AKTYAABHOE UMSA

C TOouKkH
3PEHHS AbBA

Onwvea ®YKC

CHEKTAKAU AKPAMA XAHA CTAAU TAABHBIMU
®ECTUBAABHBIMU COBBITUSIMU ATOI'O AETA B MOCKBE
1 ABUHBOHE. A CAM OH IIPOIIIAETCS CO 3PUTEASIMU —
KAK UCIIOAHUTEADB KPYITHBIX COABbHBIX TMAPTU.

Ho OCTAETCST — KAK XOPEOTPA®.
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MY COPOK HSATH, U OH IIIyTHUT.
4TO Ternepb BEIHYKIEH TaH-
11eBaTh B 01K /A€, [IOTOMY
4TO «MeTabOAM3M, 3HAETE
AU, 3aMEeIASIETCsI», HO COOMU-
paeT IepenoAHEHHBIE 3aABI
JKEAQIOMIUX YBUAETH €TI0 [IPOIaAbHBIE
cono. B 10 aet oH ycHYyA Ha «AebeguHOM
o3zepe». B 19 BrepBbie npumiea 6aseTHBIH
KAaccC, YBUEB BHAE03aIIHNCH TAHILYIOIIIETO
BapreimBEnKOBa, U ObIA JKECTKO PACKPUTH-
KOBaH 3a CBOU JaHHEBIe. TaHIleBaABPHBIH
dakyarTeT (B YHEBepcuTeTe e MoHDoOp
B AecTepe) BEIOpAA TIOTOMY, YTO 3TO ObIAa
€IMHCTBEHHasI BO3MOXKHOCTB [IOCTYIIUTh
XOTh B KaKOH-HUOyAb By3 (MedTa aMOHITH-
O3HOTO 0TIIa). A KAacCH4YeCcKyIo «’KHu3eAb»
BIIEPBBIE YBUEA... TOABKO KOTZIa TPH PyKO-
BOJUTEAS PA3HBIX TE€aTPOB IPEIAOKHUAN
€My IIOCTaBUTH 3TOT 6aAeT IIOYTH OLHOBpPE-
MEHHO («II03KaAyH, XOpoIIHui 6aseT, CTOUT
IIOCMOTPETH).

Buepa
Akpawm XaH, ypoxeHell AOHIOHA U OeH-
raAel] I10 IIPOUCXOXKAEHUIO, CO30aTeAb
YHHUKAABHOI'O TAHILIEBAABHOI'O CTHAL — IIPO-
U3BOJHOI'O OT UHAUNCKOI'O KAACCHUYECKOTI'0
TaHIla KaTXaK, BO3HUKIIIETO B I14TOM
BEKE, U COBPEMEHHOI'0O TaHIla, BO3HUK-
LIEero B ABAALlATOM,— TOYHO IPU3BaH
OBbIA OIPOBEPrHYTH akcHuoMy KuramwHra
«3aram ects 3anajna, BocTok ecth BocToK,
U BMECTE€ UM He COUTHUCH». [Io UpOoHUHU
Cynb0bBI ero repBoi POABIO B 3JKU3HHU (B LET-
CTB€) cTasa poab Mayrau u3 «KHUTH IKyH-
raeth» (AoHOoOHCKaa AKaneMud UHAUN-
ckoro taHIia). MoxHo cpa3y Ha3BaTh €TI0
IePBBIX yYuTeAeH KaTxaka, TaHIa 60ros,
U MoaepHa, TaHla Aroaei,— [pu I[Iparana
[TaBapa (3HaTOKa TpPagUIIUH U BEAHNKOTO
9KCIIEPUMEHTATOPa, BOCIIHUTAaBLIEr0 boaee
700 TannoBIIUKOB) U AHHY Tepesy nae
Keepcmakep, nukony ctuad. Ho cam Akpam
XaH npu3HaeTcd, 4TO C CAMOr'0 AEeT-
CTBa HEBOABHO COEIUHAIA ABE TPAAUIIUU,
U, IPUAEKHO U3ydasd KaTXaK, KOIIUPOBaA
BCEX KYMHPOB 3aIllaJHOro Mupa — Yapau
Yanauna, Maiikaa [IxxekcoHa, bBacTepa
Kurona u npyrux. Bpocok Ko6psr,
IIPBIZKOK THUTPA, KPYXKEHUA AEePBHUIIIA,
AVAHBI [IEPENAETEHHBIX PYK, IE€PECTYK
0OCBIX HOT, a TAaBHOE, OTHEHHAS CTPacThb
Axpama XaHa — BCE 3TO IIPUAAAO ITPAHBINA
U TEPIIKUIN BKyC COBPEMEHHOMY TaHILY.

N3 napTHEpOB AKpaMa XaHa — PEeKHUC-
CepOB, TAHILIOBIIUKOB, XyAOXKHUKOB —
MOZKHO CAOXKHUTB OTAEABHYIO «aAAEHO

Axpam XaH

caaBbD. CHABBU ['MAAEM TAHIYET C HUM
B «CB4IIEHHBIX YYAOBHUIIIAX»: CHaYaAa
pBIxKad 3TyaAb U CMYTABIM THUT'P UCIIOAHSIAHU
TO, YTO Ay4Ill€ BCETO YMEIOT, KAACCUKY
fasera m KaTxaka, 3aTe€M COeOUHSIAUCH
B CAOXKHOM H U3BICKAHHOM XOpeorpa-
duueckKkoM guasore o CyTH HCKyCCTBA.
Yepes HECKOABKO AET OHA BHOBB II030BET
Axkpawm XaHa, 4TOOBI TOT B KOMIIAHHUH
c Pacceaom MaaudanTom u Marcom
OKOM COYHHUA e¥ COAO as (PHUHAAD-
HOT'O CIIeKTakAd. AKpaM XaH CTaBUT OAd
Fumasem Tehne» — Marumyeckuil TaHel pykK
B KpyTe CBeTa, HEUCTOBBIN HACTOABKO,
4TO, KaXKeTCHd, CaM IIPOU3BOAUT SHEPTHIO.
C OeABrHHCKUM TaHIIOPOM K XOPeo-
rpadoM Cc MAPOKKAHCKUMHU KOPHIMHU
Cunu Aapbu Ulepkayu XaH co3maeTt
abcoAroTHBIH XUT «HOAB TpagycoB», Tae
B TaHeEIl IIpeBpallleHa JaxKe 4eAoBede-
cKad peuds. 2KroabeTT BuHOII nmyckaeTcda
C HUM BO BCE THXXKHE U BIIEPBBIE PUCKYET
norrpoboBaTh cebsl B POAM TAHIIOBIIUIIGI
B OCTPOYMHOM H HE€XXHOM «In-I» o Myzk-
4YHHe U XeHIUHe (0 4eM ke elle?). Co 3Ha-
MEHUTBIM 0alfAa0opoM (TaHIIOBUIUKOM
daamenko) Mzpassem 'aaBaHOM OH COUU-
HsaetT «Topobakar, rae 06pas3nbl CBAIIEHHBIX
KUBOTHBIX UHauu u Mcnnanuu, KOPoBbI
U ObIKa, BOITAOIIIAIOTCH Yepe3 KaTXaK
u paaMEHKO. DTOT CIIHCOK MOXKHO ITPOJIOA-
KaTh €IlEe JOATO.

Emrte B 13 AeT Akpam XaH 1onaa
B MHTepPHaIMOHAaABHYIO «Maxabxapary»
ITurepa Bpyka, y KOTOpOro noToM CHHU-
METCH €llle U B TeaeBepcuu «I'amaetanr.
TekcTobl <MaxabxapaTbl» AATYT B OCHOBY
crnexkTakaga «Gnosis», rme AKkpaMm XaH
U AIOHCKAasd TaHIIOBIIMIIA, [IEBHUIIA U IIEP-
KyccroHucTKa HMomu CyHaxara yCcTpoaT
BCTpPEe4Yy UHAUNCKOrO 3I10Ca U TPpaaUuLlUui
Kabyku. A «9xo Maxabxaparsl» (mog3a-
rOAOBOK KHUTM cTUXOB Kaptuku Hawup,
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TIOCBSIIIIEHHON mTepudEePUHAHBIM TePOsSIM
31oca) 0T30BeTCHd B APYTrOM CIEKTaKAe
Axpama XaHa «[Toka ABBBI MOAYAT» (B OyK-
BaABbHOM IIEPEBOLE — «IIOKA Y AbBOB HET
HUCTOPHUKOB», II0OKA UCTOPHUIO IIHUIIYyT OXOT-
HUKMU) — TAHIIEBAABHBIN paccKkas o IIpUH-
necce AM0Oe, KOTOPYIO IOXUTHAU U HAJ-
pyraAuch Hag He#l B IEHb €€ CBaILObI,
3acTaBUB OOTOB MOAHTEL O BO3ME3IUH.
«Bo MHOTMX MU@ax JKeHCKUE MePCOHAKU
OCTAIOTCS HEBOCIETHIMHU '€ POUHAMU. ..
Hx Hepacckas3aHHBIE HCTOPHUU IIPOAOA-
JKaIT IIPECAENOBATE MEHSI», — CKa3aA
xopeorpad. Tak, oT CHeKTaKAS K CIeK-
TaKAIO AKpaM XaH CTaAHOBUACS «MCTO-
PUKOM AbBa» — HCTOPUKOM HEBOCIIETBIX
TepOUHLb U 6€3BIMSIHHBIX TE€POEB.

Ceronusa

ITox 3HakoM Akpama XaHa IIPOLIAX

B 3TOM roay 4YexoBckui pectu-

BaAb («2Knzeab» AHTANPICKOrO HAaITUOHAAB-
Horo Oaaeta, 3a KOTOpPYyIo AKpam XaH
IIOAYYHUA IIpeMHIO UM. AoypeHca OAUBEE),
«TeppuTopus» (hpecTrBaAb ClIEIIHAABHO
HadaAcs Ha IBa Mecsa paHbIlle 00bId-
HOTO, YTO0OBI IToKas3aThk baaeT Xenos, raoe
Axpam XaH TaHIYET CBOIO IIOCAEIHIOIO
KPYIIHYIO POAB, OCTaBHUB 3a CO00M BO3-
MOXKHOCTD UCIIOAHSITH HEOOABIIIHE
IapTuH) ¥ ABUHBOHCKHH (Ha rAaBHOM
cueHe Bo ABope Ilanckoro asopiia cocTo-
SAUCH ITOKa3bl cieKTakAs «[lepexuTputsb
ObIBOAA», KOTOPBIH OCEHBIO IIPUBE3YT

B MockBy Ha ¢ectuBaab Dance Inversion).
B ero ocHOBY Aer APEBHEBOCTOYHBIMN 3I10C
o 'mapramerire (loama o Bce BUaaBIIEMY),
KOTOPBIH co3maBaAcd Ha IIPOTAXKEHUU
IIOAyTOpa THICAY AET (K CAOBY, €I'0 XOTEA
noctaBuUTh DHiMyHTac Hakporrioc,

HO He ycrea). Kpowme Toro, B MockBe
Ipolrea KaCTUHT JAS IOCTAHOBKH HOBOH
Bepcuu Oaaseta «Kaash» (<Ecam OFI...») —

wKuszeno»
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domo: ANopar Abomapoo

mepBOro KpyIrHoro baseTa AKkpama XaHa,
rokasaHHoOro 6oaee, ueM B 20 cTpaHax
U yAOCTOE€HHAas MHOTUX Harpaf.
Hy a AHrAW#BCKUNE HaTMOHAABHBIN OaseT
B CAELYIOIIIEM CE€30HE IIPEACTaBUT IIpe-
Mbepy HOBoro 6aseta Akpam XaHa,
repossMH KOTOPOToO CTaHYyT PpaHKEHIITEHH,
Botinek u Ilpomereit.

Bo mHoOronaceaenHoi <Kuseau»
U COABHOM X€nos MHUD HOAEAEH
cteHoli. B @Kuzean» oHa oTneasgeT
OTBepPKEHHBIX (0€3AMKHE OTIIEYaTKH
UX PYK — IOIBITKA CABUHYTH CTeHy,
0003HaA4YUTH ceds) oT 3HATH (HOYTH
MaHEKEHBI AT BBIYYPHBIX KOCTIOMOB).
B dunanse B 3Ty cTeHy OyneT OUTBCS, IIOKa
He 3aTUXHET, AALOEpPT, BO3AIOOAEHHBIH
u npenareab 2Kuzeaun, 60r BeCcTh 3a4eM
COXPaHUBIINY CBOIO IIOCTBIAYIO KHU3Hb.
B Xenos — 3To 3¢MALAHOHN POB, IIOCAEAHAL
yepTa MeX/AY XKHU3HBIO U cMepThio. 1 Tawm,
U TaM KAaaccHudeckasd My3blKa Anoabda
Anana ¥ MouiapTa HHKPyCTHUPOBaHa
B HOBO€ MY3bIKaAbHOE BhICKa3blBaHUE
KoMmIo3uTopa BuHuenno AamaHbH,
KOTOPBIH NPUCYTCTBOBaA Ha BCEX peIle-
THUIUAX, COYNHHIS CIIEKTaAKAb BMECTE
¢ xopeorpadoM.

Bcaen 3a MaTrcom QKoM U APYyTUMHU
KYABTOBBIMH XopeorpadamMu AKpam
XaH BCTYIIHA B AHAAOT C IPU3HAHHBIM
HIeeBPOM — POMaHTH4YeCKOH «2KH3eAbon.
OTO He IepPBBIE IONBITKH IIEPEOCMBIC-
AUTBH KAACCHYECKOE HaCA€IUE B TBOP-
gyecTBe Xopeorpada. Tak, Hanpumep,
B criekTakae «iTMOi» (In the Mind
of Igor), cTaBIIEM cCBO€OOpa3HBIM IOI-
HotteHueM Uropio CTpaBHHCKOMY U €T0
«BecHe cBamienHoM», AkpaMm XaH Tak XKe
OCTaBASIET OT MY3BIKH TOABKO OLHY TEMY
u3 baseTa (OCTAABPHYIO ITUIIYT KOM-
no3utopsl ben dpoct, Hutun CoyHu,
I>xoceaunH Ilyk), HO cTpeMHTCS BOCCO3-
OaTh IIepBOHAYAABHBIN UMIIYABC BEAUKOTO
fasera (CTpaBHHCKOMY OH IIPHUCHUACS —
TaHIIOBIIHIIA, TAHIIYIOIIAs 10 CMEPTH,
4T00OBI BEPHYTHE MUPY BECHY).

Xopeorpad OpHU3HAACH, YTO
€MY XOT€AOCh BOIIAOTUTE B 2Kuzeau
o6pa3 CUABHOM KEHITUHBI, TAKOH,
KaK ero MaTb-(peMHUHHUCTKA, XKeHa-
Am0HKA («BHelIHe abCOAIOTHO CIIOKOHHAd,
a BHYTPHU — ByAKaH»), U [IECTUAETHASA
[0Yb («s1 ee yke Oorock»). MockoBcKad
nybanka yBuneaa nByx 2Kuzeaeh —
Tamapy Poxa u Aanny Koxkakapy (AKkpaM
XaH npu3bIBaA 00eUX YIYUTHCA APYT
y apyra. Jas cebd, ecan ObI BeIOHpaA,



BrIOpaA poab ManapuoHna, BAIOOAEHHOTO

B 2Ku3eab,— ero KpoBaBbIM IYTh K BAACTH
Hal CBOMMH cOOpaThsIMHU, €r0 BBITOpaHUe
oT 6e3HaeKHOU AI0OOBH, €ro KaAKYIO
rubeAb OT TpaBAHM BHAAUC). 2KH3eAb,
MurpasTka ¢ pabpuku, Ha KOTOpoit pado-
TaioT OTBepXKEHHbIE, — HATypa lileAbHad

U sICHasd, He THET IIelo nepen 3HAThIO,

HE IIPUHMUMAaeT €€ I[IoAa4eK, U B CBOEH
PELUIMMOCTH UATH A0 KOHIA — [0 POXK-
neHud pebeHKa, 10 CMePTH OT IIpena-
TEeABCTBa — CTAHOBUTCH OIIaCHOH Kak

nAag 3HaTH, TaK U gasd OTBEepPKEeHHBIX.

U rubHeT B KOABIIE CBOUX Ke€.

MurpaHTKH, OHU XK€ BHAAUCEHI,
TAHIYIOT U MOHOTOHHOCTBb CTaHKA,

U I1AaMsd OTHS, TTOXHUparoiero 2K13easp,
U XaocC XHU3HH, U KECTKYI0 AUKTATYPYy
CMEPTH (BO BTOPOM aKTe Xopeorpad MIoma-
HUMAaeT UX Ha IIyaHTHI U BpydaeT 6am-
OyKoBEBIe ITaAKH). 2K13eab, CBOeHpaBHas
IIPH KU3HU, OYHTYET U IIOCAE CMEPTH,
TOIT4a JXMBOTHI CBOUX HOBBIX TOBAPOK,
TaK U He pOAUBIIUX JAeTeH, U criacas
AIOOMMOTO OT HUX KaASMUX nasok. OHa
OIIyCKaeTCs Ha IIOAHYIO CTOILY, YTOOHI
OTBO€BAaTh Y CMEPTH €lIlle OJAHY BCTPEYY,
elle oAHO O0BATHE — U IPUHUMAET CBOIO
cynb0y, yBonsa 3a coboit Ha 6e3omacHoe
paccTosgHUe oT AAbOepTa IPeIBOAUTEAD-
HUIY BUAAUC — TOYHO caMKa OXOTHHKAa
OT AETEHBIIIEH.

Xenos («a4yzKoi», «qyKecTpaHel) B IIepe-
BOJIE C I'PEYECKOr0, AaBIIUN KOPEHb CAOBY
«kceHopoOu ) — 1aHb NaMSITH IIOYTH IIOAY-
TOpa MHAAMOHAM coafaTaM U3 KOAOHUH,
norubmux B IlepByro MmupoBylo. MMeHHO
3Ta nudpa, BEIYUTAHHAS B OQHOU U3 raser,
obozkraa xopeorpada, KOTOPBIH coraa-
CHACH II0y4YacTBOBaTh B IaMATHON rocy-
JapcTBeHHOM nporpamMe. OH OHSA, YTO
Cpeny 3TO¥ TMTaHTCKOU apMUU MOTAU OBITH
U €ro IpeaKu, U 0OCO3HaA, 4TO Ha ypoKax
HCTOPHUHU TEMA COALAT U3 KOAOHUH IIOYTHU
He nogHHUMasack. OHHU TOXKe CBOET0 poaa
«ABBBI» B UICTOPHH «OXOTHUKOB». Er0o AUpH-
4YEeCKHUM I'€pOEM CTaA TAHIIOBIIUK KaTXaKa,
Oe3BecTHBIH cunall, HorubIui Ha Iy3KOHU
BOMHE U ACTIIHH B 4yXKYI0 3€eMAl0. MOHUCTO
Ha HoraxX — IIPUBBIYHBIN 3A€MEHT KOCTIOMAa
B KaTxaKe — 3BEHUT 3/7eCch KaHaasamu. [loxg
3BYKH YHHUKAABHOI'O aHCaMOAS IAS TOAOCA,
€BPOIIENCKUX U HHAUNCKUX UHCTPY-
MEHTOB, COAAT TE€PSET CBOH NIPUBBIYHBIN
MUD, IOCTUTAET IPEMYAPOCTH BOHWHEI,
TAHET KabeAb, HaAaXKHUBaeT CBsI3b, YMU-
AdeTCs BOEHHBIM IIpubopam, Kak pedeHoK
UrpyIIKaM, pasTyAuBaeT II0 OIIacHOM Bep-

@omo: XKan-Nyu Peprarioes

IIHMHE pBa, He Beaas, 4To TBOPUT. Y BMecTe
C OMHOM U3 TAABHBIX MY3bIKAABHBIX

TeM XPUCTHUAHCKOTO Mupa — Lacrimosa
Mo1iapTa, KOTOpasl «pacroA3aeTCs»

B HE3HAKOMBIX 3ByKaXx — THOHeT B 0e3-
BECTHOM OKOIIE, PACCTaBasCh C 3KU3HBIO

C BUTAABHBIM OTYasHHUEM H JETCKUM

YOAUBAE€HHUEM.

* % %

«[ToueMy TaHell TaK BaXKeH AT AIOfei?
Ecau TaHLIEBAABHYIO HCTOPHIO MOXKHO
ImepeckKkas3aThb CAOBaAMU, €CAU TaHEI]
He TOBOPUT C BaMHU HYTPOM, 3HAYUT,
g roe-To omubcs. TaHel He UMeeT HUYero
00II1eTO C AOTHKOM — B HEM CTOABKO HEO/I-
HO3HAYHOCTEN, IEPEHOCHBIX 3HAYEHUH. ..
Pacckaxy onuH cay4daii. [leao Ob1A0
B ABcTpaauu, B CunHeiickol Omnepe I1ea
MOM CIEKTaKAb. 9 XKHA HEJaA€KO, HO TaK
ycTaA OgHaXAbI, YTO BBI3BAA TAKCHU
oT Tearpa. Takcu moabexaAo, I OTKPhIA
OBEPH U... B MAIIIUHY OBICTPO yCceAach
mapoyka, pelrruBIIas, 4YTo s OTKPBIA
OBepPb UM. 9 ObIA 30A, U KOT/IA BAPYT
OIIyCTHUAOCH CTEKAO U MEHS CIIPOCHAHU:
«OH, a BBI caydalHO He AKpaM XaH?»
4 6pskuyAa: «MozxKeT, qa, MOXKeT, HET».
Onu nobaarogaprAu MeHS 3a CIIEK-
TaKAb... U yexaAu. Yepe3 OsITb MUHYT
g CeA B ApPyrylo Maniuay. U BAPYyT HOHSA,
4TO MHE IIPOCTO HEOOXOOHUMO II03BO-
HUTE oTy. Hukorma ocobo He 3BOHHA,
a TyT He yaepxaacs. Pa3auiia Bo Bpe-
MEHHU MeXAy ABCTpasued u AOHJOHOM,
KajkeTCsd, U BIIPAMbB OOABIIIas — B 00IIEM,
g ero pa3bynua. «I[lam, mpuBet! — Yero
Tebe?» 9 3amaancd. «¥Y Tebs 94To, IpobAeMBI
c 3akKoHOM? — [la HeT.— [leHbIr' Hy>KHBI? —
He myxHEBI. 3Haemns, naBaii g Tebe morom
IIO3BOHIO».

4 roBopuA Ha GEHTraAbBCKOM.
U Bapyr BoouTeAb TAKCHU CHpallIUBaET,
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He 30BYT AH MOET0 OTIIa... U Ha3bIBaeT
ero uMs. 3aTeM — IepPeBHIO Ha ABECTH
YEeAOBEK, OTKYZla yexasa MOsI CEMbsI,

U 4 IIOHUMAal0, YTO OH 3HAEeT BCE IIPO
MOUX POOUTEAEH, CECTPY U MEHH. Y MeHd
HadyWHaeTCd IapaHois — HEYXKeAHu

3a MHOM CAEAT CIIEICAYKOBI? Y moTpe-
6oBaA OOBACHUTH, OTKYyAa Y HEro HHQOP-
Mallus, HHade He noeny. Y BoguTeasb
pacckaszaa MHeE, 4TO MOH OTEI — €ro
Aydmiu# Apyr, KOTOPOMY OH KOoraa-To
OTAAaA BCE AEHBI'U HA OCYIIECTBACHUE
MEYTHI — OTKPBITE CBoe Aeao. OH 3HaA,
YTO Y MOEro OTIla ChIH — 3HAMEHUTBIN
TAHIOBIIUK («B OEHraAbCKHUX raserax
IHUcaAH IIpo Bac, IpaBaa, IIOMeNlasu
¢dororpacdpuu Banrero ornar). Y comno-
CcTaBUA (paKThHI — YEAOBEK, TOBOPAIIINHI
no-0eHraAbCKH, BEI3BIBAET TAKCH K OIlep-
HOMY TeaTpy B ABCTpPaAHH...

4 TyT XxKe nepe3BoHUA oTLy. «Hy wero
Tebe ondare? — [lama, TyT 4eA0OBeK I'OBOPHUT,
4TO OH TBOM npyr.— CnpocH, KakK OH MEHS
Ha3pIBaA? — OH roBopurt «butior... o,
namna, assoh Y TyT g BepBbI€ yCABIIIAA,
KaK MOH oTell IAadeT.

Yepes rox g4 npuBe3 CBOUX POAUTEAECH
B CuagHeii. Ha cuekTakAe OHH CHIEAH
BMecCTe C TeM modepoM TaKcu. J mpe-
pBaA CIIEKTaKAb U paccKa3aA UX UCTOPHIO.
B aHTpakTe KO MHE IIoAoIIAA [TapoYKa.
Hpyrasi, He Ta, 4YTO YBeAA TaKCH U3-TIOL
Hoca. «A BBl HE AyMaAH, YTO T€ HaXaAbl
ObIAM BaIllUMHU aHIeAaMU, HHade
He ObIAO OBbI 9TOH BCTPEUYU?» — CIIPO-
cuAM OHH. BoT uTO0 3T0 OBIAO? He 3HarO,

HO 4TO-TO HEINOCTHUKHUMOE, ECAU XOTHUTE,
cBaroe. Kak cam TaHem.
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HalleH >XKU3HU He TaK MHOTO

MOMEHTOB, KOT/Ia OILILY-
11aeIllb BeANYHe IIPOCTOTHI.
Henpocrag aTo 3ama4da BeIpa-
3UTH IPEKPACHBIMHU CAOBAMU
Kpacoty TaHIa. K Tromy xe
OTBETCTBEHHAsI, 3a YTO MBI
JTIOAKHBI OBITH OAAQTOMaPHBI TAH-
opy u xopeorpady Akpamy XaHy,
aBTOpY ITOCAaHUS K MexxayHapoaHOMY QHIO
TaHna B anpeae 2009 roga. OToT npasgHUK
oTMedaeTcs Bo BceM Mupe ¢ 1982 rona
U B Ye€CTb HET'O IIPOBOAATCSI MEPOIPULATHS,
opraHusyeMmble MexxayHapoaHbIM KOMU-
TeToM TaHIla MexxayHapoaHOTO MHCTUTYTa
Tearpa npu FOHECKO. Akpam XaH cymea
chopMyAHpPOBaATH CYTh TAHIIA TAK, YTO OHH
CTaAHU CAOBaMU OT BCEX HaC, KTO y4aCTBYeT
B 9TOM HUCKyccTBe. Ero caoBa rayboko Tpo-
raroT, IpoOyzK1as 3MOIIUHU U IBUXKEHUE
BHYTPH HAaC, a 3TO U ecTh TaHell. OCHOBBI
HAIIIero OBITUS TIEPEITAETAIOTCS C CyIII-
HOCTBIO TAHIIA U €TI0 IIpeJHa3HAUYeHUEM.
Taner mocTyIieH KaxkJ0OMYV, €IUH JIASI BCEX.
MpsI MOKEM y3HaATh U ITIOAIOOUTH APYT ApyTa
IIOCPEACTBOM TaHIla. Yepe3 TaHel] BOCIIUTHI-
BalOTC4d IIEHHOCTD, TEPIIUMOCTD, COUyBCTBHE.
Me4uThI — 5TO TaHEIl, a TaHEeIl — 9T0 BOIIAO-
IIIeHUe MeYThI. A TaKiKe YBEPEHHOCTH B cele,
JIOBepHe U cuAa BoAU. AKpaM XaH I'OBOPUT,
YTO «y TAHIA €CTh OECYUCAEHHBIE JUAAEKTHI
U OTPOMHAasI CHAA BbIPaXKaTh, TPAHCPOPMH-
poBaThb, OOBLEAUHATE U BOCXUIIIATE. [laBatiTe
PacIIpocTpaHsaTh 10 BCEMY MUPY 3TH cAoBa!

Anvbepmo I'apcust Kacmarwo,
Ilpesudoenm Hcnarckozo uenmpa MHUT
Maopuo, 27 cenmsbps 2019.
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e is forty-five, and he jokes

that he is now forced to

dance in clothes, because

“metabolism, you know,

slows down” but he gathers

crowded halls who want to
see his farewell solos. At 10, he fell asleep on
Swan Lake. At 19, he first came to the ballet
class having seen videos of the dancing
Baryshnikov, and was harshly criticized for
his physique. Chose Contemporary Dance
faculty at Leicester De Montfort University
because it was the only opportunity to enter
a university (the dream of an ambitious
father). And for the first time he saw the
classic Giselle... only when three leaders of
different theatres offered him to stage this
ballet almost at the same time (“perhaps a
good ballet, it’s worth a look”).

Evening

Akram Khan, a Londoner and a Bengali by
origin, the creator of a unique dance style —
a derivative of Indian classical kathak dance
that came along in the fifth century and
modern dance that arose in the twentieth —
was specifically designed to refute Kipling’s
axiom: “West is West, East is East and never
the twain shall meet” Ironically, his first
role in life (as a child) was the role of Mowgli
from The Jungle Book (London Academy

of Indian Dance). You can immediately name
his first teachers of kathak, the dance of the
gods, and modern, the dance of people — Sri
Pratap Pavar (a connoisseur of traditions
and a great experimenter who brought up
more than 700 dancers) and Anna Teresa
de Keersmaeker, an icon of style. But Akram
Khan himself admits that from childhood

he involuntarily combined the two traditions.

Diligently studying kathak, he copied all
the idols of the Western world — Charlie
Chaplin, Michael Jackson, Buster Keaton
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and others. A throw of a cobra, a tiger jump,
a whirling dervish, creepers of bound hands,
a tapping of bare feet, and most importantly,
Akram Khan’s fiery passion gave a spicy
taste to modern dance.

Among the partners of Akram Khan -
directors, dancers, artists — you can put
together a separate “walk of fame.” Sylvie
Guillem dances with him in “The Sacred
Monsters™: first, the red-haired star and the
dark-skinned tiger performed what they
do best, classical ballet and kathak, then
joined in a complex and refined choreographic
dialogue about the essence of art. After a few
years, she will again call Akram Khan, so that
he, in the company of Russell Malifant and
Mats Ek, composed for her a solo for the final
performance — a magical dance of hands in
a circle of light, so frantic that it seems
that it itself produces energy. With a Belgian
dancer and choreographer with Moroccan
roots, Sidi Larbi Sherkaoui Khan creates the
absolute hit “Zero degrees”, where even human
speech is turned into a dance. Juliette Binoche
embarks on all the difficulties with him and
for the first time runs the risk of trying herself
as a dancer in the witty and affectionate In-I
about a man and a woman (what else?). With
the famous bailaora (lamenco dancer) Israel
Galvan, he composes “Torobaka”, where
the images of the sacred animals of India
and Spain, a cow and a bull, are embodied
through kathak and flamenco. This list can be
continued for a long time.

At the age of 13, Akram Khan joined Peter
Brook’s international Mahabharata, Khan
later also starred in his television version
of Hamlet. The Mahabharata texts formed
the basis of the Gnosis performance,
where Akram Khan and Japanese dancer,
singer and percussionist Yoshie Sunahata
arrange a meeting of the Indian epic
and Kabuki traditions. And “The Echo of
Mahabharata” (subtitle of the book of poems
by Kartika Nair dedicated to the peripheral
heroes of the epic) will be echoed in another
play by Akram Khan “While the Lions are
Silent” (literally — “while the Lions have no
historians,” while the hunters write history) —
a dance story about Princess Amba, who
was kidnapped and abused on her wedding
day, forcing the gods to pray for retribution.
“In many myths, female characters remain
unnoticed... Their untold stories continue
to haunt me,” said the choreographer. Thus,
from play to play, Akram Khan became a
“lion historian” — a historian of unnoticed
heroines and nameless heroes.



Today

This years’ Chekhov festival was marked by
Akram Khan (Giselle of the English National
Ballet, for which Akram Khan received

the Lawrence Olivier Award), Territory (the
festival specially began two months earlier
than usual to show Xenos, where Akram
Khan dances his last major role, leaving
the opportunity to play small parts) and
Avignon (the main stage in the courtyard
of the Papal Palace hosted the screenings
of the play “Outwitting the Devil”, which
will be brought to Moscow in the fall during
the DANCEINVERSION Festival). It was
based on the ancient Eastern epic about
Gilgamesh (“The Poem about the one who
saw everything”), which was created over a
half thousand years (by the way, Eimuntas
NekroS§ius wanted to stage it, but did not
have time). In addition, a casting was

held in Moscow for staging a new version of
the ballet “Kaash” (“If...”) — the first major
ballet Akram Khan, shown in more than
20 countries and awarded many awards.
Well, the English National Ballet next
season will present the premiere of the new
Akram Khan ballet, whose heroes will be
Frankenstein, Wojcieck and Prometheus.

Photo by Jean-Louis Fernandez

In the multi-populated Giselle and
solo Xenos, the world is divided by a
wall. In Giselle, she separates the Les
Miserables (faceless fingerprints of
their hands — an attempt to move the
Wall, to identify themselves) from the
Nobles (almost mannequins for elaborate
costumes). In the final, Albert, beloved
and traitor to Giselle, God knows why kept
his hateful life, will fight against this wall
until it is quiet. In Xenos, this is an earthen
moat, the last line between life and death.
Both there and there, the classical music of
Adolf Adan and Mozart is inlaid in the new
musical statement of the composer Vincenzo
Lamagna who was present at all rehearsals,
writing the performance hand in hand with
the choreographer.

Following Mats Ek and other cult
choreographers, Akram Khan entered into
dialogue with a recognized masterpiece —
the romantic Giselle. These are not the first
attempts to rethink the classical heritage in
the work of the choreographer. For example, in
the play “iTMOi” (In the Mind of Igor), which
became a kind of offering to Igor Stravinsky
and his “Holy Spring”, Akram Khan also
leaves only one theme from the ballet from
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music (the rest is written by composers Nitin
Sawhney, Jocelyn Pook and Ben Frost), but
seeks to recreate the original impulse of the
great ballet (Stravinsky dreamed of it — a
dancer dancing to death to restore spring to
the world).

The choreographer admitted that he
wanted to embody the image of a strong
woman in Giselle, such as his feminist
mother, Japanese wife (“outwardly absolutely
calm, but inside — a volcano”), and a six-
year-old daughter (“I am already afraid of
her”). The Moscow public saw two Giselles —
Tamara Roch and Alina Kozhakaru (Akram
Khan encouraged both to learn from each
other. For himself, if he had to choose, he
would have chosen the role of Illarion, in
love with Giselle — his bloody path to power
over his brothers, his burnout from hopeless
love, his miserable death from bullying jeep).
Giselle, a migrant worker from the factory
where the Les Miserables work, is whole and
clean woman, she does not bend her neck in
front of the Nobility, does not accept her
handouts, and in her determination to go
all the way — until the birth of the child, to
death from betrayal — becomes dangerous for
the Nobility so for the Les Miserables.

Migrants, they are also the jeeps, dance
and the monotony of the machine, and
the flame of fire devouring Giselle, and the
chaos of life, and the harsh dictatorship of
death (in the second act, the choreographer
picks them up pointe shoes and hands them
bamboo sticks). Giselle, capricious in life,
also rebels after death, treading the bellies of
her new friends who have not given birth to
children, and saving her beloved from their
stinging sticks. She descends to a full step
to win another meeting from death, another
hug — and accepts her fate, taking the leader
of the jeeps to a safe distance from Albert —
just like a female hunter from cubs.

“Giselle”
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Xenos (“alien”, “stranger” translated
from Greek, which gave the root to the word
“xenophobia”) is a tribute to the memory of
almost one and a half million soldiers from
the colonies who died in World War I. It was
this figure, read in one of the newspapers,
that burned the choreographer, who agreed to
participate in the memorable state program.
He realized that among his gigantic army
there might have been his ancestors, and
realized that in the lessons of history the
topic of soldiers from the colonies was hardly
raised. They are also a kind of “lions” in the
history of “hunters”. His lyrical hero was
the kathak dancer, an unknown sepoy who
died in a foreign war and lay in a foreign land.
Monisto on his feet — a familiar element of
a kathak costume — rings shackles here. To
the sounds of a unique ensemble for voice,
European and Indian instruments, a soldier
loses his familiar world, comprehends the
wisdom of war, pulls the cable, establishes a
connection, touches military equipment like a
child’s toys, walks around the dangerous top
of the ditch, not knowing what he’s doing. And
together with one of the main musical themes
of the Christian world — Mozart’s Lacrimosa,
which “spreads” in unfamiliar sounds -
perishes in an unknown trench, parting with
life with vital despair and childish surprise.

* % %

“Why is dance so important for people? If

the dance story can be retold in words, if

the dance does not speak to you inwardly, it
means that [ was mistaken somewhere. Dance
has nothing to do with logic — there are so
many ambiguities, figurative meanings... I will
tell you one case. It was in Australia, at the
Sydney Opera House was my performance.

I lived not far, but once so tired that I called

a taxi from the theatre. The taxi drove up,

I opened the door and... a couple quickly

got into the car, deciding that I opened the
door to them. I was angry, and when the glass
suddenly fell and they asked me: “Oh, and
you are not Akram Khan by any chance?”,

I blurted out: “Maybe, maybe, no”. They
thanked me for the performance... and left.
Five minutes later, I got into another car. And
suddenly I realized that I just needed to call
my father. I never really called, but I could not
resist it. The time difference between Australia
and London seems to be really big — in general,
I woke him up. “Dad, hi! “What do you want?”
I hesitated. “Do you have problems with the
law? — Well no.— Need money? — Not needed.
You know, let me call you later”.



I spoke Bengali. And suddenly the taxi
driver asks if my father’s name is... and
calls his name. Then - the village for two
hundred people, where my family left, and I
understand that he knows everything about
my parents, sister and me. My paranoia
begins - is it really that the secret services
are watching me? I demanded to explain
where he got the information, otherwise I
won’t go. And the driver told me that my
father — his best friend, to whom he once gave
all the money to fulfill his dream - to open
his own business. He knew that my father
had a son — a famous dancer (“in the Bengali
newspapers they wrote about you, though
they posted photos of your father”). And he
compared the facts — a Bengali-speaking
person calls a taxi to the opera house in
Australia...

[ immediately called my father back.
“Well, what do you want again? — Dad, here
the man says that he is your friend. - Ask
what he called me? “He says Biyo... hey
dad, hello!” And then for the first time I
heard my father cry.

A year later, I brought my parents to
Sydney. At the performance, they were
sitting with the taxi driver. I interrupted
the performance and told their story. In
the interval, a couple approached me.
Another, not the one that stole a taxi
from under the nose. “And you did not
think that those impudent people were
your angels, otherwise this meeting
would have never happened?” They
asked. What was that? I don’t know, but
something incomprehensible, if you like,
sacred. Like the dance itself”.

here are few occasions during

our lifetime that we can
experience the greatness of
simplicity; not an easy task that
of transforming into beautiful
words the greatness of dance.
And indeed a very generous task
that we have to be grateful for. That is
what the dancer and choreographer Akram
Khan did when he wrote the message for
the International Dance Day, April 2009, event
promoted since 1982 by the International
Dance Committee of the International
Theatre Institute ITI/UNESCO. This
extraordinary person and artist passed on to
us the essences of dance through his words,
that we feel are the words of all of us. These
words moved us deeply, around our most inner
emotions and motions, motion and emotion is
what dance is all about. The pillars of our
lives are brought here and intertwined with
the essence of dance, and to its meaningful
significance: dance is common to all, we can
get to know and love each other through dance;
through dance there is education in values,
tolerance, empathy; dreams are dance and
dance is dreams coming true, and there is also
the power of self-confidence, trust and will. In
his words, “This Day is dedicated to Dance,
to its myriad dialects and its immense power
to express, transform, unite and delight.” Let’s
spread throughout the world these words,
transform ourselves and others, wand with
others, through the power of Dance!

Alberto Garcia Castano
President of the Spanish Centre of ITI
Madrid, 27 September, 2019.
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