IOPYT'OM TEATP

JCIIEpaHTO IITHIL

H YTHETEHHBIX

Onvea PYKC
domo npedocmasneHbl npecc-cayxboti BAT

BLBICTYIIAEHUS AKAZTEMUYECKUX MY3bIKAHTOB

1 YAUYHBIX KAOYHOB, ITPE3EHTALIUU
«YPAABATOH3ABO/IA» U OTKPBITUE TTOCAE
MHOTOAETHEU PEKOHCTPYKIIUU 3HAMEHUTOT'O
[HrrkA YHUHUBEAAU — BCETO BOAEE IBYXCOT
MMITUAECITU COBBITUN COCTABUAU ADUIITY
MEXOIYHAPOIHOT'O KYALTYPHOTO ®OPYMA B CAHKT-
[IETEPBYPIE. [IPOrPAMMY CEKLIUU «TEATP» —
OUYEHDb JIEMOKPATUYHYIO U OYEHD «OTIEABHYIO» —
COCTABASAA KOMAHIA BOABIIIOTO TPAMATUYECKOT'O
TEATPA BO TAABE C AHAPEEM MoryduM. /IBE
OCHOBHbIEZEEM bt HRORRAMMbEBOADHO

VAU HEBOABHO OTPA3UAU ABA MPAKTUYECKU
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a KPYTABIH CTOA, IIO-
CBAIIEHHBIN IpobaeMam
COLIMAABHOTI'O TeaTpa,
IIpHEXaAU IIOYETHEBIE
3apy0Oe3KHbIE TOCTH:
INornu Bpes3uHckHu (pyKo-
BOAUTEAB U3PAUABCKOTO
Nalagaat Centre, rie UTparoT CAEIIOTAYXO-
HeMble apTHUCTHI), Buprut Aesaepc (anpama-
TYpr ¥ negaror u3 0epanHckoro Deutsches
Theatre, rme oHA COYUHSET IIPOTPAMMEBIL AL
noapocTKoB), 'epa XapTMaH (pyKOBOAUTEAD
6epanHckoro Tearpa Thikwa, rme urparoT
aKTEpPBI C MEHTAALHBIMH OCOOEHHOCTSIMY, U,
KCTaTH, AaypeaT «30A0TOH MacKm» U Irepoit
ofHOU M3 HaImUX nyoaunkanuii). Ho raaBHOMH
guest star popyma craa AnpuaH [I3KeKCOH,
pykoBonuTeab aHrauiickoro Cardboard
Citizens (I'pazkgaHe 13 KapTOHHOMN KOPOO-
KW»), IpoaraHguCT U IIEPEBOAINK HECKOAD-
KUX KHUT Ayrycty Boaaa* — 6pasnabcKoro
pexuccépa, aBTopa 3HAaMEHUTON KHUTH U O1-
HOMMEHHOI'0 MeToza «TeaTp yrHETEHHBIXY,
HaIlpaBACHHOI'0O Ha IIPEeBpallleHHEe TIaCCUBHOMN
TeaTpaAbHOH ayJUTOPUMN B aKTUBHBIX y4acCT-
HHUKOB IIpollecca, spectators — B spect-actors.
ITomumo mpaBa Ha NATUMUHYTHOE BBICTYIIAC-
HUe, Ha popyMe MHUCTepPY [KEeKCOHY, KOTO-
PBIH IpHUBAEKAET K paboTe 6e3I0MHEIX (KakK,
BIIpO4YEM, U aKTEpPoB IIIeKCITHPOBCKOro
KopoaeBckoro TeaTpa), BBIAEAUAN BPEMS AT
IIPOBEAECHUS MacTep-Kaacca — B Poccuu aToT
MeTO[ NIpaKTU4eCKU HeusBecTeH. [IpaBaa,
epBasd AACTO4YKa B 3TOM HAllPaBACHUH
JOAKHA IIOIBUTBCA BECHOM — pexxuccép Mu-
xauA [laTaacoB rOTOBUT IIOCTAHOBKY C y4a-
ctueMm akTépoB BT u 6e3M0MHBIX.

«Y MeH eCThb AI00HMasI HCTOPUS IIPO KeH-
LIHHY, CUAAINYIO B 3aA€,— TOBOPUT AIpUaH
JI>KeKCOH, OITHChIBad cBoi MeTon.— OgHaX-
bl OHa OOHAPY3KUBAET ITUCHEMAa CBOETO MyzKa
K AoOoBHUIIE. «4TO el meaaTs?» — CIIpalIu-
BaeT Tearp y nmyoauku. [Iporuars ero — co-
BETYIOT OJHHU, U aKTEPBI pa3bIrPbIBAIOT 3TOT
BapuaHT. Ho XXeHIIMHE OH HE HPAaBUTCH.
OcTaBUTH €TI0 U yeXaTh — COBETYIOT APYTHE,

U aKTEPBI pa3BUBAIOT 3Ty UJEIO: OHA ye3xKa-
€T, a OH 30BEéT AI0OOBHHUILY. 2KeHIITHe He Hpa-
BUTCH. CXOOAUTH K IICUX0AOTY — COBETYIOT
TpeTbU. U TyT XKEHIIIUHA CpbIBAeTCd U UAET
Ha ciueHy. OHa He co0UpaAach Urpathb, HO OHA
4ETKO 3HAET, YTO XO4YeT, YTOOBI €€ NCTOPHS
Oblaa HACTOSAIIEH, ¥ IIOCPESHUK MEXIy eé
uaeel U BOIAOILECHUEM €M He HyZKEH».

Iloytn Bce y4aCTHHKU MacTep-Kaacca
TaK XKe, KaK U 9Ta M'epPOUHS, HE YCUIEAU
Ha CBOUX MeCTaxX U INOTAHYAUCH Ha IAOLIAI-
Ky UrpaThb B IPEOAOKEHHBIE Ma3CTPO UTPHL.

Moel napTHeplIe oka3zasack Bukropuga
ABpieeBa — IIPOAIOCEDP YHUKAABHOI'O IIPOEKTA
«Co-enmHEeHUE», IIpe3eHTaINa KOTOPOTO CO-
CTOSIAACH B paMKax popyMa, a nepBad IIpe-
MbEpAa COCTOUTCS B allpeAe Ha clieHe TeaTpa
Hamnwmit. B «Co-equHeHUN» IIEpEeMeENIaAlCh
podeCCHOHAABHBIE PEXKUCCEPDHI U aKTE-
peI (Muxana ®eiiruH u3 MacTepckoit Oaera
KynpsamioBa, Amutpuit BpycaukuH ¢ Oabprott
[MpuxynatinoBoit u Muxaua Bopucos), Kaac-
cuka (@KeHutn0ar, Hatikar, «<KapMmen») u Aronu
C pa3HBIMH 0COOEHHOCTIMH 37I0POBbSI, KO-
TOPBIX OOABIIIE HE JEAHUAH 110 IIPOOAEMHBIM
30HaM. «Co-eIUHEHNE» COETUHUAO BCEX.

¥Yke 110 IepBBIM ITOKA3aHHBIM 3CKH3aM
CTaAO SICHO, YTO HAC XAET HEOPAUHAPHOE
Xy#oxKeCcTBeHHOe coOblTue. Hemada cBa-
xa (Hagexpa 'oaoBaH) Tak HAIIOPHUCTO «pac-
CKa3bIBaeT» IIPO XKEHUXA, YTO OTBA3aTbCH
oT Heé HeBO3MOXKHO. «CoaHeyHasa» Aradbd
TuxonoBHa (CBeTaaHa AcaHOBA) U «4€AO-
Bek noxash [TonkoaécuH ([danumna O0yxoB)
TAHYTCS APYT K APYTY, HO OYE€BUIHO, YTO UM
He ObITH BMECTe.

FOu®1i1 Tpenaes, 0e3 pyk U 0e3 HOT, ITpH-
MOTaB CKOTYEM KHUCTH K KYABTSM, SIPOCTHO
PHCYET — TBOPUT CBOUX AIOZIEH, ABBOB, OPAOB
U Kyponatok (B @Kerutebe» Aaercauap Ilo-
XHUABKO UrpaeT enié 2KeBakuHa, a «B MUPY»

U BOBCE CTaA XyJOXKHUKOM U aABIIMHHUCTOM).
3nopoBoii HuHe HEYIOTHO ¢ HUM, €€ TIHET

K 310poBOMYy TpHUTOpHHY, HO KaKOH K€ OHO-
MEPHOH U yIIepOHOM KakeTcd UX 310poBad
ctpactb. Poabs Xoce B nmaactudeckon «Kap-
MEH» IIOIEAVAN MeXK Ay cODOM ITPHKOBAHHBIN
K MHBaAUnHOMY Kpecay Ceprett [Ipyima-
CKHH (OH BeéT pacckas OT AHIla apecTOBaH-
Horo Xoce, AUIIIEHHOTO CBOOOABI IIepeBUKe-
HUSI) U CAETIOTAyXOHeMOoM Aaekceit ['opeaos,
KOTODPBIN CTaA HacTodlleH 3Be3101. Brpo-
4eM, €CAM HE 3HATh 3apaHee O €ro HEAyTE,
MOXKHO U He 00paTUTh BHUMAaHHE, YTO ero BCé
BpeM4 «IepeJaroT» U3 PyK B PyKHU HapTHEPEI

36k nmuyy

Nel-2 2016 MHUT-MH®O

43



a4

“I36lK nmuy»

U IIapTHEpIIA: B HAPTUTYPE POAU OH BEIO-
MBIH, HO I10 CYTH — BEAYIIUH, OCACIIAEHHBIN
AIOOOBBIO, OTAOXIIIUH OT AIOOBH.

I'AaBHBIM COOBITHEM HIPOTPAMMEI CO-
IHaABHOI'O TeaTpa cTaAa IpeMbepa «J3pIKa
OTUID B ITIocTaHoBKe pexkuccépa BT Bopu-
ca [laBaoBHYA C y94aCcTHEM KOAAET II0 Te€aTpy
U CTYAEHTOB LIEHTpPA «AHTOH TyT PIA0M»

C pPacCTpPOMCTBOM ayTHYECKOI'0O CIIEKTpPA.
dunrocodckas mosma «CoBellaHUE TITUID,
cospanHada B XII Beke ®apugom an-/IuHoM
ATTapoMm (ITHUILBI UITYT BEAUKOTO IITUYbE-
ro napa Curypaa U HaxXxo4daT ero, YBUAEB

B BOJIe CBOU OTpaKeHUd — Kaxkaas CBoOE),

B CBOE€ BpeM4d cTasa TeaTPaAbHOU AETeHO0U
Oaaromapga cnekrakaro ITurepa Bpyka.

PaboTa Ham ITocTaHOBKOM HadyaAach IO/,
Hazag, a B aBrycTe 2015-ro Bcg KoMaHa ye-
XaAa pereTUupoBaTh B ACTHUM Aarepb «\eCHOM
KAIOW B YlpocaaBckoii obaacTu. Tam, B COCHO-
BOM A€CY, B IIOAHOM VEeIUHEHUH (TOABKO IO
OIHOM COCHOM KOe-KaK AOBHAACh COTOBad
CB$I3b), IOJ] TIEHHUE IITHUIL (OHO CTAAO YaCThIO
3BYKOBOT'O O(DOPMAEHUS) POKIAACH ITOT
YOUBUTEABHBIN CIIEKTAKAB, I1e TeKCThI XII
BEKAa [IEPENAECANCH C CETOOHSIITHUMEI MBICASI-
MU BcayX. [IpeacraBere (HpegasaraeT 3pu-
TEASIM OMH U3 YYaCTHUKOB), YTO BbI COIIIAH
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C 1oesja rae-To B boaoroM — COBCEM HaAETKE,
0e3 Bellel U JOKYMEHTOB, 1 OTIIPABUANCH
110 HAUTHIO... HY, HanlpuMep, B MHnoKuTa.
JdItunenr Bopuca [laBaoBrYa — CTpaHHUKU
B Oe3pa3MepHBIX IUIKaKaX, He cpasy IIoH-
MEITb, KTO KaKOTI'0 II0Aa, U YK TeM boaee, KTO
«0COOBI», a KTO «OOBIYHBIMY. JITHIBD — OpaT-
CTBO, IJle BCE PaBHBI U KaXKIbIH OCOOEHHBIH.
B noka3zaTeabCTBO OHU MEHLIOTCH MUAXKaKa-
MM, BA€3AIOT B ILIKYPY APYT ApYyTra, IIpUMeps-
IOT Ha cebd 4gyskue pagoCcTH U CTPagaHUs.
BHyTpeHHHE MUKPOCIOXKETBI 3TOr'O CIIEK-
TaKAd BO3HUKAIOT IPAKTUYECKH U3 BO3yXa,
U, KaK [IPaBHAO, B LIEHTPE KaKJA0r0 U3 HUX —
ocoOeHHBIH akTép. OnUH MeuTaeT, Kak Oy-
[ET IyAdTh ITo ITapusky ¢ AToOMMOi AeByII-
KOii,— MEYTaeT CBETAO, 0€3 TEHH COMHEHUH,
4TO0 TaK U Oyzet. [pyras CAOBHO IIPOBOIUT
MacTep-KAacC Ha TeMy, KakK ObITb YCIIEIITHOM
SKEHIITUHOH, — Habop O0aHaABHBIX IIPABHA B €€
HUCIIOAHEHUH 3BYYUT KakK Itbeca abcypaa. OHa
HHTEPBBIONPYET OOBIYHYIO0 aKTPUCY: XO-
JUIIE AW ThI B CIOPT3aA? 3a00THIILCS AR ThI
00 5KOAOTHH? YCIIEBAEITb AU YAEASITE BpeMsl
cBoeMy pebeHKY? «YCIleITHa» aKTPHUCca 3aMeT-
HO cMyLIaeTcd. JJpyrue oTBE4aroT Ha Te Ke
aHKETHBIE BOIIPOCHL. M X roaoca IOCTEIIEHHO
CAUBAIOTCH, [IPEBpAaIladCch B TOMOH IITHIL.

Banxe K (puHaAY PpHUHT CLIEHBI IIOCTE-
IIeHHO 000padYuBAaIOT IIPO3PAYHON IAEH-
KOH — TaK AIOAHY C ayTHU3MOM IIOPOU BOCIIPHU-
HUMAIOT PEAABHOCTB: TOYHO CKBO3b CTEKAO.
Ho B puHase criekTakas NAEHKY IIPOPBYT,
U I10 pyKaM aKTEPOB U 3pUTEAEH IIEePBBIX
PSI0B IIOIIABIBYT AOKKH, TPEIIéTKH, 6y0-
HBL.. A My3BIKAQHTBI 3804y T HEXUTPBIA
putM. U nieanld 3aA IpeBPaTUTCA B UMIIPO-
BU3UPOBAHHBIA OPKECTP.

«fl maBHO CABIIIAA IIPO LIEHTP «AHTOH
TYT PAA0M»,— TOBOPUT PEKUCCED CIIEKTAa-
kAad Bopuc IlaBaoBrUY. — KpOXOTHBIN LIEHTD,
KOTOPBIN OKa3aACd TAKUM 3HAQYUTEABHBIM
SABAEHHEM. A KpoMe Toro, AHaAped Mory4ui,
npung B BT, 00paBHA, 9TO XOYET CTPOUTH
IIporpaMmy TeaTpa He TOABKO U3 IIPEMBED.
[a u a1, emé paboras B Kupose, 3aHNMaAcH
HE TOABKO CIIEKTaKASIMHU, MHe ObIAO HHTEPEC-
HO BBICTPauBaTh JHAAOT TeaTpa C OOIIeCTBOM
Hanpsamyro. [ToraTHO, ¥T0 ofIllecTBa y Hac,
B 00I11eM, HUKAKOI'0 U HETY — MBI JKUBEM
B HEKOEM I[I€49aABHOM KOHTHUHYYME, KOTOPBIX
He [IoAyJaeTcd Ha3BaThb obitecTBoM. U y Te-
aTrpa €CTb BO3MOXKHOCTB — IIyCTh B yTOIIH-
4YECKOM peaAbHOCTH — CO34aBaTh HEYTO, YTO
[OaéT MHBEKIIMI0 HOPMaABHOI'O O0IllecTRBa.

Mue ObIAO BazKHO TIOABECTH 3Ty paboTy
CO CTYAEHTaMH IIeHTpa «AHTOH TYT PAIOM»
K TaKOMY P€3yAbTATy, KOTOPBIM g OCMe-
AuAcs Obl HA3BaTh HOPMAaABHBIM T€aTPOM.
CriekTakAb Ha OCHOBe MU(a TpedyeT aApy-
T'UX B3aMMOOTHOILIEHUH MEXAYy apTUCTaMU
U 3pUTEASMHU — U UMEHHO 0co0ble pebsara
CO3aI0T HYZKHOE XyA0XKECTBEHHOE IIPO-
CTPAHCTBO OAL 3TOU CYy(PUUCKOH ITO5ME,
O4Y€Hb JAUHHOHN, TEMHOM, CMYTHOM, HAIIOA-
HEHHOM HEACHBIMHU IIPUTYAMHU — IIO3MBI IIPO
IITHUL], AETAIIUX B IIOUCKaX HEKOU UCTUHBI
U B uTOre obperarommx cebd.

EcrecTBeHHO, IpucTynad K padboTe,

s 6eCIIOKOMACS, He HaJJ0 AW MHe IIPOUTH
CIIELIIOATOTOBKY Y IICHXOAOI'OB U Bpadei.

Ho Aroba Apkyc nipenyrnpenraa: Thl PesKHC-
cép, 3aHUMaMcsa cBouM aeaoM. CroxkHee

U UHTEPECHEE BCETO HE 3aHUMAThCH I1earo-
TUKOH, HEe NCKAaTb B CBOUX OCODBIX apTHUCTaX
00beKT BO3IeHiCTBHS, He OILYIIATh cebs
YMHHKOM, B Yb€H IIOMOIIY TaK Hy>XKIaI0T-
cd (9TO OTCYTCTBHE NOAANHHON MHKAIO3UU

U TOAEPAHTHOCTH, KCTATH, I'yOUT Ha KOPHIO
MHOTHE COITMaAbHBIE IIPOEKTHI), a CO31aBaTh
HAaCTO4Illee TBOPYECKOE II0AE, B KOTOPOM BCE
paboTtaroT Ha BasKHBIM TBOPYECKHM PE3YyAb-
TaToM. CTeleHb ke NPenaTCTBUN U YPOBEHb
CAOZKHOCTH IIpollecca abCOAIOTHO UIEHTHY-
HBI 1A 0COOEHHBIX U OOBIYHBIX apPTHCTOB.
Hamnpuwmep, nasa vHamnte#t Huns! (BysHeHKO,

cTyaeHTKHU 1eHTpa.— [Ipum. O.d.), KoTopasa
HHOI/Ia BBIIIapX1UBaAa CO CBOUMHU pEIAMKa-
MU, BOBpeMsI BEIATH U YUTH ObIAO 3aga4deit
KOAOCCAABHOM CAOKHOCTH. 1 B MOMEHT BbI-
IIOAHEHHUA 3a4a4M ¥ Heé aKTUBUPYIOTCH BCE
JKU3HEHHBIE CHUABI, a IIPOKUBAHHE TAKOE UH-
TEHCHUBHOE, KAKOr'0 He BCAKHUU ApaMaThde-
ckuii aptuct B llekciupe nobeércd. s Heé
3TO Takas ke padoTa, Kak OAs ApaMaTHde-
CKOT'O apTHUCTa OTKAa3bIBAThCS OT LITAMIIOB,
«@KHMa», AOXKHO IIOHATOH BbIPA3UTEABHOCTH.
Komanna «Y3p1ka ITHUIDP cOCTOdAAA U3 aK-
TEPOB, CTYAEHTOB LIEHTPAa U ThIOTOPOB — I1e-
[aroroB LIEHTPa, KOTOPbIe IPOheCCHOHAAD-
HO CA€IMAM 32 0COOBIMH aKTEépaMU: Koraa
npubanzkaeTcsd HEPBHOE HUCTOIIEHMe, Koraa
HaMedaeTcd IIPOorpecc, Koraa Haao Iora-
CUTE IlepeBo30yxkaeHue. Kaxknag rpynna
3aHUMaeTcs cBoel npodeccueii. [Iporecc
IIOCTPOeH Ha paboTe ¢ BHUMaHHEM — IIPIMO
o CTaHHCAABCKOMY, II0 ero «PaboTe akTé-
pa Hazx coboir. A3pl akTEPCKOM ITpodeccruu
YeM-TO IIOXOXKH Ha paboTy C 4eAOBEKOM
C ayTHU3MOM, KOTOPOMY CAOZKHO YIIPaBALTh
BHUMaHHEeM. OT 3TOro MOXKeT BO3HUKHYTH
ayToarpeccusd, KoTopasd MellaeT UM COoLia-
AmnzupoBaThcsd. Ha yearoBeka Kak OyaTo Ha-
KaThIBAE€T 3MOLIMOHAABHAd BOAHA, KOTOpasd
TpedyeT cBoero BrIxXona. Hayunurscsa ynpas-
ASTH CBOMM BHUMAaHHEM — 00OABbIIaS YacThb
pabotel. OHa meaaeT apTUCTA IIOXOKUM. ..
Ha JyeaoBeKa. A ocoboro aptucTa — Ha COLU-
aAbHO aJallTUPOBAHHOIO
yeAroBeKa. KakoBBIM OH
He IBAIACH 0 HadaAa
mporeccan.

*B 2009 200y
Ayeycmy Boan 6bin

asmopom NOCAAHUSL
K MexxoyHapooHoMmy
OHI0 meampa.

Anopeli
Mozyuuii



ANOTHER THEATRE

Esperanto of Birds
and the Oppressed

Olga FOUX
Photos courtesy of the BDT press service

PERFORMANCES BY ACADEMIC MUSICIANS AND STREET
CLOWNS, PRESENTATIONS BY URALVAGONZAVOD AND THE
OPENING OF THE FAMOUS CHINIZELLI CIRCUS FOLLOWING
MANY YEARS OF RENOVATIONS — THE PLAYBILL FOR THE
ST. PETERSBURG INTERNATIONAL CULTURAL ForRUM

INCLUDED A TOTAL OF OVER TWO HUNDRED FIFTY
EVENTS. THE PROGRAM FOR THE “THEATRE” SECTION
— VERY DEMOCRATIC AND VERY “INDEPENDENT — WAS
PUT TOGETHER BY THE BoLsHOI DrRAMA THEATRE

“The Conference of Birds”
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onored foreign guests
arrived for the round
table dedicated to the
problems of social
theatre: Pony Brezinski
(head of Israel’s
Nalagaat Centre for
actors with speech, vision and hearing
impairments), Birgit Lengers (playwright
and instructor from Berlin’s Deutsches
Theatre, where she creates programs
for teenagers), Gerd Hartmann (head of
Berlin’s Thikwa Theatre for actors with
mental disabilities and, incidentally,
winner of the Golden Mask Award
and a principal feature in one of our
publications). The forum’s principal guest
star, however, became Adrian Jackson,
head of the British Cardboard Citizens
Company, an agitator and translator
of several books by Augusto Boal* — a
Brazilian director, author of the famous
book Theatre of the Oppressed and the
eponymous method, aimed at turning
a passive theatre audience into active
participants of the process, spectators into
spect-actors. In addition to the right to give
a five-minute address at the forum, Mr.
Jackson, who employs the homeless (along
with actors from the Royal Shakespeare
Theatre, mind you), was also allotted a
timeslot to conduct a workshop session
on the subject matter — this method is
virtually unknown in Russia. Although,
admittedly, the first signs of Russia
moving in that direction should appear
in the spring — director Mikhail Patlasov
is preparing a production featuring BDT
actors and homeless individuals.

The So-edinenie (Inter-connection)
project was presented within the
framework of the Cultural Forum. So-
edinenie is a mix of professional directors
and actors (Mikhail Feigin from Oleg
Kudryashov’s workshop, Dmitry Brusnikin
with Olga Prikhudailova and Mikhail
Borisov), the classics (“Marriage”, “The
Seagull”, “Carmen”) and people with
various health disabilities, who are no
longer split up by problem areas.

From the very first sketches that were
shown it became clear that we were in
for an unusual artistic event. A speech-
impaired matchmaker (Nadezhda Golovan)
“talks” so energetically about the suitor that
it is impossible to get rid of her. The “sunny”
Agafya Tikhonovna (Svetlana Asanova) and
Podkolyosin (Daniil Obukhov) want to be

with each other, but it is clear that this is
not to be.

The young Treplev, with no arms and
no legs, tapes brushes to his stumps
and draws furiously — creates his own
people, lions, eagles, and partridges
(Alexander Pokhilko also plays Zhevakin
in “Marriage”, and in real life he actually
became an artist and a mountain climber).
The healthy Nina feels uncomfortable
around him, she longs to be with the
healthy Trigorin, but their healthy
relationship seems too one-dimensional
and inferior. The part of Jose in the
physically flexible “Carmen” was shared
by wheelchair-bound Sergei Prushinsky
(he tells the story from the point of view
of Jose after he was arrested, deprived of
his freedom of movement) and the speech,
vision and hearing impaired Alexei Gorelov
who became a true star. Although, if one
doesn’t know about his impairment ahead
of time, one might disregard the fact that
he is constantly being “passed” from one
partner to the next: according to his part
in the play, he is the follower, but in reality
he is the leader, blinded by love, deafened
by it.

The main event in the social theatre
program was the premiere of “The
Language of Birds” in the production of
BDT director Boris Pavlovich, featuring
his theatre colleagues and students from
the Anton’s Right Here Centre for people
with autism. The philosophical poem
“The Conference of Birds”, written in the
12th century by Farid ud-Din Attar (the
birds are searching for the great bird
king Simorgh and find him after seeing
their reflections in the water — each
one its own), became a theatre legend
back in the day thanks to Peter Brook’s
production.
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Work on the production began a
year ago, in August of 2015, when the
entire team went to the Lesnoi Klyuch
summer camp in the Yaroslavl Region for
rehearsals. It was there in the complete
isolation of the pine forest (there was only
one spot under a pine tree where you
could get any cell phone reception), to the
soundtrack of birds singing (it became part
of the sound effects) that this amazing
production, where 12th century texts and
contemporary thoughts intertwined aloud,
was born. Imagine (one of the participants
proposes to the audience) that you come
off the train somewhere in the Bologoye
with no luggage whatsoever, no things,
no documents, and you head on a hunch
toward... say, Indo-China. Boris Pavlovich’s
“Birds” are pilgrims in oversized jackets,
and it’s hard to tell right away which of
them are male and which are female, let
alone which are “special” and which are
“normal”. “Birds” is a brotherhood, where
everyone is equal and everyone is special.
As proof, they exchange their jackets, get
into each other’s skin, try on another’s joys
and sorrows.

The production’s internal micro-
plots appear virtually out of thin air and
there’s generally a special actor at the
centre of each of them. One is dreaming
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about walking in Paris with his girlfriend
—and it’s a cheerful dream with not even

a shadow of a doubt about it happening
just so. Another seems to be conducting

a workshop on how to be a successful
woman — her rendition of the set of trivial
rules sounds like a play of the absurd. She
interviews a regular actress: do you go to
a gym? do you care for the environment?
do you manage to find time for your child?
The “successful” actress is clearly flustered.
Others answer the same survey questions.
And their voices gradually begin to merge,
turning into a clamor of birds.

Closer to the finale the ring of the stage
is gradually wrapped in clear film - this is
how people with autism sometimes perceive
reality: as though through a plate of glass.
But in the finale the film will be ripped,
and spoons, rattles and tambourines will
be handed out to the actors and front-row
spectators... The musicians will set an
unsophisticated rhythm. And the entire
audience will turn into an impromptu
orchestra.

“It was important for me to get this
production with the Anton’s Right Here
Centre students to the point where I could
venture to call it normal theatre. A myth-
based production requires a different kind
of a relationship between the actors and the
audience — and it is the special kids that
create the necessary artistic space for that
Sufi poem, very long, dark, tumultuous, full
of vague parables — a poem about birds that
fly out in search of some truth and end up
finding themselves.

Naturally, when I began this work I
worried about whether or not I needed to go
through special training with psychologists
and doctors. But Lyuba Akurs cautioned
me: you're a director, you should do your
own job. The most difficult and interesting
thing to do is to not teach, to not look at my
special actors as objects to be influenced, to
not think myself a know-it-all, whose help
is so desperately needed (it is this absence
of true inclusion and tolerance, by the
way, that destroys so many social projects
at their root), but to create true creative
field where everyone is working toward an
important artistic result. Meanwhile, the
degree of obstacles and the level of difficulty
of the process are absolutely identical for
both special and regular actors.”

*In 2009, Augusto Boal wrote the address for
the International Theatre Day.

B3AMMOKWCKAIOYAIOIIMX BEKTOPA: OITACHOCTb

BO3BPATA K LIEH3YPE (KPYTABIN CTOA «KAACCHKA

B TEATPE: TPAHUIIbI UHTEPITPETALIMW») U TIOBOPOT
TEATPA HABCTPEYY CAMBIM YA3BUMbBIM CAOSIM
OBIIECTBA (TPOrPAMMA «COILIMAABHBIN TEATP: UCTOPHS,
MUPOBOMU OIIBIT, TIEPCITEKTUBBI PABBUTHS»). TEMA
COLIMAABHOTO TEATPA BO3HUKAA HA KYABTYPHOM
®OPYME BIIEPBBIE.

TEAM UNDER THE DIRECTION OF ANDREY MOGUCHY.
THE SUBJECT OF SOCIAL THEATRE WAS RAISED AT THE
CULTURAL FORUM FOR THE VERY FIRST TIME.



