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GREETING

President
Tokashi Oizumi, S. ).

It is a qreat pl-
easure, here at Sabo
Hall, to share with
| our students the ce-
lebration of the 6th
L Sophia Drama Festi-
val.

Dramatics, a fi-
eld of activity long
interrupted by world
war II, has been a page in the history
of Sophia University. Originating ma-
ny years ago with plays given only in
English and German, student endeavor
in dramatics has been persistent. Ha-
mpered by facilities that are at times
so inadequate as to be almost non-ex-
istent, the students have nevertheless
found the field of dramatics to be a
challenge not only to their language
ability ‘but also to their ingenuity as
well.

It is the pride of Sophia that five
great cultures, English, Spanish, Russi-
an, German, and French can now give
their broadening influence to the lives
of our students. Despite the handicaps
they are faced with, our students, I
believe, have found their efforts re-
warded in the acquisition of a sense
of purpose, a sense of responsibility,
and a sense of achievement. This cha-
racter education is obvious in the an-
nual magnificent presentation that has
now become a thing to be expected of
Sophia University thespians.

We can also say that the Sophia
Drama Festival is playing an important
role in building a bridge-between-cu-
ltures on an international level, and
this is a contribution that can help men
understand one another despite the
strained world situation that exists to-
day. Surely in this way student ende-
avor will aid in the construction of an
international bridge of human under-
standing.

Finally I wish to express my dee-
pest gratitude to all the students who
have devoted themselves to this Drama
Festival, and I hope, moreover, for still
greater progress of the Festival, - an
endeavor that makes Sophia proud of
her students and the students proud
of Sophia.

GREETINGS AND FELICITATIONS
from the
Chairman of the Board of Trustees

Gino K. PIOVESANA

In sending my
' grestings to the 6th
. Drama Festival of
Sophia, I am put in
' mind of the long
tradition of the So-
. ciety of Jesus that
has continually made
earnest efforts to fo-
~ ster the theatrical

arts.

Since the inception of the Society
of Jesus by St. Ignatius, and the ope-
ning of its first schools in the second
part of the XVIth century, the Jesuits
showed a keen interest in school the-
ater. It goes without saying that the
educational value was paramount; ho-
wever, in the general history of nations
and especially of the seventeenth cen-
tury, the importance of Jesuit theat-
ricals is well recognized by the expe-
rts on dramatic arts.

What we ought to notice here in
particular is the wide use of vernacular
languages down the long history of
Jesuit school dramas; and this in con-
trast to the more distant past when
classical languages, like Greek and
Latin were used almost exclusively.
Moreover students of Jesuits schools
became famous for their representa-
tions of classical pieces acted out in
the tongues in which they were crea-
ted by national literary geniuses. That
is why the school authorities of Sophia
look on your efforts as another step
forward in the long tradition of original
language presentations.

With sincere admiration for all of
you who with so little material equip-
ment have succeeded so well in pro-
ducing this noteworth wvariety of
languages and pieces, we congratulate
everyone. Thorough training together
with willing application of talent and
energy are now crowned with outsta-
nding success and acknowledgement
by an appreciative audience. The co-
mmon intent illuminating your drama-
tic achievement is clear to us, and still
the educational effects you have harve-
sted during this Festival will undoub-
tedly contribute more than you can
now appreciate to your later success



in life.

For the pleasure of this fine ente-
rtainment, thanks again to the organi-
zers, producers, director, and to all the
actors, not to speak of the teachers
whose hidden sacrifices in coaching
you and preparing the script are nei-
ther overlooked nor undervalued. So-
phia takes justifiable pride in a work
well done. Japan takes pride in her
sons and daughters preparing themse-
lves for meaningful roles in society.

GREETINGS of the
Chairman of the 6th Drama Festival
Executive Committee

Isao Kimura

It is a great pleasure to be able
to celebrate the 6th Drama Festival
this year. The occasion should offer
us an excellent opportunity to reappre-
ciate the meaning of the Drama Festi-
val and the distinguished place it oc-
cupies in the field of student activity.

To present dramas in foreign la-
nguages is a hard work which requires
a great deal of patience and perseve-
rance.

Severe criticism has been offered
our dramas from the first performance.
I hope there will be severe criticism
this year also. We welcome every
kind of criticism, because we know
very well that we cannot produce dra-
mas that will in any way rival the pro-
fessional theater. We are amateur after
all.

It is clear, however, that our pu-
rpose is not only to know foreign la-
nguages, but to understand foreign
people through them. It is very im-
portant to deepen international mutual
understanding more and more in view
of the present world situation. The
very first step is to understand foreign
languages through which we can know
the foreigners’ way of doing and way
of thinking. Therefore we surely hope
you will take part in our Drama Fe-
stival and get some wvaluable expe-
rience which may sometimes be hard
to find in daily life.

Finally we would like to thank all
the people who have devoted themse-
lves so generously to our Drama Fe-
stival.



THE SKY 1S OVERCAST

CAST
Max Benoir
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Maman, his mother

Marie, his sister

Ronald Sedge, Pilot Officer, R. A. F.

Oberlevtnant Muller, German ;:

Marcel Courant
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Director
Assistant Director
Stage Manager

Assistant Stage Manager

Setting
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Lighting Effects
Costume

Sound Effects
Make-up
Manager
Adyiser

Munehiro Fujishige,
Atsumi Sakato,
Masako Saeaki,
Keiko Hatanaka,
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Téru Ichihana,
Eiji Tsutsumi,

Masatoshi Tanaka,
Makoto Iwahase,
:  Shinichi Onda,
Chiyoko Matsui,
: {Raiko Wadaka,

: [Tadayoshi Naito,
{Yusuo Shimizu,
Hidetaka Nawa,

Kaoru Uruno,
Masaaki Machida,
Fumike Aruga,
Katsvichiro Shinozaki,
Fr. Forbes,

SYNOPSIS

“The Sky is Overcast” is the story
of “one man's family”. The family
could be yours, or mine, or anyone's
that is forced to pass through the
horrible vicissitudes of war.

The action opens in a normal French
farmhouse, although the atmosphere
of the house is far from normal. Marie,
who is expecting a child, is distraught
over the absence of her husband and
the very delinite possibility that he
might not return. Her brother, Max,
and his wile, Janine, are doing all
they can under the circumstances to
prepare for the happiness that will
come to Marie in the birth of her child.
They also want to help alleviate the
sorrow that is being caused by the
absence of husband and father. Maman,
the old Mother-of-the-Family, tries to
bring both encouragement and stren-
gth to the younger generation by com-
paring her own past experiences with

the present anxieties of her children.

The reality of the war is brought
into more vivid focus with the arrival
of Ronald Sedge, a Pilot Officer in
the R.A.F. In a thorough cross-exa-
mination executed by Max, Sedge re-
veals that his plane crashed and that
he parachuted into a nearby field, Fi-
nally Max feels sure that Sedge is
what he claims to be, and he offers
to help him escape back to England
by using the services of the French
underground. The fact that Marie
thinks Sedge looks like her husband
makes her more sociable and conver-
sation between the two readily deve-
lops.

After having made the necessary
arrangements, Max returns to the hou-
se to tell Sedge what he must do if he
is to escape successfully. Since the
trials of the morrow are to be trying
ones, Max urges Sedge to get as much
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rest as he can and Marie takes him
to his room.

Getting out a hidden radio, Max ex-
plains to his Mother and Janine that
he is expecting an important message
to be sent from London: “The sky is
overcast.” Just as the coded message
is received, Oberleutnant Muller, the
German Security Officer arrives. Max
succeeds in hiding the radio and Ja-
nine opens the barred door. Muller's
attitude manifests his distrust of the
French family, and it is obvious that
he is looking for something more than
he actually sees. When Marie returns
he starts to question her and succeeds
in trapping her into a contradictory
statement. His rudeness causes her to
spit into his face and he brutally
knocks her to the floor.

Muller has just announced that the
Germans have reason to believe that
a British aviator had been shot down
and was hiding in the area, when
Marcel Courant arrives. While ques-
tioning Marcel, Muller hears the air-
raid siren and, after having contacted
his headquarters, leaves. In explaining
why he came so late, Marcel shows
his own intense loyalty to “the cause.”
After giving presents to the three
women, Marcel asks Max about the
success of the resistence operations
being conducted by Max and his fe-
llows and tells the family of the efforts
that are being made in other sections
of the country. Finally Marcel annou-
nces that the Germans are sending a
spy in the guise of an R. A.F. officer
whose whole purpose will be to find
out the escape routes that have been

worked out by the French underground.
Max tells Marcell that an R. A.F. pilot
is already in the house, and that Mar-
cel’s description of the spy would seem
to explain the sudden appearance of
the man, Janine is sent out to & nei-
ghbor's house to learn whether or not
a British plane crashed in the vicinity
recently.

Marie returns to the room to make
a startling announcement. She has
recognized Sedge as a German officer
she had seen rescued at a summer
resort the previous year. Moreover,
in their former conversation he had
made a bad mistake in not knowing
the maiden name of the Queen of En-
gland,- a thing that every Englishman
would know.

Janine returns to say that a plane
with British markings had flown in
from the south, dropped someone by
parachute and then flew inland. The
evidence against Sedge has mounted
to the point of moral certitude, and
Max determines to do away with the
imposter. After Max has left the room
in order to accomplish his grisly work,
the discussion that takes place bet-
ween Marcel and Janine pinpoints the
hideous riddle of war: What is the
value of a humam life ? Janine makes
the statement: “You talk of death as
if it were nothing.” Marcel's reply is
as hideous as the riddle of war itself:
“t is nothing if it justifies the means.”
Marcel’s final statement is a conclu-
gion that any sensible person is forced
to make: “War is such a dirty busi-
ness.”

Fumiko Aruga

CRITICISM

Hugh Miller makes the following
comment on this play: “It is easy to
see why Anthony Booth’s vigorous
war-time drama, “The Sky is Over-
cast,” has an enviable prize-winning
record.” The comment is completely
justified.

The student of the one-act-play will
find this play to be a masterpiece of
dramatic technique. Dramatic techni-
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que may be defined as the method
employed in making drama theatrical.
“Drama” is the reaction of a man in
difficulty. It is struggle that makes us
think in drama, and the more intense
or subtle is the struggle, so much the
more thought-provoking is the drama.
The “theatrical” is that which creates
an emotional response when presented
on the stage. Understanding the terms
“drama” and “theatrical”, we are able
to form a definition of “a play,” viz.
the reaction of a man in difficulty
which -creates emotional response when
presented on the stage. From -this
definition we can move toc the defini-
tion of a “one-act-play”; a dramatic
and climactic narrative with a single
effect, suitable for continuous produ-
ction on the stage.

A good plot must have the three
qualities Unity, Truth, and Proportion.
“Unity is the inspiration of the one-
act-play; unity is its aim; unity is its
goul ; unity is at once its main-spring
and its escapement, its motive power
and its limitation. Unity of action may
be divided into three unities: subject,
theme, and persons. Unity of subject
answers the question “What is the
play about ?” In the present play the
answer is easy to discover. It is a
war play. Unity of theme answers the
question *What does the play mean ?”
Again the present play readily mani-
fests the answer in Marcel’s final line:
“War is such a dirty business”

In order to be true, a plot must be
consistent, i.e. one part must not con-
tradict another; the plot must be rea-
sonable or motivated ; and finally the
plot must be natural. These three cha-
racteristics are easily found in “The
Sky is Overcast.” From the beginning
of the action right up to the conclu-
sion Max's struggle with the “fortunes
of war” (or, if you will, “fate”) moves
on from crisis to crisis. Each step of
the rising action of the play follows
logically from the preceding. Max's
concern with relieving Marie's worries
about her husband foreshadows his
concern with helping Sedge to escape.
Max's positive restraint when Muller
strikes Marie is commanded by Max's
desire to protect the overall work of
the French underground. The restraint
foreshadows Max's decision to kill Sed-
ge (despite the doubts that cling to
his moral certitude) in order to protect
the lives of the French Maquis and

= B

their families. _

The most important point of the dra-
matic technique of a one-act-play is
singleness of effect, the vivid playing
upon one emotion or idea so as to cre-
ate in the audience one definite impre-
ssion, A definite impression is created
when the audience is affected in a
distinct and single manner, because
they have beheld some one situation
to laugh at, cry over, think over. This
moment is the soul of the one-act-play;
the reason for its being written. In
“The Sky is Overcast” starts with Max

~ speaking to Marie: “Did you lock the

door again, Marie?” passes through
the action with Janine and ends with
Janine's heartbroken: “Max......Max!”
What follows this scene is merely a
summing up of the whole action of the
play. The action, plot and theme cul-
minates in Marcel’s final statement:
N ..war is such a dirty business.”

The appearance of Max as he re-
enters the room ofter the assasination
of the spy, his message to the German
Headquarters, and the quiet sobs of
Janine all serve to make Marcel's sta-
tement stadout vividly in the minds
of the audience.

Drama is the struggle of a man in
difficulty. Max Benoir is faced all
through the play with the struggle that
is Man'’s struggle as Man is faced with
the brutality of War. It is not a que-
stion that an individual man is sacri-
ficed, nor that many men are sacrifi-
ced, but rather that Man is destroyed :
“Death is nothing if it justifies the
means,” is show in the play to be
Marcel’s philosophy. “We are num-
bers now, not personalities.,” In the
philosophy that the end justifies the
means, man himself is destroyed ; man
becomes a wolf to his fellowman. Ja-
nine’s sobs are the only answer that
Mankind has been able to offer to the
riddle that is War.

It is indeed easy to see why this
war-time drama has an enviable prize-
winning record. “Hope springs eternal
in the human breast.”

Fr. Forbes



REPARTO POR ORDEN DE APARICION
EN ESCENA :

Roberto
Francisco
Fernanda
Maria

Juan

El Guardia
Carlota
Poli

Doctor

Takeo Yoshizawa
Yoshihide Tatekawa
Masako Kawabata
Machike Nakai
Mitsuharu Arashida
Isao Takano
Sumiko Ichikawa
Masahiko Utsumi
Seigo Kuroki

EN EL QUINTO PINO

FICHA TECNICA

Autor Tono

Adaptacién escénica Jose M Sancho
Traduccién Ryuichiro Sato
Direccion General  Takuo Yamaguchi
Direccién de Escena Tsunemi Gunii
Realizacién Hideaki Nakamura

UN DRAMA

EN "EL QUINTO PINO’

Acto 1.

Roberto y Fernanda viven en un
hotelitoc en las afueras de Madrid,
llamado “El Quinto Pino”. Roberto
va a salir de viaje: un negocio impor-
tante le obliga a ir a Barcelona. Su
esposa, Fernanda, le acompafia. Des-
pués de una graciosa escena en la que
a toda prisa hacen los Gltimos prepara-
tivos del viaje, surge una dificultad
imprevista : no hay més que un billete
de cama en el tren, por lo que uno
de los dos ha de quedarse en Madrid.
Después de una breve discusién deci-
den que sea Fernanda la que se queda,
hasta que al dia siguiente pueda ir en
avién a juntarse con su marido. Fer-
nanda es miedosa, vy teme quedarse
sola en la casa por la noche. Despide
a Rcoberto, .cierra todas las puertas,
pone muy alta la radio...teme, como
siempre que se queda sola, que al-
guien baje de pronto por la escalera
...y, efectivamente, baja Juan......iUn
ladrén ?...No. Juan ama a Fernanda y

- ha buscado una ocasién para verla.

La ha seguido por la calle, ha intentado
ser atropellado por el pequefio auto de
Fernanda, ha comprado todos los bille-
tes del tren, para que ella no pudiera
salir de viaje...Fernanda le amenaza.
El la tranquiliza: “si alguien viene,
Vd. dice que soy su primo...” En ese

- momento, Maria la criada de la casa,

que se creia sola a causa del viaje de
sus sefiores, entra en escena persegui-
da por un guardia, su novio. Y dice
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tranquilamente a la sorprendida Fer-
nanda: “Es mi primo...”

Poco después entran Carlota y Poli,
los vecinos de la casa de al lado. Ella
es pesadisima, no para de hablar y
domina totalmente a su marido. Cuando
por fin se van, Fernanda ruega de
nuevo a Juan ‘que se marche. ¢ Qué
pasarfa si de pronto apareciera su
marido ?...¢ Qué pasarfa? Magnilica
idea: Vamos a suponer que su marido
volviera. Efectivamente, Roberto apa-
rece en la puerta. ¢ Es una realidad,
o es meramente una suposicién ?

HActo 2.

La escena sigue exactamente a con-
tinuacién de lo ocurrido en el primer
acto. Roberto estd en la puerta. Al
asombro de ver a su esposa con un
desconocido, durante su ausencia, sigue
la indignacién, y, por fin, la decisién
terrible : abandonar a su esposa infiel.
Son inatiles las explicaciones de Fer-
nanda, explicando lo que en realidad
ha ocurrido. Rokerto no cede. Fer-
nanda, no puede resistir el golpe, v al
no peder vencer la obcecacién de su
marido, en un arranque de dolor ¥y
pasién, se da un tiro, cayendo inerte
al suelo.

Roberto vuelve apresuradamente. S6-
lo ahora se da cuenta de lo que ha
hecho. El ha sido, con su ceguera la
causa de la muerte de Fernanda. Vuel-
ven Carlota y Poli, Roberto se en-
tera por ellos de que Juan es primo de
Fernanda...Llora desconsoladamente la
muerte de su esposa. Acompafa a
Carlota v a Poli, que se van...y Fer-
nanda se levanta tranquilamente del
gsuelo. [Menos mal que todo ha sido
s6lo una suposicién !

Pero, muchas veces en la vida, pien-
ga uno una cosa y luego ésta ocurre
en la realidad. (Y si volviese Roberto
de verdad ?...Nuevamente Roberto apa-
rece en la puerta. ¢ Suposicién ?. ¢ re-
alidad ?...Dice que ha perdido el tren,
Resulta que conoce a Juan como primo
de Fernanda. Roberto decide que Juan
gse quede unos dias con ellos. Fernan-
da no sale de su asombro: ¢ Cémo
Roberto permite que un desconocido
se quede con ellos ? ¢ No se da cuenta
del peligro de que ella le pueda enga-
fiar? Y es ella la que quiere ahora
dar celos a su marido: y le dice,
gencillamente, que Juan es su amante.
Roberto al principio no lo cree. Pero
poco a poco la duda le corroe y por

fin se cree en verdad engafiado por
su esposa. La reaccién es terrible:
coge una pistola y mata primero a Juan
y después a Fernanda. Y él mismo
llama a la policfa para confesar su
doble crimen.

Acto 3.

De nuevo todo ha sido una suposi-
cién. Fernanda pide insistentemente
a Juan que se marche ya de una vez.
Y de pronto, Roberto (esta vez no es
suposicién, sino la més exacta reali-
dad), aparece en la puerta.Ha perdido
el tren. Al sorprender a su esposa
con un desconocido, le manda friamente
que se vaya de su casa, para él arre-
glar a solas el asunto con el intruso.
Y resulta que Juan es su amigo intimo
con el cual habfa planeado todo este
juego para probar la fidelidad de su
esposa. Ella, de pronto, se pone

_enferma. Marfa, la criada, dice que

cree se ha tomado un insecticida. Todos
se asustan. Llaman a un doctor, el
{inico que encuentran, un viejo médico
alienista. Carlota y Poli vuelven alar-
mados por la noticia de la enferme-
dad de Fernanda. Por fin, ésta vuelve
en sf: ha sido un mareo y la causa es
...su préxima maternidad. La alegria
es inmensa en todos, especialmente en
Roberto. Deciden hacer el viaje en el
pequefio auto de Fernanda. De pronto,
ésta se da cuenta de que Juan no
estéd: ha salido para un encargo de
Roberto, y éste dice tranquilamente a
su esposa: “¢ Juan ?...supongamos que
ha sido sélo una suposicién...!”

Esta es la obra, Un drama en “El
Quinto Pino”. Los autores han puesto
en escena esta curiosa mezecla de ilu-
sién v realidad, de suposiciones y de
hechos verdaderos de que estd llena
nuestra vida diaria. Y lo han conse-
guido con acierto y gracia. El humor
se reparte entre las situaciones, el
carécter de los distintos personajes y
los chistes de palabras, a lo largo de
toda la obra. Y el ptblico, después
de pasar un buen rato, saca esta con-
clusién : “verdaderamente hay realida-
des que parecen suposiciones, y supo-
giciones que muchas veces parecen
realidad ”.

José. M. Sancho.
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PRESENTACION
DEL
AUTOR

Antonio de Lara es conocido en la
literatura espafiola contemporéanea casi
exclusivamente por su seudénimo “To-
no”. Es un joven autor espafiol que
ha cultivado especialmente dos géne-
ros literarios : la novela humorista v el
teatro, también de humor. Fue uno de
los fundadores de la famosa revista
semanal humoristica “La codorniz”, en
la que atin colabora; como novelista
sigue la tendencia de novelas de pura
distraccién o entretenimiento, sin in-
tencién satirica de las costumbres.
Como autor teatral ha tenido muchos
éxitos, descollando entre los muchos
autores espafioles que actualmente cul-
tivan el teatro humoristico: la ten-
dencia de Tono no es la de la comedia
amable o el sainete, ni la del humor
exagerado, sino la del humor intras-
cendente, en el que busca simplemente
divertir al ptblico. Tono es enorme-
mente hébil en la tecnica teatral, con-
siguiendo obras de gran perfeccién
escénica. Varias de ellas se han hecho
centenarias en la escena espafiola y

- acreditan la inagotable fuerza cémica

de su autor.

El mismo Tono nos hace asi su pre-
sentacién : *“Mi primera actividad fue la
de dibujante, colaborando durante
muchos afios en las principales pu-
blicaciones espafiolas y extranjeras,
En 1931 trabajé, durante un afio, en
los Estudios Metro Goldwin Mayer, de
Hollywood, como guionista. En el afio
1837 empecé a publicar articulos en
Unidad, de San Sebastién y en La
Ametralladora, alternando con la di-
reccién artistica de Vértice, de la que
me hice cargo a finales, del mismo
afio.” Tono, solo o en colaboracién con
otros autores, lleva estrenadas més de
treinta obras de teatro.

J. M. Sancho
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[NJATOH
“KPEYET

KOPHENYYK
TpH DedcTBUS NATh KapTHH
Otrgenenne Pycckoro SIsbika

Bapa6ausl amoxu 6bl0T, 6bIOT, LOIOT.
KpacHele 3aBOJIBI pacTyT, pacTyr....

CoBeTcKoe TrocyJapcTBO B  IepBble
roAbl CBOEro CYLIECTBOBaHUA, Y HEro
OBbITIO COJIHIE.

M B nmpoBuHIMaJLHOM TOpOJe OJHH
MOJIOIO¥ XMPYPT CO CKaJbllesieM B pyKax
6opoJici CO CMEpThIO.

“SI Bepio, HejlalleK TOT JeHb, KOrJa
Mbl YHHUTOXHM MpexJeBPeMeHHyI0 CTa-
pOTCTL HaBCerJa, OTBOIOEM Yy CMEpTH
BpeMs, BepHeM OYAYIIUM MOKOJEHHAM
MHJVIHOHBI COJIHEYHBIX MAHe |”

310 mnpousBeneHHe ObIIO ONyGIHKO-
BaHO JeT TPpHAIATL TOMY Hasand, BO
Bpema Cramuna. Cmycrs 17 neT mocne
pesodouyH CoBeTckuit Coio3, Xo0TA
UMeJ/ el MHOTO TIPUCYIIHX eMy Hel-
OCTATKOB, BBLIABHIA/CS MOIYYHM LIAaroM
Bepe] MOA JIO3YHrOM  “NOCTPOMTDH
COLHaNUCTHYECKOE TrocyAapcTBo”. Yero
TpefOBaN0 TaKoe CTPOHMBIIEECH MOJIO-
Joe TocyzapcTBO OT MOJIOIENKH, KOTOp-
asa Jo/nkHa Oblia CTaTh JAHAEPOM o6lie-
cTBa? IDTO—“TIOCTOAHHOE CTpeMJIeHHe
JBHraTbCS Brepel,” “HemoxoseGuMas
yBepeHHOCTb, MOe Tiepell BCAYECKHMH
tpyaHoctamu”, Asrop KopHeliuyk siBHO
U CHJIBHO BBIPa3H/ 3TOT B3r/AL B CBO-
eM IpoH3BefieHHH. [IpoYuTaTh €ro, Mbl
YyBCTBYEM, 4YTO TaKoe CTpeMJieHHe H
YBEPEHHOCTb He TOJbKO TpeboBalHCh B
TaKoM CTPOMBILEMCH IOCyAapcTBe, HO H
TpeGyeTcs Telepb BO BCEM MHDE, H B
6yzywum 6yaAyT TpeboBaThCS, OLEHHBA-
THCA U JKHTD.

MOCTAHOBIILHK. ..
Hocuo Kofimo C.
Hopuko Muxu C.

pewuccép... Tapyuocu Cumayuu C.,
' Muéxo Cyruypa C.
cyhnép... Scyxupo Cora6s C.

Cunss Topusma C.
Hao Huuxapa C.
34B. XY/10¥eCTBEHHO-NOCTAHOBOYHOM

JacThIo. .. Tofiso Heltun B.
Hocunopun Hmyrta B.
pexBusur... Ilynocu Husno B.

KOCTIOMEp M I'pHMEp...

Kasyko MoTtomypa B.
CBETOBbIe 3((PEKTHI...

Taxkacu Haxasima B.
My3biKa W 3BYKOBbie 9(hdeKTHI...
saB. pororpaHyecKod 4acThio...

Munycure Tanaxa B.
3aB, peKJaMHO# 4YacThio...

Tanysan AusaBa B.

HelicTBylomue JHLA

InaTon MBanoBuud Kpeuer: Xupypr

Xwupoxapy Kanasasa B.
Jluga : apXuTeKTop

Kymn Okabasicu C.
Créma : OKyJuCT

Cartocu Ooku A.
Bansi: accHcTeHT

HOxuxko Muaraxu C.
Tepentuit OcunoBuy By6auk : Tepa-
neBT HoGyxuxo Acaoka C.
Apkanuit IlaBnoBud : 3aBeyIOmHi
Goabnuueit Tapmaaxu Cysyxm B.
Mapus Tapacosna Kpeuer: math
IInaTona Caxnko Tapma C,
NaBen CemenoBu4y bBepecr : npen-
cejarenb HCHOJKOMA

Ocamy Barauna6s B.
Maiig : noyr Bepecra

Pafiko Jlora A.
XpHcTHHA ApPXHIOBHA : CAHHTApKa

Muxoko Ilynymu B.
Bouxkapésa : 3aB. rop3JipaBoTieoM

Taxaxo Towmuoxa B.
Cexperapb napTkomMa

XupoGymn CapyTta A.
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“[Inaton Kpeuer”
Heicreue IlepBoe

Ceroans genb poxaenus [lnaTona
Kpeyera. Yacel B ero KoMHaTe yxe
TI0Ka3bIBAIOT 6€3 YEeTBEPTH JABEHaALaThb
TIpuroToBIEHO yrolieHHe AN MO3APaB-
nenust. Jloaro XAyT €ro poAmbie, coTp-
YAHHKH, KOTOpble Ha3bBaroT IlnaToHa
“ynophbiv HaeamucroM”, By6amk, Cré-
na, Bana u Mate IlnaToHa.

Ho cam on past Toro, uto6bl cmacTu
CTapHKa OT paKa, H CerofHs NMpoJ0/KaeT
6opb6y €O CMEPTbIO CBOEro MalUeHTa.

Koraa oH Bo3Bpaiuaercsi 10Mo#, 03 -
PAaBUTENH yXKe VIIIM, a MOCeTHIH ero
HavaJbHHK GOJIbHHLB, ApKaau#, pejce-
ZAate/b IOPOACKOro coseta, Bepect, u
Hesecra Apkaznud, Jluaa. Koraa [Traton
y3HaeT oT Apkajausi, YTO CTapHK, KOTO-
poOMy OH clenal onepauuio, 6GbI OTLOM
Jlugel, mo ero jmuy npoGexana TeHb.
WM ycnbiuas muenue Kpeuera o naase
pacniaHupOBKM caHaTopus, Bepect npu-
Ka3blBaeT 3ajepxaTh opHIHanbHOe OIly-
6IMKOBaHHE O MPHHATHH Pa3pabOTAHHOTO
Jlupoft npoexra.

Paccepxennast Jluga 6LICTPO YXOAMT
M3 KOMHATBL

NEVCTBUE BTOPOE

Kapruna IlepBas

Xora [IlnaToHa NPHAOKHJA BCe CBOH
CHJIBI, HO OH BCE K€ He MOI CIIacTH OTla
Jluusl.  BoabHoit ymep. _

Mexny Tem Apkanuit 6bi pasaparkeH,
Tlposeaenue onepaiun Ges ero coraacst
H ee HeyJauHblii Pe3y/bTaT, COMHNKEHHE
ITnatona ¢ JIuzo#, HIPOTHBOMOJOXKHOE
€My [aCTPOeHHe  MOJYHHEHHBIX—BCEM
3TUM OBl1 HemososieH Apkaauit, Ow
nosisuicst K IlnatoHy M ckasan nepex
[lnaToHom u JInAoH, KOTOpble TOALKO
YTO OTKPBUIM AYpr APYTY CBOI ILyLIy :

“Jlupa, nBa yaca Hasaz, mocie TpeThei
onepauuu, caenaHHo# IlnaToHowm, TROI
nana...”

Jluga yxoxur ot [lnatoHa nojaasine-
HHas HEOXHIAHHLIM IIOBOPOTOM OT MOJ-
HOr'o cHacTbs Ha TpaHb OTYasaHHA.

Cpasy nocyre 3TOro K norpysHslleMycs
B nevanb [lnatoHy npuwesn DBepect u
roBOPHUT : “HapoaHblii Komuccap onacHo
paneH. HyxHa nemejanenHas onepauus.”
B orser IlnaToH TOJLKO mNOKasan emy
CBOM JIpO3KAllHe PYKH.

Ho u Ha srtoT pa3 IlnaToHa noa6oj-
pu/a, KaK ¥ Bcerja, o3abo4eHHas 0 HEM
MaTh.

NEACTBUE TPETbBE
Kapruna IlepBas

Bectu6ioab  GoabHHLBL — B3BosHOBa-
HHble, OEClOKOHHble Juua. [171aToH, BhI-
XOAf M3 ONepalHoOHHOH H CMOTPS Ha
Jlupy, rosopur: “2Ku3Hb HapoaHOTO
KOMHccapa criacexa.”

OH nowaTHy/Cs d MEeAJIEHHO, B 06MO-
poKe, OMYyCTHJCA BO3JE KOJOHHBI Ha
CTYIEHH.

[TponsBeneHneM, HMeIOLUM AN Apa-
MATYPrAH ¥ TedTpa, HOxKaayl, He Me-
Hbllee 3Ha4YeHHe B 3alleyaT/IeHHH HOro B
XKHM3HH, YeM ISl COBETCKOH JUTepaTypsl
umena mnosecth HO. KpbiMoBa/TaHxep
Jlep6ent/, smBunace nbeca A.Kopre-
iuyka/[TnaTon Kpeuer/-1934-, 1o HacTo-
SIIIEro BPeMEHH OCTAIoIIAsAca B pernep-
Tyape COBETCKHX TeaTpOB.

JlpamaTyprusi yKpawHCKOro IHCaTesas
A. Kopueituyka cTana Z0CTOHHEM pycc-
KOro COBETCKOro TeaTpa ellé B npejlie- .
CTBYIOLIMI nlepHoA. B penepryape pyce-
KHx TeaTpos 30-X roJoB OHa ABAANACD
e/Ba JH He HaubOnee APKHM MPHMEPOM
B3aHMOOOOTAlIEHHST AYXOBHLIMH II€HHO-
CTAMH OTJIENbHBIX HAllHOHAJbHBIX KVilb-
ryp Haponoe CCCP.

O6pas MONOAOr0 TANAHTJIHBOTO XH-
pypra, ChiHa Ke/e3HOAOPOXKHOr0 Mall-
uHHCTA, [TnatoHa Kpeyera, BOCIUTAHHOTO
B COBETCKHX YCJIOBHSX—KHRBO#, THIHYE-
ckufl o6pas npejcTaBUTENA HOBOH, COL-
HaJIMICTHYECKON HHTEJJIMI€HLIMH, TI0AB/Ie-
HUEKOTOPOH OBbIIO BENHYaHIIIHM 3aBOEB-
aHHeM KYJbTYPHOH DPEeBOJIIOLIMH.

A. Kopseliuyk He IpocTO OTMETHT B
CBOEM , IDOW3BEJEHHH HaJuuMe TaKoH
HHTEJIJIMTCEHIHH. . .0H 00’SCHHJI MOpa/ib-
Hble, HPABCTBEHHbIE OCHOBBI XapaKkTepa
[Tnatona Kpeuera, packpbln ero o6pas
B JeHCTBHH, y6eAu/n B HeH3MEpHMOM
IIPEBOCX0/ICTBE HOBOH, COBETCKOH HHTE-
JJWreHuMn Hajx GypiKyasHod. Bce 3T0
NPUIAJNO ero INPOH3BEIEHUI0 Henpexo-
AfAulee 3Hda4eHHE.

B o6pase JInatona Kpeuera CKOHIUEH-
TPHPOBAHLI JyulllHe Ka4yecTBa HOBOIA,
COBETCKOH HHTEJJIMIEHLMH, NpPHYEM ero
0o6MMK JaH BO BCeM CBOEOGDA3HH W He-
IIOBTOPHMOCTH HHIUBHAYAJIbHBLIX 0COGEH-

- — 10 —



HocTed. OH BBIMHCAH PYKOH TalaHTIH-
BOrO XyAOXHHUKa-peaqucTa, Kpeser—
YyeN0BeK HeYrOMOHHBIH, NepeloBOH y4e-
HbIi, MILYIIHHA CPEACTB MPOJJEHHS XKH-
3HH, He JKENawumil JOBOJLCTBOBATLCA
pocturiyTeiM. Ero Hayumeie crpemse-
HHA GecrnipefenbHO IIMPOKH U OJHOBpE-
MEeHHO BIOJIHE KOHKPETHBl M CJHYXaT
HHTepecaM HapoAa, IVIOThIO OT IWIOTH
KOTOpOTO SIBJSETCS OH caMm, Hapoja,
CTOAILETO TpaHAMG3HOE 37aHHMe COLHa-
JMCTHYECKOTO of6uiecTBa. — Kpever He
MOXeT MHDPHThBCA Hd C KaKHMH KOMII-
poMiiccaMM HHM B HayKe, HU B JIHYHOH

KH3HH, U No3TOMYy, KOrja Ha €ro IIyTH

BCTaeT ApKajuH—IUPEKTOp GOJAbHHMIIBL,
rize paboraer KpeueT, H OKa3biBaeTcs,
uyro Apkanuii ueJIOBEK, 3apaXKEHHEIN
NepexHTKaMu GypiKyasHOro MHAHBHAYa-
JM3Ma, KapbepucT M pyTHHep, IlnaToH
06’ABJNAET €My BOHHY U C TNOMOIUBIO
npejacenarens ucrnonkoma bepecta pa-
306n1auaeT ApKaaus, Meludolero Jioa-
AIM, TBOPYECKH YCTPEMJIEHHBIM B Gy1y-
liee.

O6pas bBepecra—BTopasg KpynHeiias
yaada KopHeituyka B 9T0# nbece. B Hem
€ 0COOOH MPOHHKHOBEHHOCTbIO H YeJso-
BEYHOCTBI0  BBIpXEHbl  JparoLeHHbIe
CBOMCTBA HACTOALIET0 KOMMYHHCTa-py-
KOBOZHTENA—BCEM HHTEPeCOBaThCH, BO
BCE BMELIMBATHCH, NOAAEPXKHUBATH XOPO-
mee, HOBOe, OTCEKaThb AYPHOE, CTapoe,
yMEHHe GLICTPO W JI0 KOHIA pPacno3Ha-
BaThb JIIO,Eleﬁ H HanpasJsATk HX NOCTYIIKH
B HYXHYI0 CTOPOHY. 2KHBOH H ZesiTelb-
Hbl# BepecT ocTaeTcs 10 CUX MOP OJHUM
M3 caMblX 06S3aTesbHBIX U TPABIUBKIX
00pa3oB KOMMYHHCT4 B Hallleit JHTepa-
Type.

/ITnaton Kpeuer/ sBHACA NJIOLOM
TECHOTO COTPYAHHYECTBa JpamaTtypra c
MockoeckaM  Xy/J0XKeCTBEHHBIM TeaT-
pom. W ecam raasHeM yuuteneM Ko-
pHeiiuyka OBlIa W OCTAeTCsl Halua Jefc-
TBUTENbHOCTh, TO cOmbxénue ¢ Xyno-
JKECTBEHHBIM TeaTpoM CTajlo AJs Hero
IIIKOJION CLIEHHYeCKOTO Peajnu3ma, ypoKH
KOTOpOH OKasanu 6JaaroTBOPHOE BJIHSH-
He Ha BCIO €ro JajbHe#lyio TBOpYec-
KYIO JKH3Hb.

B mbece /Ilnaton Kpeuer/ Her Gaé-
KJABIX, 6e3)KM3HEHHBIX NepcoHdxel, Kax
6bl HH GbIJI0 CKPOMHO HX y4YacTHE B pa3-
BepThiBalllemMcs fefictBud. M MaTh
IMnatona—Mapus TapacoBHa, H ero He-
BecTa—apxuTekTop Jluaa, H crapbifd
Bpay ByOmuK, ¥ JAaXe TMOABIAIOIIHHCA
TOJBKO OJHAXIBI Ha clieHe 1odep Bepe-
cra Bacaag—xax bl BbIHCAH JH060BHO,
¢ HeoGXOAMMON NOJHOTOW M XapakTe-

- KaaneM— JIuaoi— BepecTom

-

PHBIMH YepTOYKAMH, C TeM BHYTPEHHUM
IOMOPOM, KOTOpBIf MOAB/AETCH TOTAE,
KOrja mucaTenb JeHCTBHTEJLHO TIay6o-
KO, BO BCEH >H3HEHHOH CJO0XKHOCTH TMO-
CTHT XapéKTepr CBOHX TI€pCeB, 3HaeT
UX TpOMINOe, BHAMT MX MECTO B HACTO-
fleM, npeayrajibiBaeT ux Oyayliee.

Bce 310 craenano nbecy npousBeleH-
HeM TIyboKO COBpEMEeHHLIM, MOAJIHHHO
PeaJIHCTH‘!HbiM, JHUTEpaTypHO 3HAYHTE/b-
HBIM, M3 CaMbIX JIOOHMBIX 3pHTENEM U
aKTepamH.

Cpoeofpasna xyznoxkecTBeHHast dopma
/Tlnatona Kpevera./ aTo—IcHXo0rHYe-
CKHM HachlllleHud, KaMepHas, JHpHYecKas
JIpama. B Heli HET MHOrOJIIOAHBIX CIIEH.
Bce neiicTBHS, BCe CTOJKHOBEHHSI pas-
BepThiBaloTcA Mexcay IlnaToHomM—Ap-
(npyrue
[IEPCOHAXH TaK MJAM HHA4ye Y4YacTBYIOT
B 3THX co6HITHAX). Kpenmko mnepense-
TalTes Mexay coGoii obllecTBeHHBIE
H JIMYHbIE MOTHBbI pa3pbiBa JIHAbl ¢ Ap-
KaJueM, HapacTaioLero 60oJbIIOoro H ri-
y6okoro 4yscTBa Mexay [lratoHoM H
Jlugo#t. YacTb coBpeMeHHOH KPHTHKH
NpHHANA KaMEpPHOCTb Mbechl, €€ JHPHY-
HOCTb 338 YXOJA OT OOJbIUHX COBpEME-
HHBIX HJEH, OT BaXXHEHIUHX MpPOLIecCOB
JKM3HH, He CyMeB pasrasaeTb, 4TO
caMble HHTHMHbIe MepeXXHBaHHsS TIepoeB
B KOHEYHOM CYeTe OPIaHHYEeCKH CBA3aHBI
C LUMPOKHMH OOLUECTBEHHBIMM yCTpeMJe-
HUSAMH, BLIPAXAIOIIMMH OYeHb CyIIecT-
BEHHbIE CTOPOHbI KH3HH Halen CTpaHbl.

A. KopHe#qyK riiyGOKO IOCTHI CMBIC/I
60pbOEI COBETCKOr0 Hapoa NMPOTHB Cero
JPENSTCTBYIOIEr0 MOMHHHOMY TBOpYE-
CTBY, HAcCTOALEMY JNBHXKEHHIO Bnepén.
OToMy MelIawT,—TOBOPHT €ro Ibeca
/Tlnaton  Kpeuer,/—mioiH, CTBsILHe
3TOHMCTYECKHE, KOPLICTHBIE HHTEepechl
Bhillle HHMEPeCOB HapoJja, BhIE BeJH-
KHX MCTOPHYECKHX LeJell Cco3JaHus
HOBOro YesnoBeyeckoro obuiecrsa. Ko-
HOMUKT 3TOT pa3BopauMBaeTcsd cO BeeH
OCTPOTOH, OH He MOXET He 3aKOHYHThCH
no6enoll HOBOTO, MepenoBoro, Ho J106H-
ThCS NOOEJABl HE JIETKO, TMOTOMY 4YTO
NPOTHBHHKH HOBOIO JIOBKO MAaCKHpYIO-
TCSl TOJA TepeloBBEIX H CINOCOGHEL XOTS
6bl Ha BpeMsl yBJeKaTb 3a co6O# /oaeH.
Takas mocTtaHoBKa mpoGaéMbl GOPLOBI
HOBOTO CO CTaphiM noTpe6oBasa oT A.
KopHeiiuyka IIMPOKOTO OXBAaTa M3HU
Adaxe B paMKax TICHXONOTHYECKOH Apa-
Mbl. OH BBIBEJ Ha CLEHY IpeiCTaBHTe-
Nnell ¢ pasNuyHbBIX CJIOEB COBETCKOTO
HapOZa, MIOJeH pasHbIX IOKOJEHHH,
pasHoi CTENeHH IOJHTHYECKOH 3aKa/KH,
3a CTOJKHOBEHHAMH HeGOJBIION IPYIIILL



COBETCKHX Jojedt OH Jal MovyBCTBO-
BAThb JXKH3Hb BCEH CTpaHbl, €€ HapsiKe-
HHBIfI M KU3HEpPAJAOCTHBIH TPYHAOBOMH
puTM™, €8 nobejoHocHoe passuTHe. OH

06pHCOBAT JKH3HL B €€ CJIOXHOCTH, I0-
Ka3aB, KaK CIJeTaeTcd BOEAHHO o6lue-
CTBEHHOE H JIMYHOe,

AJIEKCAHIP KOPHENUYYK

Anexcanap Espoxumosuy KopHefiuyk
OJUH H3 BBIAAIOLINXCS COBPEMEHHBIX CO-
BETCKHX JpamaTypros.

Pomunca Ha yxpause B 1905 roay B
ceMbe  KeJIe3HOJ0POKHHKA-MALUHHHCTA.
Berpetun  OKTAGPbLCKYIO  PEBOJIOLHIO
JIBEHa(IaTHIETHHM MaJibuuKkoM. [TpoBén
JIeTCKHe ToJbl Ha POJHON YKpauHe, KO-
Topas GblIa B TO BpeMms IpeBpalleHa B
10J1e BOHHBI TO I'PAXJAaHCKOH, TO HHOCT-
paHHOH uHTepBeHuu. OTel eTo 6Gbla pac-
crpensd GesbiMH. OcTaBlIMCh OAHH, AJl-
eKcaHap 6bl1 BhIHYX/JeH 3apabGaThiBaTb
cebe Ha u3Hb, PaboTas MalHHHCTOM

Ha JKeNesHoH Jopore, a MOTOM, OKOHYHB
YUHJMLIE TPYAOBOH IOAOTOBKH, IIOCTY-
nua B 06LIeCTBEHHO-TIeJarorHuecKui
MHCTHTYT Ha JHMTepaTypHblil (akybTer.

Anexcanapa Esnoxumosnya KopHeiidy-
Ka MOXHO Ha3BaThb IOJJIMHHO HAPOJHBIM
nmHcaTesleM U MO ero cemeiHod obcra-
HOBKe, a 1o Kaphepe. Ero paGotsl mno-
JIHBI JOMOpa H JIHPHKH, NPHCYLUUX yKpa-
MHCKMM IHcaTenaM, HayuHas ¢ [oross.
OHH MOryT CJIYKUTb IIPUMEPOM MOJHOTO
NPOSABJEHHS HHAWBUAYAJILHOCTH [HCa-
TeJdd B IpedenqaXx COUHaaAHCTHYECKOro
peasiusma.

IIPOU3BEJEHUS

nepBoe InpousBenenne—“Camoe Bpema” 1928 r.
“I'ubens kopaGaeii” 1934 r.
“Ilnaton Kpewer” 1934 r, ==

CrapuHckasa npems

“Boraad XmeabHULKHA” 1938 r. —

“Ppour,, 1943 r.

[ocJicBacHHLIE

Crapunckas npems
Crapunckas. npewmst

npousseieHHa—"B crenu YxnauHe”1946 r.
“Makap Jly6paBa” 1648 r.



“LES FOURRERIES DE SCAPIY

—Cercle Culturel Fir'angais—

PERSONNEL : ACTEURS :
Directeur et Régisseur Y. NAMBA Géronte Naotake NISHIZAKI
Metteur en Scéne T. FUJll Argante Keita SUZUKI
Décors N. SAITOH Octave Akiyoshi TSUKAHARA
Costumes Y. UCHIDA Léandre Shuzoe NOGAMI
Accessoires N. KOIDE Zerbinette Yoshiko SATOH
Eclairage Y. HASEGAWA Hyacinte Shizuko OHWASE
Musique Y. UNO Scapin Michio MIZUTANI
Propagande M. KUWABARA Sylvestre Saburo MACHIYAMA
Maquillages K. OHSHIMA Nérine Helena FUJIKURA
Souffleur H. OGAWA Carle Shigetoh SUZUKI
Conseiller Pére P. RIETSCH

Acte 1

: /

Argante, pére d'Octave, et Géronte, Acte 2

pére de Léandre, ayant confié leur
fils & leur valet Sylvestre et a Scapin,
g'embarquérent ensemble pour un vo-
yvyage. Mais pendant l'absence de son
pére Octave a épousé secretement une
jeune fille pauvre et de naissance in-
connue. Léandre de son cdté sglest
épris d'une égyptienne, Zerbinette,

Les deux péres reviennent a l'impro-
viste. Octave et Léandre, fort inquiets
et & court d’argent, ont recours a Sca-
pin. Celui-ci plein d‘intrigues se char-
ge de s'employer pour eux. Argante
qui a décidé de marier Octave avec
une fille de Géronte veut faire rompre
le mariage d'Octave et d'Hyacinte
malgré les efforts de Scapin.

Géronte ayant appris par Argante,
(qui lui-méme a été averti par une
indiscrétion de Scapin,) que son {ils
Léandre avait fait pis encore qu'Octave
devient furieux et refuse a Léandre
l'autorisation d'épouser Zerbinette.
Léandre a son tour s‘emporte contre
Scapin et l'accuse d'avoir trahi le secret
de ses amours. Mais aussitét qu’on lui
apprend que les égyptiens sont sur le
point d‘enlever Zerbinette (celle-ci a
été élevée des son enfance par des
égyptiens) si on ne verse la rancon
dans deux heures, il s'empresse de
s'en remettre de nouveau & Scapin.
Ce dernier se charge finalement de



goutirer & leurs péres 500 écus pour
Léandre et 200 pistoles pour Octave.

S'adressant d’abord a Argante, Sca-
pin suppose a Hyacinte un frére, bret-
teur, assassin, mais capable de con-
sentir & rompre le mariage de sa soe-
ur, moyennant un prix raisonnable. A
Géronte, Scapin fait croire que Léan-
dre a été cepturé par un turc qui
l'avait invité & monter sur leur galére
et qui va l'emmener en Alger si on ne
lui apporte 500 écus dans deux heures.
Ainsi il réussit & extorquer non sans
difficulté 200 pistoles & Argante et
500 écus a Géronte qui ne cesse de
répéter “Que diable allait-il faire a
cette galére ?”

BActe 3

Scapin pour se venger de Géronte
lui fait accroire que le supposé frére
d'Hyacinte est & sa poursuite avec ses
amis. Géronte se laisse enfermer dans
un sac et Scapin imitant la voix du
fréere d'Hyacinte peut aisément lui
donner des coups de baton.

Géronte apprend bientdt grace au
bavardage imprudent de Zerbinette
qu’il a été dupé par Scapin. Géronte
et Argante jurent de se venger de
Scapin mais & ce moment-la on décou-
vre qu'Hyacinte est fille de Géronte
et Zerbinette fille d’Argante. On ma-
rie les amants et on pardonne & Sca-
pin toutes les fourberies qu'il leur a
jouées,

REPERTOIRE MOLIERESQUE.

Serions-nous au bout du rouleau ?
Aprés “Scapin’ quelle autre piéce de
Moliére le C.C.F. pourra-t-il encore
jouer ? Finirons-nous comme la fameuse
rengaine: “Si cette histoire vous amu-
gse, nous allons la...la...la recommen-
cer |” Rassurez-vous, il nous reste en-
core : “'Avare,” et *les Précieuses Ridi-
cules,” Ce qui est certain, c'est que
nous serons tentés, une de ces années,
de nous attaquer a des comédies en
vers telles que “les Femmes Savantes”
ou “le Misanthrope.” “Chiche qu’on y
va” nous dira, dans son jargon pari-
sien, notre camarade Goi qui vient
d'étre admis comme auditeur libre a
I’Ecole du Conservatoire d'Art Drama-
tique. Mais nous n’en sommes pas
encore la. Et puis, cher Monsieur Goi,

si vous vous sentez la démangeaison
d'incarner Alceste, ol trouver une
Céliméne Japonaise ? Quand vous re-
viendrez, Zerbinette sera en 4e année.
Sera-t-elle assez délurée? La bonne
éducation qu'elle a regue au Lis Blanc—
et, j'ajoute: qu’elle n'a pas perdue a
Sophia—ne 'empéchera-t-elle pas d'im-
aginer les allures dégagées, si anti-
japonaises, de la Grande Coquette ?

Est-ce & dire que la piéoe a l'italien-
ne que nous vous présentons aujour-
d'hui soit facile & jouer? Nous aurions
peut-étre da hésiter. Pourquoi donc
avons-nous o0sé ? Clest que le succeés
de Topaze nous a un peu grisés. To-
paze (Mizutani) devient Scapin, Muche
(Nishizaki) Géronte. Nous croyons
avoir quelques acteurs chevronnés. Les
deux jumeaux du ‘“rakugo”, Shigeto
(Suzuki) et Nishinuma promettent d'é-
tre impayables. N'oublions pas cepen-
dant le sage proverbe: il ne faut pas
vendre la peau de l'ours (ce n'est pas
de Shigeto qu'il s'agit, mais de la
piéce) avant de l'avoir...exécuté!

L'affaire est-elle dans le sac?

Si elle tombait dans le lac!

Car chacun de nous a le trac.

Et que diable venons-nous faire

Dans cette maudite galere

En jouant encor du Moliere !



DER MISOGYN

(Der Weiberfeind)

Ein Lustspiel in einem Akt

v. Gotthold Ephraim Lessing

Produktion : Der Deutsche Ring

Wumshéter, der Hausherr,  ist ein
schrecklicher Weiberfeind. Sein Sohn,
Valer sagt dem Vater, “Mein liebste
Vater, Erlauben Sie mir bitte zu hei-
raten. Meine Geliebte Hilaria liebt
mich herzlich und sie ist auch am
schénsten” Aber der Vater antwortet :
“Ei, hattest du nicht gesagt, die Weiber
sind am wichtigsten in der Welt?
Weiber! Lauter Unsinn! Hér mal zul
Ich sage dir das, damit du Bescheid
weisst... . Ich heiratete schon dreimal.”
und er schildert dem Sohn seine rei-
chen Erlebnisse. Valer wird durch
seine Rede ermiidet.

Da tritt Hilaria, in Mannskleidern
unter dem Namen Lelio, auf und téu-
scht geschickt den Vater. Lelio macht
sich als ein vernlnftiger Mensch beim
Vater beliebt. Diese Liebenden wenden
ihre List mit allen Kraften an. Wums-
hater hat auch eine hiibsche Tochter,
Laura, und sie hatte einen Liebhaber,
Leander. Aber nun sehnt sich Laura
nach Lelio und beachtet Leander nicht.
Das Garn dieser List hat sich verfilzt.

Inzwischen tritt Solbist, ein Advokat,
ein. Solbist, ein listiger Mann, will
als Vermittler zwischen Leander und
Laura etwas verdienen, dafiir ersinnt
er seine List. Durch seine Kniffe mues
der Vater ihm die Zustimmung geben,
das seine Tochter Leander heiraten
darf. Trotzdem Lisette seinen Kniff
durchsah, konnte er geschickt reiissie-
ren.

“Also lieben Sie wohl Leander nicht
mehr ?” fragt Lisette. Darauf antwortet
Laura, “Nein, und ich sch&me mich,
ihn jemals geliebt zu haben.”

Da kommt der Vater, der Solbist JA
gesagt hat, fragt Laura, ob sie mit
Leander heiraten oder ihren Vater
verlieren will. Dann gibt Valer die
Nachricht von der Ankunft der Sch-
wester des Lelio.

Alle wundern sich, dass Lelio und
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Hilaria einander so &hnlich sind.
Aber der Vater will nichts merken.

Valer stellt Lelio vor, der in einer
halb ménnlichen und halb weiblichen
Kleidung auftritt. Aber der Vater kann
das immer noch nicht verstehen. Valer
fallt dem Vater zu Fiissen und sagt,
“Verzeihen Sie meine unschuldige
List. Lelio ist Hilaria, und Hilaria
hatte die Liebe, mir nur deswegen in
Mannskleidern hierher zu folgen, da-
mit sie Gelegenheit haben k&nnte, die
Gewogenheit eines Mannes zu erlan-
gen, von welchem sie wusste, wie
unerbittlich er gegen ihr Geschlecht
sei.”

Valer und Hilaria bitten den Vater
herzlich um seine Erlaubnis, Der ge-
borene gutmiitige Weiberfeind gesta-
ttet ihnen schliesslich ihre Bitte. Laura
und Leander reichen einander die
Hinde zur Hochzeit. Alles hat einen
gliicklichen Abschluss erreicht.



LESSINGS
“DER MISOGYN”

Dass das lebende deutsche Theater
mit Gotthold Ephraim Lessing (1729-
1781) beginnt, ist allgemein bekannt.
Seine iiberragende Bedeutung fiir die
deutsche Theatergeschichte beruht ni-
cht nur darauf, dass er in der “Ham-
burgischen Dramaturgie” (1767-69)
und in anderen kritischen Schriften
eine Theorie des Dramas entwickelte,
die fir die Klassik wegweisend wurde,
ihm war auch vergénnt, fir jede Ga-
ttung des Dramas ein eigenes Meister-
werk als wohlgelungenes Muster vor-
zulegen: “Miss Sara Sampson” als
biirgerliches Trauerspiel, “Emilia Ga-
lotti” als klassische ?rag{:'}die, “Minna
von Barnhelm” als Kom&die und “Na-
than, der Weise” als Ideendrama.

Diese Meisterwerke sind allgemein
bekannt und beleben noch heute die
Bithne. Es gibt aber auch einen frithen
Lessing, der noch nicht nach den
idealen Hoéhen der Klassik strebte,
sondern unbeschwert in froher Laune
witzig Komédien im Stille des Rokoko
schrieb. Dafiir verdient er zu Recht
den Namen eines deutschen Moliére;
wenn er auch spater noch so sehr
gegen den Einfluss der franz&sischen
Klassiker auf die deutsche Literatur
ankdmpfte, hat er von ihnen mehr
gelernt, als er selbst zuzugeben bereit
war. Zu Unrecht sind die Stiicke des
jungen Lessing heute vergessen. Es
ist aber ein Privileg der Studenten-
bithne, solche vergessenen kleinen
Meisterwerke wieder zum Leben zu
erwecken. So moéchte der Deutsche
Ring mit seiner diesjéhrigen Auffihr-
ung “den Misogyn” (Weiberfeind) der
Vergessenheit entreissen.

Selbst ein Zuschauer, der kein Wort
Deutsch versteht, kann diese Art von
Komédie einigermassen  verstehen,
denn ihre Gestalten und Probleme sind

allgemein-menschlich ; sie iiberwinden

Zeit und Raum. Ueberall gibt es etwas
gseltsame K&duze, die aus dem Rahmen
der Gesellschaft und ihrer Anschau-
ungen fallen, weil sie irgend eine Hal-
tung, eine Charaktereigentiimlichkeit
oder eine fixe Idee bis zum Exzess

iibertreiben. Gerade dieses “aus dem.

Rahmen Fallen” empfinden wir als
komisch.

Der junge Lessing hatte 1746 die
Universitat Leibzig bezogen, um nach
Familientradition Theologie zu studie-
ren. Aber bald fesselte ihn das Thea-
ter der Caroline Neuberin mehr als
die Wissenschaft. Diese Truppe strebte
eine Reform der deutschen Biithne an,
indem sie den Hanswurst und die
niedrige Komédie verbannte und lite-
rarisch wertvolle Stiicke auffiihrte.

“Der Misogyn” (1748 als Einakter
verfasst, 1767 zum Dreiakter (berar-
beitet) war das dritte Lustspiel, das
der Student fiir die Truppe der Neu-
berin verfasste. Den Titel fand er bei
dem griechischen Dichter Menander,
dessen Lustspiel gleichen Namens aber
verloren ist. Das weist uns auf die
Verwandschaft Lessings und des euro-
paischen Lustspiel {iberhaupt mit der
attischen neuen Komddie hin. Quelle
der Erheiterung ist darin oft das un-
zweckmdissige Verhalten einer Person,
die sich in einem vom Zuschauer
durchschauten Irrtum befindet, zumal
wenn dieser durch bewusste T&usch-
ung herbeigefiihrt wurde. Auch liebt
sie es, falsche Haltungen oder Laster
in der Hauptperson anzuprangern.
Dass die Liebe schliesslich iiber alle
Hindernisse siegen soll, gehért eben-
falls zu ihren Errungenschaften.

“Der Misogyne” zeigt uns, dass der
junge Dichter Lessing seine Klassi-
schen Vorbilder gut studiert hat. Sein
Stiick schliesst alle diese Elemente
der attischen neuen Komédie ein. Der
alte Weiberfeind wird auf zarte und
geistreiche weise dahin belehrt, dass
seine negative Auffassung von den
Frauen auf unzulassigen Verallgemei-
nerungen beruht, aber er wird auf so
taktvolle Weise iibertdlpelt, dass er
nicht véllig ldcherlich, nicht véllig
vernichtet vor uns steht, sondern am
Schluss, eines Besseren belehrt, mit
seinen Kindern und den Zuschauern
in ein befreiendes Lachen einstimmen
kann. Durch das ganze Stiick hindurch
verscherzt er nie vollig die Sympathie
des Zuschauers, aber die Sorgen und
No6te, denen er sich gegeniibergestellt
gieht, dienen als gerechte Strafe fir
seine Schwerendterei. Durch diesen
gerechten Ausgleich wird auch die
Komédie zur moralischen Anstalt. Sie
unterhédlt und erfreut nicht nur, son-
dern sie belehrt und erzieht zur glei-
chen Zeit. Hinter den grazitsen Ka-
valieren und den scheinbar so an-

- spruchslosen Handlungen der Rokoko-

komddie steht oft genug der pédago-
gische Ernst der Aufkldrung. Aber wer
wollte sich nicht belehren lassen, wenn
es auf so anmutige Weise geschieht?
“Durch unsere Narrheit werden wir
am sichersten klug”, spricht der Wei-
berfeid am Schlusse des Stiicks.

Fiir diese Art der Komddie ist es
auch bezeichnend, dass die Rollen
nicht individuelle Perstnlichkeiten
darstellen, sondern die bekannten
Typen des europdischen Lustspiels:
den schlauen Advokaten, die vorwit-
zige Dienerin, die zwei Liebespaare
finden wir schon in der Commedia
dell’ Arte.

Thomas Immoos
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EDITOR'S NOTE Nothing could have been done without good cooperation.
This pamphlet is a good result of good cooperation. Where
there is good cooperation, there is a good pamphlet, I believe,
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Thank you very much, (XK. Y)
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