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B e 2024 Huknra Kobeses cTal XyA0KEeCTBEHHBIM In July 2024, Nikita Kobelev became the artistic !

pyKoBopMTeneM ANeKcaHPUHCKOTO TeaTpa. director of the Alexandrinsky Theatre. We met |

MBsI BCTPETHIIMCH, YTOOBI IOTOBOPHUTE O HOBOM ~ to discuss his new role, plans for the season, and ‘
5 ‘ i
|

cTaTyce, IIAHAX TEATPA Ha CE30H M 0 TOM, KAKIM what modern theatre could look like to speak ‘
|

[OJIKeH ObITH COBpEMEHHBIH TeaTp, 4 TODBI . acommon language with the audience.

TOBOPUTD CO 3puTenemM Ha O[THOM A3BbLKE.

Nikita, you became artistic director a year after becoming
head director of the Alexandrinsky Theatre in June 2023.

HC Huxuma, cnycms 209 NOCNLE 8QWLE20 HASHANEHUS & UIOHE NS o
XS’.QOH(ECTBEHHI:IF!

2023 2GEHbLM PEHCUCCEPOM ANEKCARIPURCKO20 MEAmpa - .

v cmanu 2ydodKecmeeHHbLM pyKosodumeneM. Ymo doba- What's new, apart from the huge responsibility? TEATPKVHOBOHHTEH b ]

8UJLOCH, KpOMe 0ZPOMHOLE omeemcmeeHHoCmu? i Nk Itwasa smooth transition. Valery Fokin is here to keep l » N Y ‘ / |

HK Tlomyuwmncs IIABHBIH nepexofl. Baznepuii BraguMupo- an eye on everything that's going on and is always happy ‘\ B lj J1F | : I
Bira GOKUH PAZOM, CTIE[AT 33 BCEMH IPOLIECCAMH, BCET- to lend a hand or share his expertise. It's definitely a big - HIRHTA BUKRTOP ()l o
[a TOTOB NOMOYb, TOCOBETOBATE. KoHeuHO, IO CpaBHe- difference from what the head director does. All theatre ——7;:;‘;::__& |
HUIO ¢ JOMKHOCTBIO MABHOTO PeskHccepa H3MeHeH e strategy matters, including guest directors, internation- i !

al activities, and tours, are coordinated with Mr Fokin.
Yet it's more up to me to sort out the theatre's domestic
matters. I'm gradually getting involved with directors to
oversee new productions from an organisational stand-
point and get a handle on all the processes. When Iwas
the head director, I also delved into this work, but now the
level of immersion is different.

cymecrBeHHoe, To, ITO CBA3AHO €O cTpaTerdei Tea- |
Tpa — IPUITAIeHHBIE PEXHCCEPERL, MesKgyHapoaHaA Ae-
STENBHOCTE, TACTPOJIH — MBI COTTTACOBEIBAEM € BanepueMm
BraguMupoBryeM. Ho BONpockl BHYTPH TeaTpa Gonbuie
ysKe Ha MHe. [IOTUXOHBKY HaMHAI0 paboTaTh ¢ pesKmc-
cepaMu, KypHPOBATH HOBBIE CTIEKTAKIIH OpraHM3alu- |
OHHOMH TOYKH 3peHHs, BHHKATH BO BCE [IPOIECCRL Korga !

s GBI TTIABHEIM PEsKHCCEPOM, i Uy Th-4yTh HX Kacancs,
celiuac cTeleHb NOrPyKeHIA ApyTad. . NS Generally speaking, is this kind of status transfer inherent

in the Russian theatre?
This case is absolutely one of a kind; it's unprecedented.
Well, there could've been other cases, but I can’t think of
any right now. It is typical for a theatre to have a great
leader, who either created it or led it for a long time. When
this person leaves the theatre descends into chaos. It is
not clear whether to preserve the heritage, which means
stagnation, or to chart a new course, which is a difficult
task, because old habits die hard. Mr Fokin is trying to RS =
pre-empt such a situation. Valery Fokin is a bit of an un- ¥ : o
usual artistic director. Although the Aleksandrinsky is
closely associated with his name, he has always invited
other directors and blended various aesthetic approach-
es, while being open to experiments. He laid the ground-
work I'm very much in tune with. So there was no contra-
diction with what was happening, rather it is now up to
me to guide things in the direction they've been heading.

HC BooBuye nodofras nepedaua cmamyca XapeKmepra . NK
dns poccuiickozo meampa?
MK HeT, 3T0 a6COMIOTHO YHUKABHBIH CTy4a, TAKUX IIpe-
LefeHToB GoNblle HET, UK, MOXeT, GBITH, HO CPasy |
He BCIIOMHHAKTCA. OOBIYHO KaK eCTh GoNBINOH THIED
y TeaTpa, KOTOpEIi 1160 CO3AAN €T0, 60 FOTO PYKOBO- |
[T MM, ¥ KOT/Ia OH YXO[MT, TeaTp MOrpysKaeTcd B Xaoc.
HernoHaTHO — TO M ofeperaTh Haclefue, ¥ TOra 3To
CTATHALA, TO M IIBITATHCSA H36PATH HOBEIH KyPC, HO 9TO
TSENIO, TAK KaK yiKe TPUBBIKIH K APYroMy. COKHMH ITbl-
TAETCA ATY CUTYALMIO YIIPeUTD. Banepuit BTaguMH1po-
BUY — HETUITMYHEL XyAPYK B KAKOM-TO CMBICHIE, IIOTOMY
yTO AleKCAHIPUHCKHUH — 3TO, C OIHOM CTOPOHLI, TEATP
POKIHA, HO OH BCETHA IPHITIAIlall PesKHCCepoB, COCI™
H#AJ pA3HBIE 3CTETHKY, GBI/ TOTOB K 9KCIEPUMEHTAM. ou |
3aJT03 I T€ OCHOBBL, KOTOpBIE MHE CaMOMYy O4eHb Bnus- |
k1. [1oaTOMY He GBI NPOTHBOPEUHS € TeM, 1TO NPOHC -
XOTWT, MHE CKOpee NPeJICTOMT HaNpaBATh Kype B TOM | Ns  What is the theatre's agenda for the next year? i
pycrie, B KOTOPOM BCE YiKe JABHIKEeTCH. NK To stick to the course set by the Alexandrinsky. This
; means looking into modern takes on classical plays, tak-
ing steps to bring theatre and technology together, and
supporting aspiring directors.

As for this season, I will premiere Gorky's play
The Lower Depths in February. Nikolai Roshchin's pro-
duction of Carlo Gozzi's play The King Stag will be staged
in December. Valery Fokin will stage a play based on the
0ld Testament Book of Job. In April, Andrei Prikotenko
is going to present his version of Goncharov's Oblomov,
and next spring Elena Pavlova will proceed with her work
based on Yuri German's story and Alexei German's script
for My Friend Ivan Lapshin. Tours are also in the pipe-
line: we are planning traditional exchanges with the Mos-
cow Art Theatre in spring, as well as shows in Baku and

HC Kaxoll eexmop 0sudceHus y meampa Ha uscaiiwuii 200?
HK TIpHOepsKMBATBCA THHUH, samaHHON AJeKCAHIPHUH- |
ckum. 3T 1 padoTa ¢ KIaccHKoi B COBPEMEHHOM HH-
TeprnpeTanuu, 1 pasBUTHE BaAMMOJICHCTBHMSA Tea- |

Tpa W HOBBIX TexXHOJOTHI, U MOAAepPsKKa MOJIOABIX
PEeXKHCCEPOB. 5

M3 IIaHOB HA DTOT CE30H — MO NpeMbepa o Ibe-

ce Fopekoro «Ha gHe» B deppane. Y Huxomnas Pouru-

Ha B Hekabpe BHIIIET MOCTAHOBKA 110 TBECE «Koponb- |
oneHb» 1o Kapmo TorimH. Banepuil ®OKUH IMOCTABUT
CHeKTAKIIb [0 BeTxo3apeTHoH Kuure Hosa. B anpene AH-

Apeii TIpUKOTEHKO NIAHUPYCT NPEACTABUTE CBOI0 WH- |
TepmpeTanuio pomana l'oHIapoBa «OBIOMOB», HAMHET |
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/s mens nepenucbisanue Kaaccuueckozo
MeKCma — amo npodonscerue UHmepnpemayuu.

For me, to rewrite a classical text
means to continue interpreting it.

BecHol paBory Enena ITasnoea o nosecTH KOpus lep- |
MaHa H cieHapuIo QUIbMa Allekces Tepmana «Moii gpyr
HMBan Jlamnummms. TacTponu Toske MIAHHDPYeM — BeCHOH '
TPanuUHOHHEIEe 06MeHHBIe ¢ MXT, a Takske TOKa3kI CIIeK-
Taxneil 8 Baky u [Texuwne, Hapo ckasars, 4To sTu mrans:
GBI cBepeTaHEL enre Banepuem Brapumuposuuem do- I
KHHBIM, HaJl IIAHAMM Ha CIeAYI0IIHE Ce30Hb Bymem yaxe |

paboraTs coBMecTHO.

2025 rox y mac 6ymer Fogom mMomomoii PeXXHCCypEL, |
celfyac upger paspa6oTka HaIpaBleHul nporpaMmsl. Ta-
Kas N0TpeGHOCTb eCTh — 3T0 U 1A Hac JOTOJIHHTENbHASA |

9HePrus, ¥ MOHCK HOBBIX HMeH.

Pacckaxcume npo sawy nocnedHiomo npembepy «Examepu- |

Ha u Bonbmeps.

Y OpEI 3UTaHmMKMHOH GbLTa MeyTa K 8o-neruemy w6uIe0
CHEeNaATE CIeKTAKIb O IepeNnucKe Exarepuns Bropoii
1 Bonbrepa, u Banepuii Bragumuposuy dokun nomnpo- |
CHII eif IoMoyb. B ATIEKCaHIPHHCKOM €CTh LUK ClIeKTa- {
KJIel, I/le HADOJIHEIE APTHCTH B Hapckom ¢oiie urpaior
Hebonbmne paboThl — MOHO MM Ha ABOMX. N4 BospacT-
HELX AKTEPOB 3TO BOMOKHOCTE MONHOLEHHOTD BhICKA-
3BIBAHHA, HA HUX BbIBAET CIIOMKHO nogobpaTs MaTepu- |
ai. 51 o epenucke 3T CABIIAT, Ho He 4HuTar M Kor- |
A8 HAYAJI IOTPYIKATHCS, THCHMA YBACKIIH MEHS CROMM
COZlepikaHHeM, BOIIPOCAMH, KOTOPIE 3aABAIHCE TOD-
A& — M CeroqHs Mbl UMM TOXe 3aJjaeMca. 5Ta CTpaHHAaA
HeoKHaHHaA pHMa IPON3BENa BleyaTIe e, Homy- :
MAaTb BMECT®, OKa3aThCA [IePe] STHMH BONpocamy, mo- :
CMOTpETD Ha HAC Yepes IIPH3MY HX, TOKa3aI0ch MHe

MHOGO0MBITHEIM.

f monro ynran nuceMma, KOHEYHO, go% TaM yxke ycra- |
PEBUIETO HCTOPUYECKOTO MaTepHAIA, HO 10% — O4YeHB |
HHTEPeCHOro0 M cerogHsa. B ux TIEpelucKe ecTh :
TaBHOe — sHeprus. M npunymanace Popma guanora:
CTPOYKa U3 OMHOI0 MHChMa, Exarepunet I — u CTpOYKa
U3 oTeeTa Bonerepa. M B uTore IOy IMNACh MONHONEH-
Haf nbeca. Hap nedi Met paboranu ¢ Apamaryprom Ene- |
HO CBITOBOI, Takske oHa HAMMCaTa TPOJIOT ¥ SITHIIOT.
Mzt pujiyMany, 4To B Havame oHu FOTIACHBI GBITh apTH- |
CTaMH, 4To6bI He 6BLI0 adoca. XoTenocs CHATE IHY- |
HOCTH C KOTYPHOB, KaK B MHCbMaX — TaM OHM JKHUBBIE |

NS
NK

Beijing. I should mention that it was Valery Fokin who put
these plans together, but we'll be working on the plans for
the next season together.

The year 2025 will be the Year of Young Directors, and
the programme's focus areas are currently being devel-
oped. There is a demand for it, and it also means new en-
ergy for us.

Tell us about your latest premiere, Gatherine and Voltaire,
Era Ziganshina dreamed of staging a play about the cor-
respondence between Catherine the Great and Voltaire
for her 8oth birthday, and Valery Fokin asked to help
her with that. The Alexandrinsky offers a series of plays
where honoured artists perform small pieces — monodra-
mas or duets — in the Tsar's Lobby. It gives veteran actors
an opportunity to fully express themselves, as it can be
tricky to find material that fits them. I have heard of this
correspondence, but had not read it. As I started to ex-
plore the letters, I was captivated by their content, by the
questions posed back then, for they are still relevant for
us today. This unusual and unexpected rhyme made an
impression on me. It seemed intriguing to me to reflect
together, to be confronted with these questions, and to
view ourselves through their lens.

I'spent a considerable amount of time reading these
letters. Although 9o of the content is outdated and his-
torical, 10% remains remarkably relevant today. Their
correspondence has the main ingredient — energy. And
that's how the dialogue form came about: one line from
Catherine the Great's letter and another from Voltaire's
reply. The result was a bona fide play. We teamed up with
playwright Elena Sylova to work on it, and she also wrote
the prologue and epilogue. We came up with the idea that
they should be artists to avoid the unnecessary fanfare.
Our intention was to strip away the high-heeled buskins
these personalities often wear, presenting them as they
are in the letters: real people with all their imperfections,
flaws, and doubts. We wanted to avoid portraying them as
static characters and instead allow for unexpected rev-
elations. For instance, one used to have a certain image
of Voltaire, but he comes across as a completely differ-
ent person in his letters. He was witty, quite sarcastic,
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IO7M CO BCEMH HEOCTaTKaMH, COMHEHUAMH, HE 33~
6poH3oBeBIIHe B 0GIIEM, MOXET, [[1e-TO HEOMHAAHHO 0T
KphiBaomuecsd. HanpuMep, mpo BonbTepa MBI IIPUBbLIK-
M DyMaThb OJ{HO, & OH COBepUIeHHO ApYToi B IHCBMAX.
OH GBLI OCTPOYMHBIM, IOBOJILHO A3BUTENIBHBIM, TAKHM
TPHUKCTEPOM, OYeHb COBPEMEHHBIM B 061eM-To Iepco-
HaskeM. EKaTepuHa ypaBHOBEIIEHHEee, HO B IHTepaTyp-
HOM CMBIC/I€, YTO YMBUTEIHHO, He CHIIPHO yCTYTANA EMY.

Iugaiime nozosopum npo «BockpeceHue». Cnexmaknio
MeHbue 2000, 0. OH Ydice NePedclLsl HeCKONbKO mpaHncopma-
yuil, 8 mom uucne nepesod Ha OCHOBHYIO CUEHY. Kax on 0bl-
wum cezo0HA?

CleKTakIb OT 3TOCO TONBKO BEIMTpas. OGBIYHO ObIBA-
eT Hao60pOT — KaMepHas II0CTAHOBKA B GOJIBIIOM ITPO-

cTpaHcTBe TepseTcs. Ho, MHe KajKeTcsd, CIIeKTak/Ib 6B |

M3HAYANBHO GonbieBaT s HoBOI CLIeHBI, ¥ OT 3TOTO
Yy Tb-4yTh «BOABIHBAIO» apuTeseH, MOKeT, H3-3a TOrO,
470 OH GoNbIIoL o TeMe (Bee-TakH TOICTOMH), fia ¥ Mo
nexkopauuaM Toxe. Ternepb HY>KHBIN BOBIYX [I0ABHICA.

MHe KaskeTcs, ¥ TOICTOBCKO# TUTEparype TpebyeTca :

mpocTop, «He6o HaJ| FONOBAMI», BEPTHKAILD.
«BockpeceHHe» M0OAT 3pUTETH — CIIEKTAKIIL X0pO-
110 TpofaeTes — Kak cHadana ¢ THXOHOM JKH3HEBCKHUM,
oo ¢ Buxropom Illypanessim. Ceitdac TuxoH Bosepa-
AETCHA B CIIEKTAKIIb, OHM 6y/lyT HrPaTh B COCTABE. Eme

O[IHO H3MeHeHMe — B AyOne ¢ Annoil BiuHoBOM OygeT

Mapusa JlonaTusa. [lony4aeTcs, CIIeKTaK/b BCe BpeMsA
TpaHcHOPMUPYETCH, HO 3TO HHTEPECHO. W A paf, 4TO 1O~
NYYHIOCh CAETATH U3 CIOHOr0 POMaHa, KakiM ABMA-

eTca «BocKpecenue», yCIIeNHbIH CIeKTak b, IPHYeM |

fez 0coBBIX 3aMIPEIBAHMIL CO 3PHUTEIEM.

Ymo dns eac knovuesoe ¢ npoussedenuu Toncmozo?

Ilyre rnaBHOTO Tepod — [IMHTpHA Hexnwposa.
BHyTpeHHUII Iy Th U3MeHEeHHH YeIoBeKa, Mpeoioe-
HMe, cTONKHOBEHHe ¢ caMuM coBoii, ¢ BHyTpeHHeH my-
CTOTOMH U TOMEITKOM ce6a M3aMeHUTh, Beé aT0 MHe 6113~
ko. f 3aalo cebe 9THU BOMPOCHL IaiKe B CBA3H C M3Me-
HeHMAMM — YeTHIpe Tofa Ha3az OBl B O[{HOM MECT®,
ceituac — coBceM B ipyroM. Kak K 9TOMYy OTHOCHTEC,
KaK He pacTepaThb TO, YTO A Tebs BakHo? O6BIYHO
«BockpeceHue» — 9TO HCTOPUA MacnoBoH, ee gpama 60-
Jtee BRIMAYEHA. HeXITIOMOR — IePCOHAN CKPBITHIH, Ha-
Gnogaomui. A MHe Kak pas MHTepeceH oH. HemMHoO-
I'0 XOTEI0Ch yBECTH 0T Pa3roBopa 0 COIHATBHOM 371€,
3Ta TeMa ecTh, KOHEYHO, MBI OT/JjaeM el JaHb B IIepBOM
aKTe, HO MHe XOTeJI0Ch ellle YTO-TO MPOrOBOPHTE, KPO-
me aToro. O 3Bepe BHYTPH Ue/IOBEKa, O TOM, UTO OH BCET-
[a rjae-To pAfoM. ITO TeMa o3[ Hero JIpBa HuKONaeBu-
4a — KaK YeloBeKy Jerko MOXHO OTMEHUTH BCe MOpallb-
Hble HOpMBL f BooGme oy MaJl, Korjia YuTa/l poMat,
4yTo UcTOpusa Hexniogosa — 3To ucropus Bynaer. Ton-
cToil e yBrekancsa 6yanuaMom. MeTopus BYAREL — 9TO
HUCTOPUS YeJIOBEKA, KOTOPBIil OTKPLLI raasa. OH HHi
B MHpe, Iie BCe KPACcHBO M H/IANbHO, M BOT OH BBIXO-
[UT B peanbHOCTS, Te MHOTO 3713, HaCH/INA, CTPaa-
HHI — ¥ 9TO ¢ 3THM JeNaTh?
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a trickster of a sort, a very modern character actually.
Catherine was more composed, but in a literary sense,
surprisingly, not much inferior to him.

Let’s turn to Resurrection. The play is less than a year old
and has already seen several transformations, including its
transfer to the Main Stage. How is it breathing today?

The play only benefited from these changes. Usually it
is the other way round — a chamber production gets lost
in a larger space. Yet, I feel that the play was initially
too big for the New Stage, making the audience feel a bit
“squeezed in”. Maybe the subject was too deep (it's Tol-
stoy, after all), but the scenery was also overwhelming.
Now we have the air we needed. It seems to me that Tol-
stoy's literature also needs a significant amount of space,
a “sky above our heads”, a sense of verticality.

The audience loves Resurrection, the play consist-
ently sells well, both originally with Tikhon Zhiznevsky
and later with Viktor Shuralyov. Tikhon is now back in the
play, so they are in the cast. Another change is that Maria
Lopatina will join Anna Blinova as her alternate. It seems
like the play is constantly evolving, which is nonethe-
less intriguing, I'm pleased that we were able to make a
successful production out of such a complex novel like
Resurrection, all without relying too much on audience
manipulation.

What's central to this Tolstoy's work for you?

The way of the main character, Dmitry Nekhludov. An in-
dividual's inner journey of change, overcoming, con-
fronting oneself, the emptiness inside, and an attempt
to change oneself. All of it resonates with me. I ask my-
self these questions even as things change — four years
ago I was in one place, now I'mina completely different
one. How should we feel about this and how to avoid losing
sight of what's important? Resurrection is typically Maslo-
va's story, as her drama is more prominent. Nekhlyudov
is a discreet, observing character. But it's him who I'm
interested in. The intention was to subtly shift the focus
away from social evil, even though the topic is undoubted-
ly still present. We allude to it in the first act, but I wanted
to articulate something else as well. About the beast in-
side a man, and the fact that it's always around. Thisis a
recurring theme in late Tolstoy: how a person can easily
discard all moral standards. When I read the novel, I ac-
tually thought that Nekhlyudov's story was the story of
Buddha. Tolstoy was into Buddhism after all. The Bud-
dha's story is about someone who woke up. He livedina
beautiful, idyllic world, and then ventured into the real
world rife with evil, violence and suffering, What was he
supposed to do about that?

I'm wondering if the other works included in the stage
adaptation — Father Sergius, Notes of @ Madman, and
The Kreutzer Sonata — are there to add more volume and
avoid repetition?

Yes, we've already talked about courts and prisons in the
first act, and it seemed like a good idea to turn the conver-
sation around. I wanted to add some fantastic realism, ex-
pand the metaphysical zone, move away from the scene-
by-scene narrative. A different air emerges through these
stories. Despite initial scepticism, the stories now appear
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IIpyztte RPOU3EEIEHIR, KOMEPbLE BKIIDHEHb! 8 CUEHIMECKYD |
adanmagmo — «Omey, Gepauils, «3anuckt cynaciuedutezos
u «Kpetineposa conama» — caydicam Ons Gorblezo o6seMa, |
umofint He Butno nosmopos? :
Ila, MBI B TEPBOM AKTE YXKe PACCKAZANH NPO CYABL
1 TIOPbMEL, H XOTEII0Ck IEPEBECTH PasroBop B OPYTYIO |
ANOCKOCTD. XOTEN0Ch HOGABY T HEMHOTO GaHTACTHYe
CKOTO peanusMa, paclHMPHTE METAQUIHIECKYI0 S0HY,
yHTH 0T HAPPATHBA «CIIEHA 38 CLieHokH». BraroRaps oTHM
MCTOPHAM NOABIAETCH (PYToil BO3AYX, OHM 0BoTamaoT 5
CHEKTAKIE, BeIA10T eF0 MHOFOMEPHEIM. ‘

A umo Dna sac cospemennil meamp? Kaxum on Jonxcen
Gbimb, UMoeGLL 2080PIINE CO 3PUMENEM Ha 0THOM ABLIKE? '
TI7s MeHS 3T0 BONpOC yGeMTeIbHOCTH — BEPUIHID JIH TH
HHTepIpeTALHH, YOeAHTENbHA 1 ona? ECTb MHOTO IIpH- |
MEpOB TOMY, KaK KIIACCHKA MIOYeMY-TO HE «BIISTACTH, :
KOI/Ia TH CTABMHE e POBHO 10 OYKBaM. Kax TONbKO Th! ;
¢ Hell BCTYTAENTb B [HAJIOr, OHA HaUHHAeT 6BITD SKUBOH, |
nacroameil. I8 MeHsd IepenycEBaHie KIacCHYecko-
PO TEKCTA — 3T¢ IPONONKeHHE HHTEPIpeTaluy. BaxHa
MaTpHna, AYX NPOH3BENEeHUs, BOITPOCE, SaI0XEHHEIE
B HeM, yaKe e He TeKCT, He GYKBEL. 1 xorfa Mul epe-
HCHIBAEM WUTH TOMHCHIBAEM, i XOUY BEIBECTH Ha IIUBEPX-
HOCTB TO, 4TO # UYBCTBY10 32 NMePCOHAMAMH. :

Cpedu npoussedenuil, ROCAYHCULEWNT OCHOGTML dnseo-

UILT LOCTEHOB0K — «Imom peberois Hloans Hompa, «Jls-

zyutiny Mo SArA He COURAABHYIO MEMY, KRACCURD {«Oaunn-

wus, «BocKpecenues), cospemerias nveca «/lo6oss mpdeil»
JHmumpus Bozocrogckozo. To ecmb KAMEOPUAMU «kALCCH-
KQ - COBpEMEHHAA JpaMANYP2UA» 6blL HE mulcaume? Ouy-

weHle, Yo 6aMm Umepecio ece?

Tax ¥ ecTh, HHTepecHo nonpobopars Beé. B moeii pe-
scHccepeKoll KU3HH BBIIH DAsHBIe ITATE — A AeNak
cafiT-crenudHK, GPONUIKY ¢ HAYIHNKAMH, COUHHN-
TenbeKHil TeaTp, MOKYMEHTATBHYIO IOCTAHOBKY. M o~
CIIe KaI0T0 CIIeKTAKIIS XOTeJIOCk CAEIATh Iar B IpYTY0
cTopony. [IpoGosan u pafoTaThk ¢ KJIACCHKOI, HO He BCe |
HONYUYANIOCh, MELIAN0 YTO-TO, MOMKET, TO, ITO HENRIA
GBULO H3MEHHTD CIIOBA, 8 MOJKET, # elle He CO3peN Tor- |
za. Tvl fomKeH OBL «0BCIyHUBATE? TOT TEKCT, 4TO yiKe

NS
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NS
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ecTh. CMEHA CIIOB BIHSET U Ha AKTepekylo Hrpy. M He-
[ABHO & TIPHHAN PeleHue, 4To, paboTas KAACCHKOH,
6yay aanTHPOBATE, HO 0MeHDb GepesHo, TEKCT. MeI pa- |
foraeM BMeCTe ¢ IpaMaryprom liMuTpHeM Borocmas-
crunt, CHavaa HpiiH «[lausmcH» (Hosocrbupekuit Te-
aTp «CTapsiil nom»), IoToM «BOCKpeceHHe» B AnexcaH- !
APHUHCKOM, CEHYAC PeTeTHPYEM «Ha mues. Taxe «TBapb»
B ANEKCaRHAPUHKE - 9TO HHTEPIPeTalnus IpaMaTyproM
Banepuem CeMeHOBCKyM poMaHa «Menkuii Gec» Como-
ry6a. ¥ o4eHb MHOTOTO H3 TOTO, TC €CTh B [IRECE, B PO~
MaHe TOMPOCTY HET, HO IyX NPOH3BeNeH N, MHE KadeT-
¢4, coxpanes, He MOs MCTOPHS — BCE TIOJIHOCTSHI0 IOME-
HATh, 5 M0G0 JIHANOT ¢ MPOM3BE/IeHHeM, 4TO6B OHO

IIpOCTYNail0 CKBO3k CIIEKTA KL, X B TO JKe BpeMA B HEM

MOgBAIIOCH UTO-TO CREMKEE OT HAIIETo ¢ HHM B3aMO-
AeficTBHa. H TOTAA 9TOT NANMMICECT POMAALT 0B B~

eM - xorga ¢pasa Topskoro 6eCLioBHO CMOHTHPOBAHA
¢ COBPEMEHHBIMH peTUTHkamMH. «JaHHKH», HAIIPUMED, E
coBpassl U3 04eHs MHOFOr0, BCA Iheca pasobpaHaHa qa- !

CTH ¥ 3aHOBO cobpana,

St Petersburg Digest

to seamlessly integrate into the play, enriching the narra-
tive and adding new layers of meaning. i wasn't an easy
decision, but as I pondered the theatrical adaptation of
the novel, I came to realise that I had to bring something
else into it, to tell my own story without retelling and il-
lustrating the novel.

What is conterporary theatre to you? What does it need to
be like to speck the same language as the audience?

For me it's a question of credibility — it is the adaptation
believable, convincing? There are many examples of how
classic plays don't really 'take off’ when you stage them
exactly by the book. Once you get into dialogue with the
play, it starts to live, becomes real. At some point it be-
came clear that it was impossible to have a dialogue with
the piece without changing some of the words. For me,
Lo rewrite a classic text means to continue interpreting
it. It is the matrix, the spirit of the work, and the ques-
tions embedded in it that are the most important things
to convey. It is no longer even the text or the letters. So
when we rewrite or add to it, I want to expose what T feel
beyond the characters.

Your productions have been based on a number of works,
including This Ghild by Joél Pommerat, Frog by Mo Yan ex-
ploring a secial topic, classic works such as Summerfolk and
Resurrection, and the contemporary play The Love of Peo-
ple by Dmitry Bogeslavsky. So you don't think in terms of
classical and modern drama? You seem to be interested in
everything, don't you?
That's right, it's interesting to try everything. There have
been different stages in my directing journey—I've done
site-specific theatre, walk-and-listen audio plays, auteur
theatre, and a documentary production. And after each
play, Iwanted to take a step in a different direction. L also
took on classics, but not everything worked out. Some-
thing stood in my way, perhaps the inability to change
the lines or my lack of maturity at the time. You were sup-
posed to ‘serve’ the text that's already there. Altering the
lines affects the acting greatly as well. I have recently de-
cided that when staging classic works, I will adapt the
text, but only with the utmost care. We've teamed up with
playwright Dmitry Bogoslavsky. First came Sommerfolk
(by Novosibirsk theatre “Old House”), then there was Res-
urrection at Alexandrinsky, now we are rehearsing The
Lower Depths. Even Creature at Alexandrinsky is play-
wright Valery Semenovsky's rendition of Sologub’s nov-
el The Petty Demon. Although the play includes many el-
ements simply not present in the novel, I believe it pre-
serves the essence of the original work. It's not my style
to make sweeping changes; I enjoy havinga dialogue with
a piece so that it transpires throughout the performance
and at the same gets something new from our interaction.
This palimpsest creates volume when Gorky's phrase is
seamlessly assembled with contemporary lines. Summer-
folk is reassembled from a good deal of things; the whole
play has been taken apart and then put back together
again.

I am free to come up with my own solution that grows
out of text analysis, and through it I tell my own story.
That is why I'm currently captivated by the classics, and
all my past experiences in other artistic forms are hejpful
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5 Cmasumb no kaaccuueckomy MAMEPUARY — sK30MeH
LA i
besicuccepa Ha 3penocms, 6 makoil padome asmopcmso
nposensemest 6oavine scezo.

Staging a p_lay based on a classical piece is a director’s test
of maturity, and authorship manifests itself most of all
in such o work.

4l ceoBonen, npunyMEIBad cBoli xoj, KOTOPBIH BEIpac- |
TaeT 13 pasbopa TeKeTa, M TAK PACCKASHIBA CBOIO HOTO- -
PpHt, Poawomy CelYac y MeHs IepHoN YBASYeHHs Kaac-
CHKOH, Bee mponuTsIe HAPaBOTKH B PYrHX hopMax mo-
MOTRIOT B TOM. LIEHHOCTD KITACCHKH, €CIIH KPATKO, — TaM
BAII0KEHO YTO-TO TAKOR, UTO OHA GECCOBHATENBHO HO- ;
HaJlaeT B YeloBeKa. CTaBMTSH 110 KAACCHYECKOMY MaTe-
PHAIY — 2K3aMeH IUIA PesKHCCePa Ha 3PEIoCTh, B TAkok
paboTe aBTOpCTEO MpoABLAeTeA Gonnme Bcero: Horomy

k4
TO KOrJia ¢CTaBHIND COBPEMEHHYIO IbECY, TROA 3a.5a4a

Kax -
PEMUCCEPA — Ty ITbeCy OTKPHITS, H ApaMaTyprus

TOIBKO OT TOTO, KaK THL IOCTABHILE.

fp;me ITemepGypza, yeudems sawn cnexmaxu moscro NK
o lickoge («azyunu»), 6 noatpe npUs03AM Hosocubup- |

cKux «Jay
JlaunnKos». A na umo cmoum noexams & Mocray?

B OCHOBHOM 5T0 KOPTIYC MOMX ChiekTaxnedt B Tearpe
ﬂmuex-m Mafxoacxoro, ux ceffuac mecrs, «/Ti060Bs T0- |
AESH» — MOH TIePBBIH CTIeKTaK b, MY YiKe 12 Jer. «Bep~
AHMeB» — Cara 0 eBpeHcKoit ceMbe. Ouels akTyanbHbIN

c?ﬁqac «MockoBeKuit Xop» o lleTpyluesckoii ¢ ERremm-
e CHMOHOBOH. ECTh SKCIIepHMeATa b e NOCTAHOBKH,
Tepnas — «Ies0BeK, KOTOPBIH IPHHAN sKemHy 38 numny»,
110 KHUI'e AMEPHKAHCKOr0 HElpOTICHXOI0Ta Onupepa Carc-’ ‘E
€&, OYEHB IOy NApHOM B Mockse. Bropas — «HoBaTopsi»,
Mos mocnennas pabota B TeaTpe Magxorckore, TEXHOJIO-, |
TH@CKAA cara 0 KOMITBIOTEPHBIX TeHuax. Takas HCTOPHSA :
KOMITBIOTEPHBIX TEXHOAORHIT OT NEPBOTO B HCTOPHH Ipo-
TpaMmucTa Ansl Bafipou no Crusa DxoGea. ’

Altmuwnern npruzodam?

Ha, TaM e Boa HeTopua AHTH-TEXHONOIUH, UM HHTe-
PpecHo. Ho, Mbl, KOHEYHO, He JIeKIHI0 CTABMIM, & HhrTa-
JIHCE NOHATE, YTO HA CAMOM JElle CTOHT 34 BTI:IMH H30-
GpeTennamu, za uenobevecKuM porpeccom? A Tam |
IUEKCIPOBCKHE CTPacTH. MbI coBHpanH pee HCTOPHH
CarMit BMeCTe ¢ AKRTePAMH, UCKAIH B youtube peanpHbIx

Bce o
PaBHO BaKHee. A B C/Iy4ae ¢ KITACCUKOH BCE 3ABHCUT |

}NS
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i-n t}-lis respect. In a nutshell, the value of classical works
lies in something inherent that is there and unconscious-
Ig-r reso‘nates with people. Staging a play based on a clag-
sufal plece is a director’s test of maturity, and author-
ship manifests itself most of all in such a W(;l‘k. When you
stage a contemporary play, your task as a director iZ to
reveal the play, and the storytelling is still more impor-

tant. However, in the case of i i
A a classical piece, it all
down to how you stage it. f omes

:In addition to St, Petersburg, your productions are on stuge
;n Ps:kov (Frog.), and Summerfolk from Novosibirsk will Ife
Bz:::zi’ ;here in November. What shows are worth seeing in
It's mainly the collection of my productions at the Mayak-
ovsl::y Theatre; there are six of them now. The Love of gzo-
ple is my first play, it's already 12 years old. Berdichevisa
Jewish family saga. A very topical Moscow Chorus based
on Pet.rushevskaya's play, starring Yevgenia Simonova
There is a play called The Man Who Mistook His Wife fm:
a'Hat, based on a book by the American neuropsycholo-
gist Oliver Sacks, which is very popular in Mosc{)w M.
last work at the Mayakovsky Theatre was The Innova’écu‘sy
a technological saga about compuber genjuses. A histoq;

of computer technology from th,
e first ever pr
Ada Byron, to Steve Jobs. programmen

Are there IT guys in the audience?

Yes, it's a comprehensive history of IT, and they're inter-
estfzd. For sure, we were not staging a lecture, but were
trylr-1g to understand what is actually behind’ these in-
ventions and human progress? As it turned out, there was
a Sh'akespearean drama unfolding. We collec,ted all the
storles-ourselves. collaborating with the actors. We were
searching YouTube for real people, actual inven‘tors and
made observations from these videos. The Man Who'Mis-
took His Wife for a Hat and The Innovators are rather
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niofieit, uzobpeTaTeneii, nenamn HAGMIOMEeHNA ¢ 3THX BH-
Ieo. B MXT k 2023 nmocrasnn «XKuzens Boraungeckyio»
Io paccrasam Snyapiia Kovepruna, ero, Hageocs, npH-
BesyT b [leTepfypr B anpere B paMKkax o6MeHHbBIX Pa-
cTponei co MXT. CnexTakns HONYyYHACd, HMeeT GoNb-
wo# yenex B Mockse. Snyaps CTenaHoBHY BHIEJ CIIeK-
Tak/Nb, HOXBAMHUN, MBI TeHepDb 0BIMaeMCs, OH IPHLOTHT
Ha MOM ¢iexTakan B llerepBypre, 9To SeayMuo OPHATHO.

B Teatpe Hapuii uger «TepMuuan 3» no NnocTApaMa-
THYECKOH ITheCe IIBeICKOT0 ApamaTypra Jlapca Hype-
Ha, TaAKas CTPARHASA NONYMHCTHYECKAA HCTOPHA Ha Ye-
TEIPEX AKTEPOB, KCTATH, YYUACTEYET AaKTPHCa ATICKCaH-
OPpHHCKOro — Onera BeltuHcKka .

B Teampe Masicoscrozo bt Grinu socemn nem WIMOMHKBIM
beditiiccepon u sumecmumenem rydorecmaennozo pyxo-
sodumens. Kax cayuuaca nepeesd [Temep6ype, tomdop-
IHO 2L san 306Ch 1 eC/U CPABHIEAMD 20p0da, Lem omay-
HAIONMCA 3PUMeNL & 6 Uel0M MeampuabHOe KoMbIOHENL?

Mmue nepeean pancs Nerxo, g :xui B Mockse 16 ner, gawxe
yeran oT Hee. /I mocTaBun «Thape» B AleKcaspuHCKOM
TEaTpe, 3TOT CIEKTAKIb XOPOLIO IPHMHSINH, EXAT C Ol y~
LIEHHEM, 1T0 eCTE HHTEPEC K TOMY, 9T0 A Jeian. Miue ro-
BOpuH, 4To HeTepSypr e Beex npuHuMaeT, TYT CHOMK-~
HaA S3HEPreTHKA, HO A 3TATO He IOYYBCTBOBAL. TOT rof|
A nposei ¢ GOMBIIHM YIOBOABCTEMENM, SCTH RIAHMONO-
HHMAHNE C APTHCTAMY, ¢ AYOHTOpHel, TOABAAIOTeS HO-
BLIE 3HAKOMCTBA, [OpoR MHTePeCHEIH, 5 ero pazrajiEiBar,
HBITAX0CE NOHATE. [leTepBypr, no-Moemy, ceronns Gonee
BraronpHATHOE MeCTO AN TROpYeCTEA, 3nece Gonbiue

COCPEROTOUCHHOCTH, @CTh ayIHTOPUA, KOTOPAA FOTOBA, |

CMOTDPETE CHOMHEIE NTPOUIBEREHHA.

A raxoll § eac pencucceperui memod?

J1, HanpuMep, He paboTalo ITIONHEIM MeTonoM. B ocHo-
Be celyac MeIHT TekeT UM CLeHAPHIE 1o HNBeCe, U pas-
B0p 3TOro TEKCTA H PONH eCTH HanpaBiIeHMe, KOTOpOE
A 3aJ1a10 aKTEPaM, HO Y HHX €CTh CROGOMA, KaK 9TH sama-
K BBINONHATE. B #/igasne 4 XoTen 661, Y065 aKTep caM
HaIled BXOM B pONK B IIPEIAOKEHHEBIX 06 CTOSTeIbCTRAX.
A eTpeMatock x ToMY, 2T0BE MO CIIERTAKNN BEULH qeT-
KO CTPYKTYPHPOBaHEL, BRICTPOSHE! DHTMHYECKH, MY-
3EIKANEHO, TPAAHIMOHHC MO PeNeTHIIMIL T MIOro pabo-
TRIO C TEXCTOM, eCNU 3TO MHCLEHHPOBKA HIIH aIanTa-
nu. Korda HeMMHaellh peneTHPOBATE, 0YeHb panyer,
TO 3TOT KAPKAC, KOTOPEIi 61T Ha GyMare, paGoTaet — u
BCE BADPYF CTAHOBHTCS OHNHM UENBIM, He PacIafaeTcs,
OIHO npHTaeT Apyroe. M wem Gonblie Hrpaerces cnek-
TAK/b, TEM BCA €70 CTPYKTYPa CTAHOBUTCH YeTYe, Jer-
Ye, M3AHHeL,

Kax maney/f

e, k TaKkok serxoeTH H BO3AYXY A M CTPEMIIOCH, HO nyTh |

K 3TOMY JONTHIL
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human-cognitive, experimental productions that tran-
scend dramaturgy.

In 2023, I staged Giselle the Botanical hased on Edu-
ard Kochergin's stories at the Moscow Art Theatre, and
the production will hopefully be brought to St. Peters-
burg in April as part of an exchange tour with the Mos-
cow Art Theatre. The production worked out all right, it is
a great success in Moscow. Eduard saw the performance,
praised it, and we've remained in contact. He comes to
see my performances in $t. Petersburg, which is a great
pleasure for me.

The Theatre of Nations has put on Terminal 3, which is
based on a post-dramatic play by the Swedish playwright
Lars Nuren. It's a strange and somewhat mystical story
for four actors. By the way, Olga Belinskaya, an actress
from Alexandrinsky, is involved $oo.

At the Mayakovsky Theutre, you were a Jull-time director
and deputy artistic director for eight years. How did gou
move Lo St. Petersburg? Are you comfortable here? When
comparing the cities, whet differences do you notice between
the audiences and the theatre communities in general?

The move came easily to me. I had lived in Moscow
for 16 years by then, and I was even tired of it, By that
time, [ had staged Creature at the Alexandrinsky The-
atre. This production was well received, and I was mov-
ing with the feeling that there was genuine interest in my
work. I was told that St. Petersburg doesn't accept every-
one and has a difficult energy, but I didn't feel that way.
This year has been a great pleasure. There is rapport with
the artists and the audience, and I've made new acquaint-
ances. The city is intriguing. I'm still figuring it out, try-
ing to understand it. from my perspective, St. Petersburg
is more conducive to creativity today. There is more focus
here, and the audience is ready to embrace complex works,

What is your directing method?

I, for example, don't practice the method of études. The
core now lies in a text or script based on a play. I guide
the actors in the right direction when it comes to analys-
ing the text and roles, but they have the freedom to fulfil
those tasks in their own way. Ideally, I'would like an ac-
tor to figure out how to slip into a role in suggested cir-
cumstances without any assistance. 1 strive for my per-
formances to have a clear structure, thythmically and
musically. Traditionaily, I work extensively with the text
before rehearsals, whether it's for a staging or an adapta-
tion. When you start rehearsing, it's deeply satisfying to
see that the framework from the paper works. Everything
suddenly becomes complete; there is no fragmentation.
One element propels the next. And the longer the perfor-
mance runs, the clearer, lighter, and more graceful the
entire structure becomes.

Like a dance!

Yes, that kind of lightness and air is what I strive for, but
it’s a long road to get there.
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