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ALMA MATER

BAXTAHTOBCKOE

HAYAAO

Omvea Kanucxuna

23 okTa5Pd 1914 TOAA AKTEP
M PEXXUCCEP 1-11 CTyAUM
MXT EBrEHMM BAXTAHIOB
MPOBEA TTEPBOE 3AHSITUE T10
CUCTEME CTAHMCAABCKOTO
CO CTYAEHTAMM
MOCKOBCKMX MHCTUTYTOB,
COBPABLLIMMMUCS B OAHY

M3 TEX MHOTOYMCAEHHDBIX
CTYAMM, KOTOPBIE
MOSBASIAUCD B TY MOPY

KAK TPUEbBI TTOCAE AOXKASI.
DTY AATY IPUHSATO

CYUTATH AHEM POXAEHMS
HBIHELLIHETO TEATPAABHOTO
UHCTUTYTA UMEHU
LIIyKmHA. BIIPOYEM, HAYAAO
BbIAO TTOAOXKEHO ELLLE
PAHDBLLIE.

OJIOZHBIM JEKAOPbCKUM Bede-

pom 1913 roma Tpu crygeHTa
MOCKOBCKOTO KOMMEPYECKO-

ro uHCTUTyTa — bopuc Bep-

o, Kcerna Korny6ait u

ataH Typaes, BIOGIEHHDBIE

B XyZOKECTBECHHBIN TeaTp, MasIMUJIN OKO-
j0 MXT. Jasamu «Hukonas CraBporusar.
B MaccoBwIX clieHax ObLI 3aHAT MOJIOJOM
akTép Eprenmit Baxrtanros. CrTyjneHTbI

MeYTaTl 3aHUMATbCS TEAaTPOM, HCKAJIN
cebe HaCTaBHUKA, a UM MoJoforo Baxran-
rosa y3Hagu oT Harana Typaesa — 3a rog
JIo TOTO OH OKa3zaJcA ¢ Eprenuem borparu-
OHOBHYEM Ha IAPOXOZE M ObLI OYAPOBAH
€ro paccka3aM# O TeaTpe. BaxTaHros BbI-
caymasna IpochOy mpoMépaiei Tpounbl U
COIVIACUJICS II00ECEN0BATD.

¥ 6ynywmeii ctyanu obL1 cBoil «CiraBsn-
ckuit 6a3ap» — pecrtopa «MapThsaHbIY» (B
nojBayie coppeMenHoro I'YMa): nuém tam

ﬁ“__:‘_‘-_-'-“‘-——_

. e

e =
R —

-

#Hﬂfﬂﬂ

MHOONG o
E ot UL

mmnm

: IIE l ':I' |._|_

N4 2014 ITI-INFO | 57



06eaIn KPyIHbIE JeJIbLbI U COBEPIIAINCH
MUJUIMOHHBIE CEIKHU, a BEYepaMH YXKUH C
IAMIAHCKUM CTOMJI PyOJIb U OBLI IO Kap-
MaHy Jake CTyA€HTaM. BaxTaHroB HaxXo-
IUJICSI B TPUIIOAHSITOM HACTPOCHUU (OH
TOJIBKO YTO HOJIYYHJI CBOIO IIEPBYIO 3HAYH-
TeIbHYI0 poib — KpadTa B aHApeeBckoil
«Mpican») u gan cornacue. Ilpenntoxenne
CTYZICHTOB ITaJI0 Ha GJIArOJaTHYIO IIOYBY.
«Xouy obpasosarb CTyauio, rae Mbl y4u-
sck 661, IIpuHITUI - BCcero fo6uBaThC ca-
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Domo: Bumasuit Pazyaun

muM... ITposeputs cucremy K. C. na cammux
ce6e. [lpuaATH My 0TBEPrHyTH €€. Mcrpa-
BUTD, JIOTIOJTHUTD WJIN YOPATh JTOXKb», — Ha-
Iycas OH emé 3a 1Ba rofia 0 3TOU BCTpedn.

Ha nepBoe 3amsTue (KoTopoe cOCTO-
sToch 23 nexabps B KOMHATe JApYroil cTy-
JEHTKU KOMMepueckoro ncruryra — Kce-
Hun CosnoBbéBol) Baxtanros mpumén B
MapajHOM KOCTIOME, YpE3BbIUYAHO BO30Yk-
AEHHBIA. CTYIEHTBI yKe BBIOpAIU IbECy
«Ycaab6a JIaHMHBIX> U MOJYIUIH JOOPO Ha
IIOCTAHOBKY Y aBTOpa — bopuca 3aiinesa.

B ycTpoiicTBe cTyanm 661710 HEMAJIO OpU-
ruHaibHOro. Ilo Bocmomuuanusm bopuca
Bepmmosa, penerunyu BaxTaHros Haun-
HaJI C OTBJICYEHHBIX Gecel: ecli He 3a)H-
raJics, TaK ¥ PaCXOJUJINCh, ECJIU 3a3KUTAJICH,
IepBOHaJYaIbHAS TeMa ObLiIa K€ He BAXKHa —
HACTOJILKO APKMMU CTAaHOBUJIUCH 3TU BCTPeE-
un. B coser cTyquu nomajzanu myTEM Tak
Ha3bIBAEMOTO NPU3HAHUSA: BaxTaHros mpu-
3HaJ AJIeEBY, Ta — CJIEAYIOMETO KaHAU/ATA U
TaK JI0 TeX IIOp, ITOKa IPU3HAHUE ObLIO e/
HOIIaCHBIM. JlesioBasi KOMUCCUS CTYUU CO-

CTOS1J1a M3 TEHUEB: TeHUI penepTyapa, reHui
agMuHUCTpUpOoBaHud. C HOBUUYKAMU Beja
6ecery TpUEMHAS KOMUCCHSL: SKETAOIINAN
ITOCTYIUTD B CTY/HIO JTOJIKEH ObLI OYEeHb yoe-
JUTEJIBbHO OOBACHUTD, [IOYEMY XOUET OTAATD
cTyauu Bech cBoi jgocyr. M Hukakux Tebe
0aCEeH-CTUXOB-3TIONOB. MUHUMAIbHAS ILJIATA
3a y4€6y COCTaBJIsIA ITOJITOPA PYOIsL.

Peneruposanu rae npugércs: mo Kom-
HaTaM, B KOTOPBIX JKIJIN CTYJEHTHI (KBap-
THPHBIE XO3SHKHU BBIHOCUJIU, KAK IIPABHJIO,
He GOoJIblIe OfHOI PEeNeTHINN), IO PEeCTOo-
paHaM (IPOCTEHBKUIT 3aKa3 ObLT ILIATOI 32
PENETULINIO B OTAEJIBHOM 3aJI€), II0 IyCTe-
IOIMM K HOYM KMHOTeaTpaM. biaro Toin-
KO HOYb U ObUTA B PACHIOPSKEHUN 3HTY3U-
acToB: BaxTanros miorHo 3augaTt B MXT u
1-#1 cTyguu, cTyaninbl y9UIUCh B MHCTUTY-
Te, KTO-TO paboTal. Y:ke toraa Esrennit bo-
IPaTMOHOBUY BO BpEMs pENeTULIMI TalTKOM
IJIOTAJI KaKHEe-TO MOPOIIKU — CMepTeIbHAsA
60JIe3Hb, KOTOpAsl BCKOPE CTAHET MEXKIY
HUM 1 T€ATPOM, YK€ 3asBJIslIa O cede.

Opnako 3aja4u IMPOCTO CKOJOTUTH
JIOOUTENBLCKUN CHEKTAKJIb He ObLIO U B
noMuHe: BaxTaHros BUJE CBOIO MUCCUIO
B npomaranjge wupei CraHucIaBCKOro,
CTYAMMNILI CTAHOBUJIMCDH BCE CILUIOYEHHEE,
aBTOP BOJHOBAICS — €My Ka3aJoChb, YTO
ny6smKa OyAeT jKeBaThb alleJIbCUHBI U UTO
BOOOIIIE ITbeca He CTOUT NOCTaHOBKU. Cry-
jquen; bopuc 3axaBa, KOTOphIil MoTOoM Ha
jgoiarue rojpl cranet pexkropom Illykun-
CKOro yuymIMina, nucaa B To spemsa: «Te,
KTO paboTaJ HaJ «YcaabOoil JIaHMHBIX», a
TAK)KE U COTHU (s HE IPEYBEINUMI: HMEH-
HO — COTHH) T€X, KOTOPBIC IIPOIILIN Yepe3
pyku BaxTanrosa BHOCJIEJCTBUM, HO B Te-
aTpe He YIEep:KaINCh, BCE Ke ¢ GECKOHeY-
HOH 6JIaTOAAPHOCTBIO BCIIOMUHAIOT YaChl U
HOYM BAXTAHTOBCKUX YPOKOB. CKOJIBKO HX,
BO BCEX KOHI[aX Hallell CTPAHBbl, — NH)KEHe-
POB, yuuTeIei, IOpUCTOB, Bpadeid, yuéHBIX,
SKOHOMUCTOB U IIp., — NPOIEAIINX Yepes3
pykn Baxrtanrosa! Bce oHm mMormm 6bI 3a-
CBUJIETEILCTBOBATb, YTO IpeObIBAHUE B
BaxTaHroBckoii mKoJsie 0CTaBUJIO HEN3IIA-
IVIMBIN CJIe]] Ha 4YeJIOBEYECKOU JUYHOCTU
KayJIOr'0 U3 HUX U IPEJONPENETUIO0 MHO-
roe Ha UX KU3HEHHOM Iy TH».

ITo BocnomunanusMm Jleounga Boako-
Ba, PENETUINH «YCATBOBI...» OBLIN OYCHBb
SMOIIMOHAJIbHLI, MHbIE MOIVIM pacIlia-
KaTbCs «OT YMUJIEHHSI paboTOH TOBapu-
ma». C peneTuIumii «Ycajgbosl...» B CTYJUN
OCTAJIOCh BBIPAXKEHUE «a HY ChIIpaiiTe-Ka
JJIs1 TOBapuIieii», TO €CTh ChITpaiiTe TaK,
YTOOBI YAUBUTH CaMBIX OJIM3KHX IO JYXY
JIOJIEN, KOTOpbIE JAaBHO 3HAIOT APYr IPO
Apyra meuto cokposennoe. Ilocie mpe-
MbEPbl KPUTUKUA Pa3HECJH CIEKTAKIb
B IyX U IIpaX, HE IPOCTUB JAXe TO, UYTO
BMECTO JABEPU BAXTAHTOBIBI MCIOJb30BA-
s ycaoBHYyIo Jiepiory. Ho camu cTyauiinbt
YYBCTBOBAJIN, KaK BaXHA UM 3Ta paborTa,
a JIepIo’KKa, BeTKa cupeHu u Benepa u3
namnbe-Malle cTaad ux tajaucmanom. «Hey-
crex ObLT BHEIIHHUH, — onpegenni Baxran-
rOB pPe3y/IbTaT CBOEH I1ePBOI HIOCTAHOBKU B
CTYAMU U IIPEJJIOAKIII CTYJUMIIAM... HAYaTh
yunThbcsi: — Tenepb Mbl IOKHBI OUUCTUTD-
Cs, UBMEHUTbCS Kak jnoau. Hesepno, uto
TeaTpy HY’KEH TOJIbKO TaJTaHT. XOTs Obl Ha
JBA Yaca Halleil paboTbl HAM HAaAO CTATb
JIydiie».
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K crenyromemy ce3oHy Hamum mome-
meHue B MaHCcypoBCckoM niepeyske (I103To-
My HEKOTOpPOE€ BPEMH CTYJUs Ha3bIBAJIACh
MaHcypoBCKoiIi) 1 Hayagu 3aHUMaThcs. 1o
OJTHOMY U3 CBUAETENLCTB, CTAaHNCIaBCKUNA
ObLT Tak 30y Ha BaxTaHroBa 3a camoses-
TEJIBHOCTD U IIPOBAJI «Yca b0bl JIAHUHBIX»,
YTO 3ANPETUT €My NPOAOIKATL 3Ty Jes-
TeabHOCTb. [loaTOMY NepBoHaYaIbHO 3aHA-
THS BEJIUCH B CTPOXKAHTIEH TaifHe — CTyANi-
IbI MOKJISITTUCH JIaXKe POJHBIM HE TOBOPUTD,
I7ic OHM IPOBOJAT CTOJBKO BpeMmeHm. Ilo
ciaosaM Henmnmun MaHcypoBoii, HecMOTps
Ha 6eTHOCTb CTyAUM, BaxTaHros HaHMMaJ
HE IPOCTO JYUIIUX IeAarorob Mocksbl, a
TeX, KTO He 60sLICS OBITH AGCOMOTHBIMHU HO-
BAaTOPAMU: POAOHAYATBHUITY PUTMUUECKUX
3TIONOB AJIEKCAH/IPOBY, TTOCTAHOBIUKA TO-
goca ITaraunkoro, «cranouduka» [logmnsa-
HOBA. «MBI Tak GEIHBI, YTO JOKHBI YUUTh-
€Ay JIy4IIUX>, — TOBOPUJI OH.

Ho mnosxe CraHuciaaBckuil npusHa-
€T HE3aKOHHOPOXAEHHOTO «pebEHKa» N
6yzeT mo mpocnbe H6oapHOrO BaxTaHroBa
HNPUXOAUTDH HA penetunuu. A 13 ceHTAGPs
1920 roga MXT «ynoueput» MOCKOBCKYIO
JApaMaTuJeckylo cTyauio Eprenns Baxran-
rosa noj umeneM 3-it cryauu MXT. Yepes
rox, 13 Hos6ps 1921, TBopueckas 3peocTh
CTYIUM O3HAMEHYETCS OTKPBITHEM CBOETO
Tearpa: cHadaja Hapozpnoro (massanue
Hapoaupiii Xymo:KeCTBEHHBIN TeaTp BbI-
3BaJi0 peBHOCTb CTaHUCIABCKOTO — CIIpa-
BEJ/UTMBYIO, KaK IpU3HaBaJ BaxTaHros), a
nocjie CKopod konuuHbl Ebrenns Borpa-
THOHOBHYA — Tearpa ero umeHu. CBoio
seregaapuyio «IIpunneccy Typangor», ko-
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TOPYIO OH CTAaBMJI KaK pa3 Juid 3-ii cTynuu,
BaxTaHros Ha cIieHe y)ke He yBU/JEI.

Hrax, B 1926 rony Hapoaubiii Teatp
cran Tearpom umenu Baxranrosa, a mo-
poavBLIas €ro CTyAHUS IPEBPATUIACH B
Ky3HHUIly KaJpOB JJIsl Te€aTpa: CTaTh CTY-
AeHTOM (aKTU4YeCKd O3HadajJo OBbITh
IPUHATBIM Ha paboTy B T€aTp, U C IEPBO-
ro Kypca CTYJUHIEB 3aHUMAJIH B CIIEKTA-
KJIAX.

B 1937-m yue6HOe 3aBeAeHUE MOCEIU-
JIOCB II0 COCEJCTBY C T€aTpoM, B bopimom
HukosoneckoBckoM Iepeysike, o0peo
CTaTyC CaMOCTOATEIbHOIO0 TEXHHUKyMa
U CTAJO yKe Ky3HUIIEH KaJpOB IS BCEH
crpansl. B 1939 roxy B Bozpacre Bcero 45
JIET CKOHYAJICH OAUH U3 IEPBBIX U Jyd-
mux ydyeHukoB Baxrtanrosa Bbopuc IIly-
KHUH: BEPHYJICA U3 T€ATPa, T€ reHUaJIbLHO
penetuposan l'opogauuero B «PeBusope»
(my6siMKa Tak M He YBUJeTa 3TOH pOJIHu) U
ymep ¢ kauroit Jlugpo «Ilapagokc 06 ax-
Tépe» B pykax. [lorepsa 6bL1a HACTOTHKO
HEOXKUJAHHOI U rOPBKOIi, YTO B TOM Xe€
roay yunauimy npucsomsn ums Hlykuna.

YucTtoTy BaXTaHTOBCKOH «KPOBU»
3/1eCh XPAHUJIU IIONCTHUHE C KOPOJEBCKOM
TIIATEJIBHOCTBIO: IIPENOAABATh B CTYAHHU
U UTpaTh B TEATPE MOIVIM TOJbKO BAXTaH-
rosubl. IToaToMy paske TernepenrHux CTy-
JAEeHTOB oTAeNA0T oT Eprenus Baxranro-
Ba JBa-TpHU pykomnoxarus. M 3a cronerue
CMEHHJIOCh BCETO HECKOJILKO PeKTOpoB. C
1925 rozxa no camoii cBoeit cmepru B 1976-
M yumaume Bosraasiasan bopuc 3axasa.
3areM 6pa3anl IpaBJcHUA Iepejaan 6e3-

BECTHOMY MHHUCTEPCKOMY YHNHOBHUKY

I'eopruro Ilenucosy. A dyepes aecaThb JeT
BC€ BEPHYJOCHh Ha KPYTU CBOSA: HA3HAYEH-
HBIH PEKTOPOM IO TUHHBIN BaXTAHTOBEI]
Bragumup 9Tym (B HacToAmee BpeMsa —
XyApyk npu pMektope Esrenun Kussese)
MOAHSJI YIUJIHIIE Ha HOBYIO BBICOTY: OHO
006peJIo CTAaTYC MHCTUTYTA U MEXJAYHAPO-
HYIO U3BECTHOCTD.

B Hexpax cTyIuH-yYMIAINA-MHCTHATY-
Ta 3aPOJUIOCDH B PA3HBIE FOJbI HECKOJIBKO
teaTpos: Tearp-crynus numenu Py6ena Cu-
MOHOBA, MOJIOJIEKHBIM MOJIABCKUN TE€aTp
«Jlygacapysn», Tearp «COBpeMEHHUK» B
HNurymerun, MOCKOBCKMU TeaTp «Y4EHAA
ob6e3paHA» (TAaK HA3bIBAJACh WUTpa, KaK
TOBOPHUTCS, O TOTHOI THOEaN BCEPhES,
KOTOPYIO B CBOE BpEMs 3aTE TN MEXY CO-
6011 IBA F€eHUsI PYCCKOro Tearpa — Muxauni
Yexos u Esrennit Baxranros). I koHeuHO
e, ToOUMOBCKas «Iaranka», BOSHUKINAA
B TOM 4YHCJIE€ U U3 CONPOTUBJIEHUS PYyKO-
BOJICTBY YUMJIMINA, HO IJIABHBIM 0Opa3oM
— 6arojjaps BaXTaHTOBCKOI 3aKBaCKe.

A cToneTHee JEpeBO MO-TIPEKHEMY
IPOAOJKAET IJIOJOHOCUTD.

«l'de-mo manm, 3a npedesamu
UEAOBEUECKUX NOCTIUNCEHU,

Ha HedocA2aemoll 6bLcome
HEMAMEPUANLHBLX MUPOB, HaD
36é30amu, 6 b6es0ne npocmpancms,
B0ABHO DbLUUM NPEXPACHBITL MUD — MUp
udeit. Toicaveremvamu yempemasem
UEA0BEUECTNEO CE010 NBIMAUBOCTNL 66IC,
YROPHO U HACMOUUUBO U30UWPAEm

8010 MbLCAY, 0EPIHOBEHNO, He DOACH
HEUSMEPUMOTU BDLCOMDBL, HEYCMAHHO,

8K 30 BEKOM, MOZYUUM U MEOPUECKUM
0YXOM CEOUM CIUPEMUMCS UEA0BELUECTNEO
NPOHUKHYMD 6 IMO CEEMA0E UAPCMEO U
noxuaem ommyoa 00ny uoei 3a 0py20u.
H 30ecw, na weproti u epyboti Semae,
MAK JIce HEYCMANHO, MAK Jice YNOPHO U
HACMOUNUBO, NPOOOAINCAACH U3 p0o0a 6
00, cmpoum ono ocyusecmaserue udeu».

Eszenuit Baxmaneoe
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Hlapoc 10. 3asadckozo, 1913
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O THE VAKHTANGOV

RIGINS

Olga Kaniskina

ON OcCTOBRER 23, 1914,
YEVGENY VAKHTANGOV, ACTOR
AND DIRECTOR OF THE 1T
MAT STUDIO, CONDUCTED
HIS FIRST LESSON ON THE
STANISLAVSKY METHOD

WITH STUDENTS OF Moscow
UNIVERSITIES THAT CAME
TOGETHER IN ONE OF THOSE
NUMEROUS STUDIOS THAT BACK
IN THE DAY SPRUNG UP LIKE
MUSHROOMS AFTER THE RAIN.
[T 1S CUSTOMARY TO CONSIDER
THIS DATE AS THE BIRTHDAY OF
TODAY'S SHCHUKIN THEATRE
[NSTITUTE. ADMITTEDLY,
THOUGH, THE FOUNDATION
FOR IT WAS LAID EARLIER STILL.

n a cold December
evening of 1913, three
Moscow Commercial In-
stitute students — Boris
Vershilov, Ksenia Kotlu-
bai and Natan Turayev,
who were infatuated with the Art Thea-
tre, were hanging around in front of the
MAT. The theatre was showing “Nikolai
Stavrogin.” One of the extras in the pro-
duction was a young actor by the name of

Yevgeny Vakhtangov. Students dreamed
of being in theatre and were looking for
a theatre mentor, and they learned the
name of the young Vakhtangov from
Natan Turayev — a year prior he ended
up on the same steamboat with Yevgeny
Bogrationovich and was captivated by the
latter’s stories about theatre. Vakhtangov
listened to the request of the frozen trio
and agreed to talk to them.

The future Studio had its very own
“Slavic Bazaar” — the Martyanich restau-
rant (in the basement of today’s GUM
department store): during the day it was
a place of dining and million-ruble trans-
actions for major businessmen, and in
the evenings a dinner with champagne
cost only one ruble and was affordable
even for students. Vakhtangov was in high
spirits (he had just received his very first
major role — that of Kraft in Andreyev’s
“Thought”) and so he agreed. The stu-
dents’ proposal found a favorably inclined
audience. “I want to form a Studio, where
we would learn. The principle is attaining
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everything by ourselves... To test out the
method of K.S. on ourselves. To accept or
to reject it. To amend it, add to it or re-
move falsehoods,” he wrote a whole of two
years prior to that meeting.

Vakhtangov came to the first lesson
(which took place on December 23 in the
apartment of Ksenia Solovieva, another
Commercial Institute student) dressed in
his best suit and extremely excited. The
students have already selected Boris Zait-
sev’s play “The Lanin Estate” and received
the author’s permission to stage it.

The organization of the Studio was
quite unusual. Based on Boris Vershilov’s
recollections, Vakhtangov would begin
rehearsals by talking about unrelated
subjects: if he didn’t get fired up, they
would all leave without getting anywhere,
if he did get fired up, the initial subject
would no longer matter, given how bril-
liant these meetings would subsequently
become. To get on the Studio board one
would have had to get the so-called recog-
nition: Vakhtangov recognized Aleyeva,
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the latter recognized the next candidate
and so on and so forth, until the recog-
nition was unanimous. The Studio’s busi-
ness committee was composed of genius-
es: arepertoire genius, an administration
genius. The admissions committee talked
to potential students: those who wished
to be admitted into the Studio needed to
provide very convincing reasons for why
they wanted to give the Studio all of their
free time. And none of that fables-po-
ems-sketches nonsense. The minimum
tuition payment was for one and a half
ruble.

They rehearsed wherever they could:
in students’ apartments (their landladies
generally tolerated no more than one
such rehearsal), in restaurants (a simple
order was payment for rehearsing in a pri-
vate room), in movie theatres that stood
empty when it would get closer to night-
time. Fortunately, nighttime was the only
time the theatre aficionados had at their
disposal: Vakhtangov was very busy at
the MAT and Studio 1, Studio members

were taking classes at the Institute, some
worked. At that time Yevgeny Bogration-
ovich had already begun swallowing me-
dicinal powders in secret during rehears-
als — the deadly disease that would soon
stand between him and the theatre was
already making itself known.

Yet there was never a question of sim-
ply putting together an amateur produc-
tion: Vakhtangov saw it as his mission
to popularize Stanislavsky’s ideas, Stu-
dio members were becoming more and
more close-knit, the author was worried
- he believed that the audience would
be eating oranges, and that the play was
not even worth staging. Studio member
Boris Zakhava, who would subsequently
become director of the Shchukin Insti-
tute for many long years, wrote at the
time: “Those who worked on ‘The Lanin
Estate’, as well as hundreds (I am not
exaggerating: precisely, hundreds) of
those, who subsequently passed through
Vakhtangov’s mentorship but couldn’t
manage to stay at the theatre continue to
remember the hours and nights spent in
Vakhtangov’s classes with infinite grati-
tude. How many of them are out there in
every corner of our country — engineers,
teachers, lawyers, doctors, scientists,
economists, etc., — who passed through
Vakhtangov’s hands! They could all tes-
tify to the fact that the time they spent
in Vakhtangov’s school left an indelible
imprint on every one of their persons
and predetermined much of their life’s
journey.”

Based on Leonid Volkov’s memoires,
the rehearsals of “The Lanin Estate” were
very emotional, some would cry “overcome
by emotion from seeing their friend’s
work.” “The Lanin Estate” rehearsals
gave birth to a saying that remained at
the Studio: “go ahead and perform for
your friends”, in other words, perform in
such a way as to surprise those closest in
spirit, who have long known something
secret about one another. The critics
ripped the production to pieces follow-
ing its premiere; they didn’t even let slide
the fact that Vakhtangov’s actors used an
arbitrary sackcloth instead of a door. Yet
Studio members themselves knew how im-
portant that work was for them, and the
sackcloth, the lilac branch and the papi-
er-mache Venus became their talismans.
“The failure was external,” Vakhtangov
said, defining the result of his first Stu-
dio production and offered Studio mem-
bers to... begin studying. “We now need to
cleanse ourselves, to change as human be-
ings. It is not true that theatre only needs
talent. We need to become better even if
only for two hours of our work.”

By the time the next season came
around, they found a place at Mansu-
rovsky Lane (that was why the Studio was
called the Mansurovsky Studio for a short
period of time) and began studying. Ac-
cording to one report, Stanislavsky was so
angry with Vakhtangov for his unauthor-
ized activity and the failure of “The Lanin
Estate” that he forbade him from contin-
uing this work. That was why the initial
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lessons were conducted in utmost secrecy
- Studio members swore to not even tell
their families where they were spending
so much of their time. According to Ce-
cilia Mansurova, despite the Studio’s poor
financial situation, Vakhtangov didn’t
just hire the best instructors from Mos-
cow — he hired those, who weren’t afraid
to be total innovators: Alexandrova - the
mother of rhythmic studies, voice trainer
Pyatnitsky, “operator” Polivanov. “We are
so poor that we must learn from the best,”
he used to say.

Later on Stanislavsky would recog-
nize his illegitimate “child” and start
coming to the rehearsals at the request
of the ill Vakhtangov. And on September
13, 1920, the MAT would “adopt” Yevge-
ny Vakhtangov’s Moscow Drama Theatre
under the name of the MAT Studio 3. A
year later, on November 13, 1921, the Stu-
dio’s artistic maturity would be marked
by the opening of their very own thea-
tre: it was named People’s theatre at first
(the name People’s Art Theatre made
Stanislavsky jealous — and rightfully so,
as Vakhtangov himself acknowledged),
and following Yevgeny Bogrationovich’s
death it was renamed in his honor. Vakh-
tangov never got to see his legendary
“Princess Turandot”, which he was pre-
paring expressly for Studio 3, performed
on stage.

And so in 1926 the People’s Theatre
became the Vakhtangov Theatre, and
the Studio that gave rise to it became the
forge of theatre workers: becoming a stu-
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dent there virtually meant being accepted
for work at the theatre, and Studio mem-
bers were employed in productions from
their first year of study.

In 1937, the educational institution
got housed in close vicinity to the the-
atre at Bolshoi Nikolopeskovsky Lane,
obtained the status of an independent
technical college and became the forge
of theatre workers for the entire coun-
try. The year 1939 saw the death of Boris
Shchukin, one of Vakhtangov’s first and
best students, at the age of only 45: he re-
turned home from the theatre, where he
was brilliantly rehearsing the part of the
Mayor in “The Inspector General” (the
audience never did get to see him in that
role) and died with Diderot’s “The Para-
dox of Acting” in his hand. The loss was
so sudden and bitter that the School was
renamed in Shchukin’s honor that same
year.

Here they maintained the purity
of Vakhtangovian “blood” with a truly
royallike thoroughness: only Vakhtan-
govians could teach at the Studio and
perform at the theatre. That is why even
students today are only about two-three
handshakes removed from Yevgeny Vakh-
tangov himself. And in the one hundred
years the School changed only a few direc-
tors. Boris Zakhava was head of the School
from 1925 until his death in 1976. The
reins were then handed over to Georgy
Pelisov, an unknown ministerial official.
And another ten years later everything re-
sumed its normal course: Vladimir Etush

(currently its artistic director with Yevge-
ny Knyazev at the helm), a true Vakhtan-
govian, appointed by the director, raised
the Institute to new heights: it gained the
status of an institute along with interna-
tional fame.

Several theatres were born in the bow-
els of the Studio-School-Institute over the
years: the Ruben Simonov Theatre Studio,
Moldova’s Luchaferul Youth Theatre, the
Sovremennik Theatre in Ingushetia, Mos-
cow’s Learned Monkey Theatre (that was
the name of a game to tragedy with tragic
end, as they say, that was begun back in
the day by two of Russian theatre’s great-
est talents — Mikhail Chekhov and Yevg-
eny Vakhtangov). And, of course, Lyubi-
mov’s Taganka Theatre, which emerged,
among other things, out of the opposition
to the School’s administration, but mainly
thanks to its Vakhtangovian background.

Meanwhile, the one-hundred-year-old
tree continues to bear fruit.

“Somewhere beyond the boundaries of
human comprehension, at an unattainable
height of incorporeal worlds, above the
stars, in the abyss of space, there exists a
beautiful free world — a world of ideas.

For thousands of years mankind has been
directing its curiosity upwards, stubbornly
and persistently refining its thought,
daringly, without fear for the unfathomable
height, tirelessly, century after century,
mankind aspires with its powerful and
artistic spirit to break into that luminous
kingdom and steals one idea after another
Jfrom there. And here, on this black and
rough Earth, it continues just as tirelessly,
Just as stubbornly and persistently,
generation after generation, to create a
Sfulfillment of that idea.”

Yevgeny Vakhtangov
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