Bappu KOCKHA
Barrie KOSKY

Anpapiit 2KOATAK
Andriy ZHOLDAK

Apuctapx AEHTYAOB
Aristarch LENTULOV

Kapaoc AKOCTA
Carlos ACOSTA
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% domoepaghuu npedocmaesieHsvl npecc-cayzK6otl
3a Bo Ame6HOK 1 MeskoyHapooHozo meampaioHo2o ghecmueans umenu A.Il. Yexoea
. oV ? HAIIIl HOMEP BbIXOIUT B PA3TAP HEXOBCKOT'O
Ae KTOK GECTUBAAS, KOTOPBIM MPOXOAUT B ABAILIATH IIATHIN
1 PA3. OTO CAMBIM KPYIIHbIM MEXX/IYHAPO/IHBIN
4 ®ECTUBAABL B PoccuUU U OAWH U3 CAMBIX
qe e 3 HK ara i YBAXKAEMBIX B MUPE. ETO MOXKHO BBIAO Bbl HA3BATD
p f ABTOPCKHUM — BCE ITPUBE3EHHBIE CIIEKTAKAU AUEP
: PECTUBAAY BAAEPUN H_IAL[PI/IH CMOTPUT AUYHO
(HPE[IBAPI/ITEABHO 3AITACA4CH PEKOMEH/IALIUAMUA

CBOUX MHOI'OYHUCAEHHBIX SKCHEPTOB). Ho BKYCEHI ETO
YOAVUBUTEABHO PASHOOBPASHEI.

BoauwebHas aretimar

s
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H F'OTOB PUCKO-
BaTh, OTKpbIBas
mybAUKe HOBBIE
UMeHa, 100u-
BaThCs COrAacHs
Hauboaee Boc-
TpebOBaHHBIX,
pacnicaHHBIX

Ha Iofibl BOEPEN
aKTEpPOB, IIPOBO-
IUPOBaTH CaMble HEOXKHUIAHHBIE IIPOEKTHI
(Bpojie HbIHELIHEH MHPOBOIT TpeMbepsI «[0-
AOCOB AMAa30HKH», CO3JaHHBIX aHTAUYaHaMH,
amMepuUKaHUaMHu U 6pasuasiamu B... TBep-
CKOM 00AaCcTH), IpUrAalllaTh B «BBICIIIYIO AUTY»
TeaTphl U3 GBIBLINX COIO3HBIX PECITyOAUK, TEM
caMbBIM Japsi UM BTOPOE JbIXaHUE. A rAaB-
HOE — ITPOJIOAIKATE AIOOUTE T€X, KTO O/IHAXK/IbI
BCEPBE3 MOAIOOUACS POCCHICKOM ITybAUKE,
BcAeZcTBUE 4ero YexXoBCKUiT heCTUBAAB CTAA
CBOETO Pofia BEIE3IHBIM PENEPTYAPHBIM Tea-
TPOM, TJI€ MOKHO ITIOCMOTPETH MOCAEHHE I10-
cranoBku ®uaunna XKaurtu, Pobepa Aenaxa,
Jxeiimca Twepe, [Tutepa Bpyka, [lekaana
JloHHeAAaHAa U APYyTUX KOpUeeB MUPOBOTO
Tearpa. PeCTHBAAB OTKPBIACS CIIEKTAKAEM

n3 FepManun. 9To CHMBOAUYECKU XKECT,
oTcelAaomuii K «Opectee» [lerepa lltaiina —
rpaHIH03HO MHOI'0YaCOBO 31I01I€ee, ITOCTAaB-
AeHHOM B TeaTpe apMuUH ¢ BEAYIIUMH POCCHM-
ckuMu aptuctamu («Kaxroii-To Hemell byzet
CTaBUTh KAKOT0-TO TPEKa B MOEM TeaTpe?!» —
HEro[oBaA TorjalHui HadaabHUK LIATCA
MHHHCTP 060pOoHEI S30B, a lllaagpuH yrIpsMo
neaaa cBoé ieao. K caony, lllTaiiH mpruAETEA
Ha TIEPBYI0 PEMETULHIO aKKypaT 3 OKTabps
1993 roma u oTkKaszaacs Bo3Bpamarscs). «Ope-
cTes» cTaAa IMIPOAOTOM K POXK/ACHUIO JeX0oB-
CKOro (pecTUBaAS.

«Boamebras daeitta» u3 6EpANHCKOM
«Komu1iie ornep» B COABTOPCTBE C AOHIOHCKOM
Kommanwueli «1927» (B 1927 BeIlIeA IIEpBBIH
KMHO(HUABM C CHHXPOHHO# (hOHOrpaMMOii),

B oTAn4me oT «OpecTen» IPoBEPEHA BpEME-
HeM — ¢ 2012 roza oHa obbexaasa yke 16 crpas,
u nocae MockBeI €€ cpasy xkayT B Kurae

u CIITA. CyacTauBas uaes aBCTPAAUICKOr0 pe-
xuccépa Bappu Kocku 1 aHrAMCKOro aHuMa-
Topa IToaa BappurTa noBeH4YaTh OIHY U3 Ca-
MBIX 3arajIogHbIX orep Momapra ¢ Hoy-xay
AOH/IOHIIEB, TIOMECTHBIINX XKHBOI'0 apTHUCTAa

B OECKOHEYHBINM BUPTYaABHBIA MUD aHUMA-
LIMH, COEITUHUAACE C 6€3yTIPEYHBIM BOKAa-

AOM HEMEIIKHX apTHUCTOB. Tak 4TO «MyABTSIII-
Has» oriepa, IPUKOABHAs U CBObo/IHAaA (B TOM
YHCAE U OT HEOOXOAHUMOCTH PaCIIN(POBBIBATE
TaitHble 3HaKU «BoAlre6HON hAEHTEDY) cTasa
IIHPOM U JIASl TA@3a, U JIASL CAyXa.

MUT-UH®O N.2 2017

BceM meBiiaM yroToBaH MAEH CTATUKU —
WAM Ha CaMOM CIIEHe Y SKpaHa, AU Ha MUKPO-
MAOLIAIKAX, PACKUJAHHBIX I10 BCEMY 9KPaHY,
Baarozapsi IIOBOPOTY KOTOPBIX apTUCT ITAPHUT
B BBICOTE U B CEKYH/Iy UCYE3AET U3 BULY.

A Te HEMHOTVE ABUXKEHMS, KOTOPBIE UM OTIIyIIE-
HBI, JIOAXKHBI OBITH TOYHO CUHXPOHU3HUPOBAHBI

C aHUMAaIlMOHHBIM OyiicTBoM. PaHTa3UsA XY/TI0XK-
HUKOB OyKBaABHO AGBUHOM XABIHyAA Ha SKPaH.
[lapuiia HOYH MYHUTCS 10 TOPOJLY OTPOMHOIA
TIayYHX0H, MUPHUAIb] TIOLEAYHYHKOB pasbera-
1orcd oT IlammaresHo, HaKa3aHHOI'0 MOAYAHUEM
33 CBOIO OOATAMBOCTB, IIPUHI] TaMIHO CpaXkaeT-
Csl C OTPOMHEIM PHCOBAHHBIM IICOM, & IIAPCTBO
3apacTpo HAIlOMUHAET BHY TPEHHOCTH OTPOMHO-
I'0 9aCOBOI'0 MEXaHNU3Ma. Pa3roBOpHBIE JUAAOTH
yOpaHs! B TUTPBI — TAK CXKUMAaETCS CLIEHIYe-
ckoe Bpewms. «BoaltebHasa aeliTar CTAHOBUTCS
aHTOAOTHEN OIPOMHOTO BU3yaABHOTO MUPA, KO-
TOPBINA COTBOPHA YE€AOBEK, BCTYITUBIUWHI B CIIOP
¢ TBopioM: KMHOOGpa3s! Hayasa XX BeKa,
Disney, y?KaCTUKH, aHMME, KOMITBIOTEPHBIE
WUTrpbI, (petficOyyHbIe CEPAECIKH U MHOTOE APYTOE.
YeAOBEK OTKPBIA 3TOT IIOPTAA — 1 IIPOBAAUACS

B HETO, CTAA OJJHUM 13 6aiiTOB HA TUTaHTCKOM
KapTe namsaTH. Ho 3ByKH BoAIIEOHOI hAEHTEI,
BEYLLME 32 TATHONW YEAOBEYECKOTO ObITHS, TI0-
[IpEXKHEMY BOAHYIOT 3TOT «OaifTy.

Acosta Danza
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Ecau c xomnauueit «1927» poccu-
sSTHE BCTPEYAIOTCH y2Ke B TPETHI pa3, TO 3Ha-
MeHuTas KybuHckas Tpynmna Kapaoca Ako-
cThl Acosta Danza nmpuexaaa BIIEPBBIE (XOTS
cam Kapaoc TanneBaa B Boabmiom Teatpe
«CrrapTaka» B KQ4eCTBE IIPUTAAIIEHHOIO COAU-
cra). Tpynmna AKOCTEI IpUBe3Aa AT OaAeTOB
IIPOIOAKUTEABHOCTBIO OT JECATHU JI0 MATHUIE-
CSITU MUHYT Pa3HbIX aBTOPOB — MapuaHeAbl
BoaH, oHOIT U3 TA@BHBIX ITPEACTABUTEABHHUILL
B MUPE TaHLA UOEPO-aMEPUKAHCKON KYABTY-
pbl, MapokkaHna u3 ®aanapun Cugu Aapbu
[Mlepkaywu, ucrnania 'ofio MoHTEpO, U3BICKAH-
Horo KaHazua u3 Auranu Pacceaa Maaudan-
Ta (y KOTOPOro €CTh JAUITAOM IIPAKTUKYIOLIETO
Bpada) u camMoro AKOCTEI, IIEPETAHIIEBABIIIETO
B AOH1I0HCKOM «KoBeHT-TapieHe» mpakTuye-
CKHU BECh KAACCUYECKUH penepTyap, HO BEP-
HYBIILIETOCS JIOMOM, 9TOOBI coGpaTh HEOOAB-
LIyIO TPYIIY U HadaTh BCE CHa4JaAa.

«dlepexon uepe3 Huarapy» MapruazeAs!
Boau Ha My3b1ky OauBbe Meccuana 1 Ha Cro-
JKET OMHOUMEHHOM ITbeChbl AAOHCO AAETrPUHA
MEHBIIIE BCETO ITI0XO0X HAa 6aAeT B IIPUBBIYHOM
CMBICAE: TIPEIEABHO 3aMEIACHHOE [BUKEHUE,
UCIIOAHEHHOE BHYTPEHHEN MOIIY, JABa TaH-
LIOBIIIKA, KOTOPBIE OyKBAABHO BS3HYT APYT
B JIPyTe, II03bI PACIISITUS, HEMBICAUMAas baraH-

CHPOBKA Ha IMOAYTIAABLAX (TAHIOBIIMKHU JOATO
M3y4YaAu TEXHHUKY Tal-uu). [ly3T HOCBAIIEH
sgamenuToMy ruMmHacty lllaparo BaoHzeRny,
KOTOPBI HECKOABKO pa3 MEPEIIEA II0 Ka-
HaTy Huarapckuii Bogonaz, Kax /bl pas
YCAOXKHSIA 3a/1a49y — C 3aKPbITEIMU I'AA3aMH,
B MEIIKE, C TAYKOH, HA XOAYASX U, HAKOHEII,
CO CBOMM MEHeKepoM Ha naedax. Ilo caoBam
xopeorpada, €if 0O4eHb BaXXeH ObIA U APYToit
TIEPCOHAXK — MOAO/IOH YEAOBEK, KUHY BIIUH
BEAMKOMY T'MMHACTY BbI3OB: «BBI 3aBUCHTE
OT HATSHYTOr0 KaHaTa, a s X04y, YT00BI BBI
AeTaAm». TakK UCTOPHUS O PUCKOBAHHOM TPIOKE
obopayuBaeTCss MUCTEPUEN O IyXOBHOM CO-
BEPIIEHCTBOBAHWH, O TAT€ K HEJJOCTUXKUMOMY.
Cunu Aapbu lllepkayu bpocaeT BbI-
30B [PYyroMy KyABTYpHOMY Mudy — baseTy
HuskuHckoro «[IocAenoAyIEHHBIN OTABIX
daBHa», moaMelIaB K My3bike [lebroccu
adpuranckue purMmbl Hutuna Coynu. Ilapa
TAHLOBIIUKOB C KOIIaybei THOKOCTHIO
U IEPBOOBITHON JUKOCTHIO COIEPHUYAIOT
C caMoii IpupoIoi B OyHcTBE U TapPMOHUH.
Camoro Kapaoca AKoCTy, CMyTAOI'O aTAaHTa
C PEaKTHBHOCTBIO IAHTEPbI, MOCKBUYU YBU/IE-
Au B HoMepe «Two» Ha My3bIKy OHAu KoyTona
B riocTaHoBKe Pacceaa Maaudganra (6aseto-
MaHBI JaXKe UMEAN BO3MOXKHOCTb CPaBHUTh
€ro UCTIOAHEHUE C TaHIleM BeAUKol CUABBHU
T'uasem). A ero xopeorpaduio — B HOBOH BEP-
cuu «KapmeH» Ha My3bIKy Buse — lllenpuna,
IJIe YpaBHEHEI B ITpaBax (hAaMEHKO M KAaCCH-
Ka, a Xoce, Kapmen 1 Topeazop cTaHOBSATCS
UrpymkKamMu Poka — orpoMHOTro 0€33KaA0CTHOTO
OBIKa, KOTOPBIM SIBASIETCSI FePOsIM BO CHE U Ha-
saBy. EIIE 0lHH KOAAEKTHUBHBIN HOMep — « HU-
4ero BOKpPyI» B rocTaHoBKe ['oiio MorTEpPO
U BOBCE HCIIOAHSIETCS TTI0/] IT0331I0 X0aKuHa
Cabuns! u Bunucuyca qgu Mopatica. U HoBas
Bepcus «<KapMeH», U 3Ta BIIOAHE KOMMeEpYecKast
TIOCTaHOBKA — SIPKOE CBUIETEABCTBO YHUKAAB-
HOTO €IUHCTBA KyOMHCKOr0 Hapo/a, HECMOTPs
Ha pas3HBbI [IBET KOXKU.
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/lemoH»

Penxuii rocTs — Pycckuit JpaMaTUYeCKui
TeaTp uMeHU AliTMaToBa U3 Kuprusuu — mpu-
exaa Ha pecTuBaAb 6aaromaps pabore ¢ Baa-
numupoM [TaHKOBBIM, YbH CIIEKTAKAK-TIPO-
exThl YexoBCKOro (hecTuBas (beaopyccrast
«CBaasbar, y3bekckue «CeMb AyH») CLINBAIOT
JKUBOM HUTBHIO PA30pPBAaHHbIE KYABTYPHBIE
cBs3u 6ersirero CCCP. AepMoHTOBCKUH «/l€-
MOH» [IEPENAeTEéH ¢ pacckasoM «Basa» us J'e-
pOsl HAIIIET0 BPEMEHM», TIOMELIEH B My3bIKAAB-
HyI0 paMKy (oT EBporibsl — CTpyHHOE TPHO, OT
A3uu — My3bIKAHT, UTPAIOIIUI HA KBIA KBISKE,
U TIeBel-MaHaCYbl, CKA3UTEAb KUPIU3CKOro,
camoro 06'5EMHOTO B MUDE, 3110ca 0 Gorarsipe
MaHace), pacckazaH Ha PyCCKOM U KHPTH3-
ckoM. I'py/zia GyABIKHUKOB Ha CLIEHE — 3HAK
py6esxa Mex/ly BpeMEHeM pa3bpackiBaTh
KaMHH U BpeMeHeM cobupats ux. [lemon-Ile-
yopuH (Mapar AMUpaeB) — B 4ePTax €ro AMLA,
B IIBUKEHUSX COEIMHUANCH BOCTOK U 3ama,
OH Ka3KeTCs CBOUM BE3/IE U BE3JIE Yy KOM.
Crporas Tamapa-Basa (KayKBIHOEK KBI3hI
Aitaypa); nobpoayurssiit Makcum Makcu-
MeId (AHzapei IleTyXoB);, MaseHbKas KAOyHEC-
ca-TpaBECTH C TIEPEAOMAHHBIM KpbIAoM (Eae-
Ha IlypToBa), KoTopas IPeAaHHO TallUTCs
3a BOEHHBIM 00030M; PyCCKHE COANATEI;
a3uaTCKUe KOYEBHUKH, BIIEPBbIE ITPOOYI0-

MUT-UH®O Ne2 2017
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1II1€ BOAKY, YTOOBI TYT K€ YCTPOUTH ITOHO-
JKOBIIMHY; Tpaccupyolias JaMa-sMaHCUIe
C KPY»KEBHBIM 30HTHKOM, «CBSITOH PycCKOH
AWTEPATYPOM» B CO3HAHUU U MUCCHOHEPCKUM
azapToM 06AaropoiuTh rOPLEB; a3MaTCKUE
cTapiipl — Oy pASIIMil KOTEA YEAOBEIECTBA.
Kaaccuueckoe «3armaj ecTh 3amnaz, BocTok
ecTb BoCTOK 1 BMECTE UM HE COMTHUCH» 3/1ECh
[O[IAE€3KUT UCITpaBAeHUIO: 3anaja u BocTok
TSHET APYT K APYTY, KAK MaTepUKH: UX BCTPE-
ya Hen3bexxkHa, TparudHa U IMAOIOTBOPHA.
CripaBAsitoTCSI 06pPsi/ibl — CBaIeGHBIE, IIOXO-
POHHBIE, PACTET apMus CYMPa4YHbBIX aHT€AOB,
YBU AULIA HaOEAEHBI TAMHOM, ITPAX0M CMEPTH,
KOoTOopasl IPUMUPSIET BCEX.

[exaaH J[IoHHEAAQH — CAMBIH PyCCKUI
W3 AaHTAUHCKHX PEXUCCEPOB — IPUBE3 HOBYIO
BepcHIo «3UMHel CKasKm» (IPeABIAYILYI0 OH
cTaBUA B MaAaoMm apaMaTU4YECKOM TeaTpe, Io-
TpeboBaB OT aKTEPOB, UTPAIOIINX ITACTYXO0B,
JIOCKOHAABHO ITpopaboTaTs... 6eaopycckuit
AKIIEHT, YTOOBI X TOBOP OTAMYAACS OT Pasro-
BOpa apucTOKPaToB). IIpeleAbHBINi AAKOHU3M
U TTIOAHASI COCPEIOTOYEHHOCTD Ha aKTEPax, Kak
U IIpexkjie, TpUCyILA 3Toit pabore [loHHEAAA-
Ha, 3aTO MOYTU OTCYTCTBYET €T0 3HAMEHUTHIH
3pPUMBII BTOPOIi IIAGH, ITapaAAEABHOE ZeficTBUE,
KOTOpOE OH TaK MaCTEPCKHU COYHHSA K OCHOBHO-

@omo: Buxmop Pexemsie
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My B CBOMX IIPEABIAYIIHMX CIIEKTaKASX. [lepBas
4acThb — CBOeoOpa3Has «rubeab HOroB»: PEBHOCTH
K Opaty, cTpeMuTeAbHas U SPOCTHAS, KaK YyMa,
ropaxkaeT pa3yM Kopoas AeoHTa ([IxkermMc
Opaanno). Bea BMUT caupaeT AOCK C KOPo-
AEBCKOM IMHACTUU: KOPOAb OBET GEPEMEHHYIO
xeny, Ta (Haraau Pagmoa-KBUpK) oTTaAKHBaET
CAMIITKOM 3KUBOT0 U becriokoitHoro ceiHa (Tom
KoyT), mopocToK, y KOTOPOTO B OAHOYACKE PYX-
HYyA BECh MUD, OBETCS B HcTepuKe. PoAn Aydmmix
ATOJIEY — BEPHBIX CAYT — PEXKUCCED OTAAA TEMHO-
KoxuM akTépam (Kamuaso — AGydakap Casum,
[Mayauna — [[>xoi PuyapicoH): mpupoaHas 110-
PSIIOYHOCTD B HUX ITOKA €€ CUABHEE 3TUKETA,
KOTOPBI, KOHEYHO K€, OHU IIOCTHUTAM CIIOAHA.

Bo BTOpOI 9acTu — CKa304YHBIX YYJIEC,
OTYACTH UCIIPABASIONINX Te Oelbl, YT0 HaBO-
POTHA YEAOBEK,— PEIKUCCED IT03BOAHET cebe
IMOUTPATh B AKTyaABHOCTB: OJJHA U3 CIIEH
IOX03Ka HA COBPEMEHHOE TOK-11I0y, TZ[€ BCE
TOPOISITCH BBIBAAUTE 0O cebe BCIo mpaB-
y-MaTKy, Apyras — Ha XKECTKYIO caTUpPy
Ha OTHOIIIEHUE MOAUILEUCKUX K MUTPaH-

TaM (KaxKeTcs, 3Ty CLEHY CTaBUA PYCCKUU
PEXUCCED), TPETHS — HA POK-KOHIIEPT.

TeM cuAbHEE OKa3bIBAETCH KOHTPACT C II0-
CAEJTHUMHU CLIEHAMH, IIe, KaXKeTCs, CryIlaeT-
csI caM BO3AYX, C YyAE€CHBIM BO3BpAlLEHHUEM
JIOYEPH K OTLY-TUPAHY (C KAKOM MyKOH OH
BTASIIBIBAETCS B €€ AUIIO, y3HaBas B HE3HA-
KOMOIi IEBYIITIKE YEPTHI CBOEH 2KEHBI), C 9y-
JIECHBIM BOCKPEILIIEHHEM KOPOAEBBI U HEBO3-
MOXKHBIM BOCKPEIIEHUEM ChIHA, KOTOPBIH,
OJIHAKO, SIBASIETCS OTILY, YTOOBI IPOCTHUTE ETO.

«BHyTpEeHHHE ITeii3a3K1» — IOCACTHHUI
U3 TTOCTABAEHHBIX @uanunmoM KaHTH CeK-
TakA€el, ero «<AMapkopza». MHOrue MOTUBEI,
TIPOXOISIIIE Yepe3 BCE Ero TBOPYECTBO,
IIPOCTYNAIOT U 3[eCh. 3HAaMEHUTAasA MapHo-
HETKa, 00pe3arollas HUTH U 3aBOEBBIBAOILAA
CBOIO CBODOJy OT KyKAOBOAA B OOMEH Ha ITOA-
HYI0 HEIIO/IBUKHOCTb-THOEAD, 3/1ECh ODpacTaeT
IIAOTBIO. AABTED 3r0 pexRUccépa ToKe 0OphIBa-

(GUMHSISL CKA3KA»

«BHYmMpeHHue neuzaxur L

€T HUTU HEBUMMOTO KyYKAOBO/ZIA (MAM CBOETO
IIPOLIIAOTO), IIyTAETCS B BEPEBKaX (POAOBBIX
IIPOKASTBHSIX), OCBODOOXKIAETCS U Ia’Ke BHOBb
obpeTaeT criocobHOCTH ABUrarhes. Ho my-
raetcsi 0OpeTéHHOM CBOOOAEI U TOPOIIUTCS
3aKAIOYUTE cebs B KAeTKY. KaeTka pymurces,
4yTh HE IIPUJABUB CBOET0O IAEHHUKA, U OH
IIOHUMAET, YTO CB060/1a — HEM30E3KHOCTD.
U paciuBeIipuBaeT 00AOMKH KAETKH (X AOB-
KO 3a0uparoT HEBUUMBIE AIOAU B YEPHOM,
00AOMKU PaCTBOPHAIOTCS B TEMHOTE, OTYEr0
KaykeTCs, YTO IIPOTATOHUCT YyTh AU HE IIapUT
B KocMmoce). Ero maapHeNIINN IIyTh — I10 CBE-
TAIIEHCH AECTHUIIE, BUCSLIEH B IIyCTOTE: OH,
Kak MroHXray3seH I10 BepEéBo4Ke Ha /AyHY,
nobupaeTcs o0 3aBETHOH ABEPH, 38 KOTOPOMH —
MUP CKa3049HBIX 00pa30B U ropsAYeil NaMaTH.
3meck — ¥ TiepBasi GAU30CTH C XKEHIITUHON
C U36BITOYHBIM TEAOM (THIIEPTPOMHUPOBAHHBIE
Ha/IyBHBIE HOTH, CPEIU KOTOPBIX TEPSEIILCH,
Kak B IELIEPE, BOPOYEM, U bemosara-Kpa-
COTKa MEYTAET BEIPBATHCH U3 COOCTBEHHOTO
TEeAECHOT0 1300uAusi). U BcTpeya c caMuM
coboii, pacTyILIUM B CTE0ASIX KAKUX-TO II0-
AWIIOB (& HE CTpaHeH KTo Xk?). U HaBaA34YuBbINA
KOIlIMap U3 AEeTCTBa — B30PBaHHEBIE I1aA€
B IIBEAIAPCKUX AABIIaX, UX C MATEPHIO TI00ET,
mpuxo (halrucToB-poboToB. 2KaHTH npu-
3Ha€TCsa B CBOEM KOIIIMape U TYT K€ CHUMAaET
aHTUBOEHHEIH nagoc, IOAIIYCTUB K CBOEMY
TEPOIO JIBYX FOPE-3CKYAATIOB Ha CAy3KDe y Ae-
yaiero BpemeHu, KOTOpble CMEILTHO KOBBIPS-
IOTCS B TE€A€ IIPOTATOHUCTA U HAKOHELL YAAAS-
IOT EMY AE€TCKUH KOoLIMap — FOPAIAN JOMUK.
Hy u KoHEe4YHO, ATOGOBB — Ky/1a Ke 6e3 Heé.
My»KcKas TEHb IIAIOC JKEHCKAas TEHb paB-
HO... HEBU/IUMBIN JEMUYPT 381y MBIBAETCS
Ha MUT U CTABUT FMTAHTCKUI 3HAK BOIIpoCa.
Ha sToM 3HaKe OHH yAeTaIOT B Hebo (kak 2KaHTH
KOAZIYET HaJl IEPCIIEKTUBON — He pa3razarh),
Ha HEM 2Ke, KaK Ha UCIIOPYEHHOM MapallioTe,
MIUKUPYIOT BHU3, Kya-TO 38 TOPU30HT COOBITHIA.
Ecau 651 3HaTh, 4TO TaM OyIeT, ECAH OBbI 3HATE. ..
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IS AND ONE OF THE MOST RESPECTED
ORED. IT COULD BE CALLED AUTHOR’S
STIVAL DIRECTOR VALERY SHADRIN

%

INAELY WATCHES ALL THE PRODUCTIONS THAT

OUGHT THERE (MAKING SURE TO HAVE THE
MENDATIONS FROM HIS NUMEROUS EXPERTS FIRST).
TASTES ARE SURPRISINGLY VARIED.

Photo by Johan Persson

“The Winter’s Tale”
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t’s prepared to take risks, letting
the audience discover new
names; to secure the agreement
from the most popular actors,
whose schedules are planned out
for years ahead; to provoke the
most unexpected projects (like
today’s world premiere of “Voices
of the Amazon”, created by the
British, the Americans and the
Brazilians in... the Tver Region); to invite
theatres from the former Soviet republics into
the “big leagues”, thus giving them a new lease
on life. And most importantly — to continue

to love those who were once truly appreciated
by Russian audiences, which is the reason
why the Chekhov Festival became a touring
repertory theatre of sorts, where one can

see the latest productions by Philippe Genty,
Robert Lepage, James Thiérrée, Peter Brook,
Declan Donnellan, and other leading figures of
world theatre.

The festival opened with a production
from Germany. It was a symbolic gesture,
harking back to Peter Stein’s “Oresteia” — a
monumental hours-long epic staged at the
Central Academic Theatre of the Russian
Army with leading Russian actors (“Some
German is gonna be staging some Greek
in my theatre?!” seethed Defense Minister
Yazov, then head of the CATRA. Yet Shadrin
stubbornly did his thing. Incidentally,

Stein flew in for the first rehearsal right on
October 3, 1993, and refused to go back).
“Oresteia” became the prologue to the
creation of the Chekhov Festival.

Unlike “Oresteia”, “The Magic Flute”,
by Komische Oper Berlin co-authored by
London’s 1927 Company (1927 was the year
of the release of the first motion picture
with synchronous soundtrack), is a time-
honored production that had already toured
16 countries since 2012, and is expected in
China and the U.S. right after its Moscow
performance. A lucky idea of Australian
director Barrie Kosky and British animator
Paul Barritt to marry one of Mozart’s most
mysterious operas with the know-how of
Londoners, who placed a living artist inside
an endless virtual world of animation,
became merged with the impeccable vocals
of the German actors. Thus, this funny and
free (from the need to decipher the hidden
symbols of “The Magic Flute” among other
things) “cartoonish” opera became a feast for
both the eyes and the ears.

All the singers were trapped within the
captivity of the statics — whether on the
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“Tﬁe} Magic Flute”

stage itself next to the screen, or on the mini
platforms that were scattered across the
screen and that would turn, allowing the
actor to float in the air and disappear from
view within a matter of seconds. And the

few movements they were granted had to be
synchronized perfectly with the animated
rampage. The artists’ imagination virtually
flooded the screen. The Queen of the Night
races through the city like a giant female
spider, myriads of kisses scatter every which
way from Papageno, who was punished with
silence for his garrulousness, prince Tamino
battles a giant painted dog, and Sarastro’s
kingdom resembles the inside of an
enormous clock. Spoken dialogue is moved to
the captions, which compresses stage time.
“The Magic Flute” becomes an anthology

of the big visual world created by man who
started an argument with the Creator: movie
images of the early 20th century, Disney,
horror flicks, anime, computer games,
Facebook hearts, and many others. Man
opened that portal and fell inside, became
one of the bytes in a giant memory card. But
the sounds of the magic flute that guide one
to discover the secret of human existence still
manage to move that “byte.”

Whereas the Russian audiences are
seeing the 1927 Company for the third time
already, Carlos Acosta’s famous Cuban
company Acosta Danza came here for the
first time (even though Carlos himself danced
at the Bolshoi Theatre as a visiting principal
dancer in “Spartacus”). Acosta’s company
brought five ten- to fifty-minute long ballets
by different authors: Marianela Boan — one
of the main representatives of the Ibero-
American culture in the world of dance, Sidi
Larbi Cherkaoui — a Moroccan from Flanders,
Spain’s Goyo Montero, Russell Maliphant — a
refined Canadian from England (who holds
the diploma of a practicing physician), and
Acosta himself, who danced virtually the
entire classical repertoire at the London’s
Covent Garden, but then returned home in
order to put together a small company and
start all over again.

Marianela Boan’s “Crossing Niagara”, set
to the music of Olivier Messiaen and based
on Alonso Alegria’s eponymous play, is the
least like ballet in the usual sense of the
word: movement is slowed to the maximum,
filled with inner strength, two dancers who
virtually sink into each other, crucifixion
poses, inconceivable feat of balancing on foot

paws (dancers spent a lot of time studying
the Tai Chi technique). The duet is dedicated
to Charles Blondin, a famous gymnast

who walked a tightrope over Niagara Falls
several times, making his task harder each
time — with his eyes closed, with a bag over
him, with a wheelbarrow, on stilts, and,
finally, while carrying his manager on his
shoulders. The choreographer said that

the second character — a young man who
challenged the great gymnast by saying,
“You depend on a tightrope, but I want you
to fly” — was also very important to her.
Thus the story of a dangerous trick becomes
a mystery play about spiritual existence,
about the desire to reach the unattainable.

Sidi Larbi Cherkaoui challenges another
cultural myth — Nijinsky’s ballet “L’Aprés-midi
d’un Faune”, mixing Nitin Sawhney’s African
rhythms in with Debussy’s music. A pair of
dancers with catlike agility and primeval
savagery rival nature itself in rage and
harmony.

Carlos Acosta himself — a swarthy giant
with panther-like reaction — appeared to
Moscow audiences in a production titled
“Two”, set to the music of Andy Cowton
and staged by Russell Maliphant (ballet
aficionados were even able to compare his
performance with the dancing of the great
Sylvie Guillem). And his choreography — in
a new version of “Carmen” set to the music
of Bizet in Shchedrin’s arrangement, where
flamenco and classical music become equals,
and José, Carmen and Toréador become
puppets in the hands of Fate — a huge,
merciless bull that appears to the characters
in their dreams and their waking hours. Yet
another collective work — “There Is Nothing
Around” in Goyo Montero’s production — is
performed to the poems of Joaquin Sabina
and Vinicius de Moraes. And the new
“Carmen” version and this rather commercial
production are a clear illustration of the
exceptional unity of the Cuban people despite
the different skin colors.

A rare guest — the Aitmatov Russian
Drama Theatre out of Kyrgyzstan — came to
the festival thanks to its work with Vladimir
Pankov, whose Chekhov Festival project
productions (Belarusian “The Wedding”,
Uzbek “Seven Moons”) sew the torn cultural
ties of the former USSR back together with
a living thread. Lermontov’s “The Demon”
is intertwined with the story “Bela” from “A
Hero of Our Times”, placed within a musical
framework (a string trio from Europe, a kyl
kyiak playing musician from Asia, and a
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Acosta Danza

manaschi singer — the narrator of the Kyrgyz
story of the hero Manas, the world’s most
extensive epic), and told in both Russian
and Kyrgyz. There’s a pile of rocks on the
stage — a symbol of the boundary between a
time to scatter stones and a time to gather
them. The Demon-Pechorin (Marat Amiraev)
— the East and the West came together in
his facial features and his movements; he
seems to belong everywhere and seems to
be an outsider everywhere as well. The strict
Tamara-Bela (Ainura Kachkynbek kyzy);
the good-natured Maxim Maximych (Andrei
Petukhov); the little travesty clowness with
a broken wing (Elena Purtova), who trails
faithfully behind a military train; Russian
soldiers; Asian nomads, who are trying out
vodka for the first time only to start a knife
fight right after; a flapper dame with a lace
umbrella and “r’s” trilled a la Francais,
“holy Russian literature” on her mind and
a missionary-like passion to refine the
Caucasus highlanders; Asian elders — a
boiling pot of humanity. Here the classic
“East is East, and West is West, and never
the twain shall meet” bears correcting:
West and East are drawn to each other

like continents: their meeting is inevitable,
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tragic and fruitful. They conduct ceremonies
— weddings, funerals; an army of twilight
angels with clay-whitened faces — the ashes
of the all-reconciling death — continues to
grow.

Declan Donnellan — the most Russian
of British directors — brought a new version
of “The Winter’s Tale” (he staged the
previous one at the Maly Drama Theatre
and demanded that the actors playing
the shepherds work thoroughly on... a
Belarusian accent, to ensure that their

dialect differed from the aristocrats’ speech).

Utmost brevity and complete focus on the
actors are present in this production as

in all of Donnellan’s work, yet his famous
visible background, a parallel action that
he so masterfully created to fit the principal
one in his previous productions, is virtually
absent here. The first part — the “twilight

of the gods” of sorts: King Leontes’ (James
Orlando) mind is stricken with jealousy
toward his brother, fast and furious like
the plague. Misfortune instantly strips the
royal dynasty of all luster: the king hits his
pregnant wife, the latter (Natalie Radmall
Quirke) pushes away her overly active and
restless son (Tom Kohut), the teenager,

whose entire world came crumbling down
in an instant, is throwing a tantrum. The
director gave the parts of the best people —
faithful servants — to dark-skinned actors
(Camillo — Abubakar Salim, Paulina — Joy
Richardson): their innate decency is as yet
stronger than etiquette, which they have, of
course, grasped in full.

In part two — the one with fairytale
miracles that partially repair the ills done
by man — the director allows himself to play
with topicality: one of the scenes resembles
a contemporary talk show, where everyone
is in a hurry to spill all the inconvenient
truth about themselves; another — a rigid
satire on the attitude of policemen toward
migrants (this scene was, apparently, staged
by a Russian director); a third scene is like a
rock concert.

All the stronger is the contrast with the
final scenes, where the air itself seems to
grow thicker, with the miraculous return
of the daughter to her tyrant father (the
anguished look on his face as he peers at
her, recognizing his wife’s features in the
face of that unfamiliar young woman), the
miraculous resurrection of the queen and
the impossible resurrection of the son, who,
nevertheless, appears before his father in
order to forgive him.

“Interior Landscapes” — the latest
production staged by Philippe Genty, his
“Amarcord.” Many of the themes that run
through his work show up here as well.
Here, the famous marionette, who cuts off
her strings and earns her freedom from the
puppet master in exchange for complete
immobility-death, acquires flesh. The
director’s alter likewise cuts the strings of an
invisible puppet muster (or his own past), gets
tangled in the ropes (ancestral curses), frees
himself and even regains the ability to move.
But he becomes scared of the newfound

“The Demon”

“Interior Landscapes”

freedom and hurries to confine himself inside
a cage. The cage crumbles, nearly crushing
its prisoner, and he realizes that freedom
is inevitable. And so he scatters about the
broken pieces of the cages (invisible people
in black neatly pick them up, the broken
pieces melt into the darkness, creating the
impression that the protagonist is virtually
floating in space). His subsequent path —
along an illuminated stairway that hangs
in the vacuum: like Munchausen climbing a
rope to get to the Moon, he reaches a sacred
door that hides behind it a world of fairytale
images and passionate memory. Here is the
first time he gets close with a woman with
an outsized body (exaggerated inflatable
legs that one can get lost in like in a cave;
admittedly, though, the unfortunate beauty
dreams of escaping her own corporeal excess
as well). And meets his own self, growing
among some polyp stalks (who among us is
without quirks). And a haunting childhood
nightmare — exploded chalets in the Swiss
Alps, his and his mother’s escape, the arrival
of robot Nazis. Genty acknowledges his
nightmare and instantly stages an anti-war
pathos, letting his protagonist be approached
by two poor excuses for doctors in the service
of the healing Time, who poke around in the
protagonist’s body in a funny manner and
finally remove his childhood nightmare — a
little burning house.

And love, of course — can’t do without
it. A male shadow plus a female shadow
equals... an invisible demiurge ponders it for
a moment and puts down a giant question
mark. They use that mark to fly up into the
sky (it’s impossible to discern how Genty
works his magic on the perspective), and
then use it again as a failed parachute to
nosedive down, somewhere beyond the event
horizon. If only we could know what awaits
us there, if only...
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