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P e «[IpeAecTb €ro B TOM, YTO HE OBIAO CO-
B KOTOF’OM HPI/I;H]I?{AI/I YYACTHE ITPEICTABUTEAU DeBHOBAHMS, BCAKMX TAM IDH30B I CIIO-
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pacckasaTh 0 CBOUX ITpobaeMax, Ipea- HOBHOM BC€ POAHUAUCH B AMEPUKE, HO IIBET
CTaBUTD HOBBIH (PECTHUBAAB, IOCMOTPETH KOXXU Y HUX pas3HbIH). BoobIie, Ha 3TOM
CIIEKTAaKAH, TIOCAYIIaTh KOpUgeeB, yCTPOUTH decTuBaAe OBIAO OYEHB BAXKHO YCABIIIATH

, MO3TOBOM HITypPM, YTOOBI TTIOHATH, KAK XXUTh
JaAbIlle 3Tol nécTpoil baHae KOMeOUaHTOB
B pa3po3HEHHOM U raobasbHOM Mupe... Kak
HU KpyTH, MUT — equHCTBEHHAda B MUDPE Te-
aTpaAbHas OpraHu3anud, o0beIUHIIONIA T
AIOZIEN TeaTpa CO BCEX KOHTHHEHTOB.
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u B 11epkBU CB. Hukoaaca cTyneHTHI pas3-
HBIX KOHTHHEHTOB HI'PAAU CBOU CIIEKTaK-
AU, CXOy BIIHMChIBAs UX B IIpefsaraeMble
006CTOATEABCTBA «B3POCAOIO» KOHI'Pecca

U kECTKOro npoctpascrtsa. Ha dectuBaan
IpuexaAu ydamuecsa U3 bépHckol akane-
MuH ucKyccTB («TeaTp Bellei»), CAOBEHCKOH
mKkoabl UL AGRFT («KordepeHnug ITHID),
JxopaxkTayHcKoro yHuBepcurera («Kas-
HYCh B BEPHOCTI), HcriaHcKo# Paladio

Arte («Hanm), lllapxaiickoii TeaTpasbHOH
akKaJeMuHu («YKpPOIIEHHE CTPOITUBOMY),
HIBEUIIAPCKOM TeaTpaAbHOU aKaaeMUuH
Dimitri («Crapbiii KuAell), HHAUHCKON IIKO- Ilocne cnexmar.nis «Cmulo» (Hspauss)
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Hcenarekutli cnekmaraw «Bitter Shell» e 30anuu 6blewieti sceHckoti mopomul La Carcel

roaoca UMEHHO CTYAEHTOB, He IIpodec-
copoB. MHAyCHI IpHEXaAl Ha KOHT'PECC
C KAOYHCKHUM III0y — HaJ0 OTOBOPUTHCH, YTO
OHU He 00ydJaroTcs CIIeIIHaAbHO KAOYHAE,
a caeAaAU OAVH TaKoU NpoekT. [lozaum-
CTBOBaAHU y €BPOIIEHUIIEB KPACHBIE HOCHI,
IIPUBHECAHU CBOIO KYABTYDPY, CAECAAAH IIIOY
IAS IETCKOM ayJUTOPHUU: U Cpa3y IIOHHU-
Maelllb, 4YTO KaKue-To 6a30Bble, 3HAUYHUMEbIE
IOHSTHS — XPOHOMETpaK, paboTa ¢ ayauTo-
pHel, TOYHOCTD XKeCTa — Y HacC IIOXOXKHU».
TearpasbHasa akageMus Dimitri, KoTo-
pyo npencraBagetT [laHusab Bayi, cama
1o cebe aBAeHNe yHUKaAbHOoe. Hocut ums
OZTHOT'O U3 CaMbIX U3BECTHBIX KAOYHOB
[IBetintapun u 'epmanuu — JJUMHUTPHUSA (3TOT
Y4YEeHUK BeAuKoro Mapceag Mapco oTMme-
THA cBO€ 80-A€THE Ha apeHe; B IIPOIIAOM
roay ero, yBbI, He cTaAao). PacrioaoxkeHa
B IIBEUITapCKOM epeBYIIKE KaHToHA TH-
4YHUHO — 40 /AyTaHO, C €ro KHHO- U AKa30BbIM
decTuBaASIMH, MAAEHBKUMH TeaTPUKaAMU
U YIOTHBIMH Kade, 1ecsaTh MUHYT €315l
Ha MallluHe, HO 3UMOH XXH3Hb TaM 3aMUpaeT
U CTYAEHTHI IIPOCTO OOpEeYeHkbl Ha TO, YTOObI
Cc roaoBOH YHUTH B 3aHATHA. OHU Ha4YUHAa-
oTca B 7.30 — Taliuu, akpobaTuka, CTer
U laA€e TI0 CIIMCKY IIPEAMETOB, CBA3aHHBIX
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C ABHKEHHEM. B rpuHIUIe, IIOCTYIIUTD

B TeaTpaAbHYIO aKazneMuio Dimitri moxeT
U IIOAHBIY CTYAEHT, U CTYAEHT C 0COOEHHO-
CTSIMU — IIPH YCAOBHH, YTO OH OAEPKHUM Tea-
TpoM 1 oboxkaeT aABuxkeHue. C 1eBATH yTpa
[0 IITH Bedepa — peleTUIINH. 5 gymaro,

B Poccuu pabotaroT Ooabilier,— yapIOaeTCs
[aausab. OOmeryMaHUTapHBIX [IPEIMETOB,
II0 CyTH, HET, TOABKO ITpakTHKa. «MHoro
4YUTaTh, B TOM YHCAE 10 TEOPHUHU TeaTpa,
OHU JOAKHBI CaMU,— I'OBOPHUT IIpodeccop
Baynr.— U, Hago cka3aTh, OHU 3TO AEAQIOTY.
3aTo HEMaAO BPEMEHHU YAEASIETCS IIPOEKT-

HOMY MEHEIKMEHTY — CTYAEHTBI JOAKHBI
YMETh OIIHCaTh IIPOEKT U HAWTHU Ha HETO
neusru. CraHucaasckoro, 'poToBcKoro,
Muxamnaa HYexoBa U Apyrux OOroB TeaTpaAb-
HOM HayKH U3ydaloT OOABIIIE CAMOCTOSITEAD-
Ho. Ho cepré3Ho pazpabaTbIBaioT CHCTEMY
Puxapna Bebepa, ogHOTO 13 COOCHOBaTeAeH
IIKOABI, YEIIICKOT'0 MHUMa, KOTOPhIY BMECTE
co 3HaMeHUTBIM AaaucaaBoMm PuaAKom co3-
[aA npaxkckui «JluBanao Ha 3abpangan», rae
3aHUMAaACS Pa3BUTHUEM TeaTpa 6e3 CAOB (3TO
4acTh MOIIIHOT'O Te€aTPaAbHOI'O IBA€HUH, KO-
TOPOE BO3HHUKAO U3 IIOTPEOHOCTH 00XOAUTH
IIeH3y Py IIPOCOBETCKUX BaacTel).

Ho HaumHaroTcd 3aHATHS C UTAABSHCKO-
ro g3bIKa: JBE HEAEAH IIOAHOTO IIOTPYKEHU4,
3aTeM YPOKH B T€UEHHE IIEPBOI'O CEMECTPA —
U BOT yXKe€ CTyAeHTHI U3 'epmanun, Kurad,
Poccun, dpaHnuu U MHOTHX APYTHUX CTPaH
BIIOAHE CHOCHO T'OBOPSIT II0-UTAABSIHCKH.
Cawm [JaHM3AB BBIPOC B HEMEITKOM I'OpoJie
Boxywme, KOTOPBIY CAaBHUTCS CBOUM T€aTpPOM,
rae paboraau llanek, [Tafimau 1 gpyrue
HU3BECTHBIE PeKUCCEPEI. Tak YTO peleHue
3aHUMAaThCS T€aTPAABHBIM JEAOM CAOXKH-
AOCBH IOBOABHO paHO. HeckoAbKO A€T Hazas,
yacTHas mKoaa Dimitri, addpranpoBannas
C YHUBEpPCUTETOM B AyraHo, HadyaAa Bblla-
BaTb AUIIAOMEI I'OCYAapPCTBEHHOro oopasma.
«He Mory ckas3aTb, YTO T€aTphl TaK YK XKAYT
HaIllUX BBIIIYCKHHUKOB,— ITPOZIOAXKAET IIPO-
deccop.— UM caMUM HYyKHO OBITH Ooaee Kpe-
aTUBHBIMH, OHH JOAXKHBI 3aT€BaTh YTO-TO
HOBOE B ITPOheCCHU: OeAaTh 110y, IIPOBOAUTH
MacTep-KAacChl, Haaa>kKHUBaTh COIITHAABHBIE
KOHTaKThI, paboTaTh C JeTbMH — CO31aBaTh
CBOIO cOOCTBEHHYIO ITpodeccuio. [ToTomy
4TO Ta IIPodpeccrsi, KOTOPOU MBI BAAIEAN
ABaallaTh, JaXKe NATHAAIATh A€T Ha3as,
yMmupaet. Crapliiee HIOKOAECHHE PEKHCCEPOB
OPHEHTHUPYETCH Ha CBOMX POBECHUKOB, a JIAS
MOAOBIX HaI0 NPUAYMBIBATh HOBBIH 93BIK.
HrelHemHMue apTUCTBI JOAXKHEI YyBCTBOBAaTh
CBOIO OTBETCTBEHHOCTD 3a BEIPA0OTKY 3TOr'0
a3pika, 3amuinate CBOU nierHoctu. Y uc-
KaTh TaKUX yuuTeAel, KOTOpble MOTAHY OBl
[aThb UM ToA4oK. OHH CcTaB4T HOT'Y Ha Apy-
TYIO 3€MAIO, a IIPeKHEH OOABIIIe HeT».

YyBcTBa H PHTYaABI

Emé oamuH MOIHBIN «caTeAANUT» KOHT'pecca
B CeroBuu — TaHIIEBaABHBIH CUMIIO3HUYM.
Kazknoe yTpo Bce XKeAarle MOTAH I10-
CETUTDb TAHIKAACCHI. [I€Hb K€ OTAaBaACHd
TEOPHUH — Ha CUMIIO3UYM IIPHUEXAAU MacTepa
caMbIX pPa3HbIX TeaTPaAbHBIX HallpaBAe-
Hul. HMcnnanen BunceHT Maxukec roBopra
0 MeToae PpaHKAUHA B TAHIIE, II0CBL-

Uepex I'onomeH u Jarusne Bayw —
XxyoorkecmeeHHble pyKrosooumenu
cmyodeHueckozo pecmusanst «[Iponoz»

Anu Maou Hypu (Cydar) c eonoHnmepom

HIEHHOM B3aUMOJAEHCTBHUIO T€AA U pa3yMa.
UspaunasrsaHuH Pyou OpneabmaH 0603HaAYNA
TEMY CBOErO MacTep-KAacca CACAYIOIIUM
o6pa3zoM: «AKT ITyOAMYHOH NEMOHCTPAIINHU
KaK HaTypaAbHBIA HHCTHUHKT». BeAbBrui-

Ka Koaun Buaaen npuraacuaa Ha «TaHelg

B A€Cy», a IOAFK 9Ky6 Maprocgk — Ha «Ta-
Hell C YYBCTBOM U BooOpazkeHueM». MHMEI]
lapam MaakaHHu TO3HAKOMUA C pa3paboT-
kamu ¢porna TALEEM, KoTophle CBI3aHbBI
CO 3[I0POBBEM, BBIJKUBaHUEM, ajallTalluei.
Ucnanka Mzabear ApaHC nasa MacTep-
KAACC II0 AKa30BOMY TaHILy OASL ApaMa-
THYEeCKUX aKTEépoB. A ppannys dpancya
BeliproHe IpeaAOKUA pacCMaTPUBAaTh TaHeI]
Kak PopMy OTHOLIEHUH.

A 110 BeyepaM BCTyIlaA B CBOH IIpaBa
TaHeIl-IIPa3IHUK: BeCb ropon cobupaacs
Ha IIAOIIaAM V aKBeAyKa (raaBHaAsd JOCTO-
IIPUMEYaTEABHOCTD 3TOr'0 ropoaa-IaMdAT-
HUKa 1 HanuboAee XOPOIIO COXPaHUBIIALCS
4acThb TMTAaHTCKOr0O akBeayka PuMckon
uMIlepuu — 28-MeTpPOBOE COOPYKEHUE
U3 KaMHel, KoTopoe aepxKurcs 6e3 rpamMmma
KaKOH-AN00 CKpenaAgroIeil cMecH, 3a Uc-
KAIOUEHHEM COTEH AACTOYKUHBIX I'HE3).
Ha ¢dore Takoro rpaHIN0O3HOIO «3aJHUKAY,
a TakzXKe B HeOoabIIOM ropoake Aa I'pa-
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Yuacmnuru pecmusans —
mpu KOHMuHeHma

Hbd HetaAeKo 0T CeroBUM CTYAEHTHI TaH-
LIeBAABHOI'0 (PaKyABTEeTa YHUBEPCUTETA
Aavcuu AAOHCO KaXKbIU Bedep II0Ka3bIBa-
AY HOBYIO IIpOrpaMMy € 00s13aTeABHBIMUY,
BIIPOYEM, OTPbIBKaMHu U3 «/JoH Kuxora» (om-
Maxk McnmaHuu u pyccKoil 6aaeTHOU HIKOAe)
u @Kuseanw (rAaBHBIH CIIEKTAKAb B MHOTO-
AeTHeY — AAOHCO TaHIleBaAa [0 75 AET —
KU3HY) U, pasyMeeTcs], ¢ pAaMeHKO.

Ho 6b1A0 1 HEMAAO HHTEPECHBIX IIPEMbED
COBpPEeMEeHHOH xopeorpadu — TAKUX KaK
«HAccaemoBanue HOMep TpU: B3aragaasnh B 110-
craHoBKke Aancuu Corto, «[layk» xopeorpada
u TaHoBIMKa Bupnu [Taxunena, «Ctya
AHTUTOHA #2» B IOCTAHOBKE U Ha MY3bIKY
dpancya Betiprone, «<Mimiosumasu» (4T0
O3Ha4YaeT «HadaAo IIOHUMaHUSI») B XOPEO-
rpacdpuu Pyu Umuxapsl, «YpbaHUCTUYIECKUH
netizax» (My3bIKa, KOCTIOMBI U XOpeorpa-
¢usa ITapumaan [Ixanke), <dyBcTBO IIOBepX-
HOCTH» B mocTaHoBKe OAuH Kpuctoddep-
coH, «Illym TuinuHbD Xopeorpada Oxbayu
Ileiixa, «PUTyas ucxoaa — paHEHBIH raas»
xopeorpada Aamapa Taxu u gpyrue.

Ho, saBepHOe, raaBHBIM coObITHEM TaH-
LIEBAABHOI'O CHMIIO3UyMa CTaAO IIOABACHUE
caMoH AereHaapHOH AAUCHU AAOHCO, KOTOPOH
IIOAyYHAA elI€ OMHY Harpaay B CBOo bec-
KOHEYHYIO KOAAEKIIHUIO OPAEHOB, MEIaACH
U TUTYAOB BCEX KOHTHHEHTOB. 97-AeTHSs Oa-
A€pHHA JaBHO YK€ HEe BCTAéT C HHBAAHUJHOIO
Kpecaa, HO JI0 CHUX II0p ocTaércs 6ecCMEeHHBIM

PYKOBOIUTEAEM OCHOBaHHOTO €10 Hartnonaas-
Horo 6aseTa KyObl, 3aMeIIaHHOro Ha pyc-
CKOM OaAeTHOH MIKOAE (KOTZIa-TO POLUTEAN
IIPHUBEAH CBOIO HETIPEPBLIBHO TAHILYIOIILYIO
[EeBOYKY B YaCTHYIO IIIKOAY OaseTMeticTepa
Hukoaag 9Bopckoro). Cyasba mocrynuaa

C Hell KeCTOKO, IIOCTEIIEHHO 0ToOpaB 3peHue,
HO CBOE HecuacThe «TaHILyIolllas B TEMHOTE»
cyMeAa IPeBPaTUTh B YHUKAABHYIO 0COOEH-
HOCTb: BUPTYO3Hasd MeAKas ITAaCTHKa Ha Me-
CT€, BBICOKUH ITOAET U IIAABHOE, IIABIBYIIIEE
JBHUKEHHE II0 CIIeHEe. A B TOM, YTO TaHeIl BCE
emé PyKOBOAUT e€ CYLIeCTBOM, yOequAnuch
TOCTH KOHT'PECCa, YBUEB HENIOApazkaeMble
JBUXKEHHUS €€ PYK.

ITo cronam danusaa IllraiHa,
IIEpeBOAYHKA
Hu onun rourpecc MUT me obxonutcs 6e3
COOCTBEHHOH TeaTpaAbHOU ITPOrpaMMBl.
HcnaHiel, coCpegOTOYUBIIUCH HA TAHIIE,
OTAAAU APaMaTUYECKYIO CLIEHY T'OCTAM.
CrniekTakab [IeKMHCKOM OIlephI «Y>KacHYB-
Hrasgcd Ayllar» — KBUHT3CCEHIIUA HEITIOBTOPHU-
MO0 KUTAUCKOIr'O TeaTpa C OPUTHMHAABHBIMU
FOAOCOBBIMH MOAYASITUSIMHU, TPIOKaAMH, OUT-
BaMU, TOBOPAIIUMHU AETAAIMH KOCTIOMOB,
MHOTI'0O3HAYUTEABPHBIMH MacKaMU U YMEHUEM
U3HYTPU HAIIOAHSATDE 3aCTBIBIIYIO MACKy 3MO-
ITMOHAABHBIM HampsikeHueM. Cpeau ydact-
HHKOB KOHTI'pecca ObIAM U TaKHe, KTO BKU-
BYIO YBHUIIEA 3TO UCKYCCTBO BIIEPBEIE, KaK,
HaIlpHMep, 3CTOHCKAasI akTpuca AHy AawMmil,
KOTOpad He MOTAa CKPBITh CBOETO BOCTOPra.
A MHOTHUX 3pUTEAEH YAUBUAO, YTO 3Ta IIbECa
TaK II0X03Ka Ha IIeKCIIHPOBCKOro «Makbe-
Tar. Pa3Be 4T0 37/€6Ch MOAOJOTO TILIECAABHOT'O
rnobequTeAsI HAIIPABASIOT Ha IIyTh yOuicTBa
He MH(pbepHAaABHbBIE BEIbMEI, a BeCEABIE CAYTH
npocueHuyMa. Korma xxe neAo JOIIA0 O0 TPo-
HYBIIIET'0CsI C MecTa Aeca U obeIlaHusd, 4To
KuTadckuii MakbeT magéT oT PyKH YeAOBe-
Ka, «HE KEHIITUHON POXKAEHHOIO», HE OCTa-

ITocel MesxxoyHapooHozo0 uHcmumyma
meampa Pununn ApHo, Ilanoma Iledpepo,
Kpucmurna Xoiioc u Anucus AnoHco

dabuo Tonneou (Mmanus)

Lupexmop MUT Tobuac BosiHKoHe
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«/Ton Kuxom». CmyoemHanl
YHusepcumema Anucuu Anorco

Ilaeen Llepemnurnos u
Pugpram Hepadgpunoe (Poccusy)

Pugpram Hcepagpunos (Poccus) |

35 Konepecc. [eHb nepsblil
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Knanyce 8 eepHocmuw,
LxopoxxmayHckuil yHusepcumem

=

Onvea Pyxc u KoncmaHmuHr
Paitixur (Poccus)

Cnexmaxno
«Cmulo» (M3pausis)

I'enepaneHblil cekpemapuam MHUT 8 nonHom cocmage

Ipedcmasumenu Agppurarcioeo ¢ dupekmopom Tobuacom BesinkoHe (caesa) u
Ppez2uoHanbHo20 KoHcysnbecmea  npesudeHmom Moxamedom Ane Agpkamom (cnpasa)
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Orc-npeszudenm MHUT PameHdy Madrxxymoap (Baranadewt) ¢ Konnezamu

AOCBh COMHEHUH, 4YTO KUTaHCKHe ABUTATEAN
CIO2KeTa HEIAOXO 3HAaKOMBI C Tpareauei
MMekcninpa. Ho drHAaA, roe reHepaa ¢ camy-
pa¥iCKuM My>KeCTBOM IIPOH3aeT ceds oTpaB-
A€HHBIM MeY0M, H30aBHUB CBOET0 II00eUTEAST
OT BUHEI yOUHCTBA, a ce0sl OT IIPEeKHETo
11030pa, IIPOBOAUT KUPHYIO YEPTY MEXKIY
Mopaakbio 3anana 1 Bocroka.

KyOuHckUii ciekTakAb «10 MEAAMOHOB»
B roctaHoBKe Kapaoca Ceapapana, Ha-
IIPOTHUB, IBASA IIPUMED aCKeTHU3Ma U ObIA
0oABIIIE TOXOXK HA IIOCTAHOBOYHYIO YHUTKY,
KOoTOpas, BIIPOYEM, HE yMaAsAa JOCTOUH-

«Kagpe Ha obouuHer (@ununnuHuwl)
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cTBa akTépcKux pabor. UcTopus cTpaHsbl
pacckasaHa 4epe3 UCTOPHUIO pacliagaroliei-
CS CEMbH (pa3Hble ITIOAUTHYECKHE B3TALIBI
poauTeAel UrparoT B 3TOM paclaje BaxK-
HYIO POAB), & BCETIa MYYHUTEABHBIH BBIOOD
CBIHA-TIOAPOCTKA MEXKAY POAUTEASIMHU yCy-
rybasieTcs emé 1 HeoOXOAUMOCTBIO HpaB-
CTBEHHOTO BbIOOpa, COOCTBEHHOH «HIE0A0-
rum. OTBEPTHYTHIN MaTephio, TAHYITHICS
K OTILY, OH OJHAaX /bl C TOPEYBIO Y3HAET, YTO
U OTe€lIl CTaA IIPpegaTeAeM CBOUX UHTEPECOB.

Ho, noxaayii, HauboAbIIHE HHTEPEC BbI-
3BaA U3pPaUABCKUY ClleKTaKAb «CTBI» B IIO-
craHoBKe 'anma Katinapa, KoTopbIl y cebsa
Ha POAMHE UrpaeTCd B MAACHBKOM 4aCTHOM
TeaTpe, a B CeroBHHU — 1107 CBOAYATHIMH I10-
TOAKAMHU YHUBEPCUTETA, PACIIOAOKEHHOI'0O
B ObIBIIEM MOHAacTbhIpe CaHTa-Kpyc. B oTan-
que OT CIIeKTaKAeM Koaaer, repoH «CTeigar
BBIHOCST Ha Cy[ IIyOAUKH CBOIO PEAABHYIO
HCTOPHIO.

Hx nBoe — u3panuabcKad akKTpHU-
ca (oHa ke aBTOp Ibechl) JiiHaT Baiir-
MaH U aAeCTHHCKUM akTép Mopan Xac-
caH. Ux nyTu nepecekaucsk B Xaiide,
B IIAAECTHHCKOM TeaTpe «AAb-Munaas».
Ha cnene oHH BCcTpedaroTcd rocepe-
OUHE NeHCTBUS — [TIaAeCTHHEIl 0epekHo Ha-

OpachIBaeT M3PAUABTIHKE Ha CIUHY OEAyIO
TKaHb U YBOAUT 3a KYAUCHI: OHA y3Ke 3aKOH-
4yuAa CBOIO UCIIOBENb, EMY €IIE TPEACTOUT
U3AUTH Aynly. X AndHas rpaHulla MeXay
U3pauasem u [larecTuHOM — 312 Geaas
TKaHb, 9TOT 3a00TAUBEIN XecT. Ho Kak ke
OHa He COoBMAaJaeT C HacTodllel rpaHulle!.

OHa, pacckasbIBasi CBOIO UCTOPHUIO,
MeHdeT Ha clieHe (pyTOOAKH, OH — TOTOBUT
KOKTEWAH U yTOLIaeT KOT'0-TO U3 3PpUTEAEH.
Ha 3kpaHe IOMHUHYTHO BKAIOYAIOTCH TEAE-
HOBOCTH: TO MUHHUCTP KYABTYpbl Mupu
Peres, To MuHuCTp 0oOpazoBanug Hadrasu
Benert obemtaoT AUIIUTE (PHHAHCUPOBAHUS
TeaTphl, KOTOPhIE TIO3BOASIIOT cebe CTaBUTh
nucateAeil — TIOCOOHUKOB TEPPOPUCTOB.

OnHazkabl DUHAT, U3BECTHAS
10 HECKOABKHUM (PUABMAaM U CEpPHUAAAM,
TI03BOAHMAA Cce0e TTOIBUTHCS Ha YAUIIE
B ¢pyTO0AKe ¢ BEIIMUTHIM (paaroMm [TasecTn-
HBI (HOJAPOK CECTPHI), IOITaAa B 00HEKTUB
marapaliii 1 BMUT CTaAra O0’bEKTOM HeHa-
BHCTHU CHa4daAa II0Ab30BATEAEH COILICETEMH,

a IIOTOM U IIPOCTO Y3HAIOIIUX €€ ITPOXOKUX.
Kpowme Toro, oHa mo3BoAuAa cebe mucaThb

B IIaAECTHHCKOe usnanue «Maapus», II03BO-
AViAa cebe BBICKA3bIBATHCH IPOTUB BOMHBI
c I'azoii. Bckope oHa He yBUAEAA CBOETO
UMEHHU B TUTPaAX HOBOTO (pUABMA C €€ yda-
CTUEM, 3aTO0 YCABIIIaAa OT CBOEro areHTa:
«[IpekpaTy TOBOPUTH, YTO ThI AyMaelllb,
IOATIUCHIBATE ITIETHUIIUH, XOOAUTE Ha JEeMOH-
CTpallly, IIOCTUTE cTaThU B «DeticOyker.

U yx TeMm 6oaee HOCUTDH MafKu ¢ haarom
[MTaaectunsl. [lomoru MHe TOMOYE Tebe».

Pacckas D#iHaT TO U meao riepedbuBaeTcsd
aI0eCOBaHHBIMU el mocTamu u3 «detichy-
Kar. [ToxkeaaHUSI AUNIUTHCH I'PaXKIAHCTBA,
ObITE OPOILIIEHHOH Ha pacTep3aHue apabaw,
IIPOBECTH OCTATOK JHEH B mapaamude, bec-
KOHEYHO XOPOHUTH CBOUX OAU3KUX — MaAas
JIOASI TOTO, YTO OHA YyuTaAa Ha cebe. Ce-
TOMIHS OHA DOABIIIEe HE UTPAET B HAAECTHUH-
CKOM TeaTpe. 3aT0 XOPOIIo IIOHUMAaeT, KaKk
urpatb cBoro OdeAnro U3 MIOAAEPOBCKOH
«TamMaeT-MaIIUHBD: «f BBIXOXKY Ha YAUILY
B OJIEZK/IE M3 KPOBI». A XKEATYIO TAAECTHH-
ckyio QyTOOAKY OHA HaZleBAET TEIEPh TOAb-
KO Ha criekTakae «CThLIy.

Mopa — masecTUHEI U3 EPEBHU OAM3
Haszaperta, ero npegkKu o0 IIECTOIO KOAEHA
3aHUMAaAUCH ITPOU3BOACTBOM BOCTOYHBIX
cAazocTel. A OH, CTapIINY CbIH B CEMbE, 3a-
XoTeA OBITH akTépoM. MedTaA 0 POAIX B IIPO-
u3BeAeHuaX 3uana Pabauu, Xacana Kaua-
danu. B u3pauabCcKux TeaTpax eMy OaioT
TOABKO POAH apaboB. <baaromaps TakuM,
KakK §, OHU IIOAYYaAHU I'PaHThI Ha COTPYAHHU-

4eCTBO,— F'OBOPUT Mopa,— X0Ts 3TUX AEHET
4 He BuAeAr. OH nonpabaTbiBaeT 6apMeHOM —
PENETUPYET MOHOAOTH IIEPE/, IIOCETUTEASIMHU
bapa. Urpaet B Tearpe, pUHAHCHPOBAHIE
KOTOPOTO 3aMOPOZKEHO H3-3a pernepTyap-
Ho¥ noanTuKH. OH ITIOHMMAaeT, YTO HUKOraa
He ceirpaet 'amaera (ma xots ['mabaeHCcTEP-
Ha) uau Makku-Hoxka — ero TeaTp He II0-
TSHET TaKHe IIOCTaHOBKHU. Mopas He X0-

4yeT OOPBEOBI, OH XO4eT UrpaTh ¥ 60POThECS

3a CBOM LIEHHOCTH 4Yepe3 UCKyccTBo. Ho BoT
yXe onpeneA€HHbIE CIIEKTaKAU CTaHOBSITCS
IIOYTH YTO aKTOM I'PAKJaHCKOIO HEIIOBHHO-
BeHHud 1 Mopan — ero yuactTHUK. Koaaeru-
panuKaAbl OOBHHSIOT €ro B ApyKbe ¢ u3pa-
HABCKOM akTpHcol OiiHat Baiiniman («OHa
Takas Xe, KaK MUHHUCTP KYABTYpPbID). A ne-
BOYKa-eBpelKa, 3amenias B 6ap, oberraer
IIPUBECTH HAa 3aIIPEIEHHBIH CIIEKTaKAb BeCh
CBOM KAaCC, KOTOPBIH YYUT apadCKui. ..

TeaTp Kak cIlaceHHe
[MpobaemaTuka criekTakAs «CTBI» TAK UAU
HHAa4e 0T03BaAach B paboTe KOH(epeHIIHuH

U KPYTABIX CTOAOB KOHI'pecca. O MeIAeHHOM
YMHpPaHHUH [TAAECTHHCKUX T€aTpPOB (B 4acT-
HocTH, TeaTpa B Pamaaae), AMIMEHHBIX (pu-
HaHCHPOBAHUA 3a OIIPEAEACHHBIE CIIEKTAKAH,

-

Contribute
to the History
of Theatre!

Lxopoxw Opmoanan (CIIA) Ha ¢hoHe nrakama
ITy6rukayuorHozo komumema MHUT
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WIkopakust U AMAHOUH», NpoeKm Komumema Mo100bLX NPAKMUIKo8 meampa

006 X BO3MOKHOM IIPEBPAIIEHHH B TOPrOBBIE
LEHTPbI, 00 OIIACHOCTH TAKOr0 «pedpeHAHTa»
TOBOPHUAOCEH Ha KPYTAOM CTOA€, TTIOCBSIIIIEHHOM
TeaTpy B KOH(PAUKTHEBIX 30HaxX. HeBo3MOK-
HOCTb IIOTIaCTh TyZa TeaTpaAbHONH KOMaHIe
MUT, cnenmaau3upytomieiica Ha KOH(PAUKT-
HBIX 30HaX, BHOBE IIOTHSIAA BOIIPOC O HEOO-
XOIIMMOCTH CO3[IaHUS apTUCTUYIECKOH BU3EI,
OTKpBbIBaloIllel Bce rpaHullsl. Ho Ha cet pas
C AéTKOH PyKHU UHAUNCKOM IIO3TECCHI U aK-
Tpuchkl Pambl MaHM 3TH pasroBopel oOpean
XapakTep AOKyMeHTAa — IIETHUIINU O CO3MaHUuU
rA00aABHOTO apTHUCTHYECKOTO [1acIiopTa,
IIpEBpPAIIAIOIIETO apTUCTAa B IpaskJaHUHA
OURtopia — Mupa 6e3 rpaHuIl, HO C IPaBOM
Ha AMYHYIO ITO3UIIHIO TI0 BCEM ITOAUTHYECKHUM
BorrpocaM. Tem Ooaee 4TO CBOM KOH(AHUKTHEBIE
30HBI €CTh B AI000H cTpaHe. [Jaxke B SioHuy,
I7ie TaAKOY 30HOH IBASIETCS ITPOCTPAHCTBO
aMSITH (0 4€M MOBOPHA SITIOHCKHH PeKUCCED
Cora llynxwu).

O crmacuTeAbHOM poAH TeaTpa B COBpeE-
MEHHOM MHPE paccyKaaAHu Ha KOHTpecce
MHorue. U uraabsHCKHUH pexuccép Burto
MuHoO#H S, TOCBATUBHIINE MHOT'O A€T CO3/1a-
HUIO TIOPEMHOIO TeaTpa U JaxKe CYMEBHINH
ybenuTe MHOTHX VYHUTEAEH U ponuTeseit
B HEOOXOIMMOCTH IIPHUBAEKATH B TAKOH
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TeaTp noapocTkoB. 1 amepukanka OMU-
ang Kaganepo, KoTopas IIpoBesa MacTep-
KAacc IIo pa3BUTHIO 5MHatuu. 1 komanga
u3 Bypkuna-®aco (YHUKaABHOM CTpaHbI

C IIECTBIOAECATHIO I3bIKaMH), JEAUBIIASICS
OIIBITOM CO3[aHHS COIIMAaABHOTO TeaTpa.

Ho caMbIM IpKHUM BBICTYIIA€HHEM Ha 3Ty
TeMy cTasa peub KoHcTaHTHHaA PalikuHa,
IIPUTAAIIEHHOrO Ha KOHI'PECC B KaYeCTBE
OIHOT'0 U3 ABYX KAIOUEBBIX CIIMKEPOB (BTO-
prIiM Obiaa ucnauka [lasoma Ileapepo,
opaMmatypr u pexuccép). OH roBopHa
0 TeaTpe KaK O CIIaCeHUU — 0T PHU3NIEeCKOHU
00AM (Tak OBIAO B CAydYae C ero BEAUKHUM OT-
1I0M), OT PEBOAIOIIMOHHOTO 6e3yMud (TaKUM
obpazom coxpaHuasack ycaabba [ToaeHOBO,
rIe KpecTbsHe ObIAU CAUIIIKOM 3aHATHI
peneTHIHuIMH HOBOTO CIIEKTAKAL, YTOObI
IPOHUKHYTHCS GOABIIIEBUCTCKUMU HACTPO-
€HUSIMH U «IIOAILyCTUTH KPACHOI0 IIeTyXar
CcBoeMy 0apHHY), OT CTAAHMHCKOIO TepPpo-
pa (3HaMEeHUTBIN HOPHUABCKHUY TeaTp BO3HUK
HMEHHO B AAaTrepe), OT BpaX/abl, IOPOXKAEH-
HOI BOHWHOH (OH 4O CHX IIOP HAXOAUTCS IIOL
CHUABHEHIIINM BIIEYaTACHHEM OT HETaBHUX
ractpoaei B KueBe 1 Ozmecce u Toro mkBaasa
oBalui, KOTOPBIH €My YCTPOHAH), OT AI00O-
o pacyeAoBeYEeBaHHUS YEAOBEKA.

Olga KANISKINA
Photos courtesy of International Theatre Institute (ITI)

THE SPANISH SEGOVIA HOSTED THE 35TH INTERNATIONAL
THEATRE INSTITUTE WORLD CONGRESS THAT WELCOMED
REPRESENTATIVES FROM D6 COUNTRIES. THE SLOGAN FOR
THIS CONGRESS WAS THE CALL TO “AcT!”
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rabic dishdashis and bishts, Indian sari,
African designs on wide shirts, strict
European suits, and universal popular
consumer goods for a hot summer —

that’s the dress code for the International
Theatre Institute theatre team that comes
together once every two years for its World
Congress. To exchange ideas and invitations,
to talk about their problems, to present a new
festival, to watch the plays, to listen to the
luminaries, to do a brainstorming session in
order to understand how this motley crew of
play actors can go on living in a fragmented
and global world... No matter how you spin it,
ITI is the only theatre organization in the
world that unites people of theatre from all
continents.

The young must defend

their values

One of the main events started “with an
anacrusis” — for the first time the congress
featured a student festival titled “The
Congress Prologue”. For three days in a row,
students from different continents performed
their productions in the building and the
courtyard of the former women’s prison that
had since been turned into the La Carcel
cultural centre, as well as on the Palace
Square and inside the St Nicholas church,
inscribing these productions on the fly into
the proposed circumstances of the “adult”
congress and the harsh space. The festival
featured students from the Bern University of
the Arts (“The Theatre of Things”), Slovenia’s
school UL AGRFT (“The Conference of the
Birds”), Georgetown University (“I Pledge My
Allegiance”), Spain’s Paladio Arte (“Nadi”),
Shanghai Theatre Academy (“The Taming

of the Shrew”), Accademia Teatro Dimitri
from Switzerland (“An Old Lodger”), India’s
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Spanish project”Bitter Shell”
in the yard of La Carcel

JAPAR school (“Balancing”), Ateneo de
Manila University of the Philippines (“A
Roadside Café”), Drama Departments
from Capetown (“Miss Julie”), and last
but not least the University of Alicia
Alonso (“A Bitter Skin”). The performances
smoothly transitioned into discussions,
discussions into performances: for three
days in a row the courtyard of La Carcel
buzzed like a beehive. Says Daniel Bausch,
professor at the Accademia Teatro Dimitri
of Switzerland and the architect behind the
student “Prologue”

“The beauty of it is that there was
no competition, none of that awards and
arguments stuff about whose school and
whose education is better. Slovenian actors,
who came first, demonstrated a very high
skill level. While the actors from Georgetown,
who may not have a classical education,
presented an honest, profound, sincere work,
and later we had a good discussion on the
topics that concern them — about politics,
immigration (most of them were born in
the United States, but their skin color is
different). Overall, it was very important
to hear the voices of the students rather
than professors at this festival. The Indians

arrived at the Congress with a clown show —
I should clarify that they don’t expressly
study clownery, but they made one such
project. They borrowed red noses from the
Europeans, brought in their own culture,
created a show for the children: and right
away you realize that there are certain basic,
important concepts — timing, working with
the audience, the precision of a gesture — that
are the same for all of us.”

Accademia Teatro Dimitri that
Daniel Bausch represents is a unique
phenomenon in and of itself. It bears the
name of one the most famous clowns in
Switzerland and Germany — Dimitri (the
student of the great Marcel Marceau
celebrated his 80th birthday on stage; last
year he, unfortunately, passed away). It’s
located in a Swiss village of Canton Ticino — a
ten-minute car drive from Lugano with its
film and jazz festivals, small theatres and
cozy cafés, but in the winter life there comes
to a halt and the students are simply doomed
to bury themselves in their studies. They
begin at 7.30 — Tai Chi, acrobatics, step,
and so on down the list of subjects related
to movement. In general, both full-time
students and special education students can

be admitted to Accademia Teatro Dimitri,
provided they are obsessed with theatre and
love movement. Rehearsals run from nine in
the morning until five in the evening. “I think
people work more in Russia,” Daniel smiles.
There are no general humanities subjects
as such, only practical training. “Reading
a lot, including books on theatre theory, is
something they should do on their own,”
says professor Bausch. “And I must say,
they do.” Instead, a lot of time is allocated
to project management — students must be
able to describe a project and find funding
for it. They study Stanislavski, Grotowski,
Mikhail Chekhov, and other gods of theatre
science independently. But they are working
extensively on developing the system created
by Richard Weber, one of the school’s co-
founders, a Czech mime, who created
Prague’s Divadlo Na zabradli together with
Ladislav Fialka, where he worked on the
development of theatre without words (it’s
part of a powerful theatre phenomenon
that arose out of the need to circumvent the
censorship of the pro-Soviet authorities).
But studies begin with Italian language
lessons: two weeks of complete immersion,
then lessons during the first semester — and
students from Germany, China, Russia,
France, and many other countries are
already able to speak Italian fairly decently.
Daniel himself grew up in the German town
of Bochum, famous for its theatre, which
was home to Zadek, Peymann and other
famous directors. So the decision to go into
theatre business was formed rather early.
Several years ago the private Dimitri school,
affiliated with a university in Lugano, began
handing out government-issued diplomas.
“I can’t claim that theatres are all that
desperate to get our graduates,” continues
the professor. “They need to think more
outside the box themselves, they need to

5 k. &
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International Monodrama Forum
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Workshop of Hamadou Mande (Burk-ina Faso)- .

conceive of something new in the profession:
do a show, conduct workshops, nurture
social contacts, work with children — create
their own profession. Because the profession
that we owned some twenty, even fifteen
years ago, is dying. The older generation of
directors caters to their contemporaries, and
for the young ones you need to come up with
a new language. Today’s artists need to feel
responsibility for developing that language,
protecting THEIR values. And for seeking out
teachers who could give them such a push.
They’re setting their foot on a new ground,
the former one no longer exists.”

Emotions and rituals

The Dance Symposium is yet another
powerful “satellite” of the Segovia Congress.
Every morning all those interested could
attend dance classes. Daytime was given

to theory — the symposium welcomed
masters from the most diverse theatre
directions. Spain’s Vincent Mahiques

talked about the Franklin Method in dance,
dedicated to interaction between body and
mind. Israel’s Ruby Edelman defined the
topic of his workshop as follows: “Public
demonstration as a natural instinct.”
Belgium’s Coline Billen invited her audiences
to “A Dance in the woods”, and Poland’s
Jakub Margosiak — to “A Dance with emotion
and imagination.” India’s Gargi Malkani
acquainted the audiences with creations
from the TALEEM Foundation that have to
do with health, survival and adaptation.
Spain’s Isabel Arance gave a workshop on
jazz dance for drama actors. And France’s
Francois Veyrunes proposed to look at dance
as a form of relationship.

And in the evenings the dance celebration
would set in: the entire town would come
together on the square by the Aqueduct (the
main attraction of this landmark city and
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the most well preserved portion of the giant
aqueduct of the Roman Empire — a 28-meter
stone structure that is held together without
an ounce of any sort of binding compound,
with the exception of some hundreds of
swallow nests). It was against this grand
background, as well as in the small town of
La Granja not far from Segovia, that every
evening students of the University of Alicia
Alonso Dance Department presented a new
program that incidentally featured required
passages from “Don Quixote” (an homage

to Spain and the Russian ballet school) and
“Giselle” (the main production in a long —
Alonso danced until the age of 75 — life), and,
of course, with flamenco. But there were also
many interesting premieres of contemporary
choreography — such as “Estudio 3: Miradas”
in Alicia Soto’s production, “Spider” in

the production of choreographer and

dancer Virpi Pahkinen, “Chair Antigone

#2” set to the music of and staged by
Francois Veyrunes, “Mimiosumasu” (which
means “the start of understanding”)
choreographed by Rui Ishihara, “The

Urban Dancescape” (music, costumes and
choreography by Parimal Phadke), “The Sense
of Surface” in Elin Kristofferson’s production,
“The Sound of Silence” by choreographer
Okbaoui Cheikh, “Rite of Exile — Wounded
Eye” by choreographer Anmar Taha, and
others.

But perhaps one of the Dance
Symposium’s main events was the
appearance of the legendary Alicia Alonso
herself, who received yet another award
to add to her endless collection of orders,
medals and titles from all continents. The
97-year-old ballerina is long since unable to
rise from her wheelchair, but she continues
to be an irreplaceable director of Ballet
Nacional de Cuba that she herself founded,
an establishment created out of the Russian

Y Awards for the significant contribution to ITI

Dance Forum
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Daniel Bausch and Derek Goldman with students

ballet school (long ago Alicia’s parents
brought their constantly dancing girl to
ballet-master Nikolai Yavorsky’s private
school). Fate was cruel to her, gradually
taking her eyesight, but “dancer in the
dark” was able to turn her misfortune into
a unique ability: virtuosic plasticity of
fine movement in place, a high flight and
smooth, floating movement across the stage.
And congress guests were able to see for
themselves that dance still rules her being
by watching the inimitable movements of
her arms.

In the footsteps of Daniel
Stein, Interpreter
There wasn'’t a single ITI congress that
went without its own theatre program. The
Spaniards, who focused their attention on
dance, gave the drama stage to their guests.
The production of “A Terrified Soul” by
Peking Opera is a quintessence of the inimitable
Chinese theatre with original voice modulations,
tricks, battles, speaking costume details,
meaningful masks, and ability to fill a frozen
mask from the inside with emotional tension.
There were among congress participants
those who saw this art performed live for the
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first time, such as, for instance, Estonian
actress Anu Lamp, who was unable to
hide her admiration. And many spectators
were surprised that this play resembled so
much Shakespeare’s “Macbeth”. With the
only difference being that here the young
and vain victor is set on a path of murder by
the joyful servants of the proscenium rather
than by diabolical witches. And when things
came down to the moving woods and the
promise that the Chinese Macbeth will fall at
the hand of a man “not born of woman?”, there
was no longer any doubt that the Chinese forces
behind the plot have a fairly good knowledge of
Shakespeare’s tragedy. But the finale, where
the general with the courage of a Samurai
runs himself through with a poisoned sword,
thus sparing his victor the guilt of murder and
himself the earlier shame, draws a thick line
between the morality of the West and the East.
Cuban play “10 Million” in Carlos Celdran’s
production, on the other hand, was an
example of austerity and resembled rather
a choreographed reading that didn’t take
away from the actors’ skills. The country’s
story is told through the story of a dissolving
family (the parents’ differing political views play
an important role in that dissolution), and the

teenage son’s ever agonizing choice between the
parents is further compounded by the necessity
to make a moral choice, the choice of his own
“ideology.” Rejected by his mother, drawn toward
his father, he one day realizes bitterly that his
father has betrayed his interests as well.

But, perhaps, the biggest sensation was
caused by Gad Kaynar-Kissinger’s Israeli
production of “Shame”, which in its
homeland is performed in a small private
theatre, but in Segovia was presented
under the vaulted ceilings of the university
located in the former Santa Cruz monastery.
Unlike his colleague’s productions, the
characters in “Shame” bring their real-life
story to the court of public opinion.

There are two of them — Israeli actress
Einat Weitzman (who is also the author
of the play) and Palestinian actor Morad
Hassan. Their paths crossed in Haifa, at
the Palestinian Al-Midan theatre. They
meet on stage halfway through the act —
the Palestinian gently drapes white fabric
over the Israelite’s shoulders and takes her
backstage: she has already finished her
confession, and he has yet to pour out his
heart. Their personal border between Israel
and Palestine is that white fabric, that caring
gesture. But it is so drastically different from
the real border.

She changes her t-shirts on stage while
telling her story, he prepares cocktails and
serves them to some of the spectators. TV
News come on screen every minute: one
moment it’s the Minister of Culture Miri
Regev, the next it’s the Minister of Education
Naftali Bennett both promising to defund
theatres that dare to stage playwrights that
assist terrorists.

Once Einat, who was famous through
several movies and TV series, dared to go
outside in a t-shirt with a stitching of the
Palestinian flag (a present from her sister).

Arabian Regional Counsil

]

AJ;zy Joshi (India) and Vito Minoya (Italy),
members of ITI Publications Committee

She was caught by paparazzi camera
and instantly became the object of hatred
first on the part of social network users and
then simply from passers-by who happened to
recognize her. Moreover, she dared to write in
the Palestinian publication “Maariv”, dared
to speak out against the war with Gaza. Soon
she saw that her name wasn’t in the titles of
the new movie that she was featured in, and
she heard the following from her agent, “Stop
saying what you think, signing petitions,
going to demonstrations, posting articles on
Facebook. And especially wearing t-shirts
with the Palestinian flag. Help me help you.”
Einat’s story is periodically interrupted
by Facebook posts addressed to her. Posts
wishing her to lose her citizenship, to be
thrown to the Arabs to be ripped to pieces,
to spend the rest of her days paralyzed,
to be endlessly burying her loved ones —
are but a small portion of what she read
about herself. These days she no longer
performs at the Palestinian theatre. But
she understands very well how to play her
Ophelia from Miller’s “Hamletmachine”: “I
go outside in clothes made of blood.” And she
now only wears her yellow Palestinian shirt
when performing “Shame.”
Morad is a Palestinian from a village near
Nazareth, six generations of his ancestors
produced oriental sweets. And he, the oldest
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son in the family, decided that he wanted to
be an actor. He dreamed of playing parts in
works by Ziad Rahbani, Ghassan Kanafani.
In Israeli theatres he is only ever given the
parts of Arabs. “Thanks to people like me,
they would get their collaboration grants,”
says Morad, “even though I never saw that
money.” He moonlights as a bartender —
rehearses his soliloquies in front of bar
patrons. He performs in a theatre, whose
financing has been frozen because of its
repertoire policy. He knows that he will
never play Hamlet (or even Guildenstern)

or Mack the Knife — his theatre won’t be
able to handle such productions. Morad
doesn’t want to fight, he wants to perform
and to fight for his values through art. But
already certain productions become almost
an act of civil disobedience, and Morad is its
participant. Radical colleagues accuse him
of being friends with Israeli actress Einat
Weitzman (“She is just like the Minister of
Culture!”). And a Jewish girl, who came to
the bar, promises to come to his banned
production and bring her entire class
which is studying Arabic...

Theatre as salvation

The problematic of the production of “Shame”
echoed one way or another in the way the
congress’ conferences and roundtables
operated. The roundtable devoted to

theatre in conflict zones discussed the slow
death of Palestinian theatres (in particular,
the theatre in Ramallah) that were defunded
for specific productions, the possibility of
those theatres being turned into shopping
centres, and the danger of this type of
“rebranding.” The inability of the ITI theatre
team, which specializes in conflict zones,

to get there once again raised the question

of the need for an artist visa that would

open up all borders. But this time, thanks

to Indian poetess and actress Rama Mani,
these conversations became a document — a
petition for the creation of a global artist
passport that would turn an artist into a
citizen of OURtopia, a world without borders
but with the right to a personal opinion in all
political questions. All the more so because
every country has its own conflict zones.
Even in Japan, where this zone is the space
of memory (something Japanese director Sota
Shuji discussed).

Many at the congress discussed the
salvational role that theatre plays in modern
world. Those included Italian director Vito
Minoia, who dedicated many years to creating

MUT-UH®O No3 2017

and Konstantin Raikin (Russia) g
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A key note speaker Paloma
Pedrero with a translator

prison theatre and even managed to convince
many of the teachers and parents of the
necessity to engage teenagers in this type of
theatre. And American Emilia Cachapero, who
conducted a workshop on developing empathy:.
And a team out of Burkina Faso (a unique
country with sixty languages) that shared its
experience in creating a social theatre.

But the most striking statement on this
subject was a speech by Konstantin Raikin,
who was invited to the congress as one of the
two keynote speakers (the other was Spain’s
Paloma Pedrero, playwright and director). He
talked about theatre being a salvation —from
physical pain (as was the case with his great
father), from the madness of a revolution (this
was how the Polenovo Estate managed to
survive — the peasants there were too busy
rehearsing for the latest performance to
embrace Bolshevist sentiments and “let the
red rooster come near” their master), from
Stalinist terror (the famous Norilsk Theatre
was actually born in a labor camp), from
animosity spawned by war (he remains
deeply impressed by the recent guest
performances in Kiev and Odessa and the
roar of applause that had greeted him), from
any dehumanization of man.

The Congress’ flag is
welcome in Segovia

Jessica Kaahwa (Uganda) with her colleages )
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Dance Symposium’s main event was the

appearance of the legendary Alicia Alonso herself SRS

“A Terrified Soul” by Peking Opera
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