No npurnawenuio
MUHUCTPA KYNbLTYpL
PC(H) A.Bopwucoea o
fixyTex Ans nocTtaHon-
K# CHEXTaKNs NO MOTH-
BaM AKYTCKOR CXa3ky
npuexan amMepuxau-
cxui pexunccep Tomac
Martpuk Puuuno.

Jynvecroe nnema cbparm-
NIOCH X AMEDMKIHCKWM TeNTpa L~
HbIM ABATENAM © NPOCLBON Cie-
Nath ANS HUX MIO3JMK) TMNA Tex,
WTO TPeMAT na Bpopsee. 3TUM
MUCLMOMA JaunTepecosancs To-
MAC, NDUEXAN W NOCTABWII Cnex-
TaKIIb, HO ARYION, OCHOBaKHbLIN M
Muax ayny. 310 Geino Nepace
AN MNX NPEACTABNEHWE, (IOTOMY

;

Lleten cnodositl

TBOPHECKOE COTPYAHUYECTEC

TOMAC PHYYHD BolbHPAET «GAPJAAHY»

NTO GBOErD Teatpa Ha ApesHen
Jemne padblue soodute He Gbino.
3arem — patora 8 @aplerixce

(Anncxa), B CTYABHYECKOM Tear-

pe. Ha cefl pa3 ramol nocnyxmun
ackmmocexkuit anoc. Mpencrasu-
TENW 3TOrO HAPOAA YHRCTROBANK B
cnextakne, a KOHCyNLTaHTOM Bbin
HACTORWMA WaMaH,

AOpyass, nofaastive 8 CankT-
NerepGypre, pacexkasann ToMacy
0 MooUTENLGKOM TeaTpe, padora-
wiesm 8 ctune asperpayda. Ana
HUX QH NOCTABWA NLECY O MaTPK-
ADXATE N0 ALIMECKUM MOTUBAM.
CosepuieHHo HeobbiNHOe ANA Ha-
wed nyGnukn Npeacraenenwe c
NEHUEM, TaHUAMW, MO FAaBHbIM
GLUI0 TO, HTO AKTEPHl HAXOAWIMCH
8 COCTCRHUI TRAHCA.

Bceny atomy npe, ToOBA-
N1 roas y4etul 8 Heo-Wopxe, Hu-
karo. Wayyenme xnaccuyecxoro
raMua, mxasa, norM, BOCTONHEIX
anHOBOPCTE, NOCTUXEHWS TalnH
FUNHO33 W NCUXONOMIW,

Nepewe pexwccepckie pado-
Thi — KNAccHka: Yexoa, Lexcnup,
COHPEMEHKBIA AMEPUKANCKUE aB-
TOp — JaMedarTenbHan wxona.
HO anexno YT0-TO HHOe, HeNoXo-
¥Eee Ha TO, YTO Aenan Kaxabii
Aene OH, W TO, 4TO aenany g0
wero, Maswnu apyrve ropona w
CTpaHbl, ADYFe TPAAWLIAN W KYNTb-
Typwi. Motomy v Geinn 3ynyccxoe
nnema 8 DAP SCKMMOCH Ha Ana-
CKe. A Teneps AxyThl,

— fa, » wamenun Goxyc 8
cacen natore, — rogopur Tomac
Pimuno, To, ¥TO Aenalo cenvac,
HAMHOTD HHTEpecHee. Kaxasn

Pa3 yaHalo 4TO-TO HOBOE, YYYCb
NOCTORHMO. A He NepecTan 3aHu-
MATLCH 3anNanHbiM KNACCHYecKum
TEaTpoMm, Tem Sonee, Y10 ITO HyX-
HO MO poay moen pabotw (Tomac
— npodeccop Tearpa u aHrpono-
norwm 8 yHueepcurete). Tpanm-
UMOHHOMY WCKYCCTHY Npuaepxe-
Hisl MHOMME, MeHs xe Gonbuie Npu-
BNEXAIOT HAUMOHANbHbIE Tpaau-
UM, ApesHss xynsTypa, 3aecs
WHPOKCEe None ASATENLHOCTH, Y
MHOTMX KODEHHLIX HAPONOB Cen-
qac aoanuraet npobnema cooTHo-
WEHUR COBPEMEHHOR UWBUNN3a-
UMK C HAacneavem NpPownoro. Kax
Paa Ha 3TOM CThIKe U WHTEReCcHO
paborars. M Bce, 4emy s 3gece
Hayvycn, NPWMHeCy 8 3JanaaHyo
XynbTypy.

B csoux nocrasoskax Tomac
PHNYMO — eauH 8 Tpex nuuax: v
pexuccep, W cuesorpad, u xo-
peorpad. Ho nHTepecHae apyroe.
Ans Toro, 4ToGLl aKTepw nywwe

aborany, ‘swusanuce” 8 ponu,

OMaC PUMMMO CHMTAET, 4TO BHA-
Yane ux HYXHO 13BaBuTs OT Bcex
WMEIOLWMXCH Y HUX KOmrinexcos,
PACcKPenocTUTh, AR 3700 OH No-
rPY*aeT ux 8 COCTORHUE.., TpaH-
ca, BLINIA U3 KOTOPOro, OHW pac-
CraskiBaloT 00 yBUASHHOM ¥ NO-
4YBCTHOBAMHOM, @NA0T JaMeTKN
AN pexuccepa, pueyoT. Bor Ta-
xan HeoOblyHas NOAroTosKa K po-
nw,

Hackonsko 310 2dDSKTUBHO,
Mbi CNPOCHM CaMux axTapos, Xo-
Tenoce Obl yIHars. He onacHo nu
noaoGHoe COocCTORHWE, B0-Nep-
BoiX, 1 BO-STOPRLIX, BCEM NV TaKOW

MeToa HpasutcR? Mowxer ObiTh,
XOMY-TO He 3axo4eTcs Brnajars 8
TpaMc, Tem Gonea, 4TO 3T0 Boace
HE O3HauaeT, YTD T — TJIOXOR
axTep.

— [lo 7Toro, xax nNoABeprHyTL
“enoBexa MCNLITAHMMIO, Ml 1ONro
pabGoraem. [nn Havana — NPoOCTo
AATCKME BOCNOMMMAMWA, XaKue-
TO ADKME INUI0ALL. KAPTUHKK, 33«
HUMaeMcs AOron, Meaurauved,
W, KoHeuHo, camoe rnasHoe — xe-
nanwme camoro akvepa., Ovews
BHUMATENLHO K 3TOMY OTHOWYCH,

nocne oaHoro cnyMan.
# patoman 8 CUWA, a Tpynne 6uina
noxunan axrpuca, 6antucTka no
BEPOUCNOBEAHMIO, HErPUTAHKA.
W oaxaxas Ha penaTuumMW oHa
MACTONBLKO CUMILHO Bowna 8
TPAHC, HTO HE MOF/Ia U3 Hero BkIf-
™. f Toraa 3noposo uonyrancs,
HO 3atem cooBpaaun, npeacTasmn
Ce0R NOXUNLIM CBRILIEHHUKOM W,
SOMAR B PONb, Ha4an ¢ Heh Gece-
Aoears, roeopvn Gacom, saasixan,
NLIXT2N (MM KA3ANOCTH, 4TO UMEH-
HO Taxk senyr cetns noxXwiue Con-
WEHHOCAYXUTENIM), YXACHO yB-
nexca, ¥ 310 nomorno.

— A KaK SKyTCXue aKrepsi
pearwposanu Ha sawy cucra.
my? Bawe muenue o Hux?

— Y 8ac oueMb CuNbHble axte-
Phi, Y HUX CEPLA3HaN NOAroToBKa,
TRAHUHE, OHK BCe OMEHL TANaMT-
NUBLI, HO 8 HAX OTCYTCTBYET Takoe
KAMECTa0, HaANPUMep, Xax pacxko-
8AHHOCTL, B XOPOWEM CMmbiche.
Mbn nepsan 3aaa4a — NOMO4s UM
OTXPLITE CamMux cedi. Ho v cam A
MHOTOMY Y HUX YMYCh, ANA MeHs

HET DPAINUMMA Mexay Teartpom,
YOneMeHuamn, NHYHON XUIHLIO —
BCE enuHO, BCEe B rapmosmn, WUa
3ITOM0 M CKAANLIBASTCH MOA Me-
Ton.
— Yem 8ol cefiuac. sannmae-
recs?

— Mui paGotaem Hajl oTaens-
HbIMM CLUEHAMM CNeKTakna, cae-
NAHHOro N0 MOTHBAM AKYTCKOR
cxaaxky, OoH Oyaer Ha3LIBATLCR
*Capaaama’. § MHOIO ux npoven,
HO 3TA NOHPABMNach M Gonblue
APYrHX, B HEN — KPEnxan CTRYKTy-
pa, CHNbHAR MeTagopUYHOCTL.
Kpome TOro, f NOJHAKOMWAICH CO
crneunansHon nureparypos,
BCTPEHANCH G WAMAHOM, aKTepoM
V. AatiexosbimM, XOTOPLIA paccka-
3451 Maccy NONE3Horo U NHTepec-
HOPO O HAPOAHLIX TPAANUMAX, Be-
POBAHUAX AKYTOB.

Ha 3anane Tearp AM HeKoTo-
PhIX CTAN PAsANeYeHneM, ¥ Bac xe
X HaMy OTHOCATCA CepbeaHo. Mue
NOKa3anocsh, Bkl KO BCeMY OTHOCK -
TECh CANMUWKOM CEPLEIHO, W A XO-
4y, vToGbl Bol BCNOMHUAK B8 cebe
pefewxa, caoe percrao, Ewe wno
AT0A NpuMMHe BuGpan cxasxy.

— Kax orGupanucs aktepm?

— Mpwuinu te, K10 xoren pato-
Tars. nobuiBan Ha cnexraxne
“Hiopryn Boaryp®, nonyuun rpo-
manyoe yposonscrone. [Um MeHn
HCE OMEeHb MHTEPECHO W Hoso, OT-
METH MIPY aKTEPOB, WX UHAMEU-
NYANnLHOCTL.

— A xaxk pewaere AaLiKosyo
npoGnemy? Beas, wasepwoe,
He scerna Guinaer nerxo vepea

pesonumxa oGy
Bbi XOTUT® OT aKkTepa?

— Kak paa HaoGopar. 310 12
NyMLLE, MTO A He 3N AabiKa, |
MOrAET COCPeAOTOMMTLCST W 4
X0, ACHO, A rNAasHoe, KPaTxo of
ACHWTL CYTh AeNa.

O TOM, 41O AymawT L
Tomace, 0 meroaax aro pa
pacckasana Coden Bapanosa:

— CHavana 66in0 CTPanHo, |
K@ HEMHOID CTPAWIMA, HO OM¢
wHTepecHo. Beink W Te, k1o
Bepun 8 cucremy ToMaca, Ho |
CTENEHHO OT penatiLmmn’ K pe
THLAW M Yy3HABANW ero, OM
Hac. CNOXMNUCE XOPOUIME TH
MECKWEe U PYXKECKNE OTHOWEH
W He 6aaa, 4TO Mbl He 3HaeM fi:
ka. FOBOpAT rnasa, pykw,

OueHb WHTEpPecHa aro cuc
Ma, 3Tor mup Obin padslue M
HEBEAOM: TPAHC, MeauTaL
Koweuro, paccnaonser, Ho, |
oBuie, patoraer oH xectko. N
PACHUCAN NO MUHYTAM, 3aHT
NPOXCANAT NO rpaguey. Havan o
YNPKHEHWA RO, YMWN Npasu
HO Avitate, Beab Mbl aaxe
JHASM CHOMX BOIMOXHOCTER, €
B ero noarotoske HMeHHO

BAXHES, 4EM MUCTO N)
heccnonansHan, aKTepckan. |
e KOrfla oM YeAeT, 8 HaG HaBC
A2 OCTAMETCA TO, HTO OH Nan, e
Hayumn. Tomac Puvamo OTKf
HAW BHYTPEHHHE MUD W Hay
COMETATH 270 C BHEWHUM.

M.AKME
HA CHUMKE: Tomac Pusy
®oro A BYPUE
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THOMAS RICCIO PICKS "SARDANA"
Photo caption: American director Thomas Patrick Riccio who was invited by the Minister of culture A.S. Borisov of Yakutia for the
creation of a show inspired by a Yakut Story.

A Zulu theatre placed an advertisement for an American theatre director to make a Broadway musical
performance. They hired Thomas, he came and created a show, but a very different kind of show. The show he
did was based on a Zulu myth which proved to be a performance the likes of which has never been seen on their
ancient land. He has also worked with a University theatre in Fairbanks, Alaska, where he has explored the
themes of the Eskimo culture. Eskimo students participated in these performances where the consultant has been a
traditional Eskimo shaman.

Friends living in St. Petersburg told Thomas about an underground theatre and for them he created a play that explored the themes
of matriarchy and paganism. The motifs examined by the performance may be a little exotic for our public; the performance included
singing and dancing by actors that were in a state of trance. All of this experience was preceded by years of education in New York and
Chicago where he was trained in classical dance, jazz, yoga, eastern martial arts, and the secrets of hypnosis and psychology.

Some of his first directorial work included the classics like Chekhov and Shakespeare and contemporary American authors— an
auspicious schooling. Then came something different and out of the ordinary--something happened to him and he changed along with the
towns, countries, different traditions and cultures he visited. After much travel he spent time with the Zulu tribes in South Africa, the
Eskimos in Alaska, and now he is in Yakutsk, Yakutia. "Yes, I changed the focus of my work", said Thomas Riccio. "That which I do
now is much more interesting for me. Every time I discover a new culture and tradition, something new, the learning continues. I have
not stopped being interested in Western Classical theatre, in fact I am probably more interested in it now because of my cultural work." (he
is presently a University Professor of Theatre.) "There are enough people devoted to traditional Western art—for me there is a greater
interest in national traditions and ancient cultures. This is an unexplored, undefined, wide open field of activity. Many indigenous cultures
are having problems connecting their past with contemporary living. That's were the real challenge is in this work. Everything which I
learn here (in Yakutia) I will bring back to my own culture. "

Working on productions Thomas Riccio is three people in one—Director, scenographer, and choreographer. But what is most
interesting about Thomas' work is his belief that actors will act better and live fully in their roles when they are emancipated of all present
complexes. To this end he puts his actors into a state of Trance. The visions and feelings experienced by the participants are then noted
by the director to be used in the production--a very unusual preparation for their roles. We asked how effective this was, and whether it
was dangerous to be in a state of trance.

{’s (t’his meqthod liked by all and how about those not having the desire to go into a trance does this mean you are a
ad actor?

We work a long time as a sort of trial period to slowly expose people. In the beginning the trance experiences are anything from
children's memories to various and random episodes and images. We prepare with yoga and meditation but ultimately and most
importantly is the desire of the actor themselves. I work very carefully and slowly ever since one particular instance when I worked with a
U.S. group and when there was an elderly black Baptist woman, and one time during rehearsal she went deeply into a trance which she
could not come out of. At that time I became pretty scared. She began talking in tongues, breathing heavily and panting and instinctually I
went into a role of a minister. I started talking with her in tongues, with heavy breathing and panting and was successful in helping her.
And how did the Yakut actors react to your system and your view on them?

"You have some very strong actors that have been well prepared and trained. They are all very talented, but they are somewhat
inhibited. The first aim is to help them reveal themselves and in this way Ilearn a lot from them and about myself. For me there is no
digha-:gce between theatre and real life—both are artistic and personal. It is all one, all part of a whole. And in that lays the core of my
m i
What are you doing at the moment?

"We are working on individual scenes of the show which is inspired by the Yakut folk tale that we are calling "Sardana." I read
many Yakut stories, and this particular one I liked the most. It has a strong plot structure and a metaphoric resonation. In addition I did
much research. 1 met the shaman-actor, Izbekhov, who told me a great deal of helpful and interesting information concerning the folk
traditions of the Yakuts. In the West theatre has for many become simply an amusement. Here you take it seriously. It seems to me that
you have a tendency to take everything a little too seriously in fact. And a part of my work is for you to remember the child in yourself and
it is for this reason, too, that I took this story as a basis for the play."

How did you pick the actors?

_"The entire acting company was invited -- those that wanted to work with me came to the introductory workshops. 1 saw the opera
"Niurgin Bootur" and thought it was a marvelous experience. For me it was all very new and interesting. It enabled me to further
consider the work of the actors and their creativity which is important for me."

And what do you think about the language problems? After all you have to work continuously through an
interpreter who has to explain what you want from the actor.

"] don't see it as a negative--in fact I see it quite the opposite. It sometimes seems to my advantage that I don't know the language.
{}t‘helps }tLo.ooncmnaxe and boil down the work to its essences. It forces me to seek and articulate the universal and archetypal meaning of

e Wor]
Actor Sofia Baranova told us what she thought of Thomas' work:

"In the beginning it was strange, if not a little bit scary. But, nevertheless very interesting. There were those that didn't believe in
Thomas' methods of working. However, as the work continued from rehearsal to rehearsal we came to know him and he us. We have
developed a good artistic and personal relationship with him. And we don't believe we suffer from the fact that we don't know his
language. The eyes and hands also talk. His system is very interesting. The fear of the earlier unknown, for example trance and
meditation, we have found relaxing. Generally he works quite hard. His timetable has been reckoned to the minute, and every session
goes according to plan. He begins with Yoga exercises. He has taught us to breathe correctly, and we have come to realize that we do not
know our possibilities or strengths. His methods go deeper than the professional, actorial level. Wherever he goes, forever in us will
remain that which he gave—-which he taught us. Thomas Riccio has opened to us our inner world and began to combine it with the outer."



