to the stake and

see if she can talk as well as she dances”
(the story is described in Ingrid Bergman’s
memoirs). Having watched the medieval
passion play performed by students at

the Sorbonne, Ida Rubinstein decided to
play Joan of Arc. The commissioner for
the oratorio was well over fifty years old at
the time, and yet in 1935 the oratorio was
completed (Rubinstein managed to perform
in it several times).

The lead role in the oratorio is usually
given to a talented actress: Ingrid
Bergman for Roberto Rossellini, Fanny
Ardant for Vladimir Spivakov and Kirill
Serebrennikov, Chulpan Khamatova for
Alexander Sladkovsky. And “Joan of Arc
at the Stake” is more often performed
as a concert: orchestra and choir are on
the stage, soloists and actors are in the
front. The actress playing Joan can simply
stand.

In the Perm Opera production
everything is different: the janitor takes
apart the tiles on the floor, digs in the dirt
hidden underneath with his bare hands
and finds there an ancient sword, then
transforms into a young girl — Joan. She
is on the stage alone. Brother Dominic
(a sinister clochard from Leos Carax’
films) is the school principal here, and he
negotiates with the janitor from outside
the door. The soloists and the choir are
hidden in the galleries. At one point the
heroine throws off her clothes but she
appears to be incorporeal and particularly
defenseless. And suddenly you realize that

Photo by Anton Zavyalov
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Castellucci treats Joan differently than

the protagonists of his other productions.
He generally sees his actors as part of

the stage installation. Castellucci isn’t
particularly gracious with the audience
either. In “Schwanengesang”, which

was presented at the Avignon Festival,
audience members were cursed out with
choice French obscenities, in “Human Use
of Human Beings” (at the Stanislavsky
Electrotheatre) they were forced to breathe
in ammonia fumes. The maestro doesn’t
fuss around with actors either. He had
them beaten on stage, had endoscopic
camera shoved in their mouths, had them
mess around with excrement — physiological
needs, according to Castellucci, remind us
of the transience of the world. Occasionally,
Castellucci cut out people altogether. In the
production of Stravinsky’s “Rite of Spring”
at the Ruhrtriennale it was bone dust
controlled by a computer program that did
all the “dancing” — flying up into the air and
twisting in swirls. And yet, neither before
nor after “Joan at the Stake” did Castellucci
have a production where he treated the
thoughts, feelings and suffering of a little
human with such care and empathy.

Naturally, the director rejects
sentimentality and idyll: a shepherdess’
wreath on Joan’s head is replaced with
a branch of a plant that survived the
classroom destruction. The ancestral name
of Arc is gone — the heroine is called simply
Joan. And her story, as is always the case
with Castellucci, is told through a series of
trials that befall the human body.

Joan is played by Audrey Bonnet, a
young Comédie-Francaise actress. Her
qualifications as a tragic actress: her
low guttural voice, her temperament, her
unbelievable fearlessness, her energy that
is so essential for a performer, and her

MUT-MH®O N3 2018

Photo by Anton Zavyalov

amazing gift of dedication are all ideal for
this part. Joan’s lines seem like her very
own questions: why do people believe in
devils and witches but not in angels? What
is she being accused of? The questions will
hover in the vacuum. Nothing will come to
Joan’s assistance: the horse has fallen, the
flag was burned through, the sword has
become blunted. And so she agrees to die —
to sacrifice herself for the sake of France
and the people she loves.

The orchestra under Teodor Currentzis’
direction and the choir with Valery
Polonsky in the lead become the third
(invisible) companion in the dialogue
between Joan and the monk. The complex
polystyle music they perform at times
resembles an irregular pulse of a person
or a sweeping stream of thoughts, and
at times brings you back to the strained
creations and the religious ecstasy of
medieval passion plays. The sound of Ondes
Martenot (an electric musical instrument
ordered from France) is spellbinding. And
sets the Gregorian choir to spiritual key.

There are quite a few puzzles in “Joan at
the Stake”. Why did the janitor transform
into Joan? Is it, perhaps, because she was
burned for wearing man’s clothes? Or is it
a story about the fact that at some point
anyone can find themselves in Joan’s
shoes but that not everyone is capable of
sacrificing themselves? And why doesn’t
Joan burn at the stake in the finale of the
oratorio? The heroine lies on the ground,
shivering as though from a fever, and an old
gray-haired woman helps her get down into
the grave. Joan’s final words: “There is no
greater love than dying for those we love”.
When the principal with policemen burst
into the empty classroom, there is no longer
anything there except for dirt scattered all
over the floor.

Photo by Anton Zavyalov

Photo by Anton Zavyalov
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AABOPATOPHSA
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\ T Uneto cnekTakag «3akpoil MHe
i CHEKTAKAb « BAKPOI\/JI MHE raasa» (r[epBaﬂ CTpO4YKa IIECHU Aapbana

Bepra “Schliesse mir die Augen beide”)
npunyMmaa apamarypr Uaes KyxapeHko.
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He cTpaimtHo

TAA3A», B KOTOPOM 3BYYAT
NMECHU BEPrA, BEBEPHA,
AHPU [IIOTIAPKA,

MAAEPA, TTEPCEAAA,
ITyAEHKA, PABEAS, DOPE
1 IIIYBEPTA U B KOTOPOM
TTEBLIbI HE TOABKO TIOIOT,
HO NBUXYTCH HA PABHBIX
C TAHLIYIOIMMU AIOJIBMU,
BbIA 3AIYMAH KAK
AABOPATOPHST ®ECTHUBAAS
COBPEMEHHOI'O UCKYCCTBA
«TEPPUTOPHSI» TTO[
HA3BAHUEM «TEATP

OITEPEI KAK BAAETAD».
W EEV AABOPATOPHU

CTAAA PABOTA XOPEOI'PADA
C OIIEPHbBIMHU ITEBLIAMHU.
HoO PA3OBBIN [IPOEKT
BEIPOC B PEITEPTYAPHEIU
CIIEKTAKABb ITEPMCKOM
OITEPHI — U CTAA

OIHUM U3 BAXKHEUIINX

COBBITUU CE30HA
2018/2019 B CTPAHE.

a CleHe, ¢ TPEX CTOPOH OKPY-
KEHHOU 3pUTEASIMU,— AECATH
4eAOBEK. HeTBEPTYIO CTOPOHY
3aHUMAaET POSIAb — K HEMY
IIPOIIECTBOBaAa Ha HAJIMEHHO-
BBICOKHMX KabAyKax ImuaHucTKa KpuctuHa
Bacroa. OHa mpoiriaa CKBO3b MaA€HBKYIO
TOATIy OOCOHOTUX apTHCTOB (4eThIpE IIEBIIA,
1IeCTh TAHIIOBIINKOB) KaK BOIIAOIIEHUE
yBepeHHOCTHU B cebe. Kak nmpeacraBuTeAb
KAAQCCH4YECKOH MYy3BbIKH, Y KOTOPOH BCEraa
€CTh HOTHI — a 3HAUUT, HEKUH 3aJaHHbBIN
IOPAA0K. A IIeBIIbI U TAHIIOBIINKHU OTBE-

«l maBHO Habaloga 3a TeM, Kak B EBpome
xXopeorpads!l paboTaroT ¢ OOABIIUMHU OIIepP-
HBIMHU MaTepHasaMy B Ka4eCTBe [IOCTAHOB-
IIUMKOB,— F'OBOPUT OH.— He ToABKO counHdAs
TaHIbI BHYTPH CIIEKTAKAS, IIOCTABAEHHOTO
pexuccépoM, HO Oepd Ha cebd IOAHYIO
OTBETCTBEHHOCTD 3a BCE IIPOUCXOIIEe

Ha cueHe. Ha 3amazne 570 HauaAoChk O4€eHb
JaBHO, €CTh OUYeHb NHTEPECHBIE IBACHH,
HO MEHH 03a1a4NBaAO TO, YTO B TAKHUX
paborax xopeorpad JacTo nacyerT IIepes
IeBIIAMH, CTapaeTcs OCTaBUTh UX B OTHO-
CHUTEABHOM IIOKOe. Boarlie Bcero MmHe
HPaBUAUNCH T€ CIIEKTAKAH, I/Ie BUIHO,
HACKOABKO II€BIIbI MOI'YT ObITH BHYTPH OBHU-
JKEHYECKOH MapTUTYPhl — KaK, HAIIPpUMeD,
B «Opdee» Tpumu Bpayn».

Ho macnitab aabopaTopHuu He II03BOASA
3aneficTBOBaThH B IIOCTAHOBKE CUM(OHUYe-
CKHH OPKECTP — U TOorha IpHUIlAa uaed obpa-
THUTBHCS K KAMEPHOMY BOKAABHOMY perep-
Tyapy. «Ecau omnepa (xots 651 B EBporie
U B AMepHKe) — JOBOABHO Pa3sMAThIA Xope-
orpacgaMu KaHp, TO KAMEPHO-BOKaAbHAS
My3bIKa C TOYKHU 3peHHUs [1epdOpMaTHBHOTO
KaHOHA — caMad apXaudHas,— TOBOPUT
Kyxapenko.— KpacusbIii [I€BEL] CTOUT BO3AE
KPaCHUBOI'0 POLAS U, [IOYTH He ABUTASCH
C MecTa, ITOéT Ha HEIIOHATHOM (Kak IIpa-
BHAO) ayAUTOPHUH dA3bIKe. 1 ¢ 3TUM KaHpOM
3a CTOAETHS HHU4Yero He npousomiso. Ham
¢ xopeorpadgomMm AHHOM AGaAMXUHOM ToKa-
3aA0CH HHTEPECHBIM I[IOCTABUTH €TI0 B COBEP-
IIIEHHO OPYyTHe YCAOBHUS, KOIa HUKTO He
YXOIUT CO CLI€HEBI U BCE XKUBYT B KAKOM-TO
ONHOM COCTOSHUH — BHE 3aBUCHMOCTH
OT TOTO, KTO IIOET.

domo: Hukuma Yyrmomos
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Korna 3Byuwnrt llybepT (“Gretchen am
Spinnrade”, onuHOKas neceHKa payCcToB-
ckoit MaprapuThsl 3a IIPSIAKOI) colpaHo
Hataapg KupuasoBa UAET CKBO3b BBICTPO-
UBIINHCS U3 TAHIIOBIIHUKOB U II€BIIOB
KOPHUIOP, BrAIABIBASLCEH B AWIIA AlOAEH —
HET, HE TOT, HE TOT, KOT'O I'€POUHS XO04UeT
IOLIeAOBATE U yMepeThb. U BAPyT B3MEIBaeT
BBEPX B PyKaxX TAHIIOBIINKOB: PYKH pac-
KHUHYTEI KaK Ha PacIIsTHH, B I[103€ — cCTpa-
naHue u TpuyMd omgHOBpeMeHHO. 1 TyT ke
PYLIUTCH C BBICOTEHI HA IIOA — TaK, 4TO
U 3a aKTPHCY U 3a T€POHUHIO CTAHOBUTCS
II0-HACTOSAIIEMY CTPAIIHO.

J[IBeHaa11aTh IIECEH PA3HBIX aBTOPOB
00b€IUHEHE] B CIIEKTAKAE TeMOH IIpo-
aHUS, COXKaAeHusd, nedasu. YTo B ceM-
HaaatToM Beke, Beke [Iépceana («Lost is
my quiet for ever»), 9T0 B ABaAIIaTOM, BEKe
Maaepa ("Wenn mein Schatz Hochzeit
macht”) yeroBeK He MeHsieTcs. Tak xKe
TOPIOET, TaK K€ CTpPagaeT, TaK K€ He X0UeT
U HE MOXKET BHAETb HUYETO IPEKPACHOTO
B MHUpe€, KOIZla ero IIOKUHYAa AI0O0BB.

Xopeorpad AnHa ADaANXUHA HEKO-
TOpble PParMeHTEl 0TAaAA MYKYIHUHAM,
HEKOTOpPBbBIE XKEHIITUHAM, a IIopoH
II€CEHHBIA MOHOAOT, Ha4YaThIH IIEBIIOM,
3aKaH4YMWBaAa II€BHUIA — KAK CAYYHAOCH
c mybepToBckoii “Gute Nacht”, rme Tema
yXxo[a B XOAO U TbMY OT AIOOMMOTO YeAo-
BeKa Oblaa HadaTa TeHopoMm CepreeMm
l'omuubiM, a 3aBeplieHa conpaHo HaTtaasen
KupuanroBoli. My>K4YHUHEI B CIIEKTAKAE
AGaAuXVHON He CHABHEE XKEeHIIUH, C HUX
ybpana rmokasHasl «<My>KECTBEHHOCTE» (KaK
C JKEHIIUH — [TI0OKa3Has «KOKETAUBOCTD»).
Bce BHemrHee BooO1ie cTEPTO (HegapoM
Y BCEX OJUHAKOBbIE Y€PHBIE OEK/IbI),
IPOSIBASIETCH TOABKO FAyOMHHO-BHY-
TPEHHEE — U B T'OAOCE, U B KaXK/J0OM XKECTE.
A n3BecTHad gaXke COBCEM HE MeAOMaHaM
mybepToBckada “Standchen” Bapyr BoobOi1ie
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domo: AHmoH 3a8bs108

obxonuTcs 6e3 roaoca: 3By4HUT TOABKO
pOsiAb, U IIEBIIBI HA PABHBIX C TAHIIOBIIU-
KaMU OBUXKYTCA B (paHTACTHUYIECKOH I105Me
IPUHAIAECKHOCTH.

Ecamn neBIbI HocTOIHHO paboTaroT
B [lepMmcKoit oriepe, TO TAHIIOBIIHUKOB
HabpaAH C IOMOIIIBIO0 KACTUHTA —
U B MaA€HBKOM I'pyIille OKa3aANCh U Apa-
MaTHUYeCKHe aKTEPHI U3 II€PMCKOT'0
Tearpa-Teatrpa, u OBIBIIINE TAHIIOBITUKHA
Baaera EBrenus IlancguaoBa, u dpaHaTe!
VAUYHBIX TaHIIEB. [lAS TAHIIOBIIUKOB He
ObIAO HEOXKUIAHHOCTEH B 3TOH paboTe,
IeBIIaM e IIPHUIIAOCH ITPOKUBATh HOBBIM
OITBIT. «B 0OABIINX OIIEPHBIX MAU OaAETHBIX
paboTax AWHHS I'epoeB IpepbIBaAeTCS, —
roBoputT AHHa AGasuxuHa.— ThI BbIIIEA —
CIIEA apHI0 — IPOXKUA YTO-TO — ylIéA. [IoToM
ONATH BEPHYACS, CIIEA apHUIO UAH CTaHIIEBaA
4TO-TO — yIEA. [lake IIPU KOHLIEPTHOM
HCIIOAHEHHWH, KOTZla HET OPKECTPOBOH SIMBI,
ThI KaK-TO 30HHPYENIb CBOE IIPOCTPaH-
CTBO, U ThI B 0€30IIaCHOCTH. A MBI BCE 3TO
pa3pyiuan. [Iag MeHS 0Ka3aA0Ch HEIIPH-
BBIYHBIM TO, YTO 006 3TOM HaI0 CIIEIIHAABHO
TOBOPHUTH C apTHCTaMU. B ux nmoscen-
HEBHOH ITpaKTHKe He OBIAO TAKOI'0, YTO
MOXKHO IIPUUTH K IIyOANKE TaKUM, KaKoH
TBI €CTBH, HE HaieBas KaKylo-TO MacKy, He
npsgadacsk 3a 4eM-To. M TbI mMeelns npaBo
OBITH TAKUM — OBITH 3KUBBIM, OBITH «3/1ECH
U cergacm.

He ctpamrzo 6bITH OTKPO-
BEHHBIM (IIOCA€ pPENEeTUIIHN aKTEPDI
B3axA€0 pacckas3blBaAHl APYT APYTY
0 CUTyalludX, ITIOX0XKHUX Ha Te, YTO Iepe-
JKUBAIOT I'ePOU II€CEH), He CTPAIIIHO ObITH
OTKPBITHIM, He CTPAIIHO OBITH cAaOBIM, HE
CTpalIHO 00€CCUAEHHO AOKUTHCS Ha II0A,
€CAHM y3K€ HE MOXKEIIb U He XOYelllb Aep-
JKaTh I03BOHOYHHUK B BEPTUKAABHOM IIOAO-
xKeHUU. 1 3ta «caabocThb» BAPYT IIOAHO-
CTBIO COBIIaJaeT C MHTOHAIIMEN ITIECHHU
«OTean» IlyaeHKa (Cc mocaenHe#d pasoit
“‘Je ne veux pas travailler — je veux fumer”
MY3K4YHUHBI PaccAabAE€HHO OIIyCKAaKTCS
Ha II0A, Ha CEeKyHAy HaIllOMHUHAad BaAsgBIlIe-
rocs Ha KpoBaTHU repos fAaBHero baasera
Poaana Iletu «lOHoOIA B cMepTh»). BooOmie
He CTPAaIIHO OBITH YEAOBEKOM — BOT O YéM
CIIEKTAaKABb «3aKpoii MHe raaszar. U nua-
HHCTKAa B (puHaAe pasyBaeTcs U ocTaércd
0ocoHOr o0, 06003HAaYas CBOIO IPUHAIAEK-
HOCTB K TOMY XK€ MHUDPY AIOZIeH, a He CBepX-
4eAOBEKOB. ArofeH, JKUBYIIIUX B MY3bIKE —
UT'PAIOIINUX, IIOIOIINX, TAHIIYIOIIUX €€ —
U He pa3deA€HHBIX HU PO ecCUsaMH,
HHU CTaTyCOM, HU IIPHUBBIYKAMH.
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It isn’t S
to be Human
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ary

Photo by Anton Zavyalov

Anna GORDEEVA
Photos courtesy of the press service of Perm
Opera and Ballet Theatre

TueE PrRoODUCTION “CLOSE
My EYES” THAT FEATURES
SONGS BY BERG, WEBERN,
HENRI DuPARC, MAHLER,
PURCELL, POULENC,
RAVEL, FAURE, AND
SCHUBERT, WHERE
SINGERS NOT ONLY SING
BUT ALSO DANCE ON

EQUAL TERMS WITH
DANCERS, WAS DESIGNED
AS A WORKSHOP OF THE
TERRITORY FESTIVAL OF
CONTEMPORARY ART
TITLED “OPERA THEATRE
AS BALLET THEATRE”. THE
IDEA FOR THE WORKSHOP
WAS THE CHOREOGRAPHER’S
WORK WITH OPERA
SINGERS. BUT THE ONE-
TIME PROJECT GREW INTO
PERM OPERA’S REPERTOIRE
PRODUCTION AND BECAME
ONE OF THE MAJOR EVENTS
ofF THE 2018/2019
SEASON IN THE COUNTRY.

en people stand on the stage
urrounded by audience members
on three sides. The fourth side
is taken up by a grand piano —
pianist Kristina Basyul strutted
toward it in insolently high heels. She passed
through the small crowd of barefoot artists
(four singers, six dancers) as the embodiment
of self-assurance. As a representative of
classical music who always has her sheet
music and, therefore, a certain predefined
order. And singers and dancers were
responsible for the live, indecisive, insecure

and sensitive theatre — they were instantly
vulnerable, it was designed that way.

The idea behind the production “Close
My Eyes” (the first line from Alban Berg’s
song “Schliesse mir die Augen beide”) was
created by playwright Ilya Kukharenko.

“I have long been observing the way
choreographers in Europe work with large
operatic materials as stage directors,” he
says. “They not only create the dances that
go into a production staged by a director,
but they take full responsibility for
everything that happens on the stage. In
the West this began a long time ago, there
are very interesting developments, but I
was puzzled by the fact that in works such
as these a choreographer often shies away
from singers, tries to leave them relatively
alone. Most of all I liked those productions
where you could see to what extent singers
can be integrated into the movement
score, as in Trisha Brown’s “L’Orfeo”, for
instance”.

However, the scale of the workshop did
not allow for the involvement of a symphony
orchestra in the production — and so they
had the idea to turn to a chamber vocal
repertoire. “If opera (at least in Europe
and America) is a genre that had been
worked up quite a bit by choreographers,
chamber vocal music from the performance
canon standpoint is the most archaic one,”
says Kukharenko. “A beautiful singer
stands by a beautiful grand piano and
sings in a language (generally) unfamiliar
to the audience, while staying almost
perfectly still. And this genre remained
untouched for centuries. Choreographer
Anna Abalikhina and I thought it would be
interesting to place it under very different
conditions, where no one leaves the stage
and everyone lives in one kind of state,
regardless of who does the singing”.
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When Schubert is playing ("Gretchen
am Spinnrade”, the lonely song of Faust’s
Margarete over the spinning wheel), soprano
Natalia Kirillova walks through the corridor
of lined up dancers and singers, peering
into people’s faces — no, not the one, not the
one that the heroine wants to kiss and die.
And suddenly she rises into the air in the
arms of the dancers: her arms are spread
out like on the crucifix, her pose expressing
both torment and triumph. And immediately
crashes from that height to the floor — in
such a way that one begins to truly fear for
both the actress and the heroine.

Twelve songs by different authors are
united in this production by the theme
of farewell, regret, sadness. Man doesn’t
change, whether in the seventeenth
century, the century of Purcell (“Lost is
my quiet for ever”), or in the twentieth, the
century of Mahler (“Wenn mein Schatz
Hochzeit macht”). He grieves the same, he
suffers the same, and in much the same
way he does not want nor is able to see
any beauty in the world once his love has
abandoned him.

Choreographer Anna Abalikhina gave
some excerpts to men and some to women,
and at times a song monologue begun
by a male singer was completed by a
female one — which is what happened with
Schubert’s “Gute Nacht”, where the theme
of walking away from one’s beloved into
the cold and darkness was begun by tenor
Sergey Godin and completed by soprano
Natalia Kirillova. Men in Abalikhina’s
production are not stronger than women,;
they are divested of affected “manliness”
(much as women are of affected “coquetry”).
Everything external is erased altogether
(there’s a reason everyone is wearing the
same black clothes), the only thing that is
made visible is the profoundly internal —
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both in voice and in every gesture. And
Schubert’s “Standchen”, familiar even to
non music lovers, is suddenly performed
without voice here at all: only the grand
piano plays on and singers move in a
fantastical poem of belonging on a par with
dancers.

While the singers are always employed
at the Perm Opera, dancers were recruited
through casting, and the small group ended
up including drama actors from Perm’s
Theatre-Theatre, former dancers from the
Yevgeny Panfilov Ballet, and street dance
aficionados. There were no surprises in
this work for the dancers; the singers, on
the other hand, had to work through a new
experience. “In large opera or ballet works
the characters’ thread gets disrupted,” says
Anna Abalikhina. “You go out there, you
sing your aria, you experience something,
and you leave. Then you come back again,
sing an aria or dance something and leave.
Even in a concert performance, when
there’s no orchestra pit, you zone your
space somehow, and you are safe. But we
destroyed all that. I found it strange that
I had to talk about this expressly with
the artists. Their everyday practice didn’t
include the possibility of coming to the
audience the way you are, without putting
on some mask, without hiding behind
something. And you have the right to be
like that — to be alive, to be ’here and now””.

It isn’t scary to confide (after the
rehearsals, the actors passionately
told each other stories similar to those
experienced by the protagonists in the
songs), it isn’t scary to be open, it isn’t
scary to be weak, it isn’t scary to lie limply
down on the floor when you no longer can
nor want to keep your spine vertical. And
this “weakness” suddenly fits perfectly with
the tone of Poulenc’s song “Hétel” (with
its final line “Je ne veux pas travailler — je
veux fumer” the men sink down to the
floor, relaxed, reminding us for a second
of the protagonist of Roland Petit’s recent
ballet “The Young Man and Death” that lay
sprawled on the bed). In fact, it isn’t scary
to be human - that’s what the production
“Close My Eyes” is all about. And the
pianist in the finale takes off her shoes and
remains barefoot, marking her attachment
to the same world of people, rather than
superhumans. People who live in music —
playing it, singing it, dancing it — and who
are not divided by professions, status, or
habits.
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TaHIYIOT BCe?

Huxa ITAPXOMOBCKAS. @omo Baadumupa ABEPHUHA

MBI ITPOOOAXKAEM 3HAKOMUTDb HAIIIMX YUTATEAEN

N TTPAKTUKOB TEATPA C ITOMCKAMU B OBAACTU
COLIMAABHOT'O TEATPA, B KOTOPOM BCE BOAEE BAXXHOE
MECTO 3AHUMAET TAHEILL. Y TEAA ECTb COBCTBEHHAY
TTIAMSATDb U COBCTBEHHBIN 43bIK, HA KOTOPOM IIOPO
MO2KHO OBBACHUTBHCA U JOTI'OBOPUTHCHA T"OPA3O
OPPEKTUBHEE, YEM HA {4A3bIKE BEPBAABHOM.

K TOMY KE TEAO HUKOIIA HE BPET.

aIa KoAAera, TeaTpoBe U IIPo-
nrocep Huka ITapxomoBckasa
OHAaXK B! IIepelAa OT CAOB
K IEeAY (U K TeAy) — 3aHIAACh
Teopuel U NPaKTUKOU COITMAaABHOIO TaHIIA.
U ceromus pacckasbiBaeT HaM O CBOEM
OIIbITE.
«4TO TaKO€e coIlMaAbHBIN TaHEeIl,
S TeIepb MOTY OOBACHUTD, Ja¥Ke €CAU MEHS
pas3byaaT cpeau HOYHU. A Beb €Ié TOM
Ha3za/ g BOOOIIe He mpeacTaBAsAa cebe, 4To
3T0. Kak g momiaa no :ku3HU Takoi? Kak
U3 TeaTpoBeZia U IIPOoAIocepa CcAeAaAaCh Tpe-
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HepoMm? Kak cTasa BeCTH 3aHATHA II0 COLIU-
aABHOH xopeorpadpuu? 3adyeM MHe BCE 3TO
HY>KHO, U [IOYeMY panyeT OOAbLIe, YeM
AIO0OH CIPOAIOCUPOBAHHBIN CIIEKTAKAD UAU
HAIUCAHHBIA TEKCT?

KaxxZoH TBapH — IO mape
HaumHaaoch Bce I0BOABHO OaHAABHO —

OT CKyKHU. B Kako#i-TO MOMEHT 4 ycTaAa
YHUTaTh AEKIIHUH I10 COIIMaABHOMY TeaTpy

U pelInAa paccKasaTh CAyIIaTeAs M o0pa3o-
BaTeAbHOI rTaaTgopmbl COTA xopeorpada
JuHbl XyCEWH IIPO IIOCTAHOBKU C y4a-

CTHEM HeITpopeCCHOHAAOB — CIIEKTAKAH,
IIOCTaBAE€HHBIE B pa3Hble roapl [Tunoi Bayn,
2Kepomom Bénem, Ananom Ilaareaem. Ho Tak
KaK JeAaTh OOBIYHYIO ACKIIHIO MHE He XOTe-
AOCB, { TIOAyMaAa, 4To 0yAeT 340pOBO IIPHU-
rAacuThb B napTHEPEI Xopeorpada, KOTOpbIH
IIOCTOSTHHO 3aHHMAaeTCs TaHIleTepanuei,
U rio3Basa cebe Ha riomontk AHHY 'apadeeBy.
Ilo mame#i 3agymMKe, AHS He TOABKO paccKa-
3aAa 0 TeX AeATEASIX [TAACTUYECKOT0 UCKYC-
CTBa, KOTOPbIE UCIIOAB30BAAH TaHEI] KaK
HMHCTPYMEHT OA{ COIITMAaABHBIX U3MEHEHUH,
HO U IIpOBeAa KOPOTKUH IpaKTUIeCKUH GAOK
B KOHIIE 3aHSTHS, CO3/1aB C IIOMOIIIBIO CAY-
maTeAe KOAAEKTHBHOE TEAO.

He 3Har0, KTo OBIA B OOABIIIEM BOC-
Topre — 4, [luHa uau ctyaeHTsl COTHL
B aroboMm cayugae, nnesa paboraThb B IIape Tak
MHe IIOHPaBHAACh, YTO BCKOPE & PEIINAA
HOIIPOOOBATH IPOBECTHU y3Ke HE ACKITHIO,
HO IIEABIH TPEHUHT C HEJABHO BEPHYB-
miedica u3 'onnaHAUY U OTKPBITON BCEMY
HOBOMY OAabroii liBeTkoBoii. KoneuHo,
B 3TOM OblAa 1oAS pHUcKa: s 3HaAa OAro
KaK xopeorpada 1 IpeKpacHOro 4eAo-
B€Ka, HO HUKOIZla HE UMeAa C Hel Jeaa Kak
c mpenonaBaTeaeM. OLHAKO PUCK OKa-
3aACS OIpaBAAaHHBIM: MBI OY€Hb OBICTPO
cpaboTaAuCh, U Tenepsb s He IIPEeICTABASIO
CBOEU KH3HU BHE 3TOr'0 TaHIeMa — XOTS OBl
BpeMs OoT BpeMeHHU. PazymeeTcsd, nHoraa,
KOT/la MEHS ITpUrAallaioT IPOBECTH Tpe-
HUHT B APYyTrolf cTpaHe UAHU B APYTOM
Topojie, s «MEHSIO» TapTHEpPA: TaK,
B Kazaxcrane u Hukeae g pabotasa c Kareit
[3BoHukK, a B EkaTrepuubypre c [Japbeit
Baiinunoii. Ho co Bcemu HUMU g cTapaioCh
CHavyaAa I0o0aThCsl, BCTYIIUTD C KOH-
TaKT, CO31aTh HACTOLAILYIO I1apy. PaboraTte
BABOEM MHe yIO0OHO HE TOABKO IIOTOMY, YTO
g X049y KOMY-TO JEeAerupoBaTh (pu3nie-
CKHe€ yIIpaxKHEeHUs, IIPOBEAECHNE PA3MUHKH
U COOCTBEHHO TAHIIEBAAbHBIE S9K3EPCUCHI.
JAg MeHd caazkeHHas Imapa TPEeHEPOB — 3TO
HaeaAbHBIN IIPUMED YAAYHOT'O COIIMAaABHOTO
B3aUMOJAEUCTBUS, TOTO, YTO AIOAH MOTYT
JOTOBOPUTHCS HE TOABKO Ha YPOBHE CAOB,
HO U Ha YPOBHE TeA. [|Ba UTpaloliux Tpe-
Hepa, OAUH 00ABIIIEe TEOPETHK, APYyTroH
IIPaKTHK, JOKA3bIBAIOT KHU3HECIIOCOOHOCTH
IpHUAYMaHHOH HaMU CXE€MBbI, B KOTOPOH
HMEHHO ITapHasd paboTa CTaAHOBUTCS
FAaBHBIM HHCTPYMEHTOM B IIOHCKaX U obpe-
TEHUH KasX/IbIM YYaCTHHKOM COOCTBEHHOH
TeAeCHOM CBOOOABI U UAEHTHYHOCTH. JTO
He 3HAQ4YUT, YTO Ha HAIlIUX 3aHATUIX HET
HUHAUBUAYAABHBIX UAU I'PYIIIOBBIX YIIpaXK-
HEeHUH, KaK He 3HA4YUT, YTO MBI BCE BpeEMH

pabotaeM BABOEM, IIPOCTO CTEIIEHb BKAIO-
YEHHOCTHU U BOBA€YEHHOCTH AMYHO y MEHSH
B TaKO# CHTyalluu BO3PACTAaET, U Ja¥Ke
KOT/Ia 3a/IaHUud aeT MapTHED, 9 BCE paBHO
IPUCTAABHO CAEXKY 334 UX BHITTIOAHEHUEM,
IOMOTAa0 ¥ KOPPEKTUPYIO.

YeMm H 3a4eM

Teriepb COGCTBEHHO O TOM, YEM 1 3aYeM

MBI 3aHHUMaeMCs B XO/Ie TPpeHUHTA. [Tocae
KOPOTKOTO TIPEACTABAEHUST (OGBIYHO MBI
IIPOCHUM 3HAKOMHUTHCSI HE TOABKO CAOBaMH,
HO U JKECTaMH) [IEPEXOIUM COOCTBEHHO

K (pusuke. HaurHaem Bceryia ¢ pa3MHUHKHU

U paboThI C COOCTBEHHBIM TE€AOM, TIOTOM
TIEPEXOTUM K TOHKHM OIIYIIEHHUSM K TOYKaM
BHUMaHHus. HacTauBaeMm Ha TOM, 4TO
rAaBHOE — KOMOPT U 6€30MacHOCTD, YTO

Ha 3aHSITUH MbI HE COPEBHYEMCS U HE IIbITa-
eMCsI TIOCTaBUTh MHUPOBOM PEKOP/I, a AyMaeM
o cebe ¥ CBOUX IMOTPebHOCTIX. Kak ImpaBHAo,
cpasy Ke TOBOPHUM O TPaHHUIlaxX U PacCTo-
STHUH, a [IOTOM HaYHWHAaeM OTpabaThIiBaTh 3TY
BasXHEUIIIYIO TEMY C ITOMOIIBIO PA3AHIHBIX
YIIpa>kHEHUM, B TOM YHCAE C OIIPENEACHUEM
KOPPEKTHOMN MUCTAHIIUH C PA3HBIMH AIOILMU
Y OCO3HAHHEM CBOHX 30H KOMdopTa CIte-
penu u c3aau, crupaBa U caeBa. Ecau Tpe-
HUHT IOATOCPOYHBIH, YIEASIEM IIEPBOLL TeEMe
HE MEHBIIIE OHOIO 3aHATHUS, ECAU OH UIET
yaca TpHU-4eThIpe (00bIYHAS ITPOIOAKUTEAD-
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HOCTB JTHEBHOTO OAOKA B paMKaX ABYXIHEB-
HOT'O CEMUWHApPA), TO HePBbIE COPOK MHUHYT
YXO[AT Ha OIpPEIEACHHE OIITUMAaABHBIX
TPaHHUIl, aHAAU3 U PePAEKCHUIO, a TaK3Ke
Ha 00s13aTeAbHBIM 00MeH MHEHUSIMH.
Puad3K — 3TO TO, YTO AUYHO I CUUTAIO
abCOAIOTHO HEOOXOAUMBIM B AI0OOOM IeAe,
a yXK B paboTe CO CBOUMHU ABUTATEABHBIMU
naTTepHaMu TeM OoAee, TaK YTO JEAUMCS
OIIIYIIEHUIMU MBI MHOT'O ¥ 9acTo, IpaB/a,
MaAeKo He BCerma C IIOMOIIbIo cA0B. Korma
BpeMS TO3BOASIET, MbI 3KCIEPUMEHTHUPYEM
C ompeeAeHUEM yA0OHOTO PACCTOSTHUS
CO BCEMU YYaCTHUKAMU T'PYIIIIHI, ECAH OHO
OrpaHUYEHO, 00X0AUMCH ABYMSI-TPEMS
napTHEpaMU, TPUYEM MOXKEM HAYaTh C TOTO,
C K€M C TIEPBOT0 B3rAs1a KOM(OPTHO,
a IPOJOAKHUTE YKE C TEM, C KEM OIILyIIIa-
eTCsI HEKOTOPOE BHYTPEHHEE HaIlpsIXKeHUE.
Cpenu Apyrux o63aTEeAbHBIX TEM — «COLTH-
aABHBIE POAM, «TO, KAK MBI Ce0sI BUIUM
U KaK BH/ISIT Hacy, «IIpaBUAA U UX HAPY-
meHue». Ha mmepBbIi B3TASI] OHU KaXKyTCs
JIOBOABHO YCAOBHBIMU, HO HA CAMOM J€EA€E BCE
JIOBOABHO KOHKPETHO: POAU OTpabaTbIBaeM
B IIapax ¥ BCeU I'pyHIoi, UCIIOAB3YS B TOM
YUCAE 3aMeYaTeAbHbIE YIIPaXKHEHUS Ha TTPU-
CYTCTBUE OAS TTPOECCUOHAABLHBIX aKTEPOB
U 1epOPMEPOB (¢«CTOATH — IBUTATHCS — TAH-
HEeBATh» UAU «IIPOIIYCTHU Yepe3 cebs BOIIPOCHI,
KOTOPBIMU Te0sT 3a0pachIBaIOT TOBAPUIIHA
10 TPEHUHTY, HE OTBETUB Ha HUX»); BUJACHUE
ce0st — TIBITaeMCsI TOOYEPETHO CTATD AAS
mapTHepa TEHBbIO, 3ePKAaAOM U HEHTpPaABHOMN
KaMmepoi Ha mrratuBe. C mpaBUAaMU JOATO
pasbupaeMcsa B KOAAEKTUBHOM XaOTHYHOM
JIBUXKEHHWH T10 38 JaHHBIM IapaMeTpam,
IIOCTEIIEHHO OTMEHSISI KaXXAbIH 13 HUX
UM 0CO3HaBasl, YTO TAABHBIM 00pa30M OTpaHU-
yeHHusI cebe co3gaéM MbI CAMH.

Bcé aTo cKkopee KOMMYHUKATHUBHBIE
yHOpaxXHEeHUd Ha KOHTAKT U OCO3HAHHOCTD,
IPOCTO MBI IpuberaeM K IIOMOIIIU JBU-

MUT-MH®O N3 2018

JKEHUM U AeHCTBUH, cTapasiCh MAKCHUMAaAbBHO
u3beraTh CAOB U JaKe JaBHO OOPETIINX CTe-
PEeoOTHUITNYEeCKHE 3HAYEeHUS JKECTOB.
CoO6CTBEHHO TaHIIA B IPSIMOM 3HAYEHUU
CAOBa B HAIIIUX TPEHUHTaX He TaK YK
U MHOTO, HO OH BC& paBHO 00s13aTEABHO ITPU-
CYTCTBYET, JaKe €CAU B KOHKPETHOM! CUTY-
alyuu MbI He ycIieBaeM yAEeAUTb EMY JoCTa-
TOYHO BHUMAaHUS U IaTh OTIEABHOE 3aHSITHE,
IIEAUKOM TTOCBSIIIIEHHOE CBOOOTHOMY IBH-
JKeHUI0. B KoHIIEe AF0O0T0 BOPKIIIONIA UAU
TPEHUHTAa eCTh CHACTAUBBIE IToAYaca, KOTaa
YYaCTHUKHU JBUTAIOTC 6€3 BCAKOU yTH-
AUTAPHOMU IIEAU, TPOCTO YTOOBI BEIPA3UTH
cebst. MBI TaK 1 Ha3bIBAEM 3TO YIIPaK-
HeHUe — «TaHny# cedsal, a mpaBuaa gas
HEro BapbUpPyeM: HHOT/IA IPOCUM BOOOIIE
He OCTaHaBAUBATbLCS, UHOIIA BKAIOYAEM
MY3bIKY, HHOT/Ia IIPUCOEUHIEM eIl 1 T'0AOC.
EnnHCcTBEHHOE YCAOBHE — MAKCUMAaABHO
BBIPA3UTH ce0sI TIOCPEACTBOM TeAA, YTO ObI
HU IIOIpa3yMeBaAU MO 3TUM VYaCTHUKH.

HemnmapHble TaHIIBI

B aek1max npo conuaAbHBIN TAHELL,
KOTOpBIE g TE€ePb LJOBOABHO 4aCTO
YUTAal0 B pa3HbIX T'OpoAax U CTpaHax,

sI BCETIa AeAQl0 aKIIEHT Ha TO, YTO AAS
MEHd COIIMaABbHBIN TaHEI] BOBCE HE TO XKe
caMoe, 4TO COIlMaAbHBIE (TO €CTh ITapHbIe)
TaHIbl. B oTAMYME OT HUX OH BBICBO-
0OXIaeT AMYHYIO SHEPTUI0, TIOMOTAET
XOTs ObI HEMHOT'O U3MEHUTE JBHUTA-
TEeAbHBIE IPUBBIYKY, 00PATUThL BHUMAaHUE
Ha MOBTOPEHI U ITepeKockl. [To anasoruu

C COLIMAaABHBIM T€aTPOM 3TO TaHell,
KOTOPBIH MeHseT 00IIeCcTBO, IIOMOTraeT
aganTalyuy U COIIMaAUu3aIluH AIOIeH

C 0COOEHHOCTSIMH, ITOXKUABIX, THHEHI-
JKEPOB, IIPEACTaBUTEAEH BCAKOI0 poaa
MEHBIITHUHCTB (0T CEKCYaABbHBIX /10 HAIIUO-
HaABHBIX). B uneaase oH ctupaeT 6apbephl,
B TOM YHCAE MEXKY NpodpecCHoOHAAaMU

U HeTrpopecCroHaAaMHu, TIOMOTaeT He
TOABKO HAWTH OONINY TeAECHBIH S3bBIK,
HO U MAaKCUMAaABHO YECTHO BBIPA3UTH CeOs.
OTO0 OYeHE IIPOCTOH II0 CYTH TPEHUHT,
KOTOPBIA MOXKHO ITPOBECTHU B APYKECKOU
KOMITaHUHU UAHU Ha paboTe, B I0MeE IIpe-
CTapEABIX AU UHTEPHATE AL TPYLHBIX
noapocTKoB. KcTaTtyu, opraHn3oBarTh €ro,
BOIIPEKHU pPaCIpOCTPaHEHHOMY MHEHUIO,
He TaK YK U cAokHo. C mapTHépaMu-
XopeorpadgamMu MbI y3Ke yCIleAu ropabo-
TaTh U ¢ ArogbMU ¢ ALII 1 MeHTaAbHBIMU
ocoberHOCcTSIMU (B EAbnimH-llenTpe B
ExaTepuHOypre, rae IIUKA 3aHATHUH ITPOIOA-
JKaeTcs U cetuac), ¥ B ropofie, HaXoosaIIeMCs
B 30HE 3KOAOTHYECKOT'0 OeICTBUA (B apT-
uneHTpe «BTopag mkoaar» B Hukeae, roe
IpyIiia CoOCTOsIAA B OCHOBHOM M3 MECTHBIX
IOAPOCTKOB), U C POAUTEASIMHU U THIOTO-
pamu HenpogreCCUOHAABHBIX aKTEPOB
C ayTU3MOM U cuHapomoM [layHa (B AAMaThI
B Kazaxcrane rpynmna BcTpedaeTcsd pas
B HEJZIEAIO Ha IIOCTOSHHOM OCHOBE).
«BupycoMm» colaAbHOI'O TaHIA [IOCTE-
TIEHHO 3apaxkaeTcs BCE DOABIIIE ATOIEL —
BO BpeMsd HeZJaBHEr0 BeOMHapa Ha 3Ty TeMY
Ha TaHI-KyxHe Eaenbl [laHaCEHKO BBISICHHUAOCH,
4TO U CIIPOC, U IIPEIAOKEHUE €CTh HE TOABKO

B Poccun. Tem Ooaee 4TO UCTOPHI O AIOILX,
KOPEHHBIM 00pa30M AU XOTs ObI HEMHOTO
U3MEHUBIIIUX CBOIO JKHU3Hb II0CAE TAKUX
3aHATHH (Xopeorpag-KOASCOUHUIIA, HaYaBIIIasd
IIPEIoAaBaTh CAMOCTOATEABHO; CTECHUTEAbHAS
[€BOYKA-TIOIPOCTOK, IIPEOOAEBIIIAS CTPaX

U HalIeAIIas CUABL JASI pa3roBopa C poauTe-
ASIMU O CBOUX CEKCYaABHBIX IIPEAIIOYTEHUSIX)
CTaHOBHTCS BCE DOABIIIE.

Ho camoe ynuBuUTEABHOE, YTO MHOTHE MOH
3HaKOMBbIE XOpeorpadbl, KOTOPLIE IIOCTO-
SHHO BEAYT KAACChI U I'PYIIIIBI OAS OIIpene-
AEHHBIX KaTEeropuH, o CyTH, COLITUaAbHbIM
TaHIIEM U 3aHUMAaIOTCsd, CAMHU TOT'O HE 0CO3-
HaBad: IIPOCTO BO I'AaBy yraa OHH IIO Tpa-
OUITHUH CTAaBAT (PU3UKY, a He BHyTPEHHEE
COCTOIHUE U KOHTAKT. XOT4d 3a 'PaHULIEH,

B PUHASHAWY, HAIIPUMED, BCE Jallle 3aay-
MBIBAIOTCSI O TAKOI'O POZia TEAECHBIX IIPAK-
THKaX KakK 00 00s13aTeALHOM MHCTPYMEHTE
B3aUMOJEHUCTBUS U IPYIIIIOBOM AUHAMUKHU.
U 310 oTpamHo: MBI, cAaBa Oory, He n1300pe-
TaeM BEAOCHIIE] U HE OTKpPbIBacM AMEPHUKY,
MBI IIPOCTO UAEM B HOTY CO BPEMEHEM,
KOTOPO€E AUKTYET HOBBIE IIPaBHAA U F'OBOPHUT,
4TO KpoMe DAABHBIX TAHIIEB U 0ECKOHEYHBIX
YPOKOB contemporary BO3MOXHBI U APyTHue
¢OpPMBI KOAAEKTHUBHOTO JIBUIKEHUSI.
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DIFFERENT THEATRE

Everybody Dance?

Nika PARKHOMOVSKAYA. Photo by Vladimir AVERIN

WE CONTINUE TO INTRODUCE OUR READERS TO RESEARCH
IN THE AREA OF SOCIAL THEATRE, WHERE DANCE OCCUPIES
AN IMPORTANT PLACE. A BODY HAS ITS OWN MEMORY AND
LANGUAGE THAT CAN BE USED TO EXPRESS ONESELF EVEN
MORE EFFECTIVELY SOMETIMES THAN WHEN USING VERBAL
COMMUNICATION. THEATRE HISTORIAN AND PRODUCER NIKA
PARKHOMOVSKAYA ONCE STUDIED THEORY AND PRACTICE OF
SOCIAL DANCE. TODAY SHE SHARES HER EXPERIENCE.

year ago I had absolutely no idea

what social dance was. But today

I am more excited about practical

training in that area than about
any produced play or written text.

One time I decided to give a talk to
students in choreographer Dina Khuseyn’s
educational platform SOTA about productions
featuring amateur performers — productions
staged in various years by Pina Bausch,
Jérome Bel and Alain Platel. But I didn’t want
to do a regular lecture, and so I invited Anna
Garafeeva — a choreographer that constantly
works with dance therapy. She did not only

MUT-MH®O N3 2018

speak about those who used dance as a
tool for bringing about social changes, but
also conducted hands-on training, turning
students into a collective body.

I don’t know who was more delighted — me,
Dina or the SOTA students. I loved the idea
of working in pairs so much that I decided
to conduct a complete training with Olga
Tsvetkova, who had recently returned from
Holland and was open to trying anything
new. Sometimes — when I'm invited to conduct
training in another country or city — I
“change” partners: thus, in Kazakhstan and
Nikel I worked with Katya Dzvonik, and in

Yekaterinburg — with Daria Baidina. I try
to socialize with all of them first, to create
a real partnership. A well-coordinated pair
of trainers, to me, is the perfect example of
successful social interaction, of the fact that
people can come to an understanding at the
level of words and at the level of bodies.
During our lessons, after a small
introduction (we usually ask our students to
introduce each other with gestures and not
just words) we move on to the physical stuff:
warm-up, a search for subtle sensations and
focal points. We insist on comfort and safety,
we don’t compete during our lessons and
don’t attempt to set a world record. Rather
we think about ourselves and our needs.
As a general rule, we talk right away about
personal boundaries and then we begin
honing that essential topic with the help of
various exercises, including determining
proper distance with various people and
understanding one’s own comfort zones.
Other required topics include “social
roles”, “how we see ourselves and how
others see us”, “rules and violations of
them”. We practice our parts in pairs
and as a whole group, using exercises to
establish presence for professional actors
and performers (“stand-move-dance” or “let
the questions that your training partners
throw your way pass through you without
answering them?”); self-vision - trying to
alternate between becoming your partner’s
shadow, mirror and a neutral camera on a
tripod; we take a long time figuring out the
rules, gradually undoing each of them and
realizing that, more often than not, we are
the ones creating our own limitations.
As a matter of fact, dance in the true
sense of the word doesn’t feature much
in our trainings, but it is always present
regardless. At the completion of any
training there is a blessed half hour when
the participants move around without
any practical goal but simply to express
themselves. We even call that exercise
“Dance yourself!” and we change up the
rules for it: sometimes we ask them not
to stop at all, sometimes we turn on the
music, sometimes we add voice, too. The
only condition is to express oneself to the
max using one’s body, no matter what the
participants infer from that.
In my lectures on social dance, which
I now give rather frequently in different
cities and countries, I always emphasize
the fact that social dance for me is not at
all the same thing as social (i.e., couple)

dances. Unlike the latter, it frees personal
energy, helps change motor habits at least
a little bit, pay attention to repetitions and
imbalances. As with social theatre, this is a
dance that changes the society, helps with
the adaptation and socialization of people
with disabilities, the elderly, teenagers, and
different minorities (from sexual to ethnic).
Ideally, it erases barriers, including those
between professionals and amateurs, helps
to not only find a common body language but
also to express oneself with utmost honesty.

It’s a very simple training at its core, and
it can be conducted in the company of friends
or at work, at a nursing home or a group
home for troubled youths. Incidentally, despite
the prevailing opinion, it’s not that difficult
to organize them. Thus, my choreographer
partners and I already managed to work
with people with cerebral palsy and mental
disabilities (Yeltsin Centre, Yekaterinburg,
where the lessons continue even now), and in
a city located within the ecological disaster
zone (Second School, Nikel, the group was
made up mostly of local teenagers), and with
parents and tutors of amateur autistic actors
and actors with Down Syndrome (Almaty,
Kazakhstan, the group meets once a week on
an ongoing basis).

More and more people are gradually
becoming infected with the social dance
“virus” — during the recent webinar on the
subject at Elena Panasenko’s dance kitchen,
we learned that the demand and the supply
exist beyond Russia as well. All the more so,
since stories of people, whose lives changed
radically or at least a little bit after such
lessons (a wheelchair-bound choreographer,
who began teaching independently; a shy
teenage girl, who overcame her fear and
found the strength to talk to her parents
about her sexual preferences) are becoming
more and more frequent.
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XPOHOTI'PAP

Ilon rHETOM II€EH3YPhI

AnHa YEITYPHOBA

Ha BPYYEHUU NTPEMUU «3BE3A TEATPAAA» FOPUI ByTYCOB CKA3AA,
YTO HAJ] TEATPOM CENMYAC CT'YCTUACS TYMAH 3AIPETOB. BOABIITMHCTBO
CIIEKTAKAEM U IIBEC, O KOTOPBIX UJET 3[IECh PEYb, UAU 3AIPEIIAAUCE,
UAU PA3PEIIAAUCH K [IOCTAHOBKE C BOABIIIMMU KYITFOPAMU. TAK BBIAO
1o 1905 rona ¢ ropbkoBckolr «HA nHE» B MPOBUHIIMU. B 1926 romy

MuxanuaA BYATAKOBA 3ACTABUAM TTEPEITUCATD «30UKUHY KBAPTUPY»
[IEPE/I [IOCTAHOBKOV B BAXTAHI'OBCKOM TEATPE. A CIIEKTAKAb
[10 HOBOM PEJAKLIMU IIbECHI TIOCAE 198 NPENCTABAEHUN BCE PABHO
CHIAU. XOTd CAM CTAAMH, OBAX/bI [TOBbIBABIIWMI HA «30MKHMHOMN
KBAPTHPE», TOBOPUA: «XOPOIIAY ITBECA! HE MOHMMAIO, COBCEM HE
[IOHMMALIO, 3A UYTO EE TO PABPEIIAIOT, TO 3AMNPEIIAIOT». B «TPEX
CECTPAX» 1967 TOmA AHATOAUN DPPOC CYMEA TAK TTOKABATH
OBIIECTBO, AUIIEHHOE BbIBOPA U [TIOCTABUBIIEE HA CEBE KPECT, 4YTO
CIIEKTAKAb 3AKPBIAY, JAB EMY ITPOMTU BCETO 33 PA3A.

Under the Oppression of Censorship

Anna CHEPURNOVA

RECENTLY, AT TEATRAL'S STAR AWARD CEREMONY, YURY BUTUSOV SAID
THAT A FOG OF PROHIBITION WAS NOW THICKENING OVER THEATRE. OUR
WINTER CHRONOGRAPH INVITES TO THINKING ABOUT CENSORSHIP SINCE
MOST OF PRODUCTIONS AND PLAYS IN QUESTION WERE EITHER FORBIDDEN OR
ALLOWED FOR STAGE RATHER CENSORED. THAT IS HOW IT HAPPENED BEFORE
1905 witH MaxiM GORKY'S «THE LOWER DEPTHS” IN THE PROVINCES. IN
1926, MIKHAIL BULGAKOV WAS FORCED TO REWRITE HIS PLAY “ZOYKA'S
APARTMENT” PRIOR TO ITS RELEASE AT VAKHTANGOV THEATRE. A NEW
EDITION OF THE PRODUCTION, AFTER 198 PERFORMANCES, WAS STILL TAKEN
OFF THE REPERTOIRE. ALTHOUGH, ACCORDING TO ONE OF THE THEATRE
ACTORS, STALIN HIMSELF, TWICE SAW THE PLAY AT THE THEATRE AND SAID:
“SucH A GooD PLAY! I DO NOT UNDERSTAND AT ALL, WHY IT IS SOMETIMES
ALLOWED AND SOMETIMES FORBIDDEN.

CHRONOGRAPH

18.12.1902 11.01.1926 17.01.1928
116 AET HA3AL 92 roma HA3BAL 90 AET HABA

IIPEMBEPA «<HA THE» B MXT

ITucame ceoro nvecy Marxcum
TI'opvruii 3arxoHuun 8 Hauae
1902 200a. Crauana oHa
NosIBULACL HO NOOMOCTIKAX
XyoorkecmeeHHozo meampa,

a moswko 8 1903 200y, 8 neuamu.

TIocmarosky ocyuiecmenanu
CmaHucnasckuli (oH e

colzpan Camuna) u Hemuposuu
-/laHueHko. B Hell 6blnu 3aHsMbL
JYuuiue apmucmsl meampa:
Bacuauii Kauanos, HeaH
Mockeur, Onvea KHunnep,
6yoywias sera I'opwokozo Mapus
AHOopeesa. Ileped penemuyusamu
YUACMHUKU CNeKMAKJst C
Bnaoumupom I'unsiposckum
Yycmpounu 9KCKYpcuro

no HousleoXkKam Xumposa polHKA.

Ipemvepa npowna ¢ ycnexom.

PREMIERE «THE LOWER
DEPTHS» AT MOSCOW ART
THEATRE

Maxim Gorky finished his play
in early 1902. It first was staged
at Art Theatre, and only then,

in 1903, was released in print.
The production was staged by
Konstantin Stanislavsky (who
also played Satin) and Vladimir
Nemirovich-Danchenko. The
best theatre actors were engaged
in it: Vasily Kachalov, Ivan
Moskvin, Olga Knipper, Gorky’s
future wife Maria Andreyeva.
Before rehearsals, the future
participants of the performance,
led by Vladimir Gilyarovsky,
had a tour around dosshouses
of Khitrov marketplace. The
premiere was a great success.

BYATAKOB YHTAA (30UKUHY
KBAPTHPY» TPYIIIIE
BAXTAHI'OBCKOI'O TEATPA

Hmenro 30eco Opamamypey
3aKasanu Komeouro,

u 8 ceHmsibpe 1925 200a
Bynearos noayuun 3a Heé asarc.
ITeeca cpasy noHpasunace,

HO nocsie penemuyuli 8 mapme
u anpene 1926 2o0a Bysizaxosa
nonpocunu nepenucamo

ezo npouseedeHue. Ilepsast
PedaKyust Nbecsl, K COXKANEHUIO,
He coxpaHunacs. OHa bblana
OnuHHee U 3aKaHUUBAIACH NO-
Opyzomy: ecem 3ascez0amasim
Keapmupbsl Yyoasaioco
CKpbIMbCSL, APecmoableatu
moseko dugpuueckyro
JuuHoCme:. A ewe 8 nvece bola
yacmyuiKa, Komopyro, KOHEeUHo,
He NPonYycmua 0pUUUAILHASL
ueHsypa: dlapoxoo udem

npsmo K npucmatu, 6yoem polb
KOPMUMb KOMMYHUCTMAMUN.

BULGAKOV READ HIS PLAY

“ZOYKA’S APARTMENT” TO
'AKHTANGOV THEATRE]|

It was there that a comedy was
ordered to the playwright, and
in September 1925, Bulgakov
received his royalties for it. After
rehearsals in March and April
1926, Bulgakov was asked to
rewrite his work. Unfortunately,
the first edition of the play was
lost. It was longer than the final
version with a different ending.
Also it contained a folk rhyme,
which, of course, was not allowed
by official censorship: «With all
sails set our ship, Communists
will be food for fish.»

POOHACSHA .
AEOHHA BEPOHEBOH

OH poduncst 8 Kuese, skun

Ha Kpewamuxke. Yuuncsi no
KJ1aCCY CKpUNKU 8 wWKose npu
KOHCEPB8AMOpPUU Y 3HAMEHUMOZ0
[Lasuda Bepmuwe. Ho, ko20a
/\eoHudy bbL10 80CcEMD, €20
omuya, pabomHuUKa opeaHo8
20cHezonacHocmu, apecmosasnul.
A cembio cocnanu 8 Kuposckyro
obnacme. B 1941 200y ezo
ssaryuposanu 8 Yumrkerm, 20e
OH pabomaun — mo nexapem,

mo crecapem-mauluHUCmMoM.

B 1950 200y BEpoHesoti okoHuun
TawkeHmcKuii meampasibHo-
XYOoorKecmeeHH bl UHcCmumym
um. A. H. Ocmposckoeo. B
demcmee OH MeumaJi cmamo
IKYPHATUCTNOM USTU BOEHHBLM,
HO U3-3a apecma omua deepu
MHO2UX 8Y308 OKA3ANIUCH

07151 Hez0 3aKpblmbl.

LEONID BRONEVOY
AS BORN|

He was born in Kiev. In his
childhood, he learned to play
violin at a music school under the
conservatory of music. When the
future actor was eight, his father,
who worked for the state security,
was arrested. Lenya and his
mother were exiled to the town

of Malmyzh, Kirov region. After
the sixth grade, the boy entered
an evening school for working
youth. In 1941, he was evacuated
to Chimkent, where he worked
during the entire war, either as a
baker, or as a mechanic. In 1950,
Bronev graduated from Tashkent
Theatre Art Institute named after
Alexander Ostrovsky.
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31.12.1928
90 AET HA3BA

94

POOHUAACH TATbSIHA
IIMBITA

Eé omey, 6bn 3amecmumenem
dupexmopa KpynHozo 3a800a

8 Mockee. B cemoe nrobunu
meamp u batbHble MaHybL,

a 0oub omoaaU 3aHUMAMbLCSL

8 MY3bLKANLHYI0 WKONY

no Kaaccy gpopmenuaro.

B nodpocmicosom so3pacme

y Taru bbLnu npobnembl

¢ cepouem. Neuuswias 0eouxy
8pau nocogemosala pooumensam
NnayueHmKu yuums eé neHuro.
Bansmust ¢ npogeccopom
Mocrkosckoti KoHcepsamopuu
Kcerueti Hocbkoeoti ybeounu
ITmbley, umo el HY»KHO cmambo
nesuuyeti. OHa nocmynuaa

8 My3sbikansHo-meampanibHoe
yuunuwe um. A. K. I'nasyHosa.
Cpasy nocsie OKOHUAHUSL

8y3a TambsHy NPUHSU

8 mpynny Mockogcikozo
meampa onepemmeal, 20e OHA
npopabomana 6osiee nonysera.

TATYANA SHMYGA WAS BORN|

Her father was a deputy director
of a large factory in Moscow.
The family loved theatre and
ballroom dancing, and the
daughter attended piano classes
at music school. During her
teen age, Tanya suffered from
heart problems. A doctor who
treated the girl advised the
patient’s parents to teach her
singing. Classes with the Moscow
Conservatory’s professor Ksenia
Noskova convinced Shmyga to
become a singer. She entered
Glazunov Music and Theatre
School. and then she was
admitted to Moscow Operetta
Theatre, where she worked for
more than half of a century.
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JEKABPH 1967
51 rom HABAL

IIPEMBEPA «TPEX CECTEP»
HA CIHEHE MOCKOBCKOI'O
APAMATHYECKOI'O TEATPA

C smotii nocmaHosKu HaUalachb
paboma Anamoaust Sgppoca

8 meampe, 8 HA38AHUL KOMOPO20
8 1968 200y npubasunuce croea
«a Manoti BpoHHotb. Cnekmaxib
«Tpu cecmpo npoules 8 Hem
8cezo 33 pasa, nocsie uezo

€20 3anpemuniu U CHAAU

¢ penepmyapa. Knaccuxka
3a38yuana 8 nocmaroske Sgpoca
COBpPEMEHHO, 8 Hell 0CMpPo 8CMAJL
eonpoc 06 omcymemauu 8blbopa

8 XKU3HU Jito0eti, 0 OYX08HOM
mynuke, 8 KOMoOpPOM OKA3AJIOCH
obuiecmeo. B 1982 200y peskuccep
ewe pas nocmasun «Tpu cecmpol»
Ha moti ke cyeHe. Hexomopute
aKmepblL U3 mpynnol OKA30IUCE
3a0eticmeosaHbsl U 8 NepeoM,

u 80 emopom cnexkmare. Tar,
Hanpumep, mysa Sgppoca Onvea
SIkosnesa 8 1967 200y colepana
Hpuny, a 8 1982 — Mawy.

THE PREMIERE OF «THREE

SISTERS» ON THE STAGE OF
MOSCOW DRAMA THEATR

This production marked the
beginning of Anatoly Efros’s work
for theatre; to the name of the
theatre the words “on Malaya
Bronnaya” were added in 1968.
«Three Sisters» was on only 33
times, afterwards it was banned
and taken off the repertoire. In
1982, the director staged «Three
Sisters» once again at the same
theatre. Some actors from the
company were engaged in both
the first and the second edition.

22.01.1976
42 rona HA3AL

YMEPAA IIEITUAHS
MAHCYPOBA

Ilepsas ucnonHumensHUUA
poau TyparHdom 8 nezeHoapHoOM
OOHOUMEHHOM cneKkmaJie
Egzeriust Baxmareosa
cKoHuanacs 8 78 nem. Heckoteko
decsimusiemuil OHA 0CMABANACH
sedyuieti akmpucoti
Baxmarezosckozo meampa.

O0Hy u3 yuwiux ceoux poseti,
Dunymery Mapmyparo,
aKkmpuca cblepana

8 wecmulecsim iem. Myokem
Marcyposoii 6bin 2pag Huronaii
IIlepememes, Komopulii padu
JKeHblL He CMaJsl 3aMUpuUposams
us cmpatol. B meuerue mHozux
Jlem aKkmpuca npenooasana

8 Il[yxuHcKom meampaieHOM
yuunuwe. HmeHHo oHa

cymesa paszensdems maniaHm

8 mono0om FOpuu Sdkosnese:
CHaUANA NPUHSLA €20 8 8Y3,

a 8 KOHUE Nepeozo KYpca Cnacaa
om omuucaeHuUsl. YueHurKamu
Mancyposotii 6l makxoke
Bacuauii Aarosoti u Onee
Cmpuokeros.

CECILIA MANSUROVA DIED

The first performer of Turandot

of the legendary eponymous play
by Eugene Vakhtangov died at

78 years old. For several decades,
she remained the leading actress
of Vakhtangov Theatre. One of her
best parts, Filumena Marturano,
the actress played when 60

years old. Mansurova’s husband
was a Russian count Nikolai
Sheremetev, who for the sake of
his wife has not emigrated from
the country. For many years, the
actress was teaching at Shchukin
Theatre School.

07.01.1978
40 AET HA3BAL

YMEPAA BAAEHTHHA
CIIEPAHTOBA

Bcto skusHb oHa pabomana

8 TFOBax: cHauana

6 I'ocuermrose, nomom —

8 LlenmpaseHom 0emckom
meampe. B monodocmu uzpana
maneuuwer. Beprapo Iloy,

8 1938 200y orasasuiutics

8 Mockse Ha npembepe
cnexmarasi «Tom Kenmu, 2naos
Ha Cneparmosy, npuHsii eé 3a
t0H020 axmépa. H 6bin nopaxéH,
Y3Has, umo nepeo HUM 0ama,

Y Komopoti, K momy ke,

yoke ecmb pebeHok. B KoHue
skusHu Cneparmosa nepewina

8 meampe Ha ponu badyuiex
anasHbLx 2epoes. Ha paduo

OHa npopabomana 8 amMnaya
mpasecmu 40 niem, u darxe 8 70
Jlem NoAYUaNa NUCbMA OM 1OHbLX
cnywamenneti no adpecy dVlockaa,
paouo, [ury CaHOy».

'ALENTINA SPERANTOVA
DIED|

All her life she worked for

youth theatres: first for State
Youth Theatre, then for Central
Children’s Theatre. In her youth,
she played parts of boys. Bernard
Shaw, who visited the premiere
of the play «Tom Canty» in 1938,
watched Sperantova and thought
that it was a young actor who
played the title role. Also he was
amazed to learn that it was not

a boy talking to him, but a lady
who had already had a child. At
the end of her life, Sperantova
changed her role specialization
to parts of grandmothers of main
characters.

15.12.1981
37 AET HABALT

YMEP MHUXAHA JXAPOB

82-nemruil akmep CKOHUACS

8 bosIbHUYEe om nepumoHuma,
ocmagug doma Ha pabouem
cmose 3anucky: «Huuezo

He mpozamb, CKOPO NPUoy».

Ez0 3Hana u nrobuna ecst
cmpara 6:1a200apst KUHOPOSLSLM.
Ho >Kapoe &cto sku3Hb paboman
u 8 meampe. IlocnieoHue copok
siem — 8 Masnom. A 8 monooocmu
OH uepan y Bcesonooa
Meitiepxonsoa (Hanpumep, madam
Bparoaxneicmosy 8 «Cmepmu
TapenxuHa) u y AnexkcarHopa
Tauposa (Anerces

8 «Onmumucmuueckoii
mpazeduu). MHozo niem

2Kapoe 6bLn obuecmeeHHbiM
OJupexmopom LleHmpaibHoz0
[Joma axmepa. Pykosoouswias
um nozoHee Mapeapuma SckuHa
Hasvleana Muxauna Hearosuua
«006pbLM 2EHUEeM 9M020 MECMA,
U 8CNOMUHANA, YMO aKmep
Nnomozas oueHb MHOZUM JIHOOSIM.

MIKHAIL ZHAROV DIED

The 82-year-old actor died of
peritonitis in hospital, at home
he had left a note on his desk:
«Do not touch anything, I will be
back soon.» The entire country
knew him and loved him for his
film roles. Still all his life Zharov
worked for theatre. The last forty
years for Maly Theatre. In his
youth, he acted with Vsevolod
Meyerhold and Alexander Tairov.
For many years, Zharov was

the public head of the Central
House of Actors. Later, Margarita
Eskina, who replaced him, called
Mikhail Zharov “a guardian angel
of this place,” who had helped
many people.

18.02.1992
26 AET HABA

IIPEMBEPA «<HTPOKH XXI»
APTEAH APTHCTOB
CEPTES1 IOPCKOI'O

BOmom cnekmarsb cman nepgbim
npoorocepcKum NpoeKmom

8 nocmcogemckoii Poccuu.

OH npowen Ha cueHe MXATa
um. exosa 60 pas 8 meueHue
nonymopa nem. H 6oin
nocsieoHell meampaibHol
pabomoti onst EgzerHust
EecmuczHeesa, colzpaguiezo

8 Hzporax XX deesmo pas.
Tlomom axmep ymep, u e2o poso
nepewna k Cepzero FOpcrkomy.
[eticmeue nepeHocuiocb 8 HaUWU
OHU 8 COUUHCKYIO 20CMUHUUY
dIpumopckasw. IlTocmaHoeka
npuenexkana 3pumeseii ceoum
38€30HbLM COCMABOM, 8e0b

8 Hell 6bLu 3aHsambL Hamasbs
Tensicosa, Anerxcarop KansieuH,
Bsuecnae HeguHHbLL, AeoHUO
dunamos, I'eHHaouii XasaHos.

PREMIERE «GAMBLERS
XI», ARTEL OF ARTISTS OF

This performance was the first
producing project in post-Soviet
Russia. It was shown 60 times
on stage of Chekhov Moscow Art
Theatre during one and a half
year. It was the last theatre work
of Evgeny Evstigneyev, who played
in “Gamblers XXI” nine times.
Then the actor died, and his role
was taken over by Sergey Yursky,
who was also the director and
author of the script. The setting
of Gogol’s play was transferred to
our days’ Primorskaya Hotel in
Sochi.
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BYIKA CYPAEPA

AnHa YEITYPHOBA

B »TOV PYBPUKE

Mbl PACCKABBLIBAEM

O 3HAKOBBIX UMEHAX,
UHTEPECHBIX COBBITUYX
1 AIOBOIIBITHBIX ®AKTAX,
KOTOPBIE YIIOMUHAIOTCY
HA CTPAHULIAX
XKYPHAAA. UHOOPMAIIUSA
AJIPECOBAHA TAABHBIM
OBPA3BOM MHOCTPAHHBIM
YUTATEASM,
UHTEPECYIOIIIUMCY
PYCCKOUM UCTOPUEUN

U KYABTYPOM.

PomaH «BoCKpeceHHe»
AbBa ToacToro

«/leepb 8 Cmpany uyoecr, cmp. 18

ucareab paboTaa HaJL HUM OKOAO

JECATH AET C IIepepbIBaMU,

c 1889 o 1899 rom, ToO eCTh B 00IIIEi
CAOXKHOCTHU JazKe MOAbIle, yeM Hand «BorHoM
u mupom». aeto croxeta ToacToMy Hoza-
CKazaa IOPHUCT U AuTepatop AHaToaud KoHu.
OH pacckasaa, Kak B [leTepOypre HeEKHUH
IIPUCSIXKHBIN 3aceaTeAb, apUCTOKpPAT,

Ha Cy[e y3HaA B 0OBHHSIEMOH B KpazXKe IIpo-

CTUTYTKE KOTIa-TO COOAA3HEHHYIO UM JKEH-

muHy. Uctopud coxpaHuaa eé umd — Pozaauga

Omnu. [Joyb 4yXOHIla, apeHaaTopa MbI3bI

B OOHOM N3 (PUHATHACKUX I'yOepHUH, oHA

paHo ocTasach CUpOTOH. [locae cmepTH oTLIA

Po3aaus BociuThIBasach BAAAEAUIIEN MBI3EI,

Ooratoii netepbyprckoit namoii. E€ poxa-

CTBEHHHUKOM U OBbIA MYZKYHMHA, AUIITHBITHH

JEBYLIKY HEBUHHOCTH. BepeMeHHyI0

Pozaauio BeITHaAM U3 OMA, a IIOCAE OHa

rornaAa B IIyOAWYHBIN noM. Y3HaBIINH eé€

Ha Cy[le 3acCelaTeAb 3aX0TEeA XKEHUThCH

Ha Hel, Ho, II0Ka OH IIofIaBaA IIPOIIEHUS

00 3TOM B pa3Hble HHCTAHIIUHY, OHA 3aboaera

B TIOPbME CBIITHBIM TH(OM 1 yMepAa.
Cuaauaaa ToacTolt ybexxgaa caMoro

Konu manicats 06 3ToM noBecTs. Ho ToT Tak

U He cobpaAcs 9TO COeAaTh U CILYCTs [Ba roxa

1o mpockbe ToACTOro yCTYIIHA eMy CIOKET.

MUT-MH®O N4 2018

Aee Toncmoti

Han «Bockpecenunem» nucateab paboraa
OKO0AO fecaTH AeT. O ObITe 3aKAIOUEHHBIX
OH MHOT'0 paccIpallliBas HaaA3HpaTeAs
ByTeIpCKOH TIOPBMBI. A OAUH pa3 IPOLIEA
IOyTh OT Heé 10 HukoAaeBCKOro BoK3aaa
BMECTE C OCYyXKIAEHHBIMHU, OTIIPABAIBIIH-
mucg B Cubups.

B o6pase raaBHOro repod,

Amutpua HexaronoBa, OTpa3uAUCE HEKO-
TOpble aBTOOHOrpaduIecKre YePThl
camoro ToacToro. CBoemy 6uorpady

ITaBAy BUPIOKOBY HE3aO0ATO 40 CMEPTH

OH pacCKa3blBaA, 4YTO B IOHOCTH TOXKE
«II0r'yOHA» HEBUHHYIO NEBYIIKY, TOPHUYHYIO
lamry.

B uepHoBO# pemakiiuu ToacToro
«BockpeceHHne» cHa4aAa 3aKaHYUBAAOCH
xopomro. HexaronoB BmecTe ¢ Katromie,
Ha KOTOPOH OH 3KeHHuACH, kua B Cubupy,
YYHA OKPECTHBIX AeTeH U COYNHSIA KHUTH
0 3eMeABHOH COOCTBEHHOCTH. A IIOTOM,
KOrfla IPpaBUTEABCTBO COYAO €T0 AEATEAb-
HOCTH BPEIHOH, OH CYACTAUBO HU3beraa
COOCTBEHHOH CCBHIAKH, Oeskaa 3a pyOex

M HaXO[HA C JKEHOU HpHGC)KI/IH_[e B AOHOHE.

Ho B nporecce paboThl HAZL pOMaHOM 3TOT
dHHaA THCATEAb U3MEHHA, PACCYAUB, YTO
OH IIPOTHUBOPEYHT XKU3HEHHOH ITpaBme.

«BockpeceHue» CTaAO ITIOCAEAHUM
poMmanHoM AbBa ToACTOTO, U HEYAUBUTEABHO,
YTO B AUTEPATYPHOM MUPE €r0 XKIaAHU
c 6oabminMm HeTeprieHueM. Cpasy mmocae
OyOAHMKAIIUU KHUTY ITIEPEBEAU IPAKTH-
4eCKHU Ha BCE €BPOIeHCKUeE I3bIKH. B camom
Hayaae XX BeKa, elné mazke 10 [MOIBAECHUS
3BYKOBOTI'O KMHO, pOMaH O4€Hb MHOT'O 5Kpa-
HHU3UpPOBaAU Bo BceM Mupe: B Januu, CIIA,
Poccuu, ®pannuu. B 1914 rogy mo pomany
CHSIAM IIEABIX IBa (prAbMA B TOHUH.
[lepBag TeaTpasbHas IOCTAHOBKA
«BockpeceHHusd» B HAIIIEW CTpPaHe IIOSIBUAACH
B 1930 roay Bo MXATe.

Hukura Baaues (1876-1936)

«/Isepb 8 Cmpary uyodecr, cmp. 18

1921 rony 3HaMEHUTHIH UMIIpECAPHO

Mopuc I'ecT, mpuraaiasa Ha raCTpPOAX

B CIIIA Teatp «AeTydas MBIIIIb,
HaIMIHCaA ero PYKOBOOUTEAIO U KOH(pepaHChe
BaawueBy: «Y Tebs 3mech OoabIlioe OyayIiee.
91 moceiaaro Tede MO AIOOOBB U CTO IIOIle-
AyeB». CAaBUBIINNCA CBOUMHU UMIIPO-
BHU3aIIUIMU aKTEP HEMEIAEHHO BbICAAA
oTBeT: «CTo moreAyeB? S IIpearoyuTaro cTo
dyHTOB!

Hukwnra BaaueB ObIA CBIHOM OOraToro
apMSHCKOTO TOProBIia U, 10 JKEAAHHIO
0OTLla, B MOAOJOCTH OKOHYHUA MOCKOBCKYIO
KOMMepUecKylo akaneMuto. Ho cam
OH MedYTaA CTaTh aKTEPOM U paboTaThb
B Xy#oxecTBeHHOM Tearpe. OnHaKO
IIOAHEHBKOTr0 Kpyraoauliero baanesa
Tyna He 6paau. Ero Beipy4ua gpyr,
OoraTelil He(pTEITPOMBIIIIAeHHUK Hukoaa
TapacoB. OH mgaa TeaTpy OOABIIVIO CYMMY
JIEHET IIOCAE€ HEYIAYHBIX TACTPOAEH,
IIOCTaBUB YCAOBHE: IPUHATH B TPYIIILY
Baauea. B MXT ToT ceirpas psan BTO-
POCTENIEHHBIX POAEH, CAMOM 3aMETHOM
U3 KOTOPBIX cTaA Xaeb B «CHHEN ITHUIIEY.
IIpocaaBuAcd xxe aKTEpP TEM, 4YTO yCTpa-
UBaA 3HaMEHUTHIE KaIlyCTHUKHU TeaTpa,

U 371eCh eMy IIOMCTHHE He ObIAO PaBHBIX.

B 1908 rony onu ¢ TapacoBbIM OTKPBIAK
TeaTp-Kabape «\eTydas MBIIIE» B IIOABAAE
3HaMeHuToro noma IlepiroBa okoao Xpama
Xpucta Cnacureas. CHagaaa 3T0 ObIA
3aKPBITEIY aKTEPCKUY KAYD, HO ero caaBa
B MockBe BCKOpe cTasa TakK BeAHUKa, YTO
IIPUIIAOCE HAHUMATD OOABIIIEE IIOMEIlleHIe
U IeAaThb CIIEKTAKAU JOCTYIIHBIMH IAS

I POKOH mybauKHU. Béa mpencTaBaeHUs
cam BaaueB, KOTOPOro ero COBpeEMEHHUKH
BIIOCAE€ZICTBHUH Ha3BaAH «OTIIOM pPyC-

ckoro koHgepaHcayr. [lepen ero obagHuEeM

U HaXOAYHUBOCTBIO HUKTO HE MOT YCTOATh.
IMlyTku akTépa B IlepBOoIpecTOABHOH II€pe-
JaBaAHNCh U3 yCT B ycTa. Ecau ke co ciieHs!
OT HETO CABIIIAAU ONHY U Ty K€ OCTPOTY
0oAbIIIEe ABYX pas, 3pUTEAH Y3KE C OCYKIe-
HHEM OTMeYaAH, 4To «baanueB HOBTOPAETCS.

ITocae peBoAIOIIMY IPABHUTEABCTBO
IIBITAAOCH UCIIOAB30BATh «/A€TYYYIO MbIIIb»
AL IpoIlaraHabl CBOUX UAeH. DToro
BaaueB cTepneTh HE CMOT, SMUTPHPOBaA
U BO3poauA cBo¥ TeaTp Bo @pannuu. OH
U TaM cTaa 0e3yMHO IIOIYASIPEH, U IIPUHEC
€T0 PYKOBOJAUTEAIO IOBOABHO HEIIAOXOM
noxox. Kpome Toro, 3a BKAag Bo opaH-
I1y3CKO€ HCKyCcCTBO BaAueBa Harpagusu
opaeHoM [lodyeTHOro A€rvoHa.

«AeTydas MBIIIIb» YCIIEITHO TaCTPOAUPO-
BaAa U B APYTHUX €BPOIEHCKUX CTpaHax, H,
JIOBOABHO NOATO, Ha BponBee. PykoBonuTeada
TeaTpa gaxe npuHdA B Beaom nome cam
npesuneHT CIIA [Ixxon KaaBun Kyanmgxk.

B mauaae 30-x ronoB BaauneB 3akpria
«/AeTy4dyio MBIIIIb» U Iiepeexaa B CIIA.

C noMoIIbo TeaTpa oH 3apaboTas HEMaAo
JEHET, HO IIOTEePIA UX U3-3a OHPKEBOTO
kpusnca. B Heio-Mopke B 1935 roxy ou
co3naa «\eTy4dylo MBIIIb» C aMEPUKAHCKUMHU
akTé€paMu, HO ycIiexa 3TO IPeAIPUITHE

He umeno. B 1936 rony BaaueB ckoHuaacs
oT 6oAe3HU mo4eK. [leHer, OCTaBIINXCS [IOCAE

Huxuma

Banues
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PROMPT CORNER

ero CMEepTH, He XBATAAO JasKe Ha MOTpe-
6ernne. Ho Ha oTIeBaHHUe aKTEPA B PYCCKYIO
IIPaBOCAABHYIO IIEPKOBb Ha MaIHCOH ABEHIO
IIPUIIAM THICSYH AIOZIEH. A TOXOPOHHAM
cozzaread «\eTydeii M B Helo-Hopke

B CEMEMHOM cKaerle akTépa [ssuna beaacko.

Ha sToMm HacTosaa ero no4b, IBASIBIIASICS
eié 1 xkKeHoH npoxarocepa Mopuca I'ecra.
CBoé€ perreHue oHa 00BSICHHAA TEM, YTO PYC-
CKUH KOH(pepaHChE YacTO CMEIIHA €€ OTIA.

Ceprein
CyzenkuH (1882-1946)

«/Isepb 8 Cmpary uyodecr, cmp. 18

a KapTuHe «/|BOHHON aBTOIIOPTPET»
HXY,U;O)KHI/IK nzobpasna cebsd B o0ABKe

ApaekuHa 1 B obauke [Isepo. T'epoi,
KOTOPOMY YABIOaeTcsd ymada, U IepPCOHAaX,
TePIISIIHUH TOIEYNHEI CYABObI, — 3JKU3HD
He pa3 JaBaAa BO3MOXKHOCTE CyneHKHUHY
OPUMEPUTH Ha cebd U TOT, U APYroi obpas.
CBOI0 IEPBYIO OTEPIO OYAYIIUH XYIOKHIK

HCIIBITAA, KOrga eEMy HE OBIAO euié u ABYX A€T.

HWwmenHO TOorma OblaA yOUT HAPOLOBOABIIAMHU
ero otrer] ['eopruii [lopdpupreBuy, HHCIIEKTOP
CEKPETHOM IIOAMIINH. Y2KE B HaIlIU JHU OH
CTaA IIPOTOTUIIOM OJHOI'O U3 F€POEB pOMaHa
Bopuca AkynuHna «CTaTCKHM COBETHHUKY.
YToObI He KUTh B T€HH I1€4aAbHOU
caaBel oT1a, Cepreit CyneHKuH nepe-
MEHHA CBOE OTYECTBO C «[‘eopruesuyar
Ha «OpbeBuw. B 1909 rony oH OKOHYHA
MoCKOBCKO€E yYHAHUIIE JKUBOIIHNCH, BagHUI
U 3004Y€CTBAa, OTKYZa €ro OTYUCASIAU Ha I'OL

Soudetkine
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3a II0Ka3 Ha CTYAEHYECKOM BhICTABKE
PHCYHKOB (ppHBOABHOTO CONEPIKAHUS.
Bopouewm, BpeMd OTAYYE€HUd OT 3aHATHUH
XYIOXKHUK IIPOBEA AL Ce0sI C IIOAB30H,
odpopMAsd TeaTpaAbHbIE IIOCTAHOBKH.

Jag TeaTpa y94aCTHUK O0beIUHEHUH
«J'oaybas posar u «MUpP HCKyCCTBa»
Cyne¥KHH TPYAHUACSH BCIO CBOIO XKHU3Hb.

U B x€HEI OH cebe Opaa TOABKO aKTPHC.

Bo Bpems paboThl Haz criekTakaeM «CecTpa
Bearpucar» B [I[paMaTH4eCKOM TeaTpe
KomuccapkeBCKOM XyI0KHUK [103HAKO-
muAcs ¢ OAbroif ['Ae00BOM, HUCIIOAHSBINEH
POAB OJHOM U3 MOHaxXHHb. BCKope oHa
cTaAa ero XKeHou. ITo Oblaa 3aMedaTeAbHAS
JKEHIIUHA, CTUXH KOTOPOH IIOCBAIIIAAU
Aaexcasap Baok, @€nop Conory6, 'eopruit
UBanoB, Beaumup Xaebrukron, Urops
CeBepaHuH. Oapra cTasa HPOTOTUIIOM
OIHOM M3 TAABHBIX TrepOoUHb «[loaMbI 6e3
reposi». E€ aBTop AHHa AXMaTOBa Ha3blBaAa
I'reboBy-Cynetikuny «<KoAOMOMHOM AeCATHIX
roZIoB» — aKTpHCa U BIIPaBAY 3aMedaTeAbHO
HUCIIOAHSIAA 3Ty POAb.

PazymeeTcsa, Xxymo:XKHUK HEOJHOKPATHO
IHCaA XKEHY, a TaKXKe IPUAYMBIBaA A Heé
onexny. Ux coBpeMeHHUK AAEKCaHAP
MreOpoB BCIIOMHUHAA: «OH obaeKaA eé
B TaKHe€ 3aMe€YaTEeAbHBIE OESTHHUS, UTO
IOPOI0 MO3KHO OBIAO TIOAYMATh, OyATO
CynetikuHa-I'neboBa BommaoTHAA B caMoOi
cebe OYKBaABHO BCIO F'aMMy 0€CKOHEYHO
pa3HooOpa3HbBIX IPU3PAKOB, KOTOPBIMU
OAmcTaa, Kak XyJOKHUK, B CBOEM CLIEHHYe-
cKoM TBopuecTBe CyneHKHH».

Hx 6pak pacriaacg yepe3 BOCEMb
AET,  BCKOPE Y XyJ0KHHUKA [I0IBUAACH
HOBasl XXK€Ha U My3a — akTpuca Bepa
[MTuaamar. OHa paborasa B Kameprom
Tearpe, rae Cyneikue opopMags QKeHUTLOy
durapor. Bepa B criekTakae He y4acTBO-
BaAa, HO XyNOXKHUK ybenua AaekcaHapa
TaupoBa B HEOOXOAMMOCTH B 3TOH IIOCTAa-
HOBKE UCIIAHCKOI'O TaHIIa, UCIIOAHSIEMOTO
[Muaaunr. Y co3nas nas akKTPHUCHI IOTpLACA-
IOIIIUM, PACIIUTBIN 3BE31aMH KOCTIOM.

C Bepoit CyneHKHH IPOIIEA JOATHH IIyTh
SMUTpPAlIN: CHadaAa OHM XKHAU B KprIimy,
notoM B Tudance, 3areM riepeexasn
B [Tapux. Ho Tam Bcero yepes aBa rozga
XYOOKHUK PaCcCTaACs C JKE€HOH, KoTopas
yiaa oT Hero K Mropro CTpaBUHCKOMY.
ITocae aToro CyneiikuH yexaa B Heio-Mopk,
TJIe ¥ OCTaACd 40 KOHIIa XKU3HU. B 20-x
rozax oH MHOI'o paboTaa Haz odopmae-
HHEM IIOCTaHOBOK MeTpoIIoAUTEH-OIIEPEI,
Cpeay KOTOPBIX ObIAM U ABa OaseTa
CrpaBuHckoro — {leTpyiikar 1 «CBagedbkan...

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.

“Resurrection” by Leo Tolstoy

“The Door to Wonderland”, p. 21

he writer was working on it for about
I ten years intermittently, from 1889

to 1899, which is, in total even longer
than on “War and Peace”. The idea of the
plot was offered to Tolstoy by a lawyer and
writer Anatoly Koni. He told him that once
in St. Petersburg a juror, an aristocrat,
when in court recognized in a prostitute
accused of theft a woman who he had once
seduced. Her name was Rosalia Oni. After
her father’s death, Rosalia was brought up
by the owner of the manor, a rich Petersburg
lady, her father had worked for. Her relative
was a man who robbed the girl of innocence.
Pregnant Rosalia was kicked out of the
house, later she went to a brothel. The
juror who recognized her in court wanted
to marry her but while he was submitting

petitions about this to different instances,
she fell ill with typhus in prison and died.

At first, Tolstoy urged Koni himself to
write a story about it. But the latter has
never intended to do this, and two years
later, at Tolstoy’s request he gave up the plot
to him.

The writer worked on “Resurrection” for
about ten years. A lot about prisoners’ life
he found out from a warden of Butyrskaya
prison. And once he followed the way from it
to Nikolaevsky railway station together with
convicts who were going to Siberia.

The main character, Dmitry Nekhlyudov,
reflected some autobiographical features
of Tolstoy himself. Before his death, he
told his biographer Pavel Biryukov about
an innocent maid Gasha who he also had
ruined in his youth.

“Resurrection” was the last novel written
by Leo Tolstoy, and it is not surprising that
the literary world was awaiting it with great
impatience. Immediately after publication,
the book was translated into almost all
European languages. At the very beginning
of the twentieth century, the novel was
made into films all over the world: in
Denmark, the United States, Russia, and
France. In 1914, even two movies were
made in Japan. The first theatre production
of “Resurrection” was released in Russia in
1930 at Moscow Art Theatre.

Nikita Baliyev (1876 — 1936)

“The Door to Wonderland”, p. 21

Gest invited the Bat Cabaret to tour

the USA; he wrote to its leader and
compere Baliyev: “You have a great future
here. I send you my love and one hundred
kisses.” The actor, who was famous for
his improvisations, immediately replied:
“One hundred kisses? I prefer one hundred
pounds!”

Nikita Baliyev, who was a son of a
rich Armenian merchant, at the request
of his father, graduated from Moscow
Commercial Academy in his youth. But
he himself dreamed of becoming an actor
and working for Art Theatre. However,
overweight, round-faced Baliyev was not
admitted. He was rescued by a friend, a
rich oilman Nikolai Tarasov. He gave a
large sum of money to the theatre after
some unsuccessful tour upon condition to
admit Baliyev to the company. At Moscow

In 1921, a famous impresario, Maurice
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Nikita Baliyev

Art Theatre, he played numerous minor
parts, but became famous for arranging
well-known theatre actors’ parties. In
1908, he and Tarasov opened the Bat
Cabaret at the basement of Moscow’s
famous house of Pertsov near the
Cathedral of Christ the Savior. Baliyev
himself led the shows, his contemporaries
later called him “the father of Russian
compere”. Nobody could resist his charm
and improvisation. The actor’s jokes were
passed from mouth to mouth in Moscow.

After the revolution, the government
tried to use the Bat Cabaret for
propaganda. Baliyev could not tolerate it,
he emigrated and reopened his theatre
in France. He became insanely popular
there, and brought a fairly good income to
his manager. Besides, for his contribution
to development of French art Baliyev was
awarded Order of the Legion of Honor.

The Bat has successfully toured other
European countries, and, for quite a while,
the Broadway.

In early 1930s, Baliyev closed the Bat
and moved to the USA. With the help of the
theatre, he earned a lot of money, but lost
it due to the stock exchange crisis. In New
York in 1935 he founded the Bat Cabaret
with American actors, but this venture
was not successful. In 1936, Baliyev died
of kidney disease. The money left after his
death was not even enough for his burial.
Yet thousands of people came to his funeral
service in Russian Orthodox Church on
Madison Avenue. The founder of the Bat
Cabaret was buried in New York in the
family crypt of actor David Belasco. His
daughter, who was also the wife of producer
Maurice Gest, insisted on this. She
explained her decision by saying that the
Russian entertainer often made her father
laugh.
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Serge Sudeikin (1882 — 1946)

“The Door to Wonderland”, p. 21

artist portrayed himself as Harlequin and

as Pierrot. The hero, who is rather fortunate,
and at the same time a character who endures
slaps in the face from fate - life gave Sudeikin a
chance to try on both images. The future artist
experienced his first loss when he was not even
two years old. His father, an inspector of the
secret police, was killed by populists.

In 1909, Sudeikin graduated from Moscow
School of Arts, Sculpture and Architecture.
His entire life he was working for theatre as
a participant of associations “Blue Rose” and
“World of Art”. He also married only actresses.
While working for Komissarzhevskaya Drama
Theatre, the artist met Olga Glebova, who
played a part of one of nuns. Soon she became
his wife. She was hymned by famous Russian
poets Alexander Blok, Fyodor Sologub,

Georgy Ivanov, Velimir Khlebnikov, and Igor
Severyanin. Olga became one of the main
characters of “Poem without a Hero”. Its author
Anna Akhmatova called Glebova-Sudeikina
“Colombine of the tenths” — the actress did
play the part of Colombine remarkably well.

Their marriage broke up after eight years,
and soon the artist had a new wife and
muse, Vera Schilling, an actress of Chamber
Theatre, where Sudeikin worked as a stage-
painter for “The Marriage of Figaro”. With
Vera, Sudeikin went a long way to emigration:
at first, they lived in the Crimea, then in Tiflis,
and then moved to Paris. There, just two
years later, the artist broke up with his wife,
who left him for Igor Stravinsky. After this,
Sudeikin left for New York, where he stayed
till the end of his life. In the 20s, he worked
a lot for productions of Metropolitan Opera,
among them were two ballets by Stravinsky:
“Petrushka” and “The Wedding”...

In the painting “Double Self-Portrait”, the

Razguliay Square
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