





Cama cobe Sakon —  Temmes, Tamomiis et MuMO,

K codbesonsm wwmm, ne bedas opbum,
Y1 smom mmp mebe — s kpacrents obnak ovma,
Sde tmo-mo Aexeem, roem, mpebosenm w 1opmm!

AnexcaHap BJIOK Unkn «KapmeH»

siamomance nevepGyprckan GanepuHa I0nwa MaxanmHa noctynuna B Mapumickuin (Kuposckuii) Teatp
8 1985 rofy N0 OKOH4YaKuK Xopoerpamyeckoro yunnuiia M. A.fl. BaraHoso#. Ee yHUKanbHas TBOpYecKan MHAUBUYanb-
HOCTb NPOABKUAACL HA CLUEHE TaK APKO, YTO MaxanuHa RONXHA OCTaTbCR B UCTOPUM PYCCKOro 6aneTa B ORHOM PRAY C NereH-
A3pHLIMM TAHLIOBIIMUAMWA NPOWAOFO. _

Tax cyumnocs, 4To A Habniopana 3a TBOpYecKon cyabbo# I0nun MaxanmHoi, HauuHan ¢ 1987-ro roana, To eCTb € CamMoro
Hauana ee paboTs! B TeaTpe, KOTOPLIR TOrAa HasbiBanca Tearpom Onepoi u Ganera um. C.M. Knuposa. B e ronsi Kuposcxkuis
6aner nowute NOMOro NEpepsIBa Hauan BHOSH racTPoNMPOBaTh B AMepuike. fl He BUAENa CneKTakiei 3Toro Tearpa RECATL.
net, no3voMy 6aneTHan TPynna ANA MEHA OKa3anachb NONTU LeNMKOM HOBOW.

Bo spemn racrpone#t Kuposckoro 6aneta B Yukaro B oHOW M3 Bapyauvi B «rpaH-na» u3 «Maxutbi» Ha CUeHY Bbiwna
BbICOKaA, KPaCUBaA NeBOYKA, NErko NPLIrHyNa, PACKMHYB HOMW NO NPAMOW NUHUKW, NOBUCNA B BO3RYyXe 6€30 BCAKOro BUAW-
MOTO YCUNNA ¥ MAMKO ONYCTUAACh Ha non. A He Bugena fo Tex nop, Y4Tobbi B pycckom Ganerte TaHUOBLUMLUDbI aKageMusec-
KOMW WKONbI NeNany Tako! YUCTO «3anagHbIA» NPLIXOK (M Tak BbICOKO NogHuManu Hory B6oK, B no3y ecarte a la seconde,
npu-3Tom GanepuHa HUKOTRA He Hapyliana KPacoTy nossbi). fleBouka TaHLUesana Tak HeBOZMYTUMO LIaPCTBEHHO, YTo Knans
BapHC, Beftyiumni amepuKaHckuii 6aneTHbIA KpUTVK, Ha3Ban Torga MaxanuHy B 3TO NapTUM «repuUOrMHei Ha oTabixex», U ¢
Tex nop A Mo6MOo 3Ty yHuKanbHylo 6anepuny, 3Ty «6e33aKoHHYI0 KoMeTy» Ha Hebocknowe netepbyprekux 3se3n. C Tex nop
A ¥ CHUMa MaxanuHy NoBsciogy, rae NPefoCTaBNAETCA BO3MOXHOCTL: Ha CLIEHaX PasHbiX CTPaH MUpa, B CTYAURAX, B pene-
TULIMOHHLIX KITACCaX, B ABOPLIOBLIX 3anax...

MaxanuHa NpuHaaNeXnT K PeaxoMy TUMY PYCCKOW KITacCM4YECKOW TaHUOBWMLbI, KOTOPaA MOXET TaHUEBaTb C PaBHbIM
YCNeXoM pasHbie nnactuyeckve CTUNK, OT KIaccuyeckoro A0 TaHUa MOREPH, ¥ NMEHHO MO3TOMY A CYUTAI0 ee HaCToRWeH
netepbyprcxoit 6anepuHon.
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B 3ToM Het napanokca. B MapumHckom TeaTpe cchopMupoBanca He TOMbKO Kaccuyeckui 6anet, HO U MHOTME Hanpas-
nenua 6anera XX Beka, pa3HeceHHble 3aTeM MO PasHbIM FOPOAaM M No BCeMy CBETY PYCCKMMM TAHUOBINMKaMK ¥ XOpeo-
rpacpamu. Ha Mo B3rnAg, 6op56a TPaQMLMOHANU3Ma W HOBATOPCTBA — OAHA U3 [NABHLIX TPAAUUKMA MapnuHLKoro Tear-
pa. OnHWM K3 cnencTeui 3Toi 60pb6bl C HaYana BeKa CTano TO, YTO MHOTME HEOPHMHAPHLIE MUYHOCTH — XOPROTPathei 1
apTUCTBI — CTAHOBATCA U3rHaHHWKaMMY UNK CAMKY NOKMAAIOT POAHOM TeaTp. Tem Xe 13 HUX, U3 3TUX HOBATOPOB, KTO OCTaeT-
A paboTaTb B PORHOM TeaTpe, NPUXORNTCA UNMN MATM Ha KOMIMPOMMCChI, UNM BECTH HEMPECTAHHYIO, MHOTRA MGeNLHYI0 ANA
cebn 60pu6y 3a cO6CTBEHHOR BUREHNe 6aneTHOro UCKycCTBa.

Tak 1 cynb6a MaxanuHoh cknaabiBanach B Teatpe Hernpocro. CeroqHA NOKAOHHKUUL! XAYT MaxanuHy noche cnekTakna
y nonwve3na, 4To6bi OHa NoanMcana NPoOrpaMMKy, a KOrna xsanuiilk ee B TeaTpe 3a Kaxoe-HUGynb BhiCTynAeHMe, TO Chbl-
wwib B oTBeT: «Tak Beab 310 — MaxanuHa!» Ho nyTb 6anepuHbl k ycriexy 6bin OTHIORb He yCeRH po3amu {Ckopee OCTPbiMn
KOMMONYKaMM).

Poautenn MaxanuHow He npuHaanexaT K MUpY UCKyccTBa. HO Mama BCIO XU3Hb MeyTana SbiTh AKTPUCON, MO3TOMY OT-
Bena nouKy Ha npuemHble 3k3ameHbl B JleHUHrpaackoe xopeorpacgmuyeckoe yuunuiue umenn A.f.Baranopoi (reneps —
Axanemua pycckoro 6aneta um. A.fl.BaraHoBsoit). Y nesouxu ot npupoast 66in 6onNbLIoH war, ARMHHbIE HOMTW — ee
nu. Nana He 66N poBOneH Takum BuIGOPOM npocbeccuu OnapeHHan ReBO4Ka, N0 er0 MHeHWD, fonxHa Guina crame nm-
HUCTKOH. IONI0 CepLe3HO yuunu Mysbike. U Kaxabiv rofl OTel HaAeANCA, TO AOYKY OTUUCNAT N3 YuMnnwa 3a npodwmw
rORHOCTB, ¥ OHAa CMOXET LIEIMKOM NOCBATUTL ce6a My3bike. HO 3Toro He cyumnocsk. foRsl Wnwm, K HEH XOPOiIo OTHOCWIICH
K.M. CepreeB, XxynoxeCcTBeHHbI PyKOBOAWUTENb WKOAbI, ONA rotoBnnack CraTth Tanmauaueﬁ

MaxanuHa okoHuuna Xopeorpadgmueckoe yunnuuie 8 1985 rogly no knaccy M.A.Bacuniseoid (B NpowwRoM — conmueTkn Ku-
posckoro 6aneta). O6uiuro H.M. flynuHckan, nenaror crapuimx Knaccos y4nnmina, oTéupana 8 CBOW KNacc nyMisx yueHmy,
Tex, y KOro, o ee MHeHMIO, eCTb IWaHC CTaTh U3BeCcTHbIMU GanepuHamu. MNoyromy Bacunewesa, Negaror APYroro BhinyrKHO-
ro Knacca, roBOpUna CBOMM yueHuLiam: «[leBouku, A roToBsIO Bac AnA paboTul B kopaetGanerer.

B oanH M3 nocnenHux aHen ydeBSHOro rona B yunnuiie npuuwen O.M. BUHOTpagos, XyROXeCTBEHHMA, pqunmnbﬁu-
posckoro 6aneta. OH npuwen cMOTPeTb Y4eHUU Knacca lyRuHCKoW. HO 3acTan v oxoHYaHWe Npeasbiyero ypoxa. Cryuu-
nochb TaK, YTo ypok Bacunbesoi 3akOHUMNCA NO3fiHee, NOTOMY YTO yueHnua IOnua MaxanvHa 3aNepxana ero Hauano u3-3a
KaKux-TO HeNnonanok B CBoeM 6aneTHoM kocTiome. MaxanuHa, Kak pacckassisan nosaHee BUHOMPanos, Koraa oH pol#en B
KNAace, BCTana B NOCNERHIO NMHWIO U NOCTapanach «BXaThCA B cTeHKy». Ho BuHorpanos e€ 3amMeTun W 3anoMHu,. Koma
nosgHee BbINYCKHULILI YuunuLLa NpUnm B Teatp Ha oTB0POMHBIA KOHKYPC, Bmiorpanos cnpoann: «A TRE 373 NAPOUNS € -
LIOM KpyrabiM, KaK nyHa?» U MaxanuHa, KOTOPaR yxe noanucana pacnpenenieHue Ha paboty 8o NMbBoB, Owla npunsra 8
Kuposcxwit TeaTp. U Hauana TaHueBaTtb B kopgebanere.

Oaxaxab (MHOrMe TeaTpanbHbie 6UWOrpacun HAYNHAIOTCA CO CNOB KORHAXALI» UM «1 BAPYre) K Hel NONOWeN JaBeny-
owni Tpynnoi feHHaaui LWpenbep n ckasan: «lOnA, Hano Buiy4YUTs pons nebenax. JOna o6panoBanack; OHa, SCTECTREHNO,
MPennonoxXmna, YTo eé Kak BbiCOKYIO TaHLOBIIMLY NOCTABAT B YeTBepky 6onbunx nebeneir. iNA NEPBOrc CE30Ma TANOE HB-
3HaYeHMe CUMTaeTCR yaauen. IONA NowWNa K CBOeN WKONBHOW yYUTENbHULE NOQENNTECA HOBOCTHIO, HO Bacunpesa NPocro
He nosepuna ee cnosam: «Tbi yBepeHa, uTo Wpenbep senen Tebe yuuTb pont nebena? Thl 3Haellib, YTO 3TO 3HaAYWT? 310
3HayuT, yto Tebe panu TaHueBaTb Oneﬂy W3-3a yeTBepkn nebenesi 3aBenyoiwniA Tpynnoi He cran 6ul k Tebe noaxoamuTs,
OH NPOCTO BhiBecust Obl Yachl PeneTuLIMn Ha ROCKe PacNUCaHNAY,

M Bacunbena okazanach npasa: MaxanuHa Hauana rotosuTe «6enoe anaxuo» u3 6anera JJlebeguHoe 03epo» RNR YHac-
THA B KOHUepTe. Kpacussie Bbipa3uTenbHbIe PyKU, TMOKKA Kopnyc, MY3bIKANLHOCT, FOPAENUBaR OCAHKA npmBRexKany aHu-
MaHue k nebiotaHTke. Ho ponb OneTTHi-OnunnMK He Cpaly yRanach MONOREHLKOH TaHuoBUMiLe, IONA paborana Hal Hel,
o6ayMbisan OWMOKN U CTPEMACL K COBEPWIEHCTBOBAHWO. MaxanuHa TaHuesana u TaKuyer Moty POk B KANIOM CHex-
TaKne no-HoBoMmy. Bce oborawaer u MeHAeT oépas ee repouHm: NPoayMaHHbie NCUXONOrMyecKue Xoak!, (haHTasus, MMNPo-
BM3aLiMA, HACTPOEHNE MOMEHTA, YPOKM XHM3HM...’

MHoro nosaHee, Ha CnexTakne, YBUAEHHLIM MHOW focne 6onbioro Nepepsisa, A Gsifla NOPaXeHa HOBLIMK umucamt
¥ HOBbLIMW HaCTPOGHUAMM, KOTOPbIE NOABUNMCE B NCNONHEHNN MaxanuHo# 8 porm OnerTel. BanepuHa no:
3naeT 06pa3s 3K30TUHECKON MTHUULI, HO CTPanalowWan 3aKoNAOBaHHAA esywka, MeuTaiowan o nabarnexmn, mmmme
YXORWT Ha BTOPO#A nnaH. MNpu nepeom xe noreneHny OgeTTbl U3 KyNKC (eute CrMHOM K 3PUTENIO) Ha CLIeHe CPasy BOZHWK-
na armocthepa TaMHCTBEHHOCTU. 3T yMeHne MaxanuHoi co3nasatb BOKpyr ce6a ocobyio aTMocdiepy MHe HIBRCTHO. Bech
nepsbiit Bbixon 6enov NTuub! Kasanca BbIXOROM Bonwe6HON koponesbl. HETOPONMBO, ¢ ROCTONHCTBOM OTPAXMBANA OHA
HEBUMMYIO BOfly CO CBOMX PyK-KPbinbeB, KaK 6bi NOCTENEHHO OCBOGOXAAACHL OT NeGeanHoro obnusba. Anaxmo ¢ Mpus-
eM OHa CTaHuUeBana Tak Mys3blkarnbHO, YTO, Ka3anocb, NeyansHan Mysbika YalKoBCKOro NPeBpaillanach Ha HALMX THAIAX
B ABMXeHue. MaxanvHa nanueana cBoIo Aylly B Ay3Te C MpuHueM, HO HeXHOe BHVMakVe Kpacasua Mpurua (Mnov Kysse-
LiOoBa) He panoBano ee Jle6enb. OHa CULLIKOM CBBIKNACh CO CBOEN Tpareane, CO CBOMM ORMHOUECTBOM, YTobnE NnoBepiThL
B cyacTbe. OpuHokan koponeea-fle6ensb B cTae NOApYr, ORUHOKAA GanepuHa B Tpynne Tearpa...
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Fou are your own taw — you fly, fly by,
So atter stars, not sesing ortits,

Snd this world is to you — just a ved coud of smoke,
Where somathing scorches, singes, vexes and burns!

Alexandr BLOK The Carmen Cycle

ulia Makhalina is an outstanding St. Petersburg ballerina of the Twentieth Century. Her unique creative persona was
formed at the Mariinsky Theatre in the 80's and 90’s. The range of her talent shone so brightly that her name should stand
with all other Russian ballet legends.

It so happens that | have been observing Yulia’s progress since 1987, when she began her work at the theater (then
called the S.M. Kirov Theatre of Opera and Ballet). During those years, the Kirov once again began to tour the U.S. after
a prolonged absence. | hadn’t seen the theatre’s performances in ten years, so most of the dancers were compietely
unknown to me. During the stop in Chicago, one of the variations in The Grand Pas Classique from “Paquita” was per-
formed by a tall, beautiful girl. She came out on stage, easily jumped into a split, hung in mid-air without seeming to
exert any effort, and softly landed on the ground. Until then, | had never seen a Russian ballerina trained in old classical
traditions perform such a “Western” jump (before Makhalina, no one had ever raised her legs so high to the side, in ecarte
a la seconde, without disturbing the beauty of the pose.) The girl danced so nobly that Clive Barnes, the leading American
ballet critic, nicknamed her “duchess at rest.” Since then, | have loved this unique ballerina and have photographed her
whenever the opportunity arose: On various stages around the world, in the studio, during rehearsals and classes, in
palatial halls...
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Makhalina is a rare type of Russian classical ballerina. She can dance different choreographic styles from classical to
modern ones with equal success. This is why | consider her a true St. Petersburg ballerina. There is no contradiction here.
The Mariinsky Theatre formed not only the Art of classical ballet, but many of the artistic movements into which that bal-
let developed and later spread throughout the world by Russian dancers and choreographers. The main tradition of the
Mariinsky Theater is the struggle between traditionalism and innovation. As a result of this struggle from the beginning
of the XX century, many unorthodox petsonalities, both choreographers and dancers, have become exiles or left the
theater. Those who have chosen to stay either had to settle on a compromise or wage a constant, sometimes suicidal strug-
gle for the right to their independent view of art. Makhalina’s life in the theater also developed in a complicated manner.
Today if someone in the theater compliments her, he hears “of course — it is Makhalina” in response. But this ballerina’s
journey to glory was not strewn with roses, but more often with thorns.

Makhalina’s parents weren’t members of the artistic world, but throughout her life, her mother aspired to be an actress.
This was why she brought Yulia to the tryouts for Leningrad’s Choreographic School (now: Vaganova Academy of Russian
Ballet.) The girl had very long legs and could lift them very high. She was accepted quickly. Her father wasn’t happy with
this choice of professions. In his opinion, a musical girl ought to become a pianist. Throughout her training, he kept wait-
ing for her to be expelled for “professional ineptitude” so that she would begin to study music seriously. That never
happened. Konstantin Sergeev, the school’s artistic director liked Makhalina. She was being groomed to become a dancer.

Yulia graduated from the school in 1985 — Marina Vasilieva’s class (in the past Vasilieva was a solist of the Kirov Ballet).
Usually Natalia Dudinskaya, another senior class teacher, chose the best students to her class, those girls who, as she
believed, had a chance of joining the Kirov Ballet; that's how she earned and kept her reputation as a great teacher. This
was why Vasilieva, the teacher of another of the senior classes told her students "girls, your place will be in the corps de
ballet.” On the last day of the school year, Oleg Vinogradoy, the Artistic Director of the Kirov came to the school to
observe the seniors. He went there to watch Dudinskaya’s students, but caught the end of a previous class. Vasilieva's class
ended later than it was supposed to, because it began late. As it turned out, a student named Yulia Makhalina held up
the class, because she was having problems with her costume. As Vinogradov told the story later on, when he entered the
room, Makhalina stayed in the back row and tried to blend into the wall from the embarrassment. But Vinogradov did
notice and remember her. Tryouts for spots in the Kirov were held later, and all of the best graduates were to compete.
When Vinogradov saw that Yulia was not amongst those auditioning, he asked “Where is the girl with the face as round
as the moon?” Makhalina who by that time had already agreed to work in the city of Lvov became a member of the Kirov
Theater. She started her work with the corps de ballet.

Once upon a time, (most theatrical biographies begin with these words or “suddenly”) she was approached by the ballet
company's manager Gennady Schreiber who said “Yulia, study the role of the ‘Swan’. She was happy, and supposed nat-
urally, that as a tall dancer she was to dance one of the “four big swans.” But when she told Vasilieva, her teacher was
incredulous and said: “Are you sure that Schreiber told you to prepare the role of the swan? Do you know what that
means? It means that you're going ta be dancing the role of Odette. Had he wanted you to be in the foursome, he would-
n't have approached you, but would have merely posted it in the rehearsal schedule. She turned out to be correct.
Makhalina began to prepare the Adagio in “Swan Lake.” Her beautiful magically expressive arms, supple body, musicali-
ty, proud bearing brought attention to the debutante.

But the role of Odette-Odile wasn't a breeze for the young dancer. She worked on it, thinking over her mistakes and
striving for perfection. Makhalina has consistently danced every role in every ballet as if it was entirely new to her, and
she continues to do so. Everything enriches and changes her heroine’s character: psychological moves, fantasy, improvi-
sation, her mood at any particular moment, her-life’s lessons...

At that performance that | had seen after a long absence, | was amazed by the fresh nuances of Makhalina’s Odette.
The ballerina maintained the character of the exotic bird, but the suffering cursed girl dreaming of escape gradually faded
into the background. With her first appearance on stage (with her back still to the audience), there was an instant
atmosphere of mystery. This ability of the ballerina to create a specific atmosphere around herself was already known to
me. The entire first appearance of the white bird seemed as the entrance of a magical queen. Slowly, with dignity, she
shook the invisible water off her arms-wings, as if gradually stripping off her swan self. Yulia danced the adagio with the
Prince so musically that Tchaikovsky’s mournful music was transformed into motion in front of our eyes. She poured her
soul out into the duet, but the tender attentions of the handsome Prince (llya Kuznetsov) didn‘t make Makhalina’s swan
happy. She was too accustomed to her tragedy and her loneliness, to allow herself to believe in a happy ending. The lone-
ly queen-swan amongst her flock of friends — the lonely ballerina in the troupe of the theater...
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