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MexnyHapoaHas KoHgepeHuus

«Pycckuii 0ajieT Kak MUPOBO (peHOMEH B COBPEMEHHOM KYJbTYPHOM IpoIecce»

B pamkax @enepanbHoii neneoit nporpamMmel «Kynbtypa Pocenn (2012-2018 rr.)» 16-18
HOs10pst 2012 rona B deaeparbHOM TOCYIaPCTBEHHOM OFOJDKETHOM 00pa30BaTEIbHOM YUPEIKICHUH
BbIcLIEr0  npodeccuoHanbHOro  obpazoBaHust «MOCKOBCKass TOCYJapCTBEHHas — aKaJeMHUHU
xopeorpaguu» cocrosuiack MexayHapoaHas KoH(pepeHuus «Pycckuil Oaner Kak MHUPOBOH
(eHOMEH B COBPEMEHHOM KYJIBTypHOM mporecce». Opranuzarop KoH(pepeHunn — MOCKOBCKas
rocy/lapCcTBeHHasl akaJeMusl Xxopeorpaduu npu noaaepxke MunucrepcTBa KyiabTypbl Poccuiickoit
®Denepanuu.

Ha xoHdepeHIMM 00CYX1anUCh TEOPETUUECKUE U MPAKTHUECKUE BOMPOCHI COXPAaHEHUS U
pa3BUTHS JTOCTHXKEHUH pPyCCKOro Oanera M Xopeorpaduueckoro o0Opa3oBaHUS B COBPEMEHHBIX
YCIIOBHSIX, HCIIOJNB30BaHUS  00pas3loB  KJIACCMYECKOTO HAclenus B XOpeorpagpuuecKkoM
00pa30BaHUM, PAaCCMATPUBAIUCh MECTO M pOJIb pycCcKoro Oanera U Xopeorpaduyeckoro
00pa3oBaHMs B YCIOBUAX COBPEMEHHBIX HHTETPALIMOHHBIX POLIECCOB B MUPOBOM KYJIBTYpE.

B pabGore koH}pepeHIMH TpPHUHSIM ydacTHe y4€HBIE, TBOpYECKHE paOOTHUKH,
IpenojaBaTeiy, aCUPaHThl U CTYAEHThI — MIPEICTaBUTENN chepPbI KyIbTYpbl U UCKyccTBa Poccun,
Apmenun, Utanuu, Kazaxcrana, Kuraiickoit Hapoanoit Peciyonuku, JlatBuu, Peciyonuku Kopes,
Coenunénnpix llItatoB Amepuku, @uusHANYN, ATOHUY.

Y4acTHUKHM KOH(QEPEHIIMN OTMEYalli, YTO HAllle BPeMsI XapaKTepU3yeTcsi aKTUBHO UAYITUMHU
npoleccamMy IJ100anu3aluy B pa3iMuHbIX cepax *KU3HU MHUPOBOIO COOOIIECTBa, B TOM YHCIIE B
KyJIbType M UCKyccTBe. M 37ech, Kak M B APYrUX 00JacTAX, MMEIOT MECTO CBOM M3JepXkKu. Tak,
Ype3MEepHOE YBJICUEHME IpoleccaMy TI00alu3alui MOXET CO03/1aTh Yrpo3y Ui HAI[MOHAJIbHBIX
OCHOB TOW WIM MHOW KyinbTypbl. Ho B menoMm rmoOanmm3anusi — MO3UTUBHBIM mpouecc. OHa
paciiupsieT KyJabTypHbIE TOPH30HTBI, CO3Ja€T BO3MOXKHOCTH ISl NMPUOOIIEHUS K MOJUIMHHBIM
KYJIBTYPHBIM JOCTH)KEHUSIMU Pa3HBIX HAPOJOB, CIIOCOOCTBYET COXPAHEHHUIO U PA3BUTHUIO TyXOBHBIX
LIEHHOCTEW B MHPOBOM MacuITaoe.

BricTynaronme OTMeYanu OTKPBITOCTh  XOpeorpapuuyeckoro HCKycCTBA K  HOBBIM
IJJACTUYECKUM BESHUAM M IIOMCKAM BBIPA3UTENBHBIX CPEACTB. JleATEIbHOCTh HMHOCTPAHHBIX
nenaroroB U xopeorpagoB B Poccum u pabora mpeacraBuTeneil pycckoil OaneTHOM IIKOJIBI B
OaJeTHBIX TPYIMIAaxX pa3HbIX CTPaH CHOCOOCTBYIOT TBOPYECKOMY B3aUMOOOMEHY WU SBISIOTCS
IIPOSIBJIEHUEM UHTETrPALIMN B KYJIbTYPE U HCKYCCTBE.

B coBpeMeHHOM KyIbTypHOM IpoOIlecce PYCCKMH OayleT paccMaTpUBaeTcs y4aCTHUKAMU
KOH(EepeHIIMY KaK HeCOMHEHHBIH ()eHOMEH MUpPOBOW KynbTyphl. Bo3nukHyB B Poccuu B 18-om
BEKe, pycckuil Oaner BoOpad B ceOs M acCCUMMIMPOBAI HAa PYCCKOW MOYBE BCE LIEHHOE JIYUIIMX

€BPOMNENHCKUX IIKOJ, 000raTuB WX JOCTHXKEHUSMH pPYCCKOM KylnbTypbl. CHOCOOHOCTH uepe3



OCMBICJIEHHYIO XY/I0’KECTBEHHYIO ()OPMY TpPAaHCIMPOBATh IOTOK OOIIEYETOBEYECKUX IYXOBHBIX
LIEHHOCTEH 00YyCIIOBIMBAET MUPOBOI aBTOPUTET U MPUTATraTEIbHOCTh PYCCKOro Oasera.

CocraBmsomue — «IacTh» PyccKoro Oanera, MO3BOJSIONINE TOBOPUTH O ero (heHOMEHE U
YY4aCTHMHM B MHTETPAIMOHHOM TPOILECCe KYIbTYpPHI, 3TO, [0 MHEHHUIO YYaCTHUKOB KOH(EpeHLUH,
IIpEeX/ie BCEro, CUCTEMHOE MpodecCHOHAbHOE Xopeorpaduueckoe 00pa3oBaHHE U CLIEHUUYECKHM
penepryap.

Y4acTHUKM KOH(EpeHLIMH OTMETHIIM, YTO pyccKas OajeTHas IIKoja Kak CHUCTeMa
MOJITOTOBKH apTUCTa Oajnera Mpu3HaHa BO BCEM MHpE, OKa3ala M OKa3bIBaeT OOJBIIOE BIMSHUE HA
CTAaHOBJICHME U DPAa3BUTHE HAIMOHAIBHBIX OaNeTHHIX IIKOJ. YBEJIWYMBAETCS KOJIUYECTBO
MHOCTPaHHBIX CTYJIEHTOB, 0Oy4aroluxcs MUCKyccTBy Oanera B Poccuu. BocnuranHMKM pycckoi
0ajeTHOW MIKOJIBI paboTaloT B BEAYUIMX OAJETHBIX TPYIIAX pPa3HBIX CTpaH. BocTpeOGoBaHHOCTH
BBIITYCKHUKOB M TEIaroroB pycCKOil 0OajJeTHO# IIKOJBI, pOCT MHTEpeca WHOCTPAHHBIX TPaKIaH K
M3YyUEHHUIO UCKycCTBa Oajnera B Poccum XapakTepu3yroTcsi Kak MpOsIBIEHHE aBTOPUTETAa PYCCKOTO
Oajera M MHTErpallMOHHBIX MPOLIECCOB B MHUPOBOWM KylbType. MOCKOBCKas TIOCYAapCTBEHHas
aKajieMusi xopeorpaduu SBISETCS COBPEMEHHBIM MEXIYHApOJHBIM O0pa30BaTENbHBIM IIEHTPOM
UCKycCTBa Oajera M WrpaeT BaXXHYIO pOJb B COXPAaHEHHHM M PA3BUTHUH PYyCCKOTO Oanera H
xopeorpaduueckoro o0pa3oBaHusl.

Ocoboe BHMMAaHHE YYAaCTHUKUM KOH(EpPEHLUH YAEIWIN PACCMOTPEHHUIO penepryapa
COBPEMEHHOT0 0aJIeTHOTO TeaTpa, OTMETHB BEIYIIYIO POJIb CIEKTAKIICH KIACCHYECKOTO HaceIusl.
[TomyepkuBaMCh BaKHOCTh KJIACCHYECKOTO HACIEOWsl B BOCIHTAaHUHM apTHCTa Oanera W
HEOOXOMMOCTh COXPAaHEHMsI HEPa3pbIBHOM CBS3UM XOopeorpauueckux y4eOHBIX 3aBEICHUN U
TeaTpoB JUIs JAJIbHEHIIEro pa3BUTHUA HCKYCCTBA PYCCKOro Oanera M Xopeorpagpuueckoro
oOpazoBaHus.

Y4acTHUKM KOH(EPEHINH OTMETHIIM TaKXke, YTO B YCIOBHSX WHTerpauuu Poccum B
eBporelickoe 00pa30BaTeIbHOE MPOCTPAHCTBO BO3pPOCa BaXKHOCTh TOCYAAPCTBEHHOM MOIJIEPKKU
JUIL COXPaHEHWs] M pa3BUTHS YHUKAIbHOM, MPU3HAHHOW BO BCEM MHpPE POCCUHCKOW CHUCTEMBI
po¢eCCHOHAIBHON MTOATOTOBKH apTUCTOB OajieTa — pyCCKON OaJIeTHOM IIKOJIBI.

OObeMHMB yCHJIUS TPEICTaBUTENCH HAyYHO-HCCIENOBATEIbCKUX, TEaTPalbHBIX U
00pa3oBaTeNbHBIX YUPEXKIEHUH pa3HbIX CTpaH, KOH(epeHLus M03BOIMIIA IPEICTaBUTh U 00CYIUTh
IIMPOKHIA CIIEKTP MCCIIEOBaHUI (peHOMEHa pycCKOoro Oajera, ero Mecta U pojd B COBPEMEHHOM
KyJIbTYpHOM TIpOIIECCE, COTIAcoBaTh MO3WIMH IO MPOOJIeMaM COXPAaHEHHS W Pa3BUTUS PYCCKOU
OaneTHOW IUKOJbI, OOMEHSTHCS ONBITOM pabOThl. BBICTYMIEHUS y4YacTHUKOB KOH(EpEeHLINH,
NIPEJICTaBICHHbIE B IMMYOJUKYEMbIX TE3UCaX, MO3BOJISIIOT MCIOJIB30BaTh PE3yJbTaThl MCCIeIOBAaHUN
KaK B JJAIbHEHIINX TEOpEeTHUECKUX padoTax, Tak U B MPAKTUKE XOpeorpapuueckoro MCKyccTBa u
oOpa3oBaHws.

MockoBCKasi TOCYZapCTBEHHAsI akaJeMusi Xopeorpaduu MpHIiIamaeT K COTPYIHHYECTBY

BCCX, KTO 3aMHTCPECOBAH B JaIbHEHIIIEM MCCIIEJOBAaHUHU TaHHOM HpO6J'ICMaTI/IKI/I.

H.A. bopsenko, H.A. Buxpesa, C.M. Onenes.



PYCCKHUM BAJIET KAK KYJbTYPHBIA ®EHOMEH

Pycckmii 6aser — ¢peHOMEH MUPOBOH KYJbTYPbI

M.K. JleonoBa

balletacademy-rectorat@yandex.ru

HapoaHas aptuctka Poccuiickoit denepanun,

naypeat [Ipemun IIpaBurensctBa Poccuiickoit denepanuu,
KaH[[. HICKYCCTBOBEIeHUs, Tpodeccop,

pexTop MOCKOBCKOM TOCYIapCTBEHHON aKaJIeMHUH XOopeorpapuu
MockBa, Poccus

Korma mbl roBopuMm «pycckuil Oaner», «ppaHIly3cKHil OaleT», «UTalbsSHCKUN Oanery,
«IATCKUH OasieT», 3a BCEMH 3THMH MOHATUSIMH Yy Hac B MEPBYIO OYepelb BCTAIOT HE 3HAMEHUTHIC
OajeTMeicTepsl, CBSI3aHHBIE C OTHMH CTpPaHAMH, a HEYTO JApPYroe, 4Yr0 MOXHO ObUIO ObI
OXapaKTepHU30BaTh IIKOJIONW OajieTa, 0COOBIM CTHIIEM TaHIIA, €€ TAHIIOBIIMKAMHU.

Hctoku pycckoro Oanera BocxomsaT k cepenuHe XVIII Bexa. B Caunkrt-IlerepOypre mo
uHUIMaTHBe ¢paHiy3ckoro Oanermeiictepa u yuutens TanueB JK.-b. Jlange B 1738 roay Obuia
OpraHW30BaHa TaHIEBaJIbHAs MKoja. Ee mepBeIMM memaroraMd ObUIM  MHOCTPaHHBIC
npenogasatenu XX.-b. Jlanne, ®@. Xunsdepnunr, 1. Kannuanu, nozauee 1. Jlumro.

Yepes 35 ner B 1773 rogy U. beukoii, Bo3riasnasmunii BocniuratenbHbiii 1oM B Mockse,
KOTOPBII ObUI cO3/aH Mo yka3y umnepaTpuisl Ekatepunsl |1, opranuzoBai Kiiacchl «TaHIIOBAHUS.
IIepBbM negarorom cran utanbsHen Oummnmno bekapu.

B EBporie B 3Tu rozp! 6ajieT noab30BajIcs OrPOMHBIM YCIIEXOM U MONYISPHOCTHIO. AKTUBHO
neiictBoBana @paHIly3ckas akaJeMus TaHla, co3faHHas B 1661 rogy mo ykasy Jlrogosuka XIV,
KOTOpBIM caM yBJIEKaJCs TaHUAMU. Akanemus, pykosogumas II. bomanoMm, yctaHOBHIIA 3aKOHBI U
IIpaBUJjIa TaHLA, [O3/IHEE ITOTYYMBILIEr0 HaA3BaHUE KIIACCHYECKOTO.

B XVIII-XIX Bekax B Poccum yxe paboranu 1Be OajleTHbIE IIKOJBI, I/I€ MPENOJaBaIn
MHOTME W3BECTHble HMHOCTpaHHble mnenarorn u Oanermeifcreps: apns dumino, dPenunara
I'tonmnens-Cop, Kapno bnaszuc, Apryp Cen-Jleon, XKrwomp Ileppo, DHpuko YUekertu m MHoOrue
npyrue. Jlydmume nenaroru u 6anerMeictepbl EBpornbl cunTany 3a 4ecTh MOJIYYUTh MpUTIIANICHNE
pabotratb B Poccuu. A. Cen-JIeoH cBOW Tpya MO TaHIly TOCBATWI Poccuiickomy ummeparopy
Huxonato |. B Poccum ractponupoBanu jereHgapHele TaHioBumibl Mapus Tanbonun u DanHu
Dnbcnep.

Pycckue TaHIOBIIMIIBI TOCTUTAIN TallHbl Pa3IMUHBIX IIKOJ EBpOMBI, KOTOpbIE OTINYAINCH
apyr ot gpyra. HWranbsHckas 1mkona bnasuca-Uekerrn Oblma HMHOM, uyeM Jarckas MIKoOJda
A. bypHonBuis. @paHiry3ckas MIKoJa HOYUTaIach 0co00o.

Pycckue, aaHO TAHYBIIMECS K TaHIy, CIOCOOHbIE K HEMY, C JETKOCTbIO BOCIIPHHUMAIU
€BpONEUCKYI0 HayKy o TaHle. OHM HANOJIHSJIM TE€XHUKY TaHIA CBOMM OIIYIIEHHEM €ro, CBOEH
BBIPA3UTEIBbHON IUIACTUKOW, MAYHIEHW OT BHYTPEHHETO SMOLMOHAIBHOTO 4YyBCTBa. Pycckue

TAHI[OBIIMKM ¥ TAHIOBIIMIBI SPKO 3asBuiaM o cebe. D10 A. Hcrommua, E. CankoBckas,
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A. Cob6emanckas, E. Aanpesnosa, C. Cokomnos, E. Bazem, B xonne Beka — E. I'ensriep, I1. I'epar,
B. Tuxomupos u npyrue. @opMupoBanach pycckast HCIOJHUTEIbCKAS IKOJIA.

Bce pocTmkeHMsI EpEeUnCIeHHbIX BBIIIE IIKOJ ACCUMUIMPOBAINCH HA PYCCKOM IOYBE, U
PYCCKHE apTUCTBI M TENaroru BJIOXHYJIHM JKM3Hb B YCTOSIBIIMECS (DOPMBI KJIACCHYECKOTO TaHIIA.
Pycckast mikona BOupaia B ce0s Bce eHHOE Tydmux O0aneTHbix mkoa XX Beka.

Mapuyc Iletuna Obu1 mpenctaBuTesieM (DpaHIy3CKOM IMIKOJBI, U MMEHHO €ro TeHHIO B
coapyxectse ¢ reareM 1. YaiikoBckoro ObIIO 1aHO CO3/1aTh HEMPEB30HACHHBIE 00pa3lbl OAJIETOB
KJlaccuyeckoro Hacieaus. 3Hadenne M. Iletmma B umcropum pycckoro Oanera HEBO3MOXKHO
nepeoneHuTh. Ha ero cnekrakisx gpopmupoBantach pycckas 1mikosa oanera.

K xonmy XIX Beka 6anet B EBporne yrpatui auaupyoiiee 3HaueHIe B UCKyccTBe. Pycckue
cezonbl C. [larmieBa B Ilapuke B Hauasie XX Beka BCKOJIBIXHYJIM HE TOJIbKO EBpomy, HO U Bech
mup. Pycckuit Ganer 3asBmi o cebe kak 00 0cOOOM SIBJICHHH B MHPOBOM Xopeorpaduueckom
HCKYCCTBE, B JIMIIE Bblaatrouuxcst TaHuoBIIMKOB A. [laBnoBoii, T. KapcaBunoii, O. CrnecuBueBoi,
B. Hwxunckoro, M. Mopakuna, C. @EqopoBoil U Ipyrux OTKPbLI COBEPIIEHHO HOBOE UCKYCCTBO
6anera. Kanonnueckue HhopMbl KITaCCHYECKOTO OasneTa rnepectanu ObITh 3acThIBIIMMUA. OHE 00penn
CMBICJI, BBIPA3UTEIBHOCTh, OJyXOTBOPEHHOCTh. JTO OBLI TaHEll, HCXOJUBLIMI OT cepaua U AYIIH.
«Jlymoif “CIONHEHHBIH MosieT» — 3HaMeHuThIe cioBa Benukoro A.C. IlymikuHa Kak Henb3st 0onee
TOYHO XapaKTepU30BaJIM OCOOEHHOCTh pyccKoro Oajnera. OTo mopasmio mup. MckyccTBo Oanera
YBUJIEIM HE TPOCTO pa3BICKATEIbHBIM 3PENUINEM, a HCKYCCTBOM BBICOKMX UYBCTB, OCOOOH
KpacoTbl, U3SIIECTBA, 3JIETAHTHOCTH. DTO ObLIO MCKYCCTBO, B KOTOPOM FApMOHUYHO COETUHWINCH
TaHell, My3bIKa 1 clieHorpadus. OTo Obljla HACTOSAIIAs PEBONIOIMS B OaJIETHOM HCKYCCTBE.

JlaruneBckue ce30Hbl Toka3anu EBpome OaneT Kak LEJIOCTHOE XYJOXKECTBEHHOE
MIPOM3BE/ICHNE, B KOTOPOM M Xopeorpadusi, U My3blka, U clieHOTpadusi co3aBajid HEMOBTOPUMOE
XyJI0O)KECTBEHHOE SIBJIEHWE. DJTO OBUIO COJIPYKECTBO BEIUKUX XopeorpadoB, KOMIIO3UTOPOB,
xynoxxHukoB: M. ®@okuna, A. benya, 1. CrpaBunckoro, K. Koposuna, JI. bakcra, A. I'onoBuHa,
H. YepennuHna u npyrux.

3a 150 ner ¢ MOMEHTa BO3HMKHOBEHMSI pPyCcCKOro Oajiera OH IpeBpaTuics B (EHOMEH B
KYJIbTYPE MUPOBOI'O UCKYCCTBA.

XX Bek B MHpE MCKYCCTBa IpoOILIeN MOoJ 3HaKOM pycckoro Oanera. Pycckuii Oaner nan
TOJTYOK ¥ UMITYJIbC BOSHUKHOBEHHUIO U Pa3BUTHIO Oanieta B AHTINHN, AMepuke, Toi ke OpaHiuu u B
KOHIIe BTOpoi mojoBuHBI XX Beka B crpaHax Bocrtoka: Kurae, Anonnu, Kopee u mip.

MOXHO BCHOMHHUTB, UTO BCEM M3BECTHbIM J[>kOpk bamanumH, co3gaTenb aMepHKaHCKOIO
6anera — Ha camoM gene ['eopruit bananunBanze, nokunysmmii Poccuto B Havane 20-x rogoB XX
Beka. Cepx Jludapp, comuct asgruneBckod Tpynmbl «Pycckuit Ganmer», mpaktuueckud 30 et
BO3TJIABJISLT MMPOCIIABIICHHYIO OasieTHyIo Tpyminy [lapmkckoil onepsl. baneTHbie MIKOIBI OTKPBIBATN
A. ITaBnosa, T. KapcaBuna, M. Kcemunckas, O. [IpeoOpaskeHckas 1 MHOTHE IPYTUE BbIIAIOMINECS
OajeTHbIe 3HAMEHUTOCTHU. 3a rpanuneil padoranun M. @okun, B. Hiwxunckuii, JI. Mscun u npyrue.

Tak Ha3biBaeMbIil <oKkene3HbId 3aHaBec» 30-60-X TolOB COBETCKOrO MEpPHOJa H30JIUPOBAT
pycckuii Oaner OoT Mmpa. B 3TO BpeMs pycckuil Oaner MepekHBaeT MPOIecC WHTEHCHBHOTO

passuTHsa. Dopmupyercs pycckas mmKojda xopeorpadudeckoro oOpasoBanusi. OCHOBy ee
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COCTaBJISICT KOMITJIEKCHAsI CUCTEMa BOCTIUTaHUsI apTucTa Oanera. OCHOBHOM TUCIUTIIMHOW PYCCKOM
IIKOJIBI ObUT M OcCTaeTcsl Kiaccuueckuil Tanel. [lomMuMoO 3TOro cepbe3Hoe BHMMAHHUE YHAEISeTCs
M3YYEHHUIO  JIy3THO-KJIACCUYECKOTO, HAPOJHO-CIIEHUYECKOTO, HCTOPHUKO-OBITOBOTO  TaHIICB,
aKTepCKOT0 MacTepCcTBa. B COBOKYNMHOCTH C JMCHUIUIMHAMHU HCTOpUHU OaiieTa, TeaTtpa, MY3BIKU
dbopMupyeTcsi JTUYHOCTh PYCCKOrO apTHCTa Oanera, CHOCOOHOTO CpelCcTBAMU TaHIA CO3/1aTh
nIyOOKO apamaruueckue oOpasbl 3apembl u ['mpes, Pomeo u [[xynbertsl, Ciapraka 1 MexMmeHe
bany, MBana I'posHoro m Kpacca m npyrux. ['maBHOe — u3ydeHHE IpeaMeTa IIPOUCXOAUT HE
Xa0THYHO, a 110 CTPOrOM U SICHOM CUCTEME OCBOCHUS €ro, KOTOpas 3aJI0’KEHAa B OCHOBOIIOJIATal0IIEM
JIOKyMeHTe — mporpamMMe. B poccuiickoil mkone xopeorpaduueckoro oopazoBaHusi 00y4eHHe 10
BCEM CHEIUAIbHBIM IUCHUIUTMHAM IIPOBOJUTCS MO YETKO pa3pabOTaHHBIM, BBIBEPEHHBIM BPEMEHEM
IIPOrpaMMaM.

Pycckas mikona 3asBuina o cebe kKak ocodas IIKoJIa, OCHOBaHHAsl HA CUCTEMHOM MOJXO/E K
BOCHHUTAHUIO OyIyIIMX TaHIOBIIUKOB. OrpoMHOE 3HaYeHHE uMelo nosisieHue B 1934 roxy kHuru
A. BaranoBoit «OcHOBBI Kjaccuueckoro tania» u B 1940 roay kauru «MeToJiMKka Ki1acCu4ecKoro
tpenaxa» H. Tapacosa, A.Yekpsiruna, B. Mopumna. [lozgHee mosBAsOTCS y4eOHUKHU 110 HAPOIHO-
CLIEHUYECKOMY TaHIy, ICTOPUKO-OBITOBOMY TaHIy U aKTEPCKOMY MacTEpCTBY.

CoBerckuil mepuojJ pycckoro Oaiera CHOCOOCTBOBANl CO3JAHHIO OalIeTHBIX IIKOJI H
OaNeTHBIX TPYII B KPYMHBIX TOpoax U coro3HbIX pecrybnnkax Coserckoro Corosza. 3to Ilepmb,
HoBocubupck, Boponex, Caparos, Anma-Arta, IlerpozaBoack, ®@pynse, Ynan-Yae, Skyrck u
TpyTHE.

baneTHslil TeaTp COBETCKOrO NEpUOJAa — 3TO HHTEHCUBHBIA IOMCK COJEP’KATENIBHOTO,
ri1y00OKO JpaMaTHYeCKOTro, MCUXOJIOTHYECKH TOHKOIO OalleTHOrO CHEKTakKJs, IJie apTUCT Oanera
co3JaeT Apkuil 00pa3 cBoero repos. [losisitores mpousBenenus P. 3axaposa, JI. JlaBposckoro, B.
Baiinonena, B. bypmeiictepa, K. ['oneitzoBckoro, JI. SIko6cona u nip.

1956 rog — ocoOblil TOA B UCTOPUH MUPOBOTO XOpeorpaduueckoro uckyccrsa. B stor rox,
Mocje CHSATHUS <OKEeNIe3HOTo 3aHaBeca», MHp cHadaina B Ilapwke yBuzen OaneT COBETCKOTrO
xopeorpada B. Bypmeiicrepa «JlebenuHoe o3epo», a dyepe3 Mecsl B JIoHIOHE ObLI OlIeNTOMIIEH
UCKycCTBOM OaneTHoW Tpymnmnbl bosbiioro tearpa, Tanuem ['anuasl YinaHoBo# B 6anere «Kuszemnb»
u B Oanmere «Pomeo u [Ixymberra» JI. JlaBpoBckoro. TexHuka KIacCHUECKOTO TaHIA Oblia
0e3pa3ziebHO MOJYMHEHA CO3JaHMI0 SPKUX, HAIMOJIHEHHBIX CTpAacTAMH o00pa3oB. OTo Oblia
WCTUHHAs M033Ms B TaHIIE, MOIOIIEe TEJIO TAHIOBIIUIIBI, 0c00asi KaHTUJIEHA PYK, KOPIyca, FOJIOBHI,
€CTECTBEHHOCTh KU3HEHHOT 0 o0pasa.

C sTOro MOMEHTa HauyMHAIOTCA TpUyMQallbHBIE TAaCTPOJIU COBETCKOTO Oaiera MO BCEMY
mupy. Bocxumarorca uckyccteom M. Ilnucenxoi, H. ®PaneeueBa, M. Konapateesoii, B.
BacwuibeBa, E. MakcumoBoii, H. beccmeptHoBoii, M. JlaBpoBckoro, M. JInensl 1 MHOTUX JIpYyrux.
Mup oTkpbul i ceOsi reHuidd BbImaromierocs Oamermericrepa XX Beka FOpus I'puroposuua,
KOTOPBIN OOJIBIIYIO YacTh CBOEH TBOPUECKOW JKU3HHU, ITOUYTH MOJIBEKA MOCBIATUI bonbiomy teatpy
Poccun.

Pycckas mkona Ganera nputsArarenbHa i Bcero mupa. IlpencraButenu pycckoro 6anera

CTaJIM MOJIb30BAaThCsl B MUpE aOCOMIOTHBIM aBTopuTeTOM. P. HypeeB Bo3rnasisit OaneTHyro Tpymiy
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[apmkckoit omepsl, M. BapbImHiKOB — Tpymry AMepHKaHCKOro GateTHoro tearpa B Hpro-Mopke
(ABT), B. Manaxos — B bepiune, B. Jlepessako — B Jlpe3aene; 0. ITocoxoB — xopeorpad banera
Can-®panuucko, A. PatMaHCKuii CTaBUJI CIIEKTAKIIA B CaMBIX NPECTHXKHBIX Tpynnax mMupa. [loutn
HET CTpaHbl B MHUpPE, B KOTOPOH HE MOJB30BATUCH OBl MOMYJISPHOCTHIO CHEIHMAIMCTHI PYCCKOM
OaneTHol negaroruku. [IpecTux pycckoii mearornyeckoi mKoiIbl B MUPE YpE3BbIYAHO BENIHK.

MockoBckas 1kosa 6aera okasana 00JbIlI0oe BIMSHUE Ha pa3BUTHE KIacCHYecKoro danera
B 1IEJIOM psifie cTpaH. B Hauane 50-x ronos coBetckuii megaror Onbra MnbuHa ocHOBasa OaIeTHYIO
mkony B Ilekune (Kutaif), moctaBuB 0OydeHHE IO CHCTEME COBETCKOTO Xopeorpaduyeckoro
obpazoBanus. B 60-¢ rompr C. Meccepep u O. TapacoBa MHOro cpaenaaud JUisi Pa3BUTHSA
kiaccuueckoro Oanera B SAnonun. B 90-e roawr B 1. Beiin (mrat Komopano, CIIIA) neiictBoBana
JeTHsAA IKoJia Oajnera, B KOTOpOW pabotanu mnpenogaBaTesii MOCKOBCKOW TOCYIapCTBEHHOM
akagemun xopeorpapmm (MI'AX). B 80-90-e romer B 1. Tokmo (Smonus) neiictBoBan
Kpyriaorogu4yabii MHCTUTYT pycckoro Oanera, B KoTopoM pabotanu npenogaBatenu MI'AX. C
2008 roma mo HacTtoslee BpeMs B paMKax COTPyJHMYECTBA Haimled akaaemun c Pyccko-
AMEPUKAHCKUM KyIbTypHbIM (ougzoM B CIIA (Heio-Mopk u mrar KoHHEKTHKYT) AeiicTByeT
mIKoia kKiaccuyeckoro Oanera, rae mnpenopaior crneruanuctel MI'AX. C 2004 roma B Ceyne
(FOxnas Kopes) taxxe paboraror memarorn MI'AX. Ceifuac B Hamiedl akageMuu 0OO0y4aroTcs
WHOCTpaHHBIE CTYJEHTHI Oosee yem u3 20 cTpaH Mupa.

JIBa roma Hazax BHEpBbIE B MHUpPOBOM HcTOopuM Amepuka, EBpoma, Poccus, fnonus
TOPYKECTBEHHO OTMevallu o0miei pycckoro menarora. Mims storo memarora Iletp AHTOHOBUY
ITecToB — npencraButens MOCKOBCKOM HIKOJIBI KIIACCUYECKOTO TAHLIA.

Cuna pycckoi mKonbl Oanera — HE TOJBKO B CHUCTEMHOM KOMIUIEKCHOM THOJXONE K
BOCIUTAHHMIO TAHILIOBUIMKA, HO M B OTHOLIEHUM K IMPOMU3BEICHUSIM KJIACCUYECKOTO HaCIEIHs.
Krnaccuueckoe Hacnmeane — 3T0 (QyHAaMeHTandbHass 0aza KIACCHMYECKOro TaHIlA, €ro MOJUIMHHAs
mkosia. [lleneBpsl Ki1accH4eckoro Haclequs 3aHMMAIOT IIEPBOCTENIEHHOE MECTO B pemepTryape
OajeTHBIX TeaTpoB U OaneTHbIX 1mKoa Poccun. He OyaeT HECKpOMHBIM cKa3aTh, YTO KIACCUYECKOTO
Hacjeaue B o0JacTH OajeTa MPaKTUYECKU TMOJHOCThIO co3laHo B Poccuu. BoT gake HemomHbIM
CIHMCOK TPOM3BEICHUI, Hambojiee pacHpOCTPaHEHHBIX B MHpE B HacTodllee Bpems: Oajner
«Kuzenby», BriepBeie TocTaBneHHbI B 1841 rony B I[lapmke, oOpen BTOPYIO KH3Hb B peAaKIIUU
[Teruna B [lerepOypre; «Jlebemunoe ozepo», «Cnsmas kpacaBumay, «lllenkyHunky, «basgepkay,
«don Kuxor», «Ilaxura» u apyrue. Ha nporsxenun mMuorux jet B CIIIA u apyrux crpaHax B
poxknectBeHckue qHU Oanet «lllenkyHunk» B moctaHoBke B. BaliHoHeHa — caMblil JTFOOMMBIN OaneT
JETEN U UX POJUTEIIEH.

baner «TmieTHas mpenoCTOPOKHOCTHY, KOTOPBIA MBI MMOKa3bIBa€M B JTHU KOH(PEPEHIIMU Ha
cuere bonbmioro tearpa Poccun — sipkoe CBUIETENHCTBO JOCTHIKEHUN PYCCKOTO KOMILIEKCHOTO
CHUCTEMHOr0 xopeorpagudeckoro oopasosanus. FOpuil ['puropoBuu crnenuaibHO A HAC CO31ajl
HOBYIO PEIaKIMIO CTapUHHOrO OajieTa KIACCHYEeCKOro Hacjenus, B KOTOPOM €CTb BO3MO>KHOCTh
BBISIBUTh M IPOSIBUTH TBOPUECKYIO MHAMBUIYAIbHOCTH BocmuTaHHMKOB MI'AX. B Oanere ecth
BEJyIIME MMAPTUH, COJbHBIE BapHallMd, MACCOBBIE TaHIbl HA OCHOBE KJIACCHUYECKOro, y3THOIO H

HapOJIHO-CIIEHUYECKOTO TaHIEB, a TakKKe JCTCKUW TaHEI W SPKHE aKTepCKue o00pas3bl. MbI
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MPUTJIACHIIA  y9aCTBOBATh B CIEKTAKJIE CONHMCTOB bBoibmioro Tearpa, 4ro TaeT BO3MOXKHOCTh
YUUTHCSI HallIel MOJIOJIC)KU Y MacTEPOB TAHIIA.

B uem xe ¢denomen pycckoro Oamera? DeHOMEH — B BBICOYAWIIECH KyIbType TaHIIA,
npodeccuoHanu3Me, T'yMaHUCTUYECKON HAINpaBICHHOCTH PYCCKOTO HMCKYCCTBA, CIIOCOOHOCTH €ro
co3maTh spkue oOpa3pl Ha OajeTHOW cleHe, Oyarojapss KOMIUIEKCHOMY CHCTEMHOMY
xopeorpaduueckomy obOpa3oBanuro. PeHomeH W moromy, uro Bo3HHUKHYB B XVIII Beke Ha
CTOJIETHS TIO3[JHEE Y)KE CYIIECTBOBaBIIero 6anera B EBpore, oH cran 3a moiaropa Beka yHUKaIbHBIM

SIBJICHUEM M a0COJIFOTHBIM aBTOPUTETOM B COBPEMEHHOW MUPOBOH KYIBTYpE.

Pycckmii 6ajieT 1 MEPOBOH Xy/102KeCTBEHHBII Ipouecc

B.B. Bancios

adv@rah.ru

II-p UCKYCCTBOBEJIEHUS, Mpodeccop,

3aciyKeHHbIN festenb uckyccts PCOCP,

nercrBuTenbHbIN wieH [Ipe3unnyma Poccuiickoii akaieMun Xy10KeCTB,
JeHCcTBUTENbHBIN WwieH Mexaynapoanoit Akagemun KynbTypsl u MckyccTBa
MockBa, Poccus

Hame Bpemsi xapakrepusyercs aKTMBHO MIYLIMMHU IpoLEeCCaMU TIJI00aau3aluu, TO €CThb
TEH/ICHIIMEeH K €IMHEHUIO BCEro 4eJOBEYECTBA, OXBATHIBAIOIIEH caMble pa3nyHble chepbl ObITHS.
Kak Obl HM OoOponuchb NPOTUB HEE pPA3HOrO pPOAA AHTUIIOOAIUCTBI, HO TIiolOanu3auus —
Henz0exXHbIN, He00X0AUMBIH, 00beKTUBHBIN nporiecc. UNET oHa u B chepe kynbTypsl. U 31€ch, Kak
U B JApPYyrux o0IacTsAX, MMEIT MECTO CBOM H3JEPKKU W HETaTHBHbIE CTOPOHBI. MBI YacTo
IIEPEHUMAEM U3 JIPYTHX KYJIbTYp HE TOJBKO XOpOILEE, HO M IUIOXOE, a YPE3MEPHOE YBJICUEHHUE
nporeccaMy II00aau3alMu MOXKET CO34aTh Yrpo3y Ui HallMOHAJIBHBIX OCHOB TOW MM HMHOM
KYJIBTYpBI.

Ho B nenom rnobGanuszanusi — BCE-Taku MO3UTUBHBIA mpouecc. OHa paciiupuia Hallu
KyJIbTypHBbIE TOPHU30HTBI U CO34a€T BO3MOXHOCTH JUId OOOTalleHUs Halled XyJI0)KeCTBEHHOH
KYJIBTYpbl TOAJMHHBIMH JOCTHXXEHUSAMHU JPYTUX HApOJOB. DTO CIIOCOOCTBYET COXPAHEHUIO H
Pa3BUTHIO TyXOBHBIX [IEHHOCTEM.

CkazaHHOE B MOJIHOM Mepe OTHOCUTCS K XopeorpaduueckomMy HMCKYCcCTBY, KOTOPOE €CTh
4yacTh OOLIel JyXOBHOM M XyJOXECTBEHHOW KyJbTYphl Halllel cTpaHbl. B coBerckoe Bpems, B
MIEPUOJT XOJIOTHOM BOIMHBI M KeJIe3HOT0 3aHaBeca Xopeorpaduiyeckoe HCKyCCTBO y HAaC pa3BUBAJIOCh
M30JMPOBAaHHO OT MHUPOBBIX XYJI0’KECTBEHHBIX IpoieccoB. O TOM, YTO MPOMCXOAMUIIO B APYTUX
CTpaHax, MbI 3HaJIM O4eHb Majo. ['actponu Tpynn bamanumna n bexxapa B Hameit crpane B 1960-
1970-e roap! ObLIM MCKIIIOYEHUEM, a HE MpaBuiioM. M XoTs B Hamiem Oajnere ¥ B TOT NMEPHOA ObLIO
HEMaJI0 BBIJAIOIIUXCS XYHAO0KECTBEHHBIX TOCTH)KEHHUI, HO BCE-TaKW M3OJSILMOHU3M OTPaHHYUBAII
ero paszsutHe. Beap B Tpaguuusax pycckoro 0anera Ha BCEX ITalax e€ro MpeaiiecTBYOUIeH HCTOPUN

OBLIO YTBCPKIACHUC CBOUX HAMWOHAJIIBHBIX OCHOB, HO IIPH 3TOM HMCIIOJIB30BAHHUC W IIPCTBOPCHUC
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BCEro JIYYILEro, 4TO JOCTHrajoch B Oanerax Apyrux crpaH. M 3To He ocnabisiio, a YKperusuiio
pycckuii Oaser.

[Tonoxxenne wusmeHwioch B 1990-e roapl, Korza MNpPeKpaTWIUCh H3OJISLMOHUCTCKUE
TEHJICHIIMM W Hallla CTpaHa cTaja BO BceX cepax >KU3HU PACIIUPATH KOHTAKTHI C 3apyOeKHBIM
MHUPOM. DTO KOCHYJIOCh M OajeTHOro Tearpa, UCKyccTBa xopeorpaduu. CucTeMaTHYecKuM CTall
OOMEH TacTpoJsIMU TeaTpoB, KOJJICKTUBOB U apTUCTOB C JAPYyrUMU cTpaHamu. Haia
xopeorpaduueckass 00IIECTBEHHOCTh BCE OOJIBIINE M OOJBIIE 3HAKOMHIIIACH C TEM, YTO MPOUCXOIUT
B JIDYTHX HAIlMOHAJBHBIX KyJIbTypax. B perepryapbl OTeYecTBEHHBIX TE€ATPOB CTAJHM BKIIIOYATHCS
npousBeneHus bananuuna, Iletu, @opcaitta, [lyaro, Kwimana, Ilpenpxokaxka u Apyrux
3apy0exxHbIX xopeorpados. [lupokoe pa3BuTHe B Halllel CTpaHe MOMYYMIN KOJIJICKTUBBI U TPYIIIbI
COBPEMEHHOTO TaHIla, contemporary dance, rie OCHOBOI TBOpUYECTBA ObLI HE KIIACCHYECKUHN TaHEIl,
a MOJIEPH U JI’Ka3 TaHel| U CBOOO/{HAs MJIACTUKA, HE CKOBAHHAsl KAKUMU-JINOO KaHOHAMM.

Bce 510 BaMsiio M Ha TBOPYECTBO OTEUECTBEHHBIX XopeorpadoB B OaleTHBIX TeaTpax.
Kommnosummonnsie ¢opMbl cTtanmu Oosiee  pa3sHOOOpa3HBIMM, TAaHIIEBAJIbHBIA SI3bIK  OoJee
MHOTOILIBETHBIM U pa3BUTHIM. Kiaccuueckuii TaHen ocrtaBaics ocHoBoil. Ho oH BmuTan B ceds
Tenepb He TOJIBKO 3JIEMEHTHI TAHTOMHUMBI U HAPOJHO-HAIIMOHAIBHBIX IBI)KEHH, 4TO OBLIO U paHee,
a aKTHBHEE CTalld KCIIOJIb30BAThCS JBIKEHHUS (PU3KYIbTYpHO-CIIOPTUBHBIE M aKpoOaTHYECKHE,
3HAYUTENIbHEH CTalo BIMSHUE COBPEMEHHOU CBOOOAHON macTUKU. CHEKTaKiIM OTE4YeCTBEHHBIX
xopeorpadoB ceilyac OCHOBaHBI, KaK MPaBWIJIO, HA MOJEPHU3MPOBAHHOW KJIACCHKE, BIMTABIICH
cambl€ Pa3HOPOIHBIE AIEMEHTHI.

BBenenne B KilacCHMYEeCKHMH TaHEI AJIEMEHTOB JPYTHMX TaHIEBAJIbHBIX CUCTEM TpeOyer
OO0JIBIIIOrO XYJOKECTBEHHOT'O TaKTa M BKYyCa. 31€Ch BO3HUKAIOT OMACHOCTHU U pucKu. IlpuBneuenne
B KJIACCHYECKHUH TaHEI] MHOPOIHBIX 3JIEMEHTOB IOPOI0 MOKET OBITh HEOPTaHWYHBIM, TPEICTABIISAT
co00I0 JKJIEKTHYECKYI0 CMECh, OECCMBICIEHHBIM Ha0Op pa3HOPOAHOIrO, HapyllaTh CTHJIEBOE
€IMHCTBO. DTO MHOI/AA W ObIBaeT y Oe3apHbIX MOCTaHOBUIMKOB. HO y TanaHTIMBBIX MacTepoB
oboraieHue s3blka KJIAaCCHYECKOro TaHIA, €CIM OHO MOJUYUMHEHO COoJepKaTelabHOM, o0pa3HOi
3ajlaye, MOXKET ObIThb HEOOXOJMMBIM JJIsl AOCTH)KEHUS MOJIMHHO XYI0’)KECTBEHHOTO pe3yJbTaTa.
[Tosromy OonpmMHCTBO XopeorpadoB U mHpuberaer cerogHs K MOJEPHU3UPOBAHHOMY
KJIACCHYECKOMY TaHILy.

DTO 3aKOHOMEpPHBIA IMpollecc, OT HEro HHUKyAa He YWAEmb, HO OH IMOPOJMJI BEChbMa
cepb€3Hble  TBOpueckue mpobnembl. [lpexne Bcero, 3To  yBiedyeHue (HopMaabHBIMU
HKCIIEPIMEHTAMH, TIOUCKAMH ¥ HAXOJKaMH B OOJIACTH JIEKCHKH W KOMITO3UITUH 32 CYET CHIDKEHUS
OOJIBIINX COJEepKaTEeNbHBIX, IyXOBHBIX 3a/au. Pycckuii 6aner Ha Bcex 3Tamax cBOE€i UCTOpUU ObLI
HCKYCCTBOM BBICOKHMX HJeH, (puimocodckoil HAOIHEHHOCTH, yTBEpxaAeHueM ao6pa. Ha pasHbix
JTamax HCTOpUU y XopeorpadoB ObUIM pa3Hble TBOPUECKHE IMPOTpaMMbl, KaK pa3iHyaroTcs,
Hanpumep, B XX BeKe COBEPIICHHO HEMOXO0XHE IPYT Ha Ipyra MporpaMMbl MHUPHUCKYCCHHKOB,
Apambarera ¥ HOBaTOPOB BTOPOW MOJOBUHBI Beka. Ho mporpammbl 3TH ObUIH, M OHU ONpPEAEIISUIIN
OJyXOTBOPEHHOCTh M TBOPYECKYIO HANpPaBICHHOCTb HCKyccTBa. Ceifdac ke IMOJIOKEHHE CTallo
HesicHbIM. HoBbIX Oosbiiux uzael He 3amedaercs. He To, 4To coBceM yTpaueHa colep>KaTebHOCTb,

HO TJIaBHBIE 33/1a4M YacTO MEPEMEIAlOTCs B CTOPOHY (POPMANIbHBIX ITOMCKOB.
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OtcyrcTBHEe OONBIIMX HJEH, TBOPUECKUX MPOrpaMM MPUBEIO K TOMY, YTO B perepTyape
CTOJIMYHBIX TEaTPOB MpeoldsiaaroT JIMOO0 pecTaBpallds CTapbIX CIEKTAKIeH, Ju00 Mpou3BeICHUS
3apy0OexHbIX xopeorpadoB. HoBble OTedeCcTBEHHBIC CHEKTAKIU IMOSBISIOTCS KpaiiHe peako. Ux
Oonbiie Ha nepudepun. M XoTa cpenu HUX €cTh yJaud, HO OHU He OOPUCOBBIBAIOT HOBOTO 3Talla B
pa3BUTUU OaIETHOTO TeaTpa.

Coznaérest JOCTaTOYHO MHOTO XOpeorpaduueckux MUHUATIOP U KOHIIEPTHBIX HOMEPOB. ITO
OTpagHOe sBJICHHE, MO0 Majble (POpPMBI JAIOT MPOCTOP Ui TBOPYECKOTO HKCIEPUMEHTAa U
IUTACTHYECKUX  Haxomok. Cpenm HHX — eCTh, KOHEYHO, 0O0pa3HO-COIEep)KaTelbHBbIE U
xopeorpaduuecku-uzodperarensupie omychl. Ho u 31eck ecth cBou wu3aepxkku. Kak uacro,
HaIpUMep, B COBPEMEHHBIX HOMEpax Ha OalleTHBIX KOHKYpPCax, Jla U B KOHILIEPTaX, Mbl BCTpeYaeMcst
C peOyCHOCTBIO, 3alIM(PPOBAHHOCTHIO, HESICHOCTHIO, @& TO U IOJIHBIM OTCYTCTBUEM CMBICIIA, YTO
IIOPOIO MPHUKPHIBAETCS MHUMOM MHOTO3HAUUTEIILHOCTBIO U (JOPMaIbHOM MPETEHIIMO3HOCTHIO.

OTO0 MpOSBISETCS HE TOJBKO B XOopeorpaduu, HO U B UCIIOJIHUTEIBCKOM HCKyccTBe. HbiHe
HeoObIlualfHO pa3BMIaCh TEXHUKA, OCOOEHHO MYXKCKOTO TaHIla, Kak W oboratunack cdepa
NoJAJepKeK B QydTHOM TaHle. Ho Hepeako TPrOKOBOM 3J€MEHT HAuMHAeT MPEBAIMPOBATH HaJl
00pa3HbIMHU 3aa4aMi. MeXay TeM TaHel — 3TO HE LUPK U HE CIOPT, a <«IyIIOH HCIIOITHEHHBIH
MoJIETY». DTa MyIIKMHCKAs CTPOKA JOJKHA ObITh ONMpPEAeSIONIMM MPUHIUIIOM KaK UCKYCCTBA, TaK U
XYI0KECTBEHHOTO 00pa30BaHus.

[Tonck HOBOro B McCKyccTBE Bcerga HeoOxoaum. Ho oH He JOKEeH BeCTHM K 3a0BEHUIO
TpaguIuid. A OJHOW M3 TIABHBIX TPAAHUINI pycckoro Oanera ObUIO OOTaTCTBO XYIOXKECTBEHHBIX
¢dopM, co3aBaeMbIX HE pagu camMHMX 3THX (opM, a JUIsl BOIUIOLIEHHMS OOJIBLIOrO JyXOBHOTO
cofiepkaHus, (PUIOCOPCKUX W HPABCTBEHHBIX WJIEH, OOPUCOBKM JIMYHOCTEH M XapakTepoB. U 3Ty
TPaUIIMIO HEOOXOJUMO COXPAHSTh.

Ho coxpaHATh He 3HAUUT KOHCEPBHPOBATh. Tpanuiusi coXpaHsercs TOIbKO B pa3BUTHUH, B
OOHOBJIEHMH W oOorameHuH. B oTknuMke Ha TpeOoBaHHS HOBOTO BpeMeHU. B ycBoeHHM TOro
MIO3UTUBHOTO, YTO 3TO BPEMSI POKIAET.

B cBs3u ¢ aTM 0oco0oe 3HaYeHHE MPUOOPETAET YKPEIUICHHE IIKOJIBI XOpeorpaduyecKoro
oOpaszoBanus. [1Ikona ocHOBaHA HAa YCBOEHHMH BCErO JIYYIIETo, YTO POJMIIOCH B UCTOPHUM TaHIa. Eé
IpaBUJIa U KaHOHBI — He3bI0JIeMast OCHOBa Xopeorpaduueckoro uckyccra. brarogaps mkose y Hac
U HBIHE COXPAHAETCS BBICOKMI YPOBEHb TAHLIEBAJIBHOIO MacTepcTBa. Bce HOBBIE M HOBBIE
MTOKOJIEHUSI apTUCTOB BCTYMAIOT B XYJI0’KECTBEHHYIO KM3Hb. Kax/10€e U3 HUX HECKOJIbKO MHOE, YeM
npenpiyiee. Mosople 101 HOBOTO MOKOJIEHUSI BHOCST B MapTHUU KJIACCHYECKHX OaleToB CBOU
HIOAHCBHI, B X HCIOJHEHWU HEU30EKHO CKA3bIBAETCS MUPOOLIYIIeHHEe UX BpeMmeHu. Ho ypoBeHb
MCKYCCTBA HE Ma/IaeT, U MPOUCXOIUT 3TO Oiaroaaps npopeccnoHaIbHOM MIKOIIE.

KoneuHo, mnoaJiMHHOE HMCKYCCTBO HE MOXET CBOJUTHCA TPOCTO K COBEPUICHHOMY
MCIIOJTHEHHIO IIKOJIbHBIX ABM>KEeHUH. [1oTMHHOE UCKYCCTBO — 3TO HE MPOCTO IIKOJIA, a TATaHT IUTI0C
mkona. [llkona maér TamaHTy KpbUIbs, a TaJlaHT INKOJE — JKUBYIO Iymry. TamaHT 0e3 IIKOJBI
OeccuiieH, HO M IIKoja Oe3 TajmaHTa MepTBa. TONBKO B HMX €IUHEHUU POXKIACTCS IMOMITUHHOE

MacTepCTBO.
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OCHOBBI TIKOJIBI TTPOQECCHOHAIBHOTO XOpeorpadudeckoro oopa3oBaHus He3biOgeMbl. Ho
KaKk M caMO MCKYCCTBO, IIKOJa HE MOET MpeBpalaTbCs B MEPTBYIO AOrMy. Beixondmue u3 Heé
apTUCTBL, BOOPYXKEHHBIE BCEMM IIPEMYAPOCTAMM U CEKpETaMH KJIACCMYECKOIO0 M HapOIHO-
XapaKTepHOro TaHIA, JOJDKHBI BMECTE C TEM MMEThb IMPEACTAaBICHHE 000 BCEX TEUEHUAX U
HaIlpaBJICHUSX COBPEMEHHOIO TAaHLEBAIBHOIO MCKyccTBa. [lo3TOMy 3akOHOMEpHO, 4YTO Ha
BBIIYCKHBIX KOHIIEPTaX XOopeorpaduyeckux YUWIUIl U aKkaJeMHil Mbl BUAUM ceiidyac OTJelbHbIC
HOMEpa, OCHOBAaHHBIC HA JIXKA3-TaHIE WJIM COBPEMEHHOW CBOOOTHOMU ractuke. X ¢ 3TUM Takxke
3HAKOMAT B IIKOJE, IpUYEM HE B ylIepO OCBOEHUIO KiIacCUKH. TeHIeHLus 3Ta MpaBUibHas U
1040TBOpHast. MHaue u ObITh HE MOXET. JTO He 3HAUUT, YTO KaKIbli apTHUCT, BBIILICAIINN U3
IIKOJIbI, JIOJDKEH OBITh YHHBEPCaJbHBIM M TaHIIEBaThb B JIOOBIX CHCTEMax. YHHUBEpCaIu3M
CBOMCTBEHEH TOJBKO €JUHHIIAM, /1a U TO CaMbIM TAJAHTJIUBBIM. BONBIIMHCTBO CHEUAIN3UPYIOTCS
B TOM WJIHM HHOM HamnpasieHu. Ho npodeccruonanbHas rpaMOTHOCTb MPEIoIaraeT 3HakOMCTBO CO
BCEMH HANpPABJICHUSIMH, IIPU 3TOM 3HAKOMCTBO HE TOJIbKO BU3YaJIbHOE, HO U IPOIIYIIEHHOE Yepe3
CBOE TeIO.

OKOHOMHMYECKMM KpPHU3UC, OXBAaTUBIIUI celvac BeCh MHUp, SBISETCS OJHOBPEMEHHO U
ITyXOBHBIM KpHu3ucoM. TanaHTimBbIe Xopeorpadsl €CTh M y HAC, ¥ BO MHOTUX CTpaHax mupa. Ho
BEJIMKUX SIBJICHU, NUMEIOIIUX OOIEUEIOBEYECKOE 3HAUCHHE U ONPEACIISIONINX HOBBIE TyTH Pa3BUTHS
0ajleTHOro Tearpa, YTO-TO HE BUIHO.

B sTHX ycnoBusX, TyMaeTcs, mepea Xopeorpa@uuecKiM UCKYCCTBOM HAIlIel CTPaHbBI CTOST
JIB€ TJIaBHBIE 3aJauu: BO-TIEPBBIX, 3TO COXpPAHEHHME U pa3BUTHE TPAAULIUH, 3aleyaTiieHHbIX B
BEIMKUX JIOCTWKEHMAX pycckoro Oanera, M Jajnee, 3TO YKpeljeHue | OOHOBICHHE
poeCCHOHATIBHOTO ~ XOpeorpaguueckoro o0pa3oBaHMs, BEJIUMKOM HAIlMOHAJIBHOM  IIKOJIBI,
o0ecrnieurBaroIIel BBICOKMI ypOBEHb OTEUECTBEHHOTO TaHIEBAIBHOIO McKyccTBa. IlyTu pemienus
ATHX 3a/1a4 pa3HOOOpa3HbI U CIOXKHBI. 371eCh HEOOXO UMbl TBOPUECKHE AUCKYCCUU U O0BbEINHEHNE
ycuiuii iesiteneit xopeorpaduu Beex npoduieii. Hama koHdepeHIys - ojHa U3 CTyIEHEK Ha 3TOM

nytu. JKenaro el ycriexa.

Pa3BuTne MupoBOro 0a/1€THOIO TeaTpa KaK HHTErpalMOHHBIN MpoLece KyJabTYPbl

B.!. Ypaiabckasn

mail@russianballet.ru

TJIaBHBIN pefakTop xkypHana «banery,

3aCIIy’KEHHBIN aesTens uckycctB Poccuiickoit denepanuu,
KaH. pusioc. Hayk, mpodeccop

Mocksa, Poccus

I'oBopuTh B Takoil ayIWTOpPUM KaK Halla, KOTOpas B IPHUHIMIE 3HAET TO, YTO MOXKET
pacckasaTh KaXKIblil M3 HAac, OYEHb HEMPOCTO. 3ajaya KayKJOro BBICTYNAIOUIETO BHECTH HEKYIO
JIeNTY B aHAIUTHYECKUH MOJIX0] K TOMY, YTO MBI 3HaeM, 4TO IIEeHUM B HcKyccTBe Oanera Poccun u

MHPOBOM KyJIbType OajeTa.
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Sl moctaparoch MyHKTUpaMH HaAMETUTh BELIH, KOTOPbIE MOT'YT IIO3BOJIUTh HAM pa3BUBaTh TO,
4To cerojgHs TpeOyer Oosee NPHUCTAIbHOIO BHUMAaHMs. OTO HaydHas MbICIb 00 HCKYCCTBE
xopeorpaguu, B IUPOKOM CMBICIIE ITOTO CIIOBA.

[TepBoe, Ha YTO g X0Uy OOpaTUTh BHUMAHHUE, — 3TO YTO COOOI MpPECTaBIsET KIACCHUECKUI
TaHell, 4TO 3TO 3a (PEHOMEH, YTO 3TO 3a SBJIEHUE, TOT KJIACCUYECKUMN TaHell, KOTOPbII sABiISeTCS
OCHOBOH, IpeJICTaBIIsAeT cOO0M BBIPA3UTEIBHOE CPEICTBO O0YUEHHUs, KOTOPBIM ciiaBuUTCs Poccust.

Knaccuueckuil TaHel — 3TO HEKasl CUCTEMA, HO BO3HMKIIA 3Ta CUCTEMA HE KaK IPUPOJHOE
SBJIGHUE TOro WIM HHOro Hapoga. CaMO BO3HMKHOBEHHME KJIACCHUYECKOIO TaHLIA — 3TO
MHTETpalMoHHbI mpouecc. IlosToMy cerogHs, kKak M B Hayajle CBOEr0 3apOXJEHHs, OH
IIPEJCTABISET OTKPBITYIO CUCTEMY. B 3TOM €cTh MHOKECTBO NMPEUMYILECTB. ITO BO3MOXKHOCTb €0
pa3BUTHA. OTO NPEJOCTaBISET IMPAaBO KAXKIOMY Hapoay HANUTH TO, 4YTO BIMSET Ha €ro
MUPOOILYIIEHNE, YTO BO3HUKJIIO B T€HOPOH/IE TOr0 WM UHOTO Hapozaa. IMEHHO 3T0, IPUBHECEHHOE
B Poccuio u3 eBpomeickoil KynbTypbl, Hpexae Bcero (paHIy3cKOil M B Kakoil-To creneHu
UTAJIBSHCKOW, MO3BOJMJIO TIeHO(QOHIY PYCCKOro  Xopeorpauueckoro HMCKyCcCTBa, €ro
IUIACTUYECKOMY OOraTrcTBY, €ro COJAEpkKaTelbHOM CTOPOHE, BO3HUKHYTh TOM IIKOJE, KOTOpas
HA3bIBAETCS LIKOJION PYCCKOT0 KJIaCCUYECKOr0 TaHLIA.

A Kakue ke IUIacTbl PyCCKOro 6ajera MO3BOJSIOT TOBOPUTH O €ro ()eHOMEHE U Yy4acTUH B
MHTETPALMOHHOM IIpOLIECCe PA3BUTHUS MUPOBOM KynbTyphl Oanera? Takux rutactoB aBa. C oxHOM
CTOPOHBI, 3TO METOAMKA 00y4YeHHsI — caMmoe 0oJbIIoe 6OTaTCTBO, KOTOpoe nogapuia Poccus mupy,
3TO CJIOXUBLIAsICS cucTeMa ¢ ee 0co0eHHOCTAMU. C 0COOEHHOCTSAMU PYCCKOM KyJIbTYphl, KOTOpas
BbIpa3uwiack B 0co00# miacTuke, 0co0Oi HAameBHOCTH, B OCOOOM CTUJIE, KOTOpPbIE MO3BOJISIOT
y3HaTh 3Ty mKoay. OJHa U3 caMbIX LIEHHBIX CTOPOH — 3TO TO, YTO NMPH3HAHHE B paMKax caMoro
rocyapcTBa B TEUYEHHE JUIMTEIBHOTO BpPEMEHUM 3HAYMMOCTH JTOM IIKOJBl IO3BOJIMJIO €i
pa3BuBaThcs U B paMkax Poccum, a Takke co3gaBaTh ceOe mo/100HbIe Xopeorpaduyeckue IIKOIbI
He Toibko B IlerepOypre u B MockBe, HO U B OOJIBIIKMX TOPOJIaX HAa TEPPUTOPUH BCell cTpaHbl. ITO
TOKE€ UMEJI0 OYEeHb OOJIbIIOE 3HAUEHHE. DTO BIUTHIBAIO KYJIbTYPY TEX MaJbIX PETHOHOB, KOTOPHIE,
TaK WM UHa4ye, pOPMHUPOBAINUCH B CaMOOBITHBIX paMKax Oosbioit Poccum.

U nnactudeckoe pa3BUTHE KYJIbTYpHI, axe npu e€ 3aMkHyTocTH B 30 — 60 rofsl, OHO Bce
PaBHO CO3JIaBAJIO OMNPECICHHYI0 BO3MOXHOCTbh KYJIBTYpPHOTO OOMEHa, KYJIbTYpHOI'O DPa3BUTHA,
KOTOpO€ I03BOJIMJIO HE TOJBKO KOHCEPBHUPOBATh OCTUTHYTOE, paHee INostydeHHoe or Jlanme no
YekeTTH W3 PyK HMHOCTPAHHBIX MEJaroroB, HO U BKJIOYaTh B 3TO T€ BHYTPEHHHE U BHEIIHHE
IUTACTUYECKHUE M JTyXOBHBIE MOTHUBBI, OCOOEHHOCTH, KOTOPBIE COCTABIAIOT IeHO(OHA KYIbTYpPbI
Poccun. boratslit reHodoH], ecnu OpaTh 11000 BUI UCKYCCTBA: IUTEPATYPY, )KUBOIHCH, MY3BIKY,
TO OyJeT SICHO, 4TO 3TO TO OOraTrcTBO, KOTOPOE HE MOIJIO HE CKa3aThCsl Ha OOTaTCTBE Pa3BUTHS U
IIKOJIbI, U B TOM YUCJIE€ METOAUKHU. JTO M03BOJMIO B 20 Beke MeTOANKE 00yUeHHUs CTaTh HE TOJIBKO
MOJHOM, BOCTpEOOBaHHOM, HEOOXOAMMOM, OCHOBOOOPA3yIOIIEH TPH BO3SHUKHOBEHUH Psijia KO B
mupe. Sl He roBopro yxe o ObIBIIMX pecnyOnukax Coro3a, HbIHE OTIENBHBIX TOCYIapcTBaxX, BO
MHOTMX M3 KOTOPBIX CErOAHs IpolBeTaer OayieT. Sl ToBOpPIO O BO3MOXKHOCTH BO3HHUKHOBEHHS

CaMOOBITHOM IIKOJBI KJIACCHYECKOIO TaHIIa.
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Bor HenmaBHo B Cankrt-IlerepOypre Oblma KoH(epeHIHs, TMOCBSIICHHAS TBOPUYECTBY
Hoiimaiiepa, u korma oH pacckasbiBall, YTO B AMEpUKE CHpalIuBal, Y KaKoro JIyYlIero nejarora
MOXKHO CeiYac 3aBepIINTh CBOE Xxopeorpaduueckoe oOpa3oBaHWE, €My Ha3BAIH CPEAH PYCCKUX
negaroroB BomkoBy. OH, Tak cKa3aTh, MPOXOIWI Kypc IJIE TOTO, YTOOBI IMONTYYHTHh 3HAHUS,
KOTOpbIe TOMOIJIM co3naThesl TeaTpy Holimaiiepa xkak ocobomy siBneHHt0. To ecTh megaroru Tax
WIM WHAa4Ye B CHJIy IOJUTUYECKOW CHUTyaluu okazanuck B EBpome u B Awmepuxe. OHu
OCYIIECTBIISUTH HETIOCPEICTBEHHBIM KOHTAKT, TO, YTO HA3bIBAIOT JIOBATAaHOBCKUM METOJIOM. 3aTeM, B
Oosee mo3nHee BpeMs, B MUPOBOM OOYy4YeHHH OaJeTHOTO TeaTpa COXPAaHSUIOCh aKTHUBHOE BIUSHUE
PYCCKOM WIKOJIbI, HO Ha3bIBa€TCA AITOT MeToJl — MeToja BaranoBoil. C 3TuUM CKOpeill Bcero
MPUXOAUTCS COTJIACUTHCS, YEM Pa3AesATh 3TO Ha3BaHUE KaK TaKOBOE.

W Gonee mo3mHee ydacTUe HAIUX TIEIaroroB, KOTOPHIE BHIC3KAIU HE TOJIHKO IO MPUIHHE
TOTO, YTO TIOKHJIATHM CTPaHy, HO M CICIHAIHHO MOCHUIAIMCH HAIIMM TOCYJApCTBOM IS OKa3aHUS
HEMOCPEJACTBEHHO Y4eOHON MOMOIIY MHOTUM IIKOJIaM MHpA.

U BTOpoOil itact MupoBoro BiusHUA Oanera Poccum — 310, KOHEUHO, penepTyap. Mapuyc
NpanoBuu I[leTtuna moAbITOXKUI pa3BUTHE EBPOIEUCKOTO penepryapa Oamera 18 u 19 Bekos.
IlepeBen Ha S3BIK KOHIIA BEKA, HA S3BIK HOBBIX BBIPA3WTEIBHBIX CPEACTB, Kak OBl TepeBel
KJIACCMYECKOe 3BydaHHe OalieTa BO BpEeMEHHM W mepenan B Oynyiee BpeMsa. MHbIMU crioBamu,
oToOpan, 0000IIKI Jydllee U B CHUJIY CBOEro TallaHTa, CBOMX 3HAHUI CyMeNl 3TO BOIUIOTHUTH.
[Tosryaniock, 9To K KOHIy 19 Beka MUpOBas KyJIbTypa MOJydniIa OTPOMHEIN pernepTyap, KOTOPbIi
cerognst B 20 BeKe MONYyYHJI Ha3BaHUE «KJIACCHUECKOE Haciemue». M cOXpaHWIH ITH CHEKTaKIN
JUII MUPOBOM KYIBTYpHI.

Mup OGanera MHOrooOpa3eH W B TO e BpeMmsi eAuH. HarumoHanbHOE CONEpKUT B cebe
WHTEPHAIMOHAIEHOE, @ OHO CKJIAJIBIBACTCS M3 «CAMOBHTOCTHY HAIIMOHAIBHBIX KyIbTyp. OcOOCHHO
€CII SI3BIK MCKYCCTBA TaKOTO, KaK My3bIKa, KaK TaHEIl, HE UMeeT 0aphepoB BOCIPHUATHSA. MHBIMH

CJIOBaMH, pa3BUTHEC MUPOBOT'O 0ajeTHOTO T€aTpa €CThb I/IHTeI‘paHI/IOHHHﬁ (I)eHOMeH.

HapoaHo-cueHn4ecKuii TaHel — T0CTOsTHUE PYCCKOro 6ajieTa

A.A. Bbop3os

borzov.a.a@mail.ru

3achoyxeHHbIl aptuct PCOCP, npodeccop,

JIeKaH, 3aBeayronuil kadeapoit xopeorpapuun

MockoBckoii akagemun oopazoBanus Hatansu HectepoBoi,
Axanemuk [lerpoBckoii akanemun Hayk u HMckyccTs
MockBa, Poccus

JItoboBb Kk HapomHOMY TaHIly B Poccum oTmedanach MHOTHMH HCCIEIOBATENISIMHU U
MyTEUIECTBEHHUKAMHU, MOMAIaBIIUMU Ha ATy OnarogaTHyro u OmaromapHyro 3emunto. [Ipuuem sta
J000Bb OTHOCHJIACh HE TOJIBKO K CBOEMY PYCCKOMY TaHILy, YTO BIOJHE OOBSICHUMO, HO U K TaHI[aM
JIpYTUX HapoJOB, HACENSBIIMX HAIly CTpaHy. JTa JI000Bb IEpeHeciach M Ha OaleTHBIM Tearp

Poccun, B penepryape KOTOpPOro Bceraa HaxoAua0Ch MECTO ISl HALIMOHAJIBHBIX TAHIIEB.
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O6orarnazcs pernepryap ONEpHBIX T€ATPOB, XapaKTEPHbIX TAHIIEB CTAHOBUJIOCH BCE OOJIbIIE
u Oompme. VYcwiuamu @enukca KiiecuHCKOro MoOJbCKMM — TaHel CcTal  IPUHUMATH
npodeccuoHanbHBIN BU, yerunusimMu Anbdpena bekedu 3aranmeBanu yapaam. B memanckoi cpezie
K cepeaune 19-ro Beka cranu monmyJaspHBIMHU KaJIpWik U Ma3ypka, a Ha tore Poccuu 3araHieBaiu
COKUTY».

Takoe BmHeuaTiieHMe, YTO camMa HUCTOpPHS pAa3BUTUS MHUPOBOro Oanera, Jernana Bce
BO3MOXKHOE, 4TOOBI MMEHHO B Poccum mnosiBUiIach BO3MOXKHOCTb IOSIBIICHUSI YHUKAJIBHOTO
npeAMeTa, UMsI KOTOPOMY «HApPOJHO-CLHEHUYECKHUM (XapakTepHblil) TaHely. CHavana xapakTepHbIe
TaHIl B ONEpax PYCCKUX KOMIIO3UTOPOB, 3aT€M CHEIMAIIbHO HANKMCaHHAs MMM HallMOHAJIbHAs
My3blKa JUIsS TaHIeB B OaleTHBIX cHekTakisax. [losBuiack HEOOXOAMMOCTH HMETh
npodeccCHoHATBHBIC KaIpbl UCTIOTHUTEIICH.

W ecnu ¢ KIaCCHMYECKHM TaHIIEM MHPOBOE TAHIICBAJILHOE COOOIIECTBO OIPEIEITHIOCH,
CO3/1aB 3aKOHYEHHBII BapuaHT TPeOOBaHUI K HCIOJHUTENISIM, KOTOPBIX HEOOXOIUMO ObLIO
BOCIUTHIBATh ISl CIIEHBI, TO BOT C TAHI[OBIIUKAMH, KOTOPHIE UCIOIHSUIM XapaKTEpHbIE MapTUU B
OaneTax B pa3HBIX CTpaHAaX, BCErJa OBLIO HE COBCeM MPOCTO. [103TOMy OHM | JIep KaluCh Ha CIIeHE
MPAKTUYECKH JI0 TIPEJIETbHO BO3MOKHOTO BO3pacTa.

B konue koHnoB, k koHIy 20-x u Hauamy 30-Xx romoB c(hOpMHUPOBAICS HOBBIN
xopeorpaduueckuil mpeaMeT «XapakTepHBIH TaHel (HapOIHO-CLIEHUYECKUH), KOTOPOro eIie He
OBUTIO HU B OHOH cTpane. M 3TOT mpeaMer oOpen HaydyHO-TIeJarorHuecKyi0 OCHOBY C TIOSIBJICHUEM
yueOHrnKa «OCHOBBI XapaKTEPHOTO TaHIIA», TJI€ aBTOPaMU BBICTYIUJIN MPEKPACHBIE XapaKTEepPHBIC
conuctbl Mapuunnckoro tearpa Jlonyxos, [llupsieB u bouapos. B Hacrosiiiee Bpems 3TOT npeaMer
MOJIYYMJI Ha3BaHUE «HAPOIHO-CIIEHUYECKUN TaHEeL.

Urto Bcerma orMmedana MupoBas Xopeorpaduueckas OOIIECTBEHHOCTh B IOATOTOBKE
WCIIOTHUTEJICH B HAIIMX YYEOHBIX 3aBEJICHUAX — ATO MpeKpacHas nmpodeccuoHaibHas TeXHUYECKast
MOATOTOBKA, yAUBUTENbHAS BBIPA3UTENHLHOCTh B JABI)KEHUSX, OCOOEHHO B KOPIyCE M pyKaxX, 3TO
oOIIeHre C MapTHEPOM M BJaJIeHHWE HallMOHATBHBIMH OCOOCHHOCTSIMH B XapaKTEpHBIX TaHlax. U
3/1eCh HallleMy OalleTy IeMCTBUTEIHHO HE OBLIIO PaBHBIX.

K coxanenuto, HapOAHO-CIIEHUYECKHI TaHEI] BO MHOTOM CTaHOBHUTCS 3aJI0KHUKOM
penepTyapHOi TMONUTUKM Hammx TearpoB. EcTh Ma3ypka B TeaTpe, €CTh OHA M B y4eOHOM
mpolecce, ecTh UCIMAHCKUU TaHell B TeaTpe, OH eCTh B y4eOHOM mpoliecce. A eclid HeT TOro U
JPYroro, TO OT ATOTO CTPaJaeT MPEJAMET M BeCh MPAKTHUYECKUN KOMIUIEKC TOJTOTOBKH apTHCTa
Oasiera, apTHCTa, UMsI KOTOPOTO TTPOU3HOCHIIOCH BCET/IA C BEIMKUM YBAKCHHUEM.

HapoaHo-crienndecknii TaHell B cpeHeM xopeorpaduueckoM oOpa3oBaHUHM HAXOIUTCS B
MMOCTOSIHHOM JIBWKEHUU. JTO XOPOIIO WIM II0X0? MHE KaXeTcs, UTO 3TO XOpPOUIO, TOTOMY YTO
Takasi CUTyallus He JaeT MpeaIMeTy yMepeTh. BeayTcs MOMCKH CBOETO MmoYepKa, CBOEro B3TJIsAIa HA
ATOT MPEIMET, MeATOTH HAaXOIAT HOBBIE Kpacku. Ho oTCyTcTBHE CTAOMIIBHOCTA MOYKET MIPUBECTH K
ocnabnieHuIo B 00pa3oBaHuU. A 3TO, B CBOIO OUYEPE/b, MOXKET IPUBECTHU K MOSBIECHUIO MYCTHIX MECT
B BOCIIUTaHUM apTUCTA Oajera.

Ha cerognst HapoHO-CIIEHUYECKHUI TaHEIl, KaK MPeIMET, OCTaJCsI B OOJbINEH YaCTH TOJIBKO

Ha Hamel tepputopuu. U yxe pazmarorcs roioca 0 Hy>)KHOCTH WJIM HEHY>KHOCTU €0, MOCKOJIBKY
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MHOTME TeaTpbl CTadM HCIOJb30BaTh OaleTHbIE CIEKTAKJIM 3alaJHbIX Xopeorpados, rae
OTCYTCTBYIOT HallMOHaJbHbIE TaHLBIL. 1 3TO B TO Bpems, KOrza MOBCEMECTHO B HAILIEH CTPaHE U BO
BCEM MHUpPE PACTET TAra K HapOJHOMY TAHLIEBAIbHOMY HUCKYCCTBY, PAcTET Tsra K IO3HAHWUIO 3TON
TPYAHOH, HO BaXHOM YacTH B BOCIIUTAHUM apTUCTa Oajera.

Ham HyXHO COXpaHATH HAllM HalMOHAIBHBIE TpaauuMu. [la, ceronHs He MNOSABIAIOTCA
HOBbIE 0ajeThl C HAPOJHO-CLIEHWYECKMMHU TaHIIAMU. DTOT MpPEIMET HaM HY>KEH He TOJIbKO JUIs
KOHKPETHOTO TeaTpa, a JUIsl BOCIUTAHUS apTUCTa Oajnera, BCECTOPOHHE OOpa30BaHHOIO B CBOEH
npodeccun.

JIroboe yuiemieHue Wi OTCYTCTBUE HapOAHO-CLIEHHYECKOI0 TaHIa B yueOHOM Ipolecce —
3TO 00eHeHHE B IOJrOTOBKE IpodeccuoHana.

Uro 3akiroueHo B 370 quctumuinHe? TosbKO M yJIOBOJBCTBUE OT YBUICHHBIX 3THOJOB?
OTa IUCIMILIMHA BKIIIOYAET 3HAYUTEIIBHOE KOJIMYECTBO HAllMOHAIBHOCTEN y CTAaHKA U HA CEPEJUHE.
OHa BOCIUTBIBAET TOJEPAHTHOCTb Y YYAIMXCs, YBaKCHHE K HALMOHAJIBHOW KYJIBTYpE APYTHUX
CTpaH.

Bocnuranue apTucToB [T HAIMOHAJIBHBIX aHCAMOJIEH HAPOTHOTO TaHIIA.

WM HyXHa 3Ta MIKOJIa HAPOJHO-CLHEHUYECKOro TaHUa AJIs Mpo(eccCur, KOTopask UCIONb3yeT
BECh BEJIMKUH OIBIT PYCCKOM XopeorpaduiecKoil HKOJIbI.

Jpyroe neno, 4To HYKHO JAymarh O OyaylleM BHJE 3TOro MpeaMeTa, YTOObl COXPAHUTh B
LIEJIOCTHOCTH HAIllM 3aBOEBaHUs, NMPU3HAHHBIE MUPOBBIM XOpeOorpapuueckuM COOOIIECTBOM. JTO
NEHCTBUTENBHO LIEHHOE ¥ HEMOBTOPUMOE €I11€ HUKEM Hallle HallhOHAJIbHOE JIOCTOSHUE.

bepeupr M pa3BHBaThb HApOAHO-CLICHMYECKUH TAaHELl B CPENHEM M BBICIIEM 3BEHE

pOCCHfICKOFO XOpeOFpaq)I/I‘leCKOFO O6pa3OBaHI/I5{ — OTO Halla UCTOPUYCCKAd 3a/1a4a.

YHUKAJIBHOCTH XYA0K€CTBEHHOT0 mMpouecca pasBUTUA MHOTOHAIIMOHAJIBHOI'O O0ajera

I'.B. beasieBa-Ue1o0MOUTBHKO
balletacademy-hist@yandex.ru

KaHA. UCKYCCTBOBCACHUA, TOLICHT,

MocKoBCKasi TOCYapCTBEHHAs akaieMusi Xxopeorpadpuu
Mocksa, Poccust

VYHUKaJIBHOCTh XYIOKECTBEHHOT'O TIpollecca pa3BUTUS MHOTOHAIMOHAJIBHOTO Oajera,
nposiBuBimascs B CCCP: cTpeMHTENbHOCTH TEMITOB; sIpKash CaMOOBITHOCTB; HACBHIIICHHOCTD
BBICOKOXY/IO’)KECTBEHHBIM, TPOU3BENICHISIMH; TIOSBJICHHE MHOTHX BBIJAIOIIUXCS HAIMOHAIBHBIX
MmactepoB. J[Be cepbe3Hble OaneTHble Tpymiibl [leTepOypra 1 MockBsl - 10 peBomonuu 1917 roga u
60-70 mnpodeccuoHanbHbIX OaneTHbIX Tpynn K KoHIy 80-x rogoB XX Beka, He cyMTas
MHOTOYHCIICHHBIX «aJbTEPHATUBHBIX» KOJUICKTHUBOB W MIKOJ, IPH OSTOM TOCYJapCTBEHHBIX
xopeorpaduueckux — y4wiauin — HacumThiBamoch  21. TakoBa  wtoromas  (akrorpadmus

xopeorpaduueckoit xxu3nu B CCCP.
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Enunas «kpoBeHOCHas cuCTeMa» (PYHKIMOHUPOBAHMUS BCEro COBETCKOro Oanera:
B3aMMOOOMEH  IMeJaroraMu, COJMCTaMH, IIOCTAHOBIIMKAMH, JYYIIUMH TPOU3BEACHUSIMU
penepryapa, KI1acCUYECKUMHU U COBPEMEHHBIMHU.

[TnonotBopHast pesrenbHOCTh Kadenp xopeorpaduum [MTUCa wu  JleHwHrpajackoi
KOHCEPBATOPHUH, BOCIUTAHHE HECKOJBKUX IUIEsI TaJaHTIMBBIX U BBIJAIOMIMXCA Xopeorpados, B
TOM YHUCIIE 3apyOeKHBIX.

[InanHoMepHOE BO3BEAECHHE TPAHAMO3ZHOIO «3JaHUS» MHOTOHALMOHAIBHOIO COBETCKOIO
Oanera, HaumHas ¢ koHma 20-X romoB: OOy4YeHHME KIIACCHYECKOW Xopeorpaduu FOHBIX
NpE/ICTABUTENICH COFO3HBIX W ABTOHOMHBIX PECIyOJHMK (TaK Ha3bIBaeMble HAIMOHAIBHBIC CTYIHH),
CTPOUTENLCTBO B PECHyONIMKAHCKUX CTOJUIAX IIOMIIE3HBIX OIEpPHO-0aNeTHBIX TEaTpoB, 4YTO
JOJDKHO OBLJI0O MHCIIMPUPOBAaTH MECTHBIX MAacTEpOB Ha CO3JaHME MAcCHITAaOHBIX HalMOHAJIbHBIX
cnekrtakieit (teatp um. HaBou B Tamkente, Tearp um. Abast B Anma-Ate, bonbiioit Teatp B MuHcke,
teatp uMm. Cnenauaposa B EpeBane, Tearps! B JloHelike, /lHenponeTpoBcke, XapbKoBe...).

[lepnonnueckoe nposenenue B Mockse u Jlenunrpaae /lexkaa HallMOHAIBHBIX UCKYCCTB C
ydactueM Oajera, B X0/i€ KOTOPBIX BBIIBUIAJIUCh HOBbIE UMEHA, JEMOHCTPUPOBAINCH MPEMbEPHI
cnekrakieil. Haunnas ¢ 1969 rona — nepuoanyeckoe nposenenrne MockoBckoro MexayHapoaHoro
KOHKYpCa; OrpOMHOE I'OCYJapCTBEHHOE 3HAUEHHUE, NMPUJABAEMOE 3TUM MeponpusaTusiM. OTKpbITHE
Takux uMeH Xxopeorpados, kak B.EmuzapeeB, I'. Maiiopo, A. IlerpoB, H. Kacarkuna wu
B. Bacune, D. Cwmupnos, I'. Tlandwmios, I'. Anekcumze, W. Uepnwimes, O. Bunorpamos,
H. Peokenxko, b. Diidman n MHOTUX ApyTHX.

HcnpiTanus 0ObEKTUBHBIMU M CYOBEKTUBHBIMHU TPYIHOCTSIMH, CBSI3aHHBIMH C KaJIpOBBIMU
npoOieMaMu, CIOXHOCTAMHU (OPMUPOBAHMS pENepTyapHOl aduInyd, MPHUBICYEHUS MECTHOTO
3puUTeNs, a TaKke 0co00il 3aBUCHMOCTBIO OT HEKOTOPBIX COLMATbHO-TOJUTHYECKHX (DAaKTOPOB
(mpumepsr: uctopus nmocranoBku JI. JlaBpoBckum Oanera «HouHoit ropoma» Ha My3biky baproka u
«KOHBIOHKTYpHasi», HO BecbMa UHTepecHass mnoctaHoBka JI. bpsHueBa «Ontumuctuyeckas
Tparequsi» Ha My3blky M. bBpoHepa; MO3UTHBHBIE W HETaTHBHBIE COCTABISIONIUE MOJIOOHBIX
SIBJICHU ).

VYcroitunBoe (QopmupoBanue penepryapHoil adumm K KoHIy 80-X TOJOB BO BCeX
npodeccroHanbHbIXx OaneTHbix Tpynmax CCCP, omopa Ha CHEKTakIM KJIACCHYECKOTO Hacienus,
OCBOCHME Tpou3BelcHUN coBeTckoi kimaccuku (B. Baiinonen, JI.JIaBpoBckwmii, P. 3axapos,
JI. SxoGcon, B. Yabykuanu, K. Ceprees, U. benbckuii, }O0. ['puroposuu), criekrakieid Hacieaus
3apyOexxHbIx MactepoB k. bananuuna, P. [Tetu. (CornacHo neproanyecky IpOBOJUMBIM OIIPOCaM-
aHKeTHpoBaHUsM >kypHana «CoBerckuii Oaner» B 1986 romy 15 TearpoB ummenu B pernepryape
«Cmapraky; 11 — nokaszeiBanmu «Pomeo u JIxynberTy», 9 TeatpoB — «l'asHe», CTOIBKO ke TeaTpoB —
«baxuncapiickuii ¢ontan». K uuncimy Hanbonee BOCTpeOOBAHHBIX HAa3BaHUU MO-TIPEKHEMY
otHocuiuch «lllonennanay, «Jledbeaunoe o3epo» u «Thicsiua U oHA HOUB» Ha MY3bIKy @. AMupoBa
B ucxoxHou Bepcuu H. Hazuposorii.

VYcraHoBieHHE «KapThl» OaneTHbIX perroHoB pecnyomuk CCCP. (B mannom o0030pe
OIlyCKaeM paccMOTpeHue xopeorpaduueckoro mporecca B MockBe u JleHuHrpaze, a Takxe B

TpaauIIMOHHO «OaneTHhIX» roponax Ilepmu, ExarepunOypre, Kazanu, Boponexe). Ilpu Tom
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HaOIOZaeTcsl Takoe SBJIEHHE, KOrja Yclexu OalleTHOTO Ipoliecca BO3HUKAIOT B pE3yJbTaTe
TBOpUYECTBA OTIENBHBIX SAPKUX MacTepoB. Tak, Oamer 1. KyiObmmeBa(Camappl) HEpexust CBOU
«peHeccaHc» B OBITHOCTH TaM OaneTmerictepa M.UepHbimesa; pacuer OJecCKOro Tearpa CBs3aH C
nmeneM H. Pppkenko, a B nanekom ChIKThIBKape OaneTHOE UCKYCCTBO BO BCEW IOJHOTE IOKa3all
b. MsrkoB. Y Takux npuMepoB HEMAJIO.

[Tanopama pecrydukanckoro oaera.

VYkpanHa umena 6 rocylapCTBEHHBIX onepHo-OaneTHbIX TeaTpoB (Kues, XappkoB, Oxecca,
Honenk, JluenpomerpoBck, JIbBOB); ocHOBBI ©Oanera B KwueBe 3akiajplBaid — YYCHHUIIBI
A.Sl. BaranoBoii, ObUIO ellleé MHOXECTBO MPEANOCHUIOK ISl YCIIEUIHOIO CaMOOBITHOTO Pa3BUTHSA
6anera. Ho BuaHOi urypsl OanerMeiicrepa-kiaccuka He MOSIBUIIOCh. 3aMETHOE MECTO MPUHAIIICHKUT
A.Illekepe, Bo3rnapisiBmieMy kueBckuii 6aner B 80-¢ ronsl (Bocnuranauk [ U'THUCa, cozparens psga
TaJaHTJIMBBIX CIIEKTAKJIEH B JKaHpe TPaJULMOHHOW XOpeoJpaMbl). YKpPaMHCKHHM TeaTp BbIABUHYJ
YHUKAJIbHOTO XyAokHUKa-ciieHorpada E. JIsicuka, opopmisiBiiero cnekrakiu Bo JIbBoBe 1 MuHCKe.
Eme B coBeTckoe Bpems B3olLIa 3B€3/1a BhlIArOLIErocs TaHuoBurka Baauma Ilucapesa, cymesuiero
UCIIOJIb30BAaTh CBOM OPraHM3aTOPCKHE CHOCOOHOCTH M co3iaTh B JlOHeNKe HOBBIM IIEHTP
xopeorpaduu. baner YkpanHbl CTaOMIBHO TOATBEPKIAT CBOH IMPHOPHUTETHI B OOJIACTH IIKOJIBI,
HEU3MEHHO MOCTaBJIsIs OT KOHKYpPCa K KOHKYPCY HOBBIX BUPTYO3HBIX UCIIOJHUTEIIECH.

baner benopyccuu ¢ eauHcTBEeHHON Tpynmnod B MuHCKe Ha (oHEe Bcel maHopambl OaIeTHOM
xm3an CCCP mpezcTaBiisii BO BCeX OTHOIICHHSX OTPAJHOE MACIITaOHOE SIBICHHE: BBITAFOIIUIACS
pykoBoguTens Oanermeiictep B. EmmzapbeB, cTaOUmbHBIA COCTaB KOJIJIEKTHUBA, OPUTHHATBHBIN
penepryap, co3naHHbli B.Enu3apbeBbIM M NOJKPEIUICHHBIM COJMIHBIM IIEPEYHEM KIACCUUYECKUX
criektakneit. Kaxxaplil ractponbHelii mpuess 6anera benopyccun B MOCKBY CTaHOBHIICS TTOATMHHBIM
COOBITHEM.

Cpennsis  Asusl, e KilacCH4ecKuid OalleT W3HA4YaJbHO BOCHPUHUMAJICS KaK «aHTH-
HCKYCCTBOY, SIBUJIa B COBETCKOE BpeMsl (PEHOMEH €ro pa3BUTHSL.

Kuprusus, crpaHa KOYeBHUKOB, Iie UCKYCCTBO MPO(ECCHOHATBHOIO TaHIa OTCYTCTBOBAJIO
KaK TaKoOBOE, IMPOJEMOHCTPUpPOBAIA CBOM HAIMOHAJIBHBIN KIACCUYECKUN OaleT C YHHKAIbHO-
caMOOBITHBIM XopeorpagoM Ypanom CapOaruiieBblM, 3ameyaTelabHbIMU OanepuHamu bubucapoit
beitmenanuenoii (yuenuna A.Sl. Baranosoii), Aiicyny Toxomb6aeBoii, Honmonoexom bazapGaeBbim.
VImeHHO Ha KUPTrU3CKOil clieHe ObLT BriepBble roctabiieH Oaner K. MomuanoBa «Makber» u «Aceinby
B. Bnacosa (1967 1.).

[TnonorBopHO paszuBaiics Oaner Kazaxcrana. B 80-e roaer rpoMko 3asBUiT 0 cebe Ka3axCKU
Oanermeiictep bynar AroxaHOB, CO3/aBIIMI CBOM KaMEpHBIA KOJIJICKTHB, MOCTABUBIIHIA OaleTh
«IIpecrynnenne u Hakazanue», «TarpsaHa Jlapuna» u 1p. B coBpeMEHHOCTH BBIpa)KEHUS OH COIIEp-
HUYaJ ¢ KOJuIeKTUBOM b. Ditdmana.

Ta/KUKHUCTaH, Ybl0 M3BICKAaHHYIO TaHUEBAIBHYIO KyJIbTypy oueHui eme K. ['omeizoBckuid,
nojapun Oanety «3onotyto»" TaHuoBumny Mamuky CabupoBy, B 4ecTh KOTOPOH IPOBOIMIIHCH
MeX/1yHapoAHbIe KOHKYPCHI Oaiera.

PecnyObnuku 3akaBKazbs NPOSBUIN YIUBUTEIbHYIO AKTHMBHOCTb B OCBOCHHMHM MCKYCCTBA

KJIACCHMYECKOTo Oajnera B €ro TteaTpasibHOM ¢opme. B 3TOM orpoMHas poib JiereHaapHOTro
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B.YaOykuaHu, BCKOJIBIXHYBIIErO U HHCIIMPUPOBABILETO 3TOT npouecc. KoMno3uTops-cuM()OHHUCTHI
I'py3un oOpatunuck K 6aJeTHOMY >KaHPY M CO3/1aIK OOJIBIION pa3HOIUIAHOBBIN penepTryap: AHIpen
bananuuBanze —«Cepaue rop», «PyouHoBbeie 3Be3nwi»; P. [NabuuBamze — «lamumer», «Menpes»;
O. MauaBapuanu — «Oremwion, . Topagze —«opaay, C. unuamze — «/lemMon» u T.1.

baner AsepOaiijkaHa Takke IOBEPHYJI B CTOPOHY MY3bIKQJIbHOM AaKTMBHOCTH, KOTJa
BEAYIIHE KOMIIO3UTOPbI-CUM(OHUCTHI CTAIM NKcaTh OaneTHble napTuTypsl: Kapa Kapaes, @uxper
Amupos, Apud Menukos.

Baner Apmenuu cBs3aH ¢ uMeHeM Apama XadaTypsiHa U ero «CrapTakoMy, Kak U 0areToM
«["asgHe» (00a 3TH MpPOU3BEIEHUS aCCOLMUPYIOTCS C COBETCKOM MCTOpUYecKoil 3moxoif). Mx ponb
BECbMa BEJIMKA.

PecnyOomuku [lpubantuku okazamack Ha TepU(EepUr TBOPUECKOTO IpoIecca, XOTsS U B
tearpax JIuteel, JlarBum, DcTOHMH, O€3yCIOBHO, TMOSBILUIUCH BUAHBIE MAacTepa, TAJAHTIUBBIC
UCIIOJHUTENN, MHTEPECHbIe MOCTAHOBKU. ODCTOHCKMM OaleTHbI TeaTp 34ech ACPKUT MaabMy
nepBeHcTBa. B TauimHHCKOM TeaTpe «OCTOHMS» MHOrMe rojsl pabotama Mait Mypamaa —
Bocriutananna [UTUCa, cmensiii HOBaTtOop Xopeorpadum, kotopas eme B 70-e rToIBI
SKCIIEPUMEHTHUPOBAJIa C AaBaHTapAHBIMU IIOCTAHOBKAaMH, HAKONMB OOIIMPHBIA CaMOOBITHBIN
penepryap. Eil BTopmi ee kosulera us ropona Tapry Ono BuinMmaa, co3naBmuii ¢BOXO TpyIIly U
CBOH pemepTyap B Tearpe «BaHemyilHe». DCTOHCKHMM OalleTHBI TeaTp COBETCKOM SMOXU ObLI
3aMETHBIM XYJ10°)KECTBEHHBIM SIBJICHUEM, OCYIIIECTBIISAS IOUCK COBPEMEHHBIX ITYTEH pa3BUTHUS.

He ynomsnyrtsile B pmaHHOM o0030pe pecnyonuku Typkmenucran u  MonjgaBus He
NPEJCTaBUIM 3HAUUTENBHBIX XYJI0’KECTBEHHBIX SIBJIEHMH B 00JacTH Kiaccudyeckoro oOanera,

COCPEAOTOYNB CBOH YCIICIIIHLIC ITOMCKHU B C(bepe HapOAHOTO TaHLA.

KynabTypHO-HCTOpHYeCKas PoJib PycCKOro dajera

B KOHTEKCTE COBPEMEHHOM POCCHIICKON KY/JIbTYPHO! MOJIUTHKHU

C.M. OueneB
kafedra-Al@mail.ru

KaHJI. TIeJl. HayK, I-p gutoc. Hayk, mpodeccop,
MockoBcKasi TOCyJapCTBEHHAs akaJeMusi Xxopeorpaduu
Mocksa, Poccust

B Hamm nHU yCTOMYMBOE CIIOBOCOYETAHHUE «KYJIBTYpPHAS MOJMTHUKA) MPOYHO BOILIO KAK B
Hay4YHO-TEOPETUUYECKHI, TaK M B OBITOBOW IUCKypC. B3BeleHHas W panuoHaibHas KyJIbTypHast
MOJIMTUKA — OJWH W3 BAXHEHIIMX MPU3HAKOB IMBUIN30BAHHOTO MYTH Pa3BUTHS OOIIECTBA U
3¢ (HEeKTHBHOTO TOCYAApCTBEHHOTO yrpaBieHus. [Ipu Bceli aOCTPaKTHOCTH C€aMOro JTaHHOTO
MOHATHSA, Ha TMPAKTUKE KYyJAbTYpHas TIOJMTHKA BBIpaXKaeTcs B (QGopMe KOMILIEKCa Mep,
MpeANPUHIMAEMBIX  (DeepabHOM, PErdoHabHOM W MECTHOM BJIAcThlO, OOIECTBEHHBIMU
CTPYKTypaMH U T.JA. B IENISX PETyIUPOBAHUS KYJIbTYpPHOTO pa3BUTHs oOmiecTBa. Takum oOpazom,

KyJIbTypHasi MOJUTHKA MOJUCYOBEKTHAa, WU MHOTHME YYAaCTBYIOT B TpOIECCE PETYIUPOBAHHS U
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pa3BUTUS KYJIbTYPHOU >KU3HHU CTpaHbl COOOPA3HO HCIOJHAEMBIM (GYHKIUSAM, MECTY, MO3ULIHU U
UHBIM (haKTOpaMm, JAENAIONINM KYJIbTYPHYIO IOJUTUKY 3aBHUCSIIEH HE TOJBKO OT OPraHU3YIOIIETO U
IUTAHUPYIOIIETO IIEHTPA, HO U OT BCEX 3JIEMEHTOB KYJIbTypOOOpa3yoLIX IPOIECCOB.

B cootBerctBun ¢ Ilacmoprom ®PepepanbHoil ueneBo nporpammsl «KynbTypa Poccuun
(2012 - 2018 romer)», yrBep:kaennoi Ilocranosnennem IlpaBurenscrBa Poccuiickoit denepanuun
ot 3 mapra 2012 roma Ne 186, mpuopuUTETOM TOCYIapCTBEHHOW MOJUTUKU B OOJACTH KYJbTYpPHI
SBJIAETCS PEIICHNE TAKMX 3a]lad, KaK: COXPaHEHUE KYJIbTYPHBIX LIEHHOCTEN U Tpaauluil HapoaOB
Poccuiickoit @enepanyy, MaTepUaJbHOIO M HEMATEPUAIBLHOIO Hacieaus KylbTypel Poccum u
HCIIOJIb30BaHUE €0 B KaUECTBE pecypca JTyXOBHOIO U SKOHOMUYECKOTO Pa3BUTHUS U MOAJIEPKaHUS
BBICOKOT'O TMPECTHXKa POCCHICKOM KyJabTYphl 3a pyOekOM U paclIupeHHe MEeXIAYHapOJHOTO
KYJIBTYPHOT'O COTPYJIHUYECTBA.

CpeactBa peaiv3allMi KyJIbTYPHOM IOJUTHUKA MHOTOOOpa3Hbl, U B LEJIOM HX MOXHO
pa3nenuTh Ha CTUMYJIUPYIOLINE, OXPaHUTENbHBIE M 3alpeTuTebHble. TpagullMOHHO OO0BEKTOM
COXPAaHEHHUS B CUCTEME KYJIbTYPHOH MOJIUTHKHU BBICTYMAET KYJIbTYpPHOE HAcJenue, CYIIeCTBYIOIee
B psizie (hopM, Cpei KOTOPBIX HCKYCCTBO 3aHUMAET OJTHO M3 IEHTPAJIBHBIX MeCT. CTUMYIHPYIOIINE
CpEICTBa HAIlpaBJIEHbl HA pPa3BUTHE TEX 3JIEMEHTOB KYJIbTYPbl, KOTOpbIE SBISIOTCA Haubosee
1enecoo0pa3HbIMU B IPOTHO3UPYEMOM COLMAbHO-3KOHOMHYECKON U MOJUTUYECKOW CUTYyalluH, a
3anpeTuTeNbHble, COOTBETCTBEHHO, MPHU3BaHbl JUKBUIWPOBATH JECTPYKTUBHBIE TEHICHIIMU
COLMAJIbHO-KYJbTYPHOM CPEMBI.

CoBpemeHHasi KyJnbTypHas MonuThka Poccunm crpouTcs Ha OCHOBE aOCTpakTHO-
T'YMAHUCTUYECKUX MPHUHIMIIOB, KOHKPETHOE BOILIONIEHHUE KOTOPBIX BCTPEYAET HEOJHO3HAUYHYIO
peakimio B oOmiectBe. ToOJNBKO OJHO, OXPaHUTENbHO-NPOTEKIMOHUCTCKOE HalpaBlieHUE
KYJIbTYPHOH TOJHUTHUKH - COXPAHEHHE KYJIbTYPHOI'O HAcleAMsl, MOXKET CUMTAThbCA (PyHIaMEHTOM
KyJIbTYPHOH MOJUTUKH TOCYAApCTBA, 3HAYUMOCTb KOTOPOIO HE MOXKET ObITh IepecMOTpeHa B
CTOPOHY YMEHbBIIEHHUA. B 3aBUCHMOCTH OT KOHKPETHOM CHUTyalluu CyObEeKTaMU KYJIbTYpHOI
MOJIMTUKMA MOTYT BBIJBUTATbCS Pa3IUYHbIE CTPATETUUYECKHE W TAKTUYECKHE L€, CBSI3aHHbBIE C
MEHSIOIIUMUCS BHYTPEHHUMH W BHEIIHUMU YCIOBHUSIMHU, HO Pa3yMHBIN MPOTEKIIMOHU3M OCTAETCs
(GbyHIIaMEHTOM Iporpecca KyJlbTyphbl.

KyneTypHOe Hacnenue mpeacTaBisieT co0oi (EeHOMEHONIOIHMYecKylo 0a3y KyJIbTYpBI,
OCHOBaHHME, Ha KOTOPOM CYIIECTBYET M PA3BUBAETCS JaHHAs KyJIbTypa B CBOEM Kay€CTBEHHOM
cBoeoOpazuu. byayunm cyTbio cOXpaHsSeMOro pe3ynbTaTa »HBOJIOUUU KYIbTYpbl, Hacjiexue
CTaHOBUTCS (PAaKTOPOM, OINPEAEISIONIUM HAaIpaBICHUs JajJbHEHIIero pa3BUTHs, BKIIIOYas BCE €ro
BO3MOJKHBIE MpOTUBOpeurs. M mpu ToMm, 4TO B CUCTEME KYJIbTYPhl CYIIECTBYIOT LICHTPAJIbHBIE U
nepudepruyecKue IEMEHTHI, SBICHHs Pa3HOW 3HAUMMOCTH M (DYHKIUN, OTAEIbHBIC HAIMPaBICHUS
HCKYCCTBA MOTYT CUUTAThCS 3HAKOBBIMU WJTU TUTYJILHBIMH JIJISI CTPAHBI B €€ KYJbTYPHOU JKU3HHU.

besycnoBHO, B KynbType Poccun oHUM U3 TakuX BUJIOB UCKYCCTB siBiisgeTcs 6aner. imeHHO
Poccuss crama HE TPOCTO pPacHpOCTPaHUTENEM CaMOOBITHOM XYHO0XKECTBEHHOW TpaIullH
Xxopeorpaduueckoro UCKyccTBa M CO3UIATENIEM HOBBIX €r0 HAMpPaBJICHHM, HO, TTIABHBIM 00pa3oM,

aKKyMYJIITOPOM TPAAUIIHI, COXpaHIEMbIX B CTPOTOM COOTBETCTBUU ayTEHTUYHBIM MCTOUYHUKAM.
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Poccuiickuii  Ganer, B CHUIy Ha3BaAaHHOTO CBOWCTBA, MPUOOPETAET YEPThI IOCTOSHHO
MpUpACTAONIE W pacIIUPSIOIICHCS ©0a3bl, HE CTpeMsIlelcs K TIOJHOW | IOCTOSTHHOM
TpaHcopMaIi, HO YKPEIUISIONICH HAKOIJICHHBIH TOTEHIMAN. YCWIHSAMH TMPEIACTaBUTEICH
BEAYIIUX XOpeorpauuyeckux IIKOJ B POCCHHCKOM COBPEMEHHOM Oajnere Hepa3phIBHO CIUICIHCH
YepThl TPAAUIMOHHOCTH M WHHOBAIIMOHHOCTH, CTAOMJIBHOCTH M JMHAMUKH, 4YTO JIEJIa€T €ro
YHUKAJIbHBIM SIBJICHHMEM B MHPOBOH xopeorpaduu. SIBissch MarHeTUYECKHMM LIEHTPOM HOBBIX
pelieHuii, MPOTPECCUBHBIX  MENArOTMYECKUX  TEXHOJIOTMM, SpPKUX  UHAUBUIYaJTbHOCTEH
UCTIOJHUTENEH M XopeorpadoB, POCCHHMCKHN OajeT He TONBKO NPEACTaBIseT JHMIO Hallen
KyJIbTYpbl: MMEHHO OIIMCaHHBIC BBIIIE CBOMCTBA JeNalOT €ro 3()QPEeKTUBHBIM CPEICTBOM
MEXKYJIbTYPHOI'O B3aMMOJECHCTBUS: MOIMOJIHAIOTCS PAJlbl MHOCTPAHHBIX CTYJIEHTOB, Pa3BUBAOTCA
MEXyHapoAHble NPO(EeCcCUOHATIbHBIE KOHTAaKThl OTEYECTBEHHOM Xopeorpauu, a pOCCUNCKHE
3pUTENN BCTPEYAIOT BCE HOBbIE M HOBBIE 3apyOeXHbIE MOCTAHOBKU. TakuM 00pa3oM, MOKHO
CKa3aTh, YTO YHUKAIBHOCTh PYCCKOTO OalieTa W CHUJia €ro KaJpoB 00eCleYrBaeT peaanu3aluio UM
Takux (QYHKIMHA, Kak cONMKEHHWE KyJIbTYp pa3HbIX HApPOIOB U PACHPOCTPAHEHUE TPAAUIHMA

BBICOKOI'O UCKYCCTBA.

Kaaccuka uim coBpemenHocts? (Juckyccun o oyayuieM xopeorpaguyeckoro HcKyccTBa

B 0aJjieTHOI KpuTHKe HaYyaia XX BeKka)

H.A. Kopurynosa

korshunov2004@list.ru

KaH/J. UCKYCCTBOBE/ICHMSI, CTAPIINI HAy4YHbI COTPYAHUK
l'ocynapcTBEHHOrO HHCTUTYTA UCKYCCTBO3HAHUS
MockBa, Poccus

Crnopsl 0 TOM, Kak JOJKHO Pa3BUBATHCA XOpeorpapuueckoe HCKYCCTBO, CTOUT JIM Oepeub
BEKaMHU CKJIAJbIBAIOLINECS TPaJULMM WM TO03BOJIUTh PA3IUYHBIM HOBILECTBAM I10KOJIE0aTh
YCTOSIBILIMECS] KAHOHBI, B UCTOPUU OaJeTHOro TeaTpa BO3HUKAIM He pa3. bypHble nuckyccun mo
3TOMY ITOBOAY BEJIMCh HA CTPAaHUIAX a3eT U )KypPHAJIOB B Havane XX Beka.

lactpomm  Aficenopbl JlyHKaH u ee wujes «CBOOOJHOTO TaHIA», €CTECTBEHHOro, HE
CKOBAaHHOI'O JKECTKUMH IPAaBWJIAMHM, MOBJIMIA HA Pa3BUTHE TAHLEBAJIbLHOIO MCKyccTBa B Poccuu.
B TBopuecTBe pycckux XopeorpadoB, yxkKe OIIYIIABIIMX HEOOXOJUMOCTh pedopM, cTalu
MPOSBIIATHCA MPUYYIUIMBAsl MJIAaCTUKA, BBIPA3UTEIbHOCTh TEJa; OHU OTKA3bIBAJIUCH OT IIAOJIOHOB,
sKcriepuMeHTHpoBasin ¢ ¢opmoil. Cpeau OaneTmeilcTepoB TIVIaBHBIMH — (QUTypaMu  ObuH
A.A. Topckuii, paboraBmmii B MockBe, 1 M.M. ®okuH, Ha4aBHIU{ CBOIO JCSITEIHLHOCTH B
[TerepOypre, a moTom npopoxuBmuiil ee B «Pycckux cezonax» C.I1. Jlsrunesa.

banetHoe cooOmecTBO pa3fenuiaoch Ha PEBHOCTHBIX IPUBEPIKEHIEB KIIACCHYECKHX
Tpaauuuid u mobopHuKoB pedopm. Cpeau nepBoix — A.JL. BonbiHckuii, A.f. JIeBHHCOH,
JA.U. Myxun. Tak, Hanpumep, BonbIHCKUN yTBep:Kaaj, 4TO KIACCHYECKMM TaHEl — TaHel]

CBSIILIEHHOICHCTBEHHBIN, HE CBA3AHHBIM HU C KAaKUM ONPEICICHHBIM OBITOM, TOBOPSIIHUI TOJIBKO
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oOmieuenoBeyeckoil ganta3zuu. MyxuH MObITaNCAd 3alIUTUTh TPAJAULIUOHHBIE «CTapble) OalleThl OT
MOCSTaTeNIbcTB ~ HOBAaTOPOB M BMEIIATENIbCTBA  apTUCTOB, BOJBHO  OOpaliaBIIUXCS  C
XOpeorpagpuuecKuM TEKCTOM CBOUX MapTUH.

KoncepBatopbl 00114any TaHIIOBIIMKOB, YBICKABIINXCS CBOOOTHON TUNIACTHUKON — KPUTUKE
noasepranuchk T.I1. KapcaBuna u B.A. Kapannu, a unorna naxe cama A.Il. IlaBnoBa. Mx Tanel He
Obu1 OpaBypHBIM M BHPTYO3HBIM, HE H300MJIOBaJ TEXHUYECKUMHU TPYAHOCTAMU. banepunbl
CTPEMWINCH II0KA3aTh BBIPA3UTENBHYIO IUIACTUKY TEJIA, KPACOTY U €CTECTBEHHOCTD I103Bbl, IIEpeaaTh
pa3IMYHbIE OTTEHKH YyBCTB, IIOJIyTOHA.

B 10 e Bpemsi MHOTHE KPUTHUKH OILIYIIAIH, YTO KJIACCHUYECKUU OaneT OCTpO HyXJajucs B
nepemeHax. Bce wuaimie Ha cTpaHMIax ra3eT 3amedaid, 4To OajJepuHbl CKOpee BBIMOIHSIOT
TMMHACTUYECKHE YIIPAKHEHM S, HEKEIIU TaHIYIOT, 1 HAIIOMUHAIOT «TAHIIEBAJIbHbIC MAILIMHKNY.

[TocTerneHHO BO3HUKJIA MBICIIb O TOM, YTO KJIACCUYECKHUI OajleT KaK BHUJI UCKYCCTBa BOOOIIIE
JIOJKeH ucuye3HyTh. OCOOCHHYIO MOMYJSIPHOCTh OHA MpHUOOperna IMOCie PEBOJIOLMH, HA BOJIHE
KOPEHHOT'O T'OCYIapCTBEHHOIro IepeycTpoiicTBa. MOCKOBCKUU KpUTUK A.A. UepenHHH Hamucan
TEOPETUYECKUH TPYZ, B KOTOPOM IIOCJIEN0BATEIBHO IBITAICA T0Ka3aTh HEHYKHOCTh KJIIACCHYECKOTO
0ajera B HOBOM COLIMAITMCTUYECKOM OOIIIeCTBE.

Opnako He Bce TpeOOBaIM CTOJIb PAAUKAIBHBIX ITepeMeH. B OCHOBHOM, CKIIOHSUIUCH K TOMY,
YTO TPAJULMOHHBIE CIIEKTAKJIW MOXHO COXPaHUTh, IMOABEPrHYB HX HEKOTOPHIM H3MEHEHUSM
(OTMETHM, YTO B PEIKUX CIIydasx 1mojoOHbIe HOBOBBEACHUS IIUTH HA IOJIB3Y CIEKTaKIo). Jpyrue
nesTenu OaleTHOro TeaTpa Iojlarajid, YTO KJIACCUYECKUH TaHel JODKeH 000raTtuthes
COBPEMEHHBIMU IUIACTUYECKUMHM MOTHBaMH — 3TO IMOMOXXET €My IpeoOpa3uThCsi U CAeaer
BO3MOKHBIM €ro cyuiectBoBanue. CtopoHHukamu pedopmsbl Obitn B.SI. CBersioB, BBIMYCTHBIINN
KHUTYy «COBpEMEHHBIN Oaner» M 3amuiaBmuil TBopueckue npuHunsl @okuna, H.H. Bamkesuuy,
nocienoBarens wuae Awcemopel JlyHKaH, cuUMTaBIIMK, YTO OaJeT TMOCTENEHHO JOJIKEH
MIPEBPATUTHCS B «MUMOILISICKY».

Kakaplii KpUTHK BBIIBMIal CBOK KOHLENIUIO JajdbHEMIIEro IyTH TaHUEBAIbHOIO
uckyccrBa. Hy)xHO cka3aThb, 4YTO OHM HE ObUIM YMO3PHUTEIbHBIMU. MHOIME TEOPETUKH IbITAIUCH
peain30BaTh WJEU Ha MpakTuKe. BamkeBuu cam cTaBuil HEOOJbIINE XOpeorpaduyecKue CreKTaKIu
(Hammpumep, mo ApeBHerpeueckuM Mupam u mno npousBeaeHusM A.C. Ilymxuna). BonbiHckuii
otkpsln HIkomy Pycckoro Gamera u, mo BocmomunHanussm H.I'. Jlerara, mpekpacHo 3Ham U MOr
M0/ICKa3aTh TEXHUKY UCIIOJIHEHUS JTF000r0 KJIaCCHYECKOTO Ta.

B nmanbHeiimeM BBISICHUIIOCH, YTO B TOW WJIM WHOW CTENEHW OBUIM BOIUIOIICHBI BCE
BBIJIBUHYTHIE JIeATENISIMU TeaTpa KOHLeNuu. [IpaBbl okazaiauch Te, KTO CBA3bIBaN Oy/yliee Oanera
C HOBOM, COBpeMeHHOW IutacTukoi: B 1920-x rozmax mpousomlen BCIUIECK MHTEPECAa K MCKYCCTBY
NBIDKEHUS, paboTamo OOJbIIOe KOJWYECTBO CTYAWW, T/€ 3aHUMAJIUCh JIIOOUTENH W
npodeccuoHanbl, He MOrja He OKa3aTh BIMSHUA Ha OanerT u O6uomexanuka B.D. Meilepxonbaa.
JlekcUKy KIJIaCCHYECKOTO TaHIA MOIMOJHWIM aKpoOaTHYecKHe M CIOPTHUBHBIE AIIEMEHTHI, YTO
3HAQUYUTEIIBHO PACIIUPUIO KPYI €ro BBIPA3UTENBHBIX CPEACTB, MO3BOJIMJIO BBIBECTH Ha CLEHY
KOHTpPACTHbIE, I'POTECKHBIE, OCTPOXapakTepHble 00pa3bl. B TO ke Bpemsi MpoJoinKalu CBOIO

NEeSITeIbHOCTh U MPUBEPKEHIBI TPAJAULIUNA: HECMOTPS Ha TPYJHOCTU IMOCIEPEBOIIONUOHHON MOPHI,
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OHU OEpeKHO BOCCTAaHABJIMBAJIM BHINABIINE U3 peNepTyapa KJIaCCHYECKUE CIEKTaKIHN U Mepe1aBain
WX CIIEIYIOIIMM MOKOJICHHUSIM TAHIIOBUIMKOB, HA BCEBO3MOXKHBIX JUCIYTax W BCTpedax yOexaanu

PYKOBOJACTBO CTpPAHLI B HGO6XOI[I/IMOCTI/I COXPAHUTH TpaAUIIUU KIIACCUUCCKOTO Oasera.

Pycckmii 6asieT — yHUKAJIbHBIA ()eHOMEH COBPEMEHHOH COMOKYJIbTYPHOM KU3HU

ML.IO. I'engoBa

avrorkal96@yandex.ru

acnupaHT Akagemun Pycckoro banera umenu A.5. Baranosoii
Cankr-IletepOypr, Poccus

Cytp Pycckoro Oamera sipko monmerun emie M.E. CanteikoB-Illenpun B «lIpoekte
COBPEMEHHOr0 OalleTa: «KOHCEpBATOp A0 CaM03a0BEHUs, KOHCEPBATOP MO MPEUMYIIECTBYY.
O4eBHIHO, UMEHHO B 3TOM KOHCEPBATUBHOCTH M KPOETCSI YHUKAIIBHBIN (heHOMeH Pycckoro Oanera
- abCONOTHO aKajgeMHUYHOTO 10 Qopme, OECKOHEYHO TPEMETHOr0 IO AMOIMOHAIBHON
HAMOJHEHHOCTH U TICUXOJIOTUYECKOW TIyOMHE BOIMPOCOB, PACCKa3aHHBIX OaJeTHBIM TEaTPOM.
OpnHako ATOT NMPU3HAHHBIA BO BCEM MHUpPE OILIOT MEPBOKJIACCHOTO Oajera HE CTOMT Ha MecTe, a
CTPEMHTCS] THOKO pearupoBaTh Ha COBPEMEHHbIE TEHICHIIUH, CIEA0BATEIIbHO, PYCCKUN OaneT — 3To
HE MY3€il, a aKTUBHBII MHOTOI'PaHHBIN CYOBEKT COBPEMEHHOM COIIMOKYIBTYPHOU CPEJIBI.

CouMoKynbTypHas Cpeia — HCTOPUYECKH CJIOKMBIIEECS, LEIOCTHOE MPUPOAHOE
MPOCTPAHCTBO, JAHHOE JIMYHOCTH, B KOTOPOE OHA IOIPYy:KEHa U TEM CaMbIM BKJIIOYEHA BO
B3aUMOJICHCTBUE C 00IIeCTBOM. Bhinarommiicss KynbTyposior u ceMuotuk FO.M. Jlorman otmeuarn,
YTO MBI C CaMOTO POKJICHHUS HAXOAUMCA BHYTPU KYJIbTYPhl U UCKYCCTBA, T.K. OHU <GIBJISFOTCS
omnpezaeneHHoi Gopmoii oOiieHus, 6e3 KOTOpoil Hallle co3HaHHe He cyiecTByeT. OHO B HAaC, U MBI B
HeM». VIMeHHO yMeHHEe uepe3 OCMBICICHHYI XYAOXKECTBEHHYI0 (opMy 3amedarieBarb,
TPaHCIMPOBATh MOTOK JYXOBHBIX IIEHHOCTEW TOW WJIM MHOW 3MOXH IMO3BOJSIET OCTaBATHCS BCEMY
HCKYCCTBY B IIE€JIOM HENPEB30MJEHHBIM BOCHUTATEIEM 4elloBeueckor nymu. M Oaner B 3TOM
OTHOIICHUM BHE KOHKYpPEHIIMH, T.K. O3TO HeBepOaIM3WpPOBAaHHOE MCKYCCTBO, HCKpEHHE U
CHUIOMHUHYTHO (Ha TPOTSDKEHWM BCETO CIIEKTAKIIsA) OOHaXKalllee HYTPO YeJOBeKa C pPa3sHBIX
pakypcoB: 6aner He TpeOyeT mepeBoia, T.K. ’TO MaTepHUaTU30BAHHOE YYBCTBO M SMOITHS.

B uem e cekper HemoBTOopuMocTH Pycckoro Oanera? Tpanuuus BOCHHMTaHUS apTHCTa
OameTa paccMaTpuBaeTCs Kak KIloueBas B IIKoJie Pycckoit OaneTHON meaaroruku: CTPOToe
COONIOICHHEe KAaHOHOB CTaHOBIEHUS MPOGECCHOHATBHOTO «MHCTPYMEHTa» aprTucra Oanera —
OBJIAJICHME pPEMECIOM ¥  B3palliBaHWE Iyl OyAYyIIEro apTHUCTa, PACKPBITHE  €ro
VHIUBUYAIBHOCTH YEPE3 MHTEIUIEKTYAIbHYIO HHTErPAIUIO.

NMeHHO acmeKkT WHTEIUVIEKTYallbHOM WHTETpaldd IIO3BOJISIET BBISIBUTH €IIE  OJHY
OCOOCHHOCTh  TpUTATATEIbHOCTH Pycckoro Oamera — MOIIHYIO BOCHHUTYIOUIYIO — pOIib,

KaTaJIM3UPYIOIIYIO KCJIAHUC KaK 3pUTEIA, TaK U CaMOI'0 apTHUCTa IIO3HaBaTh, Ppa3MbIIIATE.
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B kauecTBe MIUTIOCTPATUBHBIX MPUMEPOB MPEJCTABICH BUAcOpparMeHT Oanera «bonr»; Ha
npumepe OanetoB «JleHmHrpanckas cumoHus» U <«OKu3enp» TOKa3bIBaeTCS CHOCOOHOCTH
Pycckoro Oanera BBICTYNAaTh CaMOUJCHTU(DUITUPYIOIIUM (PaKTOPOM B COBPEMEHHOM MHUPE.

Pycckuii 6anetr — yHUKaIbHOE COIIMOKYIBTYPHOE SIBJICHUE, BOHUKIIEE TOYTH TPHU CTOJCTHS
Ha3aJl, HO HE yTpaTHBIIEEe, a MPEyMHOXHBIIEE YMEHHE UCIIOIHATH CBOM ITOJICTHI JTyNIOH, KaX bl
pa3 BOJHYS 3puTels. B 3TOM M 3akimioyaeTcss MHOTOTpaHHOCTH (eHomeHa Pycckoro Oamera B

KOHTEKCTE COBPEMEHHOM COLIMOKYJIBTYPHOU PEAIbBHOCTH.

Jesitesqin pycckoro 6asera B quaJjiore KyJabTyp: bopuc Jlucanesnu

O.B. llyran

oshugan@rambler.ru

KaH[. UIOJN. HAYK, CTapIIUi HayYHbIH COTPYIHUK
HNucturyra mupooit nuteparypsl uMm. A.M. I'opskoro PAH
Mocksa, Poccus

JlocToliHbIil BKIIaJ B pa3BUTHE (DEHOMEHA pycCcKOro Oanera ¥ Auajor KyiabTyp BHec bopuc
Hukonaesuu JIncanesuu (1905-1985) — Tanmosiuk, aptuct «Pycckoro 6anera» Cepres Jlsruesa,
OOIIIECTBEHHBIH JIeATeNb, TUIIOMAT.

HNms B.H. JlucaneBnua, K coajJeHHIO, Majao u3BecTHO B Poccuu. Ero Oonbine 3HaOT Ha
BocToke, mockonbKy BTOpasi MOJIOBUHA €ro >KW3HU npouuia TaMm. buorpadus b.H. Jlucanesuua
MOMCTUHE YJUBUTENIbHA, MOJTHA HEOOBIYAHBIX MPUKIOYEHUH 1 BO MHOTOM SIBJIIETCS OTPaKEHUEM
JApamMaTH4yeckux CcoObITMM Havaima 20-oro Beka, KOorja B pe3yjbTaTe pPEBONIOLMU OOJbIION
MHTEJUIEKTYyaJIbHBIN M1acT oO1iecTBa OblT 0TOpBaH OT Poccuu u okasasncst B SMUTpaLuu.

KyneTypHOE paccessHue pycckoil MHTEUIMTEHIIMU OKa3aio OOJIBIIOE BIUSHUE HA CTpaHBI
EBpornbel 1 A3uu u cocodctBoBano conmxenuto Boctoka u 3anana. B amurpanun b.H. Jlucanesuu
Hayan paboTaTh B MapHKCKOM TeaTpe «AJbramOpay, 3aTeM TaHIeBal B «POMaHTHUYECKOM PYCCKOM
teatpe» bopuca PomanoBa, Oyaymiero 6anerMeiictepa HblO-HOpKCKOro «MeTporoauTeH-onepay,
noka B 1925 r. He Obu1 npunsaT B Tpynny C. srunesa.

JlucaneBuu nebrotupoBan B Oanere «llerpymika», rae TaHUeBan HapTHIO TOPOIOBOTO, C
KOTOpO# Korjaa-tTo HauuHai Jleonna Mscun. B Teuenue nsatu ner, ydactBys B «Pycckom Oanere»
JlsruneBa, oH craHueBai B 6oiee ueM 20-tu Oanerax. Cpenu Hux: «Kus3p Uropsy, «lletpymikay,
«ITapan», «KapnaBan», «Kap-ntuma», «Tpeyronka.

B 1930-e roas! b.H. Jlucanesuu nepedpanca B Unauto, a motom obocHoBascs B Hemare.
Ero ponp B KynbTypHOU NOJUTHKE 3THX CTpaH TPYAHO NepeoleHnuTb. ViMeHHo Torna Jlucanesuu
peanu3oBan ceOs Ha MOIMpPHILE AWIUIOMATa, MOJUTHKA M oOuiecTBeHHoro nesrens. B 1959 r.

KypHau «Jlali» Ha3Ban ero BTopoil nocronpumeuaTesbHOCThI0 Henana nocne DBepecra.
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O npobaeMe «pycckux» 0a1eToB B pycckom d6ajieTHoM TeaTpe XX Beka

A.IlL. I'pyubiHoBa

anna_gru@mail.ru

KaH/J. UCKYCCTBOBEICHHUSI, IOLIEHT

MockoBckas rocyapcTBeHHas konceparopus um. I1.M. YaiikoBckoro
Mocksa, Poccus

baner, mosBuBmmch Ha pycckoit ciieHe B XVIII Beke, cran /st OT€UeCTBEHHONW TpaauIluy
SIBJICHHEM, MEPECaKEHHBIM HA HOBYIO IIOYBY B YK€ MPAKTUYECKU clokuBiiemcs Buae. OaHaxo,
MOTIaB B KOHKPETHBIC HAI[MOHATIHHBIC YCIOBHS, OH OBICTPO Hayall pa3BUBATHCS CAMOCTOSITEILHBIM
nytéMm. [lestenbHOCTh NBYX OanermeiicrepoB u nemgaroroB (LLL.-JI. Juamo u M. [letuna) cuauana
BO3BBICHJIA TPATUIUIO PYCCKOro Oanera J0 OOIIeeBPONECKOro ypoBHS, a 3aTeM BbIBElla €ro Ha
BEIIYIIYIO MTO3UIHUIO.

Bcé BhImen3noxkeHHOE BIIOJIHE HU3BECTHO M JIOKA3aTENbCTB HE TpeOyeT. MBI ke XOTuM
MOCTaBUTh BONPOC HMHA4ye: MOYeMy B HCTOPHH OYpHO pPa3BUBAIOIIEIOCsS PYCCKOro Oanera Ha
npotrshkeHun Bcero XIX Beka cTonp Majo ObUIO MOCTAaHOBOK UMEHHO PYCCKUX, CBSI3AHHBIX C
HallMOHAJIBHBIMU CIO)KETaMU (KaK HapOIHBIMH, TaK U aBTOPCKUMU)?

B Teuenue cra ner Ha meTepOyprckod M MOCKOBCKOM CIieHE OBLJIO MOCTABJICHO HEMAJIO
0aJIeTOB, Cpe/ld KOTOPHIX CIIEKTAKJIW Ha HAIIMOHAJIbHBIC TEMbI BUIATCS CKOpPEE MCKIFOYCHUEM, YeM
npaBwiIoM. B 3ToM, moxkanyii, KapJIMHAIbHOE OTJIMYME TPAAUILIUU PYCCKOTo Oanera OT Tpaaulluu
pycckoit omnepsl. HauaB pa3BUBAaThCS MPAKTHUUECKH TMapajUieIbHO, ITH JBa aHpa OKa3aJluCh Ha
COBEPIIIEHHO pa3HbIX MyTsix. Onepa ¢ caMoro Hadajga CBOEM CIIEHMYECKOW >KM3HHU HMCIOJIb30Balia
MHOTOYHCIICHHBIE pycckue ciokeThl, B KoHIle XVIII Beka B OONBIIMHCTBE CBOEM KOMHUYECKHUE, B
Hayame XIX Beka— cka3ouHble M wucTopuueckue. Jlamee, B TBopuecTBe M. [nmuHku ©
MOCJICIOBABIINX 32 HUM KOMIIO3UTOPOB, OTEUYECTBEHHAs oOllepa MPOJOJDKUANIA aKTHBHEE BCETO
pa3BUBaTh MMEHHO pycckue croxkeThl. Ha (oHe spkux pyccKuxX CHOKETOB OMNEpHBbIE JTUOPETTO,
CBA3aHHbIE C MHOM TpagulMen, KaXyTcs CKopee HCKIoYeHusMu. VX Hemano, HO BCE-Takw,
OCHOBOI pycckoil omepsl XIX Beka BUAMTCS MMEHHO pycckas Tema (MpuyéM, camoro pasHoro
YKaHpa: OT CKa3KM | 3I10Ca JI0 HAPOIHOM Jpambl).

Ecnu sxe mpoaHanm3upoBaTh MOSBIISIONIMECS B TO BPEMS Ha OTEYECTBEHHOM CIleHe 0aleThl,
TO OKaXXeTCs, YTO PYCCKHX CIO’KETOB B HUX 3HAYUTEIHHO MEHBIIE, YeM JIOOBIX WHBIX. MOXKHO
yKa3aTh Ha €IUHCTBEHHBIN MEpUOa pa3BUTHUS Xopeorpaduueckoro uckyccrsa B Poccum XIX Beka,
KOTJIa PyCCKHE TEMBI AE€HCTBUTEIBHO IAPCTBOBAIM Ha ClIeHe — 31noxa OTeuecTBEeHHOW BOMHBI 1812
royia. Toraa cpaBHUTEHFHO HEHAIONTO TIOMYJISIPHBIME CTAJTM TEPOUIECKUE U UCTOPUYECKUE OAIeTHhI,
JUBEPTUCMEHTHI, COCTOAIIME M3 HApOJHBIX MECEH W IUISICOK. DTOT IMEpPUOJ B OTEUECTBEHHOM
OaeTHOM TeaTpe OCTaBHJI MO cede MaMsTh B BHJIE PYCCKOTO CIICHMYECKOTO TaHIIA, BIIOCIEICTBUU
CTaBIIETO CO3BYYHBIM POMAHTUYECKOW TPAJUIIUA MCIOJIb30BAHUS HAIIMOHAIBHBIX TAaHIIEB B
aBTOpCcKUX Oasierax. B umHble xe mepuoasl XIX Beka pycckue CrOKETbl OKazaduCh Ha JalEKON

nepuepun HHTEPEeCcoB OaneTMencTepos.
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Heckonbko MOCTaHOBOK MYHKTUPOM MPOYEPTHIIM JTUHHUIO HCIOJB30BAaHUS HAlMOHAIbHBIX
CIOXKETOB B YKa3aHHYIO 3110XY. DTO, B OCHOBHOM, 0ajeThl, MOCTaBJICHHbIE HA OCHOBE MPOU3BEICHUN
JIUTEepaTypel, coBpeMeHHOW Oanermeiictepam («Pycman wu  Jlrogmuna, wmm  HusBepxkenue
Yepuomopa, 3ioro Bosmeonnkay (1821), «Kaskasckuit uiennuk» (1823) u np.). KommuectBo xe
HCTOpHYECKUX OaneToB, ocymiecTBiIeHHbIX B XX Beke, Oonee yeM orpaHndeHHO. MOXXKHO yKa3aTh
Ha Oaner A. bama «Cym6eka, nunu [Tokopenue Kazanckoro mapctsay, JIHOPETTO KOTOPOTO, €CIIH
BEPUTH OJHOMY W3 KPUTHUKOB, OBUIO CBSI3aHO C PYCCKUM HMCTOPHYECKUM CioxkeToM. HecMoTpsi Ha
BCIO KPUTHUKY (CyIs 11O OT3bIBaM, BIIOJIHE CIIPABEUIMBYIO), CIIEKTAKIb ATOT OKA3aJICid peAdaiiliuM
MIPUMEPOM PYCCKOTO ucToprueckoro 6anera B XI1X Beke.

B dem ke mpUYMHBI TaKOro MapaJOKCAIBbHOIO Pa3BUTHUsI PYCCKOTo Oanera 0e3 pPyCCKHUX
ctoxeroB? [IpHumHBI TOMY, KAKUMH OHH BHUJSTCS ceifuac, ObUIH BITOJHE OOBEKTUBHBI.

Bo-mepBhIX, BBIOOp CIOKETOB JJIsi MOCTAHOBKHM OBLT IEIMKOM 3ajadeii xopeorpados.
bonbmmucTBo e u3 HUX B XVIII 1 XIX Bekax Obutn nHoctpaniamu. OHH, KaK IPaBUIIO, HE 3HAIIN
UCTOPUU M MH(OJOTUU CTpaHbl, B KOTOPOH paboTanu, a, COOTBETCTBEHHO, Ja)K€ MBICIH O TOM,
4TOOBI BOCIOJIB30BAaTHCSI UMHU JJIS CO3/IaHUS CIEKTaKjJIel He BO3HMKaio. Bopouewm, u 31ech ecTh
UCKJIIOUEHUS: e€IUHCTBEHHbIM Oaner XIX Beka Ha OCHOBE PYCCKOW CKa3KH, <«IOKUBLIUI» 110
Hamero BpeMeHU — «KoHEk-ropOyHOK» — ObLI MOCTaBiIeH OaleTMeicTepoM-(PpaHIly30M Ha
MY3BIKy KOMIIO3UTOpA-UTANbAHIIA, KOTOpasi, HECMOTPsI HA OOBUHEHUS B «HE-PYCCKOCTUY», MOXKET
MI0XBACTAThCSl HAIMYMEM MHOTOYHMCIIEHHBIX IIUTAT PYCCKUX HAPOJHBIX IECEH U POMAHCOB.

Bo-BTopeix, mpuesxasimue B Poccuto OanmeTmeicTepsl CTapaluCh MOCTaBUTh KaK MOXHO
Oosblllee KOJMYECTBO CIIEKTakKJeW B camoe Kparyaiiiiee BpeMs. B 3Tom ciyyae ecTecTBEHHBIM
BBIXOJIOM OBIJIO NMEPEHECTH YK€ MOKa3aHHBbIM Ha OHOM U3 3alaJHOEBPONEWCKUX CIIEH OaneT B
OTEUYECTBEHHYIO MPAKTUKY. Pazymeercs, HEKOTOpbIE U3 XOpeorpadoB cO3/1aBaji HOBbIE CIEKTAKIIN
JUI. MOCKOBCKOM M, IIPEXJE BCEro, nerepOyprckoil CleH, 0JHAKO Yalle BCEro MOXHO BCTPETUTh
1100 mpsiMble KOIMM, TMOO pelakliiy, CAeTaHHble CAaMUMHU aBTOPaMH (HEPEIKO — MO IIeH3YPHBIM
COOOpaKEHUSIM).

B-Tpetbux — ¥ 3TO HBIHE Ka)Xe€TCs CaMbIM MapaJOKCAIbHBIM — K PYCCKUM CIO)KETaM He
TAroTeNaa U MyoJuKa, Ipexae Bcero, nmyOauka MpuIBOpHas, nerepOyprckas, OpueHTUpOBaHHAs Ha
KynbTypy 3amanHoil EBpombl. Ecinu omepbl Ha PYyCCKHE CHOKETBI CO3/1aBAJUCH PETYISAPHO, TO
0ajeTbl Ha PyCCKUE TeMBbI, BEPOSTHO, PECTABISUIMCH YEM-TO BapBapCKUM U B JIy4IlIeM clydae —
KOMUYECKHUM.

Heynuurenen nostomy ToT ¢dakt, yto u3-noj nepa I1. YalkoBCKOro He BBINLIO HU OJJHOTO
Oajera Ha PYCCKUH CIOXKET: KOMIIO3UTOP TOrO BPEMEHH OBbLI LEIUKOM MOTYUHEH Xopeorpady.
[Tocnenosapmuii 3a HUM A. ['1a3yHOB Takke HE CO3/1ajl HAI[MOHAJILHOTO Oajera.

Hacrosmmii BCruieck MHTEpeca K PyCCKOM TeMe MPOU30MAET, MOXKAIYH, TOIBKO B Hadaje
XX Beka, KOrja BO BpeMs 3HAMEHUTHIX ISTUIIEBCKUX CE30HOB MOSIBATCS 3HAKOBBIE CIIEKTAKIIHU,
CTaBIIIME «OTKpBITUEM» pycckoil Tembl («Kap-ntuna» (1910), «llerpymka» (1911), «Becna
cesamerras» (1913) u nop.). I camoe Mr000MBITHOE B HUX TO, YTO CO3/IaBAJIUCh OHU «HA SKCIIOPTY,
KaK HEOXXKUJaHHAasl IK30THKa JUIsl TApUKCKUX TacTpOJIel, U 3aTeM JIHILb MEPEHOCUINCh Ha PYCCKYIO

MOYBY.
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BnocnenactBun, Ha mporsbkeHun XX Beka, HallMOHANIbHAas TeMa OyJeT CBs3aHAa YKE C
OCBOCHHEM HE TOJBKO COOCTBEHHO PYCCKOW HMCTOPHYECKON M PYCCKOW CKAa304YHOM TEMBI, HO U
HOBBIX — COBETCKUX — CHO)KETOB. BrpoueMm, NMpUYMHBI TOMY MOKHO HalWTH KaK B COOCTBEHHO
OCO6€HHOCTSIX pa3BI/ITI/I$I 6aneTa, TaK U B HOBBIX ITOJIMTHYCCKHUX 3aJadax, IOCTaBJICHHBIX B TO BpeMSI

nepea BCEMU BUJAMH HCKYCCTBA.

PomaHTHYecKHE 0aJIeTHI «Cnanmz[a» U «YHIHHA» HA CIIeHe Mapmmclcoro TEaTpa

U OCCHAHHUYECCKAA TPpAaAULIUsA

AJIL. BacuibeBa

characterdance@yandex.ru

npenoaasarenb Akagemun Pycckoro 6anera umenu A.S5l. Baranosoit
Cankr-IlerepOypr, Poccus

HcKyccTBO KIIacCMUECKOro Oajera sBISETCS HEOThEMJIEMOW 4acTbl0 PYCCKOH KYJBTYpBHI.
CerogHs B paMKax COXpaHEHUS M Pa3BUTUs YHUKAJIBHBIX aKaJEMHUYECKHUX TPAIAULHUNA PYCCKOro
0ajera W B LEJSIX COBEPIICHCTBOBAHUS y4eOHOTO Iporecca Bce 0ojiee aKTYaIbHBIMUA CTaHOBSTCS
UCCIIEIOBAaHMsI XOpeorpaduu C TO3UIUM KYJIbTYpPOJIOTHH, B OCOOCHHOCTHM TaK Ha3bIBaeMOU
«KYJIbTYPHOW HCTOpUM», H3YYAIOIIEH KOHTEKCT IIOSABJICHUS W CTAHOBJICHMSI TE€X WM HHBIX
KOMIIOHEHTOB OaJIeTHOTO CIEKTaKJs, OT/AENbHBIX MOTHMBOB, a TakXe BIUSHME Ha Oaner uiew,
aKTyaJpHBIX 3moxe. [IpencraBisiemoe uccieqoBaHUE MOCBSIIEHO aHanu3y OaneroB «Cunbduaa» u
«YHauHa» B penepTyape MapuuHCKOTo Tearpa B KOHTEKCTE OCCHaHUUECKUX TPAIULIMM.

[TonsiTe OCCHaHM3Ma, CIIOKUBILIEECS B TYMAaHUTapHBIX HayKax, IEPBOHAYAJIBHO MOSBUIIOCH
B JIMTEPAaTypOBENEHUHU, 3CTETUKE, B MEXIUCLUIUIMHAPHBIX HcCileqoBaHMsIX. OHO CBS3aHO C
aHAIM30M W OIICHKON BiUsiHUA, KoTopoe okazanmu «[loambel Occuanay [[xeitmca MakdepcoHa,
BIIepBBIE onmyOsinKoBaHHbIe B 1760 r., Ha nuTepatypy U uckyccrBo koHua XVII — nagana XIX B.
Jlonroe BpeMst UCCIIEI0BATENN U KPUTUKU 3aHUMAIIUCh TIPOOIeMOil ayTeHTUYHOCTH/MUCTU(DHUKALIUN
Mo3M. 3aTeM OCCHaHU3M ObUI MOHSAT KaK SBJIEHHE JUTEpaTypHOro IpeIpOMaHTH3Ma, BIHSIHHE
OoccHaHuM3Ma - OT OOILIero MeNaHXOJMYECKOro HACTpOeHHMs] J0 O00pa3HOro  CioBaps
XYJO’KECTBEHHOTO TEKCTa - OOHApYXMWJIOCh B H300pa3UTEIBbHOM HCKYCCTBE, JAaHIIIAQTHOM
UCKYCCTBE, TeaTpe, My3blke. JDTomy mocBsiieHbl padotel [[.C. JluxaueBa, FO.JI. JleBuna, A.B.
Bbyneruesoii, ®uonsl Craddopa, ['oBapaa 'ackuna. B nocnennee BpeMs B LIeHTpe HccieqoBaTenen
OCCHaHMWYECKOW TpaJuLUU — MPoOJIeMbl CTAHOBJIEHHUS HAIIMOHATbHON UACHTUYHOCTH U 1IEJIOTO psjia
KYIbTYPHBIX MpaKTUK (OT cobupaTenbcTBa (ONbKIOpPA 10 POMAHTHYECKUX MYTEIIECTBUHA U
TypU3Ma).

Banersr «Cunbduna» (xopeorpadust A. bypaonsuns 1836 r., B penakiuu J.-M. ¢on Posen,
npembepa B MapunnckoM teatpe B 1981 r.) u «Yuauna» (xopeorpadus I1. Jlakorra 2006 r., o XK.
ITeppo 1843 r.) paccMaTpuBalOTCS C TOYKH 3pPEHUS OCOOCHHOCTEH TEMAaTHKH, IpamMaTypruu
CIIEKTaKJIs, BBIPA3UTEIbHBIX CPEICTB, KOTOPBIE YETKO MAPKUPYIOT OCCHAHUYECKYIO TPAAMLMIO B

xopeorpaduu.
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OTMeuaeTcss 3HAYUMOCTh OCCHAHWYECKOW TpPAJUIMK [JI1 CTAHOBJICHHS HAIlMOHAIBHON

TEMAaTUKH Oajera Hu, B OCO6GHHOCTI/I, XApaKTCPHOI'O TaHLIA.

3HavyeHUe N300pPa3UTETBHOI0 HCKYCCTBA B (DOPMUPOBAHUH MOJIOKUTEIHLHOT0 00pa3a

pYyccKoro daJiera

E.A. Joaranosa

dolganovakatya@gmail.com

KaHJI. KyJIbTypOJIOTH,

npenoaaBaresns MexayHapoIHOro yHuBepcurera B Mockse
Mockaa, Poccus;

A.B. bokapes

art-prim@bk.ru

TUPEKTOP YUpeKACHUS KYIbTYPhI

YactHas xynoxecTBeHHas raiepes «Apt.IIpum»
Kykosckuii, Poccus

Pycckuit Oaner kak oOmeMupoBoi ()EHOMEH BBIXOJIUT JAIEKO 33 PaMKH TeaTpa, 3a/1aBas
TPEH/IbI M HAIIPABJISIsl pA3BUTHE MHOTUX KYJIbTYPHBIX HHIYCTPHUH.

N300pa3utenbHOEe UCKYCCTBO MOXET BOCHPUHMMATHCS KaK MOILHAs CHJIA 3MOLMOHAJIBHO-
MHTEJJIEKTYaJIbHOTO BO3/IEUCTBUSA U CIIOCO0 MOMYJIsIpU3allMi PyccKoro dajiera B MUpE.

N300pa3utenbHOe UCKYCCTBO JeaeT 0ajeT JOoCTOosHHUEM OoJiee MIMPOKOro Kpyra JIoeH, a
XYAO)KHUKH, oOpamasice K oOpa3am Oanera B CBOEM TBOPYECTBE, IOMYHMHSS MX CBOUM
XYZ0’KECTBEHHBIM 3aJladyaM, - 1al0T OLIEHKY U BUJEHHE poJiu OajneTa B 00IECTBeE.

KuBonuce, ckyabnTypa, rpaduka ecTb BCIOMOIaTelIbHBIE JJIEMEHTHl  CO3JaHUS
TeaTpaJbHOTO TMPEACTaBICHUS B TOM, 4YTO Kacaerca OQOPMIICHHUS CIHEKTakKls, TeaTpalbHO-
JeKOPaIlMOHHOTO UCKYCCTBA, CLIEHOTpaduu.

CBsi3b  pPyCCKOTO MoOJIepHA U pPycCKOro Oarnera, (OpPMHPOBAHHME AaBTOPUTETA PYCCKOM
OanetHol miKosbl. COBOKYMHBIH HMHUDK HMMEH XYJOXXKHUKOB-aBaHTapAMCTOB Hadaja BeKa
(H. Tonuaposa, M. Jlapuonos, M.B. Jlo6yxunckuii, HK. Pepux, A.H. benya, 3. CepeGpsixoBa,
K.A. KopoBun, A.{. T'onoun, JI.C. bakcr, C.}O. Cyneiikun, b.H. Anucdensa, I1. Ilukacco,
A. Marucc, M. Illaran, XK. Bbpak), ux cBi3p C OajeToM YyCHJIMBAIOT KOMIUIEKC COIMATBHBIX
B3aMMO/ICIICTBHI, HallpaBJIEHHBIX HAa (OPMUPOBAHNE 3HAYEHHSI pyCCKOIro Oasiera B MUpE.

Poman dororpadpun u Gamera — OSTO HCTOpUS OTHOILICHHH CTAaTUKA U JUHAMHKH.
A B KOHEYHOM HTOTe — IOMNBITKA KaKIOTO M3 3TUX MCKYCCTB, OOBEAMHUBIINCH, PACIIUPUTH CBOU
npenensl (XensMyT HetotoH, Annu Jleitoosun, Cecun buton, Puuapn Asenon).

®dotorpadus yepe3 TupaxkupoBanue B CMU chopmupoBaiia 06pa3 3Be3q pycckoro Oanera
KaK JIeT€H/1 ¥ UKOH, BBICTPOUB B IOTPEOUTETHCKOM CO3HAHUU LIEJIbIE MU(OIOTEMBI.

CkynbntypHele KoMmmnosunimu Bukropa boraueBa — paHb TpajaulMu B3auMOJECUCTBUS

HCKyCCTBa H OajeTa.
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TBopuecTBo JI.C. bakcra nis «Pycckux cezonoB» C.I1. /IaruneBa kak cocTaB/siiomas

(eHomena pycckoro 0ajiera B MUPOBO# KyJIbType

C. 10. 3axaposa

avg20sv@inbox.ru

npenonaasareslb MOCKOBCKOM IOCy1apCTBEHHOM
aKajieMuu xopeorpapuu

Mocksa, Poccus

JI.C. BakcT — 0JiuH U3 BBLAAIOIIMXCS XyI0)KHUKOB KoHIAa XIX — nepBoii uerBeptu XX Beka.
Cdepa TBOpueckux wuuTepecoB JI.C. bakcra Obiia ypesBblvaifHO mmmpoka. OIHAKO B HUCTOpUU
uckyccrea ums JI.C. bakcra mpexzae Bcero cBsizaHO ¢ OQOpPMIIEHHEM TeaTpajibHbIX ITOCTAHOBOK.
bakcToM ObLIM CO3/1aHBI 3CKU3bI AJIsl TEaTPaIbHBIX KOCTIOMOB M JIEKOPALMHU JUII MHOTMX OaleTHBIX U
OIIEPHBIX CIEKTAKIIEH «PyCCKHX CE30HOB» KAK CaMOCTOATENBHO, TAK U B COABTOPCTBE. TaJlaHTIMBBIN
TeaTpaJIbHBIA XYJOKHUK, OJUH U3 OCHOBATENeH «MHpa HCKyCCTBa» M aKTUBHBIN y4aCTHUK «Pycckux
CE30HOB», OH CTall sipyaiimedl Gurypoi XyaoxecTBEHHON >KU3HHM CBOEro BpeMeHu. VIMeHHo cpeau
ydacTHUKOB rpymnsl «Mup uckyccrBa» C.II. JlaruneB Hamesn €JMHOMBIIIIEHHUKOB, CBS3aHHBIX C
IIOMCKOM HOBOI'O BHJIa TBOPYECTBA, OTBEYABLIETO MOMCKY €T0 >KU3HEHHBIX HeanoB. Beaymas poib B
nesrenbHocTH  «Mupa HckycerBa»y, a 1O3Ke MW HadalnbHOro mnepuojga «PycCKMX CE30HOB»
npuHaiexana xynoxaukam JI.C. bakcry u A.H. benya.

«Pycckue cezonbl» (1908-29 rr.), opranmzoBanHble C.I1. JlaruneBbiM 3a TpaHUIIEH,
npuHecnu Poccum cnaBy BeNMKOM TeaTpalbHOM JepkaBbl. TecHoe mpodeccrHoHanbHOE
COTPYJHUYECTBO BOIUIOTWJIOCH B HEMOBTOPUMBIM CTHJIb TPYIIbl B TaKUX IOCTAaHOBKaX, Kak
«Kineonarpa», «Illonennanar, «Illexepazana», «Ilerpymikar.

Odopmiienne Oanera «Kneomatpa» mnpuneciao JI.C. bakcTy HeoOblYaliHyl0 claBy
XYJO0KHUKA U AeKopaTopa.

B nexopanusx k «lllexepa3zane» rmaBHyto poib urpan user. «KapHaBain» - BTopas KpynHas
pabota JI.C. bakcra 3a 1910 r., crana nomHoit mpoTtuBomnosoxkHocTeio «lllexepazane». KocTioMsl
IIPOJOJDKAIOT JIMHUIO, PaHee NOKa3aHHYI0 B «Dee KyKoJ» - OKpAIICHHbBIE B HESIPKUE, NHOTJA Jaxe
MPUTITYIICHHBIE TOHA, 3JIETAHTHBIE, JIETKO Jokarcs Ha My3biky P. Illymana. «Buaenue possi» -
OJIMH M3 CaMbIX M3SAIIHO O(OPMIIEHHBIX OaleTOB XYyJIO0KHHKA, B KOTOPOM XY/I0KECTBEHHOE
oOpamMiIeHHEe HEOTAEIMMO OT XOpeorpaduu, 4To B OOJIBIION Mepe MOBIUAIO HA yCIeX MOCTaHOBKH.
[TosTuHble OaKCTOBCKME KOCTIOMBI W JIEKOpAllMM MpeBpaTUiM OaleT B OJMH U3 CaMBIX
poMaHTHYecKuX, Hapsny ¢ «Deelt kykon», «KapHaBanomy», «baboukamny, « Crisiiien kpacaBuLe.

CoBepiieHHO Jpyroi xapaktep y Oamera «Hapuwmce», B odopMiieHHH KOTOPOTO
BOIUIOTHWJIMCH TPEJCTABICHHUS XyAOKHHKA 00 aHTHyHON I'permmu. Kpacku 3CKHM30B K KOCTIOMam
JIOBOJIBHO COYHBIE, HACBIIIEHHBIE. BOJIBIIMHCTBO KOCTIOMOB COCTOMT U3 JIBYX I[BETOBBIX ISATEH —
OCHOBHOI! 1IBET TKaHU U LIBET OPHAMEHTA.

VYcunenue s[pkod BBIPA3UTEIBHOCTH JEKOpPAllMM C TOMOINBIO JEMOHCTpaluu Tneif3axa,
HaXOJAIIErocs 3a NpeAesiaMu IPEJICTaBICHHOIO MHTEPbEpa, SBIAETCA OJHHUM U3 XapaKTEPHBIX

MIPUEMOB XYyJ0KHHKA. DTOT IIPUEM MBI BCTpeuaeM U B Oanere «Tamapay, 11 paboThl HaJ KOTOPHIM
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JI.C. Bakct mocetrmn KaBka3. Hapsiny ¢ antuuHocThio 1 KaBka3om, XymoKHUK paboTall TakyKe U Hal
BOCTOYHOW TEMaTHKOH, odopmiisas NMOCTaHOBKY Oanera «Cuuuii 6or». B KkocTiomMax, CTaBIIHX
nepepaboTKOM APEBHEMHAMNHCKON OJIEXKIbI, TyBCTBOBAJIOCH BIMSHIE CHAMCKOTO OajeTa.

[Tpu pabote Han «Jlerengamu 06 Mocude» bakct ucnonp3yer HAOPOCKH, CIIETAHHBIE UM C
KapTuH Beponese. 310 cka3ajloch U B LIBETOBOM PEIICHUHU, U B MOKpPOE KOCTIOMOB. [IpeBanupyror
KpacHbI€, YKpaIIeHHbIE 30JI0TOM TSXKEJIbIe, MbIIIHBIE O1CKIbI.

Crpemienue bakcra HaiiTH HOBBIE (OPMBI CIEHUYECKOTO O(OPMIICHHS, OTBEYABIIETO
COBPEMEHHOMY MHpY, CBHUJETEIBCTBOBAIM O IIUPOTE €ro XyJI0KECTBEHHBIX B3IJIS/0B,
BOCIPUUMYHUBOCTH K HOBBIM TEUEHHUSM B HCKyccTBe. TBopueckoe conpyxkectBo C.II. [larunesa u
JI.C. Bakcra cTano sipKkoi U1 MHOTOTPAHHOM, XOTSl U MPOTUBOPEUMUBOIN BEXOH B UCTOPUU MHUPOBOTO

0aJIeTHOTO NCKYCCTBA.

K Bonpocy o mo33un u 0bITe B COBETCKOM 0aJ1€THOM TeaTpe

H.H. Cypnuna
nathalie.surnina@gmail.com

acnupaHT MOCKOBCKOM IroCyAapCTBEHHOU
koHcepBaTopuu uM. [1.1. YalikoBckoro
Mocksa, Poccus

B ucropuu pycckoro 6ajieta BBIICISICTCS COBETCKHUH Mepro], B KoTopoM pyoex 1950-60-x
T'oJ0B CTall BaYKHOM BeXOi/JI, KOoTraa NpHUHOUIIBI XOopcoApaMbl M COLHUAIMCTHYCCKOIO COACPKAHUA
CTaJM yXoJauTh B mpomwioe. B Poccuiickom rocynapcTBEeHHOM apXHBe JIMTEPATypbl U UCKYCCTBA
HamM OblT OOHApykeH JOKYMEHT 3TOM MEepeXOAHOM 3MoXu — nepemnucka ucropuka Oanera FOpus
Cnonumckoro, kommnosutopa Jmutpuss Kabanesckoro u xopeorpada Ilerpa I'yceBa. Ha
MPOTSHKEHUH ceMU JeT, ¢ 1957 mo 1962 rr., oHn coBMecTHO paboTanu Haja co3/1aHueM Oajera moj
Ha3zBaHueM «JleBymika ¢ Tpexropku» M BedM AaKTHBHYIO NHCbMEHHYIO JUCKYCCHIO, KOTOpas
CEeroJHS SBJISIETCS HATJISAHBIM CBHUJIETENILCTBOM 3CTETUYECKOM M HACOJIOTMYECKOHN JTOMKU BHYTPH
OaJleTHOTO TeaTpa.

Crnonnmckuit 3aayman cueHapuil «Jlesymku ¢ Tpexropku» emie B 1950-1951 rr. Ha ocHOBe
peanbHbIX CcOOBITHH. OH XOTen HAaWTH NyTh MO3TU3AIMHM CIOKETAa U3 COBPEMEHHOM KHU3HH,
npuOIM3UTE €ro K KaHOHAaM Kiaccuueckoro Oanera. [loznakomuB ¢ nmbperto ['yceBa u
Kabanesckoro, C1oHMMCKHI 3apy4yniics UX cOrjacHeM Ha coBMecTHY0 paboTy. Ho Tak kak Bce
Tpoe He ObUTH YIOBJIETBOPEHBI CIICHAPUEM, HAYAINCh JJUTEIbHBIC MOMCKH. Ha mpoTspkeHuu msaTu
JeT CIOKET IOCIeoBaTeNIbHO TpaHchopMupoBaiics. B pesynbrate M3MEHEHUH CIEHapHil crai
PELIUTENbHO OTIAMYAJICA OT HCXOIHOro. Bce mn3MeHeHHs OBbLIM NPOAMKTOBAHBI HACTOHYMBBHIM
KEJTaHHEM aBTOPOB YHTH OT OBbITa U COIPEATUCTHYECKOTO KAaHOHA B CTOPOHY IOATHU3AINHU CIOXKETa.
['maBHOE MeCTO MOJKHBI OBLIH 3aHSATh (YOPMBI M CPEACTBA KJIIACCHYECKOTO TaHIIA, a HE «yHbBLIAs

MaHTOMHMa JJIA TIIYXOHCMBIX» U «PCIKUCCCPCKUEC MU3AHCLCHBI, 3a KOTOPBIMHA HCT OayeTay.
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B Takom Buzae nmubperro chopmupoBaock k 1962 romy. Ho Bapyr B mporecce akTHBHOM
paboThI IPOM30IIIENT BHE3AITHBINA MTOBOPOT, 0003HAYHMBILIUI NPE0OpaKEHNE HE TOJIBKO CIOXKETa, HO H
scTeTuku Oymymiero Oanera. CIOHMMCKHHA TPEASOKHI MOCTPOUTH CIEKTAKIIb HE KaK OBITOBYIO
HCTOPHIO, a KaK «00pb0y MEXy YepHBIM U O€JBIM aHTeNIOM 3a aymry repos». [locnenoBanu HOBbIC
Ba)XHBIC W3MCHEHHsSI: IMEPCOHAXH JIMIIWIACh WMEH M CTalld aOCTPaKTHBIMHU, OBITOBBIC CIICHBI
OKOHYATEJIBHO YCTYIWIA MECTO JIMPUYCCKUM. DTH HJCH HEBEPOSTHO BJIOXHOBIISLIM BCeX. BriepBbie
paboTa BBIIUIA HA HOBBIA YPOBEHb: KOMIIO3HTOpP Hayasl JaBaTh NPEAJIOKEHHS IO MY3BIKE
OTIENBbHBIX HOMEpOB, ['yceB 3asBUJ, YTO TENMeph «BUIUT OajeT» W HAMHWCal pPa3BepPHYTHII
CIIeHapHbIH 11aH. CIIOHUMCKHI JIMKOBAN U pa3BUBaJl HAMEYCHHBIC JIMHUH.

Ho BHe3ammHO Bce Tpoe HavanM cHavaia poOKo, a 3aTeM BCE YBEPEHHEH 03BYYHBATH MBICIb O
TOM, YTO OHHU CJIMIIKOM JAJIEKO YILIH OT CYTH COBETCKOTO MCKYCCTBA M 33lyMaJICh, YTO Ke OyayT
HECTH UX a0CcTpakTHble 00pa3bl 3puTento. Bee, yTo ObUIO C TaKUM TPYAOM HalJEHO U 3aBOEBAHO
coaBTopamu 3a 1Tk (!) et OykBaJIbHO B OJJHOUYACKE (a TOYHEe B JBE Hezenn) Oblu paspyuieHo. 1
MPUYMHON TOMY CTalld HECKOJIBKO «IIPOTPaMMHBIX» MHUCEM, HamucaHHBIX CIOHUMCKUM B KOHIIE
utoist 1962 roga onnoBpemenno ['yceBy u KabGaneBckomy. B HUX OH mpeayiaraeT OIIOMHHUTBCS U HE
3a0bIBaTh, YTO OHU CO3MAIOT cogemckutl OaneT. ['yceB OTBETHII MPOCTPAHHOU PE3KOH OTIIOBEIBIO:
OH OBLI HE COTJIACEH BEPHYTHCS K COBETCKHM PEANIUsM, TOIBKO JTUPUIECKAs, TOITHUECKAsT CTOPOHBI
CIO)KeTa MOIJIa 3acTaBHTh €ro paboTaTh HaJ TOCTaHOBKOW Oanera; KaOaneBckuii Obul B
HEJIOYyMEHHH W oOTomen B cropoHy. IlocremenHo mnepenucka mnpekpartuiack. CIOHUMCKHN
HEOJJTHOKPATHO TBITAJICS BEPHYTHCS K 9ToW padoTte, Ben neperoBopsl ¢ Onerom BuHOrpaaoBeM, HO
MIPOEKTY HE CYKIAECHO OBIJIO COCTOSATHCS.

YHuKanpHas UCTOPHUS ATOTO HEPEeaTn30BaHHOTO MPOEKTa HATISAIHO JEMOHCTPUPYET, KaK B
COBETCKOM OalIeTHOM TeaTpe TMPOMCXOJMIAa TepeolleHKa IEHHOCTEH, 3aBOCBBHIBAINCH HOBBIC

OCTECTUYCCKUC B3IJIA/bI, ITIOKA3bIBACT BCIO CJIOKHOCTH U IPOTUBOPCUYUBOCTh JAHHOI'O IIpoLecca.

Baaer «llleakynuuk» B nocranoske FO. I'puroposBuya (1966): HoBaTopckmii moaxon

K IpaMaTypruu u xopeorpapuu

E.Il. besoBa

kabelova@mail.ru

KaHJl. ICKyCCTBOBECHHS,

npodeccop kadeapsl xopeorpapuu U OaeTOBEICHUS
MOCKOBCKOIi TOCyIapCTBEHHON aKkaJeMUu Xopeorpapuu
Mocksa, Poccust

Ucropust mocranoBok Oamera «lllenkynumk» II. YaiikoBckoro c¢ konma X1X B. 10
cepeauHbl XX B. HAcCUMTHIBAET CaMOCTOSATENbHbIE Xopeorpaduyeckue Bepcun JI. MBaHOBa,
A. T'opckoro, ®@. JlonyxoBa u B. BaitHonena. OnbIT UX TOMCKOB, HaX0JI0K, TPOCUETOB, CBEPIICHUH,
o0oraméHHbI COBPEMEHHBIMU JTOCTIKEHUSIMU TaHIEBATHHOT'O UCKYCCTBA, CTANl «(YHIAMEHTOM)

JUTSL POXKICHUSI HOBOM Xopeorpaduyeckoi TpakToBKH dToro banera 0. I'puroposudem B 1966 . Ha
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cuene bonbmoro tearpa. IMeHHO ero cnekTakib (IIOCTaBJIEHHBINH B COAPYKECTBE € XYA0KHUKOM
C. Bupcasaasze) oTKpblI HOBYIO CTpPaHUILy B clieHn4ecKoi ucropuu «lllenkyHunkay.

Jlst HoBoit nmoctanoBkH «lllenkynunkay B cepenune 60-x rr. TpeOOBaIOCH HE MIPOCTO HOGOE
npoumenue CIEKTaKIs, a COBEPILICHHO UHble npuHyunel O0ANEeTHOTO Tearpa. [IpuHIMI CKBO3HOTO
TAHIIEBAJILHOIO JIEHCTBUSA, IMO3BOJIAIOIIEr0 M30exaTh cONMKeHus Oajera ¢ ApaMoOl, BBEICHMS
[IAaHTOMHMBI, OBITOBOM OIPaBIaHHOCTH CIOKETa, K cepenuHe 60-X IT. yxe AoKa3an ceds B Oaerax
I'puropoBnua — xopeorpada, BBICTPAWBAIOUIETO CBOM CHEKTAKIM B UYETKOM COOTBETCTBUU C
MY3bIKaIbHON Jpamartyprueii mpousBeaenus: («Kamennwii nserox» C. IlpokodweBa, 1957,
«Jlerenna o mo6Bu» A. Menmukona, 1961).

1. Xopeorpaduueckoe pelieHne riaBHOM KEHCKOH MapTuu IpaMaTypruyecku 00beJuHIIIO
BCE JEHCTBHE ClHeKTakisd. ['puropoBuu B «lllenkyHumke» cmeno mepenan BCE IETCKUE MApTHH
aptuctam Oaznera bonbuioro tearpa, pa3peliuB 3TUM IPOOJIEMY MOCTAHOBKHU «IETCKUX)» TaHLEB,
KOTOpbIE Teleph HE Halo ObuIo 00Jeryath M ynpouars, NpucrnocadiavBas K CHJIaM MaloJIETHUX
UCIIOJHUTENIEH — YYEHUKOB Xopeorpaduyeckoro ydmiuma (kak Obulo B crekTakie BaiiHoHeHa).
Mamy B ero CHEeKTakie TOXK€ C C€aMOro Hayaja TaHILYeT B3pocias coJMcTka. ['opckui,
noctaBuBmuii «lllenkynuuka» B 1919 1., mepenman rnaBHyr0 napTuio ydeHHIle MOCKOBCKOM
TeaTpaJIbHOM LIKOJIbI, YTOOBI OJUYEPKHYTh €CTECTBEHHYIO JIETCKOCTh F€POMHHU, HO YUEHHUIIE UMEHHO
cmapwiux, a HE MIAJUIMX KJIAacCOB, YTO MO3BOJMJIO YCHWJINTh TAHIEBAJIbHYIO JUHHUIO POJIH.
['puropoBuu, B 11€10M, IOBTOPHJI €r0 HAaXOJKY, I10-CBOEMY TPaKTOBaB €€: mapTus Mamu B ero
CIEKTaKie co3naBanack Mg E. MakcMMOBOM — TaHIOBIIMIIBI MUHUATIOPHOW U Xpynko#. [lopyuus
IJIaBHYIO MApTUIO BeAyIlEeH CONMCTKE, [ pUropoBuY cMor pazHOOOpa3uTh U YCIOKHHUTH HE TOJIBKO
TaHLEBAIbHYIO, HO U aKTEPCKYIO JINHUIO POJIN.

2. CruneBoe eauHCTBO AekopamroHHoro odopmiienus «lllenkynunkay. s mocTaHOBKH
I'puropoBuua xyaoxHUK Bupcananse Haien cKBO3HOE pelleHHe 00pasa CIEKTaKIsd — TeMY €JIKH.
Enka y Bupcanaiase 3aech He TOJNBKO PAcTET: OHA TMOCTOSHHO MEHSET CBOW BHENIHMI OOIMK,
pacKpbIBas epejl reposiMi Bcé MHOrooopasue Mupa. Eika B «lllenkynunke» ['puroposuya cBs3ana
c obpazamu u [poccenbMmeiiepa, u Marm, oTpaxkas eni€¢ 1 MammHO BOCHPHUSTHE OKPYKAIOIIETO
Mupa. B mepBoii kapTuHe €1Ka Tak K€ Haps/Ha, YIOTHa M OOBIKHOBEHHA, KaK U BCE BOKPYT.
B HouHOIl cueHe oHa (aHTAaCTMYHA, MYyrarolle-3araJo4yHa; B KAapTHHE CHEXHHOK BBITJISIUT
MO3THYECKU-TIPEOOPaXKEHHOM; 3aTeM — CHUSIOIIEeH padyKHBIMH KpaCKaMH OTPOMHBIX MTPYIIEK WM
YIpOXKarolle CryCTHUBIIEW CBOM TEMHBIE BETBH. A B CIEHE, KOIJa Iepod OKAa3bIBAIOTCS Ha €€
BepIlMHE, Xopeorpad nepenaet oopas cusmolen 1Ky B TaHIIE.

3. HoBoe pemenue auBepTucMeHTa 2-ro akTta. B cnekrakne ['puropoBnua Bce KyKIIBI
BIIEPBBIC BBIIUIM Ha CIIEHY MapaMH — Kak Obl pa3MHOXXHB U II0-CBOEMY HHTEPIPETHPOBAB
JUPUYECKUN Jy3T OCHOBHBIX repoeB. banmermeiicrep Hacenuna BOJIIEOHYIO CTpaHy KyKJIamH-
BIIOOJIEHHBIMHM, TIPUJIaB BCEM HOMEpaM JAMBEPTUCMEHTa CTUJIeBOe €AMHCTBO. KyKonbHBIN
nuBepTUCMEHT B «lllenkyHumke» I'puropoBuda, CIOBHO B MaJIEHBKOM HIPYLIEYHOM 3€pKale,
OTpa)kaeT pa3lUYHbIC HACTPOCHMS «UEThl» IJIaBHBIX I'epoeB. DTUX KyKOJI OaneTmencTep BBEN B

neicTBre enié B HOYHOM ClieHE 1-TO akTa, ClIellaB WX 3aTeM CBUICTEISIMH M YYaCTHUKAMH BCEX
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MOCTETYIOIUX COOBITHH, — TEM CaMbIM KYKOJbHBIN JUBEPTUCMEHT ObLIT BIEPBbIE CBS3aH C OOIIUM
XOJIOM CIIEKTAKIJIA.

4. HoBaropckoe pemienue ['puroposuuem agaxuo 1-ro u 2-ro akra. Mcnonb3ys HaXoAKy
BaiiHoHeHa, ['puropoBud cTaBUT Ha My3bIKy AHpaaHte 1-ro akta gyt Mamwm u lllenkynuunka-
npuHUa. B ux nysre oTaenbHbIE MOAJNEPHKKH, JaHHbIE OaneTMecTepoM MOKa JIHMIIb «IUIACTHYECKUM
HaMEKOM», MOJy4YalOT PA3BUTHE B «CBaJAeOHOM» aJaXHO IOCIEIHEro akra. B apamarndecku-
KYJIbMMUHALIUOHHBIA MOMEHT alaykuo 2-ro akTa, ll{eIKyHUuK-IIpuHL, Ha BBICOKOM MOAJEpKKE (TaK
ke, KaKk U B JydTe l-ro axra), BAPYI CTPEMMTEIBHO «ONpPOKMHET» Manry BHU3 rosoBoil. 1 Ha
BBITSHYTBIX pyKax N30paHHMKA €€ BEPTUKAJIBbHO MOAHATOE TeJIo OyJeT HallOMUHATh JIETAILYIO BHU3
crpeny. s Mamu B «lllenkynunke» ['puropoBrua MUp CIOBHO «II€PEBEPHYJICS BHU3 TOJIOBOW» —
HO IIOKa JTO CKa304YHO-NPEKPAaCHOE TOJIOBOKPYKEHHE OT «OINPOKUHYTOTO», BOJIIEOHO-
npeoOpakéHHoro mupa. Ta ke camas HOJJIEPKKa B MATETUYECKOM YacTH aJaXHO 2-TO aKTa
HOJyYHT yxe Oojiee ApamaTuyHOe 3ByyaHue. [IpoBoas miacTuueckue napauuieny MexIy Ay3TaMu
repoeB 1-ro u 2-ro npeiictBus, I'puropoBuy, BMECTE C TE€M, IIOKA3bIBAET UX CMBICIOBOE pa3jIMyMe.
N ecnn agaxxno 2-ro akTa — KyJbMHUHAIUs JIOOBU IepoeB, TO MX TaHEl] HAa MY3bIKy AHJAaHTE
JApaMaTypru4ecku NOCTPOEH KaK IEPBOE 3HAKOMCTBO.

I'puropoBuu cBs3piBacT BanbC CHEXMHOK C aja)kwo 2-T0 akTa. Balbc CHEXHHOK —
3apOKIEHHUE YyBCTB, aJlaKUO0 — UX KyJIbMHUHALMs. Balbc CHEXXKMHOK IPOUCXOIUT Y NOJHOXKHUS EIIKH,
anaxuno — Ha e BepmuHe. M Tam, W 31€ch TaHIly TepOeB aKKOMITAHUPYeT Kopaebaner — Oernbie
«CHEXUHKN» U cepeOpsiHble «EJIOYHbIE YKpallleHus». [ pUropoBud BIIEpBbIE TPAKTYeT (pUHAIBHOE
anaxuo Mamm u lllenkyHunka-ipuHIa kak obpydenue repoeB. M 31ech cka3blBaeTCsi BEPHOCTD
xopeorpadga MOTHBaM TO(PMAHOBCKOM CKa3KH, COOTHECEHHOM C MY3BIKaJIbHOM Jpamaryprueu
YaitkoBCcKOrO.

Ha npotsbkeHnn Bcero crektakis OaneTmeiicTep MOABOAWI IepoeB K KyJIbMHUHAIMH HX
JH0O0BHOTO aJla)kKHO0, TJ€ JHUKYIOIIMUNA B3JIET YyBCTB OKpallleH APaMaTUYHBIM 3BYYaHUEM MY3BIKH.
TopskecTtBo M06BM repoeB I'puropoBuy Bc€ BpeMsi TaHIEBAJIBHO OTTEHSET MHTOHALMSAMHU TPEBOTH,
OAYEPKHUBAs ULTFO30PHOCTD NIPUTPE3UBILIEHCS TAPMOHHH.

5. HoBoe npourenne ¢unana 6anera. ['puroposuu B ¢punane «lllenkyHunka» Bo3Bpaiaer
TEPOUHIO B IIPEXKHUHN PEAIbHBIA MUP — B TOCTUHYIO ¢ €1KOU U urpymednsiM [{enkynunkom. Mamma
B ero OajieTe HE MPOCTO MPOCHINAETCS MOCIE YyAECHOro CHa (K TOMY e CHa, Kak TaKOBOTO, B
OaneTte He ObLIO): OHA CJIOBHO BO3BpalllaeTcsl M3 BONIIEOHON cTpaHbl, kKak y ['opmana, ctaHOBSICH
«MaJICHbKON MeuTaTenbHuIei». @unan «llenkynuuka» ['puropoBnya — Myapblii 1 TO3THYHBINA —
BO3BOJIUT CIO’KETHOE IIOBECTBOBAHHE CKAa304YHOTo Oanera K (QUIOCOPCKUM pa3MBIIUICHUSAM O
*u3HU. [lepBple pagocTH M OTKPBHITHSA HOHOW AYIIHM COCEACTBYIOT TYT C NEPBBIMH TI'OPECTHBIMHU
npo3peHussMu. Ho mevanpHas Tema yTpaThl OPUTIYIIEHA B CIIeKTakie. [lepea cambiM 3akpbITHEM
3aHaBeca, npmwkuMas kK cede yponna-lllenkynunka, Mama cyacTiuBO yiabIOaeTcs, TeM CaMbIM
OKpalvBasi B OOLIEM-TO T'PYCTHBIM (pUHAN >KU3HEPAJOCTHBIM OLIyIIeHHeM ObITusa. ['puroposud,
MIPUABIINI [TO3THUYECKYIO LIEJOCTHOCTh CIOKETHOMY IOBecTBOBaHMIO «lllenkyHumkay, nmoctpoun

PEXHUCCEPCKYIO M XOpeoTrpaduiecKyro IpaMaTyprui0 CBOETO CIEKTaKIs B UETKOM COOTBETCTBHUU C
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JpaMaTypruel My3bIKaJbHOM, MOJACKa3aB TeM CaMbIM BEpHbIE MYyTH NS AaJbHEHIINX MOUCKOB

CHCHHUYCCKOI'O BOINIOIICHUA FeHUATLHOM MMapTUTYPhbI YaikoBCKOTrO.

BocnuTanue coBpeMEeHHOI0 apTHCTa 0ajieTa: ICTETUKO-TNeAArOrH4eCKuil acrmeKkT

M.K. byn1ankuna

marinakb@mail.ru

KOHIIEpTMENCTEp, TOLEHT Kadeapbl
KOHIIEPTMEHCTEPCKOr0 MacTepCcTBa U

MY3bIKaJIBHOI'O 00pa30BaHUs

MoOCKOBCKOI rocy1apcTBEHHOM aKaJieMUuH Xxopeorpapuu
Mocksa, Poccus

OTnuuurenbHas yepra pycckoro Oajera - CMBICIOBas HANOJIHEHHOCTh IJIACTUYECKOMN
MHTOHAIIMK, TAE MpooOpa3amMH TaHIA CIY)XKAaT IBMXKEHUS M JKECTHl 4esloBeKa. HeBO3MOKHOCTB
MOJIIETIATh S3BIK TeJa JUKTYET HEOOXOAMMOCTh BOCITUTAHUS B OyayIlieM apTucTe Oaiera BCceX Tex
4epT MOPAIbHO-3CTETUYECKOr0 00pasa, KOTOPhIMU Oy/eT 00J1aAaTh UI€aNIbHBIN repoii Ha CLieHe.

Bocnuranue aprucra 6anera, COOTBETCTBYIOLIETO BBICOKMM 00pasliaM 3CTETHYECKOro M
HPaBCTBEHHOI'O YPOBHsS — BaKHEWINAs Iejarorudeckas 3ajgada. PaccmarpuBas BOCHMTaHUE Kak
IeJICHANPABJICHHBIN Mporiecc (GOpMUPOBAHUS IMYHOCTH C TOMOIIBIO CHIEIMATBHO OPraHU30BaHHBIX
[IEJJaTOTUYECKUX BO3JECUCTBUM B COOTBETCTBUU C OIPEAECIECHHBIM COLMAIbHO-TIEAArOIMYECKUM
ujeajgoM, mejaror oOpamaercss K HMCKYCCTBY KakK K CpEACTBY 3CTeTHUecKoro BocmuTaHus. K
COYKaJICHHI0, B COBPEMEHHOM HWH(GOPMAIMOHHOM IPOCTPAHCTBE MY3bIKE OTBOJAUTCA BeChbMa
HE3HAYMTENIbHAsT POJIb, XOTA MYy3bIKa KaK BHJ MCKYCCTBA JaeT IIUPOKUH MNPOCTOp MJIA
3CTETUYECKOTO BOCIIUTAHHUS.

Urpa Ha ¢opTenuaHo JaeT BO3MOXKHOCTb NMPUOOPECTH HEOOXOIUMBIH TBOPUECKUM OIBIT
CaMOCTOSITEJIbHOTO MHTOHHUPOBAHUS MJIs CO3/1aHUSl COOCTBEHHOIO XYJI0’KECTBEHHOIo o00pasa.
Bxirouenne HallmoHaIbHOTO MaTepralia Wik MaTepHUalla, IOCTPOEHHOTO Ha HAPOAHBIX NHTOHALUAX,
B IporpamMmy o0ydeHus: Oyayuiero aptiucra Oanera urpe Ha (pOpTenuaHo MO3BOJISIET OPraHU30BaTh
TapMOHHUYHOE BOCIIMTAHUE JIETEN HAa OCHOBE, KOTOpAasi 3aJI0’KEHA B YEJIOBEKE HAa NTEHETUYECKOM YPOBHE.

OCO3HaHHOCTh CMBICIIOBOM TPAKTOBKH MY3BIKaJIbHO-TUIACTUYECKOW MHTOHALIMYU MPUXOJINUT B
mporecce CIyIIaHMs, aHalnu3a, OOCYXAEHUS C MeJaroroM, a TaKXKe CaMOCTOATENbHBIX IMOMBITOK
00yyJaroIerocst BOIUIOTUTb MPEUIOKEHHBIN XapakTep My3bIKH B 3a7laHHOM xopeorpaduu. Co3ganue
BHYTPEHHUX IIPOTUBOPEUHUM MEXKIY KEIAEMBIM U IEHCTBUTEIBHBIM YPOBHEM Pa3BUTHUSI TBOPUYECKUX
CIOCOOHOCTEH — TJIaBHBIM CTUMYJI aKTUBHOM JIEATEIIbHOCTH YUYE€HHUKA.

Jns peanuzanuu 3aa4d BOCIHUTAHMS TapMOHMYHON JIMYHOCTH COBPEMEHHOTO apTHCTA
Oanera HEOOXOJUMO HAKOIUIEHHE Pa3HOOOPA3HOTO 3araca 3BYKOBBIX, IIBETOBBIX M IJIACTUYECKHUX
BIICUATIIEHUH, U3 KOTOPBIX JOJKEH OyaeT c(hopMUPOBATHCS YyBCTBEHHO-YMOIIMOHAIBHBIN OIBIT.

3ajaua mejarora — BOCIHHMTaTh U3 IMOTPEOUTENs ICTETUYECKUX IEHHOCTEH TapMOHUYHO
pa3sBUTOrO YEJIOBEKAa, KOTOPBI caM CHocoO€H CO034aBaTh 3CTETUYECKH HACANbHBIM JTyXOBHO

HPaBCTBEHHBIN CLIEHUYECKUH 00pa3, posKAAIOMIUil ApKU SMOLIMOHATIBHBIN OTKIIHK.
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Baner nus nereil B boabimom Tteatpe (Ha npuMepe cnekrakisa « Tpu Tosncrsakay)

IL.B. EBTeeBa

apollinariyae@bk.ru

aciupaT MOCKOBCKO# TOCYIapCTBEHHOM akaJeMuu Xopeorpaduu
Mocksa, Poccust

B 1935 roay na cuene bosbiioro Tearpa MOsSBHICS IMEPBbI MHOTOAKTHBIA COBETCKUMA
Oantet st nereir — «Tpu Tonctsakay. [Ipembepa coctosmack 1 mapra 1935 roga. banermeiictepom
cran aptuct bombmoro Tteatpa M.A.  MouceeB. My3blKy Hamucal — KOMIIO3UTOP
B.A. OpaHckuii, AeKOpaluy U 3CKU3bl KOCTIOMOB co3Aall XyAokHUK b.A. Marpynun. B 1930-x
rogax M.A. MowuceeB ObUT TpUIIIANICH IMpernojaBaTesieM B MOCKOBCKOE Xopeorpaduyeckoe
yunnuie. CBo# mpenMeT oH Ha3Ban «xopeonpamay. CTaBsi I YYSHUKOB OTEJbHBIC CIIEHKH U
HeOOoJbIINe KOHIEPTHBIE HOMEpa, MouceeB MeuTan 0 OONbIIOM creKTakie. «TpeMst TOJICTIKaMI»
OH 3aMHTepecoBajics, Yy3HaB, uro B.A. OpaHckuli Hamucaa My3bIKY K  CKa3Ke
I0.K. Onenm («Tpu tonctsika» B MXAT Obutn mocraBieHsl B ce30H 1928/29 rr.). Cuenas u3
cKa3ku OanerHoe nuOperTo, MouceeB MPUCTYNUI K PENETULUSAM C Yy4eHHKamMu. VHunuaTthBa
MepeHeceHusl CHEeKTakisi B boublioil TeaTp MpHHAANEXKada TJIaBHOMY JUPIKEpPY TeaTpa
10.®. daiiepy. Bckope MouceeB mpooinKui paboTaTh HaJl CIIEKTAKIEM YK€ C apTUCTaMH TPYIIIIBI.
C GonpmmM ycriexom mepBast pefakuus «Tpex ToncTsKoBy npouuia 37 pas.

B «Tpex tonctsakax» M.A. MouceeB CcTpeMuics K OpraHMYHOMY CIMSHHUIO TaHLA U
MAaHTOMHMMBI, PacKpbITHIO 00pa3oB M CIOXKeTa 4depe3 TaHel. BwicTynmas HpoTHB pasrpaHUYEeHHUs
B OajieTHOM crekTakie (PyHKIui xopeorpada u pexuccepa, MouceeB mpoOOBal OCYIIECTBUTH
ciusHUE 3TUX QYHKIUI B cBOeH padore.

bynyun yuenukom A.A. T'opckoro m K.A. ToneitzoBckoro, M.A. MouceeB HEBOIBHO
NepeHUuMall HEKOTOPbIE CTHIIMCTHYECKHE OCOOEHHOCTH MX MOCTaHOBOK, CO3JJaHHBIX UMH 00pPa30B.
Tak, HIOCTPOEHNIO MaCcCOBBIX TaHIIEBAJIbHBIX CLIEH OH YYMJICSI BO MHOTOM Ha Oanerax I'opckoro; atu
cueHsl 3(@exTHO oToOpakadu Ty WIM HHYIO COLUAIBHYIO Cpeay, YKPYIHSUIM KaHpPOBYIO
XapaKTEpUCTUKY pPa3JM4YHBbIX TpPYyNIl IEpCOHaxeil. B HapogHBIX CliEHAaX y4yacTBOBAJIM ILErOJIU
C IIEroJiMXamu, TOPrOBKM U KpecTbsHE, YyIW4Hble pelsTa; 3ambl gBopua Tpex TonctsakoB
HAIOJIHSIN TBapeHLIbl, TPUABOPHBIE KaBaJlepbl U 1aMbl, MaJIeHbKHE MaXH U JaKeu, yuurens TyTTu
Y HETPBl, TAHIIYIOLIUE JIKA3...

BnusHue mniacTM4ecKM TOYHBIX —«XOpeorpaduuyeckux MOPTPETOB» B  IOCTAaHOBKAX
["oneii30BCKOro MOXKHO MPOCIEIUTh B KOJIOPUTHBIX (hurypax Oanera MouceeBa: Yuurtenst TaHIEB
PaznBarpuca, «durypa KOTOporo mnogo0Ha CKPUIMYHOMY KIIOUY», YyJaKoBaToro no0Opsika
l'acnapa, IlpomaBma BO3IYIIHBIX IIAPOB, KaKk OyATO OOPEUYEHHOTO HAa BEYHYIO JKHM3Hb O]
Pa3HOLBETHBIM 00JIAKOM CBOETO TOBApA.

Baner crpousncs Ha KOHTpacTaxX, NPOHU3BIBAIOIIMX €ro KOMIIO3MIMIO, Xopeorpaduio,
MY3BIKYy, JeKopalroHHoe odopmieHue. B mepByio ouepenb, K HHUM OTHOCHJIOCH JeJIEHUE
MepcoHaXke Ha apy3ei u BparoB Hapona. Hpyses — Cyok, TuOyn, okrop I'acmap, IIpomaser

11apOB TPAKTOBAJINCH B PEAIUCTUYECKOM, T€POUUYECKOM IUIaHAX; Bparkd — TOJNCTAKH, OKPYKarOIIHUH
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UX COHM IpUIBOpHBIX, Pa3nBarpuc, ['ocyaapcTBeHHBIN KaHIJIEP MOJIy4ald UPOHUYECKYIO OKPACKY
Y TPOTECKHYIO IUIACTHKY.

My3sbika «Tpex ToJCTAKOB» HE co3JaBajlach CIIELMaIbHO — HamucaHHas OpaHCKUM
HECKOJIbKUMH T0/IaMU paHee K OJHOMMEHHOMY JipamaThuyeckomy crekrakito B MXAT, oHa Jeria
B OCHOBY mapTutTypsl Oainera. [lomumHsasck 3ambiciy nocraHoBuuka, B. OpaHckuil ctpemuiics
K MY3bIKQJIbHOMY «HATypalu3My» — B MEJOJMYECKYI0 KaHBY BIUIETAIMCh MMUTALMU 3BYKOB,
COIIYTCTBYIOIIMX IPOUCXOSIIMM Ha CLIEHE NEHCTBUSAM: Xpall CISIILEro reapjeina nepenaBajcs
HU3KUMH 3ByKam# KoHTpadaroTa, moe3aka Jlokropa ['acmapa Ha npebesskarieid mpojaeTKe U MojeT
B Bo3ayxe IlpomaBna BO3AYHIHBIX MIAPOB TaKXkKe «M300pakaluCh» HHCTPYMEHTAMHU OPKECTpA.
B My3bike Oanera, Takke Kak B Xopeorpapuu U KOCTIOMax, NOJ4EPKUBAIIOCH JIEIEHUE TIEPCOHAXEN
Ha Jpy3ed M BparoB Hapoja — OJHAa M3 OCHOBHBIX JpaMaTypru4ecKuxX HJAEH CIEKTaKIIA.
[TpoTHBOMOCTABISLTUCH XOpeorpaduiueckue HOMEpa, B KOTOPBIX IMPEICTABICHBI 3THU TIpymibl. Bo
nBopue TOJCTAKOB HCHOJNHSIM JKa3, IIOJIOHE3, Ma3ypky u rajomn. J[lpy3ps Hapona
XapaKTepU30BAIUCh MPOCTHIMHU, JHPUYECKUMU TEMaMH — MX MCKYCCTBO CHMBOJIM3MPOBAJIO
001pOCTh, PAIOCTh.

Jexopannonnoe odopmiieHne Oanera MPEeaCTaBIsUIO OTIACIBbHYIO, BECbMa HHTEPECHYIO
CTOPOHY IIOCTAaHOBKHU. B clieKkTakie 1cmnob30Bajlach IBUXKYINASACS )KUBOIKMCHAs TaHOpaMa, KoTopast
3¢¢exTHO BOCHpou3BOoAMIA €34y B Kapere. Bmecre ¢ XyZOXKHHKOM U KOMIIO3UTOPOM
N.A. MowuceeB cTaBui 3a/a4y JOHECTH CIIEKTaKJb J0 IIMPOKOTo 3putens. M300pa3uTenbHOCTS,
HaTypaJIuCTUYecKasi OJPOOHOCTh B OBITOBBIX 3MM30J1aX IOMOTala 3pUTENSIM, OCOOEHHO — IOHBIM,
[IOJTHEE MOBEPUTh B IMPABIMBOCTh TEATPAJIBHOIO JACUCTBUS, H30aBisia OT MPEOAOJICHUs
CLICHUYECKOH yCIOBHOCTH.

B «Tpex Tonctskax» ObUIO HEMAJIO aKTEPCKUX y/ad: 0cO00 OTMEYANOCh UCIIOIHEHUE POIU
Cyox nBymsi pasHoriaHoBeiMu OanepuHamu — O.B. Jlememmnckoit u C.M. Meccepep.
Jlenemmuckas—CyoK J€MOHCTpHUpOBaia HE TOJBKO aOCONIOTHOE BiaJ€HHE CBOEH pOJIbIO, HO U
HallIeHHbIE €10 aKTepCKUEe MPUEMBI, KOTopble poaHWIN CyoK C IeThbMH B 3pUTEIBHOM 3aje, Jefaln
€€ MPOCTOMN ¥ MOHSATHOU M.

HecMmotps Ha Oe3ycioBHbBIE yjaun NOCTaHOBKU, «TpH TONCTSKAY HEAOIT0 NPOAEPKAIUCH Ha
a¢ue bonbmoro tearpa. B 1938 r. Ganer cusinu ¢ penepryapa, Ho B 1941 BHOBB BepHynu. Bropoit
9Tall CLEHMUYECKON XHU3HU «Tpex TOJICTAKOB» MPOJIMICS BCEro TPH MecCsla: IMOCIE IIECTH
Mpe/ICTaBJIeHU BO30OHOBIIEHHOTO CIEKTAaKJIs, MApTUTypa M KiIaBUp Oanera ObLIM YHUUYTOXKEHBI.
28 Hos6ps 2000 roma bonwmoi Teatp obparmwics k M.A. MowuceeBy ¢ mpeniokeHHEM
BOCCTAaHOBUTH Oanet «Tpu Tonctaka». Xopeorpad oTkazaiucs.

He Bce kputuku yBujgenun B «Tpex TOJNCTAKax» MPEXJE BCEro NETCKHHM CIEKTaKIb —
MacIITaOHBIA, MOJTHOMETPaKHBIM, Kak OOJIBIIMHCTBO OAajeTOB, CO3/1aBaBIIMXCS B TO BpeMs, HO
CKa30uHbIH 1O cBoed cyrtd. OT WUCKycCTBAa JKJald PEBOJIONHUOHHON OOphOBI, pa3maxa,
MOHYMEHTAJILHOCTU. DTU TpeOOBaHUS MPEIBIBISUINCh M K MPOU3BEICHUSAM JUIS IOHBIX 3pHUTENEH,
3aJ]auu KOTOPBIX OCTABAJINCh HEM3MEHHBIMH TPH JII00OM COIMATIBLHOM CTPOE — JETH XOTENIN BUICTh
nobeny no0pa Haja 370M, KpacoTy JIIOAEH, XOTEJIN CMEAThCS HaJ He3aJauIMBBIMHU MOJOKEHUSIMU

«BJBIX» I'CPOCB CKA3KH.
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IlepBasi 6asieTHas (eepusi HAa MOCKOBcKOI ciiene X1X Beka

O.A. KapHoBu4

egginal00@yandex.ru

npernoiaBaTesnb kadenpsl xopeorpadhuu u 6aneToBeACHUS
MOCKOBCKOM rocy1apCTBEHHON akaJieMHUH Xopeorpaduu
Mocksa, Poccus

B 1871 rtomy B Oeneduc AmnHbI CoOCIIAaHCKOW COCTOSIIACH IpeMbepa KOMHUYECKO-
¢dantactuueckoro Oanera «BonmeOHbIN Oammavyok» ¢ xopeorpadueit Benmens Pelisunrepa Ha
My3biky B.K. Mronbnopdepa — «mepBas HacTosias 6aneTHas ¢peepusi Ha MOCKOBCKOM crieHe» [ 1, c.
105]. «Croxer ObUT 3aMMCTBOBaH M3 (paHIly3CKOH (haHTACTHUECKOM IMBECHI TOTO K€ HAa3BaHHSI», —
nucan Kapn Baner x smmbperro 1871 roga, 1 BO MHOTOM OTBEYall BKyCaM CTOJMYHOW MyOJIMKH U
10JIb30BAJICS YCIIEXOM.

1. «BonmeOHblit Oammavok» Banbia-Peiizenrepa u B MHTepIpeTanuu CrKeTa, U
B TeaTpajbHBIX IpUeMax HamomuHan Tpareauto-6aner «lIcuxes» XVII Beka, HO co cuacTiauBoOn
pasBsazkor. Kommosutop JKan-barucr Jlrommm, noatei-npamarypru JK.b. Moabsep, @. Kuno,
I1. Kopnens, 6anermeiictep I1. boman, nexoparop K. Burapanu BeICTpOMIM XOJ CHEKTaKJs TakK,
YTOOBI «XOTs ObI OJIHO JIeMCTBUE MO3BOJISATIO CIIYCTUTHCS B aa» [2]. K 001en3BeCTHOMY CIOKETY O
Canppwibone (3necy Omnuc) Kapn Banbu, noapaxkas OGapouHoi TpaauluM, K OCHOBHBIM
MEPCOHAXaM CKa3KH J00aBHJI MOA3EMHOTO MOBeNnuTeNst oras L{ukimonwmioca, KOTOPBIA BOCIBLIAI
CTpPacThIO K JIEBYIIKe M moxuinai e€. B oTuasHuu, oHa Opocaiack B OTHEHHYIO IIyYUHY JIaBbl, HO
BOBpeMs MOsiBUBLIascs BoseOHuIa [{uanes cnacana repouHio.

2. Tlomo6Ho ckazke o 3onymke, Mud o6 Amype u Ilcuxee B 3moxy OapoKkKo OBLIT
HEBEPOATHO NomyJsgpeH. ToT U Ipyroi CIoKeThl aBTOPbl HHTEPIPETUPOBAIIU [10-PAa3HOMY COIJIACHO
ACTETUYECKUM NPEANOYTEHUSIM BPpEMEHU M cOOCTBEHHBIM 3anayaM. Hampumep, y Kanbaepona B
«Icuxee u kymugone» (1665) mma Oopwba [psiBona-HenaBuctu u Xpucra-Kynumona 3a
Yenoseueckyto aymy B june Ilcuxew; y KpeOuiiona-coina B HoBemie «Cunbd» (1730)
BOCIIPOM3BOJUTHCS  LIEHTpalibHas cClieHa U3 Tparenuu-6anera «llcuxew», B  KoTOpoii
(baHTacTHUECKOE CO3/1aHUe YJeTaeT, a AaMa ocraéresa onHa. Ha mpumepe mnTepnperanmu mMuda o
IIcuxee MBI MOKEM PACCMOTPETh, KAK BOCIIPUHUMAJICS CIOKET «30JyIIKW» BTOPOil mosoBuHbI XX
BEKa U YTO B HEM XOTENU BUAETH MOCTAHOBLIUKHU.

3. banmer Bambna — oskiekTHuHas ¢eepus, B KOTOPOH MOXHO YBHJETh DJIEMEHTHI
TeaTpaJIbHBIX NPUEMOB Pa3HBIX 310X U CTUJeH. M B 3TOM OH ONATh-TaKu MepeKInKaeTcs ¢ 0aneTom
Jlromn, nocraBineHHbI K KapHaBaiy 1671 ronma mo 3aka3y JlromoBuka XIV ans 3ama Mamue B
Trounbpu. CTOUT OCTAHOBUTHCS HAa TEXHUYECKUX BO3MOXKHOCTSX CIIEHBI 3TOTO 3aj1a, YTOObI MOHSTh
K yemy ctpemuiics Kapn Banb, npuctynas k padote Haj «Bomme6HbiM 6ammmaukomy. My3bIkoBe
@ununn boccan nucain, 4To 3TOT OIPOMHBIN POCKOIIHBIN TeaTp — 6€3 COMHEHUs, CaMblii KpaCUBBIN
B EBpore, koTopslii Burapanm mnoctpoms mo 3akazy MaszapuHu A CBaAbObl KOpOJs, HUMEI
HEBEPOATHO COBEPIICHHYK) MAIIMHEPUIO, OTYEro M NOJydms1 CBOE MMA. B wacTHOCTH, OH
pacmosiarain «TpPOMOM, IO3BOJSBIIMM JACKOpalMsaM, YyJOBHIIAM M IEPCOHaKaM BHE3AITHO

BO3HUKATh W3-TIOJ[ CIIEHBI, CO3[aBasi TUTaHTCKue QaHtactudeckue HP¢PeKTsl <...> 0COOCHHO
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JEKOpaIuy ajaa, KoTopble <...> TPOU3BOAWIA OrpoMHOE BredarieHue» [2]. (Bce 3To ecth B
nocraHoBke Banbia B criiene nmoxuieHuss CaHAPUIbOHBI).

4. llocranoBka «llcuxen» OblIa TOUCTUHE POCKOLIHBIM 3pPEIUILEM C TIPOMATHBIM
aHcaM0JIeM Y4YaCTHHUKOB — (ypHii, I€MOHOB, CaTUPOB, MPOTHBOIIOCTABICHHBIX XOpY OO0XKECTB,
OTKPBIBAIOUINX TPOMAJHBIN 3aKIIOUUTEIbHBIA JAUBEPTUCMEHT, COCTABISAIOMIMK sSApo Oanera.
VY Banbua toxxke Bcero 0bUT0 B M30BITKE, KpOME TaHIEB JUIs TJIaBHOM repouHu. B cuene Oana 3a
repojibIaMu C JKe3JIaMH, 3HAMEHIIUKH HECNIM ITaHaapThl, Guard. 3a TpydadyamMu ¢ MCHOIMHCKUMU
TpyOaMu IUIO KOMUYECKOE BOHCKO, BOOPYKEHHOE OOJIBIIMMY BHJIKAMU M HOXXaMH, TIOJIOBHUKAMH,
YyMUYKaMU TOJI MPEIBOAUTEIHLCTBOM reHepana KoTia. (Bce 3To HamoMuHaeT BBIXOJ MOBapsT B
cnekrakie Iletuna «CangpwinboHa» 1893 roma B apyroil MHTEpmnperanuu). 3a HUMHU CieJoBaia
KOJIECHHUIIa C KOpabiéM C MOJHBIM S3KUIAXEM J>KEHIIMH B MaTpOCCKUX KocTiomax. Opkectp
OJlyLLIEBJIEHHBIX UHCTPYMEHTOB IOJI MIPEIBOJUTENLCTBOM OapabaHa, MécTpas TOJIA KOJOJbI KapT,
netu [aHra ¢ KUBBIMH 3MESIMHU, 3CKQJIPOH BEHTEPCKUX Tycap B ILIUTHIX JOJOMaHax, TOJIA
BaKXaHOK, Hecymux baxyca, OKpyKEHHOro OYyThUIKAMH pPa3HOPOJIHBIX BHH — BCE OTH
pa3HOXapakTepHbIE MAacKH, OO0OWHIS LepEMOHUAIbHBIM MapIIeM CIEHY, TaHLEBaId pas,
COOTBETCTBYIOIEe UX KocTioMaM. Diumic (CaHapuiboHa) IpeAcTaBaia mnepes npuHueM Mapuo B
KOCTIOME CBETSIIerocs Kyka. Bce yyacTHuku Oana npuHUMAaNW y4yacTue B PUHAIBLHOM Trayone.

VY Jlronau Bce TUBEPTUCMEHTHI — 3TO CMBICIOBBIE LIEHTPBI CHEKTAKJIIs, 00JIaJatoniie Cuion
BHYIICHUSI M B XOpaxX, U B aHCAaMOJSIX, MOBTOPSIOUIMXCS JECATKU pa3, YCHJICHHBIE MY3BIKOM.
(Y [leruna 3Ty LEHTPHI BBICTPOEHBI Xopeorpaduueckn). A tenepb BepHEMcs K Banbiry.

5. B mockoBcko mocraHoBke Banbna, kak u cnekrakie Jlxoium, moguepKHyTa MBICIb,
CBOWCTBEHHas 3M0Xe OAPOKKO, UTO B MUPE BCE B3aMMOCBSI3aHO — OT /ICKMX Ipomnacteit 10 Hebec,
OT IUJIAHETHI /10 ’KYYKOB. 37€Ch HET PEIUIrHo3HOoro nojarexkcra KamabaepoHa, HO B MCTOpUSX NPO
3onymky u Ilcuxem coxpaHsieTcs oauH wmacimrTad o0000mmeHuss — 3To BceoOmas wmeradopa
MHUPO3/IaHUs, KOTJa COMPOTUBIEHUE IIOOBHM MPUBOAUT K HAPYUICHUIO TOpPsSAKA, OOpeTeHHe Ke
JH0OBH — K €r0 BOLIAPEHUIO.

Crnucok nurepaTypbl
1. Cypun E.{. banet mockoBckoro boinbiioro Teatpa Bo Bropoit momoBune XIX Beka. — M., 2012.
2. http://www.bibliofond.ru/view.aspx?id=92409

MapuuHCKHUii TeaTp U cTaHOBJIeHUe 0ajieTHOI Gororpadpuu B Poccun

E.1I0. KpaBuosa

katya.kravc@gmail.com

MarucTp xopeorpapuyeckoro HCKyccTna,

OI'VK «Poccuiickuii rocy1apcTBEHHBIN

akanemuueckuit Teatp apamsl uM A.C. [lymkunay, hotorpad
Cankr-IlerepOypr, Poccus

[Ipaktuka ¢ororpadupoBanus apTHcTOB Oaynera cioxuiach eme B KoHue XIX Beka.
IlepBeiii hoTorpad, mocTaBUBIIKN MPAKTHKY (OTOrpadupoBaHUs apTHCTOB MY3BIKAJIBHOTO Te€aTpa
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Ha TocyaapcTBeHHBbIE penbehl, Obl1 Kapm HMBanoBuu bepramacko (1830-1896), xopuct
Nwmmepatopckoit ¢dpaHIry3ckol ornepHO Tpynmbl. bepramacko paboran B cBoeM COOCTBEHHOM
atenbe. Ero arenwbe ciyxuino Ha nois3y Mmmnepatopckum Teatpam okono 30 sger (1860—1890 rr.).
C 1863 r. bepramacko mepBbiii B Poccum cram HocuTh 3BaHue «®Potorpad HmmepaTopckux
TEaTPOBY.

B oxTsa6pe 1890 roma B mpaBoM KpbuUle MapHHMHCKOTO TeaTrpa OTKPBUICS IMaBHJIbOH IS
CbEMKH apTHUCTOB UMIIEPATOPCKUX TeaTpoB. OCHOBHON 00beM (POTOpaOOT BHIMOIHSI HEMELKHUI
dbotorpad Kapn @umep (1859-1926), nonepemerHo padotaroutuii To B Mockse, To B [letepOypre.
OcHoBHas 11eNb CO37aHMs OOIUPHON (oTOMACTEPCKOI: «3aUKCHUPOBAThH CIIEAbl MUMHUKU U IpUMa
BBIIAIOIIMXCS CIICHMYECKUX JeATelell M B TOXKE BpeMs COCTaBUTh MarepHal uid adb00MOB
TeaTpalbHBIX KocTIOMOB» [2, c¢. 311]. Hacnemuro Kapna dumepa npunamiexar Oosiee COTHH
OTIIEYaTKOB BbIAarOIIUXCs apTucToB CepeOpsiHoro Beka: A. IlaBnosoi, T. Kapcasunoii, B.
Huxunckoro, M. ®@okuna. Ero BbICOKOr0 KauecTBa CHUMKH MOPaKalOT MIYOMHON MPOCTPAaHCTBA,
THIATENBLHO MPOpabOTaHHOU AeTanu3anuei, paktypoil. [[aBunboH npu Tearpe, B KOTOPOM TPYIUICS
@umiep, ObUT YCTPOEH C POCKOIIBIO, 3aHMMAJ TpU 3Taxka. Ha mepBoM pasmemnianach KaHUEISIpUs,
r/ie MPUHUMAIKCh 3aKa3bl, HA BTOPOM — JJabOpaTopHus, T1ie neyatanuchk Gororpaduu, Ha TPETbEM —
dotocTynus, rae Bceraa ObUI0 MHOTO CBETA, 32 CUET CTEKJITHHON KPBIIIH.

C pa3ButeM (OTOTEXHUKH, a PEkKAE BCETO ¢ M300peTeHHEeM MarHueBoi BCIblIky B 1890
I., CTAHOBHUTCS BO3MOKHA (oTO(UKCcalusi OCHOBHBIX OaJI€THBIX CIIEH B 3pHTEIbHOM 3aiie. «Kamepbl
yCTaHABIUBAIKNCh U HAXOAWIUCH B (oKyce 3abiaroBpeMeHHO 10 Hadaja crekrakis. Haanexainee
MECTO JJIsl pa3MeIleHusl KaMep omnpezeneHo ObUIo pa3 U HaBcerga. B MapunHckoM Teatpe kamepa
¢ukcupoBasiacek 16 apmuH ot pammnsl (npubausutensHo 11,5 merpoB — E.K.). UToObl HaBecTH
00BEKTHUBHI Ha (POKYC, Ha CIIEHE NMOMEIAIOTCS TPU LIUTKA C JIEKTPUYECKUMHU JIaMIIOYKaMH; J1Ba U3
HUX YCTaHABIUBAIOTCS C JIEBOM M C NpaBOil CTOPOHBI CIEHbI, OHM OOO3HAYAIOT T'PAHHUIIBI
n300pakeHUs] B TOPU30HTAIIBLHOM HAIPABICHUHU, a TPETUH IIUTOK — B CEPEIMHE CLEHBI, TI0 ATOMY
IIUTKY ycTaHaBnuBaercs Gokyc. Ha momy, rae cTosT HOXKKM IITaTUBOB, JIEJIAIOTCS MEJIOM OTMETKH,
4TOOBbI, B CIy4yae COTPSICEHMS WJIM TOJIYKA, KaKIbIH ammapar MOr ObITh JIEKO IOCTaBJIE€H Ha
npexHee mecto» |3, ¢.167]. 3a kamepamMH yCTaHaBIMBAJIUCH BCIBIIIKU-PE(IEKTOPHI, KOTOPBIE TOXE
KpeNWJINCh B CIEHUAIBHO OTBEJEHHBbIX MecTax. Korga ObUIO BCE TOTOBO € TEXHUYECKUM
ocHaieHueM, (otorpad >KAaa ONpeNelIeHHOro CHUrHajga (3BOHKA) BO BpeMS CHEKTaKiIs. OTOT
3BOHOK JlaBaJl TIOMOIIHUK pexuccepa. OH O3Ha4yajdl TOTOBHOCTh apTUCTOB K (hOTOrpagupOBaHUIO
(apTHCTBI OJKHBI OBUIM HE IIEBEJIUTHCS, «3aCThITh» Ha Kakoe TO Bpems). Ho Tak kak 3To
IIPEPHIBAJIO  XOJl TEAaTPAJIBHOIO ACHCTBMS, MEIIAJI0 apTUCTaAM W 3PUTENSAM, TO CLEHHYECKYIO
¢dororpaduro cranu Npou3BOAUTH BO BpeMs (PUHAIBHBIX CLIEH, TAKMX Kak «O>KUBJICHHBIM caa» B
Kopcape, «I'pan na» B basinepke.

®otorpapuu 20-30-x rr. XX B. OCYLIECTBISUIMCH HA JEUIeBBIX (oTokapToukax 9x14 cm.,
13x18 cm., 24x30 cm. Cpeau ¢oTorpaduii MOXKHO BCTPETUTH T€, HA 00OPOTE KOTOPBIX CTOUT
mramn «Buktop bymna». Bumumo, ¢ororpadsl 3akimrodanu KpaTKOCPOUHBIE KOHTPAKTHI TS
CHEMKH HOBBIX CLIEH U3 CIEKTaKJIEH.

B ®onne Axanemuueckux tearpos LII'AJIM CIIb MOXHO BCTpETUTh YIOMMHAHNE IITATHBIX
enuanll gororpada Tomeko ¢ 1939 r. B mrarHom pacnucanuu 3a 1946 rog MBI BCTpeuaem
JBOWHYIO CTPYKTYpy opranuzauuu Qotonena. B mexe XymoKeCTBEHHOH pPENpOAYKIHUU €CTh
JOJDKHOCTh TJIaBHOTO (QoTorpada-XyloKHUKA, a B IPOU3BOJACTBEHHOM II€PCOHANIE YUCIATCS
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cOTpyaHUKH ¢oro kaOuHera. Tyma BXOIWIO 5 YeNOBEK: XYJOKHUK-OQOPMHUTENb, TEXHUK-
odpopmurens, hororpad, 1abopaHT, peTyiiep.

B ®onge Axagemuueckoro Ttearpa Mbl Hauum  [Ipukaz no JleHuHrpaackomy
I'ocynapcrBenHoro opaeHa JlennHa AxkagemuyeckoMy tearpy orepsl u 6anera um. C.M. Kuposa Ne
62 ot 11.03.1946. Tekcrt mnpukaza NDyOJIMKYeM TIOJHOCTBIO C coxpaHeHHeM opdorpaduu:
«3a4uCIUTh B IITAT HA JOHKHOCTH TJIaBHOTO (ororpada-xynoxxkuuka ['epmmvana M.X. ¢ 1. III. —
c.T. ¢ okiamom 1000 py6. B M-11. C MECSYH. UCIIBITATEIbHBIM CpokoM. OcHOBaHue: Hapsa Paii.0ropo
No6807» [4]. Tak, Becnoit 1946 rona, yepe3 roa mnociie okonuanusi BoiHbl B ['TATOub um C.M.
KupoBa mnosiBunach mnpecTuxHas JODKHOCTh TIJaBHOTO Qortorpada-xynoxHuka. B apxuse
MapunHcKoro Tearpa, Mbl MO3HAKOMHIIUCH C JTUYHON KapToukoil dotorpada: «'epman Muxauin
XaHOHOBHWY, €BpeH, U3 MeIaH, MecTo poxacHus: c. CocHuna YepHUroBckoi odsactu.» B nmuunoi
KapTOuKe, Takke ecTh cienyromuid 1okymeHT Nel09 ot 15.1V.46. «Bo uzmenenue mp. 62 ot 11.03
cuutath ¢ oknagoMm 1000 py6. B M-1I. 32 Xy/105K€CTBEHHO-TEXHUYECKOE PYKOBOJACTBO U CO CIIEIbHON
OILJIaTOW MO YCTaHOBOUYHBIM PACIIEHKaM 3a BBIMOJIHEHUE (OTO-ChbeMOYHbIX padboT» [1]. O6Gpatum
BHHUMaHue, 4To okyag B 1000 py0. BBICOKHIA, TOIBKO BBOE HIKE OKJIaJa TJIaBHOTO TUPIKEpa Ha
TOT MOMeHT. O4eBH/IHO, YTO B MOCIEBOCHHBIN MEPHOJI PYKOBOJICTBO TeaTpa BIIEpBbIe 00PATHIIOCH K
aKTUBHOI pabote Haj co3ganueM Qororpaduii apTUCTOB, MOTOMY KaK UMEHHO C IMEHeM Muxauna
I'epmmana cBsizaHa »dmoxa B COBETCKOW ¢otorpaduu — co3laHue OOLIMPHON raiepeu
HCIIOJTHUTEIBCKOTO COCTABA.

Muxaun I'epmvan co3gan 1enyio (Qororpapuueckyro Trajleperd apTHCTOB COBETCKOIO
Oanera: I'. YnanoBa, H. Jlynunckas, K. Ceprees, B. YaGykuanu, P. Hypees, H. MakapoBa — 310
JIMIIB KOPOTKUH CIMCOK BceX, koro ¢ororpaduposan M. I'epmman ¢ 1941 no 1965 roast. OH no
IpaBy 3aciyXKuwil ofoOpeHue oT apTuctoB. Hampumep, B xkypHane «CyObeKTHB» OIyOIMKOBaHA
uurara Haraneu Jynunckon: «Jlydme I'eprmimaHa HUKTO M HUKOrAa MEHS HE CHUMaN. S mpu
KaX/10M yJOOHOM cilydae crapaiach CHAThCS y Hero. Kaxaplil ero CHUMOK ObLT Kak HOBasi TO3May
[5, €.20]. On He cHUMa apTUCTOB B MPBDKKE, a JeNall CbeMKH B CTY/UH, MOJONTY BHICTABIISS CBET
¥ KOMIIO3MLIMIO, YTOOBI JIyyllle repeaTh anjaoM6 aptucra 6anera. Ero CHUMKH — 3TO cTpeMyieHne
K COBEpLICHCTBY KJIaCCHYECKOMY — TapMOHMU 00pa3a, KOMIIO3UIMH, TEXHHYECKOI0 MacTepCTBa,
OCBELLEHUS.

Wtak, MBI caenanu 0030p JIMIIb HAa4albHOTO MEPHOJAA: BO3HUKHOBEHHE M CTAaHOBJICHUE
¢doronena B MapurHCKOM TeaTpe; AajbHelIIee ucciaeioBaHue OyAeT MPoI0JIKEHO.

Hccaenopanue BbINOHeHO npu ¢uHaHcoBoil mnoaaep:;kke PI'H® B mnpoekre
NPOBE/ICHUs] HAYYHBIX HCCJICJOBAHMN MOJIOABIX YueHbIX («banernas dororpadus B
0Te4eCTBEHHOM HCTOPUKO-KYJbTYPHOM KoOHTekcTe cepeamHa XIX — navamo XXI| Bekay),
npoekT Ne 12-34-01004.

IIpumeyanus:
Apxus MapunHckoro teatpa. JInunas kaprouka I'epmana M.X.
Exxerogauk MmMneparopckux Tearpos, ce3on 1890-91, CIIO.
Exxerogauk MmMneparopckux Tearpos, ce3oH 1893-94, kuura 1, CIIO.
HI'AJIA CIIb. ®. 337. On.1. En.xp.332. JI. 85. [Ipuka3 no JleHuHrpaackomy roc. opJeHy
Jlennna Akanemuueckomy TeaTpy omnepsl u Oanera uMm. C.M. Kuposa Ne62, ot 11.03.1946.

Eal S

5. Cemmauesa E. 3Be3nnsbiii pororpad // CyObektus: xxypHai o ¢pororpaduu, Ne 5, CII6., 1998.
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Cexpernl peHOMEHA PYCCKOro 0aJIeTHOTO TeaTpa

AM. Konaparbesa

nastykondratieva@gmail.com

acriupanT MockoBckol akaemun oopazoBanusa Haransu HecrepoBoii
Mocksa, Poccust

Poccuss mocturna mMupoBOro mpu3HaHUS B 007acTH MCKyccTBa Oanera. Pycckuii Ganer
accollMMpYeTCsl HE TOJBKO C KJIACCHUECKUM HacleIueM, «30J0ThIM (oHmoM» Oanera, HO U ¢
(deHoMeHOM pycckoro aptucra Oanera, Ui KOTOPOTO XapaKTEpHbl €amMoOOTJada MCKYCCTBY,
LIMpoKas Aylia U npokupaHue 4yBcTB Ha cueHe. [lo cioBam K.C. CraHucinaBckoro, «oajJuHHOE
PYCCKOE UCKYCCTBO — 3TO UCKYCCTBO CEPJLA U XYN0KECTBEHHOU MPABIbI».

B ucropun pycckoro Ganera Henb3s BBIIEIMTH TOJBKO OJHOI'O BEJIMKOIO KOMIIO3HMTOPA,
xopeorpada, HCHOJHMTENS, O3TO Liejas Hepa3pblBHAs IEMOoYKa JIOCTHKEHUH, NPeo0JIeHUs
MPEMSITCTBUM, OMCKAa U HOBaTopcTBa. OHAKO MOYXHO BBIJIEIUTHh HECKOJIBKO KJIFOYEBBIX MOMEHTOB
B UCTOPUU PYCCKOTo Oanera, KOTOpPBIE CTAIH 3HAYMMBIMH I MUPOBOTO Oajera.

Benukuii pycckuid kommnoszutrop [I.M. YallkoBckuii BHEC OTrpOMHBIM BKIJIaJ B pa3BUTHUE
ucKycctBa Oaseta B MupoBoM Maciutade. C cumpoHnyeckoil My3blkoi YaWKOBCKOro B pycCKUN
0aJeT MPUILIH PEATUCTHYECKUE MY3bIKaJIbHBIE 00Pa3bl, ICHXOJIOTHYECKas OOPHUCOBKA XapaKTEPOB,
JpaMaTU4ecKasl CTPACTHOCTh YEJIOBEYECKMX YYBCTB. bajeTHBIM TeaTp — 3TO BBIPAKEHHE MY3BIKH
TEJIOM, a MY3bIKa OTO — BBIpAXKCHUE HAIIECH TYILH.

YTBepxk/IeHUe CpeCcTBAMU MCKYCCTBa OajeTa BBICOKUX HJI€AJIOB U JTyXOBHO-HPAaBCTBEHHBIX
LIEHHOCTEH, Oropa Ha JIUTEpaTypHbIE CIOXKETbl, OOpalleHHe K BaXHbIM MOMEHTaM HCTOPUH —
XapakTepHasi 4yepTa pycckoro Oanera. Bpparommuecs mpencTtaBuTeNId pycckoro apamoOanera,
TBOPYECTBO KOTOPBIX aKTyaJbHO U B Hamu JHU — P.B. 3axapos, JI.M. JlaBpoBckuii, JI.B. SIko6con,
B.A. BaiitHoHeH 1p.

HMmeHna u TBOpUEeCKO€E HACIeANE PYCCKUX KOMIIO3UTOPOB, TOCTAHOBIIMKOB, apTUCTOB OajeTa
M3BECTHBI BO BCEM MHUpE. 3aJaua HbIHEUIHETO MMOKOJIEHUSI — COXPAHUTh, IPUYMHOXXHUTDH U NE€pPeaTh

9TO KYJIbTYPHOC JOCTOAHUC MOCICAYIOIUM ITOKOJICHUAM.

SA3bryeckue koAbl B xopeorpadguu Banyapa HuskmHckoro: npodJemMsl MHTEppeTanuu

C.B. Kyaabimesa

svetlanakuldysheva@gmail.com

noueHT Kuposckoro ¢unuana [lepmckoit rocyaapcTBeHHOM
aKaJIeMHH UCKYCCTBA U KYJIbTYpPBI

Kupos, Poccus

[Tonnmanue B3auMoOJCHCTBUS Xopeorpaduu ¢ CHMBOJIMKON S3BIYECKHX OOpSIOB U
MY3BIKH TpeOyeT B MEpPBYIO OuYepeIb OCMBICICHUS JIEKCHUECKOW MPUPOIBI MY3bIKAIbHO-

XOpeorpaguuecKoro CHHTE3A.
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OcraTky A3pI4eCTBA COXPAHWINCH 10 HALIMX JHEH B BUJE CUMBOJIOB M 3HAKOB, KOTOPBIC
UMEIOT OFPOMHOE 3HAYEHHME M CMBICI JUISl PYCCKOM KYJIBTYpPBI, B TOM YHCJIE U JUIS UCKYCCTBA
Oanera.

baner «Becna cBsmieHHas» HW300pakaeT CEpPUIO TEPBOOBITHBIX OOpSIOB, TAE BCA
xopeorpadusi COCTOMT B OTOMBAaHUM PUTMA, BECbMa CI0’HOro. To, 4T0O TaHel Urpan GoibIIyo
poJib B A3BIYECKUX OOpsAlax CHABSHCKUX IUIEMEH M 3aHUMall BEJyllee MECTO Ha JPEBHUX
UIrpuliax, Mbl Yy3HA€M HE TOJbKO M3 JIETONUCEH, HO M U3 JPEBHEHIINX NaMSATHUKOB
n300pa3sUTEIBHOTO UCKYCCTBA.

Mup xopeorpaduyeckoit oOpa3HOCTH B OajeTe AMKTYET CBOM 3aKOHBI OTOOpa)KeHUs
NEUCTBUTEILHOCTH, OCHOBAaHHbIE HE Ha OYKBaJbHOM COOTBETCTBMM JKU3HEHHOTO M
XYHI0)KECTBEHHOTO MarepHuajia, a Ha CTENEHH BEPHOCTH METapOpHUECKOMY, IMOITHYECKOMY
OTpaKeHHIO KU3HU. CUMBOJIBI MITM 3HAKH SIBISIFOTCS NepeIaTUYMKaMU CaKpalbHON WHpOpMaum
0 KapTHHE Mupa. Bpaienue - 3To 2JIEMEHT B HAPOIHO-CLIEHNYECKUX TAHLIAX, KOTOPBIN SBIIAETCS
Marn4yeckoi GopmMoi MPOHUKHOBEHHSI U3 OOBIYHOTO MUPA B cakpaibHbIN. [IpbIKKH - 3TO MpU3Ma
TaHIa, Yepe3 KOTOPYIO OTKpbIBaeTCs BpeMsl. [IpbIKOK — 3TO OTPBIB OT AEHCTBUTEIBHOCTH.

CoBMecTHBIE TMPBDKKOBBIE D3JIEMEHTbl B TaHLAX MAaruyecku SBISIOTCS CHMBOJIOM
enuHeHus. TpyaHO cka3aTh, KAKMM YacTsSM Teja B MarH4ecKoM TaHIE OTBOJUTCS POJib OOJIBIIIE.
Ho, nepBocTeneHHoe 3Ha4eHHE, KOHEYHO, UMEIOT: HOTU, PYKH M riasa. Horm — 310 cumBoOIn
coBeplIleHCTBOBaHUA. OHHU  OJIMUETBOPSAIOT CIIOCOOHOCTh K Ppa3BUTHIO M Iporpeccy,
aKTUBU3UPYIOT SHEPTUIO PaBHOBECHSI, 0a30BbIN MOTEHIIMAJ CO3/IaHUS YHEPTETUUYECKON CIUpaiu
C TMOMOILBIO ONPENETICHHON MO3ULUHU. Pykn — 3TO ri1aBHbIE HHCTpYMEHTHI Tena. Korma namgonu
HaIpaBJIEHbl BHM3, NapajlUIeNIbHO IOy, SHEPrus u3iydaercss U3 pyk. Korgja oHum HampaBieHbI
BBEpX, O0JIETYeH JOCTYN 3HEPrMM M3BHE. ['71a3a — 3TO, Kak M3BECTHO, 3epKajo aymu. ['naza
OTpaXkaloT COCTOSIHUE BHYTPEHHEHN dHEPIUH, 3TO CUMBOJI BUACHUS U CHIIBIL.

OcCHOBHBIE TIa M JBM)KEHUS TAHIIOPOB, UCHOJHSBIIUX OajeT, BO MHOI'OM HallOMHHAJIH
KOH(UIypalmio pe3HbIX JepeBSIHHBIX UI0JIOB HAa 3HAMEHUTHIX KapTHHaX Pepuxa, mOoCBALIEHHBIX
Hpesueii Pycu. Kpome Toro, miactuka HEKOTOPBIX Xopeorpaduuyeckux TaHueB HukuHckoro
MOBTOPSJIa OYEpTaHHUs XOJIMOB U CBAILLEHHOTO KaMHs Ha jaekopanusx Pepuxa. [laxxe opHaMeHT
Ha KOCTIOMAaX - y30p U3 KOHLIEHTPUUECKUX KPYTOB, OKaWMIISIOLIUI MJIaThsl, HOCIY>KUJI OCHOBOU
111 Xopeorpadumu.

Cneuuduxka xopeorpaduyeckoro HMCKyCcCTBa ONPEIENAETCSs €ro MHOTOIpaHHBIM
BO3/ICHCTBUEM Ha YeJOBEKa, YTO OOYCIOBICHO CaMOM NPUPOAOM TaHIa KaK CHUHTETHYECKOIO
BHJa UCKYycCTBA. B TaHIle Hapox mepeaeT CBOM MBICIH, YyBCTBAa, HACTPOEHHUE, OTHOIIEHUE K
KU3HEHHBIM sABJIeHUAM. TaHel — nyma Haposa.

baner «BecHa cBsmennas», coznanubii M. CtpaBuacknM, B. Huknackum, H. Pepuxom -

sipKasi cocTaBJsironIas GeHOMEHa PycCcKoro Oasnera.
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Cnekrakiab «Pomeo u JIxyaserra» (1972) B nocranoske H. Kacarkunoii u B. BacusieBa —

NnpUMep noucka xopeorpadguyeckoii 00pazHocTH B coBeTckoM dajiere 1960-1970-x rogon

A.E. MesoBaTckas

annamelovatskaya@yandex.ru

npenojaBaTelb Kadeapsl KIaCCHYECKOTo TaHIa
MOCKOBCKOM rocy1apCTBEHHON akaJieMHUH Xopeorpaduu
Mocksa, Poccus

[Tpembepa crekrakis «Pomeo u Jlxynsertay ¢ mysbikoit C. IIpokodreBa cocrosiach B
HoBocubupckom tearpe omnepsl u 6anera B 1972 rony. Cuenapuit 6bu1 Hanucan H. Kacatkunoit u
B. BacuneBsiM. Xynoxxaukom-cuenorpagom cran M. CymbaramBunn. [TocTaHOBIIMKY ONpeAenuin
KaHp CHEKTaKIs Kak «xopeorpaduueckas dantazus». Bmecte ¢ qupmkepom I'. PoxxnecTBeHckuM
OHHM BOCCTAHOBHJIU MT€PBOHAYAIBHBIN MOPSIIOK MY3bIKAIIbHBIX HOMEPOB.

[IpuHIIMNIMaNBEHOE OTIMYME MOCTaHOBKU KacaTkuHoi 1 BacuiieBa OT MHOTHX JIpYyTUX B TOM,
YTO OHHU COCPEIOTOYMJIM TJaBHOE BHHMAaHHUE Ha YEJOBEKE, «BOJEI CYIbObI» IMOIMAaBIIEM B
ONpEJIEJICHHOE UCTOPUUYECKOE BPEMS U CUTYAIMIO, U HAa TOM, KaKue JACHCTBUS OH IPEANPUHUMAET
JUTSL TOCTHXKEHUsI coOcTBeHHOM 1enmu-meuthl. /o «Pomeo u JlxynserThy Kacarkuna m Bacuier
noctaBuinu «Banuny Banunn» (1962), «l'eomoroB» (1964), «Becny csamennyo» (1965),
«CotBopenue mupa» (1971). Otum O6aneToM, Kak HaM KaXXETCsl, MOXKHO MOJABECTH UTOT TBOPUECKOM
MOJIOIOCTH XopeorpadoB. Bce paHee mnpumeHsieMble MOCTAaHOBOYHBIE MPUHIUIBI U TMPHEMBI
Pa3BUBAIUCH, TTOSIBUIUCH HEKOTOPHIE HOBBIE.

|. Panee mpumMmeHsieMble pueMsl, oNy4yuBLINe pa3BuTue B «Pomeo u [xynberrey:

1. KacatkuHa u BacuieB BbICTpanBaroOT CIIEKTaKIb, UCTIONB3Ys pa3Hble xKaHphl. B «Pomeo u
JI>xynbeTTe» MPOUCXOIUT MOCTOSTHHAS CMEHA JKaHPOB BHYTpH akToOB. [10100HBIN TpreM KOHTpacTa,
MpUYEM KOHTPACTa BO BCEM — B CMEHE CIIEH, B PUCYHKAaxX TaHIIA, B JICKCUKE, B XapaKTepax repoes, B
MJTACTHYECKUX o0pasax, B YepPEJOBAHWM MACCOBBIX M COJBHBIX SIMHU30JI0B, B I[BETOBOM PEIICHUU
KOCTIOMOB - CTaJI OIHUM W3 OCHOBOIIOJIATaOIIUX MTOCTAHOBOYHBIX MPUHITUIIOB X0peorpados.

2. MbI MOXeM OJHO3HAYHO YTBEPIKAATh, UTO JupHueckue adagio u3 «Pomeo u JIKyIbeTTh»
— 9TO TIPOJIOJDKEHHUE XYA0KECTBEHHOTO TIpreMa, COPMHUPOBABIICHUCS TPAJAUIIMHM TTOCTAHOBIIIMKOB.
HecmoTpss Ha ucropuyeckyro aucranimio, adagio Pomeo u J[KynbeTThl BOCIPHHHMAETCS Kak
SBIICHUE CETOJHSIIHEE WM JaXe BHEBPEMEHHOE. YPOBEHb Xopeorpaduu M aKTepCKUX 3aaad
MOJIHSJI X HA YPOBEHb CUMBOJIOB, BBICOKUX 00OOIICHU.

3. B «Pomeo u JIxymbeTTe» MOCTAHOBIIUKU TPOJOIDKAIOT PabOTy HAI IUTACTHUYECKUMHU
JEUTMOTUBAMH. JIEHTMOTHUB ABJISIETCA NPU3HAKOM, OTJIWYUTENIbHOW 4YepTod repos. braromaps
Pa3BEpHYTON CUCTEME MIACTUYECKUX JIEUTMOTUBOB Mbl BUJIMM, KaK MMOCTAHOBUIMKH BBICTPAUBAIOT
xopeorpaduueckyro ApaMaTyprur0 KaX10T0 MepCOHaKa U CIIEKTAKIIS B IIETIOM.

I1. HoBbie mpuemsl, Bo3HUKIIME B padoTe Hall «Pomeo u JKynbeTToii»:

1. Kacarknna u BacuiieB Oosbiiioe BHUMaHHUE YACTSIOT JETaIsIM B MacCOBBIX ClieHax. B mx
CHEKTAKJISIX TOJIA Ha CLEHE — 3TO T.H. «OPraHU30BaHHBIN Xaoc». [loCTaHOBIIMKK MPOYEPUUBAIOT

JIMHUIO KaXJIO0TO IMCPCOHAaKa, MpHU 3TOM BCC OLITOBBIE AKTCPCKUC MU3AHCHCHBI IMPCACTABJIICHBI B
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HECKOJIKO YTPHUPOBAHHOW TeaTpajibHOW MaHepe. lMcmonb3oBaHa BhIpa3uTelibHAsh MAaHTOMHMA H
IPOTECKOBAsl IUIACTUKA, MEPCOHAXHU B3aMMOJECHUCTBYIOT, BBIACHSIOT OTHOILUEHUS, CO3JaBas
OypIsnIyro pazHoronocuily toimnbl. Kacatkuaa u BacuieB, coxpaHsisi BBICOKHA SMOIIMOHAIBHBIN
HaKaJI, IpUAyMal JUIsl KopebaieTa HeCI0KHbIE, HO BBIPa3UTENIbHbIC TaHIIEBATbHbIE KOMOMHAIINY.

2. B «Pomeo u JIxynberre» nupuyeckue adagio craHoBsTCs 0Oojiee JICHCTBEHHBIMHU.
MemnsieTcst uX XapakTep — OH CTaHOBUTCS OoJiee aKTHUBHBIM, TWHAMUYHBIM. BOo MHOTOM, Kak Ham
Ka)XXeTcsl, 3TO CBsI3aHO ¢ My3bIkoi [IpokodreBa. Ero my3Tel — 3TO MUK MAaTETHKH, JpaMaTHYECKUX
[IEPEKUBAHUNA M POMAHTUYECKOM JUPHUKU OAHOBPEMEHHO. B 3THX Iy3Tax 3apoxkKaaceTcs 4yBCTBO
M00BU, KOTOPOE IMOCTENEHHO, MO BIUSHUEM OOCTOSTENBCTB, (DOPMHUPYET B CO3HAHUU IJIABHBIX

repoeB MOHUMAaHUE HEOOXOIUMOCTH O0PHOBI 32 CBOIO JIFOOOBB.

«Cnaprak» JI.SIko0coHa: ro/uIMBYACKAs] KONUS MM PUMCKUH MOJJIMHHUK?

C.b. IloremkuHa

kto@list.ru

npernoaaBarels kKadenpsl Xxopeorpaduu u 6aneToBEICHUS
MOoCKOBCKO# rocyAapCTBEHHOM akaieMuu Xxopeorpaduu
Mocksa, Poccus

B 1962 rony Bonbmioii Teatp npuse3 B AMepuky «Craprak» Jleonnnaa SIko6cona. 9t1o Oblin
BTOpbIE TacTPOJIM TeaTpa IIOCJIe OTKPBITHS JKEJIE3HOTO 3aHaBeca, IMocie TPUyM(ambHBIX
BBICTyIUIEHUM 37ech [anuubel YinanoBod, Maiiu Ilmuceuxoit, Pamcbr CrpydkoBoii..., mocie
6€30roBopoyYHO MPUHATHIX «PoMeo u J[xynbeTTs», «Kuzenn» u «Jlebeaunoro o3epay, a 3a0/JHO ¢
HUMU U «KaMEHHOTO IIBETKa».

«AMepUKa HHMKOTJIa HE BHJENa HHUYero moao0Horo. OH JacT aMepUKAHCKOHM IyOJIMKe
MIPE/ICTAaBICHHE O HEBEPOSTHOM pa3Maxe MOCKOBCKHX IOCTAaHOBOK», - MpexactaBisul «CrapTakay
xypHanucram umrnpecapuo Con KOpok. [TomruMo mMacmTaGHBIX JeKOpalMii HHTEpeC K CHEKTAKIIo
MOJIOTPEBAJICS M KOJIMYECTBOM y4acTHUKOB. B HeM Oblio 3azxeiictBoBaHO 200 TaHIIOBIIUKOB, 65 U3
KOTOpBIX, HaOpaHHble B AMepuKe, YK€ B HIOJI€ NPUCTYNUINM K penetunusM c¢ Acadom
Meccepepom.

«CnapTak» 03BOJISLI IPEJACTABUTH pa3Max HE TOJIBKO MOCKOBCKHMX ITOCTAHOBOK, HO B LI€JIOM
- HMIEPCKOTO CTWIs, SIBJICHHOTO aMEPUKAHCKOMY 3pHUTENI0 Ha KOHTpacte ¢ Oaneramu
Jlx.bananunna, M. I'pam w® Jpyrumu, MeHee HW3BECTHBIMU IOCTaHOBKamu. [IpuBBIUHO-
MUHUMAJIHCTCKHE 110 0(hOPMIIEHHUIO, BCE OHM HEM3MEHHO OTBOJIMJIM IIaBHYIO pojib TaHly. KcraTu, B
OJTHOH M3 PEleH3UH, IpeIBapsIOMuX racTpoiu, aBTop rasersl “New York Times” ynomsuy:n (a o
CYTH — NPOBO3IJIACHJI CBOW 3CTETUYECKUI ITAJIOH), YTO «BO BCEM MHUPE HET KOJUIEKTHBA JIy4IIE,
uem Tpymma Maptel I'psm u Hero-Mopk Cutu Bamne. DTH Beayliie TeaTphl TaHI@A MPOIOIIKAIN
MpUBJIEKaTh BHUMAaHHE MYOJIMKH U B 3MOXY XOpeorpaduyecKkux SKCIEPUMEHTOB, HAUYaBIIYIOCS B

Amepuke Ha BoaHe 1960-x ronos.
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O conepxxanun «Crnaprakay, pasymeercs, 3a pyOexoM HE MHcadd TaKk MHOT0, Kak Ha
pOollMHE aBTOPOB, e O0O0CyXaeHus Oajera He 0OXOAUINCH 0€3 y4acTus MOYTEHHBIX COTPYAHHUKOB
Wuctutyra uctopun Axagemun Hayk CCCP. «JlomKHBI M MBI CEJIaTh BBIBOJ, YTO COBETCKUE U
aMEepHUKAaHCKHE XYJ0KECTBEHHBIE BKYChl HACTOJBKO PAa3lWYHbI, YTO Takoi «Cmaprak» cooOIaeT
YTO-TO 3HAYUTEIFHOE COBETCKUM TpaKIaHam» - 3aJaBajicsi BOINPOCOM AJUleH XbIOrec IMocie
MIEpPBOro MpPEJCTaBICHUs OalieTa U MPOAOJIKAl Pa3MBIIUIATh B CHEIUAIBHO MOCBSIICHHONH 3TOMY
Bonpocy crathe «O «Crnaprake». MOXKHO JIM TOHATH €T0, HE TIOTIO0NB?»

be3ycnoBHO, MHOTHE CLIEHBI CIIEKTAKIISI BBI3BIBAJIN Y AMEPUKAHCKOIO 3pUTEIIS ACCOL[MALIUU C
rojutuByackoi moctaHoBkoi (B CCCP ux ObITb HE MOIJIO, MOTOMY 4YTO (UIBM IOSBHIICS HA
JKpaHax TOJIbKO B 1967 roay). M BeIBOIBI 3a4acTyr0 BO3HHKAJIW HE B MOJB3y Oanera. Hampuwmep,
takue: «B nenoM pabora BBI3BIBAET IPYCTHOE pPa304apOBAaHUE, MOCKOJBKY SIBISIETCS IOMBITKOM
cenaTh To, uTo ['oumBy[ nenaer aydiie».

Cnaprak Ha crneHe Merpononuten Ormepa mnoreprnen ¢uacko. VMMeHHO Tak, yxke
0e3aneUIsMOHHO, KOHCTaTUPOBAIU 3TOT (PAKT aMEpUKAHCKUE KPUTHKHU 13 JeT crycTs, arioaupys
«Cnapraky» IOpus I'puroposuua Ha HOBOII cuieHe Onepsl.

Torma, B 1962 romy, mocie HECKONbKMX HpencTaBieHmii «Cnapraka» B Hero-Mopke
MOSIBUJIMCH COOOIIEeHUs 0 3aMeHe Oanera. Tpu mocienHue CeKTakis ObLTU CHATHI C pernepryapa B
Heto-Mopke ¥ HOJTHOCTBIO OTMEHEHBI B OCTaIBHBIX 9 TOPOJAX, I/ie IIAHMpPOBANCs Mokas. OTMeHa
OOBSICHATIACH CIOKHOCTSIMA TPAHCHOPTHPOBKM THUTAHTCKUX JEKOpalMid WM OCTaBaiach 0e3
komMMmeHTapueB. Oo0o3peBarenp raszetsl “Washington PosSt” He yaepxkancs OT 3aMedaHus:
«CoBpeMeHHasi IOCTaHOBKa JTHX TracTpoiieil «Cnaprak» - Xyqmuii Oaner, KOTOpbIH MHe
HMPUXOJUIIOCH KOTJ1a TMOO0 BUIETHY.

U, Tem He MeHee, OaleT HAAOJIr0 MEPEXUJ CBOKO 3MO0Xy. Ero He cIOMUIM HU HENPHUS3Hb
aMEepUKAHCKUX 3pUTeNiel, HU CONEPHUYECTBO C MOCKOBCKUM, BOCTOPKEHHO IMPHUHSITHIM HECKOJIBKO
ner coycts «Cnaprakom» HOpust I'puropoBuua. M mo ceil aeHb JIIOOMMBIN JIEHHMHTpAILaMU
«Crnaprak» SIkoOCOHa MNpOJODKAET CYIIECTBOBATh B penepTyape Kak HEKMH 3SCTeTHYECKUM

(dhenomen (B 2010 on ObUT B 04epeHOM pa3 BOCCTAHOBIICH TPYIIIIONW UMEHU Xopeorpada).

IOpuii I'puroposuy. IlepBbie onbITHI X0peorpaga

T.B. IlyproBa

tamarapurtova@yandex.ru

KaHJl. HICKyCCTBOBECHHSI,

npodeccop kadeapsl xopeorpapuu U OaIeTOBEICHUS
MOCKOBCKO# rOCYAapCTBEHHOM akaJieMUuu Xxopeorpaduu
Mocksa, Poccust

TBopuectBo Opust Hukonaesuya ['puropoBuya siisieTcsi OECIIEHHBIM HACJIEIUEM MUPOBOTO
OanetHoro tearpa. Ero mpousBeneHus, Kak y)ke CO3/laHHbIE, Tak U OyayIlue, MPUBJICKAIU U eIle
MPUBJIICKYT BHUMAaHUE HE OJIHOTO IOKOJCHHS HCCIenoBaTeNiell - 0aneToBeOB, TCOPETHKOB H

IMPAaKTUKOB. Hama 3aaa4a — OAHa U3 CaMbIX CKPOMHBIX — IMONBITATbECA KPATKO OCBCTUTHL UCTOPHIO
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MepBbIX IIaroB ['puropoBuya B KauecTBE Xopeorpada MHOTOAKTHOTO CIEKTaKJs, HCTOPHUIO
MOCTAaHOBKH €ro MepBoro Oanera «AHCTEHOK», BO MHOTOM OIpEAETUBIIEro Oyayliue TBOpYECKHE
MPUHITUIBI K METOJIbI paOOTHI BBIJAIOIIETOCS MacTepa.

[Haroii nepsoro cnekrakiig FOpus HukonaeBuua yacto HasbiBatoT 1957 roa — roa npembepbl
oaiera C.IlpokodreBa «KaMeHHBINH IIBETOK», JaBIIEH TOYKY OTCYE€Ta B TPUyMQaIbHOM MyTH
xopeorpada. Onnako, ucropuku Oanera u coBpemennuku HO.I'puroposuua Bcerja HalmOMUHAIOT O
MEPBBIX MOCTAHOBOYHBIX OMBITAX, COCTOSBIIMXCS HA LEJIOE JICCATUIICTUE PAHBIIIE HA JIIOOUTEIHCKON
cueHe JiennHrpaackoro [IK um. I'opekoro B

JIBoper ObUT OUCTHHE JIETeHIapHBIM, BCe BEYyIlME TeaTphl, HauUMHas ¢ TeaTpa BceBonoaa
Meliepxonpaa, NOKa3blBAIM 3/1€Chb CBOM IIOCTAHOBKH, HEOJHOKPATHO BbICTynan Bragumup
MasikoBckuii. IMeHHO 3Ta mioniaaka u Oblia MpeaocTaBlieHa i TOCTAHOBOYHOM paboThl COBCEM
oHOMY xopeorpady — aprtucty Kuposckoro Tteatpa HOputo ['puropoBuuy. Botr kak oH
paccka3bIBaeT 00 3TOM B OJJHOM U3 CBOUMX MHTEPBBIO: «CTaBUTH OalleThl S HA4aJl paHo, paHblIe, YeM
npuHiATO, — B 20 JeT. MHe nopy4miiu caMoiesaTeIbHbId Xopeorpaduueckuil KoieKTuB Bo [IBopiie
KYJIbTYpbl UIMEHU [ OpBKOrO, CHIIBHBIN, U3BECTHBIM B TO Bpems. M s cpa3y COUMHWI Ul HUX HE
KOPOTKHI KOHIEPTHBIA HOMEp, a OOJNBIION TPEXaKTHBIN OaneT «AUCTEHOKY.... Tak Ompenenuics
«hopmar» Moux Oyayumx 0aneToB Ha OONBIION clieHe. MHe 1Sl BRIpaXKeHUsSI COOCTBEHHBIX YYBCTB
U MbICIel Bcerya Oblila Hy)KHa MHOTOakTHas (popma, CIOKeT, pa3BUTHE, XapaKTephl, KOHMIUKTHI.
...IlepBas GosplIasi MOCTaHOBKA — «AHCTEHOK» — TOI/Ia U ONPEENINIa BO MHOIOM JajibHEHIINe
mary B Ipoeccui. .. ».

Hcropust «AuCTeHKa» Hadalachb Ha ACCATUIETHE PAHbIIE, OH YK€ HMEN CIEHUYECKYIO
uctoputo, Ho Bepcust IOpus ['puroposuua (1948 r.) Obl1a aOCOMOTHO CaMOCTOSATEIHHON, HOBOM U
OPUTMHAJIBHOM, O YeM CBUAETEIbCTBYIOT COXpPAaHUBLIMECS MaTepHalibl ropsyero M OypHOTo
o0CYX/IeHHS CIIEKTaKJs (3eCh U Jajee UCoyb3oBanbl MaTtepuansl A.P. CaiftOaruna, mupexropa
JK um. I'opbkoro). B oOcyxaeHun nNpuHMMaIM ydyacTHE H3BECTHbIE OajeTHble MNEeJaroru u
apTUCTBI, MY3bIKAJIbHBIE U TeaTpajbHble KPUTUKU. [IpoaHann3npoBaB Bce BBICTYIUIEHHS, B IEJIOM
0Ka3aJ10Ch, YTO €CIM Obl MOJIOZAOMY Xopeorpady JocTanach BbIJAOLIASCS MAapTUTYpa, JOCTONWHAs
ApaMaTyprusi ¥ npodecCuoHaIbHbIE APTUCTBI, TO €ro MEPBbIM CHEKTaKJIb HENPEMEHHO CTall Obl
meaeBpoM. OH, NEUCTBUTENBHO M CTaJl TOM CaMOM NOJIHOLEHHOM 3asBKOM Ha BXOXXIEHUE B
OoNbIIION MHp CHadajla COBETCKOHM, a 3aTeM M MHUpOBOIl xopeorpaduu. IMEHHO 3TOT CHIEKTaKib
Bugen C. Bupcanaaze, 4To okazajgoch CHUMBOJMYHBIM, OINpeneiauB B OyAylieM UX MHOTOJETHee
COTPYJIHUYECTBO.

VYcenemnyio paboTy perieHo ObLIo MPOJOKUTH MEPBOM B MCTOPUM JIETCKOTO OalleTHOTrO
TeaTpa CaMOCTOSTEIbHOM OpPUTMHAJIBHOW TIOCTAaHOBKOM. 31€Ch HHUIMATOPOM  BBICTYIAET
0. Crnonumckuii, Hameamwmii B 6ubimmoreke KupoBckoro tearpa mapTutypy 3a0bIToro Oasnera
pycckoro kommnosutopa A.E. Bapnamosa «Manbuuk ¢ maab4uKy, OJHAX/Ibl IOCTABJICHHOTO JIUIIb B
1837 rony B MockBe. CIOHUMCKOMY NpHUHAJUIekKall U CIIEHapHil HOBOTrO OajieTa, MOJy4YHBILETrO
Ha3Banue «Cemepo OpatheB». IIpembepa Broporo 6anera FOpust ['puropoBuua na cuene K um.

I'opbkoro cocrosiacs 24 mapta 1950 roaa.
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B oOcyxnennn 1o wroram npocMoTpa ydactBoBamm M.X. ®panromyno wu
10.1.Cnonumckuii, B.B. bornanoB-bepe3oBckuii (BmociaeACTBUN aBTOP BBIAAIONIUXCS TPYIOB IO
ucropuu Oanera, B ToM uucie, crareii o teopuectse FO.H. I'puroposuya), b.B. IllaBpoB u npyrue.
OT3bIBBI 3By4Yasld TOAYac aOCOMIOTHO MPOTHBOPEYMBBIC, KPUTHUKA MOTIJIA OBITh JKECTKOW U
OeCIIONIa HOIA.

[ToHsTHO, YTO BO3pa)KEHUSI B TO BPEMs HE NMPUHUMAIIUCH, a MOJ00HOE 00CYXJIeHHE MOTJIO
HaBcerga OTOWUTh OXOTYy y MOJOIOro Xopeorpada K JalmbHEHIIeH MOCTaHOBOYHOW paboTe.
K Hamemy cyacTpl0 3TOr0 HEe INpPOU30LUIO. [ JTaBHBIM HMTOIOM OCTAJCS IPO3BYYaBLIMI BBIBOJ
CHEIHAIMCTOB O TOM, YTO HOBBIN OajeT — 3T0 He COOPHBII TUBEPTUCMEHT OTIEJIbHBIX HOMEPOB, a
LEJIOCTHBIA CHEeKTakiab. W HMMEHHO 3TH TepBble «IpoObl Xopeorpaguueckoro mepa» Ha
TOOHUTENBCKOM CIIEHE CTalM He POOKMMH TOTBITKAMH, & YBEPEHHOTO B NMPABMIILHOCTH W30paHHOTO

MyTH IIaraMyd HOBOTO Xopeorpada XX Beka.

XopeoJsoruveckas jadoparopusi 'AXH: HoBble MaTepuaJibl

HU.E. Cuporkuna

Isiro@mail.ru

KaHJ. [ICUXOJIOT. HaYK,

BEJYILIMI HAYYHBIM COTPYIHUK

WHcTuTyTa NIcTOpUM ecTECTBO3HAHMS U TeXxHUKH PAH
Mocksa, Poccus

WHunmatuBa co3nanus Poccuiickol akaJeMuM Xyl0)KECTBEHHBIX HAyK, KakK H3BECTHO,
MpUHAJIeKaaa XyJOKHUKY M TeopeTHKy uckycctBa B.B. Kanaunckomy. OH ke mHpemioxui
M3y4yaTh JBWKEHHWE — TaHIEBAJbHOE, CIOPTHUBHOE, KHMHeMaTorpaduyeckoe u — «abCTpaKTHOEY.
Becnoit 1922 rona yuensiit cexperapb PAXH, npodeccop A.A. Cunopos, co3an KOMHUCCHIO 110
opraHuzanu Xopeojoruueckoi ngabopatopuu. 3aBefoBaTh JabopaTopuel ObUla MpUIJIAIIEHA
TAHIIOBIIIMIIA U HCCIENoBaTeNb TaHIa, Hatanbs ®ponoBHa MaTBeeBa (CLIEHMYECKHH TICEBIOHUM
Hatanbst Tuan). B urone 1922 r. mpu nmogupepxke I'.I'. Illmera, JI.JI. CabaneeBa u TOro e
CunopoBa oHa Obla u30paHa jaedcTBUTENbHBIM uieHOM PAXH, a B ceHTs0pe yTBepXaeHa Ha
JOJDKHOCTh €€ Hay4yHOro coTpyAHuka. B Hauane 1923 roga Tuan npencrasmna B PAXH mpoekr
«MACTEpCKOM KOMIO3MIMH TaHOa». Ho Bckope ¢ HeHW CIydumsoch HECYACTbe — IEpEIoM
HAAMATOYHON KOCTH; OHA yexasia Ha jJedyeHue B [leTporpaa u ocraBanack TaMm 10 KOHIIA roJa.

B orcyrctBue Tuan  Xopeojsormueckyro JabopaTOpHIO  BO3MVIaBWI  AJIEKCAHJP
Wnnapuonosuu  JlapuonoB  (1889-1954). Marematuk, 93THorpad, HMCKYCCTBOBEA U
npodeccuoHanbHbIi Gororpad, OH HHTEPECOBAJICS CaMbIMU Pa3HBIMH BOIIPOCAMU — OT HauepTaHUS
pa3nuuHbIX andaBUTOB JI0 penpe3eHTanuu aBukeHus B kuHemarorpadge. B PAXH oun mpumien c
HaMEepeHHEeM u3ydaTh Tpaduueckoe MpeACTaBICHHE MECTOB M 103 W HaTH I HUX
MaTeMaTHueckyro Qopmanuzanuio. I[Iporpamma pabGorbl  Xopeosoruueckoil nabopaTopud,
cocraBieHHas JlapuoHoBbiM B Mae 1923 ropna, Obu1a ropas3io mupe mporpamMmbl Tuan u OImKe K
nepBoHavyaibHoMy IaHy Kannamuckoro. Kak u ero mpenmectBeHHUK, JlapnoHoB mnpezasaran
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M3y4aTh caMble O0IINE «XYAO0KECTBEHHBIEC 3aKOHBI ABM)KEHUN Tela» U BU3YyalbHbIE PETPE3CHTAIUN
newkenus. Odunumanpapii opran PAXH — xypHan «VICKyccTBO» — MPHUBETCTBOBA HOBOE
HampaBlIeHWE, OCHOBAHHOE HAa «IIPHHIIMIIAX TOYHOTO MCUXO()HU3MOIOTUIECKOTO IKCIEPUMEHTa» U
obemiaBiiee  «pe3yabTaThl, OCECCIOPHO BaXXHbIE I  BCEX, [OHUMAIONIMX 3HAYCHUE
XyJI0)KECTBEHHON OpraHu3aluu JBIKEHUs» (Xopeojoruueckas nadoparopus // 3penwma. 1923.
No 66. C. 11). IlepBoe pabouee 3acemanue saboparopuu 1 gexadbps 1923 roma OTKPBUIOCH
noknanoMm JlapuonoBa «OO6 skcmepuMeHTe B oOsacTH miuacTukmy». Jlokmaguumk nan  oOriee
oTpesieNieHUe TUIACTUKKA U Habpocan TeMbl MCCIEAOBAHUN: MPOCTPAHCTBEHHAS KOMITO3HIIUS, WIIH
XYI0KECTBEHHO-1[elIeco00pa3Hoe 3aloJHEHUE IPOCTPaHCTBA; Tpaduka IUTACTUYECKUX I103;
COOTHOIIEHHE IJIACTUKU U MY3BIKH; Pa3JI0KEHUE CIOKHOU MO3bI HA DJIEMEHTHI; ABH)KCHHUE U IIBET.
JlaGopaTopus ycrenrHo padoTtana, B Heil ObUI CO3/aH YHUKAJIbHBIN (OTO-apXuB U OMOIHOTrpadus
paboT 0 TaHIIe; €€ COTPYAHUKU CO3/1aIH HECKOJIBKO CUCTEM TaHI-HOTAIMU. 3aKpbUIaCh OHA TOJBKO
B 1929 rony, B cBsI3U ¢ IMKBUAALMEN AKaJeMUU.

Jloknag ocHOBaH Ha paHee He MyOJMKOBABIIMXCS ApPXMBHBIX MaTepuagaXx U HOBBIX

pa3bICKaHUSIX.

Bonuionenue pycckoro HalHOHAJIBLHOTO (POJIbKIIOPA B 62JIeTHOM HCKYCCTBE

H.E. ®erucona

natafett@mail.ru

CTapIInii penoaaBaTeNb kadeapsl xopeorpadun,

3aM. JieKaHa (paKkynbTeTa XyJ0KEeCTBEHHOIO TBOPUECTBa

OI'BOY BIIO «OpnoBckuii rocy1apcTBEHHBIN HHCTUTYT UCKYCCTB U KYJIBTYPBD»
Opén, Poccus

Ha nporsokeHun Bcell HMCTOpUM pa3BUTHSL pycCcKoro Oanera MHOrMe xopeorpagsl u
OaneTMeiicTepsl OOpamiagnch K HalMOHalIbHOMY (Qoibkiopy. KpynHeiimme pycckue M COBETCKHE
noctaHoBimku M.K. Jlo6anos, A.Il. 'mymxoBckuii, A.A. 'opckuii, M.M. ®okun, ®.B. Jlonyxos,
IO.H. I'puropoBuy u 1p. cyUTaIM CBOUM JOJTOM U3y4aTh HAPOJHYIO KYJIbTYpY U €€ (OJIbKIOpPHBIE
TPaaUIMH, YTO OTPA3UIIOCh B Pa3HOOOPA3HOM BOCCO3JAHUU TE€POEB PYCCKOTO CKa304HOTO (hOJIBKIOPA
Ha OaJIeTHOH ClIeHe.

N3BecTHO, YTO pycckuil Ganer pa3BUBAJICA MOJ BIUSHUEM 3aaJHO-€BPOIENHCKOr0 HCKYCCTBA,
BOCIPOM3BO/S M €T0 penepTyap, OJHaKo, Kak oTMeuyaeT uctopuk Oanera B.M. Kpacosckas, «c camoro
HayaJa MposBJIsUT CBOIO CaMOOBITHOCTh B UCIIOJIHUTENILCTBE M IOCTAHOBKE 0AleTOB HAa HAllMOHAJIbHbIE
TemMbD» [1, c. 66]. Ha ocHOBe aHanu3a MccieqoBaHui, TOCBAMIEHHBIX XOpeorpapuuecKkoMy UCKYCCTBY
(B.B. Bancnos, B.M. Kpacosckas, 11.H. Mopnosuna, A.A. Cokono-KamuHCckuii u ap.), MOXKHO
KOHCTaTHUPOBaTh, YTO OTEYECTBEHHBIN OIBIT BOCCO3/IaHUS PYCCKUX (OJIBKIOPHO-CKa30UYHBIX 00pa30B
Ha cueHe HaumHaeTcs yxe B XVIII Beke Omaromapsi xopeorpadam, mpearnpUHUMABIIUM IepBbIe
MOTBITKA OTOWTH OT 3alMagHOW KyJdbTYyphl U OOpaTUThCS K HCTOKAM PYCCKOW Xxopeorpaduu —
pycckoMy HaponHoMy TaHIy. Tak, Oaner «3abaBbl O CBATKaxX» MPEICTaBUII 3pUTEISIM (POIBKIOPHBIE
TPaaUIMU, XapaKTepHbIE IS JIOOMMOro 3MMHEro Mpa3fgHuKa y pycckux. [1o3ke B KPEmOCTHBIX U
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CTOJIMYHBIX TeaTpax OaneTMmeicTepbl CTald aKTUBHO 00paIaThCsi K pycCKOMY (OJIBKIOPY U CTABUTH
UHCLIEHUPOBKU CBATOYHBIX, MACICHUYHBIX M TPOMLKHMX HapoAHbIX 00psmoB. Ilpumepamu Mmoryt
ciyxuth «Cenbckuil npazgHuk», «['ynsHbe Ha MmacieHuue», «Cemuk, nnu I'ynsHbe B MapbuHoit
porue».

Tembl HAPOHBIX TYJITHUN U IPA3JIHUKOB C UX SIPKOW 3PEIUIIHOCTBIO, HHIUBHYaIbHOCTBIO U
HapOJIHOM TeaTpaabHOCTHIO, MPOJAOKAIH ObITh MonyasapHbIMU Ha TipoTspkeHuH XV III-XIX Bekos. K
HUM HEOJHOKpAaTHO oOpamanuck xopeorpadbl, CTaBg TaKUe CHEKTaKJIHM HE TOJBKO JUIA
OOLIEIOCTYIIHBIX, HO M JUISl NPUABOPHBIX TeaTpoB. CHHTETHYECKas MpUpoja OaleTHOIO CIEKTAKIS
NOJIXO/AMJA KaK Heb3s JIydlle A Iepefadd TaKoro CHUHKPETHUYECKOIO SIBJICHMS, KaK OOpsAOBbIH
¢donbkiop. Xopeorpad, MO CyTH, NEPEHOCHS NPUIVISIHYBIIMHCS eMy (OJBKIOpPHBIA oOpasen B
YCIIOBHSA Te€aTpa, 3a00TSACh O TOM, YTOOBI MPUIATh EMY BBIMTPHIIIHYIO CHEHUYECKYIO PopMy.

OpnHuM U3 00BEKTOB TBOPUYECKOW MHTEPIIPETALINY C 1IEJIbI0O BOCCO3/1aHUS Ha CLIEHE JIEMEHTOB
(GONBKIOPHOM TpaaulMKU CTajl PYCCKMHM HapojaHBI TaHel. B Xopeorpaduyeckux CIEKTaKIsAX,
BOCIIPOM3BOSIIIUX OOps/Abl U HapOJHbIE T'YJISIHbs, TaHell OblI HEOTHEMJIEMON COCTaBHOM 4acThlo, a
BCE NPECTABICHHUE 3a4acTyi0 UMeNo (pOopMy JUBEPTUCMEHTA — YEePEelIOBAHHUS HOMEPOB OJHOTO HIIH
pasubix xaHpoB. K ux umcnmy npuHamnexar «CBsTounble 3a0aBbl», «CBsitku, wiu Ilocemenue
Macok», «HoBele cBsATKH, uiau Kto Bo 4to ropasny», «Macienuuay, «I'ynsHbe Ha BopoObeBbIX ropax»,
«MaxkapbeBckas spmapka». Oco00ol MONyJsIpHOCTBIO MOJB30BAICSH AUBEPTUCMEHT «CeMHK, WU
['ynsnpe B MapbuHO# polie», KOTOPBI BOCCO3aBall HAa CLIEHE CTAPUHHBIN S3bIYECKUM 00ps]l B 4ECTh
BECEHHET0 Mpa3/JHMKa BO3POXKAEHUS NMpupoabl. Ha 3ToM mpasziHuKe NEBYLIKM U FOHOUIM MpbIraiu
yepe3 KOCTPbI, BOJWIM XOPOBOJBI BOKpPYI O€pe3KH — CBSILIEHHOTO JepeBa ClaBiH. B croxkeTsb
JMBEPTUCMEHTOB OPraHMYHO NMPOHMKAIM TepoM M 00pa3bl U3 PYCCKUX HAPOAHBIX CKa3oK («SIcHoe
COKOJIMHOE MEePBHILIKO», «baba-saray).

JluBepTUCMEHT Ha pycckue (OJIbKIOpHBIE TEMBI cTal B nepBoii nonoBruHe XIX Beka cnocodom
U CPEICTBOM BOCCO3JaHMUS Ha CLEHE HAllMOHAIbHBIX LIECHHOCTEM M HM€alOB, COCTABIIOIIUX SAPO
JYXOBHOCTM PYCCKOTO HapoJa, BekaMd (OPMHUPOBABUIMX B JIMYHOCTH JIydlIME JIyXOBHO-
HPAaBCTBEHHbIE KauecTBa. J[OKa3aTeabCTBOM 3TOro OBLIO HEOJHOKPATHOE OOpalleHHe K PYCCKUM
(GOJBKIIOPHBIM TpaJuLUsAM Ha OalleTHOM CIieHe, YTBEpKJIEHHWE M pPa3BUTHE B CBETCKON KYyJIbTYpHOU
KHU3HHU 3TOI0 BPEMEHH TeaTpallbHO-XOpeorpapuuecKux 3peinil HapoIHOTO XapaKTepa.

OnHako «oOpa3ibl HApPOJHOTO TBOPYECTBA M ObITa MPHUCIOCAOIMBATINCH K CIEUPHUECKUM
TpeOOBaHMUSIM OAJIETHOTO Te€aTpa MOCTETIEHHO. DTO OBLI AJTUTEIBHBIN U CIIOXKHBIN TTporece» [2, ¢. 225].
JlaHHbBIE CIIEKTaKJIA, BO3HUKIIME HakaHyHe OTeuecTBEeHHOW BOMHBI 1812 roga n 10CTUTIINE paciBeTa
B IIOCJIEAYIOIIEE JIECATUIIETHE, HAYalld NPUXOANUTh B ynajgok K KoHLy 1820-x romos. OTaanssack oT
HApOJIHBIX HCTOKOB, OHH IMPUOOPETAIN YepThl MCEBIAOPYCCKOCTH, HCKaXKaIU (OJIBKIOpP, CTAHOBUIIMCH
Pa3HOPOAHBIMU TIO CTHIIO U Xapakrepy. Tak, 3apyOexHslii Oanermeiictep Aptyp Cen-Jleon,
IMPOHUKHYBIIMCh PYCCKOM KYyJIbTYpOW M HapOJHBIM TBOPYECTBOM, BOCCO3JaJl Ha CILEHE CKa3Ky
ILIL. EpmoBa «Konek-I'opOyHOK». DTOT Oaner cray 3HaYUTEIbHON Xopeorpaduyeckoil oCTaHOBKOM
Ha PYCCKYIO TEMY C UCIOJIb30BaHUEM CKa30UHBIX 00pa30B B KJIIACCHUECKOM Oanere, HO, TeM He MEHee,
MHOTHE€ KPUTHUKHA OTMETHJIM HEIOCTOBEPHOCTh PYCCKMX HApOAHBIX IUIACOK, MOJBEPIIIUXCS BOJBHOU

CTHJIM3AlUM €BPOTEHCKOT0 MacTepa. B HUX OB yTepsiH HAllMOHAIBHBIA KOJIOPHUT TAHIIA.

54



B XX Beke mepeueHb BOIUIOMICHUSI TEPOEB PYCCKUX CKA30K Ha OaeTHOM CIICHE MOTOJHUIIN
«3onoroit metymok» Ha My3biky H.A. Pumckoro-KopcakoBa, «CHerypouka» b.B. Acadrena, «XKap-
ntuua», «BecHa ceamenHas» u «llerpymkay» W.®. CrpaBunckoro, «KaMeHHBIA IBETOK)
C.C. IIpokodnea, «Konek-I'opoynok» P.K. lllenpuna u mp.

OnnuMm ©3 mepBbIX OajeTMmelcTepoB, OOpaTUBIIMXCS B Havyase XX BeKa K CKa304YHOMY
donbkopy, ObLT XxOpeorpad-HoBatop M.M. @DokuH. M30paB s TBOPYECKOH HHTEpIpETAlIUN
npousBeaenne A.C. Ilymkuna «Cka3zka O 30JI0TOM TETYyLIKe», OaleTMelcTep BCIOMUHAIL: «S]
oTHOcwiIcA K cka3ke [lymkuHa nHaue. J{1s MeHsI 3T0 caTupa HE Ha CaMOJIEPKaBUE, a HA YEJIOBEUECKUE
MOPOKU U CJIa0OCTH, HE3aBHUCUMO HHM OT OOpa3a MpaBJIeHUs, HU OT MOJUTUYECKOTO pexkumay [3, c.
174]. Brnayane ®OKMH MOCTaBUJI TAHIEBAIBHYIO CIOUTY B omepe «30JI0TOM MEeTyIoK» Pumckoro-
KopcaxoBa, a MHOTO JIET CIIyCTSl COUMHUII Ha MY3BIKY ONEphl OajneT, IpeMbepa KOTOPOro COCTOsIach B
1937 rony B nonnonckom tearpe Kosent-I'apaen.

OaHUM U3 BBIAAIOIIMXCS COBETCKUX 0aJeTOB, BOCCO3MABUINX PYCCKUN CKa304YHBIN (POIBKIIOP,
apnsiercs: «Kamenusiii nBetok» Ha My3biky C.C. IIpoxodreBa B moctanoske HO.H. I'puroposuua.
OTOT CIEKTaK/Ib, OCHOBAHHBIN Ha ypanbckux ckazax IL.II. baxosa («I'opHblii MacTep», «KameHHbIN
LBETOK», «MeIHOM ropbl X034iiKka», «OrHeByIIKa-MOCKaKyIIKay, «[[puka3qiKoBbl OJOMIBEI), HECET
B ce0e r1y0OKyl0 HPaBCTBEHHYIO HCI0, 00Ja/laeT MOTHOLEHHOW ApaMaTypruei, COIEpKUT KUBbIC
(b oNMBKIOPHO-CKa30uHbIe 00pa3bl U TOCTOBEPHBIE YeNOBeUeCKHe XapakTepbl. CreKTakib ObLI 3a1yMaH
KaK HeMpepbIBHOE, CKBO3HOE Xopeorpaduueckoe IeiCTBHE, KaK paccka3 o reposix ckazoB baxosa,
IPEJICTaBICHHBIN CPEJCTBAaMH TaHLIEBAJIbHOM BBIPA3UTENbHOCTH. BUIHBIN O0TeuecTBEHHBIN X0opeorpad
IO.H. I'puropoBuu He TOJIBKO CyMENl BBIIBUTH XYJI0’KECTBEHHO-TIOITHYECKHE Hayajla PYCCKOTro
HapOJHOI'0 UCKYCCTBA, HO U OPraHUYHO BBECTH B KJIACCUKY HALIMOHAJIbHBIE HHTOHALIMH.

TakuM 00pa3om, BIHMSHHE PYCCKOIO HAallMOHAJIBLHOTO (OJBKIOpa OBLJIO BEChbMa CYIIECTBEHHO
Ha pa3HBIX CTYNEHSAX UCTOPUU MPOo(ecCHoHaTbHOr0 XOpeorpauueckoro NCoJHUTENbCTBAa B Poccun
U MHOTOE ONpEAEINIIO B CIIOKHOM IpOIEcCe CTAaHOBIEHHS OTEUECTBEHHOW OaJeTHOM KyJbTYpHI.
Pycckas OanerHas mikojia cO CBOMCTBEHHBIM €i BBICOKMM YPOBHEM XYA0KECTBEHHOI'O MAacCTepCTBa,
OdoraTcTBOM M MHOrooOpasuem OaneTMmeiicTepckoil Mbiciu  (opmupoBaiach B HENPEPHIBHOM
B3aMMOJECHCTBUM € POJIHBIM (osbKIOpoM. HepaspblBHO CBsA3aHHBIM C JKU3HBIO HapoJa U €ro
UCTOPUYECKHM pa3BUTHEM, (OJBKIOPHbIE 00pa3bl, I'epoM M CIOXKETbl, BIOUTAaBIIME B ceOs
HAKOIUICHHBIM BEKaMU TBOPYECKUI OIBIT MHOTMX IIOKOJIEHHH U CO3JAHHBIE UMM HPABCTBEHHBIE U
3CTETHYECKHUE IIEHHOCTH, TJIyOOKO M OPraHMYHO BOILIM B KOHTEKCT BEPIIMHBI MPO(ecCHnOHATBHOTO
TaHIEBAIbHOI'O HCKYCCTBA — PYCCKOTO Oasera.

Cnucoxk nurepaTypsl
1. Kpacogsckas, B.M. Uctopus pycckoro 6anera: yuedHoe nocodue [Teker] / B.M. Kpacosckast. —
CIIG.: Jlans, 2008. — C. 228.
2. CoxomoB-Kamunckuii, A.A. Pycckwuii 6anet u ¢ponskiiop [Teker] / A.A. Cokonos-KamuHckwii //
My3bika u xopeorpadus coBpemeHHoro 6aneta. — JI.: Myssika, 1990. — C. 218-240.
3. ®oxun, M.M. IIpotus Teuenuu [Tekcr]| / M.M. @okun. — JI: UckycctBo, 1981. — 639 c.
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KyabTypa Poccuu 1 HCKYCCTBO Kak HCTOPHOCO(PCKOE XyT0KeCTBEHHOE NIPOU3BeleHne

B.1. Hlamumypun

JI-p COLIMOJIOT. HayK, podeccop,

MoCKOBCKUI TOCYy1apCTBEHHBIM yHUBEepcUTET UM. M.B. JIoMoHOCOBa
Mocksa, Poccust

Ecnu rosopute 00 ucropuocoduu, kak ¢uiaocodpuu, paccMaTpuBarOmIeii KOHEUHYIO CYTh
HCTOPHH BO BCEM, UTO KacaeTcs MpHUpObI, yeiaoBeka u bora, To ncropuocodbus Poccuu, sBieHHas,
npexae Bcero, B JlaBpeHTheBckol Jeronucu, T.e. «lloBectu Bpemenubix Jler», ctraBUT cBOU
[JIABHBIE 33Jla4yd YK€ B CaMOM Ha3BaHUU 3TOTrO KJIIOYEBOI'O JPEBHETO MaMSATHUKA PYCCKOM
MMUCbMEHHOCTH U KYJIbTYphl. «BpeMeHHbIeY, T.€. MPEeXoasIlue JIeTa, epe/l KOTOPhIMU — BeuHOCTb.
B rpedeckoit ¢unocodum, Kak HM3BECTHO, 3TH BpPEMEHA HA3BIBAIOTCS «XPOHOC» M «KalHpocy.
CooTBeTcTBeHHO, Poccus HauMHaeTcs Kak HEKMM HWMEHHO KOHCTAaHTHBIM IPOCKT C OCOOBIM
BHHUMaHUEM K BEYHOCTH (Kalpoc), a HE MOJEpPHU3AIMOHHBINA, OPUEHTUPOBAHHBIN TOJBKO Ha
CUIOMHHYTHYIO NTOTpeOy AHs (XpoHOC). JpyrumMu ciioBaMu, TOXIECTBO, MACHTUIHOCTh KYJIbTYpHI, B
TOM 4YHclie U B chepe uckyccrBa (0ajeT 3/1ech He COCTAaBIIAECT UCKIIIOUEHUE), HOCUT, MPEXKE BCEro,
MeTadu3UYECKUN, WIH, €CIU YTOAHO, KYJIbTYPOLIEHTPUUYECKUN, BOCHHUTATEIbHBIA, a HE TOJHKO
ACTETHUYECKUH, TOCYTOBBIN XapakTep. DTO MPOCKT, KOTOPOMY XOTS U JIaH IIaHC, OJIArOBOJICHHE, HO
MOJIB3YIOIIUNCA BCEM CBOMM  (Jake BpPEMEHHBIM  CYIIECTBOBAHHEM) CYIIECTBOBAHUEM
CaMOCTOSITEIIFHO M C aKIIEHTOM Ha HEU3MCHHBIC IIEHHOCTH, CIIACaOIIUe YeJIOBEKa OT T'MOEIH BO
BpemeHH. C ommnOKkamu, CBEpIICHUSIMH, YCTIEXaMU U HeyJJauaMiy, HO BHKYITUICS U3 MPEXOASIIEro
B BEYHOE.

Kakue-To cTpaHbl BOCIHTHIBAIOTCS JTOBOJILCTBOM W MOKoeM. Poccusi — ucnbitanusmu. U
IpamMaTh3M UCTOpuu Poccum — o1Ha U3 CYIIECTBEHHENIIUX TEM PYCCKOU KyIbTYypbl U UCKycCTBa. B
ToM umucie u Oanera. [lo Hecropy, yenoBeky TpyaHO, BOOOIE BpPsA M BO3MOXXHO, CYAUTH O
rryonHax bojkecTBeHHOro 3ambicia W mpenomnpeaeneHuit. OQHO MOXKET OBITh SICHO — BHEIIHSS
HCTOpHST — BCErJa IMPOEKIMs, TOYHEE, CAaMOIMPOEKIIMS BHYTPEHHETO COCTOSHUS TOTO WM HHOTO
Hapoza. M TakoBo ucripaBieHue ¢ «0e3rpaHnyHoN JF000BbIOY, - cuuTan Hectop.

CrpemiieHre K pacCMOTPEHHUIO ucTopun Poccun upes nmpusMy TEOPUHU «IIOCIETHUX BPEMEH)
u npenasepun «Ilocnennero Bpemenu, nnu «Mcxoma» - MCKOHHAsA, MOBTOPSAIO, TEMa PYCCKOM
KyabTypbl. U 3TO cTpemiienne «o0ycTpouTh Poccrio» mpexie Bcero B KaTeropusix BEYHOCTH, a HE
TOJIbKO U HE CTOJBKO B M3MEPEHUSX MOJEpHA WM MOCTMOJIEPHA CBOMCTBEHHO TOOOW OTpaciu
pycckoi KynapTypel. B ToM umcne (M mpexiae BCero) — HUCKYCCTBY, Teatpy, Oamery. C wux
CHEeU(pUKOM, M0 CPaBHEHUIO C HUCTOPHOCO(HEH, B aKTUBHON XY/I0KECTBEHHON AESITEIbHOCTH, a
TOYHEe, B TakuxX €€ mapaMmeTpax, Kak aHTPOIMOLEHTPU3M, YHHUBEPCAIHM3M, KYJIbTYPOIICHTPHU3M,
PENUTHO3HOCTh, BapHUATUBHOCTH, (HaOymaTOPHOCTh, OpPHAMEHTAIU3M, JApamMaTh3M, CUM(OHU3M,

00pa3HOCTb.
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PYCCKHUM BAJIET B COBPEMEHHOM MEX/JYHAPOJHOM
KYJbTYPHOM ITPOCTPAHCTBE

Poccuiickuii 0ajeT B 310Xy COBPEMEHHOI KYJIbTYPHOI IJ100a/M3auu

B.C. Kuakos

zhidkov88@mail.ru

KaHJI. 9KOH. HayYK, J-p UCKYCCTBOBEJIEHUS, Ipodeccop,
MockoBcKasi TocygapCcTBEHHAs akaieMusl Xopeorpapuu
Mocksa, Poccus

JU1st TOro 4ToOBl COEPIKATENILHO OCBETUTH MPOOJEMHOE I0JIe HACTOALICH KOH(pEpeHIHH,
HY>KHO OTBETHTb Ha TPH MPOCTHIX, HO OYEHb CIOXKHBIX JJIs1 OTBETA BOMpOca:

- 0ayeTHOE MCKYCCTBO B MEHSIIOIIIEMCSI MUPE, TIOMCKH XYI0KHUKAMHU CPEACTB (HOBOTO SI3bIKA)
AJIg pearupoBaHrd Ha HOBYIO Ilef/'ICTBI/ITeJII)HOCTI);

- reHeTH4eckue (PaKTopbl Pa3BUTHSI HCKYCCTBA U BBI3OBBI OKpY KatoLIei cpe/pl;

- COBETCKOE Xopeorpauueckoe MCKYCCTBA B JIOXY <OKEJIE3HOTO 3aHaBeCa», KaHaJlbl
TPAHCIMPOBAHUS XYI0’KECTBEHHOW MH(POPMALINHU B 3TIOXY TTI00AIN3aUU MUPOBOH KYJIBTYPHI.

HOHSITHO, 4YTO Kaxaasa MpCJIOKCHHAsA MO3UIHA MOXKCET CTaTb IIOBOJAOM IJid JUCCCPTALIUH.
OI[HaKO IIOIIBITAEMCA, XOTA OBl 9CKN3HO, KOCHYTBECA IMMOCTABJICHHBIX HpO6J'ICM.

Kak n3BecTHO, Xy/10’KHUK ’KMBET B O0ILIECTBE U OT HETo He cBOOO/eH. JIto0oe mpon3BeeHNe
— TOCJIaHUE COBPEMEHHHMKaM (M €cli MOBe3eT), MoToMKaM. M60 TBOpUECTBO — 3TO peakuus Ha
COBPEMEHHOCTD, B KOTOPYIO IIOIPYKEH XYI0KHUK.

JIro60i 00BEKT B MpUPOJE U OOLIECTBE IBOJIIOLMOHUPYET MOJ BO3AEHCTBUEM JBYX T'PYII
(bakTOpOoB — reHeTH4ecKuX (camopas3BUTHE) U (DAaKTOPOB BO3ACHUCTBUS OKPYKAIOLICH Cpemsl,
KOTOpast MOKET OBITh OJaroNnpHsATHON WM HE OYEHb /IS pealu3alliy MOTEeHIalla CAMOPA3BUTHSI.

B ronel «kene3Horo 3aHaBeca» OOMEH KyJIbTypHOH HHpoOpMmaIieil OblT IMpaKTHUYECKH
HEeBO3MOKeH. Camo pa3BUTHME MCKYCCTBa YIPABIUIOCh NAPTUWHOW IEH3YpOH, IMO3TOMY O
«BCEMHUPHO-UCTOPUUYECKOM 3HAYCHUM» PYCCKOTrO OajieTa TOBOPHUTH HE ObIJIO0 OoCHOBaHHM. CeroaHs
Ha JBOpe riofanu3anus KyabTypHOH HHpOpManuu. JlOCTaTOYHO JIM aKTHUBHO MBI HCIIOJIb3yeM
AOCTYIIHBIC KaHAJIBI JJIA TPAHCIHOPTHUPOBAHHA B MHPOBYIO XYJOXCCTBCHHYIO XKHU3HDb HOCTI/I)KeHI/II\/'I

pycckoit xopeorpahun?
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Bausinue pycckoro 0asera Ha cTaHoOBJIeHHe GUHCKOM 0aJ1IeTHOI IIKOJIbI

Tauna IOtTra Kaapuna Mycrakajimo
jutta.mustakallio@opera.fi

MarucTp UCKyCcCTBOBEACHMUS,

3aBeyrolIas 0aJeTHON TPyIIoi

@UHCKOro HAllMOHAJILHOT'O Te€aTpa OIephl U Oasera
Xenbpcuaky, OuHIIIHINA

B 1880 rony ®unnanaus nepenuia u3 rocynapcrsa llIBennn B Poccuiickoe rocynapcTso.
Iapp Anexcanzp |, BoccoenunuB Poccuto u kHskecTBO DUHISHACKOE, BHEC OOJIBIIOE BIUSHHE
pycckoit kyneTyphl. Llaps Anexcanap | nepenec cronumy u3 Typky B Xenbcunku B 1868 rony.
B XenbcuHku ObLT MOCTPOSH MPEKPACHBIM TeaTp, KOTOPBIMA 0 CUX MOP HOCHT MMs AJIEKCaHIpA.
B sTot nepuos u ObUT 3apoXkIeH HAIll GUHCKHUI PyCCKHA Oaer.

B nauane XX Beka OnBapn dPauep, uMes npekpacHble U OJU3KHE OTHOIIEHUS C TPYMIIOH
MapuuHckoro 6ajnera, aHra)XupyeT HECKOJIBKO OaleTHBIX aKTepOB U OPraHU3yeT UM TacTpOJH 110
EBpormie. C ero nonauu B 1921 rony B ®@unnsHanu B XenbCUHKU poxkaaercs Tpymmna duHckoro
HalMOHaJIbHOTrO Oanera. B Tpynmy BXOAAT B OCHOBHOM PYCCKHE TaHLIOBIIUKHU.

OtxpeiTre | ce3ona B XenbcuHku Obu1o «JlebeauubiM ozepom». B cniekTakie ydacTBOBasu
BOCIIUTAaHHHUKH ITKOJIbI MapuuHckoro tearpa Mapu [laimesa u ['eopr I'e.

[TapamiensHO ObLIa OTKpBITA OaJeTHAS MIKOJIA IIPH TeaTpe, Tak Kak A0 3Toro B OUHISHIUU
CYLIECTBOBAJIM TOJIbKO IPUBATHBIE LIKOJIBI. B MpHUBaTHBIX IIKOJaX pabOTald TOJNBKO PYCCKUE
neaaroru. 3to 6su1a wiatdopma g Punckoro HanmonansHoro banera.

B ®unnsnauu B mepuoa XOJOJHON BOMHBI ObLIO TOHEHHE Ha apTHUCTOB, UX 3aCTaBISUIU
MEHATh (PaMUIMM, BCAYECKU YHWIKAIM, HO apTUCTBI BbLAEpXKalu. S| X04y OTMETUTH OaliepuHy
Jrocuro HudonToBy, KOTOpast 0TCTOSIa CBOE UMS U CBOIO YECTh!

B 1930 romy mpomoimkaia cymiecTBOBaTh OalieTHasl IIKOJA, TAE€ PYKOBOAMTEIEM CTajl
Anexcannp CakcenuH, KOTOpBIM 3aKkoHYMJ meTepOyprckyro lLlapckyro OaneTHyr KOy H
TaHueBal B MapunHckoMm Tearpe. CakcenuH OblI mpernojaBareneM U OaneTMeNHCTepoM B IIKOJIE
U B Tearpe.

S Xouy NOTUEepKHYTh, XOTh OajleTHas MIKoJa U ObUIa IIPU TeaTpe, HO OHa ObLIA TIATHOM, 3TO
He OBUIO Tak JI0pOro, Kak B MPUBATHBIX, HO BCE-TAaKW HAJ0 ObLIO MJIATUTh, U MHOTHE TaJIAHTJIMBbIC
JIETH, CEMbHU KOTOPBIX HE UMEJH J0XO0Ja, OCTaBAINCH 3a OopTOoM mmKoibl. U Tonmpko B 1956 roxy
Osarofjaps HeBEpOSITHOM aKTUBHOCTH M YCHIIMSM JIMUpPEKTOpa onepsl AnbhoHca AIMHU, IIKOJIA CTana
OecIuIaTHOM.

[Tepuon Coserckoro 6anera B OUHISHINH.

B 1956 rony Poctucnas 3axapos nocraBun «baxuncapaiickuii ponTan». B cuiny Toro, 4ro B
Tpymme ObIJI0 TOJIBKO TPUAIATH TAHIIOBIIUKOB, BEIMKOJICTIHBIN OaneTMeicTep 3axapoB MpuIymMalt
IIPUBJIEYD JTOTIOJIHUTEIBHBIX JIOJIEH U3 NMPUBATHBIX LIKOJI, CIIOPTCMEHOB, THMHACTOB, TaK KaK HaJ0
ObUIO cO37aTh «ThMY TaTapy», Kak ckazan P. 3axapoB. CHeKTakib IMOJYyYHICS BEIHUKOJICITHBIM.

[IIxona yyacTBOBaja B MOJHOM COCTaBeE.
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B 60-p1x rogax B razerax mucaid, YTO BOCXUTUTENbHBIA JleoHun JlaBpoBCkuil mocTaBuiI
«Kuzenby», pacckazaB BceMy 0aleTHOMY MHUPY, YTO €CTh HE TOJBKO COJHCTHI, HO U Kopaedaner. OH
3aCTaBUJI BOCXMINATHCS HE TOJIBKO ApPUCTOKPATHIO, HO M MPOCTOW Hapoi. IJTo Obuia modena
B OunisHaun!

Tak kak Mbl HE HMeEJIM HACJEICTBEHHOCTHM HU B IeJarorax, HU B OalepuHax, HU B
OaseTmeiicTepax, Mbl ctainu yuuthes B CoBerckoM Coro3e B Mockse u JIeHuHrpaje.

W Bot, HakoHel, s ckaxy: «Mbl MONy4YJIM TOHUMAHUE HACJEIusl KJIACCUYECKOro Oasera,

MBI [TOJIY4HJIU Tajepero-OpMuTax-Pycckoro Oaneray.

KyabTypHbiii 00Men mexkay Poccueii u Kutaem. Ilekunckas akanemMusi TaHIa

Mxoy JAxuPyit

zhirui624@sohu.com

KaHJl. ICKYyCCTBOBECHMSI,

3aMEeCTHTENb JUPEKTOpa U AOIECHT Kadeapsl Oanera
IlexnHCKOM aKageMUM TaHLA

[lexun, Kuraiickas Hapognas Pecniybnuka

O0mas undopmamuss o IlekmHckoil akagemuu TtaHua. H3HavyanbHOo IlekuHckas
akazeMusi TaHIla, OcHOBaHHas B 1954 1., HaseBasace Illkomoit. Ona crana mnepBou
npo¢eCCHOHAIBHONW IIKOJIOW TaHIA, CO3/JaHHOW Tociie mpoBo3riamieHus Kuraiickoit HapomaHoit
PecniyOnuku. Ee pektopom cranma r-ka Jlaii AWISH — 3HAMEHHWTas TaHIOBIIMIA U TATPUOT,
ponuBmasics 3a pyoexxamu Kutas. B 1978 r. IlekuHckas mikona TaHma Oblia OQHUIIHAIBEHO
nepeuMeHoBaHa B Axkanemuto (BDA), uro Obuio yrBepxkaeHo KurtalickumM MHHHCTEPCTBOM
KYJIbTYpPHI.

B Hactosmiee Bpemsi Akademusi TaHIA, claBsAmascs MpPoPEecCHOHATN3MOM IMOATOTOBKH,
ABIAeTCS BeAymuM y4deOHbIM 3aBeneHueM B KHP B cBoeit oOmactu, a Takke OOHUM U3
KPYIHEHIITNX TaHIIEBAIBHBIX YUEOHBIX 3aBEJACHUI B MUDE.

BaarorBopHoe BJHMsiHHMe pycckoro Oanera. Ha paHHMX »Tamax KWTailickuii Oaler
pa3BUBAJICS MPU MOAJIEPKKE dKcnepToB U3 Poccuu. Bes cuctema ocHOBBIBaJIaCh HA PYCCKOM CTHIIE,
BKJIfOUasi y4eOHbIe TUIaHBI, MAaTEPUAIIbI, @ TAKXKE CUCTEMY MpoBeaeHus 3aHsaTuil. [lo mpomecTBun
mectuaecatd jetr B KHP cozmana coOGcTBeHHass cuctema oOpa3oBaHMs, MMEIOMAs KUTAHCKYIO
crenuguKy.

C 1957 no ampenbp 1960 r. skcneptsl U3 Poccum oka3blBanu MOMOIIb AKaJeMUU C
penernnusiMu  OanetoB «TmieTHass MPEAOCTOPOKHOCTHY, «JlebemuHoe o3epo», «Kopcapy,
«Ku3zenp» U Ipyrux W3BECTHHIX MPOM3BEICHUN KIACCHYECKOTO pernepTyapa. Kpome Toro, pycckue
OKCIEPTHl TAKKE€ BHECIHM BKJIaJ B 00pa30BaHWE M TMOATOTOBKY IEPBOTO TMOKOJIEHHUS KHTaWCKHX
xopeorpados. [-xa Jlxuanr 3ykyil 3akoHunia Poccuiickyro TeaTpajbHYIO aKaJeMHIO B OKTAOpe
1961 1. co cmenmanuzanueir mo xopeorpaduu. B 1963 u 1964 rr. B Kurtae cocrosnuch
TpuymbaabHble TOCTAHOBKH €€ 3aMeuaTelnbHbIX OaneroB «Hotp [dam» u «PeBomronnoHHBII
KEHCKHUU OTPSa.
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[Ipy momMoOmM BBIIAIOMIMXCS POCCHUHUCKUX OKCHEPTOB B AKajeMuu OBLI TIOCTAaBJICH
coOcTBeHHBIH Oaner — «Pycanka». Bpicokoe KkayecTBO ITOCTAaHOBKM OKa3ajo BIIMSHUE Ha
MHOKECTBO MOJIOJIBIX TaHLOBIIMKOB CBOEro BpeMeHu. Tem BpemeHeM, B Kurtae npoxomuiu
MHOTOYHCIICHHBIE MTPEICTABICHHs 0aleTOB BBICOYANIIEro ypOBHA. B cepamax KUTalCKOro Hapoja
HE TOJIBKO OCTaJIUCh INTyOOKME BIIEYATICHUS OT POCCUHCKUX 0aneToB, HO U pocia Jr000Bb K Oanery
BOOOIIIE.

Bynyuun Begymmm xopeorpaduueckum yueOHbIM 3aBeneHreM B KHP, Akanemus crpemurcs
pa3BUBaTh COTPYAHUUYECTBO C 00pPa30BATEIILHBIMU YUPEKICHUAMH U JEATENISIMU UCKYCCTB CO BCETO
Mupa.

Bo3mokHble HanpaB/JaeHHMs COTPYAHMYECTBA M KYJIbTYPHOIO O0MEHa MEKILY
Ilexunckoi akageMueill TAaHIA M BeAyIIUMHU 0aJIeTHBIMH IIKOJaMM WM Tpynnamu u3 Poccun.
Xopeorpagpuyeckoe 00pazoBaHue — MPEKpPacHasi OCHOBA JUIsl JIajbHEHIIEro pa3BUTUS KYJIbTYPHBIX
cBsa3ed Mexny Kurtaem m Poccuell ¢ menpro yKpenjaeHus IBYCTOPOHHHUX CBSI3€H M JAJIbHEHIIETO
COBEpPILIEHCTBOBaHMsI MOTEHIMala B obnactu Oanera. Bo3moxkHbie (popMaThl COTpYyIHHYECTBA:
(1) Obmen skcriepramu wian npernonaBatensimMu; (2) OOMeH pe3ynbTaTaMi HAayYHBIX H3BICKAHUH;

(3) O6men crynentamu; (4) CoBMeCTHBIE TTOCTAHOBKH.

MecTo u poJib pyccKoro 6ajiera u xopeorpagpuieckoro o6pa3oBaHusi B yCJI0OBHSIX

COBPEMCHHBIX HHTCI'PAIIMOHHBIX MPOLIECCOB

JI.M. JIn

lil.m.5@mail.ru

3aciykeHHas apTuctka Pecybnuku Kazaxcran,

MoYeTHBIN paboTHUK oOpa3oBanus Pecniyonuku Kasaxcran,
3aMeCTUTENb TUPEKTOpa

AnmatuHckoro xopeorpaduueckoro yuminia uMm. A.B. Cenesnena
Anmarsl, Pecmybnuka Kazaxcran

baner BMecTe C OCTaNbHBIMM BHUAAMHM MCKYCCTBAa COCTABJIET XYAO0XKECTBEHHYIO H
KYJIBTYpHYIO XKU3Hb cOBpeMeHHoro oodmiectBa Pecnybnuku Kaszaxcran. O6 ucropudeckoil ponu
pycckoro 0ajnera W €ro 3HaYEHMH B CO3JaHMM W pa3BUTHM OaneTHOro uckyccrBa B 30-e rojsl
npouutoro croieruss B Coerckoi Kazaxckoit pecnyOiauke MHOTO HallMCaHO B Pa3MYHbBIX
UCCIIETOBAHUX U CTaThsIX.

AnmMatuHCKOe Xopeorpaduueckoe y4yuiauiie OocHOBaHO B 1934 r., OCHOBOIOJIOKHUKAMHU
SBIISTUCH TIPEAICTABUTENH PYCCKOTO Oanera, B umcie KoTopbix A.B. Cene3HeB, 3aJ0KUBIINI B
OCHOBY MNpO¢ecCHOHaNbHOIO0 00pa3oBaHus MporpaMMmy JIEHHHIPaJACKOro Xopeorpapuieckoro
yurmima. OH BOCIUTAN HENYIO TSy MPopecCHOHAIBHO 00YIEHHBIX apTUCTOB OajeTa.

Haunnas ¢ 1939 r. Bce Hamu BeAylue Meaarord, OaleTMeHCTephbl, BEIYIIUE apTUCTHI
Oamera yuyminch B MockBe u JleHuHrpaze, HblHE MOCKOBCKON TOCYNapCTBEHHOW aKaJeMUU
xopeorpadpun (MI'AX), Akagemun Pycckoro 6amera um. A.S. BaranoBoit (APB) u B Poccuiickoii
AKazeMHuu TeaTpaIbHOTO UCKycCTBa. JTO Oosiee 150 uenoBek, KOTOphIE ChHITpajii OCHOBHYIO POJIb B

CO3JIaHMM Ka3aXxCKOro HaIMOHAJbHOro Xopeorpaduyeckoro uckycctBa. C 1941 r. geiictByer
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OanmetHas Tpynma [ocymapctBeHHOro Axkamemuueckoro Tteatpa omepsl u Oamera (ITATOB)
uM. AbGag. Hame wucropuyeckoe cyacTbe 3akilO4yaeTcs B TOM, UYTO B YHCJIE OCHOBarenei
npodeccuoHaabHOro OaneTHoro uckyccrsa B Kazaxcrane Obuta renunanpHas 6anepuna . YinaHosa,
KOTOpast B ToJbl BOMHBI pa0oTaiia Ha CIIEHE Hamero Tearpa. be3 3TUX KOpHEH MBI CEroaHs He
MBICITUM HE TOJIBKO Hallly UCTOPHIO, HO M BCE COBPEMEHHbBIE pPEajHH.

OOparasicb K CeroiHsAIIHEMY IHIO, XO4y cCKaszaTh, 4uro B Kazaxcrtane ecTh OaneTHOe
UCKYCCTBO C HAIlMOHAIbHBIMU IIPU3HAKAMH, €CTh Ka3aXCKMM CLIEHMYECKHM TaHel MU €eCTh
AnmatuHckoe xopeorpaduueckoe yumnuiie (AXY) um. A.B. Cene3HeBa, W3BECTHOE CBOMMH
JOCTUKEHHUSIMH B MEXIyHApOJIHOM OaneTHoM mpocTpaHcTBe. OCHOBHOH Ieqaroruyeckuii coctaB
YUUJIUIIA B PA3HOE BPEMs MPOIIENT CTAXHUPOBKY U KypChl MOBBIIICHUS KBATH(PUKAUU Y BETYIIUX
cnermamuctoB MI'AX u APB. B Hacrosimee Bpemsi megaroru pabOTalOT C CO3HAHHEM BCei
OTBETCTBEHHOCTH KaK B IPEIOJIaBaHUHU, TaK U B IEpeJauye CBOErO OIbITa MOJIOJOMY MOKOJIEHHIO
npenojaBaTeneii. Mpl paboTaeM MO MporpaMmam CIeUUaIbHbIX AUCHUIUIMH, B OCHOBE KOTOPBIX
MIPOrpaMMBbI PYCCKOM LIKOJIBI OalieTa, He OTKa3bIBasCh M OT MOMCKOB HOBBIX yYEOHBIX TE€XHOJIOTHH,
MOJIB3YSICh  COBPEMEHHBIM HMH()OPMAIIMOHHBIM TPOCTPAHCTBOM. YHHKAJIBHOCTH M CBOETO poja
€IMHCTBEHHOCTh HAIIEr0 YYWIWIIA B MHPOBOM OaJeTHOM MpPOCTPAHCTBE B TOM, YTO OHO
COCTOSUIOCh B CHHTE3€ JBYX BEIMKHX PYCCKUX KON (MOCKOBCKOM M METepOyprckoii) moj
BIIUSTHUEM Ka3aXCKOrO0 HApOJHOTO TaHIa. Mbl OYeHb JOPOXKHM HAIIUMHU CBS3SIMU C PYCCKUM
OaneToM, M Ha IpuUMepe 3To MexTyHapOIHON KOH(PEPEHIIMU BUIUM, YTO KJIIACCUYCCKHI Oaner u
xopeorpaduueckoe UCKYCCTBO B 11€JIOM OOBEAUHSET HAC, SBIISETCS HalIe olmieit 3a00ToM, pOaAHUT
HAac M YKpeIuIsieT B TOM, YTO MCKYCCTBO OaljieTa, ero KJIacCCMYecKoe Haclieaue, OyAayT MpOLBEeTaTh
€111€ MHOTHUE TO/IbI.

20 ner aJi1 MOJIOIOTO HE3aBUCHUMOTO rocyaapcra, kak KazaxcraH, MOXKHO paccMaTpuBaTh
KaK Hayajo BEJIMKOIo MyTH JUIMHOIO B COTHM JeT. Hano mpusHath, uto Oaner Kazaxcrana, kak u
BECh HAapOJ M €aMO TOCyJapcTBO, IPOLIEN MyThb HEMPOCTBIX UCHBITaHUI. B Xaoce nepeMeH Hamie
MCKYCCTBO Kak Obl BBIIIO M3 IOJIS 3pe€HHs TOCYIApCTBEHHBIX OpraHoB. Bce mpodeccnoHanbHble
TPYNIIbI U TBOPYECKHWE KOJUIEKTHUBBI OKa3aJuCh IMepel MNpobiieMaMu  HEJIO0CTaTOYHOIO
(uHaHCUPOBaHUS, B HEKOM COLIMAJILHOM U XYyJ0’KeCTBEHHOM Bakyyme. Ho Omarogaps Tomy, 4to
OOJIBLITMHCTBO apTUCTOB OaieTa, XxopeorpadoB U PyKOBOJUTECH TPYII U IIKOJIBI OCTAUCh BEPHBI
CBOEMY NPHU3BAHHUIO, COXPAHWIOCH SIIPO HAlleld TaHIEBAJIBbHON KyiabTypbl. KoHeuHO, moTepu jieT
HEBO3BpaTUMbl, HO €/Ba IMOSBWINCH IE€pBbl€ MPHUMETHl OOHOBIEHUS, KOTJa CTpaHa cTala
BOCCTAHABIIMBATh 3KOHOMUYECKUH IMOTEHIMAJ, NEATENIM UCKYycCTBa, B TOM 4HcCJe U OaleTHOro,
cMOrnu o0JerdyeHHo B3IOXHYTh. Ha mpeznene cBoMX BO3MOXHOCTEH mpojoinkaio paborate AXY
uMm. A.B. Cene3neBa, o0y4ass M BBIIyCKas HOBOE IIOKOJICHHE apTUCTOB OalieTa W COXpaHss
OeCLIEHHYI0 METO/IMYECKYI0 0a3y, CyMeB CIUIOTUTDH IPEIoAaBaTeseil, Ubsi CaMOOTBEPKEHHOCTh B TE
TOJIbl U 10 CUX IOP BBI3bIBAET YBAXKEHHE U BOCXHUIICHHE.

N Bot HacTynmiio Bpemsi oOHoBneHus. Ha GanetHoil kapre KazaxcraHa mosiBUINCh HOBBIE
Tpynnbsl: HannonanbHbIN akanemuueckuil teatp omepsl M Oamera um. Kynsm balicentoBoid,
l'ocynapcrBennsiii Teatp Tanna «Ha3» B Acrane m ancamOib coBpeMeHHOro TaHma «CaMpyk» B

Anmartsl. BHOBb 3a0uinach TBOpueckas KH3Hb B KyJbType CTpaHbl. B pemepryapax TearpoB —

61



BCEMUPHO TpU3HAHHBIE OaleTHble CHEKTaKJIM Kiaccuyeckoro Hacienus («JleGemuHoe o3epoy,
«Cnsmast  kpacaBunay, «basnepka», <«Kuzenb», «Cwnbdhuna», «baxuucapaiickuii GdoHTaH,
«Jlerenna o moOBu», «Pomeo u Jlxynberay, «Kpacnas Xuzenb», «Anna Kapenuna» u ap.) B
NEpBOHAYAIBHBIX MOCTaHOBKax. [lpuesn B Hamie rocynapcTBo i IOCTaHOBKH 0OalieTOB Ha
TeaTpalbHBIX CIIEHaxX AJMaThl M AcTaHbl Takux MactepoB, kak HO. ['puroposuu, b. Diipman
SBJIICTCS HE TOJIBKO Ba)KHBIM COOBITHEM B KYJIbTYPHOM H3HU CTPaHbl, HO U OLIEHKON BBICOKOIO
negarorunyeckoro macrepcrna kojuiektuBa AXY um. A.B. Cenesnesa.

B 2009 r. B yunsunie ObuIM BOCCTAaHOBIIEHBI MUPOBBIE OalleTHBIE LIEAEBPHI: «TaHIBl 4acOB»
u3 onepnl «J[>xokonga» A. Ilonksemmn (xopeorpadus M. Ileruna) u K.Cen-Canca «YMuparomuit
nebenp» M. dokuna mox pykoBojactBoM H. Bockpecenckoit, 3acimykeHHOH apTtucTku Poccuw,
npesuaeHTa MexXIyHapoAHOro OJIarOTBOPUTENBHOTO (OHJA BOCCTAHOBIIEHHUS, COXPAHEHUS MU
pa3BuTus Kiaccuueckoro 6ainernoro Hacienus M.U. Tletuna. U Ha 3TOM KiaccuyeckoM o0Opasie
YUUIIHILE TIPOAOJKAET MOBBIIIATh UCIIONIHUTENBCKUI YPOBEHD yUaIIUXCS.

«B MupoBoM coo0ImiecTBe TOCYJapCcTBO Y3HABa€MO HE TOJBKO HaJIMYHMEM OOraThIX
MPUPOJHBIX PECYPCOB, TOCTHKEHUSMU B CIIOPTE, IPOIPECCOM B Cpelie SKOHOMHKHU. be3ycnoBHo,
MOBBILIECHUIO UMUJKA CTPAHbl CLIOCOOCTBYET COCTOSIHUE KYJbTYpPbl KaK OYEHb Ba)KHOT'O DJIEMEHTA
cTpoutenscTBa rocyaapcta» (H. HazapOae). Crpana ycnbimana. ®@oung Ilepsoro Ilpesunenta
PecniyOnuku Kazaxcran mnopnmepikan AJMaTUHCKOE Xopeorpauueckoe YUWIHILE B CO3JaHUU
MexnyHapomaHoro KoHkypca «Oprney» («BocxoxkaeHue») W (QecTHBAIL XOpeorpapuuecKux
yueOHBIX 3aBeJeHMl, Onarojgaps KOTOpPHIM Hadajld BOCCTAHABIMBATHCS TBOPUYECKHE CBS3H C
3apyOeKHBIMU CTpaHaMHu, B ToM uucie ¢ Poccueil. I Mbl pajpl, 4To Halle y4WIMIIE CO CBOEH
TBOPUYECKOH, MEXAYHApOJHOW JAEATEIbHOCTBIO BIWJIOCH B BO3POJUBIIMECS HHTETPALIMOHHBIE
IpoLeccel AByX rocynapcts - Poccun n Kazaxcrana.

Hacrosias koHdepeHIus gana Ham IOBOJ €II€ pa3 3aAyMaThCsl O LIeJIM HaIlero UCKYCCTBa,
0 ero BJIHMSHUHM Ha Pa3BUTHE JYXOBHBIX M HPABCTBEHHBIX KadecTB oOIIecTBa. B ycrnoBusx, Koraa
MOSIBUJICSL BOTIPOC - HE MOTEPSAThCS B COBPEMEHHOM HH()OPMALMOHHOM MHOT000pa3uu MHEHHH O
JalbHENIIEeM pa3BUTUM OalleTHOTO MCKyccTBa, posib Pycckoro Oanerta sBisieTcs TIJIaBHBIM
OpPUEHTUPOM B XopeorpaduyeckoM o0pa3oBaHUHM B MEXKIYHAPOJIHOM KYJIbTYPHOM MPOCTPAHCTBE.
CymectBoBanne B Kaszaxcrane OaneTHOro uckyccTtBa Oosee 75 JeT sBISeTCS MPOSBICHUEM

(heHOMeHa PyCCKOro Xopeorpaduueckoro o0pa3oBaHHsL.

Baaermeiicrep JI.®. MsicuH — MOCKBHY Ha 3anaje

E.fl. Cypun

elizabeth-souritz@yandex.ru

KaHJI. UCKYCCTBOBEICHHU,

BEJIYILMI HAYYHBIM COTPYIHUK
I'ocypapcTBEHHOrO MHCTUTYTA UCKYCCTBO3HAHUS
Mocksa, Poccust

Bennko 3HaueHue pycckux xopeorpadon, paboTaBIIMX B MEpBOH MoMoBHMHE XX BEKa B

tpynne C.I1. JlsruneBa U B MOCT-IATUIIEBCKUX 3alaHbIX KOJUIEKTHBaX. IMEHHO MX TBOPUYECTBO
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CIIOCOOCTBOBAJI0O BO3POXKICHHMIO Oarnera B Tex crpaHax EBpombl, e Oamer yracai, ero
BO3HHUKHOBEHHIO TaM, rie paHee Oanera BoBce He Obuio: mpexae Bcero B CIIIA u crtpanax
Jlatunackoit Amepuku. Cpenu mHux JI.D. MsicuH 3anumaer oco6oe Mecto. OH €IMHCTBEHHBIA U3
BceX ObUI MOCKBHYOM, M, KPOME TOTO, €r0 OTJIMYAET PEAKOe pazHooOpa3ue MHTEPECcOB, a TAKKe
KAHPOB, B KOTOPBIX OH paboTal.

Jleonun ®denopouu Msicun poawics B 1895 rogy B MockBe u yuusics B MOCKOBCKOM
TearpanpHoM yumnuiie Ha OaneTHOM oTneneHuu, ¢ 1912 roma paGoran B bombiiom Teatpe, a ¢
Hayana 1914-ro — B tpynne C.II. dsarunesa. Jlerckue BreuyaTiieHUs OT KU3HM B MOCKBE U elle
00JIbIlIe — B IOJIyIEPEBEHCKOM 3BEHUTOpOJIe, yUacTHe B CHEeKTakisaX bonpioro u Manoro teaTpos,
HECOMHEHHO, CUJILHO MOBJIUSIN Ha Oyyiero xopeorpada.

B osrom ordactm mnpuumHa ero mnpucrtpactus K ¢Qoupkiopy. B cBomx Oanerax oH
MCI0JIb30BaJl (OJIBKIOP U pa3iuyHble (POPMbI HAPOJHOTO TeaTpa caMblX pa3HbIX cTpaH: Mcnanuu,
Wrtanuu, Aurnun, bpasunuu, Mekcuku. Ho Haunnan Msicun ¢ pycckoro ¢omnbkiopa. Ero nepssiii
Oaner, co3ganublii B 1914 rony, — «llomyHouHoe cosiHIEe» Ha My3bIKy M3 «CHErypouxku»
H.A. Pumckoro KopcakoBa — omepsl, B KOTOpOil OH TaHleBald B bosbuioMm Teatpe. 3ateM Obuia
nocrasiieHa «Kukumopa» Ha My3biky A.K. JIsgoBa (1916) u Bcnen 3a atuM — «Pycckue ckazku»
(1917) Toxe na my3biky A.K. JIsnoBa.

MsicuH COYMHMI psii OalIeTOB HA PEIMTHO3HBIC TEMBI U CaM MPU3HABAJICS, YTO TOJYKOM K MX
CO3/IaHHI0 SIBWJIMCh JETCKHE BIIEUATJIEHUSA: ceMbs kuia panoM ¢ CaBBUH-CTOPOXKEBCKUM
MoHacTbipeM B 3BeHuropojge. Eme B 1914 rogy o HaumHan ctaBuTh Oaner «Jlutyprus», rae
IIPEIIOJIarajloch MCIOIb30BaTh PYCCKUE LIEPKOBHBIE IIECHONIEHUS, HO €r0 HE YJAJIOCh 3aBEPIINTD.
A mo3aHee MsCHH BEepHYJICS K TOW ke eBaHTenbcKoi Teme, moctaBuB «Nobilissime visione»
(«/loctocnaBroe Buaenue») B 1938 roay, «Laudes evangelii» («EBanrensckue ruMHb») B 1952
rony, «Bockpecenue u xxu3Hb» B 1954 1.

MsCUH HEM3MEHHO OTAaBajl NpPEANOoYTeHUEe JApamMaTU3UpOBaHHBIM Oaneram. Tomy
CIOCOOCTBOBAJIO TATOTEHUE K JpamMaTH4yeckoMy Tearpy. Beab B paHHEW IOHOCTH OH MOCTOSIHHO
BbICTynasl B Majiom TeaTpe B JE€TCKHUX M MOJPOCTKOBBIX (MHOTJA Ja)K€ BECbMa 3HAUUTENIBbHBIX)
pOJISIX PSAOM C CaMbIMU 3HAMEHUTBIMH MOCKOBCKMMH akTepamu. banersi Mscuna nmouTtu Bcerna
UMEIOT CIOXKET, U YacTO B €r0 OCHOBE JIEXKAT JINTEPATYPHbIE IPOU3BEACHUS WIIN JIETEH bl TEX CTPaH,
r7ie eMy JOBOAMIIOCH paboTaTh. Pycckue mpowusBeneHHs Takke BCTpedaroTcs cpeau Hux. Tak,
obpatuBmck B 1950 rogy k my3sike «Bambcay M. PaBens, MsicuH MOJOXHWI B OCHOBY Oaiera
neecy MLIO. JlepmonToBa «Mackapan». B ero «borateipsx» (1938, 1941) ucnonb3zoBaH pycckuit
smoc. baner «Ona» (1928) ¢ mysbikoit H./[. HaGokoBa ocHoBan Ha one M.B. JlomoHocoBa. Ho
ocoboe 3HaueHue umen Oaner «Aneko» mo mosme A.C. Ilymxkuna «LlpIraHb» Ha MY3BIKY
doprenbsiaaoro Tpuo I1.M. YaiikoBCKOTO, TOCTaBICHHBIM B aMEpHKaHCKOW Tpymie B 1942 rony,
KOrJa BHUMaHHE BCETO MHpa ObLIO MPHKOBaHO K cpaxaromeics Coerckoir Poccum m pycckas
TeMa ObLUTa BeChbMa aKTyallbHa.

Y MsicuHa Bcerna Oblla TECHEWIIasi CBsI3b C XyJAOKHUKaMu. Hadamo OBUIO TMOJIOKEHO B
1912-1913 ropax, koraa oH yumiics B Mockse B mikoJe sxuBonucu A.I1. bonpirakosa. Oka3aBmuch

BCKOpEe 3a rpaHulled, MsSCHH B TeueHHE psga JeT IMEepPernuchiBalCi CO CBOUM Y4YHUTENEM,
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OpUOOIIMBIIMM  €ro K H300pa3uTeIbHOMY HCKycCTBY. B mHcbmax, XpaHdmuxcs B
['ocynapcTBeHHOM IIEHTpalIbHOM TeaTpaibHOM My3ee uM. A.A. baxpymnHa, oH paccka3bIBaeT O
TBOPYECKHX IUIaHAX, JIEIUTCS CBOMMHU MBICIISIMU 0 Tipodeccuu xopeorpada. B roasl, korga Msicun
Hayajl CTaBUTh NEpBble OaneThl, OrPOMHOE 3HaYCHHE UMena JuIst Hero padoTta ¢ M.@. JlapnoHOBBIM
HaJ pycckumu crnektakiasiMu u ¢ H.C. ['onuapoBoii — cHavasia Haj «JIutypruei», a no3aHee v Hajl
«borateipsiMuy. MSCHUH COTpyOHHYAl M C JPYTMMU XyJOKHUKaMu (ocobenHo uvacto ¢ [labio
[Muxacco u CanpBagopom Jlanu), HO Hepenko Takxke u ¢ pycckumu. C I'.b. SkynoBsiM oH co3nan
«Cranpnoit ckok» C.C. IIpokodbeBa — equHcTBeHHBINH OaneT 0 CoBeTckoil Poccuu B pemnepryape
tpynnbl C.II. darunesa, ¢ I[1.®D. YenumerbiM noctaBmin «Ony», ¢ M.3. Illaramom — «Aneko», ¢
JI.C. bakctom — Gaier «OKeHmmHBI B X0oporieMm HacTpoeHun». OH padoran ¢ A.H. benya B tpynne
W.JI. Pyounmreiin, ¢ H.A. benya B munanckoit «JIa Ckamay.

MsicuH mepBBIii Ha 3amaze CTajl CTaBUTh OalieThl Ha MY3bIKy CUM(OHHUN U BBEJI B OOMXO
HOBBIN kaHp Oaneta-cuMPoHUU. B dncie riaBHBIX MOCTaBICHHBIX UM 0alleTOB-CUM(OHUN €CTh U
MpUHAJIeKAIINEe PYCCKUM KOMMo3uTopaMm. Tak, BecbMa 3HAMEHUT TOT, YTO OH CO3Jajl CaMbIM
nepBbiM, B 1933 rony — «lIpen3namenoBanus» Ha My3bIKy llsatoit cumponnu [1.1. YaiikoBckoro.
Ero ucnonssirot 1o ceii nenb. Obpamancs Msicud u k cumbonmsim [1.J1. [lloctakoBuva. B 1939 r.
310 OBLI Oanet «KpacHoe u yepHoe» Ha My3bIKy ero llepBoit cumponun, a B 1942 roay Ha My3bIKY
nepBoii yactu Ceapmoit cumponum Obu1 co3gan B CIIIA crnekTakib 1MOJ Ha3BaHHUEM
«Jlenunnrpaackas cumdonus». (Takum oOpa3om, mies MCIOIB30BaHUSA ATOM MY3BIKM s Oanera
Msicuny npunuia B rojloBy Ha JBajauaTh jer panbiue, yem M.JI. benbckomy B Hamiel crpase).
A B ocHOBY MsicuHCKoro 6anera «boratbipi» Obia nonoxeHa Bropas («borareipckas») cuMpoHus
A.Il. bopoauHa.

MsicuH BCIO KU3Hb IO caMOMl cMepTH, mocienoBaBiied B 1979 rony, xui 3a rpaHulei,
MedTas IpH 3TOM MoObIBaTh CHOBa B Poccuu, rje y Hero ocraBajiach CeMbsi — OTell, OpaT, cecTpa,
3aT€M NOSIBWIACH IUIEMSHHMKM. OH IIOCTOSIHHO NEPENUCHIBAJICA C HUMHM, MaTEpHUaJbHO UM
nomorai. Ilo ero mucemaMm (4acTb KOTOPBIX XpaHUTCS B PoccuiiCKOM rocyqapCTBEHHOM apXuBe
JUTEPaTypbl U MCKYCCTBA) BUJHO, YTO OH HMHTEPECOBAJICS M TEM, YTO MPOUCXOAUT B Bombmiom
TeaTpe, MeuTall TOCTaBUTh TaM Oanet. PeanbHo eMy ynanocs noObiBaTh B MOCKBE TOJIBKO B Hayalie

1960-x romoB, a ero 6anetsl B bonbioii Teatp nepenec ero ceiH Jlopka Msicun B 2005 roxy.

Bausinue pycckoro 0ajsiera Ha ¢gpanuny3ckuii B XX Beke

B.A. Maiinuene
mainiece@gmail.com

UCTOpPUK OasieTa U 6ajJeTHBIA KPUTUK
Mocksa, Poccust

«Pycckuit baner cmeman ocobenHo MHoro Bo ®paniuu; oH mpuBé3 Bo DpaHIUIO W3
Poccun, Bepryn ®dpaHuum — Npu TPOMKHUX aruIOAMCMEHTax 3purenieid <...> OOHOBJICHHBIA M

oboraméHHbIil QpaHiy3ckuil 6aner. B onHO mocneaHee aecsATHieTHE YNMAAOYHBIM (paHIy3cKuit
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OaneT caenan Takue TpOMaJiHbIe YCIIEXH, YTO 3aHsJ OJHO U3 MEPBBIX MECT B MHupe», — oTMevan C.
Judaps [1, c. 159].

Curtyanus Bo ¢paHIiry3ckoM Oasnere B Hadasie XX Beka:

— Oaner Ilapmxckoir Onepbl — mpodecCHOHANBHOE MO UCHOTHUTEIHECKOMY YPOBHIO, HO
pa3BieKaTeIbHOE M0 COJIEPKAHUIO UCKYCCTBO;

—  Haiuyue  COOCTBEHHOW  (paHIy3CKOWM  IIKOJBI, TOCTOSIHHO  BBIMYCKaoIen
npodeccruoHaIbHBIE KaIPhI;

— UMEIOTCS OIIBITHBIE NEJarOTH U PETIETUTOPBI;

— CephE3HBIM KPU3HC perepTyapa Tearpa — B TedueHue moutu 50 jet (¢ 1875 mo 1920-e
rojpl) Ha aduile MOSBISIOTCS Ha3BaHHS BTOPOCOPTHBIX IO XYA0KECTBEHHOMY COACPKAHHUIO
MOCTAaHOBOK; W3 TMPOW3BEICHUN (paHIly3cKOro Kiaccuueckoro Hacneaus Ilapmxkckas Omnepa
coxpaHuia B penepryape Tojbko «Komnmnenuto» JI. Jlennba B nocranoBke A. Cen-Jleona;

— Tpynma HMeeT OTIWYHYI0 NpOPECCHOHANbHYIO CIIEHY, IOCTOSHHO BBICTYMaeT B
pockoirHoM 31anuu [lapukckoit Onepsr.

Bnusinue pycckoil xopeorpaguu M HCHOJHUTENIBCKOIO HCKYCCTBA HAa BO3POXKICHHE
(dpaniy3ckoro danera:

— mnosiBienue B penepryape Ilapmwkckoit Omepsl ¢paniy3ckoro mexaespa <«OKuzeiab» B
ucnonuenun O. Cnecusueoid u C. Jludaps; Gamer unaér B pemakiuu, OIU3KOM K MOCTAaHOBKE
MapuuHckoro rearpa;

— BJIMSIHHE BBICOKOXY/10KECTBEHHBIX IOCTAaHOBOK TpYIIbl «Pycckoro Oanera» C. Jlsrunesa;
TPYIIIIA IIOYTH Ka)KJbIi T/l BEICTYNIAET HA Pa3HbIX NApUKCKUX CLIEHAaX, BKIro4Yas cueHy [lapmkckoi
Omnepsl.

Pycckue xopeorpadsl — pykoBoautenu 6anera [lapuxckoit Onepsr:

WNBan Xmroctua — 1911-1914; Cepx Jludape — 1930-1945, 1947-1958. CnocoOcTByeT
MIOJTHOMY OOHOBJIEHHUIO pernepTyapa U 3CTeTUkH (panirysckoro Oanera. Co3gaér Takue IIEEeBpSI,
kak «Crouta B 6e0M» Ha My3bIky J. Jlamo (1945), Taniyer Benyue napTuu B pa3HbIx OaneTax,
penerupyer. bnaromapss C. Jludapro B Ilapmwxkckoit Omnepe mMosBISETCS COOCTBEHHBIN
OPUTMHAJIBHBIA U BBICOKOXYJO0’KECTBEHHBIN pernepTyap, BO3pPOXKIAAETCSd MYKCKOM KJIacCHYeCKUI
TaHel, B Havaje XX BeKa HaXOJAMBLIMKCS B yIIaJKe.

Bnusnune xuBynmmx B Ilapwke pycckux nemaroroB Ha MCHOJHUTEIbCKUA  CTUIIb
(bpaniy3ckux aptuctoB 6anmera. Ceou cryauu oTkpbiBatloT M. Kmecunckas, O. [IpeoOpakeHckas,
JI. EropoBa, b. Kusi3eB u ap. — B HUX 3aHMUMarOTCs, NUIU(YIOT CBOE MACTEPCTBO MHOTHE apTUCTHI
[Tapmxckoit Onepsl.

[Ipurnamenue Ha Bemyuee nosoxeHue B Ilapmkckyro Omepy 3ameuaTelbHBIX PYCCKHUX
6anepun O. CniecuBuesoii u H. BeipyOoBoii.

Pynoned HypeeB — 1983-1989. IlosBienue B penepryape I[lapmkckoir Onepbl OaneToB
pycckoro kinaccuueckoro Hacnenus («Jlebeaunoe ozepoy, «lllenkyHunky», «Crsmias KpacaBuiay,
«Paiimonma», «lon Kuxor», «basnepka») B pemakuusx P. Hypeesa. [IpodeccronanbHblii poct

TPYIIIBI TTOJ] €70 PYKOBOJCTBOM — OHA CTAHOBHUTCS JIyUIIIeH 3apy0eHOM TPyIIIOi.
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3nauenue noctaHoBok O. I'puropouya «/Ban I['posnbiit» u «Pomeo u J[xynberra» Ha
cuee Ilapmwxckoit Omnepbl st pazButus ¢paniy3ckoro Oanera. BoiaBmkenue xopeorpadom
TAJaHTJINBON MOJIOAEKH. BBICTyIIeHHE PYCCKUX apTHCTOB B MAPIMKCKUX pepakuusax Oameros FO.
I'puroposuya.

[TepBoe «JlebeamHoe 03epo» Ha MapUKCKOH crieHe cTaBUT B. Bypmeticrep.

[lpurnamenue ¢paHiy3cKMX apTUCTOB JUIsl COJIBHBIX BBICTYIUIGHHW B perepTyape
bonpmioro 1 MapuuHCKOro Tearpos.

BricTynnenus pycckux «3BE31» B crnektakisax [lapmxckoit Onepsr (H. beccmeprtHoBa, JI.
Cemensika, A. JIuena, H. Huckapumze, C. 3axapona, /[. BumneBa, M. AnekcanapoBa u zip.).

MocCKOBCKHE apTUCThl — U3BECTHBIE TEe1arord MOCTOSHHO MPENoAaloT KIACCUYECKHUM TaHel
B [lapmxe — C. ConoBbeB B Ilapmkckoii KoncepBaropun, A. Kinemm maér ypoku mist GaneTHOM
Tpynusl [Tapmxckoi Onepsl.

Biaumooboraiienue KyIbTypHBIX U XOpeorpadudecKuX TpaIuiuil.

Crnucok nurepaTypbl

1. Cepreii Jludaps. Tanen. OcHoBHbIC TeueHUs akageMudeckoro tania. [Tapwk. Etoile. 1938.
2. Ivor Guest. Le Ballet de I’Opéra de Paris. Paris, Flamarion, 2001.
3. Rudolf Noureev a Paris. Opéra National de Paris, Edition de la Martiniére, 2003.

(I)paﬂuy3c1c0e BHUJACHUEC «PyCCKI/IX CE€30HOB»: COBPEMCHHBIC BEPCUH 0aJ1eTOB B NOCTAHOBKE

Anzkenena [Ipeabikokaxa («BecHa cesimennasn», «Cpagedka», «Ilapan», «IIpuspak po3bn»)

B.A. Xionosa

vitakhlopova@gmail.com

couckarenb ['ocy1apcTBEHHOTO HHCTUTYTA UCKYCCTBO3HAHUS
MockBa, Poccus

B teuenne XVIII-XIX BekoB B Poccuro mpueskalo MHOTO Pa3JIMYHBIX MO JapOBAHHIO
¢bpaniy3ckux xopeorpadoB W TaHIOBIIMKOB, Takue uMeHa, kak JK-b. Jlamge, L. Jwunio,
A. Cen-Jleon, XK. Ileppo u M. Ileruna Bnucansl B HcTOpuio pycckoro 6anera. B XX Beke pycckuit
Oaner, Omaronmapst C. JldrmneBy, oTAan «KyJAbTypHBIH Ao0iar» @OpaHIUN: KOHLENUHUS HOBBIX
MMOCTAaHOBOK BJIOXHYJIa HOBYIO KH3Hb B KJIacCHMUeCKHil OaneT, a ocraBmuiics Bo DpaHmuun
C. Jludaps, Oynyun pykoBoguteneM OanetHoi Tpymmbl [lapmkckoir Omepsl Ha MPOTSIKEHUU
MHOTHUX JIET, HE TOJIBKO U3MEHUJI KOHLIENILIUIO Pa3BUTHUS T€ATPA, HO U BBIBEJ €TI0 HA HOBBIA YPOBEHb.

B navane 70-x rogoB XX Beka Bo @paHIMM NOSBWIOCH TE€UEHHUE, Ha3BaHHOE Toraa «HoBbIi
¢bpanmy3ckuii Taneny. C koHmna 90-x rogoB Bo @paHIuu MPOXOAMIa TaK Ha3bIBaeMas MOJUTHKA
Xxopeorpaguueckoil AeleHTpalu3auuu. B Hacrosimiee Bpems Cpeid CaMblX HM3BECTHBIX
(bpaHIy3CKHX HalMOHAIBHBIX XOpeorpaduuecKkux IEHTPOB, PACIOJIIOKEHHBIX B Pa3HBIX TOpojax
®panuuu, Beiaensercs «YepHsiid maBunbon» A. [Ipensxokaxa B Dxc-an-IIpoBance.

Opaniy3ckuii  xopeorpad — ambaHCKOro  mpoucxoxaeHus AmkeneH [Ipembixokax

JIOCTAaTOYHO U3BECTEH POCCUMCKOMY 3pUTENIO, ¢ KOHIAa 80-X TOJOB OH HEOJAHOKPATHO MpHE3kKal B
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Poccuto ¢ ractponsmu. B 1993 rony ero xommnanus Obiia mpuriamieHa B [lapuxckyro Omepy ¢
uenbto co3ganust OanetoB «llapan» u «lIpuspak po3b» B uecth «Pycckux ce3onoB» Cepres
Harunesa. Ilpurnamenne A. Ilpenmkokaxka ObUIO0 HecinydailHbIM: B 1989 romy ero Oaier
«CBaneOka» UMeN HeBEpOsATHBIN ycriex Ha ABHHBOHCKOM (ectuBaie. Ilporpamma «Hommage aux
Ballets Russes», Bkmtouana B ceOss 3Tu Tpu mnoctaHoBku. B 2001 romy A. Ilpenbxokaxk
BO3Bpalaercsa K «PycckuM ce30HaM»: OH CO3AaeT CBOKO BEPCHUIO BeJMyallel NocTaHOBKY BaiyiaBa
Huxunckoro «BecHa CBAILLIEHHAS.

TBopenust b. Huwxunckoii, B. Hwxunckoro, M. ®@okuna u JI. MscuHa ocTaBwiIM ciel B
ucropur XX BeKa, MOKOPUB CBOEH HOBU3HOW, T'€HUAIBHOM MY3BIKOM M O(OpPMIICHHEM. ITO
JIOKa3bIBalOT U COBPEMEHHBIE Xopeorpadbl, MpOsBISAOLME UHTepec K noctaHoBkam 100-nmeTHei
JABHOCTHU W TBITAIOIIAECS MTOKa3aTh, YTO HEMHOTO B IPYroM OQOPMIICHHH ITH TEMBI aKTyaJbHBI U

MHTEPECHBI COBPEMEHHOMY 3pUTEIIO JI0 CUX TOP.

Pycckuii 6aner riazamm (ppaHuy3ckoi npeccbl

T.I'. Cenpaksin

miss.sedrakian-t@yandex.ru

JIOLIEHT KadeIpbl ”HOCTPAHHBIX SI3BIKOB

MOCKOBCKO# roCcyJapCTBEHHON aKaJieMUH Xopeorpagpuu
MockBa, Poccus

1. ®paniys3ckas mpecca Bcerja yuensiga U ynaenser OoJblloe BHUMAaHHUE TacTpOJIsIM
Oanetneix Tpynn u3 Poccum. Tak, B 2004 r. psn LeHTpanbHbIX razer @paHIMM M U3BECTHBIM
OaneTHbI KPUTUK U )KypHaIucT Pene CepBeH OTKIMKHYINCH Ha 3HAUUMOE COOBITHE B KYJIbTYPHOU
xu3Hu [lapmwxka — nocranoBky IOpuem I'puroposuuem Oanera «VBan I'po3ubiit» B Ilapukckoit
Omnepe. B 1976 r. 3T0T Gaser ¢ OMIyIIUTENbHBIM YCIIEXOM OB BIEpBble MOKa3aH B Ilaprkckoit
Omnepe. Ctunb xopeorpaduu lO. I'puropoBuua, mo MHEHHIO (QpaHIy3CKOro KypHanucra Pene
CepBeHa, OTMEUYEH MOIIHOM TEXHUKOH, KOoTOpass Xxapakrepusyer Oaner «MBan I'po3Hblii» U ero
nepcoHaxeil. P. CepBeH oTMeuaer, 4To 0coOOEHHOCTh Xopeorpaduu ['puropoBuda — B €€ TOHKOM
IICUXOJIOTM3ME, BCKPBHIBAIOLIEM Ha CLIEHE TAaKHE YYBCTBA, KaK CMEJIOCTb M TPYCOCTb, HEBUHHOCTb
KEpTBBl U yrpei3eHus coBecTH. FO. I'puropoBuu mMactepcku uepenyeT B cBoeM Oayiete OOIbIION
(dbpeckoBbIi aHCaMOJIb: 3BOHAPU M PYCCKUM HApPOJ, TAHBIC KO3HU OOSp U WX KEH, MACCOBBIC CIICHBI
kopaebanera. [lo muenuto P. CepBeHa, co3naercs BreyaTiieHue, 4To xopeorpadusi Obljia co3aaHa
OJIHOBPEMEHHO € MY3bIKOH, a coTpyanuuecTBo 0. I'puroposuua u M. Uynaku KakeTcsi CTONIb ke
TecHbIM, Kak coTrpyaHuuectBo C. IIpokodpreBa m C. DiizeHmTeliHa BO BpeMsi paOOThl Hal
kuHOpmIBMOM «MBan ['po3ubIity. KypHAIMCT BBIASIMI TaK)Ke MPEKPACHYIO padOTy XyI0KHUKA —
nexoparopa Cumona Bupcamanze, cozmaBiiero Aekopanuu, OJIECTSIIE MEPEeAaolIne TKEIYIO,
Mpaunyto atmocdepy Kpemiss XV Beka.

2. Barbara Theat B razere «HyBenr OGcepBatep» (nexabpb 2009) mumier 00 ycHemrHbIx
racTpossx Tpymnmnbl b. Diidmana B Teatpe Ha Enucelickux mosnsax u o 6anere «AHHa KapeHunay,
OTMeYasi, YTO ATOT OaJIeT - HATJIAHBIA IPUMEP TOTO, YTO TEaTPATU30BAHHBIM CTHIIb HEOKIACCUKU
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CIOCOOEH NepeAaTh TakKUe CHUIbHBIE SMOLMH, Kak 0€3yMCTBO M OTYasHUE OECCMEPTHOM IepouHU
Toncroro. Cnenyer orMeTuThb, nuier bapbapa Teat, uTto TeMbl OaneToB DiihMaHa UMEIOT MaJio
obmero co ckaskamu Ileruna u 6aneramu XIX B., Tena TAHIOBIIMKOB YyBCTBEHHO W (DMIIMTPAHHO
NEePeaaroT TSHKECTh OBITHS PYCCKOTO Hapo/ia, OTTOro MHOTHE 0aseTsl Diigmana ObUTH 10JIT0e BpeMs
IIOJ1 3aIIPETOM.

3. Bonpmas mombopka crateit Bo (paniy3ckoi npecce nocssmeHna 100-metuto Pycckux
cesonoB JlsruneBa B Ilapmwke. Xypuan «Le Figaro magazine» (oktsops 2009) B cratbe,
o3arnaBieHHON «OpHaxapl OblIH Pycckue ce3oHbl», oTMedaeT, uyTo Onaromapsi JaruneBy Mupy
oTKpblIHCh Takue umeHa, kak C. Ilpokodwe, M. CrpaBunckuii, XK. Kokro, Il. ITukacco u B.
Hwxunckuit. Tpynna J{daruneBa u ceroans sBiseT co00i CUMBOI TOTO, YTO 30BETCS «3araJlouHoON
pycckoil nymoi». 3amaueit JdrmwieBa, numer kypHanuct beprpan-Hosnas Pomr, crano
MIPOCBEIIEHUE HE TOJIBKO PYCCKHX U (PpaHIy30B, HO TaK)Ke TOJISIKOB, aHTIIMYaH U ucnanues. Ceprei
JlaruieB mpus3Bajd K BBIIOJHEHHIO 3TOW 3ahaud Benukux mojged XX B.- @DokuHa, [laBnoBy u
Hwuxunckoro. Jldarunes oTkpbul Poccuio 71 HOBBIX BEIHHH B MCKYCCTBE, TAKMX, HAIIPUMEDP, KaK
UCKYCCTBO aBaHrapja. Pycckue ce3oHbl, kak numier «®Purapo», SBHWINCH PackaTOM Ipoma B
MapuKCKOM HeOe, MHOTHE TOI'Jla YBEPOBaJlM B TO, UTO «3arajiouHas pycckas aylla ciocoOHa Obuia
OYMCTUTh OT NbUIM 3aIaJHOEBPOINEHCKOE MCKYCCTBO». B ILieHTpe BHHMMaHHUS NapuxaH ObL,
KOHE4HO, BamyaB HyukKMHCKUI — BEJIMKUM PYCCKMM TaHIOBIIMK, KOTOPBIM Bocxuinanucs llpycr,
Ponen, lanens n Kokro. [Io MEHeHMIO )ypHamucra «Purapo», ce30Hsl JlarwieBa U3MEHWIA CaM
X0/l UICTOpPUU UCKycCcTBa XX BeKa: OTHBIHE CTaJIM FOBOPHUTH, YTO MCKYCCTBO JI0 CE30HOB JlsAruiena
ObUIO OJTHMM, @ UCKYCCTBO, KOTOPOE POJIMIIOCH MO BIUsHUEM Pycckux ce30HOB, cTajio abCOIIOTHO
apyrum. [Ta6no Ilukacco Ha3Ban [lsaruneBa «rjaaBHOW (UIYpoil B MCTOpUHU KYIbTYpbl XX Beka U
CUMBOJIOM CIIABSIHCKOM JYLIN».

4. Pybpuka xypuana «Paris Matchy (stuBapp 2008) Oblia mocBsiliieHa racTpoisiM bosbioro
Tearpa Bo DpaHIMM U, B YAaCTHOCTH, HOBOWM MocTaHOBKe Oanera «Kopcap», OCyIIEeCTBICHHOM
A. Parmanckum u O. Bypnaka. XXypuamuer Kneman Kpucn u3z raszersr «Financial Times»
BOCKJIMIIAET, YTO «JaBHO HE UCHBIThIBAJI MOJ00HON 3iidopun Ha OalleTHBIX CIEKTaKIAX». ABTOp
cratbu B «llapm Martu» @wmnn Hyaser BblpakaeT MHEHHe, 4TO CTWIb bOJbImIOro tearpa BO
MHOTOM C(OPMHPOBAJICS TOJ| BIUSHUEM (DONBKIOPHBIX TAHIEB M HEYIUBUTENEH TOT (akT, YTO
MMEHHO B 3TOM TeaTpe cocrosuiach B 1869 r. mpembepa nerenaapHoro 6aiera M. Ileruna «/lon
Kuxor». Ceronust penepryap bonpiioro Teatpa pacrosiaraer oOIIMPHBIM TEpedYHEeM OalleTOB, B
3TOM psify, OTMeuaeT GpaHIy3cKHil KoppecnoHaeHT, Oanet «Kopcap» 1Mo JOCTOMHCTBY 3aHsUT OJHO
U3 TJIABHBIX MECT: POCKOIIHBIE AEKOPALMU U KOCTIOMBI, BEIMKOJIETIHBIE 3Be3/1bI pycckoro Oanera C.
3axaposa u C. JlynpkuHa. «Korga Taniyer bosbiioi Tearp, Bce 0KHIAI0T POCKOLIHOTO 3PEIIHILAY.

Kynbrypabiit o6meH mexnay Poccueit u @pannueit, ractponu GaneTHbIX TPYMNI HEU3MEHHO
BBI3BIBAIOT JKMBOW MHTEpEC B TMpecce M B 0OOIIECTBE, CHOCOOCTBYIOT Oojee TIIyOOKOMY

B3aUMOIIPOHUKHOBCHUIO HAIINX JIBYX BCIIUKUX KYJIBTYDP.
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IIpuynHbI ¥ 3HaYeHUe YCHJIeHHS] HHTEerPalui COBpeMeHHOM Xopeorpaduu B NpoCTPAaHCTBO

KJIACCHYECKOI 0aJIETHOM CLIeHbI

E.B. Bacenuna

ejikkat@gmail.com

couckaresb ['ocy1apcTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHUS
Mocksa, Poccust

IIponeromensl K TeME IOJIB3bl CUHTE3a PA3IMYAIOIIMUXCS MHPOBO33PEHHMM Ha HMCKYCCTBO
taHia. [Ipobnema moHsTHs «wKonb. [Ipobaema pa3HUIBI TEPMUHOJIOIUHU, XYI0KECTBEHHBIX U
nefgarornyeckux 3ajgad. lIpuMmepsl yaauyHOro XyJOXKECTBEHHOTO CHHTE3a «KJIACCHUYECKOT0» U
«COBPEMEHHOI'O» IOAX0/10B B CIIEKTaKIsAX B Poccun u mupe.

dunocodust ¥ NPAKTUUIECKUH HHCTPYMEHTAPHM IMIIACTUYECKOI0 SKCIEPUMEHTA KaK OJIUH U3
BapUaHTOB TBOPYECKOTO OOHOBJIECHUS M YKPEIUICHUs O3ULIMH KJIaCCHUECKOro Oanera.

[Mpuumabl noKamu3anuu u 000cOOJIEHHS OaJeTHOTO W COBPEMEHHOTO TaHIEBAJIBLHOTO
uckycctB. KaHoHM3amusi IIKOA M NOAXOJ0B. MeTo0JIOTUYECKUE OCOOEHHOCTH HHTErpaluu
KJIACCHYECKOT0 U COBPEMEHHOIO TaHLIEBAJIBHOIO NCKYCCTBA.

Heo06xoauMocTh  OTKPBITOCTH U TpeboBaHMsS KaHpoBOM umcTtoThl. K  mpobieme
podecCHOHAIBHOTO BKyCa M OUEPUYNBAHHIO I'PaHHUI] OalleTMEHCTEpPCKOro 00pa30BaHusl.

[loBpimienne TpeOoBaHW K (U3UYECKOH MOATOTOBKE TAHIOBIIMKOB, YYaCTBYOLIHX
OJIHOBPEMEHHO B KJIAaCCUUECKOM U COBPEMEHHOM perepTyape. AJIEPTHOCTb U TOHYC Pa3HBIX IPYII
MBIIII U «CUCTEM KOOPAMHAT» B Teje TaHUOBIIMKA. COBPEMEHHBIN TAaHLOBIIMK U COBPEMEHHBIN
OaNeTHBIN TAaHIIOBIIUK — CTaBKa Ha JIMYHOCTb.

K npobneme oOpa3zoBanus B cepe COBpEMEHHOM Xxopeorpaduu B pOCCUNCKUX YUMIIMILAX U
By3ax. TeKkyIas cuTyanus U NEepCIEeKTUBBI.

CpennecpouHbslii mporHo3 Ha auddy3ui0 COBpEeMEHHOH xopeorpaguu B HPOCTPAHCTBE

KJIACCUYECKOU 0aJIETHOU CIIEHEI.

B3anMocBsA3b pyCCKOil U JJATBHICKON 0aJIETHBIX IIKOJI

A. EHramesa

zelya3@gmail.com

Pura, JIaTBus

CTy/eHTKa MOCKOBCKOM TOCYAapCTBEHHOM akaJeMuu Xxopeorpahun
MockBa, Poccus

banmernoe wuckycctBo B JlatBum wumeer mgaBHuUe Tpamunuu. l[lepBeiii  OameTMerncTep
Hanmonanshoii onepst B. Komucape u npembep X. [lnyruc HaBbiky Oanera NOCTUrany B OaJeTHBIX
cTyausiX MOCKBBI.

C 1922 mo 1925 ron B Pure pa6oran Huxomnaii Ceprees, pexuccép 6anera [letepOyprckoro
MapunHCcKOro Tearpa, moToOM COJMCTKa 3TOro tearpa Asekcanapa denopoBa. OHU OTKPBUIA CBOU

OajeTHbIC CTYIMH, B KOTOPHIX OOYYMJIM Psi TAaHLOBIIMKOB jais HanumonanbHO# onepsl JlatBum.

69


mailto:ejikkat@gmail.com
mailto:zelya3@gmail.com

A.®enopoBa mocTaBWiIa B TeaTpe Kiaccudyeckue Oanerbl — «JlebeamHoe o3epo», «Cmsmryro
KpacaBuily», «lllenkynunka» [1.HalikoBckoro, «/lon Kuxorta» JI.Munkyca, «Kuzens» A.lll.Anana,
a taxxe xopeorpapuu M.Dokuna, kotopsiii B 1929 rony, Oynyuu B Pure, cam penerupoan cBou
MOCTaHOBKH B HanlmoHalIbHOM omepe.

B Tpuamareie TOomel apTucthl Oanera JlaTBuiickoid HammoHanmeHOW oOmepel  e31UIU
coBepmeHcTBoBathesl B [lapwk, bepnun, Jlongon, rne 3anumanuch y O. Ilpeobpaxkenckoit, JI.
Eroposoii, B. I'30Bckoro, JI. Mscuna.

HakammBanuchk 3HaHUSA, KOTOPbIE M OINPEACIWIN CTAHOBJIEHUE TPAAULUN JIATBUKHCKOTO
Oanera. Takum oOpa3om, puxcKas xopeorpaduueckas IIKOJa POAMIIACH IMOJ 3BE3/I0H PYCCKOTo
Oasera. OHa Obuta ocHoBaHa B 1932 roay kak OanerHas mmkona JlarBuiickoit HanmonanbHOM
OTIEpPHI.

B 1932-33 roxy 6anermeiictepom B JlarBmiickyto HampoHaneHyto onepy ObLI HpuUTIIalieH
W3BECTHBIN TaHLIOBUIMK AHatonuii Bunbr3ak, 3akonuuBmmii [lerepOyprckoe TearpanbHOE
yunnuine. OH cTaji nepBbIM pyKOBOJUTENIEM OaeTHOM HIKOJIBI.

Metoauka mpenogaBaHusi ¥ MPOrpaMMbl OOyYEHHsI CO BPEMEHEM 3aWMCTBOBAJIHCH KaK Y
[lerepOyprckoi, Tak U MOCKOBCKOW MIKOJBL. B yumnmme pabotamu u paboTaloT Menarord,
MOJIy4rBIIKME XOopeorpaduyeckoe oOpazoBaHue B 00eWX IIKOJa pycckoro Oarnera, a TakkKe HX
BOCIUTAaHHUKH, OKOHUMBIINE Prkckoe xopeorpadguueckoe yUuIuiie.

bonee 75 ner Pmwxckoe xopeorpaduueckoe yuuiuie CocoOOCTBYET Pa3BUTHIO HCKYCCTBA
taHia B JlatBum, obecreunBas HENPEPHIBHOCTH TMOKOJICHUN apTUCTOB Oanera B HanmonambHOM
olepe, Tpynna KOTOpPOH XOpOIIO M3BECTHA BO MHOTMX CTpaHax mupa. Cpeau y4eHHKoB Purkckoro
Xopeorpagpuueckoro y4uinila Takhue U3BecTHble UMeHa, kak Mapuc Jluena, Anekcanap I'ogyHos,
Muxaunn bapsIIIHUKOB.

I'onynoB yuwmicst y negaroroB FOpuca Kanpanuca u Diikuca. I[locne okoHuanusi Puxckoro
Xopeorpaguueckoro y4uiuina OH TaHIeBal B ['ocymapcTBeHHOM XopeorpaduueckoMm aHcamoOe
«Knaccuueckuii 6aner», a 3ateM B bonbiiom tearpe.

Muxann bapsimHukoB yuwmiica Bmecte ¢ ['onyHoBeiM y memarora Kanpammca. Ho mo
npurjameHuto bapeimHukoB yexan B JIeHMHrpan, rAe M 3aKOHYMI  Xopeorpaduueckoe
oOpa3oBaHmHe.

[Tenarorom Mapuca Jluemnsl B Puxkckom xopeorpaduueckoM yuunuiie 0bi1 binHoB, HO, Kak
u bapeinukoBs, Jluena He 3akoH4ms Pibkckoe xopeorpaguueckoe y4uiuiie, o yexan B MockBy,
IJ7Ie MPOJOJIKIIT Xopeorpaduaeckoe oOpa3oBaHue.

Amnppuc Jluena He 3a0bIBaeT poJIMHY CBOETO OTIIA U €XKETOTHO OPraHU3yeT KOHLEPT NaMsITH
Mupuca Jluensl, kotopslii npoxoaut B Pure, B JlarBuiickoil Haunonansnoit onepe. B 2003 rona
cocrosutack mpembepa OanetoB «llerpymika» u «Kap-ntunia» B moctanoBke AHpuca Jlnens.

Kak cempaecar msaTh JeT TOMy Hazaj, Tak U B JBajllaTh IEPBOM BeKe JIATBUHCKUN Oainer
MIPOYHO CBS3aH C PyCCKMM. MHOrue yuutens Prkckoro xopeorpaguueckoro y4uiuina, Takue Kak
IOpuc Kanapanuc, Jlroqmuia Bukanosa, Puta Xapnama mpoxoamnu Kypchbl MO HOBBILIEHHIO
kBanudukanun B Axkanemun Pycckoro Oanera mmenu A.Sl. BaranoBoi. Yuumiuie nmpuriiamaeT B

Pury nenaroros u3 Poccun nj1st mpoBeeHHsI MacTep-KJIacCOB ISl YYEHUKOB M MPETIoaBaTeeH.
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JlaTBuiickuii TeaTp omepsl W Oamera TOXKE TMOIJEPKUBACT CBs3b C Poccueid.
XyH0KECTBEHHBIM PYKOBOJMTENIEM OaJICTHOW TPYMIIBI siBisieTcss AiiBac JleliMaHuC, OH 3aKOHYMII
6anermeiicrepckuii paxynprer TUTUCa. Benymmii conmuct tearpa Cepreit HelKInH — BBITYCKHUK
HoBocnOupckoro rocy1apcTBEHHOT0 X0peorpapuuecKoro KoyiemKa.

B penepryape JlatBuiickoro HamuoHaibHOW oOmepsl MHOTO 0ajeToB HE TOJBKO
KJIACCMYECKOI'0 HaCleIus, HO U IIOCTAaBIECHHBIX PYCCKUMHU COBPEMEHHBIMH Xopeorpadami.
Hanpuwmep, «Cetblit pyueit» B xopeorpadun Parmanckoro. «Pomeo u JIKyabeTTa» B IOCTaHOBKE
Bacunnera, «Anna Kaperanna» Diidpmana u «Otemno» B xopeorpaduu Asisl CHraaoBoil.

JlatBuiickuii Oajer CBOMM OCHOBaHMEM U pa3BUTHEM BO MHOIOM OO0s3aH PYCCKOMY
OanmeTHOMy HMCKyccTBY. Kak Ha HayalbHOM 3Tame pa3BUTHA, TaK U ceddac OaleTHOE HCKYCCTBO
JlaTBUM TIPOYHO CBSI3aHO C pPYCCKUM. Yuutens Prkckoro xopeorpapuyueckoro y4YuiIuina
TUIATEJIHO XPaHAT TPaAuLMM M METOAMKY IPENoJiaBaHus KJIACCUYECKOro TaHILa oOecreyuBas

HEeTIPEPBIBHOCTD IMOKOJICHUH apTHCTOB OaseTa B JlarBuiickoit HarmonanpHOM omnepe.

Bausinue pyCCKOﬁ 0ajIeTHOM IIKOJIbI Ha Pa3sBUTHE UCKYCCTBA 0ajera B SImonun

Ecms Hapucapa
ynarisawa@hotmail.com

apTucTKa Oastera Acamu-Maku baner
Toxwo, SImoans

Uctopusi simoHckoro Oanera HaumHaercs ¢ Bu3uTa B Tokuo B 1912 1. UTambIHCKOTO
TaHIOBIIMKAa H Xopeorpada [[xoBanHu Burtropmo Poccu, kornma simoHckuil teatp «T3uKoKy»,
BO3HUKIIUI B TO BpeMsI KaK COBPEMEHHBIN TeaTp, IpUriacui ero B SAnonuto. B nononxnenue k Tomy,
yro Poccu cranm gupekTopoM U xopeorpadom ONepHbIX W OalleTHBIX CIEKTakJIed B Tearpe
«THUKOKY», OH CTal W TMEepBbIM IpenojaBaTeieM Kiaccuueckoro Oanera smonuam. Ho
noHago0mock emé npuMepHo 10 set, noka 3ta HoBas A SnoHnu popma eBpOIEHCKOro HCKYCCTBA
TaHIla cTasla MPUBJIEKATh JAesATeIe! AMOHCKOTr0 HAallMOHATIBHOTO OanerTa.

IlepBas mpu4KMHA 3TOrO B TOM, 4TO SINOHCKAs TPAJAULMOHHASA KYJIbTypa U COLIMAIIbHAS CPENa,
B KOTOpOM CTajl pa3BUBAThCS KJIACCHMUYECKUH OaneT B SIMOHMH, OTIMYAINCh B KOPHE OT TPaTULIMA
BOCIIPUSITUM W TOCTPOEHUs] KyabTypbl 3amaaa. OOydasch KiaccHUyeckoMy OaneTy, SIMOHCKHE
TQHIIOBIIUKH, OCOOEHHO B IIOCJIEBOCHHBIM IEPHUOJ, BBIHY)XICHBI ObUIM OTONTH OT SIMOHCKUX
TpaauLuil TaHIA, MEPEJaBaBLIMXCS M3 IOKOJIEHUS B IIOKOJIEHWE, W HauyaTb yYUTHIBATh IIpaBHJIA
Oarera, co3/JaHHbIE €BPOIEHIIaMU.

Hecmotpst Ha To, uto yuenukamu [[.B. Poccu B To Bpems Obun baky Ucun, Mutno Uro,
Tocu Komopu, Mocao Takana u Coiiko Takazna (Te, KTO COCTaBJIsI€T HBIHE CJIaBy AMOHCKOrO Oanera),
OHU TMPU3HABAIM, YTO UM OBbUIO YpPE3BBIYAWHO TPYAHO BBIIEPKUBATh KECTKHUE U HETPUBBIUHBIC
TPEHUPOBKU II0 EBPOMNENCKOW METOAMKE TaHUA. MHOIMe SMOHCKHME TaHUOBLIMKH YXKE€ TOrja
MPEeANowIn OaneTy COBPEMEHHBIN TaHel, KOTOPBIA pa3BUBaICS Ma 3amane. XoTs B SmoHUM

COBPEMEHHBIA TaHEeIl Pa3BUBAICI IMOJ PYKoBoACTBOM baky WMcum, KOTOpBIM CTajn MNHOHEPOM
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eBpoIreiickoro coBpeMeHHoro tanma B 20-¢ roxsl B SmoHUM, OOJIbIIOE 3HAYEHHE HMMeEJa PycCKas
OajerHas IIKOJIa, BO MHOT'OM MOBIHSBINAS Ha HOBBIE (POPMBI XOpEOrpagpuyecKoro MbIIUICHHS U
3pUTENBCKOTO BOCIPUATHS, HALMOHAIBHOTO TEMIIEPAMEHTA U MBIIUICHHUS.

OrpoMHyI0 poiib B pa3BUTHH KJIACCHUECKOro Oanera B SMOHUM CHITPalio UCKYCCTBO
pycckoit 6anepunsl AHHBI [1aBnoBoii. B 1921 r. Anna [1aBnoBa coBepimia CBOU MepPBbIE TacTPOJIU
B SImoHMIO, M1 UMEHHO Oylaroaps €€ BBICTYIUICHUSIM B SINOHUM MOSBUICS 3PUTEIILCKUI HHTEPEC K
9TOM eBpormeickoi ¢opme xopeorpaduueckoro wuckycctBa. B fmoHum momararoT, 4to €€
UCTIONIHEHHE «YMHparomero jgedeis» OKa3alo BIUSHHE HA PA3BUTHS SIMOHCKOTO TPAAMIIMOHHOTO
TaHIIa M JaKe€ Ha MUCKycCTBO apTucToB Tearpa KaOyku. Beictynnenue Aunubl [laBnoBoii B Smonun
[IOKa3bIBaJI0 HE TOJIBKO SIOHCKOM IMYOJIMKE, HO M 3amajJHoi, 4uTro Oaner — 3To He akpoOaTtuka. K
coxanenuto, A. [lapnoBa Hemonro Obuta B SIMOHMM W HE MpeNoAaBalia, YTO MOIJIO Obl YCKOPUTH
YCBOEHUE SITIOHLAMH 0aJI€THON TEXHUKHU.

B nauane npomuioro Beka TeMH, KTO CIIOCOOCTBOBAJ Pa3BUTHIO AMOHCKOTO Oanera W ero
[IperoiaBaHuio B SInoHuu, ObUIM pycCKME TAaHUOBIIMKH, KOTOpblE MOKMHYIM Poccuto B CBsi3u ¢
OxTs6pncKoii peBomoruend. Cpenu Hux Obuia Enena IlaBnosa (1897-1941), kotopas BbIcTymana B
TeaTpax psja SIMOHCKUX TOpOJIOB, B 4acTHOCTH, B TI. Mokorama, u ucrosHsiaa «YMHUPAIOLIETO
nedens» 1o Beer Smonuun B TO e BpeMs, uto 1 AHHa [laBioBa. ims AunbI [1aBioBoii B TO Bpems
ObLTO O0JIee M3BECTHO B MUPE, M ATO 3aTMUJIO BHUMaHHE K crieKTakisiM Enensl [1aBioBoi.

B 1925 r. Enena I1aBnoBa ocHOBasia CBOIO KOMIIAHHIO, a B 1927 1. 0TKphLIa OaeTHYIO MIKOTY
B I. Kamakypa u oOyuana 3aMHTepeCOBaHHBIX SIMOHIEB MCKYCCTBY KJIACCUYECKOTO TaHIa, IPUBHUBAJIa
MMOHMMAaHHEe CTaHJIAPTOB €BPOMEHCKOro Kiaccuueckoro Oanera. E€ ydeHUKH CTalv BBLIAIOIIUMHUCS
UCTIOJHUTENSIMU  Kiaccudeckoro Oanera B fAnonun: Xupocu Cumana (cran Mpe3HIEHTOM
«Acconuanuu SmoHcKoro 6aneray), Tusko Xarropu, FOcaky Anzyma u Akuko Tatubana.

Kpome Enenst [1aBnoBoii, MHOTO€ /Ul MpenojaBaHusl U paclpocTpaHeHus Oanera B SlnoHun
clenana JApyras pycckas TaHIOBIMIa-sMurpantka — Ombra Candup, kKoTopas mperonaBaia B
AarnoHckoM Teatpe «HuTurskm», u TaHUoBIIMK JIyIDKMHCKMNA, KOTOPOTO MPUTTIACHIIM MPENoaBaTh
Oaner B smoHckui TeaTp TaHma «Takapamsyka» B Tokuo. O. Candup yumnacek 6anety B Jlenunrpamie
U TaM K€ TaHlleBajia Beayuue naptud. OHa oka3asia OOJIbLIOE BIMSHUE HAa PAa3BUTHE SIOHCKOTO
6anera B Oosee mo3auue roapl. Y Onbru Candup yuunuce Momoko Tanu, Mukuko Marysama,
Mairyo AkdMH, KaK]IbIi 13 KOTOPBIX BIIOCJIEICTBUN BO3TJIABIII CBOIO OAJIETHYIO KOMITAHHIO.

Takum 00pa3oM, MOKHO BBIJEIUTH JBA B3aUMOCBSI3aHHBIX HAMPABICHUS BIUSHUS PYCCKOM
OaNeTHOM IIKOJIBI Ha pa3BUTHE MCKYcCTBa Oajera B SIMOHMU: MOSBIEHUS 3pUTENILCKOTO UHTEpeca K
KIIACCHYECKOMY TaHIly U TmpodeccuoHanbHas TMOATOTOBKA apTHCTOB Oaneta. DTO BIHUSHHE

COXpaHACTCA U Ha COBPEMECHHOM 3TaIl€ Pa3BUTUA UCKYCCTBA Oanera B SImonun.
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Bausinue pycckoro 0ajiera Ha passutue Kopeiickoro Hannonaannoro basera

Kum EH;DKOH

joddy88@yandex.ru

Ceyn, Peciyonuka Kopest,

CTyJeHTKa MOCKOBCKOM TrOCy1apCTBEHHOM aKaJeMHH Xxopeorpaduu
Mocksa, Poccus

B Pecniybnmkoii Kopest cymiecTByroT JBe KpyIHble podeccHoHanbHble 0ajJeTHbIe TPYIIIbI,
sto Kopelickuii Hanmonansusiii baner u KOnusepcan baner. B stom roay tpynne Kopelickoro
Hauunonansnoro banera ucnonaumiocs 50 net, ¢ 2000 roxa Tpymmna UMEET CTaTyC CaMOCTOSATEIbHOMN
roCylapCTBEHHON KOMIIaHUH.

B npouecce dhopmupoBanust Kopeiickoro Hanmonansaoro banera Benymryro ponb urpaer
poccHuiicKuii OaJeTHBIN Teatp.

IIepBbM pesynbraToM cotpynHuuectBa Kopeiickoro HamuonansHoro banera u bonsmioro
teatpa Poccun crana mpembepa B Ceyne B 1991 romy 6Ganera «Jlon Kuxor», xopeorpadus
A.T'opckoro. baner «/lon Kuxor» Bo300OHOBsUIa Bepymuii neparor bosbmioro teatpa Poccun
Mapuna KongpateeBa. B 1992 ronmy wuHTepec Kk pycckomy OaieTy AOCTUT U COBPEMEHHBIX
nocraHoBoK. Kopeiickuit Hanuonansueiii  baner mnpurnamaer bopuca O3iidpmana craBuTh
«PexBuem», «be3ymHslii 1eHb, wiu XKenutb0a durapoy.

B 2000 rony B teuenue necstu mecsue HOpuit ['puropoBuu moctaBun B Ceyne Takue
nieaeBpbl pycckoro Oanerta, kak «lllenkynuuky», «Jlebenunoe ozepo», «Cmaptak». IlepBbiMu
KOPEMCKUMHU HCIIOJIHUTENSMHM TJIABHBIX NapTUH CTadd B OCHOBHOM BOCHHUTAHHMIIBI PYCCKHUX
OaneTHbIx mKoia - Ganepunsl Kum J[xy Bon, koTopas yuunacb B MOCKOBCKOW rocyqapCTBEHHOMN
akagemun xopeorpadpuu y M.K.Jleonosoii, 1 Kum [Ixu En, koTopas 3akoHumna AKaIeMHUIO
Pycckoro banera umenu A.fl. BaranoBoii, a Taxke npurnameHHas 6anepuna b J[xy FOH, kotopas
yuniach B MOCKOBCKOM TrocynapcTBEHHOW akanemMuu xopeorpaduu (memaror E.H. Baryns) n
ABJIAETCS TIEPBOM KOpPEHCKOM apTUCTKOW B Tpymnne bombsmoro tearpa Poccun. Crnenumanuctsl
OTMEYAIOT, YTO 3THU OaJepuHbl OTJIMYAIOTCS TPAMOTHOCTHIO HCIOJHEHHs, YMEIOT IepeaaBaTh
BHYTpPEHHEE COJIEp)KaHUE TaHIIEBAJIbHBIX OO0pa30B, MMEIOT OOJNBIION Oarak SMOILMOHAIBHBIX
HIOAHCOB, UTO XapaKTEPHO ISl IIKOJIbI pyCCKOro Oanera.

Mnuorue aprtuctel Tpynnbsl Kopelickoro Hamumonansnoro banera o0ydanuce Ha
CIEIMaJIbHOM CEMHUHApE, T/ MpenoaaBany neaaroru u3 Poccnn, a Takke 3HAKOMWINCH C BUIEO-
MaTepHualiaMH, aHaJTI3UPOBANIN M U3ydaiu Ooraroe Hacieaue, Kotopoe numeer Poccusi.

Cnekraxnu ['puropoBuya nmMenu OONBIION YCHEX M CHITPAIM OTPOMHYIO POJIb B Pa3BUTHH
MHTepeca K Kiaccuueckomy Oanery B Kopee u pocty mpocdeccronanuizma tpymmsl Kopeiickoro
Hammonansnoro banera. Pabora ['puropoBmua B Kopee cmocobcTBoBana Havally TBOPUYECKHUX

KOHTAaKTOB C regaroraMu MOCKOBCKOM rOCyIapCTBEHHOW akaJeMuu Xxopeorpaduu.
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C 2003 roma Kopeiickuit HantnonanbHseiil bajgeT Hayan akTUBHO racTpOJIMPOBATh MO BCEMY
MHUpy, B ToM uuciie B Poccun u npencraBmin Oanetr «TmieTHas nmpeaoctopokHocTh». B 2007 roxy
OCYLIECTBJISICTCA COBMECTHbIM IpoekT Tpynnel Kopelickoro HanuonansHoro banera ¢
HoBocubupckum teatpoM omepsl U 6anera B moctaHoBke Oanera «Cnaprak» 0. I'puroposuua; B
Ceyne cocrosach TakyKe IMOCTaHOBKA criekTakist «Mycare» b. Diidmana.

B 2010 romy B d4ecTh JABaAUATWICTHS JUILNIOMAaTUYECKHUX OTHoOmIeHUW Poccuiickoit
Oenepaunun u Pecnyonuku Kopes B MockBe u B Ceyse COCTOSIUMCH COBMECTHBIE BBICTYILICHUS
apructoB Kopeiickoro HanmonanesHoro banera u aprucroB bonsmoro Tteatpa Poccun —
«Paitmonmay u «Pomeo wum Jxynwerta», Xxopeorpadus Opwmit ['puropoBuua. I'eHepanbHBIHA
nupekTop bosbioro Teatpa Poccun A. MkcaHoB, oTMeuas pssMO€ U KOCBEHHOE BIIMSIHUE PYCCKOIO
Oanera Ha KOPEHCKHI, KOHCTATHPOBAJ, YTO KOPEHCKUI OasieT BBIPOC 3a KOPOTKOE BPEMs, UYTO
MO>KHO YBUJIETh U B JlaypeaTax MeXyHapOJIHbIX KOHKYPCOB.

B nacrosimee Bpems B Kopee He cylecTByeT rocyqapCcTBEHHON OaleTHOW akaJeMuu, HET
ocoboro mnpodeccuoHaAIbHOTO 00pa3oBaHUs Uil apTHCTOB Oanera. DTOT BOMPOC YKE JIaBHO
obcyxnaercs B Kopee. ['puropoBud takxe oTMedan, 4To Ui pa3BUTHS TaJlaHTA HY)KHA CHCTEMa H
crenuanbHas OanerHas mkoia. [lombITku co3parh cuctemMy OajleTHOro oOpa3oBaHus, MOJOOHYIO
poccuiickoi, npoaomkatrorcsa. C 1993 rona npu Kopeiickom Hammonansnom banere aeiictByet
BEUEpHAS CTyAusd, B KOTOpoil mpemnonatorT Oanepunsl Kopelickoro HarmuonansHoro Oanera u
KOpEHCKHE TMearoru-peneTuTopsl, u3yduBiime metoauky A.Sl Baranosoit. [lns mpoBeneHus
MacTep-KJIacCoB U TNPO(PECCHOHAIBHON MOMOIIM B MOJATrOTOBKE OYAYHIMX KOPEHCKUX apTHCTOB
OaneTa cTyaus TMpUTiamiaeT neaaroroB MOCKOBCKON TOCyIapCTBEHHOM akalieMuu Xopeorpaduu.
Kpome Toro, yxke HECKOJBKO IOKOJEHHH KOPEHCKHMX apTHCTOB Oajera  IMOJy4WIId
MpoeCCHOHANIBHYI0 TOATOTOBKY B Poccun — B MOCKOBCKOW TOCYIapCTBEHHOW aKaJaeMHUHU
xopeorpadpun, B Axkamemun Pycckoro Oanera wumenn A.Sl. BaranoBoit, B Ilepmckom
Xopeorpa(uueckoM yUHIHILE.

Takum oOpa3oM, Ha COBpEeMEHHOM 3Tame HcKyccTBO Oaseta B Kopee pasBuBaeTcs mon

BIIUSTHUEM PYCCKOW OaJIeTHOM IIKOJIBI.

3HayeHHMe pyccKoi 0aJIeTHOM IIKOJIBI B PA3BUTHH HCKYCCTBa 0ajiera B ApMEeHUH

Anu Hagkapsin

n.anulik-dance@mail.ru

EpeBan, Apmenus

CTyJIeHTKa MOCKOBCKOM TOCYIapCTBEHHOM aKaJeMHH Xxopeorpaduu
Mocksa, Poccust

Poccust ceirpana Beqylinyro posib B pa3BUTHH UCKyCCTBa Oasieta B ApMEHUU.
B 1924 rony B EpeBane oTkpbuiachk nepnasi xopeorpadudeckas CTyAus, KOTOPYIO BO3TJIaBUII
Barpam ApucrakecsH. 3aHATHA 10 KJIAaCCHUYECKOMY TAaHIy MPOBOJWIM JICHUHTPAJICKHE

cnenuanuctsl Jlanapeesnu u bpaypa. B 1927 rony napamiensHo mkosne ApucrakecsiHa B EpeBane
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oTkpbuiack CTyausi puTMa U IJIACTUKHU MOJ pykoBoacTBoM AHHBI dypunsH. B 1930 romy myrem
00BEIMHEHUS 3TUX ABYX CTyaAui ObU1 co3naH EpeBanckuii ['ocymapcTBeHHBIN XopeorpaduyecKuid
TEXHUKYM, KOTOpBIM pykoBoauia Cpoyu Jlucunuan.

B 1933 roany cocrosiock oTkpbiTUe ['oCcynapcTBEHHOTO TeaTpa, ceildac 3T0 ApPMSHCKHIA
rOCyJapCTBEHHbIM akajeMudeckuil TeaTp omepsl W Oanera MMeHH AnekcaHjapa CrieHauaposa.
[lepBas OanetHas Tpymma tearpa Obuia chopmupoBana B.U. IlpecHsakoBweIM, OaneTMelHcTEpOM H
MearoroM, KOTOPBIM OKOHYHMII TeaTpanbHoe yuwmmmie B llerepOypre. IlepBoit OaneTHoi
npeMbepoil crano «Jlebeaunoe o3zepo» II. YaiikoBckoro, moctaBieHHoe Oanermeiicrepom HO.
Peitnexe B 1935 rony. B 1938 roay Ha noct riaBHoro 6anermericrepa 0bi1 ipuriianieH Wibst ApbaTos.

B 1938 rogy B MockBe coctosuiock Bcecoro3Hoe coBemianue mo XxopeorpaduueckoMy
obpazoBanuio. OCHOBHOH MpoOJIEeMON OBUIO YTBEP)KIACHHWE EAMHOW NPOrpaMMbl U METOIHKH
npernoaaBaHus kKiaccudeckoro Tanma st Becex yumnuig CCCP. Takum 006pazom, oco3HaBaics GakT
CO3/IaHUA €IMHOM PYCCKOM COBETCKOM LIKOJIBI KJIACCUYECKOIO TaHIa, B pycie KOTOPOH poXkKaanach
HallMOHaJIbHAas OasieTHast xopeorpadus.

B 1948 romy B MOCKOBCKOM XOpeorpamueckoM YYHIIUIIEC TPOU3OILIN H3MCHCHHS B
[IporpaMMe IMPEeIoJaBaHMsl HAapOJHO-CLIEHUYECKUX TaHIEB. bbulM opraHM30BaHbl CEMHHApPCKUE
3aHATHUS, HA KOTOPBIX MEJaroru MOIVIM JIeTallbHee U3Y4UTh 3THOrpauuyeckuil Matepuai, CriocoObl
ero nepepadoTKU M UCMOJIb30BaHUS Ha ypokaxX. [l pa3pa®oTku mporpamMmM M BeAECHUS CEMHUHApPOB
MPUBJIEKAINCH CHEIMAIHUCTHI U3 pecyonuk. Koncynerantom or Apmennn 011 Ap6aros, u B 1949
rojly Ha KOH(EepeHIHH IO XopeorpapuyeckoMy 0Opa30BaHUI0O WMEHHO KJIACChl apMSHCKOTO
HapOJIHOTO TaHIIa ObUIM MPU3HAHBI IOKA3aTEIbHBIMU.

B 1940-41 romax OanetHoit Tpynmoil CreHAMapoBCKOro TeaTpa PYKOBOAWI Muxaui
MouceeB. OH oxoHumn MockoBckoe yumiuine. B EpeBane mocraBun «AHauty», «PaliMOHIy»,
«Konpka-I'opoyrkay. B 1942-43-em rony rnaBHBIM OanermerictepoM CHEHIMApOBCKOTO TeaTpa
Obul BBIIArOIIMiCS pycckuil Oanermerictep Jleonuna JlaBpoBckuil. OH MOCTaBMII MPEJIECTHYIO
«BansnyprueBy Houb» ['yHo u B 40-pie rogsl — Oaner «KaBka3ckuil mieHHMK» AcadbeBa.
JlaBpoBCKMII TMpUHSUI aKTUBHOE ydacTHE B pa3paboTKe JUOpEeTTO NEepBOro apMsSHCKOIO
Kjaccuueckoro Oanera «Xanayt». baner craBun ApOaToB, MOCKOJIBKY JIaBpOBCKOro OTO3BaJIM B
Mockay.

1947 rony B EpeBan Obln mpuriamieH IJaBHbBIA Oanermeirictep My3bIKaJbHOTO TeaTpa
nMeHn K. Cranmcnasckoro u B. Hemwmposuua-/lanuenko Bmagumup bBypmerlictep, KOTOpPBIH
noctasuil «lllexepe3any» Ha My3bIKy cuMpoHHUecKkoi oaMbl Pumckoro-Kopcakona.

B 1947 rony na EpeBanckoii ciieHe BnepBble mosBuics Oanetr «[ asHa» Apama XauyarypsHa.
Oto Obma moctaHoBKa HMHBI AHHMCHMOBOH, THpemMbepa KOTOpOW cuiaMu JIeHHMHrpajacKoro
Kuposckoro teatpa cocrosutacs B 1942 rony B Ilepmu.

CBouM paciBetoM EpeBaHckoe xopeorpaduueckoe yuuiHile BO MHOTOM ObLIO 00s3aHO
XY0)KECTBEHHOMY pyKoBoauTento Makcumy Maprtupocsny. O Hayan oOyueHue B EpeBane, a
3akoHuM1 ero B Mockee no kiaccy A.M. Pynenko. B EpeBanckoMm yuwmiuiie OoH IpenojaBall

KJIACCUUECKHU M TYITHBIM TaHEIl, a XyI0KECTBEHHBIM PYKOBOJIUTEIEM OB JOBOJBLHO Aoiro (1958-
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1971) u ocraBasics ObI emie ObIIIe, €CIi Obl HE TPUTJIANICHUE B CTOJUILY Ha Ty ke JIOJDKHOCThH B
MockoBckoe akagemMuieckoe xopeorpapudeckoe yuunuiie (MAXY).

B 1960-¢ ronpl oTkpeuiucey neparorudeckue Kypcol B MAXY 11 HallMOHAJIBHBIX KaJpoB,
KOTOPBIE OKa3ajiH JCHCTBEHHYIO MOMOIIb pEeCIyONuKaHCKUM yumimnmaMm. Ctaxepsl U3 ApMEeHUU
MMENH BO3MOXHOCTB IIOCEIaTh KJIACCHI JIYIIUX CIELUAINCTOB MOCKOBCKOM IIKOJIBI M BECTH TaM
IPAKTUYECKYIO paboTy.

B 1961-1967 roast ApmsiHckuii OasneT Bo3riasisul EBrenuii YaHra - U3BeCTHBIN JTaTBIIICKUMA
6anermeiicrep, koropsiid okonumws1 [ MTHUC. Oxnoit u3 npuunn npuriamienus Yanru B EpeBan Obu1
ycnex «Cnapraka» Apama XawarypsiHa, mocTtaBiieHHoro uM B Pure B 1960 romy. IlepBas
nocraHoBka «Cnapraka» yBujenaa cBeT pamibl B 1956 rony B KupoBckoM TeaTpe B IMOCTaHOBKE
SIxoOcoHa.

B 1968 rony cocrosutace mpembepa OqHOAKTHOTO Oanera «®paHduecka na PumuHmM» Ha
My3bIKy cuMpoHnueckoi antazun YaiikoBckoro. [loctanosky ocymectsun FOpuii XKnaHos.

Jlna okazaHusA METOIMYECKOW NOMOIIM B EpeBaHCKYIO HIKOJy NEPUOJUYECKH IPUE3KAIN
KOHCYyJbTaHThl M3 MockBel 1 Jlenunrpana - Tkauenko, Opnosckas, [lecroB, Manaxosckas. B 70-
pie, 80-p1e ronel ¢ EpeBaHcKkuM xopeorpaduuecKkuM YUWIHIIEM U C T€aTPOM COTPYAHHUYAIHU JIBE
yueHulpl Benukol BaranoBoii -®es banabuna u Haranbs JlyauHckasi, 3HaMEHUTBIN MpeMbep
Mapuunckoro tearpa — Koncrantun CepreeB v 01H U3 KpynHenmux pedopmatopos 6anera Oner
Bunorpanos.

B 70-pie roael Habmronancs Bemjieck MHTepeca K Oanery «['asiH3», KOTOpBIM JKUBET Ha
apMsiHCKOM crieHe yxxe 38 ser. B 1982-om rony Obuia npembepa 6anera «Mackapal» Ha MY3bIKY
Apama XauarypsiHa. JIuOGperto nmo apame JlepmoHToBa M mocraHoBUIMKM — Hartanbst PepkeHko u
Bukrop Cmupno-T'onoBanoB. B 1984-86 romax Xymo0)KEeCTBEHHBIM PYKOBOJUTEIEM OajeTHOM
Tpynmsl padotan Hopaiip MerpabsiH, oH opranuzoBai BoccTaHoBiieHue «Pomeo u JIKyiabeTTo» u
IepeHoc ene ogHou nocranoBku Oisera Bunorpanosa «JInsza n Konen» Ha my3biky Jlyu ['eponsaa.

B 2009 ronay, uepe3 50 ner mocne npembepbl bonbmioro Tearpa, Ha cueHy EpeBanckoro
lNocynapctBenoro Axamemuueckoro Tearpa Omnepsl u bamera um. CrnenamapoBa BEpHYICS C
MHUpPOBOH ciaBoii Oaner Apama XauaTtypsiHa «Cnaptak» B noctaHoBke Opus I'puroposuya.

My3sbika «CrapTaka» - OJHO U3 OCHOBHBIX HAIlMOHAJIBHBIX JOCTOSIHUM, AENAIOUINX YECTb
apMsSiHCKOMY Hapony. Bepcus I'puropoBnua Tak M ocTajach Jy4llleil B CLEHHYECKOH cyabOe
«Cnaprakay, B M0JIb3y TPAaKTOBKH [ puropoBrya HEOJHOKPATHO BBICKA3bIBAJICA U CaM KOMIIO3UTOP
Apam XagarypsH.

Taxkum 00pa3oMm, Ha MPOTSHKEHUU BCEH UCTOPUHU MCKYCCTBa Oajnera B APMEHHUU MBI BUJIUM
OCHOBOIIOJIAraloliee BIUSHUE PYCCKOH OalleTHOW IIKOJbI, TBOPYECKOE COTPYAHUYECTBO U

B3aUMOO0OTaIlIeHNE HAIIMOHATBHBIX KYJIBTYP.
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Bausinue pycckoii 6ajieTHOM TpagUMUIMK HA CTAHOBJIeHHEe MPOdecCHOHAIBLHOTO 0asleTa

B I'pennn

H. KosodaknHa-AKpUOTH
kolioybakina@yahoo.gr
OaneTmeiicTep-peneTuTop

I'peueckoro HanmonanbHOro onepHoro tearpa
Adwunsr, ['penus

[lepBbie nOOUTENBCKUE OaleTHBIE INKOJIBI MOSBUINCH B ['peruy moj BIMSHUEM BOJHBI
smurpanTos u3 Poccun B Hauane XX Beka. B cuity nonutudeckoil 00CTaHOBKM U KOHCEPBAaTUBHBIX
HallMOHAJIBHBIX TaHLEBAIbHBIX Tpaaului, ['penus He mpuBiekana MpodecCUOHAIbHBIX aPTUCTOB
Oarera, HO B TO )K€ BpeMsl Obllla MHTEpPECHa «KOMMEPCAHTaM OT MCKyccTBa». OTHUM M3 HUX OBLI
Anam MopbsHoB (Cantaccunoc), opranu3zoBaBiiuii B 30-e roapl npodecCHOHANBHYIO OaleTHYIO
Koy B AduHax. BbITyCKHUKM €ro MIKOJbl B AaJdbHEHIIEM COCTaBIISIOT sIpO OAJETHOM TpyIIbI
HanuonaneHOro onepHoro tearpa, co34aHHOrO IIPaBUTEILCTBOM B 1938 rony.

[lepBbIM IpescTaBUTENIEM PYCCKOM OaleTHOM LIKOJbI, OKAa3aBIIUM CYILECTBEHHOE BIUSHUE
Ha pa3BUTHE TPYIIbBI B paMKax KJIACCMYECKOro HampasieHus, sBiserca bopuc Kusses,
coTpyaHn4YaBmMii ¢ HanuonansHeiM onepHbiM TeaTpoM ['penun B 1961-1962 ropax. Cuiiamu
BBEpPEHHON emy OanetHoi Tpymnmnbl b. KHs3eB BrepBble OCYIIECTBUI MMOCTAHOBKY HE3aBUCHMOIO
NpeJCTaBIeHNs, Ha3BaHHOTO «Beuep Oanera». Jlo sToro MomeHta OajeTHas Tpymnmna JIHIIb
o0ciTyK1BaJia ONIEpHbIE MOCTAHOBKH U CIIEKTAKIIN MY3bIKaJIbHOM KOMETUH.

JIpyruM TpeJCTaBUTENEM PYCCKOM IIKOJBI, CIIOCOOCTBOBABIIUM IOSBICHUIO TPEUECKOTO
Oanera yxe Ha MeXJIyHapogHoW apeHe, cran Jlopka MscuH, rinaBHOM paboToil KOTOpOro B
HanmonansHoit rpedeckoit onepe cran 6aner «3opbac» Ha my3biky M. Teomopakuca. Bcemupnas
npembepa Oanera coctosiach 6 aBrycra 1988 roga B Teatpe «Apena au Beponay, B riaBHOM posin
BeicTynua B. Bacunbes. B penepryape HanmonansHoro onepsoro tearpa I'peruu 6aner «3opbacy»
3aKpenuICs Ha MHOTHE TO/Ibl, ABJISSCh KakK Obl €r0 BU3UTHON KapTOUYKOM.

3aMeTHYIO pOJiib B CTAHOBJIEHHH MPOPECCUOHANIBHOIO 00pa3a MBILUIEHUS apTUCTOB OaneTa
ceirpana negaror u Oanermeiicrep, BoinyckHuna ['MTUCa Onumnus I'enonapu. BeprnyBuvich Ha
poauny B I'peruto, ['enogapu nmoctynuna Ha paboty B HaumonanbHblil onepuslil Teatp (1971) B
KayecTBe Ieaarora-pernerutopa. bonee 20 et oHa Obta MTAaTHBIM OalleTMEWCTEpOM Tearpa,
OCYILIECTBUB MMOCTAHOBKHM OJHOAKTHBIX OaneToB «BanbmyprueBa Houby, «lcmaHckoe Kalpuauyuoy,
«ITonosenkue misickuny, «Kapmen».

3a mocnenuue 20 ner OanetHas Tpynna HamuoHambHOro omepHoro tearpa ['perun
HEOJJHOKpATHO COTpYAHMYANa ¢ meaaroraMu u Oanermeiicrepamu u3 Poccuun. Ilpu moctaHoBke
oanera «3omymka» C. [IpokodbseBa 6amermerictepom O. Bunorpamoseim (1997), ero acCUCTEHTHI
C. CaBkoB 1 A. MaubllieBa OKa3ajld caMoe MOJIOKUTEIbHOE BIMSHUE Ha paboTy apTHCTOB Oajera.
B TeueHue 1nenoro ce3oHa €XEIHEBHBIM TPEHAXX B MYXKCKOM Kiacce npooaui O. Cokolos,
OBIBIIMI MpenoaaBatTesb JICHMHrpaacKkoro xopeorpaduieckoro yumiuiia. B nanpHeiimem B Teatp
OBLT TIPUTJIAIIEH TakXKe ero yueHUK M. 3emeHckuii, KOTOPhIN MOmucan CBOMM HMEHEM TTOCTAHOBKY
4yeThIpEX OaneToB kiaccuyeckoro pemnepryapa: «Paiimonga» (2001), «Crstmast kpacasunay (2002),
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«don Kuxor» (2003), «Jledbemunoe ozepo» (2004). Otu OGanerbl OBLIN HCIOJHEHBI T'PEUECKOU
TpYIIoi B pamkax AGUHCKOro ecTuBalisi Ha CLIEHE aHTUYHOTO Tearpa MpoauoH U BeI3BAIM CaMble
MOJIOKUTETIbHBIC OT3BIBBI KPUTHKU W 3PUTENBbCKYI0 cummaruio. [lpw mocTaHoBke OaneToB
nomoranu: FO. ®arees, U. I'encnep, B. Cupotun, JI. Kynakona, T. Tepexosa, H. bonbuiakosa, B.
I'ynseB, M. Kymuk, I'. MenpaukoBa, I'. Cnumpina. Pabota ¢ TakumMu MactepaMu IOBBICHJIA
TEXHUYECKUN YpOBEHb TPYIIIBI, a TAK)KE [M0Ka3alia, 4YTO B TAaKOH B HEJJaBHEM IPOILIOM HeOalleTHOM

cTpaHe, kak ['penusi, B HacTOsIIEE BpeMs yCIIELITHO pa3BUBAETCSI UCKYCCTBO OalieTa.

Pycckmii 6asieT kKak aHTHIIOA XOpeorpaguuecKou rjao0aau3anumn

E.O. IIpecusikoBa

ballet-gitis.ru

KaHJl. ICKyCCTBOBECHMSI,

3aMeCTUTEINb JieKaHa OaneTMencTepcKoro (hakyibTeTa, JOLEHT
Poccuiickoro ynuBepcurera tearpanbHoro uckyccrsa - TUTUC
MockBa, Poccus

Pycckuii Oaner kak siBJI€HHE MUPOBOM KyJIbTYpbl HEOOXOJMMO paccMaTpUBaThb C TOYKH
3peHusl CII0XHOCOCTABHOM CHUCTEMBI HCTOPHKO-IyXOoBHOro passutus Poccuu. Korma I'. I'erens
OXBaTUJ HCKYCCTBO €JIMHBIM B30pPOM, TO IOCTHI €ro CTpOeHHE, (YHKIMOHUPOBAHHE M 3aKOHBI
pa3BUTHS, KOTOPBIM MTOJAYUHSETCS U OaJIETHBIN TeaTp.

Pycckuii Ganert, sBIAsACh aBTOHOMHBIM MJIM JIOKAJIbHBIM MIPOSIBJIEHUEM Ha Pa3HbIX NMEPUOAAX
CBOErO pa3BUTHs OOILECTBEHHO-TIOJINTUYECKUX, OSKOHOMHUYECKHX M HPABCTBEHHBIX YCTOEB
oOI1ecTBa, HECET B caMOM ce0€ CKOHIICHTPUPOBAHHYIO WH(OPMAIMOHHYIO COCTaBIISIONIYIO O
HpaBaX, OOblYasxX, B3MIsiAax U T.A. IIpm 3TOM MBI MOXKEM OUY€Hb TOYHO MPOCIEIUTH pPa3BUTHE
0aJeTHOr0 TeMaTU3Ma, MYy3bIKaJbHOI'O MaTepualia, IBOJIOLHUI0 KOCTIOMA, JIEKCUKH, COOTHOLIECHHUE
KJIACCUYECKOI0, HEOKJIACCHYECKOT0, AYITO-KJIACCUYECKOr0o, HAapPOJHO-CLEHUYECKOTO TAHIIEB,
CTHJIEBBIX OCOOEHHOCTEH, KOMIO3UIIMOHHOTO (akTopa, MaHepbl HCIOIHEHHUs, CleHorpaduu u
MallMHEpUU, HO OAHO OyJeT HEU3MEHHBIM Y BCEX PYCCKHMX TaHIOBIIMKOB, I[€1aroroB u
xopeorpagoB — H30BITOK JIYIIEBHBIX MOPBIBOB IPH COCPEJOTOUYEHHOCTH UYYBCTB, KakKas-TO
HercTpeOuMmast pycckasi TOCKa M IMOphIBHCTasi 6eCcIIadanHocThb.

M. Iletuna roeopmi: «CTpeMHTECh K IPOCTOTE, IPallMM M KpPacoTe W HE IpPU3HABANTE
JOpyTrux 3akoHOBY». CTOUT MPHUCIYIIAThCS K 3TUM CJIOBaM, OOpalleHHbIM HemocpeacTBeHHO B XX
BEK, KOTOpBII BJIACTHO BXOAMT B HcTOoputo. M BMecTe ¢ HMM Hac 3aBaWiId TOpPOH
Xopeorpaguueckoro Mycopa, MmoJl SIpKMM U KpPUKJIMBBIM BHJIOM BBIIaBA€MOI'0 32 COBPEMEHHOE
UCKYCCTBO. BrieyaTinser MmaccoBOCTh, HO Kak pa3 OHa TO U OIMAacHa.

B navane XX Beka aupekTop ummmepaTopckux tearpoB B. TenskoBckuii mucaim B CBOEM
JTHEBHUKE, HE NIPEAHA3HAYEHHOM JUISl [IEYaTH: «... CYMTAIO T€ATP XPAMOM HCKYCCTB, & HCKYCCTBO HE
pOCKOIIBIO, a HeoOxomuMmocThio. Poccus oryactm OeqHa M3-3a TOTO, YTO HMCKYCCTBOM Majio
3aHUMAIOTCs, HE cuuTas ero HeoOXoauMbIM». Ecnm Oaner — BBICOKOE HMCKYCCTBO, TO OHO JJIs
M30paHHBIX, KAK CYUTAIOT MPEICTABUTENN 3aMaHON HICOJOTHH, MaccaM 3To He Hajo. [Ipuumnna?
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HckycecTBO HEMOCPEACTBEHHO O0palaercs K Jy4IlIuM CTOPOHAM Y€I0BEYECKOH TyIIH, BO3BBILIAET
4eJI0OBEKa, 3aCTaBiseT €ro AymaTrb, a BOT 3TO-TO KakK pa3 M He HYXKHO. UeloBEKy OTBOAUTCS
byHKIUS ynpaBisieMoil MamuHbl. CIeIoBaTENbHO, PYyCCKOE MCKYCCTBO M PYCCKHMM OalleT ¢ UX
BBICOKOXYZIO’KECTBEHHBIMM CTPEMJICHUSIMU, UACAIIAMHA HE BIMCBHIBAIOTCS B MOJEIb COBPEMEHHOIO
o0111ecTBa Ha HOBOM 3Talle Pa3BUTHA, @ BMECTE C HUM U HOBOT'O MCKYCCTBA B €0 Pa3MbIThIX (OopMax
U COAEp)KaHUHM, B XOpeorpaguueckoi OHKIEKTHKE, BOCIHPUHHMAeMON Kak CTWIb, B O€LIEHO
OTTAHIIOBAaHHBIX CKOPOCTAX, OE3MTMKOCTH M OeCYyBCTBEHHOCTH. J[BH)KEHHE K HOBOM MCTOPUYECKOM
THIIOJIOTUN UCKYCCTBA — aHTPOIIOLIEHPUYECKOM, Ha4aIoch B cepeaune XX Beka, korga B Poccun Ha
IIEPBOM MecTe ObUIM HJIed COOOPHOCTH, I'epOMKH, SIPKO BBIPAKCHHbIE B OajeTHOM Tearpe B
tBOpuecTBe [O. ['puroposBuya. Ho uckyccTBO HE ycTpaHAET IPUYUHBI IPOUCXOIALIETO, OHO TOJIBKO
0003HaYaeT ux.

«Bce mponeccsl peaklMOHHbI, €CJIM PYLIUTCS YeJIOBEK», - cKa3al AHapei Bo3HeceHckui,
YYTKMA K BESHUSM COBPEMEHHOCTU. YK€ MOAECPHU3M CTaJl PYIIUTH AYXOBHOCTb, IOBEIS N0
KpailHell CTeNeHU OTYYXIEHHMS HCKYCCTBO OT uesloBeKa. Temepb Mbl HaOJIr0AaeM B3aUMHYIO
OTUYXXJEHHOCTh HCKYyCCTBa M oOmiecTtBa. Ho BBICOKOE MCKYCCTBO OKa3bIBAa€TCsl €AMHCTBEHHOMN
AIBTEPHATUBHOW CHJION 110 OTHOLICHHIO K CHJIE HACWIINS, K BOOPYKEHHOMY, KPOBABOMY, BOCHHOMY
Croco0y pa3peleHysl COUUAIbHBIX MpOTHBOpeunii. TepMHUH «IIOJUTUYECKOE MCKYCCTBO» HE HOB.
HckycceTBo Beerga ObUIo M ocTaeTcs MOJUTUKOM, IPUYEM OYeHb TOHKOW. MOXKET, CTOUT B3IJIHYTh
Ha Pycckuii 6anet ¢ 3Toro pakypca, yTo0bl 00Jie€ EMKO MOCTUYb CMBICI MPOUCXOSIIETO B MUPE U
paay MOMCKa BbIX0/1a M3 HBIHEUTHETO TPAarnuecKOoro COCTOSIHUS LIMBUIIN3ALIAN?

HauaBimecs: pagukanbHble H3MEHEHUs B Xopeorpadudeckoit KynpType Poccun oTpazunuch
B TOsBJICHMU B Hamed crpaHe ¢ 90-x roJoB NpOILIOro Beka MOHATHS «Xopeorpaduieckuit
IIOCTMOJIEpHU3M». HeynoBIeTBOPEHHOCTh JTaHHOTO MOHSTHS OYEBHJIHA: COCTOSIHHE, CIEAYIOIIee
nocjie MOJEepHU3Ma, 0€3 Kakoi-IMOO MOMBITKM ONpPENENIUTh CYLUIHOCTh 3TOrO COCTOSIHMS, €ro
COJIepKATEIIBHOE OTIIMYME OT TOr0, KOTOPOE OHO CMEHSET.

Ha nammx rnasax uzper (GopMHpoBaHHE HOBOIO KYyJIbTYPHOTO Ipolecca. YeroBeuecTBO
CEeroJIHSl «CTaBUT Ha CBOE MECTO» MAIlMHY, HO Kak Obl HM Oblja OHa JUIs HEro mojie3Ha ceiuac u
emie 0ojee COBEpIICHHA 3aBTPa, OHAa HE CIIOCOOHA K JyXOBHOCTH, 0€3 KOTOPOH HET U HE MOXKET
ObITh MCKYCCTBA, DPa3BUTHE KOTOPOIO Ha 3TOM HOBOM H3JIOME MCTOPHUHM HEMOCPEICTBEHHO
00yCJIOBJIEHO TPaHIUO3HBIM CKaYKOM B COBEPLICHCTBOBAHMU IMPOU3BOAUTENBHBIX CHUJI, TEXHUKH,
CUCTEMbl KOMMYHHUKAIU — BCETO TOIO, YTO M OXBATHIBACTCA IOHATHEM «IIOCTHUHAYCTPUAIBHOE
00IIeCTBO» WIH «MH(POPMALMOHHASA IMBHIM3AIMsD». MOXKHO caenaTh BBIBOJ, YTO OpIraHU3aIUsg
OOIIIECTBEHHOH JKM3HU JOJKHA OBITh MPUBEJICHA B COOTBETCTBUE C HBIHEIIHUM YPOBHEM HAy4HO-
TEXHUYECKOT0 pa3BUTHsA uesoBedecTBa. OTCI0/1a CIEAYET, YTO COBPEMEHHBIN 3Tall — 3TO NEPEXO0J] K
HOBOMY cII0Cc00Y 0OIIIECTBEHHOTO OBITHSI M COOTBETCTBYIOIIEMY TUITY UCKyccTBa. 1o rereneBckomy
3aKOHY OTpULAHHS Te3Uca AHTUTE3UCOM, MBI CerojHs HalmonaeM mporecc (OpMHUPOBAHUS
AHTUHCKYCCTBA, C €r0 IJIOCKUM PAIlMOHAIM3MOM, C 0€31yXOBHOCTHIO, 0€3pa3IMuiio K YeJIOBEKY.
MBI pUXOIUM K YpOJUIMBOM KpaiHOCTH (B OasieTe, B TOM YMCJE): YTHIUTAPHOMY IparMaTus3my,
TeXHULU3MY, 3roueHTpusMy. [locTtMonepHU3M, B OTIMYME OT MOJEpPHU3MA, aJalTHUPOBABILIEIO
KJIACCUKY Ha ypoBHE (opMooOpa3oBaHUs, WAET HA THIEPAKTHBHBIN 3MaTaX, OCHOBAaHHBIA Ha
noaMeHe moHATHHA. Benukoe mnonstHe «Pycckuif 0Oaner» He3aMETHO IOJMEHSETCS OMACHBIM

npousBojioM. CTpemiieHHe TaK Ha3blBAa€MOM JJHMTHI K CONPUYACTHOCTH BBICOKOMY HCKYCCTBY
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JIOCTHTAETCS 32 CUET OTTOPXKEHHS OT IMOJJTMHHBIX BBICOT 00€3JIMUCHHON M 0€3MyXOBHON «MacChI».
DTOMy B TOJHOM Mepe CIocoOCTBYeT BaKXaHalWs TPOM3BOJIA, 3aXJIECTHYBIIAs OajeTHOE
pocTpaHcTBO. TexHomornu orpadboTanbl. M3BeUHBIM pycCKHMM BOMpOC: 4TO Aenath? MOKHO U
pa3penIuTh ATH TParudecKue mapagoKchi?

Poccus Bcerma Obuta «kamMHEM TPETKHOBEHUs». B mckyccTBe Toke. TaliHy «3aragouHoOi
PYCCKOM AyIIW» MPEACTABUTEIN 3alaJHOM IUBHIM3AIMU TBITAIMCh HAWTH B TMPOU3BEICHHIX
JI. Toncroro, ®. JoctoeBckoro, A. UexoBa, B My3bike II. HaiikoBckoro u C. PaxmanuHoBa U B
Pycckom Ganere. Ho mckyccTBo, a GaneT oguH M3 ero BUAOB, 1o cioBaMm J[. Peckuna, siBisercs
3epKAIbHBIM ~ OTPAKCHHEM TOJUTUYECKOT0, HSKOHOMHUYECKOTO M  MOPaJIbHO-HPABCTBEHHOTO
cocTaBstronuX obmiecTa. [lomydaercst 3aMKHYTHIN KPYT.

CopneiicTBHE COBETCKOM KYJIbTYPHOI MOJTUTHKH JesiTeJIbHOCTH Tokuiickoil 6ajieTHOM IIKOJIbI

uMmenu I1.1. YalikoBcKkoro

Keiiko CaiiTo
keikos0501@gmail.com
acriupanTka YHuBepcurtera Bacana
Toxwo, SImoans

B 1950-¢ rr. MHOTO 3apy0eXHBIX OaNETHBIX TPYII CTAJO €3IUTh HA racTposu B Snonuro. B
1960 ronay Oblna co3nana nepBas B Snonuu OaneTHas mikoja - Tokuiickas 6aneTHas mKojia UMEHU
I[I.1. YaiikoBckoro. DTOT TEpHOJ pa3BUTHUs OaJeTHOTO HMCKYCCTBa B SMOHUM HEBO3MOXHO
uccienoBaTh 0e3 BIUSHUS COBETCKOro Oayiera M COAEMCTBHS COBETCKOM KyIbTYpHOW IMOJIMTHUKH.
VIMeHHO 3TOMY acnekTy U NOCBsIlIeHa JaHHas padoTa.

B 1950-60-x romsl coBeTckoe MMHHUCTEPCTBO KYJBTYphl TMOCBUIAO B  SmoHUIO
MHOTOYHCJIEHHBIX KYJIbTYPHBIX JesiTelield, TeM caMbIM YTBEp)KJas 37eCb CBOE€ BIUSHUE B
nporuBoBec BiusiHUIO CHIA.

Hu omna w3 pabor (B ux umcie moHorpadus Cupo Xaubsi <«SINMOHCKO-COBETCKUIA
KyJIbTypHBIA OOMEH /10 M TIOCJIE€ BOCCTAHOBIICHHS JMIUIOMATHYECKMX OTHomeHwid — 1954 — 61,
Bonwmoit Teatp u Kabyku» [1]; PocnaBneBa H. «CnaBa coBetckoro 6anera» [2]), ocBemaromux
ractpoiiu OanetrHoil Tpymmnbl bonbmoro tearpa B SAnonuu B 1957 roay, He kacaercs mepuoja
co3nanusg Tokuiickoil OaseTHOM IIKONBI, KOTOpas SIBISETCS CBOEOOpPA3HBIM CHMBOJIOM PYCCKO-
SAMOHCKOTO KyJIbTypHOro oOMmeHa. [luceMa Mexay coBeTCKMM MUHHUCTEPCTBOM KYIbTYPbl H
JUPEeKTOpoM TOKHMICKON MIKOJIbI XUPOKUTH XasiCU 3aCTaBIAIOT IMPEANON0XKHUTb, YTO COBETCKHE
YIHOBHUKH MPUAABAIIHU IIKOJIE OO0JIBIIOE MOJUTUYECKOE 3HAUCHHE.

TomukoM Uil OTKPBITHSI IIKOJBI CTAjdd TEpBble racTpoiiu OajeTHOM Tpymmbl bombiioro
Teatpa B SnoHuu. Bpicokas TeXHUKa COBETCKMX apTHCTOB BbI3BaJla CEHCAIMIO B SIMOHCKOM
obmiectse. [losiBUOCH MHOTO Xenatonux odydarbes 6anery B CoBerckoit Poccun. Ha cnenyrommii
e JIeHb 10CJIe OKOHYaHUS racTposieid Xasicu 1mociajg COBETCKOMY MUHHUCTPY KYJIbTYpbl TUCbMO, B
KOTOpOM cooOmjani 00 OTKpBITUM OaleTHOW WIKOJbI M MPOCHI KOMaHAWPOBaTh OJHOTO
OaneTMeiictepa u ogHoro menarora Oanera B SAnonmio [3]. B kauecTBe wiena MexmayHapoIHOTO
LeHTpa UcKyccTBa SnoHuu Xasicu XUPOKUTH HEOAHOKPATHO OPraHMW30BBIBAJT TACTPOJIH SIMOHCKUX
aptuctoB B CCCP u coBeTckux apTucTOB B SAnoHUIO0. bbuiM W apyrue aHnTpenpeHepsl, AeATeNd
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OaneTa, KOTOpbIE TOKE MPOCHIN O MOMOIIM COBETCKOe MUHUCTEPCTBO KYNbTYpPbl. XasiCH BCAKUI
pa3 MOJYEPKUBANl TO, YTO IJIABHAS €ro Lelib — HE MNPEeANPUHUMATEIBCTBO, & MEXIyHApOAHAas
npyxo6a [4]. 7 mas 1960 roga oTKpbLIaCh MIKOJIA, Ky/a MPUTIIACUIIN JIBYX MOCKOBCKHX I€JJarOroB —
Cynamudp Meccepep u Anekcest Bapnamona.

Cnenyromum  npoektoM XasCu CTajl0 NPEeIJOoKEHHE OpraHu30BaTb COBMECTHOE
BBICTYIUICHHE YYEHHKOB IIKOJIBI M apTUCTOB bONBIIOro TeaTpa B 4€CTh T'OJOBUIMHBI CO3JaHUS
IIKOJIBI. XasiC COOOIIMII O CBOEM >KellaHuH yxke B aBrycre 1960 roma [5]. OH gumioMaTtudHo
MPEAJIONKUIT IPUYPOUUTh FaCTPOIU K MPOBEIECHNUIO COBETCKOM MTPOMBILIEHHON sipMapku B SnoHuw,
KoTopas npenacrosuia B aBrycte 1961 rona [6]. CoBerckasi CTOpoHa CHadalsia Jlajla OTPUIATEIbHBINA
orBeT [7]. OgHako B KoHie uioHsS 1961 roma MuHHCTEPCTBO COOONIMIO XasCH O PEIICHUH
HanpaBuTh 11 apTUCTOB U qupUxKepa [8].

21 aBrycra, B J€Hb Hayaja racTpojiei, M3-3a 3aJepKKU peica OTCYTCTBOBAJAa IJIaBHAs
ucnonuutenbHuna Onpra JlenemmHckas, ObUIH U Apyryue opranu3aonsele npoodiemsl [9]. Tem e
MeHee, mpemMbepy ractpoieii nocetun A.M. MukosH (oH npuexain 15 aBrycra — K Ha4ainy SpMapku),
KOTOpPBI YK€ 22 aBrycra BO3BpalllajiCsi Ha pOAMHY. 22 aBrycra, B J€Hb oTjera MukosHa u3
SlnoHuu, Ha TepBON CTpaHMIIE TJABHOM SMOHCKOW Ta3eThl «Acaxu» OblIa OMyOJIMKOBaHA
dotorpadus, Ha KOTOpol MHUKOSH cHAET B OKPY>KEHUU apTUCTOB U YUYEHUKOB TOKUHCKOI
OanetHoi mkonsl [10]. BepodaTHo, coBMecTHOE BBICTyIUIEHHE BoNbIIOro TeaTpa M MIKOJIBI ObLIO
3arIaHUPOBAHO KaK (PMHAIBHBIN aKKOP/I B X0oze BU3UTa MukosHa B SnoHHIO.

Opnako noBTopuTh TpuyMdanbsHbie ractponu 1957 rona He yaanocs. Ily0nuka He npuHsiia
MOBTOpPEeHUsT Tporpammsel. [lonmuTuyeckue NPOrHO3BI TOXKE HE OBUIM ONTUMUCTHUHBIMH. [lo
Bo3BpamieHun B CCCP MukosiH noknaapiBal 0 ToM, uto cOmmwkenue SAnonunm u CLIA yxe
Hen36exHo. OTHomeHust Mex 1y CoBerckoit Poccueil n SinoHueil nepenun Ha HOBBIH JTarl.

Opnako u mocne aokiaga MukosiHa coBeTckoe MUHHUCTEPCTBO KYJIBTYphlI HE IEPECTAJIO
OKa3bIBaTh Momoulb MKojge. C IMOMOIIBbI0O COBETCKMX I€JaroroB YYE€HUKU Clenaan OoJbllue
ycnexu. Ecii cMOTpeTh co cTopoHbI, TO Kak OyaTo Bee 1o 6iaronoiy4yHo. Ha camom nene mkona
cTpajana cepbe3Hoi (uHaHcoBoW mpoOiemoil. B 1964 roay mpu Xasicu mkony 3akpbuin. Ho
JKeJarolue MpoJobKaTh yuedy Y COBETCKHMX IEOrOroB COOpaMCh, CO3AalM OajeTHYIO TPYyHIy,
HblHemHul «Tokuno 6aner um. I1.M. YaiikoBckoro». Ilox ynpasnenuem Tananyry Cacaku Tokuo
Oajer pa3BUBAJICS U CTAJl OJHUM U3 KpYMHEHIIUX Tpyni SAmnoHuH.
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POCCHUICKOE OFPA3BOBAHUE B OBJIACTUA HCKYCCTBA BAJIETA
B COBPEMEHHOM MUPE

MockoBcKasi rocyiapcTBeHHast akajaemusi xopeorpaguu u Uncruryr pycckoro 6ajera (Slnonus,

ToKHO0): 0CHOBBI B3aMO/1eiicTBUA 0aJIeTHBIX IIKOJI

HN.IO. CebipoBa

ballet.ira@mail.ru

3aciy>KEHHBIN nesaTenb uckycctB Poccuiickoit deneparuu, nmpodeccop
MocKkoBCKasi TOCyJapCTBEHHAs akaJieMusi Xopeorpaduu

Mocksa, Poccust

Bxnan pycckoil HIKOJIbI KJIACCMYECKOIO TaHIla B Pa3BUTUE UCKYCCTBA OajeTra BO BCEM MUDE
TPYAHO MEPEOleHUTh. MOCKOBCKasl IIKOJa KJIACCHYECKOrO TaHIIA UTPAET OONBIIYIO POJb B STOM
mpoiiecce.

B 1988 roay B r. Tokuo Obi1 opranuzoBan Wuctutyr Pycckoro Oanera, rae B TedeHHE
10 ner npenoiaBaay NeAaroru U3 MOCKOBCKOM mikobl. Bozrnasun ero Kenasu Ycyu — usBecTHbliit
HCKYCCTBOBE/I, B IPOIILJIOM - apTHUCT Oaliera, ceifiyac - riaBa BceesmnoHckoi 6aneTHON accorualii,
no4eTHsIH npodeccop MockoBCkoit rocyaapcTBeHHOM akaemuun xopeorpaduu (MI'AX).

[Ipouecc oOyueHust ObLT KPYTJIOTOJAUYHBIM U HENPEPBIBHBIM U MPOBOJIWICA IO POrpamMme
oOyueHusi apTucToB Oaneta B Poccuu, HO ¢ yueToM MECTHOM CHelM(pHUKN OpraHU3alii y4eOHOro
nporecca. beuin HabpaHbl HECKOIBKO KJIACCOB JI€TEl MJIaJlIero, CpeaHEro U CTapIlero Bo3pacTa.
Kpome 3ansaTtuii ¢ aerbmMu mEN ypok ais NpoecCHOHAIOB M KJIACC METOAMKH IpernojaBaHMs
KJIACCUYECKOTO TaHIa JJs MenaroroB. BaHO, YTO YpOKM BEIHCh MOJ <OKUBYIO» MY3BIKY, T.€.
B COINpPOBOXKACHUHU KoHIepTMelcTepa. [lozaHee m00aBUINCH YPOKHM HCTOPUKO-OBITOBOTO U
HapOJHO-XapaKTEPHOIO TaHIIA.

Crnenyer OTMETUTDH OOJIBIIION MHTEPEC K PYCCKOW METOAMKE MPENOoIaBaHus KJIACCUYECKOTO
TaHIlA, TaK Kak B SIMOHMU BO MHOTMX LIKOJAX M CTYAMSX HE ObUIO MOCJIENOBATEIHLHOrO Mpoliecca
oO0yyeHus. MHorue CTyJeHThl, ImpoydyuBIIMCh B HMHctuTyTe Pycckoro Oanera, mpueskain u
3akaHuMBanu oOy4yeHne B MockBe. Cpeau HHMX €CThb INpeKpacHble MPOoQecCHOHANbI, JiaypeaThl
MEXIYHapOAHBIX KOHKYPCOB apTUcTOB Oanerta: Mopuxupo MBata — conuct bonbmioro teatpa
Poccun; CunoOy Takurta — 3acinyeHHas apTHCTKa YKpauHbl, Benyiuas Oanepuna HamnronanbHOro
aKaJIeMUYeCKOro TeaTpa omnepsl u Oanera Ykpaunsl; Mukku Baranabe — conuctka benopycckoro
Axkanemuueckoro bosbmroro Tearpa omepsl M Oanera; Mukku XamaHaka — Beylias OajepuHa
HanmonaneHoro Tearpa onepsl u 6anera JIuteel u apyrue. Cpeau negaroroB MI'AX, paboraBminx
HeogHOKpatHO B atou mkone, - [.K. Kysunemoma, JI.LA. Konenuenko, E.I'. ®apmansHi,
N.IO. Ceiposa, A.W. bounapenxo, I1.A. ITecros, U.B. Ykcycuukos, B.H. Kynukosa, 1.1. Ocurnoga,
H.A. SlmenkoBa u apyrue.

B 1998 rony 310 y4ueOHOe 3aBefcHHE 3aKPBLIOCHh M3-32 YKOHOMHYECKHX TPYIHOCTEH, HO

3aKJIIOUUTENbHBIA KOHIEPT, B KOTOPOM NMPUHUMAIN Y4acTHE MHOTHE YK€ OTYUHBILIUECS apTHCThHI
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Oaneta, craBuIMe npodeccruoHataMu, JUIUICS TPU Yaca U MMen OoJbloi ycrneX. bbuii moka3aHsl:
grand pas u3 6anera «[laxuray, 3-if akT u3 6anera «Kommesus» 1 OONBIIONH TUBEPTUCMEHT.

B nacrosmee Bpemsa B MI'AX oOyuaetcst 60s1€e cTa HHOCTPAHHBIX CTYAEHTOB, U CPEIU HUX
MHOTO SIIOHIEB. [ 71aBHAasg MeuyTa MHOTMX M3 HHMX - OCTaTbcid B Poccuu M TaHLEeBaTh B HAaIUX
OasteTHBIX TeaTpax. Exxerogno B MITAX mpue3skaroT Tpynmsl ASTeH pa3HOro BO3pacTa, a TakKe MX
MeJarorn Ha CEMHUHapbl, KOTOpbIE MPOXOIAT C OOJbIIMM ycrexoM. UM yxe cpenu SMOHCKHX

MI€/1IaroroB BCTPEYAETCsl MHOTO HAIMX ObIBIIUX cTyAeHToB MHCcTHTYyTa Pycckoro Oanera.

Bausinue pycckoii 0aj1eTHOM IKOJIbI HA Pa3BUTHE KJIACCHYECKOro 0ajera

B.B. AnucumoB

balletacademy-kkdt@yandex.ru

Hapo HbIH apTucT Poccuiickoit deneparuu, mpodeccop,
3aBeNYIOIIHIA KaQeapoil KIIACCUIECKOTO U JYITHOTO TaHIIa
MOoCKOBCKO# rocyAapCTBEHHOM akajeMuu xopeorpaduu
Mocksa, Poccus

Bocnurtanne u oOyueHue Oyayiiero aptucra OajieTa BO MHOTOM OIpeesseT IKoja, e€
TpaJULIMK, HAITPABJICHUE U MACTEPCTBO MPENOIaBaTEN.

Haunnas ¢ XX cronerusi, pycckas IIKOJa UMEET UCIOIHUTEIBCKYI0 CaMOCTOSATEIbHOCTD.
JI71st pyCcCKOM IIKOJIBI XapaKTEPHBI: COBEPILIEHHAs TEXHUKA, CTPOTO aKaJIEMUYECKHUI CTUIIb, TPOCTast
MaHepa HUCIOJIHEHHUS JBIKEHUS — CAepKaHHas, MArKas, cBOOOJHAas OT BHEMIHHX 3(P(PEKTOB H,
caMoe TIJaBHOe, *uBass. Hukakas, naxe camas BbICOKas, TEXHHKAa TaHIA, €CJIM OHA MEpPTBA,
MEXaHHUCTUYHA, HE MOXET CIY)XKHTh HCKYCCTBY, BOCIEBAIOIIEMY >XU3Hb M TBOPUYECTBO. VMIMEHHO
STUX TPUHIMUIOB Tpuaep)uBaeTcsi MOCKOBCKas TOCyIapCTBeHHasl akajemusi Xopeorpaduu
(MI'AX).

B crenmax wHamel akazeMuu paboTanu  spuyadlie IpEeACTaBUTENM  MeIaroruKu
KJIacCUuecKoro 0Oarnera, co3JaBIne Kiaccuueckoe oopazoBanue. OHO 3WKIETCS Ha riiy0odaifiiem
3HaHUU TpeaMeTa W TPaJUIUAX, B €IMHEHUH HapOJHO-XapaKTEPHOTO, AYITHOTO, HCTOPUKO-
OBITOBOTO U KJIACCHUECKOTO TAHIIEB B COAPYKECTBE C MY3bIKAIbHBIM 00pa30BaHUEM.

Brnussane Hameidl akameMuu Ha pa3BUTHE KIACCHYECKOTO Oanera B MHUpE JOCTaTOYHO
Benuko. [lemarorm akageMuu TPOBOAAT MAacTEP-KIACChl BO MHOTHX CTpaHax MHpa, YTBEpXKIaas
TpPaJUIIUU PYCCKOM IMIKOJBI KIIaccuueckoro Oanera. Hampumep, B Teuenue nocienuux 6 jet B Heto-
I7Iop1<e u mrate KOHHEKTHKYT MpoXoJsaT Macrep-kiacchl nenaroroB MI'AX mo kimaccuyeckomy,
Jy9THOMY, HAapOJHO-CIICHHYECKOMY, HCTOPUKO-OBITOBOMY TaHIaM. OTH  MacTep-KJIacChl
MOJIB3YIOTCS OTPOMHOM MOMYJSAPHOCTRIO M ycrexoM. [locne 3aHsTHil B MacTep-kiaccax MHOTHE
JeTH HU3BSBISIIOT JKelaHue y4uThesi B Poccun, moctynator B MI'AX u mponmomkatoT o0ydarbes
PYCCKO# mIKOJIe 0aleTHOTO UCKycCTBa. MBI ¢ TOPIOCTHIO MOKEM CKa3aTh, UTO yXK€ 3TH YUYaCTHUKHU
MacTtep-KkiaaccoB 1mo okoHuanun MI'AX ObutM TIPUHSTH B TaKWe 3HAMEHHUTHIE OaJ€THBIC TPYIIIIHI,
kaK GanmerHas Tpynnma bonsmoro Tteatpa Poccum, Tpymma ABT B Hsro-Hopke, Ttpymma
MuxaitnoBckoro Tteatpa B Cankr-lIlerepOypre. DT0 CBHIETENBCTBYET O KH3HECIIOCOOHOCTH

PYCCKOIi OalleTHOH IIKOJIBI U BOCTPEOOBAHHOCTH €€ B COBPEMEHHOM MUpE.
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Pycckas 0asieTHasi mIKoJIa M pa3BUTHE Xopeorpadguyeckoro odopasoBaHusi

B PecnyOsiuke Kopest

JI.B. KoBanenko

balletacademy-lvk@yandex.ru

CTapIIMii penogaBaresb Kadeapbl KIaCCHYECKOTo TaHIa
MOCKOBCKO roCyIapCTBEHHOH akaaeMuu Xopeorpadun
Mocksa, Poccus

Kopes - 310 cTpana ¢ apeBHEH ncTopueii, caMOOBITHOM BRICOKOPA3BUTON KyJIbTYypoil. BrioTs
no xoHna XIX Bexka B Kopee coxpaHsiach OpHEHTAlUsi HUCKIIOUUTENBHO HA TPAaJULMOHHYIO
KYJIbTYpY, UCKIIIOUasl BIMSHUE UHBIX KYJbTYp U3BHE.

B 1894 rony HOBBIM MpaBUTEIBCTBOM IIPOBOAUTCS KpylHast pedopMma. I 1aBHbBIM cOOBITHEM
CTaJIO MOSIBJIEHUE 3alaJHbIX KylIbTYpHbIX Tpamuuuil. B 1902 rony B Kopee Obl1 OTKpBIT mepBblil
TeaTp 3amajgHoro Tuma mnoj Ha3BaHueMm «Xém-Hrombca». M Tonpko B 1926 romy coctosioch
3HAKOMCTBO C 3aIlaJIHO-€BPONEHCKUM TaHLeM. banernsie Tpynnsl Anonun. benopyccun u Poccun
(r. BraauBoCTOK) MoKa3aiau KOpeHcKoMy Hapoy Xopeorpapuueckiue MUHHATIOPBI.

B 1962 romy Obuto 00BABIEHO O co3laHUM Tpymnbl «HannoHanmbHBIN Tearp TaHIAY,
KOTOPBIH B mociencTBiy ObuT Ha3BaH «HarmonansHbii Oanet Kopen».

B 1991 rony 6bl1 moamucan IOTOBOp O cOTpyaHUYecTBe Mexay Poccueit u Pecybnukoit
Kopes. Kopeiickas HanvoHanbHas Tpynma cTaja TECHO COTPYAHMYATh C bBoabIIUM TeaTpom.
HeonHokpaTtHo BO300HOBIsIAa Jii 9TOM Tpymmbl OaneTsl Kiaccudeckoro Hacimeaus M.B.
Konpparsea. C 2000 roga xommanusi Hadajga TecHoe coTpyanudectBo ¢ FO.H. I'puropoBuyem.
banetsl B ero pemakiuu: «Jlebenunoe o3zepoy», «Pomeo u [xynberra», «Paiimormay, «Cmaptaky,
«IlenkyHYHK» pEryasipHO HMIyT Ha Kopeickod crene. I[locTosHHO WAET OOMEH BeIyIIMMU
TaHIOBIIMKAMH U COJIMCTAMH 00X TPYIII.

Benymue Oanernsle mkosibl Kopen TeCHO COTpyAHMYAIOT ¢ POCCUMCKMMM neparoramu. B
1993 rony Obuia opranu3oBaHa mkosa npu Kopeiickom HammonanesHoM Teatpe. C 2004 roxpa
HAyajoCh TECHOE COTPYIHUYECTBO ¢ MOCKOBCKOI rocynapcTBEHHOM akajeMHuen Xxopeorpaduu.
I''A. Koznosa, B.H. KynukoBa, T.A. T'aneueBa, JI.B.KoBanenko paboramu B 3Toil mikoie. B
Hacrosiee Bpems Tam padotaet E.C. Muukosa.

B Ceyne 36 yueOHbIX 3aBelleHUN UMEIOT Xopeorpaduueckuii Gakynprer. CaMbIM JTy4IIUM
cuuTaercss OaneTHoe oTneneHue Kopelckoro HalMOHAJIBHOTO YHUBEPCUTETa, OTKpbIToe B 1993
roay. OT0 €IMHCTBEHHBIN yHuUBepcuteT B Kopee, s KOToporo ObuT pa3paboTaH CHEIUaTbHBINA
y4eOHBIi J1aH, TOJOOHBIA PYCCKUM OAJIETHBIM ILIKOJIAM.

CymiecTByeT TEHAECHIINA NIPUTTIAIIEHNS PYCCKUX MENaroros. Biaaenplibl MaJeHbKUX CTYIUN
CUHUTAIOT, YTO PyCCKas IIKOJIa BEChbMa BOCTpEOOBaHA U JIXKUT B OCHOBE KOpPEHCKON HallMOHAIBLHON

OaJIETHOM IIKOJIBI.
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Pycckoe xopeorpajguueckoe o0pazoBaHue Kak KOHIENIUSA

M.E. BanykuH

ballet-gitis.ru

KaHJI. ICKYCCTBOBEIEHHsI, Tpodeccop,

3aMeCTUTEINb 3aBeyroulero kadenpoit xopeorpadpuu
Poccuiickoro ynuBepcurera tearpaibHoro uckyccrsa - TMUTUC
Mocksa, Poccust

KoHuenTyanbHOCTh PYCCKOT0 Xopeorpauiyeckoro oOpazoBaHHs — 3TO, HPEXKIE BCETO,
cucreMa ujei, MeTol0JIoruil U crnocoObl X BorulomeHuss. Ho oOpa3oBaHue MOeT CyleCTBOBATh
TOJIBKO TNPH HAIWYMM M AKTUBHOM (DYHKIIMOHUPOBAaHMM B OOILECTBE IMpeaMeTa, JUIsl KOTOPOro
HEeoOX0IMMO KOHKpEeTHOe oOpa3oBaHue. TakuM 00pa3oMm, CIEIyeT ONPEACITUTHCS C IOHSATHEM
«Pycckuii Oaner» Kak JAEHCTBYIOIIMM OOBEKTOM HAa COBPEMEHHOM 3Tamne. M 371ech BO3HUKaeT
HE00X0AUMOCTh  (OPMYJIMPOBKH HEKOTOPHIX BOIIPOCOB, PpEILIEHUS KOTOPBIX MPEAINoararmT
JMCKYCCHOHHOCTbB, C OJJTHOM CTOPOHBI, U HEOJAHO3HAUYHOCTb, C APYTOH.

[TepBoe, «Pycckuii 6aneT» - 310 (heHOMEH UCKYCCTBA WIH KYJIBTYPhI?

Bropoe, mo>keM Ji1 Mbl TOBOPUTH 0 «PycckoM OanieTHOM (heHOMEHE) CeroHs?

Pycckuii Oaner, HauaB (OpMHpOBAaTHCA Kak sBJICHME B Hadaie 18 Beka B Heapax
JBOPSIHCKOM KYJBTYpBI, cpa3y 3asiBWI O ce0e Kak O CaMOOBITHOM SIBJI€HHH, OCHOBAaHHOM Ha
BBICOYANIIIEH TYXOBHOCTH, ONPEAEISIIOIIENC MEHTAIBHOCTBIO BCETr0 Hapoaa. M3HayanbHO SABIAACH
pasBiieueHUeM, MO Mepe mnpodeccuoHamu3auu 0aneT TPaHCIOHUPOBAJICA B 00JIACTH MCKYCCTBA,
KOTOpO€ TOJpa3yMeBaeT BJIAJEHUE MAcCTEPCTBOM, YCIOBHOCTb M BO3ACHCTBHE HA YEIOBEUECKOE
CO3HAHME U NIOJICO3HAHUE.

Ho ecnu Oaner — uckycctBo, To kakoBa ero uenb? Ilo cmoBam Apuctorens: «llens
HCKYCCTBAa — HE B 3aHUMATEJIbHOCTU U YJOBOJILCTBUH, & B HPABCTBEHHOM BOCIIMTAHUU YEJIOBEKA.
OtHocutes 1m 310 K Oanery? K «Pycckomy Ganety» - na. Mctopuuecku pycckuid Hapoja uUMel
BBICOYAMIIIYI0 HPABCTBEHHOCTDb. JTa M€ CTEPIKHEBAsI BCEH PYCCKOM roOCYJapCTBEHHOCTH U BCETO
HUCTUHHO PYyCCKOro HCKyccTBa. llopa3uTenbHO, YTO WMHOCTpaHHBIE OajeTMencrepbl, HauMHAasl C
Opanna Xwibhepaudra, npueskas B Poccuio, CTpeMWINCh TOHSATH €€ Hapoj, oOpabaThiBas
HaIlMOHAJIbHBIE MEJOAMM M CTaBsl OaleThl HAa PYCCKyl TeMy. Pycckas meBydecTb M MSTKOCTH,
pyccKasi HeIOCKa3aHHOCTh U T'PYCTh, BeYHasl pyccKasi )KePTBEHHOCTb M MpeoOpaxkeHne — BCe 3TO
JIETJI0O B OCHOBY PYCCKOW KJIACCMYECKOW IIKOJBI. MOXHO JIM 3TOMYy HayduTb? OTO B KPOBH, Ha
reHeTH4YecKOM ypoBHE. OCHOBHI 3aI0KeHbI. Jlanee 1mien mporecc OTKpUCTaLIU3aui GopM camoin
cucrembl. Ho Oaner Hukorja He OblT 3aMKHYTOI cucteMoil. Bkittouast B ceds pazianyHble 00BEKTHI,
KOTOpPbIE MMEJIH CBOM KPUTEPUH, B3aUMOAECHCTBOBAIM JIPYT C APYIrOM U OOBEKTAMU APYTHX CHUCTEM,
OaneT MOCTOSHHO HaxoJwics B pa3BuTHU. Ho mapanokc 3akitoyaeTcst B TOM, 4TO CUCTEMA, XOTA U
ObLIa OTKPBITOM, COXpaHsiJia ayTEeHTUYHOCTh, BIUTHIBAS M ACCUMUJIMPYS UHbIE pa3pabOTKH.

Pycckuii 6aneT kak 00bEKT BXOAMUT B CHCTEMY Xopeorpaduu, KoTopas Kak 00bEKT BXOAUT B
CHCTEMY HCKYCCTBa, KOTOPOE B CBOIO OY€peb SBISAETCS O0BEKTOM KYJIbTYpHOH CHCTEMBI. Takum
00pa3oM, BCE JIOKaIbHbIE CUCTEMHBIE OOBEKThI B3aUMOJEHCTBYIOT ApYr ¢ apyrom. CienoBaTeabHO
— «Pycckuit 6aner» - 3T0 KynbTypHas nmapagurma Hapoja. C 3TUX NO3ULUH — 3TO (PEHOMEH.
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EBponeiickas riobanu3anus ¥ WHTErpamys Hadyaauch He Buepa. [Iporecc mpociexuBaeTcs
¢ anoxu Bo3poxaeHus, ¢ KaxIpIM cTojeTHeM HaOupas o00OpoTbl. MUp MEHsUICS U MEHSETCS C
myraromieil ObicTpoToil. ['mobanu3anus moapasyMeBaeT CTHPAHUE HAIMOHAIBHOTO CaMOCO3HAHUS
HalMii ¥ HapoJOB. Y MHPOBOro kamurtana moHsATHsS Poaunel He cymectByer. s OGonee
3 (GEKTUBHOIO YNpaBIECHUS HApOAAMU HYKHO HE BBICOKOE HCKYCCTBO, a MacC KyJbTypa,
pacrpocTpaHeHHI0 kKotopoi crocoOctByroT CMMU. HaM HaBs3bIBalOT HEKYHO0 MOJENb IOBEICHUS
(KyIpTypHBIH ypoBeHb). Pycckuii Oainer, ocTaBaschb Ha BBICOKOM JYXOBHOM YpOBHE (Hies
KEPTBEHHOCTH pe(PpeHoM NPOXOAUT uepe3 Kiaccuyeckoe Hacuenue: <«Jlebepunoe o03epoy,
«Paitmonmay, «llenkynuuk», «Jlon Kuxor», «3cmepanpman, «llerpymka» wu np.), sSBIsSeTCA
aHTAarOHUCTOM TMoM-apTy. L[eHON HEBEpOATHBIX YCHIMH OH HPOTHUBOCTOUT XOpeorpapuuecKomy
BYJIbFapHOMY JHOEpaInu3my.

Ecnu cnenats mogOoOpKy HUTAT U3 MHTEPBBIO 3aIaIHBIX XOpeorpadoB M UX MPOTarOHUCTOB,
IpUrJanaeMslx pabotats B Poccuto, To BBIpMCOBBIBAETCSl OUEHB JII0O0OMNBITHAs KapTHHA. Tak, nocie
npembepsl «Pomeo n [xynserra» P. Iloknurapy, onHa U3 OT€4ECTBEHHBIX KPUTHUKECC 3asiBUJIA, YTO
HakoHel-To bonbmioil comen c¢ koTypHoB. bamermeiicrep, uell OJHOAKTHBIM CIEKTAKIb ObLI
nocrasjieH B bosbliom Tearpe, OTMETWJ, YTO, OKAa3bIBACTCS, HAIlM APTUCTBl HEIIOXO
IIOATOTOBJIECHBI. Y HMX XOpowas pacTskka. Eile oauH «COBPEMEHHBIN KJIACCHK» CKasay, 4TO
pYyCCKHE BCerja 3alaioT CIMIIKOM MHOTO BOIPOCOB: 3aueM U nodeMmy. Havo [lyaro: «f moka ne
npennararo [lerepOypry magpuickue pabOThl MOCIEAHUX JIET: JUISl 3TOM TPYMIBI OHU CIMIIKOM
cymacmenmuey. Jlanee oH npomoikmi: «JloH Kuxor», mo-mMoeMmy, O4Y€Hb CTPaHHBIM CIIEKTaKJIb)»
[1]. MbI ObuTH [UTS1 HUX CTPaHHBIMH U ocTaHeMmcsi. Ho BOIPOC MOXHO MOCTaBUTh M MHAYE, MOXKET
OBITh OHU JJIS1 HAC CTPAaHHBIE, JIIO/IM, OTEPSBIINE CBOE U Hecyllue HaM uyskoe? OJUH U3 apTUCTOB
Bonbiioro tearpa mnocie ouepenHoil 3anajHON HOBAllMM TOBOPUJI, YTO MMOCTAHOBUIMK TpeOoBall OT
HUX HE€ BKJaJbIBaTh HUKAKUX AMOLUN B JBW)KEHHE, a OHH, BOCIIUTAaHHBIE PYCCKOWM IIKOJIOM,
CTPEMMITUCH MOHSTH CMBICII IPOUCXOJIAIIET0, KOTOPOTO TaM He ObLIO.

Xopeorpaduueckas rio0anu3anus cTepia HalMOHAJIbHBIE 4YepThl, IIKosbl. Hama mkomna
emie AepxuTcs. Ho kak 707aro Mbl CMOKEM BBICTOSITh, OT 3TOT'0 3aBUCHUT Hallle OyayIee.

OcHoBHbIE 0a3UCHBIE MOMEHTBI PYCCKOM IIKOJIBI — OCMBICIEHHOCTh U OJlyXOTBOPEHHOCTb.
VY Hac HeT MyCThIX IBM)KEHUH, COCTABIIAIOUIMX JEKCHMUYECKYI0 OCHOBY TaHla. Kak 6orat m mMoryu
pycckuil s3bIK, Tak Oorar u MacmTabeH Pycckuil Ganer. 31ech HeT 0e3yMHOTrO KOJMYECTBA
JIBUKEHUM Ha €IUHUI]y BPEMEHM, 3]eChb OTCYTCTBYET CHEKYyJAlHUs Ha HMEHaxX BEJIUKUX
KOMITO3UTOPOB, 3/1€Ch HET U30LPEHHON UTPbl OE3AYIIHBIX U BHIXOJIOMIEHHBIX (HOPM.

SpuaiimM  coObITHEM cTajia IpeMbepa BoccTaHoOBieHHoro «VBana I'po3HOro»
1O. T'puropoBuua. M 310 Ha (oHe NOCIETHMX MEIKOTpaBuaThIX mpembep. I[lopaxkaer, 4TO
CIEKTaKJIb BEPHYJ apTUCTaM MHTEpPEC K WCTOpUH, JuTeparype. VcmonHuTenb IIIaBHOM MapTUU
yutaer Kapam3uHa, 4uTaeT KPUTHYECKH, C YEM-TO COIJIaCeH, C YEM-TO HET, MOorpyxkaercs B
KyJIbTYpPHBIH IUIACT 3MOXH; apTHUCT, TaHuyromuii KypOckoro, 3a4nThIBaeTCsl MEPENUCKON CBOETO
repos ¢ ['po3ubiM. BoT B uem 3akmouaercsa peHomen pycckoro Oanera. [lopaxaer, kak aOCOIIOTHO
TOYHO BBIOpPaH MCTOPUYECKHN MOMEHT BBIXOJAa CHEKTakiIs. Poccuu Hy)XHa CHUIIbHAs JMYHOCTb.

B Oaxere B ToM 4ucie.
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N ecnu MBI TOBOpUM 0 Oasiere Kak 00 uckycctBe, TO cioBa B. CosoBbeBa O «BBICHICH
3aJlaye MCKYCCTBAa KaK OCYILECTBICHHE B Hallei JeWCTBUTEIHLHOCTH aOCOJIIOTHOM KpacoThl WIIU
CO3/IaHHE BCEIIGHCKOTO JIYXOBHOTO Opranm3Ma» [2], HamucaHHble Ooyiee cTa JIeT Hazaj,
npuoOpeTaloT CEerofHs IMEPBOCTEIICHHOE 3HaueHHe. XopeorpaguueckoMy paguKalbHOMY
MOJIEpPHU3MY, Pa3JI0KUBLIEMY HAI[MOHAJIBHBIE LIKOJIbI, MBI JIOJDKHBI NMPOTUBONOCTAaBUTH Pycckuit
OaneT Kak JaHHOCTh, KOTOPYIO MBI 00sI3aHbI COXPAHUTD I OyyIel >KU3HU HALlUU U CTPaHBI.

Crniucoxk nureparypsl
1. yato Hauo «MHe XodeTcs NpPUBHECTH B TaHEIl 3amax »acMHHA, MOpS M areIbCHHOBY/
Hurepsrio PBK/http://www.rbcdaiiy.ru

2. ConoBbeB Bi. O6muii cmbich uckyccra. Cobpanue counnenuid. T. 6. M., 1982.

OOy4enue cryneHToB MOCKOBCKOH rOCyAapCTBEHHOM aKa/leMUH Xopeorpaduu si3pIKy

COBPEMECHHOI'0 TAaHIA

Buc Pobeprcon

davisrobertson@gmail.com

XyJ10’KECTBEHHBIN PYKOBOJUTED

Ixounsr 6anera Txxoddpu (Joffrey Ballet School)
CILIA, Hero-Mopk

bonee necsatu net g sBisuica npeMbepoM OanetHoi Tpymmsl xoddpu (Joffrey Ballet), rae
MOJIyYMJI ONBIT HCHOJHEHHUS KJIACCUYECKOro pemnepryapa, COBPEMEHHBIX IPOU3BEACHUN U
penepryapa cTwiId <«MoaepH». Kpome TOro, MHe BbIIaJa yAada HCIOJHATH B KadyecTBE
MIPUIJIAIIEHHOTO COJIMCTA TJIaBHbIE MApTUM BO BceX INIaBHBIX Oanerax [leruma. 3a roabl paboThl B
tpynme Jxopdpu s TaHuesan Oanersl Takux cBeTwil, kKak Podept Ixoddpu, Ixoprx bananuus,
Openepuk AmrtoH u DHTOHM Tromop. CorpyaHudectBo ¢ Tpynnoi Jxoddpu Takxke nano MHE
YHUKaJbHYIO BO3MOXKHOCTb I€PEOCMBICIUTh pabOThl PYCCKHUX XOopeorpadoB-aBaHrapaucToB XX
Beka: Jleonnma Mscuna (maptus CyanObl B Les Presages) m BarytaBa Huwxkunckoro (daBH B
Tocnenonyoennom omovixe asna).

Most HbpIHEHHSS paboTa B KAaueCTBE XYI0KECTBEHHOI'O PYKOBOJUTENs OajleTHOM IIKOJIbI
Jokopdpu 3acTaBiseT MEHsS OCTPO OCO3HaBaThb HEOOXOAMMOCTb CKPYIYJIE3HOTO M YETKOTO
o0y4eHMs KJIAaCCHUECKOMY Oajery, a TakKe BaXHOCTb INPHOOPETeHMsS HABBIKOB M OCBOEHUS
METOJIMK COBPEMEHHOI'0 TaHIIA.

[TonyunB mpemyioKeHHE TOCTAaBUTh COBPEMEHHBIN XopeorpaduyecKuii HOMEp A
OTYETHOTO KOHIIEPTa BBITYCKHOTO Kilacca MOCKOBCKOM rocyJapCTBEHHOM akaJeMHUH Xopeorpaduu
2012 r., 4 ucHbITal 4YyBCTBO CHUJIBHOTO BOJIHEHUS M PAJOCTU IPU MBICIH, YTO CMOTY IIPOBEPUTH
CBOM 3HAHUS U B KauecTBE MOCTAHOBIINKA, U B KauecTBe Iejaarora-oanermeiicrepa. s MeHs He
CTaJl CIOPIPU30M BBICOKUN YpPOBEHb KJIACCUYECKOW MOJATOTOBKU CTYJEHTOB - SI 3H&J, YTO OHU
MOJYYHJIM TIPOYHYI0 0a30BYIO MOJTOTOBKY JJIsi OAJETHOTO IBMXKEHHs J000ro tuma. B teuenue

BCCTO IIpomecca peHeTI/IHI/Iﬁ CO CTyYACHTaMH AKa,Z[eMI/II/I, s mopaxaJjiCd HE€ TOJIbKO MX TCXHUKC U
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(bu3MYECKUM BO3MOKHOCTSIM, BOCOPUUMYUBOCTH U OBICTPOTE PEaKIMKM Ha HOBBIM CTWUJIb TaHIA, HO
Y DHTY3Ua3My U JKEJIaHMIO NMONPOOOBATh CBOM CHJIbI B HOBOM JIJIsi HUX TaHIIEBAJIbHOM cTuje. MHe
ObUIO SICHO, 4YTO CTYAEHTaM HPABUTCS BO3MOXKHOCTb JIBUKEHHS BHE pPAMOK «BCEMOTYIIECH
KJIACCUKW», HO JJIl MHOTHX I€pEX0J] K COBPEMEHHOMY CTUJIKO OKa3aJiCs COBCEM He IpocT. Mel Bce
OCO3HAJIM, YTO 3a KPaTKOE BPEMsI COBMECTHBIX PENETUIUN CTyAeHThl AKaJeMHH CMOIJIH JIUIIb
HAYyaTh UCCIIEIOBATh BO3MOXKHOCTH COBPEMEHHOM Xopeorpaduu.

Moii xopeorpadudeckuii IKCIEPUMEHT B MOCKOBCKOH TOCYJapCTBEHHOW aKaJeMUu
xopeorpaduu npuBesl K OAHOMY HHTEPECHOMY HAOIIOJICHHIO: 51 3aMETHJI, YTO CTYJIEHTHI AKaJIeMUuu
KMHECTETUYECKH pearupyroT Ha HE3HAKOMYI0 Xopeorpaduio ¢ HEKOTOPOH OCTOPOKHOCTBIO U
poOOCThIO, TOKAa s HE JaM MM KOHKPETHBIM BH3yalbHBIM 00pa3 WM KapTUHKY B KauecTBE
HAYaJIbHOM TOYKH Ui MpopaboTku aBmkeHHA. O 3HAYUMOCTH JBWXKEHHUS Ui KOTHUTHBHOTO
Ipolecca CKa3aHO HEMayo, HO sl 3aMETWJI, YTO BEPHO M 0OpaTHOE: KOrja s JaBaj ydallumcs
MPABWIbHBIN KOHKPETHBIM MEHTANbHBIN 00pa3, IBMKEHUS «IWIHCh PEKOi». Y MEHS CIOXKHUIOCHh
BIIEYATJICHUE, YTO CHOCOO YMCTBEHHOW palboThl, 3a4acTyl0 HCIOJIb3YEMbIi B KIACCHUKE —
BJJOXHOBEHHE CIO)KETOM WJIHM TIEPCOHAKEM — MOXKET OBITh HWCHOJB30BAH [UIS PACKPBITHS
«CHOPTHBHOCTHY YYAIIMXCS U CO3JaHMs Oosee adcTpakTHOW miacTuku. CTYAEHTHI TOBOPHIIN MHE,
41O OOJIee TPAAUIIMOHHBIA MeTO/ paboThl ¢ 00pa3aMu MOMOTAET UM OCO3HATh B3aUMOOTHOIICHUS
CBOMX Tell CO BPEMEHEM U MPOCTPAHCTBOM B KOHTEKCT€ YHCTOTO JBIKEHHUA. V3yuenue
COBPEMEHHOW IUIACTHKH CIIOCOOCTBOBAJIO PA3BUTHIO HOBOTO XOpPEOrpaduyeckoro 4YyBCTBA U
MO3UTHBHO TOBIHUSIIO HA WX CHOCOOHOCTH HCIONHSATH KaK KIIACCHYECKHE, TaK U COBPEMEHHBIE
MapTHUH.

MHue Takke BbIllaJla YECTh MPOBECTH HECKOJIbKO METOJMYECKUX CEMUHApOB s
PO eCCOPCKO-TPENOIaBaTENILCKOTO COCTaBa AKaIeMHUH, Ha KOTOPBIX OCOOBIN yrop ObLT CeIaH Ha
METOAMKE OOYy4YeHHs TaHIIOPOB «COBPEMEHHOMY JABIKeHHIO». [IpemomaBatenn AxageMuun
y4acTBOBAJIM B MOMX 3aHATHUSX B KadecTBE HAONIO/JaTee UM HAMpsMYIo, a s «pa3dupanm» Oaner
«10 BUHTHKOB», HCIONIB3Yys HEKOTOphIE HMMIIPOBU3ALMOHHBIE MeToauku Bunbsima ®opcaiita u
MpoYre COBPEMEHHBIE NpHUeMbl. MBI OOHAPYXHIM, YTO MEKIY KIACCHYECKUM U COBPEMEHHBIM
0aneToM 3HAYUTENBHO OOJIbIIE OOIIET0, YeM MOYKHO OBIJIO ObI MPEANONOKUTh. B TaHlle KiItodoM K
ycIexy sIBISETCS Xy/10’KeCTBEHHOE HCCIIEIOBAHNE TEMBI TOCPEICTBOM TEXHUKH: KIIACCUUYECKON WIIN
«HEeKJacCU4ecKoi». B kauecTBe WITIOCTpallMM MOTY NPUBECTH ClIy4aid, KOTJa sI paccKa3blBaj
CTYy/ICHTaM O KOHIIETIIHU «ITUChbMa TeJIOM» (IBMIKEHUS, IMPH KOTOPOM TAHIIOPHI «ITHIIYT» TEIOM
OYKBBI WJIH «PUCYIOT» B MIPOCTPAHCTBE). MHE 1M0Ka3anoch, YTO CTYAEHTHI HE MOJHOCTHIO TIOHUMAIOT
JAHHYIO KOHIICTIIINIO, TTOKa I HE TIOMPOCUII UX BCTaTh B MATYIO MO3UIUIO0 U OKPYTJIUTH PYKH, YTOOBI
OHU HamoMuHamu ¢opMmy OYKBbI «O». 3aTeM s MOMPOCUI CTYIEHTOB HAHTH HOBBIE CIIOCOOBI
BOCITIPOM3BENICHHSI U CO3MaHUsI 3TOM OyKBBHL [loOOHBIN MOWCK MpWBENT HE TOJIBKO K JIydIIeMY
MOHMMAHHWIO TOTO, KaK CO3/aTh HEMOABIDKHBIA 00pa3, HO M TOTO, Kak «HAIHCaTh)» WM
«HApUCOBATh» €ro YacTsIMM CBOErO Teja, 4TO, B KOHEYHOM HUTOre, MPUBEJIO K CKOpeuiemy
MPOPBIBY B O0YYEHUHU CTYIEHTOB.

S Hazeroch, 4TO BCE, Y4aCTBOBABIINE B METOAMYECKUX CEMUHApPaX U B MPOLIECCE CO3IaHUS U

UCTIOJHEHUsT coBpeMmenHoro Oamera At a Still Point of the Turning World, moayumau urto-to
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ueHHoe. [y MeHst paboTa ¢ MpeKpacHbIM KOJIJIEKTUBOM I1€/1aroroB U CTYJEHTOB CTajla HCTOYHUKOM
BJIOXHOBEHHMS, U 1 MHOIOMY y HUX Hayuwiica. C HETEPIIEHUEM K1y HOBBIX TPOEKTOB ¢ MOCKOBCKOM
rOCyJapCTBEHHOHN akaneMueil xopeorpaduu, 4ToObl «HABOIUTH MOCTBD» HaJ MPOIACTHIO MEXKIY
KJIACCUYECKOW U COBPEMEHHOW xopeorpadueil u CcrocoOCTBOBATh NATbHEUIIIEMY Pa3BUTHUIO ATOM

0aJIETHOM IIKOJIBI MHPOBOI'O KJ1acca.

TaJaHTJIMBBIE CTYACHTBI YCTPEMJIAIIOTCA B HEU3BECAAHHOE

JlaBune bombana
davidebombana@gmail.com
xopeorpad

®nopennus, Uranus

Heckonbko neT Ha3zag MHE Bblasna 0oJblasi yJadya U 4€CTh PENETHPOBATh CO CTYJIEHTaMU
MOCKOBCKOI TOCy/lapCTBEHHON akaJeMuHu Xxopeorpaduu, pykoBoaMMOH r-xoi JleoHOBOH, H
MIPEJICTaBUTh JABE MOU Xopeorpadudeckue padoThI.

A yuuncs Oanery B Axagemun Jla Ckama B Muane. B 1o Bpemsa (xonen 70-Xx rozoB
npouuioro Beka) Mexay boabmmm tearpom u Jla Ckana cyiiecTBOBaja NOCTOSHHBIA KYyJIbTYPHBIN
ooMen (B Jla Ckaia mpue3Kaal POCCUHUCKHE TICBIbI, a HWTANBSHCKUEC TAHIOPHI €3[WJIM Ha
CTaXXUPOBKU B MOCKOBCKOE aKkaJJeMHYeCcKoe Xopeorpapuueckoe yUuiIuile Ha § MecsIeB, a HHOT1a
U Ha 2-3 roma). MHe IMYHO MIAHC MoexaThb Ha CTaKUPOBKY B MOCKBY HE NpPEICTaBUIICS, HO
MIOMHIO, C KAaKUM OJHTY3Ma3MOM M YBa)X€HHEM BCE MOHM KOJUIETH OT3BIBAJIUCH 00 OIBITE,
MOJIy4UeHHOM B MOCKBE, 1 HACKOJIbKO pa3UTEIbHbI ObUIM yIyUIIeHHs B TEXHHMKE MX TaHua. Kpome
toro, B Akanemun Jla Ckana paGoTany MHOTOUMCIIEHHBIE PYCCKHE IMeJarord, o0ydaBlire Hac IO
MeToIuKe Baranosoi.

Mos Meuta paboTaTh B MOCKOBCKOW OasileTHOM IIKoJie cOblIach yepe3 TPUALATH JIET, KOTaa
MHE TIIPEJCTaBUJICS IIAHC COTPyAHUYATh C MOCKOBCKONW T'OCYJAapCTBEHHOM aKaJeMHeu
xopeorpaduu B kauecTBe xopeorpada.

Kak oTmeueHO BbIlIE, MOE CTAaHOBJIIEHHME B Oajere OBUIO CTPOro KIIACCHUECKUM, HO,
nopaboTaB ¢ pa3IMYHBIMU TPYMNIaMH U MHOTOYMUCICHHBIMH XOpeorpadaMu, MOCTAHOBILIMKAMH U
npodeccuoHabHBIMM TaHIIOPAaMH W BIOCIEACTBUM CTaB XopeorpadoM, s HUCHOJB3YID MOe
KJlaccuyeckoe oOpa3oBaHUE Il pa3BUTHS Oojiee COBPEMEHHOTO Xopeorpaduyeckoro s3bIKa.
IToaToMy 51 ¢ TaKUM BOOJYLIEBICHHEM XAl BCTPEUH ¢ MosioAbIMU cryaeHTamMu MI'AX — s 3Haun,
4TO TO, YTO sI OyAy Mpeajaratb UM, HECKOJIbKO HEOOBIYHO Il HUX C TOYKH 3pPEHHS S3bIKa
xopeorpadum.

Jns MeHs Obuto OONBIIMM  CIOPIPU30M OOHAPYXKUTh B HHUX TIOJHYIO OTKPBITOCTb,
UCKJIIOUUTENIBHO 3PEJIbIA TOIX0J1 B COBOKYITHOCTHU C OTJIMYHBIM YyBCTBOM MY3BIKH.

S nonararo, 4To HEOOBIKHOBEHHO TaJlaHTIHBBIC renaroru MI'TAX, paGoTaroniye moa 4yTKUM
U MHTEJUIMTEHTHBIM PYKOBOJICTBOM Trocroxu PekTopa, ciocoOHBI MPUBUTH YYEHUKAM HE TOJBKO

KpCOKYH0 IOUCHUIINIMHY W OT'POMHOC YBaXCHHC K HCKYCCTBY B INCJIOM, HO U IEpcAaTb UM
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HEUCTPEOMMOE >KEJIaHWE MCCIICIOBATh HOBBIC O0JIACTH, HOBBIC AaCIEKThI HCKYCCTBA M HOBBIC
CIIOCOOBI IBHIKEHH.

PesynpTar mMoeit paboOThl ¢ MOJIOABIMU TaJlaHTAMHU OBLIT HEOMHUCYEM, MOCKOJIbKY YUCHHKHU
ObUTH HE TOJBKO HMHTEIUIMTEHTHBI, HO W OTJIMYHO TOJTOTOBJICHBI (U3UYECKH — OHH MOTJIA
BBITIOJIHUTH BCE, O YEM S MPOCHUJ, HAa BBICOYAKNIIIEM YPOBHE ACTETUKH M dKcrpeccuu. [loatomy s
yoexieH, uto B Hamm 1HU MI'AX u npoune OaneTHbie akageMuu B Poccuu, sBIIsIFOIECS IIEHTPOM
MOATOTOBKH OTIMYHO OOpPa30BaHHBIX, TAJAHTIWBBIX, HHTCJUIMTCHTHBIX U HJICATHHO BBIYUEHHBIX
TaHI[OPOB, UTPAIOT BBIAIOIILYIOCS, BAXKHYIO, U, MOXKET OBITh, JaKe YHUKAIBHYIO POJIb B MHPOBOM
xopeorpadum.

C oIHON CTOPOHBI, OHH COXPAHSIOT YUCTOTY U YHUKAIBHOCTH CBOETO apPTHCTHYECKOTO
Hacjeausi — ¢ MaKCHMaJIbHO BO3MOXKHBIM YBOKEHHMEM K OalleTHOMY pemepryapy, a ¢ APYrou —
CIIOCOOHBI J1aTh COBPEMEHHBIM Xopeorpadam MmaHC padoTaTh C TAHIOPAMH, HE TOJBKO OTIUYHO
MOATOTOBJICHHBIMU (PU3MYECKH, HO M OTIMYAIOIIUMUCS HCKIIOYUTENBHBIM TPYAOIIO0HEM U

CTpaCTbIO K 68.J'I€Ty.

IIpo6ema My3bIKAILHO-XOPeOrpa)uiecKoro CHHTE3a B Xo0peorpaduyeckoM 00pa3oBaHUM

10.b. AdnoxoB

abdokovgeorg@mail.ru

KOMITO3UTOP, KaHJI. ICKYCCTBOBECHUS,
npodeccop MOCKOBCKOM TOCYIapCTBEHHOMN
koHcepBaTropuu uM. [1.1. HalikoBckoro,
pyKoBOAUTENb MeEXAyHapOAHOU TBOPYECKOMN
mactepckoi «Terra Musicay

MockBa, Poccus

3a nocnennue 15 ner B MockoBckoi rocynapcTBeHHON akajnemuu xopeorpapuu (MI'AX)
paspaboTaHa M yCIEHMIHO (YHKIHOHHUPYET CHCTEMa BOCHHMTaHUS XopeorpadoB, MCIOIHUTENCH U
[1€/1arOrOB-pPENEeTUTOPOB, OCHOBBIBAIOLIASICS HAa TIIYOOKOM M3YYEHUH OHTOJOTHYECKUX OCHOB
TeaTpallbHOTO CHHTEe3a. «KpaeyroapHbIM KaMHEM» IMOJOOHOW OHTOJIOTHH SIBJISIETCS MHOTOMEpPHAs
npo0GyieMa COOTHOLIEHUS! MY3bIKU U TaHIIA.

CoBpeMeHHBIN  OalleTHBII TeaTp 1O CBOEH JIGKCHYECKOM OSTHUMOJIOTH  SIBIISETCS
My3bIKanbHbiM. My3bIKadbHOE BOCIIMTaHHME apTUCTOB Oanera M XopeorpadoB HE JOIKHO CIerno
KaJIbKUpOBaTh «KOHCEPBATOPCKHi» TUm oOpa3zoBanus. Camoe Oombiioe 3a0imyxIeHue B
MY3BIKaJIbLHOM 00pa3oBaHUU XopeorpadoB — ATO ocpaHuueHue y4eOHOTO TMpoIecca OCBOCHHUEM
HJIEMEHTAPHBIX HABBIKOB MY3bIKQJIBHOM IpaMOTHOCTU. TakoW MeTOJ]] HelOCTAaTOYEeH M0 NpPUYHHE
BEChbMa OINOCPEA0BAHHOIO((OPMATILHOI0) OTHOIIEHUS K HACYIIHBIM MpPOOJeMaM «TaHIEBAJIbHOTO
TOJIKOBaHMS» MY3BIKH. 3aJadd 3/ech Topa3fo cliokHee W mmupe. Jlake Takuwe cyry6o
«MY3BIKOBEUECKHE» CETMEHThl 00pa30BaTENLHOIO Ipoliecca, KaK TEOpUs MY3bIKH, aHAIU3

MY3BIKQJIbHBIX (OpM, MONU(OHHUS, MHCTPYMEHTOBEICHHE M UYTEHHE OPKECTPOBBIX MAPTHTYp WU
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Ipyrue TMOA0OHBIE IUCHHMIUIMHBI OQOJMMNCHbL  OblMb CHEYUANbHO AO0ANMUPOBAHbL K  HYIHCOAM
xopeozpaguueckozo 00pa3oBaHusl.

Inacmuueckas unmepnpemayus My3viku 8 Xopeocpaguueckom UcKyccmee — TaK MOXKHO
0003HAYNTh CBEPX-HICI0 MY3bIKaTbHOTO oOpa3zoBanus B MI'AX. Ot mnemarora-My3bIKaHTa
TpebyeTcs riy0oKoe 3HaHHE JIEKCHUECKUX OCHOB KJIACCHYECKOro M COBPEMEHHOI'O TaHLa, HCTOPUU
0aJeTHOro Tearpa M BCEro, 4YTO OMNPEAENSeT CTWIMCTUKY CHHTETUYECKOI'O MY3bIKaJIbHO-
xopeorpaduueckoro uckyccra. B MI'AX ogauM u3 (QyHIaMEHTaNbHBIX KYpPCOB, 3aBEpIIAIOLINX
My3bIKaIbHOE 00pa3oBaHuE apTUCTa Oanera u xopeorpada, sBiseTcs JUCUUIUINHA «My3bIKaabHas
Apamaryprusi 0ajleTHOro crekrakis». Kypc He orpaHuMuuBaeTcs M3y4yeHHEM apXUTEKTOHHYECKUX
3aKOHOMEPHOCTEH TOro MJIM HHOro OaJeTHOro JeicTBa, HO CYMMHpYET BeCh KOMILIEKC
AQHAJIMTUYECKUX, TEOPETHUUECKUX M MPAKTUUYECKUX 3HAHUNM U yYMEHHH BO BCEM, YTO KacaeTcs
MY3bIKaJIbHO-XOpEOrpa)uyeckoro CHHTE3a — OT CIOCOOHOCTEH 1LIEJOCTHO AaHaJIU3UPOBATH
MY3bIKJIbHO-TIACTUYECKYIO0 KOMIIO3ULIUIO U CTUIIMCTUKY CIEKTAKIISA JJO HABBIKOB (ILIACTHYECKOI0»

BUJICHUS] TEeMOPOBOM NAIUTPBI CUM(POHUYECKOTO OPKECTpa.

Ileparornueckue NPUHIOHUIBI PA3BUTHA XYT0KCCTBCHHOI'0 MBIINIJICHUA U TBOPYECKHUX

CIOCOOHOCTeH yJaluxcsi Ha ypoke xopeorpaguu

B.H. Hunos
nilov@mediatest.com

II-p TIeJl. HayK,
npodeccop Poccuiickoii akamemun oOpa3oBaHus
Mocksa, Poccus

B Poccuiickom xopeorpapuueckoMm o0Opa3oBaHuUM, B 00JIacTH MCKyccTBa Oanera,
H€O6XO)II/IMO O6paTI/ITB BHUMAHHC Ha NCAAroride€CKUC MNPUHOUIIBI Pa3BUTHUA XYHOKCCTBECHHOI'O
MBILUIEHUS] ¥ TBOPUECTBA yyallluXcs Ha Ypoke xopeorpadpuu. ABTOp, OCHOBBIBASCh HA TUAJICKTHUKE
KaK JIOTMKE IIO3HAHHWS, BBIBEJ YHUBEPCAIbHBI METOI: Memoo cooepicamenvHo20 aHalu3d,
KOTOPBIH BO3BEJCH B PAHT NpuHyund, TEM CaMbIM 0003HAYMB IIEJIOCTHOCTh BCEH IEJarormyecKoi
CHCTEMBI, TJI€ NPUHYUN COOEPHCAMETLHO20 AHANU3A CTAHOBUTCS M TIPEANOCHUIKOH, M LETbI0 PA3BUTHS
XYJI0’KECTBEHHO-TBOPYECKUX CIIOCOOHOCTEN yUalixcs Ha ypoKe Xopeorpaguu.

N3noxeHHas Teopernyeckas 0aza, a Takke JOCTaTOYHBIA U HEOOXOAMMBINA MPAKTUUYECKUIH
ONBIT WM3y4YCHUs PA3BHUTHUS XYyJOKECTBEHHO-TBOPYECKHUX CIOCOOHOCTEH ydamuxcs Ha ypOoKax
Xopeorpaduu, MO3BOJIMI HaM BBIBECTH, Hapsay C MPHHIUIIOM COAEP)KAaTEILHOTO aHalu3a, P
NPUHIMUIIOB IEJIOCTHOW TMeNarornyeckod cucrteMbl. [loaTOMy MBI BBIIENSAEM: HPUHYUN
YenroCmHOCmU, NPUHYUN A0eK8AMHOCMU U NPUHYUN 00pasHocmu, KOTOPBI, 110 HaIlleMy MHEHHIO,
JOJDKEH OBITh BETyIIMM B TBOPYECKO-TIEArOTHYECKOM MPOIIecce Ha YPOKe XOpeorpaduH.

[MpuHIMN Yerocmuocmu TEKUT B OCHOBE BCEX SIBICHUH NEHCTBUTENHOCTH M MPOSBIISIET
ce0si B Tmpoliecce pa3BOpaYMBAHMS COACP)KAHUS ypoKa OT LEJNOro K €ro 4acTsM M OOpaTHO Ha

KauCCTBCHHO HOBOM YPOBHC, K BOCCOCAUHCHUIO MMO3HAHHOT'O IICJIOTO. NupiMu CJIOBaMH, OpraHu3yd
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IIPOIECC TBOPYECKOTO MOrPYKEHHsI B INIACTUKO-MHTOHALIMOHHOE HACNIENe Ha ypoKe xopeorpaduu,
yyaliuecs: OCBauBalOT COJIepKaHUe ypoka U (POPMUPYIOT CBOO TBOPUYECKYIO JTUYHOCTb.

[lpuntun  adexkéamuocmu  OPTaHUYHO  «BBITEKACT» W3 IMPUHIMIA  IEJIOCTHOCTH,
KOHKPETU3UPYS €ro KaKk METOJUKY METOJOJIOTHH. TOJIBKO UCCIeaysl IPEIMET UIIH SIBICHUS BO BCEH
€ro CJIO)KHOM OpraHM30BaHHOCTH, COBOKYMHOCTH BCE€X YacTei, OOYCIOBJIEHHBIX BHYTpPEHHEH
B3aMMOCBSI3b10, MBI NMPHOIMIKAEMCA K MOJJIMHHOMY OTPaKEHUIO 3TOr0 IMpeaMeTa WM SIBICHUS.
Xopeorpaduiyeckoe HCKYCCTBO IO MPHUPOJE CBOCH TUANIEKTUYHO, 3HAYMUT, TUAICKTHUKA JIOJDKHA
CTaTh METO/IOM MO3HAHHS UCKYCCTBA.

[Tpunuun obpasnocmu AUKTYeT HEOOXOOUMOCTb IIOCTPOEHHUS ypoka Xopeorpaduu Ha
ypOBHE 0000LIEHUNH-00pa30B: «UCKYCCTBO HE AymaeT Mesodamu». lIoHsATHE XyH0XKEeCTBEHHOIO
o0pa3a — MEHTpaJbHOE B XYyJOXXECTBEHHOW MENaroruke. bynyunm «KOHKPETHOHW peasbHOCTHIO
cyuHoctu»  (I'erens), «XyJI0KECTBEHHBIN oOpas» (JI.C.Beirorckuii)  mpeoOpasyeT
JeWCTBUTENBHOCTD, COXPaHssl €€ CaMOOBITHOCTh M II€JIOCTHOCTD, «IIPOSIBIISAS 3aJ0XKEHHBIE B 3TOM
o0pase ICTeTUYECKUE BO3MOKHOCTHY.

[TpunIUn HeobbIOenHOCmY B OTIMYUE OT TIOBCEIHEBHOCTH TAKXKE JOJDKEH CTAaTh BEAYIIUM B
TEXHOJIOTUH 11eNTocTHOCTH. Kak OBIIO0 OTMEUYEHO BBIIIE, KK YPOK Xopeorpaduu JOHKEH HECTH
BBICOKOE€ HPaBCTBEHHOE cojepkaHue. Baxueilmel 3anauell (opMUpOBaHMS 3SCTETUYECKOIO
OTHOLICHHUSI U pa3BUTHS XYA0KECTBEHHO-TBOPUECKUX CIOCOOHOCTEH ywamuxcs SBISIETCS
(dbopMHEpOBaHKE KaTETOPUH MPEKPACHOTO B UICTUHHOM, TITyOOKOM U IPOTHBOPEYHBOM €€ CMBICIIE.

[Tpunuun meopueckoco Hanpsadxicenus. CyIIHOCTb 3TOTO0 MPUHLUIIA O00YCIIaBIMBAETCS
HEOO0XOAUMOCTBIO TIOCTOSTHHO TOJJIEPKMBATh HEYracaeMblii TBOPUYECKHII HHTEpec B y4YCHMKaXx,
4TOOBI TBOpPUECKAsi aKTUBHOCTh MOTJIA MPOSBIATH ce0s B KaXJIOM MOMEHTE ypoKa Xopeorpagum.
3azeiicTBOBaB BCE BHUJbl TBOPUECKON aKTUBHOCTH, TaKHE KaK no3HagamenvbHas (IH0O0O0NBITCTBO),
Momusayuonnas (BHYTPEHHUHM CTUMYI), npeobpasyiowjas (MOTEHLMAIbHAs TAra K TBOPYECTBY,
CO3MJAaHMIO) C IIOMOIIBIO CIEHUAIBHO OpraHu3yeMoi Ha ypoke Xopeorpaduu TBOpUYECKON
CUTyallud, HeoOXOAMMO JAEp)KaTh ydallerocs B TBOpYECKOM HampsbkeHuu. I1onoOHO Tomy, Kak
ApamMaTypriuueckasi JHHHAS TPOU3BEICHUS JICPKUT B HANPSHKEHUH BOCTIPUHUMAIOIIETO B OXKUJAHUN
pa3BsA3KHM, TaK M JpaMaTyprus ypoka Xopeorpaduu MODKHA HANpPSHKEHHO BECTH YYalIMXCS K
KYJIbBMUHAIIMOHHON «TOYKE KUIEHHs», YTOOBI Pa3pelInTh BCE MOCTABIEHHBIE YPOKOM TBOpPYECKHE
IPOTHBOPEYHSL.

[lpunio Bpems, korjga HeoOXoAUMO B XopeorpaduueckoM oOpa3oBaHMM B 00JaCTH
MCKyccTBa Oanera OCMBICIUTh HAKOIUICHHBIA MPAKTUYECKUH OMBIT M CO3/IaTh CBOE HAIPaBIICHHUE B

HayKe — [eIarorMuKy Xopeorpaduyeckoro HCKyccTBa.
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CoBpeMeHHBbIe PO0JIEeMbI OATOTOBKH APTUCTOB 0aJjieTa nepea CneKTaKkJaeM

J.H. CocHuna

sosninadn@mail.ru

rnmeagaror KJiaCCM4eCKOro TaHIiia

ITepMcKkoOro rocy1apcTBEHHOTO XOpeorpaduuecKkoro KoyuiempKa
ITepms, Poccus

baneTtHoe MCKycCTBO OazupyeTcsi Ha HE3bIOJEMBIX TPAAMIMAX KJIACCHYECKOrO TaHIa. JTO
HUCKYCCTBO HOBBIX, TEXHHYECKHM OCHAIEHHBIX HCIIOJHUTENCH, TAe mnpodeccuoHaIbHAS
JEeSTeIbHOCTh APTUCTOB CBsI3aHA C OOJBIIUMHU (DU3UYECKHMH, HEPBHBIMH H 3MOIMOHAIHLHBIMU
Harpy3kamu, 4YTO CIHOCOOCTBYET BO3HHUKHOBEHHIO OCOOOTr0 ICHUXOJOTHYECKOTO COCTOSHHUS,
0003HAUYCHHOT'O KaK «CIICHUYECKUH cTpeccy. g OJHUX OH SBIISETCS ONTHMAJIBHBIM JIJIsi padOTHI U
TBOpPYECTBa, a I JPYTUX 4Ype3MEpHbIM U pazpymaromuM. CrenuaibHble HCCICIOBaHUS B
pa3IMYHBIX BHUAAX JEATEIBHOCTH TIOKAa3aJlM, YTO BO MHOTOM YCIEIIHOCTh B JIE€SATEIBHOCTH
OTIpe/IeTIsieTCS] TAKUM CBOMCTBOM, KaK YCTOHYHMBOCTH K cTpeccy. Jlo cux mop crpeccoycToiiuuBOCTh
apTUCTOB OaJieTa, paBHO KaK M BOMPOCHI BIUSHUS CTpecca Ha UCTIOJHUTENBCKYIO e TEIbHOCTh, HE
OBLTH MIPEJMETOM CIICIUATHHOTO HAYYHOTO HCCIICT0OBaHUS.

UccnenoBanue BIUSHUS CTPECCOYCTOMYMBOCTA HA KOMIIOHEHTHI ACSTEIBHOCTH C y4E€TOM
WHIUBUAYAIBHBIX OCOOEGHHOCTEW apTUCTOB Oanera mpoBogwinch Ha 0aze Ilepmckoro
akaJieMrueckoro Tearpa omnepsl u Oanera um. [1.M. YailkoBCKOro, HCIIBITYEMbIE — apTUCTHI Oanera
(80 uenosek). B pesynbTare ncciaenoBaHUN OBLIM BBIAEJIEHBI IBE TPYIIIBI UCIIBITYEMbIX: apTHUCThI
Oasieta, KOTOpPbIE YCTOMUYMBBI K CTPECCOBOM CHTYAllUHU - «CTPECCOYCTOMYMBBIE», U TE€, KTO IIJIOXO
CIPABJISIIOTCA CO CTPECCOM - «CTPECCOHEYCTOUUUBBIE». Y «CTPECCOYCTOMYMBBIX)» TAKUE MTOKA3ATENH
KaK «aKaJeMHU3M», «MY3bIKAJIbBHOCTb» U «aKTEPCKOE MAacTepCTBO» B YCIOBHUSAX CTpecca 3HAYUMBIM
o0pa3oM HEe H3MEHSIOTCS. Y «CTPECCOHEYCTOMYMBBIX» aPTHUCTOB BCE IMOKA3aTENH JCATEIHHOCTH
3HAYMMBIM 00pa30M yXyAIIAIOTCS, U CAMO€ 3HAUUTETbHOE YXY/IIICHHE UMEET MECTO B TBOPUYECKUX
MOKA3aTeNsIX: «MY3bIKATBbHOCTE» U «AKTEPCKOE MacTepCTBO». TakuM oO0pa3oM, CIIEHHMYECKUN
CTpecC B TIEPBYIO OYEpelb CKa3blBA€TCA Yy OTHUX JIMI Ha TBOPYECKHX COCTABIISIOIINX
WCTIOTHUTENIBCKON  JIESITEIbHOCTH. Y CTAaHOBJICHO Tak)Xe, UYTO BBICOKAsS yCTOWYHUBOCTH K
CIIEHUYECKOMY CTPECCy y apTHUCTOB OajeTa MPOSBISETCS TMO-pa3HOMY B Pa3IMYHBIX MpHEMax
OpraHM3aliy MOBEJCHUs Mepe BBIXOJOM Ha clieHy. Peakmus Ha cTpecc apTucra Oanera mepen
BBIXOZIOM Ha CIIEHY MOXET TMpPOSIBIATHCS B TPEX OCHOBHBIX (opMax CIEHHYECKOro CTpecca:
COCTOSTHUEM «I10JTHOWM TOTOBHOCTWY, «CLIEHUYECKOU JTMXOPAJKN» U «CLIEHUYECKOU anaTuemn».

Ha ocHOBaHMM MpPOBENEHHOTO HWCCIIEIOBAHMS MOXKHO CJHENaTh BBIBOJ O HEOOXOJIMMOCTH
CHEIHUAIBbHOTO OPraHW30BAHHOIO TCHXOJIOTHYECKOTO COMPOBOXKACHHUS NPHU TMOJATOTOBKE apTHUCTa
OaneTa, 9YTO TOMOXKET €My JOOUTHCS ONTHUMAIBHOTO 3MOIMOHAIBLHOTO COCTOSHUS IJsl paboOThl U
VIIYYIICHUS PE3yJbTaTOB JCATEIHHOCTH. BbICOKas TICMXOJOTrWYecKas KyJdbTypa W yMEHHE
KBATU(UIIUPOBAHHO TPUMEHSATH OOTaThIi apCeHA TCUXOPETYIUPYIOMHUX METOJ0B  JIal0T
BO3MOXXHOCTh apTHCTaM OalieTa JeMOHCTPUPOBATh CBOE HAWBHICIIEE MACTEPCTBO B CIICKTAKIISAX, HA

(becTuBaIAX U KOHKYpCax.
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HIMeHHO cTpeccoycTOMUNBOCTh apTUCTa OajneTra U yMEHHUE YNPaBISATh CBOUM MCUXHUECKUM
COCTOSIHMEM TO3BOJIIET COXPAHATH BHICOKYIO MpOodeccnoHalbHyI0 paboTOCIIOCOOHOCTh B CIOXKHBIX
ycioBusix. M korma sMoOLMOHANBHOE COCTOSIHME JAOCTUTAeT ONTHUMAIbHOTO YPOBHS, CO3/1AI0TCS
MPEANOCHUIKK JJII BO3HHKHOBEHHSI OCOOOTO COCTOSIHHMSI YN, YYBCTBO OKPBUICHHOCTH H
TBOPUECKOTO  MOABEMA, 4YTO  MPUHATO  Ha3piBaTh  BAOXHOBeHHEeM.  (ClenoBaTenbHO,

CTpeCCO}’CTOI‘/’I‘II/IBOCTB SABJIACTCA HCO6XOI[I/IMBIM Ka4ye€CTBOM HpO(beCCI/IOHaJ'IBHOFO YCIICXa apTHUCTaA.

O Heo0X0AMMOCTH MCCJIEIOBAHUSA MEeJIArOTMKO-X0pPeorpauueckoro Hacjaeaust

MacTepoB MPONLIOro

N.JI. Ky3Henos

ilya_ballet@me.com

JIOLEHT Kadeapbl KIIACCHYECKOTI0 U JTy3THOIO TaHIa,

actiupaT MOCKOBCKOM TOCYJapCTBEHHOM aKaJeMHH XOpeorpapuu
MockBa, Poccus

Kaxnpiii HauMHAIONMA MeAaror HEW30€)KHO CTAJIKMBACTCA C TEM, 4YTO Jaxe IpH
OTIpEeICICHHOM 3HTYy3ua3Me U Oe3yCIIOBHOM BIIAJICHUU MpaBWJIaMH, OH B OOJBIIMHCTBE CIy4yaeB
OKa3bIBaeTcsi OECHOMOIIHBIM TMepel KIacCOM B JOCTHXKEHUHM pe3yibTara. ToJIbKO BIOJHE
0o0BsICHUMAs CaMOYBEPEHHOCTh HEO(QWIa IOJJIEPKUBACT €ro B HEJIETKOM JIeJe BOCIUTAHUS
Oynmyiiero aptucra danera.

[Tpu BceM OOWIIMK OMUCAHHI MPABUI HCIOTHEHUS OTIEIBHBIX 3JIEMEHTOB KIACCHUECKOTO
TaHIIa, HENlb3s HE OTMETUTh MOYTH MOJHOE OTCYTCTBHUE PYKOBOJICTB IO METOIUKE COCTaBJICHUS
y4eOHBIX 3aJJaHUN W LETBIX YPOKOB, MO CIMOCO0Y KOMOWHUPOBAHUS JIBWKEHUMN, MO HACBIIIEHUIO
xopeorpauueckux CXeM KOJMYECTBOM pas, IO CrIocodaM MY3bIKaTbHO-TIJIACTHYECKOTO
odopMmIIeHHsT YPOKOB.

KoneuHo, MHOroe B TMpenoJaBaHWU KIACCHUECKOTO TaHI[a HEBO3MOXHO OOBSICHUTH
CJIOBaMH, U KAKOBBI Obl HU OBLIIM YU€OHUKH, JTAXKE CaMbIil YCEPIHBINA CTYJEHT HE CMOXKET OBJIAJIETh
BCEeMH ceKpeTamu Hamied mnpodeccun. OmHAKO Kakas HEOIEHMMas MOMOIIs Oblia ObI OKazaHa
MOJIOJIOMY TIEIArOTy, €CJIH OBl Mepe]l HUM OKa3aJloCh HEYTO MOJ00HOE SHITUKIONEANH, COCTOSIIEH
13 coOpaHus HKOHOTPahUUECKUX 00pa3IloB YPOKOB BEIUKHX MACTEPOB MPOIILIIOTO.

[ToneiTkM (PuKCHpPOBATH cOZEp)KaHWE OaNETHOTO YpoKa YyKe ObUTM mpeanpuHsATel. Ha
CEerOJHAIIHUIA JEHb B HAIIEM apCeHAJe HUMEIOTCS KHUTH, OTpa)Xarollhe B3MVISIAbl XOpPEOo-
mnactuyeckoro MeiieHus KoctpoBuukoit, Meccepepa, ['omoBkunoii, IlecroBa u gp. B
CXeMaTHUYHBIX 3alMCAX MPEACTaBICHbl OTIeIbHble Ypoku BaranoBoil u Ilymkuna. [laxke B
CpPaBHEHUU C APYTMMH HCKYCCTBaMHU (TAaKMMH KakK JipaMa M MY3bIKa), UMEIONTUECS TUIAKTUUECKUE
MaTepHayibl SABJISIIOTCS. HEOUECHUMBIM TOACHOPbEM JUISi HAYMHAIOMIETO CHEIUaIucTa. ITO
CBOCOOpa3HbI (PyHIAMEHT, HAa KOTOPBIH MOXKHO ONHPATHCS, YYHUTHIBAS BO3PACT M CTENEHb
MOJArOTOBJIEHHOCTH YYEHUKOB.

B TedyeHne MHOTMX NECATUIETUNA KaXKAblii HACTABHUK HAKAIIMBAET OMPEICIICHHBIN OIbIT,
XpaHUT B MaMATH MPHUCYIIHNA TOJIBKO eMy Habop mpueMoB. Bce oHHM TpoBepeHBI MHOTOJETHEH
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MpakTUKoil. bbiio Ob1 aOCONMIOTHO HEBEPHO UTHOPUPOBATH, YIIYCKATh M TEPATH Takoe Hacienue. K
OTPOMHOMY COXKaJIGHUIO, MaTepHalibl, OTPAKAIOIIUE MEeJarOrMuecKrue MOUCKA M HaXOIKU MHOTHX
aBTOPOB, UCYE3AIOT BMECTE C UX YXOJOM U3 KU3HHU.

Mpicnsmuii  4YeloBeK HE  MOXET HUTHOPUPOBATh  HEOOXOJUMOCTh  HMCCIIEIOBAHUS
MeAarornyeckoro Hacjieaus JIy4lIuX MacTepoB MpoIuIoro. Bo3aMoxHO, He TONBKO 5 OAUH B CAMOM
Hayajie CBOEro Ielaroru4yeckoro Tpyda JAOMyCKal JOCAJHYK OIIUOKY — HEOCMBICIEHHOE
KonupoBaHue padboT mobumoro nexarora. Ceifuac yBepeHHO MOTY CKas3aTb, 4TO JyOnupys Gpopmy
MOCTPOCHHUSI YPOKA U JIaXK€ MaHepy MperofaBaHus, 1 HEBOJbHO YITyCKaJl TJIaBHbIE M€1arornYecKue
JIOCTOMHCTBA CBOEr0 HACTaBHUKA — JIETAIbHYIO MPOJYMAaHHOCTb MY3BIKAJbHOM apXUTEKTOHUKU
0aNeTHOrO YpOKa, SIPKO BRIPAKEHHYIO MY3bIKAJIbHO-TUIACTUYECKYIO XapaKTEPHOCTh BCEX PJIEMEHTOB
ero xopeorpaduIecKoii JCKCUKH.

KTto 13 Hac He ObUT CBUAETENEM JIPYrOi, HEPEAKO BCTPEUAOIICHCS OMIMOKH, KOT 1A Me1aror,
YMEIOIIUKA  XOpOILIO OpraHu30BaTh KJIACcC, BEPHO MPENOJHOCIIIMNA y4eOHBI MaTepual,
oOnanaromuil SBHBIMU OpPTaHU3AIMOHHBIMU CIIOCOOHOCTSIMU, UTHOPHPYET HAXOAKH 3HAMEHHUTBIX
MPEANIECTBEHHUKOB, TEM CaMbIM JIMIIAsA c€0sl U YUSHUKOB KOJIOCCATBLHOM MOIIMUTKH.

[IpobGnema coxpaHeHHs MeAArorMuecKoro Hacjieaus KOHEYHO HeogHo3HayHa. Ho Obuio Obl
HEBEPHO OTHOCHUTCA K Hel (¢(opMaiabHO, OrpaHUYMBASCH JIMIIb BUICO-(DUKCAMEN HAalIuX
HK3aMEHALIMOHHBIX ypokoB. OTOOp yAauHBIX yUeOHBIX MPUMEPOB MPU3HAHHBIX MAacTepOB OaIeTHON
MEJaroTuKy, ampolaus MX B KiIaccaX JPYruX HACTaBHUKOB, KIACCU(PUKANUA WX IO ToJam
oOydeHwus, 1Mo crnocobaM KOMOWHHMPOBAHUSA U T.J. — BCE 3TO MOTJIO ObI NMPUBECTH K HAKOILJICHHUIO
0€CILIeHHOTO HaYYHO-TIeIaroru4eckoro (poHaa, KOTOPHIM MOTIIK OBl TTOJIE30BATHCS BCE HAUMHAIOIIINE
negarord. Ho ams 3Toro HeoO6XoIMMo He TONBKO 3a(pUKCHPOBATh «apTedaKTh» JTyUlled OaneTHOM
MeJJarOTUKH, HO U CHAOMUTh MX LEJIOCTHBIM (MOAPOOHBIM METOJIOJOTHYECKUM, ICTETHUECKUM)
Hay4YHBIM aHAJU30M.

baneTHOoMy memarory Kak BO3JyX HEOOXOIMMBI CBEXKHE, a MOXHO CKa3aTh M XOpPOIIO
3a0bIThIe UAeH. bbulo OBl 3aMedaTenbHO 3aHOBO OTKpBITH nydiine ypoku B. Ilonomapesa,
A. Tlucapesa, A. Ilymkuna, A. BaranoBoii, a, moxer, naxe Norancona u Yekerru! Ilo cyactsio, B
HCTOPUM KJIACCUYECKOIO TAaHIA €CTh IMpPUMEP CMEJION MOMBITKA (HUKCAIMU LEJNOro YpokKa,
MPUHAJUISKAIUNA HE KOMY-TO, a caMmomy ®ununmo Tansonu. XKaib, 4TO aBTOp CMOT MEPEUHUCIUTD
JTUIIb Ha3BaHUS WCIOJHSAEMBIX JBIKEHHH W WX KOJMYECTBO, HE YIOMSHYB O CHOCO0ax HUX
KoMOMHHpoBaHus. Kak Obu10 ObI HHTEPECHO, a [VIABHOE IOJIE3HO, 3HATh BECh CMBICIIOBOM MOJATEKCT
TaKoro ypoka.

B nuuneix Tterpanax II.A. IlecroBa, mepenaHHbBIX MHE MOUM MEJAaroromM He3aJoiro A0
cMmepTH, g Hamien ¢pparment ypoka H.M. TapacoBa, B KOTOPOM €CTh HHTEPECHOE, CBEKEE PEIlICHUE
9K3epcuca y CTaHKa: COeJUHEHHE B eJMHOE yueOHOe 3aJaHie TaKuX ABM)KeHUH Kak battement fondu
u rond de jambe par terre. [Ipu3HaHHBIN TPAKTUK U TEOPETHK KIACCHYECKOTO TaHIA, Ka3ajJoCh OBbI,
HapylIaeT 3/1eCh, HE3bIONEMBI, «y3aKOHEHHBII» MOPSIOK KOMIIOHOBKHU dK3epcuca, koraa rond de
jambe par terre o0s13aTenbHO npemecTByeT battement fondu. Mcnonb3oBaB 3ToT mpumep B padote,
MHE yJajJoCh OKMBHUTh KJIacC, BHECTU 3JEMEHT HEOXXHJIaHHOCTU. B Xoje mpakTU4YecKoro 3aHsATUs

ydamumces OBLIO HHTEPECHO OCBAaWBAaTb HOBOC 3aJJaHUC. CJ'IOBOM, CTOUT HUCKATb MaTcpual Ijd
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HU3Yy4YCHUA, KOTOpBIfI IIOMOXET KaXXAOMY I€aarory mnpernoaaBaTb HE TOJBKO O6H.[CPI3B€CTHI>IMI/I u
4aCTO HCIIOJIB3YEMBIMHU IIpHEMaMH, HO U TEM, YTO IIOMOIJIO OBI TpaHC(i)OpMI/IPOBaTI) 6aJ'ICTHYIO

neaaroruky B moAJIMHHOC TBOPYECTBO.

IMouxyno:kecTBeHHbIH MOAX0/1 KAK NMEePCNeKTHBHOE METO/10JI0rHYecKoe OCHOBaAHHEe Pa3BUTHS

TBOPYECCKHUX CIocoOOHOCTeMH Yyamuxcd MJjaajmmx KjaaccoB xopeorpa(bnqeclmx yYuniinug

E.A. T'opnnuHeHKO

helenal3gor@mail.ru

KOHLEepTMelcTep Kadeapbl KOHIEPTMEHCTEPCKOro MacTepPCTBA U
MY3bIKaJIbBHOTO 00pa30BaHMsl, ACHUPAHT

MoOCKOBCKO# rocyAapCTBEHHOM akajieMuu Xxopeorpaduu
Mocksa, Poccus

B cucreme xynoxecTBeHHOro 00pa3oBaHus B LIEJIOM M XOopeorpaduiyeckoro oopa3oBanus, B
YaCTHOCTH, JUUIsl Pa3BUTHUSI TBOPUECKUX CIIOCOOHOCTEH YJalIuXcsl BEChbMa MEPCHEKTUBHBIM SIBISICTCS
MOJIMXY/IO’)KECTBEHHBI ~ MOAXO0M. BrepBele uaes NOIMXYJOXKECTBEHHOTO TIOAXoja Obuia
npeuiokeHa coBeTckuM  uccienosareneM bl FOcoBbiM, KOTOpBIi pa3paboTan  HOBYIO
YHUKaJIbHYIO METOJIUKY B OOJACTH XYyJOXKECTBEHHOI'O Pa3BUTHS JETEH, OCHOBAHHYIO Ha CHHTE3€
UCKYCCTB.

B noruke monmxynoskecTBEHHOro noaxona 3((eKTHBHOCTh XY/10’KECTBEHHO-TBOPYECKOTO
Pa3sBUTHS yYaIIUXCSl JOCTUTAeTCs MPHU MOMOIIM HCIIOJIB30BAaHUS BCEX CYLIECTBYIOIIMX CIIOCOOOB
ACTETUYECKOr0 BOCHHUTAHUSA M Pa3HOOOPA3HBIX BHJIOB XY0’KECTBEHHO-TBOPUYECKON AEATEIbHOCTH:
MY3BIKaJIIbHOH, XY/10°)KECTBEHHO-N300pa3nuTENbHOM, peueBOM, TeaTpaIn30BaHHOMN, UTPOBOM.

Pa3Hble BuABI HMCKycCTBa HMMEIOT Kak CHEIMPHUUECKHe, TaK M CXOXHE CpEeIcTBa
BBIPA3UTENILHOCTH, HAllpUMEp, TUHAMHUKA €CTh M B MY3bIK€, M B TaHLE, U B JKUBOIHCHU, U B
auTepatype, M B JpaMaTHUECKOM HCKyccTBe. MCKyccTBO, BO BCEM MHOT0OOpa3uu CBOETO
MPOSIBJIEHUS, UMEET E€IUWHYI0 BHYTPEHHIOIO JIOTHUKY, €IMHYI0 NIpPUpPOJy M Bce OOrarctBo €ro
BOIUIOIIEHUS POJCTBEHHO CBSI3aHO MEXIy coOoil. EnnHas npupoja Bcex BHI0B UCKYCCTB TOBOPUT
0 HeHn30eKHOCTH HX B3aUMOJEHCTBHS M HEOOXOJUMOCTH OXBaTa BCEX IPOSBICHUN
XY0)KECTBEHHO-TBOPUECKOW  JIEATENBHOCTH /s BBIABICHHS TBOPYECKOrOo TIOTEHLUMANA U
PacKpbITUSL TOJHUXYJ0KECTBEHHBIX BO3MOXKHOCTEH Kakaoro pebenka. IlonmxynoskecTBEHHBIH
MOJAXO0Jl TPEINOoJaraeT pPACKpPbITHE BHYTPEHHETO POJCTBA pa3IUYHBIX BHJIOB HCKYCCTBa,
oOHapyKeHHe OOpa3HBIX CBs3€W CJOBa, 3BYKa, LIBETA, JBWXCHMS, WHTOHALMU, PUTMa, JKECTa,
IIPOCTPAHCTBA, (OPMBI.

B3aumopeiicTBue pa3IuyYHBIX BUJOB HCKYCCTBA OKAa3bIBa€T OJIarOTBOPHOE BIIMSHUE Ha
o011ee 3CTeTUYECKOE pa3BUTHE JETEH, a TaKKe CrocoOCcTByeT Gojiee rIyOOKOMY MO3HAHUIO CBOETO
HCKYCCTBA — UCKYCCTBA TaHIIA.

Ha cerogusmHuii 1eHb NOIMXYJ0KECTBEHHBIN MOIX0 HAXOJUTCS B CTAJAUU UHTEHCUBHOTO
uccnenoBanusi (C.A. bonmapeBa, A.W. Kwucmosa, H.II. lummsaaukosa, E.II. Kamkosa,
T.C. Kosanesa, E.H. IlpaconoB, O.B. CrykamoBa u ap.), aKTyaJHU3upoBaJach NOTPEOHOCTh
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pa3paboTKu peKOMEHAALUN MO0 MPAKTUYECKOW peanu3ali, B TOM YHCIEe U B XOpeorpapuuecKux

y‘lC6HBIX 3aBCACHUAX.

HexoTtopbie Bonpochl GopMUPOBAHHS MY3bIKAJIBLHOTO COEPKAHNS YPOKOB

KJIACCHYECCKOIo TaHua

A.A. Boiiko

anastasiya-bojko@yandex.ru

KOHLEepTMelicTep Kadeapsl KOHIEPTMEHCTEPCKOro MacTepCcTBa U
MY3BIKQJIBHOTO 00pa30BaHMsl, aCTUPAHT

MOCKOBCKOW rocy1apCTBEHHOMN akaJieMHUH Xxopeorpaduu
Mocksa, Poccus

B HEMHOrounciIeHHBIX HCCIEIOBAHUSX CYIIHOCTH MY3bIKAJIHHOTO COMPOBOXKICHHUS Ha
yYpOKax KJACCHYECKOro TaHUA (3a OYeHb PEAKUMH HCKIOYEHMSIMH) paccMaTpPUBAETCSl HEKUM
VHUBEPCANbHLIL TIONXOJ K MY3BIKAIBHOMY OCBOGHHIO TE€X WU HHBIX XOpeorpapuiecKux
KOMOMHAIIH, HE YUYUTHIBAIOIINI OCOOCHHOCTEH pa3iIMYHbIX HAIIMOHAIBHBIX U MPO(ecCHOHAIBHBIX
KON W T. . YacTo mpeniararoTcst yHU(UIIUPOBaHHbBIE (00E3IMYCHHBIC) MPUMEPHI PEIICHHS TeX
WM WHBIX TBOPYECKUX U NEAArorn4ecKux 3a1ad.

Bripabotka UHHOBAYUOHHBIX NPUHYUNOB ouUOaKmu4eckou OdesimenbHOCMU
KOHYyepmMmelicmepa 6 cghepe Kiaccuueckou xopeozpaguu HEBO3MOXXKHA 0e3 BCECTOPOHHETO
UCCJIEIOBaHMs ONbITa KOHKPETHBIX MACTEpOB, MPEACTaBUTENCH MEeJarornyeckol KymnbTypbl
MPOLUIOTO M HACTOALIETro, JOOMBIIMXCS BBIIAIOIIMXCS pe3yabTaToB. MIMEHHO MO3TOMY, BMECTO
a0CTPaKTHOTO OMMCAaHUs BO3MOXKHBIX BApUAHTOB MY3bIKQJIBHOTO pELICHUS TeX WM HHbIX
IUTACTUYECKUX HK3EPCHUCOB, HEOOXOIUM CKPYIYJIE3HBIH KPUTHUECKUH aHalu3 MeJarorn4eckoro u
KOHIEPTMEUCTEPCKOrO0 ONbITa. TakoW aHamuM3 TMO3BOJUT HAWTU TOYKHA CONPUKOCHOBEHHUS C
MPOLUIBIM, a TaKKe CHOPMYJINPOBATH CBOEOOPa3HBIN MPOTHO3 HA Oy/yliee B pa3BUTUH OAETHOTO
KOHIIEpTMENCTepCTBA B HaIlIeH CTpaHe U 3a pyOeKoM.

CTpyKTypHpOBaHHE MY3bIKAJILHOTO MAaTE€pHalla U €T0 LIEJOCTHBIN aHaIN3 JaeT BO3MOYKHOCTD
IPaMOTHO MCIOJIb30BaTh aipOOMpPOBAaHHBIE MHOTUMHU KOHIEpTMeWcTepaMu (pOpMBbI MY3bIKaIbHOTO
COJIep’KaHUsl YPOKOB KJIACCHYECKOI0 TaHIA, a IIaBHOE — CO3/1aBaTh HOBBIE MOJIENH MY3BIKAIBHOTO
HATOJHEHUS Y4eOHBIX KOMOUHAITHH.

Besikoe cnepoBaHMe TpaauIMsAM, KaKk M HW3yY€HHE HAKOIUIEHHOTO OIbITa, OyneT
OTIpaBJaHHBIM, €CJIM OaNeTHBIH KOHLEPTMEWCTEp MOHUMAET, YTO KauecTBO €ro Tpyda BO MHOTOM

3aBHCHUT OT BO3MOKHOCTEH €ro JUYHOTO TBOPYECKOT'O pOCTA.
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Peasmm3anus MHTErpaTUBHOIO MOAX0/1A B 00yUYeHHH OyXyIIUX ApTUCTOB OaJjiera

H.H. Kammmpuna, M.I'. Jlomakosa
rosengrunschone@mail.ru

mpernoiaBaTeny Kageapbl ryMaHUTapHBIX,
COIMAIEHO-D)KOHOMHUYECKHUX JTUCITUIIINH

U MCHCIIDKMCHTA UCIIOJTHUTCIIBCKUX I/ICKyCCTB
MOCKOBCKO#H roCyIapCTBEHHOM akaJieMUHu Xopeorpahuun
Mocksa, Poccus

3ajaya BOCHMTAHUS TapMOHMUYECKM Pa3BUTOM JIMYHOCTH, O00Jajaroliedl KadecTBaMH,
BOCTPEOOBAHHBIMU COLIMYMOM OIIPENEIEHHOIO0 UCTOPUYECKOrO MEPUOAA, pelliaiach MO-pa3HOMY B
pa3Hble UCTOPUYECKUE MEPUO/IbI, TIOCTETIEHHO NPHUOOpeTas HayuHyto ocHOBY K XXI Beky.

IIpodeccus aprtucra Oanera TpeOyeT OT BBIIYCKHHMKAa HE TOJIBKO BBICOKOI'O YPOBHS
npodeccuoHanu3Ma,  KOMIIETEHTHOCTH,  HpO(pEeCcCHOHANbHOW  MOOWJIBHOCTH, -  KayecTs,
MTO3BOJISIFOIIMX BBITYCKHUKY OBITh KOHKYPEHTHOCIIOCOOHBIM Ha PBIHKE TPYJa, UYTO MOApPa3yMEBaeT
MIOMUMO TpO(ECCUOHATBPHOM MOATOTOBKM UEJbI psAJ  JOpYyrMX KOMIIOHEHTOB, Kak-TO:
CaMOCTOSITENIbHOCTb, CIIOCOOHOCTh NPUHUMATh OTBETCTBEHHbBIC PEIICHUS, TBOPUYECKUH MOIXOA K
mo00My ey, yMEHHE MOCTOSHHO y4uTbes. IIoHMMaTh CYIIHOCTB, COLUANBHYIO U KYJIBTYpHYIO
3HaYMMOCTb CBOEH Oynymied mnpodeccuu, MpOsBIATH K HEH YCTOWYMBBIM HHTEpPEC — OJHO W3
TpeOOBaHMH K pe3yapTaraM OCBOCHHS OCHOBHOW mpodeccHoHabHOW  00pa3oBaTebHON
nporpamMMbl HOBbIX DesiepaibHBIX IOCYJapCTBEHHBIX CTaHJAPTOB CPEIHEro MpoecCHOHATBLHOIO
obpazoBanust. Oco00 BaXHOM IBHXKYIIEH cUIIOi oBianeHus Oynyuielt npodeccueil aptucra Ganera
ABIIAETCS TPO(ECCUOHATILHBIN HHTEPEC.

B curyauun o6ydyenus Oyaymux apTUCTOB Oasieta B cTeHaX MOCKOBCKOI Tocy1apcTBEHHOM
aKajJieMuu Xxopeorpaduu Mbl TPAKTyeM HHTETpaldi0 Kak oOecredyeHue LEJOCTHOCTH Y4eOHOTo
mporecca, Kak BBICIIYIO (OpMYy €IMHCTBA Iiejei, NPUHIMIIOB M COJAepXkaHHsS OOpa3oBaHUs Ha
OCHOBE I'TyOOKOHM BHYTPEHHEH B3aMMOCBSI3U YU€OHBIX TACIIUTLINH.

ConepxaHue OTEUECTBEHHBIX Y4YEOHBIX IpOrpaMM Xopeorpaduueckoro oOpa3oBaHHUS B
COBETCKHI MEPUOJ 3aJI0KUII0 OCHOBY JUIsl YCIIEIIHON pean3alii MEeXAUCIUIIIIMHAPHBIX CBs3el. B
HacTosIee BpeMs MHTETPaTUBHBIM MOAXO0J B 00pa3oBaHUU OYAYIIMX apTUCTOB OajieTa OCOOEHHO
aKTUBHO  NIpPHUMEHSETCSs B  peaju3alud  OporpaMM  COIMAJbHO-TYMaHUTAPHBIX U
o0uienpogeccuoHaNbHbIX TUCHUIUIMH. Tak, Ha ypokax sf3blka U JMTEpaTypbl, a TaKXke BO
BHEKJIACCHOW paboTe MIUPOKO MPUMEHSIOTCS MaTepuallbl 0 HCTOPUU MCKYCCTBA, 0COOEHHO Oanera
U MY3BIKH, IPU 3TOM I€pEN y4yallUMHUCA CTaBUTCS LEIb YBUAETHb CPEJICTBA BOIUIOLIEHUS WIEU U
00pa30B MPOU3BEJCHHUSI, TOHATH 11€JIECO00PA3HOCTH TOI'O WIIK HHOTO CLIEHUYECKOTO PEIICHUSI.

WHTerpaTuBHBIN M0AX01 B 00pa30BaHUM — UCTOPHUYECKH CIIOKUBLIASCS, aKTyalbHasl B HAIlIU

AHU Tpaaunus OTE€YECTBEHHOM CHCTEMBI HpO(bCCCHOH&JIBHOfI MMOATOTOBKH apTUCTA Oaera.

98



Opranu3anuoOHHO-TEAATOrNYeCKOs 1eATeJILHOCTH B 00J1acTH Xopeorpaduyeckoro

oOpasoBanus B Poccuu (Mcropuyeckuii acneKr)

E. A. MapTbiHeHKO

uch-otdel@mail.ru

HavaJIbHUK Y4eOHO-METOIMYECKOTO OT/IeNa
MOCKOBCKOM rocy1apCTBEHHON akaJieMHUH Xopeorpaduu
Mocksa, Poccus

MockoBckasi rocynapctBeHHas akagemuss xopeorpagpuum  (MI'AX) ceromus - 3To
MHOTOCTYIIEHYATasl, €JUHas CTPYKTypa OOYyYeHHs M BOCIHMTAHHUS CIEIUAINCTOB B O00JacTH
xopeorpaduueckoro uckyccrBa. IlocTpoeHne 00pa3oBaTENbHOTO KOMIUIEKCA MOCKOBCKOM
OaneTHOW HIKOJIBI MPEJCTABIIAECT COOOM YHUKAIbHYIO MOJENb HEMPEPHIBHOIO MpodeccnoHalIbHOTO
oOpa3oBaHMs, HA4YMHASS C [OATOTOBHTEIBHOTO OTHCICHUS JO CTYICHH ITOCIEBY30BCKOTO
npodeccnorabHOTO 00pa3oBanms. CTpyKTypa 00pa3oBaTeIbHON TPACKTOPUHU MOATOTOBKU apTHCTA
OaneTa codeTaeT B paMKax €IUHOr0 y4yeOHOIro Ipolecca HECKOJBKO ypOBHEH 0OpazoBaHusi, MpU
KOTOpOM  OOyuaroluiicss OCBamBaeT 00pa3oBaTeNbHBIE MPOrpPaMMbI  OOIIETro, CpeIHEero
po(hecCHOHATLHOTO | BBICIIETO MPO(ecCHOHATTEHOTO 00pa30BaHMSL.

OO0s3aTeNbHBIM ~ YCIIOBHEM  KAa4eCTBEHHOrO  0Opa3oBaHUS  TAHIIOBIIMKOB  SIBISICTCS
MCTOPUYECKH CIIOKUBILIASICS OpUEHTAIIH 00pa30BaTeIbHOrO Mpoliecca Ha TpeOOBaHUS U pernepTyap
coBpeMeHHOro OaneTHoro TeTpa. CoxpaHss U pa3BUBas TPAIUIMH B 00IaCTH MOATOTOBKU apTUCTOB
Oamera I8 NPOPECCHOHANBHBIX TEATPOB, AaKaJeMHsT B COOTBETCTBHH C (eJepalbHBIMU
roCyJapCTBEHHBIMH 00pa30BaTEIbHBIMH CTAHIAPTAMU TOTOBUT MPOGECCHOHATIOB OaJeTHOrO
TeaTpa: MeJarorop-oaneTMencTepoB, xopeorpadon, 6aIeTOBEIOB U MEHEIKEPOB UCIIOHUTEIHCKUX
HCKYCCTB, KOHIIEpTMeiicTepoB Oarnera. Pa3BuBas HaydyHO-HCCIEIOBATENbCKYIO paboTy B o0nacTu
xopeorpauueckoro HMCKycCTBa, aKaJeMUs 3aHUMAETCsl IMOJATOTOBKOM HAy4YHO-TIEarOoru4ecKux
kanapoB. MI'AX sBnsercs ydeOHO-METOIUYECKHM IIEHTPOM B 00JacTu Xopeorpaduyueckoro
o0Opa3oBaHMs, HWHTETPUPYS U paACOpOCTpaHss MPOPecCCHOHANBHBIA 00pa30BaTENbHBIN OIBIT,
pean3yeT MporpaMMbl MEPENOArOTOBKMA W TOBBIIICHHS KBATH(PHUKAIUU MO MPO(UI0 OCHOBHBIX
00pa3oBaTeNbHBIX MPOrPaMM BYy3a.

B ocHOBe 00pa3oBaTeIbHON KOHIICTIIIMH aKaJeMUHU JIEKHUT MOATOTOBKA MPOheCCHOHATBHOTO
aptucta Oanera. [IpodeccuonansHoe OaneTHoe 0Opa3oBaHUE UMEET 3HAYUTEIHHBIE OCOOCHHOCTH.
OHO CyIIeCTBEHHO OTIHYaeTcs OT Mpo(deccCHOHANBbHON MOATOTOBKM B APYruX cdepax
yenoBeueckon aestenbHocTH. O cnenuduke Oanera Kak camMOCTOSTEIRHOTO HMCKYCCTBA TOBOPST
COBpeMEeHHbIe yu€Hble B oOnacTu xopeorpaduueckoro obpazosanus [1, 2, 3]. CoBpemeHHOE
cocTostHMe Xopeorpaduueckoro obpaszoBanus B Poccun, ero ycnexw M HEAOCTATKA BO MHOTOM
OTIPECTISAIOTCS TPEANISCTBYIOMIEH HCTOpUEH CTAaHOBJICHUS Y4eOHO-00pa30BaTEIbHONW CHCTEMBI B
obmacTu Oasera.

Kak mpencraBnsercs, MpOBOAUMBINA Jajiee aHAIU3 HCTOPUYECKOTO ONBITA CTAHOBJICHUS
OpraHU3aIMOHHO-TIEJAaTOTHYECKON JeSITebHOCTH, HAKOIJICHHOTO MOCKOBCKON OalleTHOU MIKOJIONH,

6y;[eT CIIOCOOCTBOBATh IOHUMAHHIO CYTH U CMbICJIAa CCTOAHAIIHUX HpO6J’I€M, neaarortdycCKux
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peanuii, YSICHEHUIO 3aKOHOMEPHOCTEM pa3BUTHS  OOpa3oBaTeNbHBIX CHCTEM B  cdepe
xopeorpaduueckoro o0pa3oBaHus, MO3BOJUT 3aIVIAHYTh B 3aBTPAIIHUN JI€Hb.
Crnucok nureparypsl
1. HoropoBa H.A. CraHoBieHHMe M pa3BUTHE MEIArOrMYECKHMX CHCTEM B Xopeorpaduyeckoi
kynbtype oT XVII 1o nayana XX Beka.: [{ucc. kana. uckyccrsopeaenus. Capaunck, 2006.
2. Jleonora M.K. 13 ucropum MoCKOBCKOM OaneTHol mikoiasl. M., MI'AX, 2008.
3. ®omkuH A.B. Hcropudeckue TpaJaului COBPEMEHHOTO OaeTHOro oOpa3oBaHus (Ha MaTepuae
NEeSTeNIbHOCTH TaHleBanbHOM Est MMmneparopckoro BemudecTtBa mikosibl-AKageMHH PYCCKOIO

Oasiera umMenu A.fl. BaranoBoii). ABroped. auc. kana nen. Hayk. CII6., 2008.

Oco0ennocTu CaM006pa30BaHI/Iﬂ B HpO(l)eCCHOHaJ'[I)HOM CTAHOBJICHUM apTHUCTA oajera

T.B. buprwokosa

tabiryukova@yandex.ru

acniupanT Akagemuu Pycckoro 6anera umenu A.51. BaranoBoi
Cankr-IlerepOypr, Poccus

HemnpeppiBHOE ~ pa3BuTHE  MUPOBOrO  Oaje€THOIO  MCKYCCTBA,  NPOTUBOPEUMBHIE
JEMOKPATUYECKHE ¥ HIKOHOMHUYECKHE PeoOpa3oBaHusl, MPOU3OMIEAIINE B TOCIEAHNE IECITUIICTHS
B Poccum, BBIIBUTAIOT mepes apTUCTOM OayneTra HOBBIE 3aJauyd MOBBIIIEHUS 3((HEKTUBHOCTU
npodeccHoHaNbHON NesTeNbHOCTH. BMecTe ¢ TeM mpakThka 0aleTHOTO Tearpa MOKa3bIBaeT, YTO
CYLIECTBYIOIIasl CHCTEMa CHEIHaJbHOM MOATOTOBKM apTucTa Oanera HE MOMKET B JOCTaTOYHOM
CTENEHU TPEABOCXUTUTh U TOATOTOBUTH HCIIOJHUTENEH K PEIICHUI0 TBOPUYECKUX MPoOIIeM,
KOTOpbIE BO3HUKAIOT B TeaTpalbHON paboTre. B CBS3M ¢ 3TUM OJHUM M3 YCIOBUN camopealn3aiuu
JUYHOCTH TAHIIOBIIMKA B HM30paHHOM [Iel€ HEMAJIOBAXHYIO POJIb UIpaeT MpodecCHOHaIbHOe
CaMOCOBEPILIEHCTBOBaHKE, B KOTOPOM BBbIEINAETCS TPO(HECCHOHATIEHOE CaMO00pa30BaHHUE.

N3yuenue teoperndeckux padbotr o camoobOpazoBanuu A.K. I'pomieBoit, b.®. Paiickoro,
N.A. Penxosen, I'.H. CepuxoBa, [I'M. Komxacnuposoii, B. Oxkonsa, I.E. Kanyruna,
E.A. llyknmuHOo#t W ap., TPYIOB BBIJAIOIIMXCS MAacTepoB OajieTa MO TEOPUM U MPAKTHKE
po¢eCCHOHAIBHOTO UCTIOMHUTEIBCKOTO uckyccTBa A.Sl. Baranosoit, JI.JI. biok, A.M. Meccepepa,
H.N. Tapacosa, B.C. Koctposunkoi, C.H. I'onoskunoit, H.M. Crykonkunoii, 3. bpyna, JI. Moop u
Ip., a TAaKXKE UCTOPUUYECKON U UCKYCCTBOBETUECKOU JTUTEPATYphl 00 MCIIOTHUTEINSAX MMOKa3alo, YTo
camoo0Opa3zoBaHue B 0ajgeTe UMeeT MECTO OBITh.

Habmionenust 3a opraHuzanueidl TeaTpalbHOrO Jiella B Pa3IUYHBIX NPO(ecCHOHATbHBIX
KOJUJIEKTUBAX, UCIIOJIHUTEIBCKUI OMBIT aBTOpa TakKXKe IMO3BOJISIOT YTBEP)KIATh O CYIIECTBOBAaHUU
¢deHomena camooOpazoBaHusl B Oanere. SIBiIeHHME MpeACTaBISET COOOH CaMOCTOSATENBHYIO
CHEIHalbHO OPTaHN30BaHHYIO TIO3HABATENBHYIO JIEATEIILHOCTh apTHCTa OaneTa, HampaBIeHHYIO Ha
npuoOpeTeHue, paciidpeHue, yrioyOJieHne ¢ COBEpUICHCTBOBAHME HUMEIOUIMXCA Yy HEro
npodeccuoHaNbHbIX 3HAHWW, YMEHUW W HaBBIKOB B LENSIX JOCTHKEHHS BBICOKOTO YpPOBHS

MacTEpCTBA.
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be3ycioBHO, BaieHe HaBBIKAMUA H YMEHUSAMHU MPO(PECCHOHATBHOTO UCITOJIHEHUS SBIISCTCS
OJTHOM M3 menell cucTeMbl OaneTHOro oOpa3zoBaHus. [JIaBHOH OCOOCHHOCTBIO CamMOOOpa3oBaHUS
SIBIIIETCSL TO, YTO TAHI[OBIIMK CAMOCTOSITEIHHO IPUHUMAET PEIICHHE O CBOEM MPOPECCHOHATHBHOM
COBEpIICHCTBOBAHWM ¥ caM Ui ce0s BBICTPAWBACT IUTAH BOCXOXKICHUS K BEpIIMHAM
npodeccroHaiu3ma.

Ilens camooOpaszoBanus B O6aneTe UMeEeT MHOTO OOIIEro ¢ MeNIbio0 0aeTHOro oOpa3oBaHUs U
OCHOBHOW JESITENLHOCTH, & UIMEHHO, CTaTh HACTOIBKO MPO(ECCHOHATHFHO KOMIIETCHTHBIM, YTOOBI
OBITh BOCTPEOOBAaHHBIM HWCIIOTHHUTEIEM, YJIABIMBATh TEHACHIIMH MPOUCXOMSIINX W3MECHCHUH B
HUCKYCCTBE, OBITh BKJIIOYEHHBIM B OOIIEMHUPOBOH KYJIBTYPHBIH IPOIECC H TEM CaMbIM
CIOCOOCTBOBaTh PA3BUTHIO OasleTHOro wuckycctBa. CoJlepkaHue camMooOpa3oBaHus B Oalere
OTIPEICIISAETCS OCHOBHBIMH CTPYKTYPHBIMH 3JIEMEHTAMH MPO(ECcCHr U CBA3SIMH MEXIY HHUMH. DTO
penepryap, TUYHOCTh apTUCTA OalieTa, €ro TEJIECHBIA anmapaT W yCJIOBHS, B KOTOPBIX IMPOXOMST
MOJIFOTOBKA U UCIIOJHEHHE XOpeorpapuuecKux MpOU3BeICHUI.

HeoOxonmuMbiMu  yCIIOBHSIMH, 0€3 KOTOPBIX caMooOpa3oBaHHe B OalieTeé HEBO3MOXKHO,
SBIIAFOTCST  Ka4eCTBO 3HAHWUM W YCTOHYHMBOCTh TNPOPECCHOHAIBHBIX YMEHHA ¥ HABBIKOB,
MOJTyYCHHBIX B OaJ€THOM IIKOJIE.

BocnuTanHbple Ha TPAaKTHKE HABBIKM CaMOOOpPa30BaHHS W PA3HOCTOPOHHHUE HHTEPECHI
CIIOCOOCTBYIOT ~COIMATU3AIMKM JIMYHOCTH TAHIIOBIIMKA KaK HOCUTENS ONpEACIEHHOTO THIa
KYJIBTYPBl W TPAIWIMA CICHUYCCKOTO HWCIIOJIHCHUS, WIPAIOT KOMIICHCUPYIONIYIO pOJIb B
00CTOSTETLCTBAX, KOTOPBIC MPEISITCTBYIOT CaMOpEATH3AINK B IPOPECCHH, TOTOBST apTHCTa OajieTa

K aganTalyvi B COUUYME IO OKOHYaHUHU TaHILIEBaJIbHOM KapbepHhI.

I/ICTOPI/I‘ICCKI/IQ ACIEKTHI NIpenoAaBaHus xopeorpa(]mqeucoi?l AUCHHUIIJINHBI —

HAPOJAHO-CUEHUYECKHH TaHew

T.M. dy0ockux

hfl@chgaki.ru

KaH/1. Ie/laror. Hayk, JIOLIEHT,

3aB. Kadeapoil nmegaroruku xopeorpapuu

YenstOMHCKOM rocyIapCcTBEHHOM akaJjeMUH KyJIbTYPbl U HCKYCCTB
Yensounck, Poccust

AHanu3 IUTEpaTyphl TMO3BOJSIET CAENaTh BBIBOA, YTO KCTOPUYECKH K HApPOJHO-
CIIEHMYECKOMY TaHIly BEIyT JABa IYTH: C OJHOW CTOPOHBI, OT DJIUTAPHBIX CIEHHUUYECKUX (POpM
TAHOCBAJIBHOTO HMCKYCCTBA, MHOT'O BCKOB HasaJd OTACIMBIINXCA OT CBOMX HAPOJHBIX HCTOKOB, C
JpyToil — OT HAPOTHOTO TBOPUECTBRA.

W3-3a orcyrcTBUsA OOIIEH TEOpHHM TaHIA B KaXJAOM Y4YeOHOM MPEaMETe CKIIaJbIBACTCS
COOCTBEHHBIN Te3aypyc, JIMIIb OTYACTU COOTHOCHUMBIH C Te€3aypycaMH CMEXHBIX y4EOHBIX KYpCOB.
06 stom paccyxmaaer uccienosareiab [.dD. bormanoB B cBoeM y4eOHOM TOCOOHMH, HCIOJB3YS

TCPMUH <(HapOI[HO-CHeHH‘IeCKI/II>'I TAaHCI» U MPOTUBOTIOCTABJIAA UX XaPAKTCPHOMY TAHITY.
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HecMoTpst Ha TO, 4TO W y JTIOOUTENEH, U Y TPOdEeCCHOHATBHBIX XopeorpadoB MPOSBISICTCS
OTPOMHBIM HMHTEpeC K HapOAHO-CIEHHMYECKOMY TaHIy, OOy4YeHHE 3TOMY BUAY JEATEIbHOCTH
HauuHaercs ToiabKo ¢ 60-x rr. XX B. B y4ywIHIax M By3ax KyJdbTYpbl M HCKyccTB. OgHaKO
HApOJHO-CIIEHUYECKUI TaHel Kak npenmer oO0ydeHnus Bo3HuK B koHie XIX B. B IlerepOyprckom
UMIIEpaTopckoM XopeorpadudeckoMm yumiuine. Ero mosiBiaenue Obuio 0OYCIIOBIEHO TE€M, YTO B
OaNeTHBIX CIEKTAKIIAX HCIOJHSINCH HApPOJHbIE TAHIIBI: UCIAHCKUE, BEHIE€PCKHUE, MOJIbCKUE U JIp.
MpIcab 0 CO3JaHMM CHCIUAIBHOM CHCTEMBI (IMOJI00HO CHCTEME KJIACCHYeCKOTO TaHIa) s
MOJITOTOBKH MCIIOJIHUTENEH HApOIHOTO TaHIla JaBHO 3aHUMalia yMbl Xxopeorpados. B 90-x rr. XIX
B. A. lllupsieB mo coOCTBEHHOI MHMIIMATUBE CHAENAN MEPBYIO MOIMBITKY CO3[JaHUS XapaKTEpHOTO
TpeHa)ka. DTH YpOKU MO3/JHEE BBEIHU B JIBYX cTapuinx kiaccax IlerepOyprckoii 6aneTHON MIKOJIBI.
Bravane Ha xapakTepHblii TaHEl] CMOTPEIM KaK HAa MPEAMET BTOPOCTENEHHBIM, HO C TEUCHUEM
BPEMEHHU OTHOILIECHHE K HEMY U3MEHHIIIOCH, MOSIBIIINCH CTOPOHHUKHA HOBOBBEJICHHSI. 3HAUUTEIbHBIM
coObiTeM cTajo mnosBieHue kHuru A. JlomyxoBa, A. Iupsiea, A. bouapoBa «OcHOBBI
xapaktepHoro TaHma» (1939 r.). IMeHHO 3TOT TpyJ, BO3HUKIIUKA B pe3ylbTaTe HAKOIUIEHHOTO
OTbITa TIOATOTOBKM HCIIOJHUTEIBCKUX KAJApPOB, MOXHO CUUTATh NEPBBIM Yy4EOHHUKOM IIO
MIPENOJaBaHUI0 HApOAHO-CLIECHUYECKOTro TaHua. Pabotas ¢ 3TUM INEPBOMCTOYHHMKOM, MBI
CTOJIKHYJIUCh C TEPMHUHOJOTHYECKUMH CIOKHOCTSIMH. CIIOBOCOYETAHUS «HAPOIHBIM TaHE» U
«HapPOJHO-CLIEHUYECKHI TaHEel» aBTOPHI CUUTAIOT OJHO3HAYHBIMU. OJHAKO OHU HE WACHTUYHBI:
«HAPOJHBIA (HAPOIHO-XAPAKTEPHBIA, XapaKTEPHBIH) TaHem» B OaJeTHOM CIEKTaKIIe SBISIETCS
YacThI0O MHOTO 1EJOoro (HapoJHO-XapaKTepHble TaHIbl B Oanerax «Jlebemunoe ozepor, «JloH-
Kuxor», B omepe «VMBan CycaHuH»). OTH TaHIBl TpeOYIOT BBICOKONPO(HECCHOHAIBHOTO
mactepcTBa. [loAroToBKa K HCHOJHEHUIO 3THX TAHIEB OCYIIECTBISETCS B XOpeorpapuuecKkux
YUMJIUIIAX, a HE Ha Xopeorpapuueckux (akynbTeTax By30B KyJIbTYPbl U HCKYCCTB.

Hapoano-cuenndeckuii TaHer Kak 0CoObIN BUJ XOpeorpapuueckoro NCKyCCTBa 3apOIUIICs B
Poccun otHOcHTENnbHO HeaBHO, B KOHIE 30 rr. XX B.. Haubosee 3Ha4uMMbIM cOOBITHEM B UCTOPUU
3TOro BHMJAa TaHma Obuto cosznanue B 1937 r. ['ocynapcTBEHHOTo akaeMHYecKoro aHcamoOms
HapoaHoro tanua CCCP noxa pykoBoactsoMm M.A. Mouceesa, 6iarogapst KOTOpoMy y NyOJIuKd U
npodeccnoHalbHBIX XOpeorpadoB MOSBUIICS OTPOMHBIN MHTEPEC K HAPOIHO-CLIECHUYECKOMY TaHILy.
[TosiBNEeHMs IIKOJIBI HAPOJHO-CIIEHUYECKOTO TaHLa ObUIO BbI3BaHO HeoOxoaumocThio. Llupokoe
pacrnpocTpaHeHHe OalleTHOTO HCKYCCTBA, OTKpPBITME HOBBIX TEaTPOB W KOHLEPTHHIX 3aJIOB,
CTPEMUTENBHBIA POCT pa3HOTO pojia XopeorpaduyecKux MIKOJI, CTYAUN, YIWIUI, OypHOE pa3BUTHE
npodeccuoHaNbHbIX aHcaMOJiell HApOJHOIO TaHIA, CaMOJESTENbHBIX TaHIEBAJIbHBIX KOJJIEKTHBOB
— Bce 9TO cTaBWwio mepea xopeorpadueir XX B. W ee JeaTeNsMU OONbIINE U CIIOXKHBIE
OpraHu3alliOHHBIE W  TBOpYECKHE 3aJauyd. BrimonHeHne wux  TpeboBaso  riryOOKOM
npodeccuoHaIbHON OCHalleHHOCTH. UTOObI cO3/aBaTh HOBBIE IMPOU3BEACHUS, HYXKHO H3YYHUTh
OTIBIT MPOLUIOTo, 3HaTh 00pa3lbl TaHIEB Pa3HbIX HAPOJIOB, YMETh 00OpaliaThCsi C UX OCHOBHBIMH
dbopMamu, drIEMEHTaMH, PUTMaMM, MaHEpOWl HCIOJIHEHHs. B HWcKyccTBe TaHIa Haspena ocTpas
HEOOXOMMOCTh B CEpbhE3HO yuebe, B MOArOTOBKE KaJpPOB HE TOJBKO HCHOJIHHUTENEH, HO WU

OaneTMeicTepoB, MeIaroroB, MMPOKO MBICIAIINX CIIENUAIMCTOB-XopeorpadoB. B cTpane co3ma-
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€TCsl CHCTEMa CPEIHEro M BBICHIETO0 Xopeorpaduyeckoro oOpa3zoBaHMs, I/l M3YYEHHIO HApOJHO-
CIIEHMYECKOT0 TaHIla IpuaaeTcsa 00JbIIOe 3HAUCHHUE.

[[Ixos1a HApOIHO-CLUEHUYECKOr0 TAHIA OTJIMYAETCS OT LIKOJIBI XapaKTEPHOI'O TaHLA TaK Ke
KaK OTJIMYAIOTCS 00a 3THX TaHIEBAIBHBIX JKaHpa JAPYT OT Jpyra. XOTs B CTpaHE JOCTATOYHO BY30B,
TOTOBSIIIMX CIIELUAIUCTOB-XOpeorpadoB, MoTpeOHOCTh B Ieaarorax-xopeorpadax, BIIaJICIOLINX
METOJIMKOHN MpenoiaBaHusl HapOJAHO-CIICHUUECKOro TaHla, Benuka. [IpernonaBanue ero tpedyeT He
TOJIBKO 001Iel Xxopeorpaguieckoi MOArOTOBKH, HO U HATN4YUs crielu()UIeCKUX 3HAHUH, YMEHUN U
HaBBIKOB.

Takum o00pa3oM, TeOpeTUYeCKUil YpOBEHb OOYYEHHsS HapOJHO-CIICHUYECKOMY TaHILy
MPE/ICTaBJIeH MHOTOYMCICHHBIMU MYOJIMKAIMSAMU, IOCBSIIEHHBIMU HCTOPUHU DPa3IMYHBIX BHUJIOB
TaHIIEB, UX TPENOJAaBaHUIO, OMHCAHUI0O U KPUTHUYECKOMY pa300py TaHIEBaJIbHBIX CIEKTaKJICH U
KOHIIEPTOB, TBOPYECTBY BBIJAIOIINXCS CO3/IaTeNeH TaHIEB (MX «KOMIIO3UTOPOBY), MOCTAHOBIIIUKOB,
UCHONHUTENEH. DTOT ypoBeHb ((aKTOJIOTMYECKUN, YaCTHO-TEOPETHUYECKUN) Takke obecredeH
BIIOJIHE YJIOBJIETBOPHUTENHHO. UTO KacaeTcs OOLIETEOPETHUECKOTO YPOBHsS TEOpUU Xopeorpadui,
NPUXOAUTCA TMPU3HATH, YTO OTOT YPOBEHb IIOKAa «HE JIOCTPOEH JIOBEpXy»: JaXe B
SHIUKJIONECIUYCCKUX H3JIaHUSAX HET Pa3BEPHYTOr0 HAaydHO OOOCHOBAaHHOTO (yHIaMEHTAILHOTO
MOHATHS «TaHeI», KaK, BIIPOYEM, HET U TIIyOOKOro 0OOCHOBaHUSI MOHATUN «Oaner», «HapOoIHO-

CHCHI/I‘IGCKI/Iﬁ TAHCID» U MHOTUX OPYIUX.

TBopueckasi negaroruka B npouecce 00y4eHHusi CTyACHTOB KJIACCHYECKOMY TAHILY

JIL.IA. NBieBa

hfl@chgaki.ru

KaHJ. MeJl. HayK, mpodeccop

YensOMHCKas TOCYyJapCTBEHHAS aKaJIeMUsl KyJIbTYphl H HCKYCCTB
Yenabunck, Poccus

B ycnoBusix oOHOBIeHHMs oOliecTBa, Korja oOpa3oBaHHME IepecTpauBaeTCsi Ha OCHOBE
JIEeMOKpaThu3Ma, o00pa3oBaTelbHbIC YUPESKACHUS TOJNYYHIM CTETeHb CBOOOJBI, TpaBO Ha
JKCIIepUMeHT. B mporecc o0yueHust BXOOUT KpeaTuBHas Mefaroruka [6]. 3To Hayka U UCKYCCTBO
TBOPYECKOT0 00YUEHUSI.

[Tenarornyeckoe TBOPUECTBO MPEACTABISAET COO0I HAXOXKAEHUE MeJaroroM HeCTaHIapTHBIX
MeJJarOTHYSCKUX PEIICHUH B IMOCTOSTHHO MEHSIOIIMXCS YCIOBUAX Tporiecca oOydenus [4]. OHo
Mpe/roiaaraeT HaIMIre o0NIMX Ka4eCTB, XapaKTePHU3YIOIINX TBOPUECKYIO TUIHOCTh HE3aBHCHUMO OT
pola ee JeATeNbHOCTH: JpYJUPOBAHHOCTH, YYyBCTBAa HOBOTO, CIIOCOOHOCTH K aHaJIu3y H
CaMOaHaJn3y, TMOKOCTH W IIMPOTHI MBIIUIEHUS, Pa3BUTOTO BOOOpPAXEHUS, aKTUBHOCTH U [p.
[lemarory He0OX0IMMO HAXOIUTH HOBBIE METOJIBI U IPUEMBI O0YUICHHSI.

Jns  KakIoro CTyIeHTa TJaBHBIM  OPHEHTHPOM OOydYeHHs  SBISETCS  JIMYHOE
oOpa3zoBaTenbHOE IMOMONHEHNe. M ponb menarora 3akio4aeTcss B OpraHU3alii 00pa3oBaTeIbHOM

Cpelbl, CIOCOOCTBYIOMICH MOMCKY CTYASHTaMH OOpa30BaTENBHBIX CMBICIOB, MPEINONATarOIINX
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JMYHOCTHOE TBOpUYECTBO. HarmpaBieHHOCTbIO 0Opa30BaTENbHOIO MpOLEcca SBJISETCS BOCIUTaHHUE
JIUYHOCTH.

B nemarormyeckoil = KOMIIETEHTHOCTH  BBIJIENSIOTCS  CIEAYIOIIUME  KOMIIOHEHTBHI:
AKCHOJIOTHYECKHI, MOTUBAIIMOHHBIN, KOTHUTHBHBIN, OTIEPALlMOHHBIH, pedIiekcuBHbIH [8].

OcHOBHOI (opMOii 00yueHHUs] KJIACCUYECKOMY TaHIly SIBISETCA MPAKTUYECKOE 3aHATHE
«ypok». CylllecTBYIOT pa3JIM4HbIe TUIBI YPOKOB: coriacHO A. XyTopckoMy [7], MOXKHO BbIJIECTUTH
KOTHUTHBHBIC (TIO3HABaTEJbHBIE), KpPEaTWBHBIC (TBOPYECKHE), KOMMYHUKATHUBHBbIC (OOIICHMS),
opraestenbHOCTH. Kaxnplii W3 3THX THUIIOB BKJIIOYaeT B ceOd TBOpYECKHE 3aJaHus —
CaMOCTOSITENIbHBIE BUIBI PAa0OT, MpPEIIONararoliie BO3MOXKHBIC HAlpaBJIEHUS JESATEIbHOCTH.
ITosrydaeMblii pe3ysbTaT OTpakaeT CTENEHb TBOPUYECKOTO CAMOBBIPAYKEHUS CTYICHTOB.

B npuHnune xaxaplii ypok JOJDKEH MPEICTaBIATh TBOPYECKHUM IMPOLECC, OCHOBAHHBIM Ha
B3alMOIIOHUMAHHUU TIE€Jarora U CTyjeHTa. AHaIM3Upys JeATENbHOCTh BbIIAOLIErocs neaarora A.
BaranoBoif, MOXHO 3aME€THTb, YTO OCHOBHBIM IIPABUJIOM €€ OBbUIO IpeBpallleHUE MOBCEIHEBHOU
pabotsl B TBopuecTBO [2]. A. Ilymkun [1] ot B. IlonomapeBa BocHpHHSI yMEHUE CO3[1aBaTh Ha
ypoKe TBOpueckoe pabouee HacTpoeHue. Ero yuenuku otrmedanu, yto ypoku A. Ilymkuna
IIOMOTaJIM TIOCTUTaTh UCKYCCTBO M BJOXHOBJISUIM Ha Mouck B TBopuecTBe. H. Tapacos cuuran, uto
Ha y4eOHBIX 3aHATHSX (YpOKax) CTYAEHTHI (yYEHHKH) JOJDKHBI BBIIOJHATH KaKIO€ 3aJaHue He
TOJIBKO TEXHMYECKH TI'PaMOTHO, HO M TBOPYECKHM YBJIECYEHHO, TBOPUYECKAs WHJIUBHIYaJbHOCTb
(dbopmMHpyeTcsl B €KEAHEBHBIX JJIEMEHTAPHBIX YIPAKHEHHSX, €CIU OHHU BBIIOJIHIIOTCS YBICUYEHHO
[5]. E. BamykuH cuuTaer, YTO HWMEHHO TBOPYECKOE BJIOXHOBEHHE TIearora BIHUSET Ha
UCIIOJIHUTENICKOE MacTEPCTBO YYEHHUKOB. OH paccMaTpHBAET aKTyaJlU3aldi0 TBOPUECTBA YUCHHKA
Kak neJaroruyeckuii mpuem [3].
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KyabTypHble 1 00111eCTBEHHBbIE aCNIeKThI PA3BUTHA X0peorpaguuyecKoro HCKyccTBa

B ropojae CaparoBe

O.I1. Kpyraosa, O.H. Tuxonosa

SRCAIrt2007 @yandex.ru

npenonasatenu ['OY CIIO «CapatoBckuii 001acTHOM
KOJUIEK UCKYCCTB

Caparos, Poccust

VY Kaxa0ro peruoHa Hamield OONbIIOi CTpaHbl CBOM OOJNMK, CBOW HEMOBTOPUMBIA MYTh B
ucropun. CapaToBCKuili OaneT MMeeT CBOI OONBIIYI0 YHHKAJIbHYIO HCTOpUi0. M3ydeHue 3TOro
MaTepuaja MO3BOJSET TIJIyO)Ke IMOHATh TPYJHOCTH U CIOXKHOCTH COBPEMEHHOCTH, Y€M JKMBET
OajyeTHas ILIKOJIA CEroJHs.

MO’KHO C YBEpEHHOCTBIO CKa3aTb, YTO 3pUTENILCKMIM MHTEPEC K UCKYCCTBY TaHLA B HaIIEM
ropoJie CylecTBOBaJ 1aBHO. 3BecTHBIN nccnenoBaTelb TeaTpalbHOIO U MYy3bIKAJIbHOTO HCKYCCTBa
r. CaparoBa b.I'. Mamxopa ynomunan, uro emé B 1877-78 rr. A.E. BoponkoB chopmupoBan B
CapaTOBCKOM TpyImIe crenuaabHblil «OaneTHbli nepconam» u3 10 yenosek, a 6anermeiicrep H.. 5.
JleBencon craBui B CaparoBe mpodeccroHaIbHbIE OAJETHBIE CIIEKTAKIN C OOJIBIINM KOJUYECTBOM
y4acTHUKOB. M3BecTHO, uTo B 1928 roay B cocraBe onepHoii Tpyribl HUKHEBOKCKOTO KpaeBoro
o0beIMHEeHNs ObUT CO3/1aH OaJIeTHBIN KOJUIEKTUB U3 14 npodeccuoHanbHbIX apTUCTOB.

B 1932 rony B CaparoBe oTKpbIBaeTcsi xopeorpagpudeckoe oraeneHue npu CapaToBCKOM
TeaTpadbHOM TexHukyme. B 1936 roay B nmoctanoBke C. KeBopkoBa nmpomeén « baxuucapaiickuii
dbonTan» ¢ TporarenbHO-modTUYHON B. YpycoBoit. I'ogsl Benukoit OTedecTBEeHHO BOWHBI Ha
BpeMs IPUOCTAaHOBWIIM JlalibHElIIee pa3BuTHE Xopeorpaduyeckoit mkoisl B CapaToBe, Ipu TeaTpe
omepbl U Oajlera CyIIecTBOBaja TOJBKO Xopeorpaduueckas CTyaus (XyHAO0KECTBEHHBIN
pykoBogutens - B.T. AnameBckuii). ApTucThl 6ajieTa y4acTBOBAJIM B BBICTYIICHUSIX (POHTOBBIX
opuranx. B 1940-x rr. pemepryap OaleTHBIX CIIEKTAKJICH IMOCTOSHHO OOHOBIsICS W K 1950 r.
BKJIIOYAJI B ce€0sI U3BECTHBIE KIacCUUECKUe OaneThl.

Cosznannoe B 1961 rony CapaTtoBckoe xopeorpapuueckoe yJwIniie Jaao ClieHe MECTHOTIO
TeaTpa MHOIO HOBBIX MOJIOJBIX apTHCTOB. brarogaps TBopueckomMy coro3y Oarnermeiictepa
B. AnmameBckoro u MectHoro kommnosutopa B. KoBanésa B 60-e¢ IT. mOSBHIIOCH MPOU3BEICHUE
«leBymka u CmepTb», rae Omucrana tamantiauBas B.A. JlyopoBuna. Xopeorpaduueckas mosma
«leBymka u CmepTb» Obula moka3aHa Ha cueHe Kpemiépckoro tearpa B MockBe W MOJy4Hiia
Junnom | crenmenn Ha Bcecoro3HOM CMOTpe TMPOM3BENCHUM COBETCKHX aBTOpPOB. Bo BTOpOIif
noyioBuHe XX BeKa, HapsAQy C KJIAaCCHUYECKHMMH, MOSIBUIIMCH M JPYrHe CHEKTaKIU COBPEMEHHBIX
aBTOpoB: «OBOom» YepHona, «OHOHa 1 ABoch» PriOHMKOBa, «I oits» 'oxmana u npyrue. MoxHO
CKa3aTh, YTO HOBbIE TEHICHLUMU B OaJeTHOM HCKYCCTBE TOI'O BPEMEHU ObUIM O0OYCIOBIEHBI
BO3POCIINM HHTEPECOM MOJIOJIBIX XOpeorpadoB K IKCIIEpUMEHTAM.

CapartoBckoii xopeorpadUyecKod IIKOJIe €CTh YeM TOPAUTHCA. Y JAOCTOCHBI MOYETHOTO
3Banus «Haponnbiii aptuct Poccunm» JILA. Tenmmyc m W.I'. Cremop-Mosa. B Ttpymnme mHoro

npekpacHbix connctoB: H. Konocosa, /1. Kypeinos, 0. Tanroxuna, A. Muxees.
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Harmie commoniornveckoe uccienoBanne, KOTOPOE BEJIOCh Ha MPOTsKeHUU nBYX JeT (2011 u
2012 rr.) BBIIBWJIO psif MpoOsieM pa3BUTHUS XOpPeorpauueckoro MCKYCCTBa B pEruoHe, Mpexie
Bcero B Caparoe. MccienoBanue COCTOSUIO M3 aHKETUPOBAHHS CTYICHTOB XOpEOTpadpuuecKoro
OTJeNeHus (IIepBOM M BTOPOW CTymeHHW). BTopas 4acTe paOOThI COCTOsIa B ONMPOCAX - HHTEPBBIO
npenoaaBateneir  xopeorpaduueckoro otaenenus ['OY CIIO «COKW», s BBIABICHHS
OTHOIIICHUS TMpernojiaBaTesied K mpobdiemMaM capaToBCKOro OajieTa Ha COBPEMEHHOM JTale u
0CcOOEHHOCTEH ero pa3BUTHSI.

«Kakue mocTaHOBKM crHekTakied (Ha MPOTSHKEHWU BCEHl MCTOpUM OaJeTHOH TPYIIBI B
r. CaparoBe) Bpl cumrtaere Bwimaromumucs?» 54% pecrnmoHIEHTOB OTBeTHIN — <« Kuzenby,
«JIebequHoe 03epoy, 36 % - «baxuuncaparickuii hoHTan»,18 % Ha3Bamu apyrue O6anersl - «Crsmas
KpacaBuua», «3omnymkay, «Jlon Kuxor». CTyneHTsl crapuux KypcoB HaszbiBaiu: 37,5% - «Myxa
Loxotyxa», 25 %- «lenkynuuk», 12,5%- «Kopcap»,12,5% - «Jlaypercusm».

AOGCOTIOTHO BCE CTYAEHTHI U CTapIIUX, U MIQJAIINX KYPCOB OTMETHUIIN BBIIAIOLIYIOCS POJIb
AnameBckoro, ocHoBaressi CapaToBCKOro 00JacTHOTO YYMIIHIIA.

XapakTepHON 4YepTOW CapaTOBCKOro OajeTa CTYACHTHl MIAIIIET0 BO3pacTa CYUTAIOT TOT
¢akr, uro noctymute B COKU Ha xopeorpaduueckoe otaenenue yerde, yem B APb i MI'AX.
Crapiiiee MOKOJICHHE CTYACHTOB CUUTAET, YTO 3TO O0YCIOBIEHO cileayromuMu npuauHamu: 37,5%
- reorpaguueckuM mojoxeHueMm; 25% - mpodecCHOHATU3MOM NPENoAaBaTeIbCKOTO COCTaBa,
12,5% - 006beMOM YacoB, OTBEIEHHBIM Ha KJIACCHYCCKHI TaHEII.

«Kaxkyto ponp urpaer I'OY CIIO «COKW» B ucropuu coBpemenHoro 6anera?» Ha stor
BONPOC OONBIIMHCTBO OMPOIICHHBIX OTBETHIIM, UTO «ecld Obl HEe ObLIO XOopeorpapuveckoro
OTIENEeHUs KOJUIepka, He Obuto Obl OanmeTHOW Tpynmbl TeaTpa». 87,5% BBITYCKHUKOB OTMETHIIU
BaYKHYIO POJIb CBOETO Y4eOHOTO 3aBEJICHHS B BBIITYCKE KBATU(UILIMPOBAHHBIX apTUCTOB OajneTa

B xone ompoca - MHTEpBbIO NpenojaBaTesiell ObUIM BBISBICHBI CIIEAYIOIINE JIaHHBIE.
BonbmmHCTBO MpenoiaBaTeneil CYNTAIOT BBIIAIOIIMMICS IIOCTAHOBKH CIIEKTaKIeH (Ha MPOTSKEHUH
Bcell ucrtopuu OanetHoil Tpymmbl B T. Capatoe) «Jlebemunoe ozepo» - 70%; «loits» - 62%);
«Mackapan» -17%; «Kopcap» - 21%. A Ttakxke: «Cnsmas KpacaBuiay, «TmierHas
MpeoCTOpOXKHOCTEY, «Myxa [lokoTyxa», Tak Kak BCE pOJM B CHEKTakKJI€ HCIOJIHSIOT
oOyuatomuecs: Xopeorpadudeckoro OTAeIeHUS.

«B yem 0cOOEHHOCTH pa3BUTHS CapaTOBCKOW IIKONBI OaleTHOro McKkycctBa?» Ha atoT
BOIIPOC TeJaroru-xopeorpadpl B OCHOBHOM OTBeuanu: «B coxpaHeHMHM Tpaaulvii ¥ KaHOHOB
xopeorpaduueckoro obpazoBanus Poccum B 1enmom». 25% OTMETHIM Takylo MNpoodieMy, Kak
HEXBaTKa TaJaHTIMBBIX jered. «C Kakumu mpobieMamMu © TPYAHOCTSIMH CTaJKHUBAETCS
COBPEMEHHBIM MOJOJ0N YeNOBEK, HaYMHAIOMIMKA 3aHUMaThbcs OametoM?» 68% mpenomaBareneit
CUHMTAET, YTO ITO COLMAIIbHBIE TTPOOIeMbl, 32% - paboTa HaJ cOOOM, AUCITUTUIMHA.

Ucropust capaToBCKOW OalleTHON INKOJBI — YHHUKAJIHHOE SIBIICHHE B UCTOPUHM HE TOJBKO
peruona, Ho u Poccumn. CapaToBCckuii OaneT MPaKTUYECKH MPOIIEN BCE ITalbl HCTOPUIECKOTO
pa3BUTUS HAIEH CTpaHbl, MOBTOPUB TPYAHOCTH M yAauud Ha dToM myTH. OH COXpaHWI CBOH
TPaIUIuU, KOTOpbIe OBLIM 3aJI0KeHBI B JABaAnatoM Beke. Co3gan cBOK 0COOEHHYI atMmochepy

TaHna. Bocnuran MHOTHX TalaHTIMBBIX ApTUCTOB.
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Tpaauuum u3y4eHusi HICTOPUKO-OBLITOBOI0 TAHLA B POCCUIICKUX X0peorpadpuyecKkux

Y4eOHBbIX 3aBeIeHUAX

M.O. CesBepueBa

mar-severceva@yandex.ru

JIOLICHT Kadeapsl HapOAHO-CIICHHYECKOTO, HCTOPUKO-OBITOBOTO U COBPEMEHHOTO TaHI[A
MOCKOBCKOM rocy1apCTBEHHON akaJieMHUH Xopeorpaduu

Mocksa, Poccus

[TpodeccuonansHoe xopeorpaduueckoe obpazoBanue B Poccuu o4eHh MHOTOTPAaHHO, KaK
HU B OJJHOH cTpaHe Mupa. Pycckas mkona 6anera Hakonuia OoraTeimii MaTepuall o BCeM BUIaM
CLIEHMYECKOI0 TaHUAa M NPOJOJDKAET pa3BUBATbCS M COBEPIICHCTBOBaThCA Janblie. Kpome
KJIACCMYECKOTO0 W AYITHOTO TaHIa, NPOQHIMPYIOUUMH JUCUUIUIMHAMU SIBISIOTCS HApOIHO-
CIEHUYECKUM, NUCTOPUKO-OBITOBOM U COBpEMEHHBIN TaHIbl. HO eciin kinaccuueckuii 1 COBpEeMEHHBIN
TaHel 3a pyOeKoM H3y4yaroTcs [IOBOJBHO AKTUBHO W HWMEIOT CBOM OCOOEHHOCTH, TO TaKHe
JTUCHUILTAHBL, KaK HAPOJAHO-CIIECHUYECKUN M UCTOPUKO-OBITOBOM TaHel, K OTPOMHOMY COXaJICHUIO,
BOOOIIE OTCYTCTBYIOT WJIM UMEIOT OYCHb CKYJTHBIN BU]I.

MHe OBl XOTEJIOCh KOCHYTHCS TPAIWIUN HW3yYeHHs] HCTOPHKO-OBITOBOTO TaHIA B
poccuiickux XopeorpaduyecKkux ydeOHBIX 3aBeJeHUSIX. Bo BCceX CTpaHax mporpamMmbl OOyUeHUS B
Xxopeorpauueckux MKoJaX OPUEHTUPYIOTCS Ha pernepTyap CBOMX TeaTpoB. A MOCKOJIbKY B Poccuu
OTIepHO-0AJIETHBIN TeaTpalbHBIA perepTyap COCTOSUT U3 CHEKTakled, B OCHOBE KOTOPBIX JEXKallu
JUTEepaTypHbIE MPOU3BEACHNS Ha HCTOPUUECKHE U CKa30YHBIE CIOKETHI, OSIBUIIACH HEOOXOIUMOCTb
BBECTH B XOpEOrpapUYECKUX IIKOIAX IUCHUIUIUHY I H3YYeHHs] UCTOPUKO-OBITOBBIX TAHIICB
pa3nuuYHbIX 3MoX. Mcropuyeckuil TaHell SBISJICS 3aMeuaTeNbHBIM  CPEACTBOM  OOpa3HOM
XapaKTepUCTUKU. 3HATh U BIAACTh CTHIJIEBHIMH OCOOCHHOCTSIMH, MaHEpPOW HCIIONHEHHUS TaHIIEB,
YMEHHEM 00pallaThcsl ¢ akceccyapaMu JO0KHBI HE TOJIBKO OalleTMeCcTephl, HO U apTUCTHI Oanera.

Kpome TtOro, B muaammx Kigaccax HMMEHHO Ha HalleM IIPEAMETE YYEHUKH BIIEPBbBIC
HAaYMHAIOT 3HAKOMUTBHCS C MpaBUJIaMU CIEHUYECKOTO IOBEIEHUS, C YMEHHEM paclpeaeiarh
CIICHMYECKYIO TUIOMIAJIKY, MOJYYaroT MepBble HABBLIKM MApHOTO TaHIA, OOIICHUS C MapTHEPOM,
OCO3HAaHHOCTH JKE€CTOB, IIOBOPOTAa TOJOBBI M T.I. B H3ydaeMbIX TaHIaX pa3BHUBAEeTCSI MX
KOOPJHMHAINS, BBIPA3UTEIBHOCTh U MY3BIKAIBHOCTh. Ba)kHO, YTOOBI J€TH HE TOJBKO MPABUILHO
WCIIONHSUIM JBUXKEHHUS, a CTapaliCh BbIpaXkaTh CBOM YYBCTBA, a 3TO YyXK€ IMEPBbIE€ HABBIKU
akTépckoro macrepctBa! Ha ypokax neTu 3HaKOMSTCS C 9TUKETOM, UCTOpHEH 0aloB U KOCTIOMOB, a
TaK)Xe MY3BbIKOW Pa3HBIX BEKOB — BCE ATO BBHI3BIBAET UX OOJIBIIION HHTEPEC.

HcTopruko-ObITOBOM TaHEI SBISETCS 0COOEHHOCTBIO POCCHICKOTO XOpeorpaduyecKoro
o0Opa3oBaHMs, TaKk KaKk HM B OJIHOM CTpaHEe MHUpa HE H3ydaeTcs B TakoM oOBEMe. OH cChIrpan
OOJBIIYI0 POJb B PAa3BUTHUU HE TOJHKO OATbHOTO, HO M CIEHHMYECKOro TaHIA, TECHO CBS3aH C
OaneTamMH KJIaCCUYECKOTo HaceIusl.

B nporpammy mo MCTOPHKO-OBITOBOMY TaHIly BKJIIOYEHBI CBOM 00paslibl KJIACCHYECKOIO
Hacienusi, Takue kak «Tamenm ¢ momymkamu» u3 Oamera «Pomeo um Jlxymeerta» (xop. JL.M.

JlaBpoBckoro), «['aBot» (crieHa oxoTel) U3 Oanera «Crsmas kpacaBuia» u Pomanecka u3 Oanera
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«Paitmonma» (xop. M. [leruna), sxoce3 u3 onepsl «EBrennii Oneruny» (xop. A. I'opckoro) u ap. Ha
CErOJIHSIIHUN JIeHb TOJILKO pYyCCKas OalieTHas IIKOJa COXpaHsSeT HapoAHbIe, MPUIBOPHBIE U
CaJIOHHBIE €BPOIIECHCKHE TaHIIbl IPOIUIBIX BEKOB, €CTECTBEHHO, B CLEHHYECKOM BapuaHte. Jlaxe
MHOCTPaHHBIE CTY/CHTHI, 00yJaroIuecs B HAIlIeH akaJeMHH, C YAHBICHHUEM BIIEPBBIC 3HAKOMSITCS C
TaHIaMU, 3aPOAUBIINMHUCS Yy HUX Ha POJIUHE.

Bcee TaHumel ans u3ydeHus ObUIM THIATENBHO OTOOpaHBI MEPBBIMHU IEaroraMu STOM
OUCLMIUIMHBL, TPEJACTABUTENSAMU  JIGHUHIPAJACKOM M MOCKOBCKOM  OajeTHbIX IIKOJI —
H.I1. UBanoBckum u M.B. BacunbseBoii-PoxnectBenckoii. BeiOpanbl cambie sSipKue U XapaKTepHBIC
npeacTaBuTeNn 0ajoB  pa3NuyHbIX 3M0X. Vcropuueckue TaHIBI BOOOIIE OYEHb KPACHBBI,
Ipalio3Hbl, BEJIMYECTBEHHBI, W3bICKAHHBI M TOPKECTBEHHBI. [IpHBHBAIOT MOYTHTEIHHOCTH U
raJJaHTHOCTh B MaHepax ydalumcs. A IMoJ KaKyr CKa304YHYIO MY3bIKY MCIIOJIHSIFOTCS 3TU TaHIbI!
Ceituac, Omaromapsi TEXHHYECKOMY OOECIIEYEHHIO, TPEACTABMIIACH BO3MOXKHOCTH OCYIIECTBHTH
MEUThl HallMX MEPBBIX MpenojiaBaTesieil: TaHIeBaTh MOJI 3aMeuaTesbHbIe 00pa3lbl My3bIKAIbHBIX
MIPOU3BEICHUN B UCIIOTHEHUH OPKECTPOB.

Mbl nmpocTo He HMeeM IpaBa TepsATh Takue TaHUbl. Hackoabko pycckas MIKosa
Xxopeorpaduy OKa3bIBAaeT BIMSHHE HAa MHPOBOH OalleT B M3yYEHHH HCTOPUKO-OBITOBOTO TaHIIA,
nokaxet Bpems. Ho OaneTmeiictepsl B CBOEM TBOPUYECTBE MPOJOIKAIOT 00paIIaThCs K CTAPHHHBIM
taHuaMm. [locTaHOBIIMK «HMIET OT MY3BIKH», @ B MY3bIKE KOMIIO3UTOP BBIpaXkall YasHUS CBOETO
BpeMeHH. Xopeorpady HENPEMEHHO 3aXOuYeTcsi BBECTH JBW)KCHHUS OIpPENCNEHHBIX CTapUHHBIX
TaHIIEB, €CJIM, KOHEYHO, OH caM 3HaKoM ¢ HUMH. K coxkaneHuro, 3TOro Henb3sl cKa3aTb 000 Bcex
COBpPEMEHHBIX Oanermeiicrepax!

[Tenaroru, okoHuuBIIME Hall BY3, yBO3AT monydeHHbIE 3HaHMS [0 HALIEMY NPEIMETY B
npyrue crpanbl. B SInoHuu, Hanmpumep, pyKoOBOJIMTENM OaJeTHBIX KON Ja)K€ HE 3HajH, 4TO
CYLIECTBYET TaKOHl MpeIMeT, HO, MpUe3kasi B aKaJeMHIO Ha €KeroJHble JIETHHE MacTep-KJIacChl U
MO3HAKOMUBIINCH C OCHOBAMU HCTOPUKO-OBITOBOTO TaHIA, IPUXOAT B BOCTOPT M MPOSBISIOT K
HEMY OTPOMHBIN UHTEpPEC.

B nocnennee necstuneTue UCTOPUKO-OBITOBOM TaHEel MPUOOPEN HIMPOKYIO MOMYIISIPHOCTh U
CTaJl OYeHb MOJHBIM BO MHOTMX cTpaHaxX. B Poccun taxke mpoBonsTCs MCTOpUYECKUE Oalibl, Ha
KOTOPBIX MCIOJHSIOT CTapUHHBIE TAHIIBl Pa3HBIX 310X, OOBIYHO B MCTOPHUYECKUX KOCTIOMAaX. DTH
TaHIbl U3YYAIOTCS B PA3IMYHBIX KITY0aX M CTYAUSIX UCTOPUUYECKUX TAHIEB, HO UCKITIOYUTEIHHO Ha
colMagbHOM ypoBHE. McTOpHKO-OBITOBBIE TaHIbl B HCIOJIHEHMHM apTUCTOB Oajera — 3penulie,
HecpaBHMMOe HHU ¢ dYem! 3apyOexkHble Xxopeorpaduueckue IMIKOIbl IMOYEMY-TO YIYCKaoT
BO3MOKHOCTh NPHKOCHYTHCS K MCTOPUU OAIbHOW TaHIIEBAIbHON KYyJIbTYPHI €BPOIEHCKUX CTpaH.
Mel, B CBOIO oOuepelb, T'OTOBBI MOJEIMTHCS 3HAHUSIMM B METOAMKE MPENOJaBaHUA ATOU

AUCHUIIIIMHBI U TOTOBBI K COTPYAHHUYCCTBY.
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XynoxecTBEHHOE MACTEPCTBO PYCCKOM 0AJIeTHOM HIKOJIbI

M.C. CwuszoBa

msinfoll@yandex.ru

aciupaHT MOCKOBCKOM IrOCYJapCTBEHHOH aKkaJleMUH XOpeorpapuu
Mocksa, Poccust

MacTepcTBO NEpEBOILIONIEHUS U pabdoTa HaJl POJIbI0O APTUCTOB PYCCKOTO OalleTHOro Tearpa
copmuposanack noj BiusHueM cuctemsl K.C. CranucinaBckoro.

OTnuuuTenbHble OCOOCHHOCTH PYCCKOW OalleTHOM WIKOJBI — COYeTaHHe BHUPTYO3HOMH
TEXHUKHU, OJYXOTBOPEHHOM IUIACTUKM M apTUCTU3Ma ucnojHuTensd. CrenuanbHble JUCLUILIMHBIL
B MOCKOBCKO# TOCYIapCTBEHHOH akajaeMuu xopeorpadun GopMupyrOT UCTIONHUTENBCKUAN CTHIIb U
BKYC, pa3BUBAlOT TEXHUKY M BBIPA3UTEIBHOCTb MWCIIOJIHEHUS, KOOPAMHALUIO JBUKCHHM,
BOCIIUTBIBAIOT B OyAyIMX apTHCTax Oajera CUly M BBIHOCIMBOCTb, y4aT BBIPDAKEHHIO MBICIEH U
YYBCTB I'€pOEB, MMOKa3bIBAlOT PAa3BUTUE XapaKTEPOB IEPCOHAXEH, ydaT IUIACTUYECKH BbIPAXKATh
U PacKphIBaTh MY3BIKAIBHYIO ApamMarypruro Oanera. byaymwmii aptuct 6anera 10mKeH OBITh TOTOB
K BBIITOJHEHHIO JIFOOBIX TBOPYECKUX 3a]1au pa3HbIX KaHPOB, CTUJIEH M HalpaBJIEHUI COBPEMEHHBIX
xopeorpados.

Ha ypokax kimaccuyeckoro TaHLla BEIMKHWE IIEIarord pPYCCKOM OaneTHOM IIKOJIbI
A. T'opckuii, A. Baranosa, H.TapacoB u ap. nejeHanpaBiIeHHO paOdOTali HaJl pa3BUTHEM HE TOJBKO
TEXHUKH U BBIPA3UTEIBHOCTH HCIOJHEHUs, HO M HaJl (OPMUPOBAHHEM apTUCTHUYECKOU
MHIMBUYAIIbHOCTH OyayIIuX apTUCTOB Oajnera. TpeGoBamy OCMBICIEHHUS KaKJOT0 UCIIOJIHAEMOTO
JBYDKEHUS 7S TalibHEeIel paboThl B TeaTpe.

BbIpa3suTenbHOCT M OCMBICTIEHHE XYJO0’KECTBEHHOTO 00pa3a HEOOXOAMMO pa3BHUBATh
C MEepBBIX JeT 00yueHHs podeccun apTucTa danera.

Cuennueckasi IpakTHKa Ha CIIEHEe Y4eOHOro Tearpa M y4acTue o0ydarolmuxcs B CIEKTaKIAX
KJIACCMYECKOro Hacieaus B Tearpax (xopeorpaduss M. Iletunma, A. I'opckoro u ap.) urpaer
BAXHEHIIYI0O poJib B pa3BUTUM apTUCTU3Ma OOYyYaroIMXCi M B COXPaHEHUU HOMEPOB
KJIACCMYECKOI0 HAcJIeUs IIKOJIbI U TeaTpa.

Pycckas OaseTHass IIKOJIa COXpaHSeT JydlllMe TPAJAULUU HALUOHAIBHON KYJIBTYpPbI

1 OaJIeTHOTO TeaTpa.

IIpo6/1eMBbI TBOPYECKOI0 METOAA MbILICHUS KAK HAIIMOHAJIbHONH 0COOCHHOCTH PYCCKOM
0aJjieTMeCTEePCKOH IIKOJIbI

H.B. CokxoBukoBa

nsok47@mail.ru

KaH/]I. TICHXOJI. HayK, AoleHT CHOMpPCKOro HE3aBUCUMOTO HHCTUTYTA
Hosocubupck, Poccust

baner sBnssicss MOIIHBIM (DaKTOPOM TCHXOJIOTUYECKOTO BO3JEHCTBUS HAa (OPMHUPOBAHUE

rapMOHHUYCCKHU paSBHTOﬁ JIMYHOCTH. TaxkOBBIM OH OBII U SBIISIETICS B HaCTOAIICC BpPEM:A, B TCX
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OaJICTHBIX M TAHIIEBAIBHBIX (pOpMax, KOTOPHIE COXPAHSIIOT HAIMOHAIBHBIC TPAIUIINH, HE TOJIBKO B
WCIOJIb30BAHUN HAIMOHAIBHON JIGKCMKH M MY3bIKM, HO Olarojapsi HallMOHAIBHOMY CIOCO0Y
TBOPUYECKOTO TAHIIEBAIIBHOTO MBIIUICHUS.

Pycckas TaHueBasibHasl KyJbTypa CKJaJblBajlach BEKaMH B CJIABSHCKUX KyJIbTaxX, OblLia
MpUHATa W TepepaboTaHa XPUCTHAHCTBOM B TEPUOJ JBOEBEpHUs M, OCTaBasCh, IO CYTH,
PENUTUO3HOM, COXPAHSJIaCh B HAPOJIHBIX TPAIUIUAX. B coBeTCKuX Oanerax HalMOHAIBHBIC
TaHI[EBAIbHBIC TPAIUIIUU TIPOSBUINCH HE B OYKBAJILHOM IEPEHOCE PYCCKHUX TAHIICB Ha OaJeTHYIO
CIEHY, @ B YMEHHMHU MEPEBOJia MY3bIKAIbHBIX 3BYKOB B TaHIIEBAJIbHOE JBM)KEHHUE, OTPAKAIOIIEE
MEJIOIMYECKOE U HHTOHAITMOHHOE 00TaTCTBO COACPIKAHUS CUM(POHUIECKON MY3BIKH.

AKTyaJlbHOCTh aHaNM3a M HW3Yy4YEHUS COBPEMEHHBIX TOAXOJOB K IMPEMNOJIaBaHUIO
mucuuriuabl «VckyccTBo OanerMericrepa» B CUCTEME YU€OHBIX 3aBEICHUN KYJIbTYphl BHI3BaHA HE
TOJIBKO TPUHSATHEM HOBBIX (hefepaibHBIX TOCYIApPCTBEHHBIX O00pPa30BaTEIbHBIX CTaHAAPTOB IO
HampaBlieHUI0 «Xopeorpadudyeckoe HCKYCCTBO», HO U MPOTHBOPEUUSIMH, MPOSBISIONIMMUCS B
pe3yibTaTax 0ajJeTMENCTEPCKOM AESITEIIbHOCTH, TO €CTh B CLICHUYECKUX MMOCTAaHOBKAX.

OTH TPOTUBOPEUHS BBIABISIOT P OOMUX MPOOJIEeM B IOCTAHOBOYHOW JEATEIBHOCTH
BBIITYCKHUKOB BY30B KYJIbTYpPbl: HECOOTBETCTBUS HIEH MY3bIKaJbHON IMEPBOOCHOBE; HAPYIICHUS
3aKOHOB MY3BIKAJIbBHOW JIpaMaTypruy; HECOOTBETCTBUS METPOPUTMHYECKOM OCHOBBI MY3BIKM U
xopeorpaduueckoro TEKCTa; HECOOTBETCTBUS TEMIIO-METPUUECKOM TPHUPOILI JABUKEHUS H
MY3bIKQJIbHBIX TEMIIOB; JIOMUHAHTHOCTb OJIOYHOTO MBINIJIEHUS, C YCTOSBIIUMCS HaOOpOM
TaHIEBAJIbHBIX JBUKCHUN, HE KOPPEIUPYIOUIUXCS C WHTOHAIMOHHON cdepoil MYy3BIKH, C
PUTMHUYECKUMU U MEJIOJUYECKUMH PUCYHKAMH, CKYJHOCTBIO JETCKOI0 TaHILIEBAJIBHOIO peNepTyapa,
B LIEJIOM, HENOHUMAHUE MEIArOrn4eCKON U BOCIUTATENBHON [IEHHOCTH KJIACCUYECKUX M HAPOIHBIX
TaAHIICB.

['maBHass mpobiremMa COKphITa HE TOIBKO B OE30TBETCTBEHHONW MOCTAaHOBOYHOMU
NEeSATEIbHOCTH, B HE3HAHWU BBIMYCKHUKaMH BY30B 3aKOHOB rapMOHMM M KOMIIO3MIIMHM, HO U B
OTCYTCTBUHM y4YE€OHWUKOB MO JaHHBIM JWCIIUIUTMHAM, KOTOPOHW BIIAJICIOT €IWHUIIBI CIIEIUATUCTOB,
oOyJaBmmMXcsi y oOcHoBaTened manHoW mucuumimael — JI. JlaBpoBckoro, B. Xomskoga,
®. JlonmyxoBa, II.I'yceBa, WuHBIMH CJIOBaMH — OTCYTCTBHUE <«3aKOHOJATENbHON  0asbi»,
3a)KCUPOBAHHOTO MOHSATUITHOTO arnmapara u 00y4JaroluX METOIUK.

Bce nepeuncnennbie mpoOaeMbl B TIEPBYIO OY€peIb Pa3pyIIalOT MCUXUKY CTYJEHTOB, 3aTEM
OaJleTMEMCTepOB W WX apTHUCTOB WJIM JIETEH W YYaIIUXCs, yBJIEKas WX «piem mobammy, «IKas-
MOJepHaMK, OpeikaMH U MPOYMMH, YIUYHBIMU TaHIIAMH, BBIMTYIIEHHBIMUA Ha CIEHY, GopMmupys
IypHOBKYycHe, Omaromaps aJpeHAIMHOBOM 3aBUCHUMOCTH OT MY3BIKH, KOTOpas HECET COlMabHBIC

BHUPYCHI, OCJIA0JISIIONINE HAIMOHATBHBI HMMYHUTET.
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[IporcxoauT moamMeHa TBOPUYECKOr0 METOa HAIMOHAJIBHOTO TAHIIEBAIBHOTO MBIILJICHUS Ha
HEMOTHUBHPOBAHHOE «KOCHOSI3bIYHOE)» CaMOBBIpa)KEHHE, HAHOCSALIEE yAaphbl HE TOJIBKO IO JAETCKON
NICUXWUKE, a WMEHHO II0 HAI[MOHAIBHOMY IICUXOTHILY IIOJPOCTKOB M MOJOJIEKH, (hopMupys
«SIHBIYapPCTBOY», MACIITA0bl Pa3pyIICHUs HALMOHAIBLHON KYJIbTYPHl U, B YaCTHOCTH, TaHLIEBAJIbHOU
KYJIbTYpbl CKJIAJbIBAlOTCS B OJHY OOIIYI0 IICHXOJOTHYECKYI0 MpoOJeMy — HalMOHAIBHOM

CaMOJIMKBHU Al H.

Poccuiickoe oOpa3zoBanne B 00J1aCTH HCKYCCTBA 0ajieTa B COBpeMEHHOM MHpe

(1a npumepe CapaToBCKOro 06,1aCTHOT0 KOJUIENKA HCKYCCTB)

JLLA. Teanyc

SRCATrt2007 @yandex.ru

HapoJiHas apTucTka Poccun,

XyJI0KECTBEHHBIN PYKOBOIUTEh

'OV CIIO «CapatoBckuii 001aCTHON KOJUIEIK UCKYCCTB
Caparos, Poccus

Lenp ncciieoBaHusl CBOJUTCS K aHAIM3y OCOOCHHOCTEH Xopeorpaduyeckoro oOpa3oBaHus,
BBISIBJICHUIO €I'0 OCHOBHBIX HpO6J'IeM n TeHI[CHIII/II\/JI. K 3aJadyaM pa6OTBI MOXHO OTHECTH:

- aHanw3 crenu(UKY MPETOAaBaHus KIACCUIECKOTO TaHIIa,

- u3yueHHe ocoOeHHocTell MpodeccHoHAILHOrO Xopeorpaduuyeckoro o0Opa3oBaHHs B
KOHTEKCTE POCCHICKUX HAIMOHATBHBIX TPAIHIIHIA;

- WCCIIEZIOBAaHWE peau3alliil KOHIETINU TIeJaroTUKN KJIACCHYECKOTO TaHIla Ha TpuMepe
CapaToBcKOro 00JaCTHOTO KOJIEKa UCKYCCTB.

Llenp wuccnenoBaHMs MPOAMKTOBAHA AKTYyaJlbHOCTBIO HU3YYEHHMsI XOpeorpapuueckoro
00pa3oBaHMs B IMHAMHYECKOM Pa3BUTHUH, 0COOEHHO B 21 Beke, KOI/la OHO cTano BOMpaTh B cebds
AOCTHIXKCHUSA PA3JIMYHBIX HAYK — HUCTOPUHU HUCKYCCTB, ICHUXOJIOTHU HMCKYCCTBAa MU TBOpPYECTBA MU T.H.
MopepHu3aius CUCTEMBI Xopeorpaduueckoro oOpa3oBaHUsS HEBO3MOXKHA 0€3 MPAKTUYECKOTO H
TEOPETUYECKOTO M3y4YeHHMsI Xopeorpaduueckoro Hacienus. Xopeorpaduyeckoe obOpazoBaHHE
JOJDKHO TPOTHO3MPOBATh TPOLIECCHl Pa3BUTUSL OTEYECTBEHHOW M MHPOBOW TaHIEBAJbHOU
KynbTypbl. BHeapeHue MuUPOBBIX 00pa30BaTelIbHBIX CTAaHJAPTOB B OTEUECTBEHHYIO CHCTEMY
0aneTHOT0 00pa30BaHUsI MOXET HECTH yrpo3y pa3MbIBaHUSI TPAHUIl MEXIY MPOQecCHOHATHHBIM
00pa3oBaHMEM U CAMOJIESATEILHOCTBIO.

B noknazne paccmarpuBaroTcsi OCOOCHHOCTH CTAHOBIICHHSI M Pa3BUTHUS XOpeorpaduueckoro
obpaszoBanus B Poccum Ha mpuMepe Beaymux OajeTHBIX IIKOJ — MOCKOBCKasi TOCYIapCTBEHHAs

akamemusi xopeorpaduu, Axamemus Pycckoro Gamera mm. A.fl. BaraHoBoi, m Kak oTaenIbHas
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cocrapisironasi — CapaToBckoe xopeorpaduueckoe yummiuiie (HbIHE — xopeorpaduueckoe
otaeneHre CapaToBCKOro 001acTHOTO KOJIIEKA UCKYCCTB).

OCHOBHOW MBICIIBIO JIOKJIa/la SIBJIIETCSI COXPAaHEHHE HEPa3phIBHOCTU CBS3U Y4EOHOTO
3aBelieHus U «0a30BoI» OalleTHOM TPYIIIbI, YTO SBISETCS OCHOBOM MOJATOTOBKU apTUCTOB Oajera B
POCCUICKOH crcTeMe Xopeorpaduyeckoro 00pa3oBaHus.

3a70roM COXpaHEHHUs] POCCUHCKOM CHCTEMBI MNPOPECCHOHATBHOTO XOpeorpapuuecKoro
o0pa3oBaHMs  SIBIISICTCSI OpPUEHTAlMs Ha  BBICOKONPO(MECCHOHATBHOE BIAJCHUE  IIKOJIOH
KJIACCMYECKOI0 TaHI[a U 3HaHHE 00pa30B KIACCUYECKOT0 HACTIEAUS.

B nemsix coxpanenus u pa3BuTHs 00pazoBaHus B cepe xopeorpadguu HeoOX0AMMO 0OpaTUTh
BHUMAaHHE Ha PEIICHHE CIIETYIONINX BOIPOCOB:

- BBIABJICHHE XYJOKECTBEHHO OJApEHHBIX JETeH M MOJOJSKH, a Takke oOecredeHne
COOTBETCTBYIOIIUX YCJIOBUM I UX 00pa30BaHUs U TBOPUECKOTO PA3BUTHS;

- MpUBJICUEHUE TBOPUECKHUX KaApPOB B cepe KyabTyphl UM HCKycCTBa g PabOTHI C
OJTapEHHBIMU JIETHMH;

- mpo0JieMa COXpaHEeHUs] KOHTHHT€HTA;

- IyXOBHO-HPABCTBEHHOE Pa3BUTHE OOYYAIOMIMXCS U OKa3aHUE MOMOIIU B MX COIMAIBLHOU
aJlanTanuu;

- COXpaHEHWE KIIACCHYECKUX TEHJCHIMI B TIOATOTOBKE CIICIUAIMCTOB W BOCIUTAHHE
yBaXKeHHsI K Ipodeccui;

- MOJArOTOBKAa  CHEIHMAJIMCTOB, YMEIOIIUX  CaMOCTOATENBHO  ONpEAeHsATh  3aJlauu
po¢eCCHOHATBHOTO ¥ IMYHOCTHOTO PAa3BUTHS.

['maBHBIM KpUTEpUEM U TOKa3aTeJeM TPOIYKTHBHOCTH Y4eOHOro Tmporecca ocTaéres
MPaKTHKa, BO MHOTOM 3aBUCSIIAsl OT TBOPUYECKUX CBS3EH C TeaTPAIbHBIMU YUpexkaAeHUsIMH (Oa3amu
npo¢eCCHOHATLHON MPAKTUKH), UX PENEePTyapHOH MOIUTHKY.

Heo6xoauMbpIM ycIOBHEM NOJATOTOBKM KOHKYPEHTOCIIOCOOHOTO apTUCTa Oajera sBiseTcs
paciiperre MHGOPMAaTUBHOTO Juarna3oHa ¥ TpeOOBaHHUM K mporpamMmmam OOy4eHHs, MOBBIIICHUE
TpeOOBaHUH K 001l dpyanuiiuu 1 HOPMUPOBAHHE MHINBUAYATHBIX YE€PT JIUIHOCTH.

B mporuiecce o0yuenus Oynymiero aptucra 6anera HeoOX0AUMO OOpallleHHe K COBPEMEHHBIM
bopmam xopeorpagpuuecKkoro UCKycCTBa — T€ATPATU30BAHHBIM, )KaHPOBBIM, CHHTETHUECKUM.

Hauano popmupoBanus cucremsl xopeorpadpuueckoro oopazoBanus B CapaToBe OTHOCUTCS K
cepeanHe 30-X TOAOB U CBA3aHO C JEATEIBHOCTHIO XOpeorpaduyeckoil CTyIuu, OpraHu30BaHHON
6anermeiicrepom C.H. KeBopkoBbiM npu TeaTpasbHOM y4MiHILE. YCHIMSIMH 3aCITy>KEHHOTO
aptucrta Poccuu B.T. Anamesckoro B 1960 roay 6su10 oTkpeiTo CaparoBckoe xopeorpaduueckoe
yunnuiie (HpiHe — CapaTOBCKUI 00JIaCTHOM KOJUIEK MCKYCCTB), MEPBBIMU MeAaroraMu KOTOPOTO

CTaM apTUCTHI TeaTpa omnepel W Oamera — HapoaHas aptuctka PCOCP B.A. ]JlyOpoBuHa,
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3aciyxeHHas aptuctka PCOCP B.A. YpycoBa, H.A. MakcumoBa (ydenunia A.Sl. Baranosoit) u
IpyrHe.

OCHOBHBIMU HANPABICHUSIMH JIEATEIHPHOCTH YYeOHOTO 3aBEACHHS B HACTOSIIEE BPEMS
ABIIAIOTCS: OOpa3oBaTenbHasi, METOJUYECKasl, KOHIIEPTHO-TBOpUYECKas, MpodopreHTalnOHHAS
pabora.

OOpa3zoBarenbHasi JEATEIBHOCTh B KOJUIGXKE  OCYIIECTBISETCS B COOTBETCTBUHU
C COBPEMCHHBIMU TPEOOBAHHIMH, B YUCIIE KOTOPBIX: YCHUJICHHEC BHHUMAHHUS K JIMYHOCTH YUCHHKA
U Pa3BUTHUIO €T0 CIOCOOHOCTEH, OpHUeHTalusi OOyuyeHHs Ha MaKCHUMAaJbHBIM Y4eT BO3PAacCTHBIX U
MHIUBUAYAIBHBIX OCOOCHHOCTEH Kaxaoro yuamierocs. OnHo#N U3 cOBpeMeHHBIX (POpM TBOPUECKOMH
camMopeali3allii CTYJEHTOB SIBJIIETCS YydacTHE€ B MNPOPEeCcCHOHAIbHBIX KOHKypcax. Cpenu
KOHKYPCHBIX JTOCTHKEHHH MOCIEIHUX JIET — 3BaHUE JaypeaToB M JAUILIOMAHTOB MexXTyHapOIHbBIX
xopeorpaduueckux opymos «TanueBanbublii Onumny» B bepnune, MexayHapogHoro 0ajieTHOTO
dectuBans «DANCE OPEN», X MockoBckoro MexaIyHapoJHOTO KOHKypca apTHUCTOB Oainera,
«YOUTH AMERICA GRAND PRIX», MexnyHnapoaHoro 6ajgeTHoro koHkypca «Vaganova Prixy,
MexnyHapoaHOTO  (ecTHBAJII  KJIacCHYeCKoro u  coBpeMeHHoro TaHia «ALGARVEY,
MexnynaponHoro  ¢dectuBans  Monoabix — ucnonHuTenedr  «Cowo3  TaimaHtoB  Poccumy,
MexnyHaponHoro OanetHoro koHkypca «IIpu3z Apabeck», JlenbGuACKUX MOJOAEKHBIX HUIP
Poccun u T.4.

MopepHauzaius po@ecCHOHATBHOTO Xopeorpaduueckoro oOpa3oBaHusi OyJIeT BO3MOXKHA
TOJIBKO IIyTE€M PEICHUS CIEeNYIOIUX 3aa4:

- COXpaHEHHME M pa3BUTHE YHUKAIbHOM CHCTEMBI HEMPEpPhIBHOIO XOpeorpaduueckoro
o0Opa30BaHMsl, HE UMEIOIIEH aHaJIOroOB B MUPOBOM 00pa30BaTeIbHOM IPOCTPAHCTBE;

- BbIpa0OTKa 0OoJiee YETKONW TOCYIapCTBEHHOW TMOJUTHKA U HOPMATHBHO-TIPABOBOTO
perynupoBanus B cpepe 6aneTHOro 00pazoBaHus;

- pelnieHrne mpooOiieMbl MO0 OCBOOOXKACHHUIO OT MPU3bIBa HA BOCHHYIO CIIYXOY JTUI], UMEIOIINUX
npodeccuoHabHOE Xopeorpaduueckoe 00pa3oBaHue;

- OKa3aHHe TOCYAapCTBEHHOM MOIIEPKKH OJapEHHBIM JIETSAM U MOJIOJIBIM CTIEITHATICTAM;

- COBEpIIEHCTBOBAHHE CHUCTEMBI MOATOTOBKH U MEPETOATOTOBKH KaJpOB 00pa30BaTEIbHBIX
yupexaeHu Xxopeorpadudaeckoro mpodus;

- pa3BUTHE MaTEPHUATHHO-TEXHUIECKOHN 0a3bl XOpeorpaPuIeCKUX YIUITHIIL.

[IpeobOpazoBanusi, KOTOpPHIE MPOUCXOIAT B COBPEMEHHOM XOpeorpapuyeckoM oOpa3OBaHHH,
JOJKHBI OCYIIIECTBIISITECS. B OPTaHMYHOM €IWHCTBE HOBOTO coJepkKaHus U (opM opraHu3aiuu
00pa3oBaTeNnpHOTO Mpollecca, 00Pa30BaTENbHBIX TEXHOJIOTUH U POPM OIICHKH KauecTBa 0O0pa3oBaHUs,

npu Oepe’KHOM OTHOILLIEHUH K TPAIUIIMSIM POCCUUCKOr0 00pa3oBaHUsl.
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KJIACCHYECKOE HACJIEAUE B XOPEOI'PAONYECKOM OBPA3OBAHUU

K HCTOPUHU BOSBHUKHOBCHUA yqeﬁﬂoﬁ JUCHUILINHBI «Kj1accuueckoe Hacjaeane u penepryap

0aJIeTHOI 0 TeaTpay

IO.I1. Bypaaka

juriyb@mail.ru

3aciyKeHHbIN apTUCT Poccuiickon Denepanuu,
npodeccop kadeapsl xopeorpaduu U OaIETOBEICHUS
MOCKOBCKO# rocyJapCTBEHHOHN aKaJieMUH Xopeorpapuu
MockBa, Poccus

[Mpodeccrnonansuoe xopeorpadudeckoe uckyccTBo IleTrepOypra u MockBel 10 Havanma XX
BEKa HE MMEJI0 HayYHO-METOANYeCcKOli oOpazoBaTenbHOU 6a3bl. B X1X Beke nepBbIM HHUIIMATOPOM
MOJrOTOBKM Yy4eOHBIX HPOrpaMM B MMIIEPATOPCKUX TeaTpaibHbIX Ikonax crain B.M. Cremanos.
3acnyra CtenaHoBa COCTOsUIa B TOM, YTO OH IEPBBIM U3 PYCCKHMX TAHLOBIIMKOB Hadajl U3y4yaTh
TEOpUI0 TaHIA, HACJEAME BEIMKUX MHOCTPAHHBIX MacTtepoB mnpouwuioro. I[lapamiensHo ¢
npenonaBaneM «Teopun 3anucu TaHueB» CTenmaHoB pa3padaTblBaeT M HEPBYIO PYCCKYIO
obpa3oBaTenbHyl0 mnporpammy — «lIporpammy 3aHATUH OaJeTHBIMM TaHIAMHU C [PUMEPHBIM
pacnpeziesieHueM y4yeOHOro Marepuaja Ha CEMb OTENIOB, IO CTENEHH TPYIHOCTH U CIOKHOCTH
ux». Cucrema B.M.CtenaHoBa mociyxmuia OCHOBOM IUIOAOTBOpHBIM ombiTaM A.A. I'opckoro u
H.I'. CepreeBa, u4TO MNpPHHECIO HECOMHEHHYIO IOJIb3y MCKYCCTBY Xopeorpaduu. TaHIbsl u
cnekrakinu XIX Beka, 3annucannele H.I'. CepreeBbiM n ero nomomuukamu — A.M. YekpeIruHeIM 1
B. PaxmanoBsiM 110 cucteme B.M. CrenanoBa — A.A. 'opckoro, ceroHsi 0CTaloTcs €IMHCTBEHHBIM
HMCTOYHUKOM Xopeorpaduuecknx mnomHHUKOB XIX Beka. B XX Beke OHU OKa3aIHCh
BOCTPEOOBAHHBIMU Ul PEKOHCTPYKLUI HCTOpPUYECKHUX OaJleToB M BBEAECHUS B MPOrpamMMmy
o0y4yeHMs BBICHIMX Y4eOHBIX 3aBeJEHHH TakoW AuMcUUIUIMHBI, Kak «Kiaccudeckoe Hacieaue U
penepTyap 6aneTHOro TeaTpar.

B ycraBe (1888 r.) Mmmepatopckoro IlerepOyprckoro TeaTpajlbHOTO YUWIIHUINA €CTh
YIIOMUHAHUS O JUCLUIUIMHE, KOTOpas paccMaTpuUBaeTCsi HaMM B MCTOPUYECKOM AaCIEKTE —
«Knaccuueckoe Hacimenue M penepryap OaJeTHOTO TeaTpa». BocmuTaHHHMKAaM NpenojaBaliuch
«baneTHble», OallbHbIE U XapaKTepHbIE TAaHIIbl, MUMHUKA, a TaK)K€ MHTEPECYIOUINIl HAC MpeIMeT —
ucrojiHeHUe OaneToB M JUMBEPTHUCMEHTOB. YcraB IleTepOyprckoro TeaTpajabHOTO YUMIIMINA
nononusics v pacmupsuics B 1890-m u 1900 rogax u ocraBajics 0 CyTH HEM3MEHHBIM BILIOTH 10
1917 rona. OcHoBHbIe nosiokeHHs Y cTaBa [leTepOyprckoro TeaTpaibHOTO YUMIIUIIA OBLITH CXO0XKH C
MoJIOKeHUAMU MockoBckoil TearpasibHO# 1mkoibl. Ecnu [letepOypr monb3oBancss HHHOBALUSMU
B.U. CrenanoBa, pa3paboTraBiiero MeTogu4eckyio nporpammy B 1895 roay, To Mocksa, yxe B XX
CTOJIETUH, CMOTJIa CHMMETPHUYHO OTBETUTh METOAMUYECKON MPOrpaMMoi 00YUEHHUs KIACCHUECKOMY
tanity B.JI. TuxomupoBa (1923 r1.), KOTOpas cTaja BaXHBIM IIaroM B TPo(hecCHOHATLHOM

MMOATOTOBKE OYIYIINX apTUCTOB Oayiera.
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B Jlenunrpane B 1928 roay Beimyckaetcst Opomrtopa moj peaakuuend .M. ComnepTuHckoro
«Y4eOHbII TaH MW mporpaMMmbl JIGHMHIpaJICKOro TroCyAapCTBEHHOTO Xopeorpaduueckoro
TEXHUKYMa», B KOTOpOH MyOIMKyeTcs Mporpamma KJIaCCHUYECKOrO TaHLA ¢ §-JIETHUM KypcoM
00y4eHHs KJIACCHYECKOMY TaHIly. ABTOPBI CHCTEMATHU3HPYIOT YIPAXKHEHUS U KPATKO OUYEPUUBAIOT
3a/1ayd KOKJIOTO Toja OOyYeHHs Ha HOBOM JTare pa3BuTHs ImKoJbl. B 1933-1934 romax B
Jlenunrpanckom  ['ocymapctBenHoMm — XxopeorpaduueckoM TtexHukyme (JITXT) cosmatorcs
IIPOrpaMMbl 10 BCEM CHELHUAIbHBIM IPAKTHUYECKUM IpeaMeTamM. B 3Tu roasl poskparorcs
IIPOrpaMMbl CIIEHUAIbHBIX TUCHUIUIMH, MaTepual KOTOPBIX CTAHOBUTCA 0a30d g pabOThI BCEX
xopeorpaduueckux ydeOHbx 3aBenenuit CCCP, a mosmHee W 3apyOexHbIX. B srtom psmy —
ocHoBormoaraomuii  Tpya A.S. Baranopoit «OcHOBBI Kiaccudeckoro TaHia» (1934 r.) u
paspaborannas M.®. PomanoBoii, E.A. CuerkoBoii-BeuecnoBoit m H.M. PuBa «lIporpamma
KJIACCUYECKOI'0 TaHIa.

C 1933-34 yuebnoro roma B JII'XT crpykrypupyercs 3-Uil Kypc HCIOIHUTEIHCKOTO
OTJIEJICHHUS, TIO3BOJISIONINI (POPMUPOBATH TAHIIOBIIMKOB HOBOT'O MOKOJIEHHUS, JIJIsl KOTOPBIX TaHEI] U
aKTEPCKOE MCKYCCTBO — HEPa3pbIBHBIE YACTU €IUHOrO 1enoro. OcoOblil HHTEPEC B CBSI3U C 3TUM
npencraBisitoT «lIporpaMMa mo M3y4eHMIO TaHUEBAIbHBIX MApPTHHM KJIACCUYECKOIO U TEKYLIETro
penepryapa» (cocraBnenHas A.fl. Baranosoii, B.I. [Tonomapessim u b.B. I1laBpoBbIiM) — npoo0Opa3
cOBpeMeHHOM AucuuIUInHbl «Kiaccuueckoe Hacienue W pernepryap OaleTHOro TeaTpay, a Takke
«[Inan-nporpamma mo Kypcy 3anucy TaHUEBAIbHBIX JBM)KEHUI» (cocraBieHHas B. Tomcon). B
pe3ysbTaTe CO3JaeTcsl HOBBIM Kypc, MaTepuai JUlsl U3y4eHMsI Ha Kypce ONyOJIMKOBaH B IE€pEeuHe
HOMEpOB M3 OaJeToB W OTIENbHBIX HOMEpax (COJbHBIX MM aHCaMOJIEBBIX), IOCTaBIIEHHBIX
OaneTMeiicTepaMM MPONUIOr0 U HACTOSAIIET0 Ha OCHOBE KJIACCHMYECKOI'O M XapaKTepHOTO TAHIIEB.
bnarogaps ycunusm Benyumx nestenedt xopeorpadpuu — A.S. Baranosoii, B.M. Ilonomapésa,
b.B. [laBpoBa, A.M. Yekpbiruna — B KoHIe 30-X roJ0B B KOHTEKCTE Kypca IO H3yYEHHUIO
TaHIIEBAJIbHBIX NapTHil ObUla BIEpBbIE NMPUMEHEHA CHUCTEMAa TaK HAa3bIBAEMBIX MEXIIPEIMETHBIX
CBsI3eH, CBA3aHHAs C HCIOJb30BAHMEM OIbITa OOpA3LOB KJIACCHUECKOTO Hacleaus, HCTOpHen
Oanmeta, a TaKKe C BOIPOCAMU AaKTEPCKOIO MAacTepCTBA, MAaHTOMHMBI, AaHAJIN30M OaleTHOIo
CHEKTaKJIs, XapaKTEPHOTO U HCTOPUKO-OBITOBOIO TAHIIEB.

[TpooGpazom coBpemeHHoll aucuuiuiHbl «Knaccuyeckoe Hacneawe W penepryap
OaneTHOro Tearpa» B y4eOHOM IUIaHE 3aHATHH MO CHEIMAJIbHBIM JUcuUIUIMHAM 10 1941 rona
ocraBaack «TaHneBanbHas auTeparypay, kotopas m3ydanachk Ha III kypce Hapsaay ¢ «AHamu3oM
OaleTHOro CHEKTaKjs», HCTOpued TeaTpa, HCTOpued Oanera, MaHTOMMMOM, MY3bIKaJIbHON
KyJIbTypod. YUeOHbIH MJIaH MeJaroru4eckoro OTAEJeHUs IMpeanosaral n3ydeHue 3alucy TaHIIEeB,
aHan3 0aJeTHOrO CHEKTAKIIS.

B 1946 rony, noutu cpa3y no okoH4anuu Benukoit OTeuecTBEHHOW BOWHBI, B MOCKBE, B
l'ocynapcTBeHHOM MHCTUTYTE TeaTpaibHOro wuckyccrsa um. A.B. Jlynauwapckoro (I'MTUC)
ocHoBaHa Kadenpa xopeorpaguu, KOTOPOH MHOTHE TOJbl 3aBeOBall BBINAIOIIMNICA PYCCKUH
xopeorpad P.B. 3axapoB. Dta kadenpa nama crapT BeICHIEMY O0Opa3oBaHHMIO OaleTMEHCTEpOB-
MOCTaHOBIIMKOB M B Poccum, 1 B Mupe. B 1946 romy Obuto OpraHu3oBaHO OaneTMeMCTEpCKoe

otneneHue, a B 1958-m — otnenenue nenaroroB xopeorpadun. B mporpamMmmy oOydeHus: Hapsay ¢
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TEOPETUYECKUMH IUCUUIUIMHAMU BOIIEN ¥ HOBBIM KypC MO HM3Y4YEHHIO OOpa3IOB KJIACCHUYECKOTO
Hacinenusi. Benen 3a MockBoii B 1962 romy npu JIeHHHrpajackoil KOHCEpBATOPUHU OTKPBIBAETCA
Oanermeiicrepckuil pakynprer. M3ydeHne KIacCHUecKoro Hacleaus MoIpa3ieisuioch Ha 4 pasjena:
HaclleIne KJIACCHYECKOTo TaHIIA, XapaKTePHOI'O TaHIA, MCTOPUKO-OBITOBOIO TAaHLA U U3yYCHHE
OaneToB coBeTckux xopeorpadoB. Hacnenue kiaaccuueckoro TaHia mnpemnojiaBaia apTUCTKa Oanera
Teatpa omeper m Oamera uM. C.M. KupoBa B T.B. basunesckas-bysHoBckas — 3HaTOK
kiaccuueckoro Hacnenus. [locne @.B. JlomyxoBa, HauuHas ¢ 1966 roga, orneneHue BO3TIABUI
IL.A. I'yceB, noznnee — H.A. Joarymus, I'.'T. KomneBa. VcTuHHbBIE XpaHUTENU KIACCHUECKOIO
Hacjaeaus, OHM IepeJaBajld M IEpPelaroT MIEAEBPbl MAacTE€pOB MPOLUIOr0 MOCIEAYIOIINM
MTOKOJIEHUSM MOJIOJBIX XYJ0KHUKOB.

B 1987 rony B MockBe Ha 6a3e MOCKOBCKOTO TOCYAapCTBEHHOTO Xopeorpaduueckoro
yummma co3gaercsi MOCKOBCKHE TOCylapcTBEHHBIH Xopeorpaduueckuit umucTHTYT. Cpenn
CHeIHAbHBIX AUCHUILIMH BUIHOE MECTO 3aHUMAeT U HOBasl MPOPECCHOHANIBHO OPUEHTHPOBAHHAS
muciuminHa «Kmaccnueckoe nHacnmeauwe». PaspaboTka mepBoil mporpammbl M IpenojaBaHHe
JUCLUILIMHBI OBLIIO Opy4YeHo Bblaatonieiics 6anepune M.B. KongparseBoii.

Takum 00pa3zom, KpyIMHEHIIIHE CIIENHUATNCTEI ETepOYPrcKO U MOCKOBCKOM IIKOJI BHECIH
HEOLICHUMBIN BKJIaJ B MCTOPUIO OTEYECTBEHHOTO M MHPOBOrO Oajnera: CBOMMH 3HAHUSMU U
METOJIMYECKUMH pa3paboTKaMu OHHM pa3BUBaJIM U COBEPILICHCTBOBAIM XOpeorpadpuieckoe
oOpa3oBaHue, HAYIHO 0GOPMIISS TPAKTUICCKHH OIBIT. HOBBIME pOCCHIICKUMU 00pa30BaTEIIbHBIMU
CTaHJapTaMU B 00JIaCTU XopeorpaguuecKkoro UCKyccTBa MpeaycMaTpuBaeTcs mocae0BaTelbHas U
MHTEHCUBHAas padoTa 1Mo 00OTaleHno IPaKTHYECKOH U TeopeTHUecKoi 6a3 yuyeOHBIX MporpamMm u

BBIpa6OTKC peKOMeH,Z[aI_II/Iﬁ TCAaTpaJIbHOTO periepTyapa B 00JIaCTH KIIACCHYECKOT0 HacCJICaus.

PexkoHCTPYKIHMSA HCTOPHYECKOI0 TAHIIA B COBPEMEHHOM Xopeorpaduyeckom

U MY3bIKAJIbHOM 00pa30BaHMU

H.B. KaiiganoBckasi
natalia.kaidanovskaya@gmail.com
npernojasaresb MOCKOBCKOW rOCY1apCTBEHHOM
koHcepBaTtopuu uM. [1.1.YaiikoBckoro
MockBa, Poccus

OrnpeneneHne HCTOPUYECKOTO TaHIIA KaK €BPOIEHCKOro TaHIa OT CPEAHEBEKOBBS O HaJalla
20 Bexa. HenmaBHee mpouuioe: MHTEPEC MY3BIKAHTOB K ayTEHTUYHOMY HCIIOJHEHHIO CTapUHHON
MY3BIKH U K TaHLEBAJIbHBIM TpakTaraM. [Ipurnamenne B MOCKOBCKYI0 KOHCEPBATOPHUIO OAHOIO U3
PEKOHCTPYKTOpOB  ucTtopuueckoro TaHma IOprena Ilpanme, a Takke IIOCEIIEHHUE WM
6anetmeiicrepckoii kapenpsl T UTHUCa. Hacrosiee: OypHbIii HHTEpeC K UICTOPUUECKOMY TaHILY 110
MepBOUCTOYHUKAM y Henpodeccuonanos B Poccun. bonee cra ctynuit B pa3HbIx Topogax Poccun.

Acconuanysi ICTOPHYECKOTO TaHIa, (PeCTUBAIH U MACTEP-KIACChl C MPUIJIAIIEHUEM E€BPOIIEHCKUX
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U aMEpUKAHCKHX PEKOHCTPYKTOPOB, YCTPOMCTBO 0ajoB MO TeMaM W IO 3IO0XaM, IOLINB
ucrtopuyecknx KoctiomoB. Ilocemenue ©OanoB u Mactep-kiaccoB B EBpome. IlepeBojsl
MaHYCKPHUIITOB, AHTJIOS3BIYHBIX HCCIICIOBAHUN, CO3/JTaHIE YICOHUKOB.

Uctopuueckuii Taneln B EBpone u €BpoOIEHCKHE MacTepa pEeKOHCTpyKuud. Heckonbko
noptperoB. ColuanbHbIl BOMPOC COLMAIbHBIX TaHleB. OTCyTCTBHE HMHTEpeca Yy OalleTHBIX
po¢heCCUOHAIOB.

KoncepBaropuu EBporbl ¢ mpenogaBaHueM HCTOPUYECKOTO TaHIA MO NEPBOMCTOYHUKAM.
[Toe3nkn CTyIEHTOB M AaCHUMPAaHTOB HA MACTEP-KJIACChl IO AYTEHTHYHOMY MCIIOJHEHHUIO Ha
HMCTOPUYECKUX HMHCTPYMEHTAX U TaHLIEBAJIbHbIE MACTEP-KIACChl OJHOBPEMEHHO C HUMH.

[lepeuucnenve u paszzaeincHUE MEPBOUCTOUHUKOB. DJmoxa 0apokko — Haubojee Oiu3Koe
CONPUKOCHOBEHHE OabHOTO W npodeccroHanbHOTO TaHma. OT 0apokko K mmyaHTtaMm. TpymaHOCTH
0apoyHOrO TaHIA s Henpo(deCCHOHAJIOB, OTCYTCTBHE IOATOTOBICHHOTO Tena. TpYyIHOCTH
06apouHOro TaHua A NIpohecCHOHAIOB, Jpyras KOOPAUHAIMS U MOCIEA0BAaTEeIbHOCTh ABUKCHUN.
[IpeemcTBEHHOCTD yuHTenel oT bomana 10 HamKMX JHEH.

OTtcyTCcTBUE CTHIISI B COBPEMEHHOM KJIACCHUYECKOM TaHIIE, BEPHEE, TMHMHACTUYECKUM CTUJTb.
[Tozummu HOr M pyk ot bomana no Hamumx aHei. OmpeneneHue CTHIICH TaHIA HAa MpUMEpax
komnozunun llekypa, bypnonswisa, Ileppo, Iletuna m @Poxuna. Purmuueckue M TEMIIOBBIE
pacxoxaenus. CTuib U 1maru 0albHBIX TaHIIEB BO BpeMeHa 3Tux OanermeiicrepoB. Heo6xoauMocThb
WX U3YYECHHUS.

Macrepa TanneB ot CpeaHeBekoBbsi 0 boimiana m ux TpakTaThl. TaHIIbI, MOCBSIICHHBIC
CHWJIBHBIM Mupa cero. Ilepeuncnenue maroB u TprokoB. Korna u rae aenanu TprOKHU, €CIIU X HET B
ONMCaHHBIX TaHUax. [{upkaun m Ta”HnoOpbl. TaHIOPBI U KOMEAUaHThl. TaHel U JBUKEHUE 3BE31 U
maHeT. OCMBICIIEHUE TIaTOB U IBIKEHUN U WX HAMOJHEHHOCTh. CTOUT JIM STOMY YUYUTHCS?

OnbIT IpenojaBaHusi ICTOPUIECKOTO TaHIla B MOCKOBCKOM KoHcepBaTopuu U LleHTpanbHOM

My3bIKaJ'ILH01>i IIKOJIC.

Iyt coxpaneHusi ”HGOPMALUK O KJIACCHYECKOM HACJICAUHN

O.B. Kupnuyenkosa

olyaballet@mail.ru

apructka 6anera Cankr-IleTepOyprckoro rocy1apcTBEHHOTO
TeaTpa O6aneta um. JI.B. fIko6cona

Cankr-IlerepOypr, Poccus

1. Uctoku muckyccuii mo mpoOiemMe COXpaHHOCTH Kiaccuuyeckoro Hacneaus. Crnopsl o
KJIACCMYECKOM HAcleAWH cpelr MpodeCcCHOHATIOB HE 3aTHXAIOT YXKe MPAKTUYECKH BEK. DIoxa,
0003HaUeHHAas paauKadbHbIM 1917-M romoM, cTaBuja BOMPOC PEIIUTENBHO: «BBITh WM HE OBITH
meaeBpaM  uMmImepatopckoro  Oamera?»  Jlestenu  OanmeTHOTO TeaTpa NpPHU  MOJJEPIKKE

A.B. JIyHauapckoro 3TOT BOIPOC CHSJIM, OTCTOSIB IVIAaBHBIE ILIEAEBPBHI.
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BriocnenctBum crano O4yeBUAHBIM, YTO OalleThl KIACCHUECKOro HacleAus Henu30exKHO
MEHSIOTCS BMECTE CO BpeMeHeM. Bcren 3a 3TUM MBITaTUCh MOHSATH, BO3MOXKHO JIM PEryIHUpOBaTh
Mpoliecc UX U3MEeHEeHHUs. MHEHHS Ha 3Ty TeMY M3Jarajiuchb Ha CTpaHMIAX MEPUOJIUYECKON MevaTH,
HEHTPOM JTUCKYyCCHM crtan xypHan «CoBerckuil Oanery». [IpakTuuecku cpa3dy ¢ Ha4ajaoM BBIITYCKa
W3/1aHus B HEM nosiBuiiach pyopuka «I[Ipo6iemsr Hacnenusy. [leyaTaBimecs MHEHUS, HECMOTpPS Ha
pa3auyus, UMENIHU U TOYKU COTIPUKOCHOBEHUS:

a) PecraBpaTop 6ajneTHOro CIIEKTakKIs — 3TO JAap (a BIaJesId UM eIUHUIIBI).

0) BpeMs nukTyeT Tearpy mepeMeHbl, CIeIOBATEbHO, YTOOBI KHTh, CTApUHHBIC OaIeThI
OyayT HEM30€KHO MEHSTHhCS 10 CBOMM 3aKOHaM, HE 3aBUCSIIMM OT J>KEJIaHWM IMPaKTUKOB U
TEOPETUKOB OaleTHOrO TeaTpa.

B) Bce BbICKa3bIBaBIIMECS pPAaTOBAIM 32 HEOOXOIMMOCTH (PHKCALUU XOpeorpapuuecKoro
TekcTa (JIF0OBIMU JIOCTYIHBIMU criocobamu). HeomHokpaTHO BhIIBHranach HUies OpraHU3AIMN
CHEIHATM3UPOBAHHON KOMHUCCHH MO 3TOMY BOIIPOCY; Mpenjaraioch Jaxe 3apUKCHPOBATH
KAaHOHUYECKHM TEeKCT s OaleTHBIX KOHKYPCOB, uUTOObI M30€XaTh BOJHHOCTEH CO CTOPOHBI
WCIIOTHUTEJICH, PhSHO aJIalITUPOBABIINUX €r0 K CBOUM TEXHUYECKUM BO3MOXKHOCTSIM.

OKCKypC B MCTOPHUIO IIOKa3bIBAE€T, YTO KPYr BONPOCOB, KACAIOUIUXCSA KIACCHUYECKOIO
HacJeaus, o CyTH, He MeHsieTcs. [logHuMaeMble HECKOJIBKO JECSITHIICTUI Ha3aJ TEeMbI COXpaHEHUs
Xopeorpauueckoro TeKcTa, MPOJOJDKEHUS J>KM3HU KJIACCHMYECKOTO Hacienus B pemnepryape
TE€aTpoB, TEXHUIM3MA W HHUBEIMPOBAHUS CTUIS Ha KOHKypcax M (EeCcTHBAISIX MO-TIPEKHEMY
x)uBoTpenenryiue. OaHako Bpems TpeOyeT BBIIBHKCHHUS HOBBIX aTbTEPHATHB.

2. Cozpmanme enuHOro WHGOPMAIMOHHOTO pecypca O KJIAaCCHMYECKOM HaCJeIuu.
HeoOxonuMo amantupoBaTh TEOPETUUECKHE 3HAHUS K YCIOBUSM U BO3MOKHOCTSIM COBPEMEHHOCTH.
CeromHsi Mbl CTaJKMBaeMcs C 3acuiueM HWHGOpMAIMM, COBIaJaTh C HEW TOMOraroT
nH(popManMoHHble TexHONoruu. Ha 3amane oHM JaBHO MIMPOKO BOCTPEOOBAHBI KPYIMHEUIIUMHU
neHTpamMu obpazoBanus. B Poccun ogHMM U3 BO3MOXKHBIX HampaBlIEHUH pa3BUTHS MOXET CTaTh
CO3/IaHH€ UHTEPHET-Pecypca, MOCBAIICHHOTO KIIACCHYECKOMY HacJeIni0 0aleTHOTo TeaTpa.

2.1. Tlpennoceinku co3gaHusi. XOTsA oduIMaTIbHOTO U 0oJiee-MEeHee MPU3HAHHOTO
ONpesieNieHUs] TEepPMHHA «KJIACCUYECKOE HacJeAue» He CYIIECTBYeT, Bce MpodeccroHabl
MMOHUMAIOT, YTO ke uMeeTcs B BUAY. CHEeKTakib KJIACCUYECKOTO HACIEAUsl — 3TO XyJ0KECTBEHHOE
LeJoe, T/I€ COXPAaHEH W3HAYaJbHBIM 3aMbICEN MEPBOr0 MOCTAHOBIIMKA. 3aMBICEN PACKpPbIBAETCSA
4yepe3 COOTBETCTBYMOIINE Xopeorpaduueckue GopMbl. TeKCT 0aleTHOrO CIEKTAKIIS 0’KUBAET yepe3
WCIIOTHUTEIISI, TIOTOMY OCOOCHHO Ba)XHO, YTOOBI apTHCT BOCHHTHIBAI B cebe mojobaroriee
OTHOIIEHHE K Kiaccuke. [IyTh K 3TOMy — H3y4eHHE MCIIOJHUTEIBCKUX TPAAUIIMN, aHAIIU3 HX
npeobpaxeHus. THTepHET-pecypc 3HAYUTENBHO YIIPOCTUT JOCTYI K HH(OPMAIIUU O KIACCHUECKOM
Hacienuu. OH MOXeT Ipeajarath B CTPYKTYPHUPOBAaHHOM BHJE CBEJIEHHUS 000 Bcex MaTepuaiax,
MMEIOLIUX OTHOILIEHHE K JAHHON TeMe. DTO 3HAUUTENIbHO OOJEerduT oOMeH MH(OpMaIel Mexay
npogeccuoHalaMH.

2.2. I'pymnma COOTBETCTBYIOIICH TEMAaTUKH B CONHMANBHOW ceTu. Pa3pabaTpiBaeMblii MHOU
MIPOEKT MpeAHA3HAuEH U1 BOCIIOJIHEHUS HEJJOCTaTKa MoA00HON MH(OpMaLIUU MPEXIE BCEro Cpen

yUaluXxcs CTaplIuX KypcoB Xopeorpauueckux YUHIUI U CPeld CTYIACHTOB MPO(UIBHBIX BY30B.
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B ycnoBusix comumanbHOM CETH MPOEKT HECET OOJbINe IKCIIEPUMEHTAIbHBIN XapakTep. Ho, MoxeT
ObITh, IMEHHO 3TO OYyJEeT MEepPBHIM IIaroM K CO3/aHUI0 MPO(ECCHOHAIBHOIO pecypca, KOTOPOro

JIOCTOMHA HUCTOpUSA KIIACCUYCCKOr'o HACJICAUA.

BinsiHHe KJIaCCHYECKOT0 TAHIIA HA COBPeMeHHbIe Xopeorpaduyeckue NOCTAHOBKH

B JKaHpe «(piaMeHK0»

H.A. boaposa

bodrova.n@list.ru

acriupanT MockoBckoro ['ocyaapcTBEHHOTO
Yuusepcurera Ju3zaitna u TexHonorui
MockBa, Poccus

B nanHOli pabore paccMaTpuBarOTCs Xopeorpaduyeckue 3JIEMEHTHl U CpPEICTBa
BBIPA3UTEJIbHOCTH  KJACCHUYECKOI0 TaHLA, CYLIECTBYIOIIME B COBPEMEHHBIX I1OCTaHOBKaX
¢dnamenko. JlaHHOe UccienoBaHUE NPEACTABISIET LEHHOCTh KaK C TOYKHM 3PEHMsI TEOPETUYECKOH
0a3pl, TaKk W U1 pealM3alliy Iefarorudeckoro mpouecca. Mmes mpencraBieHne o TOM, Kakoe
BIIMSIHHE MMEET KJIACCHYECKUI TaHell Ha COBPEMEHHBIC MOCTAHOBKH B JKaHPE «(IIaMEHKO», MBI
[oJIly4yaeM BO3MOXHOCTb 0ojiee MOJHONW M I'paMOTHOW peanu3aluu Xopeorpaduyeckux HIaeH u
3ajau. Takxke B paboTe 0003HaUEHBI 331a4l COBPEMEHHBIX IOCTAHOBOK CLIEHUYECKOTO (pIraMeHKO.

Llenpro paboOTHI CTANI aHATIM3 COBPEMEHHOTO CLIEHUYECKOTO TaHIA (pIIaMeHKO C TOUKHU 3PEHHS
KaHOHOB KJIACCHYECKOTO TaHIA, YTO MO3BOJMIO ONPEACTUTh CIEUPHUECKUl HAOOp JBIKEHUN U
«11a», HEOOXOIMMBIX JUIsl TOCTAHOBKH B *KaHpe (PIaMeHKO, CXOHBIN ¢ KJIaCCHYECKHM.

Ha cerogusmHuil fneHb He CYyLIECTBYET YETKO IPOINUCAHHBIX CTaHIApTOB, KpPUTEPUEB
OLICHKH MpodeccHoHalIn3Ma, a Takke METOJAMK M IporpaMM oOy4deHHs] B >KaHpe (raMeHKo.
JlaHHBIA (akT ompenessieT aKTyallbHOCTh U HOBU3HY HAIIErO MCCIIEOBAHUS, TaK KaK BBISBICHHBIC
3JIEMEHTHI KJIACCHMYECKOI'0 TaHIA Jal0T BO3MOXHOCTb CUCTEMATH3UPOBATh M YNOPSAIOYUTH HaOOp
3JIEMEHTOB B JKaHpe (JJaMEHKO, 3a CYeT WX B3aUMOOMNOJHAEMOCTH. BcnenactBue 3TOro sl
MOJTy4aeM BO3MOXKHOCTh pa3padoTaTh CTaHAAPTH3UPOBAHHBINA HAOOP YIPakKHEHUH 1 TaHIIEBATBHBIX
3JIEMEHTOB, 3aJI0’KMB OCHOBBI B METOJOJIOTUH 00yUeHHS (IIaMEHKO.

CoBpemeHHOE  Xxopeorpaueckoe HCKYCCTBO BCe C OoObllell HHTEHCHBHOCTHIO
CHUHTE3UPYEeT pa3jMuYHble HANpPaBJICHUS U KYJIbTYyphl BOEAWHO, 00pa3ys HOBBIE CTHIIM, >KaHPHI U
HATpaBJICHUS, YTO BEIET K MOSIBIICHHIO BBICOKOW KOHKYPEHTHOCTH Cpely TpodecCHOHATBHBIX
apTucToB. TakuMm 00pa3oM, BO3HHKAaET HEOOXOIWMOCTH CIIEJOBaHUS TEHICHIMSIM H MOJE B
UCKYCCTBE, TMOJIEpKaHUs TNPO(PECCHOHATBHOTO YPOBHS, TEXHHUYHOCTH, pa3pabOTKH CBOHUX
HOBATOPCKUX IMPEUIOKEHUH B TaHIE. DTH NHapamMeTpbl TpeOyIT MaKCHUMalbHOH (u3nueckon
MOJITOTOBJICHHOCTH WM PACIIMPEHUs CBOWX TAHIIEBATBHBIX BO3MOXKHOCTEH, YCOBEPIICHCTBOBAHHE
CBOMX HABBIKOB, YMEHHMW W 3HaHWH, I paCIIUPEHUs] MOTEHIHAa CPEJCTB BBIPA3UTEIHHOCTH.
Knaccudecknii TaHelr B OCHOBE CBOei oOnamaer Hambosiee 3PPeKTUBHBIM HHCTPYMEHTApUEM ISt

IOCTHDKEHUS TaHHOU 3aJ1auH.
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3HavyeHue TBOpYecKkoro Hacjeauss Mapuyca Ileruna B passurun

AYITHO-KJIACCHUYE€CKOI'0 TaHIIa

I''K. TI'yces

georgegusev@yandex.ru

npernoiaBaTenb Kadeapsl KIaCCHIeCKOro U AY3THOTO TaHIIA
MOCKOBCKO# rocy1IapCTBEHHOW akaJieMHH Xopeorpaduu
Mocksa, Poccus

PaciBer pycckoro Oanera cBsizaH ¢ WMEHEM (PpPaHI[y3CKOTO TaHIIOBIIMKA, MEAarora u
Oanetmeiicrepa Mapuyca Iletuma. 3a Gonee 4em MONTYBEKOBOE CIY)KEHUE HA POCCUHCKOH clieHe
[letuna cozman 64 COOCTBEHHBIX OalETHBIX CHEKTaKjs, BO300HOBHJ HECKOJIBKO JIECATKOB
MIOCTAaHOBOK JPYTMX €BPOMEMCKUX Xopeorpado, MOCTaBUI OkoJo 50-TH TaHIIEBAJIbHBIX HOMEPOB
u3 omnep. Jy3Tsl B ero 6ajierax o0OpacTaloT TEXHUYECKUMHU CII0KHOCTSIMU U HECYT 3MOLIMOHAJIbHYIO
U CTPYKTYPHYIO Harpy3Ky.

IToutn Bce wm3BecTHbIC nesarenu Oanmera koHna XIX — mepBoii Tpetm XX Beka ObuH
yuenukamu [letuna. B. TuxomupoB nepBblil cocTaBuiI nmporpaMmy oOydeHUs TySTHOMY TaHily. B
6anernom ayste 20-pix — 40-p1x rogoB XX Beka yTBEP)KAAETCS BO3IYLIHO-CHIIOBAs MOJJICPIKKA,
MOSIBJISIETCS. HEBEPOATHOE MHOXKECTBO UCIIOJHUTEIIEH TaHIIEBAJIbHO-AKPOOATUUECKUX HOMEPOB.

PaccmaTtpuBasi ofHY W3 paHHUX MporpaMMm Mo Aay3THoMmy TaHmy (1938 r.), ormeuaem
BiausiHue [letuna Ha ydeOHbIi nponecc. M3 30-TH peKOMEHIOBaHHBIX K OOYYEHHUIO MOAJCPKEK B
afaXxuo 22 nojaepKKu B3ITh U3 6aneron Iletuna. B nporpamme no n1y3THO-KJIaCCHYECKOMY TaHILY
2004 rona u3 50-Tu yueOHBIX MapTEPHBIX MOAAEPKEK 35 MOKHO CMENO OTHECTH K Hacieauo M.
[Teruna.

AHanu3 mporpamMm MO JYITHO-KJIACCMYECKOMY TAaHILy IO3BOJISET CHelaTh CIEAYIOLIUI
BBIBOJI: B Hallle BpeMsl MapTepHas TEXHUKa BocTpeOOBaHA U HEOOXOAMMA TaHIOBIIMKAM, HECMOTPS
Ha MOBCEMECTHOE Pa3BUTHE TUIACTUUECKON TYI3THOU Xxopeorpaduu coBpeMeHHBIX Xxopeorpados. B
Ay3T€ Tpalusi, YyBCTBO IIO3bl, YCTOWYMBOCTb, CB0O0O/JA HCIHOJIHEHUS TEXHUYECKU CIOXKHBIX
3JIEMEHTOB HHUKOTJa HE BPEeIWIM COBPEMEHHOMY Xopeorpady, a, Hao0OpoT, moMmoraiud emy B
TBOpUYECTBE. ODTH KayecTBa KJIACCUYECKOW TpPAaaUIMU MBI BOCIUTHIBAEM, IIEHUM U COXpPaHIEM

Osaroziaps KJIacCCH4€CKOMY JTy3THOMY TaHILy, OCTaBIeHHOMY HaM BenukuM Mapuycom [letumna.

Kinaccuueckoe Hacjienne u 00yueHHe aKTEPCKOMY MacTepCcTBY OyaylIMX apTUCTOB 0ajera

H.A. Cautko

snitkona@gmail.com

CTapIIuil mpenojaBareib Kadeapbl KIAaCCUYECKOro TaHIa
MocKkOBCKO# rocy1apCcTBEHHOM akajieMuu xopeorpaduu
MockBa, Poccus

Ha pa3Butre uckyccrna 6anera B Poccunt CUIIbHO BIMSUTIO UCKYCCTBO APaMaTUYECKOro Tearpa.

B Mockse, Hampumep, emé B Havame XX Beka Oyxnymiue OalepuHBI U apTHCTBI ApamMaTU4YeCKue
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BMECTE YYWJIUCh B Te€aTpajbHOM IIKOJE M, KOHEYHO, BHUMAHHE K AKTEPCKOW CTOPOHE pOJIed Ha
OaNeTHOM ClieHe BO MHOTOM BBIPACTAJIO U3 3TOTO.

[TocreneHHO BO3HMKAIA HOBas IIKOJIA AKTEPCKOM UIPbI, HOBAsl aKTEPCKAsk TEXHHUKA, IPOCTOTA
U €CTECTBEHHOCTh CTAHOBHJINCh OCHOBOM CHEHHYECKOTO NOBEICHHS akTEPOB. HaTypanbHOCTH
repoeB M.C. IllenkuHa Ha JapamMaTUyeCKOW CLEHE I0-CBOEMY IMIPEJOMIIIIaCh B E€CTECTBEHHOM
UcnoJHeHUH B OaneTHbIX cnekTakisix. Ot IllenkuHa moay4us Hayalo TOT MCUXOJIOTU3M B PYCCKOM
akTEPCKOM HUCKycCcTBe, KoTopbiii mpuBén k pedopme K.C. CranucmaBckoro. HoBble NPUHIUTIBI
OaNeTHON PEXUCCYpPhI M aKTEPCKOTO MacTepCTBA SPKO BBIpakeHBI B Oanetax JI.M.JlaBpoBckoro
«Pomeo u Jlxxynberra» u P.B. 3axapoBa «baxuncapaiickuii hoHTaH».

CoBpeMeHHbIH apTUCT OasieTa T0JKEH YMETh BIIaJeTh CBOMM TEJIOM, AYILIOW, BHUMaHUEM, 3Ta
paboTa Hag coOoW UIMTCS BCIO KW3HB. Bpemsi MOCTOSHHO TpeOyeT HOBOTo, HOBBIX (hopMm, HO e€cTh
OCHOBA, KOTOpasi HE MOXKET U He J0JHKHA ObITh pa3pyiieHa. B Hacrosiee Bpems 6a30ii 11t 00ydeHus
aKTEPCKOMY MacTepcTBy Oynymux aptuctoB Oarnera sBisgercs cuctema K.C. CraHuciaBckoro,
KOTOpasi 1a€T METO/Ibl, C TOMOIIBIO KOTOPBIX MOKHO YBJIEUb LY.

I'maBHO¥ 3a1a4eli 00y4YEeHUS SBISICTCS OPraHUIECKOE JICHCTBUE, BRIPAXKCHHOE B TAHIICBAILHOU
dopme (mefictBeHHOM TaHIe). s 3TOrO CyImIECTBYIOT CIICIHMAJbHBIC YIPAKHEHHS, O3TIOJBI,
pPa3BUBAIOILIME Y CTYACHTOB YYBCTBO MPAaBJibl, IPABUIIBHOE CLEHUYECKOE CaMO4yBCTBUE. boibiioe
3Ha4YeHUE UMEET paboTa ¢ TEJIOM Yepe3 BHYTPEHHUI MOHOJIOT, KOTOPBIN MpuyvaeT OyAyIIero apTucra
Oasera MBICIUTH Ha CIICHE, YTO CIIOCOOCTBYET JIOTHUECKOMY, HEMPEPHIBHOMY Pa3BUTHIO JEHCTBUSI.
Takxe cTyeHTaM He0OX0IMMO HAYUYUThCS MY3BIKAJIbHO OCMBICITMBATh JBHKCHUS, TOHUMATh UX KaK
CPEICTBO BBIPAXKEHUSI UYEIOBEUYECKUX MBICIEH M UyBCTB, 3a0CTPSTh BHUMAHUE HA IJIACTUYECKOU
BBIPA3UTEIBHOCTH W TIOJHOM CIHSIHUM (DOPMBI BBIPDOKEHHUS C XapakTepoM My3bikd. [lanmee, B
Ipe/ylaraéMbIX 0OCTOSITENBCTBAX XOpeorpaduueckoro olOpas3a, CTYAEHTbl HAUMHAIOT OBJIAJEBATh
AKTUBHBIMU, JIOTHYHBIMU JICUCTBHSIMH B TpejlaraéMbix 00CTOsATENIhCTBaX. Pa3BuBaercs
MJIACTUYECKAasi BBIPA3UTEIbHOCTh B MY3bIKAJIbHBIX HOMEpaX.

Takum o06pa3oM, cuiia ¥ YHUKaIBHOCTh pycckoro Oanera, To, uto A.C. ITymkuH oTmMedan kak
«Jlynioil MCTIOJHEHHBIN TMOJNET», BO MHOTOM OOYCIIOBJIEHBI apTUCTHU3MOM MCIIOJIHUTENIEH, U 3TO

1eJIeHANPaBJICHHO (OPMUPYETCS HA 3aHITHUIX aKTEPCKUM MAaCTEPCTBOM.

Cuenuyveckasi npogecCHOHAILHASI MPAKTHKA BOCIUTAHHUKOB MOCKOBCKOIi 0ajieTHOIM
mKoJbl (1814-1822 roawr)

T.A. PbrxoBa

paporotno@yandex.ru

npernoiaBaTens Kadeapsl KIacCHYeCKOro TaHIa
MocKkOoBCKO# rocy1apCcTBEHHOM akajieMuu xopeorpapuu
MockBa, Poccus

B apxuBHBIX (hOHIaX TOCYAapCTBEHHOTO TeaTpaibHOrO My3es uM. A.baxpyimnHa, B oTaene
adum u nmporpamm, OblIa MpoBeaeHa padoTa 1Mo cOopy HaAyYHO-HCCIEI0BATEIbCKOIO MaTepruaia B

pamkax Tembl «CueHudeckas mpodeccHoHalbHasi TMPAKTHKAa BOCIUTAHHUKOB MOCKOBCKOH
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OaJIeTHOW IIKOJBI B JOPEBOJIIONMOHHBIN TIeproa». bbuto u3ydeno 6omee 150 adur, matupyemMbix
nepBoit uerBepThio XIX Beka.

brnarogaps >TMM JOKyMEHTaMm, HaM HW3BECTHBI Ha3BaHHS CIIEKTaKJIeH, KOTOphIC ObLIH
MPEJICTABICHBI 3PUTENIIM MOCKOBCKMMHU aKTepaMH M BOCIHTAHHUKAMHU XOpeorpaduueckoro
otaenenuss Mmneparopckoit MockoBckoi TeaTpaibHOM HMIKOJIBI HA JIBYX CLIEHUYECKHUX IUIOMIAKAX:
c 1814 mo 1818 rom — B Tearpe Ha ynuie 3HaMeHKa (B JoMe reHepana AmpakcuHa) u ¢ 1818 mo
1822 rog — B Tearpe Ha ynuue MoxoBas (B fome [lamikosa).

Copnepxamasicss B adpumax uHpopMarus naét HaM MpeICTaBlICHHE O perepTyape Teatpa,
€ro mnpemMbepax, MOIMYJISIPHOCTH HEKOTOPBIX CIEKTakKjiel, 00 MX >KaHpe U aBTOpPaX BOKAJIbHBIX,
TaHIEBAJIbHBIX HOMEPOB, BKIIOYEHHBIX B KaHBY CIIEKTAKIIS, O TJIABHBIX M JIPYIHX JACHCTBYIOIIMX
JUIAX, IEKOpaIUaX, O COCTaBE aKTEPOB (B TOM uucliie (haMUINKA BOCIIMTAHHUKOB, YYaCTBYIOIIUX B
CHEKTaKJISX).

Cpenu ApamMaTH4ecKHUX NpeacTaBjeHUil B aduiiax ykKa3bIBAIOTCS CIEAYIOLIUE >KaHPBI:
HCTOPUYECKHE, TEPOUYECKUE ApaMbl, TpareaAnu, KOMEINH, BOJIIICOHbIE KOMEIUN, POMAHTUYECKHE U
HUCTOPUYECKHE. B OMepHBIX MOCTAHOBKAX pA3IMYAOTCS OIEPhl: TEPOMYECKas, BOJIICOHAS,
KOMHMYECKasi ¥ Olepa-BOACBWIb. bajleTHble TMOCTAHOBKH — OTO JTUBEPTUCMEHTHl U
aHaKPEOHTUYECKHE, FepONYECKHe, TAHTOMUMHBIE OaJIeThI.

CoOpaHHble  CBelIEHUS  MO3BOJIAIOT  BBIACIUTH  HECKOJIBKO  HAalpaBICHUH B
npodecCHOHATEHOM TBOPUECKOH IeATEeIbHOCTH BOCIIUTAHHUKOB MIKOJIBI Hadasia XX Beka.

1) Yuactue B ApaMaTH4YeCKHX MOCTAHOBKAX: a) WCIIOJHEHUE TaHIEBAJIbHBIX HOMEPOB,
0aneToB, MHTEPMEANIA, HAPOJHBIX IJISICOK B IPAMATUYECKUX CHEKTAKIsAX; O) UTPOBBIE PONH; B)
MaccOBBIE 1 MUMHUYECKHE CIIEHBI; T') BOKaJbHbIE HOMEPA, B TOM YHCJIe HAPOIHbIE MECHHU.

2) YuyacTtHe B ONEPHBLIX MNOCTAHOBKAX: a) HCIOJHEHHUE TAHIEBAJIBHBIX COJBHBIX U
MaccoBBIX HOMEpPOB, OajeToB, HMHTEpMEAMi; 0) WIrpoOBblE pPOJIM U BOKAJIbHBIE MapTUH; C)
MHUMMYECKHUE BBIXObI, MACCOBBIE CIIEHBI, XOP.

3) Yuactue B 0ajieTHBIX NMOCTAHOBKAX: a) WCIOJHEHUE COJIBHBIX W BEAYIIUX MapTUi
KJIACCUUECKOT0 perepryapa; O) HCIOTHEHHE COJIbHBIX W MAaCCOBBIX HApPOAHBIX IUISICOK U
XapaKkTEepPHBIX HOMEPOB; B) KopjaeOajeT; I') MaHTOMUMHBIC CIIEHbl WJIM MHUMHYECKHUE BBIXOJIBI; 1)
BOKaJIbHbIC HOMEpa B OaJEeTHBIX TUBEPTHUCMEHTAX.

B OaneTHBIX TPENCTaBICHUSX UIMPOKO HCIOIB30BAICS (DOJIBKIOPHBIN TaHIIEBAIbHBIN
MaTepuan pa3HbIX HapoJoB. Xopeorpadbl CTaBUIU PYCCKHE, TYPEIKHE, TMOJIbCKUE, IBITAaHCKHE,
BEHIepPCKHE, WCIIaHCKUE, OalKUpCKue, cepOCKHe, TaTapCKUue W WHbIE TaHIBl U TUIsicku. Cpenu
JPYTUX TaHIEBAIBHBIX HOMEPOB B a(UIIax BBIIEICHBI A € Tpya, Ma Je A€, KPAaKOBSK, KaJpUIIH,
XOPOBOJIbI, Mapiu U aApyrue. Cienyer OTMETUTD, YTO A (PpaHITy3CKOM TEPMHUHOJIOTHH JIATHHCKHIMA
mpudt B Hayane XX Beka emé He NCmoib30Bajcs.

Adumm  SBASIOTCS TOKYMEHTaJbHBIMH CBHUJIETEIBLCTBAMH, TOATBEPKAAIOMIMMHI  (HaKThI
y4acTHs BOCIMUTAHHUKOB U BOCHUTaHHHI[ Xopeorpadudeckoro otaeneHus Mmmepatopckoit

MockoBckoii TeaTpanbHON MIKOIBI B MyOIMYHBIX CHEKTAKISIX B iepuoA ¢ 1814 mo 1822 rox.
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Hacaenne Mapuyca [leruna

H.A. Buxpesa

balletacademy-kkdt@yandex.ru

3aCIy’KEHHBIN aesTens uckyccTB Poccuiickoit denepanuu,
KaHJI. UICKYCCTBOBEJICHUS,

npodeccop Kadeapsl KIaCCHYECKOT0 U JyITHOTO TaHIA
MOCKOBCKOM rocy1IapCTBEHHON akaJieMHUH Xopeorpaduu
Mocksa, Poccus

Bennuaiimeit oco6enHocThio Pycckoro Oanera, 4To COOCTBEHHO M OMpeEeNseT ero Kak
(eHOMEH, SIBIISIETCS €r0 OTHONICHHE K KJIAaCCHYECKOMY Hacienuto. Pycckuii Oanmer sBisieTcs
XpaHuTesieM OeCleHHbIX COKpoBuIll Hacaeauss Mapuyca [leruna. Ero 6aneTsl — 3T0 mpu3HaHHBIE BO
BCceM Mupe Orectaiue o0pasisl Kiiaccuueckoro Hacienus. bonpme 100 net npoussenenus Ilerumna
yKpamaioT penepryap 6anetHsix Tpynn Poccuu u mmpoko BoctpeboBaHbl 3a pydexom. UM 310 npu
TOM, 4TO Xopeorpaduueckuii TekcT 6aneroB [leTuna mepempaercs «u3 HOT B HOTHY.

B XXI Beke B Mupe He CyIIECTBYET €IMHOW CHCTEMbI 3allUCH TaHIA, TOJ00HOW HOTHOM B
MY3BIKQJIbBHOM HCKyccTBe. TONBKO HauMHas CO BTOpOM MonoBUHBI XX Beka, xopeorpaduueckue
npou3BeieHns (UKCUPYIOTCS BHJIEO M KHUHO3aMUChi0. B Hacrosiiee Bpemsi CYIIECTBYIOT JBE
Ype3BbIUATHO CHJIbHBIC CHCTEMBI 3alMCH IBIKEHHH: cuctema JlabGana, omyOnukoBanHas B 1928
roxy, u cucreMa benemt (1956 ron). Ho B Poccuu 3Tu cicreMbl He BOCTpeOOBaHBI.

[TpousBenenus Mapuyca [letuna coxpanstorcst O1aroaapsi rTyOOKOMY YBaXEHHIO PYCCKUX
MeJaroroB U apTHCTOB K T€HUIO MacTepa. bepexHo M TOYHO NepelaroTcsi OT HMCHOJHUTENS K
HCIIOTHUTENI0 Xopeorpaduueckue TeKcThl OaneToB [leruma, KOTOpble MPAKTUYECKU HUKOTIA HE
MCUe3alii Ha JIOJITUH CPOK M3 perepTyapa riaBHbIX TeatpoB Poccun: bonbiioro tearpa B Mockse u
Mapuunckoro teatpa B Cankt-IlerepOypre. be3ycioBHO, B TEKCTHI BHECEHBI MOIMPaBKHU, U HUX
Hemano. C oHOW CTOPOHBI, YelloBeUecKas MaMATh HEHAIeKHA, C APYroll — Bcernaa ObUIO JKeJTaHue
«OCOBPEMEHHUTH» XOPEOrpapUUYecKuid TEKCT B COOTBETCTBHHM C Pa3BUTHEM TEXHHUKU TaHIA. DTO
KOCHYJIOCH, TIPEXKJI€ BCETO, MY>KCKUX COJIbHBIX BapHalluid.

HNHTepec K MEpBOMCTOYHHMKY BO3pPACTaeT M3 TOJa B roJ M MOJAKPEIUISETCS BO3MOKHOCTHIO
OTKPBITH ATOT MEPBOUCTOYHUK. V3BecTHO, 4TO MHOTHE Oanersl [leTuna OBIIM 3amMucaHbl B CHCTEME
CremanoBa, apTtucTta Oaneta MapuMHCKOTO Tearpa, KOTopblii B 1892 romy omyOiamkoBai CBOIO
CUCTEMY B KHUTE «AJ(DaBUT ABUKEHUHN YEIIOBEUECKOTO Telay. ITa OpUTHHAIbHAS CHCTEMa 3alliCH,
OCHOBaHHasl Ha aHATOMHYECKOM aHAJIM3€ BO3MOXKHBIX JABMKEHUIN YelIOBEKa, KOTOPhIE OH M3ydall B
[Tapmwxke y mupoBoro aBToputeTa Toro Bpemenu M. Illapko. B nune u3BecTtHOro xopeorpada u
nenarora A. 'opckoro, CTenaHoB Haliea TaJaHTIMBOTO YYCHHKA M MPOJIOJDKATENST CBOETOo aena. B
1896 roxy IN'opckwuit n3nan «TaOauiel 3HaKOB JJI 3aNTUCHIBAHUS IBIDKCHUN Y€JI0OBEUYECKOTO Tea 1Mo
cucreme B.1. CrenanoBay. Cuctema CrenaHoBa Oblia BKIIFOUEHA B YHCIIO MPEAMETOB, H3y4aeMbIX
B MockoBckoMm MmMmiepaTopckom TeaTpansHoM yumnuiie u Cankt-IlerepOyprckom.

K nauwamy XX Beka B cucreme CremaHoBa ObutH 3apKCHpPOBaHBI MHOTHE OaneThl
KJIACCMYECKOro Hacieaus, Takue kak «Crsmas kpacaBunay, «Jlebemunoe ozepo», «Kopcap» u

npyrue. K coxanenuto, B 20—bie Togsl XX Beka OHU OBUTHM BBIBE3CHBI M3 COBETCKOUM Poccum,
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U B HacToslIllee BpeMsi MHOTME U3 HUX XpaHsTcs B Oubiamoreke ['apBapickoro yHUBEpCHTETa
B CIIIA.

Poccuiickue uccnenoarenu C. BuxapeB m 0. Bypnaka mpu BoccTaHOBICHHH 0ajieTOB
«Cnsimast  kpacaBuna», «Kopcap» u JIpyrux UCHOJIB30BaIM 3alMCH, CHACIAHHBIE B CHUCTEME
CrenanoBa. B Hacrosmee Bpemss B Poccum Bo3pacraer uHTEepec K 3TOM cucreme. B 3ToM
HarpaBiieHun padortaet B HcTuTyTe MckycctBo3HaHus B MockBe C. KanaeB u B MI'AX acnimpaHT
A. lankum.

besycnoBHo, BaxHbIll BkiaJ B coxpaHeHue Hacienus lletuna Buecna H. Konroc. Ona
u3nana 3amnuch Bcero Oanera «Kuzenb» ¢ coxpaHeHweM xopeorpaduueckoro tekcra lleruma
B penakuuu JI. JlaBpoBckoro. 1o oauH U3 peaualiinx JOKYMEHTOB 3alllCH BCEro Oanera.

B Poccun B 80—bie ronpr XX Beka yBujael cBeT cOOpHHK «30 BapHaluii KJIACCHYECKOTO
Haciueaus» noja penakuued B. YpanbCkod, B KOTOPBIM BOLLIM 3allMCH BapuHaluid U3 MHOTHX
6anetos [leruna.

B 2000 roay I'. IIpu6suioB npu nogaepxke FO. Bypnaka uznan dyHnaMeHTanbHbIN TPy —
3anuck O6anera «llaxuray.

Mpmuorue npousBeaenus lletuna 3anucansl B cuctemax Jlabana u benemi, ordero craiu
JOCTOSTHUEM OaleTHBIX TPYII 3apYOeKbs.

Hacnenue Iletuna »xuBet, BIOXHOBIISET apTUCTOB, 0alIeTMEHCTEPOB, IIEIaroroB 1 BhI3HIBACT
HETIOICJIbHBIA UHTEPEC U BOCTOPT 3pUTEIIEH BCETr0 MHPA.

be3 nponuioro Het HacTosmero U HeT Oyaymiero. CeroHs Mbl 3TO OTUYETIUBO TOHUMAEM.
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PE3OJIIOUA
MexkaynapoaHoii konpepenunu «Pycckuii 0ajier kak MUPOBO ()eHOMEH B COBPEMEHHOM
KyJbTYPHOM mnpouecce» (16-18 nosops 2012 rona, Poccusi, MockBa,

MockoBckasi rocyiapcTBeHHasi aKkajeMus Xxopeorpaduu)

MexayHaponHas koH¢pepeHuus «Pycckuil Oaner kak MUpOBOH (DEHOMEH B COBPEMEHHOM
KyJIBTYpHOM TIpOLIECCE» BBI3BaJa OONBIION HMHTEPEC NPEACTAaBUTENCH KyJIbTyphl M HCKYCCTBa
pasHBIX CTpaH. YYaCTHUKM KOH()EPEHIMU BBIPAXKAIOT YAOBJIETBOPEHHE pPAaOOTON KOH(EPEHIHH,
IUIOJIOTBOPHOCTBIO COCTOSIBIIMXCS TUCKYCCUI M X OPraHU3al[MIOHHO-METOIMUECKUM YPOBHEM.

VY4YacTHUKM KOH(EpEeHLMH BBICOKO OLEHUBAIOT MOJUTUKY Poccun 1O CcOoXpaHEHUIo
KyJIbTYpHOTO HAacJeIusi CTpaHbl W BBIPAXKAIOT OJaromapHocTb MUHHUCTEPCTBY KYJIBTYPHI
Poccmiickoit ®enmepanmu u  MOCKOBCKOH TOCYyIapCTBEHHOW akaJeMuu xopeorpaduu 3a
BO3MOYKHOCTh OOCYAWUTH aKTyaJlbHbl€ BOIPOCHI COXPAHEHUS M Pa3BUTHS HCKYCCTBA PYCCKOIO
Oajera Kak JOCTOSHUS MUPOBOI KYJIbTYPBI.

Kondepenuust mocranos.jsier:

1. Pycckuit Gamer u cuctema xopeorpaduueckoro o0pa3oBaHUs SBISIIOTCS JOCTOSHHEM
MHUpPOBOM KYJIbTYpbl W BaXXHBIM HHTEIPAl[MOHHBIM (JAaKTOPOM B COBPEMEHHOM KYJIBTYpPHOM
nporiecce.

2. Pycckuii Oamer orpakaeT o0OIIEUEIOBEYECKNE JYXOBHO-HPABCTBEHHbBIE IIEHHOCTH,
aKTyaJlbHbIE /I COBPEMEHHBIX HHTETPAIIMOHHBIX TPOIIECCOB U KYJIbTYPHOH III00aH3aIHH.

3. MockoBckas TOCyIapCTBEHHas akajeMusi Xopeorpaduu SBISETCS COBPEMEHHBIM
MEXYHApPOAHBIM 00pa3oBaTeIbHBIM IEHTPOM HCKycCTBa OajleTa M UrpaeT BaXHYIO pojb B
COXPAaHEHUHU U Pa3BUTHH PYCCKOro Oasiera u xopeorpapuieckoro oopazoBaHusl.

4. Pycckuit Oaner u poccuiickas cuctemMa xopeorpapuueckoro oOpa3oBaHHUs B
COBPEMEHHOM MHpE OKa3bIBAIOT OOJBIIOE BIUSHHE HAa Pa3BUTHE HALMOHAIBHBIX Oale€THBIX ILIKOJI
MHOTHX CTpaH.

5. HaponmHo-crieHW4ecKkuidi M HCTOPUKO-OBITOBOM TaHEIl SIBJISFOTCS COCTaBHOM YacCThIO
cUCTeMbI IPO(eCCHOHAIBLHON MOATOTOBKH apTHCTa OajieTa M YHUKaJIbHOW COCTABIISAIONIEH PYCCKOTO
Oanera.

6. CoxpaHeHHe KJIACCHUECKOTO HacleAMs U HEPa3pbIBHOM CBA3M XOpeorpapuuecKkux
y4eOHBIX 3aBEJCHUN M TEaTpOB SIBISETCS BAXHEUIIMM YCIOBHEM Pa3BUTHS MCKYCCTBAa PYCCKOTO
Oasieta 1 Xopeorpaduueckoro o0pa3oBaHuUs.

7. PexoMeH10BaTh BCEM 3aMHTEPECOBAHHBIM COIMAIBHBIM MHCTUTYTAaM M OpPraHU3alUsIM C
MIPUBJICUEHUEM CPEJICTB MAacCOBOM MH(OpMaIuM, opraHu3anueil pasInyHoro pojaa KoH(pepeHuil,
CEMHUHApOB M WHBIX (HOPM KOJUIEKTUBHOW pabOTHI MPOJOIHKATH pabOTy MO M3y4eHHI0 ()eHOMEHa
pycckoro fanieTa Kak HHTETpHpYIOMIero (hakTopa B COBPEMEHHOM KYJIbTYPHOM IPOIIECCe.

8. Bcem Y49aCTHUKaM KOH(I)CpeHLII/II/I IMPUHATH K CBEACHUIO JAHHYIO PE30JIFOIUIO.
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From the editors
balletacademy-conf@yandex.ru

The International Conference

Russian Ballet as a Global Phenomenon of Contemporary Culture Process

The International Conference Russian Ballet as a Global Phenomenon of Contemporary
Culture Process was held under the Federal Target Program 2012-2018 Culture of Russia on 16-18
November 2012 in the Bolshoi Ballet Academy (Moscow State Academy of Choreography). The
Conference was sponsored by the Bolshoi Ballet Academy and the Ministry of Culture of the
Russian Federation.

The Conference discussed theoretical and practical matters of maintaining and further
pursuing the progress made by the Russian ballet and ballet education and the role the Russian
ballet and choreography plays in the current integration of global culture. The Conference was
attended by researchers, artists, teachers, post-graduates and students of art and culture from Russia,
Armenia, Italy, Kazakhstan, China, Latvia, Korea, the USA, Finland and Japan.

According to the participants, today we see a strong globalization process in all spheres of
world’s community, including art and culture. Like many other sectors, art and culture must pay for
this process. In particular, excessive focus on globalization may threaten national identity.
Generally, globalization is a beneficial process. It expands cultural horizons, encourages sharing
true cultural developments among nations, and boosts development of spiritual values worldwide.

The speakers mentioned that today’s ballet is open to new plastic trends and willing to look
for any mew means of expression. The work of foreign teachers and choreographers in Russia and
engagement of Russian ballet professional in the companies across the globe facilitates sharing
experience and knowledge and support integration in culture and arts.

In the context of the current cultural process, the participants viewed the Russian ballet as a
manifest phenomenon of world’s culture. Emerging in the 18th century Russia, the Russian ballet
absorbed and assimilated the accomplishments of the best European schools and enriched them
with the Russian cultural heritage. The ability to expose a flow of human spiritual values through a
meaningful artistic form underlies its global status and appeal. The elements of the Russian ballet—
its strata—which expose it as a global phenomenon involved in cultural integration include
primarily the systemic professional education and theater repertoire.

According to the participants, the Russian ballet school as a system of dancers’ training is
recognized worldwide and has a great impact on the development of national ballet schools. The
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number of foreign students at Russian ballet schools is continuously growing. The graduates of the
Russian ballet school are engaged by the leading ballet companies across the globe. Highly
competitive graduate students and teachers of the Russian ballet school and increasingly growing
interest of foreigners in the Russian ballet record are viewed as an exposure of the Russian ballet
status and integration processes in global culture. The Bolshoi Ballet Academy is a modern
international ballet education center and is vital to ballet development and choreography education.

Much emphasis was given to reviewing modern theater repertoire. The participants stressed
an important role given to classic heritage which proved to be critical in training young dancers.
According to them, it is most important to maintain a consistent communication between the ballet
schools and theaters to further advance the Russian ballet and choreography education.

The Conference also stated that in the context of Russia’s integration into the European
cultural environment, the Russian ballet school requires state support to keep and advance its
unique professional training system.

The Conference brought together efforts of research, theater and education communities of
different countries to discuss and review deep-going research outcomes related to the Russian ballet
school, its place in the cultural development and share various views on the challenges of
maintaining and advancing the Russian ballet school. The statements made at the Conference and
published as a collection of notes and comments ensure their further use to advance the theory and
practice of choreography education and ballet art.

The Bolshoi Ballet Academy (the Moscow State Academy of Choreography) is looking

forward to work together with all interested professionals to advance research in this sphere.

I.A. Borzenko, N.A. Vikhreva, S.M. Olenev.
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RUSSIAN BALLET AS CULTURE PHENOMENON

Russian Ballet — World Culture Phenomenon

M. K. Leonova

balletacademy-rectorat@yandex.ru

People's Artist of Russia,

winner of the Russian Federation Government Commendation Prize,
Ph.D., Arts Criticism, Professor, Principal

The Bolshoi Ballet Academy

Moscow, Russia

When one says “the Russian ballet”, “the French ballet”, “the Italian ballet” or “the Danish
ballet”, the associations triggered concern something that can be characterized as “ballet schools
with their respective dancers”, or “specific dance styles”, rather than famous ballet choreographers
connected with the countries in question.

The origin of Russian ballet can be traced back to mid-18" century. In 1738 a dance school
was founded in Saint Petersburg, at the initiative of Jean-Baptiste Landé, a French choreographer
and dance teacher. Its first teachers were foreigners: J.B. Landé, F. Hilverding, G. Canziani and,
later on, Ch. Didelot.

35 years later, in 1773, |. Betskoi, who was Head of the Imperial Foundling Home
(Orphanage) that had been established in Moscow upon the orders of Empress Catherine the Great,
introduced “dance” classes in the curriculum. The first teacher was Filippo Beccari.

At that time ballet enjoyed great success and popularity in Europe. The French Dance
academy established in 1661 upon the orders of Louis XIV, who was a dance fan, was quite active.
Led by P. Beauchamps, the Academy set the rules and laws of dance that would later on be referred
to as “classical”.

In the 18™ -19™ centuries there were two ballet institutions in Russia, where a lot of
prominent ballet teachers and choreographers taught: Charles Didelot, Félicit¢ Hullin Sor, Carlo
Blasis, Arthur Saint-Léon, Jules-Joseph Perrot, Enrico Cecchetti and many others. Europe’s best
choreographers and ballet teachers took it an honor to be invited to Russia to work. A. Saint-Léon
dedicated his paper on dance to the Emperor Nicolas | of Russia. Maria Taglioni and Fanny ElBler,
the legendary dancers, also performed in Russia.

Russian dancers mastered tricks of a variety of European dance schools that were different
from one another. The Italian Blasis-Cecchetti school, for instance was different from the Danish
Bournonville school. It was the French dance school that was held in especially high esteem.

The Russians, who were “thirsty for dance” and apt to dance, absorbed the European dance
science with ease. They also filled the dance techniques with their own perception and feeling of the
dance, their own expressive plastique based upon their internal emotions and feelings. Russian
dancers, such as A. Istomina, E. Sankovskaya, A. Sobeshchanskaya, E. Andreyanova, S. Sokolov,
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E. Vazem and, in the end of the century, E. Geltzer, P. Gerdt, V. Tikhomirov, etc. — made names for
themselves. Thus the Russian dance performance school was nurtured.

Whatever accomplishments the above-mentioned dance schools had had, were assimilated in
Russia, and it was the Russian performers and teachers who breathed life into the long-held formats
of classical dance. The Russian dance school soaked up all the accomplishments of the best ballet
schools of the 19" century.

The French school of the time was represented by Marius Petipa, and it was his genius,
combined with the genius of Petr Tchaikovsky, that created the unrivaled gems of classical ballets
heritage. The meaning of Petipa in the history of the Russian ballet can hardly be overestimated. His
ballets became the foundation of the Russian ballet school.

By the end of 19" century ballet had lost its leading position in European arts. Sergei
Diaghilev’s Russian Seasons in Paris in early 20" century stirred up not just Europe, but the entire
world. The Russian ballet impersonated by A. Pavlova, T. Karsavina, O. Spesivtseva, V. Nijinsky,
N. Mordkina, S. Fedorova and other outstanding dancers asserted itself as a specific phenomenon of
the world choreography arts and opened a completely new format of ballet arts. The canonical
formats of classical ballet were no longer frozen. They gained meaning, expressiveness and
spirituality. It was dance coming from the heart and the soul. “The Russian Terpsichore’s / High
flight supported by the heart” — the famous verses of the great Pushkin give the best characterization
of the Russian ballet features. It took the world by surprise. The art of ballet was no longer referred
to as mere entertainment — it started to be seen as the art of noble senses, special beauty, finesse and
elegance. Ballet was the art harmoniously combining dance, music and stagecraft. The Seasons
constituted a revolutionary change of the ballet arts.

Diaghilev’s Seasons presented ballets as comprehensive integral works of art whose
inimitable artistic meaning was underpinned by choreography, music and scenography. That was a
community of great choreographers, composers and artists: M. Fokine, A. Benois, I. Stravinsky, K.
Korovin, L. Bakst, A. Golovin N. Cherepnin and others.

In 150 years since its birth the Russian ballet became a phenomenon of world culture and
arts.

In the world of arts the 20" century was marked with the sign of Russian ballet. The Russian
ballet triggered and drove the origination and evolution of ballet in the UK, USA, further evolution
in France and, in later half of the 20" century, in the Oriental countries: China, japan, Korea, et
cetera.

One could recall that the famous George Balanchine, the founder of the American ballet, is
in fact Giorgi Balanchivadze, who left Russia on the beginning of 1920s. Serge Lifar, who had been
a premiere dance of the Diaghilev’s ballet company “Ballets Russes”, led the celebrated ballet of
the Paris Opera for 30 years. A. Pavlova, T. Karsavina, M. Kschessinskaya, O. Preobrazhenskaya
and many other famous dancers had their own dance schools. M. Fokine, V. Nijinsky, L. Massine
and other choreographers worked outside Russia.

In 1930-1960s the so-called “iron curtain” isolated the Russian ballet from the rest of the
world. During that time the Russian ballet was evolving in an intensive manner. The Russian school
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of dance education was shaped. It is based upon the comprehensive ballet performer education. The
classical dance has been, and still remains, the main discipline of the Russian school. In addition, a
lot of attention is being paid to duet, folk, historical dance disciplines, as well as acting techniques.
Together with the history of ballet, theater and music, these disciplines help nurture the Russian-
style performers capable of using the means of dance to create the characters of Zarema and Girey,
Romeo and Gillette, Spartacus and Mekhmene Banu, Ivan the Terrible, Crassus and others with
great dramatism. The main thing is that the studies never take place in a hectic manner, but in
accordance with a rigorous and comprehensible system, reflected in the fundamental ruling
document — the Studies Curriculum. In the Russian school of choreography education the training in
all special disciplines takes place as per the clear-cut programs that have withstood the test of time.

The Russian school has established itself as a special school based upon a systemic approach
to the education and training of future dance performers. Of great importance were the publishing of
A. Vaganova’s “Classical Dance Basics” in 1934 and N. Tarasov’s, A. Chekrygin’s and V. Moritz’s
“Classical Training Methodology” in 1940. Those were followed by a number of books on folk and
historical dance as well as acting techniques.

During the Soviet period a number of Russian ballet schools and companies were
established in large cities and republics of the former USSR: Perm, Novosibirsk, Voronezh,
Saratov, Almaty, Petrozavodsk, Frunze, Ulan Ude, Yakutsk, etc.

The ballet theater of the Soviet era saw a quest for meaningful, deeply dramatic and
psychologically subtle ballet shows in which the performers create bright character images.
Characteristic are the works of R. Zakharov, L. Lavrovsky, V. Vainonen, V. Burmeister,
K. Goleyzovsky, L. Yakobson, etc.

1956 is a special year in the history of world choreography arts. That year, for the first time
after the removal of the “iron curtain”, the world was astonished with the Paris show of the Swan
Lake staged by the Soviet choreographer V. Burmeister and, one month later in London, with the
performance of the Bolshoi ballet company and the dance of Galina Ulanova in Giselle and
Lavrovsky’s Romeo and Juliette. The classical dance technique was completely subdued by the
vibrant and passionate character images. That was real poetry expressed by means of dance: the
singing body of the performer, the special cantilena of hands, arms and head, the naturalness of the
image.

From that time on the Russian ballet has been triumphantly performing all over the world.
The audiences praise the art of M. Plisetskaya, N. Fadeecheva, M. Kondratieva, V. Vasiliev, E.
Maximova, N. Bessmertnova, M. Lavrovsky, M. Liepa and many others. The world also discovered
the genius of Yuri Grigorovich, the outstanding choreographer of the 20" century, who dedicated
more than half of his creative life to the Bolshoi Theater of Russia.

The Russian ballet school is very attractive all over the world. The representatives of
Russian ballet command a lot of absolute respect. R. Nureev led the ballet company of the Paris
Opera, M. Baryshnikov — the American Ballet Theater (ABT) in New York, V. Malakhov — in
Berlin, V. Derevyanko — in Dresedn, Y. Posokhov — in San Francisco. A. Ratmansky staged shows

for world’s most prestigious companies. There is hardly a country where the Russian ballet teachers
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and training professionals would not be in high demand. The reputation of the Russian dance
teaching school is very high.

The Moscow ballet school has made a great impact upon the development of classical ballet
in a number of countries. In early 1950s Olga llina, a Soviet ballet teacher, founded a ballet school
in Beijing, where the training was conducted in accordance with the Soviet choreographic system.
In 1960s S. Messerer and O. Tarasova made a significant contribution in the development of
classical ballet in Japan. In 1990s there was a Summer Ballet School in the town of Vail, Colorado,
USA, where the teachers and instructors from the Moocow Academy of Choreography taught. In
1980-1990s there was a year-round Institute of Russian Ballet in Tokyo, where the faculty members
the Academy also taught. There have been annual summer ballet schools in New York and
Connecticut since 2008, sponsored by the Academy and the Russian Foundation of America, where
our teachers teach. The teachers from the Academy have been working in Seoul since 2004. These
days the Academy hosts students from more than 20 countries for training and education.

Two years ago, for the first time in history, the jubilee of a Russian ballet teacher was
commemorated in America, Europe, Russia and Japan. The name of the teacher is Pert Antonovich
Pestov — a glorious representative of the Moscow school of classical dance.

The strength of the Russian ballet school in not just in the systemic approach to the
education and development of dancers, but also in the stance toward the classical heritage. The
classical heritage is the fundamental basis of classical dance, its true school. The classical
masterpieces occupy leading positions in the repertoire of ballet theaters and schools in Russia. A
statement that the classical heritage was as good as created in Russia almost completely would not
be immodest. Though hardly complete, here is a list of ballets that are most common in the world
these days: Giselle, which was first staged in Paris in 1841, was revived by Petipa in Saint
Petersburg; the Swan Late, The Sleeping Beauty, the Nutcracker, La Bayadére, Don Kijote, Paquita,
et cetera. The Nutcracker staged by V. Vainonen has been a Christmas hit in the USA for many
years. It is the most favorite ballet of kids and parents alike.

La Fille Mal Gardée (The Poorly Guarded Girl), which we show at the Bolshoi as part of the
Conference, is a vivid testimony to the accomplishments of the comprehensive and systemic dance
education in Russia. Yuri Grigorovich put together a new version of the old classical heritage ballet
especially for the Academy, because it helps unlock the creative potential of the Academy’s
students. The ballet has lead parts, solo parts, mass dances based upon classical, duet and folk
dances, as well as children’s dances and vivid characters. The Academy invited premiere dancers
from the Bolshoi to take part in the ballet, to help our youngsters learn from the masters of the
dance.

So, what is the phenomenon of the Russian ballet? It is the highest culture of the dance,
professionalism, humanistic nature of the Russian arts, ability to create live and vivid characters on
stage, through a comprehensive and systemic dance education system. The Russian ballet is a
phenomenon also because it originated in the 18" century — centuries after Europe, yet became a
unique authority kept in highest regard in the modern culture.
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The characteristic feature of modern time is an active process of globalization— a worldwide
trend toward the unity of the entire humankind, covering a variety of different facets of reality.
Whatever anti-globalists of various kinds do to fight it, globalization is an inevitable, necessary and
objective process. It goes on in the cultural sphere as well. And in the cultural sphere, just like in
other spheres, there are certain prices to pay and some negative trends. Quite often it is the case that
we learn from other cultures not just the good, but the bad as well, whereas excessive indulgence in
globalization may constitute jeopardy for a particular culture’s unique national basis.

However, overall globalization is a positive process. It has broadened our cultural horizons
and provided ways to enrich our artistic culture with true accomplishments of other nations. That
helps preserve and develop true cultural values.

The above declaration fully applies to the choreographic arts which are a part of the overall
spiritual and artistic culture of our country. During the Soviet time - the time of the Cold War and
the Iron Curtain — our choreographic arts evolved in isolation from worldwide artistic processes.
We knew precious little about the developments taking place overseas. The performances of
Balanchine’s and Béjart’s companies in 1960-1970s were exceptions rather than rules. And, despite
the large number of outstanding artistic accomplishments achieved at that time, the isolation
somewhat limited further development of ballet. Indeed, it had always been the tradition of the
Russian ballet to assert the national basis, while simultaneously absorbing and transforming the
accomplishments of foreign ballet. And that had strengthened the Russian ballet, rather than
weakened it.

The situation changed in 1990s when the self-isolationism trends ceased to exist and our
country started expanding contacts with foreign countries in all spheres of life. That included ballet
theater and the art of choreography. The exchange of guest theater performances, companies and
performers became a common and regular thing. The choreographic community in our country
increased its awareness of what was going on in other national cultures. The works of Balanchine,
Petit, Forsythe, Duat, Kylian, Preljocaj and other foreign choreographers became parts of Russian
theaters repertoire. Extensive development took place on the part of modern and contemporary
dance companies where the basis for creativity was not the classical dance, but modern / jazz dance
and free plastique without any canonic limitations.

The above factors have made an impact upon the creative quest of Russian choreographers
working in ballet theaters. The compositional formats became more diverse, the dance language
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became more “multi-colored” and better developed. The classical dance is still the basis. But it
absorbed not just the elements of pantomime and folk/national dance motion, which is what had
been taking place before, but the motions from sports and acrobatics, and the impact of modern free
plastique became more pronounced. These days the shows of Russian choreographers are, as a rule,
based upon the modernized classics with a variety of different elements absorbed in it.

The introduction of alien elements and dance systems to the classical dance requires a lot of
artistic sense and tact. There are a lot of risks and dangers there. The alien elements introduced in the
classical dance may sometimes dwindle to something inorganic, whereas the product will be an
eclectic mixture, a senseless combination of different elements, whose style unity will be
undermined. That happens sometimes with directors without a spark of talent. But with a talented
director the enrichment of classical dance language, subject to its subdual to a content-related,
image-related objective, may be a means required to achieve a truly artistic result. That is why the
majority of choreographers resort to the modernized classical dance these days.

The above is a legitimate process that can hardly be done without, but it does drive quite
serious artistic problems. First of all, the indulgence in formal experiments, search and discoveries in
the field of dance language and composition at the expense of large and substantial spiritual tasks.
Through all phases of its development the Russian ballet has always been an art of high ideas,
philosophic fullness, and assertion of virtue. At different history stages choreographers and directors
had different creative programs. There is a lot of difference, for instance, between the creative
programs of Mir Iskusstva (World of Arts) group, the Dramatic Ballet studio and innovators of the
latter half of the century. But all those programs did exist, and they defined the spirituality and
creative direction of art. The recent situation, on the other hand, is enigmatic. New large ideas are
not noticeable. As to the content-richness, it is not completely lost, but quite often the focus is
shifted onto formal quest.

Non —availability of large ideas and creative programs has led to a situation when, for the
most part, the repertoire of Moscow theaters include either restorations of old ballet shows, or works
of foreign choreographers. New Russian ballet shows do not get staged too often. They are more
frequent in the provinces. And though some of them are definitely quite good, they do not constitute
a new phase of ballet theater evolution.

Quite a lot of choreographic miniatures and concert show numbers are staged these days.
That is encouraging, since minor forms give full scopes to creative experiments and plastique
discoveries. They include, of course, opuses rich in image content and blessed with resourceful
choreography. But there are prices to pay in that area as well. It is quite often the case these days,
that in contemporary numbers at ballet contests, or in concerts you encounter pictorial puzzles,
vagueness and ambiguity sometimes with complete absence of sense, disguised with pretentious yet
false meaningfulness.

The above concerns not just choreography, but acting techniques as well. The technique,
especially that of male dance, has developed to a great extent in recent years, and the arsenal of duet
support and carry techniques became a lot more diverse. But quite frequently the stunt component
prevails over the image-related tasks. Meanwhile, dance is neither circus nor sport. Dance is “high

133



flight supported by the heart . This Pushkin’s verse must be the defining principle of both arts and
artistic education.

There must always be a quest for something new in arts. But it must not lead to the oblivion
of traditions. And one of the main traditions of the Russian ballet is the richness of artistic forms
created not for the sake of those forms, but for the realization of rich spiritual content, philosophic
and moral ideas, depiction of personalities and characters. And that tradition must be maintained
and preserved.

But preservation does not mean mothballing conservation. A tradition is only alive when it
keeps developing, updating and enriching itself. It is alive as long as it reflects the requirements of
new time. As long as it absorbs the positive substance that the new times bring with them.

In this respect the reinforcement of choreography education becomes a thing of special
meaning. A school should be based upon the mastering of the best accomplishments of dance. The
rules and canons are the firm foundation of choreographic arts. Because of the school we still
maintain the high level of dance performance. New generations of performers start their artistic
careers one after another. Each new generation is slightly different from the preceding one.
Youngsters form new generations add their own nuances to the classical parts they perform, and the
mental outlook and world perception of their time inevitably makes an impact upon their
performance. But the level of professional craftsmanship is maintained, and that is because of the
professional schooling.

Naturally, true art cannot be reduced to perfect performance of school curriculum motions.
True art means not just good school background, but talent plus good background. It is school that
gives wings to talent, and it is talent that gives a sole to school. Talent would be helpless without
school, but without talent school would be dead. It is their unity, and their unity only, that is capable
of bearing true craftsmanship.

The basics of professional ballet schooling are firm and unyielding. But no school can afford
to become a dead dogma, just like art itself cannot afford it either. Graduating performers,
thoroughly equipped with all subtleties and tricks of the classical, folk and character dance must, at
the same time, be aware of all trends and directions of modern dance arts. That is why it is
understandable that these days we see numbers based upon jazz dance or free modern plastique.
That is what the students get introduced to in school, and with that not at the expense of the
classical heritage mastering. The trend is correct. There is no other way. That does not mean that
each graduate performer must be an all-mighty one and feel equally comfortable with each and
every dance system. Universalism is the feature of selected few ones, and the most talented ones at
that. The majority of dancers select an area to focus upon. But professional competence presupposes
awareness of all areas, and not just a visual awareness, but an awareness internalized by one’s own
body.

The economic recession that is in full swing worldwide these days is, at the same time, a
spiritual crisis. There are talented choreographers both in Russia and overseas. But for whatever
reason you don’t see great phenomena that have pan-human significance and define ways for further
development of ballet theater.
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Under the circumstances, | think there are two main objectives the choreography education
in this country has to pursue. Firstly that’s preservation, maintenance and development of traditions
imprinted in the great accomplishments of the Russian ballet. Secondly, that’s reinforcement and
update of professional dance education, the great national school, supporting the high level of
Russian dance arts. There are complex and different ways to achieve the said tasks. Artistic
discussions would be required for that, along with combination of efforts of choreography
professionals, regardless of their respective profiles. This conference of ours is just another step
toward the goal. | wish it every success.

Evolution of Worldwide Ballet Theater as a Culture Integration Process

V.1. Uralskaya

mail@russianballet.ru

Editor-in-Chief, the Ballet Magazine,

Honored Arts Worker of the Russian Federation,
Ph.D., professor.

Moscow, Russia

It is not an easy task to speak to an audience like this one, where everyone, in principle,
knows what any other person could talk about. The task of every speaker is to make a certain
contribution to the analytical approach to what we know about and cherish in the Russian ballet art
and the worldwide ballet culture.

| am going to try and outline things that might help us pursue and develop the aspects of ballet
requiring more focus these days. My presentation will be an articulation of some ideas on the art of
choreography in a general sense.

The first thing | would like to draw your attention to is the nature of classical dance. The
classical dance being the foundation, basis and expressive means of choreographic education Russia
is famous for — what kind of phenomenon is that?

Classical dance is a system, but a system that was not shaped in a natural fashion by some
ethnos. The origination of classical dance itself is a process of integration. That is why these days,
just like back what the classical dance was born, it is an open system. That does have a lot of
advantages. That makes further evolution possible. That opens ways for every ethnos to search for
and find things impacting their perception of the world, things that were conceived in the “genes” of
that ethnos. That is precisely the thing that was born as part of the European culture: primarily in
France and, to a certain extent, in Italy and introduced in Russia, and helped the “genes” of the
Russian choreographic arts, the wealth of the Russian choreographic plastics and its content be
originated in the school commonly referred to as the Russian classical dance school.

So, what are the tiers of Russian ballet that make it possible to speak about its phenomenon
and its being a part of the worldwide ballet culture evolution process? There are two such tiers. On
the one hand, it’s the dance education methodology — the topmost treasure Russia has given the
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world, a well-shaped system with its distinctive features. The features of the Russian culture that are
expressed through its unrivaled plastics, melodiousness, and special style that makes the Russian
school recognizable. One of the most important things is the long-standing recognition of its
significance by the government, which helped develop the dance school in Russia and establish the
chapter choreographic schools not just in Petersburg and Moscow, but in other large cities across
the country. That too was very meaningful. The local schools absorbed the indigenous culture of
local sub-regions that was bound to develop across the large Russia.

The plastic evolution of culture, even with the self-isolation during the 1930°s-60’s, did
nonetheless open certain ways for cross-cultural communication, for cultural evolution that helped
not just preserve and mothball the heritage bestowed by the foreign masters of the past — from
Landé to Cecchetti, but also include external and internal plastic and spiritual motives and features
that make up the poll of “genes’ of the Russian culture. In any type of arts: literature, graphics,
music — it is the rich pool of “genes” that is bound to impact not just the art itself, but the respective
school and its methodology. That helped the methodology in the 20" century to become not just a
fashionable one, but a methodology with a great call for, a methodology in high demand, a
methodology that became a foundation for the creation of a number of national ballet schools
worldwide. And I don’t mean the former Soviet republics that have become independent states. In
many of those ballet flourishes these days. | am talking about the establishment and creation of
unique national schools of classical dance.

Recently there was a conference in Saint Petersburg dedicated to the creative work of
J. Neumeier. He said that when he had asked in the US who would be the best pedagogue to
complete dance education, the name Volkova was mentioned among the names of teachers from
Russia. He trained, in a way, to gain knowledge that helped create the “Neumeier Theater” as a
distinguishable phenomenon. Whatever the route, some teachers found themselves in Europe or
America on the back of political turmoil. They taught through direct physical contact — the method
commonly referred to as ‘pre-Vaganova” method. Later on the worldwide ballet education was
under a pronounced impact of the Russian school, but the methodology was referred to as the
Vaganova method. You can hardly argue that, and there is hardly a need to segregate the naming.

In later days there was involvement of teachers and pedagogues from this country — not just
the ones who had defected, but the ones who were sent by the government on special missions, to
render hands-on help to many national ballet schools across the world.

The other tier of the Russian ballet’s impact is, without a doubt, the repertoire. Marius
Ivanovich Petipa summarized the evolution of European repertoire theater of the 18" and 19"
centuries. He “re-interpreted” the classical ballet from the standpoint of late 19" century
developments, using mew means of expression. He as good as made the classical ballet make a
“time slip” and relayed it into the future. In other words, he screened, selected and summarized the
accomplishments of his predecessors and, because of his talent and expertise, managed to realize
then on stage. So, by the end of 19™ century the world culture received a tremendous repertoire
which is referred to as the “Classical heritage” these days. The shows in question were thus
preserved for the world culture.
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The world of ballet is multi-faceted yet one. The national includes the international, whereas
the latter is based upon the uniqueness of national cultures. It is especially true when the language
of a particular art, for instance of music, dance, etc., has no perception barriers. In other words, the
development of worldwide ballet theater is an integration phenomenon.

Stage Folk Dance - the Russian Ballet Treasure

A. A. Borzov

borzov.a.a@mail.ru

Honored Artist of Russia,

Professor, Dean, Head of Choreography Department,

the Nesterova Academy

Full Member, Peter the Great Academy of Science and Arts,
Moscow, Russia

Many researchers and travelers who had a chance to come to Russia, the blessed and
welcoming land, noted the love of its people to folk dance. That love targeted not just Russia’s own
folk dance, which would have been quite understandable, but dances of many other nations
dwelling in this country. That love was later on carried over to Russia’s ballet theater, in whose
repertoire there has always been place for national dances.

The enrichment of opera theaters’ repertoire went on, and more and more character dances
became parts of them. The effort of Felix Krzesinski yielded fruit, and the Polish dance started to
shape itself into something professional; the effort of Alfred Bekefi proved fruitful - they started
dancing czardas. By mid-19" century quadrilles and mazurkas became popular among lower middle
class, and in the Southern parts of Russia they started to dance jig.

The impression is that the history of world ballet itself made sure that it was Russia where
the environment shaped for the origination of a unique subject whose name is Stage Folk
(Character) Dance. First, character dances in the operas by Russian composers, then the specially-
composed folk/national music for ballet dances. Hence a need arose to have professional performer
resources.

As to the classical dance, the world dance community has long since achieved clarity,
having put together an ultimate set of requirements to performers who must be nurtured to go on
stage, but with performers who dance character parts in ballets in different countries, the situation
has never been quite that simple. That is why they tried to remain on stage as long as they could
possibly be there.

Ultimately, in late 1920s — early 1930s the new choreographic discipline titled Character
(Stage Folk) Dance shaped itself. It had never existed anywhere in the world. That discipline got a
scientific / educational basis when the Character Dance Basics book was published. It was authored
by splendid character dancers from the Mariinsky: Lopukhov, Shiryaev and Bocharov. These days
the discipline in question is referred to as Stage Folk Dance.
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The world dance community has always noted the great professional technique of
performers nurtured in the Russian educational institutions, along with the amazing expressivity of
their motions, especially motions of corpus and arms, and ability to communicate with the partner
and master national features of character dances. Indeed, that is the area where the Russian ballet
has been unrivaled.

Unfortunately, the Stage Folk Dance is, to a large extent, a victim of repertoire policy of
theaters in this country. If there is a mazurka in professional theater — there is one in the dance
education process. If there is a Spanish dance in theater — it is taught in school as well. And if there
is none, the entire discipline suffers, along with hands-on training of a future ballet performer.
Performer whose name has always been revered.

As to secondary dance education, the Stage Folk Dance has been in constant motion. Is that
good or bad? I think that is good, because such environment keeps the subject alive. There is a
constant quest for one’s signature style, one’s stance toward the subject; the teachers find new
“colors”, so to speak... But the lack of consistency and stability may cause the weakening of
education. And that, in turn, may cause gaps in the education of a ballet dancer.

These days the Stage Folk Dance, as a subject, is maintained to a large extent only within
the boundaries of this country. And the debates about its necessity are becoming louder and louder,
because numerous theaters are staring to include in their repertoire shows staged by Western
choreographers which don’t have national dances. And that happens now that there is an increasing
longing toward folk dance art, toward the cognition of that complex yet important component of a
ballet dancer’s education - both in our country and elsewhere in the world.

We need to preserve our national traditions. Yes, these days you don’t get to see new ballets
with stage folk dances in them. But the subject is required not just for the needs of a particular
theater, but for the nurturing of professionally erudite ballet dancers.

Any dilution or complete non-availability of stage folk dance in the process of education and
training is a gap in the nurturing of a professional.

What is in that discipline? Is it just pleasure you get when you see the etudes? The discipline
includes a lot of bar and center-stage exercises. It helps nurture students’ tolerance, along with
respect of national cultures of other countries.

Nurturing performers for national folk dance companies.

They need the schooling in stage folk dance for their trade that uses the entire experience of
the great Russian choreography school.

It is another matter that we need to think about the future of the subject, in order to preserve
our accomplishments acknowledged by the world dance community. That is indeed an invaluable,
inimitable treasure of the national ballet.

The preservation and development of stage folk dance in the secondary and higher tiers of
the Russian dance education is our historic task.
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Unique character of artistic growth of the multi-national ballet
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A unique character of the artistic development of the multi-national ballet in the USSR:
aggressive tempo; outstanding identity; abundance with valuable artwork; and outstanding national
experts. Two professional ballet companies in St. Petersburg and Moscow before the 1917
Revolution and 60-70 professional ballet companies by late 1980s, let alone multiple “alternative”
companies and schools; and 21 state-run ballet schools.

A single “blood circulatory system” for the Soviet ballet: exchange in teachers, solo dancers,
choreographers, the best performances, both classic and contemporary.

Fruitful activities of choreography departments at GITIS and Leningrad Conservatory,
training several generations of talented and outstanding choreographers, including foreign experts.

Consistent construction of the superb “building” of the multi-national Soviet ballet from late
1920s: teaching classic choreography to young students from Soviet and autonomous republics (the
so-called national studios), construction of pompous opera and ballet theaters in the national
republics which must have inspired local choreographers to stage large-scale national performances
(the Navoi Theater in Tashkent, the Abai Theater in Alma-Ata, the Bolshoi Theater in Minsk, the
Spendiarov Theater in Yerevan, and national theaters in Donetsk, Dnepropetrovsk and Kharkov).

Moscow and Leningrad hold regular National Art Decades involving ballet productions
which promoted new names and showed premieres. From 1969, regular Moscow International
Contests and government importance put on such events. Opening such new names as Valentin
Yelizaryev, Henrich Mayorov, Andrei Petrov, Natalia Kasatikina and Vladimir Vasilyev, Edvald
Smirnov, Gleb Panfilov, Georgy Alexidze, Igor Chernyshov, Oleg Vinogradov, Natalia Ryzhenko
and Boris Eifman.

Various internal and external challenges related to human resources, repertoire formation,
audience appeal and dependence on some social and political drivers (examples: Night City with the
music by Bela Bartok choreographed by Leonid Lavrovsky and “opportunistic” but interesting
production of Optimistic Tragedy with the music Mikhail Bronner staged by Dmitry Bryantsev;
strong and weak sides of such phenomena).

A consistent repertoire of all professional ballet companies of the USSR formed by late
1980s with main emphasis on classic heritage and Soviet classic productions (V. Vayonen, L.
Lavrovsky, R. Zakharov, L. Jacobson, V. Chabukiani, K. Sergeyev, |. Belsky and Yuri
Grigorovich), foreign heritage performance by George Balanchine and Roland Peti. (According to
regular polls by Soviet Ballet Magazine in 1986, 15 theaters had Spartacus in their repertoire; 11
performed Romeo and Juliette, 9 theaters performed Gayane and 9 run The Fountain of
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Bakhchisarai. The most popular names included Les Sylphides, Swan Lake and One Thousand and
One Nights with the music by Fikret Amirov and originally staged by Nela Nazirova.)

The map of ballet-focused regions of the USSR republics. (This does not discuss ballet in
Moscow and Leningrad and such traditional “ballet-focused” cities as Perm, Yekaterinburg, Kazan
and Voronezh). In some instances ballet owes its success to outstanding ballet dancers and
choreographers. Thus, the Samara ballet saw its revival due to Igor Chernyshov and the Odessa
Opera and Ballet Theater owes its success to Nikolai Ryzhenko. Boris Myagkov made a great
contribution to revive the Syktyvkar ballet company.

Ballet overview in national republics.

Ukraine had 6 state-run opera and ballet theaters (Kiev, Kharkov, Odessa, Donetsk,
Dnepropetrovsk and Lvov); the Kiev ballet was originated by students of Agrippina Vaganova. It
had strong resources for independent growth, although there was no outstanding ballet
choreographers.

Anatoly Shekera directed the Kiev ballet in 1980s and played an important role in its success
(a GITIS graduate student, staged several talented choreodramas). The Ukrainian theater promoted
a well-known stage designer Yevgeny Lysik who designed performances in Lvov and Minsk. The
star of Vadim Pisarev was risen back in the Soviet time. He used his management skills to establish
a new choreography center in Donetsk. The Ukrainian ballet consistently proved its leading position
sending new virtuoso performers to international contests.

The Minsk ballet (Belarus) company was a large-scale positive phenomenon in the USSR
ballet: a well-known choreographer Valentin Yelizaryev, a sustainable ballet company, and unique
repertoire formed by Valentin Yelizaryev on the basis of classic productions. Each tour of the
Belarus theater to Moscow was a special event to public.

The Central Asia which initially viewed ballet as “anti-art” became a unique ballet
phenomenon in the Soviet era.

Kirgizia, a country of nomads, formed its national ballet style due to unique choreographer
Uran Sarbagyshev and outstanding ballet dancers Bibisara Beyshenaliyeva (a student of VVaganova),
Aysulu Tokombayeva, and Cholponbek Bazarbayev. The Kirgizia ballet theater first premiered
Macbeth by choreographer Molchanov and Asel by V. Vlasov (1967).

The Kazakhstan ballet was growing fast. In 1980s, a talented choreographer Bulat
Ayukhanov set up a small ballet company and staged Crime and Punishment and Tatyana Larina.
(1967). The company competed with Boris Eifman’s production in its up-to-date treatment of
classic themes.

Tajikistan which exquisite dance culture was highly appreciated by Kasyan Goleyzovsky
promoted a “golden” dance Malika Sabirova. Some international ballet contests were held in her
name.

The Caucasian republics made a lot of efforts to master classic ballet in its theatrical form. A
great contribution was made by Vakhtang Chabukiani who inspired this process. Symphonic
composers of Georgia turned to ballet genre to form a diversified repertoire: The Heart of the
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Mountains and Ruby Stars by Andrei Balanchivadze; Hamlet and Medea by R. Gabichvadze,
Othello by O. Machavariani, Gorda by D. Toradze, Demon by S. Tsintsadze.

The Azeri ballet was also focused on musical actions when the leading composers began
writing ballet parts, such as Kara Karayev, Fikret Amirov and Arif Melikov.

The Armenian ballet is closely related to Aram Khachaturyan and his Spartacus and Gayane
(both ballets are associated with the Soviet time).

The Baltic republics found themselves on the periphery of the ballet process, although the
theaters of Lithuania, Latvia and Estonia engaged outstanding choreographers, talented dancers and
made interesting performances. The Estonian theater occupied a leading place in the region. Estonia
Theater, Tallinn, for many years engaged May Murdmaa, a GITIS graduate and innovative
choreographer who experimented with avant-garde performances back in 1970s and built a unique
repertoire. She was followed by her pier Ulo Vilimaa who set up his own company and repertoire in
Vanemuine Theater, Tartu. The Estonian ballet theater of the Soviet period was a unique
phenomenon which pursued its own avenue.

Turkmenistan and Moldavia were not marked by any outstanding events in classic ballet and
were mostly focused on folk dance.

Cultural and Historical Role of the Russian Ballet within the Context of Modern Cultural
Policy of Russia

S. M. Olenev
kafedra-Al@mail.ru

Ph.D., Professor,

The Bolshoi Ballet Academy
Moscow, Russia

“Culture policy” has become a set phrase ingrained in both modern scientific and household
discourse. A rational and measured culture policy is one of the most important attributes of the
civilized evolution path, as well as efficient public administration. The notion itself is abstract,
whereas in reality culture policy manifests itself through packages of measures federal, regional or
local authorities and non-government organizations take in order to regulate the cultural evolution
of society. Thus, a culture policy is a polysubjective matter, and many a party contribute to the
regulation and development of a country’s cultural life in line with their respective functions,
position, localities and other factors that render culture policy dependent on not just the center of
organization and planning thereof, but all components of culture-forming processes as well.

As per the Passport of the Federal Program Culture of Russia (2012-2018) approved by the
Russian Government (Resolution 186 dated March 3, 2012), the priorities of state culture policy in
this country are as follows: preservation of cultural assets and traditions of nationalities dwelling in
the Russian Federation, tangible and intangible heritage of Russia’s culture and usage of the latter
as a resource for spiritual and economic evolution and sustention of high reputation of the Russian
culture overseas, along with expansion of international cultural cooperation.
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The wide and diverse variety of cultural policy means can be broken down to stimulating
ones, preservative ones and prohibitive ones. Traditionally it is the cultural heritage that is the target
of preservation within the culture policy system. The heritage exists in a variety of forms among
which art takes one of the most distinctive places. Means of stimulation target elements of culture
that are most advisable versus specific socio-economic expectations, whereas means of prohibition
must wipe off destructive trends in the socio-cultural environment.

The cultural policy of modern Russia is based upon abstract humanistic principles whose
material manifestations meet with somewhat mixed and ambivalent reaction in the society. There is
just one area of cultural policy — the preservation of cultural heritage — that can be referred to as the
basis for it, and its significance can be neither challenged nor downgraded. Depending on a
particular situation the cultural policy can target various strategic and tactical objectives associated
with the changing internal and external conditions, but it is still the reasonable protectionism that is
the foundation of cultural progress.

The cultural heritage is the phenomenologic basis of culture whereupon the culture exists
and evolves in its qualitative distinctness. Being the essence of the cultural evolution results subject
to preservation, the heritage becomes a factor defining directions for subsequent evolution,
including all potential contradictions of the latter. Since cultural systems tend to have core and
periphery elements, phenomena of various significance and functions, certain areas of art can be
referred to as landmarks of a country’s cultural life.

As far as the Russian culture is concerned, without a doubt one of such art forms is ballet.
Russia, and none other than Russia, became not just the propagator of the distinctive and original
tradition of choreographic arts and creator of new artistic directions for those arts, but also, for the
main part, accumulator of traditions that are being preserved in strict adherence to their authentic
forms.

Owing to the above-mentioned feature, the Russian ballet can be characterized as a
constantly growing and expanding pool that does not strive for complete and constant
transformation, but rather reinforcement and strengthening of already accumulated potential. The
effort of representatives of the leading choreographic schools has lead to a situation in the modern
Russian ballet when there is an inseparable combination of traditions and innovations, of
consistency and dynamism, and that makes it a unique phenomenon of world choreography. Being
the magnetic center attracting new solutions, progressive teaching technologies, bright performer
and choreographer personalities, the Russian ballet is not just the “face” of our culture. The
aforementioned features make it an efficient means of cross-cultural interaction: the number of
foreign students keeps growing, international professional contact networks keep expanding, and
the Russian audiences welcome new shows from overseas countries - one after another. Hence, it
would be fair to conclude that the uniqueness of Russian ballet and its human potential assure the
performance of function associated with the drawing of different cultures closer together and
dissemination of high artistic traditions.
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Such issues as the development of choreography or whether or not it is worth keeping age-
old traditions and/or let the new developments undermine the established canons were disputed
many times. Heated discussions of early 20th century were widely covered by press.

Russian dance was affected by the tour of Isadora Duncan and her ideas of “free dance”,
natural and not restricted by any rigid rules. Russian choreographers were looking for changes and
started using sophisticated plastic forms and expressive body language; they rejected any patterns
and made experiments with forms. The leading choreographers of the time included Alexander
Gorsky who worked in Moscow and Mikhail Fokine who started his career in St. Petersburg and
later was engaged by Diaghilev’s Russian Seasons.

The ballet community was split into strict two groups of protagonists of classic traditions
and advocates for reforms. The first group included Akim Volynsky, Andrei Levinson and Dmitri
Mukhin. Volynsky stated that classic dance was a divine performance not related to everyday life
and any style of living and speaking only in terms of general human fantasy. Mukhin tried to defend
“old” ballets from innovators’ attacks and intrusion of dancers who treated their choreographic texts
too freely.

The conservative party attacked dancers who were too enthusiastic about free plastics, such
as Tamara Karsavina, Vera Karalli and even Anna Pavlova. Their dancing was emotional and
sophisticated and free from complicated technical details. The dancers were committed to showing
body plastics, its beauty and natural appeal and to reveal various emotions and half-tones.

At the same time, many critics felt that the Russian ballet needs urgent changes. They often
wrote that ballet dancers are more devoted to performing physical exercises than dancing and
looked like “dancing machines.”

Eventually, some critics started promoting the idea that classic ballet must disappear as a
form of art. This idea became especially popular after the 1917 Revolution in the forefront of the
total state restructuring. Moscow critic Alexander Cherepnyin published a research work where he
consistently stated the irrelevancy of classic ballet to the new socialist state.

Nevertheless, not all ballet critics called for such drastic changes. Most ballet public figures
believed that the classic productions should stay in repertoire but with some innovative changes (it
is worth noting that in some cases such innovations were beneficial to the production). Others
thought that new plastic motifs would enrich the classic repertoire, renew and promote it in public.
Reform advocates included Valerian Svetlov who published the book Modern Ballet and promoted
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the principles of Mikhail Fokine, and Nikolai Vashkevich, a follower of Isadora Duncan who
believed that ballet should become a kind of “mimo-dancing”.

Each critic proposed his or her own concept to promote dance art. These concepts could be
hardly called purely theoretic. Many critics tried to implement their ideas on stage. Vashkevich
staged small choreographic performances (for example, adaptations of Ancient Greek mythology or
Puskin’s poems). Volynsky opened Russian Ballet School and could easily show and teach any
ballet pas.

Eventually, the critics managed to implement almost all their concepts. The advocates of
new plastic forms proved to be right. 1920s saw a surge of interest in the art of plastic movements,
there were many studios engaging both professional and non-professional dancers influenced by
principle of Meyerhold’s biomechanics. The classic dance was enriched with acrobatic and athletic
elements which expanded its expressiveness and brought on stage new contrasting, grotesque and
vivid characters. Traditionalists also continued their work on stage. Despite the challenges of post-
revolution era, they pursued reconstruction of early classical performances and transferred them to
young dancers and tried to persuade the government to keep the classic ballet traditions.

Russian Ballet as a Unique Phenomenon of Contemporary Socio-cultural Context

M. Yu. Gendova

avrorkal96@yandex.ru

Doctoral candidate,

The Vaganova Academy of Russian Ballet
Saint Petersburg, Russia

The essence of Russian ballet was well expressed by the celebrated writer Mikhail Saltykov-
Shchedrin in his paper titled Contemporary Ballet Project: “devoted orthodox, predominantly
conservative”. Obviously, it is the conservativeness that drives the uniqueness of the Russian ballet
phenomenon — absolute academism of the format combined with infinite gentleness of emotional
content and depth of psychological issues touched upon. However, the worldwide stronghold of
first-class ballet is not stagnant. It strives to respond to modern trends in a prompt fashion.
Therefore the Russian ballet is not a “museum”, but an active multi-faceted subject of the
contemporary socio-cultural environment.

The socio-cultural environment is cohesive comprehensible space shaped with time, wherein
individuals exist and whereat they interact with society. Yuri Lotman, our outstanding culture and
semiotics scholar once pointed out that each person is “submerged” in culture and arts since their
birth, since “both are specific formats of communication without which our conscience cannot exist.
It is a part of us, whereas we are a part of it”. It is the ability to capture, relay and transmit spiritual
values of a particular epoch, using a set of meaningful formats that helps art in its entirety remain an
unrivaled “nurturer” of human souls. In that regard ballet hardly has any rivals at all, because it is a
non-verbal format that strips human nature bare every single minute through the entire ballet show,
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and shows it from a variety of angles. Ballet requires no translation, since it the materialization of
feelings and emotions.

So, what is the secret of uniqueness of the Russian ballet? The tradition of nurturing future
ballet performers is referred to as the core of Russian ballet education — strict adherence to the
canons set for the development of professional “tools” — mastering the craft along with nurturing
the soul of a future artist, unlocking the personality through intellectual integration.

The intellectual integration aspect helps identify yet another feature of the Russian ballet’s
appeal power — a powerful upbringing capacity that “catalyzes” the desire of audience, as well as
the performers, to cognate, to think and comprehend.

To illustrate the above declarations, a video fragment of the Bolt ballet is enclosed; the
Leningrad Symphony and Giselle are used as examples demonstrating the ability of Russian ballet
to act as a self-identifying factor in today’s world.

The Russian ballet is a unique socio-cultural phenomenon that originated almost three
centuries ago, yet managed to maintain and reinforce its ability to amaze and astonish the audience
with its “high flight inspired by the heart”. That is the reason of the Russian ballet’s multi-faceted
nature in the contemporary socio-cultural context.

Russian Ballet Ambassadors to Cross-Cultural Dialogue — Boris Lisanevich

O. V. Shugan

oshugan@rambler.ru

Ph.D., Senior researcher,

the Gorky Institute of World Literature
Moscow, Russia

Boris Nikolaevich Lisanevich (1905-1985) — former dancer of Sergei Diaghilev’s Ballets
Russes, public figure, diplomat - made a worthy contribution to the development of the Russian
ballet phenomenon and the cross-cultural dialogue.

Unfortunately, his name is not too well known in Russia. He is better known in the Orient,
because that is where he spent the latter half of his life. His biography is indeed miraculous and full
of extraordinary adventures. To a large extent if reflects the dramatic turmoil of early 20" century,
when the revolution cut a large pool of intellectuals off Russia, and made them live in immigration.

The scattering of Russian intellectuals made a profound impact upon Western and Asian
countries alike, and helped bring the West and Orient closer together. Boris Lisanevich started from
the Alhambra Theater in Paris, then danced at the Romantic Russian Theater led by Boris
Romanov, the future ballet master of the Metropolitan Opera in New York, and finally, in 1925 was
admitted to Sergei Diaghilev’s company.

His debut was the Pétrouchka where he danced the part of policeman — the one Leonide
Massine had started with well before him. Over five years with Ballets Russes he danced in more
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than 20 ballets: the Polovtsian Dances, Pétrouchka, Parade, Carnival, Firebird, Three-Cornered
Hat, etc.

In 1930s B. Lisanevich moved to India, and then settled in Nepal. His role in the cultural
policies of both countries can hardly be overestimated. That is when he established himself as a
diplomat, politician public activist. In 1959 the Life Magazine called him Nepal’s second point of
interest — right next to the Everest.

The ”Russian” Ballet Plots Issue in the 19" Century Russian Ballet Theater — Revisited

A.P. Grutsynova

anna_gru@mail.ru

Ph.D., Associated professor,

the Tchaikovsky State Conservatory (Academy of Music)
Moscow, Russia

When ballet was first introduced in Russia in the 18" century, it became a thing that was
implanted to a new country in an almost completely defined format. However, put in very specific
national context, ballet began a fast and independent evolution. The activities of two ballet
choreographers and teachers (Ch. Didelot and M. Petipa) first brought the Russian ballet tradition to
the pan-European level, and then took it further — to the leading position.

The above facts are well known, and they hardly require any proof. However, it is
worthwhile to take a look from a different angle: why are Russian — i.e. national, both folk and
authored — plots so scarce in the 19" century, when ballet was rapidly evolving in this country?

Over a hundred years a lot of ballets were staged in Saint Petersburg and Moscow, but
shows related to national topics are exclusions rather than the general rule. That is the cardinal
difference of the Russian ballet tradition distinguishing it from the opera tradition. The evolution of
both genres started in Russia almost simultaneously, but they followed completely different
development paths. Since the very beginning of its stage life opera used numerous Russian plots:
mostly comical in late 18" century and historic and fictional in early 19". Later on, when the great
Glinka and his successors created, the Russian opera kept pursuing domestic plots and stories most
of all. Compared to the spectacular Russian plots, opera librettos related to alien topics look like
exceptions, if anything. There are quite a few of those, but still the basis of Russian opera in the 19"
century was Russian in theme (and there was a variety of genres — from fairy tales and epos to folk
drama).

But if we look at the Russian ballet shows of that time, we would have to conclude that
Russian plots and stories are a lot less in number that any others.

There is just one period in the 19" century evolution of choreographic arts in Russia when
national topics and themes indeed reigned on stage — the Patriotic War of 1812. That was the time
when for a short while heroic and historical divertissements and ballets comprising folk dances and
songs became popular. That stage of the Russian ballet theater evolution left a heritage — the
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Russian stage folk dance, that later on “tuned in” the romantic tradition of use of national dances in
ballets composed by professional artists. During any other time in the 19" century Russian stories
and plots found themselves in remote periphery of choreographers’ interest.

There are few stage shows that define the line of national stories and plots the authors turned
to during that time. For the most part they are based upon fiction literature (Ruslan and Lyudmila or
the Downfall of Chernomor, the Vicious Sorcerer (1821), Caucasus Prisoner (1823), etc.). As to
historical ballets staged in the 19" century, their number is more than limited. We could recall
Sumbeka, or the Conquering of Kazan Realm, staged by A. Blash. If what a ballet critic of that time
says is true, its libretto was based upon a Russian history plot. Despite the criticism (and a
reasonable of, judging by the references), that show was a precious example of truly Russian
historic ballet of the 19" century.

What are the reasons behind this paradoxical evolution of the Russian ballet without
resorting to Russian plots and topics? From today’s standpoint the reasons look quite objective.

Firstly, the selection of stories for staging was completely entrusted to choreographers. In
the 18" and 19" centuries the majority of those were foreigners. As a general rule, they were
ignorant of the history and mythology if the country they came to work to, and, consequently, the
idea of using those for the shows was absent from their minds. There are some exclusions, however:
the only 19" century ballet that was based upon a Russian fairy tale and survived to see our times is
the Little Humpbacked Horse staged by a French choreographer to music composed by an Italian.
The music that, despite all accusations of “non-Russian-ness”, has numerous quotations of Russian
folk songs and romances.

Secondly, choreographers who came to Russia to work strived to stage as many shows as
they could as soon as possible. That being the case, it was only natural that they tried to transfer
ballets that had already been staged in European countries to the Russian stage. Obviously, some
choreographers staged new shows in Moscow and, primarily, in Saint Petersburg, but more often
than not their shows were either replicas or author revisions of their previous shows (quite often the
reason for that was censorship).

Thirdly — and it looks most paradoxical these days - the audience, primarily ladies and
gentlemen of the Saint Petersburg Imperial Court looking up to the Western European culture, was
not too eager to see Russian stories. Operas to Russian plots were created with striking frequency,
but ballets to Russian plots were, presumably, referred to as something barbaric, or, at best,
comical.

It is hardly surprising that P. Tchaikovsky never created a single ballet to a Russian plot —
back than the composer was completely subordinate to the choreographer. A. Clazunov, who
succeeded, also never created a ballet to a domestic topic.

The real outburst of interest to the Russian plots and themes would take place later on — in
early 20" century, when there would be milestone shows staged for Sergei Diaghilev’s Ballets
Russes that would become “discoveries and revelations” of the Russian theme: the Firebird (1910),
Pétrouchka (1911), The Rite of Spring (1913) etc. The most peculiar thing about those is that they
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were created “for export”, as rare and exotic gems for the Paris performances, and only after those
they were staged in Russia.

Later on, through the 20™ century, the national theme will be related to not just folk fairy
tales and historic plots, but to new Soviet topics. However, the reasons for that are related with the
features of ballet evolution itself and in new tasks set by the state for all art forms at that time.

Romantic Ballets La Sylphide and Undine Staged by the Mariinsky Theater and the Ossian
Tradition

A.L. Vasilyeva

characterdance@yandex.ru

Teacher, The Vaganova Academy of Russian Ballet
Saint Petersburg, Russia

The classical ballet art is an integral part of the Russian culture. These days, as part of the
preservation and development of the unique academic traditions of the Russian ballet and for the
purpose of further perfection of the education process, greater and greater focus is being paid to the
studies of choreography culturology, in particular the so called “cultural history” — a science
discipline targeting the context whererin certain components of ballet shows originate and evolve,
along with the impact ideas relevant for a particular time period make upon the art of ballet. The
present study is dedicated to the review of ballets La Sylphide and Undine in the repertoire of the
Mariinsky Theater from the standpoint of the Ossian traditions.

The notion of “Ossianism” first originated in literary criticism, esthetic and cross-
disciplinary studies. It is related to the studies and assessment of the impact made by James
Macpherson’s Ossian Poems first published in 1760 upon literature and culture of late 18" — early
19" century. For a long while researchers and critics pursued the issue of authenticity /
mystification of the Ossian Poems. Then Ossianism was interpreted as a phenomenon of literary
pre-romanticism. The impact of Ossianism — varying from an overall melancholic mood to image
vocabulary of an arts text — was discovered in fine arts, landscaping, theater and music. The impact
is studied and touched upon in the works and papers by D. Likhachev, Y. Levin, A. Bulycheva,
Fiona Stafford and Howard Haskill. Recently the researchers of Ossian traditions focus upon the
issues of formation of national identity and a number of cultural practices (from gathering of
folklore to romantic getaways and tourism).

La Sylphide (choreography by A. Bournonville, 1836, revised by E.M. von Rosen; premiere
at the Mariinsky in 1981) and Undine (choreography by P. Lacotte, 2006, following J. Pierrot,
1843) are reviewed herein from the standpoint of topic features, drama, and mans of expression that
distinguish the Ossian tradition in choreography.

The significance of Ossian tradition for the formation and development of national ballet
themes, especially for character dance, is highlighted.
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Role of Graphic Arts in the Nurturing of Positive Image of the Russian Ballet
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Being the phenomenon of world significance, the Russian ballet exceeds the boundaries of
just theater, and determines trends and directions for many industries of culture.

Fine arts can be referred to as a powerful means of emotional and intellectual impact, and a
means of promotion and worldwide popularization of the Russian ballet.

Fine arts make ballet accessible by a greater number of viewers, whereas artists, turning to
the images of ballet in their creative activities and using them to pursue their artistic objectives give
their vision and assessment of ballet’s role in the society.

Painting, sculpture and graphic arts are adjunct means of making a theater show in terms of
its decorations and stagecraft.

Connection of the Russian modern and Russian ballet, formation of the Russian ballet
school authority. The cumulative image of avant-gardist artists of early 20th century
(N. Goncharova, M. Lariononv, M. Dobujinsky, N. Rerikh, A. Benois, Z. Serebryakova,
K. Korovin, A. Golovin, L. Bakst, S. Sudeykin, B. Anisfeld, P. Picasso, A. Matisse, M. Chagall and
G. Braque), their connections with ballet reinforce the complex of social interactions aimed at the
definition of Russian ballet’s worldwide significance.

Ballet and photography romance — is a love story of statics and dynamics. And in the end of
the day — an attempt of each one of these arts to expand their boundaries through unity with the
other one (Helmut Newton, Annie» Leibovitz, Cecil Beaton, Richard Avedon).

Photography, resorting to mass media replication of images of the Russian ballets nurtured
their images as legends and icons, and helped architect mythologemas in the consumers’ psyche.

Sculptural compositions by Victor Bogachev — a tribute to the tradition of arts — ballet
interaction.
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Creative Activity of Leon Bakst for the Diaghilev’s Ballets Russes as a Component of the
Russian Ballet Phenomenon within World Culture

S. Yu. Zakharova
avg20sv@inbox.ru

teacher, The Bolshoi Ballet Academy
Moscow, Russia

Leon Bakst is one of the outstanding artists of late 19" - first quarter 20" century. The range of
Baksts’s creative interest was extremely wide. However, as far as the history of arts is concerned, the
name of Bakst is primarily remembered for the make-up of theater shows. Sketches created by Bakst
— both independently and in collaboration with other artists — were used to create theater stage
costumes and decorations for numerous ballet and opera shows of the Diaghilev’s Russian Seasons.
Bakst, a gifted theater artist and one of the founders of the Mir Iskusstva (World of Arts) group and an
active participant of the Russian Seasons, became the brightest character oh his time’s creative context.
It was among the participants of the Mir Iskusstva group that Sergei Diaghilev found fellow-thinkers, to
search for a new arts type in line with the ideals and aspirations of his life. The artists Leon Bakst and
Alexandre Benois took the leading role in the activities of Mir Iskusstva and, later on, the initial period
of the Ballets Russes.

The Russian Seasons (1908-1929) organize by Sergei P. Diaghilev abroad, won Russia the
fame of a great theater country. The close professional collaboration became the basis for Ballets
Russes’ inimitable style in the Egyptian Nights, Les Sylphides, Scheherazade, Pétrouchka and other
ballet shows

Leon Bakst won the unrivaled fame and glory of theater show artist after the making of the
Egyptian Nights.

The decorations of Scheherazade were focused upon color. Carnival, L. Baksts’s second major
work in 1910, became a complete contrary to Scheherazade. The costumes of that show went along the
line that had been expressed in the Puppet Fairy — their colors are not bright, somewhat muffled; they
are elegant and fit R. Schumann’s music well. Le Spectre de la Rose is one the artist’s most elegant
ballets. In that ballet the artistic make-up is inseparable from the choreography. That, to a large extent,
was the driver of the show’s success. Bakst’s poetic costumes and decorations made the ballet one of the
most romantic shows, along with the Puppet Fairy, Carnival, Butterflies and the Sleeping Beauty.

The Narcissus was a ballet of a completely different nature. Its decorations manifest the
artist’s ideas about antic Greece. The colors used for the creation of costume sketches are quite
“juicy” and bright. The majority of costumes have two color splashes: the main color of the fabric
and the color of the ornament.

One of Baksts’s characteristic techniques was the reinforcement of decorations’ expressive
capacity through the use of landscape decorations, “stretching beyond” the stage interior. That is
what he did for the making of Tamara ballet. To work on that ballet Bakst went on a tour of
Caucasus. Along with the antic and Caucasian themes Bakst also pursued the Oriental themes and
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topics, when he worked on the Blue God. The costumes that were “re-processed” Indian gowns give
the feeling of a Siamese ballet’s influence.

To work on the Joseph Legend, Bakst used the sketches he had taken when he watched
Veronese’s pictures. His influence is traceable both in the selection of colors for the show, and in
the cut of the costumes. For the most part we see heavy and pompous garments with lots of red and
gold decorations.

Leon Baksts’s desire to find new forms of making stage shows in line with his contemporary
world trends was the indication of the width of his artistic conceptions, as well sensibility and open-
mildness toward new tendencies. The creative union of Sergei Diaghilev and Leon Bakst became a
bright and multifaceted, though somewhat ambivalent, milestone of modern ballet history.

On high and low in Soviet ballet

N.N. Surnina

nathalie.surnina@gmail.com

Postgraduate student at the Moscow State Conservatory
named after P.l. Tchaikovsky

Moscow, Russia

The Russian ballet history saw the Soviet period where the turn of 1950-60s was an
important milestone marking the period when the principles of choreodrama and the socialist
content started to lose relevance. In the Russian State Archive of Literature and Arts we discovered
documents of that transition period featuring correspondence of ballet historian Yuri Slonimsky,
composer Dmitry Kabalevsky and choreographer Peter Gusev. During seven years, from 1957 to
1962 they were working together to create ballet named “A Girl from Trekhgorka” and led an
animated discussion which today is a vivid evidence of esthetic and ideological changes going on
inside the ballet theater.

The idea of the ballet came to Slonimsky back in 1950-1951 and was based on a true story.
He wanted to find a way to poetize a story taken from everyday life and put it closer to classical
ballet canons. Slonimsky showed libretto to Gusev and Kabalevsky and got their consent to work
together. Since the three authors were dissatisfied with the script, they began looking for a new
form. During the next five years, the storyline was continuously transforming. The final script
hardly had any likeness to the initial one. All changes resulted from authors’ desire to diverge from
the everyday life story and social realism to a poetic treatment of the story. Main emphasis was
given to the forms and methods of classical dance, rather than “depressive pantomime for deaf and
dumb.”

The final libretto was written by 1962. Suddenly, the enthusiastic work process took an
instant turn which marked not only a drastic change in the storyline but also in the esthetic
treatment of the future ballet. Slonimsky proposed to present the performance as “the fight between
a black angel and a white angel for the hero’s soul” rather than just an everyday story. Some more
important changes followed soon: the characters dropped their names and emerged as abstract
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figures and all everyday life scenes were replaced by lyrical episodes. The idea inspired everyone.
The work moved to a new level: Slonimsky started making proposals on specific numbers, Gusev,
saying that he now “saw the full concept,” wrote a detailed scenario. Slonimsky was happy and
pursued the planned storylines.

But at one instant they all became concerned—hesitating at first and more convinced later—
that they had deviated too far away from the essence of Soviet art and began thinking of what their
abstract character could give to the audience. The progress for which they were struggling during
five (1) years was destroyed in an instant (in two weeks, to be more precise). The reason for that
were several “ideological” letters written by Slonimsky in June 1962 to Gusev and Kabalevsky. He
urges them to come to their senses and mind that they are staging the Soviet ballet. Gusev gave him
a rebuke stating that he was unwilling to get back to the Soviet reality and only lyrical and poetic
aspects of the story could make him work on this ballet; and Kabalevsky was just amazed and
preferred to retreat. Slonimsky tried to get back to this work several time and discussed it with Oleg
Vinogradov by the project was doomed.

A unique story of this unsuccessful project illustrates the ongoing process of revaluation and
generation of new esthetic vision in the Soviet ballet theater and reveals the complex and
ambiguous nature of this process.

The Nutcracker Staged by Y. Grigorovich (1966) — Innovative Approach to Drama and
Choreography

E.P. Belova

kabelova@mail.ru

Ph.D., Arts Criticism

Professor, Choreography and Ballet Studies Department,
The Bolshoi Ballet Academy

Moscow, Russia

The history of staging of P. Tchaikovsky’s Nutcracker from late 19" century through mid-
20" includes independent choreographic versions by L. Ivanov, A. Gorsky, F. Lopoukhov and V.
Vainonen. Their artistic quest, discoveries, failures and triumphs enriched with contemporary
accomplishments of dance art became the foundation for a new choreographic interpretation of the
Nutcracker ballet on the Bolshoi stage - by Yuri Grigorovich in 1966. His show (staged in
collaboration with artist S. Virsaladze) is the one that gives reasons to claim that the stage action is
now closely connected with P. Tchaikovsky’s inspired score. Grigorovich’s show opened a new
page in the stage history of the Nutcracker ballet.

Back in mid-60s, not just a new show interpretation, but completely new principles of ballet
were required to stage the Nutcracker. The cut-through dance action principle helping avoid ballet
becoming a drama, introduction of pantomime, correctness of depiction of daily life in the plot had
already proven themselves in other ballets staged by mid-60s by Y. Grigorovich, choreographer
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architecting his ballets in close accordance with the dramatic composition of music score (S.
Prokofiev’s Tale of the Stone Flower, 1957, and A. Melikov’s Love Legend, 1961).

1. The choreographic solution for the leading lady part brings the entire show together from
the standpoint of its dramatic composition. When staging the Nutcracker, Grigorovich boldly gave
all children characters to the Bolshoi ballet performers, thus tackling the issue of “children’s”
dances. There was no more need to lighten of simplify the dances, to make them suitable for
younger performers from the ballet school, which is what Vainonen had had to do. In his show
Masha’s part is performed by an adult dancer from the beginning. Gorsky, who staged the
Nutcracker in 1919, gave the main part to a student of the Moscow School of Ballet, to emphasize
the natural childishness of the character, but she was still a senior, not a junior, which helped
reinforce the choreographic line of the role. The participation of a prima ballerina would have
overthrown Gorsky’s entire concept. Overall Grigorovich tool a leaf out of his book, but he re-
interpreted Gorsky’s discovery: Masha’s part in his show was created for E. Maximova who was a
fragile and petite dancer. That is precisely why there was no danger Masha would look like a
“premiere” in the opener destroying the atmosphere of spontaneity of children’s games. Having
given the lead part to a master dancer, Grigorovich was able to diversify and make more complex
not just the dance line of the role, but the acting technique as well. Even in the opening scene
Masha’s behavior is based upon a variety of moods constantly changing: exhilaration, astonishment,
fright, grievance, compassion and tenderness.

2. Style unity of the Nutcracker’s decorations. Simon Virsaladze, the show designer, found a
cut-through solution for the show image — a Christmas tree. His tree not just grows — it keeps
changing its shape and image, as if demonstrating the world’s diversity to the characters. Without a
doubt, the Christmas tree in the Nutcracker staged by Grigorovich is closely connected with the
characters of Masha and Drosselmeyer. In scene I, during the festivities, the Master of Dolls
“appears” from the tree, and then, during the night scene, directs its growth. He keeps appearing
behind the tree branches, and flies away with them when the top of the tree is reached. The fictional
world to which Drosselmeyer leads Masha, symbolized by the tree, vanishes after the departure of
the Master of Dolls — it vanishes right in front of our eyes, and becomes a memory. Virsaladze’s
tree also reflects Masha’s perception of the world around her. In scene I the tree is as elegant, cozy
and ordinary as everything else around it. In the night scene it looks fancy, odd and scary; in the
snowflakes scene the tree looks as if it has been poetically transfigured, later on its huge ornaments
glitter and sparkle, or else its dark branches look threatening. In the scene where the characters are
atop the tree, the choreographer strives to express the image of tree with the means of dance.
Indeed, the initial formation of the corps-de-ballet before the beginning of the grand waltz does
resemble a Christmas tree.

3. A new solution for the 2" act divertissement. In Grigorovich’s show all dolls go on stage
in pairs. They sort of multiply and reinterpret the lyrical duet of main characters. Having achieved a
style unity of all divertissement numbers, the choreographer as good as populated the magical land
with lover dolls. The dolls’ divertissement reflects a variety of moods on the main characters’
couple, as if in a tiny toy mirror. The dolls were first introduced in the night scene of the opener act;
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they are the witnesses of subsequent events and their participants. Hence for the first time ever the
dolls’ divertissement became an integral part of the show.

4. Innovative solutions for adagios in the opener and 2" act. Capitalizing on Vainonen’ s
discoveries, Grigorovich staged Masha and Nutcracker-Prince’s duet in the opener act in andante
tempo. In their duet certain carries the choreographer just hints at get developed in the “wedding”
adagio of the last act. For instance, the arabesque of main characters holding hands in front of the
Christmas tree will later on become their pose “in front of the altar”. Or, in the dramatic
culmination adagio of the 2" act the Nutcracker-Prince suddenly “drops” Masha upside down from
a high carry, similar to the opener act duet. And her body resembles an arrow in the hands of her
chosen one. To Masha, the world in the Nutcracker as good as turns upside down — but that is just
dizziness caused by the miraculously transformed world. The same carry is more dramatic in the
pathetic part of 2" act adagio. Drawing parallels between duets in acts 1 and 2, Grigorovich, at the
same time, shows their differences as well. The 2" act adagio is the culmination of the heroes’ love,
whereas the andante one in the opener is just their first acquaintance the dolls accompany with their
dances. The evolution of Masha’s and Nutcracker’s feelings is splendidly expressed in the
Snowflakes’ waltz directly following the andante. The choreographer gives the most poetic music to
his characters — the choir of children’s voices singing at a high pitch compliments the airy flights of
Masha and Nutcracker-Prince above the stage.

Starting with the initial musical measures of the Snowflakes’ waltz, the lyrical theme grows
and develops, and then makes a “voice piena” declaration. But the flight-like dance is of the main
heroes is hardly idyllic. The turmoil, vague anxiety the choreographer heard in Tchaikovsky’s
music are reflected in the mesmerizingly fast circular jumps of Masha and the Nutcracker-Price.
And that ever accelerating flight toward happiness is disturbing, because the dream attainment is
unrealizable. The intoxicating whirls of the waltz are replaced with somewhat sad and lengthy
movements, where one can feel hints of sadness that weren’t there before. The “light-and-shade” of
the choreographic interpretation of the waltz comes right from Tchaikovsky’s music.

Grigorovich as good as connects the 2" act adagio and the Snowflakes’ waltz. The waltz
symbolizes the birth of the characters’ feeling whereas the adagio is their culmination. The
Snowflakes’ waltz takes place at the foot of the Christmas tree, whereas the adagio — at its top. In
both instances the main characters are accompanied by corps-de-ballet — white snowflakes and
silvery tree ornaments. In between the waltz and adagio there is a long journey along the tree full of
adventures and hardships. Grigorovich was the first one to interpret the final adagio of Masha and
the Nutcracker as the heroes’ engagement. Here we see a truthful reflection of Hoffmann’s tale
combined with the musical drama of Tchaikovsky.

The choreographer leads his characters toward the culmination of their love adagio through
the entire show. In the adagio the exhilaration of their feelings is complimented with dramatic
sounds of music. The theme of Romeo and Juliette that suddenly manifests itself - the “duet in the
dark of the night” theme - gives a new meaning to the entire adagio, and the love of main characters
ascends to new tremendous heights and goes far beyond the plot of the tale. Having named Masha
and the Nutcracker Romeo and Juliette in has draft papers, Grigorovich pointed at the inevitable
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separation of his heroes. Their happiness is — alas — unachievable. It is intentional that the corps-de-
ballet intervenes with the duet dance and separates Masha from the Nutcracker-Prince against the
culmination of music, taking them to opposite sides of the stage and fencing off one another. The
exhilaration of the heroes’ love is always shaded with notes of anxiety, and thus Grigorovich
emphasizes the delusiveness of the harmony that is just a dream. That is why there are repeated
hints at “world turned upside down” in the adagio carries. Masha plunges downs from the
indescribable heights of her happiness and then “restores the balance” by way of perfect classical
choreography.

5. New interpretation of the finale. Grigorovich returns Masha to the real world in the ballet
finale — to the sitting room with its Christmas tree and the toy Nutcracker. In his ballet Masha not
just wakes from the enchanted sleep (there is no sleep per se in the ballet) — she returns from the
enchanted country, similar to Hoffmann’s tale, and becomes a “petite dreamer”. The wise and
poetic finale of Grigorovich’s Nutcracker carries the plot of the fairy-tale ballet toward philosophic
thoughts about life. The first joys of a young soul go side by side with first bitter revelations. But
the sad topic of loss is “muffled” in the Nutcracker. Right before the curtain drop Masha gives a
happy smile, hugging the ugly Nutcracker, and that gives a finale, that is actually quite sad, a jolly
feeling of life. Having architected the plot of his Nutcracker with poetic integrity, Grigorovich built
the drama and choreography of his show in strict accordance with the drama of the music, thus
prompting the right path for further quest for the staging the Tchaikovsky’s inspired score.

Education of modern ballet dancers: esthetical and pedagogical aspects

M.K. Bulankina

marinakb@mail.ru
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Music Education Department

The Bolshoi Ballet Academy

Moscow, Russia

The Russian ballet is globally known for its meaningful plastic intonations where human
movements and gests are used as prototypes for the dance. Since it is impossible to fake the body
language, teachers must educate a future ballet dance to all moral and esthetic traits inherent in an
ideal character on stage.

The major pedagogical task is to educate ballet dancers in accordance with the best esthetic
and moral standards. Viewing education as a targeted process aimed at forming personality using
specific pedagogical exposure in accordance with certain social and pedagogical ideals, a teacher
must use art as a method of esthetic education. Unfortunately, the existing information environment
leaves a very limited space to music, although music as an art form provides broad opportunities for
esthetic education.

Piano offers an opportunity to gain the much-needed experience in individual intonation
treatment to create unique artistic vision. National or national-based material included in the
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curriculum of piano playing allows us to provide a well-balanced education to students on the
foundation genetically inherent in them.

A meaningful treatment of musical and plastic intonations is formed in the process of
listening, analysis and discussion and by individual attempts of students to reveal music in the given
choreography. By establishing internal contradictions between the desired and the actual levels of
artistic talent we provide the main incentive for students’ activity.

In order to educate a harmonious personality in ballet dancers, we need to accumulate a
whole stock of sound, color and plastic experiences underlying the sensuous and emotional record.

A teacher must bring up a harmonious person of a consumer of esthetic values. Such person
must be able to independently create ideal and meaningful stage character which will call for a
dramatic emotional response.
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RUSSIAN BALLET IN TODAY’S INTERNATIONAL
CULTURAL ENVIRONMENT

The Russian ballet in today’s cultural globalization

V.S. Zhidkov

zhidkov88@mail.ru

Ph.D. Econ., Doctor of Arts History, Professor
The Bolshoi Ballet Academy

Moscow, Russia

In order to give a meaningful exposure to the problems discussed by this conference, we
need to answer three simple but very tricky questions:

- ballet in a constantly changing environment and artists in search for new expression means
(a new language) to respond to this new environment;

- genetic factors of art development and environmental challenges;

- the Soviet choreography behind the “iron curtain” and channels to share artistic
information in the epoch of globalization of world’s culture.

It is quite evident that each above mentioned item may be a theme for a doctoral dissertation.
Let us try to at least touch upon them.

We all know that artists live in a society and cannot be free from such society. Any work of art
is a message to the contemporary world and (with luck) to descendants. Creative work is a reaction to
modern day reality where the artist exists.

Any object in nature or society is developing under the impact of two groups of drivers —
genetic (self-growth) and environmental ones which may be both favourable and unfavorable to use
a self-growth potential.

The “iron curtain” rendered the cultural exchange almost impossible. The development of
art was governed by the party censorship and there were almost no reasons to talk about “the global
historical role” of the Russian ballet. Do we use the available channels efficiently enough to transfer

the progress of the Russian choreography to the global cultural life?
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Russian Ballet — Impact Upon Finnish Ballet School Formation

Taina Jutta Kaarina Mustakallio
jutta.mustakallio@opera.fi

Master of Arts Criticism

Director of Ballet,

The Finnish National Opera and Ballet Theater,
Helsinki, Finland

In 1880 Finland ceased to be a part of the Swedish state, and became a part of the Russian
Empire. Having united Russia with Grand Duchy of Finland, Tsar Alexander | facilitated a great
impact of the Russian culture upon the culture of Finland. In 1868 the Tsar transferred the capital
from Turku to Helsinki. There a splendid theater was built, that still bears the name of Alexander.
That was the period when the Finnish-Russian ballet was born in our country.

In the beginning of 20" century Edvard Fazer, who had great relationship and was well
connected with the Mariinsky ballet company, engaged a number of performers to tour Europe. Art
his suggestion, the Finnish national ballet company was conceived in 1921 in Helsinki. The first
company for the most part included Russian dancers.

The first ballet season ever was opened in Helsinki with the Swan Lake. Mary Paischeff and
George G¢é who had been educated at the Mariinsky performed that night.

Meanwhile, a ballet school affiliated with the Theater was opened. Prior to that only private-
owned schools existed in Finland. The teachers of those were exclusively Russian. That was the
platform for the Finnish National Ballet.

During the Cold War years there was an ostracism of ballet artists in Finland — they tried to
make the artists change their names, and humiliate them, but the artists withstood. | would like to
give special credit to Lucia Nifontova, the ballerina which stood for her honor and her name!

In 1930 the ballet school still existed, and the Principal’s office was taken by Alexander
Saxelin, the graduate of the Saint Petersburg Imperial Ballet School, who had performed at the
Mariinsky. Saxelin was a teacher and a choreographer both at the School and at the Theater.

I would like to point out that though the School was affiliated with the Theater, the tuition
was fee-based. It was not as expensive as a private school would have been, but one sill had to pay,
and many a talented child whose families did not have enough revenue, were left “overboard”. And
only in 1956, because of the unbelievable activity and effort of Alfons Almi, the Director of Opera,
the fee was done away with.

The Soviet ballet period in Finland.

In 1956 Rostislav Zakharov staged the the Fountain of Bakhchisarai. Since there were only
30 dancers in the company, Zakharov, who was a splendid ballet master, had an idea to attract extra
performers from private schools, sportsmen, gymnasts, since he had to have a “horde of Tatars”, as
he put it. The show was fantastic! Every person in the School participated.

In 1960s the newspapers reported that the magnificent Leonid Lavrovsky staged Giselle, and
impressed upon the entire ballet world that there are not just premiere dancers, but the corps-de-
ballet as well. He made not just aristocrats but commoners admire. In Finland that was a victory!
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Since we hadn’t been blessed with performing or teaching heritage, we had to go to Moscow
or Leningrad to study.

And, finally, I tell you: “We got to understand the Russian ballet — we received the
Hermitage Gallery of the Russian ballet”.

Cultural Exchange Between Russia and China. Beijing Dance Academy

Ms. Zou Zhirui

zhirui624@sohu.com

Deputy Director and the Associate Professor

of the Ballet Department of Beijing Dance Academy,
Dance PhD

General Information of Beijing Dance Academy. Beijing Dance Academy was originally
named Beijing Dance School, which was founded in 1954.

It was the first professional dance school ever established since the founding of People's
Republic of China with Ms. Dai Ailian, renowned dancer and patriotic overseas Chinese as its first
president. In 1978, Beijing Dance School was officially renamed Beijing Dance Academy (BDA)
with the approval of Ministry of Culture.

At present, BDA is the highest institution for dance education in China and also one of the
largest dance schools in the world noted for its complete professional curriculum.

Influences from Russia Ballet Benefits China. In the preliminary stage, China ballet
attained the assistance from Russian experts. The whole systems was based on Russian style,
including syllabus, teaching materials and execution. Through a sixty-years process, China
established our own education system with Chinese characteristics.

From 1957 to April 1960, the Russian experts help Beijing Dance School do the rehearsal of
La Fille Mal Gardée, Swan Lake, Le Corsaire, Giselle and other famous repertoire. The Russian
experts also help Beijing Dance School to educate first generation choreographer. Mrs. Jiang Zuhui
was graduated from Russian Academy of Theatrical in October 1961, majoring choreography. In
1963 and 1964, her two remarkable ballet were staged in China, Notre Dame de Paris and Red
Detachment of Women.

With great assistance of the Russian experts, Beijing Dance Academy also made their own
ballet, The Mermaid. It had effected loads of young dancers of that time because of the high
qualities. Meanwhile, so many top-ranking performances had been brought to China at this period.
Not only was the great impression of Russian ballet engraved in Chinese people’s heart, but also the
love of ballet was building up.

As the best dance academies in China, we are willing to exchange and develop opportunities
for future collaboration with other art institutions and artists from all over the world.

The Direction of Cultural Exchange between Beijing Dance Academy and the Primary
Dance School or Company in Russia. Dance Education is a great platform for China and Russia to
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nurture the cultural communications, is aimed to improve the relationship of the two countries and
enhance the capacity of ballet.

There are four way of the exchange: (1) Experts and instructors exchange for teaching; (2)
Academic research opinions exchange; (3) Students exchange;
(4) United performances.

Role and Position of the Russian Ballet and Dance Education within the Contemporary
Integration Processes

L. M. Lee

lil.Lm.5@mail.ru

Honored Artist of the Republic of Kazakhstan;

Honored Education Worker of the Republic of Kazakhstan
Deputy Principal, the A.V. Seleznev Almaty Dance School
Almaty, Kazakhstan

Like other art forms, ballet is an integral part of today’s artistic and cultural reality of the
Republic of Kazakhstan. A lot of research work has been dedicated to the historical role of Russian
ballet and its meaning and significance for the establishment and development of the ballet art in the
former Soviet Kazakh Republic back in 1930s.

The Almaty Dance School was founded in 1934. The founders were representatives of
Russian ballet. Among them was S. Seleznev, who based the new school’s curriculum on that of the
Leningrad School of Choreography. He nurtured a series of brilliant ballet professionals.

Since 1939 all leading teachers, ballet masters and instructors of the School have been
graduates of the Bolshoi Ballet Academy, the Vaganova Academy of Russian Ballet, or the Russian
Academy of Theater Arts. In total that is over 150 people who played the key role in the creation
and nurturing of national choreography art in Kazakhstan. Since 1941 the State Abai Theater has
had a ballet company. Historically we are blessed, because one of the founders of the professional
ballet arts in our country was the celebrated ballerina Galina Ulanova, who worked in our State
Theater during the WWII years. Without the glorious roots it is hard to think about our history or
the present days.

As to these days, | would like to point out that there are ballet arts with national features in
Kazakhstan, along with the Kazakh national stage dance, and that the Seleznev Almaty School of
Choreography known internationally for its ballet accomplishments is alive and well. The core
members of the faculty have completed career enhancement courses and internships at the Moscow
and Saint Petersburg Academies. The teachers at our School realize their responsibility for both the
training and for the bestowing of their experience upon the younger generation of teachers and
instructors. We adhere to the training curriculum based upon that of the Russian ballet school, while
simultaneously searching for new training technologies using the modern information space. The
uniqueness and, it you would like, the onliness of our school in the worldwide ballet community is
driven by the fact that it was conceived by the two great Russian ballet schools: the Moscow one
and the Saint Petersburg one, with an impact of the Kazakh folk dance. We cherish our connections
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with the Russian ballet. This international conference is another chance for us to realize that the
classical ballet and choreographic arts overall unite us, that they are our common concern, they
make us a family of people willing to make sure that the art of ballet and its classical heritage
flourish for many years to come.

Kazakhstan is a young independent state, and its 20 years may be referred to as a starting
point for a great path that will last hundreds of years. We need to admit, that the ballet in
Kazakhstan has withstood some serious hardships, just like the state and the people. In the turmoil
of the historic changes the noble art of ours somewhat fell out of the range of vision of the state. All
professional companies and artistic teams had to face the problem of insufficient funds, along with a
certain social and artistic vacuum. But because the majority of ballet performers, choreographers
and company and school managers stuck to their calling, the core of the national dance culture was
preserved. Definitely, we will never get back the missed years, but as soon as there were first signs
of renewal, as soon as our country started the restoration of its economic potential the workers of
arts could breathe a sigh of relief. The Seleznev School had been stretched beyond belief, nurturing
new generations of ballet performers and preserving the priceless teaching and training
methodology basis. The School managed to pull together a core of teachers whose selflessness and
dedication over the turmoil years still command nothing but respect and awe.

And the renewal began. New companies started to appear on the ballet map of Kazakhstan:
the Kulyash Baiseitova National Opera and Ballet Theater, the Naz State Dance Theater in Astana,
along with the Samruk contemporary dance company in Almaty. The heart of national culture
started beating again. Theater repertoires include first-class stage shows of world-famous pieces of
the classical heritage (the Swan Lake, Sleeping Beauty, La Bayadeére, Giselle, La Sylphide, the
Fountain of Bakhchisarali, the Love Legend, Romeo and Juliette, Red Giselle, Anna Karenina, etc.).
The staging of ballets by Yuri Grigorovich and Boris Eifman in Almaty and Astana in not just an
important event in the cultural life of the country, but an indication of the high level of teaching at
the Seleznev Almaty Dance School.

In 2009 the School restored two masterpieces of world ballet: the Clock Dance from
Ponchielli’s La Gioconda (choreography by M. Petipa) and Saint-Saéns’ La Mort du Cygne (
choreography by M. Fokine). The work was led by N. Voskresenskaya, Honored Artist of Russia,
President of the International Petipa Heritage Restoration, Preservation and Development
Foundation. That classical masterpiece is used by the School to further improve the performer level
of its students.

“In the world community a state is recognizable not just because of availability of rich
subsoil resources, sports accomplishments or economic progress. Definitely, in order to improve the
image of a country you would need to think about culture, a very important component of state-
building” (President N. Nazarbaev). The point was duly noted by the country. The Presidential
Fund supported the Almaty Dance School and helped organize the International Orleu (“Ascend”)
Contest and the Dance Schools Festival. Thanks to those events we started to restore creative
connections with foreign countries including Russia. And it gives us great joy that our School with
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its international creative activity has become a part of the restored integration processes of the two
countries: Russia and Kazakhstan.

This Conference is yet another chance to think about the goal of this wonderful art of ours,
about its impact upon the development of spiritual and ethical features of society. These days, when
the task is not to get lost in the diverse opinions on further ways to develop and progress ballet, the
Russian ballet is the core reference point in the international dance education. The existence of
ballet arts in Kazakhstan for more than 75 years is a manifestation of the phenomenon of Russian
choreographic education.

Choreographer Leonid Myasin, a Moscow-born in the West

E.Y. Souritz
elizabeth-souritz@yandex.ru
Ph.D. in Art History,

Leading Research Associate

The State Institute of Art Studies
Moscow, Russia

It is hard to overestimate the role of the Russian choreographers who worked with
Diaghilev’ ballet companies and post-Diaghilev Western dance companies in early 20th century.
Their work boosted the revival of ballet in those European countries where it has almost
disappeared and its advent in the countries where it has been non-existent, the USA and Latin
America, above all. Of them, Leonide Massine has a special place.

Leonid Fyodorovich Myasin was born in 1895 in Moscow and was a ballet student at the
Moscow Imperial Theater School. In 1912 he joined the Bolshoi Theatre and was recruited by
Diaghilev’s company in 1914. His experience as a child living in Moscow and, even more, in the
rural town of Zvenigorod, his engagement in theater performances at Bolshoi and Maly ballet
theaters had by far a serious impact on a future choreographer.

To some extent, this motivated his specific interest in folklore. His ballets adopted folklore
forms and folk theater traditions of many countries, such as Spain, Italy, England, Brazil and
Mexico. But Russian folklore was definitely his starting ground. In 1914, he staged his first ballet
The Midnight Sun set to the music from Rimsky-Korsakov’s opera The Snow Maiden: A Spring
Fairy Tale in which he had dance in the Bolshoi Theatre. Next followed Kikimora set to the music
by Anatoly Lyadov (1916) and The Russian Fairytales (1917), also written by Lyadov.

Myasin made several ballets on religious themes and admitted that they were all inspired by
his childhood experiences when his family lived next to Savvin-Storozhevsky Monastery in
Zvenigorod. He started working on Liturgy where he wanted to use Russian church hymns as early
as 1914, but failed to complete this ballet. Eventually, Myasnin got back to the evangelical theme
and staged Nobilissima Visione in 1938, Laudes Evangelii in 1952 and Resurrection and Life in
1954,
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Main emphasis Myasnin inevitably gave to dramatic ballet inspired by his affection to
drama. As a child, he used to act in the Maly Theater in children’s and teenager’s roles — quite
important at times — together with the most popular Moscow actors. Myasin’s ballets almost always
have an underlying storyline based on literature or legends of the countries which he visited.
Sometimes he turned to Russian literary works. In 1950, he staged Ravel’s La Valse founding it on
Masquerade, Lermontov’s celebrated poem. His Bogatyrs (1938 and 1941) are based on the
Russian epic tales. The Ode (1928) with music by Nicolas Nabokov is a ballet interpretation of
Lomonosov’s poem “Ode”. Aleko, an adaptation of the poem The Gypsies by Alexander Pushkin to
Tchaikovsky’s piano trio, was staged by the American company in 1942 when the whole world was
closely watching the fighting Soviet Russia and the Russian theme was extremely relevant.

Myasin always maintained close relations with artists. He started making friends with them
as a student at Bolshakov’s Painting School in Moscow in 1912-1913. After he left abroad some
time later, he was in correspondence with his teacher who made him acquainted with painting. In
his letters which are kept in Bakhrushin State Central Theater Museum he discussed his plans and
shared his vision of choreography. As he was staging his first ballets, working together with such
talented artists as Mikhail Larionov and Natalia Goncharova on Russian performances, such as
Liturgy and Bogatyrs, was very important to him. Myasin worked together with other artists as well
(in particular, Pablo Picasso and Salvador Dali), and some of them were Russian. Le pas d'acier
(The Steel Step) with music by Sergey Prokofiev, the only ballet centered on Soviet Russia in
Diaghilev’s repertoire, was designed and written by Georgi Yakulov, Ode was staged with Pavel
Tchelitchew, Aleko was designed by Mark Shagal, and Les Femmes de Bonne Humeur by
Konstantin Bakst. He worked together with Alexandre Benois in Ida Rubinstein’s company and
Nikolai Benois in La Scala.

Myasin was the first choreographer in the West to set ballets to symphonic music and was
the founder a new genre of symphonic ballet. Some of his symphonic ballets are created to the
music by Russian composers. One of the best known was his first symphonic ballet Les Présages
staged in 1933 to Tchaikovsky's Symphony No. 5. It is performed to the present day. Myasnin also
turned to Shostakovich’s music. In 1939, he staged Red and Black to Shostakovich’s First
Symphony and in 1942 he created the Leningrad Symphony staged in the USA to the music of the
first part of Shostakovich’s Seventh Symphony. (The idea to use this music in ballet performance
occurred to Myasnin twenty years earlier than to Igor Belsky in Russia.) Myasin’s Bogatyrs ballet is
based on the Second (Bogatyr’s) Symphony by Alexander Borodin.

The rest of his life until his death in 1979 Myasin spent abroad dreaming to visit Russia
where his family — father, brother, sister and nephews — lived. He kept correspondence with them
and helped them with money. His letters (part of which are kept in the Russian State Archive of
Literature and Art) reveal his interest in the Bolshoi Theater where he wished to stage a ballet. He
managed to visit Moscow only in early 1960s and his ballets were staged in Bolshoi by his son
Lorka Myasin in 2005.
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Impact of the Russian ballet on French dance in the 20th century

V.A. Mainiece
mainiece@gmail.com
Art critic and historian
Moscow, Russia

“The Russian ballet plays a special role in France; it has brought the upgraded and enriched
French ballet back to France from Russia — welcomed with rapturous applause by the public.
During one last decade alone, the effete French ballet has made a great progress to the top of the
world,” S. Lifar stated [1, c. 159].

The status of French ballet in early 20th century:

— the Paris Opera ballet: professional performance but too much entertainment in content;

— existence of national French-developed school which consistently educates young
professionals;

— highly-qualified teachers and coaches;

— a deep-going crisis in theater repertoire: theater posters show only second-rate theater
performance titles during almost 50 years (1875 through 1920s); of the total classic heritage, the
Paris Opera included in its repertoire only Leo Delibes’ Coppélia choreographed by Arthur Saint-
Léon;

— the company owns a great professional stage and performs in a luxurious building of the
Paris Opera.

The impact of the Russian choreography and performance art on the revival of the French
ballet:

— the Paris Opera produced Giselle performed by Olga Spesivtseva and Sergey Lifar; the
ballet’s choreography is very close to Mariinsky Theater production;

— the effect of superb performances of Diaghilev’s Russian Ballet; every year the company
performed at different Paris theaters, including the Paris Opera;

Russian choreographers who led the Paris Opera:

Ivan Khliustin — 1911-1914; Serge Lifar — 1930-1945 and 1947-1958. He completely
upgraded the repertoire and esthetic implications of the French ballet, created such masterpieces as
Suite en blanc with music by Lalo (1945), danced solo parts in different ballets and rehearsed new
performances. He brought a brand-new and unique repertoire to the Paris Opera, reconstructed
men’s classic dance which was in decline in early 20th century.

The influence of Paris-based Russian teachers on the performance style of French ballet
dancers. Such prominent ballet figures as Matilda Kshesinskaya, Olga Preobrazhenskaya, Lubov
Yegorova and Boris Knyazev open their studios and train many Paris Opera dancers.

Engagement of Olga Spesivtseva and Nina Vyrubova by the Paris Opera.

Rudolf Nureyev, 1983-89. Paris Opera produces Russian classic heritage ballets staged by
Rudolf Nureyev (Swan Lake, The Nutcracker, Sleeping Beauty, Raymonda, Don Quixote and La
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Bayadere). The company’s professional growth under Nureyev’s direction: it becomes the best
foreign ballet company.

The importance of Yuri Grigorovich’s production of lvan the Terrible and Romeo and
Juliette at the Paris Opera for the French ballet. Grigorovich promoted young talents. Russian ballet
dancers in Paris productions by Grigorovich.

The first production of Swan Lake in Paris by Vladimir Burmeister.

French dancers engaged for solo performances at the Bolshoi Theater and Mariinsky.

Russian ballet stars perform at the Paris Opera (Natalia Bessmertnova, Ludmila Semenyaka,
Andris Liepa, Nikolay Tsiskaridze, Svetlana Zakharova, Diana Vishneva and Maria Alexandrova.)

Well-known Moscow dancers teach classic dance in Paris full-time: Sergey Solovyov at
Paris Conservatory and Andrey Klemm at the Paris Opera.

Mutual enrichment of cultural and choreography traditions.
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A French vision of Russian Seasons: Contemporary treatment of ballets staged by Angelin
Preljocaj (Le Sacre du printemps, Les noces, Parade and Le Spectre de la rose)
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In 18th-19th century, many French choreographers and dancers of different backgrounds
and talent degrees came to Russia; and some of them went down into history of the Russian ballet,
such as Jean-Baptiste Landé, Charles-Louis Didelot, Arthur Saint-Léon, Jules-Joseph Perrot and
Marius Petipa. In 20th century, the Russian ballet, represented by Segey Diaghilev, repaid in full its
“cultural debt” to France: a new performance concept inspired the classic ballet with a new life.
Sergey Diaghilev stayed in France to be a director of the Paris Opera ballet company and not only
made drastic changes in the theater concept, but also brought it to a new advanced level.

In early 1970s, a new trend known as “New French Dance” emerged in France. From late
1990s, France pursued the so-called policy of choreographic decentralization. Currently, one of the
best known French-based national centers of choreography is the Black Hall of Aix-en-Provence
directed by Angelin Preljogaj.

This French dancer of Albanian origin is well-known to the Russian public as he has toured
a lot in Russia since late 1980s. In 1993, his company was invited to the Paris Opera to produce
Parade and Le Spectre de la Rose dedicated to Diaghilev’s Russian Seasons. This engagement was
no coincidence: his ballet Les noces had an overwhelming success at the Avignon Festival. His
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program Hommage aux Ballets Russes included all three performances. In 2001, Angelin Preljocaj
turned back to the Russian Seasons theme to produce his own version of Le Sacre du printemps
choreographed by Vaclav Nijinsky.

Productions by Bronislava Nijinskaya, Vaclav Nijinsky, Mikhail Fokine and Leonid Myasin
had a strong impact on the 20th century history taking the audience with their novelty, outstanding
music and design. Contemporary choreographers become increasingly interested in century-old
performances trying to prove that with an updated design the themes remain most relevant and
interesting to modern public.

The Russian Ballet as Viewed by French Media

T.G. Sedrakyan

miss.sedrakian-t@yandex.ru

Assistant Professor at Foreign Language Department,
The Bolshoi Ballet Academy

Moscow, Russia

1. The French media have always paid particular attention to touring ballet companies from
Russia. In 2004 several national French newspapers and Rene Sirvin, a well-known ballet critic and
journalist, gave a strong coverage to Yuri Grigorovich’s Ivan Grozny staged in L'Opéra de Paris
which was a high-profile event in Paris cultural life. In 1976, this ballet was first performed on this
stage with a raving success. According to Rene Sirvin, Grigorovich’s choreographic style is marked
with a powerful technique inherent in the ballet and its characters. Sirvin said that Grigorovich’s
choreography was special with its finest psychological approach which opens up on stage such
feelings as courage and cowardice, victim’s innocence and remorse. Grigorovich artistically uses a
huge fresco-like ensemble — bell-ringers, Russian people, intriguing boyars and their wives and
crowd scenes of corps de ballet. According to Sirvin, Grigorovich creates a feeling that
choreography and music were created at the same time, and his work with Mikhail Chulaki seems
as close as the work of Sergey Prokoviev and Sergey Eisenstein on the film lvan Grozny. Sirvin
also praised wonderful work of Simon Virsaladze, the author of set design which masterfully
features heavy and gloomy atmosphere of the 16th century Kremlin.

2. Barbara Theat, in Le Nouvel Observateur, December 2009, covers a successful tour of
Boris Eifman’s company at the Théatre des Champs-Elysées and his ballet Anna Karenina saying
that the ballet is a great example of how dramatized neoclassic style can feature such strong
emotions as despair of Tolstoy’s heroine. I think, Barbara Theat says, Eifman’s themes are very
different from Petipa’s fairytales and the 19th century ballets. His dancers’ bodies sensuously and
artfully reveal the existential burden inherent in Russian people; therefore, Eifman’s ballets were
banned from stage for a long time.

3. A lot of coverage by the French press was given to the 100th anniversary of Diaghilev’s
Russian Seasons in Paris. Le Figaro magazine (October 2009) published an article titled “Once
Upon a Time There Were Russian Seasons” which stated that Diaghilev had been the person who
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discovered to the world such names as Sergey Prokofiev, Igor Stravinsky, Jean Cocteau, Pablo
Picasso and Vaslav Nijinsky. Even today, Diaghilev’s company remains the symbol of what is
widely-known as a “mysterious Russian soul”. According to Bertrand-Noél Roch, Diaghilev was set
on raising awareness of not only Russian and French audiences, but also those in Poland, England
and Spain. For this purpose, Diaghilev engaged the greatest masters of the 20th century — Fokine,
Pavlova and Nijinsky. Diaghilev opened Russia to new artistic trends, such as avant-garde art.
Russian Seasons became a thunderstorm on the Paris sky which made many people believe that an
“enigmatic Russian soul is able to clean the dust off the Western European art,” Le Figaro states.
All attention of Paris audiences was, of cause, focused on Vaslav Nijinsky, a great Russian dancer
who amazed Marcel Proust, Auguste Rodin, Coco Chanel and Jean Cocteau. According to Le
Figaro, Diaghilev’s Seasons changed the very course of the 20th century history. In public opinion,
the art was one thing before Diaghilev’s Seasons and it emerged as quite another thing under their
influence. Pablo Picasso referred to Diaghilev as “the key figure in the 20th century and the symbol
of the Russian soul.”

4. Paris Match published a column covering the Bolshoi Theater tour in France (January
2008), in particular, a new adaptation of The Corsair by Alexei Ratmansky and Yuri Burlaka.
Clement Crisp of Financial Times said that it had been a long time since a ballet performance made
him feel such euphoria. Philippe Noisette of Paris Match stated that Bolshoi’s style was very much
impacted by folklore dance and it was no wonder that Petipa’s celebrated Don Quixote premiered in
this theater in 1869. Today, Bolshoi’s repertoire includes a wide range of ballets of which The
Corsair occupies a leading position due to its spending sets and costumes and great ballet stars
Zakharov and Lunkin. “When the Bolshoi comes to dance, we all look forward to a splendid
performance.”

The cultural exchange between Russia and France and ballet tours always gain a strong
media and public exposure and boost better understanding of the two great cultures.

Reasons for, and implications of, the enhanced integration of modern choreography into the
classic ballet stage

E.V. Vasenina

ejikkat@gmail.com

Doctoral Candidate of the State Institute of Art Studies
Moscow, Russia

Prolegomena on the synergy of different visions of dance art. The problem of the “school”
term. The problem of different terminology, artistic and educational challenges. Examples of
successful synergy of the “classic” and “modern” approaches to performing in Russia and globally.

Philosophy and practical tools of plastic experiments as an option for artistic renovation and
strengthening the classic ballet status.
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The reasons for localization and separation of ballet and modern dance art. Canonization of
the schools and approaches. Specific methods for integrating the classic and modern dance art.

The need for transparency and requirements to genre clarity. The problem of professional
taste and setting the borderlines of choreographer’s education.

Increased requirements to physical training of dancers simultaneously engaged in the classic
and modern repertoire. Alertness and tonus of muscles and “the system of axis” in dancer’s body.
Modern dancer and modern ballet dancer, a stake on individuality.

The problem of choreography education in Russia’s colleges and universities. The current
situation and prospects.

A mid-term forecast of modern choreography diffusion on the classic ballet stage.

Relations between Russian and Latvian ballet schools

A. Yengasheva

zelya3@gmail.com

Riga, Latvia

Student at the Bolshoi Ballet Academy
Moscow, Russia

Ballet has long-standing traditions in Latvia. The first choreographer of the National Opera
Theater VVoldemars Komisars and premier dancer Kharius Plutsis were students of Moscow ballet
schools.

From 1922 to 1925, the National Opera Theater engaged Nikolay Sergeyev, a ballet director
at St. Petersburg Mariinsky Theatre, and Alexandra Fedorova, a solo dancer of Mariinsky. They
opened their ballet schools and trained several solo dancers for Latvian National Opera. Alexandra
Fedorova staged classic ballets, such as Swan Lake, The Sleeping Beauty and The Nutcracker by
Tchaikovsky, Don Quixote by Ludwig Minkus and Giselle by Adolphe Adam based on
choreography of Mikhail Fokine who visited Riga in 1929 and rehearsed his productions in the
National Opera.

In 1930s, dancers of the Latvian National Opera Theater went to study in Paris, Berlin and
London where they took classes of Olga Preobrazhenskaya, Lubov Yegorova, Viktor Gzovsky and
Leonid Myasin.

They obtained knowledge which eventually drove the progress of Latvian ballet. Thus, the
Latvian choreography was founded under the auspices of the Russian national ballet school. It was
founded in 1932 as the ballet school at the Latvian National Opera House.

In 1932-33, the Latvian National Opera engaged a prominent dancer Anatoly Viltzak, a
graduate from St. Petersburg Theater School. He became the first director of the ballet school.

The methods and programs of training were eventually borrowed from both Petersburg and
Moscow schools. Latvian school has engaged teachers educated in both Russian ballet schools and
graduates of the Riga School of Choreography.
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The Riga School of Choreography remains the main driver of Latvian dance art for 75 years
and ensures consistent traditions of many generations of dancers at the National Opera Theater who
are well-known world-wide. Among the graduates of the Riga School of Choreography are Maris
Liepa, Alexander Godunov and Mikhail Baryshnikov.

Godunov was a student of Yuris Kapralis and Eikis. After graduation from the Riga School
of Choreography, he danced at the State Choreographic Ensemble “Classic Ballet” and in Bolshoi
Theater.

Mikhail Baryshnikov and Andrey Godunov were both students of Yuris Kapralis. But
Baryshnikov was invited to Leningrad where he completed his education.

Maris Liepa was a student of Blinov at the Riga School of Choreography but, like
Baryshnikov, he eventually left for Moscow where he completed his ballet education.

Andris Liepa keeps visiting his father’s native country and host an annual concert dedicated
to the memory of Maris Liepa in the National Opera Theater. In 2003, the theater first presented
ballets Petrushka and The Firebird with choreography by Andris Liepa.

Like seventy five years ago, Latvian ballet maintains very strong ties with the Russian
ballet. Many teachers at the Riga School of Choreography, such as Yuris Kaparalis, Ludmila
Vikanova and Rita Kharlapa, completed advanced training at the Vaganova Academy of Russian
Ballet in St. Petersburg. The Riga School of Choreography keeps inviting teachers from Russia to
hold master classes for its students and teachers.

The Latvian Opera and Ballet Theater also keeps good relations with Russia. Art director of
the Latvian Opera and Ballet Theater Ivas Leymanis graduated from the choreography department
at the Russian University of Theatre Arts (GITIS). Sergey Neykshin, a premier dancer, is a graduate
student of the Novosibirsk State College of Choreography.

The Latvian National Opera Theater produces both classic ballets and performances staged
by modern Russian choreographers, such as The Limpid Stream with choreography by Ratmansky,
Romeo and Juliette by Vasiliev, Anna Karenina by Eifman and Othello by Alla Sigalova.

Latvian ballet owes a lot to the Russian ballet school for its origin and development. Latvian
ballet school has always kept close ties with the Russian ballet. Teachers at the Riga School of
Choreography maintain traditions and methods of teaching classic ballet dance and continuity of
generations of actors at the Latvian National Opera Theater.

Impact of the Russian ballet school on ballet art in Japan

Yoshie Narisawa
ynarisawa@hotmail.com
Ballet Dancer

Asami Maki Ballet
Tokyo, Japan

The Japanese ballet traces back its history to the 1912 visit of Giovanni Vittorio Rossi, an
Italian dancer and choreographer, who was invited to Tokyo by Teikoku Gekijo Theater which
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emerged as a modern theater at that time. Not only Rossi became director and choreographer at the
theater, he also was the first teacher of classic ballet in Japan. It took almost 10 years to make this new
form of European dance popular with the national Japanese ballet dancers.

The first reason for that was that the traditional Japanese culture and social environment where
the classic Japanese ballet was originates were completely different from the Western traditions and
vision. Japanese dancers learning classic ballet, especially during the post-war years, had to abandon
Japanese dance traditions which were handed down from generation to generation and follow the
rules of ballet created by Europeans. Although Rossi’s students included such talents as Ishii Baku,
Mikio Ito, Toshi Komori, Masao Takada and Seiko Takada (the ones who brought glory to Japanese
ballet), they all admitted that it was extremely hard for them to stand aggressive and unusual training
classes in European dance. Many Japanese dances preferred modern dance which was becoming
popular in the West to the classic ballet. The Japanese modern dance was promoted by Ishii Baku
who pioneered the modern European dance in late 1920s in Japan; nevertheless, the Russian ballet
school had a great impact on new forms of choreographic vision, national character and mentality.

A key role in the development of classic ballet in Japan played Russian ballet dancer Anna
Pavlova. In 1921, she came on tour to Japan for the first time. Her performances inspired a great
viewers’ interest in the European choreography. Japanese critics believe that her performance of The
Dying Swan has a serious impact on the Japanese traditional dance and even on Kabuki theatre.
Pavlova’s performances in Japan showed both to Japan and European public that ballet can be hardly
compared to acrobatics. Unfortunately, Anna Pavlova stayed in Japan only briefly and gave no
lessons to students which could facilitate adoption of new ballet skills by Japanese dancers.

In early 20th century, the development of Japanese ballet was boosted by Russian dancers
who left Russia after the 1917 Revolution, such as Yelena Pavlova (1897-1941) who performed The
Dying Swan in some Japanese theaters at the same time with Anna Pavlova. The latter was much
better known worldwide and drew more attention than Elena Pavlova’s performance.

In 1925, Yelena Pavlova established her own company and opened her ballet school in
Kamakura to teach classic ballet to Japanese student and make them understand traditions of the
European classic ballet. Her students became outstanding performers of classic ballet in Japan:
Hiroshi Simada (became president of the Japan Ballet Association), Tieko Hattori, Yusaku Adzuma
and Akiko Tatibana.

Along with Yelena Pavlova, an important contribution to teaching and promotion of classic
ballet in Japan was made by another Russian emigrant dancer Olga Sapfir who taught at Nitigeki
Theater and Russian dancer Ludzhinski who was invited to teach ballet by Takarazuka Theater in
Tokyo. Olga Sapfir studied ballet in Leningrad and danced all leading roles there. She had a great
impact on Japanese ballet at later years. Sapfir’s students included Momoko Tani, Mikiko
Matsyama and Matsyo Akemi, each of which eventually became director of his own company.

Thus, there two related aspects of the effect of the Russian ballet school on Japanese ballet:
promoting viewer’s interest in classic dance and professional training of ballet dancers. This impact
has stayed on the current stage of Japanese ballet.

170



Impact of the Russian ballet on Korean National Ballet

Kim Yonjon

joddy88@yandex.ru

Seoul, Republic of Korea,

Student at the Bolshoi Ballet Academy
Moscow, Russia

There are two large professional ballet companies in Korea — Korean National Ballet and
Universal Ballet. This year, the company of Korean National Ballet celebrated its 50th anniversary;
and from 2000 it enjoys the status of an independent state-owned company.

The Russian ballet theater plays a leading role in the development of Korean National
Ballet.

The first outcome of cooperation between Korean National Ballet and the Bolshoi Theater of
Russia was Don Quixote, a ballet with choreography by Alexander Gorsky, which premiered in
Seoul in 1991. The ballet was restaged by Marina Kondratyeva, a leading professor at the Bolshoi
Theater. In 1992, Korean National Ballet took interest in modern ballet productions and invited
Boris Eifman to stage Requiem and The Marriage of Figaro.

In 2000, Yuri Grigorovich spent ten months in Seoul to stage such masterpieces of the
Russian ballet as The Nutcracker, Swan Lake and Spartacus. The first Korean performers of the
leading roles were Kim Joo Won, a student of Marina Leonova at the Bolshoi Ballet Academy

, Kim Ji Young, a graduate from Vaganova Russian Ballet Academy and an invitee Be Ju
Yun, a student of Yelena Vatoulya at the Bolshoi Ballet Academy

and the first Korean ballet dancer in the Bolshoi Theater company.

Critics note that the dancers are very skillful in their performance; they know how to reveal
the essence of their dance characters and show a wide range of emotional nuances which is very
typical of the Russian ballet school.

Many dancers from Korean National Ballet completed a special training seminar held by
teachers from Russia. They also reviewed video materials and became aware of Russia’s rich ballet
heritage.

Grigorovich’s productions were a great success and played an important role in promoting
interest to classic ballet in Korea and advancing professional skills of dancers at Korean National
Ballet. Grigorovich’s work in Korea initiated further professional communications with the teachers
at the Bolshoi Ballet Academy.

From 2003, Korean National Ballet has toured the world and visited Russia to perform La
fille mal gardée. In 2007, Korean National Ballet and Novosibirsk Opera and Ballet Theater
together stage Spartacus with choreography by Grigorovich and Eifman’s Musagetes was presented
in Seoul.

To celebrate the 20th anniversary of diplomatic relations between the Russian Federation
and the Republic of Korea in 2010, Moscow and Seoul held joint performances of Korean National

Ballet and the Bolshoi Theater of Russia presenting Raymonda and Romeo and Juliette with
choreography by Yuri Grigorovich. General Director of the Bolshoi theatre of Russia Anatoly
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Iksanov emphasized direct and indirect effect of Russian ballet on Korean ballet and stated that
Korean ballet made a great progress during a short period of time which is evidenced by a number
of international contest winners.

Currently, Korea has no national ballet academy and no specific education for ballet
dancers. This matter was discussed in Korea for a long time. Grigorovich believes that talents need
a system and a specific ballet school to grow. Korea pursues attempts to create its own system of
ballet education similar to the Russian school. In 1993, Korean National Ballet opened an evening
school where students are trained by ballet dancers of Korean National Ballet and teachers who
studied Vaganova’s methods. The school invites teachers from the Bolshoi Ballet Academy who
hold master-classes and give professional assistance in training future dancers. Moreover, several
generations of Korean dancers were professionally trained in the Bolshoi Ballet Academy,
Vaganova Academy of Russian Ballet and Perm School of Choreography.

Thus, Korean modern ballet art is currently developing under the impact of the Russian
ballet school.

The role of the Russian ballet school in Armenian ballet

Ani Najaryan
n.anulik-dance@mail.ru

Yerevan, Armenia

Student of the Bolshoi Ballet Academy
Moscow, Russia

Russia has played a leading role in the development of Armenian ballet.

The first choreography studio was opened in Yerevan in 1924 and directed by Vagram
Avristakesyan. Classic ballet was taught by Leningrad teachers Landreyevich and Braura. In 1927,
the Plastic and Rhythm Studio directed by Anna Durinyan was opened in parallel to the school of
Avristakesyan. In 1930, the two schools were brought together to open the Yerevan State College of
Choreography directed by Srbui Lisitsian.

The State Theater was opened in Yerevan in 1933. Now it is known as the Armenian State
Academic Theater of Opera and Ballet named after Alexander Spendiarov. The first ballet company
was formed by Valentin Presnyakov, a choreographer and teacher and a graduate student from St.
Petersburg theater school. The theater premiered with Swan Lake by Tchaikovsky staged by
choreographer Yuri Reineke in 1935. In 1938, Ilya Arbatov was appointed chief choreographer of
the Theater.

In 1938, the All-Union Meeting on Choreography education was held in Moscow. The key
objective was to approve the unified program and guidelines for teaching classic dance in all
schools across the USSR. Thus, the participants acknowledged the fact of establishing the unified
Russian Soviet classic dance school underlying the national ballet choreography.

In 1948, the Moscow School of Choreography introduced changes in its curriculum for
teaching folk stage dance. It organized seminars where teachers could study ethnography and the
methods of its use in classes. Experts from national republics participated in the development of
such programs and seminars. Arbatov was invited to represent Armenia; and his classes were found
exemplary at the conference on choreography education in 1949.
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In 1940-41, the ballet company of the Spendiarov Theater was directed by Mikhail
Moiseyev, a graduate student of the Moscow School of Choreography. In Yerevan, he staged Anait,
Raymonda and Konyok-Gorbunok. In 1942-43, Leonid Lavrovsky, an outstanding Russian
choreographer, was appointed chief choreographer of the Spendiarov Theater. He staged the
exquisite Walpurgis Night by Guno and Caucasian Captive written by Asafyev. Lavrovsky helped
to write a libretto of Armenia’s first classic ballet Khandut. The ballet was staged by Arbatov as
Lavrovsky moved back to Moscow.

In 1947, the Yerevan Theater invited Vladimir Burmeister, chief choreographer of the
Stanislavsky and Nemirovich-Danchenko Music Theater in Moscow, who staged Sheherazade set
to a symphonic suite composed by Nikolai Rimsky-Korsakov.

In 1947, the Theater first produced Gayane with music by Aram Khachaturian. It was staged
by Nina Anisimova and premiered in Perm in 1942 by the Leningrad Kirov Theater.

The Yerevan School of Choreography owes its success to its art director Maxim
Martirosyan. He started his education in Yerevan and completed it in Moscow as a student of
Alexander Rudenko. In Yerevan he taught classic and duet dance and worked as the theater art
director for a long time (1958-1971) and would work longer, but he accepted invitation of the
Moscow Academic School of Choreography.

In 1960s, the Moscow Academic School of Choreography opened training courses for
teachers from national republics which proved to be a good support to republican schools. Trainees
from Armenia could attend classes of the best Moscow school teachers and practice there.

In 1961-67 the Armenian ballet was directed by Yevgeny Changa, a well-known Latvian
choreographer who graduated from Moscow Institute of Theater Arts (GITIS). The reason for
engaging Changa was his successful production of Spartacus by Aram Khachaturian in Riga in
1960. For the first time, Spartacus was staged by Jacobson at Kirov Opera and Ballet Theater in
1956.

In 1968, the Theater premiered Francesca da Rimini, a one-act ballet set to the music of
Tchaikovsky's symphonic poem and staged by Yuri Zhdanov.

Advisers from Moscow and Leningrad, such as Tkachenko, Orlovskaya, Pestov, and
Malakhovskaya, regularly visited Yerevan Ballet School to give methodical support. In 1970-80s,
Yerevan Ballet School worked together with Feya Balabina and Natalia Dudinskaya, two students
of the great Agrippina Vaganova, and a well-known premier of the Mariinsky Theater Konstantin
Sergeyev, as well as Oleg Vinogradov, one of the greatest ballet reformers.

1970s saw a growing popularity of Gayane, a ballet which has performed on stage for 38
years. In 1982, the Theater premiered The Masquerade with the music by Aram Khachaturian, an
adaptation of Lermontov’s poem staged by Natalia Ryzhenko and Viktor Smirnov-Golovanov. In
1984-86, Norayr Megrabian was appointed art director of the Theater. He renewed Romeo and
Juliette and produced Oleg Vinogradov’s Liza and Colen with music by Louis Herold.

In 2009, the Yerevan State Academic Opera and Ballet Theater renewed Spartacus with
music by Aram Khachaturian staged by Yuri Grigorovich 50 years after its premiere at the Bolshoi
Theater. Grigorovich’s treatment of the ballet became the best stage production of Spartacus which
was acknowledged by Aram Khachaturian.

Thus, the history of Armenian ballet shows a critical impact of the Russian ballet school
which ensured artistic cooperation and a synergy of the two national cultures.
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RUSSIAN BALLET EDUCATION IN TODAY’S WORLD

The Bolshoi Ballet Academy and Russian Ballet Institute, Tokyo, Japan: the principles
of communication of the two ballet schools

1.Yu. Syrova

ballet.ira@mail.ru

Honoured Arts Worker of Russia, Professor
The Bolshoi Ballet Academy

Moscow, Russia

It is impossible to overestimate the contribution of the Russian classic ballet school in the
development of art worldwide. The Moscow classic dance school plays an important role in this
process.

Russian Ballet Institute was opened in Tokyo in 1988. For ten years, teachers of the
Moscow ballet school worked there to educate Japanese dancers. The school is headed by Kenzi
Usui, a well-known art critic and a former ballet dancer who currently is the head of the Japanese
Ballet Association and an honorable professor of the Bolshoi Ballet Academy ( Moscow State
Academy of Choreography — MSAC).

The education process was all-year round and continuous on the curriculum of Russian
ballet students considering the local specifics of training. There were several classes of young
children, pre-teens and teenager students. Along with training children, teachers also held classes on
methods of teaching ballet to local teachers. The classes were held with live music played by
concertmasters. Eventually, teaches added classes in history and folk dance.

The interest in the Russian teaching methods of classic ballet was really great, as most
schools and studios in Japan had no consistent training process. Many students of Russian Ballet
Institute went to Moscow to complete education. Among them, there are many wonderful dancers
and winner of international ballet contests, such as Morihiro lvata, a solo dancer in the Bolshoi
Theater, Sinobu Takita, a merited artist of Ukraine and a premiere at the National Academic Opera
and Ballet Theater of Ukraine, Miki Vatanabe, a solo dancer at the Belarus Academic Bolshoi
Opera and Ballet Theater; and Miki Hamanaka, a premier dancer at the National Opera and Ballet
Theater of Lithuania. The MSAC teachers who worked in Russian Ballet Institute include
Kuznetsova, Kolenshenko, Farmanyants, Syrova, Bondarenko, Pestov, Uksusnikov, Kulikova,
Osipova, Yashenko and many others.

In 1998 the institute was closed due to economic challenges but the last concert with
participation of its graduates who grew up to become skillful professionals lasted for 3 hours and
had an overwhelming success. The dancers performed grand pas of Paquita, the 3rd act of Coppélia
and a great divertimento.

Currently, over 100 foreigners study in the MSAC and there are many Japanese students
among them. Most of them wish to stay in Russia and dance in Russian ballet theaters. Annually,
the MSAC receives groups of children of different ages and holds seminars for teachers. In

Japanese ballet schools there are teaches who graduated from Russian Ballet Institute.
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Impact of the Russian ballet school on classic ballet

V.V. Anisimov
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Merited Artist of the Russian Federation, Professor
Chair of the Department for Classic and Duet Dance
The Bolshoi Ballet Academy

Moscow, Russia

The ballet school, its traditions and teacher’s skill define the education of future dancers in
many ways.

From early 20th century, the Russian ballet school has its own performance individuality. It
is widely known for perfect technique, academic style, and a simple manner of movements — self-
contained, fine, and free from any external effects and, what is most important, alive. Even the best
dance technique is unable to expose art celebrating life and creation, if it is dead and purely
mechanical. These principles underlie the program of the Bolshoi Ballet Academy (Moscow State
Academy of Choreography — MSAC).

The Academy engaged the greatest teachers of classic ballet who created the classic school.
The classic education is based on profound knowledge of the subject and traditions, a unity of folk,
duet, historic and classic dance going hand in hand with music education.

The impact of the Academy on classic ballet worldwide is well-known. The teachers hold
master classes in many countries and promote the traditions of the Russian classic ballet school.
During the last 6 years, the Academy holds teachers’ master classes in New York and Connecticut
on classic, duet, folk and historical dance. These master classes enjoy success and popularity in the
USA. Many trainees wish to study in Russia and enter the MSAC and complete their education in
the Russian ballet school. We are proud that such trainees after their graduation from the MSAC
joined such famous ballet companies as the Bolshoi Theater, ABT, New York, and Mikhailovsky
Ballet Theater, St. Petersburg. This is the evidence of the vital capacity and sustainability of the
Russian ballet school in the global environment.

The Russian ballet school and choreography education in Korea

L.V. Kovalenko
balletacademy-lvk@yandex.ru

Senior Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

Korea is a country which boasts its ancient history and unique highly developed culture. Until
the 19th century, the country was focused on its traditional culture and prevented any external
impacts.
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In 1894, a new government launched a large-scale reform. Its major outcome was the
penetration of the Western cultural traditions. The first Western-style theater titled “Hem-Nylsa” was
opened in Korea in 1902. But only in 1926 Korean audiences became aware of the Western
European dance. Ballet companies from Japan, Belarus and Russia (Vladivostok) performed
choreographic miniatures to Korean audiences.

In 1962, Korea’s first National Dance Theater was established to eventually emerge as the
National Ballet of Korea.

In 1991, Russia and Korea signed a cooperation agreement. The Korean national ballet
company started close relations with the Bolshoi Theater. Marina Kondratieva staged many classic
ballets for the company. From 2000, the company started working together with Yuri Grigorovich
who staged Swan Lake, Romeo and Juliette, Raymonda, Spartacus and The Nutcracker which are
regularly performed on stage. Both companies often exchange solo dancers.

The leading ballet schools of Korea work in close cooperation with Russian teachers. In
1993, the Korean National Theater opened a ballet school which started cooperation with the
MSAC in 2004. Such teachers as Kozlova, Kulikova, Galtseva and Kovalenko were working at that
school. Now, the school engages Y.S. Michkova.

36 educational institutions in Seoul have choreography departments. The best-known is the
department at Korean National University opened in 1993. This is the only Korean University
which has commissioned a specific curriculum developed on the basis of the Russian ballet schools.

Korean schools tend to invite Russian teachers. Owners of small-sized studios believe that
the Russian school is very popular and underlies the Korean national ballet school.

Russian choreography education as a concept

M.E. Valukin

ballet-gitis.ru

Ph.D. in Arts Studies, Professor

Deputy Chair at Choreography Department
Russian University of Theater Art - GITIS
Moscow, Russia

The underlying concept of the Russian choreography education is primarily formed of the
system of ideas, methodologies and their implementation. Education, however, may only exist, if
the society consistently operates the subject for which such education is needed. Thus, we need to
define the term “Russian ballet” as an active element of the modern society. Here, we have to put
some questions which provide for discussion, on the one hand, and ambiguity, on the other hand.

First, is “Russian ballet” a phenomenon of art or culture?

Second, can we discuss the “Russian ballet phenomenon” today?

The Russian ballet originated as a phenomenon in early 18th century and is rooted in the
culture of the noble classes. It immediately emerged as a unique cultural development based on the
highest spiritual values arising from national mentality. Originally being an entertainment, the
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Russian ballet professionally grew to become a part of art which implies professional dance skills,
conventionalism and impact on human conscience and sub-conscience.

If we view ballet as art, what is its purpose? According to Aristotle, the main purpose of art
is moral education rather than entertainment and pleasure. Does this refer to ballet? It definitely
does refer to the Russian ballet. Historically, Russians have developed the highest moral values.
They are the backbone idea of the Russian national identity and purely Russia art. It is a wonder
that foreign choreographers, such as Franz Hilferding, arriving to Russia sought to better understand
Russians and were always willing to adapt national music and stage ballets on national themes.
Russian lyric and soft temper, understatements and melancholy, eternal national disposition for
sacrifice and transfiguration underlie the Russian classic school. How can we teach such things?
They are inherent in blood and genetic origin. So, the foundation is in place. The purpose was to
further crystallize the form. However, ballet has never been a closed system. It involved different
objects which all had their own criteria and interacted with each other and the objects of other
systems. Ballet was constantly moving forward. Paradoxically, the system, open as it is, maintained
its authentic nature and immersed and assimilated any other developments.

The Russian ballet is included into the system of choreography as an object; and the system
of choreography is, in turn, an object of the system of culture. Thus, all local system objects interact
with each other. Consequently, the Russian ballet is a cultural paradigm of the nation and a
phenomenon in these terms.

The European globalization and integration process did not start yesterday. It may be traced
back to the Renaissance, gaining momentum each century. The world has been changing at
frightening speed. Globalization involves leveling out national identity. The global capital has no
native land. Effective control over the nations needs mass culture disseminated by mass media,
rather than high art. We are imposed with some kind of behavior model (level of cultural
development). The Russian ballet which has always been committed to high spiritual values (the
idea of sacrifice runs through the classic ballet heritage: Swan Lake, Raymonda, The Nutcracker,
Don Quixote, Esmeralda, Petrushka, etc.) and is an antagonist to pop-art. It makes incredible efforts
to withstand choreographic vulgar liberalism.

The selected quotations from interviews given by Western chorographers and their
protagonists who are invited to work in Russia reveal an interesting picture. After a premiere of
Romeo and Juliette by Radu Poklitaru, one local theater critic stated that the Bolshoi Theater had
finally “taken off its buskins”. The choreographer who produced the one-act ballet in the Bolshoi
said that our dancers proved to be well-trained. They have a good stretch. Another “modern
classicist” wondered that Russians always asked a too many questions, why and what for. Nacho
Duato said: “I don’t offer my latest Madrid productions in St. Petersburg. They are too wild for this
company.” “Don Quixote seems to me a very bizarre performance,” he continued. [1] We have
always been “bizarre” for them. But we may put this question another way, may be it is them who
are bizarre for us, the people who have lost their own identity and bring us something alien? A
dancer at Bolshoi told us after yet another Western innovative production that the choreographer
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had asked them to bring no emotions in their movements, but the dancers educated by the Russian
school sought to grasp the essence of performance, although there was no essence at all.

The choreographic globalization has wiped out national identities and schools. The Russian
school still holds. Our future depends on how long we can survive.

The Russian school is based on two core ideas, that is, a meaningful treatment and spiritual
vision. The Russian ballet is equal to the Russian language in its powerful and fertile nature. There
are no unlimited number of empty movements per unit time, there is no gambling on great
composers’ names, and there is no far-fetched playing with dead-hearted insipid forms.

Grigorovish’s Ivan Grozny was the most outstanding event of the year, in particular, on the
background of the recent petty premieres. It is no wonder that this production inspired new interest
in history and literature in dancers. The premier dancer is critically reading Karamzin’s History of
Russian State at times expressing his disagreement with the author and delving back into history of
that epoch; the dancer performing Kurbsky is absorbed in correspondence of his character with lvan
Grozny. This is the essence of the Russian ballet phenomenon. This production is amazingly well-
timed. Russia needs a strong leader, and ballet is no exception.

Speaking of ballet as a sphere of art, the statement of Vladimir Solovyov made over a
century ago about “the highest purpose of art as implementation of absolute beauty in our reality or
creation of the universal spiritual entity” seems most relevant today. We should oppose the radical
modernism in choreography with the Russian ballet as the existing phenomenon which we must
maintain for the future of our nation and the country.

Reference list:
1. Nacho Duato, | would like to add the flavor of jasmine, the sea and oranges to the dance,
Interview by RBC at: http://www.rbcdaiiy.ru
2. Vladimir Solovyov, The General Essence of Art, Collected Works, Volume 6, Moscow, 1982.

Educating Bolshoi Ballet Students in a Contemporary Dance Language

Davis Robertson
davisrobertson@gmail.com

Artistic Director of the Joffrey Ballet School
Performing Company

New York, U.S.A.

As a former principal dancer with the Joffrey Ballet for over a decade, my experience as a
dancer encompassed a classical ballet repertory as well as modern and contemporary works. In
addition | had the good fortune of dancing the principal roles in all of the major Petipa ballets as a
guest artist, while at the Joffrey | danced in ballets by such luminaries as Robert Joffrey, George
Balanchine, Frederick Ashton, and Antony Tudor. The Joffrey also provided the unique opportunity
to interpret works by 20" century Russian avant-garde choreographers such as Leonide Massine (as
Fate in Les Presages), and Vaslav Nijinksky’s Afternoon of a Faun (as the Faun).
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In my current position as Artistic Director of the Joffrey Ballet School Performing Company
in New York, I am acutely aware of the necessity of a rigorous classical ballet education, as well as
the importance of training in modern and contemporary dance techniques.

When | was asked to choreograph a contemporary work for the 2012 graduating class of the
Bolshoi Academy, | was thrilled at the opportunity to test my knowledge, both as a creative artist
and a dance pedagogue. I was not surprised by the dancers’ high level of classical ballet training,
and knew they would have a strong foundation for any type of movement. Throughout the process |
was very impressed not only with their technical ability and quick response to learning a new dance
style, but also with their enthusiasm and willingness to try something new. They clearly enjoyed the
opportunity to move outside of the classical realm, yet it was not an easy transition for many of
them. We all sensed that in the brief time that we worked together, they had only begun to explore
the possibilities of contemporary movement.

One interesting result of this experiment was the realization that the Bolshoi dancers’
kinesthetic responses to unfamiliar contemporary choreography were often somewhat tentative,
until I offered them a concrete image or visual as a starting point for developing their movement.
Much has been made of the importance of movement for cognitive function; | found that the reverse
was also true: if | gave them the right concrete mental imagery for them, then the movement poured
forth. It seemed that the mental pathways often used in classical work — the inspiration of a story or
character — could also be used to unleash their physicality and to create more abstract movement.
The dancers shared with me that the more traditional method of imagery as motivation helped their
awareness of their bodies’ relationship to time and space, in a pure movement context. The study of
contemporary movement developed a newly acquired sense in them, and positively impacted both
their classical and contemporary dancing.

I also had the honor of teaching several pedagogical workshops for the Bolshoi Academy
faculty, with a focus on techniques for teaching ballet dancers to “move in a contemporary way.”
Members of the faculty either observed or participated as I led classes on “deconstructing” ballet,
using some of William Forsythe’s improvisational techniques and other contemporary methods. In
this way we discovered was that there is much more common ground between classical and
contemporary ballet than one might expect. In dance, artistic exploration through the technique,
whether classical or otherwise, is success. One example of this was when | taught the concept of
“scripting” (a process of drawing or writing in space letters with one’s body). The students seemed
not to fully understand the concept until it was related to the shape if 5" position with the arms. In
this shape the arms create an O shape, | asked them then to show other ways that the same O shape
could be reproduced. This lead not only to better understanding of how to create a stagnant shape
but also how to “script” it with a number of body parts, ultimately giving us the earliest break
through in the students growth.

It is my hope that everyone involved in the pedagogical workshops, as well as the process of
learning and performing my contemporary ballet, At a Still Point of the Turning World, gained
something valuable from the experience. For me it was inspiring to work with such wonderful
artists — both teachers and students, and | learned a great deal from them. | look forward to
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continuing to share my expertise with the Bolshoi Academy, to help bridge the gap between
classical and contemporary training, and to contribute further to the already world-class classical
training at the Bolshoi.

Talented Pupils opening to the Unknown

Davide Bombana
davidebombana@gmail.com
Choreographer,

Florence, Italy

| had the great privilege and joy to work with the students of the Bolshoi Academy in
Moscow directed by Mrs. Leonova and to present two of my choreographies couple of years ago.

I did my ballet studies at La Scala Academy in Milano. Bolshoi Theatre and La Scala at that
time (end of the seventies) were having constant cultural exchanges (Russian singers were coming
to La Scala and Italian dancers were going to Bolshoi Academy for periods of 8 months sometimes
for 2 or 3 years).

Although I didn’t have the chance myself to go to Moscow I always experienced the great
enthusiasm and respect with whom all my colleagues where speaking about their experience in
Moscow and their dancing improvements were incredible.

Also in La Scala Ballet School we had a big number of Russian teachers teaching us the
Vaganova Method.

After thirty years having the chance, as guest choreographer, of coming personally to
Moscow was for me like a dream come true.

As | said, my ballet formation was strictly classical but then, working in different companies
and with many choreographers as professional ballet dancer and, afterwards, starting myself to
choreograph | use my deeply rooted classical heritage to develop my choreographic language in a
more contemporary way.

That is why | was so excited to meet the young pupils of the Bolshoi Academy knowing that
what | was going to propose them in terms of choreographic language could have been for them a
bit unusual.

I had the greatest surprise in finding in them a complete openness and a very mature
approach allied with the greatest feeling for musicality.

I think that the Bolshoi Academy with the incredible talent of their teachers and the
intelligence and sensitivity of their director is able to give to their pupils not only a big discipline
and great respect for the arts in general but is also transmitting them a big curiosity to explore new
fields, new aspects of art and new ways of moving.

The result 1 had from these young talents was incredible because with their intelligence I had
also amazing bodies trained in such a way that they could do anything I did ask them to do and in
the most beautiful and expressive way.
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That is why | think that nowadays the Bolshoi Academy and the Russian Academies in
general, producing constantly talented, intelligent and perfectly trained dancers, play an incredible,
important, maybe unique role in the world of dance today.

On one side they preserve the purity and uniqueness of their artistic past with the outmost
respect for the ballet repertoire and, on the other side, are able to give to contemporary
choreographers the chance to work not only with marvelous bodies but with dancers of great
integrity and passion.

The synthesis of music and choreography in ballet education

Yu.B. Abdokov

abdokovgeorg@mail.ru

Composer, Ph.D. in Arts History

Professor at Moscow Conservatory

Terra Musica International Arts School Director
Moscow, Russia

In the last 15 years, the Bolshoi Ballet Academy (Moscow State Academy of Choreography
- MSAC) has developed and successfully implemented the system for education of choreographers,
performers, teachers and coaches based on studying ontological implications of theater synthesis.
A backbone of such ontology is a multi-dimensional relation between music and dance.

The contemporary ballet theater is a musical entity by its lexical etymology. The music
education of dancers and choreographers shall not blindly simulate a “conservatory” type of
education. Limiting the education of choreographers to elementary music skills is a tremendous
blunder. This method is deficient due to its indirect (formal) treatment of vital problems inherent in
“dance interpretation” of music. The focus here is much more complicated and broad. Even such
strictly “musicological” segments of education process as music theory, music form analysis,
polyphony, knowledge of instruments, full score reading and any other similar disciplines should be
specifically adapted to the needs of choreography education.

The plastic interpretation of music in choreography art is an ultra-idea of music education in
the MSAC. The music teacher has to have a deep knowledge of lexical fundamentals of classic and
contemporary dance, ballet theater history and all other things which define the style of synthetic art
of music and choreography. One fundamental course taught in the MSAC to complete the music
education of dancers and choreographers is Music Dramaturgy of Ballet Performance. The course is
not limited to studying the architectonic laws of ballet acts, rather it summarizes the whole set of
analytical, theoretic and practical knowledge and skills in all that relates to the synthesis of music
and choreography, from the ability to make a comprehensive analysis of musical and plastic
composition and performance style to the skills of “plastic” vision of timbre palette of a symphonic
orchestra.
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Pedagogical principles of unlocking artistic thinking and talent in students
in choreography classes

V.N. Nilov
nilov@mediatest.com

Doctor of Pedagogics, Professor
Russian Academy of Education
Moscow, Russia

In the context of the Russian ballet education and ballet dance, we need to put special
emphasis on the principles of developing artistic thinking and talent in students in choreography
classes. Based on dialectics as perception logic, the author created a universal method of substantive
analysis which is raised to the rank of principle, thus, marking the integrity of the whole system of
education where the principle of substantive analysis becomes both a prototype and a purpose to
unlocking artistic talent in students in choreography classes.

The extensive theoretical framework and the necessary and relevant practical record in
developing students’ artistic talent in choreography lessons allowed us to develop a set of other
principles for the education system along with the substantive analysis principle. Thus we may
qualify the following basic principles: the principle of integrity, the principle of adequacy and the
principle of visualization which, in our opinion, is a leading principle in the teaching process in
choreography classes.

The integrity principle underlies all real-life phenomena and reveals itself as the lesson
follows from the whole on to its parts and back to a breakthrough level of bringing together of the
one coherent whole. In other words, by creative exposure to the plastic and intonation heritage in
choreography classes, students build awareness at the lesson and develop their own artistic identity.

The principle of adequacy seamlessly follows out of the principle of integrity and specifies
it as a methodology method. Only by going into a object or a phenomenon in its sophisticated
structure and combination of all parts which results from their internal communication, we may
approach a real reflection of such object or phenomenon. Choreography has a dialectic nature and,
therefore, dialectics must become a method of art perception.

The principle of visualization calls for the need to build choreography classes on the level of
generalization, “art thinks big”. The term of visualization is central to the education process in art.
As “specific reality of substance” (Hegel), “artistic visualization” (Lev Vygotsky) transforms the
real word and maintains its identity and integrity to “expose esthetic resources inherent in such
vision”.

Unlike routine, the principle of ingenuity must also become a backbone in the integrity
technology. As mentioned above, each choreography class must give students esthetic insights. The
key challenge in forming esthetic vision and unlocking artistic potential of students is generation of
the beauty category in its true, deep and controversial meaning.

The principle of artistic suspense. The meaning of this principle is stipulated by the need to
maintain continuous interest in students so that they can reveal themselves every minute of the
lesson. Using all types of creative activity, such as cognitive (curiosity), motivation (inside
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motivation), transforming (potential urge for creative work) by a specific situation set up in classes
to keep students in suspense. Just as a dramatic storyline keeps the audience in suspense, the
dramatic line of a choreography class must keep students in suspense bringing them through to the
culmination boiling point to settle all artistic contradiction risen at class.

The time has come when the choreography education process must review the practical
experience and establish its own scientific trend, education in choreography art.

Current challenges in training ballet dancers for performance

D.N. Sosnina

sosninadn@mail.ru

Teacher of Classic Dance, Perm State College of Choreography
Perm, Russia

The art of ballet is based on hard-and-fast traditions of classic dance. This art is created by
new and well-equipped performers where professional work implies immense physical, nervous and
emotional load and causes a specific psychological condition known as “stage stress”. It may prove
to be the best state for work and performance for some dancers, or may become too excessive and
devastating for others. Specific research made in different activities showed that success was in
many ways defined by such personal quality as resistance to stress. No specific research has been
carried out so far in relation to stress resistance of ballet dancers or impacts of stress on
performance.

The Perm Opera and Ballet Theater carried out its own research of stress resistance effects
on performance with a view to dancers’ individual characteristics. The test persons included 80
dancers of the Theater. According to the test outcomes, the test persons were broken down into two
groups: ballet dancers who can easily tolerate stress, “resistant to stress” and those who are unable
to cope with it, “non-resistant to stress”. The dancers “resistant to stress” do not show any change in
such indicators as “academism”, “musicality” and “acting skills” under stress. The dancers “non-
resistant” to stress show a considerable degradation by all indicators, especially in all indicators
related to creativity, such as “musicality” and “acting skills”. Thus, the stage stress has a primary
effect on the artistic elements of their performance. The research also showed that a high resistance
to stress is revealed in different behavior of dancers before they go on stage. Dancers may show
their reactions to stress before stepping the stage in three basic forms of stage stress (stage fright):
high alertness, stage fever and stage apathy.

The research makes it clear that training of ballet dancers requires specific psychological
support to help them individually find the best condition for work and efficient performance. Good
psychological awareness and using a range of psychological training methods will allow them to
show their best skills in stage performances and in festivals and contests.

Stress resistance and ability to control their psychological state allow the dancers to maintain
performance capabilities in challenging situations. With the optimal state of mind, dancers
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demonstrate special attitudes of inspiration and encouragement. Stress resistance, therefore, is an
indispensable quality for their professional success.

The relevancy of reviewing educational and choreographic heritage of old masters

I.L. Kuznetsov

ilya_ballet@me.com

Assistant Professor at the Classic and Duet Dance Department
Post-graduate student at the Bolshoi Ballet Academy
Moscow, Russia

Each entry-level teacher will inevitably face a situation where he/she proves to be absolutely
helpless in making any progress in class, notwithstanding his/her enthusiasm and basic knowledge
of the rules. Only newcomer’s quite understandable self-confidence supports him/her in the
challenging task of educating future dancers.

There are many descriptions and guidelines related to specific elements of classic dance;
however, it is impossible to find any manuals on methods of developing training tasks and classes
as a whole or guidelines on entering pas into choreographic schemes or musical and plastic contents
of classes.

Indeed, not all elements of classic dance education may be put in words. Regardless of the
number or quality of text books or manuals, even the most talented students are unable to master all
secrets of this profession. Nevertheless, what a great help to an entry-level teacher would be some
kind of encyclopedia featuring the best examples of classes given by the old masters.

Some attempts to record ballet classes have been already made. Today, our library contains
books featuring approaches and choreographic vision of such great masters as Vera Kostrovitskaya,
Boris Messerer, Sofia Golovkina and Pyotr Pestov. Some classes given by Agrippina Vaganova and
Alexander Pushkin are represented in schematic layouts. Compared with other forms of art (drama
or music), such didactic materials are of great help to any newcomer in this profession. This is a
solid foundation to stand on with a view to the age and training level of students.

Every teacher builds experience for many decades and keeps his/her own unique know-how.
It would be a big mistake to ignore or lose such heritage. Unfortunately, most materials related to
pedagogical discoveries and developments of many authors disappear when they die.

No intelligent person can ignore the need to review and research the heritage of the great old
masters. I must have not been alone in making a mistake of thoughtless copying of teacher’s works.
Now | am most sure that in copying classes and even the manner of teaching, I missed the core
pedagogical skills of my teacher, i.e. a detailed attention to musical architectonics of the lesson,
pronounced unique character of musical and plastic elements of his choreography lexicon.

We are all aware of another common error when a teacher, who knows well how to give a
well-planned class and present new training materials, ignores the developments of his/her great
predecessors and, thus, deprives himself and his students of a very meaningful support.
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The problem of keeping pedagogical heritage is rather ambiguous. But it would be a mistake
to meet this challenge in a formal way, limiting ourselves to video recording of our examination
classes. We need to select the best training classes given by recognized masters of ballet education,
test them in classes of other teachers, and break them down by years and combinations. This will
enable us to collect an invaluable fund of science and educational experience which may be used by
all entry-level teachers. To meet this challenge, we need to not only record the best “artifacts” of
ballet education process, but also support them with detailed (methodological and esthetic)
commentary and research.

A teacher of ballet is in urgent need of fresh—or well-forgotten—ideas. It would be great to
re-discover the best classes given by Vladimir Ponomarev, Alexey Pisarev, Alexander Pushkin,
Agrippina Vaganova, and even Christian loganson and Enrico Cecchetti. Fortunately, the history of
classic ballet education knows an example of an attempt to record the class of Filippo Taglioni. It is
a pity that the author could only list the names of the moves and their number and did not mention
their combination patterns. It would be fascinating and so useful to know the full essence of the class.

Not long before his death, my teacher handed to me personal notebooks of Pyotr Pestov
where | found a fragment of the class given by Nikolai Tarasov where he shows a very interesting
solution to bar exercises: he combines in a single training task such movements as battement fondu
and rond de jambe par terre. A well-known theorist and practitioner of classic dance, he seems to
violate an “established” procedure for this exercise when rond de jambe par terre is preceded with
battement fondu. This solution used in class helped me to animate my students and show them
something unexpected. They were really interested in learning something new. Thus, we have to
look for new materials to study which may provide teachers with some new know-how and unique
methods to make ballet education an avenue for innovative research.

Multi-art approach as an advanced methodology for unlocking artistic potential in junior
classes of ballet schools

E. A. Gorpinenko

helenal3gor@mail.ru

Concertmaster at the Concertmaster and Music Education Department
Post-graduate student

The Bolshoi Ballet Academy

Moscow, Russia

The multi-art approach is an advanced development in the system of art education in general
and choreography education in particular to unlock a creative potential in children. The idea of such
multi-art approach was first proposed by a Soviet researcher Boris Yusov who developed a unique
method for artistic education of children based on synthesis of arts.

The multi-art approach uses all available methods of esthetic education and various artistic
and creative activities, such as music, painting, speaking, theater and games, to encourage artistic
development of students.
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Different arts have both specific and common means of expression, for example, dynamics
is inherent in music, dance, painting, literature and dramatic art. Multiple forms of art have a
common internal logic and nature and the whole variety of their expression is closely
interconnected. A common nature of all art forms confirms their inevitable interaction to cover all
manifestations of creative activity to reveal creative potential and unlock multi-artistic resources of
each child. The multi-art approach is aimed at getting insight into intrinsic relations of different art
forms, discovering expressive connections in words, sounds, colours, movements, intonations,
rhythm, gestures, space and forms.

Various forms of art in combination have a positive effect on the total esthetic development
of children and boost deeper insights into the art of dance.

Today, the multi-art approach is under intensive research by such scientists as Bondareva,
Kislova, Shishlyannikova, Kapkova, Kovaleva, Prasolov, Stukalova et al. The need to develop
recommendations on practical application of this method seems most relevant in today’s ballet schools.

Concerning musical content in classic dance lessons

A.A. Boyko

anastasiya-bojko@yandex.ru

Concertmaster at the Concertmaster and Music Education Department
Post-graduate student

The Bolshoi Ballet Academy

Moscow, Russia

Very few research works on background music in classic dance classes (with rare
exceptions) discuss some kind of universal approach to musical coverage of some or other
choreographic composition with no regard to specifics of various national or professional schools.
In most cases, they offer unified (impersonal) solutions to specific artistic and educational
challenges.

It is impossible to develop any innovative principles of concertmaster’s didactic activity in
classic choreography without a comprehensive analysis of experience built by outstanding teachers
and masters who managed to make an exceptional progress. First of all, we need to make a detailed
critical review of accomplishments made by teachers and concertmasters, rather than provide
abstract descriptions of available options for musical solutions to plastic exercises. Such review will
help us find common ground with the past and forecast future development of ballet concertmaster
coaching both in Russia and abroad.

Structuring and analysis of musical material will enable us to efficiently use various forms
of musical content tested by concertmasters in many ballet classes and create new models of music
content for training combinations.

If a ballet concertmaster understands that the quality of his work in many ways depends on
his personal growth, any research of traditions and pattern of the past will become meaningful.
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The integrative approach to training young ballet dancers

N.N. Kashirina, M.G. Loshakova

rosengrunschone@mail.ru

Teachers at the Department for Humanitarian and Social Disciplines
and Performance Art Management

The Bolshoi Ballet Academy

Different historic epochs were meeting the challenge of educating well-balanced individuals
who had specific qualities relevant for specific periods in different ways. A scientific foundation of
the process emerged only by the 21th century.

Ballet dancers should have a high level of professional skills, competence, and professional
mobility as these qualities make them competitive on the job market. But they also need such basic
qualities as independent thinking, ability to make important decisions, creative approach to any task
and a constant urge to learn more.

New government standards of the federal professional education require that students must
understand insights of their profession, its social and cultural meaning and feel constant interest in
it. One of the most important drivers for students to master their profession of ballet dancers is their
professional interest.

For the purposes of educating students at the Bolshoi Ballet Academy, we view integration
as a tool to ensure integrity of educational process and as the highest expression of unity of
purposes, principles and content of education based on a deep-rooted interrelation of disciplines.

The academic programs of Soviet ballet schools became a strong foundation for successful
development of inter-disciplinary communications. Currently, the integrative approach to education
of young ballet dancers is applied in teaching social, humanitarian and general professional
disciplines. Thus, we use resources on art history, in particular ballet and music history, in language
and literature classes to give our students insight into many ideas and characters of works of art and
make them better understand the reasons for some performance solutions.

The integrative approach is a historic and relevant tradition of the domestic education
system of ballet dancers.

Training system and methods in choreography education in Russia (historical outlook)

E.A. Martynenko

uch-otdel@mail.ru

Director at the Education and Management Department
The Bolshoi Ballet Academy

Moscow, Russia

Today, the Bolshoi Ballet Academy (Moscow State Academy of Choreography - MSAC) is

a multi-layered uniform structure for education and training of ballet and choreography

professionals. The Moscow ballet education system is a unique model for continuous professional
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training from preparatory classes to post-graduate academic education. The structure of ballet
dancers’ training involves a combination of several educational levels in one consistent education
process where students complete programs of basic, intermediate and higher professional education.

An indispensable element of efficient ballet education is a focus on the requirements and
repertoire of modern ballet theaters. The Academy seeks to maintain historical traditions in ballet
education to train young dancers for professional ballet companies and at the same time it follows
federal government standards and trains qualified professionals who are in demand with ballet
theaters, such as teachers, choreographers, ballet historians and critics, performance art managers
and concertmasters. The Academy is committed to research work in choreography and trains
academic and teaching staff. MSAC is an education and training center of ballet education which
integrates and disseminates professional experience and implements advanced training programs in
accordance with its key education programs.

Main emphasis is given to training professional ballet dancers. The professional ballet
education has its own specific and is different from professional training in any other sectors of
human activities. A specific nature of ballet education is addressed by modern scientists in the
sphere of choreography education [1, 2, 3]. The current status of ballet education in Russia, its
strong and weak sides are in many ways defined by the history of ballet training system.

Further analysis of historical background of education record built by the Moscow ballet
school will facilitate gaining insights into current problems, challenges and development of
education systems in choreography and will allow us to have a look in future.
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CLASSIC DANCE HERITAGE IN CHOREOGRAPHY EDUCATION

Origins of discipline “Classic Dance Heritage and Ballet Theater Repertoire”
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Professional choreography of St. Petersburg and Moscow had no academic and methodical
foundation until early 20th century. The first training programs for Russia’s imperial theater schools
were initiated by Vladimir Stepanov. He was the first Russian dancer who began studying the
theory of dance and the heritage of the great foreign dancers. Along with teaching the Theory of
Dance Recording, Stepanov developed Russia’s first education program titled “The Program for
Ballet Dance Training with an Approximate Breakdown of Training Materials into Seven Sections
by their Complexity and Difficulty Levels.” Stepanov’s system underlay further successful
experiments by Alexander Gorsky and Nilolai Sergeyev who made a great contribution to
choreography development. The 19th century dances and performances recorded by Nikolai
Sergeyev and his associates — Alexander Chekrygin and Vasily Rakhmanov — under the system of
Stepanov-Gorsky are the only sources of choreographic authentic materials of the 19th century. In
the 20th century, they were very much in demand to reconstruct historical ballets and introduce the
discipline “Classic dance heritage and Ballet Theater Repertoire”

The charter of Imperial Petersburg Theater School mentions the discipline “Classic dance
heritage and Ballet Theater Repertoire” which we view in a historical perspective. The students
were taught “ballet”, ballet and character dance, body language and performance of ballets and
divertissements, the latter subject falls within the scope of our interest. The charter of Imperial
Petersburg Theater School was expanded and modified in 1890 and 1900 and afterwards remained
almost unchanged until 1919. Its main provisions were similar to the charter of Moscow Ballet
School. Whereas St. Petersburg applied innovative developments of Vladimir Stepanov who
developed his methodical program in 1895, Moscow could respond with the classic dance training
program developed by Vasily Tikhomirov (1923) which became an important step in professional
training of young ballet dancers in early 20th century.

Curriculum and Programs of Leningrad State Choreography College edited by Ivan
Sollertinsky was published in Leningrad in 1928. It featured an 8-year program of classic dance
education. The authors classified exercises and set goals for each year of training at a new stage of
school development. In 1933-34, Leningrad State Choreography College established programs for
all professional subjects. The programs for specific disciplines which underlay programs of all
ballet schools across the USSR and eventually many foreign schools were developed during these
years. They include “Classic Dance Foundations”, a fundamental work by Agrippina VVaganova
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(1934) and The Classic Dance Program developed by Maria Romanova, Yevgenia Snetkova-
Vecheslova and Nina Riva.

In 1933-34, Leningrad State Choreography College established a new structure of the 3rd
year of performance department which educated dancers of new generation who viewed dance and
acting skills as integral parts of one whole system. In this respect, the most interesting are such
publications as “The Program for Studying Dance Performances of Classic and Current Repertoire”
(by Agrippina Vaganova, Vladimir Ponomarev and Boris Shavrov), a prototype of the discipline
“Classic dance heritage and Ballet Theater Repertoire”, and “The Program Plan for Classes on
Recording Choreography” (by V. Thomson). As a result, the School developed a new training
course based on the description of ballet numbers and separate numbers (both solo and group ones)
staged by the best choreographers on the basis of classic and character dance. The efforts of the best
choreographers of the time, such as Agrippina Vaganova, Vladimir Ponomarev, Boris Shavrov and
Alexander Chekrygin in late 1930s resulted in the introduction of a new system of the so-called
“intersubject communication” related to the use of the best patterns of classic dance heritages, ballet
history and acting skills, pantomime, and analysis of ballet performance, character, historic and folk dance.

The Literature on Dance, a prototype of the Classic dance heritage and Ballet Theater
Repertoire until 1941, was studied in the 3rd year along with Ballet Performance Analysis, history
of theater, history of ballet, pantomime, and musical culture. The curriculum of teachers’ training
department included dance recording and ballet analysis.

In 1946, after the end of World War I, the Lunacharsky State Institute of Theater Art
(GITIS) in Moscow opened the choreography department chaired by Rostislav Zakharov for many
years. The department initiated the world’s first program for higher education of choreographers.
The choreographers’ department was opened in 1946 and ballet teachers’ training department was
established in 1958. The program included theoretical disciplines and a new course on historical
heritage of ballet. Another choreography department was opened in Leningrad Conservatory in
1962. The study of classic dance heritage was broken down into four sections: the heritage of
classic dance, character dance, historical and folk dance and Soviet dance. The classic dance
heritage was taught by Tatiana Bazilevskaya-Buyanovskaya, a ballet dancer at the Kirov Opera and
Ballet Theater and an expert in classic dance heritage. After Fyodor Lopukhov, the department was
chaired by Pyotr Gusev (in 1966) and later by Nikita Dolgushin and Gabriela Komleva. True
guardians of classic heritage, they have transferred the masterpieces of old masters to new
generations of young actors.

In 1987, the Moscow State Institute of Choreography was set up under the auspices of the
Moscow State School of Choreography. The Classic Dance Heritage plays an important role in the
program of special disciplines. The first program was developed and taught by the outstanding
ballet dancer Marina Kondratieva.

Thus, the best experts of St. Petersburg and Moscow schools made an invaluable
contribution to the history of domestic and world ballet. Their knowledge and developments moved
forward and boosted choreography education and put practical experience on the scientific basis.
The new Russian education standards in choreography imply consistent and intensive work to
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enrich the practical and theoretical base of training programs and develop recommendations to
theater repertoire related to classic dance heritage.

Reconstruction of historical dance in modern choreography and music education

N.V. Kaydanovskaya
natalia.kaidanovskaya@gmail.com

Teacher, Tchaikovsky Moscow State Conservatory
Moscow, Russia

Definition of historical dance as Western European-based dance from Middle Ages to early
20th century. Recent past: musicians interested in authentic performance of early music and tracts
on dance. Moscow Conservatory’s invitation of Jiirgen Schrape, a reconstructor of historical dance,
and his visit to the Choreography Department at GITIS. Today: a surging interest in historical dance
reconstructed in accordance with original sources by Russian non-professionals. Over 100 studios
across Russia. Historical Dance Association, festivals and master classes which invite European and
American reconstructors. Dance balls across various themes and epochs. Making historical
costumes. Attending balls and master classes in Europe. Translation of manuscripts, English-
language publications and text books.

Historical dance in Europe and European experts in reconstruction. Several portraits. Social
issue of social dance. No interest shown by ballet professionals.

European conservatories teach historical dance by original sources. Attendance by students
and post-graduates of master classes on authentic performance on historical musical instruments
and simultaneous master classes on historical dance.

The list and classification of sources. The baroque epoch — the closest contact of ballroom
and professional dance. From baroque to point shoes. Challenges of baroque dance for non-
professional performers, unfit body. Challenges of baroque dance for professionals, a different
coordination and movement sequence. A succession of teachers, from Pierre Beauchamp to the
present day.

Lack of style in modern classic dance, or gymnastic style, to put it better. Feet and arms
positions, from Pierre Beauchamp to the present time. Dance styles on the examples of
compositions choreographed by Louis-Guillaume Pécour, August Bournonville, Jules-Joseph
Perrot, Marius Petipa and Mikhail Fokine. Rhythm and tempo differences. The need to study them.

Dance masters, from Middle Ages to Pierre Beauchamp and their tractates. Dances
dedicated to the high and mighties. The list of steps and tricks. The place and time of tricks which
are not described in the above dances. Circus performers and dancers. Dancers and comedians.
Dance and the movement of stars and planets. Understanding steps and movements and making
them meaningful. Is it worth studying?

The pattern of teaching historical dance in Moscow Conservatory and Central Musical
School.
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Ways to preserve classic dance heritage

O.V. Kirpichenkova

olyaballet@mail.ru

Ballet dancer

St. Petersburg Jacobson State Ballet Theater
St. Petersburg, Russia

1. Sources for discussions on keeping classic dance heritage. Disputes on classic heritage
among professional experts go on for almost a century. The epoch marked by the radical 1917 put a
question point-blank: “Shall we or shall we not keep the masterpieces of the Imperial ballet?”” The
ballet public figures supported by Lunacharsky removed the item from the agenda by defending the
key productions.

Eventually, it became evident that classic heritage ballets are inevitably changing with time.
The attempts were made to understand whether or not it was possible to regulate the process of such
change. Opinions were shared and discussed in mass media, with magazine Soviet Ballet as a
centerpiece of this debate. The first issue of the magazine launched a column “Heritage Problems”.
The published opinions, although different, had common grounds:

a) Ballet performance reconstructor is an individual talent (vested in very few people);

b) Time dictates changes, therefore, the early ballets will inevitably have to change in order
to survive; and the rules of such changes will be independent of any opinions or desires of ballet
theater practitioners and theorists;

c) All participants supported the need to record choreographic texts (by any available
methods). Many of them proposed an idea to establish a special commission for this purpose and
even record the canonical text for ballet contests to prevent any deviations by performers who used
to adapt it to their physical abilities.

This background shows that a set of issues related to classic heritage remains almost
unchanged. The questions raised several decades ago concerting safekeeping of choreographic text,
extending the life of classic heritage in theater repertoire and technical treatment and leveling style
at contests and festivals are still relevant. The time, however, calls for new options.

2. Create a uniform information resource on classic dance heritage. There is a need to adapt
theoretical knowledge to modern environment. Today, we are facing informational dominance and
only information technologies help us to handle it. In the Western Europe, they are long in demand
by the largest education centers. In Russia, one possible option may be an internet-resource
dedicated to classic heritage of the ballet theater.

2.1. Background. There is no formal or more or less established definition of classic dance
heritage. All professionals know what it means. A classic heritage performance is an artistic unity
which preserves an original idea of the first choreographer. This idea is revealed through the
relevant choreographic forms. The performer makes the choreographic text alive, therefore, it is
critical that performers have the relevant attitude to, and understanding of, the classic ballet. For
that purpose, they have to study performance traditions and analyze their transformation. Such
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Internet resource will provide an easy access to information on classic heritage. It may offer
structured details of all materials related to this subject. This will make easier sharing information
by professionals.

2.2. The relevant group in social networks. My project is aimed at filling any information
gaps, primarily, for senior students of core institutes. The social network project is experimental.
Although, it may become the first step to create professional resources which the history of classic
heritage deserves.

Classical Dance — Impact upon Modern Flamenco Style Stage Productions

N. A. Bodrova

bodrova.n@list.ru

Ph.D. Candidate

Social Engineering Institute,

The Moscow State University of Design and Technology
Moscow, Russia

This study focuses upon elements of choreography and classical dance expression means
used for the modern staging of flamenco. This study is of value both from the standpoint of pure
theory, and from the standpoint of day-to-day teaching process. Having reviewed and understood
the impact of classical dance upon the modern flamenco stage productions, we would be better
equipped to realize choreographic ideas and tasks in an informed way. The study also touches upon
the objectives of modern staging of flamenco.

The study was conducted to review modern staging of flamenco from the standpoint of
classical dance canons, which helped define a specific set of movements and pas essential for the
staging of flamenco in a genre resembling the classical dance.

Thus far there have been no clear-cut standards, professionalism criteria or, for that matter,
methodologies and programs for the training in flamenco. The said fact determines the originality
and timeliness of this study, since the classical dance elements identified help systematize and align
the set of flamenco genre elements on the basis of their complementarity. Hence, we have an
opportunity to put together a standardized set of exercises and dance elements, thus laying the
ground for a flamenco teaching methodology.

In modern choreography the synthesis of different directions and cultures is pursued with
greater and greater intensity, generating new styles, genres and directions, thus triggering high
competition among professional performers. Hence, there is a need to follow fashion and art trends,
maintain one’s professional level and technique, and propose new and innovative dance. The said
parameters require topmost physical fitness, expansion of one’s capacity as a dancer, perfection of
one’s craft, skills and expertise, to further expand the expression means potential. It is the classical
dance that is, in essence, better equipped with efficient tools to attain the said objective.
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Artistic heritage of Marius Petipa in the development of duet classic dance

G.K. Gusev

georgegusev@yandex.ru

Teacher at the Classic and Duet Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

The prime time of the Russian ballet is closely connected with Marius Petipa, a French
dancer, teacher and choreographer. During 50 years on the Russian theater stage, Petipa staged 64
ballet performances, reconstructed several dozen performances of other European choreographers
and choreographed about 50 dance numbers in operas. His ballet duets are fraught with
sophisticated technical details and carry emotional and structural load.

Almost all well-known ballet figures in late 19th and early 20th century were students of
Petipa. Vasily Tikhomirov was the first to develop a program to teach duet dance. Ballet duets of
1920-1940s established the technique of ballet air lifts which brings on stage a lot of dancers set on
performing acrobatic tricks.

One of the early duet dance programs (1938) shows Petipa’s strong impact of the training
process. 22 lifts of 30 ones recommended for teaching adagio lifts were borrowed from Petipa’s
ballets. Of 50 training partner lifts in the 2004 duet classic dance program, 35 lifts refer to Petipa’
heritage.

The analysis of duet classic dance programs allows us to make the following conclusion: the
partner technique is still in demand and much needed by dancers despite a widespread plastic duet
choreography promoted by modern choreographers. The duet grace, pose, stability and free
performance of sophisticated elements have never done any harm to modern choreographers, but on
the contrary, are widely used in their work. We are able to teach, value and preserve this classic
tradition thanks to the classic duet dance which we inherited from Marius Petipa.

Classic heritage and teaching acting skills to young ballet dancers

N.A. Snitko

snitkona@gmail.com

Senior Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

The development of Russian ballet was influenced by dramatic theater. In early 20th century
in Moscow, young ballet dancers and dramatic actors studied together at theater school and this
caused an increased emphasis on dramatic aspects of ballet roles.

Eventually, there developed a new school of acting and new acting techniques focused on
natural behavior and performance of actors. Unaffected behavior of Shepkin’s characters on stage
had a specific impact on natural performance in ballet. Mikhail Shepkin originated psychologism in
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acting which resulted in Stanislavsky’s reforms. New principles of ballet choreography and acting
skills are best shown in Lavrovsky’s ballets Romeo and Juliette and Zakharov’s The Fountain of
Bakhchisarail.

Modern ballet dancers have to control their body, soul and focus. This is a life-long work.
Time always calls for new forms and expressions, but there are basic things which are not subject to
any change or destruction. Today, acting skills are taught to young actors on the basis of
Stanislavsky’s system which offers methods which appeal to actor’s soul.

The main objective of teaching is an organic action expressed in a dance form (acting dance).
There are special-purpose exercises and etudes aimed at educating students to the sense of truth and
the proper existence on stage. Much emphasis is given to the body work through an inside
monologue which teaches actors to think on stage and pursue a continuous action. Students also have
to learn grasp the essence of movements through music and view them as a way to express human
thoughts and feelings and focus their attention on plastic expression and a complete fusion of
expression with music. Moreover, under suggested circumstances of the choreographic expression,
students begin to master active and logical actions. The plastic expression in musical performances is
being developed too.

Thus, the power and uniqueness of the Russian ballet which may be described with Pushkin’s
words as “a flight filled with spirit” are driven by artistic skills of performers which are generated in
classes on acting.

Professional stage practice of students of Moscow Ballet School (1814-1822)

T.A. Ryzhova

paporotno@yandex.ru

Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

Materials for this research “Professional Stage Practice of Students of Moscow Ballet
School before the 1917 Revolution” were found in the archive fund of the Bakhrushin State Theater
Museum at the posters and theater programs department. We researched over 150 theater posters
dated back to the first quarter of the 19" century.

These documents present the names of performances produced by Moscow dancers and
students of Imperial Moscow Theater School in two theaters: The Theater on Znamenka Street
(General Apraksin’s House), 1814—1818; and The Theater on Mokhovaya Street (Pashkov’s
House), 1818-1822.

The posters contain information on the theater repertoire, premiers, the most popular
performances, their genre and authors of vocal and dance numbers, characters, theater sets and cast
(including the names of students involved.)
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Dramatic performances include the following genres: historical and epic dramas,
tragedies, comedies, fairy comedies and romantic dramas. Opera performances include epic, fairy
tales, comic and vaudevilles. Ballet performances include divertissements, and Anacreontic, epic
and pantomime ballets.

This information allows us to qualify several areas of professional activity by school
students in early 19th century.

1) Dramatic performances: a) dance numbers, ballets, interacts, and folk dances in drama
plays; b) dramatic parts; c) mass and silent scenes; and d) vocal numbers, including folk songs.

2) Opera performances: a) solo and mass dance numbers, ballets and interacts; b) dramatic
and vocal parts; and c) silent scenes, mass scenes and chorus.

3) Ballet performances: a) solo and lead parts of classic repertoire; b) solo and mass folk
dance and character parts; c) corps de ballet; d) silent scenes and parts; and e) vocal numbers in
divertissements.

The ballet performances widely used folk dances of various nations. Choreographers stated
Russian, Turkish, Polish, Gypsy, Hungarian, Spanish, Bashkir, Serbian, Tatar and other national
dances. Other dance numbers include pas de trois, pas de deux, cracovienne, quadrille, circle dance,
and marches. It is worth mentioning that no Latin letters were used for French terminology in early
19th century.

The posters evidence the engagement of students from Imperial Moscow Theater School in
public performances in 1814 through 1822.
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RESOLUTION
of the International Conference
Russian Ballet as a Global Phenomenon of Contemporary Culture Process
16-18 November 2012, The Bolshoi Ballet Academy (Moscow State Academy of
Choreography), Moscow, Russia

The International Conference “Russian Ballet as a Global Phenomenon of Contemporary
Culture Process” attracted interest of the global artistic community. The participants were satisfied
with the discussions, joint work and organization.

They highly appreciated Russia’s strategic focus on maintaining country’s cultural heritage
and expressed their gratitude to the Ministry of Culture of the Russian Federation and the Bolshoi
Ballet Academy for this opportunity to discuss the important issues of keeping and advancing
Russian ballet art as a global asset.

The Conference resolved:

1. The Russian ballet and choreography education are a global cultural asset and a major
driver of integration within the modern cultural progress.

2. The Russian ballet exposes human spiritual values relevant to contemporary integration
processes and cultural globalization.

3. The Bolshoi Ballet Academy is a modern international ballet education center and a
strong driver of maintaining and advancing Russian ballet and choreography education.

4. The Russian ballet and choreography education have a strong impact on national ballet
schools across the globe.

5. Folk and historical dancing is an integral part of dancers’ professional training and a
unique element of the Russian ballet school.

6. Maintaining a classic dance heritage and a continuous communication between ballet
schools and theaters is a critical prerequisite to advance the Russian ballet and choreography
education.

7. The Conference recommends all concerned social institutions and organizations and mass
media to organize conferences, seminars and any other forms of joint work to pursue further
research of the Russian ballet phenomenon as a driver of integrity in the modern cultural progress.

8. All Conference participants are recommended to rely on this resolution.
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