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NUBAA HATb TEATPOB MUPA

LIVE RIBBON OF THEATRES OF THE WORLD

JIro601i 106MIel — He TOJBKO MPa3AHUK, HO U HEBOJIb-
HBIU TTOBOJ, JIs TIO/IBEAIEHUS OIpe/ieJIEHHBIX UTOTOB.
Tak u Mbl, B roz 25-nmetud MexXJyHapo#ZHOIO Tea-
TpambHOro gpectuBand uM. A.I1.YexoBa, obparaeMcs
K HWCTOpUM HAIllero TeaTpajbHOTO JAETHUIa, aHaIU-
3UpyA Kak yclleXy U JOCTUKEHUA, TaK U olpeseseH-
HblE TIPOMaX{ U WX NPUYUHBI, O6€3 Yero He MOXKET
OBITh ZIBIDKEHUA Zajbliie. POAMIOCH 9TO JETUIlE He
TI0 TIPHKa3y CBepXY, a barogapsi Bojie U HEBEPOSATHO-
MY JKeJIaHUIO JItoZilell 0TeYeCTBEHHOTO TeaTpa UMeTh
MeXKIyHapOAHBIN TeaTpalbHbIA (GeCTUBAb B CTPaHe,
KOTOpasi Jlajla MUPY MHOTO BEJUKUX TeaTpPajbHBIX
Uziell, Ho Bce-TaKu ocTaBajlach B CTOPOHE OT MUPOBO-
T'0 TeaTPaJbHOTO JABUKEHUS.

C romaMu Bce OYEeBHHEE CTAHOBUTCSH, KaKUMH
MPO30PJIUBBIMU OBUTM OCHOBATEHU Hallero ¢pecTruBa-
s Kupwin JlaBpoB u Oser E¢ppemoB. B camoe Tpya-
Hoe BpeMs Havyasa 90-X ToZloB OHU He OTKa3aJIucCh OT
MBICJIA YYPEAUTH U MPOBeCTU deCcTHUBasb, 3alyMaH-
HBIU ZeATenaMU TeaTpa elle B 1986 rogy Ha Yupe-
zutenbHOM cbesfie CT/l CCCP. HecmoTpsa Ha TO, 4TO
He OBUIO TIpEXHEN CTpaHBI, JIOAU TeaTpa PENIMIN
npeobpasoBaTh COr03 B HOBYIO OpTaHU3AIHI0 — MexK-
QyHapOAHYIO KOHGeZepaltio TeaTpalbHBIX COIO30B
(MKTC) u TakuM 06pa3oM COXPaHUTh TeaTpaIbHOE
MPOCTPAHCTBO OBIBIIUX PECIYOJUK, a HbIHE HE3aBU-
CUMBIX TOCYJapCTB. DTOMY, KOHEYHO, CIIOCOOCTBOBAI
U yYpeXKAeHHbBIN KoHbeepalieil YexoBckuii pecTu-
Basib. OH U TBOpYECKHEe MepOIpPHUATHSA, ITPOBOAUMEBIE
B paMKax ero mporpaMMsbl, CTaJIu COeJUHUTETbHBIMU
HUTSIMH, OCHOBOM HAIIUX JaJbHEUIINX OTHOIIEHUH
C TeaTpaJbHBIMU OpPraHU3ALUAMU U AeATeNAMU Tea-
Tpa ApyTuX rocyZapcTB.

MHoro cenanu A CO3JaHusg U yCIeUTHON Jes-
tenbHOCTH PectuBana M.3axapos, A.bapToiieBud,
M.[IBeiAKoOM, A.PybunmnTeiiH, B.Xasanos, T.IIpoc-
KypHUKOBA, D.J/leBuHa. BceMepHyI0 TOAJEP)KKY B Te
rogsl ®ectuBasnto okaswsiBanu C./lanuenko, H.Epemen-
Ko, B.PaeBckuii, B.Amoctos, b.KapueBa, P.Azomaii-
tuc, 10.Byapatituc, A.Mukk, O.KazanusH, A.Heiima-

Any jubilee is not just a celebration, but also an
unintentional pretext for drawing certain conclusions.
Therefore, we too, during the 25" anniversary of
the Chekhov International Theatre Festival, are
looking back to the history of our theatre brainchild,
analyzing our successes and achievements as well
as some slips and their causes. Without such an
operation there can be no movement forward. This
brainchild was born not by any decree from above,
but thanks to the determination and incredible
willpower of some representatives of Russian theatre
in launching an international theatre festival in the
country which gave many great theatrical ideas to
the world, but was largely staying aloof from global
theatre developments.

As years go by, the foresight of the founders of our
Festival, Kirill Lavrov and Oleg Yefremov, becomes
ever more evident. At the most difficult period of the
early 1990s they never gave up the thought to establish
and uphold the Festival, conceived by our theatre
figures as early as 1986, during the inaugural congress
of the USSR Theatre Association. Despite the fact that
the country ceased to exist, those people decided to
transform the Association into a new organisation, the
International Confederation of Theatre Associations
(ICTA), and thus to preserve the common theatre
space of former Soviet Republics, which had become
independent states by then. The Chekhov Festival,
established by the Confederation, facilitated that,
of course. Both the Festival itself and creative events
held within the framework of its programme served
as connecting threads and as the foundation of
our further links with theatre organisations and
representatives from other countries.

Noticeable contributions to the foundation and
development of the Festival were made by M.Zakharov,
M.Shatrov, A.Bartoshevich, M.Svydkoy, A.Rubinshtein,
V.Khazanov, T.Proskurnikova, E.Levina. In those
days the Festival was comprehensively supported by
S.Danchenko, N.Yeremenko, V.Rayevsky, V.Apostol,
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ToB, Y.bazapbaeB U MHOTUeE /IpyTUe JeATeNN TeaTpa
OBIBIIIMX COIO3HBIX PECITYyOIIHK.

A mymaro, 4TO MBI OKa3aJuCh 'OTOBBI K OpPTaHU-
3anuu YexoBckoro ¢ectuBaia 6narofaps OIBITY,
KOTOPBIM Mpruobpenu npu MpoBeZieHUN Bcecoro3Ho
TBOPYECKOH BcTpeuu «TeaTp U BpeMs», pecTuBaIen
TeaTpa 3apyOeXHbIX CTPAH B HALllEH CTpaHe U oTede-
CTBEHHOT'O TeaTpa 3a pyOeKoM.

B Mockse cocrosuiuck PectuBanu TeatrpoB OPT,
@pannuu, Utanuu, PectTrBanb TeaTpaJbHOTO U TaH-
ueBanbHOro uckyccrBa Lropuxa, ®ectuBanp Pia-
MaH/ICKOTO TeaTpaJbHOTO UCcKyccTBa U ap. Pectusa-
JI OTEYECTBEHHOT'O TeaTpa 3a pybekoM IpOLUIH B
l'epmanuu, ®pannuu, bensruu, Hunepnangax, Mra-
svm, [lIBetiniapun. Ype3BbIYaliHO MOJIE3HBIM /71 HaC
OKasajcs OIBIT TpoBeZieHUA B 1990 roay ®ectusana
UTAIbAHCKOI'O TeaTpa B MockBe. BeTpeua ¢ Belnuku-
Mu Mactepamu — xopaxo CrpenepoM, Japuo Po,
®epyuuo Conepu, Kapmeno BeHe, 3HaMeHUTHIE Te-
aTpel, SKCIEePUMEHTAIbHbIe TPYIIIEL, Be BBICTABKU
(«Capropu. UtanbaHckad TeaTpaabHasA MacKa», «Ho-
BhIM Tearp Uramuu 1975-1988»), HezabBIBaeMBIi
YPOK KOMeJuH Zieib apTe, AaHHBI @epyqdo Conepu
B TearpanbHOM 3aje IIlyKMHCKOro y4Jmiuiia — Bce
3TO BBI3BAJIO OTPOMHBIM MHTEPEC y 3pUTesiel U Ipo-
dbeccroHanoB.

B.Kariyeva, R.Adomaitis, Yu.Budraitis, A.Mikk,
E.Kazanchyan, A.Neimatov, Ch.Bazarbayev and many
other theatre figures in former Soviet republics.

I believe we also proved ready to launch the
Chekhov Festival owing to the experience we had
acquired during the All-Union creative event called
“Theatre and Time”, as well as a number of festivals of
foreign theatre in Russia and Russian theatre abroad.

Moscow was the venue for theatre festivals from
West Germany, France, Italy, the Zurich Festival of
Theatre and Dance, the Flemish Festival of Theatre
etc. The Festivals of Russian theatre were held in
Germany, France, Belgium, Netherlands, Italy and
Switzerland. In particular, we are hugely indebted
to the experience we gained from the Italian Theatre
Festival, which took place in Moscow in 1990.
Our meetings with great maestros such as Giorgio
Strehler, Dario Fo, Ferruccio Soleri and Carmelo
Bene, famous theatres, experimental companies,
two exhibitions (“Sartori. The Italian Theatre
Mask” and “New Italian Theatre, 1975-1988”), the
unforgettable lesson in commedia dell’arte given
by Ferruccio Soleri in the hall of the Shchukin
School - all these aroused enormous interest among
the audience and the professionals.

Our acquaintance with the life of the Italian
theatre, which was then exceptionally intense and
interesting, allowed us to grasp how important it is
to be aware of the global theatre situation, to know
the very process of selecting shows and working out
programmes. We have been learning all this from
our foreign colleagues, which soon proved to be of
great use during the preparation and launch of the
Chekhov Festival.

First and foremost, the whole story of the
emergence of our Festival is closely linked with
the names of two outstanding directors, Giorgio
Strehler and Peter Stein.

I met Stein during the early stages of “The Days of
West German Theatre in Moscow”, held in January
1989. Our attention was focused on the production
of Chekhov’s Three Sisters, directed by Stein. It was
awaited with immense interest. The director amazed
everyone by his keen penetration into the mysteries
of psychological realism stemming from the
traditions of the Moscow Art Theatre. In June 1990
the production was shown in Moscow again. His
version of The Cherry Orchard rode on that wave of
great success at the I Chekhov Festival, as did Uncle
Vanya with Italian actors at the II Festival.

At the same time, together with Peter, we
have conceived a large joint project, which was to

1. Kupuan Jlaspos
Kirill Lavrov

2. Onee E¢ppemos
Oleg Yefremov

3HAKOMCTBO C TeaTpaJbHOM KW3HBIO VTanuwy,
KOoTOpas ObUIa B Te TOABl YPEe3BBIYAHO HaCHILIEeH-
HOW M UHTEPECHOMU, MO3BOJIWIO MOHATh, HACKOJIBKO
Ba)KHBIM ABJIAETCS 3HAHUE TeaTpaJbHOW CUTYalluU B
MUpE, caM Mpoliecc 0T6opa CreKTakIed u GopMupo-
BaHUA NporpaMM. BceMy 3ToMy MBI YIWINCH Y 3apy-
GeXHBIX KOJUIET, YTO U IPUTOAMIOCH BCKOPe IIPU Op-
raHW3aluy U IpoBeJeHNH YeX0BCcKoro $pecTuBaIi.

Vcropusa Hamero decTuBand CBfA3aHA, Ipexze
BCEro, ¢ IMeHaMHU /IByX BBIJJAIOIINXCS PEXUCCEPOB —
Ibxopmxo Ctpenepa u [letepa IllTatiHa.

Co lITaiiHOM MBI TO3HAKOMILIHCH TP TIOATOTOB-
ke decruBansa «/IlHu Teatpa DezeparuBHoli Pecy-
6muku TepmaHuy B MOCKBe», KOTOPBIH COCTOSICS
B AHBape 1989 roga. B umeHTpe Hallero BHUMaHUA
6bu1 criekTakib «Tpu cecTpbl» A.Il.UexoBa B mocra-
HoBKe IlITaitHa. VIHTepec K CIIEKTAKJIIO ObUT OTPOMEH.
Pexxuccep mopasusl IPOHUKHOBEHHEM B TalfHBI IICHU-
XOJIOTUYECKOI'o peaan3Ma, CBI3aHHOTO C UCKYCCTBOM
XyzoxkecTBeHHOro Teatpa. B ntoHe 1990 crekTakib
rokasanu B MockBe BTOpoii pa3. Ha BoiHe orpoMHO-
ro ycrexa M MHTepeca Ipoliesl ero «BUIIHeBbIH cazy»
Ha IlepBom ¢ecTuBane, a 3ateM «/lsaasa Bausa» ¢ uta-
JIbSTHCKUIMU apTHCTaMU Ha Bropom ¢ectrBaie.

OzHOBpeMeHHO MBI ¢ IleTepoM 3azymanu 60Jb-
10K COBMECTHBIN MPOEKT, KOTOPBIM [JODKEH OBLT
00BeJMHUTD YCIINA HEMELKUX U POCCUHCKUX TBOP-
YeCKUX KOJUIEKTUBOB. DTO OBLT ClIeKTaKIIb «OpecTress»
Ocxua. TIpoeKT ObLI OCYIIECTBIEH TIPU TOAJEPIKKE
Wucruryra I'ete B MrouxeHe u Mockse. COTpyZHU-
yecTBO YexoBckoro dectuBais ¢ MHcrtutyroMm lete
YCIEIIHO IIPOZ0/LKANIOCh U BCe TTOC/IeZyolI e rOZbL.

[TocTaHoBKa «OpecTen» lllTaliHOM cTasa s Hac
He TOJIbKO CE€Pbe3HbIM KCIBITAHWEM, HO U XOpollel
mIKoJIoN. JIM4Hble KOHTAaKThI, JOBepUe, OTBETCTBEH-
HOCTb ¥ 00513aTeIbHOCTD B BBIIIOJIHEHNUH JIOTOBOPEH-
HOCTel, yMeHUe UCKaTb U HaXOJUTh PelleHus B JIo-
ObIX, Ka3aJI0Ch Obl, 6E3BBIXOHBIX CUTYAIUAX — BCE 3TO
OKa3ajoch BOCTPeOOBAHHBIM B Halllell COBMECTHOMN
paboTe ¢ HEMEIKUMH KOJUIETaM{, C POCCHICKUMU
IapTHepaMH, CIIOHCOpaMU U MelleHaTaMu. IIpembe-
pa cocrosanack 29 aHBapa 1994. CrekTakib C yclie-
xoM mpotresn B MockBe Ha cuieHe Teatpa Poccutickoit
Apvuu (46 mpencrasienuii), B CaHkT-IleTepOypre,
Yensbuncke, Camape, TonbsaTTH, KueBe, y4acTBO-
BaJI B MEX/YHAPOJHBIX TeaTPaIbHBIX GECTUBALAK BO
®pannuu (Mobex, OceHHull pectuBans B ITapike),
lepmanuu (Betimap, MronxeH, Ityrrapt), I'peruu
(Onuzasp), Benmukobputanuu (SAUHOYPTCKUN MeX-
AyHapozHbiii ¢pectuBanb), Januu (dpectuBanp «Ko-
TeHrareH — Ky/lbTypHas croiuia EBpomsl 1996»).
OredecTBeHHass ¥ 3apybelkHasd KPUTHKA BBICOKO

combine the efforts of German and Russian creative
forces. This was the production of The Oresteia by
Aeschylus. The project was supported by Goethe
Institute in Munich and Moscow. Co-operation of the
Chekhov Festival and Goethe Institute has been quite
successful in subsequent years.

Stein’s production of The Oresteia became not
only a serious test, but also a very good school for us.
Personal contacts, trust, responsibility and reliability
in carrying out our arrangements, and ability to look
for and find the answers in any situation, even if it
seemed hopeless, — all that was required in our co-
operation with German colleagues, Russian partners,
sponsors and benefactors. The premiere took place
on 29 January 1994. The production had a very
successful run at the Russian Army Theatre in Moscow
(46 performances), in St. Petersburg, Cheliabinsk,
Samara, Togliatti and Kiev. It took part in several
international theatre festivals in France (Maubeuge
and the Autumn Festival in Paris), Germany (Weimar,
Miinchen and Stuttgart), Greece (Epidavros), Great
Britain (Edinburgh International Festival) and
Denmark (“Copenhagen, Cultural Capital of Europe
1996”). Critics both at home and abroad highly
appreciated the production of the German director.
Once again, the world got a chance to see the
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oLleHWIa paboTy HEMEIKOro pexwuccepa. Mup ee
pas cMOr yBUJETb JOCTWDKEHHUA PYCCKOU TeaTpasb-
HOM mmKombl. Cpey YYacCTHUKOB CIIEKTAKJIA OBUIN
Esrennii MupoHos, rops Koctonesckuii, Cepreii
CasontbeB, ExaTepuna BacunbeBa u Tatpana Bacu-
nbeBa, TaTbsaHa [Jorunesa, Enena MatiopoBa, HaTa-
npa Kouerosa, Jltogmuna Yypcuna, Osbra /[3ucbKo,
Huxoaii Jlazapes, Anekcanzp MuxalaykuH U py-
rUe aKTepbl MOCKOBCKUX TeaTpoB. [IpoekT onpaszan
cebs1 He TOJIBKO TBOPUECKH, HO M SKOHOMUYECKHU.

B pmanpueiimem IllTaliH MpoAoKas YCHEUIHO
paboTaTh C PyCCKUMHU aKTepaMmH, Yxe B 1998 roxy
IpU HallleM Yy4YyacTMM OH InocTaBwil «[amiera».
B pampHelmeM pexuiccep ObUI IpUIVIALIEH JJI IT0-
CTaHOBOK B MOCKOBCKHE TeaTpbl — Bosbloil Teatp,
MysbikanbHbI  TeaTp uM. K.C.CTaHHC/IaBCKOTO
u Bn.M. Hemuposuya-Zlanuenko, Teatp “Et Cetera”
1n/p A.Kanarusa.

BeprewMmcsa k Ctpenepy. K coxxaneHnuro, oH He cTa-
BWI CIIEKTAKIM B Poccuu U He paboTas ¢ HaUTUMU
apTuctamMu. Ho BIMsHMe ero Ha Halle JAeio OGbUIo
OTPOMHBIM. [[eHHEIM OBLTO €r0 OTHOIIEHUE K Hallei
CTpaHe, ee KyJAbType, TeaTpaabHbIM Tpazunuam. Ero
CIIEKTAKJIM BCET/a BBI3BIBAJIN BOCTOPT IYOIUKH.

Criektakib «OcTpoB pabos» I1. MapuBo B mocTa-
HOoBKe CTpesiepa GBUI TIPEACTaBIE€H B IMpOrpaMMe

achievements of the Russian theatre school. Among
the performers there were Evgeny Mironov, Igor
Kostolevsky, Sergey Sazontyev, Ekaterina Vasilyeva,
Tatiana Vasilyeva, Tatiana Dogileva, Elena Mayorova,
Natalya Kochetova, Ludmila Chursina, Olga Dzisko,
Nikolay Lazarev, Aleksandr Mikhailushkin and other
actors from various Moscow theatres. The project
paid off both creatively and economically.

Subsequently Stein enjoyed even more success
working with Russian actors. Already in 1998,
with our participation, he produced his Hamlet.
Later the director was invited to stage his works at
several Moscow theatres, including the Bolshoi, the
Stanislavsky and Nemirovich-Danchenko Musical
Theatre and “Et Cetera” headed by Aleksandr Kaliagin.

Let us go back to Strehler who, unfortunately,
neither had any productions in Russia nor worked
with our actors. However, he greatly influenced our
cause. His attitude to our country, its culture and
traditions was priceless, and his shows were always
admired by the audience.

Strehler’s version of Lile des Esclaves (Slave
Island) by Pierre de Marivaux was presented in the
programme of the II Chekhov Festival in 1996. The
director himself did not come to Moscow. In protest
against the cultural policy of the Italian government

3. Ilemep IlImatin

8 Menuxose daem
uHmepewio y auzens,
20e ObL1a HANUCAHA
«Yatika»

Peter Stein being
interviewed

in Melikhovo,

near the outhouse
where Chekhov wrote
‘The Seagull’

4. JTcopdaco Cmpenep
Giorgio Strehler

Broporo YexoBckoro ¢ectuBans B 1996 roxgy. Cam
pexxuccep B MockBy He npuexai. IIpoTecTys IpoTUB
KYJBTYPHO! IIOJIUTUKY HTAJbAHCKOIO IPABUTEJNb-
CTBa, OH BCKOpPEe IIOKUHYJI CBOH ITOCT. MBI ITOJIy4WIN
ot Crpesepa NMHUCbMO, BBIIEPXKKU U3 KOTOPOI'O A XO-
TeJ1 GBI IPUBECTH 371€Ch:

«...B 3TOT MOMEeHT MeH: He OyZEeT ¢ BAMH, HO 3TO He
TaK YK U BOXXHO. fI 37iech, BMecTe ¢ aKTepaMH, B MU3aHC-
I[eHaX, B CBETOBBIX aQdeKTax, B KAXKJOM JKeCTe U CIOBE.

Moe XyzoXXKecTBEHHO€e BOIUIOIIEHIEe BaXKHee Moe-
'O JIMYHOT'O IPUCYTCTBUA.

U Bce e g HAZEIOCh, YTO MBI ellle BCTPETHMCH,
WU BMecTe ¢ TeaTpoM «[TMKKOJI0», MOUM JleTHUIIeM,
WY JKe TIPY IPYyTUX OOCTOSATENIbCTBAX.

CaMoe I1aBHOe, IIOBEpBTE MHe, YTOOBI BCerza Cy-
IIeCTBOBAJI T€ATP, YTOObI OH pa3BUBAJICH, U €rO JIo-
OWIN 3pUTENH.

MBI — XYZOXXHHKU — BCEro JIMIIb WHCTPYMEHT
TeaTpaJbHOH 110331H. VIMEHHO B Hell — CyIIHOCTb Te-
arpa. Eme pas xo4y MOBTOPUTH, YTO 3TO, HaZEIOCh,
He [TOCJIeZIHAA BCTpeyda.

Ot Bcell gymm OOHMMAl MOHMX PYCCKUX KOJUIET
U Jpy3el, Beib Bce MBI — WIEHBl MHOIOYHMCIEHHOU
ceMbH, /U1 KOTOPOH He CYIeCTByeT I'PAHHUIL».

Bcezda Baut, /[ocopdaco Cmpenep
Munan, 29 urons 1996

C caMuM MasCTpo, YBbL, MBI 6OJIbIIIe HE BCTPETHU-
suck. B ekabpe 1997 roga ero He crano. Ho oH ocTa-
BWJI HaM OeclieHHOe Haclesine.

Besnkuii ciekTakib «ApsekuH, Cryra JByX TOCIIOz»
oTkpriBal B 2001 rogy B Mockse TpeTbro BecemupHyro
TeaTpanbHyto OnumMmuazy (IV YexoBckuii GecTrBaIb).
Iosxe B 2011 B pamkax 'oga Poccua-Mranua Mbl cHO-
Ba ITOKas3anau ero B MoCkBe U ellle B IIeCTH ropojax—
Kazanu, Yoe, Yensabuncke, Exarepun6ypre, TromeHH
u XaHTbI-MaHcuticke. Ycrex 6bUT OTPOMHBIH.

f ocTaHOBWJICA Ha HAIIUX OTHOIIEHUAX C 3TUMU
YHUKaJIbHBIMU JUYHOCTAMHU — [leTepom IlITaitHOM 1
¢ xopmko CTpesiepoM — Jjisi TOTO, YTOOHBI ellle pas
NIOAYEPKHYTh BAXKHOCTb Y9aCTHUA 3TUX MacTepPOB MU-
POBOTO TeaTpa B CTaHOBIeHUHU Haulero ®ectuBais.

KoneuHo, K TakuM JrO[AM A OTHolly u IluTepa
Bpyka — rypy COBpeMeHHOT0 TeaTpa, C KOTOPBIM Y Hac
YCTaHOBWINCh TBOPYECKUE U APYKeCKHe OTHOLIeHW:
eme 10 poxzaenusa ®ecruBania. B mae 1988 roza B me-
penosnHeHHOM 3a1e MXAT um. A.I1.9exosa Ilutep bpyk
BBICTYNIWJI C JIGKIUAMU IepeJ; aKTepaMu, pekucce-
paMu, KpUTUKaMHU, CTyZeHTaMH TeaTpasbHbIX LIKOJL.
beuto npumiameHo 188 pexxuccepoB U3 BCEX PeCILy-
6uk. «Tpu aHA ¢ [TutepoM BpykoM» — Tak Ha3BaIu 3Ty

he was soon to resign. We received a letter from
Strehler, which I would like to quote here:

“...At that moment I shall not be with you, but it
does not matter all that much. I am here, together
with the actors, in the mise-en-scenes, in the light
effects, in every gesture and word.

My artistic incarnation is more important than my
personal presence.

Nevertheless, I hope that we shall meet, either
with the “Piccolo” theatre, my brainchild, or in other
circumstances.

Believe me, the most important thing for the
theatre is to exist perpetually, for it to develop, and to
be loved by the viewers.

We artists are just instruments of theatrical poetry.
The latter is the essence of the theatre. I repeat once
again, I hope this is not our last encounter.

From the bottom of my heart I embrace my Russian
colleagues and friends, since we all are members of
a numerous family, for which there are no bounds.

Yours Ever, Giorgio Strehler
Milan, 29 June 1996

Alas, we have never met with the maestro
again. He died in December 1997, but he left a
priceless legacy to us. In 2001 his great production
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Berpedy. Torza e pexuccepy 6puta BpydeHa IIpemus
CTZl CCCP 3a BKJaJ B COBpEMEHHOE TeaTpaJbHOE UC-
kyccTBO. B MapTe 1989 roza Mbl nokasanu B Mockse,
CaukT-TleTepOypre v TOWIMCH aHIIOSA3BIYHYIO BEPCUIO
«BUIIHEBOTO caZja», IMOCTABIEHHYIO PEXUCCEPOM B
BpykImHCKON aKkaZieMuu My3bIKU. CIIeKTaKJIb TOPa3ul
3puTesiell cBoell «COBEpIIEHHOMN IIPOCTOTOM». B TBOP-
4ecTBe, B MUPOOIIyIleHny bpyka B Te rofibl HAMeTWI-
Cs IOBOPOT, KOTOPBIH YyBCTBOBAJICS yXKe B 3TOM CIIeK-
Takse. V MOTOMy HaM O4€Hb XOTEJIOCh IPeACTaBUThH
HOBbIE PabOTHI PEXUCCEPA, KOTOPBIE U ObLIHM MOKa3a-
Hbl Ha BropoMm (1996) u Cegpmom (2007) @ecTuBaax.
MUHUMaIbHEIMUA CLEHUYECKUMU CPeACTBAMU PEKHUC-
cep cTapaeTcs JOHECTHU JI0 3PUTENA CaMbIi CIOXKHBIN
Marepuai. [IpUpOAHBIN, YUCTHI YETOBEK B HEOXKU-
JIAHHBIX 0OCTOATENBCTBAX — BOT repoii [Tutepa Bpyka.
[TocTenmeHHO pacHIMPANOCh HAllle COTPyAHUYe-
CTBO € MacTepaM# 3apyOeXHOro TeaTpa, B YacTHO-
cty, Bemkobpurtanuu. B utoHe 1994 roza mbl mpu-
Be3u B MOCKBY crieKTakIu TeaTpa «4uk 6ait Yxaym»
«Mepa 3a Mepy» B nocTaHOBKe JlekyiaHa /loHHe/IaHa
U €ro IOCTOSAHHOI'O0 TBOPYECKOT'0 COPATHHUKA, Xy/0XK-
Hyka Huka Opmepoga, a B OKTAOGpe B paMKax KyJIb-
TypHOI nporpaMmel Busnuta Koponesrs! EnuzaBeTsr 11
B Poccuro — «Kak BaM 3TO IOHpaBUTCA». 3aTeM Ha
BropoMm ¢decTrBase MBI CMOIVIM IOKA3aTh CIIEKTAKIIb

of Arlecchino Servitore di Due Padroni (Harlequin
Servant of Two masters) inaugurated the Third
International Theatre Olympics (the IV Chekhov
Festival) in Moscow. Later, in 2011, as part of the
Russia-Italy Year, we revived it in Moscow and
six other Russian cities: Kazan, Ufa, Cheliabinsk,
Yekaterinburg, Tiumen and Khanty-Mansiysk. Its
acclaim was spectacular.

I have dwelt on our contacts with these two
unique personalities, Peter Stein and Giorgio Strehler,
in order to emphasize once more the important role
they played in the making of our Festival.

Naturally, in that number I also include Peter
Brook, the guru of modern theatre, with whom we
developed creative and friendly contacts even before
our Festival was born. In May 1988, in the packed
hall of the Chekhov Moscow Art Theatre, Peter Brook
delivered his lectures to actors, directors, critics
and students of theatre schools. 188 directors from
all Soviet Republics were invited. The event was
called “Three Days with Peter Brook”. It was then
that he was awarded the prize of the USSR Theatre
Association for his contribution to modern theatre art.
In March 1989 we presented the English-language
version of The Cherry Orchard, staged by the director
at the Brooklyn Academy of Music, in Moscow,

5. Ilpecc-koHpepeHyus

II. Illmatina 8 oiie MXAT
um. A.Il.Y9exosea. 1992

Cnesa Hanpaso: M. 3axapos,
K. Cmonsposa (nepesoduux),
I1.IIImaiiH, B. IlladpuH,

O. Eppemos

Press conference

with Peter Stein held

at the lobby of the Moscow
Art Theatre named after
Anton Chekhov. 1992
From left to right:

M. Zakharov, K. Stolyarova
(interpreter), Peter Stein,

V. Shadrin, O. Yefremov
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Kupunn Jlaspos
u ITumep Bpyk

Kirill Lavrov
and Peter Brook

TeaTpa «Yuk 6aii [xayn» «[eproruHsa Amanbodus»
. YabcTepa. DTU MOCTAHOBKMU CTalIM /[JIsI HAIIETro
3pUTeNA NOAJIMHHBIM OTKPOBEHHEM.

Cetiuac Mbl MOKeM Ha3BaTh Jleknana u Huka Ha-
UMY TIOCTOSTHHBIMU TTapTHepaMu, 160 COTpyAHUYE-
CTBO IPOZOJDKAETCA yoKe OoJiee IBaAIATH JIeT. MBI rop-
AVIMCS HAIIMMU COBMECTHBIMHU IpoeKTamu. «bopuc
logynos» IlymkuHa, «/IBeHazuaTasd HO4Yb» U «bypsa»
Mlexcnupa, «Tpu cecTprl» YexoBa IOCTaBJIEHHI C PyC-
CKUMHU aKTepaMmu. [JlekynaH GpakTrdecku chopMUpoBal
13 HUX OCHOBHOM KOCTSIK CBOel Tpynnsl B Poccun.

Kcrary, cnexrakiab «bopuc I'ogyHOB» Halla Kpu-
TUKA U MyIIKAHUCTHI MPU3HAIU JYYIIMM BOILIOIIe-
HHEeM MyIIKWHCKOW Tpareiuu Ha pYCCKOU CIleHe.
U eme ofHy MOJE3HYIO, HA MOUM B3IVIAZ, Bellb MbI
cAefajii C HAIMMU aHIIMHACKUMM T[apTHepaMU.
bruta u3zana xuura /Jl. /loHHe/wtaHa «AKTep U MHU-
meHb» (ABa m3maHus — 2001, 2004). «DTta KHHTaA
He 0 TOM, KaK Ha/lo UTrpaTh, HO OHA MOXET MTOMOYb
BaM, KOTZla BBl YyBCTByeTe cebs “3a’kaThIM” Ha Clie-
He», TaK OIpeJeNWl ee Ha3HadeHHe caM aBTOP
[. Jlonuennan. Kuura ouenb BocTpeboBaHa U aKTe-
paMu, U pekrccepaMu.

HawMm oueHb X0Tes0Ch IpeACTaBUTh MUPOBOM TeaTp
Tak, YTOOBI OH OBUT MHTEPECEH KaK MpodeccroHamam,
TaK ¥ OOBIYHBIM 3PUTENAM, BCEM, KTO JIIOOUT Teatp,
WHTepecyeTcsl UM, CIeJUT 3a TeMU TeHJEeHIUAMHU,
TIOMCKaMH, KOTOpbIe IpejjiaraeT BpeMs, U KOTOpbIe
oboramaiT COBpeMeHHBIH TeaTp. B pellleHHu 3TOM
3aZiauu HaMm Bo MHorowm nomor bepuap ®eBp A’Apche,

St. Petersburg and Thilisi. The production amazed
the audience by its “perfect simplicity”. During those
years Brook’s outlook and oeuvre underwent a turn,
which was already felt in this production. That is
why we were very eager to present some new works
by Peter Brook, and we made it happen at II (1996)
and VII (2007) Festivals.

With minimal stage effects the director strives
to convey the most complicated material to the
audience. A natural, pure human being in unexpected
circumstances is Peter Brook’s hero of the time.

Our co-operation with the masters of foreign
theatre, particularly from Britain, gradually expanded.
In June 1994, we brought to Moscow the “Cheek by
Jowl” theatre company and Measure for Measure, staged
by Declan Donnellan and his constant creative partner,
the designer Nick Ormerod, and in October, as part of
the cultural programme of Queen Elizabeth’s visit to
Russia, it was followed by As You Like It. Then, at the
II Festival, we showed another “Cheek by Jowl” piece,
The Duchess of Malfi by John Webster. Those perfor-
mances became a true revelation for our audience.

Today we can well regard Declan and Nick as
our permanent partners, since our co-operation has
been going on for 20 years. We are proud of our joint
productions, Pushkin’s Boris Godunov, Shakespeare’s
Twelfth Night and The Tempest, and Chekhov’s Three
Sisters. They were staged with Russian actors, and
Declan has virtually formed them into the backbone
of his company in Russia.

11
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7. 1. Zlonnennan u H.Opmepoo 8. Penemuuuu
penemupytom cnekmakis Byps Ha o3epe Accobl
Y.Ilexcnupa c pycckumu akmepamil 8 Toponue

6 TeampanbHoll depegHe
MT® um. A.Il. 9exosa
(Toponeuxkuii pation, Teepckas
obnacms). B nepgom pady:
H.Opmepoo, A.KonecHukosa
(nepesoduux), /./loHHeNnaH; a

80 smopom psidy: O.Bacunesckas, A as A
M.)Kueanos, U.Acynosuu

Rehearsals
by the lake Yassy
in Toporetz

1 J'E(
D.Donnellan and N.Ormerod g )
rehearsing The Tempest
by W. Shakespeare with Russian
actors at the Theatre village
of the Chekhov International
Theatre Festival
(located near Toropetz
of Tver region).
Front row: N.Ormerod,
A.Kolesnikova (interpreter),
D.Donnellan.
Back row: O.Vasilevskaya,
M.Zhigalov, 1.Yasulovich

KOTOPBIM MHOTHE TO/BI BO3IVIAB/UI ABUHbOHCKUU (e-
cTuBasnb. OH IPOABWI OIPOMHBIN MHTepec K HalleMy
decTuBamo, K HOBoM Poccuu, cTan moucTrHe HAIIUM
6osbIuM ZApyroM. Ilo ero uHunuatue B 1997 roxy
ABUHBOHCKMH (ecTUBaMb UMeN SIPKO BBIPAKEHHBIN
poccuiickuii akiieHT. B ABUHBOH IIPUBE3U CIeKTaKIu
[Terpa ®omenko, Cepres XKenoBaua, EBrenus KameHns-
KoBuua, MBaHa [TomoBcku, AHaToaus BacuibeBa, Pe3o
Tabpuazze, Banepus ®okuna, Kampl 'mHkaca. Hu
paHbllle, HU IOTOM B ABUHbOHE He OBUIO TAaKOTO MOII-
HOTr'O IPUACYTCTBUA PYCCKOT'O TeaTpa. 3aJbl, TZie UIpaln
criekTakau u3 Poccuu, ObUIM NMEPENOTHEHB U 3pUTe-
JIM TIOC/e CIeKTakaell ycTpauBalu IIPOAOLKUTENb-
Hble OBaI[UU. JTOT PYCCKUM Ce30H MHOTOe U3MeHWI
u B cyabbe Hamero ®ectuBass, BHIBEJI €0 Ha HOBBIN
MeXAyHapoAHBIM ypoBeHb. B 2000 rogy COBMECTHO C
ABUHBOHCKMM (ecTrBaseM OBUI CO37IaH CIIEKTAKJb
«bopuc l'ogyHoB» B tocTaHoBKe /l. /loHe/UIaHHa.
MHOro HHTEpeCHOro IIpHUHeCJa IIporpamma
Tpetpero YexoBckoro ¢ecTuBatd, IOCBAILIEHHASA
100-retrro MockoBckoro Xy/Z10:KeCTBEHHOI'O TeaTpa.
YuuTeIBasg Kakoe OOJblIOe BIUSAHUE HA aMepUKaH-
ckuii TeaTp okazam MXT u ero 1mikosa, Mbl, COIJIa-
COBAaB IIPOrpaMMy C T€aTPOM W YYUTHIBAA KeJaHUE
aMepUKaHCKON CTOPOHBI, BKJIIOUWIN B IPOTpaMMy
TPU CIeKTak/1a1 AMepUKaHCKOro PerepryapHoro te-
aTpa B ITOCTAaHOBKe M3BECTHBIX pexkuccepoB PobepTa
Bpyctuna, Angpes llep6ana u /)xo3eda YalikuHa u
[IBa CIIEKTaKJ/IsA TeaTpa Maby MaiiHc B TocTaHOBKe JIu
Bpyepa. B mporpamme atoro ¢ecTuBans ObLTH HMe-

By the way, Boris Godunov was acknowledged
by our critics and Pushkin experts alike as the best
production of that tragedy on Russian stage. And
I think we did one more useful thing with our English
colleagues by publishing Declan Donnellan’s book
“The Actor and the Target” (two editions, 2001 and
2004). “This book is not about how one should act,
but it can help you when you feel uptight on stage”, as
the author himself defined his goal. The book is much
in demand by both actors and directors.

We have always wished to present global theatre
in such a way that would be of interest both to
professionals and ordinary viewers, to everyone
who loves theatre and tries to follow the trends
and pursuits suggested by our time, and enriching
contemporary stage. In this quest we were largely
assisted by Bernard Faivre d’Arcier, who had been
the head of the Avignon Festival for many years.
He revealed a great interest towards our Festival,
and new Russia at large, having become a close
friend of ours. On his initiative in 1997 the Avignon
Festival acquired a pronounced Russian accent,
when it invited productions by Pyotr Fomenko,
Sergey Zhenovach, Evgeny Kamenkovich, Ivan
Popovsky, Anatoly Vasilyev, Rezo Gabriadze,
Valery Fokin and Kama Ginkas. Avignon has
never seen such a powerful presence of Russian
theatre either before or since. All the venues
which hosted shows from Russia were packed, and
audiences received them with prolonged ovations.
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Ha KpYyIHeMIINX COBPEMEHHBIX peXuccepoB: ApuaH
MuyuikuH, Bob Yuicon, Teogopoc Tepsomysnoc, Kpu-
crop Mapranep, Kpucruan Jltoma, Exu fAporkwuii,
[leTp Jle6a, OnuBbe I1u u Ap.

B 2001 roay YerBepThili YexoBCKUil HecTUBATDL
cuncs ¢ TpeTbeit BcemupHo# TeaTpanbHOM OIMM-
nuazoi. [IpoBegenue Onumnuazsl B MockBe o3Hava-
JIO TIpPU3HaHUe ee OJHUM M3 KPYIHEeHITUX MUPOBBIX
TeaTpaJbHBIX LIEHTPOB.

Onumnuaza 6pUTa TPaHAMO3HBIM cOOBITHEM. [0
ciayvaro nposezseHus Onumnuazasl IlpesngeHt Poc-
cuiickoit Pegepanuu B.B.IlyTuH BcTpetwicsa B Kpem-
Jie ¢ BUAHBIMU JleATeNIIMU POCCUNCKOTO U MUPOBOTO
Tearpa. [logob6Hasa BcTpeda ObLTa, MOXKAMYH, €IUH-
CTBEHHOU B MUPOBOU MpaKTHUKe.

Bonpuryro ponb B opranusanuu OnuMnuazbl Chbl-
rpaJio [IpaButenbcTBo MockBel ¥ indHO FO.M.JIy>KKOB.

Hawm ke, He CKpOIO, IPUATHO ObLIO YUTATh CTAThU
06 OnuMnuazie KPUTHKOB U XKYPHAIUCTOB, KOTOPHIE,
TIOXKaJIyH, HUKOI/ZIa He OBLIM CTOJIb BOCTOPXKEHHBIMU
U €JVHOAYIIHBIMU.

MockBa, KaK Hamnucal O4UH U3 KPUTHUKOB «Ilepe-
JKWJIa caMoe Cepbe3HOe UCIBITaHWE TeaTpoM, KaKoe
TOJIBKO MOXXET [IOCTUTHYTbh T€aTPaIbHYIO CTONULLY».

IIpu npoBezsenun ciegytomero ®PectuBana
OBUIO Ba)XXKHO, HE CHIDKAs BBICOKYIO IUTAHKY, ITOCTaB-
JeHHylo OnMMNNazol, NMPUBHECTU YTO-TO HOBOE.
U 5TUM HOBBIM CTaj0 pacuIupeHue reorpaduu Ha
Bocrok. B pamkax IlaToro YexoBckoro ¢ecTuBasIsd
(2003) Buepsble mporien «AmoHckUM ce3oH B Poc-
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That Russian season also changed a lot in the
fate of our own Festival, and helped to raise it to
a higher international level. In 2000 Boris Godunov
was produced by Declan Donnellan in collaboration
with the Avignon Festival.

There were many exciting events in the
programme of the III Chekhov Festival, dedicated
to the 100" anniversary of the Moscow Art Theatre.
In consideration of that theatre’s major influence
in the US we coordinated our programme with it
and, in accordance with the desires of the American
side, we brought to Russia three productions
of the American Repertory Theater, staged by
renowned directors Robert Brustein, Andrei
Serban and Joseph Chaikin, and two productions
of Mabou Mines Theater staged by Lee Breuer. In
addition, that Festival featured some more of the
leading directors of contemporary theatre: Ariane
Mnouchkine, Bob Wilson, Theodoros Terzopoulos,
Christoph Marthaler, Krystian Lupa, Jerzy Jarocki,
Petr Lébl, Olivier Py and others.

In 2001 the IV Chekhov Festival was amalgamated
with the World Theatre Olympics. The very staging of
the Olympics in Moscow meant the city’s recognition
as one of the world’s foremost theatre centres.

It was a magnificent event. On the occasion of
the Olympics Russian President Vladimir Putin held
a meeting with the famous figures of Russian and
world theatre in the Kremlin. Such a meeting was
perhaps unparalleled in world practice.
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CUM». 3pUTENTN YBU/JEIU CIeKTakIu TeaTpa Kabyxkwy,
HO, lleHTpa MCHOJIHUTEIBCKUX UCKYCcCTB CHZ3yOKa
1n/p Tapgacu Cyzasyku, TaHLeBajbHbBIE TPYIIHl fAIo-
HuU. B mporpamme 6vuTH Tak:Ke CrieKTakIu u3 Kuras,
Kopewn, Mpana, TaiiBass.

U 3pech A He Mory He ckasaTh 0 Tagacu Cyzasyku,

0 TeX YCUINAX, KOTOPbIE OH IIPUIOXKII [JIf1 yCTAHOB-
JIEHUSI TeaTPaJbHBbIX CBsA3el ¢ SmoHMel, 0 HameM
COTpyJHUYECTBE B paMKaxX TeaTpaJbHBIX CE30HOB
Poccusa — AAnoxus.

JesarenpHOCTh YexoBckoro ¢ectrBasa Bce Hosee
pacmupsiiack. [lociegoBanu TeaTpaibHbBIE CE30HBI
bpaswiun, Ceson Kanazackoro Teatpa. PasaBuHynnce
U >KaHPOBBIE I'PAHUIIEI GEeCTUBAIBHON IPOrpPaMMBL.
MocKkBUYM BOCTOPKEHHO IIPUMHANM CIIEKTakaIu bap-
tTabaca U ero KoHHoro tearpa «3uHrapos. [louert-
HBIM rocteM BocbMmoro ®@ectuBasa B 2009 rozy crana
®paHNMA ¢ TOCTAaHOBKAMU B JKaHPE «HOBBIN ITUPK»
(Cirque Nouveau). 3zech Halld 3pUTENTHN BIIEPBBIE
TTO3HAKOMIINCh C 3aMedaTelbHOU ceMbell JKaH-Ba-
trcra Teepe — Bukropueii Trepe-HaruiuH, Aypenuei
u JlxxetimcoMm Trepe. OHU CTaIM HAIIUMHU PY3bAMH U
JIIOOUMIIAMU POCCUICKOM Ty OIHKY.

MOoOCKOBCKHEe 3pUTENN OTKPBUIH AJA cebs yAUBU-
TeqbHBINA MUp Pobepa Jlemaxka. Ero ceKTaku cTaiu
HEOTHEMJIEMOHN YacThi0 (eCcTUBATBHBIX IIPOrPaMM
TIOC/IeJHUX JIET.

OZHMM U3 CcaMbIX CHJIBHBIX BIIeYaTIEHUN OCTa-
I0TCA He3abbIBaeMble BBICTYIUIEHUS JIeTeHAapHON
CwibBu ['minem. K cyacTpio, MBI UMeIU BO3MOX-
HOCTb HEOJHOKPATHO BOCXMILATHCA €€ TaTaHTOM.

(1979-1984, 1993-2003)
Ha cnekmaxsie F'amaem

8 nocmanoske I1. IlImatina
8 Mockee

Brian McMaster,
Director of the Edinburgh

(1979-1984, 1993-2003)

(dir. P. Stein) in Moscow

A crucial part in organising the Olympics was
played by the Government of Moscow, especially by
the City’s Mayor Yury Luzhkov.

I confess we were pleased to read the articles
covering the Olympics, because the reactions of critics
and journalists never seemed to be so unanimously
eulogistic.

Moscow, as one critic put it, “survived the most
serious theatrical trial which could ever befall a
theatre capital”.

It was vital, when the next Festival got under way,
both to maintain the high level, set by the Olympics,
and to add something new. The novelty lay in
spreading our geography eastwards. The V Chekhov
Festival (2003) featured the first “Japanese Season in
Russia”. The public saw performances of traditional
Kabuki and Noh theatres, the Shizuoka Performing
Arts Centre headed by Tadashi Suzuki, and Japanese
dance companies. The programme also included
shows from China, Korea, Iran and Taiwan.

I cannot but mention here the name of Tadashi
Suzuki, and his efforts to establish our theatrical
contacts with Japan, which resulted in our co-
operation within the framework of Russia-Japan
theatre seasons.

The activities of the Chekhov Festival grew wider.
There followed Brazilian and Canadian theatre
seasons. The genres of the Festival programme
expanded as well. Muscovites rapturously received
the shows of Bartabas and his Zingaro Equestrian
Theatre. France became the honorary guest of the
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9. Zlupekmop D0unbypackozo
MexncdyHapoOHo20 ecmusans
Bpatian MakxMacmep (1992-2006)
u dupekmop ABUHBOHCK020
¢ecmusans beprap Pesp 0’Apcwe

at the performance Hamlet

International Festival (1992-2006)
and Bernard Faivre d’Arcier,
Director of the Festival d’Avignon

10. Russian President
Vladimir Putin meeting
people of theatre

on the occasion of the
Third World Theatre
Olympics in Moscow.
From left to right:
Valery Shadrin,
Anatoly Vasiliev,
Declan Donnellan,
Jacques Lassalle,
Valery Fokin,

Kirill Lavrov,

Mikhail Shvydkoti,
Tadashi Suguki,
Vladimir Putin,

Yuri Lyubimov,

Mark Zakharov,
Robert Wilson,

Ikuko Saito,
Viacheslav Polunin.
Grand Kremlin Palace,
April 23, 2001.

10. Bcmpeua
IIpesudenma P®
B.ITymuHa ¢ dessmensimu
meampa no cy4aio
npogedeHus

8 Mockae III BcemupHotl
meampanbHotl
Onumnuadst.

Crnesa Hanpaso cmosim:
Banepuii IlladpuH,
Anamonutl Bacunves,
/JlexnaH /[JoHHeLNaH,
JKax Jlaccany,

Baneputi @okuH,
Kupunn Jlaspos,
Muxaun IlI8wbi0ko1l,
Tadacu Cydsyku,
Bnadumup ITymur,
FOpuil Tro6umos,

Mapx 3axapos,

Pobepm Yuncon,

Hiyxo Caiimo,
Bauecnas IlostyHuH.
Bonvuoil

Kpemnesckuil dsopeu,
23 anpens 2001

Muorue rozabl ydyacTHUKOM @PecTuBaisg OBLI
M>sThI0 BOypH — BCeMUPHO U3BECTHBIN aHIIUMCKUH
xopeorpad.

Hamra uctopus TecHO cB3aHa C TBOPYECTBOM Ta-
KUX OJMCTaTeNbHBIX XYZAOXKHUKOB, Kak [IuHa Bayni,
Jitok Bouau, ®auuu Mukeii. [IMHy OYeHb JIOOWIN U
BBICOKO IleHw1U B Poccuu. U 4 pajj, 4To MBI IOKa3aau
Ha ¢ecTUBase U BHE PAMOK €ro IIporpaMMBI e€ BbI/a-
IOIIMeCs CIIEKTaKIu. «Yalika» Jltoka BoHau, Ha Mo
B3IJIAZ, — JIy4Illasl TIOCTaHOBKA 3TOM mbechl YexoBa B
Mupe 3a nocjezinue AecAtwietusa. PanHu Mukeit —
ApKasA akTpHUca, JereHZapHas JUYHOCTh. byayuu au-
pektopoM lb6epoamepukaHcKoro ¢ecTuBass, OHA
JobuBasach mpekpaiieHus 60eBbIX AeHUCTBUN MeXAy
TIpaBUTENIbCTBEHHBIMU BOMCKaMM U IIOBCTaHIIAMU
Ha BpeMs ero NnpoBe/ieHUs. DTO ObUIO YHUKAJIbHBIM
saBienreM. ®aHHu mobwia Poccuio, pycckuii Teatp.
OHa Kak aKTpuca ydyacTBoBajia B UexoBckoM ¢decTu-
Bajle, KaK AUPEKTOP GpecTUBaA cZeiana OueHb MHO-
T'O JJISL TOTO, YTOOBI HAIIIM aPTUCTHI ¥ PEXKHCCEPHI CTa-
JIY 3BECTHHI B JIaTUHCKOM AMepuKe.

[TOCTOSAHHO BCIOMUHAIO MOEro OJIM3KOro [Jpy-
ra Pene T'onsaneca. Fro ynHukanpHbiii Teatp Bugu-

VIII Festival in 2009, with several productions of
Cirque Nouveau. It was then that our public first
made the acquaintance of the remarkable family of
Jean-Baptiste Thierrée — Victoria Chaplin, Aurélia
and James Thierrée. They became our friends and
great favourites of the Russian public.

Moscow viewers also discovered the wonderful
world of Robert Lepage. His productions became an
integral part of our Festival programmes in recent
years.

It is with great delight that I recall the
unforgettable performances of the legendary Sylvie
Guillem. We were very fortunate to be able to admire
her talent more than once.

Another of our frequent participants has been
Matthew Bourne, the world-famous English chore-
ographer.

Our history is closely linked with the work of
such brilliant artists as Pina Bausch, Luc Bondy
and Fanny Mikey. Pina was much loved and highly
appreciated in Russia, and I am glad that we have
shown her outstanding productions both within
and outside our Festival programme. Luc Bondy’s
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12. Pene I'onsanec
(1943-2012)
Jupexmop Teampa

11. Baneputi IlladpuH,
Pobep Jlenasic, kocmoHagm
Anexcetl JleoHo8 nocse

BasA: P.Crypya, 3.Hakpouitoc, C./lanueHko, T.Uxen-
3e, B.PaeBckuii, P.Tymunac, M. Tymanumswuiy, 3.Hio-
raHeH, X.A6pawmsH, A.Bacwiaku, H.A6aypaxmMaHOB,

cnekmakia Obpamuas Buodu-JIozaxH

CMOPOHA JiyHbL (Ilsetiyapus) B.IlTaxBepzan, ®.Kaceim, K.Amup u ap.

Valery Shadrin. HensMeHHBIMM yYaCTHUKAMU IporpamMm Yexos-
’ René Gonzales

Robert Lepage,
cosmonaut Alexey Leonov
after the performance
Far Side Of The Moon

(1943.2012) ckoro ¢ecTuBanA CTATU COBMECTHbIE IOCTAHOBKU
Thédtre dectuBana ¢ 3apyOeXHBIMM M POCCUHCKUMHU IIap-

Vidy-Lausanne, THEpPaMU — PeXuccepaMu, TeaTpaMu, GpeCcTUBaIAMHU.

Artistic Director

11

Jlo3aHH Ha Gepery JKeHeBCKOT0 03epa GbUT TOCTEPH-
WMHBIM JOMOM, r7ie Tebs BCeraa MpUHUMAH, OTKIIH-
KaJIUCh Ha JIF0OYI0 TPOChOY ¥ TOTOBBI ObLTH 06CYAUTD
HOBYIO ITPe/IJIOKEHHYIO UAEH0.

MBI 4acTo CHABIIIMM PasroBOPHl O 3araZloyHoM
pycckoil ayme. Ecnu paccMarpuBaTh «Iylly» Kak
PasyMHy10, AeATeNbHYIO yXOBHYIO CUIY YelIOoBeKa, TO
MI03BOJTIO cebe CKa3aTh, YTO y YeXOBCKOTO decTHBaIa
TOXKe eCTh JyIlla, ¥ BO3HUKJIA OHA O1aroiaps ycrpem-
JIEeHUSIM U YCWIWSAM BCeX ero y4acTHUKOB U HaIllUX
MHOTOUUCIEHHBIX NMapTHEPOB, KaXKJAbII M3 KOTOPBIX
BKJIQ/IBIBAET YaCTUYKY CBOEH AYIIH B 0bIIee Je0.

K coxanenuro, 1 He MoOry Ha3BaTb MMeHa BCEX
3aMeyvaTebHBIX AedATele MUPOBOIO TeaTpa, KOTo-
pble BOLLIHM B McTOpHIO Hamero PectuBania. 3a aTu
roZiel Mbl TipefcTaBwin Gosiee 500 crekTakied us
51 cTpansl Mmupa.

B pasHble rozibl Ha pecTUBaIe MOXKHO ObLIO YBHU-
JeTh spKue paboThl MHOTHUX POCCUMCKHUX PEXKUC-
cepoB — crektakau O.Edpemosa, B.I[TokpoBckoro,
10.JTro6umoBa, M.3axaposa, JI.JloguHa, A.Bacuibe-
Ba, O.TabakoBa, K.I'mukaca, I'.flHoBckoi, A.lllamu-
po, Jl.Xe#dena, P.Kozaka, A.Tutensa, I1.Xomckoro,
M.Kapbayckuca, 10.ByrycoBa, I'KosnoBa, [I.BepT-
MaHa, b.D#i¢pmana, A.Parmanckoro, C.Apuubariesa,
M.JleButuHa, 5.Mopo3oBa, E.Mapuemnmu, }0.[Torpe6-
HU4KO, B.Mup3oena, K.CepebpennukoBa, b.FOxaHa-
HOBa, H.Pouyna u fpyrux.

He Mory He Ha3BaTh Tak)ke MMeHa PeKUCCEePOB 13
crpan CHI, I'py3un u Bantum — y4acTHUKOB ¢ecTu-

The Seagull is, in my view, the world’s best rendering
of that Chekhov play in several decades. Fanny
Mikey was an eminent actress and a legendary
personality. As director of the Ibero-American
Festival, she strove for a ceasefire between
government forces and rebels in Colombia while its
events were held, which was a unique phenomenon.
Fanny loved Russia and Russian theatre. She took
part in the Chekhov Festival as an actress, and
as director of her Festival she accomplished very
much to make our artists and directors better
known in Latin America.

I also think back to my friend Rene Gonzalez. His
unique Theatre on the bank of the Lake of Geneva was
a hospitable home, where one was always cordially
received, each request was respondent, and any new
ideas could be discussed.

We often hear talks about the mysteries of the
Russian soul. If we consider “soul” to be a vibrant,
prudential spiritual power, I'll take liberty to say that
the Chekhov Festival possesses its own soul, and
its soul emerged due to aspirations and efforts of
each participant and each of our multiple partners
who lend at least part of their human souls to our
common goal.

Alas, I cannot mention the names of all outstanding
theatre representatives from all over the world, who
shared in the history of our Festival. During this
period we have shown more than 500 productions
from 40 different countries.
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Bcero nocraBieHo 6oJiee TPUALIATH CIIEKTAKIEH, de-
TBIpHAZLATh U3 HUX — K 150-71€TUIO CO HA POXKAECHUA
A.T1. YexoBa. MHoOrHe 6bUIM TIOKA3aHBI 32 PyOEKOM,
y4acTBOBAJIM B MEXKAYHAPOAHEIX GeCTHBAIAX.

Vma Yexosa g Hamero ®PecTtuBajisi — CBOEro
poza TanucMaH. /IoCTOWHO OTMETHUTh I00WIEH muca-
TeJsA, Ybe MMA HOocUT PecTuBasb — J1ejI0 OTBETCTBEH-
Hoe. CzesnaTh 5TO B COOTBETCTBUU C 3TUYECKHUMU,
XyZO)KHUYECKUMY, 4YeJlOBeYeCKUMHU IIpe/icTaBIeHuU-
AMU caMOT0 IIHcaTess — 3a/ja4a TpyAHasd. YBUZAETb U
PacKpBITh B IIpou3BeZieHUHN YexoBa TO, UTO JejaeT
€ro HeoOXOAMMBIM U KUBBIM CETOAHs, OBITh CBOOO-
HBIM OT YCTAHOBJIEHHBIX TPAAULIMH U CYIIEeCTBYIOIINX
WHTepIIpeTalyi, UCKaTh GJIM3KOTO CBOEMY BpeMeHU
YexoBa — B 3TOM 3a/laya, Kak HaM Ka3ajloch, TeX, KTO
GepeTcs 3a MOCTAHOBKY YexoBa. MBI ToIaraau, 4To
OyZeT MHTEPECHO IIPUIVIACUTD K YIaCTHIO B IIPOrpPaM-
Me I00WIEHHOro roZja COBPEMEHHEIX MacTepoB 3apy-
6eXKHOTO M OT€YeCTBEHHOI'O TeaTpa U YCJbIIATh UX
r'oJIOC B COBpEMEHHOM crieHn4YecKol YexoBuaHe.

B auBape 2010 roga cocrosmuch «Juu A.Il.Ye-
x0Ba» B MockBe», B paMKaX KOTOPBIX IIPOIUIA MeX-
IyHApOAHAas TeaTpanbHasd KoHdpepeHuus «CiIoBO O
YexoBe» € ydacTHeM KpYIHEHIIMX MacTepoB oOTe-
YeCcTBEHHOr0 U 3apybexkHoro Teartpa. «/Jom Ilami-
KOBa» BpsZ JI KOIZa-HUOYAb BUZET B CBOMX CTEHAX
OJJHOBPEMEHHO TaK MHOTO H3BECTHBIX MHpYy Tea-
TpasbHBIX JfoZlell. MHOTMe 13 HUX I10 NpUIVIallleHUIO
J.A.MezBeseBa Ha OJVH [IeHb BbIe3)Xa/Il HA POAUHY
A.Jl.YexoBa B TaraHpor, Irze cocrosjach UX BCTpeda
c [TpesuzpenTom Poccutickoit ®epepanum.

C 25 maa no 30 utona 2010 B MockBe mpoien
eZIMHCTBeHHBbIN PecTHBasb, B IIporpaMMe KOTOPOIo
ObUIM ZpaMaTHdYecKue, My3bIKaJbHbIe, TeaTpab-
HO-I[MPKOBBIE CIIEKTaKJ{ TOJBKO II0 IIPOM3Be/leHU-
aM A.Il.YexoBa, 0 YexoBe U eMy NOCBALEHHBIE. VX
noctaBwin Anekceii BopoauH, Anekcanzap Faaubus,
Jvutpuit Kpeimos, Bragumup [lankoB, @pank Kac-
Topd (Tepmanwus), Baxkau MyaBaz (Kanaza), Akor
Kazanuan (Apmenus), Xepapzo Bepa (Mcmanus).
Xopeorpads Matc Ok (IlIBenust), Havyo Jlyato (Mc-
nanwus), YKoszedp Hamx (Ppannus), [3e Kanamopu
(Amonwusa), JIMH Xpaii-muu (TaiiBanb), U JaHuaie
@unny [Nacka (HIBefinapust).

Over the years our Festival presented major
works by many leading Russian directors, such as
O.Yefremov, B.Pokrovsky, Yu.Lubimov, M.Zakharov,
L.Dodin, A.Vasilyev, O.Tabakov, K.Ginkas, G.Yanov-
skaya, A.Shapiro, L.Heifets, R.Kozak, A.Titel,
P.Khomsky, M.Karbauskis, Yu.Butusov, G.Kozlov,
D.Bertman, B.Fifman, A.Ratmansky, S.Artsibashev,
M.Levitin, B.Morozov, E.Marchelli, Yu.Pogrebnichko,
V.Mirzoyev, K.Serebrennikov, B.Yuhananov, N.Roshchin
and others, as well as productions staged by the
directors from the CIS countries, Georgia and the
Baltics who contributed to our Festival, including
R.Sturua, E.Nekro$ius, S.Danchenko, T.Chkheidze,
V.Rayevsky, R.Tuminas, M.Tumanishvili, E.Nuiganen,
Kh.Abramian, A.Vasilaki, N.Abdurahmanov, V.Shah-
verdian, F.Kasym, K.Ashir et alii.

An invariable part of the Chekhov Festival
programmes are joint productions of the Festival with
either foreign or Russian partners, directors, theatres
and other festivals. So far, there have been 32 such
productions. Fourteen of them were staged for the
150" anniversary of Anton Chekhov’s birth. Many of
those were also presented abroad and participated in
international events.

The name of Chekhov is, as it were, our Festival’s
talisman. It was a great responsibility to do justice to
the jubilee of the writer whose name we bear. It was
an even more difficult task to do this in accordance
with the ethical, artistic and human beliefs of the
writer himself. To see and reveal in Chekhov’s works
the features that make him indispensable and alive
today, to go free from rigid traditions and existing
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To, 94TO BXOAWIO B I0OWIEHHYIO TIPOTPaMMYy, II0-
POii 6BLIO CIIOPHO, HEMTPUBLIYHO, HO HEM3MEHHO BbI-
3BIBAJI0 MHTEPEC, 0COOeHHO eé xopeorpadudeckas
U TeaTpaJbHO-IIUPKOBAasA COCTaBJAOIIadA. B TeueHue
Bcero 2010 roza 4eXOBCKHE CIEKTAKJIU OBLIM IIO-
KasaHbl B ropogax Poccuu u 3a pybexom, a yeThipe
u3 Hux — crnekrtakau J.dunnu [lacka, A.bopoauna,
J.KpeimoBa u B.ITaHKOBa UAYT O CUX IIOP.

Jlns Hac okas crekTakieit decTuBasdg B perMoHax
Poccun, B ctrpanax CHI' u bantuu — 3aja4ya o4yeHb Bax-
Hafd, HO U o4eHb TpyzHad. K coxaneHuto, faneko He
BesZle Ha MeCTaxX eCTb I 9TOT0 TeXHUYeCKHe YCI0BUA
1 GUHAHCOBBIE BO3MOXKXHOCTU. HY)XHBI U cepbe3HbIE
TMapTHEPHI, JKeJlawollhe 3aHWMAThCsl 3THUM XJIOIMOT-
HBIM, @ 3a4aCTyIO IMOYTH YOBITOYHBIM ZieJioM. TeMm He
MeHee Mbl BeChMa YCIIeITHO MOKa3bIBaJX HAIlIU CIIeK-
taxiu B CaukT-TleTep6ypre, Ekatepunbypre, Bopome-
ke, Yensabutcke, Apocnasie, [IckoBe, KanuHuHrpaze,
HoBocubupcke, Couu U PyTUX TOPOZAAX.

JeaTtenbHocTh PecTuBaNA B 9TOM HalpaBIeHUU
0COOEHHO aKTMBU3WpPOBaIach C IMOsBIEHHEM Perwuo-
HaspHOTO ObIecTBeHHOr0 PoHAA MOAAEPKKY YeX0B-
ckoro ¢decruBains, [IpesnzenToM Kotoporo cran /le-
xiaH JloHHeswtaH. Y YeXoBCKOro ¢ecTHBass IOSABU-
JIUCh TIOCTOSTHHBIE TAPTHEPHI B POCCUMCKUX pETrMOHAaX.

Ocoboe MecTO B TIporpaMmax Hauero $pecTUBassa
3aHuMaeT «MoCKOBcKas mporpaMMa». B Heli 3a 25 seT
6bUT0 TIpeAicTaBieHo 6omee 200 cektakieit. Kak mpa-
BUJIO, 3TO ObUIM Haubojee WHTEPECHBIE MPEeMbEPHI
JBYX TIOCJIeJHUX Ce30HOB, ITOCTaBIeHHbIe peKuccepa-

interpretations, to search for Chekhov who would
be closer to our own time — such, as it seems to us,
are the goals of those who attempt new Chekhov
productions.

That is why we thought it would be intriguing to
include in the jubilee programme some contemporary
masters of foreign and Russian theatre, and to hear
their voices in the modern Chekhoviana on stage.

In January 2010 the “Anton Chekhov Days” were
held in Moscow, which featured the international
theatre conference “A Word on Chekhov”, where
some major Russian and foreign theatre figures were
involved. The Pashkov House has hardly seen such a
great gathering of world theatre celebrities before.
Many of them, on the invitation of D.A. Medvedev,
took a one-day trip to Chekhov’s native city of
Taganrog, where they met with the President of the
Russian Federation.

From 25 May to 30 July 2010 Moscow welcomed
the only Festival edition programme of which exclu-
sively comprised the dramatic, musical, theatre and
circus shows based on Chekhov’s works, or devoted
to the writer. They were produced by directors Alek-
sey Borodin, Aleksandr Galibin, Dmitry Krymov,
Vladimir Pankov, Frank Castorf (Germany), Wajdi
Mouawad (Canada), Hakob Ghazanchyan (Ar-
menia), Gerardo Vera (Spain), and choreograph-
ers Mats Ek (Sweden), Nacho Duato (Spain), Josef
Nadj (France), Jo Kanamori (Japan), Lin Hwai-min
(Taiwan) and Daniele Finzi Pasca (Switzerland).

Events in the anniversary programme were
sometimes unusual and controversial, but they
invariably provoked interest, especially in choreo-
graphic, theatrical and circus genres. Throughout
2010 the Chekhov productions were shown both
in Russia and abroad, and four of them, those by
D.Finzi Pasca, A.Borodin, D.Krymov and V.Pankov,
are still running.

For us to present the Festival shows in Russian
regions and in the CIS and Baltic countries has always
been one of the most important and difficult challenges.
Regrettably, far from all of regional venues can offer
the necessary technical conditions and financial
opportunities. Serious partners are thus required,
who are ready to undertake such a troublesome and
often almost unprofitable enterprise. Nevertheless,
our shows enjoyed a great success in St. Petersburg,
Yekaterinburg, Voronezh, Cheliabinsk, Yaroslavl,
Pskov, Kaliningrad, Novosibirsk, Sochi and other cities.

The activities of our Festival in this respect have
accelerated with the emergence of the Regional
Public Foundation in Support of the Chekhov Festival.
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13. Tadacu Cyodsyku
Tadashi Suzuki

14. 150-nemue co OHs
poscderus A.I1. 9exosa.
Bcmpeua Ipe3udenma
PO ¢ desmensamu
omeuecmeeHHO20

U MUpogozo meampa
Ha poduHe nucamenst

6 Tazawupoze.

Cnpasa Haneso:
B.IlIadpun, b.Cmynka,
/I.Medsedes, O.Tabakos,
M.BboH3aHuzo,
@.Kacmopdg. 2010

Anton Chekhov’s 150"
birth anniversary.
Russian President
meeting people

of Russian and world
theatre in Taganrog,
where the writer

was born. From right
to left: V.Shadrin,
B.Stupka, D.Medvedev,
O.Tabakov, M.Bonzanigo,
F.Castorf. 2010

MU Pa3HBIX IOKOJIEeHUH. MBI IIoy1arauy, 4To O4eHb BaX-
HO, YTOOBI yYaCTHUKU U rOCTU HeCcTUBaIs, Cpeau KOTo-
PBIX, KaK [IPaBWIO, OBUIN PEXUCCEPBI, aKTEPHI, AUPEK-
Topa dpecTUBATIEN U IPOAIOCEPEI, UMEIN BO3MOXKHOCTb
[I03HAKOMUTHCHA C HOBBIMU Pab0TaMU MOCKOBCKUX Tea-
TpoB. MocKoBckue mporpaMmsl YeTbipex decruBaeit
6pU1H TeMaTrndeckuMu — «K 100-neturo MXAT» (1998),
«K 150-neTuto co guA poxkgeHus A.IL. Yexosa» (2010),
«[Tamaru [lerpa ®omeHko. CreKkTakIu MacTepa U ero
yueHUKoB» (2013), «IIoCTaHOBKY 3apyOeKHBIX PEXKUC-
cepoB U xopeorpadoB B MOCKOBCKUX TeaTpax» (2015).
B03MOXKHO, MBI MHOT/]a OIIKOATNCh B BHIOOPE CIIEK-
TakyeH Ay «MOCKOBCKOM IPOrpaMMbl», HO PYKOBOZ-
CTBOBAJIMChH BCETZA TOJIBKO OLHUM — JOCTOMHO Ipe-
CTaBUTb TO UHTEPECHOE, JIydlllee, HOBOE, YTO ITOSABIIA-
JIOCh B pelriepTyape TeaTpoB ropoza.

[JoMMMO IIOATOTOBKA COOCTBEHHO YeXOBCKOI'O
decTrBaA, MBI 3aHHUMAJIMCh OpraHM3aunyed U Ipo-
BeZIeHHEeM POCCHICKUX TeaTpaJbHBIX U KYJIBTYPHBIX
mporpamm 3a pybexxom — B Bembruu («EBpomasvis.
Poccusi», 2005-2006), Ha [lecarom MbepoamepuKaH-
ckoM ¢ectuBae TeaTpa B Komymbuu, Ha BCEMUPHBIX
BbIcTaBKax B fmonun (2005) u Vcnanuu (2008). Cpe-
[V KPYIIHBIX TeaTpPaJbHBIX IIPOEKTOB ITOCIEJHUX JIET,
ocymectBreHHbIX PecTrBaneM B Poccuu, — ractponu
Koponesckoro [lekcmupoBckoro Tearpa (2012), koTo-
PBIf He ObUT Y Hac 45 jiet, 1 TeaTpasbHasA IIporpaMma

I-I.* IIII

Declan Donnellan was appointed its President. The
Chekhov Festival now has permanent partners in
Russian regions.

“The Moscow Programme” has had a special place
within our Festival. In 25 years it comprised more than
200 shows. As a rule, those were the most interesting
productions and premieres of the previous two
seasons staged by directors of different generations.
We have always deemed it very important that the
participants and guests of our Festival, who usually
include directors, actors and producers, should get an
opportunity to see the new productions of Moscow
theatres. The Moscow Programmes of four Festivals
were thematic, i.e. “100® Anniversary of the Moscow
Art Theatre” (1998), “150" Anniversary of Anton
Chekhov’s birthday” (2010), “In Memory of Pyotr
Fomenko. Productions by the Master and his pupils”
(2013) and “Productions by foreign directors and
choreographers in Moscow theatres” (2015). We may
have made some mistakes in our choice of shows for
the Moscow Programme, but we were always guided
by one principle, to represent as best we can all the
most interesting and important things in the city’s
theatre repertoire.

Apart from the Chekhov Festival proper, we have
been busy organising Russian theatre and cultural
programmes abroad, in Belgium (“Europalia.

s
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B pamkax IlepekpectHoro ['ofa KyabTypsl Bennko6pu-
TaHuu 1 Poccuu (2014). OTH cOOBITHA OYEHD TIO3UTUB-
HO OTPa3sWIKCh Ha HAIIUX OTHOIIEHUAX ¢ OPUTAHCKU-
MU TeaTparbHBIMU KOJIEKTUBAMMU, He TOBOPA yXKe O
TOM, 4TO OHM PaCIINPWIN NIpe/icTaBleHre HallluX 3pU-
TeJieli 0 COBpeMeHHOM OpuUTaHCKOM TeaTpe. Bce aTn
TIPOEKTHI CTaJM BO3MOXKHEI OJaroziapsi HalleMy MHO-
rojeTHeMy COTpyAHMU4YecTBy ¢ Bputanckum CoBeToM
U, KaK HaM IIpeJCTaBIAeTCH, MX YCIeIIHOe OCYIIecT-
BJIeHUe OyZeT CocoO6CTBOBATh JalbHENIIEMY paCIId-
PEHMIO POCCUNCKO-OPUTAHCKUX TeaTPaIbHBIX CBIA3EH.
TeaTp — >XKUBOH OpPraHW3M, y KOTOPOTO HOTpes-
HOCTBb B IlepeMeHaX, Pa3BUTHUH, IIOUCKe 3a/l0KeHa B
caMoli ero mpupoze. biarogapa TanaHTy U TBOpue-
CKUM IIOMCKaM PeKHUCCepOB, apTHUCTOB, My3bIKaHTOB,
xopeorpadoB B TeaTpaTbHOM MHPEe H/ET HENPePhIB-
HBII Tpoliecc 0GHOBJIEHUS, U B OTBET Ha TpebOBaHUA
BpEMEeHM BO3HHUKAIOT HOBble (HOPMBI, KaHPHI U Tea-
TpasIbHbIE TEXHOJIOTHUU. B 3TOM 6ECKOHEYHO MEHSIIO-
meMcs MUpe TeaTpa MBI CTapaeMcs HallTu U IOKa-
3aTh HallleMy 3PUTEJIO CIIeKTaKJINU, KOTOpble CHOBa U
CHOBa IIPUBEAYT MyOJIVKY B TeaTpaslbHbIE 3aJbl. Be-
JIUKHe fledATeNu TeaTpa, KOTOPHIX A 3/leCh YIIOMUHAT,
IIOMOIIM HaM CchOPMHPOBATh UMEHHO TaKOe BUJe-
Hue muccuu ®ecruBansa. Mer 61arogapHsl UM 32 3TO.
decTUBaIb JeIal0T JIOAU. B 3TOT I00MIEHBIA IO
XOTEJIOCh ObI BRIPA3UTh CKPEHHIO IPU3HATENbHOCTD

Russia”, 2005-2006), at the Tenth Ibero-American
Theatre Festival in Colombia, and at the World
Expos in Japan (2005) and Spain (2008). Among
the major cultural projects carried out by our
Festival in recent years were the tour of the Royal
Shakespeare Theatre (2012), which had not visited
Russia for 45 years, and the Theatre Programme of
the UK — Russia Year of Culture (2014). These events
had a very positive effect on our relations with
British companies, let alone the fact that they gave
our audience a better idea of contemporary British
theatre. Those projects came into being thanks
to our long-term co-operation with the Bristish
Council, and we do hope that their successful
realization will contribute to further development
of Russian-British theatre links.

Theatre is a living organism whose need for
change, development and search is inherent in its
very nature. Thanks to the talent and creative quest
of directors, artists, musicians and choreographers
the theatre world undergoes an incessant process
of renewal; in response to the demands of our
time there appear new forms, genres and theatre
technologies. In this endlessly changing world of
theatre, we are striving to find and present to our
audiences the shows that will bring them back to
theatre auditoriums again and again. The great
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15. Jlanusne Punyu
IMacka daem uHmMepavo
JcypHanucmy

Ilepsozo kanana
Tamwsine bodpogoti

y Mysest A.Il.Hexosa

u O.JI.Knunnep-
Yexoeoli 8 I'yp3yde

Daniele Finzi Pasca
being interviewed
by the ‘Ist channel’
journalist Tatiana
Bodrova in Gurzuf,
near the Museum
of Anton Chekhov
and Olga Knipper-
Chekhova

16. [Tuceiimc Toepe,

Banepuii IlIadpuH,
Aypenus Teepe
James Thierrée,

Valeriy Shadrin,
Aurélia Thierrée

BCeM, KTO B pasHble IoJbl TaK WM HHAayYe CIIoco6CTBO-
BaJl TOMY, 4TOOBI YeX0BCKUi hecTUBab CTaJl B HALIEH
CTpaHe 3aMeTHBIM KYJIBTYPHBIM COOBITHEM, KOTOPOe
C HeTepIleHWeM XXZAyT 3puTenau. Ham NIpUATHO, 4TO
3apy0Oe)XHble apTHUCTHI U TeaTpalbHblE KOJUIEKTUBBI C
TOTOBHOCTBIO ¥ MICKDEHHUM HHTEPECOM IIPUHUMAIOT
HaIllY IpUIVIAIEeHNA BEICTYIUTh Ha GecTUBae.

Ms! 6arozapHbl HallM [TapTHEpaM, CIIOHCOpaM
U Jpy3bsAM, KOTOpble IIOMOTaJy HaM BCE 3TH TOJHL.
OrpoMHoe criacu60o HaneMy HeM3MEeHHOMY MHOTOJIET-
HeMy ['eHepanbHOMY napTHepY — [lepBomy KaHaiy.

He mory He cka3aTthb 0 TOM, KaKyIO IIOMOIIb U IT0J-
JIep’KKy OKasbIBaJIM HaM BCE 3TU T'OZABI KYJIbTypHBIE
LIEHTPBI, [IOCOIBCTBA U AUIUIOMATHYECKHe IIpeJCTa-
BUTEJIbCTBA PA3HBIX CTPAH.

S mpusHaTesneH U 6iarofapeH TeM, KTO paborasn
u paboTaeT B KoMaH/ie YeXOBCKOTO GeCTUBAJI.

Or Bceli Aymy xoTes OBI cKa3aTh 60JIbLIOE CIIACH-
60 MOCKOBCKHMM TeaTpaM, KOTOPHIE IIPeZOCTaBIAIOT
HaM CLeHUYecKUe IUIOMAJKU JIAd CIIeKTaKIen, yda-
CTByIOIIUX B pecTuBae.

Xody 06paTHUTBCSI CO CIOBaMU 01arojapHOCTH
K IIpaBuTenbcTBY, MUHUCTEPCTBY UHOCTPAHHBIX eI
1 MUHHUCTEPCTBY KyAbTYpHl Poccutickoit ®ezepanun,
K IIpaButenbcTtBy MocCkBB U JlennapTaMeHTy KyJlb-
TYpBl rOpoZa 3a IOHMMaHWe MM HalluX IIpobieM
Y BCECTOPOHHIOIO MHOT'OJIETHIOIO IOZZIEPIKKY.

figures of theatre whom I mentioned here helped
us to form this very vision of our Festival’s mission.
We are obliged to them for doing so.

The Festival is created by people. In this anniversa-
ry year I would like to render our hearty thanks
to all those who, over the years, have in some way con-
tributed to make the Chekhov Festival a remarkable
cultural event in our country, eagerly awaited by the
public. We are grateful to foreign artists and theatre
companies, which accept our invitations to perform at
the Festival with sincere interest and gladness.

We are thankful to our partners, sponsors and
friends who have rendered their generous support
through years. We would like to extend our thanks
to our long-term true partner — Channel One.
I cannot but acknowledge the assistance we have had
throughout from the cultural centres, embassies and
diplomatic missions of many countries.

We are also deeply grateful to the Moscow theatres
which lend their stages for our Festival shows.

Special thanks go to all those who were and are
working in the staff of the Chekhov Festival.

And, last not least, I would like to express our
gratitude to the Russian Government and Ministry of
Culture, to the Government of Moscow and the City’s
Department of Culture for their understanding of our
problems and their all-round support.

.I
# 9 .fﬂ
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OAHA U3 CAMbIX LLEHHbIX
MHUUWUATUB HALLUEIFO BPEMEHU

XopomIio IIOMHIO, CKOJIBKO BPEMEHH IIPOILIO C TeX
mop, kKak B 1992 6bu1 ocHoBaH YexoBckuii dectu-
Basb. Ha Hammx miasax MEHSINCh 3IOXU, PasBo-
pauyMBANINCh U YXOAWIM B HeOBITHE YelOBeYeCKHe
KU3HU. TeaTp MeHAETCs BMeCTe C XKU3HbIO — BMeCTe
C TIOJIUTUKOM, SKOHOMHUKOH, obIecTBOM. ITopoii oH
OTCTaeT OT PeaJbHOCTH, WHOTZAA 3aberaer BIepes,.
Ho 510 TeopeTHyecku. A KaK e Ha caMOM Jieie?

HezaBHO # mpocMaTpuBas CTaTbhH, HallMCAaHHBIE
MHOIO B T€UEHHUE JABYX MecALeB 0ceHblo 1992 roza, u
6611 HopakeH. OHU GBUTH MOCBSIIEHEI IBYM T€ATPAM,
KOTOPBIX y»Ke HeT Ha TeaTpaJbHON KapTe; 4eThbIpeM
apTuCTaM, KOTOpBIE 32 3TO BPeMs OT Hac YIIIH; aK-
Tepy, KOTOPBIH IIONal B aBTOKATACTPOdY U MOTEPsLI
npodeccuio; OZHOMY IHCATesNo, OCTaBUBIIEMY Jpa-
MaTypruio, 4ToOBl MOCBATUTH ceOs penuruu. JIuib
B OZIHOM M3 BCEX 3THX BOCBMH CTaTeH pedb WJET O
TOM, YTO COXPAaHWJIOCH 0 HALIUX JHEH, U 3TO eANH-
cTBeHHOe — MexlyHapoJHBIH TeaTpaabHBIN decTu-
Baib uMeHU A.Il. YexoBa. 3TO, B paBHOU CTeIeHH,
HEBEPOSITHO U CHMBOJMYHO. DTOT HOBOPOXKJEHHBIN
HeU30EeXXHO JO/DKeH ObUI MOTMOHYTH B pe3y/bTaTe
¢$rHaHCOBOM KaTtacTpodbl M ITOIUTHIECKON HecTa-
OWIBHOCTU TOTO BpeMeHU. JIFo60¥ 3paBOMBIC/IAIIAMA
YeJIoBeK IpezicKa3asl Obl, YTO TaKOH GpecTUBAIb C Tpe-
CKOM IIPOBAJIUTCS.

Bcero uepes mapy AHe# mocse OTKpHITUA $HecTu-
BaJIfl, OZVH U3 CIIOHCOPOB OOBSABUI O GAHKPOTCTBE.
B nociegHui MOMEHT O CBOEM HEey4acCTUH OOBSIBIIIN
TpU TeaTpa, OAVH 13 HUX — JINTOBCKUH, a ZiBa TeaTpa
u3 I'py3un, B CBA3M C TParudeCKUMH COOBITHUAMU B
Tounucu. YdyacTue ele TpexX TeaTPOB /[0 MOCIe/IHe-
ro MOMeEHTA OBUIO IOJ YTPO30i CphiBa. APMAHCKUM
aKaZleMHU4ecKuil JpaMaTHdecKuii TeaTp uMeHuU la-
6puana CyHAyKsIHA TP AHSA He MOT BBUIETETD U3 epe-
BAHCKOTO a3pOTIOPTa U3-3a Pa3pa3UBIINXCA B PETHUO-
He GecriopsagkoB. Yyactue B OecTuBaje mpaxckoro

ONE OF THE GREAT
INITIATIVES OF ITS ERA

No one needs to remind me how much time has
passed since the Chekhov International Theater
Festival came into being in 1992. Entire lifetimes,
whole histories have passed before our eyes. Theater
changes with everything else — politics, economics
and sociological developments — sometimes falling
behind the curve, sometimes lurching ahead. But
that’s in theory. What about the reality of it?

I recently looked back at eight articles I wrote
over a two month period in the fall of 1992, and
I was astonished. They focused on two theaters that
no longer exist, four performers who are now dead,
an actor who was incapacitated in an automobile
accident, and a writer who abandoned drama and
devoted his life to religion. Of the eight articles only
one focused on something that fully remains with us
today — the Chekhov International Theater Festival.
That is something of a miracle, and a symbolic one
I would say. Plagued as that fledgling endeavor was
by financial disaster and political unrest, any sensible
pundit would have marked it for failure.

One sponsor filed for bankruptcy days after
the festival began. Three theaters bailed at the last
minute, one from Lithuania and two from Georgia
in connection with tragic events in Tbilisi. Three
more theaters barely made it. The Sundukyan Drama
Theater of Armenia was held three days at the Yerevan
airport because of local disturbances before their
plane could fly. The Czechoslovakian government,
in its last months of existence, could not provide
the promised travel funding for the Gate Theater of
Prague (Divadlo Za Branou II). That trip was saved
when two Czech companies made up the shortfall.

Most dramatic was the late arrival of the Akhorun
Experimental Theater whose flight from Dushanbe
was cancelled due to what was laconically described
as a «change in governments» in Tajikistan. The new
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Zncon @puoman

John Freedman

«/TuBazyio 3a Bpanoy II» okasasoch oA BOIIPOCOM,
KOT7Zla JbIIIaBIee Ha JiaZlaH YeX0CTI0BAI[KOe MpaBU-
TEJIbCTBO HE CMOIVIO OKasaTh TeaTpy OOelaHHYIO
noaaep:kKy. CliaceHue TPUILIO B JIUIE ABYX Yelll-
CKMX KOMIIaHHH, BCe JKe IPeJOCTaBUBIINX CPEACTBA
Ha 3Ty MOE3/KY.

Ho camblii gpaMaTU4ecKHii MOMEHT OBLT CBSI3aH
C TIO3JHUM TIPUOBITHEM DKCIIEPHMEHTAIbHOTO Tea-
Tpa «AXopyH» u3 Jlyimanbe. Mx petic 65T OTMEHEH II0
MpUYKHE, KOTOpas ObLIa KOJIOPUTHO 0OBSIBIIEHA, KAK
«CM€Ha TIPaBUTEIbCTBa» B TaMKukucTaHe. HoBble
BJIACTU IIPEJOCTAaBUIN TPYIINIE, B KOHIIE KOHIIOB, BO-
€HHO-TPaHCIIOPTHBIM CaMOJIET, ¥ aKTePhl BHIILIN Ha
MOCKOBCKYIO CIIEHY C MIATUAHEBHBIM OIIO3/IaHUEM.

He OyzeT npeyBenuyeHUEM CcKa3aTh, YTO MexXIy-
HapOAHBIN TeaTpasbHbIM decTuBamb uUM. A.Il.Yexo-
Ba CTaJl OHOM M3 CaMbIX SIPKUX WHUIIUATUB HAIIEro
BpeMeHU. [1o BceM TOTZANIHUM MepKaM, C 3TOH Hze-
el HaZlo 6BUTO PACIIPOCTUTHCS Ha KOPHIO. BoiiHa, 00-
masi HeCTaOMIbHOCTD, OOHUINAHKE. .. FIMEHHO B ITHK
3TOTO KpHu3uca Banepuii [llazpuH BRICTYIIUI ¢ 6e3yM-
HOU uzieelt yIpeIUuTh MEXAYHAPOAHBIN TeaTpalbHbIN
decTrBajb, KOTOPHIN CTaBUT cebe I1eIbI0 HU MHOTO,
HU MaJjio, COXPaHUTh €JUHCTBO TEaTPaJbHOTO IIPO-
CTpPaHCTBA CTPaH, HAXOAANIUXCSA B IIpollecce KpaliHe
60JIE3HEHHOTO pa3BoJa.

Hy, Bansiite, 6paTiiel! MeuTaiiTe fabiie!

Ho He TyT-TO 6BL10! YeX0BCKUI GeCTUBAD KU U
pacimupsiics. Y 3To — yAUBUTENbHAsA UCTOPHS O TIpe-
JTAHHOCTH JIIOZIEH CBOEMY JIeTy I HEOZIOJTUMOM CTPEM-
JIEHUH OCYIECTBUTh MEUTY U TIEPEXUTPUTH UCTOPHUIO.

Korza B Havane 1990-x 4 cTan nucaTh O TeaTpe
Ha cTpaHunax “The Moscow Times”, 00IIETPUHATHIM
OBLIO MHeHHE 00 OTCYTCTBUM HOBBIX WHTEPECHBIX
PEXHUCCEPOB, TaJaHTIUBBIX aBTOPOB, BOOOIIE KaKUX
OBl TO HU OBUTO HOBBIX Uzlel. /[a ¥ He OBLIO CTPYKTYP,
CTIIOCOOHBIX OTKPHITh HOBBbIE UMEHA, IIPEACTABUTH HO-
BBI€ pabOTHL.

CeroziHst TaKUX TeaTPaJbHBIX CTPYKTYD BEIUKOE
MHOKecTBO. Ha BosHe ycrnexa YexoBckoro decTrBa-
JIsT TIOABWIUCH U «30jI0Tast Macka», U «Ce3oHbl CTa-
HUCJIABCKOI'0», U «Tepputopusa», u NET, u «bosbinan
nepeMeHa», u «LIEX», u JIlOOMMOBKa M MHOTHE ZIpY-
rue... Y1 5To ToibKO B MOCKBe.

MeXayHapOAHbIN TeaTpaibHbI (EeCTUBANIb WM.
A.T1.YexoBa MOXKET HE TOJBKO TOPAUTHCS CBOUMHU [10-
CTIDKEHUAMHU, OH MMeeT BCe OCHOBaHUs Ha3hIBaTbCs
MpapoguTeNeM TeaTpasbHOro (GeCcTUBATHHOTO ABU-
JKEHUWsT COBpeMeHHOU Poccuu. Ba3oBble II€HHOCTH,
KOTOpBIE OH IPOOYAWUI K KU3HU JBaZlaTh IISATh JIET
Ha3a/l, OKa3a/JHCh HEBEPOSATHO CWIbHBI U IPOAYK-
TUBHBL. OH OJIUIIETBOPSIET TO, IIOYEMY PYCCKUM TeaTp
OKas3aJIiCs CTOJIb *KUBOTBOPSAIIVMM, He B3upas HU Ha
KaKue TPYJHOCTH. [IpuMep ueanusMa, IpaKTUIHO-
CTU U CTOMKOCTH, JaHHBIN HaM B 1992 rozy, u 1o ceit
JIeHb BIOXHOBJISIET.

authorities finally put the company on a military
transport and they performed in Moscow after a five-
day delay.

It is no exaggeration to say that the Chekhov
International Theater Festival was one of the great
initiatives of its era. There was every reason it should
have failed, every reason why it should not have
been organized in the first place. War, instability and
poverty were daily concerns. And at this very moment
Valery Shadrin had the mad idea of initiating a theater
festival, one that would be international in scope and
would seek to do what? To unite countries that were
then in the process of suffering hard, painful and
sometimes violent divorces?

Talk about a doomed enterprise.

But, no. The more-or-less biannual Chekhov
Festival flourished and grew through the decades,
emerging as a heartening story of committed people
sticking to a dream, beating the odds and outwitting
history.

When I began reporting on theater in the early
1990s it was considered common knowledge that
there were no new directors of interest, no new
writers, no new ideas whatsoever. There were
virtually no organizations in place to discover new
artists or present new work in any way.

Today the list of such enterprises would be as
long as Father Time’s beard. Following the success
of the Chekhov Festival, we have seen the founding
and flourishing of a plethora of festivals bearing
such names as Golden Mask, Stanislavsky Season,
Territory, NET, Big Change, TSEKH, Lyubimovka,
Cast of Characters and many more. And that is just
in Moscow.

The Chekhov International Theater Festival not
only can take pride in this development, it has every
right to take a large part of the credit. The foundation
it put in place 25 years ago proved to be incredibly
strong, productive and infectious. It is not only the
granddaddy of Russian theater festivals; it is one of
the reasons why Russian theater has proven to be
so resilient no matter how difficult circumstances
become. The example of idealism, practicality and
tenacity that it set in 1992 continues to inspire us
today.
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Anexkcell
Bapmouwesuu

Alexey
Bartoshevich

1. ITveca Ge3 cnos
M.BoypH, my3blka
Teppu /lsguc,
Xxopeozpagus —
Msmuwto BoypH,
Teamp «Hbv10
DoseHueps»

u HayuoHanwHbLil
meamp

Matthew Bourne’s

Play without Words
dir. Matthew Bourne,
‘New Adventures’ and
the National Theatre
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O YEXOBCKOM OECTUBAIJIE
WU Er0O BPUTAHCKOWN NPOrPAMME

ABOUT THE CHEKHOV FESTIVAL
AND ITS BRITISH PROGRAMME

YexoBCKUH (ecTHBAIb BO3HUK Ha BOJHE CTPEMU-
TEJBHBIX COIMAJBHBIX U TOJUTUYECKUX TepeMeH
Bcell Hamel >KU3HU, KOTOpble C TOU Ke CTpeMu-
TEJBHOCTHIO HAvaay MEHATh JKU3Hb HAIEero Tea-
Tpa. OTedecTBEHHAs clleHa OBICTPO, XOTh U He 0e3
60JIe3HEHHBIX TPYAHOCTEl, BCETZAA COMPOBOXK/IATO-
IMUX paZuKalbHble JOMKH, 0CBOOOXKAAIach OT I'py3a
3aKOCHEJIBIX TPaJUIINA, OIHOBPEMEHHO IBITAsCh HE
mmopBarh ¢ QpyHAaMeHTaJIbHBIMU OCHOBAMHU HAIHO-
HaJbHOTO Hacieaus. Hamr TeaTp, cOpackiBass OKOBBI
TTOJIUTUYECKON U KYIBTYPHON 3aMKHYTOCTH, OLTY T
cebs eCTeCTBEHHOHN YacThi0 MUPOBOTO TeaTPalbHO-
ro nporiecca. Hesb3s 3a6bITh, CKOJIb OTPOMHAS POJIb
B OTOM TMpHUHAANeXana U [0 CUX IOp IpUHAJIe-
KUT YexoBckoMy ecTUBAIIO, ¢ becrpeleieHTHON
OBICTPOTON 3aBOEBABIIEMY DEIyTaIMI0 OZHOTO U3
KPYITHEUITNX M aBTOPUTETHEUINX B MUpe. UTOOBI
MIOHATh U OLIEHUTH €ro 3HaueHUe, HYy>KHO UMETh B
BUJy HEBH/IAHHO Ba)KHOE MeCTO, KOTOpPOe B COBpe-
MEHHOM TeaTpaJbHOM Pa3BUTHU 3aBOeBajla cama
dopma decTrBaA: OH CTAJN HE TOJNBKO CPEACTBOM
MOKa3a JIYYIINX CO3JaHUM CIIeHMYECKOTO HUCKYC-
CTBa, HO U CBOETO poja sabopaTropueil coBpeMeH-
HBIX TeaTPaJbHBIX MUCKAHUHA U, YTO, MOXET OBITb,
3HAYUTeTbHee BCETO — MHCTPYMEHTOM GpopMUpoBa-
HUS TeaTPaJbHON BCEMUPHOCTH, Xy 0XKECTBEHHOTO
aHasora IIpoleccoB, IIPOUCXOAAIMINK CETOAHA B MU-
POBOIT 5KOHOMUKE 1 MUPOBOM KYJIBTYPE.
YexoBckui pecTrBaIb, HAYABIIKUCH KaK GOPyM
TeaTpoB EBpoIbI, mocTeneHHO BOUpaAI B CBOU IIpe-
ZleJTbl SIBJIEHUS CLIEHUYEeCcKOro MCKYCCTBA BHEEBPO-
MEeNCKUX CTpaH U KOHTUHEHTOB. flmonwus, 0xkHas
Kopes, JlatuHckas AMepuka, Kurtail oTKphIBaiu
nepes my6auKoi MOCKBB U MHOTHX JPYTHX TOPO-
70B Poccuy HeBUZAHHO IIHMPOKYIO KapTUHY BCe-
MUPHOTO TeaTpa B OeCKOHEYHOM pa3sHOOOpa3uu
¢dopM, TOpa3UTeNbHBIX CKpeleHUH HaIMOHab-
HBIX TPAJUIMH, Ka3alochb OBl HU B YeM MEXKIY
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The Chekhov Festival was born in the wake of
impetuous social and political shifts in all our life.
They started to change our theatres’ life with the
same impetus. The country’s stage was quickly
getting rid of the weight of obsolete traditions,
not without painful difficulties that always follow
radical changes. At the same time, it tried not to
break up with the fundamental traditions of the
national theatre heritage.

Shaking off the shackles of political and cultural
isolation our theatre started to realize it was still a
natural part of the world theatrical process. One
should not forget how great has been and still is
the role of the Chekhov Festival in this process.
With unparalleled quickness, the Chekhov Festival
gained a reputation of one of the major and most
prestigious theatre festivals in the world. In order
to understand and appreciate its significance we
should take into consideration the unprecedentedly
important place the very form of the festival has
occupied in the process of contemporary theatre
development. It has not only become a means of
presentation of the best scenic art productions but
it also became a kind of workshop for contemporary
theatrical searches and, what is maybe most
significant, it became an instrument in shaping
theatrical worldliness, an artistic analogue of the
processes occurring today in world economy and
culture.

Started as the Forum of European theatres
the Chekhov Festival gradually enlarged its
programme with examples of scenic art from non-
European countries and continents. Japan, Korea,
Latin America, China unrolled before spectators in
Moscow and many other cities an unprecedentedly
wide scene of the world theatre in its endless variety
of forms and in its astounding crossing of national
traditions, which doesn’t seem to be contiguous



BPUTAHCKAA NPOrPAMMA OECTUBANA

THE BRITISH PROGRAMME

co00li He CONPUKACAIOIINXCSA, U BCE XKe 00beau-
HEHHBIX OOINed Waeeld CIy)KeHHsS 4Yel0BeYecKOn
JuyHOCTH. Hezapom s03yHroMm rpaHzno3Hoi Te-
arpanpHoM Onmmmnuazsl 2001 roza cranu cioBa
Jbxopmxo Crpenepa: «TeaTp A nofeti». OHU Tak
U OCTAIOTCA ZIeBU30M YeX0BCKOTO decTUBas.

[ToHATHO BMeCTe C T€M, YTO B L[EHTPe KaXJ0ro
13 YeX0oBCKUX (ecTHBalell CTOAIN CIleHMYecKue
ABJIeHWA, BO3HUKIIMe B EBpoIie, KOTOpol mpu Beel
CBOEM MHOT'OJIMKOCTH IIPUHA/JIEKUT TeaTpasibHas
KynbTypa Poccun. TpyaHO HasBaTh 3HAUUTENbHBIN
€BpOIeNCKU TeaTp WIM KPYIHOE peRKUCCepPCKoe
¥Ms, KOTOpoe He ObUIO OBl TpeZACTaBJIeHO Ha Ha-
meMm ¢ectuBase. Ilerep IllTatiH, [xopmko Crpe-
Jiep, Jlyka Ponkonu, [Tutep Bpyk, Otomap Kpeiiua,
[TaTpuc llepo, — nmepevyncieHre CaMbIX 3BYYHBIX
UMeH MUPOBOH PeXUCCYpPHI, IPUBO3UBIINX K HAM
CBOU CIIEKTAKJIU, 3aHAIO Obl CJIMIIKOM MHOTO Me-
CTa, KaK U Ha3BaHU:A GOJBIINX W MaJBIX €BpPOIIE-
CKUX CTpaH, MCKYCCTBO KOTOPHIX OBLIO IIpeiCcTaB-
JieHO Ha YexoBcKoM decTuBaIE.

CoBpeMeHHBINI TeaTp BemukobputaHuu sB-
s Ha dectuBase B MOCKBe B Pa3HBIX CBOUX
00MMYMAX — KaK TPAAWIMOHHBIX, TaK U JKCIIEpPU-
MeHTaJbHBIX. OZHOU U3 KyJIbMHUHAI[MOHHBIX TOYEK

but united by common idea to serve human
personality. Not without reason Giorgio Strehler’s
words “Theatre for people” became the slogan of
the grandiose Theatre Olympics in Moscow in 2001
and still remain the slogan of the Chekhov Festival
to the present day.

At the same time, it is clear that the central part
of each Chekhov Festival programme was European
theatre to which the versatile Russian theatrical

26

2. Catimon MakBepHu

Simon McBurney

3. Illym epemeHu
KOHUenyus

u pesxcuccypa —
Catimon MaxBepHu,
meamp «Komnaucume»
u CmpyHHbLil
«OMepCcoH keapmemy»

The Noise of Time
dir. Simon McBurney,
Complicite Production
in association with
the Emerson String
Quartet

4-5. Illym epemeHu
KOHUENUYUS U PeNHUCCYpa —
Catimon MaxBepHu,
meamp «Komnaucume»

u CmpyHHbLil

«OMmepcoH kgapmemy

The Noise of Time

dir. Simon McBurney,
Complicite Production
in association with the
Emerson String Quartet

VI YexoBckoro ¢ecTuBalsa CTal CHEKTaKIb 3HaMe-
HUTOTO JIOHZOHCKOT'O 3KCIIEPUMEHTAJBHOIO TeaTpa
«Kommmucure». Mosiozible akTephl 1 My 3bIKaHTBI [IPH-
Be3nu B MoCKBy IipezcTaBieHre, HasBaHHoe «[Ilym
BpeMEeHU» — TParu4ecKylo UCTOPUIO KU3HU [IMUTpHUA
[locTakoBUYa, KPeCTHBIH IIyTh XYZ0KHUKA, IOBECTh
O TIOJMTHUYECKON TpaBje M MydYUTeIbHOU Oophbe
OJIVUHOKOI'O T'eHUA 3a JOCTOWHCTBO HCKyCCTBa —
U O KOHEYHOM TOP)KeCTBe ero TBOPeHWH. McTuH-
HBIM I'epoeM CIIeKTaKJIA CTAHOBWIACh caMa My3bIKa
[IlocTakoBUYa, BOIUIOLIEHHAA HE TOJNBKO B 3BYKax
(Bemukuii 15-11 kBapTeT IllocTakoBUYa UTpas Tpe-
KpPaCHBIN «DMePCOH KBapTeT»), HO U B IIOPa3UTe/b-
HOW IUTacTUYeCKOW mapTuType. AkTepsl CailMoHa
MaxbepHu, ofHOI M3 IVIaBHBIX JUYHOCTE! HOBeH-
el eBPOTIENCKON PEXUCCYPHI, CAMU, K¥KeTCs, CTa-
HOBWJINCDH 3TOM MY3BbIKOW: UX TeJa, CJIOBHO JIMILIEH-
HbIe Beca, JieTaly, TapWiIu Ha/l TIOAMOCTKaMU.

K ToMy ’xe BKcIlepUMeHTaJbHOMY HallpaBie-
HUIO aHIVIMHACKOU CIieHBl IPUHAZAIeKANIU CIIEeKTaKIN

culture belongs. It is difficult to name any significant
European company or any major European director
that have not been presented at the Festival. Peter
Stein, Giorgio Strehler, Luca Ronconi, Peter Brook,
Otomar Krejéa, Patrice Chéreau — the list of most
important world theatre directors’ names who
brought their productions to the Festival would
take too much space. As well as enumeration of big
and small European countries, that presented their
theatre art at the Chekhov Festival.

The contemporary theatre of Great Britain
appeared at the Chekhov Festival in various
forms, traditional as well as experimental. One of
the culminations of the VI Chekhov Festival was
production of London experimental company
“Complicite”. Young actors and musicians presented
The Noise of Time in Moscow, the tragic story of
Dmitry Shostakovich’s life. Of the artist’s Way of
the Cross, of political chase, of the painful fight
of the lonely genius for the art’s dignity and of
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TPYIIIbIL, Ha3BaHHOM «1927». B npezcTaBnennu «Ku-
BOTHBIE U [IeTH 3aHUMAIOT Y/IUIIbl» aKTephbl y4aCTBO-
BaJIM Ha PaBHBIX C M300peTaTeNbHO NPUMEHEHHOH
aHUMaIel, OOblZIeHHAS KU3Hb OKPAUHHBIX YITUII —
C CIOpPeaJMCTUYECKON KapTUHOM OXKUBIIUX CHOB,
B KOTODBIX JIIOJU CMEIINBAIUCh C AUKOBUHHBIMU
3BepsAMMU U XKYTKUMU CylleCTBaMU U3 CHOB U CKa30K.
bincrarenbHble IOCTaHOBKU MaTbio boypHa —
«IIbeca 6e3 cyoB», «JlebequHOE 03ep0o», «[lopTpeT
Jopuana I'pesa» u Bce ToOcCeAyIOIIME CIEKTaKIU
C SICHOCTBIO /JOKA3aJId, 9YTO OpPUTAHCKUHN TeaTp, KO-
TOPBII YaCTO yIIpeKaIu B Ype3MepHOM NUeTeTe Iie-
peJ TpaAuIUAMY IIPOLUIOTO, CIIOCOOeH aBaTh BUP-
Tyo3HelImre 06pasifbl Iep3Koro aBaHrapza. Ho onu
IIpUHAaZJJIeXaT CKopee K »KaHpy COBPEMEeHHOI'o Tea-
Tpa TaHIla, U 0 HUX JOJDKHBI CYyZAUTH CIIeIIUaIUCThI.
C Zpyroii CTOpOHBI, He YAUBUTENbHO, UTO B pe-
repTyape aHIIMYaH IIOCTOSHHO IIPHCYTCTBOBAJ
Olexkcniup, UMA OAWHAKOBO KJIOYeBOe Kak JJIA aH-
IMIMYaH, Tak U Aad pycckux. Ha oZHOM U3 paHHUX
dectuBanelt, B 1996 rogy 6puranckuii [lekcrup
ObUI TIpeACTaBJeH CIEKTAKJIEM COBCEM MOJIOJOMU
Tpymmbl «BosnkaitHO». HOHBIE akTepbl TMOKa3aau
npezcrasieHue 1o coneram llekcnupa. OHU 4u-
Tau U IeJIN IIEeKCINPOBCKUe CTUXHU C Kaccuye-

6-7. JKusommole
u demu 3aHuMarom

UL a6mop 8. Mamwto boypH
U NOCMAHOBUUK —
Cobio3aH AHOpelid, Matthew Bourne

Komnanus «1927»

The Animals and
Children took

to the Streets

dir. Susanne Andrade,
‘1927’

9. ITveca 6Ge3 cnos
M.Boypn, my3sika Teppu
Jssuc, xopeozpadus —
M>ameoto BoypH,

Teamp «Hb1o D08eHUep3»
u HayuonanwHblil meamp

Matthew Bourne’s

Play without Words

dir. Matthew Bourne,
‘New Adventures’

and the National Theatre

the final triumph of his creations. The true hero
of that production was Shostakovich’s music
itself, embodied not only in sounds (the famous
Shostakovich’s “XV Quartet” was performed by
the superb The Emerson String Quartet) but also
in outstanding figurative score. Actors of Simon
McBurney, one of the main personalities of the
newest European stage direction art, seemed
to turn themselves into the music: as if devoid
of weight, their bodies seemed to be floating
over the stage.

The productions of “1927” company could
be attributed to the same experimental trend of
the British stage. In The Animals and Children
Took To the Streets the actors participate in the
show on equal terms with resourcefully applied
animation: everyday life of suburbs — with the
surreal dreams coming alive, where people mixed
up with weird_animals and awful creatures from
fairy tales and dreams.

Brilliant productions by Matthew Bourne — Play
Without Words, Swan Lake, The Picture of Dorian
Gray and others definitely proved that the British
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10-11. ZlopuaH I'peil
M>smuwtio BoypHa
c80600Has
uHmepnpemayus
pomara O.Yaiineoa,
3amblcesl U NOCMAHOBKA —
M>amuwto BoypH,
Komnanus

«Hbto J0seHueps»

Matthew Bourne’s
Dorian Gray

after O.Wilde’s novel,
dir. and chor.
Matthew Bourne,
‘New Adventures’

12-13. Onwuii Lle3aps Y.1llexcnup,
peaic. I'pezopu /lopaH,
Koponesckuil Illekcnuposckutl meamp

Julius Caesar W. Shakespeare,
dir. Gregory Doran,
Royal Shakespeare Theatre

14. I'peeopu /lopax
Gregory Doran

CKOM AICHOCTBIO, INPUYECKOM IPOCTOTON U MOJIO-
JBIM JKapOM: CIIeKTaK/JIb HasbIBajlcA «JIF060Bb».
[TouTeHHasa Mo3THUYeCKas TPAAULIUA HATIONHAIACH
HOBBIM CMBICJIOM: Auanor ¢ bapgom Bemu cerog-
HAIIHYE IOHOIIH U JIeBYIIKU.

Hamn peakuii u aBHO KeJTaHHBIN rocTh — Kopo-
neBckuit [llekcriupoBcKuil TeaTp mokasan B Poccun
OZIHy U3 BeJIMYalIlIuX U MHOIO JIeT He UTPAHHBIX Y
Hac Tpareguii Illexcnupa — «HOmuit Ile3app». Pas-
BepHyTas Ha ClleHe ipaMa pUMCKOU PEBHOCTH BOC-
IIPUHUMAaIACch KaK UCTOPHA, IPOUCXO/AIAA B Hallle
BpeMA U JaleKo BBIXOZALIAs 3a Ipefebl EBpombl.
Koyunauss BOJBHOCTM U pabCTBa, €QMHOMMYHOMN
BJIACTU U KPOBABOT'O MATEXA MOIVIa BOSHUKHYTD I/le
YTOZHO — XOTb B KaKOH-HUOYb adppUKaHCKOH HOBO-

theatre, which was often reproached of excessive
reverence to traditions of the past was capable
of demonstrating masterly examples of daring
Avant-garde. But most likely, they belong to the
contemporary dance genre and are to be judged by
specialists.

On the other hand, it is no wonder that
Shakespeare has been permanently present in the
British theatre, being a key name for the British
as well as for the Russian public. At one of the
early Chekhov Festivals, a very young company
“Volcano” presented the British Shakespeare.
Young actors performed Shakespeare’s sonnets.
They read and sang them with classical clearance,
lyrical simplicity and young fervor. The production
was titled Love. The respected poetical tradition
acquired new sense: today’s young men and women
held their dialogue with the Bard.

Our infrequent and most welcome guest, the
Royal Shakespeare Company, presented Julius
Caesar by Shakespeare in Russia, one of his
greatest works, which had not been produced in
Russia for a very long time. The Roman old times
drama unrolling on the stage was perceived by
spectators as it could have happened in our times
and far outside of the European borders. Collision
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HCcIievYeHHOH peciybivke. [I09TOMY TO, UTO TIaBHBIE
POJIM IIEKCITUPOBCKUX PUMJISH pexkuccep ['peropu
JlopaH OTZa YePHOKOXKUM aKTepaM, 0O0BICHIIOCH
HE CTOJIbKO COOOPAKEHUAMHU TOJTUTKOPPEKTHOCTH,
CKOJIBKO JKeJTaHWEeM [JaTh BEPHYIO KapTHUHY CETO7-
HAITHEH ITOJIUTUYECKOU /IeiICTBUTEIBHOCTH.

B ro6wmienuniii ce3oH 2014 roga B Poccuro
JBXKABI TIpUE3Ka JIOHAOHCKUU «[mobyc». Hazo
MIPU3HATBHCA, YTO s He GOJIBIION MOKJIOHHUK 3TO-
ro tearpa. OH XOpOII U Ja’Ke IIPEBOCXO/IEH, €CITU
BHUZIETh B HEM 6oJjiee MM MeHee TOYHO BOCIIPOM3-
BEZIEHHYIO CTPYKTYpPy IIEKCITHPOBCKOTO TeaTpa.
Korza BBI TTepecekaeTe mopor «[7obyca», Bac He-
MHWHYEMO OXBaThIBAET IMOAJIMHHBIHA BOCTOPT: MaJIO
HatlifileTcss B MUpe 00pasIi[oB CTOJIb COBEPIIEHHOTO,
CTOJIb TUIEHUTEJNBHOTO TeaTPaJbHOI'0 IMPOCTPaH-
cTBa. VIcTMHHAsA pajioCcTh s JI0O603HATETBHOTO
MyTEIIeCTBEHHUKA, a TeM Oosiee Il UCTOPHUKA
TeaTpa. Ho Kak TOJBKO Ha 3Ty CIE€HY BBIXOAAT
aKTepbl U HAYMHAIOT CTAPaTEJIbHO IPUTBOPSTH-
¢ enM3aBeTUHIAMU (Tak, IO OOJBIIEH YacTH,

Y IIPOUCXOAUT Ha IOAMOCTKAX PEKOHCTPYUPOBaH-
Horo «[7106yca»), y Bac, 1o KpaliHell Mepe, Y MeH:
TYT K€ BO3HUKAET OILyIeHe KaKOU-TO QasbIlu.
TanmaHTINBO U TOYHO BOCIIPOU3BEeAEHHOE YCTPOIi-
CTBO IIEKCITMPOBCKOM ClLIeHBI, Ka3aloch, IPU3Ba-
HO OBUIO 3aMEHUTb OTCYTCTBUE CKOJIBKO-HUOYZD
SIBCTBEHHOM peKUCCEePCKOY UHTepIpeTaluu.

of freedom and slavery, of sole power and bloody
revolt could have taken place anywhere — even in
any of the newly born African republics. Gregory
Doran, who directed the play, gave the main parts of
Shakespearian Romans to black actors not because
of political correctness but to give true picture of
today’s political reality.

During 2014 jubilee season the “Shakespeare’s
Globe” from London visited Moscow twice. To tell
the truth, I am not a big fan of this company. It is
very good and even superb from the point of view of
more or less accurate replica of the Shakespearian
theatre structure. Once you cross the threshold of
the theatre, you are absolutely fascinated. There
are very few examples of such wonderful theatre
space in the world. To see it is a real pleasure for
a curious traveller, let alone a theatre historian.
However, as soon as actors appear on its stage
and start to studiously impersonate actors of
Elizabethan times (this is what mainly happens
on the stage of the reconstructed “Globe”), I feel
that something is phony. It looks as if talented and
accurate reproduction of the Shakespearian stage
was meant to substitute the absence of any distinct
director’s interpretation.

I may be wrong but every time when I come to
see “Shakespeare’s Globe” productions in London
I get the same disappointing feeling.

15. 'amnem Y.1llexcnup,
pexc. lomurux pomeayn,
Bunn Bakxépcm,
Ilexcnupogackuii «I106ycs»

Hamlet W. Shakespeare,
Shakespeare’s Globe Theatre,
dir. Dominic Dromgoole,

Bill Buckhurst

16. Jlomurux /[pomeyn
Dominic Dromgoole

17-18. CoH 8 1emHI010 HOUb
Y.lexcnup, pexc. ZJlomuHuk
Zpomeyn, Hlexcnupogckuil
«Inobyc»

A Midsummer Night’s
Dream W. Shakespeare,
Shakespeare’s Globe Theatre,
dir. Dominic Dromgoole
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B03MOXXHO, A IITyOOKO 3a6iyKAaroch, HO BCS-
KUU pas, Korza B JIOHZOHe A IPUXOAWI Ha CIIeK-
Takau «I7obyca», y MEeHsI BOSHUKAJIO TO XK€ A0ca/-
HOE 4yBCTBO.

BxIIOueHHBIN B mporpaMmy YexoBcKoro de-
cTuBana «[amyeT», IIOKa3aHHBIL K TOMYy >Ke Ha
OOBIYHOH CIleHE COBPEMEHHOI'O TeaTpa, TOJBKO
TIOATBEPAWI ITIPEKHUE HepaZoCTHhIE BIleYaTIe-
HUA. AKTEpBl Y€CTHO UTPAJIHU CIOXKET IIEeKCIHUPOB-
CKOM Tparejuu: O COBPEMEHHOM IIDOYTEHUHU He
65UTO0 U peun. Toro ju Kzgana poccuiickas myomu-
Ka, JJI1 KOTOpo# «[amsieT» Bcerza ObUI IIAaBHOM
TpareZuel BceX BpeMeH: B Hell pycCcKue BUZenu U
BU/IAT 3€PKaJIO CBOEH COOCTBEHHOM CYAbOBI.

K cyacTbio, Apyrod creKTakab «[yobyca» —
«COH B JIETHIOIO HOYb» B U3BECTHOU Mepe UCKYIIWI
TPYCTHOe BHeYaTieHWe oT «lamieta». Beceno u
6e3 0cOoObIX 3aTell pasbIrpaHHas KOMEAUs C KOMU-
YeCKHMMHU NIpeBpallleHUAMU U YMOPUTEIbHBIMHU I'd-
raMu JIoCTaBUIa 3pUTENAM GeCcTUBAIA HACTOSAIIYIO
pazocTh. 37ech aKTepaM MOXKHO OBUIO ITO3BOJIUTH
cebe He OBITH CJIUIIKOM IMIyOOKOMBICJIEHHBIMU U
IIpeaThCsi CBOOOAHON CTUXUY TeaTPATbHOM UT'PHI:
B KOHIIe KOHI]0B «COH B JIETHIOIO HOUb» 3TO BaM He
dunocoduueckuii «lamner». AKkaZieMUIeCKOEe KEM-
6puKCcKoe 0O6pa3oBaHKe HUCKOJIBKO He IoMela-
JIo pexxuccepy JoMUHUKY /[pOMTyly YCTPOUTD Ha
CIleHe HaCTOAIINY IpasZAHUK BOJIBHOMU ¢daHTasmu
BO CJIaBy BEYHOT'O UCKyCCTBA Tearpa. 1 yeMm akTe-
PBI 6bUTH CBOGOZHEE OT 065I3aHHOCTU M3006paXKaTh
suutenees Tpynnsl Ciayr Jlopaa Kawmeprepa, tem
6JIM)KE OHU OKa3bIBATHCH K [Ilekcrupy.

Cyzbba dectuBana cama coO0H CIIOKIIACH TaK,
YTO IeHTPaJIbHON GUTYPOIL ero 6PUTAHCKON YacTh
u, 6omee TOro, Bcell KapTUHBI POCCUHCKO-OpUTAH-
CKUX TeaTpasJbHBIX cBA3el cran [lexnad /loHHeN-
JsaH. JKajb, KOHEUHO, YTO pyccKas ITybIrKa HUKOTa
He BHJesna TocTaHoBOK TpeBopa Hanna, Maiikia
Boiiza, MaTeio Yopxyca u fp. OTo, Iojaraio, ele
Brepesu. Ho Henb3a orpunarb, 4To /JlOHHE/IaH
TIPUHAAJIEKUT K YUCIY CaMbIX KPYIIHBIX peXHucce-
POB CTpaHHI U YTO YexoBckoMy ¢pecTUBaIO BhIIAIA
HacToAWasA yAada 3aBA3aTh C HUM J0JITOBPEMEHHBIE
U, KaK CKOPO BBIACHUJIOCH, IUIOAOTBOPHbIE CBA3U.

B mpoMexyTKe MeXIy ABYMs MEPBBIMU GeCTU-
BaJAMU YeXOBCKUH CTaJ OpraHM3aTOpPOM IIOKasa
ZByX criekTakieit [lekiana JlonHe/utaHa. B uroHe
1994 roza MOCKBWYM YBHUJENU CIIEKTakJIb «Mepa
3a Mepy», Co3ZlaHHOTro JJoHHe/IIaHOM TeaTpa «Yuk

19

I kept arriving to the same conclusion when
I saw Hamlet included into the Chekhov Festival
programme and presented on the regular
contemporary theatre stage. Actors genuinely
performed the Shakespearian tragedy: there was
no question of modern interpretation. The Russian
theatre fans did not get what they had been
waiting for; for them, Hamlet had always been the
main tragedy of all times. They used to see it as a
mirror reflecting their own fate.

Fortunately, another “Globe” production -
A Midsummer Night’s Dream compensated the sad
impression produced by Hamlet to some extent.
Joyfully and without special ploys, full of comic
transformations and funny gags, it brought real
joy to the Festival’s audience. The actors could
allow themselves to be less abstruse and to indulge
themselves into the free atmosphere of theatrical
play. After all A Midsummer Night’s Dream is not
the philosophical Hamlet. The academic Cambridge
education of Dominic Dromgoole did not prevent
him from setting a real fest of free imagination on
stage in honour of the eternal art of theatre. And
the more actors were released from necessity to
impersonate actors of the of Lord Chamberlain
Servants Company the closer they were to
Shakespeare.

It occurred that destiny had had plans to make
Declan Donnellan the central figure of the Chekhov
Festival’s British constituent and, moreover, of
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19. /lexnaw /JoHHenan
Declan Donnellan

20. Huk Opmepo0
Nick Ormerod

21. Mepa 3a mepy
Y.Illexcnup, pexc.
Jlexnan /JoHHeanaH,
meamp «Yux 6ail
Locayn»

Measure for Measure
W.Shakespeare,

dir. Declan Donnellan,
Cheek by Jowl Theatre

22. I'epuozuns
Amansgu
/1.¥a6¢cmep,

pedxc. [exnan
/Jlonnennawn, meamp
«Yuxk 6ail [ncayn»

The Duchess of Malfi
J.Webster, dir. Declan
Donnellan,

Cheek by Jowl Theatre

6ait [I)xays», KOTOPBIHA MOPa3wl MOCKOBCKYIO IIy-
GJIMKY JKECTKUM, TIpeJeJbHO 3KOHOMHBIM U IIpe-
JIeTbHO BBIPA3UTENBbHBIM PEXUCCEPCKUM CTIJIEM.
HeJtb3si 3a0BITh BBICTPOEHHBIH UM U €T0 MOCTOSH-
HbIM cueHorpadom Hukom Opmepozom cympad-
HBII MUP TOTAJIUTApHOT'O TOCYyZapCTBa, 3TU YI'PIo-
MO-XOJIOZHbIE YepHBIE TeOMETPUYECKUEe IIUTH,
MIpope3aHHbIe 3aCThIBIIEHN CTPEIoi 6arpoBoit MOJ-
HUM, KaK HEJTb3s 3a0bITh CTPOTUM CTIIb aKTEPCKOHM
WUTPBI, COEANHABIINY aHTUPOMAHTHYECKYIO XOJIO-
HOBATOCTb CO C/I€P)KAHHOM, 3arHAHHON B IOZCO-
3HaHUE CTPaCThIO.

the whole picture of Russian-British theatrical
links. It’s a pity the Russian theatre fans did not
have a chance to see productions by Trevor Nunn,
Michael Boyd, Matthew Warchus and others.
Hopefully, they are on the waiting list of the
future Chekhov Festival editions. But one cannot
deny that Donnellan belongs to the group of the
most remarkable theatre directors in his country
and the Chekhov Festival was really lucky to have
established a long time, and as it soon turned out,
fruitful ties with him.

In the interim between the first two Festivals
the two of Declan Donnellan’s productions were
presented. In June 1994 the Moscow public saw
Measure for Measure of the “Cheek by Jowl”
company founded by Donnellan. The production
surprised Moscow public with its rigid, economic
and extremely expressive directing style. One would
never forget the gloomy world of totalitarian state
he created on the stage together with his permanent
stage designer Nick Ormerod. Those cold black
geometrical shields cut through by arrows of
frozen lightnings were being as unforgettable as
austere style of acting which combined unromantic
coldness and reserved passion hidden in the
unconscious.

In October of the year, within the framework
of the cultural programme of the Queen Elizabeth
state visit to Russia, the Chekhov Festival presented
As You Like It directed by Donnellan. Perhaps it is
one of his best Shakespearian productions. Like in
Shakespearian times all female parts were played
by men. The black actor Adrian Lester (in the
future he would play Hamlet in the Peter Brook’s
production) created an exquisite psychological
portrait of Rosalinda. It seemed there was no other
actress who could interpret with such psychological
accuracy the essence of the woman’s nature itself as
he did that. Later, in 1996, the II Chekhov Festival
presented gloomy and mordantly grotesque The
Duchess of Amalfi where implementation of the
Avant-garde theatre practice helped to interpret
the painful depths of John Webster characters’
psychology. The remarkable string of “Cheek by
Jowl” productions at the III festival in 1998 was
wound up by means of Much Ado About Nothing.
It was a wonderful example of scenic graphics
and transparent clarity of lines. In that most
“Shawian” Shakespeare comedy, Donnellan and his
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A B OKTAOPE TOTO Ke rozia B paMKax KyJIbTYPHOH
TIpOrpaMMBbl T'OCYZapCTBEHHOI'O BU3UTA KOPOJIEBHI
EnmmsaBetsl II B Poccuro ¢decTtuBanmb mpescTaBUI
CIEeKTaKJIb «Kak BaM 3TO IOHPaBUTCA». JTO, Be-
POATHO, JIydlllasgd U3 IIEKCIUPOBCKUX IOCTAaHOBOK
Jonneimnana. Kak korza-to npu Illekcniupe, Bce
JKEHCKHE POJIM UI'PaIU MY)KUWHBI, & YePHOKOXUN
aktep Agpuan Jlectep, 6yayuuii Iamuet [Turepa
Bpyka, co3zan yTOHUEHHO IICUXOJIOIMYecKUy Iop-
TpeT Po3anuHze! — Ka3ajoch, HU OZHA aKTpHUCca He
MomIa OBl C TAaKOH MCHXOJIOTUYECKON TOYHOCTBHIO
nepezaTh CaMylo CyTh XKEHCKOT'O XapakTepa.

3atem Ha II ¢ectuBane B 1996 mociezoBana
yrpoMas M SA3BUTENBHO TrpoTeckHasd «[eplornHa
Awmanbdu», Tie IprUeMbl aBaHTapAHOIO TeaTpa Ke-
CTOKOCTH IIOMOTAJIA PACKPBITh 60/Ie3HEHHEIE Ty OH-
HBI IICUXO0JIOTHH TepoeB /lXKoHa Yabcrepa. SpKyro Be-
peHuny crekTakiein «duk 6ait [lxayn» 3aBepIuaia
IIOCTAaHOBKA «MHOI0 LIyMa U3 HUYEro», B Iporpam-
Me III pectuBana B 1998 rozxy — mpekpacHslii obpa-
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actors were able to perform the stories of human
hearts in light and, in a British way, a bit barren
style. Donnellan was not interested in theoretical
peculations often imposed on Shakespeare
by modern theatre. His staging demonstrated
complicated interweaving of lives in the spirit of
John Fowles novels. He displayed subtle but strong
ligature of human relations, unmistakably guessed
shades, small exquisite details on the background
of rare integrity of the whole.

Donnellan is a rare actors’ director; his theatre
is the example of the most subtle contemporary
psychology devoid of any trace of sentimentality.
It is no wonder that he has ardently fallen for the
Russian psychological theatre and its actors’ school.
Producing a number of shows with Russian actors
commissioned by the Chekhov Festival, he was
always fascinated by their mastery and, what is
most important, easily reached an understanding
with them.

23-27.

Bopuc I'odynos
A.IlywkuH, pexc.
/Jlexnan /JoHHeNNaH,
MT® um. A.I1.Yexosa,
Bpumanckuii Cogem

8 Mockee, ABUHbLOH-
ckutl pecmusany,
decmusans 8 Bpaiimo-
He, meamp «/la Puna-
miop»/ HayuonanvHas
cuena Mrwonysa

Boris Godunov
A.Pushkin, dir. Declan
Donnellan, Chekhov
International Theatre
Festival (CITF),

The British Council

in Moscow,

Festival d’Avignon,
The Brighton Festival
and Scéne Nationale
‘La Filature’ Mulhouse

3el] CIleHnYecKo rpaduKu 1 IpO3pavyHoOi ACHOCTU
JIMHUH. B 5TOH, caMOi «IITOBUAHCKOM» M3 KOMeIUI
[Mlexcrivpa, /loHHE/UIaH U €ro akTephl CyMeJu Iiepe-
JlaTh UCTOPUU YeJ0BEYeCKUX cep/iell A3BIKOM Jier-
KUM U YyTh, T0-OPUTAHCKH, CyXOBaThIM. Pexxuccepa
He 3aHMMAaJl yMO3pUTeNbHble TeOpeMbl, KOTOphle
COBpEMEHHBIM TeaTp 4acTo HapasbiBaeT [llekcru-
DY, OH IIOKa3aJl Ha CIleHe CJIOXKHOe IUIeTeHHe cyzneb
B Zlyxe pomaHOB /I>xoHa ®Payn3a, TOHKYIO, HO ITPOY-
HYO BSI3b Y€IOBEYECKUX OTHOIIIEHUH, 6€30IM1O0YHO
yraZlaHHBIX OTTEHKOB, U3bICKAHHBIX MeJIoYel — IpHu
PEAKOCTHOU CTPOWHOCTH IIEJIOTO.

JloHHe/UIaH Ha PeAKOCTb «aKTePCKUN» PeXUC-
cep, ero TeaTp — IpUMep TOHYaNIIero coBpeMeH-
HOT'O IICUXOJIOTM3Ma, JTUIIEHHOTO MPU 3TOM U CJle-
Jla CeHTUMeHTa/IbHOCTU. He yauBHUTENbHO, YTO OH
MBUIKO YBJIEKCA PYCCKUM IICUXOJOTMYECKHM Tea-
TPOM, PYCCKOUW aKTepPCKOU INKOJOW W, CTaBsA [JIfA
YexoBckoro ¢ecTtuBasd IeNyl0 BepeHHUIy CIeK-
TakJel, clelaHHbIX C akTepaMU MOCKOBCKUX Tea-
TPOB, Ka)XX/IbIM pa3 BOCXUINAJICA MacCTEPCTBOM pycC-
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I have no doubt that in the record of the Russian
Boris Godunov productions, sometimes partially
successful and sometimes a complete failure, there
was only one production marked with real scenic
perfectness. It was Declan Donnellan’s production
with brilliant Evgeny Mironov as Impostor (perhaps
it was his best part at all), Aleksandr Feklistov
as Boris and Irina Grineva as Marina Mnishek.
A refined The Twelfth Night followed and after that
— full of brightest theatrical phantasy The Tempest
with trustful and wise Igor Yasulovich as Prospero.
We believe that the long-time partnership between
Declan Donnellan and the Chekhov Festival will
give us other joyful theatrical presents.

It would be great to see the Chekhov Festival
presenting in nearest future the two most famous
Great Britain companies — the Royal Shakespeare
Company and the National Theatre.

The history of cooperation between British
theatre and the Chekhov Festival is only coming to
its full heyday.



BPUTAHCKAA NPOrPAMMA ®ECTUBANA

THE BRITISH PROGRAMME

28-29.

/Jleenaduamas Ho4b
Y.1lexcnup,

pexc. [lexnau
Jlounennamn, MT®

um. A.I1.9exosa, MKTC
8 compyoHuuecmae

¢ meampom

«Yux 6ail [orcayn»

The Twelfth Night

by W.Shakespeare,
dir. Declan Donnellan,
CITE, ICTA

in cooperation

with Cheek by Jowl
Theatre

30-31.

Bypsa

Y.Ilexcnup,

pexc. [exnan
Jlounennamn, MT®
um. A.I1.Yexosa,
meamp «/Ie 2Kemo»
8 compyoHuuecmae
¢ meampom

«Yuxk 6ati [cayn»

The Tempest

by W.Shakespeare,
dir. Declan Donnellan,
CITF, Theatre

Les Gemeaux

in cooperation

with Cheek by Jowl
Theatre

CKUX UCIIOJIHUTeNeN U, YTO caMoe IJIaBHOE, JIETKO
HaXOWI C HUMH OOIIUI SA3BIK.

1l MeHA HeT COMHEHUA B TOM, 4TO B IIOJHOU
TATOCTHBIX IOJNyyZAa4d U COKPYLIUTEJbHBIX IIPOBA-
JIOB POCCHHCKOM TeaTpasbHON ucTopum «bopuca
l'ogyHOBa» TONBKO OfHA ITOCTAHOBKA ITyIIKWMHCKOMN
Tpareguu ObUIA OTMEYeHa IIeYaThbI0 HACTOSIIETO
CLIEHUYECKOI'O COBEPIIEHCTBA: CIIEKTaK/Ib JJOHHE]I-
JlaHa c 6iucTaTenbHeIMU EBreHmeM MUPOHOBBIM —
CamosBaHIleEM (MOXeT OBITh, Jy4Illasg €ro poJb),
Anexkcangpom ®PeknuctoBbiM — bopucom u HMpu-
Holl I'puHeBOMl — MapuHoii MHuiek. A 3aTteMm —
usdamHenmana «/[peHazarad Houb» U MOJHAA Ap-
KOH TearpanbHOU paHTasuu «Bypsa» ¢ neyasbHBIM
myzpeuoMm IIpocniepo — UWropem fcynoBuyem.
Mo>XHO BepUTb, 9YTO MHOT'OJIETHUH CO103 JlekiaHa
JonHeutana u YeXOBCKOTO (ecTUBaIA MOAAPUT
Poccuu elle MHOIO TeaTpaabHBIX paZoCTeH.

Xorenock ObI TakKe B OMMDKAKINIeE TOABI YBU-
ZieTh Ha GecTrBae paboOTHI IBYX CAMBIX 3HAMEHHU-
TBHIX TeaTpoB Benukobpuranuu — [1leKCIUPOBCKO-
ro u HanuonanpHOro. Mcropus coTpygHUYECTBA
6puTaHckoro tearpa U MexzayHapogHOTO decTu-
BaJid UMeHU YexoBa TOJBKO BOLLIA B IIEPUO, 10JI-
HOTO pacIiBeTa.
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Enena Haymosa

Elena Naumova

1. MewyaHuH

80 dsopsiHCcMEe
Monvep, Ha my3bLKy
JIonnu, nocmaxoska —
/Jlenu ITooanudec,
Teamp «Byd¢ 01 Hop»

The Bourgeois
Gentleman
Moliére-Lully,

dir. Denis Podalydes,
Théatre des Bouffes
du Nord (France)

P> X o)

TEATP OPAHLU NN

N ®OPAHKOA3bIYHbIX CTPAH

PERFORMING ARTS OF FRANCE
AND FRANCOPHONE COUNTRIES

®paHuns
CrpemiieHre GpaHIy3CKOH U POCCUHACKOUN CTOPOHBI
K COTpyZHUYECTBY B chepe TeaTpa ObLIO 00O0IOA-
HBIM. JlupekTop 1 ocHoBaTenb @paHiry3ckoro Kynb-
typHoro llentpa Kiog Kpyait IMYHO BBICTYIIWI C
VHUIIMATUBOU TTOAZEPKKYU (PAHITy3CKON MpOoTrpaMm-
Mbl YexoBckoro ¢ectuBansg. C Tex MoOp ydacTue
@OKII (c 2012 — ®paniysckuit Unerutyt B Poccun)
ocTaeTcs HeM3MeHHBIM. JTO KacaeTcd U GUHAHCO-
BOU, U OpPraHU3alMOHHON NOA/eP:KKHU. 3a poIe-
me 25 JieT OTHOIIeHUsA YeX0BCKOTO GeCcTUBAIS C
dpanuuei 6pUTM 0OYEHb HACKHIIIIEHHBIMU. J[oCTaTOY-
HO TIPUBECTH 37I€Ch TOJBKO OZHY IUOPY: 45 crek-
TaKJIed QpaHIy3CKUX TEATPOB OBLIO MPEACTABIEHO
B mporpaMmMax YexoBckoro ¢ectuBani B Poccun.
KpowMme sToro — yyactre Hallux TeaTpoB B ABUHbOH-
ckoM ¢ectuBane 1997 roza, nokas crekraxieir YO
U poccuiickux TeaTpoB Bo ®paniuu (bosee, ueM B
30 ropozax, B HEKOTOPBIX He OJWH pa3) COBMeCT-
Hble ¢ GPaHIy3CKUMHU ITapTHEPAMH ITOCTAHOBKH,
NpoBeJleHNe POCCUMCKUMHU pexuccepamMu Ma-
cTep-KiaccoB. Ciozia XKe BXOAWIN U Te TBOpUYeCKue
IIporpaMMBbl, KOTOpble MBI OCYIIECTBJIUIN 110 IOpPY-
yeHHI0 MuHHcTepcTBa KyabTyphl Poccun. Bee aTo
BIIOJIHE OOBSICHMMO, TaK KaK HaIllM CTPaHBI BCerga
IIPOABJIAUIN KUBOM UHTepec K Ky/IbType ApYyT Apyra.
37ech MBI IPeACTaBUM TOJBKO Hanboiee 3HaUNMBbIe
COOBITHA U3 TOTO, YTO OBUIO cAeNaHO YeXOBCKUM
decTuBaseM B coTpyaHUYecTBe ¢ PpaHIMEn.
Brnepeie TeaTpsl PpaHIUM y4yacTBOBAIU BO
II MexxAyHapOAHOM TeaTpaibHOM (GecTHUBaje WM.
A.Il.YexoBa B 1996 rozy. B mporpamme 6BUI CIlEK-
takib [Tapmxckoro Teatpa «bydd a0 Hop» «O aus-
Hble JHU» CoMioana BekkeTa B moctaHoBke IluTepa
bpyka. [naBuHyro posnp wurpana Harama Ilappu
(1930-2015), u3BecTHasg aKTpuca, >keHa BEIUKOTO
pexkuccepa. «O JUBHbIE JHU» — QPaHITY3CKO-IIBEH-
Ijapckas IIOCTaHOBKA, ee IIpeMbepa COCTOsIach Ha
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France

Both France and Russia aspired to engage in per-
forming arts coaction. The founder and Director
of the French Cultural Centre Claude Crouail per-
sonally made outstanding efforts and encouraged
support of the French programme within the frame-
work of the Chekhov Festival. The French Cultural
Centre (French Institute as of 2012) thus became
the Festival’'s designated partner, bringing along
financial support and administrative assistance.
The collaboration between the Festival and France
has been exceptionally diverse and vibrant for
the past 25 years. Suffice to mention a total of 45
French theatrical productions have been present-
ed across a broad variety of Chekhov Festival pro-
grammes all over Russia. Balancing the record, the
Chekhov Festival organized a grandiose Russian
theatre showcase at the Avignon Festival in 1997,
and proceeded relentlessly to bring Russian-French
co-productions, the shows produced by Russian
performing arts companies, the workshops by crit-
ically-acclaimed Russian stage directors, as well as
its own theatrical productions, to touring over 30
cities across France, where the shows were often per-
formed more than one night at one venue. Those ven-
tures included artistic curricula the Chekhov Festival
organized in support of the initiatives of the Russian
Ministry of Culture. These dynamic connections
have been consistent for the people in both countries
showed a keen interest towards each other’s cultural
heritage. Below are only landmarks of the collabora-
tion between the Chekhov Festival and France.

The French theatre companies made their first ap-
pearance at the Chekhov Festival in 1996, when the
Festival ran its second edition. Théatre des Bouffes
du Nord featured in the Festival programme with the
show Oh Les Beaux Jours (Happy Days), a Samuel
Beckett’s play staged by Peter Brook. Brook’s wife and



TEATP OPAHUVU N ®OPAHKOA3bIYHbIX CTPAH

FRANCOPHONE COUNTRIES

creHe Teatpa Buau-Jlozaus E.T.E. (EBpormeiickoe Te-
aTpasibHOe IIPOCTPAHCTBO), KOTOPBIM MHOTO JIeT py-
kxoBozun Pene T'onsanec (1943-2012), aBTOpUTET-
HeWIINi eBpOIeCcKUi pozocep, CTABIINI Ha J0JI-
rye rofibl OAHUM W3 CaMbIX HaZleXKHBIX ITapTHEPOB
YexoBckoro pecruBansa. Crnekrakiu bpyka s Ha-
IIIETO 3PUTEJIS BCEria — COOBITHE.

Bropoii pa3 ABa crnekTakiasa Teatpa «Bydd aio
Hop» B nocraHoBke IIuTepa Bpyka nokasaHbl Ha
VII pectusase B 2007 roay. Ito 6putH «CusBe baH-
3u ymep» A. ®yrapza, Jx. Kanu, Y. Hriona u «Be-
JINKUI MHKBU3UTOP» 110 poMany @.M. /locToeBcko-
ro «bparea Kapama3oBbl».

«Bpyk ZlaBHO He Hy)K/JaeTca HU B II0XBajlaX, HU B
07106pEHUN: OH KJIACCHK. Ml TOYHO 1O pELenTy Apy-
Toro KJIacCHKa eMy B BOCEMBJZIECAT /iBa r'o/ia y,aloch
“BIacTh, KaK B €pech, B HECIBIXAaHHYIO IPOCTOTY .
Ero crekrakiap “CusBe bansu ymep”, mocrasieH-
HBIM 6GoJibIlle TOZAa Has3ajZ W MPUBE3EHHBIH ceivac
Ha YexoBCKUH decTuBab, TOpaKaeT IPEXK/E BCETO
UMeHHO mpocToTol. C 0OfHOM CTOPOHBI, IPUPOAHAS
acke3a TeaTpa: aKTep M KOBPUK Ha IIOYTH TOJIOU
cuere. C zpyroii — mpocroTa cioxeTa. C TpeTbel —
BBICIIIAA IPOCTOTA ApeBHeH OTpe6HOCTH cocTpasia-
HusA». Mapuna Toxapega — «Mockogckue HO80CMU.
2007, 15 uroHs.

B 2015 rozy XII YexoBckuii pecTUBaATIb OTKPBLI-
cs «MellaHWUHOM BO IBOPAHCTBe» Mobepa B ocTa-
HoBke [lenu [Toganuzeca. CHagaa pexxuccep XoTesl
TocTaBuTh ero c¢ Tpymnmnoi «Komenu ®dpances», HO
TJIaHBI UBMEHWINCh, U [lofanuzec mocTaBui ero Ha
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an exquisite actress in her own right, Natasha Parry
(1930-2015) starred in the lead part. A French-Swiss
co-production, Happy Days, had an opening night in
Théatre Vidy-Lausanne E.T.E., a new European the-
atrical venue under the direction of René Gonzales
(1943-2012), a figure of international stance and
authority, who eventually had become one of the
Chekhov Festival’s pillar partners. As for Peter
Brook’s show, it was the Festival’s headliner in 1996.

Peter Brook returned to Moscow eleven years
later in 2007, for the VII Chekhov Festival, and

2. 0, dusHble OHU
C.bexkem, pedc.
ITumep Bpyk, Teamp
Budu-Jlozanu 3.T.E.

Oh Les Beauh Jours
S.Beckett, dir. Peter
Brook, Thédtre Vidy-
Lausanne. E.T.E.

3. [Tumep Bpyk
Peter Brook

4. Cuszee ban3u

ymep A.®yzapo,

Jlnc. Kanu, Y.HmuwoHa,
Nnocmaxoska

ITumep Bpyk,
MexcdyHapooHblil
ueHmp meampaibHO20
meopuecmsa, Teamp
«Byg¢ oro Hop»

Sizwe Banzi is dead
A.Fugard, J.Kani,
W.Ntshona, dir. Peter
Brook, The C.I.C.T.,
Thédtre des Bouffes
du Nord

5. Mewanun

80 dgopsiHCcmee
Monvep, Ha MY3bIKY
Jlvoanu, nocmaHoska —
Jenu ITooanudec,
Teamp

«Byd¢ oro Hop»

The Bourgeois
Gentleman
Moliére-Lully,

dir. Denis Podalydes,
Thédtre des Bouffes
du Nord

6. [leru ITodanudec
Denis Podalydés

cuere Teatpa «Bydd ar0 Hop». B rmaBHO#M posu BBI-
CTynuI GiucTaTeNbHbIN akTep Ilackanb PeHepuk.
OJTa IIOCTaHOBKAa 3HaMeHaTeJbHa Te€M, YTO B OCHO-
Be ee — U3HavyalbHasA BePCHUA MOJIbePOBCKOM IIbeCh],
KoMeznuA-6ajerT, KaK ee Urpasu Ipu Asope Jlrozo-
Buka XIV. OzHa U3 TJIaBHBIX POJIel B HEHWl OTBeje-
Ha My3bIKe KOMIIO3uTOpa JIIo/UIU — COBpeMeHHUKA
MoJibepa B UCHOJHEHUU KUBOTO OAPOYHOTO OpKe-
crpa. Ee UCIoTHAIOT HaxoAAIrecs TyT JKe Ha CLieHe
MY3bIKaHThI — YYaCTHUKH aHCaMOJIs CTApPUHHOM My-
3bIKU «PeBepaHe» (pykoBozauTenb Kpuctod Kysn).
JIaKOHWYHBIE ZIeKOpaluu DpuKa Proda J0momHAIoT
pOCKoOIIHbIe KOCTIOMBI KprcTuana Jlakpya v Usdl-
Has xopeorpadus Kaopu Hro.

B 2017 rozy YexoBcKuii pecTUBAID IPEACTABUT
crekTaksb TeaTpa «Bydd ato Hop» «Ilose GUTBEI»,
nocTaBiaeHHbI [lutepom Bpykom u Mapu-dieH
OTbeH Ha OCHOBe JipeBHeUHJUMCKOro aroca «Ma-
xabxapaTta» u mbechl JK.-K. Kappepa. DToT criek-
TaKJIb C OTPOMHBIM yCIIEXOM Y>Ke IIPOIIeT BO MHO-
TUX CTpaHax MHUpa.

OnHUM U3 IMIaBHBIX coObITUH VI decTuBa cTan
npuess B MockBy crapeiimero Tearpa ®@paHuuu,
€JMHCTBEHHOI'O peNepTyapHOro ApamMaTU4ecKOoro
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brought two productions: Sizwe Bangzi Is Dead based
on the play written collaboratively by John Kani,
Winston Ntshona and Athol Fugard, and the show
The Grand Inquisitor, an adaptation of in Fyodor
Dostoyevsky’s novel The Karamazov Brothers.

“It’s been long since Brook’s craving for praise or
recognition had run out, he is a living Classic now.
At the age of 82 he managed to “fall into incredible
simplicity, as if in heresy”, almost as if he had fol-
lowed another classic’s recipe. Sizwe Banzi Is Dead,



TeaTpa cTpanbl «Komeau Opances». OH He 6511 B Poc-
CUM [iBaJuaTh JeT. TeaTp IpuUBe3 CIEKTaKIb «Jlec»
A.OCTpOBCKOIr'0, KOTOPBIM IIOCTAaHOBWJI Ha IVIaB-
Holl ciieHe @pannuu Ilerp ®omenko. /g camoro
«Komezn ®paHces» sTa pabora cTajsa rpaHIUO3-
HBIM COOBITMEM UM OTPOMHBIM OIIBITOM. AKTEpBI,
pabotasue ¢ POMeHKO, [I0 CUX IIOP BCIOMUHAIOT
PENEeTUIINN C HUM KaK OeclleHHOe Hacjegue B UX
crieHndeckol npaktuke. [lenu Iloganuzec, urpas-
mui CyacTIMBLEBa, BIOCAEACTBUU LeNyl0 IJaBy
cBoel KHUTH «CIeHbl U3 )KU3HU aKTepa» MOCBATHI
[Terpy HaymoBuuy ®omeHKo. CTOUT U YAUBJIATD-
s, 4TO CIIeKTaKJ/Ib II0 PYCCKOM KJacchKe B IIOCTa-
HoBKe PoMmeHKo Ha cleHe «Komeau dpaHces» BbI-
3BaJI B MOCKBe OI'pOMHBII BHTEpec.

Bropoit pa3 U® nmpunuman «Komezu PpaHces»
B 2010 rogy, xorza mno nopy4yeHutro MuHucrepcrsa
KynbTypel PO ®decTrBamp cTan omepaTopoM Tea-
TpanbpHOU nmporpammsel l'oga @panuusa-Poccus. Llen-
TPaJBHBIM COOBITHEM 3TOM NPOTPaMMBbI CTalU Ta-
crponu «Komenu @pances» B Poccun. HoBocuOUpCK,
ExaTtepunbypr, Omck, MockBa, [Tetep6ypr u Kamu-
HUHTpaZ NpuHUMamu y cebs «Kenutsby durapo»
Bomapiire B moctaHoBKe Kprucroda Poka.

«besykopusHeHHasA “QpaHIly3CKOCTh” CIEKTa-
ks “YKenutb6a durapo”, mpuBe3eHHOTO B MOCKBY
YexXOBCKUM ¢ecTHBaIeM, UHTPUTYET, 3aXBaThIBAET,
nokopsaet. B yem ee cekper? Kaxkercd, rauibckas
“mpekpacHast sicHocTb” (Tak ompeZenunt ocobeH-
HOCTb criekTakieil “Komenu ®pances” A.B. bapro-
meBrUY) obpeTaeTcsi Ha KOHYMKAX MasblieB apTH-
CTOB, B 3By4YaHUH UX I'0JIOCOB, B CKJIaJKaxX 3aHaBeca,

presented publicly over a year ago, makes an im-
pact thanks to this clarity. On the one hand, there
is an immanent asceticism of the theatre, with just
an actor and a rug on an empty stage. On the oth-
er hand, there is a straightforward story. However,
there is yet another side to it all — the bare necessity
of compassion, that lives through the ages, and is
elevated to its highest point”. Marina Tokareva for
“Moskovskie Novosti”, June 15, 2007.

In 2015, the XII Chekhov Festival opened with
Moliere’s play, Le Bourgeois Gentilhomme, under the
stage direction of Denis Podalydes, who had origi-
nally intended to make it with Comédie-Francaise,
but following a change of plans, preferred to work
with Bouffes du Nord. The brilliant actor Pascal
Reneric had been cast in the lead part. The direc-
tor opted for the earliest version of the play, written
as a comic ballet and performed as such before the
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7. Jlec
A.Ocmposckudl,

peac. Ilemp Domerxo,
Teamp «Komedu
dparces»

The Forest
A.Ostrovsky,

dir. Pyotr Fomenko,
Comeédie-Frangaise

8. Ilemp Pomenko
Pyotr Fomenko

9. JKenumwb6a Puzapo
Bomapute, nocmanoska
— Kpucmodg Poxk, Teamp
«Komedu Pparces»

Le Mariage de Figaro
Beaumarchais,

dir. Christophe Rauck,
Comédie-Frangaise.

HEHaBA3YMBO COYETAIOI[Er0 B CBOEM pHCYHKe IIBe-
Ta ¢ppaniysckoro ¢irara. TaliHy 06asHUS TOCTAHOB-
ku Kpucroda Poka TpyaHO pasrazarb, HO MOXKHO
mpUOIU3UTHCA K Hel. <...> Korza mocTaHOBIIUK
codeTaeT OepelKHOe OTHOIIEHUE K TeaTpaJbHBIM
TpPaZULIUAM, TOUHOE U SICHOE OIIyIlleHue cebsI BHY-
TPU KYJIBTYPBI CBOEH CTPAHBI M YYTKOCTh K GUEHUIO
IIy/lIbca COBPEMEHHOCTH, BEPOATHO, CIIEKTaKII0 He
Hy)XeH IlepeBofl — kak “@urapo” Kpucroda Pokax.
Tanuna Illmamosa — «3kpaH u cueHa», 2010, N® 19.
C HeTepreHHeM oOxuzaerca npuess «Komenu
®pances» Ha YexoBckuit dectuBans B 2017 rozy co
criekTakieM «Jlykpenusa bopmxua» B. T'toro B Io-
craHoBke Jlenu Iloganuzeca ¢ IpeKpacHbBIM COCTa-
BOM HCIIOJIHUTEEH U creHorpaduei, co3faHHON
XyOOXKHUKOM JPUKOM ProdoM, BAOXHOBJIEHHBIM
PUCYHKaMU M aKkBapeJiMU caMoro ['toro.

=

B 2010 B Mockse u B CaHkT-IleTepbypre B pam-
kax lozga ®pannus — Poccust 6bUT MOKa3aH ellle OfuH
dpaHiy3ckuii crnektakabp — «Kasumup u Kaposnu-
Ha» B IIOCTaHOBKe DMMaHMIA Jlemapcu-Morta, Xy-
JOXXeCTBEHHOTo pykoBozutens TeaTpa e 1 Buib
(TTapmx) u HbiHe aupekTopa OceHHero ®PectuBas.
TacTponu Teatpa BecHoil 2010 roza oxasaauch IOZ
yIpo30i cphIBa B CBA3U C TeM, YTO IIOYTHU BCe aBUa-
peiicel B EBpore ObUT1 OTMEHEHE! M3-3a U3BePXKeHUA
By/kaHa B Mcinanauu. Ho 6rarozaps HeNpeKJIOHHO-
MY JKeJIaHHIO peXkuccepa U Bcell komaHzbpl Teatpa ze
Ji1 Buitb, a Takke HEBEPOATHBIM YCHIUAM C 0Oenx
CTOPOH, YZajl0Ch OPraHW30BaTb IpUe3J TPYIIHl U
TeXHIYECKOU KOMaH/BI aBTOOycaMu U MUKPOABTOOY-
camu B MockBy. ABTOP TIbeChl — aBCTPUMCKUHN pama-

court of Louis XIV. That approach told the produc-
tion remarkably apart. The original music score
composed by Jean-Baptiste Lully, a Moliére’s con-
temporary, had its own meaningful presence, and
was performed live by a baroque music orchestra
right there on the stage. Eric Ruff’s austere scenog-
raphy had been enriched by glamorous costumes
of Christian Lacroix and elegant choreography by
Kaori Ito.

In 2017 the Chekhov Festival will host anoth-
er production by Théatre des Bouffes du Nord,
Battlefield, an adaptation based on an ancient
Indian epos Mahabharata and a play by Jean-
Claude Carriéere. This show co-directed by Peter
Brook and Marie-Helene Estienne has already tri-
umphantly travelled many countries of the world.

Comédie Francaise, the oldest playhouse and
the only repertoire theatre in France, was the star
at the VI Chekhov Festival in 2005. The arrival of
the troupe in Moscow for the first time in twenty
years made a splash. The company came to present
Alexander Ostrovsky’s play The Forest directed by
Pyotr Fomenko. For Comédie Francaise it was an
accomplishment of a very large scale and beyond
average experience. The French actors referred to
the rehearsals with Fomenko as their own priceless
inheritance. Years later, Denis Podalydes, who had
been cast in the lead part of Schastlivtsev, a protag-
onist of the play, dedicated an entire chapter of his
book, Scénes de la vie d’acteur (Scenes from Actor’s
Life), to Pyotr Naumovich Fomenko. It was not a
surprise then that a production based on a Russian
literary classic and directed by the Russian maitre
ignited curiosity of the Moscow theatre-goers.

In 2010 the Russian Ministry of Culture desig-
nated the Chekhov Festival to be the chief operator
of the Performing Arts Exchange Programme within
the framework of the Russia-France Year. It was for
the second time that the Festival hosted Comédie
Francaise, this time with a tour across Russia, which
becamethehighlight of the Programme. Novosibirsk,
Yekaterinburg, Omsk, Moscow, St. Petersburg and
Kaliningrad welcomed Beaumarchais’ Le Mariage de
Figaro, directed by Christophe Rauck.

“The immaculate Frenchness of Le Marriage de
Figaro that was played to Moscow audiences at the
Chekhov Festival is intriguing, breath-catching, cap-
tivating. How does the magic work? It appears that
Gallic “beautiful clarity”(as A. Bartoshevich defined
the characteristic feature of Comédie Francaise’ pro-
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Typr DAéH ¢oH XopBaT Maso u3BecTeH B Poccuu, 4To
BBI3BIBAJIO €llle OOJIBIINK WHTEPEC HAIero 3pUTeNs
K CTIIeKTaKIi0. A y Yex0oBcKOro dpecTrBaA yCTAaHOBH-
JIUCH JIeJIOBblE M TBOpYECKUE OTHOIIEHUA ¢ TeaTpoM
Jie 1a Bujtb, KOTOpBIe PO/IOKAIOTCS U TI0 Cel /IeHb.
Tax B 2013 rozy Teatp ze na Buib npuses «Ho-
coporu» J. VMOHECKO B IIOCTAaHOBKE OMMAaHIOJIA
Jemapcu-MoTa. CnekTak/b IpoIles MPU IOJHBIX
sayax. Crnektakib «MloHecko. CroUuTa» 3TOr0 peKUC-
cepa B 2015 rozay 6sut mokaszaH Ha XII dectusae.
ITo pacckasaM pexuccepa U akTEPOB, OHU paboTaIu
Ha/, CIIeKTaKJIeM B T€YeHUE II0YTU CEMU JIET, MEXAY
peneTUINAMU U IIpeMbepaMy JPyTUX CIIeKTaKJIeH.
Cutyarnusi HeoObIYHAsA /JIs 3alaZIHOTO TeaTrpa, I/e
PeNeTUINH, TPAKTUIECKH JIF0O0T0 CIIEKTAKIIA, UAYT
B Te€YeHHe II0JIyTOpa-IByX MecAleB. JTa IOCTaHOB-
Ka — uckiIodeHue. [1oaToMy HeyAWBUTENBbHO, YTO
Ha CIleHe Mbl YBUZIEN COBEPIIEHHO OIHMCTaTeTbHbIH
aHcaMOJb aKTEPOB-€IUHOMBIIUIEHHIKOB.
«“Honecko. Crouta” Ha MexayHapogHom Ye-
XOBCKOM ¢ecTHBajlie HAIIOMHWI HaM, YTO KakK He
ObIBaeT 3TOTO 3aMeYaTeJbHOrO Mpa3fHUKa 6e3
SIpKOTO (GPAHITY3CKOTO yJYacTHs, TaK He OBIBaeT U
opanIiysckoro TeaTpa 6e3 ApamaTypruu abeyp-
Ja. U rze eme 3a npegenamu OpaHuuu sTy Tpaju-
LU0 BOCIIPUMYT TaK e MO-POACTBEHHOMY, KaK He
B Poccuu - crpane [Janumia Xapmca? OcoGeHHO
CerofHs, Korga KOHIeHTpanusa abcypaa B JKU3-
HU IIepexoJuT OINacHylo 4epTy. <...> ®opwMa,

ductions) is springing from the actors’ fingertips, the
very acoustics of their voices, the draperies of the
curtain and the colours of the French flag in the cur-
tain’s ornament. The mysterious appeal of Christof
Rauck’s production eludes being put into words, yet
allows for some approximation. <...> When a stage
director strives to comply with the tradition and
carefully handles the company’s identification with-
in the context of the tradition, checking the pulse of
the modern ay reality, the show would hardly need
translation, what is exactly the case with Christof
Rauck’s La Marriage de Figaro”. Galina Shmatova,
for “Ekran and Scena”, 2010, N 19.

There is a lot of anticipation now to the Comédie
Francaise’ next visit at the Chekhov Festival in 2017,
with their new show Lucrece Borgia based on Victor
Hugo’s novel, and directed by Denis Podalydes.
The show is known for its magnificent cast and sce-
nography by Eric Ruf, who had tapped into Hugo’s
drawings and watercolors for inspiration.

Back in 2010, another French theatrical pro-
duction ran in Moscow and St. Petersburg within
the framework of the Russia-France Year. It was
Casimir et Caroline, staged by Emmanuel Demarcy-
Mota, the Artistic director of Théatre de la Ville
(Paris), and the current Director of Festival d’Au-
tumn. Quite dramatically in spring 2010, the
Icelandic volcano eruptions affected the air traffic,
cancelling flights across Europe, impending the

11. Smmanroans
/Jemapcu-Moma

Emmanuel Demarcy-Mota

12. Hocopoe 5.HoHecko,
nocmaHoeka — SMMaH0alb
Jemapcu-Moma,

Teamp Oe 11 Bunb

Rhinocéros E.Ionesco,
dir. Enmanuel Demarcy-
Mota, Théatre de la Ville

13. HoHecko. Ctouma

no npouseedeHUsAM
2.HoHecko, KoLleKmugHoe
meopuecmao,

nocmaHoeka — SMMaHiodlb
Jemapcu-Moma,

Teamp Oe 12 Bunw

Ionesco. Suite

adapted from E.Ionesco,
dir. Enmanuel Demarcy-
Mota, Thédtre de la Ville

touring plans. Nonetheless, the director and the
entire team of Théatre de la Ville remained true
to their commitment. It took incredible efforts by
both sides to bring the actors and technicians to
Moscow, by buses and minivans. Meanwhile the
expectations of the Moscow audience were grow-
ing high, stirred in no less degree by the unfamil-
iarity of an Austrian playwright, Edmund Josef
von Horvéth ... A beautiful friendship between the
Chekhov Festival and Théatre de la Ville is thriving
now, in business and arts alike.

Upon return to Moscow in 2012, Théatre
de la Ville brought Eugene Ionesco’s Rhinocéros

10. Kazumup u Kaponuna
D0en pon Xopsam,
nocmaHosxka — IMMAaHI0ANb
/Jlemapcu-Moma,

Teamp Oe 211 Bunb

Casimir et Caroline
Odén von Horvdth,
dir. Enmanuel
Demarcy-Mota,
Thédtre de la Ville
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K KoTopoii obparwica [emapcu-MoTta, MO3BOJIAET
VJIOKUTh MOHECKOBCKYIO KapTHHY MUpa He B MOHY-
MeHTaJbHbIE IBa C IOJIOBUHOM Yaca IUIIOC aHTPaKT, a
B KOMITaKTHbIE Yac BaJllaTh MUHYT 6e3 aHTPaKTa, U
B 3TOM — OZJHO U3 €€ NPEeNMyILIeCcTB. DTO CBOET0 poja
“bpOHTOBOM KOHIEPT”, KOT/Ia BCETO CEMb HUCIIOTHU-
TeJIell — IATb aKTEPOB U JIBe aKTPHCHI, OIIFICTATENTEHO
Biazietornyie 6ybdoHaol, — KOHIIEHTPUPYIOT 60JThb-
1oe cozep)kaHue Ha MajoM IIPOCTPAHCTBEHHOM U
BpeMeHHOM ydacTke. [lomoraer um B 3ToM Oaja-
ra"Hasg, QGONBKIOpHasg mpupoga Tearpa KoOHeCKO,
He TOJIBKO JIETKO IepeHOCAero nepedppasupoBKy U
HMMIIPOBU3AIMIO, HO Ja)Kke [10[pasyMeBalollero ux».
Cepeeii Buprokog — «Tpyo», 2015, 22 utoHsa

B mporpamme 1996 roza cieiyeT OTMETUThb
¢dpanIty3ckuii MoHOcTeKTakKIb «Kommanu lan-Ju-
6p» «/lHeBHUK BamaBa HipkuHCKOro» B TOCTa-
HOBKe V3abenp HaHTH c yyacTHeM 3amMedaTesbHO-
ro axrepa Pemxena MUTPOBULBI, KOTOPBIH HMeJ
6osbIION yemex y 3purteneil. Torza e Ha dpecTuBa-
Jie TIpeZICTaBWIN CBOM paboThl PpaHIly3CcKUe Xope-
orpadsl Jauwanb Jlappeé («Pykogenue») u Maru
MapeH («M>aii 6u», «BaTep3oii»). ITockonbky B 90-e
HalllM 3pUTeJIAM He TaK 4acTo JOBOAWUIOCH BUJETh
CIIeKTaKJI COBPEMEHHBIX XopeorpadoB MUPOBOTO
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under the stage direction of Emmanuel Demarcy-
Mota, and once again enjoyed full houses.
In 2015, another play Ionesco. Suite by the same di-
rector adorned the programme of the XII Chekhov
Festival. As the stage director and his troupe re-
call, they have been working on this production for
seven years, between rehearsals and premieres of
other plays. This is an unconventional approach by
western theatre standard, where a show takes some
six to eight weeks of rehearsing before the opening
night. Ionesco. Suite is an exception from the rule in
this sense, and this is why perhaps, an effort made
by an outstanding ensemble of like minders did not
raise any brow.

“Ionesco. Suite at the International Chekhov
Festival reminded us that no celebration is festive
enough without the French participation, equal-
ly so the French theatre can hardly exist without
the Absurd Drama. Where else outside of France
the appreciation for it would be as acute as in
Russia, a country that nurtured Daniil Harms? It
is particularly true today, when the concentration
of absurdity is crossing the line. With grace and
ease Demarcy-Mota fits an Ionesco’s picture of the
world into a compact uninterrupted eighty min-
ute show, a worthy benefit compared to a monu-
mental two and a half hours with an intermission.
This is a kind of “performance on the front-line”,
when the seven actors — five male and two female,
all well-versed in viral buffoonery — condense a
huge amount of contents within limited space
and time. The folkloric, farce origins of Ionesco’s
theatre come to their rescue, easily adjustable
to paraphrasing, implying and demanding it”.
Sergei Biryukov, “Trud”, 2015, June 22.

Backin 1996, the French solo show The Diary by
Vaslav Nijinsky was lavished with public attention
in Moscow. Stage director Isabelle Nanty worked
with “Compagnie Champ Libre” and cast the mi-
raculous Redjep Mitrovitsa in the title role. The
Chekhov Festival’s programme that year featured
few other productions by French choreographers,
such as Fait maison (Home Made) choreographed
by Daniel Larrieu, and May B and Waterzoi by
Maguy Marin. In the nineties, when the Russian
audiences just started to discover a new world of
contemporary dance, where France held leader-
ship, those shows were in demand both with ded-
icated festival goers and professional artistic and
critic community.

14. /TnesHux
Baunasa
HuxcuHckozo,

pexc. M. Hanmu,
«Komnanu Ilan-/Tubp»

The Diary of Vaslay
Nijinsky, dir. Isabelle
Nanty, Compagnie
Champ Libre

15. U edpye HOUU
cmanu 6eccoHHbLIMU
KOJLIeKMUBHOe
meopuecmao

8 coenacuu ¢ 3.Cuxkcyec,
pevc. Apuan MHywKuH,
Teamp Ot Conell

And Suddenly

the Nights Turned
Sleepless

dir. Ariane Mnouchkine,
Thédtre du Soleil

16. Apuan MHywKuH
Ariane Mnouchkine

ypoBHs1, a Ppannus Torza 6bl1a B aBaHTapze COBpe-
MEHHOTO TaHIIA, TO CIEeKTaKJIU 3TU BBI3BAIU 60Ib-
IIOM MHTEPeC U y 3puTesiel, U y mpodeCcCoHAaNOB.

dpaHIy3cKoe TPUCYTCTBHE HA YeXOBCKOM de-
ctuBase ¢ 1996 roga crajgo HeM3MEHHBIM U Bce 60-
Jiee mipeAcTaBUTeNbHBIM. COOBITHEM JJIS BCeX, 6e3-
yCII0BHO, 6bLT mpre3y B Poccuro B 1998 rogy Apuan
MuymkuH co crnektakiem «Teatpa gio Coseil»
«/1 BAPYT HOUHU CTaIN 6€CCOHHBIMU». CIIEKTAKIb OBLT
npumtameH Ha III YexoBckuil decTUBasb, MOCBS-
meHHbIN 100-eTrio MockoBcKoro XyZoKeCcTBEHHO-
ro Tearpa. Urpanu ero Ha 6osbiioi ciieHe TeaTpa
Poccuiickolt ApMuH, rze noj pyKOBOACTBOM XyZ0XK-
HUKa U TexHudeckoro aupekropa I'u Knoga ®pan-
cya 6BUIM BOCIIPOU3BEEHBI JeKOpaluu U aTMocde-
pa «TeaTtpa gto Coseti». IIpeanoskeHHass MHYyLIIKUH
nzest KOJUIEKTUBHOTO TBOPUYECTBA OblIa YHUKAIbHA
U aKTyaJIbHA He TOJBKO /i GppaHIly3CKOTO TeaTpa,
HO U I APYTUX TeaTpoOB, IZie TOHATHE «TPYIIIIbI»
BO MHOI'OM CTepJsIoCh. BOT moueMy 3Ta uzes 3anuHTe-
pecoBajia MHOTUX U MOJIy4YWIa CBOE IIPOJO/DKEHYE B
TeaTpax Ha 3amazie. O6 3TOM U APYTUX TBOPYECKUX
U obI1eyesroBeYecKrX BOIIPOCAX IIOC/IE YeThIpexda-
COBOTO CIIEKTaK/sA Besna beceny ApuaH MHYIIKUH
Ha BCTpeYe CO 3pUTEIAMU, KOTOPBIX IIOKOPUII CIIEK-
TaKJIb JIETEHZJAPHOI'0 pesKuccepa.

Torza ke, B 1998 rogy co crieKTakaaAMHM «JIUo
Opdes» u «Mucc Hatidg» B MOCKBY ITprexas MOJIO-

The French theatre companies have hardly
failed to attend the Chekhov Festival since 1996,
their presence in Russia kept growing more impres-
sive. In this sense, the arrival of Ariane Mnouchkine
with the show And Suddenly the Nights Turned
Sleepless by Theatre du Soleil, became a phe-
nomenon of its own kind in 1998. That year, the
III Chekhov Festival was to commemorate the
100-th anniversary of the Moscow Art Theatre,
and extended an invitation to Mnouchkine to par-
ticipate. The set designer Guy Claude Francois su-
pervised meticulous reproduction of the decor and
ambience of Theatre du Soleil on the main stage
of the Russian Army Theatre, the performance
venue in Moscow. Mnouchkine’s idea of replacing
the dissolving notion of “troupe” with a new term —
"artistic commune” — found followers in and out-
side the theatrical community of France. Ariane
Mnouchkine discussed that as well as other topics
related to arts and humanities, with the spectators
of her 4-hour long show, whose hearts she won.

There and then in 1998 a young stage director
and playwright Olivier Py introduced his two pro-
ductions Le Visage d’Orphée (The Face of Orpheus)
and Miss Knife. A few years later Olivier Py would
become head of the Odéon-Théatre de I'Europe
(2007-2011). Now he is the Director of Avignon
Festival. Back in 1998, at the age of 33, he was
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Zolt pexxuccep u gpamaTtypr OnuBbe I1u. B ganb-
HeHIeM oH ObUT AupeKTOopoM «OzmeoHa» — TeaTpa
EBpomnsl (2007-2011), a ceifyac sABisgeTcsa AUPeK-
TOPOM ABUHBOHCKOTO QecTuBaia. B 1998 roxy
OsnuBbe ITu 65010 33 TOZIA, HO YKE TOT/IA €r0 CYU-
TN IPKOU 3Be3ZI0M M Hazex ol (paHIy3CKOro
TeaTpa.

YaactHukom III  BcemuphHoit TeaTpanbHOM
OnumMnuazsl B MOCKBe cTaj BliepBble IpHeXaBIIuy
B Poccuto KoHHBIHN TeaTp «3UHrapo» MoJ pyKOBOZ-
ctBoM Baprabaca. B mapke KosoMeHcKoe Ha 6epery
MoCKBBI-peKU OBLT HOCTPOEH TOPOZOK C KOHIOIIH-
MU ¥ TPEHUPOBOYHBIMU IaTpamMu. Tpymnna, Hae3z-
HUKY, TEXHUKU KIIN Ha Kopabiie, IpUIIBAPTOBAH-
HOM K Habepe)XHO, 4TOOBl OCTaBaThCA PALOM C
sgouaapMu. OrpoMHOe HaZyBHOe ImanuTto Ha 1500
MecT npuBesnu n3 ®panuun. Bece obopyzmoBaHme
TeaTpa MmpuOBUIO Ha 16 rpy30BHKax, a Joluazen
ZJIOCTaBWIM Ha caMmosieTe. CHeKTakab «TpUIITUX»
Ha My3bIKy Mropsa CtpaBunckoro u ITeepa Bynesa
mporiren 15 pa3. Cama mo cebe Onumnuaza 6buia
Mpa3ZHUKOM, a yyacTve B Hell HeBugaHHOro KoH-
HOT'O TeaTpa 006aBWIO el 0cOOYIO KPackKy.

«“TpunTux” — OJHO U3 CaMBIX KPACUBBIX BUjle-
HUH, IpUBE3eHHbIX Ha MOCKOBCKYI0 TeaTpasbHyIO
Onumnuazy. VIHOTro »KaHpOBOTO OIIpe/ie/ieHHs He
nogbGepentb — “TpunTux”’ BO3HUKAET M3 TyMaHa,
pasropaeTcd 3aBOPaXUBAIOIIMM KapKUM Iulame-
HeM U, OiefHes NOTUXOHBKY, CHOBA CKPBIBAETCS
1107, MJIEYHBIM IIOKPOBOM. bBokecTBeHHas My3bl-
ka CTpaBUHCKOIO, HUIMIUTIOIAA AYIly 3a Kpaellek
HACTOWYUBO U MIEKOTHO. <...> “3uHrapo” — 3To
30JI0Tasd cepeirHa MeEXJy TeaTpoOM U LIUPKOM».
«Hoewle M3secmus», 2001, 7 utoHs

Baprabac u ero Jionmaayu BepHYIUCh B MOCKBY B
2003. Ha V YexoBckui ¢pecTuBab «3UHrapo» MpH-
Be3 clieKTak/b «KoHu BeTpa». [loMuMO Hae3ZHUKOB
Y TAHI[OBIIMKOB, B HEM yJaCTBOBAIU TUOETCKYIE MO-
Hax¥. A KOMIIAHUIO YAVBUTEIbHBIM KOHAM COCTaBU-
JIV TIpeKpacHbIe OeJIble TyCH.

VIII YexoBckuii pectuanb (2009) KoHHebil Te-
aTp «3MHrapo» OTKpHIBaJ ClleKTakiIeM «barTyTra» —
HEOOBIKHOBEHHO SIPKUM, MaKOPHBIM, 6ojiee Iup-
KOBBIM, YeM Npeabiayiue, Gunocobckre paboThl
Baprabaca.

«Jlydymuie MUHYTH LOIYMHOH, pajoOCTHOM, ra-
jiorioM JseTAmed “bBaTTyTel” — MUHYTBl THUIIWHEL,
KOI'Zla Ha apeHe He BUZHO JIIoZell. A IIpeflocTaB/IeH-
Hble caMu cebe JIOIIaZy HETOPOIUIUBO OPOAAT WK
33Z[yMYMBO CTOAT. BIa’keHHO KymaroTcs B CTON6e

regarded as the brightest star and hope of the
French theatre.

Equestrian Theatre Zingaro led by Bartabas, ar-
rived in Russia for the first time to participate in the
IIT World Theatre Olympics at the invitation of the
Chekhov Festival. A proper settlement of stables and
training tents arose on the banks of the Moskva River
in Kolomenskoye Park. The troupe, riders and tech-
nicians alike, were quartered aboard a ship moored
by the embankment, to be close to the horses. An
oversized outdoor tent, a chapiteau, with a capacity
to accommodate 1500 viewers, was imported from
France. It took 16 huge truckloads to transport the
equipment, while the horses took a flight by plane.
The show Triptych on Igor Stravinsky’s and Pierre
Boulez’ music score, had 15 runs. The Olympics pro-
vided for many fascinating entertainments, howev-
er, the participation of the unprecedented equestri-
an theatre added brightest colors to its pallette.

“Triptych is one of the most ravishing visions in
the Moscow Theatre Olympics. It is hardly possible
to define it by category — Triptych outlines are grad-
ually shaping in the hazy mist, the fires are flaming
up, blazing to a mesmerizing effect, and paling off
again, slipping away behind the milky veil. Divine
Stravinsky’s music is touching the edges of the soul
in light strokes, insisting, tickling. “Zingaro” is the
gold mean between the theatre and the circus”.
“Novye Izvestia”, 2001, June 7.

Bartabas and his horses returned to Moscow in
2003. Theatre Zingaro performed Horses Of The
Wind at the V Chekhov Festival. That time, Tibetan
monks joined riders and dancers, and the lovely
white geese made company of the splendid horses.

In 2009 Equestrian Theatre Zingaro inaugurat-
ed the VIII Chekhov Festival with Battuta — a buoy-
ant, exuberant show, bearing more resemblance to
traditional circus than earlier, more philosophical
creations by Bartabas.

“The best moments of roaring, cheerful, gal-
loping Battuta are those of silence with no man
on the arena. The horses are at ease, left to their
own chores, wandering about or standing still as if
deep in thought. Enjoying the splash in the stream
of water falling down to the centre of the arena.
Or ecstatically sliding and skidding on the sand,
unconcerned with the greedy gazes of many thou-
sands of eyes.

Seeking to define the ideology of the new show,
Bartabas confessed to his pre-occupation with
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17. JTuyo Opdes

MeKcm U NOCMAaHo8Ka
Onusve I1u,
JIsHKOHBeHbSH e Bymiop

The Face of Orpheus
dir. Olivier Py,
L’inconvenient

des Boutures

BOZBI, TaZarolleld 10 IeHTPy Ha apeHy. iy Tak ke
VIIOEHHO KaTaloTCA IO ITIEeCKY, abCOMIOTHO PaBHO-
JyIIHBIE K KaJHBIM B3IIAZlaM ThHICAYY IJIas.

Omnpegendasa HJEOJOTHI0 HOBOM IIOCTaHOBKY,
Baprabac roBopwi, YTO paHbIlEe, KOTJa OH CTa-
Bun “Tpuntux” u “KoHu BeTpa”’, ero MHTepeco-
BaJIM UZled BeYHOCTU U CMepTH, ceituac B “barTy-
Te” eMy XOTeJIOCh paccKas3aThb O PaZoOCTU JKU3HU.
W UMeHHO /JI1 3TOr0 OH IIPUIVIACKI MYy3bIKaHTOB
u3 MongaBuu U pyMBIHCKOU TpaHCWIbBaHUU, YbU
MeJIOAVH CTaJIU MOMYJAAPHBIMU 0 GUIbMaM DMU-
pa Kycrypunpl. bemieHad ckadka LBITAHCKUX Ha-
€3JHUKOB, 1o Baprabacy, caMbléi JydIIWi THMH
Cuie JKU3HHU, KOTOPHIM TOJHKO MOXKHO cebe BOOO-
pasutb. Ha cMeHy THOGETCKMM MOHAaxXaM IMPHUIILTH
CTPYHHBIM U AyXOBOM LBITaHCKHE OPKEeCTPHL, IIOZ
MY3BIKY KOTOPBIX Ja’Ke IIOKOWHUK ITyCTUTCA B ILIAC.
Ha cMeHy MeZWTaTUBHBIM pUTMaM IpuIen Oerre-
HBIH rasnon. Ha cmeHy KoHHOMY 6asnety “Tpuntuxa’
NpulUIa TUPKOBadA pKUTUTOBKa». Onbea Ezowuna.
Bvimb Ha koHe — «Hoable M3gecmusi», 2009, 28 mas

CBoO10, TBOpYECKH BeCOMyI0 cTpaHully Ppanius
BIIMCaJIa B YIMYHYIO IIporpaMmy TpeTbelt Becemup-
Hol TeaTpanbHOi Onummuazbl. CTpaHa CIaBUTCA
CBOMMHU TpPaJULMAMHU YJIUYHOTO TeaTpa. ydyacTue
3HaMeHUTBIX KoMmaHuil u3 OPpannuu «/leman&
Jleman», «TpaHc Jkcrpecc», «Mamabap», «Kapa-
60c», «[laccaXKUpbl» CTAJIO MPEKPACHBIM BKJIAZIOM
U YKpallleHreM He3abbIBaeMoi mporpaMmsl «ILio-
a/iHble TeaTphl MUpas.

the ideas of eternity and death when working on
Triptych and Horses of the Wind, while in Battuta he
wished to rejoice life. To do that, he invited musi-
cians from Moldova and Romanian Transylvania,
whose melodies became popular thanks to Emir
Kusturitsa movies. For Bartabas, the wild gypsy
bunch ride embodies the hymn to the power of life.
String and brass gypsy orchestras replaced Tibetan
monks, their tunes could make a dead man dance.
A mad gallop beats replaced meditative rhythms.
Circus trick riding replaced equestrian ballet typical
for Tryptych”. Olga Egoshina, “To be on horseback”,
for “Novyie Izvestia”, 2009, May 28.

France contributed to the Street Theatre pro-
gramme of the Third World Theatre Olympics too,
putting in its own artistic clout. After all, the country
is famous for street theatre tradition. Participation
of renowned French street theatre companies
such as “Dechamps & Dechamps”, “Trans Express”,
“Malabar”, “Carabosse” and “Les Passagers” adorned
the Street Theatre programme.

“The Hermitage Garden was home to robust
carnivals for days on end — white, black and co-
loured. The French troupe “Carabosse” built as-
tonishing fire installations. ”5 Hommes en Coleére”
(5 Angry Men) furiously rang the bamboo bells.
“Les Passagers” walked the steep walls with a 90
degrees inclination, managing at the same time
to draw, play a violin, and have a wedding and a
dance”. Marina Zaionts — “Itogi”, 2001, July 3.
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18. Tpunmux
My3blKa
H.Cmpasunckutl,
I1.Bynes,
KOHUenyus,
cyeHoepagus,
nocmaxosKka —
Bapmabac, KonHutil
meamp «3uHz2apo»

Triptych

music by I.Stravinsky
and P.Boulez,

dir. Bartabas,
Zingaro Equestrian
Theatre

19. Konu eempa
KOHUenuyus,
cyeHoepagdus

U NOCMaHo8Ka —
Bapmabac, KonHuLil
meamp «3uHz2apo»

Horses of the Wind
dir. Bartabas, Zingaro
Equestrian Theatre.

20. Bapmabac
Bartabas

«B cagy “OpMuTax” KaxkIblil eHb OyiicTBOBAIM
KapHaBasbl — OeJbIf, YepHBIN, 1BeTHOU. PpaHIrys-
ckas rpymma “Kapaboc” ycTpauBaja MOTPSCAMOLINE
OTHEHHbIe UHCTUIALUU. “5 pasTHeBaHHBIX MY>KUUH
6emreHo 6w B 6aMOyKoBble Kosokona. ®Ppanirys-
ckue “Tlaccaxkuprl” xoawnu (1oz yriom 90 rpazycoB)
110 OTBECHOU CTeHe, YMyZPAACh IPU 3TOM pUCOBATh,
WrpaTh Ha CKPUIIKe, CIPABIATH CBAAbOBI U TaHIlE-
BaTh». MapuHa 3ationy — «Mimozu», 2001, 3 utons

BceMupHO n3BecTHBIN KyKoabHUK v JKaH-
tu (Opanius) npuses Ha VII pectuBasb B 2007 roay
«Kpail 3eMu» — ClieKTak/Ib IIOpa3uTeNlbHOM Kpaco-
Thl U WU3BICKAHHOCTH, >XaHP KOTOPOT'O OIpeZeNuThb
TPYAHO: Xopeorpadus, UPK, KYKJIBI, U3yMUTETbHAs
My3bika Pene O6pu. CoaBropom Owumma YKaHTH u
xopeorpadoM ero crekTakiei apagercsa Mapu AH-
JIePBYI, €T0 XKeHa 1 6eCCMEHHEBIN aCCUCTEHT.

«Pununm YKaHTu — yIUBUTENbHBIN yenoBek. He
TOJBKO IIOTOMY, YTO OH YAUBUTEIbHO TaJIaHTIMUB,
HO U IIOTOMY ellle, YTO OH YAUBUTEIbHO JOJTO Ta-
sanTavB. OH Haval JenaTb CBOM KYKOJIbHBIE IIle-
ZileBpHl ellfe B 60-e. U1 A He 3HAI0 HU OZJHOTO PeXKKUC-
cepa, 4yell TBOpUeCcKuli IOTeHI[1al 3a CTOJIb J0JIr0e
BpeMs He ObUT ObI Micuepriad. Hu ogHOrO — KpoMme
’Kantu. Ero “Kpail semsin” CMOTpHIIb, pa3suHYyB
pot. Ha YexoBckuii decTuBamb, Kak COGCTBEHHO
¥ Ha BCSKWUU KPYITHBIHN, IPECTH)KHBIN pecTHuBab,
TIOYTH BCerza MpHe3XaroT JereH bl MUPOBOU clie-
HHI <...> Bot u JKantu — nereszga. Tojbko jereHga
9Ta B OIMYMe OT MHOTHX APYTHUX ellle He paccKa-
3aHa. Ee npozomkeHue ciefyeT. 3a CHOBULYECKU-
MU orrycaMmu JKaHTH He TONBKO CTOUT IIPOIILIOE Te-
arpa, HO U Ipo3peBaeTcs ero Oyzayuiee». MapuHa
Jlasvloosa — «Hzsecmusi» 2007, 14 uioHs.

B 2009 Bomme6HuKk YKaHTU TpeACTaBWI CIIEK-
Takiab «Bomiok» ¢ 6iucraTenpHBIM KprcTrnanom

Internationally acclaimed puppeteer, marion-
nettiste, Philippe Genty introduced La Fin des
Terres (The Land’s End) at the VII Chekhov Festival
in 2007, a show of striking beauty and refinement
that blends choreography, traditional circus, pup-
pets, on fascinating music score by René Aubry.
Mary Underwood, Philippe Genty’s wife and per-
manent assistant, was at the same time his co-au-
thor and choreographer.

“Philippe Genty is an extraordinary man. He
is fantastically talented, and even more so, he has
been fantastically talented over a fantastically
lengthy lapse of time. He embarked on making his
masterpiece of puppets back in the 60®. And I do
not know of any other director, whose creativity
would outlast time without being exhausted. Not a
single one, save for Genty. You are agape watching
The Land’s End. The Chekhov Festival, as much as
any other brand festival, is always attracting leg-
ends of the world stage. And there you have Genty,
a living legend. Albeit he is a different legend, still
very much bound to be continued. Genty’s dream-
like opuses reveal the foretime of the theatre as
much as allows for a glimpse of what might be in
store”. Marina Davydova — “Izvestia”, 2007, June 14.

Genty the Wizard came back in 2009, bringing
along Boliloc with brilliant Christian Hecq, known
today for his stellar performances at Comédie
Francaise. It was noted in reviews that the show
“reminded of the earlier Genty - the puppetmaker,
and brought forth the updated version — a wizard in
pursuit of pure visuality”. There was more clownery
and fooling in the show driven by Christian Hecq’s
unparalleled charm and talent.

At the X Chekhov Festival in 2011 France pre-
sented another Genty’s production. The show
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21. Kpaii 3emnu

nocmaxoska ®ununn

JKanmu u Mapu
AHOepgyd, Komnanu
Dununn XKanmu

Land’s End

dir. Philippe Genty
and Mary
Underwood,
Compagnie
Philippe Genty

22. HenodsudicHble
naccaxcupbul

nveca ®.)Kanmu,
nocmaioska —
Dununn XKanmu,
Mbspu Andepsyo,
Komnanu

Dununn XKanmu

Still Travellers
(Voyageurs
Immobiles)

dir. Philippe Genty,
Mary Underwood,
Companie
Philippe Genty

23. He 3a6vbteaii meHs

@.)Kanmu, xy0. pyk.
dununn XKaumu,
xopeozpagh Mapu
Andepgyd, KomnaHu
Qununn XKanmu

8 compyOHuuecmae
¢ MCNN

Forget me not
by P.Genty,

art. dir. Philippe Genty,

choreographic

dir. Mary Underwood,

Companie

Philippe Genty, MCNN

24. dununn XKanmu
Philippe Genty

25. Mapu Andepgyd
Mary Underwood

JKOM, CTaBIIUM BeZymuM akTepoM «Komezau ®pan-
ce3». Kak oTMeudasa KpUTHKA, 3TOT «CIIeKTaKJIb Ha-
TIOMHUHAM U O mpexxHeM JKaHTU-KYKOJbHUKE, U O
HBIHEIITHEM — Mare, YXOJAILIEM B YHCTYIO BHU3yaslb-
HOCTh». B HeM OBUTIO 60Jbllle KJIOYHAZBI, ITyTOB-
CTBa, OOYCJIOBJIEHHOTO HEMOBTOPUMOCTBIO JTUYHO-
cTU U TasnaHTa Kpructrana dka.

Ha X ¢ectusane, B 2011 rogy ®paHuus BHOBb
npeAcTtaBuia nocTtaHoBky Pununma Kautu. Ero
KOMITaHUA IPUBe3JIa ClIeKTakIb «HemoABXHbIe 1ac-
CaKUPBI» — KaK BCET/a, MOITUYHBIN, C BOJIIEOHBIMU
TIpeBpaIleHUus MY ¥ U3yMUTETbHOMN Xopeorpaduer.

«Most MeuTa MOXOAUT Ha yTonuo. fl yBepeH, uTo
MBI He 00beMCsT MUpa MEXAY JI0AbMU, HapoZaMu
WJTH COLIMAIbHBIMY TPYIIIIaMHU, TIOKa He OyzieM XUTb
B MUpe ¢ caMuMu coboii. K aToMy s U CTpeMITIoCh
B CBOUX CIIEKTaKJ/AX... MEHbIIIE BCErO Ha CBeTe

Voyageurs Immobiles (Still Travellers) was full of
poetry, magical transformations and magnificent
choreography.

“My dream resembles an utopia. I believe that
we will not have peace amongst people, nations and
social groups unless we make peace with our inner
selves. This is what [ am striving to get across in my
shows, naive as it may sound.... I would not want to
lose my poetic powers”, says Genty.

After Moscow Still Passengers traveled to
Voronezh, to participate in the I International
Platonov Festival, and met the overwhelming
warmth and appreciation of the public there.

Philippe Genty’s Forget Me Not gained public
affection yet again at the the Chekhov Festival in
2015. The show, produced in 1992, was reincarnated
in 2011 in collaboration with the Nord-Trgndelag
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51 XOTeJI OBl pacTePATH CBOIO ITO3TUYECKYIO CHITY», —
roBopur caM JKaHTH.

«HemogBM)KHbIE MACCAKUPBl» OBLUTM ITOKA3aHBI
Takke Ha I MexxayHapogHoM [L1aTOHOBCKOM decTH-
BaJsie B BopoHesxe 1 BBI3BaJIM OTPOMHBIN HHTEpeC.

3putenbckue cumnaruu Ha YP-2015 no mpasy
3aCIyKUT criekTakib JKauTtu «He 3a6bIBail MeH:».
OH 6B MocTaBsIeH emnfe B 1992 rogy 1 BoccoszaH
B 2011 B HopBexCcKol IIKOJe CLeHMYeCKOTOo HC-
KyccTBa. Ycrex paboTsl O6bUT GpeHOMEHANbHBIN, U
TpoAocep CHEeKTaKIA NMpeJIoKWI NpuAaTb 3TOMN
M3HAYATbHO CTYAEHYECKOH paboTe cTaTyc IMOJHO-
LIEHHOTO CIleKTaKJ/Is. CIeKTakJIb 00bexas ¢ racTpo-
JIAMUA MHOro crpaH. B Poccum, momumo MOCKBHI,
oH 6bUI MOKa3aH B CaHkT-IleTepbypre, BopoHeke,
I[TckoBe u EkaTepuHOypre.

«OT 3penumia, counHeHHoro JKaHTu, ocraeTcsa
BIlEYAT/IEHUE TOJIOBOKPYKUTEIHHOIO IojyeTa ¢daH-
Ta3uU. 34eCb MaTEPUA B IPAMOM CMBICJIE CTAHOBUT-
¢ HEMaTepUaJIbHOM: JieTalolle TKaHu, OYATO IO
MAaHOBEHUIO BOJIIEOHON MAJIOYKK, MPeBPaIalOTCs
B obyaka, cyrpoObl, CUMBOJHYECKUE Aebpu (B HUX
JIETKO CIIPATAThCS, HO MOXXHO U ITOTUOHYTH). [Tepco-
HaXXU — KOMITaHUA MOJIOABIX JIIoZel U [ieBylleK, BHe-
3aIlHO “TepsAoUX’ Bec, TaK YTO HEBO3MOXKHO 3aMe-
TUTh, KaK )KUBOE CYIECTBO CTAHOBUTCSI O€3BOBHOM
KYKJIOH, 1 Ha060poT. “He 3a6biBaii MeHs” — 3peju-
e 1A BCeX, yBJIeKaTelbHasA CKasKa JJid 3pUTel,
HauWHasA C JABeHaJlaTWIeTHero Bo3pacTa. VcKy-
IIeHHas MyOJrKa HaleT B HeM ITOBOZ I paszy-
MMM, TPEBOXKXHYIO TEMY JBOMHWYECTBA, UTPhI MOJ-
co3HaHuA». Examepuna /Imumpuesckas — «IKpaH
u cyena», 2015, N° 12.

B 2017 rozy XaHTu npuBos3uT B MOCKBY CBOH
HOBBIH CIIEKTaKJIb «BHyTpeHHME eH3aKu».

University College of Verdal, Norway. A resounding
success of an originally students’ exercise made
the producers turn it into a full scale production
and the show toured around the world. In Russia it
was presented in Moscow, St.Petersburg, Voronezh,
Pskov and Yekaterinburg.

“The spectacle Genty created reaches out to
imagination, causing dizziness. The matter is denied
its properties, as if at a wave of a magic wand, the
floating fabric transforms into clouds, or snow piles,
or symbolic dense forests, where one can either
hide or die. The protagonists are a group of young
men and women, some of them abruptly loose their
weight, but it is impossible to tell which one of them
turns into a weak-willed puppet, and vice versa.
A fascinating tale for 12 year-olds and above, Forget
Me Not suits all audiences. Sophisticated public will
find the food for thought in a disquieting theme of
duplicity and reign of the subconscious”. Ekaterina
Dmitrievskaya, “Ekran i Scena”, 2015.

In 2017 Philippe Genty will bring to Moscow
his new production, Paysages Intérieurs (Inner
Landscapes).

The three shows created by the members of
the Thierrée-Chaplin dynasty were one of the key
events the VIII Chekhov Festival in 2009. Never be-
fore or after that, in France or elsewhere, an attempt
had been made to gather together at one place such
companies as “Cirque invisible” of Victoria Thierrée-
Chaplin and Jean-Baptiste Thierrée, “Compagnie
du Hanneton” (June-bug Company) run by inge-
nious James Thierrée, the son of Victoria and Jean-
Baptiste, and the grandson of the great Charlie
Chaplin with the show Au Revoir Paraplui as well
as “Compagnie des Petites heures” with the show
Oratorio d’Aureli, directed and designed by Victoria
Thieree-Chaplin and featuring Aurelia Thierrée,
Chaplin’s granddaughter.

The show Au Revoir Paraplui, performed in
Moscow by “Compagnie du Hanneton”, was a fusion
of multiple disciplines — circus, opera, choreogra-
phy, enlivened by the unique artistry and virtuosity
of the cast led by James Thierrée, whose sparkling
gift was cultivated by generations of fabled perform-
ers. A recurring theme is threading the Thierrée-
Chaplins’ tryptich, that of a home, cozy and myste-
rious at the same time, crowded with favorite toys
from childhood, amazing creatures, small tables,
chairs, umbrellas. Those three shows enjoyed a very
warm public welcome, and the story they are telling
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26. Hegudumplil yupk
asmopuwt,
NnocmMaHosuwjUKU

U ucnosHumenu
Buxmopus
Toepe-Hannum,
Kan-Bamucm Toepe,
«Hegudumnwlil yupk»

Le Cirque Invisible
dir. Victoria
Thierrée-Chaplin,
Jean-Baptiste Thierrée

27. XKan-bamucm
Tvepe u Buxkmopus
Tvepe-Yanaun

Jean-Baptiste Thierrée
and Victoria
Thierrée-Chaplin

OzHuM u3 KIr04YeBbIX cobbrtuii VIII dpectuBana
2009 roza cTano y4acTue B HEM TpeX YHUKaJIbHBIX
CIIeKTakKJell TeaTpalbHO-LIUPKOBOM AWHACTUU The-
pe-HamwmuH. Hu 10, HU nocie, HU Bo PpaHIuy, HA
3a ee IpezieslaMy HUKOMY He yZaBasloch cobpaTh B
ogHOM MecTe «HeBuaumblii Llupk» Buxktopun The-
pe-Hamma u Kan-Batucra Trepe, «Kommnanuio
Maiickoro JKyka» renuampHoro /Ixetimca Thepe,
celHa Bukropuu u JKaH-bBartucra, BHyKa BeJIMKOIO
YamwmuHa (crekTakiab «/Jo CBUZAAHbA, 30HTUK») U
Komnauuto «Manenbkue Yacel» (crekTakib «Opa-
TOpuUA Aypesnnn» ¢ yyactTueM Aypenuu Thepe — BHyY-
ku YammmHa). Pexuccep «Opartopun» U co3ziaresb
JleKopaIlnii 1 KocTIoMoB — Buktopus Trepe-HaruiuH.

B MockBy «Komnanusa Matickoro Kyka» mpu-
exajza co CIekTakjaeM «/lo CBUJAHUA, 30HTHUK».
37ech YAUBUTEIBHO COEAUHUIOCh MHOIOE: LIUPK,
ollepHoOe TleHue, xopeorpadus, yHUKaIbHbIE apTU-
CTBHI, HO caMoe IIpeKpacHoe — HEBePOATHBIM TalaHT
U BUPTyO3HOCTH camoro /Ixeiimca Tbepe, yHace-
J0BaBIIET0 TaJaHT POAUTENENl U CBOEro reHUasb-
Horo zezxa Yapau YarmnHa. CrieKTakIu JUHACTAU
Tbepe-HariuH cBsi3aHbl CKBO3HOW TEMOM VIOTHO-
o U MUCTUYECKOI'O OMa, IIpeZMETOB U3 JeTCTBA;
B HUX NIPUCYTCTBYIOT YAWBUTEIbHbIE DYKOTBOPHEIE
JKUBOTHBIE, CTOJMKH, Kpecja, 30HTUKU. TpUITHUX
ceMeficTBa YarwivH uMen GOMBIION yCIeX, U, K cya-
CTBIO AJIA 3puUTesiell — mpogopkenue. Ilo nereHze,
uMeHHO KaH-Batuct Trepe — coszaTtend «Llupka
Bomxyp», «Boobpaxkaemoro Ilupka», BIIOCTEA-
CTBUHU npeBpaTuBiierocsi B «HeBugmmelil Llupk»,
CTaJI pOZIOHAYAIBHUKOM KaHpa GPaHITy3CKOTO «HO-
BOTrO ITMpKa», Llnpka-Tearpa, mo3TUIECKOro, GIIo-
codckoro, GU3NIECKOTO U BUPTYO3HOTO.

B decruBane 2013 rosa BHOBb IPUHUMAJH y4a-
ctue Aypenud Trepe co criekrakiaeM «llernor cren»
u [Ixetimc Toepe co cnektakieMm «Paymb». Ilocie
Mocksel «IIleroT cTeH» OTIIPaBUICA B TypPHE I10 POC-
culickuM ropozaMm: Boponex, Camapa, ExaTepun-
6ypr, Xautel-MaHcuiick u CaHKT-IleTep6ypr. OTo
IyTelIeCTBHE CTajlo, IO IPU3HAHUIO Aypelnu U ee
KOMaH/bl, IpYailllM COOBITHEM B JKU3HU KOJLIEK-
THBA, KOTOPOE UM OY€Hb XOTEJIOCh ObI TOBTOPUTb.

[Tocie ractposeil criekTakia «Paysb» JxeiiMc
Thepe ckasaj, YTO XOTb OH U cobupascs Hu3-3a
bU3MYeCcKOl YCTaJOCTH NPEKPATUTh CBOIO ap-
TUCTUYECKYIO Kapbepy, MocCKBa HaCTOJBKO €ro
BJIOXHOBWIA, YTO OH ellle BepPHEeTCA Ha CLieHY B
KadecTBe apTucTa. 1 BepHyscs. [ToBciony B Mupe
€ro CIEeKTaKJIU BCTPEYaIOT C OCPOMHBIM DHTY3U-

is yet to be continued. As legend has it, Jean-Baptiste
Thierrée, the founder of “Cirque Bonjour”, that was
later re-named into “Cirque Imaginaire”, and finally
“The Cirque Invisible”, was the patriarch of “nou-
veau cirque”, a format that combined intense poeti-
cism, philosophy and physicality.

They came back, of course. Aurelia Thierrée’s
Murmurs des Murs (Whispers of Walls) and James
Thierrée’s Raoul were presented at the Chekhov
Festival in 2013. Having played to packed hous-
es in Moscow, Murmurs traveled across Russia to
Voronezh, Samara, Yekaterinburg, Khanty-Mansiysk
and St. Petersburg. In Aurealia’s own words, the
journey made for the brightest spot in her life, and
she would look forward to reliving once again.

Following triumphant presentations of Raoul
in Moscow, James Thierrée re-considered his ear-
lier intention to abandon his stage career for the
enormous physical fatigue it caused. The cordial
reception his show met in Moscow inspired him to
resume acting.

In 2012 James Thierrée returned to Russia with
Tabac Rouge, treating his preferred spectators to a
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28-29. Illenom cmeH
pexc. Bukmopus
Teepe-Hannum,
Komnanus
«Manenvkue uacwl»

Murmures des Murs
dir. Victoria Thierrée-
Chaplin, Compagnie
‘Les Petites Heures’

30. [lo ceudanus,
30HMUK CNeKMakJib
Lonceiimca Toepe,
Komnanus
Maiickozo ncyxa

Au Revoir Parapluie
dir. James Thierrée,
La Compagnie

du Hanneton

31. Paynws, nocmanoska,
cuyeHozpadus u ucnos-
HeHue — [uceiimc Toepe,
Komnanus Maiickozo XKyka

Raoul, dir. James
Thierrée, La Compagnie
du Hanneton

32. KpacHulii mabak
Xopeozpaguueckas opa-
ma /]. Toepe, nocmarnoska,
cueHozpagus, xopeozpa-
dus — [Tuceiime Toepe,
Komnanus Matickoeo JKyka
Red Tobacco

dir. James Thierrée,

La Compagnie

du Hanneton

asMoM, HO HUIZE, IO ero ¢jJ0BaM, ero He BCTpe-
4yaloT Tak, Kak B Poccum.

B 2012 rogy /Ixxeiimc Thepe BepHYJICA K CBOUM
JIFOOUMBIM 3PUTEJISAM CO CIeKTakueM «KpacHbIi Ta-
6aK», KOTOPBI OYeHb OTIUYAJICS OT ABYX MPEAbIAY-
mux. OcymectBunach Meura xeiimca Thepe 0 BBI-
CTYIUIEHUAX He TOJNBbKO B MOCKBe, HO U B PErMOHAax
Poccun: ero crexkTakiab CMOIIU YBUJETh 3PUTENU
Cankt-Tletepbypra u Exarepun6Oypra, rae oH Ipo-
II1eJI C OTPOMHBIM YCIIEXOM.

«Xopeorpadpuueckas Apama “Kpacubiéi Tabax”
OIIeJIOMWIAa MOCKOBCKHX TeaTpajoB IIOJHHA-
CBILIIEHHOCTBIO CILleHWYecKoro Jelicteusa. Mpau-
HyI0 aTMochepy CyMepedHOro CO3HaHUs IIOJy-
6e3yMHOTO XYZOXKHUKA, OJEPKUMOTO KKIOU
TBOPYECTBA, HAIOJHAIOT CTPaHHBIE XUMepudye-
cKkHe cymecTBa. Ero mpecienyioT daHTacMaro-
pUYECcKHe OTpPaXeHHUs B OUPOMHOM 3epKaJje-CcTe-
He, YCIOBHO pasfesfiolleM ObITHe W CO3HaHHUE.
B HesuMCcKpeTHOM MapeBe CMeHSAIIINXCs KapTUH U
00pa3oB 10 MUHOPHYIO TATYYYIO MY3bIKYy BOEAU-
HO CJIUTHI 3JIEMEHTHI COBPEMEHHOI'O TaHIa, IIUPKA,
MMAaHTOMUMBI, ApAaMaTHUYECKON UT'PBL. DTOT CUHTE3
YCUIVBAKOIUX W TapMOHUYHO JOTOJHAIOIINAX
ZAPYT Lpyra KOMIIOHEHTOB JaeT AUHAMUKY U CHJIb-
HYIO DHEPreTHKY IIPOUCXOAAIeMY Ha ciieHe. CUAUT
JIA NIEPCOHAX 3a MHCBMEHHBIM CTOJIOM, IleJaTaeT
JIA Ha NUIIyIlel MalluHKe, pacKpyduBaeT JIU Me-
TaJTMYeCKUH MAaXOBUK WM HAaXOAUTCA B MOIyJpe-
Me B Kpecjie — BCerza 3TO He TOJIbKO Bpe3amaacs
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B [IaMATh BU3yaJbHasd KapTHUHKA, HO U HEKOe 3a-
3epKajbe WIN IPUOTKPHITHE 3aBeCkH 1abopaTopyuu
XyZOXKHUKA € ero pedeKCUAMU U COMHEHUAMU».
Anexcandp Pupep — My3bikanvHas xusms, 2015

B IleHTpe uM. Bc. Meliepxonbiia ¢ OOJBITUM
ycIleXoM IIpolllesl elje OAWH CIEeKTaKIb B JKaHpe
bpaHIly3CKOTO «HOBOTO LMPKa» — «TaHTeHCe» Ma-
TIOpeHa bos3a, 3aMedaTesbHOro apTUCTa U Camo-
OBITHOrO pexuccepa, co3jgaBiuero B Jluone Kow-
MaHUI0 C 3allOMUHAIOMMUMCA HasBaHUeM «Pykw,
HOTU U TOJIOBA TOXe». Paboras Haj CIEKTaKIeM
MartiopeH Bon3 o6sicHst: «OCHOBOM Moel paboTh
ABJIAIOTCA TEKCTHI, fl MBITAIOCh YCJIBIIATh CJIOBA
4yesIoBeKa, CJIOMJIEHHOI'O ZIPYTUM 4el0BeKOM». Ero
VHTEJIeKTYalbHbIN, KOHLENTYalbHbIN, pumocod-
CKHUIi, coBpeMeHHBIN LlupK-TeaTp, mopaxaeT CBO-
el CJIOKHOCTBIO U IIPU 3TOM OCTaBJIAET OLIyIleHUe
napsAIIero CleKTakad. B HeM 3aHATH LUPKOBLIE
apTHCTBHI, BBHIMOTHAIOIINE CIOXKHENIe KOMOWHA-
uy Ha 6aTyTe, ¢ IIeCTOM, BHYTPH Bpalnaomieics
OKPY>KHOCTH, Ha ABWXYIIUXCA AOpOXKax. Kak or-
Meuana Mapuna TumaiieBa B OJHOU M3 CBOUX IIe-
peznay o6 3ToM crieKTakse: «[1os HoraMu YeTBEPHIX
aKTepoB, 3aHATHIX B CIIEKTakKje, TBEPAOU IIOYBHI
HeT. Berosas opo)kka O6€XUT B OZHY CTOPOHY, OHU
IIPOOYIOT COIPOTUBIIATHCS, IPOABUTASCH B APYTYIO.
BatyT noz6packiBaeT UX HaBepX, OHU YMYZAPAIOTCA,

completely new look. That year James’ dream came
true so that he could take his show on a tour to
St. Petersburg and Yekaterinburg.

“The polysaturated action of the choreographed
drama Tabac Rouge stunned Moscow theatre-goers.
The half-mad artist is possessed by a craving for
creation; daunting chimeric apparitions populate
his gloomy, twilight mind. Phantasmagoric
reflections are haunting him, coming off a huge
looking glass that serves to be a partition between
reality of existence and the consciousness. The
elements of contemporary dance, circus, pantomime
and dramatic performance are smelt in the incessant
haze of alternating scenes and images accompanied
by slow, melancholic music. The synergy enhances
each component of the action, providing it with a
source of energy and dynamism. Never mind if the
character is sitting at a desk, clattering on a type-
writer, or unscrewing a metal flywheel, or day-
dreaming in an arm-chair — these are more than
visual imprints, but rather a glimpse behind the
looking-glass, onto the vastness of reflexion and
doubt a real artist is made of”. Alexander Firer —
“Muzgykalnaya Zhizn”, 2015.

Another show, Tangentes by Mathurin Bolze,
was presented at the Meyerhold Centre in the cat-
egory of French “neuveau cirque”. Mathurin Bolze
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33. KpacHwlii mabak
Xxopeoepaguueckas
opama /1. Tvepe,
nocmaHoexa,
cueHoepagus,
xopeozpagus — ncetimc
Tvepe, Komnanus
Matickozo XKyka

Red Tobacco

by J. Thierrée,

dir. James Thierrée,
La Compagnie

du Hanneton

34. Tanzenc
KOHUenyus —
Mamtopen bons,
Komnanus MPTA -
«Pyxu, Hoz2u

U 2071084 MOdCe»

Tangentes, concept and
direction Mathurin Bolze,
Compagnie MPTA —

‘Les Mains, les Pieds

et la Téte Aussi’

IyCTb MUHYTY-ZIBE, HO IIPOCTOATH Ha Kparo. VIx pac-
KPY4YMBAET OIlacHasA IeHTpUudyra, HUIero, OHU U B
Hell OCBOWINCH, U, IIPWINIHYB K ee IIOBEPXHOCTH,
He CpBIBAIOTCA Jake U3 BepxHell Touku. PexBrem
10 4eJ0BEeKy U, B TO K€ BpeM:, TMMH ero BO3MOX-
HOCTAM: He TOJIbKO TeJly, HO pasyMy, KOTOPOMY TeJIO
nopunHAeTcA. HaBepHOe T03TOMy MajeHbKast KOM-
MaHuA HasbIBaeTcs “Pyku, HOTU U TOJIOBA TOXe ».

Tpynma MaTiopeHa bBossa yuactBoBana u B X de-
CTHBaJle, Ha cel pa3 co cmeKTakiaeM «CMmosa U Ie-
Pbs», KOTOPBIN MMOPA3WI 3pUTesield U KPUTHUKOB T10-
93Uel, Cepbe3HOCThIO NIOAX0/AA K CJIOKHBIM TeMaw,
[I0pasUTeIbHOU BUPTYO3HOCTHIO aPTUCTOB-ATIETOB
Y TMMHacCTOB.

B mapke KosomeHckoe, KpoMe «3UHTapo», ObLT
TIpe/CTaB/leH CHeKTakKJIb «CeKpeT» B IIOCTaHOBKE
OCHOBaTeJId ¥ eZIMHCTBEHHOI'0 aKTepa 3HaMeHUTO-
ro ¢paniysckoro «Jupk Vcu», yHUKaJIbHOTO ITUP-
kxauva JKoaHa Jle T'uiitepma. OH — pexuccep, aBTOp
KOHIIEMITNH, YKPOTUTEb, SKBIINOPUCT. Ero crek-
TaKJ/IM, HaceJeHHble UCKIIOUUTEIbHO NIpeZiMeTaMy,
He [T0XO0XYM HU Ha OJMH TeaTp WIU IIUPK MHUpa.

—
S
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is an actor-director of extraordinary capacity, and
the founder of the Lyon-based company with mem-
orable title “Compagnie Les mains, les pieds et la
téte avec” (The Hands and Feet, Come With the
Head Too). This is how Mathurin Bolze explained
the concept of his new production: “My work is
deeply rooted in the text. I am trying to catch the
words of a man, who is crushed by another man”.
He combines intellectual, conceptual, philosophical
and acutely contemporary approaches to create a
sophisticated character-driven circus show, decep-
tively light and easily afloat, despite its complexity.
The circus performers make unbelievable stunts on
a trampoline, pole vault, inside the centrifuge, and
on moving walkways. As critic Marina Timasheva
noted in her review: “There is anything but solid
ground under the feet of the four actors. The mov-
ing walkway is running in one direction, while they
are taking the opposite. The trampoline thrusts
them upward, yet they resist the impact, freezing
on the edge for a minute or two. Perilous centrifuge
threatens to swirl them, but all ends well, they have
adapted to the swirlpool, clung to the surface even
at the top. This is an anthem to a Man and what
a man can do with the body, hands and feet, con-
trolled by the mind. Maybe this is what gave the
small company its title, “Compagnie Les mains, les
pieds et la téte avec”.

Mathurin Bolze returned to Moscow to partici-
pate in the X Chekhov Festival, bringing Du goud-
ron et des plumes (Tar and Feathers), evoking admi-
ration of the public and critics with its poetic, ear-
nest approach to uneasy subjects, as much as with
the virtuosity of the athletes, artists and gymnasts.

Kolomenskoe Park, once a place to host Theatre
Zingaro, received a show Secret, produced and di-
rected by Johanne Le Guillerm, a top circus artist,
the founder and solo performer of an internation-
ally-acclaimed French company “Cirque Ici”. His
many hats include those of a stage director, au-
thor of a concept, tamer, handler and equilibrist.
Objects only inhabit his shows, distinguishing
them from any other performance, whether at the
theatre or circus.

“In an oversized tent in the middle of
Kolomenskoye Park he tames wood logs and
planks, and tin cans, and mats, and flowerpots be-
fore the eyes of his spectators. He combines high-
tech advancement, geometry deliberations and
acrobatic skills to create a space of The Secret in



«B manuro, ycTaHOBJIeHHOM B mnapke Koo-
MEHCKOE, OH Ha IVla3ax MyOJMKH YKpOIIaeT Je-
peBsiHHBIE YypOAKU U JKECTAHbIE Ta3bl, KOBPUKH,
LIBETOUHBIE TOPIIKU U JepeBAHHBble Aocku. Coe-
JUHEHVE BBICOKUX TEeXHOJOTHUH, T€OMETPUYIECKO-
ro pacyeTa U aKpoOaTUYECKOTO MaCTEPCTBA CO3-
ZJaeT mpoctpaHcTBo “CekpeTa”, r[e HapylIaloTCsAa
3aKOHbI GU3UKU U I[APUT Marus apTUCTUYECKOH
Bon». Onwea EzowuHa — «Hoewle HM3secmusi»,
2009, 14 urons.

B 2010 roay cocTosiicsi BHeodepeaHow, IX de-
CTHBaJb, TOCBAIIEeHHBIM 150-meTrio AHTOHaA IlaB-
soBuda YexoBa. OCHOBHad NporpaMmMa COCTOsLIA
U3 CIEKTaKJel 3apyOeXHbIX U OTEeYeCTBEHHBIX
pexuccepoB 1o IpousBeseHuAM Yexosa u o Ye-
xoBe. @panruio mpezactaisul xopeorpad YKozed
Hamxk co cmektakieM «Illeppu-Bpenau». YKozed
Hamx He cpasy ompeenwicsi ¢ TeM, KaK UMeH-
HO MOXKHO IOZOHUTU K YeXxoBckoH TeMe. «§I Havas
TepeYnThIBaTh MpOU3BeZieHUs YexoBa, B Hajle-
JK/le OTKPBITh B €r0 MUPE CBOIO TPOITy», — TOBOPUII
Hamx B ofHOM M3 MOCKOBCKUX MHTepBBIO. B Ka-
KOW-TO MOMEHT, TI0 €ro COOCTBEHHOMY IIpH3Ha-
HUIO, OH JlaKe XOTeJ OTKa3aThCsl OT IOCTaHOBKH,
HO BCe ’Ke Hallles KJIto4 K Xopeorpadudeckoit Teme
B pacckase YexoBa «Jlebeaunas mecHs. (Kamxac)».
AkTep c roBopsmed ¢dammwivedl CBETIOBUOB,
45 jieT MPOCIYKUBIINYM B TeaTpe U UCIIOTHABIINHI
pouib ipoputiatens Kamnxaca B «[IpekpacHoii Enene»,
rociyie 6eHeduca OKasbIBaeTCs HOUBIO B TeaTpe. OH
TopakeH YepHOU 6e3/J0HHOM IMOH («TOYHO MOTH-
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violation of the physical laws, to establish the reign
of the magical vision of an artist.” Olga Egoshina,
“Novye Izvestia”, 2009, July 14.

To commemorate the 150th anniversary of
Anton Chekhov, the namesake festival ran an ex-
traordinary IX edition in 2010. The programme
included Russian and international adaptations of
Chekhov’s literary heritage and productions about
the writer himself. France was represented by the
choreographer Josef Nadj and his Cherry-Brandy
production. Josef Nadj needed time to carve his
own approach to the task. “I began reading and
re-reading Chekhov, hoping to find a path of my
own in his universe”, — said Nadj in one of his in-
terviews in Moscow. There was a moment when he
was about to give up, but he groped for the choreo-
graphic theme in Chekhov’s play Swansong based
on his own story Calchas. The protagonist is an ac-
tor with a self speaking name Svetlovidov, who had
been playing the part of an augur Calchas in Helen
of Troy for 45 years; after the benefit performance
he finds himself alone in the theatre late at night.
He wanders at the black bottomless pit (as if a grave
where Death is hiding), a place “where the boundar-
ies between reality and illusion are erased, turning
shadowy, fuzzy”. Nadj’s adaptation does not focus
on Chekhov’s story, but rather on attempts to read
Shalamov and Mandelstam between the Chekhov’s
story lines. As the choreographer says, “this is a
hommage, a tribute to those who are capable of re-
sistance under the most difficult circumstances, this

35. Cexpem
KOHUenyus,
nocmaxoska

U uCnosiHeHue —
JKoanH Jle Tutiepm,
Hupx Ucu

Secret, dir. Johann
Le Guillerm,
Cirque ici

36. Cmona u nepwvs
KoHuenyus Mamroper
Boa3, Komnaxus MPTA
— «Pyxu, Ho2U

U 2071080 Modice»

Tar and Feathers
concept and direction
Mathurin Bolze,
Compagnie MPTA —
‘Les Mains, les Pieds
et la Téte Aussi’

Jia, B KOTOPOI IpAYeTca CMepThb»). ITO — TO MECTO,
«TZle TpaHUIlA MEeX[y peaqbHOCTbI0O U WUIIO3Hel
CTHpaeTcs, CTAHOBUTCSA IPU3PAYHOMN, Pa3MBITOM».
B cnekTakise Hamxa ImaBHOe — He YeXOBCKUM Clo-
JKeT, a TO, KaK Xopeorpad cyMes IepeIulecTH Iaja-
MOBCKOE U MaHZeJbIITaMOBCKOE C 4YeXOBCKUM. I1o
MIPU3HAHUIO CaMOro xopeorpada, 3T0O — «CIIeKTaKJIb
He 0 KOHKPETHOM I103Te, OH — IaHb YBaXKeHU, IIpe-
KJIOHEHUs TiepeJ] TEMHU, KTO CIIOCOOeH COIPOTHB-
JIITBCA B JIIOOBIX, CAMBIX TPYAHBIX YCIOBUAK». CIIEK-
TaKJIb chirpaiu B MockBe 1 B CaHKT-IleTepOypre.

B 2013 rozy Ha XI YexoBckoM ¢ecTuBaje MO-
CKBUYU CHOBa BcTpeTwuch ¢ JKosebom Hamxewm,
Npe/CTaBUBIINM «U3AIIHOE U 3araZlodyHoe TBOpe-
HHe» — CIIeKTaKIb «Sho-bo-gen-zo». /[Ba My3bIKaH-
Ta, /IBa TAHLIOBIIMKA, ATIOHNA IPONLIOro, MeANUTa-
TUBHAA IIbeCa, pacCKasblBamIlasd HaM, YTO TaKoe
Bpems. Kak u [xxetimc Trepe, Hamx nmpusHaBaics,
yTO UrpaTh B MOCKBe ZJI1 HETO COBEPIIEHHO OCO-
60€ yZIOBOJIbCTBHE.

«JlokHBIE TIpU3HAHUA» B IIOCTaHOBKe JItoka
Bouzayn cranmm GuHANBHOU Ky/JbMUHAIMEer YeXoB-
ckoro ¢pectuBasisa 2015 roga. Teneps, Korza peuc-
cepa y)Ke HET Ha CBeTe, MacIITab 3TOro MOUCTHHE
€BPOIIEICKOTO XYZOXKHUKA ellle 6osee O4eBUEH.
Jlns BOoHAM 3TU TacTpoiau OBLTM OYEHb BAXKHBI.
OH cam B MOCKBy He mpuexas, HO ObUT HEBEPOST-
HO paJ ycIiexy, KOTOPBIM COIyTCTBOBAJ IIOKa3aM.

37. llleppu-Bpenou
(«Teopenue»)
Mmysvlka Anena Mas,
Xxopeozpagus —
JKoszedp Haduc,
HayuoHanwvHblil
Xxopeozpaguueckuil
uenmp Opaieana, MT®
um. A.Il1.9exosa

u Teamp Oe 151 Bunb.

Cherry-Brandy
(The Creation)
music by A.Mahe,
chor. Josef Nadj,
The National
Orleans Center
of Choreography,
CITF and Theatre
de la Ville

is not a story of one poet.” The show was presented
in Moscow and in St. Petersburg.

At the XI Chekhov Festival in 2013 the Moscow
audiences welcomed Joseph Nadj back with his “ex-
quisite and mysterious creation”, Sho-bo-gen-zo. Two
musicians, two male dances, a meditative ancient
Japan play telling a story about what time is. Much
like James Thierrée, Joseph Nadj said that playing
in Moscow brought a very special pleasure for him.

Les Fausses Confidences (False Confessions),
directed by Luc Bondy, culminated the Chekhov
Festival in 2015. This genuinely European artist is
no longer living; however the calibre of his per-
sonality stands out. The tour mattered for Bondy,
the more so that he could not travel to Moscow,
but followed the success of the show from a dis-
tance. Suffice it to read through the critical ac-
claim of the time.

“The XVIII century play is plunged into the mod-
ern day reality by Luc Bondy. While spectators are
taking their seats, the two characters clad in white
robes are exercising tai chi, slowly swinging the
space with their feline movements of the warriors.
One of them is Isabelle Huppert ... Bondy reveals
both his delight and contempt with marivaudage,
a style resembling that of Marivaux, with an intri-
cate dialogue, affected language and musicality.
The cast, Hubert in particular, makes the dialogue




TEATP ®PAHLIUU N ®PAHKOA3bIYHbIX CTPAH

FRANCOPHONE COUNTRIES

JloCTaTO4YHO MPOYUTATH Ipeccy O CIeKTaKJe, 4YTo-
OBl IIOHATH — 3TO JAEUCTBUTEIHHO OBUIO COOBITHE.

«JItok BoHZU OompoOKUZBIBaeT B COBPEMEHHOCTh
nbecy XVIII Beka. Iloka 3puTenu paccakuBaroTCA,
JIBOE B DOEJIBIX OfeK/JaX 3aHMMAIOTCS Tal-4M, Me/J-
JIeHHO packauuBasg IIPOCTPAHCTBO KOIIAYbUMU
JBIKEHUAMU BOMHOB. OzfiHa 13 HUX — M3abens IO1n-
nep ... boHAY Tpe3upaeT U HaCTAXKAAETCA TEM, UTO
TPafIUIIMOHHO 30BeTCS MapUBOZAXeM — U3bICKaH-
HBIM IUIeTEHUEM JUajiora, 3aBOpaKUBAIOUIUM CBO-
el My3BbIKaJbHOCTBIO. Y HEro Bce — IMpex/e BCero
FOnnep — ToYHO NOIOT, MapAT B A3BIKE, PACTATUBAs
dpasy k duHaNy, HacaaXAAsCh €€ KPacoTOMH, HUT/E
He BBIIajas M3 OOINEero MHTOHAI[MOHHOIO «IIejie-
CTa», KaKOTO-TO COKPBITOrO, BHYTpPEHHEro TaH-
1na. Ho Mbicib, KecTKas U IOYTU sI3BUTe/bHAsA, He
MpeKpamaeT OUTHCA MO/, STUM MY3bIKaTbHEUITUM
NITUYBUM JIETIETOM. MBICIb O cTpaxe, KOTOPBIH CKO-
BBIBAEeT COIMATIBHOTO YeJIOBeKa, 1 KOTOPBIA He BCs-
KWW PHUCKHET IPEOJ0JIETh, YTOOBI Y3HATh YYBCTBO
U cAenaTh MpU3HaHUe...». AneHa Kapacw — Poccuii-
ckas 2azema, 2015, 16 urons, N° 154 (6725)

Ele 06 0fiHOM HEMPUBBIYHOM /Ui HAC aKIMU
XOTesNoch 6Bl YIIOMAHYTh. B pamkax VI ¢ecTrBa-
s B llenTpe um. Bec. Meliepxonbja mpoluwiu ABe
YUTKU — OYeHb MOMyIApHbIN B EBporne TeaTpasib-
Hbli xaHp. [laTpuc lllepo, A0 3TOro mpHeskaB-

hover in the air, chanting, drawling the final words
of a phrase, enjoying their beauty, never deviat-
ing from the whispery tone, some subtle intrinsic
dance. Under the cover of all this bird tweeting,
the message stands out, harsh and sharp, of a fear
known to a societarian, which few would dare to
fight in order to recognize an emotion or make a
confession ...”. Alyona Karas -Rossiyskaya Gagzeta,
2015, July 16.

Some off-stage festival activities are worth
mentioning. As for instance, the readings orga-
nized by the VI Chekhov Festival at the Meyerhold
Centre. Patrice Chereau, who had visited Moscow

Luc Bondy

38. JTiok BoHdu

it B MOCKBY TOJIBKO OZHAXK/JBI CO CIIEKTAKJIEM
«[ameT» (Ppanirysckuti ce3oH 1989 roga), unran
«3anucku u3 noAnosnbsa» ®. locroesckoro. TekcTsl
Opse I'ubepa, momysasipHoro B EBporie ApamaTyp-
ra, MOCKOBCKas MyOJMKa yCJbIIaga B HUCIIOJHE-
Huu Ilatpuca llepo u dununna KaabBapuo, us-
BECTHBIX GPaHITY3CKUX aKTepa 1 pexuccepa.

Msi BuziuM, uTo TeaTp OpaHiuu ObLT Ipe/CcTaB-
JieH Ha QpecTHBaJIe TaK MUPOKO U MHOTOJIUKO, U BOC-
MPUHUMAJICA HaIIMM 3pUTeJNeM C HeNoAAeIbHBIM
WHTEPECOM. JTO XOPOIIO MOYYBCTBOBAIU U y4acT-
HUKU CIIeKTaKJel, TOHKO U C IOHUMaHUeM OlleHUB
3aUHTEPECOBAHHOCTh POCCHUHCKOTO 3PUTENA. ITO
OTYETINBO MTPOSIBUJIOCH ¥ B TOM, C KAKUM YKeJJaHUEM
oHU exanu B MOCKBY, a TOTOM B TOPOZia POCCUMCKIX
PEervoHOB, a Takke B TOM, YTO, HECMOTPs Ha Bce
TPYAHOCTH HBIHEITHETO BpeMEHH, He ObUTIO HUKAKUX
BHE3aITHO COPBaHHBIX IJIAaHOB. HoBbIE TeaTpasbHbIE
Japhl npenozHeceT OpaHIUA HAIIMM 3pUTENAM B

once during the French Season of 1989, perform-
ing in Hamlet, read Fyodor Dostoevsky’s Notes
From Underground. Together, Patrice Chereau and
Philippe Calvario, a renowned French actor and
stage director, read the texts of Hervé Guibert, a
best-selling European playwright.

Performing arts of France enjoyed the broad-
est representation within the framework of the
Chekhov Festival, while the Russian audiences
grew cognizant and appreciative of the diversity
of the French theatre. The warmth of welcome
was palpable for the artists, as they were striving
to build up bonds with the spectators, full of nu-
ances and revelations on both sides. It was obvious
that touring in Moscow and across Russia hold a
great appeal to the theatre companies. Notably, no
plan has ever been frustrated, albeit the difficul-
ties were sometimes enormous. The French the-
atre productions are in the programme of the XIII

39-40. JlonucHote . . .
npusnanus IT.Mapueo, nporpamme XIII YexoBckoro ¢pectuBaisa B 2017 rogy  Chekhov Festival, commemorating the Festival’s

peaic. JTiok Bonou, — B Trog ero 25-netusa. OHU CMOTYT yBUJETH clieKTak-  25th anniversary in 2017. These shall include
‘}SC?;%HEB;OW s «Komezau ®pances», «Bydbd ato Hop», Teatpa ge  shows by Comédie Francaise, Théatre des Bouffes

s Buib, «Kommanu Owmunn YKantu», Kommanuu — du Nord, Théatre de la Ville, Compagnie Philippe
P. de Marivau, Maiickoro xyka (cmekTaknu B nocraHoBke Jlenu Genty, Compagnie de Hanneton, staged by Denis
dir. Luc Bondy, L'Odéon — IMomanuzeca, ITutepa Bpyka, Dmmantoans Jlemap- Podalydes, Peter Brook, Emmanuel Denarcy-Mota,
Thédtre de U'Europe cu-Mora, ®wmunmna XKanry, Ixeiimca Thepe). Philippe Genty, and James Thierrée.

The False Confessions
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KaHapa

B 2007 rogy B pamkax VII Yexosckoro mpoiuen Ce-
30H Kanazgckoro teaTtpa. lleHTpaIbHBIM COOBITHEM
cranu crekTakiu Pobepa Jlemaxka. Ero koMmaHusa
Ex Machina (KBebek) mokasasa B MoCKBe YeThIpe
mocTaHoBKH: «OOpaTHas cropoHa JIyHbI», «I[Ipo-
eKT AHZlepceH», «Tpulorua ApakoHOB» U «Omepa
HUIIKX». Bce CIEeKTaKIu IPOXOAWIN C OTPOMHBIM
YCIIEXOM U ObLTH BOCTOPKEHHO IPUHATHI KPUTHUKOH.

«Criektakiu PoGepa Jlemaxka Temephb Ha J0J-
roe BpeMA CTaHYT /I Hac TOM BBICOTOM, KaKyro
Ha/I0 B3Th, YTOOBI BOMTHU B TeaTPaJbHYIO HUCTO-
puio», — K TaKOMy KpaTKOMYy U TOYHOMY BBIBOZAY
MIPUXOJUT OAWH U3 BeAyLINX HaIIUX KPUTHUKOB
Mapuna /laBrizoBa.

Cnycra aBa roza VIII YexoBckuit pecTuBaib 3a-
KpPBIBAJI IeBATUYACOBOM clleKTakib Jlenaxa «JIum-
CUHK». [IpOZO/DKATENBHOCTD CIIEKTAKJIA HUKAK He
Melllajia BOCIPUATHIO, CKopee, IIpuaBaia eMy Ka-
KOe-TO HOBOe KauecTBO. [leBATh YacTel clieKTaKIA
Ha3BaHbI [10 MMEHAM JEBATU €ro repoes. «/leio,
KOHEYHO, He B CaMOM UCTOpHH... [leso, pasyMeeT-
cs1, B HI0OQHCAX U MOAPOOHOCTAX, B TOM, KaK OfHA
TeMa OT3BbIBAETCS B [I[PYro, 3BYK U3 IIEPBOU YaCTH
9XOM OTfaeTcd B IATOU. <...> Hy u, KOHEYHO,
ZleJIo B TeaTpe — B CaMOM €ro HMCKYCCTBe, KOTOpoe

-

Canada

The VII Chekhov Festival introduced Canadian
Theatre Season in 2007. Shows by the director
Robert Lepage and his Quebec-based company
Ex Machina were the centrepiece of the Season.
There were four of them: The Far Side of the Moon,
The Andersen Project, The Dragons Trilogy and
The Busker’s Opera, and each of them earned crit-
ical acclaim and standing ovations in the packed
houses.

“Robert Lepage’s theatre marked a height we
are yet to reach in order to earn ourselves a men-
tion in the history of theatre”, was the ultimate
judgement of the leading critic Marina Davydova.
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41. Obpamnasn
CMOPOHA JIyHbL
P.Jlenaxc,

pevc. U UCnosHumenb
Pobep Jlenaic,
Komnanus Ex Machina

The Far Side of the
Moon, dir. Robert
Lepage, Ex Machina

42. Pobep Jlenaxc
Robert Lepage

43. IIpoexm AndepceH
P.Jlenaxc, asmop

U NOCMAHOBUUK
Pobep Jlenaic,
Komnanus Ex Machina

The Andersen Project
dir. Robert Lepage,
Ex Machina

44. Busker’s opera
no momueam
«Onepbl HUWUX»
Jnc.Tes u K.Ilenywa,
cyeHoepagdus

U nocmaHosKka —
Pobep Jlenasr,
Komnanus

Ex Machina

Busker’s opera
dir. Robert Lepage,
Ex Machina

45. JluncuHk

pedxc. Pobep Jlenac,
Komnanus Ex Machina
u «Teamp 6e3 epanuy»

Lipsynch, dir. Robert
Lepage, Ex Machina
and Theatre Without
Borders

46. doHHazama
cozdamenu

U UCNOJIHUMEUL:
Cunveu I'unnem,
Pobep Jlenasic, Paccen
Manugpanm, Teamp
«Caonepc Yannc»
JIOHOOH cO8MeCMHO

¢ Ex Machina

u Cunvgu I'uniem

Eonnagata written

and performed by Sylvie
Guillem, Robert Lepage,
Russel Maliphant,
Sadler’s Wells London
in association with

Ex Machina and

Sylvie Guillem

He [epecKakelllb U He CHUMEIIb Ha IJIEHKY. B ToM,
KaK paboTaloT aKTephl — COBCEM IIPOCTO, HO BMECTE
C TeM OYeHb TOYHO, €XXeMHUHYTHO MEHAACH C IIOMO-
IIbI0 BCETro JIMIIb IIapuKa U Iapsl JeTanel KoCTio-
Ma, BBIXO/I C HOBBIM BBIPQXKEHUEM JINL, I71a3, MU-
MMKOH, XapaKTepoM, BO3pacToM, IOJoM. Beab TyT
BCEro JINIIb JEBATh YeJIOBEK CO3JA0T OllyllleHue
r'yCTOHACeJIeHHOTo Mupa. Jlejio B CTaphlX, HO He Te-
PAIIKX 06asgHUA TeaTPaJbHBIX IPHeMaX, 0COOeH-
HO MOJ@HHBIX OTKPHITO...» /JluHa [odep — «Bpems
Hogocmell» 2009, 4 agzycma

CaMbIM BOXX/IE/IEHHBIM /111 TEATPAJIOB COOBITHEM
decTuBanmpHOM mporpammer 2011 roga cTanm CHek-
TaKJIb «JOHHAraTa» KaHazckoro teatpa Ex Machina
U aHmickoro «Caayepce Yauic» B mocTaHoBke Po-
6epa Jlemaxka ¢ yuactueM BequKou CuibBu ['WIIeM,
KOTOpas BBICTYIIMIA B HEIPUBBIYHOM /1A cebs poIu

Two years later, Robert Lepage brought another
show, a nine-hour Lipsynch, for the closing of the
VIII Chekhov Festival. The duration did not hinder
the receptivity, adding precious nuances to the per-
ception instead. Nine parts were titled by the names
of their protagonists. “The heart of the matter is not
to be found in the plot... Obviously, the heart of the
matter is to be found in nuances and detail, in the
way the themes resonate, and the echoes from the
first part reaching out to the fifth. Of course, the
heart of the matter lies in the art of theatrical per-
formance, which avoids to be captured by words
or film. In the seemingly unsophisticated acting,
momentary transformations a wig can do, or a de-
tail of the costume, a slight change to the look in
the eyes or expression of the face, the mimics, the
age, the gender. The nine people on stage create an
illusion of a densely populated universe. The heart
of the matter is to be found in the skills of an “old
school” theatre, charming and without pretense...”
Dina Goder — “Vremya Novostei”, 2009, August 4.

Eonnagata staged by Robert Lepage was in high
demand with the theatre lovers in 2011. It was a
co-production of Ex Machina and London-based
theatre “Sadler’s Wells”, where the great ballerina
Sylvie Guillem performed an uncustomary dra-
matic role, alongside a renowned choreographer
and dancer Russell Maliphant, and Robert Lepage.
Eonnagata is not exacatly dance, or theatre, or
psychological musing, but an amalgamation of
the first, the second and the third. There are three
of them on stage. The three of them created this
unique performance”, — ran “Le Figaro”. The idea
sprang to life when the three artists met casually
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THEATRE OF CANADA

JpaMaTHU4eCcKOl aKTPUCHI B NMapTHEPCTBE C CAMUM
Jlenaxkem u Paccesom ManudaHTOM, M3BECTHBIM
TAHLIOBIIUKOM U Xopeorpadom. «“DoHHaraTa” — 3To
He TaHel], He TeaTp, He IICUXOJOTWYecKoe IOTpy-
JKEHUe, 3TO coueTaHue U TOTO, U Pyroro, U TPeTh-
ero. Ha cueHe ux Tpoe. OHM BTpoeM CO3JaIu dTOT
VHUKAJIbHBIN CIIEKTaKIb», — nucana «@urapo». OH
MOSIBWICS B pe3y/braTe IMPAKTUYECKU CIAydalHON
BCTPEYU TPeX BEJUKHX apTUCTOB HAa OZHOM u3 ¢e-
CTUBaJell, B KOTOPOM OHU Y49acTBOBAJIN CO CBOMMU
BIIOJTHE TIPUBBIYHBIMU JJIS TyOIUKHU CHEKTaKJLIMU.
U 6ykBasbHO 3a 00€0M POAMIACH WJed CAelaTb
BMECTE YTO-TO COBEPIIEHHO HEITPUBBIYHOE /I KaXK-
JIOTO U3 HUX. Pe3ynbrar npeB3olIes Bce OXUA/JaHNUs.
Bce OHM TIOHUMAJU, YTO MOTYT CTaTh OOBEKTOM
KPUTHKH, YTO U IIPOU3OIILIO B HEKOTOPOU CTeleHuU.
Ho B MockBe IIpUIIUIOCH BBICTABIATH JOIOJIHUTEb-
Hble KOpJioHBI nepes TeaTpom mMeHu MoccoBerta,
IZle OHU WTpasi, HACTOJBKO BEJIUK OBUI aXKUOTAX.
BuieTsl Ha «JOHHArary» pasjeTelnch MITHOBEHHO.

B 2013 rogy teatp Ex Machina npeacraBun
criekTakiab «Kaptel 1. IIuku» — mepByro 4acThb Te-
TpaJoTUU, HE3aKOHYEeHHOU U T0 cel feHb. Criek-
TaKJab OBUI 3aflyMaH TaK, YTO UTPaTh €ro Hazo
OBLTO B IPOCTPAHCTBE IIMPKA.

at one of the performing arts festivals, where each
brought their shows meeting familiar public expec-
tations. On a spur of the moment during a festival
reception, they decided to try to do something to-
gether, something that the public would not expect
from either of them individually, even though the
endeavour might bring them under fire of the crit-
ics. The result surpassed expectations. Even in the
part related to the fire. However, Eonagatta was
sold out in a wink, and carefully guarded cordons
were called upon on the approaches to Mossovet
Theatre, the show venue in Moscow, because of the
growing public excitement”.

In 2013 Ex Machina brought Jeux de cartes:
Pique (Playing Cards I: Spades), the first part of the
would-be tetralogy, that remains a work in progress
to date. It needed to be played on a circus arena.

“Robert Lepage is dissecting the world into
puzzle pieces, like only he can do. We would not
be able to make out the overall picture and the ex-
travagant plot, or collect the pieces back together,
unless the four parts of the game are done with.
The tone of the first one is set in a dramatic con-
trast to his earlier works. Canadian maitre Lepage
is known for his mastery of magic that allows him

47. Kapmut I: ITuxu
pedic. Pobep Jlenaic,
Komnanusa

Ex Machina

Playing Cards I:
SPADES

dir. Robert Lepage,
Ex Machina

48. BecHa ceaueHHAs
N.Cmpagunckuil,
P.PacuH, koHuenyus,
Xxopeozpagus,
Xy0oxcecmaeHHOe
PyK0800cmao —

Mapu Ilyunap,
Komnanu Mapu Illyuxap

The Rite of Spring
L.Stravinsky, R.Rasine,
chor. and artistic

dir. Marie Chouinard,
Compagnie

Marie Chouinard

49. Xopan JI. Tiogop,
Xxopeozpagus

Mapu Ilyunap,
Komnanu

Mapu Illyunap
Chorale by L.Dufort,
chor. Marie Chouinard,
Compagnie

Marie Chouinard

«Pobep Jlemaxx o 0ObIKHOBEHUIO PACCHITAET MUP
Ha KyCOYKH Iasja, U OOILIyI0 KapTUHY ero sKCTpa-
BaraHTHOI'O 3aMbICJIa MBI, CyZs IO BCEMY, CMOXKEM
CJIOXKUTD B CBOUX T'0JIOBaxX He paHbllle, YeM YBUAUM
Bce deThlpe yactu “Kapr’. BmpoueMm, MHTOHaLUA
[IepBOM 4acTH TeTPaJOrMH 3aMEeTHO OTINYaeTCsA OT
peapIyIuX paboT KaHaACKOro MacTepa. Jlemak
CJIABUTCSA TEM, YTO Marudecku yMeeT COeJMHUTD Ca-
MBbIe IIPOCThble 3eMHble HICTOPUU C KaKUM-TO KOCMU-
YecKUM B3IVIAZIOM Ha JIIoZied — OH TO NPUCTPACTHO
Pa3mIAAbIBAET MMEePCOHAXKEH B JIyIy, TO 3aLyMYHUBO
IJIAZNUT B TeJIeCKOIl. 3Hasg KaKyl0-TO BCEJIEHCKYIO UC-
THHY, OH TeM He MeHee Bcerzja CHUCXOAUTeNeH K Je-
JIOBEYECKUM CJIabOCTAM — TPYCTHO CBUZAETENbCTBYS
HECOBEPIIEHCTBO MHUpa, OH He 3a0bIBaeT CJIOBHO
NIOIVIaZIUTh 3pUTeA IO rosose. MHOrme XJyT OT
HEro 3TOTo XecTa». Poman Jonxncamckuii — «Kom-
Mmepcanma», 2013, 29 urona

B 2017 rozy y MockBu4ell OyzeT BO3MOXKXHOCTb
VBUZIETH clieKTakib «887» Kommanuu Ex Machina
B IIOCTAaHOBKE YAUBUTEIBHOTO U JII06UMOT0 Pobepa
Jlemaxa.

OpguuMm u3 OTKpeITUM Cezxbmoro ¢ecTuBaisa
cran «/loxzap» KaHazckoro Llupka «Omyas» U ero
noctaHoBIMK Jlanuane ®uninu Ilacka. «llupk
“Dnyas” co3zaeT TeaTpaJbHbBIN CIIEKTaKJIb 13 CaMO-
ro HaCTOAIIEro IIMpKa, U3 ero COBepIIeHCTBa, OT-
Baru, KJIOyHaZbl, ero I0JeTOB U 3axBaTbIBalolleil

to tell a mundane earthly story and then take
a look at it from cosmos, or study his characters
under the magnifying glass in exaggeration, only
to turn his gaze off to a telescope in reflexion. It
looks like he knows the truth, he forgives human
weaknesses, he accepts the lack of perfection in
the world, he attests it in sadness. He pats you on
the back. Many of us are longing for his touch”.
Roman Dolghanski — “Kommersant”, 2013, June 29.

887, a show by Ex Machina staged by Robert
Lepage, will be performed in Moscow in 2017,
offering the theatre-goers an opportunity to re-
connect with the amazing and hugely appreciat-
ed talent.

Canadian Cirque Eloize, the stage director
Daniele Finzi Pasca and the show Rain were the dis-
covery of the VII Chekhov Festival. “Cirque Eloize
employs the traditional skills, pursuit of excel-
lence, bravery, clownery, breath-taking aerial silks
and acrobatics, the entire magic toolkit”, — wrote
Alyona Karas. To be true to the point, the company
also expands the boundaries of “cirque contempo-
rain”. An enchanting spectacle leaves an imprint.
The public called it “a rain of happiness”. Three
more shows by this stage director — Nebbia (Fog),
Icaro and Donka were presented with resounding
success at the Chekhov Festival in 2009 and 2010.
The first two shows were produced by the joint
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50. Tyman, asmop, pedc., xy0. no
cg8emny, KOHUenyus akpobamuueckux
Homepos — Jlanuane Punyu [Tacka,
Hupx «Onyas» u Teampo CyHun

Nebbia, dir. Daniele Finzi Pasca,
Cirque Eloize, Theatro Sunil

51. loncds, asmop cueHapus
u nocmaoswuk JlaHuane Punyu
Iacka, [upk Snyas

Rain, dir. Daniele Finzi Pasca,
Cirque Eloize

52. lanuane Punyu Iacka
Daniele Finzi Pasca

akpobaTUKu, U3 ero Maruu», — nucaaa Anena Ka-
pachk. 3aBOpaXKMBAIOUIMI CHEKTaK/Ib IIPOU3BOJWII
HeusIVIaAuMoe BIedamieHue. «/loxzeM c4acTbd»
HasblBaJIU €ro 3pUTENIN. DTOT CIIEKTaKJIb BO MHO-
rOM CIOCOOCTBOBAJ MOSIBJIEHUIO TEPMUHA «HOBBIN
1upk». Eme Tpu paboTsl atoro pexwuccepa («Ty-
MaH», «Mkap», «/JoHKa») C OFPOMHBIM YCIIEXOM
npouw Ha VIII u IX YO (2009, 2010). dTo 6bUH
yke paboTsl Tearpo CyHui, koTopbie unnu [Tacka
crasun ¢ LlupkoMm «dimyas», a «ZloHKy» ¢ MT® um.
A.Jl.YexoBa k 150-neturo A.Il.Y9exosa. 1o npurna-
meHuo OnuMmnuiickoro komurera Jlanuane ®uH-
u [Tacka cTas XyZ0oKeCTBEHHBIM PYKOBOJUTEEM,
CLIEHAPUCTOM U PEXUCCEPOM-IIOCTAHOBIIUKOM Iie-
PEMOHUHU 3aKphITUA 3UMHUX OMMMIUNCKUX UTP B
Couu B 2012 rogy.

B pamkax Kanagckoro ce3oHa 6bpUIM ITOKa3aHBI
IBe GajseTHBIE MPOrpaMMebl xopeorpadpa Mapu Ily-
uHap — «BecHa cBaleHHan» Ha My3bIKy 1. CTpaBuH-
ckoro u P. Pacuna u «Ilpemtoaua k IlocienonyzeH-
HoMmy otaeixy PaBHa» K. [le6Groccu, a Takke «Xopa»
Ha My3bIKy JI. Jlfodopa u «24 mpentoguu [lomneHas.

LLsenuapua

®panrrysckas IlBeiinapusa va Y® 6buta mpezacTas-
JieHa JByMd nocTaHoBkamu Teatpa Buzau-Jlo3anH u
[BYMA COBMECTHBIMM IIOCTAaHOBKAMH 3TOrO TeaTrpa
u YexoBckoro dpectuBand. CreKTakab «Xalupura-
KU», TIOKa3aHHBIA B paMKaxX ODKCIepUMeHTaJIbHOU
nporpaMmel Onumnuazel B 2001 rozgy, OTKpbUI AJA
Poccun 3aMedaTesbHOTO  pexuccepa-KOMIIO3UTO-
pa XaitHepa T'é66enbca. Ha VI pectuBaie T€66embe
IIPEZICTABUI ellle OAHY paboTy — «DpapUTKapuUTKa-
ka». CaM pexrccep, CpaBHUBAA 3TH JIBE IOCTAHOBKU
TOBOPWJI B OJHOM U3 UHTEPBbIO:

«/l711 MeHA 04eHb BaXXHO, YTO MOM CIIEKTaKJIHU OT-
JIMYAIOTCA APYT OT Apyra. f 6vl ckasan, yrto “Xamu-
pUraku” — 3TO HEKUH IPKUM MIO3UKJI, B TO BpEMS KakK
“DpapuTKapuTiKaka” — IPOCTO YepHOe Ha GesioM.
37ech OCTaTOYHO CTPOTHM A3BIK, KODOTKHeE IIpef-
JIOXKEHU, CTPOroe COOTHOIIeHNe My3bIKU U TeKCTa.
“Xamupuraku” O6BUI TIOTOKOM PUTMU3UPOBAHHOM
MIPO3Bl, ¥ B HEM ObUIA CBOSI TIO3TUYHOCTH, OH BCE
BpeMA HEMHOXKKO Iapwl HaJ, JeHCTBUTEIbHOCTBIO.
A “OpaputrxapuTkaka” — 3TO JOCTaTOYHO CTpoTras
aHanuTHYeckad paboTa. Ilpuyem Tekcra 37ech, I0-
JKaTyH, fJake OOJIbIIE, YeM B TOM CIIeKTakie. <...>
“Xammpurak” BO3HUK M3 3BYKa U clieHorpaduu,
B TO BpeM1 Kak “DpapuTKapuTkaka’ cBA3aHa B Iep-
BYIO Ouepe/ib C TeKCTOM». «[azema», 2005, 6 utoHs
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efforts of Teatro Sunil and Cirque Eloize, and Donka
was co-produced with the Chekhov Festival, to
commemorate Anton Chekhov’s 150th anniversary.
In 2012 Daniele Finzi Pasca accepted the invitation
of the Russian Olympic Committee to become ar-
tistic director, script-writer and staging director of
closing ceremonies of the Winter Olympic Games
in Sochi (2012).

The Canadian Theatre Season of 2007 show-
cased choreography of Marie Chouinard in a series
of ballet interpretations: The Rite of Spring on a mu-
sical score of Igor Stravinsky and R Racine, Prelude
to the Afternoon of a Faun by Claude Debussy, as
well as Chorale on the musical score of Louis Dufort,
and 24 Preludes by Chopin.

Switzerland

The French-speaking Switzerland was represent-
ed at the Chekhov Festival by two productions of
Theatre Vidy Lausanne, and two co-productions
of this company with the Chekhov Festival. The
show Hashirigaki was part of the Experimental
programme of the 2001 Theatre Olympiad and al-
lowed the Russian audience to discover a remark-
able director and composer Hainer Goebbels.
At the VI Chekhov Festival Goebbels introduced
another work — Eraritjaritjaka. Comparing the
two productions, the director said in one of his
interviews:

“It matters for me to observe the differ-
ences between my productions. I would say
that Hashirigaki is a dazzling musicale, while
Eraritjaritjaka is a stroke of black paint on white.
Its language is crisp, sentences are short, and mu-
sic and text are strictly balanced. Hashirigaki was
a stream of rhythmic prose, it held its own po-
etic beauty, as if sailing above the reality. While
Eraritjaritjaka is a rigorously analytical work, al-
though it has more words and text in it than the
other show. Hashirigaki emerged from the sound
and scenography, while Eraritjaritjaka is rooted in
the text”. “Gageta”, 2005, June 6.



Enena /lbsikoga

Elena Diakova

1. IIpouecc ®.Kagka,
pedic. U cyeHozpag
Anopeac Kpuzen6ype,
Teamp Kammepwunune
Mironxer

The Trial F.Kafka,
dir. Andreas
Kriegenburg,
Miinchner
Kammerspiele

LY
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BAOJ1b NEPEJIOMA BPEMEH

TeaTp HeMeIlKOro MUpa
Ha YexoBckoM decTUBase

ALONG THE BREAK UP OF TIMES

Theatre of the German World
at the Chekhov Festival

Ierep IlTaity, [Tuuaa Baym, Kpucrod Mapraiep,
JIrok BoHau c¢ «Yaiikoi» BeHckoro Byprreatpa,
Maruac Jlanrxodd, XaitHep I'é60enbc ¢ AByMSA
clieKTakIaMu TeaTpa «Buzam-Jlozann» (IlIBeiina-
pus), ®pank Kacropd, Anzgpeac KpureHoypr.
1O - He Bce, HO BakHelilllle UMeHa TeaTpa He-
MeIKOSA3bIYHOT0 MUpa Ha YexoBcKoM ¢decTHBae.

B repmanckux racrponax Yexdecra 3a aBaj-
LlaTh IIATh JIET — Napaj, CleHU4eCKUX TeXHOJIOTUI
U HOBBIX XaHPOB, IIepejioM 3M0XH, OTHOIIIeHUH
¢ TpaguiKe, caMoro crnoco6a 4YyBCTBOBATh: OT
«Tpex cecrep» Ilerepa IllTaitHa B 1989 — yepe3
«Tpex cecrep» Kpucrodpa Mapranepa B 1998 —
K »kecTkoMy rporecky «B MockBy, B MoOcCKBy»
®panka Kacropda B 2010.

[Tposorom K OyzaymuM YeXOBCKUM (eCcTUBAIIM
6bL1 QpecTuBanb «/[Hu TeaTpa PemepaTUBHOI Pe-
cny6nuku I'epmanuu B MockBe» B siHBape 1989
roza, B IporpaMme KOTOPOro OBUTM TPUHAALATH
CIIeKTaKJiel JlecATU TeaTpoB 3amagHoii ['epma-
HUU, B TOM uucie «Tpu cecTpbl» B IIOCTAHOBKE
[Tetepa IllTaiiHa, u moBTOpHBIE racTpoau Teatpa
«I[Tay6tone am JleHuHep I1atiy» ¢ 3TUM e CIeK-
TakJieM B HioHe-uiose 1990 ropa. «BUIIHEBHIN
caz» «[llay6ione» u Illtatina c IOTTolt Jlamie B
posm PaneBckoli mmen Ha ¢ectuBase 1992 roza.
JIMHUIO IPOZODKWIA HOCTaIbrhuieckas TOYHOCTh
«Iaau Banu» Iletepa llTaitna (TeaTpo gu Poma,
Teatpo Crabune au Ilapma) Ha II decTuBae
1996 roza. OTOT «Oeabli YexoB», ero «coeauHe-
HHE MXaTOBCKOHN IOJIMHHOCTU PYCCKOTO OBITa
C HeMeIKOM pacueHeHHOCThIO KaXKZloTO Mura u
OBIDKeHUsT» (Anexcell bBapmowesuu) cTamud s

73

Peter Stein, Christoph Marthaler, Luc Bondy
with The Seagull of Vienna Burgsteater, Matthias
Langhoff, Heiner Goebbels with two productions
of the Swiss Vidy-Lausanne company, Frank
Castorf, Andreas Kriegenburg. This is not a
complete list but these are the most significant
names of the theatre of the German language-
speaking world at the Chekhov Festival.

During 25 years the German theatre
programme of the Chekhov festival was a parade
of stage technologies and new genres, of the
epoch’s break up, of relationship with traditions,
of the mode itself how to feel: beginning from
Three Sisters by Peter Stein in 1989, continuing
with Three Sisters by Christoph Marthaler in 1998
and coming up to hard grotesque in To Moscow,
To Moscow by Frank Castorf in 2010.

The festival “Days of the Federal Republic of
Germany Theatre in Moscow” in January 1989
was a kind of prologue to future Chekhov Festival
editions. It numbered 13 productions of 10
companies from West Germany including Three
Sisters directed by Peter Stein and the second tour
of “Shaubuhne am Leniner Platz” company with
the same production in June-July 1990. The Cherry
Orchard directed by Stein with Jutta Lampe in the
leading part of Ranevskaya was presented at the
Chekhov Festival in 1992.

At the II Chekhov Festival in 1996 this trend was
continued with nostalgic precision of Uncle Vanya
by Peter Stein (Teatro di Roma, Teatro Stabile di
Parma). That“white Chekhov” and thatcombination
of the Moscow Art Theatre authenticity of Russian
life and German fragmentation of each moment
and each movement” (Alexey Bartoshevich) the



TEATP HEMELLKOIO MUPA

THEATRE OF THE GERMAN WORLD

2-3. BuwHesblil cad
A.Yexos, pexc. [lemep
IIImaiin, Teamp Ilay6rone
am JlenuHep Ilnay,

The Cherry Orchard
A. Chekhov, dir. Peter
Stein, Schaubiihne
am Lehniner Platz

4-5. /Tada Bausa
A.Yexos, pexc. [lemep
IImaiin, Teampo ou
Poma n/p JI.PonkoHU
u Teampo Cmabue
ou Ilapma n/p
Banvmepa Jle Monu

Uncle Vanya
A.Chekhov, dir. Peter
Stein, Teatro di Roma
and Teatro Stabile

di Parma

audience considered to be an almost model sample
of psychological theatre. But already in the end
of Stein’s The Cherry Orchard the collapsed branch
of the hacked down tree broke through the window
of the house marking the end of the epoch’s
harmony and of the epoch itself.

Stein’s Chekhov in the 1996 CF program was
accompanied by his Moscow production The
Oresteia. It was the first work of the world famous
foreign director in Russia since the time of Gordon
Craig and Stanislavsky cooperation, and the first
project in which the Chekhov Festival acted as a
producer. It took seven years to produce The Oresteia
and this was reflected in anecdotes and epics. A story
about Marshall Yazov, the USSR Minister of Defence
at that time, was rumoured in Moscow theatre
circles: when he was asked to provide the venue of
the Army Theatre he said: “To let a German stage a
Greek author in my theatre? Never!” It was a good
luck that money for the project had been collected
by the autumn of 1993. Stein arrived in Moscow to




3pUTEJIA MOYTHU STAJIOHHBIM 00pasIioM IICHUXOJIO-
TUYECKOTOo TeaTpa.

Ho yxe B ¢uHane «BumrHeBoro caza» IlltaitHa
PYXHYBIIIasi BETBb CPYOIEHHOTO ZiepeBa BIaMbIBa-
Jlach B OKHO Z]oMa, 0003Hauas KOHeIl 3IOXU U ee
TapMOHUU.

Yexosy llITaiina B mporpaMmme 1996 roza comyT-
CTBOBaJsia €r0 MOCKOBCKasi «OpecTesi» — mepBasi co
BpeMeH paboTel ['opzroHa Kpara co CTaHUCIaBCKUM
ITOCTAHOBKA 3apy0OeKHOTO Pexuccepa ¢ MUPOBBIM
uMeHeM B Poccuu U IepBbIM IPOAIOCEPCKUN IIPO-
ekT YexoBckoro ¢ecruBana. Vcrtopus c «Opecte-
eli» JyIuiach ceMb JIeT, IPOCTUpPasACh OT aHeKJoTa
(1o TeaTpasbHOU MoOCKBe Tyl OTKJIWK Mapliaa
f3oBa, Torga muHucTpa o6oponsl CCCP, Ha Tpock-
6y TpeZoCTaBUTH MPOeKTy cueHy Tearpa ApMumu:
«4YTOOBI KaKOW-TO HEMEL] CTaBIJI KaKOr'0-TO I'peKa
B MOeM TeaTpe!») 70 amoca. Bosero cyanbbl cpea-
CTBa Ha MPOEKT ObLIM coOpaHbl K oceHn 1993 roga.
[ltaiin npwieren B MOCKBY, YTOOBI IPUCTYIUTD
K peneTUINsaM, TOYHO 3 OKTAOPS, B IEPBHIN /JeHb
NIPOTHUBOCTOAHUA Yy besoro goma.

B IllepemeTbeBO, BCTPETUB pexkuccepa, Barepui
[lazpyH NpeoKWI eMy HeMeAJEeHHO BEpHYTbCA
B I'epmanuro. llltaiiH oTkaszasuca. «EAUHCTBEHHBIN
Pa3 B XKU3HU 5 TaK OJIM3KO BU/EI U OCS3aT MUPOBYIO
HUCTOpUIO», — CKakeT OH B 2014, Ha Beuepe, ITOCBA-
meHHOM 20-JIETHIO CO JHS IIpeMbephl «OpecTen», 06
oceHu 1993-ro roza, mpoBesieHHoOU B Mockse.
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6-10. Opecmes dcxun,
pedc. [lemep IlImatin,
MexcdynapooHas
KoH@edepayus
meampaibHblX
coto3o8 (MKTC)

u «Xau-IIpodyKyuoH»
Mionxen

(OO0 «MenvnomeHa»)
8 compyodHuuecmae

¢ Teampom
Poccutickoil Apmuu

The Oresteia
Aeschylus, dir. Peter
Stein, ICTA and Hahn
Produktion Miinchen
(GmbH ‘Melpomene’)
in cooperation with
Russian Army Theatre

start rehearsals on the 3rd of October. It was the first
day of confrontation at the White House.

At Sheremetyevo airport Valery Shadrin offered
him to return back to Germany but Stein said no.
“For the first time in my life I watched and sensed
so close the world’s history“, he said in 2014 at the
reunion event dedicated to the 20™ anniversary of
The Oresteia recalling the autumn of 1993 spent in
Moscow.

‘The eight hours’ Aeschylus epics introduced
a new Stein. Harsh laconism of scenography,
darkness dramatized by real fire, roaring laughter
of Clytemnestra (Ekaterina Vasilyeva), covered
with Agamemnon’s blood, Elektra’s (Tatiana
Dogileva) words thrown to the audience — “We are
united by hatred, common in our house”, chorus in
black mafia cloaks and hats, white shirt of Orestes
(Evgeny Mironov) led by Time and Fate against his
will to crime. All that was not “Chekhov’s elegy” but
the encephalogramme of Russia of the 1990s.

In 2001 another Chekhov Festival project was
presented within the World Theatre Olympics
programme (it was the IV Festival edition) — Hamlet
staged by Stein with Russian actors and again with
Evgeny Mironov in the leading part. The chamber
stage, surrounded by spectators on four sides, was
empty as a blank sheet of paper. In this production,
Stein’s psychological theatre was substituted by
the theatre of ideas, devoid of material presence of
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BocbMu4acoBo#l armoc Ocxwia NpeAcTaBUl Apy-
roro IlltafiHa. CypoBBIH JJAKOHW3M ClieHoTrpaduw,
MIVIa, TOA4YepKHYTasA KUBBIM OTHEM, XOXOT Kitnrem-
HecTphl (ExaTeprna BacuibeBa), TOKPBITOYM KPOBBIO
AraMeMHOHa, OPOIIIEHHAs B 3aJ1 PEIUIMKA DJIEKTPHI
(Tarbsina Jlorunesa): «Hac 00beuHAET HEHABUCTD,
ob1ast B IoMe», XOp B YEPHBIX MabHO3HBIX IUIAIIax
U nuisanax, 6emas pybaxa Opecra (EBrenuit Mupo-
HOB), KOTOPOT'O BpeMs U POK BeZyT K IIPeCTYIUIEHUIO
MIPOTHUB €ro BOJIH, — ObLTH Y)Ke He «4eXOBCKOH 3JIeru-
efi», a sHIedanorpammoit Poccuu 1990-x.

B 2001 roay, B nmporpamme III BcemupHoii Te-
arpangbHoM Onumnuazbl (IV  ¢decTuBanb), ObLI
Tpe/iCTaBleH ellle OAWH TMPOAIOCEPCKUMN TPOEKT
YexoBckoro dectuBainsi — «amer» IllTaiiHa ¢ pyc-
CKUMU aKkTepamu, cHoBa ¢ EBrenveM MupOHOBBIM
B IaBHOU posu. KamepHas ciieHa, ¢ YeThIpex CTo-
POH OKpY)XeHHas 3pUTEeNIIMH, ObUIa YKUCTa, KaK
JIMCT: mcuxosorudeckuit teatp llraiiHa cMeHmICA
B OTOU MMOCTAaHOBKE TeaTPOM HZeH, CBOOOAHBIM OT
IJIOTH clieHorpaduu. HocTambrudecky MBIIIHBIH,
«CTapUHHBIN» TeaTp clieHbl «MblllenoBKa», peHec-
CaHCHOe BesuKojenue Brazumuypa DTyiia B poiu
[lepBoro akTepa JUIIb MOAYEPKHYIU KOHTPACT C
COBpEMEeHHBIM ackeTusMoM «[amieTa». Obe mocTa-
HoBkU [leTepa IllTaliHa cTany nmepBBIMU racTPOIb-
HBIMM TpoeKTaMu YeXOBCKOro decTuBass, Iep-
BBIM OIIBITOM €ro MeXXJYHapOAHBIX KOIPOAYKIIUH.

scenography. Nostalgically rich, ancient theatre in
the “Mousetrap” scene and Renaissance splendor of
Vladimir Etush in the part of the First Actor had only
emphasized the contrast with the contemporary
asceticism of Hamlet. Both Peter Stein’s productions
became the first Chekhov Festival’s touring projects,
its first co-producing experience. Only in 1994 The
Oresteia was presented at the festival in Epidaurus,
at the Edinburgh Festival, at the Autumn Festival
in Paris, in Weimar, in Munich. Working with Peter
Stein played a very important role in the artistic life
of Evgeny Mironov.

The first Chekhov festivals featured certain
interest to new European drama. In 1996, Russian
spectators learnt about Elfriede Jelinek’s works
for the first time. Her theatrical text Clouds. Home
(almost “centos”, fusion of German poets’ and
philosophers’ lines from romanticism up to 1950s)
was represented by performance of Hamburg
Deutsches Schauspielhaus.

Aproduction based on Roland Shimmelpfenning
play The Arabian Night was presented in 2003 at
the V Chekhov Festival on a special programme of
Stuttgart Schauspielhaus. The Russian audiences
also saw Night Just Before the Forests by B.-M.
Koltes, Bremen Freedom by R.W. Fassbinder and
The Vagina Monologues, in those days a mind
blowing play by a radical feminist Eve Ensler.

12

12. Bpemenckas ceo60da P.B.Paccbudep,
pexc. XKaxnumn Kopumronnep,
Tocyoapcmeennulii meamp I[Imymeapma

Bremen Freedom R.W. Fassbinder,

dir. Jacqueline Kornmueller,
Staatstheater Stuttgart

13. Apa6ckas Houb P.IITummenvndentue,
peac. Camioans Batic, TocydapcmeeHHblil

meamp IlImymeapma

The Arabian Night R.Schimmelpfennig,
dir. Samuel Weis, Staatstheater Stuttgart

14. MoHon02u 8azuHbl
N .Ducnep, peac.
Mapmuna Bpobens,
ITepedsudcHoll

meamp «Kopobka» —
TocyoapcmeeHHbLil
meamp IlImymeapma

Vagina Monologues

(Tompko B 1994 «Opecres» mpomuia Ha ¢decTuBane
B DnuaBpe, Ha DAuHOyprckoM dectuBaie u OceH-
HeM dectuBase B [Tapuke, B Belimape, MioHXeHe).
Pa6ora c Iletepom IllTaiiHOM chirpajna GOJIBIIYIO
POJIb B TBOpUYECKOU cyznbbe EBreHust MUpOHOBa.
[TepBrie YexoBckue ¢ecTUBaIN OTMEUYeHbl HH-

At present, plays by Roland Shimmelpfenning
are staged in more than forty countries but then,
in 2003. the range of his prominence was still to
be defined. The Arabian Night was written in 2001.
Such an early acquaintance of Russian audiences
with the European stage bestseller was quite a rare

TepecoM K HOBOH eBpoIeiickoli mbece. B 1996 roxy  practice; in fact, it was acception of new norms.
PYCCKUii 3pUTeb BIIEPBbIe MO3HAKOMMUICS 37ech ¢ Suffice to say that Bremen Freedom, a 1972 script
TBOpYecTBOM JDnbppubl EnuHek: ee TeaTpanbHbli by R.W. Fassbinder was just as new for the Moscow
TeKcT «Tyun. Ouar» (IIOYTH LIEHTOH, cIulaB cTpok theatre fans.
HEMEIKHX [TO3TOB ¥ GHI0c0POB OT pOMAHTHU3MA JI0 However, it was becoming more important for
1950-x TomoB) GbLT IIpeAcTaBieH cruekTakaeMm raM- the Chekhov Festival to search for new forms rather
6yprckoro Deutsches Schauspielhaus. than for new texts.

B 2003, B cnmenmporpamMmMme Tearpa Stuttgart The play Three Sisters directed by Christoph
Schauspielhaus Ha V YexoBckom pectuBaie npouvia Marthaler (“Folksbuehne”, Berlin) was presented in
rmocTaHoBKa 110 nbece Ponanza [MumMensndennura 1998 at the III Chekhov Festival. The juxtaposition

E.Ensler, dir. Martina
Wrobel, Theater Kiste —
Staatstheater Stuttgart

11. T'amnem
Y.1lexcnup,

pec. ITemep IImatin,
MKTC, MT® um.
A.Il.9exosa,
Hemeuxuit
KYAbMypHbL

uenmp um. Ieme

Hamlet W.Shakespeare, «Apabckas Houb». PoccuiickoMy 3putento O6butu mo-  of exhausted, embarrassed, devoid of age and
dir. Peter Stein, . .
ICTA, CITE Ka3aHbl Takke «Houb Ha mopore ysiecoB» b.-M. Konmb-  destiny characters and the cyclopean staircase

The Goethe-Institut

Teca, «bpeMeHckas cBoboga» P.B. ®accbunzepa constructed by stage designer Anna Viebrock with
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«Tpu cecTpbl» Kpucrodpa Mapranepa (TeaTp
«Donbkcbione», Bepaun) mum B 1998 roxy Ha
11T dectuBasne. KoHTpacT U3My4YeHHBIX, paCTEPSH-
HBIX, JIUIIEHHBIX BO3PacTa U CyAbObI epCOHaXen
U IUKJIONUYECKON JIECTHUYHON IUIOIIAZKU, BBI-
cTpoeHHOM cueHorpadpom AnHON PUOPOK, C de-
TUYECKOM TOYHOCThIO «Oeymoro YexoBa» IllTatiHa
OIIEJOMJIAN (3alIOMHWICA BOIIPOC IIBITJIMBOIO MO-
CKOBCKOTO 3puTessi Mapranepy Ha GeCcTUBAIBHOM
06CyX/IEHUU: a COCTpaZiaeT Ju oH reposm?). Ho
nMeHHO oT «MapTtanepa—1998» pacxoparca He-
CKOJIBKO CKBO3HBIX, CTPYKTYPOOOPasyIONUUX JUHUN
Yex0BCKOTO GeCcTUBAIA.

[losBiAeTca CTOMKUM WMHTepec K TeaTpy Ha

15-16. Tpu cecmput A.Yexos,
pexc. Kpucmog Mapmanep, ®onvkcbione
am Posza-JTrokcembype-Ilnay

Three Sisters A.Chekhov, dir. Christoph

U COTpACaBIIasA yMHBI B Te T'O/bl ITbeca paJUKaabHON
demunucTku VB DHCep «MOHOJIOTH BarWHbI».

Cerozusa mbeckl Ponanga IlummenbrideHHUTA
TOCTaBJIEHBl B COPOKA C JIUIIHWUM CTPaHaX, HO B
2003 maciiTab ero U3BECTHOCTH JIUIIb OTIPEes-
cs. «Apabckas Houb» HanucaHna B 2001. Takoe 6bI-
CTpO€e 3HAKOMCTBO POCCHUMCKOU MyOJIUKU C €BPO-
MMENCKUM CIIEHUYECKUM OecTcesiepoM ObUIO elre
pelKOl NPaKTUKOM, yTBep:KAeHHEM HOBOM HOP-
MBI (JIoCTaTOYHO CKa3aTh, YTO CTOJb YK€ HOBBIM
TEKCTOM /I TeaTpaJbHOU Mocksrl-2003 crana
«BpeMeHCcKas cBoboza» — ciieHapuii Paccounzepa
1972 roga).

BrpodeM, MOMCK HOBBIX GOpPM OKaszaucsa s
Yex0oBCKOT'O BaKHEM ITOMCKA HOBBIX TEKCTOB.

Marthaler, Volksbiihne IPaHU APaMaTUYECKOTO U MY3BIKAJIBHOTO: Teposi-
am Rosa-Luxemburg-Platz 18-19. Ipexpacuas MM CJIEAYOIIMX (1)eCTI/IBaJIeI71 CTaHyT IOpI/IfI Jlro6u-
MenbHU1UXa MOB ¥ Bnagumup MapThIHOB € «ATIOKaJIUIICHCOM»,
17. Kpucmog Mapmanep I‘f’éﬁy g}ef; 'Cnr;w 6 Kawma I'makac u Anekcanzp bakuu ¢ «[TonmudoHu-
Christoph Marthaler Mapmanep, el mupa», CaiiMoH MakbepHu c «Illymom BpeMe-
Maywnunexayc HU», TJle XPUII CTApOT0 PaZIio M Urpa CTPYHHOIO
“white Chekhov” elegiac accuracy was shocking. Liopux ) «JMepcoH kBaprera» (CIIA) caummch B MHUCTe-
(A question of some curious Moscow spectator at I\T/Eilz;('l’.ieﬂ(;{fzhe Fair puto cyab6sl [llocTakoBUYA.
one of the Festival’s discussions stays in memory — (Die schéne Miillerin) B Tom e psazy — HOBas A1 MockBel-2001 zeko-
“Do you have compassion for these characters?”). F.Shubert, PaTUBHOCTD, CIOXKHEHIIasA CBETOBAs IApTUTypa U
But that was there at Marthaler-1998 when several ]‘f/l[zrf}}llgi"ph duocodpekr obocHOBaHHAsE GparMeHTapHOCTb Gec-
transversal structure forming lines channel off. Schauspieihaus CIOKETHOI'O JielicTBa B My3bIKaJbHBIX CIEKTaKJIAX
The Festival develops persistent interest to the Zurich Xatinepa T'€66enbca («Xamwpuraku» u «OpapuT- 18

theatre on the edge between drama and music. The
leading persons of the following festivals would
be Yuri Lyubimov and Vladimir Martinov with
Apocalypse, Kama Ginkas and Alexander Bakshi
with Polyphony of The World, Simon McBurney
with Noise of Time where the hoarse radio voice
and sounds of the Emerson String quartet (USA)
melted into the passion play of Shostakovich’s life.

Furthermore, in 2001 in Moscow there were a
number of musical performances full of decorative-
ness, most complex light design and philosophically
justified fragmentation of the plotless action includ-
ing Hashirigaki and Eraritjaritjaka — musical produc-
tions by Heiner Goebbels (Théatre Vidy-Lausanne,
Switzerland, 2001 and 2005). And, of course,
Christoph Marthaler again with his Die Schone
Miillerin based on F. Schubert’s Songs (Zurich
Schauspielehaus, Switzerland, 2003). In 2013 and
2015 this trend was continued with Harmonia
Caelestis (Burgtheater, Vienna) and Doppelgdnger
(Schauspiel Stuttgart) staged by David Marton, a
German director of a new generation, Marthaler’s
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J)KapuTKaka» Tearpa Buzawm-Jloszans, IlIBedmapus, B
2001 u 2005 rozjax). U, koHe4HO, BHOBb Kpuctod
Mapranep c «IIpeKkpacHOW MeTbHHUYUXON» IO MO-
tuBam «[lecen» ®. Illybepra («[ropux Ilaymmmib-
xayc», [lIBetiniapus) B 2003-m. B 2013 u 2015 rozax
3Ty JIMHUIO IIPOZODKUT HEMELKUI pexyiccep HOBOTO
NOKOJIeHud, nlocegoBarens Mapranepa Jasug Map-
TOH co crekTakaaMu «HebecHas rapMoHus» (BeH-
ckuii Byprrearp) u «/IBoitHuk» («[aymmwie ITyT-
rapr»). K aToMy ke xaHpy IpUHazjexaT IIPOEKTHI
Brazumupa ITaHKOBa, HPOZAIOCEPOM KOTODPBIX OBLT
YexoBckuii pectrBaib: («CBagbba» — KOMPOAYKIUA C
Teatpom umenu Auku Kynams! (Munck), «T'opogOK»,
«Cungpom Opdest» — KOIPOAYKIUA ¢ TeaTpoM Bu-
mu-Jlosann (IIBefiniapust), «BoiHa» — KOIPOAYKIIHSA
¢ DAUHOYPrCKUM MeXAYHAPOAHBIM GpeCcTHBANIEM).
Ot GOPMEBI CTAHOBWINCH OCTPUEM ITOWICKA B
TeaTpe Havyasa CToleTus. «f paboraro ¢ TakuM Tea-
TPOM, B KOTOPOM MY3BIKa, CBET, 3BYKH... OCTAIOTCA

20. HebecHas 2apMoHUs
MY3bIKAIbHbLL Meamp

no pomawy I1.5cmepxasu,
pedic. Zlasud Mapmo,
Bypzmeamp, Cuena KasuHo

Harmonia Caelestis after
P.Esterhdzy, dir. David Marton,
Burgtheater — Kasino

am Schwarzenbergplatz

21. [leoiinuku
«MY3bIKANbHDLIL Mmeamp»

no momusam 5.T.A.Topmana,
pedic. Zlasud MapmoH,
Haywnuns IIImymeapm

Doppelgdnger, Musical Theatre
after E.T.A.Hoffmann, dir. David
Marton, Schauspiel Stuttgart

follower. Vladimir Pankov’s productions produced by
the Chekhov Festival belong to the same genre — The
Wedding, a co-production with Yanka Kupala Theatre
in Minsk, GorodOK (the US-Russia co-production)
and Orpheus Syndrome, a co-production with Théatre
Vidy-Lausanne, Switzerland, The War — a co-produc-
tion with the Edinburgh International Festival.
Those forms were in the centre of theatrical
searches in the beginning of the century. “I work
with the theatre where music, light, sound remain
independent. Their interpenetration takes place
already within the spectator’s perception. ...It’s a
feature of our time: the main impulse for theatre
development doesn’t come from the centre, from
director or playwright as it has always been but
from the periphery. As a director, Robert Wilson
was born from the light, Christoph Marthaler —
from the sound, Pina Bausch — from the dance”.
(An interview with Heiner Goebbels in Moscow).

22-23. Xawupuzaku
X.Ié66enwc no pomany I.Cmaiin
«CmarosieHue amepuKkanyess,
pedic. u komnozumop XaiiHep
Té66enwc, Teamp Budu-Jlozanu

Hashirigaki H.Goebbels after
The Making of Americans by
G.Stein, dir. and music Heiner
Goebbels, Thédtre Vidy-Lausanne

24. Spapumxcapumicaxka
no mekcmam B.Kanemmu,
pedic. Xatinep Te66ensbc,
Teamp Buodu-JIozaHH

Eraritjaritjaka based on texts
by E.Canetti, dir. Heiner Goebbels,
Thédtre Vidy-Lausanne

25. Xatinep Ie€66enbc
Heiner Goebbels

One more feature typical for all the Chekhov
Festival editions which started to develop from
Three Sisters by Marthaler was its interest to the
European theatre tendency for withdrawal, even
rejection of the storyline. Fragmentation of texts
and scores demonstrates not only the arrival of post-
dramatic theatre but also extremely complicated
relationship with its own classical heritage. And,
may be even a transformation of identity in the new
age and the new world.

The Chekhov Festival has never been as social
as Avignon or Vienna Festivals. But its German
projects provided the most seriously-minded
Russian audience with the first outline ...so to say...
of new European self-awareness. In this respect, the
V Chekhov Festival was especially relevant (2003).
Apart from the “new drama” programme of the
Stuttgart theatre and The Government Inspector
directed by Matthias Langhoff, Moscow public
was presented with Die Schéone Miillerin (The Tale
of the Fair Miller’s Wife) directed by Marthaler and
Master and Margarita directed by Frank Castorf
at “Folksbuhne” company from Berlin with Martin
Wuttke playing parts of Master and Pontius Pilatus.

In 2003 the Festival demonstrated new
technologies —video projections, presence of avideo
operator among the characters on stage, close-ups
of actors’ faces. They were taken in as a branded
creative device of Frank Castorf and generated a
storm of discussions in Moscow. In 2005 the same
reaction followed new video technologies, elegant
“tromps d’oeil” of the XXI century in Eraritjaritjaka
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He3aBUCUMBIMHU. X B3aMMOIIPOHUKHOBEHUE IIPO-
HUCXOJUT YK€ B CO3HAHMU 3pUTeNA. ...JTO Xapak-
TEpHO JJiA Halllero BPpeMeHU: OCHOBHBIE MMIIYJIb-
CBL Z/I pa3BUTUA TeaTpa IIPUXOJAT He U3 IIeHTpa,
He U3 PeXUCCYPHl U ApaMaTypruu, Kak 3T0 ObUIO
Bcerga, a ¢ nepudepun. Bob YUICOH Kak pexuccep
poawicsa u3 ceeta, Kpucrop Maprasnep — 13 3ByKa,
[Muna Bayur — u3 TaHia», — roBopu XaitHep [€6-
6eJIbC B OTHOM 13 MOCKOBCKUX UHTEPBBIO.

Emnle ofHa M3 CKBO3HBIX TeM YeXOBCKoOro de-
CTHBAJIA, HauyaBllasg pasBUTHE OT «Tpex cecTep»
Mapranepa, — UHTepec K TeHeHIIUU OTCTYIUICHUH,
TIOYTU OTKa3a eBPOIENCKOIo TeaTpa OT CIOXKETHO-
ctu. PparmMeHTanysa TEKCTOB U MapTUTYP, 0603Ha-
yarolas He TOJIbKO IpHUIIeCTBHE MOCTApaMaThye-
CKOT'O TeaTpa, HO U KpalHe CJIOXHble OTHOILIEHU
€ COOCTBEHHBIM KJIACCUUYECKUM HACTEANEM.

U pake, MoOXeT OBbITh, — TpaHcHOpPMAIIUIO
UJEHTUIHOCTA B HOBOM Be€Ke 1 HOBOM MUpe.

YexoBckuii pecTUBAIb HUKOIZA HE OBLT TaK CO-
yaieH, Kak ABUHbOHCKUM U1 BeHckuii. Ho B cBoux
repMaHCKUX ITPOeKTaxX OH ZlaBajl caMou BAyMYUBOMN
YaCTH POCCUHCKON My6IUKY TIEPBHIN aOpHC... eCIH
YrOLHO — HOBOT'O caMoco3Hanusd EBporibl. B aToM OT-
HOILIEHUM 0cob0 TpumedaresneH 6bU1 V pecTuBaIb
(2003). [MTomuMo mporpaMMbl HOBOM IIbeCHl TeaTpa
us llltyrrapra u reHys3ckoro «PeBusopa» MaTtuaca
Jlarrxodda nwmm «[IpekpacHas MeJTbHUYHXa» Map-
Tasepa u «Mactep u Maprapura» ®panka Kacrop-
¢ba Gepnutckoro teatpa «PosbkcOOHE» ¢ MapTu-
HoM BytTke B posax Macrepa u IlonTtusa Ilunara.

decTuBaNb eMOHCTPUPOBAI HOBBlE TEXHOJIO-
ruu: B 2003 rogy — BUZieO Ha ClieHe, IPUCYTCTBUE
BHUZeoollepaTopa Cpeid IepcoHaXel, KpyIHbIe
IJIaHBl aKTEPCKUX JIUL], BBIBEJEHHblE Ha 5KpaH,
ellle BOCIPHMHHUMAIUCh KaK aBTOPCKUM IpHUeM
®panka Kactopda u BeI3Basu B MockBe 6ypio
obcyxxaenuti. (B 2005-M Tak ke ObLTM BOCIIPUHS-
ThI HOBbIE TIPUEMBI PabOTHI C BU/EO, dJIE€TaHTHBIE
tromp d’oeil o6manku XXI BeKa B «DpapUTIKAPUT-
»Kaka» [é60enbca, re BUAEO, CHATOE 3apaHee Ha
yaunax MOCKBBI, COeAUHANOCH C «IIPAMOM TpaHC-
JiAnMel» U3 MOCKOBCKOM KBapTHUPHL — JeKopalluy,
BBICTPOEHHOM 3a Ky/ICAMHU).

HepsHas, capkacTryHas, cMATeHHasa urpa Map-
THHa ByTTKe B «MacTtepe» 6bl1a oljeHeHa MOCKBOMA
TaK ke BBICOKO, KaK eCATWIETHEM paHee — KJIaCcCh-
yecku AcHad urpa IOTTel Jlammne. «MacTep-bynrakos
MpUHUMAaeT Ha cebs Bech y)Kac MUpa, B KOTOPOM

by Goebbels. The audience watched the video
shot in advance in the Moscow streets and later
connected with “live transmission” from a Moscow
flat put up behind the stage.

The nervous, sarcastic, troubled performance
of Martin Wuttke in Master and Margarita was
as highly acclaimed in Moscow as Jutta Lampe’s
classical and clear performance ten years before.
Critics wrote: “Master — Bulgakov incurs all the
horror of the world where he has to live and write
his novel...about Pilatus”. In Castorf’s production,
Moscow of 1930s and 1990s was running into
Europe as an inflow into the main river. Neon
fever of cheap bars, psychedelic visions, flashy
Margarita’s make up, noise of railway carriages,
mafia glamour of Voland & Co, poetics of cinema
thriller dissolved in drama, merging of real life
and “screen reality” on monitors — all this created a
picture of the new age.

Asylum where the action of Die Schone Miillerin
by Marthaler was set, ridiculous small men trying
to bring together the broken beads of Schubert’s
songs and to put them into the word “eternity”,
tragicomic contrast of the music inner harmony
and specially conceived provocative chaos of its
artistic presentation on stage, “the ancient beauty”
falling into pieces — this is what the Russian
audience experienced at the Castorf’s performance.
Marthaler’s characters looked as if they were
overtired under the weight of the great heritage.
They felt exhausted not just to go on but also to
carry it forward in all its integrity. Deformation
and fragmentation got the most humane and tragic
explanation. Marthaler’s productions and his eternal
themes became an utterly stunning and unfamiliar
window to Europe in Moscow-2003.

In 2010 the Chekhov Festival was dedicated to
the 150" Chekhov’s anniversary. Frank Castorf’s To
Moscow, To Moscow occurred to be the most hard
and provocative among other co-productions of
the Chekhov Festival and leading European theatre
directors. It was co-produced with the “Folksbuhne”
theatre and the Vienna Festival. Merging Three sisters
and a short story Peasants into one production, Castorf
filled it with exploding gags, biting anachronisms,
red flags and the screen start image of the Russian
contemporary TV news programme “Vesti”.

Castorf defended “his Chekhov”. “I am always
angry with all those subtle, sentimental, nostalgic
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26. ®pank Kacmopd
Frank Castorf

27. Macmep

u Mapzapuma
M.Bynzakos,

pedxc. Ppanx Kacmopd,
Ponvkcbrone am Posa-
Jhokcembype-Tlnay

Master and Margarita
after M.Bulgakov,

dir. Frank Castorf,
Volksbtihne am Rosa-
Luxemburg-Platz.

eMy MIPUXOJUTCA KUTh U COYMHATH poMaH... o [Iu-
JlaTe», — MUCAIA KPUTUKU. B criekTakie Kacropda
Mocksa 1930-x 1 1990-x «Bnagana» B EBpory, kak
IIPUTOK B PEKY: HEOHOBAsA JIMXOPAJKa JelIeBhIX Oa-
POB, TICUXOZeINYeCKIe BUIeHUs, 6POCKUIT MelK-ar
Maprapurhl, FPOM BaroHOB ¥ MabUO3HBIN MUK Bo-
snanga u K, mosTrka KHUHOTpUJIEpa, pacTBOpeHHas
B ZipaMe, CJIUSHUE XU3HU U «dKPAHHOW peasbHO-
CTH» MOHUTOPOB CO37laBay KapTUHY HOBOT'O BeKa.

«[IputoT», rae MpoucxXoAuT AeiicTBue «[Ipekpac-
HOU MeJbHUYUXU» MapTasepa, HeJslelble YeoBed-
KH{, KOTOpBIE MBITAIOTCI CJIOXKHUTh OUTHIA Oucep
neceH IllybepTa B CJIOBO «BEYHOCTh», TPATUKOMHU-
YeCKUU KOHTPACT BHYTPeHHEU rapMOHUU MY3bIKU
U IPOAyMaHHO ITPOBOKAaTUBHOI'O Xaoca ee BOILIOo-
IeHus Ha ClieHe, «cTapas KpacoTa», pacchlllaBlla-
ACS B OCKOJIKU, — CMBIKQJIKCh B OIIBITE POCCUHCKOTO
3puress co cuektakieMm Kactopda.

[lepcoHaxu MapTanepa CIOBHO H3HEMOTaId
107 ’PY30M CBOETr'0 BeJIMKOTo HacaeAusa. beuiu He B
CuIax He TO YTO IIPOJI0JKaTh, — HO M HECTU €ro BO
Bcel nesoctHOCTH. [ledopmaniust u pparMmeHTaIus
IoJIlydaay caMoe 4eJOBe4YHOe U Tparudeckoe IO
cytu obbsicHeHUe. CIIEKTaKJIb M CKBO3HBIE TEMBI
Maprasnepa B HeM cTanu A1 MockBbI-2003 kpati-
He HEMPUBBIYHBIM «OKHOM B EBpoIy».

B 2010 rozy, Ha IX ¢ecTrBae, MOCBALIEHHOM
150-netuto YexoBa, cnektakib Ppanka Kacrtop-
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shows with their immeasurable pity to their
characters. This sentiment irritated Chekhov in
Stanislavsky’s actors... Talks about labour... but
here they are waiting for labour as Vladimir and
Estragon were waiting for Godot! To me Chekhov
is a predecessor of Beckett. The most interesting
thing is his pauses and everything this clever and
very realistic author held back. I've found my
own pause in coinciding plots of Three Sisters and
Peasants. The two texts like two trains are rushing
along the parallel railways, reflecting in each other.
Olga, the leading character of Peasants also craves
to go to Moscow. Away from poverty of the cruel
peasant’s world. And she will do it! In the end of
the story, Olga sets out to Moscow on foot leading
her daughter by the hand. They beg for bread but
they go on. And they will come to Moscow! While in
the play, there is only one person who changes the
world “for herself”. It is Natasha, of course. Chekhov
watched persons like her in Russian life too.

I've never staged him...perhaps because of the
deepest respect. There is no Dostoevsky’s ardour
and pathos in Chekhov, and it makes him so
interesting. Being very clever and realistic person,
he could not make a definite diagnosis to people
and time. It is due to his soberness that he is not
completely sure in anything. And due to the fact
that he is lost and confused”.
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¢da «B Mocksy! B MockBy!» cTay cambIM KECTKHUM
U IPOBOKAaTHBHBIM B pAAY KOIPOAYyKUMM Yexos-
ckoro decTUBAIA U BeyIINUX pexkuccepoB EBporibl
(mpoztocepoM cHeKTakd, Hapay ¢ YeXOBCKUM
¢dectuBaseMm u TearpoMm «®dombkcOloHe», OBUI U
Benckutii pectuBainb). CuHTes «Tpex cecTep» U pac-
ckaza «Myxukn» y Kacropda B3peIBajca raramu,
XJIECTKUMU aHAXPOHU3MaMH, KPACHBIMU (iaraMmu
U 3acTaBKaMH «BecTeli».

Kactopd oTcrauBan «cBoero YexoBa»: «MeHs
BCerza 3JAT 3TU TOHKHE, CEHTUMEHTAIbHbIE, HO-
CTAJbTUYeCKNe CIIEKTaKIN C UX 6e3MepHOU Ka-
JIOCTBIO K I'epoAM. OTOT CAHTUMEHT paszApakall
YexoBa B akTepax CTaHMCIABCKOTO... Pa3roBopel
O TpyZe... HO TYT XAyT TPyZAa, Kak Braaumup u
dctparoH xkayT T'ozo! Jlna meHsa BoobOile Yexos
npeasapseT bexkkera. CamMoe WUHTeEpecHOe — €ro
nayssl. Bce To, 0 4eM yMHBIN, O4eHb Tpe3BbIl aB-
TOp YMOJIYaJl.

Sl Hamesn cBOIO Iay3y B COBIAAEHUU CIOXKETA
“Tpex cectep” ¢ “Myxkukamu”. /[Ba TekcTa, Kak /Ba
roesza, HeCcyTcA MO NapaUleIbHBIM MyTAM, OTpa-
’Kasach ApyT B Apyre. Onbra, reporHa “My>KUKOB”,
TOXXe pBeTcsa B MOCKBYy. V13 HUIIETHI, U3 KECTOKO-
ro KpecTbAHCKOro Mmupa. 1 ona npuzet B MockBy!
B dwunane pacckaza sta Onpra yxoauT B MoCKBY
MIEIIKOM, 3a PYKy ¢ fodepbio. OHU IpocAT xiueba

In the series of jubilee Festival’s productions (and
it seems that most of all, in Castorf’s production)
Chekhov was again separated from his time and
its elegiac essentials. Neither “peasants” nor “the
Prosorovs” are tied to their place of birth and our
Russian spectators have accepted that they belong
to the whole world. Although the new “diagnosis to
people and time” has not yet been made.

“Thanks to the Chekhov Festival a list of
outstanding theatre directors who haven’t visited
Moscow at least once will end soon”, the critics
wrote after the first tour of Castorf’s production.
In 2013 the list was enlarged by a significant name
of Andreas Kriegenburg with his Der Progzess (The
Trial) after F. Kafka (“Kammerspiele”, Munich).
One of the most astounding shows of that decade
amazed spectators with a powerful set on the stage
(Kriegenburg directed and designed Der Prozess).
It represented a concrete construction inclined
at an angle of 45 degrees that looked like war
blockhouse or a concentration camp incinerator.
Eight small persons of both sex reminding Chaplin
moved along the inclined plane. Each of them was
Josef K. And each one was his jailer.

Strangely, The Trial (Der Prozess) by Kriegenburg
occurred to be the only Chekhov Festival’s
production from Germany that dealt with the
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28. B Mockeay!

B Mocksy!

no npouseedeHuUAM
A.Yexosa, pedc.
®park Kacmopd,
PonvkcbroHe am Posa-
JTiokcembype-Tlnau,
MT® um. A.I1.Yexosa,
Benckuil pecmusans,
Hncmumym I'eme

8 Mockae

Nach Moscau!
Nach Moscau!
adapted from
A.Chekhov’s Three
Sisters and Peasants
by F.Castorf, dir. Frank
Castorf, Volksbiihne
am Rosa-Luxemburg-
Platg, CITF, Wiener
Festwochen

and Goethe Institute
in Moscow

1107l OKHAMU — HO uAyT. U mpuayT! B mbece »xe TOJb-
KO OJIMH YeJIOBEK U3MeHAeT MUp “nof cebs”. KoHeu-
Ho, HaTarmra. YexoB BU/ies1 U ee B pyCCKOM JKU3HU.

{l ero HUKOIZ|a HEe CTaBWI... BOSMOXKHO, U3 IVIy-
6okoro yBaxkeHusa. B UYexoBe HeT mbuta U mado-
ca JlocToeBckoro, 4yeM OH U UHTepeceH. YeloBeK
O4YeHb YMHBIM U TPe3BbI, OH HEe MOXKeT [TOCTaBUTh
ACHBIM AMarHo3 JIoAAM U BpeMeHU. IloToMmy uTo
MMEHHO 110 TPe3BOCTHU CBOeU HU B YeM He yBepeH
Z10 KOHIIA. 11 OT 3TOro NOTepsH U pacTepsaH».

B 1nukie 106MWIEHHBIX KONPOAYKIUN becThBa-
aa (v, kaxkercs, y Kacropda — 6osee Bcero) Yexon
CJIOBHO OBUI OKOHYATENTbHO DA3IydyeH CO CBOUM
BpeMeHeM U ero 3JerudyeckuM peKBU3UTOM. Hu
«MYKUKWU», HU «[Ip030pOBEI» yKe He IPUKPEIIEHb
K MeCTy POXZAEHHA — U OTeUeCTBEHHBI 3pUTeb
CMUPUJICA C UX BCECBETHOCTBIO. BIipoueM, 1 HOBBIY
«JarHO3 JIIOAAM U BpeMeHU» ellje He II0CTaBJIeH.

«CIIUCOK BBIZAIONINXCA PEKUCCEPOB, TaK HU
pasy U He TOOBIBAaBUIMX B [lepBONPECTOJNBHOM,
6iarozapss YexoBcKOMy (eCcTHUBaII0 CKOPO OKa-
JKeTCsA COBEPIIEHHO IIyCT», — IIKMCaIy KPUTHUKHU II0-
cse mepBBIX racTposeir Kacropda. B 2013 rozay k
CIIMCKY yYacTHUKOB YexdecTa 1006aBWIOCH BECh-
Ma 3HauyuMmoe uMs AHzpeaca Kpurenbypra c ero
«[Tponieccom» o motuBam ®. Kapxu (MroHxeH-
ckuii TeaTp «Kammepimuie»). OAUH U3 CaMBbIX
APKUX HEMELKUX CIeKTakJIel JecATWIeTUs 1opa-
JKaJT MOIITHOM ClleHUYecKol KoHCcTpykumein (Kpu-
reHOypr — U pexxuccep, U ciieHorpa¢ «I[Iporecca»):
GETOHHBIN «IVIa3» MOJ YIJIOM 45 TpajycoB K CIIEHe,
IIOXOXXWM Ha 0T M KOHIIarepHyo Ieyb. BoceMb
«JaIUTMHCKUX» YeJIOBEUYKOB 000€ero IoJy JABUTa-
JINCH II0 HAKJOHHOM IUIOCKOCTU. KaXKAbIF M3 HUX
611 Mosed K. U1 Kask/[blii — €ro TIOpeMIIUK.

Kak Hu crpaHHoO, «[Ipouecc» Kpurenbypra oxa-
3ajcad eAUHCTBEHHBIM T€PMaHCKUM CIEKTaKJIeM
YexoBckoro ¢ecTrBas, 06paleHHBIM K OIBITY TO-
TaJruTapu3Ma IepBoi mosoBUHEI XX Beka. OcTpoTa
COLMaIbHOI'O 3peHud Tearpa [epmannu koHna XX
BeKa U crieriuédurka Beibopa UeXoBCKOTO decTuBass
B OTPOMHOM U LIBETYIIIEM MUPE 3TOT0 TeaTpa Opuin
obpaleHsI K pyromy (1 BO3MOXHO — K 60jiee Bax-
HOMY): K IIOIIBITKaM TeaTpa «HEMEIIKOr0 MUpa» 00-
PHUCOBATh U OHATH OOJIMK HOBOTO, HACTYTIAIONIETO
cronetud. [IycTp razatesbHO — B BUZEO3KCIIEPU-
MeHTax Kactopda, pBaHbIx akkopzax MapTaiepa,
6yMakHbIX acazax ¥ pa3poO3HEHHOW POCCHIIIH I~
tat XatiHepa [€66embca.

29. IIpouecc P.Kagpka,
pedic. U cyeHozpag AHOpeac
Kpueen6ype, Teamp
Kammepwnune MioHxen

The Trial F.Kafka,
dir. Andreas Kriegenburg,
Miinchner Kammerspiele

30. Andpeac Kpuzernbypz

Andreas Kriegenburg

totalitarianism of the first half of the XX century.
The sharp social sight of the German theatre in the
end of the XX century and the Chekhov Festival’s
selection from the enormous blooming world of
this theatre were focused on something different
(and perhaps more important) — on attempts of
the “German world” to grasp and depict, even by
guess, the shape of the new oncoming century —
in Castorf’s video experiments, Marthaler’s torn
chords, in paper facades and loose fragments of
quotations of Heiner Goebbels.
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Maiia Kobaxuodse

Maya Kobakhidze

1. Camoybuiicmeo
8J1100.J1eHHbIX

6 CoHadzaku
Tuxamauy
MoHO03a9MOH,
Teamp «Bynpaky»

The Love Suicides
at Sonezaki
Chikamatsu
Monzaemon,
Theatre Bunraku

LY

P> X2®)

ANOHWUA B NOJIE 3PEHUA
YEXOBCKOIO OECTUBANA

JAPAN IN THE FOCUS
OF THE CHEKHOV FESTIVAL

B Hauvasme 90-x rozoB TBOpYECKHE COIO3BI OKasa-
JIUCh B CBOOOJHOM IUTaBAaHUU W MHOTUM, MOPOM
6e3yCIlenTHo, MPUIIIOCh UCKATh cebe MeCTO IO
connueM. [IpaBonpeemuuky xe CT/I CCCP, Mex-
IyHapOAHOU KOHeepaluy TeaTPaIbHBIX COI030B,
OBUIO UTO TMPEJJIONKUTB: OIBIT CEPhE3HOTO (GEeCTH-
BaJIbHOI'O ABIM)KEHMA, MHULIMUPOBAHHOIO UMU IIO
Bcell cTpaHe B IpeAblyllee AecATUIETHE, T103BO-
JIWI cAeNaTh eJMHCTBEHHO BEPHBIN BBHIOOD. B pe-
3y/IbTaTe BCE MBI CTAJIM He TOJIbKO CBUZETENAMU, HO
U CYACTIUBHIMU OeHedUIIapaMU 3aMedaTeTbHOro
rapaZiokca — CyIleCcTBEHHO YMEHBIIUBINAACA B CBO-
UX reorpaduuecKrx TpaHUIAX CTpaHa pacUIpuIa
[UIS TeaTpalbHOM MyOIMKY IPAHUIIBI 10 TIPEXK/E He-
MBICJIMMBIX IIpeZiesIoB. DTy YAUBUTENbHYI0 MUCCHIO
MOIJIU NIPEBPATUTDb B CBEPIIUBIINICA GAKT TOJBKO
Takue BblAarolinecsa JoAu, kak Kupuan JlaBpos,
Oner Edppemos u Baneputi [llagpun. V1 oHu caenanu
3TO, Co3/1aB MeXXAyHApOJAHBIN TeaTpaIbHBIN pecTu-
Basb nMeHu A.I1. Yexosa.

st Toro 4TOOBI SIMTOHYS MToTasa B 1oJie 3peHUs
YeXOBCKOTO pecTuBas, ObUIO 3HAYUTETHHO MEHD-
IIIe TIPeTIOChUIOK, YeM MBI MOKeM cebe 3To mpez-
CTaBUTh cerofHA. Pycckoe mckyccTBo B fAnoHuu
OBUIO OCTATOYHO M3BECTHO — I10 OOJIBIIEN YACTH,
6y1aroziapst BBICTYIUIEHUSAM CUMQPOHUYECKUX OpPKe-
CTPOB, OTZEJIbHBIX MY3bIKaHTOB, bosbiioro Tearpa
U COBETCKOIO I[MpKa. BEUIM U eJMHUYHBIE ClIy4dau
TypoOB JpaMarudeckux TeaTpos — MXT, BT. Mex-
[y TeM, AAIIOHCKOe MCKYCCTBO IPaKTUYeCKH OCTa-
BaJioch OEJIBIM MATHOM B OIBITE POCCHICKOH Tea-
TpaJibHOM my6IMKu. 3a Bech XX BEK JIUIITh TPYDK/BI
OBUTM TIOKA3aHBI B Halllell cTpaHe CIIeKTaKJIU Tpa-
JOUIMOHHOTO SAOHCKOTO Tearpa Kabyku U, moxa-
JIyH, 3TO BCe.

OfHaXABI, WCKIIOYUTENBHO Ha JIMYHBIX CBA-
3s1x, AHaTosuil BacuibeB npuBe3 B MockBy Tagacu
Cymzyku. HegaBHo Cyzasyku mucan — «Becta I'pab-

In the early 1990s the so-called Artistic asso-
ciations in the Soviet Union found themselves
freely floating. Many of them, sometimes with-
out success, had to look for a place in the sun.
However, the legal successor of the USSR Theatre
Association, the International Confederation of
Theatre Associations, had a plan to offer: a serious
festival movement it had initiated all over the coun-
try in the previous decade. As a result, we not only
witnessed but also became happy beneficiaries of
a wonderful paradox: the country got significantly
smaller with its new geographical borders while
the borders for theatrical public were extended
up to unthinkable limits. That mission could only
be completed by such outstanding people as Kirill
Lavrov, Oleg Yefremov and Valery Shadrin. And
they did it by founding the Chekhov International
Theatre Festival.

To bring Japan into the focus of the Chekhov
Festival was not that easy — preconditions were
considerably less than we can imagine nowadays.
The Russian art was known in Japan mainly due to
tours of symphonic orchestras and recitals of some
musicians, tours of the Bolshoi Theatre and the
Soviet Circus tours. The Moscow Art Theatre and
The Bolshoi Drama Theatre of Leningrad happened
to occasionally visit Japan. At the same time the
Japanese art remained almost a blank spot in the
experience of the Russian theatre goers. During the
entire XX century the Japanese traditional Kabuki
theatre was presented in our country only three
times. And, perhaps, that was practically all.

Once Anatoly Vasilyev, having used his personal
contacts, brought Tadashi Suzuki to Moscow. Tadashi
Suzuki wrote: “Vesta Grabskayte (a Lithuanian
actress, pedagogue and theatre scholar) was a
student at the Vasilyev’s theatre company. In 1990,
she visited Toga to study my method of the actor’s
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ckaliTe (JINTOBCKas aKTpUca, efaror U TeOpeTUkK
Tearpa — M.K.) 6bUIa CTyZIEHTKOU B TeaTpaabHOHN
komIiaHuu AHaronuda BacwibeBa. B 1990 rogy ona
npuexana B Tora usydyaTb MO MeTOJ, aKTepCKOI'O
TpeHUHTa, BepHyJIach B MockBy U ybeawmna Bacu-
JbeBa IpUIVIACUTb MeHdA. BacuiabeB apeHzOBal
Teatp Ha Taranke, u SCOT (Komnanusa Cyzasyku
B Tora — Suzuki Company Of Toga) mokasan Tam
«/lnoHuca» (Takoe HasBaHue gan CyAsyKd CBOeul
Bepcuu nbeckl EBpunuzia «Bakxanku» — M.K.). 3to
OBUTO He YacThio GeCTUBAJIS, a CAMOCTOATETHHBIM
npezacrasieHueM. beut ntoub 1991 roga, korzga Poc-
cust Bce ene 6p1a CoBeTckuM Coio30M». [lepBoe
nosBieHue CyzA3yku B MockBe yBUZeNIU HEMHOTrO-
YHUC/IeHHbIe U36paHHbIe 3pUTeTH. XOTsI K TOMY MO-
MeHTy CyZ3yKH yKe yCIIes IoKa3aTh CBOU pabOTEHL B
CeMHALIaTh CTpaHaX MUpPA, BKIOYas Belukob6pu-
TaHuto, I'epmanuio, @panuuto, Urtanuio u CIIA.
U Bce ke [0 CHX IIOP OCTaeTcsA 3araZiKoi, KakK BO3-
HUKJIA UZled BKJIIOUUTD ANOHCKUe crieKTakau Cyz-
3yKU B mporpaMmy YexoBckoro ¢ectuBaii. Creny-
eT Ipu3HaTh peAkuill gap Banepusa [IlagpuHa oTHI-
CKUBaTh BCE caMoOe YAUBUTEIbHOE B COBEPLIEHHO
PasHBIX, B TOM YMCJIe U O4YeHb JjaJleKUX CTpaHax.

B 1998 roay cnextaknb Tagacu Cyasyku «/uo-
HHC» OBbUT TIPEIBSBIEH MOCKOBCKOM TyOJIUKE yXKe
B pamkax YexoBckoro ¢ecruBainsi. Komnanuto Cy-
A3yku B Tora, B KOTOpPOU cO3/jaH CIleKTakjIb, HaM

90

2-3. [luoHuc
peac. Tadacu Cyosyku,
Teamp Cy03yku 8 Toea

Dionysus dir. Tadashi
Sugzuki, Suzuki
Company of Toga

4. ITaps 0un
Cogpoxn, pexc. Tadacu
Cydsyku, Llenmp
Hcnonnumensckux
uckyccme Cuodzyoka

Oedipus Rex
Sophocles, dir. Tadashi
Suzuki, Shizuoka
Performing Arts Centre

ele MPeJCTOSANI0 Y3HATh U IMOPAXKaThCS KaXKbIN
pa3 3TOH TeaTpasibHOU ZiepeBHEe, PACION0KEHHON
BBICOKO B ropax npedekTypnl TosiMa, T7e KaXKJoe
TeaTpajbHOE 3/IaHUE, CIIPOEKTHPOBAHHOE apxu-
TekTOpoM Xupara Vcazgzaku, cTajo abCoTIOTHO
OpPraHWYHBIM IIPOZAOCDKEHUEM YHUKAJIbHOU IMpU-
POZTHOM CpeJibl, BMECTE C TEM ITPe0OPa3uBIINM 3TOT
«CyMpPa4yHbIU JieC», HaZleJTUB ero HOBBIMU CMBIC/IA-
MU, a BUJBI U3 OKOH WIM OTKPBIBAIOIIUXCSA B X0/
CIIeKTaKJIel CTeH caMUX 3ZJaHUM — HeoTheMIeMOM
YacThIO UHTEPbEPA ITHUX JKe 3/JaHUN U TBOPUYECKOU
KOHIIENIINHU CIIeKTaKJIEH.

OtHotmenus ¢ Tpymnnoi CyA3yKu MOMyYUIn pas-
BUTHE B Mocjeayonme roasl. «[lapbs daumn» Copok-
Jla u coBpeMeHHas orepa T. XocokaBa «Bugenue
Jlupa» B mocTaHoBKe CyZ3yKH C y4aCTUEM POCCUM-
CKUX WCIIOJIHUTENEH OBbLIU TIpeACcTaBieHbl YeXOB-
CKUM ¢ecTHUBaleM MOCKOBCKOU mybOiuke B 2001

training. When she came back to Moscow, she
persuaded Vasilyev to invite me. He rented Taganka
theatre and SCOT (Suzuki Company of Toga)
presented Dionysus there (Suzuki gave that name
to his version of Bacchantes by Euripides — M.K.).
It was not a part of a festival but an independent
project. It happened in June 1991, when Russia was
still the Soviet Union”. Very small, selected number
of spectators witnessed the first appearance of
Suzuki in Moscow. Although by that time Suzuki
had already presented his works in seventeen
countries of the world including Great Britain,
Germany, France, Italy and USA. The productions
by Suzuki were included into the Chekhov Festival
programme and it is still a mystery how that idea
was born. One should recognize a unique talent of
Valery Shadrin - to find the most remarkable shows
in different countries, including distant ones.

In 1998, Tadashi Suzuki’s production Dyonisus
was presented to the Moscow public already within
the framework of the Chekhov Festival. At that time
we were still to learn about his company from Toga
where the show had been created. The fascinating
theatrical village located high up in the mountains
of the Toyama prefecture where each theatrical
building had been designed by the architect
A. Tsozaki to organically develop the unique nature
of the place. The buildings transformed the “dark
forest” bringing new senses to it. Spectacular views
from the windows or from the walls opening during
shows became inseparable part of these buildings
interior and the artistic conception of the shows.

Cooperation with Suzuki’s company developed
over the following years. During the Theatre World
Olympics in 2001, the Chekhov Festival offered the
Moscow public to watch Oedipus Rex by Sophocles
and Vision of Lear, an opera by T. Hosokada, staged
by Suzuki with Russian actors. By that time, we
already knew that the first ever production Tadashi
Suzuki had directed was The Anniversary after
A. Chekhov followed by Three Sisters, Uncle Vanya
and Ivanov. Several times during his life Suzuki
turned to M. Gorky’s play The Lower Depths. But
I don’t think these facts defined the choice of
Tadashi Suzuki’s performances for the Chekhov
Festival. There are several theatre companies in
Japan which not only produce Russian theatre
classics but demonstrate their commitment to the
Stanislavsky system. There even existed Japanese
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rozy, Bo BpeM III BcemupHoii TeaTpaabHOM OnnuM-
nuazgel. K 3ToMy BpeMeHM MBI Y2Ke 3HalIu U TO, 4TO
CBOI IepBbIl ciekTakab B 1958 rozy CyzAsyku mo-
craBua 1o «lObunero» YexoBa, a 3a 3TUM IOCTIe-
ZoBanmu «Tpu cecTpbl», «[daxa Baua», «/IBaHOB».
K mpece Topbkoro «Ha zgHe» oH obpaimajcs He-
CKOJIbKO pa3 B pasHble IepUOJbl CBOEH »KU3HHU.
Ho, aymaro, He 3TO IIOCIY>XWJIO MOTUBOM IIPU BhHI-
6ope cnekrakiei Cyzasyku. B SImoHUM ecTh He-
CKOJIKO TeaTpajbHBIX TPYIII, KOTOpPHIE HE TOJIb-
KO CTaBAT PYCCKYIO KJIACCUKY, HO U [eKJIapUpyIoT
CBOIO IIPUBEPXKEHHOCTD crcTeMe CTaHUCIAaBCKOIO.
EcTp naxe AMOHCKHE IBECH], AeHCTBYIOUIMMU JIH-
LlaM¥ KOTOPBIX IpeAcTaoT Yexos, Onbra Kuunmep-
YexoBa, Makcum Toppkuit win CTaHHCIaBCKUH.
Bce 3T0, Kak IIpaBWIO, HOCUT Y4eHUYECKUH Xapak-
Tep. B mporpamme YexoBckoro ¢dectuBani 1998
rozia ObUI CIIEKTAKIIb OZJHOM M3 TaKUX TPyl — «Kiis-
HyCh CBO€H JKM3HBIO B JIIOOBU K CaHro» Hamboxy
Llypya, mocTaBieHHBIN pexuccepom C. VcuzazaBa
B TOKUICKOU TeaTpasbHOU Tpyme «CIWHIHA3A».
Cyzsa no criektakaaM Cya3yKu, MOXKHO IIPeAIIO-
JIOKUTbh, YTO OH IIPHIIeN K HEKOMY CUHTe3y uzei,
OBITOBABIINX B €BPOIEHCKOM TeaTpe XX BeKa U
Tpaguiuil AnoHckoro Tearpa Ho (tpazuuum Ka-
OyKM ero BcerZia MHTEPEeCOBaJM IOpasfo MeHb-
me). OfHaKo Ha Jiejie OH CO3ZaJ HeuTo, HU Ha 4TO
He noxoxee. CBOe TBOPYECKOE BBICKA3bIBAHUE OH
obJiekaeT B COBepIIEHHO 0cobeHHyI0 dopmy. Ero
CIIEKTaKJIX MOI'YT UTPaTh JIMIIb aKTEPHI, IIOCTOSAH-
HO TIPOXOJAIIME CIlelUalbHble TPEHUHIH II0 Me-
toguke Cyasyku. Kak cam Cyasyku ¢popmynvdpyer
5TO B CBOUX MHOTOYHCJIEHHBIX TE€OPETUYECKUX
COYMHEHUAX, LIeIb €T0 METO/a — BEICBOOOXKEHIE
B pe3ysibTate psfa GpUanIecKux AelCTBUN HEKOH
6GHOJIOTMYECKON VJIH YKUBOTHOW SHEPTUH aKTepa, a
B ZIaJIbHEWIIIEM IOHECEHUE CUJION 9TOU SHEPTUU /IO
My6GJIMKY TOTO WM WHOTO MOCIaHuA. B MeToauke
TPEHUHTa 0OGHAPYKUBAIOTCA HEKOTOPHIE JJIEMEHTBI
TeaTpa Ho — B HauboJblllel cTeneHu py pabore
aKTepOB HaJ FOJI0COM, HO OOJIbIIAA YaCcTh TPEHUH-
ra, KOHeYHO, COBEPILIEHHO OPUTMHAJIbHA U CBA3aHa
¢ ocoboii paboToii HaZ HOraMH, KOPIyCOM, BCEM
TeJOM aKTepa. HelpuBBIYHOCTDH IEPBBIX CIIEKTa-
xuteit CyA3yKU JJ11 MOCKOBCKOM ITyOIMKY ObLIa CBSI-
3aHa C TeM, YTO BO3HHMKAJIO OIyIleHNe He IIPOCTO
CJIAXKEHHOCTH aHCAMOJIA U BEICTPOEHHOCTH MU3aH-
CIleH, K KOTOpOM CTpeMUTCA pyccKas TeaTpasbHas
TpaZuLys, a IpeBpalleHne IPynIbl aKTEPOB B He-
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plays in which protagonists were Chekhov, Olga
Knipper-Chekhova, Maksim Gorky and Stanislavsky.
However, all those productions as a rule could
be described as a kind of students’ exercises. An
example of productions of one of those companies
was performed at the Chekhov Festival in 1998 —
it was Upon My Life I Swear My Love for Sango
by N. Tsuruia, directed by S. Ishidzawa with
“Seinandza” company, based in Tokyo.

Judging by Suzuli’s shows, we can assume that
he has arrived at some synthesis of ideas inherent to
the European theatre of XX century and traditions
of the Japanese theatre Noh (he was not very much
interested in Kabuki traditions). However, in fact
he has created something that is not like anything
else. He gives an absolutely special shape to his
artistic message. Only the actors who use his special
training system can play in his productions. In his
multiple theoretical works, Suzuki describes his
method and its objective — to free some biological
or animal energy of actors in order to convey this
or that message to the audience. Some elements
of Noh theatre can be traced in this method,
especially voice training but the major part of the
training is, of course, absolutely unique and relates
to training legs, corps and the whole actor’s body.
The first Suzuki productions turned out to be very
unusual for the Moscow audience. Spectators had
a feeling of ensemble, acting and fine putting up
of mise en scénes, which was close to the Russian
theatre tradition. At the same time, they watched

5. Anonus, Cudsyoka.
Pedxue murymst
omobixa. Cudsam cresa
Hanpaso: E.Haxazasa,
T.Cyo3yku,
FO.I'puzoposuu,
M.Kobaxudse;

8 8epxHeM pady
HU.Catimo, B.IlladpuH

Shizuoka, Japan.
Rare moments

of rest. Sitting in front,
from left to right:
E.Nakagawa,
T.Suguki,
Y.Grigorovich,
M.Kobakhidze;

back row: I.Saito,
V.Shadrin

6. Tadacu Cydsyku
u Kupusn J/laspos

Tadashi Suzguki
and Kirill Lavrov

7. Teampanvnasn
Oepesns Toea,
coz0anHas Tadacu
Cydsyku — SCOT.
(AnoHus,
npegexmypa Tosma)

Toga theatre village
(SCOT) created

by Tadashi Suzuki.
(Japan, Toyama
prefecture)

KOe HOBOE€ CYyIIIeCTBO, KOTOPOe JBUTaeTCA U rOBO-
PUT, TOOYXKAaeMoe e[UHOMN SHEPTUEH.

Bce nOMHAT, ¢ KAKUM yUBUTEIBHBIM Pa3MaxoM
npouwta III Bcemupnaa TtearpanbHasa Oaummua-
na B MockBe 6marogapsa YexoBcKoMy GeCcTHBAITIO.
B mporpamme ObUTH U ATIOHCKUE CTIeKTakIn. Kpome
Toro, Tagacu Cyzasyku Bmecte ¢ TeogopocoM Tep-

transformation of actors’ group into some new
creature that moves and speaks induced by some
unified energy.

The III World Theatre Olympics which took
place in Moscow on a grand scale in large part due
to the Chekhov Festival. Japanese productions also
participated in the programme. Moreover, Tadashi
Suzuki together with Theodoros Terzopoulos,
Robert Wilson, Yuri Lyubimov, and Heiner Mueller
became co-founder of the movement, member of
the International Committee of Theatre Olympics
and he is the head of its Asian Bureau until today.
The World Theatre Olympics was a new starting
point for integration of Russia into the world
theatre space, changed the Russian theatre in many
respects, widened the creative imagination borders
and gave birth to many new ideas.

As for Japan, the theme born within the depths
of the Chekhov Festival and developed later in the
framework of the Theatre Olympics, just had to go
on. The idea of Russian and Japanese exchange
seasons was a wonderful finding both for spectators
of the two countries and for the participants of
the seasons who had the opportunity to fruitfully
exchange of artistic ideas. Throughout all the
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10. Bop OwbtHu.

HY>XHBIM OCBaWBaTb pa3jIxu4YHbIE METOAUKU [pPy-

Keéeon, I'MX TeaTpaJbHBIX IIKOJI. MOCKOBCKas TeaTpallb-
TeampanvHasn

xomnanus «Hozakyaa» ~ Had ONMMMINAzAa U B 5TOM CMBIC/IE CTala HEKUM
The Melon Thief. MIPOPBIBOM B NPOdeCCHOHATBHBIX TpeCTaBIeHU-
Kyogen, X HAIIUX akTepoB. CTal0 OYEBHIHBIM HE TOJBKO
3 > o
Nogakuza’ Theatre MHOrooOpasue TeaTpalbHBIX KOHIIENIUI, HO U
Company

MHOTOYHMCIEHHOCTh METOZIOB Y TEXHOJIOTUH, TIPe-
CTaBJIAIONIUX WHTEPEC U CIIOCOOHBIX PAaCIIUPATH
TIPUBBLIYHBIE, TTOPOU IOCTATOYHO KOHCEPBATUBHBIE
MpeZicTaBIeHNs O TPOdeCccH.

B xoHi1ie 2002 roza MexxayHapoaHas KoHdee-
pamusa TeaTpaJbHBIX COIO30B, YeXOBCKUN decTu-
Baib U LIeHTp UCHOMHUTENBCKUX HUCKycCTB Cuz-
3yoka (Shizuoka Performing Art’s Centre — SPAC),
rae B6m3u ya3u-caH K TOMy BpeMeHHU yKe pabo-
Tan CyZA3yKd CO CBOel TPYIIION, IPUHAIU pellle-
HUe 00 yUpeXJeHUN HOBOU TBOPYECKOM aKI[UH —
OOMEHHBIX CE30HOB.

O6MeHHbIe Ce30HHI ¢ SIMTOHUEH, KOTOphIE MPO-
xoawnu exkerogHo B 2002-2006 rogax, BHe BCIKO-

T'O COMHEHMHA, HOTpe6OBaJII/I HEMaJIbIX YCI/IJII/Iﬁ oT
OopraHn3aTopoB, OT 3amMevaTeIbHOM KoMaHAbl Ye-
XOBCKOTI'O (beCTHBaJIH, OMHAaKO i1 y4aCTHUKOB OHU
NIpeBpaTUWINCh B OAVH CILJIOITHOM npa3gHUK.

8-9. Camoybuiicmeo enrobreHHbix 8 COHI03aKU
Tuxamayy Mond3asmoHn, xyo. pyk. Hakamypa I'and3upo III,
Teamp Kabyku, mpynna Tukamayy-03a

Love Suicides at Sonezaki Chikamatsu Mondzaemon,
dir. Nakamura Gandziro III, Kabuki, Troupe Chikamatsu-dsa

3omynocoM, Pobeprom Ywiconom, IOpuem Jo6u-
MOBBIM, XaliHepoM Mo/iepoM cTasl OCHOBaTeaeM
ABYDKeHUd, wieHoM MexzayHapoaHoro Komurera
BcemupHoil TearpanpHOM OnuMnuazgbl U CErof-
Hf BO3IVIABJIAET ee a3uaTckoe 6iopo. TeaTpanpHas
OsmMIIMaza craja HOBOM TOYKOM oTcyeTa A UH-
Terpanuu Poccuu B MUPOBOE TeaTpajbHOE IIPO-
CTPaHCTBO, BO MHOI'OM M3MeHWIa PyCCKUN TearTp,
pacuupmia rpaHUIbl TBOPYECKOTO BOOODPAKEHUS
U [IOpOJWJIa MHOXKECTBO HOBBIX H/IeH.

Yro xe kacaerca AmoHuu, Tema, poXJeHHad
B Hezpax YexoBckoro decTtuBasi M pasBUTasd B
pamMKax TeaTpanbHONU OnMMIHNAZAbI, SIBHO Tpebo-
BaJIa MPOAOIKEHUSA. 3aMbIcesl 0OMEHHBIX CE30HOB
PYCCKOTO M ANOHCKOTO HCKYCCTBA CTajJ 3aMeda-
TeJIbHON HaXOAKOM /I MyOIUKY ABYX CTPaH U JJis
Y4aCTHUKOB CE30HOB, KOTOPBIM IIpe/CTaBUIACh
BO3MOXXHOCTh TIOYEPITHYTh U3 TaKOro oOMeHa He-
MaJjo TBopuyeckux uzei. Ha nporsxkenunu XX Beka
BHYTPU Hallleli CTpaHbl YKOPEHWJIOCH NIpe/CTaBIle-
HHME O IMOJHOW CaMOAOCTATOYHOCTU PYCCKOU Tea-
TpaJIbHOM IIKOJBL. B OTIMYMe OT aKTepoB ApPYTUX
CTpaH, Hallli aKTephl He TOJBKO He UMEeIN BO3MOX-
HOCTH, HO, B GOJIBITMHCTBE CBOEM, M He CUUTAIU

XX century, there was a perception in our country
that Russian Theatre School was self-sufficient.
Unlike actors of the other countries, our actors
did not have the opportunity to master artistic
techniques of other theatre schools; some of them
didn’t even consider it necessary. In this regard,
the Moscow World Theatre Olympics became a
kind of breakthrough in professional knowledge
of our actors. During the Olympics, the diversity
and the highest level of theatrical conceptions and
technologies became clear causing the necessity of
ensuring the extensive exchange of professional
experience.

In the end of 2002, ICTA, the Chekhov Festival
and SPAC (Shizuoka Performing Art’s Centre where
Suzuki had already been working with his company
close to Fudji-san), decided to start a new artistic
project — the exchange seasons.

The exchange seasons with Japan which were
held annually in 2002-2006 were undoubtedly
requiring much efforts of their organizers — the
remarkable team of the Chekhov Festival, however,
they became one continuous festivity for their
participants.
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[lepssiit Pycckuii ce3oH B Anonuu B 2002 rogy
NIpeJJIOKWII TaKyIo IIporpaMMy — crieKTakau [letrpa
domenko «BottHa u mup. Hauano pomana. CrjeHbl»
U «BOJIKM ¥ OBIBI», ClieKTakab Opus JlrobuMoBa
«Mapat u Mapku3 ze Cazgy» I1.Baiica, «JlebeguHoe
03epo», nocrasiaeHHoe Opuem I'puroposuyeMm B
Tpynne KpacHozapckoro 6asnera, KOTOPOHl B TO
BpeM: OH PYKOBOAWJ, rajia-KOHLEPT C y4aCTUEM
connucTtoB bosbmoro, MapuUHMHCKOTO TeaTpoB M
MysbikanbHOro Tearpa uM. K.C.CTaHuciaBckoro u
Ba.Ml.HemupoBuya-/JaH4eHKO B COIIPOBOXKAEHUU
Cumodonundeckoro opkecrpa MockBbol «Pycckas
OunapmoHuda». [IpekpacHBIM JOMOJHEHUEM ce-
30Ha cTaja BbICTaBKa «deX0oB U XyZl0)KeCTBEHHBIN
TeaTp» U3 poH0B My3sess MXAT. He Mory He cora-
cuthbca ¢ PomanHom JlopkaHCKUM: «...BblI, HaBep-
HOE, U ellle OfIH TaWHbIN 3aMbICEN B TOU IMPOTrpam-
Me, koTopyto npuayman Tagacu Cyzasyku. Kaxaeiid
U3 ee HOMEePOB OKa3aJscsd IUIOZOM B3aMMOOTHOIIe-
HUM KaKoro-TO 3HaMEHUTOI'O yYWTesId U ero yde-
HUKOB. JIFOOMMOB-CIHCAH € TaraHKOBI[AMU Pa3HBIX
rokosieHu, PoMeHKO-CIHCIH co cBOMMH “hoMeH-
kamu”, GBIBIINE YIEHUKU ['pUTOPOBUYA-COHCISA HA
IIepBBIX raja-KoHIlepTaX W HBIHEIIHWE ero Kpac-
HOZApCKHe BOCIUTAaHHUKU B “JlebeHOM O3e-

The first Russian season in Japan in 2002
presented War and Peace. Beginning of the
Novel. Scenes and Wolves and Sheep directed by
Pyotr Fomenko, Marat and Marquis de Sad by
P.Weiss directed by Yuri Lyubimov, Swan Lake by
P.Tchaikovsky choreographed by Yuri Grigorovich
at the Krasnodar Ballet Company he ran at that
time; Gala of the Bolshoi soloists, Mariinsky theatre
and Stanislavsky and Nemirovich-Danchenko
Musical Theatre accompanied by the Moscow
Symphony orchestra “Russian Philharmonic”. An
excellent addition to that was the Chekhov and the
Art Theatre exposition, which displayed materials
from the Moscow Art Theatre Museum. I cannot
but agree with Roman Doljansky who wrote:
“Perhaps there was one more, secret intention in
the programme designed by Suzuki. Each of its
numbers was the result of the relationship between
a famous teacher and his pupil. Lyubimov sensei
and Taganka’s actors of different generations,
Fomenko-sensei with his “Fomenko children”,
former students of Grigorovich-sensei participating
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pe”. Ilepesiaua ombiTa U3 PyK MacTepa B PyKU Ha-
YMHAIOIIKUX — CBALIEHHOJENCTBUE JJIA ANOHIEB>.
(«Kommepcanms, 2003, 10 sinsapst)

ODTO He TOJIBKO TOYHAsA OlleHKa KOHLIeNIIUY IIPOo-
rpaMMBbl KOHKpeTHOTO Pycckoro ce3oHa B AnoHuun
CO CTOPOHBI TeaTpaJbHOI'0 KPUTHUKA, HO U OZHO U3
TeX «MaJeHbKUX» OTKPBITUH, KOTOpPbIE MO3BOJIAIOT
KoJuleraM MHaye B3IVIAHYTb Ha COBOKYIHOCTBb CO-
ObITHH hecTUBAIS, HA TO, KaK U TOYEMY OHH COCTa-
BIIN eJJMHOe Iiejoe BHYTPU ecTHBaA, KTO U IO
KaKUM COOOpaXeHUsM cUesl Hy>KHBIM IIPeCTaBUTh
UX IyOJIMKe B KOHKPETHOM CTpaHe, B KOHKPETHBIN
MOMEHT WIM KOHKPEeTHOU Iocjef0BaTeNbHOCTH.
EcTecTBeHHO, HU B KOoell Mepe He IIpeTeHZAyd Ha
HeKUH BceoObeMITIONUI aHanu3 Pyccko-SImoHCKUX
CE30HOB, TeM He MeHee, A IIBITAlOCh ellle U IIpo-
SICHUTb Uil cebs MCTOYHUKHU BCEH KOMIIO3UIIMM.
BcriomuHaa pyccko-AIIOHCKME Ce30HBI, IBITaelllb-
¢ MOHATH posb Banepusa [lazprHa B TBOpYECKUM
KOHIIeTIIINY ANIOHCKOM IIpOrpaMMBl, IIpe/cTaBlIeH-
HoW B Poccuu u posb Tagacu CyA3yKy B KOHIIETIIINH
poccuiickoil mporpaMmbl, IMOKa3aHHOW B AnoHum.
EcTh elle OfHO OOCTOATENTBCTBO, KOTOPOE HYXXHO
YYUTBIBaTh — PyCCKHUeE Ce30HBl B fANOHUU IIOJIHO-
CThIO GOPMUPOBATHCH PYKOBOACTBOM YeXOBCKOTO
dectuBana u Tagacu Cya3yKu, KOTOPBIM BBICTYIIA
€ZIMHCTBEHHBIM MTapTHEPOM C AMOHCKON CTOPOHBI.
B fnmonckue ke ce30HBl B Poccuu IOMUMO IIpO-
exToB CyZA3yKH, IIpH OIpeZeJeHHOM ero y4acTuu,

in Gala and his contemporary pupils from Krasnodar
dancing in Swan Lake. Transferring experience from
the master’s hands to the hands of beginners - is
a sacred gesture for Japanese”. (Kommersant, 2003,
January, 10)

This is not just an accurate evaluation of one
concrete Russian Season programme’s concept by a
theatre critic but also one of the “little” discoveries,
which allow colleagues to view the events of
the festival angle from another. To see why they
became a united entity inside the festival, who
and why decided to present them to the audience
in a particular country, certain moment or with
proper sequencing. I in no way pretend to give
some overall analysis of the Russia-Japan Seasons
but, nevertheless, I am trying to clarify the sources
of the whole composition for myself, trying to
understand the role Valery Shadrin has played
in creation of the artistic concept of the Japanese
programme presented in Russia and the role of
Tadashi Suzuki in creating the Russian programme
presented in Japan. There is another fact to be
taken into consideration — the Russian Seasons in
Japan were fully designed by the Chekhov Festival
leaders, Tadashi Suzuki was the only partner
from Japanese side. While the Japanese Seasons
programme in Russia, besides Suzuki projects and
his personal participation included other Japanese
companies which were not directly connected to

11. SIDE B

SIDE B

xopeozpag Hxkyiio Kypoda,
Komnanus BATIK

12-13. Kyda

nJbleem mpocmHuKk
xopeozpag Peiixo Homo,
TanyesanbHasl KOMNAHUS
Peiixo Homo

Destination of Reed
chor. Reiko Noto, Reiko Noto
Dance Company

TeM He MeHee, ObLTH BOBJIEUEHBI U IPyTHE TBOPYE-
CKMe KOJUIEKTUBHI INIOHNY, HAIIPAMYIO He CBA3aH-
HBIE ¢ ByMA CTPYKTypaMu CyZ3yKU — KOMITaHUAMU
u3 Cugzyoka u Tora. Kpome Toro, AnoHckue ceso-
HBl B Poccuu mpeKpacHo BIIUCANUCh B IIPOrpaMMy
60J1p11I0T0 YeXOBCKOTO (heCTUBAJI.

He mory oTkasath cebe B YZOBOJBCTBUM CJie-
JIaTh 3/leCch HeOOIbIIOe OTCTYIUIEHHE. B IpexHue
TOZIbI Y MEHs He pa3 6bUIa nevaabHast BO3MOXXHOCTh
HabII0AaTh, KK JIIOAY CAMU CTaBAT IIperpasibl pac-
IIMPEeHNI0 CBOUX IIO3HAHUW O JAPyruxX Hapojax,
3aroHAsA BCe CBOM HAOJIOZEHUSA B MCKYCCTBEHHBIE
PaMKHU pas ¥ HaBCerJa YCBOEHHBIX CTEPEOTUIIOB U
He ’KeJiasi BHUKATh BO YTO-TN60, OTIMYAloIieecs OT
VKOPEHUBIIUXCA B UX COOCTBEHHO! CTpaHe HOPM.
B ciyuae ¢ pykoBozacTBOM YeXOBCKOTO pecTUBaIA
B snne Banepus IllaspruHa B OTHON Mepe OCco3Ha-
€lllb, YTO 3HAYUT OBITh PYCCKUM YeJIOBEKOM, C Ca-
MBIMHU JIYYIIUMU IIPOABJIECHUAMU HAIMOHAJIBHOI'O
XapakTepa Y, OZHOBPEMEHHO, YeJIOBEKOM MHpA,
Ybe CO3HAHUE U BOOOpaKeHHEe OTKPHITO JJI BCe-
ro MHOroo6pasusi, KOToOpoe HaM IpeJjlaraeT MUp.
Bo3MOXKHO, TAKUMU OBUTH B CTapOZaBHUE BpeMeHa
BeJIMKME IyTelleCTBEHHUKHU, paclIupsABIINe I'pa-
HUIIBI YeJI0BeYeCKUX 3HaHUN U IIpe/CTaBIeHUH.

He ckporo, A4 He yzep:kanachb OT HECKPOMHOM

chor. Ikuyo Kuroda,
BATIC Company
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HpOCL6bI IIO3BOJINTh TIIPUCOCAWHUTLCA K TPYIIIIE
3aMevdaTeJIbHBIX J'IIO,Z[EI‘/JI, HaMepeBaBIINXCA OT-

Suzuki, i.e.companies from Shizuoka and from
Toga. Besides all that, the Japanese Seasons in
Russia quite finely fitted the big programme of the
Chekhov Festival.

I cannot help pleasing myself with stepping
back a little. In previous years, I had a sad chance to
watch how people themselves put obstacles on the
way to widen their knowledge about other peoples.
They put their observations within artificial frames
of stereotypes acquired long before, once and
forever and did not want to understand anything
beyond the norms existing in the country. In case of
the leader of the Chekhov Festival Valery Shadrin
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npaBuThcss B mpedekTypy Cuzasyoka BO BpeMs
Pycckoro ce3ona. KoHewHo, 37ech pedb He UJET O
MO€el CKPOMHOI IIepCOHE, U 0 CPAaBHEHUIO C BbI-
JAIOMINMUCS JOCTIKEHUAMY KOMaH/bl YeX0BCKO-
ro ¢ecTuBaIst 3TO OBUT BCETO JIUIIb €IUHUIHBIH,
YaCTHBIN CIy4ail, HO Bce Ke XOueTcs CKa3aTh, 4YTO
pezkas Zo6poKeIaTeNbHOCTh U IIPeoCTaBIeHHAs
VMU BO3MOXXHOCTb HA MHOTHE TOJBI BIIepez oIpe-
JIEJIVJTH JKU3Hb OZTHOTO YeJIOBEeKa, HAMIOJIHUB €€ HO-
BBIMU MHTEPECAMH U YCTPEMIEHUAMU.

I[lepBBIii Pycckuii ce30H Tpoliesn B HOsAOpe-ze-
kabpe 2002 roza, B mpedektype Cuzasyoka, Ha
IUIOIaZKaX, BXOJAIMIUX B cocTaB LleHTpa HCIIOJ-
HUTEeNbCKUX UCKyccTB (SPAC). [TepBbIii BU3UT pyc-
CKOT'O MCKYCCTBa OBbLT Ge3yIpeveH ¢ TOYKU 3PEHUs
KaK MOCKOBCKHX TeaTpaJbHbIX HHTEJIEKTYasOoB,
TaK U ATIOHCKUX 3PUTEJIEN, KOTOPHIX OTIMYAET UHO-
IZa Jake CTpaHHadA JJIs HAC HEXHOCTb KO BCEMY
pycckomy. Jlaxke JOJNTOXKUATENH, TIPOLIEAIINE Yepe3
yKkackl BTopoii MUpPOBOUM BOWHBI U TTOOBIBABIIUE B
COBETCKUX JIarepsx, A0 KOHIIA *KW3HU BCIOMHUHA-
0T 3TU30/BL, 10 CUX IOP TPEIoIye UM AYITy — WIN
cepoOOJIBHYIO PYCCKYIO XKEHIIMHY, WX KaKOTO-HU-
6yZb BEPHOTO PYCCKOTO TOBApHINA 10 HECYACTHIO.
He roBops y2K 0 TOM, UTO BCS ATIOHCKAs TUTEepaTypa
XX Beka popMHUpOBaIaCh MO 0OYEHDb GONBITUM BJIH-
SHUEM IIeIEBPOB PYCCKOM JIMTEpPaTyphl, KOTOpBIE
HEOXHUIAHHO OKA3JINCh TaK OIM3KY STOHIAM.

you start to realize what it means to be a Russian —a
person with the best features of the Russian national
character and at a same time a person of the world
opened to all the diversity the world offers. Perhaps
he resembles great travelers of ancient times who
widened limits of human knowledge and ideas.

I cannot conceal that I couldn’t help asking to
join a group of wonderful people planning to visit
Shizuoka during the Russian Season. Of course, I do
not mean my humble person. In comparison with
other outstanding achievements of the Chekhov
Festival team that was a single example but I feel
like saying that rare goodwill and a chance they had
offered defined my life interests and aspirations for
many years ahead.

The first Russian Season was held in November-
December 2002 in Shizuoka at sites that belong to
SPAC. The first visit was impeccable from the point
of view of both Moscow theatre intellectuals and
Japanese spectators. The latter are distinguished
by tenderness towards everything Russian and it
seems somewhat strange to us. Even long-lived
persons who survived horrors of the Second World
War and the Soviet concentration camps recall
till the day they die some tender-hearted Russian
woman or some loyal Russian fellow sufferer. Let
alone that all the XX century Japanese literature
was taking shape under the influence of the
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14-16. Cupano de Bepxcepax

3.Pocman, nocmanogka
u cyerozpagus Tadacu
Cyosyku, Llenmp
UCNONHUMENbCKUX
uckyccme Cudzyoka

Cyrano de Bergerac
E.Rostand,

dir. and scenography
Tadashi Suzuki,
Shizuoka Performing
Arts Center

OTBeTHBIN AOHCKU Ce30H MpolIe B paMKax
YexoBckoro ¢dectuBana B Mae-utosne 2003 rozga
U OKa3aJICAd OYeHb Pa3HOOOPA3HBIM — JOCTATOYHO
CKasaTh, YTO IIyOJINKa yBUZJeIa ITIOCTaHOBKHU «Ka-
rakué» Teatpa Ho, Tpynna «Horakysa», «Camoy-
6uricTBO BiItoOeHHBIX B CoH3A3aKku» Tukamalry
Monz3asMoHa, Tpynna «Tukamany-A3a», Xygoxe-
CTBEHHBIN pykoBozauTenb — Hakamypa aHj3mpo
III, mpeacTaBieHUsa TpeX TAHLEBAJbHBIX KOMIIA-
Huil («XasuuHs-Takas-Karypa» TaHIleBaIbHOTO
ancamb6ia Anonun, «SIDE B» xommanwm BATIK
B xopeorpadpuu HMkyé Kypoma m «Kyza IUIbIBET
TPOCTHHK» KoMnaHuu Peiiko HoTo B ero e xo-
peorpadun).

[lpu BceM MHOTOOOpa3uu MPOTPAMMBI IIeH-
TPaJbHBIM COOBITHEM CTaJl clieKTakib Tazgacu Cy-
n3yku «Cupano ze Bepxkepak» ¢ Tpynmnou IleHTpa
HUCIIOJIHUTENIbCKUX UCKyCcCTB Crsyoka. MHavye Kak
BOJIIIEOHBIM MUP 3TOTO CIIEKTAKJ/ISI Ha3BaTh OBUIO
Heb34. He moborock 6aHaIbHOCTH, HO CIIEKTAK/Ib
U B CaMOM JieJie KaK OyATo ObUT MOTPY>KeH B IIOYTH
MUCTHYECKUU apoMaT cakyphbl. ['ofpl CIIycTA, pas-
JIeJIsAsl C SATIOHCKUMU JIPY3bsIMU TIPAa3IHUK JII000-
BaHMA CaKypoH, A IOYyBCTBOBaja HEYTO CXOXKee,
KOI7ZIa BOCIIPUATHE KPAcCOThl 0O0OCTPSETCS CO3HA-
HYEM ee MUMOJIETHOCTH — «MOHO HO aBape». Oco-
GeHHBIM I[BETKOM 37ech ObU1a PokcaHa — pycckas
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Russian literature masterpieces which surprisingly
occurred to be so close to the Japanese.

The reciprocal Japanese Season was held in
the framework of the Chekhov Festival in May-
June 2003 and was very diverse. It is enough to
mention that the audience saw Kagekiyo of Theatre
Noh Nokaguza company, Love Suicides in Sonesaki
by Chikamatsu Monzaemon, Chikamadzu-dsa
company, artistic head Nakamura Gandsiro III,
shows of three dance companies (Hayachine-
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akTpuca Mpuna JInHAT, KOTOpasA K TOMY BpeMeHU
IIpOIUIa Yepe3 TPEHUHI'M U YCBOWIA HIOAHCHl Me-
Toza CyA3yKH, CTaB 4acTbio TOY MHOTOGUTYPHOH,
IIOJIHOM JWHAMWYHOCTH KOMIIO3WUIIMH, KOTOPYIO
MBI BUZIMM B CIIEKTAKJIAX MacTepa.

Bropoit Pycckuil ce3oH mpoliesn B Mae-UIOHE
2004 roga. Cnekrtakab AHaToausa BacunbeBa «M3
nytemectsua OHernHa», «Ha fHe», mocTaBIeHHbBIN
B Tabakepke Azonbdpom Illamupo, «Buit» HuHBI
YycoBoil ¢ Tpynmoii MocKOBCKOTO TeaTpa UMeHHU
A.C. TlymikuHa, «PeBU30p» — TEPBBIA CIEKTAKIb
Banepua ®okuHa B AJIEKCaHJPUHCKOM TeaTpe B
KayecTBe XyZ0KECTBEHHOT'O PYKOBOAUTENS 3TOTO
TeaTpa, U «/IBeHazAuaTasd HOYb» — KOIPOAYKIIUA
YexoBcKoro ¢decTuBaii ¢ OPUTAHCKUM TeaTpPOM
«Ymk OGayi [Ixayn» B moctaHoBKe JlekiaHa JIOH-
HesnaHa. ['ana-KoHIepT 3Be3z bosbiioro teatpa u
MysbikanbHoro Tearpa uMm. K.C. CTaHHCIaBCKOrO
u Bn.M. HemupoBuda-/JaH4eHKO B COIIPOBOXZeE-
Huu OpkecTpa BosbIioro Teatpa 6bUI 3aZ[yMaH Kak
TIPUHOIIIEHNE ANOHCKUM 3PUTENIAM — e/Ba JIU He
CaMbIM I'OpAYUM U BEPHBIM B MUPE ITOKJIOHHUKAM
pycckoro 6anera.

Eme mo nposezneHua BTOpOro Pycckoro ceso-
Ha B fIOHMU CTajo MOHATHO, YTO OYeHb WHTEH-
CHBHO pa3BUBAMOLIYECA OTHOIIEHUA MEXAY KOJl-
JeraMu TpebyIOT JAOMOJHUTENbHOTO dopmara

Take Kagura of the Japan Dance Company,
SIDE B, choreographer 1.Kuroda, BATIC company
and Destination of Reed, choreographer Reiko
Noto, Reiko Noto Dance Company). With all the
versatility of the programme the central event
of the festival was Syrano de Bergerac staged
by Tadashi Suzuki with actors of the Shizuoka
Performing Arts Centre. The only definition of
the world of this production would be — “magic”.
Without fear to appear being banal I would say that
the feeling was as if the show was immersed into
almost mystical sakura aroma. Years later, enjoying
the sakura festival with my friends, I felt something
similar. It happens when apprehension of beauty
is intensified by understanding its fragile brevity —
“Mono-no aware”. A Russian actress Irina Lyndt
who performed the part of Roksana was a special
kind of flower in that show. By that time she had
absorbed details of Suzuki’s method at his training
classes and became a part of that multi-figured,
profoundly dynamic composition we see in all the
Master’s productions.

The Second Russian Season took place in May-
June 2004. Anatoly Vasilyev’s production From
Eugene Onegin’s Travels, The Lower Depths directed
by Adolf Shapiro at the Tabakerka theatre, Viy by
N. Gogol, directed by Nina Chusova, performed

17. Kopoaws Jlup
Y.Ilexcnup,

peac. Tadacu Cyo3yxku,
MXT um. A.Il. 9exosa

King Lear

W.Shakespeare,

dir. Tadashi Suzuki,

Chekhov Moscow Art Theatre
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18-19. HeaHo8
A.Yexos, pexc. Tadacu
Cyosyku, Llenmp
UCNOJNIHUMEeIbCKUX
uckyccme Cudsyoka

Ivanov A.Chekhov,
dir. Tadashi Suzuki,
Shizuoka Performing
Arts Centre

A obmenus. M Torga ObUT yapexzeH Poccuii-
CKO-ATIOHCKUM ¢opym. biaro, ¢popmanbHOe oc-
HOBaHUe TOXe 0Ka3aJoch o/, pykoi — 10 sHBaps
2003 roga Tlpe3ugenTt Poccutickoii @epeparum
u Ilpembep-MUHUCTP AnoHuu nozgmnucanu «Poc-
CUMCKO-SITIOHCKUIM TUIaH JeWUcTBUi». IlepBas
BcTpeua B pamkax Popyma cocrosiack B Tokuo B
AHu Pycckoro ce3oHa B utoHe 2004 roza u BoBce
He MOXOAWIa Ha Te clielupruIecKre MepOIpUsi-
THsI, KOTOPBIE IIPOXO/AT IO BCEMY MUPY, YacTO He
OCTaBJIAA cjiefla He TOJAbKO B MCTOPHUM OTHOIIIe-
HUM CTpaH, HO W B MaMATHU CaMUX YYaCTHHUKOB.
@opyMm cTan MpoOJOKEHHMEM M COCTaBHOM uya-
CTBIO TEX KUBBIX ZIeJI, KOTOPBIE C TAKUM YCIIEXOM
TBOPWIN OPTaHM3aTOPbl U ydyacTHUKU Pyccko-
SITTOHCKUX CE30HOB, a IOPOW U MECTOM POXKAEeHUS
HOBBIX, HHTepecHedmux wuzeil. 3a 2004-2006
roZbl BCTpeur B pamkax ®opyma mpouwiu 4eThl-
pe pasa — mooyepelHO B Pa3HbIX ropozax AmnoHuu
u B MocKBe.

by the actors of the Moscow Pushkin theatre,
The Government Inspector by N. Gogol, the first
production at Aleksandrinka theatre directed by
Valery Fokin in the capacity of the artistic director
and The Twelfth Night, a co-producton of Chekhov
Festival and the British “Cheek by Jowl” company
directed by Declan Donnellan. In addition -
Gala of the Bolshoi theatre and Stanislavsky and
Nemirovich-Danchenko ballet stars who danced to
the accompaniment of the Bolshoi theatre orchestra.
The idea of that Gala was a tribute to the Japanese
spectators —the warmest and the most loyal admirers
of the Russian ballet in the world. It had become
clear even before the second Russian Season in Japan
that intensive development of cooperation between
colleagues requires additional forms of relationship.
Due to that, the Russia- Japan Forum was instituted.
Luckily, a formal basis for that happened to be at
hand, as on January 10, 2003, the President of the
Russian Federation and the Prime Minister of Japan
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Mexzay TeM, oOMeHHBIE Ce30HBI Habupamu
o6opotel. B 2005 roay SANMOHCKHI Ce30H IIpo-
ey y)Xe B AByX ropozax. B CankT-IleTepOypre
B AJIeKCaHIPUHCKOM TeaTpe OBLT Ipe/CTaBleH
cnekTakiab Cya3yku «/[MOHMC», KOTOPBIM o6per
HOBBIE€ CMBIC/IBI B POCKOIIHBIX UMIIEPCKUX UHTE-
pbepax AJIeKCaHZPUHKU U IIPOIIeJI IIPYU IIepero-
HeHHOM 3ajsie. B MockBe ObUIa ToKa3aHa BepCHs
4eXOBCKOTO «/IBaHOBa» CyZ3yKH, ClIeKTaKIu Tea-
Tpa Ho — «Kuényns», «<AonHoyas» u Tearpa Kéran
«Cymo c KomapoM», «Bop AbIHW» TOKHMICKOM KOM-
naHuu «Horakysa». Briepseie B Mockse, B My-
3ee uM. A.B. IllyceBa 6blia ITOKa3aHa BbICTABKa
3aMeydaTeJbHOTO apxuTekropa Apartel Mcogszaku
«PaspyiienHasa 3aHoBO Xupocuma». Toro apxu-
TeKTopa, KOTOPbIY B coaBTOpCTBe ¢ caMuM Cyz-
3yK{ CO3JjaJl YHUKa/JIbHBIE TeaTpajbHble [IeHTPHI
B Tora u Cuzizyoka.

B mporpaMmy ce30HOB OBLT BKJIIOUEH U CIIEK-
Takib «Koposmb Jlup», mocrasiaeHHbIN CyA3yKU C
Tpynnoii MXT B 2004 rozy. [locTraHOoBKa 3TOr0
CIIEKTAaKJId — COBEpILIEHHO OT/eJbHaA HCTOPUA.
VicTopysa MHOTOZHEBHBIX TPEHUHI'OB MOCKOBCKUX
axTepoB B AnoHuu u B Poccuu, nnpemMbepsl TaKXe
B JIByX cTpaHax. XoTd ¢popMaabHO 3TO He KOIpPO-
AYKIUA ¢ ydacTueM YeXOBCKOTO decTHBaIA, HO
Ha CaMOM Jiejie 3TOT CIIEKTaKJ/Ib IOABUJICA TOJBKO
B pesyJbTaTe TeCHOU cBsA3U YexoBckoro decrtu-
BaJid C opraHu3aTopaMu PyCCKO-AIOHCKUX Ce30-
HOB U moOyamna Osera TabakoBa MPUIVIACUTH Ha
nocraHoBKy Tazacu Cyzasyku. Brocimezcrsuu, B
2007 rogy IOputii JIrobumoB npeaynoxun CyA3yKu
OCYIIIeCTBUTh IOCTAHOBKY c Tpynmoil Teatpa Ha
Taranke. OTo 6bUTa «DJIEKTPa», IOCTABJIEHHAA TI0
TekcTtaMm ['opmaHcTana u Codokita. B 2008 rozy
CIIEKTaKJIb ObUI ITOKa3aH B Tora.

2006 roz, K CoXKaJeHUIO, CTaJ MOCAEIHHUM TO-
oM PyccKo-AIIOHCKUX ce30HOB. Hazo mpusHars,
yTo YexXOoBCKUM decTuBab GIECHY POCCUHCKON
mporpamMmoii. C aBrycra Io iekabpb ObLTH ITOKa3a-
HbI «Mr. Carmen» CaHkT-IleTepOyprckoro MHxe-
HepHoro TeaTpa «AXE» (Tora Heto Tuatp) «/IBoii-
HOE€ HETIOCTOSTHCTBO» 1. MapuBo HoBOCMGHPCKOTO
TeaTpa «[700yc» B mocTaHOBKe JMuTpus YepHs-
KOBa, «Buii» mo H. Toromato Huubr YycoBoii (oka-
3aH B flmoHuu BTOpOU pas), «CrsAias kpacaBuiia»
TocymapctBeHHOro Ganera CubUpU B pelakIuU
Ceprest Bobposa (Tosima). L]eJTbIX TPU POCCUICKUX
BBICTAaBKM INPEACTaBWIN BU3yaJIbHOE HCKYCCTBO

had signed “Russia — Japan plan of action”. The first
event of that Forum took place in June 2004. It did
not look like other specific events which happen all
over the world but leave no traces both in the history
of relations between countries and in the memory
of its participants. The Forum was a follow-up and
part of informal activities successfully realized by its
organizers and participants. Sometimes this Forum
gave birth to the new and most interesting ideas. In
2004-2006, participants of the Forum met four times
in turn, in various Japanese cities and Moscow.

Meanwhile the exchange seasons gathered
pace. In 2005, the Japanese season was held in
two cities. Dionysus directed by Suzuki was
presented in Saint-Petersburg at Aleksandrinsky
theatre. The show gained new meanings inside
luxurious imperial interiors and run in
overcrowded theatre. The productions presented
in Moscow were a version of Ivanov by A.Chekhov
staged by Suzuki, Kiyotsune and Aoinoue, two
productons of Theatre Noh, Sumo with a Mosquito
and The Melon Thief of Kyogen theatre (Tokyo
”Nokaguza” theatre company). For the first time in
Moscow, a well-known Japanese architect Arata
Isodzaki’s exposition Hiroshima Destroyed Anew
was unrolled in the Moscow A. Shchusev Museum.
This architect together with Suzuki had created
the unique theatre centers in Toga and Shizuoka.

King Lear staged by Tadashi Suzuki at the
Moscow Art Theatre in 2004 was included into the
Seasons’ programme. Creation of this production
has been an entirely separate story. It is a story of
many days of long-time trainings of Moscow actors
in Japan and in Russia followed by the openings
in both countries. Formally, it was not a co-
production with the Chekhov Festival but in reality,
that production was born due to those strong ties
that existed between the Chekhov Festival and the
Russia-Japan Seasons. Thisrelationship encouraged
Oleg Tabakov, the Moscow Art Theatre artistic
leader to invite Tadashi Suzuki to do a production
at his theatre. Later, in 2007, Yuri Lyubimov, the
artistic leader of Taganka theatre invited Suzuki to
do a production at Taganka theatre. It was Electra
based on Hofmannstahl and Sophocles texts and it
was presented in Toga in 2008.

Unfortunately, the 2006 was the last year of the
Russia-Japan Seasons project. The main feature of
that year was the splendid Russian programme.
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20. /I3é Kanamopu
Jo Kanamori

21-22. Huna -
Mmamepuanusayus
JcepmeonpuHouleHus
my3vika An Ton 3am,
Xxopeozpag

/13¢ Kanamopu,
Komnanus «Housm»,
Ilenmp
UCNOJIHUMEeNbCKUX
uckyccms Puymonus

Nina - materialized
sacrifice

music An Ton That,
chor. Jo Kanamorti,
‘Noism’ Company,
Ryutopia Performing
Arts Centre

U apxXuTeKTypy: B KynbTypHOM LieHTpe «[enroc»
B Hanro-Cutu mpedektypsl TosiMa mpoIiia BBI-
CTaBKa MOCKOBCKUX Xy/ZJ0)KHUKOB, B My3ee coBpe-
MeHHOTo ucKyccTBa B Toama u B [opozackoM My3ee
COBPEMEHHOI'0 UCKYCCTBA XUPOCUMBI — BBICTaBKa
COBPEMEHHOI'0 MCKYyCCTBa IpU KypaTopcTBe Lo-
cuda BakmrreiiHa, B Cua3yoka — BeICTaBKa locy-
JApCTBEHHOI'0 My3ed apxuTeKTypbl uM. A.B. Ily-
ceBa «20 JeT crycTa». 3aBepma Pycckuii ce3oH
criekTakiab «Koposb Jlup» MXT umenu A.T1. Yexo-
Ba B nocraHoBke Tazacu CyzA3yKu, KOTOPBI OBLI
mokasas 21, 22 u 23 gekabps 2006 roga B HoBom
HarnoHanpbHOM TeaTpe, KpynHeHiiell TeaTpasib-
Holi wiomazake Tokno. PajocTHO BCIOMUHATE I10-
HacTosIeMy OOJIBIION yeIleX CeKTakJIA. DTU IHU

From August to December the theatre-goers were
able to see Mr.Carmen of the Saint-Petersburg
Engineer theatre “AHE” (at Toga New Theatre);
The Double Inconstancy by P. Marivaux directed by
Dmitry Chernyakov at the Novosibirsk “Globus”
theatre; Viy after N.Gogol directed by Nina Chusova
(presented in Japan for the second time); Sleeping
Beauty performed by the State Siberian Ballet
in Sergei Bobrov’s interpretation (in Toyama).
Three Russian expositions presented visual arts
and architecture. Exposition of Moscow artists
at the “Helios” Cultural Centre of the Nanto-city
Toyama prefecture, Exposition of Contemporary
Art supervised by Iosif Bakshteyn at the Toyama
Modern Art Museum and the Hiroshima Modern
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3aBepIININ 3aMevyaTeJbHYyI0 HCTOpPHI0 Pycckux
Ce30HOB B fIIOHUU ¥ MIPOM3OIUIO 3TO Ha CAMOM
MMKe ycIexa.

C 2007 roma YexoBckuil ¢ecTuBaIb He IIPO-
BOZUT OOGMEHHBIX CE30HOB C SIMOHMEN B IPEXKHEM
dopmate, XOTA ANOHCKAsA TeMa IOIyYWIa pa3BU-
Tve BHyTpU YexoBckoro dectuBaid. AmoHCKUHN
xopeorpad /[3¢ KaHamopwu, IO ero ke CJOBaw,
yuyeHuk Mopuca bexapa u Tazmacu Cyasyku, B
2007 rozy mokasas CHeKTaK/b CBOel KOMIIaHUU
«Houam» (LIeHTp MCHOJHUTENbCKUX HCKYCCTB
Puyronus, Huurara) «HuHa — MaTepuanusanus
JKEPTBONIpUHOIIeHUA». B 2010 roxy 6vul mpez-
CTaBJIEH CIIEKTAKJb €r0 KOMIIAHUU U YeXOBCKOI'o
dectuBana «be3bIMAHHBIN A7 — YepHBI MOHaX»
110 MOTUBaM pacckas3oB YexoBa, IIOCTaBIEHHBIN K
150-neTuro nucaTes.

B 2007 rozy YexoBckuil ¢ecTrBasb Ipezcra-
BWJI CIeKTakab «[IMkkoyso TeaTpa» u3 Xéro «Me-
CTa ¥ BOCIIOMMHaHUA» I10 nbece MuHopy bany:a-
Ky, B COAPYXecCTBe ¢ KOTOpPBIM CyZ3yKyd HauWHaJ
CBOI IIyTb B TeaTpajJbHOM MCKYCCTBE. 3PUTEIU
YBUZENU U CcHeKTakab camoro Cyzasyku «Mgymiue
U yXOAdAIllNe — BO3pOXZAeHUe Tpajuuuii» (Céme

Art Museum and the Moscow A.V. Shchusev State
Museum exposition Twenty Years Later in Shizuoka.
The Russian Season was closed with the “King Lear”
directed by T. Suzuki at the Moscow Art Theatre.
It was presented on 21, 22 and 23 of December
2006 at the New National Theatre, a major theatre
site in Tokyo. It is a joy to recall the really great
success of this performance. Thus, on these dates at
the highest point of success the wonderful history
of the Russian Seasons in Japan was completed.
Since 2007, the Chekhov Festival does not run
the exchange seasons with Japan. But since then
the Japanese theme has been developing within the
festival. The Japanese choreographer Jo Kanamori
who considers himself a pupil of Maurice Bejart
and Tadashi Suzuki presented his production
Nina - Materialized Sacrifice (Company Noism,
Ryutopia Niigata-City PAC). A co-production of
his company and the Chekhov Festival Nameless
Poison — the Black Monk after short stories by
A. Chekhov was presented in 2010. The production
was dedicated to the 150" A. Chekhov anniversary.
The VII Chekhov Festival presented “Piccolo
theatre” from Hyogo - Places and Memories
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23-24. Be3bLMAHHbLIL A0 —
YepHblil MOHAX

nocmaioska u xopeozpagus —
/13¢ Kanamopu,

Komnanus «<Hou3m 1»,
Ifenmp ucnonHumensbckux
uckyccma Puymonus,

MT® um. A.I1.9exosa

Nameless Poison —

The Black Monk

chor. and dir. Jo Kanamori,
‘Noism’ Company, Ryutopia
Performing Arts Centre,
CITF

u lleHTp ucnoIHUTENbCKUX HCKyccTB CHA3YOKa).
A B 2009 rogy TpaAMIIMOHHBIN TeaTp KyKosa byHpa-
Ky, BIIepBble ITOCEeTUBLIMI HaIlly CTpaHy, cTal BO-
IJIOIIeHHOM MeUTOl TeaTpalbHbIX TypPMaHOB.

«... ceroguamHuil TeaTp ByHpaky, ocHaiieH-
HBII GOoraTeluIMMU TEeXHUYECKUMU BO3MOXKHO-
CTAMMU, IIOKas3blBaeT HaM pPeAKOCTHOe IO Kpaco-
Te 3pesullie: B IocaefHeW KapTUHe TaHel] KyKOJ
BOCIIPUHUMAETCS [TOYTH Kak 6ajer; MpH IIOJHOHN
HENOJBWXHOCTH JIWIL, IPUTOM YTO MBI OTYETIM-
BO BHJUM KYKJIOBOZOB, IJIACTHKA KYKOJ KayKeTcd
npocTo BosiebHol! Tosoca paccKka3uyuKoB “Taro”,
CUZAIINX CIIpaBa OT CIeHUYeCKOH IIOLIaZKU, TOXKe
TIpU TTOJTHOM HEIOABM)XHOCTH JIUI] aKTEPOB, 3BYKU
CAMMICOHOB — BCe BBI3bIBAeT CUIbHeNIIee 9MOLIHO-
HaJIbHOE TIOTpsiceHue. U CJIOBHO 3a6bIBAEIIb O TOM,
YTO mepes TOOOW KYKJIbI, YTO UCTOPUSA He3aMBbIC-
JioBaTa U HaWBHA, — BIMUTBHIBAEIIb IO3THUYECKYIO
KpacoTy IIOBeCTBOBAHUA, HaClIaKJaellbCsa He My-
3eHOMH, a KMBOW, TOJIHOKPOBHOM >KU3HBIO TPaJU-
uuu. Y korga B duHame KykiaoBozbl Ecuza Kazasyo
u Kuputaks KanzA310p0 MOABIAIOTCA C OTKPBITBIMU
JIMLlaMU, TpareAusa KyKOJbHOT'O CIIEKTaKJA CJIOB-
HO IpeoOpakaeTcsi B Tparefvio 4eIOBEYECKYIO».
Hamanvsi Cmapocensckas. — «Kynemypa» — 2009,
9-15 urons, N°26

after Minoru Betsuyaku play directed by Osamu
Matsumoto. With this playwright, Suzuki started
his way in art. Moscow spectators also saw Suzuki’s
production Going Away and Leaving — a Revival of
Traditions (SHOMYO and SPAC). And in 2009,
the traditional Bunraku puppet company show,
presented for the first time in our country, became
a materialized dream to our theatre connoisseurs.
“Today’s Bunraku company being perfectly
technically equipped presents us a performance
rare in its beauty. In its last scene, the puppets’
dance is perceived as a ballet. With complete
stillness of faces, while we clearly see the
puppeteers the puppets plastics seems sheer
magic! The voices of story tellers sitting to the
right of the stage with frozen faces, the sounds
of shamisen — all this brings about the strongest
emotional shock. You forget that it is a puppet
that you see in front of you, that the story itself
is uncomplicated and naive. You absorb poetical
beauty of the story and enjoy lively, full-blooded,
not a museum kind tradition. And when in the
end the puppeteers Yoshida Kazuo and Kiritake
Kanjuro appear with uncovered faces, the puppet
theatre tragedy turns into the tragedy of humans.”
Natalia Staroselskaya, “Kultura”, 2009, July 9-15
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25. Camocu Musizu
Satoshi Miyagi

26-28. Maxabxapama-Hanauapumam
no momueam OpegHeUHOUTICK020
anoca, pexc. Camocu Musieu,

Ilenmp cyeHuueckux uckKyccma
Cuosyoka

Mahabharata-Nalacharitam
dir. Satoshi Miyagi, Shizuoka
Performing Arts Centre

Toxer cryctsi, B 2015 rogy B MockBe ObLT T10-
KasaH cIekTakiab yuyeHuka Tagacu Cyzasyku Ca-
Toch MuAry, NIPUHABIIEIO U3 PYK MacTepa pPyKo-
BOACTBO LIeHTPOM HCIOMHUTENbCKUX HCKYCCTB
Cusyoka - «Maxabxapara-Hanagapuram», II0
MOTHUBaM JpeBHenHAuNcKoro anoca. CIeKTaKIb,
B KOTOPOM BCTPETWINUCH JBE BEJIMKHE BOCTOYHbBIE
KYJIBTYPHI, TIOPA3WI MOCKOBCKYIO IyOJIUKY CBOEH
HU3BICKAHHOCTBIO.

«CamMoe TpuBJieKaTeIbHOE B IIOCTAaHOBKe Mu-
ArW — yTpaTa CaKpaJbHOCTU AINOHCKOIO TeaTpa U
BBIXOZ] Ha OOIIeYesOBEeYeCKYI0 TeaTpPaJbHOCTD,
IZle eCTb MeCTO XXUBOMY IOMOpPY, UMIIPOBU3ALVY,
napozuu. [Tpoucxogaiiee Ha ClieHe — He JPEBHAA
3acThIBIIAsA CKaskKa, a MCTOpUA, KOTOpas MoIya
IIPOU3OMTH 37iech U cefiuac». Examepuna bensiesa —
My3sbikansHoe 0603peHue». 2015, N2 9

A B TeaTpanbHOU JAepeBHe Tora Tazacu Cy-
[A3YKUA TIPOBOAUT €XEroZHble MeXAyHapOoAHbIe
TPEHUHTU U TeaTpajbHble PeCTUBAIH, T/le PIAOM
C eBpOIIeMCKMMU TPYIIIaMU BBICTYIIAIOT MHOTHE
TeaTpajibHble KoJuleKTUBBI Kurtaa, Kopeu, UH-
AWY, APYrMX BOCTOYHBIX CTpaH. XodeTcda Haze-
ATbCA, YTO POCCUMCKHUE TPYIIIBl BHOBb BEPHYTCA
TyZa, TZe, yBepeHa, UX BCeraa XAyT.

Years later, in 2015, Mahabharata-Nalacharitam
based on the ancient Indian epic poem was
presented in Moscow. It had been directed by
Satoshi Miyagi, Tadashi Suzuki’s disciple, who
took over the management of the SPAC from
the Master. Two great cultures met in that
performance, which amazed Moscow audience
with its exquisiteness.

«The most attractive in Miyagi’s production
is its loss of the Japanese theatre sacrality and
transition to universal theatricality with its live
humour, improvisation, parody. The action
unrolling on the stage is not a stationary ancient
tale but a story that could happen here and now».
Ekaterina Belyaeva — Mugikalnoe obozrenie, 2015

In the theatrical village, Tadashi Suzuki holds
international trainings and annual international
theatre festivals where FEuropean companies
perform together with companies from China,
Korea, India and other countries from the East.
I hope that Russian companies will return to Japan
anew as they are always welcome there.
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Enena BacuHna

Elena Vasina

1. Tanzo u HOUB
udest, NOCMAHOBKA

u xopeozpagusi:
IMunap Anveapec,
Knayouo XogppmarH,
Mapuxo Anwveapec,
«Tanzo Mempdonoauc
/Jlaxc Komnanu»

Tango & Night, idea,
dir. and chor. Pilar
Alvarez, Claudio
Hoffmann, Marijo
Alvarez, Tango
Metropolis Dance
Company

LY

P> X2®)

NATUHOAMEPUKAHCKAA MO3AUKA:

OT YEXOBA O KAPHABAIJIA,
OT KAPHABAJIA O TAHIO

LATIN-AMERICAN MOSAICS:
FROM CHEKHOV TO CARNIVAL,
FROM CARNIVALTO TANGO

I'panursl YexoBcKoro decTuBasd, KOTOPOMY C ca-
MOTO Hayasa ObUI Iy CHOOMCTCKUI €BPOIIOIeH-
TPU3M, Bcerza ObLTM OTKPBITBL MUDPY: Yke B 1996
s yaactus Bo Il dectuBane OGbUI IIpUIVIALIEH ap-
TeHTUHCKUHN clleKTakiab «/laada Baua», pexuccepa
Pacdasss Peiiepoca. CrieKTaKJIb UTPAJA B BEICTABOY-
HOM 3asie MaHeX, KOTODPbIi GBUI IIpeBpallieH B ab-
COJIIOTHO Oejioe, JUIIEeHHOe KaKUX Obl TO HU OBLIO
OyZHUYHBIX JleTanell, IPOCTPAHCTBO, rae repou Ye-
XOBa BepUIWIN PUTyas — PUTyaJl IaMATU. «OcTanuch
OZTHY BOCTIOMUHAHUA» — CJIOBA OJHOU 13 IeceH, 3By-
YaBIIKUX B CIIeKTakJe, CTAHOBWINCH ero JeHTMOTHU-
BOM. B mHTepIpeTanuu apreHTHHIEB YeXOBCKUU
TEKCT CTAHOBWICS IOZI0OEH JUTEPaTypPHBIM JIaOu-
PUHTaM MX 3HAMEHUTOT'0 COOTE€YeCTBEHHHUKA — X0op-
xe Jlyuca Bopxeca, 1aGUPUHTOM ITaMsATH, IO KOTO-
POMY MOXXHO 6POJAUTH BEYHO, He HAXOASI BBIXOZA.
Tax, yxe B IIepBOM JIaTUHOAMEePUKaHCKOM ClieHuJe-
CKOM ITpouTeHuU YexoBa, KOTOpOe yBUAEIU 3pUTe-
su decTUBaA, IPO3ByYana HOBAasA U HEOXUAAHHAA
WHTOHAIMA, KOTOpas BbIAEINIA 3TOT CIEKTaKJIb U3
MHOXeCTBA IPYTHUX YeXOBCKUX IIOCTAHOBOK.

Eme ozHOro apreHTUHCKOro «/laawo BaHio» Ye-
XOBCKHH ¢decTrBaib nokasan B 2010 rozy, Ha 3TOT
pa3 3To ObLT crieKTaksIb JlaHuassa BepoHese — ofHO-
ro U3 caMbIX U3BECTHBIX M IouuTaeMblX B EBpore
JIaATUHOAMEPUKAHCKUX PEXUCCepOB U JpaMaTyp-
roB. U onATh my6ivKa CTONKHY/IACh C OYEHb HEO-
OBIYHBIM TIpoYTeHHEM YeX0oBa, KOTOPOE POXKIAIO0
olIyIeHue MOJHOM CBOOGOAB! OT TeaTpaJbHOM Tpa-
JUIIY, YTO, BIPOYEM, OOBICHUMO B KOHTEKCTE CO-
BpeMeHHOU JJaTUHOAMepPUKAHCKOM CIIeHbl — OYeHb
MOJIOZOH, MINyLlel OTIWYHBIe OT 3alaJHBIX, CBOU
cobcTBeHHbIe ITyTH B TeaTpe. Kak u B mepBoii ap-
TEeHTUHCKOH MOCTAaHOBKe, B «/[size Bane» BepoHese

From the very beginning the Chekhov festival
was alien to snobbish Eurocentric trends and its
borders have been always open to the whole world.
It was already in 1996 when II Chekhov festival
invited a production from Argentina. Uncle Vanya
directed by Rafael Reyeros was performed in the
Manezh Exhibition Hall which was turned into
absolutely white space devoid of everyday life
details where Chekhov’s heroes executed the rite of
memory. «<Only memories have remained”, — those
words from one of the songs in the play became
its keynote. In the Argentinians’ interpretation
the Chekhov’s text became similar to the literary
labyrinths of Jorge Luis Borges, their famous fellow
countryman. His labyrinths have no end; one may
wander in them endlessly without finding the way
out. So it was already in the first Latin-American
stage interpretation of Chekhov that the Festival
audience felt new and unusual intonation which
distinguished that production from many other
Chekhovian performances.

The next Argentinian Uncle Vanya was
presented at the Chekhov Festival in 2010. That
time it was directed by Daniel Veronese, one of the
most acknowledged and respected Latin-American
directors and playwrights in Europe. Again, the
audience came across a very unusual interpretation
of Chekhov which caused a sensation of complete
liberation from any theatrical tradition. And it is
quite explainable in the context of contemporary
Latin-American theatre, young, looking for its
own new ways that differ from European ones.
As well as in the first Argentinian production, in
Uncle Vanya directed by Veronese time and space
were destroyed. (By the way, that show had a
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2. [Tada Bausa A.Uexos,
pedc. Pagaans Petiepoc,
Tpynna «/[a0s Baus»

Uncle Vanya by A.Chekhov
dir. Rafael Reiros
Company «Uncle Vanya»

3. [ladsa Bans («Cnedswutl
3a HceHWUHOTL, Komopas
cama cebs ybusaems)

no nwece A.Yexosa,
adanmauyus, pexcuccypa

u cyeHoepagus —

/anuans BepoHese,
Komnanus Zlanuana Bepore3se

Uncle Vanya (Watching
the woman kill herself)
based on the same-name
play by A.Chekhov,

dir. Daniel Veronese,
Compafiia

de Daniel Veronese

(kcTaTH, y 9TOTO CIEKTAKJIA ObLIO ¥ BTOPOE, UHTPH-
ryroinee Ha3zBaHue: «CIeaAIIuil 3a KeHITUHON, KO-
Topas caMa cebs1 youBaeT») ObUIO HAPYIIEHO BPEMS
U mpocTpaHcTBo. OJHAKO BMECTO pUTyaia MaMATH
3/1eCh TIpe/ICTaBasa camas YTo HU Ha eCTh OYHUY-
Had COBPEMEHHOCTb, MHOI/IAa ZIOBOJIBHO IMapasioK-
CaJIbHBIM 00Opa3oM COOTHECEHHAs C YEXOBCKUM
TEKCTOM, KOTODBIN, B CBOIO OYepe/b, MO-TIOCTMO-
JIePHUCTCKU JIeKOHCTPYUPOBAJICA, IIPeBpaIiasich B
moBecTBOBaHue 0 TeaTpe. [Ipodeccop CepeOPIKOB
y BepoHe3e cTaHOBWICA TeaTpaJbHBIM KPUTHUKOM,
yMeromuM 6e3 3alMHKKU H3JIaraTh BCE M3BECTHBIE
€My TeaTpaJibHblE TEOPUH, HO He CIIOCOOHBIM IIO-
YyBCTBOBATh JKUBYIO Jpamy >Xu3HU. COHA, Kak
HuHa 3apeuHas, cTpaZiajia OT HeEyZayu Ha JIHOOU-
TEJbCKOU clieHe. A ACTpPOB U A4 BaHs B caMble
JpaMaTU4YHble MOMEHTHl HaYWHAIW PerneTUpPOBaTh
«CnyxaHok» Kana Kene. M kak 37iecb OIATb HeE
BCIIOMHUTbH bopxeca, yTBep>XJaBIIero, 4To «KpoMe

second intriguing title — ‘Espia a una mujer que
se mata’ (Watching the woman kill herself). But
instead of memory rite most ordinary everyday
contemporaneity was presented. Sometimes it was
quite paradoxically correlated to the Chekhov’s text
which in turn was deconstructed in the postmodern
way and transformed into a story....about the
theatre. Professor Serebryakov became a theatre
critic capable of describing all theatre theories he
knows without a stumble but not capable to feel
real drama of life. Sonya as well as Nina Zarechnaya
had no luck in the amateur theatre. And Astrov and
uncle Vanya were starting to rehearse Les Bonnes
by Jean Genet in the most dramatic moments. One
cannot but recall Borges who stated that “we don’t
have anything besides quotations. Our language is
the system of quotations”. Characters of Chekhov
and Veronese existed in the world of theatre as if
they were characters on stage at the same time.
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LIUTAaT, HaM y»Ke HU4Yero He ocTasoch. Haur A3bIK —
cucTema nurar». [lepconaxku Yexosa-BepoHese cy-
LIEeCTBOBAJIM B MHpPE TeaTpa, OZHOBPEMEHHO OIIly-
mast ce6s ¥ ero mepcoHakaMu.

B rog robwres YexoBa ¢ecTHUBanb MOKasal U
ellle OJVH JaTUHOAMEePUKaHCKUH ClIeKTaKJb, BJOX-
HOBJIEHHBIM PYCCKUM KJIACCUKOM, HO JIMIIE€HHBIN
KaKOro-1u00 IHUeTeTa 110 OTHOLIEHHUIO K HeMy. DTO
6bl1a nbeca «HeBa», HaNMCaHHAA U [OCTABJIEHHAA
YWINMCKUM JpaMaTyprom u pexuccepoM I'mibep-
Mo KanbzepoHoM. B kaMepHOM cIleKTakie Aeu-
CTBHE MPOMCXOJWIO B CAMOM Hadaje PeBOJIOLUN
1905 roza B Cankrt-IleTepbypre Ha Geperax HeBsl —
OTCIOZIa U HasBaHUe IIbechl. /lelicTBylolue JuIa,
TpOE aKTEPOB, 6YKBAIBLHO 32KATHIX HA MaJIEHbKOM,
NIOZICBEYEHHOM CHU3Y NIPOCIIeHUyMe, HAYUHAJIU pe-
MeTUPOBaTh «BUIIHEBHIN caz». OZHON U3 TepOUHb
6puta KHummep-YexoBa, KOTopas IIOCIE CMEPTH
My’Ka, KaK el KakeTcsd, HaBcerJa yTpaTWia CBOH
akTepckuii TanaHT. Kak mmcan Poman /lomxaH-
ckui, ['mibepmo KanpepoH «11ocTaBuil ClIeKTaKlb,
KOHEYHO, He CTOJNIbKO 00 AHTOHe [lapioBuye Wiu

When celebrating Chekhov’s anniversary year
the Festival presented another Latin-American
show inspired by Russian classics but devoid
of any piety in relation to it. It was a play Neva
written and directed by Guillermo Calderon, a
Chilean playwright and director. In that small-scale
production the action took place in the beginning of
1905 revolution in Saint-Petersburg on the banks of
the Neva river. Hence the title Neva. The characters
of Neva, three actors boxed in the space, lit from
below the forestage, started to rehearse Cherry
Orchard. One of them was Knipper-Chekhova, who
thought that after her husband’s death she lost
her artistic talent forever. As Roman Dolzhansky
wrote: “It was not only about Anton Pavlovich or
his widow that Guillermo Calderon created this
performance but about how theatre performance
transforms into an independent world, how it
confronts life and sometimes substitutes it. And
about how it helps those who are disappointed in
life, and helps them to find the new essence in life,
to survive.” Speaking in Chekhov’s words “to carry
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4. Hesa asmop

u pexc. ['unsepmo
KanvoepoHn,
«Teampo 3H a11b
Baanko»

Neva, dir. Guillermo
Calderon,
Teatro en el Blanco

€ro BZOBe, CKOJBKO O TOM, KaK TeaTpajbHad Urpa
IIpeBpallaeTcs B CAaMOCTOATENIbHBIM MHUP, KaK OHa
IIPOTUBOCTOUT KM3HU, NHOI/IA 3aMeHAeT *KU3Hb, a
TEeM, KTO B ’KM3HU pPa304apoBajIcs, IOMOTaeT HAlTu
HOBBIM CMBICJT ¥ BBDKUTD. [OBOPS 4eXOBCKUMU CJIO-
BaMM — “HECTU CBOU KpecT U BepuTh ». KoHeuHo,
He GBUIO HUYEro yAUBUTEIBHOTO B TOM, UTO «4€XOB-
CKUe» CTIeKTaKIu U3 JIATUHCKOM AMepHuKHU Iprexa-
Ji1 B MOCKBY, OZIHaKO, He TOJIbKO ofHU OHU. PecTu-
BaJIb IIOCTapascs IPeZCTaBUTh KaK MOXHO Ooiee
IIUPOKUN M Pa3HOOOPA3HBIN CIIEKTP TeaTPaIbHOU
KYJIBTYPHI F0’)KHOAMEPUKAHCKOTO KOHTHUHEHTA.

[Toxkasy#i, caMbIM HEOXXHJAHHBIM U CMEJBIM
OTKDBITHEM TeaTpa I0)KHOAMEPUKAHCKOI'O KOHTH-
HEHTA, IPOU30LIe UM Ha YeXOBCKOM decTUBaIe,
cTasl OpaswIbCKUi creKkTakab «Kuura oBa», chl-
rpaHHBIH 8 pas. [locTaBieHHBIH TOTZA ellle HUKOMY
He M3BECTHBIM U OYeHb MOJIOJBIM PeXXUCCEPOM AH-
TOHMO Apayxo (IpoMkasd MeXXAyHapogHas U3BeCT-
HOCTb IIPUJET K HeMy IIOocJIe IT0Ka3a Ha YeXOBCKOM
dbecTuBae), 5TOT aBaHTapAHBIH, }KeCTOKO-HATypa-
JINCTUYHBIN CIIEKTaKJIb IPUIJIAIas 3pUTesiei mpoii-
TH Yepe3 Bce HEMBICMMbIe HCIBITAHUA, BEIIIABIINE
Ha Z1ot0 BeTxo3aBeTHoro Moga. IlpoiiTu u B amo-
[MOHAJIBHOM U B GYKBAJIBHOM CMBICJIE: ZIeiCTBUE
pasBopauuBayioch B ¢oiie, KOpUAOpax, JeCTHUIAX
u 3anax Tearpa «MojepH», KOTOPHIH CIlellHalbHO
JUISL 3TOTO CIIEKTaKJIsA ObUI IIepeobOopyIoBaH B Jia-
3apet. U 3putenu ciefoBasy 10 KPOBABBIM CJIeZlaM
VloBa, KOTOpPOTO caTaHa IOPAasWI «IIPOKA30H JIIo-
TOIO OT ITOZIOLIBEI HOT ero Mo caMoe TeMsA ero» U Ko-
TOPBIH B CTPAIIHOM M MyYHTEIbHOM MUDE TpeOyeT
ot ['ocriozia oTBeTa Ha BOIIPOC, 32 YTO JKe CTPaZaioT
Te, KTO HEBUHHEI U 6e3rpenHbl. Pa3pyuias urposoe
MIPOCTPAHCTBO, PEXUCCEP MAKCUMAIBHO COMIDKA
repcoHakell BETX03aBeTHOMU IpaMbl CO 3pUTENISAMU,
morpy»xas ux B 6e3ZHy cTpasaHuii MloBa u JUIIb B
KOHIIe /]aBasi BO3MOXXHOCTh HCIIBITATh HACTOAIMINN
KaTapcuc, Korjia B ocjaefHel clieHe, IIPOUCXOAUB-
1eit B 60JIbHUYHOM OIIePaIOHHOM, BAPYT BCE MPO-
CTPaHCTBO HEOXXUJAHHO 03apsAIOCh APKKUM CBETOM,
u Vlos roBoput: «bor ects, bor ¢ Hamu!». Bugac Cu-
JIFOHAC MHCAJI, YTO IIPO 3TOT «My4YUTENbHBIN U TIpe-
KpacHBIM CIIeKTaK/b, OTIMYAIOMIMNACA H3O0IIpeH-
HBIM, BUPTYO3HBIM MacTePCTBOM U HeINOA/eNbHOMH,
Gepylieil B MOJOH MCKPEHHOCTBIO U YECTHOCTHIO
Helb3s OBLIO CKasaTh: “SI ero Buzena’, HO MOXKHO
OBUTO BCITOMHUTD: “SI €ro mepexut, s 6bUT ero coy-
YaCTHUKOM, 5 €70 UCTIBITA...” »

on one’s cross and to believe”. Of course, it was no
surprise that Chekhov’s productions from Latin
America were brought to Moscow. They were not
the only ones; the Festival did its best to present the
wide and versatile range of theatrical culture of the
South American continent.

And perhaps the most surprising and brave
discovery of Latin American theatre that took place
at the Chekhov Festival was the Brazilian show Book
of Job which was performed 8 times. It was directed
by almost unknown and very young Antonio Aratijo
(his international fame came after the presentation
of the show at the Chekhov Festival). This vanguard,
hard naturalistic performance invited spectators to
share unimaginable sufferings the Old Testament
Job had to experience. To share in the emotional
and literal sense: the performance unrolled in the
foyer, corridors, staircases and halls of the Modern
theatre, which had been specially transformed
into infirmary for the occasion. And spectators
followed the blood steps of Job who was infected
by Satan with leprosy from feet to his head and
who questioned the God why he had made suffer
those who were sinless and virgin. Destroying the
performing space the director brought together the
characters of the Old Testament and spectators,
immersing them into the abyss of Job’s sufferings,
allowing them to feel real catharsis. It was in the
last scene when the space was lit by the brightest
light and Job said “The God exists, God is with us!
”Vidas Silyunas wrote that it was hardly possible to
say “I have seen the show” about this torturous and
wonderful piece full of exquisite virtuoso mastery
and ginuine captivating sincerity and honesty.
But it was possible to say: ”I have lived it through,
I have taken part in it, [ have tested it...”

However, contacts of the Chekhov festival with
Brazilwerenotlimited bythesuccessful presentation
of The Book of Job. In 2001 the Festival presented
to its public an exotic and fascinating show —
“a piece” of a real Brazilian carnival. A “grandiose
march of one hundred and twenty participants of
the carnival samba school Vai-Vai” took place right
in the centre of Moscow, all along Tverskaya Street.
It demonstrated the power of collective action
and brought spectators to ecstatic stupor. The
programme of the VI Chekhov Festival included
Brazilian Theatre Season which occurred to be
a dominating and ambitious project of Brazilian
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Csa3u YexoBckoro ¢ectuBand ¢ bpaswiueil He
OrPaHUYWINCh JUIIb ycrexoM «Kuuru Mosa». Yxe
B 2001 roay decTtuBanb MOAAPWI CBOEH IMyOIUKe
9K30THYECKOE U 3aXBaThIBAOILEe 3PEIUIIE — «KyCO-
YeK» HaCTOAIEro OpaswIbCKOTO KapHaBasa. I'paH-
JM03HOE IlIeCTBHE CTa [JBaJllaTA YYaCTHUKOB Kap-
HaBaJIbHOM IIIKOJIBI caMOBbI «Baii-Bati», TpoucxoauB-
1Iee npssMo B caMoM IieHTpe MockBbI, Ha TBepcKo,
IIPOJEMOHCTPUPOBAJIO BCIO MOIIb KOJUIEKTUBHOI'O
JleiCTBa, IPUBe/IA 3pUTeIel MPSAMO-TaKU B DKCTA3.

[TpazgHuyHaA JOMUHAHTa OpPa3WIbCKOTO 3pe-
JIMITHOT'O MCKYCCTBa OKasajlach OZHOM M3 OCHOB-
HBIX ¥ B aMOUIIMO3HOM IIPOEKTe BKIOYeHU «bpa-
3MJIbCKOI'O TeaTPaJbHOI'O CE30Ha» B IIPOrpaMMy
VI YexoBckoro ¢ectuBaii. «bpasuibckuil ce30H»
OTKPBIBJIO 3apasUTENbHOE MY3BIKUIbHOE IOy
«Jlynapuo Ilepmeryo» AnToHMO HobGperu — my-
3bIKAHTa, IIeBI[a, TAHIIOPA, aKTepa, cobuparess
dosbkIOpa, HACTOALIETO YeJ0BeKa-OpKecTpa.
[Tpeo6pasuBmMCch Ha ClieHe B TpOTaTeIbHO-HaU-
BHOT'O HapoAHoro nepcoHaxa ToHbeTy (0H HaIo-
MHUHaI U ApsiekuHa, 1 Yapau Yarunaa), Hobpera

performing arts. Brazilian Season was opened
by a musical show of Anténio Nébrega Lunario
Perpetuo. A musician, singer, dancer, actor,
folk music researcher, a real man-orchestra.
Transforming into a touching folk simpleton
Tonieto (he reminded both Arlecchino and
Chaplin) Nébrega, was able to present on the stage
a whole world of folk Brazilian culture, which
main feature was together and to....get a blast.
So it is not surprising that in the end, responding
to Nobrega’s appeal spectators couldn’t remain
sitting any longer and rushed onto the stage to join
the round dance of the carnival, leaving behind the
amazed Mossovet theatre ushers.

Five different companies were presented in
the program of Brazilian Season. A tiny puppet
theatre “Magic Box”, well known and admired
by spectators of practically all the continents.
Only one spectator at a time could see each mini-
production (Photographer, Inside Othello, Lorca’s
Light) which lasted not longer than three minutes.
Openly opposing the art for the masses the
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5. Jlynapuo nepnemyo
A.Hobpeea,

pedxc. Anmonuo Hobpeza,
Bpunkaxme [Ipodycoec
Apmucmuxkac

Lunario Perpetuo
dir. Antonio Nobrega,
Brincante Produgdes
Artisticas

CcyMeJI BOIUIOTUTD Ha ClLieHe IIesbli yAUBUTENbHBIN
U TIO3TUYECKUH MUP HapOAHOM 6PasmIbCKOM KyJTb-
TYPBI, B KOTOPOM IJIaBHOE — 3TO OBITh BMECTE H...
3axuratb. [IoaToMy He yIMBUTENBHO, YTO B KOHIIE
NIpe/iCTaBIeHUsA 3PUTENU He CMOIIU YCTOATh, TOU-
Hee, yCHU/JIeTh U K BALEMY YAUBIEHUIO BCEX CIYXKHU-
Tenelr TeaTpa MoccoBeTa IO Npu3sbiBy Hobperu
copBaJsach CO CBOMX MeCT U IIyCTUIAach B II0-KapHa-
BaJIbHOMY IIpa3ZHUYHBIN XOPOBO/I,.

B mporpamme «BpasuibCcKOTO Ce30Ha» ObLIO
MIpEeZICTaBJIEHO TISATh OYeHb Pa3HOOOGPAa3HBIX KOJ-
JIEKTUBOB. BBUI ¥ KpOIIEYHBIN KyKOJbHBIM TeaTp
«Boutiie6Hast MIKATY/IKa», U3BECTHBIA U JIIOOUMBIN
3pUTEIAMHU IPaKTUYECKU BCeX KOHTUHEHTOB. Kax-
ZBIA 13 MUHU-criekTakiael («®@oTtorpad», «BHyTpHU
Oremno», «CBeT Jlopku»), KOTOpble AJUINCH He
60Jee TpexX MUHYT, MOT IIOCMOTPETDb TOJIBKO OAUH
3puTenb. OTKPBITO IPOTUBONOCTABIIAA cebs IPUH-
LIUITaM MacCOBOCTH, TBOPILBI «Bosme6HOM mIKa-
TYJIKW» 0Opaljauch K YyBCTBAM U OMOLUAM KaX-
ZIOTO 3pUTENA B OTAEJIbHOCTHU.

Kpome HapozHoro zetictBa AHTOHHO HobGperu
U JleTuKaTHeMIero KyKojabHOro TeaTpa, 3pUTelaM
YexoBckoro ¢pecTuBaA OBUIO IPEJIOKEHO U H3BI-
CKaHHOe IIpoYTeHUe IlepBoro BapuaHTa «®daycra»
[éte. CTWIM30BAaHHBIM B 3CTETUKE OPa3HIbCKOTO
6apokKo, creKTakib «daycTo 3epo» OBUT TOCTABIIEH
TabpuanoM Buuienoii, KOTOPHIN MOIBITaNCA BEP-
HYTb KJIACCUYeCKUN TEeKCT K ero HapOoAHBIM HCTO-
KaM — CpeZiHeBeKOBOH JiereHze o Aokrope daycre.
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6-8. Paycmo 3epo U.Ieme,
pexc. Avmonuo Iabpusn Canmana
Bunnena, Teamp «¥Yp bpasun»

Fausto Zero J.W. Goethe,
dir. Gabriel Villella, Theatre Ur Brazil
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DTy pOJIb UCIIONHANA KPyIIHeNas Opa3uibckas Apa-
maruyeckas akrpuca Bangepec ge bappoc. [Ipasza,
B Poccun oHa okxasasach HEBEpOATHO H3BECTHOM
Cpeiv BOBCe He TeaTpajbHOU Iybmuku: Banzepec
CHSIACh BO MHOTUX OPasWIbCKUX «MBUIBHBIX OIle-
pax», CTpaIIHO MOMY/IAPHBIX CPeJ POCCUMCKUX Te-
JIe3pUTeIbHULL, KOTOPbIe 3arl0MHUIU TeaTp [lymku-
Ha, a0Bl YBUJETH CBOIO «KYMUPIITY» KUBBEM.
Jlpyroii Kyaccuieckuil TeKCT — Ha celt pa3 «['am-
JeT» — ObUT MpeAcTaBieH Opa3WIbCKUM TEaTPOM
«Komnanua akxrepoB». Pexuccep OHpuke [luas
peLIwT MoKa3aTh 3pUTENIM CBOeobpasHylo «work
in progress», MO3TOMY W Ha3BaJ CBOM CIIEKTaKJIb

L

9-10. Penemuuus. I'amnem no nvece Y.Illexcnupa,
pexc. Onpuke /Juas, Teamp «Komnanusa akmepos»

Rehersal. Hamlet based on W.Shakespeare,
dir. Enrique Diaz, ‘Company of Actors’ Theatre

11. Bonomoii ockan H.Podpuzec, pedc. JKoze Cency
Mapmunec Koppea, Teamp «O¢ucuna Y3uxa Y3oHa»

Boca De Ouro Nelson Rodrigues,
dir. Jose Celso Martinez Correa,
Teatro Oficina Uzyna Uzona

principle creators of the “Magic Box” appealed to
the feelings and emotions of every single spectator.

Besides folk show by Antonio Nébrega and
the most delicate puppet theatre a very special
interpretation of the first variant of Faust by
Goethe was offered to the Chekhov festival
spectators. It was staged in the style of Brazilian
Baroque by Gabriel Villela who tried to bring
the classic text to its folk roots — the middle ages
legend of Doctor Faust.

That role was played by a major Brazilian actress
Walderez de Barros. She happened to be well-
known among non-theatrical people who saw her in
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«Penerunus. lamueT». [IleKCITMPOBCKUN TEKCT, KaK,
BIIpOYEM, U BCe IEPCOHAXKHU, [TOJBEPIVINCH MIOJHOU
JEKOHCTPYKIIUU. 3PUTEIAM IPUXOAWIOCh OTTAZJBI-
BaTb CBOEOOpAa3HyI0 TOJOBOJOMKY, OYATO COCTaB-
JIEHHYIO U3 OCKOJIKOB BIpe6e3ru pa3buToro TeKcTa
IIbeChbl. BBIIO OTHIOAB HENPOCTO OTBICKATh CMBICI
WHTepnperauuu «['amueTa» B ClIeKTakje, KOTOPbIH,
10 3aMBICJIy CAMHX €r0 co3zaresei, ObUI IpHU3BaH
MIPOJIEMOHCTPUPOBATh IOCTMOZAEPHUCTCKOE OITyCTO-
II€HHMe 3HAKOB U CMbICIOB. Kak BuivM, 6paswibiam
CBOWCTBEHHO OBITh PAIUKATHHBIMU BO BCEM.
OzHaxko caMbIM paJuKajJbHBIM, [IOJHBIM IIO-Ha-
cTosAmeMy OpaswIbCKOW CTPACTH M CIIOHTAHHOCTH,
CTal IIOKUPOBABIIMH MOCKOBCKYIO IyOJHKY CIeK-
TaKJIb «30JI0TOM OCKaJ», I0CTAaBJIeHHbIH IPOC/IaBIeH-
HBIM «Typy» OpPa3uibCKOr0 TeaTPaJbHOTO aBaHIapAa
Kose Cency. Mapuna /laBbioBa nucana: «TBopue-
ctBO JKose Cesicy — aHToOsMOTUA TeaTpa XX Beka €O
BCEMU ero UCKaHUAMH, METAaHUAMU U KPaHOCTAMHU.
<...> B cmpeccoBanHoM Buze B JKose Cescy XKuBeT
YyTb I He Bech TeaTpasbHbIH onbIT EBpornbl XX Beka,
HO, Kak U Bc€ B bpasuuy, y Cescy OH meperuiaBieH
Y UMeeT HU Ha 4TO He IOXOXXUU BKyC. DTO OCTpPOe, HO
BKYCHO€ BapeBo, OT KOTOPOI'0 I'0JI0BA UJeT KPyTroM».

many Brazilian soap-operas, which were extremely
popular among Russian female TV fans. They
packed the Pushkin theatre to see their idol alive.
Another classic text. That time Hamlet was
presented by the Brazilian theatre “Company of
Actors”. Its director, Enrique Diaz had decided to
show to spectators a certain “work in progress”,
and called his production A Rehearsal. Hamlet.
The Shakespearean text as well as all the
characters underwent a complete deconstruction.
The spectator had to unravel the puzzle composed
of broken pieces of the text. But it was rather
difficult to find the idea of interpretation of
Hamlet in the production which, according to its
creators, was to demonstrate typical post-modern
emptiness of symbols and meanings. As we could
see Brazilians tend to be radical in everything.
But the most radical, full of genuine Brazilian
emotions and spontaneity, undoubtedly shocking
for the Moscow public, was Mouth of Gold (Boca
De Ouro) directed by famous “guru” of Brazilian
theatrical avant-garde José Selso. Marina
Davydova wrote: “Artistic works by José Selso
is an anthology of the XX century theatre with
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OTBETHBIM TIPOEKTOM YeXOBCKOTO ¢ecTUBassa
6bUT «PycCKUI TeaTpaybHBIN Ce30H» B Bpaswinu
B 2006 rozy. ITo HECKOJBKUM KpYyIHEUIIUM TOpo-
fam Bpaswiny nponumi TpuyMdaabHbBIE IacTPOIN
AT POCCUMCKUX CIIeKTakjed. BbUM MokaszaHbl
«/IBeHazanarad Houb» [llekcnivpa u «bopuc l'ogyHOB»
[lymkuHa B mnocraHoBKe /[lexkyiaHa JloHHe/U1aHa,
«K. . u3 «IIpecrymienua» no /locToeBCKOMYy B
noctaHoBke Kambl I'mHkaca, «CTapocBeTckue Io-
MeIIVKN» B IIOCTaHOBKe Munzarayca Kapbaycku-
ca, «[[lnHenb» B moctaHoBKe Banepusa ®okuna. I1o
MeTKoMy BblpakeHuio Kawmbl T'mHkaca, «Pycckuit
TeaTpaJbHbIHM ce30H» Ipoles B bpaswiuu c omieno-
MHTENBHBIM — «pyTOONBHBIM» YCIIEXOM. DTOT yCIIEX
nosroputcd U B 2010 rogy, korza B rof, IpasiHo-
BaHus 150-1eTHero obwies cO AHA POXKAEHUs
YexoBa, ¢ecTruBasb NpuBe3eT B bpaswinio cBoit
MeXXyHapOJHBIHM IIPOEKT — clieKTakJb «/JoHka. [1o-
cianue YexoBy», HocTaBaeHHbIHN JJanuanem OuHnmu
[Tackoii, u «bpatbs Y.» B mocTaHoBKe A. l'anubuna.
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12-13. Apomam
npedmecmuii

u mauzo, pexc. Papreii
Benackes, Teampo
HacuoHany,
cyuacmuem

dannu Muxeltl

Perfume of the
Suburb and Tango,
dir. Farley Velasquez,
La Casa del Teatro
Nacional with

the participation

of Fanny Mikey

14. Ha sbicmaske
cyeHoepaguu /laguda
Boposckozo Ha

X HbepoamepukaHckom
decmusane meampa

8 bozome (Konymbus).
Cnesa Hanpaso:
A.Boposckuil, B.®okuH,
Z.Boposckuil,
C.Mauwnos, B.IlladpuH,
M.MankuHa,
IO.Ywakosa,
0O.CsucmyHosa
(xoppecnondenm TACC)

David Borovsky’s

set design exhibition
at the X Ibero-American
Theater Festival

of Bogotd (Colombia).
From left to right:
A.Borovsky, V.Fokin,
D.Borovsky, S.Mailov,
V.Shadrin, M.Malkina,
Y.Ushakova,
O.Svistunova

(TASS reporter)

DAVID
BOROVSKI

Rusia

[
w7

3purenu elie OZHOM CTpaHHI JaTHHOAMEPUKaH-
CKOTO KOHTHHEHTa — Koinym6uu — JOKHBEL GBITH
6s1arogapHel YeX0BCKOMY (GEeCTHUBAIIO 3@ TO, UTO OHU
CMOIVIM YBUZETb HECKOJBbKO CIIeKTaKJeld U3 TOoro
JIy4IlIero, 9TO €CTb B COBPEMEHHOM PYCCKOM TeaTpe.
Brarozaps corpyaHudecTBY YeX0BCKOTo dpecTUBaA
¢ bepoamepukaHckuM ¢ectruBasieM B borote, Ko-
Tophiii Gosnee 20 seT BosmiaBsuia PaHHu Muket,
B 2006 rozy TaMm 6bUTH ITOKa3aHbI «TPU CECTPEI» B I1O-
craHoBKe /lekyana /loHHe/1aHa, «BoiiHa u mup» [le-
Tpa DomeHKo, «<HeBCKUli TPOCIeKT», TOCTaBAEHHBIN
Pycimanom KyzamosbsiM. MacTtep-kiace nposen Ba-
sepuit PoKuH, ¢ JeKIUAMU BRICTYIWIN BuzMaHTac
CumoHac 1 PomaH JlomkaHckuid. COCTOSAIUCH BCTpe-
YU aKTEPOB U PEXUCCEPOB CO 3PUTEIAMU U y4yacT-
HUKaM4 ¢ecTuBasa. B pamkax ¢pecTuBassa S3KCIOHU-
poBasach BEICTaBKa pabot JlaBuga BopoBckoro.

A cama PanHu Mukeli, He TOJIBKO JUPEKTOP
V6epoamMepuKaHCKOTO beCcTUBas, HO U 3HAMEHU-
Tasd JaTUHOAMEePHUKAaHCKasg aKTPUCa, BBHICTYNIWIA B
nporpamme VII YexoBckoro pecTuBasIA CO ClIeKTa-
KJIeM «ApoMar IIpeJMeCcTUU U TaHI'0», CO3JaHHBIM
K LIEeCTUZAECATIWIETUIO ee ClIeHU4eCcKo! AeaTelbHO-
ctu (PaHHM HauyMHajla CBOIO ApPTUCTHUYECKYIO Ka-
pbepy B byaHoc-Atipece).

Tak, Ha YexoBckoM ¢decTHBase BIIEPBHIE 3a3BY-
Yajio 3HaME@HUTOE apreHTUHCKOE TaHT'O — CTOJb JKe
3HaKOBoOe /171 JIaTHHCKOM AMEPUKY, Kak 1 Opasnib-
ckull kapHaBaj. TaHro OyzZeT MOKOPATb MOCKOB-

£

all its searches, flouncing, extremities. José
Selso is really talented. His phantasy and drive
are overwhelming. Almost all the theatrical
experience of the XX century European theatre
lives in him. However, as everything in Brazil it
has been remelted and acquired a special taste,
unlike anything else. It is a hot but very tasty meal
which makes one’s head spin.”

The reciprocal project of the Chekhov Festival
was Russian Theatrical Season in Brazil in 2006.
Five Russian productions triumphantly toured of
several major Brazilian cities. Those were: The
Twelfth Night by Shakespeare and Boris Godunov
by Pushkin, directed by Declan Donnellan, K.I. from
Crime after Dostoyevsky, directed by Kama Ginkas.
The Old-Time Landlords directed by Mindgaus
Karbauskis, The Overcoat directed by Valery Fokin.
According to Kama Ginkas’s apt expression “the
Russian theatre season in Brazil enjoyed stunning
“football” success”. This success was repeated in
2010, the year of the Chekhov 150® anniversary.
The Festival brought its international project to
Brazil — a production Donka. A Letter to Chekhov
directed by Daniele Finzi Paska and Chekhov
Brothers directed by Aleksander Galibin.

The spectators of another Latin American
country — Columbia - should be thankful to the
Chekhov Festival because they got a chance to
see perhaps the best of the contemporary Russian
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15-16. Tauzepa
(/Tro608b U cmepmb
8 ByaHoc-Alipece),
pexc. Omap Ilauexo,
Xxopeozpagdus —
Mopa I'odoil, [luezo
Pomaii Komnanu

Tanguera

(Love and Death
in Buenos Aires),
dir. Omar Pacheco,
chor. Mora Godoy,

Diego Romay Company

17-18. TaHzo u HO4b
udest, NOCMAHOBKA

u xopeoepagus:
IMunap Anveapec,
Knayoduo XogpdmanH,
Mapuxo Anvsapec,
«Tanzo Memponoauc
/axc Komnanu»

Tango & Night
idea, dir. and chor.
Pilar Alvarez,
Claudio Hoffmann,
Marijé Alvarez,
Tango Metropolis
Dance Company

CKYIO ITyOJIMKY U B 32KUTATEIbHO-KI'YYEM MIO3UKIIE
«TaHrepa. JIrob0Bb U cMepTh B ByaHoc-Atipece» (pe-
»)uccep Omap [Taueko, xopeorpadus Mopsl ['ozioit)
Ha VII ¢ecTuBase, U BUPTYO3HBIM MacTEPCTBOM
TaHIIOPOB B CIIeKTakJe «TaHro u Houb» (uzesd, Io-
cTaHOBKa u xopeorpadus — [Munap AnbBapec, Kia-
yavo XoddmanH, Mapuxo AnbBapec), TOKa3aHHOM
Ha YexoBckoM dectuBase B 2015 rozy.

theatre. Thanks to cooperation with the Ibero-
American Festival in Bogota being run by Fanny
Mikey for more than 20 years, the shows brought
to Bogota in 2006 were Three Sisters directed
by Declan Donnellan, War and Peace staged by
Pyotr Fomenko and The Nevsky Prospect directed
by Ruslan Kudashov.

Funny Mikey herself, who was not only a director
of the Ibero-American Festival but also a famous
Latin-American actress, performed at the VII
Chekhov Festival in the production called Parfume
of the Suburbs and Tango which was produced on
the occasion of 60 years of her stage career (she
started her artistic life in Buenos-Aires). Thus,
the famous Argentinian tango, known in the Latin
America as well as the Brazilian carnival, sounded at
the Chekhov Festival for the first time. Tango would
win the audience of Moscow with a fiery musical
Tanguera. Love and Death in Buenos Aires (directed
by Omara Pacheko and choreographed by Mora
Godoy) and by the excellent mastery of dancers
in Tango and Night (idea, staging, choreography —
Pilar Alvarez, Claudio Hoffmann, Marijé Alvarez),
presented at the Chekhov Festival in 2015.
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1. Omkpwvimue
npozpammbul
«[Inowaomste
meampbL MUpa»

Opening

of the programme
of Street Theatres
of the World

LY

P> X2®)

TEATP POCCUUN N KUTAA:

CTPAHULUDbI COTPYAHUYECTBA

THEATRE OF RUSSIA AND CHINA:
PAGES IN HISTORY OF COOPERATION

B KOHIle BOCBMUIECATHIX — HavaJjle AeBIHOCTBIX I'0-
ZIOB MEX/y TeaTpaJbHBIMU COIO3aMU Hallled cTpa-
HBl 1 KuTas ycTaHOBUIMCH IOCTOSTHHBIE €XKerof-
Hble KOHTaKTHl B popMmare obMeHa JeseranusiMu
TeaTpaIbHBIX JeATeneld. OTo, 6e3yCcI0BHO, UMEJIO
3HAYeHMeE /IsT 3HAKOMCTBA C TeaTpPaJbHOU CUTya-
nuel B HalllUX CTPaHax.

B oxTabpe 1990 roza COCTOSUIMCH TacTPOJIH
[Mauxatickoro Teatpa IlekuHckoi omepsl B Mo-
ckBe, JleHuHrpage u Ta/uinHe, OpraHHU30BaHHbIE
CTIl CCCP, CT[] P® u CT/] Scronuu. CreKTakIb
«ITao ITao u Au Cro» BbI3BaJ OOJBIION MHTEPEC U
V TIPOCTBIX 3pUTENIEN, U Y MTPOPECCUOHATOB. DTO U
He yIUBUTEIbHO: BCIIOMHUM, KaKOW UHTEPEC MPO-
ABJISUIN K MCKYCCTBY [IeKMHCKOM olephl U ee Bblja-
roterocs macrepa Maii-Jlanb ®aHa, HEOZHOKPATHO
ObIBaBIero B Haulei crpade, K. CTaHUC/IaBCKUH,
Bc. Meiiepxonbg, C. DU3eHIITENH.

Ocenptro 1991 roga B IlekuHckoM HapozHom
XyZoxkeCTBEHHOM TeaTpe COCTOsAIach IpeMbepa
«Yatiku» A.I1. YexoBa B mocraHoBke Osera Edpe-
moBa. CT/T CCCP u EdpemoB czenaau Bee s TOTO,
9TOOBI aBHAA MeuTa [leKMHCKOro Xy/I0KEeCTBEH-
HOTO TeaTpa O IOCTAaHOBKE Ha €ro ClieHe ITbeChl
A.TI. YexoBa pexuccepoM MOCKOBCKOTO Xyzoxe-
CTBEHHOTI'0 TeaTpa CcTajia peaJbHOCTHIO.

B 2001 romy Bo Bpems TperTbeit BcemupHoi
Onmumnuazsl o TBepckoi ymuile MOCKBHI B /IeHb
OTKPBITHSA TPOTPaMMBbI IUIOUIAHBIX TeaTpOB, Ie
OBLT TIpeICTaBIEH TPAAUIIMOHHBIN Y COBPEMEHHBIN
KapHaBaJbl, mpoien Bocrounsit Kapuasasn us Ku-
Tad — ApKOe U BIevaT/Atolee 3penuile. MoCcKBUYHU
yBU/IeNT 3HAMEHUTBIX KUTANUCKUX [PAaKOHOB — OJIU-
IIeTBOPEHME BOCTOYHOU KapHABaJIbHOU TPAUIIIU.

B 2005 roxy B OkcliepuMeHTasbHONW U Moro-
nexxHoi mporpamme VI YexoBckoro dpecTuBass O6bL1
Tpe/icTaBjleH TEePBBIA POCCUMCKO-KUTAMCKUN Tea-
TPaJbHBIA MTPOEKT — CIIeKTakJIb «[IpeKkpacHoe Bpe-

In the end of 1980s and beginning of 1990s per-
manent annual contacts were established between
theatre associations of our country and China.
They took form of exchange of theatre artists’ dele-
gations. Undoubtedly, it was important and helped
to get acquainted with the theatrical life in both
countries.

In October 1990 the USSR Theatre Association,
the Theatre Association of Russia and the Theatre
Association of Estonia organized a tour of Shanghai
Peking Opera Theater in Moscow, Leningrad
and Tallinn. The production Cao Cao and Yang
Xiu aroused great interest both among ordinary
spectators and professionals. It’s not surprising:
just recall the interest showed by K. Stanislavsky,
Vs. Meyerhold, S. Eisenstein to Peking Opera and
its outstanding master Mei Lanfang, who visited
our country many times.

In the autumn of 1991 the Beijing People’s
Art Theatre premiered The Seagull by A. Chekhov
directed by Oleg Yefremov. The USSR Theatre
Association and Oleg Yefremov did their best to
help the dream of Beijing People’s Art Theatre
come true — to have A. Chekhov’s play produced on
its stage by the Moscow Art Theatre’s director.

In 2001 during the Third World Theatre
Olympics traditional and contemporary carnivals
were presented. On the opening day of the Street
Theatres Programme the Eastern Carnival from
China marched along the Moscow’s Tverskaya
Street. It was a spectacular and impressive show.
The Moscow spectators watched the famous
Chinadragons, symbols of the Eastern carnival
tradition.

In 2005 the Experimental and Youth theatre
program of the VI Chekhov Festival presented the
first Russia-China project, Wonderful time (The Lost
Opera) by Zhao Yaomin. It was a co-production of
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TEATP KUTAA

CHINESE THEATRE

2-4. Tpemova
Bcemupnasa
meampanbHas
Onumnuada

8 Mockae,
Teepckasa ynuua.
BocmouHbtit
Kapnasan. Kumaii

The III International
Theatre Olympics

in Moscow,
Tverskaya Street.
Eastern Carnival.
China

Ms» Uskao MlaomuHa. OTo — Kompozaykiua MT® um.  the Chekov Festival and the Shanghai Performing
A.TI. YexoBa u Illanxaiickoro meHTpa gpamaTtuue- Arts Centre directed by Nikolai Druchek, a
CKOT'0 MICKYCCTBA B IIOCTAHOBKe poccuiickoro pexuc-  disciple of Pyotr Fomenko. The Russian artistic
cepa Huxkomnasa [Ipydyeka — yuenuka [1.H. ®omenko. team consisted of Emil Kapelyush, stage designer,
C uum paboTasa poccuiickas TBopueckas rpymma: xy-  Alexander Bakshi, composer and Lyudmila Bakshi,
JOOXXKHUK OMwib Kamnenrom, komno3utop Asekcanzp — vocal trainer.

bakmu u nezaror o sokainy JlirogMmwia bakimu.
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TEATP KUTAA

THEATER OF CHINA

«MaieHbKUH, HO aMOUIIMO3HBIN TTpoeKT “IIpe-
KpacHOe BpeMs’ BO3HUK Ha ¢(OHe HBIHEIIHETO
BCIUIeCKAa HHTepeca K TPaJULIMOHHOW KyJIbType
Amonuu u Kuras. Berpeua craporo u HoBoro, 60-
JIe3HEHHBIN pPybOex, OTAENAOIINI CTaphiii, Tpa-
JUITMOHHBI MHUpP OT mrobaamu3Ma HOBOM I[UBU-
JI3allUM — BOT TeMa clekTakiad. OH coszaBaica
COBMECTHBIMHM YCWIUAMHU KakK ILIOJ, PasroBOpPOB,
BIeYaTJIEHWH, OIIbITa BCTPEYH C UYKOU KYIbTYPOI.
Poccuiickuie aBTOpHI BOLUIM B CHEKTAKJb THUXO U
JeNUKaTHO, He)XHO ¥ BHUMAaTeIbHO COTPYAHNYAA C
akTepamu IlTaHxalickoro LeHTpa ApaMaTUIecKOro
HCKyccTBa. Bo MHOrom sTa Zie/IMKaTHOCTD IIIa OT
aKyCTHUYeCKUX OSKCIIepUMeHTOB AjiekcaHgpa bak-
1M, KOTOPBIM cMellas B 3ByKe CMATeHKe, HeBPO3bl
U [paMbl HOBOM IIUBWIN3ALUU C CHBIMU, HEXKHBI-
MM CTPYKTYpPaMU KUTANUCKOM My3bIKU U IIyMOM CO-
BpemeHHoro IlTanxad. Tak mar 3a 1marom BMecTe ¢
akTepamu IllaHxalickoro neHTpa ApaMaTU4ecKoro
HCKYyCCTBa COYMHANACH 3Ta HUCTOPUA O COXpaHe-
HUU TpaJULIMOHHON KUTaWcKoil omepbl KyHuy».
Anena Kapacw — Poccutickas eazema, 2005, 17 utoms

“A small but ambitious project Wonderful time
(The Lost Opera) emerged on the wave of interest
to traditional Japanese and Chinese cultures.
The production theme was an encounter of the
new and old, a painful border separating the
old, traditional world from the new civilization’s
globalism. It was born with the help of mutual
efforts as a result of discussions, impressions,
experiences of learning an unknown culture.
The Russian actors entered the show quietly and
delicately, tenderly and attentively cooperating
with the actors of the Shanghai Performing Arts
Centre. That quietness came from the acoustic
experiments of Alexander Bakshi who mixed the
nervousness and dramas of the new civilization
together with the clear, tender structures of the
Chinese music and noises of the contemporary
Shanghai. Thus, gradually, together with the
actors of the Shanghai Performing Arts Centre,
that story about preservation of the Chinese
Kunqu opera was being created”.

Alyona Karas — Rossiyskaya gazeta, 2005, June 17
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5-7. IIpekpacHoe epems
Yycao Haomun,

peac. Huxonail /lpyuex,
MT® um. A.Il. 9exosa

u IMawxxaiickutl yeHmp
dpamamuueckozo
ucKyccmasa

A Lost Opera

Zhao Yaomin,

dir. Nikolai Druchek,
CITF and Shanghai
Dramatic Arts Centre

8-9. I'posa I]ao KO,
pexc. Kcua Yy,

pedtc. 80306HO8IEHUSL
Iy Batl, ITexunckuil
HapoonuLii
XydoxcecmeeHHbLil
Teamp

Thunderstorm

Cao Yu, dir. Xia Chun,
Beijin People’s Art
Theatre

B 2011 rogy Ha X YexoBcKOM decTUBaIE 3PUTETH
MOCKBBI MOIVIM ITO3HAKOMHUTLCA C ApaMaTUYECKUM
cnektakyseM. [nmaBHasa Tpymnma Kuras, IlekuHCKui
Hapogueiii Xyzio:keCTBeHHBIM TeaTp, CO3/JaHHBIA B
1952 rozy no mozenu MoCKOBCKOTO XyZOKeCTBeH-
HOro, npeacTtaBuw1 «['po3dy». Kuraiickuii zapama-
Typr Llao FO# Hanmcan meecy «['po3a» B 1934 roxy.
B ITexknnckom HapozHoMm XyzpoxkecTBeHHOM TeaTpe
OHa WJeT Co JHA ero OocHoBaHuUA. [IpuBe3eHHBIN
B MOCKBY CII€KTakK/Ib — €ro TPeTbA PeJaKiyd, mpe-
Mbepa ObLTa MpUypoUYeHa K CEMU/ECATON TOOBIIH-
He yOINKAIUK TbECH U MIATHECATUIETHIO CO JHSA
repBoOY MocTaHOBKU Ha crieHe [THXT. MHorue Ku-
TalCKHe aKkTephbl CYUTAIOT IIbecy «HercyepriaeMon».
OHu ybexeHHl, 9TO OyAYT ee HOBBIE CIIEHIMYECKIE
BOIUIOLIEHNS U HOBBIE BO3MOXXHOCTH II€pPesaTh 3TO
HacjeAue ciaefyrollnM IokoaeHuaM. B Kutae nona-
ralT, 4To UMeHHO c [Jao [Oiia HaunMHaeTca KATau-
CKUM paMaTHdeCcKUil TeaTp, U MHOTHE CUUTAIOT ero
cosziaTeneM KUTaNCKON «HOBOM IpaMbl».

«DK3aJBTUPOBAHHBIN TEKCT IhECHl — OCHOBA
CIIeKTaKJIA, HO UM U JIeKOpallusAMU CIeKTaK/Ib He
HCYepIIBIBAETCSA, 3/eCh OYEBH/EH PEeXMCCEPCKUM
novyepk (I'y Baii He somaeT cTapomogHyio daby-
JIy, HO COCPeZOTAauYMBAETCS Ha TeposiX, UX MHUMHU-
Ke, TUIACTUKeE, B3MIAZax). Ho camoe rmaBHOe 371ech
— urpa akTepoB. MOXHO He TOHMMAaTh KUTAHCKUX
mpobieM, OCy)KJaTb HAaWUBHOCTb U HE BEPUTh B
CaHTUMEHTHI, HO He BU/ETh, C KAKUM PBEHHEM pa-
60TarOT Ha CIleHe apTUCTHI, Heab3dA. [pyboe Mopa-
JIU3aTOPCTBO <...> OHM W30 BCEX CWJI IBITAIOTCSA
[IpeBpaTUTh B TOHKWUI HaMeK, BOCXUTHUTEIbHbBIE
B CBOel abcypAHOCTU TPOOIEMBI caenaTh yoeau-
TeJbHBIMU. 3aBeThl CTaHUCJIABCKOIO paboTaroT».
Hamanwes Bumsuykas — Baw /locye, 2013, 6 utons

In 2011 the X Chekhov Festival presented a
drama performance to Moscow spectators. It was
Thunderstorm produced by the main company of
China, The Beijing People’s Art Theatre, founded in
1952 after the model of the Moscow Art Theatre.
The Chinese playwright Cao Yu has written his
play Thunderstorm in 1934. It runs at the Beijing
People’s Art Theatre since the first day of the
theatre’s existence. The production brought to
Moscow was the third edition of this production
which had been timed to the 70* anniversary of it
publication, and the 50" anniversary since its first
appearance on the stage of The Beijing People’s Art
Theatre. Many Chinese actors still consider the play
to be “inexhaustive”. They are sure the play will
have new stagings and new possibilities will appear
to pass this heritage to the future generations.
In China, they believe that it was Cao Yu who gave
birth to Chinese drama, many consider him to be
a founder of the Chinese “new drama”.

|

“The exalted text of the play is the basis of
the show, but it is not confined only to the text
and scenography. The director’s “handwriting”
is evident. (Gu Wei does not destroy the old-
fashioned plot but concentrates on characters, their
mimics, plastics, glances). The main thing here is
the actors’ performance. One may not understand
the Chinese problems, disapprove naivety and
not believe in sentiments but one cannot help
noticing the ardor of the actors’ work on the stage.
“They do their best to turn the rude moralism
<...> into a subtle hint, to make fascinating
in their absurdity problems understandable.
Stanislavsky’s precepts do work...”

Natalia Vitvitskaya, Vash Dosug, 2013, June 6
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TEATP KUTAA

THEATER OF CHINA

B 2015 romy LleHTp Ky/ABTYpHOI'O pasBUTHUA
Oneprel MuH npuse3 B MOCKBY CneKTakib «KeH-
IIVHBI-TeHepasnbl ceMbU flH». @parMeHTapHO ero
Buzlesniu B CuHramnype, Anonuu, Manaiisuu u @pan-
1. ITosHOCTRIO 3-X YacoBoe ZIeHCTBO BIiepBhIe Te-
aTp peuwicd lokasarb B Poccuu.

«MBI He CTalu afanTHpOBaTh CIEKTAKJIb IIOZ €B-
poreiickoro 3putess, Mbl XOTUM IOKa3aTb MOJAJIMH-
HYIO KUTaHCKylo KynbTypy. CIOXKeT mbechl He 6oiee
YyeM JiereHZla, HO B ee OCHOBe peasibHasg BoiHa XII
BeKa MeX/y KUTallCKUMU JUHACTUAMU. MBI 10pOXKUM
CBOeU UCTOpUEN U XOTUM el0 MOZAETUThC» — TAKOBO
BUJIeHUe pexxrccepa crekTakia lizans bun Yxana.

Tpynna ®yuxoiickoii orepsl — OflHA U3 CaMbIX
JIPEBHUX U CWIBbHBIX B KuTae. AKTepel aTOro Tearpa
ZIOJDKHEL BIaZleTh UCKYCCTBOM IIeHMA, IaHTOMUMBI,
aKpobaTHKY, YIIy, UTPATh HA APEBHUX KUTANCKUX
MY3BIKQJIbHBIX MHCTPYMEHTAaX, OBITh BBIHOCJIMBBI-
MU — BCe B JIYYIINUX TPAAULMAX KUTANCKOU OIephl.
B aTtoM MomM yOeAUTbCI MOCKOBCKHE 3PUTENH.
Omepa BbI3BasIa MHTEPEC, KaK y IpodeccroHaIoB,
TaK 4 y JrobuTeseil olepHOro UCKyCCTBa, TeM 60-
Jiee 9TO 3TO OBUI MasIo 3HAKOMBIN HaM KaHp.

YexoBCKUl decTUBaIb CIEAUT 32 TeM, UTO IIOSB-
JIIETCSA UHTEPECHOT0 B 3PEIUIHBIX UCKyccTBax Kuras
u yxe B 2017 rogy HajeeTca NpeACTaBUTh HalleMy
3PUTEJIIO ellle OJIH He COBCEM OOBIYHBIN CIIEKTAKIb.

In 2015 the Fuzhou Min Opera Art Development
Centre presented Women Generals of the Yang
family in Moscow. Parts of it were demonstrated in
Singapore, Japan, Malaysia and France. The theatre
has dared to present for the first time the full three
hours version of the show in Russia.

“We decided not to adapt the show to the
European spectator. We want to present genuine
Chinese culture. The plot of the play is just a legend
but it is based on a real XII century war between
Chinese dynasties. We treasure our history and
want to share it” — this is how Zhang Jian Bin sees
his production.

The Fuzhou opera is one of the most ancient
and potent in China. Its actors should possess
singing skills, pantomime, acrobatics, wushu,
play Chinese ancient musical instruments, they
should be physically strong. According to the
best traditions of the Chinese opera. The Moscow
spectators had a chance to make sure of that. The
opera was accepted with interest by professionals
and amateurs, especially because this genre was
less known to us.

The Chekhov Festival is keeping an eye on
interesting productions that appear in the performing
arts of China in hope to present one more somewhat
unusual show to our public in 2017.
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10-13. XKeHuuHbl-2eHepatbL cembU fIH
pedc. Yncar [[3siHb-6ums, Llenmp KyavmypHozo
passumus Onepst Mun 8 @yuscoy

Women Generals of the Yang Family
dir. Zhang Jian-bin, Fuzhou Min Opera
Art Development Centre



1. IIpoexm «J».

O koHuenuuu Jluka
Coina Boxcvezo

udes U NOCMAHOBKA —
Pomeo Kacmennyuuu
(8 compyoHuuecmeae

¢ ZIncaxomo Cmpada),
Couvemac Pagasnno
Canyuo

J Project.

On the Concept

of the Face Regarding
the Son of God

dir. Romeo Castellucci,
Societas Raffaello
Sangio

Poman
Jlonxncanckutl

Roman
Dolzhansky

P> X2®)

UTAJNIbAHLbI B POCCUMN:
CMEKTAKJIN 5MMbl OAHTE

N POMEO KACTEJNTYY4U HA HEXOBCKOM QOECTUBAIJIE

THE ITALIANS IN RUSSIA: EMMA DANTE
AND ROMEO CASTELUCCI AT THE CHEKHOV FESTIVAL

2011 roj O0bUI 00BaABIeH Kak I'og Poccusa — Ura-
Jnda 2011. B pamkax 'oga YexoBckuii ¢pecTruBaib
MpUHUMaJ JIETeHAAPHBIN CIEKTakKIb /[KOPAKO
Crpenepa «ApjekuH, cjiyra AByX rocmof» «Iluk-
ko0 TeaTpo Ay MuiaHO», KOTOPbIM OBLT ITOKa-
3aH cHavaja B ropogax Poccuu (Kasanu, Yoe,
Yemaouncke, ExarepunGypre, TiomeHu, XaH-
ThI-MaHcuiicke), a 3aTeM B MockBe (TpeTuii pa3s).
B mporpammy camoro ¢ecTuBasIs BOILIU 2 CIEK-
Takina u3 Uranuu. Bosblioil uHTepec BbI3Bajla
nocraHoBka «Tpwiorusa OukoB» OMMBI /laHTe
komnanuu «Cyz Kocra Oumpgenrane». OguH u3
HHTEpPEeCHEHNIINX PpPeXHccepoB COBPEeMEeHHOTO
UTAJbIHCKOTO TeaTpa, OHa yCHEeIIHO paboTaer
B /[paMaTHYeCKUX U ONEepHBIX TeaTpax CTPaHBbl.
«Tpuiorusa O4KoB», a TaKKe IOKa3aHHbIN B 2015
rogy cuekrakiab «CecTpbsl Makaay3o» MbI IIpe-
cTaBidgeM Ha HAIIUX CTPAaHHMIAX peneH3UAMU
Pomana JloxaHCKOroO.

OpHa meTtadopa Ha Bcex
O cnekTakne «Tpunormsa oYKoB»

[ToBbIllIeHHAsA KOHIIEHTpalUsa UTAIbAHCKUX CIIEK-
TakJed Ha YexoBckoM ¢ecTrBasie 0O0BACHAETCA
TeM, YTO HBIHEIIHUN TOZ — TOZ Ky/JIbTYphl MTanuu
B Poccuu. U Tyr decTuBanmb cuenas o4eHb TOY-
HBIH BBIOOD, MPEACTABUB IBYX CAMBIX U3BECTHBIX
Ha MeX/JyHapoJHOM TeaTpaJbHOM pBIHKE pe-
skuccepoB — Pomeo Kacremwryyun u Ommy /JlaHTe.
KacTesnyyun IeHUTENAM BSKCIIepUMEHTaIbHOIO
TeaTpa M3BECTEeH JaBHO, DMMa /laHTe ToxKe He OT-
KpbITHEe YeXOBCKOro dpecTa — HECKOJIBKO JIeT Ha3a/
ee CIIEKTaKJIb ObUT Moka3aH Ha ¢ectuBase NET.
Ho Bce-Taku oHa MeHee 3HaMEHUTa, XOTA ee He-
3aBucumMas Tpymma «Cyz Kocta OungeHTasne», 6es-
YCJIOBHO, IIPUHA/JIEXKUT K YKUCIY OPUIMHAJIbHBIX

2011 was declared as the Russia — Italy Year.
Within its framework the Chekhov Festival
hosted Giorgio Strehler’s legendary production
of Arlecchino, Servant of Two Masters, staged
by the “Piccolo Teatro di Milano”. At first it
was presented in several Russian cities (Kazan’,
Ufa, Cheliabinsk, Yekaterinburg, Tiumen’ and
Khanty-Mansiysk), and afterwards in Moscow
(for the third time). The Festival programme
itself included two productions from Italy. Great
interest was aroused by The Spectacles Trilogy
by Emma Dante and the “Sud Costa Occidentale»
company. Dante, one of the most fascinating
directors of contemporary Italian theatre, is
working successfully in a number of dramatic and
opera theatres of her homeland. The Spectacles
Trilogy as well as The Macaluso Sisters, brought
to Moscow in 2013, are represented on our pages
by Roman Dolzhansky’s reviews.

One Metaphor for All
About The Spectacles Trilogy

The high concentration of Italian productions at
the Chekhov Festival has to do with the fact that the
current year is that of Italian culture in Russia. And
here the Festival has made a very precise choice,
having presented two directors who are among the
most renowned at the international theatre market,
Romeo Castellucci and Emma Dante. Castellucci
has long been known to the admirers of experimen-
tal theatre, neither is Emma Dante a discovery of
the Chekhov Festival, since some years ago a show
of hers was staged at the NET Festival. However,
she is less famous, although her independent com-
pany “Sud Costa Occidentale” certainly belongs to
the number of original theatre companies. Dante
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TeaTpalbHbIX KOJUIEKTUBOB — AyX CTYAUMHOCTH
¥ 0cobasi CUCTeMa aKTePCKOTO TPeHUHTa ¥ JlaHTe
COEZIMHSETCS C OTUYETIMBOM COIMATBbHOCTHIO, 3a-
60TolI1 0 IpobieMax o61ecTBa. CrekTakiu JlaHTte
[TOYTH BCEr/]a — Pe3y/IbTaT PENEeTUIIMOHHBIX M-
[TPOBU3AIINM, IO COBMECTHOM pabOTHI peskucce-
pa 1 akTepoB.

«TpUJIOTUSI OYKOB» COCTOUT U3 TPEX aBToO-
HOMHBIX CIIEKTaKJIel, Hepa3pbIBHO CB3aHHBIX
TEMON MapruHaJIbHOCTH: GEIHOCTH, CTAPOCTU U
6osie3HU. Bee mepcoHaXu TPUWIOTUU HOCSAT OYKH.
Bce OHM TOJIyCIIETbl, METaHXOJMUYHBI ¥ OJHOKH.
«O4YKkH KaK QWIBTP BOCHPUATUA MHUpPaA — 3TO 00-
mast MeTadopa i BCEX TPeX CIIeHUYECKUX pac-
CKa30B, — roBoput OMmMma Jlante. — ['epou HoOcCAT
OYKM, YTOOBI 3AIUTHUTHCS OT MUPa ¥ CMOTPETH Ha
HEro Tak, Kak OHU CaMU XOTAT. B KaXKZ0M BOILIO-
IIAeTCs TA CTOPOHA YKU3HU, KOTOPYIO OHU OTPHUIIA-
IOT U HE XOTST BUJETh».

blends a studio atmosphere and a special system of
training actors with clear-cut sociality and care for
the problems of society. Dante’s productions are al-
most always a result of improvised rehearsals, the
fruit of joint efforts by the director and her actors.

The Spectacles Trilogy consists of three auton-
omous shows, inextricably linked with the theme
of marginality, i.e. poverty, old age and illness. All
characters in the trilogy wear spectacles. They are
all half blind, melancholic and lonely. “The specta-
cles as a filter of perceiving the world is the gener-
al metaphor for all three stage stories,” says Emma
Dante. “Our protagonists wear spectacles to protect
themselves from the world, and to look upon it the
way they like. In each case they embody that side of
life which they reject and refuse to see”.

The first part is entitled Holy Water. It is
essentially a monologue of a sailor who has
been dismissed and left on shore. The theatre
transforms an old man’s nostalgia for his lost sea
into a glorification of the visible world. The second
show is called Castle Zisa, after a Roman Catholic
asylum for the incurable. Its nurses, i.e. nuns, are
tending a terminally ill autistic patient. They are
at the same time diligent and carelessly cruel:
the audience must feel embarrassed when these
spinsters are hitting the motionless body with a
gymnastic ball, or when a wrist band is put on
one’s arm, he loses balance and helplessly falls on
the floor. Nevertheless, at last something happens,
which resembles a miraculous healing, plastically
expressed. In general, Emma Dante’s actors are
very expressive, physically focused and perfectly
skilled in using their body language.

The protagonists of the third part are a mar-
ried couple, or rather, a widow and the shadow
of her husband. They are dancers (and this minia-
ture is called Dancers too), who wander along the
stairways of a theatre. Their dance is so fascinat-
ing that their decrepitude and their masks seem
to dissolve, to slip away from this strange couple.
Suddenly they become newlyweds, who only just
embark on their common journey. Those who have
seen this production by Emma Dante believe that
the third part is the most powerful. “We simply
wish to speak about who we are, about what we
have got within us, about the things that destroy
us, that fill us with contradictions, which we al-
ways carry inside us, such as common sense and
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The Spectacles Trilogy
dir. Emma Dante,
Compagnia Sud Costa
Occidentale, Teatro
Stabile di Napoli,

CRT Centro di Ricerca
per il Teatro,

with support

of Thédtre

du Rond-Point

[lepBBIM CIIEKTaKJIb HasbiBaeTcsa «CBATasA
BOZIa», IIaBHAsi €ro 4acTh — 3TO MOHOJIOT MaTpoO-
ca, cIycaHHOro Ha Geper. Hocranbruioo crapuka
110 OTHATOMY y HErO MOPIO TeaTp IIpeBpallaeT B
[poC/IaBleHre BHAWMOIO MHpa. BTOpoi criek-
TaKJIb Ha3bIBaeTCs «3aMOK Llu3a» — 110 Ha3BaHHIO
KaTOJIMYECKOTO IIPUIOTA I HEU3JIEYUMBIX. Ero
CeCcTpbl MWIOCEDAWsS, OHU YK€ MOHAXWHHU, yXa-
JKMBAlOT 3a CMEPTEIbHO OOJbHBIM ayTHCTOM.
OHU OZHOBPEMEHHO 3a60TIMBHL U OeCcredyHO-Ke-
CTOKU: 3PUTENI0 CTAHOBHUTCA He IO cebe, Korzaa
cTapble /IeBbl ObIOT B HEMOJABIDKHOE TEJO T'HM-
HACTUYECKUM MAYUKOM WIH KOrga OOJbHOMY
Ha PyKy HaZleBaloT o6pydY U OH, ITOTEPSIB PaBHO-
Becre, GECIIOMOIIHO IMazaeT Ha moa. UM Bce xe
B KOHIIE COBEpIIaeTcs HEYTO, IIOXOXKee Ha 4yAo
WCIIEJIEHNsI, KOTOPO€ BBIPAXKEHO ILIACTUYECKH.
Boobiiie, akTepsl DMMbl Jl[aHTe OYeHb BHIpA3HU-
TeJIbHbI, (U3NYECKH CKOHI[EHTPUPOBAHBI M OT-
JINYHO YMEIOT TOBOPUTH Ha A3BIKE TeJIa.

[epou TpPEThEro CIIEKTaKJIsA — CYIPYrH, BeEp-
Hee, BIOBA U TeHb ee Myxa. OHM — TaHI[OPHI
(MUHMATIOpa TaK W HasbIBaeTcs — «TaHI[OPHBI»),
GyKJarolye Mo JeCTHUIIAM TeaTpa. VX TaHell
CTOJIb BBIPA3UTEJIEH, YTO JAPAXJIOCTb U MAaCKU
CJIOBHO PaCTBOPSIOTCS, CIIOJA3A0T C OTOM CTpaH-
HOM Iaphl, ¥ BOT OHU YK€ MOJIOJOKEHEI, TOJIBKO
HaYMHAaI[e COBMECTHYIO >KH3Hb. BuzeIive
CIIEKTaK/Ib DMMBI JIaHTe YTBEPXKAAIOT, YTO MMEH-
HO TpeTUM CIIeKTaKJb CaMbId CWIbHBIN. «MbI
[IPOCTO XOTUM TOBOPUTH O TOM, KTO MbI TaKHE,
O TOM, YTO BHYTPU HAcC, O TOM, YTO paspyliaeT
Hac, YTO HAIOJHAET HAaC IMPOTUBOPEYUSIMU, KO-
TOpBIe MBI HOCUM B cebe MMOCTOSHHO — 37paBbIil
CMBICT U 6e3paccyICTBO, CIJIa U C1aboCTh, — 00b-
acuser OmMa Jlante. — Ecim OBl g Jo/DKHA ObLIA
BBIPA3UTh CBOIO HIEIO TeaTpa, 1 Obl CKasaia Tak:
CUTyaIlusA CO3[jaeT YyBCTBO U, TaKUM 0Opasom,
JeCcTBHe, KaK caMa >XM3Hb, He OOJbllle U He
MeHbIlle TOro. TeaTp WZAET AaleKO BIIepea JIto-
OBIX OIpeeeHN ¥ 3HaYeHUi». KakuMu Gbl HU
OKa3aJucCh HOBBIE CIIEKTaKJWM OMMEI JlaHTe, ee
roc/ie/iHee YTBEPXKJEHWE MOXKHO HadyepTaTb Ha
3HAMeHU BceX JIydiux pecTUBaIel, B TOM YHCIe

1 Yex0BCKOro.
«Kommepcanmo», 10 utonsa 2011

imprudence, power and weakness,” explains Emma
Dante. “If I had to express my idea of the theatre,
I would have put it this way: a situation creates
feeling and, consequently, an action like life itself,
neither more nor less. The theatre goes far ahead
of any definitions and meanings”. Whatever the
new productions of Emma Dante may be, her latter
statement can be written on the banners of all ma-
jor festivals, including that named after Chekhov.

Kommersant, 10 June 2011
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MNMpocTtble cpeacTBa
«Cectep Makanyso»

WTtanbsaHckuit pexxuccep OMMa /JlaHTe uU3BecTHa
TeM, YTO MHOTO JIET paccKas3biBaeT MUPY 06 ocobom
VKJIaJie JKU3HU CBOEr'0 POJHOTO OCTPOBA CUITHMIHA.
Ha ceti pa3 kommanusa «Cya Kocra OumzgeHTane»
(Sud Costa Occidentale) u3 ropoga ITasepmo, Ko-
TOpOM pyKOBOAUT JlaHTe, MpHBe3ja Ha MOCKOB-
CKUil YeXOBCKUN (eCcTHUBaIb CIEKTaKIb «CecTphl
Makaiy30» — 3KCIIPECCMBHOE YacOBOe IIPe/CTaB-
JIEHHe O JXKM3HM OZHOM ceMbHu. Jnsa [laHTe camoe
Ba)XHOE — HEMTOCPEe/ICTBEHHBIN KOHTAKT aKTEPOB CO
3pHUTeNeM, el He HY)KHBI HU JIEKOPaIlUy, HU U301l
PEHHBIE MHU3AHCIIEHbI, HI MHOTOYMCIEHHBIN pPeK-
BU3UT. BOJIBIIYIO YacTh OTIYIIEHHOT'O HA BCTPEUY
CO 3pUTENSIMH BpPEMEHU CEMb aKTPUC IIPOBOJAST
Ha aBaHCIEHE, JIUIIOM K JIUIY ¢ ITyOJIUKOHN, — CEMb
XapaKTepoB, CeMb CyZieb, ceMb TOJIOCOB, MOXKHO
CKa3aTh, Ja’Ke ceMb MacOK. BCIIOMHHAIOT O caMbIX
MMPOCTBIX PAZIOCTSAX — BpPOJE TMOE3IKU K MOpPIO, O
caMbIX OOBIYHBIX HEB3roZlaX — HyXJe W Oecrpe-
PBIBHBIX CEMEHHBIX ccopax. YTO U TOBOPHUTH, Ce-
MelHble y3bl Ha CHULWINU — U IJIaBHAs I[EHHOCTh
JUIST KQXKZIOTO YesIOBeKa, M CJIOBHO HEMIPEOA0TNMOE
MPOKJIAATHE, B 00IIeM, 6e3ycJIoBHas Mepa BCEX Be-
mel. DMOIIMOHANbHOE HaIpPSKEHNWE B CIIEKTaKJIe
JIOCTUTAETCS CAMBIMU IPOCTHIMU TeaTPaJbHBIMU
CpeAcTBaMHU — ABHXKEHHEM TeJl, Tofadel rosoca,
TeMIlepaMeHTHONW MUMUKOMN, WMIYJIbCUBHBIMU
U TOBOPAILIMMU XecTaMu. DMMa JlaHTe codyeTaer
JKECTKOCTDb M BBIPA3UTENbHOCTb PU3NYECKOTO Tea-
Tpa C TIO3TUYHOU SICHOCTHIO CUTYaIlUH U OCTPOTOM
COLIMAJIBHOM KPUTUKHU. V1 — ¢ TparudecKUM OCO3-
HaHUeM KOHEYHOCTH 3€MHBIX MBITapcTB. CMepTh
BCerza rzae-To psSAOM B OOEpHYTHIX B YEPHOTY U
HAaTIOJTHEHHBIX JKaKI0M JKU3HU CIIEKTAKIIsAX JlaHTe.
Bot u B «CecTpax Makany3o» Bce 3aKaHYMBAETCA
TaHIleM HeObITUSA: OOHaKEHHAsT TEPOUHS, TIPUHSB-
mas HeoOXOAUMOCTDb YHTH, KPYKUTCS B IMOTyThbMe
U TIIETHO TbITaeTCs HATAHYTh Ha cebs AeTckoe Oe-
JIoe TUIaThUlIe.

«Kommepcanm», 2015, 10 urons, N° 101

The simple means
of The Macaluso Sisters

The Italian director Emma Dante is known for
the fact that for many years she has been telling
the world about the special way of life on her
native island of Sicily. This time the Sud Costa
Occidentale company from Palermo, headed by
Dante, has brought to the Chekhov Festival in
Moscow the show called The Macaluso Sisters
(Le sorelle Macaluso). It is an expressive hour-long
performance devoted to the life of one family.
For Dante the most important thing is the direct
contact of her actors with the audience; she does
not need any sets, elaborate mise-en-scenes or
numerous props. Most of the time allotted to their
encounter with the public is spent by the seven
actresses on the proscenium, face to face with
the audience. Seven characters, seven destinies,
seven voices, one could even say seven masks.
They recall very simple pleasures like a trip to the
sea, as well as ordinary troubles, such as poverty
and endless family squabbles. Indeed, the ties of
kinship in Sicily are both the principal value for
every person and, as it were, an insurmountable
curse, in a word, the unconditional measure of all
things. Emotional tension in the play is achieved
by simple theatrical means like body language, the
use of voices, temperamental mimics, impulsive
and eloquent gestures. Emma Dante combines
the rigidity and expressiveness of the physical
theatre with the poetical clarity of situations and
keen social criticism. And, besides, there is a tragic
sense of the finiteness of earthly sufferings. Death
is always somewhere near in Dante’s productions,
which are wrapped up in blackness, but also filled
with a longing for life. Likewise, in The Macaluso
Sisters everything ends in a dance of non-existence:
a naked heroine, having accepted the necessity to
depart, is reeling in the twilight, vainly trying to
pull on a small girl’s white dress.

“Kommersant”, 2015, 10 June, No. 101.
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Buporpamme YeXo0BCKOTO pECTUBAIAB20IITOAY
ObUI TaK:Ke MPeACTaBJIEH CIIEeKTaKIb «[IpoekT J.
O Konuennuu Jiuka CeiHa Boxbero» pexucce-
pa Pomeo Kacreny4quun. /Io 3TOro ero cneKTakib
«['eHe3muc» YexoBcKkuii pecTuBaIb BepBbIe MO-
KasaJI B DKcllepuMeHTa/JIbHOM nporpamme Tpe-
Theil BcemupHOll TeaTpanbHOU OJMMIUAABI
B 2001 roay. Pexuccepa mpezcraBiadeT Tea-
TpanabHbIi KpuTUK MapuHa /laBpijoBa.

Pomeo KacTtennyuum n gpyrue

...Hy u, HakoHell, camMblii HeOXKW/JAHHBIN 1 BaXKHBIN
roctb YexoBckoro ¢pectuBani Pomeo Kacrewryaun.
C tex mop kak ymep Benukuit J[xxopaxo Crpesnep,
UTaNbAHCKUM TeaTp IepecTal 3aHUMaTh BepXHUe
CTPOYKY B MUPOBO# Tabenu o paHrax. Eciv o HeMm
U TOMHSAT, TO B IEPBYI0 odepexb Oiarozaps Ka-
CTeJUTy4Y4H. A IIOcjIe CO3/jlaHuA 110 3aKa3y ABUHbOH-
CKOTO (ecTHUBaIA TPAHAMO3HON «BOXXECTBEHHOM
KOMeJZIMM» OH M BOBCE CTaJ OZHOU U3 KJIIOUEBBIX
buUryp coBpeMeHHO eBpOIEHCKOl ClIeHbI, CTPACT-
HO obpaiaroleii 3puTeneii B cBoo Bepy. TouHee,
B cBoe HezioBepue K TBopiy. Jjia Hallero 3puTed
sobas BeTpeya ¢ TeaTpoM Kacresuryduu — aTo acTe-
TUYECKUH IITOK.

«Ox, HaBepHoOe, OIATh Ha ClleHe MHOI'0 KPOBU
6yzeT?» — CIIPOCKII MEHSI OIH IIOYTEHHBIHI TeaTpo-
BeZl, Y3HaB, YTO OTBAXKHBIM AUpeKTOp UeXOBCKOTO
dectuBana Banepuii IllagpuH peli BHOBb NIpU-
Be3TH OIIyc UTanbsaHcKoro enfant terrible. Kposu
B criekTakie «O KoHUenuu jguka CeiHa boxbero»
HeT BoBce. Ho ecTh MHOT'O 3KCKpeMeHTOB. ChIH 6y-
JIET TYT YXaXXKUBATh 32 OOJIBHBIM OTIIOM, KOTOPBIH
IIOCTEIIEHHO CTaHeT IIpeBpalaThCsA U3 TUIHOCTU B
CyOCTaHIMI0O KOPUYHEBOTO I[BeTa. [IPOUCXOAUTH
aT0 OyJeT MpsSMO Ha Hamux masax. Y apsabiyio
IUIOTh MOXKWJIOTO 4YeJoBeKa MbI YBUAMM BO Bcel
ee HEIPUIVIAZHOMN HaroTe. V1 BMecTe ¢ CBIHOM HUC-
nbITaeM OTYafAHUE OT HEBO3MOXKHOCTH CIacTU
9Ty pacnaZialolyiocs Ha COCTaBHBIE 3JIEMEHTHI,
Ha HeOZAYIIEBJIEHHbIE aTOMBI ObITHS JKU3Hb. BIIpo-
yeM, caMoe CTPAIlHOe B CIIEKTaKJIe He 3TO, a OfUH
MOMeHT... He cTraHy ero ceifuac onuceiBaTh. JTO
610 ObI HedecTHO. CKaXXy TOJBKO, YTO MEHS —
KakeTcs, BIEpBBIe B TeaTpe — OXBaTWI JieJeHd-
LIUH yKac, U B IIOJTHOU TeMHOTe 3aX0TesIoCh Haii-

The programme of the Chekhov Festival in 2011
also featured the J Project: On the Concept of
the Face, Regarding the Son of God, directed by
Romeo Castellucci. Prior to that, a premiere of
his Genesis was shown by the Chekhov Festival
within the Experimental Programme of the
Third International Theatre Olympics in 2001.
This director is introduced by the theatre critic
Marina Davydova.

Romeo Castellucci and Others

...And now, at long last, enter the most unexpected
and important guest of the Chekhov Festival,
Romeo Castellucci. Ever since the great Giorgio
Strehler passed away, Italian theatre ceased to
occupy the top ranks in the world standings. If they
still remember it, it is first and foremost thanks
to Castellucci. And especially, having created
the magnificent Divine Comedy for the Avignon
Festival, he became one of the crucial figures of
contemporary European theatre, who passionately
converts the audience to his own creed. Or, to be
more precise, to his mistrust in the Creator. For our
public, any encounter with Castellucci’s theatre
is an aesthetic shock.

“Oh-oh, I bet there will be plenty of blood on
stage again?”, I was asked by one respectable
theatre critic, upon notice that Valery Shadrin,
the intrepid Director of the Chekhov Festival, has
once more decided to bring an opus by the Italian
enfant terrible. In fact, there is no blood at all in
his production called On the Concept of the Face,
Regarding the Son of God. But there are many
experiments instead. Here the son looks after
his ailing father, whose personality is gradually
turning into a brown-coloured substance. This
unfolds before our very eyes, so that the elderly
man’s decrepit flesh is seen in all its ungainly
nakedness. Just like his son, we experience
despair from the impossibility to save this life,
dissolving into its composite elements, into the
inanimate atoms of existence. However, it is not
that, but another moment which terrifies us most
in this production... I shall not describe it here,
it would be unfair. I shall only say that I — for the
first time ever in theatre, it seems — was seized by
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J Project.

On the Concept

of the Face Regarding
the Son of God,

dir. Romeo Castellucci,
Societas

Raffaello Sanzio

8. Pomeo Kacmennyuuu

Romeo Castellucci

TH PYKY coceZia, YTOOBI YIOCTOBEPUTHCS, UTO ST HE
OIMHOKA B TOM YE€PHOM KOCMOCE, B KOTOPBIH 3a-
6pocwt mensa Kacrewryayau.

B cymHOCTH, OpPyTaJIbHBIA W HEXHBIA HTa-
JIBSTHCKUM PEXKUCCEP CAMBIN ITOCJIEIOBATETbHBIN,
s OBl JJa’Ke CKa3ajla — BOMHCTBYIOIIUH, THOCTUK
HBIHEITHETO TeaTpa, YIOPHO IBITAIOITUHACST J0-
Ka3aThb, YTO MaTepUAJIbHBI MUP CO3ZAaH 3JIbIM
IEMUYPTOM, a MOXKET, BOOOIIle HUKEM He CO3/aH,
a HaMm Ha 6eJy cam 10 cebe co3zasncs u3 6e3ay-
HoM MaTepuu. OH ¢ Takol GpU3MOIOTHIECKOH T0-
TOITHOCTBIO HAIIOMUHAET 3PUTENAM 0 OpEeHHOCTHU
BCETO CYIIIEro, YTO €ro TeaTp caM TBOPEI BeJes
HasBaTh «aHATOMWYECKIIM».

Ho ecytu eTo TeaTp U JKECTOK, TO 3TO JKECTOKOCTD,
0 KoTopoii nucan AuToHeH ApTo. XKecToKocTh Kak

8

icy horror, and I was groping for a neighbour’s
hand in the darkness, to make sure I was not
alone in the black cosmos whither I was thrown
by Castellucci.

In fact, this brutal and tender Italian director
is the most consistent, I would even say militant,
Gnostic of present-day theatre, who persistently
tries to prove that the material world was created
by an evil demiurge, and perhaps it was not
created by anyone at all, but rather emerged of
itself out of soulless matter, in order to plague us.
He reminds the audience of the frailty of all things
with such physiological thoroughness, that his
theatre could have been called “anatomical” by
the Creator himself.

But even if his theatre is cruel, this is the cruelty
described by Antonin Artaud. The kind of cruelty
which is a means to penetrate the thickness of
worldly events towards the enigma of existence.
What Castellucci does is no longer simple visual
theatre, which can do without any words (in
another of his productions, Hey girl, the numerous
terms by which we use to define reality, such as
iron, bed, depression, love and death, are lit up on
a screen in the background, but deprived of any
link with stage action and reality itself). The very
possibility to express a thought clearly, whether
by words or symbols, has been questioned here.
According to Castellucci, the meaning is impossible
to define, it can only be perceived at the utmost of
one’s physical abilities, with the maximum tension
of our flesh, through the cracking of Adam’s bones
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UTANbAHLbI B POCCUU

THE ITALIANS IN RUSSIA

CII0cO6 TPOOUTHCS CKBO3b TOJIITY 36 MHBIX COOBITHH
K 3aragke 6biTHsA. To, uTo Aenaer Kacrewryduu, —
JTO Y2Ke He TIPOCTO BU3YATbHBIN TEATD, 00XOAAIINH-
cs1 6e3 ¢y10B (B OZJHOM U3 ero criekTakiei, Hey girl!,
MHOTOYHCIEHHble TePMUHBI, KOTOPBIMU MBI IIbI-
TaeMcs OIKCATh AeHCTBUTETHHOCTD: YKele30, Kpo-
BaTh, TOCKA, JIIOOOBb, CMEPTD — BEICBEUMBAIOTCS Ha
BUCAIIEM €331 SKpaHe, HO JIUIIEeHbI BCAKOU CBA3U
CO CIIeHUYeCKUM JelCTBHUeM U C caMOU peasibHO-
cThi0). TyT ImocTapyeHa 110/ COMHEHHEe caMa BO3-
MOXKHOCTb SICHO COPMYJIUPOBATh MBICTb — CJIOBA-
MU JIY, CUMBOJIAMU JIY, HeBa>KHO. CMBICJI, COTVIACHO
Kacremny4aun, HeBO3MOKHO OIIPe/Ie/IUTh, €0 MOX-
HO JIUIIb OIyTUTh. Ha mpeziesie cBoux puanyecKux
BO3MOXKHOCTEH. B MakcuMasbHOM Halps:KeHUU
caMmoii TenecHocTH. Yepes XpycT AZIaMOBBIX KOCTel
U KOHBYJIbCUHU HOBOH EBBI. Cyz0pOrH, KOTOpPEIE Ya-
CTO CBOZJAT TeJa ero NepcoHakel, — 3TO CyJoporu
BCero eBpOINeNCKOro TeaTpa, yTpaTUBIIEro Bepy B
Pa3yMHOCTh >KU3HM, HO OTYAsSHHO IBITAIOIIEroCs
IIOCTUYb ee TaliHy. /1 B 9TOM mapazokce /i MeH:
JIMYHO U TAaWUTCSA HaZleXX/1a. Besb eciu y )KU3HU eCTh
TaiiHa, 3HaYUT, HABEPHOE, eCTh 1 KaKON-TO CMBICIL.
3HavuT, CyAp6a CaMOOPraHU30BABILIEINC MaTEPUU

He TaK YK Oe3Ha/ieXXHa.
Open Space 23/05/2011
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and the convulsions of a new Eve. The cramps
that often affect the bodies of his characters are
convulsions of the entire European theatre, which
has lost faith in the reasonableness of life, but is
still desperately trying to comprehend its mystery.
For me personally, this very paradox offers us
some hope. For if life does have a mystery, then
it must surely have a certain meaning. Therefore,
the destiny of self-organised matter should not be

absolutely hopeless.
Open Space 23/05/2011

9. I'enesuc [Knuea Betmusa] -
u3 Myses CHo8

asmop, XyOOXCHUK U pedi.
Pomeo Kacmennyuuu,
Cousemac Pagasnno Canyuo

Genesis — From

the Museum of Sleep

author, set and sound designer
and dir. Romeo Castellucci,
Societas Raffaello Sanzio

10. IIpoexm «J».

O koHnuenuuu Jluka CotHa
Boxcvezo, udest u nocmaHoska —
Pomeo Kacmeanyuuu

(8 compyoHuuecmae

¢ Incaxomo Cmpada),
Couvemac Pagpasnno Canyuo

J Project. On the Concept
of the Face, Regarding
the Son of God

dir. Romeo Castellucci,
Societas Raffaello Sanzio

i

«CnekTakiab “O xoHuennuu Jruka CeiHa Boxxbero’
BOILIONIAET HEKOTOpPhie GyHAaMEHTAIbHbIE HAEU
TeaTpa “CoubeTac”’: peJIMrusa — 3TO He IIPOCTO IPO-
sIBJICHHME MUCTHUI[M3Ma WIA OOrOC/IOBHSA, a 4YacTh
TOrO Habopa OCHOBOITOJATAIONIUX CHUMBOJIOB U
MMPaKTHUK, Ha KOTOPBIX 3IK/ETCS TeaTp. DTO CBOET0
poJia CJIoBaph He JI0 KOHIIA MOHSATHBIX CUMBOJIOB,
KOTOphle (OPMUPYIOT OCHOBY /[AJST MHOKECTBEH-
HBIX, IPOTUBOPEYUBBIX U Ja’Ke BBI3BIBAIOIINX He-
JIOBKOCTH OTHOIIEHWI M CBs3€li, BBIILUIECKHBAIO-
IITUXCST Ha 3PUTEJIS. 3PUTENb JKe CTAHOBUTCS CBOTO
po/ia peareHTOM 3TOU BCEeeHHOM».

«BpUTO OBl HENPABWIBLHO 3afBUTh, YTO TeEMa-
THKa WIA CHMBOJHKA CHeKTakad “O KOHIEIIUN
suka CeiHa Boxbero” “Couberac Paddasmio CaH-
uno” Pomeo Kacresuryyuu 3aTparvBaeT peauriio B
€€ aCKeTHYECKOM, JYXOBHOM WU JOKTPUHATHHOM
acrmekTax. KoHEYHO, OrpoMHas PemnpoAyKius 6ia-
TOCJIOBJISIONIETO XPHCTA HE MOXKET HE BJIUATH Ha TO,
YTO MIPOUCXOAUT Ha CileHe. DTO MKOHOorpadudecKoe
Y OTHOBPEMEHHO JKHUBOITMCHOE U300pakeHue, TIpU-
nuceiBaemMoe AHTOHeU1o0 1a Meccuna (9To He “Ecce
homo”, kak uHOrZA roBopsT, a “Salvator Mundi” —
“Cnacutesnb Mupa”’), TPEBOXKUT, BOJHYET, OHO He-
MIPOHUIIAEMO U HEUCIIOBEAWMO, HO B TO JK€ BpEMS
OHO IIOCBLIAET B 34/ HEKOe cOoO0IIeHHe. DTO OUYEBH-
Jlel] MUPCKOT'O TOPSI U 3718, KOTOPBIH, O/THAKO, TI0 CBO-
el IPUPOJie XPaHUT OE3MOJIBUE. ..»

Trova Roma («Tposa Poma»)

“On the Concept of the Face, Regarding the Son
of God embodies certain fundamental ideas of
the “Societas” theatre, i.e. religion is not simply a
phenomenon of mysticism or theology, but a part
of that set of substantial symbols and practices
on which theatre is founded. This is a sort of
vocabulary of symbols, which we do not completely
understand and which determines the basis for the
multitude of contradictory and even sometimes
awkward relationships and contacts pouring out on
the audience. Meanwhile the audience becomes a
reactant, as it were, of this universe”.

“It would be wrong to declare that that the
subject matter or symbolism of On the Concept
of the Face, Regarding the Son of God by Romeo
Castellucci’s “Societas Raffaello Sanzio” touches
upon religion in its ascetic, spiritual or doctrinal
aspects. Of course, the immense image of blessing
Christ cannot but influence the action unfolding
on stage. This iconographic and vivid depiction,
attributed to Antonello da Messina (not “Ecce
Homo”, as some people claim, but “Salvator Mundi”,
the Saviour of the World), disturbs and agitates us.
It is impenetrable and inscrutable, but it also
projects a certain message to the audience.
However, being a witness of the world’s sorrow and
evil, it keeps silence by its very nature...”

Trova Roma
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1. Puc

KOHUenuus

u xopeozpagus —
JIMH Xsati-muH,
Teamp manua Taiigaus
«Knayo letim»

Rice

chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan

P> X2®)

TEATP TAUBAHA

HA HEXOBCKOM OECTUBAIJIE

TAIWANESE THEATRE

AT THE CHEKHOV FESTIVAL

Korza YexoBckuii pecTUBaIb CTaN pacHIUpATH Teo-
rpaduIo peACTaBIsIeMbIX UM CIIEKTAKIeH, BHIMA-
Hue, 6e3yCII0OBHO, MPUBJIeK TaliBaHb, T.K. yKe ObLIO
HU3BECTHO, YTO 3TO TO MECTO, I7le Ha CThIKE eBpoIei-
CKOM M as3uaTCKOU TeaTpajbHOW W MY3BIKAJIbHOMN
KYJIBTYpbl BO3HUKAIOT HOBbIE CIleHUYecKHue fBJe-
HUfA, BHI3BIBAIOIIME OOJBIION MHTepeC B MUpe. YKe
B 2003 rozy MbI IPUIACKIH 151 y4acTus B V pecTu-
Bajle TPU KOJUIEKTHBA, NpeACTaBJIAIOIIE pasHble
)kaHpel: “Ju Percussion Group” (CreKTakJb-KOH-
nept AHcaMmbii yZApHBIX HHCTPYMEHTOB JIXKy
LI3yn-Ymna), “Guo Guang Opera Company” (Taii-
BaHbcKkas Tpymia [leknHckoil My3bikanbHOM paMbl
«['o T'yan») U OKcliepuMeHTalbHasA TaHIleBaJbHadA
Tpymnmna «®usuyeckuii TeaTp OKMH» (CHEKTaKJb
«Kan XKyan»). “Ju Percussion Group” — mepBbIii aH-
caMbsb yZapHBIX MHCTPYMeHTOB TaliBaHdA, CO3/aH-
HbIH B 1986 Oy, MHOTO racTpOIMPOBAJ, y4aCTBO-
BaJI B MeXyHAPOAHBIX pOopyMax epKyCCHOHKCTOB.
Ero pykoBoautens [xy L[3yH-UuH 6BUI OZHUM U3
WHUIIMATOPOB U HAIIMM IIapTHEPOM IIpU OpraHusa-
I[UU TallBaHbCKOM MpOrpaMMBbl Ha decThBaie U BO
MHOTOM COZIeICTBOBAJl POCCHUMCKO-TaBaHbCKUM
KYyJABTYPHBIM cBA3sAM. Bropoil pa3z “Ju Percussion
Group” npuexana B Mocksy B 2007 rozxy Ha VII de-
CTUBAJIb € IIporpaMMoii «CBeT Iociie cBeTax.
/3BecTHO, Kakoll OI'POMHBIN WHTepec BbI3bIBa-
JIO y HaIlIUX JleiTesiel TeaTpa UCKYCCTBO KUTAMCKON
[TeknHCKOM My3bIKQJbHOM JpaMbl U JIMYHOCTb OfI-
HOTO M3 KPYIHEHUIINX MacTepoB 3TOTO KaHpa Mbaii
Jlanb-daHa, KOTOPHIA TPYK/BI OBUT B HAIIIEH CTPAHE.
Ha TaiiBaHe 3TOT >KaHp 3a TMPOINEAIINE TOALI Pas-
BUBaJICA, CTapasch IIPeofojeTb HEeKOTOpble MCTO-
pudecKrde OrpaHWYeHMs, pacliupsAd penepryap U
BHOCA HOBOE B TPAJUIMOHHYIO KCIOJHUTEIbCKYIO
MaHepy. B 2003 rozy Ha V dectuBase 6pu1 MOKa3aH
ciekTakiab «CkasaHue o My KBeli-uH — BoUTesb-
HULIe C HEXHBIM cep/lleM» TalBaHbCKOW TPYIIIbI

When the Chekhov Festival started to expand
the geography of productions included in its
programme, our attention was inevitably drawn
to Taiwan, because we had already known that
this is the place where, at the interface between
European and Asian theatre and musical culture,
novel and fascinating stage phenomena are
taking shape, arousing a great deal of interest all
over the world. Already in 2003 we invited three
companies, representing various genres, to take
part in the V Chekhov Festival: “The Ju Percussion
Group” (a concert by the band of percussionists
headed by Ju Tzong-Ching), “The Guo Guang
Opera Company” (the Taiwanese company of
the Peking musical drama) and the experimental
dancers called “Acme Physical Dance Theatre”
(they presented Zhan Zhuan). The Ju Percussion
Group, the first percussion band in Taiwan
founded in 1986, toured widely and took part in
many international events. Its leader, Ju Tzong-
Ching, was one of our partners and a driving
force behind the Festival’s Taiwanese programme,
largely contributing to Russian-Taiwanese cultural
contacts. For the second time “The Ju Percussion
Group” visited Moscow for our VII Festival in 2007,
with a programme called Light After Light.

It is common knowledge that enormous
interest in the art of Peking musical drama and
the personality of one of the greatest masters of
this genre, Mei Lanfang, who visited our country
thrice, had arisen among Russian theatre experts.
In Taiwan this form of art developed over the years,
striving to overcome certain historical restrictions,
expanding the repertoire and introducing
innovations in the traditional performing style. In
2003 the V Chekhov Festival presented Tale of Mu
Kwai-ing, the Warrior with a Tender Heart by the
Taiwanese “Guo Guang Company”, performed by
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«'o T'yaH» B UCTIOJTHEHUN IPEBOCXOJHBIX aKTEPOB,
BJIAJICIOIINX BCEMM 3JIEMEHTAMM MCKYCCTBa 3TOIO
HeJslerkoro anpa (pexuccep Jlu Csio-nuH) OcobeH-
HO CWIbHOE BIleyaTIeHue Tpor3Besia Baii Xaii-MuHb,
KOTOpas ChIlpaja «HEKHOE CepZle» B JUPUYECKUX
CLieHaX [TePBOIi TOJIOBUHHI CIIeKTaKIA. JTa 6obIasn
aKTpuca U IIE€BUIIA, C YCIIEXOM BBICTYIIaeT Ha OIep-
HBIX ciieHax mupa. B 2009 roay Tpyma, Bo3Iasisi-
eMasa TeM ke pexuccepoM Jlu Cao-mUHOM, ITOKa3a-
na Ha ¢decruBase crektakau «Kopomb ObesbsHa U
Mseimes TobmuH» u «OTBeprHyTas HeBecTar». Cpeau
WICIIOTHUTEEN OBLIO MHOTO y2Ke 3HAKOMBIX aKTEPOB.

[To6rIBaB Ha TaiiBaHe M HA MHOTHX MeXAYHapPO/-
HBIX QecTUBAIAX, [TO3HAKOMUBIINCH C HCKYCCTBOM
OJHOTO W3 BBIJAIOUINXCA COBPEMEHHBIX XOpeorpa-
¢oB Asum JluH XBali-MHUHA, MBI IOHSIH, YTO €ro
paboThl HEOOXOAMMO TOKa3aTh B MockBe. Bce, KTO
yBuzen Ha VI YexoBcKoM ¢ecTrBaie CIEKTAKIb
«JlyHHas BOZa» TOYYBCTBOBAJIM Maruio KUCKYCCTBA
OTOr0 3aMeydaTeNbHOrO MacTepa U CTald ITOKJIOH-
HUKaMU €ro yAUBUTENbHOTO TanaHTa. Mysbika U.C.
Baxa, yepHO-Oesblii TpadUUECKUil CTHIb, MOpasy-
TeJbHBIE KOCTIOMBI, IOUYEPKUBAIOLINE CKYJIBITYP-
HYIO BBIPA3UTEIbHOCTD TeJ TAaHIIOPOB, IyOOKUii Gu-
JI0COGCKUIA CMBICIT 3TOTO TIO3TUYECKOTO IPEZCTaBIIe-

2. Cnexmaxib-KOHUepm
«/lncy Iepkawn I'pynn»

Concert Performance
by Ju Percussion Group.

3. Ckazanue o My Keeii-HHe

pedxc. JIu Cao-ITum,
HayuoHanwbHblil onepHblil
meamp Io I'yan, 2003

Guo Guang Opera Company

Omsepzﬂymaﬂ Heesecma

onepHulil meamp I'o Iyau

Spurned Fiancee
dir. Lee Xiao-Pin,
Guo Guang Opera Company

excellent actors who were skilled in all elements
of this complicated artistic genre (Lee Xiao-Ping
directed the show). Wei Hai-min, who played the
part of “tender heart”, produced a particularly
powerful impression with the lyrical scenes in the
first half of the show. She is a great actress and
singer who has enjoyed success on many opera
stages around the world. In 2009 this company,
headed by the same director (Lee Xiao-Ping),
brought to Chekhov Festival their productions
Monkey King and the Mouse Goblin and the
Rejected Bride. The cast included many of our old
acquaintances.

Having visited Taiwan and many international
festivals, and being familiar with the art of one of
Asia’s most outstanding modern choreographers,
Lin Hwai-min, we realized that his work should
be presented in Moscow. Everyone who saw his
production of Moon Water at the VI Chekhov
Festival felt the magical art of this distinguished
maestro and became admirers of his remarkable
talent. The music by Johann Sebastian Bach,
the black-and-white graphic style, the striking
costumes which enhanced the sculptural
expressiveness of the dancers’ bodies, and the
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goumenvHULE C HEXCHbLU cepiuem

Mu Quei-Ying, dir. Lee Xiao-Pin,

4. Kopoaw O6e3bsina u Mututb T'obnuH,

peac. Jlu Cso-TTun, HayuoHanbHblil

Monkey King and Mouse Goblin,

HUSA TIPOM3BEIM Ha HAIEero 3pUTeNd Imybouaiiee
BlleYaTJIeHNE. «TaHell IpeBpallial CLieHUYeCcKoe IIpo-
CTPAHCTBO B BOJIIEOHOe TeaTpanbHOe BpeMs». Tak
JlvH XBali-MUH U €ro 3aMedaresbHasd TPyIIa CTalu
YKeJJAHHBIMU YYaCTHUKaMU GecTUBaIs.

CBOI 3HaMEHUTHIM CIeKTakIb «[lecHU cTpaH-
HUKOB» TeaTp Tanna «Kmayz I'etiT» mokasan B 2007
roay B pamkax VII YexoBckoro ¢ecTuBassi. «ITO
He CIEeKTak/Jb B IIPUBLIYHOM IIOHMMaHUU, a ce-
aHC TUITHO3a, U He COBPEMEHHBIY TaHell, a HeKUH
IUTACTUYECKUH OSKBUBAJIEHT BOCTOYHOM QrIoco-
¢un», — Tak mycasa ofjHa M3 HaUIUX Tra3eT. Y UCTo-
KOB 3TOM pabOThl — «PEJTUTUU, MUCTHUIIU3M, MEIU-
Tanuy U ¢rwrocodun Asun». MysbIKa CIEKTaKIA —
rPY3UHCKHe HapoJHble MeCHU (3aIuch B UCIOJIHe-
Huu Xopa PycTtaBu), BZOXHOBUBIIAA Xopeorpada Ha
COo3ZlaHVe TaHIIA, POXKJAaeT HeOOBIKHOBEHHYIO IUIa-
CTUKY TeJI U CO3/IaeTCA OllyllleHre, YTO OHA CIIeLU-
aJIbHO HaIlMCaHa AJIs 3TOr'0 CleKTakKJIA. Y, KOHeYHO
Ke, BCA UCTOPUA C 30JI0THIM PUCOM, KOTOPBIH UT'paj
Takylo GpaHTaCTUYECKYIO XYZOXKECTBEHHYIO U u-
JI0COQCKYIO POJIb B 3TOM CIIEKTakKje, 0OepHyIach
JUI Hac — OpTaHU3aTOpPOB racTposiell — HelpeJBU-
JIeHHBIMH OOCTOATEIbCTBAMU: IO POCCUMCKUM 3a-
KOHaM HeJb3s BBO3UTH B CTPAaHy PUC B KayecTBe

profound philosophical meaning of that poetic
show produced a lasting impression on our
viewers: “The dance transformed the space of
the stage into magic theatrical time”. Thus, Lin
Hwai-min and his wonderful company became
welcome participants of our Festival.

The Cloud Gate Dance Theatre presented
its famous production Songs of the Wanderers
in 2007, at VII Chekhov Festival. “This is not a
performance in the usual meaning of the term, but a
séance of hypnosis, it is not a contemporary dance,
but some plastic equivalent of Oriental philosophy”,
as one Russian paper put it; the roots of this work
were “religions, mysticism, meditation and Asian
philosophies”. The music score was compiled of
Georgian folk songs (recorded by the Rustavi
Choir), which inspired the choreographer to
create his dance; it engenders extraordinary body
plasticity and makes the impression that the music
was written specially for this show. And, of course,
the whole story with the golden rice, which played
such a fantastic artistic and philosophical role in
the production, brought about some unforeseen
circumstances for us, the organizers of the tour.
According to Russian law, it is forbidden to import
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pekBu3nTa 6€3 COOTBETCTBYIOIIETO cepTHUdUKATa.
A TIOCKO/IBKY OOHApYy:KWIOCh BCE 3TO JOBOJBHO
TTO37IHO, HY>KHO OBUIO TIPUIOXKUTh HEMAJIO YCHIUM,
yTOOBI CIIEKTAKJIb He ObUI copBaH. HaMm mpUILioch
MOKynaTh pyuc B KpacHozapckoM Kpae U KpacuThb
BCe TPU TOHHBI 30JI0OTUCTON Kpackoi. Ho ycwius
ObUIM He HaNpacHBL. BrieyaTiieHUEe OT CIIEKTaKJId,
rZie TIOTOK puca Ha IPOTSDKEHUH BCEro MPe/CTaB-
JieHUs1 6e30CTAaHOBOYHO CHITIAJICA HAa MOHAaxa, CTOs-
IIIero HEMOABIIKHO, U I7le IIOTOM T'PaHANO3HbBIN PU-
COBBIY CeJlb, XJIBIHYBIINI C KOJIOCHUKOB, TAHIIOB-
ITUKYU pa3MeTaTud Ha OPBI3TH, OBUTA CTOJIb CUJTbHBI-
MM, 9TO 3PUTENU MOJAXOAWIN K ClieHe W YHOCWUIU
3EPHBINIKO C cO60M Ha MaMsaTh. [Tocse 3To mocra-
HOBKH TPYZHO OBUIO TpeACTaBUTH UeXoBcKuil de-
cTUBasb 6e3 criekTaks JInH XBali-MUHa.

Kaxxgaa mocranoBka JIMH XBal-MHUHa CJIOBHO
JlaBajia OTBET Ha BOIIPOC, YTO JKe TaKoe KpacoTa.
Y kaXkb1ii pa3 3To OBUIO TIO-Pa3HOMY U BO3HUKAJIO
U3 YAUBUTENBHON FapMOHUU BCEX COCTABJIAIONIUX
cnekTakid. Ham odeHb XOTesoch moka3aTh B Mo-
CKBe «/[eBATH IECEH», HO, K COXKAJIEHUIO, IpaMaTH-
YyecKkre cOObITHA (BO BpeMs MoXKapa Cropeu 1eKO-
paluu) He TIO3BOJIWIN 3TO CZeNaTh. TeaTp mpesio-
JKIWI OIHY U3 TpeX JacTel clieKTakIA — «Kypcus»,
KOTOPBIH C yCIiexoM ObUI IMMOKa3aH Ha pecTUBaIIX
BO MHOTHUX CTpaHax. DTO elllé OZHO 4y/[0 KPacoTHI,

rice into the country as a prop without a special
certificate, and because that was discovered rather
late, we had to make extra efforts to save the
show. So we had to buy rice in Krasnodar region
and to dye all three tons golden yellow! But our
efforts did not go unrewarded. The impression of
everything one saw on stage, where an avalanche
of rice was being endlessly poured on a monk
who stood still throughout the show, and then
the magnificent torrent of rice from the gridiron,
which the dancers scattered around, was so
strong that viewers came to the stage to pick
up grains as souvenirs of the “omnipotent” rice.
After such a spectacle it was hard to imagine the
Chekhov Festival without Lin Hwai-min.

Each performance by Lin Hwai-min seemed to
answer the question of what beauty really is. But
each time the answer was put differently, and
that was due to the amazing harmony of all the
components of the show. We were very keen to
bring his Nine Songs to Moscow, but unfortunately
dramatic events (the set burned down during
a fire) ruled it out. The company offered one
of the three parts of Cursive, which was a
success at many festivals in several countries.
It was another marvel of beauty, which had
been inspired by the ancient art of calligraphy.
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5. JIynnas eoda Ha my3viky H.C.Baxa,
xopeoepad JIMH Xgati-muH,
Teamp manuya Tatigans «Knayo I'etim»

Moon Water to the music of J.S.Bach,
chor. LIN Hwai-Min,
Cloud Gate Dance Theatre of Taiwan

6. JIMH Xsail-muH
LIN Hwai-Min

7. /leesimb neceH, amHuUUeCKAst MY3blKA
Taileans, mpaduyuUoOHHAs My3blka Asuu,
nepxyccus 8 3anucu «/Jucy Ilepxauix
Ipynn», xopeoepagus — JINH Xeail-muH,
Teamp manua Tatigans «Knayo letim»

Nine Songs, chor. LIN Hwai-min, Cloud
Gate Dance Theatre of Taiwan

Ha KOTOpoe xopeorpada BAOXHOBUIO HCKYCCTBO
JpeBHel kawurpadun. HadepraHue 3HAKOB, UX
rpaduyeckas BRIpa3UTENbHOCTD MIEpeBe/ieHa Xope-
orpadom Ha A3BIK TaHNA. [Io cioBaM camoro JIMH
XBali-MMHA, MEX/y JAPEBHUMH IHCbMEHAMU U
IOHBIMU TeJlaMH TaHI[OPOB 3aBA3BIBAETCA JUAJIOT.
B TaHIle B coBepIlIeHHOHN popMe BO3AAETC JODK-
HOe TOMY J]peBHEMY HUCKYCCTBY, KOTOPO€ ABJIAETCSA
BaXXHEUIIEH COCTABJAIONIEN KUTAWCKOU KYJIbTY-
pbl. Bo3MoXXHO HaM, eBponeiIiaM, He yJaeTcs o
KOHIIa MOCTHUYb BCIO TIyOuHy ¢rmocoduu Crek-
TakJel xopeorpada, HO cuia BO3ZEHCTBUA UX Ha
3pUTEJI OTPOMHA.

Korza Mbl fymanau o mporpaMme Hamrero ¢e-
ctuBana 2010 roza, mocBsmeHHOTro 150-1eTHio
A.I1. YexoBa, MbI, KOHEYHO, OOPATWIUCH C TIPEZJIO-
J)KeHUeM K JInH XBail-MUHY ITOCTaBUTh CIIEKTAKJIb,

The process of drawing of symbols and their
graphic expressiveness was translated into the
language of dance. In Lin Hwai-min’s own words,
a dialogue began between ancient hieroglyphics
and the bodies of young performers. Dance pays
perfect tribute to that venerable art which is a
crucial component of Chinese culture. Perhaps we
Europeans are unable to fully perceive the whole
depth of the choreographer’s philosophy, but the
emotional impact of his shows on the audience is
enormous.

When we were forming our programme for
2010 Festival, dedicated to the 150" anniversary
of Anton Chekhov, we naturally asked Lin Hwai-
min to create a production on some Chekhov
theme. We were both happy and grateful when the
choreographer responded to our proposal.
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TEATP TAUBAHA

TAIWANESE THEATRE

CBSI3AHHBIM C YEXOBCKOUW TeMOH, U OBUIM pajbl
U 6J1aroIapHbI, YTO Xopeorpad OTKIUKHYJICH.
Cnekrakib «llemoT IBeTOB», IpeMbepa KOTO-
poro cocrosiack B ceHTs16pe 2008 roza B LleHTpe
ClleHnYecKUX uckyccTB Yuaitiu Ha TaiiBaHe, 6GBUI
nokasad B Mockse B utoHe 2010 roza B nporpam-
Me 106mwieitHoro YexoBcKoro GpecTuBai U MpoIen
¢ 6oypIIMM ycnexoM. VICTOYHMKOM BIOXHOBEHUA
s xopeorpada cranm «BuimHeBbni caz» A.Il.Ye-
xoBa. Ilo mpusHanuto JluH XBail-MuHa, 3TO, IMO-
JKaIyl, €ro JIOOMMOEe YeXOBCKOe IIPOU3BE/EHUE.
Ho «raHel — 3TO He Ibeca, 3TO MpsAMOe obpaiie-
HUEe K 3PUTENI0 TOCPEACTBOM /JBIDKEHUS U MY3BI-
KH. fI3bIK TaHIa — Meradopa, a He CIoXKeT. <...>
A He pacckaswpiBaio crokeT “BuminHeBoro caga”,
B MOEM CIIeKTaKJIe HeT IlepcoHakel. DTo JIUIIb BIle-
YyaTeHue, BOCIIOMUHAHUE: OKOHYWIACh BECHA, a C
HEeI0 MUHOBAJIU U CTapble Z0OpEle BpeMeHa, Bolia-
pseTcsa Mpak...». 3puTeau B MocKkBe MMEHHO TaK
3TO BOCHPUHSIHA, TOHKO IIOYYBCTBOBAJINU U C BOC-
TOPTOM BCE YETHIpe Beuepa, KOr/a IeJl CIIeKTaKJIb,
OT/]aBaJIUCh «HAa BOJIO TEYEHWS CBOOOZHOIO TaH-
1[a». DTOT CIIEKTaKJIb Jaj TOBOJ, HAIIUM KPUTHUKAM
BCIIOMHUThL paHee BUZEHHBIE paboThI Xopeorpada

The output of that collaboration, Whisper
of Flowers, premiere of which took place in
September 2008 at the Performing Arts Centre in
Taiwan, was presented in Moscow in June 2010
during the jubilee edition of the Chekhov Festival,
and was a huge success. The choreographer had
drawn inspiration from Chekhov’s The Cherry
Orchard. As Lin Hwai-min confessed, this was his
favourite work by Chekhov. But “dance is not a
theatre play, it is a direct appeal to the audience
by means of movement and music. The language
of dance is metaphor, not subject. <...> I do not
retell the story of the Cherry Orchard, there are no
characters in my show. It is but an impression, a
reminiscence: the spring came to an end, and the
good old days are gone with it, gloom is setting
in...” This was exactly how the Moscow viewers
understood it; they felt it keenly, and during all
four nights when that show was on they were
delighted with “the free flow of the dance”. This
performance gave reason to our critics to recall
the choreographer’s works which they had seen
before and to reappraise his skill: “Lin Hwai-
min’s productions are always beautiful — the
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8. Kypcus

xopeozpad

JIMH Xsati-muH,

Teamp manuya Tatigaxs
«Knayo 'etim»

Cursive

chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan

9. IlechHu CmpaHHUKO8
MY3blKA — 2PY3UHCKUE
HApoOHble NecHU,
Xxopeozpagus

JIVH Xsati-muH,

Teamp manua Tatieans
«Knayo Ietim»

Songs of the Wanderers
chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan

U elle pa3 OLEHUTb ero MacTepcTBO: «CIeKTaKIn
Jlun XBail-MUHa Bcerza KpacuBbl — KAPTUHKA B €ro
[IOCTAaHOBKAaX Oe3ynpevyHa B CBOEM BH3yaJbHOM U
HEBUZIMMOM IVIa3y BHYTpeHHeM paBHOBecuu. CoO6-
CTBEHHO I'OBOPs, IIOUCK TAPMOHUU U €CThb COZlepXKa-
HUe cIeKTakjIed aToro xopeorpada, /i KOTOPOTro
IIPOCTPAHCTBO XYZA0XKECTBEHHOI'O TBOPYECTBA — BECh
Mup. <...> Mys3bIKa, BEIPa3UTEJIbHOCTb TaHI|eBalb-
HBIX KOMIIO3UIIUH, OTTOU€HHOE MacTepCTBO TaHIOB-
IIUKOB — BCE 3TO CJIMBAETCS B €JUHBIN OECKOHEYHBIH
IIOTOK. Bce crekTakiu xopeorpada CJIOBHO IepeTe-
KalOT OZIUH B JIpyroii, MPOZo/DKasd M Pa3BUBad yxe
“ckazaHHOE”». «IKpaH u cuyeHa», 2010 N2 12

OTO NPOJO/DKEHWE W PasBUTHE MBI YBUZEIU
U B TOCJHEAYIOUUX CHeKTakasax JIua XBali-MuHa
«JleBATb IeceH» U «PUC», IOKa3aHHBIX B IIpOrpaMm-
Me XI u XII YexoBCKUX GpecTHUBAIEH.

B nporpamme XI ¢ectrBana 6bUI MpeACcTaBIeH
CIeKTaKJIb «[lecHd 3a[yMUnBOrO CO3E€pLIAHUA» elle

picture of his shows is impeccable in its internal
balance, both visual and imperceptible with an
eye. The search for harmony is the proper content
of pieces by this choreographer, for whom the
space of creative work is the entire world. <...>
Music, expressive dance compositions and the
refined skills of the dancers — everything joins
together in a single endless stream. All works by
the choreographer seem to flow into one another,
carrying on and developing the things he already
uttered”. Ekran i stsena, 2010, N2 12

We also observed this continuity and develop-
ment in subsequent productions by Lin Hwai-
min, Nine Songs and Rice, which featured in the
programme of the XI and XII Chekhov Festivals.

We were happy to include Song of Pensive
Beholding by another Taiwanese choreogra-
pher, Lin Li-Chen, who created a show “which
appeals to our feelings, soul and intuition, and

147



TEATP TAUBAHA

TAIWANESE THEATRE

10-11. ITecna
3a0ymuueo20
co3epuaHus

Xy0. pyK., xopeozpad,
asmop 8u3yanbHoll
KOHUenyul, asmop
MY3bIKU —

Jlun JIu-Yen,
Jledxncero JIuM

Jamnc Tusmp

Song of Pensive
Beholding

chor. Lin Lee-Chen,
Legend Lin

Dance Theatre

12. Illenom ugemos
mysvika H.C.Bax,
xopeozpag

JIMH Xsati-muH,

Teamp manua

Tatigsarns «Knayo letim»,
MT® um. A.Il.9exosa

Whisper of Flowers
chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan,
CITF
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oxHoro xopeorpada Jlun JIu-HeH, koTopas co3zana
CIIEKTaKJIb, «0OpaIleHHbII K 9yBCTBaM, AyIle, WH-
TYULIUU U OJIEeCTsAIIe WCIOJHEHHBIN apTUCTaMU».
Ona ABJIAEeTCA XyZ0’KeCTBEHHBIM PYKOBOZAUTENIEM,
xopeorpa¢oM, aBTOPOM MY3BIKM U BU3yaJbHOU
KOHIIeNIIMY CIIeKTaKJ/dA, 3aBepllarolnero TPUJIO-
T'H10, B KOTOPOIt xopeorpad Bo3zaeTr gomxHoe He-
6ecam, 3emite u YenoBeky. Camy JIuH JIu-YeH cyu-
TalOT HAIMOHAJIBHBIM AoCcTOoAHMEM TaliBaHA.

Ycriex TeaTpasnbHBIX cBs3el ¢ TaiiBaHeM, Oka-
3aJicsi BO3MOXKHBIM 6J1arofjapsi TECHOMY COTPYZAHU-
yecTBy ¢ Taiibaticko-MockoBckol KoopauHanoH-
Hoti Kommccueit mo DxoHOMUYeckoMy U KymabeTyp-
HOMY COTPYZHUYECTBY. VI KOHEYHO, MBI He MOIJIU
6Bl Bce 2TO cAenaTh 0e3 aKTUBHOTO Y4acTUS U
IIOMOIIIM BO BCeX IIPOeKTax HalllUX [TapTHEpOB Ha
TatiBaHe. B pasHble rofibpl MOAJEPKKY OKa3bIBaIU
MuHUCTEPCTBO MHOCTPAHHBIX ey, Munucrep-
CTBO KyJIbTYpHl TaiiBaHs, MUHHUCTEPCTBO 06paso-
BaHuA, HanmoHasbHBIM KyJAbTYpHBIA LleHTp YaH
Kaif-mu, HaiuoHanbHBIM LEHTP TPaAUIMOHHBIX
HCKYCCTB U [pyryie OpraHu3aliu.

was brilliantly performed” in the XI Festival pro-
gramme. She was the artistic director, choreog-
rapher and author of music and visual concept of
this production, the concluding part of a trilogy,
in which she pays tribute to Heaven, Earth and
Man. Lin Li-Chen herself is regarded as a national
heritage of Taiwan.

Years of our successful cultural contacts with
Taiwan became possible thanks to the close col-
laboration with the Taipei-Moscow Coordination
Commission on Economic and Cultural Coope-
ration. And, of course, we could not have accom-
plished all that without the active participation
and assistance of our partners in Taiwan in all our
projects. In different periods we received support
from the Taiwan Ministry of Foreign Affairs, the
Ministry of Culture and the Ministry of Education,
the Chiang Kai-shek National Culture Centre,
the National Centre of Traditional Arts and other
organizations.
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BOCUKOM, B CANMOIAX, HA MYAHTAX

Jletina Iyumaszosa

Leila Guchmagzova

1. DoHHazama
cozdamenu

U UCNOJIHUMELL:
Cunwvsu I'unnem,
Pobep Jlenaxc, Paccen
Manugpanm, Teamp
«Cadnepc Yauncs»
JIOHOOH coO8MecmHO

¢ Ex Machina

u Cunveu I'unnem

Eonnagata conceived
and performed by Sylvie
Guillem, Robert Lepage,
Russel Maliphant,
Sadler’s Wells London
in association

with Ex Machina

and Sylvie Guillem

Xopeorpac])uquKaﬂ cocTaBHaaA
dectuBang umenu A.Il. YexoBa

BAREFOOT, BOOTED AND ENPOINTE

The choreographic component

of the Chekhov Festival

Vaess 0603peTh Bce XopeorpapuyecKkre COOBITHSA
YexoBckoro ¢ecTuBaIA CHavajga Kasajgach He-
mofibeMHOM. Kak B TpoMaZHOM pasHOOOpasuu
TaHIleBaJbHBIX CIIEeKTaKIel CyMeTh HaHU3aTb, CU-
CTeMaTHU3UPOBATh WK, CBEPX OXKUAHUM, YBUAETD
JIOTUKY U BHATHBIE BEKTOPHI? TeMm 6Gosee, YTO He
CEeKpeT — B HallleM MparMaTU4YHOM Mupe aduiu
3aBUCAT OT GUHAHCOBOTO MEHEMKMEHTA, a OH, B
CBOIO OYEPE/Ib, OT AAJIEKUX TEATPY MPOIECCOB, CIIO-
COGHBIX pa3bUTh caMble TpeKpacHble GpecTUBab-
Hble KOHIenTel. Ho BOT mapazokc. Yem [osblie
MIPUIIIIOCH TIOTPYXKAThCA B TEMY, TEM OUYEBUIHEE
CTaHOBWJIOCH, YTO HUKAKUX CIydaiiHocTell Ha Ye-
XOBCKOM He TIpoucXoAuio. HampoTus, Bech 06beM
xopeorpaduIecKoro, ABMKEHIECKOTO, HeBepOaib-
HOTO JIOTMYHO YJIOXKUJICS B HECKOJIBKO TPEHZOB.

Vx ompefenu v BHEIIHWE OOCTOSTENIbCTBA.
Poxusmiutica B 1992 rogy, Kkoraa CMOTPETh TaHell
MOKHO OBLTIO TONBKO BXKUBYIO, peCcTUBAIb POC BMe-
CTe C TOTAJIbHOM KOMIbIOTepU3alueil. 3To cefiuac
mpobiemMa mpocToit MHGOPMUPOBAHHOCTU (S He
0 JKMBOM BO3ZlyXe TeaTpa) pellaeTcs 3a MUHYTHI B
MTOUCKOBUKAX, a TOT/|a IIpU Beeit atidopuun oT pyx-
HYBIIIETO 3aHaBeca YBUAETh MUPOBBIE CIIEKTAKIU
OBLIO HEMPOCTO. YeXOBCKUM TPEATIOKUI 060CHO-
BaHHBIA BBIOOP U COCPEJOTOUWICA Ha JIyYIIEM.
A panblile, pa3BUBAsCh, €Ill€ U CTAJT IPUHUMATD BO
BHMMAaHUeE BCe PeasbHOCTH IIUGPOBOL STTOXHU.

Jlajiee BBIACHUIOCH, YTO MOMHMO T€HEpab-
HOM JIMHWU, 3aKpeIuBIlel 3a GpecTUBaIEeM CIaBy
MIPOBOJHUKA JIYYIIUX JOCTHKEHUM MUPOBOTO Te-
aTpajJbHOTO XO35MCTBA B HAIIM LIUPOTHI, YeXOB-
CKUU Bcerga cieqwn 3a macuitabom oxsata. [la,
aduia BesZie U Bcerga 3aBucesa ot 6wo/mkera. Ho
YexOBCKUM 6w 1o BceM GpoHTaM, obpalias BHU-
MaHHe He TOJbKO Ha MUPOBOM KJacc TeaTpa WU

Initially the idea to review all the choreographic
events at Chekhov Festival seems unyielding.
Likewise, it seems unfeasible to systematize or,
above all, find any logic and clear-cut vectors. All the
more so, it is no secret that in our pragmatic world
posters depend on financial management which
in its turn is guided by the off-theatre procedures
that can destroy the most fascinating festival
concepts. Somewhat paradoxically, however, the
deeper one dips into the subject the more obvious
it becomes that no fortuitous events have happened
at Chekhov Festivals. On the contrary, the entire
bulk of choreographic and nonverbal components
can quite logically fit within several trends.

These trends have been determined by external
circumstances. Born in 1992, when dance could
be seen only live, the Festival evolved along with
the tendency toward total computerization. Now
information can be obtained within minutes
through simple web search (I am not talking about
the live air of theatre). Then, despite the general
euphoria about the fallen iron curtain, it was not so
easy to see the masterpieces of the world theatre.
The Chekhov Festival offered a well-rounded choice
and concentrated on what was indisputably the
best. As it continued to evolve it increasingly took
into account all the realities of the digital era, the
more so because the non-verbal theatre was found
to be as universal and accessible as the global net.

Eventually it turned out that along with the
general line that established the Festival in the status
of one of the key vehicle for bringing the crowning
achievements of the world theatre to Russia, it has
always been aware of the scope. Indeed, the playbill
always and everywhere depended on the budget.
But Chekhov Festival encompassed the entire scope
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XyZIO’)KHUKA, HO M Ha reorpadumo, U Ha >XKaHPHL.
B pesysnbraTe KapTa Mupa paspocjach OT JIECOB
Amaszonuu g0 Meica Jlobpoit Hagexael. Byk-
BalmbHO — OT «Gnawa» Havo Jlyato go «lMHana»
(IOAP-Benuko6puTaHus) Mapka  bosazgyusna.
A >XaHpOBBIM OXBAaT, HaZl COOTHOIIEHHEM KOTOpO-
o B COBpEeMEHHOM TeaTpe TaK PO JIOMAIOT KOIIbs
MeJJaHThI, TIO3BOJMJI OBl celiyac mucaTb 0630DPHI
He TOJIbKO O JpaMe U xopeorpaduu, HO elle U o
JBIDKEHUYECKOM TeaTpe, TeaTpaJlu30BaHHOM IUp-
Ke, OpUTMHAJIbHON ollepe U aZlalTUPOBAHHOM K
COBpPeMEHHOMU clieHe (GOJMbKIOpHOM JelicTBe. He
VAEPXKYCh OT coba3Ha HAlIOMHUTD, YTO U CI[€HU-
yecKoe JBU)KeHUe, IIpe/icTaBlIeHHoe 3a 3TOT CPOK
Ha YexOBCKOM, JOCTOMHO XpecTomaruu: Mocksa
axHysa, yBUZEB, KaK JBUTaINCh aHTUYHbBIE [epoUu
Teogopoca Tepsomysnoca («Ilepcel» u «IIpomeTtent
MPUKOBAHHBIN» Jcxwia, «[epaky BO THeBe» U
«Bakxanku» EBpunmzia) u nmepcoHa)ku B CIIEKTa-
ke /Ix. Ctpenepa «ApnekuH, Ciyra ABYX TOCIOZ»
B TpazuLiuax Komeauu gens apre.

of factors, taking into account not only the world
class of acompany or an artist but also the geography
and the variety of genres. Consequently, the world
map expanded from the woods of Amazonia to the
Cape of Good Hope, or in other words from Nacho
Duato’s Gnawa to Mark Baldwin’s Inala. And the
scope of genres, along which the pedants so often
locked horns, has now made it possible to write
not only about drama and choreography, but also
about theatre of movements, theatricalized circus,
innovative opera and modernized folklore shows.
I cannot resist the temptation to observe that the
Festival has come up with some striking discoveries
in the field physical action on stage. Suffice is
to recall Moscow’s enraptured reaction to the
movements of the antique characters in Theodoros
Terzopulos’s stagings of Aeschilles’s The Persians
and Prometheus Chained or Euripides’s Heracles
in Anger and The Bacchae, or the characters in
Strehler’s Arlecchino, Servant to Two Masters staged
in the style of Commedia dell’arte.
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2-4. Gnawa
My3blKA:

X XakmyH/A.Pydonvd,

X.A.Apmeue,
X.IlaxcapuHso,
P.AGy-Xanun,
Benec, Kycyp,
CapkucsaH,
xopeozpad
Hauo /lyamo,
HauuoHnansHbwlil
meamp manya
Hcnanuu

Gnawa

music:
H.Hakmoun/
A.Rudolph,
J.A.Arteche

and J.Paxarifo,
R.Abou-Khalil,
Velez, Kusur,
Sarkissianchor,
chor. Nacho Duato,
Compariia Nacional
de Danza of Spain

5-6. Hnana

mysvika: JJncozed Ilabanana,
Ladysmith Black Mambazo

u Sana Cnupa,

xopeozpa¢ Mapk BondyuH,
Ladysmith Black Mambazo,
Koponesckuil 6anem,
Komnanus Pambep

Inala, music J.Shabalala,
Ladysmith Black Mambazo
and E.Spira,

chor. Mark Baldwin,
Ladysmith Black Mambazo,
Rambert Company

and Royal Ballet



CHOREOGRAPHY

ABTOpCKan 3K30TUKa
dectuBanb 06AyMaHHO pucKoBaa. Hampumep,
npumiamas teatp baprabaca. Toxe CTHIK XKaHPOB —
¢ XOpolllel MpoIopuuel TeaTpa M LUpKa, HO JJId
JIIofiel ¢ xopeorpadUYecKo OINTHUKOU, TMOAKpe-
IJIEHHOW MY3bIKOW «BecHBI CBALeHHOM» CTpaBUH-
CKOTO B 3TOM IIpe/icTaBJIeHuH, KOHHBIN TeaTp bap-
tTabaca CTaJl peMHKapHaluell B HBIHEITHEM MUpe
cpeznHeBekoBoro Konnoro 6anera KoposeBsr.
BHATHO, YeTKO U mocjeZioBaTeqbHO YeX0BCKU
decTuBamp pasMbIBan XopeorpaduuecKkuil eBpo-
LeHTPU3M. [IOMH#, YTO «KJIAaCCUYECKU bajleT ecTh
3aMOK KpacoThl», OH ITOKa3blBajl PAZOM C HUM OC-
HallleHHble Wi-fi manzamy U3 maJbMOBBIX JIUCTHEB
(yxe ymomsanyTele «Gnawa» u «/Hana»), JaTUHO-
aMepHKaHCKUe CaJOHBl TaHTepoC U CTapUHHBIE
IIKOJTBI (yIaMeHKo. 37ech HeOOXOAUMO OTMETUTb,
yTO UeXOBCKUU HUKOI/IAa He CKaThIBaJICA B IIOIy-
JIU3M U, 61arogaps 0TCeBy IO IPOodeCcCHOHANTbHBIM
KaJecTBaM, MockBa yBuziesia OTMEHHbBIE aBTOPCKOe
TAHrO U aBTOPCKUI ¢uamenko. [IpuyeMm, eciu c
dnamenko, (cmacubo puibmam AHTOHUO [azieca),
HaIll 3pUTeJTb OBUT 3HAKOM, TO aBTOPCKOE TAHTO, He-
CMOTps Ha TpyAsl JleoHnza /lecaTHukosa u ['uzoxHa
Kpemepa B My3bIKe, IpunuIo 6iarozgaps gpectrBa-
s10. briarozaps «Taurepe» Mopsl ['ozoii 13 Apres-

Author’s Exotics
The Festival quite consciously took risks like when,
for example, it invited Bartabas with his equestrian
show that effectively balanced between theatre and
circus. But for the people possessing choreographic
optics, reinforced by the music of Stravinsky’s The
Rite of Spring that show became a kind of reincarna-
tion of the Medieval “Queen’s Equestrian Ballet”.
The Chekhov Festival quite legibly and consistently
eroded the choreographic euro-centrism. Bearing in
mind that “classical ballet is the castle of beauty”, it
used Wi-Fi-equipped huts made of palm tree leaves
(as in aforementioned Gnawa and Inala, tangueros
Latin American salons and old flamenco schools. It Is
important to note, that the Chekhov Festival has never
been populist in the sense that its programs never
featured trash shows. Thanks to the strict «screening-
out” according to the professional qualities presented
in Moscow were uniquely choreographed tangos and
flamencos. And while the flamencos were more or
less familiar to Moscow audiences (much owing to
Antonio Gades’s movies), the unique tangos were
first presented in full scale precisely by the Festival,
despite all the earlier musical efforts of Gidon Kremer
and Leonid Desyatnikov. Much owing to Mora Godoy’s
Tanguera that was played to packed houses for 12

7. JlynHas eoda

Ha my3viky U.C.baxa,
xopeoepag JINH Xeati-muH,
Teamp manuya Tatigans
«Knayod I'etim»

Moon Water

to the music of J.S.Bach,
chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan

8. Ilechu CmpanHuxos
MY3blKA — 2PY3UHCKUE
HAapoOHble NecHU,
xopeozpadus

JIVIH Xsati-muH,

Teamp marya Tatisaus
«Knayo I'eiim»

Songs of the Wanderers
chor. LIN Hwai-min,
Cloud Gate Dance

Theatre of Taiwan 8
e —




XOPEOIrPA®UA

CHOREOGRAPHY

TUHBI, BBIep:KaBileii 12 aHell aHUUIaroB, U TPHU
pasa mpuesxanileit Mapum Ilaxec, yAuBHUBLIEH
ocoboit KapmeH ¢ orceutkamu Ha jupuky Cado u
HOBYIO ATIOHCKYIO JIUTEPATYPY.

JlostbHOCTD pecTUBAJIA aBTOPCKOMY B3IVIAZY Ha
MIPUBBIYHOE XOPOLIO WUTKOCTPUPYET «30JIyIIKa» ba-
seta HropHGepra. ImaBHBIN pexxuccep U xopeorpad
TeaTpa, JKC-TAHI[OBIIMK M3BECTHBIX €BPOIEHCKUX
Tpymn, 6e3 oOMHAKOB Ha3Ban OaneT IIpokodbeBa
«TaHIleBaJIbHOU ITbecoi ['oiio MoHTepo», ciesaB 1Mo
CKa3049HOU dabysie 0YeHb TUIHYIO UCTOPHUIO.

YeXOBCKUH MOCTOSTHHO OYZ0PaKUT heHOMeHATb-
HBIMU OITyCaMU Ha CTHIKAX KYJIbTYP, KOKTeWneM /s
yMa u ¢paHTa3uu. B pecTUBATBHBIX IIPOrpPaMMax BbI-
ACHAETCS, YTO HOPAUYECKYIO CAEPKAHHOCTh TaHIA
JIETKO TIPUHATH 3a Gyaauiickyio («Kaze» KommaHuu
Tepo CaapuHeHa, 2003). Yo dppanIysckuii nouvelle
danse simxo cpacraetcs ¢ 6yTo («Side B» xopeorpad
Wxkyito Kypoza, 2003). UTto rpysrHCKOe MHOI'OTO-
JIOCHEe UIeabHO COYETAeTCs ¢ 60EBBIM UCKYCCTBOM
Taif 1131 110asb («IlecHu crpaHHUKOB» TeaTpa TaHIa
«Krayz refit»). BupoueM, xopeorpad JInn XBaii-MuH
TaK JXe BJOXHOBEHHO CKPECTIWI TPaJULIOHHbIe (u-
3W4ecKue TMPaKTUKU ¢ BorbmuM Baxom — ocTanoch
TOJIBKO YAUBUTHCA, O Yero ke IIepKOBHOE I'0JI0CO-
BeJIeHUE CXOJHO C Pa3paboTKOM TeleCHOM SHEPTUH.

days, as well as to many visits of Maria Pagés who
struck the audiences with her Carmen abounding
in references to Sappho’s lyric poetry and modern
Japanese literature.

The Festival’s loyalty towards original author’s
insights into familiar works can well be illustrated
by Cinderella presented by Nuremberg Ballet. The
company’s Artistic director, choreographer and
former dancer in acknowledged European ballet
companies explicitly named Prokofiev’s ballet “a
dance play by Goyo Montero” and had transformed
a fairy tale storyline into a very personal one.

The Chekhov Festival invariably excites the
audiences with phenomenal opuses at the interface of
cultures and cocktails of wit and fantasy. The Festival
programmes reveal that the Nordic restraint of the
dance can be easily taken for the Buddhist ascetics
(like in 2003 Kagze by Tero Saarinen Company).
And that the French danse nouvelle shows strong
affinity with Butoh dance (Side B choreographed by
Ikuyo Kuroda in 2003). That Georgian polyphony
perfectly blends in with martial arts (like in Cloud
Gate’s The Songs of Wanderers). On the other hand,
choreographer Lin Hwai-min has also shown great
inspiration when he hybridized the traditional
physical practices with Bach’s music.
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9. 3onywka
manyesanbHas
nveca I.Monmepo,
pedic. U 2N1agHblil
xopeoepag Ioiio

Monmepo (Mcnanus),

Banem Hiopubepaa

Cinderella

dance piece

by G.Montero,
dir. and chor.
Goyo Montero,
Nuremberg Ballet

10. Illeppu-Bpexdu
(«Teoperue»)
Mmy3vika Anena Mas,
Xxopeozpagdus —
JKoszegp Haouc,
HayuoHanwvHbLl
Xopeozpaguueckutl
uenmp OpJieara,
MT® um. A.Il.Hexosa
u Teamp de 151 Buno

Cherry-Brandy

(The Creation)

music by A.Mahe,

chor. Josef Nadj,

The National Orleans
Center of Choreography,
CITF and Thédtre

de la Ville

OTKprTI/Iﬂ NHTeJ/IeKTyaloB
Henb3s ckaszaTh, 9TO deCcTUBAIb MMOPAXKAJ CeHca-
LIHUAMU B OAUHOYKY. B 90-e rozwl, 6iarogaps Ha-
LMOHAJBHBIM KYJBTYPHBEIM IleHTpaMm, B Poccuio
MIOTAHYJIUCH NIpeX /e HeBUJaHHbIe JaHC-KOMIIaHUU
U CTaJy 3HAKOMBI IIpex/ie HeBeZoMble Hallpasiie-
Hus. Ho, Bo-TiepBbIX, MexxAyHapoaHbIN dpecTuBaIb
uMeHU YexoBa yKe MOT' BCTpauBaTb HOBHHKU B
COOCTBEHHBIM KOHTEKCT, a, BO-BTOPBIX, MacuiTab
vMes 3HadeHue. Tak, oTBeyas uHTepecy K ¢ppaH-
my3sckomy nouvelle danse, YeXOBCKU B OJVH TOZ
¢ MwiIbIM npugymiukom Januasnem Jlappbé («Py-
Kozenve», 1996) yxuyn 6omby — «May B» Maru
MapsH. ODTOT CIIeKTakjab CTajJ I'BO3/EM CE30Ha,
a BMeCTe CO BTOPHIM, «BaTepsoli», czenan umAa
JKeCTKOU MHTe/UIeKTYaJKU IINPOKO M3BECTHBIM —
COBCEM He HauBHas ITy0JIMKa IePBOTO IHA TPOMKO
ryZesa B aHTpPaKTe.

[Mapy neT ciycts, B 1998, PecTuBanb npuBes UH-
TeJUIeKTyalbHbIe pebychl Oenbruiina Buma Baxze-

The Discoveries of the Intellectuals

It would be unfair to assume that the Festival
single-handedly created sensations. In the 1990-s
Russia was toured by previously unseen dance
companies that introduced the Russian audiences
into the unknown dance styles. But firstly, the
Chekhov Festival was already capable of inserting
the novelties into its own context and secondly, the
scale began to be important. Thus in order to
comply with the interest for the French “dance
nouvelle” the Festival presented Maguy Marin’s
May B. This production became a real hit of the
season and along with Waterzooi made a name for
the tough intellectuals.

A couple of years later, in 1998, the Festival
introduced to the public intellectual puzzles of
Belgian Wim Vandekeybus and his company
Ultima Vez. The post-Soviet public was offered a
meaningless counting-out game and the poster
showed black birds over a female body in the
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style of Hitchcock. The Russian audiences fell in
love with Wim Vandekeybus’s cozy radicalism for
many years to come. When many years later, in
2010 and 2013, the Chekhov Festival presented
philosophizing Cherry Brandy and Sho-bo-gen-zo
by well-known in Moscow choreographer Joseph
Nadj, his exquisite whimsicality looked like
something very familiar.

There have been some purely choreographic
pleasantries. In 2007 the Chekhov Festival
announced the Season of Canadian Theatre and
among other things presented the grand lady of
Canadian dance Marie Chouinard. It didn’t matter
much that The Rite of Spring, Prelude to the After-
Dinner Repose of Faun or The Choral were not
particularly brilliantly done. What mattered was
that they had grown of the testament of the mother
of modern dance Martha Graham. Likewise, in
2013 it was interesting to observe how the world
outlooks of the great choreographers of the 20
century had been reconsidered and reinterpreted
by Ohad Naharin of Israel who came out to be
the follower of Jiti Kylian. The Chekhov Festival
presented Naharin’s brilliant works Deca Dance
and Sadeh21 - his co-productions with Batsheva
Dance Company.

11. )Kosze¢p Haoxc
Josef Nadj

12-13. Sho-bo-gen-zo
CNeKmakib
JKoszegpa Hadoxa,
Cecuns Jlyate,
JKoanw JleaHop

u Axowa C.,
Xxopeozpagdus

u cyeHoepagdus —
JKoszegp Haduc,
HayuoHanvHbLil
Xxopeozpaguueckuil
uenmp Opnieana

Sho-bo-gen-zo
performance

by Josef Nadj,
Cécile Loyer,
Joélle Léandre
and Akosh S.,
chor. Josef Nadj,
The National
Orleans Center
of Choreography

Kelibyca u ero kommanuu «Ultima Vez». [IpeBbiKIiIe-
My K HEIPeMeHHOMY ITyOOKOMBICJIHIO BBICOKOT'O
HCKYCCTBA ITOCTCOBETCKOMY 3PUTENIO OH IIpe/JIo-
KW B KQUeCTBEe OCHOBBHI CIEKTAKJIA OeCcCMBICTEH-
HYIO CUMATaJO4YKy, BBICTaBUB /JJA KOHTpacTra Ha
aduIry YepHBIX IITHUI] HAJ JKEHCKUM TEJIOM B yxXe
Xu4KoKa. BBI30B NpHU IOJHOM OTCYTCTBUU mado-
ca KasaJcs HACTOJBKO HEOOBIYHBIM, YTO YIOTHBIH
pazukanuaM BaHzekeiibyca MOMIOGMICT PyCCKOMY
3PUTEJIIO Ha JOJTHe roAsl. Korza MHOTO JIeT CIyCTs,
B 2010 u 2013, YexoBckuii nmpuBe3 ¢umocopckrie
«Illeppu-bpenau» u «Sho-bo-gen-zo» xopoimo us-
BectHOro MockBe JKozeda Hazka, ero m3bickaHHas
IIPUXOTIMBOCTb CMOTPEJIACh yKe KaK poJHasd.
PsagoMm ¢ aTuMU, obIleTeaTpaJbHBIMU, OBLTH
pagoctu u cyrybo xopeorpadudeckue. B 2007
roay YexoBckuii o6bsiBrI «Ce30H KaHazackoro Te-
aTpa», B KOTOPOM, KpOMe IpOYero, IpeJCTaBUI
KOMITaHUIO IVIaBHOM ZJaMbl COBPEMEHHOI'0 KaHa/jl-
ckoro tanua Mapu Hlyunap. He ckasats, uTo «Bec-
Ha CBAllleHHaA», «[Ipemtoaua k [locienonyzeHHO-
My otabixy PaBHa» wiu «Xopasi» ObUTA caMU IO
cebe XOPOIIM, BaKHO, YTO POCCUHCKUI 3pUTENDb
BIIepBBIe yBH/eJ, KaK IPOPOCIN B MUPOBOU TaH-
LleBaJIbHOM Ky/IbType 3aBeThl MaTepy MOZlepH-IaH-
ca Maprtel I'pam. Tak ke B 2013, yxxe pacriosHasas
B3IVIAZBI HA MUP IVIaBHBIX Xopeorpadon XX Beka,
3puUTeNIo 6BUIO MHTEPECHO HAOMIOAATh, KaK B TBOP-
yecTBe U3pamwnbTAHUHA Oxaza HaapuHa 4yBCTBY-
erca BausaHue Vpxu Kwimana: YeXoBCKUM TpU-
Be3 mpekpacHble «Deca Dance» u «Sadeh21», ero
CcoBMecCTHYI0 paboTy c «baTieBa /laHc KoMmaHu».

14-15. Deca Dance, xopeozpa¢d Oxad HaapuH,
«bamuwesa /lanc Komnaxu»

Deca Dance, chor. Ohad Naharin,
Batsheva Dance Company

16. Sadehz1, xopeozpagp Oxad Haapur,
«bamuwesa /[aHc KomnaHu»

Sadehzi, chor. Ohad Naharin, Batsheva Dance Company
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17-19. Jlebedunoe o3epo
M>smuto boypHa Ha
Mmy3wviky I1.Yailkosckozo,
NnocmaHoska

u xopeozpagus —
M>smuio boypH,

«Bak Poy I[Ipo0akuiH3»

u «Hvto J0seHueps»

Matthew Bourne’s
Swan Lake to the
P.Tchaikovsky music,
Back Row Productions
in association with
‘New Adventures’,

dir. and chor. Matthew
Bourne

Trends

The Chekhov Festival didn’t claim the role of style-
setter in choreography but on one occasion it did
perform this function. In 2010 in company with
National Dance Theatre of Spain it received the
gift to Chekhov from Nacho Duato. The Endless
Orchard marked the commencement of Duato’s
romance with Russia. A year later National Dance
Theatre of Spain came to Russia once again and for
three years Nacho Duato was the artistic director
of Mikhailovsky Theatre. But the one who owes his
popularity in Russia thanks to the Chekhov Festival
and internet is Mathew Bourne.

I know it took a while for the Chekhov
Festival to find a way of access to Bourne and his
sensational Swan Lake. For a start Bourne toured
in Russia with his New Adventure and National
Theatre production of Play Without Words about
the relationships between master and servant and
then the ball began to roll: 11 performances of
Swan Lake played to packed houses, The Portrait
of Dorian Grey, Cinderella, The Sleeping Beauty.
Talented, catchy and accessible performances,




XOPEOIPA®UA

CHOREOGRAPHY

TpeHpabi

YexoBCKUN ¢ecTUBaTbh He MPEeTeHJOBal HA POJb
3aKOHOZATesA Mo/, B Xopeorpaduu, HO IOpOH 3TO
cryuniock. B 2010 rogy dbecTuBaib MPUHSI CIIEK-
TakJb «becKkoHeuHbIN cafl» — IpUHOIIeHre YeXoBy
oT Hauvo [lyato n HanuonaspHOro Tearpa TaHla
Vcmanuu, 0603HaYMB Hav4aIo poMaHa xopeorpada
¢ Poccueii. HanimoHanpHbIN TeaTp TaHia VMcmanum
npuexan B MOCKBY Ha cleAyoLUIWil roj elle pas,
a Havo /lyaTo Ha Tpu roga Bo3miaBwI Muxamios-
ckuii TeaTp. Ho eciu y>x roBOpuUTh 0 MOJie, TO BO3-
HUKaeT Tepol, 0Os3aHHBIM CBOEH H3BECTHOCTHIO
B Poccuu mHTepHeTy 1 YeXOBCKOMY (peCcTHUBaIO —
Mb>teio boypH.

TouHo 3Hat0, 4TO YeX0BCKUI PpecTUBATH ITOACTY-
nascs K BoypHy ¢ ero HamryMmeBUIIUM «Jle6euHBIM
o3epoM» Joaro. KoHCynbTUpoOBascd, NPUMEPAI
BO3MOXXHOCTHU U IPUMUPAI B3IVIAABL. B pesynbpraTe
B 2005 mpuBe3 1 Havasna ero «[Ibecy 6e3 cioB»
koMmmanuu «New Adventures» u HarpoHaJIbHOTO
TeaTpa 06 OTHOIIEHUSAX XO35MHA U CIyTH, U TOHeC-
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20-21. Bonywka
M>muwto BoypHa,
myssika C.IIpoxodues,
peac. uxopeozpad —
M>amuwto BoypH,
Komnanus

«Hbto D0geHuep3»

Matthew Bourne’s
Cinderella music
by S.Prokofiev,
dir. and chor.
Matthew Bourne,
‘New Adventures’

22-23. Cnawasn
Kkpacasuua Mamuio
Boypna, my3vika
I1.Yaiixosckoz20,
NoCmMaHoBUUK,
xopeozpag

M>smuwto BoypH,
«Hblo J0seHueps
IIpodakun»

Matthew Bourne’s
Sleeping Beauty,
music by P.Tchaikovsky,
dir. and chor.

Matthew Bourne,

‘New Adventures’

always with hidden agenda for those who are ready
and willing to discern it. What happened was large-
scale and consistent legalization that until then had
been unacceptable or just unknown. Bourne didn’t
hesitate to playfully treat the national fetish, that
being the Royal Family. His swans were masculine,
Churchill’s portrait was hanging on the wall and
Cinderella wore the Royal Air Force uniform. The
happy history with Bourne meant the inclusion of
Moscow in the actual theatrical mainstream, as
well as a weighty argument in favour of including
the Chekhov Festival into the club of the most
prestigious festivals of the world.

The Parting: Merce and Pina

You work with those who work — this principle
of Chekhov Festival epitomizes the last tour
of Merce Cunningham Dance Company. The
classic’s will was that two years after his passing
away the company should be disbanded. He
rightfully assumed that his works were akin to

163



XOPEOIrPAOUA

CHOREOGRAPHY

JIoch. «JlebearHoe» (11 gHel anmiaros!), «[IopTpeT
Jopuana I'pes», «3oimylka», «Cridinas KpacaBuLa».
TanaHTINBbIE, OPOCKHUE, ZOCTYIIHBIE MACcaM, ¢ 00b-
€MOM U JBOMHBIM JHOM JJIf TeX, KTO 'OTOB ero BU-
JeTb. Crydriach MacIiTabHas ¥ oC/IeZ0BaTeNbHas
JIETUTUMU3AIUA TOTO, YTO OBLIO «HEIPUHATO», TOU-
Hee, IPOCTO HEM3BECTHO — BOypH JI1x0 06X0AUTCA C
HalMOHAJIBHBIM peTuiieM — KoposeBckoii ceMbeit,
MAaCKYJIUHHBIMU JiebesIMU, TTOpTpeToM Uepuruisa
Ha ClleHe U aHresJoM 30iyIlku B ¢popme Koposes-
ckux BBC. CuactiuBada ucropusa ¢ boypHOM — 3TO
U BKIIOYeHHe MOCKBBL B TeaTpalbHBIH MeWH-
CTPHUM, U BECOMBIN apryMeHT WieHCTBa YeXOBCKo-
To B KJIy0Oe IIaBHBIX GecTHBaIel MUpa.

PaccraBaHua: Mepc mn lNuHa

Kro pabotaet, ¢ TeM u paboTalT — IO ITOMY
NpUHNUITY YeXOBCKUU GeCcTHUBaIb CTal IMYHKTOM
NIpoIaIbLHOIO MUPOBOro TypHe «Mepc KaHHUH-
remMm ,Ilch KOMHaHI/I», TPpYIIIbI OAHOI'O M3 OTLIOB
contemporary dance amepukaniia Mepca Kanuun-
rema. Kiaccuk 3aBelan CIIyCTA ABa roga Iiocjie
CBOETr0 yXOJa W3 XU3HH, PACIlyCTUTDh TPYIILY, My-

the Moor who had done his duty. During the 2011
tour the three one-act ballets revived the golden
age of non-conformism. Cunningham invented
the chance choice of movements for the dance
and did it in the company with great co-authors
who then were considered to be hooligans, like
John Cage or Andy Warhol who were accused of
dehumanizing the art.

The most dramatic period for the Chekhov
Festival was the summer of 2009, when Pina
Bausch passed away. This happened several days
before the company’s tour in Moscow and the shock
from the loss mixed with the practical question
whether the troupe would be able to cope with
the situation. Only two years earlier the company
from Wuppertal had an anticipated spectacular
success. People leaving Mossovet theatre were
humming the melody from Fogo Magzurka. Pina
was loved in Russia and it so happened that she
managed to come in even through the iron curtain
and with perestroika she came to be recognized as
one of the key personalities of the modern theatre.
She expired on June 30, 2009 and on July 15
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24. Cnawasn
Kpacasuua

Msmeoto boypHa,
Mmyswika I1.Yaiikosckozo,
NOCMAaHoBUUK,
Xxopeoepag

M>smuwto BoypH,

«Hbto J0seHueps
IIpodakuin»

Matthew Bourne’s
Sleeping Beauty,
music by P.Tchaikovsky,
dir. and chor.

Matthew Bourne,

‘New Adventures’

25-27. O0HoakmHble
b6anemol,
Xopeozpagdus —
Mepc Kannunzem,
Mepc KanHunzem
/laxc Komnanu

One-act ballets,
chor. Merce
Cunningham,
Merce Cunningham
Dance Company

25. Xover [].Keiioxc
Xover J.Cage

26. Tponuueckuil iec
A.Tiodop

Rainforest D.Tudor

27. Biped I.Bpaiiapc
Biped G Briars

ZIpO TIoJIarasi, 9YTo €ro TBOPEeHUs, KaK MaBp, CZea-
Jim cBoe Jieio. B typHe 2011 roza Tpu 0OfHOAKTHBIX
GajieTa OKUBWJIU 30JI0TOM BEK HOHKOH(GOPMHU3MA,
YTO /IJisT HeOQUTOB WU JIEHUBBIX B IIOUCKAX reHe-
3a 3pUTesiell CcTajo HaxoAKoW — 3To KaHHUHTEM
“300pest caydaiiHbIil BRIOOD ABWMKEHUM U TEM I
TaHI]Aa, 3TO €ro BMECTe C BEJIMKUMHU COaBTOpa-
MU, CUMTABUIMMUCS TOTJA XyJIuraHaMu, /[>KOHOM
Ketimxkem 1 DHAU YOpXoJjioM, OOBUHSIU B JIETY-
MaHU3aMU UCKyccTBa. Tak paszes contemporary
dance Ha YexoBcKkoM ¢ecTUBaIe MPUPOC HE MPO-
CTO XOPOIIMM IIpe/ICTaB/JeHNEM, HO CepPbe3HBIM
UCTOPUYECKUM PAKypPCOM.

CaMBbIM Z]paMaTHUYHBIM 32 BCIO UCTOPUIO HECTH-
BauiA craso jeto 2009 roga — Torza yuia U3 JKu3HU
[TmHa baymi. Ciay4uioch 3TO 32 HECKOJIBKO AHEU 10
MOCKOBCKUX TaCTPOJIEH, U IIOK OT MOTEPH HAKPHI-
BaJICS MPAaKTHUYECKUM BOIIPOCOM — CMOXKET JIX TPYII-
Ma CIpaBUTbCA. Beab AByMs rogaMyl paHbIle, Ha

165




CHOREOGRAPHY

MakyIKe jieTa, y Tearpa TaHia u3 Bymneprass 6bu1
oxxuzlaeMblii ycrex, u3 TeaTpa mMeHu MoccoBeTa
mo JyieTHel MockBe pa3bpezanuch TPYIIKU TIpe-
KPAaCHBIX JIIoZiel CO CBET/IBIMU JIMIJAMU, MYPJIbIKaIo-
muMu Menoauu «Masypku ®oro». [TuHy B Poccun
JIO6AT — TaK YK CJIOKWIOCH, 9YTO OHA IIOYUTAIACh
JlaXKe yepe3 jKeJIe3HbIN 3aHaBEC, a C IIEPECTPOUKON
TIOJIy4nJIa IIPU3HAHKE KaK OZfHA U3 CAMBIX BaXXHBIX
nepcoH coppeMenHoro teatpa. 30 urona 2009 roza
ee He crajno, 15 urona Tpymma nokasana B TeaTpe
vMeHu MoccoBeTa MepBbIi, 60T BECTh IO KAKOMY
IIPO3PEHMIO 3alJIAaHUPOBAHHBIM, ClIeKTakIb «CeMb
CMepTHBIX TpexoB» bepTonbTra BpexTta u KypTa Bati-
JIf, CJIOBHO OBbI MOZBOAAIINIM YepTy U HOZ KU3HBIO
[Munsl baym, 1 o, pa3BUTHEM HEMEIIKOro TeaTpa
XX Beka. YeTsIpe Beuepa MoApsAzA apTUCTHL TeaTpa
TaHIla U3 BynmepTasna urpanu o MpecioByTHIX My-
palek o Koxxke U y cebd, 1 y 3aina. Jlydmreii snura-
¢$um BeTMKOU apTUCTKE He HAUTH.

CunbBu, accontora

Eme ogHO paccTaBaHMe — K CYacCThblO, He HaBceraa
— yctpowia Ha ¢ectuBaie CuibBu I'yuieM. Mupo-
Bas 3Be371a, JIIOOMMHUIIA Iy OJIMKY, OHA ZI]ABHO BCEMH
TpuU3HaHHaA TociegHsAss prima ballerina assoluta
XX Beka, BoOpaBIas Bce caMoe JIydliiee ¥ IPOTUBO-
pPedYrBOe, YTO ITOT Bek 1o cebe ocTaBwi. OHA MpH-
e3asa Ha YeXOBCKUH TPIK/BI, YTO BOOOIIe-TO He-
ObIBasIas yaua ycTpouTesel, — bajeprHa u3BecTHa
CBOUM CyTepIpOPeCcCHOHATHHBIM OTHOIIEHUEM
K PEeNeTUIHAM U IpoYeMy IPOU3BOACTBEHHOMY
Impolieccy, Ho 3abupaeT MHOT'O HEPBHOW SHEPTUU Y
xopeorpadoB ¥ OpraHU3aTOPOB CBOeH GYpHOIT ap-
TUCTUYECKOH K13HU. B Poccuio oHa BIlepBhie NpU-
exana B 1989 u, pasymeeTtcs, B MapuuHCKUI TeaTp
(Torga eme TeaTp onepsl u 6anera um. C.M. Kupo-
Ba), MOCKOJIBKY HENOCpPeACTBEHHO IpHKacagach K
TpaJulluy — B 3Tyasu IapuKckoi «['pany onepa» ee
BBIBEJI 3HAMEHMUTHIH Oerviel] 3Toro Teatpa Pyzonbd
Hypues. Ho TaMm oHa TaHIjeBasia KJIACCUKY C IIETep-
O6yprckuM 6ajeToM U ApaMbaseTHYI0 HEOKIACCUKY
¢ Koponeckum 6anetom «KoBeHT 'apzaen». Yexos-
CKUU TIOIIEeN APYTMM IyTeM — BBIOOp CIEKTaKJIA
y’ke ObLT 6E30TOBOPOYHBIM, PE3KHUM, SMATa’KHBIM.
B 2011 ny6nuka dbecTuBans AUBUIACH «DOHHAra-
Te», COBMecTHOMY ¢ Pob6epom Jlenaxkem u Paccesiom
ManudanTom 6aneTy 0 CBETCKOM aBaHTIOPUCTE He-
onpezieJIeHHOro Inosa BpeMeH JlofoBuka XV, rzie
CwipBU yroToBwiIa cebe IIaBHYIO poib. Tekydee

Mossovet Theatre was the venue of presentation
of God-chosen production of Seven Mortal Sins by
Berthold Brecht and Kurt Weill. The production
sort of capped off the life of Pina Bausch and the
evolution of the 20™ century German theatre. For
four nights on end the company from Wuppertal
caused shivers down their own spines and the
spines of the spectators. One could find no better
epitaph for the great actress.

Sylvie, Assoluta

Another adieu, fortunately not forever, was taken
at the Festival by Sylvie Guillem. The world
star and the public’s darling of the 20™ century,
generally recognized as the last prima ballerina
assoluta embodied and incorporated the best and
the most controversial aspects of the last century’s
art. She came to the Chekhov Festival three times
which was an undoubted success of the organizers.
The ballerina was well known for her extra-class
professionalism in her approach to the rehearsals
and other components of the production process.
Her turbulent dance practices became a real pain
in the necks of choreographers and organizers.
She came to Russia for the first time in 1989 and
performed at Mariyinsky Theatre (that then
was known as Kirov Ballet). Her fascination
with the tradition had been in a large measure
stimulated by the escapee from the Soviet Union
and Grand Opera soloist Rudolf Nuriev. But there
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OH-OHA, aBaHTIOPUCT — pPaHUMas JIMYHOCTb, UTpa
C KOCTIOMOM KaK IIPOZIOJDKEHHUEM Tejla U COOCTBEH-
HO TeJsio, y ['miieM cos3fjlaHHoe CcrieruanbHo A 110-
ZOOHBIX CMellleHUH — BCe 9TO OCTABWIO BIleYaTye-
HIUEe CTPAHHOTO, HeOBIBAIOTO 3PEHIIA.

Ha cnexyromem ¢dectrBase A BEIUKOU base-
PUHBI TOTPYAWINCE XXUBBIE KJIACCUKU: YBIEKaTeb-
HyIO cary W3 TpeX OTAeJIbHBIX OameToB «3a 6000
Mwib» cTaBwiu Vpxu Kummah, Yunbam @opcaitT,
Marc 3K, ¥ 3K3UCTeHLIUAJIbHbIE BOIPOCH! OBITHA
3a3Byvyaiy WHade. BUAMMO, BENUKYIO OajiepuHy
SII0XM 3aZiesia He TOJbKO Poccusa m MockBa, HO U
JIIOZIY,, OPraHM30BaBIINe el BCTpPeuu CO 3/lellIHel
mybaukoi. B 2015 rogy MupoBas 3HAMEHUTOCTb
nprexana Ha YeXOBCKUM B TPeTUH pas, BHICTYILIE-
HUA Ha pecTHBae CTAIN 9ACThIO ee IPOIAIbHOTO
TypHe. Ha nporpammke kpacoBasiach ¢otorpadpus
MasleHbKOH JieBouku CWIbBY, ellle He IIpo3peBa-
[Ollell HU CBOeW 3BEe3HOUW Kapbepbl, HU CBOEN
yHUKaJIbHOCTHU. /ia CunbBu ['wilieM U ee KOJLIeT,
noMumo Yunbsama @opcaifta u Marca Oka, cTaBu-
JIA TaHIBl aKTyaJbHbIM aBTOp AKpaM XaH U I104YTH
JIMYHBIA Xopeorpad 3Be3arr Paccen Manudanrt. Be-
Yyep MOIY4YWICA YyTh CEHTUMEHTAIbHBIM, C 'POMaj-
HBIM, 10/ CTaTh HEMAJEHbKOMY POCTY OaJiepUHBI,
O6ykeToM po3 B GMHA/IE U CIIOKOMHBIM Ha3BaHUEM
«/KusHb npopospkaerca». Moxet, aTo Cunbsu I'mit-
JIeM ckasaia o cebe 1 060 Bcex Hac.

He duHan

YeMm JIydllle OpraHU3alus, TEM MeHbIIE OHA 3a-
MeTHa Iy6JrKe, a MeX/Y TeM, JIeTKO IIPe/ICTaBUTh,
KaKUM TpPYZOM Januch YeXOBCKOMY (eCTHBATIO
BCE 3TU IIPOTPAMMEL — OT ITOYTH KaMepHBIX J0 I'po-
MaJHBIX ¥ aMOUIIMO3HBIX. TaHI[OBUIMKU — HApOJ B
1[eJIOM HeKaIlpU3HBIN, HO Y HUX €CTh MHOTO 00bek-
THUBHBIX TOTPeOHOCTEN ¢ TOMETKOM «must be done»:
OT KOBapHOI'O IOJA-TMHOJNEyMa 0 HelpeMeHHBIX
3epKaJIbHBIX PEM3a/IOB U AyIIEBLIX. MeXay TeM, Ha
BCEX TeaTPaJbHBIX (EeCcTUBAIAX MUpA AOJA TaHIe-
BaJIbHBIX CIIEKTaKJIel pacTeT. ECTb yke aBHO 0dop-
MHUBIIUKHCA OOMIEMHUPOBON TpeHZ: TII0O6AThHBINA
b poBoI MUP Bce OOJIbILE He JOBEPSET CJIOBY, BCE
6osbllle XOUET BUZETh, YeM CJIBIIIATH U PACIIO3HAa-
BaTh CHMBOJIbI Ha YPOBHE UHTYUIIMH. B pe3ynbTaTe
pacTeT BHUMaHUe K HeBepOAIbHOMY TeaTpy U ero
BBICIIIEMY TIPOSIBJIEHUIO, TaHILy. YeXoBcKuii decTu-
BaJIb BHUMATeJIbHO pearupyeT Ha OBIIyI0 CUTYaIHIo
U IBUTAETCS JablIle.

she danced the classics with the Petersburg ballet
and the drama/ballet neoclassic with Royal Ballet
“Covent Garden”. In 2011 the public admired
Eonnagata, a joint staging by Robert Lepage and
Russel Maliphant of a ballet about a high society
adventurist of an indefinite sex in the times of Louis
XV. Sylvie appeared in the key part. Her costume
was like an extension of her body which created the
impression of a strange and singular spectacle.

At the next Festival the ballerina worked with
the living classics. Jit{ Kylidn, William Forsythe and
Mats Ek choreographed an enthralling saga 6,000
Miles Away so that the existential questions sounded
differently. Apparently the great ballerina was
strongly affected not only by Russia and Moscow but
also by the response of the local public. In 2015 the
world celebrity came to the Chekhov Festival for the
third time. The programme featured a photograph
of little girl Sylvie who had no idea yet about her
forthcoming career and artistic uniqueness. Apart
from Jiti Kylidn, William Fosythe and Mats Ek, the
dances were staged by actionable creator Akram
Khan and almost personal choreographer of the
ballerina Russel Maliphant. The night turned out
to be a little sentimental but not at all sad with the
huge bouquet of roses in the final scene and with
a calm title Life In Progress. Maybe Sylvie Guillem
said that about herself and about all of us.

Not yet a finale

The better the organization, the less it is noticeable
to the public. Meanwhile, one could only imagine
how hard it was for the Festival to do all those three
programme ranging in scale from small-format to
grand and highly ambitious. Dancers are basically
unfussy folks but they still have many must-be-do-
ne demands: from the guileful linoleum floor to the
compulsory rehearsal and shower rooms. Mean-
while the share of dance performances is grow-
ing at all theatre festivals. There is a world trend
of general mistrust in the digital word. People are
inclined to see rather than to hear. They want to
be able to read the symbols on the intuition level.
As aresult, the interest in the non-verbal and its top
manifestation, that being dance, theatre is steadily
growing. The Chekhov Festival timely responses to
the predominant tendencies and moves on.
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NMAHA BAYLU
PINA BAUSCH

YrobObl KpaTKO CKazaTh O Hel, [IuHe Baymi, o ee
TBOPYECTBE U MeCT€ B COBPEMEHHOM MCKYCCTBE,
JOCTAaTOYHO OyZeT ABYX CJIOB, BCErO JBYX CJIOB,
HO COBCEM He IMPOCThIX U COBCEM He CIyJalHBIX.
[Totom Ha¥izyTca Apyrye clI0Ba, HO IIOKAa XBaTUT
u 3TuXx. [lepBoe clI0BO — cB0OOOZAA, BTOPOE CJIOBO —
CMATeHHe, XOTA MOXXHO U Ha0060POT: CHavyaia cMs-
TeHUe, IIOTOM cB0Ooza. TAKOB ee XyZ0KEeCTBEHHBIH
MUp, TAKOBO ee IIpe/iCTaBIeHue 0 MUpPe BOoOIIe, He
TOJIBKO XYZOXeCTBEHHOM, HE TOJBKO TaHIEBab-
HoM. [o-BuzMoMmy, [TuHa, CUIbHEE YeM KTO-THO0
IIOMUMO Hee, IIOYyBCTBOBaja, OCTPO Iepexuna U
B Apyadmmx obpasax mepeZana JBOWHOE COCTOS-
HUe AyIid, OT/JIM4YaBllee YeloBeKa IOCIeBOeHHOU
[epmaHuy, HO Tak e U 4YeJIoBeKa II0CIeBOeHHOU
EBporbl, a Bejies 3a TeEM — M Halllero POCCHUICKOTO
yesioBeka. OfHa W3 NPUYMH MTHOBEHHOI'O YCIle-
xa baym npexze Bcero B 3ToM. KoHe4HO ke OHa,
Y MMEHHO OHa, KOCHYJIaCh HAIIMX OOIINX IIOZCO-
3HATEJIbHBIX CTPYH (@ MOXKeT OBITh M HAUIUX 00-
MUX [TyOOKO CKPBITHIX f3B), 3aTPOHYB U BBIABUB
KOJUIEKTUBHOE Oecco3HaTelbHOEe 3pUTENT II0CIe
TOTAJIUTApHOM 310XU. Buepa ellle Bce 3alpeleHo,
CErofiHs y)Ke BCe BO3MOXHO; CBOOOZA 3aBOEBaHa,
cBo60zIa BO3BpallleHa, HO KaK €0 PaCHOPSIAUTHCA?
3a kem uaTu ganbuie? «Kyza HaM IUIBITh ?» — TOBOPS
MYIIKUHCKUMU CJI0BaMU. BOT 0OHO, CMyTHOe MUPO-
OlLlyllleHWe TeX U IOCJIeAYIOIINX JIeT, He TepsAroliee
y baym cMmyTHOCTH, HO TIOJy4YUBIIEH y Hee — y TOM
ke Bayi — yeTkue ouepTaHus, onyyrBlIiee GopMy.

[TuHa Bayti, Kak OHa He pa3 roBOPWIA, JIOOMIa
racTpoJMpoOBaTh CO CBOMM TeaTpoM B MOCKBe — 1 He
IIOTOMY TOJIBKO, YTO €€ XKZaJl HellpeMeHHBIH ycIex, a
IIOTOMY, 4TO BCTpeyasia IOHUMaHue Y MHOI'OYHCIIEH-
HBIX 3pUTeJIeH, cCaMbIX pa3nu4YHbIX. He3abrIBaeMbIM

Just two words would be enough to describe Pina
Bausch and her creative accomplishment in the
world of the modern arts. Only two words, by
no means simple or random. Other words will
be found later, but this two are enough for now.
The first word is “freedom”, the second -
“perturbation”. Or the other way around: first
“perturbation” and the second “freedom”. Such
is her artistic world, her world outlook in general
and not only the world of arts or the world of
dance. Apparently Pina had stronger than other
artists, perception and expressed in brilliant
images the dual state of the soul of the man of
both post-war Germany and post-war Europe,
and eventually of the Russian man. And this is
one of the reasons for her instant success. She
touched the hidden strings of our unconscious
(and maybe our deeply hidden wounds). She
gave expression to the sensibilities of the man
of the post-totalitarian era. Only a day before
everything was censored. Now everything is
possible. Freedom has been won. Freedom has
been returned to people. But what do we do with
that freedom? Who do we follow? “Where do we
sail?” to quote Pushkin. Bausch has managed to
give shape to our vague senses.

Pina Bausch many times admitted that she
liked touring with her company to Moscow and
not only because she invariably had great success.
First and foremost, she sought understanding
and adequate response from the multiple and
multifarious audiences. The most memorable
was last tour that took place two weeks after her
sudden passing away. A group of elderly artists
reconstructed two Bausch’s masterpieces of 1976:
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Baouwm Iaesckuil

Vadim Gayevsky

28-30. Masypka ®Pozo, komnosuyus,
nocmaroska u xopeoepagus — ITuna Bayu,
Teamp manya Bynnepmans n/p Iunst Bayw

Masurca Fogo, dir. and chor. Pina Bausch,
Tanztheater Wuppertal Pina Bausch
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OBbLT TIOCTIEAHUI TIPUE3] — BE HeJeM CIyCTs TOoCIe
ee BHe3aIllHOTI'o — [TOYTH /I BceX BHE3aIHOIo — yXO-
na. Tpymma, crenuasbHo MoZoOpaHHas U3 ObIBIINX
TaHI[OBIINI], TAHI[OBILINI] COBCEM HEMOJIOZBIX, BO3PO-
JWJIa CIIEKTaKJIb, KOTOPHIK OHU TaHI[€BAJIU KOTZAA-TO,
B 1976 rozny, 13 ByX pasHBIX l1e/ieBpoB «CeMb cMepT-
HBIX TpexoB» U «He 6o¥icsa» Ha My3bIKy KypTa Baiins.
U Bompeku BceMy, yzapy, KOTOPBIM OHU ITOJIYYWIH,
yTpaTe, KOTOPYIO OHH TOJIBKO UTO ITOHECIU, 1 CBOUM
3peJIBIM rofiaM, MPOAEMOHCTPUPOBAIU TaKylo Gop-
My, TAaKOH BCEMObeKAA0IINI I0MOp, TaKyI0 KU3HEH-
HYIO0 CWIY ¥ TaKOW HEYTpauyeHHBIN OJIECK, YTO ITOT
CIIEKTAKJIb IPOXOAI IO/} I'POM HeTIpEPHIBHBIX aIlIo-
JVICMEHTOB, CTaJ COOBITUEM U XyJOXXECTBEHHBIM, U
MeMOpUaIbHBIM. TaKUMU aruIoAMCMEeHTaMU U TIPO-
BOXKAIOT B [IOCTIE€AHUM IyTh T'eHNeB CLIEHBI.

The Seven Deadly Sins and Don’t be afraid to the
music of Kurt Weil. And despite the horrible loss
they had suffered, they demonstrated such perfect
shape, such overwhelming humor, such power of
love and unlost brilliance that the performance
was accompanied by non-stop ovation and became
the major artistic event. Such ovation is given to
the geniuses of the stage on their final journey.
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31. Motiwuk oKOH,
xopeozpagus ITuna
Bayw, Teamp manya
Bynnepmans

n/p Iunst bayw

Fensterputzer

(The Window Washer),
chor. Pina Bausch,
Tanztheater Wuppertal
Pina Bausch

32-33. Cemb cmepmHbLX 2pexo8
B.Bpexm, K.Bailnb, nocmaHosuux

u xopeozpag INuna Bayut, Teamp
manya Bynnepmans n/p Ilunst bayw

The Seven Deadly Sins by K. Weill

and B.Brecht, dir. and chor. Pina Bausch,
conductor Jan Michael Horstman,
Tanztheater Wuppertal Pina Bausch




KOHCTAHTA ABCOJIIOTA

THE CONSTANT
OF THE ABSOLUTE

YexoBCcKUil pecTUBAIb TPIDKABI IpUIaman B Mo-
CKBY I[IepCOHY HOMEp OZMH BO BCEJIEHHON TaHIa
CwibBu ['wiieM, U KaKJblH ee mpuess CTaHOBWI-
cs cobpITEeM. 'yuteM — BhIZAroOIascsa OajepuHa,
co3ZaBIliasg CBOIO CHCTEeMY TaHIeBaJbHBIX KOOPAU-
HaT B KOHIle XX CTOJIeTHsA, U 110 celi IeHb OCcTaeTcs
HejocATaeMoi BepmuHOH. Ee xapu3aMaTHYHOCTb
MarHeTU4ecKU BO3/elCTByeT, a YHUKaJbHEeNIInn
dusmveckuii anmapar (Takod GpU3UKU U TIPOIIOP-
LIWH, KaK Y Hee, HET HU Y OZHOM OalepyuHbI B MUPE)
TI03BOJIATT €M UCIIOMHATD U IUIACTUYECKU peasn3o-
BBIBaThb CaMble HEBEPOATHEIE UJEU.

Bo Bcem 'muteM cTpeMuiIach K COBEPILEHCTRY,
J00MBAACh W/EaNbHOTO XYZOXKECTBEHHOT'O pe-
synbrata. OHa, He JaBas cebs MOJYMHUTH HU 006-
CTOATENIbCTBAM, HU JIIO[AM, YBEPEHHBIMH PyKaMU
CKYJIBIITOPA JIETTWIA CBOIO CyABOY, TAHIys JIUIIb TY
xopeorpaduio U CIEKTAKIN, KOTOpble XOTena, U C
TEeMU [TapTHePaMH, KOTOPBIX caMa BEIOUpaa.

BrucraTesbHO MCIONMHAA KJIACCHUKY, OHA YCIIell-
HO 00ObeAWHSIA ee B CBOEM TBODYECTBE C COBpe-
MEHHBIMH OITycaMHU. YIbTpacoBpeMeHHas GyHTapKa
CwibBU BcerZia CTpeMuiIach K HOBOMY, K ILIOZOT-
BOPHOM paboTe ¢ M3TpaM{ COBPEMEHHOTO TaHUA U
MoJIoABIMU Xopeorpadamu. HypeeB IpuBmiI eif BKyc
K COBPEMEHHOMY TaHILy U 3allyCTWI ee Ha 3Be3[HYI0
opbuTy, npeayioxuB B 80-e rogsl HAYMHAOIIEMY Y-
gpsMy ®opcaiiTy mocTaBuTh 6aner Ha rOHyO ['wi-
sem. IIpembepa «In the Middle, Somewhat Elevated»

The Chekhov Festival thrice invited the first lady of
the dancing universe, Sylvie Guillem to Moscow,
and each of her appearances became an event in
itself. Guillem is an outstanding ballet dancer, who
in the late twentieth century has created her own
system of dancing coordinates, and to this day she
remains an unattainable summit. Her charisma
has a magnetic impact, while her unique physical
gifts (no other ballerina in the world can equal her
physique and proportions) allowed her to perform
and plastically fulfill the most incredible ideas.

Guillem strove for perfection in everything,
attaining ideal artistic results. Never yielding to any
person or to any circumstances, she has shaped her
own destiny with the confident hands of a sculptor,
dancing only the choreography and productions of
her desire, and with partners selected by herself.

A brilliant classical performer, in her output she
successfully combined classics with contemporary
pieces. As an ultra-modern rebel, Sylvie has always
yearned for innovation, working fruitfully with
the masters of contemporary dance and young
choreographers. Rudolf Nureyev cultivated her
taste for modern dance and launched her into a
stellar orbit, having proposed in the 1980s that a
novice, William Forsythe, create a ballet for the
youthful Guillem. The premiere of In the Middle,
Somewhat Elevated not only became a landmark
in the history of the dance, but also widened the
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Anexkcandp Pupep

Alexander Firer

34. Cunvsu I'unnem
Sylvie Guillem

35. REARRAY
mysvixa /].Moppoy,
Xxopeozpagdus

Y. dopcaiim.
Hcnonnumenu
Cunvgu I'unnem,
Huxons Jle Puw

REARRAY

music by D.Morrow,
choreography

by W. Forsythe.
Performed by
Sylvie Guillem,
Nicolas Le Riche

cTaja He TOJBbKO COOBITHEM B HUCTOPUU TAHIA, HO
U pacumpwia OaJepuHCKUI AMamas3oH, OTKphUIA
YHUKaQJIbHBIE BO3MOXXHOCTHU ['WI/IeM TOHKO YyBCTBO-
BaTh COBPEMEHHOCTb B TaHIle U TOYHO HHTepIIpe-
TUPOBaTh CTWIb Xopeorpada. B 4HCTyIO KIIACCHKY,
KOTOPYIO OHa TaHIleBaJa B cTaTyce NpUMEI B [Taprok-
ckoit Omepe u joHAOHCKOM KoposeBckom Oanerte,
TZie CIIy2KWa, ia Y 110 BCeMy MUPY, IZle OHa racTpoJIv-
poBasa, ['muieM BHecsa CBOU TPaKTOBKY, BUZEHUE,
CTWIb WCIIOJHEHWA W TEMIIOPDUTM, KOTOpbIE BCEX
ybeawin, TOHPaBWINCh U «IOIUIH [0 BCEMY MUDPY>.
Ee uHTeprpeTanuu HeOXXUAAHHBI, TIYOOKU ¥ CaMO-
OBbITHEL. BaseTHBII MUD y)Ke TPUALATH JIET KUBET
1107, Bo3/lelicTBUeM UcKyccTBa ['minem.

HesepoarHo, yto CwibBu I'vyiem, TaHLyA B
JIyYIIVX TeaTpax MHpa, HU pa3y He BBICTyIIWIA Ha
noaMocTkax bBospnioro tearpa. Tak CIydmiaocs.
OHa He czenana B MOCKBe HU €JUHOI'O I1a BIUIOTh
o 2009 roza. OTeuecTBEHHBIN 3pUTENTh HE BUJEN
GajleprHy Ha CIleHE B CAMOM ee paclIBeTe, B KO-
POHHBIX IIApPTHAX €€ KJIACCHUYEeCKOro pernepryapa
U B IlefieBpaX COBPeMeHHBIX Xopeorpados (Beap y
MOCKBHYEll BIeUaTIeHusa 0 baniepuHe ObUIU TOJb-
KO OT ee 3anuceir Ha DVD). Tem 1ieHHee ObLI ee Cy-
MaclIeIInii MOCKOBCKUY yereX. ['nieM IpuHAIn
B cTO/IUIle 6€30TOBOPOYHO U ¢ oboxkanuem. OHa
cTaHIleBasia BriepBble B MoOcCKBe, Korga eil ObUIo
ke 44 Ha dpecTrBase «300Tass MacKa». 3aTeM ee
npurnacwi YexoBckuii dpecrtuBanb. Ha Tpex de-
CTUBAJIAX C OTPOMHEMNIINM YCIIeXOM OHa IIoKasasa
CBOM ITOCJIEIHYE PAOOTEL.

PellliB 3aKOHYUTh OJUCTATEIHHYIO Kapbepy
KJIACCHYECKOM TAHI[OBUIUIIE, OyAy4u B IIpeKpac-
HOoU ¢opme, 'uleM CIOJTHA OTAAaBasach COBpe-
MEHHOMY TaHIly, IPe/CTaBJIAA HOBbIE IPOrPAMMBI.
B MockBe yxke B METPO CIIpalIUBaIN OWIETH, a C
PYK UX IpoJaBav 0 6ACHOCIOBHOH IieHe (U IIo-
Kynaau, oTAaBasd Bcé!) Ha CIIeKTaK/Ib «DOHHaraTa»
3HaMeHUTOTOo Pobepa Jlenmaxka. DTO ClIEKTaKIb-Kap-
TUHKU (C OIMCTATEeTbHBIMU KOCTIOMAMU, YETKO
JBIDKYIIUMUCA JeKOpalUAMU U CBeTOAU3aNHOM)
o meBaJybe 1 DoHe, GPaHITy3CKOM TAaliHOM areHTe U
aHzporuHe. TyT U TaHell, ¥ ITOHCKWI TeaTp, U dpex-
ToBaHue. Tpoe apTUCTOB — pexuccep Jlemax, xo-
peorpad 6Gpuraner] Paccen ManudaHT U BeluKas
¢dpaHiysckas 6amepyuHa CuwibBu ['wiieM, KoTopas
BOCXUTHUTENBHO TOBOPUT MOHOJIOTH, TIOET U 6e3y-
KOPU3HEHHO UCIIOJNb3yeT CBOKO IUIACTUKY — IIpes-
CTaBWIN pa3HbIe UIIOCTACH I'epos.

ballerina’s range, revealing Guillem’s unique
abilities in subtle perception of contemporary dance
and precise interpretation of the choreographer’s
style. The pure classics which she was dancing as
an étoile at the Paris Opera, the Royal Ballet in
London and on her tours all over the globe were
imparted by Guillem with her own treatment,
vision, performing style, tempo and rhythm, which
convinced everyone, and were appreciated and
shared by the entire world. Her interpretations are
unexpected, profound and distinctive. For thirty
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XOPEOIPA®UA

CHOREOGRAPHY

[Tporpamma I'miem «3a 6000 MusIb» BKIIOYaIa
OITyCHI TPEX CAMBIX 3HAMEHUTHIX I CAMOOBITHBIX U3
HBIHE 37IpaBCTBYIOIINX XOpeorpadoB COBPeMEHHO-
ro TaHua — Mpxu Kunnana, MaTca Oka 1 Yunbama
dopcaiiTa.

Omyc @opcaiita «Rearray» (My3bika /JlaBuza
Moppoy) — Hekuii napadpa3s Ha JeKCUIeCKUe TIpre-
™Mbl «In the Middle». TacHymu#i cBeT poOUT HOMEP
Ha CIOWTY ZySTOB U COJBHBIX BapUalyii, B KOTOPHIX
'mteM BBICTyIIWIA CO CBOMM JAaBHUM ITapTHEPOM
u3 ITapikckoit Onepsl To6uMIleM MOcKBUYelr Hu-
kxosd JIé Pumem. ATOHaJIbHBIM BCXJIWIIAM CTPYH-
HBIX, KAaKOQOHUYHBIM «€P3aHBbSIM» 3JIEKTPOHHOMU
MY3bIKU IUIACTUYECKU TOYHO BTOPAT Tejla TAHIOB-
ITMKOB, Pa3pUCOBBIBAIOLINX IPOCTPAHCTBO JieKaia-
MM YETKO BBICTPOEHHOI'O Xaoca. JTa HeOXU/JaHHAA
u HetunuyHad A1 Popcaiita «pymba», HECMOTPS
Ha BapHalMOHHYIO IPOGHOCTH, BIIEYATISAET CKBO3-
HOM 3aBepIIEHHOCThIO XOpeorpaduyecKoll KOH-
cTpyKIwu. V1 B aTOM Gosiblast 3aciyra 6vicraTeb-
HBIX MHTEPIPETATOPOB. BockMuronocHasa ¢yra HOr
U pyk repoes ['wteMm u JI€ Puina KOHTpamyHKTHO
BHICTPOEHAa B (GOpMe JOBEPUTENIBHOTO pPa3roBOpa,
IIPOHUKHYTOI'O UCKPEHHUM YAWBJIEHUEM OT OCO3HA-

years the ballet world has been living under the
spell of Guillem’s art.

It is incredible that Sylvie Guillem, having
performed at the world’s best theatres, never
appeared on the Bolshoi’s stage. But so it happened.
She never made a single pas in Moscow right down
to 2009. Russian audiences have never seen this
ballerina on stage in her heyday, neither in the
crowning roles of her classical repertoire nor in the
masterpieces by contemporary choreographers
(Muscovites could only get some impressions of
her by means of DVD recordings). Consequently
her fantastic Moscow triumph was all the more
precious. Guillem was received in the Russian
capital unconditionally and with admiration. She
first danced in Moscow already at the age of 44, at
the Golden Mask Festival. Later on she was invited
by the Chekhov Festival. At three of these festivals
she presented her latest work with astounding
success.

Having decided to bring her brilliant classical
career to a close, and still being in excellent form,
Guillem fully dedicated herself to contemporary
dance and new programmes. Tickets for the

36-37. DonHazama

cozdamesiu U UCNOJIHUMEILL:
Cunveu I'unnem, Pobep Jlenadic,
Paccen Manuganm,

Teamp «Cadnepc Yanc» JIoHOOH
cosmecmuo ¢ Ex Machina

u Cunvsu ['unnem

Eonnagata

conceived and performed

by Sylvie Guillem, Robert Lepage,
Russel Maliphant,

Sadler’s Wells London

in association with

Ex Machina and Sylvie Guillem




CHOREOGRAPHY

HUA TTO3ULIUM CBOMX TeJl B IPOCTPAHCTBE B KAK/BIN
ouepeJHOU MOMEHT BpeMeHU. /1 B HeM yMoIoMpa-
YUTENbHO KPaCUBBL U OpraHWYHBI QUPMeHHbIE THI-
JIEMOBCKUe apabecKu, aTTUTIONBI, BepTUKAIbHBIN
JIyd nofHATON HOru. OfieThle B GyTOONKU U CEphIe
peneTUIMOHHbIe ITaHbl, a CHIbBU — C JIGHTON Ha
rojioBe, KaXXeTC, OHM IPOCTO HMIIPOBU3UPYIOT
B KJlacce (BMecCTe M IMOOAWHOYKE), HAXOAATCA B I10-
WICKe TaHLIeBAIbHOU UCTUHBL. OGWIbHEIE U LIephle
110 HATIOJTHEHUIO JBYDKEHUA POXKJAIOT PEIUIMKU He-
MHOTOCJIOBHOM BAYMYMBOM ILTAaCTHYECKOUM Oecens!
MYKYUHBl U JKEHIIUHBL. BBIpYyOKM cBeTa MEHSIOT
HCTOPUIO — TYT TOJIBKO MOAKIIIOUA BoobpakeHue!
Tpuo k-I'mineM-beTxoBeH: y:xe OT OZHUX UMeH
MOJKET IIPOU30UTH BBIIUIECK aZipeHannHa. Ha My3bl-
Ky doprenmanHoM coHaTel N232 70 MUHODP BeTxoBe-
Ha 3HAMEHUTHIN MaTc DK mocTaBuI «Bye» criernuaib-
Ho it ['wutem B 2011 rozy. Xopeorpadp HHKOTHUTO
MOABJIAETCA B CIIEKTaKJIe CO CBOeH He MeHee 3HaMe-
HUTOM My30¥ AHOU JlaryHOU Ha dKpaHe cpeau Gu-
ryp MuKpoconuyMa. Ho TaHiyeT Tonbko CHIBBH.
TBopuecTBO X0opeorpada MaTca Dka CHUAET COJTH-
leM U Ipa3ZHUYHBIM JHUKOBAHWEM >XWU3HU Ja)ke

celebrated Robert Lepage’s Eonnagata were being
sought already in the Moscow underground, and
scalpers sold them at fabulous prices (but they were
acquired by sacrificing all!). It was a picturesque
show with magnificent costumes, precisely
moving sets and light design, about Chevalier
d’Eon, the French secret agent and androgyne.
It was a combination of dance, Japanese theatre
and fencing. Three artists, the director Lepage,
the British choreographer Russell Maliphant
and the great French ballerina Sylvie Guillem,
who admirably delivers her monologues, sings
and makes impeccable use of her plasticity, have
represented the different faces of the protagonist.

Guillem’s programme called 6000 Miles Away
comprised pieces by three of the most original and
famous living choreographers of contemporary
dance, Jiti Kylidn, Mats Ek and William Forsythe.

Forsythe’s Rearray (with music by David
Morrow) is a kind of paraphrase on the lexical
modes used In the Middle. The lights go out and split
this show into a suite of duets and solo variations,
where Guillem took part with her customary
partner from the Paris Opera and the idol of the
Muscovites, Nicolas Le Riche. The atonal sobbing of
the strings and cacophonic “fidgeting” of electronic
music are precisely seconded by the plasticity of
the dancers’ bodies, which decorate the space with
templates of a carefully constructed chaos. This
“rumba”, unexpected and untypical for Forsythe,
despite its variational division, is impressive by
the end-to-end completeness of its choreographic
construction. This is largely an achievement of
the brilliant performers. The eight-part fugue of
Guillem’s and Le Riche’s legs and arms is conceived
in counterpoint as a confidential conversation,
imbued with a sincere surprise of being conscious
of their bodies’ positions in space and every
consecutive moment of time. Guillem’s trade-mark
arabesques and attitudes, the vertical rays of her
soaring legs are breathtakingly lovely and organic.
Wearing jerseys and grey rehearsal trousers,
Sylvie with a ribbon on her head, they seem to be
simply improvising in class, either jointly or apart,
searching for truth in their dance. The prolific and
richly endowed movements recall a thoughtful
laconic dialogue between a man and a woman. The
switched-of lights make a different story, where we
should switch on our imagination!
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38-39. Bye, my3vika —

JI. san bemxogeH,

xopeozpagus — Mamc Ixk.
Hcnonnumens — Cunveu I'unnem

Bye music by L. wan Beethoven,
choreography by Mats Ek.
Performed by Sylvie Guillem

B paboTax C Tparuyeckum croxkeroMm. MoHosor
«Bye» — TUHAMWUYHBI HOMED: C BECEION KOCUYKOM,
YeJIKOH, CBUCAIOIINMY 110 OBANY IeK NMPAAAMU BO-
joc CWIbBU B HEMCTOBOM OIIYIIEHUU TIOJIeTa pac-
CeKaeT BO3/JyX HeBepOoATHBIMU 3a 220 rpazycoB
IIMaraTHBIMU TIPBDKKAMU C HATSAHYTBIMHM CTPEIOH
cTonmaMu. BBIOPOCEI HOT M PYK, KaK BBICTpeNNBa-
I0IIMe MPOTYOepaHIbl Ha COJHIIE, «CTPAyCHUHBIE»
KUBAHUA F'OJIOBOH U KOPITyCOM, «Kpabb1» IIPOIIATry-
BaHWUI IO CLIEHE, COTHYBIIKCH U Kacasich JaJOHIMU
I10J1a, CMEHAIOTCSA AKTUBUPOBAHUEM ITa/IbL[EM TPETh-
€ro Iia3a, BHUMATEIbHO-3aCTHIBIINM BCMAaTpPUBA-
HUEeM BJIlasib, KaK B CyAbOY, IPUCTATbHBIM YTEHHUEM
CBOUX JIa/IOHEH, XPaHAMIUX TAUHCTBO JIMHUHN JKU3-
HU. Ee mpocBemIeHHOe JIUIIO U IVIa3a yCTPeMJIeHBI
B OyZylIee: ¢ MecTa OHa JIETKO B3JIETAET B JITUTENb-
HBIW TPBDKOK, pe3Ko obphiBatouiuii ¢gppasel, obia-
YeHHbIE BOTIPOLIAIOIIEH IVIACTUYHOCTBIO €€ TOYHBIX
apabecKoB U aTTUTIONOB. CWIBBU CTYIUT KyJTaKOM
B HEBUUMYIO [IBEPb, CTUXUIHO JIOBS TepeXBavYeH-
HOe JIbIXaHHe, XBaTaeTcsl 00erMU pyKaMu 3a I'PyZb,
COrOEHHO «KOBBUISIET» B YapIbCTOHE.

B navase cnexrtakiaa I'vieM IUIaCTUYECKU BBI-
IIAAUT YyZaKOBATO B CEMEHSANINX UPOHUYHBIX JBU-
JKEHMAX, XOPOIIO 3HAKOMBIX IOKJIOHHUKAM OKa.
Ho pedrekcuu B CTOpOHY: JIETAT MpPOYb TeIUIas

As for the trio of Ek, Guillem and Beethoven,
their very names ensure an adrenalin rush. The
celebrated Mats Ek used the music of Beethoven’s
piano sonata N2 32 in C Minor to stage “Bye”
especially for Guillem in 2011. In the show the
choreographer himself appears incognito, along
with his equally renowned muse, Ana Laguna,
among the social figures on the screen. But it is only
Sylvie who does the dancing.

The work of Mats Ek has a feeling of sunshine
and joyful celebration of life even if he deals with
tragic subjects. The Bye monologue is a dynamic
piece: with her jolly pigtail, fringe and locks
framing her cheeks, Sylvie in her frantic sense of
flight pierces the air with incredible splits of over
220 degrees, leaping with her feet pointed like
arrowheads. Her legs and arms shoot out as solar
prominences; “ostrich-like” nods of head and
body and “crab-like” sidesteps across the stage,
crouching and touching the floor with her palms,
give way to her third eye being activated with a
finger, her attentive gaze fixed into the distance,
where she seems to see her destiny, and the intent
reading of her palms, which conceal the lines of
life. Her enlightened face and eyes are turned to
the future; from the spot she lightly springs up with
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kodTa, HOCKU U TyQJu, U HaYWHAETCA KypaKHBIN
aJyIerpo-MOHOJIOT. Bce MPOMCXOAWT IOZ IIKBAJO-
MOAOOHBIN «perTaiiM» BeTxoBeHa. JleMOHCTpPHUPY-
I0TCS 3aXBaTHIBAIOIIE KPACUBEIE ITO/bEMBI €€ CTOTI,
«paclBeTaliie» B BBICOKUX BO3ZAYIIHO-MAPALIINX
IIPBDKKAX, DKOBCKME YeTBEPEeHbKU M KOJIeCo de-
pe3 CTOWKYy Ha pyKax, IUIACTUYECKUN CIIeKTp OT
BECOMBIX OBITOBH3MOB /[0 BUPTYO3HO BIUIETEHHBIX
KJIaccuyeckux ma. Ee cTOMKY Ha rojsoBe MPOYUTHI-
BAIOTCSI KaK HeyeMHOe CTpeMIeHHe IepeBepHYTh
BCe C HOT' Ha TOJIOBY: 3TO ee IyTh K CBOOOJE B XKU3-
HU U B TBOpUecTBe. [lapTHEpOM ee ABIAETCA ABEPD-
9KpaH-MaHANIMN NPOEeMHBI BXOJ, B MAlIWHY Bpe-
MeHHU, Kyza He TpebyeTcs 30JI0TOH KIIIOUUK, IPOCTO
JIOCTaTOYHO BCTYIUTh BHYTPb dKpaHa. Ha skpane
MIOSABJIAETCSA JBOMHUK-OTpaKeHUe ['miuieM, ¢ KOTO-
PBIM OHa BeJET TPEBOXXHO-OE3MOJIBHBIA AUAJIOT O
myramoleii BpeMeHHOM Heu3BecTHOCTH. CHavasna
MBI BUJVM ee OTPOMHBI Va3, 3aTeM IPOABJIAETCA
ee JINIO, IOTOM Ha/] IBEPHBIM IIPOEMOM BO3HUKAET
rojioBa, U apTUCTKa nazgaeT. [To3xe oHA NOABIAET-
¢ U3 dKpaHa-IBepH, HO OyZeT ¢ HUM B3auMOZeH-
CTBOBAaTh Ha TPOTAKEHUM BCEro ClekTakad. To B
IIpoeMe OKakeTcs cobaka Kak MeTapopa BepHOCTH,
TO BECTHUKOM BpEMEHU IOABUTCA YeJIOBeK, IIAZA-
W IPUCTATHHO HA YaChl, & TO IIPOMEIbKHYT CPeAU
Pa3HOBO3pACTHOW TOJIIBI JIULIA APYy3eH, K KOTOPBIM
CuibBHY, B KOHIIE KOHIIOB, YXOJUT.

a soaring leap, which sharply interrupts another
phrase, clad in the inquisitive plasticity of her exact
arabesques and attitudes. Sylvie knocks on the
invisible door with her fist, spontaneously gasping
for breath, grasps her breast with both hands and
stoops to hobble in a charleston.

At the beginning of this piece Guillem’s
plasticity looks a bit strange, with mincing ironic
movements, which Ek’s admirers know only too
well. But away with reflections: the warm knitted
jacket, socks and shoes are disposed of, and a
courageous allegro monologue begins. Everything
is done to Beethoven’s squall-like “ragtime”. It is
a demonstration of hauntingly beautiful flights
of her feet, blooming out in high airy leaps,
Ek’s trademark all-fours and a cartwheel, the
entire plastic spectrum from weighty mundane
movements to skillfully entwined classical pas. Her
headstands can be interpreted as an irrepressible
desire to turn everything upside down, for that is
her path towards freedom in her life and creative
work. Her partner here is a door, or a screen, or an
enticing passage into a time machine, for which no
golden key is needed, she only has to step inside.
The screen now shows a double or a reflection of
Guillem’s, with which she enters into a quietly
anxious dialogue about the frightening uncertainty
of time. At first we see her enormous eye, then her
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40-41. Techne,
my3wika — A.Cnromep,
xopeozpad —

Axpam XaH.
Hcnonnumens —
Cunveu I'unnem

Techne, music
by A.Sluiter,
choreography

by Akram Khan.
Performed

by Sylvie Guillem

B 2015 rogy npoliaJbHBIM MUPOBBIM TYPOM
l'witeM odunManbHO 3aBepliaja OJIKMCTaTENb-
HYIO0 Kapbepy O6asepuHbl. DTOT MapapOHCKUN Typ
JJIMHOU TIOYTHU B JIeBATb MecsAlleB IIpoJier U yepe3
Mockay, rze B paMKax YexoBcKoro ¢becTuBassa Ha
cueHe TeaTpa uMeHU MoccoBeTa OHa IoKasaja MU-
POByIO TIpeMbepy «Life in progress» («KusHb mpo-
JloJKaeTcsA») U Mopaswia TeM, 4YTo B cBou 50 jeT
OHa TI0Ka3aJja B mporpamme He «the best of», B uem
OHa uMeJia Obl TIPOBEPEHHBIN U OXKUAAEMBIN TPHU-
yMd, a U Ha PUCK, IPECTABIIA COBEPIIEHHO HO-
Bble HEU3BECTHBIE 3PUTEI0 COUMHEHUA, KOTOpbIE
B ee MCIOJHEHUU IIPeB3OLUIN XyJOXKeCTBEHHBIN
dbopmat aBTOpPOB.

KoHnenTyanpHyi0o NporpaMMy TBOPYECKOIO
IyTU TaHLOBLIWLIEI MOXXHO OXapaKTepU30oBaTh KakK
HEyeMHOe TATOTeHUEe K HOBU3HE U COBEPILIEHCTBY.
B HOBOM U IpomasbHOM IIpoekTe 'mineM Bce Bpe-
M IPUCYTCTBOBAJIA Ha CLieHEe Ha MPOTIKEHNUN TPeX
OJHOAKTHBIX OIIyCOB, NPEKPAaCHO BBIZEP:KUBasA Ha-
IpsDKeHMe Takoro MapadoHa. Beuep BKJroUas mpe-
Mbephl «Techne» Akpama XaHa Ha MY3BIKY AJIHC
CrtoTep U «37€ech ¥ MOTOM» Paccena ManudanTra Ha
My3blKy OHAU KoyToHa u «Bye» Marca Dka Ha My-
3bIKy JlrogBura BaH beTxoBeHa. Becerja BaxHO, Ka-
koBa cama CHJIBBH B COUMHEHHWH Xopeorpada, uTo
OHa COo3/jaeT U3 NIpe/JIOKeHHOI'0 TeKCTa U KakK cBoel
SHEPreTUKON U MacTePCTBOM IIpeBpallaeT GaneThl
B HeopAuHapHble. B omyce «Techne» BHavase Ha
opbuTe CBETAIIETOCs IPOBOJIOYHOTO IepeBa B MOJIY-
TIpucezie TUIBIBET repouHsA Bedepa. CTpeMuTeIbHbIE
«11a Jie 6yppe» ee COTHYTBHIX KOJIeHel, JBUTAOIIHX-
€Al KaK MOPIIHKA CKOPOCTHOTrO IOe3/a, HaKJIa/bIBa-
JIUCh Ha GUCEPHOE «ITUIIUKATO» €€ KPAaCHOPEUUBBIX
CTOI. 3aTeM CBOeOOGPAa3HBI OPUTHMHAIBHBIA JYIT
NpapoAuTeIbHULEl EBBI € ellle HEeIIOLOHOCAIIUM
6ubIelickuM JepeBoM. ['WIIeM 4y/ieCHOH TIaHETON
(aBHO u3 rpe3 Ilpunia CeHT-OK3I0MEpH) BpallaeT-
s TIO TaHIIEBAJIBHOM OpOUTEe BOKPYT ApeBa KU3HHU,
OTpa’kalolllero XOJOAHBIM CBET MUJLIUAPZAOB 3Be3J.
[Toz AVKOBUHHBIE 3BYKU U 3aBBIBAHUA KocMoca (UX
BOCITPOU3BOZUT TPUO MY3BIKAHTOB) ['MsUIeM MBIT/IU-
BO HcclIeayeT 1abopaTOpHbIe TATAKTUKU YYBCTBEH-
HBIX IUTaCTHYeCKUX GpaHTazuit Akpama XaHa. Kaxet-
s, TBOpYecKas HaTypa, pasaupaeMas COMHEHUAMU,
MeyYeTcs BOKPYI' FeHeaJornyecKoro JpeBa TaHIA,
TIBITASACh MIOCTUTHYTh U3BEUHYIO IJIACTUYECKYIO MYy-
IapocTh. ['WUIeEM OCMBICTMBAET U abCOMIOTUIUPYET
IBIDKEHUE, TPe0Opa30BhIBAET IPOCTPAHCTBO B YHU-

face appears, and then her head above the doorway,
while the dancer drops to the floor. Later on she
reappears from the screen-door, and will interact
with it throughout the performance. Now there
is a dog in the doorway as a metaphor of loyalty,
now a man is seen intently looking at his watch as a
messenger of time, now, among a manifold crowd,
the faces of her friends fleet by, in whose direction
Sylvie departs at the end of the day.

In 2015, with her farewell world tour, Guillem
put an official end to her spectacular dancing
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BepcayibHyI0 cdepy cymlecTBoBaHusA. Y 3aTuxas B
¢duHane, oHa TpUKacaeTcsA K JepeBy, KaK KUBOMY
POAHUKY UCTUHEI U 3HAHUA.

ManudaHTOBCKOe COUMHEHUe «371eCh U IOTOM»
MIPEeCTABIAIO COOOM KOHTAKTHBIN JKEHCKUH Ay3T.
[lepcoHax B UCNOMHEeHUU CONUCTKU Jla Ckana OM-
MaHyasel MOHTaHapy MOXOAUT Ha ajbTep 3T0 WU
BTOPOE «1» 'epOuHU ['niuieM.

TaHIOBLINI] pa3HUT BKYC M MaHepa BOCIIPOU3-
BeZleHUA OJJHUX U TeX JKe TaHIleBalbHbIX JBIKeHUN
(OHM HCHOJHAIOTCA TO TapaUlebHO U OJHOBpe-
MEHHO, a TO KaK B OTPaXeHUU, YOBICTPSAACH WU
3aMeZJIAACh), KYJAbTYpa CLIEHUYECKOTO0 MHPOOIILY-
LIeHWs, KOHTPACTHBIM MOATEKCT B UX MHAKOBOCTHU.
OZHOBpEMEHHO B 3TOM IICUXOJIOTHYECKOM, CMeIoi 1
JpasHAllel Aysnu IByX apTUCTOK CTAHOBUTCA Oue-
BU/JHBIM, KaK JBMKEHHUS MOTYT OCTaBaThCA TOJb-
KO JIUIIb IIPOCTBIMU ABWKEHUAMH WIH OXXUBaTh U
BOJIHOBaTh. Ha «Iojie GUTBBI» C 3a’KUTAIOUMMUCS
KpacHBIMH KBaZipaTaMy OHU GOPMaTbHO PA3BIIPHI-
BAIOT HUYbIO, HO KOTOpas BBUIMBAETCA BCe-TaKU B
nobexay I'myuteM. 37ech U MOTOM (Kak B Ha3BAHWH),
mo Maymmdanrty, Bceraa OygeT IapuTh TaJaHT. DTOT
3aByaJIMPOBAHHBIN BTOPOM IJIaH U CKPBITBIA CMBICIT

career. This marathon tour, which lasted almost
nine months, included Moscow, where, within
the Chekhov Festival framework she presented
the world premiere of her Life in Progress at the
Mossovet Theatre. She amazed everyone by the
fact that at the age of 50 she did not choose to
show “the best of herself”, which would have
been a certain and anticipated triumph; but
rather, she took a risk by offering some entirely
new pieces, unknown to the public, which in her
interpretation even surpassed the artistic format
of their authors. But, above all, it is her wonderful
human nature, her sublimity and beauty that are
worthy of admiration.

The conceptual programme of this dancer’s
creative course can be described as a tireless longing
for novelty and perfection. In her latest and farewell
project Guillem was always present on stage
throughout three one-act pieces, coping superbly
with the intensity of such a marathon. The evening
comprised the premieres of Akram Khan’s Techne
set to music by Alies Sluiter, Russell Maliphant’s
Here and After with music by Andy Cowton and
Mats Ek’s Bye with music by Ludwig van Beethoven.
It is always significant what Sylvie herself turns
out to be in a given choreographic work, what she
creates from the suggested text, and how, with
her energy and mastery, she turns a ballet into
something extraordinary. To begin with, in Techne
the heroine of the night is gliding, half squatting,
along the orbit of a tree of luminescent wire. The
impetuous pas de bourrées of her bent knees,
moving as fast as the pistons of an express train, are
superimposed on the beads-like “pizzicato” of her
eloquent feet. Then comes the distinctively original
duet of the progenitress Eve with the biblical tree,
which is as yet fruitless. Guillem, like a miraculous
planet (clearly, the one from the reveries of Saint-
Exupéry’s Le Petit Prince) revolves on her dancing
orbit around the tree of life, which reflects the
cold glimmer of billions of stars. To the unusual
sounds and wailings of cosmos (played by a trio of
musicians) Guillem keenly explores the laboratory
galaxies of Akram Khan’s sensual plastic fantasies.
It seems that her creative nature, being torn apart
by doubts, is dashing around the genealogical tree
of dance, striving to perceive the eternal plastic
wisdom. Guillem comprehends and absolutizes the
movement, transforming space into the universal
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ITAaCTUYECKUX 6e3aIpeCHBIX JK3ePCUCOB BHATHO
Y JJaKOHWYHO TepezatoT ['wuiem u MoHTaHapu, yoe-
JUTETbHAs B HEBBIUTPHIIIHOU POJTH «/I€KYPAHTKU»,
OTTEHSIOIIEH OC/IeIUTENbHBIN TaJTaHT.

I'winem cHOBa peZcTana B 1ezaespe «Bye» Matca
Oka Ha My3bIKy beTxoBeHa. ObasHUE TOITUIECKOTO
MHMpa KOMITO3UTOPA TOX/ECTBEHHO CIIEHUYECKOMY
obaguuro TaHia ['mutem. ToHualiie 6eTXOBEHCKHE
OTTEHKU AYIIEBHBIX KPACOT, aKypHAasi UTPa CBETOTe-
HU HaXOAWIW XKUBEUIIUNA OTKJIWK y TaHIOBIIUIIBL,
MOPOXK/Ias HEMCUYEPIIAEMOCTh TIACTUYECKUX aJUTIO-
3uil. Ee TaHer 11en oT cepzlia, TPOHU3BIBAJ, TPOTal,
BOJIHOBAJ M TOTPsical TIyOWHOM, MCKPEHHOCTHIO,
SMOIMAMM, TIOJTHOU OTAa4Yel akTPUCHL. DTO yAUBU-
TeJbHO TIYOOKWIM MOHOJIOT, B KOTOPOM IeperuieTa-
I0TCSL U CMeJIO CIIOPAT JajeKue APyT OT Apyra SMo-
IIMOHAIbHBIE COCTOSTHUS — OT YMUPOTBOPEHHOCTH B
MBICJIAX 10 He0Oy3/IJaHHOT'O IPOTECTA.

B aToT pas, roBops «Bye», 6amepuHa KpacuBO
rpoiasachk C TaHIEeBaJbHOUW Kapbepoi, INpuBer-
CTBYSI WHYIO A1 ceOs KU3Hb B (paHTaCTUIECKOM
6e30peXbe ee BO3MOXKHOCTEM.

sphere of existence. And, calming down in the
finale, she touches the tree as a living source of
truth and knowledge.

Maliphant’s contribution, Here and After,
manifested itself as a contact female duet. The
character represented by the La Scala soloist
Emmanuela Montanari resembled an alter ego of
Guillem’s heroine.

The two dancers are distinguished by their
tastes and manner of reproducing identical
movements (these are executed either parallel and
simultaneously, or, as if in a reflection, by speeding
up or slowing down), as well as by their culture of
stage perception and contrasted implications of
their differences. At the same time, this audacious
and thrilling psychological duel of the two artistes
vividly demonstrates how the movements can
either remain simple, or come alive and excite
us. On this “battlefield” with burning red squares
they formally play for a draw, which, nevertheless,
proves to be Guillem’s victory. Here and afterwards
(note the title), according to Maliphant, talent shall
always reign supreme. This veiled background
and concealed meaning of unaddressed plastic
exercises are clearly and laconically conveyed by
Guillem and Montanari, the latter being convincing
in her ungrateful and unpretentious role, which
enhances a dazzling talent.

Guillem has appeared once more in Mats
Ek’s masterpiece Bye, set to Beethoven’s music.
The charm of that composer’s poetic world is
tantamount to the fascination of Guillem’s dance.
The finest nuances of Beethoven’s spiritual
beauties and the delicate interplay of light and
shade aroused a most lively response from the
ballet dancer, giving birth to inexhaustible plastic
allusions. Her dance came from her very heart, it
pervaded, touched, agitated and astonished us by
the actress’ depth, sincerity, emotion and complete
dedication. It is a wonderfully profound monologue,
wherein different and distant emotional modes
are entwined and boldly vie with each other, from
mental tranquillity to unrestrained protest.

This time, in saying “Bye”, the ballerina bade a
lovely farewell to her dancing career and saluted
a new life, with all her fantastic and boundless
opportunities.
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MupoBoi nokap ¢pnameHKo

Mapus ITaxec, Kak ¥ MHOTHe Jpyrye Y4aCTHHUKHU
YexoBcKoro decTuBas, mpuesxaet B MOCKBY He B
mepBBIi pa3. /JlBa roga Ha3az Macrepuia ¢iaMeH-
KO, BXOZAINas B TOT HEYTOMOHHBIN OTpsAZ Ipodec-
CHOHAJIOB, KOTODBIH JKaXKJET pa3BUBATh-OOHOB-
JIATh-peOPMUPOBATh CBOE JpeBHEEe UCKYCCTBO,
mokasana B ToM Xe TeaTpe mmeHH MoccoBeTa
KpaifHe TIpPUBJIEKATENbHBIN «ABTOMOPTPET». CBOU
pedopmer Mapus ITaxec TpOBOJUT C YMOM U BKY-
coM, Jpeiidysa He K acTpaje, Kak KaKOH-HUOYZAb
XoakuH KopTec, a K BCEMUPHOM HCTOPHUU TaHIlE-
BaJIBHOTO KCKYCCTBA, OTYero gpaMeHKO B ee WH-
TepIpeTanyuy 0OpeTaeT HajleT MOCTMOEPHU3MA.

B omtuurie oT 6ecCroKeTHOTO «ABTOMIOPTPETa»,
BZIOXHOBJIEHHOTO CAMHUM BapBIIIHUKOBEIM, «YTO-
HA» CHabXkeHa W/e0JIoTHYecKOl IporpaMMoi:
Ka)X/bII U3 BOCBMU HOMEPOB CIIEKTAKJI UMEET JIH-
TepaTypHOe OOBSACHEHHE, WHOIZA ITaCCHOHApHOE
[0 KomusMa — Tuna «IloiizleM BMecTe, TOBapHIIL.
I'pynmoBoii TaHel, o conugapHocTu». Ho Bcero
3TOTO JIydlle He YUTaTh. CIIEKTaKIb BOCIPUHUMA-
€TCs He MO3raMi, HO YyBCTBOM, a BBICTPOEH CTa-
PBIM, TIPOBEPEHHBIM U 6€30MKUO0YHEIM CIIOCOOOM:
3¢ dekTHBIE MOHOMOTM Mapuu Ilaxec MPOCTOEHBI
MacCOBBIMM KOMITO3UIIMAMHU. /IBa KaHTaopa, ZBa
TUTAPUCTA, TIEPKYCCUOHUCT ¥ BUOJIOHYETUCT UHO-
ra IepeKIoYaloT BHUMaHUe Ha cebs, IT03BOJIASL
TAHIIOBIIMKAM cJIeTKa IepeZoXHyTb. K KosocHU-
KaM Ha Tpocax ITOJBEIIeHbl THOKUE CBETIbIE IITaH-
T — OTJIMYHBIN CITOCO6 M306pasuTh KOHTYPHI TOP,
BOJIHBI MODSI WIH IPAHUILIBI OOIIIECTBEHHBIX TA0y.

MAPUA NAXEC
MARIA PAGES

Flamenco Ignites the World

Maria Pagés, just like many other participants of
the Chekhov Festival, is visiting Moscow more than
once. Two years ago one of flamenco’s leading
figures masters, a member of that restless cohort
of professionals who always strive to develop,
renovate and reform their ancient art, presented her
very attractive Self Portrait at the same Mossoviet
Theatre. Maria Pagés puts her reforms into effect
with intelligence and taste, drifting not towards
the pop as a Joaquin Cortés does, but towards the
universal history of the art of dance, which is why
flamenco in her interpretation acquires a touch of
postmodernism.

Unlike the plotless Self Portrait (Autorretrato)
inspired by Mikhail Baryshnikov himself, Utopia
is endowed with an ideological programme:
each of the eight pieces of the show has a literary
explanation, sometimes passionate to the verge
of comical, such as “Let’s go together, comrade.
Group dance about solidarity”. We had better not
read it at all. The show is perceived not through
our reason, but with feelings, being constructed in
an old, proven and fault-free manner: the dramatic
monologues of Maria Pagés are interspersed
with group compositions. At times two singers
(cantaors), two guitarists, a percussionist and a
cellist switch our attention to themselves, allowing
the dancers to rest a little. Flexible light hoses are
suspended from the gridiron, an excellent device
to depict the contours of mountains, waves of the
sea, or the limits of social taboos.
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Tamvsna Ky3Heyosa

Tatiana Kugnetsova

42. Aemonopmpem,
udesi, NOCMAaHOBKA

u xopeozpagus —
Mapus INaxéc,
Tpynna Mapuu ITaxéc

Autorretrato

dir., chor.

and performer

Maria Pageés,

Maria Pagés Company

43. Ymonusa

udest, NOCMAHOBKA

u xopeozpadus —
Mapus Iaxéc,
Tpynna Mapuu ITaxéc

Utopia

dir., chor.

and performer

Maria Pageés,

Maria Pagés Company

Tpu TaHI[OBUIUIIEI (HEBBICOKUE, JIAJHBIE, OT/IHY-
HO 0Oy4eHHbIe ¥ MIWIOBH/HBIE, HO CJIMIIKOM He3Ha-
YUTEbHBIE, YTOOBI OTBJIEYh BHUMAaHUE OT CaMOM
[Taxec) U 4YeThIpe TAHIOBIIMKA (CpeAU KOTODPBIX
BBIZIEJISUICST HEOTPA3UMBIH Mavo ¢ 6e103y60i yibIo-
KOH U yOMIICTBEHHO!N TEXHUKOM, BIPOYEM, U OH He
VAOCTOWICS TTOTaHIIeBAaTh BMECTe C IPUMOF) OZlE€THI
MIOAYEPKHYTO IIPO3aUYHO — B MBIITHHO-CEPHIE CBO-
6O/HbBIE KOCTIOMBI M OOJIeraroliye mwiaThsa. B «YTo-
TUU» KopAebaseT — «Teo 6aneTa» — IIOTh OT TIOTH
HapOZHOU: IMHWKAPHO U CIa)KEHHO, KaK OZHA Iapa
HOT, Apo6uT 6e3 My3BIKM carareaZio, IOUTPhIBAET
rUOKUMU ciiiHaMu B dos-a-dos, YeKaHUT WK BhITie-
BaeT JUAJIOTH PYK, O-COJJATCKH YeTKO MeHseT PU-
CYHOK MU3AHCIIEH, BaJIbXKHO U pACKOBAHHO IO/[aeT
IUTACTUYECKUI TOJIOC B KPOIIEYHBIX COJIO.

Ho gyma «YTonuu», koHe4HO, cama [laxec. Bece
KPaCKHU CIIEKTaKJIsA, BECh €70 CBOGOAHO-UMITPOBU3a-
LIMOHHBIN yX, BCA HEITOXOXKECTh HA OecurcIeHHbIe
moy ¢JiaMeHKO COCPEJOTOYEHBl B 3TOW CTAaTHOU
KpacaBHlle C Y3KHUM JIMLIOM, TOPAIIAMH [JIa3aMu
ZIpEBHEN KOJITYHbU, KOPOJIEBCKOM OCAHKOMU U JJTHH-
HBIMU CTPONHBIMU HOraMU, IIO3BOJAKOIINMHU el
TaHIIeBaTh B OOTATHBAIOIEM Y€PHOM KOMOUHE30-
He — OyzaTO IpUMe coBpeMeHHOTo 6anera. Kocto-
Mbl Mapuw [Taxec BooO1ie oTmvaeT 6ecinabanrHas
cBoboza: JeTAmuil mnudoH, MATKUNA TPUKOTAXK
JAIOT TIOJHYIO BOJIO €€ BBIPA3UTETbHOMY TeJy,
0CcBOOOXX/1asA OT OKOB KaHOHA. A TIOTOMY 32 YHCTel-
muM dramenko Ilaxec To U e0 ABIAOTCA MPU-
3paKy BEJIMKUX TAHLIOBIIUIL PA3HBIX SII0X U CTPaH.

There are three female dancers (short, well-built,
brilliantly trained and pretty, but too insignificant to
distract attention from Pagés herself), and four male
dancers (among whom stands out an irresistible
macho with a white-teeth smile and killer technique;
even he, however, does not get the honour to dance
with the first lady). Their costumes are pointedly
plain, mouse-grey loose suits and close-fit dresses.
In Utopia the corps de ballet, i.e. “ballet bodies”,
are the very flesh and blood of folklore. With lavish
coherence, as a single pair of feet, they tap the
unaccompanied zapateado, move and bend their
lithe backs in dos-a-dos, measure and delineate the
dialogues with their arms, change the sequence of
scenes with soldier-like precision, freely and relaxedly
sound their plastic voices in diminutive solos.

But the soul of Utopia is surely Pagés herself. All
the colours of this performance, all of its spirit of
free improvisation, all its distinctions from countless
other flamenco shows are concentrated in this tall
beauty with a narrow face and burning eyes of a
medieval witch, royal bearing and unusually long,
shapely legs, which allow her to dance in a tight
black one-piece, like a prima of contemporary
ballet. The costumes of Maria Pagés are generally
distinguished by their reckless freedom: the flowing
chiffon and soft knitted wear give full liberty to her
expressive body, doing away with the shackles of
canon. Consequently, behind the purest flamenco
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XOPEOIPAOUA

CHOREOGRAPHY

B KkpbUIaTHIX CIUPAIAX TPEXMETPOBOIO 1001 ajio-
o IUIaThsA IpOoCcBeyrBaeT amepukaHka Jlou Oysiep ¢
ee 3HaMeHUTHIM «CeplIaHTUHOM>», B 9KCIIPECCUBHOMN
rpaduike ¥ HaMPA)KEHHBIX May3ax GapyKKy — paHHAA
Mapra I'paM, B BOJTHAX IMHHBIX U O€33aKOHHBIX PYK
— Maiis [Imucenkas ¢ ee «YMUpPAIOIUM JiebezeM».

Y nvire GUHAMBHBIM HOMED, UMEHYEMBIN «JKC-
Ta3» (M IeUCTBUTENBHO BBEPTAIOIINI B HETO 3pUTE-
Jseit), Mapus [Taxec IpOBOAUT 11O BCEM PUTYaTbHBIM
TpaBWIaM CBOEro UCKYCCTBA. 3/leCh Y Hee ecThb map-
THEp — JBYXMETPOBHIM XBOCT bata de cola. C aTum
IIBIIITHBIM 060PYATHIM CIIyTHUKOM OHA HTpaeT, Kak
KypTHM3aHKa: OTIIBLIPUBAET HEOPEKHO-JIETKUM
JBIDKEHHEM TOJIeHH, 3acTaBiiAeT BUThCA 3Meel win
3aKpyYMBAThCA B CIHUPAJh, B3JBIMAThCA OEIUIbUM
XBOCTOM, JIeTaTh TMTAHTCKUM KPBUIOM WM YHU-
JKEHHO BOJIOYUTHCHA, YMOJAA O BHUMAaHUM IIOBEJIU-
TeJbHUIBI. Horu TaHIOBIIUIIBI TO HEXHO JIeNedyT,
TO pa3pa’karoTca 'HEBHOW CKOPOTOBOPKOM, ee Teslo
CTOHET U JIuKyeT. A Bcies 3a Mapueit [Taxec cTo-
HET W JINKYeT MyOJInKa, g KoTopor 80 peasbHBIX
MMHYT, IIPOXUTHIX BHYTPU 3TOTO CIEKTAaKJA, OKa-
3BIBAIOTCA peajn30BaHHOM yTommel, paccTaBaThCsa
€ KOTOPOY Hy HUKaK He X04eTCH.

«Kommepcanme», 2013, 11.07

of Pagés there now and then emerge the spirits of
the great dancers of different ages and lands. The
American Loie Fuller, with her famous Serpentine,
shows through in the airy spirals and three-metre
train of the crimson dress; the early Martha Graham,
in the expressive graphics and tense pauses of the
farruca; and Maya Plisetskaya with her Dying Swan,
in the waves of long and lawless arms.

It is only in her final number, entitled “Ecstasy”
(which really throws the audience into that state),
that Maria Pagés has recourse to all the ritual rules
of her art. Here she does have a partner, i.e. the two-
metre-long tail bata de cola. With this luxurious
ruffled companion she is playing as a courtesan: she
kicks it away with a carelessly light turn of her shin,
and makes it writhe as a snake or curl into a spiral,
soar as a squirrel’s tail, fly as a giant wing, or humbly
crawl, begging for the attention of her mistress. The
dancer’s feet now move with a tender murmur, now
burst out with an angry patter, her body groans and
rejoices. And, following Maria Pagés, so does the
audience, for whom the 80 minutes spent within
this performance prove to be a utopia come true.
And no one would like to part with it.

“Kommersant”, 2013, 11.07
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44-45. A, Kapmen
asmop udeu,
pevcuccep u
xopeozpad —

Mapus Iaxéc,
Tpynna Mapuu ITaxéc

I, Carmen

dir. and chor. Maria
Pagés, Maria Pagés
Company

Apo6b peMnHN3Ma

Mapus [laxec co cBoeli Tpymmoi mpuesxaeT Ha
YexoBckuil dpecTHBANb yKe B TPETHH pa3 B paHTe
$baBOpUTKY OpPraHU3aTOPOB M 3pUTENEH — Ha ee
CIIEKTAKJIAX BCErJa aHIUIaTW. Beigaromiascs TaH-
LIOBIUI[A, HaYaBIlasi Kapbepy B TPYyIIe AHTOHHO
Tazeca, ¢ 1990 roza pyKOBOAUT COOCTBEHHON KOM-
MMaHUENW M PErYISAPHO CTABUT CIIEKTAKJIH, B KOTO-
PBIX cTapaeTcs IPUAaTh aKTyaJlbHOCTb TPagUIIU-
OHHOMY (GIaMEHKO — C Pa3HOU CTENeHbIO ycIexa.
Ha ceif pa3 oHa yzasuiaa co CiIeHbl MY)XYUH-TaH-
IIOBIIIUKOB, COXPaHUB, BIPOYEM, MYKCKOM COCTaB
opkecrpa: «fI, KapmeH» — CIIEKTaK/Ib YKEHIUHEI O
JKEHITWHAX, IOIBITKA PAa3bsCHUTh MUPY, YTO Ha
J00BU U CeKce CBET KJIMHOM He COIIeJCs, ¥ Cla-
60ro mosia ¥ 6€3 TOr0 MHOTO MHTEPECOB B JKU3HU.
B nporpammke Mapusa Ilaxec yrBepxzgaeT, 4To I10-
CTAaHOBKe IIpeJIllecTBOBaMa «OOJbIlas UCCIe0Ba-
TeJIbCKasi paboTa», OMPOIIEHbI IECATKY JKEHIIIH CO
BCEX KOHTUHEHTOB. «90-TeTHsAA PyCCKas aKTpHcCa,
aBcTpanuiickass abopureHKa, JKEHIMHA, W3HACH-
JIOBaHHAasI B MaZIpHUICKOM 60MOOYOEKHUIIe» — JIUIITH
HEKOTOpBIE U3 ee TIepcoHakel. OT Mepume B CIlek-
TakJe HUYero, KpoMe MMeHU repouHu u GpparmeH-
TOB MY3BIKM BU3e; MOCTAaHOBINMIA, HEAOBOIbHAS
MY>KCKMM IMOBMHM3MOM HOBEJUIBI, obelana JaTh
coBO camoii KapmeH — Ho He Tabaunuiie XIX Beka,
a Hallel COBpeMeHHHUIIE.

CrekTakiib, Kak u Apyrue paborsl Mapuu Ila-
Xec, CTPOUTCS Ha YepeloBaHUU €€ COMbHBIX MOHO-
JIOTOB M MAaCCOBBIX CII€H, YaCTO — C €€ y4acCTHEM.
Bce cemb jKeHIIUH OI€THI IEMOHCTPATUBHO O/IMHA-
KOBO U CKPOMHO: B yZIOOHO-TPUKOTaKHbBIE YePHEIE,
TOpYNYHbIE, GUOJETOBLIE TIaThA 6€3 0COOBIX IT-
HOTr'padUYECKUX KPacoT B BUZE XBOCTOB U 0OOPOK.
CraTHas, pociasi, KpyTobeapas [1axec BbienseTcs
Y13 MacCOBKHM He BO3pacTOM (XOTSI CBOU «ITOJITHH-
HUK» TAaHIOBIIUIIA-PEXXUCCED HE CKPHIBAET, HAIIPO-
THUB — KOHIIENTyaJbHO IOZYePKUBAET), HO TaJjaH-
TOM. DTa HEMOJIOZIasi KpacaBUIla C Y3KUM JIUIOM,
TOPAIIUM B30POM MU(PUHU ¥ THOKUMU 9yBCTBEHHBI-
MM pyKaMU BCe TaK JKe YMeJIO 3aBOpaKUBaeT 3al,
MO-TIPEXXHEMY IIEAPO PACCHITIaeT XKeMUyTa carnare-
azio 1 mebeT KacTaHbeT. <...>

«Kommepcanma» 2015, 30.05.

The Tapping of Feminism

Maria Pagés with her company is already coming to
the Chekhov Festival for the third time already, as a
favourite both with the hosts and the viewers. Her
performances are always sold out. An outstanding
dancer who began her career under Antonio
Gades, since 1990 she has been in charge of
running her own company. She regularly produces
shows where she strives for bringing traditional
flamenco up to date — with various degrees of
success. This time she has got the male dancers off
the stage, but kept the men playing in the band.
I, Carmen is a woman’s show about women, an
attempt to tell the world that love and sex are not
everything there is to it, and that females have
many other interests in life. In the programme
text Maria Pagés tells us that the production
was preceded by “a great deal of research”, with
dozens of women having been interviewed on
all continents. “A 90-year-old Russian actress, an
Australian aborigine and a rape victim in a Madrid
fallout shelter” are just a few of her characters.
Nothing is left of Mérimée in the show, except
for the heroine’s name and fragments of Bizet’s
music; the director, unhappy with the novel’s male
chauvinism, has vowed to give the floor to Carmen
herself, not the nineteenth-century tobacco girl,
but a contemporary of ours.

This performance, like other works by Maria
Pagés, presents an alternation of her solo monologues
and group scenes, often with her participation as
well. All seven ladies are clad in a deliberately similar
and modest fashion, in convenient black, mustard-
yellow and purple dresses, without particular
ethnographic decorations such as trains or frills. The
tall, shapely, high-hipped Pagés stands out among
the rest not because of her years (although the
dancer-director does not conceal her half-century,
on the contrary, she conceptually stresses it), but
due to her talent. This mature beauty with a narrow
face, burning Pythian eyes and supple sensual arms
is as skilful as ever in enchanting the audience, and,
as always, liberally scatters the pearls of zapateado
and the twitter of castanets. <...>

“Kommersant” 2015, 30.05.
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1. Komnanus
«Tpanc-Oxcnpecc»
(Ppanyus),
Omxpuvimue
Onumnuadwt,
Bapa6anunas
cum@poHrus
TeampanvHas
niowads

Transe Express (France),
Opening of the Olympics,
Drum Symphony
Theatre Squire

TPETbA BCEMUPHAA

TEATPAJIbHAA OJIMMINUALAA B MOCKBE

THE IIl WORLD THEATRE OLYMPICS

IN MOSCOW

[lo mpu3HaHWIO MHOTHUX OT€YECTBEHHBIX U 3apy-
OeXHBIX YYaCTHUKOB U 3puteneii Tperbeil Bce-
MupHOU TearpanbHOM Onumnuazsl 2001 roza B
MockBe HHUYero mozobHoro stoit OnuMmnuaze He
65UT0. YesioBeKa, ITOCMOTPEBLIETO BCe CIIEKTaK-
s OnMMnuazbl, BEPOATHO, He CyllecTBYeT. 3apy-
6exxHas 1 Poccuiickas mporpaMMebl, DKCIIlepUMeH-
TajbHas mporpamma, I[Iporpamma TBopueckoro
ueHTpa uM. Bc. Metiepxonpga u TeaTpa «Illkosna
JpaMaTU4YecKoro HCKyccTBa», IIporpamma «Ilio-
maZHele TeaTpel Mupa», lIporpamma llenTpa
ApaMarypruvd u pexuccypsl 11/p A. KazaHnesa u
M. PomwmHa, [Iporpamma MexayHapogHoro ¢e-
cTUBaNA TeaTpaibHBIX IIKOA «[logmym 2001»
B KOTOPOH OBUIM TIpeZCTaBJEHBI CIEKTAKJIU Tea-
TpaJbHbIX 1TKOJ MockBel, CaHKT-IIeTep6ypra, Exa-
TepuHOypra, fApociasisg, YabsHOBCKa, Kapenuw,
I'py3un, MongaBuu, a Takke pabOTHl CTYAEHTOB
TeaTpaJbHBIX ITKOJ Benukobputanuu, CIIIA, Tep-
manuy, VMcnanuu, Mekcuku u fp. OprkoMureT
OnmuMnuazpl, MUHUCTEPCTBO KyJAbTYypHl Poccum,
MexzayHapogHasd KoHQeAepauusa TeaTpaJbHBIX
COI030B U MeX/yHapOJHbIM TeaTpaabHbIN ¢e-
cruasib uM. A.Il. YexoBa npu noggepxkke Ilpe-
suzeHTa Poccun, IIpaButensctBa Poccuiickoit
@eznepanyit 1 Mapa MOCKBH OKa3aiud IOAJAEPK-
Ky, W pesylIbTaT IMOJy49WICAd BIEYaT/IAIOLIINM.
K Osnummnuaze 6butd JocTpoeHbl LleHTp uMeHU
Bc. Metiepxonbzaa 1 HoBoe 37aHue TeaTpa «IlIkona
ZipaMaTU4YecKoro MCKyccTBa» AHaronusa Bacuibe-
Ba. TaKUX MACCOBBIX IIIECTBUI U peliepBepKOB Mo-
CKBA paHbllle He BUzea.

As acknowledged by many Russian and foreign
participants and visitors of this pageant in
2001, there had never been anything like the
III International Theatre Olympics in Moscow.
Apparently, no person had actually managed to
attend all the Olympic shows. Its programmes
included the Foreign, Russian and Experimental
sections, as well as the programmes of the
Meyerhold Creative Centre and the School of
Dramatic Art Theatre. Among other sections
there were the “Street Theatres of the World”, the
programme of the Drama and Direction Centre
headed by A. Kazantsev and M. Roshchin, the
International Festival of Theatre Schools, which,
along with the shows by the Moscow Art Theatre
Studio and the Russian Academy of Theatre Arts,
featured contributions from London, Wisconsin,
Illinois, Munich and the Mexican city of Puebla.
The Olympics’ Organising Committee, the Russian
Ministry of Culture, the International Confed-
eration of Theatre Unions and the International
Chekhov Festival, with support of the President
and Government of the Russian Federation and
the Mayor of Moscow, have all joined forces, and
the result proved most impressive. By the time of
the Olympics the Meyerhold Centre and the new
building of Anatoly Vasilyev’s “School of Dramatic
Art Theatre” were completed. Indeed, Moscow
has never before seen such numerous parades and
fireworks.
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CYACT/IUBbBIN KPYT UTPbI

K utoram TpeTbeit BcemupHOU
TeaTpaJbHON OJIUMITHA/bI

THE HAPPY CIRCLE OF PLAY
About the Outcome

of the III World Theatre Olympics

B nauvame XX croneTus MOAHBINM Kputuk HOmuii
AlixeHBaJIb/] IpeJipeKal CKOPYI0 KOHUMHY TeaTpa.
Ho B Hauvane XXI cTtonetua B MoCKBe COCTOANIACH
Bcemupnasa TeaTpanpHadg oNMMIIMAaZa U pasBed-
Jla pacxokee MHEHHE O POKOBOH 3deMepHOCTH
3PEJIMIIHBIX UCKYCCTB. BBIACHWIOCH, YTO B TeaTpe
HUYTO He MPOXOAUT GecciefHo, U Iepes HaMU He
TOJIBKO BBICTYIIWJIM TPYIIIBl U3 MHOXXeCTBa CTPaH,
HO W TIpolen mapaj BekoB. OrHU ¢deliepBepKOB,
dakesoB, IIIOIIeK, IUIaMsdA, BBUIETAOIIee 30 PTa,
ropsiye Kojieca B BBICTYIUIEHUAX YJIUYHBIX Tea-
TpoB — dpaHIysckux «Kapaboc» u «Mamabapa»,
CaukT-IleTepbyprckoro «®opManbHOTO TeaTpas
Anjpes Morydero wiu UTaabgHCKOU Ipynnsl «Hy-
KJIe0» BO3BpAIaIN HAC K 00psAZaM OTHEITOKJIOHHU-
KOB U COJIAPHBIM KyJIbTaM.

Benukuil cnekTaksib JUTOBLA DiimyHTaca Ha-
kpoutoca «OTe1o» coyeTas caMblii U30IPEeHHBIN
COBPEMEHHBIN CIIleHUYeCcKUU A3bIK C A3bIKOM Iep-
BOHAYaJIbHBIX CTUXUH U 1IeJI 110/, aKKOMIIaHEMEHT
MOPCKUX BOJH, TO MUPHO IUIELIYIIUXCA O BeHelU-
aHCKUe WIN KUMPCKHe bepera, To pa3bApeHHO pe-
BYIIUX U F'OTOBBIX COKPYLINUTb BCeX U BCA — CIEK-
TakJb O T'yOUTENbHOU U OeccMepTHOH J0OBU, O
TOM, YTO B CaMOM JIy4llleM U3 Hac MOXeT IIpo-
CHyTBCA AUKaph. [lepes TeM, kak youTs Jleszemo-
Hy (Orne [nokatite), OTeswto (Bnagac barmonac)
KPY>XUT ee B HEHCTOBOM TaHIle — pUTyas beccmepT-
HOUM CTpPAaCTU TEPEXOAUT B APEBHEUIIUN PUTyaI
YyeJI0Be4YeCKHUX XKePTBOIIPUHOILIEHUH, U pasjaeTca
JKYTKUU, HEBBIHOCUMO BBICOKWU 3BYK, KOTOPBIU,
OBITH MOJKET, M3/IaBaM ellle He oOpeTiive japa
peyu cyliecTsa.

CodoknoBckuil «llapp Jaum» B IIOCTAaHOBKE
anonna Tagacu CyzA3yKy, U3bICKAHHO IUIACTUYHBIH,
JeKOpaTUBHBIM U APOCTHO TeMIIepaMeHTHBIH,

In the early XX century fashionable critic, Yuli
Aihenvald, predicted the near death of theatre. At
the beginning of the 21 century Moscow (was)
the venue of World Theatre Olympics and the
widespread assertion about the fatal evanescence
of the performing arts was refuted. It turned out
that nothing happens in theatre without leaving a
trace and we witnessed not only the performances
of companies from many a county, but also the
cavalcade of centuries. Firework lights, torches
and illuminations, fire-breathings, burning
wheels and the performances of “Carabosse”
and “Malabar” street theatres, as well as the
shows of Andrei Moguchi’s Formal Theatre from
St. Petersburg or the Italian “Teatro Nucleo” were
taking us back to the rites of fire-worshippers and
solar cults.

The great staging of Othello by Lithuanian
director Eimuntas NekroSius combined the
most exquisite and modern scenic language with
the language of archetypal elements and was
accompanied by the rustling of sea waves now
peacefully washing the shores of Venice or Cyprus
and then roaring fiercely, threatening to smash
everything and everyone. This play is about the
deadly and everlasting love and about a savage
who can wake up in each of us. Before murdering
Desdemona (Eglé Spokaité) Othello (Vladas
Bagdonas) spinned her around in a frantic dance
as in a ritual of perpetual passion that echoed
the ancient ritual of human sacrifices and the
horrible, incredibly high-pitch sound that could
have been produced by creatures who hadn’t yet
found their tongues.

Sophocles’s Oedipus Rex staged by Japanese
director Tadashi Suzuki was delicately sculpture-

189



TPETbA BCEMUPHAA TEATPAJIbHAA OJIMMMUALA

THE Il WORLD THEATRE OLYMPICS

OTCBUIAJ U K ABXEHUAM aHTUYHOI'O XOpa, U K CTa-
puHHBIM TpazuiuaM Ho u Kabyku.

B xnoynazax Jleo baccu v rpymnmnsl «/lemaH u
Jleman» 0)XuBaIu CpeIHEBEKOBBIE IITyThl — YMHEIE,
apTUCTUYHbIE, U300peTaTeNbHbIE, & B U3YMUTEb-
HOM crekTake Badecnasa [TomyHuHa «I1loy CHOB,
win CHeXXHoe IIoy» (KakK CKasasl OH caM, «C-HeX-
Hoe» II0y) cobpaiuch, Kak B pazyre, Bce KpacKu
JKM3HU U UCKYCCTBa. BeJb T’MCTPHUOHEBI U XKOHIJIE-
PBI HE TOJBKO OTKaJIbIBAIN IIOTEIIIHBIE HOMEPA, HO
U UCIIOJIHAIN TParudeckue U JUpUdecKue IeCHU.
[MonyHUH — Jy4IIUi HaclIeJHUK IIyTOB U Tpyba-
ZAyPOB, BOCIIEBIINX JyPMaHAILYIO KPacoTy U IIpe-
snectb Mupa. lllapnb Boanep cumuTas, 4To cMex —
CBU/IETEIbCTBO KeCTOKOCTH Hallled HaTypsl. /Jia
[MonyHMHA CMeX — IPOsIBIeHNE JTIOOBU K YETIOBEKY,
IIyCTh CaMOMYy HeEJIETIOMY, KaK ero cOOCTBEHHBIH
repoii Wiu ero Jonoyxyue napTHepsl. [IoJyHUH co
BCEMU B JPYKECKUX OTHOIIEHUAX — BCEX BOBJIE-
KaeT B CYaCTIUBBIN KPYT UIPHL. VICKyCcCTBO, KakK U
Bepa, coBeplIaeT 4yzAo: [ToJyHUH CTaBUT Ha CLieHY
BeIIajKy € )KeHCKUM ITa/IbTO U KPaCHOM IUIANKOM,
NIPOCOBBIBAET PYKY B PyKaB, YUCTHUT €ro LIeTKOU, 1
BJPYT MaJbTO CaMO XBAaTaET apTUCTA 3a IKUBOPOT,
KJIaZIET TMUCHhMO M3 CBOEro KapMaHa B €ro, OOHU-
MaerT... [TIoTyHUH OTXOZAUT OT BELIAJIKU, U NalbTO
CaMOCTOATEJIBHO MAllleET EMY PyKaBoM!

3. Omenno Y.Illexcnup,
pexc. Stimynmac Hakpouwtioc,
Teamp «Meno Popmac»

Othello W.Shakespeare,
dir. Eimuntas NekroSius,
Meno Fortas Theatre

sque, decorative and making clear references to the
antique chorus and the ancient traditions of Noh
and Kabuki theatres.

In Leo Bassi’s and “Deschamps and Deschamps”
clowneries the Medieval fools, smart, virtuosic
and inventive, came to life. And all colours of life
and arts were blended together in Vyacheslav
Polunin’s brilliant The Show of Dreams or the
SnowShow. For the jugglers and clowns not only
performed funny numbers but also sang tragic
and lyrical songs. Polunin is the greatest heir to
the fools and troubadours who has ever elegized
the intoxicating beauty and charm of the world.
Charles Pierre Baudelaire believed that laughter
was an evidence of our natural cruelty. For Polunin
laughter is the manifestation of love for the man,
however ridiculous he might be, unlike his own
character and his flap-eared partners. Polunin is
friendly with everyone and involves everyone into
the happy circle of play. Art, just like faith, works
miracles: Polunin puts a coat hanger on stage with
a female coat and a red hat. He puts a hand into the
sleeve and cleans it with a brush. Suddenly the coat
grabs the actor by the scruff, takes a letter out of the
pocket and gives it to him, embraces him... Polunin
walks away from the hanger and the coat waves at
him with its sleeve.

190

4-5. CHexcnoe woy Cnaswt [ToryHuHa

SnowShow Slava Polunin

Thomas Eliot believed that Shakespeare’s
junior contemporary playwright John Webster saw
death in everything and under facial skin he always
saw sculls. On the contrary, Polunin is capable of
enlivening everything and even the snowstorm
seems to be carrying the fresh breath of spring in
the end of his show ...

It becomes clear that the cultural memory
of modern theatre is not at all short; that it
contains and cultivates the living scions of pagan,
antique and medieval traditions, of clowneries
and religious rites. It was not for nothing that
during the procession in Revolution Square the
Italian street theatre “Studio Festi” demonstrated
enchanting flights of angels in the firmament.
Giorgio Strehler in his Arlecchino showed how
splendidly blossoming and brimming with energy
the performances of the Renaissance Commedia
dell-arte could be. In the staging The Venetian
Twins Luca Ronconi who took charge of Piccolo
Teatro di Milano after maestro Strehler had passed
away, made Goldoni related not as much with
the Renaissance than with the Baroque style.

191



TPETbA BCEMUPHAA TEATPAJIbHAA OJIMMNUALAA

THE 1l WORLD THEATRE OLYMPICS

Tomac CTepH3 OJMOT CYMTAI, YTO MJIAALIEMY
coBpeMeHHUKY lllekcnupa, ApamMaTypry Yabcrepy,
BO BCEM 4YyZAWUJIach CMepPTh, U OH BCErza BUAEI 4Ye-
pena moz Koxel. I[TomyHUH, HA060POT, crocobeH
BCe OXKHUBUTD U JIa’Ke B CHE’)KHOM BUXpPe, KOTOPHIY B
KOHIIEe ero IIpe/CTaBJeHNa HeceTca B 3aJl, YyAUTCA
BeCeHHee CBeXKee JbIXaHue...

Crano ACHO, 4TO KyJAbTypHad NaMATb HbIHEIl-
Hero TeaTpa COBCEM He KOPOTKa, YTO B HeW xpa-
HATCA U JAIOT KMBBlE I00Eryd TPaAULIMM s3bIue-
CKUX paZleHui, aHTUYHBIX U CPeJHEBEKOBBIX, KaK
IIYTOBCKUX, TaK Y PEJIUTUO3HBIX 3pEJIUIl — He 3P
B IIEpPBYI0 HOUb OnMMMIMaZEI [OCIe IIEeCTBUsA Kap-
HaBaJIOB Ha IUIoLIaZu PeBOMIOIMN UTAIbAHCKUN
yaugHbIA Teatp «CTyzauo ®ecTu» ZeMOHCTPUPOBAI
3aBOpaKMBAIOIIKe IIOJIETHl AHTeJIOB B TogHeOeckhe.
«ApnexknHo» hxopaxo CrTpeiepa Iokasal, KaKuM
OpBI3XKYIIUM DHEpPruel, POCKOIIHO IIBETYIINM
TIO-TIPEXKHEMY OKa3bIBaeTCs BO3POKAEHUYECKOe MC-
KYCCTBO KOMeZuu Zeb apTe. OxasaBIINUica Iocie
KOH4YMHBI CTpesnepa pykoBoguTeneM «[IMKKOIO
Tearpo au Munano», Apyroii 3SHaMEHUTHII UTabs-
Hell, Jlyka POHKOHHU, cTaBs «BeHeIMaHCKUX OJIn3-
HeloB», comuswi TonbZoHU He ¢ PeHeccaHcoM, a
¢ bapokko. OH morpysui fieficTBre CTpaHHOU Ko-
Me/IuH, 3aBepIIIaoleics yOMMNCTBOM U caMOyOuii-
CTBOM, B 6apOYHBIH JIAOUPUHT 3epKaJl U HATTOMHIT
HaM, YTO B ayTO KpyIHelInero 6apoyHoro gpama-
Typra KanbzepoHa «Benukuii TeaTp Mupa» ObUIU
[iBe Bepy, Ha OJHOM M3 KOTOPHIX HapHCOBaHa Ko-
JIBI6esNb, Ha APYTOH — Ipob.

HasBanue ke criektakid «OIBIT OCBOEHUS IIbe-
chl “Yaiika” cucTemMoi CTaHUCIABCKOTO» OBUIO
OTKPOBEHHO JIyKaBbIM. Pexxuccep n3 YKpanHbl AH-
apuii Xongak, obrasamouii HEUCTOIUMON (aH-
Tasuel, kak-HuKak 3eMyIak ['orossa, Ha caMoM zejie
ocBauBal He cucTeMy CTaHUCIAaBCKOTO, 8 «<MOHTaX
aTTpaKIMOHOB» MeliepxonabZa — OW3eHINTeiHa,
mepebpackeiBasi MOCT MeXAy HUMH UM KOMUKCAMU,
npeBpalas IpeAcTaBIeHUE B TOJTOBOKPYXUTENb-
HyIO CMEHY AMHAMUYHBIX KapTUHOK, JAIOIIUX HEo-
JKUZAHHBIY IUIaCTUYECKUH SKBUBAJIEHT €Ba JIU He
JIIO60OMY CJIOBY, OCTaBIIEMYCsI OT CBOEBOJIBHO IIpe-
NIapHUpOBAHHOI'0 YEXOBCKOT'O TEKCTA.

Bonrapckuii creHorpad Kompo Kapamduio
TOBeCW Ilepes, JiecaMU HeJOCTPOEeHHOro «TeaTpa
Haruii» mosynpospayHbell 3afHUK, U BO3HUKA-
JIU KPYTAIIMECs OIPOMHBIE Kojeca (IBHBIM KUBOK
B CTOPOHY KOHCTPYKTHBH3Ma U, B YaCTHOCTH, B

He placed the action of the strange comedy that
ended with murder and suicide into the Baroque
labyrinth of mirrors, reminding us that there
were two doors in the great baroque playwright
Calderon’s auto The Great World Theatre: one with
a cradle and the other with a coffin.

The title The Experience of Applying the
Stanislavsky System to the Play ‘The Seagull’ was
openly quizzical. The Ukrainian director Andreiy
Zholdak, possessing an inexhaustible fantasy, is
still and all Gogol’s countryman. He explored not
so much the Stanislavsky system as Meyerhold’s
and Eisenstein’s “montage of attractions”, bridging
it up with comics and turning the performance into
a head-spinning interchange of dynamic pictures
that produced unexpected plastique equivalent
to almost every word that had left of the wilfully
dissected Chekhov’s text.

Bulgarian set designer Koliyo Karamfilov
placed a semitransparent backdrop in front of the
scaffolding at the unfinished building of Theatre of
Nations (a clear-cut reference to constructivism and
specifically to Meyerhold’s Le Cocu magnifique).
There were robots in white costumes designed by
Pavel Kaplevich which seemed to point out that we
had entered the third millennium.
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CTOPOHY MeHePXOJIbJOBCKOTO «BeJMKOAYIIHOTO
POTrOHOCIIa»), U ABUTATUCH pobOTH B Gesom (KO-
ctiombl [TaBna KameBuya), ykasbiBast HaM, YTO MbI
BCTYIIWIU B TPEThE THICSYETIETHE. ..

3aBepmumiacek Onmumnuaza «HYalKoi», OCTaB-
JleHHOM mBelnapieM Jltokom BoHau ¢ akTepamu
BeHCKOTO «byprrearpa». TpyaHo 6bLIO BOO6Gpa-
3UTh, YTO TAKMM 3aXBaTHIBAIOIINM OKAXKETCS DIIU-
30/] «TeaTpa B TeaTpe» — ClleHa M3 ITbeChl, HalCcaH-
HoU U nocTtaBneHHoU KoHcranTuHOM TperuieBbiM.
Beuto moHATHO, uyTo KOCTs onepeant cBoe BpeMms,
npe/ipekas IIOKMPYIOIIME U 3aBOpPaXUBaIOIIUe
OTIBITHI CEHOPPEAJIUCTOB.

Ho B nesiom criektakinb boHAM nepekauKaeTca
He C cloppeam3MoM, a ¢ MOCKOBCKUM XyZ0Xe-
CTBEHHBIM TeaTpPOM ero JiereHJapHou mopsl. Hu-
Kakas CKpyIyJie3Hasi NICTOPUYECKAsi TOYHOCTD TIPY
sTOM He cobrozanack. [lepeknnyka ObUTa B IVIaB-
HOM — B CIOCOOHOCTH TIepefaTh XOA IOJJIMHHOMN
JKM3HU, MeJIbYaulive AylieBHbIe ABMKEeHUA U TIpe-
BpallaTh 3Ty HEMIOAAETbHYIO ITPaBAY B TIOPA3UTEb-
HOE UCKYCCTBO WIH, OBITh MOKET, OTKPBITh IT033UI0
B TIOBCETHEBHOM TE€YEHUM BpPEMeHU. BpeMs TeKJIo
[I0-BCaM/IEJIMIITHOMY, OCTaBJsAA Ha KakKZOM CBOU
OTIevyaTok. ApkaZimHa — BesukosernHas FOTra Jlam-
e, coirpaBiiasn y Iletepa llraiina Mamry B «Tpex
cecTpax» ¥ PaHeBCKYIO B «BUITHEBOM cajie», CIep-

6-7. BeneuuaHckue
6ausHeust K.Tonb0oHU,

pedic. JIyka PoHkOHU,
«[Tuxkono meampo

ou Munamo» — Teamp Eeponbt
u «Teampo BvoHdo

Cmabune ou Ianepmo»

I due gemelli Veneziani
(The Venetian Twins)
C.Goldoni, dir. Luca Ronconi,
Piccolo Teatro di Milano —
Teatro d’Europe and Teatro
Biondo Stabile di Palermo

The Festival culminated in The Seagull staged
by Swiss director Luc Bondy with the actors of
Burgtheater of Vienna. It was hard to imagine
that the “theatre-in-the theatre” scene, written
and directed by Kostya Treplev would turn out to
be so fascinating. Apparently, Kostya was ahead of
his time, having foreshadowed the shocking and
spellbinding experiments of the surrealists.

But basically Bondy’s production echoed not
so much the surrealists but the experiences of the
Moscow Art Theatre of its legendary period. That
meant conveying the truth of life and the subtlest
movements of the soul, turning this unadulterated
truth into an amazing piece of art and maybe
discovering poetry in the routine of everyday life.
The times passed in the realistic fashion, leaving an
imprint on everyone. Arkadina, played by superb
Jutta Lampe who had appeared as Masha in Peter
Stein’s Three Sisters and Ranevskaya in The Cherry
Orchard initially looked really more youthful than
Masha (Maria Hengge). Well-groomed, slim, with
a bush of goldish hair falling down on the grey-
blue blouse, she was practicing gymnastics to keep
herself in the perfect shape. She did it gracefully
enough for us to realize that it was not so much
a self-admiration as being used to be admired,
the determination to meet the expectations by
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Ba U BIIPSAMb Kasasnach Mosoxasee Mamu (Mapus
Xenrre). [logTanyTas, cTpoiiHas ¢ KOIHOU 3010-
THCTO-PBDKUX BOJIOC, MAJAIOIINX Ha CEPO-TONyOyIo
KOQTy, OHa 3aHMMaJIach IIACTUYECKON TMMHACTH-
KOU, 4TOOBI MOAJAEPXKATh HAeATbHYI0 GOopMy, TaK
rpalyo3HO, YTO Mbl IOHUMAaJIHU — ZIeJI0 He CTOJIBKO
B CaMOBJTIOOJIEHHOCTH, CKOJBKO B TOM, YTO JIFOJU
TIPUBBIKJIM JIFOOOBAThCSA €10 M OHA He cobupaeTcs
obMaHBIBaTh UX oxuzAanus. OHa TpUHAJJIEXaNIa
MUPY KPacoThl, 3HajIa, 9TO B Hell BCe JOJKHO ObITh
TIpEKPaCHO — U JIUIO, ¥ GUTYPA, U KECTHI — KPACUBO
3akuZibIBajIa HOT'Y Ha HOT'Y, KPaCUBO 3aKypuBaja U
Jaxke KpaCUBO TYLIWIA CIUYKY.

U Bce :xe mpuBbluka ApkaguHoil u Tpuropusa
OTHOCHUTBCSI KO BCEMY JIUIIb KaK K TOACOOHOMY
MaTepuay A1 UCKYCCTBa, JIMIIAeT UX YyTKOCTH K
cyabbaM faske caMbIx GIM3KUX JIIOZIEH, a 1 BOOO-
e YyTKOCTU K JKU3HU, U Me/IJICHHO BeZleT K Heus-
GEXXHOM OITyCTOIIEeHHOCTH. B mocyieiHeM aKTe OHU
BBHIIVISZIAT HE TOJIBKO ITOCTAPEBIINMU — TOOJIEKIIH-
MH; 3aTO KaKOH OCTPOTHI JOCTUTAIOT MYYUTEIHHO
cBexxue mepexkuBaHusa TpemneBa (ABryct /[luib)
v Hunnt (MoxanHa Bokasek).

{ rotoB cMoTpeTh duHAT 3TOM «HakKu» HecKo-
HeYyHOe YHMCJIO pa3; BUJETh BHOBb U BHOBb, KaK Ha
TYCKJIO OCBeIlleHHO! cBeYaMU U JaMIIaMHu B MaTo-
BBIX abakypax CIieHe K/eT, He mpuzeT ju HuHa,
KocTsa — BuepallHUil MOAPOCTOK, OECIIOKOMHBIN,
UHTeJUIUTEeHTHBIM, HEepBHBIN, C MOJABIKHBIM, Kak
PTYTb, IULIOM, C IVIAa3aMH, ITOJTHBIMU JIFOOBU U TPEBO-
ru. Hert, ero jap HUKakK He MeHbllle TPUTOPUHCKOTO,
HO B OTJIMYME OT IIpeyCIeBaollero KoJjleru, OH He
MOXXeT 3aHMMaThCsA BUBHCEKLHeH xku3Hu. OH TBO-
Py sSpyadIIuii HOBAaTOPCKUU CIIEKTaKJb MTOTOMY,
YTO B HeM BrIcTynasna HuHa, 1 Bce BpeMsA MOBTOPAT
ee CJIOBA, ¢ Hell cnuBasch. bes HUHBI ero uckycctso
CTaJIo TIIpeBpallaThCs B peMecio, a KaK peMecieH-
uuk Tpuropus nosyuire. Kocts sxzaer HuHy, 4ToObI
BHOBbB CTaTh CAMUM COOOM, TIpelaHHbIM JIIOOBU XY-
J0’KHUKOM, HeTepIleJIMBO OTKPhIBas JiBEPb B KPO-
MEIIHYI0O OCEeHHIOI0 TbMY, B KOTOPOM BH/ZEH JIUIIb
TIOJIOUIYIIUICA Ha BeTPy Kpail KpacHOTO 3aHaBeca.
KakuMm-TO IIecThIM YyBCTBOM OH JOraZbIBaeTcsd,
4yTo ecnu HuHa pAgoMm, eil, MoeT ObITh, 60S3HO U
HEJIOBKO 3aIVIAHYTh K HHUM, BEIBOPAYMBAET JIAMIIOY-
Ky, 6exuT B caZl, © HuHa OTBa)XXUBaeTCs 3aMTH B IIy-
CTy10 KOMHaTy. HeT 60J1blIle IpeXXHeH ITOPBIBUCTOM,
BOCTOP)KEHHOM IMPOBUHIIMAIBHON /IeBOYKU B JIer-
KOM, OOTATHBAIOIIEM CTPOIHYIO, CJIOBHO JIETSAIIYIO,

others, and she was not going to disappoint their
expectations. She belonged to the realm of beauty
and knew that everything must be beautiful in her:
the face, the stature, the gestures. She crossed her
legs handsomely, lit a cigarette elegantly and even
the way she put out a match was exceptionally
delicate.

And yet Arkadina’s and Trigorin’s habit to treat
everything just as an incidental art material deprived
them of the ability to feel for people, even the closest
ones, and irreversibly lead to inner emptiness.
In the end, they look having grown old and colorless.
Meanwhile the painfully fresh emotional experiences
of Treplev’'s (August Diehl) and Nina (Johanna
Wokalec) become incredibly acute.

I am ready to watch the final scene of that The
Seagull endlessly. To watch Kostya waiting for
Nina in the dim light of candles and lamps under
opaque lampshades. Kostya, almost a teenager,
restless and intelligent, with mercurial features
of the face and his eyes expressive of love and
anxiety. No, his gift is no smaller than Trigorin’s,
but unlike his prospering colleague, he is unable to
engage in vivisection of life. He created a brilliant
and innovative performance only because Nina
had been in it and he kept repeating her lines as
though to become one with her. Kostya is waiting
for Nina in order to recover his own self, to become
an artist in love once again. Without Nina he is as
much an artisan as Trigorin. Some sixth sense is
telling him that if Nina were nearby, she would feel
square and ill at ease to come in. So he unscrews
the lamp and runs into the garden and Nina dares
enter the empty room. All her former impetuosity of
the exalted provincial girl has been gone. Just like
the dress that coveres her slim body that seemed to
be flying in and out. Instead, we see a tired woman,
devastated by the death of her child. She has just
returned from a tour. She is miserable and freezing.
But she has learned to transmute her pain into art
and acquired the power to go on living. Kostya, on
the other hand, needs nothing in the absence of
Nina, so he takes his end.

The Olympics ended on a tragic and heart-
rending note. But it had quite naturally opened
with Strehler’s Arlecchino that was the celebration
of overall and triumphant joy. Strehler’s actors
were absolutely natural. But this naturalness was
extraordinary rather than ordinary. And that kind of
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8-11. Yaiika A.Y9exos, pedc. JTrok Bondu,
«Bypemeamp», Benckuil pecmusans

The Seagull A. Chekhov, dir. Luc Bondy,
Burgtheater, Wiener Festwochen



12-15. ApnexuH,
Cinyza d8yx zocnod
K.Tonw0oHu,

peaic. Zncopdxco
Cmpenep, «[Tukko.o
Teampo ou Munamo» —
Teamp Esponbt
ApnexkuH —

®eppyuuo Conepu

Arlecchino,

the Servant

of Two Masters
C.Goldoni,

dir. Giorgio Strehler,

Piccolo Teatro di Milano —

Teatro d’Europa
Arlecchino —
Ferruccio Soleri

16. /Incop0daco Cmpenep
Giorgio Strehler

burypy mwiathe; nepes HaMu UCTeP3aHHAsS CMEPTHIO
pebeHKa, YTOMUTETbHBIMU 6€CKOHEYHBIMU TaCTPO-
JIIMU, WCCTPAJABINascsA, MPOAPOTIIAs >KEHIIUHA.
Ho ona Hayumiace nepennasiiTh )KUBYIO OOJIb B HC-
KYCCTBO, ITOYEPITHY/IA B UCHBITAHUAX TParudecKoe
MY>KeCTBO XUTh. /s Koctr ke HU4TO 663 HUHBI He
VIMeeT CMBIC/IA, ¥ OH YXOAUT U3 YKU3HMU...
OnmuMnuaza 3aKaHYMBaIach Ha IeMAlled Tpa-
TUYECKOM HOTe, HO 3aKOHOMEPHO HaYMHaIach
CTPEJIEPOBCKUM «APJIEKMHO» — TPUYM(POM BCeoOB-
€MJTIOIIEro, BCETOKOPSIOUIET0 BeCEeNbsA. AKTEpHI
Crpesnepa 6bUTH abGCOJIOTHO €CTECTBEHHBI, TOJBKO
3TO He OObIYHAsA, a SKCTpaOpAUHAPHAsS eCTECTBEH-
HOCTb — OHHU BeAyT cebs He Tak, KaK B TUXOM IIO-
BCEZIHEBHOM OBITY, a CJIOBHO Kypakachb Ha IIyMHO
pasryisaBIIeMcs Ipa3gHUKe. BceM 3zech mpucyi
MpasZHUYHBIA MOJYC CYIECTBOBAHUI; IMPa3ZHUK
ObeT KJII0YOM, IIPA3ZHUK C ero IPUMOAHATOCTBIO U
BO36YK/ZIEHUEM, CIACTIUBOM TIOTHOTOH OBITHS. DTO
OTKPOBEHHA UI'Pa, Urpa Ha IIyOINKY, HO B HEel po-
SABJIAETCS MPa3JHUYHAsA OPTaHUYHOCTD, KOTOPas He
TOJIBKO CHJIbHEE U ApYe, HO UCKpeHHee OyHIIHOM.

naturalness presupposed festive rather than routine
existence on stage. The festive mood and the fullness
of life were omnipresent at that performance. That
was a frank play and not just for pleasing the public.
It revealed the festive harmony that was not only
brighter and stronger but also more sincere than the
everyday down-to-earth existence.

Especially organic and artful was Ferruccio
Soleri as Arlecchino (Harlequin). He seemed to be
flying having overcome the gravitational pull. He
worked miracles demonstrating striking dexterity,
flash-like movements and revealing what seemed
to be unattainable fits of creativity. That Arlecchino
did not offer an ordinary banquet but threw the
feast of feasts.

The Olympics picked up and carried on that
start-up. Its programme featured the concerts of
Brazilian “Vai-Vai” carnival group from Sao Paulo at
which the beautiful mulattos brought the audience
to the state of ecstasy. And there were nine days of
the white, black and coloured carnivals organized
by Vyacheslav Polunin at the Hermitage Garden
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U mpexxzie Bcero paBHO OpraHUYeH U apTUCTH-
yeH ApiekuH — ®epyudo Conepu. Kaxercs, Apiie-
KWH JIeTaeT, IpeofoseBasd 3eMHOe NPUTKEHUE,
TBOPA 4yZeca, IOTpsAcas CHOPOBKOMN, MOJHUEHOC-
HBIMU [JBIKEHUAMU, NPOPBIBAsACh B 3allpeselib-
Hble BO3MOXXHOCTH TBOpYeCTBa. OTOT ApJIeKUH
KJIaZIeT 3a4MH He PAZ0BOMY 0besy, a FPaH1O3HO-
My IIUPY Ha BECb MUD.

M OmuMmnuajza noajep:kaaza 3TOT 3a4MH  —
MONIUTM KOHIEPTH OpasuIbCKON KapHaBaJbHOM
rpynnel «Baii-Baii» u3 Can-Ilayno, Ha KOTOPBIX
KpacaBULIbl MyJIATKU TaHLIEBAIU TAK, YTO HEMYZpe-
HO OBUTO TIPUMTH B 3KCTa3. V1 6bUTO IEBATD AHEH Op-
raHusoBaHHoro BadeciasoMm [lonyHuHbiM beioro,
YepHoro u lIBeTHOr0 KapHaBaJIOB B Cafy «JPMHU-
TaXk», KyZla CheXaJIMCh JIy4line YIUYHbIe TeaTPhI CO
Bcero mupa. Y mybnuka, 3amoyHABLIAsA caj, TYJIsd-
Jla Ha CJIaBy C LIECTH Bedepa /0 IOJMYyHO4YH, KTO-TO
XOZWJI, Ha/leB KJIOYHCKUH HOC WJIM PacKpacus cebd.
JoxTtop JlopH roBopur B «YHaiike», 4TO U3 BCEX r'O-
pozoB MHpa eMy Oosbllle BCero IOHpaBuiIach le-
Hyd, — TaM caMad Jydinad yau4dHad Toana. Ho B
9TU JHU, TIOXKAIYH, Jydllel crasa $ecTUBaIbHAA
Tolma B MOCKBe — MCYE3JU PasApaXUTENIbHOCTb
U 032009eHHOCTD, JIMIA CTalIH JpPYyKeTI0OHBIMU,
NPUBETIVBBIMY, BECEJBIMH, TaK YTO, Ka3aJocCh,
KaK B CTapble I0OpBIe BpeMeHa, KapHaBaJl — 3TO, 110
cioBaM I'eTe, He pa3gHUK, KOTOPBIY ZlaeTca Hapo-
1y, a Ipa3JHUK, KOTOPBIN HAPOZ laeT caMoMy cebe.

Kak HaMm He XBaTayJo TaKOro NpasfHUKA IIOCIe
BCeX MOTPsACeHUH U pa3ovyapoBaHUN — IPa3/IHUKA,
U3 KOTOPOr'O POAMUJIOCH CLIEHWYECKOe MCKYCCTBO
(MBI BIIEPBBIE TaK OTYETINBO yOEAVIUCH, YTO Te-
aTp — 3TO He TOJBKO JpaMaTHh4YecKue, OllepHble U
GasleTHbIE TIOCTAHOBKU, HO U YJIWYHBIE, U KapHa-
BaJIbHBIE 3penuina, neppopMaHChl, WHCTAUIALNN
U KJIOyHaza). U, rmaBHOe, MBI OCO3HaIU TO, YTO
TaK XOPOILIO [IOHMMAaJIN HALW [IPEJKU: IIPasfHUuK —
He IIycTas TpaTa BpeMeHH, OH UMeeT CaKpajJlbHOe
3Ha4YeHHe, CJIY)KUT OOHOBJIEHUIO JKU3HHU, 3apsKas
ee HeWCCAKalollel sHepruei.

TeaTpasibHas OIMMITHA/[A IBUIACH HEOBIBAIBIM
10 cBoeMy 60raTcTBY U pa3sHOOOpa3UIo Ipa3fHuU-
KOM — MBI CMOIVIY YIIOMAHYTb JIUIIb O HEMHOI'UX
MIpUMeYaTeNbHbIX COOBITUAX. A GbUIa ele «Krpa
cHoB» A.CTpuHzabepra, mocTaBieHHAs IPEMAIIUM
Ha BeCh MUP aMePUKAHCKUM pexuccepoM Pobep-
TOM YWICOHOM, — Maruvd IIPOCTPAHCTBA, CMEHa
YyThb XOJIOAHOBATHIX U 6€3yTIPEYHO TPOAYMAHHBIX,

that brought together the best street theatres
from all over the world. And the public that filled
the garden was having great time from 6 p.m. till
midnight. Some were wearing clown’s noses, others
had painted faces. In The Seagull doctor Dorn said
that out of all cities of the world he had preferred
Genova where the street crowd used to be like
nowhere else on earth. But the Festival crowd in
Moscow appeared to be the best ever. The sourness
and anxieties seemed to have been gone and faces
of people became friendly and communicable, as
though confirming Goethe’s words that the carnival
is not the fest that is given to people but the fest that
people give to themselves.

How did we all miss that kind of fest after all
the turmoils and disappointments! The fest, that
gave rise to the art of theatre. For the first time
we became so acutely aware that theatre was not
only drama, opera or ballet but also street shows,
carnival spectacles, performances, installations and
clownery. And most importantly, we realized what

17-19. Hepa cnoe A.Cmpumndbepe,
pedic. Pobepm YuncoH,
IIImadcmeamepu Cmok2016M

Ett Dromspel (A Dream Play), A.Strindberg,
dir. Robert Wilson,
Stadsteatern Stockholm
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HAIIOMUHAIOIUX CTapUHHBIE areppPOTHUIIBI, KOM-
MO3UIMH. BbUT GpaHIly3CKUI KOHHBIN TeaTp «3UH-
rapo», CBUJETENbCTBYIOIIUM, YTO, MOXXET OBITb,
CBudrT mpaB, curTas JONaZiel caMbIMU 61aropo-
HBIMHM U KPACUBBIMU U3 XXUBBIX CyIIecTB. bela rom-
JIAHJICKUH YIUIHBIA TeaTp «JlorTpyIl», TBOPUBIIUN
U3 KapTUH FOPOJICKOTO ObITa YUBUTENIbHYIO MTOJIHU-
bOHMYECKYIO CIOWUTY ITO3TUYECKU-ACCOI[MATUBHO
CBA3aHHBIX 00PA30B, YBOJMBIINX HAC B 3a3epKaJIbe,
10ZI06HO TOMY, KaK OZ[HA U3 OJETHIX B 3eJIEHOe ILUIa-
The aKTPUC BXOJWJIa B IOABUBILINICA HA OTPOMHOM
9KpaHe aBTOOYC U NOSBJSUIACH B ero OKHe. Bruin
JIy4dllle CIeKTaKJIW HalllUX pexuccepoB — «OfgHa
abCoJIIOTHO CcYaCTINBas JepeBHs» IleTpa Pomen-
Ko, «Muctudukanua» Mapka 3axapoBa, «HepHbIH
MoHax» Kambl 'MHKaca 1 MHOroe, MHOT'O€ IpyToe€.
BbUTM TTOKa3aTelbHbIE aKTEPCKHE PabOThHI — YEro
CTOUT XOTA 661 Kupwyut JIaBpoB, CHIIPABIINI B Iie-
Tepbyprckom BT B raynTMaHOBCKOH Apame «Ile-
peZ 3axozoM conHIa» MaTttrnaca KinayseHna Tak, 4To
MBI TIOHSUTH: caMasi 0OBOPOXKUTETbHAS, TTOKOPSIO-
jas yepTa 4eJI0BeKa — 3TO UHTE/UIMT€HTHOCTb.

our predecessors had known so well: a fest is not
just a waste of time. It had a sacred meaning and
contributed to the renovation of life, charging it
with inexhaustible energy.

The Theatre Olympics was an unprecedented
event in terms of variety. We have managed
to mention just a few memorable happenings.
And there were also Strindberg’s A Dream Play,
staged by internationally acclaimed director
Robert Wilson. There was the French “Zingaro”
Equestrian Theatre testifying that maybe Swift
was right when he said that horses were the
noblest and the most beautiful creatures on
earth. There was “Dogtroep” street theatre from
Holland who turned the everyday urban life into
an amazing polyphonic suite of poetic associations
that took us to the mirror-world. There were the
best productions of our directors: Pyotr Fomenko’s
One Absolutely Happy Village, Mark Zakharov’s
Mystification, Kama Ginkas’s The Black Monk
and many others. There were exemplary acting
exploits. Suffice is to mention Kirill Lavrov as
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20. Ieped 3axodom
connua I.Taynmman,
pedc. I'pueopuil
Ko3snos, BT um.
I'A.ToscmoHozo8a

Before Sunset
G.Hauptmann,

dir. Grigory Kozlov,
Georgy Tovstonogov
Bolshoi Drama Theatre

21. Kak eam yzo00Ho,
wiu /leenaduyamas
Houb nocne Poxcdecmea
Y.1llexcnup, pedc.
Pobepm Cmypya,
I'pysunckuil
20cydapcmeeHHblil
akademuueckuil meamp
um. Illoma Pycmasenu.

What You Will,

or the Twelfth Night
of Christmas based

on W.Shakespeare’s
play, dir. Robert Sturua,
Shota Rustaveli State
Academic Theatre

22. onugonusa mupa
Komn. AnekcaHop
Baxwu, pexc. Kama
Tunkac, oupucep
T'udown Kpemep, MKTC,
KamepHulii opkecmp
«Kpemepama banmuxa»

Polyphony

of the World composed
by A.Bakshi,

dir. Kama Ginkas,
conductor Gidons
Kremers, ICTA,
Kremerata Baltica
Chamber Orchestra

®ectuBanb Anuiaca 70 AHeH, U 0CTaeTCsl TOJIbKO
MIOXKAaJIeTh, YTO OH IIPOMENBKHYJI OBICTPO, «KaK MU-
MOJIETHOE BUJIEHBE>.

Ho xo4eTcsa 3akOHUUTD CTAThIO BCe JKe He CJI0Ba-
MU COXXaJIEHUA, a CJIOBAaMU OJ1aro[apHOCTH TEM JIY-
ITMM MacTepaM OTeYeCTBEHHOUN U MUPOBOU KYJIbTY-
PBI, KOTOPBIE CTaBWIN CIEKTAKJIU U B HUX UTPaH,
TeM, KTO Tak — WIN MHade IIoMoraj 3TOM, IO Bce-
00IeMy TPU3HAHUIO, CAMON IPAHAUO3HON B MUpE
TeaTpanbHO! onuMIUaze U TeM, KTO OpraHHU30Baj
ee: He CIlaJl HOYaMHU, IOPOH He ycreBasg IOCMOTPEeThb
[IOCTAaHOBKH, KOTOpble IIPUBOAWIN HAac B BOCTOPT.
V1, koHeYHO ke, Baneputo llazipuHy, KOTOPBII ObLT
IJIaBHBIM IIPOZIOCEPOM TpeX IpeAblAymux Mexzay-
HapOJHBIX TeaTPaJbHbBIX decTUBaIel UMeHU Yexo-
Ba U 3TOr0 YeTBEPTOI'0, COCTOABLIETrOCs BMecCTe C
OJIUMIHNAZION. Y HEro HeBEPOSATHBIN Aap cobupaTh
BOKDYT ce0s1 TaJlaHThI, OTBAXKUBATHCA HA HECOBITOY-
HOe 1 J0OUBAaThCs, YTOOBI OHO CTaIO OBUIBIO. ..

Kynemypa, 2001, 12-18 utons

Mattias Klausen in Hauptmann’s Before Sunset
who made us realize that the most enchanting
quality of man is intelligence. The Festival lasted
70 days and one can only feel sorry that it passed
so quickly, like a “magic moment”.

I should not like to finish this article with the
words of regret. These should better be the words
of thankfulness to those grand masters of national
and world culture who in one way or another helped
the Olympics become a major international cultural
event, recognized as such the world over. I wish to
express sincere gratitude to the organizers for the
sleepless nights and for giving up the opportunity
to see the plays that enraptured us. And surely
special thanks to Valery Shadrin, the general
producer of the Olympics and three previous
International Chekhov Festivals. He has the great
talent for bringing outstanding artists together and
to achieve what seems to be unachievable...

Kultura, 2001, 12-18 July
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1. duzypo-deiicmaue
Cuneny meamp
(Umanus).

Caod «dpmumagxnc»,
Benwlil kapHasan

Figuraazione
Silence Teatro (Italy).
Hermitage Garden,
White carnival

P> X2®)

YAC KAPHABAIJIA MPOBUN

YnuuyHas nporpamMmma TeaTpanbHou OIUMITHA/bI

THE CARNIVAL HOUR

Street Theatre Programme of the Olympics

IIIen 2000 roza. Hauanock HOBOe ThicsiueneTre. Ho-
BBbIE WUIIO3UU U MEUTHl POWIXCH B HAlIMX yMaX U
ayiax. Tak XOTesoch 4ero-To HeoOBIKHOBEHHOTO,
BOJIIIEOHOI0, HY Ha YTO U3BECTHOE HE IIOXOXKETO.

Boobiiie-To ecTh JIE0/i1, KOTOPBIE IPUAYMBIBAIOT
5TO HEOOBIKHOBEHHOE M BOJIIEOHOE JIEFKO, Bece-
JIO U C yZIOBOJIbCTBUEM. K uncCiy Takux Jitofiel oT-
Hocutcs CrnaBa ITonyHuH, paHTazep U CKa304YHUK,
HemopakaeMbli KJIOyH U BeJIMKUH apTUCT, BMecTe
C KOTOPBIM f UMEIO0 CYacTbe paZioBaThCA yAadyaM
¥ HabUBaTh MIUIIKUA BOT yxKe 6osbine 30 yeT. Tak
BOT, K YKa3aHHOMY MOMEHTY Ha IIOJIOUKe ¢ Ha3Ba-
HueM «MeuTsl» y CaBbl JIexkasia jeasd Kydka 3ame-
YaTeJIbHBIX, TUTAHTCKUX, & TIOTOMY HUKEM /[0 TIOPHI
J10 BpEMEeHH He BOCTPeOOBAaHHBIX TPOEKTOB

B 5T0 e BpeMsA cOBCEM B [PyTOM MecCTe ApyTHUe
JIIOZW BAPYT CTaJ MeYTaTb O HEOOBIKHOBEHHOM
¥ HYJ Ha YTO HU3BECTHOE He IToX0xkeM. Maso Toro,
9THU JIIOZM, a TOYHee 3TOT yeyioBeK, Banepuii VBa-
HoBUY ITlaZipyH, He TOJIHKO PEIIWI BO YTO ObI TO HU
CTaJIO COBEPIIUTh HEBO3MOXKHOE, HO U CZlesall 3TO.

Mel caenanu 3To BMecTe. U 4 MO-HaCTOALeMY
CYacTIvBa U IOp/a, 4TO 3TOT HEBBIHOCHUMO TsKe-
JIBIA U YTIOUTENHHO a3apTHBIA TPOEKT JIOBEIOCH
«JleyiaTh pyKaMu» MHe.

Utak, Banepuii IllagpuH, pykoBoauTen b Ye-
XOBCKOT'O eCcTUBAJIs, a B 3TOT MOMEHT U TpeTbeit
BcemupHo#i TeaTpasbHOU ONUMIUAABI, TIPEZJIO-
»kwl Crnase [TonyHUHY cO3/1aTh U peaanu30BaTh OAHY
u3 mporpaMm OnuMInuaZbl, KOTOpas HasbiBajach
«[romazgusle TeaTpbl Mupa». Hukorza mnpexze
YexoBCKUH decTHUBab, Ja U HUKAKOW Jpyroi Tea-
TpaJbHBIA GecTrBaIb B Poccuu He BKJTIOYAJ B CBOIO
porpamMMy CHeKTaKJW YANYHOro Tearpa. Camo
3TO sABJIeHWe ObUIO M3BECTHO JIUIIb TEM, KOMY IIO-
CYaCTIMBWIOCH B JanekoM 1989 rogy momacTp Ha

It was the year 2000. A new millennium had
begun. New illusions and dreams swarmed in our
minds and souls. We were craving for something
extraordinary and magical, something unlike what
we all knew.

Indeed, there are people who invent
extraordinary and magical things with ease, mirth
and delight. One of these people is Slava Polunin,
a dreamer and story-teller, inimitable clown and
great performer, with whom I have had a pleasure
both to revel in success and sustain bumps for more
than 30 years. Well, by that moment there was a
whole bunch of projects on Slava’s shelf of dreams;
remarkable, immense, overwhelming projects,
which were not much in demand for the time being.

At that very moment, elsewhere, other folk
suddenly began to dream about extraordinary and
unheard-of things. Moreover, those people or, to
be exact, the man named Valery Shadrin, not just
decided to achieve the impossible by all means, but
actually did it.

We have done it together. And I am really
happy and proud that that unbearably difficult
and delightfully risky project was “hand-made” by
me, too.

So, Mr. Shadrin, Director of the Chekhov
Festival, and also of the Third International Theatre
Olympics, proposed to Slava Polunin to make and
put into effect one of the Olympic programmes
entitled “Street Theatres of the World”. Prior to that,
neither the Chekhov Festival nor any other theatre
festival in Russia had included street theatre shows
in their programmes. That very phenomenon was
only familiar to those who were lucky enough to
make it to the shows of Polunin’s World Caravan
back in 1989, or to travel to Arkhangelsk, where
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CMIEKTAKJIU MOJyHUHCKOTO «KapaBaHa Mupa» WiIn
mo6BIBaTh B ApXaHTeJIbCKe, T/le YBJICUEHHBIN H/e-
ell yTUIHOTO TeaTpa pexxuccep Bukrtop [1aHOB cTam
ZienaTh cBOi ¢ecruBanb. KoHeuHo, 3apyOeKHBIN
OTTBIT YJIMYHBIX TIPECTABIEHUI Ha KPYITHBIX (eCTH-
BaJISIX U COOCTBEHHO QecTUBaIeN YIUIHOTO TeaTpa
6BUT BechMa obmupeH. Ho juinb mpodeccruoHa bl
MOTJIH II0XBACTaThCs 3HAKOMCTBOM C 3TUM OITBITOM.

BbUIO IPUHATO pelleHue, YTO KOb 3T0 OnuM-
[Mazia, TO U JOJDKHO TOKa3aTh IUPOKOM MyOsIHKe
TeaTp BO BCEM ero MHOT00Opasuu, a IoToMy 060ii-
TU CTOPOHOU YJIWYHBIN TeaTp — CaMylo JeMOKpa-
TUYHYI0 W CaMyI0 MacCoOByI0 GpOpMy TeaTpaibHO-
r'0 UCKyCCTBa — ObLIO OBl HECIIPaBeAINBO. BOT TyT
CrnaBa U OCTaJ CBOU 3aBETHBIE MAMIOYKY, & HOBBIE
Y/iey He 3aCTaBWIU cebs JOJITo KAATh.

B pesysbrare mporpaMma «ILIoImagHere TeaTphl
Mupa» o6beHIIa B cebe cpasdy HECKOJBKO IIPO-
eKToB: «BbapabaHHas cUMOHUsA» O3HAMEHOBaJIa
oTkpeiTHE OnuMnuazs! Ha TeaTpaabHOM IUIOIIAAY,
«[Tapaji KapHABaJIOB» ZIaBaJl CTAPT CAMOU YIUYHOM
nporpamme, «KapHaBajbl B cafy “OpMuTax’» Ha
[IBe HeZIeV TIPEBPATIIH Ca/l B BOMIIEGHYIO CTPaHy
TeaTpa, IZe B KAKAYI0 MUHYTY OBCEMECTHO TBO-
PWIOCH UyZo ucKyccTBa. CaMble GOJIBIINIE U 3HAME-
HUTBIE YJIMYHBIE TEATPBI MUpPA BBICTYIIATIH HA IUIO-
maau PeBOMIOINY, IPAaKTUYECKH V cTeH Kpemuid,

Viktor Panov, attracted by the street theatre
idea, founded a festival of his own. Naturally, the
international experience of outdoor shows at major
festivals and street theatre festivals proper was
substantial. However, only professionals could
boast an acquaintance with this experience.

It was decided, once this was called Olympics,
that we would accordingly have to demonstrate
to the general public the theatre in all its variety;

2. Jlyam «/[ncam6-botiiz»
(Benveus),

Omkpsimue Onumnuaost,
Bapab6annasa cum@onus
TeampanvHas naowas

The D’Jambe-Boys (Belgium),
Opening of the Olympics,
Drum Symphony

Theatre Square

3. [Mapad kapHasanos
Ha Teepckoil ynuue,
Benwlil kapHagan

Carnival parade on Tverskaya
Ulitsa, White carnival

4. ladadane (Mmanus).
Omxpuimue Onumnuadst,
TeampansHas niowads

Dadadang (Italy),
Opening of the Olympics,
Theatre Square

a B TeaTpaJIbHBIX 3a/IaxX cafla «DPMUTAX>» MIPOXOAU-
JIN CIIEKTaKJU IIporpaMmbl «Jlydiive KJIOyHBI XX
BEKa». 3aBepllaoluM aKKOPZOM CTaJIo Mpe/CcTaB-
JieHue 3aKkpbiTua OnuMnuazasl Ha MockBa-peke, Ko-
Topoe ITomyHuH Ha3Ban «Kopabib aypakos». IToro
6 mpoekToB, 50 TeaTpoB M KapHaBaJbHBIX 'PYIIII
u3 6onee, yem 20 cTpaH, MWUIMOHBI 3pUTENEH,
KOTOPBIE T10 CeH /IeHb BCIIOMUHAIOT BCE 3TO HEOBI-
BaJjioe, HY Ha YTO HEIIOXOXee, U... paboTa 10 usHe-
MO)XeHUs1, 6eCKOHeYHas yepesia 6eCCOHHBIX HOUEH,
¥ BOCTOPT OT TOTO, YTO MEUTHI COBIBAOTCA! ...

bapa6aHbl B HOuUMn

3a3Bydasia 6apabaHHas ApoOb B YECTb OTKPBITHUA
TpeTbeit BcemupHoti TearpasbHON OIMMIINAZABI HA
TearpanbHolt Tomazu B Mockse. [lepes orpowm-
HBIM TeaTPaJbHBIM IIOPTAJOM, IOYTHU IIepPEKPHI-
BaIOIIMM YacTh 37aHud Mamoro tearpa, GpaHILy3-
CKUe€, UTAJIbsHCKUE, POCCUICKUE U OelbruiicKue
O6apabaHIIMKX YCTPAWBAIOT HEBEPOSITHOE IIIOY.
Ancam6ss Mapka ITekapcKoro pacronoXuics y Ko-
JIOHHA/BI Bosbiioro Teatpa u Havasn «bapabaHHyo

therefore it would have been unjust to bypass street
theatre, the most democratic and popular form of
stage art. And then Slava pulled out his hidden files,
while new ideas did not take long to turn up.

As a result, the “Street Theatres of the World”
programme brought a number of projects together:
“Drum Symphony” kicked off the Olympics in
Theatre Square, “Carnival Parade” launched the
street schedule proper, while “Carnivals at the
Hermitage Garden” for a fortnight transformed
that park into a magical theatre land, where
artistic miracles were happening every minute. The
world’s greatest and most famous street theatres
performed in Revolution Square, practically
beneath the Kremlin walls, while the concert stages
at the Hermitage Garden provided venues for
the “Best Clowns of the 20™ Century”. The grand
finale was the Olympics closing ceremony on the
Moscow River, which Polunin dubbed “Ship of
Fools”. Overall, there were 6 projects, 50 theatres
and carnival groups from over 20 countries, and
millions in the audience, who are still recalling this
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cuMbOHMIO». 3aTeM TOSBWINCH phIIApU U3 WTa-
JIbSTHCKOWM TPYIIIHI «/[aZiaflair», KOTOPble Ha3bIBAIOT
cebs1 «TaHLyomuMY 6apabaHIIMKaMu» — U, TIPaB-
[la, UX MEePECTPOEHUS MMOXO)KKM Ha TaHell, a CTPaH-
HbIE, OYATO phIllapCKHUeE, JOCIIEXU MPUJAIOT X JBU-
JKEHUAM 0COOYIO MOIIIb.

ScradeTy y UTATbSHIIEB IPUHST yIUBUTEIbHBIN
aysT u3 benbrum «/[xam6-boiis». OTen u 12-1et-
HUH CBIH HE YCITEU YAapUTh B CBOU appUKaHCKUE
GapabaHbl, KaK BCA IUIOIAJb Havajga IPUTAHIIO-
BBIBaTh. [T HUX 000UX, HUKOT/Ia HE YIacTBOBAaB-
IUX B ITOZI06HBIX GOpyMax, a MPUBBIKIIHX ITPOCTO
BBIXOJUTDb MTOUTPATh Ha IUION[AJb CBOETO POJHOTO
AHTBepIrieHa, T7ie UX U 00HapyKw1 [ToTyHUH, 3TO
BBICTYIUIEHHWE OBLIO HACTOSIIUM HCIIBITAHUEM
¥ BEJIMKUM CYACTHEM.

V1, HaKOHell, 3aryzea MOTOP IOABEMHOIO Kpa-
Ha, ¥ Ha/l TUIOIa/[bI0 B3MBLIH BBBICH GapabaHIUKY
B CTapUHHBIX KaMm3osax. CTpesia KpaHa MofHuMasa
UX BCe BBIIIE U BBIIe. BOT OHU yKe HaJ KpHIIIeh
Bosbiioro Teatpa. VI 6apabaHbl HaZ IUIOIMIAAbIO
3By4ar Bce rpomue. JIIOAW CMOTPAT, 3aTauB JbIXa-
Hue. Beccrpariribie apTUCThL GPaHITy3CKOM KOMITa-
HUM «TpaHc-DKCIIpecc», CIOBHO CTOMKUE OJIOBSH-
HblEe COJIATUKU, MOAHSUIMCh Ha/, ILIOIIaAbIo, Has
MHOTOTBICIYHON TOJITION 3puTesel, HaJ, TOCTAMU
Mpa3fHUKa, HajZl OTPOMHBIM TeaTpPaJbHBIM ITOPTa-
JIOM y BXoJa B Masiblii TeaTp, HaJl BCEM U BCs, 4TO-
OBl BO3BECTUTb BCEMY TOPOJY, YTO Mpa3gHUK Tea-
Tpa HAYNHAETCH.

CHauana 6binu florn
Hy»xHo 656110 chOpMHUPOBATH IPOrPaMMy TaK, UTO-
OBl 3pUTENN CMOIVIM YBUZAETb BCE MHOTOOOpasue
COBPEMEHHOTO YJIMYHOTO TeaTpa, JydIlIue CIeK-
TaKJIA U TPYIIIHI, Koux K 2000 rozy 66U10 HEMAJIO.
[lepBbie, O KOM MBI CTaJIU TOBOPUTD U [yMaTh,
6bUTH, KOHEYHO, OHH, «/[orM» TO B KaBBIYKAX, TO
6e3. ToyutaHACKUN yAWYHBIN TeaTp «JlorTpym»,
TPUALIATUIETHAS UCTOPUS KOTOPOT'O M300WIyeT
MOTPACAOIIMMH  CIIEKTAKIAMU, U300peTeHreM
CaMBbIX HEMBICJMMBIX MEXaHHU3MOB U allllapaTos,
co3zaHrueM 0cob0r0 MY3BIKAJIBHOTO CTUJIA, KOTO-
PBIIi CTajl CTOJb TOMYJISIPEH, YTO MY3BIKAHTHI U
apTUCTHI «JlorTpyT» ObLTIH MpUTIAIEHB! [TuTepoM
[puHy3€eM /JIs y4acTUs B €r0 My3BIKaJbHOM IIPO-
exte. OHM MOTYT OBITh KECTKUMU B CBOEM OIIy-
LIIEeHWH JKU3HU COBPEMEHHOTO TOPOZIa M YesoBeKa
B HEM, & MOTYT OBbITh YIUBUTEIHHO TPOTATETbHBI-

extravaganza, unlike anything else staged before,
and the exhausting work, the endless string of
sleepless nights, and the delight in that the dreams
do come true!

Drums in the Night

Drum rolls sounded at the opening of the Third
International Theatre Olympics in Moscow’s
Theatre Square. French, Italian, Russian and Belgian
drummers put up an incredible show in front of the
huge theatre portal, which almost exceeded a part
of the Maly Theatre building. The Mark Pekarsky
Ensemble placed itself at the Bolshoi Theatre
colonnade and began the “Drum Symphony”. Then
came the knights from the Italian “Dadadang”
group, who style themselves “dancing drummers”;
indeed, their performance does resemble a dance,
and their bizarre, as if knightly, armour imparts a
special power to their motions.

The Italians were succeeded by a wonderful duet
from Belgium, “The D’Jumbe Boys”. The father and
his 12-year-old son had hardly touched their African
drums when the whole square started hopping.
For both of them, who had never took part in such
pageants and only used to play in the square of their
native Antwerp, where they had been discovered by
Polunin, that act was a real trial and a great delight.

Finally, the crane motor was heard, and drummers
in historic costumes soared high above the square.
The crane raised them higher and higher, above the
roof of the Bolshoi. Their drums sounded ever louder.
People in the audience held their breath. Fearless
French performers from “Trans Express” skyrocketed
above the square, above the heads of thousands of
onlookers and Festival guests, above the huge theatre
portal at the Maly Theatre entrance, above the entire
world, to announce to the city of Moscow that the
theatre celebrations had got under way.

Dogs came first

The programme had to be formed in such a way
that the audiences could appreciate the entire
gamut of modern street theatre, the best shows and
companies, of which there had been a considerable
number by 2000.

The first ones to have been considered by us were
the “Dogs”, of course. The Dutch “Dogtroep”, whose
30 years of history abound in staggering shows, the
invention of the most unthinkable mechanisms
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5. Ouno

Komnanus «/Joempyn»
(Hudepnamowl),
ITnowads Pegonouuu

Onno
Dogtroep (Netherlands),
Revolution Square

MU U HeXKHBIMU, JJa’Ke CEHTUMEHTAIbHEIMU. B 3Trx
6osbIIMX JMIOAAX (OHU, IIpaBJa, BCe OUYEHDb POCIIBIE)
€CTh IOYTH JeTCKas HAaWBHOCTh, KOTZAa HAUUHAET
urpaTh ux QpaHTacMaropudeckuii opkecTpuk. Ho
camoe YAUBUTEIbHOE — 3TO UX CHEKTAKJIM, 06pas-
HBII MUP KOTOPBIX HEOOBIYEH U APOK. [IpezcTaBbTe
cebe BBHICOUEHHBIN 3aHABeC U3 [IEPEBIHHBIX [JOCOK,
PaCIIONIO}KEHHBIX TOPU30HTATBHO, — dTaKUi 3a60p
Ha060poT. 11 BOT B KaKOW-TO MOMEHT CIIEKTAKJIA,
KOT/Ia SMOLIUU 3alIKaIUBAaOT, OAUH U3 T€PO€EB BhI-
ZlepruBaeT HIDKHIOO I0CKY U BCS MaxyHa 3aHaBeca
PYIIUTCS, CKIAABIBAsCh, KaK KapTOYHBIA JOMUK.
Vnu kak BaM IIOHPABATCS BBIPALl[EHHBIE B IIBETOY-
HBIX TOPIIKaX YeJ0oBeuecKrue PyKH, BCETZIa TOTOBBIE
K moxkatuio. HeBO3MOXXHO 3a0BITh WX JIETAIOUINX
mo HeOy pbIO, MX pa3Bep3aroliuecs Hebeca 1Moz
KpbIlIeli 3ana. B crmekrakiax «Z[oro» Bcerza 3a-
MTOMHUHAIOTCS 06paskl, a HE CIOXKETHBIE KOJUIU3UU.
HaBepHoe, 3TO IOTOMY, YTO GOTIBIIUHCTBO TPYIIIIHL
COCTaBJIAIOT XyZ0’)KHUKH, a He MTHCaTeNH.

and devices, and creation of their own musical
style, which became so popular that the bunch
were invited by Peter Greenaway to take part in his
musical project; and many other wonderful things,
other than that, which can be endlessly retold.
True, they can be a bit harsh in their perception of
modern urban life and humans within it, but they
can also be surprisingly touching and tender, even
sentimental. These large people (they are all very
tall, really) are endowed with an almost childish
naiveté, when their small phantasmagoric band
starts to play. But what is the most marvelous, it is
their shows themselves whose imagery is uncanny
and vivid. Imagine a very high “curtain” made of
horizontal wooden planks, a kind of overturned
fence. At some point of the performance, during
its emotional culmination, one of the characters
is pulling out the lowermost board, and the entire
“curtain machine” falls apart like a house of cards.
Or else, how do you like human hands grown in
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OTBeTCTBEHHbIE 32 KpacoTty

Korza ocHoBHOU Bompoc npo «/[oros» pelniy,
BO3HHKJIA HOBas npobyeMa: U3BeCTHO, YTO caMoe
6O0JIBIIOE KOJMYECTBO 3aMeYaTelbHbIX YIUYHBIX
TeaTpoB CKOHILleHTpupoBaHOo Bo ®panuuu. Ho k
TOMY MOMEHTY, KOIZla HaM CTPacTHO 3aXOTeJI0Ch
NIPUBE3TH [ECATOK U3YMHUTENbHBIX (PaHIy3CKUX
KOJIJIEKTHBOB, BBIACHWIOCH, YTO UMEHHO (paHIly-
30B HaM HUKaK «He MOAHATb». PHHAHCOBOU HOJ-
JIePKKU JKJaTh OT caMUX GPaHITy30B He IPUXOAUT-
s, TaK KaK OHU yKe [IOMOTaIOT IIPUBE3TU KOHHBIM
TeaTp “3UHrapo”, a 3To Zeyo HeuryrouHoe! OcTa-
HOBWJIHCh Ha 5 GpaHIy3CKUX TeaTpax.

Cpenu Tex, KOTo OCTaBWIU — TeaTp «Maabap»,
6e3 6estoro kopabsis koToporo IToJyHUH BOBCE OT-
KasblBaJsICsA IPOBOAUTD ITporpaMmy. 1, cyasa o Bee-
My, OH OBUI IIPaB, IOTOMY YTO HET CTaThU WU IIPO-
CTO OT3bIBa O HaIllel ITporpamme, rze Obl He 6BUIO
BOCTOPTOB B azipec «Manabapa», B agpec 6enoro
KOpabJIf U CTPAHHBIX CYIECTB HA XOAY/IAX — TO JIU
OTPOMHBIX HaCeKOMBIX, TO JIU JUKOBUHHBIX IITHII,
TO JIM 3a6JIyAUBIINXCA aHTEIOB, XOTS /JI aHTEI0B
OHU, HaBepHOe, CJIUIIKOM Hecepbe3HHI.

Benelii ¢aHTacTuueckuii kopabnp «Masaba-
pa» 6OpO3AWI MPOCTPAHCTBA BCEX «MOpei» ¢e-
ctuBaiia — oT «[lapaza KapHaBanos» Ha TBepckoil
4yepe3 «OypHBIE BOABI» CaZla «DPMUTAXK» K «JeBs-
TOMYy Basy» GUHAIBHOTO IOy Ha MOCKBOpeuKoi
HabepeXXHOH, 3HaAMEHYIONEMY 3aKpbiTHe TpeThel
BcemupHoii TeaTtpanpHOM OnuMmnuazbl. [aBHas
IIpUYMHA €ro yclexa TauTcs B 0e3yZepXKHOM IIO-
Jete paHTas3nu, IepeHocAel Hac B MUP «BOAHBIX
CHOB», B MUP, HAaCeJI€HHBIN KPAaCOTOM.

OrHeHHble capapl «kKapaboca»

Heckonbko coB o rpymime «Kapaboc». DTOT KOJ-
JIEKTUB pOAWICS Gosee AecsaTH JeT Ha3az. Buaumo,
TOT/IA YKe POAMJIOCh U UX IVIaBHOE HM300peTeHre —
yujes XpaHUTb OrOHb B IJIMHAHBIX ropmkax. He
YAUBJIANWTECH — TOPILKY [IpeBpallleHbl B TUTaHTCKUe
CBeuH, U3 KOTOPHIX XyZOXKHUKU «Kapaboca» zena-
10T U3yMHUTEJIbHbIe OTHEHHbIe KapTUHBI, OTHEHHbIE
WHCTUIANNU. VIX-TO ¥ IPUBE3IU Ha TeaTpalbHyIO
Onumnuazy dpaHIily3cKre apTUCThl. B MockBy npu-
exaJio He 60JbIle ¥ He MeHbIe — 10 000 IIMHAHBIX
TOPIIKOB, KOTOPHIE BIIOCIEACTBUU [JOJDKHBI OBUIH
NIPEBPATUTBLCS B TUPJIAHABI, GOHTAHEI, CHOIIHI, 1ie-
Jible aj/Uled OTHEHHBIX AepeBbeB. CaZi DpMUTaX,
rae “Kapaboc” sienas mepBble CBOM WHCTAUIALINY B

flowerpots and always ready for a handshake?
Nor is it possible to forget the fishes flying in the
sky, which opens up under the auditorium ceiling.
In shows staged by the “Dogs” we always remember
their imagery, rather than subject, collisions. This
is probably because the majority of the company
is made up of artists, not writers.

Responsible for Beauty

When the major issue with the “Dogs” had been
settled, a new problem arose. It is common
knowledge that the biggest number of outstanding
street theatres is concentrated in France. However,
by the time when we dearly wished to invite a dozen
of wonderful French groups it turned out that we
could not pull it off and could hardly expect any
financial support from the French themselves. They
had been already involved in bringing the “Zingaro”
equestrian show, which was no mean feat! So, we
had to be content with five French theatres.

Among those which were left in our programme
was “Malabar”, as Polunin had absolutely refused to
go ahead with the programme without their white
ship. And he must have been right, because there was
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6. Ilymewecmeue
8 Ak8a-CHbl,
Teamp «Manabap»
(Ppanyus),

Cad «Opmumansic»,
Benwtil kapHasan

Le voyage des
aquaréves
Malabar (France),
Hermitage Garden,
White carnival

7. Cad «Spmumansic».
YepHblil KAPHABANL

Hermitage Garden.
Black carnival

MockBe, BAPYT Npeo6paswicsa U CTaa MOXOAUTh Ha
BOJIIEOHBIH MHp, KaKOW pUCYIOT B ckaskax. Or-
HeHHbIe GUTYPHL U PSZIOM JKeJle3HbIe KOHCTPYKIIUHY,
IIpUBOZMMBIE B JBW)KEHHE BOJOW, pUTyaJbHBIE
TaMTaMbl U3 OOBIYHBIX METAUTMYEeCKUX OOYeK U
yaly ¢ OrHeM, paccTaBeHHble Ha 3eMJle, — BCe 3TO
Jleyiajio IIPOCTPaHCTBO MUCTUYECKUM, TauHCTBEH-
HBIM U MaHAMYM. A IOTOM, Ha 3aKpbITUU OJIMMIIU-
azpl, orHu «Kapaboca» ocBemany IapaneTsl Habe-
pexxHou U caMm «Kopabib J[ypakoB», YIUTBIBAOIIHAN
o MockBa-peke, UM IPUHA/JIEKAI0 aBTOPCTBO OI-
HEHHOM iekopanyy GUHATBHOTO [Ipe/CTaBIeHUA.
U Bca aTa KpacoTa OblIa co3jaHa M3 IPOCTBIX
IJIMHAHBIX TOPIIKOB, HAIIOJIHEHHBIX [TapadrHOM.
I'pymnna «Kapaboc» efUHCTBEHHAs B MHUDPE CO3-
JaeT OTpPOMHBbIe OrHeHHble KapTUHBL. OHU Hasbl-
BalOT cebs TeaTpoM He TOJNBKO MOTOMY, YTO B HX
pelepTyape ecTb U HacTOAIINe YINYHbIe CIIeKTaK-
JId, HO U TIOTOMY, [YMaeTcs, 9YTO UX OTHEHHBIe 1H-
CTaJUIALINM TeaTpasbHEI 110 cBoel cyTu. Co3zaBas
UX, XyZO’KHUKU He IIPOCTO YIYUTHIBAIOT, HO U IIpeJ-
NIKCHIBAIOT YeJIOBEeKy, OKas3blBaIoLeMyCs psAZoM,
ompeZiesieHHOe MeCTO B 3ToW kKoMmmozunuu. OHU
3aBJIeKAIOT 3pUTeJA B CBOM MUP, Zieslas ero YacThio
aToro Mupa. TolbKO YBUZEB 3TO 0c060€ TIATENTBEHO
BBICTPOEHHOE B3aUMOZelCTBre, HaYWHaellb I0HU-
Martb, moyemy «Kapaboc» He JIOOUT ZeKOPHUPOBATh
MIPOCTPAHCTBA, T/I€ HET JIF0/Iei, U IIOOUT CO3/1aBaTh
CBOM BOJIIIEOHBIE «Ca/Ibl» B CAMOH T'yIIe KU3HHU.

no article or comment about our programme without
a word of admiration for “Malabar”, its white ship
and weird creatures on stilts — either giant insects or
outlandish birds, or else straggled angels, although
they did not look serious enough for angels.

“Malabar™s fantastic white ship was sailing
around all the “seas” of the Festival, from the
Carnival Parade on Tverskaya Street through the
“tempestuous waters” of the Hermitage Garden
right up to “the ninth wave” of the grand finale
on Moskvoretskaya Embankment, bringing the
Third International Theatre Olympics to a close.
The main reason for its success was the boundless
flight of fancy, which transported us into the world
of “water dreams”, permeated with beauty.

The Fiery Gardens of “Carabosse”

A few words on the “Carabosse” company. It had
been established over ten years before the Olympics.
Apparently, that was when their principal invention
wasborn, i.e. the idea to keep fire in clay pots. Do not
be surprised, the pots turn into huge candles, from
which the “Carabosse” artists create marvellous fiery
scenes and installations, which were brought by the
French to the Theatre Olympics. As many as 10,000
clay pots were used in Moscow to form garlands,
fountains, shafts and whole alleys of flaming trees.
The Hermitage Garden, where “Carabosse” put up
their first installations in Moscow, was suddenly
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TaHuyoWMe Ha cTeHax
JKenanve BBIOpATH JIy4IINX U3 JTIYy4YIINX U YHUKAb-
HeWIINX 13 YHUKAJIbHBIX MPUBEJO Hac B Ilapux,
B Tearp «[lacCa’kupbl». DTH JIIOIU CYNIECTBYIOT B
APYTOM U3MEPEHUU — WX MUP IepleHJUKYIApeH
HameMmy B caMOM OYKBaJIbHOM CMBICJIE 3TOTO CJIO-
Ba. OTPOMHBIN BEePTUKAJIBHBIA 5KpaH CIY:KUT UM
IUIQHIIETOM CLIeHBl U OZHOBPEMEHHO XOJICTOM JJIA
Oyayiiell KapTUHBI, KOTOPYIO OHU CO37IaI0T B Tede-
HUe cliekTakd. VX TaHell Ha BepTUKaJIbHON CTeHe
3aBOPAKUBAET HE TOJHKO CBOEH HEOOBIYHOCTHIO,
HO M OCOOEHHOW JUHAMHUKOM IOJIeTa, SHEPTrHen
BOCXOXK/JEHUM U mafieHui. YesoBeK, CIIOKOWHO
UYL BBEPX M0 BEPTUKAJIBHOU CTeHe, BBI3bIBAET
KaKoe-TO CTPaHHOE YyBCTBO BOCTOPra W 3aBUCTH.
®ununn Puy — pykoBoAuTeNIb 3TOM IpyNIbl — Ha
BOIIPOC He 3HAaKOMBIX C HUM JIIoZiel o pozie ero 3a-
HATUN OTBeyaeT HECKOJbKO 3araZloyHo: «f 3aHu-
MaloCh CTPAHHBIM /JIeJIOM — Y4y JIIOZiel TaHIleBaTh
Ha cTeHax». Jleso, u mpapja, CTpaHHOe, HO O4YeHb
Kkpacusoe! V1 BHOBB Ilepesi HaMU He CTOJIbKO Pa3Bo-
pauUBAIOMIMNCA CTPOVHBIN CIOXKET WIN UHTPUTY-
Iolas KOJUIM3UA, CKOJIBKO 3aXBaThIBaIoON[asA CBOel
JAAHAMUYHOCTBIO U CTPOUHOM MPOCTPAHCTBEHHOMN
JIOTUKOM KapTHHA.

Bce Tpu ¢paHIy3CKUX TPYNIBI ABJIUIN SpYai-
11Me IPUMephI TOT'0, YTO HBIHYE IIPUHATO HAa3bIBaTh
«BU3YaJbHBIM» T€ATPOM WIU «TeaTPOM 06Pa3oB».

8. Pug

Komnanus «Ilaccaxcupwl»
(Ppanyus),

Caod «dpmumagic»,
LJgemHoii kapHasgan

Récif, Les Passagers (France),
Hermitage Gardem,
Coloured carnival

Yem 6ygem yanBnAatob
ToMmy, KTO Korzia-mu6o paboTas 1Moz OTKPHITHIM He-
60M, XOPOIIIO U3BECTHBI CUTYyalllH, KOT/a 3pUTEA
Ha/I0 He TIPOCTO «3aBOEBATh», HO OCTAHOBUTH, Ipe-
PBaB ero OyIHUYIHEIH Oer.

YNUYHBIA TeaTp JJiA 3TOTO JOJDKEH ObLT Hay-

transformed to resemble a magical world, as
depicted in fairy tales. Fiery figures next to metal
constructions set into motion by water, ritual
tom-toms improvised from simple metal barrels,
and cups of fire arranged on the ground: (-) all
this contributed to the mystical, enigmatic and
alluring space. Later, at the closing ceremony of the
Olympics, “Carabosse” lights would illuminate the
balustrades of the embankment and the “Ship of
Fools” itself, which sailed down the Moskva River.
They served as a flamboyant decoration of the final
show. All this splendour was created from simple
pots filled with paraffin.

“Carabosse” is the only company in the world
to produce such enormous fiery scenes. They
call themselves a theatre not only because their
repertoire includes authentic street performances,
but also because their fiery installations are
theatrical in their very essence. In making them, the
artists not only consider, but also prescribe a certain
place within this composition to any person who
happens to be nearby. They entice the onlookers
into their world, making them a part of it.

Only when one observes this special, carefully
constructed interaction, one begins to understand it
becomes clear why “Carabosse” dislikes decorating
space devoid of people, and prefers to lay out its
magical “gardens” in the very midst of life itself.
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YUTHCA YAUBIATE. V1 OH Hayuuiaca. OTMeHHo. [laxe
usoipeHHo! OHY He TOJBKO OBJIa/|e/Id UCKYCCTBOM
GeraTb IT0 CTEHaM, IUIaBaTh Ha KOPAOJIAX IO CyIIle,
TaHIleBaTh U IPHITATh Ha XOAYJIAX — UX M300peTa-
TeJbHOCTh ITOPOY IIOpakaeT.

Bort, Hanpumep, aBcTpanuiickuii TeaTp «CTpaH-
Hble GPYKTBl» TpUAyMal UTpaTh CHEKTAKIM Ha
6-MeTpOBBIX (PUOEPIVIACOBBIX IIECTAX, KaKUMU
MIOJIB3YIOTCS CIIOPTCMeEHBL. 1IlecThl 3TH CIIOCOOHBI
THYTBbCA 10 3€MJIM U He JIOMaTbCA. APTUCTBL HA HUX
MIPOU3BOJAT BIIEUATIEHUE €CU He «PPYKTOB», TO
«CTPaHHBIX» IIBETOB, CTEOIN KOTOPHIX THYTCA IO/
TSXKECTBIO BEHIA WIM OT NMopbIBa BeTpa. He 3Haro,
IIo4eMy UX TaHel] Ha/ F0JI0BaMU 3puTesieii KaxkeTcs
TaKUM MO3TUYHBIM. OHU B3MBLIM BBEpX, HO OCTa-
JINCh IIPUKOBAHHBIMU K 3eMJe, OHU IIO3HaIU pa-
JIOCTb I10JIeTa, HO JIUIIB 110 U3BECTHOMN TPaeKTOPUH.
VIx npezcTaBieHus — 3peiulia oueHb ApKue, 3aBo-
paXuBarouue.

9. Ilone

Komnanusa «CmpamnHuble
dpyxmul» (Ascmpanusi),
Cad «Opmumansic»,
I[gemuoti kapHasan

The Field

Strange fruit,
Hermitage Garden,
Coloured carnival

Dancing on the Walls
Our desire to select the best of the best and the
most unique brought us to Paris, to “Les Passagers”
company. These people exist in another dimension;
their world is perpendicular to ours in the most
literal sense of the word. A gigantic vertical screen
serves them as a stage setting and at the same time
as a canvas for the picture that they are creating
during their performance. Their dance on a vertical
wall fascinates us not only with its singularity, but
also with its special dynamics of flight, its energy of
ascents and falls. A person that is calmly walking up
a vertical wall inspires a strange feeling of delight
and envy. Philippe Riou, the head of the company,
gives a somewhat puzzling answer to strangers
asking about his occupation: “I am engaged in a
peculiar business, I teach people to dance on walls”.
His business is peculiar indeed, but very attractive!
And again what we have before us is not so much an
unfolding coherent plot or intriguing collision, but
rather a scene, which captivates by its dynamism
and orderly spatial logic.

All three French companies offered us the
brightest examples of what is known as “visual
theatre” or “theatre of images” at the time.
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BT,

Urpbi co cTuxnamm

YIU4HBIA TeaTp COCcOoOeH YAUBIATh He TONBKO CBO-
el 1306peTaTeIbHOCTBIO, HO U CBOEH CaMOOTBep-
JKEHHOCTBIO, CBOEH peInMOCThIO, CBOeH, eciu Xo-
TUTE, IeP30CThIO — Belb IPUPOJA U €€ CUJBL, KaK B
JpEBHEM pUTYyaJle, BKIIOUEHEI B caMo ZielicTBO. MHOM
pa3 CTUXU JIUIIb AaKKOMITAHUPYET MPOUCXOAAIIEMY,
a MHOM — CTAHOBUTCS CAMOH €ro CYIIHOCTBIO.

Boza, BO3AyX U, KOHEYHO, OTOHb — HE TOJBKO
cpezia obUTaHUsA, HO U BBIpasUTeNIbHBIE CPeJCTBa
IUIOIIA/IHBIX crieKTakIel. He cocTaBisiio 60JbIIo-
ro TpyZa paclpeseNuTh TeaTphl, IpUIIAlleHHbIe
Ha decTUBaIb, IO TpeM 6JIOKaM, TpeM KapHaBa-
jsaMm. B Benplif kapHaBas BOILIM BCe Te, KTO, TaK
WU WHaYe, CBA3aH CO CTUXUSIMHU BO3AyXa U BOJBL.
YepHbIil — cTUXUA OTHA. LIBeTHOM — 3eMJIA.

Anocdeo3oM BO3AyUTHOM YacTu GpecTUBaII CTal,
KOHEYHO K€, CIIEKTAKIb UTAJIbIHCKOI'O TeaTpa
«Ctyauo Pectu», CBITPaHHBIN Ha MaHEXHOU ILIO-
mazu. ['Mra"uTckye BO3ZAyIIHbIE MIaphl — 7 METPOB B
JUaMeTpe — HAaTlOTHEHHBIE YUCTHIM T'eJTeM, TOAHU-
MaJIu B BO3/yX UTATbAHCKUX TAHIIOBIUIUIL ¥ akpoba-
ToK. OHM MapwIn Ha/ IUIOIAZbI0, JIETIINE OfEX-
[l TIOZYepKUBaIN KPAacoTy UX TaHIA. A Ha 3eMie
TAHI[OBUIUIIEI, MOZHATHE HAa HECKOJIBKO METPOB
Ha/| TOJION, B MHOT'O3TAKHBIX KPUHOJIMHAX, BelU
CBOI TaHell. 37IeCh XKe aHTeJl OTHA U ero CBUTA Pas-
GpachlBajii MICKPBl NMHUPOTEXHUYECKUX (OHTAHOB,
3aKpeIUIeHHBIX MPSMO Ha HUX caMuX. Bapyr 3abu-

10. Ceem Anzenos
Komnanus «Cmyouo
Pecmu» (Mmanus),
ITrnowads Pesontoyuu

La luce degli angeli
The Studio Festi (Italy),
Revolution Squire

11. Komnanusa «Tpamc-
Okcnpece» (Ppanyus),
Omxposimue Oaumnuaobwl,
Bapab6anHnas cum@ponus
TeampansHas naouads

Transe Express (France),
Opening of the Olympics,
Drum Symphony
Theatre Squire

All three French companies offered us the
brightest examples of what is currently known as
“visual theatre” or “theatre of images”.

What Would Be Our Surprise?

Whoever worked in open air is well aware of
situations when the audience has not just to
be “won over”, but made to pause during their
everyday rush.

To achieve this, street theatres had to learn
how to surprise people, which they did very well,
even ingeniously! They have not only mastered the
skills to walk on the walls, to sail ships on land as
well as to dance and hop on stilts: at times their
inventiveness was truly amazing.

For instance, the Australian group “Strange
Fruit” came up with performances on 6-metre
fibreglass poles, the same that are used by
athletes. These poles are capable of bending as
low as the ground without snapping. Even if
these performers did not look like “fruit”, they did
resemble strange flowers whose stalks were bent
either by the heaviness of the corona, or by gusts of
wind. I am not sure why their dance over the heads
of the audience seemed so poetic. They soared
high above, but remained chained to the ground,
they know the joys of flying, but only with a given
trajectory. Their shows were very impressive and
enchanting.
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JIU MHOTOYHC/IIEHHBIE TOHKUE CTPyH, pa3bpachiBa-
I0IIIie BOAHYIO TbLUIb. Ha 3TOM MbUTH, Ha3bIBa€MOMU
BOZHBIM 3KDAaHOM, CTalu TOABJATHCA OapodYHBIE
KapTHUHBI, IBUTAIOIINECS B TAKT ABMKEHUIO METTKUX
YacTUYeK BOJBI B BO3/yxe. Bce 3TO HEBepOATHOE IO
CBOEU TOP)KECTBEHHOCTU U BEJTMIECTBEHHOCTH JIEH-
CTBHE COIMPOBOX/ATOCh MY3BIKOM M PaccKa3oM O
cyabbe aHresnoB. I1o caMbIM TPyOBIM MPUKUAKAM, B
MIepPBBIH JKe Bedep 3TOT CIIeKTaKJIb YBUZEIO TOPsA/-
ka 200 000 3puTenei. JIroqu CTOSUIN Ha TUIOIIAZH,
3a/ipaB TOJIOBY K Heby, U JIMIITh BO3IJIACH BOCXUIIIE-
HUS BBIPBIBAJIMCh U3 UX YCT. Bce 3T0 OBLIO Tak He
MTOXO’Ke Ha MPUBBIYHO CYeTHYI0, 6erylinyio MOCKBY.
Kakoe-To yZMBHUTENIbHOE YMUPOTBOPEHUE ITAPUIO
B nybsvke. HaBepHOe, UMeHHO 6y1aroapsi TaKOMy
6JIarOCTHOMY BO3JECTBUIO HA MHOTOTBHICIYHYIO

Play with the Elements

Street theatre is capable to amaze not only by its
inventiveness, but also by its dedication and by its
determination and audacity, if you like, because the
powers of nature are incorporated into play as if in
an ancient ritual. In some cases, the elements just
accompany the event, and sometimes they become its
very essence.

Water, air and, of course, fire provide not only the
environment, but also the expressive means for street
shows. It was not too difficult to distribute the Festival
participants into three parts, or three carnivals. The
White Carnival comprised all those who were linked
with the elements of air and water, the Black was fire,
and the Coloured was earth.

For sure, the climax of the air part of the Festival
was the show by the Italian “Studio Festi” acted out on
Manezh Square. Giant balloons (7 metres in diameter),
filled with pure helium, lifted Italian dancers and
acrobats into the air. They floated above the square,
and their flowing attire enhanced the beauty of the
dance. Meanwhile, the female artists below, just a few
feet above the crowd, clad in multi-level crinolines, led
their own dance. And there was the angel of fire and
his suite scattered sparks from pyrotechnical fountains
fixed on their bodies. Suddenly a multitude of very
fine spouts began to strew drizzle around. On that
screen of water droplets, there appeared some baroque
scenes moving in step with tiny particles of water in
the air. That entire event, incredible for its solemnity
and magnificence, was accompanied with music, and
the story of the fate of the angels was told... According
to some rough estimates, on the very first night, that
show was witnessed by about 200,000 people. They
stood in the square with their heads raised towards
heaven, and cries of admiration were escaping their
lips. All that was quite unlike the usual Moscow, fussy,
hasty and gloomy. A remarkable tranquility reigned
among the audience. It is evidently thanks to such a
benevolent impact on numerous crowds that “Studio
Festi” is invited to participate in the most important and
popular events. They even had the honour to perform
before the Pope during the festivities at the opening of
St. Peter’s Cathedral in Rome after restoration. They
say that the Pope was moved to tears by the show, and
heartily thanked the performers for their art.

The shows of this project are so technically
elaborated (overall, they involved 125 performers in
Moscow) and so risky, that even a dilettante can imagine
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Tonmy, TeaTp «Ctyauo PecTu» MpUIIAIIAIOT HA ca-
Mble OTBETCTBEHHBIE, CaMble MAaCCOBBIE MEPOIIPHU-
AtuA. VIM foBesoch Aake BBICTYIUTH nepes [lamoi
PuMckyM Ha npasgHUKe OTKPBITHA NOCJIE PECTaB-
paruu Cobopa Cestoro [leTpa. MojBa I1acuT, 4YTO
[Tara 6BUT TPOHYT CIIEKTAKJIEM /IO CJIe3 M CTPACTHO
6J1aroZapII TEATP 3@ €r0 UCKYCCTBO.

CIleKTaKJIM 3TOTO TeaTpa HAaCTOJIbKO CJIOKHBI TEX-
HoJIOTHYecKH (B HUX B MOCKBe y4acTBOBAJIO B 0061Iei
cyIoXXHOCTH 125 YesioBeK) U HaCTOJNIbKO PUCKOBAHHBI,
YTO JaKe JWIETAHT MOXET HPEJACTAaBUTh cebe, UTOo
VZIOBOJIbCTBHE 3TO OPOTOe. Bpsiz i MBI CMOT/IN OBl
cebe ero MO3BOJIUTD, CIH OBl He HAIIeJICs CIIOHCOD,
B3ABLINI Ha cebs pacxofbl IO CIeKTakIIo B Mockse.
MM okaszascsa uTanbaHCKUl ropoz bapu, B KOTopoM
IIOKOATCA MOIIX OZHOT'O U3 IVIABHBIX CBATHIX — CBA-
toro Hukonas. TeIcAYM TaTOMHUKOB €XETr0HO IIPU-
e3)XaloT B bapy, 4TOOB IPUKOCHYTHCA K CBATBIM MO-
mam. «Ctyano ectr» MHOTOKPATHO IIOMOTaJI TOPOAY
Bapu B IpoBeZIeHUH TeX WU UHBIX TOPOACKUX IIPasz-
HUKOB, CBI3aHHBIX C 3TOU CBATHIHEH. 11 BOT Temephb
TOpo/, TECHO CBA3aHHBIN ¢ Poccuell, momor Teatpy u
HaM IIpe/ICTaBUTh CIEKTAK/Ib «CBET aHTe0B» Ha CYZ
MOCKOBCKOY my6uku. Kaxercs, 4To He06apOKKO —
TaK Ha3bIBAIOT HAmpaBjeHHe, B KOTOPOM paboTaer
Tearp, ero pykoozurenau Banepuo ®ectu 1 MoHuka
MaiiMOHe — IPUILIOCh MOCKBHUYAM 10 BKYCY.

BropokpaTunueckue nurpbi

Ha ¢oHe Kpemnsa

OpuuM u3 nuzepoB mepdopMaHca Ha decTuBaIe
cran rosutaHiackuil xopeorpa¢ Illycaky Takeydyw,
KOTOPBIM €O CBOel TaHIleBaJbHOM Tpymmou «bo-
JUTOPUYM» U 48-10 pOCCUHCKUMU TaHIOBIIUKaMU
OCYIIECTBWJI OCOOBIN, IO-CBOEMY T'DPaHAMO3HBIN
npoekT. /i benoro u YepHoro kapHaBajioB cuia-
MM 3TOU CBOJHOU TPYIIIBI OBLIH CZeIaHbI IBa Mep-
dopmaHca, a B mocyezHue AHU decTrBaid HA Ma-
HEXHOU IUIOLIaZi — ChIFPaH CHEeKTakIb «IlochUI-
Ka», CPelleTHUPOBAHHBIN B TAKOM CMEIIaHHOM II0
cocTaBy BapUaHTe Bcero 3a Tpu HeZenu B Mockse.
Ho, HecMOTps Ha CTO/Ib KOPOTKUM CPOK, 37l€Ch BCe
OBUIO TIO-HACTOALIEMY: OBUT KACTHUHT, B X0OZIe KOTO-
poro xopeorpad oTobpas TpyIIly TaHIOBIIHUKOB,
OBUI MHOTOYACOBBIE €)XXEJHEBHBIE DEIETUIINH,
OT KOTOPBIX HaUMHA/IA IIOCTaHBbIBATh JaKe caMble
cToiikue. Brlia M3HypUTenbHAsA KPONOTIMBasA pa-
60Ta, yBEHYaBINAsCA Pe3y/JIbTATOM, IPEB3OIIE/-
IITMM BCe OXKU/JaHUS.

how expensive and luxury they are. We could have
hardly afforded it ourselves, if it had not been for
the sponsor that covered the show’s expenses in
Moscow. That sponsor was the Italian city of Bari,
which preserves the relics of St. Nicholas, one of
the most revered Christian saints. Thousands of
pilgrims travel to Bari every year in order to pay their
respects to the holy shrine. “Studio Festi” frequently
assisted Bari in staging celebrations connected with
St. Nicholas. And then the city, which has its own
close links with Russia, helped us and the theatre to
bring the show called “The Light of Angels” to the
Moscow public. It appears that Neo-Baroque (such
is the term for the style of this theatre used by its
directors, Valerio Festi and Monica Maimone) suits
the taste of the Muscovites well.

Bureaucratic Games against

the Kremlin background

One of the leading performers at the Festival was
the Dutch choreographer Shusaku Takeuchi, who
with his company called “Bodytorium” and 48
Russian dancers carried out a special and grand
project in its way. This joint company produced two
performances for the White and Black Carnivals,
and during the final days of the Festival on Manezh
Square they appeared in the show called “The
Package”, for which that motley crew had only three
weeks to rehearse in Moscow. But in spite of so short
a time, everything here was for real: the casting,
during which the choreographer selected a group of
dancers, and the hours-long daily rehearsals, which
forced even the most steadfast to groan. This was an
exhausting and painstaking work, but the result has
exceeded all expectations.

The performances at the Hermitage Garden
created a wonderful atmosphere: people in white
masks and overalls moved along the alleys and
paths with strange plasticity. Their slow motions
were like a dream where, as it often happens,
people, things, relationships and subjects blend
together in an odd way. At the Black Carnival people
appeared in exquisite black garments and with as
exquisite movements. Dances began, now solo,
now duets, in various places and at different levels
(because every elevation was used as a stage). Then
the fire gradually started to emerge: a man passed
by, very businesslike, with a flaming suitcase in his
hand; two more business people were talking on
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12. KomnaHus
Harypan-teatp
(Benuxobpumanus),
Caod «dpmumanc»

Natural Theatre
Company

(Great Britain),
Hermitage Theatre

[lepdopmaHCchl B cafly «OPMHUTXK» CO3/aBa-
JIU YAUBUTETbHYIO aTMocdepy: Oesble JIOAU — B
MacKax ¥ KOMOWHe30HaX — B CTPAHHOM IUIaCTHUKE
JBUTAIKCDH IO a/liesiM U TPOTIMHKaM caja. Mx 3a-
MeJJIEHHOE JIBHKeHKe OBbLIO II0XO0XKe Ha COH, B KO-
TOPOM, KaK 3TO YacTO OBIBAET, CAMBIM CTPAaHHBIM
06pa3oM COeMHAIOTCS JIIOAY, TPEAMETHI, B3aUMO-
OTHOIIIEHUS, CIOXKeThl. B UepHOM KapHaBaje Io-
SABJISUTUCH JIFOAW B U3bICKAHHBIX YEPHBIX OZEXKAaX
M C TaKOU 2Ke M3bICKAHHOM IIacTUKOM. HaumHai-
Cs TaHel[ — TO COJIbHBIN, TO MapHBbI — B PasHBIX
MecTaX, Ha pasHbIX YPOBHAX (ITOTOMY YTO Jito6oe
BO3BHIIIIEHNE HCIIOJb30BaJIOCh KaK IUIOLIAAKA).
ITOTOM IIOCTEIEHHO CTajl MOSABIATHCA OIOHb: BOT
YeJIOBEK OYEHBb JIEJIOBUTO IpOINAraj ¢ TOpALIUM
YEeMOZIaHOM B PyKaX; BOT IBO€ HE MEHEE JETOBBIX
JII0ZIell Hada/ll pasroBOp MO TenedoHY: B pyKax
Kaxxzoro — TesedpoHHas TpyOKa, a MeXKAy HUMU
MBUTAIOINAsS HUTh. «[opAlas» TUHUSA. 3aTeM OTOHb
B Bu7ie GaKeoB, MOJIOTOB C MbUIAIOIIUMY IIapaMu
Ha KOHIIAX U APYTUX MPUIYATUBBIX 0ObEKTOB CTA
3axBaThIBaTh BJIACThb HAaJ MPOCTPAHCTBOM. ODTOT
6e33BYYHBIN TaHEI[ OTHA U YeJOBeKa CTaHOBUJICS
Bce 6oJiee MOIIHBIM U ITyTaOIHM.

TpeTbell U IaBHOM uacThio mpoekTa Illycaky
Takey4yu ObUI, KOHEYHO, CIIEKTaKJIb. [Ipexze ero
urpasu 12 ro/uraHACKUX TAHIOBIIMKOB, K KOTO-

the phone, each holding a receiver with a burning
wire between them. Hot line! Then there were the
burning torches, hammers with fireballs and other
bizarre objects, which dominated the space of the
park. This silent dance of man and fire became
increasingly powerful and frightening.

The third and main part of Shusaku Takeuchi’s
project was, of course, the show itself. Being
originally played by 12 Dutch dancers, it was
joined by 48 Russian colleagues on this occasion.
The theme was the office and people who turn into
machines, as it were. The whole show was danced
around and upon office tables, arranged in regular
rows all over the stage. Male and female dancers
clad in grey office uniforms with ties appeared as
polished clerks and gradually invaded the entire
scene. The office was leading its monotonous life,
which makes people go mad, serving as small
wheels and cogs of some great machine. Even their
rebellion seemed mechanical and ridiculous.

Onward to Stanislavsky!

As demonstrated at the Olympics, and this became
a serious revelation for those not very well
acquainted with street theatre, the stage was well
adapted to very different events, from vivid visual
performances to psychological drama. Proving this,
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PbIM Ha cell pa3 IpHCOeJWHWINCH ellle 48 poc-
culickux. TeMol ero crayj opucC U YeNOBEK, Ipe-
BpallleHHBIH 37lech B cBOero poja MamuHy. Cek-
TaKJIb TAHIyeTCA BOKPYT M HAa OPUCHBIX CTOJAX,
paccTaB/ieHHBIX IPaBWIBHBIMHU pAJaMH 110 Bcel
mwiomazgke. TaHIOBIIUKYA U TaHLOBIIUIEL B OAU-
HaKOBO CEPbIX OPUCHBIX KOCTIOMAX C rajJCTyKaMu
NIpeBPaTWINCh B JIOLEHBIX KJI€PKOB U IIOCTEIIeHHO
3aMOJTHSTN cO60H Bee mpocTpaHcTBo. Oduc Havu-
HaJl CBOIO OZHOOOPA3HYI0, LOBOJAMIYIO IO UCCTY-
IUIEHUA >KU3Hb. JII0AW B HEM CTaly «KOJIeCUKaMHU
U BUHTHMKaM{» OosbIIoro MexaHusMma. U gaxke
OYHT UX MEXaHUCTUYEH U CMEIIOH.

Bnepep k CtraHncnasckomy!

Kak nokasana Onumnuaza, — ¥ 3TO CTaJIO Cepbes-
HBIM OTKPOBEHHWEM /IS JIIOZIEN, HE TaK y»K MHOTO
BHUIEBIIUX YJIWYHBIM TeaTp, — IUIONIA/b OKa3asaach
MIPUCTIOCOOTEHHOU [JIsT CAMBIX Pa3HBIX JEWUCTB: OT
SIPKOT'O BHU3yaJIbHOT'O IepdopMaHca 0 MCHUXOIOTH-
yecKou ApaMbl. Hemelkas Tpymma ¢ poMaHTHYe-
CKUM Ha3BaHUEM «3BYK U BUIIHU» B JIOKa3aTesb-
CTBO TOMY IIOKa3aja cBoo Bepcuio «/lokTopa Pay-

the German company romantically called “Sound
and Cherries” (Ton und Kirschen) presented their
version of Christopher Marlowe’s “Doctor Faustus”.
Fearlessly going back to the text, and not being
embarrassed by the complex philosophical subject,
the theatre returned to the timeless story of Faustus,
where “the human world gets in contact with the
world of spirits”, where good and evil, God and
Devil, light and shade carry on their eternal struggle.
Some papers described it thus: “Hell is around us.
It lies in our insatiable ambitions and in the cruelty
of the world, where human madness is killing life.
For one moment “Doctor Faustus” showed us the
terrible abyss whither mankind is falling headlong,
and if only for that reason, it can be called a great
production”. Or thus: “Their performances are
endowed with the genius of nobility and nobility of
genius. For an hour and a half the magical art of
“Sound and Cherries” conquers the Universe”. One
can hardly say any better. This “Faustus” possesses
depth, naiveté, humour and poignant poetry, which
is generally the trademark both of this theatre and
the artistic identities of its directors, David Johnston
and Margarete Biereye. Once the leading members
of the international “Footsbarn” travelling theatre,
they founded their own company, who live in
caravans on a small plot of land near Berlin. There,
among cherry trees, the poetical and grotesque
“sounds” of their shows were being born for over
20 years. Another feature of this theatre is that it
boasts some wonderful actors, who are capable
of creating an atmosphere of confidential, almost
intimate dialogue with street audience.

The breeding of street theatre actors is a difficult
matter. The world does not have any schools or
institutions where future actors would receive any
experience of working in the street. Therefore,
theatres have to undertake the education of new
generations of street actors themselves.

The Italian “Nucleo” theatre is one of those,
which consistently do pedagogical work. This
company thinks about what a street actor should
be, working out a special method of training
based on the Stanislavsky-Tukhachevsky system.
Tukhachevsky teaches street comedians the strategy
and tactics of military action in open spaces, and
Stanislavsky does the rest. But seriously speaking,
they admire the Russian theatrical tradition and
sincerely revere it. They have faith in psychological
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13. Cad «Opmumanic»,
Benwlil kapHasau,
Hlxona ynuunozo
meampa

Hermitage Garden,
White carnival,
School of street theatre

14-15. Anopeti Bapmenes
ITephopmarc
Bomanuueckuil 6arem
Cad «Opmumansic»,
Benwlil kapHasan

Andrey Bartenev,
Botanical Ballet
Hermitage Garden,
White carnival

cta» K. Mapso. He 60sich 06paiatbcs K TEKCTY, He
CMYIIASACh CIOXKHOCTU U QUIOCOPUIHOCTU TEMHI,
TeaTp BO3BpallaeTcd K BEYHON HCTOPUU JOKTOpa
daycTa, K UCTOpUH, TIZle «4eJIOBEYeCKUU MUDP KOH-
TaKTHUPYET C MUPOM JyXOB», TZle A06po u 3710, bor
U AbABOJI, CBET U TeHb IIPOZO/DKAIOT CBOM BEYHBIN
MMOeVHOK. ['a3eThl MUIIYT 06 3TOM CIEKTaKJIe TakK:
«AZ oKpyxkaeT Hac. OH B HEHaCbITHOCTH HAIIUX aM-
OULIMIA, B XKeCTOKOCTH MUPa, TZe YeloBedecKoe be3-
ymue yb6uBaeT kusHb. CrekTakib «/loktop daycrs»
Ha MTHOBEHMe MOKa3al HaM CTPALTHyIo Oe3fHy, B
KOTOPYIO CTPEMUTEJIbHO IaZjlaeT 4eI0BeYeCTBO, U
yKe TOJIbKO ITI03TOMY €r0 MOXKHO Ha3BaTb BEIUKUM
ClleKTakaeM». Mnu Tak: «/MX cIeKTakIAM CBON-
CTBEHHBI TeHUH 61aropoZCTBa U 6I1aropo/CcTBO Te-
HUA. Marmyeckoe UCKyCCTBO TeaTpa «3BYK U BHUII-
HU» Ha [TOJITOpa Yaca MoguuHseT cebe BeeseHHyTo».
Jlydine TpyzAHO cKa3ath. B «daycre» ecTh U IryOHHa,
U1 HaWBHOCTb, W IOMOp, U IIPOH3UTE/NbHAsA MO3TUY-
HOCTb, KOTOpas BooOIlle CBOMCTBEHHA CIIEKTAK/IAM
9TOrO TeaTpa U AKTEPCKUM HHIVBHUAYATbHOCTAM
ero pykoBogureneit /Issuza /l>xoHcToHa U Mapra-
pete boepeiie. Hekorza Beaymire apTUCTHI MeXAY-
HapoOJHOTO CTPAHCTBYIOIIETO TeaTpa «PyrcbapH»,
OHU CO3/IaJT1 CBOIO TPYILY, )KUBYIIYIO B JOMUKaX Ha
KoJiecax, PacloIoXKEHHBIX KPYrOM Ha HEOOJIBIIOM
KJIOUKe 3eMJIM IIoZ bepimuHoM. 37ech, cpefy BUIL-
HEBBIX ZIePEBBEB, BOT yKe 6osee 20 JIeT pOXKAAIOTCA
TIO3THUYECKUE U BMECTe C TeM I'POTECKHBIE «3BYKW»
uxX crekTakueii. OcoOEHHOCTh 3TOTO TeaTpa elle
U B TOM, YTO €T0 YAWUBUTENbHbIE aKTEPHI, CIIOCOO-
HBI Ha y/IUIe CO34aTh aTMochepy ZOBEPUTENBHOTO,
TIOYTH UHTHUMHOTO pasroBopa Co 3pUTeNeM.

BocriuTanue apTUCTOB AJIA YIUYHOI'O TeaTpa —
TeMa HenpocTas. B Mupe HeT y4wIuil ¥ UHCTUTY-
TOB, Iie 6B OyZyIIMEe aKTePHI XOTs ObI B MaJIOl Zl03e
TIOJIyYaJI OMBIT PpaboTEl Ha ynulle. [ToaToMy camu
TeaTpbl 6epyT Ha cebs TPy BOCIUTHIBATH HOBBIE
TIOKOJIEHUS apTHUCTOB-YIMYHUKOB.

K TakuM mmocieo0BaTe/IbHO BEAYLIUM Iefaroruye-
CKYI0 pabOTy KOJUIEKTUBAM OTHOCHUTCS UTAbSIHCKIIHA
TeaTp «Hykseo». B 3TOM TeaTpe He IIPOCTO 3aJyMbI-
BAaIOTCS O TOM, KAKUM JIOJDKEH OBbITh YIMYHBIN apTUCT,
HO U paspaboTanu 0cobyI0 CUCTeMY MOATOTOBKU aK-
TepoB — cucTeMy CTaHuCIaBCKOro-Tyxadesckoro. Ty-
Xa4eBCKUH YUUT YIMYHBIX KOMEeJUAHTOB CTPATerUU U
TaKTHKe BOEHHBIX IeCTBUM Ha OTKPBITHIX IPOCTPaH-
CTBaX, Hy a CTaHUCJIaBCKUM — BceMy ocTanbHOMY. Ce-
PBE3HO TOBOPS, 3/1eCh IIPEKIOHAIOTCA [Iepes; PyCcCKOM
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TeaTpaJbHOU TpaJAULIUEN 1 UCKPEHHE ee UTYT, 37eCh
WCIIOBEAYIOT BEPY ICUXOJOTMYECKOro TeaTpa, CUU-
Tasg, YTO ITO HE TOJbKO He BCTYMAET B MPOTHUBOpE-
quie, HO, HA06OPOT, JIUIITH MOYKET 060TaTUTDh YIUIHOE
II0y. A TIOTOMY COBCEM He YAWBUTEIBHO, YTO BOIIPO-
caM aKTepCKOT'0 MacTepCTBA B 3TOM TeaTpe IprzaeT-
cs1 0ocoboe 3HaUeHue.

OHU OZIep:KUMBI MBICJIBIO, YTO CJIOBO HX HE CO-
JIBETCA C UIyMOM YJIMYHOH TOJIIIH, a GYZEeT YCIIbIIa-
HO. A TIOTOMY F'OBOPSAT OHU TOJIBKO TO, YTO CIUTAIOT
JKU3HEHHO BaXHBIM. OHU roBopAT o JJon Kuxote
(«Kuxor»), o l'epHuke («['epHuKa»), o BapaBckom
reTto («Bypsi»), 0 rubeau JaTHHOAMEPUKAHCKON
LUBUIM3ALUM, pa3pylleHHoN eBponeiinamu («Ma-
cKapo»). OHU TOBOPAT HE MPOCTO O TOJUTHUKE WIU
COIMAIBHBIX MTPO6JIEMax, HO O MPobJIeMax YeIoBeKa.

Yro OBI ATOT TeaTp HHU Jejaj, OH Bcerga OyzaeT
HUCKpEHEeH, U B 3TOM 3aJor ero ycmexa. Hukakue
3bdeKTH, HUKaKas Urpa ¢ OTHEM — HUYTO He BO3-
JIeHiCTByeT CTOJIb MOIIHO, KakK akTep. U aTo B Tea-
Tpe «HyKJIeo» XOPOIIO 3HAOT.

Benbin, YepHbin, LiBeTHON

B Tpex kapHaBasax — besoMm, YepHoMm u liBeTt-
HOM — B CaZly «DpMUTaX» IPUHSIU yJacTHe Bce
poccuiickue KOJUIeKTHUBBI, 3aHUMaBIINeca Ha TOT
MOMEHT HCKYCCTBOM IeppopMaHca U YIUIHO-
ro teatpa. 37iech 6610 Gostee 20 My3bIKATbHBIX
rpynn — OT coBceM IoHOU Torza [lenmareu g0 ma-
crepoBUTHIX «The Tiger Lillies». OTgenpHOe cra-
c160 3a TOMOIIb B CO3/JaHUU 3TOTO MY3BbIKaJIbHO-
ro 6;10Ka Jlemre [TarrepHoMy U BceMy «KuTaiicko-
My JeTIUKY>.

Bosee 40 TeaTpoB u3 ABcTpanuu u Benuko6pu-
Tanuu, Ppannuu u l'epmanny, lomwtanauu u Ura-
auu, Mcrianuu u [onbimuy, Yexuu u Poccuu cMeHs-
JIX IPYT ApyTa B 3TOM /IByXHeZIETbHOM MapadoHe;
pabotaia Illkosa yIUYHOTO TeaTpa; TEXHUYECKUE
cry»6bI 1061eCTHO 6OPOHCH C JOKIEM U TTPUBHIY-
HBIM /IJI1 HaC HECOBEPUIEHCTBOM TE€XHUKU... 3/1eCh
3PUTENIN U apTUCTHI CTAIN €IUHBIM 1IeJIbIM, BCE OHU
ObUTH yJyaCcTHUKaMH KapHaBasia. He 6bUTO MpaKTH-
YeCKU HU OJHOTO 3pUTess 6e3 KapHaBaJIbHOI'O KO-
CTIOMa U KapHaBaJIbHOT'O HacTpoeHus! ..

Mei BeimycTiin 1o 2000 6MIeTOB Ha I€Hb, MToJIa-
ras, 4To GoJiblilee KOJTUIECTBO 3PUTEJIEN OJHOBpe-
MEHHO ca/i He BeZIepKuT. Ml onrnb:vicsk. Ha pors-
JKEHUM BCeX ZIHel paboThl B caZly HUKOT/A He GBUTO
meHee 10000 3putenedt eguHOBpeMeHHO. Kak aTu

theatre, believing that it does not contradict the
street shows, but can only improve them. Thus, not
surprisingly, this theatre pays special attention to
the actors’ skills.

They are taken with the thought that their word
will not be lost in the noise of the street crowd, but
will be heard. That is why they only say things which
they deem vitally important. They speak about Don
Quixote (“Quixote”), Guernica (“Guernica”), the
Warsaw Ghetto (“The Tempest”), or the demise of
Latin American civilizations destroyed by Europeans
(“Mascaro”). They deal with not just politics or
social issues, but with human problems.

Whatever this theatre is doing, it will always
be sincere, which is the key for its success. Neither
special effects nor tricks with fire, nothing makes so
powerful an impact as an actor does. And they know
it full well at the “Nucleo”.

Black, White and Coloured

The three carnivals, White, Black and Coloured,
held at the Hermitage Garden, included all Russian
groups which then practised the art of performance
and street theatre. There were over 20 music
bands, from Pelageya (very young at the time) to
the experienced “Tiger Lilies”. For helping us to
bring this music block together special thanks go to
Liosha Paperny and the entire “Chinese Pilot”.

Over 40 theatres from Australia, Great Britain,
France, Germany, Netherlands, Italy, Spain, Poland,
the Czech Republic and Russia succeeded each other
during that two-week marathon. A school of street
theatre was opened. Technical services bravely
struggled with rain and the customary imperfections
of equipment... There the artists and audiences
became a single whole, and everyone could take
part in the carnival. Hardly a visitor could be found
without a carnival costume and carnival mood!

We issued 2,000 tickets every day in the belief
that the Garden could not contain a bigger number
of people at a time. We proved wrong. Throughout
the whole period of work, the Garden never had less
than 10,000 spectators. How these people managed
to get in, I cannot tell.

The decorations were changed, and the groups
moved to new locations with incredible precision,
appropriate in emergencies.

Everybody: performers, administrators, tech-
nicians, interpreters, designers, directors and
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16. KomnaHnus

«[Iamb paszHeB8aHHbIX
MYAHCUUH»
(Aecmpanus),

Cad «Opmumansic»,
YepHblil KApHABANL

Five angry men
(Australia),
Hermitage Garden,
Black carnival

17. Kapmen Pynebpe
Komnanus «bropo
ITymewecmauil»
(ITonvwa),

Cad «Opmumansic»,
YepHblil KapHA8AN

Carmen Funebre
Teatr Biuro Podrézy
(Poland),
Hermitage Garden,
Black carnival
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JIIOZIY TIPOHUKAJIU B cajl, s1 He 6epych paccKas3aTh.

CMeHa Jekopalldii U NepeAuc/iOKalUs TPy
MMPOUCXOAWIN C HEOOBIKHOBEHHOM YeTKOCThIO,
CBOMCTBEHHOM aBpaJIbHOMY PEXUMY.

37ech BCce: apTUCTHI, aAIMUHUCTPATOPHI, TEXHU-
KU, NePeBOAYUKU, XYAO0KHUKU, PeXUcCephl U UX
aCCUCTEHTHI — paboTaau TaK, CIOBHO 3TO CaMOe
Ba)KHOeE ZIeJIo B uX »ku3Hu. Criacubo vM 3a 310!

Jlyywme knoyHbi XX BeKa

[TonyHuH mpUAyMas 3TOT MPOEKT ZOBOJIBHO /aB-
HO. YIWBUTENIBHBIM 006pa3oM OKa3ajoch, 4TO K
koHIy XX Beka B Mupe chopmupoBasach Ipyi-
I1a JIUJEpoB B 06JIACTU CLIEHUYECKOH KJIOYHAZBL.
I'pynma Hebosbmiasa, demoBek 8-10. V1 kaxzAbIH
U3 HUX 3aHT cBoe ocoboe MecTo. [Ipuexanu Ha
TeaTpasbHylo OnuMnuazy B MOCKBY, KOHEYHO, He
BCe, HO MHOTHe.

OgVH — KJIOYH-3KCTPEMHUCT. OTO, KOHEYHO,
J-xanro dasapzac. OH yMyApWICA HAPYIIUTh yCTOU
BCEX CTpaH, B KOTOPHIX MoObiBara. OH He cyMmei
MPOWTHU MUMO HU OZHOU U3 OCTPHIX TeM U Taby,
MIPUHATHIX B 0bIiecTBe. Bee Taby HapylieHbI, Bce
OCTpble YIJIbI 3aZeThl, YNHOBHUKU BCEX CTpaH
OCKOPOJIEHBI... 3PUTENU CYACTIUBBI, MHOTOYHC-
JIEHHBIE YYEHUKH IIPOCTO 000XKAIOT.

Bropoit — kioyH-mupuK. BomecnaB [lonmBka.
JlrobuMel] 4eX0B U CIOBAKOB, aBTOP 3HAMEHUTHIX

their assistants, were working so hard as if it was
the most important event of their lives. Our thanks
to all of them!

Best Clowns of the XX Century

Polunin conceived this project quite a while ago.
As it happened, by the end of the 20™ century a
group of world’s leading clowns took shape. This
group was small, just 8 or 10 people, each holding
a special place. Not all of them, of course, could
come to the Theatre Olympics in Moscow, but
a number did make it.

One of them was the extremist clown, who else
but Jango Edwards. He had managed to break the
rules in all countries that he ever visited. He could
not pass over any of the pressing issues or taboos
known in society. All taboos were violated, all rough
edges touched, and bureaucrats all over the world
were offended... But the audiences are happy, and
his numerous pupils just love him.

The second was the lyrical clown, Boleslav
Polivka. The idol of Czechs and Slovaks, author of
famous TV shows, theatre and film actor, owner of
his theatre, director, and, besides, a self-proclaimed
king of the imaginary Kingdom of Walachia. The
subjects of that kingdom have passports wherein it
is written: “If a person loses a sense of humour, he
(or she) loses the right to be called a Walachian”.

The third one was the absurdist Jéréme
Deschamps, currently director of Théatre national
de 'Opéra-Comique in Paris, who started his acting
career in Comédie-Francaise in the days of Antoine
Vitez. Deschamps won fame with his remarkable
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18. Cnasa IlonyHun
(Poccust)

Slava Polunin (Russia)

19. /Icarnzo S0s8apoc
(Hudepnanowt)

Jango Edwards
(Netherlands)

20. )Kepom /lewaH.
(cnesa)
Cnexmaxknib
Bpamubsa 3enum
(Ppanyus)
Jérome Deschamp
(left)

Les Freres Zenith
(France)

21. Jleo Baccu
(HUcnanus)

Leo Bassi (Spain)

22. Bonecnag IMonuska
(Yexus)

Bolek Polivka
(Czech Republic)

TeJIelIoy, aKTep TeaTpa U KUHO, XO351H COOCTBEH-
HOI'O TeaTpa, pekuccep, a ¢ HeKOTOPHIX IOp ellle
U KOpPOJib, KOTOPBIM OH caM cebs MPOBO3IIACHI,
puzAyMaB cOGCTBEHHOe Basalickoe KOpoieBCTBO.
Y rpaxkzaH 3TOro KOpOJeBCTBA eCcTh IaclopTa, B
KOTOPBIX 3aMMICaHO: «ECT1 4eoBeK TepsieT YyBCTBO
I0MOPa, TO OH TepsIeT ITPaBO HAa3bIBAaThCA BAJIaXOM».

Tpetuit — abcypauct. XKepom Jlemrad. Heile —
UHTeH/IaHT napmxckoii «Onepa KoMmuk», HaunHaB-
muH CBOIO aKTepcKyio kapbepy B «Komeznu ®paH-
ce3» BpeMeH AHTyaHa Butesa, Jlelrad npociaBuica
CBOVMMMU Yy/JIMBUTEJbHBIMU CHEKTaKIAMHU, IJe Aeh-
CTBYIOT O4eHb CTPaHHbIE, HAaUBHBIE TIO/IU, }KUBYIIINE
B Mupe abcypza u dyzadecTB. «bparbsa 3eHUT» —
OZIH 13 CaMbIX 3HaMEHUTHIX CIIeKTaKJIel KOMIIa-
Huu JKepoma /lerana — GbLT TOKa3aH MOCKOBCKOMU
ny6svike B paMkax OJIUMITHAZBL.

YeTBepThiii — KiI0oyH-rmocod. Cam Crasa Ilo-
JyHUH. Bcero Tpu mnpegcrtaBieHus «CHEXHOTO
mIoy» OBLTM IPAKTUYECKU IIEPBBIM 3HAKOMCTBOM
MOCKBUYEH C 3TUM CIeKTaKJIeM.

[TaTeiit — kioyH-aHapxucT Jleo baccu. O HeM
MOKHO paccKa3bplBaTh YacaMU: KaK OH JIOMOU 4e-
pe3 OKHO XOJUT, TOTOMY YTO KJIIOUU BCerza 3a0bl-
BaeT; KaK OH pa3bII'PhIBAeT BCEX OKPYKAIOIUIUX;
KaK OH He MOXeT IT1caTh, IOTOMY 4To OH «COKpar,
a He [InaToH» (Tak OH Hamucaa MHe B IHCbMe B
OTBET Ha IIPOChOY TIPHCIaTh MaTepHUabl O cebe);
KaK OH pacCuMThIBaeT CBOI rOHopap, MIAAA Ha
MUHepaJorn4ecKylo KapTy CTpaHsbl Iiperoarae-
MBIX TacTpoJeii u T.Z. OH ¢ yZIOBOJIbCTBUEM pabo-
TaeT Ha y/Iulle, XOTA 3ajJaMU TOXKe He THyIIaeTcs.
Ho ynuiy mo6ut 6osblile, TOTOMY YTO B CBOE€M
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KJIOYHCKOM Tpodeccuu 6OJbIlle BCETO I[EHUT TO,
YTO MOXKET 3aHHMaTbCsd He TeaTpoM, HO caMoii
JKU3HBIO.

OTzAeNbHBIM COOBITHEM CTaJl TIPUE3]] ellle Of-
HOU MUPOBOM 3HAMEHUTOCTU — KMHOpPEXuccepa
Teppu 'muinama. OH Ipe/CTaBJIsA CaMyIO IIOIy-
JIIPHYTO aHTJIMHACKYIO TPYTITY KOMUKOB — «MOHTH
[TatiToH», KaMepTOH aHIVIUMCKOr0 IOMOpa BTO-
poit nonoBuHbl XX Beka. K 2001 rozy «Jlerato-
mwui nupk MoHTHu [TaliToH» CylllecTBOBaJI JUIIb
Kak BocmoMuHaHue, Mu¢ (Tpymma pacransach
emle B 1983 rogy), XOTs CHATHIE Ha IUIEHKY UX
CKeTYU U QUIbMBI PAAYIOT 3pUTENEl BCETO MUpa
U TI0 Celi ZieHb U, iyMaro, OyAyT paJoBaTh BCeraa.
TBopueckaa BcTpeya ¢ ['myutnmamMom JOTOJIHWIIA
aHopamy.

Bce aTu 3ameuaTesbHBle aApTUCTHL JaBaiuv
CBOU IIpe/ICTaBJIeHUA B TeaTpax, KOTOpble HaXo-
JATCSA Ha TEPPUTOPUH €aZla «DPMUTAXK», YTO CO3-
ZlaBajIo eire GOJIBIIYIO TUIOTHOCTb COOBITUM Tpex
KapHaBaJIOB.

Mapap kapHaBanos
[TporpammMma «IlnowmazHble TeaTpbl MUpa» CTapToO-
Basia bmmke K KoHITy OJTMIuazsl, ke B utoHe. Ha-
yyHa/l ee I'PaHAMO3HBIN «[lapas xapHaBajioB» Ha
TBepckoil. YIM4HEBIe TeaTphl, KOTOPHIM IIPECTOANI0
y4yacTBoBarh B besioMm, YepHom u lIBeTHOM KapHa-
BaJlaX B cafy «DPMUTaX», IIpeJCTalld MEPBLHIMHU.
3a HUMH c/efioBalu (QOIbKJIOpHbIE TPYIIIBl U3
ToeiBbI ¥ ¢ KaBKka3za, u3 IkyTuu u 1jeHTpaabHou Poc-
CHU KaK HallOMMHaHUe O TOM, YTO KapHaBaJj bepeT
CBOE HA4aJo B pUTyase.

3aTeM MOCKOBCKas MyOJIMKa yBHZENa BO BCEM
BEJIMYMU POCKOIIb BEHEINAHIIEB, HEMBICIUMBIE
OTPOMHBIe KyKJIbI U3 Buapezaxo, TaHIbl KUTAHCKUX
ZIPAaKOHOB Y TUTPOB 1, KOHEYHO, IITOKOJIaIHBIX Opa-
3WIbAHOK. B MoOCKBy Ipuexanu IpeAcTaBUTENU
oxHot u3 IlTkon cam6b1 u3 Can-Ilayno: moutu 300
YeJIoBEK, MPeCTaBIABIINE OPa3MIbCKUI KapHa-
BaJ. 371ech OBUIM U MY3BIKAHTHI, U (IATOHOCIIEL,
u 6asgHKU (KeHIIWHBI 3a 50, Ybe yyacTue obs13a-
TEJIbHO B KQXX/I0W KapHAaBAJIbHOU T'PYIIIE) U, KO-
HEYHO, MYJIATKU B HEOIIMCYEMBIX IIepbsX U OJ1ecT-
Kax, cjIerkKa IpUKPBIBAIOIINX TOYEHbIE TeJla.

[Tybnuka HencToBcTBOBaza. ok O6bUI Tak Be-
JIMK, YTO HECUYACTHBIX MYJIaTOK YyThb He pa3opBa-
. Bo BcAkOM cilydyae nepbs U3 UX OfeAHUU Io-
BblJeprusaiu!

productions, where very strange and naive people
are acting, who live in an absurd and eccentric
world. “Les Fréres Zénith”, one of the most
celebrated achievements of Jérome Deschamps’
company, was presented to the Moscow public
during the Olympics.

The fourth was the philosophical clown, Slava
Polunin himself. Only three performances of his
“Snow Show” were virtually the premiere of that
production in Moscow.

The fifth was the anarchist clown, Leo Bassi.
One could talk about him for hours: how often he
gets home through the window, because he always
forgets the keys; how he plays tricks on everybody
around him; how he is unable to write, because he
is a “Socrates, not Plato” (as he put it in his letter
to me in the answer to my request to send some
materials about him); how he calculates his fees
looking at the mineralogical map of the country
which he intends to tour etc. He is happy to work
in the streets, although he does not ignore indoors
either. But he likes the streets better, because in his
profession of a clown he mostly appreciates the fact
that he can deal with life itself, not just the theatre...

A special event was the arrival of another
world celebrity, the film director Terry Gilliam. He
represented Britain’s most popular comical bunch,
“Monty Python”, the tuning fork of British humour
in the latter 20" century. By 2001 “Monty Python’s
Flying Circus” existed solely as a recollection or a
myth (the group fell apart back in 1983), although
their sketches and films still delight viewers all over
the world even today and, I believe, always will.
A lively meeting with Gilliam was a welcome
addition to the programme.

All these amazing artists performed at the
Hermitage Garden, which made the three carnivals
programme even busier.

Carnival Parade

The “Street Theatres of the World” programme
got started towards the end of the Olympics, in
June. It kicked off with a grand carnival parade on
Tverskaya Street. The show was opened by theatres,
which took part in the White, Black and Coloured
Carnivals at the Hermitage Garden. Those were
followed by folk groups from Tyva, the Caucasus,
Yakutia and central Russia, as a reminder that
carnival has its origins in rituals.

222

«Kopabnb gypakoB» Ha MocKkBe-peke
3akpeiBaTh OnMMIIHMAaZy JOJKHO OBUIO HEYTO
SMUYECKOE U He3abbIBaeMoe, copasaMepHoe Mudy
wiy puryaiy — 3to Ciasa [IoJlyHUH 9yBCTBOBAJI
¥ noHuUMaJs. IIoToMy U TIpeJJIoXKII CO3JaTh PO-
MaHTHUYeCKUH 06pa3 Kopabiis, IUIBIBYILEro Ty,
KyZia mo3oBeT MeuTa. Tak pogaunack nzes «Kopa-
6J11 LypaKOB».

CpenHeBeKOBas MPUTYA, U3JIOKEHHAsA B CTH-
xax CebacTtpsiHOM BpaHTOM, O «KOpabise xaypa-
KOB», IUTBIBYILIeM B [JTyTutanAnio, 0ObI9HO BOCIIPU-
HUMAaEeTCs KaK HeUTO CATHPUYECKOe, POACTBEHHOE
«[loxBaje mIymocTu» Opa3Ma PoTTepAaMCKOro
Win catupudeckuM namdieram. OZHAKO B 3TOH
vzee COAEPXKUTCA — U OTO TOYHO yBuZes Ilomy-
HUH — I10-CBOEMY TO3TUYECKUN 06pa3 CTPaHHOT'O
Kopabsisi, Ha 60PTYy KOTOPOTO HEOOBIYHBIE JIFOIU
IUTBIBYT HEM3BECTHO KyZa.

Hazo 6puto moctpouth «Kopabib AypakoB».
[Moxpo6HOe M3ydyeHMe CTapUHHBIX TPABIOp IOKa-
3a710, YTO JIOAKU IpeZjiaraeMoro obpaslia CIIHII-
KOM Masibl JUIg TaKOM OpaBhbl «AypaKOB», Kakas
ZIOJ’KHA ObLIa IpuexaTh Ha GpecTUBasb. [T0MyHUH
He3aMeJIMTEJIbHO HalleJl pelleHue: Kopabiib
ZIOJ’KEH OBITh MOCTPOEH U3 6aMOyKa U UMETb HU
Ha 4YTO He ITOXOXKUe o4yepTaHusd. 3a pa3paboTKy C
OOJIBIITUM SHTY3Ma3MOM B3SUICS aBCTPAMHACKUN
CIIEITUAJIUCT TI0 CTPOUTENbCTBY AUKOBUHHBIX KOH-
CTPYKIIUM U3 KuTakickoro 6ambyka Moco — Caii-
MoH Bapnu u ero xomanga «bam6yKo». Bambyk
exaJsl K HaM Mecar u3 Kuras, o6opyzoBaHue IUTBI-
JIO MOpeM 60JIbIlle Mecsia u3 ABcTpanuu, CaliMoH
Bapiu mpuaymbIBaj, TPOCYUTHIBAT U IIPOIUCHI-
BaJl IIPOEKT Kopabsisa, B MocKBe roToBMIACH K pa-
60Te TpymIa poCCUNUCKUX ATbIIMHUCTOB, IHCAIU
TOHHBI OyMar, UCKaIH ITOAXOAAIYI0 6apxKy, oro-
BapUBAINCH O CHIDKEHUY CTOUMOCTU TI€PEKPBITHS
PEKH U T.[. U T.II.

BaMOyKoBbIF KOpabsb CTpOWIN 2 HEAETU —
Ka)k/JBIl IeHb C PaHHETO yTpa /I0 I03/[HErO Beve-
pa. VimnpoBusupoBaHHas Bepdb y cTeH Kpemia
CTajla TO-HacTosAleMy 00pa3loBO-IIOKa3aTesb-
HBIM IIpeANpUATHEM, pabOTaBIIMM C HeU3MeH-
HBIM IIepeBBINOTHEHHEM IUlaHa. Kopabsip mosy-
YWICA [IeNCTBUTENHbHO YHUKAIBHBIU: €ro aXKyp-
Hble CTEeHBI, [T0/iIcBedeHHble orHAMU «Kapaboca»,
€ro «KOJIOuMe» O4YepTaHWUs U OrPOMHAs MayTa,
KOTOpas J0oJDKHA 1Ta/laTh BHU3 IIPU IIPOX0Ze Kopa-
6JI TIOZ, MOCTOM, CJIOBOM, BCE CBU/ETETHCTBOBA-

Afterwards the Moscow public could appreciate
the full magnificence of the Venetians, the incredible
giant dolls from Viareggio, the dances of Chinese
dragons and tigers and, of course, the Brazilians.
Members of one of the samba schools from Sdo
Paulo came to Moscow, almost 300 persons who
represented different ranks of the Brazilian carnival.
Those included musicians, flag wavers and baianas
(ladies in their 50s whose presence is obligatory in
any carnival group) and, naturally, mulatto girls in
their indescribable plumages and spangles, barely
covering their little chocolate bodies.

The audience was going crazy. Their shock was
so great that poor mulatto girls were nearly torn
apart. Anyway, some feathers were plucked from
their outfits!

“Ship of Fools” on the Moskva River

The Olympics were to be closed with something
epic and unforgettable, similar to myth and ritual —
Slava Polunin felt and understood it. That is why
he proposed to create a romantic image of a ship,
which sails where the dream beckons... Thus, the
idea of another “Ship of Fools” took shape.

A medieval parable, retold in verse by Sebastian
Brant, about a “Ship of Fools” setting sail for Fools’
Land, is normally perceived as something satirical,
akin to Erasmus of Rotterdam’s In Praise of Folly,
or similar pamphlets. However, this idea contains
(as rightly noticed by Polunin) a somewhat poetic
image of a strange vessel, on board of which strange
people are sailing no one knows where.
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27-29. Omkpsimue
npozpammbl
«I[Inowaomwte
meampusl MUpa»

Opening

of the programme
of Street Theatres
of the World

JIO O TOM, YTO IMepes HaMU He IPOCTO IUIaBCPE/-
CTBO, HO CKA304YHOE, 3araJj0uHoe, HEOOBIKHOBEH-
HOE CYZIHO, CITOCOOHOE YBE3TH My TeIlIeCTBEHHUKOB
B CaMble TAMHCTBEHHBIE JaIN.

«Kopabnb pypakoB»

otnnbin ot cteH Kpemnsa

Ha MockBopelkoi HabepeKHOHN YCTaHOBWIU TPU-
6yHbl Ay 10000 3puteneii. Co Bcex CTOPOH — Te-
JIeBU3UOHHBIE KaMephl JJId IPAMON TpaHCIALUU
Lepemonuu 3akpeiTusa TearpanbHOW OauMITHA-
Apl. HaBuranuio Ha peke IepeKpbUIM, ABIKEHUE
MalllMH 110 Habepe)XHBIM Toxke. COTHU TPOXKEKTO-
POB OCBETWIHM YyZAECHBbI 6aMOYKOBBI KOpabiib,
TIPUIIBAapTOBaHHbLIN K Oepery. COTHU apTHUCTOB
pasbIrpasy HeOOIbIIOE AeHCTBO O CTOTKHOBEHUH
Besoro u YepHoro kapHaBaJIOB ¥ 00 UX IIPUMUPeE-
HUU C NofBjIeHWeM l[BeTHOro. ApTHCTHI B3OLLIN
Ha GOPT CKa30YHOrO CyZHA, U KOpabJb IOIUIBLIL.
[IpaBza, He cpasy.

BambykoBoe CyJHO cjierka HEeyKJIOXKe OTOpBa-
JIOCh OT IIpyYasa, HO TYT XKe BBIIIPABWIOChH, BbI-
TIPSAMUIIOCH, CJIOBHO OCO3HaB, YTO Ha HET'O CMOTPAT
MWUIMOHHI I71a3. /[BU)KeHHe ero CTajo POBHBIM U
CTeIIeHHBIM, U TOTZ]a 3pUTEIN YBUZEIU, YTO K HOCY
KopabJis MpUBA3aH KaHAT, 32 KOTOPHIH OyATO TSIHET
ero OAVHOKUM YeloBeK Ha BeJIOCHUIleZle, CKOJIb3s-
1IIEM II0 BOAHOM IVIaZu.

OuHan

...Kopabsib CKpBUICA 1MOJ, MOCTOM, Ha KOTOPOM
CTaJl Me/IJIEHHO 3aKPhIBAThCSI OTHEHHBIN 3aHaBeC.
DTO 6BLIO TaK BETUYECTBEHHO, TAK TOPKECTBEH-
HO W TaK KPacWBO, YTO CJIe3bl HAKATHIBAIUCh HE
CTOJIBKO OT COKaJIeHUs O TOM, 4TO $eCcTUBaIb U
Mpa3JHUK yXKe 0331, CKOJIbKO OT BOCTOpra Iio
MOBOAY YBUJEHHOTO. 3aKPBIBAIOIIMICSI OTHEH-
HBI 3aHaBeCc Ha MOCKBOPELIKOM MOCTY ObUI Ha-
CTOAIIUM 9yZIOM U OJHUM U3 CAMBIX CHJIbHBIX 00-
pasoB decTuBas.

P.S. Bce aTo rpoMazibe Uziei 1 KOHLIETITOB, CTOJIb
3aMeyvaTeNbHO mpuAzyMaHHbIXx CrnaBoil [lomyHU-
HBIM, HaJ0 OBLIO OPraHU30BaThb U CPEXUCCUPO-
BaTh, YEM B Cafy «DPMUTAK» YCIIENTHO ¥ 3aHUMAaJI-
cs1 pexkuccep BukTtop Kpamep, a Ha BceX TOpOACKUX
IUIoIaZKax pexxuccepsl AHaTonni CwiuH, Cepreit
LiBeTkoB u IOpuii Pymsannes. Cacubo um!

U orpomHoe criacubo 4enoBeKy, 63 KOTOporo
BpSAZ JIU YZAAIOCh ObI OCYIIECTBUTH BCE 3a/yMaH-
HOe, TEXHUYECKOMY AUPEKTOpy mporpamMmbl Ma-
puHe Ho3zapaueBoii u ee 3aMedaTeIbHOU KOMaHe.

Our Ship of Fools had to be constructed.
A thorough study of old prints had shown that boats
of that kind were too small for such a great bunch of
“fools” as was expected at the Festival. But Polunin
immediately found a solution: the ship should
be built from bamboo and have previously unseen
contours. That project was most eagerly undertaken
by the Australian expert on novel bamboo
constructions, Simon Barley, and his “Bamboo Co”.
The bamboo took a month to be brought from
China, the equipment sailed even longer than that
from Australia. Simon Barley contrived, calculated
and laid down the ship’s plans. A team of Russian
alpinists was getting ready in Moscow, tons of
paperwork were being done, a suitable barge
was being searched for, lower prices were being
arranged for blocking the river traffic etc.

The bamboo vessel took two weeks to construct,
every day from early morning till late at night. The
improvised wharf by the Kremlin walls became a
truly exemplary enterprise, which worked ahead of
schedule. The ship really turned out to be unique:
its graceful sides illuminated by “Carabosse” fires,
its sharp outlines and huge mast, which was to fall
down as the ship sailed under the bridge, in a word,
everything went to prove that was no ordinary
vessel, but an enigmatic, fairytale, singular one,
capable of taking our travellers to the most distant
and uncharted destinations.

The Ship of Fools Departs

from Kremlin Walls

Stands for 10,000 people were set up on the
Moskva River embankment. There were TV
cameras everywhere for the live broadcast of the
Theatre Olympics’ closing ceremony. The river
traffic was stopped, as was the car traffic along
the embankment. Hundreds of floodlights lit up
the wonderful bamboo ship, moored at the bank.
Hundreds of performers acted out a show about the
clash of the White and Black Carnivals and their
reconciliation at the advent of the Coloured one.
Then the artists embarked on the fairytale ship, and
she set sail. Not immediately, that is.

The bamboo ship somewhat awkwardly
departed from the pier, but soon straightened out
on its course, as if aware that millions of eyes were
on her. Her motion became even and stately, and
then the spectators noticed that a rope was tied
to the ship’s bow, which was seemingly pulled
by a lone figure on a bicycle, gliding on the river
surface...
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U eme BceM TeM, KTO ZeIWI CO MHOM yCTasoCThb
U BOCTOPT 3TUX JHEH.

OtzenpHBEIE CiIOBa 61aroZapHOCTH, BOCTOPra
U JIIOOBU XOUeTcs CKa3aTh IIOAJIMHHBIM «pHIIia-
PsAM» (XOTb 3TO B OOJIBIIMHCTBE CBOEM KEHIIHEI)
YexoBCcKOro ¢ecTUBajsg BO IVIaBe C ero AUPEKTO-
poMm Banepuem NBaHoBuuem IlazipyHBIM. 3TO
[I0-HACTOAIIEMY OZlep>KUMBIe JIIOAH, ZieslaTh obIree
ZIeJI0 C KOTOPBIMU — GOJIBIIIOE CIACThE.

Grand Finale

...The ship disappeared from sight under the
bridge, where the fiery curtain slowly began to
fall. That was so majestic, solemn and lovely, that
tears came to all eyes, not so much of regret that
the Festival and the feast had already gone, but
because of the delight at the unfolding miracle. The
falling fiery curtain on the Moskva River bridge
was a true miracle and one of the Festival’s most
potent images.

P.S. All this immensity of ideas and concepts,
so wonderfully thought out by Slava Polunin, had to
be organized and directed, which was successfully
accomplished at the Hermitage Garden by the
director Viktor Kramer, and at other city venues by
directors Anatoly Silin, Sergey Tsvetkov and Yury
Rumiantsev. Our thanks to all of them!

And very special thanks are due to the lady
without whose efforts we would not have been able
to pull it all off, the programme’s technical director
Marina Nozdracheva and her wonderful team. And
besides, to all those who shared with me the fatigue
and delight of those days.

Particular acknowledgments of gratitude, ad-
miration and affection should be expressed to the
true “knights” of the Chekhov Festival (albeit they
are mostly women), headed by its Director Valery
Shadrin. Indeed, they are very dedicated people,
and it is a great pleasure to work together for our
common cause.

228

30. OzHeHHbLl 3aHasec
Ha Mockeopeukom
mocmy. 3akpwvimue
Onumnuaodst

Fiery Curtain on
Moskvoretskaya
embankment.
The closing

of the Olympics

31. Benocuneducm,
CKONb3AWUTL

no 800Ho 2naou.
«5 paseHesanHblx
MYHCUUH>
(Ascmpanus).
3akpvimue
Onumnuaowt

A cyclist gliding

on the glassy water
surface.

‘5 Angry Men’
(Australia)

The closing

of the Olympics

32. Kopa6as dypakoe
Ha Mockee-pexe.
Bakpuvimue
Onumnuadst

Sailing of

The Ship of Fools.
The closing

of the Olympics




s, o,

u

R S

LY

p=x%e)

OT UMPKA OO BbICOKOW OPAMDI
K 150-neturo co aua poxzaenud A.Il. HexoBa

Tambsaua
Illax-A3u3osa

Tatiana
Shakh-Azizova

1. Zlonka

(Ilocnarue Yexosy)
cuyenaputl

U nocmaioska —
Jarnuane dunuyu
Iacka, komno3umop
M.BboH3aHuzo,
Teampo CyHun,
MT® um. A.Il.9exosa,
npu yuacmuu
Teampa Budu-JIozamH
u Mnnesumac
IIpodaxkwH3

Donka

(A Letter to Chekhov)
dir. Daniele Fingi Pasca,
Teatro Sunil,

CITF in association
with Thédtre
Vidy-Lausanne

FROM CIRCUS TO HIGH DRAMA
Towards the 150" anniversary of Anton Chekhov

BHeouepezHoit IX dpectuBanp umeHu YexoBa Iiel,
KaK OOBIYHO, /IBA C JIUIIHUM MecAlla, BeHJas Mo-
CKOBCKUH ce30H. (BHeouepeZHBIM OH CTasl U3-3a
YexoBa — HEJIb3A e ObLIO MPOITYCTUTh I00WIeH ve-
JIOBEKa, Aasiiero ¢pecruBaito ums). CobIoaaIiuCh
dUpMeHHBIE TpaAUIMU: OOIMUpHAsA Teorpadusd
TeaTpoB (OT JlaTuHCKOM AMepUKHU A0 AmoHuu, oT
[IBenuu fo Vcmanuu); OTKa3 OT UepapxXUu >KaH-
POB — BCe TOJATCHA, OT BBICOKOM paMbl 10 LIUPKA;
CTaBKa Ha 3Be3/IHble MeHAa U OTKPBITHE HOBBIX, HA
CHEeKTaKJW MUPOKONW 3HAYMMOCTH M CJaBbl M Ha
PUCKOBAHHBIE SKCIIEPUMEHTEL.

Bce 5TO y:ke MPUBBIYHO, BOCIIPUHUMAETCA KaK
HerpeMeHHoOe. OHAKO HOBOI'O Ha 3TOT pa3 OBUIO
He MeHbIIIe.

[maBHOE: decTUBaIb CIUIONIb ObUT YEXOBCKHM.
Takux 0653aTeIbCTB OH U3HAYAIBHO Ha cebsa U He
6pan — mpuHAT MMA YexoBa KakK CHMBOJI TeaTpa
XX Beka, HO He obelasn BCAKUMA pa3 3alloHATh €r0
becaMU CcBoo aduIry. B mepBoe BpeMs CIIy4aInch
HackleHHble YeXOBBIM QeCcTUBAIN; YEM /JIAJIbIIE,
TeM MeHbIIlEe; Tellepb aBTOP-CUMBOJI CJIOBHO PEIIIHI
B3SITh PEBAHIIL.

Jaee: usMeHUIach CTPyKTypa.

decTuBasb, IAe IaBHOe — caM TeaTp, a pas-
TOBOpHBIE JXKaHPHI He B UyecTH (0OCYX/eHU CIlek-
TakJIell HeT — eCTb TOJBbKO Ipecc-KOHbEPEHIIUH,
JleKyapanyuy 0 HaMepeHUsAx), Hadaucsa ¢ Gpopyma,
¢ MexzayHapogHOH TeaTpaabHON KOHdepeHIIUU
«CioBo o YexoBe», mporeznieii 28 suapsa 2010
B Jlome INamkoBa. 3ech BCE ObUIO BAXKHO:

- UHTeJUIEKTYalIbHBIN TOCHUT GpecTHBaIO, coyeTa-
HUe B ero IPOCTPaHCTBe CJI0BA U Ziesla, MBICIU U Ael-
CTBH, CTOJIb BA)KHOE B COBPEMEHHOH YeXOBUAHE;

- TIpe/CTaBUTENbCTBO MHOTUX CTPaH U Pa3HbIX
npodeccuii — oAU Tearpa, yueHble, YNHOBHUKHY, Y

The unscheduled IX Chekhov Festival ran as usual
for a little bit over two months and became the
culmination of the theatre season in Moscow. (It was
owing to Chekhov that the Festival was unscheduled:
the jubilee of the man whose name bears the Festival
could not be certainly overlooked. All the brand-
named traditions were carried on: the extensive
geography of companies (from Latin America to
Japan, from Sweden to Spain); renouncing the
hierarchy of the genres (everything would do — from
high drama to circus); staking on big-timers and
discovering new stars, on internationally acclaimed
stagings and on risky experiments.

This had long become habitual and was
considered indispensable. But there were quite a
few novelties.

First and foremost, the Festival was completely
Chekhovian. Initially the Festival did not commit
itself to presenting solely Chekhov’s plays. It named
itself after Chekhov as the man had been one of
the symbols of the 20 century theatre, but it did
not plan to fill the billposters entirely by his plays.
Initially the Festival programs featured many
Chekhov’s plays, but with time, they were presented
on an increasingly smaller scale. This time the
symbolic authors seemed to have taken revenge.

Furthermore, the structure of the Festival was
changed.

The Festival, at which the dominant role had
always been played by theatre proper whereas
the standups (no after-show discussions, just
press-conferences and declarations of intent) had
been out of favour, opened with the international
conference “A Word about Chekhov’) at the Pashkov
House on January 28. Everything at that conference
was important:
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Ka)X/JIOT'0 U3 KOTOPBIX OBLT WU CBOY YEXOBCKHUH OIIBIT,
WY CBOE OTHOIIIeHNe K UeXOBY, a yallle — TO U IPYTOE;

- cBOOOJHOE, JMYHOE BBLICKAa3bIBAHUE, IYCTh
CTPaHHOE WIU CIIOPHOE, IIPU 3TOM — He CTOJIbKO
o TeaTpe YexoBa, CKOJIbKO O HEM CaMoOM, O TaliHe
€ro MPUTSDKEeHsI, Hepa3raZlaHHOU 10 CUX TOpP.

HoBslii cocTaB adpumm:

- HaJIM4YYe B Hell He TOJBKO 'OTOBHIX, BEIOpAH-
HBIX U3 MUPOBOTO pelepTyapa, ClieKTakKjel, HO U
[IPOEKTOB, 3aKa3aHHBIX GeCcTUBaIeM, COBMECTHOTO
C HUM TBOpYeCTBa MHOTHX TeaTpPOB;

- TIpUCYTCTBHE B aduille Ha paBHBIX 3apybex-
HBIX U MOCKOBCKHUX CIIeKTakJel (0 TOrO MOCKOB-
cKas aduIa CyIecTBOBaIa OTAENBHO OT MUPOBOH,
IITa 32 Hell, 6bUIa Kak Obl ee OHOM); Ha PaBHBIX —
U 9YUC/IeHHO (ITOJIOBUHA HA IIOJIOBUHY), U 11O CYTH,
II0 YPOBHIO, IT0 TBOPYECKO! CHIe U HOBU3HE, UeM
OTMeYeHBl, K IpPUMepY, BaXTAHTOBCKUU «/laasa
BaHst» WK KppIMOBCKas «TapapabyMOusi».

V1, HaKOHeIl, HOBBIN X0 (eCcTUBAJIs, C €ro CBO-
€06pa3HbIM aHOHCOM — HECKOJIBKO (eCTHUBATIbHBIX
CIIeKTakKJIell ObUTH TOKA3aHHbl B IIOC/I€AHYE JHU SH-
Baps, IOBTOPUBIINCE B leTHee BpeMA. [[H1 YexoBa
nponuti B MockBe, B CaHKT-IleTepOypre, B fiTe,
B pasHBIX ropogax Poccui, (B 3apyOeXHBIX CTpa-
Hax); 06enaHo MUPOBOE TYPHE.

- the intellectual message to the Festival, the
combination within its space of word and deed, of
thought and action that hold such a crucial place in
the contemporary Chekhovian studies;

- representation of many countries and of many
theatrical trades: theatre practitioners, scholars,
functionaries, each of them having had his or
her own experience of Chekhov or the attitude to
Chekhov or, more often, both;

- freedom of expression of personal opinions,
sometimes weird or debatable, not so much about
Chekhov’s theatre as of his personality and about
the yet unsolved mystery of his magnetism.

The program of the Festival also changed:

- it featured not only ready-made productions
selected from the world repertoire but also of the
projects commissioned by the Festival and resulting
from collaboration between the Festival and many
different companies;

- along with foreign production the programme
on equal terms it featured the stagings by Moscow
theatres (until then the Moscow programme used to
be separate from the world one and basically served
as a kind of background for it); the balance between
foreign and Moscow productions was half-and-half,
which also applied to the quality and the degree
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2-3. MencdyHapoOHas
KOH¢epeHyus
«Cnoso o Yexose»

International conference
‘A Word about Chekhov’

decTuBamb Kak Obl MEHAETCA U3HYTPH, CTAHO-
BUTCS IeMOKpaTU4IHee, CBOOOAHEE, pa3HOOOPa3AT-
ca ero ¢popmbl. MOXKHO 6BUIO OBI IOPACCYXAATh O
TOM, KaKOBBI €I'0 IIepCIeKTUBHI, YTO eMy II0XKelaTh.
JKaip, 4TO He Bollles Clofia TeaTp POCCUKMCKUN U U3
IIOCTCOBETCKOI'0 IIPOCTPAHCTBA, IZle eCTb CBOU U
ocobenHbIii YexoB. YTo He pa3BuTa cdepa obie-
HUsA, CTOJIb IPUBJIEKATeNbHAA, CKaXKeM, ¥ decTuBa-
Jieii B Menuxoso wiu bantaoma. To i1 3T0O OT IpUH-
Lina, OT KOHIEMIUY, TO JU OT yCJIOBUH — HaJo
BeZlb YeM-TO XKEePTBOBATh PaZii COXpPaHEHUA YPOBHA
u MacmTaba, ja K TOMY JKe ellle ¥ KpU3uc. Tak Wwiu
“Hade, IPUOPUTETHI 34eCh — CIIeKTaKIN. <...>

Ceifuac — 0 KaKuX-TO OOIIUX YepTax, TeHJeHITH-
AX U TIpobieMax.

B ogHOIT 13 HeJaBHUX cTaTel 0 dpecTuBase ObLT
y MeHdA Takol maccax. «CloBHO YeXOB HCIIBITHI-
BaeTcsA Ha IIPOYHOCTh: YTO OH ZacT B IIOPY CBOEro
150-neTus, B MOPYy COBCEM HHBIX 1IeHHOCTEHN U IIO-
HATUN? [IpoZo/KAET U OH — TaKOM, KAKUM OBLT —
MIUTAaTh UCKYCCTBO, WJIM HY>KHBI 0COOBIE YCIOBUA U
ycunus, 1abbl COXPAHUTD €T0 I ce6s?»

Ha mepBblit Bompoc oTBevasty oA Ha Gopyme
U TOATBEPXK/JAIU CBOUMHU CIEKTaKJAMH, CBOUMU

T

das

of innovation (suffice is to mention Vakhtangov
Theatre’s Uncle Vanya or Dmitry Krymov’s Tara-
rara-boom-de-boom;

Finally, several Festival productions presented
in January were shown again in summer. Chekhov’s
Days were held in Moscow, St. Petersburg, Yalta,
other cities of Russia, some foreign countries and
the world tour was forthcoming.

The Festival is kind of changing from within.
It is becoming more democratic and free and
its forms are getting increasingly diverse. One
might speculate about its prospects and possible
expansion. One might wish the Russian theatres
from post-Soviet states to be more extensively
represented at it. The intensity of contacts could
be greater as at the Melikhovo Festival or the
Baltic House. This could be the result of the basic
concept that demands sacrificing something for
the sake of maintaining the level and scale. The
current economic crisis certainly does not help to
advance the improvements. One way or another,
the performances remain the priority.

Now about some common features, tendencies
and problems.
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JlelaMU WK OTKa30M OT HUX, O ueM 3asBuI PobepT
Crypya, CYMTAIOMUNA COBPEMEHHBIN TeaTp HENPU-
TOZHBIM 11 YexoBa, HETOTOBBIM K HeMy. [Tosuiius
ofVHOKasA U OeccTpamrHas — B KOHTeKCTe obwes
U B 3TOU ayAUTOPUH.

Ha BTOpO#l OZHO3HAYHOTO OTBETA HET — WU
OH JIOJDKEH OBITh THOKUM: BayKHO U TO, U APYroe —
u YexoB, KaK OH €CTh, U BapUalli HAa €r0 TEMBI,
IIOpoYi IajieKo OT Hero oTcrosAuye. C OfHOH CTo-
POHBI, 13 4eXOBCKHUX TEKCTOB (IIbeCkl U IIP0O3a) Ha
23 ¢dectuBanpHbIX criekTakiasd. C Apyroil — BOJb-
HOCTb MHTEePIIPETAINii, BMEIIATeTbCTBO B TEKCTHL,
BTOpKeHUE B ZpaMy YexoBa WMHBIX MCKyCCTB. TyT
VK HUYEro He IOoZleJIaelllb — 3TO PeabHOCTh Tea-
Tpa, IOJHONIpaBHas, B3gBIIas cebe mpasa ¢ 60,
mapasuiesib K OCHOBe, K Tpaguiuu. M moka oHu obe
PSAZIOM, CUJIbHBI U COTIEPHUYAIOT APYT C APYTOM, Te-
atp YexoBa 6oraTeeT U OCTAETCS KUBBIM.

BiracTHas TeHAEHIIUs, UAYIAsA U3BHE, OT OOIINX
MIPOLIECCOB KYJIBTYPHI, CBfI3aHA C CyAbOON TEKCTa,
JIUTEPATypHl, CJIOBa KaK TaKOBOro. Ee Ha3bIBaiOT
HeZIOBEPUEM K CJIOBY, JeBajbBalell CJIOBa, «aH-

In one of my articles about the Festival was the
following passage: “It looks like Chekhov is being
tested to the limit. What can he give us at the
time of his 150™" jubilee when many notions and
values have changed so dramatically? Does he keep
nourishing the arts, or some special conditions and
efforts are required to keep him alive for us?”

People at the conference were giving answers
to the first question with what they do or do not.
Robert Sturua believes that the modern theatre is
not fit or ready to deal with Chekhov. In the context
of the celebration of the playwright’s jubilee, this
position sounded single and daring.

No straightforward answer was provided to the
second question or the answers were too malleable.
Moreover, it could hardly be otherwise. What
matters is that there is Chekhov and there are
variations on his themes. On the one hand, there
were 13 Chekhov’s texts (drama and prose) per 23
Festival productions. And on the other hand, there
were freedom of interpretation, interventions into
the texts, into Chekhov’s drama and into other
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4. Tapapabyméus
asmopsl udeu:

/. Kpvimos, A.bakuwiu,
M. Tpezy6oaa,
NOCMaHo8UUK
Jmumpuii Kpsimos,
Teamp «IlIxona
dpamamuueckozo
uckyccmea»,

MT® um. A.I1.9exosa

Ta-ra-ra Boom-
de-Boom

dir. Dmitry Krymov,
‘School of Dramatic Art’
Theatre, CITF

5. Ia0sa Bausa

A.Yexos, nocmaHoska —
Pumac Tymunac,

Teamp um. Eee.
Baxma+zosa

Uncle Vanya
A.Chekhov,

dir. Rimas Tuminas,
Evgeny Vakhtangov
State Academic
Theatre

THUCJIOBECHOCTBIO» (BBIpakeHune A.B.bapToieBu-
ya). MgeT 3aMeHa cjoBa — IUIaCTUKOM, HacToAllee
ucnelTaHue Aid nucarensa. OZHaKo OH (3TO MOHAIU
U ucrnpoboBany /aBHO) OKasajcs MPUTOAeH Mg
Pa3HBIX UCKYCCTB; BCe ZIeJI0 B TOM, YTO B UeXoBe OHU
nepesaTh CIIOCOOHBI. He mutocTpUpoBaTh — 3TO
JAaBHO YK He B MOZle, HO JaTh HeKuil o6pa3s Toro,
YTO YJIOBJIEHO Y HEro, Win cO6CTBeHHOe BIleyaTIe-
Hue. K TOMy ke COUMHUTENTN TaKuX 0O6pa3oB ONU-
paroTca U Ha To, 4yTo y UexoBa He Bce JaHO B CJIOBe,
HO MHOT'O€e CKPBITO B IIOJTEKCTE, B «II0ZBOJAHOM Te-
YeHUU», pACTBOPEHO B aTMochepe — U CTAHOBUTCA
HMCTOYHUKOM UX aHTa3MiA.

B penepryape decTuBasi — HEMANIO TOrO, YTO
Has3bIBAIOT IOPOM IUIACTUYECKUM CIeKTaKJeM,
XOTSI B OCHOBe ero — 6aser. Ho u 6aseT He Bcerza
00OBIYHEIN. OH MOXKET OBITh KaK-TO CBSI3aH CO CJIO-
BOM; MOXET BXOJUTb COCTaBHOX 4acTbIO B JPYrou
CJIOKHBIY JKaHP.

Co6CTBEHHO, «YUCTHIN» 6ameT ObUI OAUH — Tal-
BaHbCKUH «II[eroT 11BETOB», MO3TUYECKUI U PUITO-
codckuil mapadpas Ha TeMBl «BUITHEBOro caza».

arts. Nothing can be done about it. Such is the
reality of theatre. But, as long as these tendencies
exist together and are conflicting with each other,
Chekhov only grows in opulence.

The powerful tendency striding from the
outside, from the general developments in
culture, has to do with the destiny of the text and
literature, of the word as such. This is being called
distrust of the word, devaluation of the word,
“anti-literature” to use Alexey Bartoshevich’s
expression. The word is being replaced by
movement and plastique, which is a true ordeal
for a writer. However, this is hardly applicable to
Chekhov because much in his work is rendered not
via text but via subtext and via the atmosphere,
which induces us to fantasize.

The Festival’s repertoire featured many so
called plastique performances although at the
core of all of them was ballet. But that was a rather
unusual ballet. It can be in some way connected
with the word or it can be part of some more
complicated genre.




6-7. Illenom ugemos

Mmysvika U.C.Bax, xopeoepad
JIMH Xgati-mun, Teamp manuya
Tatigans «Knayo I'etim»,

MT® um. A.Il1.Hexosa

Whisper of Flowers
chor. LIN Hwai-min,
Cloud Gate Dance
Theatre of Taiwan, CITF

8-9. Be3bIMAHHbLIL 10 —
YepHulii MOHAX

NOCMAaHo8Ka U Xopeoepagdust —
/13¢ Kanamopu,

Komnanus «<Housm 1»,

Ifenmp ucnonaHumensbcKux
uckyccme Puymonus,

MT® um. A.I1.9exosa

Nameless Poison —

The Black Monk

chor. and dir. Jo Kanamori,
‘Noism’ Company,

Ryutopia Performing Arts Centre,
CITF

B Apyrux ciydasx IutacTyKa Lila Ha COr3 C INTepa-
TYpoOii: B QrHaIE ATOHCKOTO 6aneTa «be3bIMAHHBIHN
A7, YepHBIIi MOHaX» Ha CTeHe MOABJIAIOTCA CTUXU;
B «Illeppu-bpenau» >Kosedba Hamka BKIIOYEHBI
cruxu Mangenbmtama; Havo /[lyato mna «becko-
HEYHOTO cajia» cAelal aKKOMIIaHEMEHTOM (pasbl
W3 3alMCHBIX KHIDKEK UexoBa M JaXe HasBaHUA
TIpou3BeZeHui, 6eCKpacoOYHO, IPOCTO IPOYTEHHBIE
mvKTopoM. O6asHUE TTOJTHOMETPaYKHOT'O, BECOMO-
ro «BumHeBoro caga» MaTca Oka — B TaHLleBajb-
HBIX MHTepMeausx [I1apoTThl, cTaBlleil 31ech 6a-
JIEpMHOM, a OZIHA U3 CAMBIX CHJIbHBIX CIIEeH CIIeKTa-
KJIA — npoluaHue Bapu c¢ JIomaxuHbBIM, CBIIPaHHOE
6€e3 CJIOB, TOJIBKO B TaHIIE.

ITpu Bceli cBOe# OCTPOTE «aHTUCIOBECHOCTb» —
npobieMa He IIaBHasg, IpobiemMa TBopYecKasd,
I7le BCe 3aBUCUT B KOHEYHOM cuyeTe OT TOTO, 3a-
yeM U Kak 3TO cZleJlaHO. BakHee Bce-TakU TO, 4TO
BIIMTBHIBAIOT U3 YexoBa aBTOPHI (eCTHUBATBHBIX
CIeKTaKJIel; KakoBa UX aypa; KakoB caM Ceroj-
HAMHUN YexoB.

JIOMVHAaHTEHI, €JUHCTBA 37eCh HET — OH, KaK y)Xe
OBUIO CKa3aHO, Telepb pa3HbIi. M1 Bce-Taku ecThb
HeKas CKBO3HAasd U HapacTarlas TeHAEHIINA.

Hauo [lyaro Ha mpecc-KoHGEpPeHIIUH Ipeny-
npeawt, uyTo «BecKOHeuHbIH caf» y Hero — baner
TEMHBIH, TKeNbli. CTpaHHO GBUIO YCIIBIIATEH 3TO
oT aBTOpa noaTNYHOH danTtasuu «Na floresta», nmy-
1eli B MOCKBe; 1a ¥ HOBBII 6aJieT ero ObLT He TsKe-
JIBIM — HO CYMPA4HBIM; IIpeAyIpexAeHre YeCTHO.

Y Hamxa cympak CryCTUJICA 0 allOKaIUIICHCa,
[0 COCTOSHMs KOUIMAapHOTO CHA, I/l BCILIBIBAIN

In fact, there was just one pure ballet — Taiwanese
Whisper of Flowers, a poetic and philosophic
paraphrase on the themes of The Cherry Orchard.
In other cases, the plastique formed an alliance
with literature. In the final scene of Japanese
ballet Nameless Poison — The Black Monk a poem
was projected on the wall. Joseph Nadj’s Cherry
Brandy incorporated Mandelshtam’s verses. Nacho
Duato’s The Infinite Orchard was illust-rated by
extracts from Chekhov’s notebooks and titles
of literary works that were colorlessly read by a
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BU/IEHUS Halllell UCTOPUU B ee KYTKUX, GOTbHBIX
MOMEHTaX, HAaHW3aHHBIX Ha HUTb, BEAYIIYIO OT
CaxaynuHa K I'ynary.

SIMOHLBI NpesCTaBWIN, €CIM MOXHO TaK CKa-
3aTh, JKECTOKUH OaJeT. «...l CTpeMIIIOCh TOCTABUTh
YeXOBCKOe CTpajaHue, — npusHaercd /I3é Kanamo-
pu. — Mul Bee xuBeM B [TanaTte N2 6, 1 y Hac y Bcex
BHYTPU — YepHBII MOHaX».

Bce He 6eCOYBEHHO, He CIy4YaiiHO, BBI3BAHO
HACTPOEHWEM IIOCTAHOBIIVKA, CBA3AHO C CHOXKe-
ToM. K ToMy ke penkuii map xopeorpada u peakoe
MacTepCTBO TPYNIBI BCAKUM pas, AOCTUIas OTTO-
YeHHOCTU GOPMBI, BHOCHIIU JaKe B TSKEJTBIN GajeT
CBOe00Opa3Hylo KpPacoTy — KPacoTy IeJI0T0, COOTHO-
IIeHUY ¥ IOCTPOeHUM. DTO — UX, U He TOJbKO UX,
YacTo OBITYIOUIMI Tenepb, OJHOTOHHO Tparudye-
cKuii YexoB; TaK OHU €ro OIIYLIAIOT U BIIpaBe 3TO
HaM IlepeJaTh.

A Hame mpaBo HalIOMHUTB, YTO OH HE BIIOJHE
TaKOB; 4YTO B HEM OJHOTOHHOCTH HET, U «4e€XOB-
CKOe CTpaZlaHue» HEOTPHIBHO OT €ro MPOHUU U
YyBCTBA >XKU3HU. HallOMHUTL He A IIOy4YeHU:d
WIN YKOPA, a CIIpaBeJIMBOCTU pajgu — TeM bOosee

recitalist. Mats EKk’s full-size The Cherry Orchard
much owed its charm to Charlotte’s dance side-
shows. Charlotte acted as a ballerina and one of
the most powerful scenes — Varya and Lopakhin
bidding adieu to each other — was danced rather
than spoken.

With all its acuteness, the problem of “anti-
literature” is a matter of the director’s choice
and ultimately boils down to the question of why
and how it was done. Yet it is more important to
understand what we expect from Chekhov today
and why do we keep staging him.

Naturally, there are no dominants. Like there is
no uniformity. As I have mentioned before Chekhov
is very different nowadays. And yet there is some
pervasive and budding tendency.

At his press conference Nacho Duato warned
that his ballet The Infinite Orchard was dark and
heavy. That was rather strange to be heard from
the author of the poetic fantasy “Na floresta”, being
played in Moscow. His last ballet was not heavy. But
it was dark, of which the choreographer honestly
warned his audience.
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10. Illeppu-Bpendu
(TBOpPeHme) Mmy3wvika
Anena Mas, xopeozpagus
— )Kose¢p Haoxe, Hayu-
OHANbHBLIL XOpeoepadu-
ueckuil yenmp Opreana,
MT® um. A.I1.Hexosa

u Teamp de 12 Buns

Cherry-Brandy

(The Creation) music by
A.Mabhe, chor. Josef Nadj,
The National Orleans
Center of Choreography,
CITF and Théatre de la Ville

11. BeckoHeuHbtii cad
Mmyswika [1.Anbkansoe,
C.Kabanvepo, A.IllHumke
xopeoepag Hauo /fyamo,
HayuoxansHwiil meamp
manua Mcnanuu,

MT® um. A.Il.9exosa

The Infinite Orchard
music by P.Alcalde,
S.Caballero and
A.Schnitke, chor. Nacho
Duato, Compafiia
Nacional de Danza

of Spain, CITF

12-13. BuwHeswlil cad A.Yexos,

pedc. u xopeozpad Mamc Ok,
Kopozesckuil Opamamuueckuil meamp —
«/Ipamamen», MT® um. A.I1.9exosa

The Cherry Orchard A.Chekhov,
dir. and chor. Mats Ek, Royal Dramatic
Theatre — ‘Dramaten’, CITF

14. Mamc 5k
Mats Ek



15-18. /loHka
(Tlocnarue Yexosy)
cuyeHapuil

U NOCMAaHo8KAa —
Januane dunuyu
Iacka, komnosumop
M.BboH3aHuzo,
Teampo CyHuu,

MT® um. A.Il.Y9exosa,
npu yuacmuu Teampa
Buodu-J/lozanH

u Unnesumac
IIpodakwH3

Donka

(A Letter to Chekhov),
dir. Daniele Finzi Pasca,
Teatro Sunil,

CITF in association with
Thédtre Vidy-Lausanne

YTO paBHOBECHE PA3HbIX Havyasl OBLIO U B UeXOB-
cKoM decTuBae.

«IIleroT 1[BETOB» B IByX YaCTAX ZiaBajl HaM Kak
OBI IMHUIO XKU3HU: OT pacliBeTa K paciazy, OT IUKY-
IOITNX KPACOK BECHBI K MPAKy U XOJIOAY YMUPAHUA.
Ho aT0 6BUTa IUHUSA, IBIKEHUE, ITYTh.

MHoronBeTbe YEXOBCKOW MATUTPhI MO-CBOe-
My OTO3BasIoCh B «/[OHKe» C ee IIPeJIeCTbi0 U Hau-
BHOCTbBIO, HECKPBITOH BIIOOIIEHHOCTBIO B UYeX0Ba,
JKUBBIMH KapTUHAMU, «TPEMS CeCTpaMHu» Ha Tpa-
MEeLWH, UTPOH B PHIOHYIO JIOBJIO a la YexoB, ¢ KJio-
VHCKUM KOHGbEPaHCOM — U CIIEHOH ero yxoza, ¢ ee
CTpPaHHOM U IPyCTHOM Mo33uel.

U B Tparudapce «Tapapabymbusi», rie KpbIMoB
CTaJIKUBAJI «KU3Hb U CMEPTb, KPACOTy U TJIEH, CTa-
POCTB ¥ MOJIOZIOCTH» B MOIIIHOM KapHaBaJIbHOM IIIe-
CTBUU YEXOBCKUX TepCOHaXel (ITOXOpPOHHOM Iile-
CTBUH, KaK BBIACHUTCA TIOZ KOHEIl IIePBOH YacTH),
U r7le «y TpoOOBOrO BXoza» OyZeT OypIuTh UIpa
U He TIOTacHeT yCMeIlKa — Kak, BIPOYeM, OBUIO
uy camoro Yexosa.

B Hammx MOCKOBCKUX CIIEKTAKJIAX, KaK Ipa-
BWIO, Oosilee 06bEMHOE TIpe/CTaBIeHre 0 YexoBe.
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19. Buwunesutii cad A.Yexos,
nocmawosxa — Mapk 3axapos,
pedxc. Meops Poxur, Teamp
Jlerkom u npootocepckas epynna
MK-£H, 2010

The Cherry Orchard A.Chekhov,
dir. Mark Zakharov,
Lenkom Moscow Theatre

20. [Tada Baus A.Yexos,
nocmaMosKka u cueHozpagdus —
Anopetl Konuanosckuil,

Teamp um. Moccogema

20. Uncle Vanya A.Chekhov,

dir. and designed

by Andrey Konchalovsky,
Mossovet State Academic Theatre

21. Heanoe A.Yexos,
pedxc. FOpuii Bymycos,
MXT um. A.I1.H9exosa
Ivanov A.Chekhov,

dir. Yuri Butusov,
Chekhov Moscow Art Theatre
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22-23. Yexo8-GALA, komno3uyus
no 00HOAKMHbIM nbecam A.Yexosa,
pedic. Anekceil BopoouH, PAMT,
MT® um. A.I1.Hexosa

Chekhov-GALA a composition

of five one-act plays by Anton Chekhov,
dir. Alexei Borodin, Russian

Academic Youth Theatre, CITF

In Nadj’'s production the darkness was
apocalyptic and nightmarish. Emerging in it were
visions of the most atrocious moments of our history
establishing the obvious link between Sakhalin and
GULAG.

The Japanese presented what might be called a
cruel ballet. Jo Kanamori admitted: “My purpose
is to stage Chekhov’s anguish. We all live in Ward
No. 6 and the Black Monk resides inside each of us”.

Nothing is causeless or accidental. Everything
reflects the choreographer’s attitude and rests
upon a distinctive story. Besides, the rare gift of
the choreographer and the exquisite skills of the
troupe, as well as the elegance of the form, every
time imparted the beauty of wholeness and perfect
proportions even to what was called “a heavy
ballet”. This tragic Chekhov is theirs and only theirs
and it is their right to convey their perceptions to us.

However, it is our right to insist that he is not
quite like that. That he was not one-colored and
that his anguish was inseparable from his irony and
love for life. This ought to be done not as a matter of
reproach or edification, but for the sake of fairness.

Whisper of Flowers in two parts presented to us
the lifeline from blossom to decay, from the bright
colors of the spring to the darkness and coldness of
death. But that was the line, the movement, the way.
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24. Tpu cecmpul
A.Yexos, pedxc. Baxncou
Myasao, Teamp
«Tpe3ybeuy», Komnanus
«Abé Carré Cé Carré»,
MT® um. A.I1.9exosa

Three Sisters
A.Chekhov, dir. Wajdi
Mouawad, Le Thédtre du
Trident, Compagnie ‘Abé
Carré Cé Carré’, CITF

25. B Mocksy!

B Mockey!

no npouseedeHuUAM
A.Yexosa, pexc. Ppank
Kacmopdg, Ponvrcbrone
am Poza-JTrokcembype-
Inay, MT® um.
A.Il.Yexosa, Bernckuil
decmusans, Hemeyxuil
KYAbMypHbLIL yeHmp
um. Ieme 8 Mockee

Nach Moscau! Nach
Moscau! adapted from
A.Chekhov’s Three
Sisters and Peasants
by F.Castorf, dir. Frank
Castorf, Volksbiihne
am Rosa-Luxemburg-
Platz, CITF, Wiener
Festwochen and Goethe
Institute in Moscow

26. Tpu 200a
A.Yexos, pedxc. Cepeell
JKenosau, «Cmyous
meampanbHO20
uckyccmaea.

Three Years A.Chekhov,
dir. Sergei Zhenovatch,
Theatre Arts Studio

27. Taiinvle 3anucku
maiiHo2o coeemHuKa
no npousgedeHuAM
A.Yexosa, nveca

U NocmaHosxka —
Muxaun JlesumuH,
Teamp «Opmumadxncs»

Privy Notes of a Privy
Councillor, dir. Mikhail
Levitin ‘Hermitage’
Moscow Theatre

28. IInamoHos
A.Yexos, pedxc. Xepapdo
Bepa, HayuoHanbHbLil
opamamuueckuil
yenmp Madpuda, MTD
um. A.I1. Yexosa

Platonov A.Chekhov,
scenic version Juan
Mayorga, dir. Gerardo
Vera, The National
Drama Center, CITF
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29. [Iada Bans («Cnedswyuil 3a sceHUUHOLL,
Komopas cama cebs ybusaems) no nwece A.9exoaa,
adanmauyus, pexcuccypa u cyeHozpadus —
Januane Beponese, Komnanusa /lanuana Beporese

Uncle Vanya (Watching the woman kill herself)
based on the same-name play by A.Chekhov,
dir. Daniel Veronese, Compafiia de Daniel Veronese

30. A - Yaiika A.Kazanusu
no nwece A.9exosa «Yaiika»,
pexc. Axon KazanusiH,
Mockogckuii Opamamuueckuil
meamp n/p Apmena
Jxncuzapxansamna, MKTC

u MT® um. A.I1. Yexosa
(Apmenusi, Poccus)

I am Seagull after
A.Chekhov’s The Seagull,
dir. Akop Kazanchyan,
Armen Dzhigarkhanyan’s
Moscow Drama Theatre,
ICTA, CITF

31. bBpamwa Y. E.IpemuHa,
pedic. Anexcanop IanubuH,
Jpamamuueckuil meamp
um. K.C.Cmanucnagckozo,
MT® um. A.Il.Hexosa

The Chekhov Brothers
E.Gremina, dir. Alexander
Galibin, Stanislavsky Moscow
Drama Theatre, CITF




K 150-JIETUIO A.IN. YEXOBA

150™ ANNIVERSARY OF ANTON CHEKHOV

[ToaTOMy Tak MHOTO YCMEIIKU B Pa3HBIX BepCH-
ax «/lagu Banu», Ipu Bcell Tocke U fipaMe repoes
IIbECHI, ¥ B IEHKOMOBCKOM «BHILIHEBOM Cafie» C €ro
HaBUCILINM OIIyIleHNeM KOHIIA JKU3HU. U cTaphiii
npodeccop u3 «CKydHOU UCTOPUU», HEYAAUHO TIe-
pPEUMEHOBAaHHON B «DpPMUTaXe», TaK IOJIOH My-

The variety of colors on Chekhov’s palette
also manifested itself in Donka® with its charming
naivety, undisclosed endearment with Chekhov,
tableaus, “the three sisters” on a trapeze, the fishing
game a la Chekhov, clownish comments and the
scene of his departure permeated with strange and
sad poetry.

And in the tragicomedy Tara-rara-Boom-de-
Boom in which director Krymov made “life and
death, beauty and dust, old age and youth» clash
in the impressive carnival procession of Chekhov’s
characters (a funeral procession as it turned out
toward the end of part one) and where even at the
death door the play wouldn’t stop and the ironic
smiles wouldn’t fade.

There was no lack of ironic smiles at the
productions presented within the Moscow
Programme. Suffice is to remember Uncle Vanya
or Lenkom Theatre’s The Cherry Orchard with its
prevailing sense of the life coming to an end. And the
old professor in The Boring Story, poorly renamed
by Hermitage Theatre, was so full of stamina that
his story became raised to the level of a tragedy. As
compared to them the protagonist in the Moscow

32. /1. dunyu Iacka

8 Mysee A.Il.Yexosa

u O.J1. Knunnep-Yexogotl
8 Iypaydge. 2010

D.Finzi Pasca at the
Museum of Anton
Chekhov and Olga
Knipper-Chekhova
in Gurzuf. 2010

33. 3aknouumensHas
KOHpepeHyUsL,
nocesueHHas
150-nemuto co OHs
povcderus A.I1.9exosa.
Anma, Teamp

um. A.I1.9exosa,
okmsibps, 2010

Final conference

on the occasion

of the Anton Chekhov’s
150* birth anniversary.
Yalta, Chekhov Theatre,
October 2010

34. Russian President
Dmitry Medvedev
meeting people

of Russian and world
theatre in Taganrog.
From right to left:
P.Stein, M.Zakharov,
O.Tabakov, N.Pinigin,
M.Bonzanigo,
A.Neymatov, V.Fokin,
D.Medvedev, B.Stupka,
A.Konchalovsky,
M.Mayette, P. Arquillué,
J.Lassalle, R.Tuminas,
M.Shvydkoy, V.Shadrin,
A.Avdeev, A.Dudarev,
A.Kazanchyan,

D.Finzi Pasca, F.Castorf,
M.Langhoff, Y.Laptev.
January 29, 2010

! fishing line for
bottom fishing

34. Bcmpeua
IIpesudenma PP
Jl.Medsedesa ¢ Oesime-
JIAMU OTeUecmaeHH020
u 3apybencHozo meampa
8 Tazampoze.

Cnpasa Ha n1eso:
I1.IIImaiin, M.3axapos,
O.Tabaxos, H.ITuHu-
2uH, M.boH3aHuzo,
A.Hetimamos, B.®okuH,
/1.Medsedes, b.Cmynka,
A.Konuanosckuil,
M.Maiiemm, II.Apku-
avwe, K. Jlaccans,
P.Tymunac, M.I18b10-
kotl, B.IlladpuH,
A.Aedees, A./[yoapes,
A.Kazanusn, 1. dunyu
ITacka, ®.Kacmopd,
M.JIanexodd,
FO.Jlanmes.

29 ansapa 2010

MIEBHOW JHEPTUU, BO3BOJAIIEH €ro WCTOPUIO [0
Tpareguu. V1 Tak CKy4eH B OTJIMYHE OT Hero repou
HOBOrO «/IBaHOBa» B MXT, rze HeT HU4Yero, KpoMe
«abCOIIOTHOTO OAINHOYeCTBa» (dopMysa peskucce-
Pa) ¥ HENIPECTAHHOTO CTPEMJIEHUS K CMEPTH.
CioBoM, TIpo6JeMBbl 00IIME, O YeM yKe He pas
mrcasoch (B TOM YHCJIE — O TIOJUTHU3AIUY YeX0Ba;
00 yBJIEUeHHOCTH M3HAHKOW JKU3HH; O HeZ0OpOM
OTHOIIIEHUHU K TePOsiM U TIp.). YUTO X /1es1aTh — TeaTp
YexoBa Temepb I BceX OOIIM, Ja U IPOCTPaH-
CTBO KYJBTYPHI — TOXKE, BO MHOTOM bs1arozaps Ye-
X0BcKkOoMy decTtuBam0. OH C YeCThIO BbIEepKal
UCIIbBITaHUE I00MIeeM; XOPOIIOo OBl U AaJbIIE eMY C
Yex0BBIM He paccTaBaThCs, He pBaTh POACTBEHHBIX
cBsi3eii. V1 HAKOMUTh CHJI /I COOCTBEHHOTO, YiKe

CKOpOTO, TobuIes. ..
«9xpaH u cyena» 2010, N° 16

Art Theatre’s Ivanov was so boring. All that was
there were “absolute loneliness” (the director’s
definition) and non-stop craving to die.

In a word, the problems are common. Much has
already been written about politicizing Chekhov,
excessive fascination with the wrong side of life
and unkind attitude towards the personages.
Nothing to be done. Chekhov’s theatre now belongs
to everyone and so does the cultural space, as a
matter of fact much owing to the Chekhov Festival.
Fortunately, the Festival successfully passed the test
by the jubilee. One could only wish it not to part
company with Chekhov or break off the “family
ties”. And to save strength for the forthcoming
jubilee of its own.

Ekran i Scena, 2010, May
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HABEPCTbIBATb YINYWEHHOE APYTUMU

Monogoii Teatp crpan CHI, I'pysuu u bantuu
B opOH1Te BHMMaHUs YexoBCcKOro gpecTuBais

TO MAKE UP FORTIME LOST BY OTHERS
The Young Theatre of the CIS Countries, the Baltics
and Georgia in the Focus of the Chekhov Festival

Muorue 3ameicibpl Banepua [llagpuHa BO3HU-
KaJy, IOXOKe, M3 >KeJlaHUsA eCIu He IOBEepPHYTb
BpeM: BCIATb U U3MEHUTD X0/, HE CaMBIX JIYYIIINX
COOBITUI, TO U3 HAZEXK] XOTh YTO-TO BBIIPABUTH
no Mmepe cuin. Tak B cBoe BpeMA poawinca Mex-
OYHApOJHBIN TeaTpajbHBIM ¢(ecTUBaNIb WMEHU
A.Tl. YexoBa — B 3IIOXY, COBCEM He OJIArONPUAT-
CTBOBABIIYIO HOBBIM T€aTPaJbHBIM HAYWHAHUAM.
MeHbllIe yeM 3a MOJAr0Ja 0 €ro Havasa TeaTpalb-
HBIE COIO3bI ABEHA/IIATH OBIBIIUX COIO3HBIX PECITY-
6JIVK, @ HbIHe He3aBUCHMBIX I'OCYZapCTB, IPUHIIN
pellleHre COXpaHUThb «eJJMHOe TeaTpaibHOE Ipo-
CTpaHCTBO», IpeobpasoBaB CT/I CCCP B HoBoOe
obIIecTBeHHOE 00beuHEHNE — MeXAyHapOAHYIO
KoH(eZiepalvio TeaTpaJbHbIX COIO30B, CTABIIYIO
opraHusatopoM [lepBoro MexzAyHapo#ZHOTO Tea-
TpasbHOrO dectuBaiss uMmeHu A.Il.YexoBa (3TOT
rpaHJVO3HBIN TeaTpalbHBIM CMOTP, HECMOTPS Ha
BCe TpyZAHOCTH, mpoiien B MockBe B 1992). Ot-
HBIHe B Poccuy moABWICA CBOM MeXAyHapOAHBIN
TeaTpaabHBIM decTuBaIb, U Bees 3a [llaapuHbIM
TIONUIN APYTHE — TeaTPajbHbIM JaHAmADT cTan
BU/IOU3MEHATHCA, PACIIUPATHCSA, JOIONTHATLCA He-
npezcKa3yeMbIMU KpacKaMH.

Torzma ke, obparasch K y9aCTHUKAM U TOCTAM
dectuBans, Kupwut JlaBpos, [IpesugeHT Mexay-
HapoAHOU KOH}eepaluy TeaTpalbHBIX COIO30B,
MIPOU3HEC BAXKHBIE CJIOBA, BO MHOTOM OOBSCHSIO-
e U JanbHednryio aeareabHocTh MKTC u Base-
pusa llagpuna: «PecTrBaib — 3areda He Mpas3zfHasd.
DTO CBU/ETeIbCTBO Hallled pelIMMOCTH CyILeCTBO-
BaTh B OTKPBITOM, He 3HAIOIeM IPaHUl] IPOCTPaH-
CTBe KynbTyphbl». ToT ke Kupuwt JlaBpoB, ITOABO-
A ABaALlaTUIETHHE UTOru AearenbHOocTH MKTC,
chopmynupoBan B 2006: «Byzyliee opraHu3alyu,
B KaKol 66l popMe OHa HU CyIeCTBOBaIa, 6yAeT B
3HAYMTE/IbHOU CTelleH! 3aBUCETh OT aKTUBHOCTU U
WHTEpPEeCOB MOJIOZOTO TOKOJIEHUA».

It seems that many of Valery Shadrin’s undertakings
came out of aspiration to turn the clock back and
change things that had already happened to the
better. Or at least, in hope to do his best to correct
what was possible to correct. Thus the Chekhov
International Theatre Festival (CITF) was born at
the times unfavourable to any undertaking of this
kind. It was less than six months before the Festival
launch when theatre associations of twelve former
Soviet republics (independent states nowadays) had
decided to preserve “the united theatrical space” and
transform the USSR Theatre Association into a new
public institution — the International Confederation
of Theatre Associations (ICTA), which took the
function of the founder and organizer of the first
edition of the International Theatre Festival named
after Chekhov (that ambitious theatre forum took
place in Moscow in the autumn of 1992). Since then
Russia has got its own international theatre festival.
The time passed and others followed Shadrin: the
theatrical landscape has changed and acquired
new unpredictable features. However, the Chekhov
International Theatre Festival was the first one.

It was in 1992 that addressing the participants
and guests of the Chekhov Festival Kirill Lavrov, the
ICTA president at that time, said very important
words which in many respects can justify further
activities of the Confederation and Valery Shadrin:
“The festival is not just an idle idea. It’s an evidence
of our strong intent to exist in the open borderless
space of culture”. It was the same Kirill Lavrov who,
summing up the results of twenty years of ICTA
practice, said: “The future of our organisation,
whatever form it takes, depends to a great extent on
the energy and interests of the younger generation”.

They are not used to just talk to the wind there,
in particular when they speak about the young. For
many years, ICTA and CITF have been unrolling
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[TpocTo Tak TyT clIOBa Ha BeTep He OpoOcaloT, B
YaCTHOCTH, O MOJIOJBIX AeATeNAX TeaTpa. Mexzay-
HapoZHOU KoHdeaepalell TeaTpaJbHBIX COHO30B
1 MeXAyHapoJHBIM TeaTPaJbHBIM (eCcTUBANIEM
uMeHu A.Il. YexoBa B Te4eHHE MHOIHUX JIET OCY-
IIECTBJSIETCS  MporpaMMa  MpodecCHOHATbHOM
TBOPYECKOU TMOAJEPKKU TeaTpPaJbHOU MOIOAEKHU
crpad CHI'. Ona nozpasyMmeBaeT 3HaKOMCTBO IIpeJ-
CTaBUTeNeH MOJIOZOTO TeaTPaJbHOI'O IIOKOJIEHUA
STUX CTPaH He TOJBbKO C JOCTMKEHUAMU MUPOBOTO
TeaTpa, HO U CO CIIeHWYeCKUMU IIPOU3Be[eHUAMU
ApyT apyra (Ha 3JeKTPOHHBIX HOCUTENAX), UX 06-
CY’KZIeHUA C y9acTUeM POCCUHICKUX U 3apyOeKHBIX
TeaTpaJbHBIX KpUTHUKOB. CloZla )K€ BXOZAT CEeMU-
Haphl, MacTep-KJIacchl, JabopaTopuu U3BECTHBIX
MacTepoB TeaTpa, OHU npoxozAT ¢ 2003 rozga, kKak
npaBwio, B MOCKBe, B paMKax YexoBcKoro ¢pectu-
Basd. 3a MUHYBIINE T'OZBI B IPOBeeHUN 3aHATUHN
¥ BCTpedyax ydacTBoBasu FOpwii JlrobumoB, Mapk
3axapos, Banepuii ®okuH, Kama I'mukac, AHaTto-
sl Bacubes, Cepreit JKeHoBau, Azonbd Ilamu-
po, Anekceti BopoauH, Bukrtop PrpkakoB, Temyp
Yxengze, Kupwut CepebpeHHUKOB, JIMUTpuii Kpbi-
MoB, EBrenwuii Ilucapes, Auzpelt KoHuaynoBckui,
Ceprett bapxuH, Buktop XapukoB, Bmaaumup
[TankoB, Kak Jlaccanb, Xaiinep [€66enbc, [TaTprc
Olepo, Jeknan JlorHes/uiad u apyrue. VimeHa roso-
PAT caMu 3a cebsl.

B 2008 rogy oudepefgHas BCTpeda TeaTpajbHOU
Mostozexu crpad CHI mpomuta B Jlyiranbe B pam-
kax Tperbero ®opyma TBOpUECKOM U Hay4HOU WH-

1. Kupunn
CepebperHuK08

¢ yuacmuuuyeti
Jlabopamopuu
pevcuccepos 8 nepepulee
Mexcdy 3aHamMuAMU.
2010

Kirill Serebrennikov
and a Young Directors
Workshop participant
having a pause between
the classes. 2010

TEJUTUTEHITNH FOCyAapCTB — yuacTHuKoB CHI, 6putH
[IPOBE/IEHBI /IBe J1aO0PATOPUU: MOJIOZABIX aKTEPOB
(MacTepcTBO aKTepa, ClieHH4ecKas pedb, ClieHuYe-
CKOe IB)KEeHUE) U MOJIOJBIX PEXKUCCEPOB.
Coctroasuadca B 2009 rogy B MockBe, B paMKax
VIII YexoBckoro ¢ectuBais, 1abopaTopus MOJIO-
JBIX PEXHCCEPOB He TOJIBKO ellle pa3 MoATBepAuIa
HeOOXOAUMOCTb /IS €€ YIACTHUKOB ITOJ0OHBIX IIPO-
beccuoHaIBHBIX BCTPeY, HO ITOCTABUIIA TTepejl Opra-
HHU3aTOPaMU BOIIPOC O JaJbHeHIeM pa3BUTHHU [IPO-
necca. Baneputi [llazipyH 1 ero KOMaH/a OTYETIUBO
pacCIIBIIaNU 3Ty He0OXOAUMOCTD. [I0CKOIBbKY BHY-
Tpu Jaboparopuu CHOPMUPOBAICSI MOCTOSTHHBIN
KOCTSIK yYaCTHUKOB, XOTeJIOCh BU/IETh, KAKOBBI XKe
peasibHbIe Pe3y/IbTaThl MPOdECCUOHANBHON YUeOHl.

the programme of professional artistic support
for young theatre artists from the CIS countries.
It implies not only a possibility to get acquainted
with achievements of the world theatre but also
with each other’s works (on electronic media)
and receive feedback from Russian and foreign
theatre critics. Other options of the programme
are seminars, master-classes and workshops
by the leading masters of theatre. Since 2003,
as a rule, such programmes are developed in
Moscow during the Chekhov Festival editions.
The names of masters who conducted classes and
participated in meetings speak for themselves:
Yuri Lyubimov, Mark Zakharov, Valery Fokin,
Kama Ginkas, Anatoly Vasilyev, Sergei Zhenovach,
Adolf Shapiro, Aleksey Borodin, Sergey Barkhin,
Temur Chkheidze, Andrey Konchalovsky, Dmitry
Krymov, Evgeny Pisarev, Viktor Ryzhakov, Kirill
Serebrennikov, Victor Kharikov, Vladimir Pankov,
Jacques Lassalle, Heiner Goebbels, Patrice Chéreau,
Declan Donnellan and others.

Another meeting of young theatre artists from
CIS countries was held in Dushanbe in 2008
during the III CIS Forum of Scientific and Artistic
Intelligentsia. The two workshops were arranged,
one — for young actors (acting techniques, scenic
speech and stage movement training) and the
other — for young directors. The workshops
were run by Aleksey Borodin, Evgeny Pisarev,
Alexander Feklistov, Irina Promptova, Vyacheslav
Rybakov.
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2-4. MonoOwte pexcuccepbl
HA 3AHAMUAX

¢ Kamoti T'unxacom

u Cepzeem bapxuHbsim.
Tema 3ansamuii:
Pexcuccep u xyodosxcHuK.
2011

Young directors during
‘Director and Designer’
classes with Kama Ginkas
and Sergey Barkhin. 2011

The young directors’ workshop held during the
VIII Chekhov Festival in Moscow in 2009 proved
once more how important were such professional
gatherings. At the same time, the question of
future development of the process came up.
Valery Shadrin and his team were able to hear well
what was in the air. The workshop had already
got its permanent group of participants and the
organizers wanted to see the real results of their
professional training. An obvious way to do that
was presentation of shows staged by the young
directors from CIS countries who had participated
in the workshop. It is then that the idea of holding
an International Youth Theatre Forum was born.
And this should be an event of a larger scale,
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5. Monoouwle
pexcuccepsl u3
cmpan CHI, I'pysuu
u Banmuu 8 Cmyoduu
meampaibHO20
uckyccmea nocie
3anamuil ¢ Cepzeem
Kenosauem.
Jlabopamopus
MOn00bLX pexcuccepos,
2011

Young directors from
the CIS countires,
Georgia and Baltic
countries at the
Theatre Art Studio,
after the classes with
Sergey Zhenovach.
2011

6. Pexcuccep

U XYOO0HCHUK
Jmumpuii Kpsvimos
sedem 3aHsmus
Jlabopamopuu
MOJI00bLX PexHcuccepos
u xyoosxcHukos. 2011

Dmitry Krymov,
director and designer,
during his classes at
the Young Directors
and artists Workshop.
2011

7

7-9. XydoxcecmaeHHblil
pyKogooumesb
Teampa Jlenxom Mapk
3axapos npogodum
3aHAMUSA € MONOObLIMU
pedcuccepamu 8 ceoem
kabuneme. 2011

Mark Zakharov,

the Lenkom Theatre
art director, during
his classes with young
directors in his study.
2011

OTBETUTH Ha BOIPOC Ka3aJoCh BO3MOXKXHBIM, JIMIIb
OpraHHU30BaB CMOTP CIIEKTaKJel MOJOJBIX PEXHUC-
cepoB ctpaH CHI — y4acTHHUKOB J1ab0paTOpuH.

Bot TyT-TO U BO3HMKIIA uzied Popyma Mosonon
peXuccypel, IprdyeM He TOJAbKO u3 crpad CHI,
He TOJIbKO YYaCTHUKOB J1abopaTopuii, HO LIMpe —
MOJIOZIBIX TeATPATbHBIX flesiTesled U UX ClieKTaKien
u3 CHI', Bantuu u I'py3uun. B KOTOpPHIH y:ke pa3 Ha-
mepeHue [MlagpuHa mpeacTano AeJI0M COXpPaHEHUA
€/IJMHOT0 TeaTpaJbHOI'0 IIPOCTPAHCTBA.

PaboTa, BOOJyIlIeBIeHHAsA U O4YeHb AKTHBHAs,
Havajach BCKOpe — 6bUT chOPMUPOBAH SKCIIEPTHBIMA
COBET, COCTOSIBIIMM M3 PEXUCCEPOB U TeaTpOBe-
JI0OB, OTCMOTPEBIIUM 32 JIOBOJBHO CXKAaTble CPOKU
B PasHbIX cTpaHax 6osiee 60 MOCTAaHOBOK MOJIOZBIX
pexuccepoB. V1 Bce paBHO, HECMOTpPSI Ha 3HTY3HU-
asM OpraHu3aTOPOB, 3aWHTEPECOBAHHOCTb 3KC-
nepToB, nozazAepky MexrocyzapcrBeHHoOro ®on-

in which not only former participants of the
workshop from CIS countries could participate but
also young theatre directors from CIS, the Baltic
states and Georgia. Once again Valery Shadrin’s
intentions moved one more step further on the
way to maintaining the united theatrical space.

Soon the organizers started realization of the
project enthusiastically. The Board of experts
was formed; it included theatre directors and
theatre critics. Within rather short timeframe the
Board managed to watch over 60 productions
staged by young directors in various countries.
Nevertheless, in spite of the organizers’
enthusiasm, experts’ interest and support of
IFESCCO (Intergovernmental Foundation for
Educational, Scientific and Cultural Cooperation),
it took almost three years to prepare the first
Forum in Chisinau, in June 2012.
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I MoJiozesKHbIH
TeaTpanbHbI Popym
KuiHeB, UIOHBb 2012

I Youth Theatre Forum,
Chisinau, June 2012

10. Banepuii Iladpu,
wnen scropu Popyma Heopsb
SAcynosuu u npedcedamens
actopu Adonw Ilanupo

Valery Shadrin, Forum

Jjury member Igor Yasulovich
and jury chairman

Adolf Shapiro

11. Ynenwt actopu Popyma
Enena /lbsikosa, Anexcell
Bapmowesuu u scypHanucm
Mapuna Paiixuna (MK)

Forum jury members

Elena Dyakova, Alexey
Bartoshevich and journalist
Marina Raykina (MK)

12. Yuacmruxu Popyma Ha
3ansimusx Jlabopamopuu
Buxmopa Psucaxosa

Forum participants during
the workshop held
by Victor Ryzhakov

13. I npemus (3onomoti
3onmuxk) — Examepuna
Asepxosa (benapycy),
pevcuccep cneKmakas
«Ogpuc» U. Jlaysyno

First prize (Golden
Umbrella) — Ekaterina
Averkova (Belarus),
director of ‘The Office’
after Ingrid Lausund

14. Il npemus
(CepebpsiHulil
3onmuk) — Kapauc
Kpymunvw (Jlameus),
pedscuccep CneKmakast
«[Tunuzpum»

no cuyeHaputo GuHcKol
2pynnul «bpamus
Xoykka». [Ipemutro
epywaem B.Illad0puH,
ciesa npedcedamets
acropu Popyma
A.Illanupo

Second prize

(Silver Umbrella) —
Karlis Kramins
(Latvia), director

of ‘The Pilgrim’

after the script by the
Finnish group ‘Houkka
Brothers’. The prize

is handed out

by Valery Shadrin,

to the left is the
Forum jury chairman
Adolf Shapiro

15. Il npemus
(BpoH308blil 30HMUK)
— Hapune I'puzopsn
(Apmenus),

pexcuccep cCneKmakas
«[Tonem Hao 20podom»
A.Acnubexsi

Third prize (Bronze
Umbrella) — Narine
Grigoryan (Armenia),
director of ‘The Flight
Over the City’

by A.Aslibekyan

Jla TYMaHUTapHOI'O COTPYAZHWYECTBa IOCYZapCTB-
yuyacTHUKOB CHI', Ha moAroToBKy IepBOro cMoTpa,
npoueguiero B utoHe 2012 roga B Kumnnese, 1o-
TpebOoBaIOCh MOYTH TPU rofid. PesysbraToM Hempo-
croii fearenpHocTy MKTC cTan npuess B CTOMULLY
MonOBbEl AEeCATU CIeKTakKJel, OAUHHAAIAThIA —
kumuHeBckui. OTkpbiBag Popym, MNpe3uzeHT
MKTC u 'enepanbHbIi fupekTOp MexayHapogHO-
ro tearpanpHoro ®ecruana uMmeHu A.Il.Yexosa
Basepuii [IlazpyH TOBOPWI O HEOOBIYHOCTH 3TOT'O
[HS U1 9TOTO CMOTpa, BhIpaxkas 61aroapHOCTh TO-
CTeIpUMMHOU MoJsiZioBe 1 O4eHb BHATHO HAIIOMU-
HaJl BceM COOPAaBIIUMCS, UTO OyZAyIIee TeaTpaabHO-
ro coapyxectBa ctpad CHI, bantuu u I'py3un — B
pykax MosiofbiXx. IMeHHO 06 3TOM OpraHU3aTOPHI
He 3a0bIBajId BCE TPU MTOCIEAYIOMINX T0Aa PAOOTHL.
CyZIuTb MOJIOAEXKHBIN (ecTUBaIb MPUIIACHIN
BIIOJIHE B3POCJIOE U MacTUTOe Xiopy — Azonbd Ila-
nupo (mpezcenatens), Urops fAcynoBuu, Anexceit
baprowmesuy, Enena /Ipaxosa u Biragumup I1aHKOB.
[Tpu3oBEIe MecTa paclpeAennInch Tak: I mpeMusa —
Exarepuna ABepkoBa (benapych), pexxuccep CIiek-
takna «Oduc» Y. Jlaysynz (HamuoHaabHBIN aka-
JeMudeckuit TeaTp umeHu fAnku Kymasnsl, MUHCK);
I mpemusa — Kapiuc Kpymunsiu (JIaTBus), pexuccep
crieKTakIA «[[MINrpyuM», IOCTaBJIEHHOTO II0 CLieHa-
puto ¢uHckol rpymmsl «Bparthbsa Xoykka» (Teatp Ha
ynutle T'eptpyzpl, Pura); Il mpemus — Hapusne I'pu-
ropaH (ApMeHus), pexuccep crekTakua «[lojeT
Haz ropogoM» A. AcitnbeksH (EpeBaHCKUE ToCy-
JlApCTBEHHEBIN TeaTp Kykoa uMmeHu OB. TymaHsdHa).
Taxxe sxtopy PopymMa OTMETHIIO aKTePCKUE pabOTh
Bnagumupa CHerypuyeHko (XapbKoB, YKpauHa) B
MOHocIeKTakie «/oib» V. BeipeinaeBa 1 KoHcTaH-
trHa Xapeta (KumrmnHeB, Mos0Ba) — UCITOJTHUTENSA
3ariaBHOU posu B criekTakie «Pugapg [I» V. Illek-
crivpa. [Ipu3 ¢ GopMyIupOBKO# «3a TPEBOTY O CO-
BPEMEHHOM TeaTpe» MOJIO/Able KPUTHUKU-YIaCTHUKA
dopyma mpuUcyawIU MOCTaHOBKe «TesedoHHAas KHU-
ra» pexuccepa Bugaca Bapelikuca (TeaTpasibHOe
naerokennie No Theatre, BuibHioc, JIuTBa).
QecTrBanp oOkasajucAd IO-HACTOALIEMY Hachl-
IIIeHHBIM U pa3HOOOpa3HBIM. B ero paMkax mporwia
BhICTaBKa paboT MOJIOABIX clieHorpadoB (B mome-
meHnu TeaTpajsbHOrO coro3a MoJZIOBBI) U Iipe-
3eHTalysA Karajora, HasBaHHoro «Cuenorpadu-
YecKUM Koyutak». Takke OpraHMU3aTOPhI BBHITYCTHU-
Ju K Havany Popyma BeYaT/AOIMINA 10 06beMy
COOPHUK ITbeC MOJIOABIX ApaMaTypro.. ExxeTHEBHO,

This ambitious project of ICTA resulted in
bringing ten productions to the First Youth Theatre
Forum in the capital of Moldova; the eleventh was
from Chisinau. At the Forum opening ceremony
Valery Shadrin, ICTA President and CITF Director,
spoke of how unique and important the event
was and thanked hospitable Moldova. He was
very distinct reminding all the participants that
the future of theatrical cooperation between CIS
countries, Baltics and Georgia is in the hands of
the young. The organizers kept this in mind all the
three years of their preparatory work.

The works of the young were evaluated by
competent jury — Adolf Shapiro (Chairman), Igor
Yasulovich, Aleksey Bartoshevich, Elena Diakova
and Vladimir Pankov. The winners were as follows:
the first prize was awarded to Ekaterina Averkova
(National Yanka Kupala Academic Theatre, Minsk,
Belarus), production — The Office by I. Lauzund; the
second prize went to Karlis Kriamin$ (Gertrudes
Ielas Teatris, Riga, Latvia), production — Piligrim,
script by the Finnish group “Brothers Houkka”;
the third prize was awarded to Narine Grigoryan
(Yerevan Ovanes Tumanyan State Puppet theatre,
Armenia), production — Flight Over the City, text —
A. Aslibekyan. The jury also awarded special
prizes to Vladimir Snegurchenko (Kharkov,
Ukraine) for his solo performance in July by
Ivan Vyrpaev and to Konstantin Haret (Chisinau,
Moldova) for performance of the leading part in
Richard III by W. Shakespeare. The young theatre
critics had their own award - “For Concern
About Contemporary Theatre”, and it went to the
production Phone Book directed by Vidas Bareikis
(No Theatre, Vilnius, Lithuania). The First prize
winner was invited to present her production in
Moscow, during XI Chekhov International Theatre
Festival in 2013.

The programme of the Forum was truly
diverse and intensive. It included an exhibition
of works by young stage designers in the hall of
Moldavian Theatre Association and presentation
of a catalogue Scenography Collage. The Forum
organizers published an impressive volume of plays
by young playwrights. The first half of each day
was filled with events; among them a master-class
for young stage-designers run by Yuri Kharikov,
a workshop for young theatre directors run by
Victor Ryzhakov, round tables for young critics
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B IIEPBOM MTOJIOBUHE JHA IIPOXOAWJIO OZHO WIU He-
CKOJIbKO MEpOIPUATHUM — MacTep-KJIacC MOJIOABIX
cueHorpados oz pykoBozacTBoM FOpusa Xapukosa,
workshop MosopIX peXxkrccepoB, HaIpaBJsieMbIX
BukTopoMm PBDKAKOBBEIM, U KPyIJIbI€ CTOJIBI MOJIO-
ZIbIX KPUTUKOB (Bezymiue — Asna [llenzeposa u Ma-
pus XanuseBa).

Hazo ckasatbh, uTro npocrpaHcTBOo Popyma u
BIIPaB/ly OKa3aJoCh OObEUHAIONINM, COBCEM, KaK
3a[yMBIBAJIOCh, — BCEM SBHO OBUIO MHTEPECHO BCE:
Ha 3aHATUAX XapUKOBAa MOXKHO OBUIO YBUZETDH OT-
HIOZb He TOJIBKO clieHorpados, a y PepKakoBa He
TOJIBKO PEKUCCEPOB. B KPYIIBIX CTONAX C OXOTHO
IIpUHUMAJIY y49acTHe JpaMaTypru, pexKuccepsl, ak-
TEePHI, CTapasiCh YCIIeTh IOOBIBATH BE3/E.

[TocTcoBeTckoe TeaTpalbHOE IIOKOJEHUEe II0-
CMOTpeJIO ZIPYT ApyTY B uiio. CoOpaHHBIE BMeCTe
criekTakau u3 ApMmenun, Asepbatimkana, Berapy-
cu, I'pysuu, Keipreiscrana, Jlateuu, JIutsel, Moii-
ZoBbI, Poccun 1 YKpauHbl IpeAbABWIN MHOI'OJIU-
KYIO KapTHUHY MOJIOZION peXUcCyphl. BOJbUTMHCTBO
13 HUX OKa3a/INCh IPOM3BE/IeHUAMU B OJHOM aKTe,
SHEPTUYHBIMU U JUHAMUYHBIMU. CO3/jaTen JUIIb
O/IHOM M3 MOKa3aHHBIX Ha mepBoM Popyme pabor
CTaBWIN Tiepes; cOO0H OTKPOBEHHO YBECETHUTENh-
Hble 3aZia4u. [Ipoune XKe MosIozble IIOCTaHOBIIUKHI
Pa3MBIIUIAIOT BCEPbE3 U O BaXKHOM, TOBOPAT C IIy-
GJIMKON YBaKUTENbHO; KaXKBIM 110-CBOEMY — Tep-
TIeJINBO, a TIOPOU U arpecCHBHO — UIIYT COOCTBEH-
HBIU peXHUCCEPCKUN SA3BIK.

run by Alla Shenderova and Maria Khalizeva. One
should note that the Forum atmosphere occurred
to be really uniting as it had been planned by its
organizers. Everybody was interested in everything.
Kharikov’s master-classes were frequented not only
by stage designers as well as Ryzhakov’s ones — not
only by theatre directors. Playwrights, directors,
actors quite willingly participated in round table
discussions doing their best to grasp in all events.

16-17. 3anamus
Jlabopamopuu
MOJI00BLX PeNCUCCEPOB

gedem Temyp Uxeudse.

Mocksa, 2013

Young Directors
Workshop classes held
by Temur Chkheidze.
Moscow, 2013

18-19. Jlabopamopus

MONOObLX PeNcUCCepos.

Pyxosodumens —
Buxmop Puiacaxos.
2013

Young Directors
Workshop held

by Victor Ryzhakov.
2013

Ele Tpu roga paboTeI IO TOI JKe cxeMe (U Ha
9TOT pa3 IoJ, ATUZOH U IIpU nozazep:xke Mexrocy-
JapcrBeHHoro ®oHzia TyMaHUTapHOT'O COTPYZAHU-
yecTBa rocyzapcrB-ydactHukoB CHIY), eme oxo-
JIO BOCBMHZECATU OTCMOTPEHHBIX 3SKCIIePTHBIM
COBETOM IIOCTAaHOBOK, U BOT y2Ke B KOHIIe HOSODA
2015 B benapycu 3aBepiwics II MoJiogexHbIH Te-
arpanpHBINl popyMm crpaH CozapyxkecTBa, bantuu
u ['pysuu, IpOAODKABIIMHCA IeNyl0 HeJeno U
IOKa3aBLIMK Ha clleHax MUHCKa TpuUHaALAaTh II0-
CTaHOBOK. [IpUMepHO MOJOBUHA PabOT MOJOBIX
ITOCTAHOBIIVKOB OKa3aiach 6e3 BCAKUX CKUZOK 3a-
METHBIMU COOBITUSMH.

CHoBa B pamikax Popyma mporwm workshop
MOJIOZIBIX PEXUCCEPOB 110/, PyKOBOJCTBOM BukTOpa
PepkakoBa, macrep-kiaaccel HOpua Xapukosa A
MOJIOABIX ClieHOTpadOB U KPYIJIble CTOJIBI MOJIOZABIX
TeaTPaIbHBIX KDUTUKOB C TEMU K€, YTO U Ha Iep-
BoM ®Popyme, MozeparopaMu. HoBlnecTBoM cTanl
CeMHUHAP MOJIOJBIX IpaMaTyproB I0Z PyKOBOACTBOM
Anjppesa MockBuHa. YuacTHUKM Popyma U Ha 3TOT
pa3 He OrPAaHUYUBAJIHCE JIUIIb CBOUM IPOQIIBHBIM
HalpaBJeHueM: Ha [T0Ka3ax II0 UToraM pexuccep-
ckoro workshop s6;710ky 6bUTIO Herzie ymacTh (Tpes-
CTaBJIAIM CLIeHBI U3 ITbeckl JImuTpusa borociasckoro
«bnonau»), K ipamMaTypraM 1 KpuTUKaM 3ariazblBa-
JIK ¥ pEeXXUCCEPSI, U clieHoTpadkl, 1a U ciieHorpadu-
YeCKYI0 BBICTaBKy IIOCMOTPEJIU €/iBa JIX He BCe.
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II MosozexxHbIi TeaTpaabHbIii @opym. 21. Ipecc-koHpepeHYUs, NOCBAULEHHAS

Munck, Hosi6ps, 2015 omxpsimuto II MonodexcHozo pEEn?En 1K1 E E l'IAF‘YD =1
1I Youth Theatre Forum, meampanvHozo Gopyma
Minsk, November 2015 Opening press conference WWW.BEC.BY

of the II Youth Theatre Forum
20. Ynenst ucropu I'pueopuii Kosnos
(npedcedamens), Puuapd Cmonvckuil,
Anopetl Ky3suues, Heops SIcynosuu, 22. Macmep-kaacc Monodbix
Cepeetl BuHo2pados Ha npocmompe cneKmakJist cueHoepagos sedem FOpuil Xapukos.

Ha ®opyme cHoBa Tpyzawioch xtopu — Vropb
AcynoBuu, I'puropuit Kozmos, EneHa /IpAkoBa,
Ceprett Bunorpazos, AHgpeti Ky3uueB u Puuapy
CMOJIbCKUH, UX pellleHNe BBIIVIAZENO0 TakK: IIepByIo
TpeMUIO U TJIaBHBIN mpu3 PopyMa — 3070TOM 30H-
THUK — 3aBOeBaJI CIIEKTaKJIb U3 DCTOHUU «HUCTHIN
pasyM/YKycu MeHsa» pexuccepa Penare Keapg
(Kommanwus Nii u Hoserit TeaTp TapTy). Ota mocra-
HOBKa Tak)Ke IOJIy4YwIa IpaBo IPUHATH ydacTue B
XIII, robuneiinoM, MeXxAyHapoAHOM TeaTpaJbHOM
decruBae nmenu A.I1.YexoBa, KOTOPBIA IPOUJET
B Mockse B 2017 rogy. Bropas npemus u cepebpsi-
HBII 30HTUK NPUCYXK/EHbl CIIeKTAK/I0 U3 YKpau-
HBI — «JIF060BbB JtoZieti» Mo mbece JIMUTpusa Boroc-
JaBckoro pexuccepa CranuciaBa JKupkoBa (Ku-
eBckul akaziemuyeckuii Mosnozoit teatp). TpeTba
npemMusa ¥ GPOH30BBIN 30HTUK [JOCTATUCH IIPUHU-
Matoleli cropoHe @opyma — Benapycu, crieKTakIo
«[amner» Y. llekcnupa pexuccepa Uropa Kasako-
Ba (MoruaeBcKuii 061aCTHOM TeaTp KYKOJ).

Taxke KIOpM BpPY4WIO CIellialbHble IPU3bI —
Mapuam Kaszanuas 3a posb ko B crieKkTakie «Bkyc
Mega» 1. Jlunenu pexxuccepa I'opa Maprapsina (Ap-
menwus, EpeBanckuii THO3) u Kupwiny VimepoBy 3a
poib Koim B criektakiie «O6mako-paii» leoprus Hu-
KoJaeBa pexwuccepa BsdecnmaBa Teimyka (Poccwus,
JIpicbBeHCKUM TeaTp Apambl uMeHu A.A. CaBuHA),
a taxxe /Imutputo borociaBckoMy — 3a pasHOCTO-
POHHIOIO TeaTpalbHYIO OaPeHHOCTDb (Ha OTKPBITUU
®opyma gpamarypr npegctan Kocreii TperieBsIM B
crekTakie «Halika» Mckanzepa CakaeBa). Momozble

watching a show

Representatives of a new theatre generation of the
post-Soviet space met face to face. Productions from
Armenia, Azerbaijan, Belarus, Georgia, Kirgizstan,
Latvia, Lithuania, Moldova, Russia and Ukraine were
brought together and demonstrated diverse scene of
the young directors’ work. Many of them were one-
act plays, dynamic and full of energy. There was
only one work explicitly aimed at entertaining. The
majority of young directors spoke seriously and with
respect to their audience about what was the most
important. Sometimes — with patience, sometimes —
aggressively. Each of them in his own way was
looking for his own theatrical language.

Three years passed, filled with the same kind
of work supported by the Intergovernmental
Foundation for Educational, Scientific and Cultural
Cooperation of CIS countries. Eighty productions
were watched by the Board of experts — and in
the end of November 2015 the II Young Theatre
Forum of CIS countries, Baltics and Georgia was
completed. It took 8 days to present 13 productions
on theatre stages of Minsk. Without any indulgence,
the majority of those works by young directors
proved to be remarkable events.

Once again, the Forum’s programme included
a workshop for young directors run by Victor
Ryzhakov, a master-class for young stage designers
run by Yuri Kharikov and round table discussions
held by the same moderators who had run them
at the first Forum. A new seminar for young
playwrights was run by Andrey Moskvin. As well as
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Jury members Grigory Kozlov (jury chairman), Munck, 2015
Richard Smolsky, Andrey Kugzichev, Young set designers classes held
Igor Yasulovich, Sergey Vinogradov by Yuri Kharikov

23. Kpyenwlil cmos Mo100blx
MeampanbHblX KPUMUKOS.
Bedywue — Mapus Xanusesa
u Anna Illendeposa

Young theatre critics’ round table.
Moderated by Maria Khalizeva
and Alla Shenderova

Liep Ky

"-'-::I:r::“ﬂ_ - 21
before, the participants did not limit themselves to
take part only in purely professional events. There
was no room to turn in when the results of joint
young directors’ work during the Forum workshop
were presented: those were scenes from Dmitry
Bogoslavsky play Blondy. Events for playwrights
and critics were visited by directors and stage
designers while almost everybody came to view the
scenography exposition.

The members of the Jury were: Igor Yasulovich,
Grigiry Kozlov, Elena Diakova, Sergey Vinogradov,
Andrey Kuzichev, Rychard Smolsky. According
to their decision the first prize and the Golden
Umbrella went to Pure Mind/Bite me directed by
Renate Keerd (Tartu Uus Teater & Kompanii Nii).
This production was invited to the XIII Chekhov
Festival in Moscow in 2017. The second prize
and the Silver Umbrella was awarded to the
production from Ukraine — People’s Love after the
play by Dmitry Bogoslavsky directed by Stanislav
Zhirkov (Kiev Academic Youth Theatre). The third
prize and the Bronze Umbrella stayed in Belarus,
the host of the Forum. It went to Hamlet by W.
Shakespeare directed by Igor Kazakov (Mogilev
Regional Puppet theatre).

Special awards of the Jury: Mariam Kazanchyan
— for the part of Joe in the production Taste of Honey
by Shelagh Delaney directed by Gor Margaryan
(Armenia, Yerevan Theatre for Young Spectators).
Kirill Imerov - for the part of Kolya in Cloud-
Paradise by G. Nikolaev, directed by Vyacheslav
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KPUTUKHU U Ha 3TOT pa3 UMeJIU BO3MOXXHOCTD IIPUCY-
JUTDH CBOIO TIPEMUIO; OHA ObUIA OTZaHA TPY3UHCKOMY
cnekTakao «KenmwunHsl Tpou» pexuccepa [lasuza
TaBazgze (TeaTp KoposeBckoro kBapTaia, TOWINCH).

TeaTpanbHaa Xu3Hb benapycu [OBOJBHO Ha-
CBIIIEHAa COOBITUAMUM, HO 3TU CEMb HOSOPBCKUX
JHeU B MUHCKe CIIBIILIAJICA U OLIyLaAcad KaKOU-TO
0COOBIN, GOAPHIN U BOOAYIIEBJIEHHBIN Ty MOJIO-
JIOCTH: JIFOAY 3HAKOMIUIUCh, OOLIAINCh, CMOTPEIN
CIIEKTAKJIU APYT APYTa, APOCTHO OOCYXJanu yBU-
JleHHoe B ¢oiie OOIBIINX TeaTPOB U TECHBIX KOPU-
JI0pax MaJIbIX CIleH, OOMEHUBAINCh KOHTAKTAMU U
npurameHusamu. Opasza «rebe 0653aTeNbHO HAZO
IIPMBE3TU CBOU CIIEeKTaKJ/Ib K HaM» 3Bydasia He pa3 U

Tyshuk (A.A. Savin Drama Theatre from the city
of Lysva). And Dmitry Bogoslavsky — for Versatile
Theatrical Talent. As before, the young critics had a
chance to announce their opinion — their prize went
to the Georgian production Trojan Women directed
by David Tavadze (Royal Quarter Theatre, Thbilisi).
Usually theatrical life in Belarus is rather
intensive but these eight days in November were
very special. The city was full of some peculiar
active and inspiring atmosphere, people came to
know each other, communicated, watched each
other’s shows, furiously discussed what they had
seen in spacious theatre foyes and narrow backstage
corridors. They exchanged contacts and invitations.
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24-25. Ha 3anamusx ¢ Adonwsgom Ilanupo
Classes with Adolf Shapiro

He gBa. Cregytomero ®opyma, e 6bI OH HU COCTO-
AJICA, YoKe OUeHb XKAYT.

Banepuii llazpuu u ero koMaH/a, IpuayMas-
1Ire U BOIUIOTHBIIME 3TOT POopyM, BEepOATHO, 0
KOHIIA Jake He OCO3HAaloT (CIUIIKOM MHOTO pa-
6OTHI BaJIMTCA HAa HUX B CBA3H C IIPOBEAEHHUEM
ele U 3Toro ¢GecTUBas), Kakoe BaXKHOE JeJIo
OHHU /JIeJIaloT JI MOJIOABIX, KaK HEeHaBA3YMBO U
JATbHOBUZHO OOBEANHSIOT T€X, KTO B CIUTY UCTO-
pHUYecKUX OOCTOSATENbCTB OKa3ascsa Jajnek U pa-
30611eH. OHM CHOBa BO3POXKJAIOT TO, YTO Paspy-
IIeHO He WX PyKaMu, — desjoBedecKkue u npodec-
CHOHAaJIbHBIE CBA3U.

JlaGopaTopusi MOJIOABIX pexuccepoB MocCKBa 2015
Young Directors Workshop. Moscow, 2015

Classes with Andrey Konchalovsky

“You need to bring your production to my town!” —
that was the most frequently heard phrase. Young
artists are already waiting for the next Forum
wherever it takes place.

Being overloaded with work, Valery Shadrin
and his team who came up with the idea of
Forums and have been carrying it out do not fully
realize how important it is for young generation.
Unobtrusively and farsightedly, they bring together
those who due to certain historical circumstances
found themselves to be far away from each other
and disconnected. They regenerate what they did
not destroy — human and professional ties.

26-27. Anopeiti Konuanosckutl npogooum 28-30. Ha 3anamusx
3aHAMUA € yuacmHukamu 1abopamopuu ¢ Bradumupom Ilankosbim

Classes with Vladimir Pankov



Mokasbl cnekTaknemn, opraHnsoBaHHblie MTO nm. YexoBa
n PernoHanbHbiMm O6wecTtBeHHbIM QDOHAOM NoAAEPKKMN
YexoBckoro pectuBana B permoHax Poccum, ctpadax CHI n bantun

Tours in Russian regions and the CIS and Baltic countries
organized by the Chekhov International Theatre Festival
and the Regional Public Foundation of Support for the Chekhov Festival

35 cnekraknein 6binn nokasaHbi B 3
Poccua - 22 ropopa, ctpanbl CHI n bantnmn — 11 ropog

35 productions were presented in 33 cities (in
including 22 cities in Russia and 11 in the CIS and the Bal

C 1995 roza YexoBckuii hecTrBab NpeAcTaBui B 33 roposax pe-
rHOHOB Poccru U B cTpaHax, TeaTpajabHble OpraHu3aluy KOTOPBIX
6puta wieHaMu MKTC, 35 mocTaHOBOK.

Cpezu HUX CIIEKTaKJIU-IIPOEKTHI CaMoro ¢pecThBad B IOCTa-
HOBKE 3apy0OeXHBIX ¥ OT€YECTBEHHBIX PEKMCCEPOB M CIIEKTAKJIN
3apy0eXHBIX TeaTpoB, KOTOPbIE IIPUHMUMAJIH YYacTHE B IIPOrpaM-
Max YexoBckoro dectuBassi. BoT nMeHa pexuccepoB — IOCTa-
HOBIIUKOB 3TUX CIeKTakel (ZaHbl B XpOHOJOTMHU UX IIOKa3a B
peruoHax Poccum, ctpanax CHI' u Bantum): [letep IlltatiH, Bare
[MMaxBepgaH, JeknaH /loHHe/LIaH, ccanb, Bnagumup I1aH-

oB, Curpuz Ctpem Peii6o, Jla vHIIM [Tacka, OM
b_apcn Morta, Kpuctod Pok, sgﬁpOHe K
ukTopus Thepe-Yarmn, Oumnm [
J] r. o Crpenep, Oxaz Haapus, Chio3e
A Yaccesn Manudant, AMut JlaaB

, Jxerimc Thepe, JIVTH XBa
R

b ed more than 30
tions in s and in those countries
theatre organizations were members of the International
onfederation of Theatre Unions. They include the projects of
the Festival itself, staged by both foreign and Russian directors,
as well as shows by theatres from abroad, which took part in the
Chekhov Festival programmes. Peter Stein, Vahe Shakhverdyan,
Declan Donnellan, Jacques Lassalle, Vladimir Pankov, Sigrid
Strgm Reibo, Daniele Finzi Pasca, Emmanuel Demarcy-Mota,
Christophe Rauck, Daniel Veronese, Josef Nadj, Victoria Chaplin
Thierrée, Philippe Genty and Mary Underwood, Giorgio Strehler,
Ohad Naharin, Suzanne Andrade, Ekaterina Averkova, Russell
Maliphant, Amit Lahav, Matthew Bourne, Dominic Dromgoole,
James Thierrée and Lin Hwai-min. These are the names of the
directors (indicated in the chronology of their productions in

B'J!Hanpalme decTuBas Havaso paciiu-
PATHCA B TI0 JIET C IIOABJIEHHEM PervoHajbHOTO
Ob11ecTB ofZEePKKU UeXO0BCKOTO (eCcTUBaIA.

Torma DTHEPHI B POCCUMCKUX PeruoHax, co-
TPy IIOMOTaEeT IeATENbHOCTH PpeCTUBAIA
B3

Cpe ro ¢decTuBand B ropogax Poc-
cy T-IleTepOypr), AJleKCaHIPUH-
ApPT-XONJUHT «AHTa)XeMEHT»
it Il1aTOHOBCKHUI (ecTUBaIb
(Camapa), «lOrpa-Knaccuk»
11 ToCyZapCTBEHHBIN akaje-
PYDKCKUM PYCCKU TeaTp UMEHU

Russian regio 1itries of the CIS and the Baltic), whose
creations we to audiences all over Russia, enabling them
to get acquainted with modern developments in international
theatre. During the last five years this Festival trend is starting
to grow with the emergence of the Regional Public Foundation
of Support for the Chekhov Festival. At the same time our new
partners appear in Russian regions, whose co-operation is
contributing to Festival activities in this field.

The Chekhov Festival partners in Russian cities include the
Mariinsky Theatre (St. Petersburg), the Alexandrinsky Theatre
(St. Petersburg), “Engagement” Art Holding (Yekaterinburg), the
International Platonov Festival of Arts (Voronezh), “TE-Art-Show”
(Samara), “Yugra Classic” (Khanty-Mansiysk) and Novosibirsk
State Academic Theatre of Opera and Ballet, as well as Mikhail
Chekhov Russian Theatre (Riga, Latvia) and others.




CTpaHbl, B KOTOpbIX YexoBcKuin pectuBanb npeacraBun

CNeKTaKJIN-NnpoeKTbl CamMmoro ¢ecm3anﬂ B MOCTaHOBKe 3aPYGE)KHbIX
N oTé4eCTBEHHDbIX PeXUNccepoB, a TaKXe cnekKTtaknu pOCCI/II7ICKI/IX TeaTposB

Countries where the Chekhov Festival presented its productions and projects,
staged by foreign and Russian directors, and shows by Russian theatres

[To Mepe TOro, Kak IIPOXOAWIO CTAHOBJIEHUE
MeXZyHapOAHOrO TeaTpPaJbHOIo GECTUBAIA HM.
AL YexoBa Bce 6osiee aKTUBHOW CTOPOHOH €ro
JeATeIbHOCTY CTaJ0 HalpaB/leHHWe POCCUMCKUX CIeK-
TaKJIel 3a pyOex Kak AJId y9acTUA B MEXIyHaPOAHBIX
decTuBaNAX, TaK U A IIOKa3a CIIEKTakuel B ¢op-
MaTe TacTposiell. DTOMy BO MHOTOM CIIOCOOCTBOBAJIO
TO, YTO HAIIW ITAPTHEPHI — PYKOBOAUTENU (ecTHBa-
JIeli, TeaTpoB, TeaTPaJbHBIX KOMIIQHUM, IIPOAIOCEPHI,
3HAKOMWINCh C IIOCTAaHOBKAMH, OCYIIECTBIEHHBIMU
caMuM ¢ecTHUBaleM B COTPYAHHYECTBE C DPOCCUHCKH-
MU U 3apyOeXHBIMH peXXHccepaMU. Bosblioe BHHMaHHe
VAeJAIN OHU U 3HAaKOMCTBY CO CIEKTaK/IAMH MOCKOBCKUX
TeaTpoB B IporpaMMe ¢ecTHUBaNA U 3a ee IpezesiaMHu.
Tak mepBble crekTakau Oymymero «Tearpa Macrepckas
I1. DomeHKO» (paHITy3CcKre TOCTH YBUAEIU BO BpeMs [lep-
Boro YexoBckoro ¢ecruBana B 1992 rogy eme B CTeHaX
I'MTUC, a B 1997 aBa u3 Hux — «[IpukiodeHue» u «Boi-
KU U OBI[bl» ObUIM HMpUIIAMIEHbl B «PyCCKyIO IporpamMmy>
ABUHBOHCKOTO $eCTUBAJIA.

3a mpormezaue 25 JIEeT crieKTakaIu YeX0BCKOro pecTu-
Ba/Il ¥ POCCUICKHUX TeaTpOB OBUIM IIOKAa3aHBI bOoJsiee, yemM
B 100 ropogax 36 cTpaH Mupa, BO MHOTHUX HEOJHOKPATHO.
Hamy crekTaxy GbUIM IpUIVIAIIEHbI I yYacTUA B IIPO-
rpamMmax 37 MeXJyHapOoAHBIX TeaTpalbHBEIX decTHBaIEH,
cpesy KOTODBIX ABHMHBOHCKMM (ecTHBanb U DAUHOYpI-
ckuii, LIFT (JlonzoH) u VibepoaMepUKaHCKUI (peCcTUBATb
(Borora). ®ectuBanb Coro3a TeaTpoB EBporsl (Byxapecrt),
MexzyHapogHble TeaTpasnbHble ¢ectuBasn B CuziHee,
Bpuc6ene, [Iapre u apyrue.

ABctpanus, Asepb6aiigKaH, ApreHTrHa,
ApmeHnns, benbrus, benapycb, bonrapus,
Bpasunusa, Benuko6putanus, BeHecyana,
Fepmanums, Npeunsn, AaHna, Upnangus,
Ucnauusa, Utanusa, Kutaii, Konym6us,
Nareua, Monpgaeua, Hugepnavgbl,
HoBasa 3enangus, NMonbwa, Noptyranus,
PymbiHug, CLIA, TaniBaHb, YKpanHa,
Ypyrean, ®uHnanpua, ®paHuyus,

Yunu, WBeriapus, ScToHMA,

l0OxxHasa Kopes, AnoHusa

Argentina, Armenia, Australia, Azerbaijan, Belarus,
Belgium, Brazil, Bulgaria, Chile, China, Colombia, Denmark,
Estonia, Finland, France, Germany, Great Britain, Greece,
Ireland, Italy, Japan, Latvia, Moldova, Netherlands, New
Zealand, Poland, Portugal, Romania, South Korea, Spain,
Switzerland, Taiwan, Ukraine, Uruguay, USA, Venezuela

While the Chekhov International Theatre Festival was in the
making, its activities were increasingly focused on taking
Russian productions abroad, both in order to participate
in international festivals, and to present performances on
foreign tours. This was largely facilitated by the fact that our
partners, the heads of festivals, theatres and companies as
well as producers, were getting acquainted with the shows
staged by our Festival itself in co-operation with Russian and
foreign directors. They also paid a lot of attention to theatre
performances in Moscow, both within and outside
the Festival programme. For
instance, the first
productions of
the future “Pyotr
Fomenko Workshop
Theatre” were seen
by our French guests
during the First Chekhov
Festival in 1992, as yet on
the stage of the Russian
University of Theatre
Arts. In 1997 two of those,
Adventure and Wolves and
Sheep, were invited to join
the Russian Programme of
the Avignon Festival.
During the last 25 years the
productions of the Chekhov Festival
‘ and Russian theatres were presented in
more than 100 cities and 36 countries of
the globe, in many cases repeatedly. Our
shows were invited and included in the
programmes of 37 international theatre
festivals. Among them there were the
Avignon and Edinburgh Festivals, the LIFT
in London, the Ibero-American Festival
in Bogota, Colombia, the Festival of the
European Union of Theatres, international
theatre events in Sydney, Brisbane and
Perth, and in many cities of Europe.




CTpaHbl, cneKTaKNn U3 KOTopbixX 6b11n npeacTaBneHbl
Ha YexoBckom ¢pectuBane (1992-2017)

Countries which presented their productions
at the Chekhov Festival (1992-2017)

Kbiprbi3cTaH
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Bpasunna
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ApreHTuHa




NMPOrPAMMbI ®ECTUBAJIEN

THE FESTIVAL PROGRAMMES

S

I MTO® um. A.MN.YexoBa (0KTAGPbL 1992)

Koeapcmeo u no6oee O.LLnnnep, pex. Temyp Yxe-
nase, AT um. ILA.ToscToHoroBa (Poccus). — BuwHe-
8bili cad A.Yexos, pex. Metep LLTaliH, Teatp LLiay6to-
He am JleHuHep [Mnay (fepmanus). - Teebe-Teseno
[TopyH no lWonom-Anenxemy, pex. Cepren [dan-
YyeHKo, HauunoHanbHbIN akageMnyeckuin fpama-
TMyeckuin Teatp um. N.OpaHko (YkpauHa). — Jloxe
B.BuHHMueHKO, pex. Anna babeHko, YKpauHckuii
roCyAapCTBEHHbIN akafeMnyecKknin apamaTnyeckuni
TeaTp uM. M.3aHbkoBeukow (JlbBOB, YKpauHa). —
JAokmop CmokmaH («Bpar Hapopa») [LN6ceH, pex.
XopeH AbpamsH, HaumoHanbHbIli akaileMUyeckumi
Teatp um. L.CynaykaHa (Apmenns). — Janu Jompyn
K.AAwwup, nputya no moTtream snoca «fopkyT Ata»,
pex. KakagxaH Awmp, TYypKMeHCKNIA rocyfapCTBeH-
Hbll TeaTp «[xaH» (TypkmeHus). — Uocugh Mome-
PpAHHbIU 8HO8b 8epHemcaA 6 XaHaaH. .. ©.Kocumos,
PekBnem Ha ocHoBe no3asuu [.Pymu, A.Jxamu,
@.AtTopa, W.Xadusza Wrpaswn, pex. Gappyx Kocu-
MOB, [OCyAapCTBEHHbIN dKCnepuMeHTanbHbi THO3
«AxopyH» (TapgkuKkucTtaH). — lMepcbl Scxun, aBTop
VHCLEHNPOBKU 1 pex. Teogopoc Tep3onynoc, Teatp
ATTUC (Tpeuus). — BuwiHesslli cad A.YexoB, pex.
Otomap Kpenua, Ausagno 3a bpaHoy Il Otomap
Kpeitua (Yexus). - BuwHessili cad A.Yexos, pex.
Anppen LLlep6aH, HaunoHanbHbi Teatp (PymbiHUA).
- lope om yma A.lpuboepos, pex. Oner Eppemos,
MXAT nm. A.NMN.Yexosa (Poccus).

I Chekhov International Theatre Festival
(October, 1992)

Kabale und Liebe F.Schiller, dir. Temur Chkheidze,
Georgy Tovstonogov Bolshoi DramaTheatre (Russia).
— The Cherry Orchard A. Chekhov, dir. Peter Stein,
Schaubiihne Am Lehniner Platz (Germany). - Tevye-

Tevel G.Gorin, dir. Sergei Danchenko, Ivan Franko
Kiev Academic Ukrainian Drama Theatre (Ukraine).
- Big Lie V.Vinnichenko, dir. Alla Babenko, Maria
Zankovetskaya State Drama Theatre (Lvov, Ukraine).
—Doctor Stockman (An Enemy of the People) H.lbsen,
dir. Khoren Abramyan, Gabriel Sundukyan State
Drama Theatre (Armenia). — Deli Domrul K.Ashir,
dir. Kakajan Ashir, Turkmen State Drama Theatre
‘Jan’ (Turkmenia). - Joseph The Lost Will Rerturn
to Hanaan... FKosimov, dir. Farruh Kosimov, State
Experimental Young Spectators’ Theatre ‘Akhorun’
(Tajikistan). — The Persians Aeschilles, adapted
and dir. by Theodoros Terzopoulos, ATTIS Theatre
(Greece). — The Cherry Orchard A.Chekhov, dir.
Otomar Krejca, Divadlo za Branou Il Otomar Krejca
(Czech Republic). — The Cherry Orchard A.Chekhov,
dir. Andrei Serban, National Theatre (Romania). -
Wit Works Woe A.Griboyedov, dir. Oleg Yefremov,
Chekhov Moscow Art Theatre (Russia).

ﬂ'l-l",.:'.r'l'l FAM |:-;'-.|:
TECMNAAND

11 MTO® um. A.MN.YexoBa (mapT - nionb 1996)

lMpeepaweHue ®.Kadka, pex. Banepuint ©okuH,
Poccuniickuin rocygapctBeHHbin TeaTp «CaTUPUKOH»
um. A.PaiiknHa (Poccus). - K.U. u3 lMpecmynne-
HuAa [.Tusk no pomany ®.[loctoeBckoro «[pecty-
nneHne 1 HakasaHue», pex. Kama lmHkac, MTIO3
(Poccun). - Mouom ®.[loctoeBckuin, pex. Cepreit
KeHoBay, MOCKOBCKMI ApamaTUyeckuin TeaTp Ha
Manow bpoHHol (Poccus). - Bypa Y.llekcnup, pex.
Bopuc Llentnun, KasaHcknii rocyfapCTBEHHbIN Te-
aTp toHoro 3putensa (Poccun). - JHeeHuk Baynaea
HuxuHckozo, pex. .Hantun, «<Komnaxu LWaH-Jnbp»
(OpaHumns). — Pykodenue, xopeorpadbl [aHuanb
Nappbé, Mackanb Y63H, JlopaHc PoHpoHu, Hauuo-
HarbHbI Xopeorpaduuecknii LeHTp n/p OaHuana
Nappbé (OpaHuua). — Ja0a Bana A.Yexos, pex. Me-
Tep WraiiH, Teatpo an Poma n/p J1.PoHkoHU 1 TeaTpo
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Crabune au Mapma n/p Banbtepa Jle Monun (Utanus,
lepmaHus). — Opecmesn dcxun, pex. MNetep LWTaiiH,
MexgyHaponHas KoHdefepauusa TeaTpasibHbIX CO-
1030B (danee — MKTC) n «XaH-IMpoayKunoH» MioHxeH
(OO0 «MenbnomeHa») B COTPYAHMYECTBe C TeaTpom
Poccuitckonn Apmun (Poccusn, fepmanus). — Tpu ce-
cmpol AYexoB, pex. dimyHTac Hakpowoc, Pectu-
Banb «Jland» (Jlutea). — Yaiika A.Yexos, pex. Mapk
3axapos, Teatp Jlenkom (Mocksa). — UsnyyeHue
omyoecmea K.BoiTbina, noctaHoBka — Anekcemn
Ky>enbHbiin, MacTepckasa TeaTpajibHOro MCKycCTBa
«Cy3upbar (YkpauHa). - lfepyoauna Amanedu [.Y-
36cTep, pex. [eknaH JoHHennaH, Teatp «Yuk 6ain
[xayn» (BenukobputaHus). — O, 0usHoie 0Hu C.bek-
KeT, pex. MNutep bpyk, Teatp Buan-JlozaHH (LLsen-
uapus) — MeaHos A.Yexos, pex. Ebum 3BeHALKu,
MprMopCKNiA akafeMnyecknii KpaeBow gpamaTumye-
ckuin TeaTp um. M.fopbkoro (Bnagmsoctok, Poccus).
- KHuaa «llnay Uepemuu», nonoxeHHaa HA neHue,
Komn. Bnagumnp MapTbiHOB, B cLieHorpadum n Mu-
3aHcueHax AHatonuAa BacunbeBa, pex. Hukonawn
YnHpankuH, TeaTp «LLKona gpamaTryeckoro ncKyc-
ctBa» — Teatp EBponbl (Poccus). — Tyyu. Oyae J.E-
nnHekK, pex. Moccn Bunep, [onue Waywnunbxayc
Fambypr (fepmaHus). - Medea Espunug — X.Mion-
nep - J1.Kepy6uHu, pex. Teogopoc Tep3onynoc, Te-
atp ATTUC un Teatp «A» (Ipeuus, Poccus). — Yalika
A.MexoB, pex. MNetp Jlebn, «AnBaano Ha 3abpagnu»
(Yexus). — Puyapo Y.llekcnup, pex. Banepuin AHu-
ceHKo, TeaTp benopycckon gpamatyprumn «BonbHas
cueHa» (benapycb). — M3t bu, Bamep3ou, my3blKa:
@.Wy6ept, A.MapboT, xopeorpadua - Maru MapsH,
HaumoHanbHbI xopeorpaduuecknii LeHTp Kpetes
(®paHuws). - lMpocmu meHsA, moli aHzen 6enocHex-
Hbll (<be3oTuoBLWMHa») A.YexoB, pex. AHaTonui
MBaHOB, BopoHeXcKknin akageMmyeckunin Teatp apa-
™Mbl UM. Anekcesa Konbuosa (Poccus). — Koposae Jlup
Y.lWekcnup, pex. baxpam OcmaHoB, HaunoHanbHbIn
npamatnyeckuin Teatp (AsepbainpxaH). — [ao0s
Bansa AMexoB, pex. Padasnb Peliepoc, Tpynna
«[dana BaHa» (ApreHTuHa). — Yalika A.Yexos, pex.
AnekcaHpp [i3ekyH, CapaTOBCKMIN rocyfapcTBeH-
HbIl akagemmnyeckun teatp gpambl M. N.A.CnoHoBa
(Poccus). — Busum Kk 6onbHoMy nanamel Homep
wecmHadyame M.Xyuves, /. Xyunes, pex. Bnagu-
mup MaxomoB, JInnewuKnin rocylapCTBEHHDbIV akage-
Muyeckuin Teatp gpambl um. J1.H.Tonctoro (Poccus).
- Jllo6oeb no moTmeam coHetoB Y.lllekcnupa, Teatp
«BonkeinHo» (BennkobputaHusa). - Mak6em Y.lllek-
cnup, pex. Pobept Crypya, py3unHCcKuin rocypap-
CTBEHHbI akagemnyecknii Teatp um. LoTa Pycra-
Benu (Mpy3sus). - AmpumpuoHn - 38 X.>Knpogy, pex.
Mwxann Tymanuwsunu, Teatp KuHoakTepa (Mpy3usa).
- Ucpanouep ®.Kocnmos, pex. Gappyx Kocrmos,
focymapcTBeHHbIN SKCnepumeHTanbHbin THO3 «Axo-
pyH» (TagxumkuctaH). — Yaiika A.Mexos, pex. Ba-
nepvin AxagoB, MarHMTOropcKkuUm ApamatuyecKkui
TeaTp um. A.C.NMywkuHa (Poccnn). — MuaHona, unu
MexaHu4yecKkoe nuaHUHoO No MOTMBaM Npoun3sBege-
Hun A.MexoBa, pex. Inbmo HioraHeH, TanaMHcKmn
lopoackon Teatp (IcToHusA). — BuwHesblli cad
AMexoB, pex. KaapuH Pang, Opamatnyeckuin Te-
atp «Yrana» (BunbAHgn, SctoHuns). — Yexoe 6 Anme
O.OpawnBep, .Xappoy, pex. Neatep Tammeapy, dpa-
MaTnyeckuii TeaTp «Yrana» (BunbaHaW, DCTOHMA).
- Kopone ymupaem 3.MoHecko, pex. lNetpy ByT-

K3p3y, HaumoHanbHbIn TeaTp um. 3.MoHecko (Mon-
foBa). - 3a6aesl 013 ®aycma no MOTIBaM pomaHa
®.[loctoeBckoro «[lpecTynneHne © HakasaHue»,
pex. Bnagumump KyunHckuin, MonogexHbin Teatp
um. Jleca Kypbaca (JlbBoB, YkpauHa). - besomyoes-
wuHa AMexoB. pex. Haym Opnos, YensabuHckumn
rocyfjapCTBEHHbIN aKafieMnyeckunin TeaTp Apambl
mm. C.M.Usnnnunra (Poccns). — Anam K.Awmp, pex.
KakapgkaH Awup, TYpKMEHCKUIN rocyaapCTBEHHbIN
Teatp «[xaH» (TypkmeHus). - Ocmpoe pa6oes .Ma-
puBo, pex. Ixopaxo Crpenep, Mukkono TeaTpo an
MwunaHo - Teatp EBponbi (UTanus).

Il Chekhov International Theatre Festival
(March - July, 1996)

Metamorphosis FKafka, dir. Valery Fokin, Arcady
Raikin ‘Satiricon’ Russian State Theater and Vsevolod
Meyerhold Theatre Centre (Russia). — K.I. from Crime
D.Gink, dir. Kama Ginkas, Moscow Young Spectators’
Theatre (Russia). — The Idiot F.Dostoevsky, dir. Sergei
Zhenovach, The Malaya Bronnaya Theatre (Russia).
- The Tempest W.Shakespeare, dir. Boris Zeitlin,
Kazan State Young Spectators’ Theatre (Tatarstan).
— The Diary of Vaslav Nijinsky, dir. Isabelle Nanty,
Compagnie Champ Libre (France). — Fait Maison,
chor. Daniel Larrieu, National Choreography Center
(France). - Uncle Vanya A.Chekhov, dir. Peter Stein,
Teatro di Roma and Teatro Stabile di Parma (Italy,
Germany). - The Oresteia Aeschylus, dir. Peter Stein,
ICTA and Hahn Produktion (GmbH ‘Melpomene’)
in cooperation with Russian Army Theatre (Russia,
Germany). - Three Sisters A.Chekhov, dir. Eimuntas
Nekrosius, Life Festival (Lithuania). - The Seagull
A.Chekhov, dir. Mark Zakharov, Lenkon Moscow
Theatre (Russia). — Emanation of Fatherhood
K.Wojtyta, dir.Alexei Kuzhelny, Suzirya (Constellation)
Theatre Workshop (Ukraine). - The Duchess of
Malfi J.Webster, dir. Declan Donnellan, ‘Cheek by
Jowl’ Theatre (Great Britain). — Oh Les Beauh Jours
S.Beckett, dir. Peter Brook, Théatre Vidy-Lausanne
(Switzerland, France). — Ivanov A.Chekhov, dir. Efim
Zvenyatskiy, Maxim Gorky Primorsky Krai Academic
Drama Theatre (Russia). - Book ‘The Lament
of Jeremiah; put into music, music by Vladimir
Martynov, scenography and mise-en-scenes by
Anatoly Vasiliev, dir. Nikolai Chindyaikin, ‘School of
Dramatic Art’' Theatre — Theatre de I'Europe (Russia).
- Clouds. Native Home E.Jelinek, dir. lossi Wieler,
Deutsches Schauspielhaus Hamburg (Germany). -
Medea Euripides — Muller — Cerubini, dir. Theodoros
Terzopoulos, ATTIS Theatre & A Theatre (Greece,
Russia). — The Seagull A.Chekhov, dir. Petr Lebl,
Divadlo na Zabradli (Czech Republic). — Richard
W. Shakespeare, dir. Valery Anisenko, Theatre of
Belorussian Drama ‘Volnaya Scena’ (Belarus). - May
B, Waterzoi, chor. Maguy Marin, Cretei National
Choreographic Center (France). - Forgive Me, My
Snow-White Angel (Fatherlessness) A.Chekhov, dir.
Anatoly Ivanov, Alexei Koltsov Voronezh Academic
Drama Theatre (Russia). - King Lear \W.Shakespeare,
dir. Bakhram Osmanov, National Drama Theatre
(Azerbaijan). - Uncle Vanya A.Chekhov, dir. Rafael
Reyeros, ‘Tio Vania’ Company (Argentina). — The
Seagull A.Chekhov, dir. Alexander Dzekun, Ivan
Slonov Saratov State Academic Drama Theatre
(Russia). — Visit to the Patient of Ward Sixteen,
dir. Vladimir Pakhomov, Lev Tolstoy Lipetsk State
Academic Drama Theatre (Russia). - L.O.V.E. based
on W.Shakespeare’s sonnets, Volcano Company
(Great Britain). — Macbeth \W.Shakespeare, dir. Robert
Sturua, Shota Rustavely Georgian State Academic

Theatre (Georgia). - Amphitrion-38 J.Giraudoux, dir.
Mikhail Tumanishvili Film Actors’ Theatre (Georgia).
- Isfandier F.Kosimov, dir. Farruh Kosimov, State
Experimental Young Spectators’ Theatre ‘Akhorun’
(Tajikistan). — The Seagull A.Chekhov, dir. Valery
Akhadov, Alexander Pushkin Magnitogorsk Drama
Theatre (Russia). — The Pianola or the Mechanical
Piano based on A.Chekhov’s works, dir. Elmo
Nuganen, Tallinn City Theatre (Estonia). - The
Cherry Orchard A.Chekhov, dir. Kaarin Raid, Viljandi
Drama Theatre ‘Ugala’ (Estonia). — Chekhov in Yalta
L.Driver and J.Hjaddov, dir. Paeter Tammearu, Ugala
Viljandi Drama Theatre ‘Ugala’ (Estonia). — Exit the
King E.lonesco, dir. Petru Vutkareu, Egen lonesko
National Theatre (Moldova). - Faust’s Passtime
scenes from ‘Crime and Panishment’ F.Dostoevsky,
dir. Vladimir Kuchinsky, Les Kurbas Youth Theatre
(Lvov, Ukraine). — Fatherlessness A.Chekhov, dir.
Naum Orlov, Samuel Zwilling Chelyabinsk State
Academic Drama Theatre (Russia). - Apat K.Ashir,
dir. Kakajan Ashir, Turkmen State Drama Theatre Jan’
(Turkmenia). — The Island of Slaves P.Marivo, dir.
Giorgio Strehler, Piccolo Teatro di Milano - Teatro
d’Europa (Italy).

I MT® um. A. . YexoBa (mapT — ntoHb 1998)

Lllecms nepcoHaxeli 8 nouckax asmopa J1. lpax-
nenno, pex. P. bpycTuH, AMeprKaHcKun penepty-
apHbin Teatp (CLLUA). — Ko20a eece mup 6bin 3ene-
Hoim [x.Maiikun, C.llenappa, pex. Oxo3ed YankuH,
AmepuKaHckuii penepTyapHbiin Teatp (CLUA). - Ko-
ponb-OneHob K.louuw, pex. Angpeii LepbaH, Ame-
puKaHckuii peneptyapHbiin Teatp (CLUA). — Bapeap
u epemuk no pomany ®.loctoeBckoro «Mrpok», aB-
TOp CLieHMYecKom Bepcnm 1 pex. Mapk 3axapos, Te-
atpJleHkom (Poccusn). — Ceadbba A.Yexos, pex. [eTp
QomeHko, Teatp «Mactepckasa [Metpa (DomeHKO»
(Poccun). — Ave Maria, pex. Bare LLlaxsepasaH, MKTC,
CTO ApmeHun (Poccus, Apmenus). - Mackapad
M.JlepmoHTOB, pex. Pumac TymuHac, BunbHiocckni
Manbin Teatp (Jlntea). — Ewse BaH loe... cueHapHas
pa3paboTka B.OokuH, A.bakwu, nges, komnosmuusa
1 pexunccypa — Banepuin ®okuH, Teopuecknin LeHTp
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M. Bc.Menepxonbaa n Mockosckuii Teatp n/p O.Ta-
6akoBa (Poccus). - Ka6ape Mucc Hatigh cueHapuii,
TeKCTbl neceH 1 noctaHoska Onuebe M, JIsHKOHBe-
HbAH Ae byTiop (OpaHuwA). — JTuyo Opdghea, TeKcT n
noctaHoBka OnuBbe [, JIaHKOHBeHbAH Ae byTiop
(OpaHums). - Iposa A. OcTpoBckui, pex. leHpueTTa
AIHoBcKkas, MTIO3 (Poccus). — Ha ecakozo mydpeya
0080s1bHO npocmomebl A. OcTpoBcKUii, pex. Oner
TabakoB, Mockosckuin Teatp n/p O.Tabakosa (Poc-
cun). — Tpu cecmpor A.Yexos, pex. Kpnctod Mapra-
nep, ®onbkcbioHe am Posa-liokcembypr-TNnay (fep-
MaHusA).— EgzeHuti OHeauH [1.4akoBCKuiA, My3. pyK.
n gupwxep E.Konobos, pex. Cepreit Apunbalues,
MockoBckuin Teatp Hosaa Onepa (Poccus). - Medes
Espunug, pex. XaHc-Ynbpux bekkep, WtaatcTreatp
LWryTtrapt (fepmanun). — ART fA.Pe3a, pex. MaTpunc
Kepbpat, MKTC, MexayHapogHbIl TeaTpanbHbIii
dectuBanb um. A.MN.Yexosa (0anee - MTO um. A.l1.Ye-
x08a), OpaHLy3CK1IN KynbTypHbINA LieHTp B Mockse,
MuHuctepctBo Kynbtypbl PO (Poccusa, ®paHuumsa).
- Jlamapa T.Pobaknpase, pex. Pobept Crypya, Mpy-
3VHCKMI TOCYAAapPCTBEHHBIV aKajeMnyeckuin Teatp
um. Wota Pyctasenu (Mpy3un). — XeHwjuHa-3mesn
K.fouuw, pex. Pobept Crypya, lpy3nHcKni rocynap-
CTBEHHbIV akagemmyeckui Teatp um. LLlota PycTaBe-
nn (Tpysus). — Hepackpsimaa matiiHa, xopeorpad
1 nocTtaHoBKa Bum BaHpekeinbyc, Teatp «Ynbruma
Bes» (benbrus). - MUeanoe A.Yexos, pex. MeTp Jlebn,
«[mBagno Ha 3abpagnu» (Yexus). — Ha 0He M.[opb-
Kun, pex. bopuc Moposos, Teatp Poccuiickon Ap-
mun (Poccns). — BecnpudaHHuya A.OCTPOBCKMNA,
pexuccypa u Mys. opopmneHne — AHatonuin Mea-
HOB, BOpPOHEXCKNI akageMnyecKuin Teatp Apambl
nm. AKonbuosa (Poccun). — MnamoHos. lpony-
weHHbIU akm A.Mexos, pex. Exn fApouknin, Teatp
Monbckn Bo Bpounase (Monbwa). — Ummanyun
Kanm T.bepHxapp, cueHapwuii, cueHorpadua n pe-
Xnccypa - KpuctmnaH JTiona, Teatp MNMonbckn Bo Bpo-
unase (Monblwua). - Knaxycos ceoeli xu3Hbio 8 /1106-
eu k CaHeo H.Lypys, pex. Cioa3n Wcnpsasa, Teatp
«CalMH3HA3a» (AnoHusA). — [Jesoyka co cnuykamu no
I-X.AHaepceHy, pex. Habu A6aypaxmaHos, Pecny-
6nMKaHCKMI TeaTp oHoro 3putens um. K0.AxyH6aba-
eBa (Y36ekuctaH). — Beynerl myx O.[loctoeBcKuii,
pex. Temyp YUxengse, Ipy3vHCKMIA akageMUyecKnn
TeaTp Apambl uMm. K.Mappxanuwsunn (fpysus). —
Moveca 6e3 HazeaHusA A.YexoB, CLIeHNYEeCKas KOMMO-
31MUMA 1 NocTaHoBKa — JleB [loanH, AKageMmniecknin
Manbi gpamaTnuecknii Teatp — TeaTp EBponbi (Poc-
cuq). - locnen e KonoHe, KoMno3nums 1 NOCTaHOB-
ka Jln bpyep, Teatp «M36y MaiiHc» (CLUA). - Xadx,
pex. Jlu bpyep, Teatp «Ma6y MaiHc» (CLUA). - Mna-
cka cmepmu A.CTpuHpabepr, pex. ABTaHaun Bapcu-
MaLBuny, TeaTp «TeaTpanbHblii noggan» (Mpysus).
— KHu2a WUoea no ofHOUMeHHOW KHure Betxoro 3a-
BeTa, AeA 1 NOCTaHOBKa — AHTOHMO Apay»o, TeaTp
«BepTukeHb» (Bpasvnnus). - Pomeo u [x)xyneemma
Y.llekcnup, pex. Munxann Mokees, benropogckuii
apamatuyeckui Teatp uMm. M.C.lLlenknHa (Poccums).
- Ffamnem Y.llekcnup, pex. Cangy Bacunaku, Ha-
LMoHanbHbI TeaTp uM. M.OmuHecky (Monposa).
— Kopone Jlup Y.lLekcnup, pex. Cepren [JaHuyeHKO,
HaunoHanbHbI  akageMUyecknin - Jpamatnyeckun
TeaTp um. N.OpaHko (YkpanHa). — «...». Meeca 6e3
HaszeaHusa A.Mexos, pex. EBrenun Mapuennu, Ka-
JIMHUHIPAACKUIA 06NacTHOW ApaMaTUuecKnii Teatp
(Poccun). - Bpamesa Kapama3zoesl O.[loctoeBcKunii,
NOCTaHOBKa U MHCLeHpoBKa — tOpuii Jllobrmos, Te-
aTp Ha TaraHke (Poccun). — lMepcegpoHa lomep, pex.
N XypoxHuK Pobept YuncoH, Change Performing
Arts (Utanus). - KHase Bumoem A.lynapes, pex.
Banepwuin PaeBckuii, HauunoHanbHbI akagemunye-



cKkuin TeaTp umenu AHKK Kynanol (benapycb). — Mot
Uepycanum. Pexkeuem, xopeorpad bopuc diipmaH,
CaHkT-lNeTepbyprckuii rocyaapCcTBEHHbIV akafeMu-
Yyeckuin Teatp 6aneta bopuca dndmaHa (Poccus).
- KpacHasa Xusene, xopeorpad Bopuc diipmaH,
CaHkT-lNeTepbyprckuii rocyAapcTBeHHbIN akageMu-
Yeckuin TeaTp 6aneta bopuca dndmana (Poccus). -
lMpomemeti npukoeaHHbIll dcxun, pex. Teofopoc
Tep3onynoc, Teatp ATTUC (Tpeuws). - MHo20 wiyma
u3 Huyezo Y.lllekcnup, pex. [eknaH [JoHHennax,
TeaTp «Yuk 6an xayn» (BennkobputaHus). - Cmy-
2nas nedu conemoe no noece b.lLoy, pex. PomaH
Kosak, MockoBckuin Teatp «Et Cetera» (Poccums).
- AuoHuc, pex. Tagacn Cyasyku, Teatp Cyasykn B
Toro (AnoHwuA). - CoH 8 lemHiot0 HoYb Y.lllekcnup,
pex. n xya. AHow YaHbuy, TeaTp «bapka» (BeHrpus).
- [Aon XyaH, unu «KameHHelli 20cmob» u Opyaue
cmuxu A.NywkuH, ypokn AHaTtonua Bacunbesa, Te-
atp «llkona Apamatnyeckoro mckycctsa» — TeaTp
EBponbi» (Poccus). - Apkadua T.Ctonnapg, pex.
dnbmo HioraneH, BAT um. IA.ToscTtoHorosa (Poc-
cA). — f]aoa BaHa A.Yexos, pex. Ceprein AdaHa-
cbeB, HoBocnbUpCKUin ropofckor ApamaTryecKuia
Teatp n/p C.AdaHacbeBa (Poccus). — U edpye Hoyu
cmanu 6ecCOHHbIM, KONNEKTVIBHOE TBOPYECTBO B
cornacuu ¢ 3.Cukcyc, pex. ApraH MHyLwKmHa, Teatp
ato Conen (OpaHuumA). — Tpu cecmpeol A.YexoB, pex.
Oner Eppemos, MXAT nm. A.MN.Yexosa (Poccus).

Il Chekhov International Theatre Festival
(March - June, 1998)

Six Characters in Search of an Author L.Pirandello,
dir. Robert Brustein, American Repertory Theatre
(USA). — When the World Was Green J.Chaikin,
S.Shepard, dir. Joseph Chaikin, American Repertory
Theatre (USA). - The King Stag C.Gozzi, dir. Andrei
Serban, American Repertory Theatre (USA). -
A Barbian and Heretic after F.Dostoevsky’s novel
The Gambler, dir. Mark Zakharov, Lenkom Moscow
Theatre (Russia). - The Wedding A.Chekhov, dir. Pyotr
Fomenko, Pyotr Fomenko Workshop Theatre (Russia).
- Ave Maria, dir. Vahe Shakhverdyan, ICTA, The Union
of Theatre Workers of Armenia (Russia, Armenia). —
The Masquerade M.Lermontov, dir. Rimas Tuminas,
The Small Theatre (Lithuania). - Van Gogh..., script
adaption V.Fokin, A.Bakshi, dir. Valery Fokin, Vsevolod
Meyerhold Theatre Centre and Oleg Tabakov Moscow
Theatre (Russia). — Miss Knife’s Cabaret, dir. Olivier
Py, Linconvenient des Boutures (France). - The
Face of Orpheus, dir. Olivier Py, Linconvenient des
Boutures (Framce). - The Thunderstorm A.Ostrovsky,
dir. Henrietta Yanovskaya, Moscow Young Spectators’
Theatre (Russia). — Even a Wiseman Stumbles A.
Ostrovsky, dir. Oleg Tabakov, Oleg Tabakov Moscow
Theatre. - Three Sisters A.Chekhov, dir. Christoph
Martaler, Volksbiihne am Rosa-Luxemburg-Platz
(Germany). — Eugene Onegin P.Chaikovsky, music
direction and conduction Yevgeny Kolobov, dir.
Sergei Artsybashev, Novaya Opera Moscow Theatre
(Russia). - Medea Euripides, dir. Hans-Ulrich Becker,
Staatstheater Stuttgart (Germany). - ART Y.Reza,
ICTA, CITF, French Cultural Centre in Moscow,
Ministry of Culture of the Russian Federation, dir.
Patrice Kerbrat, French Cultural Centre in Moscow,
Ministry of Culture of the Russian Federation (France,
Russia). - Lamara G.Robakidze, dir. Robert Sturua,
Shota Rustaveli State Academic Theatre (Georgia).
- The Snake Woman C.Gozzi, dir. Robert Sturua,
Shota Rustaveli State Academic Theatre (Georgia). -
The Untold Secret, chor. and dir. Wim Vandekeybus,
Ultima Vez (Belgium). — Ivanov A.Chekhov, dir. Petr

Lebl, Divadlo Na Zabradli (Czech Republic). - At the
Bottom M.Gorky, dir. Boris Morozov, Russian Army
Theatre (Russia). - Without a Dowry A.Ostrovsky, dir.
Anatoly Ivanov, Alexei Koltsov Voronezh Academic
Drama Theatre (Russia). — Platonov. The Deleted
Act A.Chekhov, dir. Jerzy Jarocki, Theatre Polski in
Wroclaw (Poland). - Immanuel Kant T.Bernhard, dir.
Krystian Lupa, Wroclaw Polski Theatre (Wroclaw). —
Upon My Life | Swear My Love for Sango N.Tzuruia,
dir. Sudzi Ishidzawa, The Seinandza Theatre (Japan).
- A Girl with Matches after H.C.Andersen, dir. Nabi
Abdurakhmanov, Yuldash Akhunbabayev Republican
Young Spectators’ Theatre (Uzbekistan). - The
Eternal Husband F.Dostoevsky, dir. Temur Chkheidze,
Kote Marjanishvili State Academic Drama Theatre
(Georgia). — A Play without a Title A.Chekhov, dir.
Lev Dodin, Maly Drama Theatre - Theatre de I'Europe
(Russia). - The Gospel at Colonus, dir. Lee Breuer,
Mabou Mines (USA). - Hajj, dir. Lee Breuer, Mabou
Mines (USA). - Dance of Death A.Strindberg, dir.
Avtandil Varsimashvili, theatre ‘The Theatrical Cellar’
(Georgia). - Book of Job, dir. Antonio Araujo, Teatro da
Vertigem (Brazil). - Romeo and Juliet \W.Shakespeare,
dir. Milhail Mokeev, Mikhail Shchepkin Belgorod
Drama Theatre (Russia). - Hamlet W.Shakespeare,
dir. Sandu Vasilaki, Mikhai Eminescu National Theatre
(Moldova). - King Lear W.Shakespeare, dir. Sergei
Danchenko, Ivan Franko Kiev Academic Ukrainian
Drama Theatre (Ukraine). - «...». A Play without a
Title A.Chekhov, dir. Yevgeny Marcelli, Kaliningrad
Regional Drama Theatre (Russia). — The Brothers
Karamazov F.Dostoyevsky, dir. Yuri Lyubimov,
Taganka Theatre (Russia). - Persephone Homerus,
B.Gooch, M.Di Niscemi, dir. Robert Wilson, Change
Performing Arts (Italy). - Prince Vytautas A.Dudarev,
dir. Valery Raevsky, Janka Kupala National Academic
Theatre (Belarus). - My Jerusalem. Requiem, chor.
Boris Eifman, St. Petersburg Eifman Ballet Theatre
(Russia). — The Red Giselle, chor. Boris Eifman,
St. Petersburg Eifman Ballet Theatre (Russia).
- Prometeus Bound Aeshylus, dir. Theodoros
Terzopoulos, Theatre ATTIS (Greece). — Much
Ado about Nothing W.Shakespeare, dir. Declan
Donnellan, ‘Cheek by Jowl’ Theatre (Great Britain).
— The Dark Lady of the Sonnets after G.B.Shaw, dir.
Roman Kozak, ‘Et Cetera’ Moscow Theatre (Russia).
- Dionysus, dir. Tadashi Suzuki, Suzuki Company
of Toga (Japan). - A Midsummer Night’s Dream
W.Shakespeare, dir. Janos Csanyi, Barka Theatre
(Budapest). - Don Juan, or A Stone Guest A.Pushkin,
dir. Anatoly Vasiliev, ‘School of Dramatic Art' Theatre
—Theatre de I'Europe (Russia). — Arcadia T.Stoppard,
dir. EImo Nuganen, Georgy Tovstonogov Bolshoi
Drama Theatre (Russia). — Uncle Vanya A.Chekhov,
dir. Sergei Afanasiev, Sergei Afanasiev Novosibirsk
City Drama Theatre (Russia). - And Suddenly the
Nights Turned Sleepless, dir. Ariane Mnouchkine,
Theatre du Soleil (France). - Three Sisters
A.Chekhov, dir. Oleg Efremov, Chekhov Moscow Art
Theatre (Russia).

TpeTba BcemmpHas TeaTpanbHasn
Onumnuaga - IV MT® um. A.lN.YexoBa
(anpenb - noHb 2001)

MupoBas cepus

Apnekun, Cnyza 08yx 20cnod K.[onbAoHW, pex.
Ixoppxo Crpenep, «lukkono Teatpo an Mwuna-
Ho» — TeaTp EBponbl (Utanus). - bopuc lodyHose
A.NMywkuH, pex. deknan JoHHennaH, MTO um. A.l.
YexoBa, bpurtaHcknii Coset B MockBe, ABUHbOH-
ckuin pectusanb, ectusans B bpalitoHe, Teatp «Jla
Qunatiop»/ HaunoHanbHas cueHa Miony3sa (Poccus,
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OpaHuus, BenukobputaHua). — Famaem Y.lllek-
cnup, pex. Metep LWtanH, MKTC, MTO um. A.MN.Yexo-
Ba, HemeuUKnin KynbTypHbIV LieHTp um. [eTe (Poccus,
lepmaHua). - Omenno Y.lllekcnup, pex. dMyHTac
Hakpolwutoc, Teatp «MeHo ®opTac» (JluTea). - Uepa
cHoe A.CtpuHpbepr, pex. Pobept Yuncon, LUTaa-
cteatepH Crokronbm (LLBeuus). - Anokanuncuc
Komn. Bragumup MapTbiHOB, pex. HOpuin Jliobu-
MOB, AKafieMNYeCKni roCcyAapCTBEHHbIN MY>KCKOW
xop 1 CBOAHbIV XOP ManbymkoB dcToHumn (Poccus,
SctonuA). — Kak eam yeo0Ho, unu [jeeHadyamasn
Ho4Yb nocne Poxxdecmea Y.lllekcnup, pex. Pobept
Crypya, [py3nHCKUI rocyfapCcTBEHHbI akagemuye-
ckuin Teatp um. Lota Pyctasenu (Mpy3sus). - Monau-
¢oHua mupa xomn. AnekcaHap bakwu, pex. Kama
MmHKac, aupwxep MmooH Kpemep, MKTC, KamepHbii
opkecTp «Kpemepata bantuka» (Poccus, JlatBus,
ScToHus, NnTea). — MepkycooH de Cmpacbype, aH-
cambnb ypapHbIx MHCTpymeHToB (DpaHuuma), Xya.
pyk. K.IN.bepHap. - Tpunmux KoHuenuus, cLueHo-
rpadus, noctaHoBka — bapTabac, KoHHbIN TeaTp
«3uHrapo» (DpaHuun). — BeHeyuaHcKue 61usHeybl
K.TonbpoHu, pex. Jlyka PoHKOHW, «[nKKono TeaTpo
an MunaHo» — Teatp EBponbl n «Teatpo bboHao
Crabune gu MNanepmo» (Utanus). — BudeHue Jlupa
no tparegun Y.llekcnupa «Koponb Jlnp», pex. Ta-
nacu Cyasyku, komn. Tocmo XocokaBa C yyactnem
conuctoB N opkectpa bonbuworo Teatpa Poccun
(Poccus, Anonus). — Yape 30un Codokn, pex. Ta-
nacu Cyasykw, LleHTp MicnonHnTenbCKmnx McKyccTs
Cupsyoka (AnoHun). — lepakn eo eHese EBpunupg,
pex. Teogopoc Tep3sonynoc, Teatp ATTUC (Tpeuns).
- Yatika A.MexoB, pex. Jliok bongu, «byprreatp»,
BeHckuin pectrBans (ABCTpusA).

CneKTaKknm poccuinickux TeaTpoB

TeampaneHeiti poman no M.bynrakoy, pex. lOpuii
Jlo6brmos, TeaTp Ha TaraHke (Mocksa). — Mucmu-
¢ukayusa no noece H.Cagyp «bpat Ynumkos», pex.
Mapk 3axapos, TeaTp JleHkom (MockBa). - Cmapo-
ceemckas 0608w H.Konsaa no motiBam noBectu
H.lTorona «CrapocBeTckue nomeLimKkm», pex. Bane-
puin ®okuH, Mpoptocepckaa komnaHua A.Bopona-
eBa 1 Anbda-6aHk. — @aycm U.B.lete, pex. bopunc
lOxaHaHoB, T[poptocepcknin  UeHTp  «lo3nTmB»,
A-Meguna Xonauur. — O0Ha abconromHo cyacmau-
8as depesHsa b.BaxTviH, aBTOp KOMMO3MLM 1 pex.
Metp ®omeHko, TeaTp «MacTepckas NeTpa PomeH-
ko» (MockBa). — CupaHo Oe bepxepak 3.PocTaH,
noctaHoeka Bnagumunp Mwup3oes, locypapcTer-
HbIi akagemuyeckuin TeaTp wum. EBr.BaxtaHrosa
(MockBa). - Omenno Y.lekcnnp, pex. bopuc Mo-
po3oB, Teatp Poccuickort Apmum (Mocksa). — KoH-

mpaé6ac .30cknHa, pex. EneHa HesexuHa, Teatp
«CatpukoH» um. A.PaiknHa (Mocksa). - Tpasuama
Ix.Bepaun, gupwxep E.Konobos, pex. Anna Cwura-
nosa, Teatp Hosas Onepa (Mocksa). - O6py4yeHue
8 moHacmeipe C.[lpokodbeB, My3. pyKoBoaWTENb
noctaHoBkn Bonbd lopenuk, pex. AnekcaHap Tu-
Tenb, Jliopmuna Hanetosa, MysbiKanbHbI TeaTp
nm. K.C.CtaHncnasckoro un Bn..Hemnposuua-[ax-
yeHko (Mocksa). — Kapmen X.buze, pex. Amutpuin
BbepTtmaH, Teatp «lenukoH-onepa» (Mocksa). — Ee-
2eHuli OHeauH A.NywkuH, pex. Opuii Jllobumos,
Teatp Ha TaraHke (Mocksa). - lope om yma A.lpn6o-
efoB, pex. Ceprenn XeHoay, Manbiin Teatp Poccun
(MockBa). — BuwiHesblili cad A.Yexos, pex. JleoHnp,
Xendew, Teatp um. MoccoseTa (Mockga). — YepHobliii
MOHAxX Nno OfHOMMEHHOMY pacckasy A.YexoBa, pex.
Kama [vHkac, MTIO3. - UeaHoe u Opyaue A.Yexos,
pex. [LAHoBcKkan, MTIO3. - HyxHa dpamamudeckas
akmpuca no nbece A.OcTpoBckoro «flec», pex.
lOpuin MorpebHunuko, Teatp «OKOJIO goma CraHuc-
naBckoroy. — Kanueyna A.Kamio, pex. B.benakosuy,
Teatp Ha tOro-3anage. - Ha oHe M.[opbKuii, pex.
Aponbd Wanupo, Mockosckuin Teatp n/p O.Taba-
koBa. — Cyacmnueoe cobbimue C.MpOXeK, pex.
CeetnaHa BparoBa, Teatp «MopepHb» n/p C.Bpa-
rosoin (Mockea). — Memp Yaiikoeckuli. Jle6edu-
Hoe o3epo. Onepa, pex. Vinba dnenbbaym, Mans
KpacHononbckas, Teatp «TeHb» (MockBa). — benas
osya [1.Xapmc, pex. Muxaun JleButuH, Teatp «3p-
muTax» (Mocksa). — Wetdnok no nbece Y.llekcnu-
pa «BeHeuuaHcKnii Kynewy, pex. Pobept Crypya,
Mockosckun Teatp «Et Cetera». — Uepok C.IMpoko-
¢dbeB, anpwmkep NeHHagUn PoXXpecTBeHCKUN, pex.
AnekcaHpp Tutenb, bonbwon Teatp Poccumn (Mo-
cKkBa). — lMeped 3axo0om conHya l.fayntmaH, pex.
lpuropwit Kosnos, AT um. L A.ToBctoHoroBa (C.-le-
Tepbypr). — Yalika A.Yexos, pex. JleB [loanH, Aka-
nemunyecknin Manbin gpamaTtnyeckui Teatp — TeaTp
Esponbi (C.-MeTepbypr). — Famnem Y.lLlekcnup, pex.
Axatonuin [13uBaes, CemeH bynb6a, KoHHbI TeaTp
«HapTbi» (BnagukaBkas). - Jon XKyaH, unu Cmpa-
cmu no Monsepy mysbika B.A.Mouaprt, Ibepnnos,
xopeorpad bopuc diipmaH, CaHKT-TeTepbyprckui
roCyaapCTBEHHbIV akafieMnyecknin TeaTp 6aneta
B.2ndmana (C.-Metepbypr).

JKcnepyMeHTaibHasA Nporpamma

Ipe3bl 066U aBTOP, MOCTAHOBLMK U Xopeorpad
Anna CuranoBa, «<APT KOHHeKLLEeH3 VIHTePH3LWHA» 1
Teatp Sctpaabl (CWWA - Poccun). - Aemonopmpem
moezo nokoneHus K[onungse, H.KBacxagse, pex.
HaHa KBacxaase, Teatp knHoakTepa um. Mmnxavna Ty-
MaHunwsunu (fpy3usn). — Medesa-mamepuan X.Mwon-
nep, pex. Muxann MapmapuHoc, TeaTp KnHoaktepa
M. Muxavna Tymanuwsunm (Mpysus). — CmeknaH-
Hbll 36epuHey T.Yunbamc, pex. Viputa bpyk, Teatp
Bugu-JlosaHH, Teatp «Knebep-Meno» (LLeliyapus).
- Xawupuzaku X.[é66enbc no pomaHy [.CraiiH
«CTaHOB/EHME aMePUKAHLEBY, PEX. N1 KOMMNO3UTOP
XanHep lé66enbc, Teatp Bupwn-NlozaHH, ®ectnBanb
nckyccte RomaEuropa 2000, Mysbika gna Puma,
Mwuccua 2000 Bo OpaHuuu, Jonve Laywnunbxayc
Fambypr, T&M Nanterre, [e66enb-Teatp (LLsenuapus,
Wrtanua, OpaHuyus, fepmanus). - Macmep u Mapaa-
puma no M.bynrakosy, pex. CrepaH Mockos, Teatp
«Jla Ctpaga» n Teatp bonrapckon Apmuu (bonrapus).
- XpoHuka o6wsaeneHHoli cmepmu [.Tapcna Map-
Kec, pex. Xopxe Ann TpuaHa, «TeaTpo HacboHanb»
(Konymbus). — Hedopocne [1.OoHBK3VH, pex. bopuc
lOxaHaHOB, Pycckuin gpamaTtuyeckun Teatp JInTBbI.
- Yaiika A.YexoB/b.AkyHuH, pex. Mocud Paiixenb-
rays, MockoBckuin Teatp «LLIkona coBpemeHHOM nbe-

cbi» (Poccus). — Ucxod, npuaymaHo 1 NOCTaBneHO
Munno denb6oHo, Komnauua Munno Oenb6oHo u
Smunva Pomanba Teatpo (Mtanus). — Jee cecmpeoi
B.CmexoB, pex. BeHnamuH Cmexos, TeaTp «DeHNKC»,
Teatp «Xuntuc» (OpaHuma). - Oneim oceoeHus
neecol «Yatika» cucmemoli CMaHucascKo20, pex.
AHppein Xonpak (YkpauHa), focynapcTBeHHbIN Te-
atp Hauwin (Poccun). — leHe3uc [KHuza beimus] - u3
My3ses CHoe aBTOpP, XyAOXKHUK 1 pex. Pomeo Kacten-
nyuun, «CoubeTac Padasnno CaHumo» (Mtanus).

Mporpamma «MnowagHble TeaTpbl MUpa,

unun Kopabnb gypakos»

Jlyqywue knoyHel koHya XX eexa: Snowshow, Cnasa
(Bavecnas) MonyHuH (Poccun); na neou Ha 6anko-
He, bonecnas lNonueka (Yexun); JxaHzo I0sapoc.
Knaccuka, [xanro 3psapac (HugepnaHpbl); Jleo
Bbaccu (Mcnanus); Bpames 3eHum, xyn. pyk. *Kepom
HewaH, pex. Mawa Maknedd, Teatp «[ewaH n [de-
waH» (GpaHuua); Oasug WaiHep (CLUA). — Mobunb
oM, XyA. pyk. CunbBu MeHbe, rpynna «TpaHC JKc-
npecc» (OpaHuua). — Jadadare. Mapad manyyio-
wux 6apabaHujukos, xyn. pyk. Buttopuo MMaHua
(Uitanun). - Axam6-601i3, xyn. pyk. ITbeH [eptodnb
(Benbrus). - AHcamb/1b yOapHeIX UHCMPYMeHMoe
Mapka lekapckozo (Poccun). - Ceem aHzenos,
apamatypr un pex. MoHuka ManmoHe, npogtocep
Banepuo ®ectu, Crygna Qectn (Mitanns). — OHHo,
XyA. pyk. Tvuma boyBmenictep, TeaTp «[Jortpyn»
(Hnpepnangpl). - Quaypo-delicmeue, Xya.pyK. [lxo-
BaHHW ManoHHu, CuneHy Teatp (Mtanua). - Yemel-
pe 3nemeHma, xyp. pyk. 3urpyH Opuy, Teatp «MaH
Ontukym» (fepmanus). — lMone, xyn. pyk. Popepuk
Myn, komnanua «CTpaHHble GPyKTbI» (ABCTpanus). —
Mocoinka, xyn.pyk. LLycaky Takeyum, rpynna «bogu-
Topuym» (Hugepnangpl). — benasa kabuwa, xyp. pyK.
Makcum Wcaes, MaBen Cemyerko, Mpynna AXE (Poc-
cvA). — besHadexHeble uepel, [ATe, xyA. pyk. EBreHnin
Koznos, [lo-Teatp (lfepmaHusa, Poccusn). — Cepeore, Hain-
yypan Tnatp KomnaHu (Benukobputanus). — Myme-
wecmeue 8 akea-cHel, Xyp. pyk. Cunbaectp *Kame,
Teatp «Manabap» (DpaHums). - TaHybl oo 0oxoem,
XyA. pyk. CraHucnas Bapkku, Teatp «lepekatunone»
(3cToHuA). - Komokona, xyp. pyk. Tomek KomaH, Teatp
«5 pasrHeBaHHbIX MyX4uH» (ABCTpanus). — beaywas
3emna, xyp. pyk. 1aBna KnapkcoH, TeatpanbHasa Kom-
naHua «Crankep» (ABctpanus). — Kapmen @yHebpe,
pex. lNaBen LWkotak, Teatp «biopo [lyTelwecTtsuin»
(Monbwa). - Jokmop ®aycm, xya. pyK. [1aBug [>KoH-
cToH, Maprapete bbepeiie, Teatp «3BYK U BULLHW»
(TepmaHus). - O2HeHHaa uHcmanaayus, rpynna «Ka-
paboc» (OpaHuws). — femonel, rpynna «KomeanaH-
Tbi» (Vicnanua). - bostepo, pex. Buktop MNaHoB, ApxaH-
renbCcKuii 06N1acTHOM MonoAexHbin Teatp (Poccus).
- Jeasonbckuli sonpoc, pex. tOpuin bepnaHguH,
«Anapm!Teatp» (fepmanus, Poccun). - Orlando Furio-
so J1.ApuocTo, pex. AHgpeit Moryunin, «DopmanbHbIi
TeaTp» (Poccusn). — Pugp, xya. pyk. ®uavnn Puy, rpynna
«Maccaxupbl» (OpaHums). — Aslele napyca no MoTu-
BaM nosecTun A.lpuHa, XyA. pyk. Anekcanap KanawHu-
KoB, TeaTp «bym» (Poccus). - Kuxom!, xyp. pyk. Kopa
XeppeHngopd, lopaumo YepTok, Teatp «Hykneo» (Uta-
nua). - Mpynna «KpacHeie Snsucer» (CLLUA), xya. pyk.
Oner bepHoB. - BomaHu4eckuti 6anem, ConHye - He
Jlyna, MuHepanoHbie 8006, xyn. pyk. AHgpeii bap-
TeHeB (Poccus). — Teodop Taxuk: UHcmannayuu u
nepgopmatcel (Poccus). — Anekceti Kocmpoma: UH-
cmannayuu u nepgpopmarcel (Poccus). — Xy0oxHu-
Ku nepgpopmarca: Oepop [anoHos, Xak CUMOHsH,
Apt-rpynna «B TeHw», Apt-rpynna «Ceep», Awa Ka-
xaaH, Onma Kynep, Anekcangp lMNetniopa (Poccua). -
Kopabne dypakos, xyr. pyk. CaiimoH Bapnu, rpynna
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«bambyko» (ABcTpanusa). - Ucmopus kapHaeana:
llkona Cam6bbl «Bait-Bai» (Bpaswnus), BocTouHbIN
KapHaBan (Kutai1), BeHeuuwaHckuii KapHaBan (MTa-
nuA), «Mapap KapHaBanos» - KapHaBan Brapepxuno
(Utanna), Pycckuin kapHaBsan.

1l World Theatre Olympics in Moscow,

IV International Chekhov Theatre Festival
(21 - June, 2001)

World Series

Arlecchino, the Servant of Two Masters C.Goldoni,
dir. Giorgio Strehler, Piccolo Teatro di Milano - Teatro
d’Europa (ltaly). — Boris Godunov A.Pushkin, dir.
Declan Donnellan, Chekhov International Theatre
Festival (hereinafter CITF), The British Council in
Moscow, Festival d’Avignon, The Brighton Festival
and Scéne Nationale ‘La Filature’ Mulhouse (Russia,
UK, France). - Hamlet \W.Shakespeare, dir. Peter Stein,
ICTA, CITF, The Goethe-Institut (Russia, Germany).
- Othello W.Shakespeare, dir. Eimuntas Nekrosius,
Meno Fortas Theatre (Lithuania). — Ett Dromspel
(A Dream Play), A.Strindberg, dir. Robert Wilson,
Stadsteatern Stockholm (Sweden). — Apocalypse
music by V.Martynov, dir. Yuri Lyubimov, State men’s
chorus, composite boy’s chorus of Estonia (Russia,
Estonia). - What You Will, or the Twelfth Night of
Christmas based on W.Shakespeare’s play, dir. Robert
Sturua, Shota Rustaveli State Academic Theatre
(Georgia). — Polyphony of the World composed
by A.Bakshi, dir. Kama Ginkas, conductor Gidons
Kremers, ICTA, Kremerata Baltica Chamber Orchestra
(Russia, Latvia, Estonia, Lithuania). - Les Percussions
de Strasbourg, art. dir. Jean-Paul Bernard (France).
- Triptych music by |.Stravinsky and P.Boulez, dir.
Bartabas, Zingaro Equestrian Theatre (France). - I due
gemelli Veneziani (The Venetian Twins) C.Goldoni,
dir. Luca Ronconi, Piccolo Teatro di Milano - Teatro
d’Europe and Teatro Biondo Stabile di Palermo
(Italy). — Vision of Lear based on W.Shakespeare's
King Lear, taking part in the production are soloists
and orchestra of Bolshoi Theatre, composed by
Toshio Hosokawa, dir. Tadashi Suzuki. — Oedipus Rex
Sophocles, dir. Tadashi Suzuki, Shizuoka Performing
Arts Centre (Japan). - Heracles Enraged Euripides,
dir. Theodoros Terzopoulos, Theatre ATTIS (Greece). -
The Seagull A. Chekhov, dir. Luc Bondy, Burgtheater,
Wiener Festwochen (Austria).

Russian Program

A Theatrical Novel after M.Bulgakov, dir. Yuri
Lyubimov, Taganka Theatre. - Mystification
inspired by the poem Dead Souls by N.Gogol, dir.
Mark Zakharov, Lenkom Moscow Theatre. - The
Old-World Love N.Kolyada after The Old World
Landowners by N.Gogol, dir. Valery Fokin, Anatoly
Voropayev Producer Company & Alpha Bank at
Vsevolod Meyerhold Theatre Centre. — Faust J.-W.
Goethe, dir. Boris Yukhananov, «Positive» Producing
Center, A-Media Holding at Stanislavsky Drama
Theatre. - One Absolutely Happy Village B.Vakhtin,
composer and dir. Pyotr Fomenko, Pyotr Fomenko
Workshop Theatre. - Cyrano de Bergerac E.Rostand,
dir. Vladimir Mirzoev, Evgeny Vakhtangov State
Academic Theatre. - Othello W.Shakespeare, dir. Boris
Morozov, Russian Army Theatre. — Der Kontrabass
(Double Bass) PSuskind, dir. Elena Nevezhina, Arcady
Raikin ‘Satiricon’ Russian State Theater. - La Traviata
G.Verdi, conductor Eugene Kolobov, dir. Alla Sigalova,
Novaya Opera Theatre. - Betrothal at the Monastery
(The Duenna) S.Prokofiev, based on R.Sheridan’s
comedy, musical dir. Wolf Gorelik, producing
conductor Ara Karapetyan, producing dir. Alexander



Titel, Ludmila Naletova, Stanislavsky and Nemirovich-
Danchenko Moscow Music Theatre. - Carmen
G.Bizet, dir. Dmitry Bertman, Helikon-Opera Moscow
Musical Theatre. — Eugene Onegin A.Pushkin, dir.
Yuri Lyubimov, Taganka Theatre. — Wit Works Woe
A.Griboedov, dir. Sergei Zhenovach, Maly Theatre. -
The Cherry Orchard A.Chekhov, dir. Leonid Kheifetz,
Mossovet State Academic Theatre. - The Black Monk
after A.Chekhov’s novel, dir. Kama Ginkas, Moscow
Young Spectator’s Theatre. — Ivanov and Others
A.Chekhov, dir. Genrietta Yanovskaya, Moscow
Young Spectators’ Theatre. - An Actress is Needed
to Play a Dramatic Part based on the play The Forest
by A.Ostrovsky, dir. Yuri Pogrebnichko,‘'OKOLO Doma
Stanislavskogo’ Moscow Theatre. - Caligula A.Camus,
dir. Valery Belyakovich, ‘Na Yugo-Zapade’ Moscow
Theatre. — The Lower Depths M.Gorky, dir. Adolf
Shapiro, Oleg Tabakov Moscow Theatre. - Happy
Event S.Mrozek, dir. Svetlana Vragova, ‘Modern’
Moscow Theatre. - Pyotr Tchaikovsky. Swan Lake. An
Opera, dir. llya Epelbaum, Maya Krasnopolskaya, Tyen
Opery (Shadow of Opera) Moscow Theatre. - White
Sheep D.Kharms, dir. Mikhail Levitin, ‘Hermitage’
Moscow Theatre (Moscow). — Shylok (The Merchant
of Venice) W.Shakespeare, dir. Robert Sturua, ‘Et
Cetera’ Moscow Theatre. - The Gambler S.Prokofiev,
dir. Alexander Titel, The Bolshoi Theatre of Russia,
conductor Gennady Rozhdestvensky. - Before
Sunset G.Hauptmann, dir. Grigory Kozlov, Georgy
Tovstonogov Bolshoi Drama Theatre (St. Petersburg).
- The Seagull A.Chekhov, dir. Lev Dodin, Maly Drama
Theatre - Theatre de I'Europe (St. Petersburg). -
Hamlet W.Shakespeare, dir. Anatoly Dzivaev, Simon
Bulba, ‘Narty’ Equestrian Theater (Vladikavkaz). - Don
Juan, or Moliere Passions W.A.Mozart, H. Berlioz, chor.
Boris Eifman, St. Petersburg Eifman Ballet Theatre.

Experimental Program

Dreams of Love libretto, dir. and choreography Alla
Sigalova, ART Connections International and The
Moscow State Variety Theater (USA, Russia). — Self-
Portrait of My Generation K.Dolidze, N.Kvaskhadze,
dir. Nana Kvaskhadze, Mikhail Tumanishvili Film
Actors'Theatre (Georgia). - Medea. Material H.Miiller,
dir. Mikhail Marmarinos, Mikhail Tumanishvili Film
Actors’ Theatre (Georgia). — The Glass Menagerie
T.Williams, dir. Irina Brook, Théatre Vidy-Lausanne,
Theatre Kleber-Meleau (Switzerland). — Hashirigaki
H.Goebbels after The Making of Americans by G.Stein,
dir. and music Heiner Goebbels, Théatre Vidy-
Lausanne, Romaeuropa Festival 2000, Musica per
Roma, Mission pour I’An 2000 en France, Deutsches
Schauspielhaus Hamburg, T & M a Nanterre, Hebbel-
Theater (Switzerland, Italy, France, Germany). -
Master and Margarita after M.Bulgakov, dir. Stephan
Moskov, ‘La Strada’ Theatre, Bulgarian Army Theatre
(Bulgaria). - Cronica de una muerte anunciada based
on the liked-named novel by G.Garcia Marquez, dir.
Jorge Ali Triana, Teatro Nacional (Columbia). — The
Minor D.Fonvizin, dir. Boris Yukhananov, Russian
Drama Theatre of Lithuania (Lithuania). - The Seagull
A.Chekhov/ B.Akunin, dir. Joseph Reihelgauz, ‘School
of Modern Drama’ Moscow Theatre (Russia). — Esodo,
dir. Pippo Delbono, Compagnia Pippo Delbono
- Emilia Romagna Teatro (ltaly). - Two Sisters
V.Smekhov, dir. Veniamin Smekhov, Le Théatre du
Phénix, Théatre Gyptis (France). — ‘The Seagull’ by
Anton Chekhov following Stanislavsky System, dir.
Andrei Zholdak, State Theatre of Nations (Russia). —
Genesis - From the Museum of Sleep author, set and
sound designer and dir. Romeo Castellucci, Societas
Raffaello Sanzio (ltaly).

Program of Street Theatres

of the World or ‘Ship of Fools’

The Best Clowns of the End of the XX Century:
Snowshow by Slava Polunin (Russia); For the
Lady in the Balcony, Boleslav Polivka (Czech
Republic); Jango Edwards’ Classics, Jango Edwards
(Netherlands); Leo Bassi (Spain); Les Fréeres Zénith,
art dir. Jérdbme Deschamps, dir. Macha Makeieff,
‘Deschamps & Deschamps’ (France); David Shiner
(USA). — Mobile Homme, art dir. Sylvie Meunier,
‘Trance Express’ (France). - Dadadang. Parade for
Moving Percussion, art dir. Vittorio Panza (ltaly).
- The DJambe-Boys, art dir. Etienne Deruelle
(Belgium). — Mark Pekarsky’ Percussion Ensemble
(Russia). — La Luce Degli Angeli, dramaturg and dir.
Monica Maimone, producer Valerio Festi,'Studio Festi’
(Italy). — Onno, art dir. Titia Bouwmeester, ‘Dogtroep’
(Netherlands). - Figuraaione, art dir. Giovanni
Malonni, Silence Theatro (ltaly). - Vier Elemente,
art dir. Sigrun Fritsch, ‘Pan Opticum’ (Germany).
- The Field, art dir. Roderick Poole, ‘Strange Fruit’
(Australia). - The Package, art dir. Shusaki Takeuchi,
‘Bodytorium’ (Netherlands). — The White Cabin,
art dir. Maxim Isaev, Pavel Semchenko, ‘Axe-Group’
(Russia). - The Hopeless Games, Windcross, art dir.
Eugenie Koslov, 'Do-Theatre’ (Germany, Russia). - The
Greys, Natural Theatre Company (Great Britain). -
Le Voyages des Aquaréves, art dir. Sylvestre Jamet,
‘Malabar’ (France). - Dancing in the Rain, art dir.
Stanislav Varkki, ‘Perekatipole’ (Estonia). — The Bells,
art dir. Tomek Koman, ‘5 Angry Men'’ (Australia). - Fast
Ground, art dir. David Clarcson, ‘Stalker’ (Australia).
- Carmen Funebre, dir. Pavel Shkotak, Teatr ‘Biuro
Podrézy’ (Poland). — Doctor Faustus, art dir. David
Johnston, Margarete Biereye,Ton und Kirschen’
(Germany). - Installation du Feu,'Carabosse’ (France).
- Dimonis, ‘Comediants’ (Spane). — Bolero, dir. Viktor
Panov, Arkhangelsk Youth Theatre (Russia). - Questio
Diabolica, dir. Jury Berlandin, ‘Alarm!Theater’
(Germany, Russia). - Orlando Furioso L.Ariosto, dir.
Andrey Moguchy, ‘Formalny Theatre’ (Russia). — Récif,
artdir. Philippe Riou,Les Passagers’ (France). - Scarlet
Sails after A.Grin, art dir. Alexander Kalashnikov,
‘Boom’ (Russia). — Quijot!, art dir. Cora Herrendorf,
Horacio Czertok, Teatro Nucleo (Italy). — Red Elvises
Group (USA), art dir. Oleg Bernov. — Botanical Ballet,
The Sun is No Moon, Mineral Waters, art dir. Andrey
Bartenev (Russia). — Teodor Tezhik: Installation
and Performances (Russia). - Alexei Kostroma:
Installation and Performances (Russia). — The
Performance Designers: Fyodor Dodonov, Haik
Simonyan, Art Group ‘In the Shadows, Art Group
‘North, Yasha Kazhdan, Dima Kuper, Alexander
Petlyura (Russia). — The Ship of Fools, art dir. Simon
Barley, ‘Bambuco’ (Australia). — The History of
Carnival: The ‘Vai-vai’ Samba School (Brazil), Oriental
Carnival (China), Venetian carnival (ltaly), Viareggio
Carnival - Parade of Carnivals (Italy), Russian Carnival.

V MT® um. A. IN. Yexosa (maii — nonb 2003)

Muposas cepusa

HemoHnel, Teatp «KomeamaHTtbl» (McnaHua). - Jee-
Haoyamas Hoyb Y.lllekcnup, pex. leknaH [JoHHen-
naH, MTO nm. A.N.Yexosa, MKTC B coTpygHnuecTse
¢ Teatpom «Yuk 6ait Oxayn» (Poccus, Benukobputa-
Hus). — Kaze, my3bika flc-Kas, xopeorpa¢ Tepo Caa-
pviHeH, KomnaHus Tepo CaapriHeHa 1 O6beanHeHve
fic-Kaza (Ounnavgua, Anonwusa, CeHeran). — KoHu
eempa, KoHLenuusa, cueHorpapua 1 nocTaHoOBKa
- baptabac, KoHHbI TeaTp «3uHrapo» (OpaHuyus). -
Cookin; my3bika [loHr tOH Jln, pex. CeyHr Ban CoHr,
«[MMC npopgakwH3» 1 KomnaHua «bpopgeii-Asua»

274

(fOxHan Kopes). - Ckazanue o My Keeli-UHe, sou-
mesnbHuUye ¢ HexxHbIM cepoyem, pex. Jin CAo-NuiHb,
HaumoHanbHbI onepHbiii Teatp o lyaH (TaiiBaHb).
- B oxudaHnuu lodo C.bekker, pex. Pobept Crypya,
[Py3MHCKINIA rOCyAapCTBEHHbIN aKafeMUyeckuin Te-
atp um. LWoTa Pyctasenu (Tpysus). — XKopaxk [jaHOeH
Monbep, pex. Mak Jlaccanb, BAT nm. [LA.ToBcToHOrO-
Ba, MTO® um. A.M. Yexosa, MKTC, ®paHLy3cKuii Kynb-
TYpHbI UeHTp B Mockse (Poccusa, OpaHuusa). — Ca-
moy6uticmeo eno6neHHobix 8 CoH303aku Tukamally
MoHg3asmoH, xya. pyk. Hakamypa fanasupo lll, Teatp
Kabykw, Tpynna Tukamauy-g3a (AnoHus). - Macmep
u Mapzapuma M.bynrakos, pex. ®paHk Kactopd,
QonbkcbloHe am Posa-Jliokcembypr-Mnay (bepnwH,
[epmaHusn). - Pesusop H.loronb, pex. n cueHorpad
MatTnac JlaHrxodd, «Teatpo an IxxeHosa» (Utanus).
- CupaHo 0e bepxepak 3.PocTaH, pex. Tagacu Cyp-
3yKu, LleHTp ucnonHutenbckux muckyccts Cuasyoka
(AnoHwusA). — Kaaakué, Teatp «Ho» (finoHus). — lMpe-
kpacHaa menvHuvuxa O.lybept, pex. Kpuctod
Maprtanep, LWaywnunbxayc Liopux (LLsenuapus).
- Cnekmakne-koHyepm «[xy [MepkawH [pynn»
(TaBaHb). — Madwuii aHzen, aBTop 1 pex. MoHuKa
MaiimoHe, Teatp «Cryguo Qectu» (Utanus).

JKcnepumeHTaNbHasA 1 MoJsioAeXHaA nporpaMmma
Tanysl Ha cmekne A.KyxectaHu, pex. Amup Pesa
KyxectaHu, Teatp «Mexp Teatp lpynn» (MpaH). - Xa-
A4uH3-Tak3-Kazypa, TeaTp «XaaumHa-Taks-Karypa»
(AnoHwus). — SIDE B, Kyoa nneieem mpocmHUk,
xopeorpad Wkyino Kypopga, Peiiko Hoto, Komna-
HuA BATIK, TaHueBanbHasa komnaHua Penko Hoto
(AnoHus). - MoHonoau e8az2uHbl W.3HCnep, pex.
MapTtuHa Bpobenb, MNMepensmxkHon TeaTp «Kopob-
ka» — locypapctBeHHbIn TeaTp LWTyTtrapra (fepma-
HUA). — Apabckas Hoyb P.lUuvmmenbndeHHUr, pex.
Camtoanb Bariic, focygapcteeHHbin Teatp LWTyTrapra
(fepmaHua). - Houb Ha nopoeze necos b.-M.Konbtec,
pex. *KaknuH KopHmionnep, lNepeasukHon Teatp
«Kopobka» - locypapcTBeHHbln TeaTp LUTyTrapra
(Tepmanua). — Cnadkuii famnem no Y.llekcnupy,
pex. CebactbsaH HiobnuHr, lNepenBmkHON TeaTp
«Kopobka» — locypapcTBeHHbIli TeaTp LUTyTtrapra
(TepmaHuna).— OOHospemeHHO E.NpuLKOBeL, pex.
AHppeac 3aytep, bepHxapg LTtygnap, MNepepsux-
Hol TeaTp «Kopobka» — locymapCTBEHHbIV TeaTp
WryTrapra (fepmaHus). - BpemeHckasa ceo6oda P.B.
Maccounpep, pex. KaknH KopHmionnep, focyaap-
cTBeHHbIN TeaTp LUTtyTrapta (fepmanus). - Cmopox
I.MuHTep, pex. dpux 3nanep, locyaapCcTBEHHDIN Te-
atp Wrytrapta (fepmaHua). — Pas6oiiHuku @. LLun-
nepa, pex. Mannopen Manxodep, MepeasuxHon
TeaTp «Kopobka» — [ocygapctBeHHbIn Teatp LUTyT-

rapta (fepmanus). — bosnbuwie, yem 00x#0b no A.Ye-
xoBy, pex. MNaBen Agamumkos, benopyccknii GoHp,
pa3suTuA KynbTypbl (Benapycb). — @apeHxatim
LL.ArHoH, pex. Mapua HemupoBsckasa, HesaBucu-
mas Tpynna M.Hemunposckon (U3pannb). - CUHXpoH
T.XtopnvmaH, pex. Mungayrac Kapb6ayckuc, Teatp
n/p O.TabakoBa n MT® um. Al. Yexosa (Poccus,
LWeenuapua). — OeHenukuti M.doH MaiieHbypr,
pex. Mukasnb Cepp, TeaTp «batnckad» (OpaHuuma).
- A. - 3mo opyaas A.3ayTep, b.LLItyanap, pex. Onb-
ra Cy66otuHa, LleHTp gpamatyprum n pexmccypbl
n/p A.KasaHueBa n M.PowmHa n MTO um. A.MN.Ye-
xoBa (Poccua - lepmaHus). — O6aaka ApuctodaH,
pex. Akon KasaHusH, EpeBaHckuin THO3 (ApmeHns).
- W.0. CJlapccoH, pex. Knpunn CepebpeHHNKOB,
Llentp apamatyprum n pexumccypbl n/p A.KasaHuesa
n M.PowmHa n MTO um. A.M.Yexo.a, (Poccus, LLise-
uun). - fopodckoli amnac 3anada, pex. bapbapa
Knnennn, ®paxko Kyaptbepyu, KomnaHua «Makku-
HaumoHu Teatpanu» (Utanua). - Xaw XyaH, xopeo-
rpa¢ Wn Oxun-Tuse, dkcnepmmeHTanbHan 6anetHas
Tpynna «®usmnyeckunii Teatp kmu» (TaBaHb).

CnekTtaknu gna gerten

bannada MopmoguHo aBTOop U pexuccep MeTep
PvHpepkHexT, TeaTp aH [po 3 aH [eTan (LLBeriyapus).
- By¢pannanemec, pex. Men boy, «<Komnanua Men
Boy» (McnaHws). - Ckaska demcmea b.Ctopu, pex.
BpyHo Cropu, JletTuums KnHtasanna, xopeorpadp Mu-
kene A66oHaaHua, AHToHenna beptoHu, KomnaHusa
KnHtaBana/Cropn - A660oHAaHua/bepToHn B co-
TpyaHuyecTtBe ¢ Teatpo TectoHu Parayum (Utanus).
- Ta Tu TuHz aBTOp 1 XyA. pyK. KatpuH Mo3p, pex.
Maona KapgoHa, Teatp «Pvo Po3e» (JaHusA).

MockoBckas nporpamma

Mpasda - xopowo, a cyacmee nyyuie A.OCTpoB-
ckun, pex. Ceprent KeHosay, Manbii TeaTp. - HuHa.
Bapuayuu... no A.Yexosy, pex. Buktop lynbueHko,
MexnyHapopaHaa Yexosckasa Jlabopatopua (B no-
MeleHnn [letckoro Teatpa «A-fl»). — lopod E.Mpuw-
KoBel, pex. Mocud Paixenbrays, Teatp «lLkona co-
BpPEMEHHOW nbecbl». — Jluyedel T.bepHxapa, pex.
Mungayrac Kapbaycknc, MockoBckuin Teatp n/p
O.TabakoBa. — IMneHHble Oyxu BpaTtba MpecHaAKo-
Bbl, pex. Bnagnmup Arees, LleHTp gpamatyprum n
pexuccypbl n/p A.KasaHuesa n M.PownHa. - Map-
JleHU - cmasnbHble npycckue ousel T.JIOPH, pex.
Cepreit AwwH, TeaTp um. H.forona. - CHeaypoy4ka H.
Pumckunn-Kopcakos, anpuxep EsreHnin Camonnos,
pex. Banepuin Paky, Teatp HoBasa Onepa. — bes-
ymHas u3 Waiio X Xnpogy, pex. Metp GomeHKo,
Teatp «Mactepckas [NeTpa ®omeHko». — [Temns PU-
6parnmbekoB, pex. CBeTnaHa Bparosa, Teatp «Mo-
fepHb». — U3 nymewecmeusa OHezuHa A.TyLIKWH,
M.Yarkosckun, pex. AHatonuin Bacunbes, Teatp
«lllkona gpamaTnyeckoro nckyccrtear — Teatp Espo-
nbl. — Ffamaem Y.lLekcnnp, pex. AmuTpuii Kpbimos,
Teatp um. K.C.CraHucnasckoro. - Mak6emm 3./lo-
Hecko, pex. lOpui byTtycos, Teatp «CaTUPUKOH» UM.
A.PaiikuHa. - XeHume6a H.loronb, pex. Cepren
Apumbawes, Teatp um. Bn.Maskosckoro. - Eaunem-
ckue Hoyu A.lMywkuH, B.bptocos, pex. Metp OomeH-
Ko, TeaTp «MacTtepckas lMetpa ®omeHKo». — Lym
banakupee [lopuH, pex. Mapk 3axapos, TeaTp
JleHkom. — Masayer PJleoHkaBanno, gupuxep AHa-
Tonuin lych, pex. Kapu XenckaneH (DuHnaHaua),
Teatp HoBas Onepa. - Kak 6e3 npumeopcmea
XeHwuHy Hatimu? K.fouuw, pex. lpuropuin QutarT-
KoBCKMI, TeaTp um. EBr.BaxtaHrosa. - Ckynou K.-b.
Monbep, pex. bopnc Mopo3os, Teatp Poccuinckon
Apmun. — KOnui Lesape u Kneonampa I.O.len-

nenb, pex. bopuc MNMokposckuia, gupuxepsbl Jles Oc-
coBckmm, Apa MapKkocsaH, KamepHbiin My3blKasibHbI
Teatp n/p B.A.NokpoBckoro. - AHamomu4eckut
meamp uHxenepa EeHo A3egba, aBTOp 11 pexunccep
Muwxaun JleButuH, TeaTp «3pmuTax». — Ha ecakozo
myodpeuya 0080/71bHO npocmombl A.OCTPOBCKUN,
pex. Bnagnmup bennuc, Manbiin Teatp. - 3pacm
@aHoopuH B.AKyHUH, pex. Anekceii bopopuH,
PAMT. - @aycm W.B.leTe, pex. IOpuia Jllo6nmos, Te-
aTp Ha TaraHke. — bez M.bynrakos, pex. EneHa He-
BeXUHa, Mockosckuii Teatp n/p O.TabakoBsa. — Ko-
neHzazeH M.QpeiiH, pex. MuHgayrac Kap6ayckuc,
MXAT nm. A.NM.Yexosa. - AHmuzoHa X.AHyn, pex.
Temyp Yxempse, MXAT unm. A.N.YexoBa. - Mocneo-
HAA 3anuce Kpanna C.bekker, pex. Pobept Crypya,
Teatp «Et Cetera». - Cmapoceemckue nomewuku
counHeHue Ha Temy H.forons, pex. MuHgayrac Kap-
6ayckunc, MXAT um. A.lN.YexoBa. — O610m off aBTOp
nbecbl 1 pex. Muxann Yrapos, LleHTp gpamatyp-
rmm n pexunccypbl n/p A.KasaHuesa n M.PowmHa.
— Kopone Jlup Y.llekcnvp, pex. MNaBen Xomckui,
TeaTp um. MoccoBeTa. — Cradkozonocas nmuya
toHocmu T.Ynnbamc, pex. Kupunn CepebpeHHNKOB,
Teatp «CoBpeMeHHVK». — BuwHessll cad A.Yexos,
pex. Mapk Po3osckuii, TeaTp «Y HUKUTCKMX BOPOT».
— Peesusop H.lToronb, pex. Pumac TymnHac, Teatp
M. EBr.BaxTaHroBa. — Koponb Y6to A XXappu, pex.
AnekcaHap Mopdos, Teatp «Et Cetera». - CmpaH-
HUKU u 2ycapel no nbecam A.Mexosa u A.Bamnu-
noBa, pex. Opwuin MorpebHuuko, Teatp «OKOJO
foma CraHucnasckoro». — Xopx JlaHOeH, unu
OdypadeHHbIl myx Monbep, pex. Anekcen Jle-
BUHCKUN, TeaTp «OKOJIO goma CraHMCNaBCKOro».
- OwyweHue 6opodel K.[JparyHckas, pex. Onbra
Cy660TuHa, LleHTp Apamatyprum n pexuccypbl n/p
A.KazaHuesa n M.PowHa. — lMoxox0eHusa noeecol
N.CTpaBUHCKMIA, NOCTaHOBKA 1 cueHorpadus Imu-
Tpun YepHakos, anpwxep AnekcaHap Tutos, bonb-
won Teatp Poccnn. - flama ¢ cobaukoli A.Yexos,
pex. Kama lmHkac, MTIO3. — Apmo u e2o 08oliHUK
B.CemeHoBckuii, pex. Banepuin ®okunH, LileHTp nm.
Bc.Menepxonbpaa. - Pomeo u [xxyneemma Y.llex-
cnup, pex. PomaH Kosak, Teatp nm. A.C.MNywkKnHa.
- 3omomoti nemywok H.Pumckuin-Kopcakos, pex.
Anekcanap Tutenb, gupwxkep Qennkc Kopobos,
My3bikanbHbii TeaTp um. K.C.CTaHMcnaBckoro u
Bn..Hemnposuua-flaHueHko. - OmpaeneHHasn
myHuka H.I'ymunes, pex. W.NMonosckuy, Teatp «Ma-
ctepckan lMetpa ®omeHko». — Lkona wymoe no
moTtBam nosmbl C.bpaHTa «Kopabnb Aypakos»,
pex. Hukonan PowwH, rpynna ‘Ship of Fools; LieHTtp
M. Bc.Meliepxonbpa. — lMemp Benukut A.lpetpu,
pex. Omutpuin beptmaH, gupuxep Cepren Crap-
nep, Teatp «lenvikoH-onepa». - CuHbop Todepo
xo3AuH KlonbfoHu, pex. Pobept Crypya, TeaTp
«CaTnpurKkoH» nm. A.PankunHa.

V Chekhov International Theatre Festival
(May - July, 2003)

World Series

Demons, ‘Comediants’ Company (Spain). - The
Twelfth Night by W.Shakespeare, dir. Declan
Donnellan, CITF, ICTA in cooperation with ‘Cheek by
Jowl’ Theatre (Russia, Great Britain). - Kaze (Wind),
chor. Tero Saarinen, Tero Saarinen Company & Yas—
Kaz Unit (Finland, Japan, Senegal). - Horses of the
Wind, dir. Bartabas, Zingaro Equestrian Theatre
(France). - Cookin’, dir. Seung Whan Song, PMS
Productions & ‘Broadway - Asia’ Company (South
Korea). - Mu Quei-Ying, dir. Lee Xiao-Pin, Guo Guang
Opera Company (Taiwan). — Waiting for Godot
S.Beckett, dir. Robert Sturua, Shota Rustaveli State
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Academic Theatre (Georgia). — Georges Dandin
Moliere, dir. Jacques Lassalle, Georgy Tovstonogov
Bolshoi Drama Theatre, CITF, ICTA, French Cultural
Centre in Moscow (Russia, France). - Love Suicides at
Sonezaki Chikamatsu Mondzaemon, dir. Nakamura
Gandgziro I, Kabuki, Troupe Chikamatsu-dsa (Japan).
- Master and Margarita after M.Bulgakov, dir. Frank
Castorf, Volksbilhne am Rosa-Luxemburg-Platz
(Germany). - The Government Inspector N.Gogol,
dir. Matthias Langhoff, Teatro di Genova (ltaly). -
Cyrano de Bergerac E.Rostan, dir. Tadashi Suzuki,
Shizuoka Performing Arts Center (Japan).- Kagekiyo,
NOH Theatre (Japan). — The Tale of the Fair Miller’s
Wife (Die schéne Miillerin) F.Shubert, dir. Christoph
Marthaler, Schauspielhaus Zurich (Switzerland).
- Concert Performance by Ju Percussion Group
(Taiwan). — Lucifer (The Fallen Angel) author and dir.
Monika Maimone, Studio Festi (Italy).

Experimental program

Dancing on Glasses, dir. Amir Reza Kuhestani, Mehr
Theatre Group (Iran). - Hayachine Take Kagura,
Association of Preservation of Hayachine Take
Kagura (Japan). - SIDE B, Destination of Reed,
chor. lkuyo Kuroda, Reiko Noto, BATIC Company,
Reiko Noto Dance Company (Japan). - Vagina
Monologues E.Ensler, dir. Martina Wrobel, Theater
Kiste — Staatstheater Stuttgart (Germany). - The
Arabian Night R.Schimmelpfennig, dir. Samuel
Weis, Staatstheater Stuttgart (Germany). - The Night
Just Before the Forests B.M.Koltes, dir. Jacqueline
Kornmueller, Staatstheater Stuttgart (Germany). -
Sweet Hamlet after W.Shakespeare, dir. Sebastian
Nuebling, Theater Kiste — Staatstheater Stuttgart
(Germany). -  Simultaneously  E.Grishkovets,
dir. Bernhard Studlar, Andreas Sauter, Theater
Kiste - Staatstheater Stuttgart (Germany). -
Bremen Freedom R.W. Fassbinder, dir. Jacqueline
Kornmueller, Staatstheater Stuttgart (Germany).
- The Caretaker H. Pinter, dir. Erich Sidler,
Staatstheater Stuttgart (Germany). — The Robbers
by F. Schiller, dir. Manfred Meihofer, Theater Kiste
- Staatstheater Stuttgart (Germany). - More than
Rain after A.Chekhov, dir. Pavel Adamchikov,
Belorusian Culture Development Fund (Belarus).
- Fahrenheim S.Agnon, dir. Maria Nemirovskaya,
M. Nemirovskaya's Independent Company (Israel). -
Synchron T.Huerlimann, dir. Mindaugas Karbauskis,
Oleg Tabakov Moscow Theatre and CITF (Russia,
Switzerland). - Fireface M.von Mayenburg, dir. Mikael
Serre, Bathyscaphe Theatre (France). - A. Is Another
Woman A.Sauter, B.Studlar, dir. Olga Subbotina,
AKazantsev and M.Roschin Center of Dramatic
Art and Directing of and CITF (Russia, Germany). —
The Clouds Aristophanes, dir. Akop Kazanchyan,
Yerevan Young Spectator’s Theatre (Armenia). - A. D.
S.Larsson, dir. Kirill Serebrennikov, A.Kazantsev and
M.Roschin Center of Dramatic Art and Directing and
CITF (Russia, Sweden). - Occidental Urban Atlas, dir.
Barbara Chinelli, Franko Quartieri, Macchinazioni
Teatrali Company (Italy). - Zhan Zhuang, chor. Shih
Gee Tze, Acme Physical Dance Theatre (Taiwan).

Children theatre

Portofino Ballad, dir. Peter Rinderknecht, Theater en
Gros et en Détail (Switzerland). - Bufaplanets, dir.
Pep Bou, Pep Bou Company (Spain). — A Childhood
Tale B.Stori, dir. Bruno Stori, Leticia Quintavalla,
chors Michele Abbondanza, Anronella Bertoni,
Quintavalla - Stori - Compagnia Abbondanza/
Bertoni (Italy). — Ta Ti Ting C.Poer, dir. Catrine Poer,
Rio Rose Theatre (Denmark).



Moscow program

Truth is Good, but Happiness is Better A.Ostrovsky,
dir. Sergei Zhenovach, Maly Theatre. - Nina.
Variations...after A.Chekhov, dir. Victor Gulchenko,
International Chekhov Laboratory. - The City
E.Grishkovets, dir. Joseph Raikhelgaus, ‘School
of Modern Drama’ Moscow Theatre. - Histrionic
T.Bernhard, dir. Mindaugas Karbauskis, Oleg Tabakov
Moscow Theatre. - Captive Spirits the Presnyakov
Brothers, dir. Vladimir Ageev, A. Kazantsev and M.
Roshchin Centre of Drama and Directing. - Marlene
- The Iron Maids of Prussia T.Dorn, dir. Sergei Yashin,
Nikolai Gogol Theatre. - The Snow Maiden N.Rimsky-
Korsakov, musical supervisor and conductor Evgeni
Samoilov, dir. Valery Raku, Novaya Opera Moscow
Theatre. - The Madwoman of Chaillot J.Giraudoux,
dir. Pyotr Fomenko, Pyotr Fomenko Workshop
Theatre. - The Loop R.Ibragimbekov, dir. Svetlana
Vragova, Rustam Ibragimbekov, ‘Modern’” Moscow
Theatre. - From Onegin’s Travels A.Pushkin,
PTchaikovsky, dir. Anatoly Vasilyev, ‘School of
Dramatic Art'Theatre — Theatre de I'Europe. - Hamlet
W.Shakespeare, dir. Dmitry Krymov, Konstantin
Stanislavsky Drama Moscow Theatre. — Macbett
E.lonesco, dir. Yuri Butusov, Arcady Raikin ‘Satiricon’
Russian State Theater. - The Marriage N.Gogol, dir.
Sergei Artsibashev, Vladimir Mayakovsky Moscow
Academic Theatre. — Egyptian Nights A.Pushkin,
V.Briusov, dir. Pyotr Fomenko, Pyotr Fomenko
Workshop Theatre. — The Jester Balakirev G.Gorin,
dir. Mark Zakharov, ‘Lenkom’ Moscow Theatre. —
Pagliacci R.Leoncavallo, musical supervisor and
conductor Anatoly Gus, dir. Kari Heiskankanen,
Novaya Opera Moscow Theatre. — How to Find a Wife
without Pretence? C.Gozzi, dir. Grigori Dityatkovsky,
Eugeny Vakhtangov State Academic Theatre. — The
Miser Moliere, dir. Boris Morozov, Russian Army
Theatre. - Julius Caesar and Cleopatra H.Haendel,
dir. Boris Pokrovsky, conductors Lev Ossovsky, Ara
Markosian, Boris Pokrovsky Chamber Opera Theatre.
- Engeneer’s Evno Azef’s Anatomical Theatre, dir.
Mikhail Levitin, ‘Hermitage’ Moscow Theatre. — Even
a Wise Man Stumbles A.Ostrovsky, dir. Vladimir
Beilis, Maly Theatre. — Erast Fandorin B.Akunin, dir.
Aleksey Borodin, Russian Academic Youth Theatre.
- Faust |.\W.Goethe, dir. Yuri Lyubimov, Taganka
Theatre. — Flight M.Bulgakov, dir. Elena Nevezhina,
Oleg Tabakov Moscow Theatre. - Copenhagen
M.Frayn, dir. Mindaugas Karbauskis, Chekhov
Moscow Art Theatre. - Antigone J.Anouilh, dir. Temur
Chkheidze, Chekhov Moscow Art Theatre. - Krapp’s
Last Tape S.Beckett, dir. Robert Sturua, ‘Et Cetera’
Moscow Theatre. - The Old-world Landowners
after N.Gogol, dir. Mindaugas Karbauskis, Chekhov
Moscow Art Theatre. — Oblom off, dir. Michael
Ugarov, A.Kazantsev and M.Roshchin Centre of
Drama and Directing. - King Lear W.Shakespeare,
dir. Pavel Khomsky, Mossovet State Academic
Theatre. — The Sweet Bird of Youth T.Williams,
dir. Kirill Serebrennikov, ‘Sovremennik’ Moscow
Theatre. — The Cherry Orchard A.Chekhov, dir. Mark
Rozovsky, ‘At Nikitsky Gate’ Moscow Theatre. — The
Government Inspector N.Gogol, dir. Rimas Tuminas,
Evgeny Vakhtangov State Academic Theatre. - Ubu
Roi A.Jarry, dir. Alexander Morfov, ‘Et Cetera’ Moscow
Theatre. - Wanderers and Hussars based on plays of
A.Chekhov and A.Vampiloy, dir. Yuri Pogrebnichko,
‘OKOLO Doma Stanislavskogo’ Moscow Theatre.
- Georges Dandin Moliere, dir. Alexei Levinsky,
‘OKOLO Doma Stanislavskogo’ Moscow Theatre. —
The Sensation of a Beard K.Dragunskaya, dir. Olga
Subbotina, A.Kazantsev and M.Roshchin Centre

of Drama and Directing. - The Rake’s Progress
|.Stravinsky, dir. Dmitry Chernyakov, conductor
Alexander Titov, The Bolshoi Theatre of Russia. - The
Lady with the Lapdog A.Chekhov, dir. Kama Ginkas,
Moscow Young Spectators’ Theatre. — Artaud and
His Double V.Semenovsky, dir. Valery Fokin, Vsevolod
Meyerhold Theatre Centre. — Romeo and Juliet
W.Shakespeare, dir. Roman Kozak, Alexander Pushkin
Moscow Drama Theatre. - The Golden Cockerel
N.Rimsky-Korsakov, dir. Alexander Titel, conductor
Felix Korobov, Stanislavsky and Nemirovich-
Danchenko Moscow Music Theatre. — The Poisoned
Tunic N.Gumilev, dir. Ivan Popovski, Pyotr Fomenko
Workshop Theatre. — School of Fools stage version
‘Ship of Fools, dir. Nikolai Roshchin, Vsevolod
Meyerhold Theatre Centre. - Pierre Le Grand (Peter
The Great) A.Gretri, dir. Dmitry Bertman, conductor
Sergei Stadler, ‘Helicon-Opera’ Theatre. - Signor
Todero, the Master C.Goldoni, dir. Robert Sturua,
Arcady Raikin ‘Satiricon’ Russian State Theater.

VI MT® um. A. . YexoBa (MoHDb — utonb 2005)

MwupoBas cepusa

Yp6aH cakc 8 Akeapuyme, MTO vm. A.MN.Yexosa,
Xyd. pyk. Cnasa lonyHuH. - Ipapumxapumia-
Ka no Tekctam J.KaHeTTu, pex. XaiHep [e66enbc,
Teatp Bupw-NosanH (lsenuapus) — He 6Gorocb
BupoxuHuu Byneg 5.0n6u, pex. PomaH Kosak,
Pvxcknin pyccknin teatp um. M.Yexosa (JlatusA).
- Ockap u po3oeas dama >.-d.lUmnTT, pex. Bna-
aucnas [asw, CaHkT-leTepbyprckmin - akagemu-
Yyeckuin Teatp uMm. JleHcoBeTa (Poccus). - Cymo ¢
komapom. KéraH, KuéuyyHs, Teatp Ho, TeaTpanb-
Has KomnaHuA «Horakysa» (AnoHus). — Bop ObIHU.
KérsH, AoHHOY3, TeaTp Ho, TeaTpanbHasa KomnaHua
«Horakysa» (inoHus). — Mpunyecca Kneeckasa Ma-
nam pe Jladawnert, pex. n ncnonHutens Mapcenb
Bbo3oHe, KynbTypHbil ueHTp bBypxa, HaumoHanb-
HaA cueHa (OpaHuwua). — JIyHHAA 600a Ha My3bIKy
N.C.baxa, xopeorpad JIuH XBair-muH, TeaTp TaHUa
TaBaHa «Knayg lent» (TaBaHb). — TeopeHue Ha
My3bIKy J1.8aH beTxoBeHa, Kpoeb 38e30 Ha My3blKy
lManepa, PlLtpayca, 3.Banbatendens, J1.MuHkyca,
xopeorpad Tbeppu ManaHgeH, HaunoHanbHbIN
xopeorpaduyecknin LueHTtp/ ManaHaeH banne bu-
appuy (OpaHuus). — Tpu cecmper AYexos, pex.
Heknan JoHHennaH, MTO® um. A.l.YexoBa, Teatp
«Jle Xemo», Teatp «Jla ®unatiop»/ HaymoHanbHas
cueHa Mionysa B coTpyfHUYecTBe C TeaTpoM «Yuk
6an [xxayn» (Poccna, OpaHums, BennkobputaHus).
- 38yKk okeaHa my3blka XyaH Ynx-yyH, NOCTaHOBKa
Jlny Pyo-io, «lO»-TeaTp (TaBaHb). — MaHekeH®bI Tel-
nopa, pex. An Hepxapn n Amut Jlaas, Teatp «lek-
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Ko» (BenukobputaHus). — MeaHoe A.Yexos, pex.
Tapacu Cyasyku, LIeHTp ncnofHMTeNbCKNX NCKYCCTB
Cupsyoka (inoHus). - @omoapac, BHympu Omen-
no, Ceem Jlopku, KOHLeNUMA, peXknccypa v nocra-
HoBKa: MoHuka Cumoec, 3senviH KpuctuHa, Kapnoc
laywo, Teatp «BonwebHan wkatynka» (Can-Mayny,
Bpaswnun). — Jlynapuo nepnemyo A.HobGpera, pex.
AHTOHMO Hobpera, bpuHkaHTe lNpopycoec Aptu-
ctukac (Can-Mayny, bpasunua). - 3onomoli ockan
H.Poppurec, pex. Xo3e Cency MaptuHec Koppea,
Teatp «OducnHa Y3nHa Y3oHa» (bpasunus). — Lym
8peMeHU, KoHLenuua n pexnccypa — CaimoH Mak-
BepHu, Teatp «Komnnucute» (BenukobputaHusa) n
CTpyHHBIN «DMepcoH KBapTeT» (CLUA). - @aycmo
3epo W.lete, pex. AHTOHMO labpuan CaHTaHa Bun-
nena, Teatp «Yp bpasun» (Can-lMayny, bpa3unus).
- Penemuyus. famnem no nbece Y.lllekcnupa,
pex. dHpuke [dnas, TeaTp «KomnaHua aktepos» (Pu-
o-fe-XKaHewnpo, bpasunua). - CmapuHHele Hayuo-
HaslbHble MaHybl, Xyp. pyk. YeH Mein-O, aHcambnb
«XaH TaHr Ody» (TanBaHb). - lMbeca 6e3 cnoe M.bo-
YPH, My3blka Teppu [13Buc, xopeorpadus — MaTtbio
BboypH, TeaTp «Hbto SaBeHuep3» 1 HaumoHanbHbIN
TeaTp (Bennkobputanusa). — JlyoPoK, NoCTaHOBLUMK
Yon Wk-xBaH, [lyapok npopakiiH (KOxHasa Kopes).
- Jlec A.OctpoBckuin, pex. MNetp ®omeHko, TeaTp
«Komegun OpaHces» (OpaHyms).

JKcnepuMeHTanbHas

1 MonopexHaa nporpamMmmbl

Kak eam smo nonpasumca Y.llekcnup, pex. Anek-
caHpp Kopyuekos, PATU, Mactepckaa C.’KeHoBauya
(Poccus). — Maneyuku no pomaHy «bpatba Kapa-
ma3oBbl» @.floctoeBckoro, pex. Ceprein eHoBau,
PATW, Mactepckas C.XeHoBaua (Poccus). — AH-Oep-
ceH K[paryHckas, O.Cy66oTnHa, pex. Onbra Cy6-
60TMHA, MTO nm. A.NM.YexoBa npu noagepxke MoH-
na «X.K.AngepceH 2005» (Poccus, LdaHun). - Uzper
D.Ma3mna, pex. Pepbag KnbiHcTpa, BpounaBckuii
Teatp BcnynuecHbl um. 3.BepunHckoro (Monbua). —
A ecmb 1u nyme opyaoli? no A.Yexosy 1 T.Yunbsamcy,
KOHLIeNUuWs 1 noctaHoBKa — Kent MeHgenodd, Teatp
«Ap6 Aptc» (CLLA). - Cmepme Imnedokna O.[énb-
nepnuviH, pex. Ounvnn JlaHtoH, Teatp «Jle KapTtenb»
(OpaHuus). — MpekpacHoe epema Yxao MaomuH,
pex. Hukonait ipyyek, MTO nm. A.lN.Yexosa n LLaH-
XaNCKMIN LeHTP ApamaTnyeckoro nckyccrea (Poccua
— KHP). - Mcuxo3 4.48 C.KenH, pex. CypeH LLlaxBep-
0AH, HaumoHanbHbIN akageMuyeckum Teatp WM.
I.CynpykaHa (Apmenus). - Codom u lfomoppa - XXI,
NnacTUyeckoe Loy B CTUIe NPOrpeccrBHOMO POKa,
pex. Habu A6pypaxmaHos, MonogexHbiin Teatp Y3-
6ekucTaHa (Y3bekucraH).

MockoBckas nporpamma

Madam bammepdgpnai [x.MyyunHy, pex. Pobept
YuncoH, bonbwon Teatp Poccun. — Kopone Jlup
Y.llekcnup, pex. Tagacn Cyasyku, MXT nm. A.MN.Ye-
xoBa. — BuwHeewlli cad A.Yexos, pex. Agonbd La-
nupo, MXT nm. A.MN.YexoBa. — Jlec A.OCTpoBCKuMNA,
pex. Kupunn CepebpeHHunkos, MXT um. A.M.Yexosa.
- benaa 2eapous M.bynrakos, pex. Ceprein ?KeHo-
Bay, MXT um. A.N.YexoBa. - lMocnedHana xxepmea
A.OcTpoBckuia, pex. lOpuin EpemuH, MXT um. A.N.Ye-
xoBa. — U306paxas xepmay bpatba NpecHAKOBDI,
pex. Kupunn CepebpeHHrkos, MXT nm. A.MN.YexoB.a.
- fon-XyaHn u Caanapenv Monbep, pex. Bnagu-
mup Mup3oes, Teatp nm. EBr.BaxtaHrosa. — Ba-baHk
cueHbl 13 komepgum A.OctpoBckoro «locnepHas
XepTBa», pex. Mapk 3axapos, Teatp JleHkom. - [po-
3a daHTa3nA Ha Tembl nbecbl A.OcTpoBcKoro «Ipo-
3a», pex. HuHa Yycosa, Teatp «CoBpeMeHHUK». —

LWuHens H.oronb, pex. Banepuit QokuH, Teatp
«CoBpeMeHHVK». — fonasa nuoHepka nveca K.[pa-
ryHckon npu yyactum K.CepebpeHHrKoBa Mo KHure
M.KoHoHoBa, pex. Kupunn CepebpeHHukos, Teatp
«CoBpeMeHHVK». — MOume u ocmaHosume npo-
2pecc (OB3PUYTbI), noea NoCcTaHOBKM, PeXnccypa,
co3faHue TekcTa - lOpwii Jlobumos, TeaTp Ha TaraH-
Ke. - Onv2a KHunnep u AHmoH Yexoes, komno3nuna
lOpuin Jliobumos, pex. Mapus AknmeHKoBa, TeaTp
Ha TaraHke. - CY®(®)JIE cBoboaHaa daHTa3ua Ha
Temy npoussefeHnin ®.Huuwe, ®.Kadpku, C.bekke-
Ta, [.[0xoiica, Komno3uuyus, naea cueHorpadum n
pex. lOpui JllobrmoB, TeaTp Ha TaraHke. - Puyapo
1l 'Y.Wekcnup, pex. tOpun bytycos, Teatp «Catupu-
KOH» M. A.PaiikuHa. - Cmpana n6su no noece
A.OctpoBckoro «CHerypouka», pex. KoHcTaHTuH
PaiikuH, Teatp «CatupnkoH» nm. A.PaiiknHa. — Koc-
memuka epaza A.Hotomb, pex. PomaH Kosak, co-
BMeCTHasA NocTaHOBKa [lpamaTnyeckoro Teatpa 1M.
A.CMywknHa n Teatpa «CaTUpmKoH» M. A.Paiiku-
Ha. — UHe u AH. benaa eepcusa, UHb u AH. YepHasa
sepcuA b.AKyHuH, pex. Anekcen bopoguH, PAMT. -
IMecHb 08adyame mpemos u3 Unuadel lomepa Kon-
NIEKTMBHOE CoUMHeHne 1996-2004 B MM3aHCLEHaX U
cueHorpadun AHatonua Bacunbesa, Teatp «llkona
LpamMaTnyeckoro nckycctea» — Teatp Esponbl. - 204
Bansa A.YexoB, pex. MuHpayckac Kapbayckuc, Teatp
n/p O.TabakoBa. — Kozda s ymupana Y.OonkHep,
pex. Munpayckac Kapb6ayckuc, Teatp n/p O.Taba-
KoBa. — Ckpunka Pomwuneda A.Yexos, pex. Kama
lMHKac, MTIO3. - CyeHbl u3 OepeseHCKOU XU3HU MO
nbece A.YexoBa «[laga BaHsax, pex. IOpuir Morpe6-
HuYKo, Teatp «OKOJIO goma CraHucnasckoroy. — Lilla
Veneda 10.Cnosauknit, pex. Hukonai PowwmH, LieHTp
nm. Bc.Menepxonbpa. - Ckonesawjaa Jliove J1.-C.
YepHayckanTe, pex. Bnagummp Cksopuos, LleHTp
ApaMaTyprum 1 pexnccypbl Mof PYKOBOACTBOM
A.KazaHueBa n M.PowmHa. - beimue N° 2 A Benuka-
HOBa, M.Bbipbinaes, «TeaTp Mupa» (lfepmaHusa), pex.
BuikTop PbixakoB, Teatp.doc, ®ectmBanb NET.

VI Chekhov International Theatre Festival
(2005)

World Series

Urban Sax in the Aquarium Garden, art dir. Slava
Polunin, CITF (Russia). — Eraritjaritjaka based on
texts by E.Canetti, dir. Heiner Goebbels, Théatre
Vidy-Lausanne (Switzerland). - I am not afraid
of Virginia Woolf (Who's Afraid of Virginia Woolf?)
E.Albee, dir. Roman Kozak, State Riga Theatre of
Russian Drama (Latvia). - Oscar and the Lady in
Pink E.-E.Schmitt, dir. Vladislav Pazi, St. Petersburg
Academic Lensovet Theatre (Russia). - Sumo with a
mosquito, Kiyotsune Theatre Noh, Kyogen, Theatre
Noh, ‘Nogakuza’ Theatre Company (Japan). - The
Melon Thief, Aoinoue Theatre Noh, Kyogen, Theatre
Noh, ‘Nogakuza’ Theatre Company (Japan). - The
Princess of Cleves by Madame de La Fayette, dir.
Marcel Bozonnet, Maison de la Culture de Bourges,
Scéne Nationale (France). - Moon Water to the music
of J.S.Bach, chor. LIN Hwai Min, Cloud Gate Dance
Theatre of Taiwan (Taiwan). - Création to the music of
L.van Beethoven, Le Sang des Etoiles (The Blood of the
Stars) to the music of G.Mahler, R.Strauss, L.Minkus,
chor. Thierry Malandain, Centre Chorégraphique
National/ Malandain Ballet Biarritz (France). - Three
Sisters A.Chekhov, dir. Declan Donnellan, CITF, Les
Gemeaux Theatre, Scéne Nationale ‘La Filature’
Mulhouse in co-operation with ‘Cheek by Jowl’
Theatre (Russia, France, Great Britain). — The Sound of
the Ocean to the music of Huang Chih-chun, dir. Liu
Ruo-Yu, Theatre ‘U’ (Taiwan). — Taylor’s Dummies, dir.

Al Nedjari and Amit Lahav, Gecko Company (Great
Britain). — Ivanov A.Chekhov, dir. Tadashi Suzuki,
Shizuoka Performing Arts Centre (Japan). - The
Photographer, Inside Othello, Lorca’s Light concept
and dir. Monica Simoes, Evelyn Cristina, Carlos
Galcho, Grupo Caixa de Imagens (Brazil). — Lunario
Perpetuo, dir. Antonio Nobrega, Brincante Producdes
Artisticas (Brazil). - Boca De Ouro Nelson Rodrigues,
dir. Jose Celso Martinez Correa, Teatro Oficina Uzyna
Uzona (Brazil). — The Noise of Time, dir. Simon
McBurney, Complicite Production in association
with the Emerson String Quartet (Great Britain, USA).
- Fausto Zero J.W. von Goethe, dir. Gabriel Villella,
Theatre Ur Brazil (Brazil). — Rehersal. Hamlet based
on W.Shakespeare, dir. Enrique Diaz, ‘Company of
Actors’ Theatre (Brazil). - Ancient National Dances,
artistic dir. Chen Mei-O, Ensemble ‘Han Tang Yuefu’
(Taiwan). - Play without Words, dir. Matthew Bourne,
‘New Adventures’ and the National Theatre (Great
Britain). - DoodRock, dir. Choi lk-Hwan, Doodrock
Production (South Korea). - The Forest A.Ostrovsky,
dir. Pyotr Fomenko, Comédie-Francaise (France).

Experimental and Youth program

As you like it W.Shakespeare, dir. Alexander
Koruchekov, RATI, Sergei Zhenovach workshop
(Russia). — The Boys based on F.Dostoevsky’s novel
The Brothers Karamazov, dir. Sergei Zhenovach,
RATI, Sergei Zhenovach workshop (Russia). — An-
der-sen K.Dragunskaya, O.Subbotina, dir. Olga
Subbotina, CITF with support of H.C.Andersen 2005
Fonden (Russia, Denmark). - Games E.Mazya, dir.
Redbad Klynstra, Wroctawski Teatr Wspdtczesny im.
E.Wiercinskiego (Poland). - Is there another way to
do? dir. Kate Mendeloff, ‘ArbArts’ Theatre (USA). -
The Death of Empedocles F.Holderlin, dir. Philippe
Lanton, Compagnie Le Cartel (France). - A Lost Opera
Zhao Yaomin, dir. Nikolai Druchek, CITF and Shanghai
Dramatic Arts Centre (Russia, China). — Psychosis
4.48 S.Kane, dir. Suren Shakhverdian, Sundukian
National Academic Theatre (Armenia). - Sodom and
Gomorrah XXI, dir. Nabi Abdurakhmanov, Youth
Theatre of Uzbekistan (Uzbekistan).

Moscow program

Madam Butterfly G.Puccini, dir. Robert Wilson,
musical dir.and conductor Roberto Rizzi Brignoli, The
BolshoiTheatre of Russia. — King Lear W.Shakespeare,
dir. Tadashi Suzuki, Chekhov Moscow Art Theatre. -
The Cherry Orchard A.Chekhov, dir. Adolf Shapiro,
Chekhov Moscow Art Theatre. — The Forest
A.Ostrovsky, dir. Kirill Serebrennikov, Chekhov
Moscow Art Theatre. — The White Guard M.Bulgakov,
dir. Sergei Zhenovach, Chekhov Moscow Art Theatre.
- The Last Sacrifice A.Ostrovsky, dir. Yuri Eremin,
Chekhov Moscow Art Theatre. — Playing the Victim
the Presnyakov Brothers, dir. Kirill Serebrennikov,
Chekhov Moscow Art Theatre. - Don Juan and
Sganarelle Moliere, dir. Vladimir Mirzoev, Evgeny
Vakhtangov State Academic Theatre. - Va-banque
scenes from A.Ostrovsky’s comedy The Last Sacrifice,
dir. Mark Zakharov, Lenkom Moscow Theatre. -
The Storm fantasy on motives of A.Ostrovsky’s
play, dir. Nina Chusova, ‘Sovremennik’ Moscow
Theatre. - The Overcoat N.Gogol, dir. Valery Fokin,
‘Sovremennik’ Moscow Theatre. - The Naked
Pioneer K.Dragunskaya with K.Serebrennikov based
on the novel by M.Koronov, dir. Kirill Serebrennikov,
‘Sovremennik’ Moscow Theatre. — Go and Stop the
Progress (OBERIU), dir. Yuri Liubimov, Taganka
Theatre. - Olga Knipper and Anton Chekhov,
composition Yuri Liubimov, dir. Maria Akimenkova,
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Taganka Theatre. - Souff(f)le a fantasy on the
themes of F.Nietzsche, F.Kafka, S.Beckett and J.Joyce,
dir. Yuri Liubimov, Taganka Theatre. — Richard Il
W.Shakespeare, dir. Yuri Butusov, Arcady Raikin
‘Satiricon’ Russian State Theater. — The Country of
Love based on A.Ostrovsky’s play The Show Maiden,
Arcady Raikin ‘Satiricon’ Russian State Theater, dir.
Konstantin Raikin. - The Cosmetics of the Enemy
A.Nothomb, Arcady Raikin ‘Satiricon’ Russian State
Theater and Alexander Pushkin Moscow Drama
Theatre, dir. Roman Kozak. — Yin and Yang: White
version, Black version B.Akunin, dir. Aleksey
Borodin, Russian Academic Youth Theatre. - Book
XXII. Homer The lliad collective composition 1996-
2004, scenographer and dir. Anatoly Vasiliev, ‘School
of Dramatic Art’ Theatre — Theatre de I'Europe. -
Uncle Vanya A.Chekhov, dir. Mindaugas Karbauskis,
Oleg Tabakov Moscow Theatre. — As I Lay Dying
W.Faulkner, dir. Mindaugas Karbauskis, Oleg Tabakov
Moscow Theatre. - Rothschild’s Fiddle A.Chekhov,
dir. Kama Ginkas, Moscow Young Spectators' Theatre.
- Uncle Vanya A.Chekhov, dir. Yuri Pogrebnichko,
‘OKOLO Doma Stanislavskogo’ Moscow Theatre.
— Lilla Weneda J.Siowacki, dir. Nikolai Roshchin,
Vsevolod Meyerhold Theatre Centre. - Sliding
Luce L.-S.Cernauskaite, dir. Vladimir Skvortsov,
A.Kazantsev and M.Roshchin, Centre of Drama and
Directing. — Existence No. 2 A.Velikanova, |.Vyrypaeyv,
dir. Viktor Ryzhakov, Theater der Welt, Stuttgart;
teatr.doc, Moscow; Festival NET.
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VII MT® um. A. . Yexosa (mai1 - nionb 2007)
MupoBsas cepus

«Jle6eduHoe o3epo» Mameto boypHa Ha My3biKy [1.
YalikoBCKOro, MOCTaHOBKA U xopeorpadus — MaTbio
BoypH, «bak Poy MpogakwwH3» n «Hbio SaBeHYep3»
(BenukobputaHusa). — Crnadkoseamo-nevanbHbil
3anax eanunu /1.CamcoHag3e, pex. Pobept Ctypya,
AHgpo EHyknpse, Py3sUMHCKMI roCyAapCTBEHHbIN
akafilemnyecknin Teatp um. Wota Pyctasenu (Ipy-
3us). — Apomam npedmecmuti u maxeo, pex. Qap-
nen Benackes, Teatpo HacroHanb (Konymb6us). — He-
8320061 [lapucnana [ .Kngnawsunu, pex. Pobept
Crypya, 3asa [Manyawsunu, [py3suHckuini rocypap-
CTBEHHbIV akagemmyeckui Teatp um. Llota PycTaBe-
nn (TpyswuA). — Cuzee bansu ymep A.QOyrapg, [x.Ka-
HK, Y.HTwoHa, noctaHoBKa lMutep bpyk, MexpayHa-
POAHbIN LIEHTP TeaTpanbHOro TBOpYecCTBa, TeaTp
«bydd ato Hop» (DpaHuusn). — Mechu CmpaHHUKos,
My3blKa — Fpy3MHCKMe HapOfHble NecHu, Xxopeorpa-
¢ua IMH Xean-muH, TeaTp TaHua TansaHAa «Knaya
lent» (TaiiBaHb). — Beaukuli UHK8U3UMOP 1O POMa-
Hy ®.[loctoeBckoro «bpaTtba KapamasoBbi», apan-
Tauma M.-2.9TbeH, noctaHoBKa lNutep bpyk, Teatp
«bydpd ato Hop» (OpaHums). — Kpati 3emnu, nocta-
HoBka Oununn KaHTv 1 Mapu AHgepsyg, Komnanu



Oununn KaHtn (OpaHumns). - Mapua Cmwoapm O.
LWunnep, pex. Temyp YUxenpgse, BAT um. IA.TocTo-
HoroBa (Poccus). — TaHzepa (/Tlo608b u cmepmo 8
ByaHoc-Aiipece), pexx. Omap [Maueko, xopeorpadus
— Mopa logoi, inero Pomain KomnaHu (ApreHTrHa).
- Menneac u MenuzaHoa K.[le6occu, pex. Onvebe
Mn, pupmxep Mapk MuHKOBCKM, My3blKanbHbin
Teatp um. K.C.Cranncnasckoro n Bn./.Hemnposu-
ya-flaHueHko, MTO nm. A.MN.Yexosa, OpaHLy3CcKuii
KynbTypHbI LeHTp B MockBe (Poccua, OpaHuma).
- BecHa ceawenHaa .CtpasuHckuii, PPacuH, Mpe-
nodus K nocaenosydeHHomy omosixy @asHa K.
DNe6ioccu, Xopan N.[jlodop, 24 Mpentoduu LioneHa
@.LoneH, KoHuenuua, xopeorpadusa, XyAoKecTBeH-
Hoe pykoBoacTBo — Mapw WyunHap, Komnann Mapwu
LywnHap (KaHaga). — Chekhov’s shorts no motnsam
paccka3oB A.YexoBa, MHCLIEHMPOBKA 1 NOCTaHOBKa
- AuH Tnmop n Muwens Cvut, Teatp Cmut-Tunmop
(KaHapa). - Ceem nocsie ceema, xyf. pyk. [y LI3yH-
YuH, «xy MNepkawH lpyn» (TanBaHb). — Masypka
@oz0, KOMMO3MLKA, NOCTaHOBKA 1 xopeorpadusa
- MNuna bayw, TeaTp TaHua Bynneptanb n/p lMuHb
Bayw (lepmaHus). - O6pamHas cmopoHa nyHol
PJlenax, pex. u ucnonHuteno Pobep Jlenax, Kom-
naHua Ex Machina (Kee6ek, KaHaga). — Qum6enuH
Y.lWekcnup, pex. OeknaH [doHHennaH, Teatp «Yuk
6ain >kayn» (BennkobputaHus). - Huna - mamepu-
anusayus xepmeonpuHoweHua My3bika AH ToH
33T, xopeorpad [13é KaHamopu, Komnarus «<Honsmy,
LleHTp ucnonHutenbckux nckyccts Puytonusa (Hun-
rata, AnoHua). - Mecma u éocnomuHanus M.bauy-
AKy, pex. Ocamy Mauymorto, Mukkono Teatp (Xéro,
finoHuA). - UOywue u yxodawue - 803pox0eHue
mpaduyuti, Komno3numsa u noctaHoska Tagacu Cy-
I3yKu, LieHTp ncnonHuntenbckmx nckyccts Cruasyoka
(AnoHus). — Mpoekm AHOepceH PJlenax, aBTOp U
nocTaHoBLUK Pobep Jlenax, Komnanus Ex Machina
(KBebek, KaHama). - Busker’s opera no motuBam
«Onepbl HUWKMx» k.fea n Kllenywa, cueHorpa-
dua n noctaHoBka — Pobep Jlenax, KomnaHua Ex
Machina (Keebek, KaHapga). — Jox0b, aBTOp CLieHa-
pua n noctaHoBWMK JaHnane OuHum Macka, LUnpk
dnya3 (MoHpeanb, Kanapa). — Tpunoeusa [jpakoHos,
pex. Pobep Jlenax, Komnanusa Ex Machina (Ksebek,
KaHapa).

MockoBckas nporpamma

Kopone Jlup Y.lllekcnup, pex. Opuin bytycos, Te-
atp «CatnpurkoH» nM. A.PaiiknHa. — Yalika my3bika:
[. WocTtakosuny, W.MeHHNK, MN.Hankosckni, A.Ckpa-
6UH, xopeorpadus, AeKopauun, KOCTIOMbl, CBET —
[I>xoH Holmaiiep, avpuxep-noctaHoBLmK Oennke
Kopo6os, My3bikanbHbii Teatp nm. K.C.CtaHucnas-
ckoro n Bn..Hemuposunua-flaHueHko. — fope om
yma A.lpnboenos, pex. Opuin Jliobumos, TeaTp Ha
TaraHke. - AHmu2oxHa Copoks, KoMnosnums, ngen
cueHorpadum 1 noctaHoBka — KOpwit Jliobumos, Te-
aTp Ha TaraHke. — Urone /.Bbipbinaes, pex. Buktop
Pbixxakos, Teatp «[pakTuka». — lMoxaper B.MyaBag,
pex. Baxaun MyaBap, Teatp «Et Cetera». — lposne-
maa Hao 2He300M KyKywkKu («3ammeHue») no
MoTMBaMm pomaHa K.Ku3m, noctaHoBka AnekcaHap
Mopdos (bonrapus), Teatp JleHkom. — Topeu [.
KpbiImoB nmo moTBam npowusBedeHuin A.YexoBsa,
noctaHoBka - Amutpuinn Kpbimos, Teatp «Llkona
paMaTMuyeckoro Uckyccteay, Jlabopatopus [mu-
Tpus KpbiMoBa. — JlemoH. Bud ceepxy no MoTviBam
nosmbl M.JlepmoHTOBa «[leMoH», pex. Omutpuii
Kpbimos, Teatp «llkona pgpamaTvyeckoro MCKyc-
cTBa», llabopatopusa AmnuTpus KpbimoBa. — Pacckas
0 cemu noeewleHHbIX J.AHLpeeB, cLeHuuyecKas
Bepcma M.Kapbayckuca, pex. MuHpayrac Kap6a-

yckue, Teatp n/p O.Tabakosa. — Tpameati «XKena-
Hue» T.Ynnbamc, pex. leHpnetta AHoBcKasA, MTHO3.
- Henenasa noamka K.IvHkac no @.[JoctoeBckomy,
pex. Kama lmHkac, MTIO3. - Cmepme TapenkuHa A.
CyxoBo-KobbinuvH, pex. Anekcein KasaHues, LieHTp
Apamatyprun n pexuccypbl n/p A.KasaHueBa u
M.PowmHa. - Camoe eax<Hoe no pomaHy M.Lnww-
KnHa «BeHepuH Bonoc», pex. EBreHun KameHbko-
BuY, TeaTp «MacTtepckas MNeTpa QomeHKo». — Uepo-
ku H.foronb, pex. Ceprenn XeHosay, Teatp «Ctyaua
TeaTpasnbHOro NCKyccTBar. — focnoda fonoeneawl
M.CantbikoB-LLlenpwvH, noctaHoBKa — Kupunn Cepe-
6peHHnKoB, MXT um. A. MN.YexoBa.

VIl Chekhov International Theatre Festival
(May - July, 2007)

World Series

Matthew Bourne’s Swan Lake to the PTchaikovsky
music, Back Row Productions in association with‘New
Adventures’ (Great Britain), dir. and chor. Matthew
Bourne. - Sweet, Sad Scent of Vanilla |.Samsonadze,
dir. Robert Sturua, Andro Enukidze, Shota Rustaveli
State Academic Theatre (Tbilisi). — Perfume of the
Suburb and Tango, dir. Ferley Velasquez, La Casa del
Teatro Nacional (Bogota). — Darispan’s Misfortunes
D.Kldiashvily, dir. Robert Sturua, Zaza Papuashvili,
Shota Rustaveli State Academic Theatre (Thilisi). -
Sizwe Banzi is dead A.Fugard, J.Kani, W.Ntshona, dir.
Peter Brook, The C.I.C.T./ Theatre des Bouffes du Nord
(Paris). — Songs of the Wanderers, chor. LIN Hwai-
min, Cloud Gate Dance Theatre of Taiwan (Taiwan).
- The Grand Inquisitor from The Brothers Karamazov
by F.Dostoyevsky, dir. Peter Brook, The CICT and
Theatre the Bouffes du Nord (Paris). — Land’s End, dir.
Philippe Genty and Mary Underwood, Compagnie
Philippe Genty (France). - Maria Stuart F.Schiller,
dir. Temur Chkheidze, Georgy Tovstonogov Bolshoi
Drama Theatre (St. Petersburg). - Tanguera (Love
and Death in Buenos Aires), chor. Mora Godoy, dir.
Omar Pacheco, Diego Romay Company (Argentina).
- Pelleas and Melizanda C.Debussy, dir. Olivier
Py, conductor Mark Minkowski, Stanislavsky and
Nemirovich-Danchenko Moscow Music Theatre, CITF
(Russia, France). - The Rite of Spring |.Stravinsky,
R.Rasine; Prelude to the Afternoon of a Faun
C.Debussy, Choral L.Dufort; 24 Preludes F.Chopin,
chor. and artistic dir. Marie Chouinard, Compagnie
Marie Chouinard (Quebec). - Chekhov’s Shorts
after the works of A.Chekhov, dir. Dean Gilmour and
Michelle Smith, Theatre Smith — Gilmour (Toronto).
- Light after light, artistic dir. Tsong Ching Ju, Ju
Percussion Group (Taiwan). - Masurca Fogo, dir.
and chor. Pina Bausch, Tanztheater Wuppertal Pina
Bausch (Germany). — The Far Side of the Moon, dir.
Robert Lepage, Ex Machina (Canada). - Cymbeline
W.Shakespeare, dir. Declan Donnellan, ‘Cheek by
Jowl" Theatre (London). - Nina - materialized
sacrifice music An Ton That, chor. Jo Kanamori,
‘Noism’ Company, Ryutopia Performing Arts Centre
(Japan). — Places and Memories M.Betsuyaku, dir.
Osamu Matsumoto, Piccolo Theatre (Hyogo). -
Going away and leaving - revival of traditions,
dir. Tadashi Suzuki, SPAC (Japan). — The Andersen
Project, dir. Robert Lepage, Ex Machina (Canada).
- Busker’s opera, dir. Robert Lepage, Ex Machina
(Canada). - Rain, dir. Daniele Finzi Pasca, Cirque
Eloize (Canada). - The Dragons’ Trilogy, dir. Robert
Lepage, Ex Machina (Canada).

Moscow Program

King Lear W.Shakespeare, dir. Yuri Butusov,
Arcady Raikin ‘Satiricon’ Russian State Theater.
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- Seagull music by D.Shostakovich, E.Glennie,
PTchaikovsky, A.Skyabin, chor. John Neumeier,
conductor F.Korobov, Sanislavsky and Nemiovich-
Danchenko Moscow Music Theatre. — Woe of the Wit
A.Griboyedov, dir. Yuri Lyubimov, Taganka Theatre.
- Antigone Sophocles, dir. Yuri Lyubimov, Taganka
Theatre. — July |.Vyrypaev, dir. Victor Ryzhakov,
‘Praktika’ Theatre. - Incendies W.Mouawad, dir. Wajdi
Mouawad, ‘Et Cetera” Moscow Theatre. - One Flew
Over the Cuckoo’s Nest (Eclipse) based on the novel
by K.Kesey, dir. Alexander Morfov, Lenkom Moscow
Theatre. — Auction D.Krymov after A.Chekhov's
plays, dir. Dmitry Krymov, ‘School of Dramatic Art’
Theatre, Dmitry Krymov’s Laboratory. - Demon.
View from above after M.Lermontov’s poem, dir.
Dmitry Krymov, ‘School of Dramatic Art’ Theatre,
Dmitry Krymov's Laboratory. — The Seven Who Were
Hanged L.Andreev, stage version by M.Karbauskis,
dir. Mingaugas Karbauskis, Oleg Tabakov Moscow
Theatre. — A Streetcar Named Desire by T.Williams,
dir. Henrietta Yanovskaya, Moscow Young Spectators’
Theatre (Moscow). - A Ridiculous Poem K.Ginkas
after F.Dostoyevsky, dir. Kama Ginkas, Moscow Young
Spectators’ Theatre. — Tarelkin’s Death A.Sukhovo-
Kobylin, dir. Alexei Kazantsev, A.Kazantsev and
M.Roshchin Centre of Drama and Directing. — The
Most Important based on the novel The Venus’s
Hair by M.Shishkin, dir. Evgeni Kamenkovich,
Pyotr Fomenko's Workshop Theatre. — Gamblers
N.Gogol, dir. Sergei Zhenovach, Theatre Art Studio.
- The Golovlevs M.Saltykov-Shchedrin, dir. Kirill
Serebrennikov, Chekhov Moscow Art Theatre.
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VIII MT® um. A. . YexoBa (mai1 - aBrycrt 2009)
MupoBas cepus

bammyma, KoHuenuua, cueHorpadua N NOCTaHOB-
ka — bapTabac, KoHHbil TeaTp 3nHrapo (PpaHuyms).
- bonunok, noctaHoBka Quaunn Xautn, Mapu
AHgepsya, Komnanm Oununn Kantu (OpaHuumsa).
— Hesuoumeili yupk aBTOPbI, NOCTAHOBLUMKN U UC-
nonHutenu Buktopusa Tbepe-YannuH, XKaH-batuct
Toepe, «HeBnanmbin uupk» (OpaHuna). - Kypcus,
xopeorpa¢ JIMH XBan-muH, Teatp TaHua TanBaHsA
«Knayn lent» (TaiiBaHb). — Uepa cHoe A.CTpuHA-

6epr, pex. n xopeorpadp Matc Ik, KoponeBckui
npamaTuyeckmin Teatp — «[pamateH» (LUseuus).
- Jlo ceudaHus, 30HMUK, CrekTaknb [xenmca
Toepe, KomnaHnusa Maiickoro »xyka (OpaHuusa).
- Opamopus Aypenuu, KOHUENUUA N NOCTaHOB-
Ka - Buktopua Tbepe-YannuH, KomnaHua «Ma-
neHbkue vacbh» (OpaHuua). — Pycmam u Cyxpa6b
B.MykoBckuin no kHure «Llllax-Hame» A.Ouppoycwy,
noctaHoBKa 1 cueHorpadusa — CyntoH YcmaHoB,
locypapcTBeHHbI Pyccknin fpamatnyecknii teatp
M. Bn.Masakosckoro (Tag»xunkucrtaH). — LuHens H.
[oronb, noctaHoBKa «Teatpo Mwunarpocy, «TeaTpo
Mwunarpoc» (Yunu). - Haeueamop onepa J1Jlum n
MN.Cankc, pex. bappu Kocku, ®ectrsanb B bpucbe-
He 2008 1 MexpyHapopaHblii pecTuBanb UCKYCCTB
B MenbbypHe (ABcTpanus). — dnekmpa l.doH [od-
MaHcTanb, Codpokn, pex. Tagacu Cynsyku, TeaTp Ha
TaraHke (Poccua — AnoHuA). — TymaH, aBTop, pex.,
XYAOXHVK MO CBETY, KOHLEeNUMA akpobaTnieckmx
HomepoB - [laHnane OuHun Macka, Lupk «dnyas»
n Teatpo CyHun (KaHapa, Wsenuapwua). — TanzeHc,
KoHuenuua - MartiopeH bons, Komnanua MPTA
- «Pyku, Horm 1 ronosa Toxe» (PpaHuus). — Pac-
ckasel Lykwuna B.LLyKwnH, noctaHoBKa — AnBuc
XepmaHuc, Teatp Hauuin (Poccua, Jlateua). — Camo-
y6uticmeo enobneHHbix 8 CoH303aKku TvkamaLy
MoHpazasmoH, Teatp «ByHpaky» (AinoHus). - KusHes,
Xy[. PyKOBOACTBO, NMOCTaHOBKa 1 cueHorpadus —
«7 nanbueB», TeaTp-uMpK «7 nanbues» (KaHaga). —
Cekpem, KOHUeNuUWA, MOCTaHOBKA M WCMOMHe-
Hue - MoaHH Jle Muitepm, Lnpk Ucn (OpaHuyms).
- Cemb cmepmHbix epexos b.bpext, K.Bannb, no-
CTaHOBLYMK 1 xopeorpad MNMuHa bayw, TeaTp TaHua
Bynneptanb n/p Muubl Bayw (fepmanua). — Uka,
My3blka M. BoH3aHMro, NnocTaHOBKa 1 UCMONHEHne
- faHunane OuHum Macka, Teatpo CyHun (JlyraHo,
Lsenuapun). — Kopone O6esbaHa u Meiwe 06-
nuH, OmeepzHymas Heeecma, pex. Jln Cao-TNnHb,
HaunoHanbHblli onepHbii Teatp o [lyaH (Tai-
BaHb). — JluncuHk, pex. Pobep Jlenax, KomnaHusa
Ex Machina n «TeaTp 6e3 rpaHuu» (KaHaga, Benu-
KobpuTtanua). — «JopuaHx Ipeii» Mameoio boypHa
cBobofHanA WHTepnpeTtaumsa pomaHa O.Yannbpga,
3ambicen 1 NocTaHoBKa — MaTbio boypH, KomnaHua
«Hblo aBeHuep3» (BennkobputaHusa).

MockoBckaa nporpamma

OPUS Ne 7, vpoes, KOMMO3NLMA U MOCTAHOBKA —
Omutpuin KpbimoB, TeaTp «Lkona gpamaTtnyeckoro
nckycctea», Jlabopatopua Omutpusa Kpbimosa. -
Po6epmo 3ykko b.-M. Konbtec, pex. Kama MMHKac,
MTIO3. — Ckasku cBobopaHaa komnosuuus H0.Jlo-
6umoBa no npoussefeHusm X.K.AHgepceHa, O.Y-
annbpa, Y.JuKkeHca, cueHorpadursa M NOCTaHOBKa
- lOpuii Jlio6rmos, TeaTp Ha TaraHke. — Becnpudan-
Huya A.OcTpoBCKUiA, NocTaHoBKa — MeTp GomeHKo,
Teatp «MacTepckas lMetpa OomeHko». — famnem
(0damckuli) (pocculickaa komeous) B.KobekuH,
My3blKanbHbIi pyKoBoAuUTesnb 1 anpwkep — Genmkc
Kopo6oB, pex. AnekcaHap TuTenb, My3bikanbHbli
Teatp um. K.C.CraHucnasckoro u Bn.M.Hemnposu-
ya-laHueHKo. — Peka lTomydaHb A.MNaToOHOB, pex.
Cepren MeHoBay, «CTyaua TeaTpasbHOro WCKyC-
cTBa». — bepez ymonuu T.Ctonnapg, pex. Anekcen
BbopoguH, PAMT. — Kuxe no pacckasy tO0.TbiHAHOBa,
aBTOP Mbecbl, pex., XyAoXHUK Kupunn CepebpeH-
HukoB, MXT um. A.NM.YexoBa. - Ckaska ApOeHH-
ckozo sieca 0.Kum, noctaHoBka — lNetp MomeHKo,
Teatp «MacTtepckan MNMetpa OomeHko». — Jlrloyusa ou
Jlammepmyp T.[JoOHNLETTH, My3bIKaJIbHbIA PYyKOBO-
autenb n aupwixep Bonbd lopenuk, pex. Afonbd
LWanupo, My3bikanbHbin TeaTp nm. K.C.CtaHucnas-

ckoro u Bn.M.Hemunposunua-faHueHko. — lMnama
Mapuxa b.Acadbes, xopeorpadusa — Anekcen Pat-
MaHcKnin, bonblon Teatp Poccun.

VIl Chekhov International Theatre Festival
(May - August, 2009)

World Series

Battuta, dir. Bartabas, Zingaro Equestrian Theatre
(France). - Boliloc, dir. Philippe Genty and Mary
Underwood, Compagnie Philippe Genty (France).
- Le Cirque Invisible, dir. Victoria Chaplin, Jean-
Baptiste Thierrée. — Cursive, chor. LIN Hwai-min,
Cloud Gate Dance Theatre of Taiwan (Taiwan). —
A Dream Play A.Strindberg, dir. and chor. Mats
Ek, Royal Dramatic Theatre — ‘Dramaten’ (Sweden).
— Au Revoir Parapluie, dir. James Thierrée, La
Compagnie du Hanneton (France). — L'Oratorio
d’Aurélia, dir.VictoriaThierrée-Chaplin, Compagnie
‘Les Petites Heures' (France). - Rustam and Suhrab
V.Zhukovsky, dir. Sulton Usmanov, Vladimir
Mayakovsky State Drama Theatre (Tajikistan). -
The Overcoat N.Gogol, dir. Teatro Milagros, Teatro
Milagros (Chile). — Navigator L.Lim, PSykes, dir.
Barrie Kosky, Brisbane Festival and Melbourne
International Arts Festival (Australia). — Electra
Sophocles, Taganka Theatre, dir. Tadashi Suzuki
(Russia, Japan). - Nebbia, dir. Daniele Finzi Pasca,
Cirque Eloize, Theatro Sunil (Canada, Switzerland).
- Tangentes, concept creator Mathurin Bolze,
Compagnie MPTA - ‘Les Mains, les Pieds et la Téte
Aussi’ (France). — Shukshin Stories, State Theatre
of Nations, dir. Alvis Hermanis (Russia, Latvia)
- The Love Suicides at Sonesaki Chikamatsu
Monzaemon, Theatre Bunraku (Japan). — La Vie
collective creation of the ‘The 7 Fingers’ Theatre-
Circus (Canada). — Secret, dir. Johann Le Guillerm,
Cirque ici - Johann Le Guillerm (France). - The
Seven Deadly Sins by K.Weill and B.Brecht, dir.
and chor. Pina Bausch, conductor Jan Michael
Horstman, Tranztheater Wuppertal (Germany).
— lIcaro, dir. Daniele Finzi Paska, Theatro Sunil
(Switzerland). - Monkey King and Mouse Goblin,
Spurned Fiancee dir. Lee Xiao-pin, Guo Guang
Opera Company (Taiwan). — Lipsynch, dir. Robert
Lepage, Ex Machina (Canada). - Matthew Bourne’s
Dorian Gray after O.Wilde's novel, dir. and chor.
Matthew Bourne, ‘New Adventures’ (Great Britain).

Moscow Program

OPUS No 7, dir. Dmitry Krymov, ‘School of Dramatic
Art'Theatre, Dmitry Krymov’s Laboratory. - Roberto
Zucco B.-M.Koltes, dir. Kama Ginkas, Moscow Young
Spectators’ Theatre. — Fairy Tales H.C.Andersen,
dir. Yuri Lyubimov, O.Wilde and C.Dickens, Taganka
Theatre. - The Dowerless A.Ostrovsky, dir. Pyotr
Fomenko, Pyotr Fomenko’s Workshop Theatre. —
Hamlet (of Denmark) V.Kobekin, dir. Alexander
Titel, Stanislavsky and Nemirovich-Danchenko
Moscow Music Theatre. — The Potudan River by
A.Platonov, dir. Sergei Zhenovatch, Theatre Arts
Studio. - The Coast of Utopia T.Stoppard, dir.
Alexei Borodin, Russian Academic Youth Theatre.
- Kizhe K. Serebrennikov on Y.Tynyanov, dir. Kirill
Serebrennikov, Chekhov Moscow Art Theatre. —
The Tale of the Forest of Arden J.Kim, dir. Pyotr
Fomenko, Pyotr Fomenko's Workshop Theatre.
- Lucia di Lammermur G.Donizetti, musical
supervisor and conductor Wolf Gorelik, dir. Adolf
Shapiro, Stanislavsky and Nemirovich-Danchenko
Moscow Music Theatre. — The Flames of Paris
B.Asafiev, dir. Alexei Ratmansky, The Bolshoi Theatre
of Russia.
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IX MT® um. A. . Yexosa (maii - utonb 2010).
K 150-neTuio co aHAa poxaeHua A.ll. YexoBa

Ceadbba A.YexoB, pex. Bnagummp MaHkos, Hauwo-
HasbHbI AKagemnuecknin Teatp nmenn AxHkmn Kyna-
nbl, MKTC, MTO nm. A.MN.YexoBa (Poccus, benapycb).
- B Mockey, 8 Mockey no npoussegeHunam A.Yexosa,
pex. OpaHk Kactopd, GonbkcbioHe am Po3a-Iliok-
cembypr-Mnay, MTO um. A.N.YexoBa, BeHcknii pectu-
BaJib, HemeLKMin KynbTypHbIi LeHTp um. [eTe B Mo-
ckBe (fepmanus, Poccns). - 90a Bansa («Cnedawjuli
3a XeHwuHoU, Komopasa cama ce6s y6usaem») no
nbece A.YexoBa, ajanTauus, pexnccypa u CLeHo-
rpadua — JaHuanb Beponese, Komnanua [daHuans
BepoHese (ApreHtuHa). - UeaHoe A.YexoB, pex.
fOpwin bytycos, MXT um. A.lN.Yexosa (Poccua). - Ta-
papa6ym6us astopbl vaewn: [1.Kpbimos, A.bakwu, M.
TperyboBa, noctaHoBwWK OmuTpuii Kpbimos, Teatp
«lllkona gpamatnyeckoro nckyccraa», MTO um. A.M.
Yexosa (Poccuns). - Bpames Y. E.lpemnHa, pex. Anek-
caHap lannbuH, Opamatuueckuin Teatp um. K.C.Cra-
Hucnaeckoro, MTO um. A.N.Yexosa (Poccun). - Tpu
200a A.Yexos, pex. Cepren XeHosau, «CTyana Tea-
TpanbHoro uckycctea» (Poccus). - BuwiHesblli cad
A.YexoB, noctaHoBKa — Mapk 3axapos, pex. Mropb
®okuH, TeaTp JleHkom 1 npopatocepckan rpynna MK-
AIH (Poccun). - Heea aBTop 1 pex. [unbepmo Kanbae-
poH, «TeaTpo eH enb bnaHko» (Yunu). - BuwHesblili
cad A.Yexos, pex. n xopeorpad Martc Ik, Kopones-
CKWI ppamatyecknin Teatp — «fipamateH», MTO nm.
A.N.Yexosa (leeuyms, Poccus). — beabiMAHHbILU A0 —
YepHblii MOHAX, NOCTaHOBKa 1 Xopeorpadus — [13é
KaHamopu, KomnaHua «Housm 1», LleHTp ncnonHm-
TenbCkmx nckyccts Puytonma, MTO nm. A.ll.Yexosa
(AnoHwusa, Poccua). — TatiHbie 3anucku maiiHozo co-
eemHuKa no nponssegeHnam A.Hexosa, nbeca 1 no-
CTaHOBKa — Muxawn JleButuH, TeaTp «dpmutax» (Poc-
cuA). - Llenom yeemos, mysbika /.C.bax, xopeorpad
JINH XBan-muH, TeaTp TaHua TanBaHA «Knayg leiT»,
MTO® um. A.NMYexosa (TaBaHb, Poccus). — JJoHka.
Mocnanue Yexosy cueHapuin i nocTaHoBKa — [laHna-
ne OuHYm Macka, komno3ntop M.BoH3aHwuro, Teatpo
CyHun, MTO um. A.M.MexoBa, npu yyactum TeaTpa
Bupn-NosaHH n WHnesutac MpogakwH3 (LUBerua-
pusa, Poccnsn). - Yexoe-GALA, Komnosnuma no ofHo-
aKTHbIM nbecam A.YexoBa, pex. Anekcein bopoauH,
PAMT, MTO um. A.N.YexoBa (Poccus). — Tpu cecmpel
A.YexoB, pex. KOpuin MorpebHnyko, Teatp «OKOJIO
poma CraHucnaBckoro» (Poccus). — [Ja0s Bana A.Ye-



XOB, MOCTaHOBKa 1 cLieHorpadua — AHapein KoHua-
nosckui, Teatp nm. MoccogeTa (Poccus). - A - Yalika
A.Ka3zaHusaH no nbece A.YexoBa «Yaika», pex. Akon
KasaHusaH, MockoBcKuii gpamatnyeckuin Teatp n/p
ApmeHa xurapxanara, MKTC n MTO um. A.lM. Yexo-
Ba (ApmeHus, Poccus). - lMnamoHos A.YexoB, pex.
Xepapoo Bepa, HaumoHanbHbI fpamaTvyecKkuia
ueHtp Magpuga, MT® (Mcnanusa, Poccus). — Jaos
Bana A.Yexos, noctaHoBKa — Pumac TymuHac, Teatp
um. EBr.BaxtaHroBa (Poccus). - Leppu - BpeHou
(«TeopeHue») my3bika AneHa Mas, xopeorpadusa —
»Kosed Hapx, HauumoHanbHbIi xopeorpaduyecknin
ueHTp Opneara, MTO um. A.lN.Yexosa n TeaTp e na
Bunb (®paHuun, Poccua). - Tpu cecmper AMexos,
pex. Baxxan Myasap, Teatp «Tpe3yb6ely, KomnaHua
«A6> KBappart LI Ksagpat», MTO nm. A.N.Yexosa (Ka-
Hapa, Poccus). — beckoHeyHbll cad, my3bika [1.Anb-
kanbge, C.Kabanbepo, xopeorpadus — Hauo [yato,
HaunoHanbHbil Teatp TaHua Wcnanum, MTO um.
A.N.Yexosa (Ucnanua, Poccus). - MHo2zoepaHHocme.
@opmel muwuHel u nycmomel, My3bika W.C.bax, xo-
peorpadus — Hauo [lyato, HauvoHanbHbI TeaTp TaH-
ua cnanun (Mcnaxus).

IX Chekhov International Theatre Festival
(May - July, 2010).
To Anton Chekhov’s 150* Anniversary

The Wedding A.Chekhov, Yanka Kupala National
Academic Theatre, ICTA, CITF (Russia, Belarus). - Nach
Moscau! Nach Moscau! adapted from A.Chekhov’s
Three Sisters and Peasants by F.Castorf, dir. Frank
Castorf, Volksbiihne am Rosa-Luxemburg-Platz, CITF,
Wiener Festwochen and Goethe Institute in Moscow
(Germany, Russia). - Uncle Vanya (Watching the
woman kill herself) based on the same-name play
by A.Chekhov, dir. Daniel Veronese, Compafiia de
Daniel Veronese (Argentina). - Ivanov A.Chekhov, dir.
Yuri Butusov, Chekhov Moscow Art Theatre (Russia). —
Ta-ra-ra Boom-de-Boom, dir. Dmitry Krymov, ‘School
of Dramatic Art’Theatre, Moscow, CITF (Russia). — The
Chekhov Brothers E.Gremina, dir. Alexander Galibin,
Stanislavsky Moscow Drama Theatre, CITF (Russia).
- Three Years A.Chekhov, dir. Sergei Zhenovatch,
Theatre Arts Studio (Russia). - Cherry Orchard
A.Chekhov, dir. Mark Zakharov, Lenkom Moscow
Theatre (Russia). — Neva, dir. Guillermo Calderon,
Teatro en el Blanco in association with Santiago aMil
Festival (Chile). - Cherry Orchard A.Chekhov, dir. and
chor. Mats Ek, Royal Dramatic Theatre - ‘Dramaten;
CITF (Sweden, Russia). - Nameless Poison - The
Black Monk, chor. and dir. Jo Kanamori, ‘Noism’
Company, Ryutopia Performing Arts Centre, CITF
(Japan, Russia). - Privy Notes Of a Privy Councillor,
dir. Mikhail Levitin ‘Hermitage’ Moscow Theatre
(Russia). — Whisper of Flowers, chor. LIN Hwai-min,
Cloud Gate Dance Theatre of Taiwan, CITF (Taiwan,
Russia). - Donka (A Letter to Chekhov), dir. Daniele
Finzi Pasca, Teatro Sunil, CITF in association with
Théatre Vidy-Lausanne (Switzerland, Russia). -
Chekhov-GALA a composition of five one-act plays
by Anton Chekhov, dir. Alexei Borodin, Russian
Academic Youth Theatre, CITF (Russia). - Three
Sisters A.Chekhov, dir. Yuri Pogrebnichko, ‘OKOLO
Doma Stanislavskogo’ Moscow Theatre. - Uncle
Vanya A.Chekhov, dir. and designed by Andron
Konchalovsky, Mossovet State Academic Theatre
(Russia). -1 Am Seagull after A.Chekhov's The Seagull,
dir. Akop Kazanchyan, Armen Dzhigarkhanyan’s
Moscow Drama Theatre, ICTA, CITF (Armenia,
Russia). — Platonov A.Chekhov, scenic version
Juan Mayorga, dir. Gerardo Vera, The National

Drama Center, CITF (Spain, Russia). - Uncle Vanya
A.Chekhov, dir. Rimas Tuminas, Evgeny Vakhtangov
State Academic Theatre (Russia). — Cherry-Brandy
(The Creation) music by A.Mahe, chor. Josef Nadj,
The National Orleans Center of Choreography, CITF
and Theatre de la Ville (France - Russia). - Three
Sisters A.Chekhov, dir. Wajdi Mouawad, Le Théatre
du Trident, Compagnie ‘Abé Carré Cé Carré, CITF
(Canada, Russia). — The Infinite Orchard music by
P.Alcalde, S.Caballero and A.Schnitke, chor. Nacho
Duato, Compaiiia Nacional de Danza of Spain, CITF
(Spain, Russia). — Multiplicity. Forms of Silence and
Emptiness music by J.S.Bach, chor. Nacho Duato,
Compafnia Nacional de Danza of Spain (Spain).

o

X MTO® um. A. . Yexoea (mam - nonb 2011)
MupoBas cepus

Bypa Y.llekcnup, pex. feknaH JoHHennaH, MTO
mm. AllYexoBa, TeaTp «Jle Memo» B COTPyAHU-
yectBe C TeaTpom «Yuk 6an [xayn» (Poccus,
OpaHuunsa, Benukobputanus). - [Mpoekm «J».
O koHyenyuu Jluka CoiHa boxbezo, nen n nocta-
HoBKa — Pomeo Kactennyuum (B coTpyaHuyectse
¢ Ixakomo Ctpapa), CoubeTac Padasnno CaHumo
(Utanna). — HenodsuxHble nacca)cupbl, Nbeca
@O.KaHTn, noctaHoBka - Quaunn KaHTu, Mapu
Anpepsya, Komnann Ouaunn KaHtn (OpaHumsa).
- Ipo3a Lao tOn, pex. Kcnma YyH, pex. BO306HOB-
nenuna Ty Ban, lNekuHckun HapogHbin Xypgoxe-
ctBeHHbIN TeaTp (KHP). - SoHHazama, co3pgatenn
n ucnonHutenu: Cunobeu unnem, Pobep Jlenax,
Paccen ManudaHt, Teatp «Cagnepc Yannc» JloHaoH
coBMecTHO ¢ Ex Machina n Cunbsu lunnem (Benu-
KobpwuTtaHusa, KaHapa). — Biped T.Bpaiapc, Xover
O.Kenpx, Tponudeckuli nec [.Tionop, xopeorpa-
dua — Mepc KaHHuHrem, Mepc KanHuHrem [aHc
Komnann (CLWA). — Tpusnoaus o4koe, TeKCT 1 no-
cTaHoBKa — dmma [laHTe, KomnaHua Cyg Kocta Ou-
ynpeHTane, Teatpo Crabune an Hanonwu (Mtanus),
LleHTp TeaTpanbHbIX UCCIIeOBaHNI B COTPYAHNYe-
cTBe ¢ Teatpom Ao Pon-TysH (Utanuna, ®paHuyms). -
Asmonopmpem, pexnccypa u xopeorpadusa -
Mapusa Maxéc, Tpynna Mapwuu lMaxéc (Mcnanumsa).
- IMepeas mo6osb C.beKKeT, 3amMbicen U CLEHMNYE-
cKoe BoroLleHue — [Mepe ApKunbioe, NOCTaHOBKa
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Anekc Onbe, Mukenb loppuc, Tpeuecknin dectu-
Banb B bapcenoHe 2010, lMpogawcepcknin LeHTp
Buto, MTO um. A.MN.Yexosa, Velvet Events n Grostel
Produccions (Wcnanusa, Poccun). - «3onywka»
M>smeto BoypHa, my3bika C.llpokodbes, pex. u
xopeorpadp — MaTtbto BoypH, Komnanus «Hblo 3p-
BeHuep3» (BenukobpuTtanusa). - CMona u nepes,
KoHuenuma MaTiopeH bon3, Komnanna MPTA -
«Pyku, Horm 1 ronosa Toxe» (DpaHuua). — Joneasa
dopoza 8 Mekky C.Paes, 5.A6Oypa33oKoB, pex.
Bap3y A6pypa33okos, [ocymapcTBeHHbI Morso-
OeXHbln TeaTp «Yuyp» (KbiprbidctaH). — bomaHu-
Ka, xyA. pyk. Mosec MeHnantoH, Momukc (CLLA).
- Gnawa, Arcangelo, Flockwork, xopeorpadusa
- Hauo [lyato, AnekcaHap SkmaH, HaumoHanbHbI
TeaTp TaHua Wcnanum (Mcnanua). — Noodles, opu-
r1H. My3bika — ®.bya-Bus, White Darkness, my3bika
- K.AxeHKUHC, xopeorpadusa — Oununn bnaHwap,
Hauo [lyaTo, HaunoHanbHbI TeaTp TaHuUa MicnaHum
(UcnaHus). — MepceghoHa, nen v noctaHoBKa «Ko-
MefunaHTbI», pex. XyaH QoHT, TeaTp «<KomeanaHTbI»,
MT® um. A.lNM.YexoBa (McnaHus, Poccua).

JKcnepuMeHTanbHas nporpamMmma

lopod. OK no npowuseepeHnam B.MpBuHra, M.Can-
ToikoBa-LWepapuHa, pex. Bnagumnp Mankos, MTO
nm. A.N.Yexosa, Lectasa Ctygua MXT, Cryana CayH-
apama (Poccums, CLLUA).

MockoBcKas nporpamma

byoden6poku T.MaHH, aBTOpP WHCLEHVWPOBKM W
pex. MuHpayrac Kapb6ayckuc, PAMT. - Poenkul
B.Poixnin, pex. IOpun ByTopuH, pyK. NOCTaHOBKM
EBreHnii KameHbkoBuy, Teatp «Mactepckan lNeTpa
(OomeHko». - Kams, CoHs, lMons, lans, Bepa, Ons,
Taxs... no W.byHuHy, naesa, komnosuuma n nocra-
HoBKa — [Imutpuin Kpbimos, TeaTp «Llikona gpama-
TUYECKOro MCKYCCTBa» COBMECTHO ¢ LleHTpom mm.
Bc.Meitepxonbpga, Jlabopatopua Omutpusa Kpbimo-
Ba. - 3anucku cymacweoduwezo H.loronb, pex. Kama
MHkac, MTIO3. - Bpaau: Ucmopus no6eu V.bawwe-
Buc-3uHrep, E.Apbe, PXaH (M3pawnb), noctaHoBKa
EBreHuin Apbe, TeaTp «CoBpemeHHUK». — Mep MNoHm
MN6ceH, noctaHoBKa — Mapk 3axapos, Oner Myww-
KoB, TeaTp JTeHKOM. — Tpunmux nNo Npoun3BefeHNAM
A.MywkunHa, noctaHoBKa — lNeTp ®omeHKo, TeaTp
«Mactepckan Netpa ®omeHKo». — 3amayueas 00
ocmpomei [.Brbep, A.Busanbau; Becy 3.Buna-Jlo-
60¢, B.Tucco; 3a eac npuemsnio cmepme, ncnaHckas
my3blka XVI-XVIl BB., xopeorpadbl — Mopma 3o,
Hauo [lyato, My3bikanbHbint TeaTp um. K.C.CtaHuc-
nasckoro n Bn..Hemnposunua-laHueHko. — Okoso-
Hons [gangsta fiction] K.CepebpeHHMKOB Mo poMa-
Hy H.[ly6oBuukoro, pex. Kupunn CepebpeHHUKOB,
Teatp n/p Onera TabakoBa. — 3anucHble KHUXKU
no A. Yexosy, pex. Cepren »KeHoBau, «CTygua Te-
aTpanbHoro uckycctea». — Med T.[ysppa, nocta-
HOBKa M pexuccypa — tOpuin Jllobumos, TeaTp Ha
TaraHke. — Huuyba onumcs maHoseHue /.Mepac,
aBTOP WHCLEHNPOBKM N pex. — MuHpayrac Kap-
6ayckuc, PAMT. - KoncmaumuH PaiikuH. Beyep ¢
Jocmoesckum cLeHYecKkoe nepenoxeHve nose-
T «3anncku u3 nognonbsa» O.JloCTOEBCKOro, pex.
Banepuin ®okuH, Teatp «CaTuprkoH» um. A.Paiiku-
Ha. — Macka u dywa no npoussefeHuam A.Yexosa
n [1.baipoHa, nocTaHoBKa 1 cueHorpadusa — 0puin
Jlobumos, TeaTp Ha TaraHke. — lpokasamel u ybu-
mel B.ActadbeB, pex., aBTOp WMHCLEHUPOBKY, Xy-
DOXHUK — BukTOp PbixkakoB, MXT um. A.lN.YexoBa. -
Pycanouka J1.Aysp6ax, xopeorpadus, gekopauuu,
KOCTIOMbI, cBeT — [IxoH Holmarep, My3bikanbHbin
Teatp um. K.C.CtaHncnasckoro n Bn..Hemnposu-

ya-[laHueHKo. — Mackapad M.JlepMOHTOB, MoCTa-
HoBKa — Pumac TymuHac, Teatp um. Esr. BaxtaHrosa.

X Chekhov International Theatre Festival
(May - July, 2011)

World Series

The Tempest by W.Shakespeare, dir. Declan
Donnellan, CITF, Theatre Les Gemeaux in
cooperation with ‘Cheek by Jowl’ Theatre (Russia,
France, Great Britain). — J Project. On the Concept
of the Face, Regarding the Son of God, dir. Romeo
Castellucci, Societas Raffaello Sanzio (Italy). — Still
Travellers (Voyageurs Immobiles), dir. Philippe
Genty, Mary Underwood, Companie Philippe
Genty (France). - Thunderstorm Cao Yu, dir.
Xia Chun, Beijin People’s Art Theatre (China). —
Eonnagata conceived and performed by Sylvie
Guillem, Robert Lepage, Russel Maliphant, Sadler’s
Wells London in association with Ex Machina and
Sylvie Guillem (Great Britain, Canada). - Biped
G Briars, Xover J.Cage, Rainforest D.Tudor, chor.
Merce Cunningham, Merce Cunningham Dance
Company (USA). - The Spectacles Trilogy, dir.
Emma Dante, Compagnia Sud Costa Occidentale,
Teatro Stabile di Napoli, CRT Centro di Ricerca per
il Teatro, with support of Théatre du Rond-Point
(Italy, France). — Autorretrato author, dir. and
chor. Maria Pagés, Maria Pagés Company (Spain).
— First Love S.Beckett, concept and performance
Pere Arquillué, dir. Alex Ollé, Miquel Gérriz, Greece
2010 Festival of Barcelona, Bité Produccions, CITF,
Velvet Events and Grostel Produccions (Spain,
Russia). — Matthew Bourne’s Cinderella music by
S.Prokofiey, dir. and chor. Matthew Bourne, ‘New
Adventures’ (Great Britain). — Tar and Feathers,
concept creator Mathurin Bolze, Compagnie MPTA
- ‘Les Mains, les Pieds et la Téte Aussi’ (France). —
Long Way to Mecca S.Raev and B.Abdurazzokov,
dir. Barzu Abdurazzokov, State Youth Theatre
‘Uchur’ (Kyrgyzstan). — Botanica, art. dir. Moses
Pendleton, Momix Dance Company (USA). -
Gnawa, Arcangelo, Flockwork, chor. Nacho
Duato, Alexander Ekman, Compania Nacional
de Danza of Spain (Spain). — Noodles, White
Darkness, chor. Philippe Blanchard, Nacho Duato,
Compariia Nacional de Danza of Spain (Spain). -
Perséfone, dir. Juan Font, ‘Comediants’ Company,
CITF (Spain — Russia).

Experimental Program

Gorod.OK (A Town) W.Irving, M.Saltykov-Shchedrin,
dir. Vladimir Pankov, CITF, The Moscow Art Theatre
Sixth Studio, SounDrama Studio (Russia, USA).

Moscow Program

Buddenbrooks T.Mann, dir. Mindaugas Karbauskis,
Russian Academic Youth Theatre. - Ryzhy B.Ryzhy,
S.Nikitin, dir. Yuri Butorin, art. dir. Yevgeny
Kamenkovich, Pyotr Fomenko's Workshop Theatre.
- Katya, Sonya, Polya, Galya, Vera, Olya, Tanya...
based on |.Bunin stories, dir. Dmitry Krymov, ‘School
of Dramatic Art’ Theatre and Vsevolod Meyerhold
Theatre Centre joint project, Dmitry Krymov's
Laboratory. — Dairy of a Madman N.Gogol, dir.
Kama Ginkas, Moscow Young Spectators’ Theatre. -
Enemies: A Love Story |.Bashevis Singer, dir. Yevgeny
Arye (Israel), ‘Sovremennik’ Moscow Theatre. - Peer
Gynt H.lbsen, dir. Mark Zakharov, Lenkom Moscow
Theatre. - Triptych after A.Pushkin, dir. Pyotr
Fomenko, Pyotr Fomenko’s Workshop Theatre. - Slice
to Sharp H.Biber, A.Vivaldi, Na Foresta H.Villa-Lobos/
W.Tisso, Por Vos Muero Spanish music of XVI-XVII

cc., chor. Jorma Elo, Nacho Duato, Stanislavsky and
Nemirovich-Danchenko Moscow Music Theatre.
- Nearby Zero [gangsta fiction] K.Serebrennikov
based on the novel by Natan Dubovitsky, dir. Kirill
Serebrennikov, Oleg Tabakov Moscow Theatre. — The
Notebooks after A.Chekhov, dir. Sergei Zhenovach,
Theatre Art Studio. - Honey T.Guerra, dir. Yuri
Lyubimov, Taganka Theatre. - A Stalemate Lasts
But a Moment based on the novel Scallo Perpetuo
by I|.Meras, dir. Mindaugas Karbauskis, Russian
Academic Youth Theatre. - Konstantin Raikin. An
Evening with Dostoevsky, dir. Valery Fokin, Arcady
Raikin ‘Satiricon’ Russian State Theater. - Mask and
Soul after A.Chekhov, dir. Yuri Lyubimov, Taganka
Theatre. - The Little Mermaid L.Auerbach, chor. John
Neumeier, Stanislavsky and Nemirovich-Danchenko
Moscow Music Theatre. - Damned and Killed based
on the novel by V.Astafiev, dir. Victor Ryzhakov,
Chekhov Moscow Art Theatre. - The Masquerade
M.Lermontov, dir. Rimas Tuminas, Evgeny Vakhtangov
State Academic Theatre.

TEATPANbHbIF GECTHBAN

AN HEXOR &

XI MT® um. A. . Yexosa (maii — utonb 2013)
MwupoBas cepus

Payne, NnocTaHOBKa, cLeHorpaduis 1 UCNONHeHne —
[xenmc Tbepe, Komnarnma Marickoro yka (OpaH-
uua). - O¢guc W.Jlay3yHa, pex. n komn. EkatepuHa
ABepKoBa, HaunoHanbHbI akageMnyecknin Teatp
nmeHn Axkn Kynanol (Benapycb). - Cundpom Op-
¢hesa no npoussepeHnam Bn.Maskosckoro, K.KokTto,
pex. Bnagumnp MNankos, Teatp Bugu-JlozaHH n MTO
um. A.N.Yexosa B napTHepcTBe ¢ Pygpa-bexap Jlo-
3aHHa B coTpyAHuyectBe co Ctyameinn CayHapama
(Wsenuapwusa, Poccun). - Deca Dance, xopeorpad
Oxap HaapwH, «baTwesa [aHc KomnaHu» (Tenb-
AsuB). — Sadeh21, xopeorpadp Oxap HaapwH,
«baTwesa [aHc Komnanuw» (Tenb-AsuB). — Hebec-
HAA 2apMOHUA, My3blKalbHbIA TeaTp MO POMaHy
M.5cTepxasu, pex. aBug MapToH, byprreatp, Cue-
Ha Ka3uHo (ABcTpus). — Llenom cmeH, pex. Bukto-
pua Toepe-YannuH, KomnaHna «ManeHbkne yacbl»
(®paHuuA). — Kak eam smo noHpasumca no noece
Llekcnupa CoH 8 IeMHI0I0 HOYb, NLeA, KOMMO3U-
umMa 1 noctaHoska — Amutpuin Kpbimos, MTO um.
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AlN.Yexosa, Koponesckuin LLekcrnimpsckun Tteatp,
Teatp «llKkona gpamaTnyeckoro mckycctsa, Jlabo-
patopus Omutpua Kpbimosa (Poccus, Bennkobpu-
TaHus). — lMecHA 3a0ymy4yueo20 co3epyaHus, Xyp.
PYK., Xopeorpad, aBTop BK3yaNibHON KOHLenuuu,
aBTop My3blkun — JINH Jln-Yen, Jlegkena Jlun JaHc
TuaTp (TanBaHb). — [Jleeame neceH, STHNYECKanA My-
3blka TanBaHA, TPagMLMOHHaAA My3blka A3un, nep-
Kyccma B 3anucn «[ky MepkawwH Mpynn», xopeorpa-
dua - JINH XBan-muH, Teatp TaHua TanBaHa «Knaya
leinnT» (TaliBaHb). — XueomHele u 0emu 3aHUMarom
ynuubl, aBTop 1 NocTtaHoBLUMK — Cblo3aH AHgpens,
Komnanusa «1927» (Benukobputanus). - «Cnawas
Kpacasuya» Mameto boypHa, my3bika [1.Yankos-
CKOro, MOCTAaHOBLUUK, Xopeorpad, aBTop IMbpeTTo
— MaTbio boypH, «Hbio SpBeHuep3 MNpogakLH» (Be-
nunkobputaHua). — Mpoyecc ®.Kadka, pex. 1 cLeHo-
rpad Auppeac Kpurenbypr, Teatp Kammeplunune
(MioHxeH, lfepmaHus). - Hocopoe 3./loHecko, nocTa-
HOBKa — dMMaHo31b [emapcn-Morta, Teatp ae na
Bunb (OpaHuus). — Sho-bo-gen-zo cnektaknb »Ko-
3eda Hapxa, Cecuns Jlyaiie, »Koanb JleaHap n Ako-
wa C., xopeorpadusa n cueHorpadusa — Kosed Hamx,
HaumoHanbHbIn xopeorpaduuecknii LeHTp Opnea-
Ha (OpaHuua). - 3a 6000 mune: 27°52", my3blka
[1.Xo6pux, xopeorpadua n cueHorpadusa — Upxn
KvnnuaH, Rearray, my3sbika [1.Moppoy, xopeorpad,
XY[LOXKHVK MO KOCTIOMY 1 CBeTy — Yunbam QopcaiiT,
Bye, my3bika J1.8aH beTxoBeH, xopeorpadusa — Matc
3k, «Cagnepc Yannc» JloHaoH (BenukobpuTtaHus) u
Cunbeu Mmnnem MpopakwH. — Kapmel I: Muku, pex.
Po6ep Jlenax, Komnanua Ex Machina (Kesebek, Ka-
Hapga). — TeHu, aBTOp M pex. Pukapay Manw, Hauno-
HanbHbIN TeaTp Cay-XKyay (MopTyranus). - Ymonus,
naen, NOCTaHOBKa, xopeorpadua 1 NCMONHeHNe —
Mapus MNaxéc, Tpynna Mapuu Maxéc (Mcnanms).

MockoBckas nporpamma. NMamaru Metpa PomeH-
Ko. CneKTaknu macrepa 1 ero y4eHNKoB

Teatp «Mactepckaa [Metpa QDomenko»: BoliHa u
mup. Hayano pomaHa J1.Tonctoi, NocTaHOBKa —
Metp ®omeHKo. - Tpu cecmpel A.HexoB, pex.-nocTa-
HoBWYK MNeTp MomeHKko. — TeampasneHbili pomaH
(3anucku nokotiHuka) M.BynrakoB, aBTopbl Crek-
Takna Metp GomeHko, Kupunn MNMuporos. - Bosku u
o8ybl A.OCTPOBCKMIA, NOCTaHOBKa — [MeTp GomeHKo.
- becnpudanHuya A.OCTpOBCKUIA, MOCTaHOBKa 1
pexwuccypa — [Netp ®omeHko. - besymHas us LLatio
K.Mupopy, pex.-noctaHoBWwmK [Metp OomeHKo,
pexunccep Bo3obHoBneHua Kupunn Muporos. —
Cemelinoe cyacmue J1.ToNICTO, aBTOP KOMMO3ULNK
N pex.-noctaHoBWUK MeTp GomenKko. — Tpunmux
A.NywkuH, noctaHoBKa — eTp ®omeHko. — benbie
Ho4qu O.[locToeBckni, pex. Hukonai pyyek. - Kak
xane... [fapcna Mapkec, pex. Metp DomeHKo.
- OmpaeneHHaa myHuka H.Iymunes, pex. VBaH
MonoBckun. - Ckaska ApoeHHckoz20 seca t0.Kum,
noctaHoBKa — MeTp ®omeHko. — O0Ha a6conromHo
cyacmnueas depesHs no b.BaxTuHy, pex. Metp Oo-
MeHKo. — Hocopoe 3./loHecko, pex.-MoCTaHOBLYMK
MBaH MNonoscku. — Camoe eaxHoe M.LLUNLWKWH, NHC-
LieHMPOBKa 1 NocTaHOBKa — EBreHnin KameHbkoBuny.
«CTyamA TeaTpanbHOro WCKycctBa»: Mockea -
Memywku B.Epodees, pex. Ceprein »KeHoBau. —
Marienbad llonom-Aneiixem, NOCTaHOBKa U cLe-
Horpadua - EBreHun KameHbkoBuuy. — Uepoku
H.loronb, pex.-noctaHoBLmk Ceprei XKeHoBau.
Teatp nm. Bn.Maskosckoro: TasiaHmel U NOK/IOH-
Huku A.OCTpOBCKMIA, MocTaHOBKa - MwHpayrac
Kapb6ayckuc.

Teatp um. EBr.BaxtaHroBa: lMukosas dama A.lywi-
KWH, pex.-nocTaHoBLMK MeTp QomeHKo.




XI Chekhov International Theatre Festival
(May - July, 2013)

World Series

Raoul, dir. JamesThiérrée, La Compagnie du Hanneton
(France). - The Office |.Lausund, dir. and composer
Ekaterina Averkova, Yanka Kupala National Academic
Theatre (Belarus). - Orpheus Syndrome after
V.Mayakovsky and J.Cocteau, dir. Vladimir Pankov,
ThéatreVidy-Lausanne, CITFin partnership with Rudra-
Béjart Lausanne in cooperation with SounDrama
Studio (Switzerland, Russia). - Deca Dance, chor.
Ohad Naharin, Batsheva Dance Company (Israel).
- Sadeh21, chor. Ohad Naharin, Batsheva Dance
Company (Israel). - Harmonia Caelestis after
P.Esterhézy, dir. David Marton, Burgtheater — Kasino
am Schwarzenbergplatz (Austria). — Murmures des
Murs, dir. Victoria Thiérrée-Chaplin, Compagnie
‘Les Petites Heures' (France). — As You Like It after
Shakespeare’s A Midsummer Night's Dream, dir.
Dmitry Krymov, CITF, Royal Shakespeare Company,
‘School of Dramatic Art’ Theatre, Dmitry Krymov's
Laboratory (Russia, Great Britain). — Song of Pensive
Beholding, chor. LIN Lee-Chen, Legend Lin Dance
Theatre (Taiwan). - Nine Songs, chor. LIN Hwai-min,
Cloud Gate Dance Theatre of Taiwan (Taiwan). —
The Animals and Children took to the Streets, dir.
Susanne Andrade, ‘1927’ (Great Britain). - Matthew
Bourne’s Sleeping Beauty, music by PTchaikovsky,
dir. and chor. Matthew Bourne, ‘New Adventures’
(GB). - The Trial F.Kafka, dir. Andreas Kriegenburg,
Muincher Kammerspiele (Germany). - Rhinocéros
E.lonesco, dir. Emmanuel Demarcy-Mota, Théatre
de la Ville (France). - Sho-bo-gen-zo, chor. Josef
Nadj, The National Orleans Center of Choreography
(France). — 6000 Miles Away, chor. Jiti Kylian,
William Forsythe, Mats Ek, Sadler’s Wells and Sylvie
Guillem Production (Great Britain). — Playing Cards I:
SPADES, dir. Robert Lepage, Ex Machina (Canada). -
Shadows, dir. Ricardo Pais, Teatro Nacional Sao Joao
(Portugal). - Utopia, dir. and chor. Maria Pagés, Maria
Pagés Company (Spain).

Moscow Program. In Memory of Pyotr Fomenko.
Productions by Master and his Disciples

Pyotr Fomenko’s Workshop Theatre: War and
Peace. The Beginning of the Novel L.Tolstoy, dir. by
Pyotr Fomenko. — The Three Sisters A.Chekhov, dir.
Pyotr Fomenko. — Theatrical Novel (Notes of the
Deceased) M.Bulgakov, authors of the performance
Pyotr Fomenko, Kirill Pirogov. -Wolves and Sheeps
A.Ostrovsky, dir. Pyotr Fomenko. - The Dowerless
(Bespridannitsa) A.Ostrovsky, staging and dir. by Pyotr
Fomenko. - The Madwoman of Chaillot ).Giraudoux,
dir. Pyotr Fomenko, Kirill Pirogov. -Family Happiness
L.Tolstoy, author of dramatic composition and dir.
Pyotr Fomenko. — Triptych A.Pushkin, staging by
Pyotr Fomenko. - White Nights F.Dostoyevsky, dir.
Nikolai Druchek. - What a Pity G.G.Mérquez, dir.
Pyotr Fomenko. — The Poisoned Tunic N.Gumilev,
dir. Ivan Popovski. - The Tale of Ardenn Forest
J.Kim, staging by Pyotr Fomenko. — One Absolutely
Happy Village after B.Vakhtin, dir. Pyotr Fomenko. —
Rhinocéros E.lonesco, dir. Ivan Popovski. — The Most
Important M.Shishkin, dramatization and directing
by Yevgeny Kamenkovich.

Theatre Art Studio: Moscow-Petushki V.Erofeev, dir.
Sergei Zhenovach. - Marienbad Sholem Aleichem,
dir. and set design by Yevgeny Kamenkovich. —
Gamblers N.Gogol, dir. Sergei Zhenovatch.

Vladimir Mayakovsky Moscow Academic Theatre:
Talents and Admirers A.Ostrovsky, staging by
Mindaugas Karbauskis.

Evgeny Vakhtangov State Academic Theatre: The
Queen of Spades A.Pushkin, dir. Pyotr Fomenko.

D e e . L LILr T e

TEATPAAbHBIA GECTHBAAD
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XIl MT® um. A.l. Yexosa (main — utonb 2015)
MupoBas cepus

MeuwjaHuH 8o OsopAaHcmee Monbep, Ha My3bIKy
Tonnu, noctaHoBKa — [leHn MNopanupec, Teatp «bydd
ato Hop» (OpaHuua). — BotiHa no pomaHy «CmepTb
repos» P.OnamHrtoHa, npowussefeHuam «/nuaga»
lomepa, «3anuckn Kaeanepucta» H.'ymunesa, pex.
Bnagumup MaHkos, MTO nm. A.M.Yexosa, S auHbypr-
CKUN MeXIyHapoAHbll pecTmBanb B COTPYAHUYe-
ctBe co Cryguein CayHapama (Poccuns, BenmkobpuTa-
HuA). — TaH20 U HOYb, NAEeA, NOCTAHOBKa 1 XOpeorpa-
¢dua: Munap Anbeapec, Knayano XopdmanH, Mapuxo
AnbBapec, «TaHro Metpénonuc flaHc Komnanu» (Ap-
reHTnHa). — XeHwuHol-2eHepanol cemou fH, pex.
L3AHb BuHb YxaH, LleHTp KynbTypHOro passutua
Onepbl MuH B ®ywxoy (KHP). — He 3a6eleati meHa
®.KaHTu, xya. pyk. @uavnn XKantu, xopeorpad Mapu
Anpepsya, Komnanu Oununn »KaHTu B COTPyAHNYe-
ctBe ¢ MCNN (DpaHuus). - Tuxuli wiopox yxodsauwux
wazoe [1.6borocnasckuin, pex. LWamnnb ObiikaHbaes
(KbiprbiscTtaH), PecnybnukaHckuin TeaTp 6Genopyc-
ckont gpamatyprum, MKTC (Poccus, Benapycb, Kbi-
proi3ctaH). — A, Kapmen, aBTop vgen, pexuccep n
xopeorpad — Mapus Maxéc, Tpynna Mapun Maxéc
(Micnanun). — KpacHerii ma6ak xopeorpaduyeckas
opama [1.Tbepe, nocTaHOBKa, CLeHorpadus, xopeo-
rpadua — xkenmc Toepe, Komnanma Marickoro Xyka
(OpaHuua). - Cecmpol Makasy3o, TeKCT, pexnccypa,
ekopaumm 1 KocTiombl — IMma [aHTe, Komnanua Cyn
Kocta Ouuumpentane (Utanua). — YousumensvHoili
Mup XueomHbiX. flaHAma, cueHnyeckaa Bepcus,
pexunccypa u cueHorpadusa — [aHuanb BepoHese,
Komnanua [laHuana BepoHese, CebactvaH bnytpak
MpopycboHec (ApreHTuHa). - UHana mysbika: [xo-
3ed Labanana, Ladysmith Black Mambazo u Snna
Cnupa, xopeorpad Mapk bongyuH, Ladysmith Black
Mambazo, Koponesckuii 6anet, Komnanua Pambep
(OAP, BennkobputaHus). — Puc, KOHUenuua n xo-
peorpadus - JINH XBait-muH, TeaTp TaHua TanBaHs
«Knayp levit» (TanBaHb). — MoHecko. Crouma, no npo-
n3BeneHnam 3.MloHecKo, KONNeKTMBHOE TBOPYECTBO,
nocTaHoBKa — SMMaHi03nb [demapcu-MoTa, Teatp

282

ne na Bunb (OpaHuus). — XKusHe npodomxkaemcs:
Techne A.Cniotep, lyam T.Yunnemc, 30ece & [lomom
3.KoyToH, Bye J1.8aH beTxoBeH, xopeorpadbl: Akpam
XaH, Yunbam Qopcaint, Paccen ManndaHnt, Matc 3k,
Teatp «Cagnepc Yannc» JloHaoH (BennkobputaHus)/
Les Nuits de Fourviere (DpaHums) n Cunbsu unnem.
- lonnem no motmBam pomaHa lManpuHKa, aBTop u
noctaHoBWMK Cbto3aH AHgpeng KomnaHuma «1927»
(Benukobputanus). - Maxabxapama-Hanayapu-
mam no MOTUBaM [PEBHENHAUNCKOrO 3Moca, Pex.
Catoc Musru, LeHTp cueHunuecknx mckyccts Cua-
3yoka (inoHwusA). - JJeotiHUKu, «<My3blKaNbHbIl TeaTp»
no motveam D.T.AlopmaHa, pex. [asug MapToH,
Waywnunb LWryTrapt (Tepmanus). - 3onywka TaH-
LeBanbHada nbeca MMoHTepO, pex. 1 raBHbIN Xope-
orpa¢ lono MoHTtepo (McnaHusa), banet HiopHbepra
(fepmanusn). — JloxHole npusHaHusA N.MapurBo, pex.
Jliok boHpawn, «<OpeoH» — TeaTp EBponbl (DpaHuums).

MockoBcKasa nporpamma. lMocraHOBKIU
3apy6eXKHbIX pexunccepoB 1 xopeorpapos

B MOCKOBCKMX TeaTpax

Cloture de I'’Amour / lpeden nrob6eu [1.Pambep,
pex. Mackanb Pambep (OpaHums), MXT um. A.M.Ye-
xoBa. — YkpoweHue cmponmueot, my3sbika [.LLlo-
CTaKOBUYa, Xopeorpad-noctaHoBLMK MaH-Kprctod
Maiio (OpaHums), bonbwoi Teatp Poccun. — EgzeHuti
OHeauH A.JlyWKWH, naea, NT. KOMNO3WULUA U MO-
cTaHoBKa — Pumac TymuHac (Jlutsa), Teatp mm. EBr.
BaxtaHroBa. — Kpyeu/Co4uHenusa .Ilompa, pex.
Bpupxut XKak-Baxxkman (OpaHuyua), MXT nm. A.M.Ye-
xoBa. - WWaza M.[opac, pex. Mapu-Jlyns buiwopbep-
xe (OpaHuwma), MXT um. A.M.Yexosa. - TaHzelizep
P.BarHep, my3. pykoBofuTenb NMOCTaHOBKW W AVPYU-
xep ®abpuc bonnoH (PpaHuwms), pex. Angpeic Xa-
rapc (Jlateua), My3bikanbHbii Teatp nm. K.C.CtaHnc-
naBckoro v Bn.".Hemnposuua-laHueHko. - CasaHHa
B3t M.iopac, pex. Kpuctnan beHepetTn (DpaHuums),
MXT um. A.N.YexoBa. - lMnodel npoceewenus J1.Ton-
cTou, pex. Mungayrac Kapbayckuc (Jlutsa), Teatp
M. Bn.MaskoBsckoro. — Auda [1.Bepaw, mys. pykoBo-
autenb noctaHoBku n avpuxep Penvkc Kopobos,
pex. MNetep LUtaiiH (TfepmaHua), My3sbikanbHbll TeaTp
um. K.C.CraHucnasckoro n Bn./.Hemunposnua-an-
YyeHKo. - Kanm M.MBawkasuuioc, pex. MuHgayrac
Kap6ayckuc (Jlutsa), Teatp vm. Bn.MaskoBckoro. —
lFamnem, my3sbika [.locTakoBuua, xopeorpad Pagy
Moknutapy (MongoBa), pex. LeknaH [oHHennaH
(BenukobpwTaHus), bonbwoin Teatp Poccun. - Mepa
3a mepy Y.lllekcnup, pex. [leknaH [JoHHennaH (Be-
NMKobprTaHUA), MOCKOBCKMIN fpamaTiyecknin Teatp
M. A.C.NMywknHa. — TamesaHa, no pomaHy «EsreHni
OHervHy» A.lMywkrHa, komn. J1.Ayep6ax, xopeorpa-
¢ua n noctaHoBka — [IxoH Hoimanep (fepmanus),
MysbikanbHbii TeaTp um. K.C.CtaHucnasckoro u
Bn..Hemnposunua-JaHueHko. — Bakxanku Espunug,
afjanTtaymAa 1 noctaHoBKa — Teogopoc Tep3omnynoc
(Tpeuws), dnekTpoTteatp CTaHNCNABCKUIA.

Xll Chekhov International Theatre Festival
(May - July, 2015)

World Series

The Bourgeois Gentleman Moliere-Lully, dir. Denis
Podalydés, Théatre des Bouffes du Nord (France). -
The War after R.Aldington’s novel Death of a Hero and
the writings Notes of a Cavalry Officer by N.Gumilev
and The Illyad by Homer, dir. Vladimir Pankov, CITF,
Edinburgh International Festival, SounDrama Studio
(Russia, Great Britain). - Tango & Night, idea, dir. and
chor. Pilar Alvarez, Claudio Hoffmann, Marijé Alvarez,
Tango Metropolis Dance Company (Argentina).
- Women Generals of the Yang Family, dir. Jian

bin Zhang, Fuzhou Min Opera Art Development
Centre (China). - Forget me not by PGenty, art.
dir. Philippe Genty, choreographic dir. Mary
Underwood, Companie Philippe Genty (France).
- Quiet Rustling of Leaving Steps D.Bogoslavsky,
dir. Shamil Dyikanbaev, The Republican Theatre of
Belarusian Drama, ICTA (Russia, Belarus, Kyrgyzstan).
- I, Carmen, dir. and chor. Maria Pagés, Maria Pagés
Company (Spain). - Red Tobacco by J. Thiérrée, dir.
James Thiérrée, La Compagnie du Hanneton (France).
- Macaluso Sisters, text and direction by Emma
Dante, Compagnia Sud Costa Occidentale (ltaly). -
The Wonderful World of Animals. Lambs, concept,
direction and scenography by Daniel Veronese,
Compania de Daniel Veronese, Sebastian Blutrach
Producciones (Argentina). — Inala, music J.Shabalala,
Ladysmith Black Mambazo and E.Spira, chor. Mark
Baldwin, Ladysmith Black Mambazo, Rambert
Company and Royal Ballet (South Africa, Great
Britain). - Rice, chor. LIN Hwai-min, Cloud Gate Dance
Theatre of Taiwan (Taiwan). — lonesco. Suite adapted
from E.lonesco, dir. Emmanuel Demarcy-Mota,
Théatre de la Ville (France). - Life in Progress: Techne
A.Sluiter, Duo T.Willems, Here&After A.Couton, Bye
L.wan Beethoven, chor. Russell Maliphant, Akram
Khan, Mats Ek, William Fofsythe, Sadler's Wells
London (Great Britain). - Golem based on motives
by G.Meyrink, dir. Suzanne Andrade, ‘1927" (Great
Britain). - Mahabharata - Nalacharitam, dir. Satoshi
Miyagi, Shizuoka Performing Arts Centre (Japan). —
Doppelgdnger, Musical Theatre after E.T.A.Hoffmann,
dir. David Marton, Schauspiel Stuttgart (Germany). -
Cinderella, dance piece by G.Montero, dir. and chor.
Goyo Montero, Nuremberg Ballet (Germany). — The
False Confessions P.de Marivaux, dir. Luc Bondy,
L'Odéon - Théatre de I'Europe (France).

Moscow Program. Productions of foreign
directors and choreographers in Moscow
theatres

Limit of love, dir. Pascal Rambert (France), Chekhov
Moscow Art Theatre. — The Taming of the Shrew
music by D.Shostakovich, dir. Jean-Christophe
Malliot (France), The Bolshoi Theatre of Russia.
- Eugene Onegin A.Pushkin, Rimas Tuminas
(Lithuania), Evgeny Vakhtangov State Academic
Theatre. - Circles/ Compositions J.Pommerat,
dir. Brigitte Jaques-Wajeman (France), Chekhov
Moscow Art Theatre. - Shaga M.Dyuras, dir. Mary-
Luise Bishofberge (France), Chekhov Moscow Art
Theatre. - Tannhduser R.Wagner, dir. Andrejs Zagars
(Latvia), Stanislavsky and Nemirovich-Danchenko
Moscow Music Theatre. - Savannah Bay M.Dyuras,
dir. Christian Benedetti (France), Chekhov Moscow
ArtTheatre. - The Fruits of Enlightenment L. Tolstoy,
dir. Mindaugas Karbauskis (Lithuania), Vladimir
Mayakovsky Moscow Academic Theatre. - Aida
G.Verdi, dir. Peter Stein (Germany), Stanislavsky and
Nemirovich-Danchenko Moscow Music Theatre. —
Kant M.lvashkevichius, dir. Mindaugas Karbauskis
(Lithuania), Vladimir Mayakovsky Moscow Academic
Theatre. - Hamlet music by D.Shostakovich, dir.
Declan Donnellan (Great Britain), Radu Poklitaru
(Moldova), The Bolshoi Theatre of Russia. — Measure
for Measure \W.Shakespeare, dir. Declan Donnellan
(Great Britain), Alexander Pushkin Moscow
Drama Theatre. - Tatiana after Eugene Onegin by
A.Pushkin, composer Lera Auerbach, chor. John
Neumeier (Germany), Stanislavsky and Nemirovich-
Danchenko Moscow Music Theatre. - The Bacchae
Euripides, dir. Theodoros Terzopoulos (Greece),
Stanislavsky Electrotheatre.

X MT® um. A.MN.YexoBa (mai1 — ntonb 2016)

MwupoBas cepus

Bonwe6Has ¢neiima B.A.MouapTt, noctaHoBka — Cblo-
3aH AHgpeiig (1927), bappu Kocku, Komuwe onep bep-
nvH (TepmaHnsa). - OOHOakmHeie 6anemer: lepexod
yepe3 Huazapy, ®aeH, N Huyezo eokpys, KapmeH,
xopeorpadua: Mapuanena boan (Ky6a), Cugn Jlapbu
LWepkayu (Benbrus), lfoto MoHTepo (Mcnanus), Kapnoc
AkocTa (Ky6a), Komnanua Akocta laHua (Ky6a). - TaH-
20-woy: Jlopka Tanzo no motnsam Tpareguu O.fapcna
Jlopku «KpoBaBas cBapbba», mys. [l.buHennu, Ciouma
Tpotino mys. A.lNMbAayonna, naes, xopeorpadua n gpama-
Typrua: Munap AnbBapec, Knayano XopdmarH, Maprxo
AnbBapec (ApreHTrHa). — 4x4: ghemepHas apxumex-
mypa, komno3ntop — Humpog bopeHLTeinH, nocTaHoB-
ka WoH languHy, xopeorpad JliogoBuk OHAuBbEna,
«laHAWMHW [KarrnvHr» (BenukobputaHus). — JemoH no
MOTVIBaM OHOUMEHHOW NMO3Mbl M pOMaHa «[epoli Halue-
ro BpemeHun» M.JlepmoHTOBa, pex. Bnagummp lMaHkKos,
[ocyaapCTBEHHDBIN HaLMOHANbHbIV PYCCKUIA TeaTp Apa-
mbl M. Y. AinitmatoBa, MKTC (KbiprbisctaH — Poccus). —
Lllecmb nepcoHaxeli 8 nouckax asmopa J1.Mupangen-
110, NOCTaHOBKa — IMMaH103n1b lemapcu-MorTa, Teatp e
na Bunb (OpaHuwma). — 3umHAA ckaska Y.lekcnup, pex.
[lexnan [loHHennaH, Teatp «Yuk 6ait Oxayn» (Benu-
KOOpUTaHWA). — BHympeHHue neii3a)u, aBTop 1 pex.
Oununn XaxTtn, Komnann Ouaunn Xantm (Opaxuyus).
- Yucmerii pasym / YKycu meHs, npes, NOCTaHOBKa,
cueHorpadus, mys. opopmnerue — PeHate Keapg, Kom-
naHwua Nii n Hosbi TeaTp TapTy (3cToHMA). - [MuoHoeas
6ecedka TaHb [lyHb, noctaHoBKa — TaHb [lyHb, YxaH
Li3toHb, LLanxanckuit LeHTp onepbl KyHbutol n/p YxaH
ListoHa (KHP). - MynaHse, no MoTviBam KuTanckom nos-
Mbl XyZ. pyK. Ky L3yH-YuH, pex. Jin Cao-nuHb, Teatp
NepKyC1OHHO My3biK «[IXKy nepkaluH [pyn» B coTpyz-
HuyecTBe ¢ HauynoHanbHbiM onepHbiM TeaTpom o lNyaH
(TavBaHb). — losoca Amasonku Mmy3bika — dnna Cnupa,
nocraHoBka — MbeTpa Menno-NutmaH, xopeorpadus —
XeneH MMukkeT, kKomnanua «Cectpbl Mpummy» (bpasnnus,
BenvkobputaHus). — Meppox N°3 no mMoTviBam Mbechl
A.N.YexoBa «Tpu cecTpbl», pex. 1 xopeorpad TuHa
Kpohnuc, Teatp MyBmeHT Basap (CLLUA). - Jlykpeyus
bopdxua B.loro, noctaHoBKka — [eHu Moganugec, Te-
atp «Komegn OpaHces» (PpaHuma). - JapkHecc [Tymba,
Xyg. pyK. 1 xopeorpad Kum Yxe [lok, Teatp coBpemeH-
Horo TaHua «MopepH Tain6n» (t0.Kopesn). — Jlseywka
6b11a npasa, aBTOp, CLieHorpad, aBTOp OPUrMHANBbHOW
My3blku-[xenmc Tbepe, Komnanua Manckoro Myka
(®paHyua). — Mone 6umesl Ha ocHoBe 3noca «Maxab-
xapaTa» u nbecbl XaH-Knopa Kapbepa, cueHnyeckas
apanTtauua n noctaHoska-Mutep bpyk, Teatp «Bydd Ato
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Hop» (OpaHuuA). — 887, aBTOP, XyROXKHUK 1 pex. Po-
6ep Jlenax, Komnanua Ex Machina (Kee6ek, KaHaga). -
TaiiHaa cuna no pomaHy J1.Kynepyca, pex. /Bo BaH
Xose, «ToHenrpyn Amctepgam» (Hugepnangpl). — lMoka
Nb8bl Moniyam 1o KHure ctnxos K.Haup, pex. n xo-
peorpad Akpam XaH, KomnaHua Akpama XaHa (Benu-
KobpuTaHus). — lMpuHyecca yupka W.KanbmaH, pex.
CebactbsH ConpeBunbsa (OpaHuusa/KaHaga), MapviHa
LBblakana, MoOCKOBCKMI TeaTp MI03MKNIa, TeaTp-LMpK
«7 nanbues» (Poccuna, KaHapa). - Cmapuk u mope
J.XeMuHrysii, agantauusa nosecTu, cueHorpadus n no-
CcTaHoBKa - AHatonuii Bacunbes, MTO um. A.lN.YexoBa
B COTpyAHUYecTBe C [OCyAapCTBEHHbIM aKajemuue-
CKVM TeaTpom vMm. EBr.BaxTtaHroBa (Poccus).

XIll Chekhov International Theatre Festival
(May - July, 2017)

World Series

The Magic Flute (Die Zauberflote) W.A.Mozart, dir.
Suzanne Andrade (1927), Barrie Kosky, musical dir.
Antonello Manacoda, Komische Oper Berlin (Germany).
- One-act ballets: EI Cruce Sobre El Niagara, Faun,
Alrededor No Hay Nada, Carmen chor. Marianela Boan
(Cuba), Sidi Larbi Cherkaoui (Belgium), Goyo Montero
(Spain), Carlos Acosta (Cuba), Acosta Danza (Cuba). -
Tango-show: Lorca Tango after the tragedy Bodas de
Sandre by F.Garcia Lorca, music D.Binelli, Troilo Suite
music A.Piazzolla, idea, chor. and dramaturgy Pilar
Alvarez, Claudio Hoffmann and Marijé Alvarez, Tango
Metropolis Dance Company (Buenos Aires). — 4x4:
Ephemeral Architectures, music by Nimrod Borenstein,
dir. Sean Gandini, chor. Ludovic Ondiviela, Gandini
Juggling (GB). - Demon inspired by the same-name
poem and the novel A Hero of Our Time by M.Lermontov,
dir. Vladimir Pankov, Chingiz Aitmatov State National
Russian Drama Theatre, ICTA. - Six Characters in Search
of an Author LPirandello, dir. Emmanuel Demarcy-
Mota, Théétre de la Ville (France). - The Winter’s Tale
W.Shakespeare, dir. Declan Donnellan, Cheek by Jowl
Theatre (GB). - Inner Landscapes author and dir. Philippe
Genty, Companie Philippe Genty (France). - Pure Mind /
Bite Me author and dir. Renate Keerd, Nii Company and
New Theatre Tartu (Estonia). - Peony Pavilion Tan Dun,
dir. Tan Dun, Zhang Jun, Shanghai Zhang Jun Kunqu
Art Centre (China). - Mulan inspired by a Chinese poem
The Ballad of Mulan, art. dir. Tzong-Ching Ju, dir. Xiao-Pin
Lee, The Percussion Music Theatre Ju Percussion Group
in coproduction with Guo Guang Opera Company
(Taiwan). - Voices of the Amazon music Ella Spira, dir.
Pietra Mello-Pittman, chor. Helen Pickett, Sisters Grimm
in collaboration with CITF (Brazil, Great Britain). - Track
3 after Three Sisters by A.Chekhov, dir. and chor. Tina
Kronis, Theatre Movement Bazaar (USA). - Lucrezia
Borgia V.Hugo, dir. Denis Podalydes, Comédie-Francaise
(France). - Darkness Poomba, dir. and choreographer
KIM Jae-Duk, Modern Table Contemporare Dance
Company (South Korea). - The Toad Knew author,
scenographer and author of original music James
Thierrée, Compagnie du Hanneton (France). - Battlefield
based on the Mahabharata and the play written by J.-C.
Carriére, dir. Peter Brook and Marie-Héléne Estienne,
Théétre des Bouffes du Nord (France). - 887 R.Lepage,
dir. Robert Lepage, Ex Machina (Canada). - The Hidden
Force after the novel by L.Couperus, dir. Ivo van Hove,
Toneelgroep Amsterdam (Netherlands). - Until the Lions
after the book by K.Nair, dir.and chor. Akram Khan, Akram
Khan Company (GB). - The Circus Princess E. Kalman,
dir. Sébastien Soldevila and Marina Shvidkaya, Moscow
Musical Theatre, ‘The 7 Fingers' Theatre-Circus (Russia,
Canada). - The Old Man and the Sea E.Hemingway, dir.
Anatoly Vasiliev, CITF in cooperation with Vakhtangov
State Academic Theatre (Russia).



PEXXVCCEPbI, XOPEOITPA®bl, MY3blIKAJIbHbIE PYKOBOAUTEJIN CNEKTAKJIEN,
y4yacTBoBaBwuxX B nporpammax MT® uim. A.lN. YexoBa B MockBe

A660HaaHLa Mukene -V
Abaypa3z3okos bap3sy - IV, X
A6aypaxmaHos Habwu - 11, VI
AbpamsAH XopeH - |
ABepkoBa EkatepuHa - XI
Arees Bnagumup -V (2)
Apnamuunkos Naeen -V
AkumeHkoBa Mapua - VI

9. AkocTta Kapnoc - Xl

10.  Anbsapec Mapwuxo - XII, X1l
11.  Anbsapec NMunap - XII, XIlI
12.  Angepsyg Mapwu - VII, VIII, X, XII, X1l
13.  Angpeng CbtozaH — XI, XII, Xl
14.  AHuceHko Banepui — I

15.  Apayxo AHTOoHMO —lI

16.  ApTmaH Xunbbep - VI

17.  Apuwmbawes Cepreii - I,V
18. Apbe EBreHuin - X

19. AdaHacbes Ceprei - Il

20. Axapos Banepun - ||

21.  Awwnp KakagxkaH -1, 11

22. babenko Anna - |

23. baraHoBa TaTbAHa - VI

24. bakwwn AnekcaHgp - IV

25.  Bbapnu CaimoH — IV

26. baptabac-1V,V, Vil

27. bapteHeB AHgpen — IV

28. baccnJleo - IV

29. bayw MNuxa - VII, VI

30. Bayun PobepTo - IV

31.  bewnnuc Bnagumnp -V

32. bekkep XaHc-Ynbpux — I
33. benakosuy Banepuin — IV
34. beHepettn KpuctmaH — XIl
35. bepnanguH lOpun — IV

36. bepHap »KaH-Monb - IV

37. bepHoB Oner - IV

38. beptman Omutpuia - IV, V
39. bepTtoHu AHTOHenna -V
40. Buwodbepxe Mapu-Tyus - Xl
41.  bnaHwap Ouannn - X

42. boaH MapwuaHena - Xl

43. Bbo3oHHe Mapcenb - VI

44.  bongywH Mapk - XII

45. bon3 MartiopeH - VIII, X

46. bongwn JTiok - IV, XII

47. boposckun MNetp - IV

48. bopopuH Anekcenn -V, VI, VIII, IX
49. boylen-V

50. boysmencTtep Tuuma - IV
51.  BoypH MaTbto - VI, VII, VIII, X, XI
52. bpyepJin-1i

53. bBpyk WpuHa - IV

54.  Bpyk Mutep - 11, VII (2), Xl
55.  BbpyctuH Pobept - llI

56. bynb6a CemeH - IV

57.  BbyTopuH IOpuin - X

58.  bytycos tOpuin -V, V|, VI, IX
59. bbepeie Mapraperte - IV
60. Bawic Camioenb -V

61. Ban Xose V/Bo - XIII

62. BaHpekeinbyc Bum - llI

©ONOUNAWN =

63.
64.
65.
66.
67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
88.
89.
90.
91.
92.
93.
94.
95.
96.
97.
98.
99.

100.
101.
102.
103.
104.
105.
106.
107.
108.
109.
110.
111.
112.
113.
114.
115.
116.
117.
118.
119.
120.
121.
122.
123.
124.

Bapkku CraHucnas - IV
Bapcumatusunu Astangun —
Bacunakn Cangy - Il
Bacunbes AHatonun — 11, 111, 1V (2), V, VI, XIII
Benackec ®apnen - VI

Bepa Xepapgo - IX

BepoHese fanuanb - IX, Xl
BuaHAHckmin ATtnna - IV
Bunep Moccm - Il

Bunnena labpuan - VI
Bonbiukas puHa - IV
Bparosa CeetnaHa - IV, V
Bpob6enb MapTuHa -V
ByTkapay Metpy - Il

FannbuH AnekcaHap — IX
laHguHm Wow - Xl

laywo Kapnoc - VI

[é66enbc XanHep — 1V, VI
Tunnem Cunbeu — X

Tunmop fuH - VII

ImHkac Kama - 11, IV, V, VI, VII, VIII, X
[naBauoBa AHHa — IV

fopo Mopa - VII

lomec MNepenpa Mucepwro - IV
lopenuk Bonbd - IV

loppuc Mukens - X

Iy Ban - X

lynbyeHko Bukrop -1V, V

lycb AHatonui -V

MoHTep AHfpeac «[aynbxeH» —V
HanTte dmma - X, XII

Januurep Bagum - IV
HaHueHko Cepren —|, 1l

[e Capua dpuk - XIlI
HenbboHo Munno - IV
Hemapcn-Mota dmmantoans — XI, XIl, X
Jewan Kepom - IV
I>xoHcToH [3Bug - IV

Ixy LUsyR-Yun = VII, X1
[3exkyH Anekcangp - Il
[3nBaes AHaTtonui — IV

[wnas SHpuke - VI
AuTatkosckni Mpuropuin —V
HoawvH Nes - I, IV

HonHennaH Oeknan - II, 111, IV, V, VI, VII, X, XII, XIlI

Opyyek Hukonan - VI, XI

[lyato Hauo - 1X (2), X (2)
Obinkan6aes Wamunb - XII
Enykunase Angpo - VIl

EpemuH fOpun - VI

Edpemos Oner - |, llI

MKarapc Angpenc - XII
MKak-BaxmaH bpugxunt - XII

Kame Cnnbectp - IV

XKantn Ovnunn - VI, VI, X, XII, X1

Kenosau Ceprei -1, IV, V, VI, VII, VIII, IX, X, XI (2)

Xonpak AHgpen - IV

3aropckas Jlunua - IV

3ayTep AHgpeac -V

3axapos Mapk - I, 1, IV, V, VI, IX, X
3BeHAUKMN Epum — Il

3ugnep dpux -V
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125.
126.
127.
128.
129.
130.
131.
132.
133.
134.
135.
136.
137.
138.

139.
140.
141.
142.
143.
144,
145.
146.
147.
148.
149.
150.
151.
152.
153.
154.
155.
156.
157.
158.
159.
160.
161.
162.
163.
164.
165.
166.
167.
168.
169.
170.
171.
172.
173.
174.
175.
176.
177.
178.
179.
180.
181.
182.
183.
184.
185.

MN6parumbekos Pyctam -V
MBaHoB AHaTtonuii — I, I
WNcaes Makcum - IV
Wcnpzaea Cioasm - i
KaszaHues Anekcen — VIl
KasaHusaH Akon -V, IX
KanawHukos Anekcanap — IV
KanbgepoH lunbepmo - IX
KameHbkoBuy EBreHnn - VII, X, XI (2)
Kanamopwu [ize - VII, IX
KaHasze Xugeo -V, VI
KaHHmHrem Mepc - X
KapanetaHn Apa - IV
Kap6ayckuc Mungayrac -V (2), VI (2), VII, X (2),
X1, XI1(2)

KappoHa Maono -V
Kactennyyun Pomeo - IV, X
Kactopd Opank -V, IX
KBacxapn3e HaHa — IV
Kep6par Matpuc - I

Keapg Penate - XIII

Kununan Npxn - X1

Kum Yxe ok - Xl
Kunennu bap6apa -V
KuHTtaBana Jletuyma -V
KnapkcoH [asug - IV
KnblHcTpa Pepbag - VI
Ko3ak PomaH - llI, V, VI
Kosnos lpuropun — IV
Kosnos Esrenun — IV
Kono6os Eerexui - I, IV
KomaH Tomek - IV
KoHuanoBckuin AHgpen — IX
KopHmionnep XaknuH -V (2)
Kopo6os ®enukc -V, VI, VIII, Xl
Kopyuekos Anekcarnap — VI
Kocumos Qappyx - |, I
Kockm Bappwu - VIII, XIlI
Koctpoma Anekcen - IV, VI
Kpamep BukTtop — IV
KpacHonepew, Ceprei — IV
KpacHononbckaa Mans — IV
Kpeitua Otomap - |

Kpemep lmpoH - IV
KpureH6ypr AHgpeac - X|
Kpuctuha SsennH - VI
KpoHuc Tuna - Xl

Kpbimos Omutpui — IV, V, VII (2), VIII, 1X, X, XI
Kcma YyH - X

Kyaptbepu OpaHko -V
KyenbHbin Anekcen — Il
Kypopa Nkyno -V
Kyxectann Amup Pe3a -V
KyunHckun Bnagummp — I
NaHrxodpd Mattnac -V
JlaHToH ®ununn - VI
Jlappbé OaHunanb — |l
Naccanb XKak -V

Jlaxa Amut - VI

Jle Tunepm MXoanH - VIII
INe6enesa Jlapuca — IV
Ne6n Netp - I, 11l

186.
187.
188.
189.
190.
191.
192.
193.
194.
195.
196.
197.
198.
199.
200.
201.
202.
203.
204.
205.
206.
207.
208.
209.
210.
211.
212.
213.
214.
215.
216.
217.
218.
219.
220.
221.
222.
223.
224,
225.
226.
227.
228.
229.
230.
231.
232.
233.
234.
235.
236.
237.
238.
239.
240.
241.
242.
243.
244,
245.
246.
247.
248.
249.
250.
251.
252.
253.

JleBuHCcKnin Anekcein — V

NesutnH Muxaunn - IV, V, IX

Jlenax Po6ep - VII (4), VIII, X, XI, X1l
JNlexToHeH Vloan -V

Nun Cao-nuuH =V, VIII, X1

JInH NIn-Yen - X1

Jlnn XBaui-mun = VI, VI, VI, 1X, X, X
JnteuH Anekcen - IV

Jlny Pyo-to - VI

To6umos t0puia - 11, IV (2), V, VI, VII (2), VIII, X (2)

Jlona Kpuctuman - I
MarimoHe MoHuKa - IV, V
Martio »Kan-Kpuctod - Xl
Maiixodep Mandpeg -V
MakbepHu CaimoH - VI
ManangeH Toeppu - VI
Manundant Paccen - X, XII
ManoHHu J)koBaHHU — IV
MapmapwuHoc Muxann - IV
MapTanep Kpuctod - I,V
MapTuHec Koppea »Ko3se Cenco - VI
MaptoH [asug - XI, XII
MapTbiHOB Bnagnmup - Il
Mapuennu Esrennin — I
MapaH Maru - 11(2)
Mauymoto Ocamy — VII
Menno-lNutmaH Meetpa - X, Xl
Mengenodd Kent - VI
MeHbe Cunbeu - IV
MwuHkoBckn Mapk - VII
Mwup3oes Bnagumup -1V, VI
Muarun Catocm - XII
MHywKknH Apuran - I
Moryuun Angpen — IV
Mokees Muxaun - Il
MoHTepo oo - XII, X1l
Moposzos bopuc - I, IV, V
Mopdos Anekcangp -V, VI
Mockos CredaH - IV
Myasap Baxawn - VII, IX
HaapuH Oxap - XI (2)

Hapx Mozed - IX, XI
Hasapos Anekcangp - IV
Hakamypa langzupo Il -V
Hanetosa Jliogmuna - IV
HaHTn U3abensb - I
HeBexunHa EneHa - IV, V
Hepxapw On - VI
Hemuposckaa Mapua -V
Hob6pera AHTOHWMO - VI
Honmarnep DxxoH - VII, X, Xl
HoTo Peiiko -V

HiobnuHr CebacTbsaH -V
HioraneH 3nbmo - 1, 111
Hakpowtoc nmyHTac - I, IV
Onbe Anekc — X
Onpuebena Jiogosuk — Xl
Oouyku byHaso - VI
Opnos Haym - I

OcmaHoB baxpam — Il
OccoBckuin Jle -V

Ma3n Bnagucnas - VI

Manw Pukapay - XI

Mankos Bnagumup - I1X, X, X1, XII, X1l
MaHoB BukTtop - IV

MaHua ButTtopuno - IV
Manyawswnu 3a3a - VIl
Maxec Mapusa - X, XI, XII

254,
255.
256.
257.
258.
259.
260.
261.
262.
263.
264.
265.
266.
267.
268.
269.
270.
271.
272.
273.
274.
275.
276.
277.
278.
279.
280.
281.
282.
283.
284.
285.
286.
287.
288.
289.
290.
291.

292.
293.
294.
295.
296.
297.
298.
299.
300.
301.
302.
303.
304.
305.
306.
307.
308.
309.
310.
311.
312.
313.
314.
315.
316.
317.
318.
319.
320.

Maxomos Bnagumunp — I

Maueko Omap - VII

Mekapcknin Mapk — IV
MeHantoH Mo3sec - X

M Onusbe - llI, VII

Mukket Xenen - Xl

Muporos Kupunn - XI
Morpe6Hunuko Opui -1V, V, VI, IX
Mopanugec enn - XII, Xl

Moep KatpuH -V

Moknutapy Pagy - XII
Mokposcknin bopuc -V
Monwneka bonecnas - IV
MonyHuH Cnaga (Bavecnas) -1V, V, VI
Monoscku UBaH -V, XI (2)

Myn Popepuk - IV

Paesckuin Banepun — Il

Pang KaapuH - I

PankuH KoHcTtaHTuH - VI
Paiixenbrays Mocud - IV, V

Paky Banepun -V

Pambep Mackanb — Xl
PatmaHckun Anekcen — VIII
Peiiepoc Padasnb - Il
PunpepkHext Metep -V

Puy Ounvnn - IV
PoxxpgectBeHckui feHHaguim — IV
Po3zoscknit Mapk -V

PonpoHu Jlopa - Il

PoHkoHu Jlyka - IV

PouwmH Hukonan -V, VI

Pycek HaHcm - XIlI

PbikakoB BukTtop - VI, VII, X
CaapwviHeH Tepo -V

Camonnos EsreHuin —V

CenuH Uropb -V

CemyeHko Masen - IV
CepebpeHHukos Kupunn -1V, V (2), VI (3), VII,
VI, X

Cepp Mukasnb -V

CeyHr BaH CoHr -V

Curanosa Anna -1V (2)

CunuviH AHaTtonun — IV

Cnmoec MoHuka - VI

CkBopuoB Bnagumup - VI
CmexoB BeHnamuH — IV

Cmut Muwens - VII

Conpesunba CebactbaH — XIII
Crapnep Ceprenn -V
CraHueBcku Bnogsumex — IV
Cropu bpyHo -V

Crpenep Oxopaxo — I, IV
Crypya Pobept - I, 11 (2), IV, V (3), VIl (2)
Cy660TrHa Onbra - IV, V (2), VI
Cyn3ykm Tagacu — I, IV (2), V, VI (2), VII, VIII
CblueB AHgpen — IV

Tabakos Oner - IlI

Takeyun Wycaky -1V, VI
Tammeapy Mestep - Il

TaHaka MuH - IV

TaHb JyHb - Xl

Tep3onynoc Teogopoc - |, 11, 111, 1V, XII
Tutenb Anekcanap — 1V (2), V, VIII
Tutos AnekcaHgp -V

TuxoHos Kupunn - IV

TpraHa Xopxe Anun - IV
Tymanunwsunun Muxavn — Il
Tymmnac Pumac - 1lI, 1X, X, XII
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379.
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382.
383.
384.
385.
386.

Tbepe Aypenuns - VI, XI
Toepe Oxenmc - VIII, X, XII, XIlI
Tbepe KaH-batuct - VIII
Tbepe-YannunH Buktopusa - VIII, XI
Taxuk Teogop - IV

Y63H Mackanb - I

Yrapos Muxaun -V

YuncoH Po6ept - llI, IV, VI
Ymypanues ApceH — IV

YHo Hobyo -V

Ycmanos CyntoH — VIII

Qectun Banepwo - IV

OuHum Macka Januane - VI, VI (2), IX
®okuH Banepwii - 11, 11, IV, V, VI, X
®omeHko Metp — LIV, V (2), VI, VIII (2), X, XI (12)
QoHT XyaH - IV, V, X
Qopcant Yunbam - X|, X
Opuy 3urpyH - IV

Xan Axkpam - XII, XIlI
XewickaHeH Kapu -V

Xelidew NNeoHnp — IV
Xepmanuc Ansuc - VIII
XeppeHgopd Kopa - IV
Xomckun MNasen -V
XoddpmanH Knayamo - Xll, XIlI
LiseTkos Ceprein - IV
LentnuH bopuc - I

Llynapse Jlesan - IV

YaikuH Oxozed - I

Yaubu Arnow — 1l

Yapkos Kapum - IV

YapHok Hanpxen — Il

YeH Men-O - VI

YepHakos Amutpun —V
YepTok lopaymo - IV

YkaH Li3toHb — XIII

YxaH LizaH 6uHb - XII
YunHpankmH Hukonam — Il
You Uk-xeaH - VI

Yycosa HuHa - VI

YUxenpse Temyp - |, 11, V, VII
LWanHep Oasug - IV

Wanupo Agonbd — IV, VI, VIII
LllaxseppaH Bare - Il
LaxsepaaH CypeH - VI
Lsbiakasa Mapuna — Xl
Lepkaym Cugm Nap6m - XIlI
Lepo Matpuc - VI

W Oxn-Tuyze -V

LlkoTak Masen — IV

WrainH Metep =1, 11(2), IV, XII
Lryanap bepHapa -V
LynHap Mapwu - VII (4)
Llep6aH AHgpein — |, Il
drapse Otap - IV

SpBapac Oxaxro - IV
SindmaH bopuc -1 (2), IV

3k Martc - VIII, IX, XI, XII
SkmaH AnekcaHap — X

3no Vopma - X

Snenbbaym Vnba - IV

StbeH Mapu-3neH - XIII
lOxaHaHoB Bopuc -1V (2)
AiHoBckas leHpuetTa - I, IV, VII
Apoukuin Exn — 1l

AwnH Cepren -V



DIRECTORS, CHOREOGRAPHERS AND MUSIC DIRECTORS OF THE PRODUCTIONS
presented within the programmes of the Chekhov Festival in Moscow
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Abbondanza Michele -V
Abdurakhmanov Nabi - IlI, VI
Abdurazzokov Barzu - IV, X
Abramyan Khoren - |
Acosta Carlos - XllI
Adamchikov Pavel -V
Afanasiev Sergey - I
Ageev Vladimir -V (2)
Akhadov Valery - Il
Akimenkova Maria - VI
Alvarez Marijo - XII, XIIl
Alvarez Pilar - XII, XIII
Andrade Suzanne - XI, XII, XIlI
Anisenko Valery - I
Araujo Antonio - Il
Artman Gilbert - VI
Artsibashev Sergey - I, V
Arye Yevgeny - X

Ashir Kakadjan -1, Il
Averkova Ekaterina - XI
Babenko Alla -1

Bacci Roberto - IV
Baganova Tatiana - VI
Bakshi Alexander - IV
Baldwin Mark - XII

Barli Simon - IV

Bartabas - IV, V, VIII
Bartenev Andrey - IV
Bassi Leo - IV

Bausch Pina - VII, VIII
Becker Hans-Ulrich - 11l
Beilis Vladimir -V
Belyakovich Valery - IV
Benedetti Christian - XII
Bierye Margarete - IV
Berlandin Yuri - IV
Bernard Jean-Paul - IV
Bernov Oleg - IV
Bertman Dmitry — 1V, V
Bertoni Antonella -V
Bishofberge Mary-Luise - Xl
Blanchard Philippe - X
Boan Marianela - XIII
Bolze Mathurin - VIII, X
Bondy Luc -1V, XII
Borodin Aleksey -V, VI, VIII, IX
Borovsky Peter - IV

Bou Pep -V

Bourne Matthew - VI, VII, VIII, X, XI
Bouwmeister Titia — IV
Bozonnet Marcel - VI
Breuer Lee - Il

Brook Irina - IV

Brook Peter —II, VII (2), XIII
Brustein Robert - Il
Bulba Semen - IV
Butorin Yuri - X

Butusov Yuri -V, VI, VI, IX
Calderon Guillermo - IX
Cardona Paolo -V
Castellucci Romeo - IV, X
Castorf Frank -V, IX
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119.
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121.
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123.
124.

Chaikin Joseph - Il

Charkov Karim - IV
Charnock Nigel - II

Chen Mei-O - VI

Chéreau Patrice - VI
Cherkaoui Sidi Larbi - XIlI
Chernyakov Dmitry -V
Chertok Goracio - IV
Chindyaikin Nikolay - II
Chinelli Barbara -V
Chkheidze Temur -1, 111, V, VII
Choi lk-Hwan - VI
Chouinard Marie - VII (4)
Chusova Nina - VI

Clarkson David - IV

Cristina Evelyn - VI

Csanyi Janos - Il
Cunningham Merce - X
Danchenko Sergey - |, Il
Dante Emma - X, XII
Dantsiger Vadim - IV

De Saria Eric - Xl

Delbono Pippo - IV
Demarcy-Mota Emmanuel - XI, X, XIlI
Deschamps Jerome - IV
Diaz Enrique - VI
Dityatkovsky Grigory -V
Dodin Lev - I, IV

Donnellan Declan =11, 11, IV, V, VI, VII, X, XI1, XIlI
Druchek Nikolay - VI, XI
Duato Nacho - 1X (2), X (2)
Dyikanbaev Shamil - XII
Dzekun Alexander - I
Dzivaev Anatoly - IV
Edwards Jango - IV

Efremov Oleg - |, IlI

Egadze Otar - IV

Eifman Boris - Il (2), IV

Ek Mats - VIII, IX, XI, XII
Ekman Alexander - X

Elo Jorma - X

Enukidze Andro - VIl
Epelbaum llya - IV

Eremin Yuri - VI

Estienne Marie-Hélene - XIlI
Festi Valerio - IV

Finzi Pasca Daniele - VII, VIIl (2), IX
Fokin Valery — I, 1lI, IV, V, VI, X
Fomenko Pyotr —II, IV, V (2), VI, VIIl (2), X, X1 (12)
Font Juan -1V, V, X

Forsythe William - XI, XII
Fritsch Sigrun - IV

Galibin Alexander - IX
Gandini Sean - Xl

Gaucho Carlos - VI

Genty Philippe - VII, VIII, X, X1, X1l
Gilmour Dean - VIl

Ginkas Kama - 11, IV, V, VI, VII, VIII, X
Glavachova Anna - IV
Godoy Mora - VII

Goebbels Heiner - IV, VI
Gomes Pereira Glicerio - IV
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182.
183.
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185.

Gorelik Wolf — IV
Gorriz Miquel - X
Gu Wei - X

Guillem Sylvie - X

Gulchenko Victor - IV, V

Gus Anatoly -V

Glnther Andreas ‘Paulchen’-V
Heiskanen Kari -V

Hermanis Alvis — VIII
Herrendorf Kora - IV
Hoffmann Claudio - XII, XIII
Ibragimbekov Rustam -V
Isaev Maksim - IV

Ishidzawa Sudzi - IlI

Ivanov Anatoly - II, Il
Jacques-Wajeman Brigitte - XII
Jamet Sylvester - IV

Jarocki Jerzy - Il

Johnston David - IV

Ju Tzong-Ching - VII, XIlI
Kalashnikov Alexander - IV
Kamenkovich Yevgeny - VII, X, XI (2)
Kanamori Jo-VII, IX

Kandze Hideo -V, VI
Karapetian Ara - IV

Karbauskis Mindaugas -V (2), VI (2), VII, X (2),

X1, X1l (2)

Kazanchyan Akop -V, IX
Kazantsev Alexey - VII
Keerd Renate - XIII

Kerbrat Patrice - IlI

Khan Akram - XII, XIlI
Kheifetz Leonid - IV
Khomsky Pavel -V

Kim Jae-Duk - XIII

Klynstra Redbad - VI
Kolobov Evgeny - lI, IV
Koman Tomek - IV
Konchalovsky Andrey — IX
Kornmueller Jacqueline -V (2)
Korobov Felix -V, VI, VIII, XII
Koruchekov Alexander - VI
Kosimov Faroukh -1, 11
Kosky Barrie - VIII, XIII
Kostroma Aleksey — IV, VI
Kozak Roman - lI, V, VI
Kozlov Grigory - IV

Kozlov Evgeny - IV

Kramer Viktor - IV
Krasnoperets Sergey - IV
Krasnopolskaya Maya — IV
Krej¢a Otomar — |

Kremers Gidons - IV
Kriegenburg Andreas - XI
Kronis Tina — XIII

Krymov Dmitry - IV, V, VII (2), VIII, IX, X, XI
Kuchinsky Vladimir — Il
Kuhestani Amir Reza -V
Kuroda lkuyo -V

Kuzhelny Alexey - II
Kvaskhadze Nana - IV
Kylian Jiti — XI
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Lahav Amit - VI

Langhoff Matthias -V
Lanton Philippe - VI
Larrieu Daniel - Il

Lassalle Jacques -V

Le Guillerm Johann - VI
Lebedeva Larisa - IV

Lebl Petr -1, Il

Lehtonen Joel -V

Lepage Robert - VI, VIII, X, XI,
Levinsky Alexey -V
Levitin Mikhail = IV, V, IX

Li Hsiao-Pin -V, VIII, XIll
Lin Hwai-Min = VI, VII, VIII, IX, XI, XII
Lin Lee-Chen - XI

Litvin Aleksey - IV

Liu Ruo-Yu - VI

Lupa Krystian - Il
Lyubimov Yuri - Il IV (2), V, VI, VII (2), VIII, X (2)
Maillot Jean-Christophe - XII
Maimone Monica - IV, V
Malandain Thierry - VI
Maliphant Russel - X, XII
Malonni Giovanni - IV
Marcelli Evgeny - I

Marin Maguy - 11 (2)
Marmarinos Michael - IV
Martaler Christoph - 1lI,V
Martinez Correa Jose Celso - VI
Marton David - XI, XII
Martynov Vladimir — I
Matsumoto Osamu - VII
McBurney Simon - VI
Meihofer Manfred -V
Mello-Pittman Pietra - XIl, XIII
Mendeloff Kate - VI
Meunier Sylvie - IV
Minkowski Mark - VII
Mirzoev Vladimir - IV, VI
Miyagi Satoshi - XII
Mnouchkine Ariane - llI
Moguchy Andrey — IV
Mokeev Mikhail - Il
Montero Goyo - XII, XIlI
Morfov Alexander -V, VII
Morozov Boris - llI, IV, V
Moskov Stephan - IV
Mouawad Wajdi - VII, IX
Nadj Josef - IX, XI

Naharin Ohad - XI (2)
Nakamura Gandjiro Ill -V
Naletova Ludmila - IV
Nanty Isabel - II

Nazarov Alexander — IV
Nedjari Al - VI

Nekrosius Eimuntas - II, IV
Nemirovskaya Maria - V
Neumeier John - VII, X, XII
Nevezhina Elena - IV, V
Nobrega Antonio - VI
Noto Reiko -V

Nuebling Sebastian -V
Nuganen Elmo - 11, 11l

Ollé Alex - X

Ondiviela Ludovic - Xl
Orlov Naum - Il

Osmanov Bahram - ||
Ossovsky Lev -V
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Ohtsuki Bunzo - VI
Pacheco Omar - VIl
Pagés Maria - X, XI, XlI
Pais Ricardo - XI
Pakhomov Vladimir - Il
Panca Vittorio - IV
Pankov Vladimir - IX, X, XI, XII, XIlI
Panov Viktor - IV
Papuashvili Zaza - VI
Pazi Vladislav - VI
Pekarsky Mark - IV
Pendleton Moses — X
Pickett Helen - XIII
Pirogov Kirill - XI
Podalydes Denis - XII, XIII
Poer Catrine -V
Pogrebnichko Yuri -1V, V, VI, IX
Poklitaru Radu - XIl
Pokrovsky Boris -V
Polivka Boleslav - IV
Polunin Slava (Vyacheslav) - IV, V, VI
Poole Roderick - IV
Popovski Ivan -V, XI (2)
Py Olivier — Il VII
Quartieri Franko -V
Quintavalla Leticia -V
Raevsky Valery - IlI

Raid Kaarin - Il

Raikin Konstantin — VI
Raku Valery -V

Rambert Pascal - XIl
Ratmansky Alexey - VIII
Reihelgauz Joseph - IV, V
Reiros Rafael - Il
Rinderknecht Peter -V
Riou Philippe - IV
Ronconi Luca - IV
Rondoni Lora -l
Roshchin Nikolay -V, VI
Rozhdestvensky Gennady - IV
Rozovsky Mark -V

Rusek Nancy - XIII
Ryzhakov Viktor - VI, VII, X
Saarinen Tero -V
Samoilov Evgeny -V
Sauter Andreas -V

Selin Igor -V
Semchenko Pavel - IV
Serban Andrey - |, Il
Serebrennikov Kirill -1V, V (2), VI (3), VII, VIII, X
Serre Mikaél -V

Seung Whan Song -V
Shakhverdian Suren - VI
Shakhverdian Vahe - llI
Shapiro Adolf - IV, VI, VIII
Sheiner David - IV

Shi Dju-Tse -V

Shkotak Pavel - IV
Shvydkaya Marina - XIlI
Sidler Erich -V

Sigalova Alla -1V (2)

Silin Anatoly - IV

Simoes Monica - VI
Skvortsov Vladimir - VI
Smekhov Veniamin - IV
Smith Michelle - VII
Soldevila Sébastien - XIII
Stadler Sergey -V
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Staniewski Wtodzimierz - IV

Stein Peter - 1, 11 (2), IV, XII

Stori Bruno -V

Strehler Giorgio - I, IV

Studlar Bernhard -V

Sturua Robert 11, 111 (2), IV, V (3), VIl (2)
Subbotina Olga - IV, V (2), VI
Suzuki Tadashi - IlI, IV (2), V, V (2)1, VII, VIII
Sychov Andrey - IV

Tabakov Oleg - IlI

Takeuchi Shusaku - IV, VI
Tammearu Peter - I

Tan Dun - XIlll

Tanaka Min - IV

Tejik Teodor - IV

Terzopoulos Theodoros - |, I, 111, IV,XII
Thierrée Aurelia - VIII, XI

Thierrée James - VIII, X1, XII, X1l
Thierrée Jean-Baptiste - VIII
Thierrée-Chaplin Victoria - VIII, XI
Tikhonov Kirill - IV

Titel Alexander - 1V (2), V, VIII

Titov Alexander -V

Triana Jorge Ali - IV

Tseitlin Boris — Il

Tsuladze Levan - IV

Tsvetkov Sergey - IV

Tumanishvili Mikhail - 1I

Tuminas Rimas - lI, IX, X, XII

Uben Paskal - II

Ugarov Mikhail -V

Umuraliev Arsen - IV

Underwood Mary - VII, VIII, X, XII, XIll
Uno Nobuo -V

Usmanov Sulton - VIII

Van Hove Ivo - XIlI

Vandekeybus Wim - lI

Varkki Stanislav - IV

Varsimashvili Avtandil - 1lI

Vasilaki Sandu - IlI

Vasiliev Anatoly - II, I1I, IV (2), V, VI, XIII
Velasquez Ferley - VII

Vera Gerardo - IX

Veronese Daniel - IX, XII
Vidnyanszky Attila — IV

Villella Gabriel - VI

Volytskaya Irina — IV

Vragova Svetlana - IV, V

Vutkareu Petru - Il

Weiss Samuel -V

Wieler lossi — Il

Wilson Robert - IlI, IV, VI

Wrobel Martina -V

Xia Chun - X

Yanovskaya Henrietta - IlI, IV, VII
Yashin Sergey -V

Yukhananov Boris — IV (2)

Zagars Andrejs - XII

Zagorskaya Liliya - IV

Zakharov Mark - II, Ill, IV, V, VI, IX, X
Zhang Jian-Bin - XII

Zhang Jun - XIlI

Zhenovach Sergey - I, IV, V, VI, VI, VIII, IX, X, XI (2)
Zholdak Andrey - IV

Zvenyatski Efim - Il



MPOEKTbI YHEXOBCKOIO ®ECTUBANA

CneKTaKnu, NocTaBJIeHHble B COTPYAHNYECTBE C POCCUINCKUMU 3apy6eKHbIMU NapTHepamMu (33 cneKkTakss)

CHEKHOV FESTIVAL PROJECTS

Productions produced by the Chekhov Festival in co-operation with Russian and foreign partners (33 productions)

Opecmes 3Scxun, MKTC un «XaH-TlpogyKunoH»
MioHxeH (OO0 «MenbnomeHa») B COTPYAHNYECTBE
¢ LeHTpanbHbiM akapemuyeckum TeaTpom Poc-
cuiickon Apmun (Poccna, fepmanus), pex. MNetep
LLTanH, npembepa - 29 aHBapA 1994, MockBa

The Oresteia Aeschylus, ICTA and Hahn Produk-
tion (GmbH ‘Melpomene’) in cooperation with
Russian Army Theatre (Russia, Germany), dir. Peter
Stein, premiere: January 29, 1994, Moscow

Ave Maria, MKTC, CT[] ApmeHun (Poccus — Apme-
HUA), pex. Bare LLlaxBepasH, npembepa — 20 HoA-
6pna 1996, EpesaH

Ave Maria, ICTA, The Union of Theatre Workers
of Armenia (Russia — Armenia), dir. Vahe Shakh-
verdyan, premiere: November 20, 1996, Yerevan

ART f.Pe3a, MKTC, MTO um. A.lN.Yexosa, OpaHLy3-
CKUIN KyNbTypHbIA LeHTp B Mockse, MuHuctep-
cTBO KynbTypbl Poccninckonn ®epepaummn (Poccus,
®paHums), pex. Matpruc Kepbpat, npembepa —
25 mana 1997, MockBa

ART Y. Reza, ICTA, Chekhov International Theatre
Festival (hereinafter CITF), French Cultural Centre
in Moscow, Ministry of Culture of the Russian
Federation (France, Russia), dir. Patrice Kerbrat,
premiere: May 25, 1997, Moscow

Famnem Y.llekcnup, MKTC, MTO nm. A.N.Yexosa,
Hemeukunin KynbTypHbIn LeHTp um. fete (Poccua
- lepmaHus), pex. MNetep LWTanH, npembepa —
10 okTA6pA 1998, MockBa

Hamlet W.Shakespeare, ICTA, CITF, The Goethe-
Institut (Russia, Germany), dir. Peter Stein, premiere:
October 10, 1998, Moscow

Bopuc lodyHoe A.MywkuH, MTO um. A.N.Yexo-
Ba, bputaHckuin Coset B MockBe, ABMHbOHCKMNI
dectnBanb, QectvBanb B bpaiToHe, Teatp «Du-
natiop» — HaumoHanbHaa cueHa Miony3 (Poccusa,
OpaHuunsa, Benvkobputanus), pex. OeknaH [oH-
HennaH, npembepa - 15 noHa 2000, Mocksa

Boris Godunov A.Pushkin, CITF, The British
Council in Moscow, Festival d’Avignon, The
Brighton Festival and Scéne Nationale ‘La Filature’
Mulhouse (Russia, France Great Britain), dir. Declan
Donnellan, premiere: June 15, 2000, Moscow
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Anokanuncuc komn. Bnagnmup MapTbiHOB, AKage-
MUYECKUIN roCyAapCTBEHHDBIN MYMCKOW XOp DCTO-
HUM 1 CBOAHbBIN XOP Manbunkos IcToHun (Poccuns,
ScToHUA), pex. lOpui Jobrmos, npembepa -
28,29 anpena 2001, Mocksa

Apocalypse music by V.Martynov, State men’s
chorus of Estonia, Composite boy’s chorus of
Estonia (Russia, Estonia), dir. Yuri Lyubimov,
premiere: April 28, 29, Moscow

MonugoHua mupa komnosutop AnekcaHap bak-
wu, MKTC, KamepHbiii opkectp «Kpemepata bantu-
ka» (Poccusa, JlatBua, IcToHus, JlnTtea), pex. Kama
[uHKac, pupwxep lupoH Kpemep, npembepa -
18, 19 man 2001, Mocksa

Polyphony of the World composed by Alexander
Bakshi, ICTA, Kremerata Baltica Chamber Orchestra
(Russia, Latvia, Estonia, Lithuania), dir. Kama
Ginkas, conductor Gidons Kremers, premiere: May
18,19, 2001, Moscow

Jeenaoyamas Hoyw Y.lLlekcnvip, MTO um. A.MN.Ye-
xoBa, MKTC B coTpygHmnyecTBe C TeaTpom «Yuk 6ai
Oxayn» (Poccua, Bennkobputanus), pex. JeknaH
[oHHennaH, npembepa — 18 maa 2003, Mocksa

The Twelfth Night W.Shakespeare, CITF, ICTA in
cooperation with ‘Cheek by Jowl’ Theatre (Russia,
Great Britain), dir. Declan Donnellan, premiere: May
18, 2003, Moscow

Xopx jJaHoeH Monbep, BAT nm. [LA.ToBcTOHOroBa
(CaHkT-MeTepbypr), MTO um. A.M.Yexosa, MKTC,
DpaHLy3CcKMii KynbTypHbI LieHTp B Mockse (Poc-
cna — OpaHuma), pex. XKak Jlaccanb, npembepa —
18 AHBaps 2003, CaHKT - MeTepbypr

Georges Dandin Moliere, Georgy Tovstonogov
Bolshoi Drama Theatre (St. Petersburg), CITF, ICTA,
French Cultural Centre in Moscow (Russia, France),
dir. Jacques Lassalle, premiere: January 18, 2003,
St.-Petersburg

AH-0ep-ceH Kc.[lparyHckaa, O.Cy66otnHa, MTD
um. A.NMYexosa npu nogpepxke QoHpa «X.K.AH-
nepcen 2005» (Poccus, faHus), pex. Onbra Cy660-
TUHa, Npembepa - 4 nioHA 2005, MockBa

An-der-sen K.Dragunskaya, O.Subbotina, CITF with
support of H.C.Andersen 2005 Fonden (Russia,
Denmark), dir. Olga Subbotina, premiere: June 4,
2005, Moscow

MpekpacHoe epems Yxao WMaomuH, MTO um.
A.N.YexoBa u LLlaHxancknin LeHTP fpamaThyecKo-
ro nckyccrsaa (KHP, Poccua), pex. Hukonan [ipyuek,
npembepa — 10 noHaA 2005, Mocksa

A Lost Opera Zhao Yaomin, CITF and Shanghai
Dramatic Arts Centre (China, Russia), dir. Nikolai
Druchek, premiere: June 10, 2005, Moscow

Tpu cecmpei AMexos, MTO nm. A.lN.YexoBa, Teatp
«Jle Memo», Teatp «QunaTtiop» - HaumoHanbHasA
cueHa Mionysa B coTpyfHUYeCTBe C TeaTpoMm «Huk
6an Ixxayn» (Poccus, OpaHuus, BenukobpurtaHus),
pex. eknan [JoHHennaH, npembepa — 6 anpens
2005, Mapwx, Co

Three Sisters A.Chekhov, CITF, Les Gemeaux
Theatre, Scéne Nationale ‘La Filature’ Mulhouse in
co-operation with ‘Cheek by Jowl' Theatre (Russia,
France, Great Britain), dir. Declan Donnellan,
premiere: April 6, 2005, Paris, Sceaux

Llllenom yeemoe, TeaTp TaHua TamBaHa «Knayn
lent», MT® um. A.M.Yexosa (TanBaHb, Poccus),
xopeorpad JINH XBaii-MuH, npembepa — 12 ceHTA-
6ps 2008, Tanben

Whisper of Flowers, Cloud Gate Dance Theatre of
Taiwan, CITF (Taiwan, Russia), chor. LIN Hwai-min,
premiere: September 12, 2008, Taipei
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i

i
Ceadbba AMexo, HauunoHanbHbii Akagemuue-
ckun Teatp um. AHKu Kynanbl, MKTC, MTO um.

A.N.YexoBa (Poccua, benapycb), pex. Bnagumnp
MaHKoB, Npembepa — 20 dpespansa 2009, MUHCK

The Wedding A.Chekhov, Yanka Kupala National
Academic Theatre, ICTA, CITF (Russia, Belarus), dir.
Vladimir Pankov, premiere: February 20, 2009, Minsk

A - yaiika no nbece A.YexoBa «Yarka», Mockos-
CKUM ApamaTtnyeckun Teatp n/p ApmeHa [Ixu-
rapxaHaHa, MKTC n MT® um. A.lN.Yexosa (Apme-
HuA, Poccua), pex. Akon KasaHusH, npembepa —
30 aHBapa 2010, MockBa

1 Am Seagull after A.Chekhov’s The Seagull, Armen
Dzhigarkhanyan’s Moscow Drama Theatre, ICTA,
CITF (Armenia, Russia), dir. Akop Kazanchyan,
premiere: January 30, 2010, Moscow

MnamoHoe A.YexoB, HaunoHanbHbI gpamaTnye-
ckun Teatp Magpupa, MTO um. A.lM.Yexosa (Mc-
naHus, Poccus), pex. Xepapzo Bepa, npembepa —
19 mapta 2009, Magpug

Platonov A.Chekhov, scenic version Juan Mayorga,
The National Drama Center, CITF (Spain, Russia), dir.
Gerardo Vera, premiere: March 19, 2009, Madrid



be3biMAHHbIU A0 - YepHoulli MoHax, KomnaHus
«Homnsmy», LleHTp ncnonHutenbckmx nckyccts Puy-
TonudA, MTO um. A.N.Yexosa (AnoHus, Poccus), pex.
[13€é KaHamopu, npembepa — 4 ntoHa 2010, Mocksa
Nameless Poison - The Black Monk, ‘Noism'’
Company, Ryutopia Performing Arts Centre,
CITF (Japan, Russia), chor. and dir. Jo Kanamori,
premiere: June 4, 2010, Moscow

beckoHeyHbIli cad, HauvoHanbHbIN TeaTp TaHua
Mcnannn, MTO um. A.MN.Yexosa (McnaHus, Poccns),
xopeorpadua Hauo [lyato, npembepa — 17 peBpa-
na 2010, Magpuvg

The Infinite Orchard music by P Alcalde,
S. Caballero and A. Schnitke, Comparia Nacional
de Danza of Spain, CITF (Spain, Russia), chor. Nacho
Duato, premiere: February 17, 2010, Madrid

Bbpamesa Y. E.lpemnHa, MocCKoBCKMI Apamatu-
yeckuii Teatp um. K.C.CtaHucnaeckoro, MTO um.
A.N.YexoBa (Poccus), pex. Anekcangp lannbuH,
npembepa - 28 maa 2010, Mocksa

The Chekhov Brothers E.Gremina, Stanislavsky
Moscow DramaTheatre, CITF (Russia), dir. Alexander
Galibin, premiere: May 28, 2010, Moscow

BuwHesbili cad no nbece A.YexoBa, KoponeBckuin
LpamaTuyecknin Teatp - «[dpamateH», MTO um.
A.N.YexoBa (LLseuunsn, Poccusn), pex. n xopeorpadp
Martc 3k, npembepa - 3 uioHa 2010, Mocksa

Cherry Orchard after A.Chekhov, Royal Dramatic
Theatre - ‘Dramaten, CITF (Sweden, Russia), dir.
and chor. Mats Ek, premiere: June 3, 2010, Moscow

B Mockey! B Mockey! no npounssepeHmam A.Yexo-
Ba «Tpwu cecTpbl», «MyxunKkun», QonbkcbioHe am Po-
3a-Jliokcembypr-Nnay (bepnux), MTO nm. A.MN.Ye-
X0Ba, BeHckui pectuBanb, HemeLKuin KynbTypHbIi
LeHTp um. lete B Mockse (fepmanua, Poccus), pex.
®OpaHk Kactopd, npembepa - 25 maa 2010, Mockea

Nach Moscau! Nach Moscau! adapted from
A.Chekhov’s Three Sisters and Peasants by F.Castorf,
Volksbiihne am Rosa-Luxemburg-Platz (Berlin),
CITF, Wiener Festwochen and Goethe Institute
in Moscow (Germany, Russia), dir. Frank Castorf,
premiere: May 25, 2010, Moscow

Hoxka, Teatpo CyHun, MTO wum. A.ll.Yexosa,
npu yyactun Teatpa Bugwm-JlozanH n WHnesutac
MpopakwH3 (Poccua - Lsenuapus), aBTop 1 no-
cTaHoBWMK [aHnane OuHum Macka, npembepa —
29 aHBapa 2010, Mockea

Donka (A Letter to Chekhov), Teatro Sunil,
CITF in association with Théatre Vidy-Lausanne
(Switzerland, Russia), dir. Daniele Finzi Pasca,
premiere: January 29, 2010, Moscow
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Tapapabymé6us, «lllkona gpamaTtnyeckoro mnckyc-
ctBa», MTO nm. A.N.Yexosa (Poccus), pex. Amutpuia
KpbiMoB, npembepa - 28 aHeapa 2010, MockBa

Ta-ra-ra Boom-de-Boom, 'School of Dramatic Art’
Theatre, Moscow, CITF (Russia), dir. Dmitry Krymoyv,
premiere: January 28, 2010, Moscow

Tpu cecmper AMexos, Teatp «Tpe3y6el», Komna-
Hus «Abé Carré Cé Carré», MTO um. A.MN.YexoBa
(KaHaga, Poccua), pex. Baxan MyaBag, npembe-
pa - 14 niona 2010, MockBsa

Three Sisters A.Chekhov, Le Théatre du Trident,
Compagnie ‘Abé Carré Cé Carré, CITF (Canada,
Russia), dir. Wajdi Mouawad, premiere: July 14,
2010, Moscow

Yexoe-GALA, Poccuincknin akagemmyeckuin Mo-
nopexHoln Teatp, MTO um. A.N.Yexosa (Poccus),
pex. Anekcet bopoauH, npembepa — 19 ceHTAGPA
2010, MockBa

Chekhov-GALA, Russian Academic Youth Theatre,
CITF (Russia), dir. Alexei Borodin, premiere:
September 19, 2010, Moscow

Leppu-bperou («TeopeHue») my3sbika A.Ma3, Ha-
LiMoHanbHbIN xopeorpaduueckuii LeHTp OpneaHa,
MTO nm. A.N.Yexosa n TeaTp e na Bunb (OpaHuums,
Poccun), xopeorpad *Kosed Hapx, npembepa —
5,6, 7 niona 2010, Mocksa

Cherry-Brandy (The Creation) music by A.Mahe,
The National Orleans Center of Choreography, CITF
and Theatre de la Ville (France, Russia), chor. Josef
Nadj, premiere: July 5, 6, 7, 2010, Moscow

bypa Y.lekcnup, MTO um. A.N.Yexosa, Teatp «Jle
XKemo» B coTpygHMuecTBe € TeaTpoM «YuKk 6an
Doxayn» (Poccua, ®paHuuma, BennkobputaHus),
pex. [leknaH [JoHHennaH, npembepa — 26 AHBapA
2011, Napwx, Co

The Tempest \W.Shakespeare, CITF, Theatre Les
Gemeaux in cooperation with ‘Cheek by Jowl
Theatre (Russia, France, Great Britain), dir. Declan
Donnellan, premiere: January 26, 2011, Paris, Sceaux

TopodOK. B./psuHr, M.E.Cantbikos-LLeapnH, MTO
M. A.lNM.Yexosa, Wectaa Cryana MXT, Crygusa Ca-
yHApama (Poccus, CLUA), pex. Bnagnmup MaHKoB,
npembepa —15 niona 2011, Mockea

Gorod.OK (A Town) W.Irving, M.Saltykov-Shchedrin,
CITF, The Moscow Art Theatre Sixth Studio,
SounDrama Studio (Russia, USA), dir. Vladimir
Pankov, premiere: July 15, 2011, Moscow

MepcegoHa, Teatp «KomenmaHTtbl» (Bapceno-
Ha), MTO® um. A.NM.YexoBa (Poccua - WcnaHwus),
pex. XyaH ®oHT (Mcnanua, Poccna), npembepa —
19 nioHA 2011, Mockea

Perséfone, ‘Comediants’ Company, CITF (Spain,
Russia), dir. Juan Font, premiere: June 19, 2011,
Moscow

Kak eam smo noHpasumcsa no neece lllekcnupa
CoH & nemHioto Hovb, MTO nm. A.M.Yexosa, Ko-
ponesckun Lekcnuposckuii Teatp, Teatp «lkona
IpaMaTMuyeckoro UcKycctsax, Jlabopatopus Omu-
TpuA KpbiMoBa, naen, KOMMO3ULMA 1 NOCTaHOBKa
Omutpuin Kpbimos (Poccus, Benmkobputaxus), npe-
Mbepa — 10 aBrycta 2012, Ctpatdopg-Ha-dBoHe

As You Like It after Shakespeare’s A Midsummer
Night’s Dream, CITF, Royal Shakespeare Company,
‘School of Dramatic Art’ Theatre, Dmitry Krymov'’s
Laboratory (Russia, Great Britain), dir. Dmitry
Krymov, premiere: August 10, 2012, Stratford-
upon-Avon

CuHopom Opgpes no nponssegeHnsam Bn.Maskos-
ckoro, XK.KokTo, Teatp Bugu-lozanH n MTO unm.
A.NM.YexoBa npn naptHepcTtse LWkonbl Pyapa-be-
xap JlosaHHa B coTpygHuuectBe co Cryauen
CayHpapama, pex. Bnagumunp MNankos (LBenuapus,
Poccua), npembepa — 19 mapTa 2012, Jlo3aHHa
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Orpheus Syndrome after V.Mayakovsky and
J.Cocteau, Théatre Vidy-Lausanne, CITF in part-
nership with Rudra-Béjart Lausanne in coop-
eration with SounDrama Studio (Switzerland,
Russia), dir. Vladimir Pankov, premiere: March 19,
2012, Lausanne

Botina no pomaHy «CmepTb repos» POnanHrtoHa,
npoussefeHuam «Mnuaga» fomepa 1 «3anuckm
kaBanepucta» H.'ymunesa, MT® um. A.N.Yexosa,
SAVMHOYPrcKUiA - MeXayHaponHbli  pecTvBanb B
cotpypHuyectse co Cryamein CayHapama (Poccua
- Benukob6puTtaHus), pex. Bnagumup MNaHkos, npe-
Mbepa — 9 aBrycta 2014, auH6ypr

The War, after R.Aldington’s novel Death of a
Hero and the writings Notes of a Cavalry Officer by
N.Gumilev and The llyad by Homer, CITF, Edinburgh
International Festival, SounDrama Studio (Russia,
Great Britain), dir. Vladimir Pankov, premiere:
August 9, 2014, Edinburgh

HAemoH no moTriBaM OAHOVIMEHHOI MO3Mbl M pOMa-
Ha «epon Hawero BpemeHn» M.JIlepMOHTOBA, pex.
Bnagumup MaHKoB, focygapCcTBEHHbIN HaLMOHasb-
HbI pyccKuin TeaTp apambl um. Y.Antmatosa (buiww-
keK), MKTC (KbiprbisctaH — Poccus), npembepa —
1, 2 okTA6pA 2016, buiukek

Demon inspired by the same-name poem and the
novel A Hero of Our Time by M.Lermontov, Chingiz
Aitmatov State National Russian Drama Theatre,
Bishkek, ICTA (Kyrgystan, Russia), dir. Vladimir
Pankov, premiere: October 1, 2, 2016, Bishkek



MPOEKTbI YEXOBCKOIO ®ECTUBAJIA. TBOopuecKkue nporpammbi

CHEKHOV FESTIVAL PROJECTS. Creative programs

1997

11 - 29 niona, ABUHbOH, ®paHuna

ABuHbOHCKUI pecTuBanb - Pycckasa nporpamma

e «Mactepckaa [MMetpa ®omeHKo»: Bosku
u osybl A.OctpoBckuin, pex. Metp Oomer-
Ko. — lMpukniovyerHue M.LiBetaeBa, pex. VBaH
Monosckn. — Mecay e OepesHe W.TypreHes,
pex. Cepreir KeHoBau. — JeeHaoyamas Ho4Yb
Y.llekcnup, pex. EBreHunn KameHbkoBumy.

o Tearp «llikona gpamaTnyeckoro NCKyccTBa»
- Teatp EBponbi: KHuea «[lnay Uepemuu»,
nosoXxeHHAA Ha neHue, Komn. Bnagnmmnp Map-
TbIHOB, B cLieHorpadun U Mmn3aHcLeHax AHaTo-
nuA Bacunbesa, pex. Hukonan YnHganknH. —
Am¢pumpuon Monbep, pex. AHatonuin Bacu-
NbEB.

e LeHtp um. Bc.Meiiepxonbpa: Hymep 6 2o-
cmuHuye 2opoda NN no H.loronto, pex. Bane-
puii QOKUH.

e MTIO3: K.U. us «llpecmynnerus» no ®.[locto-
eBCKoMy, pex. Kama lMHKac.

e Cnekrtaknb lMecHs o Bonze, noctaHoBKa Pe3o
Fabpuagse.

1997
e Avignon Festival - The Russian Program,
July, Avignon, France.

2002

9 HOA6PA-28 fekabps

MNepsBbiin Pycckunin ce3oH B AnoHumn

e [ana-KoHUepT C yyacTuem conuctos bonblio-
ro, MapuuHckoro TeatpoB 1 My3bikanbHOro
TeaTpa um. K.C.CtaHmucnasckoro 1 Bn.M.Hemu-
poBwuya-flaHuyeHKo B conpoBoxaeHun Cumdo-
HuMyeckoro opkectpa Mocksbl «Pycckaa Ou-
NapMOHUA.

e CnekTtaknu: MockoBckuii teatp «Mactep-
ckas MeTtpa ®omeHko», pex. MeTp DomeH-
Ko. BoliHa u mup. Hayano pomana. CyeHol
no motMBam pomaHa J1.H.Tonctoro,- Bonku u
osybl A.OcTpoBckuii — MockoBcKuin TeaTp Ha
TaraHke, Mapam u Mapku3 de Cad [.Baic,
pex. tOpui NMiobrumoB. — KpacHopapckumin Teatp
6aneta n/p KOpua lpuroposnya, Jle6eduHoe
o3epo [.4ankoBCKuni.

e BbicTaBka «YexoB n XypoxecTBeHHbIN TeaTp»
n3 doHpos Mysesa MXAT.

2002
e The First Russian Season in Japan, Novem-
ber-December.

2003

19 maa - 2 nona

MepBbiii AnoHckuin Ce3oH B Poccun

e XaaduH3-mak3-Kazypa («Karypa ropbl Xa-
AUMHI»). TaHUEeBasNbHbIA aHcamb6nb. — SIDE B
Komnanusa BATIK, xopeorpad Wkyé Kypopa.
- Kyda nneieem mpocmuuk, TaHueBanbHas
KomnaHuA Peliko Hoto, xopeorpad Pelko
Hoto. - Camoy6uiicmeo eno6neHHbIX 6

CoH303aku Tukamauy MoHpsasmoH, Kabyku,
Tpynna Tukamauy-A3a, Xya. pykosoautens Ha-
kamypa laHasupo lll. - CupaHo 0e bepxepak
3.PoctaH, LleHTp WCNONHWUTENbCKNX WCKYCCTB
Cunpsyoka, nocTaHoBKa 1 cueHorpadua Tagacn
Cypsykn. — Kaaskue, Teatp Ho, ncnonHsaerca
aKTepamu Tpynnbl Hokarysa.

2003
e TheFirstJapanese Season in Russia, May-July

2004

5 Man — 6 UIoHA

Bropoii Pyccknii ce3oH B AinoHun

e Tlana-koHuepT 3Be3] 6aneta bonbworo n My-
3blKanbHoro Teatpa um. K.C.CtaHmcnaBckoro u
Bn.M.Hemuposunua-[laHueHKO B COMpoBOX[e-
Hun OpkecTpa bonbLluoro Teatpa.

e Cnektaknu: U3 nymewecmeus OHez2uHa
A.NywkuH, Teatp «llkona AppamaTmMyeckoro
nckycctBa» — Teatp EBponbl, pex. AHaTonun
Bacunbes.— Ha dHe, M.fopbkuia, Teatp n/p O.Ta-
6akoBa, pex. Agonbd Lanupo. — Buii no H.lo-
ronto, MOCKOBCKUIN ApamaTUYeCKUin TeaTp UM.
A.C.MywkunHa, pex. HuHa Yycosa. - Pesusop
H.Toronb, AnekcanapuHckumin Teatp (CaHkT-Me-
Tepbypr), pex. Banepuin ®okuH. - [JeeHadya-
mas Hoyb Y.llekcnup, MKTC coBmecTHO ¢ Tea-
Tpom «YuK 6ain Ixxkayn» (Poccna — Bennkobpu-
TaHuA), pex. [leknaH [JoHHennaH.

1-6 nioHs, Tokno

MNepebiin Poccuiicko-AnoHckuin KynbTypHbiii
Dopym «Kynbrypa - N1OKOMOTNB
MeXAYHapoAHbIX OTHoweHun Poccun

n AnoHum»

14-15 nioHA

QDectuBanb «Cnektaknu [leknaHa [loHHennaHa
B MockBe»

e Omenno Y.lllekcnup, Teatp «Yuk 6an Qxayn»
(BenukobputaHus). — bopuc lodyHoe A.Myw-
KuH, MTO um. A.lN.YexoBa, ABNHbOHCKUI de-
ctnBanb, MectvBanb B bpantoHe, TeaTtp «Jla
OunaTiop»-HaumnoHanbHaa cueHa Mionysbl. —
Jleenadyamas Hous Y.llekcnnp. MKTC, MTO
mm. A.ll.4YexoBa COBMeCTHO C TeaTpom «YuK
6an [Ixayn».

28-31 okTA6ps, MockBa
Bropoin Poccunincko-finonckmin KynbtypHbiii Qopym

17-19 pekabps, MockBa

lactponu Tearpa TaHua Bynneptanb n/p MNuHbl
Bayw (fepmanua) B pamkax Poccuiicko-Tep-
MaHCKMX KynbTypHbIX BcTpey 2003-2004.

e Moliwuk OKOH, NOCTaHOBKa U Xopeorpadusa
MuHbl Bayw.

2004
e The Second Russian Season in Japan, May-June
e The First Russian-Japanese Cultural Forum
‘Culture - the Locomotive of the Internation-
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al Relations of Russia and Japan’, June, Tokyo

e The Festival of Declan Donnellan’s produc-
tions in Moscow, June.

e The Second Russian-Japanese Cultural
Forum, October, Moscow.

e Tour of Pina Bausch Tanztheater Wupper-
tal, within the framework of the 2003-2004
Russian-German cultural exchange program,
December, Moscow.

2005

«3KCMO 2005», Haroiia, AnoHus

e 17 moHa - HaumoHanbHbIl [leHb Poccun

e KynbrypHaa nporpamma c yuyactuem [ocy-
[lapCTBEHHOrO  aKafJeMUYecKoro  pPyccKoro
HapogHoro xopa um. M.E.NatHuukoro, conu-
cToB 6aneta bonbworo Teatpa Poccun, conu-
cToB MOCKOBCKOrO My3blKalbHOrO TeaTpa VM.
K.C.Ctanucnasckoro n Bn..Hemuposuua-flaH-
yeHko, TeaTpa Knaccuueckoro 6aneta nop
pykosoactBom H.KacatkmHom wn B.Bacunesa,
LleHTp ncnonHutenbckmx nckyccts Cruasyoka,
pex. Tagacu Cyasyku.

o «CHexHoe woy» Cnaeol [lonyHuHa

MapT-utonb, CaHkT-TeTepbypr, Mocksa

Bropoii AinoHckuii cesox B Poccunm

e JluoHuc no nbece EBpunuaa «BakxaHKn»

e Cymo c komapom, KérsH; KuéuyHs, Teatp
Ho. TeatpanbHaa komnaHua «Horakysa» (To-
Kuno). - Bop abiHn, KéraH. AomHoy3, Teatp Ho.
TeaTpanbHasa KomnaHuAa Horakysa» (Tokuo). —
NBaHoB A.l.Yexos, pex. Tagacu Cyasyku,
LleHTp ncnonHutenbcknx nckyccts Cnasyoka. —
Koponb Jlnp Y.llekcnup, pex. Tagacu Cyasyku,
MXT nm. A.lM.Yexosa.

e BbicTaBKa apxutektopa Apatbl Vicoa3aku «Pas-
pyLeHHasA 3aHOBO XMpoC1ma.

WioHb, AnoHus, Kob3
TpeTtbe 3acegaHune Poccnincko-AnoHcKoro
KynbrypHoro ®opyma

Asrycrt, Tora, AinoHunA

e Macrep-knacc Tapacu Cyasykum C yyactnem
aKTepPOB MOCKOBCKUX TeaTpoB W CTYAEHTOB
TeaTpanbHbix BY30B. - Kopoae Jlup Y.lLlekcnup,
pex. Tagacu Cyasyku, MXT um. A.lN.YexoBsa.

2005

e EXPO 2005, Nagoya, Japan, June. National day
of the Russian Federation June 17.

e The Second Japanese Season in Russia,
March-July, Saint-Petersburg, Moscow.

e The Third Meeting of the Russian-Japanese
Cultural Forum, June, Japan, Kobe.

e Master-Class of Tadashi Suzuki with the
participation of 12 actors of the Moscow the-
atres and students of theater schools, August,
Toga, Japan. — King Lear \W.Shakespeare, Mos-
cow Chekhov Art Theater, dir. Tadashi Suzuki,
August, Togo.

2005-2006

OkTa6pb 2005 - peBpanb 2006, benbrua: AHTBEp-
neH, bBepreH, bpioccenb, leHT, JIbex, MoHC,
Hamiop, TypHe.

®DectuBanb «kEBponanusa - Poccusa»

TeaTtp

e «Mactepckana lNMerpa ®omeHko»: CemeliHoe
cyacmee, J1.Toncton, pex. MNetp QomeHko. —
Botiina u mup, J1.Tonctoin, pex. Metp GomeHKo.
- Tpu cecmpei A.Yexos, pex. MNeTp OomeHKo.

e Manbin papamatnyeckunn Teatp - Teatp
EBponbi, CaHKT-leTepbypr: J70: Bana A.Ye-
XOB, pex. Jles loanH.

e MT® um. A.N.YexoBa: [JeeHadyamasa HOYb
Y.lekcnup, pex. leknan [loHHennaH. - bopuc
looyHoe A.lNywKuH, pex. leknaH [JoHHennaH.

e Teatp «llikona gpamaTn4eckoro ncKyccrea»
- Teatp EBponbi: Medea Mamepuan X.Mion-
nep, pex. AHatonun Bacunoes. — lMecHe XXIIl u3
«Unuaoder» lomepa, pex. AHaTtonuit Bacunbes.

e HoBocnbupckuin Teatp «fnoGyc»: [eoliHoe
HenocmosaHcmeo [1.Mapuso, pex. Omutpuin
YepHAkoB.

e MockoBckuii LleHTp ppamatyprum u pe-
Kunccypbl n/p A.KasaHuesa u M.PowmHa:
MneHHobie Oyxu bBpaTtba [lpecHAKOBbI, pex.
Bnapumup Arees. - lMepgpopmaHc AnekcaHopa
Memniopel.

o CoBpemeHHbll1 TeaTp: Kak A cven cobaky,
aBTOp U pex. EBreHunn Npuwkosel,

e Teatrp Kykon. Teatp lNortypaHb, CaHkT-lle-
Tep6ypr: Heackuli npocnekm no H.loronio,
pex. Pycnan Kypawos; TeaTp «Ckaska», A6a-
KaH: Ckaska o 3010moli peibke, Cmapuk u
eonyuya, AmaHamomaHusa, pex. EsreHnin
N6parumos.

e bBaner, TtaHew: Xusene A.ApaH, Xxopeorpa-
odua XK.Kopannu, X.Meppo, M.MeTtnna, pepak-
uma B.Bacmnbesa, bonbwon Tteatp Poccuun. —
Fana-koHuepT aptuctoB 6aneta bonbuworo
Teatpa Poccun. - YenAaGuMHCKMIA TeaTp coBpe-
MeHHOro TaHua, xopeorpa¢ Onbra oHa. -
Teatp «lpoBuHUManbHble TaHUbI», Ekate-
puHGYpr, xopeorpad TaTbAHa baraHoBsa. — lodiA.
lTocmu u3 memei my3bika - B.A.MouapT, B.Map-
TbIHOB, xopeorpad MuH TaHaka, TeaTp «LLkona
ApaMaTnyeckoro NCKyccTaa» - TeaTp EBponbi.

2005-2006
e The festival ‘Europalia - Russia’, October
2005 - February 2006, Belgium: Antwerpen,
Bergen, Brussels, Ghent, Liege, Mons, Namur,
Tournai.

2006

MapT - anpenb

DectuBanb B Konymb6un

e [lporpamma «Poccma — ToYeTHbI rocTb» Ha
[ecatom NbepoameprkaHckom decTmBane Te-
aTpa B borote (Konym6us).

e Cnektaknu, Tpu cecmpbel AYexoB, pex.
[exknan [JoHHennaH. MTO wum. A.llYexoBa -
Boiina u mup J1.Toncton, pex. Metp GomeHKo,
Mactepckas NeTtpa ®omeHko. — Heeckuli npo-
cnekm H.Toronb, pex. Pycnan Kypawos, Teatp
MoTypnaHb, CM6.

e BbicTaBka Jaeud bopoeckuli. UsbpaHHoe.

e Mactep-knacc Banepma ®okuHa, nekyuu
BuamaHTtaca CuntoHaca, PomaHa [onkaHckoro,

BCTpeun aktepoB «MacTepckon [letpa ®o-
MeHKO», pex. PycnaHa KypawoBa mn akTepa
Wrops flcynoBrya co 3puTenamm n yyacTHuKa-
mun QecTrBans.

Wionb — okTAbpb, bpasunua: Can-Mayny, Pno-pe-
KaHenpo, bpasnnna, CaH-Xoce, Pvo MpeTo.

«Pycckuin ce3oH B Bpasunuun»

o [JleeHadyamasa Houb Y.lekcnupa n bopuc
lTodyHoe A.MywkKnHa B nocTaHoBKe [leknaHa
[oHHennaHa, MTO wum. A.lYexosa. - Cma-
poceemckue nomewuku no H.forono, pex.
Mwunpayrac Kap6ayckuc, MXT um. A.MN.YexoBa.
- Wunene no H.loronio, pex. Banepuin ®okunH,
COBMeCTHas nocTaHoBKa MoCKOBCKOro Teatpa
«CoBpeMeHHUK» 1 LleHTpa um. Bc.Menepxonb-
na. — K.W. us «llpecmynnenus» no ®.[loctoes-
ckomy, pex. Kama MmHkac, MTHO3.

ABrycT - fekabpb

Tpetuin Pycckuin ce30H B AinoHun

e 17-22 asrycTa, Toama, VI 3acegaHue Poccuin-
cKo-AnoHcKoro KynbTypHoro ®opyma.

e TearpanbHaa nporpamma: Buti no H.loro-
Mo, pex. HuHa Yycosa, MockoBcKkuin apama-
Tnyeckni Teatp um. A.C.MywknHa. - Cnawaa
kpacasuya [1./.YaiikoBckuid, Ganetmeictep
Cepreii bobpos. [ocypapctBeHHbIi banet
Cnbupn (KpacHosipck). — Mr.Carmen, viges 1
KoHuenuua - M.Mcaes n N.CemueHKo, Pyccknin
NHxxeHepHbIn TeaTp «AXE», CaHKT-leTepOypr.
- leoliHoe HenocmosiHcmeo [1.MapuBo, pex.
OmuTtpuin YepHakos, HoBocnbupckuin TeaTp
«nobyc». — Kopone Jlup Y.llekcnup, pexunc-
cep Tapgacu Cyasykn, MXT um. A.lM.Yexos.a.

e l306pasmuTenbHoe NCKYCCTBO: BbicTaBka mMo-
CKOBCKMX Xy[OXHUKOB. — BblcTaBKa coBpeMeH-
HOroO MCKYCCTBa. — ApXWUTEKTYpHas BbiCTaBKa
13 focyaapCTBEHHOrO My3en apXUTEKTYpPbl UM.
A.B.LLycesa «20 net cnycra».

2006
e The Festival in Colombia, March-April
e Russian Season in Brazil, July-October, Brazil:
Sdo Paulo, Rio de Janeiro, Brasilia, San Jose, Rio
Preto
e Russian Third Season in Japan, August -
December

2010
Oxu A.l.YexoBa B MocKBe, AHBapb

Oxu A.I.YexoBa B AnTe, AHBapb

MT® um. A.N.YexoBa B pernoHax Poccuu,
anpenb-nioHb, Jlnneuk, BopoHex, PA3aHb,
TamboB

MTO® um. A.M.YexoBa B CaHkT-lNeTepbypre,
anpenb-oKTAGPb

LiénkoBbIl nyTb YexoBckoro decrupans, Ho-
A6pb, baky, AsepbaiigxKaH

e Opamopus Aypenuu, KomnaHuua «ManeHb-
Kne uyacbl» (OpaHums), vaes U NOCTaHOBKA
Buktopus Tbepe-YannuH. - Ceadvba, Hauno-
HarbHbI aKafemMnuecknin TeaTp UMeHU AHKK
Kynanbl (MuHck, Benapycb), MKTC, MT® um.
A.N.YexoBa, pex. Bnagumup MaHkoB.. — Joxos,
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Linpk dnya3 (KaHapa), aBTOp 1 MOCTaHOBLYUK
Hannane OuHum Macka.

l'op Poccusa - ®panHumsa 2010

o CnekTaknu ¢ppaHLy3CcKuX TeaTpoB B Poccun:
XeHumeb6a Quaapo bomapuie, Teatp «Komean
®paHces», pex. Kpnctod Pok - HoBocnmbupck,
Omck, EkatepuHbypr, MockBa, CaHkT-lleTep-
6ypr, KanvHuHrpag. — Kasumup u Kaponuxna
J.boH Xopsart, TeaTp ae na Bunb, Komean pe
Penmc, Mpan T-TeaTp genaptameHTa ATnaHtuye-
ckan Jlyapa, pex. dMmaH3nb [emapcu-Mota
- MockBa un CaHkt-TeTep6bypr. — Lieppu-bpex-
0u, HauroHanbHbI xopeorpadpunyecknii LeHTp
OpneaHa, MTO nm. A.lN.Yexosa n TeaTp Ae na
Bunb, my3bika A.Ma3, xopeorpad *Kosedp Hagx
- Mocksa n CaHkT-leTepbypr.

o CneKTaknu poccuiickmx TeatpoB Bo OpaH-
yum: XXenumo6a H.loronb, AnekcaHapPVHCKUIA
Teatp (CaHkT-MNeTepbypr), pex. Banepuin ®o-
KuH — Mapwx. — Pacckasel WykwuHa, Teatp
Haumin (MockBa), pex. AnBuc XepmaHuc —
Mapux, JInoH.

e [poekTbl MT® um. A.M.YexoBa, npepcras-
neHHole Bo ®paHuum: Ceadvba A.Yexos,
HaunoHanbHbI AKafemuyeckuin Teatp nme-
H1 Ankn Kynanbl (MuHck, Benapycb), MKTC,
MTO um. A.N.YexoBa, pex. Bnagumnp MaHkos
- Wep6ypr, Napwx. - ®edpa M.LipetaeBa, Mo-
CKOBCKMI apamatunyeckun Teatp um. A.C.Myw-
KuHa, MTO num. A.MN.YexoBa, Teatp «Jle DeHUKe»,
pexuccep Jlykac Xemne6 - BanaHcbeH.

2010

e Chekhov International Theatre Festival in
Russian regions, April-June, Lipetsk, Voronezh,
Ryazan, Tambov.

e Chekhov International Theatre Festival in
St. Petersburg, April-October.

e Silk Road of The Chekhov Festival, Novem-
ber, Baku, Azerbaijan.

e Year Russia - France 2010

2011
lop Poccna-Ucnanma 2011

e Aemonopmpem, TeaTp TaHua Mapun [lMaxéc
(Magpwug), aBTop 1 noctaHoBwuK Mapus [Ma-
xéc. — lepeas moboesw, lpevecknii pecTnBasnb
B bapcenone 2010, Bito Produccions, MT® um.
A.lN.Yexosa, Velvet Events n Grostel Produccions
(bapcenoHa), 3ambicen 1 cLeHnYecKoe BOMo-
weHmne [lepe ApKunbloe, MocTaHOBKa Anekc
Onbe, Mukenb loppuc. - OOHoakmHble 6ane-
mel HayuoHnaneHozo meampa manya (Ma-
0pud): Gnawa, my3bika: X. XakmyH/A. Pynonbd,
X.A.Apteye n X.MNakcaprHbo, Pabu Aby-Xanun,
Benec, Kycyp n CapkucaH, xopeorpadua Hauo
[lyato; Arcangelo, my3bika: A.Kopennu, A.CKap-
natTu, xopeorpadusa Hauo [yato; Flockwork,
My3bika: M.MoHo, A.Bpedpdopt, M.UmuaTr u
O.0ennsn, 3.UenopuH n ApgeHH Tpuo, A.Ok-
MaH, TPaAWLUMOHHAsA raBalckas My3blka W
Kpuctod, xopeorpadus AnekcaHap ISKMaH;
Noodles, opvrvHanbHaa Mmy3sbika @.Bya-Bus,
xopeorpadus - Qununn bnaHwap; White Dark-
ness, my3bika K.[>keHKnHC, xopeorpadus Hayo
llyato. - lepceghona, Teatp «KomepmaHTbi»
(bapcenoHa), naes n NnoctaHoBKa - «<Komeanax-
Thbi», pex. XyaH QOoHT.



lopg Poccusa-Utanua 2011

Tpunozua ouykoe, Komnanua Cyp Kocta Oun-
neHTane, Teatpo Crabune (Heanonb), LieHTp Te-
aTpanbHbIX UccnepoBaHuin (Mtanus), npy nog-
aepxke Teatpa ato PoH-TysH (Mapwx), TeKCT n
noctaHoska dMmbl [laHTe. - MockBa. — Apie-
KuH, Cnyaa 08yx 2ocnod K.lonbaoHu, Nukkono
Teatpo an MwunaHo - Teatp EBponbl (MunaH,
Wtanusa), noctaHoBka - [xopgxo Crpenep
- XaHTbl-MaHcuiick, TiomeHb, ExkaTepuHbypr,
YenabuHck, Yoa, KazaHb, MockBa.

MioHb, BopoHex
Cnektaknu MT® um. A.MN.YexoBa

Ha Mepsom MexxayHapoaHom
NnaTtoHoBCcKOM decTuBane

Bbypa Y.llekcnnp, MTO um. A.MN.Yexosa, TeaTp
«Jle emo» B cOTpygHUYeCTBE C TeaTpom «HnkK
6ain kayn» (Poccuna — OpaHuma — Bennkobpu-
TaHus), pex. [leknaH [loHHennaH. - Henodsux-
Hble naccaxkupsbl O.KaHTy, Komnanyn OGunuvnn
Kantn (Mapwx, OpaHuWA), NocTaHOBKa —
Oununn XKaHtn 1 Mapu AHpepBya.

2011
Year Russia-Spain 2011
Year Russia-Italy 2011
Performances of X Chekhov Festival at the
First International Platonov Festival, June,
Voronezh.

2012

Hosabpb, MockBa
lFacTponu Koponeeckoro LllekcnupoBckoro

TeaTpa
HOnuii Yesape Y.lekcnnp, Koponesckuia Lek-

CMMPOBCKUI TeaTp, pex. Mperopu [lopaH.
2012

Tour of the Royal Shakespeare Theatre,
November, Moscow.

2013

lop Poccns — Flepmanus 2012-2013

Mpoyecc ®.Kadka, Teatp Kammepunune (MioH-
xeH, lepmaHus), pex. AHgpeac KpureHbypr —
Mocksa.

18 aHBapa, MXT mnm. A.lN.Yexosa, MockBa
MexayHapogHasa KoHdepeHUnsa

«CTaHNCNaBCKUIA 1 MUPOBOIA TeaTp»

2013
Year Russia - Germany 2012-2013
International conference ‘Stanislavsky and
the World Theater’, January 18, Moscow,
Russia.

2013-2014

Hosnb6pb 2013 — auBapb 2014, Napux, OpaHumsa
Macrep-knaccbl Bnagumupa [aHkoBa, Kambi

ImHkaca u AHgpesa Moryuyero Bo ®paHuun

2013-2014
Master-classes by Vladimir Pankov, Kama
Ginkas and Andrey Moguchiy, November
2013 - January 2014, Paris, France.

2014

Mai — okTa6pb
MepekpecTtHbiti log KynbTypbl Benuko6pwura-

HUu n Poccun 2014

Famnem Y.llekcnup, LWekcnuposckun «mo-
6yc» (JloHpoH), pex. JomuHrk Opomryn, bunn
bakxépct - MockBa. - AyHcunan, [.Ipevr,
HauvoHanbHbii Teatp LWotnangun (Mmasro),
Koponesckuii LLekcnnposcknin Teatp (Ctpat-
dopp-Ha-dnBoHe), pex. PokcaHa Cunbept -
Mockea. - [JleeHadyamas Houb Y.llekcnup,
MT® nm. A.N.YexoBa, MKTC B coTpyaHuuyecTBe
¢ TeaTpom «Huk 6ain xxayn» (Poccua — Benvko-
6puTanuns), pex. [leknaH [JoHHennaH — Mckos..
- O0HoakmHele 6anemol. Cunyam O.MyneHk,
JlynHeili Meepo A.LLEHGepr, LoTnanackui
6anet (Masro), xopeorpadusa: Kpuctodep
XamncoH/ neH Tetnn - Mocksa. — Xopeozpa-
¢uyeckue muHuamiopel. [MocmaHoeku co-
8peMeHHbIX 6pumaHckux xopeozpadgpos. Still
it Remains/ The Room/ Shift/ Jealousy/ Five
Ruckert Songs/ Oxymore/ Trace/ Foibles/ Dark
Full Ride, lWoTnaHackui 6anet (Mnasro), xopeo-
rpadus: Oxxenmc KasnHc, XeneH Mukkett, Kpu-
ctodep bptoc, MNutep Oappenn, Codu Jlannax,
Kpucten MakHannun, MaptuH JlopeHc - Mocksa.
- lWomnanockuii nepennsc (Highland Fling),
my3bika  X.CJ1éBeHckbonbh  («Cunbdupar),

LotnaHackuin 6anet (MMasro), noCTaHOBKa U XO-
peorpadua MaTbio boypH - MockBa, CaHKT-e-
Tepbypr. - BcnomuHaa ympayenHoe, Komna-
Hua «fekko» (Mncyny, Cadddonk), ngea n no-
cTaHoBKa AMuT JlaaB - MockBa, BopoHex. — Still
Current, my3bika: ApmaH Amap, SHAan KayToH,
Mykyn n dpuk Catu, Cagnepc Yannc (JloHgoH)/
Paccen ManudaHt Komnanu MpogakLuH, xope-
orpadua n noctaHoBka Paccen ManudaHt -
MockBa, BopoHex, EkatepuHbypr, KazaHb. —
BotiHa no pomaHy «CmepTb repos» P.OnguHr-
TOHa, npowusBepeHuam «Mnuapga» lomepa wu
«3anucku Kasanepucrta» H.'ymmunesa, MTO nm.
A.N.YexoBa, DOMHOYPrckmin mexmnyHapoaHbI
dectBanb B coTpyaHuyectBe ¢ SounDrama
Studio, pex. Bnagumup MaHkoB - fipocnasenb,
TiomeHb. — CoH 6 rlemHiol0 HoYb Y.lllekcnup,
lWekcnupoBckuin  «Mmobyc»  (JTOHJOH), pex.
HomuHuk Opomryn — Mocksa, EkatepuHbypr,
MckoB, CaHkT-MeTepbypr.

2014

UK-Russia Year of Culture Theatre Program
2014

2016

Mai
lFacTtponun Teatpa TaHua TaniBaHA «Knayg lent»

B Poccun

OO0HoakmHble 6anemel. benasa eoda, my3bl-
ka: 3.Catn, A.Pyccenb, Axmepn ApHaH CaliryH,
M.OaHa, X.N6ep, lMenen, mysbika — [.llo-
CTaKoBMY, KoHLUenuua u xopeorpadua JINH
XBan-muH — CaHkT-lletepbypr, Mocksa,
ExkaTepuHbypr.

2016
Cloud Gate Dance Theatre of Taiwan on
tour in Russia, May, St. Petersburg, Moscow,
Ekaterinburg.

B kHure Hcronb30BaHbl ¢pororpadpuu U MaTepuainsl u3 apxusa MT® um. A.I1. Yexoa, MKTC,
u doTorpadumy, 10be3HO NpeJocTaBIeHHble 0Te4eCTBEHHBIMU U 3apyOeKHBIMU TeaTpaMu

Brarozapum Bcex potorpadoB, KOTOPhIe B pa3HBIE FOABI COTPYAHUYAIN C HAMMU:

Heopwb Anekcanopos, Bukmop Bascenos, Bnadumup BamxuH, Hamanws I'epacumosa, Muxauwn I'ymepman,
Heopw 3axapkun, Anexcanop MeanuuwiuH, ITonuna Koponesa, Mpuna Jlazotickas, Enena Jlanuua,
Bnadumup Jlynosckotl, JImumpuii Mopos, FOnus OcmuHuHa, Banepuii [TnomHukos, AHHa Pvlbasxo,
Buxmop Cenuyos, Anekcanop CmepHuH, Examepuna L[semxosa, Onez YepHoyc

Photos and other materials published in this edition are either part of the Chekhov Festival and ICTA archives
or were kindly provided to the Chekhov Festival by Russian and foreign theatre companies

We would like to extend our gratitude to the photographers who worked
with the Chekhov Festival in different years:

Igor Alexandrov, Viktor Bazhenov, Oleg Chernous, Natalia Gerasimova, Mikhail Guterman,
Alexander Ivanishyn, Polina Koroleva, Irina Lagoyskaya, Elena Lapina, Mikhail Logvinov, Vladimir Lupovskoy,
Dmitry Moroz, Yulia Osminina, Valery Plotnikov, Anna Rybalko, Victor Sentsov, Alexander Sternin,
Ekaterina Tsvetkova, Vladimir Vyatkin, Igor Zakharkin
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Chekhov International Theatre Festival 25" Anniversary

These Collected Edition is dedicated to the history of foundation of the Chekhov
Festival and its activities throughout 25 years (1992-2017). It is about the genre
diversity of the productions embraced by its programmes and of its vast geography.
About the world’s greatest theatre companies which participated in the Festival,
famous directors, choreographers and artists. About new trends in contemporary
international performing arts, about new researches and experiments. About
joint projects and programmes realized by the Chekhov Festival with the partners
from Russia and abroad. About Russian theatre presented at the Festival. About
the Regional programme of the Chekhov Festival.

ISBN 978-5-9903583-5-5

»

IO

ME>XXAOYHAPOOHDbIV

TEATPAAbHDIA ®ECTHBAND

nm. A.NMN.HEXOBA

CHEKHOV INTERNATIONAL

THEATRE FESTIVAL

25

[Moanucano B mevatsb 20.01.2017

Bywmara mesnoBanHasi. [ledatsb opceTHass
Tapuutypa Charter ITC
Tupax 2000 3k3.
OTnevaTaHo npo cogerictBuu OO0 «HroaHc»
www.nyans.ru
Y 91785990/358355

ISBN 978-5-9903583-5-5




	Часть1
	Часть2

