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PRO HACTOAIIEE

Macmep-knacc

Kama TIMHKAC

«3ppaBcTByIii, Tpareaus! [laBHo Te6a He BUgann»
becepa c Hatanbein KasabMmuHom

O nocnepHen npembepe MTHO3a, cnektakne K. lMHKaca
«Mepesa», 1 0 TOM, UTO STOMY NPEeLLECTBOBASO.
KnioueBble cnoBa: Kama [mMHKac, «<Mepgesa», EBpunug,
CeHeka, AHyn, Bpogcknin, MTHO3

Hoswiii meamp, cmapas cuena

Exkatepnna KPETOBA

Pyccknin mosukn: my way...

Kak Hu cTpaHHO, pOJOC/IOBHAA «MIO3MKa MO-pyc-
CKu» yXoauT B Aanekoe npotunoe. O6 ncropryeckux
KOPHAX COBPEMEHHOro PYyCCKOro MIO3MKNa 1 nep-
CrNeKTMBax ero pPasBUTUA pPa3sMbILLAET My3blKkoBes
E. KpeToBa.

KnioueBble cnoBa: pyccKu MIO3MKN, OMepeTTa,
«HoTp-Aamy, «<Yukaro», «<MoHTe-Kpncrto»

Unba CMUPHOB

[Aetn lenbmuHTana: rpynnosBoi noprTper

B MICTOPNYECKOM NHTEpbepe

3a 10 net B Halel KynbType MHOIOe N3MeHUNOCh, 1
TO, UTO MPeACTaBNANOCh CHavana AoCafjHbIM OTKO-
HeHneM, NPOHMKLLUVM B TeaTp CO CTOPOHbI, B pe3yib-
TaTe MPOMCKOB KaKUX-TO BHELIHVX CUJ1, TeNepb CTaNo
06WEeNnpPUHATLIM 1 efBa /I He MarucTpanbHbIM Ha-
npasneHvem pa3sutma. O HEKOTOPbIX BeEXax Ha 3TOM
«CJTAaBHOM NMyTW» CEPANUTO U CTPACTHO PasMblWnAeT
N3BeCTHbI NcTopuk N. CMMPHOB.

KnioueBble cnoBa: «[letn Po3eHTana», JleoHun
[ecatHunkos, Bnagnmup CopokunH

Hatanua AKYBOBA

KynbT pacckasa

3ameTKn o nokoneHun 1990-2000-x rogos B BOC-
TOUYHOeBponenckom pexunccype. OGHUM 13 BaXKHbIX
3HaKOB 3TOW PeXNCCYPbl OKa3anoCb HEKOe NPUTYN-
NeHve YyBCTBUTENIbHOCTU K TOMY, Kakne BO3MOX-
HOCTW 3CTeTUYECKOro 06HOBEH A TeaTpa CKpbIBa-
eTBcebepaboTacnpo3oit.KonmuecTtBonocTaHOBOK
Npo3bl, MOXeT ObITb, 1 HE YMEHbLINIOCh, OAHAKO,
MN3MEHUI0Cb OTHOLLIEHME K NPO3anyeckomy CroBy.

KnioueBble cnoBa: [letp QomeHko, Ceprei
’KeHoBau,  MwuHpgayrac  Kapbayckuc, WBaH
Bbipbinaes, Kupunn CepebpeHHukos, Kwuwtod
BapnukoBckui

Cuenoepagpus

Bukrop BEPE3KVH

AnekcaHgp bopoBckui

O paboTax M3BECTHOrO TeaTpaibHOIO Xy[LOXKHMWKA
B COTpyAHMYeCTBe C pexuccepamn B. QOKUHbIM,
C. XeHoBauyom 1 J1. loaviHbIM.

KnioueBble cnoBa: AnekcaHap boposckui,
Banepun ®okuH, Ceprenn XeHosau, Jles JoaunH,
«Kusown Tpyn», «[ABONHUK», «<KceHunA. cTtopua
no6Bu», «3axygansiii pogy, «Tpu roga»

Hatanba N'YAKOBA

CueHNYecKInit CBeT Kak CpeACcTBO
XYA0XKeCTBEHHOWN BbIpa3nTeNbHOCTUN CNeKTaKNA:
OCHOBHbIe 3Tanbl CTaHOBJIEHUA

ABTOp paccKa3biBaeT O pa3HOOOpa3HbIX cnocobax
MCMONb30BaHUA OCBETUTENIbHOrO 060pyAOBaHMA B
pa3nnyHble nepuoabl NCTopumM TeaTpa. B uem pas-
HULa MeXAay MCronb30BaHNEM CBEYHOrO, ra3oBo-
ro v 3neKkTpuyeckoro obopypoBaHua? Kakum 06-
pa3om pexunccepbl abconoTHO pasHbIX cnocobos
MblLUIEHUA 1 CTUNen paboTanm co CBETOM Ha cle-
He? [1nA Kakux Lenen ncnosb3oBasncb pasfnyHblie
ycTporictBa? ABTOp nocTapancsa o6beAnHNTb Tex-
HUYeckne npobnembl C KMBOTPeEMeLyLWUMn npo-
6nemamMun TeaTpasibHOIrO MCKYCCTBa U paccKasatb,
KakK UMEHHO WX pa3pellany pa3Hble TeaTpasibHble
pexumccepbl.

[maBHas npea ctaTtby — [aTb NOHATb, KaK MMEHHO
paboTaeT CBET Ha CLeHe, YTO JOMKEH yMeTb pe-
XKuUccep Ans Co3faHnA YCrnewHoro npeacTaBieHns
N Kak B3aMMoAelnCcTBOBaTb C XyAOXKHMKaMM-OCBe-
TuTenamu. M3 nctopun Teatpa aBTop Bbibpan Tpu
JINYHOCTU, KOTOPbIE, C €70 TOUKM 3pEHNA, ABNAIOTCA
CaMbIM APKMM NPUMEPOM TOFO, Kak MUMEHHO Hago
pexunccepam paboTaTb C XyAOKHUKAMU-OCBETUTE-
NAMU. TN VIMEHA XOPOLWO MU3BECTHbI YnTaTeNAM —
loppoH Kpar, Agonbd Annua n Makc PeiHxapar.
KnioueBble cnoBa: CLieHNYeCKnii CBET, TeaTpasibHoe
OCBETUTENbHOE 000pyAOBaHUE, XYAOKHUK-OCBETU-
Tenb, fopaoH Kpar, Agonbd Annua, Makc PeriHxapar
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T'oo I'pomosckozo

Hatanna BAWUWNAMKATAH

FmuHAHbIEe rony6n

JInuHble BOCMOMMHAHUA TeaTpanbHOro KpUTUKa-Nno-
JIOHNCTa 06 OHOM M3 MEPBbIX M Mano M3BECTHbIX
cnekTaknen E. T[potoBckoro «IMuHAHbIe rony6um».
KnioueBble cnoBa: [poToBCcKUn, «[MnHAHbIE
rony6u»

Tomaw MNATA

BbITb 1 He 6bITb

[maBa 13 OQHOMMEHHOW KHUIM MOJIOAOrO MOJb-
CKOro TeaTpoBeAa, KOTOPbI CMOPUT C U3BECTHbI-
MU MUccnepgoBaTensaMy TBopyecTBa [POTOBCKOrO,
3. OcumHbckum un J1. KonaHkeBuuem, npepnaras
WNHOW, MeHee NadOCHbIN NOAXoA K aHanm3y f4ocTu-
XeHuni [poToBCKoro 1 6onee gemoKpaTuyHoe oT-
HOLEHNe K ero nuyHocTu. MNepeBop C NOAbLCKOro
Hatanbn KaszbmuHonm.

KnioueBble cnoBa: potoBckuii, 3. OCMHbCKUM,

J1. KonaHkeBwny, Teatp-JlabopaTtopus, 4OCTUXKEHMA 1
OTKpbITUA [POTOBCKOTrO

Manroxxata A3EBYJIbCKA

MoxutuTenn orHA

[lo MHEeHMI0O NMONbCKOro aBToOpa, NIMYHO 3HaBLUErO
Exu [pOTOBCKOrO, €ro XmnsHb — O4HO 13 NopasnTesb-
HbIX COObITUI, Kakue NpuKnounnnucb B Monbckon
HapopgHoin Pecny6nuke. lMonbckuii TeaTpoBen u
KyJIbTYPOJIOr MbITaeTCA NPOC/eANTb U NpoaHanun3u-
poBaTb BClO Lenb MeTamopdo3 poToBcKoro, 0co6o
OCTaHaB/IMBaACb Ha Mpobnemax Bepbl, OTHOLIEHUN
[POTOBCKOro K 3Hakam M CUMBOJSIaM MCKYCCTBa Ha
npumMepe ero cnektaknsa «Apocalypsis cum frguris».
KnioueBbie cnoBa: [poToBckuii, Teatp-/labopato-
pvia, «A3aabl», «<KopamnaHy, <KAKpononby, «CTONKNN
npuHU», «<Apocalypsis cum frguris»

Cepren CTONIAPOB

Moia FpoToBCcKkuin mudg

MonbiTKa pycckoro pexuccepa u cueHorpada pac-
CKasaTb O «CBOeM» [POTOBCKOM, O TOM, Kak OMbIT
[anekoro N He M3BECTHOrO emy JINYHO MOJIbCKOro
pedopmaTtopa NOBAMAN Ha OTAENbHO B3ATYI0 CyAbOy
1 OTHOLLEHME K NCKYCCTBY.

KnioueBble cnoBa: [potoBckumi, Yecnsak, EneHa Xogy-
HOBa, pUTYyanbHbI TeaTp, «<MaxabxapaTta» bpyka

HaTtanna BAWWMHAXXATAH

BmecTo nocnecnoBusa

M3BecTHbIN nepeBofuMK [POTOBCKOro NOABOAUT
utorn nybnukauymm «BonpocoB TeaTpa», nocsa-
weHHon fogy NpoToBcKoro.

PRO MEMORIA

Hcmoku, mpaouyuu, pugpmol

Oner OEJIbAMAH

«Bonwe6HbIN Kpaii! Tam B cTapbl rogbl...»

B ny6nukyembix pasgenax rnasbl «[pamaTtnyeckuit
TeaTp», noarotoBfneHHon ana 14 toma «Mctopun
PYCCKOro NCKYCCTBa», pacCMaTpMBAlOTCA akTepckoe
NcKyccTBo 1 gpamatypruna 1800-x roaoB Kak eanHbIv
TBOpYeckuin npouecc. OKkoHYaHue. Hayano cm. B
«Bonpocax Teatpa» N2 3-4, 2009.

KnioueBbie cnoBa: ABMKEHVE PyCCKOro akTepCKOoro
NCKYCCTBa 1 ApamaTypruv B nepBoe gecAtunetne
XIX Beka.

Cepreii YEPKACCKUIA

Mornyeckue snemeHTbl CUCTEMbI
CraHucnascKoro

B nepBow cTtatbe 3TOro aBTopa — «CTaHMCNABCKUN
1 ora: onbIT NapannenbHoro yteHua» («Bonpocobl
TeaTpa», 2009, N2 3-4) — 6bI10 OCNOPEHO MHEHME,
oTpuuatowee BanAHMe Mornm Ha CTaHMCNABCKOro
UNW nosnaraiollee 370 BANAHNE KPAaTKOBPEMEHHbIM
N CKOPO U3XMTbIM. B cTaTbe 6biny KponoTnneo cob-
paHbl ynoMUHaHKA norun B TekcTax CTaHUCIaBCKoro
pasHbIX feT, paclwmdpoBaHbl OTCbINKN K ore, He
yKasaHHble cammm CTaHUCNABCKUM MO LieH3YPHbIM
npuynHam. B ocHoBe cTaTbu nexano cpaBHeHue
NONOXKEHUI CMCTEMbI C KHUramm norm Pamavapaku,
OCHOBHOro ucTouyHnkKa CraHucnaeckoro. Bropas
CTaTbA MpPOJO/KaeT paccmaTpuBaTb BO3[ENCT-
BME MOrM Ha MNpaKTUYecKyl [eATeNbHOCTb
CTaHMCNaBCKOro No BOCMUTaHWIo akTepa. [letanbHo
NpoaHanM3npPOBaHbl 2IeMEeHTbl CUCTEMbI, UMetoLL e
CBA3b C y4YeHMeM MNoru, — ocBOGOXKIeHVe MbILL,
oblieHne, nyyeucnyckaHve u JlyyeBOCnpuATue,
U3fyyeHne npaHbl, BHUMaHue, BuaeHnA. Ocoboe
BHVMaHve yaeneHo B3rnagamM Knaccuyeckom noru,
Pamauapaku 1 CTaHMCNaBCKOro Ha CTPYKTypy bec-
CO3HaTeNIbHOW AeATeNIbHOCT YenoBeKa, BKIoYas
€ro cBepxco3HaHue.

AHHOMAauuu

KnioueBble cnoBa: nctopusa teatpa, NCUXOTEXHU-
Ka akTepa, megarormka akTepCKOro MacTepcTBa,
CraHncnasckunm K.C., cnctema CraHMCIaBCKOro,
Pamauapaka, ATKuHCOH VY.Y., TpotoBckuni E., xaTxa-
nora, papxa-nora, 3nemMeHTbl CUCTeMbl, Nyyeunc-
nyckaHue, npaHa, CBepXCO3HaHve, OCBOOOXIe-
HVe MblliLl, oblleHe, BHUMaHne, BuageHua, MXT,
MNepsaa ctyana, OnepHana cTygma

Beartpunc MMKOH-BAJUJIEH

PoxxpeHune pexunccepa.

K Bonpocy o npeppexuccype

O BO3HUKHOBEHMM PEXMCCYPbl B COBPEMEHHOM
3HayeHUn 3Toro cnosa B EBpone npogonxatot cno-
putb. MATb NeT Ha3aj yYaCTHUKM MeXAyHapOAHOro
cemunHapa «PoxpeHune esponenckomn pexnccypbl. Ot
npenpexmnccypbl K HOBOW TBOPUYECKON GYHKLUM», Op-
raHmsoBaHHoro b. MukoH-BanneH u B. LLep6akoBbiM
B8 MW, nonbiTanncb BHECTN HEKOTOPYIO ACHOCTb B
3TOT BOMPOC. ITOT CEMUHap CTaja NepBbiM 3Tanom
nporpamMmmbl MO N3YYEHUIO UCTOPUM POXKAEHUA pe-
Xunccepa, HoBol ¢Urypbl B TeaTpanbHOM MNen3axe.
Pasrosop 06 nctokax 3tor npodeccumn npogosmKaet-
€A Ha cTpaHuLax «Bonpocos Teatpa».

KnioueBble cnoBa: nctopua eBponemnckoro Tear-
pa, pexunccypa, pexuccep, «<komegn OpaHces»,
AHTyaH, CBOG6OAHBIN TeaTp

»Kaknun PASTOHHUKOO®

0O 3ayaTKax pexuccypbl («<mise en scéne»)

B «Komepu Opances» XVII-XIX BB.

Brubnunotekapb My3eAa U 3aBefyiollas apXvBOM
«Komepn OpaHces» ¢ TPUALATUNETHUM CTaXKeEM, aB-
TOP paccKasblBaeT O 3aPOXKAEHUM PEXUCCYpbl Ha
OCHOBaHUN afMUHUCTPATUBHBIX, KOMMEPYECKMX
TEXHUYECKMX AOKYMEHTOB, COXPaHUBLUMXCA B 60-
ratefwmx apxmeHbix doHpax «Komean OpaHces». B
HUX OTPA3UINCb BEXWU UCTOPUN CLEHUYECKOTO UC-
KyCCTBa B LleNIoM OT 3noxu Monbepa 0 Halvx AHen,
coBnagatoLme, 3a peKknM UCKOYEHNEM, C UCTOPU-
e camon «Komegun OpaHces», HaumHaAa ¢ 1680 roga
(natbl ee ocHoBaHwusA JliogoBrkom XIV), 1 O OKOHYa-
HUA ee MOHOMONUU C MPUHATMEM 3aKoHa 0 cBoboae
TeaTpoB oT 13 AHBapA 1791 roga. OcobeHHo 6oraTble
APXMUBbI COXPAHWUNNCb UMEHHO 3a 3TOT Nepuog.
KnioueBble cnoBa: pexnccypa, pexunccep,
«Komepnun OpaHces», bubnroteka-mysen «<Komenn
®paHce3s», Bonbtep, JlekeH

AnekcaHgp YEMYPOB

MoHTNpOBOUYHOE MbilLIEHNE.

K ncropun ¢popmnpoBaHnsa cLieHNYeCcKoro
TeKCTa CneKTaknsa

Ha npumepe ¢paHUy3cKoro nm pycckoro TeaTpa
XVIII-XIX BekoB aBTOp pa3mbiwifeT o Npeanocbul-
Kax BO3HUKHOBEHUA PEeXMUCCypbl Kak caMocCTosA-
TenbHOro uckycctea B Poccum Ha pybexe XIX-XX
BeKOB. Pa3BuMTMe MOCTAaHOBOYHOrO WCKYCCTBa
CBA3aHO, B MepBYy0 oyepedb, C yMEHUEM OpraHu-
30BaTb UrpoBOe MpPOCTPaHCTBO. MIMeHHO nosTo-
My CTOflb MPUCTaNibHOE BHMMaHME UCMNOKOH BeKa
B TeaTpe ypenanocb npobneme dopmupoBaHua
MaTepuanbHoOm cueHuyeckon cpenbl. OgHako co
BPEeMEHEM KMOHTVPOBOYHOE MblLLIEHNE» U3 MPO-
rPeccMBHON TeHAEHUWUWN MPeBPaTUIOCh B PYTUH-
Hblli GopManu3m, n NoTpeboBanoch pelwmnTenbHoe
ero nepeocmbicnieHne geatenamu MXT, uto6bl OT-
KPbITb JOPOTY peXxunccype Kak CaMoCcTOATeNIbHOMY
BUAY UCKYCCTBA.

KnioueBble cnoBa: nctopusa eBponenckoro
TeaTpa, pexunccep, pexnccypa, MXT, <Komean
OpaHces», bubnmoteka «Komegn OpaHces»,
JlekeH

Karpux HOIPETT

«UcKyccTBO pexkunccypbi» Jlyn bek ge Pykbepa
PoxpeHne pexunccypbl Bo OpaHuny CUMBOINYHO
N B TO e BpeMsA BMONHe KOHKPEeTHO coBnagaert C
poxaeHviem CBO6OAHOrO TeaTpa, OCHOBAHHOMO B
1887 rogy Anape AHTyaHoMm. BrnepBble agmuHuc-
TpaTUBHAA U Xy[OXeCTBEHHaA OTBETCTBEHHOCTb
OKa3anncb COCPeAOTOYEHHbIMM B PyKaxX OAHOrO
yenoseka. Mexgay Tem, yxe B 1884 rogy, 3a Tpu
roga fo poxpeHua CBobogHoro teatpa M OCHO-
BaHNA AHTyaHOM COBPEMEHHOW peXmnccypsbl, no-
ABWNCA TPYA nop HasaHuem «L'art de la mise en
scéne» C MOA3aro/loBKOM «JCCe O TeaTpasnbHOM
3cTeTuKe». Ero aBTopom 6bin Jlyn bek ge Oykbep.
DTO paHHee 3CCe O PeXMCCype HafJoNro ocTaHeT-
CA eVHCTBEHHbIM, N3HaYaNbHO MPU3HAIOLWMM pe-
XKNCCYPY WCKYCCTBOM, HasblBalOWMM ee WUCKYCCT-
BOM M pacCMaTpuBalOWMUM C 3CTETUYECKON TOUKM
3peHnA. 1o nepsbii BO OpaHLMK TeopeTUYeCcKnin
TPYA, NOCBALYEHHbIV peXnccype, n nepsoe yrnomu-
HaHVe BblpaXeHu A «TeaTpasibHaa 3CTeTUKa».
KnioueBble cnoBa: CBO60HbIV TeaTp, AHTYaH,
Jlyn bek ne Oykbep, pexunccep, pexmnccypa
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Eepona u Poccus

Wpunna HEKPACOBA

’KaHHa g'ApK, reponHA ppaHLy3CcKoi
penurnosHon Tparegum XVI-XVII BekoB

CraTba MOCBsILLEHA CaMblM PaHHWM TeaTpasbHbIM
WHTeprpeTaunaM obpasa HaLUOHANbHOW repoviHu
®paHumn. B KoHTeKcTe nctopumn ¢paHLy3cKoro Te-
aTpa anoxu PeHeccaHca 1 Knaccuumama paccmoTpe-
Hbl TaKre Mbechl, KaK «Tparnyeckas UCTopurs o feBe
13 Jompemu» ®poHToHa Ao [lloKa, ofHa 13 NepBbiX
Tpareauin HauMoHanbHoW TemaTuku Bo DpaHuuy;
«Tpareamna o MaHHe p'Apk» XK. ge Bupe, «Henpa-
BUJIbHAsA» Tpareaus BpemeH GopMUpPOBaHWA Mpo-
deccrmoHanbHOro Teatpa; MHTepMeana 13 nactopa-
nm «JlioboBHMLb» H. KpeTbeHa e Kpya; naTmHcKas
Tparegma nesymta H. BepHyna «MoaHHa [apumar;
«OpneaHckana gea» O. o'O6MHbAKA, 3HaUMTENbHOE
npoun3BeAeHne KNacCMUUCTCKON CLUEHbI.

KnioueBble cnoBa: *KaHHa 4'ApK, pennrnosHas Tpare-
ana, dpaHuy3cKuii TeaTp, PeHeccaHc, Knaccuumam

Mapwusa BEPJIOBA

TeaTtpanbHble ckutaHuAa 6apoHa ApmdenbTta
Cratba O XM3HM ¢daBopuTa LWBEACKOro KOpO-
na lyctasa Ill, KOTOPbIA 3aKOHUUN CBOK XKU3Hb
B Poccun, npu psope AnekcaHgpa |. bapoH
ApmdenbT 6bin reHepanom LWIBEACKON apMuu, a
TaKXXe aKTepoM, ApamaTyprom M pekmccepom B
npuasopHom TeaTpe lNyctasa lll. Snoxa npaBnexHna
lyctaBa lll, KoToporo Ha3biBalOT Koponem TeaTpa,
6bl1la 0O3HaMeHOBaHa POXAEHNEM HAaLMOHaNbHOTO
TeaTpa B LWBeuunn. Koponb, cam aktep, gpamatypr
N pexkuccep, M3BeCTEeH Kak «OoTel-OCHOBaTesb»
ApPamMbl Ha WBeACKOM A3biKe. [IPUABOPHYIO XN3Hb
npu lyctase Il xapakTepm3yloT BCEBO3MOXHble
npasgHecTBa, AMBEPTUCMEHTbI 1 Kapycenu, ycTpo-
nTenem Kotopbix 1 6b11 Apmoenst. Ocoboe BHU-
MaHue B cTaTbe yaendeTtca ero nbece «Cnyvawn
nenaet Bopa» (1783). CoxpaHuBLUMECA apXMBHbIe
mMaTepuanbl, a Takke CTapuHHble TeaTpasibHble No-
CTPOMKN N AeNCTBYylOWan TeaTpanbHaa MalluHe-
pua XVIIlI Beka gann BO3MOXKHOCTb aBTOPY CTaTby
PEeKOHCTPYNpPOBaTb rycTaBUAHCKUI MPUABOPHbLIN
cneKkTaksb.

KnioueBble cnoBa: ApmdensT, l'ycrtas lll, Haymo-
HanbHbIN TeaTp LLBeunn, NnpraBOpPHbIN TeaTp
l'yctasa lll

Anekcanppa BAPEHUKOBA

«ABaxabl AM¢utpuoH» leopra Kamsepa.
XpucTrnaHusauus gpeBHerpeyeckoro mngpa
[eopr Kansep, KpynHenwwni npeactaBuTenb Teat-
panbHOro 3KCMPeCcCcMOHN3Ma, B KOHLIe CBOEro TBOp-
YeCKOro nyTu paspeLuunsi OgHy 13 rMaBHbIX Npobnem
Hauana XX Beka. Emy ynanocb Bo3poauts Mud, BLOX-
HYB B Hero akTyasibHoe cofepxaHue. Peub nget o
nepBoW Mbece ero TPUIOrnK, yCI0OBHO Ha3bliBaeMom
NIMHCKAMY - Apamamu», «[Baxabl AMGUTPUOH»
(1943). 3eBc, ABMBLUNIACA Ha 3eMITt0, NOAOOHO Kapato-
LeMy XpUCTUAHCKOMY 60ry, 13 BETX03aBETHOrO CTa-
HOBMTCA HOBO3aBETHbIM, BCEMUIOCTUBbIM 1, CNacas
APMUTPUOHA, AapyeT NPOoLLEHME BCEMY YeIOBeYeCT-
By. Bce at0 - Gnarogapsa AnkmeHe. «<HoBbiM yeno-
BEKOMY, MOCNAHHUKOM TOCMOAHUM, [OSIKEH CTaTb
[epakn. B ctaTbe noMUMO aHanmM3a nbecbl paccmart-
puvBaeTcA ee CBA3b C HEMELKON ApamMaTypruyeckomn
Tpaavumen, a TakKe aHanu3npyeTca MnpemMbepHas
nocTaHoBKa «[1Bax bl AMGUTPrOHa», coCToABLIAACA
B lsenuapun B 1944 ropy.

KnioueBble cnoBa: [eopr Kansep, 3KCNpeccnoHmnsm,
MUP, AMOGUTPUOH, XPUCTUAHCTBO

PRO Present
Master Class

Kama Ginkas, Welcome, Tragedy! It's a Long Time
Since We Saw You Last"

Conversation with Natalia Kazmina

On Ginkas's latest production, Medea, and what
preceded it.

Key words: Kama Ginkas, Medea, Euripides, Seneca,
Anouilh, Brodsky, Moscow Young People's Theatre

New Theatre, Old Stage

Yekaterina Kretova. The Russian Musical: My Way...
Strange as it may seem, the genealogy of‘musical Russian
style’goes back to the distant past. Musicologist Y. Kretova
considers the origins and prospects of the contemporary
Russian musical.

Key words: Russian musical, operetta, Notre Dame,
Chicago, Monte Cristo

Summary

llya Smirnov,'Children of Helminthal: Conversation
Piece in Historical Setting’

Much has changed in our culture including theatre
in the past ten years, and what first looked as an
annoying deviation caused by intrigues of some
external forces is now considered a legitimate and all
but the main direction of theatre development. Well-
known historian I. Smirnov passionately and angrily
reflects on‘some landmarks along this glorious road-
Key words: Children of Rosenthal, Leonid Desyatnikov,
Vladimir Sorokin, Kirill Serebrennikov

Natalia Yakubova, ‘The Cult of the Story’

Notes onthe 1990s-2000s generation of East European
directors. One of the distinguishing traits of this
group has proved to be a certain lack of sensitivity to
the potentialities of aesthetic regeneration of theatre
through working on narrative prose. The number of
stage adaptations of non-dramatic works may not
have diminished but the attitude to the word of the
original has changed.

Key words: Pyotr Fomenko, Sergei Zhenovach,
Mindaugas Karbauskis,Ivan Vyrypaev, Kirill
Serebrennikov, Krzystof Warlikowski

Scenography

Victor Beriozkin, 'Aleksandr Borovsky'

On the works of the well-known stage designer in
collaboration with directors V. Fokin, S. Zhenovach and
L. Dodin.

Key words: Aleksandr Borovsky, Valery Fokin, Sergei
Zhenovach, Lev Dodin, The Living Corpse, The Double,
Xenia. Love Story, Impoverished Family, Three Years

Natalia Gudkova, ‘Stage Lighting as a Means of Artistic
Expressiveness in Stage Direction in the Second Part
of the 19th to the Early 20th Centuries

In this article the author discusses ways of using lighting
equipment in different periods of theatre history. What
was the difference between candle, gas and electricity
periods? How did the directors of distinct ways of thinking
and methods of work use light on the stage? For what
purpose did each of them choose particular devices? The
author has tried to combine technical problems with the
vital needs of the art of the theatre and show how those
problems were solved by different directors. The main
ideais that to create a successful performance the director

should understand how lighting functions on the stage
and, consequently, collaborate with lighting designers.
From the ‘old’ theatre history the author has chosen
three persons who, from her point of view, showed how
to combine stage directing with light designing. Those
names are well-known: Edward Gordon Craig, Adolphe
Appia and Max Reinhardt.

Key words: stage lighting, lighting equipment, lighting
designers, artistic expressiveness in stage direction,
Edward Gordon Craig, Adolphe Appia, Max Reinhardt

The Year of Grotowski

Natella Bashinjagyan, 'Clay Pigeons'

Personal recollections of the Polish scholar and critic
of one of the first and lesser-known productions by
Grotowski, Clay Pigeons.

Key words: Grotowski, Clay Pigeons

Tomasz Plata, “To Be and Not To Be’

A chapter from the book of the same title by the young
Polish theatre historian who argues with Z. Osinski and
L. Kolankiewicz, well-known researchers of Grotowski’s
work, offering a different, not so eulogistic, approach
to the analysis of Grotowski’s achievements and a more
democratic attitude to his personality. Translated from
the Polish by Natalia Kazmina.

Key words: Grotowski, Z. Osinski, L. Kolankiewicz,
Laboratory Theatre, Grotowski's achievements and
discoveries

Malgorzata Dziewulska, ‘The Fire-Stealer’

In the opinion of this author, who knew Jerzy Grotowski
personally, his life is one of striking phenomena in the
Polish People’s Republic. The author, a theatre historian
and a specialist in culture studies, is trying to trace and
analyse the whole chain of Grotowski’s transformations
focussing on the problems of faith, Grotowski’s attitude
to art’s signs and symbols taking as an example his
production of Apocalypsis cum figuris.

Key words: Grotowski, Laboratory Theatre, Dziadly,
Kordian, Acropolis, The Constant Prince, Apocalypsis cum
figuris

Sergei Stoliarov, ‘My Grotowski Myth’

An attempt by a Russian director and scenographer to
tell the reader about ‘his own’ Grotowski, of how the
experience of a Polish reformer whom he never met has
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influenced one individual fortune and attitude to art.
Key words: Grotowski, Cieslak, Yelena Khodunova,
Theatre of ritual, The Mahabharata by Peter Brook

Natella Bashinjagyan, ‘By Way of Afterword’

The well-known researcher and translator of Grotowski
is summing up the Voprosy Teatra section devoted to
the Year of Grotowski.

PRO memoria
Sources, Traditions, Rhymes

Oleg Feldman,”0, magical country! There, in the old
days...”

This text, which is part of the chapter ‘Drama Theatre’
prepared for Vol. 14 of History of the Russian Arts,
discusses the acting and playwriting in the 1800s as a
single process. Here the ending of the article published
in the previous issue.

Key words: developments in the Russian acting and
playwriting in the 1800s

Sergei Tcherkasski, ‘Yogic Elements of the
Stanislavsky System’

The second article by Sergei Tcherkasski on yoga and
Stanislavsky. The first one, ‘Stanislavsky and Yoga: an
Experience of Parallel Reading, published in No. 3-4,
2009, disputes the position of many Soviet theatre
researchers who denied yoga influence on Stanislavsky
or considered it short-lived. Mentions of yoga in
Stanislavsky’s texts of different periods are carefully
collected by the author. Hidden references which were
not explained by Stanislavsky himself for censorship
reasons are deciphered. The research focuses on
comparison between the System and Ramacharaka’s
books on yoga which were the main source for
Stanislavsky.

The present article continues detailed exploration of yoga
influence on acting according to Stanislavsky. Elements
of the System which are based on Yoga principles
are analyzed here including relaxation of muscles,
communication, emanation and reception of rays,
radiation of prana, attention, visions. Special attention is
paid to the idea of the superconscious in classical yoga,
Ramacharaka’s and Stanislavsky’s theories.

Key words: Theatre History, acting, Stanislavsky,

Ramacharaka, W.W. Atkinson, Grotowski, hatha yoga,
raja yoga, elements of the Stanislavsky System, prana,
radiation, superconscious, relaxation of muscles,
communication, attention, visions, Moscow Art Theatre,
First Studio, Opera Studio

Beatrice Picon-Vallin, ‘On Pre-Direction and the New
Creative Function of the Director’

There are still debates on the origin of European stage
direction in the contemporary sense of the term.
Five years ago the participants in the international
symposium named ‘The Birth of European Stage
Direction. From Pre-Direction toa New Creative Function’
organized by B. Picon-Vallin and V. Shcherbakov at the
State Institute for Arts Research tried to throw some
light on this question. That symposium became the first
stage of the programme of research on the history of
the birth of the director, a new figure in the theatrical
landscape. Voprosy Teatra goes on discussing the origins
of this profession.

Key words: history of European theatre, direction,
director, Comedie-Francaise, Antoine, Theatre Libre

Aleksandr Chepurov, ‘Blocking-Out. Towards the
History of Forming the Stage Text of a Performance’
The author reflects on the prerequisites to the birth of
direction as a distinct art in Russia at the turn of the
19th century by analysing the material of French and
Russian 18th- and 19th-century theatre. Stagecraft in
the theatre is first and foremost the ability to organize
acting space. That was why the task of forming material
stage surroudings has been considered all-important in
the theatre from time immemorial. With time, however,
‘blocking-out thinking; from a progressive tendency,
turned into routine formalism and had to be drastically
rethought by the MKhT artists in order to open the road
to direction as an art in its own right.

Key words: history of European theatre, director,
direction, MKhT, Comedie-Francaise, Comedie-
Francaise Library, Lekain

Jacqueline Razgonnikoff, ‘On the Beginnings of
Stage Direction (‘mise en scene’)’

The author, who has been Librarian and Head of the
Archive at the Comedie-Francaise, tells the story
of the origins of direction using the administrative,
commercial and technical documents preserved in
the rich archive funds of the Comedie-Francaise.

Summary

They show the landmarks of the theatre history as a
whole from Moliere’s time to the present which, with
very few exceptions, coincide with the history of the
Comedie-Francaise itself, starting with 1680(the date
of its foundation by Louis XIY) and finishing with the
end of its monopoly after passing the law of the 13th
of January, 1791 on the liberty of theatres. It is about
that particular period that the greatest wealth of
material is preserved in the archives.

Key words: direction, director, Comedie-Francaise,
Comedie-Francaise Museum Library, Voltaire, Lekain

Catherine Naugrette, ‘L’art de la mise en scene’ by
Louis Becq de Fouquiere

The birth of stage direction in France coincides both
symbolically and concretely with the birth of the Theatre
Libre founded by Andre Antoine in 1887. It was for the
first time that one person assumed the administrative
as well as artistic responsibilities. However, three years
earlier, in 1884, ‘Lart de la mise en scene] subtitled ‘An
Essay on Theatre Aesthetics, was published. Written by
Louis Becq de Fouquiere, this early essay about direction
was long to be the only one recognizing direction as an
artand looking at it from the aesthetic point of view, the
first French theoretical work devoted to direction and
the first to introduce the notion of ‘theatre aesthetics.
Key words: Theatre Libre, Antoine, Louis Becq de
Fouquiere, director, direction

Between Russia and Europe

Irina Nekrassova, ‘Joan of Arc, Heroine of the French
Religious Tragedy of the 16th and 17th Centuries’
Irina Nekrassova’s article is devoted to the image of
the French national heroine in the Renaissance and
classicist theatre. The author examines the early plays
about Joan of Arc, such as The Tragical History of the
Pucelle from Domremy by Fronton du Duc, one of the
first tragedies on national issues in France; The Tragedy
of Joan of Arc by Jean de Virey, an‘irregular’tragedy from
the time of formation of the French professional theatre;
an interlude from the pastoral The Lovers by N. Crestien
de Croix; a Latin play written by the Jesuit N. Vernulz,
loanna Darcia; The Pucelle of Orleans by F. D’Aubignac, a
significant work of the classicist stage.

Key words: Joan of Arg, religious tragedy, French
theatre, Renaissance, classicism

Maria Berlova, Theatre Wanderings of Baron
Armfelt’

The article is about the life of the favourite of the
Swedish King Gustav lll. Armfelt ended his life in
Russia in the court of Alexander | in a remarkable
way. Armfelt was not only a general in the Swedish
army, but also an actor, playwright and stage director
in the court theatre of Gustav Ill. The reign of Gustav
I, who is called the Theatre King, is distinguished by
the formation of the Swedish national theatre. The
King, who was himself an actor, playwright and stage
director, is known as the ‘Founding Father’ of Swedish
drama. Gustav lll's court life is characterized by a great
variety of festivals, divertissements, and roundabout,
which were staged by Armfelt. The article focuses on
the play Opportunity Makes the Thief by Armfelt. It
was staged in the court theatre in 1783. Remarkably,
Armfelt played the star role in the performance. Due
to a wealth of preserved sources, including the 18th
century court theatre complete with functioning
theatre machinery, the author of the article had a
unique opportunity to reconstruct the Gustavian
court performance.

Key words: Armfelt, Swedish national theatre, the
court theatre of Gustav Ill, Opportunity Makes the
Thief by Armfelt

Aleksandra Varenikova, Twice Amphitryon by Georg
Kaiser. Christianization of a Greek Myth’

Georg Kaiser, a major exponent of the Expressionist
theatre, solved one of the main problems of the early
20th century at the end of his career. He managed to
revive the myth by giving it a contemporary content.
The subject of the article is the first play of his trilogy
(so-called’Hellenic dramas’), Twice Amphitryon (1943).
Zeus descending on the Earth in the manner of the
Old Testament punishing Christian God becomes
the New Testament God of mercy, saves Amphitryon
and grants pardon to all mankind. All this is due to
Alcmene. Hercules is to become a 'new man;, God’s
messenger. Besides analysing the play the article
looks at its connections with the German drama
tradition and examines the world premiere of Twice
Amphitryon which took place in 1944 in Switzerland.
Key words: Georg Kaiser, Twice Amphitryon,
Expressionism, myth, Amphitryon, Christianity




