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OCHOBOM MPOTPAMMBI 64-TO ABMHBOHCKOTO
OECTUBAAS BbIAM TTOCTAHOBKM, CAEAAHHDIE

HA CTBIKE PA3HBIX CTUAEM U XKAHPOB. A TAABHBIM
COBBbITMEM CTAA CITEKTAKADb €PAPPERLAPAPP?:
IUBEMLIAPELL KPMCTO® MAPTAAEP TTPUAYMAA
M3bICKAHHYIO 1O ®OPME M CKAHAAABHYIO

MO COAEPXKAHMIO TIPUTYY O TOM, KAK BbITASIAUT
COBPEMEHHOE YEAOBEYECTBO B BEAMKMX
AEKOPALIM SIX TTPOLLIAOTO.

0 32BEJICHHOM CeMb JIET Ha3aJ| TPaju-

nuu adgumy pectusans popMupyer

nyaT pupextopos OpTanc Apmam6o

u Bencan boxpuiie npu ydactun

IPUTIAIIEHHOTO  XYJOXECTBEHHOTO

PYKOBOAHUTESI, KOTOPBIM CTAHOBUT-
Csl KTO-TO U3 €BPOIEHCKUX «epsadeii»: Tomac
Ocrepmaiiep, An Padp, Koszed Hamx u gpyrue
pajauKaibHble pekuccepbl. B aTom roay npu-
IJTAIIEHHBIM XyAPYKOM (pecTuBais GbLI HEMeI|
Kpucrodp Mapranep, paboTtaromuii Ha CThIKE
OIEPhbI U JPAMBI, UYbU CHEKTAKIM IPEJCTABIIS-
I0T COOOI 6GecTduue Mapojuu Ha COBPEMEH-
HOE eBPOoIIeHiCcKoe OBIIECTBO.

B 3EPKAAAX PEAABHOCTM

ITpurnameHHbIil XyApPyK HE TOJBKO (POPMUpY-
€T mporpamMmy (eCcTUBAJISA, HO U IPEACTABII-
€T CBOM CHEKTAKJU, OJUH U3 KOTOPBIX UIpa-
erca Bo asope Ilamckoro asopma. Hounoe
I0)KHOE He6O GyATO NOAIUPAIOT 3y0UyaThlie Ka-
MmeHHbIe cTeHbl 700—- neTHEH naBHOCTH. M3-32
UX TUTAHTCKOI BBICOTBI JBOP-KOJIOJEL KaKeT-
cs1 HEOOJIBIINM, XOTSI BMEIIAET JO TPEX ThICSAY
3pureseil. 3aJHUKOM CLEHBI CIYXUT CTEHA
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Anna Hlendeposa.
Domo npedocmasnenvy
Asunvonckum gecmusanem.

JABOpILA C TOTUYECKUMU OKHAMU ¥ OTPOMHBIM
OKHOM-po30ii cipaBa. CJI0BOM, O TaKUX IeHU-
QJIBHBIX JIEKOPALHSAX MOKHO TOJBKO MEUTATD.
Ho Maprazep efBa He OTKA3aCs CTABUTD CIICK-
TAKJb B 9TUX CTEHAX. «AMOCTOJ HOBOT'O €BPO-
IIEIICKOr0 Tearpa», «IeBell 3aKara EBponbl»,
B YbUX CIEKTAKJIAX HEXHOCTb U M3bICKAHHASA
My3bIKAJIBHOCTh COYETAIOTCS C €JKOU Iapoju-
€il, IPHUBBIK K 3aKPbITBIM MHOMemeHusM. Ero
BEPHBII coaBTOp XyjgoxHUIA AHHa PuUOGpPOK
CTHJIN3YeT UX II0Jl HEKOe IPOCTPAHCTBO, 3a-
cTpsiBlIee B scTeTure 70— X — UTO-TO BPOAE 3a71a
OJKUJAHUSI, KOTOPBI MOXET IPEBPAIAThCS
TO B ITAJATBI IICUXYIIKH, TO B MATyGy KOpaOIsL.
W HamoJHsieT ero Kydka HEJOTEIl, arpecCuB-
HBIX, YBAHJIMBBIX U HACMEPTDH IIEPEIyraHHbIX.

Tenepr Mapranep Bce e IOCENIUT UX
B CpeiHeBeKOBOM aBope Ilamckoro aBopra.
Coexrakib HasbiBaercst «Papperlapapp» -

['EPOWM CITEKTAKAA
MAPTAAAEPA
[TPEGLIBAIOT B
[TOCTOAHHOM
OXMAAHNMIN YYAA,
QOETNLUM3NPYA
AIOBYIO BbITOBYIO
EPYHAY, OAHAKO
PEAABHDBIX HYAEC
OHW HE SMAEYAIOT,
BOCITPMHUMAA UX KAK
OBbbIAEHHOCTD.

3TO HEMEL KU aHaJIor «6Jia-01a-61a», HO B CTE-
HaxX ABUHBOHA KaXK€TCH, YTO JaKe 3THU 3BYKHU
UMEIOT CaKPaJbHBIA CMBICIL.

Anna PuoOpoK (4bsg GosbIIAS NEPCOHAIBHAS
BBICTABKA IIPOXO/IAJIA B ABIHBOHE B JTHU (ecTH-
BaJIs), BCTABUJIA B IIyCThIE IIPOEMBI JBOPLIOBBIX
OKOQH IIACTUKOBBIE PAMbI — OHU COCEJACTBYIOT
CO CPEIHEBEKOBBIMU, MO3AMYHBIMUA CTEKJIAMU.
Ha cuene — pesnas mcrnoBefaJbHA U CKaMbHU
AL MOJISAIMXCS, OTPOMHAs CTHpaIbHAsS MaIIN-
Ha-BMeCTO Kae/pbl, CKJIaJ ObITOBOM TEXHUKHU
1 GPE3EHTOBBII Ky30B, U3 KOTOPOTO B IIPOJIOTE
BBLIEC3AI0T MY)KUYMHBI B MEMIKOBATHIX KOCTIOMAX
M SKEHINUHBI C JOIIOTONHbIMU CYMOYKAMU.
«[lepen Bamm — JIBopen npasocyaus B bprocce-
sie, cronuie EBpocoiosa», — BOCKIUIAET PhIKUI
SKCKYPCOBOJ, CIEHEL, OIMPAIOMNNCS Ha. HaJl-
Ky, MEMIAIOIUNA EBPOIENCKNE A3BIKM U .IIOTO-
HSIOIUN 5KCKYPCAHTOB KAK HOCJIYIEHOE CTAJO.
«A BOT U IJIABHAS JOCTOIPUMEUATEIHHOCTEY, —
YKa3bIBA€T OH Ha CTUPATBHYIO-MalliHY; CyeT
HOC B /JIBEpPLy M TYyT K€ OTOPACLIBAET MAJKY
¢ xpuxoMm: «O uyno, a npospen!..» s uciiose-
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Caxpanvroe u npodannoe max nepenymanocs 6 20106ax
ne[)couameﬁ Mapm(mepa, UMO CIMUPANLHYI0 MAUURY OHU
NOUUMAIOM KAK PeAULUOINYIO CEAMDBINIO.

JAAJIbHI BprI)IBaIOTCH CHOIIbI I/ICKp, SKCKpraH'
THl BIIAJAIOT B PEJIUTUO3HBIA 3KCTA3, BCKOpE
JBEpLA pacIaxUBAETCs — KAK HU B YeM He ObIBa-
JIO BBIXOJUT CBapIIMK. Maprajep mapoaupyer
YeJIOBEUECKYIO CIIOCOOHOCTD (PETUIIN3NPOBATH
mo6oil mpeaMeT (B OAHON U3 CIEH Iepou HC-
TOBO MOJIAITCS XO3SIHCTBEHHOI CYMKe), 4 peaJlb-
HbIE UyJeca BOCIPHHUMATD KaK OGBIICHHOCTD.

CrpoBasuB AaM, MYXYHHBI YKJAJIbIBAIOTCS
CIaTh Ha CPEJHEBEKOBbIEC HAATpoOHusa — AHHA
Ou6poK 3a0OTIMBO IMOCTEIUJIA Ha HUX Ma-
Tpacel u moxaymku. Ilocie, OGPAAMBIINCH
B PACHI CBSAIEHHUKOB, NPECIHOKOHHO XYIOT
raMOyprepbl — UX CKUJBIBAIOT HOSIBJISIIOIINECS
Ha Kpbllie ABopua xeHmuuel. Ha ¢one Tem-
HOro HeGa OHU HAIIOMUHAIOT AHTEJIOB, Ja
U IIOIOT CTOJIb K€ AHTEJbCKIMU TOJTOCAMH. ..

Hewmenkuii B cnekrakie uepeayercs ¢ Gppas-
L[y3CKI/IM U AHIMIUUACKUM — TEKCThl COYMHSII
Mapranep B COAaBTOPCTBE C aKTepaMy U IIU-
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caresieM OsmBbe Kajno, BTOPBIM NpuUIJIaIIeH-
HBIM Xyapykom ¢ectusansd. Ho ocrpoymubie
JAuajioru 3jgech He rmasHoe. Iloromy uro ca-
Moe BrieuaTsiomee B «Papperlapapp» — He To,
KaK OH BUPTYO3HO CJl€JIaH, My3bIKaJI€H, BEJIU-

YECTBEHEH U CMENIOH OJHOBPEMEHHO, a TO,
uro Kpucrody Mapranepy yaanoch cpexunc-
CHUPOBATh HE TOJBLKO AaKTEPOB, HO U 3aJ1. Heno-
BOJIbHBIE €r0 AHTUPEJUTUO3HBIMU BbINAJaA-
MU 3PUTENU HAYUMHAIOT TAHYTbCSA K BLIXOJY.
W Tyr npoucxoguT NOpa3UTENIbHAs BEUIb:
BO-TIEPBBIX, CAMH TOT'O HE KeJiasd, OHU IoYeMy-
TO ABUIKYTCH B TAKT MY3bIKE, BO-BTOPBIX, TOY-
HO KONIHUPYIOT IIOXOJKY IepoeB — 6eCTOJIKO-
BBIX 3KCKYPCAHTOB CO CJEIDBIM IIOBOJBLIPEM.
W yem panbiie MJAET CEKTAKIb, CAEJAaHHBIA
MEJIJIEHHO, CJIOBHO HA3JI0 TOPOILIUBBLIM TYpPHU-
cTaM, TeM OoJibllle HeJENbIX IepPCOHAXKEH 3a-
Meyaemsb B 3aie. B ¢punane Hukakoil pasuu-
LI MEXy TeposaMu MapTaiepa u myoInKoi
He ocTaercs. VI TyT B pykax y akTE€pPOB OKa3bl-
BAIOTCsl MAJKU — IPUXPAMbIBasi U OTTaJKUBast
JPYT Jpyra, OHU CIIEIIAT B CBOM OPE3eHTOBBII
Ky30B. Pbruut gBUrareb, AbIMUT BBIXJIOIHAL

Tpy6a, HO Ky30B HE CABUTAETCS C MECTA...

K coxasenuio, o Apyrux eBporeickux gecru-
BaJICH, paBHO KaK U O MOCKBBI, 3TOT TpaHIH-
O3HBII (rIoCOpCKUII KapHABAJI HE JOEHET —
oH HeoT/eauM ot Ilamckoro aBopa u 3agymMaH
Kak pazoBas akius. M 3To 04eHb jKajIb — XOTs Obl
B KOHTEKCTE HEJaBHErO MOCKOBCKOIO CyZAA HAJ
CO3JaTeJNsIMU  BBICTABKU «3aIlpeTHOE HCKYC-
cTBO». lIHTEpecHo, HanpuMep, KaK yAAJIOCh ObI
MapTanepy CpeKHCCHPOBaTh PEAKIUIO IIPe]-
crasuTeneil «HapogHoro cobopa» mim apyrux
paauKaJIbHBIX XOPYIBEHOCIIEB, €CJIU ObI BAPYT
OHH B3AyMaJIl IIOCETUTD ero «Papperlapapp».

ABAALATD TISITHIA YAC

Criextakiu B ABUHbOHE UT'PAIOTCA ITOYTH KPY-
IJIOCYTOYHO, B OyKJeTe (PeCTUBAISA €CTh Jaxe
IpOrpaMMa JTUTEPATYPHO-TIO3TUUECKUX Beue-
pOB IOJ, Ha3BaHHEM «/IBajamaTh MATBHINA Jac».
B nepepbiBax MeXAy CHEKTAKJIAMU, YCTaB
OT Kapbl ¥ 3BOHA, TYPUCTBI MIPSAYYTCH HA BbI-
CTaBKaxX, KOTOpbIE€ 3a0aBHO NEPEKINKAIOTCH
C TEM, 4YTO JEKJAPUPYETCA B CIEKTAKIAX.
BoT, cxaxewm, HayTpo mnocie «Papperlapapp»
B wMmysee Ilamckoro aBopra mnocerurtenei
JKJIaJl CBOCOOPA3HBIM IOCTCKPUIITYM K CHEK-
TAKJIIO — BEJUYECTBEHHAs T'POOHMIIA KAKOM-
TO BEJIbMOKHOW napol. Bce xak B cnekTaxje
Mapraepa, TOJIBKO BMECTO KUBBIX aKTEPOB
Ha KaMEHHOH TyMm6e BO3JIEKAT W3BASHMUI.
IIpucMoOTpEBIIUCH, IOHMMAEIb, YTO JIKIIA
CTATY{ 3aKpBITBl YEM-TO BpPOJE MATOH caJl-
¢erkn. M ToNBKO MOCJIE BUAMIIL, YTO CaJl-
¢erka rmugnasd... Tax myrut Muxene bapce-
JIO, UCHMAHCKUN XYJTOXHUK M JaBHUI COABTOP
Koseda Hagxa. CBou kaptunbsl bapcesno kax
OGyATO JNEenuT, 6pocas HAa XOJICT CTYCTKU Kpa-
COK MJIM HEOPEXXHO pa3Ma3bIBasi YEPHUJIbHBIC
nsatHa. CTOUT OTONTH NOJa1blle — ATHA IIpe-
BpPAIAIOTCA B YEJIOBEUYECKUH MypaBEeHHUK.
UYeTsIpe roga Hazax ABHHBOH OGYyKBAJIBLHO CTO-
Ha1 ot BocTopra. Torma Hamx moxasan 3gech
cBoil «[Tacamobup»: mosTOpa Yaca HOAPS[
Hapx u bapceso TBOpWIM KaKylo-TO HOBYIO
BCEJICHHYIO, M€Cs IJIMHY, YTOIIasl B HE 1 CHOBa
HOSIBJIASICH HA CBET. Bes criena xas3azach orpom-

Kpucmogp Mapmanep nepememan 6 ceoem
CNEKMAKAE UCTIUNNDLE U MHUMDLE PEAULUOINHVLE
COAMBLHU.

TYCKAO INTOACBEYEHHOE,
HECITELLIHOE AEMCTBO
[TOXOXE HA CEAHC
MEANTALLINN. CIOXETA
HET, HO HM MMHYThHI

HE CKYYHO, N TAHET
PA3MBILLIAATD.

HBIM KyCKOM IVIMHBI, YaBKAIOIEN 1 IEBETAIEH-
Cs TIOJ|, HU3KHE, NIePBO3JaHHbIe 3BYKU. Tak BOT,
JKUBONIHCH bapceso u ecTh sTa «IJIMHAHAS» MYy-
3bIKQ, TOJBKO 3aCThIBIIASL HA XOJICTE.

7Kozed Hamx npubhLT B 3TOM rogy B ABUHBOH
u3 Mocksbpl, rje Ha YexoBckoMm (pecTusaie npo-
nuranpembepaerocnekTakas «[leppu-6penan».
A B ABUHBOHE MOKHO OBLIO YBUJETD €TO CIIEK-
TakJb «Les Corbeaux» («BopoHbI»), cie1aHHBII
B COABTOPCTBE C My3bIKAHTOM 110 UMEHU AKOII
Kenesenrrii (Akosh Szelevenyi). MyspixanT
CBANEHHOJACKHCTBYET CO CBOMMHU WHCTPYMEH-
TaMM, U3BJIEKAs ITTyXHUE 3BYKH U3 KaKUX-TO JIa-
TYHHBIX Tpy6ouek u uam, a Hamx asmxercs,
HE TO 4YTOOBI HOBTOPHAS IUIACTUKY BOPOHOB,
HO nepejiaBas CyTh 3TUX TAMHCTBEHHDIX IITUII.
Wnu pucyer, 6pblsras TyMIbIO HAa BATMAH — TOY-
HO 3TO PHUCYET CaM BOPOH, OOMAaKMBasg KPbIIO
B Tymb... Tyckjo mojcBedeHHOE, HECIIENIHOE
JeicTBo moxoxe Ha ceaHc MepuTaruu. Cio-
JK€Ta HET, HO HU MHUHYTBHI HE CKyYHO U TSHET
pasMblILIATh. Hanmpumep, o TOM, YTO MarucTp
n yapojeit Hayx aBHO cposHu repoio ctapoit
IPUTYU O MY3bIKAHTE, KOTOPBII HAaydWJICs 13-
BJIEKATh 00’KECTBEHHBIC 3BYKH Ja)K€ 13 OObIU-
HOHU manku. bena, mpasjga, B TOM, YTO Majo
KTO BJIaJeJl TAKUM TOHKUM CJIYXOM, UTOOBI UX

YyCJIbIIIATD.
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THE PROGRAM OF THE 64 TH ANNUAL AVIGNON
FESTIVAL WAS BASED AROUND VARIOUS CROSS-STYLE

AND CROSS-GENRE PRODUCTIONS. AND THE PLAY

TITLED €PAPPERLAPAPP® BECAME ITS MAIN EVENT:

THE SwWiss DIRECTOR CHRISTOFF M ARTHALER

CAME UP WITH A PARABLE (EXQUISITE IN FORM

A AND SCANDALOUS IN CONTENT) ABOUT WHAT THE
- CONTEMPORARY MANKIND LOOKS LIKE AMIDST
' THE GREAT DECOR OF THE PAST.
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Alla Shenderova.
Photos provided by the
Auvignon Festival
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ccording toaseven-year-old tradition

the program for the festival is

put together by a duo of directors

Hortense Archambault and Vincent

audriller with the assistance of a

guest artistic director — usually one of Europe’s

firstraters, such as Thomas Ostermeier, Jan

Fabre, Josef Nadj and other radical stage

directors. This year the honor of being guest

artistic director fell to Christoff Marthaler,

who works at the crossroads between opera

and drama and whose productions are brilliant
parodies of contemporary European society.

IN THE MIRRORS OF REALITY

The guest artistic director not only puts
together the festival program, but also stages
his own productions, one of which is performed
at the Cour d’'Honneur of the Palace of the
Popes. The nighttime southern sky seems to
be propped up by the 700-year-old crenellated
stone walls. The well-type courtyard appears
small due to their enormous height, even
though it easily accommodate up to three
thousand spectators. The palace wall adorned
with gothic windows and a giant rosette
window on the right serves as the backdrop.
In short, one could only dream about a set as
glorious as this one.

But Marthaler nearly refused to stage a
performance within these walls. «The apostle
of the new European theater», «the singer
of Europe’s decline», in whose productions
tenderness and refined musicality are combined
with biting parody, is accustomed to enclosed
spaces. His loyal coauthor, stage designer
Anna Viebrock stylizes them to resemble a
certain space, frozen in the aesthetics of the
70 s — something akin to a waiting room that can
be turned into psych wards or into a deck of a
ship. And it is filled with a bunch of blunderers,
aggressive, conceited and scared to death.
Nevertheless, now  Marthaler  placed
them inside the medieval courtyard of the
Palace of the Popes. The show is called
«Papperlapapp» - it’s the German equivalent
of «blah-blah-blah», but within the walls of
Avignon even these sounds seem to have sacral
meaning.

Anna Viebrock (whose large personal
exhibition was held in Avignon during the
festival days) placed plastic frames inside the
empty apertures of the palace windows — they
border the medieval stained-glass. The stage
displays a fretted confessional and faldstools,
a giant washer instead of a pulpit, a pile of
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Clowns from around the world participate in the
off-program of the Avignon Festival.

household appliances and a canvas-top truck
bed. During the prologue men in baggy suits
and women with antiquated purses climb
down from it.

«Before you is the Palace of Justice in Brussels,
the capital of the European Union,» exclaims
the blind red-haired guide, who leans on a
cane, mixes together European languages
and shepherds tourists like an obedient
herd. «<And here is the main attraction,» — he
points to the washer, sticks his nose inside the
door and immediately throws away the cane,
shouting, «It’s a miracle, I can see!..» Showers
of sparks shoot out from the confessional, the
tourists go into religious ecstasies, and soon the
door opens and from there emerges a welder
just as if nothing had happened. Marthaler
parodies the human ability to make a fetish
of any object (in one scene the characters pray
religiously to a shopping bag) and to perceive
real miracles as commonplaceness.

Having escorted out the ladies, the men go
to sleep on top of medieval gravestones —
Anna Viebrock has thoughtfully covered them
with mattresses and pillows. Afterwards, having
put on priest robes, they very calmly munch on
some hamburgers — the women who appear on
the palace roof toss those down to the men.
Against the backdrop of the dark sky they
resemble the angels, and they sing with equally
angelic voices...

Ll
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The German language in the show alternates
with French and English — Marthaler wrote the
texts in collaboration with the actors and writer

Olivier Cadiot, the second guest artistic director
of the festival. But the witty dialogues are not
what is most important in the play. Because
what impresses most about «Papperlapapp»
is not how masterfully it was created, how it is
musical, grand and absurd all at the same time,
but that Christoff Marthaler was able to stage-
manage not only the actors but the audience
as well. The spectators displeased with his anti-
religious attacks start filing toward the exit. And
suddenly something amazing happens: first of
all, they somehow move unwittingly in time with
music, second of all, they duplicate the gait of the
characters ~the muddle-headed tourists with a
blind guide. And the further the play progresses,
slowly as if to spite the hasty tourists, the more
absurd characters can be seen in the audience.
In the finale there is no difference left between
Marthaler’s characters and the public. And then
the actors all find themselves with canes in their
hands - limping and shoving each other away,
they hurry into their canvas-top truck bed. The
engine roars, the exhaust pipe puffs out smoke,
but the truck doesn’t move...

Unfortunately this grandiose philosophical
carnival won’t come to other European festivals
or to Moscow - it is inseparable from the Palace
of the Popes and is intended as a one-time show.
And that is too bad - especially in the context
of the recent Moscow trial of the organizers
of the «Forbidden Art» exhibition. It would
have been interesting to know, for example,

World theatre is reflecting in Avignon as the world in the glass
bowl of the juggler.

how Marthaler would have been able to stage-
manage the reaction of the representatives of
«The National Cathedral»l or other radical
gonfaloniers, if they had decided to attend his

«Papperlapapp».

The TweNTY-FirTH HOUR

The shows in Avignon are performed nearly
round-the-clock. In the festival brochure
there is even a program for an evening of
literature and poetry titled «I'he Twenty-Fifth
Hour». In between the performances, tired of
the heat and the ringing of bells, the tourists
hide out at exhibitions — the amusing echoes of
the shows. For instance, the morning after the
performance of «Papperlapapp», the Palace of
the Popes museum presented its visitors with a
unique postscript to the show — a magnificent
tomb of some noble couple. Everything was just
like in Marthaler’s play, only with statues lying
on top of the stone pedestal instead of live
actors. If you look closer, you see that their faces
are covered with something like a crumpled
napkin. And only later you realize that the
napkin is made of clay... Miquel Barcelo, a
Spanish artist and a long-time collaborator of
Josef Nadj, is responsible for that trick. The
way Barcelo creates his paintings is as though
he sculpts them, throwing blobs of colors at
the canvas or carelessly spreading ink blots.
The moment you step further away from it, the
blots turn into a human anthill.

Four years ago Avignon literally moaned in
delight. That was when Nadj and Barcelo showed
their «Paso Doble» here: for an hour and half

Nadj and Barcelo were creating some kind of a
new universe, battering clay, drowning in it, and
then reemerging once again. The entire stage

| - J_]'lj._fk-.

Theatrical radicals of every stripe feel themselves in
Avignon like at home.

seemed like a giant piece of clay, champing and
moving to low, primordial sounds. Barcelo’s
art is that same «clay» music, only frozen on a
piece of canvas.

This year Josef Nadj came to Avignon from
Moscow, where he staged the premiere of his
production of «Cherry-Brandy» at the Chekhov
Festival. Andin Avignontheaudiencewastreated
to his production of «Les Corbeaux» («The
Crows»), written in collaboration with Akosh
Szelevenyi. The musician performs a religious
rite with his instruments, eliciting hollow
sounds from some brass pipes and bowls,
while Nadj moves not so much by repeating
the plasticity of crows, but by conveying the
essence of these mysterious birds. Or he
draws, splashing gouache over the Whatman
paper — as if the crow itself is making the
drawing, dipping his wing into the gouache...
Dimly lit and unhurried the play resembles a
meditation session. There is no plot, but you
don’t feel bored even for a minute, and you
feel compelled to reflect. About the fact, for
example, that a master and a magician such as
Nadj is clearly akin to the character from the
old parable about a musician who learned to
elicit heavenly sounds even from an ordinary
stick. The trouble is, though, that very few had
hearing keen enough to hear them.

Tragedy and gloominess of modern theatre balanced
by street carnival non-stop in Avignon.
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