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BAJIEPUV HIAJIPUH

TEHEPAJIBHBII IMPEKTOP
MEXTYHAPOTHOI'O TEATPAJIbHOI'O ®ECTUBAJIA M. A.TT. YEXOBA,
TIPESUIIEHT MEXTYHAPOJTHOV KOHOEJEPALIHM TEATPAJIbHBIX COIO30B, POCCHS

YEXOBCKME CIIEKTAKJIN
OT ATNOHMHM 10 COEJVMHEHHBIX HITATOB

Bor 1 HacTynumm npaspHUYHBIE [HU, KOTAA
Mbl oTMedaeM 150-eTre co Hs pOK/IeHNUs Hallero
COOTEYECTBEHHNKA, BEJMKOTO PYCCKOro MUcaTeNs
Awnrona [TaBnosuya Yexosa. K Gonbuioii pagocty,
Ha Halll MPA3JHUK NPUEXajy U CErofiHs B 3TOM 3aie
coOpanuch TeaTpajbHble PEKUCCEPbI, AKTEpBbl,
[pamMatypru, NpeicTaBUTENN Pa3HbIX TeaTPATbHBIX
npoceccuil, 06LIECTBEHHbIE W TOCYapPCTBEHHbIE

nesrenu u3 30 cTpan Mupa. Mbl GraroapHbl Bcem
MPUCYTCTBYIOLNM 32 FOpsiuee 1 BHUMATEeNbHOE OT-
HOIIIEHNE K HallleMy MPa3JHKKY, OpraHn30BaHHOMY
N0 MHUIMATHBE MeXyHapoHOro TeaTpaibHOro
Yexosckoro cpectuBans mpu nomiepxkke I[Ipasu-
TenbcTBa Mocksbl u [IpaButenscta Poccuu.

MbI cienuanbHO BbIOGPAI MECTOM JIsl TPOBe-
JieHus Hatueit KoHgepeHun nmenHo [Jom [Tauikosa,
MOCKOJIBKY 3/1eCb yacTo ObiBan AHTOH [laBnoBuu.
Ou pabotan B 6ubmmoreke PymsHueBckoro myses
W moOUIT 3TH MecTa, MOoOU CylaTh KOJOKoJa
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¢ MocTa. M1 MHe KaXeTcsi CUMBOJIMYHBIM, YTO MbI
coOpalich CeroiHsl MIMEHHO B 3TOM 3aJle.

Ckaxy OTKPOBEHHO: TOTOBUTb tOOMIell Ta-
KOro yesjioBeka, Kak YexoB, uyesoBeka, TpedoBa-
TEJBHOTO K cebe, CKPOMHOTO M B3bICKATEIBHOIO
BO BCEX OTHOLUEHMSX, ObIIIO HENMPOCTO. M KOHEUHO,
JUTSL HAC TVIaBHBIM ObIIO, MPEXK/E BCEro, CO3/laHue
YEeXOBCKMX CMeKTakyei. Mbl MOMbITAIUCH ClIeNaTh
HECKOJILKO MEXIYHAPOAHBIX MPOEKTOB COBMECTHO
C BEyLMMH MUPOBBIMU PEXKUCCEPAaMU MO TpPO-
3anyeckuM mpousseieHnsM Uexosa, mo ero apa-
MaTypruy, Mo ero muchMaM M JIHeBHMKaM. Bce-
ro moarotosneHo 16 mocraHoBok. Kpome Toro,
MHOTHE MOCKOBCKHE M 3apyOeskKHble TeaTpbl Cie-
JIaJii CBOM YEXOBCKME CHEKTaKJM, U Mbl BCE 3TO
OpraHu3oBaju B 00JblIyI0 mporpammy. YacTb
nporpammsl uaeT B ot U — [Juu A.Il. Uexosa
B Mockse. [lpyras yactb OyjieT nokasaHa B CTO-
JULE B MEPHOJ JIETHEro (ecTHBais. A B TeueHue
BCEro rofia Mbl OPraHU30BalK OOJIbLIOE TYpHE ye-
XOBCKMX CMEKTaKIIel M0 CTpaHaM MUPa.

TypHe HauMHaeTCs C 3aBTpALUHEro JHS.
3aBtpa B YKpaune, B fare, tam, rae ¢ Yexo-
BbIM CBSI3aHO MHOTO MECT, Oy[IeT MOKa3aH CIeK-
Takap YexoBckoro ectuans «Tpu cecTpbi»
B nocraHoBke [leknana JloHHemnaHa ¢ pyccku-
MU akTepamu. Mbl HajieeMcsi, YTO OrpOMHasi Mpo-
rpamMma TypHe OYyleT OXBaTbIBaTb CTPaHbl OT
Snonmn g0 Coemnunennbix IltaroB. Takum 00-
Pa3oM, Mbl MbITAEMCSl MCKPEHHE, He(OpMaibHO
caenaTh MPasfHUK HALIEro MUCATEeNs] BCEMUPHBIM,
NPUBE3TH €ro B Te CTPaHbI, IJIe €ro 3HAIOT, YTYT
1 MO0ST. A 3HAIOT, ICMICTBUTEINILHO, BO BCEX CTPa-
Hax Mupa.

Hamo ckasatb, 4yTo Takas OrpomHas Mmpo-
rpamma, KOHe4YHo, Oblia Obl HEBO3MOXKHA 0€3 yua-
CTHS TIPABUTENILCTB MHOTHX CTPaH, TIPeXkJie BCEro,
CTpaH, IJie TOTOBsTCS 9TH cnekTakiu. Ho, Haep-
HOE, caMmyt0 OOJIbLIYI0 MOMOLLb 1 NOJIEPXKKY BCEll
nporpamme okazano [IpaButenbctBo MOCKBBI.
U 4 ouens pay, yro IOpuit Muxaiinosuy JlyxkkoB
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NPUCYTCTBYET Ha CETONHSIIHEM MPa3fHUKe, MOTO-
My 4TO €3 Hero HeBO3MOXKHO ObIIO Obl 3Ty OrpoM-
HYIO IPOrpamMMy OCHJIUTb. Mbl Takke GarofjapHbl
MunucrepcTBy KyabTypbl. biarogapubt [lepsomy
KaHaly — HallleMy NapTHepy, APyruM HaLIUM map-
THEpaM, KOTOpbIE YYaCTBYIOT B 3TOM IPOEKTE.

Xouy cKazaTb, YTO 0CO00E 3HAYEHUE B CBS3U
¢ Husamu A.JIl. YexoBa B MockBe Mbl NpujaBa-
m koHgepenuun «CrnoBo o Yexose». Ceromus
3/1eCb MPUCYTCTBYIOT M3BECTHbIE IO, KOTOpbIE
ONpEJIENSIOT JIMLO MUPOBOTO TeaTpa; eTeNn Tea-
Tpa, KOTOpbIE MPHILUIA CIOfia, YTOOBI MOKIOHUTBCS
Yexosy, ckasarb cBoe CioBo 06 Anrone Ilasmo-
Buue Yexose. S aymaro, CErofHsLHMII COCTaB
BBICTYMAIOLIMX TPENOJAraeT, YTo Mbl, HAaKOHELl,
YCTBILMM OTBEThl Ha BaKHEWIIME BOMPOCHL: TO-
yeMy YexoB ceropHs Tak BOCTpeGoBaH B Mupe?
[Touemy ero mpowsBefieHMsI 10 CHX TIOp CTaBsT?
W Takum 00pa3oM, 51 HaIelOCh, Mbl 31€Ch CMOXKEM
MOrOBOPUTL M O MHUPOBOM TeaTpe, U 00 AHTOHe
[TaBnoBuue, 1 0 Hac camux. MHe npejcTaBnseT-
csl, YTO, MO BO3MOXKHOCTH, BCE, KTO 3M1eCb NpH-
CYTCTBYET, KTO I'OTOBHUJICS, KTO MCKPEHHE XOYET,
HEMPEMEHHO CMOKET CKa3aTh KaKHe-TO CJIO0BA MPO
Anrona [laBnosuya. Y nepoe cnoBo s xotedn 6bl
npenoctaButh I0puto Muxaitnosuuy Jly>kKKoBy —
M3py MOCKBBI, KOTOPbIl OYEHb MHOTO CiEeJIal s
TOTrO, YTOOBI ITOT MPA3JIHUAK COCTOSIICS.

Cnacub6o!
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IOPUM TYXKOB

M3P MOCKBBI

YEXOB I10-HACTOSAIEMY
JIIOBUJI MOCKBY

Mruoroysaskaewmslii Banepuit MiBanosuy!

MruoroyBaskaemblit Anekcanp AnekceeBuy!

‘YBaxaeMble lambl 1 rocropal

CerojiHst y HAac MPEeKpacHblil Mpa3jHUK, CO-
Opasiumit  37ecb, B MoCKBe, KOTOpPYIO OYEHb
mo6nn  Anton IlaBnoBnuy YeXxoB, BbIIAFOLINX-
csl fiesTeneil TeaTpa Ansl TOro, 4ToObl Mbl MOTIN
BMECTe OTMETHTb 3aMEvaTelbHyl0 faTy — 106u-

Jeil  BeMMKOro THCATens, BENNKOTO YeJoBeKa
1 rymanucTa. OueHb NPUSITHO, YTO MbI C BaMU CO-
Opamuch 3nech, B Jome TTamkosa, unn [Taukosa
(KaK ero mo-pasHoMy Ha3bIBalOT). DTO IOM, KOTO-
peiii moMHuT Yexosa. 3jech OH mucal, 3[eCh CO-
XPaHUIOCh GOMBIIMHCTBO pyKomuceil AHToHa [TaB-
JIOBUYA, 3[IECh HAXOAUTCS HanboJiee TMoHas 4acTh
pykonuceil «Buuisesoro cafa», u Bce 3T0 OKpa-
IMBAET 0COObIM 00pa3oM Hally BCTpeuy 3/ECh,
B [Home IlamkoBa. Anton [laBnoBuy popuics
B Taranpore, u 51 yBepeH, 4To B Gimkaiiiiee Bpemst
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B Taranpore Toxe Oy/1yT NPOXOAUTH NaMSTHbIE Me-
ponpusiTusi, Ho AHTOH [1aBnoBMY — HaCTOSIMIA MO-
ckBud. OH JlaKe B CBOMX MPOU3BEJICHNSX TOBOPHT:
« yxacHo momo6un MockBy. KTo npuBbIKHET
K Heil, TOT He yefieT u3 Hee. S HaBcerja MOCKBUY».
W B cBOMX npON3BEICHNSIX , KOTOPbIE BCE MbI 3HAEM,
oH nostopsieT: «B Mocksy! B Mocksy !»

Hyxno ckasath, 4to oH ccopmupoBancs
KaK BEJMKWI MHcaTeslb MMEHHO 3JleCh, B MOCKBe.
25 sHBapsi Mbl BMecTe ¢ pektopoM MI'Y ycrano-
BUIIM TMAMSITHYIO JIOCKY B TOM MecTe, rjie OyjieT
BBINIOJIHEHA CKYJBNTYPa IOHOTO CTyjieHTa Yexosa,
KOTOpBINl YUMICS M 3aKOHUMI, KCTaTH, 6JIecTsiue,
MOoCKOBCKMII ~ FOCY/JAPCTBEHHBIN  YHUBEPCUTET.
W Tam, nepes; MeAMIMHCKUM (DaKyTbTETOM, CHOBA
nosisutcst AnToH [lanosuy Yexos — cryaent. Ero
CTYJIleHUECKHE TOfibl ObIIM CBSI3aHbI, KOHEYHO 3Ke,
c ero y4yeboil Ha MEMLMHCKOM (hakynbTeTe, HO
OJIHOBPEMEHHO YK€ TOIJ[a OH MUCAN MepBble CBOU
MPOM3BE/IEHNs TOJ] TCEBIOHNMOM AHTolIa YexoH-
Te. Ho camoe rmaBHOe — ye Torjja nposiBUIOCH €ro
ufyliee no BCeil >KU3HU CTPEMIIEHHE OKa3blBaTh
MOMOIIb MPOCTBIM TOfisM, Hapojy. ITocne 3aBep-
weHnst yyeobl AHTOH [laBnoBWY, KOTOPBI MMeN
BO3MOXHOCTb OCTaThC B CHCTEME MPOJIBUHYTOrO
MOCKOBCKOT'O 3[IpaBOOXPAHEHHs!, IONMPOCUIT Hampa-
BUTh €ro paboTaTh Ye3[HbIM JOKTOpOM. [lamblie
copmupoBanack U cama 0OasucHas unocodpus
ero xu3Hu. Micxois u3 aTHX ITMYHOCTHBIX MPHHIMU-
TOB, 3TUX HAYaJ, CIOKUIOCH INTEPATypPHOE TBOP-
yecTBO YexoBa, KOTOPOE TOXKE BO MHOTOM OblIO
CBSI3aHO C ero mpoceccueri.

3ameuaresbHO, 4TO MbI 0T™MedaeM 150-neTne
co s poxpenns Antona [lapnoBuya BHeouepes-
HbIM UeXOBCKUM (hecTuBaeM, KOTOpbIl OyneT
B JIEBATbIN pa3 npoxoauTb B Mockse. IIpoxonuTsb
B PeXMMe NPOJOHTMPOBAHHOTO JIEHCTBA: 3TU JIHI
U JIETHUE IHU OYYT IHAMU Y€XOBCKUX MPA3/JHUKOB.
A cam YexoBckuii (hecTUBATL CTal MOATBEPK/E-
HUEM TeX Hayal T'yMaHHW3Ma M TeX HPABCTBEHHbIX
NPUHIUIOB, KOTOPbIE SBISIOTCS HE3bIOIEMbIMI
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JlaXe BO BpPeMEeHa MOIIHbIX MpeoOpa3oBaHuil, Kor-
J1a MPOMCXOMNUT MEPECTPOiika BCEro, KOrjaa u TeaTp
BOCMPUHIMAET HOBbIE TEHJCHLNN, TbITAETCS MX
ocBouTb. OfIHAaKO 1 TeaTp, U BCE Mbl BCErja BO3-
BpaiaeMcs K YexoBy — K KIlacCHKe, KOTopast HeceT
B ce0e MPUHIUIBI, OUEHb BaXKHbIE JIS UesoBeve-
CKOro 00IIeCTBa.

[TonBonst Kakme-TO UTOrM, MOKET ObITh, TPO-
MEKyTOUHbIE U MpE/iBAPUTENbHbIE, Mbl TOBOPUM
0 YexoBckoM (hecTuBane Kak 06 OTHOM U3 BasKHbIX
3HAKOBbIX COOBITHII B TEATPANILHOI XU3HN CTPAHbI
n mupa. 400 cnekrakneir u3 36 crpaH OblmM mO-
KaszaHbl B pamkax YexoBckoro cpectuBans — 3TO
MOLIHBIA KYJIBTYPHbI TEATPAJIbHbIA MOTEHUMAT.
W mbl roBopum 0 copeiictTBun Mocksuueii, [1pasu-
TeabcTBa MOCKBBI 3TUM Tpoueccam. JTo copeli-
cTBUE 6a3upyeTcs Ha OYeHb MPOCTBIX MPUHIMMAX:
00pa3HO roBOpsl, Mbl CTPOMM 3PUTEIbHbIN 3a71. Mbl
MIOMOTaeM CO3/[aBaTh YCIOBUS 7Sl TOTO, UTOObI Te-
aTp paclMpsncs, pa3BUBAJICA U yBeJIMUMBall CBOI
MOTEHIMaN, 4yToObl Ha CLEHE MOXKHO ObIIO CBO-
00JIHO TOKa3bIBaTh TO, YTO CUUTAIOT MPABUIBHBIM
1 HEOOXO[MMBIM HAIIM TBOPIBI, HALIM XYJOXKe-
CTBEHHBIE JIHJIEPhI.

B nocresiHue rofpl, HECMOTPS HA TPYIHOCTH
KPU3MCHOTO MEPUOJiA, Mbl BO3BO/IUM B CTONUIE 1O
JIBa TeaTpanbHbIX 3[jaHus B rof. M ato paspurtne
TeaTPabHOI 0a3bl MOMOraeT YKpEemuTb MO3ULUU
TeaTpa, KOTOpble B MEPECTPOeHHbIE BPEMEHa MOJI-
BEpranuch 60MBIINM COMHEHHSIM: KaK TeaTp yaep-
kurcs B 3ToM Hanope CMU — nH(opMaLuoHHbIX,
TENeBU3MOHHbIX, MHTEPHETOBCKUX M TaK janee?
Sl yBepen: ypepxutcs! M Bcerma OymerT HecTH
B cebe Te TYMaHHCTHYEcKue 0Ga3lCHble e, OT
KOTOpBIX Haile OGILIECTBO, ECIN OHO XOUYeT UMETh
NEepCreKTUBY B KU3HM, HUKOTJA HE OTKAXEeTCs.
Cnasa Yexosy!
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AJIEKCAHJIP ABJIEEB

MUHHUCTP KYJIbTYPBI POCCUICKOV GEJTEPALIAN

OJVH U3 JIYYIINX [PY3EN POCCUN

Hauvasmmiics 2010 rom, KoTopblil mpoiieT
noy 3HakoM mamsT 06 Antone IlaBnoBuue Ye-
XOBe, MMeeT 0co00e 3Ha4YeHHe Ml POCCHICKON
1 MupoBoit KyJbTypbl. [Tponssenenns A I1. Yexosa
nepeBefieHbl Ha IeCATKH A3bIKOB. Ero mbecbl — He-
MPEeMEHHas YacTh TeaTPaNbHOro penepryapa B AH-
riun, paniun, lepmannn, CIIA, Kurae, SInonuu,
Bpasunuu n Bo MHOrMX fpyrux crpaHax. I'epoes
YexoBa CUMTAIOT 32 4eCTb MIPaTh BbIIAOLIMECS

[paMaTHYeCKUe aKTepbl PasHbIX CTPaH M KOHTH-
HeHToB. BimsiHne YexoBa Ha MUPOBYIO KYJNbTYpY
orpoMHo. Ero MHTOHaUMM pycckoro MHTEJIMIEeHTa
YrajIbIBAlOTCS BO MHOTMX MPOU3BEICHUAX KPYIHE-
umx nucateneit XX Beka.

YHukanbHbli mucatesb AnToH [Tasnosuy Ye-
XOB CO3/1aJl NPON3BEEHNS, HA KOTOPBIX BBIPOCIIO
HE OJIHO MOKONeHne poccusH. Ero kuurn conposo-
KJIAIOT HAC BCHO XKM3Hb — HaunHas ¢ «Kamrranku»
n «Banpku 2KykoBa» M 3akaHumBas «BuiiHeBbIM
caioM» n «Hepecroii». B Hamm aeTckue v HO-
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IIECKKE TOfibl UTEHNEe IOMOPHCTMUYECKHMX paccKa-
30B M3 3HAMEHUTOrO 3eJeHOro 12-TOMHHKA ObILI0
JIy4LIMM JIEKapCTBOM BO Bpemsi 0ose3Hu. Ero 3Ha-
MeHuThle (pasbl «KpaTkocTh — cecTpa TanaHTta»,
«B yenoseke Bce JIOMKHO ObITh MPEKPACHO...»
U MHOTME [pyrMe [aBHO CTalu HapOJHbIMU
acpopuzmMamu.

B Poccun mo60Bb K Yexoy ocobast. Yexos —
TnicaTesb, KOTOPbII ymeer YCTIOKOUTD
U MOJIEPKaTh, KOTOPBI JAeT MOHSTh, YTO KU3Hb
yeJIoBeKa BayKHA M IIEHHA cama 1o cebe, gaxke 0e3
BEJMKUX TOABUTOB M (PUIOCO(CKUX HMCKAHUI.
[To mpowecTBuu 150 7€T co JHA €ro poxjeHus
KaKeTCsl, UTO OH 3HAJI O HAC, CETOJIHSIIHIX, 60TIbIIE,
yeM Mbl camu. [ToHnmai, yTo Hac Gy/IeT TPEBOXKWTD,
4TO MbI Oy/IeM NepeKnBaTh 1 O YeM GECTIOKOUTHCS.
Ero pacckasbl i ibechl cerojiHs 60see COBpeMEHHbI
1 aKTyaJbHbI, YeM KHUTY MHOTMX JKMBYIIMX HbIHE
nucareneil. [loaToMy OHM Tak MNPUTATMBAIOT
pexuccepoB, U HU ofiuH TeaTp B Poccun He MoxeT
NpONTH MUMO Tpou3BefieHnit Yexosa.

Poccus  roToBUTCS  JIOCTOMHO — OTMETUTh
150-neTre co HS POXJEHUS BEJMKOTO MUCATENS.
B coorerctBum ¢ Ykazom Ilpesusenta PO
n Pacnopstkennem IlpaurensctBa PP Mun-
KynbTypbl Poccun coBMECTHO € pyruMm BeoM-
CTBaM# TOJFOTOBUIO M Peanu3yeT psiji KPYMHbIX
fo6uneiiHbIX MeponpusTil. Cpean HUX — OTKpbI-
te namatHuka A.Jl. Yexosa B PocToBe-Ha-[loHy
u cKynenTyphl «Yesnosek B (yTtaspe» B Taranpo-
re, lnm A.Il. YexoBa B Mockse, MexyHaposi-
Hble KoH(epeHuun «CioBo o Yexose» n «Hexos:
B3y w3 XXI Beka». B Taranpore, Ha pojune
A.Il. YexoBa, cOCTOMUTCS OTKPBITUE HOBOH MY-
3eitHoi  akcno3uuuu  JlutepaTypHoro  Myses
AIl. YexoBa «A.l. YexoB: pomHOMy ropomy
n mupy»; npoityt IV kunodopym «Ha popune
AI1. YexoBa» u VII MexayHapopHblil TeaTpaib-
Hblii ectuBans «Ha pomune A.IL. YexoBar.

B pamkax ro6uneiinbix Topxkects B Mockse

cocTosATcsl pecTuBanb TeatpoB Poceuu  «Yaii-
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Ka» u IX MexjyHapoaHblii TeaTpanbHblil e-
ctuBaib uM. A.I1. Yexosa. B mocnennem mpumyt
yuactue MockoBcknit Xy10XKeCTBEHHbI TeaTp
nm. A Il. Yexosa, «Jlenkom», Teatp um. Moccose-
ta, Teatp um. Esr. Baxtanrosa, reatpbi u3 llseiina-
pun, l'epmannu, ®panunn, Mcnauun, benopyccuu
1 IPYTHX CTPaH.

Topbkuii mucan o Yexose: «OH — ofiuH U3 1y y-
mmx fpyseit Poccun, ipyr yMHblIit, Gecrnpuctpact-
HBbIi1, TIPaBAMBBIIL, IPYT, TOOSLIMI ee, COCTpajato-
il el Bo Bcem». CBeTniasi MaMsTh O BEJIUKOM
nucarene-apyre Beerga OyaeT XuThb B Cepiiliax ero
OnaropiapHbIx uuTateneil. Begp st Poccun mure-
paTypa 1 KyJIbTypa — IefiCTBUTENIbHO, YaCTh HALK-
OHANILHOM CY/bObI — 1 B TIPOLLIIOM, ¥ B HACTOSILLEM,
W, HAIeloCh, B OY/yLLEM.
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[IETEP IITAVH

TEPMAHHUA

BIIATOJAPS YEXOBY
OCOBHAEIIb COMHUTEJIBHOCTb
CBOETO CYIIECTBOBAHNS
Ckpowmueiimii  yenoBek AHtoH [laBno-
BUY, KOTOpPOro  ['pUropoBuuy  MpUXOJMIOCH

HacTOMYMBO yOEXjaThb B TOM, YTO OH MHCa-
Telb, HABEPHOE, MEPBbIM HACMELIMBO 1 C €[IKOM
MPOHHEll PaCKpUTHKOBAI Obl Halle MEpONpHUsTHE.
«Tpeckyune» peun B 1M06OM HX MpOSIBICHUH,
B OCOGEHHOCTM  BBICOKOMApPHbIE

peud  poc-

cuiickoro obpasua, Obuin anst Yexosa, He pa3

BBICMEMBAIOIIEr0 KX B CBOMX MPOM3BE/ICHUSIX,
0COOEHHO HempusiTHbI. V1 OH, BEPOSITHO, UCTBITAI
Obl MYYHTEBHYIO HEJOBKOCTb OT BCEX TIPOM-
KHX CJIOB, KOTOpbIE 3[IeCh MPOU3HOCATCS U OyAyT
ele MPOM3HOCUTHCS. Bo3jBuraembie B ero 4ecTb
MaMSITHUKM, I YBEPEH, OH BOCHPHHSUI Obl Kak
TSDKKOE  Opems,
cs Ha ero morminy. OH He MOr 3HATh, YTO, PO-

«C  TPECcKOM» 00pylIMBLIEe-
JWBIUACL B [ICBATHAJLATOM BEKE, OH CTaHET

BaXKHEHIINM ~ aBTOPOM [Isl  BeKa  JIBA/LATO-

ro, OKaXeT OrpOMHOE BIMSHME Ha JesTeneil

HCKYCCTBA.
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Tak Kak s yenoBek TeaTpa, To KOCHYChb TOJIb-
KO TeaTpajbHbIX aCMEKTOB YEXOBCKOTO HACIE/IHs.
Ecmm, KaK Mbl cudTaeM, ApeBHUE IPeKu U306penn
teatp, a lllexcnup B anoxy Bo3poxjenus Bmecre
C JpamaTrypramy-eln3aBeTHHIAMI CO3/jal HOBBI
Tin Teatpa s HoBoro Bpemenu, To Yexos — ipa-
MaTypr, KOTOpbIAl C/Ieal BO3MOXKHBIM CYILECTBO-
Banue Tearpa B XX Beke. OH cO3[1a THI [pambl,
OCHOBBIBAIOLLEHCS HE Ha Cy/bOe OJHOro Kakoro-
TO Teposi, a Ha Cyib0e M B3aMMOJIEHICTBUM TpyM-
nbl feiicTBytoumx . OH BBel B [IpaMaTypruto
ompefieJieHHbIE, 0Ka3aBILUNECs! BIOCIECTBUN OUYEHb
BaHbIMU it XX BeKa MPUHIMIBI KOMMO3UILNH,
nmerome O0nblee OTHOLIEHHE K My3bIKe, YeM
K nmreparype ero Bpemeru. CTPyKTypy ero Kom-
TO3ULMI OTIPENieNsiin JeNTMOTUBbI. OHM MPOHU3bI-
BAIOT €ro Npo3y, ero nbechl. OT/ebHbIE JMEMEHTbI
B 3TUX MbECaX BKINOYAIOTCS M CPabaThIBAIOT OIUH
3a JIpyruM, Kak HeKHe MUHU-JpaMbl, 4TO OCO-
OEHHO XOpoLIO 3aMeTHO B «BuIHEBOM cafe».
Oty dopmy BrocneacTsuu, B XX Beke, MCMOJb-
30Bail M Pa3BUBAM MOUTH Bce 0e3 MCKIIOUEHUS
aBTOPBI.

Bce onm — u mnucaTenu-npo3auku, M Tea-
TpallbHbIE JIpamMaTypru — B TOI WM MHOW cTemne-
HU OmupaioTcs Ha OTKpbITHs YexoBa. DTo Ka-
CaeTcs M aBTOPOB, CO3/aBABLINX TeaTPalbHbIE
TEKCTbl COBEPIIEHHO JPYTOro XYH0XKEeCTBEHHOTO
tuna. Hanpumep, a6eypmuct bekker Toxe co-
npukacaetcst ¢ YexosbiM. M 3Ta uexoBckas yHu-
BEpcajlbHas PAa3HOCTOPOHHOCTb BIMSIHUIL  SICHO
MOKa3bIBAET, 4YTO MHOTOJIETHEE  CTpeMIIeHne
B Poccun yTBEpIUTHL €ro TOJBKO B KauecTBe 00-
pasloBOro aBTOpa B JlyXe COLMATMCTHYECKO-
ro peanusma ObIIO OJHOBPEMEHHO M HEBEPHO,
1 BPEJIHO.

Kpowme Toro, st Hac BaXHO, YTO HE TONBKO
€ro NpOU3BEICHNs, HO U CaMa ero JMYHOCTb, ero
TMOBEJIeHHe

clenanm  BO3MOXKHOI  PEBOJIIOLMIO

B TEaTPalbHOM HCKYCCTBE, OCYIIECTBICHHYIO

XynoxecTBeHHbIM TeaTpoM 1 CTaHUCIABCKUM.

Cnoso o Yexose / 2010 / A word about Chekhov

Sl xoren Obl yxXe, COOCTBEHHO, Ha 3TOM
3aKOHYNTb, HO TMPEXJE CAeNal JUYHOe [MpH-
3HaHWe: JJIsI MeHs 3aHuMaThcs UeXoBbIM ab-
COJIIOTHO HEOOXOMMO JlaXke B IUIaHe 3a00ThbI
0 CBOEM 3JI0POBbE. 51 UMTAI0 CaMbIX Pa3HbIX aBTO-
POB, MHOTHE U3 KOTOPbIX I0BOJILHO CHIILHO HA MEHS
JENCTBYIOT. Y HUX s HAXOXY BELM, 3a/leBalolye
MeHs myHo. Ho YexoB Bcerya ujeT Ha 1mar jaib-
we. HpaBcTBEeHHbIN MMIYJILC, HPABCTBEHHBIN T10-
PBIB, BbI3bIBAaEMbIil Ipon3BefieHusMK YexoBa (pac-
CKa3aM1 HUYYTb HE B MEHBLLEI, €Cli He B GOJIbLIei
CTEMNeH!, YeM TbeCaMu), 3aKJI0YaeT B cebe HeuTo,
r1y60KO Te6s TpeBoKaLlee, CHOBA U CHOBA CTAJIKH-
BAeT C OCHOBHBIMHU, MPUHLMMUATBHBIMI BOPOCAMHI
ObITHs. BbImo Obl MpeyBeanyYeHneM cKasaThb, YTO
ThI CTAHOBMIIBLCS IPYTUM YeTIOBEKOM, unTas Yexo-
Ba, HO, N0 KpailHell Mepe, Onarojiapst eMy Thl 0CO-
3Haelllb COMHHUTENBHOCTh CBOETO CYIIECTBOBAHUS
1, TJaBHOE, MOJyyaellb MMIYJIbCbl M CHIIbI JTIst
TOro, 4ToObl ClleJaTh HEYTO, He MO3BOJISHOLIEee
TOMY, UTO Thl CaM OCO3HAeIllb KaK OIMOKY , OJHO-
CTBIO MOTTIOTUTH TeOS 1 06peyb Ha rHbeb.

Bnaropapto Bac.
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IIMUTPUI KPBIMOB

poccud

EI'O CKEIITUYECKOE INEHCHE
B 3PUTEJIbHOM 3AIJIE

Jo6pbiit neHs! Mbl ceityac BbIMycKaeM Mpe-
Mbepy mo A.Il. YexoBy (Hajetoch, MHOIME U3 Bac
NpUJYT CErofiHsl ee MOCMOTpeTh). [loatomy, B cuiy
NpeieNIbHON MOTPY>KEHHOCTH B MaTepual, y MeHs
or YexoBa B rosoBe Takoil cymOyp, uTO TPYIHO
BBIMVIABUTH M3 HEr0 UTO-TO LEJbHOE U CBSI3HOE.
OTO BCe PaBHO YTO CMPAIINBATDL Y FOPHONBIKHIKA,
KOTOPBIi 3aKaHYNBAET CIIATIOM U POXOJUT NOCTIEN-

Hie (pIakKy, 4TO e OH JlyMaeT O FOPHOIBIXKHOM
criopte. Y HEro BeTep B yIlaxX, INa3a 3aCTHIAIOT
CHEXXMHKM... Y MeHs ceituac Yexos accouunpyercs
TOJBKO C TEM, UTO He TPUBE3NH AOCTATOUHOrO KO-
JIMYECTBA COJIIATCKUX CAror, He MPUOUIN MANouKy
Tam, Tfe JOJXKHbI ObUIM MPUOUTH, HE JOKPACHIH,
He floMas3anu... Buepa akrtep mimoxo cebs vyB-
CTBOBAN — MpUAeT 1 oH ceropus? JloGoit TeaTp
B Y€M-TO MOX03K Ha CyMacLIe/[IINii oM, a Tem 6oTee
TaKOil MacIITaGHBII MPOEKT, Kak «Tapapabymousi»,
32 KOTOpbII $ oOuveHb OnarojjapeH Baneputo
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Wpanosuuy lagpuny. baarogapen 3a To, 4o oH
Mo3BaJl MeHsl M Hac BceX, Haml Teatp — «lIkomy
IPaMaTHYecKoro UCKYCCTBA».

M y mens ceituac UCKpeHHssl O1arojlapHoCThb
YexoBy faxe 3a BCe 3TH LIHYPKH, Ma3u, KPackKu,
IBO3/IM M Kanpusbl akTepoB. [ToTomy uTo Kaxblii
JIeHb, TIPUXO/IS HA PENETHULHIO, s TIOHUMAJI, YTO MbI
JieiaeM, TIpeskjie BCero, nofapok YexoBy, Mogapok,
KOTOPBIil, MOXET ObITb, EMY COBCEM Obl HE MOHpa-
Bunics. Ho paGoTtaem Hajl HUM ¢ Takoil Bcemnorso-
1aroieit Mo6oBbo K UeXoBy, K 3TOMY BBICOKOMY
4esoBeKky, OOJbHOMY, CKDOMHOMY, CUMIATUYHEN-
LIEMY, UTO ECJIM XOTb HEMHOKKO 3Ta JII0O0Bb Oy/IeT
MPOCBEYMBATH B HALLEl MOCTAHOBKE, TO 3TOTO YK
JIOBOJIBHO...

Sl ¢ Tpemetom pymato, uto Obl UexoB cka-
3a1 0 Hamwem cnekrakie. Cro zer mporuno,
1 MOYTH HEBO3MOXKHO MPEJCTABUTH, YTO YENOBEK
13 TOIl 3MOXMU JyMaeT, TSy Ha MPOU3BECHUS Ha-
1ero BpeMenn. Ho mouyemy-To s 4acTo co cTpaxom
TMPEJICTABIISIO €ro CKEeNTUYECKOe MEHCHE B HalleM
3PUTENBHOM 3ale...

B Hawem criekTakine 3aHATbI TAHLOPbI OpeiK-
naHca. 2KuByT onu B IlogmMocKOBbe, 3aHMMAIOTCS
cBoMMH TaHUamu. [lo3aBuepa OHM, HaKOHell, pe-
LIMIM Y MEHS Y3HATh: a KAKOro aBTopa, COOCTBEH-
HO, Mbl urpaem? 5l UM Hayan OOBACHATB, YTO 3TO
ClieHa, r/ie yyacTByIoT fAua, ciyru. Buxy B rnasax
HemoHnManue. Torma st Copocuil: «A Bbl YMTAIN
“Bummnesbni can” Yexosa?» Otseuaror: «Her».
5] Tak Gbl1 MOpakeH, YTO Hayasl NepecKasbIBaTh UM
neecy. «[loHnmaere, — roBopio, — Tam MpUe3XKaeT
KEHILMHA B CBOIO POJIOBYIO YcajibOy, a ycaubOy
MPOJIAIOT 3a 101TH... OHa KaK Obl 3HAET O MPEfCTOS-
1efl MpofiaKe 1 He 3HAET, HNYEro He XOueT 3HATh,
HUYero He jenaet..» OHM CIpAalIMBAOT: «A mO-
yeMy HUYero He jemaet?» Mbl yac mMporoBopuiy,
1 TaKOM B UX IV1a3ax Obl1 HEMOAJENbHbII HHTEpec!

$1 BCIOMHMI, YTO paHbLIe Y3Ke CIbILIAT O TOM,
KaK B TIOpbME HHTEJJIUIEHTHbIE 3aKJIIOYEHHbIE
NEPECKa3bIBAIOT YTOJNOBHUKAM POMAaHbl, KOTOpbIE

Cnoso o Yexose / 2010 / A word about Chekhov

OHM YMTANM Ha BOJIE, 1 TEM CaMbIM CMAcaloT cebe
KU3Hb... VI mojtymMan, 4ro, no kpaiHeil mepe, ye-
ThIpe Beuepa TaKUX pacckasoB (ecmu He faii bor
CITyuYUTCS TIOPbMA) MHE OOecreyeHbl. 51 Mory npax-
THYECKU HAU3YCThb NepecKas3aTh «BulHeBblil ca»,
«Yaitky», «[Isuto Banto» n «Tpu cectpbi».

Sl cammkoMm 3a MHOroe GeCKOHEYHO Giaro-
napeH YexoBy, 4ToObl YMECTUTb 3TO B KPAaTKOM
«Cnose». Moil HU3KHII TIOKJIOH, C JIF000BLIO. M3-
BUHNTE, UTO 5 JOJKEH MITH peneTupoBaTh Yexosa.

Crnacu6o 6ounbloe.
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TMIEKJIAH TOHHEJIJIAH

BEJIMKOBPUTAHUS

Y BPUTAHIEB BblJT M ITPOAOJIKAETCA
BYPHBIN POMAH C YEXOBBIM

Tl MeHst GonbIliasi 4ecTh ObITh 3/IECh CErof-
Hsl ¢ Bamu. [I71st MeHsl 3T0 OueHb TporaTesbHblil MO-
MEHT, U 51 OJlarojjapeH 3a MnpurjaiieHue. Briepsbie
s BCTPETW/ICS ¢ YeXOBbIM B TPUHA/ILATH JieT. B Ma-
neHbkoM ropopike Vinmnre noyy JIoHaoHOM, /1€ 4 Bbl-
poc, 6bL1 ModuTeNbeKuit TeaTp. M Tam Gblna moou-
TeNbCKAsl TPYMIA, He OYEHb OTITMYABLLASCS OT TPYHIIbL
B LIeKcMpoBcKoM «CHe B JIeTHIO Houb». To, yero
1M He XBaTalo B TEXHUKE, OHM BOCTIOJTHSIIN 3HTY31a3-
MOM. DTH COBCEM OObIYHBIE JTFO[I YACTO UTPAIIHN TTbe-
cbl Yexosa. S B nepsblit pa3 yeupen «[sto Baxo»
B WCTOJHEHUM TeX, KTO JHeM ObUI MeficecTpa-

MH, paboramn B MarasuHax M T.J. OHM  ObLH

COBCEM  OOBIYHBIMH  JIIO(bMA  C  HEOOBIYHOM
crpacteto K Yexoy. Ilocne cnekrakneii Mbl co-
Oupanuch 1 roopum o Uexose. Mbl BIroOHIICH
B «mpeto YexoBa». Ha camom pene y OpuTaHues
¢ YexoBbIM OblT M MPOAOIKAETCS OYpHBIN POMaH.
MBI iymManu, 4yTo 3TO BCE O MPEKPACHBIX, 61aropoji-
HbIX JIFOJISIX, )KUBILIMX B Poccun.

Ceiiyac, ornsiibiBasiCh Ha3zaj, s MOHMMAIO,
HACKOJIbKO Ha 3TO BujieHMe YexoBa MOBIMsIA
«X0JI0/iHas BoitHa». Ham kazanock, yto Obliu npe-
KpacHbIe TeIlIble JIOfM, KOTOPbIE CUACTIMBO XKUIN
B CBOMX ycajib0ax, MOKa Y>KACHbIE COBETCKHE He
3aXBaTHIM BJAACTb M HE BBILUBBIPHYIM uX. [lozxe

g cam npuexan B Poccuto, a umMenHo B Mockay,
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M Tak 25 JeT Ha3aj Hayajcs MOWl JIOJITHil poMaH
C Ballell CTPAHOI U PyCCKUM TEATPOM.

Sl Havan Oonee BHUMATENBHO YMTATh
0 YexoBe u — ocobeHHO — ero mpo3y. Uuras
4EXOBCKHE PaccKasbl, 51 yOEUICs!, 4YTO COBEPIIEHHO
HempaBuibHO — moHuMan — Yexosa.  Pacckasel
3aCTaBUIM  MEHSl JIyyllle TOHSATh YeXOBCKYIO
Mo60Bb K YEJOBEKY M €llle TO, UTO ero B3MJISA —
OTHIO[Ib HE HeXHbII M Mmarkuii. Ero B3rmsg —
9TO OCTPbI B3MVIA] Bpaua co ckaibnenaem. Ho
CMOTPHT OH C M0O0BbI0. M B 3TOM HET HU crefia
CEHTUMEHTANLHOCTH. JTa crnocoOHocTh Yexosa
0e3 VM3MMIIHeH CEHTUMEHTANbHOCTH  JHOOMTD
CBOMX TIepoeB KaKeTCsl MHE 3aBOpaKMBaroLlei
n  wokupytomeii. OH  XOpowmo  rOBOPHUT
o Bepumnune. MoxHo, Hanpumep, BIOONUTHCA
B Bepumnuna, B ero ¢unococTBOBaHMS.
N B TO Xe Bpems, eclu Mbl BIyMaemcs, TO
TOfIMeM, UTO 3TOT camblii 00asTenbHbIi Bepiumnna
OCTaBUJI CBOMX O€HBIX Jouepell Ha MomeveHne
HEYPaBHOBEILEHHO 1 CyMLMANBHON MAaTEPU.

YexoBckue JIOAM HE XOpolIMe M He MIo-
XHe, OHM — KaK Mbl: CMEIIeHHe pasHoro (s Obll
U TIpoflofKalo  ObITh  OLIEJOMIEHHBIM — 3TUM
acrektoM BocmpusiTis). Ho korpa Mbl cHOBa
CMOTPUM Ha HHX, Mbl MOHMMAEM: JIEJI0 COBCEM
He B TOM, U4TO 3TH IIOJU TEMHbIE, HET, (haKT
B TOM, UTO OHH — KaK Mbl.

Sl nymaro, ofHa M3 Beleil, KOTOPYK 0CO-
OeHHO packpbiBaeT YexoB ¥ KOTOpas AENaeT ero
TaKUM aKTyallbHbIM IS HAC, — 3TO Hama (heHo-
MeHallbHasi, Halla OrpOMHAsi CIOCOGHOCTb K ca-
MooOMaHy. M1 OH CMOTpUT TIpSIMO B CEpALEBUHY
9TOr0 I00pOBONILHOrO camoocsennenus. Muoraa
c tomopoMm. Tak, ApKajiHa TOBOPUT, YTO OHA aK-
TpUCa, a He MUJIIMOHEpIIA, KOTjja y Hee MpOoCsT
py6ib. B To Bpems Kak 06paTHOE 3asBIEHUE TaKXKe
MOXET ObITh MPABJOil: HA CAMOM JleJle OHa CKopee
OaHKMp, HEXXean akTpuca. MOXHO ¥ Tak MOCMO-
TPETh Ha ApKajiuHy.

Mue kaxercsi, YeX0B MHOrOMY MOXET Hac

HAay4lTb, OCOOEHHO B HAIEM BUPTYalbHOM MUpE.
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Ecte B YexoBe 4YTO-TO Takoe, IJIaBHOE, — €ro
yyacTHe B 3KM3HM W TPaBAUBOE TNPHUCYTCTBUE.
YexoB coBceM He COCPEIOTOUEH Ha XYI0XKECTBEH-
HOM BHJICHMM OKPYXKAIOLIEro MUpa — 3TO Hempa-
BWIbHO. MHe Kaxercs, Hao00poT, 4TO BEJINuMe
YexoBa KpoeTcs B €ro CMHUPEHHOM BHUMAaHUU
K JIIOfISIM, O KOTOPBIX OH MHUIIET B CBOMX PaccKa3ax
U mbecax. B ToM, 4To OH BUUT HAC TAKUMHU, KAKUe
MBI €CTh Ha CAaMOM Jiefie, B CBETe, TOJI0OHOM CBETY
OT MKOHBI: OJHOBPEMEHHO CTPOrOM M ITIOOSILEM,
HO, TJIaBHOE, — MPOHKMKAIOLIEM HaM B CaMoe CepILe.

OueBuyiHO, yTO caM YexoB MHOro pas3 00-
MaHbIBan ceOsi. MeHsl Bcerjja BeceNuT, Kak MHOIO
CHIT OH MOJIOKMIT HA TO, YTOOBI NEPEBE3TH CEMbIO
B CBOW IoM B MennxoBo, 1 Kak CKOpO eMmy NpHu-
LIOCh MOC/Ie OKOHYAHMS CTPOMTENbCTBA U MPHUE3/a
CeMbHU yexaThb B TIUTEJbHOE myTeruecTsue no Poc-
cuu... OH yexan TMpakTUYEeCKH Cpasy Tocje TOoro,
KaK CTOJIKHYJICSI ¢ HEOOXONMMOCTBIO JICNIUTh JIOM
C pofHbIMU. MHOTHME €ro JJUTeNbHbIE CCBHUIKA
ObUTH BBI3BAHLI, KOHEYHO, 00JI€3HBIO, HO, MOXKET
ObITh, TAKKe U IPYTUMH BELIAMA.

B mo6om ciyuae, 1 4yBCTBYIO, UTO MPOLUEN
OOINBLLION MyTh C TOTO MOMEHTA, KaK BIEPBbIE TO-
Berpevancs ¢ «Jlsneit Baneit» B MCMOJHEHNH J1aBOY-
HuKOB 13 Minnra. 3aptpa Haum «Tpu cecTpbl» eayT
B Snty. Y 910 MEHS OUeHb TPOraer.

MHe KaxeTcs MHTEPECHOW MbICIb BHETb
Bpaya YexoBa elle 1 yXOBHbIM 4elloBeKOM. B Hatu
BUPTYAIbHbBII BEK, KOT/Ia MHANBUYAIN3MY MOKJIO-
HAIOTCS Kak 00Ty 1 HOBbIE 6J1ara moMOratoT Ham OT-
JATSATBCS IPYT OT APYTa, & BUPTYaJbHas BCEICHHAS
MHTepHeTa MpoBOLMpPYET Pa3BUTHE OJIEPXKUMOCTH
CaMUMHU COOOI BMECTO JKUBBIX JIMYHBIX KOHTAKTOB
C JIpyruMU J10IbMH, YeXOB CBOMM HEOOBbIKHOBEH-
HbIM BHMMAHMEM M TPUCYTCTBHEM B HACTOSLUEN
SKU3HM TOMOTaeT HaM MOHSTh, YTO, BO3MOXHO,
BEJIMKAs lyXOBHOCTb 3aKII0YAeTCs UIMEHHO B TOM,
4TOOBI BUIETH CE0S U IPYTUX JIOfIeN TaKUMU, KaKne
Mbl ecTb. M B pesynbrate, n ¢ boxbeit nomoupto,
ObIT TOOPLIMHU IPYT K APYTY.

Cnacub6o.
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BOI'TAH CTYIIKA

YKPAUHA

B ET'O IPAMATYPI'MU ECTb
YTO-TO BOXKECTBEHHOE

[llaHOBHYM MaHM ¥ MaHOBE, JaMbl M TOCMOAA,
JIefIY ¥ JKEHTIbMEHb! !

S mymato, 4TO TeM M3 PEXUCCEPOB, KTO ellie
He cTaBus YexoBa, HaJlo CPOUHO K HEMY 0OPaTUTh-
csi. bes Yexosa He CyllecTBYeT COBPEMEHHBIN Te-
aTp, ¥ aKTep, He ChIFPABIINI B YEXOBCKUX MbECax,
s yMalo, He CJlelaeT HUKAKOro Mporpecca B CBOeM
uckyccte. AHToH [laBnoBuy YexoB TecHO cBsi3aH

¢ Ykpaunoii. Ectb Takoit ropon — Cymsl, T/ie Xuiam
cectpbl JIuHTBapeBbl (TpU cecTpbl, KcTaTn). Ye-
XOB Mpue3:Kal K HUM Tyjia. OH 00U yauTb pbioy
U, KOorja BepHylcs Tyja nocie Beneuun,
TO B CBOeM JiHeBHMKe 3amucan: «Kakue Beneuyn
MOTyT cpaBHUTbCSI ¢ peukoit Ilcén». Tam moxo-
poHeH ero Opar Hukomail, XyA0XHHUK, yMEpLIUil
monofibiM. Tam, B Cymax, pomunach uaest «Tpex
CECTEP», TaM BO3HUKIIA UIEA «,Hﬂul/l Banw»...

Mhe MPUKOCHY ThCS
K Apamarypruu Yexosa: st urpan Tpennesa, urpan

NOCYACTIMBUIIOCH
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Wpana [IlerpoBnua Boiinuikoro, YeOyTblknHa
nJleGenena. [ToMmHIO HalIEro BEJMKOr0 YKPaMHCKOTO
pexuccepa Cepres Bnaammuposnua [laHueHko,
Kor/a oH ctaBun «/Ismo Banto» u MeHst npuraacun
Ha pounib MBaHa ITetpoBnua Boitnuukoro. Mue Torja
Ob110 37 net, a asne Bane — 47. On rosopurt: «Hy,
s HEe 3HAI0, CyMeelllb JIM Thl ChITPaTh 3Ty POIb.
Thbl HEMHOXKO CHUMAEIIbCSl B KMHO, Thl UTpaelllb
HETJIOXWe PONMM B TeaTpe... XOpOLINe peleH3nn
npo Tebs MUIIYT, HO Thl BCE BPEMSI KPYTHILILCS
IJIe-TO TOBEPXY. A BOT CyMmeelllb JIM Thl MOHSTh
rayouny  Boiinuukoro?  CocrostHue, — Korua
4eJIOBeK MPOCHINAETCSI, OMyCKAeT HOTU C KPOBATH
1 IyMAeT: a 4To e s caiesIan B 3Toi Xu3Hu?» Mue,
JENCTBUTENLHO, Ob1I0 0YeHb TPY/IHO ChirpaTh MiBaHa
[TerpoBuya Boitnuukoro. OnHaxbl 5 MpHe3karo
BO JIbBOB K MaMe: 3acCTollbe, OTell CHAUT, 1 BAPYT
MOSl Mama HAuMHAEeT TFOBOPUThH, UTO OHA MOTJA
CTaTh BEMMKON akTpucoil... YTo eii 6bu1o 18 jer
n Ha cueHe Tearpa Kyabrnonurnpoceera oHa
urpanamamy Mapycu borycnasku... Y MaMbl ciie3bl
Ha r7a3ax, OHa YUTaeT 3TOT MoHomor borycnasku...
A 5 cMoTpIo U BIKY — 3T0 e Asns Bans! Tonbko
B XKeHCKoi1 unoctacu. Besib 15115 Banst npousnocut:
«$1 mor 6bI 6bITH Llonenrayspom, s Mor Obl ObITH
JlocToeBcKuM, Nponaa Xu3Hb...» M 4 yxe nonsn,
Kak s Oymy wurpate. Ilorom Mama BbITHpaeT
cinesbl 1 ToBopuT: «Eciu 6bl Bech MUp 3aHMMAJICS
HCKYCCTBOM, TO 3EMHOI 1IapUK Obl OCTAHOBUIICS» .
D710 Takas YeXOBCKast MJIesl. ..

Ceityac § Mpenofalo Ha YETBEPTOM Kypce
Kuesckoro  yHumBepcuteTa  Teatpa,  KUHO
U TENeBUJICHUs, U C MEPBOro Kypca Mbl Hauyamm
craButh «Yaiiky» Yexosa. Korpa-to Bo JIbBOBE,
Oy/lyuu y>Ke apTUCTOM B TeaTpe, s urpaj Tpennesa.
Y Moero cblHa aunIIoMHol paboroii 6bin1 Tpenes
B «Yaiike». Cefiuac Moil BHyK urpaer Tpemnsesa
B HAllleM CTYJEHYeCKOM CreKTakne.. Bor
Takas BsA3b cyned. Ectb yro-TO 3arajouHoe
1 60kecTBEHHOE B ipamaTypre AnToHe [laBnosuye
Yexose.

Cnacu6o.
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MAPK 3AXAPOB

Poccus

YEXOBCKHE AHOMAIJIMH

5l TaKOro «CrycTka MHTEJIEKTa» , COOPaHHOrO
B OIHOM 3alle, HUKOr/a mpexje He Bupen! YTobb
B OJIHOM MecTe cOOpaIKCh [, KOTOPbIE TaK XO-
pouo 3HatoT Yexosa 1 Bce 3HatOT 0 Hem! U 310 nx
3HAHME YAMBUTENLHO U YHUKanbHO. [Toatomy s 3a-
paHee W3BMHSIIOCH 3a IJYMOCTH, KOTOpble cOOMpa-
10Ch TYT CKa3aTh (Hy, MOXET, He TJTyMOCTH, & CBOU
KpaiiHe cyObeKTUBHbIE MbICIH). 5] 103BOIIO B CBOEM
Cnose 0 YexoBe MOBTOPUTH HEKOTOPbIE — HE BCE —
TE3UChI, KOTOPbIE 51 PaHee 03BY4MI Ha UeXOBCKOM
Beuepe B MXT nm. A I1. Yexosa.

WBan AnekceeBny ByHun xak-To ckasan, uro
B Poccun He Gb11O TakiX OrpOMHBIX BUIIHEBBIX Ca-
J10B, KaKoii onucan y Yexosa. U1 51 ¢ HUM cornaceH.
Y YexoBa npuCyTCTBYET BOBCE HE pEajIbHbI MJIO-
JIOBbIil BULLHEBBIII Cajl, @ NpocTpaHcTBO Bposie «Co-
nspuca» Cranucrnasa Jlema. Mecto, rje XxpaHsrcst
BCE HAILM CJIe3bl, HALLYM PAJIOCTH, HALLM KOMIIIEKCHI,
HAlM MEYTaHWs, HALUM MYJpble MOCTYNKHU, HALIN
CMellHbIe HeCypa3HOCTH (00513aTebHO CMEILHbIe —
MHAYye He MHTEPECHO).

Hamero YexoBa, BeNMKOro Kjaccuka, KOTO-
polit cran Bvecte ¢ lllexcnnpom offHnM M3 cambix
TIONYJISIPHBIX ABTOPOB TUIAHETHI, 5 [IENI0 Ha JIBE Ya-
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cTu. 51 yBepeH, uTo ecim Obl OH HE Hamucall Mbec,
OH ocTancst Obl IJIE-TO HAa YPOBHE 3aMeyaTesbHbIX
Hamx GensetpuctoB — ViBana ByHuHa u Kakux-
TO Jpyrux, He Oyay Bcex nepeuncnstb. Ha cBoii,
KOCMUYECKHIl, «ypoBeHb exoBa» OH BBbILIEIN, 3a-
HSABLUKCH ipamMaTyprueil. B npecax oH BApYr caenan
HEYTO TaKOe, YTO BbI3BANO GOJIbIIOE Pa3fpaKeHne
yMHbIX qofieit — Bynuna, Toncroro. On 3a6pancs
B Ty cpepy MCKYCCTBa, [JIe MCUE3AOT MPUUNHHO-
CTIE[ICTBEHHbIE CBS3M, MParMaTHYeCcKue HaMepeHus.
Bauem? [1as yero? C kakoit nenbto? Kakos Bocru-
TaTenbHblil 3hekT 3Toro aena? HemssecTHo.

[Tparmatnyeckue uenu [I3ep>KMHCKOro, KOTO-
Pblil 3BaJ1 K TONOPY, ObLIM NOHATHBI. BbLIO MOHSTHO,
«3a4eM» Ta WM MHasi CTaThs HamycaHa benuHeknm
WM KEM YTOJIHO U3 BCEll POMAJIHOI KOrOPThI COBET-
CKHX (DYHKLMOHEPOB 1 HIEOJIOrOB. A 3aueM HamucaH
«BuuHeBblit cajp», NpeMbepy KOTOPOro Mbl ceivac
urpaem, st ckasaTb He Mory. Mimm s 4yBCTBYy1O Takue
TOHKME B cefe OLILyIleHns, KOTOpble 51 Ha CJIOBAX
nepefiaTh He MOTy, OTOMY UTO — HE TMO3T.

B 4exoBCKMX Mbecax HET MPHUBBIYHOTO COXE-
ta... Ckaxem, y Permna B «He xpamn» — croxer,
B «Tpex GoraTblpsix» — croxeT, B «Bypnakax» —
ctoxer. A BoT y YexoBa Tam, Ijie OTCYTCTBYIOT
MPUYMHHO-CIIE/ICTBEHHBIE CBSI3M, HET-HET J1a TMaXHeT
KaKoW-TO aHOMajuell. AHOManus HEMpeMEHHO €CThb
B OOJIBLIMHCTBE €r0 MPON3BECHUI (JAPOM UTO Cam
ObT Bpayom). S crpaiumBan y NCUXOTEPaneBToB,
1 OHM MHE OOBSICHUIM, YTO NpuMepHO 15% mropeit
CKJIOHHBI K HeaIleKBaTHOMY MOBEJIEHUIO: B OMpEfieNeH-
HBIX YCIOBHSIX OHI MOTYT BecTH cest KaK CyMacliefi-
wive. Bor npo Hux Yexos u nucan cBou nbeckbl. Huna
3apeyHas y Hero noBTopsieT: «5 — vaiika»... 5 yx He
TOBOPIO NP0 «TapapadymOus, CUKY Ha TyMOe 5i».

Sl nymato, uto «Buinesblit caji», rjae Jlonaxux
BbICTYNAeT OTYACTH PEXKMCCEPOM NPONCXOASILEe-
ro, ObIT 3a[yMaH KaK Mbeca aBTOOMOrpacuyeckas.
Yexos mucan ee, MOHUMasi, YTO CTPaHa MAET K pe-
BOJTIOLMH; M OH OTPA3HIl CBOE BPEMsl 3aMeUaTelbHO,
6e3 myOIMIICTHKY, 6€3 YePHbIX OYpeBECTHUKOB, KO-
TOPbIE BEIOT Hajl CE/I0¥1 PABHUHON MOPSI M Y KOTOPbIX
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C MUHIBMHAMM TJIOXKME OTHOLIeHHs. 3ayem YexoB
BBen urypy [Ipoxoxkero? UrtoObl ckazaTh: «Bpat
Moii, BbIb Ha Bonry, nait 30 koneek»? OH BbiBen
B Ha3WaHNe HaM M MHOI'MM TIOKOJICHUSIM TIOCIIEe Hac
3ameyatenbHoro niemarora Ilerio Tpocumosa, ko-
TopbIit roBoput: «Iloctponm HoByto Poccuto. BAM
He pacmaxany B 3TOT pa3, B CJE/yIOLIMi pa3 pacrna-
wem. Pacnawem nenuunblie 3emin. He npusenu Poc-
cnto B nopsifiok ? — CrienaeM, TOTOM BCE CIelaeM, Bee
OyneT xoporuo». 5 gymaro, 4to TouHo Takoro [letio
TpocumoBa paccTpensiid B JICBSTHAALATOM UIN
B ABaauaToM rofgy. OH — TOT JIEHMHCKMIl AeMaror,
KOTOpbIi nipuBen Poccnto K Kkpaxy.

[llyTka AcTpoBa HacyeT TOro, YTO HA0 Jepe-
BLEB MOOOJBILIE CAXKATh, — 3TO TAKOH MaJEHBKHI
npuser coupeanuszmy. [lorom B coBeTckoil apama-
TYPrUM TbEChI CTPOMIMCH HAa Mpolnieme: CaxaTb
JIEPeBbsl HA TPETHEM YYacTKe MM CHayaza Jyvlie
3acajuTh Ha yeTBepToM yyactke? [ToTomy yrto map-
TOPT 32 MATHII YYaCTOK, & IPOGOPr OCTOPOSKHUYAET
€O BTOpbIM!

HeB03MOKHO OJJHO3HAYHO OTBETUTh, 3a4YeM
Awnron [Tanosuy Harmcan «Tpu cectpbl». UT06bI
BCE pUHYJMCh B MOCKBY, nepeexanu B CTOJMUHBII
MEranoJuc 1 yCIOXKHUIM XU3Hb JIy>KKOBY 10 He-
BO3MOXKHOCTH? «BHIIHEBbII caJl» OH TOXKe Hanuca
6e3 yeTko BbIpakeHHoll upen. Koraa upest tam, ps-
JIOM C KOCMOCOM, OHa 00/ajiaeT IPYriMU NpU3HaKa-
MH, ¥ CTAaBUTb HAJIO Pyrye BOMPOCHI.

Ero cospemennnk [enpux MoGcen Toxe
nucana CUMBOJIMCTCKME Tbechl. Ho MGcena MoxkHO
nepeckasarb, MOXKHO OOBSCHUTb, 3a4eM Hamucan
Ty WIM JPYryl0 TMbecy, C KaKoil LENblo, 4YTO
XOTel, 4ero o0uBaics, MPOTUB YEro BOCCTABAI.
Y Yexoa — Henb3s. Hu nmepeckasath ero moechl,
HU OOBSCHUTb, 3auyeM. S fgymaio, uyTo AHTOH
[TaBn0BKY 3aCTaBUI HAC OTHOCUTHLCS K Ce0€ U K MUpY,
KOTOPbIl HAC OKPYXKA€eT, COBEPLIEHHO MHaue. B Hem
€CThb BeJMYMe 4YeJOBeKa, KOTOpbI yuien Omike
Beex fpyrux K Kocmocy, kak korpa-to I'orosb,
Kak JocToeBCKMi.

Crnacu6o.
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HAHUSIJIE ®PHIN [TACKA

IBEMIIAPHS

CIIOCOBHOCTbD BbITb CBUJIETEJIEM

B 1550 ropy B Pume, roBopst, Hauamu npopa-
BATh MEPBble OMJIEThI HA MOCELEHNE TeaTpaTbHbIX
npencrasnenuii. Ho 3a 50 et o Toro B Beneuyn
y>Ke TIPOAaBATINCH OUJIEThI HA MOCEILEHUE AHATOMH-
YECKUX PACUNICHEHUI. YIMBUTENBbHO, HACKOJBKO
JIIOJI MICTIBITHIBAJIH JIFOOOMBITCTBO K TOMY , 4TO MPO-
MCXOAUT BHYTPM HAC, XOTEJH BHUJETh, KAK UMEHHO
MbI (pyHKUMOHMpPYeM. HaBepHsika TyT He 06o1uioch
0e3 HEeKOTOpOil M3BPALIEHHOCTH, HO ObIIO TaKXke

1 TiyOMHHOE >KeNlaHWe MO3HATh Te TailHbl, UTO
Hamy ynpaensiioT. Hekoropble nckamm mecto Ha-
XOKAGHUS YN, IPYTHe K& XOTeN! 3HaTh, Ife Ha-
XOAUTCS UCTOYHUK HALINX YyBCTB.

YexoB Obl BpauoM, 1 ero ¢opMa ONMMCaHus
BELLE, KOTOPbIE OH BHJIEN, OblIa TOHKOI1, TOUHOI
U BHUMaTeNbHOM. Tenepb (M Mbl 3TO MPEKPACHO
3HaeM) MEIMIMHA CUIILHO W3MEHUJIACh: eCTh Mpu-
0OpbI, €CTb CHUCTEMbI, YTOObI YBUETb, KTO MbI
ecTb, 6e3 0co00il HYX/bl HAC paccCHpaliuBaTh.
B uyexosckue

BpeMeHa Bpaud  OOHIOXMBAIN
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MALMEHTOB, HEOOXOAMMO ObLIO MX BbICHYLIMBATD,
n3yyath, YTOObI MOHATH UX 60Je3Hb. M, mo-mMoemy,
B mucaHusXx YexoBa Mbl HaXOMM HMMEHHO 3TO —
CMOCOOHOCTD K OMUCAHMIO BELLEH YAMBUTEJIBHO YN-
CTBIM, SICHBIM U HAy4YHBIM 00Pa3oM.

Korpa Banepwit Wlagpun npepnoxun mHe
ClleTIaTh POEKT Mo UeXxoBy, 5 UCMYrajcs, NOTOMY
YTO 3HaJI, YTO HEJOCTATOYHO TIOHUMAJT 3TOrO THCa-
tens. M s cnpauwmBan: «Banepuii, Kak Mbl CTaHeM
970 flenath?» B 3T0 Bpemst ymep Mot otel, 1 Korja
g CTOAN U CMOTpEJ Ha HEro, TO AyMall: YTO Obl
s cKasan Haj ero mormmon? S ckasam ceGe: BOT
YesIoBeK, KOTOPOro s 3HAN TaK XOpOILUO, HO, He-
CMOTpSl Ha TO, YTO Mbl C HUM ObITM TaK OnuM3KH,
OH Bce ele ObLT i MeHs TaitHoi. M Torpa, uro-
Obl IOYTUTH €r0, 5 IPOCTO HAYall ero OMUCHIBATD.
WM TyT 5 MOHAN, YTO 3TO M €CThb Hallla Mpodeccus.
Kak un Yexos, mMbl npocto onucbkiBaeM. W Buepa
BEYEpPOM, KOrjia 5 TOBOPUI ¢ MOMM fpyrom Pa-
KYHJIO, OH JJall MHE ellle KJo4 (OH KaK pa3 unTan
0 BaKHOCTH CBUJICTEJILCTBOBAHMS). «BbITh CBUjIE-
TeeM, — TOBOPMI MHe Buyepa PakyHJ0, — 3HAUUT
BUJIETb CBOMMH TIJ1a3aMu. UTOOBI CBHIETENLCTBO-
BATb, HAI0 CHAYA/A YBUJETb».

S1 monarato, 4TO MbI JieJlaeM UMEHHO 3TO, MbI
GepeM Ha cest TPy BUJETb, ObITh CBUACTENSMU.
U B TakoM mupe, Ijie HeMano ecTb CNeLuanicToB
1 Jlaxke HeCTeUaIucToB, 60MOAPAMPYIOMX HAC
BCSKMMU MHEHUSIMH, BCE BaxkKHee ObITb YBEPEHHbIM,
4TO BN HEuTo. Mbl, oM Teatpa, Korja myTe-
LIECTBYEM, KOTJla HaM BbIMAJaeT BOT TAKOE Cya-
CTb€, KAK MHE CErofiHsl, ObITb CO CBOMMH [IPY3bsMH,
BHJIETh BAC, CJBILIATh BALl S3bIK M OTKPbIBAThH BAC
st ce0sl, Mbl CTAaHOBUMCS CBUjieTeNsIMUA. Mbl BOC-
NpPUHUMAaeM 3Ty opMmy, Koraa cMoTpuM. Y notom
0 TOM, YTO BHJIEJIH, PACCKA3bIBAEM.

Yro Gonblue Bcero MeHs TpoHyJo y Yexosa,
TaK 9TO €ro CIoCOOHOCTH ObITh CBHIETENEM. DTO
nyTtewectsue Ha Caxamud... Kak yemoBek cka-
3an cebe: «5 xouy BuueTb! S Xouy ommchbIBaTh,
HO TONIbKO 5 Oy/ly OMUCHIBATH C BENMKON OCTO-
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POXKHOCTBIO». V1 B MUpe, IJie yX CIMIIKOM 4acTo
Pa3[AOTC MHEHHs, KaK >Ke MPEKPACHO 3HATb,
YTO €CTh TAKKe JIOAW, YTO SBISIOTCS BEJIMKUMU
CBUJIETEIISIMA.

Cnacub6o.
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POBEPT CTYPYA

TPy3HUd

YEXOBCKME IIbECbI CTABUTD
[MPAKTUYECKN HEBO3MO2KHO

BrbI 3HaeTe, Korjia s e crojia, MHOM OBJIaJiesio
KaKoe-TO CTPaHHOE 4yBCTBO... M1 ToJbKO ceituac,
HECKOJILKO MUHYT Ha3afl, s TIOHSI, YTO 3TO 32 YyB-
CTBO. DTO UYBCTBO LIKOJIbHHUKA, UAYIIETO Ha 9K3a-
MeH, K KOTOPOMY OH He TOTOB. [leio B TOM, yTo,
KOHEYHO, 0 YexoBe pexuccep MOXET FOBOPUTE...
Ho ecnu oH CTaBUT CHeKTakib, TO €ro pasroBop
0 YexoBe B 3TOM CMeKTakle HMIUTULUTHO MpH-

CyTCTBYeT. 5 mocTaBui fiBa CMEKTaKJsl, He OUeHb
YAQUHBIX, KAK MHE KaXeTcsl (XOTS TaM, 10 MHEHHIO
KOJIJIEr-PeXKICCePOB, ObIIN M HHTEPECHBIE MECTA).

A ceiiyac MHOH OBnajieNia OfHA CTpaHHas
nped... He nymaiite, 4to s cKaxy 4TO-TO OpH-
ruHanbHoe!  OpurnHanbHoe o YUexoBe ckazaTh
OUYEHb XOYETCsl, HO HE MOJyyaeTcs. TO KaKoH-To
HEOOBbIKHOBEHHBII YeOBEK, 1 BOJHEHHS, KOTOPbIE
s UCTIBITBIBAN, WIS CIOfja K BaM, ObLTH BbI3BAHBI
UMEHHO 3TuM mpucyTcTBueM Taiinbl. HaBepHoe,
3TO OaHaNbHOE ONMPEJIETICHHUE. .
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Mbl nonuMaeM B YexoBe MHOroe, jaxe Te
aHOMAJIUM, O KOTOPbIX roBOpH Mapk 3axapos; HO
YTO-TO €CTh €I1[e TAKOE, 38 CTEHKY Yero Mbl He MO-
KeM 3arfisiHyTh. Mbl BUAMM TONBKO KaKKMe-TO OT-
PbIBKU, KAKME-TO KYCOUKH 3TOi1 TafiHbl.

Korpa s cTaBunm cBon ueXoBCKME CMEKTaKIIH,
C HETJIOXUMHU apTUCTaMH, 51 OLIYTHII, YTO BOOOILIE-
TO CTaBUTh UeXxoBa MPAKTHYECKH HEBO3MOXKHO.
310 cyry6o mMoe, MOXeT ObIThb, OLIMOOYHOE MHE-
Hue. Mbl MOXEM MOCTaBUTH CHOXKET — BCe OyJieT
NpeKpacHo 1 aMoloHanbHo. Ho uTo-To BaxkHOe
Mbl yIyCTHM... M 5 mpuIen K 3aKJH0ueHuto, YTo
HaM MelaeT namsTh 00 MCTOPUYECKOM MepHojie,
B KOTOpbIil OH mucajn. Ham MelaeT 3Hanue Toro,
KaKUMM OblTM ObIT, KOCTIOMBI, POCCHIICKHE MpO-
6seMbl Konna XIX — navama XX Beka... 9T0 HCTO-
PUYECKOE 3HAHKME MEIIAeT HaMm TOJONTH K YeXOB-
CKHM TbecaM 60J1ee YHUBEPCAIILHO.

Honyctum, lllekcnup Hu pa3y He Hanucan Mbe-
Chl, Kacatoweiicsi ero Bpemenn. OH Gpan ucTopu-
YECKHEe CIOXKETbI, CKa304HbIE CIOXKETbI. [leiicTBre
€ro nbec MPOMCXOAUT B ycnoBHOi Wramuu umu
B CKa304HOI Mnmupuu, uny Ha BoILeGHOM 0CTpO-
Be. [loaromy mbechl lllekcnupa s mory cTaBuThH
B J000i1 cTpaHe. Bee cTpaHbl Mupa paBHOYyjase-
Hbl OT LIEKCMMPOBCKOro yHuBepcyma. Ero MoxHo
UrpaTh B JTHOOBIX KOCTIOMaX J00bIX BpeMeH. OfHa-
KO, 5 IyMato, MPOFIIET ellje KaKoe-To BpeMst, 1 Aaxke
B I'py3un s He cMory moctaBuTh nbechl Yexosa
B COBPEMEHHBIX KOCTIOMaX 1 aHTypasxKe.

S Buen yexoBCKME CNEKTAKIIN, I7ie AeUCTBHE
ObIJI0 NEPEHECEHO B CyMACILE/ILLNI [IOM, a IEPCOHA-
K1 ObITHM HAIIMMU CyMacCIIe M1 COBPEMEHHNKa-
mu. Ho nnuHo MHe Takoii noixop He Hpautcst. Mue
KaXXeTcs, YTO MpH Pe3KOi aKTyanu3alun YTO-TO
B UEXOBCKUX MbECAX Pa3pyIlaeTcs.

51 HepaBHO mpoyen 3ameyanne AHatonust -
poca, yro YexoB, oka3biBaeTcCs, mucan OebiMn
ctuxamu. Thl unTaenb 1 06Hapy KMBAEIlb, YTO 3TO
Oenblil CTUX, ¥ BAPYT CTAHOBUTCS MOHSTHO, uTO Ye-
XOB — MOAT...
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MHe xe KaxKeTcsl, UTO YeXOBCKasl paMaryp-
rust Besi Hatmurosaua lllekcnipowm, ero croxkeTamu.
Bosbmem s npumepa «YHaiiky», rie UUTUpYyeTCs
OTpbIBOK 13 «['amnera». [lymato, 4to aHajoruu:
Tpennes — ['amner, Tpuropun — Knasauit, Apkaju-
Ha — ['eprpyna, Huna — Ocpenns — fnst Bac HUKaKoi
HOBOCTHM He npefcTaBisioT. Y HaunHaerca «Yaii-
Ka» He 4eM-HUOY/Ib, a CLIEHOI MbIIIETOBKH. ..

Bonblioe cnacn6o 3a BHUMaHue K MOeii mpo-
YYBCTBOBAHHOI1, HO JIOTHUECKH HE CIIMIIKOM Opra-
HU30BAHHOII peun.
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KAK JIACCAJIb

GPAHIIVS

JIIOBOBb BE3 MEPhI

«S cuacmaue mobumv Gexosa».
JleB Toncroii

Kax pacckasarb 0 Hawem oTHoueHun K Ye-
XOBY B HECKONIbKHX cjoBax? Mmu, Hao60poT, KaK
pacckasatb 06 3tom npoctpanHo? I[lpencrasns-
elllb ero BEeX/MBO-3aCKYUaBIIyI0 YJbIOKY, €cln
Obl BAPYr €My MpEACTaBUIOCH HAC MOCTYILIATh.
Kax 51 xoren Obl HaliTM HEOXMIAHHbIA Yron 3pe-

HUS, IeTallb, AIOIYI0 U CMbICH, U cuHTe3. Cpenib
MHOXKECTBa JPYrHX (MHOroe y>Ke HamluCcaHo U elle
Oyner HamucaHo o UexoBe) /1Ba BaXKHBIX IS MeHs
MUCATENST CYMENH 3TO CieNlaThb. JTO (ppaHIysKeH-
ka Haramu Cappor u amepukaner, Paiimony Kap-
Bep. [lepBas (BaxxHO, YTO OHa pycckas Mo Mpouc-
XOXKJICHHIO) Ha3Baja OHY M3 CBOMX HoBesn «Ich
sterbe». Dtu fBa cioBa — mocneanee, yto Yexon
Npon3HeC B HOMepe rocTuHuupl B bajeHseiine-
pe, The yMHpasd, OKPYKEHHbIl 3a60TOil CBOEN
kenbl Ombru Knunmep. «Ich sterbe» o3nauaer
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no-Hemeuk «5 ymupato». [Touemy no-Hemeuxu?
W mouemy Bapyr spakumit mieoxasm? W mouemy
TAKOE KpaTKoe M TaKoe TaBTOJIOIUYECKOE
npoujanue? Hatamu CappoT BBIMCKHMBAET TOMY
BO3MOXKHbBIE PE30HBI, MCCIIEYeT CKPbITbIE U 3a-
nyTaHHble KOpHU. llenas Xu3Hb U Lenoe TBopye-
CTBO BOCCO3JIAIOTCS, UCXOAs U3 3aKII0YaroLero
UX JIypPMaHsLIEro 1 HeMpeB30ijIeHHOr0 JaKOHU3MA.

B Tom ke cmepTHOM HOMepe OajieHBefiiep-
CKOI1 FOCTUHMLBI pacrosiaraeT cBoii pacckas «Tpu
KeqnTble po3bl» Paitmon Kapsep, B KOTOpoM MHO-
i€ BUAST «aMepUKaHCKoro YexoBay.

He cuntas ocraBieHHbIX B MOCIEHEE MIHO-
BeHHe nmpoekToB — «BumHesbli Can» B «Komean
dpances», «YHailka» B AsunHboHe, B [loueTHoM
nsope [lanckoro nBopua, «[sns Bausi» B mapux-
CKOM YacTHOM TeaTpe M ellle CIeKTaKIb-0030p
no Yexosy B pamkax Ilkomnsr mactepos B Hrta-
K, B YJIMHE, — 4 B peanbHOCTH nocTtasui Yexo-
Ba Bcero jBa pasa. OUH pa3 Ha POJHOM si3bIKE —
«[InatoHoBa» B «Komenn ®paunces» — u ogun pas
Ha HOBOHOPBEXCKOM — «BuiHeBbll —caj»
B «Hopcke Tearp» B Ocio. DT0 cOBCeM HEMHOrO
3@ CTOJILKO JIET.

JMpeKkTop KpPYNHOro NapuXKCKOro Tearpa
MHEe HeflaBHO 3asiBUI: «COOCTBEHHO TrOBOPS, ce-
TOJIHSILIHSASL HACTOSITENbHAsT HEOOXOAMMOCTh — 3TO
MOKOHYNTH C BaumM YexoBbiM». Criela OTBETUTh
BbIIQJ0M HAa BbIMAJ, 5 HEME[VIEHHO NapUpoBall:
«IToKOHUNTB, HO HE ¢ MOMM YeXOBbIM, a € BalIUM
Knopenem». Hekoropoe Bpems cmycTst MHe cJie-
JloBasio Obl, TEM HE MEHee, CMPOCUTDb ce0sl: UTO 3Ke
XOTeJl CKa3aTb Ceil TeaTpajbHblil PyKOBOJUTEND,
caM BeCbMa YBaXaeMblil aBTOP, MOCTaHOBLIMK
n aktep? U He uMen 1 OH B BUJly HEKOE Mpechllie-
Hie YexoBbIM, M3MMIIHEE MpusiTHE, ynoTpebnse-
MyIO BO 3110 YCTAHOBKY, CIIOCOOHYIO HE JIONyCTUTh
U 3aKNEAMUTb BCSAKYIO NONBITKY M30€raHus Wid
orxopa. [ToroMy 4TO cerofHst BCAKMil, MEPEBOJIUT,
aanTUpyeT, CTABUT Ha cueHe u urpaer Yexosa.

HeBaxHo, ecnmu mpakTHKM, NPUEMbI, OPUEHTHPBI
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W 33a4il TeX WM MHBIX OKAa3bIBAIOTCS MPOTHBO-
peuuBbl M MOPONl HECOBMECTHMbI. YeXOB €cThb B
acue. DToro a0BoabHO. TombKO O KakoM ke
Yexose 3nech MoxeT uatu peus? I[Ipeogoneer am
TBOPEHHUE B CUJTy CaMOW CBOEI1 CYTH HaBsI3bIBAEMOE
¢ coboit obpawenne? Bomnoturcs 1M OHO
B CBOEM M3HAUALHOM €INHCTBE, KAKOBOE HUYTO HE
cMOXeT ys3BUTh? XoTenoch Obl OBEPUTH B 3TO,
3a/lyMbIBasCh O HEUCUNCIUMBIX UeXOBbIX, KOTOPbIE
C caMoil ero KOHUMHbI ObLIM HaM MOCIE0BaTENb-
HO WITM TIAPAJIIENbHO MpejiIaraeMbl, HaBSI3bIBAEMBI,
BKOJIAYMBAEMbI.

Bcenomunas o npepynpexnenun Yexosa Cra-
HHUCIaBCKOMY («He BuAbTe B “BuuneBom cape”
paMbl, BUIbTE B HEM KOME/MIO»), BCIOMMHAS
0 COOCTBEHHbIX Oecefjax C aBTOPOM B ObITHOCTb
CBOIO OfIHUIM U3 aKTepoB XYAO0XECTBEHHOTO
TeaTpa, MefiepXxonb] B 3HAK TNpOTECTa H30pan
anst cebst YexoBa mpexje BCEro Kak HacjefHuKa
lorosist, mopuepkuBasi B €ro TBOPYECTBE CTOPO-
Hy (apcoBylo, ONM3KYl0 K TParu4HOCTH TIpo-
Tecka n abcyppa. Tem cambiM  Meiiepxonbi
OTKpbIBAN  MyTh

MJIOfI0OTBOPHOMY ~ TEUEHHIO,

NEPUOMYECKNU  BCIUIBIBAIOLLIEMY Ha  MOBEpPX-

Hocth. Ho cam oOH  aKkcmepuMeHTHpoOBai,
HACKOJILKO MHE M3BECTHO, TONBKO B «CBaan0e»
1 «l06unee» — OJHOAKTHBIX MbECAX.

Hacrana spa xommynm3ma. OHa Ha HEJbIX
nonBeka nocenuna Yexopa B jarepe COUUANUCTU-
YEeCKOro peajiu3Ma, MpeBpaTHB YeXOBCKOrO repost
B «XOMO COBETHKYCa», JOOPOJIETENLHOr0 U CTOIi-
KOTO, HETEPMUMOTrO K 31Ty, YCTPOUTElNs NPOCTOro
CYACTbsl, HEYTOMHUMOTO TOHUTENs HeCTpaBejIn-
BOCTH M TPUBUJIETMPOBAHHOCTH OOIIECTBA 3MOXN
1apu3Ma, repost, B 061IEM-TO, BIIOJHE CIIOKOHHOrO,
MOCKONbKY HAXOJSIErocst B OXKMUaHUM 3aBTpalll-
HEro JIHsI BO CIIaBy MUpa MpoeTapieB, 0CBOOO/NB-
[IMXCS OT KNAaccoBoil 60pbObl M KamUTANMCTHYE-
CKOI1 3KCIUTyaTalyu.

Kax urpars Yexosa? Kak ero capiars? Kak
ero mepeBojuTh? Kak ero ocoBpeMeHMBaTb, He
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pacnbinsisi? TToBciofly B MUpe 3TH BeuHble BOTPO-
Cbl MPOJIOJIXKAIOT JMXOPAAUTh U3ATENbCTBA, YHH-
BEPCUTEThI, LIKOJbI, CTEUUATU3UPOBAHHbIE XKYP-
Hasbl, Gonbline M Malnble cleHbl. M Bce cremar,
BOMHCTBEHHBIE 1 PACTEPSIHHBIE, C CUMIIO3MYMOB Ha
cemnHapbl. Ho He nmpuio mm BpeMst NOyTHXHYTh?
W BO3BpaTUTBCS, HAKOHEN], K €r0 TBOPYECTBY Kak
TAKOBOMY, MEPEUNTaB TAKXKe MpH Cilyyae BCe TO,
4TO YexoB cam — JJOBOIILHO, MPABJA, CKYMO — CMOT
00 9TOM Hanucath?

YexoB HUYEro He YTBEPXKAAET U HUYErO He
npoposrnamaer. OH He BCTaeT B MO3y YYEHOTo
Myka, unocoda, 6opua u Myapeua. OH BepuT
JUIIb VCTMHHOCTH (PakTOB M owylieHuit. 1 aty
UCTHHY TPECTIElyeT OH BIIOTb 0 €€ CaMbIX Mell-
KUX ¥ OaHaJbHBIX, SBHO CAMbIX HE3HAUMTEIbHbIX
nposiBnennii. Ho Hukorga oH He BMajjaeT B Kymy-
JATHBHOE HarpoMoskjeHue. IIpeameTs! 1 cioBa oH
GecnpecTanHHo moidupaeT u puabtpyeT. [lucanus
YexoBa — cKkopee HE «MOYTH YTO HUYEro», a «HU-
YEro JIMIIHEr0».

B cBoeil ynpsmoil npuBEep>KEHHOCTH HEJl0Be-
puI0 KO BceMmy, KO BceM M K cebe camomy Yexos
COXpaHSIeT BCe K€ M3HAYalbHYy0 yOeXIeHHOCTb
B OJIHOM, OT Yero He OTCTYMHUTCS HUKOTJA: B Kaxk-
oM 4YenoBeKe CHAUT pad, KOTOpBI YHIXKaeT
1 TPETUPYET ero 1 3abupaeT ero >kusHb. EcTb He-
Mano cnoco0oB ObITh paboM, HampuUMep TOT, 4TO
no3nasm jief Yexosa n crapbiit upc n3 «Buine-
Boro caja». Ho MoxHO Takke ObITh paboM CBOEi
HIKYEMHOCTH, He0OPa30BaHHOCTH, JIEHH, KACTOBBIX
npefipaccyakoB. M HUKakoe japoBaHHOE OCBOGOXK-
JIeHME HUYEro 1 HUKOT/IA HE CMOKET C/IeNaTh Mpo-
THB BOT Takoro pabetsa. [losromy YexoB Bcero
cebs 0T/jaBasl ero pa3obIaueHno U YHHUTOXKEHNIO
Y OKPYXXAIOUMX M, TIPEXJe BCEro, pasymeercs,
y cebs camoro.

<24 >




Cnoso o Yexose / 2010 / A word about Chekhov

PUMAC TYMHNHAC

JIATBA, POCCHA

JIOKTOP J/IsI BCEX HAC

Jlo6pblit fieHb. MHe HpaBuTCst aTMocgepa
B 9TOM 3aJle, U BCE BBICTYMJICHUS MHE MHTEPECHBI.
Ho camoe rnaBHoe, 4TO MbI He MbITaeMcsl yraaTh,
yrto Takoe Yexos. M npasuibHO nenaem! He Hajo
oTUM 3aHumaThes. [loromy uro YexoB — cama
KHU3Hb, a XU3Hb — 3T0 U ecTh Yexos. Ilo3HaTh
YexoBa — 3HAYUT MO3HATH KU3Hb. ITO HEBO3MOXK-
HOe 1 6ECCMBICTIEHHOE IET0. DTO CUACTLE, YTO MbI
Yero-To He MOKEM 3HATh M HUKOIJA He Y3HAEM.

S, Kak M Kax/iplil YeNoBeK, 4acTO YyBCTBYIO
ce0s1 601bHBIM. BonbHbIM 0T Xu3Hu. Korma o1 BO
YTO HE BEpHlllb, COMHEBACLILCS, Tepsellb LEeb.
OueHb Tpy/IHO GOJIETh, ¥ TOTAA HAUMHACLb {yMAaTh!
Kak Obl BbUIeunThCSA? BopoThest ¢ 3TuM uim Het?
Mozxer, camo co6oii mpoiiier? Ho BoT ecThb Takoit
noktop — AntoH [Tanosuy Yexos. U koraa K Hemy
ofparuaenibesi, TO OH BMECTO pelLienTa NpOoTsriBa-
eT Mbecy, U 4 ee CTABII0 U BbI30PABINBAI0. DTO,
HaBepHoe, Jnyuinee neyenue. [lorpyxasch B ero
MbEChI, ThI MOHUMAEIIIb, YTO HUKTO Tebe He MOMO-
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KeT. Thl caM — BONIEOHNK, Thl — Y€JIOBEK, Thl 3TO
MOXelllb, ThI CaM JIOJXKeH BblneunThesi. HaepHoe,
MPOLECC BbI3JI0POBIEHUSI I COCTOUT B TOM, UTO ThI
BCETJIa YTO-TO UILIEMIb...

B Haweil Xu3HW MPUCYTCTBYET MOCTOSHHBII
BOP, BOP CaMoil Haweit >K1u3Hu. Mbl Kanmyemcst, 4To
KTO-TO OOXWJICS B HAllleM JIoMe M KpajieT Haile
BpeMs. Mbl TbITaeMcsl 3aKpbIThCSI, 3aTBOPHTHLCS
3aMKaMU, CHAO/IUTh HAII JIOM CHTHANM3ALUEN — MbI
6opemcs ¢ 3TuM BopoM. OTcrofia y Hac KOH(IMK-
ThI, OTCIO/Ia Y HAC SIPOCTb, OTCIOJIA, HABEPHOE, Y HAC
1 HEeTIPUSI3Hb, HEHABUCTD K TOMY, UTO B Hac Cyllle-
CTBYET M BTailHe XuBeT rje-to. IlycTb aTOT BOp
KpaJIeT Halle Bpems, pa3 aTo Hen3oexHo. Ho Tob-
Ko He cpasy! IlycTb KpajieT MOHEMHOXKY. A BOT
Yexos, HaBepHOE, C 3TUM BOPOM JApy>kuil. OH 3Ha,
4TO TAaKOE 3TOT BOP, OH HE CONPOTHBJISIICS, OH €ro
He JIOBUJT, He MCKaJl, He TbCTull. OH MOo3BOIST BOPO-
BATh MOHEMHOTY ¥ TaKUM 06Pa30M CyMes CXHUThCS
C BOPOM — C3KMTBCS C CaMO¥i MbICIIbIO 0 cMepTH. OH
MOHUMAJT, 4TO CO CMEPThIO HEe Hajlo 60POThCS — ee
Hajlo NpUBETCTBOBaTh. HaBepHoe, BOT 3TOT B3rusiy
Ha CMEPTb CBbICOKA U CO3/1aeT TailHy YexoBa, KOTo-
PYIO MbI I03HABAJH U OY/IeM MO3HABATh.

Cracu6o 6oJblioe.
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[TIEPA APKHNIIBIOE

WCIAHKA

KPUK JIIOEBU B MMPE
HECBBIBIIMXCS )KU3HEN

Bceem 100pblit ieHb. A npuexan ciofa B kave-
CTBE MpejcTaBuTeNs ucmaHckoro HaipmoHanbHo-
ro [pamatnueckoro LlenTpa, ero pykoBoauress
Xepapno Bepbl, a Takxe Bceil TPYNIbl, 3aHATOM
B pabote Haj| cniekTakieM «[L1aToHOB», KOTOPBII,
B CBOIO Ouepefib, OyfeT npefcTasiaTh Mcnanuio Ha
9TOM 3HAYMTEJIbHEMIIEM MeXIyHapoHoOM (hecT-
Baje, MoCBsiLeHHOM 150-NeTnto co JHS POXKIEHUs

A.Il. YexoBa. Xepapno Bepa, rnaBa Haupmonans-
Horo [Ipamarnueckoro Llentpa n pexuccep «Ilna-
TOHOBA» , POCKJ MEHSI IPOYMTATh BaM CIIElyIoIie
CTPOKH.

«[loporue npy3bsi, coOpabimecs Ha de-
cruBasie umenn Yexosa! Xouy BOCHOJIB30BATHCS
BO3MOKHOCTBIO Mobmarofaputh Banepus Wlanpu-
Ha, JpekTopa (hecTHBals, 3a PEINTENbHOCTD,
C KOTOpOHl OH 3aKJIOUMI JIOTOBOp O TOCTa-
HoBke “[lmaronoBa”. OH mposBUA ee ¢ camo-
ro Hayajga HalMX MEperoBOpoB ellle JBa rofa
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Hasaj B Majpuse, Korja Mbl Peliiu, 4To JaH-
HbIl CMEeKTakab OyfeT oToOpaH s yyacTus
U TPEACTaBUTEbCTBA Hallell CTPaHbl Ha CTOJb
BakHOM (pectuBane. Cam 3TOT (hakT SBISETCS
MOBOJIOM TOPAUTBCSl HAIleMy TeaTpy, Hallei
Tpynne U Haleil ctpaxe. B jononHenyne Ko Bcemy,
Mbl a0COJIIOTHO CYACTIMBBI OTTOTO, YTO HAM JIO-
BEJNOCh PaboTaTh C ApaMaTHYECKUM MaTepuanoMm
CTONb BBICOKOTO KayecTBa — TEKCTOM DaHHEro
Yexosa, rje MOIIOI0i aBTOP C yAMBUTENbHbIM CO-
BEPLIEHCTBOM pUCYET 00pa3bl NEpCcoOHaxeil, ux
CTPacTU U Ty KU3HEHHYIO OONb, KOTOpas CTaHET
3MOIMOHANLHBIM 1 3CTETHYECKUM SPOM BCEX €ro
MOCTIE/YIOMMX BEMKIX MPOU3BENICHNIA.

Korpa nucarens HMBan JleoHTheB MOBTO-
pser obume oOBuHeHUS UexoBy B HefoCTaTKe
HPABCTBEHHOCTH: HET oOweil uaeu, Het “Bora
B aywe”, — aBrop “IlnaToHoBa” oTBeyaeT Ha Bce
nofio6Hble 06BKUHEHHs: “IlycTh Tak. 5 mpoBen cBoto
SKU3HDb B JIOCYTe, X0X04Ya, Kak Oe3yMHbIil, 00befia-
SCh JI0 OTBANIA, HAMMBASICh IONbSHA 1 Pa3BPAaTHUYASL.
Sl y3Han, 4To Takoe MOTEpU U CTPajaHusi, HO BCE
9TO KACAETCs! TONbKO MEHs M He MEelaeT MHe Be-
PUTb, YTO B BOINPOCE HPABCTBEHHOCTH s HE Xy3Ke
U He Jyylie Mo60ro u3 cMepTHbIX . B aTHX cl0Bax,
KaK MHe KaXXeTCsl, ¥ 3aKJII0UaeTcsl BCs AeKIapanus
MHCaTeNbCKUX MPUHIMMOB YexoBa.

EcTb aBTOpbI, KOTOpble CMOTPSAT Ha CO3-
JIAHHBIX MMM MEPCOHAXKe! CBBICOKA, HAMOMHSIA MX
CBOMMHU COOCTBEHHBIMH MESIMU; B 3TOM CIydae re-
POM MOYTH BCET/a CITYXAaT BbIPAXKEHNIO aBTOPCKHUX
Mbicneit. [lpyrue npeanouynTaioT BCTPETUTLCS CO
CBOMMU NEPCOHAXKAMU JIULOM K ALY, NOMbITAThCS
TMOHSITb UX, UCXO/ISl U3 CAMBIX COKPOBEHHBIX JIBIXKeE-
HUi y1d, u3derast moObIX BUOB HPABCTBEHHOIO
OCYXJIEHIs M YJUBISISCb TEM CIOBaM, KOTOpbIE
OHM TPOM3HECYT HA ITOM CTPAHHOM COOpaHNH,
HasbiBaeMoM Teatpom. [ymato, uro Yexos mpu-
HaJUIeXUT K nociefHnM. MeHsi, Kak pexuccepa,
riy60oKo norpsic 00pa3 COBEPLIEHHO aMOPATBLHOTO
1 pa3pyLINTENLHOrO B cBoell amopaibHocTu Ilna-
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TOHOBA, KOTOPBIil BCEr/la FOBOPUT TONBLKO MPABJY.
“O MepTBbIX, KaK U O >KUBbIX, — IPaBAy U TOJIBLKO
npasfy”’, — TOBOPUT OH B OfIHOI M3 cueH. ['oBopur,
4TOOBI COPBATH MACKY JIMLEMEPUS C MUPA, KOTOPbIil
cuntaet cedst BEUHbIM, MUPa, Ifie 1000 — 3TO BCe-
O JMIIb 060POTHAsI CTOPOHA 371; MUPA — BEJTUKON
(ppecku, 3aneyatiesLueii nopTpeT oOLIecTBa Ha rpa-
HY HCUYE3HOBEHNs, TJIe JIIO/IM IOXKMPAIOT JIPYT fIpyra
U TJIe CKOPOCTh, C KOTOPOW MPOUCXOSAT COOBITHS,
CO3/[aET TParuyeckoe OLLylIeH!e HEOTBPATUMOCTI
cyib0Obl. ['0BOpS IpyrMU CIIOBAMH, MUPa, TIOJTHOTO
OTT0JIOCKOB 371000/{HEBHOI COBPEMEHHOCTH.
3T0ro crekTakias HUKOrjga Obl He ObLIo 0e3
LIEPOIi CAMOOT/AUM M MPEKPACHON UIPbl AKTEPOB,
6e3 MOCTOSIHHOTO [IaNora C OTBETCTBEHHbIM JIpa-
Matyprom XyaHom Maiioproii u 6e30 Bceii Tpymnmnbl
HauuonansHoro [Ipamatuueckoro Llenrpa.
Cnacubo BceM MM, a TAKKe CAcHO0 BCEM BaM.
Xepapno Bepa»

Tak e, Kak M MHOTMM MOWM KOJIeram
1 pexuccepam u3 Poccun — mofism, KoTopble yxe
MHOTHe Tofibl paboTaloT ¢ UexoBbIM, — MHE TPYA-
HO HAiTH HYKHble CJIOBa, KOTOpbIE MPO3BYYaIN
Obl C IPYrOii CTOPOHBI 3aHABECA, C BBICOTBI CLIEHBI.
B onuu u3 nepsbix Heit penetunmii «[lnatonoBa»
a 3anmucan: «Kpuk m00BM B Mupe HEcOBIBIIMXCS
KM3HEH, CTpaxa v TPYCOCTH, IJIe MHUMBIE YCIEXH
ewle GoJblie MOJYEPKUBAIOT MOCPEACTBEHHOCTH
1 OJIMHOYECTBO MEPCOHAXKEN, MLLYLIUX TOM JTHOOBH,
Ha KOTOPYIO CaMH He CIOCOOHbI». Sl mepeunran ato
MIOTOM ThICSUY Pa3, HO IaKe ceilyac ¢ TPyJoM Mo-
HHMA0, YTO UMEHHO S XOTEJl CKa3aTh BCEM 3THM.

CnoxHo roBoputb 0 Yexose, Tak ke, Kak
CIIOKHO urpaTh Yexosa Ha cueHe, 6e3 TOro YTo6bl
HE BMAcTb B OaHAIBLHOCTb, YTOObI HE 3arOBOPUTH
LITAMMaMK, YTOObI MPUBHECTH B €r0 OCMbICIIEHHE
YTO-TO HOBOE M cBoe. Ho st MeHs, AeCTBUTE b=
HO, OYEHb Ba>KHO M MHTEPECHO MPOJI0IKATD MOMBIT-
KM — CHOBA 1 CHOBA.
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Kax u [Jeknan [Jonnennau, s npouen Yexo-
Ba B IOHOCTHU. SI BBIPOC B MAJIEHBKOM MOCEJIKE He-
naneko ot bapcenonsl. Bpeiik-ganca Torja erue
HE CYLLUECTBOBAJIO, U OfIHAX/bI B MOM PYKM MOMas
OfIMH TIPEKPACHBINl TIEPeBOJl YETHIPEX YEXOBCKHX
npousseeHuil. S mpouen fBa U3 HUX B TOT 3Ke
JieHb, 1 ¢ TeX nop YexoB MeHs He MOKM/IaT HUKOT-
na. CloxxHO omucaThb, YTO s MOYYBCTBOBaM... He
3HAI0, MOXKET OBITh, YTO-TO 3aXKIJI0Ch, TIOTOMY YTO
BO MHE MOSIBUIIOCH TO TEIUI0, KOTOPOE TeNephb Bce
BpeMsi compoBOKaaeT MeHs. 51 urpan CmupHoBa u3
«MepBeps», 4TOObI IOCTYNMUTh B AKajIeMHI0, KOT/a
MmeuTan yuurthesi B bapcenone. Urpan Tpennesa u3
«Yaitkn» Ha oTkpbiTiM Hanmonansnoro Karasnou-
ckoro Teatpa. Ceituac s urpato Ilnaronosa. Ho,
HECMOTPS Ha OMbIT, MHE OYEHb CIIOKHO TOBOPUTH
000 BCeX CBOMX reposx 0e3 BHYTPEHHEHl ApOXKH.
3piech TOBOPWJIM O TailHe, O KM3HM, O JEUEHUH
U BbI3IOPOBJIEHUHU... JIMUHO M MeHsl, Korja
q TaM, Ha TMOJMOCTKAX, 3TO MOYTH (pusnyeckoe
HAcaK/eHNe — PasfieliiTh BCE BMECTE CO 3pHTe-
MU U HaOMIOaTh, KaK BCe Mbl BMecTe Openem
B MOUCKAX 3TMX TEMHBIX YIOJKOB KM3HU U OJHO-
BPEMEHHO JIellaeM 1X 4yThb CBeTiee. Buperb 310
CBEpXy C MOJMOCTKOB IJIa3aMyl aKTepa — OLIyILe-
HIiE HEOOBIKHOBEHHOE.

He 3nato, uto eue ckasarb. HaBepHoe, npo-
CTO TO, YTO HE XOUY YXO[IUTh OTCIOfia, He Mo0naro-
napus eue pa3 Banepus llaapuna, [TpaBurenscto
Mocksbl u IlpaBurensctBo Poccun 3a paHHyio
HaM BO3MOKHOCTb COEJIMHUTb JIBE HALIM KYJbTY-
PbI uepe3 06pa3 TaKoro yAMBUTEIBLHOTO YeNOoBeKa,
Kak Yexos.

Cnacu6o.
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JIEOHU]I XEU®EL]

Poccus

Y KAXJIOI'O CBOA IOPOXKA K YEXOBY

Y xaxpgoro cBoit YexoB, 3TO MOHSTHO.
Sl ckaxy HECKONbKO CJIOB O COOCTBEHHON JIOPOKKE
K Yexosy.

TUTHUC, ypok pexuccypsl, 3aanue — «Yaii-
Ka». $1 mepeuntbiBato «Yailky» B 0OLIEKUTUN
'MTHUCa Ha TpucoHOBKe U CXOXY C ymMa B CBS-
3u ¢ TpennesbiM. «Hy>Hbl HOBbIe (hopMbI». [ymry
25-7IETHET0 MOJIOJIOTO YeJIOBEeKa 3TO TMOTpAca-
T, KaK B3pbIB. Sl MPUXOXY Ha 3aHATHE K CBOEMY
YUUTENI0, 3aMevaTeIbHOMY pexuccepy Anekcero
[TonoBy, 1 KOrAa MHE JaeTCs CJIOBO — MPOM3HOLLY

cnoso o Tpennese. IIpousHoy crnoso o «YHaiike»
Kak o neece o Tpennese, MPOMyCTHB BCE MUMO, He
3ameTuB Gombiue Huyero. Peakuus yumrens: «Tbl
HUYEro He MOHAJN B 9Toil mbece. [IpoiiyT rojibl.
[TepeunTaii ee 3aHOBO, NPOUTH CIIOBA O TOM, YTO
camoe IJIaBHOE — TepreThb, He yracasi». 51 He mo-
BEPUJI CBOEMY YUHTENIO B TOT MOMEHT, HO JKU3Hb
noATBepAniIa ero cjosa. Kaxiblil U3 Hac, Tak uiu
MHaye, MPOXKMBas CBOIO KM3Hb, B KOHIE KOHLOB,
MOHMMAET, YTO M B CAMOM JIeJle CaMoe TPYJHOE —
TEepreTh, He yracas.

Bropoe Bneuarnenue: gjopoxka kK YexoBy —
MenuxoBo. Hayano mectujecsaTbix rojios, ero jao-
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MUK, €le JJTeKuil OT BCeX pecTaBpauuil, 0OHOB-
JIeHUI, MeXJyHapojHoro Typusma. IIpocro uper
JOK/b, TACMYPHO, M Thl BUAMIIb Mepes; co0oi He-
00JIbLLIOI JIOM B HE CAMOM KPACHBOM MECTE C TOUKH
3peHns npupopHoro JaxmuadgTa. Her cocHOBbIX
60poB, 6epe30BbIX Yall... A YTO-TO TaKOE CEPEeHb-
Koe, IOK/AMBOE, nacMypHoe... [lo aToro 5 yxe He
pa3 ObIBaJ Ha JayaX MHOTMX 3aMeyaTeNbHbIX CO-
BETCKHX JIpaMaTyproB (MOBEPbTE, UTO 5 JaleK OT
KaKUX-TO COIMOJIOTMYECKHX comnocTasyienui)... Ho
TaK MOYyYUIIOCh, YTO IOMUK B MenuxoBe mokasas-
Csl MHE €/IMHCTBEHHBIM MECTOM, TJIe MOT U JIOJKEH
Ob11 kuTh YexoB. OH HEe yMen BbIOUpATh [ ce0st
KaKOM-TO 0COOEHHOM /1Ay,

B MemuxoBe, MOXET ObITh, CAMOE CHJIBHOE
BIeYaT/IeHne — 3T0 wwecT ¢ ¢uakkom. Cpydanoch
MOJIOfIOe TOHEHbKOE JIepeBle, OO0CTPYrMBAJIOCh,
1 HEJJaIeKO OT MANeHbKOTrO JIOMHKA-CKBOPEUHUKA,
rfie OH nucan «Yaiiky», BTbIKaJICS 1IeCT, & Ha Hero
Bewancs ¢akok. Ero nogaumanu azs Toro, yto-
Obl >KMBLIME HEJANeKOo OT MenuxoBa KpecThbsiHe
3HATN: IOKTOp npuexan. S yupen aaxok Bnep-
Bble MOJI J0XKJEM, BeCh BBIIBETLIN... MHe moka-
3Q710Ch Ha MUHYTY, YTO 3TO MMEHHO TOT CaMblil —
yexoBcKuil — pnaxkok! KoneuHo, 310 Gb1 coBCEM
apyroit naxkok. M Yexosa B Menmxose He GbLIO.

Sl He nmymaro, yroObl YexoBy Tak yX Hpa-
BUJIOCH OTPbIBATBHCSI OT CBOETO Jlea: MPUHUMATh
y KOTO-TO POfibl, @ KOMY-TO KJIaCTh Ma3b Ha HAPbIB
Ha majblie WK emie 4ro-to. Ho oH cumTan mepu-
LMHCKYIO MPAKTHKY CBOMM JI0JrOM. BbiBeleHHbIi
(bnaxkok B MenxoBe MHOTOe B HeM OOBSICHSIET.

51 He Bepro, 4TOObI ero cMepThb Oblla TaKoH
KpacKBoil, Kak oHa omnucana B nucbme Onbru Jleo-
HappoBHbl KHunmep. MHe KaxXeTcs, 4TO Hellb3s
«KpacuBo ymupathb». Ho Bce-Taku MeHs rpeeT Bep-
CHsl O TOM, YTO OH CaM MOMPOCUI [IAMIAHCKOE, OH
9TO CHEJANl A7 TOro, 4ToObl M30aBUTH Bpaya OT
mickomopTta. [TockonbKy no Tpajuiuu cam Bpay
JIOJKEH cKas3aTh 60JIbHOMY: «Bawm crefiyeT BbIMUTH
LIAMITAHCKOro» . Bpau lo/KeH npepynpeuThb 6071b-
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HOro 0 ero ckopoM yxoge. 3aeck Anton [TaBnoBuy
YexoB cpenan Bce BO3MOXKHOE, YTOObI Bpauy B 3TH
MUHYTbI ObITO JIeTye.

MozkHO 6bIIO OblI ellle MepeuncisTh Kakie-To
[JIaBHbIE MOMEHTbI, CBsi3aHHble ¢ YexoBbiM. Ceroji-
Hsl ynoMuHanach noesaka Ha Caxanus... Bl 3Haete,
g He JyMalo, YTO KTO-TO M3 MPUCYTCTBYIOLIMX —
3aMeyaTesbHbIX JIIOJIeH, epefl KOTOPBIMH 51 PEeKJI0-
HAIOCh, — JIEPXKAll B pyKax uctopuio donezuu Yexo-
Ba. 4 pepxan. Kak oHa Ko MHe monana, si He TNOM-
Hi0. Ho y MeHs1 joma ecTb 3TOT JIOKYMEHT, KOTOPbIii
g TPOYUTAT €IMHOXK/b! 1 HE MOTY K HEMy MpHUKOC-
HYTbCSl BTOPUYHO. S MpouuTan UCTOpHo OONe3HU
6onbHoro Yexosa A.I1. OcTpoymoBcKasi 6oibHuULIA,
BCE KaK MONOXKEHO. VIMEHHO B 3TO BpeMsl, KOrja oH
ce0s 4yBCTBOBAN HACTOJBKO OONBbHBIM, OH MOEXal
Ha CaxasnuH. [{aBaiiTe Ha CEKYHI0UKY CHOBa 3aTOp-
MO3uM. MBI Ke Jofd, OH Toxe vesnoBek. OH ObIT
Gonen! U Bce 3HatoT 1o cede, YTO, HY, HE XOUETCs
GonbHOMY Ha pabdoty uiatu! A oH noexan Ha Caxa-
JHH... YTO elle MOXKHO NpUOaBUTh K 3TOMY, UTOObI
CJI0KMNOCH BrieyatyieHne o Yexose?!

Y MeHSl MpeasioXkKeHue K Halemy pyKOBOJ-
ctBy. Tak cnyuusnoch, 4To s 3TUM JIETOM NOObIBA
B Enblie. JIomKkeH cka3arhb, 4TO s BUAE MHOTO IO-
ponoB B Poccun, cnasa Bory, GbiBan B cTosnmuax
MHpa, HO, OBEpbTE MHe, 4To ropoy Enew, B Teatp
KOTOporo exana BbicTynath Huna 3apeunas, —
39TO MPOCTO 4TO-TO Heomucyemoe! W BoT s o6pa-
ach K MUHUCTPY KyJbTypbl. ['opon Enen, Bech
ropop — 3To 4yno u 6puimant Pocenn. Kaxercs,
4TO 13 ropojia Enbua ujieT cBet Ha BCio cTpaHy, HO
cTpaHa 00 3ToM He 3HaeT. [loaTomy s mpepnarato
160-netne Antona [1aBnoBrYa Npa3gHOBATE TaM...
3pech, KOHEUHO, PEKPACHBII 3a11, HO, MHE KaxKeTcs,
B Enblie 6b110 Ob1 myyine u K YexoBy Oaike.

W nocnepnee. Ecnu 6b1 y MeHs B pykax Oblia
PIOMKa BOJIKH, 5 MOfHs Obl TOCT. Y Hac B Poccun
€cTb TaKas TPajuuUus: MEpBbId TOCT MbI MbEM 3a
UMEHMHHHMKA, a BTOPOil — 3a pojuTteneil. [loaromy
3a [Tana Eroposuya 1 EBrennto SIkosnesny!
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IOPUU BOI'YLIKUU

MPEICTABUTEID ITPESUAEHTA YKPAHBI

YEXOB [IOMOI'AET HAM
[TOHMMATD IPYT IPYTA

[lJaHOBHM MaHK W MAHOBE, LIAHOBHE MAHCTBO!
['ny6okoyBaxaemble jaMbl 1 rocnofa! Paspeumre
MHE, TIPEX/e BCEro, Ornacuthb npusetcTaue [1pesn-
JileHTa Y KpauHsl:

«YyacTHUKaM M opranusatopam MexjyHa-
ponHoit KoHdepenuuu “Crnoso o Yexose”.

YBaxkaemble py3bst! B aTH 1HM MbI 0TMeva-
eM 150-netue co iHS posKIeHNs TeHUATBHOTO Mpo-

3amka 1 fpamarypra AurtoHa [laBnosuuya Yexosa.
Benuknit macrep cnoBa, TOHKMI MCCIIE0BATENDb
4eJI0BEYECKONl JIyIN, OH CTal OfJHUM M3 TeX, KTO
3a10XKMJT  OCHOBbI  COBPEMEHHOI  JIMTEPATYPHOI
TPaJUIIK, MOJIHSAN HA HOBYIO BBICOTY YaHpBbI MOBe-
CTH, pacckasa M ipamMaTypruu. YexoB — JTMUHOCTb
BCEMHMPHOr0 MaciuTada, ero KHUMM MOBIMSIN Ha
Pa3BUTHE NIUTEPATYPbl MHOTUX HALWIl, UX YUTAIOT
BO BCEX CTPaHaX.

Kuzup nucarenss Oblla  TECHO — CBsI3aHA
¢ YKpauHoii, Ijie OH Hanucaa MHOTO CBOMX JIyULUIMX
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npousseeHuii. Mbl NMOMHUM O €ro YKpamHCKHUX
KOPHSIX, LIEH!M €ro JTI000Bb K YKPAHHCKOMY SI3bIKY,
KYyJbTYpE, TUTepaType, K Hawei 3emie. B Ykpau-
He Tiy6oKO YBaXKaloT M uTAT mamsiTh o Yexose.
[Tycts “Cnoo o Yexose” Bceria Gy/ieT CBUAETENb-
CTBOM HalllMX YCTPEMJIEHUI K BLICOKUM JIyXOBHBIM
LEHHOCTAM U uieanam. 2Kenaro yyacTHUKAM U Op-
ranusatopaM KoHdepeHuun niopoTBopHoi pado-
ThI, HOBBIX TBOPUYECKUX YCMEXOB.
[TpesuneHT YKpanHbl
Buxrop IOwenko»

K atomy s xoren Obl 100aBUTL OT cebs Co-
BCeM HemHoro. [la, YKkpanHa — MOJIOfioe rocyap-
CTBO, HO MMEET, TaK yX CJIYYMIOCh, MHOTOBEKO-
BYIO HCTOPMIO KYyJbTypbl. [la, ceropust YkpanHa
UILLET CBOII MyThb, CBOE MECTO B COBPEMEHHOM MHUPE.
[la, Kxoraa fesaeTcst 4To-To HOBOE, JOMyCKAKTCS,
KOHEYHO e, M KaKhe-TO KPAWHOCTH, KaKhe-TOo
o6k — Bce ObiBaet. Ho, cnasa Bory, uro ectb
TaKWe TMIaHThl, Kak YexoB, KOTOpble MOMOraioT
HaM MOHMMATh APYT Apyra, a 3Ha4yuT, B OyLyLlem
M CEerofjHs m30erathb KaKUX-TO HEONOHMMAHUIA,
o1m6oK. S1 Bepo B TO, YTO HALLM HAPOJIbI, KaK 1 BCE
Hapofibl MUPA, IOHUMAIOT JPYT Apyra. 3HauuT, Bce
OyfeT xopolwo; Bce Oy/eT TaK, Kak MpeAcKa3bIBa
n mbiciun Yexos. [Toatomy s ewe pa3 xouy cka-
3aTh: cnaBa YexoBy, cnaBa YKpauHe, cCllaBa
Poccun, 1 310poBbs BceM NpUCy TCTBYOLMM!
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MUXAWII HIBBITKOU

poccud

®EHOMEH PYCCKOI'O MHTEJJIMTEHTA

Hoporoit Banepuit MBanosuu lappun, nopo-
rue py3bs!

5l He Gyjy rOBOpHTB, KaK BaxkKHa Jsl MUPO-
BOTO KYNbTYPHOTO MPOCTPAHCTBA CETOfHSIIHSSL
BCcTpeya. Bbl 970 moHuMaete camu, MOTOMY 4TO
3TO HMcTopuyeckoe cobbitue s Poccuu, ucropu-
ueckoe JA71st Bcero Mupa. CKaxy COBCEM O JPYTOM.

Y Mapcens Ilpycra B pomane «B mnouckax
YTPaueHHOT0 BpeMeHI» eCTh TAKOE 3aMevaTesbHOe

MECTO, KOIjla repoy, MbITasich 3aneyaryieTb o0pas
CBOEI BO3/100JIEHHOI, HAYMHAET MPUOIMKATH CBOU
3pUTENbHbIE OKYINSPBl K €€ JHLY, Al TOro yTo-
Obl 3a(hMKCUPOBATH OECKOHEUHYIO MpPHUTATaTeNb-
HOCTBb ee KpacoTbl. CHauana oH yOexk1aeTcs B TOM,
YTO BHUUT TOJIBKO HOC, MOTOM — TOJBKO [IIa3,
a B KOHLIE OH MOHMMAET, YTO BUUT TONBLKO MOPBI
Ha ee KOXe, Iie pacTyT MaleHbKHe BOJOCHUKU
M BBIEJIAETCSl KaKas-TO KHUAKOCTb. W Torja oH
OCO3HAET, YTO, BHJUMO, COBEPLIMI HEKOTOPYIO
OILIMOKY .
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Korpa s ceroaust nosnes B MHTepHeT u cTan
CMOTpETb BCE, YTO HATKMCAHO K YEXOBCKOMY 100HU-
JIe0, KOrjia s CTajd BCIOMUHATL BOOOIIE BCE, UTO
yyran npo Yexosa B nocrenuue 25-30 7et, s o6Ha-
PY>KWJ1, UTO Mbl BEIeM Ce0sl OUTH Kak 3TOT repoii
Mapcens IIpycra. Mbl 3HaeM, CKOIBKO cTahuio-
KOKKOB ObL110 B TyOepKyJe3e y YexoBa 1 Kak Bbl-
TJIsAeN Kaxplil cTadpuiokokk. Kakum nnaroukom
BBITHpAJIA €ro SIMOHKA B OJHOM M3BECTHOM CHOMp-
CKOM ropojie. Mbl nepeTpakToBaiu Kaxkiaoe CloBO
B K101 bece 10 OMEP3eHHs, CUNTAsl, YTO BHOCUM
BKNIaJ| B MOHMMaHue mucarens. M g nogyman, 4yro
NpU 3TOM MOJXOle YTPAUMBAETCS HEKas LeJoCT-
HoCcThb. OulylieHre TOro, YTo Npu TNPUOMMKEHUN
K YeXoBy Mbl BAPYr HAUMHAEM €ro TepsATb, MEHS
MOCJIe[[HIE HECKOJILKO JIET BOOOIIIE HE MOKMIAeT.

Mbl 3HaeM 0 HeM Bce Oosiblie 1 00Jblie, MbI
TNepeXXnBaeM KaxJioe CJI0BO B TEKCTE. A OLIyIeHNe
TOTO, YTO L[EJI0e YXOJUT, CTPAHHBIM 00pa3oM Mpo-
HUKAET B XU3Hb. A BeJlb LIEI0e MOXKET BO3HUKHYTh
u3 ofiHoN MHTOHAIMK... COBCeM HEJaBHO, JBa JHS
Haszag, B MXT um. A.Il. YexoBa Obl1 yauBUTEIDb-
HbIil Beyep, KOrja MAThb YeNOBeK YMTANM MICbMa
Knunnep, Yexosa, Mapun Yexosoit, ['opbkoro,
Bnagummnpa MBanosuua Hemmposunua-JlanueHko,
Koncrantuna Cepreesuya CTaHHCIABCKOTO € KOM-
menTapusmu Onera ITanosuya Tab6akosa. Boixo-
JUIM apTUCTBl Pa3HBIX TEaTpoB, M BbiIA AJjsia
JlemupioBa 1 mombITANach MepefaTh 3axJeObIBato-
LIYIOCS, JIMXOPAJ0YHYI0 MHTOHALMIO CTEKTAKIs
«Buunesbiit can» Anaronmus D¢dpoca. U B ogHOM
9TOM JIETKOM MOKa3e OblI0 OoJiblle IEJOCTHOrO
Yexopa, ueM B HalIMX MOAPOOHBIX KOMAHMSX, KTO
C KEM KU U3 O6paTheB...

51 ouenb mo6mo kHUry «2KuszHb AnToHa Ye-
xoBa» [oHanbpa Peficpunpa. [JeitcTBuTenbHO, X0-
polLasi KHIXKKA, Takasi OueHb aHIJIMiicKas — Npefi-
crautent bBpuranckoro CoBeTa MeHsI MOIMYT.
OHa OYeHb MO-aHINIMICKU HaliCaHa, HO MHE Ka-
JKETCSl, YTO LENOCTHbII YeX0B yCKONb3HYN OT ee
aBTOPA, KaK OH YCKONb3aeT 1 OT Hac.
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ITonsiTHO, UTO 37IECh TeaTpasbHas ayAuToOpHs,
1 MbI TOBOPHM, TIPEK/IE BCEro, 0 TeaTpe, XOTs eCTh
ele BelmKas Mpo3a, KoTopas GECKOHEUHO BakKHa
anst mreparypbl XX Beka MMEHHO Kak npo3a. [lo-
TOMY 4TO eciu Obl He Obl10 UexoBa, He ObIIO Obl
NOTOM XEMUHIY3s1 1 MHOTUX U3 TeX, KOTO Ha3Baln
«TIOTEPSIHHBIM TOKOJIEHHeM». $1 yke He TOBOPIO
0 TOM, YTO MHOTHE JipamMaTypru nocie Yexona mbl-
TaNNCh My MOJIPAXKATh U MOApaXKann GIMCTaTeNb-
HO, MOTOMY YTO OIHA W3 JyUILNX, HA MOIi B3IIsiA,
neec B XX Beke — «Jlom, rjae pazouBatoTcs cepii-
ua» bepnappa oy — ces3ana u co llnenrnepom,
u ¢ YeXoBbIM...

Ho eme pa3, He 06 3TOM XOuy TOBOPHUTb,
a 0 TOM, YTO €cTb OfiHa Belllb, KOTOPYIO CKa3aTh
BAXHO UMEHHO Cerojis. 51 Obl1 HEJlaBHO B OJHOM
OYeHb BBICOKOM KaGMHETe M UTO-TO MO JypOCTH
JSMHYJ NP0 PYCCKYI0 MHTENNUreHtuo. MHe cka-
3aIM: «A MOXET, OHa U He HykHa BoBce? MoxkeT
ObITh, Bpems ee yuuio?»

Ectb Takas Bepcusi, uro Poccuto moryousnm
Tpu nucatenst — Toncroit, [JocToesckuit 1 Yexos.
BmecTo TOro 4To6b! UNTATh HY3KHbIE KHIKKH, BCE
YUTAM UX, M 9TO TPUBEJNO K TeM KaTacTpodam,
KOTOpbIE OMNPEJENISIOT HAllle CO3HAHME WU Hally
Ku3Hb. Tak BOT, MHE KaXeTcs, 4TO YEXOBCKMIl
100ueli Mo3BOIIsIeT FOBOPUTD O (DEHOMEHE PyCCKO-
rO MHTEITUTeHTA B BBICLIEM CMBIC/IE 9TOTO CJIOBA.
ITOT 100UIeN JaeT BO3MOXKHOCTH CHOBA BEPHYThCS
K TeM (DyHJaMEHTANbHBIM TIOHATHSM HAIlel Ku3-
HH, KOTOpbIE BCE-TaKM MPEANOJIAraioT, YTo pyc-
CKMIl MHTEIUTUTeHT He 0053aTeNIbHO TEepPPOPUCT,
KoTOpblii XoueT cTpensth B uapd. M uu Toscroi,
Hu [Tocroesckuil, Hu YexoB B Teppopu3Me U BOiTHE
HEe BUHOBaTbl. B 3TOM BMHOBATO YTO-TO [pyroe,
0oJiee, MOXKET ObITh, OMOJOrMYECKH, TEHETHIECKH
TPEJIONpEJIeNSIONIee Hallly XU3Hb.

B aTOM cMbICTIE, MHE KaxKeTCs, 4TO CErojiHsl
MOXHO U HY>KHO TOBOPUTb O TOM, UTO UeXOB SBUI
c000Ji COBEPLIEHHO HEOOXOAMMBIL [IJIs CErOjiHsILL-
Heil pyccKoil KM3HM 00pa3 MHTEIUIUTEHTA, MOf-



UepKMBAl0, HE MHTENJIEKTyalna, a WHTEIINTeHTa,
KOTOPBbIil Obl1 GECKOHEYHO OT3bIBUMB MHUpY, XOTS
BCSIYECKHU TIBITANCS 3TO CKpbIBaTh... Bo Bcex ero
MICbMaX MelbKaeT CKBO3Has TeMa, UTO MOBbIIIATh
rosioc, KpU4aTh — 3TO HEMPUITMYHO, 3TO HE Mojj00a-
€T MHTEJJIUreHTHOMY HOpManbHOMY desnoBeky. Ho
KUJI-TO OH JIMXOPajIOYHO, OT3bIBASICh Ha BCe Gonmn
MHpa.

MeI Bce Bpemsi FOBOpUM 0 ero TyGepkynese,
HO HE XOTMM BCIOMHUTb, YTO TYGEpKyJe3HbIil
OONBHOM — 3TO YeJOBEK OCOOEHHOTO BHYTPEHHETO
coctostHust Xu3HU. OH BIUTBIBAET 3Ty KU3Hb
1 MepeknBaeT ee HeoObIyaitHo ocTpo. U BOT atoT
HArop CTPAacTU NMPU BHEIIHe: POGOCTH, POBHOCTH,
HEKOeil TaKOW JaXe CKPOMHOCTH, HEBEPOSITHOI
3aCTEHUYMBOCTH,  OCOOEHHO B  OTHOIIEHHSIX
¢ my6auKoil, MHOTOE MpEefoNpeNeNun BooOLe
B €ro MOHUMAHUK pyccKoro untesnmurenta. Korga
BHYTpH Bce OypiauT, Bce OOJUT, KOTAa BHYTPU
Ty6epKyne3, HO Tbl JIOJKEH FOBOPUTH KaKHUe-TO
BaXKHbIE 1 CYLIECTBEHHbIE BEIIM — 3TO TSXKas
MUCCHS....

3nech cobpamuch MoK, K CI0BaM KOTOPbIX,
K MCKYCCTBY KOTOPBIX MPUCITYLIMBAETCSA BECH MUP.
JTronu, sBastolme coboil Ty Tpynny MUpOBOIl MH-
TEJUIMTeHIUN, KOTOpas MO Pa3HbIM MOBOAAM MO-
KeT CKa3aTh MHOTO GOIbIIIE U CYIECTBEHHEE, YeM
Mo0ble MOANTHYECKUe fiesiTenn. XoTsa Obl MOTOMY,
4TO Bbl HE CTECHEHbl Tak, Kak ouu. ITommTika —
HCKYCCTBO BO3MOXHOTrO. Bbl 3aHMMaeTech HEBO3-
MOXHBIM. YeX0B TOXe 3aHUMAIICS] HEBO3MOXKHbBIM.
[ToaTomy OH cKa3anl TO, UTO JI0 HErO HUKTO HE TO
YTO CKa3aTh, HO M YCIIBILIATH-TO HE MOT.

W camoe nocnespee. Ha MxaTtoBckom Beuepe
MeHsl IOpa3uiia OfiHa Belllb: KAK MHOTOTO Mbl CTANN
crecusarbes! Korpa akrepst MXT ynranu nucbma
YexoBa, Mbl ¢ AnekcaHapoM AnekceeBuyeM AB-
JieeBbIM MEPEeKNHYINCh PEMIMKOI: KaK 3TO He To-
xoxe Ha Haum cmc! [TucbMa mucany o, KoTo-
Ppbl€ MBICIHIN CIIOXHO M I1y6oko. Eciu He Oyper
BCEX BAC, CHASIIMX B 3ajie, HE OCTAHETCs LIAHCOB
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Ha TO, YTOOBI CErOjiHsI MbI TOXKE MBICIUIN CJIOXK-
HO ¥ Tiy6oko. HeoOxoammo, 4To6bl MMEHHO BbI
Npeiarali HeuTo CJIOXHOE U Ty6oKoe B MHUpe,
e Bce GECKOHEYHO YMpOLIEHO. DTO Beflb TOXeE
Hala ypb: Mbl KaK Obl CTECHSIEMCSl Ha3BaTh BELU
CBOMMM NMEHaMK. Ham HEMHOKKO CTBIIHO — HY KaK
nocne CTaHUCIaBCKOro FOBOPUTB, YTO Thl BOOOLLE
MHTEJUTMTeHTHBIA  yesoBek?! DTO  HEeNmpUIMYHO.
MozkeTe He MPOU3HOCUTH BCIYX CIOBOCOYETAHHE
«MHTEJTUTEHTHBIN YeJ0BEK» , HO MPOM3HOCUTD CJI0-
Ba, PACIPOCTPAHATH MBICJIM M JIyLIEBHbIE 3MOLMHM,
KOTOpbIE CBOMCTBEHHbI MHTEJUTUTEHTY, Bbl MPOCTO
00s13aHbI!

51 ToBopto 00 3TOM, MOXeET ObIThb, C W3JIHIL-
HUM nadocoM, HO, JCHCTBUTENBHO, 3TO TOPa3o
Ba)kKHEe, YeM TOUYHO 3HATh, KaKas UMEHHO MajouKa
Koxa nory6una Bemikoro nucaressi. CoGCTBEHHO
rOBOpS, 1 BCE.

Bosbinoe cnacu6o.
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®PAHK KACTOP®

TEPMAHHUA

YEXOB KAK PYCCKAA
MHTEIJIEKTY AJIbHAS
CTATDBS DKCIIOPTA

J1o6pblit ieHb!

S, coOCTBEHHO, HE JOJKEH 37eCh BbICTY-
nate. Beap s ewie HU pasy B KM3HM HE CTaBUI
Yexosa. Banepuit lanpun npepnoxun mue cpe-
JaTh crnekTakib no Yexosy pnst Yexosckoro de-
ctuBais. U s ckazan emy, 4To C YHOBOJBCTBHEM
9TO CENal0 1M YYBCTBYIO C€OSl TONBLICHHBIM...

S npepnoxun emy noctaButh «IHn TypOuHBIX»
BynrakoBa — camoe 4exoBcKoe MPOM3BejieHHe, KO-
Topoe 4 3Hat0. Kak BaM 13BecTHO, 3T0 Oblia Mt00H-
Mas nbeca CrasnuHa — oH cMoTpen ee 15 pas.
3pech cerojiHs MHOro roBopusoch o Yexose.
OH npepcraBnsieT co60il OTPOMHYIO CTaTbhiO 3KC-
nopra. HecoMHeHHYI0 PyCCKYI0 MHTENNeKTyallb-
HYI0 JIUTEpaTypHyIo cTaTblo 3kcropra... Ho mo-
yeMy, COOCTBEHHO, 3T0 Tak? O6 3TOM, BO3MOKHO,
ClefloBasio Obl MOTOBOPUTH G0Jiee 0OCTOSATENBHO. .
B I'epmanuu, ecau onepupoBaTh TEPMUHAMY M-
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HOBOTO XO34HCTBA, JOCTUTHYTO CTOMPOLEHTHOE
BbINoONHEHNe muaxa no Yexosy. Ero urpator Bcer-
Jla 1 MOBCIOly. DTO XOpOLLIO, 3TO OYEHb MOYETHO.
Ho mouemy, cobctBenHo, 310 mpoucxoaut? s
['epMaHuy OH SIBSIETCS elie U aBTOPOM, TPOrato-
UM CepAilla OYeHb MHOTHX MpECTaBUTeNel Cpefi-
HUX CII0eB OOLIECTBA — U MY3KUHH, U XKeHIMH. Vm
Xoyercs ObITh TakuMmu, Kak YexoB. MM xouercs
ObITb «YaiiKoi», XOUeTCs Kyfa-To JeTeTb. Bor
C KeM X04eTcst ce0st OTOXKJECTBIATh U ObITh TAKU-
MU K€ 4yBCTBUTENbHbIMU. [Ipn aTOM 3a0bIBaeTCs
YyJIOBULIHOCTb, FEHETUYECKOE YPOACTBO HEMELKOM
pacbl, KOTOPYIO CJIE0Ballo Obl OLEHMBATH OYEHb
CKENMTUYECKH.

51, cobcTBEHHO TOBOPS, BbIen Ha YexoBa —
CErofIHS 3Ta TeMa y:Ke 3aTparupanack — yepe3 bek-
KeTa. 3al0XeHHbIl B €ro MPOM3BEAICHUSIX KOMU3M
OCHOBBIBAeTCS Ha (peHOMEHe OTCTpaHeHus. Mol
KMBEM B TaKHe BPEMEHa, KOTla HaM BCeM Hero-
HSATHO, OTKY/Ia MbI TIPOMCXOIUM 1 K YEMY MbI CTpe-
MUMCS. 37IeCh ceilyac 3apOoXK/IaeTcsl HOBAsl XKU3Hb,
B [epmanunm Toxe mogbeM, OOLIMI TOABEM...
B HEKOTOpPOM cMbICTIe MbI TOPAMMCS IOCTUTHY ThIM.
MbI xopotuo >kusem. Ho nogxoaum i Mbl K Hatlei
JKU3HU C TOJIHOM OTBeTCTBEHHOCTBHIO? Kak, cob-
CTBEHHO, M3MEHUTCS Hallla XM3Hb B OJMKailiieM
Oynymwem? W HaM, KOHEYHO, HY>KHBI «HI€0JIOrnYe-
CKHME OCTPOBa», HA KOTOPbIE MbI MOXKEM YAAIUTHCS.

YexoB, KOHEUHO, poMaHTHK. YexoB (pa3 yx
s 3aroBOpuJI 0 bekkere) — 3T0 HEYTO HEMPABUILHO
nousiToe. OTCTpaHeHre — BOT YTO HAMOJHSIET ero
npoussefenns. Jloau TepsoT cnoco6HocTh Gece-
foBaTh pyr ¢ apyrom. Ty, Tak wiu uHave, BO3-
HUKAIOT BOMPOCHL: Mo3HaBaeM Ju Hal mup? Ilop-
JlaeTcsd M OH KakoMmy-To ynpasiexuto? M Bce
MBI CKOpee arHOCTUKH, He 3HAIOLLKE, UTO HAC KAET,
YTO MOXKHO MO3HATH M OCBOUTH? S lymato, Tak OHO
1 ecTb. COOCTBEHHO, TONBKO MPEACTABUTENH KPYTI-
HBIX KPEeIMTHBIX YUPEeKJCHNWl HeMEeLUKUX OaHKOB
JIEMCTBUTENILHO SIBNISIIOTCS THOCTUKAMU, TO €CTh
MOCNIe/IHUMI  TIpeeMHUKaMn  Mapkca, DHresbca
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1 JIeHNHa — OHY CUNTAIOT, YTO 3HAIOT, KAK YCTPOSH
aror mup. Her, Mbl aToro He 3Haem. YexoB — kak
pa3 Takoyl nucarelnb, KOTOpbId roBOpUT: «Mbl He
3HAeM, UTO OY/IEeT fajIblie».

Y Hac ecTh MpOILIOE, ¥ 3TO MPOLITIOE ecTh
HEYTO UyJleCHOe, pOMaHTHuHoe. Mbl Xopomo
cebs TaM yyBcTBYeM. M y Hac ecTb upies Oypayuue-
ro. Korpa-uubysib, yepe3 MHOXKECTBO JIeT, MOXKET
ObITb, HACTYIHUT BPEMSI, KOTOPOE IPUHECET YeNoBe-
Ky cB0OOJy, paBeHCTBO M OparcTBo. B HacTosumit
MOMEHT cuTyauus Apyras. M Mbl ee MucTicuumpy-
eM. M Mbl Bcerjja MoxxeM ee renepupoBaTh. U Ml
MOXEeM MpEJICTAaBUTh ee yepe3 IuTeparypy. Tako
st MeHst YexoB.

IIpekpacHa ofiHa u3 KitoueBbix cueH B «Tpex
cecTpax»: pasroBop Anupes ¢ PepanoHroM. IT0
€/IMHCTBEHHbIIl Pa3roBOp, €AMHCTBEHHbI JMAJIOT
B /IpaMaTypruyeckoM CMbICNe, KOTOPbIl TaM Be-
netcs. Ho ero BesyT ¢ pusnuecky HEMOMTHOLEHHbIM
4eI0BEKOM, Y KoToporo ocnabnen ciyx. C yenose-
KOM, KOTOPbIil HE MOXKET MOHATD JICAICTBUTEIBHYIO
COKPOBEHHYIO CYTh BBICTPAIAHHBIX CIIOB cobecefl-
HiKa. PepanoHT ynaBIuBaeT To, YTO €My FOBOPHUT
Amnpipeii, HO OH ero He monmmaet. W aT0 Henouu-
MaHye TMPOU3BOIUT HEUTO YPE3BbIYAIHO LEHHOE —
IOMOP, UPOHUIO, CBA3aHHYIO C HUMH JIETKOCTb Obl-
Tusi. OHO BBI3BIBAET CMEX, IEIAeT CUTYALUIO KO-
MUYHOI. DTO Ype3BbIYANHO CMELIHON MUCATEb.
MozxHO ymepeTb co cMmexy, uutas 3toro Yexosa!
OnHako CyIIEeCTBYeT HeKas «IJIeHKa», KOTOpYIO
Hanoxuimu cBepxy. Hawr usBecTHbll nmrepary-
poBefl cpopMynmposan, uto i Yexopa BaxkHee
BCEro JMBEpreHuyus (pacxXoxJeHne MpU3HAKOB)
1 OHA PeaNn3yeTcsi Uepes «IJICHKY» KOHBEPreHIIHH,
TO eCTh Kaxylerocst coorBetcTsusi. Kaxercs, uto
oy o6LIAloTCs IPYT C IPYroM, BEAYT KaKue-TO
NIEperoBOpbI, HA CAMOM XK€ Jielle 3TO OECKOHEUHbIE
MOHOJIOTH — JIUPUUHbIE U My3blKabHble. M 3ame-
YaTeNbHO 3[1eCh TO, YTO MBI YK€ MMEEM JIeNo He
C JpamMaTyproM, a ¢ JMPUKOM M My3bIKAHTOM.
MveHHo B 3TOM BOJIIIEO6CTBO, CPOJHM MOLAPTOB-
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CKOMY, U, OTHOBPEMEHHO, JINYHO y MEHs 3TO Bbl-
3bIBAET OTUYKACHHOE HEMPUSTHE.

Sl mobmo «rpsisHOro» JloCTOEBCKOro, o-
Omo yauuy, mro6a0 MUcartens, OMMCHIBAIOLIErO
Gonbluoit ropox IletepOypr 1 NPOBOJSLIETO MH-
BEHTAPH3ALMIO TOrO, YTO €CTh B MUPE, B KOTOPOM
MbI K1BeM. OH Jienaet 310 GecrowajHo, TParnyHo
1 CMEIHO, IPOTECKHO U 3110. [17151 MEHS OH como-
CTaBMM C HEMELKUMHU TO3TaMH, KOTOPBIX Hall ye-
XOBOMOJ0OHBIN ['eTe npecienoBan 1 UCKOPEHsi or-
HeM n MeuoM. HasoBy, Hanpumep, JIeHua, KoTopbilii
B 1792 rony 3nakoMusn MOCKBY ¢ NpOU3BE/ICHUSAMI
['eTe u mopox 3aeck, Kak cobaka. Bel MoxeTe mpo-
yecTb 00 3ToM B «[1o33uu n npaspe». [Ipoyects 06
9TOM 3710cyacTHOM Oe3ymue JIeHue, Haj KOTOpbIM
BCE HACMEXATNCh M KOTOPOro peabunTHPOBAI
Tosbko ['eopr broxuep. MoxHo BcnoMHuTb [€nb-
nepauna, Kneiicra n tak anee... Ectb ewe u ipy-
rasi HeMelKas JUTepaTypa, NoMUMO O(pULHATILHON
rOCYHapCTBEHHOI ImTepaTypsl ['ete. S roopto 06
9TOM, OY/lyun HEMLIEM, B OPS/IKE MOJIEMUKH, 1 3TO,
KOHEYHO, HEMPABHUJIBHO.

Menst nonpocunu noctaButh Yexosa. M mbe-
ca, KOTOpY1o s XoTen Obl caenath, — «Tpu cecTpbi».
B Heil ecth (Kak BCe Bbl, KOHEUHO, 3HAeTE) MpO-
mHocumble MpuHoit Bo cHe croBa: «B Mocksy!
B MockBy!» Ona 310 roBopuT, 1 OHa rubHeT. OT
M3JMILIHEN YyBCTBUTENBHOCTH, HO M OT Oecuys-
CTBEHHOCTH TOXe. BecuyBCTBEHHOCTH MO OTHO-
LIEHUIO K MPOMCXOJALIEMY, KOTfia YK€ CIbILIHO,
Kak TOMOpP MPUKJAJbIBAIOT K BHIIHEBOMY JEpEBY.
W npousoiiier Bce HECKONBbKO MO-fpyromy. by-
AyT moauTHyeckue u3MeHeHus. OHM  CIyuMInch
3neck B 1917 ropy. Bee mosHOCTBIO M3MEHHMIIOCH.
Hurepecuo, yto y Yexosa ata ¢pasza «B Mockay!
B Mocksy!», npousHeceHHas, BO3MOXKHO, OT 6e3-
Pa3nuyKs, BHITEKAET OJJHOBPEMEHHO M3 TOBBILICH-
HOI1 YyBCTBUTEILHOCTH U U3 OTUYKJEHHOCTH, KOT/IA
He 3Haelllb, KaK XWTb fanbiie. EcTb Tonmbko mpo-
LI0€ ¥ CMYTHBIE TIPEICTABICHUS O TOM, YTO, ObITh
MOXeT, GY/IeT XOpOLLO /7Sl YesoBeKa B Oy/yLeM.
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Y YexoBa ecTb pacckaz «Myxuku». 910 —
rpsi3b. ITO TO, YTO Momyuymioch nocne 1861 ropa.
Kpenocrhoe npaso ormeneno. Ilomxoru. Ilpo-
CTUTYLHS. DTO JICMCTBUTEBHO TO, UTO HAXOIUTCS
Ha camoMm jiHe. U Te xe camble cioBa «B Mocksy!
B MockBy!» Npou3HOCHT TaM OfiHA U3 F€POMHb —
Ombra. Ona mpuexana u3 MockBbl B IEPeBHIO, HO
OTKAa3bIBAETCS KUTh TaM janbiue. M oHa yxe mo-
CTynuT He Kak MpuHa, a mo-gpyromy. OHa oTtnpa-
BUTCS B MockBy. OHa He TOJBKO CKaXeT, UTo XO-
yeT B MOCKBY, — OHa UTO-TO MPEANPHMET.

OTOT paccka3 HANOMHHAET MHE TpOM3Befie-
nust [loctoeBckoro u Tonctoro. B Hem ecThb mo-
3UTUBUCTCKOE HAyano. ITO JIVICTBUTEIBLHO TO,
yeM XuBeT ynuua. M oan yxe rotosbl A€iHCTBO-
BaTh. Eci Mbl MOCMOTpUM Ha BCe yepe3 MJIeHKY
«Tpex cecrep», «Buinesoro cafa», «[Idau Bann»,
«OctpoBa Caxanmu», TO Mbl YBHUM, YTO Tam
ObUIO B MCTOPMYECKOM TLIAHE M YEMY MpPECTOSIO0
m3MeHnThCs. TaMm yke uyTo-TO Ha3peBaeT, W 3TO
NpUBEJET K B3pbIBY. MHe OueHb HHTEPECHO CBECTH
Bmecte «B MockBy! B Mocksy!» 13 aTux fiByx
MPOU3BEICHNIT 1 TIONMpoGoBaTh HaiiTi B UexoBe Me-
Top JlocToeBckoro.

S mobmo Yexosa, u 51, COOCTBEHHO, XOTEN
OCTaBUTb €r0 HETPOHYTHIM B €ro Besmynu. 51 xore
yOepeub ero oT MOMX pexuccepckux Jam. Bane-
puto Ulanpuny xorenoch gpyroro. OH cMenblit pyc-
cKuil. S Obl Ha €ro MecTe He CTajl 3TOro JieNaTh, HO
s OueHb paj 3Toi pabore B Mockae.

Cnacu6o.
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AJIEKCAH/IP KAJIATMH

poccus

YEXOBA HAJIO UITPATb HA U3JIOME
COBCTBEHHO! XW3HU

S mo3Bomo cebe MOJIeTNTBCS CKITHOUNTEIHHO
CBOMMH AKTEPCKUMH HAOMIONICHUSIMA 1 CBOMM He-
GOMNBLIMM PEKUCCEPCKUM U MEJATOTMYECKUM OTbITOM
PabOThI Hajl YeXOBCKMMHU MPOM3BEACHISMHU.

B YexoBe ecTb 3arajka, KOTOpYO 10 CUX MOp
HUKOMY He YanoCh pasrajiath, XoTs yxke 6ojee Beka
€ro MbeChl UIYT Ha CaMbIX Pa3HbIX cLeHax Mupa. 51 He
YeXOBel, 5 He 3HAI0 BCEX MCCIIE0BAHMIA, A MIX OTPOM-
Hoe MHoKecTBO. C BocToprom untan kuury bopuca
3uHrepMana, Ho MHe KaxKeTcsl, 4To iaxke B ero 61u-
CcTaTesbHOI KHIre YeXO0B He 10 KOHLA paciigpoBaH.
Bnpouewm, HaBepHOe, pasrafaTh GONBLIOTO Xy/IOXKHH-

Ka JI0 KOHI[@ HEBO3MOXKHO, JIaKe €CJIM 3TUM 3aHNMa-
totcst ThiHsHOB, JIoT™aH 1 3uHrepMaH.

Sl mymaro, 4TO B MPOCTBIX (MM TOJNBKO KaXy-
LUXCS TIPOCTBIMM) YEXOBCKMX TEKCTaX €CTh HeKast
TaiiHa, B KOTOPON M 3alI0KEH KOJ| YEXOBCKOM TeHU-
anbHocTH. Ha mepBblit B3ryIsiL uexoBcKast Apamaryp-
IMsl — 3TO CBOJI OAHANBbHOCTEH, U3 KOTOPbIX U CO-
CTOUT OOLIKHOBEHHAS KM3Hb OOBIKHOBEHHBIX JIFONIEN
B OOBIKHOBEHHBIX 00CTOSITENbCTBAX. Huuero Bbi-
JIAIOLLETOCS: HU W/, HU TepOoeB, BCe OObIKHOBEHHO
JI0 3BOTHI, KaKas-TO GECKOHEYHas TAHYYKa SKU3HH,
KOTOpOI1, KaXETCsl, HET Hauana M HeT KoHua. Jloau
NPUE3KAIOT, YEe3KAIOT, (PIUPTYIOT, BIHOONSIOTCS,
Bce Kak 00bI4HO. OHM KOMOLIATCS, CYeTATCs, CTpajia-
10T, MHOITIA IAXe CTPENISIOTCS, HO KAK-TO BCE BBIXO-
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T y HUX MEJKO U MOLIO. XOUYeTCsl CIPOCUTD: 1 3TO
2Kusub Yenoseka? [1a, yBbI, IMEHHO >KU3Hb YeJIOBE-
Ka, a He Oykauku. CTpaliHo.

Ho korya 3Ty Xu3Hb TeOe MOKa3bIBAIOT TaJIaHT-
JIMBO, Th BAPYT M3YMIISELILCS U TUTAYeLllb Hajl Tparu-
YecKOil Ge3bICXOIHOCTBIO 3TOM CaMOI CKYYHOM MO-
BeeiHeBHOCTH. U TbI lymaelib: YexoB — rexuii, — He
MOHMMasi TIPU 9TOM, KaKk emy yfiaeTcst ObITh OaHab-
HBIM U TeHHATTbHBIM OJTHOBPEMEHHO.

HWrparb Yexosa Hajio Tak, Kak MPOCKHI OH CaM:
«[lycTb Ha cLeHe Bee OYJIeT Tak Xe MPOCTO U TaK Ke
BMECTE C TeM CJIOXKHO, KaK B >kKu3Hu. JIrom odearor,
TOJBKO 00E/IAI0T, 4 B 3TO BPEMs] CIIaraeTCs X CYacThe
1 pa3omBaroTCs X XKU3HW» . [Ipruem nrpath, Kak MHe
KaKeTCsl, Halo CBOIO XKHM3Hb, HE MPUYKPALIUBAs, He
NIPUYMBIBAst, HE HArpysKas 4y>KepOIHbIMU MCSMHU.
Uex0BCKMiA, 51 ObI CKa3aJl, BCEIEHCKII MacITad BO3-
HUKAET U3 3TOI YyJI0BUILHOM, 0€3)KaJIOCTHOM NMPaB/bl
TIOBCEIHEBHOCTH , KOTOPAsI MPEJICTAET B €ro Mbecax.

51 yacro 3aj1ato ceGe BOMpOC: HyXKHA JIM aKTepy
KOHLIETIKS /17151 BbICTpanBaHus ponn? MHe KaxeTcs,
C TOYKH 3PEHHST KaKUX-TO KapAMHAIBHBIX PELLICHHH —
HetT. Ho 3T0 He 3HAuuT, 4TO Hajlo MPOCTO MPOM3HO-
CUTb TEKCT — Torja 910 OyaeT Genblil JICT, Ha KO-
TOPOM HeT Huyero. YToObl MOSBUIUCH CMBICH U CO-
JIep>KaHue , MbI JIOJDKHBI YTO-TO HauepTUTh. Ecim 310,
ckakeM, OCTPOBCKMIl, MbI PHCYEM COYHO, BBITMYKJIO,
MOXET ObITh, MHOTJIA JJAKE PE3KUMH TeaTpaTbHbIMU
Kpackamu. B ciyuae ¢ YexoBbiM, 51 iymato, SIpKKe
1BeTa NCKJItoueHbl. [IpocThie Belu, 0 KOTOpBIX FOBO-
puT YexoB 1 U3 KOTOPBIX CllaraeTcst Kaxas yesope-
YecKast KU3Hb, JIOIKHBI ObITh PACCKa3aHbl IPOCTBIMK
cpeficTBamMu. D10 6e3yMHO Tpy/HO. MIHora Kaxkercs,
YTO TaK ChIFPaTh MOYTH HEBO3MOXKHO, HO, HA MOM
B3IVIS], 3TO M €CTh KOHLEMUMS PEIleHNns YeXOBCKOM
JpaMaTypriu, camast CJIOXKHas 71l BOTUIOLLEHHS.

Tema Bo Bcex ero mbecax MpUMEPHO OfIHA U Ta
3Ke: He COCTOSIACh XKU3Hb. A Y KOT0 OHa COCTOsIACh?
[Tpocrute, 51 06parLatoCh K BaM 1 X04y Bac CPOCUTb:
y KOro oHa coctosinach? Y 6e3KjieH, UTO TPY/IHO HaliTH
YesioBeKa, 1axke CaMoro YCMeLHOro, KOTopblil XOTb
OJIHAXIb! HE 3ajian cebe 3TOro BOMPOCa M HE MOHS
Obl, UTO €ro XKH3Hb MPOILIIA MUMO.
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YexoBckue repom — IO HEBbIJAOLIMECS,
B HUX BCEr0 HaMellaHo, KaK ¥ B KaXJIOM M3 Hac:
TOJMKA TePOM3Ma, HEMHOXKKO CEHTUMEHTANLHOCTH,
HEMHOXKO PABHOIYLIINS, YyTh-4yTh aMOULIMIA, UyTh-
4yTh cTpacTH... M 9! mou cKyvarot, 3eBaioT, 1o
HEOOXOMMOCTH ~ (PUIIOCO(CTBYIOT, TOCKYIOT MO
«JTyylueil >KU3HW», HUYEro Mo OOJIbLIOMY CUETY He
coBeplast.

YexoB BcTymaer B cnop jaxe ¢ bubmmeil.
bubnust npusbiBaeT HaC K BbIOOPY, K ONPEENEHNIO
cebst B Mupe, K 6opboe co cBonmu rpexamu. A Uexos
yOuBaeT BEpY B TO, UTO HAM MOXKHO CTaTh Jyytie. [To
CyTH, MbeChl YexoBa MOJMHICHIBAIOT MPUTOBOP YeJIO-
BEKy, NMPUTOBOP, KOTOPbIIl MepeBOPaulBaeT 4enoBe-
YecKoe CO3HaHNe, Halle ¢ BamMM co3HaHue. ['epoes
U TEHNEB — e[IMHULBI, BCE OCTANbHbIE 0OpEUeHbl Ha
KI3Hb, B KOTOPOIl HE BIIACTHBI UTO-TMGO M3MEHHTb.
YexoB COBEpIIMI PEBOMOLMIO, OTKPbIT KOCMUYE-
CKYIO JKYTb UEOBEUYECKOro ObITHS — YENOBEK CTpe-
MUTCS K JTy4LIeMy, 3Hast, 4TO HUKOT/a 3TOTO JIy4Ilero
He Oynet. M ¢ TakuM 3HaHMEM KaK/IbIil 13 HAC 10MKeH
TMPOJIOMKATh KHTh.

Yenosek npobyeT GYHTOBATH, MBITAETCS BBIATH
13 3aMKHYTOrO Kpyra, HO BCE YCUINS TIIETHbI. Bo
BCEX YEXOBCKIX MbeCaX repou, KaK MPaBiuio, HaulHa-
0T aKTHBHO JIEICTBOBATh B TPETHEM AKTE — UJIET Me-
PEOCMBICIIEHHE XU3HH, BOT TOI/a U BO3HMKAET 3TOT
MTHOBEHHBIi B3PbIB, BbITUIECK CKONMBLIETOCS HAmpsi-
JKEHMsl, KPATKUI MUT OCO3HAHMs HE COCTOSIBLUENCS
Cy/IbObI, OTEPSIHHBIX BO3MOYKHOCTEN, HECOBIBILIMXCS
Hajiex. Ho ara nombiTka BOcCTaTh MPOTHB 0ObI-
JIEHHOCTH, CEpPOCTH, 3aCaChIBAIOLIEN MYUUTENbHOI
TMOBCEJIHEBHOCT! HIYETO HE MEHSIeT, U Jlallblle Kaxk-
JIOMy YrOTOBaH BCE TOT XK€ OECCMBIC/IEHHbII Oer no
Kpyry. TpeTuit akT Hajlo paccMaTpUBaTh B KOHTEKCTE
NEpPBbIX [IBYX — MOHOTOHHBIX, TSITY4HX, BA3KHX, MO-
Clle KOTOPbIX HeM30eXKeH 3TOT B3PbIB, 3Ta BCIBIIIKA
CO3HaHMSI: BCE CyeTa, Bce 3psi. A 3aTeM HacTymaeT
MOMEHT CMHPEHHsI, MYJPOro U MeYalbHOTO BbIBO-
Jla TIOYTH MO DKKJIE3UACTy: 4TO ObIO, TO U OYHET...
[lepemeHbI HEBO3MOXKHBI, BCE TOMBITKY GecCMbICIEH-
Hbl, Helb3sl UTO-JIMO0 U3MEHNTD B YCTAHOBHBILEMCS
HaBCeryia MUpOYCTpOJICTBE.
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Bes knmaccuyeckast ipamMatyprist OT aHTHYHOCTH
o XX Beka MocTpoeHa Ha OopbOe 100pa co 3710M,
KJIaCCUYECKHE TEPOU COBEPLIAIOT MOCTYIKH BO MMSI
CIIPaBE[IMBOCTH, BO UMS JIOOBHU, B 3ALUTY C1aboro
1 T.1. OHU BCTYNAIOT B KOH(IMKT CO 3710M, @ YeXOB-
CKHE MEPCOHAXU BOIOKOT Iaxke He ¢ co00il, OHU MpO-
TECTYIOT NPOTUB 3aHY/IHOI NIOBCE/THEBHOCTH.

AxTepy urpath UexoBa Hajio Ha M3JIOME XKU3-
HH, KOTAa BHYTPM BO3HMKAaeT COOCTBEHHOE pacrisi-
THe, HaCYIHasl MOTPeOGHOCTL pa3odpaThest CO CBOEH
SKU3HBIO, TIOCTHYb €€ KOHEUHYIO LielTb, ee cMbIcl. be3
TIOCBSLLEHNSI B TATOCTHbIE Pa3AyMbsi O TILETE XKU3HU
1 HEM30EKHOCTU CMEPTH, 5 [yMato, TPYAHO TOHSTH
Yexona.

YBepeH, 3TO WM3BpallieHHe, KOTJa YeXOBCKHE
Mbechl MAYT BO BCEX TeaTpax MPOCTO TOTOMY,
4To Hajlo nocraButh Yexosa. Kpome ckyku B Ta-
KOM Cllyyae 3puTeNsl HUYero He >XjeT. YexoBckuii
CIEKTAKIb MOXET POJMTBCS, KOIJ]a aKTepbl Ofil-
HAKOBO 3apsDKEHbI, KOIJa OHM YYBCTBYIOT Jpyr
pyra Ha YpOBHE JyILEBHOrO CONPUKOCHOBEHMS.
YexoBcknit Mup — 310 Mup Mupaxeil. Ero repo-
€B TPYAHO TONBECTM TOf| YETKOE OmNpefieNeHune:
MJI0XOi, 3700, 00pbIii... VIX MOXHO HEHaBHJETb,
a MOYKHO JIFOOUTD. MIX MOXKHO JIIOOUTDL 1 HEHABHJIETH
ofiHOBpeMeHHO. Mrpathb B nbecax YexoBa Hesb3s 1o
OOBbIYHOI aKTEPCKO! CXeme: MpHyMall, BbICTPOMI,
Ha NPEMbEPHBIX CIIEKTAKJISIX BCE TPOBEPHIT, IOBOJIHO-
BAJICS], A IATIbLLIE yKe UTPAelilb CIOKONHO 1 YBEPEHHO.
3uHrepMaH 0YeHb TOYHO MUCAI O TIABYYeM COCTOS-
HUM YEXOBCKIX TepoeB, KOrja BCe 3bI0KO, 0UepTaHus
HEyJIOBUMbI M BCE BPEMs MEHSIOTCS, Tparmyeckoe
YXO[IUT B KOMHYECKOE 1, HAOOOPOT, KECTKAs! MPOHHUSI
TIEPEXOAUT B XKAJOCTh, BLICOKOE 1 TIOLIIOE MOYTH CO-
TMPUKACAIOTCS], CTUpPAs BCSKUE TpaHuupbl, U T.1. Ecim
HE YJIOBUTb 3TOH aTMOC(EPbI, 3TOr0 HACTPOEHHS, TO
HIYEro He TOTyYnTCs.

YexoBckue repoyt MPOTUBATCS 3aUKCHPOBAH-
HOI1 (hopme. 51 iyMato, 4To KaXK/Iblil pa3 HaJlo BXOAUTH
B CNEKTAKJIb CaMUM COOO¥, CO BCEM, UTO €CTh B TeOe
CEerofiHsi KOHKPETHO: CO CBOMM MJIOXMM HACTPOECHHEM,
00UaM1, CCOPOIi C JKEHOM, HE3JI0pOBLEM, OOMSIMH.
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3T0 BCE Haflo He GOSIThCS HECTH Ha CIEHY, HE Hajlo
nepectpanBath ceOs. He Hajo nepectpamBarhbes
¥ TOr/Ia, KOT/Aa Thl B XOPOLLIEM HACTPOEHNH, KOTJIA ThI
PaJioCTEH, CYACTIINB, a Urpaclilb, HanpuMep, AHIpest
[Ipo3opoBa, — y6e:kieH, UTO Ha 3TOM CThIKE TBOETO
COBCTBEHHOTO CaMOYYBCTBHSI M UEXOBCKOrO TEKCTa
BO3HUKHET HEOOXOJIiMast HHTOHALINS.

YexoBa Hesb3sl UTPaTh TOMBKO Ha MAaCTEPCTBE.
MacrepcTBo, yMeHusl, KelaHue UTO-TO B30pBaTh
B CNEKTaKJe, TMOBEPHYTb CUTYalMo, 0003HAYMTb
ee — MPOTHB BCEro 3TOr0 BOMHUET YeXOBCKas ApaMa-
TYprusi, BCE 9TU HAILM NPUBbIYHbIE AKTEPCKUE XOfbI
371eck He noaxoasaT. Heo6xoaumo, XoTh 1 HENpocTo
3TO CfleNaTh, 0TGPOCHTL MACTEPCTBO, IKOIY, BCE TO,
YTO COCTABJISIET HALl aKTepCKuil Xyeb. 3a0bITh BCE,
yeMy Hac y4uIi, BCe Hally cretpguyeckue npogec-
CHOHAJIbHbIE XMTPOCTH: OLEHKA, KYCOK POI, 3eCh
B30PBaTh, a 3/IECh ChITPaTh MPOXOAHO 1 T.1. [ymato,
BbI NIOHUMAETe, 0 YeM s TOBOPIO. B uexosckux nvecax
HYJICHO MAAGHMAUBO CbI2PAMb 00bIKHOBEHHO20 YeA0-
6eKa, HO 60N KAK pas Imo — CblzPamb 00bIKHOBEHHO-
20 4eN08eKA — eChib CAMOe CAONCHOE 6 meampe.

Hac yunnm na Monbepe, ['onbaonu, u urpath
B UX Mbecax HamHoro mpote... Hakonew, gaxe llek-
CnMpa ChIrpath Jerye! Y Hac ecTb CBOI HapaOOTaH-
Hblil MHCTPYMEHTApUil, C TMOMOLIbIO KOTOPOrO Mbl
3aHUMAEMCs CBOUM PEMECIIOM, HO C HUM HeJTb3st UIIT!
K YexoBy. DTOro fienaTh HeMb3s, 3AeCh HyKHbI py-
THie MHCTPYMEHTbI, 60Nee TOHKHE, U3SIIHbIE, TAKKe,
KOTOPBIX HE JIOMKHO ObITh BUJHO.

YexoB HUKOIA HE YUUT KUTb, OH (DUKCHpYET
Ku3Hb. 51 yBepeH, uto 6e3 jokTopa UexoBa He ObLIO
Ob1 YexoBa-mucarens. OH 3HaT MpoO yesoBeKa BCe,
3Hal, 4To Bor cosfam HecoBeplleHHOro 4ernoBeka,
1 YexoB B3upan Ha Hero 6e3 caHTUMeHToB. Ero 3Ha-
HIE O MUPE JIABAJIO €My MPABO ObITh JKECTKUM, HO e11[e
1 My>ecTBeHHbIM. C OJIHOI CTOPOHBI, 3TO MOPOXK/IAET
LMHI3M, HUTWITH3M, HO, C IPYTOil CTOPOHBI, IA€T M0-
HIMaHKe LIEHHOCTH XW3HH, BOCTOPT Mepeft Hefi.

Mos mo6umast ¢ppaza y Yexosa: «[loropa ce-
TOJHSI XOPOLLIasi, He 3HAI0, TO I Yat0 MOMATh, TO I
TIOBECUTBCSI».
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MATTUAC JIAH['XO®®

TEPMAHHWA

CBOEI'O CbIHA 51 HABBAJI AHTOHOM

[Tpowy npouienus... 4 3aunrato To, 4TO X0Uy
ckas3aThb. S Hamucan 310 cerofns yrpom. Hamucan
MOTOMY, YTO €CJIH 5l HAUHY MPOCTO TOBOPUTb, CTOSI
BOT TaK Mepeji CMOTPSILUMU Ha MeHs! JIOIbMH, 5 T0-
TOM He TNOBEpIO HU efINHOMY cBoeMy clioBy. [ToaTo-
My MHE HY>KHO UNTaTh CBOM 3alUCU 1 HE CMOTPETh
0 CTOPOHAM.

Moii orery gan MHe umst Mattrac. OH craccst
OT YXaCOB HEMEI[KOro KOHIEHTPAIMOHHOTO Jare-

p4. B EBpone BnacTBoBana BoiiHa. I'epmanus Hana-
na Ha Coerckuit Coto3. HenpukpaiueHHbli yxac,
MYyKH, CTpajaHusi, OOBSATbIA OTHEM MHUP, CTHUC-
HYTBIl AQHAPXMYECKUMHU UYJOBHILAMH, MYTaKoIIe
1 TPEBOXKHO, B PE3KHMX TOHAX, OTKPbIBAIOTCS B30-
py noceturensi ¢ Xusipaecxaimckoro anraps. O6
aToi Komno3uuun Matrtuaca ['proHeBanbia gyman
MOJ1 OTell, U 5 MOJYunsl ee B HamyTCTBUE BMecTe
C VIMEHEM.

Hpyras crpana. B Garaxe yrpaueHHble Mey-
Thl, CJI€/Ibl CYACTbsl 1 NPEHEOPEXKEHNS, U HUKAKOI
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TockM no poauHe. Ho rnasza noMHAT rOpHbIE JaH]-
wadgrsl Kacnapa [Jasuna ®puapuxa. 51 uyBcTBOBAN
KpacoTy Meyanu, MUTaTeJbHyl0 CPefly MociefHeit
peBomoLMY MpuUMKpeHusi. Moero nepBoro CbiHa
30ByT Kacmap — Tak Xe, Kak IIyTa B KyKOJNLHOM
Tearpe.

Korpa most ¢ppaHiyxeHka-xeHa Xpana BTO-
poro pebeHKa, Hy, U s BMeCTe C Heil, Mbl JI0JITO
nckamu umsi. Kak HasaThb mepBoro pe6eHka, Bbl
Bcerya xopouo 3Haere. Ero yxxe kak Oyaro Bcerja
Tak 3Bami. Ho j1s BTOporo peerka ums uienib
U MIleMb, 1 HUKaK He Haxofullb noaxopsiee. Ha-
KOHel], Mosi keHa ckazana: «Kak HacueT pycckoro
numenn?» Ee nepsblit MOG0BHUK ObUT OPa3uiIbCKUM
My3bIKaHTOM 1o uMeHn Bosops. 4 cpasy xe Bbl-
namun: «Jla, AuTon». «Ho 310 ke Hemelkoe umsi!»
«Her, Her, — ckazan 1. — Oto Yexos». U 4 mpo-
LUTUPOBANl, HE OYEHb TOYHO MO TEKCTYy, U3 €ro
micbMa: «$l HEHaBIXKY JOXb M HAacUINe BO BCEX
ux Buax. Tymoymue u mponsBos LAPST HE B OTHUX
TONBKO KYMEUeCcKHX oMax M KyTy3Kax; s BIKY MX
B HayKe, B IUTepartype, cpefu Mosofexu. upmy
1 ApNBIK 5 cuMTaro npespaccyakoM. Mos cBsitast
CBSITBIX — 9TO YENIOBEUECKOE TElO, 3J0POBbLE, YM,
TaJaHT, BAOXHOBEHNUE, JI000BL U aOCOIOTHEMIIAS
cB00O/Ia, CBOOO/IA OT CHJIbI M JIKU, B YeM ObI MO-
CTIe[IHIE [IBE HU BBIPAKATIHCH» .

Sl BcTperun cBoero chiHa AHTOHA Buepa,
nepejl BbLIETOM crofia, B Ilapukckom asponopry.
Berperun cnyyaitHo. S yes:xan, a oH Kak pa3 Bep-
HYJICSl U3 TPEXMECSIYHOTO MyTEIeCTBHs 0 ApreH-
TuHe. OH JOGUT MyTelecTBOBaTh, CMOTPETh Ha
HEe3HaKOMbIe aJieKye Kpasi U CIIyLIaTh JIofei, Ko-
TOPBLIX OH He 3HaeT. OH nokasan MHe (otorpacdun
1 Havaj pacckasbiBaTb. Ho MHe yxxe Hajo Oblio
upti. «Eie Tonbko BOT aTy uctopuio. OHa oueHb
KOPOTKas», — CKazall OH. YK€ yXOJid, s KPUKHYI
emy: «3anuim ee!» OH nobGexkan 3a MHOI, OCTaHO-
BUJI MeHS 1 cnipocuit: «[]a, 3amucats... Ho xak?» —
«Ecmu xouelb, 4ToObI 51 €€ Mpoyet, To JTyyllle Bee-
ro Hamuim, Kak Yexos». 51 06Hs1 ero. 5 ycabiman:
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«Mucrep Jlanrxodd, nocneanuii BbI30B Ha mocaj-
Ky B CaMOJIET KOMMaHuu “A3poaoT”, clefyommit
peiicom 260 B MockBy». Tskeno fpliua, s nom-
yaJicsl yepe3 NMpUHApSKEHHbI OETOHHBIN TYHHENb
K PErucTpaurMoHHON CTOWKE, MONYuus CIpaBeji-
JIMBBIIl HAaroHsil OT COTPYAHMLBI, AoOpancs, co-
MPOBOXK/AEMbIIl CO BCEX CTOPOH YKOPHU3HEHHBIMU
B3IUISIaMHK, 10 cBoero Mecta 27 D, u Tenepb BOT
CTOIO MepeJ] BAMH U JIOJKEH cka3aTh cBoe «CloBo
o YexoBe», U He 3HAW, KaK 3TO cienath. Bce,
4To S MOr Obl CKas3aTh, YXe CKa3aHO WM,
1 TOPA3fo JMyyLle.

CnoBo... 51 Bo3bMy mpepnoxenue: «B arom
MUpe [IBa 3aHATHS 51 CUNTAI0 OCOOEHHO Gecrones-
HBIMU: BBIMMIIMBAHNE JTOO3MKOM 1 (hOTOrpapuio.
YacTo Ha cmekTakysx no Tekctam YexoBa uiau BO
BPEM$I JIMCKYCCHIL O HEM Y MEHSI CKJIaJIbIBaeTCs Brie-
yatneHue, yto 3ta pasa YexoBa HEOCTATOYHO
n3BecTHA. Mos camasi KpacuBasi MeuTa 3aKIoyaeT-
csl B TOM, YTOObI, YMEpPEB, OKa3aThCsl MOTOM, KaK
3T0 ObII0 ¢ YeXOBBIM, B OXJIaXKJIEHHOM BaroHe co
CBEXMMH yCTPHILAMHU, B TO BPeMsl KaK HEMHOTHE
OCTaBIIMECS Y MeHs mouurtatenu Gexamm Obl 3a
rpoboM Kakoro-HuOyjib reHepana. Moii cmex cme-
mMBalcs ObI CO CMEXOM YCTPHL, MOPOXK/As Uy/0-
BUILHDII LIYM...

Bosbinoe cnacu6o.
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AHJIPEV KOHYAJIOBCKUM

poccud

OH JTIOBWJT KJIOYHOB,
Y Er'O BIOXHOBJISUIN KITATIBMIIA

HagepHoe, Bbl Bce 3HaeTe, uTo AHTOH [1aBno-
BIY TepreTh He Mor tobuinees. B aTom cMbicie xo-
POLLIO, YTO €ro 37eCh HET, MOTOMY YTO OH JJABHO Obl
NPEKpaTUi 3TH NMPEHUs B CUITy TOTO, YTO HE BEPUJI
TOMY, 4TO Jitojit roBopsT. OH roBopui: «/IBaguarh
N4Th JIET pyraroT, NOTOM yMpelllb, U OyayT mia-
KaTb».

51 we cormacen ¢ Muxaunom Edumosnuem
[IIBbIAKMM MO TOBOjlYy TOTO, YTO MbI YXOAMM OT

nenoctHocTi Yexosa. Dto Hempasaa. S aymaio,
YTO Mbl YXOJMM OT TOH WJIJIIO30PHOI LETOCTHO-
CTH, KOTOpast OblJla CKOHCTPYMPOBaHa BO BpeMeHa
COBETCKO¥ BJIACTH. DTOT CTEPUIbHBII 00pa3 AHTO-
Ha [TaBnoBuya — 1yxoBHOro Gopua, Hecrné6aemoro,
YICTOr0, 6ECKOMIIPOMUCCHOTO — HE COOTBETCTBYET
peansHocTu. M cnaBa Bory, 4To aHrnmMyaHnH Hamu-
cajl CBOIO KHWTY, OTOMY YTO 3Ta KHUTa HE JaeT
OLIEHOK. JTO MepBblil TPyA Mo YexoBy, KOTOPbIil
HE TMbITAETCS BBIPA3UTb ABTOPCKOE OTHOILIEHHE
K Hemy. [Jonanba Peiipum npocto He naet cBoux
OLIeHOK. M BOT 3TO OTCYTCTBUE OLIEHOK, GeccTpacT-
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HOCTb, MO-MOEMY, — He0OXOfuMasi Belllb /IS TOrO,
4TOOBI y3HaTh HacToALEero Yexona.

Kcratn roBopsi, s He Jymar, uTo AHTOH
[TaBnoBuY ObT Obl 10BOJIEH MYOIMYHBIM YTEHUEM
CBOMX THCeM. XOT$l, BUUTE, Mbl BbIHYX/IEHbI YHi-
TaTh €ro MIChbMa MPOCTO MOTOMY, UTO TaMm OH OT-
KPbIBAETCS COBCEM JIPYTOil, HOBOW CBOEI CTOPOHOI.
B 3TOM cMbicie HaM Hajo OCBOOOXKIATHCS OT
Mpe/ibIAy1Iero Muda 1 Ha HOBOM YPOBHE OTKPbIBATh
Anrona [laBnoBuya, BKIOYas cTahuIOKOKKOBbIE
Ma0uKM ¥ BCE TO, YTO KAXKETCs Henmpe3eHTabelb-
HbIM. DTO JIaeT IPyroe MU3MepeHue ero nponssefe-
HUSIM, 0cobeHHo fipamatypruu. [lotomy uro, ecm
OH MOT BbICKa3bIBAaThCsI B CBOEI MPO3€ OTKPOBEHHO,
TO TeaTpajibHasl IeH3ypa ITI0C TeaTPaIbHbIN CTHIIb
JIIANN er0 BO3MOXKHOCTH ObITh TaKNM, KAKUM OH
Mor 6bl ObITh B >KM3HU U B cBoeil mpo3e. OH Obl1
OUEHb YCIIOBEH, 1 3Ta YCIOBHOCTh MHOI/A MELIAeT.
JInuHO MHe OHa Melllana ero MOHSTh...

51 N0BOJILHO 107110 XMBY ¢ UeX0BbIM, 1 TOJIb-
KO Toclie MpouTeHust KHuru Peitpuimia n oueHb
BHUMATEJILHOTO UTEHHSI YEXOBCKUX MUCEM S yBU-
JIeN YesoBeKa, KOTOpoMy Xouy mojipaxats. [loto-
My 4TO, B 00LIeM, MUy nojpaxars Hemb3s. [lof-
paxaTb MOXHO peajbHOMY 4esoBeKy. PeanbHblil
Yexos, M0-MOeMY, /Ja€T BO3MOXKHOCTb HOBOMY IO~
KOJIEHUIO XYJI0’KHUKOB, KOTOPbIE MCKPEHHE MbITa-
I0TCS €ro MOHSATb, OTKPbITH B YexoBe To, uTO He
CMOTJIM OTKPBITh PEXKUCCEPbI MPU XKI3HU AHTOHA
[TanoBuya. [ToaToMy, COGCTBEHHO, TaK YacTo MpH
skn3Hu AHTOH [TaBoBIY BO3MYyILACS TEM, Kak ero
CTaBAT. A MOTOM COrNalancs, MOTOMY UTO Mbeca
nMmena ycnex, ropopuit: «Hy, najso, urpaiite Tak».

OT0 BaxkHas Bellb. EMy Oblio o4yeHb Tpyj-
HO OOBSCHUTB, YTO OH MMeNl B BuAy. Mbl y3Ha-
7, OH TOBOPWJI, U4TO B Tparefuu He Hajgo 6o-
aTbcst (papca. 'oBopun, uTO HU3KOE MelaeTcs
C BBICOKMM, UTO TPEKpacHoe MelaeTcs ¢ 6e300-
pasHbIM, Kak B Xu3HU. OueHb 4acTO MOKONEHne
1 PYCCKHX, 1 3apyGesKHBIX PEKNCCEPOB MbITATOCH
TMOHSTh TONBLKO OfIHY 4acTh YexoBa, KOTopast FoBO-
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PUT 00 yCTPEMJIEHHOCTH YeIOBEKA K MPEKPACHOMY
Oynymwemy. M BOT 3pech, MHE KaxkeTcsi, mpuodpe-
TaeT 0Co0YI0 LEHHOCTh TO, YTO CETOMIHS Mbl 3HAEM
0 Yexose ropasio Goublie U paspyuiaeM ero Mud.

Bbl 3Haere, s Xanero, YTO Mbl — HE MY3bl-
KaHTbl, a YexoB — He komnozurop. [ToTomy uTo,
ecim Obl OH ObLT KOMIO3UTOPOM, TO HUKTO Obl He
crapancs Mouapra urpath KyJlakamu. 9TO HEBO3-
MOXHO... Ho cerofiHst nuHorna HOBbIM MPOYTEHHEM
YexoBa cuMTaeTCsi MOCTAaHOBKA, KOTJa BMECTO CUM-
(poHMYECKOTO OpKecTpa BBICTYMAeT AUKCHUJICH],
WM BMECTO TOrO, YTOOBI MrpaThb Ha CKPHUIKE,
urparoT Ha TpoMmOOHe... My3blka yxe He Ta.
U ¢ 3T0ii TOUKM 3peHnsi, MHe KaXeTcsl, Upe3Bblyail-
HO MHTEPECHO BUJIETH HOBOE MOKOJICHHE peKucce-
POB, KOTOpbIE, MPOiiis 3TOT KPYr OTKPBITHI, 1O-
HACTOSILIEMY HAUHYT YMTATh TE XKe CaMble CJIOBA.
Yro6bI ObLTO: «A BOT 3T0 0 yeM!»

51, HampuMep, 10 CUX TIOP OTKPBIBAIO POT B He-
JIOYMEHUH 1 TyMato: 0 ueM xe 310? XoTs, B 001IeM,
4 y3Ke I0BOJILHO JIOJITO MbITAI0Ch €0 MOHSATH.

Sl Xouy ckazaTh, MoYeMy MHE 3aXOTeJOoCh
eMy Mofipaxath. MHe 3aX0Tes0Ch eMy MojpaxaTh,
BO-TIEPBbIX, MOTOMY UTO 3TO ObII MO-HACTOSLIEMY
cBoOopHbIi yenoBek. Korma s roBopro «cBOGOA-
HbIil», 5 UIMEIO B BUJY, UTO OH HE ObUT HU B KaKoii
naptuu. Korpa-to ®anna Panesckas, Boiis B Te-
aTp M YBUJIEB TpeX LIEMYYLIMXCS aKTpUC, 3ameva-
TeabHO cnpocuna: «[IpotuB koro apyxum?» 70
TaK O113KO HalleMy OOIIECTBY — APY>KUThb MPOTHB
koro-To. [Ipotus YexoBa IpyKuim oueHb MHOTHE,
€O BCEX CTOPOH, U ciieBa, U cnpasa. OH cTpajan
OTTOTO, YTO HE MOXET OBbITh C KEM-TO, OITOMY
BbIOpANl YesnoBeKa, KOTOPbIl €ro NOHUMAET, —
CyBopuHa. A yenoBek Obll, B 00LIEM, JAleKO He
MPOrPECCHUBHbII, HO YMHbII U MY/IPbIil.

Ppuppux [opeHiuTeliH, 3amMeyaTesbHblil pyc-
CKuMii nucaresib, B 1968 rojy, Bo BpeMs OKKynaiun
TaHKaMi YexocioBakMy Hammcan MaleHbKoe 3cce,
Kotopoe HasbiBasnoch «Moit Yexos». U Tam ecTb
yAMBHTENbHOE Mpo3penue npo Yexosa. OH Hamu-
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can, uro «ecau Tosacroit u JJoctoeBckuil ObLu [1oH
Kuxoramu pycckoit nureparypel, To Yexos Obli
ee ["amnerom». HukTo 13 BeJIMKMUX pycckux muca-
TeNlell He CTajl HACTOJIbKO €BPOMENCKUM, KaK OH.
Yexos Obln eBponeiickuil nucarenb. Bee Bennkune
pycckue nucatenu 6b1n 1160 Jon Kuxorsl, 6o
HenepeBoumbl. Benukoro Ilyuiknna, KoTopblii
CTOUT Ha YPOBHE CaMbIX BEIMYANLINX JOCTUXEHUI
MUPOBOI1 IMBUIM3ALMH, TPYAHO, TOYTH HEBO3MOX-
HO MEPEBECTH Ha APYTHe S3bIKH.

YexoB nepesefieH, MHE KaxKeTcsl, TOTOMY, UTO
OH NEPBbIIl OCMEJIUIICS B MUPOBOI JIMTEPATYPE CKa-
3aTh «s He 3Hato». OfiHa U3 MOMX MOOUMBIX (hpas,
KOTOpasi MeHs MoTpsiciia B pacckase «[lyamb», —
KOTJIa I'epoil MOHUMAET, YTO BCE, YTO OH TPOXKUI,
ObUIO AOCONIOTHO OECCMBICTICHHO, OH TOBOPUT:
«HukTo He 3HaeT HacTosiel npasjibl». PantacTu-
YecKM MPOCTAas U Y>KAaCHas U B TO K& BPEMS yCIlo-
KaMBaIOLasi MBICIb. DTO MYXECTBO, OLIyLIEHHE,
KOTOpOE HY>KHO BBICTPaJiaTh, YTOObI CKA3aTh «HE
3HAK».

OnHOBpPEMEHHO C 3THM, BOT 3TO IepeBO, KO-
TOpOE MHE OYeHb MOHPABMIOCH HA adpulle Haliei
KOH(EepeHUuH, Jyyllle BCEro CHUMBOIM3UPYET
B onpefieneHHoM cMbiciie AHToHa [lanosuya. Io-
TOMY 4TO OH BHJIeJ He TOJIbKO IEPEBO, HO U TO, YTO
9TO JIEPEBO JIUCT 3 JIMCTOM OCBIIIETCS, U BbICO-
XHET, U CTaHeT TOJIbIM, U MOTOM CHOBA MOSIBSITCS
noyky. OH UyBCTBOBAJI JIBIKEHNE BpemMeHu. bopuc
3uHrepMaH Hanucaa 06 3TOM 3aMeyaTeNbHO B CBO-
eii padore «Bpems B nbecax Yexosa». B ero mbe-
cax 0cOOEHHO, He B TPO3e, YyBCTBYETCS 3Ta TaiiHa
JIBUZKEHHS BDEMEHH.

Y [ouanspa Pefipunma B ero Kuure ectb
(bpasza, KOTOpas NMYHO MHE Jana Koy K TOHH-
Mannio Yexosa: «YexoB moOMI [jBe BEII — OH
JIOOUIT KJIOYHOB, U €r0 BIIOXHOBJISANM KIIQ0UILA».
Ero onucanus knajouiy Obliy BCerja upe3Bblyail-
HO MoaTHYHbI. I MHe KaxkeTcsi, 4To BCe ero repou
MbEC — 3TO KJIOYHbI Ha Kiaaouile. Huuero Touxee
HE MOKET ObITh, HO KaK HallTH 3TH CUJIbI — 6POfIS MO
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KJ1anuuty, ObITh KNOYHOM? DTO camoe CIOXHOe
JUTsSL peKKccepa 1 TSl MEHs JIMYHO, KaK pexuccepa.

Korpa s cHoBa craBun «Jlsgaio  Baxro»
Yexosa, s1 BCOMHII cyioBa Ditninreiina. Korma ero
CMPOCHIIH, KAKMM 00Pa30M OH OOHAPY3KUIT 3aKOHbI
BceneHHoil 1 TEOPUIO OTHOCUTENLHOCTH, OH CKa-
3a: «9TO 0YeHb MPOCTO — 3TO BCE TaM, B PUPOJIE,
NpUpoOJia Bce 3TO ckazana». Torga KTo-To ckazan:
«3Haete, ecau Obl 3TO ObIIO TaK MPOCTO, TO JaB-
HO Obl yXe Bce Oblno oTKpbITo». Ha uro DiiH-
LITENH OTBETUIT: «Y TPUPOJibl OYEHb TUXMIT TONIOC,
a 'y MeHs Xxopoumit ciyx». [Toatomy Tuxuit romoc
Yexosa GyfieT 3By4aTh, 1 Mbl JIOJKHbI HATIPSTYb BCe
CBOM CIIOCOOHOCTH, YTOOBI 3TOT FOJIOC YCIBILIATD.
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CEPJXKNO MAMBEPTHU

BPASUIINA

MbI BCE HEMHOXKO
YEXOBCKHE ITEPCOHAXH

JloOpblil Beuep BCeM 37eCh MPHUCYTCTBYIO-
mum! S, kak npesupeHT HauponansHoro cgowga
ncKyccTBa MuHKCTEpPCTBA KYJIbTypbl Bpasusmi,
CUMTAI0 3TO MpUIJIALIEHUE OCO0ON YeCTbio JIJist
cebst. Y mpuexan ¢ paiocTbio — s 0Ka3ajcsi Cpefin
M3BECTHBIX JiesiTenell nckycctBa Poccun u jipy-
IUX CTpaH MHpa, MPUOBIBIIMX HA Mpa3JHOBaHUe
150-netust co ans pokpaenuss AutoHa Yexosa.

MozkeT nokasathCsi apajjoKCanbHbIM, HO, He-
CMOTpsI Ha CTOJIb GOMbIIYIO OT/IAICHHOCTD U CHJTb-
HOE pasiuune KyJbTyp HalMX cTpaH, y Bpasummn
1 Poccun ecTb MHOTO TOYEK COMPUKOCHOBEHHSI.

CyuecTByeT riyOuHHAs MAEHTUYHOCTH Opa-
3WIBCKUX  XYJIOXKHUKOB-TBOPLIOB U OPasuiIbCKOit
OOILIECTBEHHOCTH C MEPCOHAXAMM, OMMCAHHBIMU
TakuMH aBTopamu, kak Toncroit, ['orons, [TymkuH,
Hocroeckuii u ['opbKuii.

C Havyanma XX BeKa YacTbO TyXOBHOI KU3HU
OpasunbleB ctan Yexos. Haie 3HakoMCTBO Hava-
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JI0Ch C TIEPEBOJIOB C (PPAHILy3CKOTO SI3bIKA, & HE HaMpsi-
MYIO C pyccKoro (OHM ObIn cienaHbl mo3aHee). Yexos
3aHIMaeT 0co00e MECTO B rajiepee pPyCCKUX IeHNeB
Gnarofiapst OPUrMHANLHOCTH, TOHKOCTHU, COBPEMEHHO-
CTV 1 YHUBEPCATILHOCTH TEM €T0 NPOU3BENICHNUII.

[Topxon YexoBa B pacckasax M Nmbecax, ero
CTHJIb ¥ MaHepa Nepefiaun YyBCTB NEPCOHAXEN Mo-
3BOJISIIOT BOCCO3/1aTh CIIOXKHBIE COLMATBHBIE U JINY-
Hble B3aMOOTHOLIEHUSI, YBUAETb HE TONBLKO €ro
3MOXY, HO M CAMYIO UTO HY HA €CTh COBPEMEHHOCTb.

Bo3moxHO, umeHHo noatomy Yexos, Kak
n lllexcnup, ctan ofHUM 13 Haubosee MOnmyNspHbIX
JpaMaTyproB BCEX BPEMEH.

DK3MCTEHIMANbHbIE NIEPEXKNBAHUS €T0 TepoeB
NpUCYLI TI0O0MY YeOBEKYy, He3aBUCHMO OT €ro
HAIMOHATBHOM TPUHAANEXKHOCTH WM BPEMEHH,
B KOTOpOe OH XuBeT. MMeHHO mosToMmy cramm
BO3MOXHBI ThICAUM PA3HOOOPA3HBIX MOJXO/IOB
U KOHUENUMA B MHOTOUMCIEHHBIX MOCTaHOBKAX
YEXOBCKHX MbEC, KOTOPbIE MPUHAMAIOT 0OJIHK /Py~
TUX PeaNbHOCTEN 1 HICTOPUYECKOr0 KOHTEKCTa.

B Bpasunun nbecebl 1 pacckasbl Yexosa mo-
BIIMSIM U IO CUX TIOp BIUSIIOT HA JIUTEPATypy U Te-
aTp, CNOCOOCTBYIOT ONPEEIEHHIO UX Ty TEN.

YexoB oKazancs 3HAYUMON (PUTYPOIl HE TOJTb-
KO B ONPEJIEEHHbIIl NCTOPUYECKUIT MOMEHT aBaH-
rap/iu3Ma, HO 1 B KJTKOUEBbIE MOMEHTbI OOHOBJIEHUS
CLEHMYECKO! MBICIM M B TEATPaJbHOW MpaKTUKe
XX Beka, BIJIOTh 10 HAILIUX JIHEH.

Y Hac B CTpaHe 3a NOCJIE/iHNE IOfibl CIIEKTaK-
m no YexoBy cTanM 4acTbio pemepryapa BCex
Opasuibckux Tpymm. «Yailka» cTaBunach He-
onHokpaTHO. OfiHa U3 MepBbIX MOCTAHOBOK OblTa
ocyllecTBleHa apreHTuHueM Xopxe JlaBennu
¢ Penaroit Copa, a B ipyroii urpasa jereHiapHas
Opasunbekas akrpuca PepHanga MonTeHerpo.
JlBe mocresiHe COBPEMEHHbIE MOCTAHOBKM ObLIN
ocyecTaeHbl Jupuke [Juacom. O6a ero cnekra-
KJI51 PELIMTENLHO HE OXO0XKM JIPYT Ha AApyra.

«Tpn cecTpbl» Havalna CEMHAECSTBIX TOJOB
B noctaHoBke 2Koze Cescy npeBpaTHIINCh B 3aMeT-
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HOE SIBJIEHHE; 3Ta MONEeMUYHast TOCTAaHOBKA MOJHO-
CTBIO OTOLINA OT TPAJMILNN, TOCKOJIBbKY B Hee ObLIN
BHECEHbI PajiUKalbHble M3MEHEHHS, XapaKTepHble
JU1s TBOPYECKOTO CTUIIS PEXKICCEpa.

[Iatb ner Tomy Hazan 2Kose Cercy yxe Obln
npeficTaBneH Ha YexoBCKOM decTuBane CrekTa-
kiem «3onotoit Ockan» Hencona Poppureca, no-
Ka3anHoM B Mockosckom Tearpe um. A.C. Ilymw-
KVHa, TJIe ero TPyMna NpojieMOHCTPHPOBAsa CBOI
BbICOKMII TBOPUYECKMIT MOTEHLMA.

Coscem HejiaBHo penetuiun «Tpex cectep»
B Tearpe «[ammao Cune Opro» CHUMANMCh Ha
MPOTSKEHMH BCEro TBOPUYECKOrO MpoLecca, M Ha
OCHOBE 3THX CBHEMOK BbIJAIOLINIICS KHHOPEXICCEP
Onyapno KoyTuHbo cosfan  J0KYMEHTANbHbIN
unpM.  DToT  uIBM  Tepejan  mpotecc
PENETULMOHHON pabOThl TEATPATLHOM TPYMNMbI,
KOTOpasi B TEUEHME MHOTHMX JIeT BBbICTyMala Ha
YJANL@AX U UIOLA/SX HaLlell CTPaHbl U 3a pyoexoMm,
npubImKasi YeXOBCKYI0 JPaMaTyprur K camoMmy
MPOCTOMY 3PHUTEINIO.

MozKeT, CTOMT BCIOMHUTB, YTO B 3TOM TOY
ucnonnsercs 50 neT Moeil aKTepcKoil AesTeNbHO-
CTH, KOTOPYIO 5 HauaJ, cbirpas poib JIyku B «Mep-
Befie» UexoBa. DTOT OMBIT COXPAHUICS Y MEHs TITy-
60KO B ceppLe.

51 xoren Obl OT Beeli y1uu noGnarofapuTh iu-
pekropa cectuBains Banepus Wanpuna 3a nanxyto
MHE BO3MOXHOCTb TPEACTaBUTb MMHUCTEPCTBO
KyJabTypbl bpasunmuu npu npasurenscrse Ilpe-
3uienta Jlynbl, KOTOpoe MPOAOIKMIO MyTh KyJb-
TYPHOTO COTPYJHMYECTBA, TAK YCMELIHO HayaThlil
MSITh JIET Ha3aj.

B HacTosiiee Bpemsi Mbl BEJIEM C FOCTIOJIMHOM
[anpyHbIM MeperoBopbl 0 BO3MOXHOCTH PACIIN-
PEHUS HAlIero y4acTysi B 3TOM Mpa3[iHUKE, O CO3-
JlAHUM TIPOrpamMMbl OpasMIIbCKUX MOCTAaHOBOK Ye-
XOBa, YTO MOCJYKUT AaJbHEHLEeMY YriyOJeHuto
KYJbTYPHBIX B3aMMOOTHOLIEHMI Mexay Poccueit
1 Hawleil CTpaHo.

Crnacu6o 6ounblioe.
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KAMA I'MHKAC

poccud

Y HEI'O BbIJTA AJUIEPTU HA TIOIJIOCTD

Bce mbl 3HaeM, uyTo Aurton IlaBmosuu Yexos
6071en TyOEpKyI€30M, HO OYEHb MaJIO KTO 3aMeya-
€T, YTO Y Hero ObUIO elle OfIHO OYEHb CEphe3HOe
1 ocTpoe 3a0oNeBaHne — y Hero Obula ajjieprus.
Y Hero Obl1a UyJIOBUILHAS AIJIEPrUsl HA NOLIOCTb.
51 uMero B BUAy MOLIOCTb HE B TOM MPUMUTHBHOM
CMbICNe, KOIfla Mbl PACCKa3bIBAEM HEMPUIINYHbIE
aHek/10Thbl. [1o1IoCTh — 9TO MpeBpalleHne Bemu-
KUX MbICNEl, 3aMeyaTesbHbIX YYBCTB, KaKMX-TO

OTKPBITHI B 00ILEe MECTO. ITO U €CThb TMOLITOCTb:
NpeBpalleHye BCero B 00bIIEHHOCTD.

S mHoro 3anumancs YexoBbIM M, K coxKaJje-
HUIO, JIOBOJILHO MHOTO []aBal MHTEpPBbIO 00 AH-
ToHe IlaBnoBuue. A B moclenHue AHKA s Oerana oT
MHTEPBbIO, TJIe MEHS paccrpaumBand o Yexose,
K MHTEPBBIO, TJIe MEHs paccrpaumBaiin o XoJo-
kocte. CoceicTBO MHTepecHoe. TeMbl 3T MHOroe
cOMmKaeT, MOTOMY UTO U Ta, U IPYrasi IOCTEeNeHHO
npespaaroTcs B oouiee mecto. Yro Takoe Xono-
KOCT, Bbl 3HAeTe, 3TO HE TaK [[ABHO ObLIO, HO 3TO
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TOXe CTaHOBUTCS 06wmM MecToM. CobpaHusi Ha
9Ty TeMy, MOJKUTaHne KaKnX-To pakesios... To xe
camoe u ¢ YexoBbIM: OCOOEHHO B JIHM, KOTIJla Ha-
CTYNAIOT TPEBOXKHBIE I0OUJIEHHBIE [JATHI, Mbl Tpe-
BpAIL[AEM 3TOr0 YHMKAJBHOrO YesloBeka B odiee
MecTo. Mbl peBpallaeM XK1BYIO, BOJIbHYIO YaiKy,
KOTOpas JIeTaeT Ky/a XOUeT U SIBNSETCS MHABUAY-
QIILHOCTBIO, B MYJISLK 9TOH Yaiikiu. OHa OYeHb Ha-
MIOMHUHAET >KMBYIO YaiiKy, TAK e B3MaxHyJa Kpbl-
Jam, Ho 3acTblia. To e omepeHue, HO Ha CaMOM
JieJie OHa IaBHO MepTBa. UeXoB, Kak MHE KaXeTcs,
BCIO XKM3Hb MUCAN UIMEHHO TIPO 3TO.

Kaxnpiit u3 Hac, Gynyun peGeHKOM, Kpacus,
yMeH, coo0pa3uTelleH, NHAMBUYaleH, MHOroo0e-
watony. Kaxplit 13 Hac npeBpaaeTcst HOTUXOHb-
Ky TIOYEeMY-TO B 00llee MECTO, paccyskjiaeM Kak
BCE, U TO, YTO ObIIO OTKPbITHEM, CTAHOBUTCS 00-
LM MECTOM.

YexoB mHoro yumics y M6cena (o yem ce-
TOfIHS IO MEHSl TYT TOBOPWIIM) M JiaXKe BOPOBAI
y WU6cena. Ho npu atom He mo6un M6cena 3a To,
4TO «OH muieT 6e3 mouwiocTu». YTo Takoe mo-
wocTb no Yexosy? [lownocTs — 3T0 U €CTh Ha ca-
MOM JieJie (hepMEHT KU3HH, 3TO U €CTb, €CII XOTH-
Te, MJIECEHb KU3HMU, 3TO U €CTh TO, M3 Yer0 COCTOUT
Hawa xu3Hb. Ecim yOparh nieceHb, To ocTaeTcs
KaKOW-TO  JIMCTUIMPOBAHHBI  METANINYeCKUil
Cypporat >u3HH, cypporaT uejoeka. Tombko
YeJI0BEK CO BCEMU TPOSIBIECHUSMHU TIYMOCTH U He-
JIenocT, 0e3apHOCTH, CIy4yaiHOCTEel Ha CaMoM
JieTie M €CTh YEJOBEK, a BCE OCTATBHOE — 3TO MYJISIK
yesioBeka. UexoB MoKas3biBajl, Kak Mbl OMOILILJISEM
JlaKe caMble BBICOKHE BEIL, CTONUYECKHE MOHSTHS,
ujylye oT peBHUX rpekos... «Hecu cBoii kpect
n Bepyii». EBanresnbckue riay6ouaiiiine, 60bHbIE,
BaKHbIE CJIOBA Mbl MPEBpAILAEM B OOILEEe MECTO.
Kax eBaHrenbckoe «pajyiics» Mbl NpeBpaliaem
B ToLTIOE: ecyu y TeOst 6omuT ouH 3y06, pauyiics,
410 y TeOs 6onaT He Bce 3yObl. Pajyiics, 4To Tbl
HE TJ1yXOi, He clenoit, He XonepHslii! 2Ku3Hb — 310
nap, paayics. [Ipumupsiica ¢ tem, uro ectb. EcTb
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MalleHbKOe — Hy 1 XOpoLluo. B KoHIe KOHLOB, ecin
y Te6st HeT CBOOOBI, Pajlyiicsl, UTO Thl HE MefBE/lb,
KOTOpOro LpIraHe BOAAT Ha uenu. M HakoHel,
pajiyiicsi, 4TO Thl HE KJIOM.

B «Tpex cectpax» ecTb Takoil HioaHc, Goree
BHSTHBII, YeM, MOKET ObITh, B IPYTMX MPOU3BE/E-
HUsIX. MbI BUIUM, KaK TUIECEHb SKM3HU TOSIBIISIETCS
u3janeka, crecusercs. Harawa cHavana ¢ Tpynom
3/1eCh MOXKET CYLIECTBOBATD, 4 MOTOM 3Ta MIIECEHb
JKU3HM nobekjiaeT... [lnecennb ecTecTBEHHO, MocTe-
MEHHO TOIJIOLIAeT 3TOT J0M. 3amoJiHsIeT ero Tak,
YTO CKOpO BOOOLIE B HEM JIbILLIATH OYJET HEeb3sl.
U naxe Takas Bellb, KaK JI000Bb K JAeTsIM — BoOuk
1 BCe OCTaJIbHOE, — MPEBpallaeTcs B 001ee MecTo,
B MOLIOCTb. A ¢ JPYroil CTOPOHbI, 6e3 3Toil Mo-
LIJIOCTH HET Ku3HW. [IOLIIOCTh — 3TO THHEHHUE,
a 6e3 THUEHHUS HeT SKU3HHU.

Cnacub6o.
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HEJIJIM KOPHUEHKO

YKPAUHA

MIPOBJIEMA HEJIMHEMHOI'O BPEMEHU
B YEXOBCKUX ITbECAX

Joporue konneru, iamsl 1 rocnofia! 51 Bcepbes
HACTpOMIIach Ha KOH(EPEHIIMIO 1 IPUTOTOBKIA JI0-
kiajg Ha Temy «Yexos, Hskpourtoc n mpobnema
BPEMEHU MEXJ1y JIMHEIHOCTBIO N HEJIMHENHOCTBIOY .
Ho s pemmna, uto 0T0XY AOKMaJ U MPOCTO CKa-
Ky HeckoqbKo cnoB. S npeacrasinsto Lentp Jleca
Kypbaca. OnHO M3 Haummx CTpaTerMyeckux Ha-
npaBleHnii — yHAaMeHTanbHas Teopus, NO3TOMY

g OTKNAJIbIBAIO JIOKJIAJ] U IPOCTO CKAXY HECKOJIBKO
CIOB 0 Toaxofax K YexoBy B MOMCKOBOM TeaTpe
Esponel, Poccuu n Yxpanhsbl.

MbI ¢ BaMu KHMBEM B MOCTHEKIACCHYECKOE
BpeMsi. bbla Knaccuka, Heknaccuka 1 BOT — MOCT-
Heknaccuka. Knaccuka — 1o vHeiiHoe Bpems, rjie
NPUYMHA U CIIEACTBUE, B OOLIEM-TO, MPOCUMTAHBI
KJIACCMYECKON KYJIbTYPOW, IJle €CTh JOCTaTOYHO
CTporye 3akoHbl U aiaroput™bl. [locTHekmaccuye-
CKO€ BPEMsl COBEpLICHHO PA3NOMalo 3Ty CHCTEMY
1 3aN0XWIO0 TPUHUMIHAIBHO APYTHE aNrOPUTMBI.
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B vactHocTH, BTOpas nososuHa XX Beka mporuia
MOl 3HAKOM COMHEHHs B CIOBe, B BepOasbHOI,
KJ1accu4eckon Kyabtype. M aTo okasanoch Kpea-
TUBHBIM, NpofyKTUBHbIM. B Ilentpe Kypbaca mbl
nonpo6oBaNy ciefaTh TAKOE UCCIIEJOBAHME: ajiaM-
THPOBANK TeOopHio HobeneBckoro jnaypeara Mibn
[IpuroxuHa, 1 He TOJNBLKO €ro, a Takxke M3abenbl
CreHrepc 1 ip. K MOCTHEK/IACCUYECKOMY BPeMEHI
1 NpoaHan3nupoBany Yexosa ¢ 3THX MO3ULMIA.

Hu nnst xoro He cexper, uto B XX Beke nmpo-
M30LITM TPY BEJMKME PEBOMIOLMU, KOTOpblE He
MOTIIM HE TOBJMSTH Ha TYMaHUTApHYIO O6MACTh:
KOMMbIOTEpHAst, GHOMONEKYIISAPHAsi U KBAHTOBASI.
To ecTb 0 uyenoBeKe, O €ro 3HEPruu MOJYUeHO
NPUHIMINATLHO HOBOE 3HAHNE, M HE CIIYUYaiiHO Ha-
HOTEXHOJIOTMM BOIUIM B HAlly KU3Hb, KYIbTYpPY
1 uuBUIM3anyio. JIyXoBHOCTH OT 3TOro He CTa-
HOBHUTCSI MeHblue. 5 XoTena 6bl TOXe MOCIOPUTH
Bcaen 3a Anppeem KonwanoBckum ¢ Muxaniom
IIBBIKMM, KOTOPOTO CMYLIAET 3TOT B3I B MU-
KPOCKOI, UCCIEAYIOLMiA Nopbl Koxu. Y 4To 310
AKOOBbI YBOAUT OT LENOCTU UM OT LENOCTHOCTH.
MHe KaxeTcsi, 3TO COBEPLIEHHO HE TaK, MOTOMY
4TO TOT (DAKT, UTO MBI IBILINM BO3[IyXOM, @ TOTOM
Y3HAeM, 13 Yero OH COCTOWT, OTHIOfb HE OTMEHSIET
LIeJ0CTH Hallell XU3HNU, HALIEro JbIXaHMs!, HalluX
JYXOBHBIX YCTPEMJICHHI].

Mbl aHanu3upoBanu B KOHTEKCTE €BpONeil-
CKOTO MUPOBOT'O T€aTpa He TOJIbKO TeX, KTO CTaBUI
Yexosa, a BooOwIEe MOUCKOBBI TeaTp — U Pomeo
Kacrenyyun, u ®panka Kacropda, n XaitHepa
['e66embea, u JTroka [lepcesans, u Kpucroa Map-
Tajnepa u Tak jasee.

5l octaHOBIOCH OYKBAJbHO HA JIBYX BEllax.

Bo-nepBbix, TyT rosopuiaum npo Yexosa,
JIeCKaTh, XKallb, 4TO OH HE KOMIO3UTOP, UM Kallb,
4TO OH He MoaT. OH, 6e3yCNOBHO, U KOMIO3UTOP,
U TO3T.

Pas36upas uexosckue cnekrakiu Hsixpoutoca,
s, B YaCTHOCTH, COCPElOTOUMIACh Ha «BuiHeBoM
cajie» C pyCCKIMU akTepamu. Tam JocTaTOuHO Nofi-
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POBHO MPOCMATPUBAIOTCS [IBA BUJIA MY3bIKATIbHOTO
pelleHnst — 3TO TaK Ha3bIBaeMble BOJHOBAs ipaMa-
TYprusi 1 MeJUTaTHBHas [pamaTyprus (Mo 3Tum
IpaMaTyprusiM CErofiHs €CTh OYeHb HHTEpPECHbIe
ucclefioBannsi, HauuHas ¢ Bsiuecnaa Mepyiues-
CKOro). My3bIKasbHbII MOXO]] MO3BOJISET PeKuc-
cepy 100bIBaTh COBEPLIEHHO HOBbIE M HEOXHJAH-
HbIe KapTUHbI MHpA.

BTopoit MOMEHT, 0 KOTOPOM MHE XOTEJI0CH Obl
ckas3aTb: npobaema BpemeHn y Yexosa. Ecau Bbl
3aMeTHIHN, Gy/Iylee Y HEr0 CTAaHOBUTCS MPOLIIBIM,
TMPOLITOE MTHOBEHHO CTAHOBUTCS OYLyLIMM, Bpemst
TeueT BCMsTh. M 3T0 /JaeT BO3MOXHOCTD pexKucce-
pam paboTarh TakuM 0Opa3oM, UTO TOYKA MOXKET
PAaCKpyuMBaThCs B AMUYECKUE yXOBHbIE CIOXKETBI,
KOT/la BpeMsi HOBEITbl MOXET CTAHOBUTHCS 3MO-
COM, 1 HAMpOTHB, BPeMs CTOPUYECKOE — MpPeBpa-
arTbcsl B ObITOBYIO TOUKY MJIM B ObITOBOI Y3KMil
ctoxxer. To ectb YexoB nucain, ynpexjas nocTHe-
KJ1aCCHYECKUE OTKPBITHS KAK TAKOBBIE.

B knaccuueckoit Kynbtype rae-1o 80% npen-
CKa3yeMOoCTH, Ipy60 TOBOPs, a OCTaJbHOE MOXKET
ObITh HempepckazyemocTb. XXI Bek meperuesn
B PEKIM KYIBTYpbl Bonpoca. [TocTHek maccuieckoe
BpeMsl IHTEPECHO TeM, UTO B HEM PE3KO BO3pacTa-
eT POllb CJIYYaiiHOCTH, POJIb HEMpeiCKa3yeMOCTH.
[lo cyuiecTBy, ecn roBOPUTL O MOCTHEKJIAccHye-
CKUX METOJIONOTHSIX, KOTOPBIMU Mbl 3aHHMAeMCH,
TO MONyYaeTCs CTPaHHas M MHTEPECHas BEIb: Ha
HOBOM BUTKE KyJIbTYpa 3ampaliiBaeT Kak Obl 3aHO-
BO 11033M10, HOBBII 513bIK M10331K. [lepecmaTpuBaet
KaTeropuio THIIMHBI, may3bl... [Ipuuem Bes Xypo-
JKeCTBEHHas! KyJIbTypa, He TONbKO Teatp. To ecTh
3TO NMOCTHEKJIACCHYECKOE BPEMsl MHTEPECHO TeM,
YTO OHO MyJLCUPYET 3TUMH HEMPEICKa3yeMOCTIMI
Kak ocHoBoli Bpemenu. My YexoBa 310 BbIpaskeHO
COBEPILIEHHO 3aMeYaTeNbHO.

B «Buwnesom casie» Hsikportoca Bpemsi Mo-
JKeT PAaCTSATUBATHCS, MOXET CBOJUTBLCS K TOUKE
HyJIsl, B KOTOPOil OJIHOBPEMEHHO E€CTb BCE MOTEH-
1JH, ¥ OIHOBPEMEHHO 3TO €CTh TOYKA CMEPTH.
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Korna Mbl npoaHanmsupoBaiu eBponeickuii
COBPEMEHHBIl TeaTp, He TONBLKO TeX PEeXKHCCEPOB,
KOTOpBIX s Ha3Bana, HO M PYTUX, TO MOJyYMIIach
MoOONbITHAS WITYKa. M3BECTHO, UTO TeaTp U Xy-
JIO>KECTBEHHAs! KyJbTYpa OMEPEXaloT aKajeMude-
CKYI0 HayKy Ha montopa-fiBa nokonenus. To ecTb
TeaTp CTAaBUT JIUATHO3, POTHO3UPYET, a BOBCE HE
oTo6paxaer, Kak Hac Korja-to yuuma. OH oTo-
OpaxaeT, HO Ha OfIHY TBICSIYHYIO YaCTh. TO KPYI-
Hefinii, cepbe3Heinii CyObeKT — CO CBOMMMU CLie-
HapusiMi noBefieHust U Tak fjanee. CerofHsi Teatp
Kak OyfTo Obl UYBCTBEHHO 3CTETH3UPYET TEOPHIO
OTHOCHTENLHOCTU B OYKBALHOM CMBICTIE CIIOBA.
To ecTb TeaTp CerojiHs MILET U BO MHOTOM HAXOAUT
XYA0KECTBEHHYIO aJIeKBATHOCTb TEOPUN OTHOCH-
TeNbHOCTU. I B 3TOM OH onmpaercs Ha Yexosa.

YexoB MHTepeceH TeaTpy HE TONbKO MOJ-
TEeKCTaMM, BHETEKCTAMH — HIUero nopo6Horo. O
MHTEpPeceH TeM, U4TO JIaeT BO3MOXHOCTL ObITOBOE
BpeMsl Clie1aTh BPeMEHEM ObITHICTBEHHbIM.

[TocTHekaccueckoMy BpeMeHn Gosiee ajiek-
BATHbI MaTepUM MO33MM, UHTYUIUU, aCCOLMALNM,
MHaYe — «KOHCTPYKTHBHOTO Xa0Ca» MHCafiTa, yeM
MaTepuu KakixX yrofiHO CTPOTUX KIAaCCHYECKHX all-
ropuT™MoB. CerojiHst Mbl MOXeEM CKa3aTh, YTO HOBAs
TeaTpanbHas 3CTETUKA, KOTOpasi CKIabIBAeTCs
B XXI cToneTuu, CTaHOBUTCS TJI0OANBHBIM HEJIM-
HEHBIM XYJI0)KECTBEHHBIM HHTEPTEKCTOM. M oiun
U3 €ro COBpPeMEHHbIX aBTOpOB — AHTOH IlaBmoBuy
Yexos.

Cnacu6o.
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AJIJIA IEMUTIOBA

poccud

YEPE3 [TPU3MY YEXOBA

Jo6pbiit iens! MHe fjocTaeTcsl ycTaBIumil 3ai,
a MOM aKTEPCKHE MO3rH TaK yCTPOEHBI, UTO TPHXO-
AT B pabouee cocTosHue K Beuepy. [loaromy noje-
JIIOCh TOJILKO CBOMMM BrieuaT/ieHnsMul. 51, Hajjo Bam
CKa3aTh, B NEPBbIIl pa3 Ha CUMNO3MyMeE. Sl HE OueHb
OGO 3TOT KaHp, HO TPHIINA TaK PaHO M MO Ta-
KOMY XOIOfly MMEHHO M3-32 CBOEIl BENMKOIl JIOOBU
Kk YexoBy. VI MHe 3j1eCb OUYeHb NMOHPABUIMCH CIIOBA
«HE 3HAIO» U «TailHa». «5 He 3Ha0, KaK MOJONTH
K TaiiHe YexoBa» — 3T0 30J10ThIE CIIOBA, NOTOMY YTO
TaiiHa cywectByet. [Ipuuem oHa y Yexosa kak Obl
HE Cpa3y cO3/jaBanach. 51 MMelo B BUJLY, ECTECTBEHHO,
JipamMaTypriio, Xotst — oT Yexoute o «Buixesoro
cajia» JIUCTAHIINS OTPOMHOTO Pa3Mepa.

5] urpana Apkayuny B ¢pusbme, Mary y Jlro6u-
MoBa 1 PaneBckyto y D¢poca. [To aTm Tpem possim
51 TILITAKOCh MOHSATb BOSHNKHOBEHHE TAiHbI.

ApkauHa — 370 YexoB elle paHHMil, a Y paH-
Hero YexoBa ecTb MOHOJIOTM 04T 13 OCTPOBCKOTO,
3aIMCTBOBAHNE CHICTBUTEIBHOCTH Y IPYTUX JpaMa-
TyproB, BiusHue Teatpa Kopuma. B Apkajmuoit HeT
TaiHbl. D70 akTprca. Ee MOXHO Urpath 1 Tak 1 3aK,
U AXe B COBPEMEHHbIX KOCTIOMaxX. Bbuio u ecThb
OYeHb MHOTO aKTPHUC — 3KeH PEKICCEPOB, YCTENIHbIX
U HEYCTElIHbIX, TANAHTIMBBIX M HETaNaHTINBBIX,
1 UX MOXHO MrpaTh 1 TaK 1 3pak. Mmm tot xe Tpe-
meB... VIX 0ueHb MHOTO, 3THX MaJbYMKOB, KOTOpbIE
MBITAIOTCA  CIENIaTh HOBYIO JipamaTypruto. 5 Obl
C YJIOBONILCTBHEM, Oyfyul PEXXUCCEPOM, 3Ty Thecy
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MOCTaBU/Ia UIMEHHO B COBPEMEHHBIX KOCTIOMAX, MO-
TbITANACh Obl TIOHSITh, YTO CETOJIHS! TPOUCXOIUT.

B «Tpex cecrpax» B Maiue cyliecTByeT TaitHa,
1 €CJM 9Ty TaiiHy He PacKpbITh, Mallly He ChIrpaTh.
Hajto 3Hath Bee-Bee-Bee npo Yexosa, BOT TaM, B MO3-
KeuKe, iepxaTh UexoBa, a OTOM Yepe3 Hero urpath
mo0oii nepcoHax. To ecTb ToJbKO uepe3 npusmy Ye-
XOBa. DTO TAKOI MOAXO/ MAJEHLKHMIT K TailHE.

A yx «BuneBblii capp»... Panesckast — 3o npo-
cro wap. M ¢ artoro wmapa B Jyyliem ciyyae Kakoii-
TO OJIMH CJION CHUMEIb. M BOT 00 3TOM OJIHOM CJI0e
1 paccKaxKy (MHe OYeHb OHPABUIIOCh, KaK HEKOTO-
Pble BLICTYMAIOLLIE ONMUPAIHCH Ha CBOI COOCTBEHHBIN
OIbIT).

Hajio Bam ckasaTb, 4TO sl HACNE/ICTBEHHBII TY-
OepKyJIe3HHK, [Iefl MOl yMep OT TyOepKyne3a U TakK
nanee. Sl OueHb XOpPOLIO YYBCTBYIO 3Ty OOINE3Hb
U 3HAIO, KaKKe BCIIECKU ObIBAIOT 1 KaKue ObIBAIOT
6e3/Hbl. Ecm pacematpuBath «BuiuHeBblii cay, TO
9TO Takoi AuarHo3 jaokropa Yexosa. IlepBblit akT —
Korjja O O6One3Hd TONBKO JIOraibIBaloTCsl, KOIja
Kakoi-To Tam floktop Jlonmaxux rosoput: «[la aro
nerko! JIocTaToOuHO TOMBKO MOKPACHTh HOC B Kpac-
HbIi1 LIBET, 1 Bbl BbI3J0pOBEETE» . Muiiblit MOI, /1a Bbl
HUYEro He MOHUMaeTe, Kakoii KpacHblil Hoc! Epynia.
51 Gyny oueHb KpaTKoil, He OyAy pa3BUBaTh 3Ty CBOIO
MbICITb.

Bo BTOpOM akTe B 3Ty 60J1€3Hb YK€ MOBEPUIH,
1 HEMOOMMOTO JIOKTOPA CTApAOTCs PACTOPMOLINTD —
Hy NpuyMaiTe YTo-HUOY/b, Hy HE YXO[UTE, C BaMU
Kak-To Becenee! Moker ObITh, 3T0, 310, 3107 Hiuero
HE MOJIXOfINT.

Tperuii akT — onepauyst 1 O>XUAHWE KOHL.
W koHel| — cMepTh.

A 4eTBepThIil aKT — KaK MOCJe MOXOPOH, yKe
Bpofie Obl OCTPOTA Tparejjuy MpOLITa, U BOT JIHON
TOBOPSIT-TOBOPST-TOBOPSIT, & TIOTOM COOMPAIOTCS TH-
XOHBKO U MOJTYAT KaXKfIblil O CBOEM. A MOTOM OMSTh
roopsT. M nocnemuuii kpuk Panesckoii: «O Moit
MUJIbII, MOFI HEXKHBII, MPEKPACHbI caji!» — 3T0 Kak
PblJJaHKE HaJ| MOTUJION .

Sl Tak mymato. A BOT Korja s urpana Panes-
CKyI0 y Ddppoca, BO MHE He ObLIO HU OIHOI YepThl
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Toil PaneBckoit, koTopas Oblia Ha cuene. U s ceftuac
CITyILIAI0 BAC 1 iyMalo: a Ceiyac BO MHE eCTh Kakasi-
TO yepta ot Toil Panesckoii? MoxeT ObITb, YTO-TO
0CTanoch OT ponu... [IoToMy 4TO MHOT/IA PO TOXE
HACJIANBAIOTCS Ha aKTepa.

U s mymato, yto 3Ta yepTa ecTb B HAC, BO BCEX
PYCCKHX, 3[IeCh SKMBYLMX. JTa OECMeyHOCTb BO
BpeMs omacHocTH i «A, Bce mpoiier». Hy, Ha-
npumep: 4 kuBy Ha TBepcKoil, B OFPOMHOI CTapoii
KBAPTUPE, MO COCEIM MeHs 3amin. Moii NoTosoK
npeBpaTuics B GONOTO, HO cocefl OKasacd OveHb
TIOPSIOUHBIA 1 TOBOPUT: «Mbl GbICTPO BaM BCe OT-
PEMOHTHpYeM, BCIO KBapTupy». SI emy TroBOpIO:
«5 Bam 3amnmady, TONBLKO He TporaiiTe MeHs. S He
XO0Uy 3TOT0 BMEIIATeNbCTBA» . [103TOMY OYeHb Jierko
MMETD ThICSYY AECATHH U NOMyYaTh MATh Thicsy. Ho
HE TpOraiiTe MeHs, s He Xouy 00 3TOM JyMaTb — 3TO
TaK coxHO. Vinn Ha jjaue y Hac, Ha MIKIIMHCKOM BO-
JIOXPAHUJILLIE, PaHblie ObIIO MPEKPACHOE MOJIE, OHO
MPUHATIEXAN0 KaKoMy-To Kosxo3y. To Tam KapTou-
Ky CEsTH, TO BAPYT POMALIKH MO BCeMy TOIO.... MM,
HaBEpHOE, JIEHb ObLIO, WM OHO OT/bIXaNo... He Bax-
Ho. Y BopoXpanunuiie — Hy, abCOMOTHbI OYKBapb,
kyaccuka. Kpacora Hembicinmast. Y Bot, korjia Haya-
JIaCh 3Ta NEPECTPOIiKa, «MPUXBATU3ALMS», KAK Y HAC
B Hapofle TOBOPSAT, 3TO MOJE OCTANOCh, HO 3TOT KOJI-
X03 — PaHeBcKasi — BMECTO TOro, uT0ObI Ha 3TOM T10JIe
MIOCTPOUTH IAYHbIE YYACTKHU, KOTTE[KU 1 MPOJIaBaTh,
cflaBaTh B HaeM... JIa Bbl UTO, 3TO e TaK CIIOXKHO!
Jlerye Ob110 IPOAIATH 3TO MONE oYepeaHoMy Jlonaxu-
Hy, YTO OHM U caienamu. Y srot ouepennoii Jlonaxuu
MEp30MaKOCTHbIM OKa3acsl... Ha ceropusummii ieHb
3TO HE Ta TOHKAs!, HeXKHasl Jlylla M TOHKKE MAbL...
IT0 COBEPLUEHHO JApYroii yenoek. OH MOKymaeT 3ToT
Jyr-caji 1 CTPOUT TaM KOTTe/Ku. M 3acronsier Bce
MPOCTPAHCTBO KpacoThl MKUIMHCKOro BOAOXpaHH-
nuiia 1 BooOiie Bce. UTo HU [ieaeT yesIoBek — Bce
K XY/ILLEMY, €CII COOTHOCUTb 3TO C IPUPOJIOH....

MHe Tak HpaBUTCS, YTO 3a Hallell CIMHOI 3Ta
GamocTpana, ¢ KoTopoii Bomanp co cBoeil cuToi
nporaicst ¢ MockBoit, — B 3TOM UTO-TO €CTb... Ta up-
PALMOHATLHOCTB, KOTOpast — KJIH0Y K TaitHe Yexosa.

Crnacu6o.
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BAI'M® TACAHOB

ABEPBAVIKAH

CAKPAJIbHBIE TEKCTBI

Byny kpatok. Moe BbICTyMIIeHHE MPOAIUTCS
MUHYTY TPHALATH JIBE CEKYHMbI, OYAeT COCTOSTh
u3 00s13aTeNbHOI GIAarofapHOCTH, TPEX TEe3UCOB
1 HeoOs3aTeNIbHOrO 3aKioueHus. brarogapHocTsb
Koncenepauun 3a o, yto asepbaiizkaHcKoil aene-
rauuu OblIa MPEJJOCTABNEHA B OUYEPE/IHOM pa3 BO3-
MOKHOCTb y4acTBOBATb B 3MOXANLHOM COOBITHH.

Tesuc nepsblit: 3m0xanbHOCTh. CTONBKO Bpe-
MEHM s CHJeJN, CIyIIal M TMOHSU, YTO HA HAIIMX

rnasax, BOT ceityac, XX BEK C ero KJIacCH4eCKUm

MBILIEHHEM ~ OTpepiIeKCUPOBaH,  MOCPEACTBOM
OMATH K€ BeJMKOro Yexosa, 1 MPOAEKIAPUPOBAHO
HallMyne TailHbl. JTO KIIOYEBOE CJOBO MOBTOPS-
JIOCh OYeHb YacTo.

Tesuc BTOpOil: TailHa 3aKJIIOYAETCS B TOM,
4To Bce TeKCThl AHTOHA [TaBnoBuya Yexoa nocie
TOr0, KaK OH nepecTan ObITh AHToLIel YexoHTe, —
CaKpaJbHbl, 3aKO[MPOBAHbI, U 3TO BHYTPEHHee
cofiepKaHue CMOCOOHO TMOJNHOCTBIO PACKPBITHCS

TOJILKO C TIOMOLIBIO CMOCOOOB HEKJIACCHYECKOro

<H7>
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MBILINEHNsI, 0 YaCTH KOTOPbIX cka3ana naxHu Hen-
1 KopHueHKo. A Takye Npy NOMOLIY 00paIleHust
K TOIl 9MaHal, KOTopasi Yepe3 NpaBociIaBue, ve-
Pe3 BOCTOUHOE XPHCTHAHCTBO HAMPSIMYIO BBLIXOAUT
Ha uciam, Oyyiu3m, B 0COOEHHOCTH Ha YUeHHUE J1a0.

Tesuc Tperuit: peHomeH YexoBa MOXKHO Ha-
YUHO PacKpbITh, UCMIONb3Ysl JOCTUKEHNUS, KOTOPbIE
MUpOBasi IyMaHUTapHas MbIC/Ib Hauana popMupo-
BATh IJIE-TO B CEMHUJECSTBIX IOf]aX MPOIILIOro BeKa.
WM B HacTosiliee BpeMsi MMEETCsl Ledblil annapar —
s Obl NEPBbIM Ha3BaJl HE3ACIYXEHHO 3a0bITOro
pycckoro yuyeHoro, (unocoda Hukonas Bacumbe-
Ba, CO3/IaTeNIsl HEAPUCTOTENEBOI JIOTHKH, KOTOPYIO
MOTOM MapaIeNbHo 1 (PU3NKH, ¥ XUMUKU BCE MOJI-
TBEPIMIIH.

HeoGs3arenbHoe 3akmouenne. YexoB Obln
B Baky, no 3aka3y Anexces CyBopuHa OH mpues-
Kall Clojia lenlaTh pernopTaxu. YexoB MPOHMYHO
OTO3BAlCSl O BCEMPOHMKAIOLIEM 3amaxe KepocH-
Ha Ha yiuuax. IToceTusn xpam OrHENmOKIOHHHMKOB,
JIONTO CTOSIT B KeJbe, M HUKTO HE 3HAET, O YeM
oH gyman. [locerun ppeBHeiilMe 3axOpoOHe-
HUSI, BO3PACT KOTOPBIX MCUNCTISIETCS ThICSUene-
TUMU, 0 HUX Tucan JleB ['ymunes B cBoeil KHure
«Tpicsuenerne Bokpyr Kacmusi». M 3aBTpa Mbl
(s — 00s13aTeNbHO) B OUYepeaiHoil pa3 GyeM Ha Mo-
rune Yexosa. Sl BOCIPUHMMAIO 3TO HE KaK 4acTb
KYJbTYPHOI MpOrpamMMbl, a KaK HEKUil cakpasb-
Hblil aKT. JIMYHO 5 B iylue MPOYTY MOJUTBY JyXY
YexoBa, U mocJjeiHee CIIOBO 3TOM MOJIMTBBI BCEM
SCHO — 3T0 «AMHUHb». [la GyfieT Tax.
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AJ1OJIb® HIAITMPO

poccud

«AMAPKOP]I» HAIIEN KYJIbTYPbI

Ecnu 6b1 MHE NMpenoXumy rpauyecku 13o-
Opasutb ucropuro Tearpa XX Beka, s Obl MpeyIo-
SKMJT TAKOW PUCYHOK: C OJIHOI CTOPOHBI — CUJTy3Thl
TPeX KeHIMH, TECHO MPUKABILINXCS APYT K APYTY,
a C [Ipyroii CTOPOHBI — IBOE MY>KUMH B MYCOPHBIX
AupKax. M Mexjy aTumm AByMst M300pakeHusIMU
Tpex cectep U bekkera ecTh npsiMas CBs3b U PO-
JIOIKEHNe.

ITbecbr YexoBa g cTaBua MO-pPyCCKH, TO-
UCTAHCKN, TMO-JAThIUICKHU, TO-3CTOHCKM, paboTan
C HEMEUKHMH apTHCTaMU M C aMEPUKAHCKUMHU.
W ynuBasino TONbKO OfJHO — 3aMevaTesbHble Tepe-
BoAbl. Kak MmHe kaxercs, YexoBa ouyeHb JIerko
NEPEBOJUTD Ha JI0O0M A3bIK — OH COXPAHSIET PUTM,
MOTOMY UYTO B €ro TEKCTaX BCE-TaKu BakHa He
OYKBAIBHOCTDb CIIOB, @ TO MPOCTPAHCTBO, KOTOPOE
COJIEPXKUTCS MEXJIy COBaMu. A My3bIKY, KaK 3TO
HI CTPAHHO, BCET/a Jierye MepenoKuTh Ha ApYroi



naj], ueM OyKBanbHbIA cMbIca cnoB. M Bo3HMKaeT
BOIIPOC, MO TMYHBIIL: ToYeMy YexoB /10 cux nop He
ormyckaer? B yem 3arajka u TafiHa TOro, uTo Bpe-
M$1 WJIET, CTaBULIb MbEChI, CMOTPHUIIb THEChI, U 3TO
He HajioefiaeT, He oTmyckaet? KoHeuHo, oTrajky
s MLy Te-TO OYeHb JaJeKo, B TOM JIETCTBE, KO-
TOpOE s MPOXKWI, KAK TeNnepb MOHMMAI0, — B TO-
TAIMTapHOI cTpaHe. YeXoB Urpan Kakyo-To 0co-
6y10 poJib B MOEM BOCTIPUSITHM MUPA, 1 HE TOIBKO
B MOEM, HO 11 y Psifia MOUX POBECHUKOB.

CyTb 3aKmOYaeTcst B TOM, UTO MeEpBbIe BIie-
yaTaeHus ObUIM 3aBOPAXKMBAIOWMMU OT CBOEH
JANIEKOCTH TOMY MHpPY, B KOTOPOM MbI SKUIH.
CrpaHHble CIIOBa, CTPaHHbIE KApTUHBI: MHUCATENb
C YAI0UKO¥1, KOJJIOBCKOE 03€pPO0; CTOT CeHa, IJie pac-
CYXJIAIOT O 3aKaTe, — BCE 3TO ObIIO GECKOHEUHO
JlAJIEKO OT TOH XU3HU, KOTOPO#1 Mbl >K1iu. MHora
JlaXe BO3HMKAJA MBICIIb O TOM, UTO, MOXET ObITb,
3TOro BoOOILIe HeT. 3HaeTe, KAK MHOT/A B MIKOJIE
BO3HHMKAET MBIC/Ib: MOXET ObITh, yUMTEbHHUIA
reorpacuu counnsieT? I10CKONbKY Thl HUKOT/A He
ObIT Jlanbllle TPEiesioB CBOETO TOPOfa, & MOXET,
Adpuka u Bce 3T MOpPS-OKEaHbl — U3 COUMHEHHS?
WM oyeHb xoueTcs MpeojioieTh 3TO PACCTOSHHUE,
BBIIITH U3 TOPOia, MOCMOTPETh: MpaBfja 3TO WIN
(haHTa3ud, J0XKb, BbIMbICEN? Y KaxkIoro u3 Hac
€CTb CBOE TaraHpOrcKoe, XapbKOBCKOE, 3aMOCKBO-
pelKoe MpPUTSKEHHUE, U3 KOTOPOTO XOYEeTCs Bbl-
pBaThCs B KaKyro-ToO ApYyryo peanbHocTb. M Yexos
MOMOTll BBIATH B 3Ty PeaTbHOCTb, OH CO3jlaBall
YyBCTBO «MKAPOBOCTU» — Kak VIkap, oTopBarhcs
OT TOH JIEACTBUTEILHOCTH, B KOTOPON Mbl >KUIH
1 KOTOPYIO Mbl [I0 KOHI[a He co3HaBami. OH cbirpai,
KaK HM CTPAaHHO, KaKyl0-TO POJIb B HallleM CO3Ha-
HUM, OU3KYI0 K TOMY, KaKylo ChIrpajiu Tpoderi-
Hble punbMbl — «MHuiicKas rpobHuLa» ¢ 3apoit
Jleannep, «3HaK 30ppo» — YTO-TO, COBEPLICHHO
HEe OTBevarollee MUOHEePCKUM cOopaM, peueBKam,
NapTUiHBIM CTUXOTBOpeHusM. M Bce aTo olly-
I[ANOCh HA YPOBHE MOJYCO3HAHUS: €CTh KaKoli-To
npyroit Mup. M nocreneHHo cTaHOBUIIOCH MOHSITHO,
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YTO CYTh 9TOTO MUPA 3aKJFOUAETCS B TOM, UTO TaM
JIIOJI HE TOJbKO XKHBYT, 4 yMAIOT: 3a4eM OHH K-
BYT, MOYEMY >KUBYT, OTUETO KUBYT?

W B 3TOM CMBICIIE, KOHEUHO, COBETCKAs! LIKO-
71a, coperckue upeonorn Yexosa mpozesamu. OHn
BCSIYECKM HAC, MOJOMBIX JIIO[Iel, OTCTPAHSIN OT
JlocToeBcKoro — yToObI ITOrO «MpakoOeca» Mbl He
3Hanmu. Ho onu He npepnonaramm, yro Yexos cbi-
rpaeT Takylo poJib B Hallell KU3HU, YTO OH CMOXKET
TaK MOBJMSATb HA HAlM JylM. 3HAUUT, C OHON
CTOPOHBI, TIOJYYaeTCsl, YTO 3TO BCE — JlAlleKOe, BCe
TO, 4ero He ObITIO 1 Yero Mbl HE BUJIENH BOKPYT.

Ho, ¢ pmpyroii cTopoHbl, s poc Ha yiuue
YepHbiieBckoil (yron YepHbILEBCKON U YIMLbI
CoBHAPKOMOBCKOI1) CpPeil YEXOBCKUX T'€POEB.
Cpepu mofieil, KOTOPBIX 5 10 CHX TOp CTapaioch
MOHATh U TEHETUYECKMl KOJ| KOTOPbIX YXOAUT
KyJa-TO Janeko. OTO OblIM CTpaHHbIE IHOAU —
OHM TaHIUEBANTM 0 YTpa, He 3Has, 4TO 3aBTpa
OynyT ecth. Korja x HuM mpuxopmna cocefika
OfIOJKUTL TPelKy, TO OHM WM K JApyroi
COCEIKE 3aHAThb TPEWKy, 4YTOObl JaTh 3TOi
cocefike,
0TKa3aTb. OTH JIOAM XYTKO GOSNNCH apecToB,

NOTOMY 4YTO MM ObLIO  HEyoOHO

HO TpM 3TOM BEYEPOM BBIXOJMIM HAa CKAMeeuky
1 TOBOPUIIM O CTAJMHCKOM TJIaHE MPeoOpa3oBaHus
NPUPObl. DTH OAM IOTUINCH B KOMMYHAIKaX,
HO BCEM CEepALEM COYYBCTBOBAIM MOJIOKEHHIO
TEMHOKOXUX U3 KHIKKM «XmkuHa s ToMar.
O npocto o6aMBAaNMCh Cl€3aMd O TOM, KaK
TSDKEJIO XKUTh TEMHOKOXHM JIIOISIM B AMepuke.
WX caxanu, BbICENSUM, MEPECessii, BCSYECKH
YHIDKQIIM, HO OHM TOPEJH >KelaHueM OOpOThCs
3a CBOOONY B Kakol-HMOy/Ib HOBOil Vcmanum.
N ecom Obl ux mo3Baau B HOByto Vcmanuio
3aLIUTUTH CBOOOJTY, OHM FOTOBBI ObUTH TY/a €XaTh.
OT0 OblIM OYEHb CTpPaHHbIE JIOAM — HEJemble,
CMEILHbIE, Yy/]aKoBaTble, HO B TO K€ BpeMs OHU
BOCXMILANM  KAaKUM-TO CTOMLM3MOM, YMEHHEM
NPUHATB XKU3Hb TAKOBOI, KaKasi OHa UM JlaHa, i OHU
GECKOHEUHO COXPAHSIIH HAJIEKTY .
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Ku3Hb moMeHssack, Obli pyrue MUKaKku,
BO3/IyLUHBIE APl — MPEAMET MEUTaHWil feTeil —
yXe JaBHO MepecTaqu MNpUBIeKaTb. Yke Oblin
CaMOIEThI, HO LIECTOE YyBCTBO, O KOTOPOM I'OBO-
pun Ilers TpodpuMoB, Tak U He HALLIM, U KU3Hb
ocraBajach Takas xe — no TysenGaxy — Tsxe-
Jnast, TPy/IHAs!, TAMHCTBEHHAs M mpekpacHasi. U BoT
TakUM 00pa3oM, Kak Obl B COJMHEHHH 3TUX
BETPOB — C OJIHOI CTOPOHBI, BCE OUYEHb JANEeKOe
U TIpUTATHBaioLIee K ce6e, a ¢ IPyroil CTOPOHBI,
BCE OYeHb OJM3Koe M pojjHoe — YexoB BXommi
B Hallly >KU3Hb.

On Kak Ob1 ObLI B €€ Hayale 1 CTall ee MpojioJ-
SKEHHEM — MOCTOM MEXK/1y CErOfiHs U 3aBTpa, uTo,
BIIPOYEM, HABEPHOE, OFIHO U TO Xe. 51 Jymato, 4To
OH — 3T0 «AMapkopj» Haweil KynbTypbl. K Hemy
BO3BPALLAIOTCS 7Sl TOTO, YTOOBI MOHATh, KTO MBI,
3a4yeM, NoYeMy, OTKY/a BBILLIN, U CAENATh KaKylo-
TO OTYASHHYIO TOMBITKY MNPEANONOXKUTb, KyAad
uaeM. DTO HEMOHSTHO, 3TO 3arajouyHo, Kak cama
SKM3Hb, TIOCKOJBbKY HE 3Haellb, 0aibsl M ymaja
B LIAaXTe, WM (DUIMH yXHYJ, WK Lanns. Bee Kak
Obl OCTAETCH 3arajKoi.

MHe KaxKeTcsl, UTO BCE ero Mbechl 00 OIHOM —
0 TOM, KaK TPYJHO OfIHOMY YEJIOBEKY BBLKHTb
B OTPOMHOM MHpe. 51 oueHb GJarofapeH 3a To, 4To
KOTJIa Mbl CErofiHsl TOBOPUM, Mbl BCE KaXeMcsl He-
MHOXKKO JTyylle, 4YeM eCTh Ha CAMOM JIeJie.
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BEATPUC ITMKOH-BAJUIEH

GPAHIIVS

CTPAHA YEXOBA

«Cwmbici... Bor crer muer. Kakoit cmbica?»
OTH TpW NPeKpacHO M3BECTHbIE KOPOTKHE (pa-
3b1 TysenOaxa u3 Broporo akra «Tpex cecrep»,
M0-MOEMY, MOAXOAAT K TOMY CHEXXHOMY TeEN3axy,
KOTOPbINl Mbl HaOIIOfaeM 3 JIBOIHBIX OKOH TIpe-
kpacHoro 3ana [loma IlaumikoBa, BBIXOJSIMX Ha
KpeMmileBCKUe GalliHu, B TO CaMOe BPEMsl, KOIJia Mbl
TOPXKECTBEHHO YECTBYEM 3TOTO BEeNMYaiiLIero mu-
careJisi, TOBOPHBILEro cBoeMy Jpyry ByHuny, uto

yepe3 ceMb JIeT, camoe Golbliee Yepes ceMb C Mo-
JIOBHHOI1, 0 HeM 3a0ypayT... CHer ufieT...

Wrax, 6yny Kpatkoii, MOTOMYy 4TO BCE yCTa-
mi. Ho mMumoxopioM s XoTena Gbl 3aMeTHTb, UTO
HAC, JKEHIIMH, OYEHb Mallo BBICTYMAJIO CErofiHs
C 9TOil TPUOYHBI, 1 3TO KANKO, MOTOMY 4TO €CTh
peKnccepbl-KEHIMHbI, KOTopble Bo Ppanuun
(1 He TONBKO) CTaBUIM Tbechl YexoBa. ITO Mor-
nda Obl ObITb Tema [nmsl BBICTYIIEHUS: «YexoB
M SKEHIUHBI-XY/IOKHUKI» . YeXOBbIM HAMMCAHbI
BeNMKoJenHble kenckue poimu. K cuactbio, Ana
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JlemuioBa MpeKpacHO pacckasana 37ech O CBOEM
onbite. Ho cam coboii Bo3HMKAET BONPOC NpH BUJE
Hallel Majioil peCTaBUTENbHOCTH MOCPEN 3TOTO
MHUpa MY>KYMH — BENIMKUX PEKUCCEPOB, Mpojedu-
JIMPOBABLIKX K 3TOW TPUOYHE.

Hauyny wucxops W3 COOCTBEHHOrO OMbITA.
B 1967-m s 6b11a B MockBe. Bbina 3uma, Takast, Kak
ceityac, 1 ObLIO, IOMHIO, MHOTO cHera. Y BoT, BO3-
BPATUBILUCH C JIBDKHOH MPOTYJIKH MO MOMOCKOB-
HOMY Jlecy, s TOCMOTpelia MoCTaHoBKY «Tpex ce-
crep» AHaToamns Dpoca. ITOT CHEKTAKIb BbI3BA
MHOXKECTBO JIe6aTOB 1 MOC/e HECKOIbKHUX MOKAa30B
OblI MPOCTO-HAMPOCTO 3amnpelieH. Tpu cecTpsl
ObLIN B 3€JIEHBIX MIATHAX, LIBETA ObIIN KpUYALLKMK
(po30BBIil, 3€JEHBIi1), ro0ca — MPOH3UTEIbHBIMY,
BOIOLIMMU. ITO ObIT COBCEM He TOT YexoB, K KOTO-
POMY NPUBBIK POCCUICKHUII 3pUTEIIb...

CrnexTakib 3TOT OCTaBUI Y MEHs IiyGoKue
BocrnomMuHanus. [loToM, HauaB 3aHUMATBCS HCTOPH-
i1 POCCHICKOro TeaTpa, g y3Hasa, yTo ewue 10 J-
poca, npoJaras eMy nyTb, paboTaj 4elcKkuil pe-
skuccep Oromap Kpeitua. Bmecte ¢ XynoskHUKOM
Mosedpom CBOGOROI OH MEPBBIil CyMeN H3MEHHTD
cBoeil nocTaHoBKoi «Yaiiku» B 1960-M Manepy uc-
nosnHenns Yexosa B EBpone. U s xotena Obl Ha-
CTOIYMBO O HEM HAMOMHHUTH, NOTOMY yTo OTOMAap
Kpeiiua ckoHuascs B KOHLE Npouuioro rofa. 5 He
3Hato, kKak B Poccun, HO Bo ®paHuum 0 ero KoH-
YyHE TMOYTH HUYEro M He FOBOPUIIM, HE BO3ABAJIH
JIOJIKHOTO 3TOMY GOJIBLIOMY JIESITEIIO PEXKHUCCYPbI
B LEJNOM M YEXOBCKOH PEeXHCCYpbl B YACTHOCTH.
Y3ke 3a0bUTH 3TOTO PeXHUccepa — OUYEHb BaXKHOTO,
€CJIM Mbl TOBOPUM 0 «cTpaHe YexoBa», BXoasLei
B TOT HEOOBSITHBII KOHTHHEHT, KOTOPbIil COCTABIIS-
eT B Haweil Kynbrype Teatp.

75t MeHs, HECOMHEHHO, CYILIECTBYET «KOHTH-
HeHT Teatp». Y 9T0 KOHTHHEHT, 51 Obl CKa3aa, Bce-
KYJIBTYPHBIil, TIE y KaKA0TO XyI0XKHUKA, KOHEUHO
Ke, ecTb CBOsI creluguka, HO Tie 0COOEHHOCTH
9TH Pa3BUBAIOTCS, CMELIMBAIOTCS, KOMOMHUPYIOT-
sl M B3aMMOJIeNcTBYIOT. I B HEOOBATHOM «CTpaHe

Cnoso o Yexose / 2010 / A word about Chekhov

YexoBax» (a aT0 He ojiHa TOJILKO Poccust) Bo3BbIIIa-
ercs ata purypa, Oromap Kpeiiua, o KoTopoM MHe
XOTENOCh Obl HATOMHUTb HBIHYE BCEMY MUY .

MHe, KOHEeUHO, ¢J1e10BaJio Obl BCTIOMHUTD BCE
BE/IMKUE TOCTAHOBKU, KOTOpPble M3MEHWIN Hally
KU3Hb, TIOCKOJIBKY (371eCh 00 3TOM TOBOPHIIM) MbI
JKUBEM C TeMH BEJMKMMU CMEKTaKJsIMH, KOTOpbIe
Mbl BUfiemn. Mol kuBeM ¢ UeXOBbIM, Mbl XHBEM
¢ npousBefieHnaMu YexoBa, HO Mbl SKMBEM TaKke
U C BE/IMKMMHM TIOCTAHOBKAMU €0 MbeC, C BETMKUMI
MHTEPNpeTalusiMi ero MepcoHaxell, Mopoio Aaxe
CaMbIX HE3HAUMTEIbHbIX, KOTOPbIE TO3BOISIOT
HaM OTKpbIBaTh HEUTO HOBOE y 3TOTO NPOCTOrO
M OJHOBPEMEHHO CJIOXHEHIIero TeaTpajbHOro
aBTOpa, KakuM Obl1 Yexos.

KoneuHo, 51 He cTaHy Bce X 3J1eCh nepednc-
TSITh, 3TO HeBO3MOXKHO... [IpocTo MHe xoTenoch Gbl
HAaNOMHUTb BaM 0 MecTe, KOTopoe 3anuMan Otomap
Kpeitua. B Ty amoxy, 4To Mbl MpOXKUBaeM, Bpems
MYMTCSl C TAKOIl CKOPOCTBIO, YTO Mbl MTHOBEHHO
3a0bIBaeM NMPOM3BENICHNs U UMeHa. M oueHb Xalb,
MOCKOJIBKY «TeaTpPajibHblil KOHTMHEHT» — Halll KOH-
TUHEHT, MPUHAJIEXAlNii BCeM HaM, 3flech Mpu-
CYTCTBYIOLIMM; OH OOMTaeM BCEMH TEMH DPEXINC-
cepamM, aKTepamu, aKTpHUCamu, CleHorpacdamu,
KOTOpbIE MPEJIIECTBOBANN HAM, U MX OTIBIT CIIefyeT
nepejiaBaTh yepe3 00yYeHHe U YCTHbIE PaccKasbl.
Yro6bl 3HATh, KyJa Mbl JIBIXKEMCS, HEOOXOUMO
MOHUMATh, OTKY/]a Mbl MPULIIK... Sl OUYeHb Bepio
B FICTOPUIO T€ATPa, HABEPHOE, BbI 3TO Y3KE MOHSIIN.

[TockosbKy cpem Hac HeT mpeicTaBuTeneit
Snonnn, MHe XoTenoch Obl CKa3aTh HECKONbKO
cnoB o Yexose u o Bocroke. ITocranoska Ilure-
pom Bpykom «Bumuiseoro caga» B 1981 rogy ot-
KpblIa HaM, 51 ObI cKazalla, <BOCTOUHYI0» CTOPOHY
y YexoBa — Ty CTOpPOHY, O KOTOpOil HEKOTOpbIE
3/lech FOBOPUJIH, HO KOTOpPasi MEHs, CKOPee, 3aCTaB-
JSeT BCIOMHUTB O puitocouut 13eH, punocodun
nyctoTsl. [Tutep Bpyk cymen B cBoeii uxTepnpe-
TalUM J]aTh OIIYTUTh HAM UYBCTBO €MHEHMS TPU
BCEX Pa3/IMuMsIX, MPO3PAUHOCTH 1 UYHOI He3HAUN-
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TEJTHOCTH SKU3HH, MATKO-KOMIYHOI, He TIPeAnoyn-
Tast HUKOTO M HUYEro, MoKa3biBas MUP B Mpolecce
MOCTOSIHHON NEPeMEHYNBOCTH ¥ B MPOCTPAHCTBE
CTOJNb OOUIMPHOM U MyCTOM, OCBOGOJIUBIIMMCS OT
KyJbTa «si»... UeMy 1 y4uT f13eH.

SInoHCKMII Xe COBpPEeMEHHbIl TeaTp cop-
MUpOBAJICS B HEKOTOPOIl CTENeHU Ha OCHOBAHUI
«BuuiHeBoro cafa». YMBUTENBHOE IENO0, BIyMaii-
Techb: «BHIIHEBBIN cafl» HECKOJBKO pa3 MOJpSf
MOCTABUI NEPBBIN pexuccep SINOHNM, OCHOBATEND
HOBOTO ~ PEANMCTUYECKOr0 TeaTpa («CHHT3IKU»)
«ykum3n» Ocanan Kaopy. OH HacTauBaln Ha TOM,
4TO ¢ «BHIIHEBLIM CajjloM» HEBO3MOXHO OrpaHu-
YUTBCS OfIHON MOCTAHOBKOM. YTOObI yanoch XoTs
Obl HEMHOT'O BHUKHYTb B €T0O CMBIC]I, Hajl0 CTaBUTh
ero jiBa, TpU, YeThbipe paza. UTo oH U cjena, mo-
Havyany MonHocThio Komnpyst CTaHucnaBckoro,
co0paB MOYTOBbIE OTKPLITKH MO CHEKTAKIO, Bbl-
MylleHHbIe B Te BpeMeHa Xy/10XKECTBEHHbIM Tea-
TPOM U CfIeJ1aB IOCTAHOBKY MaKCUMAJIbHO OJIM3KOI
K 3TuM n3o0paxenusM. Hanee mano-nomany Kao-
Py NMOMbITANCS OTHICKATh COOCTBEHHBII MyTh 1 COO-
CTBEHHYI0 PEKHCCEPCKYI0 MaHepy.

N s xorena Obl B 3aKNIOUEHHE YINOMsI-
HyTb 0 Meiiepxonbjie, KOTOpbIl, KaK M3BECTHO,
OblT CBsi3aH JApyxXO6oi ¢ YexoBbIM, Korpa Obln
MOIIOfIbIM  akTepoM M urpan Tpemnea. Muo-
rMe BBICTYMABIIME TOBOPMIM O B3aMMOOTHO-
wennsax YexoBa ¢ My3bikoil. MIMeHHO 06 3TOM
U TOBOPUTCS B TOM OTpbIBKE U3 MUCbMa, OTIPAB-
nexHoro Bcesosoom  Meitepxosbaom  Yexoy
B 1904 ropny (B ropy Hancanust «BuiHeBoro cafa»),
TOCTIE TOTO, KaK OH MIOCTABHJI €10 CaM, B CBOEM C00-
CTBEHHOM TeaTpe, CO CBOEi COOCTBEHHOII TPYMIOi,
B OJIHOM MPOBUHIMATBLHOM PYCCKOM ropofie. 5 npo-
LUTUPYIO €ro:

«Bama mbeca abcTpakTHa, Kak cuMOHUS
Yaitkockoro. M pexuccep JOIKEH YIOBUTH ee
CTyXoM, Mpexjie Bcero. B Tpetbem akTe Ha ome
[Iynoro “ronotadesi” — BOT 3TO ‘“TONOTaHbe”
HYXHO yCIIBILIATH — HE3aMETHO JIsl TIOfiell BXOAUT
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Yxac: “Bunesslii cag npopan”. Tauuytot. “IIpo-
nan”. Tanuytor. U Tak o konya. Koraa unraems
MBECY, TPETUI aKT MPOM3BOAUT TaKOE Ke Bleyar-
JIeHUe, KaK TOT 3BOH B yiiax 060JbHOro B Batem
pacckase “Tud”. 3yn kakoii-to. Becenbe, B KoTo-
POM CIBILIHBI 3ByKH CMepTH. B 3TOM akTe 4to-TO
METEepIMHKOBCKOE,, CTPALLHOE...»

[IpocTpaHcTBO 3BYKOBOE, HEMpEpPbIBHOE, He-
fpoOHoe  BuauTCA  MeriepXoaby — BaKHEMIMM
9JIEMEHTOM YEXOBCKMX TUcaHui. S monarato, WH-
TEPecHO BCMOMHUTS, 4To B 1904-M Takoe BujieH1e
CYLLIECTBOBAIIO MapaienbHo ¢ BujieHneM CraHuc-
JaBckoro. I, xcratu, oGHapy>Xuna HefaBHO, YTO
Meiiepxomnba B 1932 rogy xoTen CHOBa MOCTaBHUTb
«BuHeBbI caf» U coOMpalicsl OnepeThest, uTo-
Obl MPEJIOXKUTh UHTEPIPETALHMIO MOTEMUYECKYIO,
HecornacHyto co CTaHMCIAaBCKUM, Ha CBOM COO-
CTBEHHbIE APXMBbI, HA T€ MUCbMa, KOTOPbIE €My
oTnpasisn YexoB ¢ U3IOKEHHEM MPUYMH CBOETrO
KPUTHYECKOr0 BOCTPUSTHS TOH HMHTEPNpETALMH.
K coxanennto, nucema Yexosa k Meitepxodbpy,
K KOTOPbIM TOT OTHOCHIICS KaK K COKPOBHILY
1 KOTOpbIE JOBEPUN TPEThEMY JIMLY B TPYIHbII
NepUOJL CBOEH KU3HU, YTOObI HE 3aTePsUINCh, UC-
4e37H. ITO NCUE3HOBEHNE — Tparejius, rayooKo mo-
pasusuias Meiiepxonbia. M Mbl Tak 1 He yBuaenu
9TOT HOBBIN «BHIIIHEBLIN Cajy.

Ho Bepaemcs k 1904 ropy u K Tem mepcoHa-
KaM, YTO TaM TOMYYTCS M HANOMHHAIOT HAM Ma-
puoHeTok. Bejb n3BecTHO Takxe, yTo MeTepimHK,
MPU3BAHHbII, YTOOI TOMOYb TOHSTH HOBU3HY Mbe-
Cbl, NUcan u Ans Mapuonetok. IIpescraBbre cebe
(BO3MOZKHO, 3TO GY/IeT MHTEPECHO 71l 0YePESIHOTrO
npoekta Banepus [llagpuna), Kak M3Tpb SMOHCKO-
ro teatpa BYHPAKY wmormnu 661 cbirpats «Buiu-
HEBbIIl Cafl» C UX OOJBIIMMHU U 3aMeyaTebHbIMI
KYKJIaMH...
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HABU ABTYPAXMAHOB

Y3BEKUCTAH

OTEL] TEATPA ABCYPJIA

Sl nocrapatoch 6bITh KPaTOK, IOTOMY UTO BCE
yXe ycrami. MHe oueHb HPaBUTCS, YTO BBIXOJIAT
pexuccepbl U He M3/araloT Kakne-TO 3aKOHYEeH-
HbIE MCCTIEJOBAHMS, a TOBOPAT O TOM, uTo YexoB
cienal JMYHO [T HUX U KakoBo ouryuieHne Ye-
XOBa B UX COOCTBEHHON Tpodeccud. MHe Toxe
XOUeTcsl cKaszaTh jiBa cioBa. S, xorja Obln ele
MOJOfIbIM pexkuccepoM, moexan B JlaGopatoputo
MoJIofIbIX pexkuccepoB B [Ipary. 51 6bi1 BocnuTan

B COBETCKOIl ILIKOJE, B COBETCKOM HHCTUTYTE —
TO €CTb KpPUTHUECKMI peamn3M U YexoB Kak ero
npeficraButens. A B Ilpare, rae Ham BceMm jamm
MOCTaBUTb NEPBYIO KapTHHY BTOPOro akTa «Bu-
HEBOTO Cajla», BCTPEUaoCh C 3TOI MOTpsicatoLei
(ppazoit: «YexoB SBASETCS OTLOM TeaTpa adcypia».
Sl — B woke, notomy urto s gpyroe Bnutan. [pu-
€33Kal0 JIOMOJl, HAYMHAKO BBISICHATB: KaK 3TO Tak?
5l nonumatro, yto bekker muueT o repoe, KOTOPbIi
BCIO CBOIO XM3Hb, BCIO CBOIO OFPOMHYIO 3HEPTHIO,
BCIO JlyLLly TPaTHJI Ha TO, YTOObI HAWTH «CbIP MOBO-

<6d>



Cnoso o Yexose / 2010 / A word about Chekhov

HIOYee»... Ml 3TO CTOMT YMTaTh, 3TUM CTOUT KHTh.
Ho Yexos xe — npyroe? U nocrenenHo s cam s
ce0sl OTKpBIBAIO, YTO 3TO JCHCTBUTEBHO Mpaspal
Ou peiicTBuTeNBHO — OTel TeaTpa abcypra. Ho,
HaBepHOE, B COBEPLIECHHO APYroM noHnmanmu. Kak
roBopui ceityac Asnekcansp Anexcangposuy Kans-
I'MH: Korja K UexXoBy NMpHKacaelbesi, TO OLIyIa-
ellb TLIeTY, OecCMBICIEHHOCTh u3HU. CormnaceH.
Ho 3to kakoe-To ipyroe ouiyiieHne 6eccMbICIeH-
HocTH. W y MeHs Takoe 4yBCTBO, YTO KOT/Ia YUTAI0
YexoBa, a Tem Gosiee, KOT/a BBIXOXKY K aKTepam,
g XKe He Mory ckasaTb uMm: «PeGdra, ceroaus mo-
YyBCTBYITE BCE, MOXKaJyHCTa, TIIETY». Mbl BCe
JIOJKHBI TIOHSITh, YTO TaM MPOMCXOMUT, YTO OHU
penatoT. M BApYr HauMHaellb YyBCTBOBATb, 4TO
YexoB npocTo enuTcsi ¢ TOOOM, C OfHON CTOPO-
Hbl, OLLYLLIEHUEM OECCMBICIEHHOCTH, & C APYroi —
CBOEHl MOTPSACAOLIEH MOMOLIBIO: XUBU 3THUM,
00JIblle HEYeM.

Mue HpaButcs (ppaza COBPEMEHHOTO MH-
careisi O PYCCKOH WHTEIUIMTEHUMH: BOTMIOLEe
OLLIYIEeHNEe GECCMBICTIEHHOCTH ObITHS aBallo (haH-
TaCTUUYECKHE CUIbl XKUTh. MHe KaxkKeTcsl, 4TO 3TO
HACTOJILKO MPO HAC... Mbl NPUXOAUM B TeaTp, Mbl
MPUXOJIUM KaX[Iblil JIEHb UIPaTh CHEKTAKIM MpU
TIOJIHOM OLLyLIeHNnH GeccMblcieHHOCTH. Mbl ena-
€M TO, uTO Jienan YexoB, U OH MOMOraeT CerofHs
SKUTB. Y MEHS OLIyIIEeHHe, YTO OH MPOCTO UPOHMY-
HO TMOKa3bIBAaeT HaM: 3TO CTOMT, — MPHU Bceil Gec-
CMBICIIEHHOCTH — CTOUT fie1aTh. DTO MPOCTO y[IU-
BUTEJIbHASI TIOMOILb BCEM HaM.

Jlns MeHst owyuienne Yexosa — 3T0 yauBH-
TeJbHOE YMEHHE KUTb ceifyac, CerofiHs, a He TOlb-
KO TeM, 4TO ThI CleJIaelllb 3aBTPa. DTO MOMOLLb MO
MPOKMBAHMIO CBOEH JKM3HM HA KAKOM-TO BBICOKOM
YPOBHE €€ YyBCTBOBAHMSI.

Cnacu60o 60sbIioe.
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AHATOJIMU CMEJISIHCKUAN

poccud

CHAPSJI JI7IS YJIOBIIEHUS BY/TYIIETO

MHe kaxercs, 4To Bce coOpaBLIMECs U 5 caM
CIMIIKOM yCTalu i 3TOrO 3aKIIOYUTENLHOTO
cnoBa. XoTs Moit pyr [leknan [onHennan u Ha-
Kasaj MHe ToabKo yTo: «Korma Gyaeus roBopuTh,
CKaXW, 4TO s XOpowo BbicTynam». ['oopto: [le-
KJIaH FOBOPKIT O4YeHb Xopolo. Bee rosopuiu oueHb
XOpOLIO, TIOTOMY YTO «XKMBEIIb B TAKOM KIMMa-
Te — TOrO U TIISAM, CHET MOMAeT»... A TyT ele u3
OKHa Harero kKoxgepeHu-3ana Kpemnn BujieH, a ve

TONBKO 6AOCTpajia, ¢ KOTOpoil nporanick ¢ Mo-
cKBOIl repou byirakosa...

MbI roBopum cerofHsi o YexoBe Ha (poHe
Kpemust, Ha ¢poHe BeyHOCTH 1M Ha (DOHE [HS Hbl-
HewHero. TpyaHO roBOpUTb B Takoil ayJguTOpUU
1 B 3TUX MpeJIaraeMbIx 00CTOSTEbCTBAX. .. 3eCh
cefiuyac MPUCYTCTBYET OTPOMHOE KOJNMUYECTBO ITHO-
fieil, nepei KOTOPbIMU Hey0OHO TIPOCTO GONTATh,
a Hajlo BbICKA3aTh XOTs Obl MONTOPbI CBOM MBICIIH,
OCTABIIMECS K YETBIPEM YacaM 3TOr0 HampsiKEHHO-
ro Hs-MapadoHa.
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S HauHy c TOro, O 4YeM rOBOPUI FOCHOAMH
Kactop. C Toro, uto mbecbl Yexoa, BooOIe
FOBOpSI, — 3TO HE MbEChl B OOLIYHOM TMOHUMAHNUN.
Ecau pa3éupaTh UX 10 CIOBECHOMY COCTaBY — 3TO
JMpHKa, 3TO MO33Us, 3TO My3blka. UexoB cam mu-
can (M Mbl 3TO LUTHPYeM OGECKOHEYHO, 3TO CTaNo
o0umM MecToM, M36uTocThio): «Iluimy Komemuto
He 6€3 y/I0BOJLCTBHS... BPY NMPOTUB BCEX YCIIOBUIL
CLEHbI». 3HAUNUT, OH MPEIOXUI KaKhe-TO HOBbIE
YCJIOBUSI CLIEHBI, C KOTOPBIMU MbI 10 CUX O MbITa-
emcsl pa3oOparbes...

Jlaxe B mpefieax Takoro Manoro oKoJOTKa,
KOTOpBIl MeHyeTcst Xy/I0XKECTBEHHBIM TEATPOM,
IJle HauyMHANaCh CLEHMYECKasl XU3Hb CIIOBECHOTO
MaccuBa YexoBa, TOHUMaHNE BO3HUKAIIO C TPY/IOM.
XyN0XXECTBEHHNKHM, KaK M Mbl ceiluac, He 3Haju,
YTO C 9THMHM TEKCTAMU JIeaTh.

Ectb 3ameuarenbHast ucropus, Kak Yexos
cupnt 3a crmHoil CTaHMCIABCKOTO Ha OHONM M3
peneruumit «Tpex cectep», TISAUT HA CUEHY U TO-
BOpHUT cliefytolee: «Booblue, HaBepHOE, ObIIO Obl
MHTEPECHO pelnTh, 4To MpuHa — foub YeOyThbiku-
Ha...» Camoe HHTpHTYyIOLLIEe B 3TOil (ppase: moyemy
YexoB tymaet, yto 6b110 Ob1 MHTEpecHo? Thl XX cam
Harmcan o1y Wpuny! Tbl-To JI07KeH 3HATBH: 10Yb
oHa YeOytbikuna umu wer? Ecim Upuna — foub
YeOyTbIKiHA, BCS KOH(UIMKTHAs ocHoBa «Tpex ce-
CTep» MEHSIeTCS U HaJIo CTABUTh JIPYTyI0 UCTOPHIO.
To ecTb YexoB BbICTYNAET M0 OTHOLIEHUIO K MbeCe,
KOTOPYIO OH CaM COYMHII, MUHTEPIPETaTOPOM, Kak
Mo60i U3 HAC 1 Kak Mo00i U3 TeX, KTo OyaeT uH-
TepNpeTHpoBaTh YexoBa NOTOM.

Yro xe mpuyman sl YeXOBCKUX MOCTaHO-
Bok Cranucnasckuii? Ilo cnoBam Hemmposnua-
JlaHueHKo, HEHaBHJA PYTHHY COBPEMEHHOrO emy
Tearpa, rJie aKTepbl TOBOPUIH B MyOMIHKY , TAE nepe-
SKIJIaNM May3bl U Kaanm cBoeil ouepenn, CraHuc-
JIABCKUI  3aCTABUI UCTIOJHUTENE WMHTEHCUBHEM-
MM 06pa3oM 06LAThCS C MTAPTHEPOM U OTBEPHYI
ux ot nybnuku. M ato Oblno peBomouueit B pyc-
CKOM Tearpe...
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Ho notom oyeHb OBICTPO 3TO «MHTEHCUBHOE
oOLIeHne» CTano wWTaMnoM Xy10XKECTBEHHOTO
tearpa. Hemuposuy B muceme KneGenb omucbia-
eT (IIOYTH HUKOI/A, 0-MOEMY, 3TO He LUTHPYIOT,
MOTOMY 4YTO CKAaHJAIbHO) CBOHl OYeHb MOKa3a-
TeJbHbIN pa3roBop co CTaHMCIABCKUM: «3atien
4 Kak-To Tepejl HayanoM crekTakis “[sns Bans”
B y6opHyto Cranucnasckoro. OH TpUMHUpPOBAICS
st pos ACTpOBa, FPUMMPOBAJICS M OYEHb Cep-
mancs: “BoT 3amasbiBal0 MOpIMHBI, KaK JpsH-
Hast KokoTka. [Topa MHe yxe OpocUTb UrpaTh 3Ty
posb”. I MbI pa3roBOPUIIMCH O TOM, KaK MPaBUiIb-
Hee MOCTYMUTh ¢ Mbecoil»... Toraa XynoxecTBeH-
Huku cHsun «[Ismo Bawio» ¢ peniepryapa Ha msiTh
JIET, a MOTOM €ro peleHo ObLI0 BO30OHOBUTB.
W, xak nuuwer panbwe Hemupouu, cam oH Xo-
TeNl BO30OHOBUTH YEXOBCKUI CIEKTAKIb C HOBBIM
MOKOJIEHNeM akTepoB. «OfHAKO, — TPOROIKAET
OH, — BooOpasure cebe Moe yIUBIIEHNE, KOTJla CTa-
pble MCIIOJHUTENM, BKIoyas camoro CTaHMCIIaB-
CKOT0, HE TOJIbKO HAYaJli MHE BO3PaXaTh, HO MOJI-
HAJIM LeJIbIA OYHT...»

B 1917 ropy cam CraHuciaBCKuil Ha peneTu-
uustx ¢ Muxannom YexoBbIM pelnsl «OCBEKUTb»
«Yaiiky». Mexjly npounMm, OH Tam TOBOPWJ, YTO
Yy/IOBULIHBIA WTamMn XyA0XKECTBEHHOrO TeaTpa
— 9TO «BOJIOBUIl pUTM». ['OBOpMII, UTO HAj0 3TO
Bce m3MeHuTh! YTO 9Ta mbeca COBEPIIEHHO Mpo
JIPyroe — npo HepB COBPEMEHHOI JKHU3HH, 4 Mbl BCe
TSHEM, TSHEM U TsIHEM!

«OcBexutb» «Yaiiky» He BbIILIIO. 3abosen
Muxaun Yexos, yies ¢ peneTuuuu, yuen u3 crnek-
TaKJIs, OTOBCIOAY yiuesd. Paspammmach mombITKa
OpraHu30BaTh YEXOBCKMIl CMEKTaKb KaK HOBbIi
CITOBECHBII MACCHB, KaK MY3bIKY, KaK JIUPHUKY.

B koHue Tpuauatbix ropoB Mawupenblutam
B BOPOHEXKCKOI1 CCbUIKE, IOCMOTPEB MECTHBIII JIpa-
MaTH4ecKWil TeaTp, 3aMiChIBAET B IHEBHUK CaMble
YHUYIKUTEIbHbIE CJI0BA O YEXOBCKON Jpamaryp-
MYECKOIl CHCTEME, MUILIET, YTO 3TO «3KOJOrHye-
CKasl CUCTeMa», TO €CTb MCXOMALIAs U3 MPOOIeMbI
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MYYHUTEJBHOTO COCEICTBA M COXKMTENbCTBA JIHO-
feit... JTrou KMBYT BMECTE M HE MOTYT pazbexaThb-
cs (KaK 9To, KCTaTH, NPONUTaHo y MaHjenbliTama
ero BoponexeM, ccbuikoit). On nuwet: «buonor
Ha3BaJl Obl YEXOBCKMIA MPUHLMM — 9KOJOTUYECKIM.
CoxutenscTBo st UexoBa — peliaioliee Haya-
n0. Hukakoro jieficTust B €ro jjpamax HeT, a eCTb
TONBKO COCE/ICTBO C BHITEKAIOLMMH U3 HETO HEeMpH-
aTHocTAMU. YexoB 3a61paeT caukoM npoly u3 ye-
JIOBEYECKOI “THHBI”, KOTOPOIl HUKOT/Ia He ObIBAJIO.
JTtom XKUBYT BMECTE 1 HUKAK HE MOTYT pa3beXaThb-
cs. Bor u Bce. Bbijath UM OuieTbl — Hanpumep,
“Tpem cecTpam”, — 1 Mbeca KOHUUTCS».

Yepes Tpu ropga HemupoBuu HaumHaeT
craBuTh «Tpu cecTpbl». OCHOBHas TeaTpanbHas
3aj1aya 3jiech — nonemuka c uieeit CTaHUCIaBCKOro
0 TOM, uTO y YexoBa Bce 6ECKOHEUHO U UHTEHCUBHO
obwaroTes Ha cuene. Hemuposuu-JlaHuenko cunra-
€T, 4YTO HET, OHM He 001aroTcst! OHM AEIaI0T BUJT, YTO
obuatorest! A 1Mo cyTH, BCA Mbeca COCTOMT M3
MOHOJIOTOB.

HemupoBry-JJaHueHKO MOJHOCTbIO MOBOpa-
YKBAET CJIOBECHYIO CTPYKTYPY MbEChl, M 3TO OLIA-
paummBaet! [loTomMy 4TO Wrpanu AecsATHIETHSIMU
TaK, KaK yumnu B XyaoxecTBeHHOM Tearpe. IIpo-
XOIUT HECKONbKO JIeT, BCe HAYMHAIOT UIPaTh, KaK
y Hemnposuua. Bee HaumHatoT «kak Obl 06mIATD-
csi». Bo3HMKaeT crefyoluii MOILHENIIKI [WTamIl
Xy10XKECTBEHHOTO TeaTpa.

Sl ceftyac uuTaro 3anucu penetuunn «Yaiku»
1966 ropa Anaromust Dpoca (OHM CKOpo OyamyT
ony6nukoBansl). [lorpscatomue Tekctbl! Tomb-
KO YTO CTpaHa OyHyJach Ha (pOHE TOro CaMoro
KPEMJIEBCKOTO 3a/IHMKA, KOTOPbIl CTOUT 32 MOEii
CIIMHO, M YTO-TO TAKOE CTaja OCO3HABATH. (-
poc, npups B Tearp um. Jlenunckoro Komcomorna,
HAuMHAeT OCBAaMBaTh CJOBECHbI cocTaB YexoBa
He TaK, Kak 3710 jienan CTaHMCNABCKUIl, U HE TaK,
Kak y Hemmposuua-[Januenko. ¥ D¢poca yexos-
CKHe NePCOHaXH He «GECKOHEUHO 06LIAI0TCS» , KaK
y Cranucnasckoro. OHu He «Kak Obl» 00LatoTCS,
kak y Hemuposuya. Y Dppoca onn GecnpepbIBHO,
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CyMacILe/INM 06pa3oM OOLIAIOTCS 1 COBEPLIEHHO
HE CIIBILIAT JAPYT JIPYTa...

Ectb mucemo Yexosa k E.II. T'ocnasckomy
0 ero nbece «CBOOOAHBIH XyH0XKHUK» . Ciryyaii uc-
KJIIOUMTENbHBIA. YeX0B 0YeHb PEfIKO BbICKa3bIBal-
Csl Bcepbe3 O paMaTypruyeckoil CHCTeMe JIPYrux
aBTopoB. M BApYr oH, yxe cosjaBumil «Yaiiky»
u «J1s10 Bawio», muier o nbece KOJJIerd 10BOJIb-
HO 0e3KanocTHO: «JIt000OBbL HE MHTMMHA, JKEHIIU-
HbI HE MO3TUYHBI, Y XY0KHUKOB HET BIOXHOBEHUS
1 PEJIMTHO3HOTO HACTPOEHMS, TOUHO BCE 3TO OyX-
ranTepbl, 3a UX CMMHAMH HE YyBCTBYETCS HU pYyc-
cKasi IPUPOfIA, HU PyccKoe MCKyccTBO ¢ TomcTbim
1 BacheuosbiM. M 3710, riaBHbIM 06pasoM, OTTO-
ro, 4To Bbl, ObITH MOXET, YMBILIIEHHO, MUILETE
A3bIKOM, KaKUM BOOOILE MHUIIYTCS MbEChI, S3bIKOM
TeaTpalbHbIM, B KOTOPOM HeT mo3asuu. Kommakr-
HOCTb, BBIPA3UTENLHOCTb, MIACTUYHOCTH (hpasbl,
MUMEHHO TO, YTO cOCTaBiseT Bairy aBTOpCKyto
MHMBUYalbHOCTh, Y Bac Ha 3ajHeM miaHe, a Ha
TNepeaiHeM — Mmise en scene ¢ ee LyMUXO¥, SBICHUS
1 yXOfibl, ponu <...> Kopoue, Bbl He 3ameuaete, 4To
Bbl He cBOOOJIHBI, UTO Bbl HE MOIT U HE XY0KHUK
npexfe Bcero, a NpoheCCHOHATBHbIN APaMaTyprs».

Y Ddpoca Bce peneTULMM MONHBI TeM, KaK
TPYAHO NpOW3HOCUTh (ppasbl Tpuropuna wuam
Tpenunesa, NOTOMY 4TO, BO-NIEPBbIX, OHU TOBOPAT
CIIO>KHBIMHU CIIOBECHBIMU KOHCTPYKIMH, KOTOPBIMI
MBI He BJIajieeM. A BO-BTODBIX, Hy>KEH COBCEM JIpY-
roll YeJ0BeYeCKHUil COCTaB.

B cemupiecsaToie roapl B MockBe Obl1a LIyTKA.
babanoBa, y3HaB, 4TO OfIHA 3aMeyaTelbHask aKTpu-
ca 3axoTelna cbirpaTh «BuiHesblit cany», oTpearu-
poBana tak: «Her-HeT, oHa 3ameuaresbHas, HO eil
He Hajo urparh “Bumunesblii can’». — «[louemy,
Mapus MBanoBHa?» — «OHa ke ero nmpofacT B nep-
BOM aKTe!» DTO LIyTKa TOYHO MepefiaeT NCUX0Jo0-
IO CEMHUJIECSTBIX TOJIOB.

Cefiyac, 5 Jymaio, BHUIUIHEBBI Cal MOX-
HO ObIO Obl MPOAATH yXe [0 Hayana Tbechl...
Y nac B MXT 6blsa npemMbepa «BuiiHeBoro caja»,

<69 >



M O MH 3aMeYaTeNbHbI OOraThlil YeNoBEK, MO-
MOTaBIIMIl 3TOMY CNEKTAKJI0, MOMPOCHI HAC:
«MOXHO mpuiiTd Ha (PUHANBHBIA  MPOrOH,
noyyacTBoBaTh?» TabGakoB, KaK XO3sHMH, CKazal:
«[Ipuan, HO MOUM — HE MMeelllb MpaBa TOBOPUTD,
XOTb Thl M cmoHcop». OH npuiuen. Mbl oyeHb
KpuTHyHO, ocobenHo Oger [lasnoBuy, o6cyxpa-
€M CNEeKTaK/b. A MOTOM Hall CIOHCOP TOBOPHT:
«Hy, Bce-Taku s Mory cka3aTb?» (A OH aj OYeHb
MHOTO JieHer...) — «Hy, ckaxu, TOIbKO Heforoy.
Ou ckazan: «Bbl 3HaeTe, Bce XOpoOLIO, MHE OYEHb
MOHPAaBUJIOCh, HO JlomaxuH OfiHy CLEHy WrpaeT He-
NpaBUIbHO. BOT KOraa OH Kynun BUILHEBBIi Caji, OH
K€ pajloBaThes I0JkeH. Bot 4, korpa kyman ['YM,
5 %e pajioBancs!»

Epmonait Jlonaxun kaxercs ['amnetom Ha
aToM (hone!..

[Tepexoxy K cioBecHoMy MaccuBy Yexosa
U K CIIOBECHOMY MAacCCHBY COBPEMEHHOI KU3HHU.
51 BoT ymato npo ¢opmyny Ddpoca — Bce OpyT,
TBITAIOTCS IOKPUYATBCS, Bee OeCpepbIBHO, AKTUB-
HO, UCTEPUYECKU OOLIAIOTCS H... HE CIBILIAT JIPYT
npyra. Bbl 3HaeTe, 3a noCneiHUIA IO MPOU3OLLIEN
TMIOBOPOT B CJIOBECHOM MAcCCHBE, B KOTOPOM MbI K-
BeM. Thl HOXMMAelb MbIIIKY, OTKPbIBACLb CANT
«9x0 MockBbl». Paubliie 6b110 — «ropstuie UHTep-
Bbio». CMOTpHILIL — BOT [IpOXaHOB BUTHIICTBYET,
BoT MnnapuonoB s3sut, BotT HoBoyigopckas o6u-
yaeT. A ceilyac 3TH «ropsiune MHTEPBbIO» YXOAAT
Ha 3aHUI TIJ1aH, ¥ BECh CallT 3aHsT — OJor, 6JI0T,
6nor. U B 6110re KopoTkue BeIkpuku: Mnnapronos
BBIKPUKHUBAET, Paji3nX0BCKHIl BBIKPUKHMBAET, JOUYKA
EnblpmHa BBIKPUKMBAET, KTO YTOAHO BBIKPUKUBAET.
Kaxas-To HoBast ciioBecHast cpefia, 670roBas cpejia,
OYEHb YEXOBCKasl, IOTOMY UYTO BCE TOBOPSIT MOHO-
noramu. VI BceM MOHOJIOraM OTBEUYAlOT KOMMEHTbI
C MaTepHbIMU, HACTOSIIMMU PYCCKUMHU YY/IOBHIL-
HbIMU CJIOBaMH. Bce MoChbIIalOT CBOM BBIKPUKU
B KOcMOC. Mup KpuuuT.

Anpipon Konvanockuii Bcmomuui, yro Ye-
XOB JIOOMI KJIOYHOB M knajouiia. KnoyHos mo-
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Out. A Kianouia — 31o u3 ipyroit uctopun. Onu —
13 BOCIOMUHAHMIT MepeKKOBCKHX, KOTOPbIE OblIu
¢ YexoBbIM BMeCTe 3a rpaHuueil. MepexKoBckue
ObUIM MOpaKeHbl CTPAHHOI NPUBBIYKON YexoBa
(a'y Hero 6bTO MHOTO CTPaHHBIX MPUBBIYEK) HETPe-
MeHHO nocewatsb kaaaouua. Korga Yexos npues-
Kall B KaKOH-TO TOPOJ, KOTOPOTO OH HE 3Hal, OH
noceman sl Hauama JBa MecTa, /Be KPaiHOCTH,
KOTOpbIE MPEJICTABMSIIOT 3TOT TOPOJ|, — KJajiOuILe
1 Goppienb. Bompoc B TOM, uTO KoOrjma mexpay Gop-
fieNieM ¥ KJ1ajiouieM 6olblie HIYero HeT, TO BO3-
HIKAeT CTPYKTYpa COBPEMEHHOII SKU3HH...

YexoB mpujiyMan HOBbIE YCIOBHSI CLEHBI, He
OYeHb 008 Teatp, kak MHe Kaxercsi. He npepcras-
asit0 ce6e YexoBa, BBICTYMAIOLIETO HA CHMIO3UyMe
no nosopy Hocroesckoro unu Toacroro. Kak ou
mucan Cysopuny: «Kymun s B Bamewm marasuue
JlocToeBckoro u tenepb unTa0. XopoLo, HoO O4YeHb
JUIMHHO 1 HeCKpOMHO»... To xe camoe npo Toscro-
ro. YexoB 3aBeplLIaeT BEIMKYIO PYCCKYIO JUTEpa-
TYPY U HAXO[IUTCS B MOCTOSIHHOM BHYTPEHHEM CIIO-
pe c Heii. Ilepsbii nocae Ilyumikuna, MOXeT ObITh,
1 NOCIIE/IHNI BEJIMKWI PYCCKHMIl MUCATENb, KOTOPBIi
OTKA3bIBAETCS MPOTOBEI0BATH, YUNTh, YKA3bIBATb...

51 HemaBHO unran nepenucky HaGokosa ¢ off-
HUM aMEPHKAHCKUM NPUSATENEM, U3aTeIIeM Ky pHa-
J1a, KOTOPBIIl TOXKE MEPEBOIII C PyCCKOTO M CUUTA
cebs1 3HaTOKOM. EMy ouenb HpaBmics donkHep,
a Ponknep He Hpasuics HaGokoBy. ¥ ero jipyra
ObIT COLMO-9KOHOMUYECKHUI YKIIOH, KOTOPBII TOT/a
OblT 04eHb MofieH Ha 3anaje. 1 Ha6okoB neHs emy
32 TO, YTO OH YJapsieTCs B COLMOJIOTHIO, B 9KOHO-
MUKY... [IpusiTens Bo3paxkan, ykasbiBasi, UTO «BOT
Bbl camu 0aboyek coOupaeTe, a OTKa3bIBAETECh
OT TOHMMAHMSI  COLMATbHO-3KOHOMUYECKOTO...»
W Torpa HabokoB napupoBan, YTo MMEHHO MO-
TOMY, YTO OH 3aHMMaeTcs 0abOYKaMu, OH 3HAET,
yto Gaboyka ompejieseHHOro Bupa u B Adpuke,
n B Kanazme — Ta xe camasi 6abouyka. A BOT ero
JIPYT-OMMOHEHT, ieNasi aKLEHT Ha 3KOJNOruH, 3a0bl-
BaeT Mpo MOP(OIIOTHIO. ..



YHUKANbHOCTb JIPaMaTypruyeckoil CUCTEMbI
YexoBa B COBMENIEHUN «IKOJOTMUECKON CHCTE-
MbI» ¢ MOP(OJIOrHYecKM TIOHUMAHIEM YeNoBeKa,
OYEHb TSKEJbIM, OUYeHb JKECTOKMM, OYeHb KeCT-
KHUM, COBEPLIEHHO HE MOXOXHUM Ha TO, YTO HaM Ibl-
TaJUCh BHYLIUT...

U ceropinst, 1 BCIO >KU3HD $ CITYLLIAI0 aPTUCTOB
1 pexuccepoB: yero oHn Tam B UexoBe nmpupyma-
10T? U MeHs mopaxaeT ocTpoTa MPO3peHuil Joei
TeaTpa, X MPOHUKHOBEHHS B TIPUPOY YEXOBCKOM
npambl. MHe pacckasbiBan Burs I'Bosauuknii o pe-
netuiusix «Tpex cectep», OJHOrO U3 MPEACMepT-
HeIx cnekraknein Onera Edppemosa. Y1 Ecbpemos,
00bsicHAs BepiunHuHa 1 ero oTHoweHns ¢ Maiuei,
BAPYT roBopuT: «Hy, 4TO ThI Hrpaeiib 3TOT CHpOTL.
Y Hero e B KaxjioM ropoje — Mauua, Tbl 3TO 110-
HUMaelb ?»

N nakonen, nocnennee. Korma Yexos nucan
MBEChI, OH HE PACCUNTBIBAI HA HCTOPUYECKOE TPH-
3HaHUE, He MOr ceGe MPEeCTaBUTh CHMIO3MYM Ha
thone Kpemus, emy nocasiuienHslii... Ho 4ro-to ou
TaKOe BCE-TAKH 3a70XKII B CBOU MbEChI, 0 KOTOPBIX
MBI TYT TOBOPHM....

[Ipouutupyto Ocuna ImunbeBrnya Maujens-
mTama (Ha ceil pa3 MO3UTHBHO), CKA3aBIIEro Mpo
«BOXeCTBEHHYI0 KOME/IMIO»: «CHApsi|, MYLEHHbII
st ynoBiaeHust Oyayiiero». BenomHum, uto Beb
y YexoBa Ha cueHe Xy10KeCTBEHHOTO TeaTpa CHa-
yaja ycnexa He ObII0 HU C OfHON Tbecoil (Kpome
«Yariku»)... [ToToM MOCTENeHHO BXKMBAIUChH, Ha-
YMHAN IOHUMAT... M pyccKast Ku3Hb TOCTENEHHO
BCachIBANIaCh B 9TH MbEChI, NPOSCHSNA cebs yepes
9TH nbechl. M uepe3 YexoBa HauUnHaIM ONO3HABATD
ApYT ipyra u jaxe, 4To npoucxoaut ¢ Poccueii. ..
Yucto MeTadu3nyecKu HayMHAIM Pa3roBapUBaTh
(bpa3amM M3 YEXOBCKHX MbEC BMECTO JUIMHHBIX
pasroBopoB U oObscHenuit. B 1920 rogy Omnbra
JleonappioBHa Kuunnep-Yexosa, nokujas coer-
ckyto Poccnio 1 iymas, 4to yesxaet HaBcerja (ue-
pe3 fBa rofa oHu U3 EBporbl BEpHYTCS), TOIXKHA
Oblta 00bsICHUTH CTaHUCIABCKOMY, MOYEMY OHa
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MOKKJAET 3Ty cTpaHy BmecTe ¢ KayanoBbiM 1 00-
pekaeT Xya0KeCTBEHHbIN TeaTp, B CYLHOCTH, Ha
CMepTh. BMECTO JNMHHBIX OOBSCHEHUI B Mpeja-
raeMbIX 00CTOATENLCTBAX BOMHBI M Mcxofga Onb-
ra JleoHapjoBHa MUIIET KOPOTKYIK 3aMHUCOUKY.
U B 3roit 3anucouke ofHa ¢pasza u3 Yexosa (oHU
Ke urpanu «BUILIHEeBbIi caf» BMECTe CTOJBKO JIET,
1 CTaHNCIaBCKOMY HE HAJIo [I0Jr0 OOBSCHSATS, MO-
yeMy OHa ye3xaeT): «KoHumnach u3Hb B 3TOM
nome». U Bce.

YexoB COUMHMI ¥ Hammcan Mbecy, KOTO-
pasi MO3BOJISIET, MO BbIPaXeHN0 MaHjienbiirama,
«yJaBauBaTh Oyjylee». S yBepeH, 4To Kax/bli 13
BAC MMEET B 3arace KaKylo-To KOPEHHYI0, BaXHYI0
(pasy u3 YexoBa, KOTOpasi OOBSICHAT CETrOAHSL-
HIOKO CHUTYAlMI0 U, MOXET ObIThb, 3aBTPALIHION.
OGDBACHUT, YTO C HAMH TIPOUCXOJIUIIO, TPOMCXOAUT
1 6ynet npoucxonuTs. Cracu6o.
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VALERY SHADRIN

GENERAL DIRECTOR OF THE CHEKHOV INTERNATIONAL THEATRE FESTIVAL,
PRESIDENT OF THE INTERNATIONAL CONFEDERATION OF THEATRE ASSOCIATIONS,
RUSSIA

CHEKHOV’S PLAYS STAGED FROM JAPAN
TO THE UNITED STATES

Now the celebratory days have come for us to
mark the 150" jubilee of our eminent contemporary,
great Russian writer Anton Chekhov.

We are happy to welcome in Russia and
here in this place the theatre directors, actors,
playwrights, representatives of a variety of
theatrical trades, public dignitaries and statesmen
from thirty countries of the world who have come

to celebrate with us. We are grateful to all those
who have shown interest and willingness to attend
the event initiated and organized by the Chekhov
International Theatre Festival with support of
the Governments of Moscow and the Russian
Federation. It was not without special reason that
the Pashkov House was chosen as a venue for our
conference. Anton Chekhov was a regular visitor
here. He worked at the Library of the Rumyantsev
Museum and loved this neighborhood. He loved to
listen to the chiming of the bells from the bridge.



And I find it quite symbolic that today we have
gathered in this hall.

I’ll be honest with you: it was not easy to
organize the jubilee of a person like Chekhov who
was very modest and at the same time invariably
set himself very high standards. But obviously the
main challenge for us was to organize creation of
the productions of Chekhov. We endeavored to
launch a few international projects in collaboration
with the world’s leading directors to put on his
plays, stage versions of short stories, letters and
diaries. All in all, we have come up with sixteen
productions that are included in the Festival’s
extensive program along with the entries from
Moscow and foreign companies. One part of this
program, entitled «Chekhov Celebration Days
in Moscow», is currently underway. The other
part will be presented within the framework of
the Festival in summer. And in the course of this
year there will be a major world tour of Chekhov’s
productions. The Chekhov Tour begins in Yalta
(Ukraine) tomorrow with Declan Donnellan’s
Russian-cast production of «The Three Sisters». It
is our hope that the versatile program of the tour will
embrace the wide range of countries from Japan to
the United States. Thus we are quite sincere in our
attempts to internationalize the jubilee of our great
writer and bring his plays to the countries where he
is known, honored and loved, which is to say, to
play Chekhov the world-over.

It stands to reason that such an ambitious
project couldn’t have been carried into effect
without the support of the governments of the
participant countries, first and foremost by the
Government of Moscow. I am very glad that the
Mayor of Moscow Mr. Yury Luzhkov is present
here. Without his help it would have been hardly
possible to cope with such an enormous task. We
are also thankful to the Ministry of Culture, our
partner Channel One and other collaborators who
have been taking part in this undertaking.
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I'd like to stress in this connection that we
are attributing paramount importance to holding
the conference «A Word about Chekhov» within
the framework of Chekhov Celebration Days
in Moscow program. Attending this conference
today are the personalities who in a large measure
represent the key aspects of the modern theatre.
These are theatre practitioners who have come to
pay homage to Chekhov and say what they have
to say about Chekhov. The list of the speakers
today makes one hope that we shall at last hear
the answers to the fundamental questions: Why is
Chekhov so much called-for today? Why are his
plays still being staged? And thus I hope today we
shall have the opportunity to speak about the world
theatre, about Chekhov and about ourselves. I am
firmly convinced that all those who are present
here, who have prepared for this conference and
have «a word» to say about Chekhov will have
the opportunity to say it. And the first person to
whom I should like to give the floor is the Mayor of
Moscow Mr. Yury Luzhkov who has done so much
to make this celebration event happen.
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YURY LUZHKOV

MAYOR OF MOSCOW

CHEKHOV REALLY LOVED MOSCOW

Dear Mr. Shadrin!

Dear Mr. Avdeev!

Ladies and Gentlemen!

Today we are celebrating a wonderful
festive occasion — the jubilee of Anton Chekhov —
in the company of the world’s leading theatre
practitioners who have come to Moscow that was
so much loved by the great Russian writer. I am
glad that the venue for our meeting is the Pashkov

House that keeps the memories of Chekhov. Here
he wrote. The House is the depository of the most
complete collection of manuscripts of «The Cherry
Orchard». All this imparts a very special coloring
to our meeting. Chekhov was born in the town
of Taganrog where, I'm sure, celebratory events
will also take place. But Chekhov was a real
Muscovite. He wrote: «I fell madly in love with
Moscow. Once you get into the way of it, you’ll
never leave it. I am a Muscovite forever». And
in his works that are all too well-known he goes



over and over again: «To Moscow! To Moscow!»
Significantly it was precisely in Moscow where
Chekhov matured as a writer. On January 25
I and the Rector of the Moscow State University
installed a commemorative plaque in the place that
used to accommodate the University’s Department
of Medicine and where the monument to the young
student and the brilliant graduate Anton Chekhov
is to be erected soon. Chekhov studied medicine at
the University and in the meantime wrote his early
works under the pen-name of Antosha Chekhonte.
But more important is the fact that then Chekhov
started to demonstrate his aspiration for helping
ordinary people, the aspiration that he carried
through his entire life. After graduation, Chekhov
who had every opportunity to stay within the
advanced health care system in Moscow asked
to be posted as a doctor in one of the districts
outside the capital. Subsequently the foundations
of his world-view began to take shape, which in
its turn laid the basis for his concept of literature
that was strongly connected with his professional
occupation.

It is wonderful that we are marking Chekhov’s
150" anniversary by holding the next Festival
that bears his name. Moreover; this Festival
is extraordinary and is specially timed for the
jubilee. These are going to be the days of the
celebration of Chekhov. And the Festival proper
has been increasingly instrumental in upholding
the humanistic ideas and ethic norms that remain
unshakeable even in the most turbulent times
when theatre, along with the society in general,
is undergoing major transformations in the effort
to assimilate the new trends. Nonetheless, theatre,
like all of us, always returns to Chekhov and
the classics as keepers of the human society’s
fundamental values.

To summarize some results, preliminary and
interim as they might be, one should say that the
Chekhov Festival has become one of the most
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important and emblematic happenings in the life
of both national and international theatre. The
400 plays that have been staged in 36 countries
and shown within the framework of the Festival
should no doubt be regarded as a major cultural and
theatrical potential. We talk about the assistance to
the Festival, provided by the Muscovites and the
government of Moscow. This assistance is based
on very simple principles. Speaking figuratively,
we are building a playhouse. We help to create
prerequisites for theatre to expand and build up its
potentialities, for the leaders of the national and
world theatre to be free to say and show whatever
they think is important and interesting.

Recently, despite the economic crisis, we have
been able to build the average of two playhouses
every year in Moscow. This helps consolidate the
positions of theatre that in the period of perestroika
were rather questionable for it wasn’t quite clear
whether theatre would be able to withstand the
«onslaught» of the electronic and other media.
Now I am quite confident that it will. And it will
carry on pursuing the humanistic objectives that
will be never renounced by our society if it wants
to have a future. Glory to Chekhov!
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ALEXANDER AVDEEV

MINISTER OF CULTURE OF THE RUSSIAN FEDERATION

ONE OF RUSSIA’S BEST FRIENDS

In the beginning year of 2010 the world
will celebrate the 150" anniversary of Anton
Chekhov. The significance of this jubilee for the
world cultural community is hard to overstate.
Chekhov’s works have been translated into dozens
of languages. The repertoires in Britain, France,
Germany, the US, China, Japan, Brazil and many
other countries invariably feature his plays.
Outstanding actors around the world consider it

an honor to play Chekhov’s characters. Chekhov’s
influence upon the world culture is enormous. His
accents typifying the Russian intelligentsia are
echoed in many works of the 20" century’s greatest
authors.

Several generations of the Russians has been
brought up on Chekhov’s unique works. His books
accompany us throughout our entire lives, from
«Kashtanka» and «Vanka Zhukov» to «The Cherry
Orchard» and «The Bride». In childhood and
adolescence we found his humorous stories from the



famous green twelve-volume edition to be the best
remedy against all sicknesses. His famous dictums,
like «Brevity is the sister of talent» or «Everything
about the human being must be beautiful...» have
long become popular aphorisms.

Russia’s love for Chekhov is very special.
Chekhov is the writer who gives comfort and
support and continually keeps convincing us that
a human life is precious, even in the absence
of great feats of valor or philosophic quests.
150 years after his birth one has the impression
that he knew us living today better than we know
ourselves. He knew our present-day concerns and
apprehensions. His stories and plays are more up-
to-date and topical than many works by the writers
who live today. That is why they are so attractive
for directors and not a single theatre in Russia can
make it without them.
enthusiastically ~preparing to
celebrate the great writer’s 150™ anniversary. The
Russian Ministry of Culture in association with
other institutions is organizing a series of major
celebratory events in keeping with the President’s
Decree and the directive of the Government.
These include the opening of the monument to
Chekhov in Rostov-on-Don and of the sculpture to
«The Man Who Lives in the Shell» in Taganrog,
Chekhov Celebrations Days in Moscow, the
international conferences «A Word about Chekhov»
and «Chekhov: a View from the 21* Century». The
writer’s native city of Taganrog will be the venue
of a new exposition to be organized by the Anton
Chekhov Museum of Literature and called «Anton
Chekhov to His Home-Town and the World».
Other events include the Film Forum film festival
«In Chekhov’s Homeland» and the like-named 7%
International Theatre Festival.

Within the framework of the celebratory
events Moscow will host «The Seagull» festival
of Russian theatre and the 9™ edition of Chekhov
International Theatre Festival. Taking part in

Russia is
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these festivities will be the Moscow Art Theatre,
Lenkom Theatre, Mossovet Theatre, Vakhtangov
Theatre, as well as companies from Switzerland,
France, Byelorussia. ..

Gorky thus wrote about Chekhov: «He is one
of Russia’s best friends. An intelligent, impartial,
ingenuous and compassionate friend...»

The great Russian writer and the great friend
will forever stay in the hearts of his grateful
readers. Since for Russia literature and culture are
part and parcel of the national destiny — yesterday,
today and hopefully tomorrow.



:
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PETER STEIN

GERMANY

CHEKHOV MAKES ONE QUESTION
HIS EXISTENCE

The most modest man, Anton Chekhov, whom
Grigorovitch had to repeatedly convince that he is
a writer, would probably be the first to come up with
caustic and sardonic ridicule of our meeting here today.

Chekhov despised and many times scoffed at
the grandiloquent speeches, especially the orations
of the Russian «manufacture» that are more
bombastic than those of the big mouths abroad.

He would have probably felt terribly uneasy if
he had heard the high-flown phrases that are and
will be uttered here. I am sure he would take the
monuments erected in his honor as a heavy burden
crashing into his grave. He couldn’t know that
being a 19" century’s author he would be a major
authority in the 20" century and exert an enormous
influence to bear upon the following generations
of artists.

I am a man of theatre, so I shall dwell only
upon the theatrical aspects of Chekhov’s heritage.
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If we assume that theatre was invented by the
Greeks and Shakespeare and other Elizabethan
authors created theatre for the New Ages, then
Chekhov is a playwright who made it possible for
theatre to exist in the 20" century. He created the
kind of drama that is focused not on an individual
hero, but on the destinies of and relationships
within a group of characters. He introduced the
principle of composition that at the end of the
day became fundamental for modern drama
and that in his time was more characteristic for
music than for literature. The essential element
of his compositional structures was a tenor that
runs through both his prose and drama. Separate
components of his plays are turned on and snapped
into action like mini-dramas. This is especially
evident in «The Cherry Orchard»... Later in the
20" century this principle was further developed
by all major authors. All of them, writers of prose
and playwrights, in one way or another, rely on the
discoveries made by Chekhov. This fully applies
to the authors who created dramatic texts within
entirely different aesthetic patterns. For instance,
absurdist Beckett is also «contiguous» to Chekhov.
This universal versatility of Chekhov’s influences
makes obvious the futility and probably even
harmfulness of the attempts that have been time
and again made in Russia to present Chekhov as
a pursuer of the style of socialist realism.

It is very important for us now to understand
that not only his works, but also his personality and
lifestyle paved the way for the coup-de-theatre that
was pulled off by Stanislavsky and the Moscow Art
Theatre... I am about to finish now. I only want
to confess on a more personal note that working
with Chekhov has a therapeutic effect on me. I read
many different authors and many of them affect
me in a variety of ways. But Chekhov is always
one step farther. The ethical impulse, the creative
urge one gets from Chekhov (no less, if not more,
from his short stories than from his plays) contains
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something profoundly provoking and keeps you
concerned with the fundamental issues of existence
over and over again. It would probably be an
overstatement to say that reading Chekhov makes
you a different person. But at least he makes you
question your existence and, more importantly,
he gives you the impulse and the energy to do
something that helps you to avoid being devastated
and ultimately doomed by what you recognize as
having been a mistake.
Thank you.
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DMITRY KRYMOV

RUSSIA

HIS SCEPTICAL PINCE-NEZ
IN THE AUDITORIUM

Today we are having a Chekhovian premiere
(and I hope many of you will come to see it). And
due to the maximum degree of submergence into
the material the muddle in my head I’ve been
getting from Chekhov makes it rather difficult to
spell it out in anything that would make sense.
It is the same as asking a downhill skier in the
homestretch of what he thinks about his sport. He

has wind in his ears and snow-flakes cloud in his
eyes. For me Chekhov is at the moment associated
with having not enough pairs of boots for the
actors, a plank that hasn’t been nailed in the right
place, things that haven’t been properly painted
or reliably glued... Yesterday the actor didn’t feel
well. Will he come today? A theatre always has
something in common with a nuthouse. Especially
when it comes to such a large-scale project as
«Ta-Ra-Ra-Boom-De-Boom», for which I'd like to
thank Mr. Valery Shadrin. Thank him for having
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invited us — «The School of Dramatic Art» — to take
part in the Festival.

I am also grateful to Chekhov for all these
shoe-laces, greases, paints, nails and quirks of the
actors. Because every time I came to the rehearsal
I was acutely aware that first and foremost we
were trying to make a present to Chekhov which
he may not like at all. But we were working on it
with such an all-absorbing love for Chekhov, this
lanky sick man who was so modest, so adorable,
that even if a fraction of this love is manifested in
our performance, it has all been worthwhile...

I think with trepidation what Chekhov would
have said about our production. A hundred years
have elapsed and it is almost impossible to envision
what a man from that age might feel about a modern
staging. But all too often I am fearfully imagining
his skeptical pince-nez in the auditorium...

Break-dancers are performing in our
production. They live outside Moscow and are
preoccupied with their bops. The day before
yesterday they at last resolved to ask me: «Who is
the author we are playing?» I started to explain to
them that in this scene Yasha and the servants...
And I could read incomprehension in their eyes.
I asked them then: «Have you read “The Cherry
Orchard?’» «No», they said. I was so staggered
that I started to retell the play to them. «Well, you
see», | said, «there’s a woman who comes back
to her patrimonial estate and the estate is to be
sold for the debts. She knows of the forthcoming
sale but somehow she doesn’t want to know it
or do anything about it...» They asked: «Why
doesn’t she do anything?» We talked for about an
hour and there was such an unfeigned interest in
their eyes.

I remembered having heard earlier that in jail
intelligent convicts retell the novels they have read
out of prison to inveterate criminals and thereby
save their own lives... And I thought that if God
forbid I ever go to jail I shall have the stories to
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entertain my cellmates for at least four nights.
I can retell virtually by heart «The Cherry
Orchard», «The Seagull», «Uncle Vanya», «The
Three Sisters».

I have too much to thank Chekhov for to
put it all in a brief speech. I kowtow to him and
with all my love... Sorry but I must go to resume
rehearsing Chekhov.

Thank you very much.
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DECLAN DONNELLAN

GREAT BRITAIN

BRITONS ARE STILL HAVING
A PASSIONATE ROMANCE WITH CHEKHOV

Needless to say I am very very honored to be
here with you today. It’s a very moving moment for
me and I am grateful to have been asked to come.
I came across Chekhov when I was thirteen. There
was an amateur theatre in the suburb of Ealing where
I grew up which is a very small place outside London.
And there was an amateur theatre company not
completely dissimilar from the amateur company in
“Midsummer night’s dream”. But what these people

lacked in technique they made up for in enthusiasm.
And these very ordinary people used to come and
perform the plays of Chekhov often. And I first saw
“Uncle Vanya” performed by people who during the
days were nurses, people who worked in shops and
so on. They were very ordinary people and they had
this extraordinary passion for Chekhov and we used
to meet and talk about Chekhov afterwards. And we
fell in love with the idea of Chekhov. In fact there was
a huge and still is an enormous love affair between
the British and Chekhov. We though very much it was
about wonderful noble people who lived in Russia.
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And of course looking back on it now, I realize
how much that view was influenced by the Cold
War. That they were wonderful warm noble people
who existed very happily on estates before those
horrible soviet took over and threw them out. Later
on I came personally to Russia, specifically to
Moscow, 25 years ago now, and began a long love
affair I have for your country and for your theatre.
And [ started to read more closely about Chekhov
and in particularly I started to read the short stories
and I realized on reading the short stories that I had
completely misunderstood Chekhov. I have actually
had no idea of what was going on at all. Short stories
made me understand more how the love that Chekhov
has for people and his eye is not a blunt soft eye.
That his eye is a sharp eye, a sharp eye of a doctor
with a scalpel. And he sees people quite clearly, but
with love. But there is not a trace of sentimentality
in it. And I find that capacity of Chekhov to love his
characters without in any way sentimentalizing them,
really quite breath-taking and quite shocking. He says
very nice things about Vershinin. We are allowed with
Vershinin in “The Three Sisters” for example to fall in
love with him, to fall in love with his philosophizing.
And yet at the same time if we think again we realize
that he has left his poor daughters in the care of
a suicidal and unstable mother. These people are
neither good nor bad, they are like us, they are mixes
of things. I was very very struck by that aspect and I
continue to be that. But when we see, again, it is not
that these people are underneath the surface dark, it is
the fact that they are like us.

I think that one of the things that Chekhov
particularly exposes that makes him so relevant to
us now is our phenomenal capacity, our immense
capacity for self-deception. And he goes straight to
the heart of our capacity for self deception: sometimes
with great humour, as Arkadina says she is an actress
not a millionaire when they ask her for a ruble when
in fact the opposite could also be said to be true; she
is indeed perhaps a banker and not an actress, it’s
another way you could see Arkadina.
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I think he’s got much to teach us particularly
in our virtual world. I think that there is something
about Chekhov that...it is his participation in life
and the fact that he is truly present, that he doesn’t
concentrate at all on an artistic vision. I think that’s
to misunderstand Chekhov. I don’t think he has an
overwhelming concentrated artistic vision. I think
that on a contrary, his grandeur lies in the fact that he
has a humble attentiveness to the people that he writes
about: both in his stories and in his plays. And that he
sees us as we really are with a light, almost like a light
from inside an icon that can be loving and stern but
something that really pierces to the heart of us. It is
clear that Chekhov had his own self-deceptions. I'm
always quite amused at how much effort he put into
moving his family into his house once he had it built,
and how soon he had to go on a very long journey
across Russia: as soon as he had to face the prospect
of living with them there. And his many long exiles,
which were of course brought by illness, but perhaps,
they were also brought on by other things as well.

Anyway, I feel that I've come a long way after
having first encountered “Uncle Vanya” performed
by shopkeepers in Ealing. Our “Three Sisters” is
going to go to Yalta tomorrow. And I feel very very
moved by that.

I think it is an interesting thought to see
Chekhov the doctor also as a very spiritual man.
And in this virtual age where individualism is lorded
as a god and where our new comforts help us to
separate from each other and the virtual universe
of the internet encourages us in our self obsessions
perhaps more than truly making present actual living-
flesh contact with other people, that Chekhov by his
extraordinary attentiveness and presence in real life
helps us to realize that perhaps there is not very much
more to great spirituality than seeing ourselves and
other people as we really are. And as a result, and if
possible with a grace of god, being kind to each other.

Thank you.
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BOGDAN STUPKA

UKRAINE

SOMETHING DIVINE
ABOUT HIS DRAMA

Ladies and gentlemen!

I think those of the directors who haven’t
staged Chekhov yet must make haste to do it. The
modern theatre is inconceivable without Chekhov
and an actor who has never appeared in Chekhov’s
plays will never make any significant progress in
his career.

Anton Chekhov had very close ties with
Ukraine. There is a town called Sumy where the
Lintarev sisters (three sisters, by the way) used to
live. Chekhov was coming to visit them. He loved
to go fishing and upon returning from Venice he
wrote in his diary: «No Venice can compare with
fishing in the river of Psyol...» His elder brother
Nikolai, an artist who died early, is buried there. It
was in the town of Sumy where the ideas of «The
Three Sisters» and «Uncle Vanya» shaped up...
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I am privileged to have had the opportunity
to appear in Chekhov’s plays. I played Treplev and
Voynitsky, Chebutykin and Lebedev. I remember
great Ukrainian director Sergei Danchenko who
invited me to play Voynitsky in his production of
«Uncle Vanya». I was thirty-seven then. Uncle
Vanya was forty-seven. Danchenko said: «I’'m not
sure you'll cope with this role. You’ve done a bit
of film. Your works in theatre are not bad. You’ve
got some good reviews. But you always keep
somewhere along the surface. Would you be able
to grasp the entire profundity of Voynitsky? Could
you perform a state of mind when a man wakes up,
touches the floor with his feet and wonders: ‘What
have I done in this life?’» It was really very hard
for me to play Ivan Voynitsky. One day I came to
visit my mother in Lvov. We were having dinner
and my father was sitting at the table too. Suddenly
the mother said that she could have become a great
actress and that at an amateur theatre she played
the mother of Marusya Boguslavka... She had
tears in her eyes as she read her monologue. And
I was thinking to myself: «This is Uncle Vanya,
a feminine image of him. Isn’t it Uncle Vanya
who says: ‘I could have been a Schopenhauer,
a Dostoyevsky. Life’s been lost...’» And
instantly I knew how I would play Voynitsky.
And mother wiped off her tears and said: «If
everyone in the world went into the arts, the globe
would have stopped going round». That was such
a perfectly Chekhovian idea...

I am now teaching the fourth-year students
at the University of Theatre, Film and TV in Kiev.
Already in the first year we staged «The Seagull».
Some time earlier I played Treplev at the theatre
in Lvov. My son’s diploma project was Treplev
in «The Seagull». Now my grandson is playing
Treplev at a students’ theatre... Such weirdly
interlaced destinies... Definitely there is something
mysterious and divine about Chekhov’s drama.

Thank you.
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AKHAROV

RUSSIA

CHEKHOV’S ANOMALIES

I have never before seen such a concentration
of intellect in one room. So many people who know
Chekhov so well and know so much about him...
This knowledge is amazing and unique. Therefore
I'd like to apologize beforehand for all the follies
I'm going to say here (well, maybe not follies, but
absolutely subjective ideas). I take the liberty of
repeating in my «word about Chekhov» some — not
all, but some — of the theses I spelled out earlier at
the Chekhov soiree at the Moscow Art Theatre.

Ivan Bunin once noticed that there had never
been such huge cherry orchards as the one described
in Chekhov’s play. And I agree with him. Chekhov’s
play is set not around a real orchard with cherry
trees but in a space akin to that in Stanislav Lem’s
«Solaris». This place is a depository of our tears
and our joys, our complexes and our dreams, our
judicious actions and funny absurdities (funny
by all means, for otherwise it is not interesting).
Chekhov, along with Shakespeare, is rated among
the world’s most widely-staged authors. I am sure
that if he hadn’t written plays he would have been
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a brilliant novelist like Ivan Bunin and many others
('l not list them now). But it was in his plays
where Chekhov reached his cosmic level. He did
something in these plays that caused irritation of the
wise men like Bunin or Tolstoy. He penetrated into
the sphere of the arts where all the cause-and-effect
relations and pragmatic intentions had vanished. It
was always crystal-clear why Belinsky or any other
representative of the great cohort of functionaries
and ideologists wrote this or that essay. I still can’t
say why Chekhov wrote «The Cherry Orchard»
though the play is about to open at our theatre. Or
maybe my feelings about this play are so subtle that
I can’t express them in words for I am not a poet.

Chekhov’s plays lack the traditional plot. There
is a plot in Repin’s «Barge Haulers on the Volga» or
«The Unexpected». The same applies to Vasnetsov’s
«Three Bogatyrs». But in Chekhov’s case when
all the cause-and-effect relations are missing one
clearly senses the smell of an anomaly. Anomalies
are present in all his plays (after all, he was
a doctor). Psychotherapists explained to me that
about 15 percent of people are inclined to act
inadequately and under certain circumstances they
can behave like madmen. It was them Chekhov
wrote his plays about. Nina Zarechnaya keeps
saying «I am the seagull», let alone «Tara-Ra-Ra-
Boom-De-Boom // I am sitting on a tomb» in «The
Three Sisters».

It seems to me to me that «The Cherry Orchard»
where Lopakhin appears in a way to be a director of
what is happening on stage is in a large measure an
autobiographic play. Chekhov wrote it being aware
of the upcoming revolution and he made his point in
the most elegant way, without any sign of political
journalism. There are no storm-finches «resembling
black lightening» and having difficult relations with
penguins. Why did Chekhov introduce the figure
of a Vagrant? Just to say: «My brother! Come out
to the Volga. Give me thirty kopeks»? For our and
many other generations’ edification he introduced
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a brilliant demagogue Petya Trofimov who says:
«We’ll build new Russia. It didn’t work with the
railroad across Siberia and the Far East. Never mind,
next time it will. We’ll plough up virgin lands. We’ll
put Russia in good order and we’ll keep this order.
Everything’s going to be all right». I believe some
of Petya Trofimov’s prototypes were slaughtered
in 1919 or 1920. He was one of those Leninist
demagogues who led Russia to collapse.

Astrov’s joke about the need to plant more trees
is also a brief comic reference to socialist realism.
Later on in the Soviet drama the main conflict was
built around the problem whether the trees should
be planted first in section «A» or in section «D».
Because the party boss favored section «C» and the
union organizer was not sure about section «B».

It is impossible to say unambiguously why
Anton Chekhov wrote «The Three Sisters». To
induce everyone to rush to Moscow and make
matters worse for Mayor Yury Luzhkov? «The
Cherry Orchard» was also written in the absence of
aclear-cut idea. When the idea is soaring somewhere
near the cosmos it acquires atypical features and
calls for uncommon questions to be raised.

Chekhov’s contemporary Henrik Ibsen also
wrote symbolic plays but Ibsen can be rendered.
One can explain why he wrote this or that play, what
his purpose was, what he wanted to achieve and
what he rebelled against. In Chekhov’s case none of
this is possible. I believe Anton Chekhov made us
take an entirely different view of ourselves and the
world around us. He possessed the grandeur of the
man who managed to reach the cosmic level and this
is what he shares with Gogol and Dostoyevsky.

Thank you.
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DANIELE FINZI PASCA

SWITZERLAND

THE TALENT FOR BEING A WITNESS

Purportedly, for the first time tickets to
theatre started to be sold in Rome in 1550. Fifty
years earlier citizens of Venice were buying
tickets to anatomic theatres. It is amazing that
in all times people showed such a keen interest
in what was going on inside us, wished to know
exactly how we were functioning. No doubt there
was a grain of pervertedness in this. But there was
also the underlying desire to be initiated into the
secrets of the mysterious forces that command

us. Some looked for the receptacle of human
soul. Others wanted to spot the generator of our
emotions. Chekhov was a doctor and his manner
of describing things was unfailingly subtle,
precise and concentrated. Nowadays (and we are
only too well aware of this) the medical science
has changed: there are instruments and systems
capable of showing clearly what we are and there
seems to be no need to ask questions. In Chekhov’s
times physicians literally had to sniff their patients,
to listen to them and examine them closely so as
to figure out the nature of their diseases. What we
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find in Chekhov among other things is precisely the
ability to describe things in the amazingly accurate,
clear-cut and scientific way.

When Valery Shadrin offered me to do the
Chekhov project I was scared because I knew
I didn’t fully understand this writer. I asked
Shadrin: «Valery, how are we going to do this?»
At about the same time my father died and I was
wondering what I was supposed to say as I stood
by his grave? I said to myself: «Here lies the man
whom I knew very well. But no matter how close
we were he is still a mystery to me». And then to
revere his memory I started depicting him. And
I realized that that was the essence of our vocation.
Like Chekhov, we are merely giving pictures
of things. Last night I was talking to my friend
Facundo and he gave me another clue (at that time
he had been reading about the importance of giving
evidence). Facundo said to me: «To be a witness
means to have seen something with your own eyes.
You can only testify to what you saw».

I think this is precisely what we are doing.
We are taking the trouble of being witnesses.
In this world there is no lack of specialists
and non-specialists who are bombarding us with
all sorts of judgments, but it is more important to
be sure that you first eye-witnessed something.
We are theatre people and whenever we travel,
whenever we have this lucky opportunity, like
today, to be with our friends, to see you, to hear
you speak and to discover you for ourselves, we
become witnesses. We watch and then we tell of
what we’ve seen.

What touches me most about Chekhov is his
talent for being a witness. This journey he took
to Sakhalin... The man said to himself: «I want
to see! And I want to describe what I've seen,
but I'll do this with utmost care». In the world
where judgments are passed in abundance it is
exceptionally gratifying to know that there are
people who can be great witnesses.

Thank you.
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ROBERT STURUA

GEORGIA

ITIS ALL BUT IMPOSSIBLE
TO STAGE CHEKHOV’S PLAYS

As 1 was coming here 1 was seized with
a weird feeling... And it was not before a few
minutes ago that I realized what this feeling had
been. It was the feeling of a school student who is
going to take an exam for which he hasn’t prepared.
Of course a director can talk about Chekhov... But
when he is staging Chekhov, all he has to say about
this author is implicitly present in his production.

I staged two Chekhov’s plays. In my opinion those
were not particularly successful stagings (although
my fellow-directors say there were a couple of
interesting moments). And now I am possessed
by a rather bizarre idea. Don’t expect me to say
something original. One always feels like saying
something original about Chekhov, but nothing
comes out of it. He was such an extraordinary
personality and the agitation I felt as I was coming
here was caused precisely by this presence of the
Mystery. Perhaps, this is a clichéd definition...
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We do understand a lot about Chekhov, even
the anomalies Mark Zakharov was talking about
here today. But there is also something that stays
beyond our comprehension, something behind the
wall... All we can see are fragments of the Mystery.

There were some good actors appearing in my
Chekhovian productions, but somehow I realized
that it is all but impossible to stage Chekhov. This
is my purely personal and probably erroneous
opinion. We can present the story. Everything will
be beautiful and poignant. But something important
will be missing... I’ve come to the conclusion
that in a large measure we are hampered by our
knowledge of the period of history when Chekhov
wrote his plays — the knowledge of the lifestyles,
fashions, manners and problems the Russian
society was concerned about at the turn of the
19" and 20" centuries... This historical knowledge
prevents us from taking a universal approach to
Chekhov.

For instance, Shakespeare never wrote about
his own time. He drew his stories from history or
composed fairy-tales. The action of his plays is set
in abstract locales — in the fairyland called Illyria or
on a magic island. Therefore Shakespeare’s plays
can be staged in any country, for all countries of the
world are equally remote from the Shakespearian
universe. He can be played in any costumes of any
period. But I suspect time will pass and even in
Georgia I shall not be able to stage Chekhov’s in
contemporary costumes and modern entourage.

I’ve seen the productions of Chekhov where
the action was set in a lunatic asylum and the
characters were our contemporaries having gone
mad. Personally I am not in favor of such an
approach. I think excessive actualization ruins
something in his drama.

I recently came across Anatoli Efros’
observation that Chekhov was writing in blank
verse. You read him and all of a sudden it strikes
you: Chekhov was a poet...
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It seems to me that Chekhov’s drama is larded
all through with Shakespeare and his stories.
A monologue from «Hamlet» is spoken in «The
Seagull». Such parallels as Treplev as Hamlet,
Trigorin as Claudius, Arcadina as Gertrude or Nina
as Ophelia seem self-apparent, not to mention that
the play opens with the «mousetrap» scene.

Thank you for having listened to my deep-felt
but not quite logically organized speech.
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JACQUES LASSALLE

FRANCE

LOVE OUT OF MEASURE

«l am happy to love Chekhov».
Lev Tolstoy

How to speak about our attitude toward
Chekhov in a few words? Or how to talk about
it at length? One can imagine his polite and
uninterested smile if he ever could hear us talk
I wish I could come up with
some ground-breaking point of view, some detail

about him here.

that would impart a meaning and integrity to
our discourse. Out of many scholars who wrote
about Chekhov I know two who made it: Nathalie
Sarraute of France (and significantly of the Russian
extraction) and Raymond Carver of the United
States. One of the texts in Sarraute’s «The Skill
in Handling the Word» (1984) is entitled «Ich
Sterbe», which is the German for «I am dying».
These were the last words Chekhov uttered in the
room of a hotel in Badenweiler where he was dying
and where he was tended by his wife Olga Knipper.
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Why in German? Why this pleonasm? Why such
a brief and tautological leave-taking? Nathalie
Sarraute suggests several reasons and studies the
hidden and tangled roots. The entire life of the
artist is reconstructed from this intoxicating and
unsurpassed laconism.

Raymond Carver (often referred to as
«American Chekhov») places the events of his
«Three Yellow Roses» in that very «death-room»
in the hotel in Badenweiler. Not including the
projects that were given up in the last moment —
«The Cherry Orchard» at Comedie Francaise, «The
Seagull» at Cour Donnaire in Avignon, «Uncle
Vanya» at a private theatre in Paris and «The
Chekhov Review» within the framework of the
Master School in Udine (Italy), I staged Chekhov
only twice — «Platonov» at Comedie Francaise and
«The Cherry Orchard» at Norske Teater in Oslo.
Not much for such a long period of time.

The administrative director of one major
theatre in Paris said to me recently: «Today it is
imperative to finish with your Chekhov». I parried
instantly: «Finish, only not with my Chekhov but
with your Claudel». Nonetheless later I should
have asked myself: what did this administrator
and by the way a respectable author, director and
actor himself really mean to say? Didn’t he mean
a certain degree of satiety with Chekhov and the
excessive willingness to accept the guideline that
is put to evil ends and can cut short and hold up to
shame any attempt to go off on a tangent or diverge?
Because today Chekhov is longed for, translated,
adapted, staged and performed all over the world.
And it doesn’t really matter that the pursued and
employed practices, techniques, guidelines and
objective are sometimes incompatible. What
matters is that Chekhov is in the playbill. But what
Chekhov are we talking about? Would the creation
be capable of effectively resisting the self-imposed
manner of treatment? Would it be materialized in
its elemental and basically invincible unity? One
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would hope so in view of the countless playwrights
named «Chekhov» who have been since his death
sequentially or simultaneously presented, imposed
and hammered into our heads.

When Meyerhold called to mind Chekhov’s
warning to Stanislavsky («Don’t see “The Cherry
Orchard” as a tragedy. See it as a comedy»)
or remembered his experience of acting at the
Moscow Art Theatre when he had the opportunity
to personally talk to the author, he as a form of
protest designated Chekhov as the heir apparent
of Gogol and emphasized the farcical aspect of his
plays, bordering on grotesque and absurdity. But
as far as I know Meyerhold himself experimented
only with Chekhov’s one-act plays «The Wedding»
and «The Jubilee».

With the coming of the communist era
Chekhov was for over half a century lodged in the
camp of socialist realism. Chekhov’s protagonist
was turned into a «<homo Sovieticus», a virtuous,
staunch and evil-hating organizer of down-to-
earth happiness and tireless persecutor of injustice
and unearned privileges in Czarist Russia. This
protagonist was a rather nonchalant person for
he was in the state of permanent waiting for the
upcoming triumph of the proletariat who will
win the class struggle and forever free itself from
capitalist exploitation.

How to play Chekhov? How to listen to him?
How to translate him? How to modernize him
and avoid dissipation? These eternal questions
keep sending publishers, universities, schools,
editorial boards of specialized magazines, theatre
companies, big or small, into a fever. And all these
people, belligerent and confused as they are, are
skipping hastily from seminars to symposiums,
impatient to make their points. Isn’t it high time
to settle down a little bit? And to turn at last to his
creative work as such, even if it takes to reread
what Chekhov had time to dole out as comments
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on these issues?

Chekhov never asseverated or proclaimed
anything. He never tried to pose as a great scholar,
philosopher, rebel or man of wisdom. He believed
only in the truth of fact and senses. And he
pursued this truth in its subtlest, tiniest and most
commonplace manifestations, without piling things
up to achieve cumulative effect. He never stopped
most carefully selecting and filtering objects and
words. Chekhov’s writings are not so much «almost
nothing» as «nothing too much».

In his stubborn mistrust in anything and
anyone, including himself, Chekhov nonetheless
maintained and never abandoned his primary
conviction that every man carries a slave inside
and this slave maltreats him and steals his life.
There are many ways of being a slave, like those
that were known to Chekhov’s grandfather or to old
Firs in «The Cherry Orchard». But one can always
be a slave of his own uselessness, ignorance,
slothfulness and caste prejudices. And no liberation
received as a gift can do anything against this kind
of slavery. Therefore Chekhov never stopped
denouncing this slavery and helping people, surely
first and foremost himself, press it out.
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RIMAS TUMINAS

LITHUANIA, RUSSIA

ADOCTOR FOR EVERYONE

Good day. I like the atmosphere in this
hall and all the contributions have been very
interesting. What I like best is that we are not
trying to conjecture what Chekhov really was. And
good for us! This is not what we are expected to
do here. Because Chekhov is life itself and life is
Chekhov. To know Chekhov is to get to know life
and this would be a hopeless and quite meaningless
undertaking. It is wonderful that there is something
we don’t and never will know.

Like any man I often feel sick. Sick with life.
It’s when you stop believing in anything, question
everything and lose the purpose of living. To be
sick is very unpleasant so you start thinking of how
to get better. Should I fight this nasty sickness? Or
maybe it will subside by itself? However there is
one doctor named Anton Chekhov. What he gives
me whenever I turn to him is not a prescription but
one of his plays. I stage it and I am getting well. For
me it is the best kind of treatment. Once engrossed
in his plays, you start to realize that no one is going
to help you. You yourself are a wizard, you are
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aman and you alone can cure yourself. Apparently
the process of recovery consists of searching for
something...

There is an omni-present thief. He is the
thief who is stealing our lives. We complain that
someone feels himself at home in our house and
is stealing our time. We lock the doors, install
the alarms. We think we are beating off the thief.
Hence the conflicts, the animosities, the fury and
the aversion to everything that is living secretly
somewhere. Let this thief steal our time if he has
to. But not all at once. Little by little. Chekhov
probably was on friendly terms with this thief. He
knew all about him, didn’t try to resists, find, catch
or cajole him. He let him do his thievish business
and as long as he wasn’t taking too much, Chekhov
actually got used to him. He got used to the thought
of dying. He understood that one mustn’t try to
fight death. One must learn to welcome it. Perhaps
this view of death from above is the source of
Chekhov’s mystery that we are and will always be
trying to fathom.

Thank you very much.
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PERE ARQUILLUE

SPAIN

A CRY OF LOVE IN THE WORLD
OF FRUSTRATED LIVES

Good day to everybody. I have come here as
a representative of the National Drama Center of
Spain and its artistic director Gerardo Vera, as well
as of the troupe that is currently engaged in staging
«Platonov» — the production that in its turn will
represent Spain at the major International Theatre
Festival, timed for Anton Chekhov’s 150" Jubilee.
The director of «Platonov» Mr. Gerardo Vera asked
me to read to you the following:

«Dear friends! Dear participants in the
Chekhov Festival!

I’d like to take this opportunity to thank the
director of the Festival Mr. Valery Shadrin for the
staunchness he displayed when he made the bet
concerning the staging of “Platonov”. He displayed
it from the very outset of our negotiations that
got underway in Madrid two years ago when the
decision was made that this production would be
selected to represent my country at such a major
Festival. This fact alone suffices to make me,
my company and my country feel privileged. On
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top of that, we are absolutely happy to have had
the opportunity to work with such a high quality
dramatic material. In his early works young
Chekhov with incredible faultlessness portrays the
characters, their passions and life-inflicted tortures
that would later shape the emotional and aesthetic
kernel of all his great plays. With “Platonov”
Chekhov wards off the commonplace charges
against him, like those formulated by writer Ivan
Leontiev, that he had no morals, no ideas, ‘No God
in his soul:

Well, maybe. I spent my life in leisure,
laughing like mad, eating my fill, getting drunk
and leading a depraved life. I knew the meaning
of losses and sufferings. But all this concerns me
alone and doesn’t stop me believing that in matters
of morals I am no better or worse than any other
mortal.” In my opinion these words are a declaration
of Chekhov’s principles of writing.

There are writers who look down upon their
characters. They fill them with the ideas of their
own, in which case characters invariably become
mouthpieces of the author’s thoughts. Others
prefer to meet the characters face-to-face. They
try to identify with them proceeding from the
innermost motions of their souls, avoiding any
kind of moral judgment and wondering at the
words they are going to speak at this weird and
wonderful assembly called theatre. I think that
Chekhov belongs to the latter. As a director I was
absolutely shocked by the image of immoral and
self-devastating Platonov who always speaks the
truth. “About the dead and the living — only the
truth and nothing but the truth”, — says he in one
of the scenes. He says this to tear off the mask of
hypocrisy from the world that assumes itself to
be never-dying; the world where good is just the
reverse side of evil; the world as a great fresco
depicting the collective portrait of the society on
the brink of vanishing, where people are devouring
each other and where the reckless pace of events
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produces the tragic awareness of inescapability of
Fate. In other words, it is the world filled with the
echoes of the oppressive up-to-dateness.

This production would have never come about
without the complete devotion and the beautiful
performance of the actors, as well as without the
continual dialogue with executive dramaturge
Juan Mayorga and the selfless efforts of all the
employees of the National Drama Center. [ want to
thank them and I want to thank you.

Gerardo Vera»

Like many of my fellow-directors in Russia,
having a wealth of experience in staging Chekhov,
I have difficulties in finding the right words to
be spoken from behind the curtain and from the
height of the stage. At one of the first rehearsals
of «Platonov» I wrote down: «A cry of love in the
world of frustrated lives, fear and cowardice where
the make-believe accomplishments only accentuate
the mediocrity and loneliness of the characters who
crave for love that none of them is capable of».
Later I reread this a thousand times but even now
I find it hard to explain what I meant to say then.

It is as difficult to talk about Chekhov as it is
to play him on stage without falling into platitudes.
It is hard to avoid clichés and to impart something
new and personal to the scenic interpretation of his
plays. But for me it is really very important and
interesting to keep trying over and over again.

Like Declan Donnellan, I first read Chekhov
when I was very young. I grew up in a small
settlement near Barcelona. Break-dance didn’t
exist at that time and once I came across a beautiful
translation of Chekhov’s four plays. On that very
day I read two of them. And Chekhov never left
me ever since. It is hard to say how I felt then.
I don’t know... Maybe something started to burn
inside me for I felt the warmth that is still with me.
I'played Smirnov in «The Bear» to join the Academy
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(I had always dreamed of studying in Barcelona).
I played Treplev in «The Seagull» at the opening
of the National Theatre in Catalonia. Now I am
playing Platonov. But with all my experience I still
tremble inside when I speak about my characters.
I have heard the participants here speak about the
mystery, about life, about treatment and recovery...
For me personally, when I am acting, it is almost
a physical delight to share it all with the audience
and to watch from the height of the stage us
plodding together our way in search of these dark
corners of life and in the meantime making them
a little bit brighter. Seeing it from stage and through
the eyes of the actor is an incredible sensation.

I'don’t know what else to say. I just don’t want
to leave without once again thanking the Moscow
Government and the Government of Russia for this
opportunity to bring our cultures together through
the image of such a wonderful personality as
Chekhov.

Thank you.
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N\

LEONID HEIFETZ

RUSSIA

EVERYONE BEATS HIS OWN PATH
TO CHEKHOV

It is true that everyone beats his own path
to Chekhov. I am going to say a few words about
mine.

GITIS (now the Russian Theatre Academy);
the class of directing; the assignment is «The
Seagull». Sitting in my room at the GITIS dorm
on the Trifonovka Street I am rereading «The
Seagull». Treplev is driving me mad. «New forms
are needed». These words shock the heart of the
twenty-five-year-old man like a blast. I come to the

class of my teacher, a wonderful director Alexei
Popov, and when I’'m given the opportunity to
speak I make a speech about Treplev. I speak of
«The Seagull» as of the play written by Treplev,
skipping everything else and having nothing more
to say. My teacher’s reaction: «You understood
nothing about this play. Years will pass and you
will reread it. You’ll read about the importance
of suffering without going out». At that moment
[ didn’t believe my teacher. All of us, in one way
or another, in the end of our lives realize that
nothing is more difficult than suffering without
going out.
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My second impression is the path to Chekhov
in Melikhovo. The early sixties... His house hasn’t
been restored or renewed yet. It hasn’t yet become
an attraction for tourists. Simply it is raining, the
sky is overcast and ahead of you there is a house
occupying not the most advantageous place in the
natural landscape. No pine forests, no thickets of
birch-trees... Everything is grey, rainy and gloomy.
Before that I had visited many summer cottages
of Soviet playwrights (believe me, it is the least
of my intentions to try and draw any sociological
parallels). But it so happened that the small house
in Melikhovo looked like the only place in the
world where Chekhov could and should live. He
was not the kind of man who would apply an effort
to select a dacha for himself.

Perhaps the strongest impression in Melikhovo
was a pole with the flag. A young tree was cut down
and planed and the pole was driven into the ground
not far from the small «starling-house» where
Chekhov was writing «The Seagull». The flag was
hoisted so that peasants in the neighborhood knew
the doctor had come. It was raining when I saw the
flag for the first time and it was all faded... For
amoment I thought it was that Chekhov’s flag. But
of course it wasn’t and there was no more Chekhov
in Melikhovo.

I don’t think Chekhov was happy to tear
himself away from his work and go to help a woman
in childbirth, smear an abscess with an ointment
and so on. But he considered medical practice to be
his job. The flag hoisted in Melikhovo explained
many things.

I don’t believe his death was as beautiful as
described in the letter of Olga Knipper. I don’t
think there is such a thing as «beautiful death». Yet
I want to believe that he did ask for champagne
to spare his doctor the discomfort. For it was
a tradition for a doctor to warn his patient that he
was dying by saying: «You ought to drink some
champagne». In that moment Chekhov did his best
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to make it easier for the physician.

I could continue listing various moments
associated with Chekhov. His trip to Sakhalin has
been mentioned here today... You know, I don’t
think any of the wonderful people in this hall
whom [ endlessly respect has ever seen Chekhov’s
medical record. I have. I don’t remember how
I came across it. But I have this document. I read
it once and never afterwards could I make myself
reread it. The record, issued at the Ostroumov
clinic, convincingly proves that Chekhov was very
sick when he undertook the trip to Sakhalin. Now
wait a minute... We are all people and he was just
a man. He was sick. We all know from our own
experiences how a sick man is reluctant to go to
work. But he didn’t just go to work. He traveled
to Sakhalin! What else does one want to know to
make an impression of Chekhov?

I have a proposal to the government. It so
happened that this summer I was in the town of
Yeletz. I have seen many Russian cities, as well
as many world capitals. But this town where
Nina Zarechnaya went to perform in a theatre is
something beyond description. Now I want to
ask the Minister of Culture. The town of Yeletz is
amiracle, a diamond of Russia. It is lighting up the
entire country but the country is unaware of this.
Therefore I suggest that Chekhov’s 160" jubilee be
celebrated there... This auditorium is no doubt very
beautiful. But I think it would be better in Yeletz.

And the last thing. If I had a glass of vodka in
my hand I would propose a toast. It is a tradition
in Russia: the first toast we raise for the one
whose birthday we celebrate. And the second one
is always for the parents. Now here is to Pavel
Yegorovich and Eugenia Yakovlevna!
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YURY BOGUTSKY

REPRESENTATIVE OF THE PRESIDENT OF UKRAINE

CHEKHOV HELPS US UNDERSTAND
EACH OTHER

Ladies and Gentlemen!

Let me begin with reading the address from the
President of Ukraine:

«To participants and organizers of the
International conference “A Word about Chekhov”.

Dear friends! These days we are celebrating
the 150" birthday of great writer of prose and
playwright Anton Chekhov. A great man of letters,
refined researcher of the human soul, he was one
of those who laid down the foundations of the

modern tradition in literature and gave a powerful
momentum to the evolutions of such genres
as novella, short-story and drama. Chekhov is
a personality of an international scale. His books
have exerted enormous influence to bear upon many
national literatures and are read worldwide.
Chekhov’s life was linked to Ukraine, and
there he wrote many of his best works. We always
remember Chekhov’s Ukrainian roots, his love
for the Ukrainian language, culture, literature and
this land were all too well-known. The memory of
Chekhov is revered in Ukraine. It is to be hoped that
‘A Word about Chekhov’ will testify to our aspiration
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for the lofty spiritual values and ideas. I wish the
participants and organizers of the conference the best
of success and many new creative accomplishments.
President of Ukraine
Viktor Yushchenko»

I have a few more words to say. Yes, Ukraine
is a young state, but it so happened that it has an
age-long history of culture. Yes, today Ukraine is
seeking for its own identity in the modern world
and whenever something new is tried mistakes
and running to extremes are inevitable. But thanks
God, there are such giants as Chekhov who help
us understand each other. And understanding
means avoiding mistakes and misapprehensions
both today and in the years to come. I am firmly
convinced that our nations, like all nations of the
world, are capable of understanding each other.
So everything is going to be all right. Everything
will be just the way Chekhov foresaw. That?s why
I say: Glory to Chekhov! Glory go Ukraine! Glory
to Russia! And best of health and happiness to all
those present here! ?
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MIKHAIL SHVYDKOY

RUSSIA

THE PHENOMENON OF RUSSIAN
INTELLIGENTSIA

Dear Mr. Shadrin! Dear friends!

I am not going to talk about the importance
of our meeting today for the continual shaping of
the international cultural space. This is a history-
making event for Russia and the world as a whole.
I am going to talk about something else.

In Marcel Prust’s novel «A la reserche du
temps perdu» («In search of the Lost Time») there
is a wonderful episode when in an effort to engrave

the image of his beloved in his memory and
register her infinite attractiveness the personage
draws his eyepieces very close to her face, but he
first sees only the nose, then one eye and finally he
realizes that all he can see are the pores on her skin
with tiny hair and secretion of some liquid. So he
becomes aware that he probably made a mistake.
Today I entered the Internet to check what
had been written for Chekhov’s jubilee. I started
to recall what I had read about Chekhov in the past
25-30 years. And I realized that we conduct
ourselves in quite the same manner as Prust’s
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character. We know exactly how many bacilli
of staphylococcus there were in Chekhov’s
tuberculosis and what each bacillus look like. We
know the color of the handkerchief with which
a Japanese nurse wiped his forehead in one well-
known town in Siberia. We made ourselves sick
by having interpreted and re-interpreted every
word in his plays, believing that we were making
our contribution to the human knowledge about
the author. And it occurred to me that with such
an approach some kind of vital integrity is lost. In
the past few years I have been constantly under the
impression that the closer we draw ourselves to
Chekhov the faster we are losing him.

We are learning more and more about him,
we thoroughly go through every word in his texts.
But oddly enough, the awareness that the integrity
is getting lost continues to grow. Meanwhile, the
integrity can be achieved by one single inflexion
of tone... A couple of days ago the Moscow Art
Theatre was the venue of a remarkable soiree
with five persons reading letters from Knipper,
Chekhov, Maria Chekhova, Maxim Gorky,
Vladimir  Nemirovich-Danchenko, Konstantin
Stanislavsky with commentaries by Oleg Tabakov.
There were actors from different theatres. And
there was Alla Demidova who attempted to render
the breathless and feverish intonation of Anatoli
Efros’ production of «The Cherry Orchard». This
brief demonstration was more integral from the
point of view of learning Chekhov than all our
meticulous diggings into which one of the Chekhov
brothers consorted with so-and-so...

I am a great admirer of Donald Rayfield‘s
book «Anton Chekhov. A Life». It is a very
good book and it is very English. The
representatives of the British Council should know
what I mean. Very English indeed... But it seems
to me that Chekhov’s unique integrity slipped away
from the author just like it is slipping away from
us now.
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All of us present here are theatre people and as
we talk about Chekhov we first and foremost talk
about his theatre, although there is also the great
prose that was crucial for the 20™ century precisely
as prose. Without Chekhov there would have been
neither Hemingway, nor all those who came to be
known as «the lost generation». Needless to say,
many playwrights after Chekhov tried to imitate
him and some did it brilliantly. In my opinion
one of the 20™ century’s best dramas — Bernard
Shaw’s «The Heartbreak House» — is very closely
associated with Spengler and Chekhov...

But again, this is not what I am going to talk
about. There is one thing that must be said precisely
today. Recently I was in one high office and was
foolish enough to blur out something about the
Russian intelligentsia. I was asked: «Who wants
them? Maybe they are history already?»

There is an opinion that Russia was ruined by
three writers: Tolstoy, Dostoyevsky and Chekhov.
Instead of reading the right books everybody
was reading theirs. And this brought about the
cataclysms that still in a large measure shape our
lives and our consciousness. Now, I believe that
Chekhov’s jubilee is a good reason to talk about
the phenomenon of the Russian intelligentsia in
the loftiest sense of this word. This jubilee calls for
going back to the fundamental existential notions
that still presuppose that the Russian intelligentsia
didn’t consist entirely of terrorists planning to kill
the Czar. Neither Tolstoy, nor Dostoyevsky or
Chekhov is to be blamed for terrorism and war.
The guilty party is something else, something that
biologically and genetically foreordains the course
of our lives.

In this context I believe that today it is
possible and necessary to stress that Chekhov
personified the absolutely vital image of a genuine
representative  of the Russian intelligentsia
(the latter not to be confused with «intellectual
community») who was infinitely responsive to
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the world no matter how hard he tried to conceal
it... All his letters are permeated with the caution
that to raise voice or to shout is inappropriate for
a person who positions himself as a representative
of the intelligentsia. But he himself led a feverish
life, unfailingly responding to all the world’s pains.

We often remember that he had tuberculosis
but we forget that this malady has a strong effect
upon a man’s psyche. A tubercular patient stands
out for a highly acute perception of life. He imbibes
this life and lets it through. It was precisely these
agonizing passions under the camouflage of outer
composure, distinctive kind of modesty, incredible
diffidence, especially in public, that largely shaped
his notion of the Russian intelligentsia. It is a hard
mission to say something profound and essential
when everything is aching and seething inside,
when tuberculosis is eating you up...

People in this hall, the art they are making
are heeded to the world over. These people belong
to the specific segment of the world intelligentsia
who by far surpass politicians by brilliance and
substance of their comments on a wide range
of issues. Even if it is because you are not as
constrained as they are. Politics is the art of the
possible. You are dealing with the impossible. And
so was Chekhov. Because he said what nobody
before him could not only say but hear.

And one last thing. At the soiree at the
Moscow Art Theatre one thing struck me. How
many things have we become ashamed of! When
the MAT actors were reading Chekhov’s letters
there was an exchange between me and Cultural
Minister Alexander Avdeev: how dramatically all
this differs from our SMS contacts. These letters
were written by people whose thoughts were
profound and complex. If none of you sitting here
was around, there would be little chance for us
to speak with profundity or complexity. You are
expected to point to the profound and complex
things in this world that tends to oversimplify
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everything. It is nonsensical that we are ashamed
of calling a spade a spade. We are ashamed as
one would be ashamed to call himself a refined
intellectual nearby Stanislavsky. It would be
absolutely inappropriate! You needn’t speak out
loud the word «intelligentsia», but what prevents
you from spreading the ideas and emotions that
typify intelligentsia? In fact, it is your duty
to do so.

I am probably talking about all this with
excessive affectation, but really this is much more
important than knowing which exactly Koch's
bacillus Koch killed the great writer. Well, I guess
this is it.

Thank you very much.
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FRANK CASTORF

GERMANY

CHEKHOV AS THE INTELLECTUAL
ITEM OF RUSSIAN EXPORTS

Good day!

Actually I am not supposed to speak
here for I have never staged Chekhov. Valery
Shadrin offered me to do a Chekhovian production
for the Chekhov Festival. I said to him I'd be
glad and I am honored... I proposed to
stage Mikhail Bulgakov’s «The Days of the
Turbins» — the most Chekhovian play that

I know. Besides Bulgakov was the writer whose
reader and spectator was Stalin.

Much has been said today about Chekhov
who is a major item of the Russian exports. No
doubt this is an intellectual and literary item...
But why is it so? This probably deserves to be
talked about at length... To use the terminology
of the planned economy Germany has been on
top of the target in staging Chekhov. He is played
everywhere and at all times. This is good and this
is a great honor. In Germany Chekhov is an author
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who strongly appeals to the hearts of the German
middle class, both men and women. They want to
be like Chekhov. They want to be «seagulls» and
fly somewhere. That’s what they want to identify
them with and possess the same sensitivity. In the
meantime the monstrosity and genetic deformity of
the German nation are being forgotten.

In point of fact, I gained access to Chekhov
via Beckett. This subject has been already touched
upon here. The comic element inherent in his works
is essentially based on the effect of estrangement.
We live in the times when we don’t really know
where we come from and what aspire for. Here
anew world is being born. In Germany too there is
general animation... In a sense we can be proud of
what we have achieved. Life is good. But are we
fully aware of our responsibilities? How exactly
our lives will change in the near future? And
of course we need «ideological islands» to take
ourselves off to.

To be sure, Chekhov was a romantic. And
Chekhov (since Beckett has been mentioned
here) has been largely misunderstood. It is the
estrangement that fills his plays. People are
losing the faculty for communicating with each
other. And the question arises in this connection:
are we actually getting to know our world?
Does it lend itself to any form of control?
Or are we all the agnostics not knowing either
what awaits us or what can be known or
assimilated? I think the answers are «yes». Only
the representatives of major German crediting
banks have remained unadulterated Gnostics,
i.e. the last heirs to Marks, Engels and Lenin who
believe they know how this world is structured. But
we don’t know this. Chekhov is precisely the kind
of writer who says: «I don’t know what’s going to
happen next».

We have our past and this past is something
wonderful and romantic. We feel at home there.
And we have the idea of the future. Perhaps many
years later the times will come for the ideals of

Cnoso o Yexose / 2010 / A word about Chekhov

liberty, equality and fraternity to materialize. But
now the situation is different. And we are going
out of our ways to mystify it. We are capable of
generating situations and present them through
literature. This is what Chekhov is for me.

Quite illustrative is one of the key scenes
in «The Three Sisters»: Andrey’s exchange with
Ferapont. This is the only conversation, the only
dialogue in the strictly dramatic sense of the word
that is conducted in this play. But this is a dialogue
with a physically handicapped person who is hard
of hearing. This person is unable to grasp the real
and innermost meaning of the words that were
gained by his counterpart through sufferings.
Ferapont reckons the words but doesn’t understand
their meaning. And this lack of understanding
produces a very precious effect — humor, irony
and the resulting “incredible lightness of being”. It
produces laughter and makes the situation comical.
Chekhov is an incredibly funny writer. Reading
Chekhov, one can collapse with laughter. But there
is a kind of film superimposed from above. Our
well-known literary critic formulated it like this:
the most important thing for Chekhov is divergence
that materializes itself through convergence,
i.e. through what looks like conformity. It looks
like people communicate with each, engage in
dialogues but in reality these are just endless
monologues — lyrical and musical. And what is
wonderful about this is that here we are dealing not
with the playwright, but with the poet and musician.
This is the Mozartian kind of magic and this is what
in me personally arouses detached rejection.

I like «dirty» Dostoyevsky. I like the street
and the writer who described the big city of
St. Petersburg and made an inventory of what was
there in the world he lived in. He did this ruthlessly,
tragically and laughably, spitefully and grotesquely.
For me he is comparable to the German poets who
were persecuted and eradicated with fire and sword
by our Chekhov-like Goethe. I can name Lenz who
in 1792 introduced Goethe to Moscow and who
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kicked the bucket here. You can read about this
ill-fortuned madman Lenz who was the laughing
stock of the society and was rehabilitated by Georg
Buchner in «Poetry and Truth». One can remember
Golderlin and Kleist and many others... But there
is another German literature besides official and
state-approved Goethe. I am saying this being
a German and in the polemical manner which is
certainly wrong.

I was asked to stage Chekhov. And the play
I should like to put on is «The Three Sisters». You
all know Irina’s lines «To Moscow! To Moscow !»
She says these lines and she is devastated as
a result of excessive sentimentality but also of
insensitivity to what is going on and to the sound of
the ax that has already started to whack the cherry
trees. What is really going to happen will not be
quite like this. There will be a political turmoil in
1917. Everything will change beyond recognition.
It is interesting that in «The Three Sisters» Irina’s
sentimentality mixed with insensitivity is the result
of the confusion of not knowing how to carry on
living. There is only the past and the vague visions
of what might be good for people in the future.

Chekhov has a short story entitled «The
Peasants». It is all about filth. It’s about what
happened as a result of the abolition of serfdom
in 1861. Arsons... Prostitution... Something that
existed in the lowest depths... And the same line
«To Moscow! To Moscow!» is spoken by the
female character Olga who lives in the country,
doesn’t want to live there any longer and wants to
go to Moscow. And she will act in the way that is
different from Irina’s. She will go to Moscow. She
is not only saying that she wants to go to Moscow.
She will DO something about it.

This short story reminds me of Dostoyevsky
and Tolstoy. It contains positivistic sensibilities. It
is something that the street lives with. And people
are ready to act. If we look at all this in the light
of «The Three Sisters», «The Cherry Orchard»,
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«Uncle Vanya» or «The Sakhalin Island» we shall
see what was historically bound to happen then.
Something was cropping up already and it was
going to explode. I am very excited by the idea
of bringing together these two cries from the
heart — «To Moscow! To Moscow!» — and to
discern Dostoyevsky’s method in Chekhov.

I love Chekhov and I wanted to leave his
magnificence unsullied. I wanted to save him from
my directorial encroachments. Valery Shadrin
wanted something else. But he is a brave Russian.
I'wouldn’t do it if I were in his shoes. But I shall be
very glad to do this work in Moscow.

Thank you.
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ALEXANDER KALYAGIN

RUSSIA

TO PLAY CHEKHOV AT THE TWIST
OF ONE’S LIFE

I shall share with you my purely actor’s point of
view and what little experience I have had of working
with Chekhov’s drama as director and pedagogue.

There is a mystery in Chekhov that so far no
one has managed to unravel, although for more than a
century his plays have been running on many different
stages the world over. I am not a Chekhovian scholar
and I am not familiar with the entire massive amount
of research works about Chekhov. I was enraptured
to read Boris Zingerman, but even in his splendid
book Chekhov is not decoded to the end. Perhaps it

is impossible to figure out a great artist, even when
the attempts are made by such outstanding scholars as
Lotman, Tynyanov or Zingerman.

I think that Chekhov’s simple (or rather
seemingly simple) texts contain a mystery that in
its turn holds the code of his genius. At first sight
Chekhov’s drama is a set of banalities that shape
the ordinary lives of ordinary people under ordinary
circumstances. Nothing out of order: no great ideas,
no supermen, just an endlessly uneventful existence
that makes one yawn from tedium. People come,
people leave. They flirt and fall in love. Nothing to
write home about. They are pottering and fussing
around. They are suffering and sometimes even fight

<112 >



duels. But it all turns out to be petty and trite. One
feels like asking: «Is it what human life is about?»
Alas, but it is. The life of a human being, not of a bug.
It’s terrifying.

But when this dreary existence is presented
as a work of great talent you are suddenly astounded
and start weeping over the tragic forlornness of this
tedious daily routine. And you think: Chekhov is
a genius, not quite understanding how one triteness and
genius can coexist in one and the same piece of drama.

Chekhov must be played the way he wanted
it: «Everything on stage should be as simple and as
complex as in real life. People are having lunch. Just
having lunch. And in the meantime their dreams are
materializing or their lives are being ruined». And
I think one should play the life of his own without
overburdening it with fancies or alien ideas.

L often ask myself the question of whether an actor
needs to conceptualize his character. It seems to me
that from the point of view of some cardinal solutions
he doesn’t. But this doesn’t mean that one is required
to simply deliver the text. It would be just a blank
piece of paper with nothing written on it. Something
has to be written or drawn to bring out the content and
meaning. In painting Ostrovsky, for instance, we are
required to use succulent paints, to paint in relief, so to
say, and the colors also must be theatrically dazzling.
In the case of Chekhov I think dazzling colors are
out of the question. The simple things that Chekhov
is talking about and that are at the core of our daily
existence must be presented through simple means.
This is extremely difficult. Sometimes it seems that it
is all but impossible to act it out. But in my opinion this
is the only concept applicable to Chekhov’s drama as
one of the most difficult to put on stage.

The predominant motif of his plays is about the
same: life has been a failure. But whose life hasn’t?
Excuse me but I'm asking all of you: whose life
hasn’t been a failure? I am firmly convinced that
even the most successful people can’t help asking
themselves this question or coming to realize that life
has just passed by.
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Chekhov’s protagonists are by no means
extraordinary. Like all of us, they are mixtures
of many things: a little bit of heroism, a bit of
sentimentality, a bit of indifference, a bit of ambitions,
a bit of passions... These people are bored. They are
yawning and philosophizing as the need arises, they
are pining for better life but undertake nothing.

Chekhov is in conflict even with the Bible.
The Bible urges us to make choices, define our
place in this world and combat our sins. Chekhov,
on the other hand, kills the faith in any chance for
us to improve ourselves. Essentially, Chekhov’s plays
pass a sentence on the man and this sentence turns
our consciousness upside down. Heroes and geniuses
are few and far between. The rest of us are doomed
to living the lives where nothing can be changed.
Chekhov accomplished a revolution by showing the
cosmic horror of human existence — the man aspires
for something better being only too well aware that
this something better will never come. And everyone
of us must keep on living with this knowledge.

Aman tries torebel, to step off the blind alley, but
all his efforts are in vain. Protagonists in Chekhov's
plays usually start acting in the third act when one
comes to reconsider his life and there is an instant
explosion, the eruption of the accumulated tensions
and the brief moment of acute awareness that life has
been wasted, opportunities have miscarried and all
hopes have been lost. And the attempt to rise against
this daily routine, this swallowing up dullness and
hopelessness is to no avail. And everyone is doomed
to keep pointlessly going in circle. The third act is
required to be viewed in the context of the previous
two that are monotonous and viscous and that call
for an outburst, an illumination of consciousness:
everything is vanity of vanities. And next comes the
moment of submission, the wise and sad conclusion
that, almost according to Ecclesiastes, things will stay
the way they are? No changes are possible, all the
efforts are futile. Nothing can be altered in the world
order that has been established once and for all.
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All the classical drama, from the Greeks to the
20™ century, was focused on the struggle between
good and evil. The classical protagonists stand up for
justice and love, in defense of the weak and so on and
so forth. They are engaged in conflict with the evil.
And Chekhov’s characters are fighting not so much
their own selves as the dreary daily routine.

An actor must play Chekhov at the twist of his
life, when he is crucified inside and feels the urgent
necessity to sort it out with his life and to find its
ultimate end and meaning. I believe Chekhov is hard
to understand without pondering profoundly and
painfully about the vanity of living and inevitability
of dying.

It is absolutely not right to assume that
Chekhov’s plays are staged so widely simply because
staging Chekhov is a must. In this case a viewer can
expect nothing but infinite boredom. A Chekhovian
production can come into being when all the actors
are equally charged and feel each other on the level of
community of souls. Chekhov’s world is the world of
mirages. His characters resist any kinds of definition:
bad, good, evil... They can be loved and hated at the
same time. It is impossible to play Chekhov following
the traditional pattern of acting: to conceive, to
develop, to check it out at the premiere, to worry a
little bit and to play it confidently and happily ever
after. Zingerman described with maximum precision
the floating state of Chekhov’s protagonists, when
everything is unsteady, the contours are vague and
change all the time, the tragic becomes the cosmic
and the other way around, harsh irony turns into pity,
the high and the low are almost indistinguishable,
all borders are blurred... Nothing will work without
catching this atmosphere and this mood.

Chekhov’s protagonists resist fixed forms.
I think that every time one must enter the play
being himself, with all he carries in him today: low
spirits, grudges, squabble with the wife, bad health,
pains... One shouldn’t be afraid of bringing all this
out on stage. One doesn’t have to change himself
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when he is happy and joyful but has to play Andrei
Prozorov. I am certain that the required intonation
can be achieved precisely at the junction of your own
condition and Chekhov’s text.

It takes more than just craftsmanship to play
Chekhov. Chekhov’s drama relentlessly calls for the
will and skill to blow something up in the production,
radically reverse the situation and register it. All our
habitual acting tools are no good here. Hard as it
may be, it is necessary to discard our craftsmanship,
schooling, everything we actors win our daily
bread with. We must forget everything we were
taught, all our specific acting ruses: evaluation and
fragmentation of the character, bursting up here and
letting it fly by there... I think you know what [ mean.
Chekhov’s plays call for an imaginative presentation
of quite an ordinary person. And this is the most
difficult task in theatre.

We were brought up on Moliere, Goldoni...
Acting in their plays is much simpler. Even
Shakespeare is not as hard to play. We have our
operational set of tools and it helps us do our job.
But with Chekhov it is absolutely not enough. More
subtle and delicate tools are needed. The tools one
cannot see.

Chekhov doesn’t teach us how to live. He
registers life. I am certain that without doctor
Chekhov there would have been no writer Chekhov.
He knew all about the man. He knew that the man
created by God was not perfect. So Chekhov looked
upon the man without a trace of sentimentality. His
knowledge of the world entitled him to be harsh but it
also gave him courage. On the one hand it engenders
cynicism and nihilism and on the other it makes one
aware that life is invaluable and enrapturing.

My favorite phrase in Chekhov is: «The weather
is nice. Don’t know what to do: have a cup of tea or
hang myself».
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MATHIAS LANGHOFF

GERMANY

INAMED MY SON ANTON

I am sorry but I'll have to read what I have
to say. I wrote it this morning. I put it in writing
because if I just started to speak in front of the
people who are looking at me, I should never
believe a single word I said. I need to read what
I’ve written and not to look around.

My father named me Mathias. He was spared
the horrors of the Nazi concentration camp. The
war was in full swing in Europe. Germany attacked

the Soviet Union. The unvarnished horror, pains
and sufferings, the world enveloped in flames and
clenched in the paws of the anarchic monster —
this is what one sees in Mathias Grunewald’s
frightening and disturbing compositions for the
Hildesheim Altar. This composition was what my
father was thinking about and I got it as a parting
word and as a name.

Another country... I am carrying the
baggage of lost dreams, evidences of happiness
and no home-sickness. My eyes remember



Kaspar David Friedrich’s hill landscapes. I feel
the beauty of sadness and the nutrient medium of
the last revolution accomplished for the sake of
reconciliation. My first son’s name is Kaspar, like
the jester at the puppet theatre.

When my French wife was expecting our
second child she and I were long looking for
a suitable name. You always know what name to
give to your first child. It is like he always had this
name. But with the second one you keep looking for
the name but nothing seems to be right. At last my
wife said: «<How about a Russian name?» Her first
lover was a Brazilian musician named Volodya.
I blurted out at once: — «Yes, sure... Anton!» — «But
it’s a German name». — «No, no! It’s Chekhov».
And I quoted to her, not quite accurately, from
Chekhov’s letter: «I hate lies and violence in all
their forms. Stupidity and lawlessness reign not
only in the homes of merchants or the lockups;
I come across them in science, in literature,
amongst the young people... A trade-name or a tag
is a sign of narrow-mindedness. My sanctums are
human body, health, intellect, talent, inspiration,
love and absolute freedom — freedom from lies
and violence no matter in what form they manifest
themselves».

I happened upon my son Anton at the airport
yesterday before flying off to Moscow. I was leaving
and he had just returned from his three-month tour
through Argentine. He likes to travel, to visit far-
off and unknown lands, to meet people he doesn’t
know. He showed me photographs and started
to comment on them. But I had to go. «Just one
story», he said, «It’s very short». As I was leaving,
I shouted to him: «Write it down». He ran after me,
stopped me and said: «Write it down? But how?»
«If you want me to read it, you better write it the
way Chekhov would». I gave him a hug and then
I heard: «Mr. Langhoff, it’s the last call to Aeroflot
flight number 260 to Moscow». Breathing heavily,
I rushed down the decked out concrete tunnel
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toward the registration desk, got it rightfully in the
neck from the officer and, followed by reproachful
looks, I finally reached my seat 27D. Now I am
standing here in front of you, having to say
«aword about Chekhov» and I’ve got nothing to say.
All I could say was already said by him. A word...
I’ll say a sentence: «There are two occupations in
this world that I find particularly useless: making
fretwork ornaments and photographing». Quite
often, attending a Chekhovian staging or a post-
premiere discussion I have a feeling that this
Chekhov’s phrase is not well-known enough.
I dream that when I die, I'll be, like Chekhov,
placed in a refrigerator-car with fresh oysters and
that the few admirers I might have will be running
after the casket of some general. My laughter
would get mixed with the laughter of the oysters,
producing a horrible clamor.
Thank you.

<116 >



Cnoso o Yexose / 2010 / A word about Chekhov

ANDREY KONCHALOVSKY

RUSSIA

HE LOVED CLOWNS
AND WAS INSPIRED BY CEMETERIES

As you all probably know, Anton Chekhov
hated jubilees. In this sense it is good that
he is not here today for he would have long
cut short the debates for the simple reason that
he wouldn’t believe what people were saying.
He used to say: «Twenty-five years of severe
criticism in the lifetime and endless mourning
after death».

I don’t agree with Mikhail Shvydkoy in that we
are departing from Chekhov’s integrity. This is not
true. I think we are departing from that illusionary
integrity that took shape as a result of sterility that
dominated the arts under the Soviet regime. The
sterile image of Chekhov as a spiritual fighter and
a chaste, unbending and uncompromising zealot
is absolutely wide of the mark. Thanks God, the
Englishman wrote his book, for this book contains
no appraisals. It is the first work about Chekhov
where the author doesn’t try to express his personal
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attitude toward the writer. Donald Rayfield simply
refrains from any kind of assessments and this
detachedness is a vital prerequisite for getting to
know real Chekhov.

By the way, I don’t think that Mr. Chekhov
would be pleased to know that his private letters
are read in public. However we have to read them
because through these letters we discover a new
side of him. In this sense we need to discard all
the preceding mythology and rediscover Chekhov
in full, even including the Koch's bacillus, however
unpresentable it might look. This gives a new
dimension to his works, especially his drama. For
if he could be outspoken in his prose, in drama the
censors and the dominating style deprived him of
the opportunity to be the same as he was in life and
in his short stories. He had to be very conventional
and this conventionality can be hampering. At least
in my experience it was a hindrance in the way of
understanding Chekhov...

I have been living for quite a while with
Chekhov but it was only after reading Rayfield’s
book and very careful study of Chekhov’s letters
that I saw the man I wish to try to be like. It is
impossible to do an impression of a myth. One
only can try to be like a real person. In my opinion
Chekhov gives the new generation of artists who
genuinely want to understand him the opportunity
to rediscover him and do what the directors failed
to do in the writer’s lifetime. No wonder that in
his lifetime Chekhov was so often outraged by the
manner in which his plays were staged. However
later he might retract his words if the play had
a success: «All right, play it your way».

This is important. Chekhov had difficulties
with explaining what he really meant to say. He tried
hard and thanks to this we know his utterances. «In
doing a tragedy one shouldn’t be afraid of a farce».
He said that the low is mixed with the high just as
much as the ugly is mixed with the beautiful. For
this is life. All too often generations of directors in
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and out of Russia were endeavoring to figure out
only one side of Chekhov which is about a man’s
undying aspiration for a glorious future. In this
context it is very important that today we know
enough about Chekhov to destroy the myth about
him.

You know, I sometimes wish we were
musicians and Chekhov were a composer. No
one would attempt to play Mozart with clenched
fists. It is just impossible... But these days the
innovative readings of Chekhov all too often boil
down to having a Dixieland band play instead of
a symphony orchestra and to using a trombone
instead of a violin... The music is not the same.
And in this sense I am fascinated to see the new
generation of directors, having had their fill of
innovative interpretations, reread Chekhov in
a new way and exclaim: «Aha! So this is what’s it
all about!»

For instance, I often freeze open-mouthed and
wonder: «What is it about?» No matter how long
I’ve been trying to figure it out.

I’d like to explain why I wished to be like
Chekhov. Firstly, he was a truly free man. When
I say «free» I mean that he was not a member of
any party. Faina Ranevskaya once walked into
a theatre, saw three actresses converse in whisper
and asked a wonderful question: «Who are we
making friends against?» It is so typical of our
society — to make friends against somebody. Many
people made friends against Chekhov. Hostilities
were building up all around him. Chekhov was
distressed by this alienation and finally chose
Suvorin as a person who understood him. Suvorin
was by no means a progress-minded individual, but
at least he was smart, if not wise.

During the Soviet invasion in Czechoslovakia
in 1968 a splendid Russian writer Friedrich
Gorenshtein wrote a short essay entitled «My
Chekhov». This essay contains a remarkable
insight about Chekhov. Gorenshtein wrote that «if
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Tolstoy and Dostoyevsky were Dons Quixote of the
Russian literature, Chekhov was its Hamlet». None
of the Russian writers was as much a European
as Chekhov. All great Russian writers were either
Dons Quixote or simply untranslatable. Great
Pushkin who measures up to the top achievements
of the world civilization is hard, almost impossible
to translate into other languages.

Chekhov has been translated worldwide and
I think it is because he was the first in the world
literature to dare say: «I don’t know». One of the
phrases that particularly struck me in «The Duel»
is when the hero, having realized that his life has
been absolutely meaningless, says: «No one knows
what real truth is». This is a fantastically simple
and incredibly terrifying thought, but it is also very
soothing. It takes courage and a wealth of painful
experience to say: «I don’t know».

I like the tree on the poster of our conference.
In a sense it is a perfect symbol of Chekhov who
not only saw the tree but also could visualize
how its leafs will fall off and the tree itself will
get withered and bare until it is in the full bud
again. Chekhov was aware of how time flew. Boris
Zingerman wrote about it splendidly in his book
«Motif of Time in Chekhov's Plays». Reading
Chekhov, especially the plays, one is acutely aware
of this mysterious flight of time.

There is a phrase in Donald Rayfield’s book
that gave me the key to understanding Chekhov:
«Chekhov loved two things. He loved clowns and
was inspired by cemeteries». His descriptions of
cemeteries were invariably highly poetic. And it
seems to me that all the characters in his plays are
clowns in a cemetery. Nothing can be more precise
than this, but where does one derive the strength to
be a clown as he is roaming about the cemetery?
This is the most difficult question for me or for any
other director.

When [ was staging Vanya»
I remembered Einstein answer the question of

«Uncle
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how he managed to unravel the laws of nature
and come up with the relativity theory: «It is very
simple. Nature has already revealed all this».
Then somebody said: «You know if it were all so
simple there would have long been nothing more to
discover». To which Einstein said: «Nature speaks
in a very quiet voice and I have a very good ear».
Chekhov’s quiet voice will keep ringing and we are
required to strain every nerve to hear this voice.
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SERGIO MAMBERTI

BRAZIL

A BIT OF CHEKHOV’S CHARACTERS
IN ALL OF US

Good evening! As president of the National
Arts Fund at the Brazilian Ministry of Culture
I want to say that I consider it a very special honor
to have been invited to this conference. I feel
privileged and happy to be among the eminent
artists from Russia and other countries who have
come to celebrate Anton Chekhov’s 150™ jubilee.

Paradoxical as it may sound, despite the vast
distance that separates us and the big cultural
differences Russia and Brazil have many areas of
contact.

There is a profound identity of Brazilian artists
and Brazilian public with the characters of such
authors as Tolstoy, Gogol, Pushkin, Dostoyevsky,
Gorky...

Beginning the early 20" century Chekhov
too became an ingredient of the cultural processes
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in Brazil. It all started with translations from
French (translations from Russian appeared
later). Chekhov holds a special place in the
splendid gallery of Russian geniuses thanks to
the exceptional originality, finesse, modernity and
universality of his works.

The approach Chekhov demonstrates in his
short stories and plays, his style and manner of
conveying the emotions of his characters make
for reproducing the complex social and personal
relationships and see beyond the time he lived in.
They are the lens through which we can better see
our present-day existence as well.

Probably this is why Chekhov, along with
Shakespeare, has become the most widely staged
author of all times.

The existential experiences of Chekhov’s
personages are part and parcel of the sensibilities
characteristic of any man, regardless of his national
identity or the time he lives in. And this accounts
for the coming out of thousands of interpretations
and staging concepts that reflect the realities of
different historical contexts.

In Brazil Chekhov’s plays and short stories
have been and still are exerting strong influence to
bear upon literature and theatre and largely shaping
the patterns of their evolution.

Chekhov has proved to be the major figure
not only in the specific period of avant-gardism,
but also in the key moments of the renovation of
theatre theory and practice throughout the 20
century and up to the present day.

His plays are featured in the repertoires of all
Brazilian companies. One of the most popular plays
has been «The Seagull», first staged by Argentinean
director Jorge Lavelli with Renata Sora. Starring in
another production of «The Seagull» was legendary
Brazilian actress Fernanda Montenegro. The two
latest stagings of «The Seagull» were carried out
by Enrique Dias in radically different styles.
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Joze Selso’s provocative staging of «The
Three Sisters» in the early seventies became quite
an event for it radically departed from the tradition
and reflected the distinctive style of the director.
Five years ago Joze Selso took part in the Chekhov
Festival with Nelson Rodriguez’s «The Golden
Grin» at the Pushkin Theatre in Moscow.

Recently detailed shots were made of the
rehearsals of «The Three Sisters» at «Galpao Sine
Orto» theatre and on their basis outstanding film
director Eduardo Coutinho made a documentary
movie. The company was for many years playing
Chekhov in the streets and squares in and out
of Brazil, thereby making Chekhov’s drama
accessible to «rank-and-file» audiences.

This year I am celebrating 50 years of my
acting career that began with the role of Luca in
«The Bear». I am still carrying this experience
deep in my heart.

I should like to extend my heart-felt gratitude
to Director of the Festival Mr. Valery Shadrin for
the opportunity to represent here the Ministry of
Culture of Brazil and the government of President
Lula that has been carrying on the mutually
rewarding cultural partnership with Russia.

At the moment I am negotiating with
Mr. Shadrin the possibility of expanding our
participation in the Festival, as well as of
developing the program of Chekhovian productions
in Brazil. This will no doubt contribute to further
intensification of the Russia-Brazil cultural
relationships.

Thank you.
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KAMA GINKAS

RUSSIA

AN ALLERGY TO TRITENESS

We all know that Chekhov had tuberculosis.
But few have realized that he had another serious
and acute sickness — he was terribly allergic to
triteness. When I say «triteness» I don’t mean the
staleness of telling indecent jokes. Triteness is
making a hackney of the greatest ideas, deepest
feelings and outstanding discoveries. This is
precisely what triteness is about — all-round
vulgarization.

I have worked a lot with Chekhov and have
regrettably given quite a few interviews about him.
In the last couple of days I’ve been rushing from
one interview where I was asked about Chekhov
to another where I was supposed to speak about
Holocaust. That’s an interesting similarity. These
two subjects are related in that they both have
been subject to trivialization. You all know what
Holocaust was. It happened not so long ago.
Rallies, the lighting up of torches... The same with
Chekhov: on the disturbing jubilee dates we tend to
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turn this unique personality into a commonplace.
We turn the live and free seagull that flies wherever
it wants and is individuality into a plaster cast
image of this seagull. It looks very much like
the live seagull. It also flaps but it is frozen. The
feathering is the same but the bird is dead. It
seems to me that all his life Chekhov was writing
precisely about this.

As a child, each of us is handsome, bright,
quick-witted and promising. And each of us little
by little turns into a commonplace. We reason like
everybody else and what used to be an insight
becomes corny.

Chekhov learned a lot from Ibsen (which has
been already mentioned here) and even stole from
him. In the meantime Chekhov didn’t particularly
like Ibsen because his writings were short
of platitudes. What is platitude according to
Chekhov? It is a ferment of life, a mould of life
if you will. It is what our life consists of. If all the
mould is removed, all we’ll be left with will be
some kind of distilled metallic surrogate life and
surrogate man.

A man is a man only with all his displays
of stupidity and absurdity, lack of talents and
illogical acts. Without these characteristics we are
dealing not with a living man but with a plaster
cast. Chekhov showed how we debase the loftiest
notions and the ideas of stoicism that go back to the
times of the ancient Greeks. «Carry your cross and
believe!» — We have hackneyed the most important
and excruciating  Evangelical  declarations.
Likewise we degrade the Evangelical «Rejoice!»
into the trite satisfaction about having ache only in
one tooth and not in all of them. Rejoice! For you
are not blind, deaf or plagued! Be happy with what
you’ve got. You haven’t got much? Never mind.
Little is also good. After all, if you are not free, be
happy that you are still better off than the chained
bear in a gypsy show. Enjoy it, for you were not
born a bug!
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There is a nuance in «The Three Sisters»,
probably more legible than in other plays. We
see the mould of life emerge from afar. At first
Natasha finds it very difficult to exist here. But
eventually the mould of life prevails. Little by little
it consumes the entire house. It fills it to the effect
that soon it will be impossible to breathe. And even
such thing as love for children — Bobik and so
on — is turned into a hackney. On the other hand,
without this triteness there is no life. Triteness is
decomposition and decomposition is an inseparable
ingredient of living.

Thank you.
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NELLI KORNIENKO

UKRAINE

THE PROBLEM OF NONLINEAR TIME IN
CHEKHOV’S PLAYS

Ladies and gentlemen!
I have thoroughly prepared for this
conference and drafted my lecture that was to be
entitled «Chekhov, Nekrosius and the Problem of
Time between Linearity and Nonlinearity». But
I decided that I shall put my lecture aside and just
say a few words about the approaches to Chekhov

in the experimental theatre of Europe, Russia and

Ukraine. I represent the Les Kurbas Center. One of
the strategic guidelines in our work is developing
the fundamental theory.

We live in the time of post-non-classics. There
were the classics, the non-classics and now it is the
post-non-classics. Classicism presupposes that
time is linear and the cause-and-effect relations are
strictly defined and regulated by certain laws and
algorithms. In the post-non-classic times this system
was completely broken down and the essentially
new algorithms were introduced. Thus the second
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half of the 20™ century was marked by increasing
mistrust in the word and in the verbal, which is to
say classical, culture. And this process proved to
be highly resourceful. In the course of the research
conducted at the Kurbas Center we attempted to
adapt the theory of the Nobel Prize Winner Ilya
Prigozhin, as well as of Isabella Stengers and
some others to the post-non-classic situation and to
analyze Chekhov from this point of view. It is no
secret that there were three great revolutions in the
20" century that couldn’t but have exerted a strong
influence to bear upon the province of humanities:
the computer, the bio-molecular and the quantum
revolutions. This means that the fundamentally new
data were obtained about the man and the energy
he produces. And it is certainly not accidental
that the nanotechnologies have been increasingly
applied in our life, culture and civilization. But
this implies no decline in the level of spiritual
culture. Following Andrey Konchalovsky I should
disagree with Mikhail Shvydkoy who is worried
about examining the pores through the lenses
of a microscope. Mr. Shvydkoy argues that such
examining results in departure from integrity and
wholeness. I think that the fact that we breathe the
air and afterwards examine the composition of this
air doesn’t cancel the integrity of our existence or
the spiritual component of our cravings.

The context analysis, conducted by us, was
not limited by those who staged Chekhov but also
encompassed the world experimental theatre as
such, including the productions by such directors
as Romeo Castellucci, Frank Castorf, Heiner
Goebbels, Luc Persival, Christoph Marthaler and
some others.

I shall focus on two things. Someone here
said he wished Chekhov were a composer or
a poet. But he certainly is a composer and a poet!
As I studied Eimuntas Nekrosius’ productions of
Chekhov I concentrated on his staging of «The
Cherry Orchard» with Russian actors. There are
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two musical methods applied in this production —
the so called «undulating drama» and «meditative
drama» (an interesting research into these methods
has been conducted by Vyacheslav Medushevsky
and some other scholars). The musical method
enables the director to come up with new and
unanticipated visions of the world.

The other important issue is the problem of the
time in Chekhov’s plays. You might have noticed
that in these plays the past is instantly transformed
into the future and visa versa. The time is flowing
backwards. And this enables the directors to
transform instant happenings into epic stories with
extensive religious subtexts or, on the contrary, to
scale the historic time down to an occurrence of
everyday life. In other words, Chekhov’s writings
forestalled the post-non-classic discoveries.

In the classic culture 80% of the happenings
are predictable and the remaining 20% are not.
The 21% century has brought along the culture
of questioning. The post-non-classic time 1is
interesting in that the role of an accident and
unpredictable event is enhanced dramatically. With
regard to the post-non-classic methodologies it can
be assumed that on the new round of its evolution
culture requests a new poetry and a new poetic
language. The categories of silence and pause are
being adjusted... And significantly this applies not
just to theatre but to human culture as a whole. The
post-non-classic culture holds this unpredictability
in the state of constant pulsation. And Chekhov
managed to most spectacularly express this.

In Nekrosius’ staging of «The Cherry
Orchard» time can be extended or curtailed to
naught where all the potentials are present but at
the same time it is the starting point of dying away.

After we analyzed the contemporary
European theatre, not only the works of the
directors mentioned above, an interesting thing
turned out. As is known, theatre and the artistic
culture outpaces the academic science by
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1.5-2 decades. This means that theatre diagnoses,
prognoses but, in contrast to what we were taught,
doesn’t portray. Or if it does portray it is no more
than one thousandth fraction. It is a major and very
serious subject with its own distinctive patterns of
behavior etc. Theatre today is kind of emotionally
aestheticizing the relativity theory in the literal
sense of the word. In other words, theatre seeks
and quite often finds the artistic adequacy to the
relativity theory. And in this he largely relies on
Chekhov.

Chekhov is interesting to theatre not only by
his subtexts or by what exists outside the text. He
is interesting for he provides the opportunity of
transforming the everyday life into the existential
moment.

The post-non-classic time is more benevolent
to poetry, intuition, associations, in other words, to
the constructive chaos of insight, rather than any
other classic algorithms. Today we can ascertain
that the new theatrical aesthetics, taking shape in
the 21* century, becomes a global and nonlinear
artistic inter-text. And one of its modern authors is
Anton Chekhov.

Thank you.
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ALLA DEMIDOVA

RUSSIA

CHEKHOV IS THE KEY

Good day! What I've got is the tired audience
while my brains of an actress are constructed in
such a way that they become operational only by
evening time. Therefore I am going to share with
you only my impressions. To tell you the truth, it
is the first time I am addressing a symposium.
I am not particularly fond of this genre, but I came
here in spite of the awful cold, only because of my
great love for Chekhov. And I was very glad to
hear the words like «I don’t know» or «mystery»
here. «I don’t know how to approach Chekhov’s
mystery» — these are golden words. Because there
is a mystery! This mystery took time to shape up.
Surely I'm talking about Chekhov’s drama for it is
a great distance between Antosha Chekhonte and
«The Cherry Orchard».

I played Arkadina in the film, Masha in
Lyubimov’s production, Madame Ranevskaya in
Efros” «The Cherry Orchard». Through these roles
Iam trying to trace the origins of this mystery. Arkadina
is early Chekhov. And early Chekhov has monologues
that seem to have been borrowed from Ostrovsky and
from some other writers. They also reflect the influence
of the Korsh Theatre. There is no mystery in Arkadina.
She is an actress and her role can be interpreted in
a variety of ways, even in modern costumes. There
have been and are many actresses, married to directors,
talented or lacking talents and they also can be played in
many different ways. The same about Treplev... There
are many of them boys trying to create a new drama. If
I were a director I would stage «The Seagull» precisely
in modern costumes in the effort to understand what is
happening today.
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Masha in «The Three Sisters» has a mystery.
And without unraveling this mystery there it’s
impossible to play Masha. You have to know
absolutely everything about Chekhov, keep it all
somewhere in the cerebellum and use it for acting out
any character. That is to say only Chekhov is the key
to the little mystery.

Or take «The Cherry Orchard»... Madame
Ranevskaya is just a sphere and at the very best one
can remove only one layer from this sphere. This one
layer is what I'm going to talk about (I was pleased
that many of the speakers here were referring to their
personal experiences).

To begin with I am a hereditary tubercular
patient. My grandfather died of it... I know and
feel this disease very well. I know all the ups and
downs connected with it. In «The Cherry Orchard»
Dr. Chekhov diagnoses the disease. In Act One there
are only vague symptoms and «doctor Lopakhin»
reassures: «It’s nothing! All you have to do is to paint
your nose in red and you’ll be well». But my dear,
you just don’t understand! What red nose are you
talking about? Stuff and nonsense!.. I shall not further
elaborate on this.

In Act Two the disease is deemed real. And
everybody is trying to spur the unloved doctor to
activity: «Do something! Don’t go. It’s more fun
when you’re around. Maybe this will help? Or maybe
that?» But nothing is happening...

Act Three is the operation and the anticipation
of the end. The end is death.

Act Four opens when the funerals are over. The
acuity of the tragedy seems to be gone. So people
are talking, talking and talking... And then silence
falls and in this silence people are pondering about
something personal. Then they start talking again.
Madame Ranevskaya’s final cri de coeur — «Oh my
orchard! My dear, tender, beautiful orchard» — sounds
like sobbing over a grave.

This is what I'm thinking now. But when
I played Madame Ranevskaya in Efros’ production
I didn’t possess one single common feature with the
character I was playing on stage. And as I listen to
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you now I think to myself: «Do I possess any feature
of that Madame Ranevskaya? Maybe something
has been left from the role?» For an actress tends to
accumulate her roles.

[ think this feature is present in all of us Russians
who live here. This carelessness in the moment
of danger... «Things will work themselves out
somehow...» For instance, I live in a huge flat on the
Tverskaya Street. My neighbors flooded me and my
ceiling turned into a swamp. The neighbor proved to
be a decent fellow. He said: «Don’t worry. We’ll refit
your flat in no time». And I said to him: «I’ll pay you.
Just leave me alone. I don’t want any interference».
It is much easier to have 10,000 acres of land and get
5,000 rubles. But just leave me alone. I don’t want to
think about it. It’s all so complicated...

Or we have a dacha on the Ikshino storage pond.
Earlier there was a beautiful field there that belonged
to a collective farm. They planted potatoes here. Later
the field was covered all over with chamomiles...
Perhaps they were just lazy or the field was taking
rest... Doesn’t matter. And the storage pond — it was
classical. Incredible beauty! And then the perestroika
began, the grab-what-you-can privatization as people
called it. The field remained but this collective
farm that should have been named after Madame
Ranevskaya was reluctant to do anything, like renting
out plots of land or building summer cottages... It’s
all so complicated! It was much easier to sell the field
to another Lopakhin and that was precisely what they
did... Today’s Lopakhin is a loathsome character.
He is nothing like that man with delicate fingers
and delicate soul... He buys up the field (orchard)
and builds summer cottages on it. And he screens
the beauty of the pond and everything else that is
beautiful. All that man does turn out for the worst. At
least as compared with nature. ..

I like this balustrade behind us. From here
Woland and his retinue bid their adieu to Moscow.
There is something in it. The irrationality that is the
key to Chekhov’s mystery.

Thank you.
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VAGIF HASANOV

AZERBAIJAN

THE SACRED TEXTS

I'll be brief. My contribution will take one
minute and thirty-two seconds and consist of the
necessary expression of gratitude, three theses and
quite an unnecessary conclusion. I am grateful to
the Confederation for the opportunity extended to
the delegation of Azerbaijan to once again take part
in the epoch-making event.

Thesis One: the epoch-making event. For so
much time I was listening and finally I understood

what we all witnessed here: the 20™ century with
its classical thinking was introspected through
the figure of Chekhov and the presence of the
MYSTERY was declared. This keyword has been
repeated here many times.

Thesis Two: the mystery lies in that all
Chekhov’s texts written after he stopped being
Antosha Chekhonte are sacred and encoded and
this inner content can be deciphered only with the
help of non-classical methods of thinking, some
of which have been described here by Mrs. Nelli
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Kornienko. And also by way of addressing the
emanation that via Orthodoxy comes into direct
contact with Islam, Buddhism and especially
Taoism.

Thesis three: the phenomenon of Chekhov
has been divulged scientifically, using the
knowledge obtained by the humanitarian sciences
in the early 1970-s. All the necessary tools are
available and I would first of all name the unfairly
forgotten Russian scientist and philosopher Nikolai
Vasiliev — the founder of the non-Aristotelian
logic — the theory that was later confirmed by
physicists and chemists.

Now the unnecessary conclusion: Chekhov
was commissioned by Alexei Suvorin to go to Baku
and write reports from there. He spoke ironically
about the all-pervasive smell of kerosene in the
streets. He visited the temple of fire worshippers,
spent a lot of time in a monastic cell and it is
unknown what he was thinking about then. He
also visited the ancient burial places, some of them
being thousands years old (Lev Gumilev wrote
about them in «Millennium around Caspian Sea»).
Tomorrow we shall be visiting Chekhov’s grave.
For me it is not an item of the cultural program
but a sacred act. I shall read a prayer for Chekhov
and naturally the last word in this prayer will be
«Amen». And let it be.
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ADOLF SHAPIRO

RUSSIA

«THE AMARCORD» OF OUR CULTURE

If T were asked to graphically render the 20"
century theatre history I would make a drawing of
three women nestling up to each other vis-a-vis
two men in a disposal tip. There is a direct link and
continuity between these two images of the three
sisters and Beckett’s tramps.

I have staged Chekhov’s plays in the
Russian, Spanish, Latvian and Estonian languages.
I have worked with German and American actors.

What I really was in awe of were the remarkable
translations. It seems to me that Chekhov is very
easy to translate into any language because what
really matters in all his texts are not so much the
literal meanings of the words as the space between
them. And oddly enough, it is easier to transpose
music to a different key than to translate the literal
meaning of the words. My personal question is why
Chekhov doesn’t let you go? What are the secret
and the mystery of his plays? How come that time
goes by, you stage these plays, see these plays and
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you can’t have enough of it. Surely I am looking for
an answer somewhere very far away from now —
in my childhood that as I now know I spent under
a totalitarian regime. Chekhov played a very
special role in shaping my view of the world and
not only mine but also of some of my age-mates.

The whole point is that the earliest impressions
of Chekhov were infinitely distant from the kind of
life we lived then. I sometimes even thought that
probably Chekhov’s world never existed. It is like
sometimes at school you start wondering whether
the teacher of geography is not just inventing things.
Because you have never been anywhere beyond
your city and Africa and all these oceans and seas
could have been just made up. And you want to
transcend the boundaries of your home locale and
set out traveling to find out if all these things are
true or they are just products of imagination and
fantasy. Everyone feels the gravity imposed by his
Taganrog, Kharkov or across-the-bridge-from-the-
Kremlin background. And everyone wants to break
out of it and find some new reality. Chekhov helped
enter this new reality by creating in us the Icarus
syndrome, i.e. the desire to break out of the reality
we lived in and were not quite aware of. Strange
as it may sound, Chekhov’s role in shaping our
consciousness was similar to that of the trophy
movies like «The Indian Tomb» with Zara Leander
or «The Mask of Zorro» — something that presented
a striking difference from the assemblies of young
pioneers or party-inspired declamations. There
was a semi-conscious awareness that there is
another world somewhere. And little by little it was
becoming clear that the difference lies in the fact
that people in that other world were not just living,
but also thinking of why they lived and what they
were expected to do in their lifetimes.

Apparently the Soviet school and Soviet
ideologists let Chekhov slip away from their watch.
They went out of their ways to take young people
like us away from Dostoyevsky so that we could
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know nothing about this «obscurantist». They
never expected Chekhov to exert such a strong
influence to bear upon our lives and our souls...
Well, on the one hand it seems that all these things
were far away and not to be seen or heard of.

Buton the other... I grew up among Chekhov’s
characters on the corner of the Chernyshevsky and
Soviet Commissars Streets. They were the people
[ am still trying to understand. Their genetic codes
went back somewhere very far away. They were
strange characters, dancing all through the night not
being sure there would be anything for them to eat
in the morning. When a neighbor asked to lend her
a fiver they would go to another neighbor to borrow
this fiver and give it to her for in their opinion it
would be improper to refuse. These people were
terribly afraid of being arrested which didn’t stop
them from sitting on a bench in the evening and
chatting about Stalin’s plan of transforming nature.
They huddled together in crammed communal flats
and melted into tears about the deprived black
people from «Uncle Tom’s Cabin». They were
jailed, evicted, resettled and humiliated, yet they
were dreaming of fighting for freedom in a place
like Spain. No doubt they would go to fight for
freedom at the first summons. These were very odd
people — ridiculous, somewhat eccentric, but at the
same time they were enrapturing in their distinctive
kind of stoicism, the ability to take life for what it
was and to stay forever hopeful.

Life changed. There were different styles of
jackets and balloons had ceased being a real dream.
Airplanes were becoming increasingly customary
but the sixth sense Petya Trofimov was talking
about still wasn’t discovered and life continued to
be as described by Tusenbach — hard, troublesome,
mysterious and beautiful. It was by bringing
together all these winds— something very distant
and enthralling on the one hand and something
very close and domestic on the other that Chekhov
was coming into our lives.
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Chekhov was both the beginning and
continuation of life, a bridge between today and
tomorrow, which is probably the same thing. I think
Chekhov is «Amarcord» of our culture. We go back
to him every time we need to understand who we
are and where we came from, as well as to make
the reckless attempt to conjecture where we are
heading. This is incomprehensible and mysterious
as life itself, for you never know whether it was
a bucket that crashed in a mine or an eagle-ow! that
hooted.

I think that the recurring motif of his plays
is the toughness of individual survival in the huge
world. I am very glad that as we are talking about
Chekhov today we are all getting a little bit better
than we really are.
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BEATRICE PICON-VALLIN

FRANCE

THE CHEKHOV LAND

«The point... It is snowing. What’s the
point..?» I think these three short lines spoken
by Tusenbach in the second act of «The Three
Sisters» quite fit with the snowy landscape outside
the Pashkov House that we can see through
these windows, overlooking the Kremlin towers
precisely at the moment when we are celebrating
the anniversary of the great writer who said to
his friend Ivan Bunin: «In seven years, seven-

and-a-half at the most I shall be forgotten...» It is
snowing...

I'll be brief because I know everybody is
tired. I only want to mention in passing that among
today’s speakers there have been very few women,
which is a pity for quite a few female directors
in France (and not only in France) have been
staging Chekhov. This could be a subject for a key-
note speech to be entitled «Chekhov and Female
Artists». Fortunately Alla Demidova came up with
a beautiful account of her personal experience with
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Chekhov. But in view of our limited representation
in this world of men and at seeing great male
directors who have paraded to this rostrum one
question arises naturally.

I'll start from my own experience. In 1967
I was in Moscow. It was winter like now and there
was plenty of snow. After skiing in a forest outside
Moscow I went to see Anatoli Efros’ production
of «The Three Sisters». The production was very
controversial and was censored after a couple of
runs. The sisters were wearing green dresses, the
colors were flashy (pink, green), voices high-
pitched and howling. It was by no means the
kind of Chekhov the Soviet audiences had been
accustomed to...

This production was engraved in my memory.
Later, when I started to study the history of the
Russian theatre I found out that before Efros and
in a large measure paving the way for him were
Czech director Otomar Krejca and his set designer
Josef Svoboda. Krejca was the first to radically
change the European style of staging Chekhov
by his production of «The Seagull» in 1960.
Otomar Krejc¢a passed away last year. I don’t know
about Russia but in France nobody spoke about
his decease and no justice was done to him as
a great scenic artist in general and great director of
Chekhov’s plays in particular. It seems absolutely
unfair to deprive Krejca of «citizenship» in the
Chekhov land as part of the boundless continent
we call «Theatre».

For me the existence of the «Continent
of Theatre» is beyond any doubt. I'd say
this continent is multicultural in the sense that
every artist inhabiting it is unique but these
distinctions are developing, blending together
with each other and interacting. And towering
above this endless territory of Chekhov (which
doesn’t consist entirely of Russia) is the figure of
Otomar Krejéa and I want to remind the
world about him.
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To be sure, I should have recalled all the great
productions of Chekhov that have reshaped our
lives because (and this has been already mentioned
here) we all live with the great stagings that we
have seen. We live with Chekhov and with his
works but we also live with great productions of
his plays and great interpretations of his characters
(even if they are merely supporting roles) that help
us rediscover such a very straightforward and at the
same time incredibly multifarious writer for theatre
as Chekhov.

Of course I am not going to list them all here.
This would be just impossible... I just want to
remind you of the place held by Otomar Krejca.
In the epoch we live in time flies so swiftly that
we almost instantly forget titles and names. And
this is very sad because this theatre continent that
belongs to all of us present here is inhabited by all
those directors, actors, actresses, set designers who
were before us and their experiences ought to be
conveyed through education and oral accounts. So
that we know where we came from and where we
are going. Apparently this is already understood.

Since there are no representatives of Japan
in this audience I should like to say a few words
about Chekhov and the Orient. Peter Brook’s 1981
production of «The Cherry Orchard» opened up
what I would call «the Oriental side of Chekhov».
That side of his that has been already spoken
about here and that in my case brings to mind the
philosophy of Zen, the philosophy of emptiness...
In his interpretation Peter Brook let us share the
sense of unity and develop awareness of all the
distinctions, transparency, beautiful insignificance
and all the funny sides of life. In showing the
world in the process of incessant change and in the
space so wide, empty and «ego-free» Peter Brook
effectively avoids any preferences in full keeping
with the Zen philosophy.

In a sense the contemporary Japanese theatre
took shape under the influence of «The Cherry



Orchard». It was not for nothing that Japan’s
number-one director, founder of the new realistic
theatre («singeki») Osanai Kaoru staged «The
Cherry Orchard» several times in succession.
Kaoru insisted that with «The Cherry Orchard»
it is impossible to confine oneself to just one
staging. Going really deep into this play requires
putting on two, three, four productions. Which he
did in complete imitation of Stanislavsky, having
collected postcards with scenes from the MAT
production of «The Cherry Orchard» and made his
staging as close to these images as possible. Only
afterwards and in a step-by-step fashion he tried to
elaborate the directorial style of his own.

In conclusion I should like to mention
Meyerhold who, as is known, befriended Chekhov
when he was young and played Treplev in «The
Seagull». Many of the participants here spoke
about Chekhov as a composer and about his
relationships with music. This is what Meyerhold
wrote in a letter to Chekhov dated 1904 (the year
«The Cherry Orchard» was written) and shortly
after he did his own production of the play with
his own troupe in a provincial town. I shall allow
myself to read from this letter:

«Your play is abstract like Chaikovsky’s
symphony. And in the first place the director is
required to hear the sounds. In the third act he is
required to hear this absurd sound of the stomping
of feet in a dance. The horror enters the character at
unawares. ‘The cherry orchard is sold’. They keep
dancing. ‘Sold!” They still keep dancing. And in
this way to the very end. The third act produces the
same impression as the ringing in the ears of the
patient in your short-story “The Typhus”. It is like
an itch. Revelry through which the sounds of Death
are heard. There is something terrible in this act,
like in Maeterlinck...»

Meyerhold regards this sound of persistent evil
as one of the key elements of Chekhov’s writings.
It is worth recalling in this connection that in 1904
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Meyerhold’s vision of the play existed side by side
with Stanislavsky’s. As a matter of fact I recently
found out that in 1932 Meyerhold was going to
once again stage «The Cherry Orchard» and that
interpretation was meant to engage in polemics
with Stanislavsky. For this purpose Meyerhold
intended to use his own archives, specifically the
letters from Chekhov where the author explained
why he had so critically assessed Stanislavsky’s
staging. Meyerhold considered these letters to
be a treasure and in the hard period of his life he
transferred the trust of them to a third person.
Unfortunately the letters were lost and that became
a real tragedy for Meyerhold. We never saw that
staging of «The Cherry Orchard» from the 1930-s.
But let’s go back to 1904 and to the characters
that are stomping around like marionettes. It is
a fact that Maeterlinck who was mentioned here to
underscore the novelty of Chekhov’s drama, was
writing for the theatre of marionettes. One can
imagine (and that might be an interesting idea for
Valery Shadrin’s next project) the celebrated artists
of the Burnaku theatre of Japan play «The Cherry
Orchard» with their big and wonderful puppets.
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NABI ABDURAKHMANOV

UZBEKISTAN

FATHER OF THE THEATRE
OF THE ABSURD

I shall try to be brief. Evidently everybody is
tired. I am very glad that the directors here are not
spelling out any final results of a research but speak
of what Chekhov did for each of them personally
and how they felt about Chekhov in respect to their
own professional occupation. I was fairly young
when I attended the Young Directors Workshop
in Prague. I was brought up in the Soviet school

and in the Soviet college, so Chekhov to me was an
illustrative representative of critical realism. And in
Prague where we all got the assignment to stage the
first scene from Act One of «The Cherry Orchard»,
I heard this striking phrase: «Chekhov is the father
of the theatre of the absurd». I was shocked for
I had been brought up on an entirely different
notion of Chekhov. I came home and started to find
out how that could be possible. I could understand
that Beckett’s protagonist was wasting his soul,
his entire life and his enormous energy to find
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a piece of cheese that was most stinky... And this is
worth reading and worth living with. But Chekhov
is different! Yet somehow I came to realize that
whoever said that phrase was right. Chekhov did
father the theatre of the absurd but in a different
sense of the word. As Alexander Kalyagin pointed
here, you touch Chekhov and you realize all the
vanity and senselessness of living. I agree. But this
is a different kind of awareness of senselessness.
When I read Chekhov or when I come to the actors
I can’t say: «Well guys, today please try and feel
all the vanity of living». We all need to understand
what is going on there and what they are doing.
And suddenly you realize that Chekhov is on the
one hand sharing with you his sadness about the
senselessness of existence, but on the other he
gives you a helping hand: live with this, for there is
nothing else to live with.

I like what one modern writer noted down
about the Russian intelligentsia: «The glaring
awareness of the senselessness of existence gave
the fantastic strength to keep on living». I think
this is remarkably true for us... We come to theatre
every day to act on stage with total awareness of
this senselessness. We are doing just what Chekhov
did before us and today he is helping us carry on.
I have a feeling that he just observes ironically that
however meaningless, it is still worth doing. That’s
an enormous help to all of us.

What strikes me about Chekhov is his amazing
ability to live in the present moment as opposed to
planning what you are going to do tomorrow. This
is a very high level of awareness of the existence.

Thank you very much.
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ANATOLY SMELIANSKY

RUSSIA

AN APPARATUS ACTIVATED
TO SENSE THE FUTURE

All of us, including myself, seem to be too
tired to hear this closing speech. Although my
friend Declan Donnellan has just instructed me:
«When you speak don’t forget to say that my speech
was good». So I say: Declan’s speech was very
good. Everybody’s speech was very good. Because
«you live in the kind of climate where it may snow
any moment now»... Not to mention that through

the window of this conference-hall one can see
not only the balustrade where Mikhail Bulgakov’s
characters were bidding adieu to Moscow but also
the Kremlin.

Today we are talking about Chekhov
against the background of the Kremlin, the
background of eternity and of the present day. It
is hard to speak to such an audience and under
such «given circumstances»... This is too serious
an audience to be addressed just with a set of
clichés. One has to come up with at least one-
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and-a-half original idea to conclude this hard
four-hour marathon.

I'll begin with a reference to what Mr. Castorf
was talking about here. That generally speaking
Chekhov’s plays are not plays in the traditional
sense of the word. Their vocabulary seems to be
more characteristic of the lyric poetry or music.
Chekhov wrote (and we keep endlessly quoting it
to the effect that it has long become a cliché): «<Am
writing a comedy and not without pleasure. Out of
tune with all the conventions of the stage...» So he
suggested some new rules and we are still trying
hard to sort them out...

The understanding was achieved with great
difficulty even within the limits of such a small
neighborhood as the one called the Moscow Art
Theatre (MAT) where the array of Chekhov’s
lexicon first started to shape up. The MAT folks
then weren’t (and neither are we now) quite sure of
what to do with these texts.

There is a wonderful story of how Chekhov,
sitting behind Stanislavsky at one of the rehearsals
of «The Three Sisters», observed: «Actually
it would be interesting to presume that Irina is
Chebutykin’s daughter». What is most intriguing
about this phrase is why Chekhov thought it would
be interesting? After all he wrote this Irina. He
must know whether she was Chebutykin’s daughter
or not. If she is, all the foundations of the conflict
in «The Three Sisters» are changed and quite
a different story needs be dramatized and staged.
In other words, Chekhov comes out as an interpreter
of his own play, like any of us now or those
who will be interpreting Chekhov’s plays in the
future.

What did Stanislavsky actually invent for the
staging of Chekhov? According to Nemirovich-
Danchenko, he hated the routine of that period’s
theatre where actors were playing to their audience
and waiting till a pause was over and it was their
time to enter. Stanislavsky made his actors engage
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in intensive intercourse with their partners and turn
their backs on the audience. And that was a real
coup-de-theatre. ..

Butshortly enough this «intensive intercourse»
became one of the Moscow Art Theatre’s clichés. In
his letter to Maria Knebel Nemirovich-Danchenko
accounts (I think this text has never been quoted
as being too scandalous) of his quite an illustrative
conversation with Stanislavsky: «One night before
the opening of “Uncle Vanya” I dropped into
Stanislavsky’s dressing-room. He was putting on
the makeup of Astrov and looked very angry: ‘Here
I am painting over the wrinkles like a good-for-
nothing coquette. It’s high time for me to give up
this role.” Then we started talking of what was the
right way to stage the play..» «Uncle Vanya» was
off the MAT repertoire for five years, whereafter
it was decided to resume the play. Nemirovich
writes that he wanted to do it himself with the new
generation of actors. «Imagine my astonishment»,
he goes on to say, «when the old cast, including
Stanislavsky himself, not only started to object but
actually stirred up a rebellion...»

In 1917 Stanislavsky, rehearsing with Mikhail
Chekhov, decided «to upgrade» «The Seagull».
Curiously, he was then saying that an awful cliché
practiced by the MAT was what he called «the ox
pace». He said it all had to be changed. That the
play was about something else — it had to do with
the nerve of the modern life and «we still keep
plugging it along».

«Upgrading» «The Seagull» miscarried.
Mikhail Chekhov was taken ill and quit the
rehearsals, the production and everything else. The
attempt of adjusting the production and rearranging
the text into a lyric poetry and music didn’t work.

In the late 1930-s Osip Mandelstam exiled
to Voronezh wrote in his diary the most pejorative
on  Chekhov’s
stressing that this is «an ecological system»,

comments dramatic ~ system,

i.e. that it proceeds from the problem of painful
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neighborhood and cohabitation of people... People
are living together and can’t be separated (this
comment reflects Mandelstam’s own dreadful
exile experiences). He wrote: «A biologist would
refer to Chekhov’s principle as ecological. For
him cohabitation is the key element. There is no
action in his dramas — only cohabitation and all the
unpleasant implications thereof. Chekhov takes
samples of non-existent human slime. People are
living together and can’t get separated. That’s all.
Give train tickets to the three sisters and the play
will be finished».

Three years
working on «The Three Sisters». The prime
theatrical objective here was to polemicize with
Stanislavsky’s idea that in this play everyone
is permanently engaged in intensive discourse.
Nemirovich-Danchenko believed that they were
not. They were only pretending to be rubbing
shoulders but essentially the play consists of
monologues.

Nemirovich completely reversed the lexical
structure of the play and the effect was astounding.
Because for decades actors were trained to play it
in the style of the Moscow Art Theatre and now
they were playing in the style of Nemirovich-
Danchenko. Now they began to communicate
with each other thereby creating another dominant
cliché of the MAT.

I am now reading the records of Anatoli
Efros’s rehearsals of «The Seagull» dating from
1966. They are soon going to come out in print.
These are amazing texts! The country had just
started to recover against the same Kremlin
backdrop that is now behind me and started to
apprehend something. As he came to the Leninist
Komsomol Theatre Efros began to assimilate
Chekhov’s lexical makeup in a way different from
Stanislavsky’s or Nemirovich-Dancheko’s. In his
interpretation the characters were not engaged in
discourse as in case of Stanislavsky. Neither were

later Nemirovich started
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they imitating this discourse as had been demanded
by Nemirovich. They were engaged in the non-stop
and crazy discourse not hearing each other...

There is Chekhov’s letter to Goslavsky about
the latter’s play «The Freelance artist». That was
quite an exceptional case. Chekhov very rarely
expressed any serious opinion about the dramatic
structures exploited by other authors. And now,
having written «The Seagull» and «Uncle Vanya»,
he suddenly came up with a rather ruthless comment
on the work of the fellow-dramatist: «Love is not
intimate, women are not poetic and artists are short
of inspiration or religious zeal as though they all
are just book-keepers completely unaware of the
Russian nature or of the Russian arts with Tolstoy
or Vasnetsov. And basically this is the result of
your intentional style of writing that typifies
the style of writing for theatre. This style lacks
poetry whatsoever. Compactness, expressivity,
gracefulness of a phrase, everything that brings
out Your individuality as an author is pushed into
the background. And in the foreground there is the
mise-en-scene with its ballyhoo, entrances and
exists, roles <..> In a word, You don’t realize that
You are not free, You are not a poet or artist in the
first place. You are a professional playwright».

When Efros was rehearsing one became
increasingly aware of all the enormous difficulty
of pronouncing Trigorin’s or Treplev’s lines,
firstly because they speak in very complex lexical
structures that we don’t normally use, and secondly,
it takes an entirely different human composition to
utter these phrases.

There was a popular joke in Moscow in the
seventies. It had to do with Babanova’s reaction
to the intention of one fine actress to play in «The
Cherry Orchard»:

«No, no. She is good, but she shouldn’t play
in “The Cherry Orchard”».

«Why not?»
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«She is going to sell the orchard already in
the first act».

This joke perfectly conveys the predominant
sentiments of the seventies.

It seems to me that today the cherry orchard
would have been sold long before the opening
of the play. One wealthy person who helped in
carrying the production through asked us: «Can
I come to the run-through and participate?»
Tabakov was the boss, so he said: «You may
come, but keep silent. You have no right to talk
even though you are the sponsor». He came. The
discussion after the run-through was very critical,
especially the comments of Tabakov. Then our
sponsor said: «After all, can I say something?»
(And he had given a lot of money) «All right, but
be brief». He said: «It’s all very good. I liked it. But
one of the scenes with Lopakhin is not played right.
When he bought the cherry orchard he should have
been happy. When I bought the State Department
Store T was very happy!» As compared to him,
Yermolai Lopakhin looked like Hamlet.

I am now going to talk about the lexical array
of Chekhov and the lexicon of the present day.
I am thinking of Efros’ s observation — everybody
is shouting, struggling to make themselves heard,
engaging in non-stop, intensive and hysterical
discourse and... don’t hear each other. In the past
year the lexical environment we live in has changed
dramatically. You click the mouse and open the
site of the radio station «The Echo of Moscow».
Previously there were hot interviews — Prokhanov
was orating, Illarionov was making sarcastic
comments, Novodvorskaya was condemning. Now
all these «hot interviews» have been overshadowed
by the endless blogs that occupy the entire site.
And these blogs contain only screams: Illarionov
screams out, Radzikhovsky screams out, Yeltsin’s
daughter screams out... This new lexicon of the
bloggers is very Chekhovian since everyone is
speaking in monologues. And all these monologues
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are responded with comments in the foul language,
in the real and dirty Russian expressions. Everyone
is sending his outcries to the cosmos. The world
is yelling.

Andron Konchalovsky has recalled that
Chekhov loved clowns and cemeteries. But the
cemeteries are from another story. They are from
the memoirs of the Merezhkovskies who were with
Chekhov abroad. In particular they were struck
by his odd habit (and he had many odd habits)
of visiting cemeteries. When Chekhov arrived in
a city he’d never been before, he started with
visiting two places, or rather the two most extreme
venues — the cemetery and the brothel. The problem
is that when there is nothing between the cemetery
and the brothel the paradigm of modern life is
visibly taking shape...

It seems to me that when Chekhov came
up with new requirements for the stage he didn’t
particularly love theatre. I can’t imagine Chekhov
addressing a symposium on Dostoyevsky or
Tolstoy. As he wrote to Suvorin: «I bought
Dostoyevsky at your store and am now reading
him. He is good, but excessively elongated and too
immodest»... The same about Tolstoy. Chekhov
completes the great Russian literature and is in the
state of continual internal conflict with it. He was
the first after Pushkin and probably the last great
Russian writer who refused to sermonize, educate
or highlight...

I recently read Nabokov’s correspondence
with an American friend who edited a magazine,
translated from Russian and considered himself
an expert. He was very fond of Faulkner whereas
Nabokov was not. His friend had a bent for social
and economic knowledge that was very trendy
in the West then, so Nabokov reproached him
with excessive preoccupation with the social and
economic issues... The friend objected, pointing
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out that Nabokov’s interest in butterflies was
distracting him from facing the pressing problems
of social and economic development. Nabokov
parried that it was precisely due to his interest
in butterflies that he knew that a butterfly of
a particular type is one and the same butterfly,
whether in Africa or in Canada, whereas his
opponent friend while accentuating the ecology
preferred to disregard the morphology...

The uniqueness of Chekhov’s dramatic system
lies in the combination of «the ecological system»
and the morphological concept of man that was
very harsh, discouraging and had little if anything
in common with what we had been educated to
believe...

And today and all my life I have been listening
to actors and directors, wondering what they are
going to come up with this time. And I am invariably
astounded by the acuity of their insights into the
nature of Chekhov’s drama. Viktor Gvozditsky told
me about the rehearsals of «The Three Sisters», one
of Oleg Yefremov’s last stagings. In explaining the
character of Vershinin and his relationships with
Masha Yefremov suddenly said: «Stop playing this
syrup. Don’t you understand that he has a Masha
in every town?»

And one last thing. When Chekhov wrote his
plays he was not expecting that they would ever be
ascribed history-making significance. He couldn’t
imagine a symposium dedicated to him and
convened against the backdrop of the Kremlin...
But there was something in these plays that calls
for being talked about here today...

I shall quote from Osip Mandelstam (this
time in the positive sense) who thus commented
on Dante’s «Divine Comedy»: «An apparatus
activated to sense the future». It is worth recalling
that initially none of Chekhov’s plays (except
for «The Seagull») had a success at the MAT...
Eventually the audiences began to get the feel
of and understand them... And little by little the
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Russian life was getting «sucked in» by these plays
and clarifying itself through them. Chekhov was
becoming a medium for identification and even for
comprehending what was happening to Russia...
Quite metaphysically people began to exchange
in the lines from Chekhov’s plays. When Olga
Knipper-Chekhova was leaving Russia in 1920
and thought she was leaving for good (two years
later they all returned from Europe) she had to
explain to Stanislavsky why she was emigrating
and thereby dooming the Moscow Art Theatre to
death. Instead of prolonged explanations under
the given circumstances of the war and the exodus
she just wrote a brief note that contained just one
phrase from Chekhov (after all they had been
acting together in «The Cherry Orchard» for so
many years and Stanislavsky hardly needed to be
elucidated at length about her reasons): «The life in
this house is over». And that was all.

Chekhov conceived and wrote the play that, as
Mandelstam put it, allowed «to catch the future».
I'am quite sure that each one of us here can come up
with some important catch-phrase from Chekhov
that would elucidate the situation we are in today
and maybe will be tomorrow. It might explain what
has been, is and will be taking place.

Thank you.
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