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JecnuHa AHres10BCKa

MUIPALUIATA CO
YOBEYKHU AUK BO
CRPUETO RA TEAIARPOT HA

[RAPONAR [MAENA RIEVELR

UDK 792:314.15(049.3)

ArncrpakT

[IpegMeT Ha aHa/IKM3a Ha OBOj TPV € KIYYHUOT MPUA0HEC
Ha MUIpalyjaTa, KaKo TeMaTCcKa IMpeoKyIlalyja, HO U Kako
CcocTaBeH [esl o]l co3JlaBameTo Ha IpercraBaTa ,CAJIOH*
(2017), Bo peskuja Ha Kaponun 'mena HryeH, Kepka Ha BU-
eTHaMCKa MUTpPaHTKa 1 Ha (bpaHLycku Oerasier] o A/LKuUp,
ejHa o7 BOJIEUKUTE JIPAMCKU TMCATENIKU U PERKUCEPKU BO
dpaHiycKuoT Teatap meHec. llpmejku of cBojaTa IMdYHAa
MpUKa3Ha, HO W O] CBEJOIITBAaTa Ha OPOjHM BUETHAMCKU
rcesieHUIIH, TipecTojyBajku Bo Xo I1Ilu MuH Bo roBeKe HaB-
patu, HryeH ja nuiiryBa u ja rmocraByBa Ha ciieHa ,,CAJ’OH“
KaKo KOJIeKTHMBHA Kpealyja co PPaHIyCKU 1 BUETHAMCKU
npodecuoHaIHU aKkTepu U amarepu. CraTujaTa ce OCBp-
HyBa Ha [OBErofguIlIHUOT IIpPolleC Ha co3JaBalheé Ha OBaa
ronudoHa TeaTapcKa Kpealldja, Ha KPCTOIATOT Ha KYJITY-
puTe U Ha jasuluTe, Mery ®paHiivja 1 BueTHaM, HacjioBe-
Ha crioped MUTCKUOT rpaji CajroH, Koj JeHecC IMOCTOM CaMo
BO CeKaBaibaTa KaKo CUMOOJ Ha 3aryoeHOTO, HO U CIiopeq,
WCTOUMEHUOT BUETHAMCKU PECTOpaH BO [IBaHAECETTUOT
apoHaucMmaH Ha [lapus, Kaze mtTo HryeH cmecTyBa fden of
JejcTBUETO Ha muecaTa. TpyaoT ro pasriegyBa MPUCTAIOT
Ha aBTOpKaTa Koja BO co3maBameTo Ha ,,CAJ'OH* e mpepn-
BOZIeHa O]] MpallakeTOo 3a TOA KOU Ce MPUKA3HUTE ILITO He
packasKyBaaT JeHeC 1 KOU ce JIyI'eTo 1ITO HeJlocTacyBaaT Ha
HalIllUTe TeaTapCKU clieHu. Taka, Taa n3bupa Ja ce oCBpHe
Ha KoJIOHWjaJTHaTa UCTOPHja LITO T'M MTOBP3yBa U ' pa3iesy-
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Ba dpaHiyja U BueTHaM MpeKy TUUHUTE CYIOMHU U UHTHUM-
HUTEe IIPUMKa3HU Ha MCeJIEHULIUuTe U ersnjiaHTuTe, Ha OHUue
3abopaBeHUTe 1 HEBUIJIUBUTE, JaBajKu i1 Ha MUTpalldjaTa
YOBEUKM JIMK BO KOj I7IeflaunTe MOKAaT Jia ce Ipero3Haar. Bo
KOHTEKCT Ha I7T006aTHUTe MUTPallUCKU TEKOBH, [IpeTCTaBaTa
HM ja pacKasKyBa IpUKa3HaTa 3a JIYyI'eTo CO KOU ;KUBeeMe Jie-
Hec U, OTTYKa, Taa 300pyBa U 3a Hac. Ha TeaTapckara ciieHa
,CAJTOH" e ocBeT/IeH KaKo I'paJi KOj ce oJHeCyBa Ha Hallla-
Ta KOJIEKTUBHA MEMOpPUja U UuKe eX0 OfleKHYBa BO CUTe Hac.

Knyunu 36opoBu: Kaponus I'menna HryeH, coBpemeH Te-
arap, ,,CAJI'OH“, murpaiiuu, nuiiryBarme Ha clieHa, KOJIeK-
THBHA MeMopHja.

1. BOBEA:
1.1. MNMpeameT Ha NpoyuyBa€e U LeAu

[TpemmeT Ha TIpoyUdyBarbe Ha OBOj TPV e ITpeTCTaByBalkheTo Ha MUTpaljijaTa co 4o-
BeuKu /MK Bo npetcraBaTa ,,CAJTTOH og Kaponun I'menra Hryed!, (ppaniycka gpam-
CKa aBTOpPKa, TeaTapcKa 1 (pWIMCKa pesKucepKa, eJlHa ojl HajBredaTIuBuTe pUrypu
Ha eBPOIICKUOT TeaTap meHec. [To mpemuepHaTa u3Benba Ha pecTUBaIOT ,AMOUBa-
nenc” (Ambivalence(s)) Bo Tearapot Komenu ge Banenc Bo 2017 1., ,,CAJTOH* e npu-
KajkaHa Ha 71. TeaTapcKu ¢pecTHBaj BO ABUILOH U MOTOA U3BeyBaHa, CO OrPOMeH
ycrieX, Bo TeaTpuTe Bo MpaHiivja U HU3 1iesdoT cBeT. [IpeTcTaBaTa ro cjieu naToT
Ha (moct)mMurpanujata nomery Cajron u Ilapus, oxm 1956 mo 1996 r., nmpuKasKyBajKu
r'd HepacKayKaHUTe U MOTUCHATUTe ITPHMKa3HU Ha BueTHaMIMTe KoM, 110 BOjHaTa BO
MHupokuHa, Mopasie J1a 3aMUHAT BO er3wi1 Bo DpaHIliyja, Kako U OHME Ha HUBHUTE I10-
TOMIIM, PEKOHCTPYUPAJKH T'O TaKa AeJIoT IITO HeJoCTAacyBa BO (ITOCT)KOJIOHHUjaTHATa
UcTopuja Ha ABeTe 3eMju. Bo TpydoT Ke ce ocBpHeme Ha ,,CAJTTOH" mpeKy KoH1iell-
TOT Ha TeaTapoT Ha MUrpauujara. Murpanjara u moMeCTYBalheTo Ke ' pasriefiaMme
KaKo KJIVU4eH BJIOT Ha TeMaTa, KpeaTUBHUOT IIPOIleC U eCTeTUKaTa Ha IIPeTCTaBara,
HO 1 Ha eTHMKaTa Ha TeaTapoT Ha HryeH 1 Ha Hej3MHaTa TeaTapcka ApY;KUHA ,,ATIPOK-
cumatuBHu JIyre“ (Les Hommes Approximatifs?).

IMoarajku ox mpuMepot Ha ,,CAJI’OH*, oBaa cTyauja vMa 11ej1 fa ja pa3Bue pediiek-
cujaTa 3a Toa Kako TearapoT Ha HryeH npupoHecyBa 3a 36oraTyBambeTo Ha Hallla-
Ta Mepierniyja Ha CJI0’KeHUTe BJIOTOBH IIITO MUTpalldjaTa r'd uMa(ia) Bp3 ;KUBOTHUTE
Ha JIyreTo, BUepa U JieHec. Taka, Ke aHa/M3upaMe KaKo MUTrpaljicKaTa eCTeTUKa Ha
IpeTcTaBaTa JeyBa BpP3 OTBOPAmETO Ha HAIeTO MMAarnHapHO KOH MUTPAHTUTE U
KOH HUBHUTE KUBOTHU IPUKA3HU, ITPET03HAaBajKu 0 HUBHOTO MECTO BO 3aeJIHUUKa-
Ta ncropuja. Micto Taka, ke ce ocBpHeMe Ha BayKHATa eTUYKAa IMMeH31ja Ha TeaTapoT
Ha Murpaijara orenotBopeH Bo ,,CAJI'OH*, Kako 1 yoBeuKaTa MoCcBeTeHOCT Ha 1ie-
jlaTa eKulla Ha IpeTcTaBarta, Kajie IIITo cpefibaTa co JPYTUOT e KIIyYHa, a TIOMeCTY-
BamETO € O] CYIIITUHCKO 3Hauerwe. OTTyKa Ke ja MCTaKHeMe CcuylaTa Ha OIMIIITeCTBeHa-
Ta TpaHcdopMaliija Ha OBOj TeaTap, KOj /1ejCTBYBa KaKO BP3 YUECHUIIUTe, TaKa U BP3
ryieflaunTe Ha TeaTapCKUOT MPOEKT.

! Pogena Bo 1981 r. Bo IToacu, ®paHiyja, Kepka Ha BUeTHAMCKa MAUTPaHTKa 1 Ha T.H. , Pied-Noir“
(Dpaniy3ux on KonoHujanen Amkup), Kaponun I'mena HryeH e HoBa sBe3fia Ha (ppaHIyCKUOT
TeaTap. [Ipe[ ga guIyioMupa Ha MpecTuyKHaTa HaljoHasiHa TeaTapcKa 1ikosa Bo CTpasbyp, Taa
CTYMpasia COIMOJIOTHja ¥ €THOCIIeHOIorja. YMeTHUK copaboTHUK Ha Teatpute OpeoH — TeaTap
Ha EBpora, Illaybute Bo Bepnut, Haiionanuuot Teatap Ha Bpetama Bo Pex, MC2 Bo I'peHo6 1
[MTukomno TeaTpo Bo MuiaHo, Taa e UCTO TaKa JUpPeKTOopKa Ha HarmoHanHuot Teatap Bo CTpa30yp
on 1 cenrremBpu 2023 r. Bo 2009 r., Taa ja ocHOBa TeaTapckarTa ApYy;KAHA ,, ATTPOKCUMAaTUBHU
JIyre“ (Les Hommes Approximatifs). Bo copaboTka co ujeHOBUTe Ha IpYKUHATA, I'M CO37aBa
c/IeJTHUBE TeaTapCKu IpeTcTaBu: Se souvenir de Violetta (2011), Ses Mains (2012), Le bal d’Emma
(2012), Elle briile (2013), Le chagrin (2015), Mon grand amour (2016), SAIGON (2017), Fraternité,
Conte fantastique (2021), KINDHEITSARCHIVE (2022), Lacrima (2024), Valentina (2025).

2 iMeTo Ha TeaTapcKaTa Jpy)KrHa Ha HryeH e mpe3eMeHO o]i KHUTATa Ha JIalauCTUIKUOT
U HaJIpeaJIMCTUUYKUOT mucartes 1 noet Tpuctad [lapa co HacnoB ,ANIpoKCMMaTUBEH YOBEK
(L’homme approximatif) usmagena so 1931 r.
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Abstract

This paper analyzes the key contribution of migration
not only as a thematic preoccupation, but also as an inte-
gral component in the creation of the play SAIGON (2017),
directed by Caroline Guiela Nguyen, the daughter of a Vi-
etnamese migrant and an Algerian “pied-noir”, and one
of the leading playwrights and directors in contemporary
French theater. Drawing from her own personal story, as
well as from the testimonies of numerous Vietnamese em-
igrants, having stayed in Ho Chi Minh City on several oc-
casions, Nguyen writes and stages SAIGON as a collective
creation with both French and Vietnamese professional
actors and amateurs.

The article reflects on the two-year process of creating
this polyphonic theater production, situated at the cross-
roads of cultures and languages, between France and Viet-
nam, titled after the mythical city of Saigon, which today
exists only in memory-as a symbol of what has been lost-
and also after a Vietnamese restaurant of the same name
in the twelfth arrondissement of Paris, where part of the
play’s action is set.

The paper examines the approach of the author who, in
creating SAIGON, is guided by the question: What are the
stories that define us today, and who are the people miss-
ing from our theater stages? In response, Nguyen chooses
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to address the colonial history that connects and divides
France and Vietnam through the personal destinies and
intimate stories of emigrants and exiles, of those forgotten
and invisible, giving migration a human face in which spec-
tators can recognize themselves.

In the context of global migration flows, the play tells
the story of the people we live with today and, therefore,
speaks of us. On the theater stage, Saigon is illuminated
as a city that relates to our collective memory and whose
echo resonates within us all.

Keywords: Caroline Guiela Nguyen, contemporary
theater, SAIGON migrations, stage writing (écriture de
plateau), collective memory.

1. INTRODUCTION:
1.1. Purpose and Objectives

This paper explores the representation of migration with a human face in the
show SAIGON by Caroline Guiela Nguyen', French author, theater and film director,
and one of the most prominent figures of the current theater scene. After its crea-
tion for the Ambivalence(s) Festival at the Comédie de Valence in 2017, SAIGON was
presented at the 71st Avignon Festival and has since been performed, with immense
success, in theaters in France and around the world. Following the path of (post)
migration between Saigon and Paris, from 1956 to 1996, this production resonates
with the repressed or untold stories of Vietnamese exiles in France after the In-
dochina War, as well as those of their descendants, thus reconstructing a missing
part of the (post)colonial history of the two countries. In this paper, we will con-
sider SAIGON through the concept of the theater of migration and will approach
migration and displacement as being at the heart of the subject, the creative pro-
cess, and the aesthetics of the performance, but also of the ethics of the theater of
Nguyen and the company Les hommes Approximatifs.

Using the example of SAIGON, the aim of this study is to reflect on how Nguyen’s
theater contributes to enriching our perception of the complex issues of migration
and its impact on people’s lives, yesterday and today. We will thus analyze how
the migratory aesthetics of the production opens our imagination to migrants and
their life stories, recognizing their place within our common history. We will also
consider the important ethical dimension of the theater of migration that SAIGON
represents and the human commitment of the entire production team, in which
the encounter with the other is primordial and displacement essential. We will
therefore highlight the transformative societal power of this theater of migration,
acting on both the participants and the spectators of the project.

1.2 Contextualisation and Theoretical Axes

SAIGON was created in a global and national context in which migration is the
most immediate and urgent of realities. In Europe, after migrations reached an
unprecedented level with the break-up of colonial empires and economic growth
during the second half of the 20th century, nowadays we speak of the “European

! Born in 1981 in Poissy, France, the daughter of an Algerian-born French father and an
exiled Vietnamese mother, Caroline Guiela Nguyen is a new star of French theater. Before
graduating from the prestigious National Theatre School of Strasbourg, she studied sociology
and ethnoscenology. An associate artist at the Odéon - Théatre de I’Europe, the Schaubtihne
in Berlin, the Théatre national de Bretagne in Rennes, the MC2 in Grenoble and the Piccolo
Teatro in Milan, she has also been the director of the Théatre national de Strasbourg since
September 1, 2023. In 2009, she founded the company Les Hommes Approximatifs. Together,
they have created the following productions: Se souvenir de Violetta (2011), Ses Mains (2012), Le
bal d’Emma (2012), Elle briile (2013), Le chagrin (2015), Mon grand amour (2016), SAIGON (2017),
Fraternité, Conte fantastique (2021), KINDHEITSARCHIVE (2022), Lacrima (2024), and Valentina
(2025).
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