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Editorial

Welcome to issue #4 of Stanislavski Studies.

Since the publication of our last issue, the journal has undergone some major changes. We have
finalised the appointment of our new and greatly expanded editorial advisory board, and confirmed
the appointment of our two editors, Professor Julia Listengarten and Professor Sergei Tcherkasski.

This has prepared us for the most important progression since the launch of the journal: from
January 2015, publication of Stanislavski Studies will move to a major international publisher. This
will offer us the opportunity to develop the publication in a wide variety of ways, to increase our
reach through marketing and promotion, to offer an institutional and individual subscription service
and continue to attract the best in contemporary scholarship.

Previous issues of the journal will continue to be available via a new webpage, and details of this
will be made available in spring 2015. In the meantime, the journal can be purchased from the
existing website (www.stanislavskistudies.org). To cover the transition to the new publisher, there
will be a slightly longer gap between issues with issue #5 appearing in March/April 2015.

We also anticipate the launch of a print edition of the journal which would become available
from the spring 2015 issue. Purchasers and subscribers will then be able to opt for the format that
meets their individual needs.

2015/16 will also see the first of a number of themed editions of the journal which will offer us
the opportunity to focus on specific topics, and to invite distinguished guest editors to contribute to
our work.

Whilst all of these developments lie in the near future, what of the present?

Issue #4 continues to offer a broad and varied range of material from a distinguished group of
writers: David Chambers, Professor of Directing at the Yale School of Theatre, offers a personal
perspective on the use of the etude in actor training and performance; Sergei Tcherkasski’s article
provides a vivid recollection of working with the distinguished director Mar Sulimov at what was
then the Leningrad Institute of Theatre Art, Music and Cinematography; Moscow-based filmmaker
Michael Craig writes on the development of his new documentary film about Yevgeny
Vakhtangov; Steven Bush offers an account of Stanislavski training in Toronto, via the work of
director and teacher, George Luscombe; also from Canada, Martin Julien explores the role of the
actor as anthropologist; Peter Zazzali from the University of Kansas utilises Stanislavski’s teaching
to examine the consciousness of actors; the place of rhythm and tempo in Stanislavski’s teaching
and directing, is examined by performer and teacher Eilon Morris. Reviews of new publications are
provided by Zachary Dunbar, Rebecca Reeves and Thomasina Unsworth.

As always, we hope that you will find the contents of Stanislavski Studies to be informative,
enjoyable and provocative.

Paul Fryer

Editor in Chief
May 2015
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Ot pepakunu

MpI1 pagsl IpecTaBUTh BaM YETBEPTHIA HOMED KypHana «3yuaem CTaHUCITIABCKOTOY.

Co BpeMeHM MyOIUKalUyU MPEABAYIIET0 HOMEpa KypHaJ MPeTeprell psl BaKHBIX U3MEHEHUH. MBI
OKOHYATCJIbHO YTBEPIAUIU HOBBI U 3HAYUTEIHHO pacmnpeHHHﬁ COCTaB Hamero peaaKmruOHHOI'O
COBETa, a TaK)Ke HAIWX peaakTopoB, mpodeccopa xymuio Jlucrenrapren m mpodeccopa Cepres
UYepkacckoro.

Takum o6pa30M, MBI IIOATOTOBHJIMCH K OJ3TallHOMY 1IJid Hac CO6BITI/IIO, 3HaA4YCHHUE KOTOpPOro
COMOCTaBMMO C BBIXOJOM B CBET NEPBOro HOMepa XypHana: ¢ siHBaps 2015 r. BeIyCK >XypHana
«M3yuaem CraHuCIaBCKOr0» OyAeT OCYIIECTBIATHCS KPYMHBIM MEXKIyHApOAHBIM HM3AaTesieM. [akou
mar gJacT HaM BO3MOXXHOCTH pas3sBUBATHb O3TO HM3JAHUC B PA3JIMYHBIX HAIIPABJIICHUAX, PACIHIUPATH KPYyT
qUTaTeIICH nmocp€aACTBOM MApKETHHIa W PEKJIIaMBbI, obecreynBaTh HOILHHCKOﬁ UHAUBUAYAJIbHBIX
YUTaTeNed W OPTraHU3alUHU, a TaKKe MPONOJDKATH NPUBIEKATh K COTPYAHUYECTBY JY4YIINE CHIIBI
COBPEMEHHOMN HAyKH.

[Mpenpinymue HOMEpa >KypHajga OyayT MO-TPEXHEMY JOCTYNHBI, Onaromapsi HOoBoil MHTepHeT-
CTpaHuIle, aJpec KOTopoi Mbl coobmum BecHo# 2015 1. Tem BpemeHneM, KypHaI MOKHO MPUOOpECTH,
MOCETUB CylIecTBYIOUMi BeOcaiiT (www.stanislavskistudies.org). [lo mpuumHe mepexona K HOBOMY
W3aTeNI0 MEePepPhIB MEXAY OMmKallIuMyU HOMEpaMu OyJeT 4yTh Ooblle OOBIYHOTO, U MATHII HOMEP
YBUIUT CBET B MapTe-ampene 2015 r.

Mpb1 Takke oxHAaeM BbIxoAa OyMa)KHOM BEpCHMHU XypHajla — OHAa CTaHeT AOCTYIHOM, HauWHas C
HOMepa, KOTopsli BeIAeT BecHOM 2015 r. Te, KTO mokynaeT >KypHal Wid MOANKMCAH HA HET0, CMOTYT
BBIOpaTh (popmMar, COOTBETCTBYIONINI UX MHINBUYaTbHBIM TPEOOBAHHSIM.

B 2015 — 2016 rr. MBl Takxe NPEACTaBUM psAJ TEMAaTHUYECKUX HOMEPOB, YTO IIO3BOJIUT
COCPEIOTOYUTHCS ~ Ha KOHKPETHBIX TeMaxX M pacCYUThIBaTh Ha Yy4yacTUE B JKypHalle BUIHBIX
MPUTJIALIEHHBIX PEIaKTOPOB.

Bce i mepeMeHbl TOJDKHBI MPOW30MTH B OyrbkaimeM OyayImieM, a 9TO CKa3aTh O CETOHSIIHEM
nae?

B uerBepTOM HOMEpE MBI POAOIKAEM IPEAJIararh BalleMy BHUMAHUIO IIMPOKUN KPYT MaTeprasos,
MPEeIOCTaBICHHBIX M3BEeCTHBIMU aBTopamu: J[pBum UYembepc, mpodeccop pexuccypsl B Illkone
JPAMaTHYECKOr0 HCKYCCTBA VIENbCKOTO YHHMBEPCHTETA, IO3HAKOMHT BAC CO CBOMM JHYHBEIM OIIBITOM
UCTIOJIB30BaHMS JTIOZOB B O0yYeHHH aKTEepoB M co3fanmu cnekrtakis; Cepreit Uepkacckuii B cBoei
CTaThe YBJIEKATENbHO BCIIOMHUHAET O paboTe ¢ BbLIaomuMmcs pexuccepom Mapom CyanMMOBBEIM B
JIeHMHTPAJICKOM TOCY/IapCTBEHHOM WHCTHUTYTE TeaTpa, My3bIKM W KuHeMmarorpadguu (HeiHEe — CaHKT-
[TerepOyprckasi TOCynapcTBEHHAash akKaJeMusi TeaTpajlbHOrO HCKYCCTBa); JKUBYIHHA B Mockse
kuHematorpadgucr Maiikn Kpar mmmer o paboTe Hag HOBBIM JOKYMEHTAJIBHBIM  (DUIBMOM,
nocesimeHHbIM  EBrenmio BaxrtanroBy; CrtuBen bym pacckaszpiBaeT 00 0O0yd4eHHMH 1O METOAY
CranucnaBckoro B TOpoHTO Ha mpumepe IeATEIbHOCTH pexuccepa u nemarora xopmka Jlackoma;
opyroi kananeu, Maptun KronbeH, UCCleLyeT poiib akTepa B KadecTBe aHTporoiora; I[lutep 3a3zanu
n3 Kanzacckoro yHuBepcuTeTa uUCHONb3yeT nenaroruky CTaHMCIABCKOTO MJiA HCCIENOBAHUS
AKTEPCKOI'0 CO3HAHMS; UCIIOJIHUTENb U TieAaror DiioH Moppuc paccMaTpUBaeT MECTO PUTMA U TEMIIA B
nemaroruke W pexuccype CraHucnaBckoro. PemenHsnnm Ha myONWMKanuyd TPEIOCTaBICHBI 3aKapu
Hanbapom, Pebekkoii Pus3 u TomacuHo#t AHCBOPT.

Kak BCC€rla, Mbl HaAACEMC, 4TO, UUTasA XYypHal «I/I3yqaeM CTaHI/ICJ'IaBCKOFO», BBl Yy3HA€TEC MHOI'O
HOBOI'0, MOJYYHUTEC YOOBOJBCTBUEC OT YTCHHSA, @ BO3MOXKHO, 3aXOTUTEC IMPOAOJDKUTH AUAJIOr C HAMU U
HaIl¥MH aBTOpaMHu.

o ®paiiep
I'naBHBIN pegakTop
Maii 2011
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Inside Sulimov’s Studio: Directors Perform a Play

Sergei Tcherkasski

There is nothing unusual about directing students acting in their thesis play in Russian theatre
schools. Both Stanislavsky and Meyerhold reflecting their own path to directing had insisted many
times that a director should also be an actor and should understand the mechanisms and secrets of
an actor’s work and to some extent be in command of those skills. Theatre work of such actors as
Evgeny Vakhtangov, Boris Syshkevich, Aleksei Popov, and Yuri Lyubimov whose names are
among the most celebrated director’s names in Russian theatre history provides good proof of this
demand. And the exception of Nemirovich-Danchenko who never was a professional actor just
confirms it. His directing and teaching were always exposing the remarkable actor’s potential of
this playwright/director, and his famous advice to actors and his intimate rehearsals implanted the
seeds of new acting abilities into them.

That is why, when in 1936 Stanislavsky was starting his experimental work on Moliere’s
Tartuffe, he wanted to assign acting roles to directors of the Moscow Art Theatre, and only if there
were too few directors available, then he would take actors who thought in a director’s way. He was
looking for those who could take the directing experience from the rehearsals of Tartuffe and
implement them in future productions. As the theatre historian wrote, “the idea of staging another
production in Stanislavsky’s old age did not interest him. He had an entirely different goal: to teach
those chosen for the experiment to play "not one role, but all roles" and to give them a crib for
future productions... [Italics are mine. — S. T.]”!

Tartuffe is not the only example of Stanislavsky casting directors in acting roles. According to
Vasily Toporkov, in Stanislavsky’s last year of life he began work on Marriage by Gogol where he
again exclusively assigned directors into acting roles.” Thus the idea of a production in which
directors are acting the roles never left Stanislavsky’s mind and he found such work essential in the
development of new directors.

And in reference to director training at the GITIS — an institution where the university type
training of directors was stated in Russia — Stanislavsky also insisted: “Let students in the directing
program know through their own experience and senses exactly what they will be faced with in
dealing with actors”.’

The wishes of the patriarch of Russian theatre were implemented during the setting up of the
state system of university training for directors in the 1930’s. And to this day, half the time of
traditional curricula of the first two years for directing students is focused on acting. They must pass
through all aspects of training as actors — from etudes on memory of physical actions and sensations
to acting in excerpts from prose and plays. And the most important outcome of students achieving
mastery and the final result of this course in acting often becomes the production of a play, where
the directors are cast as actors. In some studios, such production is staged during the third year, in
others — at the beginning of the fourth year, recently some have been staged as early as the second

! Vladimirova, Z. V. Kazhdii po svoemy: Tri ocherka o regisserah. Moscow, Iskustvo, 1996, p. 10. The last eighteen
rehearsals of Stanislavsky on Tartuffe took place over the course of one year and become the most important stage of
developing his System. (The magic of numbers — there were an equal amount of 18 rehearsals during Stanislavsky’s
production of The Seagull in 1898, the first year of Moscow Art Theatre). Production of Tartuffe itself was finalized by
Mikhail Kedrov and Vasily Toporkov and opened in December of 1939 after Stanislavsky’s death and was dedicated in
his honor.

* Toporkov, V. O. Stanislavksii na repeticii. Moscow: AST-Press SKD, 2002. P. 162.

? Stanislavsky, K. S. Neskolko mislei po povdu regisserskogo fakulteta (A Few Thoughts about the Directing
Department)// Stanislavsky K.S. Sobranie sochinenii v 8 vol. Moscow, Iskustvo. 1959. V 6. P. 288.
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year. The work on the production might take different forms — either teachers of the studio are
directing the play, or it is realised through the collective efforts of the students that spawn the idea
for a production, and than produced under the Master’s guidance. The crucial factor is that the
student-directors have to act in such a production.*

All that might seem natural, evident and quite traditional, but sometimes the significance of such
a productions in a director training programme can be overlooked. It goes without saying, that in
Russian theatre schools directors can act, but to the rest of the theatre world, sometimes it’s a
discovery. The worldwide tour of Gaudeamus from Lev Dodin’s Studio at the St. Petersburg
Theatre Arts Academy — the production that initially began as first year actor’s etudes of the
directing students — provides good proof of that.

There is however, an entire series of methodical problems with staging a production with a
“company of directors”. This article addresses the issues using the example of the production Shoo,
Death, Shoo! a play by Saulius Saltenis, performed by Mar Sulimov’s Directing Studio at the
Leningrad Institute of Theatre, Music, and Cinematography (LGITMiK), now called the St.
Petersburg Theatre Arts Academy.’ The work on this play took place in 1982—1983 with students of
the third enrolment to Sulimov’s Studio (he taught from 1963 to 1994) and the author of this article
was privileged to be one of them. Much water has flowed under the bridges since then, but Shoo,
Death, Shoo! is memorable not only to the audience and participants but also to the faculty of the
Academy and that is not by chance. It seems that the artistic work and rehearsal process of
Prof. Sulimov and his assistant Anatoly Shvederski had challenged many central issues of directing
productions at the directing studio. Not by chance many other of the Academy’s professors
(A. A. Muzil, A. 1. Katzman, 1. B. Malochevskaya, B. L. Muraviev, etc.) gave the production the
most enthusiastic response and agreed that “the main quality of the production is the preciseness. It
can be seen in the very choice of the play for directors to act, in the genre of the production, in its

challenging nature and finally — in the ability of the students in the Studio to do it justice”®.

The artistic and pedagogical accomplishment of the production came not unexpectedly as
Professor Sulimov was one of the leading masters of Leningrad — St Petersburg theatre pedagogy of
the second half of the 20th century. He was a theatre director, set designer and writer. Since he is
not well known outside of Russia it is important to give a little background on his career.

* All students at the St. Petersburg Theater Arts Academy are taught at Studios (masterskaya). The Studio system of
training (class system) means that one head teacher (Master, Artistic Director of the Studio) supervises the development
of the students for the entire period of training — starting from initial exercises of the first year until the diploma (thesis)
production of the third and fourth years (for actors) or diploma production at a professional theater during the fifth year
(for directors). Moreover, the Artistic Director of the Studio forms a group of teachers — in Acting, Voice and Speech,
Movement, Dance, etc. — who also spend these years with students. In that sense the Studio becomes a model of a small
permanent company (students led by the group of teachers/directors) that keeps the productions completed during the
training in its repertoire until the last diploma week of the final year. In Acting Studios usually several productions
involve all of the students plus many mono-performances are presented at a final presentation. For Directing Studios —
one production with students as actors is staged, but that does not happen in all Studios. The Studio’s Artistic Directors
are usually professors who combine their teaching with practical work in theater. They are usually directors, artistic
directors or leading actors of St. Petersburg theaters. Intakes to the Studio of each particular Master happen every four
of five years. For example Sulimov had opened enrolment to his Directing Studio six times throughout his thirty years
teaching at the Academy.

> Saltenis, Saulius. Brys, Smert’, Brys! A play in two acts. Translated by Edward Radzinskii. Moscow: VAAP, 1977.
63 p.

% Muraviev, B. L. Speech during the discussion about Shoo, Death, Shoo! An excerpt from the Director’s Department
meeting protocol, 12 Dec. 1983 // M. V. Sulimov’s Archive at the St. Petersburg State Theatre Library. ORiRK, F. 54.
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Mar Vladimirovich Sulimov (1913-1994)
studied at GITIS in Moscow when the directing
programme had just been founded in the 1930s.
There he was literally in a handshake’s distance
from both founders of the Moscow Art Theatre —
Sulimov studied with Valentine Smyshlyaev,
who absorbed Stanislavsky's lessons in the First
Studio of the MAT (he also directed Hamlet with
Michael Chekhov in the MAT-2 and wrote the
first book on the Stanislavsky System in 1922 —
years before Stanislavsky himself), and Ivan
Bersenev, who mastered his acting in the
Nemirovich-Danchenko’s rehearsals.

After an internship at the Maly Theatre, acting
and directing at the other Moscow theatres and a
decade of work in the city of Petrozavodsk, Mar
Sulimov’s life and work became connected with
Leningrad —  St. Petersburg. He directed
The Devil's Disciple by  G.B.Shaw  and
The Snowstorm by Vera Panova at the Bolshoi
Drama Theatre. Then, from 1959 to 1965
Sulimov was an Artistic Director of the
Komisarzhevskaya Drama Theatre and his
productions of Children of the Sun by Maxim
Gorky and Into the Storm by Daniil Granin
became landmarks in the cultural life of
Leningrad in the 1960s.

Mar Sulimov during rehearsals of Shoo, Death, Shoo! o )
by Saulius Saltenis. LGITMiK (now the St. Petersburg In addition to that, in 1957-1959 and 1969—

Theatre Arts Academy). 1984 1974 Sulimov was the Artistic Director of the

Lermontov Theatre in Alma-Ata, and his name is

associated with a fundamental step in the development of Russian theatre in the Republic (Sulimov
was bestowed with the honoured title of People's Artist of Kazakhstan).

Prof. Sulimov had begun his teaching at the St. Petersburg Theatre Arts Academy (at that time
Leningrad Institute of Theatre Art, Music and Cinematography) in 1963 (he was the Head of the
Directors Studio from 1963 to 1968 and from 1975 to 1994). Together with two other prominent
theatre teachers-directors — Tovstonogov and Muzil — Sulimov formed a trio of brilliance that
taught directing at the Academy from the 1960s through the 1980s and shaped the modern school of
St. Petersburg and Russian directing. It is not by chance that these three decades are called the
classical period of director training in St. Petersburg.

During the thirty years of Prof. Sulimov’s teaching, dozens of students graduated from his
Studio. Now they are working as directors across the country and abroad. They are artistic directors
of theatres, honoured artists, winners of state awards, theatre teachers, and scholars with Ph.D. and
D.Sc. degrees. The “pedagogical gene” inherited from Sulimov was persistent enough, so that now
his disciples are teaching in Russia and abroad — in Spain, Norway, and USA.

Throughout his artistic life Mar Sulimov directed over 100 productions, made set designs for up
to 100 productions, and wrote six books (four of which were published during his lifetime). His
archive is preserved at the St. Petersburg State Theatre Library.

Sulimov’s Initiation to Directing (St. Petersburg University Publishing House, 2004) presents in
a single volume, nearly six-hundred pages of his major books that were published in 1970s—1980s.
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Sulimov’s writings cover two basic areas. The
first one — methodology of the first and second
years of a director training, it includes a detailed
description and analysis of a variety of different
etudes and specific exercises for directors
(“opening” exercises, etudes on paintings, etudes
on poetry, etudes on prose, building of a climatic
mise-en-scene, staging of a fairy tale, exercises on
the memory of physical actions and sensations).
Sulimov also introduces the pedagogical concept
of micro-performances and justifies the need for
such an approach to the initial, basic director
training, arguing with the phased requirements of
a traditional curriculum. In the second half of the
twentieth century it seems that only Maria Knebel
in Moscow and Mar Sulimov in St. Petersburg
were writing on the poetry and prose of pedagogy
in such a serious and detailed way. With
minuteness and artistic imagination both expose
basic exercises and etudes for directors in their
first and second years of training; formulate
pedagogical tactics, and discuss assignments that
allow for the foundation and development of
active analysis’ way of thinking.

Mar Sulimov. 1970s The second area of Sulimov’s legacy — is the

detailed records (up to 80—100 pages each) of the

Active Analysis of four plays — Russian classics: The Cherry Orchard by Anton Chekhov, Truth —

that’s Fine, But Happiness is Better by Alexander Ostrovsky, and Duck Hunting and Last Summer

in Chulimsk by Alexander Vampilov (a Russian classic of the 20th century to be counted alongside

Bulgakov, Erdman, and Babel). These examples significantly clarify the basic principles of a
director's analysis of dramatic material, and the Method of Active Analysis.

Another volume of Sulimov’s legacy was published for his 100th anniversary. It is called
Sulimov’s School of Directing (St. Petersburg Theatre Arts Academy Publishing House, 2013) and
its 556 pages consist of Sulimov’s unpublished methodological papers and diaries alongside articles
and research papers on his creative activity and the teaching of more than forty authors.

For director Sulimov who also appeared many times on stage as an actor and who believed that
“good directing first and foremost means inspiring good acting of your actors”, the interest in
developing the acting potential of the future directors was natural. He argued that directing students
should be able to act and thus a studio production of Saltenis’s play was not the only production
that his directing students acted in. The directors from his second recruitment of students came out
into the audience as characters from Hemingway’s short story The Killers (1979); directors from his
fifth recruitment played in The Browning Version by Rattigan (1991-1992). But it was the
rehearsals of Shoo, Death, Shoo! that gave rise to the largest number of questions essential to the
mastering of directing.

We will try to shed light on the basic steps in working with this play.’

" The documentary basis for this article are notes taken from the Our Diary of Sulimov’s Directing Studio. Notebook 9.
P. 1-70; Notebook 10. P. 78-80; Notebook 11. P. 28a—28g, 31-37 // M. V. Sulimov’s Archive at the St. Petersburg
State Theatre Library. ORiRK, F. 54.; and notes taken by the author of this article from rehearsals with Prof. Mar
Sulimov in 1982-1984 (S. Tcherkasski’s Archive).
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Choosing the play

Sulimov, as always, began preparing in advance. In the middle of the second year he proposed
that the students begin searching for a play. As you can guess it’s not easy to find a play suitable for
a company of directors. You have to evenly distribute the roles and realize the different students’
potential, not all future directors are equally gifted in acting. You need to have in mind that the
rehearsal process should not only enrich the students as actors, but also contribute to their director’s
growth. The play should be of interest to the head of the Studio, should inspire him as a director...
With the course of time in the beginning of the third year the scales were leaning toward Lillian
Hellman’s play The Little Foxes; a play that could effectively cast the entire Studio, and had an
interweaving of psychological dialogues, and a serious theme.

It seemed as though a decision had been made...

In October 1982, however, the Rustaveli Drama Theatre of Georgia was touring in Leningrad.
They stunned audiences with Richard III and the Caucasian Chalk Circle. For me personally these
performances were among those great spectator’s experiences (alongside productions by Anatoly
Efros and Mark Zaharov) that formed at that time my fundamental thoughts about the art of
directing. I remember running backstage spontaneously, astounded by the impression the
performance had on me, and convincing Robert Sturua to give a talk at our Studio (naturally, the
entire Academy showed up there)®.

But there were some at the Studio who did not approve of the production. Amazingly enough
young directors who had just been introduced to etudes on the memory of physical actions and
sensations and just learned psychological theatre while directing scenes from Russian classics
appeared to be such zealous protectors of realistic psychological acting and the Stanislavsky
System, that Sturua’s epic theatre was given a hostile reception. It would seem that the Georgian
director’s freedom of imagination, his paradoxical staging, and the purposeful mixing of genres did
not make sense in comparison to what they got in the first year of schooling.

Sulimov was puzzled. Such an uncompromising defence of the values that it seems he was
implanting in our minds didn’t make him happy: “You need to understand that it’s better to judge
any work of art according to the principles and artistic rules proposed by its own creator, otherwise
you’ll exclude yourself from enjoying any aesthetics that are different from yours. We cannot
approach Sturua’s theatre using the same principles as for psychological theatre. We cannot be
dogmatic adherents of only one theatre school!”

The conversations and disputes in the class were long and heated. Mar Vladimirovich continued
to think out loud: “We all sit in the inertia of our experience, our language, and our aesthetic
system. It’s very important to be open, to be accepting of another artistic language, otherwise we
become limited...”

A few days later Sulimov changed his mind about The Little Foxes, the very play he had
suggested. “Why is choosing a play to stage in the Studio so painstaking? — he explained his
decision for us. — Because I understand that the material we are going to rehearse needs to relate to
the theatre of tomorrow. 1 can direct The Little Foxes very well, and the work we do will be very
rewarding, but this material reflects yesterday. However, trying to mix genres, to mix Stanislavsky-
based training with other systems and approaches (not necessarily like Sturua) would relate to
tomorrow’s theatre. There’s a paradox here: theatre of today hadn’t risen to Stanislavsky, but
Stanislavsky is already limiting’. If you are kneeling and praying to him — nothing would have

¥ These productions were directed by Robert Sturua (born 1938), artistic director at the Shota Rustaveli Theater in
1979-2011, nowadays an artistic director of the “Et Cetera” Moscow Theatre. Sturua gained international acclaim for
his original interpretation of the works of Brecht, Shakespeare and Chekhov and has staged productions throughout the
world including Hamlet with Alan Rickman (1986) for the Riverside Studio in London.

1 suggest to read this thought of Sulimov in the following way: “theatre of today hadn’t risen to [the] Stanislavsky
[System], but Stanislavsky [‘s practice] is already limiting”. It is crucial to make difference between the Stanislavsky
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come out, but if you reject him entirely, it would have been even worse. We needed to find a play to
try and join school with anti-school and some hooliganism!”

That is how the play Shoo, Death, Shoo! by Lithuanian author Saulius Saltenis was chosen — as a
case for such a “hooliganism”. It is the story of a boy named Andrius from his early childhood till
seventeen, the story of his heart’s maturation. Here comes its short plot.

The plot

The Shatas and Kaminkas families live in a small Lithuanian town — and are in a long-standing
quarrel. It began when Kaminkas bought a cow from Grandfather Shatas, and it died the next day.
Five-year old Andrius Shatas wants to make friends with Luka Kaminkas, but encounters not only
the enmity of the two families, but also Luka’s taunts. And then he promises that “in spite of
everything” he will buy Luka a cow. This dream goes on through the years — first Andrius collects
pennies to buy the cow, and after ninth grade, he earns enough during the summer holidays to really
buy a cow. And he presents it to Luka.

However Kaminkas arranges a whole trial in the principal's office, forcing his daughter to refuse
the gift of “the enemy”. And when Luka, feeling guilty comes to a night-time meeting with Andrius
— Kaminkas roughly breaks it off, and offends the feelings of boy and girl.

The Father and Mother of Andrius try to come to terms with the Kaminkas family and try to lead
a cow into the neighbour’s yard again. But Kaminkas kills the cow with a rifle shot. And shortly
thereafter leaves town, taking Luka with him. Andrius, too, departs leaving his parents at his native
house to reconcile after his Father’s affair with the teacher Meshkute and to wait idyllically for their
new baby.

Andrius recalls this whole “funny and sad story about the cow”, before leaving home, while
sitting at Finkelstein’s barber shop, whose eyes are “like a plateful of tears”.

The play is written in the form of memories of the protagonist — and that is of crucial
importance. This gave the opportunity for an unusual genre proposed by Sulimov. As it turns out,
his director's decision will determine the methodical value of the work done with the students. But
we’ll discuss that later.

Casting

Sulimov began working on the play with the pedagogical provocation. He asked future actors of
the production ... to cast themselves. Well, this was not the first time that student directors were
assigning roles to somebody, but it was the first time they were interested in the outcome of this
distribution so personally. They knew that they would act themselves and would have to spend a
long time with the role they will choose.

Soon there was a discussion of student proposals.
— Larisa, you wrote that you would like to play the role of the Cow. Why?

— This is the result of rational thought. I knew that the roles of Luka and Andrius’s Mother are
not for me.

— And why can’t you play the Mother?

— In my state today — I do not want to suffer.

System as system of actor training that goes out of laws of nature and thus is universal and objective, from the aesthetic
of Stanislavsky’s own directing practice at the Moscow Art Theatre of the first three decades of the 20 century.
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Questions to other students:
— And why does Galya want to play this role?
— I want to try something I haven’t played. I want to try and play the “reverse".
— Andrew, why do you want to play Andrius?

— The play is about me. There are too many associative links — this play is really about me!
I had exactly the same childhood, and in school I played in amateur shows exactly as Andrius.
I had a feeling of intimacy to all the events of the plot — this role is very close to my life...

With all the sincerity of these declarations the “egotism” of the students’ substantiation of the
casting was evident. The “actors” naturally were thinking about their own interests, rather than
about the artistic integrity of the future production. Thus after listening to the proposals of the
“actors” Sulimov returned them to the position of being directors. There was a serious discussion
about the principles of casting.

“Casting contains the solution of your production. Casting of an actor can lead to a clear
expression of a director’s conception, or to its compromise. And Tovstonogov is right, insisting that
double casting is impossible, at least in leading roles. In fact during rehearsals you — director and
this very actor — create an individual, unique and inimitable score of the role. A role is created out
of its creator, out of an actor. Here, an actor’s expenditure of himself, his biological costs and his
sincerity is fundamentally important. Therefore, in our art, courage and boldness to be honest are
needed as much as talent. We cannot fire a gun with a curved barrel.

However, in the theatre you’ll constantly have to deal with statements like: "I can play the lead
well, because my husband left me, just like her". The reasoning in playing a role by straight-line
similarities with an actor’s life is unacceptable. In the art of acting we are dealing with the
restructuring, with the re-tuning of life experiences.

There are also other types of argument in an attempt to fight for the role: "I feel and understand
this role so well!l And that means I can play it". Quite an erroneous argument! Here lies the
distinction between the natures of the director and the actor, and the difference in their professional
focus. The actor wants to play the role of Hamlet; the director stages the play Hamlet for the main
point, thinking about what will speak to the audience in the whole performance.

So beware of external circumstances that influence your decision in casting. Casting an actor for
a part needs to be a chaste process and should only be available to the director. It launches the
realization of a director's intent of the production”.

Of course, this was not the first time Sulimov discussed the principles of casting with the future
directors. But the arguments of the teacher became particularly clear and effective in that very day —
when students were alternating in their roles of directors and actors. It also brings the discussion of
the ethical responsibility of the director in the process of casting, and this issue came alongside with
one particular dialogue:

— You want the role of Kaminkas. Why?

— I was afraid that I would play some “refined" role. As for Kaminkas — I never tried such a
type before and this role would lead me away from a straight casting, will help to avoid my
usual features. I’d like to uncover an evil temperament beneath this character...

Sulimov strongly disagreed with the proposal of a student “expanding his range” into a role that
fundamentally does not coincide with his traits and abilities. And this was the reason for the
discussion of straight and paradoxical casting: “They say that in our days there is no emploi’s, no
type-casting. That’s not true. Today type-casting is targeted on the use of the psycho-physiological
traits of an actor.

Surely, creative growth for an actor is to expand his range and the diversity of roles that he can
perform. Therefore, in the process of the development of the actor’s troupe sometimes it is
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necessary to undertake casting in a new and even paradoxical way. But surprise distribution of roles
can only happen when you have reasons to believe that the actor is able to play the role assigned.
Your hopes must have supporting evidence; you might take a risk only if your guess is well-
reasoned. As in permanent companies the destiny of an actor depends on a director. You should
take risks with unusual casting only if you have good proof of the actor’s potential. But if you count
merely on the possibility that somehow an actor will discover the role while rehearsing, you will be
doomed to fail. Any expansion of the actor’s territory needs to be routed in his real abilities already
discovered or not. You mustn’t put the actor up for failure just for the sake of experiment.”

First impressions of the play

Discussion of the play itself began with an exchange of the directing students’ impressions.
Sulimov asked them to recall the very first thoughts and feelings that came after reading Shoo,
Death, Shoo!

They talked intensely and enthusiastically — a record of the student’s reactions takes up multiple
pages in the Studio’s journal. They liked the piece and compared it to other works of literature and
drama, some rushed to analyze it, some talked about their favourite characters. But what did
Sulimov identify as the most important, what became cues for his director’s further conversation
with actors of the future production? This can be understood from the phrases he underlined in the
journal entry:

— Very bright feeling. Holiday.
— The play is sad, and at the same time one can overcome the sadness.

— The play is fun, it should be played easily, but the spectators might get a strong emotional
shock.

—It’s a very kind play. The play shows that all people are good on the inside; you just have to
reveal the goodness.

— Yes, the play is kind and honest.

— The most painful moment still remains with me — when Luka is crying to her father, who
trampled her happiness: "You will never, ever go to heaven after this!"

— Even though the play is full of open theatricality, it is believable!

— Reminiscent of a dream, when I want to wake up and cannot.
And there were questions:

— And what are we against in this play?

— Yes, what will be our sverkhzadacha, our super task?"

Here, Sulimov decisively interrupted the students. He always warned against hastily determining
the director’s super task, knowing that the premature application of “technology” can ruin the
creative process.

And now he reiterated: “The most important thing is to keep the impression from your first
acquaintance with the play. Make it the piece that holds everything together; hammer it as a nail
that will hold the future work. And stage the play for the sake of this first impression, for the sake
of your first emotional burn. Because after the moment of the first encounter with the author’s text

' Sverkhzadacha — term of the Stanislavsky System — translated as supertask (Stanislavski K. An Actor’s Work.
Tr. J. Benedetti, 2008) and superobjective (Stanislavski C. An Actor Prepares. Tr. E. Hapgood, 1936). The
supertask/superobjective of a playwright is the theme, the inner meaning of the play, the reason why it was written. The
supertask/superobjective of a director is the reason why this play is staged today, in the way it is staged.
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we are easily influenced by our education, external thoughts and circumstances etc., and the first
impression — that is an untainted response of our own heart and its purest form.”

Therefore, by asking the students to record their very first impressions of the play and their
emotional response, Sulimov warned them against hasty conclusions and then drew their attention
to the study of the life of the characters

The initial stage of the director's work on the play

Sulimov dedicated an entire month, fourteen classes (!), to an unhurried study of the play Shoo,
Death, Shoo! He allowed the students into his director’s laboratory, making them participants in
this exciting and rigorous process, and it became one of the most important lessons for the entire
course of study. By that time the third-year students had already been professionally prepared to
appreciate the significance of Sulimov’s creative insight and methodological consistency of his
directing, discovered through his analysis of Saltenis’s play. After all, they had an experience of
approaching a play twice — in the first year they were presenting their concept of the production of
their favourite play, and in the second year — analyzing the action structure of the play, proposed by
the teacher. In Sulimov’s directing school, learning to comprehend a play was built in a spiral — a
creative task in each course was repeated with an increasing degree of difficulty — and by the end of
the third year students were expected to be ready to defend their own way of practical realization of
their conception of the future production. Therefore, participation in Sulimov’s initial work on the
play — when the teacher was trying to accomplish the same tasks as the students were expecting to —
was a challenging experience that seriously prepared the future directors for the independent work
awaiting them.

It was a busy month comprehending the life of the characters, speculating about the nature of the
author's individuality (nature of author’s feelings'"), distinguishing the artistic structure of the play
and attempting to bring the knowledge gained to the system of the play. Unfortunately the detailed
account on the exiting research of Saltenis’s play goes beyond the scope of this essay. A
comprehensive methodology of the pre-rehearsal work in Sulimov’s directing school can be found

"' The nature of feelings (priroda chuvstv) is another term from the Stanislavsky based vocabulary, it describes an
author’s or a character’s mode of perception of life. The nature of feelings is closely connected with what Nemirovich-
Danchenko called the face of the author.
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by reading his books devoted to the process of the director’s initial immersion into a play, where he
describes working with masterpieces by Chekhov, Ostrovsky and Vampilov."

Only after long months of intensive thought Sulimov announced... the “first” conversation about
the play. He defined the genre of his next talk with the students exactly in that way. And stressed
that “they need to pay attention to what part of the knowledge that the director got through analysis
of the play at home is included in the first talk with the actor’s cast that is going to rehearse the

play”.
And the directing students again turned into actors.

The first talk about the play with the actors

This is how Sulimov’s policy speech on the play was documented in a Studio’s diary and my
own notes: “So, we have a very peculiar play. And we must enter into it at an unusual angle, from
some unexpected doorway. To determine its genre by some usual categories like fairy tale, parable,
dramatic poem, means to limit it. Apparently all these genres are there, and only in their integrity
they shape the unique style of the author’s text.

What story does this play tell? It is the story of a boy from childhood to age seventeen or
eighteen. And this story is told in the form of the memories of the protagonist, so the author frees
himself — and us! — from the logical sequence of events in the play. The logic and consistency in the
play are very specific. After all, all these memories lead to the formation of a main character’s new
perception of the world, and that happens right before our eyes. And we, the audience, excitedly
watch the accumulation of Andrius’s emotional subtleties, his uneasy voyage in understanding his
own soul and nature, and the growth of his ability for humanology”.

Let us think about the nature of our memories. They always consist of two components: specific
events or life moments which serve as material for the memories, and the actual reason for the
recollection. That is the basis of memories, is always in a tendentious, biased position of
reminiscing person. Thus because the play consists of the hero’s flashbacks, we are introduced to
every character in fragments that are often contradictory. They are depicted not as live people in the
process of their inner development but as characters’ debris. Andrius sees himself either as an angel
(in recollected scenes where, as he now feels, he has been wrongly offended), or as a bastard (in
flashbacks that remind him of his shameful behaviour), at other times as a fool (when he remembers
his lost happiness). And all these mixed images make up the whole Andrius. The others appear in
his memories with the same motley, as if they are turning with different facets of their characters;
thus each time we are seeing their subjective portraits, not their objective ones. As Andrius
recollects others in the same inconsistency with which he recollects himself, depending on what and
what for he recalls this or that event.

Therefore, working on the play, we must respond to control key questions posed by the poetics
of the piece itself. First, what really happened? Second, what Andrius recollects out of this (the sore
touchy spot of each memory)? And third, Zow is he remembering it?

Memories are always emotionally coloured! And each of them is quite unlike the one before!
Indeed, during the play the hero recalls a huge and important period of his life (coming of age,
developing his own views on life and humanity). The nature of these memories is very different,
depending on what age or slice of life he remembers. So, at five we believe in Santa Claus, and at

2 Sulimov, M. V. Posvyashenie v regissury. SPb: St. Petersburg State University Publishing House, 2004. P. 104— 142,
186-230, 420457, 492-550.

3 Humanology — is neologism coined in Russian many years ago to describe study of human. Sulimov usually insist
that “the art of directing is the art of humanology”, thus underlining that theatre is first of all the study of human, not the
entertainment, and directing is first of all connected with the deep analysis of human soul and only secondly — with the
staging of the production.
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fifteen — he no longer exists. And at five we live
both in a fairy tale and in the real world
simultaneously. And as we grow, the world
becomes "wonderless"...”

Let’s emphasize the methodological value of
Sulimov’s reflection. It reveals the basis of his
choice of play with which to train the future
directors. The main character remembered his life
not only as it happened, but tried to realize what
was happening, and assessed situations of the past
in terms of his present spiritual experience. So the

Two collections of Sulimov’s writing on theatre actors did not have to play life as we know i, but
Inviiiation to Directing (2004) and Sulifwv ’s School of to 1,dent1fy the gist of th,e event that took place
Directing (2013) earlier and now genre-interpreted through the
hero’s attitude. Such an approach brings parallels
in the way of actors’ acting in this very production with the way of director’s acting in the moment
of demonstration in a rehearsal process (director’s “demo acting”)'®. And if we’ll remind ourselves
that Shoo, Death, Shoo! was staged with directing students, that gives additional methodological
value for both the choice of the play and director’s vision of it.
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Next, Sulimov stressed the importance of genre shifts in future performances: “Andrius’s
memories begin with a dreaded black cat. And it is not clearly a cat but perhaps the horrible
neighbour Kaminkas that cooks children in the boiler. And to whom Grandfather Shatas say
"Shoo!" when he is trying to defend his grandson Andrius who has a fever; oh, we can’t
remember...Such a interweaving and combination of the real world with the imaginary world. The
whole play is full of shifts and weaves of different layers — a fairy tale and fantasy and truth
overlapping.

There just are no other ways to explain these scenes. For example, the scene of a school play
with the eloquent title Life and Death of a Young Partisan, written by Andrius and then played by
him and his classmates, would be total nonsense if you tried to explain it in realistic terms. In his
recollections of this heroic play’s presentation, a Nazi submarine is detected by partisan soldiers in
a river and then Andrius’s Father invades the wings while kissing the school teacher, and by the end
of the scene Andrius gets shot in the head and is on the stage floor really bleeding. This "nonsense"
clearly conveys those leaps of thought and imagination, which occur in Andrius’s head. His
unnamed schoolmate, who plays the Gestapo Vaksmueller, will remain in Andrius’s memory and
throughout the play as just Vaksmueller.

The plot follows Andrius’s scattered thoughts not only in the "fairy tail" scenes from his
childhood, but also in the more realistically described episodes. So in a night scene where he first
meets with Luka a long dead Grandfather with a drum suddenly appears to him.

Saltenis’s play registers Andrius’s thought process. At times it is subordinated to the logical
analysis but also makes sudden leaps. And this is natural indeed, sometimes we start remembering
one thing, then our mind suddenly jumps to another thing. Therefore it is possible to interrupt the
scene without ever finishing it. There is no need to follow a timeline — initial event, climax,

' When during the rehearsal a director acts some bit of the scene, or moments of the part or a character’s behaviour to
explain it for an actor more clearly, he usually presents not how to act, but what to act, in other words he performs the
main intention not the way of actual behavior. That is the main difference of actor’s acting and director’s acting — the
first need to experience the part, the later — is somewhat presenting it. Further parallels with psychological acting vs. die
Verfremdung and Stanislavsky vs. Brecht might be seen here. Many Russian directors, Stanislavsky and Meyerhold
among them, were especially known for their inspiring demonstrations during rehearsals.
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resolution — you can start with some event and then everything jumps on to the "wrong
direction"...”

This is the very “hooliganism” and “anti-school” that Sulimov was trying to get his third-year
students to understand. The amazing world of Saltenis demanded a certain excitement from the
actors in the coming rehearsal process. And Sulimov was not afraid to sharpen the play’s problems
polemically in his tuning of the actors’ way of thinking. Probably, the teacher, like nobody else
understood the difficulty of finding a specific way of acting in this play (mode of existence)">. That
is why he was attacking the actor’s imagination to delete the possibilities of conventional artistic
choices. The goal of the very first conversation of the director with the actors (and it was the same
whether Sulimov himself was addressing directing students as actors, or students were addressing
their fellows when they were presenting their vision of the own future productions) was to entice
the actors into the director’s vision of the play, to make them share the director’s love for the play.

“What is the theme of this play? — continued Sulimov. — And what is the theme of our future
performance? A simple answer is not possible. At first glance, the story told by Saltenis is about
Andrius growing up. But this is not enough — because the life in the play is not limited to one line of
events. Andrius’s spiritual formation draws upon several storylines — the relationship to his parents,
the story of his first love, and the problem of "dream vs. reality".

I am inclined to put the emphasis on the plotline of dream vs. reality, or as we shall call it — the
"cow" plotline. And we are going to organize the whole production and its artistic discourse around
this very line as the sense and emotional dominant of the play.

Why this plotline? And not, for example, the "Romeo"-Andrius and "Juliet"-Luka plotline,
which is also a through line in the play?

Let’s try to understand. What is the process of the spiritual formation of a person? How the
character is put together? It is from the correlation and comparison of life events that one faces. We
only understand their value if we are able to compare and correlate these events.

Here is the scene in which young Andrius egoistically destroys his Father’s romance with the
teacher Meshkute. He breaks into the house of his tutor and driven by his pain he cannot identify
with their feelings — though the couple in love are nearly on their knees praying for Andrius to
understand. Right after that scene is the recollection of the scene where his parents neglect him and
in turn do not notice his pain, fear, and confusion. Only in comparing these two episodes (it is not
by chance that in Andrius’s memory and in the play they come one after another), he can see his
pain versus that of his opponent's. Thus his heart is gaining experience, and Andrius himself is
gaining some wisdom, and all that became a small step forward in his moral advance...

How is the "cow" plotline developed in the play? The boy was faced with evil. Out of that
encounter he got a spiritual need — not an intellectual or conscious one, but a sensual one — to do
something "in spite" of evil, to overcome evil with good. Thus was born the dream of the cow. And
every time Andrius feels very bad, this need to do good is realized in the invented childhood wish to
"buy the cow". Now it turns into a fabulous cow, a cow-magic-wand, if you will, that makes your
dreams of repairing the world come true.

The scene at the market, when Andrius goes to buy a cow, provides an important semantic key
that emphasizes a different attitude towards dream and reality. Andrius sees a fairy when all the rest
just see an old cow. Nobody wants to judge a dream by the laws of dreams!

And so it begins: the trial by the director of the school, the endless questioning of his parents,
accusation of Kaminkas and finally Luka rejecting the cow. Now the cow—fairy is killed, although

"> Mode of existence (sposob sushestvovania) is a term from the Stanislavsky based vocabulary that describes a
particular way of living through the role. For example, an encounter with an event requires different ways of evaluating
it and consequent character’ behavior even inside the similar genres; thus fear of punishment needs to be performed
differently, with its own mode of existence, in comedies by Moliere or Gogol.
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the cow as an animal is still alive. So Andrius doesn’t give a damn about all cows in the world — he
was descended from a fairy tale back to life.

And surprisingly, Luka, who seemed like a dream-killer, appears to be a normal good girl who
loves him and whom he loves. And his parents also appear to Andrius in a new way — they
reconcile their marriage and attempt to find a common language with Kaminkas. But the neighbour
shoots the cow and now it is finally physically dead. Here is when trying to fix a world by dreaming
comes to its logical end — the dream was finished off by a bullet. With a sad monologue the late
Grandfather picks up a Cow and takes it to another realm, perhaps one that is fairy-tale. So, ends the
story of the cow.

Later, Kaminkas bursts into a nigh time love scene between Luka and Andrius and interrupts the
unique and fragile course of events. The night of real and fabulous discoveries of life is broken by
the intrusion of Kaminkas, and Luka shouts to his father that he will, "never, ever go to heaven for
doing this!" The love story of Luka and Andrius is certainly associated with the "cow" line. Ever
since childhood, Andrius’s cow-dream and the dream of Luka were intertwined. When this tiny
thread of a dream was interrupted in his heart, Luka began to mean something different to Andrius.
Without the cow-dream everything is completely different! And their story comes to the extremely
soulless scene that takes place in a potato patch, when their relationship falls apart. Thus the story
of Luka and Andrius cannot be told as a story of "Romeo” and “Juliet" anymore. The subsequent
parting scene — it is a very sad everyday scene. That is the end of the fairy tale! Not even an
aftertaste remains. Standard words, stock answers, the car rumbled, than honked, and Luca leaves
forever...

But what is it? After Kaminkas had left, the Shatas family discovers his boots left behind —
instead of answering their last offence the former neighbour left his wonderful boots to Andrius’s
Father. Were they a gift? There was no reconciliation, so the boots are ridiculous! Absolutely
ridiculous!

I think in our production we’ll need to make a focus on these perplexing boots. In a daze — why
did Kaminkas leave the boots? As previously the Headmistress was questioning Andrius endlessly:
Well, why did you buy the cow? Why a cow?

We will not find the answer about the boots. Neither did Andrius.

So he leaves his home and leaves everything behind. He’s confident that a dream — now he is
mature enough to have that — cannot change reality! However on his way he meets the
Headmistress, who also belongs to the killers of his dream. And suddenly this bluestocking while
making her farewell with a rebellious pupil opens up to Andrius revealing that she has been living a
petty and unhappy life. She was never able to give anyone a "cow"! So as if to make up leeway she
resolutely gave him all the oranges she had in her bag: "Please take oranges ... At least oranges!"
And this metamorphosis of the Headmistress allows Andrius to bring back his belief, to restore his
need in a dream, his confidence in the necessity of dreams and in something that turns the everyday
word "shoo!" into the magical spell. And in the final scene of the play while sitting in the chair of
the old wise Finkelstein’s barbershop Andrius is coming closer to the marvellous future idea of how
reality might merge with the dreams. Just the very dreams the absence of which make life
unbearable to him.”

After such a retracing of the through line of the play Sulimov returns to asking his students about
their first impressions of the Shoo! It turns out that the notes that had been taken were useful and
became necessary for the new discussion. They became a kind of a tuning fork in researching the
text of the play. Sulimov insisted on consistency in the initial stage of a director's work on a play,
“it is necessary to record the emotional burn that you had from reading the play and only then to
analyze and investigate. If after a thorough study of the play — enriched with the knowledge of its
mainspring and its minuteness — you will arrive to your initial emotional response to the play that’s
when you know that you have found truth.”
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Sulimov goes back again to the nature of feelings in the play and touches upon how you can act
out memories: “The journey of Andrius leads to very sad feelings. Towards the end of the play
there is a sense of loneliness and human separation. It is not worth it, however, to play this in a
depressed tone. Remember your very first impressions of reading the play? You said, "My sorrow is

light" — and you noted that even the saddest scenes contain humour'®,

Why my sorrow is light? Because recollections of good and bad happen when Andrius had
already overcome his spiritual crisis.

The colouring of memories depends on the circumstances in which we are remembering
something — when? and what for? Say a person is sitting at a friend’s grave, and then all
recollections will go through that loss. And the joy of the past is remembered with pain.

Andrius, on the contrary, recalls the entire story (all the events of the play!) after his meeting
with the Headmistress having realized that even the bluestocking had surrendered to a dream, and
thus life is worth living and dreaming!

His new sense of a dream — not as a dream that is conducted by a magic wand, but a dream as
strong belief in good, as necessity to struggle for good to happen — that is what Andrius gets from
his own experience. That is the position from which Andrius remembers himself and all the other
characters of the play.”

In conclusion of the “first talk with actors” Sulimov repeated what seemed particularly important
to start the rehearsals:

“Mode of existence (Way of acting). The whole of this play is assembled from fragmental
episodes that seem to be unrelated to each other. The message of the play appears out of
comparison and confrontation with these fragments. Likewise, every character should be composed
of fragments. Each scene gives room to discover and research only one side of the play’s character.
But in our memories if [ found that I’ve behaved as a wicked idiot in some scene that means that I
was really a WICKED IDIOT!!! So you need to play one, but a very distinct feature of the character
in each episode, and a set of these features at the end of the play will be summed up in a character.

The genre of the play is a compound one. Different episodes are written by the playwright in
different genres — you can see there psychological theatre and buffoonery, Chekhov and
Maeterlinck. The main demand for this production: is not verisimilitude, but verity, truth. A mix of
acting styles, genres, and aesthetics is not eclecticism but the essence of our future performance.

Development of the play. The play moves from the fabulous childhood memories (with forgotten
everyday details but main emotional impulse strongly preserved) to reality when Andrius grows up
and parts with childhood fantasies. In the beginning it’s a fairytale and circus by the end almost like
Chekhov (Chekhov, not a general realism).

Simultaneous existence in many different genres! Andrius acts as the clown alongside the
psychological theatre of the teacher Meshkute and his Father. You need to be brave and bold in
your choices — if you’ll be embarrassed while acting with this mix of genres — then it will not work.
We have to stick to our artistic decisions.”

Sulimov’s first talk as a director with the actor’s company — and now the directing students have
turned to acting — was fascinating for everybody. Rehearsals begin enthusiastically. Sulimov
stressed their dual task. Firstly, students had to act well in the play, they had to explore and embody
the characters assigned to each of them. But the students also had a second goal that was new for
them: to understand the play’s complex nature as directors, and adjust their previous skills to its
genre and style.

To begin, Sulimov had the students prepare the first couple of scenes of the play on their own.

' "My sorrow is light" is the line from Alexander Pushkin’s poem written in 1829.
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
Barber Finkelstein — Yuri Spitcin

First attempts

The first presentations of the scenes were — as I can recollect even now — really awful.
Classroom No. 4, where Sulimov’s directing students were rehearsing, had never seen so much
affectation and examples of show-off acting. Students freed from everyday logic were performing
without any sense or taste. We sat quietly after the show, not knowing the reasons why we had
failed.

But Sulimov took the results rather stoically: “Little has come of your rehearsals yet, and the
first attempts have been very poor, but what else are we to expect? Therefore, the criterion of
discussion is not whether it worked or it did not work. We have to ask ourselves: are we going in
the right direction? And it is important not to give up after the first failures.

I urge you to fantasize about the play uninhibitedly. So you were uninhibited, but reached the
opposite result. Be reminded that the needed freedom and artistic hooliganism are only means of
expressing the main theme, essence of the play. Yes, if you are loose and free it should allow the
main theme of the play to emerge. But chatter should not obscure meaning. Today throughout the
entire presentation I was not certain of what exactly was happening. 1 did not understand what my
attention should be focused on. What happens to Andrius in every scenic episode — here is the
question to which we must respond in each rehearsal, in each improvisation.

Otherwise, all the looseness, and chatter becomes a staircase that leads to nowhere.

We mustn’t focus on what is happening in general, but what is happening fo Andrius!
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
The Cow — Larisa Lelyanova, the Headmistress — Alexei Ispolatov

Our task is to develop evaluations, evaluations of different events by different characters'’. This
is the hardest thing in the art of theatre. Good acting — is acting with interesting evaluations full of
clear meaning and unpredictable form. And do not get wrapped up in the tempo and rhythm right
now! The plotline here is the journey of Andrius, how he grows and learns as a person, the steps of
his discoveries. And now we are missing the main things — his evaluations, his attitude to the events
and other characters. But in this very play the processes of evaluation and their richness are forming
the plot itself! Process of Andrius’s cognition of life (e.g. process of evaluation) and changes in his
heart — that’s the story of the play.”

Rehearsals

The play was rehearsed for half a year and it wasn’t easy'*. The declared way of acting — “in the
memories of the protagonist” — was sometimes captured in the rehearsals, and sometimes was lost
again. And the hardest thing was to find Andrius’s own way of acting (mode of existence). Soon it
became clear that when Andrius was recollecting his past he would play to the audience more than
to the other actors on stage. It was the audience that appears to be his main partner! So it was
necessary to find the nature of Andrius’s behaviour, his way of indirect communication with
characters inside of his memories. It was also imperative to avoid everyday mise en scénes and
presentation of life in the form of everyday life itself. In this production you had to think
unconventionally, but often, despite the best efforts of the teachers-directors, the students would
forget this and would slip back into a “regular” acting mode. That is how the needed paradoxicality
that is inherent in the process of recollecting was lost time and again.

' Evaluation (otcenka) is a term of the Stanislavsky System that deals with the process of perception. Something that
happens (a fact) does or does not become an event only through the process of evaluation.

" To be clear, rehearsals of the Shoo, Death, Shoo! was not the only work students were doing during this half of a
year. They were also continuing their training in other subjects (Voice and Speech, Dance, Movement, lectures in
Literature, Theater History and Art History, etc.) as well as fulfilling directing program curriculum.
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
Mother — Galina Nitcenko, Father — Alexander Veselov

Here is a scene where the Jesuitical boys had opened Andrius’s eyes to his Father's affair with
the teacher. Sulimov comments on one of the student’s presentation: “What I saw is how Andrius
runs and bangs on the door of the teacher Meshkute’s house, he is breathless here and now. On the
contrary, in the play Andrius needs to recollect how he ran years ago without presenting it now. He
needs to share this with the spectators. But how? Then he was motivated by anger and hatred, but
now, as he is remembering his shameless intrusion he feels ashamed. How does this change your
stage behaviour?"

At some point the rehearsal led by acting teacher Anatoly Samoylovich Shvederski answered
some of these questions. I’ve already written how Sulimov and Shvederski worked together for
thirty years, with six different enrolments of directing students'®. I’'m sure that this unique
experience needs to be explored at greater length as they knew the secret of how to “teach
together”. Shvederski was participating in the work on Shoo, Death, Shoo! from the very first
rehearsal and as an actor with a keen sense of form, with some of his “demo acting” at the
rehearsals he managed to throw in a supersaturated solution of our knowledge of the character’s life
that very last grain that led to the crystallization of each character’s mode of existence.

Sulimov appreciated the efforts made by the teacher and students, but he immediately raised the
bar as students were already skilled actors with six months of rehearsals under their belts. After the

YTcherkasski, S. D. Regissura Sulimova, ili Predoshushenie pedagogiki // Sulimov, M. V. Posvyashenie v regissury.
SPb: St. Petersburg State University Publishing House, 2004. P. 59.
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
Andrius — Andrei Maximov, barber Finkelstein — Yuri Spitcin

dry run of the play Sulimov wrote down the main problems the performers were facing (the abstract
of this conversation has been preserved in a typewritten manuscript of Sulimov himself):

“What is not working here? First, Andrei [student Andrei Maximov who plays Andrius. — S. T.]
radically rebuilt the nature of Andrius’s existence. Now it is evident that the entire play and its
events are memories, and not a slice of life that took place here and now according to the laws of
naturalistic theatre. But we talked about the fendency of memories, hence their distortion. Other
characters play that alteration, but Andrei has not commented on it with his attitude or evaluations,
etc. It is very important to establish the right partnership with the audience in this process of
recollections. Right now contact with the audience has not been made and so Andrei cannot nourish
his inner monologue from that. There should be a circle — your inner monologue pushes you to
communicate with the audience, and communication with the spectator returns Andrius back to his
stage relationships, and gives a new impulse for action, for memories. Andrius needs "to discuss
himself" with the audience. Andrius mostly recalls himself in certain relationships, or
circumstances: so this discussion of himself with the audience is the main content of his immediate
stage life-memories.

Second, Anatoly Samoylovich gave the whole play an acute, sometimes paradoxical form. It's
very good, regardless of the fact that some solutions are already lively and clear and quite
successful, others are still missing the target and need more work. But in any case such vivid
theatrical form, if it is devoid of genuine feeling, turns into a farce, it becomes an unacceptable lie.
For example the scene where the teacher Meshkute is hanging around the Father’s neck; in reality
that is recollected by Andrius, there was no such scene and it could never have happened. But both
Father and Meshkute went so crazy with love that had produced exactly this very impression on
Andrius who was completely stunned by their relations. Therefore, this improbable and grotesque
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
Andrius — Andrei Maximov, the Cow — Larisa Lelyanova

scene should be played with true passion, i.e., exist under the laws of psychological theatre’s
prissiness.

Or, another example: now in the concert scene both actors in the roles of Meshkute and the
Father sneer over the exaggerated form. As a result you get tasteless representation. But what
actually was seen by Andrius?

After all, on that day Andrius has no idea that his Father and Teacher are in love. He just
remembered that they were mincing and embarrassing, that they were full of affectation of interest
to the school problems and were exchanging incredible compliments. That was the origin of their
love affair, its latent phase. And while acting this episode now we are allowed to emphasise only
something that really happened. But now in your acting we get exaggeration that had an end in
itself, without any #ruth linked to the past events.

So in all hyperbolized scenes it is necessary first, to exaggerate only the realities of the recalled
event — whether they were in overt or covert form, and secondly, to fill acute paradoxical form with
genuine passions and feelings.

Third, many characters and facts are recalled by Andrius in a biased and distorted way, this way
and that. Single characters might appear nasty and mean in one memory and quite bright in the
other. So it is important not to lose your perspective of an actor who presents this character. It is
necessary to clearly define what should remain in the viewer's perception as a final impression. Say
Meshkute appears in flashbacks either as the lascivious cat, or as the suffering woman, etc. And
what is your resulting attitude to her? What she ultimately must call for — deep sympathy or disgust,
indignation? It is important not to miss that throughout your entire rehearsal work. This means that
any scene needs somehow to bear a seed of the resulting attitude to this character.
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Shoo, Death, Shoo! by Saltenis at Sulimov’s Directing Studio. LGITMiK,1984.
Andrius — Andrei Maximov, the Headmistress — Alexei Ispolatov

For example, in the way Alyosha [student Alexei Ispolatov. — S. T.] today played the
Headmistress, there is nothing alluding to what will come in the final scenes. Why the Headmistress
is the philosophical touchstone from which we can test the idea and meaning of our production.
Yes, in those scenes that you performed today, Andrius still sees and remembers the bluestocking,
the "pedagogical bore", antipathetic to all of the class. But for an actor playing the Headmistress it
is compulsory to find some little noticeable "puncture" that will draw the audience’s attention. That
is, even in the early scenes there is something in her character, though in embryonic form, that will
lead to the final scene with the gift of the oranges. That's what we should be concerned with as
actors and of course as directors.”

It seems that even without comments you can see an increased level of complexity that Sulimov
poses for his actors. Now, right before the first night, he focuses on the elements of the acting that
were crucial for the meaning-making of the production. And the fact that the director could afford
such challenging tasks for his students, characterizes their undoubted growth as actors during the
course of the half year rehearsals.

The premiere

The first performance of Shoo, Death, Shoo! directed by Mar Sulimov was played in December
1983 and was in repertoire for half a year before the students graduated. It ran about twenty times.
After the famous Visible Song at Tovstonogov’s Studio (1965) Shoo! was, to my knowledge, the
first performance of directing students to be so successful and long lived. What is the reason for the
success of Sulimov’s production? And most importantly, what is its impact on the professional
development of students as future directors?
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Firstly the answer lays in the methodological value of Sulimov’s choice of the play to work on
with student-directors. The play by Saltenis, which registers the process of memories, gave the
students a unique opportunity to act in the play not only in actor’s mode but also in director’s mode.
The laborious search for a mode of existence in this unusual dramaturgical material not only led to
the creation of an interesting performance. The acting method used in the performances of Shoo,
Death, Shoo! was similar to a mode of existence of a director in the process of “demo acting” (I
play what, not how) and that prepared the future directors for their coming encounters with
professional actors. Not all directors have, as Stanislavsky said, “the organism of an actor”, the
external apparatus of an actor. But the chosen play and the director's decision actively helped the
students develop their inner acting potential regardless their actual abilities as an actor. This is
probably the reason for the growth in acting of all students involved in this production, and for the
final high-quality acting they displayed.

Noteworthy are the tactics of Sulimov in combining two pedagogical processes — “rehearsals
with the actors” and “training the directors” and his ability to have the students switch from one
process to the next, alternating sessions where students were turned into co-directors of the play
with those times when they did not have a minute to get out of their “acting skin”. And it was a step
forward not only in the development of the students as actors. They gained valuable experience in
various theatre disciplines — they arranged the music and set the lights, designed costumes and even
did a bit of carpentry. On the eve of their own work in professional theatre (immediately after the
first night of Shoo! students start their own rehearsals of one-act plays with professional actors, not
with their classmates, than in half of a year they were out of the Academy to direct their pre-
diploma and diploma productions in the professional state companies) the complex tasks they had
learned in their Studio’s performance allowed them to be prepared for the creation of a production
with artistic integrity.

Most curricula emphasize the need of the moral education of the students. Sulimov’s rehearsals
really developed soul. At one of the rehearsals, he proposed a working definition of the genre of the
play — “a heartfelt introspection”. He wanted not only the hero of the play, but also the students to
accumulate the ability to feel the pain of others: “What does Andrius experience during the scene of
the uneasy reconciliation of his Father and Mother? Compassion, sympathy, empathy. These
feelings open the road to humaneness...” Sulimov’s moral lessons were perceived as more than just
analyzing a piece of playwriting.

The comments made by Sulimov after the premiere were also characteristic. After recognizing
the success they had with the audience and the Academy’s faculty, Sulimov targeted the students to
make a number of improvements. “We have to make some further rehearsals not for the sake of
performing (the show was already successful without these ameliorations), but for ourselves, —
began Mar Vladimirovich. — The problem of organic behaviour on stage and believability of acting
had been largely mastered since Stanislavsky. Nowadays these qualities can be seen in almost all
graduates of theatre schools. The primary task of today’s theatre is to find the preciseness in the
character’s psychology. We have to work on finding this precision. Grotesque, according to
Stanislavsky, arises from the sharpening of the character’s internal life that eventually leads to an
escalation of the external form of their behaviour. But in our rehearsals we were often approaching
grotesque only through the search of the acute theatrical form. We need to find the motivations for
sharpening the inner psychological life of the characters to justify that form of open theatricality.”
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Sulimov among the students of his Directing Studio. LGITMiK, June 1982.

Sitting: Shavkat Halilov, Mar Sulimov, Voice and Speech teacher Yuri Vasilev, Galina Nitcenko.

Standing: Alexei Ispolatov, Alexander Veselov, Andrei Maximov, Yuri Spitcin, Victor Cresco, Vyacheslav Lymarev,
Nikolai Nikolenko, Sergei Tcherkasski, Larisa Lelyanova, Irina Boyarinova.

Sulimov spoke at length, drawing students to new, exciting tasks. Not all of them could or
should have been solved in a school performance. But a year of intensive rehearsals gave students a
chance to listen anew to the wishes of their teacher before parting ways and entering into the world
of professional theatre. The experience of Shoo! became the basis for reflection and creative
searches for each of the graduates of Sulimov’s Studio. The process of rehearsing and acting in this
production practically highlighted links of the Stanislavsky System with genres of open
theatricality, and proved that laws of creativity, laws of nature in acting discovered by Stanislavsky
are applicable to a variety of dramatic genres and aesthetics, and linked the technique of working
with an actor to directing in epic theatre and theatre of open theatricality.

Perhaps this is what Sulimov meant, by saying at the beginning of the work that the directing
student’s thesis project should reflect the theatre of the future.

2006 /2013 /2014*°

*% This essay contains editing by the author of an article Shoo, Death, Shoo! in the Directing Studio of M. V. Sulimov
published in Sulimov’s School of Directing / Ed. S. Tcherkasski, SPb: SPbGATI, 2013. P. 445-464. Early version of
this article was published at: Spektakl v scenicheskoi pedagogike. SPb: SPbGATI, 2006. P. 101-121.

All reproduced photos are from the Sulimov Collection at the St. Petersburg State Theatre Library (SPb GTB ORiRK,
F. 54)
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B macrepckoit M. B. Cyanmosa: Pexunccepsl urparor
CIIEKTAKJIb

Cepreii Yepkacckuii

CryneHThI-peXHuccepbl UTPAIOT AKTEPCKUI IUIIJIOMHBIN CIIEKTaK/Ib. B 3TOM HET HUYero
HEOOBIYHOTO JUIS PYCCKOM TearpasibHoM mKoibl. Emé CranucnaBckuii u Meiiepxonba, oTpaxas
ouorpaduueckuii myTb COOCTBEHHOTO MPHUX0/Ia B PEKUCCYPY, HACTAUBAIIH, YTO PEXKHUCCEDP JODKEH
OBITh aKTEPOM, JJOJDKEH MOHMMATh MEXaHU3MBbI M TAalfHBI aKTEPCKOTO TBOPUECTBA U B ONPEIETICHHON
cTerneHu BiuaaeTs UMH. M cynp0bl Takux akTepoB kak EBrennii Baxtranros wiu bopuc Cymikesny,
Axnexceii [ToroB nnu FOpwuit JIloOMMOB, YbM UMEHA OKA3AIHMCh CPEIH SIPUANIINX PEKUCCEPCKUX
HMMEH B UCTOPUM POCCUHCKOIO TeaTpa, MOATBEPkKAAt0T 3T0. A npumep Hemuposuya-/lanueHko,
KOTOPBII MPO(heCCHOHAIBHBIM aKTePOM He ObLI, NI MOAYEPKUBAECT YHUBEPCATHHOCTD 3TOTO
IOJIOKEHUs. Benb ero pexuccypa u rneJjaroruka oCTpOSHMs POJIM BBISBIISUIM HEIFOKUHHBINA
aKTEPCKUI MOTEHIMAJl, 0COOEHHO SIPKO IPOSBISABLINIICS B €r0 3HAMEHUTBIX aKTEPCKUX MOACKA3ax U
MHTHMHBIX PENETUIHIX, OyKBAIBHO MPE0OPa30BBIBABIINX YTy aKTEPa-HUCIIOIHUTEIS.

U xorma B 1936 rogy CraHHCIaBCKHUI 3aTeBal SKCIEpPUMEHTAIbHYIO paboTy Hax «TapTiodhom»
Monbepa, OH pemui pacrupenenuTb poiau Mexay pexuccépamu MXT, a yx ecinu He OKaxeTcs
HY’)KHOTO KOJIMYECTBAa CBOOOJHBIX PEXHUCCEPOB, TO B3ATh, XOTA ObI, PEKUCCEPCKH MBICIALINX
akTépoB. OH MCKal Te€X, KTO CMOI Obl pacHpOCTPAaHUTh PEKUCCEPCKO-NENArOTMYECKUN OIIBIT,
npuobperénublii B peneruiusax «Taprioda», Ha mocienyromue padotsl. [lo ciaoBam mcTopuka
TeaTpa, «cama Io cede BO3MOKHOCTh ITOCTaBUTh €IE OJIMH CIIEKTAKJIb Ha CKJIOHE JIET HE yBJIEKala
CranucnaBckoro. Ero menp 3akimouanack B JAPYyroMm: HayduTbh M30pPAHHBIX JJISi AKCIEPUMEHTA...
urpath "He poib, a ponn", JaTh MM, KaK OH BBIPAXKAJCS, WNAp2aiKy HA Oyoywue 8pemeHd...
(kypcus moii — C.9.)»".

U npumep ¢ «Tapriopom» He equanyer. [To ceunerensctBy B. O. Tonopkoa B mocneanuii ron
xu3Hn CTaHHCIaBCKUN 3aTeBay crekTakinb <«OKenuteOa» H. B.Toroms, «rme pomu Obutn
pacmpe/eneHbl UCKIIOUHTENEHO MEKIY pexuccepamm»”. TO ecTh Hes MOCTAHOBKH, B KOTOPOIA
pEeKUCCephl MIPAlOT Kak akTepbl, He mokuaana CraHucinaBckoro. B Takoil pabore oH Buaen
BaXHEHIIIEe CPECTBO (POPMHUPOBAHUS OyIyIINX PEKUCCEPOB.

Beny emé panpire, pasmeiwisii B 1931 romy o6 oOyuyenum pexuccepo B [MTHUCe,
CranucnaBckuii HactamBai: «IlycTb e CTyIEHTBI peXHCCEepCcKoro ¢axkyiapTeTa camH, Ha
COOCTBEHHBIX OIIYIIEHHUSIX MO3HAIOT TO, C YEM UM BCE BpeMs NMPHUICTCS UMETh /IO MpH padote ¢
APTHCTAMID) .

[locxenanue mnarpuapxa OTEYECTBEHHOI'O TeaTpa ObLIO BOIUIOIIEHO Ipu co3fgaHuu B 1930-x
rojlax Tocy/apCTBEHHON CHCTEMBI BBICILETO PexXUccCepcKoro oopasosanus. M ¢ Tex mop, corimacHo
TPaIUIIMOHHON Y4eOHOW NporpaMMe BY30BCKOH IOATOTOBKH PEXHUCCEPOB, IMOYTH IOJIOBHHA
BPEMEHH, IIOCBAIIEHHOIO CIELUAJIbHOCTHM Ha IIEPBOM M BTOPOM Kypce, — O3TO 3aHATUSA 110
aKTepcKoMy MactepcTBy. CTyAEHTBI-PEKHCCEPHI MPOXOIAT BCE ATAIBl aKTEPCKOT0 00pa3oBaHUS —

' Bragumuposa 3. B. Kaxasiit mo-ceoemy: Tpu ouepka o pexuccepax. M.: Mckycerso, 1966. C. 10. Bocemuaamats
MOCTIEIHUX PENeTHIHOHHBIX BCTped CTaHucnaBckoro ¢ aktepamu MXT, mpoxoauBIKX B TedeHHe roaa (Marust nugp —
POBHO CTOJIBKO ke peneruiiuil mposen Koncrantur CepreeBud mpu noctaHoBke «Yaiixm» B 1898 romxy, HauaapHOM
roge ucropun MXT) okaszanuch BaKHEHIINM 3TanmoM pas3paboTku ero Cuctemsl. A crekTaknb «TapTiod» ObIT
BemmymeH M. H. Keapossim u B. O. TonmopkoseiM B nexabpe 1939 roma yxe mocime cmeptu cosgarenss MXT u
TOCBSAIICH €T0 MaMsTH.

* Tonopkos B. O. Cranucnasckuit Ha pereruimio M.: ACT-IIpecc CKJI, 2002. C. 162.

? Cranncmascknit K. C. Heckomnbko MBICIEH 10 MOBOY pexkuccepckoro dakymbrera. Cobp. cod.: B 8 T. M.:
HckyccrBo, 1959. T. 6. C. 288.
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OT 3TIOJIOB HA TAMATh (PU3NUYECKUX JICHCTBUIA U OIIYIIEHUH 1O OTPHIBKOB U3 MPO3BI U IpaMaTypruu.
W BaXHEWIIMM HTOrOM OCBOEHHUS aKTEPCKOTO MAacCTepCTBa B CTEHAX TEAaTPaJIbHOrO y4eOHOro
3aBEJICHUSl 4acTO CTAHOBUTCS IIOCTAHOBKAa KYyPCOBOI'O CIEKTAaKJs, IJE€ PEXHUCCEPhl UIPAIOT Kak
aKkTepbl. B HEKOTOPBIX MAacCTEpCKUX 3TO IPOUCXOAUT HA TPETbEM KYypCE, B HEKOTOPHIX — B Hadaje
YEeTBEPTOro, B IOCJIEIHUE TOJbl — Jak€ Ha BTOpPOM. VMHOrzna NmOCTaHOBKY Takoro KypcOBOI'O
CIEKTAaKJIsl OCYLIECTBIIAIOT MEJAaroru Kypca, HHOTJa OH SIBISETCA IUIOJOM KOJUIEKTUBHOMN
pexXHCCYypbl CAMUX CTYIEHTOB I10J] PYKOBOACTBOM MacTepa Kypca. OIpenenstonum sABIseTcs To,
YTO CTYAEHTBI-PEXKUCCEPHI 003aTEIBHO 3aHITHI B 9TOM CIIEKTAKJIE KaK aKTepHl.

Kazanock 0bl, cerofns Bc€ 3TO TPaJAULIMOHHO, SICHO U MPUBBIYHO. XOTS B 3TOW MPUBBIYHOCTU MBI
[IOPOM HE 3aMedaeM 3HAYMMOCTH M IPUHLHUINHAAIBHOCTH KypPCOBOI'O CIIEKTaKis B IIPOrpaMMe
oOydenusi pexxuccype. M HemapoMm camo coOoil pasymeromieecss AJisi POCCHUHCKON TeaTpalbHON
LIKOJIBI — UTPAIOIINE PEKUCCEPBI, — i OCTAIBHOIO T€ATPAIBLHOTO MUpa — COOBITUE U OTKPBITHE.
[TIpumepom TOrO MOXET OBITH TpUyMdalbHOE MIECTBUE IO MHpPY cHekTakis «laymgeamyc»
Mactepckoit JI. A. [lonnnHa, KOTOPBIA BO3HUK KaK PE3yJIbTAT PEKUCCEPCKUX ITIOAOB MEPBOro Kypca.

OpHako MOCTaHOBKAa KypCOBOI'O CIIEKTAKsl, TIE€ aKTEpaMU SIBISETCS «TPYIIa PEeXHUCCEPOBY,
CBsi3aHa C IIEJBIM PSAJAOM METOJIUYECKUX MpobieM. B Hacrosimeil crarbe pa3MbIIUIEHUS 00 ATHX
npobiemMax OyIyT CBSI3aHBI C OIBITOM PabOTHI HaJ CHEeKTakieM «bpbich, KOCTIIsABasA, OpbICH!» 1O
neece C. [lanpTsiHMCa B pexxuccepckoil Mactepckoii npodeccopa M. B. Cynumosa B JITUTMuKe
(JIenuHrpagCcKOM TOCYZapCTBEHHOM HWHCTUTYTE TeaTpa, MY3bIKM M KHHEeMaTorpaduu, HbIHE —
Cankr-ITetepOyprekoii akageMuy TeaTpaTbHOro HCKyccTBa) . PaGota sTa mpoxommia B 1982—1983
roflax co CTyIeHTaMH TpeTbero Habopa CyiarMoBa, Cpeld KOTOPBIX BBINAIO CYACTHE OBITh U aBTOPY
HacTosmel myoaukanuy. [1o mporecTBuu JeT CHeKTaklIb IMOMHST KaK 3pUTENH, TaK U MeJaroru —
U, HaBepHoe, HecayyaiiHo. IIpencrasnsercs, yto negarornyeckoe TBopuectBo M. B. Cynumosa u
ero nomouHuka A. C. llIBenepckoro B mpouecce co3gaHus CIEKTAKIs pacCKpbLJI0O MHOTHE y3J10BbIE
npoOJeMBbl TIOCTAHOBKM AaKTEPCKOTO CIEKTAaKJIsi Ha peXuccepckoM Kypce. Hemapom menmaroru
kadenpel, cpeau Kortopbix Obutm  A. A. My3unb, A.W. Kanman, UW.b. Manodesckasi,
b. JL MypaBLeBS, MOJIOKUTEJIBHO IIPUHHUMAs CIEKTAaKib, B IIEPBYK0 O4YepeAb MOIYEPKUBAIU, YTO
«OCHOBHOW TPH3HAK ATOTO CHEKTaKisg — TOYyHOCTh. OHa mposBHUiach B BBIOOpE MbEChl, B €&
’KAaHPOBOM PEILICHNHN H B CTEIICHH CIIOKHOCTH, Ha KOTOPYIO ObLI CIIOCOBEH Kypey’.

[Tenarornueckuii ¥ TBOpPUYECKUN ycIieX y4eOHOTO CIEKTakKls ObUT He ciydaeH. Benb npodeccop
Map Baagumuposuu CynumoB (1913-1994) no npaBy cuutasics OJHUM M3 BEOYLIUX MacTEpOB
JICHUHTPAJICKOW—TIEeTepOYyPIrCKON TeaTpaibHON NIeIaroTuK BTOPOH monoBUHEI XX BEKa.

TBopueckuii myte M. B. CynumoBa nHauazncs B [MTHUCe, kyna xopeHHoil MockBud CyauMOB
nocrynwi B 1935 romy. OH yuumncs y Banentuna CwmbllnuisgeBa, BIUTAaBLIETO YPOKHU
Cranucnasckoro B Ilepsoii crynuu MXT, a nocne pexuccuponasiuero «I'amiera» ¢ M. UexoBbM
Bo MXATe 2-om, u y HMBan bepceneBa, B penerunusx Hemuposuua-/l[aHueHKO cTaBIIEro
MacTEPOM CLIEHUYECKOTO IEPEBOILIOIICHHU.

[Tocne craxupoBku B Manom Tearpe, pabotsl Bo ¢ppontoBoM Teatpe ' UTUCa u necstunerus
paboter B Ilerpo3aBojacke xu3Hb CynuMoBa okasbiBaeTcs cBsizaHHOU ¢ Jlenmnrpagom. B BAT
uM. M. 'oppkoro oH mocraBuwi «YueHHka nabsBosia» b.Illoy u 3Hamenutyro «Merenuy»
B. ITanogoii ¢ E. Konensinowm, E. Jlebenessr, K. JlaBpoBeiM (1957).

* Wanprsauc C. «Bpeich, cMepTh, Opbich!». Ilbeca B 2-X 1. ABTOPH3HPOBAHHBIA IEPEBOA C JHTOBCKOTO
9. Pamsunckoro. M.: BAAII, 1977. 63 1.

°B. JI. MypasbeB, mpodeccop Kadempsl CLEHHYECKOH pedH, MPUCYTCTBOBAN Ha OOCYKICHHH KaK MPOPEKTOp IO
yuebHoif pabore.

6 Mypasses b. JI. BeicTynnenue Ha o0CyXAeHMH CIIeKTakiIs «bpeick, kocTiusaBas, Opeick!». Beimucka u3 mporoxona
3acemaHus Kadenpsl pexuccypsl 12 mex. 1983 r. // ApxuB M. B. Cymumosa. CII6 I'Tb OP u PK, ¢. 54
(M. B. Cynumos).

stanislavskistudies.org Issue #4, May 2014 27



C 1959 mo 1965 rox M.B. Cynumos
Bosraasisn Teatp um. B. @. KomuccapkeBcKou,
U CYJIUMOBCKHME CIEKTakiuu «Jletu cosHma»
M. TI'opskoro  «becnpugannuna» A. OCTpOBCKOro,
«Any na rposy» M. I'pamuna un «J/lopnaHo
bpyno» O.OxyneBuua cramu BeEXaMH B
KYJbTYPHOU U3HM JIEHHHIpasa mMeCcTUaeCAThIX.
CynmuMOB Takke IUIOZOTBOPHO paboTan Ha
JlenuHrpaackoM TEJICBUJICHUN, B ero
tenecnekrakiax «sim» WN.C. Typrenesa, «Ha
Ooonpmioli  gopore»  A.Uexoma, «3aBHUCTHY
1O. Onemu, «MeTtenuia B. ITanosoi,
«3BIKOBBI» M. T'opbkoro CHUMAaJIUCh
I1. JlycnekaeB, H. Tpodumon, A. IlIBenepckui,
H. VYpranur, T. Abpocumosna, M. Jlagpirus,
M. Kpacko u  MHOrume JApyrue  Begyllue
JICHUHIPAJICKUE APTUCTHI.

Kpome Toro B 1957-1959 u 1969—-1974 ronax
CynmumoB pykoBoami Pycckum TearpoM uM.
M. 1O. JlepmonToBa B Anma-ATe, ¢ €ro UMEHEM
CBSI3BIBAIOT NPUHIUITHATBHBIHA JTamn B
CTaHOBJICHUM PYCCKOTO Tearpa peciyOIuKd
(memapom M. B. CynuMoB — HapoJHBIH apTUCT
Ka3CCP). O MHOT0 paboTain u KaK TeaTpaibHbIN
XYHAO0XKHHUK, O(QOPMUI IMOYTH CTO CHEKTaKJIeH B
teatpax Mocksbl, Jlennnrpana, Iletpo3aBojcka,

M. B. CynumoB Ha peneTunusx KypcoBOTro CIEKTaKJIs Anma-ATel 1 ap.

«bpsick, xocTsBas, 6psick!» C. laxpTanuca. .
JTUTMuK. 1984 rox 3a TpyuaAUaThb JICT, OTJAHHBIX TCAaTpaJbHOU

nenaroruke, npodeccop CyauMOB BBITYCTHI
Tk KypcoB (0H pykoBoauia pexuccepckoin Mactepckoil B JITUTMuKe—-CIII'ATH ¢ 1963 no 1968
u ¢ 1975 mo 1994 r.r.), 1ecsATKH €ro yueHUKOB BOT YK€ TOJBEKa pabOTaIOT peKUCCepaMH 1O Beel
cTpaHe U 3a pyOe:xoM. Cpeau HUX — TIJIaBHBIE PEXKHUCCEPBI TEATPOB, 3aCIlyKEHHBIE JEATEIIU
HCKYCCTB, JIaypeaTsl 'OCYIapCTBEHHBIX IIPEMUH, TEaTPAJIbHbBIE MIEJAaroru — JOKTOPa U KaHIUJAThI
uckyccrBoBesneHus. «llemarornueckuii rew», yHacineaoBaHHblii or M. B. CynumoBa, okasaincs
JOCTaTOYHO CTOWKHMM, M €ro y4YeHHKH mpenogailoT B Poccum u 3a pybexom — B HMcnanww,
Hopseruu, CILIA.

CeronHsniHME TeaTpalbHbIE IEAarorn U NpakTuku Tearpa 3HaroT M. B. CynumoBa mo ero
KHUATaM ¥ y4eOHBIM MTOCOOMSM, B TOM YHCIIE M 10 U3JAaHHBIM yKe mociie cMeptu Mactepa. Cpenun
HUX — YHUKaJbHOE IIOYTH IIECTHCOTCTpaHWYHOE coOpanue ero pador «llocBsamenue B
pexuccypy» (2004) u xuura «Pexuccepckas mkona CynumoBa» (2013). Bo BTopo# monoBuHe
XX Beka, noxanyi, b M. O. Kuebens 1 M. B. CynuMoB Tak cepbe3HO U MOAPOOHO MUCATU HE
TOJILKO O TIOA3UH MEJaroruKu, HO M O €€ MPO3€ — O CIeUU(PUIESCKUX PEKUCCEPCKUX YIPAKHEHUAX U
3TIO/IaX MEPBOr0 U BTOPOTO Kypca, 00 y4eOHBIX 3aJaHHsX, 3aKJIaJbIBAIONINX HABBIKU JCHCTBEHHOTO
MpinuieHus. CyIMMOB aHAIU3UpPyeT padoTy HaJ 3a4WHAMHM, STIOJIaMHU 10 KapTUHAM, IMOCTaHOBKOU
CTUXOTBOPEHUH, aHAIM3UPYET MPUHLIMIBI I[OCTAHOBKM CKa3KW, TPEHUHI, YNPAXHEHUM Ha
KyJIbMHUHALIMOHHYI0 MH3aHcleHy. OH BBOJIUT IOHSATHE MHUKPOCIEKTAKISI U OOOCHOBBIBAET
HEOO0XOIUMOCTh KOMIUIEKCHOTO IMOJIXOJa K HadalbHBIM, 0a30BBIM PEKHCCEPCKUM YIPAKHEHHSIM,
MOJIEMHM3UPYsI C TOdTanmHbIMH TpeOoBanusMu. Bemuk Bkimax CynuMoBa U B pa3paboTKy
METOJIOJIOTUH PEXKUCCEPCKOTr0 IMOTPYKEHUS B IbECY, OJHA M3 €ro KHUI TaK U Ha3bIBaeTCs
«HavanpHblit 3Tam paboThl pexuccepa HAA MbECOH», W B €ro paboTax MOKHO HAWTH
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noApoOHeH N aHanu3 beC Yexosna,
Octposckoro, Bamnmiioa, oboramaronuii Harm
MpPEJICTaBICHHSI O paboTe peKuccepa HACAHHE C
MMbECOM.

Jlna pexuccepa CyiaumoBa, KOTOPbI HE pa3
BBIXOJWJI Ha CLIEHY KakK aKkTep, KOTOpbIi HE pa3
yTBEpXKAAJ, YTO «XOpollas pexuccypa 3To,
IIPEKJE BCETO, XOPOLIO UIPAIOLIUE aKTEPhD», —
UHTEPEC K Pa3BUTUIO AKTEPCKOIO IOTEHIMAJA
OyAylmUX  pEXHUCCEPOB M K  IOCTAaHOBKE
CHEKTaKis, B KOTOPOM pPEXKUCCEPHI-CTYACHTHI
UTPAIOT BCE POJIM, OBbLT TIIyOOKO 3aKOHOMEpEH.
Takoit moaxom K OOyYEHHIO PEXKHCCEPOB
NPEJCTAaBISUICA €My TIIyOOKO —OIpaBJaHHBIM.
bonee TOro — €IMHCTBEHHO BO3MOKHBIM.
A notoMy nocraHoBka nbechl llanbTsiHECA — HE
€AMHCTBEHHBII INpPUMEpP aKTEPCKOTO KypCOBOTO
CIIEKTaKJIsI B  PEXUCCEPCKOM  MACTEPCKOMU
M. B. CynumoBa. Pexwuccepsl BTOporo Habopa
BBIXOJAWIM K 3pUTENISIM B pOJIIX U3 pacckasza
3. Xemunrysst «Youins» (1979), pexwuccepsl
nsToro Habopa ¢ ycmexoMm urpamu «llepeBon c
rpeyeckoro» T. Parrurana (1991-1992). Ho
UMEHHO  pENeTHluu  chHekTakist  «bpbich,
KOCTJIsiBasi, OpbICh!» momHsSuM  HauOoJbIlee
KOJIMYECTBO BOIPOCOB, CYIIHOCTHBIX JIJIsl OBJIAJICHHUS PEKUCCEPCKON podeccreit.

M. B. Cynumos. 1970-¢

ITombITaeMCs OCBETUTH OCHOBHEIC ATaIIbI pa6OTI)I Haza 9TUM CHCKTaKJIeM7.

Bbi0op nbecsl.

CynumoB, Kak 00BIYHO, HaYaJl MOJATOTOBKY 3apaHee — YK€ B CEpeMHE BTOPOTo roja yueObl oH
MPEJIOKWI CTYJICHTaM HayaTh MOUCK. Benb HaWTU IbeCy Il PEXKUCCEPCKOTO Kypca HENpPOCTO:
Ha/I0 PaBHOMEPHO 3aHATh CTY/ICHTOB B aKTEPCKUX padOTax, yuecTh pa3HbIid UX MOTEHLMAN — HE BCE
peXHCCEepPhl OJJUHAKOBO «UTPAIOIINE», HAJNO, YTOOBI MPOIECC PENETHINA 000TaTHI CTYJACHTOB HE
TOJIbKO aKT€PCKH, HO JIaJl HOBBIE PEKUCCEPCKUE HABBIKU, HAJI0, YTOOBI Ibeca rpeia NOCTAHOBIIKKA,
T. €. Macrepa Kypca... I BOT k Hagaily TpeThero Kypca yaiia BeCOB CKJIOHMIACh K nbece JImiman
Xenmann «JIucuukuy. TouHelinee pacnpeneneHue Ha BCEX CTYIEHTOB Kypca, MOApOoOHas
IICUXO0JIOTMYECKAs BA3b JUAJIOIOB, CEpPbE3Has TEMA.

Kazanocs, pemienue yxxe npuHsTo...

Ho B oxTs6pe 1982 roma na ractponu B JleHuHrpaj mpuexan rpy3uHckuid Jpamatndeckuit
teatp uM. PycraBenun. Cnexraknu «Puuapa III» n «KaBkasckuil MenoBO Kpyr» INpOU3BENH
OLIEJIOMJIAIONIEE BIIEYaTJIEHUE. JIasd MEHs JMYHO OHO CTal0 OAHMM H3 OCHOBOIIOJIAraroUIMX,
OIIPEEIUBIINX MOE IPodeccCHOHaIbHOE MpeAcTaBieHne o Teatpe. [IoMHI0, KaK HEOXKUJAHHO IS
cels 51 BAPYT moOekas 3a KyJUCHl U Ha BOJHE BOCTOPKEHHOTO BOCIIPUATHUS CIEKTAKIIS YTOBOPHI

! JloKyMeHTanpbHOW OCHOBOM HACTOSAIIEH CTaThbU SBJISKOTCS 3allUCU B KypCOBOM [JHEBHUKE PEKUCCEPCKOM MacTEPCKOU
M. B. Cynumosa («Ham nueBnuk». Tetpans 8. C. 78-95; Terpanp 9. C. 1-70; Terpans 10. C. 78-80. Terpanp 11.
C. 28a-28r, 31-37 // Apxus M. B. CynumoBa. CII6 I'TB OP u PK, ¢. 54 u xoncmekt 3anstuit M. B. Cynumosa,
CIETaHHBIM aBTOPOM cTaThi B 1982—84 rT.
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PobGepra PoGeproBuua Ctypya mpuiiTh K HaM Ha Kypc s Oeceasl co cryAcHTamu (Ha HeEE,
€CTECTBEHHO, COeKacs BeCh HHCTUTYT).

Ho Ha xypce okazanuch U T€, KTO aKTUBHO HE MPHHSAJ CIEKTaKJb. Y AUBUTEIBHO, HO MOJIO/bIE
peKUCCephl, KOTOPbIE Ha 3TIOJaX Ha MaMsATh (PU3MUECKUX JACHCTBUIN M OLIYIIECHUNA U OTPHIBKAX U3
PYCCKOM KJIACCUKU TOJIBKO-TOJIBKO YUYHMJICh OCHOBAM TICHXOJOTMYECKOTO T€aTpa, OKa3aluCh CTOJb
PEBHOCTHBIMHM 3alIUTHUKaMU cuUCTeMbl CTaHUCIIABCKOTO, 4YTO CIHEKTaKIb AIHMYECKOr0 TeaTpa
Crypya OHM BCTPETWIM B IUTHIKM. PacKOBaHHOCTb MBIIUICHUS PEXHUCCEPa, MapagoKCaTIbHOCTh
IOCTPOEHMSI CIIEKTAaKJIs, CO3HATEIbHOE CMEIIEHHE JXAHPOB, Ka3aJoch, HE YKIAJbIBAINCh B
HIKOJIbHBIE TPEOOBAHUSI.

CynuMoB ObIT HEMAJIO 033/1ayeH Takou peakiueit. M opTogokcaibHas 3amuTa TeX [EHHOCTEH,
KOTOpBbIE€ Bpojie Obl OH XK€ W BHEJIPSI B HAIlle CO3HaHUE, HE BhI3BaJla y Hero pajnoctu: «lloiimure,
YTO €CJIM HE TMOJXOJUTh K aBTOPY CIEKTAaKJs MO 3aKOHaM, UM CaMHUM MPEIJIOKEHHBIM, TO MBI
3aKpbIBaeM JJisi ce0si BCEX aBTOPOB, CTOSIIIMX HA WHBIX O CPABHCHHIO C HAMHU JCTETHYECKHX
no3unmsix. Henmb3s moaxoauts k Tearpy CTypya ¢ KaTeropusiMd ICHXOJIOTMYECKOTO TeaTpa.
JlormMatu3ma B IPUBEP>KEHHOCTH IIKOJIE OBITh HE JOJIKHO!»

PasroBop mosryumiics ropsiaumM, Ciopsl goaruMu. Map BraauMupoBud npoosmKan pa3MbIIUIATh
BCIIyX: «MBI BCe CHIMM B MHEPLHHU CBOETO OIBITA, CBOETO S3bIKA, CBOCH ICTETUYECKONH CHCTEMBI.
OueHp BaXHO OECIIOKOMTH ceOs BITyCKAaHHEM B CeOsl UyXKOTO XYHO0KECTBEHHOIO S3bIKa, YTOOBI HE
CTaTh OrPaHUYCHHBIM...»

A uyepe3 napy queit CyauMOB OTKAa3aJCs OT MM K€ CaMHUM MPEJI0KEHHBIX «JIucudex.

«IlouemMy s Tak My4MTEJIBHO BBIOMpAIO MbECY UIi KYpPCOBOTO CHEKTAKIs? — OOBSICHAT OH HaM
cBoe peuieHue. — [loToMy 4TO 5 MOHMUMAI0, YTO TO, HAJ YeM MBI OyJeM paboTarh, TOHKHO UMETh
OTHOLIEHUE K 3asmpawiHemy OHi0o meampa. $1 mory moctaBuTh "JIucuuek" oOuyeHb XOpOIIo, U
pabotare Oyner oueHb moje3Ho. Ho 3TOT MaTepmas MMeEeT OTHOIIEHHE KO BYEpaIIHEMY JHIO.
A monpoGoBaTh OBl CMeELICHHE >XKaHPOB, cMemieHue CTaHUCIABCKOTO M JAPYrod CHCTEMBbI (HE
o0s3aTenbHO, Kak y CTypya) — BOT 3TO ObI IMEJIO OTHOIICHHUE K 3aBTPAIIHEMY TeaTpy.

[Tapagokc HacTosIero MoMeHTa: Teatp He aopoc A0 CranuciaBckoro, Ho CTaHUCIABCKUHN yxkKe
TeceH. Ecnu CTosATh mepes HUM Ha KOJIEHSIX — HUYEro HE BBIMAET, HO €CJIM Ha HEro IUIFOHYTh,
BBIUJIET €I1IE MEHBIIIE.

Hy>xna nbeca, 4To0bI Monpo0OoBaTh CTHIK MIKOJIBI C aHTH-IIKOJIOHN, ¢ 6e300pazusmuly

M BoT B KadecTBe Takoro momojaa it «0e300pa3uii» ObUTa HaliJleHAa Theca JIMTOBCKOTO
npamarypra Caymioca [lanprsiarca «bpbhIch, KOCTIsBas, OPBICH!» — UCTOPHUS MaJIbYUKa IO UMEHU
AHJIpIOC C paHHETro JIETCTBA U 10 CEMHAIIATH JIET, UCTOPUS B3POCIEHUS €0 IYyIIH.

Bot kopoTKoO €€ croxer.

Cro:keT nbeceol.

CewmeiictBa lllatacoB u KaMuHkacoB, kUBYyIllME B MaJ€HbKOM TOpOJIKEe, — B JaBHEH ccope. OHa
Hayanace emé, korga Kamuukac kynuin y nena Illaraca kopoBy, a OHa BO3bMHM, Jja U CAOXHHU HA
cinenyromuid aesb. Ilatunernuit Anaproc Hlatac, xenas noxapyxkutbhes ¢ Jlrokoit Kamunkac,
HATAJKUBACTCSA HE TOJBKO HA BPAXKAY JBYX CEMEICTB, HO U Ha e€ apa3HWikd. U Toraa oH obeniaer,
4YTO «HA3JI0 BceM» KynuT JIroke >KMBYIO KOpPOBY. DTa MeyTa MPOXOJIUT uepe3 rojabl — ClepBa
AHzproc coOupaeT KOMEeeYK:d Ha KOPOBY, a IOCIE JIEBATOrO Kiacca, 3apaboTaB BO BpEMsl JIETHHX
KaHMKYJI, U BIIPMb IOKyIIaeT KopoBy. M naput e€ JIroke.

Opnako KamuHkac, ycTpouB menoe CyAuInile B KaOUHETe TUPEKTOPa IIKOJIbI, BBIHYKIACT JT0Yb
OTKa3aThCs OT ToJapka «Bpara». A korma JIoka, 9yBCTBYs CBOIO BUHY, MPUXOJUT HA HOYHOE
CBUJaHUE ¢ AHAPIOCOM, — Tpy0O BPBIBACTCS M OCKOPOISET MOJIOBIX BIFOOICHHBIX.
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OTGI_I 1 MaThb AHIIpIOCEl MBITAOTCA NMPUMHUPUTHCA C KamuHkacoM B BHOBH HIBITAIOTCS MMPUBCCTH
KOpPOBY Ha JABOp cocena. Ho Tor yOmBaer e€ py>KEHHBIM BBICTPETIOM. A BCKOpE TOCIE 3TOTO
ye3KaeT U3 ropojika, yBo3s ¢ coooi u Jlroky. I Anaproc ye3xaer Kyaa ria3a TIsasaT — OCTaBIsis
JoMa pOI[HTGJIGﬁ, MNPUMUPUBIIUXCA MTOCJIC pOMaHa OTHaA C y‘-II/ITeJILHI/IL[ef/'I MemeTe U NWIUIIINYCCKU
OKUJIAIOIIMX HOBOTO peOeHKA.

Bcro 3Ty «Becenyio U IrpyCTHYIO MCTOPHIO MPO KOPOBY» AHIIPIOC PacCKa3bIBaeT-BCIIOMUHACT,
CHJI Iepe]] OTHE3A0M U3 JIoMa B Kpecie y cTaporo napukMmaxepa OuUHKeNbLITEIHA, T1a3a KOTOPOro
«OYyITO TapesKu, TOIHBIE CIIE3N.

U 1o, uro mbeca HanucaHa B popMe 80cnoMuHaHuii TIIABHOTO T€pOs, — MPUHLIUIHAIBEHO BajKHO.
DTO mano BO3MOXKHOCTH JUISi HEOOBIYHOTO >KaHPOBOTO x0ja, mpemioxeHHoro CymumoBbsiM. Kak
BBISICHUTCS, 9TO PEXKHCCEPCKOE pelieHre OyJeT UMETh OINpPENeNIONUi Memoouueckuli CMBICI B
pabore co crynenramu. Ho 00 3ToM peub noiiieT HIxke.

Pacnpenesienue poJieid.

CynumoB Havasl paOOTy HaJ CIEKTAKJIEM C IE€Jaroruyeckoil npoBokanuu. Macrep npeanoxui
aKkTepaM OyAyIIero CHEKTaKiIf... CaMUM pacupeienuTh poiu. Her, CTyaeHThI-pexuccepbl
pacmpenensiii pojil HE BIEpPBbIC, HO BIIEPBbIE OHU OBLUIM 3aMHTEPECOBAHBI B HCXOJIE 3TOTO
pacopeneneHus Tak KPOBHO — POJM MPEACTOSIO UIPaTh CaMUM M C JOCTaBIIMMCS IEPCOHAXKEM
IPEJICTOSIIO MPOKUTH JOJITUM YTh.

Bckope cocTosnoch 00Cyk/1eHHEe CTyICHUECKUX MIPEIIOKEHUI.
— Jlapuca, BbI mojanu 3asBKy Ha KopoBy. [louemy?

— DTO TUI0J palMOHAIBHBIX pa3MbllUieHuH. Sl monumana, uyro Jlroka u Math AHJpIOCa — HE MOU
poJIn.

— A noyemy Bbl HE MOXkeTe UrpaTh MaTh?

— Ilo MOeMy COCTOSIHMIO Ha CErOJHAIIHUN JEHb — CTpaJaTh HE XOYETCs.

Bomnpoc npyroii ctyneHrke:

— A nmouemy ["anig nmogaet 3asBKy Ha 3Ty pOJb?

— Xouercst monpoOoBaTh TO, UTO HE Urpaja. X04eTcs NompoOOBaTh «OOPATHBIN XOI».
— Anzpeii, a noueMy Bawm xouercs urpats Anzaproca?

— Ota nbeca — npo MeHsA. OueHb 0 MHOTUM acCCOIIMAaTHUBHBIM CBSI3IM — 3TO BCE MPO MEHA. Y
MeHsI OBLJIO M TaKO€ JIETCTBO, W IIKOJbHBIC CIIEKTAKIIN s Takue Urpai. MHe odeHb Onm3Ka 3Ta
POJIb IO TOYHOM CBSI3U MOEH KU3HU U KU3HU ITOTO YEIOBEKA.

[Ipy Bcell HMCKPEHHOCTH H3TUX 3asBOK «3ITOM3M» aKTEPCKUX OOOCHOBAaHUI OBbLT HAJUIIO.
«AKTEpBI», ECTECTBEHHO, AyMaJl O CBOMX MHTEPECAX, @ HE O XYA0KECTBEHHOM ILIEJIOM CIEKTaKJIS.
U, BbIciymaB «akrepckue» 3asBku, CyJlMMOB BEpHYJ CTYJEHTOB Ha IO3ULUH PEKUCCEPOB.
Cocrosncs cepbe3Hblii, a, IVIABHOE, ONUPAIOLIMICS HAa TOJIBKO YTO IIPO3BYYaBILIME MOTUBALUU
pa3roBOp O MPUHLUIAX PACHPEEIICHUs POJIEH.

«Bormpoc Ha3HaYeHHs Ha POJIb — 3TO BOMPOC pelieHus cnekrakns. Haznauenue akrepa — nmu6o
BBIp@)XEHUE 3aMbicia, Jub0 ero kommpomeranus. M mpaB ToBcTtoHoroB, HacramBas Ha
HEBO3MO>KHOCTH JIBOMHBIX COCTAaBOB, BO BCAKOM Ciyyae, Ha pellamlux possx. Beas B mpouecce
peneTULN CO3AaeTCs NHANBUAYaAIbHAsI, HENOBTOPUMAsl MIAPTUTYpa poiiu akTepa. Poib TBOpuTCS U3
TBOPSALLETO. 371€Ch IPUHIMIINAIBHO Ba)kKHA JIMYHOCTHAs TpaTa akTepa, ero HCKpeHHoCTh. [loaTomy B
Halled JesTeIbHOCTH MYXKECTBO M CMEJIOCTb ObITh MCKPEHHMM Takas kK€ HeOOXOIMMOCTb, Kak
oJlapeHHOCTh. HaM Henb3s CTpensaTh U3 pPyKbsl C KPUBBIM J1yJIOM.

Bwmecte ¢ Tem, B TeaTpe BaM MOCTOSHHO MPHIETCS UMETh JENI0 C 3asABJICHUAMU TUMA: "ITy poJib
s MOTY CBITPaTh XOpOIIO, TOTOMY YTO MEHs, KaKk W TJaBHYIO T'€pPOMHIO, TOXKe Opocmi Myx'".
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Ho aprymenTanus BO3MOXXHOCTH UIPATh KAaKyHO-TO POJIb NPSMOJIUHEUHBIMU )KU3HEHHBIMH CBS3SIMU
HegonycTuMma. Benp B TBOpYECTBE akTepa Mbl MMEEM JCII0 C Nepecmpouroli  KU3HEHHBIX
BIEYATIICHUH.

Wnu ecth emé Takoil aprymeHT B 60opn0e 3a poiib: " 3Ty poib Tak 4yBCTBYIO! A 3HAUUT CMOTY
ceirpath. Becbma ommbounbiit 1oBoa! TyT mposBIsIETCS pa3audue IpUPOIbl peKrccepa U akTepa,
paznuure ux NpoQecCHoHaTbHON HAlEJICHHOCTU: aKTep XOYeT ChIrparh poas I'amiera, pexuccep
CTaBUT cnexkmakiv "[amrem” pamu OOJEBOM TOYKH, JyMaeT, O 4eM OyIeT pa3roBapuBaTh CO
3pUTENIEM ITUM CHEKMAKIeM.

[ToaTomy octeperaiiTech BO3ICHCTBUS BHEIIHUX OOCTOSITEIBCTB HA PEIICHUE O PACIPEICTICHHH.
Haznauenue akrepa Ha posib — €0 meaoMynapeHHeimee. OHO JOIDKHO OBITh JOCTYIHO TOJIBKO
pexuccepy. Benb 310 — Hayano peanusalnuu peKUCCEPCKOro 3aMbICIIay.

Pazymeercsi, mpuHIMIBI pacnpeneneHus poiieil obcyxnamuch CylnuMOBBIM € OyaylIMMU
pexuccepamMu He B NepBbld pa3. HO MMEHHO CONPSIKEHHOCTh €r0 MBICIEHM ¢ MOMEHTOM, KOTIA
CTYACHTHI OIIyIIAIN ceOs MOMEePEeMEHHO TO B PEXKUCCEPCKOI, TO B aKTEPCKOW MIOCTAcH, CAejaia
BBIBOJIBI Il€flarora OCOOEHHO JAEWCTBEHHBIMM M 3allOMUHArOIMMHCS. Tak ke Ipou30nuio U ¢
pasroBopoM 00 3THYECKOH OTBETCTBEHHOCTH PEXHCCEpa, KOTOPHI BO3HUK TOXKE MO KOHKPETHOMY
IIOBOAY:

— Br1 nanu 3asBKy Ha poas Kamunkaca. [louemy?

— S ucnyrancsi, uro OyQy Wrparh KakyrO-HUOYAb «HHTEIUIUTEHTHYIO» pOJIb. A 3TO s HE
HpO6OBaH HUKOI'Zld, 3Ta pOJib YBEACT MCHA OT MOUX HAa IHOBCPXHOCTH JICKAIINX HAHHBIX. Tam B
OCHOBE €CTh KaKOM-TO 3710l TEMIIEPAMEHT. . ..

CynuMOB KaTerOpMYECKHM HE COINIACWICS C IPEUIOKEHHEM CTYAEHTa «pPacUIMpUTh CBOM
JUana3oH» 3a C4ET poJIM, KapJMHAJIbHO HE COBNAjaroulel ¢ ero aaHHeiMH. M 31O mocmyxuio
MOBOAOM /Il OOCYXJIEHHsI BOIIpOCAa MPSIMBIX M TAapajoKCalbHBIX Ha3zHaueHWil: «['oBOpAT, 4TO
amiutya HeT. HenpaBaa. OHo Tonbko "Mumukpuposano". W ceroans amiulya — 3T0 TO, YTO IIPOCTO
OMKe BCETO K MCUXO0(PU3NOIOTHUECKUM JTAHHBIM aKTepa.

TBopueckuil pocT akTepa 3akKiIO4aeTcs B pacIIMpeHHM ero auanasoHa. Iloaromy B mpouecce
BOCIIUTAHMS TPYHIBl He0OX0OuMbl HEOXKUJAHHBIC, MapaJoKcalbHble Ha3HayeHHus. Ho yauBIATH
pacnpeesieHneM MOXHO JIMIIb TOT/AA, KOTJa y Bac €CTh OCHO8AHUs BEPUTh B BO3MOXHOCTb aKTepa
CBIIPaTh 3Ty pojib. Bamia Hajgexna AOKHA UMETh 00KA3AmMeENbHyl0 ONnopy, PUCKOBATH MOXKHO
TOJIBKO apeymeHmuposanro. Benp cynpba apTHUCTa 3aBUCHT OT pekuccepa. M puckoBaTh 3TOH
Cyap00i BBl MOXETE, TOJBKO UMESI OCHO8AHUs. A PACCUMTHIBATH HA TO, YTO B XOfe pabOThHI
BO3HHUKHET Pe3yJIbTaT, KOTOPBIA HE 3aJI0’)KEH B aKTepe, — HEIUIOJOTBOPHO, 3TO BCera 0OpeYeHo Ha
npoBasl. CTaBUTbH MOJ] TOIIOP aKTEPa HEJIb35D».

ITepBoe omymeHue OT MbeChI.

PasroBop o0 camoil mbece Hawaincs € OOCY)XJIEHHUS BIIEYATIEHUN CTYIEHTOB-PEKUCCEPOB.
CYJII/IMOB MOIpoOCHJI BCIIOMHUTL camvle nepevie MbICI W 4yBCTBA, NPUIICANINC IO HNPOYTCHUU
«bpBICh...».

l'oBopunum MHOro M ropsdo — 3alMCh CTYIACHYECKUX BBICTYIUICHUM 3aHMMAECT  HECKOJBKO
cTpaHull yOOPUCTHIM MOYEPKOM B JHEBHHKE Kypca. IIbeca HpaBuiach, €€ CpaBHUBAIN C JPYTUMHU
IIPOU3BEICHUAMM JIMTEPATYPBbl U JAPAMaTypPrUH, HEKOTOPBIE IBITAINCH YK€ aHAIU3UPOBATH €€,
HEKOTOpPbIE TOBOPUJIM O MOJIOOMBIIMXCS NepcoHaxax. HO 4YTO ke M3 CKa3aHHOTO CTYyJIEHTaMHU
CynuMOB BBIIEIWII KaK CaMO€ BaKHOE, C YeM KaK MOCTAHOBILUK CIIEKTAKIIS BCTYIWI B JUaJor? JT0
MO>KHO TIOHSATH 110 TOMY, Kakue (pasbl CTyJCHTOB MOAYEPKHYTH UM B JHEBHUKOBOMW 3aITUCH:

— Omynienue oyeHs ceetiioe. Ilpa3aHuk.

— IIbeca rpycTHas, U B TO K€ BpeMs 3TO IPEOJOIUMAs IPYCTh.
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— IIbeca Becenas, €€ HyKHO ChITpaTh JIETKO, HO 3PUTENIb MOXKET IOJIyYUTh CJIBHBIN yaap.
— Ouenb n00pas mbeca. [Ibeca 0 TOM, 4TO B TIIyOMHE BCE XOPOIIHNE, HYKHO TOJBKO BBITAIIUTh.
— Jla, mbeca — 1o0Opasi U YecTHasl.

— Ocranocs camoe OonmpHOE — KpuK JIfoku oTIy, pacrontaBumiemy e€ cuacthe: « bl HUKOTAA,
HUKOT/JIa 32 3TO HE MOMaJeulb B pait!»

— CBoell yCIOBHOCTBIO IIb€Ca HE COMBAET, BCEMY BEPHUILB!
— HanoMuHaeT coH, Korja s Xxouy IPOCHYTbCSI U HE MOTY.
Bo3HuKIM ¥ BONIPOCHI:

— A poTHUB YEro MbI BBICTYIIAEM B 3TOH Mbece?

— Jla, kakoBa Oyzer Hama cBepx3agada’?

Tyr Macrep pemmrensHo mpepBain cTylAeHTOB. CylMMOB Bcerjza IpeaocTeperang IMpOTHUB
IIOCIIEIIHOTO  ONPEJEJICHNs] PEKUCCEPCKONM CBEpX3aJaud, IIOHMMAas, YTO IPEXJIEBPEMEHHOE
MPUMEHEHHE TEXHOJIOTHH MOXKET MOTyOUTHh TBOPUYECKHIA IIpoIiecC.

W ceiiuac oH BHOBb NOAUEpKHYII: «CaMoe II1aBHOE — COXPAHUTh IIEPBOE OLIYIIEHUE OT BCTPEUU
¢ nbecoil. Cnenarp ero rao3aeM paOoTbl. M CTaBUTH CHEKTaKiIb paju 3TOrO MEPBOOLIYILEHUS,

nn

paanu 3TOro 4yBCTBCHHOI'O OXKora. Benn BCC, 4TO IIOTOM, — 3TO A IIJIIOC O6p3,30BaHI/Ie, JYyKHUC

nag"

MBICJIH, 00CTOSITCILCTBA U T. A., a ICPBOOITYIICHUC — 3TO "4~ B YACTOM BUJCH.

A IMOTOMY, IIOIIPOCHB CTYACHTOB 3allMCaTb CBOU CAMBIC IICPBLIC SMOIMOHAJIBHBIC OLIYIICHHA OT
bECHI, CyJII/IMOB MpeaoCTCPLEr NX OT CKOPOCIICIIbIX BBIBOAOB W HAIIpaBUJI BHUMAHUC HA H3Y4YCHUC
JKU3HHU I'CPOCB NILECHI.

HavanbHblii 3Tan padoThl peskuccepa HajJ NbeCoM.

Iensiit Mecsw, yerelpHaauarh 3aHATUN (!) CylnMMOB MOCBATHUI HECHEIIHOMY HCCIIEJOBaHUIO
nbechl «bphIch, KOCTNsABasA, OpbICh!». PasMbinuienuss Mactepa, BIyCTHUBIIETO CTYJCHTOB B CBOIO
nabopaTopuio pabOTHI pexHccepa HaeOUHE C MbECOW M CHAENABIIETO WX YYaCTHUKAMHU STOTO
YBJIEKATEJIBHOTO M CKPYITYJIE3HOTO IIPOLECCa, CTaal OJHUM M3 BaXXHEHIINX NPEAMETHBIX YPOKOB
CynumoBa 3a Bech nepuoja odydenusi. K ToMy MOMEHTY CTYACHTBI-TPETHEKYPCHHKH OBLTH YXKe
npoeCCUOHATBHO TOTOBBI OLIEHUTHh 3HAYMMOCTb TBOPYECKUX IMPO3PEHUNH M METOHOIOTMYECKON
nocienoBarelbHOCTH padoTbl CymMMoOBa-pexuccepa, OTKPBIBIIMXCS UM B €r0 HCCIECIOBaHUU
nbecel [anpTsHrca. Beap caMyu OHM ABa)KJpl NPUCTYHAIN K MPOLECCY PEXHUCCEPCKOr0 aHaIM3a
IIBECHl — Ha TIEPBOM KypCe, JCTSICh npeduyscmeuem 3aMbIcia JIIOOMMOM MbEChl, BRBIOPAHHOW MU, U
Ha BTOPOM, aHAAu3upys NIEUCTBEHHYIO CTPYKTYPY M CMBICI IbEChI, IPEIOKEHHONH MactepoM.
OOyueHne TMOCTIKEHHIO IbECHl B pexuccepckoil mkone CyiauMoBa CTPOWJIOCH MO CHHPAIUA —
TBOPUYECKOE 33/1aHHE Ha KaKJIOM Kypce MOBTOPSIIOCH C BO3pACTAIOIIEH CTENEHbIO MPEAbBIIEMbIX
TpeOOBaHMH — M K KOHIy TPEThEro Kypca CTYICHTaM IMPEICTOSII0 YK€ 3allUTHTb CHoCcoO
peanuzayuyu CBOETO 3ambIcia mbechl. [loaToMy coydactue B pabore Mactepa, Ha paBHOM C HUMHU
«BBIIIOJIHSABIIUM) ~ CXOXKEE PEXKHCCEPCKOE  3ajJaHue, ObUIO CEpbE3HOM  IOATOTOBKOM K
CaMOCTOSTEIIbHOW MHANBUIAYAIBHOM paboTe CTYAEHTOB, KOTOPasi BCKOPE OXKHIaa UX.

310 OBLT MecAll HAIPSHKEHHOTO MOCTIIKEHHS JKU3HU MEPCOHAXKEH, Orallok O MPUPOJIE YYBCTB
aBTOPA, 0COOCHHOCTSAX 00Pa3HOTO MOCTPOCHUS MBECHI U MOMBITOK MPUBECTH MOTYUYCHHbIC 3HAHUS B
cucmemy nvecvl. K coxaneHnuto, moApoOHBI paccka3 00 yBIIEKAaTEIbHOM HCCIEIOBAHUU MBECHI
HlanbTsiHuCca BBIXOAUT 32 paMKH Hacrosmed paborel. O METOJO0JOrMHM 3TOW Ba)KHEHIIEH
JOPENETUIIMOHHOM paboThl B pexkuccepckoii mkone M. B. CynumoBa uuTaTellb MOKET COCTABUTH
NPEJCTaBICHNUE 10 €r0 KHHUraM, HMOCBALICHHBIM IPOIECCY HAYaJbHOTO 3Tana paboThl pexuccepa
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v Pexmooep — mpapeions
HAMANBHBEIA 3TAN  xwrwseen
PABOTH PEMMCCEPA

HAA NLECOW

M. B. CYIHMOB

MHUKPOCTIEKTAKIIM
B NPOLIECCE

””3" (},..,5 BOCMUTAHMSA
Bepyd B Uygo PE)XMCCEPA

Kaurun M. B. CymumoBa — «HaganbHb1# 3Tam paboTsl pekuccepa Haa mbecoit» (1979), «Bepys B uymo» (1980),
«MHUKpPOCTIEKTaKIH B Mpoliecce BocuTaHus pexuccepay (1988), «Pexuccep: mpodeccus u muaHoCcTh. M3 ombiTa
paboTHI ¢ pekuccepckuM Kypcom» (1991)

Ha/l TLECOM M COJIEpKAIIUM OIHMCTATEIbHYIO (PUKCAIIHIO PEKUCCEPCKOTO MOTPYKEHUSI B MHUP TIbEC
A. Bamnmiosa, A. Octposckoro i A. Uexosa®.

JIvmb mocie JO0Aroro Mecslla MHTEHCHBHBIX Pa3MBIIUICHUH COCTOSIIACh... «IepBas» Oecena o
nbece. IMenHo Tak CyJauMOB onpezesn )KaHp CBOEro BBICTYIUIEHUS nepen cryaeHTaMmu. M ocobo
nomuepkHyn: «OOpatute BHUMaHHE, 4TO M3 TeX CBEICHUH, KOTOpBIC pEeXHCCEp MOMyduiT B
JIOMAIIIHEM aHaJIM3€e, BKIOYEHO MHOIO B MIEPBYIO Oeceay C TPYHIOi».

WU cryneHTsI-pexuccepbl BHOBb IIPEBPAaTWIIMCH B aKTEPOB.

IlepBasi Oecena o nbece ¢ aKTepaMu.

Bor kak KypcoBOW JTHEBHHK W MOW COOCTBEHHBI KOHCIIEKT TIEpPEAAI0T IMPOTrPaMMHOE
BbICTyIIIeHHEe Mactepa: «lrak, nmepen HaMu OueHb CBoeoOpa3Has mbeca. M BOWTH B He€ HAIO C
KaKOT0-TO HE OUY€Hb OOBIYHOTO Kpblieuka. OnpeaensTh )KaHp NPUBBIYHBIMU KaTETOPUSIMH — CKa3Ka,
IIpUTYa, JpamMaTHueckas 1osma — Kak-ro Majno. OueBUIHO, BCE ATO BXOIUT B TOT JKaHP, KOTOPBIN
3a/1aeT HaM aBTop.

Kakyio wucroputo pacckaspiBaeT HaM mbeca? McTopuio Manbpuumka C JETCTBA U JIET JO
ceMHaJIaTu-BoceMHanuatu. [Ipu aTom pacckas Beaercs B (hopMe BOCTIOMHUHAHUH TJIABHOTO TEPOSI.
A 3HAUMT, aBTOpP OCBOOOXMaeT M cels, W Hac OT JKEJIE3HOH JIOTHUECKOW CBS3aHHOCTH U
MOCJIeIOBATEIBHOCTH TEX SBJICHUHN, KOTOPBIE BKIIOYAIOTCA B IbeCy. JIOTMKa U MOCIIe0BaTEIbHOCTh
B 3TOH mbece — ocoOble. Beap MMEHHO CyMMa BOCIIOMHHAHUI MPUBOIUT K (POPMHPOBAHUIO HA
HAIIMX TJIa3aX HOBOTO JUISI Teposi MUPOOUIyIIeHUs. M Mbl, 3pUTENH, ¢ BOJHEHHEM CIEAUM 3a
HAKOIIJICHHEM JIyIIEBHOW TOHKOCTH AH/PIOCA, HEJIETKUM MPOABIKEHHEM €0 B YEJIIOBEKOBEICHHH.

3agymaemcs 0 npupooe HauX BOCIIOMUHAHUM. OHM BCEria CKJIaJIbIBAIOTCS U3 ABYX CIaraeMbix:
KOHKPETHBIX OBITOBBIX COOBITHH, JKU3HEHHBIX pEalii, TMOCIYXHBIIUX MAaTCPUAIOM IS
BOCIIOMMHAHHI, W MOBOJA BOCIHOMHUHAHUK. TO €CTh B OCHOBE BOCIIOMUHAHUN BCETIA JICKHUT
MeHOeHYUO3HAs! TIO3ULUST BCIIOMUHAIOIIETO. A TIOTOMY B BCHBIIIKAX BOCTIOMUHAHUH T€pOs THECHI
KaXXJIbI TIEPCOHAX JIOJDKEH MPEJCTaBaTh HE KaK pa3BUBAIOLIUNCA 00pa3, a Kak OTACNIbHBIE €ro
IpaHu, KaK CBOETO POJia OCKo/KYU 00pasa, MpUUeM 4acTo mpoTuBopednBbie. Camoro ceds AHIpIOC
MPEACTABISIET TO aHrejIoM (3TO KOTJla BCIIOMHUHAET CIIEHBI, IJ€ €ro, KaKk eMy ceddac KaxKercs,
HE3aCITy)KEHHO OOHWIENH), TO CBOJOYBIO (B BOCIIOMUHAHMSX, 32 KOTOPBIC CTBIIHO), TO TypakoM
(Korza BCIIOMUHAET yNYIIEHHOE cuacThe). M Bce 3TO B COBOKYNMHOCTH U ecTh AHaptoc. U ¢ Takoii

¥ Cynmumo M. B. Iocasimenne B pexuccypy. CII6: CII6IY, 2004. C. 104-142, 186-230, 420-457, 492-550.
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KE TIECTPOTOH, TaKk e Mo-pa3HOMY (HE OOBEKTHBHO, a CyOBEKTHMBHO!) MpEACTAlOT B €ro
BOCIIOMMHAHUSAX U JPYIrHe MEPCOHAXH, CIOBHO IIOBOPAUMBAACh K HAM B Pa3HBIX CIIEHAX Pa3HBIMU
rpaHsMi... Benp apyrue BCIOMMHAIOTCS B TOM K€ NMPOTUBOPEUMBOCTH, C KakoW s U caM cels
BCIIOMHUHA0. B 3aBUCHMOCTH OT TOTO, ¥mo U padu 4e2o 1 BCHOMHUHAIO.

HO3TOMy, pa60Ta;1 Haa CIICKTAKJICM, Mbl HOJDKHBI OTB€YATh HA OHNPCACIIAIOIMUC KOHTPOJIbHBIC
BOIIPOCHI, MOCTaBJICHHBIE CaMOl MO3TUKON mpousBeneHus. [lepBbiit: uyTO ObLIO HA caMoM Jene?
Bropoii: umo Annproc u3 3Toro BcioMHui? (OoseBas Touka BocrioMuHaHus). M Tpetuit: kak oH
3TO BCIIOMHUII?

BocnomuHanus Bceraa SMOIMOHANBHO OKpaieHsl! 1 kaxioe 13 HUX COBEPIIEHHO HEMOXO0KE Ha
npenpiaymiee! Beab B TedeHHE CHEKTaKIsA I'eépoi BCIIOMHMHAET OTPOMHBIM M BaXKHEMILIMI MEpUOJ
YKU3HU (CTAHOBJIEHHE COOCTBEHHOI'O XapaKTepa, CTAHOBJIEHHUE B3IJIS0B Ha KU3Hb M HA YEJIOBEKA).
N xapakrep 3TUX BOCIIOMMHAHUHI BeCbMa IIEPEMEHYMB, B 3aBUCUMOCTH OT TOT'0, KAKOU, 1a’K€ YUCTO
BO3PAaCTHOM, KyCOK JKH3HM OH BCIIOMHHaeT. Tak, B mATh JeT Mbl BepuM B Jlena Moposa, a B
IIATHAALATh — YK€ HEeT. M B IATh JIeT MBI )KMBEM OJJHOBPEMEHHO U B CKa3Ke, U B PEAIIBHOM MUDE.
A 110 Mepe TOro Kak MbI B3pociieem, Mup "oOecuynecuBaercs'...»

[MomyepkHeM NPUHIMNUATBHOCTD pasMmbinuieHHd CynauMoBa. B HUX packpbuics TiIyOOKuid
METOAMYECKHI CMBICI €r0 BEIOOpA MbECHI I KypCOBOTO CHEeKTakisA. I10CKoIbKY repoii BClIOMUHAT
HE TOJIBKO KaK IPOUCXOAWIO, a CTapalicd OCO3HAThb YMO UMEHHO IPOUCXOAWIIO, NaBall OLIEHKY
CUTyalUsIM IIPOLIOrO0 C TOYKM 3pPEHUs CBOEr0 CErOJHSIIHEr0 IYILIEBHOIO OIbITA, TO aKTepaM
NPEJCTOSUIO HE Urparh XU3Hb B (popMax camMol >KM3HM, a BBIABIATH CYMb TMPOU3OMIEAIINX
COOBITHI, *AHPOBO MPEIOMIIEHHYIO B 3aBHCHUMOCTH OT OTHOIIEHHUS K 3TUM COOBITHUSIM Tepos,
KOTOPBI MX BCIIOMHHAET. A 3TO CONIIKAIO aKTEPCKHil CIOCO0 CYIIECTBOBAaHHUS B CIEKTaKIE C
CyLIECTBOBAHUEM B MOMEHT PEKUCCEPCKOro I0Ka3a. VM IOCKOJIBKY CIIEKTaKjiIb CTAaBWICS Ha
PEKUCCEPCKOM Kypce, TakoW BBIOOp ApamMaTyprud W TaKOW 3aMbICET PEXUCCEPa-TIOCTAHOBIINKA
HMeJl IPUHIUINAIBHOE METOAUYECKOE 3HAUCHUE.

Hanee CynuMOB aKLEHTUPOBAJ BAaXKHOCTb JCAHPOGLIX cMeweHutl B OyAyLIEM CIEKTaKJe:
«BocnomuHanusi AHApIOCa HAYMHAIOTCS CO CTPAILIHOTO YEPHOTO KOTa, KOTOPBIH, €11 HEU3BECTHO,
TO JIU KOT, TO JIU y>KaCHBIM cocen-Oapmaneii KamuHkac, KOTOpsIid BapuT B KoTie aereid. 1 xomy
ropopusl “Opbice!” nmenymka Illatac, 3ammmas OoiapHOro BHYKa AHApIOca, cedyac yKe He
BCIIOMHUTH. .. BOT Takoe nepervieTeHue U coYeTaHue MUpa pealbHOro U Mupa BooOpaxeHus. Bes
mbeca IOJIHA CMEIICHWH W TEepPeIyICTCHHW pa3HBbIX CJI0eB — CKaska, (haHTacTMKa W TIpaBa
HaKJIJIbIBAIOTCS IPYT Ha Jpyra.

WHoro 00BsACHEHHS MHOTHX CIIEH MPOCTO OBITh HE MOKeT. Hampumep, clieHa HIKOJIBHOTO
CIEKTaKJIsl C KpacHOpeuMBBIM Ha3zBaHueM ‘JKH3Hb M CMEpTh IOHOIO MapTU3aHa’, COYMHEHHOIO
AHIPIOCOM M pa3bIlPaHHOTO UM BMECTE C
OJIHOKJIACCHHKaMM. B smm3on  mpexacraBieHUs
9TOM TEPOMYECKOM IbECHI O IOABOAHOU JIOAKE
¢ammcToB, 0OHAPYKEHHOW MapTHU3aHAMU B PEKe,
BTOpraercst  oren  AHAproca,  LEIyHOIul
YUHUTENbHMIY, @ B KOHIE AHAPIOC I[0JIy4aeT
BBICTPENl B TOJIOBY M HAa MOJ KIyOHOH CIICHBI
KamieT yxe He Oyradopckas kpoBb.  Ecmu
MOTIBITAThCSl  OOBSACHUTH BCE 3TO MO 3aKOHAM
OBITOBOTO  TpaBIOMHUCATENbCTBA, TO  OyneT
nosiHas epyHaa. Ho sra "epynna" BenukonenHo
nepeaaéT Te€ CKAayKd MBICIM U BOOOpa)KeHUs,
KOTOpBIE MPOUCXOIAT B rosnoBe Anaproca. U ero
O€e3bIMAHHBIN IIKOJILHBIN TOBApPHUILL,
UCHOJHABIIMI poJib recranoBua BakcMroiiepa,
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Kuuru «lIlocBamenue B pexuccypy» (2004) u
«Pexuccepckas mkona CymimoBa» (2013) comepxar
Haunboiee TIOJIHOE cobpaHue COYMHEHU
M. B. CymimoBa

stanislavskistudies.org Issue #4, May 2014 35



TaK MU OCTAaHETCs B MaMsITH AHApIOCa, J1a U BO BCel mbece Mmpocto BakcMromiepom.

Jlaxke HE TONBKO B "CKA30YHBIX KycKax', HO M B KyCKax, 0ojee ONU3KHX pPeaTMCTUICCKOMY
OIMCAaHUIO, JIEHCTBUE IbEChl "IIpOKalbIBaeTcs', MOBUHYACHh CKaukaM Mblciu Anzproca. Tak B
HOYHOU CLIEHE MepBOro cBuianus ¢ JIrokoil BAPYT MOSBUTCS AaBHO YMEPIIHil 1€ ¢ bapabaHoM.

[Teeca HlanpTsHKECAa — peanu3alyisi MBICIUTEIBHOTO Tpoluecca AHAPIOCAa, OHA TO TMOAYUHSIETCS
JIOTHKE, TO JelaeT ckauku. M 310 ecrecTtBeHHO. Beap nHorma, HauMHass BCOOMUHATH YTO-TO OJIHO,
MBI BIIpYI' NEPECKAKHMBAEM B MBICISAX Ha COoBceM HHOE. [103TOMy BO3MOXXHO TpEpBaTh CIEHY...
HuKyna e€ He mpuBeds. VM 0e3 BCAKMX TaM COOJIOACHUS OYEPETHOCTH HCXOTHOTO COOBITHS,
KyJIbMUHAIIMU ¥ Pa3BA3KH, pa3 — U MOCIIE UCXOAHOTO COOBITHSA CKaKHYTh COBCEM "HE Tyaa'».

Bot onm — Te «6e300pazus», Ta aHTU-IIKOJIA, K KOTOPOH «KPaMOJIbHO» MPU3BIBAI PYKOBOJIUTENH
TPETHETO PEXKUCCEPCKOro Kypca. YnuurenbHbld mMup IanprsiHuca TpeboBasl OIpeneaeHHOro
azapTa aKkTepoB, BCTYMAIONIMX B PEMETULHMOHHBIN mpoiecc. I Macrep He OOSUICS MOIEMHUYECKUX
3a0CTPEHUN TIPH HACTPOWKE IyIn OYyIyImIMX HCIONHHUTENeH mbechbl. HaBepHoe, CynmumoB, Kak
HUKTO, MMOHUMAJI CJIOKHOCTh MPAKTUYECKON pear3alMy MPEICTOSAIIETO CIoco0a CyIIeCTBOBAHUS
akTepoB. I Tem ocTpee arakoBasl BOOOpa)k€HHE aKTEpOB, COMBAJ MX C MEPCIEKTUB MPUBBIYHBIX
CIICHWYECKHX peuieHuid. Benp 1ens mepBoit Oecenpl pekuccepa ¢ akTepaMu, KOTopyro Macrtep
OJMHAKOBO CTaBWJI M MeEpe] COOOM M mepen CTyICHTaMH, KOrJa Te B CBOIO OuYepenb Jeialiu
JOKJaAbl IO IbecaM, 3aK/oyallach B TOM, YTOOBI 3aMaHHUTh aKTepa B MHpP PEKHCCEPCKOTrO
MOHUMAaHHMS MECHI, B MUP PEKUCCEPCKOM BIIOOJICHHOCTH B IIbECY.

«Kakas Tema 31oif mbecbl? — npogommkan CynmumoB. — U Tema Hamiero Oyaymiero CreKTaxiis?
OTBeTUTH OJIHOCIIOKHO Henb3d. Ha mepBblii B3riIsf[, UCTOpHUS, paccKa3aHHas B IIbece, — IIPO
B3pocieHne Anapioca. Ho 3Toro mamo — Beab COOBITHS IBbECHl CBS3aHbI OTHIOJb HE C OJHOU
muauel. [Iporecc TyXOBHOTO CTaHOBJIEHUs AHJIpIOCAa BTATHBAET B ce0s MHOTO (palyn — U JIMHUIO
OTHOIICHUS K POAUTENISIM, M UCTOPHIO MEPBOH JIIOOBH, U Tpo0iIeMy "MeuTa-I1eiiCTBUTEIBHOCTD" .

Sl CckiJOHEH u3 BCEX JIMHUN, NPEUIOKEHHBIX B IIbECE, MOCTABUTh BO IJIaBY yIja JIMHUIO
B3aMMOOTHOUIEHHSI MEUTHI U JEHCTBUTEIBHOCTH — "KOPOBBIO" MUHUIO. 11 opraHu3oBaTh CIEKTaKIIb
U ero XyJO0)KECTBEHHYIO apryMEHTAIlMI0 BOKPYI ATOH JMHMM KaK CMBICIIOBOM M YyBCTBEHHOM
JIOMHUHAHTBI.

[TouemMy nMeHHO 3Ty JMHUIO? A He, Hanpumep, JuHu "Pomeo" u "JxynperTsl" — AHOproca u
JIroku, KOoTOpast TOXKE CKBO3HAs.

[TompiTaemcst pazobparbesi. UTo Takoe mpoiiece JyXOBHOTO CTaHOBJICHHS JInyHOCTH? U3 "ero oH
CK.HaIIBIBaeTCﬂ? M3 cooTHeceHMs M COMNOCTaBJICHHSA TEX >KMU3HEHHBIX SIBJICHI/Ifl, C KOTOPbIMU
CTaJIKUBAeTCA 4eNoBeK. MO0 TOIBKO COOTHOCS COOBITHS U SIBIICHHSI, MBI y3HAEM UM LICHY.

Bor cuena, rae Manpumiika AHAPIOC 3TOMCTHUYECKM PYLIMT POMaH OTLHA M YUYUTEIbHUIIBI
Memxkyre. BopBaBmUCh B IOM CBOEH KJIACCHOM PYyKOBOIUTEIBHUIIBI, OH, IBWKHMBIA CBOCIO
00J1bI0, HE MOXKET MOHATh MX YYyBCTB, HECMOTpPSI Ha TO, YTO BIIOOJICHHBIE YyTh HE Ha KOJEHAX
MOJISIT €r0 O MOHMMAHUU. A Cpa3y 3a 3TOM CLIEHOM MJET BOCIIOMHMHAHHUE O CLEHE, TJ€ POAUTENIN
OpocaroT AHJpIoca U yK€ B CBOIO OY€pe]b HE 3aMEualoT ero 0onu, ucmyra, pactepsHHoctd. 1
TOJIBKO B COIIOCTABJIEHUM 3TUX JIBYX 3IM30/10B (B BOCIOMHHAHUAX AHAPIOCA OHU HE 3ps UAYT OAMH
3a Apyrum!), B CONOCTABJICHUHM CBOECH M 4yx ol Oomu mpuoOperaeTcst Ta KU3HEHHAs MYAPOCTH,
KOTOpAst SIBJISAETCSA KUPIUYUKAMU B JIMHUY HPABCTBEHHOT'O B3POCIICHMUS.

Kak xe pasBuBaercs "KOpoBbs'" nMHMS B INbece? MaibuMK CTOJKHYJICA CO 3JIOM. Y HETo
pOXIaeTcst IylmeBHass IMOTPEOHOCTh — TMOTPEOHOCTb, HE OCO3HAHHAs MHTEIUICKTYalbHO, a
YyBCTBEHHAs — CHENaTh 4TO-TO "Ha3no" 31y, modenuTh 3710 mobpom. Tak pokmaeTcs medra o
KopoBe. M Kaxapli pa3, Korga AHIPIOCY CTAaHOBUTCS OYEHb IJIOXO, 3Ta MOTPEOHOCTH ClHENAaTh
n00po peanu3yercs B MPUAYMaHHOE B JIETCTBE KellaHWe-3aKiuHaHue: "Kymio kKopoBy!". Tenepb
3TO YK€ CKa304yHasi KOpoBa, KOpoBa — BOJILIEOHAs MaJI0YKa, BOILJIOLIAOLIAs MEUTY O BO3MOXXHOCTHU
HCIIPABUTb MUD.
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U cuena Ha 6a3zape, korga AHAPIOC MPUXOJUT MOKYIAaTh KOPOBY, AAET BAKHEHUIIINI CMBICIIOBON
KJIIOY, aKHCHTUPYCT pa3jIMdYHOC OTHOIICHHUE K MCUTC U [[GflCTBI/ITGJIbHOCTI/I. AHI[pIOC BHUIUT (1)6}0, a
BCE OCTaJIbHBIE — CTAPYI0 KOPOBY. HUKTO HE XOYET CyIUTh MEUTY 10 3aKOHAM MEUThI!

N wnaumnaercs. Cyaunuiie y AMPEKTOpa IIKOJIbI, OECKOHEYHBIE PACCIPOCHl POIUTEIIEH,
ob6BuHeHus Kamunkaca u, HakoHeIl, 0TKa3 JItoku oT KopoBbl. Tak yOMBAIOT KOPOBY Kak (eto. XOTs
KOpOBa KaK KMBOTHOE ell€ KUBET. 11 AHIpIOCY CTAaHOBUTCS HAIJIEBAaTh Ha BCEX KOPOB Ha CBETE —
OH M3 CKa3KH CIIyCKAETCs B )KU3Hb.

W ynuButensHo, HO JIroKa, KOTOpas Ka3aiach TOXKE yOWHIeH MeUThl, OKa3bIBAETCsl HOPMAILHOU
XOpolIeH JeBUYOHKOM, KOTOpas IIOOUT €ro U KOTOPYIO OH o0uT. W poaurenu npeacraroT nepen
rJla3aMM MOB3pPOCIEBLIETO AH/IPIOCA B HOBOM BHJIE — UX CEMEIHOE IPUMMPEHUE, MMONBITKA HAWTU
obmuit 361k ¢ Kamuakacom. Ho cocen cTpenser — BOT TyT KOPOBY HAKOHEI-TO (PH3UUECKU yOMIIH.
[lonbiTKa HCIPAaBUTH MHUP MEYTAHMEM IPUXOAUT K CBOEMY JIOTMUYECKOMY KOHIy — MeEUTy
MPUKOHYMIIH 3apsiioM ApoOu. U ¢ TpyCTHBIM MOHOJIOTOM MOSIBIISICTCSI TOKOWHBIN JIAyIIKa, YTOOBI
3a0paTh KOPOBY B MHOM, MOXET OBITh M CKA30YHBINA, MUpP. Tak KOHYAETCS UCTOPHUSI KOPOBHI.

Bwmecte ¢ Helt koHUMIIOCH U ipyroe. KaMuHKac BopBajcs B HOUHYIO JIOO00BHYIO ciieHy JIroku u
Annproca. M Hapymmn eJMHCTBEHHBIH W HEMOBTOPUMBIA XO0J cOObITHH. Houb MOATMHHBIX U
(haHTaCTHUECKHUX OTKPBITHI peaJbHOro mpepBaHa rpyObIM BMENIaTeI,cTBOM KamMuHKaca, KOTOPBIH,
Kak kpuuuT JItoka, "HUKOr/1a, HUKOTa 3a 3TO He monaAeT B paii!".

Koneuno xe, ucropus no0Bu Annproca u Jlroku conpsbkeHa ¢ "kopoBbeil" nuHuei. Emé c
JeTcTBa MeuTa-kopoBa W Jltoka crutenuck st Axzapioca B onxHo. M korma obopBanu B jaylie
AHJIpIoca 3Ty HUTOYKY MeuThl, JIfoka cTana 4emM-To He TeM, YeM OHa Morjia Obl ObITh, Oy/b JKHBa
KopoBa-MeuTa. Tak HMCTOpHs HMX JIIOOBM, pa3BHUBAsCh, MPUXOAUT K YPE3BBIUANHO O€31yXOBHOM
CLIEHE BCTPEUM B KapToOIIKe. A IOTOMY Jajee YK€ Helb3s paccKas3blBaTh HCTOpUIO JIIOkM U
AHpproca, kak uctoputo "Pomeo" u "Jlxynbertel". IlocnenoBasiiee 3aTeM UX paccTaBaHHE — ATO
oueHb rpycTHas ObiToBas cueHa. Kower ckaske! Her nake m mocieBkycusi ckasku. JlexypHble
CJIOBa, 3aypyala MalllHa, IOCUrHaInIa, U JIroka yexana HaBceraa. ..

Ho uro Takoe? Ilocime orwhe3ga KammHkaca ocTalnch Callord — HE OTBETHB Ha IIOCIICIHIOIO
nep3octh lllatacoB, o ocraBui ux oty Anaproca. B momapok?.. AGCOTIOTHO HENenbie carnory!
Bens Bcst norwKa COOBITHI TOBOPUT, YTO Camor M OBITh HE MOXET — NPUMHUPCHHE BeAb HE
COCTOSIOCH!

I[yMan, B CIICKTAKJIEC MBI OY€Hb HAJO0JIO0 OCTaAHOBHMCS Ha caliorax. B moxaoM HCOAOYMCHUMU:
nouemy carnoru? Kak xorna-to nupekrpuca qoouBanach y AHJIproca: Hy, ToueMy KopoBa? il 4ero
KopoBa?

Me1 He Haitnem oTBeta. He Hallnér ero u Anaproc.

M BOT OH ye3:xaeT U3 pOJHOIrO ropoJia, OCTABUB BCE MO3aAU. Y BEPEHHBIN, UTO MEUTa HE MOXKET
U3MEHUTh JEMCTBUTEIBLHOCTH — BOT KaK OH Temepb MoyMHen W mos3pocien! Ho mo gopore
BCTpeYaeTcsi ¢ JupekTpucoil. Toil AMpeKTpUcor, KOTopas TOXKE NMpHUHAANekKana K 4uciy yOuidil
meutbl. WM Bapyr sta neparormyeckas '»kuia', Kak JApa3HUIM €€ IIKOJBHUKHM, TOCKYS IIpU
paccTaBaHUM ¢ HETIOKOPHBIM YUYEHUKOM, BAPYT OTKPBIBAET €My, UTO OHA MPOKUJIA )KU3HB YOOTYIO U
6e3pagoctHyto. OHa Tak M HE MOAapwia HUKOMY KOpoBbl! M ciOBHO cTapasich HaBepcTaTh
YIYLIEHHOE, BJPYI PELIUTENbHO BBICHIIAET BCE CBOM aleJIbCHHBI B CYMKYy AHJproca: "Bo3pMu
amnenbCHHBL. .. XOTh anenbcuHbl". M 3Ta Metamopdo3a, mpousoiiemas ¢ AUPEKTPUCOH, TTO3BOIISET
AHZIpIOCY BEpHYTbCS K TOMY, YTO OH YX€ H3KWI B cebe, — K nompebHOCmu B MedTe, K
HEOOXOJMMOCTH MEYTHl M YEro-T0 TaKOro, 4YTO IMpeBpaliaeT OBITOBOE CIOBO “Ophich!” B
Maruyeckoe 3aknuHanue. 1 B ¢uHane, cuas B Kpecie Mynporo mapukmaxepa OuHKeIbIITEHHa,
Anzproc obperaer, Jgydile cka3aTh, HALIYIBIBAET TO Oyaylee MPEeKpacHOe MOHMMAaHUE CIUSHUS
MEUTHI U IeHCTBUTEIBHOCTH, 0€3 KOTOPOTr0 KU3Hb JUIsl HEFO OTBPATUTEINbHA. . ).

Tak mpocienuB CKBO3HYIO JIMHHMIO Ibechbl, CyJlIMMOB IONPOCHJI CTYAEHTOB BEpPHYTbCA K
OLYIIEHUSAM, BOHUKIIUM II0CJIE NIEPBOrO MIPOUYTEHUS NbECHl. BBIX0OANT, 3anKcu ObUIM CAEIaHbl HE
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HaIlpacHO, OHU CTaJM HEOOXOAMMBI IPU IOCIEAYIOIIUX PACCYKIEHUSAX, SIBISSICH CBOETO poja
KaMepTOHOM HccienoBanus. CyJIMMOB HaCTauBall Ha JKEJIE3HOM COOJIOCHUH TIOCIIEI0BATEIbHOCTH
B Ha4aJIbHOM 3Tare paboThl peKuccepa HaJl MbECOU: «HaI0 3a(pUKCHUPOBATH SMOIMOHAIBHBIN 0XKOT
OT MPOYTEHUS MbECHl. A MOTOM IPOBECTH paccienoBanue. M ecim 10CKOHAIbHOE U3yUYEHUE MbECh
MPUBEJET Bac, yK€ OOOTalIeHHBIX 3HAHWEM BCEX IMPYXHH M KOJECUKOB YCTPOWMCTBA IbECHI, K
HayaJbHOMY YyBCTBEHHOMY OTKJIMKY, TO BCE B ITOPSIIKE — BBl HALLUIM UCTHHY».

N CynumoB onsTh BEpHyJCS K IPUPOJE YYyBCTB IbECHI M K TOMYy, Kak HAaJ0 HIpaTh
BocrioMHuHaHus: «IlyTbk, KOTOPBIN NPOXOAUT AHAPIOC, IPUBOJUT K OYEHb IPYCTHBIM OILYIIECHHUSM.
Hapacraromemy K KOHIy IbeChl YyBCTBY OJMHOYECTBA, 4eIOBEYECKOM pasoOimeHHocTd. Ho He
HAJ0 WIrpaTh 3TOT YYBCTBEHHBIM MTOI B 4YEpHBIX TOHaX. I[lomMHHTE BamM camble IEpBbIE
BIIEYATJIEHUS 110 IpouTeHuu nbeckl? "Ileyanp Mos cBeTiia", — rOBOPMIIM BBl U OTMEYAIIH, YTO JaXKe
B CaMBIX I'PYCTHBIX CLIEHAX COJIEPIKUTCS FOMOD.

Ilouemy >xe "meuans Mmos cBeria"? IloromMy YTO BOCHOMMHAHHS XOpOILIErO0 MU IUIOXOTO
BO3HUKAIOT Y AH/IpIOCa, KOTJa €ro JYIIEBHBIM KPU3HC Y)KE IIEPEKUT.

Oxpacky 1100010 BOCHOMHUHAHUS OINPEAEISET TO, IOYEMY U AJI 4ero s BCIoMuHarw. Tak, eciau
4eJI0BEK BCIIOMUHAET, CHIA y Ipoba apyra, TO BCE OyJeT BCIOMHMHATBCA Y€Pe3 IOCTUTLIYIO €ro
yTpaTy, uepe3 cMepTh. M nporuisie pagocTH BCIOMHSTCS C KaKOH-TO IeMsLIei 00JIbIo.

AHJpIOC K€, HAaIPOTUB, BCHOMHUHAET BCIO UCTOPUIO (BCE COOBITHUS IBECHI!) yKe MOCIIE BCTPEUH C
JTMPEKTPUCOM, KOTJa OH TMOHSUIL, "uTO BCE-Taku OHA BepTUTCs!", uTo nake B "BoOse" MedTa BhICEKIIA
YyBCTBO. A 3HaUUT, CTOMJIO )KUTb U MEYTaTh!

W BOT 3TO omIylICHUE HE MEUYTHI KaK BOJIIICOHOW MAJIOUKH, @ MEUYTHl Kak BEPbl B JI00PO, Kak
O00pbOBI 3a JOOPO — BOT YTO BBIHOCHT AHJIPIOC M3 BCEW McTOpur. BOT Ta mo3umms, ¢ KOTOpOi
AHIPIOC BCTIOMUHAET ce0s1 M BCEX OCTAIBLHBIX T€POEB IMbECHI.

B 3akmrouenue Toit nepBoii 6ecenpl CyaMMOB T€3UCHO MOBTOPUII TO, UTO MPEACTaBIISIIOCh 0CO00
BaYKHBIM JUIs HayaJla pereTULuil:

«Cnocob cywecmsosanusi. llenoe 3Tol mbeChl COOMPAETCS U3 OCKOJIKOB, U3 IIMHU30/I0B, BPOAC ObI
HE CBSI3aHHBIX JIPYT ¢ ApyroM. CMBICI MbEChl BOBHUKAET U3 ITUX OCKOJIKOB ITyTEM MX CPaBHEHUS U
corocTaByieHUs. Tak ke U BCIKUI 00pa3 JOHKEH COCTABISIThCS M3 OCKOJKOB. B Kax oM amu3ojie —
OJIHAa IIOCTUraeMas 4epra nepcoHaxka. I yx eciau s OTKpbIBAalO, YTO B KAKOW-TO CUTyalUHU s BEI
cest KaK 310§ MAMOT, TO s OTKPbIBaI0, 4To — kak 3JIOM MIUOT!!! Heobxomuma o1Ha, HO OYEHb
BBIMTyKJIasl YepTa MEPCOHAXKA B KAXKIOM 3nu301¢e. Y Habop 3THX 4epT B KOHIIE CHEKTAKIS B CYMMeE
Jact o0pa3 KaKIoro JAeHCTBYIOLIETO JIHIIA.

JKaup 3TON TBECHI — coOMpaTenbHBIA. PasHble smu30abl — pasHble JkaHpbl. W apama, u
IICUXOJIOTMYECKUN TeaTp, U Oanarad, 1 Yexos, u MerepiuHK. [ 1aBHbIN 3aKOH 1J1s CYIIECTBOBAHUS
B 3TOM paboTe: He mpaBaonoaoodue, a npasaa. CMech IPUEMOB, CIIOCOOOB CYIIECTBOBAHUS, )KaHPOB,
CTUJIEN — HE DKIIEKTHKA, & CTWJIb JAHHOTO CIIEKTAKIIS.

Jeuoicenue ibechl. OT CKa309HBIX IETCKUX BOCIIOMHUHAHHH, CTEPTHIX B cepe MpaBaonoaoous u
COXpPaHUBIIUX JIMIIb JOMUHHUPYIOIINI 4yBCTBEHHBIH MPU3HAK, 0 OoJjiee KU3HETOAOOHBIX, KOTIa
Amnzproc, B3pociesi, paccraercs ¢ AeTCKUMHU (anTazusimu. B Hauwane — Qantracmaropuueckas
CKa3Ka, B KOHIIE — 110 YexXoBy (a He BooOIIe peanusm!).

Oonoepemennocms  CyIIECTBOBaHMS B  pasHbIX okaHpax! AHAPIOC-KIOYH Ha (oHe
NICHXOJIOTHYECKOro Tearpa Memkyre W mambl. Ecim Mbl, cMemmBas >kaHpbl, OyaeM "TpemuTs"
CTECHSSICh — TOrjga OyJeT SKIEKTHKa. BCsSKuii XyJO)KECTBEHHBIM IPUEM HAJI0 YTBEPXKIaTh
HaXaJIbHO!»

[TepBas Gecena pexuccepa CynuMoBa ¢ aKTEPCKOM TPYIIIOH, B KOTOPYIO TETEepPh MPEBPATHIIUCH
CTYJEHTEI, YBIEKJIA BCEX.
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«bpeick, kocTsBas, 6psick!» C. lllansTsanca. Criekrakias MacTepckoid M. B. Cymumosa. JITUTMuK. 1984 rox.
dunkenpmted — 0. Criunpia

W navanuce penerunuu. Mactep 0co00 OJUEpKHYI JBOWCTBEHHYIO MX 3a7ady. Bo-mepBbix, B
pe3yabTare Hajo ObLIO XOPOIIO CHITpaTh CIEKTaKib, T. €. OCBOUTH poid. HO CTyneHTHI AOJKHBI
ObUIN MTOCTAaBUTH TIepesl COO0I M BTOPYIO, HOBYIO JUISL CE0sl 1EJIb: B KAUECTBE PEKUCCEPOB U3YUHTH,
KaK [EPECTPOUTh CBOM OPraHM3M, YTOOBI CHITPATh 110 3aKOHAM 3TOW MBECHI M ATOTO JKaHPA.

I[HSI Haydajia CyJII/IMOB NpeaAJIONKWI CTYACHTAM CaMOCTOSATCIIBHO MMOATOTOBUTL HCPBBIC 31IM30/1bI
IbCCHI.

IlepBbie mpo6bI. [lepBEic MPEIBSIBICHNUS CAMOCTOSATEIBHBIX MPOO — HECKOJIBKHUX MEPBBIX CIICH —
ObuIM, KaKk MHE TOMHHTCS, YXacHbl. J[aBHO dYeTBepTas ayauTOpus, TAC MPOXOAWIH 3aHATHS
PEXKHCCEPCKON MacTepCKoi, He BHUAENA CTOIbKO KpUBIsHHS. CTyIeHTBI, OCBOOOJIMBIIUCH OT
OBITOBOM JIOTUKH, Ka3aJI0Ch, OCBOOOMIIMCH M OT CMBICHIA, M OT KPUTepUEB BKyca. [Ipuruximnme, Mol
CHUJICJIM TOCJIE MOKa3a, He TOHUMAasi IPUYMH MPOU30IIESAIIETo MpoBaa.

Ho CynumoB oTHeccst ko BceMy nokazaHHOMY cronuecku: «Iloka mosyuaercs mano. Ho He
MOJIy4yaeTcsi 1Mo Tmosie3HoMy cueTy. [lepBblil 3axo01 nan IuioXue pe3yibTaTbl, U UHAaue M OBbITh HE
Moryo. Iloatomy kpurepuil 00CyxaeHHus — HE "MOJIyYUIIOCh — HE MOJIYYWIOCH", a "Ha BEPHOM Jin
9TO HampasiieHUH". M BaXXKHO HE TepATh Kypak OT IEpPBIX HEYyAad.

51 mpusbIBas Bac pacKoBaHHO (haHTA3MPOBAThH, TpeHaTbcs. Bbl M pacKoBaIMCh, HO TOCTUTIH
NpsAMO TMPOTHUBOIMOJIOKHOIO pe3ysibTaTa. Benb packoBaHHOCTh — 3TO cpeacTBO. LyTiauBbIN,
TPEIUIMBBIM TOH JOJDKEH IIOMOYb PACKPBITh CYMmb, CMbiCA. Tpen He NOJDKEH 3aCiIOHATh CMBICIH.
A cerojHs st HU B OTHOM MOMEHTE HE MOHSJI, YTO K€ npoucxooum. He MOHAI, HA YTO TOIHKHO OBITH
HaNpaBJICHO MO BHUMaHUE. UTo npoucxooum ¢ AHAPIOCOM B KaXKJIOM CLHEHHYECKOM 3MH30/I€ — BOT
TOT BOIIPOC, Ha KOTOPBIA MBI JIOJDKHBI OTBEYATh B KaXI0M MPpooOe, B KaKIOM KyCOUKe IEHCTBHUSI.

Huaue BCs PaCKOBaHHOCTB, BECh TPCII — JICCTHUIA, KOTOpas HUKyda HC BCICT.
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«bpeick, kocTisBas, 6psick!» C. lllansTsanca. Criekrakias Mactepckoid M. B. Cymumosa. JITUTMuK. 1984 rox.
Koposa — JI. Jlensnosa, Jlupextpuca mkonsl — A. McronaTtos

He uTto mpoucxomut 600buye, a 4To NPOUCXOTUT ¢ AHOprocom!

Hamra 3agaua — 6eckOHEYHO pa3pabaThiBaTh 30HY OLEHOK. JTO caMo€ TPYAHOE B CLICHUYECKOM
uckyccTse. U IiItoHpTe 10Ka Ha TEMIIO-pUTMBI U Iipodee! Benb Bech MyTh NbEChl — MMyTh IO3HAHUS
Anpproca. Ceifuac — IpoIyCK IVIaBHOT'O — OLIGHKH, 0€3 KOTOPBIX HEJIb3s BBICTPOUTH HUYEro. Benp
XOpOIllasi UTpa aKTepa — 3TO Urpa C MHTEPECHBIMH OLEHKaMH. B 3TOi e mbece moapoOHOCTh U
pasMepbl OLICHKH COCTaBIIAIOT CrokeT. CTOoIKHOBEHHE AHJIPIOCA ¢ HOBBIM, IIO3HAHUE €ro (TO €CThb
olLleHKa!) ¥ U3MEHEHMS B 1yllle AHAPIOCA — BOT CIOXKET IbECHI».

Penerunum.

[lonroma peneTHHMK TPOXOMWJIM OTHIOAL He Oe3o00sauyno. JlexnmapupoBaHHBIA CHOCOO
CYILLECTBOBAHMSI «B BOCIIOMHHAHUSX IJIABHOT'O T'epoOs», TO, Ka3aJI0Ch, BO3HUKAJ Ha PENETULUAX, TO
YCKOIB3aJl OT HcnoaHurtenel. TpynHee Bcero gaBaics Coco0 CyIEeCTBOBAHUS caMoro AHJIproca.
Crasio §CHO, 4TO, BCIIOMMHAsi, OH MIPAaeT HE CTOJIBKO C MapTHEpaMU IO CLEHE, CKOJIBKO CO
3pUTEIBHBIM 3a7I0M. VIMEHHO 3aJ1 — ero riaBHbIi naptHep! HeoOxoanMo ObUIO BBINTH M3 MPSIMOTO
OOIIEHUSI ¢ MEPCOHAXaMHU BOCIIOMHHAHUM, M3 KOMHUPOBAaHUS OBITOBBIX MH3AHCIICH, KaKUM OHHU
ObUIM TOTZA, KOT/Ia 3TH COOBITUSI MPOMCXOAMIN peanbHo. Ho 9acTto, HECMOTps Ha BCE YCHIIUS
MIE/1aroroB, CTYACHTHI B OTJENBHBIX CIIEHAX CKATHIBAINCH K OBITOBOMY MBIIUICHUIO, TEPSUIU
1apag0KCalbHOCTh, IPUCYLIYIO IIPOLIECCY BOCIIOMUHAHUI.

Bot cuena, rae ManbuMIIKH HE3yUTCKU OTKPBIBAIOT AHJPIOCY IJ1a3a HA pOMaH €ro oTma ¢
VUUTETBHUIICH MeEIIKyTe: «3Ty TpaBKy HE JIOHIaJb Kakas-HUOYIh MpuMsuia!l A eciu XOodellb
3HaTh...» «Ceituac AHAPIOC OCKUT U, pealbHO 3a/IbIXasch, OapabaHUT B ABEph JoMa Memikyre, —
koMMeHTupoBan CynuMoB OAHY M3 Ipo0. — A HaJO0 BCIIOMHUTb, Kak OH 3TO Jejaji, He jAeas
ceituac. Pacckazats 00 3Tom 3putento. Ho kak? Tornma uMm aBurai THEB U HEHABHCTh, ceifyac, Mpu
BOCIIOMHHAHUU O CBOEM OecrapJOHHOM BMEIIATENIbCTBE, €My CThIIHO. Kak MeHseT 3To Baiie
CLEHUYECKOE TTOBEACHUE?

B ompeneneHHblii MOMEHT Ha S3TOT M TOAOOHBIE €My BONPOCHI OTBETWJIM PEHNETULUU C
A. C. lIBenepckum. MHe ye JOBOAWIOCH MUCATh, YTO TPUAUATHIETHUI ONBIT COTPYJHUYECTBA
M. B. CynumoBa ¢ negaroroM akTepckoOro MacTepCTBa BCEX €ro LIECTH PEKUCCEPCKUX HaOOpOB
TpeOyeT CBOETO OTNIENBbHOTO H3y4deHus. be3yCclloBHO, OHM BIaJIENId CEKPETOM, KaK «yUUTh BABOEMY.
Amnatonuii CaMOisIoBHY OBUT Y4aCTHUKOM paboThI Hall crieKTakieM «bpbIch, KOCTIIsABasA, OpbICh!» ¢
NEPBBIX PEMETHIHH, M B KAaKOH-TO MOMEHT €My, aKTepy C OOOCTPEHHBIM YYyBCTBOM (DOPMHI,
y/1aJOCh CBOMMH IOKa3aMHU Ha PENETHIMAX OpPOCUTHh B MEPEHACHIIICHHBIH YK€ PacTBOP HAIIETO
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Marts — I'. Hunenko, Oter; — A. Becenos

3HaHUA JKHU3HH HepCOHa)Keﬁ INbCCbl TO IMOCJICIHCC 3CPHBIIIKO, KOTOPOC U MPHUBLIO K
KpucTallin3allui aKTCPCKOT O crrocoba CYHICCTBOBAaHMA.

CynuMOB TyT K€ OTMETHJ 3TO, BBICOKO OLIEHUB YCHJIUS, CJEJIaHHbIE M IE€JaroroM, M
cryaeHtamu. W cpasy MoaHsUT MIaHKy TpeOOBAHMN — BO3POCHIME 3a MOJITOJa PEeNeTHLUN YMEHUS
aKTepoB JaBaju K ToMmy ocHoBanus. Ilocine mporona CynuMoB Tak c(hOpPMYJIHPOBa OCHOBHBIE
pOOIEMBI, CTOSIIUE TIEPE UCTIOTHUTEIAMH (TE3HUCHI 3TOMH Oece/Ibl COXPAHWINCH B MAIIMHONIMCHON
pyxonucu camoro Mapa BinagumupoBrya, 1o3ToMy NpuBOAUM UX 0€3 U3MEHEHUN):

«Yro emié He BBIXOIUT?

[Tepoe. Aunpeii [A. MakcumoB — ucnomHuTenb poau Anjapioca. — C. Y.] KopeHHBIM 00pazoM
IIEPECTPOUIT  npupody CLEHUUYecKoro cymecrsoBanus. Ceiluac To, 4YTO BCs IIbeca, BCE
IIPOUCXOJSAIIEE — OCNOMUHAHUSA, @ HE cefYac MPOTEKAIOUINI 110 3aKOHaM OBITOBOTO TeaTpa KyCOK
KHU3HH, CTajo OeccrnopHbIM. HO MBI TOBOpWIM O meHOeHyuo3Hocmu, a 3HAYUT HCKAKEHHOCTU
BOCIIOMHMHAHUH. JleHCTByIOIME JMIa 3Ty HCKAKEHHOCTh WUIparoT, a AHJIped e€ HHUKaKk He
KOMMEHTHUPYET CBOUM OTHOILEHUEM, OLEHKOM, U T. A. TyT oueHb BakHa IPUPOJA €0 CBSI3U CO
3pUTENIEM KaK NIapTHEPOM B ATOM Ipoliecce BOCIIOMUHAHUM. [loka KOHTAKT cO 3pUTENbHBIM 3aJ10M
e He PEelIeH W He MUTaeT BHYTpeHHUH MoHonor AHzapes. TyT ke o0s3aHa ObITH Takas Kak Obl
"KosbLieBas" CBA3b — BHYTPEHHUI MOHOJIOT MOJATAJKUBAET K OOIICHUIO CO 3pUTENeM. A oOIieHue
CO 3pUTEJIEM BO3BpallaeT AHJIpPIOca B CUEHUYECKHE B3aUMOOTHOILIEHUS, U JAEHCTBHE YKE B UHOM
KayecTBe, C MHBIM HOBBIM MMITyJIbcOM JeicTBHs. Hamo "obcyxnats ceda" co 3purenem. Bee-taku
Amnzproc Beb 0oJiee BCETO BCIIOMHHAET cebs1 B T€X WM MHBIX CBA3SIX, 00CTOSATENbCTBaX. M BOT 3TO
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Annproc — A. MakcumoB, @unkenpiteit — FO. Cinbia

obcydHcoeHue cebs Co 3pUTEIIEM €CTh, BEPOSATHO, TJIABHOE COAEP)KAaHUE €0 CUIOMHUHYTHOH JKU3HU-
BOCIIOMUHAHUSI.

Bropoe. Celiuac Amnartonuit CamoiioBU4 mpujal BCeEMY JIEHCTBY OCTpYl, IOpOM
napazokcaibHyo (opmy. M 3T0 O4eHb XOpOIIO, BHE 3aBUCHMOCTH OT TOTO, YTO B HBIHEIIHUX
peIIeHHsIX eCTh U OYEHb SIPKUE YJauu, U OTAeIbHbIe Henonaganus u coou. Ho takas sipkas ¢popma,
€CIIM OHA JINIICHA MOAJIUHHBIX YYBCTB, INIyOOuaiiiiell HCKPEHHOCTH M MOUIMHHOCTH HANOJTHEHUS,
IpeBpalaeTcst B 0anaral, B M300pa)K€HUE U CTAHOBUTCS HEJIOIYCTUMOM JIOXKBIO U BpaHbeM. Bor,
CKa)keM, CLIEHa, e yuuTenbHuIa MellkyTe BUCUT Ha Liee y oTua. Benb na camom nene B KU3HW,
KOTOPYIO BCIIOMHMHAeT AHJIPIOC, TaKOil MH3aHCLUEHBI HE ObLIO M ObITh He Morno. Ho oHm —
MemikyTe u OTel — TaK owaneau OT JIOOBH, YTO npouzsoounu na Anopioca makoe gnevamieHue.
3HAauuT, B 3TOM JAMKOW M HENpaBaONOJ00HON MM3aHCIIEHE HaJ0 WrpaTh CaMbleé YTO HU Ha €CTh
NoOUHHbIE CTPACTH, T. €. CYLIECTBOBATh [10 3aKOHAM IICUXO0JIOrn4ecKoro tearpa. Mnu, Hao6opoT: B
CLIEHE KOHIepTa ceiiuac u Memkyre, U OTEL MPOHU3UPYIOT HaJ CBOMMM YyBCTBAMHU M HaJ
yTpupoBaHHO# hopmoii. [Tomydaercs: 1ypHOBKYCHOE TIpEACTaBICHHUE.

A Benp uTo BeriomuHaeTcst AHaprocy? Benp B To BpeMs AHAPIOC €lle HE 3Hajl U HE IOHUMAJl,
YTO 3TO — pOoMaH MAIbl C yIUTENKOH. OH TOJIBKO 3aIllOMHUII, KAK OHU KEMaHWINCh, KaK CTECHSIINC,
HO YK TaK-TO OHa pacXBaJIMBajla €ro, a OH TaK-TO YK pacIIapKUBAJCs IMEepel HEeW, YTO MOMUIYH
6or. Benp 310 emie 3apoowcdenue poMaHa, CKpbITast ero craaus. Beap yTpupoBaTh, mapoanpoBars,
MCKaXaTh MBI JOJDKHBI JIMIIB TO, 4TO ObUIO Ha camoM jene. Byap 3To mpu3HaK MOBEACHUS,
CKPBIBAEMOI'0 MJIM BBIPAXEHHOI'O YyBCTBA U T. I. Ceiuac B 3TOM CLIEHE BO3HUKAET CAMOLEIbHOE
KpUBJISTHUE, a HE TUIIepOOIN3UpOBaHHAs TPaB/a.

3HayuT, BO BCEX YTPUPOBAHHBIX CLEHaX O00s3aTeNbHO, BO-IIEPBBIX, YTPUPOBATbH,
runepOoIU3upPOBaATh JIUIIb TO, YTO OBUIO B CKPBHITOI WIIM SIBHOH CYTH BO BCIIOMHUHAEMOM COOBITHH;
BO-BTOPBIX, HAMIOJIHATH OCTPYIO NapaoKCATbHYIO (OPMY nOOAUHHBIMU CTPACTIMHU M YyBCTBAMH.
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Tpetbe. AHIPIOC BCIOMUHAET TEHACHIIMO3HO U UCKAKEHHO TOTO MJIM MHOTO YEJIOBEKa, TOT WU
uHOU (akT. BecmomuHaer 1o Tak, TO 3Tak. KTO B 0IHOM BOCIIOMHHAHUHU KaXKETCS YK TAKUM-TO
CKBEPHBIM, BPEIHBIM, B IPYTOM IOKAKETCS COBCEM B MHOM KadecTBe. HO OYeHb Ba)KHO aKTEPCKU
HE YIyCKaTb nepcnexkmugy. Hajno 4YeTKo oIpenenuTb, 4TO JOJDKHO OCTaTrbecs ‘B ocaike”
3pUTEIBCKOTO BocTpusThs. CkaxeM, MenKyTe B BOCHOMUHAHMAX MPEICTABIACTCS TO OyATUBON
KOLIKOM, TO TOPBKO CTpaJarollei )KEHIIUHON U T. A. A 4T0 6 cymme? B umocze? C Hell uiu npoTUB
Heé MBI Oyaem B 3Toil mctopumu? YUYTO OHAa 6 umoece JIOMKHA BBI3BaTh — COUYYBCTBHE HIIU
oTBpaileHue, Bo3myiienne? O4eHp BaKHO 3TOTO HE YIYCKaTh BO BCeH pabore. DTO 3HAYMT, YTO B
4eM-TO, B KaKMX-TO "Ipokoiax" s JOJDKEH BCErja YJIaBJIMBATh Ty 3€PHOBYIO CYTh, KOTOpas U
CTaHET MOMM MTOTOBBIM OIIPENEISIONINM OTHOLIEHUEM K 00pasy.

CkaxeM, B ToM, Kak cerogds Anéma [A. Hcnonatos. — C. Y.] ceIrpan JUpEKTPUCY LIKOJIbI, HET
HHUYETo OT TOrO OTKPBITHS, K KOTOPOMY NPUXOJUT Mbeca B PUHAIBHBIX ClieHax. Benp aupexrpuca —
3TO TOT (huocockuii ocenok, Ha KOTOPOM 0oJiee BCETO MPOSBISETCS U MPOBEPSETCS UIESI, CMBICI
HAIIEro CIEKTAKJs U TOrO IMYTH JYIIEBHOI'O B3POCIEHUS, CTAHOBIIEHUS, KOTOPBII ITPOXOIUT B HEM
Amnpproc. Jla, KOHEYHO, B T€X CLIEHAX, KOTOpbIE OBLIM CHITPaHBI CEroAHs, AHAPIOC eulé BUAWUT U
BCIIOMMHAET "MENaroruyeckyro Xuwiy', aHTUIATHUYHYIO eMy 3aHyay d T. A. Ho ana Aneumm
AKTEPCKU CYIIECTBYET 00SI3aHHOCTh KAKMX-TO MYCTh MaJIO 3aMETHBIX "TIPOKOJIOB", HA KOTOPBIX BCE-
TaKHU CIOTKHETCA MOE BOCHPUATUE 3TOU 3aHyaAbl, "kuibl". To ecTh rae-ro, B 3MOPHOHAIBHOM €I
BUJIE, HO YK€ 0€3yCIIOBHO M 0053aTENIbHO CYLIECTBYET TO, U3 YEro POAUTCS CLEHA C alleJIbCHHAMH,
T. €. TO, YTO COCTABIISICT 3€pHO TUPEKTPUCHL. BOT Takas 3a00Ta gomKHA OBITH y Bac MO BCEM BaIllUM
pOJISIM U, ECTECTBEHHO, Y HAC — PEKUCCEPOBY.

Jymaercs, 4To Jaxe Oe3 KOMMEHTapueB BHUAECH YPOBEHb BO3POCHLIEH CII0O)KHOCTH 3ajady,
KoTOphli craBUT CynuMOB mepen ucnojaHutesnsMmu. Ceiuac, Ha MOpPOre BBITYCKAa CIEKTaKis, OH
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aKLEHTUPYET BHUMAHUE HA 3JIEMEHTAaX aKTEPCKOrO CYIIECTBOBAHMS, CMBICIO00pA3yIOUIUX JUIs
cnekrakis. M To, yTo mepen CTylIeHTaMU MOYKHO OBbLIO CTaBUTh TaKWE 3aJauM, XapaKTepU3yeT UX
HECOMHEHHBIN aKTEPCKHUU POCT.

IIpembepa.

Crexrakip pexuccepckoro kypca M. B. Cynumosa «bpeichk, KocTisiBast, OpbICh!» ObLT ChITpaH B
nexabpe 1983 romga u mpoien 3a MoJaroaa, OCTaBIIUXCA J0 KOHIA y4eObl CTY/IEHTOB B UHCTHTYTE,
okoslo nBaxuartu pas. Ilocne 3HameHHTON «3pHMOM HECHU» AKTEPCKO-PEXKUCCEPCKOro Kypca
I'. A. Tocronorosa (1965), xoTopas crajza CBOEro poja MENarorM4eCKUM OTKPBITUEM, KOIZa
yueOHOe YIpaXHEHHUE — 3a4MH 10 MecHe ObLI BO3BBILICH JI0 TMOJHOLEHHOTO CIEKTaKIst, «BphICh...»
Obul, ecnm He OmMOAICh, MEPBBIM CIy4yaeM CTOJb YCHEIIHOW W JIOJITOH JKU3HU KYpCOBOTO
CIIEKTaK/Is pexuccepoB. B uéMm ke mpuumMHa ycrexa CyJIUMOBCKOIO Y4eOHOrO CIIEKTaKisa?
A rnaBHoe, B 4€M €ro BO3ACUCTBHE HAa NPOQPECCHOHAIBHBI POCT CTYAEHTOB-PEKUCCEPOB,
pPENETUPOBABUIMX U UTPABIIUX KypPCOBOM CIIEKTAKIIb?

B nepByro odepesp, TakKe Kak U B TOBCTOHOTOBCKOM CIIEKTaKIIe, — B METOJUYECKOM IOIXO0JIC
CynuMoBa K BBIOOpY MaTepuana A padoThl ¢ Oymymmmu pexuccepamu. [Ibeca-BocrioMuHaHUE
[HanpTsiHECA JaTa YHUKATBHYIO BO3MOXHOCTh CTYJIEHTaM MTPAaTh HE TOJIBKO MO-aKTePCKH, HO U TI0-
pexuccepckd. MHOTOTPYIHBIM TOUCK crmoco0a  CyIIeCTBOBAaHUS B OTOM  HEOOBIYHOM
JpaMaTyprudeckoM MaTepHualie He TOJBKO NMPHBEN K CO3MaHHMI0 MHTEPeCcHOro crekrakis. Crmocob
AKTEPCKOTO CYIICCTBOBAHUS IMIOCTAHOBKH «BPBICH, KOCTIsBasA, OPBICH!», IPUOIIKEHHBINH K CTIOCO0Y
CYLIECTBOBaHMS B MOMEHT PEKUCCEPCKOTO MoKa3a (Urparo umo, a He KakK), I0-0COOO0MY OT3bIBAJICS
B CO3HAHUM CTYJCHTOB-PEKHUCCEPOB, TOTOBAIIUX ce0S K BCTpedye C akTepamu. Benb He Bce
pexuccepsl 001a/1a10T, Kak roBopril CTaHUCIABCKHMA, «aKTEPCKUMH OpraHu3MaMm». Ho BeIOpaHHas
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M. B. CynuMoB cpeu CTyJCHTOB TpeThero Habopa cBoeit mactepckoit. JITUTMuK. Uronp 1982 rona.
Cupar: . Xanmunos, M. B. Cynumos, nenaror no cueandeckoit peun 0. A. Bacunbes, I'. Hunienko.
Crosr: A. Ucnonaros, A. Becenos, A. Makcumos, 0. Cninusin, B. Kpecnio, B. JIeimapes, H. Hukonenko,
C. Yepkacckuii, JI. Jlensnosa, 1. bospunoBa

ApaMaTyprusi U PEKUCCEPCKOE peIIeHUE CHEeKTaK/Isg HEOOblYalfHO aKTHBHO NpoOyXoanu u
pa3BUBAIN CTOJb HEOOXOIMMBIN 6HYmMpeHHULl aKkmepcKull Nomenyual CTyA€HTOB-PEKUCCEPOB BHE
3aBHCUMOCTH OT MX COOCTBEHHO aKTEPCKUX NAaHHBIX. B 3TOM, HaBepHOE, NpUYMHA Ka4eCTBEHHOTO
aKTepCKOTO POCTa B XOJ€ ONHCAHHOH pabOThI 6cex CTYyIEHTOB Kypca. B 3TOM ke, BO3MOXHO,
3aKITI0YAJICSl U CEKPET aHCaMOJIEBOCTH UT'PHI B 3TOM CIEKTaKIIE.

OOparnaer Ha ceOs BHUMaHKE U TakTHKa M. B. CynrMoBa B COBMEIICHUH JIBYX MEarOTHUECKUX
MPOLIECCOB — «PETMETHIMNA C aKTEpaMu» U «OOyUEHHUS PEXKHCCEPOB», €ro YMEHHE MEPeKII0YaTh
CTYJIEHTOB U3 OJHOW UIOCTACH B APYTYIO, YePEAOBAHUE 3aHATUH, TJE CTYACHTHI MPEBPAIIAUCh B
COpPEXHCCEPOB TMOCTAHOBIIMKA, C TEMH, IJI¢ OHU M MHHYTHI HE HMEJIH, YTOOBI BBUIC3TH W3
«aKTepCKoW MKypbl». Pabora Obula OTMEUYEHAa HE TOJBKO KAYECTBEHHO HOBBIM OCO3HAHUEM
aKTEPCKOM TPHUPOJIBI, MPOIICANINM Yepe3 COOCTBEHHYIO TCHXO(PU3UKY OYAYIINX PEKUCCEPOB.
CryneHThl MPUOOPENH OMBIT PA3TUYHBIX TEaTPaTbHBIX MPOPECCH — OHU MOJOUPATH MY3BIKY U
CTaBWJIH CBET, COUYMHSIN KOCTIOMBI M TUIOTHUYATU. B mpenaBepun BeTpeun ¢ npodeccuoHaTbHBEIM
TeaTpoM (CrepBa MpU MOCTAHOBKE OJHOAKTHBIX MBEC, K KOTOPOH CTYIEHTHI MPUCTYIUIN CpPaszy
nociie mpembepbl mbhechl lllanpTsaHUCa, a yepe3 moiroja — MPU MOCTAHOBKE MPEATUIUIOMHBIX U
JUIJIOMHBIX CHEKTAaKJIeH) KOMMIeKCHble 3aJaddl KypCOBOTO CIIEKTAKJsl MO3BOJSUIA CTYyJIEHTaM-
pexmccepaM  MPAKTUYECKH  OCBOUTH  BCE OCHOBHBIC  JTalbl CO3MAHUSA  YENOCMHO20
XY0024CeCMBEHHO20 NPOU3BEOCHUSL.

B mo6oii ydeOHOW mporpaMme JenaeTcsl akIeHT Ha HEoOXOJMMOCTH HPaBCTBEHHOTO
BOCIUTaHus CTylneHToB. Peneruiuu CynuMoBa JeWCTBUTENBHO pa3BuBaiu nyury. Ha onnoit u3
peneTuIii OH MpeUIOKUI pabodee OIpenesieHHe XaHpa MbEChl — «CepACYHBIA CaMOAHATH3.
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W BE HE TOJIBKO repost IbEChl, HO U CTYJIEHTOB Kypca IIyTEM HAKOIUIEHHWs YMEHUH 4yBCTBOBATH
qyXKyro 00i1b: «UTO HCHBITBIBAET AHAPIOC, NPO3pEeBas CLEHY HEJIErKoro IPUMHUPEHHsS] OTLA U
Matepu? CocTpajaHue, COUyBCTBUE, CONEpPEKHUBAaHME. B 3TOM M €cThb 4EIOBEUHOCTh — B ATOMU
yactune "co-"». HpaBcTBenHble ypoku CyiauMoBa BOCIPUHUMAIUCH LIUPE, YEM IMPOCTO pazdop
CLICHBI IIbECHI.

XapakTepHbl ObUTH M 3aMedaHusi Mactepa, cie/laHHbIe T10CJIe TOTO KaK OTHITPaId MpeMbepHBIC
cnekrakiu. llocie 3puTeNnbCKOro ycrexa M BBICOKOM OLEHKM paldoThl MeJaroraMd HHCTUTYTA
CynuMOB HalleNUJI CTYACHTOB Ha psi 10paObOTOK. « MBI JOIDKHBI CIeNaTh UX HE IS SKCIUTyaTaluu
CHEKTaKJIs (MrpaTh CIEKTAaKiIb MOXXHO C YCIIEXOM M Tak), a — i cebs, — Hadanm Map
Bnagumuposud. — Cerogns mpobiemMa OpraHndeckoro IOBEACHUS Ha CIEHe, HaJl KOTOpoil Omiics
CraHucnaBckuii, BO MHOIOM OCBOeHa. Ceiuac 3TOM OpraHMKOM BJIAJICIOT IOYTH BCE BBIILYCKHUKHU
TeaTpallbHbIX MHCTUTYTOB. Celidac mepBoodepe]Has 3ajada TeaTpa — B OTBICKAHUU MOYHOCHIU
ncuxono2uieckux xo0oe. Bor Hajx 3TONH TOYHOCTBIO HAM U NPEJICTOMT HopaboTats. I'poreck, 1o
CraHucnaBCKOMy, 3TO IpEAEIbHOE OOOCTpEHHE BHYTPEHHEH JKU3HU, B pPE3YyIbTaTe€ CBOEM
MpUBOAAIIEEe K 000CTPEHUIO BHEIIHEH (OpMBI. MBI 5ke BO BpeMsl BBIITyCKa CIIEKTAKIIS YaCTO IIIH K
IpOTECKy JHIIb 10 MyTH IMOHMCKa OcTpod ¢opmbl. Ham mpencrout obocTpeHHe BHYTpEHHEH
TICUXOJIOTHYECKOMN CTPYKTYPHI, Ha KOTOPOH AepKHUTCS hopMay.

CynumoB roBopui noJpoOHO, yBJIEKas CTYJIECHTOB HOBBIMH SIPKMMHU 3agadaMu. He Bce U3 HHUX
MOKHO OBIJIO M HY)XHO OBUIO pemiath B pa3Mepax ydeOHOro crekrakis. Ho rojq MHTEHCHUBHOU
PEeNeTUIIMOHHON paboTHl J1aBal BO3MOXHOCTH IO-HOBOMY YCIBIIIATH M OCO3HATh TBOPYECKHE
HanmyTcTBUA MacTepa B NpEABEPUH CaMOCTOSITEILHOTO pekuccepckoro mytu. OnslT «bpeich...»
CTaJl OCHOBOM JUIA PAa3MBIIUICHHMH M CaMOCTOSITEIbHBIX TBOPYECKHMX IIOMCKOB KaXJOro U3
BBIIIYCKHUKOB pexuccepckol mactepckoii M. B. CynuMoBa Ha MNpOTSDKEHUMM HUX Oynyiuein
npoeCCUOHANBHON peXUccepckor Ku3HH. OH TPAKTUYECKU BBICBETWJ ITyTH, CBS3BIBAIOIINE
cucteMy CTaHUCIABCKOTO C HEOBITOBBIMM YKaHPAaM{, pPEaJbHO pPaCIIUPWII IPEICTaBICHUS O
IIPUMEHUMOCTH 3aKOHOB TBOPYECTBA, OTKPBITIX CTaHHUCIABCKUM, K JpaMaTypruy CaMbIX pa3HbIX
ACTETUYECKUX HANpPABICHUH, YB3l METOAMKY pPadOTBl C aKTEPOM C PEKHCCYpOl UTPOBOTO U
SIHUYECKOr0 TeaTpa.

Hagepnoe, 3to um noapasymeBan CynuMmoB, roBOps B CaMOM Hadaje IIyTH, 4TO KYpCOBOM
y4eOHBIM CHEKTaKib, HaX KOTOPbIM OyJeT padoTaTh PpEeXHCCEPCKHN KypC, O00IdHCeH UuMemb
OMHOUleHUe K 3a8MpaiHemMy OHI0 meampa.

2006 /2013/2014°

? Hacrosimas cTaThs IpeICTaBIseT cOOOH aBTOPCKYIO PENAKIIHIO CTaThi «"BphiCh, KOCTIsABAS, GPBICH!" B PEIKHCCEPCKOI
MacTtepckoir M. B. CynumoBa», omyOnukoBaHHOII B: Pexwuccepckas mkoma CymumoBa / ABTOpP-COCTaBHUTEINb
C. [I. Yepkacckwuii. CII6.: U3n-so CIIGI'ATU, 2013. C. 445-464. I1lepBrlii BapuaHT cTaThH ObUI HameuaTaH B COOPHUKE:!
Crexrakib B crieHnueckoit negaroruke: Komnexkrusuas monorpadus CII6.: M3n-so CIIOI'ATH, 2006. C 101-121.
@otorpadun u3 apxuBa M. B. CymumoBa, xpamsuerocst B Cankt IlerepOyprckoif rocyaapcTBEHHOH TeaTpalbHOMN
oubmmoreke ( CII6I' Tb OPuPK, ®. 54)
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Examination of the Actor’s Double-Consciousness Through
Stanislavski’s Conceptualization of ‘Artistic Truth’

Peter Zazzali

In a rather well known anecdote regarding Method acting, Dustin Hoffman and Laurence Olivier
were filming Marathon Man during the 1970s, when the former was away from the set for several
days staying out late and not sleeping for the sake of getting into his role, to which Olivier famously
quipped: “My dear boy, why don’t you try acting.”’ Olivier was of course playfully poking fun at
his younger colleague’s attempt to become the character he was playing through mental and
physical exhaustion, thereby emulating the given circumstances of his part. Though the pedagogy
of what we call Method acting is relatively recent, having been coined by Lee Strasberg during the
1930s, the practice of an actor losing himself in a role for the sake of rendering a believable
performance has existed for centuries. To capture Electra’s “grief and unfeigned lamentation” at
the loss of her brother Orestes, the ancient actor Polus used the ashes of his dead son as a prop. In
the English theatre of the eighteenth century Charles Macklin was reported to have prepared for an
entrance as Shylock by violently shaking a ladder backstage to work up a fury, just as the characters
played by Sarah Siddons so possessed her that it took hours after a performance before she would
return to normalcy.” France’s Michel Baron and Francois-Joseph Talma “entered deeply into the
emotions” of their characters, as did Germany’s Friedrich Schroeder, Italy’s Eleonora Duse, and
America’s Edwin Booth.> Throughout the history of Western acting, performers have vigorously
explored techniques and approaches to enable themselves to convincingly create a character. In
doing so, they have invariably had to grapple with what Denis Diderot refers to as the paradox of
the actor’s double-consciousness, a conceit iterated in a 1787 debate between two of his
contemporaries, the renowned actresses Hyppolite Clairon and Marie-Francoise Dumesnil:

Mlle. Dumesnil: [to Talma] Of course, one must neither play, nor even represent. You are
not to play Achilles, but to create him. You must not represent Montagu [Romeo], you must
be him.

Mlle. Clairon: My dear, you labor under great delusion. In theatrical art all is conventional,
all is fiction.*

This article addresses the actor’s double-consciousness by putting the pedagogy of Constantine
Stanislavski in conversation with psychology and neuroscience. With respect to the latter, I will
rely on the distinguished work of Antonio Damasi, whose theories about the cognitive functions of
the human brain offer valuable insights into the craft of acting, most especially as they apply to the
actor’s conscious and subconscious minds. What do actors experience when they perform? How
do they process stimuli to build a character, and by extension, their performance? What joint roles
do their minds and bodies play in these transactions? These are just a few questions that I will
address in examining the consciousness of actors.

" Dustin Hoffman, interview by James Lipton, Inside the Actors Studio, Bravo,
http://www.youtube.com/watch?v=1M6Kh5AXFOM (accessed 17 July 2013).

? Toby Cole and Helen Krich Chinoy, eds., Actors on Acting: The Theories, Techniques, and Practices of the World’s
Great Actors Told in Their Own Words (New York: Crown, 1970), 141.

> Ibid., 182.

*Ibid., 177.
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Consciousness is a term that has been hard to define throughout history. From Plato’s
theorization of the human soul and Hippocrates’ materialist views of sensory perception to
Cartesian duality and the monistic views of many current philosophers and psychologists alike, our
understanding of what it means to be conscious has remained unresolved since the beginning of
civilization. Perhaps this uncertainty is best demonstrated by the multiple academic disciplines and
professions dedicated to studying it, each with its own range of conflicting theories on the topic.
Consciousness’ interdisciplinarity can be traced from its core fields of philosophy, neuroscience,
physics, and psychology, to more correlative ones such as cognitive science, religion, artificial
intelligence, and of course, the arts and humanities. As William James once said, “its meaning we
know as long as no one asks us to define it.”’

With all due respect to James, I want to nonetheless attempt a definition of consciousness with
the intention of relating it to acting, and would therefore like to reference the Merriam-Webster
Dictionary:

1. a. The quality or state of being aware of something within oneself.
b. The state or fact of being conscious of an external object...

2. The state of being characterized by sensation, emotion, volition, and thought.6

If our working definition of consciousness pertains to any combination of an individual’s
awareness of her emotions, thoughts, sensations, and volition in relationship to an external (or
internal) object, which presumably could be either living or inanimate, tangible or intangible, then
we can start to put consciousness in conversation with acting. I am positing consciousness as a
subjective concept, a move that makes sense in that I am relating it to actors and therefore pushing
against the oppositional view held by many physicists who regard the concept as a strictly “third-
person” entity for scientific observation. After all, actors represent the human condition through
psychophysical action that in turn expresses thoughts, ideas, and emotions towards the artful
construction of a performance. Moreover, consciousness implies something that is inherently
experiential, thereby underscoring its application to performance and the actor’s work. As such, I
would like to propose a working-definition of consciousness as follows:

An individual’s awareness of her emotions, thoughts, sensations, and volition in relationship
to an external (or internal) object, which presumably could be either living or inanimate,
tangible or intangible that is part of an experience—shared or otherwise.

The esteemed neuroscientist Antonio Damasio compares the formation of human behavior to a
symphony orchestra in depicting it as “the result of several biological systems performing
concurrently.” Just as a symphonic composition consists of a plurality of movements involving
many instruments, some of which are constantly heard and others that contribute intermittently, so
human action generates from a complex network of internal and external stimuli.” The actor’s
consciousness is somewhat simpler, at least insofar as it pertains to his craft. An actor builds his
performance through an organization of specifically and artfully chosen stimuli that yield a desired
effect in creating a moment. Whether it is an image, a thought, or a gesture, he composes a score of

* Quoted in Arne Dietrich, Introduction to Consciousness (New York: Palgrave, 2007), 20.

® Merriam-Webster Online Dictionary and Thesaurus, http://www.merriam-webster.com/dictionary/consciousness
(accessed 17 July 2013).

" Antonio Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness (New York:
Harcourt, 1999), 87.
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stimuli that constitute and define his performance. The theatre scholar Rhonda Blair refers to this
process as “blending and compression,” insofar as an actor’s chosen stimuli are the “tools” that
“integrate” his performance “to create something new.”® Relying heavily on cognitive science,
Blair argues that an actor is in “constant negotiation” of his conscious mind for the purpose of
triggering his “sensory-motor mechanisms and [his] experience of being a body, much of which is
unconscious.”

Theorizing the actor’s subconscious can best be attributed to Stanislavski, whose signature text,
An Actor Prepares, equates subconscious playing with an inspired state of creativity. Claiming that
his system is “directed to put our subconscious to work and...not to interfere with it once it is in
action,” Stanislavski claims the actor’s conscious mind enables him to access his ‘“creative
subconscious.”'’ The process therefore consists of making and organizing choices (selecting
stimuli) to build a performance that is rendered subconsciously. For example, an actor chooses
character objectives of varying sizes and significance all of which are willed by psychophysical
action. Stanislavski provides Othello as a case study to make this point. In citing Act 3 scene 3,
when lago arouses Othello’s jealousy in suggesting Desdemona is having an affair with Cassio,
Stanislavski claims that the actor playing the titular character undergoes a series of psychophysical
changes that are defined by the character’s objectives. At the scene’s outset Othello is content and
at peace, insofar as he has successfully fled Venice with Desdemona and is happily in command of
the Venetian army in Cyprus. His nagging father-in-law, Brabantio, who outright opposed his
betrothal to Desdemona along racial grounds, is long gone as is the bigoted and political
environment of Venice. His devotion to his wife, “the ideal among women,” is what Stanislavski
terms Othello’s super-objective, the pursuit of which is determined by everything he says and does:
his through-line of action. Though these given circumstances define the beginning of the scene for
Othello, Tago immediately challenges his state of contentedness. He arouses Othello’s jealousy,
which results in the formulation of numerous “immediate objectives,” such as finding out the
veracity of lago’s claims, a goal that propels Othello henceforward until he is convinced that
Desdemona has been unfaithful. The pursuit of these objectives is fortified by what Stanislavski
calls psychophysical action—or tactics—that are active verbs consuming the actor’s instrument and
causing “the work of nature and the subconscious [to] take place.”"!

These actions prompt the emotional expressivity that the actor playing Othello attempts to create.
Jealousy, rage, and self-doubt are just a few of the feelings that constitute Othello’s experience
during this scene, yet Stanislavski asserts that an actor can only achieve a credible rendering of
emotion through his actions, a conceit upheld by cognitive science and psychology. Stanislavski’s
Method of Physical Action, for example, can be traced to the James-Lange theory of the nineteenth
century, which locates physical stimuli as the source of human emotion. William James and Carl
Lange argue that an object is observed by the brain’s cortex before causing a physical response that
in turn elicits human emotion. The classic example they provide is a person who sees a bear is
inclined to run and simultaneously experiences fear. It is the act of running in conjunction with the
recognition of the bear that causes the emotional response. Damasio provides a more contemporary
view of the same psychophysical paradigm: “Specific emotions often succeed stimuli or actions that
seemingly motivates them in the subject, as judged from the perspective of the observer.”'? Thus,
the Stanislavskian actor spends his time during rehearsals selecting actions that generate the needed
emotional response to create the character. In doing so, he relies on his conscious mind to give rise
to his subconscious.

¥ Rhonda Blair, “Cognitive Science and Performance,” TDR 53, no. 4 (Winter 2009): 93-103.
9 .
Ibid., 96.
10 Stanislavski, An Actor’s Work, trans. Jean Benedetti (New York: Routledge, 2008), 329; also Constantin Stanislavski,
An Actor’s Handbook, trans. Elizabeth Reynolds Hapgood (New York: Theatre Arts Books, 1963), 135.
1 Stanislavski, An Actor’s Work, 332-37.
2 Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness, 93.
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Creating what Stanislavski terms a “sense of belief” in a character’s given circumstances and the
actions within them is a function of the actor’s imagination. The goal is for the actor to immerse
himself in the role, an experience in which his consciousness fluctuates between the life of the
character and his own self-awareness. Stanislavski’s system is devised to achieve subconscious
playing, with the actor arriving at “an unwavering belief in what is happening” in accordance with
the performance.” In more pedestrian terms, such an occurrence is often referred to as “staying in
character.” The actor’s imagination is an essential resource in that he must take a fictional
circumstance and render it truthfully for an audience, a feat that is contingent on the integration of
internal and external objects serving as psychophysical stimuli, all of which are endowed by his
imagination. Whether it is a character’s thought, something drawn from the actor’s memory, a
response to a fellow actor, a prop or set piece, the production’s mise-en-scene, or a psychophysical
action, the actor’s performance consists of numerous objects that stimulate him into an altered
consciousness arrived at through his imagination, which, to borrow from Stanislavski’s colleague
Vladimir Nemirovich-Danchenko, will “lift the imagination of the spectator...to all that is called

poetry.”M

As Nemirovich-Danchenko implies, the actor’s use of his imagination is not a schizophrenic
experience, but an artful one that is intended to serve the spectator. When Stanislavski refers to an
actor’s sense of belief, he is not advocating a literal transformation into another person’s
psychophysical reality, but calling for an illusion of truth. “The art of representation demands
perfection if it is to remain art,” he declares in differentiating performance from reality."> This is a
crucial distinction when considering the actor’s double-consciousness in that despite common
misconceptions of his system by notable American teachers (e.g., Lee Strasberg) of the so-called
Method, as Sharon Marie Carnicke and others argue, Stanislavski’s system avails the actor “the
nearly simultaneous perspectives [of] being on stage (or in front of a camera) and being within the
role.”'® His use of what he famously terms the “Magic If” can then be understood as one of his
many techniques to free the actor’s imagination into a state of inspired play towards creating the
semblance of a realistic experience. Formulated as a kind of thought experiment, the Magic If
challenges the actor to imagine “if” he were the character to consider how he might respond to its
given circumstances. The Magic If functions as a departure point for finding a character through
imaginative play; it is not a “hallucination,” according to Stanislavski, but a technique in which
“[the actor] does not forget that he is surrounded by stage scenery and props.”!’ In its most basic
form, the Magic If opens the actor to stimuli that jar his subconscious into creating an illusion of
reality, which is after all the purpose of the craft.

The neurological function of the process of “making believe” relies on an actor’s use of what
Damasio terms the extended consciousness. Building on the accumulation of knowledge and
experience through the course of one’s life, a person’s extended consciousness works as a
miraculous hard drive of learned information from which one can complete tasks. Extended
consciousness ultimately defines who we are in that the actions of our daily lives, the decisions that
we make in choosing them, what we think, and how we behave are all products of our past
conjoined with our hopes for the future. What Damasio calls our core consciousness, on the other
hand, refers to how our brains process information at any given moment by responding to a
stimulus and formulating it as knowledge through our sensory perception; contrarily, extended
consciousness applies this process to the course of a lifetime. As such, it functions as a warehouse

13 Stanislavski, An Actor’s Work, 327.

' Quoted in Actors on Acting, 498.

15 Stanislavski, An Actor’s Work, 26.

'°Sharon Marie Carnicke, “Stanislavsky’s System: Pathways for the Actor,” in Twentieth Century Actor Training, ed.
Alison Hodge (New York: Routledge, 2000), 18; also Sharon Marie Carnicke, Stanislavsky in Focus: An Acting Master
for the Twenty-First Century 2™ ed. (New York: Routledge, 2009).

17Stanislavski, An Actor’s Handbook, 94.
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of memories and images that according to Damasio give us “the sense of our autobiographical
self.”'®

Our extended consciousness provides the capacity to personally identify with others, a key
attribute in the work of actors. It is our life experience—our memories—that makes us keenly
aware of others and our sociocultural environment. Extended consciousness is therefore a powerful
tool for any actor attempting to explore a character. For example, when Daniel Day Lewis refers to
his recent screen portrayal of Lincoln by admitting, “I never felt that depth of love for another
human being that I never met,”'” he is relying on his ability to empathize with the character, which
is a function of his extended consciousness. Like many actors, he did considerable homework on
the role that in the case of playing an historical figure included biographical research, all of which
was intended to enable him to find the character from within himself. Of course Lewis was not
really becoming another person, but creating the illusion of Lincoln. Though on-camera acting
generally requires a more verisimilitudinous portrayal than performing in a theatre, it still is the
stuff of make-believe. Lewis employed his imagination to construct the belief that he had become
America’s sixteenth president, a feat that was apparently enhanced by the film’s director, Steven
Spielberg, who took pains to refer to his lead actor as “Mr. President” while on the set. In fact,
Lewis’ Method approach to the role was such that he evidently struggled to let go of Lincoln, as he
confessed to Lesley Stahl in an interview for 60 Minutes that he “wished he [the character] would
stay with [him] forever.”*

A common misconception of Stanislavski’s system is that he wanted an actor to get lost in a role.
Perhaps this misunderstanding can be attributed to the ways in which his work was first introduced
and disseminated in the US through the teachings of Lee Strasberg and other proponents of the
Method. Strasberg is most responsible for employing what Stanislavski refers to as affective
memory, a technique used to fulfill the emotional requirements of a given moment by instructing
the actor to focus on an image or object from his past to substitute for the character’s feelings.
Adapting this technique from the psychology of Théodule Ribot, Stanislavski recommends affective
memory as one of numerous tools an actor can use to meet the emotional demands of a part.”!
Nonetheless, he distinguishes between using one’s personal experience to explore a role and being
outright delusional. Despite the connection that an actor like Lewis may have to his character, he is
always conscious—on some level—that he is acting. Stanislavski is adamant about this point in
contending that one should “act from [his] own personality” and “never run away from [himself].”*
Relying on the experiential content of his extended consciousness, the actor therefore brings
himself to meet the demands of a part. As such, his consciousness may be somewhat altered, yet he
must never lose sight of the fact that he is performing, no matter what the medium or dramatic style,
or else he “loses communication with [himself],” and most crucially, his audience.

To avail himself to the stimuli that shape his performance, the Stanislaskian actor must reach a
heightened state of relaxation and focus. In the case of the former, Stanislavski recognizes the
importance of an actor being physically relaxed for the purpose of being responsive to his
consciously selected stimuli: a physical action; a line of spoken text; a thought or an image. The
significance to Stanislavski of the actor’s physical training has been often overlooked, at least
insofar as it applies to American interpretations of his system. Indeed, the second installment of his
trilogy, Building a Character, is dedicated to the development of the actor’s instrument, thereby
underscoring the psychophysical monism of his pedagogy: “You cannot convey the subtlety of
Chopin’s music on a trombone and you cannot express delicate unconscious feelings with crude

'8 Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness, 198.
' Daniel Day Lewis, interview by Lesley Stahl, 60 Minutes, CBS, 14 November 2012.
20 71
Ibid.
21 Carnicke, Stanislavsky in Focus, 149.
2 Stanislavski, An Actor’s Work, 209.
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parts of our physical apparatus.”® Through Yoga and other exercises from Eastern performance
traditions, Stanislavski embraces the joint function of the mind and body in expressing emotion.
His approach is applicable to how cognitive scientists explain the practice of meditation in that it
allows a participant to effectively edit the input of stimuli through a state of relaxation. Such a
state, however, does not induce detachment from one’s surroundings, but on the contrary, invites
heightened awareness and focus so as to “master the art of attention” in “sustaining any content in
[one’s] consciousness.””*

In attempting to achieve this heightened state of concentration,* Stanislavski began to explore
Hatha Yoga as early as 1906 while working on the role of Astrov in a production of Uncle Vanya.*®
Shortly thereafter, his Moscow Art Theatre colleague, Leopold Antonovich Sulerzhitsky,
introduced him to meditative techniques that would later become the basis for Stanislavski’s holistic
approach to an actor’s expressivity.”’ Sulerzhitsky conducted workshops as part of the Moscow
Art Theatre’s First Studio during the 1910s, where skills such as concentration and the transference
of energy were practiced and developed.”® Stanislavski identifies this energy as prana, a Hindu
term referring to “all pervading” forces in nature that humans can harness and distribute “to bring
about desired results.”” He increased his understanding of prana by studying the Hatha techniques
of Yogi Ramacharaka to merge theory with practice towards accessing the mind-body-spiritual
continuum that encompasses his system.’’ Indeed, Stanislavsky’s “circle of attention” paradigm
can be attributed to his reading of Ramacharaka. Stanislavski describes the interaction of actors
with their stage partners as an “emitting of rays” that constitute the giving and receiving of
concentrated energy. In a state of relaxed centeredness, the Stanislavskian actor focuses on an
internal object—such as an image or a thought—that initiates the volition for an action to be
transmitted upon an external object, which most often is a fellow player. Thus, the actor connects
to consciously constructed stimuli to direct his actions to another player who in turn reciprocates,
and so the two jointly render repeatable performances grounded in the portrayal of human truth.
This process is effectively explained by one of Stanislavski’s students, the Slavic actress Vera
Soloviova (1895-1986):

> Ibid., 352.

2 Dietrich, Introduction to Consciousness, 268.

 Scholars of Stanislavski have often distinguished between the terms “concentration” and “attention,” both arrived at
from the Russian, vnimanie, which Hapgood translates as “Concentration of Attention.” For the sake of expository
clarity, I am using these two synonymous terms interchangeably. Bella Merlin offers an informative analysis of these
terms, as well as others comprising the Stanislavki lexicon, in her article “ “Where’s the Spirit Gone?” The Complexities
of Translation and the Nuances of Terminology in An Actor’s Work and An Actor’s Work,” Stanislavski Studies 1
(February 2012): 3-4.

% Sergei Tcherkasski, “Fundamentals of the Stanislavski System and Yoga Philosophy and Practice,” Stanislavski
Studies 1 (February 2012): 4.

" Mel Gordon, The Stanislavsky Technique: Russia (New York: Applause, 1987), 31.

*¥ For more on Stanislavski’s teachings on the exchange of energy between actors, see R. Andrew White, “Radiation
and the Transmission of Energy: From Stanislavsky to Michael Chekhov,” Performance and Spirituality, No. 1 (2009).
* Yogi Ramacharaka, Hatha Yoga: The Yogi Philosophy of Physical Wellbeing (L.N. Fowler and Company): 89, 95.
**For a comprehensive examination of Stanislavski’s use of Yoga, see Sergei Tcherkasski, “Fundamentals of the
Stanislavski System and Yoga Philosophy and Practice, Part 2,” Stanislavski Studies 2; also Tcherkasski,
“Fundamentals of the Stanislavski System and Yoga Philosophy and Practice (Part 1),” Stamislavski Studies 1;
Carnicke, Stanislavsky in Focus, 167-84; also R. Andrew White, “Stanislavsky and Ramacharaka: The Influence of
Yoga and Turn-Of-The-Century Occultism on the System,” Theatre Survey 47.1 (May 2006): 73-92.
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We worked a great deal on concentration. It was called ‘To get into the circle.” We imagined
a circle around us and sent ‘prana’ rays of communication into the space to each other.... This
exercise involved no words, but we gave whatever we had inside us. And you have to have
something inside you to give; if you do not, that is where ‘dead forms’ come from.’'

Referring to this exchange of energy as communion, Stanislavski describes its significance to the
spectator:

When the audience sees two or more characters exchanging their thoughts and feelings, it
becomes involved in their words and actions involuntarily...and is caught up in other people’s
experiences.””

And it is indeed “experiencing” the character’s situation that is essential to his system. In
reacting against the hackneyed melodrama of nineteenth century European theatre, Stanislavski
wanted to find a way to depict human behavior onstage, a goal contingent upon an actor’s truthful
and personal attachment to his character. His work allows us to distinguish between an actor who
convincingly “becomes” the character from one offering a falsified and shallow “indication” of it.
Thus, Yoga and meditative techniques such as controlled breathing, stretching, and concentration
exercises train the Stanislavskian actor to generate psychophysical action as part of a performance
that is rich in the conveyance of human truth. Though never becoming unaware that he is
performing, the Stanislavkian actor is able to experience his character’s thought process, physical
life, and emotional makeup. He does not merely suggest the character, but conjures the illusion of
becoming it, as defined by the play’s given circumstances. The system therefore enables the actor
to live in a creative state that is as active as it is immediate for each performance, thereby
establishing a presence that affects an audience.

This presence is marked by a heightened awareness that the actor possesses of himself and his
surroundings, which is the manifestation of his conscious mind unlocking his subconscious. The
conscious realm consists of specifically selected attachments that release the actor into a free and
expressive state causing him to experience the psychophysical actions that constitute his
performance. Contrary to many US interpretations of his teachings, Stanislavski insisted that acting
was an “artifice” in which a “sense of belief” was sought to create the “illusion” of human truth as a
theatrical or cinematic convention.”> It is therefore the application of the system’s numerous
techniques (e.g., “Magic If,” Given Circumstances, Active Analysis, etc.) in the context of the
actor’s imagination that generates an illusion of truth, which is distinct from replicating the
pedestrian nature of everyday life. These techniques are the very tools of a system that is organized
by a conscious manifestation of subconscious playing towards transcending the ordinariness of
verisimilitude. Some scholars of Stanislavski have gone so far as to depict the culmination of his
work as “spiritual,” “soulful,” and “otherworldly.”** Though these assertions seem contrary to the
practical rationale for his system, they speak to the fact that it not intended to be a reductive
emulation of human behavior, but rather, a means for accessing the necessary subconscious state for

3! paul Gray, “The Reality of Doing: Interviews with Vera Soloviova, Stella Adler, and Sanford Meisner,” in
Stanislavski and America, ed. Erica Munk (New York: Hill and Wang, 1964), 211.

32 Stanislavski, An Actors Work, 232.

%3 Stanislavski, An Actor’s Handbook, 41.

** See Rose Whyman, The Stanislavsky System of Acting: Legacy and Influence in Modern Performance (Cambridge:
Cambridge University Press, 2008), 38-103; Patrick C. Carriere, “Reading for the Soul in Stanislavski’s The Work of
the Actor on Him/Herself: Orthodox Mysticism, Mainstream Occultism, Psychology and the System in the Russian
Age” (PhD. diss., University of Kansas, 2010); and Charles Marowitz, The Other Chekhov: A Biography of Michael
Chekhov, the Legendary Actor, Director, and Theorist (New York: Applause, 2004), 270.
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experiencing a role, and by extension, serving both the play and its audience. As such, the actor
“blends and compresses” stimuli into forming a creative score that gives rise to his character.” It is
a decidedly integrated process. Whether it is an action, a thought, or an image, the actor supplies
his role with attachments to elicit the needed expressivity for filling a moment, the sum of which is
derived from his psychophysical warehouse of source material: his extended consciousness. To
borrow from Antonio Damasio, his “body-minded brain” will cause him to “participate in the
process” of perceiving and responding to stimuli.*® Thus, the actor uses his past—his warehouse of
personal experiences—to create and connect to artfully selected stimuli that constitute his
performance and serve as the impetus for arousing his creative state.

Undoubtedly, the actor will shift between his conscious and subconscious levels of awareness
while negotiating this process throughout his performance, which is, after all, what makes acting
simultaneously appealing and maddening. Relying on techniques derived from Yoga and other
Eastern performance traditions, the Stanislavskian actor can maximize his presence by developing
his relaxation and concentration skills. Moreover, the system offers an array of strategies ranging
from the Magic If to the Method of Physical Actions to unlock an actor’s imagination towards
experiencing his role. As such, actors employ their extended consciousness to facilitate their
exploration and discovery of a character, thereby leading me to conclude where I began: referencing
Laurence Olivier. Describing acting as “the art of persuasion,” Olivier explains how he uses his
vast repertoire of personal memory to “persuade himself,” and by extension, “the audience” into
believing his portrayal of a given character:

You have got to find in the actor a man who will not be too proud to scavenge the tiniest little
bit of human circumstance; observe it, find it, use it...I have frequently observed things, and
thank God, if I have not got a very good memory for anything else, I’ve got a memory for
little details. I’ve had things in the back of my mind for as long as eighteen years before I've
used them.”’

While Olivier was anything but a devotee of Stanislavski’s teachings, his conjuration of a
character involves accessing his memory in a manner that is strikingly similar to how the latter
addresses the actor’s use of the past.

As you progress you will learn more and more ways in which to stimulate your subconscious
selves, and to draw them into your creative process.... Do not be a cold observer of another
human life, but let your study raise your own creative temperature. After prolonged
penetrating observation and study, an actor acquires excellent creative material.*®

Stanislavski builds on this assertion by striking a chiastic chord in stating, “truth cannot be
separated from belief, nor belief from truth,” thereby underscoring the significance of the actor
using whatever means necessary to generate the stimuli to access the creative state he seeks. For
Olivier, finding truth onstage or before the camera was achieved by such stimuli—both external and
internal—that fed his imagination and unlocked the inspired performances for which he was
renowned. One example was his portrayal of Macbeth at Stratford-upon-Avon in 1954, when he
overcame his mediocre rendering of “Shakespeare’s monster” some seventeen years earlier to give

** Blair, “Cognitive Science and Performance,” 93-103.

3¢ Antonio Damasio, Descarte’s Error: Emotion, Reason, and the Human Brain (New York: Putnam, 1994), 225.

*7 Laurence Olivier, interview with Kenneth Tynan, quoted in “Shakespeare and Laurence Olivier,” World Theatre 16.1
(1967): 70.

38 Stanislavski, An Actor’s Handbook, 26-7.
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what Terrence Rattigan described as “the definitive Macbeth.”® As such, Olivier credits his “life
experience” as the thing that caused the role “to fall round [him] like a cloak.”* His earlier
Macbeth at the Old Vic, however, is self-described as “unsuccessful” and having left a good deal to
be desired on the part of the audience, which raises a curious reassurance for those of us who are
actors or acting teachers.*’ Given his reputation as one of the finest actors of the twentieth century,
we can take confidence in that even the great ones vacillate between their conscious and
subconscious states when performing. As Stanislavski states, “One cannot create
subconsciously.... Therefore our art teaches us first to create consciously and truly because that will
best prepare the way for the blossoming of the subconscious, which is inspiration.”** Our
responsibility as actors and trainers should then perhaps be to arrive at a craft where we very
consciously and artfully construct stimuli that yield the creative state in search of such sublimity.

%% Laurence Olivier, Confessions of an Actor: An Autobiography (New York: Simon and Schuster, 1982), 200.
40 y1.:
Ibid.
' Ibid., 104-05.
42 Stanislavski, An Actor’s Handbook, 149.
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HUccaenoBanue 1BONCTBEHHOI0 CO3HAHMS aKTepa
MOCPEeACTBOM KOHIENTYAJIN3UPOBAHHOM CTaHUCIABCKUM
HJIeH «CHEeHNYeCKOH MpaBabl»

IMurep 3a33aan

B noBonbpHO u3BecTHOM aHeka0Te 00 urpe mo Meroay pacckassiBaetcs, kak B 1970-e rr. lactun
Xopdman u Jloypenc OnuBbe cHuManuch B ¢puibme «Mapadonery. Korna Xohdman Heckonbko
JHEW OTCYTCTBOBAJ HA ChEMOYHOI IJIONIAIKe — MHOTO paboTaj U He CIajl HOYaMH, YTOOBI BXKHUTHCS
B poib, — ONMBBE CAPKACTHUECKM 3aMeTHI: «MOH MaibuuK, a WrpaTh BBl HE MPOGOBATH?Y '
OnuBbe, KOHEYHO K€, MOJIIYYMBAl HaJ MJIAIIIMM KOJUIETOW, MBITABIIUMCS MEPEBOIUIOTUTHCS B

CBOETO TMEpCOHa)ka IyTeM YMCTBEHHOTO M (H3MUYECKOT0 HCTOUICHHS — HMEHHO B 3TOM
3aKJIIOYAINCh MpeAIaraeMble 0OCTOATENILCTBA POIU. XOTs MPENOoJaBaHUe TOr0, YTO Mbl HAa3bIBAEM
aKTepckol wurpol mo MeToxy, BO3HUKIO CpaBHUTEIBHO HedaBHO — ero B 1930-e 1r.

chopmymnuposan Jlu CrpacOepr, — mpakTHKa, KOT/la aKTep YMUPAET B IMEPCOHAKE, YTOOBI CO3/1aTh
yOeautenbHbIi 00pa3, cymiecTBoBaja BekamH. UYTOOBI mepenaTb «rope W HEMoIIeNbHOe
CTpaJaHue» OJIEKTpbl, KOTOPOE OHa HCHBITHIBAET, 1oTepsaAB Opata Opecra, apeBHuil aktep Ilon
HCIIONIB30BaJl B KAadyeCTBE PEKBU3MTA IIENE]l CBOEro ymepuiero cbiHa. [lo cBuaerenscTBaMm
COBPEMEHHUKOB, Iiepen mnosisieHueM B poau Illeinoka anrmumiickuii akrep XVIII Bexka Yapnis3
MaknuH CBHpeNno TpsC JIECTHUILy 3a KyJlIucaMH, 4ToObl mpuiitu B sipocth, a Capa CumaoHc
HAaCTOJIbKO B)KMBAJachb B pPOJIb, YTO IIOCJIE CHEKTAKJIA €M NPUXOIMUIIOCH TPATUTh II0 HECKOJBKY
4acoB, 4YTOObI BEPHYTHCS B HOPMAJIbHOE COCTOSIHHE 2, O®panny3el Mumens bapon u ®pancya-
XKozed Tanbma «riryOOKO MOTPYKATUCH B SIMOLIMMY» CBOMX MEPCOHAKEH, YTO MOKHO TaK)KE CKa3aTh
o uemue Opuapuxe Ilpenepe, nrampsake Dneoxope Jyse m amepukanie Dxsuxe Byte . Ha
IIPOTSDKEHUM BCEHM HCTOPUM 3aIlaHOTO TEaTpa, aKTepbl AKTHMBHO MWCIOJIb30BAIIA Pa3JINYHBIC
METOJIMKH M TOJXOJIbI, TIO3BOJISIBIITUE UM CO3/IaBaTh YOCIUTENbHBINA 00pa3. B aTom mporecce um
Hen30€XXHO MPUXOAWIOCH CTalKUBaTbcss C TeMm, urto JleHn J[luapo Ha3piBal mapagokcoM
JIBOMCTBEHHOI'O0 aKTEPCKOTO co3HaHus; B 1787 T. 3TO mpuUYyMJIMBOE€ CPAaBHEHHE HEOJHOKPATHO
BO3HUKAJIO B CIOpE MEXIy JBYMsS COBpeMEHHUIaMH (uinocoda, 3HAMEHUTHIMH aKTPHUCAMU
Nnnonuroit Knepon u Mapu-®pancya3s [toMEHUIIb:

«Manemyazenb Jlromenunb: [k Tanpma] KoHeuno ke, akTep He AOKEH HU UTpPaTh, HU
MpeIcTaBiIsaTh. BaM crnemyeT He wuepams AXwiia, a co3dams €ro. Bbl JOKHBI HE
npedcmasnsms MoHTeKkU [Romeo], BbI JOMKHBI Obimb UM.

Manemyaszens Krnepon: Most nmoporas, Bbl TIyOOKO 3a0iyxkmaerech. B TearpaibHOM
HCKYCCTBE BCE YCIIOBHO, BCE BHIMBICED .

B nanHOM cTatbe MBI pacCMaTpUBAacM ABOMCTBEHHOE CO3HAHUE AKTEPA, IIOMeIas nenaroruky K.
C. CraHuCIIaBCKOTO B KOHTEKCT IICUXOJIOTUU U HeHpoOuonornu. YTo Kacaercs mocieaneH, 1 Oymay
ONMUpaThCsi Ha PabOThl BHIHOTO YydeHOro AHTOHMO Jlamacwo, 4YbM TEOPHH, MOCBSIICHHbIC

" Dustin Hoffman, interview by James Lipton, Inside the Actors Studio, Bravo,
http://www.youtube.com/watch?v=1M6Kh5AXFOM (accessed 17 July 2013).

? Toby Cole and Helen Krich Chinoy, eds., Actors on Acting: The Theories, Techniques, and Practices of the World’s
Great Actors Told in Their Own Words (New York: Crown, 1970), 141.

> Ibid., 182.

*Ibid., 177.
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KOTHUTHBHBIM (bYHKL[I/IHM YCJIOBCYCCKOro Mo3ra, npearator HaM IIO-HOBOMY B3TJIAHYTH Ha
aKTEPCKOE MacTepCTBO, B 0OCOOCHHOCTH MPUMEHHUTEIBHO K CO3HAHUIO M ITOJICO3HAHUIO akTepa. Uto
UCTIBITHIBAIOT aKTEPhI BO BpeMs criekTakisi? Kak OHU pearupyroT Ha CTUMYJIBI B IIPOLIECCE CO3aHMUs
o0pa3a u, B 0ojiee IMUPOKOM CMBICIIE, B Tpolecce ucnonHeHus poin? Kakyro oluiyto pois Telno u
pasyM B 3THX JCHCTBHSX? DTO JIMIIb HECKOJILKO BOIPOCOB, K KOTOPBIM 51 OOpallyCh, UCCIEIYs
CO3HAaHHE aKTEPOB.

Co3HaHMe — TEPMUH, C OTPEACICHUEM KOTOPOT0 BO3ZHUKAIH MTPOOJIEMBI B TEUCHHE BCEH HCTOPUHU
ero cymectBoBanus. Ot ywenus Ilmatoma o pgymie, yepe3 MaTepHAIMCTUYECKUE B3TIISIBI
['unmokpaTta Ha YyBCTBEHHOE BOCIPHATHE M BIUIOTH JI0 KapTE3MAaHCKOTo Jyalu3Ma U
MOHHUCTHYECKUX B3TJISI0B MHOTHX COBPEMEHHBIX (PUI0cOo(OB M IMCUXOJIOTOB, HAIIEe MOHMMAHUE
TOrO, 4YTO €CTh CO3HAHHE, OCTABAJIOCh HEPELIEHHOM Mpo0jeMoi ¢ Hadajga IMBUIM3ALUH.
Bo3M0OHO, 3Ta HEyBEepEHHOCTH Jy4IlE BCErO MPOSBHIACH BO MHOTHX HAYYHBIX IUCIMIUIMHAX U
npogeccusax, NOCBALICHHBIX M3YYEHUIO 3TOM TeMbl, IPUYEM B KaKIOW TUCIMIUIMHE BBl HaWzeTe
LENbIA psAZl NPOTUBOPEYAIX IPYT IPYry Teopwid. MEeXIUCHUIUIMHAPHOCTh CO3HAHHS MOXHO
MPOCIICANTh OT TAaKUX KIIFOUEBBIX JUIsI HETO obnacTeil, Kak ¢unocodus, HelpoOHoaorus, Gusnka u
MICUXOJIOTHS, 10 Ooyiee KOPPENSATUBHBIX, TAKUX KaK KOTHUTUBUCTHKA, PEJIUTHS, WCKYCCTBEHHBIN
MHTEJUIEKT M, KOHEYHO €, UCKYCCTBO M r'yMaHUTapHbIe Hayku. Kak omHax/bl 3aMeTHI YWIbIM
Jxeiimc: «3HaueHHe 3TOTO W3BECTHO HAaM JI0 TeX IMOp, MOKa KTO-HUOYIh HE MOMPOCUT €ro
OIIPEIEIUTEY .

IIpu Bcem yBaxkeHunm Kk JIKerdMCy, s BCE K€ XO4y IIOIBITaTbCA AaThb CO3HAHUIO TaKoe
OIIpe/IeJIEHUE, YTOObI OHO MMEJIO OTHOIIEHHE K aKTEPCKOMY MacTEpCTBY, B CBSI3U C UEM JIOJDKEH
cocnaThCs Ha ciaoBaps Meppuam-Bebcerep:

«1 a: CocrosiHHE, KOT'/1a YeJIOBEK OCO3HAET ceOsl.
b: CocTosiHuE, KOT/1a YeJIOBEK CO3HACT HAJIMYKME BHEIIIHETO OOBEKTA. ..

2: COCTOSIHHE, XapaKTepPH3yeMOe OLLYIICHHEM, YMOICH, KeIaHHEM H MBICIBIO» °.

Ecnmu name pabouee ompenesieHHE CO3HAHUS OTHOCUTCS K COYETAHUIO WHIMBHYaJbHOTO
OCO3HaHHUSl AMOLIMH, MBICIEH, YYBCTB M MKEJIAHWN KacaTeJbHO BHEIIHEro (WJIM BHYTPEHHEIO)
00BEKTa, KOTOPBIH MPEINOI0KUTEIBHO MOXKET OBITh KUBBIM WM HEOAYIIEBICHHBIM, OCSI3aEMbIM
WIM HEOCSI3a€MbIM, Mbl MOKEM IOMNbBITAThCSI HAJaJUTh KOHTAKT MEKIY CO3HAHHUEM U AKTEPCKUM
MacTepCcTBOM. Sl TOBOPIO O CO3HAHUHM KaK O CyOBEKTUBHOU HJee, Bellb peub HIET 00 aKTepCKOM
MacTepCcTBe; TakKuM 00pa3oM, S MOJEMH3HPYIO C TOYKOH 3peHus, NPUCYIIeH MHOTUM (HU3HKaM,
paccMaTpUBAIOUIMM 3Ty HACK Kak Cyry0o aOCTparupoBaHHYIO CYHIHOCTb, CTaHOBSLIYIOCS
O00BEKTOM HAy4yHOTO HaONoJAeHHuA. Bce-Takum akTepbl MPEICTAaBISIOT YEIOBEUECKYIO IKH3Hb
MOCPENICTBOM TCUXO(U3NIECKOTO JIEHCTBUSA, KOTOPOE, B CBOIO OUYEPElb, BBIPAKACT MBICIH, HIEH U
SMOLIMY, HANpaBJICHHbIE HAa CO3/laHUE XYJI0’)KECTBEHHOI'O Ipou3BeAcHUs. boiiee TOro, cozHaHue
NpearoiaraeT HEYTO IO TPUPOAE CBOCH amnupuueckoe, TakuM 00pa3oM, MOTUYEPKUBAS €ro
NPUMEHEHHE B OTHOUICHWU CIHEKTaKis M paboThl akrepa. B JaHHOM KOHTEKCTE sI ObI XOTen
IIPEJIOKUTH CleAylollee pabouee ONpeneIeHe CO3ZHAHU:

Oco3Hanue uHOUBUOYYMOM CBOUX SMOIIMH, MBICIICH, YyBCTB U JKEJIaHUH B OTHOIICHUH
BHEIIHETO (MM BHYTPEHHEro) OOBEKTa, KOTOPBIH, BEPOSTHO, MOXKET OBbITh >KUBBIM WU

* Quoted in Arne Dietrich, Introduction to Consciousness (New York: Palgrave, 2007), 20.
® Merriam-Webster Online Dictionary and Thesaurus, http://www.merriam-webster.com/dictionary/consciousness
(accessed 17 July 2013).
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HEOAYILUEBICHHBIM, OCSA3a€MbIM WM HEOCA3aEMBbIM, 4YTO SBIACTCA 4YacTblO onvima —
pa3eIeHHOT0 C APYTUMH WIH HET.

YBaxaemblli HelipoOuonor AHTOHHO J[lamacwo cpaBHUBaeT (HOPMHUPOBAHHE UYEIOBEUECKOTO
MOBEJCHUS C JIEATENbHOCTHIO CHUM(OHUYECKOTO OpKECTpa, M300paxkas ero Kak «pe3ysbTar
JNCHCTBUSL HECKOJBKUX OHOJOTUYECKUX CHUCTEM, (DYHKIMOHHPYIOMIMX MapauienbHo». [lomobHo
TOMY, KaKk CUM(OHHYECKAss KOMITO3UIUSI COCTOMT M3 MHOXKECTBA JBM)KCHUMN, BOBJICKAIOIIMX PSIJI
WHCTPYMEHTOB (MPUYEM HEKOTOPbI€ M3 HUX CIBIIIHBI MOCTOSHHO, a JIPyrue 3BydYaT BpeMsl OT
BpPEMEHHM), JICUCTBUS YEIIOBEKA (POPMUPYIOTCS CIIOKHON CEThI0O BHYTPEHHUX W BHEIIHUX CTUMYIIOB
7. Co3HaHue aKTepa B 4EM-TO IPOILE, BO BCIKOM CIIy4ae, B €ro aclekTe, CBS3aHHOM ¢ MACTEpPCTBOM
akTepa. AKTepcKasi UTpa BOSHHKAET HA OCHOBE OPTaHM3AIMH CICIHAIBLHO U UCKYCHO OTOOpaHHBIX
CTUMYJIOB, JTOOMBAIOIIMXCS HYXHOTO 3(dekTa B onpeaencHHbId MOMEHT. byab To 00pa3, MbICTh
WIH JKECT, akTep CO3MaeT MapTUTYPy CTUMYJIOB, (HOPMHUPYIOIIUX U OMNPEACISIOMUX €ro
ucnojiHeHue. TearpanbHblid UccaeaoBaTenb Ponaa bidp onpenenser 3ToT npouecc KaKk «CIUsSHUE U
cKaTue» — B TOM Cllydae, €ClU BBIOPAHHBIMH aKTEPOM CTHMYJIAMH SIBIISIOTCS «HHCTPYMEHTBDY,
CIOCOBCTBYIOIIME TOMY, YTOOBI B XOJE CIIEKTAKIS «CO3[aBajoCh YTO-TO HOBOE»' . OIHpasch Ha
KOTHUTUBHYIO HayKy, Bidp yTBepKIaeT: akTep «IOCTOSHHO BEIET IEPEroBOpPbD» CO CBOUM
CO3HAHHWEM, YTOOBI TPUBECTH B JICHCTBUE CBOM «CEHCOMOTOPHBIC MEXAaHU3MbI M [CBOM]| OIBIT
HAXOX/ICHHS B TeJIe, GOMBIIAs YACTh KOTOPOTO — BECCO3HATENBHA .

Teoperusanuss akTepcKOro IOACO3HAHUA MPOXOAUT MO BeAoMcTBY CTaHHUCIIaBCKOro, 4Yei
XpecToMaTuiHbIN TeKCT «PaboTta akrepa Haj co00i» MPUPABHUBAET MOJICO3HATENIbHYIO aKTEPCKYIO
Urpy K BIOXHOBEHHOMY TBOPUECKOMY CaMOUyBCTBUIO. Y TBEpK/asl, UTO €r0 CUCTEMa «HaIlpaBJICHa
Ha TO, YTOOBI MOATOJKHYTh K paboTe Halle MOJCO3HAHWE H... HE BMEIIUBATHCA, KOTZA OHO
pabotaer», CTaHHCIABCKHI 3asBISET, YTO CO3HAHHME aKTEPa MO3BOJISIET €MY TOJIYYHTh JOCTYI K €T0
«TBOPYECKOMY TOJCO3HAHMIO» . TakuM 06pasoM, IPOILECC COCTOMUT u3 (OPMHPOBAHUS K
OpraHu3ani BapuaHToB (oTOOpa CTUMYJOB), Onarojapst KOTOPBIM pPOJb HCIIOJHSAETCS
MOCPEJICTBOM TMOJcOo3HaHusl. Hampumep, akrep oTOupaeT 3agayd JUIsl CBOETO IIEPCOHAXA,
pasnuYHbIe 10 MacmTady M 3HAUYEHUIO, K KOTOPBIM YCTPEMJICHO INCHUXO(U3NYECKOe JEHCTBHE.
Csoro mozurmio CtaHucnaBckuil o0bsicHseT Ha npumepe «Otemtoy. ObOpamasich K TpeTbell cueHe
U3 TpeThero akra, rae Aro Oyaut B OTensno peBHOCTb, Ipeanosaras, 4ro y Jle3geMoHbl CBs3b C
Kaccno, CranucnaBckuil yTBEpXAA€T, YTO AKTEP, UTPAIOIIMIA IJIABHYIO POJb, NIPETEPIEBACT P
NCUXO(PHU3MUECKUX W3MEHEHHH, ONpenesieMbIX 3ajjauaMi mepcoHaxka. B Hauvane cuensl Otemio
JIOBOJICH M CIIOKOEH: OH COBEpIIWJ yJayHbli noder u3 Benenuu Bmecte ¢ Jle3neMoOHOM U Tenepb
YCIIEUTHO BO3IJIABIISIET BeHEIMaHCKyIo apmuto Ha Kumpe. Ero Bopunuselii Tects bpabanimo, pe3ko
BBICTyINaBImMii mpotuB Opaka Otemno ¢ Jle3AeMOHONM MO TPUYMHE PACOBBIX MPEAPACCYIKOB,
ocTajcsl BAaJId, PaBHO KaK U BCE MOJIMTU3HMPOBAHHOE U PACUCTCKM HACTPOEHHOE BEHELMAHCKOE
obmectBo. Mmenno mnpenanHocts OTemnio KeHe, «uaeany cCpead >KeHIuH», CTaHHCIaBCKUi
0003HAaYaeT Kak «CBEpX3aJauyy», NpPEecIeJOBAaHUE KOTOPOH ONpeAensieT BCE CKa3aHHOE U
COBEPILIAEMOE TePOEM: €ro CKBO3HYIO JMHUIO JEHCTBUA. XOTS 3TH IMpejiaraeéMbie 00CTOSTEIbCTBA
ONpeAesAloT Havaino wLeHbl it Otemwio, Sro MrHOBEHHO BBIBOJAUT €ro M3 COCTOSIHUS
ynoBierBopeHHOCTH. OH B030ykaaer B OTEIO PeBHOCTh, UYTO BIIEYET 32 COO0O0W (OPMYIHPOBKY
LIEJIOr0 psifia «HENOCPEACTBEHHBIX 3aJau» — HallpUMep, HEOOXOAUMOCTbh HAaWTU IOATBEP)KIECHUE
cioBaM fro; sTa 3ajaya Tak CUIbHO HpuUTAruBaeT OTEO, YTO OH, B KOHIE KOHIIOB, HAUMHAET
BepUTb B HeBepHOCTh JlesgemoHbl. llpecienoBanue STUX 3a7ad MNOAKPEIUIEHO TEM, 4TO

7 Antonio Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness (New York:
Harcourt, 1999), 87.
¥ Rhonda Blair, “Cognitive Science and Performance,” TDR 53, no. 4 (Winter 2009): 93-103.
9 .

Ibid., 96.
10 Stanislavski, An Actor’s Work, trans. Jean Benedetti (New York: Routledge, 2008), 329; also Constantin Stanislavski,
An Actor’s Handbook, trans. Elizabeth Reynolds Hapgood (New York: Theatre Arts Books, 1963), 135.
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CraHHMCIaBCKUI Ha3bIBAeT NMCUXO(PU3UYECKUM JCUCTBUEM — WM TAaKTHKOW, — W BBIPAXKACTCS B
rjaroyiiax JCWCTBUS, KOTOPBIE IyCKAIOT B XOJ AaKTEPCKUH MEXaHW3M U MOOYXKIaroT «paboTy
TIPUPOJIBI ¥ ITOJICO3HAHMS JHCTBOBATE» '

Takue nefcTBHUA CrIOCOOCTBYIOT BOSHHMKHOBEHHIO AMOIIMOHAIBHONW BBIPA3UTEIBHOCTH, KOTOPOM
nobuBaercst akrep, urpatonmii Ortemo. PeBHOCTh, SpOCTh M COMHEHHSI B caMOM cebe — JIHIIb
HEKOTOpPBIE U3 YyBCTB, UCIIBIThIBaEMbIX OTEII0 B 3T0M cuieHe, 1 CTaHUCIIaBCKUI YBEPEH, UTO aKTep
MOXET JOOWTbCS YOEAWTENbHOW Tepeqadyd 5SMOIUN TOJNBKO TOCPEICTBOM JCHCTBHS, 4YTO
MOJIKPEIUICHO KOTHUTMBHCTUKOM W mcuxojoruei. K mpumepy, meron ¢u3udeckux aeicTBUN
CTaHHCIIaBCKOTO MOXHO TmpocieauTs K Teopun JIxeitmca-Jlanre, BoszHukmet B XIX Beke,
COTJIACHO KOTOPOH (PM3NYECKHE CTUMYJIIBI SBISIOTCS UCTOYHUKOM YEJIOBEUECKOW IMOIUH. Y HIIbsIM
Jlxeitmc u Kapn Jlanre yTBep»KIaroT, 4TO Ha OOBEKT pearupyer Kopa rOJIOBHOTO MO3ra, Mpex/ie
4YeM IOBJIeYb 332 CO00W (M3NYECKUH OTKIHUK, a TOT, B CBOIO OUYE€pPE/b, BHI3BIBAET UYEIOBEUYECKYIO
sMouuto. JlxeiMmc m JlaHre npuBOAAT CIEAYIOIIMM KIACCHYECKUM IpUMEp: YBHUIEB MEIBENs,
YeJIOBEK XOYEeT IyCTUTHCS B OETCTBO M OJJHOBPEMEHHO HCIIBITHIBAET cTpax. IMEHHO akT Oercra B
COYETaHUM C TEM, YTO YEJIOBEK YBMJEN MEIBEs, BbI3BIBACT dMOLMOHAIBHBIMN OTKIHMK. J[amacuo
naet Oojee COBPEMEHHBIH B3MUIAJ Ha 3Ty K€ NCUXOo(pH3MUecKyro mapaaurmy: «Te wnm uHble
SMOLMHU 4YacTO CIEAYKT 3a CTUMYJaMHU MWW JEHCTBUAMM, KOTOpBIE, IO-BHIMMOMY, HX
MOTHBHPYIOT; TaK 3TO NPEJACTACT C TOUKH 3peHHs Habmromarens» . ClefoBaTelIbHO, aKTep,
pabotaromuii mo Metoxy CTaHHCIAaBCKOTO, BO BpeMsl PEIETULIMN OTOMpPAET JACHCTBUS, CIIOCOOHBIC
CIIPOBOIUPOBATH AMOIIMOHAIBHBIA OTKJIMK, HEOOXOIUMBIN I co3nanus oopasa. [locTynas Takum
00pa3om, OH ONHpaeTCs Ha CBOE CO3HAHME, YTOOBI MPOOYAUTH MOACO3HAHHE.

Coznanne Toro, yto CraHUCIIaBCKMII 0003HA4YaeT Kak «4yBCTBO BEpBD» B IpEJlaracMbIX
OOCTOSITENILCTBAX MEPCOHAXA, M JCHCTBUH B OTHUX OOCTOATENbCTBAX SIBISCTCS (PYHKUIUEH
BooOpakeHus1 akrTepa. Llenp akrepa — MOrpy3uThesl B POib, ITO OIBIT, B KOTOPOM €r0 CO3HaHUE
HEepeTeKaeT MeXIy JKU3HbIO TIIEpCOHaka U €ero CcoOCTBEHHBIM co3HaHueM. Cucrema
CraHuCcIaBCKOrO 3ajJyMaHa JUIsl TOTO, YTOOBI JOCTHYb IIOJCO3HATEIBHOM HWIPBI, YTOOBI aKTep
OGHIICS «HE3BIOIEMOM Bephl B IPOMCXO/AMIEE» B PAMKAX CIIEKTAKIA . B Goee IpH3eMICHHBIX
TEPMMHAX, B TAKOM CUTyal[Ml OOBIYHO FOBOPST, UTO AKTEP «BXKUIICA B poiib». BooOpaxeHue akTepa
— HeoOXOAMMBIM pecypc, IIOMOTraroIlMii €My B34Tb IPEAJaraeMoe OOCTOSTENbCTBO U
MPaBIONOA00HO COOOMIMTHE O HEM IyOJMKEe, a 3TOT aKkT TpeOyeT HMHTerpalud BHYTPEHHHX U
BHEIIHUX OOBEKTOB, BHICTYMAIONUIMX B POJIM MCHUXO(PHU3MUECKUX CTHUMYJIOB, KXKIBIH M3 KOTOPBIX
MOJIIUTHIBACTCS BOOOpakeHHEM. ByJb TO MBICIb NEpCOHa)ka WIIM HEYTO, B3SITOE U3 €ro MaMsTH,
peakiys Ha TMapTHEpa, PEKBU3UT WIM (parMeHT [eKOpaluH, MH3AHCIEHA CIEKTaKIs WIN
NCUXO(HU3HUECKOE JCUCTBUE, Urpa aKTepa B CIEKTaKJIe MPEANoyiaraeéT MHOXXECTBO OOBEKTOB,
[IOMOTAIOIIMX €My BOWTH B COCTOSSHUE HM3MEHEHHOI'O CO3HAHMS, OCTHUIAEMOE IIOCPEICTBOM
BOOOpaXkeHus1, a 3T0, 1o cioBaM kosulern CranuciaBckoro HemupoBnya-J[aHYEHKO, «BO3HOCHUT
BOOOPAKEHHE 3PUTEINS K TOMY, YTO HA3BIBACTCS [O3UCHY ' .

[To muenuto HemmpoBuya-/laHueHKO, KOTJa akTep HCIOJIb3YeT BOOOpa)keHHE, STOT OIBIT HE
«mM30(ppEeHUYECKUIT», a TBOPUECKUH, HANpPABICHHBIM Ha TO, YTOOBI CIYXHUThb 3puTento. Korma
CraHHCIaBCKUI yIIOMHHAET YyBCTBO IPaBJbl aKTEpa, pedb HJET HE O mepexoje (B OyKBaIbHOM
CMBICIIE) B NMCUXO(PU3NYECKYIO0 PEaTbHOCTh JPYroro 4eloBeKa, a O TOM, KaK BbI3BaTh MJUIIO3HIO
npaBbl. «VCKycCTBO mpejacTaBieHus] TpeOyeT COBEpIICHCTBA, YTOOBI OCTaBaThCs MCKYCCTBOM», —
00bsiBasier CTAHMCIABCKUI, OTHENsSs IEHCTBHE CIEKTAKIS OT PEANbHOCTH ~. DTO pasimdme
IIPUHLUIIAATIBHO, KOIZIA PeYb HACT O JBOMCTBEHHOM CO3HAHUH, IIOCKOJIBKY — HECMOTps Ha
pacnpoCTpaHEHHbIE OLIMOOYHBIE MHTEpHpeTaluu cucreMbl CTaHHCIABCKOTO, IPENIOKEHHBIE

1 Stanislavski, An Actor’s Work, 332-37.

2 Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness, 93.
13 Stanislavski, An Actor’s Work, 327.

' Quoted in Actors on Acting, 498.

15 Stanislavski, An Actor’s Work, 26.
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M3BECTHBIMH aMEpHKaHCKMMM meparoramu (Hampumep, Jlu CrpacOeprom, co3mareneM Tak
HazpiBaeMoro Metona) — kak yrtBepkgaer IlIspon Mapu KapHuke u gpyrue, cucrema
CTaHuCIAaBCKOr0 MPENOCTABIIAET AKTEPY BO3MOXHOCTH «CYILIECTBOBATh IIOYTH OJHOBPEMEHHO B
JIBYX MEPCIIEKTHBAX — MPHCYTCTBOBATH Ha CLeHe (MK Hepes KaMepoil) M HAXOXUThCS B poimy» *. B
TAKOM Cllydyae MCHojib3oBaHue CTaHMCIABCKMM €ro 3HAMEHUTOrO0 TEPMMHA «Marm4eckoe ‘eciiu
ObI’» MOXET OBITh MOHATO KaK OJHA W3 MHOXECTBA TEXHHUK, IO3BOJIAIONINX BBICBOOOIUTH
BoOOpakeHHE akTepa, 4TOOBI OHO OKa3aJoCh B COCTOSIHMHM BJIOXHOBEHHOW WIPBHI, MO3BOJISIOIICH
CO311aTh GUOUMOCMb PEATUCTHYECKOro ombiTa. CHopMylInpoBaHHBII B KaueCTBE MBICICHHOTO
IKCIIEPUMEHTA, TEPMUH «Marudyeckoe ‘eciu ObI’» MPOBOLMPYET akTepa Ha TO, YTOOBI TOT
BOOOpa3miI, Kak Obl OH OTpearupoBall Ha MpejJiaraeMble 00CTOSTENBCTBA, “‘ecli OBl CTal TEM WU
UHBIM TepcoHakeM. «Marundeckoe ‘eciau Obl’» BBINONHAET (YHKIHIO OTIIPABHON TOYKH B IOMCKE
IepCOHaka IMOCPEICTBOM BOOOpaKa€MOW HWIpPbI; 3TO HE «TAUTIOIHMHAIMUSLY, COTJIACHO
CraHucnaBCKOMY, a TEXHUKa, IPU KOTOPOH «[akTep| He 3a0bIBAaET, UTO OKPYKEH JACKOpalUsSIMU U
GyTadopueit» /. B camoii mpocToif cBoeil (hOpMe «MArHdecKoe ‘eCIH ObI’» MOMOraeT aKTepy
IIOJIyYUTh JOCTYI K CTUMYJIaM, 3aCTaBJISIOLINM €ro0 I10JCO3HAHNE CO3/1aBaTh UIUIIO3UIO PEAIbHOCTH,
KOTOpasi, Kak Obl TO HU OBLIO, SIBJISETCS LIETIbI0 PEMECTIA.

HeBponorundeckass (yHKIUS TpoIecca, MPU3BAHHOTO «3aCTaBUTh IMOBEPUTH», OCHOBaHA Ha
WCIIOJIb30BAaHUM AKTepOM Toro, 4yto Jlamacmo Ha3bpiBaeT pacumupeHHbIM co3Hanuem. [lo mepe
HAKOIUICHUS B YEJIOBEYECKOW JKU3HU 3HAHUH U OIBITA, paCIIMPEHHOE CO3HAHME YeIoBeKa paboTaer
KaK BOJIICOHBIM KECTKUU JIUCK, XpaHSANIMA YCBOCHHYIO WHGOpMAaIuio, Oiarogaps KOTOPOMY
YEJIOBEK MOXKET BBINOJIHATH 3aJlaud. PaciupeHHOe CO3HAaHUE OKOHYATENIbHO OMpPEAEIseT, KTO MbI
Takue; HaIlM TOBCEJIHEBHBIC JIEUCTBUS, PpELICHUS, BCIEIACTBUE KOTOPBIX OTU JEHCTBUS
MPEANPUHUMAIOTCS, U TO, KaK MBI CE€0sl BEIEM, — BCE 3TO PE3YJIbTAT COOBITHIA HAIIETO MPOIILIOTo,
OOBEIMHEHHBIM C HAIIMMH HaJAeXKJAaMH Ha Oyaymiee. A Halle KOPEHHOE CO3HAHHE, I10
orpenenenuto Jlamacuo, moapasymeBaeT To, Kak Haml Mo3r oopabaTsiBaeT HHPOPMALIUIO B TOT UIIH
WHOM MOMEHT, pearupys Ha CTUMYJT U (QOpPMYIUpPYsS €ro Kak 3HaHHE IOCPEICTBOM HAIIETO
YYBCTBEHHOT'O BOCIIPUATHS; PACIIMPEHHOE CO3HAHHME, HANpPOTUB, MPUMEHSIET A3TOT MPOIECC B
TedeHre Bcer xu3Hu. OHO CIYKUT CBOETO POJIa XPaHWIHIIEM BOCTIOMUHAHUN U 00pa30B, JAOIIUM

1
HaM, COIIACHO J[aMacHo, «IyBCTBO aBTOOHOrpadUIeckoro ‘s’ .

PacmmpenHnoe co3HaHWe JaeT HaM BO3MOXKHOCTBH JIMYHO HJIEHTH(PHULIUPOBATH ceOS C APYTUMH,
YTO U SBJIIETCS KIIOUYEBBIM aTpruOyTOM B padore akTepoB. MiMeHHO Onarogaps )KU3HEHHOMY OIBITY
— HAaIIUM BOCIIOMHUHAHHMSIM — MBI OCTPO OINYIIAE€M TNPUCYTCTBHE IPYTUX JIIOJEH M HaIIero
COLMOKYJIBTYPHOTO OKpYyKeHHs. TakuM o00pa3oM, pacIIMpEeHHOE CO3HAHHME SIBIISCTCS MOLIHBIM
WHCTPYMEHTOM IS JIFOOOTO akTepa, padoraroiero Haja poibilo. Hampumep, korma Jpuusm -
JIrouc, TOBOpSl O CBOEM HEIAaBHEM HCIOJHEHUM ponu JImHkonbHa, mpusHaeT: «Hukorga eme s He
VICIIBITHIBAI TAKOH ITyGOKO# JIIOGBU K COBEPIICHHO HE3HAKOMOMY HYENIOBEKY» ', OH OIHPAETCS Ha
CBOIO CIIOCOOHOCTH COTIEPEKHUBATH MEPCOHAXKY, UTO SBISETCS (PYHKIMEH PACIIMPEHHOTO CO3HAHUSI.
[To106HO MHOTHM aKTepaMm, OH MPOeall 3HAYUTEIbHYIO JOMAIIHIO padoTy HaJ| POJIbIO, KOTOpas,
€Clii pedyb HJET 00 HCTOPUYECKOM IEepCOHaXKe, BKIOYAeT B ceOs u3ydyeHue Ouorpaduu, 4to
JOJDKHO [IOMOYb aKTepy HalTu 00pa3 cBOEro nepcoHaxa, uad usHyTtpu. Koneuno xe, JIprouc He
npeBpaiaics B JIMHKOJIbHA MO-HACTOALIEMY, HO CO3JaBajl WILIIO3HUIO TOT0, 4TO cTal JINHKOJIBHOM.
XoT1s 00BIYHO UTpa HAa KaMepy TpeOyeT OoJiee peaqTucTUYHOrO M300paKEHHs, YeM UIpa B TeaTpe,
pedb BCe pPaBHO HMIET O TOM, UYTOOBI «3aCTaBUThY» 3pUTENs NOBEPHUTH. JIbIOMC TPUMEHUI
BOOOpaXeHUe, YTOOBI 3pUTENh TOBEPHII B TO, YTO OH CTAJI MIECTHAALATHIM MPE3UICHTOM AMEPHUKH;
3TO JEHCTBHE, OYEBHIHO, ObIIO ycuieHo pexxuccepoM ¢mibMa CtuBenom Crimnbeprom, Bo BpeMs

'%Sharon Marie Carnicke, “Stanislavsky’s System: Pathways for the Actor,” in Twentieth Century Actor Training, ed.
Alison Hodge (New York: Routledge, 2000), 18; also Sharon Marie Carnicke, Stanislavsky in Focus: An Acting Master
for the Twenty-First Century 2™ ed. (New York: Routledge, 2009).

17Stanislavski, An Actor’s Handbook, 94.

'8 Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness, 198.

' Daniel Day Lewis, interview by Lesley Stahl, 60 Minutes, CBS, 14 November 2012.
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ChEMOK OOpaIaBIIMMCS K aKTEPY «TOCTIOANH Mpe3uIeHT». B cymHocTH, uenonb3oBanne Jibtoncom
Metona B paboTe HajJ POJb0 OBLIO TAKOBO, YTO MOTOM OH C TPYJIOM «OTHyckam» JIMHKOIbHA, B
4yeM npusHaBajics B uHTepBbIo Jlecnu Ctanb 11 mporpaMMbl «60 MUHYT»: 1O CIIOBaM aKkTepa, OH
«XOTe, 9T06bI [epcoHax] ocTaics [¢ HuM] HaBcerma» ..

Cuctemy 4acTo TpakTyIOT HEIPAaBUIIBHO, mojarasi, 4To CTaHHCIaBCKUI JOOMBAJICS TOTO, YTOOBI
aKTep pacTBOPWJICS B MepcoHake. BO3MOXKHO, 3TO HEMOHMMaHHE BO3HHMKIIO H3-32 TOTO, KaKUM
obpaszom pacnpoctpansuchk B CIHA yuenus JIu CtpacOepra u npyrux mnpemnogasareneid Merona.
Crpachepr HeceT caMmyro OOJIBLIYI0 OTBETCTBEHHOCTH 32 UCIOJIb30BaHUE TepMuHa CTaHUCIABCKOTO
«addexkTuBHAS MaMATH»: O3TAa TEXHUKA NPUMEHSIACh JUIS BBINOJHEHHUS 3MOIIMOHAIBHBIX
TpeOOBaHMII  KOHKPETHOTO MOMEHTa M 3aKioyajach B TOM, 4YTO aKTep JOJDKEH
CKOHIICHTPUPOBAThCS Ha oOpaze WM OOBEKTE U3 MPOIUIOro, 4ToObl HAWTH TaMm YYBCTBA,
MOJIXOAAIINE €ro IMnepcoHaxy. llozammMcTBOBaB 3Ty TeXHUKy U3 mcuxonoruun Teomtons Pubo,
CranucnaBcKuil peKoMeHIyeT a(pQeKTHBHYI0 MaMsITh Kak OJUH M3 MHOTOYHCICHHBIX
MHCTPYMEHTOB, KOTOPHIMU MOYET MOJIb30BAThCs aKTep, YTOOBI COOTBETCTBOBATH 3MOIIMOHATBEHBIM
Tpe6GoBanmsaM ponn >, TeMm He MeHee, OH IPOBOIUT YTy MEX/Iy HCIONb30BAHACM JINIHOTO OIIbITA
B paboTe HaJ POJIbIO M SBHBIM IOMEIIATENLCTBOM. HecMOTpst Ha CBS3b C MEPCOHAXKEM, KOTOpas
MOJKET BO3HHMKHYTh y TaKOro akrtepa kak J[di-JIpiouc, akrep Bceraa Co3HAeT — Ha OIMpPEaeIEHHOM
ypoBHE, — uTO OH ucpaem. CTaHUCIABCKUI HACTaMBaeT Ha OSTOM, 3asBISISL: aKTep MOJDKEH
«IeHCTBOBATh OT COOCTBEHHOTO JMI[A» U HHKOTJA HE YXOMHUTB OT [ce6s]» %, Takum 06pazoM,
aKTep OTBEYaeT TpeOOBAHUSAM pOJHM, ONUPAACh HA HMIMPHUECKOE COICpPKAHUE CBOETO
pacmpeHHoro co3Hanusa. Kak TakoBoe, €ro CO3HaHHE MOXET ObITh B TOW WMJIM WHOW CTETNECHU
M3MEHEHHBIM, M BCE )K€ aKTep HHUKOT/Ia HE OJDKEH 3a0bIBaTh O TOM, YTO UTPAET, B HE3aBUCUMOCTHU
OT TOT0, B KAKOM >KaHpE WUJIU CTUJIC, & UHAYE OH MOXET «IOTEePATh CBA3b C [cO0O0I|», a IIIaBHOE, CO
CBOUM 3PHTEJIEM.

UtoObl OTKPBITHCS CTHMYJIaM, IPUAAOMUM (HOPMY €ro HCIOJHEHHIO, aKTep, paboTaromuil mo
cucreMe CTaHUCIABCKOTO, JIOJDKEH TOCTUYb MPUIIOAHATOTO COCTOSIHUSA, N30aBUBILUCH OT 3a)KUMa U
NOOWBasCh MaKCUMaIBHON cocpergorodeHHOCTH. OTHOCUTENbHO 3axkuma CTaHUCIABCKUN
OTMEYaeT: BaXKHO, YTOOBI akTep (PU3NUECKU PacCIadMiICs, 4TO IacT €My BO3MOXKHOCTh OTBEYATh HA
CO3HATEJIILHO OTOOpAHHBIE CTUMYJBI — (U3WYECKOEe NIEHCTBHE, PEIUIMKY, MBICIb Hiau obpas. O
3Ha4YeHUH, puaaBaeMoM CTaHUCIABCKUM (PU3NYECKOMY BOCIHTAHHUIO aKTepa, 4aCTO 3a0BIBAIOT, 110
KpaiiHell Mepe, TaM, rie peub uaeT o0 aMmepukaHckux TpakToBkax Cucremsl. Ha camom nene,
BTOpasi 4acTh Tpwioruu, «Paborta akrepa Haj coOOi B TBOPYECKOM IPOLIECCE BOILIOIIECHUS,
MOCBAIICHA PAa3BUTUIO AKTEPCKOTO MHCTPYMEHTA, YTO MOJUYEPKUBACT MCUXO(PH3UUECKUN MOHH3M
nemparorukn CranucnaBckoro: «Tonkocreit Illomena He mepemamp Ha TpomMOOHE, TaK TOYHO U
TOHYAMINX Oecco3HATEIbHBIX YyBCTBOBAHHIA HE BBIPA3UIIb IPYOBIMH YACTSIMU HAIIETO TEJIECHOTO,
MaTepHaJbHOIO  ammapara BOIUIOIIEHHUsS, OCOOEHHO ecnu OH  (alblIMBHUT, HamoxoOue
HEHACTPOCHHBIX MY3BIKANbHBIX HHCTPYMEHTOB» . ITOCPEICTBOM HOrM M APYrHMX METOIHK W3
BOCTOYHBIX TeaTpaJbHbIX TpaauLui CranucnaBckuit nobuBaeTcs COBMECTHOT'O
(YHKIMOHMPOBAHUS AYIINA U Tella B BBIPAKEHUH SMOLMH. Ero momxoa cxox ¢ TeM, Kak ydeHble-
KOTHUTHBHUCTBI OOBSACHSIOT NPAKTUKYy MEIUTALMU: OHU TOBOPSAT O TOM, YTO OHA IIO3BOJISIET
YYaCTHUKY YCIEIIHO OCYIIECTBIAThH OTOOpP CTUMYJIOB IIOCPEICTBOM COCTOSIHMSI PEJIAKCALUU.
OnHaKo Takoe COCTOSIHUE HE CIIOCOOCTBYET OTUYXKACHUIO OT OKPYKAIOIIUX OOCTOATENHCTB, HO,
HAIpOTUB, TIOMOTaeT O0COOEHHO OCTPO OCO3HATh M C(OKYCHPOBATbCS HA TOM, YTO HA3bIBACTCS
«OBJIAJETh HCKYCCTBOM BHHUMaHHUs» B «(popMupOBaHMHM JHOOOTO COAEp)KAHUS CO3HAHUS
[qeoBexal» 2.

> Ibid.

21 Carnicke, Stanislavsky in Focus, 149.

2 Stanislavski, An Actor’s Work, 209.

> Ibid., 352.

24 Dietrich, Introduction to Consciousness, 268.
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B NONBITKE AOCTHYG HPHUIOAHSATOrO COCTOSHHS KOHIEHTpamuy >, CTaHHCIABCKHII HAYHHACT
¥CCIIe/I0BaTh XaTXa-Hory yxe B 1906 r., paGoras Haj poibio AcTpoBa B criektaxne «Jlss Bans» 2,
Bckope mnocne asroro ero komiera no MockoBckoMy XyAOKECTBEHHOMY Teartpy Jleomounbn
AnToHOBHY CylepXKHULKUN IO3HAKOMWI €ro C MEAMTAaTUBHBIMM TEXHUKAMH, BIIOCIEICTBUU
CTABIIMMH OCHOBOM II€JOCTHOrO mojxxoxa CTAHHCIABCKOTO K BBIPA3HTEIBHOCTH aKTepa ~ .
Cynepxuukuii npoBoamn Mmacrep-kiaccel B IlepBoit cryauum MockoBckoro Xyn0KeCTBEHHOTO
teatpa B 1910-e rr., rme Takue CIOCOOHOCTH, KaK KOHLEHTpAIMsl M Tepenadya dSHEPTHH,
PAKTHKOBATNCh U Pa3BUBAIKCH . CTAHUCIABCKUI ONPEENseT 3Ty SHEPrHi0 KAK «IIPaHa», ITO
WHAYUCTCKUHA TEPMHUH, O3HAYAIOIIWN «BCEOXBATHBIC» CHJIBI IMPHPOJBI, KOTOPHIE MOTYT OBITh
TIOCTABJICHBI HA CITYKOY JIOISIM IS «IOCTHKCHHS 5KeIaeMbIX Pe3yIbTaToBy > . OH PacIIHpsII CBOE
IOHUMaHUE «IPaHbD», 3HAKOMSCh C TEXHUKAMHU XaTXa-Woru, ONMCAaHHBIMU HOrom Pamauapakoi,
YTOObI, COCJMHUB TEOPHIO W TPAKTHUKY, MATH K JTOCTH)KEHHIO KOHTHHYYMa «pa3yM-TellO-IyX»,
NPUHIMIHATEHOTO s CHcTeMsl °0. B caMoM jenie, HCTOKH NpeanoxeHHOH CTaHHCIABCKHM
[apaJurmMbl «Kpyr BHHMaHUS» MOYKHO HaliTM B ero npouteHun Pamaudapaku. CraHuciaBcKuit
ONKCHIBAET B3aUMOJEHCTBUE aKTEPOB € UX NapTHEpaMM KaK «UCIyCKaHHME JIydeid»,
IIpEeAToJIararoniee oTnaqy u IPUHATHE KOHLEHTPHUPOBAHHOMN SHEPIHH.
B cocrosnnu paccnabieHHoi cocpenoTodeHHOCTH akTep CTaHUCIABCKOTO (OKyCHpyeTcs Ha
BHYTPEHHEM OOBEKTE, TAaKOM Kak oOpa3 WM MbICIb, MOPOXKAAIOUMIEM BOJIO K JICHCTBUIO,
cooOIiaeMyr0 BHEUIHEMY OOBEKTy, 4dalle Bcero — mnapTHepy. Takum oOpas3om, akrtep
MOJICOCTIMHACTCS K CO3HATEIbHO C(OPMHUPOBAHHBIM CTUMYJIaM, YTOOBI HANPAaBUTh CBOU JCHCTBUS
Ha JPYroro akrepa, a TOT, B CBOIO OYepeib, OTBEYAET HA 3TU JICHCTBHSA, U TaKUM 00pa3oM OHHU
COBMECTHO CO3JIAI0T CIEKTaKjib, YKOPEHEHHBIH B H300paKEHMM 4YEJIOBEYECKOW IpaBlbl. DTOT
IIPOLIECC BHATHO OOBsICHEH ofHOW u3 yueHun Cranuciasckoro, aktpucoil Bepoii CosoBbeBoit
(1892-1986):

« Mb1 MHOTO paboTaiy Haj KOHIIEHTpalUWell BHUMaHHA. DTO HA3bIBAJIIOCH “BOWTH B Kpyr’ .
Mpbl BooOpaskanu Kpyr BOKPYT HAac, M IOCBUIAJH JIy4d “IpaHbl”’ B MPOCTPAHCTBO W IS
OOILIEHUS APYT C IPYroM... DTO yNpaxXHEHHE HE IPEAIosarajo CJlIOoB, HO Mbl OTJaBaJU TO,
4T0 OBUIO y HAC BHYTPU. A BHYTPH y Bac JOJDKHO OBITH YTO-TO, YTO MOXKHO OTJATh; €CIIU
3TOTO HET, TIOABIISIOTCS “MepTBEIE (OPMBI” .

** NecnenoBatenn CTAHHCIABCKOTO 9aCTO MPOBOSAT YEPTY MEKIY TEPMUHAMH «KOHIICHTPAIS) U «BHUMAHHEY; B
PYCCKOM OPUTHHAJIC UCIIOJIb3YETCS TSPMUH «BHUMAHHUEY, a XAMTY/]] IEPEBOIANT er0 KaK «KOHIICHTPAIIMS BHUMAHUD.

X o4y BHECTH SICHOCTb: S HCIIOJIB3YIO JIBA ATHX TEPMUHA KaK CHHOHUMBI. beria MepiuH npeaiaraeT coaepKaTeIbHbIH
aHaJIM3 ATUX TEPMUHOB, a TAaKXKe APYTUX CIIOB U3 JekcukoHa CTaHucIaBckoro B ee cratbe «Kyna ncues nyx?
CII0’)KHOCTH TIepeBO/Ia U HIOAHCHI TEpMUHONIOTHH B ‘PaboTe akTepa Haj coO0l’ U B aKTEPCKOM TBOPUECTBEY, «M3yuaem
Cmanucnasckozoy, # 1 (dbespanp 2012): c. 3-4.

%% Sergei Tcherkasski, “Fundamentals of the Stanislavski System and Yoga Philosophy and Practice,” Stanislavski
Studies 1 (February 2012): 4.

" Mel Gordon, The Stanislavsky Technique: Russia (New York: Applause, 1987), 31.

*¥ Bonee mopo6HO 06 yuernn CTAHUCIABCKOTO 110 TEME SHEPreTHIECKOro 0OMeHa Mex /Iy akTepaMi, cM.: R. Andrew
White, “Radiation and the Transmission of Energy: From Stanislavsky to Michael Chekhov,” Performance and
Spirituality, No. 1 (2009).

* Yogi Ramacharaka, Hatha Yoga: The Yogi Philosophy of Physical Wellbeing (L.N. Fowler and Company): 89, 95.

%% Bonee moapo6HO 06 ncnonp3oanny CTaHucTaBcKuM foru, cm. Sergei Tcherkasski, “Fundamentals of the
Stanislavski System and Yoga Philosophy and Practice, Part 2,” Stanislavski Studies 2; a Taxxe Tcherkasski,
“Fundamentals of the Stanislavski System and Yoga Philosophy and Practice (Part 1),” Stanislavski Studies 1;
Carnicke, Stanislavsky in Focus, 167-84; a Taxke R. Andrew White, “Stanislavsky and Ramacharaka: The Influence of
Yoga and Turn-Of-The-Century Occultism on the System,” Theatre Survey 47.1 (May 2006): 73-92.

3! Paul Gray, “The Reality of Doing: Interviews with Vera Soloviova, Stella Adler, and Sanford Meisner,” in
Stanislavski and America, ed. Erica Munk (New York: Hill and Wang, 1964), 211.
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I'oBopst 00 »HepreTHueckoM oOMeHe Kak KOMMYHUKarnuu, CTaHUCIABCKUI OMUCHIBAECT €ro
BAKHOCTb JUISI 3PUTEIIS:

«Korma mnyOnwka BHIUT JBYX WIKM OoJiee MEPCOHAXeH, OOMEHUBAIOUIUXCS MBICISIMH U

YyBCTBaMHU, TO HEBOJBHO YBJIEKAETCS UX CJIIOBAMHU M JCHUCTBUSIMH... U OKA3bIBACTCS 3aXBayCHA
o 37

ONBITOM JIPYTHUX JIFOAEH» 32

Ha camom pene, «mepexuBaHUE» CUTYaIlMH MEPCOHAXKA SBISIETCSA KIIOYEBBIM (PaKTOPOM ISt
Cucremsl. Pearupys Ha mabnoHHy0 MenoapaMy eBporeiickoro Tearpa XIX Beka, CTaHUCIaBCKUI
XOTeJl HAalTH c1oco0 MepeiaTh YeJI0BEYeCKOoe MOBEICHUE Ha CLIEHE, a JIOOUTHCS 3TOH e MOXKHO,
€CJIM aKTep MO-HACTOALIEMY NPUBSA3BIBAETCSA K CBOEMY IEpCOHaXxy. TBopuecTBo CTaHHUCIABCKOIO
II03BOJISIET HAM OTJIMYATh aKTe€pa, KOTOPbIN YOEAUTEIbHO «CTAHOBUTCS» IIEPCOHAXKEM, OT TOTO, KTO
(aNbIIMBO ¥ MOBEPXHOCTHO «IIOKA3bIBAET» MEpCOHaXka. Takum oOpas3oM, iora M MeAUTAaTHBHBIC
TEXHUKHU, TAKHE KaK KOHTPOJIb JBIXaHUS, YIPAKHEHUS Ha pacciabieHre MBI U KOHIIEHTPAILUIO
MO3BOJIAIOT akTepy CTaHMCIIABCKOTO cO37aBaTh NCUX0(U3nYecKoe IEHCTBHE KaK 4acTh aKTEPCKOU
UTphl, 00OTAIICHHOW Tepenavyel yenoBedeckoil npasasl. Hukorna He 3a0biBasi 0 TOM, YTO OH Ha
cuene, aktep CTaHHCIABCKOTO CIIOCOOCH MPOMYCKaTh uepe3 ce0s MBICTUTEIbHBIN IMpoLece
MEPCOHAXA, €ro (PU3MUECKYI0 U SMOIMOHAIBHYIO XM3Hb. OH HE MPOCTO HAMEYaeT MepCOHaXa, HO
CO3JaeT MWJUIIO3UI0 TOr0, 4YTO CaM CTAaHOBUTCS MM, a 3TO OIPEACIICHO MpeiaraéMbIMU
00CTOSATENILCTBAMH Tbechl. TakuMm oOpazom, CucremMa MOMOTaeT akKTepy JAOCTUYDb COCTOSHUS
TBOPYECKOTO CAaMOUYYBCTBUS, KOTOpPOE AaKTUBU3HUPYETCSA B OOCTOSITENBCTBAX KOHKPETHOI'O
CIIEKTaKJIsl, U paboTa akTepa KaXKAblil pa3 BO3AEHUCTBYET HA 3pUTEIS.

[IpucyrcTBUE aKkTepa B CIEKTAaKJIE OTMEUYEHO IOBBIIICHHBIM OCO3HAHHEM TOTrO, YTO aKTep
BJazeeT co0Oi M CBOMM OKPY)XEHHEM, a B OTOM IHPOSBISAETCS TO, YTO CO3HAHME aKTepa
BBICBOOOXKIaeT ero mojaco3Hanue. OOIacTh CO3HaHMS BKIIOYACT B CeOsl CIENMaIbHO OTOOpaHHbBIE
CTHMYJIbI, TIOMOTAIOIINE aKTepPy AOCTHYh CBOOOIHOTO M BBIPA3UTEIBHOTO COCTOSHUS, Oiaromaps
YeMy OH MOXXET HCIBITaTh NCUXO(U3NYECKHE JCUCTBHUS, M3 KOTOPBIX M COCTOMT €ro urpa. B
OTIMYME OT MHOrux uHTrepnperauuil yuenuil Cranucinasckoro B CIIA, pexuccep u menaror
HACTaWBaJ HAa TOM, YTO aKTEPCKOE MACTEPCTBO — «YJIOBKa», MPH KOTOPOW TOOMBAIOTCS «IyBCTBA
OpaBabl» A CO3JAaHUS  «WUIIO3MM»  KMU3HEHHOM TpaBAbl KakK  TeaTpajbHOH  WiIn
KHHeMaTorpadhudeckoil ycaoBHOCTH >>. TakuM 06pa3oM, IPUMEHEHHE MHOTOUYHCICHHBIX TEXHHK
Cuctembl (HampuMep, «Marm4eckoro “eciam ObI”, MpeagaraeMbIX OOCTOSTENBCTB, JECHCTBEHHOTO
aHaM3a U Mp.) B KOHTEKCTE BOOOPAKEHUS aKTepa CO3AAeT WIUIIO3HUIO MPABJbI, YTO OTJIMYAETCS OT
MIPOCTOTO BOCTIPOM3BEICHHS TNPU3EMIIGHHOW TMPHUPOJBI TOBCEIHEBHOCTH. OTH METOIUKUA U
SABIISIIOTCS. MHCTpyMeHTaMu CHCTEMbl, OPraHM30BaHHOW OCO3HAHHBIM HPOSIBICHUEM ITOACO3HAHHMS,
KOTOpPOE HAaNpaBJIEHO Ha MPEOJIOJIeHHE OOBLIGHHOCTH TNpaBaonono0us. MHble wuccienoBaTenu
CTaHHMCIaBCKOTO 3aXOIAT TaK JaJeKO, YTO ONPEACISIOT KYyJIbMHHALMIO €r0 TBOPUYECTBA Kak
«ITYXOBHYIO», «IyIICBHYIO» H «HE OT MHpA CEroy > XOTs 3TH MPEIOIOKEHHS MOIYT MOKA3aThCs
MPOTHBOPEYAIIUMH MPAKTHUECKOMY 00bsICHEHUIO CHUCTEMBI, OHH CBUJETEILCTBYIOT O TOM, YTO OHA
IperoJiarajiach He Kak peIyliMpOBaHHOE MOJApakaHUE YeJI0OBEUECKOMY ITOBEACHHUIO, a CKOPEe, KaK
Croco0 TOOUTHCS «IOJICO3HATENBHOT0» COCTOSHHS AJISi MEPEeKUBAHHUS POJIM M, €CIH YK Ha TO
nonuto, CHucTemMa TakXKe CIYXKHT 3aJadaM CIEKTakiIs H ayauTopud. Takum oOpa3oM, axTep
«COCUHSCT W YIUIOTHSAET» CTHMYJIBI, (OPMUpPYS TBOPUECKYIO MAPTHTYPY, CIOCOOCTBYIOIIYIO

32 Stanislavski, An Actors Work, 232.

%3 Stanislavski, An Actor’s Handbook, 41.

* See Rose Whyman, The Stanislavsky System of Acting: Legacy and Influence in Modern Performance (Cambridge:
Cambridge University Press, 2008), 38-103; Patrick C. Carriere, “Reading for the Soul in Stanislavski’s The Work of
the Actor on Him/Herself: Orthodox Mysticism, Mainstream Occultism, Psychology and the System in the Russian
Age” (PhD. diss., University of Kansas, 2010); and Charles Marowitz, The Other Chekhov: A Biography of Michael
Chekhov, the Legendary Actor, Director, and Theorist (New York: Applause, 2004), 270.
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BOBHMKHOBEHHIO ero 0bpasa . ITporecc 3TOT HECOMHEHHO MHTErPUPOBaH. Byb TO HeHCTBHE MK
o0Opa3, akrep CHa0XaeT CBOK pOJb JIONOJHEHUSMH, TIOMOTAIOIIUMU JOOUTHCS HYKHOU
BBIPA3UTCIIBHOCTH, YTOOBI 3al0JIHUTH MI'HOBCHHE, a UX HUCTOYHHUKOM ABIACTCA HCI/IXO(bI/ISI/I'-ICCKOG
XpaHWJIMIIEC HCXOAHBIX MATCPHAJIOB: PACHIMPCHHOC CO3HAHHC. Ecimu nonn3oBaThes TCpPMHUHAMU
AnTOHHO J[aMacHo, «TeJIeCHO-IyIIEBHBIA MO3I» aKTepa OyJeT CIOCOOCTBOBATH €r0 «yYacCTHIO B
TIpoIiecce» BOCIPHSTHS CTHMYJIOB M PEAKIMK Ha HUX . TakuM 06pa3soM, akTep HCIONb3YEeT CBOE
mponuioe, CBOC XpaHUIIUIIC JUYHOI'O OIIbITA, YTOOBI HaxoJuTb OOCTYII K UCKYCHO OTO6paHHbIM
CTUMYJIaM, COCTAaBJIAIOIIUM €ro Urpy H CIyXalmuM HUMITYyJIbCaMH IJId 06peTeHI/ISI TBOPYECCKOI0
CaMO4yBCTBHA.

Hecomuenno, aktep OyAeT MNEpeXOAWTh OT CO3HATENBHOIO K II0CO3HATEIHLHOMY YPOBHIO
BOCIIPUATHS U OOpaTHO, MPUHOPABIMBASACH K 3TOMY IMPOLIECCY B XOJE WIPHI, YTO, MO OOJIBIIOMY
CUeTy, JeaeT aKTepPCKYI WTPY B PABHOM CTETICHH MPUTITATEIBHON M OBOJIAIICH 10 Oe3ymusl.
Onupasch Ha TEXHUKH, Oepylye Hadajao B HOre W JPYTrUX BOCTOYHBIX TEATPAIBHBIX TPAJAHIIHSIX,
akTep CTaHHCIABCKOTO MOKET MaKCHMaIbHO Peali30BaTh CBOE MPUCYTCTBUE HA CIICHE, Pa3BUBAas y
ce0s1 crmocOOHOCTH K pacciabieHno M KOHIeHTpauuu. bonee Toro, Cucrema mpeiaraer Leibli
HA0Op CTpaTerwii — OT «MAaru4ecKoro ‘eciii Obl’» A0 MeToAa (PU3NYCCKUX JICUCTBUN, — YTOOBI
BBICBOOOIMTH BOOOpaXKEHHE aKTepa W HAIMPaBUTh €ro Ha TmepexuBaHue ponu. Ilo cymiecTy,
aKTephl MPUMEHSIOT PACHIMPEHHOE CO3HAHME, YTOOBI CIOCOOCTBOBATH M3YyUEHHUIO M PACKPBITHIO
o0pas3a, 4To BO3BpaIlaeT MEHS K TOMY, C 4ero s Havyai: ¢ nuratel u3 Jloypenca OnuBbe. OnuchiBast
AKTEPCKOE MAaCTEPCTBO KaK «UCKYCCTBO YOexkneHus», OnuBbe OOBSICHIECT, KaK OH HCIOIB3YET
OOIIMPHBIN perepTyap JUIHBIX BOCIIOMUHAHHM, YTOOBI «3aCTaBUTh CAMOTO CEOs» U, €CJIH YK Ha TO
TOIILJIO, «ITYOJIMKY» MOBEPHUTH €r0 N300paKEHHUIO TOTO WJIM HHOTO IEPCOHAXAr':

«Bbl OJDKHBI HATH B akTepe 4EIOBEKa, KOTOPOMY TOPJOCTh HE MOMEIIAET PBIThCS B
MOUCKAX MEJIbYaNIIEro KyCOYka 4eOBEYECKUX OOCTOATENbCTB; HAWTH €ro, pasriisibIBaTh,
MCIIOJIb30BaTh. .. Sl 4acTo HAOIIOJAIT 32 TIPOUCXOASIINM; ITyCTh Y MEHS HE TaKasi YK XOpoIas
MaMsTh Ha JPyrue BElIW, HO, CjiaBa OOry, Ha MEJKHE JeTalld Y MEHS MaMATh OTIMYHAs.
briBasio, s yaepkuBasl B MaMATH B, KOTOPbIE MHE HE MPUXOJUIIOCH MCIOJIH30BATH B

TCUCHUEC BOCCMHAAUATH JICT» 37.

Xots OnuBbe yX TOYHO HE ObUI TpuBEpKeHIEeM ydeHus CTaHHMCIABCKOTO, €ro BOJIIEOHas
paboTa Mo CO3/IaHUIO TEPCOHAXa MpernonaraeT oOpameHne K mamMsITH CIocoOOM, yIUBUTEIBHO
HallOMMHAIOIUM TOT, KakuMm CTaHUCIABCKUM IpeasaraeT BOCIIOJIb30BAThCS AaKTEpy IpHU
oOpalleHuu K TaMsTH:

«Ilo Mepe Bamiero mpoABIKEHHs, Bbl OyJeTe y3HaBaTh Bce OOJbIIE CIIOCOOOB, KOTOPBIMU
MO>KHO CTHUMYJMpPOBaTh Ballle I10/JCO3HATENbHOE ‘S’ W BOBJEKAaTh €ro B TBOPYECKUU
nporiecc... He Oyapre XomoHpIM Ha0M0aTeIeM 3a JKU3HBIO IPYTOro YeIOBEeKa, MyCTh Balll
IIPOLIECC M3YUYEHUS II03BOJIMT IOBBICUTH Ballly COOCTBEHHYIO TBOPYECKYIO TEMIIEPATYDPY.
[Tocne ANUTENHHOTO M MPHUCTAIBHOTO HAOIIOACHUS aKTep OOpeTaeT OTIMYHBINA TBOPUYECKUN

MaTepuam ..

CraHuCIaBCKUI JONOJHAET 3TO YTBEPXKJEHHUE, TOBOPS, UTO «IIPABAY HEJNIb3sl OTAEIUTH OT BEPHI, a
BEpy OT IpaBIbl», TAKUM 00pa3oM, MOJYEPKHBAs 3HAUMMOCTb TOTO, YTO aKTEP MCIIONB3YET BCE

** Blair, “Cognitive Science and Performance,” 93-103.

3¢ Antonio Damasio, Descartes’ Error: Emotion, Reason, and the Human Brain (New York: Putnam, 1994), 225.

*7 Laurence Olivier, interview with Kenneth Tynan, quoted in “Shakespeare and Laurence Olivier,” World Theatre 16.1
(1967): 70.

38 Stanislavski, An Actor’s Handbook, 26-7.
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HEOOXOAUMBIE cpencTBa Ui (OPMHUPOBAHUS CTHUMYJIOB, MO3BOJSIOMIMX JOCTHYh HCKOMOIO
TBOpueckoro camouyBcTBus. /i OnuBbe, NOMUCK INpaBlIbl Ha CLEHE WU NEpel KaMmepoi
JOCTUTANICS TaKUMM CTHUMYJaMM — BHEIIHUMU W BHYTPEHHMMHM, IIOANMUTHIBABUIMMH €TI0
BOOOpaXEHHE U TO3BOJISBIIMMH JOOWBATHCS BJOXHOBEHHOW HWIPBI, KOTOPOW OH OBLI M3BECTEH.
OnHuM U3 MpUMeEpoB OBUIO ero BeICTyIUieHHE B ponu Makbera B Ctpatdoprae-na-diiBone B 1954
., KOIJla OH IIPEOAOJeNl CBOE IIOCPEACTBEHHOE HcCHOiHEHHE «lllekcnupoBCKOro 4yAOBHILAY,
MMEBIIEE MECTO CEMHAIIAThi0 TOAaMU paHee, YTOObl MMOJAPUTH 3PUTENI0 «Oe3yCIIOBHOTO
Mak6etay, 1o cosam Teperca Parrurana »°. Co6cTBerHO, ONuBbe 61ar0apyuT CBOI «KM3HEHHBI
OMBIT» 32 TO, YTO POJIb «OKyTajla [€ro|, CIOBHO IUIAIIOM» * CBoero npensiaymero MakOera B
«Ong-Buke» oH caM Ha3blBall «HEYJAYHbIM» U OCTaBJISBIIUM JK€JaTh JYYIIEro; 3TO YTBEPKICHUE
T0O00NBITHEIM 00pa30M MOKET BCENUTh HAASXKIY B TE€X M3 HAC, KTO SBISIETCS aKTEpPOM WIIU
T1e/IarOroM aKTePCKOro Mactepctsa *'. B3sis B pacuer pemyTaruio OIHBbE KaK OJHOTO M3 JIyHIIHX
akTepoB XX BEKa, Mbl MOX€M OBITb YBEpPEHBI: JIa)KE€ BEJIMKHE MYTEIIECTBYIOT W3 CO3HAHUS B
II0JICO3HAHUE BO BpeMms cBoero BelcTymuleHus. Kak yrBepxnaer CranuciaBckuil, «YenoBek He
MO>KET TBOPUTH IOJICO3HATENBHO... TakuM 00pa3oM, Hallle UCKyCCTBO YUUT HAC CHadajla TBOPUTh
CO3HATEJILHO W MPAaBIONOA00HO, TIOTOMY YTO 3TO JYYIIHN CIOCOO MOATOTOBUTHCA K PACIBETY
TI0JICO3HAHMS, T.¢., K BIOXHOBEHHIO» . B TakoM Cilyuae HAlla OTBETCTBEHHOCTh KaK aKTEPOB U
MIE/1aroroB JIOJKHA 3aKJIF0YAThCS B TOM, YTOOBI B HAILLIEM PEMECIIe MBI MOTJIM BEChbMa OCO3HAHHO U
HUCKYCHO CO3[aBaTh CTHMYJbl, IIO3BOJISIOIIME JOCTHYb TBOPUYECKOI'O CaMOYYBCTBHUS IS
JOCTUKEHMSI TAKUX CJIOKHBIX LIEJEH.

%% Laurence Olivier, Confessions of an Actor: An Autobiography (New York: Simon and Schuster, 1982), 200.
40 y1.:
Ibid.
' Ibid., 104-05.
42 Stanislavski, An Actor’s Handbook, 149.
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Vakhtangov and the Russian Theatre: Making a new
documentary film.

Michael Craig

The idea for the film Vakhtangov and the
Russian Theatre began with the premiere of the
film Stanislavsky and the Russian Theatre. At the
end of the premiere it was suggested that a film
about Vakhtangov would be a good follow up to
this film in addition to my previous film
Meyerhold, Theatre and the Russian Avant-garde.
I didn’t give it much thought at the time but in
subsequent conversations with Paul Fryer of Rose
Bruford College of Theatre and Performance, the
question kept cropping up. When I got back to
Moscow I began some preliminary research
without really feeling any sense of commitment to
making a film but merely for my own interest. At
the time I was engaged in other work and so I
hadn’t enough time to take on such a project with
any kind of serious intention. All the same I
collected material and kept the idea for a film in
the back of my mind. The summer of the same
year, 2011 I was invited to spend some time at a

Vakhtangov

and the friend’s dacha set deep in a cool pine forest not
far from Moscow.

Russian Theatre

We planned to stay for a few weeks and
together with my wife we set off on a warm
Moscow evening for a three week break. I

Front cover of DVD brought along some of the material I had collected
for the Vakhtangov project. It was in the calm
Russian countryside, with good natural country food and plenty of fresh air that I began to seriously
get down to working out how a film about Vakhtangov would look. In fact I began writing a first
draft script over that three week period based on all the materials I had. The first draft was a bit thin
but I felt I had made a good start. By the time I got back to Moscow and became overloaded with
the Moscow pace of life, a film about Vakhtangov slowly drifted into the background again. The
script was fine but I began to realise that I simply did not have the necessary elements for a film.
With the film about Stanislavski this was no real problem as I had the entire archive of The
Stanislavski Centre at my disposal thanks to Paul Fryer’s kind offer to use it in the film. Even so I
was starting to warm to the idea of making this film, in fact it became more and more imperative
the more I found out about Vakhtangov and his work in theatre.

Like all these things luck or fate takes a hand. Many of my friends and acquaintances in Moscow
knew I was mulling the idea of making this film. A friend of my wife telephoned and said that she
heard I might be making a film about Vakhtangov. She worked at one of the museums here in
Moscow and one of her colleagues is Vakhtangov’s great granddaughter and she suggested that I
contact her. I got the number and dialed. Diana Vakhtangova answered and we talked for a few
minutes. After a brief conversation about what I had in mind, she thought I would be better off
talking to her father, Vakhtangov’s grandson, also called Yevgeny and so I called him straight
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away. He informed me that they had a small personal
archive but most of the family archive had been
passed over to the Vakhtangov Museum which was
now housed at Denezhny Lane, 12, Moscow in the
apartment which the family had lived in from
Vakhtangov’s birth - during his life and after his
death. He suggested I phoned the museum curators
with the idea of having a look at the museum and the
archive material kept there. Yevgeny made it clear
that he would be happy to help in any way he could to
get the film made. The museum curators were equally
helpful especially as I had a recommendation from
Vakhtangov’s grandson.

I had been trying to find the necessary resources to
make the film and after some negotiations to and fro I
had an offer to film at the museum and have complete
access to the Vakhtangov archive which included
original family photographs, letters and drawings. We
arranged a day to film at the museum and on a cold
January morning I found myself there shooting as
much material as I could fit into the two hours I had  Yevgeny Vakhtangov Early 1900s
been allotted. Yevgeny Vakhtangov arrived about half
way through and we talked for a short while and agreed to meet a few days later at his studio. He is
a well-known artist and he wanted to show me his studio and perhaps film a short clip about his
work. At the same time he would let me see and film those personal items which were still in his
possession.

The filming in the museum was a success and I really felt that now I had enough material to
complete a film. A week later I met with Yevgeny Vakhtangov and he talked in more detail about
his grandfather whom he had never met of course. However it was stories that his grandmother had
told him about his grandfather which were revealing and particularly vivid. The most striking
recollection was how his grandmother remembered sitting in the audience watching Vakhtangov’s
final production Princess Turandot. She was sitting next to Vseveslod Meyerhold. The audience
were laughing and applauding and Meyerhold turned to her and said “They don't understand
Vakhtangov at all, they don't know why they are laughing or applauding”. This kind of first hand
evidence is precious for any kind of film especially one where there is such a paucity of material
due to a variety of reasons both historical and political as is the case with Vakhtangov. Despite his
fame and position in the Russian Theatrical pantheon, there is still a great deal about Vakhtangov’s
work which remains unexplored and misunderstood. Such moments even if not directly included in
a film give it life all the same, and one hopes adds authenticity.

In the course of my talks with Yevgeny Vakhtangov he advised me to get in contact with an
author and expert on the work of his grandfather, Vladislav Ivanov. He had just completed a two
volume work about Vakhtangov taken from his diaries and writings plus a commentary by Ivanov
himself. I arranged to meet him a week or so after [ had met with Yeveny Vakhtangov. He was very
obliging and agreed to talk to me and give me as much advice as I needed about Vakhtangov and in
relation to the film. Ivanov had also earlier written a book about the Jewish Theatre Habima which
with Vakhtangov’s help became a creative force in Russian Theatre and throughout the world. A
heritage which still exists to this day. Habima along with Vakhtangov staged the play Dybbuk
which was a major step in the formation of Vakhtangov’s concept of “fantastic realism”.

During our discussions, Ivanov explained to me how the generally accepted view of
Vakhtangov’s work consists of the perception that there is a linear development throughout his
career which gathered pace with the production of Dybbuk through Eric XIV and came to a

stanislavskistudies.org Issue #4, May 2014 67



crescendo with his production of Princess Turandot. I had
doubts about this linear progression and those doubts were
confirmed when Ivanov stated that many of the seeds for his
work were explored and tested in earlier productions and
writings. The point which must be borne in mind is why
Vakhtangov chose those particular plays; Dybbuk, Eric XIV
and Princess Turandot. Such plays could only have been
produced by someone who knew they had only a short time
to live. This fact, Vakhtangov’s, early death, influenced the
theatrical and creative choices which Vakhtangov made in
these productions. This is true even in Turandot which is
seemingly a light comedy in the style of Commedia Dell
Arte. However, throughout the production there is a sharp
moral overtone which comes from Vakhtangov’s reading of
Schiller’s version. The element of tragedy and the shadow of
death seeps through the frivolous mask and humour and is
always present below the surface in the shape of Princess
Turandot’s conditions for accepting a suitor. If the suitor
could not answer the riddle they must accept death. As
Vakhtangov observed, tragedy is no less a mask which hides
Hanna Rovina as Leah in Dybbuk laughter and laughter is no less a mask beneath which

tragedy exists. Love and death are extremes, but extremes
which are inextricably linked in Princess Turandot.

Returning to the play Dybbuk one particular fact emerges with Vakhtangov’s choice of set
design for the play. The play required a traditional Jewish setting. It is constrained by its
ethnographic and folkloric character. Marc Chagall was invited to a meeting with Vakhtangov who
hoped to attract him to be the designer for the production. The meeting was not particularly
successful and according to witnesses, quite frosty. When asked “how do you see the production”
Chagall answered — “you should ask Vakhtangov first”. From Vakhtangov there was silence and
then he simply stated “any kind of corruption or distortion is unacceptable, only Stanislavski’s
system is right”. Chagall was furious by all reports, convinced that Stanislavski’s system was not
suited to the play and to the rebirth of a Jewish Theatre. Chagall observed “one way or another you
will have to stage the play my way, it’s not possible any other way”. However there was indeed a
general impression in terms of this production that all former theatrical approaches had been
exhausted.

Stories abound about how Vakhtangov came to a decision on how to stage the production. In the
end he chose Natan Altman. From his sketches, it is clear that the characters of the play were
tragically broken as if dismembered. In Altman’s images, especially that of Hannan whose
character was searching for a new path, it was as if Vakhtangov had found a kindred spirit aspiring
to something greater. With Altman’s design Vakhtangov found the solution he needed and
rehearsals continued in a state of excitement which could be described almost as ecstasy.

With Altman’s costumes and set the unreal, unnaturalistic, almost mechanical movements of the
actors made it possible to explore ideas of life and death and combine extremes of emotion,
religious, spiritual concepts and ancient concepts within a continuous stream of ecstatic emotion.
The grotesque characters blended into the sketch-like set. Truths buried deep in the human
consciousness were made manifest. The unseen hidden mysteries of life were brought before the
spectator and made real through the grotesque phantasmagory of Vakhtangov’s production. It was
the essence and the beginning of Vakhtangov’s fantastic realism. A major step beyond
Stanislavski’s techniques.
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Altman’s Costumes and make up for Vakhtangov's production of Dybbuk

The grotesque is not reducible to any one category and therefore can contain within itself any
number of elements and contradictions. It implies a multiplicity of categories and has an
inexhaustible quality which was what Vakhtangov needed to move on from the precepts of realism
which had become associated with Stanislavski and MXAT. The grotesque has the quality of
nothingness, an ideal means of revealing the unseen. By its very degradation of real objects or what
we would normally see as real, order is destroyed and recreated over and over until a new reality is
realised. It is the perfect environment for metamorphosis and transformation — both key themes of
the play. The play is no longer constrained by any category; Jewish, folkloric or ethnic, which was
the original problem in the early discussions with Chagall. Vakhtangov was free to create a new
reality with the actors of Habima and found a freedom to explore in a theatrical context the deepest
existential concerns of human beings.

In Dybbuk the main point of reference is of one creature or force inhabiting another. This would
be difficult for Stanislavski whose ideas were predicated firmly on the autonomous psychological
individual. The “what if” for Stanislavski or “what would I do in this situation” is a metaphor, or
seems to have the status of a metaphor standing for the realistic world. However for Vakhtangov,
the reality of the play only exists within the confines of the stage, the performance and the audience
and yet this theatrical reality of extremes and its ecstasy illuminates our human reality, not on an
everyday level but in terms of what it means to be a human being in a community with all its
potential for chaos and reconstruction. Vakhtangov’s actors in his productions do not orientate
themselves on an individual, psychological character or person but on a general pattern of a
spiritual and physical universe developed through the body. To create a theatre of the future,
Vakhtangov needed something more than reality. The grotesque reminds us that unity lies beyond
our grasp and serves the purpose of disrupting (in the theatrical context) our conventional notions of
unity of action and narrative.
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Still from Vakhtangov's production of "Princess Turandot"

The tortuous sense of balanced juxtapositions coincides with the overall graphic and scenic
solution which is determined by the harmony of whites and heavenly blues. The action takes place
in a closed space with a sketch-like interior. But the sky seems as if it is torn apart and has left a
trail. A blue curtain with blue marks are reflected on the white robe of the Elder. The white walls
give the impression of tapering upwards into a narrowing space. On the other hand the table is
covered by a white cloth which recedes into the background with an ever widening perspective and
is raised so that the spectator sees it as if from above, despite looking at it straight on. The old man
at the head of the table does not recede but seems to grow, becoming large and dominating the
proceedings.

The use of a sloping plane as well as the play on visual perspectives and volume, permits us to
speak of Vakhtangov’s use of reverse perspective. Such techniques were used in Russian Avant-
garde art of the 1910s and 20s in its struggle against the rules of renaissance perspective. Reverse
perspective can best be explained as the defining characteristic of Russian Icon painting which the
Russian avant-gardists and cubists used in their graphic experiments. It provides for a multiplicity
of perspectives which disrupts the visual field. Here Vakhtangov uses the technique to its maximum
theatrical advantage in pursuing his ideas. It is used not simply to disorientate or confuse the viewer
but to help create and emphasise the multiplicity of meanings embedded in the play. In some ways
it reverses the hierarchy of the accepted visual understanding of composition where volume and
perspective no longer serve the precepts of a purely realistic world. It draws the audience into the
action. Reverse perspective does not converge in a point on the horizon as with most western
paintings and images but converges or is drawn to a point outside the painting or image - towards
where the viewer is located. In this sense the set can be said to “reach out” to the audience in
another instance of a break with Stanislavski’s concept of the fourth wall with the invisible but
penetrating rays of reverse perspective which pierces the fourth wall. Vakhtangov uses this
technique skilfully. He deploys all his theatrical mastery to carefully and subtly mask the techniques
of avant-garde art in a purely theatrical context. This is in sharp contrast to some of the cruder
experiments of several of his contemporaries. It can be seen in Vakhtangov’s productions of Eric
XIV and Princess Turandot, which realised and developed to the full the ideas of “Fantastic
Realism”
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Set design for Dybbuk

Using his intuition with Dybbuk and by combining contradictory elements and denying the
world of appearances his work in Eric XIV and Princess Turandot found its voice in the new
theatrical art of the twentieth century which appeared in the work of such people as Artaud, Brecht,
Grotowski, Beckett and Peter Brook. It also worth noting that Sergei Eisenstein writes of witnessing
the Theatre Habima and Vakhtangov’s Erik XIV as among the most important events in his life. It
is not accidental that Eisenstein places as a central feature of his aesthetic world the idea of ecstatic
experience in art and the grotesque with its ecstatic structure of extremes.

The making of any film is in many ways a
process of discovery. Vakhtangov’s influence on
twentieth century theatre and its legacy remains in
many cases largely unknown, but everywhere felt
in theatre. By studying his work and ideas we
may be able to better understand the sources of
what theatre is now and what it can become in the
future.

Michael Chekhov as Erik in Vakhtangov's production
of Strindbere’s Erik XTIV
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Baxmanzoe u pycckuiit meamp. Co3ianue HOBOIo
NOKYMEHTAJbHOr0 pujabmMa.

Maiika Kpar

WUnes co3manus ¢unbma «BaxTtanroB u
pYCCKUi TeaTp» BO3HMKIA Ha MpeMbepe (uiibMa
«CranucnaBckuii u  pycckuid Ttearp». Korma
npeMbepa MOAXO0MIa K KOHIly, Oblla BhICKa3zaHa
MBICTb, 4TO (uiabM o BaxranroBe cram Obl
XOPOLINM IIPOJOJKEHUEM ¢mibma 0
CraHuCIaBCKOM W  JIONOJHEHMEM K  MOeH
npenpiaymiel padore — «Meibiepxonba. Teatp u
pycckuii aBanrapa». B To Bpems s HE 0COOCHHO
3ayMbIBaJICS 00 ATOH TeMe, HO OHA CTaja TO U
JIelI0  BO3HMKAaThb B IOCIEAyOLUX Oecemax ¢
[Tonom @paitepom (xomremx Poy3 Bbpydopn).
BepuyBmuce B MOCKBY, s Hadald KOe-KaKyro
HOJATrOTOBUTENILHYIO HCCIIE0BATENBCKYIO paboTy
— PYKOBOJCTBYSCh HE CTOJIBKO HEOOXOJIUMOCTBIO
CHATH O3TOT (UIBM, CKOJBKO COOCTBEHHBIM
uHTEpecoM. B To Bpems s ObUT yBiI€USH APYyTUMH
JieNlaMy, B CBS3H C YeM Yy MEHS He ObUIO BpeMEHHU
BCEPbE3 3aHATHCS TaKUM IpoeKToM. M Bce-Taku s
cobupan Marepwal, a uaes cosnaHus (uiabMma

Vakhtangov

and the ocTaBajlaCh Ha mepudepur MOEro CO3HAHUS.

Jlerom Toro xe rona — 2011 — MeHs npurinacuiau
IIPOBECTH BpeMs Ha Jade y Jpy3ed, B
IPOXJAJHOM COCHOBOM JIECy HEHANEKO OT
MOCKBBI.

Russian Theatre

O6noxka DVD
TCHHBIM MOCKOBCKUM Be‘{epOM MBI

OTIPaBWIMCh TyJa Ha TPU HEAEIU BMECTE C
xeHou. S 3axBaTui ¢ co0O# KOe-4TO M3 MaTepuajoB, COOpaHHBIX IS MPOCKTA, MOCBAIICHHOTO
BaxrtanroBy. IMEHHO TaM, cpeid CHOKOMHOW PYCCKOM IPUPOJBI, HA CBEKEM BO3JyXeE, C XOPOILIEH
JIEpPEBEHCKON €101 sI Hauall BCephe3 3aJyMBIBAThCsl O TOM, KakuM OyneT ¢uibsM o Baxrtanrose. I1o
CYTHU JieJIa, B T€ TPU HEJENM I Hayaj IucaTh MEPBbI BapUaHT CLEHApHs Ha OCHOBE MAaTEpHAJIOB,
HaXO/MBUIMXCS B MOEM pacropspkeHUd. [IepBrIii BapuaHT 0Kazajics HEAOCTaTOUHO 00BEMHBIM, HO 5
YyBCTBOBaJI, 4YTO Hadajo mnojoxeHo. Korma s BepHysics B MoOCKBY, MU MEHS CHOBa 3aKpyTHI
OCIIeHBI TeMIT MOCKOBCKOH KH3HU, GWIbM 0 BaxTaHroBe omnsTh 0TOABHHYJICS Ha niepudepuro. Co
CIICHapHeM Bce ObUIO B MOPS/IKE, HO S Hayal MOHUMATh, YTO Y MEHS MOMPOCTY HET HEOOXOAMMBIX
cocraBisronux s 3toro puiasma. C puibMom 0 CTaHUCIIAaBCKOM TaKoi Mpo0sieMbl HE BO3HUKAIO,
BeIb Onaronapst robe3HoMy paspemnieHuro [loma @paiiepa B MOeM pacnopsKEHHH OKa3aJics BECh
apxuB LlenTpa CranucnaBckoro. Ho s Tem riy0ske mpoHUKaJCS uiaeel co3nanust puibMa — Oolee
TOTO, CTaJl CYUTATh TAKOW MPOEKT HEOOXOAMMBIM, — 4eM Ooublie y3HaBas o BaxTaHroBe u ero
pabote B Tearpe.

Kak gacTo OpIBaeT B MOJAOOHBIX CUTYAIUSIX, MHOTOE IMPOUCXOAUT IO BOJIE CIIydasi UM BEJICHUIO
cyap0b1. MHOTHE U3 MOMX MOCKOBCKHX APY3€H M 3HAKOMBIX 3HAJIH, YTO s TIOAYMBIBAIO O CO3AaHUU
storo ¢unpma. I[lo3BoHMIA MOapyra MOEH KEeHbI U CKa3aja, YTO CIIBIIIANa O MOMX HaMEpPEHHSIX.
Oxa3zanoch, OHa pabOTaeT B OJHOM M3 MOCKOBCKMX MY3€€B, M OJIHA M3 €€ KOJUIET — MpaBHyYKa
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Baxrtanrosa. [logpyra »eHbl Npeaioxuia MHE TO3BOHUTh
e, yto 51 u caenan. K Ttemedony mnomomna [uana
BaxrtanroBa, u Mbl HECKOJbKO MHHYT OecenoBanu. [locne
KOPOTKOTO  OOCyX/aeHuss  MOouX  IutaHoB,  Jlmana
MIPEATIONO0KHIIIA, YTO MHE JIy4lle ITOTOBOPUTH C €€ OTLOM,
BHYKOM BaxrtaHrosa — ero, kak u Jena, 30ByT EBrenumii. S
TYT e HaOpan ero Homep. EBrenuii coo0mun MHe, 4TO y
HEr0 €CTh HEOOJBIIOW apxXuB, HO OoOJbIIAs YacTh
ceMeiHoro apxuBa nepenaHa Mysero Baxranrosna,
pacroyioeHHOMY 10 ajpecy JleHexxHblil nepeyiok, 1om 12
— B KBapTHpe, TIJe ceMbs BaxraHroBa »uia ¢ e€ro
POXIEHUS U IO CaMOM €ro CMepTH. EBreHuid mpeaioxui
MHE TIO3BOHUTH XPAHHUTEISIM My3es, YTOObl s MOT
NnoOBIBaTh TaM M OCMOTPETh XpaHsmuiics tam apxuB. OH
JaJl MHE TIOHATH, YTO C/IETAeT BCE BOZMOXKHOE, YTOOBI ATOT
¢mibM ObUT CHAT. XpaHUTETH My3€sl TOKE C TOTOBHOCTBIO
MPULTA MHE Ha TIOMOIIs — TeM OoJiee, 4To s 00paTHiics K
HUM C PEKOMEHJaluel BHyKa BaxTanrosa.

Eprenuntt Baxtanros, Hagano 1900-x rr.

Sl uckan 1ocTyn K HEOOXOIUMBIM /ISl co3aHus (pruiabpMa
pecypcaM, M TIIOCI€ HEKOTOPBIX IIEPErOBOPOB  MHE
NPEUVIOKWIN CHATh (WIBM B My3€€; KpOME TOro, s TOJYyYMJ MOJMHBIA JOCTYyNl K apXWUBY
BaxTanrosa, BKIIOUAIOIIEMY OpPWUTHHAIBI CEMEHHBIX (oTorpaduii, mrceM H PHCYHKOB. MbI
Ha3HAYWIN JIEHb CbEMOK, M BOT, XOJIOJAHBIM STHBAPCKUM YTPOM, 51 y’Ke ObUI TaM M CTapaJics CHATh
KaK MOXHO 0OJjbllle MaTepHaia B OTIyIIEHHbIC MHE JBa Yaca. EBrenuii Baxtanros npu0su1, Korna
s OBIJT IPUMEPHO B CEPEIMHE MPOIECCa; Mbl HEMHOTO TT0OECEJ0BAIN M IOTOBOPHIUCH BCTPETHTHCS
B €r0 CTyJIuH 4epe3 napy AHed. M3BecTHBIM XyNO0KHHUK, OH XOTEN IOKa3aTb MHE CBOKO CTYIHUIO W,
BO3MO>KHO, HEOOJIBIIIOE BUIEO O CBOEH paboTe. B To xe camoe BpeMst OH XOTell, YTOOBI 51 OCMOTpEI
u coTorpadupoBa Te JTUUHBIC BEIIX, YTO HAXOIATCS B €T0O BIIAICHHU.

CpeMka B My3ee OKasajlach YCIEHIHOM, M sI 4yBCTBOBaJ, YTO TENEPb y MEHS U BIPABIY
J0CTaTo4YHO MaTtepuana s punsma. Henemro coycts st Berperwiicsi ¢ EBrennem BaxTtanrossim, u
OH Oosee NOAPOOHO pacckasal O CBOEM Jelie, C KOTOPBIM €My, YBBI, HE CYXICHO OBbLIO
BCTpeTUThCA. HO OH 3armoMHMII MHTEpECHBIE U SPKUE UCTOPUH, paccKazaHHble 0alOymkoil. Camoe
CHJIHOE BII€YATIICHUE — BOCIIOMHHAHUS 0a0YIIKK O TOM, KaK OHa CHJIea Ha IPEeMbEpe MOCIETHETO
cunekrakias Baxrtanrosa, «lIpunnecca Typanmor». Psnom c¢ Hell Obu1 BeeBonmon Meliepxoinba.
3puTeny CMEsUTUCh U alIoqUupoBaiu, a MeliepXxobl OBEpHYIICS K Hel U cka3an: «OHU COBCEM HE
IIOHMMAIOT BaxTaHroBa u caMu He 3HAIOT, IOYEMY CMEIOTCS WM aIIOAUPYIOT». Takoro posia omsIT
U3 MEPBBIX PyK OecleHeH ajs aroboro ¢uibMa, B 0COOEHHOCTH, KOTJa MaTepHaja Tak Majo IO
caMbIM pPa3HbIM NPUYMHAM — UCTOPUYECKUM U NOJUTHYECKUM, — KaK B cilydae ¢ BaxTaHroBbIM.
HecmoTps Ha ero ciaBy U IPOYHOE IOJIOKEHHE B PYCCKOM TEaTPaJIbHOM IIAHTEOHE, MHOIOE B
TBOpuecTBE BaxTaHrosa ro-npexHeMy He U3Y4€HO U HE MOHATO. Takue MOMEHTHI, JaXKe €ClIU U He
BOMIYT B ()MIIBM HAIPSIMYIO, TOMOTYT €My CTaTh 0oJiee KHUBBIM U, XOUETCSI BEPUTh, IPUIAAYT EMY
MOJIJTUHHOCTH.

B xome moux pasroBopoB ¢ EBrennemM BaxTaHroBbIM OH IIOCOBETOBaJl MHE BBIUTH Ha
uccnenosarens Biagucnasa MBaHoBa, crienpanucra o TBOPYECTBY ero nena. VMBaHOB Kak pas
3aKOHYMJ paboTy HaJ JABYXTOMHHMKOM Ha OCHOBE HEBHHKOB M JAPYrHX 3amuceil Baxtanrosa,
KOTOpBIE CONPOBOJMI COOCTBEHHBIM KOMMEHTapueM. S JIOroBOpMiCS BCTPETUTHCS C HUM
MPUMEPHO 4Yepe3 HeNeNro moclie BcTpeun ¢ EBrenumem BaxrtanroBeiM. BmamucnaB Obll OueHB
1r00€3€H, COracuics MOroBOPUTh CO MHOW M IIPOKOHCYJIBTUPOBATh MEHs 0 BaxTaHrose B CBSA3U C
MouM ¢uisMoM. Kpome Toro, y MiBanoBa ectb kHUTa 0 eBpeiickom tearpe «['abumay, craBiem, ¢
nomoInbio BaxTtanroBa, 3aMeTHOM TBOPYECKOM CHIJIONM B PYCCKOM Te€aTpe /1a U BO BCEM MHUpE. ITO
Haclleine KHUBO U 10 ceil neHb. B «["abume», B pexuccype BaxtanroBa, OblI IOCTaBIICH CIIEKTAKIIb
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«Tagubyx», CTaBIINHU 3HAYUTEIILHOU BEXOU B
(dhopMupoBaHUH BaxTaHTOBCKOM KOHIIEIIIINHA
«(aHTaCTUYECKOTO pean3May.

Bo Bpems Hamux auckyccuii IBaHOB 00BSICHIII MHE, UTO
OOIIETIPUHATHIA B3I HAa TBOPYECTBO BaxTaHroBa TakKoB:
JEATEILHOCTh PEXUCCEpa pa3BUBAJach JIMHEHHO, HaOHupas
CWIIy B MEpUOobl padOThl HAJ TAKUMH IOCTAHOBKaMH, Kak
«TaguOyx» u «Opuk XIV», u pocturia KpemeHao B
cnekrakie «lIpunnecca Typangor». Sl comHeBancs B TOM,
YTO 3TO UMEHHO JIMHEHHas IpOrpeccus, U YKpenwics B
CBOMX COMHEHMsX, Koraa [BaHOB ckasaj, 4TO MHOIHE
3epHa, U3 KOTOPBIX BO3HUKIM Oo0Jiee 3pesble IPOU3BEICHUS,
ObUIM UCCIIEIOBaHbl M OMPOOOBaHBI B PAHHUX MOCTAHOBKAxX
n 3anucax. HyKHO HENpeMEHHO MOMHHUTH O TOM, IOYEMY
BaxtanroB BbiOpam WMEHHO Takue mbechl: «[agulOyx»,
«Opuk XIV» u «IIpunuecca Typannot». 3T npon3BeacHUS
MOTJIH OBITh IOCTABJIEHBI TOJBKO Y€JIOBEKOM, 3HABILIUM, YTO
KHUTb €My OCTaJIOCh HEAOJT0. DTOT (aKT — paHHASI CMEPTh
BaxraHnroBa — oOkasajl BIMSHHE Ha TBOPYECKHE U

Xanna Posnna — Jles B «T'anubyxe» XYJOKECTBEHHBIE  DPELUEHUS, KOTOpble  IPUHUMAIUCh

PEKUCCEPOM B 3TUX IIOCTAHOBKAX. DTO CIIPABEIIMBO JAKE B
oTHowmeHun «TypaHnoT», XOTs, Ha IEPBBIM B3IJIA, OTO JIErKas IIbeca B CTUJIE KOMEIHHU ACIb apTe.
Tem He MeHee, BO BCE IIOCTAHOBKE CIHBIIMIUTCS OTYETJIMBBIM HPABCTBEHHBIH OOEpPTOH,
oO0BsICHAEMBI TeM, uTOo BaxrtaHroB mnpouuntan Bepcuto lllumepa. DrnemMeHT Tpareiuud W TEHb
CMEPTU IIPOCAYMBAIOTCS CKBO3b JIETKOMBICIIEHHBIE MAaCKM M LIYTKH, IIOCTOSHHO NPUCYTCTBYS Ha
BTOPOM ILIAHE B BHJIE€ YCJIOBMI, KOTOpBIE IpuHIEcca TypaHIOT CTaBUT NPETEHIECHTaM Ha CBOIO
pyKy. Ecinu mpeTreHIeHT He MOKET pasrajarh 3arajkv, OH JOJDKEH IPUHATH CMEpTh. BaxTaHros
OTMEYall, 4YTO Tpareius B TOM K€ CTEIEHU MacKa, CKPBIBAIOLIAs CMEX, B KaKOM CMEX — Macka,
CKpbIBatoIas Tpareauto. JIro6oBb u cMepTh — KpaiiHocTH, HO B «[Ipunnecce Typanaor» KpaltHOCTH
HEPa3pbIBHO CBSA3AHBI.

BosBpamasice k mbece «l'aanbyk», oOpaTMM BHHMMaHWe Ha OJWH (aAKT, CBS3aHHBIM CO
cueHorpadueii, BbiOpaHHOW BaxTanroBeiM st crektakis. [Ibeca TpeOoBasia TpaTuIIMOHHOTO
eBpeicKkoro ObiTa, 4TO OOYCIIOBIEHO €€ ATHOTpapuuecKoi M (OIBKIOPHONW MpHponoi. Mapk
[Haran Opl1 HpUINIalllEeH Ha BCTpeuy C BaxTaHroBbIM, HAAESBIIMMCS, YTO XYJOKHHUK CO3JacT
odopmieHre Ui MOCTAaHOBKH. BeTpeua okaszanach HE OY€Hb YCHEIIHOW W, TIO CBUAETENbCTBAM
OYEBHUJILIEB, Mpouuia AOBOJBHO mpoxiyanHo. Korma Illarama conpocuwnu: «Kak Bbl BUauTe 3TOT
CHEKTaKJIb?», XyAOKHUK OTBeTWI: «CHauasa BaM CcJeIyeT CIpPOCUTh 00 3ToM BaxTaHroBay.
CrnepBa BaxTtanros npomonuan, a noToMm HpocTo ckasan: «Hukakoe vckakeHHe MM U3MEHEHUe
HEBO3MOKHO, TOJIbKO cuctema CraHuciaBckoro BepHa». [lo cBuperenbctBam oueBuaues, Hlaran
MIpUIIEIT B SIPOCTh, YBEPEHHBIH, 4TO cucTteMa CTaHUCIABCKOTO HE COOOpa3Ha HU C TOM MbEeCOr, HU
C BO3POXKJEHUEM €EBpPEHCKOro Tearpa. XyAOXKHHUK 3amMeTwl: «Tak WiauM MHaye, BaM HIpPUIETCH
IIOCTaBUTh IIbECY TAK, KAK 5 €€ BUXKY, MO-APYyroMy 3TO IIPOCTO HEBO3MOXKHO». O/IHAKO, B ciiydae ¢
9TOW TMOCTAaHOBKOW, JEHCTBUTEIILHO, CHOPMHUPOBATIOCH O0IIee BIECUATICHHE, YTO BCE OBLIBIC
TeaTpaJbHbIE METO/Ibl UCUEPIIAHBI.

51 y3Hanm o TOM, Kak BaxTaHToB Hamiena pelieHHue CIEeKTakiIs. B KOHIle KOHIIOB, OH BBIOpal
Hartana Anbrmana. Ilo ero sckusaM SICHO, YTO Iepou MbEChl OBIIM TPArMYECKH CIOMJIEHBI — Kak
Oyaro pacwieneHsl. [1o scku3am AJbTMaHa BHIHO — B OCOOCHHOCTH 3TO KacaeTcsi XaHHBI, UITyIIEH
HOBBIH MyTh, — YTO BaxTaHro oOpen B XyA0KHUKE POJICTBEHHYIO YNy, CTPEMHUBIIYIOCA K YeMy-
To Oonee BenmuyecTBeHHOMY. [Ipm yuyactum AnbpTMaHa BaxTaHTroB Halen HMCKOMOE pelleHHe, U
peneTui MPOAODKAINCHE B COCTOSHUM TaKOro BO30YXICHHS, KOTOPOE MOXKHO OIUCATh
(haKTHUECKU KaK IKCTa3.
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KocTtroms! 1 rpuM AnbTMaHa B criekTakie Baxrtanrosa «'aguOyx»

KocTtiombl U gekopannu AnbTMaHa, a TakKe HepeallMCTHYECKUe, He-HaTyPaIUCTHUECKUE, TIOUYTH
MEXaHUYECKUE JIBUKECHHUSI aKTEPOB MO3BOJISUIN MCCIEI0BATh MOHATHS KU3HH U CMEPTU M COYETATh
HKCTpEMaIbHBIEC TIEPEKUBAHUS, a TAK)KE KpailHUE MPOSBICHHUS PEITUTHO3HBIX, JYXOBHBIX U JAPYTHX
KOHLICTIIIMM BHYTPHU HENPEPBIBHOTO IIOTOKA 3KCTATUYECKOM SMOLMHU. ['pOTECKHBIE INEPCOHAKHU
CJIMBAIUCH C JIGKOPALUSMH, BBIIIOJTHEHHBIMHA B 3CKU3HOM KJtoue. VICTHHBI, CIpsiTaHHbIE TITyOOKO B
YeJI0OBEYECKOM CO3HAHHMHM, OBUIM M3BJICYECHBI HApYyXKy. HeBuaMMble TaliHBI )KU3HU OBUIM MOKA3aHBI
3puTento u o0aexsn Gopmy, Omarogapsi TPOTECKHON (aHTacMaropuu criekrakis Baxranrosa. 9T1o
OBUTH CYyTh M Ha4all0 BaXTaHTOBCKOTO (paHTacTuuyeckoro peanmuszMa. Cepbe3HbId mIar 3a Mpeseibl
npruemMoB CTaHUCIaBCKOTO.

I'poTeck Henb3sl CBECTH K KaKOH-1MOO ONHOW KaTeropuu, MOITOMY OH caM IO cebe MOXKEeT
cofiepkaTh JII00O€ YHCIO 3JIEMEHTOB U IpoTuBopeunit. OH mpennonaraeT MHOXECTBEHHOCTh
KaTeropuii M o0JaJaeT HEUCCSIKAEMbIM CBOWCTBOM, HEOOXOOUMBIM BaxTaHroBy, 4ToOBl yHTH OT
YCTaHOBOK HAa pealn3M, KOTOpble cTainu accouumupoBarbes co CranucnaBckuM u MXATowm.
I'porecky mpucyma onpeaeieHHas «HEPEaTbHOCTh» — MICAIBHBIA CIIOCOO MOKa3aTh HEBUANMOE.
VYike caMHM MCKa)XKCHHUEM pealbHBIX MPEIMETOB WM TOTO, YTO MBI IPUBBIKJINA BOCIIPHHUMATH Kak
peanbHOE, MOPSAIOK pa3pyllacTcs M HEOJHOKPATHO IIEPEeCO3]aeTcs, MOKa HE BO3ZHHKHET HOBAs
peanbHOCTh. DTO OTIAMYHBIC YCIOBHUS Ui MeTaMop(o3 U TpaHchopManuu, a MIMEHHO 3TH JIB€ TEMbI
SIBIISIFOTCS KIIFOUEBBIMH JUISI TIbechl. [Ibeca yke BBIXOIUT 3a PAMKH KaKOW-ITH00 OJHOM KaTeropuu —
eBpelickas, (OIBKIOpPHAS WM STHUYECKAs, — U 3TO pEIIaeT MpoOiieMy, BO3HUKIIYIO BO BpEMs
muckyccuii ¢ [llaranom. BaxTaHroB moy4us BO3SMOKHOCTB CO3/1aTh HOBYIO PEaIbHOCTh C aKTEPaMu
«["abumb» 1 00pen cBoOOdy, YTOOBI B TeaTpaJbHOM KOHTEKCTE HCCIENoBaTh TIiyOouaiimue
9K3UCTEHIUATBHBIE TEMBI, BOJHYIOIINE YEIOBEKA.

Onnoit m3 OocHOBHBIX TeM «l'aguOyka» sBIsSE€TCS TO, YTO OAHO CYIIECTBO — WJIM CHJIA —
nocensiercst B Ipyrom. Takoil CroskeTHBIN MOBOPOT ObLT OBl ciioxkeH uiss CTaHUCIIaBCKOTO, BEllb €ro
UJEU TPOYHO ONMPAIUCh HAa HE3ABUCUMYIO ICHXOJIOTMYECKYIO MHAMBHMIYaJIbHOCTh. Maruueckoe
«eciu ObD» WM «4TO OBI 5 cenan B 3TOM cutyauun» st CTaHHCIABCKOTO sBIsieTcss MeTadopoit
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®ororpadus u3 ciekrakist Baxranrosa «[Ipunmecca Typanmor»

WIH, BO3MOXHO, oOperaer cratyc meradopsl B peaqbHOM mupe. A y BaxtanroBa peaibHOCTh
IbCChl — CYHICCTBYHIOIIAsA TOJIBKO B paMKaX CICHBI, CIICKTAKIIA WU 3PpHUTCIBHOI0 3aJida, - CTAHOBUTCA
PEAIBHOCTBI0 KPAaWHOCTEH, M €€ DKCTa3 03apsAeT Hally YeJIOBEYECKYH) PEalbHOCTh, HO HE Ha
MOBCETHEBHOM YpOBHE, a B IUIAHE TOTO, YTO 3HAYUT OBITH YEJIOBEKOM B OOILECTBE CO BCEM €ro
MIOTEHLIMAJIOM Xa0ca U PEKOHCTPYKLUHU. AKTEpPhI B CIEKTAKIAX BaxTaHroBa opueHTUPYIOTCSA HE Ha
WH/IMBUJYaIbHbIE TICUXOJIOTUYECKHE XapaKTEPUCTHUKU TIEPCOHAXeW, a Ha OOIui pUCYHOK
JYXOBHOM miM (pU3NYeCcKOi BCENCHHOH, (hopMupyemblii mocpeacTBoM Tena. st co3manus Teatpa
Oynymiero BaxTaHroBy HY>KHO OBLIO HEUTO OOJIBIIEE, YEM PEATBHOCTH. [ POTECK HATIOMUHAET HaM O
TOM, YTO CAWHCTBO HAXOJUTCA BHC HAUICro IOHUMAHUA; OH HYXCH, 4TOOBI noApbIBATH (B
TCaTpaJIbHOM KOHTCKCTG) HAIIH OOBIYHEIE MMpEaACTaBJICHUA O CAUHCTBEC HeﬁCTBHH " HappaTuBsa.

MyunTenpbHOe — OHIyIIeHHE COAJaHCHUPOBAaHHBIX COIOCTABJICHUI  COBMAgaeT C  OOLIUM
rpadMuecKuM U CHEHUYECKUM PELICHUEM, ONPE/eIieMbIM TapMOHUEH 0€JI0ro 1 HeOEeCHO-TOITy00r0o
1BeTOB. JlelicTBHE MPOMCXOAMT B 3aKPBITOM IPOCTPAHCTBE, MHTEPHEP KOTOPOTO BBIACPKAH B
ACKM3HOM Kirode. HeGo BBIMISAMT Tak, CIOBHO OHO paszbATO Ha 4acTH. [ oiryOoi 3aHaBec ¢
roiyObIMM OTMETHHAMH HAXOIUT OTPAXKCHUE B OCJIOM OJICSTHUM cTaplia. beiibie CTEHBI CO3/aloT
OULIYIIEHHE CYXAIOLIErocsi KBepxy mpocTtpancTBa. C Jpyroi CTOPOHBI, CTOJN HAKPBIT O€Joi
CKaTepThIO, YXOJSIICH BriyOb, B OCCKOHEYHO PpACIIUPSIOIIYIOCS TEPCIEKTHBY, U Y 3PUTEIS
BO3HHKACT OIIYIICHHUE, YTO OH CMOTPHUT CBEPXY, XOTs, HAa CAMOM Jielie, CMOTPHT npsimo. Craper Bo
rJIaBe CTOJa HE YMEHbIIAeTCs, a, Ha00OpOT, Kak OyITO YBEIMYHMBACTCS, CTAHOBUTCS OOJBIIC U
JOMHHHUPYET HaJ| IIPOUCXOISIIIM.

Hcnonb30BaHne HAKIOHHOW IIOCKOCTH, & TAaKXKE WIrpa C BHU3YalbHBIMH TEPCICKTHBAMH U
0o0BEMaMU MO3BOJSET HaM TOBOPHUTH 00 HCIIOJIb30BaHWM BaxTaHTrOBBIM OOpaTHOW MEPCIICKTHBBHI.
[TomoOHbBIE TEXHUKH UCTIOIB30BAIUCH B PYCCKOM aBaHrapaHoMm teatpe 1910 — 20-x rT. B 60pnbe ¢
MpaBWIAMHA PEHECCAHCHOW TMepcrneKTUBbl. OOpaTHYIO MEPCIEKTUBY MOXKHO OOO3HAYHTH Kak
OTIPE/ICIISAIONIYI0 XapaKTePUCTHKY PYCCKOW HMKOHOMHUCH, KOTOPYIO PYCCKHE AaBaHTAPAWCTHI U
KyOHCTBI ~ WCIONB30BATM B CBOMX TIpaUUECKUX DIKCIEPUMEHTaX. OJTO TMO3BOJIET JOCTUYh
MHO>KECTBEHHOCTH TEPCIIEKTHB, YTO HM3MEHSCT TMOJie 3pCHHUs. 37ech BaXxTaHroB MakCHMAabHO
WCIIOJIb3YET TAKyH TEXHUKY U JOCTIKEHHUS CBOMX Ienei. OHa UCTIOJB3yeTcsl HEe MPOCTO IS

stanislavskistudies.org Issue #4, May 2014 76



®dotorpadus u3 cnextakis «['anudyx»

TOT0, YTOOBI IE30pUEHTUPOBATH 3PUTEIIS WIH COUTH €T0 C TOJKY, @ YTOOBI OTPA3UTh U MOTYEPKHYThH
MHOKECTBEHHOCTb CMBICJIOB, 3aKJIIOYEHHBIX B IIbece. [0 HEKOTOpPOM CTENEHM 3Ta TEXHUKA
M3MEHSET UePAPXHUIO MPUHATOTO BU3YAIBHOTO IIOHUMAHUS KOMITIO3UIUH, I71€ 00BEM U MEepCIeKTUBA
HEepPEeCTalT CIYXHUTh YCTaHOBKaM cyry0o peamuctuueckoro wmupa. IlyOnmka oka3siBaeTcs
BOBJICYCHHOHM B JeiicTBue. OOpaTHas MmepcreKkTHBa CBOAMUTCS HE K TOYKE HAa TOPU3OHTE, KAaK B
OOJIBIIMHCTBE 3alaJHbIX KapTHUH WM W300pakKeHHi, a K TOYKE 3a MpelelaMd KapTHHBI MU
n300pakeHus, HANPABICHHOW K 3pUTENio. B 3TOM cMbICIe MOXXHO CKaszaTh, 4YTO JAEKOpalus
«obpamaercss» K MyOJuKe, 4YTO SBISIET HaM eHie OJMH TNpUMep yXoJa OT HU30paHHOH
CTaHUCIAaBCKUM KOHLEMIMM «YETBEPTOM CTEHbD»; HEBUIUMBIE, HO IPOHM3BIBAIOIINE Jy4Yd
00paTHOW MEePCIEKTUBHI MPOHUKAIOT CKBO3b YETBEPTYIO CTEHY. BaxTaHTOB yMelo HCIONB3YET ATy
TeXHUKY. OH IPUMEHSET BCE CBOE TEaTpaibHOE MAaCTEPCTBO, YTOOBI aKKYPAaTHO U TOHKO TIOMECTHTh
TEXHUKY aBaHrapJHOIO MHCKYCCTBa B CYry0O TeaTpaJbHbIi KOHTEKCT. OTO OTKPOBEHHO
KOHTpacTupyeT ¢ Ooyiee rpyObIMH SKCIIEPHUMEHTaMH HEKOTOPHIX €ro COBPEeMEHHUKOB. [Ipumepsl
TAKO! TEXHUKU MBI HaliJieM B ciekTakisix Baxtanrosa «Opuk XIV» u «IIpunuecca Typannor», rae
MOJTHOCTBIO PEAIN30BAINCH M Pa3BUBAINCH HJIEH «(PAaHTACTHUECKOTO PeaTu3Ma.

Wcnons3ys cBoro unTyunuio B «['agulyke», coderas MPOTUBOPEUMBBIC AJIEMEHTHI U OTPHILIAs
MHUp BHEIIHUX 00MMYMii, BaxTaHroB — B Takux mpowusBeneHusX, kKak «puk XIV» u «lIpunnecca
Typangor» — o0Open cBOil TOJOC B HOBOM TeaTpaJibHOM HCKyccTBe XX BEKa, M ATOT TOJIOC
IIpo3Byyal Takxke B TBopuecTBe Aprto, bpexra, I'potoBckoro, bekkera u Ilurepa bpyka. Cnenyer
3aMeTHTh, uTo Cepreil Dii3eHINTEH mumeT o cnekrakie «Ipuk XIV» u nocranoBkax «l abuMbD»
Kak 00 OueHb BaKHBIX COOBITHUSAX B CBOCH XM3HH. HecirydyallHO B IIGHTpP CBOETO 3CTETUYECKOTO
Mupa OW3CHIUTEHH IMOMEIIAeT HACH SKCTaTUYECKOrO OINbITa B HCKYCCTBE M IPOTECKA C €ro
JKCTATHYECKOU CTPYKTYpPOH KpaHHOCTEH.

Co3pmanue nr000ro ¢uibMa — BO MHOTOM IIPOLECC OTKPBITHH. Bnusnue BaxranroBa Ha Teatp
XX BE€Ka W €ro Hacjeaue BO MHOIOM OCTA€TCA HEMO3HAHHBIM, HO OUIYIIAETCS ITOBCEMECTHO.
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I/I3yqa3 €ro IIPOHU3BEIACHHA H HIACH, MBI, BO3MOXHO,
HAaYHEM JIy4lle IIOHHMATh TO, YeM Te€aTp ABIIACTCA
CEeroJaHsa H 4Y€M OH MOIKET CTaTh B 6yz[ymeM

5
Muxann YexoB B poJIH DpHKa B CIeKTaKIe

BaxTtanrosa «3puk XIV» no meece ABrycra
Ctpuuabepra
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George Luscombe and Stanislavski Training in Toronto

Steven Bush

This article is excerpted and adapted from Conversations with George Luscombe: Steven
Bush talking with the Canadian theatre visionary edited and prepared by Steven Bush
(Oakville: Mosaic Press, 2012) and printed here by kind permission of Howard Aster,
publisher, Mosaic Press.

Preamble

George Luscombe (1926-1999) was Artistic
Director of Toronto Workshop Productions
(TWP) from its founding in 1959 until its demise
in 1988. Conversations with George Luscombe
describes George’s training methods, drawn from
his career-long study of Stanislavski and his years
working with Joan Littlewood at Theatre
Workshop in London. There he was introduced by [
Jean Newlove to Rudolf von Laban’s “Efforts.” §
Over time George developed a unique and
energetic fusion of Stanislavski and Laban that
was markedly influenced by Music Hall, Mime,
Circus, Chinese Opera and Documentary Theatre.
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For reasons that exceed the scope of this little  George in front of his theatre, TWP, circa 1974

article, widespread Stanislavskian practice was photographer James Lewcun

late in coming to Toronto. While there were

certainly teachers and directors from the 1930s onwards who employed some version of
Stanislavski, George Luscombe--probably more than any other individual--was responsible for
introducing Toronto professional theatre to Stanislavskian theory and practice as a viable
foundation for a company’s work. In my experience, and by report of many others who worked
with George, his commitment to Stanislavskian principles was systematic and thorough--not a
sporadic occasional reference-point. What follows are a few samples from George’s many

Stanislavskian lessons. (To find more about how George understood and deployed Laban’s
“Efforts,” I’'m afraid you’ll have to track down the book.)

Introduction

After I stepped off the bus from Ohio in February 1969, the first theatre I entered was Toronto
Workshop Productions and the first show 1 saw was The Good Soldier Schweik directed by George
Luscombe. Compared with work I’d seen and done in the States, Schweik struck me with its
political content and also with its aesthetic — the design, the use of space and the way the actors
moved. This was definitely not television put onstage. I knew this was a theatre where I wanted to
work. And indeed over the next several years I acted in five shows with George’s direction,
contributed two plays as co-author and directed one production at TWP.

In 1999 the late Urjo Kareda - theatre critic, dramaturge and longtime Artistic Director of
Toronto’s Tarragon Theatre - eulogized George as “Our Father.” Without Luscombe, Urjo
suggested, theatre in Toronto would have developed very differently. George showed that theatre
built on ensemble principles was possible. He showed that ongoing training and public performance
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were not incompatible within this same professional ensemble. George proved that producing new
Canadian work in a culture historically dominated by British and U.S. models was possible ... and
that there was an audience for it. He inspired the next generation of theatre-makers to follow in his
footsteps, or to consciously rebel and set out on different paths, or both. Certainly for many of us
who subsequently formed companies, George’s example provided a benchmark, positive and/or
negative, against which to evaluate what we were up to. While I don’t want to over-estimate
George’s contribution to the phenomenal growth of our theatre over the past 45 years, it’s worth
noting that, in 1969, we had no more than four professional companies other than Toronto
Workshop Productions. In 2014 there are too many to count; and in most years Toronto ranks either
second or third for sheer theatrical productivity among the cities of the English-speaking world.

In May 1996 George and I began recording our conversations. Happily, he had overcome earlier
qualms about making “another book on Acting.” We knew full well, being who we were, that we’d
frequently and cheerfully digress to other topics; but training actors and developing ensemble was,
from the start, the central narrative (or, in Stanislavskian terms, the “Through-Line of Actions”)
within and around which such digressions would occur. Our “Super-Objective” was to create a
coherent account of George’s training process. And I knew that George wanted a book that, like his
‘sacred text’ An Actor Prepares, would be used--not just read and talked about.

George and I recorded almost 13 hours of conversation. Transcribed, they took up almost 550
pages. Obviously, this called for some rigourous selection and editing.

Throughout this process, I bore in mind the principles of text analysis according to Stanislavski
as transmitted by George. I looked at each conversation as if it were a dramatic “Unit” and I kept
asking one of George’s favourite questions: “What can the Unit not do without?” Answering this
question led to Titles that, in turn, strengthened focus for each chapter.

Then: “What is the main Objective?”’ What were the “characters”--the conversationalists — trying
to achieve? What, in each Unit, was the main point we wanted to make?

Beyond this, the working rules were:

e Keep it “conversational.” Don’t turn our sometimes fumbling search for the right words into
finely finished prose. Don’t totally smooth-out the often “meandering” nature of real
conversation.

» Retain the particularities of George’s voice.
e Don’t put words in his mouth: Edit, even re-position sections of text, but don’t rewrite.

e Make it “an easy read”: The reader shouldn’t have to work too hard to get =~ what George
and I were getting at.

Our conversations were generally lighter in tone than the words on the page might suggest.
That’s part of what my “stage directions” are intended to convey. There has been no attempt to
update these conversations. They happened from May to December 1996 and in 1996 they remain.
Our reference points were deter- mined by what we knew in the months we were taping. Overall I
tried to stay true to our “Given Circumstances” and to our “Super-Objective.” Indeed, this applied
Stanislavskian method helped organize our chats into a series of informal lessons that is at least
close to what George had wanted.

Steven Bush, Toronto, April 2014
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“The Foundations of Creative Work”: Purpose and Given Circumstances

GEORGE:  OK. Purpose. This is Stanislavski’s
first step in the making of an actor. Never be on
stage without a purpose. The Purpose must be
related to the demands of the Given
Circumstances, or the demands of the
improvisation at the time.

exercise: a play called Waiting

What I usually do is ask people to come up and
sit in a chair, and tell them nothing, and those
excruciating moments in the chair allow them to
educate themselves about the difficulty of being
on stage without Purpose.

(George reads from his written notes on
Purpose.) “‘Come up and sit in this chair, we are
going to perform a play called Waiting. You are
the only character in this play. I will act as your
stage manager. When [ say “Curtain up,” the play
has begun; when I give the word, the play has
ended. We will begin. “Curtain up!”

“All is quiet. Steven has been on stage before,
he is not a novice; and yet after a few moments of
what seems to be a rather forced smile, the legs
cross with a snap and hold the lower limbs in a self-made vice. The smile has weakened and has
become confused, and before long the legs do another snap and reverse position. All of a sudden,
both arms make it for the back of the chair. There is the smile again, only this time revealing more
teeth. I relent. ‘Thank you, Steven, come down.’

Konstantin Stanislavski, circa 1918.

“‘Maria, would you come and take part in our play, please?” The moment Maria sat in the chair,
the head went down, the hands came up to cover it and we all looked at the nape of her neck for the
minute and a half. ‘Thank you, Maria.’

“‘Donald?’ Donald was confident: He had read the chapter on Purpose in An Actor Prepares. He
was prepared to wait with a purpose. As he sat heavily into the chair, I said the magic phrase.
Immediately his head spun left, and after a moment to the right, this time followed by his whole
body. When the same time had elapsed, all of Donald swung front. A whole series of definite
movements followed--up, down, across, then finally front again. Yes, we could guess when he was
going to move again; the time between each move became fixed. ‘Thank you, Donald.’

“So it continued the rest of the afternoon. I’d keep the play going for two, maybe three minutes,
especially when I had doubts as to what’s going inside them, or if they did seem to be succeeding
and I became curious as to how long they could sustain my interest.

“When all had had an opportunity to perform the play, I then explained Stanislavski’s great
dictum: Never go onto the stage without a purpose. Not the general purpose of being in front of an
audience, but a strong Purpose that gives you the right to be there. Today, students — through the
movies and television--have by the time they are five picked up a great deal of knowledge about
play-acting. Indeed they are very perceptive about what the adult world expects of them and are
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able to deliver a whole range of stereotyped behaviour patterns. The uninitiated might mistake them
for the real thing.”

STEVEN: And here you’re talking about “acting in real life”?

GEORGE:  Yes. I'm saying that their influences are so great now from TV and movies that they
pick up behaviour patterns by watching ... which they are not necessarily aware of. But to propose
that as the truth is a real problem. Because indeed you’ve got a weak blueprint of an “original” that
was a blueprint itself--if you’re talking about movies and television. So where is truth? This is why
it’s a difficult lesson; and it’s difficult for the teacher to be responsive to things that are valuable but
also to recognize clichés that don’t belong there.

(Returns to reading) “On top of that, the actor/student is asked to perform in a play that is
deceptively simple. In front of his peers, he is not about to fail and thereby make a fool of himself,
if he can help it. So, they are going to do something. Now you and I must consider: Am I watching
this actor because I must, or am I truly caught up in what’s going on in the progress of his thoughts?

“After a moment, I scan the class: Already one has his eyes closed, another is playing with his
shoe and a third is watching me for my reaction. There is nothing as exciting in this world as one
human being for another. When you place that being in the circumstances of a play on centre stage,
then the power to hold our attention is enhanced, enhanced tenfold. Yet, after a minute the minds
wander, seek interest in mundane things about us. If the actor on stage has not a firm hold--meaning
a grip that cannot be loosened--then the audience too cannot hold. You may do all the analysis of
the play and the character you like; you may spend a fortune on costumes and sets; you may stack
opening night with your friends and relatives ... if you do not have a strong Purpose on stage, the
coughing, the shuffling will begin. You will not hold our attention since you cannot hold your own.”
(George concludes reading.)

STEVEN: Why do you think it’s so hard for a young actor to hold his own attention?

GEORGE: Well, I know that, before the heavy influence of television, this was still a difficult
class to teach. You’re the centre of concentration for an entire audience. If it’s their peers who are
watching, who wants to fail in front of their fellows?

STEVEN: In all the times you’ve done that Waiting exercise, have you found someone just able
to ... be there without a lot of overworking?

GEORGE:  Oh yes, yes. Some were very good; usually the actor who’s spent some time and is
enjoying the spotlight.

After we’ve done that to everybody, then we bring them back on stage and choose a purpose
related to an imagined set of circumstances--maybe trying to cope with excruciating pain while
waiting to see the dentist — and the stronger that purpose is held onto, the stronger the work
becomes. And they stop noticing how their arms or legs are going, all the external things, because
they are concentrating on the reason for being there.

given circumstances

The Given Circumstances. This is forgotten so often when actors are working after a few years:
They work intuitively, they respond as they think they should. But, had they taken the details of the
Given Circumstances, it could have given them other roads to go. The Given Circumstances make
them more aware: The place, the time, the epoch, the furniture. They are conditions given to an
actor that he must not ignore. If he plays Given Circumstances that are not accepted by the other
actor — Disaster afoot! He’s in a different play! If one actor creates a wall, the other actor is obliged
to accept that wall. If somebody can float in mid-air, then the other person accepts that. So, Given
Circumstances are essential to an actor in developing a character.

STEVEN: If circumstances are given, how do they grow or develop?
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GEORGE:  They grow on the basis of what is given. Otherwise you have anarchy. When we
move into improvised work, there are still Circumstances that we accept; any that are introduced
must take into account those that already exist. The Purpose works wupon those Given
Circumstances; it can’t change them. “Purpose + Given Circumstances = Inner Stimulus”: A nice
little formula of Stanislavski’s. And it’s the inner stimulus we are trying to work towards, and work
from.

STEVEN: Given Circumstances: What do you include?

GEORGE:  Everything that you are given as an actor. That includes the stage; that includes
whether we are inside or outside; that includes whether you’re on the thrust stage or the proscenium
arch--because your sense of space changes between those two. Everything that the author has given
you. You contradict this at a great risk-- especially those directors who love to update the classics
and put them in another age ... perhaps out of boredom. What a shame to be bored with life and
bored with the classics, so that you have to change the time and place. It may be useful, but I’ve
seen it damage the play terribly. Guthrie' used it in Hamlet once; I saw it at that theatre in the
States...

STEVEN: Minneapolis.

GEORGE:  Yes, Minneapolis, and he had it in the Napoleonic Age, I think. He was using guns
and every time they talked about their swords, it didn’t live in the play; it was a bump so that it
reminded you of what they had done ... rather than integrate the change, easily.

I think Stratford’s faced with that all the time, our own Stratford, because they repeat the plays
so often that the next director says “Well, what can we do with this (Steven laughs) to make it
different from the last fella who did it?” Right? (George laughs.) So those are really hardly the
ideas that should move you to do the play.

STEVEN: Rather: Why do we want to do this play and what is it saying?
GEORGE:  Exactly, exactly.

The Given Circumstances are so often ignored when it comes to improvised work to find your
way into the play. Which is what improvisation should be about. And then, sometimes it can be
useful in rehearsal period, if you are stuck on a problem, I have done this many times: Change the
Given Circumstances but hold on to the same Objectives. So you may be having difficulty with
Richard IIT and you put him and Anne in a phone booth, but (Steven laughs) you hold on to the
Objectives and it becomes a very different play. Now you don’t have to keep that imagery when
you come to rehearse--because, again, you’d be corrupting the play, I think--but you have made
discoveries that have enlivened the text which has become boring to you and your own mouth.

But, again, to be able to change the Circumstances you have to understand the Given
Circumstances. So often actors who know a little of Stanislavski will say ‘Oh yes, I know my
Objective in this Unit’ and will be playing an Objective without consideration of the Circumstances
that Objective lives in. It must live in the Circumstances of the play which are agreed upon by
everyone. So in Analysis, when we ask “What are the Given Circumstances here?,” the entire cast
has their two cents’ worth. And when we name the Units eventually, everybody agrees on the name
of that Unit, and your Objective comes from the name of the Unit. Otherwise you are playing your
own play. And you wonder why you see twelve different plays on the stage!

Even with actors who have been with me for three years, I’ve had to go back to the Given
Circumstances to remind them ... because they have skillfully chosen something that seems right,

' Sir Tyrone Guthrie (1900-1971) — A British stage director and producer influential to the 20™ century revival of
interest in classics. Guthrie was a co-founder of the Stratford Festival of Canada in 1953, where he reintroduced the
Shakespeare “thrust” stage to modern theatre. He also founded the Guthrie Theatre in Minneapolis in 1963, where
George saw this production of Hamlet.
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but it’s slightly out of step because it’s not taking into consideration the Given Circumstances.
[George exhales.]

“a man is his circumstances”

STEVEN: Years ago, | was agonizing over some question of so-called “Characterization” and
your response to me was ... “A man is his circumstances.” This is something I frequently quote to
students.

GEORGE:  Especially for young people, they’ll want to build character immediately and they’1l
tell you things about what they do and about their mother and grandmother--which is sometimes
very useless and overloading ... and especially at the beginning.

We know nothing about character in the beginning. We are naked in our approach to a work.
That’s how I would like to approach all plays. To find the Given Circumstances and to find Purpose
will be the beginning of Character ... without us having looked from the outside in, but from the
inside out.

The Magic “If”
exercise: job of work

GEORGE: “Job of Work.” You need a big floor, with lots of room, and they move about,
separately, choosing their own little work area. I suggest to them that they are doing a “job of
work.” Around their home, their apartment, so it’s something they’re familiar with. Usually it’s
ironing, or washing the dishes, or sweeping the floor.

STEVEN: You try to keep to a fairly simple activity.

GEORGE:  Yes, nothing terribly involved: They’re going to have to mime the tools they’ll use —
the ironing board, the iron, the wall they’ll plug it into etc. Whatever they choose to do I accept ...
as long as I can see it.

And I’'m watching all these people scrubbing the dishes or the floor, painting fences, and it’s all
full of life. Everybody finds it easy to concentrate on the objects they’re using. We have done a
little mime work by now, so they know enough to see well what they’re handling, and they don’t
have to see everything at once: They only have to see what they’re touching. As they need the table,
there it is — but not before they need it!

STEVEN: Yes.

GEORGE:  So there’s great energy all around ’cause everybody’s doing things, but gradually, as
the last dish is washed, they feel silly washing more dishes or starting all over again — which they
wouldn’t really do. ... “So what now?” They slow down gradually, first one, then another, and I
patiently hold still for all this. They look at me and say in their eyes “Shall I go on?” And I won’t
give them an answer.

STEVEN:  Why?

GEORGE:  Because I'm not going to solve their problem for them. The problem that we’re
dealing with eventually is “The Magic ‘If”” so I just let them go until they are bored to death with it.
And there will be somebody who finishes ironing shirts, so they’ll find something else to iron;
they’ll keep going and going and look at me — “Should I stop now?”’--but still [ don’t say anything. I
let them make the decision and when everybody has finally stopped, we all sit down together and I
congratulate them on what they’ve done. I have seen the dishes and the cupboards, and as long as I
can do that, that’s good: They’ve handled those things well, what they did was true. It didn’t last,
but it was true....

I say: “Why did you and I get bored?”

stanislavskistudies.org Issue #4, May 2014 84



“Well, I’ve done it,” they’ll tell you, “it’s done.”

“Well, the stage is not ‘done’; it’s never done if the imagination is still alert. ... You took all
those clothes, hung them up in the closet. Why did you do that if you finished the work?”

“Oh, well, I didn’t know what else to do” is the answer, usually.
STEVEN: That was when they thought things were finished?

“the job is the job of Imagination”

GEORGE:  Yes, and then they extended it because I didn’t stop them, but eventually they seem
to run out of things to do. That, of course, is mistaking the object for the work. They thought the job
was only to iron the shirt. It’s not: The job is the job of Imagination.

STEVEN: Mmhmmn.

GEORGE:  If I sent Charlie Chaplin up there, he wouldn’t even get the ironing board (Steven
laughs) in place. He’d be all day trying to get it together. That’s the difference. Why did you laugh?
Why do we all laugh? Why do my students laugh, when I make such suggestions? It’s because &e
exploits the Given Circumstances with “If” and he can go on until you are tired - but Ae’s not
(Steven laughs) because he’s always got a new challenge; he supplies it for himself.

Because it’s an intellectual exercise, you think about it before you start, so I say: “Well, the job
is building the birdhouse, but what if...” and I expect him or her to complete the sentence. “What if
she couldn’t find the nails? What if she only had three minutes to complete this birdhouse? What if
she had to have the room cleaned up, and the birdhouse painted, before her mother got home?” ...
So you can go on and on, continually playing with the Given Circumstances.

Fantasy

Suppose then you dealt into fantasy with the “If”: “What if the paint wouldn’t stick? What if I
can’t see it because it’s invisible?” Well, certainly that’s still workable. The only thing is, you can’t
contradict the Given Circumstance which you’ve added: If somebody else comes in and starts to
paint, they can’t be able to see it either. So they must be knowledgeable of your Given
Circumstances. Or if they can see it, there’s something wrong with your eyes. Which, then, is still
holding on to the fantasy.

When they walk through a wall that was there already, they must include that within the Given
Circumstances; and if somebody else comes in and can’t go through the wall, that’s quite a surprise
to the first actor.

STEVEN: It’s got to be accounted for.

GEORGE:  Yes! Exactly. That’s why actors have got to see what the other person is creating,
because they are moving in on his or her Circumstances. They must retain them or they’ll be in
terrible trouble.

the difficulty of teaching the magic if

STEVEN: In working with “The Magic ‘If” with students, you find it one of the most difficult
concepts to get across. Why?

GEORGE: I don’t know why. It’s only “Let’s pretend!” But that’s difficult. I went through
public school and came out of it a dunce. I spent eight years having the imagination knocked out of
me. | think that’s one of the difficulties of teaching “The Magic ‘If*” — that we don’t believe in
magic any more, and we can’t allow ourselves to believe in magic without the possibility of being
made a fool of.
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That’s why Stanislavski calls it “The Magic ‘If*: “I didn’t say you were a snail, I said ‘What if
you became a snail?” So you can trust that 'm not lying to you. You’re a human being, you stand
on two feet, you can talk; but what if you were a snail?” Then you have to imagine it.

the magic if vs. memory recall

STEVEN: “The Magic ‘If*” is the opposite of that notion of “living the role.”
GEORGE:  Ohhh yes.
STEVEN: Yeah as much as it frees the imagination, it also frees, I think, the mind and soul of

the actor. Say you’re playing a “monster” or ... Edmund in King Lear: You don’t have to go
through that yourself. You can apply “What if.”“What if ... | were in these circumstances?”

GEORGE:  Oh such a good point, Steven, because the “Method” school of acting--
STEVEN: The Strasberg version.”

GEORGE:  Yes. They concentrated for years on Memory Recall, to the point of absurdity. They
wanted you to try and think about your father’s death, and have real tears pouring down your face.
If you do that enough times, you’d be in a psychiatric ward. I had actors come to me who had been
exposed to that kind of training who were shattered. They weren’t any use until we unwrapped all
that.

That was a misreading of that chapter because Stanislavski talked about memory taking shape
and changing: The first time, it’s one thing; the next time, it’s something else. It becomes easier to
handle; it becomes more artful, an artistic interpretation of what was originally a horrifying
experience. Because you can’t put the horrifying experience on stage: We don’t want to go through
it again, thank you very much. What you do need is “The Magic ‘If.””

Charlie Chaplin and the magic if

Getting back to Chaplin again, I often give the example of somebody who has a “job of work”
that requires changing a light bulb in the ceiling and therefore will get a ladder out and go up and
start changing the bulb. I will say “My God, if you gave that to Chaplin, he wouldn’t even get the
ladder out!” (Steven laughs.) You know, he wouldn’t get it fixed right, and he would slip his leg
through a rung as he went up. To ask him to carry up a bulb and change it is a horrendous task. In
fact, I used it in one of our plays, called Faces--the challenge of changing a light bulb. The actor
was able to exploit it to its fullest extent--which was hilarious in this case--but it was true.

That’s what happens with “The Magic ‘If.”” It allows you to do the thing - not for its result, not
for “This will make them laugh or cry.” You tackle it because you’re answering the question of
“What if?” ... and answering it honestly.

STEVEN: I found it very enlightening, for students, to show them a short solo film that Chaplin
did called One A.M. Basically, he’s in one set for about twenty minutes and all he does is deal with
the problems he sets for himself.

GEORGE: Mmhmmn.

STEVEN: He leaves a taxi, he enters the porch, he is too drunk, he has forgotten his key, he
climbs in the window so then, fine, he’s inside the house. ... But no, he forgets that he’s inside the
house, goes back out on the porch, opens the door with the key, then comes in again. And one

* Lee Strasberg (1901-1982) - Influential American actor, director and teacher. From 1951 Director of the Actors
Studio in New York, considered one of the most prestigious acting schools in the U.S. Eventually called the “Strasberg
Method,” “Method Acting” requires an actor to re-live past emotional experiences in order to bring a character to life.
“Memory Recall’ is sometimes translated as “Affective” or “Emotion(al) Memory.”
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Charlie Chaplin with fellow actors in One A.M. (1916)

00problem after the other he finds: Suddenly uhh the stuffed bear--it’s part of the décor of his
house--it’s suddenly alive to him. (Both chuckle.) He’s totally frightened.

GEORGE:  He’s completed one “If” and he goes on to another “If” and another. Without
knowing the actual book at the time, he’s using all the techniques of Stanislavski’s, using them on
his feet. All that Stanislavski has done is analyze the work. He’s given us a way in, because if we’re
not geniuses like Charlie Chaplin-- and there are very few of those fellas--we need a way of
working that will bring us to the truth, and not fall into clichés.

STEVEN: In the 1930s he was quoted in an interview saying that he was using “The Magic
‘If>” for all his creative work.

GEORGE:  He did so instinctively long before anybody had put a word to it. What a teacher —
brilliant!

the magic if at TWP: Mr Pickwick
STEVEN: You were gonna tell me an anecdote about Pickwick....

GEORGE:  Oh yes! In this case the Unit had to do with a cricket game between a local team and
a much better team. I didn’t know how to play, but one of the actors did: Michael Marshall was
very expert at cricket. And he had to tell us the rules--which were hilarious to us novices. But we
played the rules, very carefully, and when it came to improvising the game, everybody took their
time at bat and uh the premise was that they would have a problem with the ball, in some way:
Some terrible thing would happen to them each time. We spent all afternoon on this wonderful
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photographer Craig Parkinson

problem with the actors, who didn’t wanna leave it ‘cause (Steven laughs) they were having so
much fun inventing, with “The Magic ‘If,”” ways of being defeated by the ball. And we had no ball,
but it was seen to go. And if somebody up in the audience caught it, we accepted it. It went off
swimmingly, all afternoon, with people getting maimed with the ball. (Steven laughs.) And 1 always
recall Don Meyers taking his stance and then the actor who was bowling threw the ball and Don
gave a terrible cry ... and stood stoically still. Because you don’t give way at cricket: You behave
yourself. We knew the attitude of the cricketers.

STEVEN: Hmmn.

GEORGE:  And then he limped off, carefully protecting his foot, as he had been hit by the ball
(both laugh) and the actors waited until he’d gone and then they picked up the ball — again, the
invisible ball. Then a couple of other actors would come up, and then Don would turn up again,
with his foot wrapped up in a bandage which he found backstage. And once again the ball would be
thrown at him, and this time there’d be a freezing attitude on the part of Don. (Laughs.) He went off
with a sore arm, came back with it done up in a sling and eventually, by the end of the afternoon
(both are laughing) ... he was like a mummy coming out on the stage, he’d been hit so many
places: Bandages on the head, bandages--He was well wrapped-up! And not a smirk ... as if this
game was the most meaningful thing ever played.

And they even managed to end the improvisation. It was Ray Whelan playing the old lady, the
grandmother, among other parts. The ball came at him and he took a vicious swing ... with every
part of his body ... and the pose ended with the cricket bat in the air, his arms stretched out above
him, and stayed perfectly still. ... So where did the ball go? And everybody looked at each other,
all over the field. And there was no hint from Ray ... except this terrible swing.
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STEVEN: What happened?

GEORGE:  Well, they had to figure it out. I said nothing, and they waited awhile, and he hadn’t
changed position. And they slowly, together, from around the stage, moved in on him until they got
right up close and then they, all together, hoisted him up above their heads and took him off the
field. He’d thrown his back out, obviously, and couldn’t move. And he didn’t move. (Both laugh.)
And they took him off in that faith. It was magnificent.

We kept that in, of course. That’s how the cricket game ended. I sat there roaring my head off.
We went on all afternoon! And I was so flabbergasted and on opening night, Whittaker, the critic,
just loved the show and was telling me so in the back room. I say: “Well one day, Herb, I'll tell you
about our cricket game. I’ll tell you all about it.” I didn’t want to tell him ##en because he hadn’t
written his article yet; it would seem like “feeding” him - which is very naughty and I wouldn’t do.

collaboration with the actors

That’s what made our plays successful so often ’cause it was the actors improvising with “The
Magic ‘If”” and creating new things I’d never thought of before.

STEVEN: A lot of directors don’t realize that,
when they’re prescriptive with actors, they really
rob themselves of all that the actors can give to the
work.

GEORGE:  Absolutely. And they have a
mistaken 1dea in our capitalist society that they must
be the genius; there’s only room for one genius at a
time. And that’s bullshit. My joy was, so often, like
Chicago 70, sitting there watching the imagination
of twelve talented people go to work. The director
mustn’t be frightened of faking time to allow the
actors to discover their truth.

cleverness supporting the through-line in Les
Canadiens

It was Les Canadiens. Astrid* had built us an
audience, it was brilliant. She put dummies all over
the set — which was supposed to be the Montreal
stadium — always looked like it had people in
attendance. The dummies were life-size and looked
fairly real, with amusing faces. In fact, she made TLes Canadiens (1977). As the players do a pile-up,

one look like Rick Salutin.’ Rick never knew. (Both Astrid’s dummy “audience” observes from the
laugh.) stands./ photographer unknown

3 Herbert Whittaker (1910-2006) - Distinguished Canadian theatre critic. Originally from Montreal, he began as a stage
designer, then moved to directing. Later, Whittaker took up posts with the Montreal Gazette and The Globe and Mail
as theatre, dance and film critic. A Member of the Order of Canada, Whittaker was a prime mover in creating the
Canadian Theatre Museum and the first national chairman of the Canadian Theatre Critics Association.

4 Astrid Janson (b. 1947) - Award-winning scenographer for theatre, dance, television and opera, Janson began as a
professional costume designer for Toronto Dance Theatre, Global Village and Theatre Compact. Her work with TWP
(1974-82) produced many famous set designs and established her as an insightful and collaborative designer. Janson has
won eight Dora Mavor Moore awards and is a member of the Associated Designers of Canada.
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GEORGE:  Idon’t know; she might have, she was very clever.

We’re in the Forum, in the 1950s when they played the national anthem, and the spark of
Separatism was coming forward in a new Quebec. This was all part of the play, using the metaphor
of hockey for the politics of the time.

Well, at this moment Len Doncheff was part of the audience, and the anthem went on. Like a
good WASP, he stood to attention and he looked over and the dummy wasn’t standing. (Steven
chuckles.) So, after a few curses, he told him to stand up--which he wouldn’t--so eventually he
attacked the dummy ... and both went over the seats (Steven laughs) and all you saw were legs up
in the air: Len and the dummy were having a furious fight over the national anthem. And that was a
good “1f.”

STEVEN: That’s what the scene is about.

GEORGE:  Yes, and the next day we would come to the same part, and they had their fight, and
this time Len lost: The dummy won and came back and sat. (Laughs.)

STEVEN: Oh, really?

GEORGE:  Len stayed out with his feet up in the air--hilarious! This is wit of extraordinary kind,
and all in keeping with the Through-Line and with the Given Circumstances of course.

exploiting actors “in the correct sense”

STEVEN: It seems to me that some directors are afraid of the actors’ creativity. Why do you
think this is?

GEORGE:  Oh, I think it’s lack of knowledge and understanding. They don’t want to seem like a
fool in front of their actors. Directors sometimes, I think, feel an obligation to be the creativity in
the show and therefore don’t want anyone doing anything of their own. These are all wrong reasons
and are based on our society which rewards the “brilliant” people.

That’s why you had critics who misunderstood our work continually. They would talk very often
about how brilliant the director is and I remember most things praised were created by the actors.
We were creating the atmosphere for the best work of the actor. I was exploiting their talents ...
which hadn’t been exploited before.

STEVEN: Mmhmmn.

GEORGE:  This is true in Ain 't Lookin™ where I had an all-black cast. These were all actors who
had never been on my stage before, and on very few other stages except to play servants and to be
shuffled about as the director saw fit -- very often the only one in the cast who was black. I was
teaching them to work within the short rehearsal period, and also creating a play at the same time.
And they were ecstatic for the opportunities I gave them and some of them went overboard and
were giving me all kinds of things I didn’t need. I’d remind them of the Given Circumstances of the
ball team and the bus that they were travelling in, and they’d come back to their senses ’cause they
knew and understood that. They were talented bright people, who had never been exploited in the
correct sense before.

> Rick Salutin (b. 1942) — Prominent Canadian novelist, playwright, columnist for The Globe and Mail and Toronto
Star and author of Les Canadiens (with an assist from Ken Dryden), /837: The Farmers’ Revolt (with Theatre Passe
Muraille), The False Messiah and Nathan Cohen: A Revue.

® Ain’t Lookin’ — TWP production (1980 & 84) based on the book Chappie and Me by John Craig. It dealt with issues
of racism by portraying baseball players touring in one of the “Negro League” circuits in the 1930s. As of 2014, Robin
Breon and Joe Sealy are in the advanced stages of developing a musical adaptation of this TWP classic.
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Ain ’tl Lookin"(Z”d production-1984) - Performers'(l—r): Patricia Vanstone, Ross Skene (on drums), Bill Martin (on
keyboard), Doug Johnston, Sandi Ross, Bruce Nelson, Johnie Chase & Gene Mack
photographer David Chiasson

Conclusion

Of course the foregoing is but a sampler. “The Luscombe system”--my term, not George’s--
includes much more: Obvious Stanislavskian elements (relaxation and voice; text analysis;
concentration of attention etc.), practice sessions on all of Laban’s ‘Efforts’ and also discourses on
the need for ensemble and why “the artist should be militant.” Ignited by his deep artistic and
political apprenticeship with Joan Littlewood and her collaborators, George determined to build
ensembles to create and perform the lively and intelligent theatre he wanted to make back in his
hometown.

Like Stanislavski, Luscombe believed that “we prepare in order to improvise.” But preparation,
for Luscombe as for Stanislavski, did not mean two hours every Thursday night, or an occasional
weekend workshop. George recognized and honoured great theory but knew that it meant nothing if
it wasn’t put into practice, seriously, over time. He would laugh with delight remembering hilarious
improvisations by seasoned actors, but he’d always remind me: “It wasn’t till the third year that we
had such gorgeous work being done.”

“GEORGE: You only get creativity through both the teaching part and taking that into the real
world of the theatre. One pushes the other. That’s why all you fellas spent so much time being
taught.

“STEVEN:  Those were the best things about being in the company.
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“GEORGE: Yes. Yes, it glued us together. But I would have a company together the first year
and the plays we produced were, you know, terrible. And the second year was a little better. And
the third year, I’d go in there and hand all you fellas the scripts and you’d hand me the scripts and
the thing would bubble and it needed very little work from me but as a bloody policeman. Those
were exciting times — when one didn’t have to explain to the actor how to create.”

For those fortunate enough to have witnessed such “signature” shows as Hey Rube!, The
Mechanic, The Good Soldier Schweik, Ten Lost Years, Mr Pickwick and Olympics 76, the
collective artistry of trained TWP veterans embedded strongly in memory. Often in our
conversations George honoured his actors by noting that “the best things” in many TWP shows
came from them, not from him: “Twelve brains on the stage is still better than one.”

Steven Bush (b.1944) got imprinted by George
Luscombe while working as an actor on five TWP
productions in 1969-70. He has never
“recovered” and taught a Luscombe-inflected
Stanislavski curriculum at University of Toronto
from 1993 to 2013 when he retired as Senior
Lecturer. Within half a century of professional
theatre experience, Steven has written Beating the
Bushes (Talonbooks, 2010) and co-authored
Available Targets, Life on the Line and Richard
Thirdtime (all published by Playwrights Canada).
Richard  Thirdtime, directed by George,
premiered at Toronto Workshop Productions

Steven Bush, circa 2006 (1973-74).
photographer Catherine Marrion
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axopax JlackoM U ipenogaBaHue Mo MeToay
CranucaaBckoro B ToponTo

Crusen bym

JTa cTaTbsl AABJSAETCS AAANTHPOBAHHBIM (pparmMeHTOM M3 KHUIH «Pasrosopsl ¢ JIxkopaxeMm
Jlackomom. CtuBen By Gecegyer ¢ KaHA/JICKHM TeaTpaJbHbIM BH3HOHEPOM» (peJaKkTop H
cocraputesb CtuBen bym; OxBuiaia: Mo3auk Ilpece, 2012) m nyb0uamkyercst 3aech ¢
J00e3Horo paspemenus uzgareist opapaa Acrepa, «Mosauk Ilpece».

BBenenune

JIxopmk Jlackom (1926-1999) ObLT
XYJO’)KECTBEHHBIM  pyKoBoauTeneMm «TopoHTO
Bopkmon  npoaakmH3»(TBII) co  Bpemenu
OCHOBaHus MacTepckoi B 1959 r. no ee 3akpbITus
B 1988 r. B Gecenax c Jxopmkem Jlackomom
OIHMCaHbl E€IaroTHYeCKUe METO/bl, OCHOBAHHbIE
Ha  u3ydyeHuu  CTaHHMCIABCKOIO,  KOTOPBIM
JOKOpIK 3aHUMAaJICS BCIO JKU3Hb, U Ha OIBITE
paborel ¢ JDkoan JIMTTIBYZ B JIOHAOHCKOM
«Twatp  BOpkmom». Tam  Jlxun  Hsronas
MO3HAKOMUIIA €T0 ¢ TeopHel aAmwkeHus Pynonbda
¢don Jlabana. Co Bpemenem J[xopmxk paspaboran
YHUKAJIbHBIN u SHEPTUYHBIN METOJ,
oopemuusronuii  Cranuciaasckoro u Jlabama, a
TaK)K€ MWCIBITABIIMKA SIBHOE BIMSHUE MIO3UK-
X0JI1a, MTAHTOMHUMBI, LIUPKA, KUTAUCKON OIephl U
JOKYMEHTaJIbHOI'O TeaTpa.
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Jxopmx nepen 3nanuem cBoero tearpa — TBII —
oko10 1974 r. / ®oto xeiimca JIbtokaHa

Ilo npuunHaM, pa3bsICHEHHE KOTOPBIX BBIXOJUT 3a IPEJENbl 3TOH HEOONBIION CTaThH, IIUPOKO
pacrnpocTtpaneHHas npaktuka CtaHuciaaBckoro npuuuia B ToponTo ¢ ono3aanuem. [Ipasna, emie B
1930-e rr. NOSBUIUCH NEJAror M PEKUCCEPHI, MPUMEHSBIINE TOT WM HWHOM BapHaHT MeEToJa
CranucnaBckoro, Ho UMeHHO JIxop ik JlackoM — BO3MOXKHO, B OOJIBIICH CTEIIEHH, YeM KaKOW-TH00
Apyroi Aesrenb, — B3sUT Ha ceOd 3agady MO3HAKOMUTH NMpo(ecCHOHAIbHBIA Tearp TOpPOHTO ¢
Teopred M NpakTUKoil CTaHHCIABCKOro, NPEAJIOKHB ee¢ B KadecTBe 3(P(PEeKTHBHON OCHOBBI
JeSTeIbHOCTH TeaTpanbHOW Tpymmbl. [lo MoeMy OMBITY M MO COOOIIEHHSIM MHOTHX U3 TeX, KTO
pabotan ¢ Jlxopmxkem, ero cieaoBanue npuHiunaM CTaHUCIABCKOTO OBUIO CHCTEMAaTHYECKUM U
HEYKJIOHHBIM; HENb3sl CcKa3aTh, 4TO OH oOpamaincs K CTaHUCIaBCKOMY CIIy4ailHO U BpeMsi OT
BpeMeHHU. Pacckaxky O HEKOTOPBIX M3 MHOXKECTBA 3aHATHM, MPOBEICHHBIX J[XKOpIKEM Ha OCHOBE
metona Cranucnasckoro. (Eciu Bbl xoTuTe moapoOHee y3HaTh O TOM, Kak JIKOpIDK MOHUMAT U
MIPUMEHSUT TeOpHIo ABMKeHus Jlabana, 60r0Cch, BaM Bce K€ MPUIETCs 00paTUTHCA K KHUTE).

Bceryniienne

Kak Tonbko s BbIIIen u3 aBroOyca, qocrtaBuBiiero Mens u3 Oraiio B ¢geBpaie 1969 r., mepBrim
TeaTpoM, Kyaa s monai, Obul «TOPOHTO BOPKIION NPOJAKIIH3», a TIEPBBIM CIEKTaKIEM,
YBUJEHHBIM MHOI0, okasancsa «bpasbiii cosmpar IlBelik» B mocranoBke Jlxopmxka Jlackoma. B
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CpaBHEHHH C T€aTpaJbHBIMU paboTaMu, KOTOpPHIE 51 BUAET M B KOTOPBIX caMm ydactBoBas B CLA,
[IIBeiik mopa3uia MeHsI CBOMM HOJUTUYECKUM COJEpPKAHUEM, a TAaKXKe ICTETUKON — CIieHOrpaduet,
HCIIOJIb30BAaHUEM IIPOCTPAHCTBA M TE€M, KaK JBHUIajauch akrepbl. [Ipoucxonsiiee HUKAK HENb3s
ObUIO HA3bIBATh TEJICBUACHUEM, IEPEHECEHHBIM Ha CIEHY. S MOHSI: 3TO UMEHHO TOT Teatp, rae s
xouy pabotare. Tak M MOJYYMJIOCH: B TOCIEAYIOIIME TOABI s CHITpajl B ISATH IOCTAHOBKAax
JxopaKka, Halucall JBe IIbEChl B COABTOPCTBE U CaM IOCTaBUII crieKTakib B TBIL.

B 1999 r. nmoxoiinenii Ypxo Kapena, TearpanbHblii KpUTHK, IIed-ApamMaTypr ¥ MHOTOJETHUN
XYJIOKECTBEHHBI pyKoBoauTenb Tearpa «Tapparon» B TopoHTo, mnpososrmacwi Jxopmxa
«HamuM oTioM». [lo MHeHHIO YpXO0, eciiu ObI He Jlackom, pa3BuTHe Teatpa B TOPOHTO MOMIIO ObI
COBEPLICHHO II0 MHOMY IIyTH. JIKOPIK IPOAEMOHCTPUPOBAI BO3MOYKHOCTH CYIIECTBOBAHUS
TeaTpa, OCHOBAaHHOI'O Ha NpuHIUNax aHcamOis. OH moka3ai, 4TO MOCTOSIHHBIN TPEHUHI BIIOJIHE
COBMECTHM C BBICTYIUICHUSIMH Ha CIIEHE B OHOH M TOil ke mpodeccuoHanbHOl Tpymme. Jlackom
JIOKa3aJI: BIIOJIHE BO3MOKHO CTABUTh HOBYIO KaHAJACKYIO APAMaTyPrUi0 B YCIOBUAX KYJIbTYPBI, I'/I€
HCTOPUYECKH JIOMUHHUPYIOT OpUTAaHCKas M aMEPUKAHCKas MOJEIH... M 3TU CIEKTAaKIM HalayT
cBoero 3purens. OH NOJCTETHYJI CIENYyIOIIEe MOKOJEHUE TeaTpalIbHbIX AESTENeH clIeaoBaTh €ro
TPONOM WJIM WATH Ha CO3HATEIbHBIH OyHT, BeIOMpas Apyrue IyTH; WIH X€ M TO, U APYTroe.
Koneuno, /i Tex U3 Hac, KTO BIOCIEICTBIH CPOPMUPOBAI CBOU TPYHIIbI, mpumep Jlxopika crai
BEXOH — B MOJIO)KUTEIBHOM W/WJIA OTPHULIATEIILHOM CMBICIIE, — C KOTOPOW MBI COOTHOCHIIHU TO, YTO
nenaeM. XOT MHE HE XO4YeTcs IIepEeOLEeHMBATh BIMSHHE, OKa3aHHoe JxopmxkemM Ha
(beHOMEeHaNbHBIN pacIBET HAILEro TeaTpa 3a MOCIETHHE COPOK IATH JIET, Hy)KHO OTMETHUTh, YTO B
1969 r. y nac, kpome TBII, 6pu10 Bcero uersipe npodeccuonanbHbix Tpymnmsl. B 2014 r. ux u He
COCUMTATh, U TOYTU KAXKIBIM rox TOPOHTO 3aHMMAET BTOPOE WJIM TPETHE MECTO II0 KOJIMYECTBY
TeaTpaJbHBIX IOCTAHOBOK CPEIX TOPOJIOB AHIIOA3BIYHOIO MHUpA.

B mae 1996 r. mbI ¢ J[opakeM cranu 3amuchiBaTh Hamm Oecenpl. K cuacTeio, OH mpeomoien
6LIJ'ILI€ COMHCHHA HACYCT TOIO, CTOUT JIM CO3JaBaThb «CHIC OJHY KHHIY II0 QaKTCPCKOMY
MacTepcTBY». Mbl NpPEKpacHO IMOHUMAIU: IOCKOJIBKY MBI 3TO MbI, TO OyJIeM dYacto U C
YIOBOJILCTBHEM OTBJICKAThCA Ha JPYTHe BOIPOCHI; OJHAKO OOydeHHE aKTEpoB M (HOpMUpPOBAHHE
aHcamOnsi OBUIO M3HAYAJIBHO ONPEJEICHO KaK MarucTpajlbHas TeMa ITOBECTBOBAHHS (MU, B
TepMuHaxX CTaHHUCIABCKOTO, «JIMHUS CKBO3HOI'O JEHCTBUS»), HA KOTOPYIO Mbl U Oy/J€M HaHU3BIBATH
st Oecenpl. Hameit «cBepx3anaueir» OBUIO CO3JaHME CBA3HOTO paccka3a O IeNarorndeckom
npouecce Jxopmka. U s 3Ham: J[Kopak XoTen, 4ToObl €ro KHUTY, OJJ0OHO CBSIIIICHHOMY JIJISl HETO
Tekcty «PaboThl akTepa Ham co0Oi», HCIONB30BAaTM Ha TPAKTHKE, a HE MPOCTO YUTAIH H
00CyKIaTH.

Msl ¢ JxoppkeM pasroBapuBalid IMOYTH TPUHAAUATh 4acoB. Korma st pacmmdpoBai 3amucH,
nonyunnock moutd 550 crpanui. [loHsTHO, 4uTO MOTpeboBanach akTHBHas paboTa Mo OTOOpPY
MaTepuasa 1 peiakType.

B xome atoro mpouecca s He 3a0biBai 0 chopmynupoBaHHbIX CTaHHCIABCKUM MPHHIUIAX
aHalIM3a TEKCTa — MHE O HUX TOoxKe pacckazan Jxopmxk. Kaxnyro 6eceny s BocpuHMMAan Tak, Kak
ecii Obl OHA ObLIA JIPAMATHYECKUM «KYCKOM», W TMOCTOSHHO 3aJaBall ce0e OJUH U3 JHOOMMBIX
BonpocoB JIxxopmxka: «be3 uero 3Tor Kycok He cMokeT oboltuce?» M3 oTBeTa Ha 3TOT BOIPOC
BO3HHUKAJIHX 3arjiaBus, a OHU, B CBOIO OUCPCAb, TIOMOTaJIn HaWTH TJIaBHOE B Ka)I(I[OfI TJ1aBE.

3atem: «KakoBa ocHoBHas 3agada?» Yero meITanuch JOCTUYD «IIEPCOHAXKI» — JIFOJIU, BEAYIIHE
Oeceny? Kakyro riaBHYO HIICIO MbI YTBEPKIAIH B KAKIOM Kycke?

Kpome Toro, st pykKOBOACTBOBAJICS CIEAYIOIIUMHU IIPABUIIAMU:

* [loMHHUTBH O «pa3rOBOPHOM TOHE». He Hy»XHO mNpuaaBaTh HalIEMy HOPOW 3aTPyIHEHHOMY
MOWCKY HYXXHBIX CIIOB 3aBEpPUICHHYIO Npo3andeckyro ¢opmy. He CTOUT MOITHOCTHIO
BBITIPSIMJISITH 3a4aCTYIO «BUXJISIIOUTYIO» JIMHUIO HAIIUX Oecel.

¢ CoxpaHsTh 0cOOCHHOCTH rosioca J[xopmka.
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* He 3aMeHATH €ro CIIOBa CBOUMM: PEAaKTUPOBATD, JAaKC MCHATH MECTaMH (bpar MCHTBI TCKCTA,
HO HC MCPCIHCHIBATD.

* Ilycts 3Ta KHHUra OyJeT «JIETKMM UYTCHHEM»: YHMTATelb HE JOJDKEH IMpHJIaraTh CIHMIIKOM
OOJIBIINX YCHIIUH, YTOOBI OHATH, K YeMy MbI ¢ JIDKOpIKEM KIIOHHM.

OOBIYHO HAIIK PA3TOBOPHI OBUTH BCE-TaKH JIErye 10 TOHY, YeM MOXKHO HPEAMOI0KUTh IO TEKCTY
KHUTH. $1 mombITancst mepeAarh 3TOT TOH IMOCPEICTBOM CBOUX «CLUEHHYECKUX peMapok». S He
IBITAJICS OCOBPEMEHUTH 3TH Oecenpl. OHM MPOXOAMIN ¢ Mas 1Mo Jekadbpp 1996 r. u ocrarorcs B
3TOM BpeMeHH. B cBoeM OOIIEHWH MBI OTTAIKUBAJIUCH OT MH(POpPMALMU, U3BECTHOW HAM Ha TOT
MOMEHT. B o0meM u wenoMm, s TMOCTapajcsi HE U3MEHATh HAIIUM «IpeAsiaraéMbIM
00CTOSITENILCTBAM» W «CBepx3amaue». B camom gene, mpumenenue meroga CTaHUCIABCKOTO
MOMOTJIO MpHaTh HamuM Oecenam (opMy HeOpMaNbHBIX 3aHATHHA, YTO, MO KpailHel Mmepe,
OJIM3KO K TOMY, 4ero qobusancs Jopmx.

Crusen bym, Toponro, anpens 2014 r.

OcHoBBI TBOpUYECKOI PadoThI: Le/Ib U MpeAiaraeMble 00CTOATEIbCTBA

JOKOPJ)K:  HUrak. Llenb. D10 mnepBbId mmiar
CTaHUCTaBCKOTO Ha MYTH BOCHHUTAHHS aKTepa.
Hukorna we Oyap Ha crene 0e3 menu. llens
NOJDKHA WMETh OTHOIICHHE K TpeOOBaHUSM
npeaIaraeMbIx 00CTOSITETTLCTB WA
WMIPOBU3ALMHU, TPOUCXOASUIEH B HACTOSALIHI
MOMEHT.

Ynpaxnenue: nbeca «Oxuaanme»

OOBIYHO 51 TIPOITY JIOACH BOT O YeM: IMPHUJITH
U CECTh Ha CTYJbs, a MPU 3TOM HUYETO UM HE
TOBOPIO; U BOT 3TH MYYHUTEIbHBICE MTHOBCHUS,
KOTJIa OHHM CHISIT Ha CTYJlbSX, JAalOT UM
MOYyBCTBOBaTh BCIO CIIOKHOCTh TOTO, KaKOBO
3TO — OBITH Ha CIICHE B OTCYTCTBUU IICJIH.

(xopmk 3a4uThIBa€T (PpParMEeHTHl CBOUX
3anucedl Ha Temy 1enu). «Bxonure U caguTech
Ha 3TOT CTYJ, MBI COOHMpaeMcsi ChITpaTh IbECY
o Ha3BanueM ‘Oskujanue’. BBl e JUHCTBEHHBIN
mepcoHak B JToW mhece. Sl Oymy y Bac
MOMOIIIHUKOM pexuccepa. Korma s roBopro
‘3aHaBeC MOMHAT’, 3TO 3HAYUT, YTO CIEKTaKJIb HAYaJiCd, KpOME€ TOro, s TMOJaM CHUTHAaJ,
03HAYaIoIINH, YTO CIEKTAaKJIb 3aKoH4YmICA. HaunnaeMm. ‘3aHaBec MOJHAT .

Koncrantna CranuciaBckuii, okojio 1918 r.

Bce criokoitro. CTuBeH ObIBa HA CIIEHE W paHbIIIe, OH HE HOBHYOK; U BCE K€ MOCIIE TOT0, KaK OH
HECKOJIbKO MTHOBEHHH, MO-BUANMOMY, Yepe3 CUITY yJIbIOAeTCs, OH C CHJIONW KJIaJIeT HOTY Ha HOTY, U
€ro HOTH OKa3bIBAIOTCS HAKPENKO CIEIUICHHBIMU. YIIbIOKa CTAaHOBHUTCS Bce Ooiee crmaboil u
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pacTepsiHHOM, WU BCKOpE OH MEHSET IOJIOKEHHWE HOr, HO CHOBa c cuioil. Bueszanno CrtuBeH
3aKHMJbIBaeT 00€ PyKH 3a CIHMHKY cTyja. [loTom cHOBa ynbibaeTcs, Ha ceil pa3 oOHaxkas OoJbIle
3y0oB. S cmsardarock: ‘Crnacu6o, CTHBEH, JOCTaTOYHO .

‘Mapusi, moxanyiicra, TOAOWAM, YTOOBl MPUHATH y4acTUe B HamieM crekrakie’. Ensa Mapus
ceqla Ha CTYJ, €€ ToJI0Ba OMYCTHJIACh, PYKU HMOJHSIIUCH, YTOOBI 3aKPHITh I'OJIOBY, U BCE MBI OKOJIO
MOJIyTOpa MUHYT CMOTpPEIH Ha ee 3aThlIoK. ‘Cracubo, Mapust’.

‘Honanpn?’ JloHanba 9yBCTBOBAI ceOsi YBEPEHHO: OH YK€ MPOYMTAN TJaBy o Ienu B ‘Pabore
akTepa HaJ co0oii’. OH TOTOB OBLI XKAaTh, OCMBICIISIS 11e7b. KOT1a OH TSHKENO OIMyCTHIICS Ha CTYI, S
npousHec BoimeOHyo ¢pasy. TyT ke ero rojsoBa noBepHyJach BIEBO, Yepe3 MIHOBEHHE BIIPaBoO, a
3a Hell moBepHyloch W Bce Teno menukoMm. CrycTs HEKoTopoe Bpemsi Bce Teno JloHanbna
kKauHynochk Brepen. [lociemoBaia 1enas cepusi ONPEACNCHHBIX JBIKCHUH — BBEpX, BHHU3, B
CTOpPOHY, 3aTeM CHOBa BIepes. Temepb Mbl MOIVIM YrajJaTh, YTO OH CHOBAa COOMpAETCS MPUATH B
JBUKCHHE, MMOCKOJIBKY MEX]Iy >KeCTaMU YCTaHOBHIIUCH OMpeEIelIeHHbIe MpOoMexXyTku. ‘Cracu0o,
Jonanpn’.

Tak nuto 1o camoro Beuepa. Sl mpojaoipKal MPEACTaBICHUE IO JIBE, MOXKET OBbITh, MO TpHU
MUHYTBI, B OCOGGHHOCTI/I, Korga y MCHHA OBUIM COMHEHHUS IIO moBoy TOI'O, 4TO IPOHUCXOAUT C
Y4aCTHHUKAMH1, UM KE CCJIM UM YyIaBaJlOoCh I[O6I/ITBCH YCIICXO0B, U MHC CTAHOBHJIOCH JIIO6OHBITHO,
CKOJIbKO OHM CMOTYT IOJJEPKUBATh MOU HHTEPEC.

Korna Bce ydacTHUKHM Hameil TpyIIbl CMOTIIM CHITPATh 3TOT CIIEKTAKIIb, 51 OOBSICHUI UM Ba)KHOE
cyxnaenue CTaHMCIABCKOTO: HUKOT/a HE BBIXOUTE Ha cueHy 0e3 nenu. Mimeercs B BULy He o0mas
LeJIb — HAXOUThCA Mepe]] My OJIMKOi, a Ba)KHas 11eJ1b, JAl0Ias BaM NpaBo ObITh Ha ciieHe. B Hamm
JTHU YYEHHUKH — MTOCPEICTBOM (DMIIBMOB U TEIEBUACHUS — YK€ K IISITH TO/1aM TOJIYy4aloT JTOBOJIBHO
CHOCHOE IIPEJICTaBIEHUE O TOM, KaK MIpaTh Mbechbl. B camMom jene, OHM OYEHb BOCIPUUMYMBBI K
OKU/IaHUSIM B3POCIBIX U CHOCOOHBI BOCHPOM3BECTH LENBIA P MOBEACHYECKHX CTEPEOTHUIIOB.
HenocBsieHHble MOTYT IPUHATD 3TO 32 YUCTYIO MOHETY.

CTHUBEH: U 31eck Bbl TOBOPUTE 00 «aKTEPCKOU UIPE B PEATILHOU HKUZHN»?

JOKOPJK: Jla. S roBopro cienmyroiiee: CErofHsl TEJIEBUICHUWE U KWHO TaK CWIBHO BIMSIOT HA
MOJIOABIX HIOI[CP’I, YTO OHM HAYMHAKOT KOIIMPOBATH MOJCIM MOBCACHUSA, YBUICHHBIC HAa 3KpaHC...
HOpOfI caMH TOro He cosHaBas. Ho cacjaaTrb 3TU MOACIHN IMOBCACHHUA HNOAJIMHHBIMU — HACTOALLAas
npobisieMa. J[ero B ToM, 4TO Ha OBEPKY BHI MOJTyYaeTe caadyro KOMUIO «OPUTHHAIA», KOTOPBIHA camM
1o ce0e ObLIT KOMHEH, eCITi pedb HIET O KHHO U TeJeBUACHUU. Tak B ueM ke npasaa? BoT mostomy
ATO CJIOXHAs 3a7adya, M IMPEroJiaBaTesll0 MPUXOAUTCS HE TaK MPOCTO: HYXKHO HE TOJBKO
YYBCTBOBATb TO LIECHHOC, YTO MOKA3bIBAIOT YUCHUKH, HO U PACIIO3HABATH IITAMIIbBI, KOTOPBIM 3ACCh
HE MECTO.

([Ixopmk cHoBa untaer): «Kpome Toro, s mpoury akTepa/ydeHrKa ChIrpaTth B Ibece, KOTOpas Ha
IIEPBBIM B3IUIAJ BBIMJIAUT MPOCTOM. B NIpHUCYTCTBMM CBOMX TOBApHILEH OH H30 BCEX CHII
MOCTapaeTcsi He YAAPHUTh B IPsi3b JIUIOM. MTak, ydeHUKH cOOMPAIOTCS YTO-TO clienath. Tenepbs HaMm
C BaMM HYXHO PEILIUTb: Mbl CMOTPHUM Ha 3TOI'0 aKTEPA, IIOTOMY YTO JOJLKHBI CMOTPETH, WK HAC,
JEHCTBUTENBHO, 3aXBaThIBAET IPOUCXO/IAIIEE C HUM 110 MEPE Pa3BUTHUS €I0 MBICIH?

UyTh moMensuB, s 00BOXKY B3IJIAIOM Kiacc. Y KOTO-TO M3 CTYIEHTOB 3aKpBITHI I71a3a, JPyrou
UIPaeT Co CBOMM OOTMHKOM, a TpeTHil HaOnroAaeT 3a Moed peakuueil. st ogqHOro yenoBeka HET
HUUero Oosee YyBIIEKAaTENbHOTO, 4eM Jpyroi uenoBek. Korga Bel HOMeEIIaeTe uellOBEKa B
0OCTOSTENILCTBA MBECHl M JETAeTe ero IEHTPOM BHHMAaHUS, €ro CIIOCOOHOCTh YJEpXKHBATh Halle
BHHMAaHHUE BO3pacTacT — BO3pacTaeT B JecATh pa3. M Bce ke yepe3 MUHYTY Mbl HAUYMHAEM
OTBIICKAaTbCs Ha BIIOJIHE OOBIIEHHBIE BEIIM, OKpYy>Karolue Hac. Eciin akTep Ha cLieHe HE CyMell Kak
CJIEIyeT COCPENOTOUUTHCA — U €ro XBaTKy MOXHO OCIa0UTh, —3pUTEILCKOTO BHUMAaHHUS €My HE
yaepxkarb. MOXHO CKOJBKO YTOJHO aHAJIW3UPOBaTh IbECYy M IEPCOHAXKA; IMOTPATUTH LEJI0E
COCTOSIHHE Ha KOCTIOMBI M JIeKOpalu;,; HaOUTh 3al BO BpeMs MPEMbEPHl JPY3bsIMH U
POJCTBEHHUKAMH... HO €CIM Yy Bac Ha CIICHE HET YETKOW IeNIM, 3PUTENIM HEeH30eKHO HAuyHYT

stanislavskistudies.org Issue #4, May 2014 96



KalUIATh W WypmaTh (aHTUKaMu. Bbl He cMOXkeTe yaep)kaTh Hallle BHUMaHHE, €CIM CaMU He
CIIOCOOHBI COCPENOTOUUTHCS». ([PKOP/K 3aKaHYMBACT YUTATB).

CTUBEH: [Touyemy, Ha Baill B3IJIsA]I, MOJIOAOMY aKTE€pPy TaK TPYJIHO COCPEAOTOUUTHCS ?

JUKOP/DK: 51 3nmakoM ¢ 9ToW mpoOJeMOH, MOCKOJNBKY M JO0 TOro, KaK CTYAEHTBHI CTalld
UCTIBITHIBATH OOJIBIIOE BIMSHUE TEJIECBUACHUS, 3TU 3aHATHS ObUIO TOBOJBHO TPYIHO BeCTH. BbI —
LEHTP BHUMAaHHS 1eJI0W ayAuTOpuH. Eciu 3pUTenn — MX KOJUIETH, TO KTO 3aX04YeT MPOBAIUTHCS
nepes CBOMMU KoJuieramu?

CTUBEH: 3a Bce BpeMs, MOKa Bbl JaBaJu CTYJIEHTaM YIpa)KHEHUE Ha OXKUJaHUE, BCTpEHaJICs
JU BaM KTO-TO, KTO MOT IPOCTO ... ObITh B IIEHTPE BHUMAaHUS, HE MpUiIaras CIUIIKOM OOJIBIITUX
ycuiui?

JUKOPJIK: O ma, koneuHo. HekoTopble M3 HUX OTIMYHO CHPABISIINCH; OOBIYHO 3TO TE, KTO yiKE
MPOBEJI KAKOE-TO BPEMsI Ha CLIEHE U MOJIy4aeT OT 3TOr0 yJI0BOJILCTBHUE.

ITocne TOro, Kkak Mbl IPOUTPAINA 3Ty CUTYyaLUIO C KaKIbIM, s IIPOILIY BCEX BBIUTU HA CIECHY U
BEIOMpAIO 1IeJib, CBSI3aHHYIO C Ha0OpOM BOOOpaKaeMbIX OOCTOSTENBCTB (MOXKET OBITh, 3TO
MIPEOI0JICHIE MYYUTEIHLHOW OO BO BpPEeMs OXKHJIAHHUS MPHEMa CTOMATOJIOra), U YeM Kperde OHU
JeprKaTcs 3a 1elb, TEM CHIIbHEE CTAHOBUTCS TO, YTO OHM IMOKa3biBaloT. OHU MEPECTalOT 3aMeyaTh,
KaK BCAYT Ce651 HUX PYKHU U HOTH, NCPECTAIOT 3aMCUYATh BCC, UTO MPOUCXOJUT BHYTPHU, ITOCKOJIBKY
COCPEIOTOYCHBI TOJIBKO Ha TOM IIEJIH, YTO TMPHBEJA UX CIOJIA.

HpeunaraeMLIe 00CTOATEILCTBA

[MpennaraecMbie  0oOCTOSITENBbCTBA. AKTEphl 4acTo 3a0bIBAIOT O HHUX, TMPOBEAs Ha
npodecCHOHAIBHOM CIIEHE HECKOJIBKO JIET: OHU PabOTaIOT MHTYUTHBHO, PEarupyIOT TakK, KaK, Ha UX
B34, AOJIKHBI pCarupoBaTh. Ho ecin Obl OHM BOCIOJIBL30BaJIMCh CBOHCTBaAMH npeajaracMbix
OOCTOSITENILCTB, 3TO OTKpbUIO OBl Tepel HUMH Jpyrue Bo3MoOKHOCTH. [Ipemnaraemble
00CTOSITENILCTBA JIAIOT aKTEePy MOJCKA3KU HACUET MECTa M BPEMEHHU JCHCTBHSI, SMOXH, OOCTAHOBKH.
OTu 00CTOATENBCTBA MPOAUKTOBAHBI AKTEPY aBTOPOM, HX HE CJEIyeT HUrHopupoBarh. Ecimu
IPUHATBIC UM IIpCAIaracMbIC 06CTO$ITCJILCTBa HC NPHUHATBI HNAaPTHCPOM — XKIAU 66,[[}31! 3Han/IT,
napTHep — B Apyrom crekrakie! Ecim onuH akTep co3maeT CTeHy, Apyrou JAOJDKSH MPUHSTH 3TO
0OCTOSITENILCTBO, 3Ty CTeHY. ECiM KTO-TO MOKET MOBHCHYTH B BO3YX€, MAPTHEP JOJDKEH MPUHSATH
3TO 00CTOATENHCTBO. TakuM 00paszom, ImpejaraeMble 00CTOATENbCTBA HEOOXOIUMBI aKTepy s
paboThI HAJ POIIBIO.

CTUBEH: Ecnu o6cTosiTenscTBa AaHbI, KaK e OHU Pa3BUBAIOTCS?

JIDKOPJIXK: JIro6oe pa3BUTHE JOKHO OMUPATHCS HA TO, YTO JAaHO M3HAYaIbHO. MHade
Oynet anapxus. Korga Mpl mepexouM K UMIIPOBU3AIMOHHON padoTe, MO-TPEKHEMY CYIIECTBYIOT
[PUHATBIC HaMHU 06CTO$IT€JILCTBa, KOTOPBLIC MbI IpPHUHUMACM, CCJIM BO3HUKAKOT HOBBIC
O6CTO$IT€JIBCTB3,, OHU JOJIKHBI YYUTBIBATH TC, YTO Y7KC CYIICCTBYIOT. HGJIB OTTAJIKMBACTCA OT 3TUX
npeajaracMbix 06CTO$IT€JIBCTB; OHa HC MOXCT HMX H3MCHUTSH. ((HGJIB + npeajaracMniC
OGCTOSITGJIBCTB& = BHYTPCHHAA MOTHUBALUA») . CUMIIATUYHAA MAJICHbKAA q)OpMy.]Ia CTaHHCIaBCKOTO.
BHyTpeHHsA1 MOTHUBaLMs — KaK pa3 TO, K Y€MY MbI CTPEMMMCS, U OT 4E€Tr0 OTTAJIKUBACMCS B HAILICH
pabore.

CTUBEH: [IpennaraeMbie 0OCTOSTENBCTBA: YTO MOIPA3yMEBACT ATO MOHATHE?

JUKOPJDK:  Bce, uTo naHoO akTepy. DTO U CLIEHA, U TO 00CTOSTENILCTBO, HAXOAUMCSI Mbl BHYTpU
WIM CHapyXH, Ha CIICHEe-KOpPOOKe WM B amQuTearpe, MOTOMYy YTO Ballle YyBCTBO MPOCTPAHCTBA
MEHSIETCS B 3aBUCMMOCTH OT JTUX YycioBud. Bce, uro nmanm Bam aBTop. Ecim Bbl 3TOMY
MPOTUBOPEUYUTE, TO KpalHE pHUCKyeTe — B OCOOEHHOCTH, 3TO OTHOCHUTCS K PEKHUCCEpaM,
MPEAINOYUTAIOIIMM OCOBPEMEHHUBATH KIIACCUKY U MEPEHOCUTH €€ B IPYTYIO 3MO0XY... BO3MOXHO, CO
ckyku. Kak 3TO CTBIIHO, KOrJa >KM3Hb M KIIACCMKA HArOHSIOT HAa Bac TAKyI TOCKY, YTO Bam
MPUXOAUTCSA MEHATh BPEMsI U MECTO JelcTBUA. THOrJa 3TO MOJIE3HO, HO S BUAEN, KAKOW YPOH 3TO
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1
MOKET HaHeCTH. ['aTpu Kak-TO pa3 MCIOJb30Bal 3TO B «l'amierey»; 1 BHAENI 3TO B TOM TEATPE B
rarax...

CTUBEH: B MunneanoJuce.

JOKOPJK:  Ma, B MunHeanonuce, U MHE KaxKeTcsi, OH IepeHec «l'amiera» B HamoJICOHOBCKYIO
sn0xy. OH UCHOJIb30BaJl OTHECTPENIBHOE OPYKHME KaX</blil pa3, KOIrJa pedpb Ija O Medax, 4To He
JIOKHUIIOCH Ha MbECy. JTO 0OCTOSITEIHCTBO, BBINAJAABIIEE M3 OOINEro psijia, HUKAK HeNb3s ObLIO
MIPUBECTH K 00IIEMY 3HAMEHATEIIO.

Mmue kaxetcs, Ctpatdop HOCTOSHHO C 3THM CTaJKHBaeTcsi — Ham cobctBeHHbI Ctpatdop,
BEJ[b TAM TaK YaCTO CTaBAT OJIHU U T€ K€ MbECHI, YTO KaXIBIH PEeKUCCEP TOBOPUT: «IX, YTO OBl HAM
TaKoe cleiaTh ¢ 3Tou nbecoi (CTUBEH cMeeTcs), YToObl He OBLIO MOX0KE Ha TO, YTO ¢ HEH cleral
MapeHb, MOCTaBUBLINN ee B mponuibii pa3?» Bepno? (xopmxk cmeercs). A BeAb Takue MBICIH
BpSIJ JIX MOTYT CIIOJIBUTHYThH Bac Ha TO, YTOOBI IIOCTABUTH ITHECY.

CTUBEH: Jlyue yx: «IloueMy Mbl XOTUM ITOCTaBUTH 3TY IIbECY, U O YEM B HEW rOBOPUTCA?
JOKOP/IK:  MImeHHO, UMEHHO.

[IpemaraemMpie  OOCTOSTENBCTBA TAaK YacTO HMTCHOPUPYIOTCA, KOTrJa pedb HIeT 00
UMITPOBHU3AIMOHHON paboTe, MO3BOJISIONICH aKTepy HaWTH MyTh K Mbece. MIMeHHO it 3TOTO M
cymiectByeT wuMmpoBu3anus. K ToMy jke, MHOrIa OHa MOXET OBITH IIOJIE3HOM BO BpeMs
PETETUIIMOHHOTO MEPHO/a, €CIH Y Bac Kakas-TO MpodiieMa — S MHOTO Pa3 C 3THM CTaJKUBAJICS:
M3MEHHUTH TIpeiaraeMble 00CTOATENbCTBA, HO TMPUACPKUBATHCS TeX ke 3amad. Hampumep, y Bac
MoryT ObITh TpyaHOCTH ¢ «Puuapmom IlI», u Torma Bel momemiaere ero 1 AHHY B Tesne()OHHYIO
Oynky, HO (CTHUBEH cMeeTcsl) BBl MPHICPKHUBACTECh TEX JKE€ 3a/ady, U TOTJa IMbeca CTaHOBUTCS
coBceM Jpyroil. Ho Bam He Hy)XHO COXpaHATH 3TU 00pa3bl, KOTAa Bbl HAUWHAECTE PENETHPOBATH, —
IIOTOMY 4YTO OIISITb-TaKH, BBl MCKA3UTE IbECY, KAK MHE KaXKETCs, — 3aTO BBl CHACIAINA OTKPBITHS,
MO3BOJIMBILNE O)KUBHUTH TEKCT, CTABIINHA CKYYHBIM JJISl BAaC U BalllUX COOCTBEHHBIX T'yO.

HO, OIIATBh-TaKH, 4TOOBI MOMEHSATH 06CTO$IT€HBCTB3,, BaM HYXHO IIOHUMATL MpeajiaracMbIC
oOcTosiTenscTBa. Tak 4acTo akTephl, MIANOYHO 3HAKOMBIE C MeTOAOM CTaHUCIIAaBCKOTO, TOBOPST:
«AX Ja, 1 3Har0 CBOIO 3a7la4y B 3TOM KYCKE», U UT'PArOT 3aJlaqdy, HC YYUTLIBAsA O6CTO$IT€JIBCTB3, B
KOTOPBIX OHa CYHICCTBYCT. A ona JOJDKHA XUTh B 00CTOsATENBCTBAX IbCChbl, OTOBOPCHHBIX BCCMU
YYaCTHUKAMHU CHEKTaKid. Takum o0pazom, BO BpeMs IpOLEcca aHAIN3a, KOTJa Mbl CHpPAIINBAEM:
«Kakue 3necp mpezyiaraeMbie 0OCTOSITENBCTBA?», Y KaXKJIOTO aKTepa JOJDKHBI OBITh «CBOM JIBE
Kone#km». M xoria Mel, B KOHIIE KOHIIOB, 0003Ha4YaeM KyCKH, HY>KHO JOCTHYb OOIIETo coriacus
OTHOCHUTCJIIbHO Ha3BaHUsA KYCKa, W Ballla 3ajJada 6y,[[€T 3aBUCCTh OT HAa3BaHUA KYyCKa. Huaue
MIOJTYYUTCS, YTO KaXIbIH UTPpaeT COOCTBEHHBIN CIIEKTaKib. M BBl OyAeTe HeI0yMeBaTh, IoUeMy Ha
CLICHE JIBEHAJLIAaTh PA3HBIX CIIEKTAKICH!

Jaxe axrtepam, mnpopabOTaBIIMM CO MHOW TpU Troja, MHE MPUXOJIUIOCH HANOMHHATH O
mpeIaraéMbIX 00CTOSITENIbCTBAX. .. IOTOMY YTO OHH YMEJO BBIOPAIH TO, YTO KAKETCS UM BEPHBIM,
U BCE-TaKM O3TO HO HE COBCEM TO, YTO HYXHO, IIOCKOJIbKY HE YYTEHbl IpeIjlaracMbie
obcrositenscTBa ([[XKOpIK B3IbIXAET).

' Cap Taiipon Catpu (1900-1971) — GpuraHCKmii TeaTpatbHbI peKECCEp U IPOMIOCEP, CIOCOOCTBOBABIINIA
BO300HOBJICHHIO HHTEpeca K KJIACCHYECKHUM IbecaM B TeaTpe XX Beka. ['aTpu O OMHUM U3 OCHOBATEICH
Crpardopackoro pecrunansa B Kanane B 1953 1., rae oH BO3poANI MIEKCIHPOBCKUI IPOCIICHUYM, BIaBaBIIUIiCS
IIyOOKO B 3pUTENBHBIN 3aJ1 U OKPY>KEHHBIH IMyOnnKoil ¢ Tpex ctopoH. OH Takke ocHoBan Teatp ['atpu B
Munsneanonuce B 1963 r., tae [xop/pk BUaed 3Ty HOCTaHOBKY «['amieray.
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«YesI0BEK M eCTh 00CTOATEILCTBA»

CTHUBEH: MHoro J5er Ha3zaJ MeHs KpaiiHe O€CIOKOWJI OJMH W3 aclEeKTOB TaK Ha3blBa€MOIO
«CO3MaHUsl XapakTepa», U Bbl OTBETHIM MHE: «YeloBeK M eCTh 00CTOSATENbCTBa». OTy ¢pasy s
4acTO LIUTUPYIO CTYJCHTAM.

JIDKOPJIXK: B 0cOOEHHOCTH, 3TO BaXKHO MOJIOJBIM JIFOJSIM, BEIb OHH, JKellash CO3JaTh XapakTep
HEMEJICHHO, HAYMHAIOT TOBOPUTH BaM O TOM, YTO OHH JENIAI0T, pacCKa3bIBaTh 0 MaMe U Oadymike,
YTO MHOT/]a COBEPIICHHO OECIIONIE3HO U MePErpyKaeT CUTYalHIO... 0COOCHHO B Havase.

B nHauvane MBI HHUYEro HE 3HAaEM O MEpCOHaXe. MBI MOIXOAMM K paboTe COBEPIICHHO
obOHaxkeHHBbIMU. Tak s xoren Obl HayMHATH Pa0dOTy HaJ BCeMH INbecamu. HailiTu mpeniaraembie
0OCTOSITENILCTBA U LEJb — BOT OTKYJla HAUMHAETCS CO3aHUE XapaKTepa... Mbl JOJDKHBI UATH HE OT
BHEIIHETO K BHYTPEHHEMY, @ HA000POT — OT BHYTPEHHETO K BHELLIHEMY.

Marundeckoe «ecjau 0bD»
Yﬂpamﬂeﬂne: «Henerkas paﬁoTeHKa».

JUKOP/IK:  «Henerkas paGorenka». Bam HyxHO Oonblioe momenieHHe, 4yToObl ObLI0O MHOTO
MecTa, U CTYACHTHI MOTJIM TEPEABUraThCs MO OTAEIBHOCTH, BBIOMpas ceOe HEOONBIIONW Yy4acTOK
paboTel. SI TOBOpPIO CTyJEHTaM, YTO MM IMPEICTOMT «Henerkas pabGoreHka». Peub uaer o
XO03SHCTBEHHOH paboTe — B IOME WJIM B KBapTUPE, O YEM-TO, YTO UM XOPOIIO 3HAKOMO. OOBIYHO 3TO
TJIA)KKa, MBIThE TIOCY/Ibl WJIU TIOJIA.

CTUBEH: Br1 xoTHTE, 4TOOBI /1€710 OBLIO JOCTATOYHO OOBIICHHBIM.

JOKOPJIK:  Jla, HU4ero Takoro CBEpXbE€CTECTBEHHOI'O: OHM JIOJKHBI IMOCPEACTBOM MaHTOMHMBI
MOKa3aTh HHCTPYMEHTBI, KOTOPBIE UCTIOIB3YIOT: TTIAAMIbHYIO JOCKY, YTIOT, CTEHY C 3JIEKTPUUECKOU
po3eTkoi U T.4. Sl mpuMy Bce, YTO OHU IIPEAJIONKAT. .. €CJIU CMOTY 3TO YBHUJIETD.

W BOT 4 cMOTpIO, KaKk BCE ITH JIFOJM MOIOT TapeiKHU WIM JpasdT MO0JI, KpacsT 3a00pbl, U BCE 3TO
HATOJHEHO XHU3HBbIO. FIM COBCEM HETPYIHO COCPEIOTOYUTHCA Ha T€X OOBEKTaX, KOTOPHIMUA OHHU
noibp3yroTca. K 3ToMy BpeMeHH Mbl yXe NpopaboTaad HaBBIKM NaHTOMHMBI, ITO3TOMY OHHU
CIIOCOOHBI «YBUJIETHY» CBOM MHCTPYMEHTBI, K TOMY K€, OHU HE 00s13aHbI BUJIETh BCE OJIHOBPEMEHHO:
OHH JIOJDKHBI BUJIETh TOJIBKO TO, K YeMy IpuKacatorcs. Eciu um, Kk npumepy, OHaZ0OUTCS CTOI,
BOT OH — HO HE PaHbIIIe, YeM OH UM MTOHAJ00HuTCs!

CTHUBEH: Ha.

JOKOPJI2K: W BOT BO3HHMKaeT 3aMeuaTelibHasi SHEPreTHKa, MOTOMY YTO BCE€ BOKPYT UYEM-TO
3aHATHI, HO MOCTEINEHHO, KOrJa MOCHEAHSAS Tapelika BbIMBITA, CTYJICHTaM Ka)XeTCs, YTO IJIYIIO
Jlajpllle MBITh TAPEJIKU WM HAYMHATH BCE CHAYajla — 3TOTO UM COBCEM HE Xodercd... «M 4ro
terieps?» OHU MOCTENEHHO 3aMEJIAIOT TEMII, CHauajaa OJIMH, TOTOM JIPYToM, U s TEPHEIUBO XK,
MoKa Bce KOHYUTCA. OHU CMOTPSAT Ha MEHS U CIIpalIuBaroT riaazamu: «Hamo nmu MHE mpoaoxaTh?»
W s He naro uMm oTBeTa.

CTHUBEH: [Touemy?

JUKOP/IK: Tloromy 4To 51 He cobuparoch pemiars rnpobdiemy 3a Hux. [Ipobiema, ¢ KOTOpoil Mbl
HUMECM €0, HAa3bIBACTCA «MAarn4c€CckKoeC ‘ecnu 6]31’», MMO3TOMY A MO3BOJIAO UM IMPOAOJIKATE A0 TCX
IIop, moKa npoucxoaAamee HE HACKy4YuT UM JO0 CMCPTH. " HAKOHCII, HaﬁHCTCH TOT, KTO, 3aKOHYHB
TJ1aauThb pYGaIHKI/I, MMPUMCTCH INIaAUTh YTO-TO APYroc; OH IJIaUT U IIaJUT U CMOTPUT Ha MCHS —
«Moxer, 1mopa OCTaHOBUTBCA?» — HO 5 TIO-TIPEKHEMY HHYETO HE TOBOPIO. 1 OCTaBIISIO MPUHSITHE
pelIcHrd 3a HUMH, U KOr'la BCC, HAKOHCL], NPCKPAIIAar0T pa60Ty, MBI BC€ BMECCTC CauMCA, U A
MO3JIPABIISII0 X C T€M, YTO OHM caenanu. S Buaen Tapenku U mkadbl IS TOCYAbl, U pa3 s UX
BUJICN, TO BCE B MOPSIJIKE: 3HAYMT, aKTEPhl XOPOIIO CIPABHJIMCh CO CBOCH 3a/iaueil, U TO, YTO OHU
aenany, ObUIO IPaBIUBO. DTO HE MOTJIO TPOAOIKATHCS J0JIT0, HO OBLIO NPaBIMBO. . .

A cipammBaro: «Ilouemy Ham ¢ BaMH CTaJI0 CKy4YHO?»

stanislavskistudies.org Issue #4, May 2014 99



«Hy, MBI Bce caenanu, — OTBEYAIOT OHU, — BCE 3aKOHYCHO.

«Ho Ha clieHe HEBO3MOXKHO ‘3aKOHYMTH’ BCE, HUYTO HE 3aKOHYEHO, MOKa BOOOpaKEHHE
pabotaer. ... Bbl B3sn 3Ty onexay, noBectiwiu ee B mkad. [louemy BbI 3T0 cremnanu, ecinu padbora
3aKOHYEHa?»

«Hy, MBI HE 3HAJIH, YTO €IIIe AETaTh», — TAKOB OOBIYHBII OTBET.

CTHUBEH: DTO0 MPOU30IILIO, KOTJa OHU OYMAIU, 9TO BCE 3aKOHUCHO?

«Paborta — 310 paGoTa BoOOpaKeHHD)

JOKOPJK:  Ma, u oHM OpOJOJIkKAIH, IOTOMY YTO s UX HE OCTAaHOBWJ, HO, B KOHIIE KOHIIOB, UM,
MO-BUAMMOMY, YK€ COBCEM HEYeM ObUIO 3aHATHCA. JTO, KOHEYHO Ke, CHUTyalHs, KOrJa OOBeKT
MPUHUMAIOT 3a padoty. OHU Tymaiu, 94To paboTa 3TO TOJBKO MOTIAIUTh Oenbe. D10 He Tak. Pabora
— 3T0 paboTa BOOOpaKEHUSI.

CTHUBEH: Bort oHO uyTO.

JUKOP/IK:  Ecnm Ob1 1 mpurnacui cioga Yapnu Yarmnmna, oH OBl Ja)ke HE MMOCTABUII HA MECTO
raquibHyo 1ocky (CtuBeH cmeercsi). OH OBl HENblid JIGHb MBITAICS €¢ coOparb. B sTom Bes
paszuuua. Ilouemy Bbl cmesuch? IloueMy Bce Mbl cMesnuch? [loueMy MOM CTYAEHTBI CMEIOTCH,
Korna s mnpeasararo takue Bemu? Jla moromy uro YamnuH HccnenyeT IpeasiaraeéMble
OOCTOSITENILCTBA C TOMOUIBIO «EeCITU OBbl», M OH MOXET MPOAOIDKATh A0 TEX MOp, MOKa BbI HE
yCTaHETE, HO caM OH He ycTaHeT (CTUBEH cMeeTcsl), IOTOMY 4YTO Iepe]l HUM BCerja HOBas 3a7aua;
OH caM uX cebe CTaBHT.

Bce nmeno B TOM, 4TO 3TO MHTEIUICKTyallbHOE YNPaKHEHHE, BB JyMacTe O HEM, MPEXIe YeM
HAYaTh, MIO3TOMY 51 TOBOPIO: «XO0pOIlo, padoTa 3aK/IF0YaeTCss B TOM, 4TOOBI C/Ie/IaTh CKBOPCUHHUK,
HO YTO €CJIN...» U )I(I[y oT aKTepa NN aKTpI/ICBI, I-ITO6IJI OHHU 3aKOHYUNJIN HpeI[J'IO)KCHI/IC. ((qTO cClin
OHa He MOTrjla HaWTH reo3au? YUTo eciam y Hero BCEero TpU MHUHYTHI, YTOOBI CAENIATh CKBOPEUHHK?
UYro eciu el Hy»HO IpUOpaThCs B KOMHATE U MIOKPACUTH CKBOPEUHHUK 710 BO3BPAIICHUS MATCPU?»...
TaKI/IM 06pa30M, BBl MOXKCTC HpOI[OH)KaTB O4Y€Hb A0JI0, B3aHMOHCI>iCTBy51 C Hpe[[ﬂaraeMBIMI/I
00CTOATEIHLCTBAMU.

danrTazua

[Ipennonoxum, Bel yrIIyOWIHCh B CBOIO (haHTA3HIO C TIOMOLIBIO «ecii Obl»: «YTO eciu Kpacka
He aepxutrcs? UTo eciu s ee He BHXKY, OTOMY 4TO OHa HeBuauma?» KonedHo ke, 3Ty mpobiemy
MOKHO PCIIHWTD. EI[I/IHCTBCHHOG — Bbl HC AOJDKHBI BCTYIIATb B HNPOTUBOPCHHEC C MpcAjiaraCMbIM
00CTOSITENIECTBOM, KOTOpPO€ BBI J00OaBWIM. EcCIM TPUXOIUT KTO-TO €IIe W HAYMHAET KPACUTh
CKBOPDEUHUK, OHM TOXXE€ HE YBUAIAT KpacKy. 3HAa4UT, OHM JIOJDKHBI OBITb B Kypce€ BalllUX
npeajiaracMbIxX OGCTOSITCJIBCTB. I/IJII/I, €CJIM OHU MOT'YT €€ BUJACTH, TO 3HAYHUT, 3TO Y BAC YTO-TO HC TO
C Ta3aMu. A 3T0, KOHEYHO ke, TpeOyeT paboTsl (haHTa3Uu.

KOFI[a OHHU IPOXOIAT 4YCPE3 CTCHY, KOTOpasd TaM YKC 6BIJIa, OHU JOJI’KHBI BKIIFOYUUTH 3TO B
npejiaraeMbie 00CTOSITENBCTBA, U €CIIH KTO-TO €Il BXOJUT U HE MOXKET MPONTU CKBO3b CTCHY, VIS
MIEPBOTO aKTepa ATO OYAET CIOPIPH30M.

CTUBEH: To ecTb, 3TO HYKHO YYUTBIBATh.

JOKOPJK:  Ha! Umenno. [ToaToMy akTepsl HOMKHBI BUACTH, YTO CO3/Ia€T UX KOJUIEra, BeJlb OHU
BXOJIAT B €ro MpeajaraeMbie o0CTosTenbcTBA. OHU JOJDKHBI COXPAHATh UX, a MHAYE OKAXKYTCS B
0obII0H Oee.

CJ105KHOCTH B NIPENOJaBAHUN «KMATHYECKOTI0 ‘ecJi Obl’)»
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CTHUBEH:  Paboras ¢ BaliMMHU CTyA€HTaMHM HaJl «Marm4ecKUM ‘eciid OblI’», Bbl OOHApY>KWIIH,
YTO 3TO OJIHA M3 CaMBIX TPYIHBIX Il OcBOeHUs uaei. [louemy?

JOKOPJIK: S me 3Hato, moueMy. DTo Bcero yuiib: «JlaBaitte caenaem Bua!» Ho ato cnoxno. Y
MeHs OBUT OTIBIT OECITIATHON CpeHEH MIKOJIBI — S BBINIEN U3 Hee 0oiiBaHOM. BoceMb et u3 MeHs
BBIKOJIAYMBAIM BoOoOpakeHue. Jlymaro, B 3TOM OfHA U3 TPYIHOCTEU MPETOAaBaHMs «MarnuecKoro
‘ecnu ObI’» — MBI OOJIBIIIE HE BEPUM B Marvio M HE MOXEM IMO3BOJIUTH ceOe BEPUTH B HEE, TIOTOMY
9T0 OOMMCS OCTaThCS B TypaKax.

[Totomy-T0 CTaHMCIaBCKUI M HA3bIBAET ITO «MAarM4yecKUM ‘eciiu Obl’»: «Sl He TOBOPHUII, YTO BbI
YIIUTKA, 5l TOJIBKO CKa3aj — 4TO eclii OBl Bl cTanu ynuTkoi? He comueBaiitech — st Bam He ary. Bl
YeJIOBEK, Bbl CTOMTE Ha JIByX HOrax, Bbl MOXeTe roBopUTh. Ho 4TO eciu Obl BBl CTaIU YIUTKOU?»
Toraa Bam npuzercs 3T0 NPEACTaBUTb.

«Marunugeckoe ‘ecam 0bI’» IMpoTHB 3MOLMOHAJIBLHON NaMATH

CTHUBEH: «Marugeckoe ‘eciau OblI’» SBISIETCS MPOTHBONOJIOKHOCTBIO MOHATHS «IIPOKUBAHHE
poimy.

JOKOPIIK: O na.

CTHBEH: Ha, Benb, HA MOUW B3TJISA, OHO B TOW K€ CTEIEHH OCBOOOXKIAET BOOOpaKCHHE, B

KaKkol U pasyM, u aymy aktepa. K npumepy, Bbl urpaere «4yaoBuuie» uim... DaMmysnnaa B «Kopoie
JIupe»: BBl HE NOJKHBI CAMU YEPE3 3TO MPOXOAUTh. 3HAYUT, BBl MOXKETE IPUMEHUTD «ECIIH ObI». «A
YTO €CJIU OBI... sl OKa3aJICs B 3TUX OOCTOSITEIbCTBAX ?»

JOKOPJK: O, orninyHasi MbICIIb, Be/Ib IIKOJIA aKTEPCKOM UTPphI o «MeToay». ..
CTHUBEH:  Ilo Bepcunu CtpacGepra .

JOKOPJI)K:  a. OHu rogaMu cOCpeOoTOYMBAIUCH HA AMOIIMOHAIILHOW MaMsTH, TOBOAS 3TO 0
abcypna. OHH XOTenu, 4TO OBl BBl MONBITATHCH BCIIOMHHTH O CMEPTH BAIllero OTIA, U YTOOBI
HACTOSIIIME CJIe3bl TEKJIM y Bac mo juily. Ecnum Bbl OyaeTre Aenarb 3TO HEOJHOKPATHO, TO B
pe3yibpTaTe OKaXKeTeCh B ICHUXUATPUUECKOW KiumHUKe. KO MHE NpUXOAWIM aKTEPbl C OIBITOM
TAKOTO poja O0ydYeHHUs — UX TNCUXHKA OblIa pacmiaTaHHOW. Y HHX HUYErO HE MOJyYalioch 10 TE€X
1op, TIOKa MBI HEe M30aBIsIM UX OT Bcero 3toro. Ta riaBa y CTaHHCIABCKOTO OblIa HEMPaBWIBHO
MOHSITA, BEJ[b OH TOBOPHII O TOM, KaK aMsATh IPUHUMAET pa3Hble (opMbl 1 MeHsieTcs. CHadana oHa
npencraBiseT coboit omHo, morom gpyroe. Co BpeMeHeM C HEH Jierde CHpaBlsAThCS, OHA
CTaHOBUTCsI OoJyiee XyJ0KECTBCHHOH, MPEBpaIIasiCh B TBOPYCCKYI) HHTEPIPETAIMIO TOTO, YTO
M3HAYAJIBHO OBLIO YyJOBUIIHBIM OINBITOM. BBl BeJlb HE MOXKETE TIEPEHECTH UyAOBUIIHBIN OIBIT Ha
cieHy. MbI e HEe XOTHM CHOBa €ro nepexuBarb, BepHo? Ilo 3Toil mpuumHe Bam u TpeOyercs
«Maru4eckoe ‘eciu ObI’».

Yapun YannuHe n «<Marudeckoe ‘ecjim 0b1’»

Ecau cHoBa oOparuthest k YamivHy, TO s 4aCTO CTaBJI0 €r0 B MPHUMEP, TOBOPS O YEJIOBEKE,
KOTOPOMY TIPEJICTOUT «HEJIeTKasi paOOTeHKa»: JOMYyCTHM, TIOMEHSTh JAMIIOYKY B TIOTOJIKE, JUISl YETO
MOHAIOOUTCSI YCTAHOBUTH JIECTHUILY, 3a0paThcs MO HEW W HadaTh MEHATH JIAMIOYKY. beiBaer, s
roBopio: «boxke MOM, ecu Obl BBl MMOPYYHIIN ATy 3a7ady YarauHy, OH Obl 1axe JIECTHUILY HE CMOT
yctaHoBuTh!» (CtuBeH cmeetcs ). [lTonumaete, oH ObI HE CMOT KakK CJIEAyeT MOCTaBUTh JISCTHUITY, a

* JIu CrpacGepr (1901-1982) — BiusTenbHbI aMepHKaHCKHUiT akTep, pexkuccep u negaror. C 1951 r. pykoBoauTess
Axrepckoii crynuu B Hero-Fopke, cunTaBineiics oHO# U3 HanGolIee PECTHRKHBIX akTepckux ko B CIIIA.
IMomyunsmuit Ha3BaHKe «MeToaa CtpacOepray, ero MeTo] aKTepCcKoi Urpbl TpeOyeT OT akTepa 3aHOBO MPOKUBATh
SMOIMOHANBHBINA OIBIT MPOILIOT0, YTOOBI MEPCOHAXK CTaN KUBBIM. CHHOHMMOM BBIpaKeHUS «adEKTHBHAS MaMITh»
SIBIISICTCS «3IMOIIMOHATBHAS aMSITh).
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MOTOM y HETO 3acTpsijia ObI HOTa BO BpeMs moabema. [1ompocuTh ero moOMEeHSTh JaMIIOYKy ObLTO OBl
YXKacHOW 3amadeil. B cymHOCTH, s MCHOJIB30BAJI 3TO B OJHOW M3 HAIIMX NbEC IOJ HA3BAHUEM
«JIuna»: 3amady MOMEHATH JIAaMIIOUKY. AKTEp CyMeJl MOJHOCTBIO PAacKpbITh 3Ty TEMY, UTO B €r0
ciydae ObLJIO OYE€Hb CMEIIHO U, B TO YK€ BPEMsl, COBEPILICHHO MTPABIHBO.

Bot 4T0 mpoucxomut ¢ «marundeckuM ‘eciid Obl’». OHO MO3BOJSET BaM JEJaTh YTO-TO HE JJIS
pe3ysbTara, He MOTOMY, YTO 3TO «3aCTaBUT UX CMESATHhCS WM IUTaKaTh». Bbl oOpamiaerech K 3TOMY
MpHEeMY, TIOTOMY YTO 337a€T€Ch BOIIPOCOM «4TO €CIIK ObI?»... U OTBEUAETEe HA HErO YECTHO.

CTUBEH: MHe KaxeTcs, CTYICHTaM TIOJI€3HO TOCMOTPETh KOPOTKOMETPAKHBIH (HUIbM
YamnmHa «B yac HOuYM», Ile OH NPAKTHUYECKU E€IMHCTBEHHBIM akTep B Kaape. B cylIHOCTH, OH
HaxOJUTCS HA CbEMOYHOM IIIOMIAJKE BCEro ABaALaTh MUHYT, U BCE 3TO BPEMS 3aHUMAETCS TOJIBKO
TEM, YTO pelIaeT NpodiieMbl, KOTOPhIE caM cebe co3/all.

JOKOPJDK: I

CTHUBEH: OH BBIXOAWT U3 TAKCH, MOJHUMACTCS HAa KPBUIBIIO, OH CIIMIIKOM ITbsH, 32a0bLT KITFOY,
3abupaercs B OKHO, YTOOBI BCE-TaKU MPOHUKHYTH B JOM... HO TyT OH 3a0bIBaeT, 4ToO yXKe rmonai B
JIOM, CHOBA UJET Ha KPBUIBIIO, OTKPBIBACT JABEPh KIFOYOM M CHOBa 3axoauT. [IpoOiema Bo3HUKAET
3a npobiemoii. BHe3armHo, 3, 4y4yerno MeABeast — YacTh UHTEPhEpa €ro JoMa — KAXKETCS MY YKHBBIM.
(O6a ycmexatotcest). OH CTpalIHO HAITyraH

JUKOP/IK:  Pa3zoOpaBuivch ¢ OJHUM «eciu Obl», OH MEPEeXOIUT K cleaylomeMy. XOTsS B TO
BpeMsi OH HE ObUl 3HAaKOM C KHUTOH CTaHHCIABCKOrO, OH HCIOJB30BaJl BCE €r0 METOJAUKH,
npoBepss X Ha mpakTuke. Bee, uto caenan CTaHHCIaBCKUM, — 3TO aHanu3 Hamiei padoTel. OH
MOJICKA3aJl HaM, KaK MOJICTYIIUTHCS K paboTe, Bellb €ClIM He Bce Mbl TeHuH Bpoae Yapnu Yamnuna —
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Yapnu Yammme ¢ koiuteramu B puinbme «B gac Houn» (1916).
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a TakMX, KOHEYHO, OYCHb Majlo, — HaM HYXXEH TakoW crmocoO® paboTbl, KOTOPBIA MOMOXKET HaM
JOCTUYb MOJIMHHOCTH U HE CheXaTh B KIIMIIE.

CTHUBEH: B 1930-e rr. oH cka3ajl B 0OIHOM MHTEPBbIO, YTO HCIOJIB30BAI «MAaruYeCKOe ‘eciu
ObI’» B XOJIe BCEH CBOEH TBOPYECKOI PabOTHI.

JOKOPJI2K:  OnH penan 3TO0 MHCTMHKTHMBHO — 3aJI0JITO IO TOTO, KaK 3TO MOJIYYHJIO HAa3BaHHE.
Kakoii nmegaror — 6nectsuii!

«Marnueckoe ‘ecsiu 661’» B TBII: Mucrep IIuxkBuk
CTHUBEH: Brb1 cobupanuch pacckazatb MHE aHEKIOT o [IukBuke...

JUKOPIK: O na! B stoM ciydae «KyCOK» OBUI CBSI3aH C MTPOM B KPUKET MEXIY MECTHOU
KOMaHJI0M U KOMaHJ0M, NPEBOCXOAAIIECH UX MO CHiIaM. S HE 3HaJl, KaK UrpaTh, HO OJIMH U3 AKTEPOB,
Maiikn Mapinan, o4eHb XOpOIIO yMeNl UrpaTh B KPUKET. M BOT OH JOJDKEH OBbLT OOBSCHUTH HAM
IIpaBWJia — HOBUYKAM OHH, KOHEUHO €, Ka3aJIUCh OYeHb CMEIIHbIMU. HO MBI HEYKOCHUTEIBHO UM
ClIeOBaJIM, M KOTJa INPULUIO BpeMs Halleld HMIPOBU3ALMOHHOM WIpPbl, BCEM IPULUIOCH
BOOPYXXHTBCS OWTOM, W... 3... MpenjgaraeMple OOCTOSTENBCTBA OBLIM TAKOBBL, YTO Yy KaXKIOTO
BO3HHKaJIa po0IeMa ¢ MSYOM: BCAKUN pa3 JODKHO OBLIO MPOM30UTH YTO-TO YKacHOe. MBI OJITHS
NPOBEJIM C aKTepamu, padoTas HaJl ATOH UynecHOW MpoOIeMOil, U aKTephl HE XOTEIH YXOAWTH,
noromy 4to (CTHBEH cMeeTcs) MM TaK HpPaBHJIOCH BCE 3TO HM300peTaTh — MHOTOYUCICHHBIC
CHocoOBI TIOCTPaaTh OT Ms4a MPU MOMOIIM «MAarm4eckoro ‘eciau Obl’». Msiua y Hac He ObUIO, HO
MBI BHJICNIH, KaK OH KaTuTcsa. M ecmu OBl KTO-TO W3 3puTeNiel moWMall ero, Mbl OBl 3TO MPUHSIIH.
M4 11aBHO NEepEKaThIBAIICS B TEUEHUE MOJIYAHS, IpU 3ToM Kaieua moaeil (Ctusen cmeercs). U s

Mucmep Iuxeux (1981-82). Axrepsl (cneBa HampaBo): ®uona Maxmappan, @pancya-Pexuc Knandpep, Maiikr
Mapman u Yuiassam Koareiit / potorpad Kpar [TapkuncoH.
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BCErJa BCIIOMHHAK0, Kak JloH Maliepc 3aHMMall CBOE MECTO, U aKTEp, Ubs OYEPEAb IMOAXOIMIIA,
Opocain msi4, a JIoH u3maBan yKacHbIH KPHUK... U CTOMYECKH HE JBHTANCS ¢ MecTa. [loTomy 4TO B
KpPHUKETE HEeJb3sl MOJaBaTh BHY, YTO TeOe MPUIIOCh HEJIETKO: HAJo0 Jepxkarb cedst B pykax. Mbl
3HAJU, KaK BT CeOsI UTPOKH B KPUKET.

CTUBEH: I'm.

JUKOPJDK: U motoM OH moluiels, NpuxpamMblBasi, OCTOPOXKHO 3alIUILAs CBOIO HOTY, ITOCKOJBKY
nocTpajal ot Ma4a (00a CMEIOTCS), U aKTephl JKJIAJIH, I0KA OH YHJIET, a OTOM MOJHUMAII MY —
OIATH-TAKW, HEBUAMMBINA Ms4. 3aTeM IOJOILLIM J1BAa akrepa, U JIoH CHOBa IMOSBUJICS — C HOIOH,
00MOTaHHOI OMHTOM, HaJICHHBIM 3a KyucaMu. M CHOBa B HETr0 KMHYJIX M4, U JIOH OMSITH 3aCThLI
Ha mecte. (Cwmeercsi). Ha ceit pa3 oH yiien ¢ MOBPEXACHHOW PYKOW, BEpHYJICA, AepiKa €€ Ha
nepeBssy, U K Beuepy (00a CMEITCs). .. OH YK€ HallOMUHAII MyMUIO, CTOJIBKO MOBPEXICHUM Y HETO
ObLTO: OMHTHI HA TOJIOBE, OMHTHI... Ja OH Bech ObLI 3amoTaH! M HU ycMelku. .. Kak OyJTO 3Ta urpa
ObLUIa CaMbIM 3HAYUTEIBHBIM U3 TOTO, BO YTO OH KOTAa-1100 UTpall.

W oHM naxxe yMyIpwiIHCh 3aKOHYMTHh MMIIPOBM3aLMIO. Paii YanaH wurpan crapyro KEHILIMHY,
6a0ylIKy, TOMUMO BCEX MPOYHX pojiei. Msu moaneren K P3ro, 1 OH W30 BCeX CHII PBaHYJICH...
Ka)KJIOM 4YacTbIO CBOETO TeJA... W 3aBEPLIMJI JBM)KCHHME TaK: BCTal COBEPLICHHO HEINOIBUXKHO,
BBITSIHYB BBEpX PYKU M MOJAHSAB OuUTy B Bo3ayX. M kyma xe nencs msau? Bce mocMotpenu npyr Ha
npyra, yepes Bce nose. M Hukakoro Hameka oT Pas... TOJIBKO 3TOT Y’KaCHbBIN PBIBOK.

CTUBEH:  Yro ciyumiocs?

JUKOPJDK:  Hy, uMm npunuiocs mnosioMaTh rojoBy. Sl HU4ero He roBOpuil, U OHU KaKkoe-TO BpeMs
J)KJlany, HO Pl HE MEHsUI CBOEro MOJOXKEHUA. Torga OHM MEIJIEHHO, BMECTE, ¢ APYroro KOHUA
CUEHBI CTAJId JIBUTaThCs IO HAIMPaBJICHUIO K HEMY, IMOKa HE MOJOIUIA COBCEM OJM3KO, U TOTa
MIOJTHSITH €T0 HaJl cO00U U yHecnu ¢ moJist. OH BBITSHYJ CIUHY U SIBHO HE MOT IOIIeBENUThCS. 1 He
mesenuics. (06a cMmerotest). M koiiern yHeCIu ero, MOBEPUB B 3TO. DTO OBLIO MOTPSICAOIIE.

Ms1 3TOT 31M304, KOHEYHO, COXpaHWIM. BOT Tak 3akoH4Ywiach urpa B Kpuker. S cuumen B
MOJTHOM HM3HEMOXeHWH. Mbl paboranu mensiii aeHb! Bce 3T0 riy0oko MOTpsSicio MEHs, a Ha
npembepe YUTTaKep’, KPUTHK, ObUT B TIOJHOM BOCTOPre OT CIEKTAKIIA, O 4eM paccKa3al MHE 3a
Kynucamiu. S otBetmin: «Urto xk, koraa-HuOyab, ['epb, s pacckaxy Tebe o Hamiel urpe B Kpuker. 5
Bce TeOe 0 Hel pacckaxy». B TOT MOMEHT s He XOTel eMy TOBOPHUTH, MIOTOMY YTO OH €Ile He
Hamucajd CBOIO PEIEH3MIO0; IMONYyYWIOCh Obl, YTO s 3a0pachiBal0 €My HaXMBKY, HO TaKUM
0aJI0BCTBOM $s1 HE CTaJl ObI 3aHUMAThCSL.

CoTpyaHn4YecTBO C aKTepaMu

Hamm cnoekrakinm TaKk dYacTO HMMENIH YCIIEX, HIOTOMY 4YTO aKTCPbl HUMIIPOBHU3HUPOBAIN C
«Maru4eckuM ‘ecii Obl’» H co3aaBajii COBCPHICHHO HOBBIC BCIIU, O KOTOPBIX A pPAaHbIIC U HE
TIIOMBIIITAJL.

CTHUBEH: MHorue pexxuccepbl HE 0OCO3HAIOT: IUKTYS aKTepaM, YTO JielaTh, OHU JIUIIAIOT ce0s
BCEr0 TOTO, YTO aKTEPhl MOTYT IIPUBHECTHU B padoOTYy.

JDKOPJIXK:  besycnoBHO. A emie 3Ta OmMOOYHas HIes KaluTATUCTUISCKOro OOIIECTBa, YTO BCE
JOJKHBI OBITh T€HUAIBHBIMH; Ha CAMOM JIeJie, TeHUEB — pa3-ABa u obOyencs. Bee 310 Takas 4dyiib.
Jis MeHs OoinbIol pamocThio ObUIO, Kak B Yukaro 1970-x, cumeth, HabOmrOmas 3a TeM, Kak

? Tepbept Yurrakep (1910-2006) — BuHbII KaHAICKHI TeaTpatbHbIi KpuTHK. Pogom n3 Moupeats, ciepsa paGoTai
XYI0XKHHUKOM-CILIeHOTpadoM, ITIOTOM 3aHsUICS pexuccypoil. Bocneactsun Yutrakep pabotan B « MoHpeasb ra3eTT» U
«I'11006 3H1 Meln» B KauecTBe TeaTpalbHOro, OaleTHOTO U KMHOKpuTHKa. KaBanep opaena Kanaasl, Yurrakep ceirpan
BEIyILYyI0 poJib B co3ganuu Kanaznckoro teaTpaabHOro My3es U CTall IEpBhIM npejcenareneM Kananckoi acconuanuu
TeaTpallbHbIX KPUTHKOB.
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ABCHaAUATh TaJIaHTIMUBBIX JIIO[[efI IIyCKaroT B X0
cBoe BooOpaxkenue. He Goiirech naBath akTepam
BpEMs JOCTYHaThCA 0 IIpaBIbI.

Kak ymMHoe m300peTeHre MOMOIJIO CJIe0BATH
JIMHUM CKBO3HOTO jAeiicTBus B «Kanagmax»

Msbr penerupoBanu  «Kananue». AcTpuj 4
co3jana sl Hac ayJUTOPHIO — BBIILIO OJeCTsIIE.
ITo Bceil miomanke, KOoTopas OJDKHA Oblia
IIPEACTABIATL CTaAMOH B  MoHpeane, oOHa
pa3MecTHiia MaHEKEHBbI, YTO JaBaji0 OUIYIIEHUE
IIOJIHOTO 3aJia. MaHEKEeHBI ObLIM B YCJIOBCUYCCKUI
POCT M BBITIIAJEIH BeChMa MPABIOMOJO0HO — C
3a0aBHbIMH  (pm3uoHomMusiMu.  Kcratu, oauH
MaHeKeH HarmomuHan Puka CamoTHHa . [IpaBna,
Puk 06 sTom Tak u He y3HaI. (O0a cMeroTcs).

JOKOPJI)K:  Haxe ne 3Haw. Bo3MoxHO —
AcTpuj Belb OYEHb YMHA.

HeiictBue npoucxoausio B @opyme, B 1950-¢
IT., KOTJIa OHU HMCHOJHSIN HAllMOHAIBHBIA THMH,
U HMCKpa cemapaTh3Ma YK€ BCIBIXHYJa B HOBOM
KBeOeke. Bce 3TO ObUIO YacThIO IILECHI, IJIE
XOKKEeH CIOyXul MeTapopoll HOJUTUYECKON
CUTYyalluy TOTO BPEMEHH.

«Kanagus» (1977). MaHEKEHBI-3pHTEIH, KOTOPBIX
nmpuayMana ACTpui, HAOMIOAIOT 32 CTOJKHOBCHHEM
UTPOKOB Ha cragrone./ @ororpad HeW3BECTEH.

W BOT B TOT caMblii MOMEHT cpeau 3puteneil Haxomwics Jlen Honued¢. 3aurpanu rumu. Kak
JTOOPOTIOPSIOUHBIN O€IbIii aHTJIOCAKCOHCKHUI TPOTECTAHT OH BCTAll M OIJISJIEJCS, a MAaHEKCH,
KOHEYHO Xke, ocraincs cunuerb. (CtuBeH ycmexaercs). M1 BOT, 4epTHIXHYBIINUCH HECKOJIBKO pa3, OH
MpUKa3ajl MAaHEKEeHY BCTaTh (TOT, €CTECTBEHHO, HE TPOHYJICS ¢ MeCTa), mociie yero Jlen Habpocuiics
Ha MaHeKeHa, o0a cBammiIuCh ¢ Kpecen (CTHBEH cMeeTcs), U Mbl MOTJIM BUAETh TOJIBKO MX HOTU B
Bo3ayxe: JIeH ¢ MaHEeKeHOM CBHpENO [IpaliCh H3-3a HAIMOHAIBHOTO TWMHA. BOT 3T0 OBLIO
XOPOIIIEe «ECITH ObI».

CTUBEH: U Bcs cuena — 06 atom?

JUKOPJDK:  [la, u Ha cieayromuil J1€Hb Mbl BEPHYJIMCh K 3TOMY 31304y, ApaKa NOBTOPUIACh, U
Ha 3TOT pa3 Jlen mpourpaii: MaHeKeH BBIUTPaJ U cell Ha MecTo. (CmeeTcs).

CTHUBEH: Uro, mpaBna?

JUKOPJIK:  [la, norm CTHBa Tak ¥ TOpYald B BO3AyXe — 3TO ObUIO yMopuTenbHo! BoT mpumep
UCKJIIOUUTENILHOTO OCTPOYMUS, M TOTO, KaK MOXXHO CJIEZIOBAaTh JIMHUU CKBO3ZHOTO JIEHCTBHS, HE
3a0bIBasi O MpeIaraeMbIX OOCTOATEIHCTBAX.

* Actpun Sucon (pox. 1947) — cuenorpad, paGoTaBmmii B 06;1aCTH TeaTpa, TAHIA, TEICBUICHHS H ONEPHI; yI0CTOCHA
MHOTHX Harpai. SlHCOH Hauayia Kapbepy B KauecTBe MPO(ECCHOHATBHOTO Xy 0KHHKA 110 KOCTIOMaM ¢ « TOpoHTO 13HC
THATPY, «['moban Bummux» 1 «TuaTp KoMmakTy. 3a BpeMs paboTsl B « TBII» (1974-82) opopmuia Hemano H3BECTHBIX
CHEKTaKJIeH 1 3adBUia 0 cebe Kak 00 H300peTaTeIbHOM Xy J0KHHUKE C OTIIMYHBIMH HAaBBIKAMH KOMAHIHOI paboThI.
SHCOH BoceMb pa3 Oblia yaoctoeHa Harpasl Jopsl MeiiBop Myp u siBnsiercs wienoMm KaHanckol acconuanuu
Jn3aiiHEpOB.

> Puk Camorus (pox. 1942) — M3BeCTHBIN KaHAICKHi POMAHKCT, APaMaTypr, KOTYMHHUCT H3IaHuit «['7106 SHI MEHm» 1
«TopoHTO cTap», aBTOp TakUX IMpousBeneHui, kak «Kanamauesy» (mpu conedictsuu Kena Jlpaiinena), «/837. Boccmanue
gepmeposy (c meampom «Ilacc mwopaiiy), «Jloxubiit meccus» u «Hatan Kosn. PeBioy.
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«/ He cmomproy (2-a nocmarnoexa — 1984) — ucnoaxumenu (cieea Hanpaeo): Ilampuyus BsncmoyH, Pocc CkuH
(voaprvie), bunn Mapmun (xnasuunvie), [Jaz Jowconcmon, Canou Poccu, bproc Hemvcon, Qowcornu Yeiic u Jowcun
Max / @omozpagh J3eud Quaccon.

Kak 3KCILNIYAaTHPOBATH AKTEPOB «B MIPABHJIBHOM CMBICJ/IE C/ZIOBA)»

CTHUBEH:  Mmue kaxkeTcsa, HEKOTOPEIE peXHCCePEl 0OATCS TBOpPUYECKOH HHHIIMATHBEL AKTEPOB.
Kak, mo-BameMy, 3T0 OOBACHHUTE?

JUKOPJUK:  Jlymaro, IpHYHHOH TOMY — HeJIOCTATOK 3HAHUH U noHUMaHHuA. He XOTAT mokasatees
cOOCTBEeHHEIM aKTepaM Aypakamu. MHorga peskuccephl, Kak MHe KaXeTcs, CIHTAIOT, YTO O0sA3aHE
OBITH HOCHTEISIMH TBOPUYECKOI'O HaJala B CIeKTaKie, a 3HAYHT, UM He XOodeTcs, YTOOEI KTO-TO elne
Opan Ha cebs 3Ty poibs. Bee 3TO coBepIieHHO JTOKHEIE IIPUYHHEI, OCHOBaHHEIE HA TOM, UTO HaIle
00IIecTBO HarpakaaeT TOIBKO «OIeCTAIMIHX TIOIeH.

[TosToMy HeKOTOpEIE KPHTHKH HHKAaK He MOITIH IIOHATH HAlero TBopdectBa. OdUeHb 9acTO OHH
TOBOPDHIH O TOM, Kakoil OlecTAmHuii pekuccep, HO, HACKOJABKO 5 IIOMHIO, OOJIBIIHHCTBO
BOCXBaIIeMBIX HMH Bemneii OBLTIO co3maHO apTHcTaMH. MBI co3maBanmu atMmocdepy, B KOTOpOi
aKTepy Jydile Bcero paboranock. S SKCIUTyaTHpOBald aKTepCKHe TATAHTEL... KOTOPEIEe 0 TeX HOop
He 3KCIUTyaTHPOBAIHCE.

CTUBEH: Bort kaxk.

JUKOPJIUK: Oto mpaBOuBO B OTHOIIEHHH CHeKTaKId <« He CMOTp}O)>6, I7e BCce POJIH HIPalH
TEeMHOKO)kHe. Bce OHH BIepBHle OBIIM Ha MOeH clieHe, a MHOTHEe H BOBCe Majlo IOSBIIIHCH Ha

8 «A ne caompro» — moctaHoBka « TBIT» (1980 u 84), B ocHOBe KoTOpoH nexkana kHHra J[)koHa Kpsra «Yanmu H s1». B
CIIeKTaKJIe, HCCIIeIOBABIIEM TeMy pacH3Ma, Oblia mokaszaHa OeHcOoapHas KOMaHIa, HIPaBIIas Ha BbIe3Zie BO BpeMs
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CIIEHE JI0 TOT0, pa3Be YTO UTpalii CIIYT, U PEXKHUCCEPHl PACIOPSIKATUCh UMU TaK, KaK CUUTAIU
HY>KHbIM. Hepenko B crmekTakiie ObLI 3aHAT BCErO OJWH TEMHOKOXXMU HCIONHUTENb. S yums ux
paboTaTh B TEUCHHE KOPOTKOTO PETETHUIIMOHHOTO MEPUOIa U B TO K€ BPEMSI CO3/1aBaTh CIEKTAKIIb.
OHHM ¢ OTPOMHBIM SHTY3UA3MOM NPHHSIN BO3MOKHOCTH, KOTOPBIE 51 UM MPEIOCTABUII, U MHOTHE U3
HUX Yepecdyp YCepJACTBOBAIM M IpeJiarajl MHE TO, B UeM 51 COBCEM He Hyxaajics. S HamoMuHamn
UM O TIpeuIaraeéMbIX 00CTOsATeNbCTBaxX (OeiicOopHas KOMaHIa, eayIias B aBTo0yce), 1 OHH «Opayiu
ce0si B pyKu», IOTOMY YTO 3HAJIM M TIOHUMAJIH, O YeM pedb. DTO ObUIN SApPKUE, TAJAHTIUBBIC JIOH,
KOTOPBIX HUKOT/Ia PAHBIIIE HE SKCIUTYaTHPOBAIH «B MPABUIBHOM CMBICIIE CIIOBaY.

3aKjao4yeHue

KoHeuHo, BBIIEN3I0KEHHOE — BCEro JIMIIb npuMep. «Cucrema Jlackoma» — MO TepMuUH, a HE
JUKOpKa — IpEeIoaracT ropasao OoJibliee: OYEBUAHBIE AJIEMEHTHI CUCTeMbl CTaHMCIIaBCKOTO
(penaxcanus ¥ rojoc; aHajau3 TEKCTa; BHUMaHUE U T.J.), IPAKTUUECKUE 3aHATHI 10 BCEH METOAMKE
JlabGana, a TakXKe pacCy JAeHUs 0 HEOOXOIMMOCTH aHCAaMOJISl M O TOM, MOYEMY «XYA0KHUK JTOJIKESH
OBbITh BOMHCTBEHHBIM». BJIOXHOBIIEHHBIN OIBITOM CEPHE3HOTO XYA0KECTBEHHOI'O U IMOJIUTUYECKOTO
yuennuectBa y Jxoan JIUTTiByn u ee copaTHHMKOB, J[KOp/K OBUT pEIIMTENHHO HACTPOSH Ha
¢dbopmupoBaHre aHcamMOJIe, TO3BOJISBIINX CO3/IaBaTh U MCIIOIHATH KHUBBIE U YMHBIEC CIIEKTAKIIH, O
KOTOPBIX OH MEYTall B CBOEM POJHOM I'OpOJIE.

[Tono6Ho CranucnaBckomy, Jlackom Bepmit: «Mbl TOTOBUMCS, 4TOOBI MMIIPOBU3HPOBATHY. Ho
IOAroToBKa — Kak Juist JlackoMa, Tak 1 a1 CTaHMCIaBCKOI'O — HE O3Havalla JIByX4acOBBIX 3aHATUMN
Ka)KJIbI YETBEPI WIM BCTPEY B OYEPEIHOM YUKEH. JPKOPIDK NMPU3HABAI U YTUII BEJIUKYIO TEOPUIO,
HO 3HaJl, 4YTO caMa Io cebe OHa HUYTO, €CIM HE IPUMEHATh €€ Ha IIPAKTUKE — CEPbE3HO, B TCUCHUE
JUINTENbHOrO0 BpeMeHU. OH BOCTOP)KEHHO CMEsUICSA, BCIIOMHMHAsl YMOPUTENbHBIE MMIIPOBU3ALUU
OIIBITHBIX aKTEPOB, HO BCETJa HAIOMUHAJI MHE: «Mbl HAaUMHAIU CO3/1aBaTh TaKHE 3aMeyaTelIbHbIE
paboThI HE paHbIIIe TPETHETO IoJa 3aHATHII.

JIDKOPJIXK: TBOpYECKOE HAYaIOo MPOSBISIETCA B TEX CIydasix, KOTJa Bbl U MPENOJACTE, U
MIPUMEHSETE 3TH METOJbl Ha MPAKTUKE — B peadbHOM Mupe Tearpa. OJHO MOATAIKUBAET JIPYroe.
[ToaTomy Bce BBI OTAANIN CTOJIBKO BPEMEHU 00yUEHHUIO.

CTUBEH: 3T0 OBUIO JyYIllee, YTO JAaJ HaM OIBIT COBMECTHOH paboTHI B TPYyIIIIE.

JUKOPJIK:  Jla. Mla, aTo oObeamHmuno Hac. Ho ObIBanmo, 4TO B TEPBBIA TOA CYIIECTBOBAHUS
TPYNIBbl CHEKTaKJIM ObUIM, 3HAeTe, y>KacHbIMH. Ha BTOpPOW roj OHM CTaHOBMJIMCH Jydine. A Ha
TPETUH 51 MPUXOAWUJI, pa3faBall BaM TEKCT, U BCE IMOJY4YaloCh C CaMOr0 Hauajga, U OT MEHs He
Tpe60BaJIOCB MMO4YTH HHUYCTO — TOJIbBKO HCEMHOTO BaC OI'PaHUYHBATD. 3aMeaneHBHBIe 6BIBaHI/I
BpEMEHa — KOTJja MHE HE IPUXOAMIOCH OOBSICHATh aKTepy, KaK TBOPHUTb.

VY Tex, KOMy NOCYACTIIMBUIOCH YBHJETh TAaKHE «KYJIbTOBBIE» CIIEKTaKIM, Kak «O#, Py0!»,
«Mexanuk», «bpaBbiii commar IlIBeiik», «/lecsate morepsHHBIX JeT» U «Onumnuaga — 76y,
COBMECTHOE TBOPYECTBO UCKYCHBIX BeTepaHoB « TBID» ocraBmiio yerkuil cien B namsatu. Hepenko
B HAIIMX pa3roBopax J[KOpIUK ¢ MOYTEHHEM BBICKA3bIBAJICS 00 aKTepax, MPU3HABasl, YTO «IyYILIEe)»
BO MHOrux nocra”okax «TBID» ucxomauiio oT HuX, a HE OT Hero: «/IBeHaauaTh roJ0B Ha CIICHE
BCET/1a JIYYIlle OJHOW.

onHoro u3 yeMnuoHaToB «Herpuranckoit muru» B 1930-e rr. B 2014 r. Pobun bpeon u Jxxo Cuin paboTaroT Haj
MIPOEKTOM IO CO3/IaHUI0. MY3bIKaJIbHOM BEPCUU 3TOM Mbechl, cTaBlien kinaccukoi « TBIDy.
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Cmugen byw (poo. 1944) ucneiman 6orvuioe
gnusaHue /copoxca Jlackoma, yuacmeys 6 namu
nocmanogxkax « TBII» ¢ 1969-70 22. On mak u «ne
ONPABUACS» OM IMUX 8NeYamieHUll U npenooasall
memoo Cmanucnasckoeo no eepcuu Jlackoma 8
yuugepcumeme Topoumo c¢ 1993 2. no 2013 .
nocie ueco ywiei HA HNEHCUr ¢ OOJHCHOCU
cmapwezo npenooasamens. Ilocne nonyeeka
npoheccuoOHaIbHO20 — MeampaibHO20 — ONbIMA
Cmueen Hanucan Kuuey «YcunenHvle NOUCKUY»
(Tanou-oyxc, 2010 2. ) u 6vi1 COA8MOPOM MAKUX
npoussedenull, kax «/focmynnvie yeauy, «Kuzno
noo yoapomy»  «Puuapo Tpemuii pas» (sce
onyonuxosaunsl «lLnetpaiimc Kanaoay). « Puuapo
Tpemuii paz» 6win nocmaenen [locopodcem 6
«TBI1y» (1973-74).

CruseH By, okosno 2006 r./ @otorpad Karpun
Mappuon
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ETUDES IN AMERICA: A Director’s Memoir
(With gratitude to the journals of Maria Knebel and Anatoly Efros)

David Chambers

The étude form reveals individuality especially vividly. When actors or students rehearse in
the old-fashioned way, looking down at the text and only rarely glancing at their partners,
their actor’s individuality is shut away for a long time. Much later, when the actor “spreads
out” in the role, and having memorized the text, discards his script and starts to move around
the stage - only then will the director see the most essential thing - how much the actor’s
individuality reveals in the role, and how much the role depends on it. An étude reveals an
actor’s essence right away.'

Maria Knebel

I stumbled onto Analysis through Action® through a backdoor. As co-director of the Meyerhold
Project, a late-1990s collaboration between the Yale School of Drama and The Saint Petersburg
State Academy of Theatre Arts, I made several trips to “Piter.” It was clear something VERY
different was going on in acting and directing training there. Much of the rigor, ferocity, and
intensity of the training I observed would probably be branded as “unsafe” or “inappropriate” inside
an American training institution. Despite the intense rigor of the classrooms, the Russian student
performances were alive with an imaginative, playful, and emotional joie de jouant 1 had never seen
before. An unpredictable sense of spontaneity, whimsy, and danger was animated through
astonishingly flexible bodies and voices, all trained to the hilt. Yes, Meyerhold’s genetic
instructions were still encoded inside the cultural DNA of these actors and directors ... but
something else was up.

However, 1 was there on a mission that required a singular hyper focus: a reconstitution of
Meyerhold’s landmark 1926 production of Revizor (Gogol’s The Inspector General) for our bi-
national “production about a production” which would ultimately play in Petersburg, Amsterdam,
and New Haven. I had neither physical energy nor psychic capacity for anything else.

Yet, it did not escape my notice that in the hallways of the Academy there were (and still are)
austere Soviet-era photographs of departed master teachers. The black and white ghosts of an
extraordinary team of 1960s to 1990s directing teachers--Georgii Tovstonogov, Mar Sulimov,
Arkady Katsman, and others--were still smoking their cigarettes and watching their students. My
docent in this gallery, Professor Sergei Tcherkasski, taught me his revealing question: “Who was
your teacher’s teacher?” I learned that one or another of this Tovstonogov-chaired cohort had taught
my entire Petersburg peer directing cohort.

Unlike the other names, Tovstonogov’s name was somewhat familiar to me: a translated book of
his, The Profession of the Director, lay unread on some shelf back home. I recalled that he had
directed a unique Uncle Vanya at Princeton’s McCarter Theater in the 1980s. My own mentor,

! Maria Knebel, Poeziia Pedagogiki, trans. Ilya Khodosh (Moskva: Vserossiiskoe teatral noe obshchestvo, 1976), 358

? The technically correct and more helpful English translation of METOJIE JIEICTBEHHOI'O AHAJIM3A is "The
Method of Analysis Through Action," a.k.a Analysis through Action. In English this method is commonly called Action
Analysis. This article will use Analysis through Action and the more informal Action Analysis interchangeably.
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Zelda Fichandler of Washington's Arena Stage, had spoken of him with great respect. I learned
from Tcherkasski that he taught something called Action Analysis. I knew to some he was a god--
but probably not my god.

Instead, my god Vsevolod Meyerhold called me back to work, and I went.

A decade later, I taught a Shakespeare mask workshop at a university in Romania. The head
acting and directing teacher there was a lively Bulgarian named Maria Ganeva, who had studied
with Tovstonogov at the Academy for eight years in the 1980s. It was she who first outlined to me
Tovstonogov's core ideas on Action Analysis, which he had derived directly from Maria Knebel.

Now, having the time to listen, I sensed here might be some common ground here between
Russian and American training. Despite my ongoing enthusiasm for Meyerhold, I had found that he
was too aesthetically distant, too extreme, and too specialized for most American actor
temperaments (though directors loved him). I needed to know more about Action Analysis, the
roots of which could be traced directly to Stanislavski--certainly a familiar, if misunderstood, figure
in American theatre. Perhaps there was a key in Action Analysis that could unlock that vital
freedom-within-form that I had come to revere in the best of Russian theatre ... and so rarely saw in
our American counterpart.

Supported by a Likhachev Foundation Fellowship, I returned to a greatly changed Petersburg.
With my close colleague and co-producer of the Meyerhold Project Nikolai Pesochinsky
translating, [ first interviewed Irina Malochevskaya who had been Tovstonogov’s principal
associate for many years. After his death in 1989, she had authored The Directing Course of
Georgii Tovstonogov, a detailed survey of his four-year program, including an in-depth chapter on
Action Analysis.

One conversation in Petersburg always led to another; soon I was talking to Lev Dodin,
Venjamin Filshtinsky, Valery Galendeev, and other contemporary masters of Action Analysis and
The Etude Method of Rehearsal. People came forward to help: Tcherkasski led me through a
general introduction to the genealogy of Action Analysis, from Stanislavski to today. Yulia
Kleiman photocopied articles and chapters on Knebel, Zon, Novitskaya, Korogodsky, Sulimov, and
others, and translated many of them (as later did Yale student, Ilya Khodosh). Dina Dodina, Lev
Dodin's niece and right arm, set up crucial interviews.

I had a whole new list of teachers about whom I could say to my directing students: “These
artists are now your teacher’s teachers.”

I

As a faithful student and disciple of K. S. Stanislavski and V. I. Nemirovich-Danchenko, for
many years M. O. Knebel worked with them in close contact and under their direct
supervision; in her book she steadily, thoroughly describes their pedagogical approaches,
experiments, and contemplations. She is able to carefully and vibrantly focus her attention on
the fundamental principles of K. S. Stanislavski’s system, pausing at such important moments
as action analysis of the play and the role, of the word, and of psychotechnique. >

Georgii Tovstonogov

? Georgii Tovstonogov, introduction to Knebel, Poeziia Pedagogiki, 6.
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I am embarrassed to admit this (particularly in this
journal), but at that time the name Maria Knebel was
barely known to me. In my student study of the canon
formation of directing, her name never came up.
Allusions to her had passed by me later in life, but
only faintly.

Maria Osipova Knebel: I remembered there was a
link to Stanislavski's last years, about which I then
knew little, other than Toporkov’s Stanislavski in
Rehearsal, where she is not mentioned. I also knew
that an American scholar/teacher I greatly respected,
Sharon Carnicke, had started to write about Knebel.
That was about it. (Even today, despite the untiring
work of Carnicke, Bella Merlin, and a few others, it is
the rare North American professional theatre
practitioner who could identify her. Robert Falls,
artistic director of Chicago’s Goodman Theatre is the
notable exception.)

: - But in Russia I soon found that if Tovstonogov was
a god to some, Knebel was a god to all. In a conversation about her with Valery Galendeev, Lev
Dodin’s key associate at the Maly Theatre and renowned teacher of voice at the Academy, he
started with: "I think that in the Russian theatre of the Soviet period no one has ever had such a life
story to tell as Knebel did." Galendeev ended two hours later with: "I was once shown a note
written in Knebel’s hand. It obviously was from a sort of guest talk and somebody wrote her a note
from the auditorium. "What is the essence of the Action Analysis Method?' they asked. She wrote
back 'T don’t know, neither does anyone.' ”*

I have since deduced that Knebel’s seemingly disconcerting reply actually is “the essence of the
Action Analysis Method,” meaning no one definitively knows what its essence is. But every young
director knows what their teacher’s teacher taught their teacher, what their teacher does with that
today, and the students ponder what they will do with it tomorrow. In very simplistic form:
Stanislavski and Nemirovich-Danchenko taught Knebel who adapted from her two masters; she
then taught Tovstonogov who adapted from her; he taught Ginkas who adapted from him; and today
Ginkas teaches his students his students his variant; and those students in will make their own
adaptation. There are many branches emanating from the rootstock of Stanislavski via Knebel:
Tovstonogov, Efros, Vasiliev, Dodin, Butusov, and many more.

Over time, I learned that Action Analysis is not a doctrine, not a checklist of mandatory
obligations. It is an individualistically deployed process of text analysis (“Reconnaissance of the
Mind”) and rehearsal technique (“Reconnaissance of the Body”). Individuality: there it is again (cf.
the quotation at the top of this article) straight from the communist Soviet Union. No wonder next
to nothing about Analysis through Action was published in the Soviet Union for decades:
individuality. It became clear to me that just as the étude form will reveal the actor's "individuality
especially vividly”, so too will Action Analysis reveal the director/teacher's individuality
"especially vividly" (again, see quote at top). This is not a dogma,; it is an open-ended set of sound
underlying principles that re-invents itself through praxis generation-to-generation, director-to-
director.

* Valery Galendeev, interview with David Chambers, Maly Drama Theatre, Saint Petersburg, May 23, 2011.
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The most difficult psychological movement of the soul must be translated into action, says
Stanislavski. Yes, it must be translated into action, confirms Nemirovich-Danchenko, but this
is acting arithmetic. There is also algebra and geometry, where the active thing is the figure,
the character borne of the unique personality of the author, when an atmosphere arises on
stage, created by the actor, when feelings are born that are not ruled by any analysis.

Maria Knebel

My graduate-level first-year directing students and I now had translations of Knebel's Action
Analysis of the Play and the Role; Malochevskaya's manual on Tovstonogov’s course; notes from a
lengthy interview with her; an essay by her Ph.D. student Andrei Smolko; Ganeva's class notes; two
essays on Action Analysis in practice by Tovstonogov; two interviews with Dodin; two interviews
with Galendeev. In English we had these relevant books: Irina and Igor Levin’s Working on the
Play and the Role; Kama Ginkas’ Provoking Theater (translated by John Freedman); and Katie
Mitchell's The Director's Crafft.

We began to forge our own distinct version of Reconnaissance of the Mind, the text analysis side
of Action Analysis, also known as The Director Téte-a-Téte with the Play. Each of my three
graduate directing students had their own Chekhov play to work on: Three Sisters, Uncle Vanya,
and Seagull. The Cherry Orchard served as the master text from which examples were created.

With crucial initial contributions from student Katie McGerr, we ultimately created a workflow
of analytical actions. (In practice this takes an entire semester to complete.)

— The full play, with nothing added or subtracted, is written out as a detailed fiction. This labor-
-intensive first action yields a sense of flow in the play--and the necessarily meticulous
reading brings out massive amounts of information and questions.

— Factual given circumstances are then assessed and distributed among three “rings”: the outer
ring involves the broad socio—political aspects of the play which affect characters inside the
play; the middle ring is for large events both past and present which impact everyone in the
play; and the inner ring involves specific character circumstances and their relationship with
other characters.

— Leading circumstances of the play and for each act are determined.

— A five—event structure (bearing a resemblance to Aristotelian dramatic structure) is
determined.

— The play is broken into individual events: units of action, or “beats,” which contain an A
versus B conflict.

— Extensive character biographies in fictive form are created, containing both factual
information and speculative propositions for each character.

— From all this, the director begins to identify the “through-line of action of the play,” the
primary struggle between forces in the play that appears before the audience.

— Out of this comes (ideally) a grasp of the “supertask” of the play. What are the play’s main
concerns? What is the author suffering over in this play?

— From that presumed grasp, the director begins to imagine the “super task™ of their production.

’ Knebel, O Tom, Chto Mne Kazhetsa Osobenno Vazhnym : Stat'i, Ocherki, Portrety, trans. Khodosh (Moskva:
Iskusstvo, 1971), 6.
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This production should manifest “the scream of the director” (Sulimov)® and is designed to
“remove the spectator from the comfort of what he already knows” (Ginkas).”

— The director writes out the final “novel of life,” a full account of her production, again in
fictive form, describing all the progressive actions of the play, character interiority as well as
biography and behavioral description, and mise-en-scene.

All of this is preserved, along with a DVD containing associatively evocative photographs and
paintings, a “portrait gallery” of character images, and musical soundscapes. Painstakingly
compiled during what one student called “the time formerly known as winter break,” the Tome (as
the final object is known) is packaged in a manner artistically appropriate to the student's particular
play, and handed in to faculty.

All of the ten steps above, and the assembly of the Tome, are considered creative "actions"--
making things--not academic criticism. The results are vivid, imaginative, and thorough. But all
these actions, as deep and inventive as they may be, expose the fact that Reconnaissance of the
Mind is only “the arithmetic” of analysis--bountiful arithmetic, complex arithmetic, useful
arithmetic, yes, but not “algebra and geometry...created by the actor, when feelings are born that
are not ruled by any analysis."®

It was time for études.
v

Whatever you might talk about at the table, we do on the floor.’
Sergei Tcherkasski

How to understand and implement Reconnaissance of the Body--étude analysis--proved to be
much more elusive than applying the structural system of text analysis as proposed by Knebel and
codified by Tovstonogov. There is much instructive literature about the téte-a-téte side of Action
Analysis, far less on the practical physical side of this holistic interdependent process. Knebel wrote
extensively about the theory and value of études, and cited many anecdotal examples from her
classroom. But we found it difficult to glean concrete procedures from her capacious narratives.
And at this early stage of our investigation, we found little else start with.

One reason for the paucity of literature on études has to do with the fact that how, when, and
why a director employs études is extremely subjective.

Lev Dodin stated in an interview “I no longer do études in rehearsal, they take the actors too far
away from the text.”'’ (One of Dodin’s actors was later amused to hear this, and gently disputed
it.'"") On the other hand director/teacher Venjamin Filshtinsky, Dodin’s close colleague for decades,
eschews discussion altogether and rehearses with études only.'* Bella Merlin, based on her training
with Albert Filozov in Moscow in the mid-1990s, proposes a 4-point approach to étude scene
analysis: read the scene; discuss the scene; improvise (étude) the scene; discuss the improvisation.'

® Mar Sulimov, Posviashchenie V Rezhissuru, trans. Khodosh (Sankt-Peterburg: SPbGU, 2004), 389.

" Kama Ginkas and John Freedman, Provoking Theater: Kama Ginkas Directs (Smith & Kraus, 2003), 234.

8 Knebel, O Tom, 6.

? Sergei Tcherkasski, interview with David Chambers, Saint Petersburg, May 26, 2012.

' Lev Dodin, interview with Chambers, Maly Drama Theater, Saint Petersburg May 22, 2012.

= Sergei Kuryshev, interview with David Chambers, Maly Drama Theater, Saint Petersburg, May 22, 2012.

12 Venjamin Filshtinsky, interview with David Chambers, Moscow Art Theater, Moscow, January 18, 2012.

" Bella Merlin, “Here, Today, Now,” in R. Andrew White, The Routledge Companion to Stanislavski (London; New
York, NY: Routledge, 2014), 325.
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Stanislavski himself wrote out a 25-point plan for approaching a play that included structural
analysis, études, and much discussion.'*

The first reason for these disparate opinions is in great measure due to the variety of the late-
stage experiments by Stanislavski, and different take—aways by three key people who sat near him
during those last years. Stanislavski intensively pursued many new or revivified ideas. Etudes,
harking back to Sulerzhitsky, Vakhtangov and the First Studio, and proposed by Stanislavski long
before that, played a large role in the master's final explorations. Such was the case in student
rehearsals and classes of the Opera—Dramatic Studio and in the explorations into 7artuffe in which
most of the actors came from the Moscow Art Theater. In Stanislavsky's work spaces on Leontiev
Lane--where he was confined under "a kind of house arrest"--Maria Knebel taught voice,
articulation, and rhetoric--“verbal action” per Stanislavski--to the students; director Mikhail Kedrov
taught and directed the same students and participated in 7artuffe as an actor and assistant director;
and Boris Zon, a young director from Leningrad, observed over a five-year period both operatic and
dramatic workshop rehearsals on weekends. (I omit a fourth observer, teacher Lydia Novitskaya.
The information and vintage photographs in her 1984 book Lessons of Inspiration are of great
value, but she had less direct influence on the transmission of the étude method.)

As evidenced in the quotation that opens this piece, and numerous places elsewhere, Knebel
merged her formidable analytical skills—influenced by her association with Stanislavski and
Nemirovich-Danchenko--with on-the-floor études of all kinds.

To Knebel, this is Action Analysis: deep textual analysis, first by the director, then with the
actors at the table, coupled with specific actor-centric improvisatory explorations--aka
"probes...attempts...tries"--based on discussion of events from the play. Text analysis and étude
analysis, for Knebel, are not two related processes; Analysis through Action is one holistic,
interactively dynamic set of actions. Text analysis may create or alter étude analysis, and vice-
versa. She writes:

In order to reach action analysis through études with improvised text, one needs to conduct
a lot of preparative work of deep study of the play in table work, to conduct in that early
period the work that Stanislavski called “investigation through reason.”

Already in the process of “investigation through reason,” the skeleton of the work begins,
for the actor, to become overgrown with living tissue. Usually after such an analysis, the actor
clearly imagines for himself what his character is doing in the play, what he strives for, what
he fights and what he allies with, how he relates to the other characters.

If the company correctly understands the thematic direction of the play, and every
performer correctly understands the determination of his character, the company can, having
conducted a deep “investigation through reason,” proceed to the rehearsal process in action."

Now, compare that to Zon’s interview with Stanislavski after the young Leningrad
director’s first day of observing rehearsals:

Question [BZ]: Do you work at the table for a long time now, and when do you move to the
next period?

Answer [KS]: We read play today and it’s possible to perform tomorrow. If it’s not enough to
read it once, we can read it a second time.

' Konstantin Stanislavski, Creating a Role (New York: Theatre Arts Books, 1961), 282.
15 Knebel, O Dejstvennom Analize P'esy i Roli, trans. Ilya Khodosh (Moskva: Iskusstvo, 1959).
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Question: Does it mean that actors don’t know anything?

Answer: They don’t know words but they know what to do. If they might forget, I would
remind them. If a question arises, we would look into the text: “Something is written about
that in the third act”... we find it ... etc.

Question: Does it mean that in the beginning you even don’t need the text of the role?
Answer: We will come to it step by step but according to a logical way through action.
Question: Does it mean that there is no need for sitting at the table at all?

Answer: Sometimes people still sit.... Even with these new approaches actors could want the
table.... Our ardor for the table led us to “indigestion. If a capon is fed too many nuts, its
stomach can’t digest the food anymore; so it is with the actor who is burdened by “table food”
and can’t use even a small part of what was done. My new method is a development of
previous ones.'¢

The third of this trio, Mikhail Kedrov, took from Stanislavski a proprietary interest in what
Kedrov called the “The Method of Physical Actions." In this approach, the actor and director seek
out specific physical actions to chart a logical and reliable physical/gestural map for each scene, and
thus presumably create a psychological map as well. When Kedrov became artistic director of The
Moscow Art Theatre (and subsequently fired Knebel), this methodology became the house style for
the socialist realist productions of the MAT’s Soviet era. But Kedrov and his “method” were openly
renounced as early as 1952 (interestingly, pre-Thaw) for leaving the psyche out of the
psychophysical, thereby creating superficial performances, absent of inner life. (As colleague
Robert Ellerman wrote to me: " I always say Kedrov was the "C" student and Knebel and Zon the
Advance Placement kids."'")

How to proceed: Knebel? Zon? Kedrov (probably not)? Merlin? Dodin? Filshtinsky? Ideas
gleaned from the journals of student of Knebel, étude master Anatoli Efros?'®

We still had no precise answer to the question--what exactly is an étude?
A%

Zinovy Korogodsky is the most essential person in transmitting the étude method into
19
practice.

Venjamin Filshtinsky

There is a Leningrad/Petersburg lineage of études that parallels, and in some cases intersects,
with the lineage of text analysis that passes from Knebel to Tovstonogov to Malochevskaya (and to
her brilliant student, director Yuri Butusov). Concurrently the étude line passes from Boris Zon to
Zinovy Korogodsky to Venjamin Filshtinsky, Lev Dodin and others. Zon and Korogodsky were
successive artistic directors of Petersburg's renowned TYUZ (Theater of Young Spectators).
Korogodsky was mentor to both Filshtinsky and Dodin, and gave them their start as professional

' Boris Zon, Shkola Borisa Zona: Uroki Akterskogo Masterstva i Rezhissury, ed. V. L'vov, trans. Yulia Kleiman (Saint
Petersburg: SEANS, 2011), 394.

17 Robert Ellerman, e-mail to Chambers, September 17, 2012

'8 Anatoly Efros and James Thomas, The Joy of Rehearsal: Reflections on Interpretation and Practice (New York:
Peter Lang, 2006).

' Venjamin Filshtinsky, interview with Chambers, Saint Petersburg, May 26, 2012.
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directors. Dodin has, of course, become the renowned artistic director of Petersburg's Maly Theater,
and Filshtinsky directs internationally and teaches actors and directors at the Academy.

Korogodsky is one of the few who has written in practical detail about études. His 1973 book
Starting contains specific information about types of études and means to execute them. His
taxonomy yielded our first set of guidelines; it was from Starting that we started.

In the broadest sense, Korogodsky divides études for rehearsal (as compared to "training études"
for acting classes) into two basic categories: Scene (or Scenic) Etudes and Auxiliary Etudes. Scene
¢tudes are exactly what the name suggests: études dedicated to investigate a particular scene or
event (aka "beat" or "unit" of action), often with paraphrased language, always with a very strong
reliance on the given circumstances of the characters at that moment. As our student directors at the
Yale School of Drama had been deeply trained in event analysis, the thought of addressing scenic
events through études based on deep given circumstances seemed clear enough, if novel and, worst
fear, potentially unproductive. What was equally alluring was the question of Auxiliary Etudes.
Korogodsky suggests many types of these, all of which also seemed as a fertile ground for
exploration. For our purposes, we distilled his extensive suggestions, and our own thoughts, into
three inter-related sets of etude actions:

2. ETUDES: LINE OF THE ROLE
Purpose: full life of character and actor
a. Pre-life: the character before the play--events and episodes
b. Life of Play: continuity of life through body of play
1. Onstage events (see #2 below)
2. Offstage events during course of play
3. Events just prior to scene

c. Future (Speculative; what do they wish, what do they get)

3. ETUDES: SCENIC RECONNAISSANCE (1.b.1 above)
Purpose: Examination of scripted scenes/units of action (aka events; "beats")
a. Break into units of the unit, beats of the beat--beginning, middle, end

b. Psychophysical approach; mute to gibberish to keywords to paraphrase to text; should
ignite affective memory

c. Always: "l in the given circumstances."

4. ETUDES: AUXILIARY

Purpose: support to 1 and 2 above

ROLE:
a. Characteristics (gesture, voice, gait, eyes, tics, etc.)
b. Seed of the role" (dominating sources of character)
c. Movie tape (personal to actor: life "movie" of character)
d. Nature of feelings (dominant emotional qualities; expressivity)

MISE-EN-SCENE:

e. Environment/Conditions ("world" of play and specific settings)
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f. Genre of play ("difference between Goldoni and Moliere")
g. Style of performance (motion, gesture, temperament)

h. Language (verse, poetic realism, coarse, foreign, etc.)

Fortunately, we had a laboratory in which to try to bring flesh to these skeletal ideas. A practical
workshop class, using Chekhov plays as source material, had been born a few years earlier out of a
desire to find a common ground for first-year actors and directors. In their collaborative rehearsals
on new and classic plays, I had observed that terminology was frequently in the way: many
common terms in the rehearsal hall-- objective, action, event, rhythm, etc.--mean different things to
different people. An over-reliance on naming things, particularly on identifying "objectives,"
seemed to lead many students to a schematic approach to acting, with concomitant results. Lengthy
table work, while useful for a general collective knowledge base, seemed rarely to generate
dynamic life, or penetrating theatricalist ideas. Instead of creating dynamic character conflict, there
was often hiding behind lengthy intellectual debate--safe, sometimes interesting, but generally
inactive and uninspiring.

On a deeper level, the director/actor, management/labor struggle so common in the American
theater--who owns what share of the enterprise? --regularly created actor resistance and/or director
resentment. This strain was sometimes subtle and individually isolated; at worst it was paralytic for
all. Even in the best of circumstances, some element of mutual distrust, however small, could be
detected.

These were issues our "Chekhov Lab" was born to address. Perhaps the étude method would be
the spring that could release these tensions.

VI

The theater of co-—authorship is our postulate...The director is not a boss nor a judge, but the
primary “ringleader." This person is only a powerful spur, he chooses the text and makes the
actors fall in love with it.”’

Venjamin Filshtinsky

Co-authorship. Could young directors descend from their dreams of being a brilliant auteur to
being a generous and inspiring co-author? Could the actors, by vocational experience often a self-
protective lot, believe this directorial offering was being made in good faith? Or, conversely, did
some actors not want the responsibilities of co—authorship? Given the unconscionably brief amount
of rehearsal time in the US was co-authorship even a good idea?

While this was new ground for all of us, there was some precedent in America for an
improvisatory approach resembling Action Analysis. The Group Theater relied on both auxiliary
and scenic improvisations in the early 1930s; Strasberg, Clurman, and others describe this. Later, at
the Actor's Studio, Strasberg said: "The element of improvisation in the work is an essential
ingredient which makes the work itself different from any other way of working"*' (where "the
work" means Strasberg's Method). Belarus-born acting teacher Sonia Moore, a fierce antagonist of
Strasberg, translated books and articles about Action Analysis and taught her version of the Method
of Physical Actions, including scenic improvisations, in her New York studio. But these ventures

20 Filshtinsky, “Education Through Etudes” Stanislavski Studies, Issue 2, 2013.
! Lee Strasberg Lecture to Carnegie Units on Improvisation, October 17, 1963, transcribed by John Stix. Unpublished,
courtesy of Robert Ellerman, Lee Strasberg Theatre and Film Institute.
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were not well understood, if even known, by a later generation of acting and directing faculty; they
were certainly beyond the knowledge of the students.

Having no commonly recognized precedent or living experience to rely on, we drew up an étude
protocol to guide our laboratory research into co-authorship. This set of guidelines was aggregated
from ideas and insights from numerous sources referenced above.

IN REHEARSAL.:

1. THE PSYCHOPHYSICAL BODY IS THE STARTING AND THE FINISHING POINT
(NOT THE MIND);

2. SO: SPEND MORE TIME ON PHYSICAL ETUDE ANALYSIS (85-90%)--ON-THE-
FLOOR PHYSICAL ACTIONS THROUGH DYNAMIC IMPROVISATIONS—AND LESS
ON VERBAL DISCUSSION (10-15%, IF THAT)

3. SO: ANYTHING YOU MIGHT TALK ABOUT AT THE TABLE, DO HERE, TODAY,
NOW, ON THE FLOOR--NO SCRIPTS IN HAND; NO SCRIPTS ONSTAGE EVER:YOU
CAN NEVER KNOW TOO LITTLE;

4. THE AUTHOR'S PRECISE LANGUAGE IS LAST, NOT FIRST; IT IS THE FINAL
PHYSICAL ACTION. UP TO AND INCLUDING PERFORMANCE, THE TEXT IS A
RESOURCE, NOT THE SOURCE;

5. SO ACTORS: NO NEED TO MEMORIZE TEXT EVER; AT FIRST, USE NO
LANGUAGE, THEN ADD EXPRESSIVE SOUNDS, THEN KEYWORDS, THEN YOUR
OWN PERSONAL PARAPHRASE OF THE TEXT, UNTIL THE PRECISE AND
ABSOLUTE WORDS OF THE AUTHOR BECOME AN ORGANIC NECESSITY;

6. FOCUS ON THE "I" IN THE "I IN THE GIVEN CIRCUMSTANCES:" WHAT WOULD "I"
DO IF...? HERE, TODAY, NOW;

7. SO: THERE IS NOT A "CHARACTER"; THERE IS ONLY YOU--IN INCREASINGLY
SPECIFIC GIVEN CIRCUMSTANCES, DETERMINED BY THE AUTHOR, THE
DIRECTOR, AND YOU;

8. CREATING DYNAMIC PHYSICAL ACTIONS INSIDE THE GIVEN CIRCUMSTANCES
IS FAR MORE IMPORTANT THAN NAMING OBJECTIVES; IT IS NOT ABOUT WHAT
YOU WANT—IT IS ABOUT WHAT YOU DO. RE-EXAMINE, RE-CALIBRATE, AND
HEIGHTEN GIVEN CIRCUMSTANCES WITH EVERY ETUDE PASS, AND EVERY
PRIVATE READING OF THE PLAY. SOME SENSE OF AN OBJECTIVE MAY
APPEAR. BE OPEN TO LETTING IT GO AS YOU LEARN MORE;

9. REHEARSAL IS A SERIES OF "PROBES" OR "TRIES”—A PURPOSEFUL SET OF
JOYOUS TRIAL-AND-ERROR DISCOVERIES. NOTHING IS INCORRECT, SOME
ETUDES WILL COME TO A DEAD END OTHERS NOT, EVERYTHING CAN
CHANGE, IT WILL ALL WORK OUT. (THE ONLY BAD ETUDE IS ONE IN WHICH
SOMEONE—ACTOR OR DIRECTOR—WAS PHYSICALLY LAZY, MENTALLY
SLOPPY, OR UNCOMMITTED TO THEIR PARTNER.)

10. THE GOAL IS FULLY ACTIVATED PHYSICAL/EMOTIONAL LIFE ONSTAGE--
TODAY, HERE, NOW--INSIDE THE CORRIDOR OF TRUTH; NOT “FIXED” BUT
EXPERIENCING FROM YOUR LIFE (IN RUSSIAN: PEREZHIVANIE).

Many of these propositions--which remain intact three years after their introduction--are
contextual. Points 1-4 create alternatives to practices common in the American theatre that can be
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overworked in a scholarly research institution like ours. Discussion and debate are prized in this
university community, as are poetic language and canonical authors. But this was to be an
experiment in a laboratory--a site of inquiry also prized at Yale--investigating if this new (to us)
methodology might be as efficacious and creative as conventional practices, or even surpass them.

Points 6-8 reinforce what Ron van Lieu, the Chair our acting department and co-teacher of the
Chekhov Lab, calls the "actor's personal investment." While "affective memory" is not a basic
premise in our program, it is understood that accessing personal memory and investing in the actual
living through of the moment is a risk the actor must take. Investment = Risk = Reward.

Points 6-8 are also dependent on my belief that relying on "objectives" can become an inhibitor
preventing the actor from spontaneously DOING what she or he would actually DO in such-and-
such set of circumstances. (Instead the actor is often onstage pondering "what is my character's
objective right now? Am I on it, or not? How well did I do that one?") Furthermore, the world of
objectives reinforces an American trope: all that matters is what I want. This behavioral narcissism
is endemic to our culture; thus eager students readily embrace the path of objectives. It is
quantifiable ("how well did I do?") and culturally gratifying. But this fixation on my goals, my
needs will blind the actor to what Declan Donnellan calls "the target," meaning the other, the person
who stimulates me to action. The other--Juliet's Romeo--is critical to études, as mutually generated
kinetic stimuli must rebound uninterruptedly around the stage.

Point 9: that the job of rehearsing might be turned into the joy of rehearsing (with thanks to
Anatoly Efros) proved to beyond our highest expectations. Etudes are often a thrill to do, no matter
how psychophysically demanding, no matter if the result is an epiphany or a blind alley. The actor
is freed from the habitual toil of sitting at a table; peering into a script onstage; memorizing lines at
home; calling out for forgotten lines in rehearsal; rarely experiencing his or her own body, much
less anyone else's, until the last few days of rehearsal. In this process, the director is also in motion
on the floor, not behind a table or music stand, moving expressively, side-coaching, even
participating directly in the etude; directing is a physical act, not a cerebral one. The freedom of the
"probe" or the "try"--as contrasted with the need to "set" or "fix" the scene--is liberating. The shock
of the theatricality and raw emotion that emerges spontaneously is thrilling. The discovery of
entirely unexpected and potent ways of realizing the scene is revelatory.  Everyone's body,
imagination, libido, and emotional availability are in play from the first étude.

Joy.
v

Then we divide up the whole play, episode by episode, into physical actions. When this is
done precisely, accurately, when it feels correct and inspires our belief in what is occurring
onstage, then we are able to say that the line of the life of the human body has been created.
This is not a small thing, but half the role.”

Konstantin Stanislavski

Is "the life of the human body" truly half the role? What's the other halt? How long does all this
take? We don't know yet; we haven't yet carried etude analysis through a whole production. But,
even given relatively limited experience, I suspect that Stanislavski’s "half the role" is a
considerable underestimate. In the scene work we have done to date, a great many "breakthrough"
recognitions about the play or about a role have occurred, generating psychophysical experiencing

2 Stanislavsky, Sobranie Sochinenii, trans. David Chambers, vol. IX (Moskva: Isskustvo, 1999).
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that would likely be sustained throughout a full rendering of the piece. Seemingly from nothing--
"you can never know too little"--fully embodied characters and vigorous approaches to a production
have been born.

As the student artists have nothing more than the above protocol to go from, each team, led by
the directors, create their own specific procedure, generally following these steps:

1. Non-verbal scene exploration: usually highly physical, animated, lots of intense physical
contact (Paul and Galen, both former athletes, wrestled violently as Vanya and Astrov as
they mutely explored the morphine scene).

2. Key word(s): be it from the text or not, a word or short phrase is brought into the physical
métier and repeated as needed by the actor. The word or phrase is co-determined by actor
and director.

3. Loose paraphrase: text and subtext. The text is a loose guideline; voicing subtext often
occurs (Annelise/Natasha raged: "This is my house now Irina! Your family doesn't deserve it
any longer!") Anything within the broad boundaries of the scene is acceptable. The physical
conflict often heightens at this stage. (Andrew/Treplev destroyed his outdoor stage and flung
the pages of his play away; Niall/Dorn struggled to pick them up and organize them. Andrew
later cast a clinging Shaunette/Masha onto the ground as he raced off to find Nina.)

4. Close paraphrase: an attempt to move closer to text; generally a frustrating point for all as the
emotional excitement and physical freedom found in prior etudes meet the verbal demands of
the actual script. But discoveries, if lesser ones, have continued.

5. The precise words of the author coupled with the psychophysical intensity and spontaneity
that were so present in the first three steps above.

The precise words of the author. Stanislavski admitted he wasn't quite sure how best to get from
¢tudes to the precise spoken text (Stanislavski to Zon: "This question has not yet been solved by
me."*’) Seventy years later, Filshtinsky admits to being baffled as well: as a last resort, he
recommends just telling the actor to go ahead and memorize. (Aubie/Solyony found that he could
not proceed until he learned the exact words. Once that was accomplished--easier than usual, he
said--his physical energy returned in force, and with exactitude.) In our experience, this stage is the
most difficult, as "freedom and form" must join together. There have been scenes that maintained
their rawness and spontaneity as they incorporated the author's exact words; some just floundered. I
agree with Stanislavski: this question has not yet been solved.

The full range of our summary of Korogodsky's étude types (p. 9-10 above) has been explored at
one time or another. Some have been more beneficial than others. Here is a brief set of examples
that were particularly illuminating:

* PRE-LIFE: this proved to be extremely fertile ground for determining character. We were
greatly aided by Mar Sulimov's notion of an "initial source trauma."** To exemplify this
concept, Sulimov imagines that Ranyevskaya declines a request by her son to play by the
river and instead stays in the house to have furtive sex with her illicit lover, while her
husband lies dying in another room. This is when Grisha drowns. Screams are heard. A
barely clad Ranyevskaya races to the river where she sees the tutor Trofimov coming out of
the water, carrying the lifeless boy. A trauma like this would certainly explain her flight to
Paris, and stain her joy when she sees Trofimov the night of her return to the estate. This
example of "source trauma" struck us as perfect material for pre-life etudes. Exploring the
idea of source trauma, director Andras set up an etude with Matthew/Astrov on the night the

>3 Zon, Shkola, 461.
2* Sulimov, Posviashchenie V Rezhissuru, 339-341.
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exhausted and drunken doctor tries to operate on the trainman and inadvertently kills him.
Some études come with less than overt textual clues, but have nonetheless been very
productive in later scene work. Director Leora created a pre-life étude in which Bradley as a
pre-teen Telegin witnessed his father choke his uncle to death in a conflict over their estate.
This proved invaluable for Telegin/Bradley; his Telegin is reflexively skittish and fearful of
conflict; if he senses a dispute coming, he turns to guitar playing as a calmative for himself
and others. Less traumatic, but equally productive, was Jessica directing Chastain/Nina and
James/Konstantin. Through etudes, they found that as children the pair had surreptitiously
discovered one another on an isolated island in the lake; by the time of their Act I
performance they have become art-rebels and passionate sexual partners. This made for an
ardent generational conspiracy between the two, and thus a huge life-loss for Konstantin
when Nina ran off to Moscow and Trigorin.

®* LIFE OF PLAY: OFFSTAGE PRIOR EVENTS: Director Sarah set up an in-class étude
(done when the étude requires additional characters) for Irina/Celeste in Act II. It started with
Irina having an absolutely frantic and despairing day at the telegraph office; Tusenbach
coming to free her; leading her through the snow to a street band (a lot of études seem to
incorporate music); and finally home. Tusenbach failed to cheer her up, and Celeste/Irina
later said that the etude was key to understanding Irina's despair as it accretes through the
play. Actors are sometimes invited to set up their own études to investigate character events.
Actor Annie/Nina created such an étude, casting peers from her class in various unscripted
roles: her parents, a co-conspirator maid, Treasure the watchdog, a grizzled gardener, and an
unhinged religious hermit in the woods. Annie/Nina acted out the trauma of escaping from
her overbearing and suspicious parents the night of Konstantin's play. What Annie/Nina
discovered was not only that she faced great peril as she fled; and not only that it was a long
and frightening run through the forest to Konstantin's estate; but perhaps more importantly
she realized that her chaotic household, while not intentionally malevolent, was a suffocating
and abusive prison.

* SCENE ETUDES: With études such as the above in hand, as well as numerous smaller
auxiliary etudes, the actual scene work is fortified with a set of experiences far stronger than
table work can possibly yield. These actor-generated events are physical and thus in the body
of the actor. If they involve the principle characters of the scene at hand, they are mutually
experienced. Recall of these events is experiential, emotional, corporeal, and shared. Usually
the teams oscillate between prior life études, auxiliary études, and specific scene work; each
reveals the other. Fortuitous accidents can occur as scenes are being explored: During
rehearsals for the Act II Solyony/Irina/Natasha scene, Maura/Natasha spent her off-stage
time cradling a child doll (Bobik) in her arms, humming a lullaby, and looking out an actual
window in the rehearsal room. One night she happened to see a light from a distant building
flicker on and off a few times. She realized that was her sign from Protopov: "Coming
tonight!" This clinched for Maura/Natasha the degree of her involvement with her lover.
Almost always, something that could not have been foreseen in the director's study or at a
table discussion came to light, without discussion. Cole set up an étude for Matt/Vanya to
explore the attempted second gunshot at Serebriakov. What was unexpected to all of us,
including the actress herself was that Elia/Mrs. Voinitsky screamed and threw herself on top
of Serebriakov, forcing Matt/Vanya to spasmodically misdirect his aim. Matt/Vanya's shame
and self-rage for almost killing his mother became a palpable driver for the conclusion of Act
ITI, and the ensuing Act IV scene with Astrov. Every major character experienced this
heightened catastrophe, which in turn would shape their actions for the remainder of the play.
In contrast, director Katie's exploration of the Act III scene with the trio of sisters ("Masha's
confession") was a study in internal polyrhythms: Ashton/Masha broke out of her dour
bondage and danced with adolescent giddiness as she shouted out the news: "I'm in love ....
I'm in love with that man!" Ceci/Olga paced the floor snarling pained disgust like a caged
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panther, and Elia/Irina, still reeling from Olga's instructions that she "marry the Baron,"
curled into a catatonic ball on the floor and stared lifelessly out toward the audience, like a
dead fish. Natasha, carrying her candle, made an unscripted second sepulchral cross,
presumably having overheard Masha's elated revelation. Moscow never seemed so far away.

Part of my project here, greatly influenced by brilliant contemporary productions by Dodin,
Serban, Butusov, and earlier ones by Efros and others, is to break the stranglehold of imagination
with which American directors and actors have suffocated Chekhov. These characters are not
"ordinary people living ordinary lives" as the clich¢ would have it. Everyone in Chekhov is in some
kind of profound crisis. The scenes are peak experiences; the characters will remember every event
they participate in for the rest of their lives. The stakes are as high as they are in the plays of the
other master of dramatic action: Shakespeare.

Extreme actions and counter-actions: this is preferred over the emotionally inert self-pity that
plagues most American Chekhov. I annually say to the directors and actors: "Chekhov is a blood
sport: your character's very lives depend on winning the game. You won't win, but you must win."
This is contrarian news in a culture where a fundamental tenet is that hard work will yield life,
liberty, happiness, and best of all, wealth. "We must work," says Chekhov. Yes we must, but we
won't get to Moscow.

Tovstonogov, Sulimov, and others, going back to Stanislavski, insist that speculative given
circumstances must be as resource-rich--as dramatic--as possible. Let us take Anya's arrival at her
mother's flat in Paris. This is what we know from the text:

ANYA: We got to Paris, it was cold and snowy, and my French is just awful! Mama was
living in this fifth — floor apartment, we had to walk up, we get there and there's all these
French people, some old priest reading some book, it was crowded and everybody was
smoking these awful cigarettes--and I felt so sorry for Mama, I just threw my arms around her
and couldn't let go. And she was so glad to see me, she cried...And she sold the villa in
Menton, and the money was already gone, all of it!*

This visitation is an ideal setup for an etude; at minimum, it would be of enormous benefit for
Anya, Ranyevskaya, and Charlotta. Let us subjectively imagine this vie Boheme apartment, about
which we only have Anya's terse information. How long did it take Anya and Charlotta to wade
through the cold snowy streets? What kind of neighborhood it is this? Did that staircase to the fifth
floor reek of urine? How many people were actually in the apartment? It seems like a lot: "all these
French people." What kind of state(s) are they in? The "awful cigarettes" suggest drugs, perfectly
plausible at this time in Paris. Where is Mama in this mélange? In bed? With someone? Her lover?
Is she ill? Does she recognize Anya? It's been five years; Anya was twelve then. Why does Mama
cry? Is she ashamed, overjoyed, exhausted, or more? Why does she return home with Anya?
Sulimov proposes that Mama sees Anya as an angel, an angel from Russia, an angel from the
orchard, an angel that is her younger self, an angel who has come to take her home. She follows the
angel.

This étude would be crucial in a 360° exploration of The Cherry Orchard. It is impossible to
predict what might happen once this (or any) étude is initiated. If it is possible to predict an
outcome, the étude has been over-determined. But it is essential that the characters and the situation
be encouraged to be as extreme as plausibility will allow. Anything less is softening the impact,
chilling the potential heat, romanticizing the struggle, and diminishing the suffering of the
characters. With good actors, trained in this method, there is no risk of melodrama; there is the

> Anton Pavlovich Chekhov and Paul Schmidt, The Plays of Anton Chekhov. 1st ed. (New York: Harper Collins, 1997),
336.
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liberation of the actor and the play.

Mostly in the US, we tend to follow the "line" of the play. Linear causality: this, then, that.
Etudes demand that we explore the full sphere of the play: not just what happens in the play, but
what happens around the play. Possibilities for expansion of character, mise-en-scéne, and
superobjective of production emerge and surprise. Certainly there are risks: wasted time; confusion
of aims; endless freedom, no form. But, done right, études can provide the uncommon reward of
intense truths coupled with innovative theatricalism, be the production "faithful" to the text, or a
post-modern collage where the text is a pretext.

Stanislavsky's own self-rebuke for encouraging actors to become intellectualized and passive,
rather than emotional and physical, led him to abandon the table and take the risk of moving to the
floor as soon as possible.

VIII

Etude work is the first concrete technique I've encountered that allowed me to connect my
intellectual understanding of a play with my physical, visceral and emotional understanding...
Etudes choose me as much as I choose them. If something excites my imagination in my téte-
a-téte with a play, its exploration in an Etude may yield up an important piece of staging or a
part of my production concept that I don't yet understand intellectually. The feedback loop
goes both ways!

Katie McGerr, directing student
SOME COMMENTS FROM PARTICIPANTS:

Student Actors:

Chris/Dorn: It's been phenomenal and really eye opening to me. It completely changed the way I
work and how I think. It allows me to get out of my own way.... You don't feel worried because
you know so much! Whatever comes out is truthful because you've explored so much.

Ariana/Masha (Seagull): This process is so revelatory and enlightening to put the text last rather
than first.... It's like [ never want to do a play any other way. It's been amazing.

Celeste/Irina: The étude with the telegraph office was totally amazing and so upsetting. It
completely opened up my understanding of the life of that character at that point in the play, and
later on too.

Annelise/Natasha: 1 found the pre-life études extraordinarily helpful. One clarified for me
something I had only intellectually grasped about Natasha, my Natasha: the need to hold things
together over a very angry exacting internal life.... When we moved to one-word études and loose
paraphrasing, I found that really rich for me. Because it helped me articulate aspects of subtext or
motivation, given circumstances that I had not realized could influence the situation.

Niall/Dorn: I think this is probably my favorite way of working I've ever experienced in my life. I
think it leads to such spontaneity, such creativity. It makes the work so much less precious.... |
want to do this with everything I work on. It allows every option to be open because you have the
potential to do everything. So why not do it?

Aaron/Vanya: This really, really helped me. Not only the clarity for myself but having a shared
experience with the other people who were in the scene; so I'm not bringing my memory and he's
not bringing some other memory, but we have the same memory, or at least we were there at the
same time.
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Matthew/Astrov: The freedom of an étude allows things to go wherever they have to go so that |
can viscerally understand what I am doing inside this particular scene.... In terms of my character,
it was great to have a character who is so methodical and reasonable be caught in a moment where
he's forced to be visceral.

Aubie/Solyony: Paraphrasing close to the text was incredibly difficult, but once I felt like "I can't
wait anymore! I have to learn the lines!" it was very easy to be engaged with her [Melanie/Irina]
and just use the language I needed.

Student Directors:

Andras: For me, this is one of the most precious tools I could ever ask for as a theater maker, for a
number of reasons. First of all I think it opens up the text for this kind of psychological realism in
totally unexpected ways; new ways that make the play completely open. There is no way you can
find out these things, or a specific physical score, by reading at the table. I just really realized how
much some of those talks we have around the table--they are not important.

Jessica: I learned so much about how to structure a scene. From the first étude on the first day I
was able to see the 3 major scoring beats of the scene. I was able to break those down with the
actors. We titled them, found the basic architecture of the scene, then the contours. I quickly had a
very real sense of the shape of the scene in time and space. Often that doesn't happen till three-four
weeks in. Too late.

Sara: This has been really valuable for me in terms of opening up the full given circumstances of a
scene. Learning how the given circumstances of a scene fully affect the body, every moment.

Luke: Etude work has been eye-opening for me as a method to ignite the actor's body, enrich their
imagination, and begin to find the true, full, physical and emotional life of a character on stage. One
etude exercise has the potential to produce the same result as days of rehearsal. s allow each actor to
join together in a shared experience of events, putting aside hours upon hours of table work and
speculation, and infusing the body with given and ungiven circumstances. Love études!

Yagil: Working with études, especially on Chekhov scenes, led my actors, and me, to discover
things we would not have found any other way. I refer to the dynamics - physical as mental -
between the characters. Use of objects and scenery, entrances and exits, mise-en-scene, tempo,
body language, gestures, and more - all of these were mined and discovered thanks to the etudes
(both the silent and the verbal).

Leora: Working with analysis through action has been a revelation - it has given me a vital and
exciting way to approach rehearsals, and a way to understand what was often most successful about
my prior instinctive approach to rehearsals—which I didn't even realize was études. Once they are
released from the tyranny of the script, actors learn not only to trust their instincts, but how to listen
for them. When we return to the scenes they are able to express themselves in a theatrical, robust
way, through their bodies.

Faculty:
Ron van Lieu, Chair of Acting and co-teacher of the Chekhov Lab:

What the actors are starting to do here, which I think is really important, and you really have to
trust this and build on it, is that you are stopping the habit of not noticing things because if you were
to notice them you would have to change your plans; and you have decided there is some value in
actually paying attention, and noticing things, as something that actually makes your job easier,
number one, because you're not doing it alone, you're being fed by other people while you do it; and
also because that's really the source of your confidence as an actor.

One thing that I think is very valuable just in terms of watching the actors and giving them a
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series of experiences of something they can take back into a scripted text is that quality of paying
attention to a moment in time which they can't forget. And which they can't play-write, in which
they can't act by themselves. In other words you really have to pay attention. I think a lot of times
actors use the script as an avoidance of having to pay attention because they're concentrating on the
script.

The thing I keep stressing, and a lot of the acting faculty keep stressing, is the idea of freedom
within form. I think when they get to the études, they begin to understand what that means. Up until
then it's either I'm locked down by the text or I can do whatever I want--it's those two extremes.

I think the actors are learning the negotiation between self and character. I like the word
investment, as much as personalization, because if you make the investment, it feels very personal.
The making of the investment continues to deeply implicate you in the given circumstances.

What I'm seeing here is they love it [doing etudes] more than going back to the text. They love it,
and then they see going back to the text as a "now do I have to go back?" And then going back to
the text can tend to shut down their imagination and their appetite. It's a thing they have to learn. It
still puts them in a little bit of the either/or category, rather than “I know how to put these two
things together.” Again, I think it's a question of time. I think they're just sort of getting to the
beginning of really understanding.

This is a technique that's hard to incorporate into our absurdly compressed rehearsal system,
however many hours we have available to us, and so on. I think it teaches everybody that if you're
going to do improvisation as part of creating the performance of the play, the necessity is to be very
specific about what it is you're going to improvise, and what you're after an answer to.

A lot of what you talk about at the table isn't actable anyway, it might be interesting, but then
what do you do with it?
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9TIOAbI B AMEPHUKE: BocnoMmuHaHusl peskuccepa

(C daarogapuocThio K 1HeBHUKaM Mapuu Knebdeab u Anarosus Idpoca)

J3Bug Yemobepc

«I101Has opma pabOThl HEOOBIKHOBEHHO SIPKO ATy WHAMBUIYalIbHOCTH BBIABIsET. Korma
aKTephl WM CTYJICHTHI PENETUPYIOT MO CTApUHKE, YTKHYBIINCH TJla3aMH B TEKCT U TOJIBKO
u3pelKa B3MIAbIBAas Ha MApTHEPOB, MX AaKTepCKas HWHIUBUAYAIbHOCTh JIOJITO ObIBaeT
3aKphITa. 3HAYUTENIBHO T03KE, KOT/a aKTep ‘pacrlpaBisieTcsi’ B POJIM, KOTJA, YXKe 3Hasl TEKCT,
OH HAa4YMHAET JIBUraThCs IO TUIOMIAJIKE, KOTla OTOpOoIleHa TeTpaika ¢ pojbio, — TOJIBKO TOrIa
peXuccep BUAUT TO, YTO MO CYIIECTBY Ba)KHEE BCEr0, — HACKOJIBKO WHAMBUIYATbHOCTD
aKTepa pacKphIBACTCA B POJIM, HACKOJBKO OHA 3TOM POJM COOTBETCTBYET. A B 3THONIE
YeI0BEUECKAs CYIIHOCTh AKTEPa PACKPBIBACTCS CPAsy» .

Mapus Knebennb

Moe 3HaKOMCTBO C JeHCTBEHHBIM AHAIH30M" IIPOM3OIIIO Yepe3 YepHbId xoa. Kak co-gupexrop
«MeliepX0J1bIOBCKOTO MPOEKTa», COBMECTHON MHULIIMATUBBI KOHIIA 1990-X, B KOTOPOIl y4acTBOBaIN
Wenbckas mkoma apamsl u Caukr-Ilerepbyprekas [ocynapcTBeHHAs akajeMHs TeaTpalbHOTO
HCKYCCTBA, 5 HEOJHOKpaTHO mnoceman «lIurep». Ctano sfCHO, 4TO B TaMOIIHEM IPENOJaBaHUU
aKTepckoro macrtepctBa u pexuccypsl npoucxoqwin COBEPIIEHHO npyrue Bemu, ueM y Hac.
Bonbmiast 4acTe CypOBOCTH, KECTKOCTH M HaKaja, KOTOpBIE sl TaM HaOJII01all, BO3MOXKHO, ObUTH OBl
NpU3HAHbl  «HEOE30IIaCHBIMU» WM  «HENPUEMIIEMBIMH» B  YCIOBUSIX  aMEPUKAHCKOI'O
o0pa3oBaTeNbHOTO 3aBeleHHs. HecMOoTps Ha HampsyKeHHO-CYpOBYIO aTMocdepy B Yy4eOHBIX
MOMEUICHUAX, B CHEKTAKIIAX PYCCKUX CTYJIEHTOB LAPUI OVX Uepbl, TIONHBIN (haHTa3uKM U SMOIIMH,
KaKuX s HUKOIJIa npexiae He Buzaell. Hempenckaszyemoe oOlyleHHE CIOHTAHHOCTH, NMPHUYYAbI U
OMACHOCTH OXKMBajo, Onaromaps THOKMM TelaM W TOJIOCaM, THPEKPacHO OOy4YeHHBIM |
HaTpEeHUpOBaHHBIM. [la, yHacleoBaHHBIE OT MeliepXob/ia HaKa3bl BCE eIe ObLTN 3aKOMPOBAHBI
B KyibTypHOU JIHK 3THX akTepoB U pexuccepoB...HO ObUIO TYT U YTO-TO APYTOE.

Onnako MoOst mMuccusl TpeOoBala OT MEHS MAaKCHMalbHO COCPEIOTOUUTHCSA Ha CIIEAYHOIICH
3ajjaye: BOCCO3/aTh JIETEHAAPHYI0 MEHEpXOJIbJOBCKYHO MOCTaHOBKY «PeBuzopa» B 1926 r. mns
HAIIIETO «CHEKTAKIIA O CIIEKTaKJIe», 00bEANHSABIIETO MIPEICTABUTENEH ABYX CTPaH; B PE3yJIbTaTe €ro
JO0JDKHBL ObuUH chirpaTh B IletepOypre, Amcrepaame m Hpro-XeiiBene. Hu st wero nmpyroro y
MEHSI HE OCTaBaJIOCh HU (PM3UUECKOM SHEPrur, HU (PU3NIECKUX BOSMOKHOCTEH.

KoHeuHO, OT MOEro BHUMaHUs HE YCKOJIb3HYJIO, YTO B KOpHIOpax AKaAeMUU BUCETH (U BHCAT
o ceit neHs) crporue ¢Gororpaduu COBETCKOTO MEPHOAA, 3aledaTICBIINE YIIEAIINX MacTepPOB-
negaroroB. YepHo-0enbie Mpu3paky BBIAAIONIICHCS KOMAH/IBI MpernoiaBarencii pexuccypsl 1960 —
1990-x rr. — I'eoprust ToBcroHoroBa, Mapa CynumoBa, Apkanus Kanmana u apyrux — mo-
NPEXHEMY KypWJIM CUTapeThl W HaOJII0JadM 3a CBOMMH CTyJIeHTaMu. MOH 3KCKYpCOBOJ B ITOH

! Mapus KueGenb. ITossus nexarornku. Mocksa: Beepoceuiickoe TeaTpansHoe o6mectso, 1976. C.358.

* TexHHYCCKH BEPHBIM U OoJiee yAOOHBIM MEPEBOIOM TEPMUHA «METOJ ASHCTBEHHOTO aHAJIN3a) Ha aHTIIMHCKUH
spiseTcs «The Method of Analysis Through Action» unu «Analysis through Action» [«MeTo aHanKU3a NOCPEICTBOM
JIEUCTBUSY WM «aHAINU3 MMOCPEICTBOM NEHCTBUSMY]. [l0-aHTIMHCKH 3TOT METOJ OOBIYHO UMEHYIOT Action Analysis
[«neiicTBenHbIi aHamu3y» . B aT0ii cTaThe OyayT uepenoBaThest «Analysis through Action» u 6Gonee HedopMaabHOE
«Action Analysisy.
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ranepee, nmpodeccop Cepreii Uepkacckuii, HAy4WJI MEHSI OJTHOMY KITFOUeBOMY Bompocy: «KTo Obu1
YUUTCIIEM BallICro y‘-II/ITe.HSI?» Tak s Y3HaJI, 4TO TC HJIM HHBIC NPCACTABUTCIIN 3TOU KOT'OpPTHhI,
BO3rJaBIsieMoil TOBCTOHOTOBBIM, OBUIM YYHUTENISIMU BCEH KOTOPTHI MOUX NETepOyprcKHX KOJUIeT-
PEKUCCEPOB.

B ormimmume ot apyrux umeH, uMs TOBCTOHOroBa OBIJIO MHE OTYACTH 3HAKOMO: IEPEBOIHAs
Bepcus ero kHUrK «O mpodeccun pexuccepa» Tak M JieKana HEMPOUYUTAHHOM TIe-TO Ha TOJIKE Y
MEHs JIoMa. S| BCIIOMHWJI €r0 YHUKAJIBbHYIO IOCTaHOBKY «Jlanu Banm» B Tearpe Makkaprepa B
[Ipuncrone B 1980-¢ rr. Mo# nenaror 3enbaa @duuanmnep U3 Tearpa «ApeHa CTEHIK» B
Bammnrrone or3siBanack 0 TOBCTOHOTOBE ¢ OTpOMHBIM yBaskeHHueM. OT Uepkacckoro s y3Hall, 4YToO
OH IIPENoAaBaJl HEYTO IIOJ Ha3BAaHUEM «JICMCTBEHHBIM aHanu3». Sl 3Han, 4TO JUIsi HEKOTOPBIX OH
ObUT 60TOM, HO, BO3MOKHO, HE 11 MCHS.

Tem BpemeneM, Mol 6or BceBosoa Meliepxomba Mpu3Bajl MEHSI BEPHYTHCSA K paboTe, 4To 5 U
caenain.

JlecaTs et ciycTs S IpoBOANI MacTep-Kiace Ha TeMy Macku y lllekcnupa B 0IHOM pyMBIHCKOM
yHUBepcuTeTe. ['JTaBHBIM I€AaroroM akTepCKOr0 MacTepCcTBa M PEXUCCYpbl TaM paboTana
XKHU3HepaJocTHas Oonrapka mo mmeHun Mapus ['aHeBa, B TeueHHE BOCBMHU JIET OOydaBIIasicCs Y
Toscronorosa B 1980-¢ rr. iIMeHHO OHa BIiepBble 00pUCOBaJla MHE KJIIOUEBbIE Hied TOBCTOHOrOBa
0 JICICTBEHHOM aHaJIN3€, KOTOPbIE OH HaNpsAMYyto nouyeprnnys y Mapuu Kuebdenb

Teneps, xorma y MeHs ObUIO BpeMsl MOCTYIIaTh, s MOYYBCTBOBAJ, YTO MEXKIY PYCCKUM U
aMEPUKAHCKUM TeaTpaTbHBIM 00y4YeHUEM MOTYT OBITh TOYKH COMPUKOCHOBEeHHs. HecMoTpst Ha Moit
HEYyTracarolfil SHTy31ua3M B OTHOIIEHUH MelepXoub/a, s O0HApY KK, 9TO OH TaKkKe ObUI CIHIIKOM
ACTETHYECKU JAICKUM, Yepecdyp PaJuKaIbHBIM U YPE3MEPHO CHEIU(PUIHBIM s OONbIIeH YacTh
aMEPUKAHCKUX aKTEPCKUX TEMIIEPAMEHTOB (XOTSI PEKUCCEpPaM OH OYeHb HpaBWICS). MHE HYXHO
ObUIO OOJBIIE y3HATh O JCHCTBEHHOM aHAIM3€, KOPHU KOTOPOTO MOXKHO OBUIO TPOCIICIUTH
Hanpsmyto 10 CTaHUCIABCKOTO — (UTYPBI, O€3yCIIOBHO, H3BECTHOM, XOTS M1 BO MHOTOM HEMIOHSATOMN
B aMEpPUKAaHCKOM TeaTpe. BbITh MOXKET, B METOJIE JACHCTBEHHOTO aHaiu3a ObLI KIFOY, CIIOCOOHBIN
OTKPBITh Ty >KH3HCHHO BaXXHYIO «CBOOOMY BHYTPU (OPMBI», KOTOPYIO S TaK YTHJ B JIYUIIUX
o0pa3max pycckoro TeaTpa... U Tak peaKo BCTpedall y HaC B aMEpUKAaHCKOM Teatpe.

bnaronaps crunenauu ®onna Jluxauesa s cMOr BEpHYThCs B O4€Hb U3MeHuBLIMIICS [leTepOypr.
IIpu nomomu Moero OJIM3KOrO KOJIETH M co-lipofrocepa «MeHepXxonbIOoBCKOrO HPOEKTa»
Hukonas IlecounHcKOro, OCyLIECTBIISBILEIO IEPEBOJ, sI BIEPBBIE B3sU1 MHTEPBbIO y MpuHbI
MaiioueBCcKOi, KOTOpas HOJirue rojsl Obuta TmaBHOW mnomomrHuued ToBctonorosa. Ilocie ero
cmept B 1989 r. oHa Hammcana kHUry «Pexmuccepckas mkosna ToBcToHOroBa», mnoapoOHoe
HCCIIeZIOBaHNE TOBCTOHOTOBCKON YEThIpEXJIETHEH MporpaMmbl 00yueHHs, Ky/JJa BOIIUIA U IJ1aBa, IIe
IIIy0OKO HCCIIEI0BAJICA METO]L IeHICTBEHHOT0 aHAJIH3a.

Opnna merepOyprckas Oecela MOBIEKIa 32 COOOW JAPYTyrO; BCKOpE sl YK€ pasroBapHBall CO
JIeBoM JlomuubiM, Benmamunom ®unbmtuHckuM, Banepuem TanenneeBelM H - IpyruMu
COBPEMEHHBIMM MACTEpaMHU-IIEJaroraMy, 3KCIEpTaMU [0 METOAY JIEHCTBEHHOIO aHalu3a H
9TIOJTHOTO PENETULIMOHHOI0 MeToAa. JIFoau OXOTHO Mpeuiarajd MHE CBOKO ITOMOILb: YepKacCKui B
O0IIKX yepTax MO3HAKOMMUJ MEHs C TeHeaJoTHell NEeHCTBEeHHOro aHanu3a, oT CTaHUCIIAaBCKOTO JI0
Hamux gHed. FOnms Kieitman npenocTaBuia KCEPOKONMMM CTAaTE€d M IJIAB KHUT, MOCBSIIEHHBIX
Kuebens, 3ony, HoBunkoii, Koporoackomy, CynuMoBy, a Takke IepeBesla MHOTME U3 HUX (3TY
paboTy MPOJOIKUII CTYACHT Menbckoro yauBepcuteta Unes Xogom). duna Jlonuua, niaeMsHHHALIA
u npasas pyka JIbBa JloauHa, opraHu3oBajia IPUHIUIINAIBHO Ba)KHBIE HHTEPBBIO.

Tak y MeHsI MOSBUJICS LEJbII CIMCOK YYMTENEH, O KOTOPBIX S MOl CKa3aTb CBOMM CTYJ/I€HTaM-
pexuccepam: «Tenepb 3TH MacTepa — yUUTENS BaLLIETO YUUTEIA».
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I

«Bepnasa yuenuna u nocnenoBarensHuna K. C. Cranucnasckoro u Bi. M1 Hemuposuua-
Hanuenko, monrue roasl M. O. Kuebenp paboTtana ¢ HUIMH B TECHOM KOHTAaKTE M IMOJ UX
HEINOCPEACTBEHHBIM PYKOBOJACTBOM; B CBOE€M KHHMIE€ OHA HETOPOIUIMBO, JETaJIbHO
pacckasplBaeT 00 MX MEJIarorHyecKuX IMpHeMax, HSKCIHEPUMEHTaxX, pa3MblIUleHUsX. Eii
yaJ0Ch OEPEeKHO U KHUBO 3a0CTPUTHh BHUMAHHE HAa OCHOBHBIX MoiyiokeHHsx cucteMsl K. C.
CraHuCIaBCKOr0, OCTAHOBUTBHCS HAa TAaKMX BaXKHBIX MOMEHTaX, KaK JEHCTBEHHBIH aHAJIN3
TIbECHI M POJIH, CJIOBA, ICHXOTEXHUKH -

I'eopruii ToBcTOHOTOB

MHe CTBITHO B 3TOM NpPHU3HATHCS (B OCOOCHHOCTH,
B O3TOM JXypHaje), HO B TO Bpems ums Mapun
Kuebenr Obuto MHe eaBa wu3BecTHO. Korma s
CTYACHTOM H3y4al (OPMHUPOBAHHUE PEKUCCEPCKOTO
KaHOHAa, €€ HuMs MHE HHM pa3y HE BCTPETHUJIOCH.
BrnocnenctBun OTCBUIKM K HEH BpeMs OT BPEMEHHU
MOSIBJISUINCH, HO BECbMa HEOTUETJINBBIE.

Mapust OcunoBHa KueGenb: s MOMHWI, YTO OHA
Obula CBs3aHa C TOCIEOTHHUMH TOJAMHU  KH3HH
CraHuCIaBCKOro, 0 KOTOPHIX 1 TOTAA 3HAJI HEMHOIO —
paze uto 1o kHure B.O.TonopkoBa «CTaHUCIaBCKU
Ha pPEeNeTULUn», € OHA, BIIPOYEM, HE YIIOMUHAETCS.
41 Taxke 3HaJ, 4YTO AMEPUKAHCKUM YYEHBIA U I1€1aror
Ispon Kapuuke, KOTOpylo s TIyOOKO YyBaxad,
Hayvaia nucath 0 Kuebensb. Bor mpakTuuecku u Bce.
(Hdaxe cerogHsi, HECMOTpST Ha HEYCTaHHBIA TPy
Kapuuke, bemisl MepivH 1 HEKOTOPBIX APYTUX, MAJIO
KTO M3 Mpo(ecCHOHANBHBIX TPAKTUKOB Tearpa B
Cesepnoit Amepuke 3HaeT o Kuebens. Pobept ®oins,
XYJI0OKECTBEHHBIN pyKoBoauTeNnb «I'yamMeH THUITP» B

Yukaro — peikoe UCKIIOUYEHHUE).

Ho B Poccun, kak st BCkope y3Haj, eciii TOBCTOHOTOB ObLI OOroM Uit HEKOTOPHIX, To KHebens
Oobuta Oorom s Bcex. Korma s OGecemoBan o Heit ¢ Banepuem [aneHneeBbIM, OCHOBHBIM
nomMoutHuKoM JIbBa [lonnHa B ManoM JpaMaTudeckoM TeaTpe U U3BECTHBIM IIPENoaBaTesleM peun
B TeaTpanbHOM akageMuH, ['ajieH1€eB Hadall Halll pa3roBOp clIOBaMU: «S aymaro, 4TO B PyCCKOM
TeaTpe COBETCKOIO Meprojia OoJblIe HUKTO HE MOT MOXBACTAaThCS TAKOW MUCTOPUEH JKM3HHU, Kakas
obuta y Kuebenb». JlBa daca cmycts ['anenneeB 3akoHums Hamry Oeceny Tak: «OIHaXKABI MHE
MoKa3ajli 3alluCKy, HamucaHHyio pykoi KneOenb. OHa $BHO oOcCTajmach IOCIE OJHOTO U3
BbIcTyIUIeHHH KHeOenb — KTo-To U3 ciymiarenel 3a1an el BOpoc B MUCbMEHHOM Buze: ‘B uem
CyTE MeTojla nercTBeHHOro aHanu3a?’ OHa oTBeTmia: ‘Sl 3TOro He 3Har0, U HUKTO 3TOTO HE 3HAET »

[Tocne storo s caenman BbIBOJ, yTO OTBeT KHeOenb, Ha MEpPBBIM B3MMSA NPUBOIAIIUN B
3aMEeIIaTeNIbCTBO, B CYLIIHOCTH U SBISIETCSA «CYTBIO METOJA JEHCTBEHHOI'O aHAJIN3a», O3HAYAIOLICH,
YTO HMKTO HE 3HAET ONPEAEICHHO, B YeM 3Ta CyThb. Ho KaxaoMy MOJIOAOMY PEKUCCEPY U3BECTHO,

? Teopruit ToscTosoros. O kuure M. KueGenb. B ku.: [To33us negaroruxu. C. 6.
4 Banepuii ['anengees. Mutepssio ¢ JoBugom Yembepcom. Mansiii apamatudeckuit Teatp. Cankr-IlerepOypr. 23 mas
2011.
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4YeMy €T0 YYUTEIIb HAyYHIICA OT CBOETO YUMTENIs, KaK €ro YYUTEINb I10b3YETCs 3TUM CErOJIHs, U CaM
3TOT MOJIOJION peXHccep 3aAyMBIBAa€TCsl O TOM, Kak OyJEeT HCII0JIb30BAaTh ITH 3HaHMs 3aBTpa. B
o4yeHb ympouleHHoi ¢opme: CranucnaBckuii 1 HemupoBuu-/lanuenko yumnu KueGenb, koTopas
[IEpEOCMBICIINIIA TO, YTO y3HAJIAa OT CBOMX II€1aroroB; OHa B CBOIO ouepeab yuuia ToBCTOHOroBa,
[IEPEOCMBICIISABILET0 TO, YTO OH y3Hall OT Hee; TOBCTOHOroB yumi ['MHKaca, IepeoCMBICISBILETO
IIOJIy4yeHHble OT TOBCTOHOrOBa 3HaHHUsA;, CErOAHS |'MHKAc NIpemnojaeT CBOMM CTYJIEHTaM CBOMU
BAPUAHT, KOTOPBIN 3THU CTYAEHTHI MOT'YT, [10 CBOEMY KEJIAHUIO, IIEPEOCMBICINTD. ECTh MHOXKECTBO
BETBEH, OTXOIAIINX OT KOPHEBOM cucteMbl CtanucnaBckoro yepe3 Kuebenb: ToBcToHOTOB, Dhpoc,
Bacunbes, JloguH, byTycoB U MHOTHE IpyTHE.

Co BpemeHeEM $ y3HaII: IEHCTBEHHBIN aHAIU3 BOBCE HE IOKTPUHA, HE CIIUCOK O0SI3aTENIbHBIX JUIS
BBIIIOJTHEHUS 3ajia4, pPSAOM C KOTOPBIMH HAJ0 CTaBUTh TallOYKU. OTO HWHAMBHUAYAJIbHO
HCIOJIb3YEMBIM TpolecC aHalu3a TeKCcTa («pa3BeAKa yMOM») M PENETULUOHHAs TEXHUKa
(«pa3Benka puznyecKkuM anmapaTom»). MHIuBUayaIbHOCTE: CHOBA oOpamiaeMcs K Hell (CpaBHUTE C
LUTAaTOW B CaMOM Hauaje 3TOW CTaTbu), NPSIMHUKOM M3 KoMMyHucTHueckoro Coserckoro Corosa.
HeynuButenbHO, YTO MOYTH HUYErOo O METOJE ACWCTBEHHOTO aHalM3a HE ObUIO HameyaTtaHo B
Coserckom Coro3e 3a JOJATrHe rojibl: UHAUMBUAYAIBHOCTh. MHE CTajIo SICHO, YTO MTOJ00HO TOMY, KaK
3TIofHAs (GopMa «HEOOBIKHOBEHHO SIPKO» BBISIBHT AKTEPCKYIO «HUHAMBHIYaJIbHOCTH», METOJ
JICCTBEHHOTO aHalIM3a «HEOOBIKHOBEHHO SIPKO» BBISBHT HHIUBHAYaJTbHOCTH pEKUCCEepa/aKTepa
(OmATH-TaKW, CM. IIUTATy B CaMOM Hadaje). DTO He J0rMa; 3TO JOIMYCKAIOIUN W3MEHEHHUs HaOop
OCHOBOIIOJIATAIONIMX MPUHIIUAIIOB, KOTOPBI OOHOBIISIETCS MOCPEICTBOM MPAKTUKUA OT TOKOJICHUS K
IIOKOJIEHUIO, OT PEKUCCEPA K PEXKUCCEDPY.

111

«CamMoe CII0’)KHOE TICUXOJIOTHYECKOE JIBIKEHHE TYIIH JTOJHKHO OBITh IEepeBe/IeHO B JICHCTBYE,
ropopuT CraHucnaBckuil. J[a, OHO MOJDKHO OBITH NEPEBEACHO B JIEUCTBHE, MOJTBEPKIAACT
Hemuposuu-/lanuenko, HO 3T0 apupMeTHKa aKTEPCKOro MacTepcTBa. EcTh Takke anredpa u
IrE€OMETpHUs, II€ AEHUCTBYET IIEPCOHAXK, IePOU, POKICHHBIN YHUKAJIBHON JIMYHOCTBIO aBTOPA,
rre atMoc(epa Ha CLeHe CO3/1aeTCsl aKTepPOM, KOTJla POXKAAIOTCS YyBCTBA, HE TOJIAIOLIHECS
HUKAaKOMY aHAJIU3Y».

Mapus Knebennb

Y Hac ¢ MOMMH CTyAEHTaMH-peXuccepamu (TEpPBBIA TOA MarucTpaTypbl) MOJ PyKOW ObUIH
nepeBosbl pabotel Kuebenb «JledCTBEHHBIM aHATU3 MbECHl U PONN»; Y4eOHUK MajaodeBCKOU 1O
mkoJsie TOBCTOHOIOBa; 3alycu JJIMHHOIO MHTEPBBIO C HEW; CTaThs ee acnupaHTa AHapes CMOJIKO;
KOHCIIEKThl ['aHEBOM; JBE CTaTbM O JECUCTBEHHOM aHAJIW3€ B NpakTHKEe TOBCTOHOrOBa; JBa
uHTEpBbIO ¢ JloauHbiM; 1Ba UHTEPBBIO ¢ ["asienneeBbiM. Ha anrnmiickom y Hac ObuM CIeAyIOIINE
HYy>KHbIe KHUTH: «PaboTa Hax mbecoit u ponsio» Wpunel u Urops Jlesunbix [Irina and Igor Levin,
Working on the Play and the Role]; «IlpoBokanmonnsiii Tearp» Kambl ['makaca [Kama Ginkas,
Provoking Theater, nepeBon xxona ®@punmanal; u kaura Katm Muryenn «Pemecno pexuccepar
[Katie Mitchell, The Director's Craft].

Mpbl Havanu BbIpaOaThIBaTh COOCTBEHHYIO, OCOOYIO BEPCHIO «Pa3BEIKA YMOM» — TOW YacTH
JICUCTBEHHOI0 AaHaJW3a, YTO CBS3aHAa C aHAJM30M TEKCTAa, TAKKE H3BECTHOM KaK «BCTpeya
pekuccepa ¢ Mbecoil 0MH Ha ofuH». Kaxaplii u3 CTyIeHTOB JOJDKEH ObLT paboTaTh HaJ «CBOCH»
nbecoit Yexosa: «Tpu cectpo», «lsaas Baus» u «Yaiika». « BUlliHeBbINA cap CIy>KUI OOLTUM IS

’ Mapust Kaebens. O ToM, 4TO MHE KaxeTcsi 0COOEHHO BaKHBIM: CTaThH, OYEPKH, MOPTpeThl. Mocksa: UckyccTBo,
1971. C.6.
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BCCX TCKCTOM, U HAa €0 OCHOBC CO3/1aBaJIMCh IPUMCPBHI.

Bbonbioii Bkiana B obiiee neno BHecaa cryaeHTka Katu Makrepp. B pesynbrare Mbl BelpaboTanu
IIOCJIEZI0BATEIbHOCTh AHAIUTUYECKUX JeicTBUl. (B peanbHOCTM Ha 3Ty pabOTy YXOIUT LEbIN
ceMecTp).

— Uenas nbeca, 6e3 100aBICHUN WM COKPAILICHUN, TOJPOOHO PACHIUCHIBACTCS B PO3aNUECKOM
¢dopme. Dra pabora (mepBBId AKTHBHBIN IIar, JAIOMIUN OIIYIIEHUE TOCIEI0BATEIHHOCTH
COOBITUH MbECHl) U HENPEMEHHO TIIATEIbHOE YTEHUE IO3BOJIAIOT BBIBECTH HA MOBEPXHOCTh
OTPOMHOE KOJIMYECTBO HHPOPMALIUU B BOIIPOCOB.

— 3areM (akTuyeckue mpemIaraeMple OOCTOSTENBCTBA OLEHHBAIOTCA M PACTIPEACISIOTCS
MEXy TPEeMs «KOJIbIIAMH»: BHEITHEE KOJBIIO BKIIOYACT B CEOS MIUPOKHI KPYT COIUAIBHO-
MOJIMTUYECKUX ACIIEKTOB NbECHI, OKAa3bIBAIOIIMUX BJIMSHHUE HA MEPCOHAXEN 3a IpeleslaMHu
IBECHI, CPEIHEE KOJIBLIO ISl 3HAYMTEIBHBIX COOBITHH, KaK MPOIUIOTro, Tak W OyIyIIero,
OTpaXalOLIUXCSl Ha BCEX NEPCOHAXax INbEChl; W, HAKOHEL, BHYTPEHHEE KOJIBLO, KyJAa
BKIIFOUEHBI OOCTOSITENIbCTBA KOHKPETHBIX IMEPCOHAXKEH M HMX OTHOIICHUS C OCTAIBHBIMHU
IIEPCOHAKAMH.

- OHpeI[eHSIIOTCSI BCAyHIUC 00CTOSITEILCTBA IIBECHI U KaXXJ10ro akTa 1becChl.

— Ompenensercst CTPyKTypa ISTH COOBITUH  (MMeEMOIasi CXOJICTBO CO  CTPYKTYpOW
apHUCTOTENIEBCKOM ApaMBl).

— Ilbeca pa3buBaeTcsi Ha OTJEIBHBIE COOBITHS: «KYCKH», COepKaIne KOHPIUKT Mexay A u B.

— Co3parotcst moapoOHbIe Onorpaduu nepcoHake B OEIUIETPUCTUYECKON GopMe, coaepKaIiue
KaKk (aKkTHUeCKyl0 HWH(POpMAIMIO, TaK W TMPEANOJIOKEHHUS aKTepPOB OTHOCHUTEIBHO HX
IIEPCOHAKEM.

— OrTTankuBasich OT BCETO 3TOr0, PEKUCCEP HAUMHAET ONPENEISTh «CKBO3HYIO JIMHUIO IEHCTBUS
IBECH», OCHOBHYIO OOphOy MEXAy CHJIAMH TbEChl, KOTOpas pa3BOpAauMBaCTCs Iepen
3pUTEISIMH.

— W3 Bcero 310 (B ujeaie) N0KHO BO3HUKHYTh MOHMMaHHUE «CBepX3adaun» nbechl. Kakue B
9TOM Mbece OCHOBHBIC MTPOoOJIeMbI? UTO Tep3aeT aBTopa B JaHHOH mbece?

— Ha ocHoBe 3TOro mpeanojsaracMoro HOHMMAaHHs PEXHUCCEp HAUMHAET HPEACTaBIATH cede
«cBepx3azady» nocTaHoBKM. CIEKTakib JOKEH CTaTh BBIPAXKEHHEM «KpPUKA pEXHUCCEpPay
(CynumoB)® ¥ THpH3BAaH «IMIIATH 3puTeNs KOM(BOPTa TOrO, YTO €My y¥Ke H3BECTHO»
(Tuukac)’,

— Pexuccep pacnucbiBaeT 3aKIIOYUTENBHBIM «pPOMaH JKHU3HW», IIOJHOE OIMCAHUE CBOEIrO
CIEKTaKJIs, CHOBa B OeyuIeTpHCTHYECKO (opme, omuchiBas Mporpeccupymomiee aeicTBrue
MIBECHI, BHYTPEHHIOIO JKU3Hb MEPCOHaXeH, nx Ouorpaduu m ommucaHue MOBEACHUS, a TAKXKe
MU3aHCLIEHY.

Bce aT10 coxpansiercs Bmecte ¢ DVD, comepxamm (oTtorpaduu ¥ pUCYHKH, BBI3BIBAIOIINE
aCCOIMAalli, IOPTPETHYIO Tajepero» o0pa3oB mepcoHa)xei M 3BYKOByIO cpeny. C OGoibInMu
YCWINSMHU COCTaBJIEHHBIA B TOT MEPUOJ, KOTOPbIA OJUH U3 CTYACHTOB Ha3Bajl «BPEMs, HEKOIZa
U3BECTHOE KaK 3MMHHE KaHUKYJbD», mom (TaK UMEHYETCs 3aKIHOYMTEIbHBIH UTOr BCEM pabOThI)
oopmisiercss B CTHJIE, ICTETUYECKH COOTBETCTBYIOIIEM KOHKPETHOH Ibece, W Bpy4aeTrcs
IIpenoaBaTellto.

Bce pecaTep 1maroB, ONMCAaHHBIX BBIIMIE, W COCTABJICHHE TOMA, CUHUTAKOTCS TBOPUYECKUMH
«JIEUCTBUSIMU» — CO3/IaHHEM BElIEH, — a HE HAYYHO-KPUTHYECKOUN paloToii. Pe3ynbrarsl sipkue,
nojiHeie (aHTa3uu U OCHOBaTeNbHbIe. HO Bce ATH ACHCTBHS, KakKuMH OBl TIIYOOKHMMH U

® Map Cynumos. ITocesimenne B pexuccypy. CI16: CII6IY, 2004. C. 389.
" Kama Ginkas and John Freedman, Provoking Theater: Kama Ginkas Directs (Smith & Kraus, 2003), 234.
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n300peTaTeIbHBIMA OHM HU OBUIH, BBISBIISIOT TOT (DAaKT, YTO «pa3BeaKa YMOM» €CTh BCETO JIHIIb
«apudmeTukay aHanM3a — MYCTh Iuenpas apudmeruka, cioxkHas apupMeTHKa, MoJe3Has
apupMeTHKa, HO HE «anredpa U reOMeTpHUs», CO3JaHHAsl aKTEPOM, «KOT/Ia POXKAAIOTCS YyBCTBA, HE
TI01AKOIIHECs HUKAKOMY aHATH3Y»

Torna HacTymaer BpeMsi 3TIOA0B.
v

«Bce, 0 4eM BBl MOXKETE TOBOPUTH 32 CTOIIOM, MBI IPOBEPSIEM ACHCTBHCMY

Cepreii Yepkacckuit

[Tonnmanne W TpUMEHEHUE «pa3BeIKd (U3MUYECKUM amnmapatomM» — OTIOAHBIA aHAIW3 —
OKa3zalloch KyAa Oojee TpyAHOH 3amadeid, HeXKENU MPUMEHEHHE CTPYKTYPHOH CHCTEMBI aHalu3a
TEKCTa B TOM BHJE, B KaKOM JTO mpeiaranochk KHebenb u 3akperusuioch TOBCTOHOTOBBIM.
CymecTByeT HeMallo JIMTEpaTypbl, AAIOIIEH PEKOMEHJALMU [0 IOBOJY BCTPEUYM pexHccepa ¢
TEKCTOM OJIMH Ha OJIMH, HO KyJa MEHbIIE PaboT MOCBAMICHO MPAKTHIECKON (DPU3MUECKON CTOpOHE
3TOrO XOJHMCTUYECKOTO B3aMMO3aBUCUMOro mpouecca. KHeOenp MHOro mmucana O TEOpUH U
LIEHHOCTH A3TIOJOB, LIUTUPYSI MHOYKECTBO AHEKJOTUYECKUX IPUMEPOB U3 CBOEH IENaroruvyecKou
npaktukd. Ho HaMm MOKa3aJloCh CIIOKHBIM BBIWICHUTh KOHKPETHBIE NPOLEAYpPbl M3 €€
MIPOCTPAHHOTO TIOBECTBOBaHWSA. TakuM 00pa3oM, Ha OTOW paHHEW CTaJAMHM HCCIICIOBAHUS MBI
OKa3aJIMCh IOYTHU C IIYCTBIMH PYKaMHU.

OpHa U3 IpUYKH, IOYEMY JINTEPATYpPbl 00 3TI0JIaX OYEHBb MAJO, B CAEAYIOLIEM: TO, KaK, KOIAa U
MoYeMy peXXHCccep MPUMEHSET TIO/IbI, BeChbMa CyOBbEKTHBHO.

JleB JloguH 3asiBUI B MHTEPBBIO: «S OOJblle HE 3aHUMAIOCh ATIOJAMU HA PEMETHUIIHUSIX, OHU
YBOAST aKTEPOB CIMILIKOM JIaJeKO OT texcta» . (BIOCIEICTBHE ONHH H3 aktepoB JloauHa
YAUBUIICS, YCIBIIIAB 3TO YTBEPXKIEHUE, M CJIETKA C HUM HocnopHH“). C npyroit CTOpOHBI,
pexuccep/nenaror Bennamun OWIBIITHHCKUH, OMU3KHid KoJutera JloguHa B TeUEHUE ICCATUIICTHIA,
BoOOIIIe U30eraer mpormecc 0OCYKIACHHS U paboTaeT TOIBKO ITIOIHBIM merogom'”. Bemra Mepinun,
OCHOBBIBAsICh Ha CBOMX 3aHATUAX ¢ AnbOeprom @uno3oBeiM B Mockse B cepeaune 1990-x rr.,
MpeAJIaraeT YeThIPEXCTYNEHYAThId MOJIXO0J K JTIOJHOMY AaHAJIM3y CILEHbI: IPOYUTATh CIICHY;
00CYIUTh CIIEHY; UMIIPOBU3UPOBATH CIIEHY (ITIOAHBIM METOJIOM); OOCYIUTh Han0131/1321111/11013 . Cam
CraHuCIaBCKUH cO37a) TUIaH 0 paboTe Hall MbhecOoi, BKIFOYABIINN B ce0s 25 cTymeHeH, B T.4.,
CTPYKTYPHBIN aHAJINU3, 3TIO/IbI U IPOJOJKUTEIbHBIC 06cy)KI[eHI/ISIl4

[lepBoit mpuumHOIl Takoro pa3dpoca MHEHMH B 3HAYUTEIBHON CTENEHU SABISETCS TO, YTO
sKcnepuMeHTbl CTaHUCIIaBCKOTO B TIOCJIETHHUE TOJBl €r0 Kapbephl ObUTM BeChbMa pa3HOOOpa3HbI, K
TOMY K€, OHM OIIMCaHbl MO-Pa3HOMY, IIOCKOJBbKY B MOCJIEIHUE oAbl psiioM co CTaHUCIABCKUM
BCEI/1a HAXOJWJIMCh TPU IJIaBHBIX NMOMOUIHMKA. B To Bpems CraHMcIaBCKUH YIOPHO HCCIIENOBAI
MHOXXECTBO HOBBIX WJIM OOHOBJECHHBIX WJCH. OTIOABI, YXOISIIME KOPHAMU B MEPUON

¥ Mapus Kueberns. O tom... C. 6.

? Cepreii Yepkacckuit. MuTepsbio ¢ Issugom YemGepcom. Canxt-Ilerep6ypr. 26 mas 2012.

1 Jles Jlommm. Hurepssio ¢ IpBugom Yembepcom. Mansrii npamatudeckuii reatp. Cankr-IlerepOypr. 22 mas 2012.

' Cepreit Kypsies. Uutepssio ¢ Jlasunom Yembepcom. Mabiii gpamaruueckuii Teatp. Cankt-IletepGypr. 22 Mas
2012.

"2 Benmamun OUITBIITHHCKHIA. Hurepssio ¢ IsBugom Yembepcom. MockoBckuii Xyma0KeCcTBEeHHBIN TeaTtp. Mocksa, 18
stHBapst 2012.

" Bella Merlin, “Here, Today, Now,” in R. Andrew White, The Routledge Companion to Stanislavski (London; New
York, NY: Routledge, 2014), 325.

' K onstantin Stanislavski, Creating a Role (New York: Theatre Arts Books, 1961), 282.
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Cynepxunkoro, Baxranrosa u IlepBoii ctyauu, u npeioxkeHHble CTaHUCIABCKUM 3aJ0JIT0 0
TOT0, Urpany OONBIIYI0 POJb B IOCIEIHUX HCCIENOBaHUAX Mmactepa. VMIMeHHO Takas cuTyauus
ObUIa CO CTYACHYECKHMMH PETETHUIMAMU U 3aHATUAMU ONEepHO-IpaMaTHUIECKON CTYIUH, a TaKKe C
norpyxenuem B «Taprioda», rme Oonpimas dYacTh akTepoB Obula M3 MOCKOBCKOTO
XyIo)KeCcTBEeHHOT0 Tearpa. B pabouem mpoctpanctBe CTaHHUCIABCKOTO B JIGCOHTHEBCKOM TepeyiIke
— IJIe MacTep HaXOAWJICS «OTYACTH IOJ JOMAIIHUM apectom», — Mapus KuebGenp mpernonaBana
peub, apTUKYJSALUI0 U PUTOPUKY (10 CTaHMCIABCKOMY — «CJIOBECHOE JAEHCTBHUE») CTYAEHTaM;
pexxuccep Muxamn Kenpos npenogaBai u paboTan Kak pexHccep ¢ TEMH K€ CaMbIMU CTYACHTaMH,
a Taxke yyactBoBasl B «TapTiode» Kak akTep M NOMOIIHHUK pexuccepa; a bopuc 30H, Mononoi
pexxuccep u3 JleHuHrpazma, B TEYCHHE NSATHICTHETO MEPUOJA, 1O BBIXOJHBIM, HaOIOgall 3a
peneTULMSIMU KaK OIEPHOM, TaK U JApaMaTHUeCKON MacTepcko. (I He BKIHOYMII Cro/1a YETBEPTOrO
HaOmronarens, nenarora Jluauto Hosuukyro. Madopmarus u crapunnasie potorpaduu B ee KHUTE
«Ypoku BroxHoBeHus» (1984) mpenctaBisioT OONBLIYIO IIEHHOCTh, HO €€ MpsIMOE BJIHMSHHUE Ha
nepegady 3TIOAHOIO METO/a Ky/1a MEHBIIIE, YEM Y IPYTHUX).

Kak BHIHO W3 1MTaThl, C KOTOPOM HAUYMHAETCS 3Ta CTaThs, U JPYrux ynoMuHanuii, Kuebdenb
00bEeIMHIIIA CBOM BEIUKOJICTIHbIE AHAIWTHYECKHUE CIIOCOOHOCTH — HAa KOTOpBIE TOBJIHSIO €€
cotpyanuuectBo co CranucnaBckum u HemupoBuuem-/laHueHKO, — ¢ MPAKTUUYECKUMU 3TIOJIAMU
BCEX COPTOB.

Bor uro Takoe neiicTBeHHBIN aHAN3 ¢ TOYKH 3peHus KHeOenb: riy0oKuil aHamu3 TeKcTa, crepBa
peXHCCEepOM, MOTOM C aKTepamH, CHAAIIUMHU 3a CTOJOM, COSAMHEHHBIH CO CHenu(pUUeCKHUMHU
WMIIPOBU3ALMOHHBIMUA HUCCIECOBAHUSIMH, BBICTPOEHHBIMH BOKPYI akKTepa — HWHA4Ye€ TOBOpA,
«1po0OaMH. .. TIOMBITKAMH. ..», — OCHOBAaHHBIMU Ha OOCYKJIEHUU COOBITUH MbeChl. AHAIHN3 TEKCTa U
STIONHBIN aHanu3, s Kaebenb, — mpoiiecchl HE cBsi3aHHbIC. J[eHCTBEHHBIM aHANW3 SIBISETCA
XOJUCTHYECKUM, UHTCPAKTUBHBIM U TMHAMUYHBIM HaOOpoM jaelicTBuid. TeKCTOBBIN aHAIN3 MOXKET
CO3/1aTh WM U3MEHUTH ATIOHBIA aHAINU3 U HA000poT. OHA MUIIIET:

«ns  Toro droObl TepedTH K JCHCTBEHHOMY aHajiu3y IyTeM OTIOJOB C
UMIPOBU3UPOBAHHBIM TEKCTOM, HAJ0 MpoAeNaTh OOJBIIYI0 MpPEeIBAPUTEIBHYIO paboTy
yriayOJeHHOIO paclo3HaBaHUs IbECHI 3a CTOJIOM, TO €CTh IIPOBECTH B IE€PBOHAYAIIbHBIN
nepuoJ paboty, koTopyro CTaHHUCITaBCKHUI Ha3bIBaJ ‘pa3BEKON yMOM .

Vike B mporecce ‘pa3BeKM yMOM® CKeJET MPOU3BEACHUS HAaUWHACT 00pacTath Ui akTepa
XKHUBOM TKaHbI0. OOBIYHO TOCJTE TAKOTO aHAJIM3a aKTEp SICHO MpEeACTaBisieT cebe, 4To ero
repoi JenaeT B Ibece, K 4YeMy CTPEeMHTCS, C KeM OOpeTcs W C KeM COIO3HHYaeT, Kak
OTHOCHTCSI K OCTaJIbHBIM IIEPCOHAKAM.

Ecnu KOIeKTHB NpaBUIBHO MOHUMAET WAECHHYIO HAINPABIECHHOCTH NBECHI, a KaXKJIbIA
HCMOJIHUTENb MPABUIIBHO MOMMET LEJICYCTPEMIIEHHOCTh CBOETO TEPOsi, KOJUIEKTUB MOXKET,
MpOM3BeAs TIyOOKYIO ‘pa3BelKy YMOM’, TPUCTYNHTh K PEMNETUIIMOHHOMY TNIPOIECCY B
IEUCTBUMY .

Tenepb cpaBHUTE 3TO C UHTEPBBIO, B3ATHIM 30HOM y CTaHMCIIABCKOTO B CaMblil MEPBBIN
JIeHb, KOT1a MOJIOJION JICHUHTPAJICKUI pekuccep HaOII0Aal 32 PENeTUIMSIMHU:

Bompoc [B3]: V Bac Tenepp monruii «3acroibHblii nepuoa»? Koraa Bbl mepexonure K
clenyroleMy dTamny?

OtBet [KC]: Ceroanst Mbl UNTaeM IbeCy, a 3aBTpa MOXEM HUrparb. Eciin 0JHOro npouTeHus

!> Mapus KueGenb. O IeiicTBEHHOM aHamm3e mbeckl u pormn. Mocksa: MckyceTso, 1959.
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HEAOCTATOYHO, Mbl MOKCM IIPOYUTATH BTOpOﬁ pas.
Bonpoc: O3Hayaet au 3T0, YTO aKTE€pPbl HUYETO HE 3HAIOT?

OtBer: OHM HE 3HAIOT CIOB, HO 3HAIOT, YTO JenaTh. EcCIM BAPYr OHHU 3a0bIBAIOT, S UM
HarloMuHar0. Eciy BO3HUKAET BOIIPOC, MBI 3ariIsAbIBaeM B TEKCT: «YTO-TO HamucaHo 00 3ToM
B TPETHEM aKTE»... MBI 3TO HAXOJIUM... U T.1I.

Bonpoc: O3Ha4aer Jim 3T0, 4TO B CaMOM Haydajle BaM J1a)Ke HE HyKEH TEKCT poiu?
OtBeT: MBI IpyJeM K HEMY LIar 3a I1arom, JOTU4YECKH IyTEM JIeHCTBUS.
Bompoc: O3Hauaer au 370, YTO 32 CTOJIOM CHJIETh COBCEM HE HYXHO?

OtBet: HekoTopsble 1011 MO-IPEKHEMY CUJIAT 32 CTOJIOM. .. Jlake mpu HAIMYUU 3TUX HOBBIX
METOAMK aKTepaM MOKEeT MOHAJAOOMTHCS «3aCTONBHBIA Tepuomy... Ham sHTYy3uMazMm 1o
IIOBOJly CTOJa BBI3BAJ Y HAc «HeEcBapeHue». Eciau KalulyHy CKOPMHUTBH CJIMILIKOM MHOI'O
OpEXOB, €ro JKEIyAOK YK€ HE CMOXKET IEepeBapHBaTh IMILY; TO K€ CaMO€ C aKTEpPOM,
KOTOpPOr0 MEPEKOPMUIIN «3aCTOJBHOW €10i», U TEeNeph OH HE MOXKET MCIIONb30BaTh JaXe
MaJIyl0 4acTb TOTO, 4TO ObUIO caenaHo. MoH HOBBI METOJ] MPOAOJDKACT M Pa3BHBAET
Hpe;[bmyumel(’.

Tperuit npexacrasurens 3toro Tpuo, Muxaun Kenpos, B3su1 y CraHUCIABCKOrO TO, YTO
BITOCJIC/ICTBUH «3aIaTEHTOBA» Kak «MeToJ| (pu3nueckux AeucTBHit». B 3TOM Meronme akrep u
pexuccep UWHIYT crenupudeckue (u3nUecKkue EHCTBUS, YTOOBI HAYEPTUTh JIOTUYHYIO H
HA/ICKHYIO0 (PU3UUECKYIO KapTy/ KapTy >KECTOB JUIsl KaX/I0# CIICHBI, YTO, MO-BHIUMOMY, TIO3BOJISIET
TaK)Xe co37aTh M Icuxosiornyeckyro kapry. Korna Keapos ctan Xy105k€CTBEHHBIM PyKOBOJIUTEIEM
MockoBckoro XyJ0K€CTBEHHOro Tearpa (M BrociencTBuu yBoiawsl KHeOenb), 3Ta METO0J0TUSA
craja (UPMEHHBIM CTHJIEM IIOCTAaHOBOK B JyX€ COIMAJIMCTHYECKOTO peanm3sma Bo MXATe
coBerckoil mopel. Ho KenpoB u ero «merom» OBLIM OTKPHITO pa3BeHUYaHbl yke B 1952 r. (uro
UHTEPECHO, €II€ /O «OTTENeNW»), IOCKOJbKY 3/eCh IICUXMYECKOE MCKIII0Yajaoch U3
MCUXO(HU3UUECKOT0, M3-3a YEro CIEKTAKIM MOJy4YaluCh MOBEPXHOCTHBIMHU, B HUX OTCYTCTBOBAJIa
BHYyTpeHHss ku3Hb. (Kak nucan mue xomera PoGept Dmiepman: «S1 Bcerma roBopro, uro Keapos
OBLI CTYACHT-TPOCUHHK, a KHebesb 1 30H — IPOABUHYTHIC YICHHKN ).

Kak pmBuratecs pameme? Kuebens? 3ou? Kenpos? (a moxer, Her)? Mepnuna? [Jomuu?
QunbiuTuHCKUI? Mnen, coOpaHHBIE MO 3EPHBIINIKY B JHEBHHKaxX ydeHuka KuxeOemb, mactepa
31I010B AHatomms Ddpoca?’®

V Hac no-npexHeMy He ObIJIO TOYHOTO OTBETA Ha BOIIPOC — YTO XKE TaKOe ITI0A?

o Bopuc 3omn. llIkona bopuca 30Ha: ypoku akTepckoro MactepcTsa 1 pexuccypsl. Ilox pen. B. JIssosa. CII6: Ceanc,
2011. C. 394.

7 PoGept Dnepman. DnextporHoe muchMo Yembepey. 17 centsabps 2012,

'8 Anatoly Efros and James Thomas, The Joy of Rehearsal: Reflections on Interpretation and Practice (New York:
Peter Lang, 2006).
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«3unoBuil Koporojckuii — caMblii IJIaBHBII YE€JIOBEK B J€JIe BOILIOIIEHUS 3TIOJHOTO METOAA
HA [IPAKTHKE» .

Bennamyuua OuibIITUHCKUN

Ectb nenunrpanckas/merepOyprckasi JUHHS 3TIOJIOB, KOTOpas CYIIECTBYET MapauleibHO, a
MHOT/Ia U TIepeceKaeTcs, C JIMHUEW TEKCTOBOro aHanmsa, uaymen or Kuebens k ToBcTOHOTOBY, a
nanee Kk MaoueBckoil (1 ee OmucTaTelbHOMY Y4YeHHKY, pexuccepy HOputo BytycoBy). Jlunus
sTiogoB uuer or bopuca 3ona k 3uHoBHMiO Koporoackomy, a or Hero — K Benuamuny
OwipmiTuHCKOMY, JIbBY [ommny wu  gpyrum. Koporoackuit cmeHun 30Ha Ha  IOCTY
XyZ0KECTBEHHOTO pykoBoauTels npociasieHHoro Cankr-IlerepOyprekoro THO3a (Teatpa KOnbix
3puteneii). Koporonckuii 01 yuurenem u OunbmtuHcKOro, u JloguHa, MOJNIOKHUB HAYallo UX
npodeccuoHaNbHBIM KapbepaM. JloAMH, KOHEYHO JK€, CTall 3HAMEHHUTBIM XYJO0KECTBEHHBIM
pykoBonuTeneM Manoro apamaTtmyeckoro Tearpa B IlerepOypre, a @OUIBIITHHCKHIA CTaBHUT
cnekTakyim B Poccun u 3a py0Oexxom, a Takke o0ydyaeT akTepOB M PEKUCCEPOB B AKaZIEMHUU.

Koporoackuii oaAuH M3 HEMHOIMX, KTO B JETANSAX ONUCAI MPAKTUKY ATIOAHOTO meroaa. Ero
kaura 1973 r. «[lepssriii roa. Hauano» comaepxut cnenupuieckyro nHGOPMAIIUIO O THUIAX 3TIOJI0B
U crocobax ux BeIMoysHeHHs. Ero kinaccupukanmus M TOCHY)XKWiIa A HAc IEPBOW MOpLUEH
MHCTPYKLUK; Mbl Haqasu ¢ «Haganay.

B camom mmpokoM cmeicie Koporoackuil 1eiaut 3ToAb! Ui peNeTULINi (B OTIMYNE OT «3TI0JI0B
JUIs. TPEHMHTa» BO BPEMs 3aHATHI) Ha JBE OCHOBHBIX KaTETOPUU: <«ATIOJbI ISl CLEHbD) (WiIn
«CLIEHUYECKHUE») U «BCIIOMOTraTeNIbHbIE 3TIOAbl». CLIEeHNYECKUE 3TIObl B TOYHOCTH COOTBETCTBYIOT
CBOEMY Ha3BaHMIO: 3TIOJIbI MIOCBSIIEHBI U3YYECHUIO KOHKPETHOM CIIEHBI MU COOBITHS (MU «KYCKa»
JENCTBUS), HEPEKO C U3MEHEHHBIM SI3bIKOM, BCETJ]a C OUYEHb CHJIBHBIM YIIOPOM Ha MpejJiaracMble
OOCTOSITENILCTBA TEPCOHAKEH B JAHHBIA KOHKPETHBIH MOMEHT. IlOCKONBKY HAIIM CTYyAEHTHI-
pexuccepsl Venbckoil MIKOJIBI JApaMbl TIPOILIH OCHOBATEIbHYIO TOATOTOBKY IO TEME «AHAIIM3
COOBITHIT», MBICIIb O TOM, YTOOBI MOAXOJUTHh K CIICHWYECKMM COOBITHUSM IMOCPEICTBOM STIOOB,
OCHOBaHHBIX Ha TJyOOKHMX MpeularaéMblX OOCTOATENbCTBAX, Kas3ajach JOCTATOYHO SICHOH,
BO3MOXHO, HOBOM W, B XyIWIEM Cjly4dae, IOTEHUHAJIbHO HENpOAyKTHBHOM. Tema
«BCTIOMOTATENBHBIX 3TIOJIOB» MPEACTABISIACh CTONbh JKe cobnmasHuTenbHOU. Koporoackuit
IIpeJIaraeT MHOKECTBO THUIIOB JTIOJI0B, KAK/IbII U3 KOTOPHIN TaK)Ke KaKETCsl IUIOAOPOJIHON ITOYBOU
Uil nouckoB. s Hamumx nened Mbpl OOBEAMHMIIM €r0 Pa3BEPHYThIE NPEUIOKEHHS W Hallu
COOCTBEHHBIE MBICIIH B TPU B3aUMOCBSI3aHHBIX TPYIIIBI 3TIOHBIX JCHCTBUIL:

5. OTIO/JbI: JIMHUSA POJIU
Lenb: monHast )KU3Hb IEPCOHAXKA U aKTepa
a. [IpeasicTopusi: mepcoHaXx 0 Hayaja MbEChl — COOBITUS U ATTU30/IbI
b. XKu3Hb nbeckl: mocae10BaTeNbHOCTh COOBITUI HA POTSXKEHUU BCEH MBECHI
1. CoObrTus Ha cuene (cm. Ne 2 Hibke)
2. Co0pITHs 32 CLIEHOW BO BpeMsl IEHCTBUS IILECHI
3. CoOblITHS, HETIOCPEICTBEHHO MPEALIECTBYIOIINE CLIEHE

¢. bynymee (YMo3putenbHble COOOpPaKEeHUS; YeTO OHU XOTST, YTO MOJTyYaroT)

" Benmamun ®unbirruackuii. Matepssio ¢ YUemGepcom. Cankr-IlerepGypr. 26 mas 2012.

stanislavskistudies.org Issue #4, May 2014 134



6. DTIOJIbl: PABBEJIKA CLIEHOM (cm. 1.b.1 Bbime)
Lenb: MccnenoBanue CIieH B CIICHAPHH / 9aCTH JCHCTBHUS (TaKKe COOBITHS; «KYCKH»)
d. Pa30uth yacTh Ha 4aCTH, KYCOK Ha KyCKH — HAa4aJo, CepeinHa, KOHeIl

e. Ilcuxodusnuecknii moaxoq; OT HEMOTHI 4epe3 abpakagadpy K KIIOYEBBIM CIIOBAM,
nepedpasupyromuM TEKCT; 3TO TOJHKHO NMPOOYIUTh ad(HEeKTUBHYIO MAMSTh

f. Bcerna: «f B npeaaraeMbix 00OCTOSITEIBCTBAXY.

7. OTHIOAbI: BCIIOMOI' ATEJIBHBIE

[lenb: ciy’XUTh NOJICIOPHEM BBIILIEYKA3aHHBIM 1 U 2

POJIb:
i. Xapakrepuctuku (3kecT, rojioc, MOX0/Ka, B3I, TUK U T.[I.)
j. «3epHO poym» (IOMHUHHUPYIOIINE UCTOYHUKH 00pa3a MepcoHa}a)
k. KuHoneHra (JinyHast 1S aKTepa: «KUHO» O KU3HU IEPCOHaXKA)
1. IIpupona 4yyBCTB (JOMHHHPYIOIIKE IMOLMOHAIBHBIE KAU€CTBA; AIKCIIPECCUBHOCTD)

MU3AHCIHEHA:

m. OkpykeHue/yciaoBust («MHUP» MbECHl M CIIEHUPHIECKOE OKPYKEHHUE)
n. ’Kanp nbechl («pazHuiia Mexy 1'onbaoHu 1 Mosibepom»)
0. CTwib CTIeKTaKJIs (IBUKEHUE, )KECT, TEMIIEPAMEHT)

P. A3BIK (CTHXM, TO3TUYECKUHN peann3M, IpyOblil, ”UHOCTpaHHbIN U T.1.)

K cuacrtbio, y Hac Obuia gabopaTopus, B paMKax KOTOPOW MBI MBITAINCH HAPACTUTH IUIOTH HA
9TOT ckeneT uueil. [IpakTuueckoe 3aHATHE-TabOpaTOpHs, i€ Ibechl YexoBa HCIOIB30BAIUCH B
KayecTBE OCHOBHOTO HCTOYHHMKA MaTepHuasia, POIAMIOCH 32 HECKOJIBKO JIET 70 TOro, Onaromaps
JKEJIAHUIO HAMTHU TOYKU CONIPHUKOCHOBEHHS Ul aKTEPOB U PEKUCCEPOB B MEPBHINA roj yuedbl. Bo
BpeMsl COBMECTHBIX DENETULMH HOBBIX M KJIACCUYECKUX IIbEC S 3aMETUJI, YTO TEPMHHOJIOTHS
HEpEJIKO CTAHOBMJIACH MPEIATCTBUEM: MHOTHE OOIIME TEPMUHBI B PENIETULIMOHHON KOMHATE — LIEJIb,
JeiicTBUE, COOBITHE, PUTM M THA. — JUIA Pa3HbIX JIIOJEH O3HayaroT pasHble Beuu. CTpemieHue
00s13aTeNIbHO HAa3bIBaTh BEIIM, B OCOOCHHOCTH, KOTJa pedb huia 00 ONpeAeseHHH «3aaaudy,
Ka3aJoCh, TOJKAECT CTYJEHTOB HAa CXEMaTUYHBIA IOAXOJX K aKTEepPCKOMY MacTEpCTBY, C
COOTBETCTBYIOLIUMH pPE3yJIbTaTaMM. J[JIUTENbHBIA «3aCTOJIBHBI NEPUOA», XOTS W MOJIE3HBIA IS
o0miell KOJIJIGKTMBHOM 0a3bl 3HaHMI, MO-BUAMMOMY, TOJBKO H3pelIKa IMOPOXKAal JAMHAMHYHYIO
KU3Hb WJIM IO3BOJISUI BBIXOJAWUTH 3a IIpenesbl cyry0o TeaTpalibHbIX uae. Bmecro cosnanus
JMHAMUYHOTO KOH(MJIMKTa MEXAy NEepPCOHAXaMH, YYaCTHUKU «3aCTOJBHOIO» IpOIEecca YacTo
NPATAINUCH 32 JOJITUMHU UHTEIUICKTYaJIbHBIMH 1e0aTaMu — O0e30MacHbIMU, HHOTJ]a HHTEPECHBIMHU, HO
B OOIIIEM U 11€JI0M HEaKTUBHBIMU U HECTIOCOOHBIMU BIOXHOBUTb.

Ha Oonee ri1y0oKOM ypOBHE 6opbba MEXITy PEeXKUCCEPOM/aKTEPOM,
MCHeZ[)KMeHTOM/HOII‘-II/IHCHHBIMI/I, CTOJIb paclipoCTpaHCHHasds B aMCPUKAHCKOM TE€aTpe, — KTO
BJIQJICET JIOJICH B aHTpernpu3e? — 4acTO BBI3bIBAIA CONPOTUBIICHUE Y aKTEpa W/WIN OTTOP)KEHUE Y
pexuccepa. Jta TEHACHIUS WHOT/AA ObUla HESIBHOM M MHAMBHYaJbHO M30JIMPOBAHHOW; B Xy/IIEM
Cllyyae OHa OKa3blBaJlaCh Mapaim3yromiedl s BcexX. Jlaxke B caMbIX Jy4IIUX OOCTOSITENIbCTBAaX
HEKOTOPBIH JIEMEHT B3aMMHOTO HEJOBEPUS, ITyCTh U HEOOIBIIOI, MOKHO OBUIO ONPEICTUTD.

Wmenno s pemeHust 3TUX TpoOjieM mosBMiIack Ha CcBeT «UYexoBckas J1abopaTopusi».
Bo03M0HO, 3TIOJHBIN METOJ AACT SHEPIUI0, KOTOPAs IMO3BOJIUT CHATH HAIIPSKEHUE.
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VI

«CoaBTOpCKUI TeaTp — 3TO Halll Ba)KHEUIINI nocTyar... Pexxuccep — 3T0 He HaYaJIbHUK, HE

CyJllbsl, a BCEro JIMIIb NEpBBIA “‘3aBoamia". DTO YEIOBEK, KOTOPHI JAET TOJBKO MEPBbII
o 20

TOJIYOK, KOTOPBII BIOMpPAET IPOU3BEICHUE U BIIIOOJISIET B IPOU3BEACHUE AaKTEPOB» ™ .

Bennamyuu OuibIITUHCKUN

CoaBTopcTBO. MOTYT JIM MOJOABIE PEKUCCEPBI CITyCTUTHCS C HEOEC Ha 3eMJII0 — OT CBOMX
MEUTAaHUH CTaTh OJECTAIIMM PEXHUCCEPOM-aBTOPOM K TOMY, 4YTOOBI OBITH MLIEAPHIM U
BJOXHOBJIAOIIIUM CO&BTOpOM? MOFyT JIX  aAKTCPhIL (CCJII/I HUCXOAUTh M3 OIIblTa, CKIOHHBIC K
HEKOTOPOU MEepPecTPaxoBKe) MOBEPUTH, YTO ITOT PEKUCCEPCKUU J1ap MPUHECEH YUCTOCEPIIEUHO?
Wnu, HaoOOpOT, pa3Be HEKOTOphIE AaKTEpbl HE XOTENU Obl OTBETCTBEHHOCTH COABTOPCTBA?
YunteiBas BOIMMIOIIC MAJIOC KOJIMYCCTBO BPEMCHH, OTIIYIICHHOC HA PCIICTULIUN B C]_HA, MOXXHO 11
BOOOIIIE CYECTh COABTOPCTBO XOPOIIEH uueeii?

[Ipu TOM, 4TO 3Ta TEPpHUTOPHUS OKazajach HOBOH IJIsi BCEX HAc, B AMEpHKe yke ObLI CO31aH
MPELENCHT HUMIIPOBU3ALMOHHOIO MOJAXO0Aa, HAIIOMUHAIOLIETO JEUCTBEHHBIM aHanmu3. «['pynm
TUATP» OINMpAJICS KaK Ha BCIIOMOIaTeJbHbIE, TAK U HA CLIEHUYECKHE UMIIpOBU3aluu B Hadaie 1930-
x 1r; Crpacbepr, Knepman u apyrue 3T1o omnMchiBaroT. BmocnenctBuu, B AKTEpCKOH CTyauu
Crtpacbepr roBopui: «DIEMEHT UMITPOBHU3AINH B PabOTE SBISETCS HEOOXOAUMBIM MHIPEIUCHTOM,
KOTOpBIi Ie1aeT camy paboTy OT/IHUHO# OT JTFOOBIX APYTHX CIOCOGOB paboTh»” (B TaHHOM CiIydae
«pabora» o3Hagaer Meton Crpacbepra). PomguBmiascs B bemopyccum Cons Myp, menmaror
aKTepCKOTO MAacTepCTBa W SIPOCTHBIM aHTaroHucT CrtpacOepra, mepeBoaWIa KHUTU U CTaTbH O
JICCTBEHHOM aHaJM3e M TpernojaBajia COOCTBEHHYIO BEPCHI0 MeTona (pU3MyYecKux IeiCTBHH,
BKJIFOUABIIETO TAKXKE CIICHWYECKHWE HMMIIPOBHU3AIMHM, B CBOCU HBIO-HOpKCKOW crynuu. Ho Ooree
MI037JHEE IOKOJIEHUE IIE€JJar0OroB aKTEPCKOrO0 MAacTepCTBAa M PEKUCCYpPbl €Ba JIM KakK CIEOYyeT
OCMBICIIHJIO 3TH MHUIIMATUBHI (@ ¥ OBLIHM JIX OHU U3BECTHBI?); U y’K KOHEYHO, CTYICHTHI TeM OoJiee
HUYETO O HUX HE 3HAJIH.

3a oTcyTCTBHEM OOIICTIPU3HAHHOTO MPEIEICHTA WK KUBOTO OMBITA, HA KOTOPBIH MBI MOTJIN OBl
OIIEpPEThCSl, Mbl COCTABWJIM STIOJHBIM IPOTOKOJI, NPU3BAHHBIA IIOBECTH Halle JabopaTopHOe
HCCIIEZIOBAaHUE K COABTOPCTBY. JTOT HAOOp MPUHIMIIOB ObUT CO3/IaH HAa OCHOBE WICH M O3apEHHH,
MIOYEPIHYTHIX U3 PA3JIMYHBIX UICTOYHUKOB, HA KOTOPBIE MBI CCHLIAEMCS BBILLE.

HA PEIIETULIMMA:

1. IICUXO®PU3UYECKOE TEJIO SBJIIETCSI HAYAJIbHOM M 3ABEPHIAIOIIEM
TOYKOM (HE PA3YM);

2. TAKIM OBPA30M: TPATHTE BOJIBIIE BPEMEHU HA ®U3NYECKUI DTIOIHBIN
AHAJIN3 (85-90%) — ®U3NUECKUE AEVCTBUS HA TUIOIIAJKE ITOCPEJCTBOM
JUHAMUYHBIX UMIIPOBU3ALIUMI — Y MEHBILE HA CJIOBECHYIO JUCKYCCHIO
(10-15%, HE BOJIEE);

3. COOTBETCTBEHHO: BCE, O YEM Bbl MOI'JIA Bbl I'OBOPUTH 3A CTOJIOM,
JIEJIAUTE 31ECH, CET'OAHA, CEMYAC, HA TIVIONIAAKE — BE3 TEKCTA IIbECHI B
PYKE; HUKOI'TA HUKAKMX TEKCTOB HA IUVIOIIAAKE: HE MOXET BbITh TAK,

*% Bennamun OunbmTHHCKHI. JTIOAHOE BocuTanue. «M3yuaem Cranucaasckoro». Ne 2, 2013.
*! Lee Strasberg Lecture to Carnegie Units on Improvisation, October 17, 1963, transcribed by John Stix. Unpublished,
courtesy of Robert Ellerman, Lee Strasberg Theatre and Film Institute.
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UTO BbI 3HAETE CJIMIIKOM MAUJIO;

4. TOYHBI TEKCT ABTOPA - DTO TIOCJEAHEE, A HE TIIEPBOE; DTO
3AKJTIOYUTEJILHOE ®U3NYECKOIO JAEUCTBUE. JO CAMOI'O CIEKTAKJIS U
BKJIFOYAS CTTEKTAKJIb, TEKCT — OJMH U3 PECYPCOB, A HE EJJMHCTBEHHBIN
WCTOYHUK;

5. U'TAK, AKTEPBI: HET HEOBXOAMMOCTU 3AVUMUBATDL TEKCT; CHAYAJIA HE
UCHOJB3YUTE S3bIK BOOEIIE, [IOTOM JIOBABBTE BBIPASUTEJILHBIE 3BYKU,
IIOTOM KJIIOYEBBIE CJIOBA; IIOTOM BAIII COBCTBEHHbBIN ITAPA®PA3
TEKCTA, IIOKA TOUYHbLIE U ABCOJIIOTHBIE CJIOBA ABTOPA HE CTAHVT
OPTAHMYHOM HEOBXOJMMOCThIO;

6. COCPEJOTOYLTECH HA "SI" B COYETAHMM "SI B IIPEJJIATAEMBIX
OBCTOSTEJIbCTBAX": UTO Bbl CAEJIAJI "SI", ECJIU BbI...? 3ECh, CET'OJIH,
CEMNYAC;

7. UTAK: HE CYILIECTBVET "IIEPCOHAXA"; ECTb TOJIbKO Bbl — BO BCE BOJIEE
CIHIEHN®NYHBIX [IPEJJIATAEMbBIX OBCTOATEJIbBCTBAX, OIIPEAEJIAEMBIX
ABTOPOM, PEXXUCCEPOM U BAMU;

8. CO3JATh JIUHAMMYHBIE ®W3WYECKUE JEACTBUSI B  PAMKAX
MIPEJUIATAEMBIX OBCTOSITEJILCTB KVJA BOJIEE BAXHO, YEM HA3BATD
3AZTAUYM; JEJIO HE B TOM, YETO Bbl XOTUTE, A B TOM, YTO BBI JIEJIAETE.
MIEPEITIPOBEPSITE, TEPECMATPUBANMTE W YCWIMBAWTE TIPEJUIATAEMBIE
OBCTOSTEJLCTBA C KAXJIBIM DTIOJAOM M KAXIBIM WHIUBUIY AJIbHBIM
YTEHUEM TIBECBHL KAKOE-TO TIOHUMAHUE 3AJIAYA MOXE BO3HUKHYTb.
BYJILTE TOTOBbI OT HEI'O OCBOBOJIMTHCS T10 MEPE TOI'O, KAK Y3HAETE
BOJIBIIIE;

9. PENETULIUS - DTO CEPUS "TIPOB" WJIM "MOIBITOK’— CO3HATEJILHO
VCTPOEHHAS YEPEJA OTKPBITUII IOCPEJCTBOM IIPOB M OIIMBOK. HET
HUYETO HEITPABUJIBHOTO, HEKOTOPBIE DTIOABI 3AUAYT B TYIIUK, APYIHUE
HET, BCE MOXET W3MEHUTLCS, BCE TIOJYUUTCS. (EAMHCTBEHHBIN
[UIOXOM DTIOJ — TOT, B KOTOPOM KTO-TO — AKTEP WJIA PEXKUCCEP — BblJI
®M3NYECKM JIEHMB, YMCTBEHHO HEPSILUINB WIM HEBHUMATEJEH K
TIAPTHEPY).

10. LEJIb — ITOJIHOCTBIO AKTUBMPOBAHHAS ®U3NYECKAS/ SMOLIMOHAJIbHASA
YKM3Hb HA CLIEHE — CET'OJIHS, 3JIECh, CEMYAC — BHYTPU KOPUJIOPA TTPAB/IBL;
HE “®UKCHUPOBAHHAS”, HO IIEPEXXVBAEMAS HA OCHOBE BAIIEM
COBCTBEHHOM XXU3HU (PYCCKUI TEPMUH — «ITEPEXXVBAHUE).

MHorue u3 3TUX MNPEIIOKEHUN — OCTAIOLIMECs HETPOHYTHIMU TPU TroJia CIYCTd TOCIe HX
YTBEPXKACHUS, — 3aBUCAT OT KOHTekcTa. I[lyHkTel 1-4 co3maloT anbTepHATUBBI IpaKTHUKaM,
pacrpoCTpaHEHHBIM B aMEPUKAHCKOM TeaTpe, KOTOPbIe MOPOM MCIOJIB3YIOTCS Yepecuyp PbsSHO B
TaKOM HAy4yHOM 3aBeJCHHMM, Kak Hame. Jluckyccuss u ae0arbl TPEBO3HOCATCA B ITOM
YHHBEPCUTETCKOM COOOIIECTBE — B TOH K€ CTENEHH, YTO MOITUYECKUN SI3BIK U KAHOHUYECKUE
aBTopbl. Ho Hamiel 1enpio OblT AKCIEPUMEHT B 1a00paTOpUU — TEPPUTOPUH TIOUCKA, TAKIKE BHICOKO
uennmoii B Mene, — WCCJIeTYFOIIHIA, CIOCOOHA JTU 3Ta HOBAs (M1 HAC) METOIOJIOTHSI OBITh CTOJIb JKe
3¢ HEKTUBHON M TBOPUYECKOH, KaK TPAIUIIHOHHBIC TIPAKTUKH,  MOXKET, ¥ IPEB30UTH HX.

[Tynktel 6-8 ycwnuBaioT To, 4yTo Pon Ban Jlbe, pykoBoauTenb Hamed kadeapsl aKTepCKOro
MacTepCcTBa M OJUH U3 neaaroroB «YexoBCKOil aboparopumny, Ha3bIBACT «JIMYHOW MHBECTHIIMEH
aktepay. Ilpu ToM, uTo «addexTuBHAs MAMATb» HE SABISETCS OJHUM W3 OCHOBHBIX IIOJIOKEHHI
Halled MpOorpaMMBbl, CYUTACTCS, YTO IIOJIYYEHHE NOCTyNa K JIMYHOM NaMATH U «MHBECTULUA» B
IIPOKUBAHUE MOMEHTA SIBJIAFOTCS PUCKAMM, HA KOTOPBIE JOJDKEH NOMTH akrep. MHBecTnus = Puck
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= Harpana.

[IyHKT 6-8 Taxke 3aBUCAT OT MOEW BEphl B TO, YTO UPE3MEPHAs ONOpA Ha «3aJadl» MOMKET
nomemath akrepy cnontanHo JEJIATDH To, yto on na camom gaene [IEJIAJI Bbl B Takux-to u
TAaKUX-TO oOcTosTenbeTBax. (BMecTo 3TOro akTep 4YacTo HaXOAMTCA Ha CLEHE, 3a1aBasich
BOIpocoM: «YTo MOI IepcoHax JenaeT npsAMo ceiuac? BriitoueH M s celuac B MPOLECC I HET?
Hackonbko xopomo oH y MeHs nonydwicsa?») bonee Toro, Mup 3agad yCHJIMBAaeT aMEpUKAHCKOE
00pa3Hoe BBIpAKEHHUE: UMEET 3HAYCHUE TOIBKO TO, YETO 5 X0Uy. DTOT MOBEACHYECKHI HAPLIUCCH3M
IIpUCYL] HAleH KyJbType; TaKMM 00pa3oM, CTYJIEHTbl C TOTOBHOCTBIO CTYNAIOT HA IyTh 3ajad.
OTOT 1myThb MOAJNAETCS KOJMWYECTBEHHOMY u3MepeHuto («Hackoiabko xopomo y MeHs
MOJYYMIJIOCH?») U CYyJTUT BO3HArPaXkJI€HUE C KyJIbTypHOU Touku 3peHus. Ho aTa ¢ukcanust Ha MOMX
LEJIAX, MOMX OTPEOHOCTSIX 3aTyMaHUT 3PEHUE aKTepa U He TO3BOJIHT €My YBUAETH TO, uTo [lexnan
JIOHHEIUTaH Ha3bIBAET «MHILIEHBIO», O3HAYAIOIIEH IPYyroro, 4eioBeKa, MOOYXKAAIOIIETO MEHS K
neiicteuro. Jpyroit — Pomeo mnst [KyabeTThl — KiltoueBast IS 9TIOJ0B (PUTYpa, TTOCKOIBKY MEXITy
COBMECTHO BBIPAOOTAHHBIMHU JIBUTATEIBHBIMUA CTHUMYJIAMH JOJDKHO IMPOUCXOIUTH OecrepeboiiHoe
B3aUMOJICICTBUE.

[TyHKT 9: TO, 4TO peneTUIInOHHas paboTa T0JDKHA OBITH MPEBpAIleHa B PAIOCTh OT PENETHIIHHA (C
OmarogapHOCThi0 K AHaTtonmio D(dpocy), 0Ka3aloCh HACTOIBKO BEPHBIM, YTO MPEB3OILIO HAIIU
camble CMEJIbIe OKUIaHWs. 3aHUMAThCS JTIOJIAMU TOJ9aC BEChMa YBJICKATEIIbHO, HE3aBHCUMO OT
TOTO, HACKOJILKO 3TO 3aTPaTHO B MCUXO(H3UIECKOM IJIaHE, U KAaKOB PE3yJbTaT — MPO3PEHUE WIH
TYHHUK. AKTep 0CBOOOXK/IEH OT IIPUBBIYHON PYTHHBI «3aCTOJBHOIO NEPUOAA»; HE HYKHO 3ay4nBaTh
TCKCT AOMaA, 3arjigbIBaTh B TCKCT IIbCCHI HA CLCHC,; IPOCUTD, YTOOEI IIoACKa3ajin 3a6BITbI€ PCILIIUKA
Ha PEMETUIMU; €IBa JIM HWCIBITaTh COOCTBEHHBIM (DH3UYECKHI ammapaTr, HEe TOBOPS Yxke 00
arnraparax JIpyrux JIOJIEH, 10 NMOCIEAHUX JHEH peneTuurii. B 3ToM mpomecce pexuccep Takxke
paboTaeT Ha MJIOMIAKE, a He CUANT 32 CTOJIOM WIH MIOMUTPOM. Pexuccep akTUBHO JABUTAETCsl, YTO-
TO TOJCKA3bIBAET M JaXKe HANPSIMYIO Y4acTBYET B JTIOJC; pexkHccypa — (DU3MUECKHUU aKT, a He
ymo3putenbHbiii. CBOOOA «mpo0» WM «HOMBITOK» — ocBoOoxkaaer. Illok oT TeaTpambHOCTH U
HOHHHHHOﬁ SMOIIUH, BO3HHUKAOIIUX CIIOHTAaHHO, MMOPA3UTCJICH. OTKpBITI/Ie COBCPHICHHO
HCOXHNAAaHHBIX U MOIIHBIX CHOCO6OB BOIIOMICHUS CLCHBI CTAHOBHUTCSA HACTOALIUM OTKPOBCHHUCM.
dusnueckuil anmapar, BOOOpaXeHHE, JTUOMJO0 W SMOIMOHAIBHAS BOBJICYCHHOCTb KaX/I0TO
Y4aCTHUKA BCTYIIAIOT B UT'PY C IIEPBOTO K€ ITIOAA.

Panocts.
A\ 11

«3aTeM MBI JETHM BCIO IbECYy, AMM307 32 SMH30J0M, Ha (usndeckue neiicreus. Korma sto
CEJIaHO TOYHO, AKKYypaTHO, KOI/Ia €CTh OLIYIIEHUE, YTO 3TO MPABUIBHO U YKPEIUISET HALly
BEpY B IPOUCXOJSIIEE Ha CLEHE, TOrZJa Mbl CMOXKEM CKa3aTb, 4YTO JIMHUS KU3HU
4eJIOBEUECKOro TeNa GblIa Co3/aHa. ITO He KAKas-TO MaJIOCTh, a MOJOBHHA POJIH» .

Koucrantun CtaHuciIaBCKUN

[IpaBaa nH, 9TO <«OKHU3HBH YEIIOBEYECKOTO Telia» — ATO MOJOBHHA poiu? UTO ke COCTaBIsET
BTOpYI0 ToJoBUHY? CKOJIBKO BpeMEHU TpeOyeTCsi Ha BeCh MpoIecC HeauKoM? MBI elle He 3HaeM;
IIOKa 4YTO Mbl HC NMPHUMCHUIIN 3TIOI[HBII71 AHAJIN3 KO BCEMY CIICKTAKIIIO. HO, AAXKE YUYUTBIBAsA Hall
CpPaBHHUTCIILHO OFpaHH‘ICHHBIﬁ OIIbIT, 4 IIOJO03PCBAN0, UYTO «IOJOBHUHA POJIHN» (B TCPMHHAX
CTaHUCIaBCKOTO) SIBIISIETCS BeChMa HEJIOOICHEHHOW. B paboTe Haa cleHaMu, KOTOPYIO MBI
npoaciain A0 CCroAHAIIHETrO AHA, CJIyYaJluCb MHOTHEC «OTKPOBCHUS 110 ITOBOAY IBECHI UJIN POJIH,

** Koncrantun Cranncnasckuii. CoGpanne counnennii. Mocksa: Mckycerso, 1999. T.9.
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POXIAaBIINC HCI/IXO(bI/IBI/I‘-ICCKOQ MNEPCIKUBAHUC, KOTOPOC MOKHO OBLIO noaACpKUBaTbL Ha
MPOTSKCHUN HUCIIOJITHCHUS BceM mbechl. Ha HepBBIfI B3IV A, U3 HUOTKYJAd — «HC MOXCT OBITh Tak,
YTO BbI 3HACTC CIIMIIKOM MaJIO» — POKIAAINCH I'OTOBBIC BOIIJIOIICHUA HepCOHa)Kef/'I U KUBOM 1oaxonq
K CIICKTAKJIO.

[TockonbKy BCe, 4TO OBUIO y CTYIEHTOB JIUISl Havaja, 3TO MPOTOKOJI, BOCIIPOM3BEACHHBIN BBIIIE,
KaXK/1asi KOMaHJ1a T0J] pPyKOBOJICTBOM PEXHCCEPOB CO3/aBajia COOCTBEHHYIO PEXHUCCYPY, B 00IIEeM
CJICAYIOUIYIO TAKOMY IUIaHY:

1. HeBepOanpbHOE OCBOEHHE CIICHBI: OOBIYHO 3TO TOMYEPKHYTO (PHUIUUECKUI mpoIriece,
OKUBJICHHBIH, MpeNoJaraomni HHTeHCHUBHBIN (pu3nueckuit kontakt (Ilom u I'eitnen, oba
OBbIBIIKME CIIOPTCMEHBI, CBUPENO OOPONIHCH, KOTJa, B KayecTBe Banu u ActpoBa, 6€3MOIBHO
OCBaMBAJIU CIICHY C MOPHHUEM).

2. KiroueBoe croBO/CiIOBa: HE UMEET 3HAYCHHSI, U3 TEKCTA OHO B3ATO WJIM HET, HO CJIOBO MJIH
KOpOoTKast (hpa3a JOKHBI ObITh IPUBHECEHBI B (PU3UUECKYIO CpPENly, U aKTep MX IMOBTOPSET.
CnoBo niu (hpaza BEIOMPAIOTCS COBMECTHO aKTEPOM U PEKHCCEPOM.

3. BonbHbli mapagpa3: TEKCT M MOATEKCT. TEKCT CBOOOAHO HCIONB3YETCS KaK yKa3aHHE;
MHOTZIa BCIIyX IpOroBapuBaeTrcsi moarekcT (AHHenuse/ Hartama B sSpocTH MpoKpHUaa:
«Tenepp 310 MOH oM, Mpuna! TBost cembst Ooubiiie ero He 3aciyxuBaet!») [Tpuemmemo
BCE B JIOCTAaTOYHO INUPOKUX TpaHUIAx cueHbl. Duznyecknii KOHPIUKT HEpeaKo
yCHIIMBAeTCsl Ha ATOM craauu. (Duapro/TperuieB pa3pymui CBOO CHEHHYECKYIO TUIOINAAKY
B [apKe U pa3dpocall CTpaHUIlbl COOCTBEHHOU Mbechl; Huamn/ JlopH mocrapancs ux codparth
U CIOXKUTH 10 nopsaky. lozxe DHapro Tonkuyn npuwinnuuyio [llonert/Mamry Ha Tpasy,
yOeras B nouckax Huusr).

4. bmuskuii mapadpas: TONBITKa MPUOTU3UTHCI K TEKCTy; OOBIYHO BecbMa OO0JIe3HEHHBIH
MOMEHT JUISl BCEX, IOCKOJBbKY 3MOLIMOHAIBHOE BO30YyXIeHUE U (husznmueckas cBoOOJa B
NPEBIAYIIMX 3TIOJaX CTAJKUBAIOTCS ¢ BepOAIbHBIMH TPEOOBAHUSMH COOCTBEHHO TEKCTa
nbecbl. Ho OTKpBITHS, MyCTh MEHEE 3HAUUTENBHBIE, IPOJIOJIKAIOTCS.

5. TouHble ciOBa aBTOpa B COYETAHHU C TCUXO(PU3NYECKOH HHTEHCUBHOCTHIO U
CIIOHTAHHOCTHIO, B 3HAUUTEJIBHOM MeEpe NPUCYTCTBOBABIIKME HAa TPEX INEPBBIX CTAIUSAX,
OIHMCaHHBIX BBILLIE.

Tounble cnoBa aBTopa. CTaHUCIABCKUN MPU3HABANI, YTO HE OBLT 10 KOHIA YBEPEH, KaK JydIle
NEPEUTH OT ITIOJIOB K IPOU3ZHECEHUIO TOYHOro TekcTa (CraHuciaaBckuih — 30HY: «3ITOT BOIPOC
T10Ka YTO MHOIO He perneny» ). CeMbaecsT et crycTst DUIbIITHHCKHI IPU3HASTCA, YTO H €r0 ITOT
BOIIPOC CTaBUT B TYIHK: Ha CaMblid KpPalHWM Cilydyall OH PEKOMEHAYET IPOCTO CKa3aTb akTepy,
9100l TOT BBIy4mJ1 TekCT. (OOum/ ComneHblid OOHApYXHI, YTO HE MOT TMPOJOJDKATh paboTy, He
BBIYYHMB CBOM PEIUIMKH B TOYHOCTH. Korjga oH BBIYYHII TEKCT — YTO, IO €ro CJIOBaM, JAIOCh eMy
jerde, 4eM 0OBIYHO, — €ro (hu3ndecKast SHeprus BEPHYJIach BO BCeM 00beMe, a Ternepb NprudaBmiIach
ToyHOCTh). Ilo Hamemy ombITy, 3Ta CcTagust camas CIOXKHas, MOCKOJIBbKY «cBoOoma u ¢opmay
JIOJDKHBI OOBEAMHUTHCS. BBIBaNM CHEHBI, B KOTOPBIX AKTEPbl COXPAHSIM CBEXKECTh SMOIMHA U
CIIOHTAHHOCTb, BKJIIOYas CJIOBAa aBTOPA; HEKOTOPHIE OTKPOBEHHO CIOTHIKAIMCh. Cornamych co
CraHuCIaBCKUM: BOIPOC 3TOT [10KA YTO HE PEIIEH.

Bech nuamna3on Hammx 3akiFOU€HUM OTHOCHUTENBHO THUIOB 3TH0J1I0B y Koporoackoro (cm. mim. 9-
10 BoIme) OBUT B TO WM WHOE BpeMs ucciieqoBad. OT HEKOTOPBIX MOJIB3bl 0KA3aJI0Ch OOJIBIIIE, YeM
OT Apyrux. BOT KOPOTKUH CHHCOK NPHUMEPOB, KOTOPHIE OCOOCHHO TOMOTIM HaM MPOSCHUTH
CUTYaLHUIO:

2 7on, Shkola, 461.
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* JXU3Hb INTEPCOHAXA JO HAYAJIA IIBECBI: 310 cTaso HEBEpOSTHO IUIOJOPOAHOU
IIOYBOM I ONpElEeeHUsl NepCOoHaka. boJbllyr0 IOMOINb OKa3ajao HaM INoHATHe Mapa
Cy/IHMOBa «HCXOMHAs AyLIEBHAS TPaBMay’ . IIPHBOIS IpPUMEp TAaKOro siaeHus, CyIuMOB
BOoOOpaxaeT, uTo PaHeBCKas OTKJIOHSET MPOCHOY ChIHA O TOM, YTOOBI MOUTPATh C HUM Yy
peKu, Hu, Hao0OpOT, oOcTaercss AoMa, 4YTOOBI TAaWKOM 3aHATHCS JIOOOBBIO CO CBOUM
«0e33aKOHHBIMY JTFOOOBHHKOM, TIOKA €€ MY’K JISKUT Ha CMEPTHOM OJJp€ B COCE/IHEH KOMHATE.
Nmenno toraa I'puia Tonet. CabimiHbl kpuku. Ilomyonerast PaneBckas cnemur k peke, riae
BUINT, KaK y4uTeldb TpopUMOB BBIXOAUT M3 PEKH, HECS HA pyKax Oe3KU3HEHHOE TeJo.
[TomoGHas TpaBma, 6e3yciIOBHO, MOriia Obl OOBSICHUTH €€ OercTBo B Ilapik U oMpaduTh ee
pamocTh, Koraa oHa BUAWT TpoduMoBa B HOYL CBOETO BO3BpAIEHUS B MOMECThe. Takoii
IIPUMEP «MCXOJIHOM TpaBMbD» IOpPA3UJl HAC, KAK OTMEHHBIM MaTepuai AJs 3TIOJA0B Ha TEMY
<OKW3HHU JI0 HayaJla Nbecb». M3yuas TeMy «UCXOAHOHM TpaBMbI», pekuccep AHApac yCTPOUI
3TION € MbOThIO/ACTPOBBIM B HOYb, KOTJAa HCTOUICHHBIM W TBSHBIA JTOKTOP IBITACTCS
ONEpPUPOBATH CTPEJIOYHUKA M HEYMBIIUICHHO yOHMBaeT ero. B HEKOTOpBIX 3TI0Jax ObLIO
MEHBIIE OTKPOBEHHBIX CCBIJIOK Ha TEKCT IbECHI, HO, TEM HE MEHEE, BCE OHM IIOMOIJIM B
pabore co cueHamu. Pexuccep Jleopa co3gana Takoro poga 3ToA, rae bpamim B ponu
coBceM roHOro TenmermHa Buzel, Kak €ro OTel 3aAylUW1 €ro JsAr0, KOorjaa MexIy HUMU
pasropenack 60pnba 3a momectbe. s Teneruna/ bpaamu 3To 0ka3anock HEOICHUMBIM; €T0
Tenerun pedneKTopHO MyTIUB U OOUTCS KOH(DIUKTA; MOYyBCTBOBAB NPUOIMKEHUE TUCITYTa,
OH XBaTaeTCs 3a TUTApy, YTOOBI CHITPaTh YCIHOKAMBAIOUIYIO MENOJIUI0 Ul Ce0sl U IPYTHUX.
Menee TpaBMaTU4YHBIM, HO CTOJIb YK€ IPOAYKTUBHBIM OKa3ajcs 3TioA, korjaa /xeccruka Obuia
pexuccepoM ciieHbl Mexxay Yecreiin/ Hunoit u Jxxeiimcom/ Koncrantunom. [locpencrom
STIOZ0OB OHHU BbIACHWIM, 4T0 Huna m KoHcTaHTHH emie neTbMU TalKOM BCTPETHIIMCH Ha
OTJAJICHHOM OCTPOBE CPEAM 03€pa; KO BPEMEHH UX CIIEKTAKJISA B IIEPBOM JICUCTBUHU OHU YXKe
cTaii OyHTapsAMU-XYAOKHUKAMU U CTPAaCTHBIMU CEKCYaJbHbIMU IapTHEpaMu. OTO U
OOBSICHAJIO TIBUIKUIH 3aroBOp, 3aTESIHHBIM JBYMs NPEICTaBUTEISIMH OJHOTO TOKOJICHUS, H
OTPOMHYIO TIOTEpIo, TMoHeceHHylo KoucrantmHoM, korma Huna cOexana B MockBy K
Tpuropuny.

* JKU3Hb IILECHI: HAYAJIBHBIE COBBITUS 3A CLIEHOM: Pexuccep Capa mocraBuia
3TION B y4eOHOM KJtacce (3TO JienaeTcst, Korjaa 3Tiof TpeOyeT JONOTHUTENbHBIX ePCOHAKEN)
st Upunel/ Cenectsl BO BTopoM JneiictBuu. Haumnancst o ¢ Toro, uro Mpuna mposena
y’KacHBIH, TOJHBIA OTYasHUS JeHb B TenerpadpHoM oduce; Ty3eHOax MpUXOIUT, YTOOBI ee
CHacTH; OH BEJET €€ CKBO3b METelb K YJIUYHOMY OpKecTpy (BO MHOTHX 3TIO/ax OblLia
3a/lelicCTBOBaHa MYy3bIKa) W, HaKOHeI, jJomoil. Ty3eHOaxy He yJalioch B30OApUTH €€, H
BriocnenctBun Cenecra/Mpuna ckazana, 4To 3TIOA ObUI KIIOYOM K MOHUMAHHUIO OTYASHUS
Wpunsl, HapacTamomero no Xoay JIEHCTBUS Mbechbl. AKTepaM HMHOTJa IMpeaIaraercs caMuM
CO311aTh 3TIOJ, MO3BOJISIONIMN MCCIEI0BaTh COOBITUS B )KU3HU NEpcOHaxa. AKTpuca JHHH/
Huna co3gana Takoil 3TIO[, HAa3HAYMB CBOMX OJHOKYPCHUKOB Ha pa3HbIE pOJIH,
OTCYTCTBYIOILIUE B Ibece: poauTenn HuHbl, ropHuyHas, ydacTBYyIOIIas B €€ 3aroBOpe,
cTopokeBas cobaka Tpe3op, cemoil calloBHUK M 00€3yMEBIIHMKA OTLICIBHUK B Jiecy. DHHH /
Huna wrpana TtpaBmy OercrBa OT BJIACTHBIX U IIOJO3PUTENIBHBIX POJIUTENEH B Beyep
npemMbepsl nbeckl Koncrantuna. Ounn/ Huna oObHapyxuia He TOJIBKO TO, UTO € yrpoxaia
OTpOMHAs OMAcCHOCTh, KOTJa OHAa yOeraja; M HE TOJBKO TO, YTO MYTh K IIOMECTBHIO
KoHcranTiHa OBLT JONTHUM M IYTAIOUIMM — MPUXOIMIOCH O€XaTh depe3 Jec; HO, 4To,
BO3MOYKHO, O0Jiee Ba)KHO, OHAa OCO3HAJIA, YTO €€ JI0M C OECIOPSI0YHBIM YKIIAJI0M (Jake eciiu
B 9TOM HE OBUIO 3JI0T0 YMBICTA) BCE )K€ MPEICTABIST COOOHM YAYIIAIONUIYI0O U YKECTOKYIO
TIOPbMY.

* CHEHMYECKHME DTHKOJbI: C sTromamu, Hog00HBIMA TE€M, YTO OIKMCAHBI BBIIIIE, & TAKKE C

2* Sulimov, Posviashchenie V Rezhissuru, 339-341.
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MHOTOYHCIICHHBIMH BCIIOMOTATeIbHBIMH JTIOJaMH, caMa Mo cebe cueHuueckas pabora
MOJKPEIUISeTCS JUAla30HOM OIbITa, KyAa Oojiee CHIIBHOTO, YeéM MOXKET JaTh Jirodas
«3acronpHasy» pabora. DTHU COOBITHSA, CO3/aHHBIC AKTEPAMU, SBISIOTCA (PU3UUECKUMH, a
[IOTOMY HaxoAsTcs B Tese akTepa. Eciy OHU BOBJIEKAIOT IJIaBHBIX IT'€POEB CLEHBI, O KOTOPOH
B JIaHHBI MOMEHT HUJET pedb, TO IEPEKMUBAIOTCS COBMECTHO. BocmomMuHanue o0 3THX
CLIEHAaX CBSI3aHO C MEPEKUBAHUEM, OHO 3MOLMOHAIBHO, TEJIECHO U Pa3JeI€HO HECKOIbKUMU
moapMu. OOBIYHO KOMaH[IbI KOJIEOIIOTCS MEXKAY ITIOAaMU U3 JKU3HU MEpPCOHaXKa /10 Hayasa
IIBECHI, BCIIOMOTATEIbHBIMU 3TIOJAMH U Crenu(pUUecKoil paboToil Haja CIEHOH; KaXKAbIid
IIOMOTaeT PacKpbIThCs Apyromy. Bo Bpemst paboThl HaJ CLiIEHAMH UMEIOT MECTO CHACTIUBBIC
ciydan. K npumepy, Bo Bpemsi penerunuu ciieHbl Cosienoro/Mpunbs/HaTtamm Bo BTOpoM
akte, Mapa/ Harama nmpoBonuia BpeMs 3a CIeHOH, ykauuBas Kykiy (BoOuka) Ha pykax,
HaneBas KOJbIOEIbHYIO U BBIIVIAIbIBAsI U3 HACTOSILIEIO OKHA B peleTUIIMOHHOM 3aie. Kak-To
BEUEPOM OHa YBUJEJA, KAK B OKHE 3/1aHUs, CTOSIBIIETO B HEKOTOPOM OTAAJIEHUH, HECKOJIBKO
pa3 3aXINIM M BBIKIIOYWINM cBeT. OHa MOHANA, 4yTO 3TO0 Obul curHayn oT IIpoTomomnosa:
«IIpueny cerogusa!» DOto momorino Mape/ Haramie 3akpenuTh rpaayc €€ OTHOLICHUH C
aro6oBHUKOM. [louTm Bcerma HeEYTO, YTO HENb3s OBUIO TpEACKa3aTh BO  BpeMs
PEKUCCEPCKOTO HCCIEOBAHUS MM «3aCTOJIBHON» IHCKYCCHH, MPOSCHSIOCH 0€3 BCSIKOU
muckyccun. Koy yerpowm stion s Matra /Banu, 4To0bI paccienoBaTh BTOPYIO HOIBITKY
BoicTpena B CepebpsikoBa. HukTo M3 Hac, BKJIIOYas caMy akTpHUCY, HE OXHJAad, 4yTo Diua/
rocrnoxa BoliHunkas 3aBonuT U 3akpoeT coboii CepeOpsikoBa, TakuM 00pa3oM, 3aCTaBHB
MbT1ta/ Banio cynopokHO u3MeHHTH 1eib. CTiy MaTTa/ BaHu U sIpoCTh 10 OTHOMICHUIO K
camoMmy cebe H3-3a TOTrO, YTO OH 4YyTh HE YOMJ COOCTBEHHYIO MaTbh, CTaJH OILyTHUMOM
IBUOKYIICH CHIION sl (JMHANIA TPEThEro JCUCTBUS W IOCIEAYIONICH CIEHBI B YETBEPTOM
akte ¢ AcTpoBbiM. Kaxaplii 3HAYMTENBHBIM MEPCOHAX MEPEKMBAT ATy YCHIMBIIYHOCS
karacTpody, KOTopas B CBOIO OuYepe/b MOBIHsIIA HAa WX JCUCTBHUA B KOHIIE Tbechl. MHOMU
Obuta pabota pexuccepa Katu Han creHoil B TperbeM akte — Tpuo cectep («llpusznanue
Mamu») crano Uil Hee HCCIEJOBAHMEM BHYTPEHHHUX MOJUPUTMOB: Omron/ Mama
BBIPBAJIaCh U3 CBOMX TOCKJIMBBIX IYT U TaHIIEBaJla C IOHOIIECKONH UIPUBOCTHIO, BOCKJIMLIAS:
«41 BmoGnena... S Bmobnena B atoro yenoseka!» Cecu / Onbra marana B3aj-Blepe, pblua
¢ 00JIe3HEHHBIM OTBpAIlIEHUEM, 1T0I00HO MaHTepe B KiIeTKe, a Dnua /MpuHna, Bce eme apoxa
nocie pexkoMmeHganuil Oybru «BBIMTH 3a OapoHa», CBEpHYyJIAach Ha I0OJIy HEMOJBUKHBIM
KIIyOOUKOM M O€3KM3HEHHO yCTaBWJIACh Ha 3pUTENEH, CIOBHO MepTBas peida. Haramia,
KOTOpasi HECJIa CBEUY, BHE3AIHO MPHUHsUIA 1103y MPAYHOI'O PaCIsTHsI, BEPOSTHO pacCiblllaB
JUKytoliee npu3Hanue Maiu. MockBa elie HUKOIria He OblLla Tak JaJeko.

YacTp 3TOr0O MOETO MPOEKTa, OKAa3aBIIETOCs TOJ OONBIIMM BIMSHUEM OJIHCTATEIBHBIX
coBpeMeHHBIX cniektakieid Jloauna, llepbana, ByrycoBa u Gonee panHux — Ddpoca U APyTrux, B
TOM, YTOOBI BBIPBATHCS M3 TOW MEPTBOM XBATKU BOOOPaKEHUs, KOTOPO aMEPUKAHCKHUE PEIKUCCEPHI
U aKkTepbl OyKBaJbHO aymaT YexoBa. DTH MEPCOHAXXU HE «OOBIYHBIC JIIOAM, JKUBYIIUE OOBIYHON
KU3HBIO», COIVIACHO paclpocTpaHeHHOMY kimie. Kaxnapli y YexoBa HaxXoguTcs B KaKOM-TO
riy0oKoM Kpusuce. ['epon 10CTUraroT nuKa NepeKMBaHui; OHM 3allOMUHAIOT KaX10€ COObITHE, B
KOTOpPOM y4acTBOBaJIM, O KOHIAa cBOel >ku3HU. CTaBKU CTOJIb € BBICOKHU, KaK B IIbecax APYroro
Macrtepa apaMmarudeckoro percrsus — llexcnupa.

OKcTpeMalbHblE JEHCTBUS U NPOTUBOJEHCTBUS: 3TO IPEANOYTUTENBHEE 3MOLMOHAIBHO
WHEPTHOHN KAJIOCTH K cebe, Mopa3uBIIeii OONBIIMHCTBO aMEPUKAHCKHX IOCTAaHOBOK Yexoma. Sl
€XKEroHO OOBSACHIIO pexuccepaM U akTepam: «UexXoB — 3TO KpPOBABBIM CIOPT: XKHU3HH BaIIUX
MIEPCOHAXKEH 3aBHCAT OT TOTO, BHIUTPAIOT JIM OHU. BBl HE BHIUTpaeTe, HO Bl 00S3aHBI BHIUTPATHY.
OTO CBATOTATCTBEHHbIE HOBOCTH JUISl KYJIBTYPBI, I/I€ OCHOBOIIOJIAratolie JOKTPUHOM SIBIISIETCA TO,
YTO YNOPHBIA TPYyJ AaeT XHU3Hb, CBOOOJY, CYACThe, a TJaBHOE, OOraTrcTBO. «MBbI JOJDKHBI
pabotate, - roBopuT Yexos. Jla, T1OJKHBI, HO MBI TaK ¥ HE TIOTIa1eM B MOCKBY.

Toscronoro, CynmumMoB W JApyrue, Bo3Bpamasch K CTaHHCIABCKOMY, HACTaMBaKOT, YTO
THIOTCTUYCCKUC TMpCAIaracMbIC O6CTO$ITCJILCTBa JOJIZKHBI OBITH KaK MOYKHO 60ﬂee 6OFaTBIM — U
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JpaMaTUYHbIM — UCTOYHUKOM. Bo3bMeM, Hampumep, pue3s AHM B IAPHKCKYI0 KBAPTHUPY MATEPH.
Bot uT0 MBI 3HaeM U3 TEKCTA:

AHJI: Tlpuesxaem B [Tapmxk, Tam xonmomHo, cHer. [To-dpaniry3cku roBopro s yxxacHo. Mama
KHMBET Ha MATOM 3TaXke, IPUXOXKY K HeH, y Hee Kakue-To (paHily3bl, 1aMbl, CTapblil maTep ¢
KHIWKKOW, M HAaKypeHO, HEYIOTHO. MHe BIpYI CTallo XKajlb Mambl, TaK Xallb, s OOHsJIA ee
rOJIOBY, CKaJla pyKaMHM U HE MOTY BBIITIYCTUTh. MaMa OTOM BCe JIacKanachk, Iakana... Jlagy
CBOIO OKOJIO MEHTOHBI OHA yKe IPOJIAlIa, y Hee HUUEro He 0CTanoch, Huuero! ™

OTOT BU3UT — HUJCalbHAs IPEINOCHUIKA JJIs CO3JAHUS O3TI0JA; KaK MUHHUMYM, TaKOW ITIOJ
IIPUHECET OrpOMHYI0 NoJab3y AHe, PaneBckoil u Illapnore. [laBaiiTe CyOBEKTMBHO IpPEICTaBUM
ce0e 3Ty KBapTHPY B JAyX€ KU3HU OOTeMBI», O KOTOPOH Y HAC €CTh TOJIbKO CKyIHas HHpOpMaus,
npenocrabieHHas AHell. Kak ponro npoknaasiBanu cede nopory Ans u Illapnora mo xonoaHsiM
3acHe)eHHBIM yiumam? Yto 310 ObL1 3a paiion? CTOosUT U HA JIECTHHIIC, BEIyIIEeH Ha MSITHIN JTaX,
3anax moun? CKoJbKo jrozeit Obuto B kBapTupe? Kaxercs, 4TO MHOTO: «Kakue-TO (paHIy3b». B
KAaKOM IIOJIO)KEHMH OHM Haxozjsarcs? Ilog «ykacHbIMM curaperamMm» MOTYT IOApa3yMeEBaThCs
HApKOTHKH, KOTOpbIe OBUIM BIOJIHE BO3MOXHBI B TO Bpems B [lapmxke. ['e B 3T0i cyere mama? B
nocrenu? C xkem-to? Co cBonm iro6oBHIKOM? OHa 60nbHA? Y3HaeT nu oHa AHio? IIponuio nate
ner; AHe Ttorma Obuto nBeHaauath. [louemy mama tutader? OHa TPUCTBIKEHA, OYEHb paja,
yToMJIeHa Wi uto-To enie? [loueMy ona Bo3Bpaiaercst 1omoil ¢ Aneit? CyauMoB MpeArnoaraer,
YTO Mama IpeJCTaBisieT AHIO aHIelIoM, aHresioM u3 Poccuu, aHrenom us caja, aHrejoM, KOTOPbIT
MIOXO0 Ha Hee B MOJIOJIOCTH, aHTEJIOM, MPHUILEAIINM 3a0path ee JoMoil. OHa cieayeT 3a aHT'eJIOM.

DTOT 3T0J1 MOT ObI CHITPaTh BaXXKHOE 3HAYEHUE B M3yueHUU «BumneBoro caga» ot «A» 1o «5».
HeBo3MOXHO mpeacka3aTh, YTO MOXKET CIYYUThCS, KOIrJa CTaBUTCA A3TOT (WM JIFOOOH Ipyroi)
aTioA. Ecnu ecTh BO3MOXHOCTh IIPEJCKa3aTh Pe3yJbTaT, TO 3T/ uepecuyp npocuutad. Ho oueHn
Ba)XHO, YTOOBI MEPCOHAKU M CUTYAIlMH OBUIM HACTOJBKO SKCTPEMAIbHBIMH, HACKOJIBKO TO3BOJISIET
npasaononodue. Muaye sddexkr Oyner cMazaHHBIM, MOTEHIMAIBHBIM MBUT OXJIAaguTCsA, OOpbOa
OyzeT pOMaHTHU3MPOBAHHOW, a CTpalaHUs MEPCOHAXeH — MeHee 3HauuTeNbHBIMH. C XOpOIIUMH
aKTepaMM, BOCIUTAaHHBIMU 110 3TOMY METO/Y, HET PUCKa BIIACTh B MEJIO/IpaMy; €CTb OCBOOOXKIEHUE
aKkTepa U IbECHI.

B CHIA w™bl rnaBHBIM 00pa3oM CTpEMHMCS CIEAOBaTh 3a «JIMHUEH» mbechl. JIuHeiHas
MIPUYMHHO-CJIC/ICTBEHHAsI CBSI3b: 3TO, TOTNA, TO. DTIOABI TPEOYIOT, YTOOBI MBI MCCIIEOBAIN BECh
KpYyTI', OXBaTbIBAIOIIHAN MbECY: HE TOJBKO TO, YTO MPOUCXOIUT B IbECE, HO U TO, YTO IPOUCXOIUT
BOKpPYT Ibecbl. Bo3MoxHOCTH JUId yriryOneHus oOpas3a HmepcoHa)ka, MU3aHCLIEHbl U CBEpX3aJadu
CIIEKTAKJIS BO3HMKAIOT M BbBI3BIBAIOT YAUBJICHUE. DbeE3yClIOBHO, CyIIECTBYIOT PHUCKH: IOTEps
BpPEMEHH; IMyTaHHMIA B IEJsAX; OeckoHeuHas cBoOoma, orcyrcTBue (opmbl. Ho, ecmu 3TiOIBI
C/eNaHbl TPaBWIBHO, OHM MOTYT HArpaguTh HEOOBIYHBIM COYETaHHEM TIIyOOKOH MpaBIbl C
MHHOBAIIMOHHOM T€aTPaJIbHOCTbHIO, OBITH IOCTAHOBKOM, «BEPHOW» TEKCTY, WM IPEJICTABIATh COOOM
IIOCTMOJIEPHUCTCKUI KOJUIAXK, IJ1€ TEKCT — JIUIIb IIPEIJIOT.

VYnpexk, obpameHnsiii CTaHUCIAaBCKUM caMOMy cebe, B TOM, YTO OH MOOYXAaj aKTepOB OBITh
qCpeCUyp MHTCIUICKTYaJIbHBIMU U ITACCHUBHBIMU, @ HC SMOLIMOHAJIBHBIMHA 1 (1)I/I3I/I‘-I€CKI/I AKTHUBHBIMU,
MIPUBEJ €r0 K TOMY, YTO OH OTKAa3aJCsl OT «3aCTOJILHOTO MepHoa» M CTall pUCKOBATh, MEPEX0s K
paboTe Ha MJIOIIAAKE TaK CKOPO, KaK 3TO TOJIBKO BO3MOXKHO.

> Anton Pavlovich Chekhov and Paul Schmidt, The Plays of Anton Chekhov. 1st ed. (New York: Harper Collins, 1997),
336.
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VIII

«OTIONHBIA METOJ — TiepBasi KOHKPETHAsl TEXHHWKA, C KOTOPOH s CTONKHYJACh M KOTOpas
MO3BOJIMJIAa MHE CBS3aTh MOE€ WHTEIUICKTYalbHOEC TOHMMAHHUE WhEChl C (U3UUYECKUM,
HWHTYUTUBHBIM U SMOIIMOHAJIbHBIM TIOHUMAHUCM. .. 3TIO,[[I)I BbIGpaJII/I MEHS B TOH Ke CTCIICHU,
B Kakoi s BeiOpayia ux. Eciu uto-10 BO30yXI1aeT Moe BOOOpaskeHUE Mepe MOeH BCTpedeit ¢
MbECOU HaeWHE, UCCIICOBAHNE 3TOTO MOCPEIACTBOM ITIOJIa MOXKET IMOMOYb MHE C Ba)KHBIM
@paFMeHTOM IOCTAaHOBKH WJIM YacTbIO MOEH KOHICIIIWU CIICKTAKJIIA, KOTOPBIC A CIIC HC
0CO3HAI0 MHTEJJICKTYaIbHO. BUTOK 00paTHOI CBSI3M CyIIECTBYET B IBYX HAIlpaBJICHUIX !

Katn Makrepp, cTyaeHTKa-pexxuccep

HEKOTOPBIE KOMMEHTAPUU YUACTHHKOB:

CTV)IeHTLI-aKTe])LI:

Kpuc/[opH: 310 6bU10 PEHOMEHATBHO U CTAJIO I MEHSI HACTOAIINM OTKPBITHEM. DTO MOTHOCTHIO
U3MEHWIO TO, KaK g pabdoTaio M IyMar. JTOT METOJl IIOMOTaeT MHE He Memath camomy ceoe... Th
HE YyBCTBYEIIb OCCIIOKOWCTBA, BEb ThI CTOJIBKO BCEro 3Haemb! UTo Obl HH CIY4YHIOCH, 3TO OyJIeT
NPaBIoii, IOTOMY YTO ThI CTOJIBKO BCETO y3HAL.

Apuana/Mama («Yaiika»): DTOT npoIecc MOJOH TaKuX OTKpoBeHui! ['opas3no BaxkHee oOpamaThes
K TEKCTY B KOHIIE, YeM B HayaJsie... Y MEHS TaKoe OMIyIIEHHE, YTO sI HUKOTJAa HE 3aX04y CTaBUTh
IIbECY IPYTMM METO/0M. DTO OBLIO yIUBUTEIBHO.

Cenecra / Hpuna: Otiog ¢ tenerpadoM OBLT HACTOJNBKO 3aMeYaTeIbHBIM M B TO K€ BpEeMs
I'pPyCTHBIM. OH IIOJIHOCTBIO IIOMOI MHE OCO3HATh JKU3Hb NepcoHaxa B 3TOT MOMCHT HbEChI U
BITOCJICACTBUHN TOXKCE.

Annenuse/ Hatama: OTiobl, MOCBSIIEHHBIC XKU3HHU MEPCOHAXKA IO Havalla MbEChl, MOKA3aIlCh MHE
HEBEPOATHO M0JIe3HBIMU. OIMH U3 HUX MPOSICHWI JUISI MEHS TO, YTO sl TOJBKO MHTEJUIEKTYyaJbHO
oco3HaBasa o Harame, moeii Harame: HeoOXoAMMOCTh Jiep)KaTh BCE MOJ KOHTpOJeM Ha (oHe
OYEHb Pa3rHEBAHHOW BHYTPEHHEW KW3HU... Korga Mbl mepenuiu K 3TIOJaM ¢ OJHUM CIOBOM M
BOJIBHBIM Mapadpazom, sl Halllla 3TOT OIBIT CTOJIb ke oboramaronmm. [lotoMy 4To OH TOMOT MHE
apTUKYJIMPOBATh ACHEKThI OATEKCTA UM MOTHBALUH, IIPEJIaraéMble 0OCTOATENbCTBA, O KOTOPBIX
s M HE yMaJla, YTO OHU MOTYT IOBJIMSATH HA CUTYALHIO.

Huann/ JopH: Bo3MoOXkHO, 3TO MO caMblii JIFOOUMBIA crioco0 paboThl U3 TeX, YTO s MpoOoBal B
XKU3HU. MHE Ka)KeTCs, OH BEJET K TaKOW CIOHTAHHOCTH, TAKOW KPEaTHBHOCTH. DTO HACTOJIBKO
MOBBIIIAET IIEHHOCTHh PadOThHL... S XO4y MCMOIB30BATh 3TOT METOJA CO BCEM MaTepuaioMm, Haj
KOTOpPBIM Pa0O0Tar0. ITO OTKPHIBAET CTOJIHKO BO3MOXKHOCTEH, TOTOMY 4YTO y Bac €CTh MMOTEHIIHAI
JIeNIaTh 9TO YroaHo. Tak mouemMy Obl TOTO HE CHeNaTh?

Aapon/ Bansi: OT0 MHE NEHCTBUTEIBHO, JEHCTBUTENBHO MOMOIIIO. He Tonmpko TOT ¢akr, 4to s
MIPOSICHUJI KaKWe-TO BEIIH JJisi ceOsi, HO U TO, YTO y MEHS ObLI OOMIMIA OMBIT C APYTUMU JIFOJBMH,
KOTOpBIC TOXE yYaCTBOBAIM B CIIEHE; TAKUM OOpa3oM, HE s BOBJIEKAIO CBOIO MaMATh, a KTO-TO —
CBOIO, & Y HAC C MApTHEPOM 00IIasi MaMsTh, WU, [0 KpaltHel Mepe, Mbl ObUTA TaM B OJHO U TO e
BpeMS.

Mb11hi0/ ActpoB: CBOOOMA A3TIOAA MO3BOJIIET COOBITUSM MPOUCXOAWTH TaK, KaK OHH JOJKHBI
MIPOUCXOUTH, YTOOBI 5 MOT' HHTYHUTUBHO TOHSTbH, YTO S JIEJal0 B 3TOM KOHKPETHOH cueHe... Uto
KacaeTcsi MOEro MepCoHaxkKa, ObLIO 3I0POBO, YTO MOUM MEPCOHAX, CTOJIb METOANYHO JICHCTBYIOIINI
nu pa3YMHbII7I, MOT OKa3aTbCiA B CI/ITyaLII/II/I, rac eMy HpI/IH_UIOCb BCCTHU 0665{ I/IHTyI/ITI/IBHO.

O6u/ Conensiit: Ilapadpas, OnM3kuii K TEKCTy, ObLI HEBEPOSTHO TPYHIEH, HO, KaK TOJBKO S
IMO4YyBCTBOBAJI, YTO HC MOT'Y SiGE JKAATb U JOJIZKCH BbIYUYUTH TCKCT, CTAJI OUYCHLb JICTKO 06H_[aTbCSI
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¢ "Heil [Menanu / UpuHO# | 1 IPOCTO UCIIONIB30BATh PeUb, KOTOPOH S 10 TOTO IIpeHeOperat.

CTyaeHThI-peKHuCccePbI:

Anppac: s MEHS 3TO OJMH U3 CaMBIX IIEHHBIX HHCTPYMEHTOB, O KOTOPBIX Sl KOTJAa-TUOO MOT
MPOCUTH KaK PEKHUCCEP, MO0 MHOKECTBY NPUUYMH. BO-NEPBBIX, MHE KaXKETCs, YTO 3TO OTKPBHIBAECT
TEKCT ISl CBOETO POJa INCHUXOJIOTMYECKOTO peaju3Ma B COBEPUIEHHO HEOXKHJAHHBIX BapUaHTaX;
HOBbIE IyTH, OJlarojiapsi KOTOpPBIM IbhECa CTAHOBHUTCS COBEPUICHHO OTKPBHITOW. COBEpIIEHHO
HEBO3MO>KHO, YTOOBI BBl BBISICHUJIM ATH BEIIH WM CO3JATH TY WU UHYIO (DU3UYECKYIO MapTUTYPY,
YUTast 32 CTOJIOM. Sl IIO-HACTOAILEMY IOHSAJI: OYEHb MHOTME U3 HAIIMX Oecell 3a CTOJIOM HE UTPaIoT
HHUKAaKOM POJIN.

Jlxeccuka: I Tak MHOrO y3Haja O TOM, KaK CTpOUTH clieHy. HaunmHas ¢ mepBoro 3Tiofa B NEpBbII
K€ JIEHb, 1 CMOIJIa YBUJETh 3 OCHOBHBIX KyCKa 3TOM CLEHBI. S cMorila uX pa3ieiauTb ¢ aKTEpPaMHU.
Mpbl npuayMand UM Ha3BaHMSA, HAIUIA 0a30BYIO apXHUTEKTYpy CLEHBI, IIOTOM KOHTYpBL. Y MEHS
BCKOpE MOSBUJIOCH CAMOE€ HACTOAIIEEe YyBCTBO (POPMBI CLIEHBI BO BPEMEHH U MpOCTpaHcTBe. YacTo
3TOr0 HE NPOUCXOAUT PaHblle, UEM Yepe3 TPU-YEThIPE HeAeNU padoThl. CIMILIKOM IO3/HO.

Capa: DTOT ONBIT OKa3ajcs Uil MEHsS MO-HACTOsIIEMY OECHEHHBIM, OTOMY YTO OTKPBUI MHE
HOJHBIM HabOp mpeanaraeMelx OOCTOSTENBCTB B ClEHE. S y3Haja, Kak IpeaaraeMble
00CTOATENLCTBA CIHCHBI BIIMAKOT HA TCJI0 — KaXKA0€ MI'HOBCHUC.

Jlrok: OTroHas paboTa cTana Juis MEHS OTKPOBEHHEM KaK METOJ, O3BOJISIOMNI MPOOYIUTH TEJIO
aKkTepa, 000raTuTh ero BOOOpakeHHEe B MOUCKE UCTUHHOMW, TOTHOM, (PU3NIECKON U IMOIIMOHAILHOMN
KHU3HH TepcoHaka Ha cueHe. OJHO 3TIOAHOE yNpakHEHHE 00J1aJaeT MOTEHIIMAJIOM MPOU3BOANUTH
TaKOW K€ Pe3yNbTaT, KaK LeNble JHU PENeTHIHUNA. DTIOIbI MO3BOJSIOT aKTepaM OOBEIUHSTHCS B
o0IeM OmbITe COOBITHH, OTKIAAbIBasi B CTOPOHY MEJble Yachl 3aCTOJIBHOH paboTBHl |
YMO3PUTEIBHBIX COOOpaXEHUH, M OXHBIATH OPTraHU3M C TIOMOIIBIO MpelaraéMblX W He-
npeJuIaraeMeix 00cTosTenbCTB. JI00:ro Tioab!! !

Srun: Pabota ¢ 3Tiogamu, 0coOEHHO B clieHaxX U3 mbec YexoBa, MpHBeIa MOMX aKTEPOB U MEHS K
TOMY, YTO MBI CTQJIM OTKPHIBATh KAKHE-TO BELIH, KOTOPBIE JAPYTHM CIIOCOOOM HE OTKpbUIU OBbI. S
TOBOPIO O JMHAMUKE — (DU3MYECKOH M YMCTBEHHOW - MEXAy NepcoHaxamu. Vcmosiap3oBaHue
NPEeIMETOB U clieHOrpaduu, BXOJIOB M BBIXOJIOB, MU3AaHCIIEH, TEMIIA, SA3bIKA TeJa, KECTOB M Ip. —
BCE 3TO OBUIO pPACKONAHO W OOHapyXeHO Omaromapst dTiofgaMm (Kak Oe3MOJIBHBIM, TaK H C
pasroBopamm).

Jleopa: PaboTa ¢ AeiCTBEHHBIM aHAJIW30M CTajla JJIsl MEHS OTKPOBEHHUEM, IIOJApUB MHE >KUBOM U
YBJIeKaTGJILHblf/'I nmoaxoJ K pereTuuusaM u cI10co0 IIOHATH, UTO OBLIO nog4ac CaMbIM YCIICHIHBIM B
MOCM MNpCAbIAYIIEM MHTYUTHBHOM IIOAXOAC K PCHICTULUAM — A U HC IMOHHUMAJIA, YTO 3TO STHOABI.
OHM BBICBOOOXKACHBI M3-1I0JI THUPAHUHM CLEHApUs, aKTephl ydaTCsl HE TOJBKO BEPUTh CBOUM
HWHCTHHKTaM, HO W MNPUCIYIIHUBATHCA K HHM. Koma MBI BO3BpalacMcCs K COcHaM, OHHU MOI'YT
BBIPa3UTh cebst T€aTpPaAJIbHBIM, CMCJIbIM ITyTCM- ITIOCPCACTBOM CBOHMX TCIJI.

Ileparor:

Pon Bam Jlee, pykoBoauTenb Kadenpsl aKTEPCKOro MacTepcTBa M mefaror «YexoBckoi
nabopaTopum».

Yro AKTCPbl HAYMHAKOT 34CCh ACJIIATb — M MHC KaXCTCs, 3TO ,[[€I>'ICTBI/ITGJIBHO Ba*XHO, U BBbI
AOJDKHBI 3TOMY BCPUTH U ONMUPATHCA HA 3TO, — TaK 3TO 130aBIATBCS OT IMPUBBIYKU HC 3aMCUATb
BCH.IGﬁ, IOTOMY 4TO SIKOOBI €CJIU BBl HX 3aMCTUTC, OHHU IIOBJIUAIOT HA BalllM IIJIAHBI. N BOT BHI
pemacTe, 4YTO KOC-UTO LCHHOC BCC-TAaKHU €CThb B JACTAIAX U GYI[CTC 06pamaTb Ha HUX BHHMAaHHC, a
TAKXXC 3aMCYaTh TO, YTO MMO-HACTOAIICMY ITOMOT'aCT BaM ACJIATh Bally pa60Ty, BO-IICPBLIX, IIOTOMY
4TO BbI HC JC€JIACTC €€ B OAMHOYCCTBC, BaM IIOMOTarOT APYIruc JIFOJAU, IIOKa BbI €€ BBIIIOJIHACTEC, H, K
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TOMY K€, 3TO, JICUCTBUTEIHHO, HICTOYHHK Balllell yBEPEHHOCTH B ce0e KaK aKTepa.

Eme onHa Bewb, 04eHb BaKHAss OTHOCUTENIBHO TOIO, KAK MBI CMOTPHUM Ha aKTE€pPOB U JAEM UM
HEKHUH OIBIT, KOTOPbIM OHM MOTYT IOTOM BOCIIOJIb30BAaThCsl YK€ IPU pabOTE C TEKCTOM IbECHI:
KayecTBO BHUMAHHUS K ONPEACICHHOMY MOMEHTY, O KOTOPOM OHH YXe He 3a0yayT. DTO MOMEHT,
KOTOpBI OHU HE MOT'YT COUYMHUTH KaK IpaMaTypru, B KOTOPOM OHHM HE MOTYT JIECTBOBATh CaMHU I10
cebe. MHbIMM cllOBaMH, TYT ACWCTBUTENBHO HaJ0 OBITh BHUMATEIbHBIMH. MHE Ka)KeTCs, OYCHb
YacTO aKTephl HCIOJB3YIOT MbECy KaK BO3MOXHOCTh HE OBITh BHHMATEIBHBIMU, MOTOMY 4YTO
COCPENOTaYMBAOTCS HA IIbECE.

BoTr 4TO 1 NOCTOSIHHO NMOJYEPKUBAIO, 1a U MOU KOJUIETH, IEJAarord aKTEPCKOrO0 MacTepCTBa,
TOXE TMOJYEPKUBAIOT: Ui CBOOOJBI BHYTpU (OpMBL. MHE KakeTcs, MoJ00paBIIUCh K ITIO/AM,
OHU HAYHYT MOHMMATh, YTO 3TO 3HAYUT. Jl0 T€X MOp, MOKAa OHM HE CTOJKHYTCS C TEM, YTO JHOO
TEKCT CTAHOBUTCSl TPEMATCTBUEM, JHOO OHHM [ENAlOT, YTO XOTAT — TYT HMMEHHO TaKue [Be
KpalHOCTH.

MHe kaxeTcsl, akTepbl ydarcs IEpEroBopaM — MEXy aKTEpOM M IepcoHakeM. MHe HpaBUTCS
CIIOBO «MHBECTULMSA», a TaKKE€ «IEpCOHANM3aLUsA», I[OTOMY 4YTO €CIM Bbl JEJIaeTe
WHBECTULIMIO/BHOCUTE BKJIAJ, OHa/OH CTAHOBUTCS OYEHb JIMYHBIM. YTOOBI BHECTH ATOT BKJIAJ, BaM
HY>KHO TTTyOOKO TIOTPY3UThCS B IIPEJIaraéMble 0OCTOSTEILCTBA.

S BUKY, 9TO UM HpaBUTCS [paboTaTh C 3TIOAaMHu| OOJBIIE, YeM BO3BpAIATLCSA K TEKCTY. M 31O
HPaBUTCA, U KOTJIa OHU BO3BPAIIAIOTCS K TEKCTY, TO JICJIAIOT 3TO C BOMPOCOM: «A Tenepsb 5 I0JKEH
BepHYThCA?» W Torma Bo3BpamieHHE K TEKCTY MOXKET IoMemaTh paboTe MX BOOOpaxKeHHS W
YMEPUTh UX aIMeTUT. AKTEPHI JOJKHBI 3TOMY Hay4dHuThCs. BeposiTHO, OHU OyayT ce0si 4yBCTBOBATh
TO TaM, TO 37IECh, & HE B CUTYyallH «Sl 3HaI0, KaK COCMHUTH JIBE 3TU Beln». M Bce-Taku, Kak MHE
KaXXeTCsl, 3TO0 BONPOC BpeMEHH. MHE KaXeTcs, OHH MPOCTO MBITAIOTCS JOOUTHCA IMOIMHHOTO
MMOHUMAHHUS.

OTa TeXHHUKA, KOTOPYIO TPYIHO BKIIIOYHTH B HAILy aOCYPIHO CKATYIO PENETHIMOHHYIO CUCTEMY,
CKOJIbKO ObI 4acOB HH OBLIO B HAILIEM PACHOPSDKEHUH U T.J. MHE KaKeTcsl, OHa YUHUT KaXKIO0ro, 4TO
€CJIM Bbl COOMPAETECH BBIINOJIHATH UMIPOBU3ALINIO KAK YaCTh CIIEKTaKJIs, HEOOXO0AUMO OBITh OYEHBb
TOYHBIM B TOM, KaK BBl COOMpaeTech WMIPOBU3UPOBATh M Ha KAaKOH BOMPOC XOTHUTE STOU
HMMIIPOBU3ALUEN OTBETUTD.

MHoroe u3 TOro, 0 4eM Bbl TOBOPUTE 3a CTOJIOM, BCE PABHO HEJb3sl ChITPATh; BO3MOXKHO, 3TO
HWHTEPECHO, HO B TAKOM CJIy4ae — 4TO BbI COOMPAETECh C ATHM JIeNaTh?
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The Ins and Outs of Tempo-Rhythm

Eilon Morris

‘Rhythm! Rhythm! Rhythm!’ — the insistent shouts of Stanislavski resound...'

This article will address the use of rhythm and tempo within Konstantin Stanislavski’s training
and directing practices. Though seldom discussed in detail, these aspects played a central role
throughout Stanislavski’s career. Here I will examine how the concept of Tempo-rhythm provided a
foundation for the development of his approaches to acting, offering him an effective tool for
linking inner experience and outer expression and a framework for building complexity in his
staging of theatre and opera performances.

In David Magarshack’s book Stanislavsky: A Life, he offers a revealing account of Stanislavski
in his early twenties rushing home enthusiastically from work to receive singing lessons from the
renowned opera singer and professor, Fyodor Petrovich Komissarzhevsky. During one of these
lessons Stanislavski and his teacher decided to engage the services of a pianist skilled in
improvisation, and with live musical accompaniment they proceeded to spend hours exploring ways
of moving about the room and sitting still in various rhythms and tempos. > At this time Stanislavski
dreamed of working as Komissarzhevsky’s assistant in a rhythm class at the Moscow Conservatoire
and aspired to be a professional opera singer. Though he never became an opera singer,
Stanislavski’s deep fascination with rhythm and the musicality of performance accompanied him
throughout his career.

From his directing of The Mikado (1887) through to his final production of Tartuffe (1936),
Stanislavski gave considerable attention to the use of rhythm in regards to music, spoken language,
movement and stillness. On Tartuffe, he stated that “...the whole play must be charged with
rhythm”.? On another occasion he identified rhythm as “...the foundation of the whole of our art”.*
Today many practitioners and theorists continue to acknowledge the significance of rhythm as a key
aspect of performance. Yet, despite the significance attributed to rhythm within acting practices,
few scholars have discussed or examined these aspects in any depth.” As pointed out by Sharron
Carnicke and David Rosen in a recent chapter titled a “A Singer Prepares: Stanislavski and Opera”,
while scholars often focus on topics such as Stanislavski’s use of attention, affective memory and
other internal and psychological aspects, many neglect how Stanislavski’s interests and training in
music and rhythm influenced and informed the development of his theories.’

Far from being a peripheral theme, rhythm became a central mechanism in the development of
integration and complexity within Stanislavski’s practices. More than anything, rhythm offered
Stanislavski a means of approaching complex relationships between the “inner” and “outer” aspects
of performance, providing a practical framework through which to explore their unified as well as
their contrapuntal relationships.

! Vsevolod Emilevich Meyerhold [1921], Meyerhold on Theatre, ed. Edward Braun (Methuen, 1969), 179.

? David Magarshack, Stanislavsky: A Life (Greenwood Press, 1976), 50.

3 Vasili Osipovich Toporkov, Stanislavski in Rehearsal (Routledge, 1998), 178.

* Konstantin Stanislavsky, On the Art of the Stage, New impression (London: Faber and Faber, 1967), 93.

3 Janet Goodridge, Rhythm and Timing of Movement in Performance: Dance Drama and Ceremony (London: Jessica
Kingsley Publishers, 1999), 14.

® Sharon Marie Carnicke and David Rosen, “A Singer Prepares,” in The Routledge Companion to Stanislavsky, ed.
Andrew White (Oxon: Routledge, 2013), 121-2.

stanislavskistudies.org Issue #4, May 2014 146



An Epoch of Rhythm

In looking to gain a greater understanding of the ways Stanislavski approached rhythm, it is
useful to consider the context in which these practices took place. In Europe and North America at
the end of the nineteenth century, the concept of rhythm as a fundamental principle of organisation
found voice across a wide range of cultural and scientific disciplines. New areas of psychophysical
research into rhythm perception emerged, as did cultural theories that identified rhythm as a
biological aspect of race, cultural and national identity. At the same time, we observe the
introduction of new creative approaches and aesthetics that highlighted the use of rhythm in dance,
drama, music, poetry and the visual arts.” Writing about theatre in Russia in 1922, the director and

trainer Grigori Kozintsev stated: “The new epoch had found its first expression in rhythm”.*

A number of key ideas around rhythm took shape at this time. Included in these was the
prominent concept that the perception of rhythm was somehow rooted in the physiology of the
human body and in our kinaesthetic experience of its motions (Wundt, 1904; Ruckmich, 1913). In
line with this thinking, rhythm was often discussed as intrinsically organic and universal in its
nature. Viewing rhythm as a basic aspect of human existence, Swiss musicologist and educator,
Emile Jaques-Dalcroze stated: “We have all of us muscles, reason, and volition; consequently we
are all equal before Rhythm”.” Rhythm was identified as a universal principle of organisation,
which followed its own rules and laws. These operated as part of a continuum ranging from the
biology of the body through to the motions of the planets.

At the end of the nineteenth century, experimental psychologist Wilhelm Wundt began
examining the ways that external sources of rhythm and tempo produced corresponding emotional
responses in listeners.'® This research was taken up by others in this field including Theodule
Ribot'' and Ivan Pavlov'?, whose work Stanislavski drew on in the development of his own
understandings of emotion and its links with physical action."

In his writing on “affective psychology”, Ribot proposed that “...‘transformation’ of pleasure
into pain, and pain into pleasure, is only the translation into the order of affective psychology of the
fundamental rhythm of life”, '* in this way the rhythms of sound and movement were understood to
“...act directly on the organism, and indirectly on the vital functions”."” Theories such as these
proposed a direct correlation between the experience of emotion, the internal rhythms of the human

body, and rhythms perceived in music and in the environment.

In his own writings Stanislavski stated “There is an indissoluble link between Tempo-rhythm
and feeling, and conversely between feeling and Tempo-rhythm, they are interconnected,
interdependent and interactive”,'® echoing in his own way the theories of Wundt and Ribot. This
understanding formed the basis of much of his work with inner and outer Tempo-rhythm, and
provided a framework for approaching their dynamic relationship as a tool for training and directing
performers.

" Dee Reynolds, Rhythmic Subjects: Use of Energy in the Dances of Mary Wigman, Martha Graham and Merce
Cunningham (Alton: Dance Books, 2006); Michael Golston, RAythm and Race in Modernist Poetry and Science (New
York: Columbia University Press, 2008).

¥ Konzintsev cited in Robert Leach, Revolutionary Theatre (London: Routledge, 1994), 133.

’ Emile Jaques-Dalcroze, Rhythm, Music and Education, Revised edition (London: The Dalcroze Society Inc., [1921]
1967), 119.

' Wilhelm Max Wundt, Outlines of Psychology, trans. Charles Hubbard Judd (London: Williams & Norgate, 1897).
"' Theodule Armand Ribot, The Psychology Of The Emotions (Kessinger Publishing Co, [1897] 2006).

"2 Ivan Petrovich Pavlov, Conditioned Reflexes, trans. G. V. Anrep (Courier Dover Publications, [1927] 2003), 3.

13 Jonathan Pitches, Science and the Stanislavsky Tradition of Acting, 1st ed. (Oxon: Routledge, 2005).

' Ribot, The Psychology Of The Emotions, 59.

" Ibid., 104.

' Konstantin Stanislavski, An Actor’s Work: A Student’s Diary, 1st ed. (Oxon: Routledge, 2008), 502.
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Another prominent rhythmic convention during Stanislavski’s time was the idea of
distinguishing rhythm from other elements such as metre and tempo. The concept of metre and
tempo, being somehow separate to rhythm, followed trends in music theory that emerged over the
eighteenth and nineteenth centuries. A key proponent of these ideas was the musicologist Moritz
Hauptmann who identified metre as “the actual measure”, and rhythm as “...the type of movement
within the measure”.!” Such definitions separated out these elements, giving the term rhythm a
more specific and technical definition. This allowed for a degree of independence to be found
between a fixed temporal or metric structure (such as a beat, a musical bar or a measure) and the
varying rhythmic motifs or figures that are seen to operate within (and at time in opposition to)
these forms, giving rise to more complexity in musical composition and dramatic form.

In his descriptions and demonstrations, Stanislavski often drew on his background in music,
using devices such as tempos provided by metronomes, time signatures, bars and note values to
explain various applications of tempo and rhythm in acting. In one instance Stanislavski defined
rhythm as ““...a combination of moments of every possible duration which divide the time we call a
bar into a variety of parts”.'® Rhythm here, like in Hauptmann’s theories, was seen to operate in
relationship to the more stable metric element of tempo, whose function Stanislavski described as
“...almost entirely mechanical and pedantically regular”.'” While these definitions offer some
insight, if we look at the practical application of these terms within rehearsals we observe a more
poetic and fluid set of interpretations.

Tempo and Rhythm

Those writing about rhythm and tempo in the work of Stanislavski seldom (if ever) draw on the
same definitions, with each text presenting a personal perspective and set of understandings relating
to these terms (see table of definitions at end of article). There are however certain aspects that
many of these definitions share. Here I will unpick some of these common threads and explore what
ties them together.

Used as a separate term, tempo is most commonly associated with words such as “speed”,
“pace” and “rate”. These words deal with the quantitative aspects of time, in that they can be
measured in units of time. In this way tempo has often been associated with mechanical or objective
aspects of time, which in some instances have been linked with an external sense of time located in
an environment or scene.

Rhythm on the other hand is often associated with words such as “pattern”, “individual”,
“action”, “intensity”, “stress” and “accent”. These words are more qualitative, in that they relate to
the individual characteristics of a movement or sound. Other common associations include the idea
that rhythm is primarily perceived from within the performer, linking it to “inner” experiences and
concepts of organic life and vitality.

Writing about the work of Stanislavski, Mel Gordon defines tempo as “...a general pace of life

that is found in a shared physical or cultural environment”,** in contrast to hythm, which he defines

as something that “...springs from specific individual activity and varies from person to person”.*!
In this sense, tempo is read as a composite impression of the collective thythms of the entire
ensemble, including the actors, scenery, lighting and sound, whereas riythm relates specifically to
the individual actions or patterns of actions that operate within this emergent tempo context.

Similarly Rose Whyman suggests that “...we can think of the tempo (or speed or pace) of the

' Hauptman, 1873, cited in Sir George Grove and Stanley Sadie, The New Grove Dictionary of Music and Musicians
(Macmillan, 1980), 806.
18 Stanislavski, An Actor’s Work, 466.
" Ibid., 465.
2‘1) Mel Gordon, The Stanislavsky Technique (Applause Theatre Book Publishers, 1988), 196.
Ibid.
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external movement and action or speech, and rhythm as the internal state”.”” Here Whyman

establishes a clear dichotomy between tempo and rhythm, which are then re-integrated through the
concept of Tempo-rhythm with these “internal” and “external” aspects seen to be “...inextricably
bound within the human being”.’> Other commentators including Norris Houghton®* and Charles
McGaw” have made similar assertions as to the respective sources of tempo and rhythm, being
outside and inside the actor’s body.

The writings of director and student of Stanislavski, Yevgeny Vakhtangov, offers further insight
into the ways rhythm and tempo operated within these practices and their locations inside or outside
of the performer. He stated:

Rhythm must be perceived from within. Then the physical movement of the body will
become subordinated to this rhythm spontaneously. The task of the school consists in training
the pupil in this sensitivity to rhythm, and not in teaching him to move rhythmically.*

Vakhtangov identified rhythm as an experience that came from “within” the actor, not something
that should be imposed from “outside” through a “mechanical” means or “rhythmic count”.
Vakhtangov insisted an actor’s use of rhythm should follow “organic and not mechanical laws”,

. . . . . . 2
coming from an “...inner justification proceeding from nature”.*’

In discussing tempo, Vakhtangov’s descriptions focused on the ways an individual’s “habitual
state is altered by a change in circumstances” and gave the following example:

...if I am accustomed to having my dinner in a particular tempo and someone tells me I must
be somewhere else in ten minutes without fail, my tempo will change.*®

A change in the “given circumstances” (to use Stanislavski’s term) can be seen here to produce a
change in tempo and the need for a new “justification” of the task. In the examples given by
Vakhtangov, he locates the impetus for tempo change in the performer’s environment - a demand
from a friend; a bell announcing an imminent train departure; somebody making you cook fried
eggs. While we can describe these triggers as being located outside the actor, Vakhtangov points
out that the change in tempo/energy occurs inside the performer through the change of their “inner

justification”.”

We can observe that while a number of scholars attempt to identify rhythm with inner
experiences and tempo with outer environments, in practice this dichotomy is not always so
absolute. Adding to this complexity, there are others who state the opposite. With reference to

Stanislavski’s Tempo-rhythm, theatre scholar Patrice Pavis defines tempo as “subjective”, “invisible
and internal”. In contrast he refers to rhythm as “...the sense and direction of time™’, an aspect that

z Rose Whyman, Stanislavski: The Basics (Oxon: Routledge, 2013), 126.

Ibid.
** Norris Houghton, Moscow Rehearsals: The Golden Age of the Soviet Theatre (New York: Grove Press, 1936), 61.
> Charles McGaw, Kenneth L. Stilson, and Larry D. Clark, Acting Is Believing (Boston: Cengage Learning, 2011), 59.
*® Eugene Vakhtangov[1919], “Preparing for the Role,” in Acting; a Handbook of the Stanislavski Method, ed. Toby
Cole (New York: Crown, 1947), 121.
7 1bid., 121.
28 Vakhtangov, 1914, in Andrei Malaev-Babel, ed., The Vakhtangov Sourcebook (Abingdon Oxfordshire: Taylor &
Francis, 2011), 186-7.
*Ibid., 187.
3% patrice Pavis, Analyzing Performance: Theater, Dance and Film (The University of Michigan Press, 2003), 145-6.
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b 1Y

is “quantifiable”, “objective” and “external””’. Similarly, Sharon Carnicke describes tempo as an

“...internal rhythmic speed” and conversely defines rhythm as “...the external rhythmic speed at

which the entire production unfolds”.*?

1:931

A question arises as to whether rhythm or tempo, are entirely internal or external. Are these
concepts mutually exclusive or inclusive? Is it possible for us to understand tempo and rhythm as
being either internal or external or both, depending on the context, scale or emphasis we choose to
apply to them?

In my work as a director and trainer of actors, I often find that rather than defining these terms
generally, it is often more useful to apply them in relationship to a particular aspect of an actor’s
work. I might talk about the way they use rhythm to extend or shorten movements, stillness, sound
or silence; the need to sensitise themselves to the underlying pulse or dynamic of an ensemble scene
or dialogue; the layering of polyrhythms over a beat or existing pattern. Most of these
understandings are derived from the experiences of training or a shared practice and as such these
exist primarily as tacit forms of knowledge that are far more flexible and adaptable than a rigid
conceptual framework or definition.

In his own work, Stanislavski offered few concrete definitions of these terms, and when he did,
he promptly dismissed these in favour of practical explorations. Stanislavski’s own account of an
introductory class in Tempo-rhythm, begins with a reading of dictionary definitions of tempo and
thythm:

‘Tempo is the rate at which equal, agreed, single length-values follow each other in any given
time signature’.

‘Rhythm is the quantitative relationship of active, agreed length-values in any given tempo or

time signature’.”

Having completely baffled his students, he then makes it clear that such definitions are of little
use to them at this stage in their work. Instead, he suggests they are better off approaching these
terms through practical exploration, “freely” and “lightheartedly” playing with Tempo-rhythm like
children playing with a toy. The class goes on to tap out rhythms on tables, act out improvisations
accompanied by metronomes, a piano and flashing stage lights, with Stanislavski insisting they

«...forget scientific definitions and simply play with rhythm”.**

While from a theoretical perspective, such ambiguity might be problematic — in the practical
contexts of training, rehearsing and performing, this diversity and fluidity of understanding is
inevitable and often necessary. For although rhythm has commonly been identified as an innate and
universal human capacity, each individual, ensemble, production and environment, brings with
them a unique set of rhythmic understandings and sensibilities. Rather than attempting to narrow
these terms down to a single definition, this article seeks to open these ideas out and examine their
varied applications within Stanislavski’s practices, in which we can view them as a constellation of
rhythmic principles.

Training Tempo-Rhythm

While many aspects of tempo and rhythm were present from the start of Stanislavski’s career, it
has been suggested that specific work on Tempo-rhythm was introduced to Stanislavski’s studio

31 .
Ibid., 156.
** Sharon Marie Carnicke, Stanislavsky in Focus, 2nd ed. (Oxon: Routledge, 2008), 226.
33 Stanislavski, An Actor’s Work, 463.
** Ibid., 464.
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practices in the summer of 1925. At first taking the form of “physical acting drills”, these gradually
evolved as further methods of practical training and applications in performance were developed.™

This work emerged from Stanislavski’s training of opera singers (referred to as actor-singers) at
the Opera Studio of the Bolshoi Theatre from 1918. These experiences led to an understanding of
Tempo-rhythm “...not as something separate from or ancillary to action, but as a crucial aspect of
action itself”,’® marking a shift in focus, from work that had been predominantly concerned with the
actor’s inner experience, to a practice that centred on “physical action” and the use of external
form. Writing about changes taking place in Stanislavski’s Studio at this time, Vakhtangov
observed:

Until now, the Studio, true to Stanislavski’s teachings, has doggedly aimed for the mastery of
inner experience. Now the Studio is entering a period of search for new forms — remaining
true to Stanislavski’s teachings, which search for expressive forms, and indicate the means to
be used to achieve them (breathing, sound, words, phrases, thoughts, gestures, the body,
plasticity of movement, rhythm — all these in a special, theatrical sense founded on an
internal, natural basis).*’

Stanislavski continued to explore rhythm in his work on operas and other productions at the
Moscow Art Theatre’s Music Studio (from October 1919).%* Jean Benedetti’s descriptions of
training exercises undertaken between 1935 and 1938 offer us some practical insight into the ways
Tempo-rhythm came to be used in Stanislavski’s later work.*® Here Benedetti divides this work into
the following six categories:

* Outer tempo-rhythms

* The influence of outer tempo-rhythms on mental states
* Inner tempo-rhythms

e The influence of mental states on outer tempo-rhythms
* Contradictory inner and outer tempo-rhythms

— Varying tempo-rhythms

The following examples demonstrate the application of inner and outer Tempo-rhythm as key
mechanisms within Stanislavski’s training and rehearsal processes.

Outer Tempo-rhythm exercises:

In these exercises, participants began by learning to mark a pulse, and then to divide it: in halves,
quarters, eighths, sixteenths and thirty-seconds.”’ Participants were also instructed to tap out
different rhythmic patterns and perform tasks (such as serving drinks or putting on makeup) to
prescribed Tempo-rhythms. As they undertook these exercises, they were instructed to observe the
emotions, given circumstances and justifications that arose from and were associated with these

%% Gordon, The Stanislavsky Technique, 196.

*® Rhonda Blair, The Actor, Image, and Action: Acting and Cognitive Neuroscience (Oxon: Routledge, 2008), 32.

37 Vakhtangov, 1921, cited in David Allen, Performing Chekhov, 1st ed. (London: Routledge, 1999), 72.

*¥ This later became the Stanislavski Opera Studio (from 1924), then the Opera Studio-Theatre (1926), and finally the
Stanislavski State Opera Theatre (1928-38). The running of the Stanislavski Opera Theatre was later taken over by
Meyerhold (1938-9).

3% Jean Benedetti, Stanislavski and the Actor: The Final Acting Lessons, 1935-38, Re-issue (Methuen Drama, 1998),
80-86.

* Ibid., 81.
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changes in outer Tempo-rhythm. This work was initially set up using metronomes, which were later
removed. At which point actors were encouraged to maintain their own sense of “silent rhythm” or
“inner pulse”.

Students also performed action sequences akin to musical scores, working over a set number of
beats to a specific tempo. They then went on to perform these sequences in varying tempos and
metres and analyse the experiences these temporal changes produced. Benedetti gives the following
example of a movement score for training actors:

Actions (in bars of 4/4). Fix the tempo.
Pick up a book — 2 beats. Open it — 2 beats.
Read a page — 4 beats.

Turn the page — 1 beat, read 3 beats

Stop reading 1 beat, listen — 3 beats **

This “scoring” of movement, offered performers an opportunity to experience the effects that
outer Tempo-rhythm could have on their emotions and a way of breaking their habitual uses of
rhythm. Such exercises also presented them with clear mechanisms through which to develop
awareness and sensitivity to the pace of a scene, as well as the timing and intensity of specific
actions within a sequence.

Much of this work demonstrates strong links with the contemporary scientific and cultural
theories discussed earlier. Stanislavski’s correlation between inner experience and outer physical
manifestation relates strongly to Ribot and Wundt’s theories on rhythm and emotion, as well as
Pavlov’s theories of “conditioned reflexes”. Building on such ideas, Stanislavski saw outer Tempo-
rhythm as a reliable means of accessing a performer’s internal experience, stating that “[t]his
outward, physical rhythm will of necessity evoke a corresponding inner rhythm of feeling,
sensations”.” As such, rather than attempting to directly produce a character’s emotional state on
stage (which was seen as an unreliable approach), the performer was encouraged to work with the
thythms of their physical actions to stimulate or “lure” the desired emotional or imaginative
experience like a baited trap.

In rehearsals, outer Tempo-rhythm offered Stanislavski a useful tool for shaping the dynamics of
a scene. While working on a dinner scene in Dead Souls (1931) he instructed his actors to work
with six different rhythms:

Rhythm 1 — Quiet conversations; their voices are low and velvety.
Rhythm 2 — Voices sound a little higher in pitch.

Rhythm 3 — Voices still higher and tempo faster; listeners are beginning to interrupt those
talking.

Rhythm 4 — Voices still higher and tempo faster and somewhat broken; listeners no longer
pay attention to what is being said but only look to interrupt the speaker.

*! Exercises similar to these can be seen in Meyerhold’s work during this time (Leach, 1993, p.114), and can also be
observed in Grotowski’s training practices in the early 1960s (Barba, 1965, p.132).

42 Benedetti, Stanislavski and the Actor, 82.

* Konstantin Stanislavski and Pavel Rumyantsev, Stanislavski on Opera, trans. Elizabeth Reynolds Hapgood (London:
Routledge, 1998), 100.
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Rhythm 5 — Most guests talk at the same time; voices high-pitched tempo is jumping and
syncopated.

Rhythm 6 — highest level of sound and maximum syncopation; no one is listening to anyone;
each seeks only to be heard.**

We can see here that a broader meaning of rhythm was adopted, including aspects such as tempo,
syncopation, dynamics, pitch, counterpoint, and timbre. In this instance, the term rhythm relates to
both the individual parts and the emerging energetic state, or group dynamic within the scene, a set
of understandings that are far broader than those given above.*

Inner Tempo-rhythm exercises:

Once his students had established a basic understanding of outer Tempo-rhythm, Stanislavski
began to introduce exercises involving rhythmic phenomena located inside the body. These
exercises were based on the premise that “...feelings and thoughts have their own Tempo-
rhythms”.*® Similar to the examples of tempo given by Vakhtangov, participants in these exercises
imagined themselves in a variety of given circumstances. For example, “...a dark night, on an
empty street, you hear footsteps approaching”.*’ At the same time, participants were instructed to
observe the ways these circumstances altered their experience of internal biological rhythms
including breathing and heart rates.

While rehearsing The Embezzlers (1928) Stanislavski comments on an actor’s stance saying,
“You are not standing in the correct rhythm!”** The example Stanislavski offered in this instance,
was that of a man standing ready with a stick, waiting and watching for a mouse, ready to pounce.
Through this imagined given circumstance the quality of the actor’s stance was seen to alter, with
this described by Stanislavski as a change in rhythm.

While outer Tempo-rhythm can be described relatively easily through the pace and rhythms of
external movements, the concept of inner Tempo-rhythm addresses a less tangible and more
enigmatic collection of phenomena, such as a person’s energetic or dynamic state.

Another insight into these aspects is the way Stanislavski linked inner rhythm with the concept
of prana. Referred to by Stanislavski as a “vital energy” (White, 2006, p.80), this concept was
sourced from Hindu philosophy and Yogic practices. Describing rhythmic breathing exercises that
he used as a way of “receiving” prana, Stanislavski instructed:

...in order to receive more prana, inhale—6 beats of the heart—exhale; 3 beats of the heart—
hold the breath. Progress up to 15 beats of the heart.*’

Such exercises were seen as a way of working with and further generating an inner rhythm within a
performer and of cultivating greater concentration of attention. Here, the rhythms of breath,

4 Toporkov, Stanislavski in Rehearsal, 146-7.

* Similar examples are offered in Norris Houghton's text Moscow Rehearsals in which he describes a rhythmic scale
from 1-10 that he observed being used in Stanislavski’s rehearsals between 1934-5. This was used as a way of
communicating the rhythm or energy level: rhythm 1 was that of a man who was almost dead, 5 was normal, and 10
was extremely excitable to the point of almost jumping out of a window (1936: 61)

46 Benedetti, Stanislavski and the Actor, 83.

7 bid.

48 Toporkov, Stanislavski in Rehearsal, 62.

* Stanislavski cited in R. Andrew White, “Stanislavsky and Ramacharaka: The Influence of Yoga and Turn-of-the-
Century Occultism on the System,” Theatre Survey 47, no. 01 (2006): 83.
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heartbeat, concentration and emotion were all seen to be intrinsically linked, with him claiming that
a calm pattern of breath corresponded with “healthy thoughts” and an “...easily collected
concentration”, whereas a disturbed rhythm of breath was linked to a “disturbed psyche, [...]

painful sensations and always completely scattered concentration”.”

Prana and inner Tempo-rhythm provided Stanislavski with valuable links between thought and
emotion and a way of relating the imagining/experiencing of a given circumstance, with the
physiology of body rhythms (breath, heartbeat, thought patterns). Through his work with inner
Tempo-rhythm, Stanislavski brought together the rhythmic principles of modernist science, yogic
philosophy and actor training, into a theoretical and practical framework that allowed participants to
encounter their imagination, physiology, and the world around them, through the principles of
thythm and tempo. In line with the theories of Wundt and Ribot, here rhythm, emotion and
imagination operated within a psychophysical continuum, with inner and outer Tempo-rhythm seen
as part of a single system.

Contrasting Inner and Outer Tempo-Rhythm:

An outer slow tempo can run concurrently with a quicker inner tempo, or vice versa. The
effect of two contrasting tempos running simultaneously on the stage unfailingly makes a
strong impression on an audience.

While inner and outer aspects are often referred to as part of a continuum, there are many
examples in which Stanislavski and his students looked to contrast these as a way of achieving
further complexity of character and of generating dramatic tension.

Actor-singer Pavel Rumyantsev recalled that while working with Stanislavski to establish a
physical score for his actions on stage, the question arose, ““...how to relate the rhythm of external
movement to the inner rhythm of feeling”. Stanislavski’s response was simply: “They may coincide
or not”.>* Stanislavski explained this concept by suggesting that a character who is resolute and
single minded in thought and action should have a single, “dominant” Tempo-rhythm. But in the
case of a character whose “resolution wrestles with doubt” (the example of Hamlet is offered by
Stanislavski), then multiple rhythms must be employed, working side by side and in opposition to
one another. Not only was this an effective mechanism for generating dramatic tension, but it was
also seen to produce in the performer a heightened quality of presence.’

A further example of this can be observed in Stanislavski’s work on the opera Boris Godunov
(1928). Here Stanislavski instructed the performers that they should combine the slow rhythms of
their external movements and singing with rapid rhythms of inner turmoil. Stanislavski explained:

You sing in quarter notes but inside you are throbbing in eighth notes or sixteenths. Don’t
interpret this rhythm externally, in terms of gestures. What you must find is the rhythm of
your feelings. It is as if you had a metronome inside you. One move is ready to move on into
several accelerated ones; whole notes threaten to break up into thirty-second notes. It is only
by combining your rapid inner rhythm with your slow external rthythm that you can transform

%% Konstantin Stanislavsky, Stanislavsky: On the Art of the Stage, trans. David Magarshack, 2nd ed. (London: Faber &
Faber, 1967), 143.

! Michael Chekhov, To the Actor: On the Technique of Acting (London: Routledge, 2002), 75.

>* Stanislavski and Rumyantsev, Stanislavski on Opera, 312.

53 Stanislavski, An Actor’s Work, 479.
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a quiet scene into a tempestuous one. It is a complex job, but if you can achieve this you will
always be at ease on stage.”

The musical language of rhythmic phrasing and tempo, combined with the establishment of an
“inner” and an “outer” terrain, presented Stanislavski with a powerful set of tools through which to
create new levels of complexity on stage. For the performer to realise a score such as this, required
that they have not only a technical understanding of rhythm, but also more importantly, a sensitivity
to the relationships between inner experience and external expression and a capacity to inhabit this
complex relationship with conviction and ease.

One of the strengths inherent in rhythm is its capacity to integrate multiple (and at times
conflicting) aspects into a single system of simultaneity. An orchestra, an organism, a solar system,
an ecosystem — each of these processes finds unity through their rhythmic interrelationships,
enabling them to co-inhabit or produce a sense of unity within a shared timeframe. This capacity for
integrated complexity helped Stanislavski and his performers to achieve a multiplicity of
complementary and contrasting rhythmic scores on stage; at times producing varying Tempo-
rhythms across an ensemble or within a single performer.

One influence on Stanislavski’s use of multiple Tempo-rhythms was the eurhythmics training
practices developed by Jaques-Dalcroze. These approaches to rhythm and movement training
opened up new potential for the co-existence of polyrhythmic movement and voice patterns within
a single body and across multiple bodies on stage.

Eurhythmics and Polyrhythm

In looking to develop greater physical coordination and rhythmic capacity in his performers,
Stanislavski turned to eurhythmics, with this work forming the basis of many of his outer Tempo-
rhythm exercises, and offering him a means of layering multiple rhythms within performance.”
From as early as 1911, Sergei Volkonski, a leading proponent of eurhythmics in Russia, taught
classes at the MAT and the Opera Studio, with Stanislavski’s brother Vladimir Alekseev running
eurhythmics classes in the 1920s and 30s.

Where traditionally European rhythm and movement training had focused on single lines of
rhythmic phrasing or the unified movements of large groups, Jaques-Dalcroze’s approach
consciously followed a polyrhythmic structure. This created new potentials for composers,
choreographers and directors who wished to exploit the complexity of polyrhythm in music, dance
and theatre.’® In accounts given of classes led by Jaques-Dalcroze in 1912, we can observe some of
the ways in which these forms of polyrhythm were approached:

...beating the same time with both arms but in canon, beating two different tempi with arms
while the feet march to one or the other or perhaps march to yet a third time, e.g., arms 4 3
and 4 4, the feet 4 5. There are, also, exercises in the analysis of a given time unit into
various fractions simultaneously, e.g. in a 8 6 bar one arm may beat three to the bar, the other
arm two, while the feet march six.””’

>* Stanislavski and Rumyantsev, Stanislavski on Opera, 312.

>3 Clark McCormack Rogers, “The Influence of Dalcroze Eurhythmics in the Contemporary Theatre” (Louisiana State
University., 1966), 127-30; Jean Benedetti, Stanislavski: An Introduction, Revised and Updated, 2nd ed. (Routledge,
2004), 68.

>® Erika Fischer-Lichte and Jo Riley, The Show and the Gaze of Theatre: A European Perspective (Iowa City:
University of lowa Press, 1997), 7.

37 Ethel Ingham, “Lessons with Monsieur Dalcroze,” in The Eurhythmics of Jaques-Dalcroze, by Emile Jaques-
Dalcroze, Second (London: Constable & Company Ltd, 1912), 53.
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While this technical account may give the impression of a complex and seemingly mechanical set
of activities, Jaques-Dalcroze was insistent that this work not be done in a “mechanical way” and
highlighted the importance of his students “feeling” these rhythms, encouraging them to work in a
relaxed and easeful manner.”®

Along with other contemporary theatre practitioners including Copeau and Meyerhold,
Stanislavski drew on many aspects of Dalcroze’s work. Yet over time, all three of these
practitioners came to question the efficacy of applying eurhythmics directly to acting practices.
Copeau, having introduced eurhythmics to his company’s training, eventually stopped these
sessions feeling that the work was too specialised and idiosyncratic, and at risk of *“...dehumanizing
the actor”.”” Stanislavski also questioned the “mechanical” nature of this work, and expressed the
need for inner “justification” and “awareness” within his work with rhythm and movement.” Even
within the most elementary of technical exercises, Stanislavski would insist that nothing be done “in
general”, just for the purpose of running through the form. During a sequence of hand exercises, he
stated:

If you are trying to make a beautiful movement in space by using your softly curvaceous arms
while your imaginations are fast asleep and you do not even know it, then what you are
indulging in is empty form.*'

The observations of Stanislavski and his contemporaries raise a number of important questions
regarding the validity and efficacy of rhythmic movement exercises in general. Despite inner and
outer Tempo-rhythm being strongly related, there is still a need for an active use of imagination,
attention and sensitivity to thythm. Simply moving to a prescribed (external) rhythm was not seen
to be enough in itself to bring about the qualities of acting that Stanislavski and his contemporaries
were looking for. Further, attempts to regulate the rhythms of the body (in particular breathing)
while potentially accessing emotional and energetic states, were also identified as limiting these
experiences. Jaques-Dalcroze himself made the claim that “The submission of our breathing to
discipline and regularity of time would lead to the suppression of every instinctive emotion and the
disorganisation of vital rhythm” (Dalcroze, [1921] 1967, p.184). ©

Far from being a simple causal mechanism, the actor’s use of inner and outer Tempo-rhythm
required more than a technical mastery of rhythmic movement sequences and breath patterns. It
required the performers to commit fully to the realisation of their task. Vakhtangov explained, that
this was more than an “...ability to subordinate ones physical movements to a rhythmic count. The
actor must subordinate his whole being, his whole organism to a given rhythm”.*® For Stanislavski,
this included the engagement of imagination, bodily awareness, sensitivity and a willingness to play
and explore.

The Real Meaning of Rhythm - Then and Now

Critiquing what he saw as a poor use of rhythm in the work of other directors, Stanislavski

stated: “Rhythm is a great thing, but to build up a whole production of a play entirely upon rhythm

one must first understand why it is so important and what its real meaning is”.**

> Ibid., 55-6.

3% Robert Gordon, The Purpose of Playing, 2006, 135.

60 Benedetti, Stanislavski, 68.

®! Stanislavski and Rumyantsev, Stanislavski on Opera, 7.
62 Jaques-Dalcroze, Rhythm, Music and Education, 184.
63 Vakhtangov, “Preparing for the Role,” 121.

%% Stanislavsky, On the Art of the Stage, 107.
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By “real meaning”, Stanislavski was not referring to some technical or formulaic definition of
thythm, nor was he suggesting that all performances needed to be overtly rhythmic in their
aesthetic. Rather, he was suggesting that before applying rhythm to the making of performance,
directors and performer must acquire an experiential understanding of rhythm as a lived process,
not just an external set of aesthetic forms.

The actor Vasili Toporkov, in writing about his work with Stanislavski (1928 -1938) recounts
that “...in olden times there existed the universal word ‘tone’”. Each role had its own “tone”, as did
the play in general. Directors would talk about “lifting the tone” or finding the “right tone”, but as
Toporkov pointed out “No one knew exactly how this could be done” and if by some act of chance
an actor or a performance found the “right tone”, “...no one, in reality understood what had
happened”.®® Toporkov suggested that it was through Stanislavski’s persistent searching and
“mastery” of the practical aspects of “stage rhythm” that the ambiguity of such terminology was
avoided and resolved. As such, Stanislavski looked to replace the vague randomness of “tone” with
the actor’s embodied understanding of rhythm and tempo.

We might ask today, whether the terms rhythm, tempo and Tempo-rhythm (like the word “tone”)
have lost their ability to communicate any significant meaning to actors and directors. When an
actor is instructed to work on the rhythm (or tempo) of a scene; to break up the rhythm of their
actions or text; to find the right inner rhythm, or be told they are working in the wrong tempo, on
what basis do they understand these terms? In this regard, Stanislavski and Toporkov were both
clear, stating that only through personal investigation and the training of what Stanislavski referred
to as “tlj%sychotechniques” could actors establish effective working relationships with Tempo-
rhythm.

The disparate range of definitions, attributed to rhythm by scholars working in this field of study,
further reveals the difficulty in finding clarity of understanding through words alone. Without a
strong point of reference or shared practical understanding, it is questionable if any real meaning
can be communicated by the terms rhythm, tempo, or Tempo-rhythm in the context of training and
directing actors. While these terms continue to be used by directors, actors and theorists, there is a
need for greater engagement with the nature of these aspects within this field, not just theoretically,
but practically through training and creative exploration.

Few other theatre practitioners have presented us with as broad and detailed an understanding of
rhythm as Stanislavski. While some aspects of his approaches to rhythm may be dated, the basic
principles and mechanisms explored and encountered within his practices continue to offer us a rare
insight into an area often neglected within performance practices. In his work we observe rhythm as
a fundamental tool through which performers can tap into and shape the dynamic and imaginative
flow of performance, generate complex relationships within an ensemble, and layer and integrate
multiple performance elements into a shared temporal framework. Despite changes in science and
culture over the last century, these basic principles continue to be relevant to actor training and
performance today.

63 Toporkov, Stanislavski in Rehearsal, 60.
66 Stanislavski, An Actor’s Work, 484; Toporkov, Stanislavski in Rehearsal, 147.
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Table of Definitions

Tempo

Rhythm

“the basic pace of a scene”

“Tempo, as in music, denotes the speed of
2
an action or a feeling”

“individual actions within the pulse”

“Rhythm, internally, indicates the intensity with which
an emotion is experienced: externally it indicates the
pattern of gestures moves and actions which express
the emotion”

“mechanical” “speed”

“the orderly, measurable changes of all the different
elements comprised in a work of art”

“the internal rthythmic speed of an action”

“the external rhythmic speed at which the entire
production unfolds”

“Tempo refers to speed”

“rhythm refers to the pattern created by the regular
recurrence of alternation of various elements (sounds,
words, stress, scene, etc.)”

“speed of our movements, speech and
music”

“the pattern of our length and stress of beats of
movement, sound and stillness in particular measure or
bar”

“general pace of life that is found in a
shared physical or cultural environment”

“springs from a specific individual activity and varies
from person to person”

“tempo comes from outside”

“rhythm comes from within”

“the speed or pace of its environment”

“internal performance pattern of the character”

Tempo-rhythm: “the combined rhythmic flow and speed of execution of the physical action

(including speech) in a given scene”

“the speed at which you execute an action”

“the intensity with which you execute [an action]”

“Speed”

“(varying intensity of experience) within us as well as
outside of us”

Tempo-rhythm: “ Our pace, both mental and physical, the pace of everything around us and

everything we do”

“invisible and internal; it determines the
speed of mise-en-scene (quick or slow); it
shortens or prolongs actions, accelerates or
decelerates diction”

“the variations in the flow of time, changes
in speed, the length of pauses. This
subjective variable time is that of tempo

“changes in accentuation, in perception of stressed or
nonstressed moments. It refers to a rhythming of time
within a defined duration, the linking of physical
actions according to a precise schema [...] the sense
and direction of time”

“This objective management of time, the quantifiable
spatiality imposed from the outside by the composer,
director, or actor [...] are what characterize rhythm”

“This umbrella term reconciles the objective regularity of measurable, “spatializable” time with the

subjective variability of flexible time”

“ the rate at which equal, agreed, single
length-values follow each other in any
given time” signature”

“entirely mechanical and pedantically
regular” relates to the “quickness or
slowness” of an action”

“the quantitative relationship of active, agreed length-
values in any given tempo or time signature”

“a combination of moments of every possible duration
which divide the time we call a bar into a variety of
parts”

“the tempo (or speed or pace) of the
external movement and action or speech...”

“...and rhythm as the internal state”
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OC00eHHOCTH TEMIIOPUTMA

Jiision Moppuc

. 1
«Pumm! Pumm! Pumm! — nacmouiuugo 36yuam ozenacvl Cmanuciagckozo...»

CraTpsi NOCBSIIEHAa HCIOJB30BAaHUIO pUTMA M TEMIIA B IEJAarorMyeckoil M pexHuccepcKoil
npakTuke CTaHUCIABCKOTO. XOTS 3THU ACHEKTHl PEIKO OOCYKIAIOTCS B JAETANAX, OHU HIPad B
Kapbepe CTaHUCIABCKOTO OJHY M3 TJIABHBIX pOJIed. 3/1eCh 1 COOMparoCh MPOaHAIU3UPOBATh, KaK
KOHIICTILIMST TEMIIOPUTMA JIeTJIa B OCHOBY (hopMUpoBaHHs MoAx01a CTaHUCIABCKOTO K aKTEPCKOMY
MacTepCTBY U NpenocTaBmia emy 3((eKTUBHBIA HHCTPYMEHT, CBSA3BIBAIOIINN BHYTPEHHUN ONBIT U
BHEILIHEE BBIPAYKEHUE, a TAKXKE MTO3BOJIAIOIIMNA CO34aBaTh CI0KHYIO CTPYKTYPY B IpaMaTUYECKUX U
OIIEPHBIX CIIEKTAKIIAX.

ABtop xuuru «CranucnaBckuid. Kusub» (Stanislavsky: A Life) JI»Bun Marapiiak noapoOHO
onuchiBaeT, kak CTaHHMCIIaBCKUU (B TOT MEPHOJ, KOraa eMy ObUIO ABaalaTh C HEOONBIIMM) C
SHTY3MA3MOM CIICHIMJI TOcje paboThl TOMOHM, TJe ero >KJaId YpPOKH TMEHHsS Y MPOCIaBICHHOTO
orepHoro meBra u npodeccopa dPemopa Ilerposuua KommccapkeBckoro. Bo Bpemst ogHOro w3
Takux 3aHATHUH CTaHMCIABCKUM M €r0 YUYMTENb PEIIMIM BOCIOJIb30BaThCS yCIyraMu INHAHUCTA-
MMIIPOBU3ATOPA; U BOT, IOJI )KMBOM aKKOMIIAHEMEHT, OHM IIPHUHSIIMCh YacaMU M3y4yaTh pa3IM4HbIE
CIOCOOBI TOTO, KaK MOXKHO JIBUTAThCSl IO KOMHATE WJIM CHJETh HETOABIKHO B Pa3HBIX PUTMAX H
temnax . B 1o Bpems CTaHMCIABCKMH MedTan paGoTaTh acCHCTEHTOM KOMHCCAapiKeBCKOTO B
MOCKOBCKOW KOHCEpBATOPUU — B KJacce MO PUTMY — M CTPEMHJIICS CTaTh MPO(EeCCHOHATBLHBIM
ONEPHBIM TEBLOM. XOTS IEBLOM OH TaK M HE CTal, €ro TIIyO0OKOe YBICUYEHHE PUTMOM U
MY3bIKaJIbHOCTBIO CIIEKTAKJISl COITPOBOXK/IAJIO €r0 Ha MPOTSHKEHNUU BCEH Kapbephl.

Hauunas ¢ nepBoro cnekrakias — «Mukago» (1887) u BIIOTH A0 MOCIEAHEH MOCTAHOBKU —
«Taptroda» (1936) CranuciaBckuii 3HAYUTEILHOC BHUMAHUE YNEISUT MCIOJIH30BAHUIO PUTMA B
TOM, YTO KacaJoCh MY3BIKH, PEUH, ABIKEHHUS M HemnoaBWXHOCTH. OTHocuTenbHo «TapTioda» oH
YTBEPIKIAI, UTO «BCS [bECA JOJIKHA OBITH 3apsKeHa PUTMOMY ~. B Ipyroii CHTyamuy OH ONmpees
PHTM KaK «...OCHOBY BCEr0 HAIIEr0 MCKyccTBa» . CErojHs MHOIME MPAKTHKH M TCOPETHKH
IIPOJOJDKAOT CUUTATh PUTM KJIFOUEBBIM aclEKTOM cHeKkTakis. M Bce e, HeCMOTpsl Ha 3HA4YEHHE,
IIPUNKMCHIBAEMOE PUTMY B aKTEPCKOW INPAaKTUKE, JHIIb HEMHOTHE YYEHbIE I10-HACTOSIIEMY
MOTPY>KAIOTCS B 00CYKJIEHHE ITUX acrextoB’. Kak oTMedaror [IIspon Kapuuke u /[3Bun Posen B
HeJaBHEH cTaThbe, o3ariaBieHHON «IleBen roroBuTcs: CTaHUCIABCKUM U OTlepay, XOTs MpeAMETaMu
U3Y4YEHMsI 4YacTO CTAaHOBATCS TaKW€ TEMbl, KaK HCIHoJb30BaHWe CTaHHUCIABCKUM BHHMMAHUA,
apPEeKTUBHON MaMATH U JAPYTHX BHYTPEHHHUX M MCUXOJIOTUYECKUX ACHEKTOB, MHOTHE 3a0bIBAIOT O
TOM, Kak uHTepec CTaHHCIABCKOTO K MY3bIKE M €ro oOy4eHHEe MY3bIKE€ M PUTMY MOBIHUSUIA HA

(hopMHpOBAHHUE U PA3BUTHE €ro TEOPHii °.

Putm BoBce He OblT Ha mepudepun npakTuku CTaHUCIABCKOTO — HANPOTHB, OH CTaJl BEAYIIUM
MEXaHU3MOM B Pa3BUTHH OOBEIUHEHHOW, CIOXKHOW CTPYKTYpBI B JESATEIBHOCTH pexuccepa. B

! Vsevolod Emilevich Meyerhold [1921], Meyerhold on Theatre, ed. Edward Braun (Methuen, 1969), 179.

? David Magarshack, Stanislavsky: A Life (Greenwood Press, 1976), 50.

3 Vasili Osipovich Toporkov, Stanislavski in Rehearsal (Routledge, 1998), 178.

* Konstantin Stanislavsky, On the Art of the Stage, New impression (London: Faber and Faber, 1967), 93.

3 Janet Goodridge, Rhythm and Timing of Movement in Performance: Dance Drama and Ceremony (London: Jessica
Kingsley Publishers, 1999), 14.

® Sharon Marie Carnicke and David Rosen, “A Singer Prepares,” in The Routledge Companion to Stanislavsky, ed.
Andrew White (Oxon: Routledge, 2013), 121-2.
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OoJbIIel CTETMEeHH, YeM 4TO-IIM00 Apyroe, pUTM Mojacka3biBall (CTaHUCIABCKOMY TIOJIXOJ K
CIIOXHBIM OTHOIICHHUSIM MEXJy «BHEIIHUMH» M «BHYTPCHHUMH» aCIEKTaMHU CIICKTaKJIs,
MIPEIOCTABIISAS IPAKTUIECKYIO CTPYKTYPY, IOCPEACTBOM KOTOPOU MOKHO OBLIO MCCIEA0BATh KaK HX
€MHCTBO, TAK U KOHTPAITYHKTHbIE OTHOILICHUS MEXK]Ty HUMHU.

Jnoxa puTr™Ma

YroObl Ti1y0ke MOHATH TE€ CIOCOOBI, C MOMOIIBI0 KOTOPBIX CTaHMCIABCKUNA MpHOIMKAICS K
pUTMY, TMOJIE3HO PACCMOTPETh KOHTEKCT, T'Jle 3TU MpakTUKu umenu mecto. B EBpone u CeBepHoit
Amepuke B koHIe XIX Beka KOHLIENLUS pUTMa KaK OCHOBOIIOJIAraloUIero MPUHIIMIIA OPTaHU3aluN
3By4yaJa IMPUMEHUTENIBHO K HIMPOKOMY JHalla30HY KYJbTYPHBIX M HAy4YHBIX JUCLUIUIMH.
Bosnukanu HOBBIE 001aCTH TCHXO(U3MYECKOTO HCCIEAOBAHUS BOCIPHUATUS PHUTMA, a TaKKe
TEOPUU KYJBTYPBI, ONPEICISIONINEe PUTM KaK OWOJIOTMYECKUN aCTIEeKT pPAcOBOU, KyJIBTYpHOH H
HAllMOHAJbHOW HMAEHTUYHOCTU. B TO ke Bpems HaOnrofaercs MOSBIEHUE HOBBIX TBOPUYECKHX
METOZOB M 3CTETHYECKHUX B3IJIAJO0B, ITOJAYECPKHUBAIOLIMX HCIIOIB30BAHUE PUTMA B TaHIE, ApPaMe,
MY3BIKE, [1033UHU U BU3YyalbHBIX UCKYCCTBAX 7. Pexxuccep u nenaror I'puropuii KosuHues tak nucan
0 pycckom Teatpe B 1922 r.: «HoBasi 31oxa HaIllIa CBOE IIEPBOE BBIPAKEHHE B PUTME .

MHorue KiIroueBble U/IeH, OTHOCSIIUECS K PUTMY, CTaIH O(pOpPMIISTECS UMEHHO B 3TO Bpems. B
TOM 4YMCJIE, 3aMETHOE€ MECTO 3aHsUIa KOHLENIMSA O TOM, YTO BOCHPHUATHUE PUTMA TEM WIM WHBIM
00pa3oM KOPEHUTCS B (PU3MOJOTHHM YEJOBEYECKOTO Tela M B HAIIEM KHHECTETUYECKOM OIBITE
newokernii (Wundt, 1904; Ruckmich, 1913). B cooTBeTcTBUM € 3TOW KOHIICTIIMEW PUTM YacTo
paccmaTpuBajCsi KaKk HEYTO OpPraHWYHOE U YHUBEpCAJIbHOE MO cBoedl mpupone. Cuutas pUTM
0a30BbIM AaCIIEKTOM YEJIOBEYECKOT0 CYIIECTBOBAHUS, IIBEHIAPCKUNA KOMIIO3HTOP U IEAaror
YTBEPKAAIL: «Y BCEX HAC €CTh MYCKYJIBI, pa3yM U JKEJIAHUE; CJIEI0BATEIBHO, BCE Mbl PaBHBI IIEPE]]
Put™om» ° . Putm ONpENENAICS KAaK YHUBEPCAIbHBIA IPUHLHUII OPraHU3alUH, CIEI0BABIINMI
COOCTBEHHBIM TpaBWiIaM M 3akoHaMm. OHM JEWCTBOBAIM KaK 4acTh KOHTMHYyMa B JUANa3oHE OT
(GyHKIMH 4eI0BEYECKOro OpraHu3Ma 0 ABMKEHHUH IIaHeT.

B xonme XIX Beka nCUXOIOr-3KCIepuMeHTaTop Buierensm ByHAT Hagan wuccienoBath
CHOCOOBI, KOTOPHIMU BHEIIHHWE HWCTOYHMKH pPHUTMA M TEMIIa BBI3BIBAJIM COOTBETCTBYIOIIUH
SMOIMOHANBHEIA OTKIMK y CIyIIaTenaeil °. DTH HCCICIOBAHHSA ObUIM MPOAOIIKEHBI APYTHMH
CIIeIMAIMCTaMH B JaHHOH 00jacTu, B TOM uucie, Teomronem Pu6o'' u Usanom HaBJIOBBIMlz, Ha
ypH paboThl CTaHUCIABCKUI Oonupaics B (POPMUPOBAHUN COOCTBEHHOTO MOHMMAHUS SMOLUN U MX
CBsI3CH ¢ (PM3HUYECKUM JCHCTBHEM

B cBonx paborax mo «adQeKTHBHON NcUXO0Jorum» PubO BBICKa3bIBall CyXJIEHHE, YTO «...
‘TpaHcopmanus’ YIOBOJLCTBUS B 00ib, a OONM B YAOBOJBCTBHE SBISETCS €IUHCTBEHHBIM
1epeBooM (yHIAMEHTAIBHOIO PUTMA JKU3HH B paspsa aQ(EKTHBHOMN MCHXOIOTHM» ', U B 3TO
CBSI3U TOJIaraj, 4YTO PUTMBI 3ByKa M JIBUKCHHUS «... BO3JCHCTBYIOT Ha OpraHM3M HANpsSMYyIo, a Ha
KIH3HEHHO BaKHbIC (DYHKIMH — OIOCPETOBAHHO» . IT00GHBIC TEOPHH MPEANONATAIN MPIMYIO

" Dee Reynolds, Rhythmic Subjects: Use of Energy in the Dances of Mary Wigman, Martha Graham and Merce
Cunningham (Alton: Dance Books, 2006); Michael Golston, RAythm and Race in Modernist Poetry and Science (New
York: Columbia University Press, 2008).

¥ Konzintsev cited in Robert Leach, Revolutionary Theatre (London: Routledge, 1994), 133.

’ Emile Jaques-Dalcroze, Rhythm, Music and Education, Revised edition (London: The Dalcroze Society Inc., [1921]
1967), 119.

' Wilhelm Max Wundt, Outlines of Psychology, trans. Charles Hubbard Judd (London: Williams & Norgate, 1897).
"' Theodule Armand Ribot, The Psychology Of The Emotions (Kessinger Publishing Co, [1897] 2006).

12 Ivan Petrovich Pavlov, Conditioned Reflexes, trans. G. V. Anrep (Courier Dover Publications, [1927] 2003), 3.

13 Jonathan Pitches, Science and the Stanislavsky Tradition of Acting, 1st ed. (Oxon: Routledge, 2005).

' Ribot, The Psychology Of The Emotions, 59.

" Ibid., 104.
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CBSI3b MEXIY IEPEKMBAHUEM AMOLIMU, BHYTPEHHUMM PUTMaMH YE€JIOBEUECKOIO Teja U pUTMaMHU
MY3bIKH 1 OKPY’KaIOLIETO MUPA.

B cBoux paborax CranucinaBckuil ytBepxknaan: «CyllecTBYeT HEpas3pblBHAs CBA3b MEXAY
TEMIOPUTMOM U UyBCTBOM, U HA00OPOT — MEX/ly YyBCTBOM U TEMIOPUTMOM; OHU B3aUMOCBSI3aHBI,
B3aMMO3aBUCHMBI M B3aUMOACHUCTBYIOT» , I0-CBOEMY OTKJIMKasCh Ha Teopuu Bynara u Pu6o. Orta
uzes Jeria B OCHOBY OOJbIIel YacTu AedarenbHOcTd CTaHUCIABCKOTO, CBSA3aHHON C «BHYTPEHHHM»
U «BHEUIHUM TEMIIOPUTMOM», C(hOPMHUPOBAB CTPYKTYPY AJISl U3yUEHHs] NTUHAMHUKH MX OTHOLICHUN
KaK HHCTPYMEHTa 00y4eHUS aKTEPOB U IIOCTAHOBKHU CIIEKTAKIICH.

Hpyroit 3ametrHOol KoHuenuue BpemeH CTaHHUCIABCKOTO, CBSA3aHHOM C pUTMOM, ObLIa
cleylomas uaes: Hy)KHO OTJIMYaThb PUTM OT APYTUX DJIEMEHTOB, TaKUX Kak pa3Mep U TeMIL.
[IpencraBnenus O TOM, YTO pa3Mep M TEMI KaKHUM-TO 00pa3oM OTAEJICHbI OT pPHUTMAa,
chopMupoBanace Mo clieaM TEYCHHW B TeopuM My3bikd, Bo3HMKIMM B XVIII m XIX Bekax.
BenynmM mpomaraHamcToM  9THX WA OB MY3BIKOBEN, OIpPENEeNSBIIMN pasMep Kak
«(pakTUYecKyl0 eAMHUIly H3MEPEHHUS», a PUTM KaK «... TUI JBWXKCHHUS BHYTPH €IUHHIIBI
u3Mepenusy . Takue OIpeeIeHHs pasje/suld dTH SIEMEHTHI, JaBas TePMHHY “putm” Goiee
cnenn(uIeckoe M TEXHUYECKOE OIpenesieHHe. OTO MO3BOJSUIO YCTAaHOBUTH OIPENIEICHHYIO
CTENEeHb HE3aBUCHMOCTH MEX1y (UKCUPOBAHHON BPEMEHHON WJIM METPUYECKOH CTPYKTYpOi
(TakoW Kak PHUTM, TaKT WM JJINTENbHOCTh) M MEHSIOIIMMHCS PUTMUYECKMMH MOTHUBAMU WIIU
¢burypamu, KOTOpbIE HCIOJIB3YIOTCS B paMKax 3THX (opM (a HHOTJA U B MPOTHBOPEYUH C HUMH),
YTO CIIOCOOCTBYET OOJBIICH CI0KHOCTH B MY3BIKQIbHON KOMIIO3HUIIMHU U JJpaMaTHYECKON opme.

B cBoux onucanuax u nokazax CTaHUCIIABCKUI 4acTO ONUpAJICS HA CBOW MY3BIKAJIbHBIM OIIBIT,
UCTIOJNB3Yys TaKUE CPENICTBA KaK TEMII, 3alaHHBbIi METPOHOMOM, TaKTOBBIM pa3mep, 00O3HAYECHUS
TakTa U HOT, YTOObI OOBSICHUTH pa3iIMyYHBIC CIIOCOOBI MPUMEHEHHsS] TEMIa U PUTMa B aKTEPCKOU
urpe. B onHoit cutyaunn CraHuCIaBCKUN ONPEAETW PUTM Kak «...COYETaHWE MTHOBEHHUH camoi
Pa3HOU JUINTEIBbHOCTH, PA3IAEIIOIUX IIPOMEKYTOK BPEMEHHU, KOTOPBIA Mbl UMEHYEM TaKTOM, Ha
pa3HbIe gacTu»'°. PUTM 371eCh, KaK 1 B teopusx ['ayntmana, paccMarpuBalics B paMKax OTHOLIEHUHN
c 6onee cTaOMIBHBIM METPHUECKUM DJIEMEHTOM — TEMIIOM, Ybl0 (YyHKIMI0O CTaHHUCITABCKHIA OMHCAT
KaK «...MOYTH TIOJHOCTBIO MEXAHMUECKYI) H NeOaHMUYHO RPAGUIbHYIO» . DTH OlpeeseHus
IIPOJIMBAOT OIIPENCIICHHBI CBET Ha CUTyalUI0, HO €CIM Mbl IIOCMOTPUM Ha IIPAKTHUYECKOE
PUMEHEHHE JaHHBIX TEPMHUHOB, TO YBUIUM 00JIe€ MO3TUYHBIN U N3MEHUUBBIA HA0Op TPAKTOBOK.

Temn u pur™m

Te, kTo HccnenoBan putM u Temil B pabote CTaHUCIABCKOTO, PEAKO (eCiau BOOOIIe Koraa-amuoo)
Opayii 32 OCHOBY 3TH ONpPEAEICHHUS, MOCKOIbKY KaXKABIH TEKCT MPEACTAaBISI MHIMBUAYAIBHYIO
MEPCIEKTUBY M HA0Op TpEACTaBICHUH, OTHOCALIMXCS K OTHM TEepMHUHAM (CM. TaOIuILy
Olpezie/IeHUI B KOHIIE CTaThbM). TeM He MeHee, CYIIECTBYIOT ONpEAEIEHHbIE aCIIEKThI, OOLIUE TS
JAHHBIX OIpeNeNeHui. 37ech I COOUParOCh «PACIyCTUTH» HEKOTOPhIE M3 3TUX OOBEAMHSIONINX
HUTEH U PaCCMOTPETh, YTO OOBEAUHSACT UX BMECTE.

Hcnonb3yeMblii Kak OTAEIbHBIA TEPMHH, TEMII Yalll€ BCErO0 aCCOLMUPYETCS C MOHATUEM
«ckopocTt». CKOPOCTh OTHOCUTCS K KOJTMUECTBEHHBIM aCIIEKTaM BPEMEHH, MMOCKOJIbKY MOXKET OBITh
W3MEpeHa BPEMCHHBIMU EAWHHUIIAMHA. TakuM o00pa3oM, TEeMI HEPEIKO AacCOLUUPYETCS C
MeXaHUYeCKUMU WA 00beKMUGHbIMU ACTICKTAMU BPEMEHH, KOTOPhIE B HEKOTOPBIX CITydasx OBLIN
CBSI3aHBI C 6HEUIHUM TYBCTBOM BPEMEHHU, OTHOCAIIUMCS K TOMY WJIM HHOMY OKPYXKEHHIO WUJIU CLICHE.

' K onstantin Stanislavski, An Actor’s Work: A Student’s Diary, 1st ed. (Oxon: Routledge, 2008), 502.

7 Hauptman, 1873, cited in Sir George Grove and Stanley Sadie, The New Grove Dictionary of Music and Musicians
(Macmillan, 1980), 806.

18 Stanislavski, An Actor’s Work, 466.

" Ibid., 465.
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Put™m, HampoTHB. YacTo  acCOIMMPOBAJICS C TaKUMU  CIOBAaMH  Kak  «mIabJaoH»,
«MHIUBUIYAJIbHBIN», «IEHCTBUE», «MHTEHCUBHOCTbY, (IIOJAYEPKUBAHUE» U «AKLEHT». JTU CIIOBA
HMEIOT, CKOpee, KayeCTBEHHOE CBOMCTBO, IIOCKOJIBKY OTHOCATCA K HWHIUBHIYaJIbHBIM
XapaKTEPUCTUKAM ABWKEHUS WIHM 3ByKa. J[pyrue pacrnpoCTpaHEHHBIE aCCOLMALMK BKIIIOYAIOT B
ceOst U110 O TOM, YTO PUTM TJIaBHBIM 00pa3oM HIET «H3HYTPW» UCHOTHUTEINS, OJlaroaaps 4yemy 3To
IIOHATHE CBS3BIBACTCA C «BHYTPEHHUM» OIBITOM M KOHLENLHSAMU OpPraHUYECKOM XKU3HHU H
BUTAJILHOCTH.

Korna Men I'oppon numier o aestenbHOCTH CTaHUCIABCKOIO, TO OMNPEAENAET TEMI KaK «...
OOImMH TEMN >KU3HU, KOTOPBIA MOXXHO OOHApYXKUTh B OOIIEeM (PHU3MUECKOM WM KYyJIbTYPHOM
OKDYXCHHI» ", 4TO OTIMYAET TEMI OT pummd, OIPEACIAEMOro yUCHBIM KAK HEUTO, 4TO «...
BO3HUKACT U3 MHIUBUIYaIbHBIX JICHCTBHI YeOBEKa M MMO3TOMY OBIBACT pa3HbIM B 3aBUCUMOCTH OT
TOrO WIH HMHOTO UeJOBEKa» . B 9TOM CMbICIE, memn TPAKTyeTcs Kak CIIOXKHBI PUCYHOK,
(bopMHUpyEeMBIif OOIITUM PUTMOM HEJIOTO aHCAMOJIs, COCTOSAIIETO U3 aKTEPOB, CLIEHOrpaduu, cBeTa U
3ByKa, a pumm OTHOCUTCS WMEHHO K WHAMBHUIYaJIbHBIM JEHCTBHSIM WM IIA0JIOHY JEHCTBUH,
COBEpPILIAEMBIM B HEIIOCPEICTBEHHOM KOHTEKCTE 3TOro memna. Takum ke oOpasoMm, Poy3 Yaiimen
IIPENIOJIAaraeT, 4To «...Mbl MOYKEM BOCIPHUHMMATh TeMN (WJIM CKOPOCTb) BHEIIHETO ABW)KECHHS,
JEUCTBHS WM PEYM, & PUTM CUMTAEM BHYTPECHHUM COCTOSHUEM» 22 3nech Yaitmen yCTaHABIUBACT
SBCTBEHHYIO JIUXOTOMHMIO MEXJIy TEMIOM M PpUTMOM, KOTOpPbIE BIIOCIEACTBUM 3aHOBO
UHTETPUPYIOTCS MOCPEICTBOM KOHLIETILIUU TEMIIOPUTMA, TJ€ «BHYTPEHHHUE» U «BHEILIHUE) ACTIEKTHI
BOCIIPUHHMAIOTCS KAK «...HEPA3PBIBHO CBSI3AHHBIC B dEIOBEKe» . JIpyrHe KOMMEHTATODHI,
BKJIrouast Hoppuca XayTOHa24 u Yapnbza Makro®, IeIaloT CXOXKHE MPETION0KEHUS OTHOCUTEIIBHO
TOT0, YTO UCTOYHUKU TEMIIA U PUTMA paACIOJIAraloTCsl COOTBETCTBEHHO CHApYXXU M BHYTpPHU Tella
aKrepa.

PaGotsl pexwuccepa u yuenuka CranumciaBckoro Eprenust BaxTtanroBa mpeanarator Oosee
riTyOOKHIA B3TJIS1/1 HA CIIOCOOBI CYIIECTBOBAHUS pUTMA U TEMIIA B paMKaX 3THX MPAKTHK, a TAKKe Ha
HUX UCTOYHUKH, PACIIOJIOKCHHBIC BHC UJIM BHYTPH CaMOT'O UCIIOJIHUTCIIA. BaxTanros 3asBsi:

«PuT™M mOKEH BOCHIpUHUMATBhCA HM3HYTpU. Torga ¢u3MUeckoe BHKEHHE Tella CTaHeT

MOJYHUHATHCS] PUTMY CIIOHTaHHO. 3a/1a4a IIKOJIbI COCTOUT B TOM, YTOOBI BOCIIUTATh B YUCHUKE
2

4yBCTBHTENBHHOCTH K PUTMY H HAYYHTb €I0 JABHTAThCS 6OJIee PUTMHAIHON .

BaxTaHros omnpenemnsul puTM Kak OINBIT, UAYLIUN «U3HYTpU» aKTEPA, a HE YTO-TO, YTO MOXKHO
MPOAUKTOBATh €My «HU3BHE» IOCPEICTBOM «MEXAaHMYECKHX» CIIOCOOOB WM «OTCYETA PHUTMAay.
BaxTtaHros HactauBai, 4TO UCIIOJIb30BAHUE AKTEPOM PUTMA JOJKHO IMOJYUHATHCSA «IIPUPOJHBIM, a
HE MEXaHMYECKUM 3aKOHaM», HMCXOISALIUM OT «...BHYTPEHHEro OIlpaBAaHMs, OOYyCIIOBIEHHOIO
HIPUPOIOI» .

Korpa BaxTanroB roBopui O TeMIIE, €0 OMUCAHHUA CTPOMIUCH BOKPYT CIIOCOOOB, KOTOPBIMHU
«eCTeCTBEHHasi cpeJa OOMTAaHWS [JIMYHOCTH| MEHSETCS B 3aBHCUMOCTH OT IIEpEMEHBI

00CTOSTENLCTBY. Peskuccep MpUBOIMII CIEAYIOUIHIA TPUMED:

*® Mel Gordon, The Stanislavsky Technique (Applause Theatre Book Publishers, 1988), 196.
21 :

Ibid.
2 Rose Whyman, Stanislavski: The Basics (Oxon: Routledge, 2013), 126.
23 :

Ibid.
** Norris Houghton, Moscow Rehearsals: The Golden Age of the Soviet Theatre (New York: Grove Press, 1936), 61.
% Charles McGaw, Kenneth L. Stilson, and Larry D. Clark, Acting Is Believing (Boston: Cengage Learning, 2011), 59.
*® Eugene Vakhtangov[1919], “Preparing for the Role,” in Acting; a Handbook of the Stanislavski Method, ed. Toby
Cole (New York: Crown, 1947), 121.
7 bid., 121.
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...€CIIU 5 IPUBBIK, YTO MO Y>KMH IPOXOJUT B OIIPENEICHHOM TEMIIE, @ KTO-TO TOBOPUT MHE,
9TO Yepe3 ACCATh MUHYT POBHO s JTOJDKCH OBITH B IPYTOM MECTE, MOH TEMIT H3MCHUTCS» .

Kak MBI BHIUM, H3MEHEHHE «IIpeajaraeMbIX OOCTOATENbCTB» (€CIM HCIOJIb30BaTh TEPMUH
CTaHHMCIaBCKOT0) MOXXET BBI3BAaTh M3MEHEHHE TeMIla M HEOOXOAWMOCTh HOBOTO «OTPABIAHUS
3amaud. B npumepax, NpUBENCHHBIX BaxTaHTOBBIM, peXUCCEP HAXOAUT HUMILYJIbC IS IIEPEMEHBI
TEMIIa B OKPYXCHHMH HCIIOJIHUTENST — TpeOOoBaHMUE APYra; T'YIOK, OOBABISIONIMNA O HEMEJIEHHOM
OTXOJ€ I10€3/1a; KTO-TO IIPOCUT BaC MOKAPUTh SIUYHUILY. XOTS MBI OIIUCHIBAEM OTU MMITYJIBCHI KaK
HE4TO, HaXOoJslIeecs 3a npedenamu akTepcKoro opranusma, BaxTaHros ykasslBaeT, 4To I€peMeHa
TEMITa/SHEPTHH UMEET MECTO Yy UCIIOIHUTEIS 6HYmpU TIOCPEICTBOM IIEPEMEHBI €r0 «BHYTPEHHETO

2
OIIPABIAHHS) .

MBI MOXEeM BHUIETh, YTO, XOTSI HEKOTOPBIE HUCCIEHOBATENM IBITAIOTCA OTOXKIAECTBIATH PUTM C
GHYMPEeHHUMY TICPEKUBAHUAMU, A TEMII — C 6HeWHUM OKPYKCHHEM, Ha IIPAKTUKE 3Ta IUXOTOMHS
He Bcerna aOcomroTHa. YUTOOBI emie YCIOKHHUTh 3Ty CHTYalMi0, OTMETHM, YTO €CTh T€, KTO
yTBepxkaaeT oopartHoe. ['oBopst 0 memnopumme y CTaHUCIaBCKOTO HccienoBarens Teatpa Ilarpuc
[laBu ompenenser TeMNn KaK «CyObEKTUBHBINY», «HEBUAMMBIA W BHYTPEHHHI». A O pUTME OH,
HATIPOTHB, TOBOPUT KAaK «...0 UyBCTBE M HANPABICHHH BPEMEHH» ~. , KaK 00 acIeKTe
«KOJTHYECTBEHHOMY», «OOBEKTHBHOM» M «BHEIIHEM» . B ToM e KIioue [II>pon Kapuuxke
ONMCBIBACT TEMII KaK «...BHYTPEHHIOK PUTMUYECKYIO CKOPOCTH» M, HAIPOTUB, OIPEACIACT PUTM
KaK «... BHCHIIHIOK PUTMHYECKYI0 CKOPOCTb Pa3BUTHS BCErO CIIEKTAKIID» .

Bo3nukaer BoOmpoc, MOXHO JIM Ha3BaTb PUTM WIH TEMII IOJHOCTbIO BHYTPEHHHMH HWIIU
BHEIIHUMM. SIBIAIOTCA JIM 3TH KOHLENIUHU B3aUMOUCKIIIOYAKOUIUMU WIM HE UCKIIIOYAOLIMMU JIPYT
apyra? MoeM i Mbl IOHMMaTh TEMI W PUTM Kak HEYTO JUOO BHyTpEeHHEE, JHOO0 BHEIIHEE, B
3aBHCUMOCTH OT KOHTEKCTa, MaciTada Wik 3HaYSHHs, KOTOPbIe MBI UM MPHUIAEM 110 CBOEi Boie?

B Mmoeit paboTte pexuccepa U Ieaarora akTepCcKoro MacTepecTBa s 4acTo BUXKY, YTO BMECTO TOTO,
4TOOBI JaBaTh 3TUM TEPMUHAM OOIIME OMpEAETICHUS, MOPOH TOpasao MOJe3Hee NMPUMEHUTh UX B
OTHOIICHUH KOHKPETHOT'O acleKTa padoThl akTepa. Sl MOry TOBOPUTH O CIOCO0aX MCIIOIb30BAHUS
pUTMa, YTOOBI MPOJUIMTH WM COKPATUThH JIBHKCHHUS, COCTOSHUE HENOJBM)KHOCTH, 3ByYaHHE WU
TUIIMHY; HEOOXOIUMOCTh HACTPOUTHCS HA TIIyOMHHBIN IyJbC WU JUHAMUKY aHCaMOJIEeBOM CLECHBI
WIN TMAJIOTa; HACJIIOCHUE MOJMPUTMOB Ha MPOTSHKEHUN TAKTa WIK CYIIECTBYIOLIETO IadioHa. DTH
TPAKTOBKH IO OOJIBILIEH YacTH ONMHUPAIOTCS HA OMBIT MPETOIaBaHUs WIH KOJUIEKTUBHYIO MPAKTHKY,
M Kak TaKOBble CYIIECTBYIOT, IJIABHBIM 0Opa3oM, B KauyeCTBE MOJPa3yMEBaeMbIX, HO
HEBBIPAXKEHHBIX CJIOBaMH (OpM 3HAHUH, KyAa Oosiee TMOKMX M CHOCOOHBIX K HMPUCIOCOOJICHUIO,
HEXXEJIH KECTKUE PAMKHU OIpEICIICHUI.

B cobctBennoil nestensHOoCTH CTaHUCITABCKUNA TTPEUIOKII Psii KOHKPETHBIX OMPEIeIICHUH STHX
TEPMUHOB, M, CJIEJIaB 3TO, OBICTPO M30aBWIICA OT HUX B IOJb3y MPAKTUUYECKUX HCCIIETOBAHHIA.
CoOctBeHHblif oTuer CTaHMCIABCKOTO O BBOJHOM 3aHSTHH, IIOCBSILEHHOM MeMNOpummy,
HAa4YMHAETCs CO 3HAKOMCTBA CO CIOBAPHBIMU OIIPEACICHUAMU TEMIIA U PUTMA:

«Temn ecTb OBICTPOTA YEPEIOBAHUS YCIOBHO MPHUHATBHIX 3a E€AWHUIY OJUHAKOBBIX
JUIMTEIIBHOCTEN B TOM WM IPYTOM Pa3Mepey.

28 Vakhtangov, 1914, in Andrei Malaev-Babel, ed., The Vakhtangov Sourcebook (Abingdon Oxfordshire: Taylor &
Francis, 2011), 186-7.
*Ibid., 187.
3% patrice Pavis, Analyzing Performance: Theater, Dance and Film (The University of Michigan Press, 2003), 145-6.
31 :

Ibid., 156.
** Sharon Marie Carnicke, Stanislavsky in Focus, 2nd ed. (Oxon: Routledge, 2008), 226.
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«Pumm ecTb KOJIMYECTBEHHOE OTHOUIEHUE JACHCTBEHHBIX JIUTEIBHOCTEN (ABUKEHUS, 3BYKA)
K JUIUTEJIbHOCTSIM, YCIOBHO IIPUHATHIM 34 €MHHUILY B ONPEICIICHHOM TEMIIE U pa3Mepe»33.

CoBeplilleHHO COMB CTYIEHTOB C TOJKY, OH 3aT€M JaeT MOHAThb, YTO TaKUE€ ONPEIECIICHUS MaJlo
4YeM MOMOTYT UM Ha 3TOW cTaguu paboTel. BMecTo 3TOro oH mpeimonaraer, 4To UM Jiydmie ObUIo
MOAXOJIUTh K 3THUM TEPMUHAM IOCPEACTBOM IIPAKTHUUECKOIO HCCIIEIOBaHMS, «CBOOOAHO» M «C
JIETKUM CEPALIEM» UIpasi C memMnopummom, IoA00HO NETSIM, UrparoliuM ¢ urpymkoil. Iocae atoro
YYEHHUKHM HaUYMHAIOT OTOMBATh PUTM Ha CTOJIAX, Pa3bIrPhIBAIOT UMIIPOBU3ALIMH 10/] AKKOMIIAHEMEHT
METPOHOMOB, MMMAHUHO M SPKUX OTHEeW pammbl, a CTaHUCIABCKUI HACTAWBAET: HY)KHO «... 3a0BITh
CLIEHUYECKHE ONPE/ICICHHS U IPOCTO HIPATh C PHTMOMY .

XOTS C TOYKHM 3pEHHUs] TEOPUU Takas JABOWCTBEHHOCTb MOXXET OBITh NPOOJIEeMaTHYHOW, B
MPAKTUYECKUX KOHTEKCTAaX IMEIaroTHKH, PETEeTHUIMKA M UTPHl B CIEKTaKiIe Takoe pazHooOpasue u
rHOKOCTh TPAaKTOBOK HEHM30€XKHBI M 3a4acTyl0 HeoOXonumbl. Benp HeCMOTpst Ha TO, 4TO PHUTM
HEPEAKO XapaKTepU3ylOT KaK BPOKIECHHOE M YHUBEPCAJIbHOE CBOMCTBO YENIOBEKA, KaxKJas
JUYHOCTh, aHCaMOJIb, CHEKTAaKJIb WM OKPYKEHHE TPHUHOCAT C COOOW yHHMKaIbHBIA HAOOp
PUTMHUYECKHUX MPEACTABICHUNH M BOCHPUATHH. BmecTo TOro 4roObl CBOAUTH 3TU TEPMHUHBI K
OJIHOMY OIIPEACIICHUIO, B O3TOM CTAaTbe MbI IIONBITAEMCS PACKPBITh 3TH HIEU U H3Y4UTh
pazHoOOpa3HOe WX TPUMEHEHHE B paMKax NpakTUKu CTaHUCIABCKOTO, TJE€ MBI MOXXEM
paccMaTpuBaTh UX KaK COBOKYITHOCTb PUTMUYECKHUX ITPUHIUIIOB.

(I)opanOBalme TEMIIOpUTMAa

XOoTs MHOruMe acnekTbl TeMIa M pUTMa MPUCYTCTBOBAIM B Kapbepe CTaHHCIABCKOIO
U3HAYaJIbHO, OBLJIO BBICKA3aHO MPEATNOIOKEHUE, YTO Pab0Ta UMEHHO HAJ MeMnOopUmmomM Hadaaach
B cryauiHOM mnpaktuke CraHucinaBckoro jeroM 1925 r. To, uyTo mnoHayandy BBIMVIAJEIO
«aKTePCKUMH YIPAKHEHUSIMHU Ha (PU3MUECKUE ICHCTBUS», CO BPEMEHEM CTajio MPEBPAIIAThCS B
JanbHEeHIe METOIbl MPAaKTHIECKOTO 00YUYCHHS; KpOME TOT0, IIjIa paboTa HaJl MPUMEHEHHEM THX
METOJIOB B CHIEKTAKJIE .

Takas pabora Bo3HMKIIA W3 3aHATHI CTaHHCIABCKOTO IO MOATOTOBKE OMEPHBIX MEBIOB (0 HUX
YIOMHUHAETCS Kak 00 akrepax-nesiax) B OnepHoit cryauu bosbmoro teatpa ¢ 1918 r. DTOT onbIT
IIPUBEJI K ITIOHUMAaHUIO MeMNnopumma «...He KaK 4ero-To OTIEIbHOI'O WM BCIIOMOTaTEIbHOIO I10
OTHOIICHHIO K JCHCTBMIO, HO KaK KIIOYEBOTO acleKTa camMoro aeiictsusly *°, ©u 3T0
CBUJICTEJILCTBYET O TOM, YTO AaKLEHT MepeMEecTWiICs C paldoThl, B OCHOBHOM CBSI3aHHOM C
GHYmMpeHHUM  TIEPSKUBAHHEM aKTepa, Ha MPAKTHKY, COCPEIOTOYCHHYI0 Ha «(PU3NIECKOM
NEHCTBUM» W UCHONb30BaHUU e6Hewrell GopMbl. Korma BaxranroB mnwmcan o0 HW3MEHEHHSX,
MPOUCXOAUBIINX B CTy UM CTaHHUCIIABCKOTO B TO BPEMsi, OH OTMEYaJl CIeAyIoIIee:

«/lo aTOroO BpeMeHH cTyus, BepHas yueHHI0 CTaHUCIIaBCKOTO, YIIOPHO CTPEMUIACH OBIIA/IETh
MacTepCTBOM BHYTPEHHEIO OMbITa. Temnephb CTyAus BXOIUT B NEPUOJ MOUCKA HOBBIX (OPM,
OCTaBasiCh BEpHOU ydeHnto CTaHUCIABCKOTO, OOPALICHHOTO K IMOMCKY BBIPA3UTENbHBIX (HhopM
Y YKa3bIBAIOIIETO CIIOCOOBI UX JIOCTHIKEHUS (JbIXaHUE, 3BYK, CJIOBA, (Ppa3bl, MBICIH, KECTHI,
TEJIO, TUIACTUYHOCThH JBIXKCHHS, PUTM — BCE 3TO B 0COOOM, TeaTpaJbHOM CMBICIEC U Ha
BHYTPCHHEH, €CTECTBEHHOM OCHOBE)»” .

33 Stanislavski, An Actor’s Work, 463.

**1bid., 464.

%% Gordon, The Stanislavsky Technique, 196.

*® Rhonda Blair, The Actor, Image, and Action: Acting and Cognitive Neuroscience (Oxon: Routledge, 2008), 32.
37 Vakhtangov, 1921, cited in David Allen, Performing Chekhov, 1st ed. (London: Routledge, 1999), 72.
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CraHHMCIaBCKUI MPOJOIDKAN HMCCIENOoBaTh PUTM B CBOEH paboTe Hal omepaMu U JPYyTUMHU
MOCTaHOBKaMU B My3bIKaIbHOM cTyiuu MOCKOBCKOTO XYI0’KECTBEHHOTO TeaTpa (¢ okTsiops 1919
r.)*". XKaun BeHeneTTH Ommcan ynpaxHEHHs, BBIIOTHsBIIHECS B 1935 — 1938 rr., 4To AaeT Ham
BO3MOKHOCTh TO3HAKOMHUTBCS C TEMHU CIIOCOOAMU, KOTOPBIMH MeMNOpUmM CTajl UCIIOIb30BaThCS B
Gonee nosaueii gesTenbHOCTH CTAHMCIABCKOrO . BeHENETTH NenuT 5Ty paboTy Ha CiieIyrolue
LIECTh KaTerOpHUil:

* DBnemnue TeMnopuTMbI

* BimsHue BHEIIHUX TEMIIOPUTMOB Ha COCTOSIHHE yMa

* BHyTpeHHHE TEMIIOPUTMBI

* BumsHue cocTosiHHE yMa Ha BHELIHUE TEMIIOPUTMBbI

* [IpotuBopeuamue Apyr Apyry BHyTPEHHHE U BHEIIIHUE TEMIIOPUTMBI
— Memnsromuecs TEMIIOPUTMBL

Crnenyrolye npuMepbl J1EMOHCTPUPYIOT IPUMEHEHUE 8HYMPEHHE20 U 8HEUHe20 MeMnopumma Kaxk
KJIFOUEBBIX MEXaHU3MOB B M€IarOTMYE€CKOM U PENETUIIMOHHOM nporiecce CTaHUCIIaBCKOTO.

anamnenml HA BHEIHMIi TEMIIOPUTM:

B 3Tux ynpakHEHMSX y4aCTHUKHM HAaYMHAJIW C TOTO, YTO YYWJIMCh OTME€YaTb PUTM, a IOTOM
JeIUTh €ro: Ha IOJOBMHBI, YETBEPTH, BOCHMYIIKH, IICCTHAAIATHIC M TPHALATH BTOPHIC .
VY4YacTHUKOB TaKX€ yYWJIM OTOMBATH Pa3IMUYHBbIE PUTMHUYECKUE IIAOIOHBI M BBIOIHATH 3aaHUS
(Hanmpumep, NojaBaTh HAIMTKUM WM HAKIAJAbIBaTh I'PUM) IOJ NPEAIUCAHHBIA UM mMEeMHOPUMM.
Korga cTyaeHThl BBINONHSIM 3TH YNPaKHEHHs, UM PEKOMEHJOBAIOCh HAOMIONATh 332 CBOMMH
IMOLUSAMH, NPednazaemMblMu 0OCMoAmMensCmeamuy 1 onpagoanuem, BOSHUKABIIUMU U3 IIEPEMEH BO
GHeWHeM memMnopumme 1 aCCOLMUPOBABIIMMUCS C HUMHU. DTa paboTa M3HAYAIbHO BBINOJIHAIACH
10 aKKOMITAHEMEHT METPOHOMOB, KOTOpPbIE BIIOCJIEACTBUN OBUIM y/aJeHbl. B 3TOT MOMEHT akTepoB
o0y K27l IOMHUTH O COOCTBEHHOM YYBCTBE «OE€3MOJIBHOTO PUTMAa» MIIH «BHYTPEHHETO ITYJIbCAY.

CrTyneHThl TaKKe MCIIONHSUIN pa3iIMyHble 1eHCTBUS, [T0CIEI0BATEIbHOCTh KOTOPBIX OblIIa CX0Xka
C MYy3bIKQJIbHON NIAPTUTYPOU: AEUCTBUS BBIIIOIHUIMCH HA IIPOTSYKEHUN OIIPEIEIEHHOTO KOJINYECTBA
yAapoB U B 3aJaHHOM Temriie. [IoTOM y4eHMKHM NEPEXOAWIM K BBIIIOJHEHHMIO 3TUX JECUCTBUH C
MEHSIOLIUMCS TEMIIOM U Pa3MepoM, IIOCJIE YEro aHaJIU3UPOBAIM OIBIT, IIOJIyYEHHBIM B PE3yJIbTATE
IIepEMEH BO BpeMeHH. beHeneTTu faer cieayonui IpumMep NapTUTYPbl ABUKEHUN U1 3aHATHH CO
cTyaeHTaMu: "

«/[ewicTBus (B paszmepe TakTa 4/4). 3apuxcupyiTe TeMil.
Bosbmure kaury — 2 ynapa. Otkpoiite ee — 2 yzaapa.
[Ipouuraiite crpanuny — 4 yaapa.

IlepeBepHute cTpanunyy — 1 ynap, unraiite — 3 yaapa

*¥ Briocrenctsuu cryaus crama OnepHoii cryaueit Cranuciasckoro (¢ 1924 r.), motom «cryaueii-rearpom» (¢ 1926 r.)
U, HaKoOHell, | ocynapcTBeHHBIM ONepHBIM TeaTpoM UM. CtanuciaBckoro (1928-38). PykoBoACTBO OMEPHBIM T€aTPOM
no3aHee ocymecTBist Meitepxomnba (1938-9).

3% Jean Benedetti, Stanislavski and the Actor: The Final Acting Lessons, 1935-38, Re-issue (Methuen Drama, 1998),
80-86.

“1Tbid., 81.

*! Tono6HbIe yIpakHEHNS MOXKHO YBHACTH B MpaKTHKe Meiiepxobaa Toro xe Bpemenn (Leach, 1993, p.114), a taxxe
B IleJIaroruyeckux Meroankax ['poroBckoro B Hauane 1960-x rr. (Barba, 1965, p.132).
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o 42
3akoHuUuTE YUTaTh — | yaap, caymairte — 3 yaapay .

Ora «mmapTUTypa» JABW)KEHUH Jajla UCIHOJHUTENSAM BO3MOXKHOCTb MCIIBITaTh BO3JIEHCTBUE,
KOTOPOE 6HeWwHUll memMnopumm MOT OKa3aTh Ha HMX OSMOLMHU, MEHSS NPUBBIYHBIN CHOCO0
WCIIONBb30BaHUS pUTMA. Takue YyNpaKHEHUS TakKe MNPEOCTaBUIM UM YETKUE MEXaHU3MBI,
MOCPEICTBOM KOTOPBIX MOXHO ObUIO pa3BUBATh MOHMMAHHUE PUTMA CLIEHBI U BOCIIPUUMYHUBOCTH K
HEMY, a TaKX€ PACCUMUTHIBATH MO BPEMEHU U MHTECHCUBHOCTU TE€ WJIM HUHbBIC JCHCTBUS B paMKax
MapTUTYPHI.

Bonbmiast yacte 3T0il pabOTHI MOKA3bIBAET KPETIKHE CBSA3HM MEXKIY COBPEMEHHBIMU HAYYHBIMH U
KyJIbTYPHBIMU TEOpHUSIMH, KOTOpble Mbl oOcyxjaanu Bbime. llpemnoxenHoe CraHuCIaBCKUM
COOTHOILICHUE MEXIY 6HYMPEeHHUM TIEPSKUBAHUEM U 6HewHUM (HU3NIECKUM HPOSIBICHUEM SBHO
OTCBIIAeT Hac K TeopusiM Pubo u ByHara, mOCBSIIEHHBIM PUTMY U 3MOIMH, PABHO KaK M TEOPUHU
[TaBnoBa 00 «ycnoBHBIX pediekcax». Onupasch Ha Takue uaew, CTaHHUCIABCKUW BUICT BO
GHEWHeM memMnopumme HaACKHOE CPEACTBO, IO3BOJIIOIICE IMOIYYUTh JOCTYII K BHYTPEHHEMY
OTBITY HCTONHUTENSA. Pexxuccep momaran: «[3TOT] BHEMIHMH (U3WYECKUH PHUTM HEMPEMEHHO
MPOOYAUT COOTBETCTBYIOIIMI BHYTPEHHUIH PUTM YyBCTBA, OLUTYIIICHUI . Takum o0pa3om, BMECTO
TOr0, 4TOOBI MOMBITATHCS HAMPSMYIO BOCIPOU3BECTH 3MOIMOHAILHOE COCTOSHHE TEpPCOHAka Ha
CIIEHE (YTO CYMTAJIOCh HEHAJEKHBIM ITOAX0JJ0M), UCTIOIHUTENIEH MOOYXJaiu paboTaTh C pUTMaMHu
¢bu3nvecKkux IeHCTBHA, 9TOOBI CTUMYJIMPOBATH WIIN «BHIMAHHUBATHY MCKOMBII SMOIIMOHATILHBIN HITH
BOOOpa)kaeMblil OIIBIT IOJJOOHO TOMY, KaK 3TO JI€Jat0T C IOMOIIBIO HAXKUBKHU.

Ha penerunusx, enewrnuti memnopumm jnaBan CTaHHCIABCKOMY IIOJE3HBIA MHCTPYMEHT IS
dbopmHupoBaHUs JUHAMUKU CIEHBL. Bo Bpemsi paboThl Haja cueHoi obena B «MepTBBIX IyIIax»
(1931) macTep pekoMeEH10BaI aKTEPAaM UCIOIb30BaTh IECTh PA3HBIX PUTMOB:

«Put™m 1 — THXHE Pa3rOBOPHI; FTOBOPAT HETPOMKUMHU, OapXaTHBIMU T'OJIOCAMHU.
Putm 2 — I'onoca craHoBsITCSA 4yTh 00Jiee BHICOKUMU.

Putm 3 — Tomoca craHOBsTCS emie 0ojee BBICOKHMMH, a TEMIT YCKOPSIETCS; CIIyIIaTelIn
HAaYMHAIOT MPEPHIBATH TOBOPSIIHX.

Putm 4 — T'onoca eme BeIie, TeMi — 001ee OBICTPBIA M OTYACTH MPEPHIBUCTBIN; CITyIIATEITN
0oJbIIIe HE O0paIalOT BHUMAHUS Ha CJIOBA TOBOPSIIETO, & TOJBKO CTAPAIOTCS €0 MepeOUTh.

Putm 5 — I'octu o Goblieii yacTu TOBOPSAT OJHOBPEMEHHO; TOJIOCa OYEHb BBICOKHE, PUTM
CKauyIlMi U CHHKOIIMPOBAHHBIN.

Put™m 6 — camblii BBICOKUI YpPOBEHb 3ByKa U MaKCUMaJIbHOE CUHKOIIMPOBAHUE; HUKTO HUKOTO
o 44
HE CJIyIIAeT; KaXXAbli CTapaeTcsi, YTOOBI YCIIbIILIAIN €T0» .

31ech MBI BHJIUM, YTO INPUMEHIIOCH OoJiee MIMPOKOE 3HAYCHHWE PUTMA, MOJpa3yMeBaBIlIee TaKue
acIIeKThl KaK TEeMII, CHHKOIIMPOBAaHUE, TUHAMUKA, BBICOTa TOHA, KOHTPAMYHKT U TeMOp. B stom
Cllyyae TEpPMHMH PUTM OTHOCHUTCA KaK K HHJIMBHUIYaJbHBIM YacTsM, TaK U K BO3HHUKAIOIIEMY
HHEPreTUYECKOMY COCTOSIHUIO WIIM TPYIIIIOBOM TWHAMHKE BHYTPH CLIEHBI, @ 3TOT HaOOp TOJIKOBAHUI

Kyaa mumpe, 4€M TOT, YTO OBLI JaH BBIH_I€45.

42 Benedetti, Stanislavski and the Actor, 82.

* Konstantin Stanislavski and Pavel Rumyantsev, Stanislavski on Opera, trans. Elizabeth Reynolds Hapgood (London:

Routledge, 1998), 100.

4 Toporkov, Stanislavski in Rehearsal, 146-7.

* MMonobHsre npumepsl HaxoauM B Tekcte Hoppuca Xayrona «MockBa penetupyer», Ilie OH OIMCBIBAET PUTMUYECKYO
mkairy ot 1-10, koTopasi, o ero HabJII0JeHUAM, HCIIOIb30Baach Ha peneTuiusax Crtanuciaasckoro B 1934-5 rr. Illkana
HCIIOJIB30BANACh AJIS TOTO, YTOOBI 3a1aTh PUTM M YPOBEHb SHEPTHU: PUTM 1 OBLT pUTMOM €Jie )KHBOT'O YEI0BeKa,
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YnpakHeHHs] HA BHYTPEeHHUI TeMIIOPUTM:

Korna ydyenuku oOpesnu 0a30oBble NPEICTaBIECHUS O gHeuinem memnopumme, CTaHHUCIABCKUN
Hayvaj J1aBaTh YIPAXKHEHUs, BKIIOYAIONIME B ce0s PUTMUYECKUN (DEHOMEH, HaXOISIIUICS BHYTPU
Tena. JTU YNpaKHEHUs OCHOBBIBAIMCH HA CIICAYIOIIEM IOJIOKEHUU: «...y YyBCTB U MbICIEH el
COGCTBEHHBIE TEMIIOPHTMBD) **. B COOTBETCTBHM C NpHMEpaMH TEMIIA, JAHHBIME BaxTaHroBbIM,
YYaCTHHKHM JTHX YNPOKHEHWHA MPEACTaBISUIM ceOd B CaMbIX pa3HBIX Hpeodnacaembvix
obcmosmenvcmeax. Hanpumep, «...TeMHash HOYb, IyCTas YJHIA, BBl CIBIIIUTE HPUOIMKEHUE
maros»”’. B To e camoe BpeMs y4aCTHHKAM 3a/aBajli HACTABICHHE, 4TOObI OHH HAGIIOIATH 3a
TEM, KaK 3TH 00CMOoAmenIbcmea MEHSIOT UX ONBIT BHYTPEHHUX OHOJOTHMYECKHUX PHUTMOB, B TOM
qHClIe — JbIXaHUs U CepALeONeHMSL.

Penerupyst «PactpatunkoBy» (1928), CraHucnaBckuii KOMMEHTHPOBAI MO3y akTepa, T'OBOPS:
«BBl cTouTe B HENPAaBUIBLHOM pPHUTME!» ”, [Tpumep, npennoxeHHbld CTaHUCIABCKUM B 3TOM
ciydae, OblT BOT KaKMM: YEJIOBEK CTOUT C MAJIKOM HAroTOBE, B OXXHMIAHHUU IOSIBICHUS MBI, OH
rOTOB HaHecTH yxaap B 000l MomeHT. I[locpencTBoM BooOpaxkaeMoro npediacaemoco
0bcmosmenbcmea «KadecTBO» I03bl akTepa MEHsuoch, W CTaHUCIABCKUN OMMCHIBANl 3TO KaK
[IEpEMEHY PUTMA.

Ecmu enewnuii memnopumm JIOBOIBHO IIPOCTO OMNMCAaTh IOCPEACTBOM PHUTMOB BHELIHHMX
JBIDKCHUHN, TO KOHLEILHUS 6HYMpeHHe20 meMnopumma OTHOCUTCS K MEHee OIlyTUMOMY U Oolee
3araJloyHoMy HaOOpy (EHOMEHOB, TaKMX KaK HHEPreTH4ecKOoe WM JUHAMUYECKOE COCTOSHUE
4eJI0BEKA.

Mpl MOXKeEM TakKe MOIY4YUTh IPEACTaBICHHE 00 ITHX ACIEKTaX, €CIM IOCMOTPUM Ha TO, Kak
CraHMCIaBCKUM CBA3BIBAL BHYMPEHHUU pumm C TOHATHEM Hpanbl. DTO TOHATHE, KOTOPOE
peKuCccep M Menaror HasbIBall «KM3HeHHOW sHepruei» (White, 2006, p.80), yxoauno KOpHAMHU B
MHAYUCTCKYIO Quiocouio U mpakTUKy Horu. OnuckiBas ynpakHEeHHsI HA PUTMUYECKOE JIbIXaHHUE,
UCIOJIb3YEMBIE JUISl «IIOJTYUYEHUs» nparvl, CTaHUCIABCKUI HACTaBJIsIL:

«...4TOOBI IOYYUTH OOJIBIIIE TIPAHBI, BAOXHUTE — 6 yIapoB cep/iia — BBIIOXHUTE; 3 ynapa
cepaia — 3ajepxute abixanne. JJoseaute 310 10 15 yaapos cepamay *.

Takue ynpakHEHUS BUACIHCH KaK CIIOCO0 NanbHEHIIeld padoThl Haj BBHIPAOOTKON BHYTPEHHETO
pUTMa y HUCHOJHMUTENS U KyJbTHUBALUEH Oojee 3HAYMTENbHOM KOHIEHTpAalUuu BHUMAaHUA. 371€Ch
MPEIoiIarajioch, 4T0 PUTMBI JBIXaHUS, CEPALEOMEHUs, KOHIEHTPALUU M SMOLUHU HEPa3phIBHO
cBsA3aHbl, IpuueM CTaHUCIABCKUM YTBEpXkJAaj, 4YTO CIIOKOMHOE JIbIXaHHE COOTBETCTBYET
«3JI0pPOBBIM MBICIISIM» U «...JIETKO JIOCTUTAa€MOM KOHLIEHTPAIMI», @ HEPOBHBIH PUTM JbIXaHUS OBLI
CBSI3aH C «HECTIOKOWHOW AyIIOH, [...] OOJE3HEHHBIMH OIIYIIEHUSMH M HETMPEMEHHO MOJIHBIM
OTCYTCTBHEM KOHLICHTPALIAMY .

IIpana v enympennuii memnopumm napani CTaHUCIABCKOMY Ba)XKHBIC CBSI3H MEXKIY MBICIBIO U
AMOIIHMEH, a TAKXKEe CIIOCO0 yBSA3aTh BOOOpAKECHHE/ TIEPEKUBAHUE Npediacaemo2o 00CmosImeibcmeaa

PHUTM 5 OBUT HOPMAJIBHBIM, @ OTMeTKa 10 03Havana KpaiHIO CTENEHb 0)KUBJICHHS, TPAHMYAIIYI0 C TOTOBHOCTBIO
BBINPBITHYTH U3 OKkHa (1936: 61).

46 Benedetti, Stanislavski and the Actor, 83.

“7 Tbid.

48 Toporkov, Stanislavski in Rehearsal, 62.

* Stanislavski cited in R. Andrew White, “Stanislavsky and Ramacharaka: The Influence of Yoga and Turn-of-the-
Century Occultism on the System,” Theatre Survey 47, no. 01 (2006): 83.

%% Konstantin Stanislavsky, Stanislavsky: On the Art of the Stage, trans. David Magarshack, 2nd ed. (London: Faber &
Faber, 1967), 143.
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¢ ¢u3HoNorNelt TeIeCHBIX PUTMOB (JIbIXaHUs, cepaieOnenus, xona meicieii). [locpeacTBom paboThl
c enympennum memnopummom, CTaHUCIABCKUM OOBEOUHSAT PUTMHUECKHE IPUHIUIBI
MOJICPHUCTCKON HaykH, Quiuocopun HOrM U BOCHUTAHUS aKTEpa B TEOPETHYECKYI0 U
NPAaKTUYECKYI0 KOHCTPYKIMIO, TO3BOJSBIIYI0 YYacTHHKaM IIO3HATh CBOE BOOOpaXXeHHE,
(U3MOIOTHIO U MUDP BOKPYT MOCPEACTBOM MPUHIUIIOB pUTMA U Temra. [IepeKnKasch ¢ TeOpUsIMH
Bynnra u Pu6o, 3necs putM, sMonus U BOOOpa)keHHe ACWCTBOBAIM B PaMKax IMCUXO(U3NIECKOTO
KOHTHHYYMa, IJI€ 6HYMPEeHHUl U 6HeUHUL MeMnopumm BOCIPUHUMAIOTCA KaK €IMHas CUCTEMA.

KOHTpaCT MEXKIY BHYTPEHHHUM M BHCIIHUM TEMIIOPUTMOM:

«BHemHu MenIeHHBIH TEMIOPUTM MOXKET IPOTEKaTh OJHOBPEMEHHO C 0oiiee OBICTPHIM
BHYTPEHHUM WJIUM HAa000poT. IOddekr oT ABYyX KOHTPACTHPYIOUUX TEMIIOPUTMOB,
CYLIECTBYIOIIMX Ha CIEHE OJHOBPEMEHHO, HEM3MEHHO NPOHM3BOIUT Ha IMyOJIHMKY CHIBHOE
BIICUATIICHHEY .

Ecimu 0 éuympennux 1 6HewHux acCeKTax 4acTo TOBOPSAT KaK O YaCTU KOHTHHYYMa, CYIIECTBYET
MHOI0 IPUMEpPOB TOro, kak CTaHMCIABCKMM M €ro CTYJIEHThl CTapaJIUCh CO3[aTh MEXAYy HUMU
KOHTpAcT, 4TOOBI JOCTHYB OOJIBIIEH CI0KHOCTH 00pa3a M CO3aHUs APAMATUIECKOTO HAITPSKEHUSL.

Axrtep u nesen [laBen PymsiHueB BcriomuHaer, 4yto, Korna oHu co CTaHHMCIAaBCKMM palOoTaiu
HajJ co3gaHueM (U3NYECKOW MTapTUTYpPhl €ro JEeHCTBUH Ha CIIEHE, BO3HHK BOIPOC: «...KaK
COOTHECTH PUTM BHEUIHETO JBMKEHHUS C BHYTPEHHHUM PUTMOM uyBCcTBa». OTBeT CTaHHCIABCKOIO
661 mpocT: «OHH MOTYT COBNAZaTh MM HeT» . CTAHMCIABCKUI OOBACHAN 3Ty KOHIEIILHIO,
BBIIBUTasl CJIEIYyIOIIEE MPEAIOJIOKEHNE: IEPCOHAXK, YETKO ONPEICIIUBIIUICS B CBOMX MBICISIX U
JEUCTBUSAX, TOJDKEH 00JIaaTh OJHUM, «JIOMUHUPYIOIIUMY» memnopummom. Ho B ciaydae, ecnu y
MEePCOHAXKA «PEIIUMOCTh OopeTcst ¢ comHeHneM» (CTaHHMCIaBCKUN TPUBOIUT mpumep ['amiera),
JOJDKHO OBITh HECKOJIBKO PUTMOB, paboTaroniux 00K 0 00K M MPOTHBOMOCTABICHHBIX IPYT APYTY.
Oto OBUT HE TOJBKO A(PQPEKTHBHBIA MeXaHH3M CO3JaHHUS APAMATUYECKOTO HANPSHKCHHS, HO
CUMTAJIOCh TAaKXe, YTO OH IO03BOJUT MWCIIOJIHUTEN0 J00UThbCS 0o0Jiee BBICOKOIO KayecTBa
IPUCYTCTBHA» .

JlanpHele mpuMepsl 3TOr0 MOXXKHO HaWTH B pabote CraHuciaBckoro Haj omepoil «bopuc
I'ogynoB» (1928). 3pecp CraHMCIAaBCKMII HAcTaBisAJd HUCIHOJHUTENEH, 4YTOOBI OHM COYETAIU
ME/UIEHHbIE PUTMbl UX BHEUIHMX JBWKEHUN U IEHHE C OBICTPHIMH PUTMAMH BHYTPEHHETO
cmsTenus. Pexxuccep u nmeparor oObsCHL:

«Bpl 1moere YeTBEPTHBIMM HOTAMH, HO BHYTPU Yy Bac IIyJIbCUPYIOT BOCBMBIE WIH
mectTHaauaTeie. He Hy)KHO MHTEpIpPEeTUpPOBaTh 3TOT PUTM BHEIIHUM 00pa3oM, MOCPEICTBOM
JKECTOB. BBl TOMKHBI HAWTH PUTM CBOMX 4yBCTB. Kak ecnu Obl BHyTpH y Bac ObLII METPOHOM.
OnHO JABM)KEHHE TOTOBO CMEHUTHCS HECKOJbKUMH YCKOPEHHBIMM; LIEJIbIE HOTHI T'PO3SITCS
pa30ouThCST HAa TpUALATh BTOpble. TOJNBKO coueTass Ball OBICTPbI BHYTPEHHUH PUTM C
ME/IJICHHBIM BHEIIHUM PUTMOM, BBl CMOXKETE IPEBPATHTh THXYIO CIEHY B OypHYH. OTO
ClOKHAs paboTa, HO €CITH BbI CMOXKETE 3TOrO JJOCTHYb, Ha CIIEHE BaM BCETJIa ByJIET JIerko .

! Michael Chekhov, To the Actor: On the Technique of Acting (London: Routledge, 2002), 75.
>* Stanislavski and Rumyantsev, Stanislavski on Opera, 312.

53 Stanislavski, An Actor’s Work, 479.

>* Stanislavski and Rumyantsev, Stanislavski on Opera, 312.
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My3LIKaJILHbII>'I SA3BIK PHUTMHYCCKOI'O BBIPAXKCHHUA W TCEMIIA, B COUYCTAaHHU C ONPCACIICHHUCM
TEPPUTOPUU  «BHEIIHETO» M «BHYTpPEeHHEero», naBan CTaHHCIAaBCKOMY MOIIHBIA  Habop
MHCTPYMEHTOB JUISl CO3JaHHMS HOBBIX YPOBHEH CJIOXHOCTH Ha clieHe. UTOObI MCIONHUTENh MOT
OCYILIECTBUTH MAPTUTYPY, NOJOOHYIO 3TOH, eMy TpeOOBaJIIOCh HE TOJBKO TEXHUYECKOE MOHMMaHUE
puT™Ma, HO, YTO CIIC Ooiee BaXHO, BOCIPUHUMYHUBOCTb K OTHOLICHUAM MCK/JY BHYTPCHHUM OIIBITOM
Y BHEUIHUM BBIPA)KEHHUEM, a TAKXKE BO3MOYKHOCTb HACBITUTh 3TO CJI0KHOE OTHOILLIEHUE YOeXKIeHuEM
U IIPOCTOTOM.

OnHa U3 CUIBHBIX CTOPOH, MPUCYIIUX PUTMY, — €0 CIIOCOOHOCTH WHTETPUPOBATH MHOXKECTBO
acIIeKTOB, MOPOW MPOTHUBOpEYAIIMX APYr IPYry, B €IUHYI0 CHHXpPOHHYIO cucteMy. OpkecTtp,
OpraHM3M, COJIHEYHAsl CHUCTEMa, IKOCHUCTEeMa — KaXKAblH U3 3TUX MPOLIECCOB OOpPETaeT €IUHCTBO
MOCPEJICTBOM PUTMHUYECKUX B3aUMOOTHOILICHHH, TO3BOJIAIONIMX MM COCYILIECTBOBaTh WIIU
MPOU3BOJUTH OIIYIICHHE €IWHCTBA BHYTPH OOIIMX BPEMEHHBIX paMOK. OTa CHOCOOHOCTh
BceoOBeMIIoIEell croxHocTH nomMorana CTaHUCIIABCKOMY M €r0 HCIIOJIHUTENSIM JOOMBAThCS Ha
CIICHE MHOXKECTBA JIOTOJHSAOLINX APYT Ipyra ¥ KOHTPACTHPYIOMUX APYT C JPYrOM PUTMUYECKHUX
HNapTUTYpP; UHOT/IA y LIEJIOT0 aHCAMOJIS WIIM OTJCJIBHOTO HCIOIHUTENS BO3HUKAI 8apbUpYIOUULCS
memMnopumm.

Ha wncnonp3oBanne CTaHMCIABCKUM MHOXECTBEHHBIX MEMHOPUMMOE B YACTHOCTU IMOBIMSIIN
98pumMuyecKue TIEAArOTHUECKUEe TMpPaKTHKH, pa3pabareiBaembie JKak-/lanbkpo3om. Takue
METOAMKHA TMOAXOAAa K TPEHUHTY pUTMAa U JBUKCHHUS OTKPBHIBAIA HOBBIM TMOTEHUHAN IS
COCYIIIECTBOBAHUS MOJUPUTMHUUYECKOTO JBMIKEHUS U TOJIOCOBOTO CIIEKTPA KakK JUJIsl OJHOTO aKTepa,
TaK U JUId IPyIIbl aKTEPOB Ha CLICHE.

IBPUTMHUS U NOJTUPUTM

B crpemieHnn yaydmuTh y CBOMX UCHOJTHUTENEH (HU3NYECKYI0 KOOPAMHAIIUIO U CIIOCOOHOCTH K
putMmy, CTaHHCIAaBCKMI 0OOpaTwics K 28pummuu, W 3Ta paboTa Jierja B OCHOBY MHOTHUX €ro
YOPaXHEHUH Ha 6HewHull memMnopumm, T03BOJUB €My CO37aBaTh CJIOU MHOXXECTBEHHBIX PUTMOB
BHYTPH OJHOTO criektakys . Yxe B 1911 r. Cepreit BoNKOHCKHIA, OMH U3 BEIYIIMX AMONOIETOB
sspummuu B Poccun, npenogasai B MockoBckoM XyZ0KEeCTBEHHOM Tearpe u OmnepHoil cTyuu, a
opat CranucnaBckoro Bragumup AnekceeB Ben 3aHITUS 110 26pummuu B 1920 — 30-x 1T.

Ecnmu TpamunmoHHOE eBporeiickoe o0ydeHHWe PUTMY U JIBIDKEHUIO OBUIO COCPEIOTOYEHO Ha
OTJENBHBIX JIMHUAX PUTMHYECKOTO BBIPAKCHUS WM HAa OOBEIMHEHHBIX JBIKEHHUSIX OOJIBIINX
rpymnm, Meron JKak-/lanbkpo3a CO3HATENbHO CJEAOBAN MOJIHMPUTMHUYECKOM CTPYKType. ITO
CO3/1aBaJI0 HOBBIC BO3MOXKHOCTH ISl KOMITO3UTOPOB, XOpeorpadoB U peKHCCepPOB, CTPEMHUBIIUXCS
WCIIOJIb30BaTh CJIOKHOCTh MOJUPUTMA B MY3bIKE, TaHIE U Teane56. Ilo omumcanHusiM 3aHATHH,
koropbie XKaxk-Jlanbkpo3 Ben B 1912 1., MBI MOXEM CYJUTh O HEKOTOPBIX METOJaX MOJIX0/1a K 3TUM
¢dbopmam momupuTMa:

«...OTOMBATh OJIUH M TOT K€ PUTM OOECUMU PyKaMHU, HO B COOTBETCTBHH C KAHOHOM, OTOMBATH
JIBA Pa3HBIX TeMIIa PyKaMH, TIOKa HOTH MApPIIMPYIOT B OJHOM HJIH JPYTOM, a MOXKET ObITh, U
TpeTheM put™me, Hampumep, pyku 4 3 u 4 4, a "Horu 4 5. Kpome TOro, CymecTByrOT
YOPaKHEHUS, TTO3BOJISIONINE PA3ACIUTh 3aJlaHHBI BPEMEHHON OTPE30K OJHOBPEMEHHO Ha

>3 Clark McCormack Rogers, “The Influence of Dalcroze Eurhythmics in the Contemporary Theatre” (Louisiana State
University., 1966), 127-30; Jean Benedetti, Stanislavski: An Introduction, Revised and Updated, 2nd ed. (Routledge,
2004), 68.

>® Erika Fischer-Lichte and Jo Riley, The Show and the Gaze of Theatre: A European Perspective (Iowa City:
University of lowa Press, 1997), 7.
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HECKOJIBKO 4acTeW, HalpuMep, Ha NPOTSHKEHUM TakTa 8 6 oJHAa pyKa MOXET yIapUTb TPU
pasa, BTOpast [IBa, a HOTH — IIECTH» ~ .

XoTs 110 9TOMY TCXHUYCCKOMY OTUYCTY MOKHO HNPCACTABUTH CJIOKHBIN H, Ha HGpBHfI B3TJI1,
MexaHu4eckuil Habop aeiictBum, JKak-/lanbkpo3 HacTamBai Ha TOM, YTO 3Ta paboTa HE JOJKHA
BBIIMOJIHATBCA <«MCXaHHYCCKHUM CHOCO6OM», MMOAYCPKUBAJI BaAXHOCTH TOIO, 4TOOBI CTYACHTBI

«4YBCTBOBAJTH» 3TH PUTMBI, X IPH3bIBAT HX PabOTaTh B PACCIaOICHHOI I CIIOKOIHOM MaHepe .

BMmecre ¢ napyrumu nmpaktukamMu Tearpa TOM 3moxu, Takumu kak Komo m Meliepxoinbn,
CranuciiaBcKuid onupancs Ha MHOTUE acnekThl padoTsl Jlanbkposa. U Bce ke co BpemeHeM mnepen
BCEMHU TpeMsi MPAKTUKAMH TeaTrpa BCTal BOMPOC 00 A((EKTHUBHOCTH TPUMEHEHHS 38PUMMUU
HEIIOCPEACTBEHHO K aKTEepCKOW IpakThke. Komo, KOTOpBIM CTal HUCIHOJIB30BaTh 36PUMMUIO B
TPEHUHTE CBOEHW TPyMIbl, B KOHIE KOHIIOB, IMPEKpaTHJ 3Ty MPAKTHKY, [MOYYBCTBOBAB, YTO 3Ta
pabota ciumkom cienuuyHa, ¥ €CTh PUCK «...JJeTyMaHHU3AIMH akTepay ~ . CTaHUCIABCKHUM TaKKe
MOJIBEprajl COMHEHHUIO «MEXaHWYECKYI0» MPHUPOAY 3TOH pabOThl M TOBOPHUI O HEOOXOIUMOCTH
BHYTPCHHETO «OIPABIAHMUS» U «OCO3HAHMS» B PAMKaxX PaGOTHI C PUTMOM H ABIDKeHHeM' " . Jlaxe B
CaMOM 3JIEMEHTAPHOM TEXHUYECKOM yrnpakxHeHnd CTaHMCIaBCKUN HacTauBaj HA TOM, YTO HUYETO
HE JIOJKHO BBITIONHATHCS «B 00IIEM IIJIaHey, MPOCTO Pajy TOro, 4ToObl 0cBOUTH (hopmy. Bo Bpemst
CepUM YIPAXKHEHUHN JJIS pyK PEXKHUCCEP TOBOPHUIL:

«Ecau BbI IbITaeTeCh clienaTh KpaCUBOE JABM)KEHUE B IIPOCTPAHCTBE, UCIIONb3Ysl CBOM CJETKa

U30THYTBIE PYKH, @ IPU 3TOM Balle BOOOpPaXEHUE KPENKO CIMT, U BBl 3TOr0 JAaXKE HE
1

0CO3HAETE, TO BCE, YeM BbI yBJICUEHbI, €CTh mycTas hopma» *',

Habmionennss CTaHUCIABCKOTO M €ro COBPEMEHHHKOB CTaBAT psii BAaXKHBIX BOIPOCOB,
OTHOCALIMXCS K TPUTOAHOCTH U 3(P(HEKTHBHOCTH yNpPA)KHEHUH HA PUTMHUYECKOE JBHKCHHE B
nenoM. HecMOTpst Ha KpENKylO CBsI3b MEXKIY 6HYMPEHHUM W GHEWHUM MeMNOPUMMOM, BCE Ke
HEOOXO/IMMO HCIIONB30BaTh BOOOpaKEHHE, BHUMAHHWE W BOCIPHUMYHBOCTH K puTMYy. [IpocToe
JIBIDKEHUE B COTJIACHH C MPEINUCAHHBIM (BHEIIHUM) PUTMOM HE pacCCMaTPUBAJIOCh KaK HEYTO CaMO
1o ce0e JOCTaTOuHOE IS TOTO, YTOOBI MPOOYIUTH T€ CBOMCTBA aKTEPCKOW MIPbI, KOTOPBIX UCKAIIN
CraHHMCIaBCKUI W €ro COBPEMEHHUKH. bojee TOro, MONBITKM peryJiupoBaTh PUTMBI Tena (B
0CcO0EHHOCTH, JBIXaHUE), TOTECHIIMAIHHO HAMIPABICHHBIE HA OJIYYCHUE OCTYIa K SMOLMOHAIBHBIM
U DHEPreTUYECKHM COCTOSIHUSM, TaKXKe OINpPENeUTUCh KaK OTPaHWYMBAIONIUE STOT ombIT. Cam
Kaxk-Jlanpkpo3 3asBisu1, uto «lloguyMHEHHE HALIETO IBIXaHWS AUCHUIUIMHE U YNOPSAIOYCHHOCTH
BPEMEHU MOXKET NPHUBECTU K IOAABICHHUIO Ka)KJOW WHCTUHKTUBHOW SMOLIMU M JI€30praHU3aluu
Ki3HeHHOr0 putMay (Dalcroze, [1921] 1967, p.184) %,

Bogce He ABISSICh IPOCTHIM OOBIZICHHBIM MEXaHU3MOM, UCTIOIb30BAHUE AKTEPOM BHYMPEHHEe20 1
BHewne20 memnopumma TpeboBajo KyJa OOJIBIIETo, YeM MPOCTO TEXHHUYECKOTO OCBOCHUS Cepuit
PUTMUYECKHX JBIKEHUH M crocoOoB apixanusi. OHO TpeOOBaso OT HMCHOJIHHUTENEU IOJHOCTHIO
IIOCBATUTL CceOsl BBINOJHEHHWS 3ama4y. BaxTaHroB OOBICHSUI, YTO JTO OBUIO Oosee, 4eEM «...
CIOCOOHOCTBIO MOJYHHATH YbU-TO (PU3NUYECKHUE JIBUKCHUS PUTMHUYECKOMY CUETY. AKTEp HOJDKEH
TIOYMHNTH BCE CBOE CYIECTBO, BECh CBOI OPraHu3M 3amaHHOMY puTMy» . J{as CTaHHCIABCKOTO

37 Ethel Ingham, “Lessons with Monsieur Dalcroze,” in The Eurhythmics of Jaques-Dalcroze, by Emile Jaques-
Dalcroze, Second (London: Constable & Company Ltd, 1912), 53.

> Ibid., 55-6.

3% Robert Gordon, The Purpose of Playing, 2006, 135.

60 Benedetti, Stanislavski, 68.

®! Stanislavski and Rumyantsev, Stanislavski on Opera, 7.

62 Jaques-Dalcroze, Rhythm, Music and Education, 184.

63 Vakhtangov, “Preparing for the Role,” 121.
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OTO IpcArnoiarajlo BOBJICYCHUC BOO6p3.)K€HI/I$I, OCBOCHHC NTOCPEACTBOM TECJid, BOCIIPUUMYHUBOCTL U
TOTOBHOCTDH UI'pAaTbhb U UCCIICAOBATh.

IloaanHHOE 3HAYEHHE puTrmMa — Torjia u Tenepb

Kputukyst To, 4TO TOrJa OH BHJEJN Kak HEYMEHHE HCIIOJIb30BaTh PUTM B paboTe APYrHxX
pexxuccepoB, CraHucnaBckuil oTmeuan: «PUTM — Benukas Bemib, HO JJIS TOTO, YTOOBI BECh
CIEKTaKJIb OBUT MOJTHOCTBIO OCHOBAH HA PUTME, YEJIOBEK JIOJDKEH CHavaja MOHSITh, [I0YeMY 3TO TaK
BAKHO M KAKOBO MCTHHHOE 3HAYCHHE STOro» .

IMon «nommuHHBIM 3HaueHMeM» CTaHUCIABCKUH HMeT B BUAY HE TEXHHUYECKOE WU
CTEPEOTHUITHOE OIpEeIICHNEe PUTMA, U OH TaKXe HE MpEeIojarai, 4TO BCE CIEKTAKIM JIOJIKHBI
OBITh OTKPOBEHHO PUTMHYHBIMU IO CBoeil scternke. CKopee, OH Mojarai, 4To, MPEeKIe 4YeM
NPUMEHUTh PUTM K CO3IAHUIO CIIEKTAKJs, PEXHUCCEPbl M HUCIIOJHUTENIN JOJDKHBI 003aBECTHUCH
SMIIMPUYECKUM TIOHUMAHHUEM pPUTMa KakK IPOKMBAEMOI0O MpoIlecca, a HE Kak BHEIIHEro Habopa
ACTETUYECKUX (hopM.

Axrtep Bacwimmii TomopkoB B cBomx 3amucsix o pabore co CranucnaBckuMm (1928 -1938)
BCIIOMUHAET, YTO «... B ObLIbIC BPEMEHa CYIIECTBOBAJIO YHHUBEPCAIBHOE CIOBO ‘TOH ». Y KaKIOU
poJu ObUT CBOM COOCTBEHHBIN «TOH», PABHO KAaK M Y IILECHI B LIEIOM. Pexxuccepbl MOTIM TOBOPUTH O
TOM, YTOOBI IIPUIOIHATH TOH» WA HAWTU «BEPHBIN TOH», HO, Kak oTMedan TomopkoB, «Hukto He
3HAJ TOYHO, KaK 3TO MOTIJIO OBITH C/IEIaHOY», M €CJIM IO BOJIE CIIydasi aKTep MM aHCaMOJIb HAXOIUIIN
«BEPHBIH TOH», «... HHKTO IO-HACTOSIIEMY HE IOHHMAJ, KaK 3TO CIy4HIock» . Tomopkos
mojlaraj, 4YTro HWMEHHO Oyarofapsi TMOCTOSHHBIM MouckaM CTaHHCIAaBCKOTO U «BIIAJICHHUIO»
MPAKTUYECKIMHU ACIEKTAMU «CLIEHUYECKOTO PUTMa» YIaBalloch M30€KaTh JABOHCTBEHHOCTH TaKOU
TEPMHUHOJIOTMH, @ BO MHOTOM M NpeososieTh ee. CTaHUCIaBCKUM CTPEMMUIICS 3aMEHUTh Pa3MBITYIO
CIIy4alfHOCTh «TOHa» 0oJiee BEIECTBCHHBIM TIOHUMAaHUEM PUTMA U TEMIIA.

CeroaHs MBI MOKEM CIIPOCHTD, JEHCTBUTEIBHO JIU TEPMHUHBI PUTM, TEMIT U memnopumm (Kak u
CJIOBO «TOH») MOTEPSUIH CBOIO CIIOCOOHOCTH COOOIIATh CKOJIBKO-HUOYAbh BaKHOE 3HAUCHUE aKTepam
u pexuccepaM. Korga akrepa HaCTaBISIOT, YTOOBI OH pabomasn Ha0 pummoMm (Ui memnom) CyeHsvl,
pasousan pumm Oeucmeuil Ui meKcma; HAxXo0ul NPAasuibHblil 6HYMPEeHHU pumm, WIA TOBOPST
€My, 4TO OH PabOTaeT 8 HeNpagUILHOM memne, Ha YeM OCHOBBIBACTCS MIOHMMAHUE 3TUX TEPMHHOB?
B srom mnane CranucnaBckuii 1 TOMOPKOB YETKO MPOSCHSUIA CUTYAIUIO, YTBEPKIAst, YTO JIHILIb
MOCPEICTBOM JIMYHOTO HCCIEAOBAaHMS M BOCHUTaHHS TOro, 4ro CTaHMCIABCKUA Ha3bIBal
«TICUXOTEXHUKAMHU», AaKTephl MOTJH YCTaHOBUTH dJ(QeKkTuBHbIE padouyne OTHOIIEHHUS C
memnopummon .

MHuoroo6pasue u 00JbIION Pa3dpoc onpeaeNeHui, C TOMOIIBIO KOTOPHIX YYEHBIE, pa0oTaronme
B 3TOH cdepe, ONpenensioT PUTM, CBHIACTECILCTBYET O TOM, KaK TPYAHO TOOUTHCS YETKOTO
IMOHUMAHHUA TOJIBKO JIMIIb ITIOCPCACTBOM CJIOB. be3 d4eTkoM TOUYKM oOTcUeTa WU CAUHOI'O
MPAaKTUYECKOrO MOHUMAaHMsI, BOBHUKAET BOMPOC, MOXET JIM TOJUIMHHOE 3HAYCHUE MepeaBaThCs
TEPMUHAMH PUTM, TEMIT WIH MeMnopumm B KOHTEKCTe 00YYCHUS aKTePOB H PEKHUCCEPCKON pabOTHI
C HuUMH. XOTS OTH TEPMHUHBI TO-TPEKHEMY HCIOIB3YIOTCA PEXHCCEPaMHU, aKTepaMu |
TCOPCTUKAMHU, CYHICCTBYCT HCO6XOI[I/IMOCTL BHHUMATCJIbBHCEC BCMOTPCTLHCA B IMNPHUPOAY TaKHUX
acIieKToB B 3Toi cdepe, MpUYeM HE MPOCTO TEOPETUYECKU, HO MPAKTHYECKU, MOCPEIACTBOM
TPEHUHTa U TBOPYECKOTO HCCIICTIOBAHHUS.

Mano KTo U3 MpakTHUKOB TeaTpa Jlajdl HaM CTOJb IIMPOKOE U JI€TalbHOE MOHUMAaHUE PUTMA, KaK
CranucnaBckuil. XOTsS HEKOTOpbIE AacCMeKThl €ro IMoAXoAa K PUTMY, BO3MOXHO, YCTapelu,
OCHOBHbBIE MPUHIIMIIBI U MEXaHU3MBbI, KOTOPbIE OH MCCIIEOBAT U C KOTOPHIMH CTAJIKMBAJICA B CBOEH

% Stanislavsky, On the Art of the Stage, 107.
63 Toporkov, Stanislavski in Rehearsal, 60.
66 Stanislavski, An Actor’s Work, 484; Toporkov, Stanislavski in Rehearsal, 147.
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MPAaKTHUKE MPOAOIDKAIOT C PEAKON MPOHHUIATEIILHOCTHIO OCBEIIATh Ul HAac cdepy, 0 KOTOPOil 4acTo
3a0BIBAlOT B TeaTpalbHOM mpakThuke. B pabGore CTaHUCIABCKOTO MBI BUANM PHUTM Kak
OCHOBOIIOJIATr a0 UHCTPYMEHT, IIOCPEACTBOM KOTOPOT'O HUCIIOIHUTENIM MOTYT IOIKIIOUUTHCA K
JUHAMAYHOMY M HACBIIICHHOMY BOOOpPa)XEHHEM TEUCHHMIO CIEKTakiIs (M (QOpMHpOBaTH €ro),
CO3/1aBaTh CJIOKHBIE OTHOLICHHS BHYTPU aHCaMmOJs, a TakKe HACIOCHUS MHOXECTBEHHBIX
AIIEMEHTOB CIIEKTaK/Is, OObEAMHAS MX B OOIIMX BPEMEHHBIX paMKkax. HecMoTps Ha mepeMeHsl,
MPOM3OIICIINE B HAYKE U KYJIbTYpe 3a MOCIEIHHUNA BEK, 3T 0a30BbIe MPHUHLMUIBI O CUX MOp HE
YTPaTHIIN CBOCH aKTyaJbHOCTH B 00yUYEHHH aKTEPOB M T€aTPAIbHOM MPAKTUKE.
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Tabaunna onpeneneHui

Temn

Pumm

«CKOPOCTh, JIC)Kaliasd B OCHOBE CLICHBI

«Tewmr, kak ¥ B My3bIKe, 0003HAYAET
CKOPOCTH JICHCTBUS WM YyBCTBAY.

CKUHAUBUAYATBHBIC ﬂeﬁCTBHH B paMKaXx ImyJibCcay.

«PHTM BHYTpEHHE MTOKA3bIBAET UHINEHCUBHOCHb, C
KOTOPOI1 UCIIBITBIBAETCS 3MOLUS: BHEILIHE OH
IIOKAa3bIBAET PUCYHOK JKECTOB U JACHCTBUH,
BBIDAYKAOLIUX IMOLIMIO».

((MGX&HPI‘-I@CKI/IIZ)), «CKOPOCTHY.

«YTOPSZIOUEHHbIE, U3MEPsAEMbIE ITIEPEMEHBI BCEX
PAa3JIMYHBIX 3JIEMEHTOB, COOPAHHBIX B ITPOU3BEICHUN

«BHYTPEHHSISI pUTMUYECKast CKOPOCTh
JIIEACTBUS.

«BHEUIHSA pUTMUYECKasi CKOPOCTb, C KOTOPOU
pa3BopaunBaeTCs AEHCTBUE BCETO CIIEKTAKIIS.

«TeMIl IMEET OTHOIIICHHE K CKOpOCTH».

«PUTM OTHOCHUTCS K PHCYHKY, CO3/JaBACMOMY
PETYNAPHBIM TOBTOPOM M3MEHCHHUH Pa3IMUHBIX
3JIEMEHTOB (3BYKH, CIIOBA, yJapeHHe, CIieHa U T.J.)»

«CKOpOCTb HAIIMX JABMXKCHUU, pedd U
MY3bIKI

«mabJIoH IJIMHBI M aKIEHTYaIus yapoB JBUKCHHUS,
3ByKa U HEMOJBUKHOCTH 32 OIPEIEICHHYIO EIUHUILY
BPEMEHU WJIU B TEUCHUE TAKTa».

«OOIIUH TEMIT )KU3HH, HA0I01aeMbIl B
o0memM GU3NIECKOM UITH KyJIbTYPHOM

«BBIPACTACT U3 TOTO UJIU UHOT'O UHAUBUAYAJIBHOI'O
)IeﬁCTBPIH 1 3aBUCUT OT KOHKPECTHOI'O Y€JIOBCKaA».

«TEMII HJICT CHAPYIKU»

«PUTM HUJIET U3HYTPU»

«CKOPOCTh WUJIK TEMII CYIIECTBOBAHUA

«BHYTPEHHUI PUCYHOK J€HCTBUM MepCcoHaxa

Temnopumm: «COEAUHEHUE PUTMHUYECKOTO TEUECHHUSI M CKOPOCTHU BHITIOTHEHHS (PU3UIECKOTO
JBUKEHHS (BKJIIOYAs PeUb) B KOHKPETHOM CIIEHEe».

«CKOPOCTh, C KOTOPOH BbI BBIIIOJIHSIETE

CHMHTCHCUBHOCTS, C KOTODOﬁ BbI BBIIIOJIHACTC
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PaBHO KaK ¥ CHapy>Xm»

Temnopumm: «Harmma ckopocTs, yMCTBEHHAsI U PU3UUECKasi, CKOPOCTb, C KOTOPOI MPOUCXOAUT BCE
BOKPYT HAac U ¢ KOTOPOU MBI BBIIIOJIHSIEM CBOM JIEHCTBUSY.

«HEBUJIUMBII U BHYTPEHHUU; ONIpEACIAET
CKOPOCTh MH3aHCLIEHBI (OBICTPYIO UITH
MEIJICHHYIO); YKOPAuUNUBACT WIH Y UIHHACT
JeHCTBUS, YCUIIMBAET WIIN OCNIa0IIAeT
JTUKITHION.

«U3MEHEHHS B X0/I€ BPEMEHH, IEPEMEHBI
CKOPOCTH, JUIMHA Hay3. ITO CyOBEKTUBHOE,
MEHSIOIEECs BPEMS U €CTh MeMn».

«M3MEHEHMsI B aKI[EHTYAI[UH, B BOCIIPHUSITHH
MOAYEPKHYTHIX WM HEMOAYEPKHYTHIX MOMEHTOB.
OTHOCHTCS K PUTMH3AIIUU BPEMEHHU B OTPEACIEHHOM
MIPOMEXKYTKE, K CBSI3U (PU3NUECKUX NEHCTBUH B
COOTBETCTBUU C YETKOH cXeMOi[...]. UyBCTBO 1
HaIpaBJICHUE BPEMECHMY.

«9T0 00BEKTUBHOE YIIPABICHUE BPEMEHEM,
KOJIMYECTBEHHO U3MepsieMas MPOCTPAHCTBEHHOCTD,
KOTOPYIO HaM 3a/1ae€T CHAPYKH KOMIIO3UTOP, PEKUCCED
WU akTep[...]|, U ABIAETCS XapaKTePUCTUKOW PUTMa»

«OTOT 00BEINHAIOINI TEPMHUH IPUMHUPSAET OOBEKTUBHYIO YIIOPSAI0YEHHOCTh H3MEPSAEMOTO,
«TI0JTy4aIoOIIero MPOCTPAHCTBEHHYIO (hOPMY» BpeMEHH ¢ CyObEeKTUBHONW H3MEHUHUBOCTHIO THOKOTO

«OBICTPOTA YEepEIOBAHUS YCIOBHO
MIPUHATHIX 32 AUHUIY OJUHAKOBBIX
JUIMTEIBHOCTEN B TOM WM JPYIOM pasMepe
«

IIOJJHOCTBKO MCXAaHHYCCKOC U IICAJAaHTHYHO
MPaBUIIBHOC» OTHOCATCA K «6I)ICTpOTe N

«KOJIMYECTBEHHOE OTHOIICHUE ICHCTBEHHBIX
JUTUTETILHOCTEH (IBHKEHUS, 3BYKA) K IITUTEILHOCTSM,
YCJIOBHO MPUHATHIM 3a €IMHUILY B OIIPEACIICHHOM
TEMIIE U pa3Mepe»

«...COYETaHHE MIHOBEHUI CaMOU pa3HOU
JUIMTEIBHOCTH, Pa3JEISIOIIUX IIPOMEKYTOK BDEMEHHU,

«TeMIl (MK CKOPOCTh) BHELTHETO
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“Just Be Your Self-Ethnographer”: Reflections on Actors as
Anthropologists

Martin Julien

What is acting — Stanislavski might have asked — other than a kind of mining of self? The
scientifically-inspired ‘system’, (really, a process), that he developed for unearthing the “inner” and
“genuine truth” buried within the actor’s subconscious was seen by him — and is still often seen — as
a personal conduit to universal laws and structures regarding human behaviour and action.' Yet this
Stanislavskian fixation on — indeed, “belief” in — the performing subject as some kind of bounded
materialist territory composed of, and by, Nature is deeply problematic; it assumes an almost
virginal and primeval concept of ‘self’, de-contextualized and de-historicized, simply waiting to be
explored and extracted from. As Stanislavski himself puts it, the principle of his art is,
“subconscious creation through the actor’s conscious psychotechnique [...] Let us leave the
subconscious to nature, the magician, and apply ourselves to what is available to us — the conscious
approach to creative activity and our psychotechnique’™

In this, I am reminded of Clifford Geertz’s critical observation, in the highly influential first
chapter of his The Interpretation of Cultures from 1973, that what is “called ethnoscience [...] holds
that culture is composed of psychological structures by means of which individuals or groups of
individuals guide their behaviour”.” While a single actor certainly cannot be viewed as
ontologically analogous to a “culture”, it nevertheless holds that the acting subject is often pre-
supposed to be “composed of psychological structures” which, if properly analysed in the form of
“writing out systemic rules [...] taxonomies, paradigms, tables, trees, and other ingenuities”,* can
be extricated and then re-deployed in performance. In place of this kind of “extreme formalism”,’
Geertz posits an ethnographic methodology of “thick description” which aims to “draw large
conclusions from small, but very densely textured facts” by engaging with the “complex specifics”
of culture.® I contend that a “thick description” not of culture but of self'is a provocative and fruitful
way to frame a study of acting methodology which both disrupts and extends Stanislavski’s still
nearly-hegemonic directives about “truth” and “belief”. Following this, I propose to tease out and
interrogate Geertz’s arguments about cultural interpretation with a focus on exploring how the
actor’s process of creation may be seen as one more akin to ethnography than to any kind of
systematic scientism. In doing so, I will draw on Philip Auslander’s more recent work on acting and
the self, rooted as it is in a late post-modernist worldview which takes for granted the contingencies
and contextualizations inherent within concepts of identity and performativity, and on Karen
Barad’s recent work on agential realism, which provides a science-based model through which a
neo-Stanislavskian inquiry might be multiplied.

While the question of whether or not the “Stanislavski system” qualifies as “science” in any
strict sense is beyond the purview of this short article, it is nevertheless important to critically
affirm his work and methods as positively generating from a historical nexus of influences which

! Konstantin Stanislavsky and Jean Benedetti, An Actor's Work : A Student's Diary (London: Routledge, 2008), 152-55;
Natalie Crohn Schmitt, Actors and Onlookers : Theater and Twentieth-Century Scientific Views of Nature (Evanston,
I1l.: Northwestern University Press, 1990), 93-110; Jonathan Pitches, Science and the Stanislavsky Tradition of Acting
(London: Routledge, 2005), 10-12.

2 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary, 18. Emphasis in original.

? Clifford Geertz, The Interpretation of Cultures: Selected Essays (Basic Books, 1973), 11.

* Local Knowledge : Further Essays in Interpretive Anthropology (London: Fontana, 1993), 11.

> Ibid.

®Ibid., 28.
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adhere to a general philosophical outlook. It has been noted that Stanislavski himself was often
cagey and noncommittal regarding the identification of his work with science or scientists,
particularly in his later.” But as Jonathan Pitches asserts in his comprehensive Science and the
Stanislavsky System of Acting, “[...] although there are inconsistencies in his own theoretical
articulation of science, a careful analysis of Stanislavsky’s practice reveals a startling continuity of
ideas, a deep and consistent relationship between science and the System”.® Moreover, as Sharon
Marie Carnicke points out, “[b]y the end of the 1930s the Union of Soviet Socialist Republics
painted an icon of him as a scientist who had discovered the physical laws of acting”.” (There are at
least a few factors at play here, not the least of which is the scientific obsession of communist
authorities who wanted art to be an extension of their belief in the scientific foundations of their
political project.)

Perhaps the most unequivocal of commentators on the historicized contaminations that are
partially obscured by Stanislavski’s proclamations about the “universalism” of his ‘system’ is
Natalie Crohn Schmitt, who states that, “Stanislavski’s lifelong appeal was to the natural [...]
Nature, including human nature, has laws — eternally fixed principles of operation — and can be
understood in terms of actions that are logical, gradual, and, in some sense purposeful. The view is
similar to Aristotle’s [...]” (.'°

What is important in all this is to simply note how historically imbricated Stanislavski’s
grounded approach to his work was with the proliferating scientism of the late nineteenth century.
The source of his practice, if not his precise methodology or positioning, flowed from a heuristic
worldview which valorized a form of Hegelian idealism paired with the empirical certainties
quantified by the scientific method. For Stanislavski, the natural “laws” of a human’s “true”
motives and behaviour were in there, just waiting to be systematically discovered and accessed. I
contrast this with Geertz’s contingent observations of human cultural activity as “transient
examples of shaped behaviour”,'" “the informal logic of actual life”,'* and as “a context, something
within which they can be intelligibly — that is, thickly — described”.”® Yet before I draw a direct
theoretical line between Geertz’s ethnographical approach to human behaviour and the actor’s
activities of intentional self-exploration, let me explore and, one hopes, provide some clarity about
the practice of self-ethnography onto which I graft my enquiry.

It first seems important to make a distinction between the terms autoethnography and self-
ethnography, specifically as it pertains to a performance context. Within colloquial, and even
academic, circles the terms are often used interchangeably, though each word limns its own
particular locus and epistemological framework. As a recognized, (though still problematized), sub-
category of qualitative research, the term autoethnography arguably has the most currency of the
two. Ellingson and Ellis have authoritatively defined autoethnography as “a bridge, connecting
autobiography and ethnography in order to study the intersection of self and others, self and
culture”.'* In this, I would submit that autoethnographical research is a methodology whereby the
already constructed social self is examined, interrogated, and reconsidered from various theoretical

standpoints, and then represented as ‘evidence’ within a matrix of grounded theoretical analysis,

" Bella Merlin, Konstantin Stanislavsky (New York: Routledge, 2003), 16-20; Sharon Marie Carnicke, Stanislavsky in
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narratology, and various forms of ‘identity’ theory (e.g. feminist, post-colonial, queer, etc.). Put a
simpler way, “[i]n auto-ethnography, 1 turn myself towards myself and observe myself in a
particular role [...]” (Eriksson)."” Indeed, this form of research and knowledge creation has both a
noted provenance and a growing authority within the broader field of performance studies. In Body,
Paper, Stage: Writing and Performing Ethnography (2011), practitioner and theorist Tami Spry
identifies that “the performative-I is the positionality of the researcher in performative
autoethnography”, and that “[t]hrough a performative-I disposition, the researcher constructs a story

of her critical engagement with others in culture”.'®

My point in situating a definition of autoethnography within the context of this paper is to
indicate that this kind of performative research is precisely not what I am pointing towards. My
interest here is in exploring how the performing subject shapes, and is shaped by, the coterminous
points of revelation and emergence that may be evidenced when creating a role — “building a
character” — within a modern realist model of preparation, rehearsal, and performance. The
autoethnograpical performer draws on subjectively-positioned social relations and experiences to
self-reflexively fashion a narrative which is equal parts ‘script’, ‘voice’, ‘body’, ‘polity’ and
‘identity’. Inherent to this framework is the provocation of a direct engagement between the
performer and her audience/witness; an engagement whereby issues of performative identity are
constitutively extended and re-appraised through the very event of public revelation and
presentation.

On the other hand, the ideal Stanislavskian performer, (if one can imagine such an entity), is
someone who deliberately (sub)merges the subjective details and identities of her ‘self’ into the
physical and emotional contours of a separately constructed ‘character’ through the methods of a
psychotechnique, including “given circumstances”, “magic ‘if’”, “imagination”, “circle of
concentration”, and “emotion memory”. As Timothy J. Wiles outlines it in his influential survey
The Theatre Event (1980): “[...] all the devices of Stanislavski’s technique serve to focus the actor’s
conscious attention on the role he is playing [...] consciously using his emotions and controlling
them by rational means to achieve the end of resembling the character”.!” Moreover, this rational
‘trick’ of resemblance pulled off by the actor in rehearsal or on stage is fortified and valorized by
an absolute adherence to maintaining a fourth wall between performer and spectator — that
“imaginary wall which should separate the actor from the auditorium”.'® In contradiction to the
autoethnographic performer, whose activity is validated by a mutually defined field of transparent
authorship and (re)presentation by both spectator and actor, the Stanislavskian actor is beholden to a
performance model which systemically suppresses and controls the liminal traverse between sender
(actor) and receiver (viewer). Perhaps Stanislavski’s most appealing isolation of this phenomenon is
suggested by his formative concept of public solitude: “It is called public because we are all here
with you. It is solitude because you are cut off from us by a small circle of attention. In a
performarll;:e, with a thousand eyes on you, you can always retreat into your solitude, like a snail in
its shell”.

So, if Stanislavski’s actor cannot comfortably be situated as an autoethnographer, surely there
must be a way to delineate the manner in which she draws upon her personal cultural topography to
performatively describe, if not create, a character. My contention is that the term self-ethnography
circumscribes a rich and stimulating theoretical territory in which to fashion a definitional advance

!> Thommy Eriksson, "Being Native - Distance, Dloseness, and Doing Auto/Self-Ethnography," in ArtMonitor 8/2010
p. (University of Gothenburg. Faculty of Fine, Applied and Performing Arts, 2010). 92-3.
' Tami Spry, Body, Paper, Stage : Writing and Performing Autoethnography (Walnut Creek, Calif.: Left Coast ;
London : Eurospan [distributor], 2011). 30.
' Timothy J. Wiles, The Theater Event : Modern Theories of Performance (Chicago ; London: University of Chicago
Press, 1980). 30.
12 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 112.
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upon the multivocal relations and practices intrinsic to an actor’s work. Mats Alvesson offers a
useful explanation for me to begin with: “A self-ethnography is a study and a text in which the
researcher-author describes a cultural setting to which s/he has a ‘natural access’, is an active
participant, more or less on equal terms with other participants”.*’ If 1 equate “study” with the
activity of “an actor prepar[ing]”, and “text” as the subsequent performance of a “character”, then it
follows that the Stanislavskian actor might easily be nominated as a “researcher-author” within this
paradigm. In claiming this, I foreground the supposition that the actor is never working in isolation
with some kind of hermeneutically sequestered ‘self” — a supposition that often seems neglected in
pedagogical ruminations about any actor’s personal ‘method’ — but is always already engaged in a
process that necessitates active participation within a group. (As Alvesson succinctly proposes with
regard to the self-ethnographic project: “Participant observation is thus not a good label in this case,
observing participant is better. Participation comes first [...]”.*' Such a group of practitioners
constitutes a “cultural setting” in which to observe not only one’s own activity, but the activities of
those who are also participants within that group. On the most prosaic and obvious level this would
include one’s fellow actors, directors, coaches, stage managers, designers, and so on. On a more
contentious plane, (but one I find to be intriguingly profound and multivalent), this aggregate of
participants might include such slippery and ambiguous figures as the play’s author, the ‘character’,
one’s fellow actors ‘playing characters’, members of the audience, and, most ambivalently, the
subconscious ‘self” to which the actor is constantly attempting to gain some kind of access in order
to activate Stanislavski’s “creative state” and to reveal ‘’the life of the human spirit in a role’

which is our /sic/ fundamental goal of our art”.**

Assuming that we are now provisionally open to accepting the actor’s work as, at least partially,
a practical project of self-ethnography, I would now like to devote the bulk of this article to
argumentatively assessing how the systemic exploration of ‘self” as a methodology for “building a
character” and “creating a role” concatenates with the “interpretive ethnography” so seductively
outlined by Geertz’s model of “thick description”. Though I cannot contend that the practices of an
actor-centred theatre and those of an “actor-centred” anthropology are theoretically coeval in any
absolute way, I do believe that the resonances observed between these discrete disciplines are
arresting.

It is important to first point out that if [ am borrowing the term “thick description” from Geertz
so as to fashion a launch pad for my own thoughts about acting, it is Geertz himself who
transparently borrows the concept and terminology from the British philosopher Gilbert Ryle.
Ryle’s simple example of two boys winking and twitching their right eyelids becomes the genesis
for a much broader idea about “a stratified hierarchy of meaningful structures” that reflects the
material objectives of ethnography.” Yet it is the fundamental question of what an individual is
“doing” that sets the benchmark for both Ryle and Geertz.** This corresponds neatly with the
axiomatic prominence that Stanislavski consistently gives to the idea of “action” in his writing; as
he puts it most succinctly, “Acting is action. The basis of theatre is doing, dynamism”.*> Following
this, what is particularly salient and intriguing about Geertz's analogy within my present
speculation is the way in which he highlights the actions of a third boy in Ryle's original example.
Without unnecessarily recapitulating the details of Geertz’z narrative example, it is enough to say
that a description of the third boy’s winking is extended to include the possibility of viewing his
behaviour as, first, “parody”, and then as “rehearsing”.26 In fact, the liberal use by Geertz of

*® Mats Alvesson, "Methodology for Close up Studies — Struggling with Closeness and Closure," Higher Education 46,
no. 2 (2003). 174.
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theatrical vocabulary within this early section of his essay is startling: “mimicking”, “artifices of the
clown”, “practice at home before the mirror”, “rehearser rehearsing”, “rehearsed-burlesque-fake-
winking”.*” One might be forgiven in supposing that Geertz is itemizing an argument to address
Diderot’s famous ‘paradox of acting’ rather than mounting a thesis in favour of an interpretive
theory of culture! Inasmuch as these corollaries point to a direct linkage between the ‘doing’ of
acting and the ‘doing’ of cultural behaviour, perhaps a sturdier and more straightforward definition

of interpretive anthropology, or ethnography, is needed to ground this inquiry.

In his Introduction to a later collection of essays, Geertz proffers a convincing and pithy
definition of ethnography: “In the last analysis, [then,] as in the first, the interpretive study of
culture represents an attempt to come to terms with the diversity of the ways human beings
construct their lives in the act of leading them”.*® Here, it is the foregrounding of individual agency
which I find to be so compelling. The resonances of Geertz's “human beings construct[ing] their
lives” with Stanislavski’s “building a character” and “creating a role” speak to the ways in which an
actor’s work is intimately bound up with a process which both creates structures of meaning while
engaged in an “act” of carrying out tasks. “[D]rama is an action we can see being performed, and,
when he comes on, the actor becomes an agent in that action” writes Stansilavski,” and this
formulation of agency as a function of action strikes me as being foundational to the study of both
ethnography and acting.

But if this formulation brings me one step closer to recognizing a kinship between these
disciplines, it remains to be examined whether this relationship is merely a semantically-coded
mirroring of similar terminologies, or whether there is a fundamental synergy at play here which
might equally illuminate the study of culture and the study of acting. To what extent might a self-
ethnographic “thick description” disrupt the neo-Aristotelian scientism of Stanislavski’s ‘system’,
and exactly what kind of “diversity” am I “com[ing] to terms with” when I examine an actor’s
prescribed behaviour within a theatrical setting? Before attempting to address these questions, |
sense the need for a deeper explication of what might be meant as the actor’s ‘self’.

Alison Hodge summarizes Stanislavski’s pedagogical approach succinctly as one that
“emphasise[s] the actor’s deep immersion in the role in order to achieve a fully rounded
‘characterisation’. The ‘self’ and the character represented are held in creative tension as the actor’s
‘inner life’ is channeled into the formation of the character”.”® I would draw attention here to the
way in which Hodge syntactically and critically creates discrete binary relationships between the
words “actor” and “role”, “’self”” and “character”, “represented” and “’inner life’”, “channeled”
and “formation”. This definitional position is extended by her acknowledgement that the
pedagogical turn has been essentially conflated into a directorial one wherein the “[theatrical]
director has helped to mediate and negotiate the central issue of acting: the tension between the

actor’s self and the actor’s role”.”!

Yet, as Philip Auslander has pointed out, “[t]he problematic of self is, of course, central to
performance theory”.>* This idea of a defined and defining ‘self’, so often referenced and addressed
through a long line of practitioners and theorists as being possessed by the ‘actor’, is an
unavoidably contested term, whether read from a psychological or socio/political standpoint.
Nevertheless, it would seem that in the neo-Stanislavskian tradition of modern actor training, the
“actor” nearly always comes to performance as a knowing subject or agent who has been formed

and essentialised prior to the “acts” in which she then engages. I posit, almost conversely, that the
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actor comes to the work, however willfully, as a subject who is only provisionally stable; it is, in
fact, the continuous public and semi-public re-iteration of prescribed behaviours enacted within the
theatrical setting which gives to the actor a stabilizing, if necessarily contingent, subjectivity.
Indeed, it is the very mysteriously fungible yet still coterminous liminality of the actor’s body and
affect that produces a productive site for a deep exploration of the ludic and fluid performance of
identity. (A tantalizing theoretical tributary also branches off here with regard to a possible creative
comparison of self-ethnographic ‘acting” with Judith Butler’s influential concept of gender
performativity.)

I will further lean on Auslander’s deconstructionist analysis of Stanislavkian psychotechnique in
his provocative essay “’Just Be Your Self’”, (a reliance that extends to my own paper’s title), by
highlighting his assertion that “the self is not an autonomous foundation for acting, but is produced
by the performance it supposedly grounds”.” Here, in this admittedly totalizing statement, I
discover a fundamental link with Geertz’s concept of ethnography as a study which articulates that,
“[cJultural analysis is (or should be) guessing at meanings, assessing the guesses, and drawing
explanatory conclusions from the better guesses, not discovering the Continent of Meaning and

mapping out its bodiless landscape”.*® Geertz’s “Continent of Meaning” 1 equate with

Stanislavski’s treatment of “the subconscious as a repository of retrievable data”,’ wherein the
actor’s memories and experiences are inert and monolithic topographies that must be mapped out
and (re)presented through the logos of characterization. What I infer by comparing these two
passages is that the idealized Stanislavskian project of discovering some essential “truth” or
“Nature” with regard to the performing subject is in fact more an ethnographic engagement with the
‘self’. Through the utilization of “small, but very densely textured facts” about self and character —
which may include everything from ‘given circumstances’ to ‘emotion memory’ — the actor’s work
is to assess the better “guesses” about emotion, psychology and action in order to “build” or
“create” structures of meaning through her performances. To presuppose that there is, hiding within
the actor, some kind of natural stable subjectivity that exists outside of the process of “building a
character” is akin to an anthropology that assumes “that culture is a self-contained ‘super-organic’
reality with forces and purposes of its own™° rather than one which ethnographically “sort[s] out

the structures of signification”.*’

For indeed, it is the very multiplicity of behavior and fracturing of logic encountered through an
engagement with either self or culture that proves to be both so creative and so consternating. As
much as one may wish to believe that the sum of human behaviour can be assessed in what Geertz
calls a “unific” manner,”® it is rather the essential plurality of our human constitution that is the
more complex matrix through which our being comes into momentary clarity. Just as Stanislavski
“insists on the need for logic, coherence, unity — the ‘unbroken line’”,* so does the unific analyst
conceive of human thought and behaviour as “a psychological process, person bounded and law-
governed [...]”.*° Stanislavski’s universalism shares a common conceit with the (broadly defined)
structuralist theorists who hold “[...] the conviction that the mechanics of human thinking is

invariable across time, space, culture, and circumstance, and that they know what it ig” 41

The very idea that either a cultural performance or a performative ‘self” could be viewed as in
any way monolithic is tested by another constitutive feature of any ethnographic project; namely,
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that it is enacted in public. As Geertz tells us: “Culture is public because meaning is”.* Within this
framework of “thick description”, meaning is contiguously bound up with “a multiplicity of
complex conceptual structures, many of them superimposed upon or knotted into one another,
which are at once strange, irregular, and inexplicit [...]”.** (Interestingly, this description of the
ethnographical challenge could be quite blithely transferred to a description of the actor’s process of
encountering the subconscious, as I’ve experienced it over a thirty year professional acting career).
Meaning exists in public because there simply is no reckoning with human behaviour — with action,
with doing — except as a response to, or affirmation of, others. Clearly, the practicing actor is
engaged in a process whereby an encounter of the ‘other’ is almost tautological. There is, at least,
the epistemologically inevitable encounter between actor and audience. (This theorem has certainly
been severely tested by Grotowski, among others). Yet I suspect that there is a deeper analysis that
gestures towards a positivist ontological assessment of the actor as self-ethnographer; a gesture, and
a provocation, which circumvents a totalizing view of ‘human nature’ while still valorizing the
notion of scientific validity.

In her 2007 work, Meeting the Universe Halfway, Karen Barad specifically grapples with
defining the intra-active space where discourse and causality meet; where social constructivism
congeals with physical materiality. As both a critical feminist and a questioning quantum physicist,
she considers the concept of performativity, (and, I would argue, performance), from an avowedly
metaphysical viewpoint, and posits an ontological framework that she names agential realism,
which “takes phenomena as the referent for ‘reality’” and where “[r]eality is composed not of
things-in-themselves, or of things-behind-phenomena, but of things-in-phenomena”.** According to
Barad, “phenomena are the ontological inseparability of intra-acting agencies” and so “[r]eality is
therefore not a fixed essence. Reality is an ongoing dynamic of intra-activity”.*> For me, the
disavowal of reality as some kind of “fixed” or “bounded” essence is a bold interrogation of the
disciplinary prerogatives that relegate theatrical performance to an enactment that can be cut and
displaced from “real” life as “just an act” and “only a play”, (as Butler might have it).

With Barad, human subjectivities and identities are not constituted as causally pre-determined
entities representative of inherent properties — are not pre-existing in the sense of being “real” in
some normative world “outside” of activity - but “are constituted through, with, and as part of
particular practices”.*® As she puts it, and not without recourse to theatrical analogy:

[To the degree that] human practices have a role to play, it is as part of the material
configuration of the world in its intra-active becoming. Human practices are agentive
participants in the world’s intra-active becoming. Phenomena are sedimented out of the
process of the world’s ongoing articulation through which part of the world makes itself
intelligible to some other part.*’

I would argue that the phenomena of bodies acting “on stage” is a human practice which is just
as efficaciously intra-active as gender performativity is in the “real” world, and exists precisely as
an articulation whereby “part of the world” (the actor) not only “makes itself intelligible to some
other part” (the spectator), but also, constitutively, to itself in the form of a constantly stabilizing
and destabilizing agency. As Barad points out: “Agency is a matter of intra-acting; it is an

*2 The Interpretation of Cultures: Selected Essays. 12.

“Ibid. 10.

* Karen Michelle Barad, Meeting the Universe Halfway : Quantum Physics and the Entanglement of Matter and
Meaning (Durham: Duke University Press, 2007). 205.

* Ibid. 206. Emphasis in original.

“Ibid. 208.

7 1bid. 206-207.
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enactment, not something that someone or something has”.** In my formulation, I would suggest a
chiasmatic correspondence exists here between the concept of a neo-Stanislavskian actor’s ‘self” as
a stable subjectivity that exists prior to its cultural negotiation — as something one “has” — and the
provocation that this ‘self” comes into being only through the productivity of an intra-active
embodiment that is always already entangled with discursive-materialist practices. This may be a
case where the “doer” is formed by the “doing”, regardless of the normative assumptions of what
constitutes “life” and what constitutes “representation”.

Barad’s specialized concept of intra-activity puts me in mind of one of Geertz’s most quoted
directives regarding interpretive ethnography, that “[a]nthropologists don’t study villages (tribes,
towns, neighbourhoods...); they study in villages.* To my own purpose, I would amend this
striking and pithy observation to suggest that actors don’t study characters (roles, plays,
circumstances...); they study in character. By cheekily stating this, I mean to suggest in all
seriousness that an actor’s subjectivity is both stabilized and creatively contaminated by a real-time
engagement with the circumstances of her history, imagination and memory through the praxis of
“building a character”; as in agential realism, both the character and the actor playing the character
appear as stable agents through “enactment”, a process of “intra-activity”. In this way, the actor’s
self-ethnographic project reflects the idea that “[w]hile conventional ethnography is basically a
matter of the stranger entering a setting and ‘breaking in’ [...] self-ethnography is more of a struggle
of ‘breaking out’ from the taken for grantedness of a particular framework [...]”.°° In an actor’s
process, this “taken for grantedness” stands out as the static presuppositions regarding the “actor” as
agent and the “character” as conduit that underlie the Stanislavskian model. The “intra-active
becoming” that occurs through agential realism may be seen as a way of “breaking out” of the
stabilising and essentialising mechanisms which bind an actor’s sense of ‘self’ to a framework of
practice that represses her intra-acting multiplicity of experience in favour of an immutable and
universalised “truth”. Again, there is concordance here with Geertz’s ethnographic description of
human agency as representing “the diversity of the ways human beings construct their lives in the
act of leading them”; or, as I posit, the multiple ways that actors construct themselves in the act of
acting.

Of course, Geertz himself notably suggested that any formulation of anthropological
interpretation must be understood as being “actor-oriented”.”' Clearly, the term actor here is used
in a sociological rather than a theatrical sense. Nevertheless, the deep foregrounding that Geertz
gives to individuals, to what they actually “live through”, rather than to some pseudo-ontological
formulation of what they are, grounds his interpretive descriptions within a strong realist/humanist
framework. This form of personal grounding, which Geertz (borrowing from Wittgenstein) calls
“finding our feet” through ethnographic research,’” bears a striking resemblance to Stanislavski’s

b 13

famous promise to the actor that through the practice of his ‘system’, “[y]ou can feel the ground

beneath your feet”.”

For both the actor and the ethnographer, the ability to give open attention to what people actually
“live through” — to “find our feet” with them -- requires one further quality: empathic
understanding. Geertz’s colleague and contemporary Robert A. LeVine traces this idea’s
provenance back to the writings of eminent psychoanalyst Heinz Kohut and his germinal 1971 work
The Analysis of the Self>* A passage that particularly strikes me from Kohut’s volume is his

48 .
Ibid. 214.
* Geertz, The Interpretation of Cultures: Selected Essays. 22. Emphasis in original.
%% Alvesson, "Methodology for Close up Studies — Struggling with Closeness and Closure." 176.
3! Geertz, The Interpretation of Cultures: Selected Essays. 14.
52 .
Ibid. 13.
>3 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 81.
> Robert A LeVine, "Coded Communications: Symbolic Psychological Anthropology," in Clifford Geertz by His
Colleagues, ed. Richard A. Shweder and Byron Good (Chicago: University of Chicago Press, 2005). 25.
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postulation that, “it is one of the specific contributions of psychoanalysis to have transformed the
intuitive empathy of artists and poets into the observational tool of a trained scientific investigator
[...]” (303).> Though the proposition presented by Kohut refers to a psychological field of reference
rather than an anthropological one, it is LeVine’s eventual conviction that, “some combination of
Geertz’s symbolic action approach and Kohut’s self-psychology could lead to the most promising
‘person-centred ethnography’ [...]”.>° Perhaps, this idea of a “person-centred ethnography” is the
connective concept that links the actor’s essential work to that of the interpretive anthropologist’s.
Above and beyond any strict definitional delimitations and congruencies, both areas of inquiry are
deeply beholden to the creative space where individual participation in human events transmutes
into observational precision, selective detailing, and a transformative access to knowledge.

In a somewhat playful and cavalier fashion — that is to say in a manner which makes little
pretence to comprehensiveness or authoritative rigour — I have worked to outline a number of
speculative reflections on where the prerogatives of interpretive ethnography and the foundations of
modernist acting methodology may fruitfully be compared. Certainly, there are inconsistencies and
vexations within this comparative formula that beg the question. Most prominent of these for me
are questions of agency and narcissism. Is it truly possible for any actor to observe and speculate on
her ‘self” in any codified and authentically prescribed manner that could reasonably be called
anthropological? The very instability, fungibility, and ephemerality of a subjectivity “in
performance” may substantively occlude itself from any useful parallel to the project of studying
something as located and mosaically patterned as a “culture”. Nevertheless, I aver that a
Stanislavskian-inspired approach to the actor’s work, far from being a tired universalising appeal to
“truth”, offers a multivalent point of entry that manifestly benefits from adopting an
ethnographically-inspired position of “thick description”.

> Heinz Kohut, The Analysis of the Self (New York: International Universities Press Inc., 1971). 303.
*® LeVine, "Coded Communications: Symbolic Psychological Anthropology." 25.
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«IIpocTo Oyab camo3THOrpagom»: pasMbIlLJIeHUS 00 aKTepax
KaK AaHTPOINO0JIOrax

Maprun KrojbeH

Pa3Be akrepckoe mMacTepcTBO — MOT OblI cripocuTh CTaHUCIIABCKUN — HE SIBJISETCS CBOETO poja
pacKoIKaMu, KOTOpbIE YEJIOBEK IPOU3BOJIUT B caMoM cede? «Cucremay, BIIOXHOBJIEHHAs HAyKoi (a
Ha caMoOM Jelie, IpoIlecc), KOTOPYIO OH pa3padaThiBaj Il TOTO, YTOOBI M3BJICYb HA TIOBEPXHOCTh
«BHYTPEHHIOIO» U «IIOJJMHHYIO MpaBIy», 3apbITyl0 B IIOJICO3HAHUU aKTepa, BHUJEIACh €My — U
HEPEAKO BUJIUTCS TAaKOM U IO CEM JeHb — KaK JIMYHBIN [TOTAaHHOM X0/, BEAYLIUN K YHUBEPCAIbHBIM
IpaBHIAM ¥ CTPYKTypaM, KacaioLIMMCS UYeJOBEYeCKOro IMOBeieHHMs M neiicTeus' . M Bce e
HacTpoeHHOCTh CTaHHMCIaBCKOro Ha (a, B CYIIHOCTH, «BE€pa» B) TO, YTO HIPAIOLIUN CYOBEKT
ABJIAETCS YEM-TO BpOJE OIPAaHMYEHHOM MaTepUAIMCTUYECKON TEPPUTOPUM, COCTOALIEH U3
NPUPOJHBIX AJIEMEHTOB M CO3/aHHOW NPUPOAOH, ITyOOKO MpoOJIeMaTH4HO; OHO MpEAIoJiaraet
IIOYTH JIEBCTBEHHYIO M IEPBO3JAHHYIO KOHLEIIUIO «s», J1€-KOHTEKCTYaJU3UPOBAHHYIO U Jie-
MCTOPU3UPOBAHHYIO, TIOMPOCTY OXHJIAIOIIYIO TOTO, YTOOBI K HEll 0Opamanuch Kak K HICTOYHUKY U
MaTtepuany Juis uccienoBanus. Kak ¢opmynupyer cam CTaHUCIABCKUN, NPUHLIUIIOM €ro
UCKYCCTBA  SIBIIETCSL  «HOOCO3HAMENbHOE  MEOPHYeCmeo  Npupoobl — 4epe3  COZHAMENbHYI0
ncuxomexuuxy apmucma |...]. IIpenocraBum ke Bce MOACO3HATENIbHOE BOJIIEOHUIE MPUpPOXE, a
caMu oOpaTuMmcst K TOMY, YTO HaM JOCTYIIHO, - K CO3ZHAMENbHbIM NOOX00aM K MEOpHecmey U K
CO3HAMENBHBIM NPUEMAM NICUXOMEXHUKIY

OTO HANOMHUHAET MHE O KpuTHyecknx Habmoaenusx Kmuddopna ['mpua, B mepBoii riase ero
«Mutepnperanun KynbTyp» (1973), okazaBumiell Oosplioe BiusHUE Ha uuTaTtened. OH mnucan:
COIVIACHO «TaK Ha3bIBAEMOI 3THOHAYKE [...], KyJbTypa COCTOUT M3 ICUXOJIOIMUECKUX CTPYKTYP,
KOTOPHIMH HHIMBHIYyMbI HIIH TPYIIIEl PYKOBOACTBYIOTCS B CBOEM TOBEACHUMY ~. XOTS OTAEIHHO
B35ITOrO aKTepa, KOHEUYHO K€, HEJIb3sd pPacCMaTpUBaTh KaK OHTOJOTMYECKHI aHAJOI «KYJIbTYpPbI»,
BCE JK€ CUUTAETCS, YTO MIPAIOUINHA CYOBEKT MOXKET «COCTOSTh M3 MCHUXOJOTHYECKUX CTPYKTYpPY,
KOTOpBIE, €CIM HMX NPaBWIBHO MPOAHATM3HPOBATh B (POpPME «3ANMHCAHHBIX CHCTEMaTHYECKHX
npaBu [...] TAKCOHOMHIA, mapamurM, TaGNMI, IEPEeBbEB U APYTHX H300pETCHHMID»,' MOryT GbITH
BBICBOOOXK/ICHBI, & TOTOM IIOBTOPHO 33/ICHCTBOBAHBI B CIEKTakJIe. BMECTO Takoro pojaa «kpaifHero
dopmammsma»’, THPI BBIABHraeT 3THOTPaHUECKY0 METOMOTOTHIO «HACHIIEHHOTO OIMCAHHS,
HaNpaBICHHYI0 Ha TO, 4YTOOBI «CHENaTh 3HAYMTENIbHBIC BBIBOJABI M3 HEOONBIIMX (PAKTOB,
o0JIafjafoIuX OYeHb IUIOTHOW TEKCTYpOil», NPUMEHSS NpPU ITOM «CIIOKHYIO CHEIH(PHKY»
KynbTypsl . §I HACTAaMBalO, YTO «HACHILEHHOE OIKMCAHHE» HE KYyJIbTYpBl, a cefs SBISCTCS
MPOBOLMPYIOUIMM M IJIOJOTBOPHBIM CIIOCOOOM CO37aTh CTPYKTYPY JUISI M3YYEHHUS aKTEPCKOU
METOOJIOTHH, KOTOpas OAHOBPEMEHHO pa3pyllaeT U MOJACPKHUBACT MO-IPEKHEMY (aKTHUECKU
rOCIOJICTBYIONINE TUPEKTHBBI CTAaHUCIIABCKOTO O «IpaBae» U «Bepe». Ciemys 3TUM IyTeM, S
Ipejyiaral0 BbIACIUTh U IOABEPHYTb COMHEHHMIO YTBEp)KIeHHUs l'Mpla 1o moBoAy KyJIbTypHOH

! Konstantin Stanislavsky and Jean Benedetti, An Actor's Work : A Student's Diary (London: Routledge, 2008), 152-55;
Natalie Crohn Schmitt, Actors and Onlookers : Theater and Twentieth-Century Scientific Views of Nature (Evanston,
I1l.: Northwestern University Press, 1990), 93-110; Jonathan Pitches, Science and the Stanislavsky Tradition of Acting
(London: Routledge, 2005), 10-12.

2 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary, 18. Kypcu opurunana.

? Clifford Geertz, The Interpretation of Cultures: Selected Essays (Basic Books, 1973), 11.

* Local Knowledge : Further Essays in Interpretive Anthropology (London: Fontana, 1993), 11.

> Ibid.

®Ibid., 28.
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UHTEPIIPETALMM, COCPEJOTOUMBIINCH HA MCCIEIOBAHUM TOr0, KakK IPOLIECC TBOpPYECTBA aKTeEpa
MOXKET OBITh pAcCMOTpPEH Kak HedTo Ooiee Onm3koe OSTHOrpaduu, dYeM IIO0OMYy BUAY
CHCTEMaTHUYECKOTO ciMeHTH3Ma. B cBoeM uccieoBanuu s Oyoy onupaThes Ha MOCIEAHUE paboThI
Owinna AycieHaepa, NOCBSIIEHHbIE AKTEPCKOMY MacTEpCTBY M COOCTBEHHOMY «sD», YXOJAIIUE
KOpHSMHM B IIO3JHMM IIOCTMOACPHUCTCKUHN B3IJIA[ HA MWD, IPUHUMAIOIMNA KAaK JOJDKHOE
BO3MOXXHOCTH M KOHTEKCTyaJM3alliW, 3aKJIIOYEHHbIE B KOHUEMIMAX HWACHTHYHOCTH U
nepdopmatuBHocTH. Kpome Toro, s Oyay omnmpaThcss Ha HemaBHue pabotel Kapen bapan o0
A2eHMUBHOM peanusme, TPEIOCTABIAIONIME HAYYHYI0 MOJIENb, IOCPEICTBOM KOTOPOH MOXKHO
IPUYMHOKUTh HOBEMILIE HCCIEA0BAHNS, NOCBsIIEHHbIE CTaHUCIABCKOMY.

Bonpoc o Tom, MOXKHO 11 KBaTu(PUIUPOBaTh «crucTeMy CTaHHCIABCKOTO» KaK «HAYKY» B TOM WA
MHOM CTPOI'OM CMBICJIE 3TOTO CJIOBA, JIEXKUT 3a MPEIeIaMi KOMIIETEHIIMU 3TON KOPOTKOM CTaThH,
HO BC€ € Ba)KHO KPUTUUYECKU NIOJTBEPAUTD, UYTO TBOPUECTBO U METO/1bI CTaHMCIIABCKOTO
0€3yCIIOBHO OPOXK/IEHBI HCTOPUYECKUM CIETIETICHUEM BIUSHUM, OTHOCSIIUXCS K 00IIeMy
¢unocopckomy B3rsiay. beiio ormMedeHo, uro cam CTaHKUCITABCKHUA HEPEAKO OBUT OCTOPOKEH U
YKJIOHYUB B TOM, YTO KacaJloCh OTOXKJECTBICHHS €ro pabOThl C HAYKOW WIIM YYCHBIMH — B
0cobeHHOCTH, B mocieaue roas . Ho, kak yrBepxkaaet xonaran IIutues B cBoen
BceoObeMITIONIeH KaMre «Hayka u cucreMa akrepckoro macrepcrBa CTaHHCTIABCKOTO» [Science
and the Stanislavsky System of Acting], «[...] XOTs B €ro COOCTBEHHON TEOPETHUECKOMN
(opMyIHPOBKE HAYKH €CTh MPOTUBOPEYNS, BHUMATEIBbHBINA aHaNN3 npakmuxu CTaHUCIABCKOTO
OTKPBIBAET YAUBHUTEIBbHYIO IPEEMCTBEHHOCTh HJEH, TITyOOKHE U TOCIIEI0BATEIbHBIE OTHOLICHHS
MEXKy HaAyKOU U ero CucTemoii»®. Boree TOro, Kak orMedaer [II>pon Mapu Kapnuxke, «k KOHILY
1930-x rr. Coro3 Coerckux Conupanucrtuueckux Pecry0nuk co3nan nkony [CTaHMCIIaBCKOrO| Kak
YUYEHOr0, OTKPHIBIIETO (PH3HUECKHE 3aKOHBI AKTEPCKOr0 MAacTepCTBay . (31€Ch 3a1eiiCTBOBAHbI 10
MEHbILIEH Mepe HECKOJIBKO (PAKTOPOB, HE TOCIETHHUNA U3 KOTOPBIX — HAYYHAs OJIEPKUMOCTD
KOMMYHHUCTHYECKHX BJIACTEH, )KaXKTaBIINX, YTOOBI HICKYCCTBO OBLIO MPOJOKEHUEM UX BEPHI B
Hay4YHbIE OCHOBBI UX IOJUTHYECKOIO IIPOEKTA).

Bo3moxHO, HanMeHee [BYCMBICICHHBIMM U3 KOMMEHTApUEB IO IMIOBOAY HCTOPUYECKUX
KOHTaMHUHAIIMI, YaCTUYHO 3aCJIOHEHHBIX 3asBieHUSIMH CTaHHCIABCKOTO 00 «YHUBEPCATLHOCTH
ero «cucremel», saBisAoTCs cioBa Haramu Kpon IlImut: «Ha mporskeHunm Bcel CBOEH KU3HHU
CranuciaBckuit oOpamaics K ectectBeHHOMY |...]. [Ipuposa, B ToM dmcie, yenoBedeckas Ipupo/ia,
o0asaeT 3aKOHAMH — HAaBCET/a 3aKPEIUICHHBIMHM TPUHIUIAMHU JEATCIIBHOCTH — M MOXET OBITh
MOHSITA B KAaTErOpHUSX MACHCTBUN, KOTOPBIE JIOTHYHBI, IMOCTENEHHBI U B KAaKOM-TO CMBICIIE
[[eJICHANIPaBICHHBI. DTOT B3I TOI00CH B3I Ay ApHCTOTEN [...]» 10,

BaxHBEIM BO BCEM 3TOM SIBIISCTCS OTMCTHUTB, YTO MOTHBHpOBaHHBIfI noaxon CTaHHCIaBCKOIO K
CBOCH paboOTe UCTOPUYECKH COBMAJal C MPOIBETAMOIMM cleHTH3MoM KoHIa XIX B. IlpakTuka
CTaHHCIIaBCKOTO, €CIIM HE €ro KOHKPETHAasi METOJO0JIOTHs, KOPEHWIACh B IBPUCTHUYECKOM B3IJIsAJIC
HA MHp, YTBEpXKIaBIieM (OPMYy TEreJeBCKOTO HJealn3Ma B COYETAHWH C SMIIUPHYECKON
JIOCTOBEPHOCTBIO, KOJIMYECTBEHHO M3MEpPEHHOW HayuHbiM MetofoM. Jlns CraHucIaBCKOro
€CTECTBEHHBIE «3aKOHBI» «HUCTHUHHBIX)» MOTHUBOB M TOBEACHHUS YEJIOBEKA YK€ ObUIM Ha Mecme WU
TOJIBKO KOaJlu, I-ITOGI:I X CHUCTEMATHUYCCKU 06Hapy)KI/IBaJII/I 1 OoLcCHUBAIU. bl MMPOTHUBOIIOCTABJIAIO
3TOT B3IJISAJ COOTBETCTBYIONIMM HabmoqeHusM [uplia 3a KyIbTypHOU JIEATEIBHOCTBIO YEIOBEKa, B
KOTOPOH OH HaXOAMJ «U3MEHUMBBIC MPUMEPHI MPUOOPETEHHOTO HOBGI[CHI/ISI»“, «He(hOpMaAIBbHYIO

" Bella Merlin, Konstantin Stanislavsky (New York: Routledge, 2003), 16-20; Sharon Marie Carnicke, Stanislavsky in
Focus : An Acting Master for the Twenty-First Century, 2nd ed., Routledge Theatre Classics (London ; New York:
Routledge, 2009). 207-209.

¥ Pitches, Science and the Stanislavsky Tradition of Acting. 2.

? Carnicke, Stanislavsky in Focus : An Acting Master for the Twenty-First Century; Pitches, Science and the
Stanislavsky Tradition of Acting. 207-208

10 Schmitt, Actors and Onlookers : Theater and Twentieth-Century Scientific Views of Nature. 95.

" Geertz, The Interpretation of Cultures: Selected Essays. 10.
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JNOTHKY PEabHOM KU3HH» ~ H «KOHTEKCT, HeYTO, BHYTPH 94er0 OHH MOTIYT OBITh JOCTYIIHO — TO
€CTh, HACBHIEHHO — OMHCAaHbI» °. VI Bce iKe, HPEXIe YeM MPOBECTH NPAMYIO TEOPETHUECKYIO
JUHUIO MEXAy OJTHOorpaduyeckuMm moaxogoM [wpma K YeIoBEYECKOMY TOBEACHUIO U
NeSITeIbHOCTBIO aKTepa M0 CO3HATEILHOMY M3YYEHHIO ce0sl cCaMoro, Mo3BOJIbTE MHE UCCIIEIOBATh U,
XOYETCSl HAJesThCs, BHECTH HEKOTOPYIO SICHOCTh 1O TOBOJY NPAaKTUKU caModTHorpaduu, Ha
KOTOPYIO s «IIPUBHUBAIO» MOE UCCIICJOBAHUE.

Jnis  Havana TpPeNCTaBIISCTCS BaKHBIM — IMOMYEPKHYTH pa3iMyke MEXAy TEpMHUHAMU
aemosmuocpagus u camosmuozpagus, 0cOOEHHO €ClAM pedyb O TeaTpaIbHOM KOHTEKCTe. B
OOBIYHBIX M JaK€ HAyYHBIX KpPyrax 3TH TEPMHUHBI HEPEIKO 3aMEHSIOT JIPYr Apyra, XOTs Kaxaoe
CIIOBO 00O3HAa4YaeT CBOI COOCTBEHHYIO c(depy M SIHCTEMOJOIMYECKYI0 CTPyKTypy. Kak
IpU3HaHHas (XOTSI M A0 CUX IOp SABJISIOLIAsCsS NPOOJIEMHOM) MOAKATEropus KaueCTBEHHOI'O
WCCIICIOBAHUS, TEPMUH a8modmuocpagus, TOXKAIYyH, ymnoTrpeOisercs damie, 4YeM TEepPMUH
camoamuoepagus. DIMHICOH U DIUTUC aBTOPUTETHO OMPEAETHIN aBTO3THOrpaUI0 KaK «MOCT,
COCAMHSAIONINI aBToOHOrpaduio u 3THOrpaduio, 4ToOBl U3ydaTh MEPECEUCHUE «SI» U APYTHX, «I» U
KymbTypsD» '+ . 31ech s Obl J00ABHI, YTO ABTOSTHOIPAHUECKOE MCCICIOBAHHE SBISCTCS
METOOJIOTHEH, MO3BOJISIOIEH HCCIENA0BaTh YXKE CYIIECTBYIOIIEE COLMANBHOE «51», a TaKKe
MEPENpoOBEPATh €r0 W TEePeCMaTPUBATh C pa3HBIX TEOPETHYECKMX TOYEK 3pEHHs, a IMOTOM
MPEJCTABIATH KaK «CBHICTEIBCTBO» B paMKaxX MaTPHIIbl 0O0CHOBAHHOTO TEOPETUYECKOTO aHAIIN3a,
HAppaToJIOTUH ¥ pa3iIuyHbBIX (QOPM TEOPUH  «UACHTHYHOCTH» (Hampumep, (EeMHUHU3M,
MOCTKOJIOHHAJIbHAS TEOpHs, TOMOCEKCyajbHBIE HCCIeNOoBaHUs M T.A.). [oBops mpome, «B
aemosamuocpaghuu st MOBOPAYMBAIOCH K ce0e caMOMy M CMOTPIO Ha ce0si B KOHKPETHOH poiH [...]»
(Eriksson). > B camoM gerne, 5Ta (OopMa HCCICHOBAHHMS W CO3JAHHMS 3HAHHH OONAZaeT Kak
M3BECTHBIM TIPOMCXOXJIEHUEM, TaK M pacTylIMM aBTOPUTETOM B Oojee HIMPOKOH cdepe
uccnenoBanus tearpa. B kuure «Teno, Oymara, ciiena. Hanurcanue u MCHOJIHEHUE STHOTpapUID
[Body, Paper, Stage: Writing and Performing Ethnography] (2011), npaktuk u Teopetuk Tamu
Copaii  ompenmensier, 4to «mneppopMaTHBHOE ‘si° TPEACTABISCT COOON TO3UIIMOHATBHOCTH
uccienoBaTenss B neppopMaTUBHONH aBTOSTHOTpapuM», M UYTO «IIOCPEIACTBOM JAHUCIO3UIIUU
neppopMaTUBHOTO ‘s’ HMCCIIENOBATENb  KOHCTPYHPYET HCTOPHUIO CBOETO  KPHUTUYECKOTO
CONPHKOCHOBEHHS C APYTHMH B KYJIBType» .

S momeniaro onpeaeneHUue aBTOITHOTPAQUH B KOHTEKCT 3TOW pabOThI, YTOOBI MMOKA3aTh: TaKOH
THUII Hep(bOpMaTI/IBHOI‘O HUCCIICAOBAHUA TOUYHO He ABJIACTCA TCM, Ha YTO S YKa3bIBalO. Moit HHTCPECC
3l1eCh B TOM, 4YTOOBI HCCIIEJIOBaTh, KaK (OPMUPYETCS Wrparoluii CyOBEeKT U Kak Ha €ro
(bOpMI/IpOBaHI/Ie BJIUAIOT CMCIKHBIC TO3UIINN OTKPOBCHHA U BO3BHUKHOBCHUSA, IIPUCYTCTBHUC KOTOPBIX
MOKHO 3aCBHJICTEILCTBOBATh BO BpPEMs CO3JIaHUS POIU — «paboTa HAJ POJNBIO» — B paMKax
COBPEMEHHOW PEeaTMCTUYECKONW MO MOJATOTOBUTEIILHOTO MPOIecca, PEIeTUIINN U CIEKTaKIIS.
ABTOSTHOTpaMYECKUN  UCTIOJHUTENb  ONMHUPAETCs Ha  CyOBEKTUBHO-NO3HIIMOHMPOBAHHBIC
COLMAJIbHBIC OTHOLIEHHS M OIBIT, YTOOBI B Ipolecce camopeduieKcuu BeIpaboTaTh HAPPATHUB, B
PaBHOW CTENEHH BKIIOYAKIIUNA B CEOS «IbECy», «rOJIOCY, «TEII0», «YCTPOWCTBO» H
«MJIEHTUYHOCTB». DTOM CTPYKTypE CBOWMCTBEHHA IIPOBOKALMS MPSMOr0 B3aMMOIECHCTBUS MEXIY
HUCITOJIHUTECIIEM U €T0 ayﬂHTOpHeﬁ/CBHHeTGHﬂMH; MoCpCACTBOM 3TOI0 BSaHMOHeﬁCTBHH HU3YUYCHUC
BONPOCOB Nep(OPMATUBHON HICHTUYHOCTH IOJYyYaeT MOCTOSHHOE MPOJODKEHUE M IMEPEOICHKY
IIOCPEACTBOM CaMOTr'0 COOBITHUS IyOJIMYHOTO OTKPOBEHHUS U IIPE3EHTALINN.

" Ibid. 17.

" Ibid. 14.

' Laura L. Ellingson and Carolyn Ellis, "Autoethnography as Constructionist Project," in Handbook of Constructionist
Research, ed. James A. Holstein and Jaber F. Gubrium (New York: Guilford Press, 2008). 446.

"> Thommy Eriksson, "Being Native - Distance, Dloseness, and Doing Auto/Self-Ethnography," in ArtMonitor 8/2010
p. (University of Gothenburg. Faculty of Fine, Applied and Performing Arts, 2010). 92-3.

' Tami Spry, Body, Paper, Stage : Writing and Performing Autoethnography (Walnut Creek, Calif.: Left Coast ;
London : Eurospan [distributor], 2011). 30.
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C npyroil CTOpOHBI, HACAIbHBIA HCMONHUTENb CTaHUCIABCKOTO (€CiIM, KOHEYHO, MOKHO
BOOOpa3UTh TAKOTO MEPCOHA)k,a) — TOT, KTO CO3HATEIHHO MOTPYXAaeT CyOBEeKTUBHBIE NETANH W
UJCHTUYHOCTh CBOETO «s1» B (PU3NYECKHUE U SMOIMOHAIBHBIE KOHTYPBI OTACIBHO CO3JIaHHOTO
«TIEPCOHAXKA» MOCPEICTBOM METOJIOB NCUXOMEXHUKU, BKIIOYAs «IpeasiaraéMble 00CTOSTEILCTBAY,
«Maru4ecKkoe ‘eciii ObI’», «BOOOPAKEHUEY, «KPYT BHUMAHUSI» U «IMOIMOHAIBHYIO aMsaThy. Kak
Tumorn JIx. VYain3 mnogyepkuBaeT B CBOEM 3HAYUTEIIBHOM uccienoBanuu «TearpanbHoe
coobrtue» (1980): «[...] Bce nmpuembl TexHUKH CTaHUCIABCKOIO CIYKAT JIJIsi TOTO, YTOOBI aKTEp MOT
COCpPEOTOUUTh CBOE CO3HATEJIbHOE BHUMAHUE HA POJHM, KOTOPYIO OH MIrpaeT [...], CO3HATEIbHO
UCTIONB3YSl AMOIIMU ¥ KOHTPOJHUPYS MX PANUOHAIBHBIMH CIIOCOOAMU, YTOOBI JOOUTHCS CXOJCTBA C
HepCOHa)KeM»”. Bonee Toro, 3ToT panMoHaNbHBIN «(POKYC» ¢ MOJO0OMEM, BBIMOJIHEHHBII aKTEpOM
Ha peNeTUIMH WIM Ha CIEHe, YKpEeIUIeTCS WIM CTaHOBHTCA Oojee IeHHBIM, Onaromaps
a0COTFOTHON TIPUBEPKCHHOCTH COXPAHEHUIO Y€TBEPTON CTCHBI MEXKIY MCIOIHUTEIIEM U 3pPUTEIIEM
— TOH «BOOGPAXKAEMOH CTEHBI, KOTOpas IOIKHA OTACIATh AKTEpa OT 3PHTEIBHOTO 3ama» . B
OTIMYHME OT AaBTOATHOTPA(PHUUECKOTO HUCIOJHUTENS, 4Ybs JACSITEILHOCTh PATUPUIUPYETCS
B3aUMOOIIPE/ICIICHHBIM T0JIEM IMPO3PAYHOTO aBTOPCTBA M (pe)Ipe3eHTALUU KaK 3pUTENsl, TaK U
aktepa, akrtep CTaHHMCIABCKOTO TOJOTYETEH MOJIEIM CIEKTaKJsl, KOTOpash CHUCTEMaTUYECKU
MOAABISIET W KOHTPOJHMPYET TMOPOrOBOE MPEMSITCTBUE MEXKIY OTIpPABUTENIEM (aKTEpOM) U
noxyyatesneMm (3putesieMm). Bo3moxkHo, Haunbosiee uHTepecHOe BblelieHne CTaHUCIABCKUM 3TOTO
(eHoMeHa TpearosaraeTcsi ero CO3UAATeNbHON KOHLENIHMEW nybauunoco oourouecmea: «OHO
myOIUYHO, TaK KaKk MbI Bce ¢ BaMU. OHO OJUHOYECTBO, TaK KaK BBl OTACJIEHBI OT HAC MAaJbIM
KpyroMm BHUMaHus. Ha criekTakie, Ha rila3ax THICSTYHOW TOJIBI, BBl BCEr/la MOXKETE 3aMKHYThHCS B

1
OJMHOYECTBO, KAK YJIUTKA B PAKOBHHY» .

Takum o6paszom, eciu akrep CTaHHCIABCKOTO HE MOXET C KOMQOPTOM i ce0s 3aHATh
MO3MIIMI0 aBTO3THOTrpada, 0e3yClIOBHO, TOJKEH OBITh CIOCO0 00pHCcCOBaTH MaHepy, B KOTOPOH OH
OINUpPAETCs HAa COOCTBEHHYIO KYJIBTYPHYIO Tomorpaduio, 4to0bl mepGopMaTuBHO ONUCATh, €CIH HE
cOo311aTh, MEpCOHAX. Moe yOeXeHHe TaKOBO: TEPMHUH CAMOIMHOSPAGDUA OUEPUUBACT OOTATYIO U
CTUMYJIMPYIOIIYI0 TEOPETHYECKYI0 TEPPUTOPHIO, IOCPEICTBOM KOTOPOW MOXKHO 3aMETHO
NPOJIBUHYTHCS MO IMYTH MHOTO3HAYHBIX OTHOIICHHH W TPAKTHK, CBOWCTBCHHBIX paboTe akTepa.
MbT1c DBeccoH mpeiaraeT Hoje3Hoe OOBSACHEHHE, KOTOPOE IMOCITYXKUT Ui MEHS OTIpaBHOU
Toukoil: «CamodsTHOrpadusi — 3TO HCCIENOBAaHHE U TEKCT, B KOTOPOM HCCIIEI0BATEIb-aBTOP
OITUCHIBACT KYJIbTYPHOE OKPYKEHHUE, K KOTOPOMY OH/ OHa UMEET ‘€CTECTBEHHBIN JOCTYII , SBISICTCS
AKTHBHBIM yYaCTHUKOM Ha OOJIee MM MEHee PABHBIX C JAPYTMMHU yUaCTHHKAMH YCIOBHSX» .. Eciu
NPUPABHATh «HCCIICAOBAHUE» K TaKOMY JCHCTBHIO aKTepa, KaK «IOJTrOTOBKa», a «TEKCT»
paccMaTpuBaTh Kak IOCIEAYIOIIeE BOIUIOIMIEHUE «IIEPCOHAXa», TO TIOJIYyYaeTcs, 4TO aKTepa
CTaHHMCIaBCKOTO MOXHO CMEJIO Ha3HayaTh «HCCIIEJOBATEIEM-aBTOPOM» B paMKax 3TOH
napagurMel. TakuM 3asBJICHUEM s BBIJBHIAI0 Ha IEPBBIN IUIAH THIIOTE3Y, YTO aKTEP HUKO20d HE
paboTaer B M30JIALUK BMECTE CO CBOMM I'€pPMEHEBTHYECCKU CEKBECTHPOBAHHBIM «s» — THUIOTE3a, O
KOTOpOM, TO-BHIMMOMY, YacTO 3a0bIBAIOT B IEJAarOrMYeCKUX Pa3MBIIUICHHAX O TOM HJIM HHOM
JUYHOM «METOZIe» aKTepa, — HO BCETJa YXE BOBJCYCH B IPOIECC, JACTAIOUIMNA HEO0OXOIUMBIM
aKTHBHOE ydacTHe B pabore rpymmsl. (Bor emkas ¢opmynupoBka DiBeccoHa B OTHOLICHUU
camoaTHOrpaduyeckoro mpoekra: «HabmrogeHre ydyacTHUKA HE SIBJISICTCS XOPOIIUM SIPJIBIKOM B
3TOM CJIyd4ae; Jydllle CKa3aTh — paboTarINN YYaCTHUK. YYacTHe JOKHO OBITh HA TMEPBOM MECTE
[..]»*'. Takas rpymma y4acTHHKOB COCTAaBIISCT «KyJIbTYPHOE OKPYXKCHHE», B KOTOPOM MOXKHO
HaOIIOAaTh HE TOJBKO 32 COOCTBEHHOM JIEATENbHOCTBIO, HO M 3a JEATENBHOCTBIO JAPYTHX

' Timothy J. Wiles, The Theater Event : Modern Theories of Performance (Chicago ; London: University of Chicago
Press, 1980). 30.

'8 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 112.

" Ibid. 99.

» Mats Alvesson, "Methodology for Close up Studies — Struggling with Closeness and Closure," Higher Education 46,
no. 2 (2003). 174.

*! bid.
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YYaCTHUKOB 3TOU rpyIrbl. Ha camom nmpo3andeckoM U OTKPOBEHHOM YPOBHE CIOJIa JOJIKHBI BOMTH
aKTephI-ApTHEPHI, PEKHUCCEPhI, MEAAroru, MOMOITHUKH pexuccepa, cuenorpad u 1.1. Ha Gomnee
MOJIEMHYECKOM YPOBHE (MMEHHO €ro s HaX0Xy MHTPUTYIOLIE TIyOOKMM M TOJIMBAJICHTHBIM), 3Ta
COBOKYITHOCTh YYaCTHHMKOB JIOJDKHA BKJIFOYATh TaKHE HESCHBIC W JIBYCMBICICHHBIE (UTYpBI, KaK
aBTOP IIBECHI, «IIEPCOHAX), MAPTHEPBI-AKTEPBI, «UTPAOLIUE MIEPCOHAKEW», 3pUTEIN U, YTO CAMOE
aMOMBaJICHTHOE, MIOJICO3HATENILHOE «S1», K KOTOPOMY aKTep MOCTOSHHO MBITAETCS OJTYYUTh KaKOU-
TO JOCTYI, YTOOBI aKTUBUPOBATh «TBOPYECKOE CaMOUYyBCTBHE» MO CTaHHMCIABCKOMY U IOKA3aTh «
“KM3Hb YEJIOBEUECKOI'O JyXa pOJM’, 4YTO SBISIETCS Halled [sic/ OCHOBHOM LIE€IbI0 HAIEro
HCKYCCTBa» .

[Ipennonaras, 4To Mbl TENEPh MPEIBAPUTEIBHO TOTOBBI K TOMY, YTOOBI IPUHATH paboTy akTepa
KaK, TI0 KpailHell Mepe, OTYacTH MPAKTUYECKUH IMPOEKT caMo3THorpaduu, Temepb s Obl XOTel
MOCBATUTH OCHOBHOM MAacCHB 3TOW CTaTh TOMY, YTOOBI apryMEHTHPOBAHO OLIEHUTH, Kak
CHCTEMaTHYECKOE HUCCIICOBAHUE CBOCTO «sD» KaK METOJIOJIOTHH JIJIsl «CO3/1aHusl 00pa3a» U «paboTbl
Ha/J POJIBIO» COEAMHACTCS C «UHTEPIPETAIMOHHON STHOTrpadueit», CToidb CoOJa3HUTEIHHO
IIOAYEPKHYTON MOJECIIBIO «HACBIIEHHOIO OonucaHus» ['mpna. XoTs s HE MOry yTBEp)KIaTbh, YTO
IIPAKTUKU TeaTpa, BBICTPOCHHOI'O BOKPYI aKTEpa, U TE€, YTO MMEIOT OTHOILICHHE K AHTPOIIOJIOTHH,
«BBICTPOCHHOW BOKPYT aKTepa», MOTYT TEOPETHUYECKH COCYIIECTBOBATH KAaKUM-JIMOO aOCOIIOTHBIM
o0pa3om, s BEpl0, YTO OTBETHBIC JCHCTBHs, HAOIIOJAaeMble MEXAYy 3TUMH JUCKPETHBIMHU
JUCLUIITIMHAMU, 3aCIIy’KMBalOT BHUMaHUS.

[Ipexxne Bcero, BaKHO MOAUYEPKHYTh, YTO, €CIIH 51 3aMMCTBYIO0 TEPMHUH «HACBILIEHHOE OIIMCAHHUE»
y T'mpua, 4toObpl cO34aTh MYCKOBYIO IUIOMIAAKY JUII MOHMX COOCTBEHHBIX pa3MBIIUICHUH 00
aKTEPCKOM MacTepcTBE, TO caM [Hpll SBHO 3aMMCTBYET KOHLENIUIO U TEPMHUHOJIOTHIO Yy
oputanckoro ¢umocoda I'mnbepra Paiina. IIpoctoii nmpumep Paiina (aBa Manpumnka, MOPTraroIIue 1
MOJICPTUBAIOIIME TIPAaBBIM BEKOM) IMOPOXKIAAeT KyAa 0Oojee MIMPOKYI0 HACID O «MHOTOCIOWHOU
MepapXuy MHOTO3HAYMTEIBHBIX CTPYKTYP», OTPaKAIOIIel MaTepuanbHble 3a1a4u sTHorpadun’. 1
BCE K€ UMEHHO OCHOBHOM BOIIPOC O TOM, UTO «JEJIAET» YEJIOBEK, U SBJISETCS KPUTEPUEM Kak JJis
Paiina, Tak u s [mpra®. DTo yIauHO KOPPECIOHAMPYET C AKCHOMATHUECKOI OTUYETIHBOCTBIO,
KoTopyto CTaHMCIIaBCKUH B CBOMX pabOTaxX MOCTOSHHO MPHIACT HJIEE «JICHCTBHA»; KaK OH €MKO
3aMeuaeT, «Oelicmeaie, AKMUBHOCTL — GOM HA YeM 3UNCOEMCs OPAMAMUECKOe UCKYCCIMEo» = .
Ecnu crnienoBaTh 310 JOTHKE, TO HANOOJI€e BUAHBIM H MHTPUTYIOLIMM B aHanoruu [ mpua B pamkax
JAHHBIX Pa3MBIIUIEHUH SBISETCS TO, KaK OH IOJAYEPKUBAET JEHUCTBUS TPEThEro Mallbuuka B
npuMmepe, n1aHHoM Paiinom. M30eras HEHyKHOro IMOBTOpPEHUS JeTaled HappaTUBHOIO IMpUMeEpa
I'upma, 10CTaTOYHO CKa3aTh, YTO OMHMCAHHE MOPTaHUS TPEThEr0 MajbUuMKa PACHIUPSIETCS, YTOOBI
BKJIIOUUTh BO3MOXHOCTb PAaCCMOTPEHMS €ro IOBEJCHMs CHadaja KaK «IapoJuu», a MOTOM Kak
«peneTHIE» . B CYIIHOCTH, BOJBHOE HCIIONB30BAHHE [HpLEM TEaTpanibHOTO CIOBAps B STOM
HA4yaJIbHOM YacTH €ro 3cce MOTPSICAET: «IOAPAKAHUEY, «YJIOBKH KIOYHa», «IIpaKTHKa JOMa NEpeN
3€pKaJIOM»,  «PENETUPYIOLUI  PENeTUPYET», «OTPENEeTHPOBAHHOE-OYpPIECKHOE-IIPUTBOPHOE-
MopraHue» . BrioysiHe U3BUHUTENBHO MpEANoiIaraTs, YTo I'upIl cocTaBiseT CBOW NEpEeYeHb, YTOObI
BCTYIIUTh B JIMAJOT CO 3HAMEHUTBHIM «HapagokcoMm o0 akrepe» [luapo, Hexenu 4ToObl OceIaTh
TE3UC B IMOJb3y B HMHTEPIPETALMOHHOW TEOpuU KyJbTypbl! BBHIy TOro, 4ro 3THU 3aKJIIOUEHUS
YKa3bIBalOT Ha MPSMYIO CBSI3b MEXIY <«JI€JaHHUEM» B aKTEPCKOM MAacTEpCTBE M <«JI€JaHHUEM» B
KyJIbTYPHOM IIOBEJAECHHMH, BO3MOXKHO, Oo0jee TBEpAOE U MPSIMOJIMHENHOE ONpejesieHue
MHTEPHPETAIIMOHHON aHTPOMOJIOIHK WM 3THOrpaduu HEOOXOOUMO sl 0OOCHOBAaHUS JTAaHHOTO
HCCIIEI0OBaHUS.

> Ibid. 118.

2 Geertz, The Interpretation of Cultures: Selected Essays. 7.

** Ibid. 6.

** Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 40. Kypcus opuruuana.
*® Geertz, The Interpretation of Cultures: Selected Essays. 7.

*7 bid. 6-7.
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B cBoem BeryrmieHun k Oolsiee moszgHeMy coOpanuio dcce ['mpip mpemaraer yOeauTenbHOEe U
coJepKaTeNbHOe OlpenaeseHul d3THorpaduu: «B mocienHeM aHanu3e, KaKk W B IEPBOM,
MHTEPIPETAIIMOHHOE HCCIEJOBAaHUE KYJIBTYphl MpPEIACTABISET COOOW TOMBITKY OCO3HATh
MHOTr000pa3ue crnoco00B, KOTOPBIMHU JIFOAHM CO3JAI0T CBOIO >KHU3Hb IMOCPEIACTBOM TOTO, YTO BEIYT
ee»”’. 31eCh BBLIBMIACTCS HA MEPEIHMH IUIAH MHANBUIYaNbHOE ACHCTBHE, KOTOPOE Sl HAXOXKY
cToib yoenuTenbHbIM. TO, KaK «IIOJU CO3/AI0T CBOIO XU3HBY» Yy ['Hpra pe3oHupyer ¢ «paboToit
aKkTepa HaJl co0oi» U «paboToi Hax ponbioy» y CtanuciaBckoro. Peus uaer o cnoco6ax, KOTOPEIMU
paboTa akTepa BHYTPEHHE CBSi3aHa C NPOIECCOM, CO30arOWUM CTPYKTYpbl CMBbICTIA, Oyaydu
BOBJICYCHHBIM B «aKT» BBINOJIHEHUS 3aqaHui. «[/]]pama Ha clieHe ecTh coBeplIaonieecs y Hac Ha
riazax JeicTBue, a BBINICAIIMA HAa CIEHY aKTep CTAaHOBUTCS JCHCTBYIOIIMM», - MHUIIET
CraHHCIaBCKUH >, U dTa dbopmynupoBka (YHKIUU Oelicmeus TOpakaeT MEHsS KaK HEeYTO
(byHIaMeHTaNbHOE I U3yYeHHsI KaK STHOrpaduu, TaKk ¥ aKTEPCKOr0 MacTepCTBa.

Ho ecnu nannast opmynupoBka XOTs Obl Ha mar npuOIMKaeT MEHs K pacliO3HaBaHUIO POACTBA
MEX/1y 3TUMU JUCLUIUIMHAMHY, €Ie IPEICTOUT U3YUUTh, SBISETCS JIU 3TO OTHOLIEHUE BCETO JIUIIb
CEeMaHTHUYECKH KOJMPOBAHHBIM OTPAKEHUEM TOAOOHBIX TEXHOJIOTWH, WU 37eCh B JCHUCTBHUE
BCTymaeT (yHAaMeHTaabHass CUHEpPrus, CHOCOOHash B paBHOM CTENEHH OCBEIaTh M3Y4YCHHE
KyJbTypbl W HW3yY€HHE aKTepCKoro MactepcTBa. Jlo Kakoi cTemeHH caModTHOrpaduyeckoe
«HACBIILIEHHOE ONMCAHHUE» MOXKET pa3pyLIUTh HEO0-APUCTOTEIEBCKUN CLHUEHTU3M «CHUCTEMBD»
CTaHHMCIaBCKOTO M C KaKUM HMEHHO «pa3HOOOpazuem» s «HAX0Xy OOMIMH S3BIK», H3ydas
IIPEAIIMCAHHOE aKTepy MOBEJEHUE B YCIOBHUAX TE€AaTPAIbHOrO OKpykeHusa? [Ipexie dyem OoTBETUTh
Ha 3TU BOIIPOCHI 51 YyBCTBYIO HEOOXOIUMOCThH OoJiee TITyOOKOM SKCIUIMKALUU TOTO, 4O MOXKET
03HA4aTh aKTEPCKOE «SI».

OnmucoH XO/K NOABOAMUT JIAKOHMYHBIM HTOr meaarorndeckomy nonaxony CTaHMCIaBCKOTO,
TOBOps, YTO OH «IOJYEPKUBACT TIyOOKOE TIOTpyKEHHE akTepa B pPOjib, 4YTOOBI JOCTHYB
3aKOHUEHHOW ‘XapakTepHOCTH . ‘SI” M mNpeAcTaBiIIEMbll MEPCOHAXX HAXOASTCS B TBOPUYECKOM
HaNpsHKEHUH 10 MEpe TOro, KakK ‘BHYTPEHHAA XU3Hb' aKTepa Hampasisiercs Ha (OPMHpPOBAHUE
nepcoHaxa» .. 371ech s Obl IPUBICK BHUMAHHE K TOMY CII0COOY, KOTOPEIM XOJK CHHTAKCHUIECKH U
KPUTHUYECKH CO3JIAaET IUCKPETHbIE OMHAPHBIE OTHOLIEHHSI MEKIY CJIOBAMHU «aKTEP» U «POJIbY, «5» U
«TIEPCOHAXKY, «IPEICTABICHHBIIN» U «BHYTPEHHSS JKU3HBY, «HAMPABIAETCS» U «(POpMUpPOBaHUEY.
Ora pepUHUIMOHANBHAS TO3WMIUS  pacmupsiercs Onaromaps Tpu3HAHUIO  XOK, 4TO
MearOrMYeCKUil MOAX0 ObUL, MO CYTH JIeja, COCJUHEH C PEKUCCEPCKUM, TAe «[TeaTpalbHbIH]
pexuccep BBICTYIIA] B KayeCTBE IOCPEIHHUKA M IIOMOTaJl PEIIMTh OCHOBHOM BOIIPOC aKTEPCKOIO
MACTEPCTBA: HAMPSHKCHHE MEXKLY AKTEPCKUM ‘S’ M POIIBIO aKTepay .

N Bce xe, xak nomyepkuBaer Dunmnm Aycnennep, «[II]JpoGrematnka ‘s’, KOHEYHO XKe,
3aHHMAaeT HEHTPAIbHOE MECTO B TEOPHH TeaTpa» . DTa Hies ONPEe]CHHOrO U ONPEIEISIONIEro
‘0, K KOTOPOM MbI TaK YacTO amleJUIMpyeM IOCPEACTBOM JUIMHHOM LIENOYKM HPAKTUKOB U
TEOPETUKOB KaK K 4eMy-TO, 4eM oOiamaer ‘akrep’, HEM30€KHO SBISETCS CIOPHBIM TEPMHUHOM,
HE3aBUCHUMO OT TOTO, CMOTPAT Ha HEE C ICHUXOJIOTMYECKOH WM COIMO/NOJUTUYECKON TOUYKU
3peHus. Tem He MeHee, MOTJI0 Obl MOKA3aThCsl, YTO B COBPEMEHHOM TPaJAMIIMU TPEHUHTA aKTepa 10
CranucnaBcKOoMy, ‘akTep’ MOYTH BCET/a MPUXOAUT HA CIIEKTAKIIb KaK CO3HATENbHBIA CyObEKT MU
JecTByIOIEee U0, chopMUpOBaBIIEeCs M MOJyUYHBIIEEe HEOOXOIUMBIE MPEICTABICHHS €IIe 10
‘IEUCTBHI’, B KOTOPHIE OHO MIOTOM BOBJEUYEHO. S yTBEp»KAat0 MOYTH 0OpaTHOE: aKTep MPUCTYHAET
K paboTe XOTs U IO CBOEH BOJIe, HO KaK CYOBEKT, TOJIbKO BPEMEHHO CTAaOWMJIBHBIN; B CYIIHOCTH,
MMEHHO TPOJAOJDKAIOIIEeCs] IMyOJUYHOE M IOJY-TyOJMYHOE MOBTOPEHHE TMPEANHUCAHHOTO

8 Local Knowledge : Further Essays in Interpretive Anthropology. 16.

%% Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 40.

3% Alison Hodge, Actor Training, 2nd ed. ed. (London: Routledge, 2010). xx.

> Ibid. xxii.

32 Philip Auslander, ""Just Be Your Self" Logocentrism and Difference in Performance Theory," in Acting
(Re)Considered : Theories and Practices, ed. Phillip B. Zarrilli (London: Routledge, 1995). 60.
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MOBEJICHHS, BBIMOJHAEMOTO B TEATPAIbHBIX YCIOBUAX, ddem aKTepy CTaOWIM3HMPYIOLIYIO, MyCTh
JaKe 3aBHUCALIYI0 OT OOCTOSTENLCTB, CTaOMJIBHOCTH. B camMoMm jerne, MMEHHO 3arajovHas
MHOTO()YHKIIHOHAJIBHOCTh M B TO K€ BpeMs MMEIOIIasi IPaHUIbl JTUMHHAIBHOCTh Tella aKTepa U
appexT poXKAAIT MNPOAYKTUBHYIO 00JacTh JiIsi TIyOOKOrO HCCIENOBAHUS HIPOBOTO U
W3MEHYMBOTO  HUCIOJHEHUS WACHTUYHOCTU. (37ech Takke o0pa3yercs HCKyIIAIOMIMN
TEOPETUYECKUN  IIPUTOK,  OTHOCAIIMKWCA K  BO3MOXHOMY  TBOPYECKOMY  CPAaBHEHUIO
caMOdTHOTrpaUUecKod  ‘aKTepCKOi  Wrpbl’ €  BIMATEIBHOW  KOHICMIMEW  TEHICPHOMI
nepdopmatuBHocT xynut batnep).

S Oyay u panplue onupaTbCsli Ha JIEKOHCTPYKLMOHAIMCTCKUM —aHAIU3  HCUXOMEXHUKU
CraHHCIaBCKOTO, MPEICTaBICHHBIN AYCICHIEPOM B €ro MpoBOKaMOHHOM 3cce «llpocto Oyab
co0oi1» (YTO OTChUIAET HAC K HAa3BAaHUIO MOEH COOCTBEHHOW padoOThl), MOAYEPKUBAsS €ro
YTBEPKJICHHE, UTO « ‘s’ HE SBJISETCS aBTOHOMHOW OCHOBOM JIJIsl aKTEPCKOUM UTPBI, HO MPOU3BOIUTCS
IIOCPEICTBOM CIIEKTAKIIA, B KOTOPOM OHO yYacTBYeT» . 37ech, B 3TOM MPEIIOIOKHTEIHHO
00o001aronieM yTBep KICHHH, 51 OOHAPYKUBatO (QyHIaAMEHTAIBHYIO CBS3b C IpUHaaexamen [ upiy
KOHIIETIMEH 3THOrpaduu Kak HCCIeNOBaHMSA, APTUKYJIUPYIOUIETO, YTO «[K|yJbTYpHBII aHaIn3
yrajplBaeT (WM JOJDKEH yra/blBaTh) 3HAUEHMsI, OLIEHUBATh 3TU JOTAJKU U JIe]aTh OSICHUTEIbHbIE
BBIBOJIbI M3 JIyUIIMX JOTaJ0K, OTKPbIBasi KOHTMHEHT 3HAUEHUS M HAHOCS O4YepTaHUs Ha €ro
GeCIUIOTHBIH  meizaxy o . S IIPUPABHUBAI0 «KOHTUHEHT 3HadeHus» [upma x TOMy, Kak
CranucnaBckuil oOpamancs ¢ «IO0ACO3HATEIbHBIM KaK XPAaHWIWIIEM MOBTOPHO HCIOJIb3yeMOM
uH(GOPMALMKI» >, Te BOCIOMHHAHHS H ONBIT AKTEpPa SBISIOTCS HHEPTHHIMH M MOHONUTHBIMH
TornorpadusaMu, KOTOpbIE HYXHO Ha4epTUTh U (Pe)IPEe3eHTOBATh IOCPEICTBOM 3MOJIEM
xapaktepHocTu. CpaBHUBas J1Ba 3THUX Iaccaka, s MpEAIosaraiw, 4To MAeaaIu3upOBaHHbIN MPOEKT
CTaHUCIABCKOrO0 IO OTKPBITUIO KaKOW-TO BaXKHOW «IIpaBAbl» WM «IPUPOIbD B OTHOLIEHUH
UTPAOIIEro CyObeKTa eCTh HE UTO HHOE, KaK OOIIEHHE CO CBOMM ‘A’ C ATHOTPAPUUECKUX MMO3UIIHA.
C ydeToM HCHOJB30BAHUS «HEOONBIIUX (PAKTOB, OONATAIOIIMX OYEHb IUIOTHOH TEKCTYpOil»,
paccKa3bIBAIOLIUX O CBOEM ‘sI” U NIEPCOHAXKE, — 3/1€Ch MOXKET MOAPAa3yMEBAThCS BCE, YTO YTOAHO, OT
‘mpenaraeMbiX OOCTOSITENBCTB JIO ‘OMOIMOHAIBHON MaMsATH’ — padoTa akTepa 3aKII0YaeTcs B
TOM, 4YTOOBI OICHUTH JydlIue “‘Moragku’ o0 OMOLUU, TICHUXOJOTHMH W JACUCTBHH, YTOOBI
“BBICTPOUTH” WJIM “CO3JaTh’ CTPYKTYPBhI CMBICIOB MOCPEJACTBOM HX crekTtakiel. [Ipeamnonarars,
YTO TJE-TO BHYTPH aKTepa CIPSITaHO HEYTO BPOJE €CTECTBEHHOH CTaOMIBbHOW CyOBEKTHBHOCTH,
HaXOJAIICHCs BHE Mpoliecca «paboThl Ha/l POJIbIO», CPOJHU AHTPOIIOJIOTUH, TPEAIIONATAIONICH, YTO
«KyJIbTypa €CTh 3aKJIIOYCHHas B cebe caMoil ‘CBEPXBECTECTBEHHAs PEaJbHOCTh CO CBOUMH
COOCTBEHHBIMU LIE/ISIMH U CHIIOI» *, HEXETH PEaTbHOCTb, KOTOPAs STHOrPADUUECKH «BBIUICHSIET

CMBICIIOBEIE CTPYKTYPBI» .

Benp, B cymHOCTH, UMEHHO caMa IO cebe MHOTOBapUAaHTHOCTh MNOBENCHHUA M JpoOieHue
JIOTUKH, IEPEKUBAEMbIE MOCPEACTBOM OOILEHUS CO CBOMM ‘s’ WJIM C KYJbTYPOW, OKa3blBalOTCA
OJTHOBPEMEHHO CTOJIb TBOPUYECKUMH U CTOJIb MyTraromuMu. Kak Ob1 HM XOTEJIOCh KOMY-THOO0 BEPUTH,
9YTO CYMMHUPOBATh YEJIOBEUYECKOE TIOBEJACHNE MOXKHO TeM, 4TO [ upil Ha3bIBaeT “yHU(pUIUpPYyIOmUM”
croco6om *°, HeoTheMIeMas MHOXECTBEHHOCTh HAIICH YEeNOBEYECKOH KOHCTHTYLHMH SBISCTCS
Oosiee CIOXKHON MaTpPUIEH, MOCPEACTBOM KOTOPOIH YEIOBEK MOXET JOCTHYh MUHYTHOW SICHOCTH.
[Tomo6HO TOMy, Kak CTaHHCIABCKMH «HACTaMBaeT Ha HEOOXOAMMOCTH JOTMKH, CBS3HOCTH,
€IUHCTBA — ‘HEpa3pbIBHOU HAE «YHUPHUUIUPYIOUIMID» AHATUTUK CYUTAET YEJIOBEYECKYIO
MBICJ/Ib U TIOBEJIEHUE IICUXOJIOTMYECKHUM IPOLIECCOM, MPUBS3aHHBIM K KOHKPETHOMY YEJIOBEKY U

> Ibid.

* Geertz, The Interpretation of Cultures: Selected Essays. 20.

*> Auslander, ""Just Be Your Self" Logocentrism and Difference in Performance Theory." 61.
3% Geertz, The Interpretation of Cultures: Selected Essays. 11.

7 Tbid. 9.

¥ Local Knowledge : Further Essays in Interpretive Anthropology. 14.

%% Auslander, ""Just Be Your Self" Logocentrism and Difference in Performance Theory." 60.
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pykoBoauMbIM  3akoHOM [...]» *° . VEuBepcammsmy CTAaHMCIABCKOrO CBOMCTBEHHA Ta e
pacnpocTpaHeHHas IMpuYyda, YTO M TEOPETUKAM-CTPYKTypaliucTaM (B IIMPOKOM I[OHUMAaHHUM),
KOTOpBIC TPHICPKUBAOTCS «[...] YyOEXKIEHHs, YTO MEXaHHKa 4YEIIOBEYECKOTO MBINUICHHUS HE
MEHSETCS B 3aBUCHMOCTH OT BPEMEHH, MPOCTPAHCTBA, KYJIbTYPHI M OOCTOSATENBCTB, U YTO UM
M3BECTHO, 4TO 3TO TAKOE» .

Cama uzes, 4To KyJIbTYpHBIH nepdopmaHc uin nephopMaTUBHOE ‘8’ MOTYT pacCMaTpUBATHCS
KaK CKOJBbKO-HHOY/Ib MOHOJIUTHBIE, TTOABEPTaeTCs MPOBEPKE €Ile OJHOW KOHCTUTYTUBHOW YepTOU
T000T0 ATHOTPAPHUUECKOT0 TMPOEKTa; a MMEHHO — TEM, YTO JEHCTBHE pa3bIrphIBACTCS IEpen
nybaukou. Kak roBoput Ham ['upi: «KynbpTypa mybandHa, TOTOMY 4TO TaKOB cMpicy 2. B paMKax
«HACBIILIEHHOTO OIHCAaHUSA» CMBICI TECHO CBSA3aH C «MHOXECTBOM CJIOKHBIX KOHLENTYaIbHBIX
CTPYKTYp, MHOTHE M3 KOTOPBIX HAJIOKEHBI IPYr Ha Jpyra WM COEAMHEHBI JPYr C JIPYrOM, 4TO
OJIHOBPEMEHHO CTPAaHHO, HEMPABWJIBHO M HEYETKO [...]» s (UaTepecHo, 4TO 3TO OMUCaHUE
STHOTPAHUUECKOr0 BbI30Ba MO0 ObI, 6€3 0COOBIX MpoOJieM, OBITH MEPEHECEHO Ha OMUCAHUE
mporiecca BCTPEUH akTepa C MOACO3HAHUEM; 51 3TO UCIIBITHIBAJ 32 TPUALATH JIET MPOpeCCHOHATEHON
AKTEePCKOW Kapbephl). 3HAUCHUE CYIIECTBYET Ha MyOJIMKE, MOTOMY YTO CIUHCTBEHHAsl pOJib, B
KOTOPOH 4YeJI0BEYECKOE TMOBEACHNE YUUTHIBACTCS — PABHO KaK WM Odelicmeue, oelanue, — 3TO OTBET
opyeum WM TOJATBEPXKACHUE ACUCTBUN Opyeux. SICHO, UTO MPAKTUKYIOIIUNA aKTep BOBJICYEH B
MpoI1IecC, MOCPEACTBOM KOTOPOro BCTpeda € ‘ApyruM’ SIBISETCS IMOYTH TaBTojiorued. Ecth, mo
MEHbBILIEH Mepe, AMHUCTEMOJIOIMYecKH Hen30ekHas BcTpeua akrepa W nyOnuku. (OTy Teopemy,
KOHEYHO €, Cpeay MpOYMX IOoJBepraja cypoBoi nposepke I'poToBckuil). M Bce ke nopo3penato,
4TO ecTh OoJyiee TIyOOKH aHANW3, YKA3bIBAIOIIUN HAa TO3UTUBUCTCKYIO OHTOJIOTUYECKYIO OICHKY
aKTepa Kak caMod3THOrpada; 3TOT KeCT M INPOBOKAIUS YMYIPSIOTCS OOMaHyTh 0000mIaromuit
B3IJI51/] HAa ‘“4EJIOBEUECKYIO IPUPOY , IPU STOM IOBBIIIAS HAYYHYIO LIEHHOCTb.

B cBoeii pabdore 2007 roxa, «Berpeua co Beenennoit Ha nmonmytn», Kapen bapan ucneiteiBaer
TPYAHOCTH C OIPEACICHUEM MHTPA-aKTUBHOTO IPOCTPAHCTBA, TIJI€ BCTPEUAIOTCS TUCKYpPC U
MPUYMHHO--CJICZICTBEHHAs CBS3b; TJi€ COLUAIBHBIA KOHCTPYKTHBHM3M 3acCTBIBACT B (hru3nyecKon
MaTepuabHOCTH. Kak KpuThyeckuii peMUHUCT U CKENITUYECKH HACTPOCHHBIH KBAHTOBBIN (DU3UK,
Bbapan paccmarpuBaeT KOHIENUWIO neppopmatuBHOCTH (M s Obl nobOaBui - mepdopmanca) ¢
OTKPOBEHHO MeTa(pHU3MYECKUX TMO3UIMKA UM TMpEeAjaraeT OHTOJIOTUYECKYI0 KOHCTPYKLHUIO,
UMEHYEMYIO a2eHMUBHbIM Peanru3mMoM, B PpaMKax KOTOpOHl «(pEHOMEH paccMaTpHBaeTCs Kak
o0o3HaYaroIIee s ‘PEATBbHOCTH U TJe «[p]|ealIbHOCTh CO37aeTCsl HEe U3 O0OBEKTOB CaMUX IO cebe
HIIM 00BEKTOB, CTOAIIMX 3a (PEHOMEHOM, HO M3 00BekToB B (peHomene» . Tlo muenmio Bapas,
«GheHoMeHbl  ABNAIOMCA  OHMONOSUYECKU CBAZAHHBIMU C UHMPA-AKMUBHBIMU (Pakmopamu» W
«[p]eanpHOCTH, TakuM 0Opa3oM, HE SBISETCS 3aCTHIBIICH CYIIHOCTBIO. PeanbHocmb —
NPOOOINCAIOWAACS  OUHAMUKA —UHMpa-akmuenocmu» = . B MOHMX T7a3ax —je3aByHpOBaHHE
pPETBHOCTH KaK CBOEro poja ‘“‘GpUKCHUpOBaHHOW WM ‘‘3aBEpPIICHHON” CYIIHOCTH CMEJIO
MOJIBEPraeT COMHEHHIO TUCIMILIMHAPHBIC NIPEPOTaTHBHI, IEPEBOASIINE TEATPAIbHBIA CIIEKTAKIIb B
paspsia OeHCTBUS, KOTOPOE MOXKET OBITh BBIPE3aHO U MIEPEHECEHO M3 “pealibHOM’ KU3HU B TOH Ke
CTENEHH, B KAKOW JKU3Hb SBJIAETCS “BCErO JIMILb aKTEPCTBOM™ U “IPOCTO Urpoi”, (Kak Moria Obl
chopmynmpoBats 310 batnep).

Jnst bapan acrekThl 4elloBeuecKOW CyOBEKTHBHOCTH U HACHTHYHOCTH (OPMHPYIOTCS HE Kak
IIPUYMHHO-CJIEICTBEHHO  IPEAOIPENEICHHbIE CYLIHOCTH, IHPEJCTABIAIOIINE HEOThEMIIEMbIE
KayecTBa, — M HE CYIIECTBYIOT B TOM CMBIC/IE, YTOObI OBITH ‘“‘peasbHBIMU’ B KaKOM-JIHOO

%0 Geertz, Local Knowledge : Further Essays in Interpretive Anthropology.

' bid. 150.

*2 The Interpretation of Cultures: Selected Essays. 12.

“Ibid. 10.

* Karen Michelle Barad, Meeting the Universe Halfway : Quantum Physics and the Entanglement of Matter and
Meaning (Durham: Duke University Press, 2007). 205.

* Ibid. 206. Kypcus opuruuana.
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HOPMAaTHBHOM MHpE ‘‘3a IMpenenaMu’ 3TOro NEHCTBUSA, — HO «(hOPMHUPYIOTCS MOCPEICTBOM, IpHU
4

YYACTHH ¥ KaK YacTh ONPENCICHHBIX MPAKTHK» *. BoT kak dopMyupyer 310 Bapax, oGpamascs

IIPU 3TOM K Te€aTpaJIbHOM aHaJIOTuu:

«[B Toli cTenenu, B KOTOPOIi| 4eI0BEYECKHE MPAKTUKU 001a1al0T ONpeIeIEHHBIMHU POJISIMH,
3TO CTAHOBUTCS YaCThIO MaTepUalIbHON KOH(UTypalnu MHpa B €ro HHTPA-aKTHUBHOM
CTAHOBJICHUHU. YenoBEYeCKHUE IPAKTUKU SBISIOTCA AreHTHUBHBIMM Y4YaCTHHKaMU HHTpa-
AKTUBHOTO CTaHOBJIEHMSA MHpa. DEHOMEHBI OCENAIOT B IPOLECCE INPOAOIDKAIOLIEHCS
apmxygﬂunn MHUpa, MOCPEACTBOM KOTOPOH YacTh MHpa AaeT ce0s BOCHPUHATH APYrou
4acTu» .

51 roToB yTBEp)KIaTh, uTO (PEHOMEH TeJ, NEHCTBYIOMIMX “‘Ha CLEHE”, SIBISAETCS YeIIOBEUECKOU
NPAaKTUKOH, CTONb k€ 3()()EeKTHBHO HMHTPA-aKTUBHOW, CKOJb TeHAEpHas Nep(OpMaTHBHOCTH B
‘pealibHOM’ MUpE, U CYIIECTBYET UMEHHO KaK apTUKYJISILM, IOCPEACTBOM KOTOPOU “dyacTh mupa”
(aktep) “maer ceOs BOCHPUHATH  HE TOJNBKO “Apyrol dactu ~ (3pUTENIO), HO TAaKXKe,
KOHCTUTYTUBHO, CaMOMYy cebe B (hopMe MOCTOSHHO CTAOMIM3UPYIOIIEro U JAeCTAOMIN3UPYIOIIEro
arenrta. Kak ykaspiBaer bapasn, «‘areHTCTBO’ SIBJISETCS MIPEIMETOM HMHTpPA-AEHCTBUSI; OHO SIBISETCS
NEeCTBUEM, UIPOM, a HE 4YEM-TO, IPUHAUICKAIIUM YEMY-IHNOO WIH KOMy-HI/I6O»48. B cBoent
(bopMyIHpOBKE 51 ObI MPEATIOIOKUI, YTO 3/IECh CYIIECTBYET XHa3MaTHYECKOE COOTHOIICHHE MEXITY
COBPEMEHHBIM MpPOYTEHHEM KOHIEeNIUH CTaHHUCIABCKOTO 00 AaKTepCKOM ‘s’ Kak CTaOWIbHOM
CyOBEKTUBHOCTH, CYLIECTBYIOIIEH J0 €€ KyJIbTypHOTO B3aMMOACWCTBHUS, — B KAa4eCTBE 4YEro-To,
“obnagaromiero” yeM-a1u00, — M MPOBOKAIIHSI, COTJIACHO KOTOPOW 3TO ‘s’ HAauMHAET CYIIECTBOBAThH
TOJIBKO IIOCPEJICTBOM IPOAYKTHUBHOCTH HHTPA-aKTUBHOI'O BOIUIOLIEHMS, KOTOPOE BCErAa YikKe
MEPEIUIETEHO C JAUCKYPCUBHO-MATEPHATUCTUYECKIMHU MPAKTUKAMUA. JTO MOXKET OBITh TOT CIIy4YaH,
Korma “‘memaromuii”  opMHpyeTcs MpoleccoM  “‘nenaHus’’, HE B3Upas HA HOPMATHBHBIC
IIPEIIOJIOKEHNS O TOM, UTO COCTABJIAET “KM3HB, @ UTO — “pENPE3ECHTALUIO .

BreinBunytas bapan cnenuanu3upoBaHHasi KOHIICTINS WHTPA-aKTUBHOCTH HAaIlOMHUHAEeT MHE 00
OTHOW W3 Hamboyiee YacTOM LUTHPYEMbIX NUPEKTHB [ 'Mpia, Kacawoomeics MHTepHpeTanroOHHOMN
sTHOrpaum, 4T0 «[a]HTPOMOJOTHM HE HM3Y4YalOT JACpeBHU (TUIEMEHA, TOpOJa, PAWOHBL..); OHU
M3y4aioT 6 IEPEBHAX . B MOMX LENAX 5 ObI H3MEHHI 3TO OPA3UTEIBHOE U MIIyOOKOe HAOIIOICHHE
U TIPEIONIOKII ObI, UTO aKTEPhl HE U3Y4alOT MEPCOHAXKEN (POJH, MHECHI, OOCTOSTENBCTBA...); OHU
U3Y4YaroT 6 epcoHaxe. Jlep3ko yTBepKaast 3T0, 1 XOUy CO BCEH CEphE3HOCTHIO IIPEAIOI0KUTh, YTO
aKTepckass CyOBEKTHBHOCTb OJIHOBPEMEHHO CTAOMIM3UPYETCS W TBOPUECKHM KOHTAMUHHPYETCS
BOBJICYCHHEM — B PEAJbHOM BPEMEHHU — B OOCTOSITENLCTBA €€ UCTOPUHU, BOOOPAXKECHUS M TaMSITH
IIOCPEJCTBOM IPAKTUKHU «CO3JaHMsI NEPCOHAXKa»; KAK B d2eHMUSHOM peanu3me, U NEPCOHAXK, U
aKTep, ueparouwjull MepcoHaxa, MPEACTaBISIOTCS CTAOWIbHBIMH areHTaMu MOCPEACTBOM “UTphI”,
nporecca “UHTpa-aKTUBHOCTH . Takum 00pa3oM, caMOITHOTpapUUECKUIl MPOCKT aKTepa OTpakaeT
UJCI0, 4TO «[e]cnmu TpaauimoHHas STHOrpadwus, B CYNIHOCTH, MPEACTABISET COOOW MOSIBICHUE
HEKOETO Yy’Kaka B TOM WJIM MHOM OKPY)KEHUH U ‘BTOp)KeHHE Tyja [...], caMoaTHOTpadus, cKkopee,
TOMBITKA ‘BBIPBATHCA’ M3 TEX HMIIM MHBIX PAMOK, IPMHUMACMBIX Kak H0/DKHOE[...[» . B akTepckom
mpoiiecce 3T0 “IpPUHUMAEMOE KakK JIOJDKHOE” BBIJEISICTCS KaK CTaTHUYHbIE IPEANOJI0KEeHHUS,
paccMaTpuBaoIIMe “akTepa’ Kak areHra, a ‘“mepcoHa)ka’ Kak MyTb, JIEKalllie B OCHOBE MOJEIH
Cranucnasckoro. “HHTpa-akTUBHOE CTaHOBJIEHUE’, MPOUCXOMSAIIEE MOCPEICTBOM (2EHMUBHO20
peanuzma MOXKET PpacCMaTpUBAaThCS KaK CHoOco0 “BBIpBAaThCSI” M3 CTAOWIM3HPYIOUIUX H

“Ibid. 208.

“71bid. 206-207.

*Ibid. 214.
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ACCEHUMAIM3UPYIOIIUX MEXAaHU3MOB, IPUBA3BIBAIOIINX AaKTEPCKOE UYYBCTBO ‘s’ K paMKaMm
MPAaKTUKH, TOAABIAIONICH €ro MHTPa-aKTUBHOE pPa3HOOOpaszue OIbITa B TMOJBb3Y HEM3MEHHOW W
00o00menHol “mpaBabl”. ONATb-TakW, 37€Ch CYLIECTBYET NEpeKINYKa C ASTHOTPaPUUECKUM
OIIMCAaHUEM YEeJIOBEYECKOro AedcTBUsA y I'Mpla Kak IpeacTaBIsIOIIEro “MHOroodpasue crnoco0os,
KOTOpPBIMM JIIOAM CO3JAI0T CBOIO JKU3Hb IIOCPEACTBOM TOIO, YTO BEAYT €€ ~; WM, KaKk 3TO
bopmynupyo g, MHOroodpasue croco00B, KOTOPBIMU aKTEPhl CO3MAIOT ceOs MOCPEICTBOM aKTa
aKmepcKou uzpbol.

Koneuno ke, Kak M3BECTHO, caM [lupi mnpexmonaran, urto Jirobas (HOpMyJIUpOBKa
AHTPOIIOJIOTMYECKON HHTEPIPETALMH JTOIDKHA MOHHMAThCA KaK “OpMEHTHPOBAHHAS Ha akTepa’™ '
[loHATHO, YTO TEpPMHMH ‘aKTep’ MCIONB3YETCA 3[€Ch, CKOpPEE, B COLIMOJIOTMYECKOM, HEXKEIU
TeaTpaJibHOM CMbIciie. Tem He MeHee, TiyOoKas akTyanu3auus, Kotopyoo [mpm npumaer
WHIUBUYyMaM, TOBOPSI O TOM, YTO OHH, B CYIIHOCTH, “TIPOKHBAIOT’, HEXKEJIU JaBasi KaKyl0-In00
IICEBJI0-OHTOJIOTUUECKYI0  ()OPMYJIUPOBKY TOrO, YE€M OHHU  AGIAOMCSA, TO3BOJIAET  €ro
MHTEPIPETAIIMOHHBIM OIMCAHUAM OINEPEThCS Ha MOLIHYIO PEAIMCTHYECKYI0/ TYMaHHCTHYECKYIO
CTPYKTYpy. DTa (hopmMa JUYHOTO MOHMCKAa OMOpPHI, KoTopyto ['mpi (3aumMcTBys y Burtrenrmieiina)
HA3BIBACT “BCTATh HA HOTH MOCPEACTBOM STHOIPAHUECKOro MOMCKA, > MMEET MOPasHTEIbHOE
CXOJICTBO CO 3HAMEHUTHIM o0OemanueM, NaHHBIM CTaHHUCIABCKHM aKTEpy, YTO, MOCPEICTBOM

TIPAKTHKH €r0 ‘CHCTEMbI’, “[B]bI MOYXeTe IIOUyBCTBOBAT [IOUBY y cebs o Horamu™>.

Kak ans akrepa, Tak ¥ i 3THOrpada BOZMOKHOCTh BHUMATENBFHO B3IMJIIHYTh HA TO, YTO JIFOJIU
M0-HACTOSIIEMY “IpOXXKMBalOT’ — “BCTaTh Ha HOrM~ — TpeOyeT eme OJHOro acrleKra:
couyecmeenno2o nonumanusi. Komnera u coppemennuk ['upua Pobept A. JleBaitn mpocnexuaer
MIPOUCXOXKACHUE 3TOW Maeu K paboTaM BHAHOTO INcuMXoaHanuTHKa XaiHna Koxyra m ero tpyay
1971 r. «Amamus camocti»’'. Bor yrBepxaeHue n3 Kuurm KOXyTa, KOTOPOE KaKETCS MHE
0co0eHHO Topa3uTenbHbIM: «OTHUM M3 OCOOBIX OTKPBITHH IMCHUXOAHAJIHM3a SIBIAETCS TO, YTO OH
TpaHc(OPMHUPOBAJI UHTYUTHBHOE COUYBCTBHE XYIOKHUKOB M TOATOB B MHCTPYMEHT HAOIIOACHUS
MOATOTOBJICHHOTO HAYYHOI'O HCCIEIoBaTENs |[...]» (303)”. Xors wmues, BbIIBUHYTass KoxyTowm,
OTHOCHUTCS CKOpee K cdepe NCUXOJIOTHH, HexXenu anTpornooruy, JleBaifn nemaer okoH4yarenbHOE
3aKIIIOYCHHE, 4YTO «HEKas KOMOHMHALUS CHUMBOJIMYECKOTO JACWCTBEHHOTO moaxoxa lwupua u
camoncuxojyorust Koxyra MoryT mpuBecTd K MHOrooOemaromei ‘3THorpaduu, BBICTPOCHHOM
BOKpYr mHmBuayyma' [...]J»°°. Bo3MOXKHO 5Ta wmjes ‘dTHOrpadui, BHICTPOCHHOH BOKPYT
WHAUBUYyMa  SIBJISIETCS CBA3YIOIIEH KOHIIETINMEH JUIsi 0ObEAMHEHUSI OCHOBHOM paboOTHl aKkTepa ¢
JESTENIbHOCTbI0 MHTEPIIPETALIMOHHOrO aHTpornosora. [lomumo u 3a mpenenamu JIrOOBIX CTPOIHX
OTIPEJICIUTENILHBIX OTPAHUYECHUH U COTJIACOBAHUMN, 00€ 001aCTH UCCIEAOBAHMS TITyOOKO CBSI3aHBI C
TBOPYECKUM IPOCTPAHCTBOM, IJI€ MHAUBUAYAIbHOE Y4acTHE B COOBITHSX UYEJIOBEUECKON KU3HU
NeperuIaBisieTcs B HAOMIOAATeNbHYI0 TOYHOCTh, OTOOP JIeTaneil U TpaHCHOPMUPYIOMUN JOCTYI K
3HAHUSM.

B Heckonbko UTpUBOI U OECIIEpEMOHHON MaHEpe — TO €CTh, B MaHepe, He MpPeTeHAYIoMEeH Ha
MOJHOTY WJM AaBTOPUTETHBIA PUTOpPU3M, — S MOCTAPAICS OYEPTUTH PsA  CIEKYISATUBHBIX
COOOpaXeHH# O TOM, KaK TMPEpPOraTHBbl HMHTEPIPETAIMOHHON dTHOrpaduum ¥  OCHOBBI
MOJICPHUCTCKON aKTEPCKOW METOIOJIOTUH MOTYT OBITh IUIOJIOTBOPHO cornocTaBieHbl. KoHeuHo ke,
€CTh B 3TOW CPaBHUTEIHHOU (OpMYJie HECTHIKOBKH M HEJOUYETHI, TpeOyromue BHUMaHus. CaMbIMU
OUYEBHUIHBIMU U3 HUX JUJII MEHS SIBJISIFOTCS BOIPOCHI ‘areHTCcTBa’ M HapuuccuMa. Bo3MoxHO U B
JNCHUCTBUTENLHOCTA, YTOOBI aKTep HAOMIOAAal W PasMBIIUIUI O CBOEM ‘si° B KakKOW-THOO

3! Geertz, The Interpretation of Cultures: Selected Essays. 14.
52 .
Ibid. 13.
>3 Stanislavsky and Benedetti, An Actor's Work : A Student's Diary. 81.
¥ Robert A LeVine, "Coded Communications: Symbolic Psychological Anthropology," in Clifford Geertz by His
Colleagues, ed. Richard A. Shweder and Byron Good (Chicago: University of Chicago Press, 2005). 25.
%% Heinz Kohut, The Analysis of the Self (New York: International Universities Press Inc., 1971). 303.
%% LeVine, "Coded Communications: Symbolic Psychological Anthropology." 25.
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KOIU(PUIIMPOBAHHOW W AyTEHTUYHO NPEAINUCAHHOW MaHepe, KOTOPYH MBI MOIUIA OBl C
yOeXKICHHOCTBIO Ha3BaTh aHTpomoornueckoi? Cama HeCTaOMIBLHOCTH, B3aWMMO3aMEHSEMOCTh U
3()eMEpPHOCTh CYOBEKTHUBHOCTH “‘B CIIEKTAaKiIe’ MOXKET B JOCTATOYHOW CTEIEHH 3aKpPHITh ce0s OT
MO00M TONE3HON Mapaied ¢ MPOSKTOM H3YYEHHS Yero-lIn00, MO3aMdyHO HAMEYCHHOTO H
ompenenasieMoro kKak “kynprypa”’. Tem He MeHee, S YTBEpXKIal, YTO BJIOXHOBJICHHBIN
CTaHUCTaBCKUM IOAX0]T K paboTe akTepa, BOBCE HE SIBISSACH YTOMICHHBIM OOOOIICHHBIM TOUCKOM
“mpaBabl”, MpeiaraeT MOJUBAJICHTHYIO TOYKY BXO0J/a, KOTOpas SBHO BBIMTPAET OT MPUMEHEHUs
MO3HIIMHU ““HACBHIIICHHOTO OMUCAHUS ", BIOXHOBICHHOH 3THOTpadueil.
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Laurence Senelick, ed: Stanislavsky — A Life in Letters
New York and London: Routledge, 2014

Rebecca Reeves

Laurence Senelick’s selected collection of a lifetime’s correspondence offers a fascinating
insight into the life of one the most influential and significant figures in the history of twentieth
century Western theatre. Beginning with a letter from the eleven year old Kostya to his ‘Dear Papa
and Mama’, Senelick’s selection traces Stanislavsky’s journey from ardent ‘amateur’, to
professional actor and director, international acclaim in Europe and America, the publication of his
System and his gradual retreat from public life in Russia under Soviet rule, to his death in 1938. As
the letters chart Stanislavsky’s professional rise, they mark out not only a total dedication to his
craft and commitment to ‘discover the fundamental principle of creativity’ (272), but reveal a
generosity of spirit, an apparently absolute lack of egoism and an unshakable belief in the
transformative power of theatre. Most significantly however, Senelick’s collection, offers an
invaluable insight into Stanislavsky’s personal life. In the letters to his wife and closest family
members the reader is struck by the same generosity, warmth and loyalty that permeates his
professional correspondence, and it is through these letters that, in addition to Stanislavsky the
professional, the practitioner, the artist, we come to meet Stanislavsky the child, the lover, the
husband, the brother, the father, the guardian, the friend.

Through the wide number of correspondents with whom the letters are exchanged, we encounter
Stanislavsky in all these roles, and it is through these relationships that Senelick’s collection brings
Stanislavsky’s character so fully and absolutely to life.

While Stanislavsky’s letters to fellow actors are fascinating in terms of the gradual emergence of
his System, they also demonstrate a compassion and empathy that has much in common with his
letters to his own son and daughter, revealing as much about the man himself, as about his
pedagogical approach or indeed the development of a working method for actor training. Similarly,
while his letters to Nemirovich-Danchenko reveal the complexities and political machinations at
play in the Moscow Art Theatre, they also provide genuine insight into the complexity of a life-long
professional and personal relationship. Thus, a relationship notoriously fraught with difficulty is
revealed to demonstrate genuine and heartfelt affection, and we are given very real insight into the
complex reality of human relationships, as well as the particular complexity of working
collaboratively in an artistic environment.

Senelick’s collection provides a revealing insight into a wide range of Stanislavsky’s
professional collaborations, and the personal relationships that developed from them, with
numerous key players in late nineteenth and early twentieth century Western theatre: Anton
Chekhov, Isadora Duncan, Gordon Craig and Maxim Gorky to name a few. Alongside his
illuminating editorial commentary, locating the letters in a broad political, social and historical, as
well as personal context, the letters provide an insight into the changing aesthetics of late nineteenth
and early twentieth-century Western theatre practices. Senelick’s framing of the letters draws
particular attention to Stanislavsky the experimenter. The three middle chapters of the collection:
‘Flirting with symbolism’, ‘Experiments in all directions’ and ‘The Studio and Stepanchikovo’,
illuminate the processes through which Stanislavsky began to develop a System for achieving an
optimal ‘creative state’. It is here that we encounter references to ‘communion’ and ‘circles of
concentration’ and to ‘adjustments’ and ‘affective memory’. As Stanislavsky’s letters describe work
on productions at both the Moscow Art Theatre and the Studio, his encounters with other
practitioners and with work beyond the realm of theatre (Senelick notes Stanislavsky’s interest in
innovations in psychology and psychoanalysis), his System is shown to emerge from an inherently
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practical process of innovation and experimentation. As the System develops through the letters the
reader is presented with valuable clarification on crucial elements of the working method; for
example the letters to his editor, Lyubov Gurevich, are particularly revealing about Stanislavsky’s
use of emotion memory technique. Here Senelick’s selection offers the reader an insight into both
the process through which Stanislavsky developed the System and illuminates key elements of the
System itself.

Including numerous letters that were previously unpublished, and marking the one hundred and
fiftieth anniversary of his birth, Stanislavsky — A Life in Letters offers a unique portrait of both the
artist and the man. Moreover, it is a portrait that stands in contrast to the iconic image that
dominated late twentieth century readings of his work, a fact Senelick draws explicit attention to in
the title of the final chapter, ‘Becoming a Monument’. Here, Stanislavsky’s letters reveal much
about the reality of both artistic and personal life under the Soviet regime, but also of the limitations
and restrictions imposed by entering the Soviet cultural canon. Indeed, the collection draws the
reader’s attention to the tension between the narrative biography of a cultural icon, and the reality of
lived experience for the man himself; a tension evidenced throughout the book in the personal
letters he writes to his family and closest collaborators at times of professional success. The
Moscow Art Theatre tours to Europe and America from 1922-24, and the publication of Elizabeth
Hapgood Reynolds' translation of An Actor’s Work on Himself into An Actor Prepares, provide two
striking examples. In the first instance, while Stanislavsky’s letters home from Europe and America
evidence the phenomenal success of the tours, they also illustrate the financial, practical and
political difficulties under which that success was won. The letters reveal the particularity of
Stanislavsky’s individual experience: the anxiety, loneliness and overriding sense of responsibility
that permeated the extended tours that would otherwise remain hidden behind the narrative of
effusive reviews and widespread critical acclaim.

Stanislavsky’s letters to Elizabeth Hapgood Reynolds about the publication of the English
translation of his acting ‘manual’, a process that remained rife with difficulty throughout, reveal a
similar tension. Completed in the final years of his life, these letters provide insight into the struggle
Stanislavsky faced in trying to condense a lifetime’s experience into a formalised written system, all
the while operating under the watchful gaze of the Soviet state. They reveal the personal turmoil
and political pressure that permeated Russian life in the 1920s and 30s, with a number of letters
written to the state regarding practical concerns of accommodation or heating, together with appeals
on behalf of family members or colleagues who had been arrested or exiled. These letters serve as
particularly vivid reminders of the conditions under which Stanislavsky worked during the final
years of his life, and under which his legacy was formalised. The personal struggles depicted in the
letters are matched by Stanislavsky’s professional struggle for survival in Soviet Russia, his
determined attempts to protect the Moscow Art Theatre from the heavy-hand of bureaucratic
interference and the cultural hegemony of Socialist Realism, while maintaining his own artistic
integrity. Indeed, it was this struggle that appears to have informed Stanislavsky’s gradual retreat
from public and professional life, to focus on the task of translating his vast wealth of professional
experience into a written form.

Supporting current readings of Stanislavskian practices that highlight his emphasis on innovation
and experimentation in form, style and technique, the final chapters offer an important and useful
insight into both the original translations through which Stanislavsky’s System were initially
disseminated, and the ideas on which those translations were based. Thus, this collection will
provide essential reading for those who work in the Russian tradition, and draw on Stanislavskian
techniques in current acting practices. Similarly, as a narrative of twentieth century Russian artistic
and cultural practice, viewed through the lens of a single, charismatic individual, this collection will
offer valuable insights for the cultural historian, as well as for the acting student and theatre
practitioner. Yet Senelick’s translation lifts so easily off the page, bringing the cast of characters
with whom Stanislavsky corresponds so readily to life, that the book has the potential for a much
wider appeal. Through the interplay between Stanislavsky’s letters and Senelick’s pertinent
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editorial annotations, this compelling collection tells the story in a very real sense, bringing the role,
‘Stanislavsky’, to life in the reader’s imagination.

«CTaHMCIIaBCKUM: KN3Hb B MACbMax». CocTraBjieHHe, ePeBO/
u pepaknus Jlopenca Cenenuka
(«Paytiemx», 2014)

Pedexka Pus3s

B xuury, cocrasnennyto Jlopencom CeHenukoM, BolUla Nepenucka, Kotopyto CTraHuCIaBCKUN
BeJ B TEUEHHUE BCEH CBOEH KHU3HHU. DTU MUChMa NPEAIaraloT 0-HOBOMY B3IVIIHYTh Ha OHOTrpaduio
OJTHOW W3 CaMbIX BIMATEIbHBIX M 3HAUUTENBHBIX (UTyp B McTOpuH Tearpa XX Beka. Haumnas c
nUchbMa oAMHHaAUATHIeTHEr0 KocTn «1oporum narme u Mmame», npousBeeHHbI CeHeTnKoM 0TO0p
MO3BOJISIET  mpocienuTb  IyTh  CTaHHCIABCKOTO  OT  YBJIEYEHHOTO  «IIOOUTENs» K
poeCCHOHATILHOMY aKTepy U peXUCCEPY, K MeXIyHApOJHOMY Npu3HaHuio B EBponie u Amepuke,
nyOnukanusaM ero pabot mo Cucreme, MOCTENIEHHOMY yXOJIy W3 OOIIECTBEHHOW KHM3HHM TpHU
COBETCKOM pexume u KoHumHe B 1938 1. CompoBokaas npodecCHOHATBHBIA POCT
CraHucnaBckoro, NucbmMa He TOJIBKO CBUAETEILCTBYIOT O €ro aOCOJIIOTHOM IPEeNaHHOCTU eIy U
CTPEMIICHUH «OTKPBITh (PyHIaMEHTaIbHBIN HMPUHIMII XYyT0’KECTBEHHOTO TBOpUYeCTBa» (272), HO U
OOHApY>KUBAIOT MLIEIPOCTh AyXa, IOJHOE OTCYTCTBHE JroM3Ma U HECOKPYIIMMYIO BEpy B
npeodpasyromnryto cuity tearpa. Ho, uro eme 6osiee BakHO, moArotToBieHHOe CEHETMKOM U3aHNe
JTa€T HaM YHHMKQJIbHYI0 BO3MO>KHOCTb Y3HaThb O JU4YHOH xu3HM CraHuciaBckoro. Ero mucema k
KEHEe M ONMKaWIINM 4YJIeHaM CEeMbH IOPaXKAlT YHUTaTeNs TOW JK€ IMIEAPOCThIO, TEIUIOTON u
MIPEJAHHOCTHIO, YTO MPOHU3BIBAIOT €r0 NPOPECCHOHATBHYIO NIEPENHICKY; UMEHHO Onarojaps 3TUM
nucbMaM, kpome CTaHMCIaBCKOTO-TpoeccHoHana, MpakTHKa, XyNOKHUKA, y HAc TMOSBISETCS
BO3MOKHOCTh BCTPETHTHCs cO CTaHMCIaBCKMM-CBIHOM, BO3JTIOOJICHHBIM, MY>KEeM, OpaToM, OTIOM,
OIIEKYHOM, JIPYT'OM.

bnaronaps 0onbIIOMy 4YHCIy KOPPECIIOHIEHTOB, C KOTOPBIMH DEXHCCEp W Ieaaror Bell
MIEPENHCKY, Mbl MOXKEM YBUJIETh €TI0 BO BCEX ITUX POJISX, U UMEHHO YEPE3 3TU CBA3U COCTaBICHHOE
Cenenukom cobpanue nrceM jaenaer oopa3 CTaHUCIABCKOTO CTOJb )KU3HEHHBIM U TOJTHOKPOBHBIM.

Kpome Toro, uro mmcema CTaHHCIABCKOTO KOJJIETaM-aKTepaM IO3BOJISIIOT MPOCIEANUTH
MIOCTENICHHOE BO3HMKHOBeHHMEe CHCTeMbl, B HHX TaKXe IPOSBISAIOTCS COYYBCTBUE U
COIepeXMBaHKE, OIM3KUE K TEM, YTO MPHUCYIIX MUChbMaM M3TpPa K CHIHY U JJOYEPH, a 3TO TOBOPUT O
CaMOM 4YeJIOBeKe HE MEHbILE, YeM O €ro MeJarorn4eckoM IOIXOZE, PaBHO KaK M O Pa3BUTUHU
MeToj1a akTepckoro obpasoBanus. [logo6HEIM ke 00pazom nucbma Cranucnasckoro Hemuposuuy-
JIaHYeHKO BBISBIIAIOT HE TOJBKO MPOOJEMBI M TOJIMTUYECKHE MaxXWHAIMH, WMEBIINE MECTO B
MOCKOBCKOM XYIO0XECTBEHHOM Tearpe, HO M JAlOT WCTHHHYIO KapTHHY TPYIHOCTEH, MPUCYIINX
npoeCCUOHATLHOMY M JIMYHOMY MapTHEPCTBY, UIALIEMYCSl B TE€YeHHE BcCeil >ku3HU. Takum
00pa3oM, B OTHOIIEHUSX, KOTOPBIE, KaK M3BECTHO, MOTJIM OBITh BEChbMa HETPOCTBIMH, HPOSIBIISAETCS
MOJUTMHHAS Cep/ICYHAas MPUBSI3aHHOCTD, U MBI MOXEM HAOJI0aTh CI0KHYIO KapTUHY YeJIOBEYECKUX
OTHOIICHHH, a TaKKe crenupuIecKue npodieMbl, BOSHUKAIOIINE BO BPeMsi COBMECTHON paboTHI B
XYJI0’KECTBEHHOM CcpeJie.

CoOpanue mmceM, cocraBieHHoe CEHENMKOM, pacIIMpsieT Halld [PEACTaBICHHUS O
npoecCHOHATBHOM COTpyaHHYeCTBe CTaHMUCIABCKOTO U O BBIPOCHIMX W3 3TOTO COTPYAHHUYECTBA
JMYHBIX OTHOLICHHUAX CO MHOTMMH KITFOUEBBIMH UTPOKAaMU 3alaHOTO Tearpa KoHua XIX u Hauana
XX BB., cpeau HUX — AHTOH YexoB, Aiicenopa Jlynkan, I'opnon Kpar u Makcum ['oppkuii. B
COYETaHUM C BechbMa HMH(OPMATHUBHBIM KOMMEHTApHUEM COCTABUTEINS, MOMECTHBIIMM IHChMa B
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IUPOKHUIN TOJUTUYECKUNA, COLMAIbHbBIA, UCTOPUUYECKHM, @ TAKXKE JIMYHBIA KOHTEKCT, NEPENuCcKa
II03BOJISIET HaM YBHUJIETh MEHSIOIYIOCS 3CTETHKY 3alla(HOM TeaTpaJbHOM NMpakTUKU KoHma XIX —
Hagama XX BB. Kamra cocraBneHa TakuM o00pa3oM, 4YTOOBI YAETUTH 0CO00OE BHUMaHUE
CraHucIaBCKOMY-3KCIIEpUMEHTATOpy. TpH TJ1aBbl, PaCHON0KEHHBIE B LICHTPAIBHON YacTH KHUTH, —
«3aurpbiBasi ¢ CHUMBOJIHM3MOM», «OJKCHEPUMEHTHI BO BceX HampaBieHusx» ©u «Cryaus u
CTemaHuyukoBO» — OCBEHIAIOT TMPOLIECCHl, MOCPEACTBOM KOTOphIX (CTaHHMCIIABCKUKA HaYall
pa3pabarbIBaTh CHCTEMY, MO3BOJIIONIYIO JOCTHYb ONTHUMAIBLHOTO «TBOPYECKOTO CAMOYYBCTBUS.
HiMeHHO 371eCh MBI HAXOJMM OTCBUTKH K «OOIIEHUIO», KKPyraM BHUMAHUS», KITPUCIIOCOOTICHHUSIMY U
«3MOLIMOHATBLHON maMsTH». [loCKOJIbKY B MHUCBbMax pexkuccepa M IeJarora OIUCHIBAETCS €ro
pabota Haj ceKTakIAMH Kak MockoBckoro Xy10)K€CTBEHHOTO Te€aTpa, TaK U CTYAUH, €r0 BCTPEUH
C JAPYTHMHU TMPaKTUKaMH, a Takke padoTa, BBIXOIAIIAS 3a MpelIeibl TeaTpaabHOU NEATEIHHOCTH
(Cenenuk ormeuaet nunrepec CTaHUCIABCKOrO K HOBOBBEJICHUSIM B ICUXOJIOTMH U TICUXOAHAIIU3E),
MBI TIOJly4aeM TMpeJCTaBlIe€HUE O TOM, Kak ero CucremMa BO3HMKAaeT M3 IO CYTH CBOEH
MPAaKTUYECKOro0 Mpoliecca MHHOBAIMM W 3KcnepuMmeHTHpoBanus. [lo mepe Toro, xak Cucrema
paspabarbIBacTCsl B MUChbMaX, y 4MTaTeNnst (GOPMHPYETCS YETKOE MPEICTABICHHUE O BaKHEHUIITUX
JJIEMEHTaxX METOJ/a; Halpumep, muchbMa K pemaktopy Jlio6osu ['ypeBud 0COOEHHO MOJIC3HBI IS
NOHUMAaHUs TOro, kKak CTaHMCIABCKUN HCIOJIB30BaJ TEXHHUKY 3MOLIMOHAJIBHON MHamsiTh. 371eCh,
omarogapst oroopy CeHenrka, YMUTATEh MOKET YBUACTh KaK caM MPOIECC, TOCPEACTBOM KOTOPOTO
pexuccep u negaror pazpadareiBasi CucteMy, Tak U KIFOYEBBIC JIIEMEHTHI caMOil CUCTEMBI.

BoinyiieHHas K CTONSATUAECCITUIIETHIO CO JAHSI POXKIEHUS pexXHccepa U COIeprKalliasi MHOXKECTBO
paHee HeomyOJIMKOBAaHHBIX MaTepuajioB, KHuUTa «CTaHMCIABCKHIA: JKM3HB B IMUChMAax» CO3IAeT
YHUKaJIbHBIA MOPTPET XyNOKHMKAa M 4YEJOBEKa. bojee TOro, 3TOT HOPTPET KOHTPACTHUPYET C
KaHOHWYECKHM 00pa3oM, mpeoliagaBmuM B MHTepHpeTanuu TBopuecTBa CTaHHMCIaBCKOro B XX
BEKe, 4TO 0c000 moauepkHyTo CeHEnMKOM B 3arjaBuu nocienHell riaBel — «lIpeBpamasice B
namMsITHUK». B 3Toil dacth muceMa CTaHHCIABCKOTO paccKa3blBalOT HAM 00 OOCTOSTENBCTBAaX
TBOPYECKOHN M JTMYHOU )KU3HU MacTepa B yCIOBUAX COBETCKOTO PEXKHMMA, a TAKKe 00 OrpaHUYCHUSX,
HAJIaraBIIMXCS HA HEro IO MEpEe BXOXKJIECHUS B COBETCKHMM KYJIbTYpHBIM KaHOH. B camom nene,
coOpaHHe MUCEM TPUBICKAET BHUMAHME YHUTATENs K MPOTHBOPEUYUSM, BO3HUKABIIMM MEXKITY
00pa3oM TeaTpalbHOTO KyMHpa M pPEaJbHBIM JXU3HEHHBIM OIBITOM CaMOr0 4YeJOBEeKa, M OTH
IIPOTUBOPEUMS TPOCIEKHUBAKOTCS 10 XOJAYy BCEM KHUIM B JIMYHBIX IIMCbMaX, KOTOpPbIE
CraHHMCIaBCKUI NMHUILIET CEMbE M OJIMKANUIIMM COpaTHUKAM B IEpUOJ MPO(ECCHOHATLHOTO yCIexa.
I'actpomu MockoBckoro XypoxecTBeHHoro tearpa B EBpone m Amepuxke B 1922-24 rr. m
nyOnukanusi nepeBepeHHoi Dnu3aber Xomryn kuauru «Pabora akrtepa Hanm coboit» (An Actor
Prepares) natrot Ham aBa spkux npumepa. B nepBom ciayuae, XoTst nucbmMa CTaHUCIIAaBCKOTO 10MOM
u3 EBponbl 1 AMEpUKH CBUACTENBCTBYIOT O (DEHOMEHAIIBHOM YCIEXe TacTpoJiel, OHM Takke
TOBOPAT O (PMHAHCOBBIX, MPAKTHYECKUX M MOJUTUYECKHX CIOXKHOCTSIX, COMPOBOXKIABIIMX STOT
ycniex. [Iucbma paccka3piBatoT HaM 00 0COOEHHOCTSIX JTMYHOTO OmbITa CTaHUCIIAaBCKOTO: O TPEBOTE,
OJIMHOYECTBE U UyBCTBE OTBETCTBEHHOCTH, OXBAThIBABILNX €r0 B TEUEHUE JOJITUX racTpoJieh; eciau
ObI HE MHChMA, ITH OLIYLICHUS TaK U OCTAIUCH Obl CKPBITHIMH 32 BOCTOPKEHHBIMU PELCH3MSIMH U
HIMPOKHUM 0JI00pPEHNEM KPUTHKOB.

[Mucema CranucnaBckoro Dnuzader Xonrya PeitHonbac o myOaukamyuyu aHTIIMKACKOTO MEPeBoa
€ro «y4eOHHMKa» M0 aKTEPCKOMY MAacTEpCTBY — MPOLECCE, Ha BCEM NPOTSHKEHHH KOTOPOTO OBLIO
MHO’KECTBO TPYIHOCTEH, — AEMOHCTPUPYIOT CX0Kee HanpspkeHue. HanucanHuble B OCIEHUE TO/IbI
KU3HU MacTepa, TH IUCbMa 3HAKOMST HAac C TEMH IMPEMSATCTBUAMH, KOTOpBIE IPUXOIUIOCH
npeoaoseBaTbh CTaHUCIABCKOMY, KOI'JIa OH IBITAJICS. CKOHIIEHTPUPOBATh OIBIT BCEH CBOEH KM3HU U
(dopmanu3oBaTh €ro, 3amUcaB B BHJE CHUCTEMbI, JCUCTBYS NIPU STOM IO HEYCBHITHBIM OKOM
COBETCKOro rocyaapctsa. OHM OTpa)arOT JIMYHbIE TOTPSICEHHMST U IOJUTUYECKOE MaBJICHUE,
IIPOHU3BIBABIINE XKU3Hb poccuiickoro obmectsa B 1920-e u 1930-¢; B psiie nuceM, agpecOBaHHBIX
BJIACTSIM, p€4b UJET O MPAKTUUYECKHUX BONPOCAX, CBA3AHHBIX C TAKUMH KMUTEHCKUMHU MPOOIEMaMH,
Kak oToruieHue; B Apyrux CTaHHCIABCKUM MPOCUT 3a T€X POJCTBEHHUKOB WM KOJUIET, YTO ObUIM
apecToBaHbl WM BBICIAHbl. OJTU MHCbMa CIY’KaT BECbMa OTYETJIMBBIMU HAlOMUHAHUSIMU 00
yCIIOBUSIX, B KOTOpbIX CTaHUCIIABCKUM paboTan B TEUEHHE IOCIEIHUX JIET CBOEH >KU3HM, KOIJa
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oopmisiocs ero Hacienue. JlmuHble MPOOIEMBI, OTPaKEHHBIE B IMUChMAaX, MEPEKIUKAIOTCS C
O0oprboii  CranucinaBckoro 3a mpodeccuonanbHoe BbDkuBanme B (CoBerckoit Poccum, ¢ ero
PELIUTENBHBIMY TOIBITKAMY 3alUTUTE MOCKOBCKUI XyZ0KECTBEHHBIA TE€ATpP OT TSKEIION JUIAaHU
OIOPOKPAaTUYECKOTO BMEIIATENIBCTBA U KYJIBTYPHOM TE€TeMOHHH COLUAIMCTHYECKOTO pealin3Ma,
COXpaHssl IpU 3TOM BEPHOCTH cebe Kak XyNOoKHUKY. B camom gene, mMmeHHo 3ta 6opbOa, mo-
BUIMMOMY, IIpHUBEJla K MOCTeNeHHOMY yxoay CraHuciaBckoro u3 OOLIECTBEHHOM U
npoeCCUOHATBHON JKU3HHU, YTOOBI OH MOT COCPEIOTOUYMTHCS Ha «IIEPEBOJIEY» CBOETO HEOOBATHOTO
po¢eCCHOHATIBLHOTO OMBITA B MUCBMEHHYIO (OpMY.

BoicTynasgs B NOAAEpKKY COBPEMEHHBIX MpouTeHUul mpakTuku CTaHUCIIaBCKOro, 0c000
MOTYEPKUBAIOIINX €r0 MHTEPEC K MHHOBAIUAM U SKCIIEPUMEHTaM C (JOPMOIA, CTUIIEM M TEXHHUKOM,
HOCJIEIHUE TJIaBbl MIO3BOJIIOT HAM B3MVIAHYTh KaK Ha NEPBBIC MEPEBOJbI, ITOCPEICTBOM KOTOPBIX
Cucrema CTaHMCIABCKOI'O paclpOCTpaHsIIach U3HAYaJIbHO, TAK U HA UJEH, JIETIINE B OCHOBY 3THUX
nepeBoioB. CienoBaTeiabHO, 3TO COOpaHHE MUCEM CTaHET 00A3aTeNbHBIM YTEHUEM JUI TeX, KTO
paboTaeT B pycie TpaaullMd PYCCKOTO TeaTrpa M obOpamaercs K mMetoaukaMm CTaHHCIaBCKOTO B
CBOCH HBIHCIIHEW AaKTepCKOW mpakTuke. Takum ke o0pa3oM, 3TOT paccka3 O PYCCKOM
XYJI0’KECTBEHHOH U KyJIbTYpHOH NpakTuke XX BeKa —

C TOYKHM 3pEHHMS XapU3MAaTUYHOW JIMYHOCTU — OYIET IOJIE3eH HCTOPHKY KYJIBbTYpblI, a TaKKe
aKTepy-CTYJEHTY U INpakTuky Tearpa. lIpu stom mepeBon CeHenuka ¢ Takod JETKOCTBIO I'OTOB
BBIITH 3a MIpe/iesbl KHUIHY, @ IEPCOHAXH, C KOTOPbIMU NepenuckiBaeTcss CTaHUCIABCKUM, BBIIVIAIAT
TaKUMHU JKUBBIMH, YTO KHHTA MOXKET OBITh TNOTEHIMAJIbHO HMHTEpEeCHa KyJa Oojiee HIMPOKON
aynutopuu. brmarogaps B3auMMOAEMCTBHIO MEXIY NHCbMaMH MAITpa U JEIbHBIM KOMMEHTApUEM
Cenenuka, 3TO BIeYATJsIONIee COOpaHHME MUCEM CTAHOBUTCS YBJICKATEIbHBIM ITOBECTBOBAHHEM,
OKUBJISAIOLMM 00pa3 CTaHMCIAaBCKOI'O B BOOOPAKEHUU YUTATEIS.
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Christina Gutekunst and John Gillett: Voice into Acting:
Integrating Voice and the Stanislavski Approach
London: Bloomsbury Methuen Drama, 2014

Zachary Dunbar

‘There is no genuine art when there is no experiencing’ (An Actor’s Work, Stanislavski 2008:28),
and it is the integrated experiencing of acting that the authors have aimed for in this book. Recent
publications (Zinder 2002, Luggering 2007, Zarrilli 2008, Boston and Cook 2009, etc) have
provided systematic acting practices and theories in response to the general development of
interdisciplinary approaches in classrooms and rehearsal studios, and this book sits very much in
this output of actor-training. The notion of integrated practice also undoubtedly expresses the ethos
of Stanislavski and the psycho-physical process, and in view, moreover, of the cognitive scientific
turn that Stanislavski principles are undergoing at the moment (R. A. White et al 2014, Pitches
2009), the book further contributes to practical reformulations of psycho-physical acting.

The book is an essentially practical guide for actors, put together by experienced acting
pedagogues: for nearly ten years Gutekunst has fine-tuned her approach at London’s East 15 acting
school where she is currently Head of Voice, and Gillett, currently Head of the Postgraduate Acting
Course, is an actor/director/teacher with four decades of experience teaching Stanislavski
approaches. The book is aimed predominantly at professional actors, student actors, voice teachers,
and includes acting teachers and directors as well. According to the authors: ‘It is our view that
voice work must become acting work and acting work become voice work. For actors, we look at
voice work from the viewpoint of Stanislavski’s approach to acting and offer exercises to connect
acting impulses to voice. For voice teachers, we show the connections between voice work and
acting [...]’( xv). By analysing the physical actions or elements of voice work, first, and making
this the necessary groundwork or preparation for the acting exercises, the book is structurally and
avowedly Stanislavskian.

There are four parts to the book. Gutekunst leads the way first and her expertise covers mainly
Part 1 and Part 2, while in Part 3 and 4 the voice switches primarily to Gillett, though in each
section their voices interweave through their interpolations of Stanislavski’s principles.

Part 1 lays out an organic acting approach to the voice. Much of this section is dedicated to
relevant anatomical information, and the central premise of this material is guided by binary
arguments to do with representational versus organic acting, and also right- and left-brained
activities. While neurologists today would contest a reductionist view of the brain’s functions,
preferring as they do to observe brain activity as wave-like interactive systems rather than in
discrete categories, Gutekunst is attempting here to use a scientific model of the brain to underpin
Stanislavski’s sense of what acting should attempt to accomplish (21-26); that is, a cooperation of
‘left-brained’ analysis and ‘right-brained’ intuition. This makes a perfectly good metaphor, but isn’t
hard science.

In Part 2, Gutekunst introduces six essential voice elements — alignment, breath, centred onset of
sound, pitch rage, resonance, and articulation. The parts that make up the whole of this voice work
are clearly explained within an integrative overview of these parts. Recalling the framework of the
book’s principle aim: ‘an actor experiences acting, movement and voice as one, as strands of an
interwoven thread that produce a unified performance: [... Jalignment of the spine, breath and the
driving force of the support muscles connect with the actor’s will; and the intonation, accentuation,
range and resonance of the voice become shaped by impulses from the imagination, feelings and
given circumstances of text’ (xx). Thus the ‘six essential vocal elements’ are interlayered with
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reflections based on a Stanislavski approach. For instance, centred onset of sound is explained as a
function of inner motive forces such as mind, feeling and will (113). Perhaps the most
distinguishing aspect of this section and perhaps the book in general, is Gutenkunst’s useful schema
of symbols which act like imaginary prompts for the six voice elements. This helps create a logical,
organic sequence of actions resembling in practice the preparatory actions of an actor, who creates a
flow of lived sensed images to actualise a fully embodied character.

In part 3 and 4 Gillett draws the same practical wisdom that is lucidly articulated in his own
book on acting, Acting Stanislavski: a practical guide to Stanislavski’s approach and legacy (2014).
The difference here is that the six essential voice elements are threaded through, effectively staging
the organic process — or how voice work and acting form the praxis. A particular instance of this is
where imaginary given circumstances (the analytical ‘why’s’) are juxtaposed with breathing
exercises. This reminds the actor about how to use voice exercises specifically in context of the
analytical preparation (200). Another example is where the reader is asked to create and enter
imaginary circumstance, and to breathe them in through the solar plexus to create a full vocal
response (225).

Actors and directors will find Part 4 particularly useful in the way the vocal elements come
together in context of working on a piece of text. The author(s) usefully ‘prepare’ the text
(emphasis, beats, punctuations, pauses, etc.) in order to stage integrated voice-acting approaches,
and there are many useful exercises on offer. While the end result is to promote ‘connected,
experienced, truthfully real’ acting (xv), such initially heavy (‘left-brained’) text-based analysis
leaves somewhat unresolved the involvement of (‘right-brained’) holistic thinking. As much as
actor-training from a Stanislavski perspective may disavow intellectualism, it seems it would
require an extensive ‘thinking through’ process — even those based on interpretation of text — as the
groundwork to achieve the holy grail of an organic psycho-physical approach to voice and to acting.

Tonoc 6 axkmepckom macmepcmee: 00beOUHAA pPaAdOmMy HAO
2010com u memoo Cmanucnaeckozo (baymcoepu, 2014)

3akapu lan0apa

«Her mommHHOTO HCKyccTBa 0e3 mepexuBaHus» (An Actor’s Work [PabGora axtepal],
Stanislavski 2008:28), u 1enabpi0 aBTOPOB 3TOW KHUTU SIBISIETCS UMEHHO KOMMAEKCHbIU NOOX00 K
ucxkyccmey nepexcusanus. B HenaBHux uccinenoanmsx (Zinder 2002, Luggering 2007, Zarrilli
2008, Boston and Cook 2009, etc) Mbl HAXOUM CHUCTEMATH3UPOBAHHOE U3JI0KEHUE MPAKTHUYECKUX
U TEOPETUYECKHX B3IJIIOB HAa AaKTEPCKOE MAacTepCTBO, OTPAXKAOIUX O00Iliee pa3BUTHE
MEXIUCIUIUTMHAPHBIX METOAOB, C(OPMUPOBABIIMXCS B YYEOHBIX KJaccax W PENETHIIMOHHBIX
MOMEUICHUAX, W JIaHHasi KHUTA TAaKXKe SIBISETCA PE3yJIbTATOM ATHX IMPOIECCOB, MPOUCXOAIINX B
aKTepckoM o0ydeHun. IloHATHE KOMIUIEKCHOH TpPakTHKH, O€3yCIOBHO, COOTBETCTBYET IyXy
CTaHHMCIaBCKOTO U ncuxogusuyeckomy mpoueccy; 0ojee Toro, B CBeTe MOBOPOTAa K KOTHUTHBHBIM
MCCIIEIOBAaHMSIM, UCIIBITBIBaEMOro cerous npuHiunamu Cranucnasckoro (R. A. White et al 2014,
Pitches 2009), kHuMra cnocoOCTByeT MAalbHEHIIEMY MPAKTHYECKOMY TepedopMyTHpOBaHUIO
MOHATHUS «ICUXO(PHU3MUECKOE aKTEPCKOE MACTEPCTBO.

B cymHocTH, KHHMra sBisSeTCS NPAKTHYECKUM PYKOBOACTBOM [JIsi AKTEPOB, COCTABICHHBIM
ONBITHBIMU IE€AArOraMu akKTEPCKOr0 MacTEPCTBA: MOYTH AECATH JET [ 'yTEKYHCT COBEpLIEHCTBOBAJA
CBOI0O METOJMKY B JIOHJIOHCKOW TeaTpayiibHOM mikone «HWct 15», rne Ha ceronHsIIHUNA JeHb
BO3MIIABIISICT Kadeapy CIHeHHYECKON peur, a JKWIIET, BO3MIABISIONIMN CETOIHS aCTUPAHTYPY IO
AKTEPCKOMY MACTEPCTBY, SIBJISIETCA AKTEPOM, PEKUCCEPOM M MEAATOTOM C COPOKAIETHUM OITBITOM
npenogaBanus  Merona CranmcnaBckoro. KeHura mpenHasHaueHa, TJaBHBIM — 00pa3oM,
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npoeCCHOHANBHBIM aKTepaM, CTyACHTaM-aKTepaM, IeJaroraM CIEHHYECKOM peuyd, a TakKe
MPEIoIaBaTeNsiM aKTEPCKOro MacTepcTBa M pexuccepaM. Kak yTBEep)KIarOT aBTOPBI, «C HalIen
TOYKH 3peHus], paboTa HaJ roJocoM JOJKHA CTaTh pabOTOH MO aKTEpPCKOMY MacCTEpCTBY, a paboTa
[0 aKTEPCKOMY MAacTepCTBY HOJDKHA CTaTb paboToi Haja rojiocoM. YTo Kacaercsi aKTEpOB, Mbl
HOAXOOUM K pa0oTe Haja ToJIOCOM C TOYKM 3PEHHs TOro IMOAXoJa K aKTePCKOMY MacTEpCTBY,
KOTOphIi OblT y CTaHMCIIABCKOTO, U IIpeAIaraeM ynpa)xHEHUsI, I03BOJISIONINE CBSI3aTh aKTEPCKUE
HUMITYJIBCBI U T'0JIOC. Yrto KacaeTcs neaaroroBs 110 CLIGHH‘-IGCKOﬁ PpCUHr, MbI IIOKA3bIBACM CBA3b MCIKIY
paboToil Ha/l TOJIOCOM U aKTEPCKUM MacTepCTBOM |[...] »( Xv). ABTOpBI anarusupyom puzndeckue
HeﬁCTBHﬂ nin DSJICMCHTHI paGOTBI HaAg TIOJIOCOM, CUHTasd HX HeO6XOHHMOﬁ OCHOBOM WIIH
n0020mogumenbHOU pabomoul Ui yIpaXKHEHUH 10 akTepckoMy mactepcTBy. CTpykTypa u nagoc
KHHUTY COOTBETCTBYIOT NyXy CTaHHCIaBCKOTO.

B xHure uetsipe yactu. B mepBoii U BTOpO# 9acTsx, TJIaBHBIM 00pa3oMm, TuaupyeT ['yTeKyHCT, a
B TPETbEH M YETBEPTOM YaCTAX BeAyllas poJib, B OCHOBHOM, 3a JKWLIETOM, XOTS B KaXIOM
paszzielie ux rojoca neperieTaTcsl B MHTEPIOALUAX NPUHIUIOB CTaHUCIaBCKOTO.

B nepBoii yacTu pacckas3blBaeTcs O €CTECTBEHHOM IOAXOJ€ akTepa K peud. bonbluas yacTth
ATOTO pa3ziena IOCBSIIEHA COOTBETCTBYIOIIEH aHATOMHYECKOW WH(GOpMAIMM, W OCHOBHAs
IPENIOChUIKA JJI 3TOr0 Marepuana o0ycioBjieHa OMHApHOW apryMeHTallel, CBSI3aHHOW cO
LIKOJIOM IpeACTaBIEHUs,, KOTOpas IMPOTHBOIIOCTABIIEHA ILKOJE IEPEKMBAHUSA, a TakKkKe
JESATENIbHOCThIO IIPABOI'O U JIEBOTO IOJIyLIApUH MO3ra. XOTsSI CEroJHA HEBPOJIOTH HE IPUEMIIIOT
YIPOILICHHOTO B3TJIsia Ha (QYHKIMM MO3Tra, MPearnovyuTas BUAETh JEATEIBHOCTh MO3ra CKopee B
¢dopme BOTHOOOPa3HBIX MHTEPAKTUBHBIX CHUCTEM, HEXEIH B JUCKPETHBIX KaTeropusx, ['yTeKyHCT
IIBITAETCS NPUMEHUTH 3[€Ch HAyUHYI0 MOJEIb MO3ra, 4ToObl OOOCHOBATH 3aJaud aKTEPCKOIO
MactepcTBa B moHuManuu CtaHuciaBckoro (21-26); T.e., coueTaHre aHAIUTUYECKOTO MBIIICHHUS,
CBOMCTBEHHOI'O JIEBOMY IOJYIIAPHIO, U MHTYHUIMIO, 32 KOTOPYIO OTBEYAET IpaBoe. 3JeCh 3TO
cKopee npekpacHasi Meradopa, HeKEeNH SBJICHUE, IPHHAJIKAIee K €CTECTBEHHBIM HayKaM.

Bo BrOopoil yactu I'yTeKyHCT HpencTaBiseT IIECTb OCHOBOIIOJIAraOIIUX 3JIEMEHTOB I0JIOCA!
HACTpOMKa, AbIXaHHE, KOHIEHTPUPOBAHHOE BO3HUKHOBEHUE 3BYKa, 3BYKOBOI JMara3oH, PE30HAHC
u aprukymauus. CocTaBHbIE YacTH Mpolecca paboThl HaJ TOJIOCOM MOAPOOHO M BHSATHO
OOBSICHAIOTCS B KOMIUIEKCHOM 0030pe 3THUX 4yacTeil. HamoMHUM KOHTEKCT OCHOBHBIX 3ajlad KHHUTH:
«AKTEp NEpEKUBAET UTPY, IBUKEHUE U I0JIOC KaK €AUHOE LEJI0e, KaK CIUIETEHHbIE BMECTE HUTH,
Omarosapst KOTOPbIM OCYIIECTBIISIETCSL €MHBIA MPOLECC UTPHL: [... | MpUIaHUE TeTy HY>KHOU IMO3HI,
JBIXaHWE W JBIDKYIIAs CHJa OIOPHBIX MBI OOBEAMHSIOTCS C BOJEH akTepa; MHTOHALWA,
aKIEHTYyalus, JUara3oH U PEe30HAHC ToJIoca (HYOPMUPYIOTCS MO/ BIUSHHUEM UMITYJIbCOB, TOCITAHHBIX
BOOOpaXeHHEM, YyBCTBAMU U IpeJIaraeMbIMH OOCTOSITEILCTBAMU TeKCTa» (xx). Takum obOpazom
«ILIECTh OCHOBOIIOJIATalOIIMX 3JEMEHTOB TIO0JI0Ca» IPOCIOEHBl MOHATUSMHM, OCHOBAaHHBIMM Ha
Metozie Cranucnasckoro. Harpumep, KOHIIEHTPUPOBaHHOE BOSHUKHOBEHHE 3ByKa OOBSICHIETCS KaK
(GyHKIMS BHYTPEHHUX CTUMYJIHMPYIOIIUX CHJI, TAKMX Kak yMm, 4yBcTBO W Bois (113). BeposiTHo,
caMbIM XapaKTEpHBIM acleKTOM 3TOr0 pas3jiena, a BO3MOXKHO, M KHUTM B LEJIOM, SIBJISETCS
npenioXkeHHass ['yTeKyHCT IOJie3Has CXEMa CHUMBOJIOB, JEHWCTBYIOUIMX KakK BOOOpa)kaeMble
MOJICKA3KW ISl LIECTH 3JEMEHTOB rojioca. JTO IIOMOIaeT co3[aTh JIOTMYHYH0, OpPraHUYHYIO
IIOCJIEIOBATEIIbHOCTh JICUCTBUM, Ha IPAKTUKE HAIIOMUHAIOIIMUX IIOATOTOBUTEIIBHBIC ICHCTBUS
aKTepa, CO3JAIOLIET0 MOTOK MPOKUTHIX U MPOYYBCTBOBAHHBIX OOPa30B, MO3BOJSIOLIUX CHIIPATh
IIOJIHOKPOBHOT'O IIEPCOHAXKA.

B tperbeit u yerBepTOil yacTax JDKWILIET M3IaraeT Ty K€ MPAKTUYECKYI0 MYAPOCTb, KOTOpast
4eTKO cpopMylmpoBaHa B €ro KHHUre 00 akTepCKOM MmactepcTBe Acting Stanislavski: a practical
guide to Stanislavski’s approach and legacy [«Urpas mo CTaHUCIABCKOMY: MPAKTHYCCKHIA
CIPaBOYHUK MO MeToAy W Hacienuto CranucnaBckoro»| (2014). Pazuuia 31ech B TOM, YTO LIECTh
3JIEMEHTOB T'0JI0Ca COEAMHEHBI MEXIy COO0O0M, Oarogaps 4eMy BO3HHKAET OpPraHMYECKHH MpoLecc;
MOKHO TaK)Ke€ CKa3aTb, YTO paboTa HaJ rojJOCOM M aKTEPCKOEe MAacTepcTBO (HOPMHUPYIOT MOJIEINb.
Cnenyer OTMETUTh HpuUMEp, Korja BooOpakaeMble — IpellaraéMble  OOCTOATEILCTBA
(aHATUTHYECKOE «IIOYEMY») COIOCTABJEHBl C YIPAKHEHUSAMHU Ui JbIXaHUS. DTO HAIlOMUHAET
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aKTepy O TOM, KaK HMCIIOJIb30BaTh YNPAXKHECHUS IS IbIXaHUSI KIMEHHO B KOHTEKCTE aHAJTUTHYECKON
noarotoBku (200). [lpyroii mnpuMep — KOrJa 4YUTAaTels NPOCAT CO37aTh BOOOpakaemoe
00CTOSTETLCTBO M BOWTHU B HETO: «BOOXHYMb [9M0 06Cmosmenbcmeo] uepes coineunoe cniemeHue,
4mMooObL NOYYUMb NOTHOKPOBHDBLI 20710C080U omKauky (225).

JUIs aKTepoB U PEKUCCEPOB YETBEPTAsl 4acTb OyAET OCOOEHHO IIOJIE3HOM, IOCKOJIBKY TaM
9JIEMEHTHI To0Jioca OOBEOUHATCS B KOHTEKCTE paboThl HalX (parMeHTOM TEKCTa. ABTOPHI
«TIOATOTOBUIIM» TEKCT (0003HAYMJIM yIapeHHe, PUTM, IYHKTyalulo, May3bl U Ip.) C Y4ETOM
METOHK, O0BbEIUHSIOMUX paboTy HAJ TOJIOCOM U aKTEPCKYIO UTPY; TAKUX MOJIE3HBIX YIPAKHEHUN
IPEUIOKEHO HEMAJo. YUHUThIBasg, 4YTO B KayeCTBE KOHEYHOIO pe3ylibTara O0O03HAYEHO
IIPOJBUKEHHUE «CBSI3HOM, NMPOKMBAEMOM, MOUCTUHE PEATUCTUUHON» aKTEpCKOH WMIpbl (XV), TaKOH
M3HAaYaJIbHO TSKEIIBbIH (C YIIOpOM Ha JIEBOE IOJIyIIApUE), OCHOBAHHBIN HA TEKCTE aHAJIM3 OCTABIISAET
70 HEKOTOPOI CTENEHM HEpa3pEIICHHBIM BOIPOC BOBJICYEHMSI LIEJIOCTHOI'O MBIIIIEHUS (C YIIOpOM
Ha mpaBoe nonyumapue). Kak Obl akTepckoe MactepcTBO ¢ mno3uuui CTaHHUCIABCKOTO HU
J€3aByHPOBAJIO HUHTEUIEKTYallu3M, II0X0XKE, €My BCE-TaKu TpeOyeTcs UIMTENIBHBIA Ipolecce
«0OIyMBIBaHHSA» — JaXe B TEX ClIydasX, KOIJla BCE OCHOBAHO Ha MHTEPIPETALUU TEKCTa, — B
Ka4yecTBE OIMOPHI ISl JAOCTHKEHHS 3aBETHOW IIENTU: OPraHMYHOI0 MCHXO(HU3MYECKOro Moaxonaa K
paboTe HaJl TOJIOCOM U aKTEPCKUM MacTEPCTBOM.
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Phillip B. Zarrilli, Jerri Daboo, Rebecca Loukes:

Acting: Psychophysical phenomenon and Process
London: Palgrave Macmillan, 2013

Thomasina Unsworth

This book considers the bodymind relationship in acting and asks the reader to enter into a
discussion about what constitutes an actor’s ‘work’. I say “asks the reader” because that is exactly
what it felt like. Although mine was the silent voice, I felt that the three contributors were inviting
me to enter into a dialogue. This was not a prescriptive book, but rather one that stimulated me to
question further the nature of acting both as process and performance. As such it was unusual and
fascinating.

The book is not a manual for the actor, offering advice on how to act well. It contains no
judgement about what may be considered good or bad acting. There is no guru-like figure at its
helm providing the reader with the one and only route to brilliance. This lack of bias and breadth of
vision was liberating; it provoked one to consider not only one’s own practice, but also to engage
with the future of theatre-making and the ever shifting landscape that training and performance
must respond to. It is a book then of possibilities, not answers. A book that provokes thought
without telling you what to think.

Zarrilli considers psychophysical acting in India and Japan, which offered alternative approaches
to the mind-body dualism that was lodged in Western thinking. He engages from a perspective of
research that is both scholarly and practical. There is a confidence in his writing under-pinning his
deep knowledge of the traditions and an understanding of their affect on contemporary
psychophysical acting, penetrating and influencing European training and performance.

Daboo then takes over with a chapter on Stanislavski and the psychophysical in Western acting.
It is important that this section follows from the previous one as it allows the reader to see the
influences coming from the far older traditions and the legacy they have left on the work that
followed. Eastern practice informed Stanislavski’s approach to psychophysical acting and this again
is a liberating notion; that through the diverse and manifold approaches to acting there is a core
within it all that looks at ways of developing the actor’s sensorial receptivity and to nourish the
actor’s ability to engage fully with her inner animating energy in the moment of performance.

Loukes then looks beyond the psychophysical. She argues persuasively that it is impossible to
separate views of the actor’s process from the dominant scientific views of any given historical
period. So now the relationship between the mind body and the world are explored. Loukes does so,
drawing on philosophy, cognitive science and social science, in a fascinating chapter that considers
how culturally and historically specific modes of actor training allow actors to understand their
experience of acting. The attempt is to comprehend the extremely complex process of what takes
place in an actor’s consciousness.

One of the most engaging elements of the book is that throughout, all three authors approach the
ideas experientially as well as through reference to the work of other practitioners. As a result the
reader is treated to a rare insight into both process and performance from the perspective of the
doer, in other words, the actor. This is stimulating as it engages one directly, offering not dry
descriptions but lively and revealing discoveries made in the process of theatre making and
performance.

Acting psychophysical phenomenon and process is bold in its intent to unpick what constitutes
an actor’s ‘work’ bearing in mind the myriad of approaches that actors take and often can’t even
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articulate themselves. It strikes a balance between information, contextualisation and practical
exploration. The writing is lively and engaging, the reader is neither patronised nor alienated by
dense academic considerations. Above all this book provokes questions about the approach to the
bodymind of the performer and the act of performance that inspire one to explore further. Nothing
here is fixed; all the traditions are part of a shifting process, a changing world and as such should
serve to inspire theatre makers of the future and to encourage practitioners today to keep the
dialogue of possibilities alive in our own work.

®uiunn b. 3appuiim, T:xxeppu a0y, Pedexka Jlaykc:

Axkmepckoe macmepcmeo: Ilcuxogu3zuueckuit henomen u
npouecc

Tomacuna AncBopT

Knura nocpsiiieHa OTHOIIEHUSM Te€Jla U TyIIX B aKTEPCKOM MAacTEPCTBE U MPUIJIALIAET YATATEISA
y4acTBOBaTh B JIUCKYCCMM O TOM, M3 YEro COCTOMT «paboTa» akTepa. S MCHonb3yro CI0BO
«TIPUTJIALIAETY», MOTOMY YTO MMEHHO TaK MPOM30LUIO B CIlydae C 3TOM KHHUI'OW: XOTh s U ObLIa B
POJIH YUTATENsl, YyBCTBOBAJIOCH, YTO TPEM aBTOpaM KHUTH HEOOXOIMMO MOE€ y4acTHE B JHMAJIOTE.
JlaHHasi KHHra HE CIYXXUT PYKOBOJICTBOM K JEHCTBHIO, a CKOpee IMOOyXIaeT 4YuTaTens K
JAJIbHEUIINM Pa3MBIIIEHUSAM O MPUPOJIE AKTEPCKOr0 MACTEPCTBA — O MPOLIECCE KaK TAKOBOM U O
€ro poJIM B CIIEKTakJe. B 3ToM 1iane BaM IpeCTOUT HEOOBIYHOE U YBIIEKATEIbHOE YTEHHUE.

Kuura He oTHOCHTCS K MoOcoOMSAM JJisl aKTepa, JAlolUM COBET, Kak urpatb. B Hell Bbl He
HalJeTe CyXJIEHUH O TOM, UYTO CUMUTATh XOPOULIEH, a YTO IJIOXOW aKTEpCKON UIpoil. 31ech HET
HUKAKOTO Typy, KOTOPBIH CTOsul OBl y IITypBajla M BEN YMTATENsl €IWHCTBEHHO IPaBHJILHBIM
KypcOM, HaIlpaBJICHHBIM Ha JOCTHXKEHHE cOBeplIeHCTBA. OTCYTCTBHE IPEAB3ATOCTH U ILIMPOTA
B3IV JAIOT YUTATEII0 YYBCTBO CBOOOJBI, MOOYKIas €ro AymMaTh HE TOJBKO O COOCTBEHHOH
pabote, HO U 0 OyayIIeM TeaTpa, a TAKXKE O TOM, KaK MeJaroruka u TeaTpaibHas MPAaKTUKA JOJDKHBI
pearupoBaTh Ha TIIOCTOSHHO MEHSIOUIMICA TNei3ak HcKyccTBa. Takum 00pa3oM, 3TO KHHUTa
BO3MOJKHOCTEH, a He OTBETOB. KHHUra, CTUMYJIMpYIOIas MBILUICHUE, HO HE JUKTYIOLIAs, 4TO BaM
yMaTth.

3apprwii paccMaTpUBaeT NMCUXO(PHU3MUECKUI CIOCOO aKTepCKOro cyuiecTBOBaHMA B MHaun u
Snonuu, rae npennaraeTcs albTepHATUBHBINA NOAXOMA K JyaJM3My Tella U AyLId, YKOPEHEHHOMY B
3arajJHOM CO3HaHUM. ABTOpP paccMaTpHUBAeT ATOT BOIPOC C MO3ULUN OAHOBPEMEHHO HAy4HBIX U
IIPAKTUYECKUX. B TOM, UTO OH MHUILIET, YyBCTBYETCS YBEPEHHOCTh, OJKPEILIAIOIIAs €ro riayookue
3HaHUS B O0JIACTH TPAJAWLUI M MOHMMAaHUE MX BO3JCHUCTBHS HAa COBPEMEHHBIN MCUXO(PU3NIECKUN
CHOCcO0 aKTEPCKOTO CYIIECTBOBAHMS, IIPOHU3BIBAIOIINN €BPONEHCKYIO TeaTPAIbHYIO MEAArOTHKY U
UCIIOJIHUTEIIbCKYIO IIPAKTHUKY.

3arem octadera mepexogur k Jaly — ero rmmaBa mocBsmeHa CTaHUCIABCKOMY U
NCUX0(U3MIECKOMY METOJY B 3alaHON aKTepCKOW urpe. BaxkHO, UTO 3Ta 4acTh KHUTH JIOTUYECKU
CBSI3aHA C TPEIBIIYIIEH, TTOCKOIbKY IMO3BOJSET YUTATENIO0 MPOCICAUTh BIUSHUS, BOCXOJSIINE K
0osee cTapbIM TPAIUIUSAM, U OTIEYATOK, OCTABICHHBIM UMHU B UCKYCCTBE MOCIEAYIONINX BPEMEH.
WNudopmanus o BIUSHAA BOCTOYHBIX MPAKTUK HA 1M0ax0J] CTaHUCIABCKOTO K MCHXO(PU3NICCKOMY
METONy Takke (opMmupyeTr y umrTarensi OulylieHue Ooibiieil cBoOoabl. IMEHHO MTOCPEnICTBOM
pa3HOOOpPa3HBIX M MHOTOCIIOXHBIX MOAXOJ0B K aKTEPCKON Wrpe MOXHO HAWTH TO TIABHOE, YTO
MIOMOTAeT pa3BHUBATh YyBCTBEHHOE BOCHPUATHE aKTepa U MOIMUTHIBATH €0 YMEHUe HOIHOCbIO
B0UMU 8 KOHMAKM CO C80€ll BHYMPEeHHel MEOPYECKOl dHepauell 8 npoyecce CHeKmariis.
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Uro kacaercs Jlayke, TO OHa waeT Aaiblie ncuxouandeckoro meroaa. McciemoBaTenbHUIA
yOCIUTENBHO MOKA3BIBACT: HEBO3MOICHO OMOeIUmMb 632/1510bl HA MEOPUECKUll npoyecc akmepa om
20CNOOCMBYIOWUX 8 IMOM UCMOPUYECKUll Nepuod HAY4YHbIX 63211006. B Hallle BpeMsi CyIIECTBYET
TEHJCHUMS UCCIIEI0BaTh B3aMMOOTHOUIEHHUS TyIIU-TENA U OKpYKarolero mupa. Jlaykc onupaercs
Ha (uaocopuio, KOTHUTUBHBIE WCCIICJIOBAHHMS ¥ COIMOJIOTHIO B YBIIGKATEIBHOW CTaThe, TJE
OCBSIIIACTCS, KaK T€ WJIK UHBIE KYJbTYPHbIE U UCTOPUUECKUE METOJIBI AKTEPCKOM UTPhI TO3BOJISIOT
aKTepaM OCO3HATh CBOM OINBIT. IIONBITKA MOHATH HMCKIIOUUTENIBHO CIIOXKHBIA MPOLECC — BOT YTO
MIPOUCXOJUT B COBHAHUHU aKTEpa.

Omun u3 Haubojee 3aHUMATENIbHBIX ACMEKTOB KHUTH B TOM, YTO HA MPOTSKEHUU BCETO
MMOBECTBOBAHMSI BCE TPH aBTOPA MOAXOMAAT K CBOMM TeMaM SMIIMPUYECKH, a TAKXKe OOpaIiaroTcs K
paboTam Jpyrux MpakTUKOB. B pe3ynbTare y uuTaTels €CTh peaKas BO3MOXKHOCTH B3IJISIHYTh Ha
TBOPUYECKH TMPOILECC M CIEKTaKIb C MO3UIUN UCHOIHUTENS, TO €CTh, akrepa. Takum oOpas3om,
KHUTa MpeJIaraeT HE TOJIbKO CyXHE OIHUCAHUs, HO M JKHUBBIE, COIEPKATEIbHBIE OTKPBITHS,
CHEJaHHBIE B MPOLIECCE CO3JAHUS U UCITOJTHEHHUS CTIEKTAKJIA.

Knura «Axrepckoe macrepctBo: Ilcuxodusznueckuii peHOMEH U MPOLIECcC) MPeCTaBIseT COO0H
CMEJIYIO IOTIBITKY pa3bsATh HA YacTHU TO, TO MPEJICTABISIET cOO0M «paboTa» aKTepa, yUYUThIBAs IPU
9TOM MHUpHAAbl MCTOJUK, KOTOPLIC AKTCPbI OCBAMBAIOT, HO IpPHU 3TOM HC BCCra MOryT caMu
chopmynupoBate. B kHure coOmromeH OanaHc MexAay HH(OpMaIMel, KOHTEKCTyalln3alued u
MPAKTUYCCKUM HCCIICAOBAHUCM. Ona HammcaHa >KHBO U YBJICKATCJIBHO, 3ACCh HC IIBITAIOTCA
oy4yaTb WJIM OTIIYTMBAThb YUTATCIII MHOI'OCIIOBHBIMU HAYYHBIMH PACCYXKIACHUSAMMU. KpOMC BCCTO
mpoyYcCro, KH1Ura poxaacT BOIPOCHI O MOAXO0AC K AYHIC-TCIIY UCIIOJHUTECIIA U K aKTY CIICKTAaKJIA, YTO
BIOXHOBJIICT YUTATCIIA Ha I[aJIBHGI\/JII_HI/Ie HCCICAOBaHUA. 3I[CCB HET HUYECTO CTpOro
(UKCUPOBAHHOTO; BCE TPAIMIIMU SBISIOTCS YaCThIO aKTUBHOTO IPOLIECCA, MEHSIOUIETOCS MUpa U
AOJDKHBI CIIYKUTb TOMY, 9TOOBI BIOXHOBJIATH JIIOIIGI;'I TCaTpa GYI[YH_IGI‘O U IPpU3bIBATH CCTOAHAIIHUX
IIPAKTUKOB K JAUAJIOTY.
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