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IIoCAE BOAEE YEM
[TOAYTOZIOBOT'O TTEPEPBLIBA
B AMCTEPIAME CBbITPAAU
CIIEKTAKAb, HE UMEIOIINUN
B MUPE AHAAOI'OB, — «['OPY
OAumMI» AdHA PABPA

1 Er'O TEATPAABHOMX
KOMITAHUU TROUBLEYN

13 AHTBEPIIEHA.

BUAETHI BBIAU
PACKYTIAEHBI 3A TIOATOIA
J10 TIPEZICTABAEHMY,

A TIYBAUKA B 3AAE
STADSSCHOUWBURG
AMSTERDAM COCTOSIAA

13 [IPEICTABUTEAEU
MHOECTBA CTPAH.
PyCcCcKA4 PEUYD,
HATIPUMEP, CABIIIIAAACH

B ®OUE HE PA3 U HE [IBA.
O4YEBUIHO, 3PUTEAU

13 Poccun OKA3AAUCH
[IOATOTOBAEHHBIMU K
BOCIIPUATUIO CIIEKTAKAY
AHA PABPA OCOBEHHO
OCHOBATEABHO, BE/Ib

C OKTSIBPY IO ATIPEADB

B IIETEPBYPI'CKOM
OPMUTAXKE BbIAA
OTKPBITA HEBEPOYTHAS —
[10 TAYBUHE U
[TPE/ICTABUTEABHOCTH,

10 BKAIOYEHHOCTH

B MHOTOBEKOBOE
UCKYCCTBO — BBICTABKA «%1H
®dABP: PBILIAPL OTUYASIHUY —
BOUH KPACOTBI».

OT y2K€ IIOYTH ABa roga

B MHUPOBOM T€aTPaAbHOM

IIPOCTPAHCTBE CYILLIECTBY-

€T CIIEKTaKAb II0 JPeB-

HerpedyecKuM Mudam,

KOYYIOIIUH 10 Topoaam

U cTpaHaM (caemyrollee
IIPEeACTaBACHUE IIOCAE AIIPEABCKOI'0 COCTO-
utcd B ceHTs0pe B [lapuzxke B Tearpe ne Aa
Buaasp). CrieKTakKAb IPOAOAKUTEABHOCTBIO
ABaAllaTh YeThbIpe dYaca, pa3bIIpbIBA€MBbIH
[OBaIaThI0O CEMBIO aKTépaMu, pa3OuT Io-
CTaHOBIIIMKOM Ha INATHAALATh 3IIU30/0B.
BOoABIIMHCTBO U3 HUX 03aTAaBAE€HBI UMEHA-
MU aHTHUYHBIX [IepCOHaKel: ITeoka, ['ekyda
u Opuccelt, Onun, Penpa, 'epkyaec, DaekTpa
u Opect, Mened, AHTUTOHA, AIKC U T. 1.

HuuyTh He naeasusupyda odurareseis
rops! Oanwmil, abp mapyeT UM HeOOBIKHOBEH-
HOTo IIpenBoauTeAs B oOpase [JuoHnca — OH-
npro BaH Octaze. B HabenpeHHOH IOBsI3Ke,
BpeMeHaMHU yBEIlIaHHbBIH I'PO3AbSIMU BUHO-
rpaja, B IIBETOYHOM BEHKE Ha TI'OAOBE, C IIO-
KOPSIOIIEH ITAyTOBaTOH YABIOKOM OH TPSCET
cBouMH OeCKpalHUMHU TeAecaMHU, HE CTeC-
HASCh HU UX, HU CBOEH CIIyTHHUIILI — KEHCKO-
o BapHaHTa OXKUPEBIIETO OT BO3AUAHUH,
HO TAKOI'0O BUTAABHOIO OOora BHHA U SKCTasa.
Ha BricTaBke B Opmurazke ®abp npeacra-
BHA LIEAVIO CEPUIO PUCYHKOB, CAECAQHHBIX
1apuKoBOM py4dkoii Bic: dlogBaenue u uc-
4e3HoBeHHE Bakxa I» BAHOXHOBAEHO HE TOABKO
pyOeHcoBckuM BakxoMm, HO ¥ HECpaBHEHHBIM
Ouppro BaH Octaze B obpaze JuoHuca.
JMOHUCHUNCKHE OPTHUH, COMHUTEABHBIE

C TOYKU 3peHUs o0bIBaTeAd OpyTaAbHbIE TaH-
1bI, oOOHaKEHHBIE TeAa OOOUX II0AOB, CTPACT-
Hble 6eCHOBAHUS U caM03a0BeHHbIe OeCUYnH-
CTBa, B OIPOMHBIX KOAUYECTBAaX — KYyCKaMH
10 KHAOTPaMMY — OpgKarolieecs: Ha CIEHY
CBIpOe MSICO U OpPBI3rH KPOBH, KOTOPLIE 3a-
ASITIBIBAIOT IIOAMOCTKH U JOAETAIOT [0 II€PBO-
ro psgna IIyOABMKH,— BCETO 3TOrO B CIIEKTAKAE
4epes Kpail. 'eHnepHble pa3saudud, Tak
HaTrA9HO 3[1eCh 3a9BA€HHBIE, JOBOABHO CKO-
PO CTOAB K€ JEMOHCTPATHUBHO CTUPAIOTCH.
Bakxuyeckoe u3o0mAne, OMHAKO, HY Ha MTHO-
BEHUE HE BOCIIPUHUMAETCS KaK IIPOBOKAIIHS,
IIOCKOABKY HaJ BCEM 3THUM HEYCBIITHO BUTAET
arlOAAOHHUYECKOE [TIOCTAHOBOYHOE COBEPIIEH-
CTBO, a AI0060€e IBHUIKEHUE U KeCT Ha IIPOo-
TSXKEHUU BCEX ABaAIlaTH YETHIPEX YacoB
IopaskaroT IPOAYMAaHHOCTHIO U IepheKIIN-
OHHUCTCKOM BBIBEPEHHOCTBIO. MHUMBIN Xaoc,
fecriolaiHasg rpOMKOCTE, COKPYIIIUTEABHAS
SHEpPreTHKa U HaKaA pas3TyAa IepeIrsaBAd-
I0TC4 B O4YEPEAHYIO IAACTUYECKYIO CLIEHY,
KOoTOpad JAUTCH 3aBEOMO JOABIIIE TOTOB-
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HOCTH €€ BOCIIPUHHUMATD, AU IEPEXOAIT
B TUXUH, HO CTPACTHBIN MOHOAOT, 3ByYallluii
TO Ha (paaMaHICKOM, TO Ha aHTAUHCKOM,
¢paHIly3CKOM, HEMEIIKOM ANO0 UTAAbIH-
CKOM g3bIKax. (CAOBO 31€Ch BO3AEUCTBYET
HE CTOABKO CEMaHTHUKOMH, CKOABKO MHTOHAIIU-
e, mpencTaBasi IPUIYIANBOE K MHOroo0pas-
HOH akycTudeckol enuuuneii.) au, Haobo-
poT, IPOOYyKIeHUE PEeaAbHO CISIIUX [epen
IIyOAMKOM HCIIOAHUTEAEH (B 3TUX CyTKaxX
IAS aKTEPOB IIPEAYCMOTPEHO TPU KOPOTKHUX
nepepbIBa Ha COH, 3CTETCKH 00CTaBAEHHBIX
U CPEKUCCUPOBAHHBIX, & 3pPUTEADb MOXKET
IIPUCOEAUHUTHCS KO CHY IIPAMO B KPECAE
HAU OTIPAaBUTECS B (poiie Ha pacKAaAyIIIKH)
IIAAQBHO IIpeobpazkaeTcsd B OPrHaCTUIYECKYI0
CIIeHY B 0€ABIX CITaAbHUKAaX-KOKOHAaX, ObIo-
IUXC4 10 CLIEHE, CAOBHO PyCaAO4YbU XBOCTHL.
Hcnoanurean dabpa — B ropaszno 6oaee
BBICOKOM CTEIEHU CUHTETHYECKHE aKTEPHI,
4eM 3TO BOODIIle ITpeaCcTaBASIeTCS BO3MOXK-
HBIM: OHU U ApaMaTHdecKue, U 6aseTHBIE,
U OIlIEpHBIE IIOPOH, U AEUCTBYIOIIHE AULIA
¢usmyeckoro TeaTpa, u nepgopmepsnl. Eié
B ABaalaTuAeTHEM Bo3pacte @abp 3ammcaa
B [IHEBHUKE: «B MOMX raaszax akTépBbI JOAK-
HBI OBITH CaTHUPaMH, My4YHUTEASIMHU U Oora-
M (pparmerTs! «HOYHBIX THEBHUKOB» SIHA
®abpa B nepeBone MpuHb! Aefik orry0ANKO-
BaHEI B )XypHaae «Teatp», No 29, 2017). C Tex
IOP OH CTPEMUTCH K BCE OOABIIIEH OTTOYEH-
HOCTH CBOUX BHUIAEHHUMN U BUAEHUH.
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Slna dabpa BooOIIe Ype3BhIYAHO 3aHU-
MaroT I'PaHUIIbI U IIPEJIEABL: HE TOABKO B HC-
KyCCTBe, HO B AIOZCKOH (DU3HKe U IICUXUKE.

B M0oAOAOCTH OH TATOTEA K 3KCIIEPUMEHTAM
Han cobOM oJ AO3YHIOM «f1 HINYy HCKYCCTBO,
HO HaWTU UCKYCCTBO CAOXKHEE, YEM 30A0TO» U,
CyZs II0 BceMy, ObIA 3aBcermaTaeM IIoANLeH-
ckoro y4dactka. Ero aknuu u nepdopmMaHChI
UMeAHU, KaK IIPaBUAO, BHYUTUTEABHYIO IIPO-
TSKEHHOCTDH BO BPEMEHH, TaK 4YTO CTpaXH
IIOPsiIKA YCIIEBAAH ITPUOBITE U COPHEHTH-
poBaThcd. Hanpumep, 3ammcy B JHEBHUKE

ot 25 maprta 1978 roxna: <HouHasa akmud.

Ha naomagu XpyHIiaaaTc Ha OCTaHOBKE 2-TO
TpaMBasi s BCTaA Ha KOAGHU U IIPUKAACS HO-
COM K TpaMBaliHOMY peAbcy. U Tak s IIpoIioa3
[0 TpaMBaMWHON OCTaHOBKH «7-s1 OAUMITHH-
ckas aanesh. [Toas g yeThIpe dyaca, TPUALATD
1IeCTb MUHYT U ABEHAAIIaTh CEKYHI». A BOT
4TO OH IHcaA 21 uoH4g Toro xke roga: «CerogHs
C ABEHAIIATH YaCoB f IIEAOBAA YAUIIBI, IBEPH,
[oMa U ITaMSaTHUKH MOero AI0OKMOTro ropoza.
Kaxapie gecaTe MUHYT g KpUdaa: «f1 Aro-

0ar0 Te0g, je t'aime, ich liebe dich, I love you.
B ceMHan1iaTs 4acoB aKI1lNs 3aBEPIIIHAACE.
Cpenu caMOMPOHUYHBIX U 60T BECTh KAKUX
e111€ BBIIa0B MOAOJOTO XyAOXKHHUKA B aipec
OOLIECTBEHHOCTH UMEA MECTO TAKOH: Ha CBOEM
JoMe, KOTOPBIM HaXOAHACH Ha TOM Xe YAHUIIE,
4TO0 U AoM Bau l'ora, oH IpUKpENHA TaOAHUUKY:
«3neck xkuA u padoraa u Pabp.

3pearlit I ®abp UCIILITEIBAET I'PaHUIIBI
CIIOCOOHOCTH BOCHIPHUATHSI HECKOABKO MHBI-
MU crHocob6aMu: BBI3BIBAIOIIE PaIHUKAABHBI-
MM METOAaMHU IIPOILIYIILIBAET U UCCAEAYET
BBIHOCAWBOCTE U TOAEPAHTHOCTH My3eHHBIX
noceTuTeAed U TeaTpasbHON IIyOAUKU.

Ot nmoutu naTu4dacoBol «CHABI TeaTpaAb-
Horo 6e3ymus», BocbMHu4YacoBoro «Tearpa
OpeaBUACHUS U HaAEeXKAbD» OH IPUXOIUT
K ABaanarudeTeipéxdacoBoii «<['ope OanMID.
Bcerony 3puteasam naércs KapT-OAaHIN Ha BEI-
XOIl U3 3aAa B AFOOOM MOMEHT NeHCTBUL.

BceMm u3BecTHO, KakK U3 IIEHBI MOPCKOM
OSIBUAACH OOTHHSA AIOOBU U KPacoThl Adpo-
OUTa, HO MAAO KTO TIOMHHT, YTO IPEXK/IE YeEM
IOTIacTh B MOpPe U 00pa30oBaTh GEAOCHEKHYIO
IIeHY, OHa POANAACH U3 KPOBU U CIIEPMBI OCKO-
naéuHoro Kponocom Ypara. ®abp 3ToT UcTOU-
HUK €BPOIEUCKON KYABTYPhI HE 3a0bIBAET.

[TaoTh U cekc — BoT aBa 6ora «[ophbr
OAUMID, OCKOPOUBIIIHE COBPEMEHHBIX TPEKOB,
KOTOpbIe KATeTOPUYECKHU He IT0KEeAaAU IIPU-
HATH BO BHUMaHUe JasKe I1043aT'0AOBOK CIIEK-
TaKASd «BO CAABY KYABTa Tpareaum. B pe3yanb-
TaTe roJ Ha3a/ pasropeAcss CKaHOaA BOKPYT
OaamHCKOTO (hbecTuBaas AduH 1 Snugas-
pPa — ¥ TOABKO YTO Ha3HAYEHHBIH €ro KypaTo-
pom A ®abp, MoUyBCTBOBAB BpaxKIeOHYIO
00CTaHOBKY, OTKa3aACd OT TIOCTA.

OTrnpaBHas To4kKa «['opbl OAUMII» — CTa-
THKA aHTHUYHBIX CTATyH, [IBETOBAasI OCHOBa
CIIEKTaKASI — OeAbIii. Bce KOCTIOMEBI — TOTH,
monobue mAaThEB U I000K, HAbepeHHbIE
IIOBA3KU U MaHTUU KOHCTPYUPYIOTCS U3 II0-
AOTHHMUIIL 3TOTO IIBETA, U PEIKO KOTZIa UM
yaaéTcs JOATO COXPAaHSTH CBOIO OEAM3HY:
IIOCTEIIEHHO OHU IIPOIUTHIBAIOTCH IIOTOM,
KPOBBIO HAH PACIIBEYMBAIOTCS KPaCKaMH
13 DAAAOHYHKOB, BCEBO3MOXKHBIMHU KOH(PET-
THU U OAécTKaMu. B 6eaom arTEPEI IPHITAIOT

qepes TAKEADBIEe KeAe3HbIe IelIH, KaK Jepes
CKaKaAKY,— Ha IIPOTAKEHUH U3HYPUTEABHBIX
OBaNaTH C AUIITHUM MUHYT, My4YHUTEABHBIX
[asKe OASI CO3epLAOIINX 3Ty ClieHy. B 6eaom
OHU TEPSIOT CHABI, B 0€AOM BaAdTCS II0O-
ouepénHO Ha 3eMAIO, B 0€AOM KaTHO AUXKYT
npuHeCEHHOE UM PAa3HOIIBETHOE MOPOKEHOE.
B 6eaoMm ux repou 6eCcCTBIACTBYIOT, B 6€A0M
CcTpazaroT, B 6eAOM BIAAAIOT B TPAHC, O€ABIM
HorypToM o60Ma3bIBalOT APYT APyTra, B 6eAbIX
CIIaABPHUKAX 3aTHXAI0T Ha CoH. Yue 3Toro
6eAoro TOABKO IIOAHOE OOHAXKEHHE, ero 371eCh
CTOABKO, YTO O4€HBb CKOPO ITybAnKa 3a0bIBaeT
0 coOCTBEHHOH (hpalIlInpPOBAHHOCTH, IIepe-
craét oOpalarh Ha 3TOT (paKT BHUMAaHUE,
COCPEeNOTOYNBAETCH COBEPIIEHHO Ha UHOM,
Bcé Oe3oragaHee IorpyKasch B XUTPOCIIAETE-
HUS U IIepeKUBaHUSI MUQOB.
OTKPOBEHHOCTD, OTYASIHHOCTD U KECTO-
KOoCTb MU(a ounitaerca y Pabpa KpacoToi —
OAOOHBIN aKT IO CUAY AWIIE IIOOANHHOMY
«PBILIAPIO OTYaSHUS — BOUHY KPacoTbD.
CMBICA 3TOTO (paHTACTUYIECKOTO BO BCEX
OTHOIIEHUIX 3PEAUIA IBHO KpyIIHEee, YeM
Ar0bOasg POpPMYyAHPOBKA: OH MepLiaeT ITae-To
BIAA€KE, 33 TOPU30HTOM HAIIero 3peHud.

Amcmepoam — Mockea
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Satyrs,
Tormentors,
Gods

Maria KHALIZEVA
Photos from wwuw.troubleyn.be

AFTER MORE THAN

A SIX-MONTH BREAK,

IN AMSTERDAM WAS
SHOWN A PLAY, WITH NO
ANALOGUES IN THE WORLD, —
“Mount Orympus” BY JAN
FABRE AND HIS THEATRE
COMPANY TROUBLEYN
FROM BELGIAN ANTWERP.
TICKETS WERE SOLD OUT
ALSO ABOUT SIX MONTHS
BEFORE THE DATE OF

THE PERFORMANCE;

AMONG THE AUDIENCE

OF STADSSCHOUWBURG
AMSTERDAM WERE
REPRESENTATIVES OF MANY
COUNTRIES, AND RUSSIAN
LANGUAGE, FOR INSTANCE,
WAS HEARD IN THE

FOYER MANY A TIME. THE
SPECTATORS FROM RuUssIA
SEEMED BETTER PREPARED
FOR THE PERCEPTION OF
JAN FABRE’S PERFORMANCE,
DUE TO THE EXHIBITION
“‘JAN FABRE: THE KNIGHT
OF DESPAIR — THE
WARRIOR OF BEAUTY” —
INCREDIBLE BY ITS DEPTH
AND REPRESENTATIVENESS,
BY ITS INVOLVEMENT IN
CENTURIES-LONG ART —

IT WAS OPENED AT ST.
PETERSBURG’S HERMITAGE
FROM OCTOBER TO APRIL.

y now for almost two years in
the world theatre space
there has been a play based
on ancient Greek myths,
wandering through cities
and countries (the next
performance after one in
April will take place in September in Paris at
the Theatre de la Ville), it lasts twenty-four
hours, is played by twenty-seven actors and
divided by its producer into fifteen episodes.
Most of them are named after antique
characters: Eteocles, Hecuba and Odysseus,
Oedipus, Phaedra, Hercules, Electra and
Orestes, Medea, Antigone, Ajax, etc.

Without idealizing inhabitants of Mount
Olympus, Fabre gives them an unusual
leader in the image of Dionysus — Andrew van
Ostade. In a loincloth, sometimes covered
with clusters of grapes, in a flower wreath on
his head, with enchanting cunning smile, he
shakes his boundless frame, without being
ashamed either of it or his own companion —
a female version of the obese but very vital
God of wine and ecstasy. At the Hermitage
Museum'’s exhibition, Fabre presented a whole
series of drawings made with a Bic ballpoint
pen,— “The Appearance and Disappearance
of Bacchus I”, inspired not only by Ruben’s
Bacchus, but also by the incomparable
Andrew van Ostade in the role of Dionysus.

Dionysian orgies, dubious from a
respectable citizen’s point of view brutal
dances, naked bodies of both genders,
passionate demonic possession and
enthusiastic madness; in huge quantities —
by one-kilo pieces of raw meat flopping on
the stage and blood splashes, spilling up the
stage and reaching the first row of public —
there are heaps of it in the play. Gender
differences, so vividly shown here, pretty soon
are being blurred out the same defiant way.
Bacchic exuberance, however, is not instantly
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JAN FABRE

perceived as a provocation, because all over
this, Apollo’s staged perfection is vigilantly
hovering, and for all twenty-four hours,
any movement or gesture strikes by its
thoughtfulness and perfectionist’s veracity.
Imaginary chaos, ruthless loudness,
crushing vibes and intensity of dissipation are
melted into next plastique scene, which lasts
knowingly longer than readiness to perceive it,
or come to a quiet but passionate monologue,
sometimes in Flemish, sometimes in English,
French, German or Italian. (A word here
affects not by the semantics but intonation as
a bizarre and diverse acoustic unit.) Or, on the
contrary, awakening of really sleeping actors
before the public (during this time three short
breaks for actors are provided — “dream time”,
aesthetically furnished and orchestrated — a
position of bodies in a space, subdued lighting
of globe-shaped lamps, lowered to the floor;
a spectator can join in sleeping right in his
seat or walk to the foyer where folding beds
are prepared) smoothly turns into an orgiastic
scene in white sleeping bags-cocoons,
thrashing about the stage like mermaids’
tails.

Fabre’s performers are much more
synthetic actors than it seems possible:
they are both dramatic, and ballet actors,
and opera ones sometimes, and actors
of physical theatre, and performers, who
always exist beyond their capacity. When

MUT-UH®O N2 2017

he was at his 20s, Fabre wrote in the
diary: “In my eyes, actors should be satyrs,
tormentors and gods” (fragments of Jan
Fabre’s “Night Diary” in translation of Irina
Leek are published in Theatre magazine,
No. 29, 2017) and he strives towards greater
refinement of his vision and dreams since.

Jan Fabre is extremely interested in
boundaries and limits: not only in art,
but in human physics and psychology. In his
youth, he was drawn towards experiments
on himself under the slogan “I’'m looking
for art, but to find art is more difficult
than gold” and, apparently, was a regular
at the Antwerp police. His actions and
performances had, as a rule, an impressive
length in time, so that minions of the law
had time to arrive and find their bearings.
For example, a diary entry of March 25,
1978: “Night action. At Groenplaats by the
stop of the tram No.2, I knelt and pressed
my nose to the tram rail. This way I was
crawling to the tram stop “The 7th Olympic
Alley”. I was crawling for four hours, thirty-
six minutes and twelve seconds.” Or on
June 21, 1978: “Today, starting at twelve
o'clock, I was kissing streets, doors, houses
and monuments of my beloved city. Every
ten minutes I cried: “I love you, je t’aime, ich
liebe dich”. At seventeen the action was over.”
Among self-ironic and God-knows what other
escapades of the young artist were as follows:
on the wall of his house, located in the same
street as the house where Van Gogh used
to live, he attached a sign: “Here lives and
works Jan Fabre”.

Mature Jan Fabre tests boundaries of
human, in particular, spectators’ ability

of perception through several other ways:
by provocative radical methods he probes
and examines endurance and tolerance of
museum visitors and theatre public.

From almost five hour-long “The Power
of Theatrical Madness”, eight hour-long
“This is Theatre Like it was to Be Expected
and Foreseen”, he came to twenty-four
hour-long “Mount Olympus”. The audience
always is given a free hand to leave at any
moment of the play.

Everyone knows how Aphrodite, the
goddess of love and beauty appeared from
the sea foam, but few remember that before
she got into the sea and formed a white
foam, she was born from blood and sperm of
Uranus who was castrated by Cronus. Fabre
does not forget this source of European
culture.

Flesh and sex, those are two gods of
“Mount Olympus” that offended modern
Greeks, who flatly refused to take into
account even the subtitle of the play “to
glorify the cult of tragedy”. As a result,

a year ago a scandal started around the
Hellenic Festival of Athens and Epidaurus,
and Jan Fabre, who had just been appointed
as its curator, felt a hostile environment and
resigned his position.

The starting point of “Mount Olympus”
is statics of antique statues; the basic color
of the play is white. All costumes are togas,
the likes of dresses and skirts, loincloths
and robes are made of white cloths, and
seldom they manage to stay white for a long
time, they gradually become soaked with
sweat, blood, or colored by spray paints,
all kinds of confetti and sparkles. Actors in

white clothes jump over heavy iron chains
like a skipping rope — during grueling
twenty-odd minutes, painful even for those
watching this scene. Wearing white clothes,
they lose their strength, fall down one after
another, in white clothes they greedy lick the
rainbow ice cream brought to them. Wearing
white, their characters behave outrageously,
wearing white they suffer, and fall into a
trance, they smear each other with white
yogurt, and fall asleep in white sleeping
bags. Purer than this white is only full
nakedness, and there is so much of it here
that very soon the public forgets its own
dumbfoundness, ceases to pay attention to
this fact, and focuses upon different things,
more recklessly absorbed in intricacies and
adventures of myths.

Frankness, despair and cruelty of the
myth is purified, according to Fabre, by
beauty — such an act is only possible for
the true “knight of despair — a warrior of
beauty”. The meaning of this fantastic in
all aspects show is clearly larger than any
wording, it flickers somewhere at a distance,
beyond the horizon of our vision.

Amsterdam — Moscow
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