AKTYAABHOE HMSA

[Ibep Puraap

OASsI De3yMHuSs

Hamanuss KOAECOBA
domoepaguu 83smul ¢ nepcoHalbHozo catima ITeepa Puzans

[IbEP PUTrAAB — XOPEOTPA® U TAHLIOBIIMK, YEHN MIYTh
BBbIA [IPEZIONIPEAEAEH TEM, YTO B CBOE BPEMSI OH
TTIOAYYUA TTPOSECCHUOHAABHYIO AETKOATAETUUYECKYIO
MOATrOTOBKY. Y1 3ABEZIOMO MOT OIIEPEIUTD
B CUAOBBIX, ®UBUYECKNX HATPY3KAX AIOBOT'O
APTHCTA BAAETA. HO rAABHOE, TTOXOXE, B TOM, YTO
PUrAAb HUKOTZIA HE 3HAA CTPAXA U COMHEHU.
OH PEIIMA, YTO HE CIIOPT, A TAHELL CTAHET ETO
[TIPU3BAHUEM, — TAK U HIOAYYUAOCh. OH BPAA
MIPEMSITCTBUS, HE MOAO3PEBAS UAU HE 3AYMBIBASICh
OB UX CAOXKHOCTH. [ToTOMY YCHEA CAEAATH
B CBOEM MOAOOM BO3PACTE TAK MHOTIO.
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T'O CIIEKTAaKAU IIPEACTABASIOT
CcoOO0H CcIiAaB IIAACTHUYIECKOTO
HCKYCCTBA U CIIOpTa, TaHIla
U aKpoOaTHKH, OHU HACHIIIIe-
HbI TEXHUYECKHUMH CAOXKHO-
CTIMHU U, 6€3YCAOBHO, HAT'DY-
3KEeHBI CMBICAOM. MoxkeT ObITh, Oaaromaps
3ToMy IIbep Puraab moBcemMecTHO IIOIIYAS-
peH. OH HCKpEeHHE BEPUT: HUKOIA He I103/1-
HO YTO-TO KapAWHAABHO U3MEHUTH B KHU3HU.
OnHUM U3 TAKHUX IIOBOPOTHBIX MOMEH-
TOB B CIIOPTHBHOM Kapbepe Puraasa crasa
TpaBMa, II0CA€ KOTOPOH OH CTaa U3y4daThb
MaTeMaTHKy U 5KOHOMHKY B YHUBEPCH-
TeTe BapceaoHsl, 3aTeM — KuHeMaTorpad
u Buzneo B Tyay3e. [IoToM yBaeKce coBpe-
MEHHBIM TaHIIEM U C T€X IIOp 3aHUMAaeTCs
xopeorpadueti. B 2003 rony Puraar ocHo-
BaA COOCTBEHHYIO KoMIIaHUIO «[locaeqHss
MmunyTa» Compagnie Derniére Minute, usu
cnekTarau «Erection» (2003), «Arréts de
Jew (20006), «Press» (2009), «Asphalte» (2009),
«Micro» u Apyrye MHOTOKPATHO IIpHUTAaIIaAn
Ha Kpy[IHeHIe TaHIleBaAbHbIe (peCcTHBAaAN
MUpa (HaIpuMmep, ITUM A€TOM OH ITI00BIBAA
Ha TaKHX 3HAKOBBIX CMOTpax, KaK CaHKT-
netepOyprckuit Open Look u Montpellier
Dance Festival, rme moofiiaacs ¢ HaIrum Kop-
pecriorneHToM). Kpome Toro, Puraas corpyma-
HUYaeT C pa3AMYHBIMH TeaTpaMu Mupa — Ile-
KHWHCKOH OItepoii («7 moledeKk MacTepcTBay),
I'pang-onepa («Caato») U APYTUMH.
«Emé B 23 roga g 6yKBaABHO HUYETO
He 3HaA 0 TaHIle, HO He MOT ITpodyeccHo-
HaABHO IIPOZIOAXKATEH 3aHUMATHCS CIIOPTOM
HU3-3a TpaBMEbI HOT. Perrna cHU3UTE PU3U-
YeCKYI0 aKTUBHOCTE U cTaA OpaTh ypoKH
TaHIla — IIoHa4YaAy JaxkKe He HUCIIBIThIBad
YIOBOABCTBHS, HO 3aT€EM CTPACTHO YBAEKCS).
Mup coBpeMeHHO xopeorpaduu 0Ka3aAcs
IIASI HETO OTKpPBITHEM. [Ibep yumAcs, mIpo-
0oBaA pas3HbIe CTHAH, Opas MacTep-KAACCHL.
Y Puraag He OBIAO CIIEITHAABHOTO 00pa30-
BaHUS, HO OH OBICTPO OOCTUT IIporpecca
B COBPEMEHHOM TaHIIE, a BEeAb Ha4YaA yXKe
coBCeM «cTapbIM» — B 28 aeT. <M yke ciycta
roAroza g otnaBaa cebe OTIET B TOM, YTO
XO4y U MOT'Yy 3aHUMAaThCH TAHIIEM U CAEAATH
IIEPBBIN CIIEKTAKAB, IIpaB/a, [ToKa eIe
He Kak xopeorpad), a Kak HUCIIOAHUTEAD.
OH npekpaTHA BCE OCTaAbHBIE 3a-
HaTuda (Puraab B Te rogsl MHOTo paboTaa
B 00AaCTH BH/EO0) U, KOTAA YBUIEA, YTO
IIEPBBIN CIIEKTAKAB [IOAYYHACS, B CAEAYIO-
1N pa3 pelIrA IIOCTaBUTh caM. KoHedHo,
3T0 OBIAO COAO. «f] TOYHO 3HAA, YTO XOUY
OBITE Ha CIIeHe, HCIIBITBIBAIO IIOTPEOHOCTH
BBICKa3aThCHd,— TaK POAUACS MOU IIepPBBIH

onsbIT «Erection». Moaozmo#t apTHCT HOITPOCHUA
pexxuccépa Opearena Bopu (Aurelien Bory)
IIOMOYb C IIOCTAHOBKOH — U BCE CAOXKUAOCH.

«O’Kel, I caeAaro 3TO 3a TPU MecsIiay, —
CaMOHAaIEeSTHHO U CMEAO AyMaA Halll FePoH.
Puck onnpaBmaascst, CIEKTAKAb UMEA YCIIEX,
o06pexan Bech Mup. [Ibep Puraab, Tak HEOXKH-
JaHHO Halemuii cebs B Xxopeorpaduu, mpo-
LIOAZKAET SKCIIEPUMEHTHUPOBATE 10 CUX IIOP.

«KoHeuHO, nAS AIOAEH CO CTOPOHBI
LEP30CTh MOUX IIOCTYIIKOB, YYUThIBasI MO€
IIPOIIIAOE, OUYEBUAHA, HO AL MEHS I'paHUuIA
MEXy COBPEMEHHBIM TAHIIEM U CIIOPTOM
oueHb ycAoBHA. C TOYKU 3peHUAd KYABTYP-
HOM TPaaUIIUHU OHA TAyOOKa, HO C TOYKHU
3PEHHU4 UCIIOAB30BAaHHUSA BO3MOXKHOCTEH Teaa
BCE€ 00CTOUT MHAYe: CIIOPT U TaHEeI] YPEe3BhI-
qyaiiHO OAM3KM». [leFiCTBUTEABHO, KOOPAHHA-
11, paBHOBECHE, BLIHOCAUBOCTH HEOOXO-
OVMBI U B CIIOPTE, U B TaHIIE. A HEKOTOPbIE
BU/BI CIIOPTA — Xy4OXKECTBEHHAd I'IMHAa-
CTHKA UAU CHHXPOHHOE IIAaBaHUE — JaXKe
CMBIKAIOTCS C TAHIIEM.

Cepretit [laruaes nepen KaxkaoH IIpeMbe-
PO cipalnBaA CBOUX COPATHHUKOB II0 «Pyc-
CKUM ce30HaM»: «deM OyaeM YIaAUBASITH?»
BesycaoBHO, <Meme» («To 3xe»), mokazaHHBIN
Ha HeJJaBHO 3aBepIIUBIIeMCH DECTUBAAE CO-
BPEMEHHOI'0 TaHIla B MoHIIeAbe,— CIIEKTaKADb
HUMEHHO C TaKOU 3azaded. Puraars aBageTcsa
B HEM U XopeorpadoM, ¥ TaHIIOBIIIMKOM.

Ha sT0oT pa3 apTHUCT IOKa3aA YHCTOU BOABL
9KCIIepuMeHT. Y BcTynua Ha PeCTUBAABHBIX
IIOAMOCTKAaX B [IOEAUHOK C IIPU3HAHHBIM
AVJIEPOM BU3YaABHOI'O T€aTpa IPeYeCKUM
pexuccépom Jumutrpurucom [lamarioan-

Hy (Dimitris Papaioannou) u ero cieKTakKAeM
«HatropmopT», a TaKKe C U3PaUABCKUMHU II0-
craHoBirKamu Hlapon Osa u 'aem Beapom
U ux 0e3ynpedHbIM npeacraBaeHueM «OCD
love». «MbI cTapaAuCh HAUTU TPAHb MEXKTY
HAAIO3UEN U PEAABHOCTBIO, MEXKY PEIETU-
[yel U pa3BUTHEM TAHIIA, Mbl CTPEMHUAHUCH

«Asphalte»
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«Thédtre des Opérations»

CKOHCTPYHPOBaTh YTO-TO BMECTE U CO3/1aBa-
AU caMU cebe CIOPIIPU3bI, KOTOPble MHOXKU-
AUCBH, HO MBI JazKe He II0O03PpEBAAH B HadaAe
IIyTH, KyZa Hac 3TO IPUBEAET.

«Meme» — IIEPBBIN CIIEKTAKAb PUraad,

B KOTOPOM COEIUHHAIOTCS ITIAACTHUKA, IBU-
JKeHUe, IIeHHEe, Urpa Ha My3bIKaABHBIX
HHCTPYMEHTAaX, IPUEMBI ApPaMaTUIECKOTO
TeaTpa. ABTOPY XOTE€AOCH UCIIOAB30BaTh BCE
BO3MOXKHOCTH apTHUCTOB, IOHATH I'PAHHUIIbI
MeX/Iy TeaTpOoM U TaHIIEM, IOUTPaTh C ITHU-
MU I'paHUIIaMH. YYaCTHUKH CIIEKTAKAS —
aKTEpPBbI, TAHIIOBITUKY, My3bIKaHTBI.

«Bce ouyeHs crapaauck. Ho BUPTYyO3HOCTB
JAS MEHS HE CaMOLIEAD, IIO3TOMY KaxKAbIH I10-
HEMHOTY PaCIIHNPsSIA CBOH BO3MOXKHOCTH — aK-
TEpPBI TAHIIEBAAH, TAHIIOBIIIUKHU IIEAH, My3bI-
KaHTBI OCBaUBaAU ITIAACTHUKY. MHe HpaBUTCH
JBUXKEHIE, Pa3BUTHE, HO B 9TOM CIIEKTAKAE
MbI BUAUM IIOBTOPBI, BO3BPAIIEHUS, KaK/AbIH
pa3 B HOBOM KadecTBe. Bcé, 3agBaeHHOe BHa-
qaae, 0OCTaéTcsd B CIIEKTAKAE U TpaHCOPMU-
pyetcs. C adhdekToM nekaBIO MHOTHE U3 HAC
CTaAKHBAalOTCS B 2KHU3HU — CTPAHHOE OIIyIlle-
HUE, He 3Hal0 TOYHO, YTO IIPOUCXOAUT B 3TO
BpeM4 B MO3TY, HO HCCA€I0BATh UHTEPECHON.

3a UCKAIOYEHHEM IBYX IIEPBBIX padoT,
CcleAaHHBIX BMECTE C [IOCTAHOBIIIUKAMH,
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Puraas, Kak IpaBHAO, BBICTYHIAET €IUH-
CTBEHHBIM aBTOPOM CIIEKTaKALd — PEKUC-
cépom u xopeorpacgom. KoHeuHo, korma oH
He 3aH4T B CIIEKTAKAE, EMY A€rde yIpasB-
AITB Ipoucxoadamum. B cnekrakae «Meme»
BCE CAOXKHEE — [IOCTAHOBIIMK Ha CLIEHE BMe-
CT€ C BOCEMBIO UCIIOAHUTEASIMHU, IIPEACTA-
BUTEASIMHU Pa3HbIX }KaHPOB, OHU BMECTE
paboTarmT U UMIIPOBU3UPYIOT.

Bce nocranoBku [Ieepa Pruraas dpusmye-
CKU O4YeHb TPYIHBI, UX UCIIOAHEHE TpebyeT
TPEHUPOBKH, A U IIPOCTO (PU3NIECKUX CHA
U BbIHOCAMBOCTHU. CrieKTaKAb «Press», HaIrpu-

MEp, MaAO KOMY IIOJl CUAY, KPOME HETO CaAMOI0.
OTa IIoCcTaHOBKA, XOPOILIO U3BEeCTHAS PYCCKOM
yOAHKe, IIAACTHYIEeCKU I MOHOAOT, B KOTOPOM
aBTOP/HUCIIOAHUTEAD IEMOHCTPUPYET 60PEOY
HUHAWBUAYYMa 1 HEYMOAUMOMN matepuu. Ha re-
pod crieKTakAad Purasd MeaAe€HHO U HEOT-
BPaTHMO OIIyCKaeTCs IIOTOAOK KOMHATBI. A OH
BCEMH CHAAMH, PA3HBIMHU CIIOCOOAMH, ITOAO-
KEHUSIMH, aKpPoOaTHIeCKUMH ITPOBOKAITHS-
MU IIBITAETCH 380epKaTh U OCTAHOBUTE 3TOT
rporiecc. OT ABUKEHUH paclpsIMHUBIIETOCS

B IIOAHBIU POCT [I0 COTHYBIIIETOCs B TPHU II0-
rubeAmr 4eA0BeKa ero OTAeAsIeT roadaca 60pb-
6p1. C 3aMupaHueM cepala IrybANKa CAETUT
3a TeM, KaK 4YEAOBEK B IIOCACTHUY MOMEHT
BBICKAAB3bIBAET U3- IO AABAIIErO €ro Io-
TOAKA U ILIIEAb CMBIKaeTcs. Peakniua Ha 3TOT
CIIEKTAaKAb HEU3MEHHA: OBAllUd CYACTAUBBIX
3pureaeti, c 00Aer4eHHUEM B3/IOXHYBIITHX ITIOCAE
HaIPAKEHHOI'O COIIEPEKUBAHUSI.

HekoTopele cBou criekTakau I1sep Pu-
raab npeacraBsada B LlerTpe Muxanaa
BapslmHuKoBa B Helo-Hopke. «BeTpeda
¢ HUM OblAa BEAUKHUM COOBITHEM B Moel
JKU3HW»,— TOBOPHUT IIpep. UHTEpPECHO, YTO
BCTPETHUAUCE OHU He B AMepHKe, a B CaH-
TO-/loMHUHrO. Puraas nmokaselBaA TaM CBOM
HepBBIH crieKTaKAb «Erection», Ha KOTOPbIN
JAUPEKTOP TeaTpa no3sas bapellliHHUKOBA.
CriekTaKkAb IOHPAaBUACS BEAUKOMY TaHIIOB-
LIIHUKY, ¥ OH IIPUTAACHA MOAOZIOTO (ppaHILy3a
B Hrio-Mopke. I BEICTyIIaA TaM ABaK-
bl — ¢ «Erection» u «Press». 9T0 OBIAO HE3A-
oriBaeMo. Kak u To, 4TO Ha IIpeMbEPE MOETO
criekTakAd B Ilapuzkckoi onepe Bapsbir-
HUKOB ObIA cpenu 3puteaeii. 5 Bunea ero
Ha CLIEHE B IIapuxKCcKoM Teatpe Illatio B m1o-
craHoBKe JImutpuda Kpeimoa «B ITapuzxe»
o pacckasy MBana Bynuna. 910 610
IIOTPLACAIOIIE — UICTOPHS CTApOro reHepaasa-
3MHUTPAHTA, €r0 IIOCAEIHEH AIOOBH U CMEPTH.
[Toske B MockBe paboThl JIMUTPHS C €TO
CTyAUHIIAMH TOZKE IIPOU3BEAN HA MEHS CUAb-
Hoe BIIe4yaTAeHHUe. U emé a cMoTpea CIIeKTaK-
au Boba YuacoHa ¢ BaphInTHUKOBBIM».

[Tybarka 1o-pa3sHOMy pearupyeT Ha I10-
CTaHOBKH Puraag — BCé 3aBHUCHUT OT CaMOr'0O
CIIEKTaKAd U OT ayAuTopuu. IIbepy o4eHs 1o-
HPaBHAOCH, YTO B Poccuu y HEro Kakislit pas
Oblaa MHTEpPECHEeUIIas IANHHAS JUCKYCCHS
CO 3PUTEASIMHU IIOCAE BBICTyIIACHUL. B Hel
y4acTBOBAaAO MHOXKECTBO AIOIEH, K YAUBAE-
HUIO aBTOpa AEMOHCTPHUPOBABIIIUX BBICOKYIO
KOMIIETEHITHUIO ¥ 3HAHUA B 00AaCTH UCKYC-
CTBa U COBPEMEHHOro TaHIla. Ero OykBaabHO
3abpackIBaAu Maccoi «3abaBHBIX» BOIIPO-
coB. BeicTyniaeHua B Poccuu oKa3aAuCh AAd
PaHILY3CKOro IIOCTAHOBIINKA YHUKAABHBIM

«Press»

SKU3HEHHBIM OIBITOM: OH TTIOOBIBAA CO CITEK-
TakasaMu B MockBe (LlerTp numenu Metiep-
XOABAa U (PECTUBAAB COBPEMEHHOTO TAHIIA
HEX), Koctpome u EkarepunOypre (pectu-
BaAb coBpeMeHHoro taHIia «dpaunc/lancey),
Cauxkr-IlerepOypre (KyABTYPHBIH IEHTP
«AopT TIpoekT dTakm u pectTuBasb Open
Look) u neayto Heearo BEA MacTep-KAACC

B BaraHoBcKoll akageMuu TaHIla.

I'raBHOe TpeboBaHMe, KOTOPOE OH IIPeIb-
ABALET K apTUCTaM IIPU KaCTHUHTe Ha IIPo-
€KT,— JI0AsI 6e3ymus. «Kora s mpuraarao
AIOJIEY AL yIaCTUs B HOBOM CIIEKTAKAE,

§ B IEpBYIO OUYepenb JOAXKEH 3HATD, UTO

OHU HEMHOXKKO CyMacHIeAITue, KaK U s1 CaM.
Mme nHTepecHO paboTaTh ¢ TAaKUMHU. [asa
TOTO, UYTO MBI IeAaeM, HaIrrpumep, B «<Meme»,
HY>KHO UMEHHO Oe3ymMue. ADTHUCTBI JOAXKHBI
OBITH CBOOOOHBI, HE3ABUCUMbI, BAIOOAEHBI

B TO, 4eM 3aHUMarwTcd. Ham Hamo HaviTtu
0e3yMHBIe UIeH, TOYyBCTBOBATh UX, [IOTOM
BEpPHYTHCH K 9yTh OoAee cepbE3HOMY BOC-
IIPUSITHIO, YTOOBI cOOpaTh Bcé BoennHo». OH
HILIET AIOZIeH, KOTOPbIe He 0OATCH IIepeceKaThb
TPaHUIIBI MEXKAY JKaHPaMH U ITPOgECCUO-
HaABHBIMU BO3MOXKHOCTSIMH, AIOJIEY, KOTOpPBIe
CBOOOTHEI OT YCAOBHOCTEH U aKaIeMU3Ma.

CBoil caeAyIOINE CIIEKTAKAE Xopeorpad
cobupaeTcs CIeAaTh C UCTIOAHUTEASIMU XHUTI-
xona. OH To4yHO OyzeT 6oAee TaHIIEBAABHBIM,
u caM Puraap Kak IoCTaHOBIIUK OCTAHETCS
BHeE AeficTBUS. [[Ad TOTO YTOOBI OIIEHUBATD
IIPOUCXOAsIIee Ha CLIeHe, eMY IIOA€3HO OBITH
B CTOPOHE. XOT4d OH TOXKE BAAQ€eT IIpuéMaMu
xur-xomna. Caegytomiuit miar Puraas — B cto-
POHY YHCTOM Xopeorpaduu U TOCIIOACTBA
OBUIKeHUd. XUIT-XOIT 00Aa/JaeT OTPOMHOM
IIOAOXKUTEABHOMN 3HEpPruei: HCIIOAHUTEAN
BCeTla HacAaXKIaI0TCd TaHIIEM, U TIy0AUKAa
He MOZKeT He 3apazkaTbCs 3THUM II03UTHBOM.
«Hagerocw, Ha 3TOT pa3 MHE XBaTHUT «be3-
yMHUSsD», 4TOOBI yAEPKAThCA B paAMKAaX «ITpH-
AVYUM, — IIYTUT IIOCTAHOBIIUK.
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ACTUAL NAME

Pierre Rigal
A Share of Insanity

Natalya KOLESOVA
Photos from Pierre Rigal’s personal website

PIERRE RIGAL IS A CHOREOGRAPHER AND A DANCER WHO
USED TO BE A PROFESSIONAL TRACK-AND-FIELD ATHLETE.
BUT HE DECIDED THAT HIS CALLING WAS IN DANCE RATHER
THAN SPORTS. HE TOOK ON OBSTACLES NOT KNOWING
ABOUT OR GIVING MUCH THOUGHT TO THEIR LEVEL OF
DIFFICULTY. THAT IS WHY HE MANAGED TO ACCOMPLISH SO
MUCH AT HIS YOUNG AGE. HIS PRODUCTIONS ARE A FUSION
OF PERFORMANCE ART AND SPORTS, DANCE AND ACROBATICS,
IMBUED WITH TECHNICAL COMPLEXITIES AND MEANING. THAT
IS PERHAPS THE REASON FOR PIERRE RIGAL'S UNIVERSAL
POPULARITY. HE TRULY BELIEVES THAT IT IS NEVER TOO LATE
TO RADICALLY CHANGE SOMETHING IN ONE’S LIFE.
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n injury was one
such turning
point in Rigal’s
sports career.
Following that
injury, he
began studying
math and
economics at
the University of
Barcelona, then
cinematography and video in Toulouse. Then
he got interested in contemporary dance and
has been doing choreography ever since. In
2003, Rigal founded his own Compagnie
Derniére Minute, whose productions of
“Erection” (2003), “Arréts de Jeu” (2006),
“Press” (2009), “Asphalte” (2009), “Micro”,
and others were frequent guests at major
world dance festivals (for instance, this
summer he visited such important festivals
as St Petersburg’s Open Look and the
Montpellier Dance Festival where he spoke
to our correspondent). In addition, Rigal
collaborates with different world theatres —
the Beijing Opera (“Les sept planches de la
ruse” (“The Seven Boards of Cunning”)), the
Palais Garnier (“Salut”) and others.

“At the age of 23 I knew virtually
nothing about dance, but I couldn’t
continue in professional sports because
of a leg injury. I decided to reduce my
physical activity and started taking dance
classes — I didn’t even enjoy them at first,
but then I got passionate about it.” Rigal
had no special education, but he quickly
made progress in contemporary dance
even though he started at the already very
“old” age of 28. “And already six months
later I realized that I both wanted and
was able to work in dance and that I could
make my first production, though not as a
choreographer just yet but as a performer.”

He stopped all of his other activities (in
those days Rigal was working a lot in the
area of video), and when he saw that his
first production was a success, he decided
to stage the next one himself. Naturally, it
was a solo performance. “I knew for sure
that I wanted to be on stage, that I had
the need to express myself — that was how
my first experiment with “Erection” came
about.” The young artist asked director
Aurélien Bory to help him with the staging
and everything worked out.

“I find the line between contemporary
dance and sports to be a very arbitrary one.
It’s quite deep from the cultural traditions
standpoint, but that is not the case when
talking about using the body’s capabilities:
sports and dance are extraordinarily
close.” Indeed, coordination, balance and
endurance are essential in both sports
and dance. And certain types of sports
— rhythmic gymnastics or synchronized
swimming — are even interconnected with
dance.

Before every premiere, Sergei Diaghilev
would ask his “Saisons Russes” colleagues:
“What shall we surprise them with?”
Certainly, the production of “Méme”, which
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“Scandale”

was shown at the recently concluded
contemporary dance festival in Montpellier,
has this objective. Rigal there is both a
choreographer and a dancer. This time the
artist presented a pure experiment. And he
came onto the festival stage to challenge
Greek director Dimitris Papaioannou, an
established leader of visual theatre, and his
production of “Still Life” as well as Israeli
directors Sharon Eyal and Gai Behar and
their flawless production of “OCD Love.”
“Méme” is Rigal’s first production that
combines plasticity, movement, singing,

“Mobile”
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musical instrument playing, and drama
theatre devices. The author wanted to use
all of the actors’ abilities, to understand the
lines between theatre and dance, to play
with those lines. The production features
actors, dancers and musicians.

“Everyone was trying very hard.
Virtuosity for me is not an end in itself,
so everyone gradually expanded their
capabilities — actors danced, dancers
sang, musicians explored plasticity. I
like movement, development, but in this
production, we see repetitions, returns,
each time in a new capacity. Everything
that was announced in the beginning
remains in the production and gets
transformed. Many of us experience the
déja vu effect in our lifetime — it is a strange
feeling, I don’t know exactly what goes on
in the brain at that time, but it would be
interesting to research that.”

All of Pierre Rigal’s productions
are physically very difficult and their
performance requires training as well as
simple physical strength and endurance.
Very few people other than himself]
for instance, are able to handle the
production of “Press.” The production,

which is well known to Russian audiences,
is a monologue of movements, where
the author/performer demonstrates the
struggle of an individual against the
unforgiving matter. The ceiling of the room
is being slowly and inexorably lowered
onto the protagonist of Rigal’s production.
The latter tries with all his might, by any
means, positions, and acrobatic challenges
to slow that process down, to stop it. Half
an hour of struggle separates him from
moving while standing to his full height
to being doubled over. Hearts aflutter
audience members watch as at the last
second the man slips out from under the
ceiling that is about to crush him and
the slit closes up. The response to this
production is always the same: a storm
of applause from the overjoyed spectators
who were finally able to breathe a sigh of
relief following a period of intense empathy.

Pierre Rigal presented some of his
productions at the Baryshnikov Arts
Centre in New York. “Meeting him was
a great occasion in my life,” says Pierre.
They met in Santo Domingo, where
Rigal was showing his first production
of “Erection”, and the theatre director
had invited Baryshnikov to come see
the performance. The great dancer liked
the production and invited the young
Frenchman to New York.

The audience reacts differently to
Rigal’s productions — it all depends on
the production itself and on the audience.
Pierre loved the fact that in Russia after
every performance he always had the
most interesting long discussions with
audience members. A great number of
people took part in those discussions,
and to the author’s surprise demonstrated
high levels of competence and knowledge
in the area of art and contemporary
dance. He was virtually overwhelmed with
heaps of “entertaining” questions. These
performances in Russia turned out to be
a unique life experience for the French
director: he staged productions in Moscow
(the Meyerhold Centre and the TsEKh
Contemporary Dance Festival), Kostroma
and Yekaterinburg (the Francedanse
Contemporary Dance Festival), Saint
Petersburg (the Loft Project Floors
cultural centre and the Open Look
Festival), and spent a whole week teaching
a workshop at the Vaganova Academy of
Russian Ballet.

The main requirement he has of his

“Erection”

actors when casting for a project is a
certain share of insanity. “When I invite
people to take part in a new production,
the first thing I need to know is if they
are a little insane just like myself. To do
what we do in 'Méme’, for instance, you
need precisely that — insanity. We need to
find insane ideas, feel them, then return
to a slightly more serious understanding
in order to bring everything together.”
He looks for people who are not afraid to
cross between genres and professional
abilities, people free of conventions and
academicism.

The choreographer plans to do his next
production with hip-hop performers. It will
definitely have a greater focus on dance
and, as a director, Rigal himself will be left
outside the action. Even though he knows
hip-hop as well. Rigal’s next move is toward
pure choreography and supremacy of
movement. Hip-hop is filled with enormous
positive energy: performers always enjoy
the dance and the audience can’t help but
get caught up in that positivity. “I hope that
this time I'll have enough “insanity” to stay
within the bounds of “decency”,”- jokes the
director.
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