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MpuBeTcTBME OT Npe3ngeHTa
Poccuiicko akagemMum My3blKn UMeHU MTHECUHBIX

C ozpomHoim ydoBorbcmBuem
npubemembyro yuacmHukoB
MexdyHapodHol koHgeperuuu
«Barem B MysbikarbHOM meampe:
ucmopus u cobpemeHHocmop>,
Komopas npoBodumcs 8 Poccudickoil
akademuu Mysbiku BnepBole. A Hac
00AbWAs padocmb U Yecmp
NPUHUMAaMb u3BecmHbIX YyyeHbIx us
pasHoix 20p0do8 Poccuu,
AsepvalioxaHa, berapycu, BeHzpuu,

[peyuu, Kasaxcmana, Cepduu, CLUA,
Y3dekuemana, WBeliyapuu, SnoHuu. S Haderocb, YUMo KOH@epeHuus npuHecem
OOABUYHO NPOGPECCUOHAABHYHD NOAB3Y — KAK HAYUHYHD, MAK U NPAKIMUYECKYHO.
XKenaro Bcem ycnexa!

FaruHa BacurbeBra Maspobekas,
3aCAYXKeHHbIU desimenb uckycemB Poccuu,

KaHOUdam nedazozudeckux HayK, npogeccop



MpwvBeTCTBME OT pekTopa
Poccuiicko akagemMmnyt My3bIKi UMeHW MTHeCUHbIX

YBaxaeMble YHaCMHUKU U 20CIMu
Me>xdyHapodHoii HayyHo
KoHgpepeHuuu «Barem 6
MY3bIKAADHOM IMeampe: UCmopust u
coBpemerHocmb»! S odeHb pad
npuBememBoBamp Hawux dopozux
dpyseli — Boidarouguxcs ydeHolx,
npedcmabasroujux pasHole 20poda
Poccuu, cmpanel E6ponel, Asuu,
CWA. Hayurolii popym 8 2022

- 200y CMAA MUMYADHBIM NPOEKMOM

Hay4Ho -mBopueckozo ueHMpPa no usydeHurd MyY3blkaAbHOZ20 meampa, omKpbimozo 8
Hawel akadeMuu B pamkax npozpammel «<TTpuopumem 2030
TMpu nodzomoBke koHgepeHyuu MHozoe cderaro BnepBoie: Bnepboie codpar
CMOoAb npedcmaBumebHblil U MHO20UUCAEHHBIG cocmal dokAadUUKOB pasHbix
cneyuarbHocmel, BnepBoie ee opzanusamopom cman KoHcopuuym Bedyusux ydedHbix
3aBederuit u uHcmumymoB Poccuu, Bnepbbie 3acedarus KoHpepeHyuu npoxodsm 6
mpex 20padax u WECMuU 0PeAHU3AUUIX NAPAAAEAbHO. OdcykdeHue pasBumus 0dHozo
U3 campix npekpacHelx uckycem8 8 ucmopuu mupoBoii xydoxecmBerroil kyabmypol
nopaxaem pasHoodpasuem npodremamuku u HoBusHoil uccaedoBamenoekux
pakypcoB — ucmopus arema u aKMyaabHele KOpeozpagudeckue sKCnepuMeHmol,
desmeAbHOCMb 3HAMeHUMbIX daremmelicmepoB u maruoBuiukoB, daremHas Mysbika
8 mBopuecmBe komnosumopoB, Bonpocel pexuccypbl, nedazoauku.
XKenaro Bcem yuacmHukam KoHpeperyuu yenewHbix Boicmynierui u
nAodomBopHozo HayuHozo oduseHus!
Anekcardp CepezeeBuyd PoIXXUHCKU,
dokmop uckyccmBoBederus, npodpeccop



[MpuBeTcTBME OT pekTopa
MoCKOBCKOW rocyapCTBEHHOM akageMmm xopeorpadum

Aopoaue dpysos!

Barem - uckycembBo cuHmemudeckoe.
B3auModeiicmBue maHya u My3sbiku, Kocmromo8 u
cueHuueckozo ogpopmaeHus BaxHo u oA
0aAEMHO20 CNEKIMAKAS, U OAS DAAemHO20
odpasoBarus. Moamomy npoBedeHue
KoHpepeHuuu, 8 komopoil yuacmByrom ydeHole,
KpUmMuKuU, pexuccepbl, nedazozu, HeAb3s He
npubemcmBoBamp. MHe xouemces noxeaame

Bcem yyacmHUKAM U CAYUAMEAIM

naodombBopHoil padombl u nodaazodapume Koarez

3a B3aumodeiicmBue 8 opzaHusayuu amozo0 MacumadHozo HayuHozo gpopyma.

Mapura KorcmarmuroBHa AeokoBa,
HapodHas apmucmka PO,

KaHOudam uckycemBoBederus, npogpeccop



MpuBeTcTBME OT pekTopa
KazaHckol rocyaapcTBeHHOM koHcepBaTopumn nMmermn H. . XXuraHosa

'] ‘:' ! =

KoHgepeHuus «<Barem 8
MY3bIKAADHOM Meampe: Uucmopus u
coBpeMeHHoCcmMb>> npodorXkaem
Mpaduyuto GoAbUUX OnepHBIX gopymoB,
komopvble npoBodura Poccuilickas
aKkadeMus MY3biku UM. [THeCuHbIX Ha

NPOMSKEHUU NOCALIHUX 1O Aem. TeMol,

0dcyxdaeMble Ha KoHgepeHyuu 8 amom
200y, BoizviBarom xubediwuil uHmepec,
NOCKOAbKY CBIA3AHBI ¢ AKIMYAADHDIMU NPOOAEMAMU UCMOPUU, MEOPUU U NPAKIMUKU
0aAemMHO20 meampa, usydeHHbIMuU 20pas3do MeHee 0CHOBaMeEAbHO, YeM OHU 020
sacayKubarom. QYHIAMEHMANDHAS udes MY3bIKAALHO ~MEAMPANbHO20 HAYHHO20
Popyma noAydura nompscarowsee npakmudeckoe BonrowieHue. KasaHckas
2ocydapcmBertas koHcepBamopus, BnepBble npuHumas yuacmue 8 HayuHoM
KOHCOpuuyMe, Hadeemcs Ha npodoaXeHue compydHudecmBa. HenocpedcmBerrole
OpP2AHUBAMOPLI 3M020 3HAUUMO20 CoObIMuUS, KoAAezu ~uckyccmBoBedbl, npakmuku
daremHo20 uckycemBa co Beelt Poccuu u 2ocmu Hawel cmparel — Bee, dnazodaps
KoMy Macumadas MexdyHapodHas KoHgepeHuus «<Barem 8 MysbikarbHoM
meampe> cMozAa ocyulecmBumecs, npumume noxeAaHus darbHeduwux ycnexo8 u

cA0Ba uckperHeil OrazodapHocmu!

Badum Podepmobuy Ayram-Anee8,

dokmop uckyccmBoBederus, npodpeccop
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[MpuBeTcTBME OT pekTopa
Akagemun Pycckoro 6aneta nmeHun A. fl. BaraHoBow

Aopoaue dpyses! Pad
npubemembBobamo Beex yuacmrukoB
u 2ocmell KoHgepeHyuu «<Barem 8
MY3bIKAADHOM Meampe: ucmopus u
coBpemerHocmb>, Komopas cmana
umozom nepBozo amana Hawezo
compydHudecmBa ¢ Poccuiickoil
Akademuell Mysblku UMeHuU

["HecuHeix 8 pamkax KoHcopuyuyma

NPOZPAMMbI AKADEMUHECKO20
cmpamezudeckozo AudepcmBa TMpuopumem 2030.

TeMa Oarema, cBasyrousas BoeduHo xopeozpagpuro, MY3blky u MeamparbHoe
uckycemBo, BersBara BeecmoporHul uHmepec, OAa200aps KOMopoMy Mol odpeAu
dorbuoe ducao Byso8-napmHepoB 8 amom meponpusimuu, u WUpoKoe NoAe HAYYHO -
OUCKYCCUOHHBIX nAousadok. MexBysoBekull gpopmam koHgeperuuu nosborum Ham ¢
MOAHUEHOCHOM CKOPOCMbIO nepemeuambes u3 0dHozo 2opoda B dpyeoii Orazodaps
ocBoerHbIM B nocmkoBudHoll pearbHoCMU DUCMAHUUOHHBIM mexHoAo2usM. XKuBas
npakmuka uckycemba darema, ucmopudeckue u scmemudeckue Bonpocol, curmes
MY3bIKU U XKECMA, XOPeoZpagpuUecKue IKCNePUMEHIMbI, IMHOXOPEOAOZUS U
MHOXecmBo uHbiX mem, cocmaBuau wupodaiimuil KoHMeKem HaydHol duckyccuu,
BoBrekwieii B cBoe nore u meopemukob, u npakmuko8, u ucmopuko8, npedocmabub
HaM BecueHHY 0 BO3SMOXKHOCMb NPOGPECCUOHAABHO20 00WieHUS. dmom dopMam
MacutmadHo20 HAYUHOZO MePOnpusmus, HECOMHEHHO, npuHecem cBou HayuHble
nAodbl u cozdacm ycaoBus OAg nogBreHus HoBbix uccaedoBaruii, 8 mom yucre u
MexoucuunAuHapHozo cBolicmBa. Bbipaxkaro uCKpeHHHOH GAaz00apHOCIMb
Poccuiickoil Akademuu mMysbiku umeHu [HecuHeix, MockoBekoi zocydapemBertoil
akademuu xopeozpagpuu, CaHkm ~TMemepdypeckoli zocydapcmbBerHoii KoHcepBamopuu
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umeru H.A. Pumckoezo -KopcakoBa, KasaHckoii 2ocydapcmBerHoti koHcepBamopuu
uMeru H.I. XKuzanoBa, Pocculickomy uHcmumymy ucmopuu uckycem8 u
CocydapemBerHomy uHcmumymy uckycemBosHarus 3a napmHepembo u
coBmecmryto padomy.
XKenaro Bcem yyacmHukam koHgepeHuyuu naodomBopHoil padomel u HayyHblx
docmuskeHuit!
Hukoaali MakcumoBuu Liuckapudse,

HapoOHell apmucm PO
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MpwuBeTcTBME OT pekTopa CaHKT-MNeTepbyprckoin rocysapcTBEHHOM
koHcepsatopum M. H.A. Pumckoro-Kopcakosa

Aopoaue dpysbs!

Om umeru pykoBodcmBa u Beezo
koArekmuBa CaHkm~TTemepdypeckoll
2ocydapcemBenHoli KoHcepBamopuu uMeHu
H.A. Pumckozo -KopcakoBa npuBemcmByro
yacmHukoB MexxdyHapooHol HayuHol
KoHpeperyuu <Barem B8 MysbikarbHOM
meampe: ucmopus u cobpemeHHocmp>!

KooHgeperuus npusBara cayxumo
KOHCOAUDAUUU MOUAHBIX HAYHUHBIX U
mBopueckux cur — Kak Bedyusux
uccaedoBameneii u NPU3HAHHbIX desmenel
uckycem8, mak u Moaodeix npedcmabumeneii

My3bikoBedueckozo u Xopeozpagpuueckozo

npogpeccuoHarbHbIX coodusecmB.
CaHkm -Tlemepdypackas KoHcepBamopus, cmapeiiuuil MysbikarbHbiil 8y3s
Poccuu, ¢ padocmero Boicmynaem 8 kadecmBe coopeaHusamopa cmoab
npedcmabumenvHozo HaydHo -mBopueckozo dpopyma. XKenaro Becem npudacmHoim

naodomBopHozo odwieHust u HoBbix omkpbimuil — <nod ceHbro JPYKHBIX My3>!

Anekceil HukoraeBuu Bacunve,
3aCAYXKeHHbIA apmucm PO, npogpeccop
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[MpuBeTcTBME OT AMpeKTOpa
[ocypapCcTBEHHOT MHCTUTYTa MCKYCCTBO3HaHMA (MockBa)

Aopoaue korneau!

MpuBememByro Havaro padomei
KoHgepeHyuu, nocBauleHHoll cmoAb
3HAYUMOMY OAS MupoBoii u pycckoil
kyAbmypbl 58aeHuro, Kak daremHoe
uckycemBo. OSuupHocmb amolt
MEMbBI U ee 3HAUUMEADHOCIMb

npobBoyupyem nocmarobky MHozux

NnpodAeM, CBA3aHHBIX KAK ¢ ucmopueil
u dozameliuum XyooxKecmBeHHbIM U nedazozudecKumM HACAEIUEM, MAK u ¢
BosmoxxHocmbro Boipadomku HoBbix koHuenuuit, HoBoix udeil u nodxodo8.

A uckpeHHe npubememByro Beex coydepedumeneii KoHpepeHuuu u OAA200apHo ux
3a mBopueckoe BzaumodeiicmBue. OmpadHo, Umo sma KoHpepeHuus — 00UH u3
nepBeix wiazoB npozpammol no usyyeHuro MysbikarbHozo meampa, uHuyuupoBarHoi
Pocculickoil akademuedt My3biku uM. [HecuHbIX, compydrudecmBom ¢ komopol Mol

0UeHb JOPOXKUM.

Hamanus BradumupoBra Cunobekas,

dokmop uckyccmBoBedeHus
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MpuBeTCTBME OT AMpPeEKTOPa
Poccniickoro MHCTUTYTa CTOPUM NCKYCCTB

YBaxaemole korrezu!

Kak uzBecmHo, cezodHs darem c ezo
MaccoBoil aydumopueil, NOKAOHHUKAMU,
uucAeHHo npeBocxodauumu daxe Arodumened
ONEPHO20 XAHPA, — CAMBIN CMPEMUMEADHO
pasBuBarowguiics us Beex 6udoB cueHuueckozo
uckyceméba.

B Hay4Holl mpaduyuu Pocculickozo
uHemumyma ucmopuu uckycem8, co oHs ezo

ocHoBarus, usyyeHue darema Kak

ucmouHukoBedueckol, ucmopuko -
meopermudeckoll, <geHoMeHoA02UYeCKOU>
meppumopuu, npedcmabaero makumu Boldarouumucs uMeHamu, Kak

A. A B030e8, N. N. Cornepmunckuil, K. N. CAoHUMCcKuUi, nosdHee,

B. M. KpacoBeckas, . H. AodpoBorbekas.

TMo3dpaBasem opekomumem MexXOYHapoOHol HayuHol KoHgepeHuyuu «<Barem 8
MY3bIKAABHOM meampe: ucmopus u cobpemerrocmp>, omkpolBarowelica 8 pamrax
pearusauuu TTpozpammel cmpamezudeckozo akademudeckozo Audepcmba
«TTpuopumem 20305, ee Y4acmHUKoB u CAYuameeil ¢ HAYAAOM padombl, Keaaem

yenewHozo u naodomBopHozo 0OMeHa HayuHbiMu u mBopueckumu udesmu!

Amumpuiit AHamonveBuyd LLIYyMuAuH,

KaHOudam uckyccmBoBederus
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MpuBeTCTBME OT KypaTopa KOHPepeHLnn

MHe xouemcs ckasamb camoie mennbie caoBa 6 adpec
yvacmHuko8 KoHpepeHuyuu «Barem 8 MysbikarbHOM
meampe: ucmopus u coBpemeHHocmMb>, NOOARZ0DAPUMb
ux 3a 2omoBrHocme Boicmynume, nodeaumocs HoBoimu
udeaMu u omKpbimusgMu. OUeHo BaxHo, Mo HayuHble
duckyccuu 00bedUHIM HA Hawed KOHPepeHUUU He moAbKo
MACIMUIMbIX YUEHBIX PASHBIX CneyuarbHocmel —
daremoBedoB, myseikoBedoB, meampoBedoB, cneyuarucmo
8 odnacmu uzodpasumenvHozo uckycemBa, komnosumopo8,

pexuccepoB-nocmaroBusukoB, kpumuko8, Ho u mex, kmo

MOAbKO HaduHaem cBoili nymoe 8 Hayke — acnuparmoB u
cmydeHmo8.

Hayuro -mBopueckuil yueHmMp no usyyeHuro npodAem MysbIKarbHozo meampa,
opeaHusoBanHbiil 8 Pocculickoil akademuu Mysbiku umeHu [THecuHbix 8 pamkax npozpammor
Mpuopumem-2030, makyro KoHgeperuuro npoBodum BnepBoie. Ee opzaHusamopamu
cmanu ngme Bedyugux BysoB Poccuu u d8a HayuHo -uccredoBamerbekux uHCMumyma.
Kpome Pocculickoii akademuu Mysbiku, amo MockoBekas akadeMuu xopeozpadpuu,
Akademus pycckozo darema um. A5, BazaroBoii, KasaHckas zocydapcmBenHas
zoHcepBamopus um. H. I". XKuzaroBa, Carkm-TTemepdypackas zocydacpmberHas
koHcepBamopus um. H.A. Pumckoezo -KopcakoBa, a makxe Pocculickult uHcmumym
uemopuu uckycemB (Carkm-Tlemepdype) u CocydapcmBerHoll uHcmumym
uckycemBosHarus (MockBa). Cosdarue HayuHozo koHcopuuyma, mBopueckoe
BzaumodeticmBue cmano drs Beex opearHusamopoB npekpackbim onbimom naodomBopHoii
coBmecmHoil padombl. BrnepBole koHpeperyus npoBodumces Ha wecmu naowadkax, codpal
0KOAO 200 J0KAAd4uUKOB.

OM UMEHU OP2AHUBAUUOHHOZO U NPOZPAMMHOZ0 KOMUMEMA KOHQEPEHUUU, HAYUHO —
mBopueckozo UeHMPa N0 USYUEHUFD NPOTAEM MY3BIKAADHOZO MEAMPA X0HY NOXKEARMb
Beem Hawum Koarezam u dpy3bsm nAodomBopHol pPadomel U UHMEPECHO20 OOUWEHUS.

Upura MempoBra Cycudko,
dokmop uckycemBoBederus, npogeccop,
pykoBodumene HayuHo -mBopueckozo ueHmpa

no usyyeHuro V\POéA@M MY3bIKaAbHO20 meampa
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TE3UCHI JOKJAIOB
ABSTRACTS
ABBI3OBA JTapmca VIBaHOBHa, Kkanouoam
uckyccmbobedenus, npogpeccop, Kkagpedpa

basemobedenus, Axademus Pycckoeo Oarema umenu
A. 4. Baeanoboii, Canxm-Ilemepbype, Poccus

Larisa ABYZOVA, PhD, Professor, Ballet Studies Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

PyCCcKkuii CJIEJ] B TBOPYECTBE AHXEJIEHA TTPEJIEKOKAXKA

AmxeneH [Ipespkokaxk — OAUH U3 CaMbIX W3BECTHBIX COBPEMCHHBIX (DPAaHITYy3CKHX
xopeorpadoB. Byayun npogeccrHoHaIBHBIM TAaHIIOBIIMKOM, OH B 1984 rony medroTupoBan
kak xopeorpad. B 1989 ronmy Hnauancs sram TBopuectBa Ilpenbiokaxa, KOTOpBIH He
3aKOHYMWJICA M CeroiHs: xopeorpad cram oOpamaTbcsi K H3BECTHBIM OaneTtaM pPycCKOro
Hacleus, JaBasi UM HOBYIO TPAKTOBKY. 3/IECh MOXHO BBIJICTIUTh TPU HAIIPABIICHUSL:

v Oazersl u3 perepryapa «Pycckux ce3oHoB» Cepres [[sruiesa («CeaneOkay,
«[lapag», «[Ipm3pak  po3el», «Kap-nTuua», «BecHa  CBsILICHHAas,
«Ilexepa3ana»);

v\ CHIEKTaKIM COBETCKOro apambarera («PoMeo u J[KyabeTTan);

v\ GajeThl pycCKOro Kiaccuyeckoro Hacnenus («JIebeanunoe o3epoy).

K OoNpIIMHCTBY TOCTaHOBOK W3 3TOro cmucka Ilpenbxokaxx —oOparuaics
HEOJIHOKPATHO, IOCTOSHHO Jiefias HOBbIE pelakiuu. [IpuMeuarensHo, 4To Xopeorpad He
paznenser HU (GUIOCO(DCKHE WIM XYJOKECTBEHHBIE KOHILEILMH, HU HPABCTBEHHbIC MM
JCTETHUYECKUE IMPUHIMIBI PYCCKUX IEPBOMCTOYHUKOB. HampoTuB, OH OGECKOMIIPOMHCCHO
HHUCIPOBEPraeT UX, OTKa3bIBasCh OT PAa3BUTHSA Tpaguluu. B mokmane gemaercs BBIBOJ, UTO,
obparasicb K M3BECTHBIM OajieraM Mpouuioro, IIpenbKoKax MCIONb3YeT UX Kak OpeHn.
HecmoTps Ha caMOOBITHYIO TPAKTOBKY, €T0 OITyChl 3aCTABISIOT HEU3MEHHO CPaBHUBATD UX C,
Ka3ajoch Obl, HE CBSA3aHHBIMU IIOCTAHOBKAMHU IPE/IICCTBEHHUKOB, TEM CaMbIM, CTaBSI MM
xopeorpada B oquH psia ¢ umenamu Mapuyca [letuna, JIsBa VBanoBa, Muxauna ®okuHa,
Jleonnna Msicuna, BamyaBa u bponucnasel Huxunckux, Jleonnaa JlaBposckoro. Hlymuxa,
4acThle CKaH/AJbI, COYTCTBYIONHE MpeMbepaM lIpenbixokaxa, MpeyMHOXKAIOT U3BECTHOCTD
xopeorpacda. MHTepec k penepryapy pycckoro 0ajeTHOro rearpa He Memaer [Ipenbxkokaxy
3aHUMAThCS OPUTHHATIBHBIMH IIOCTAHOBKAMH, HA TPOTSHKEHUH €r0 Kaphephl 3TH HANPaBICHUS
TBOPUYECTBA PA3BUBAIOTCS TAPAJLIEIBHO.
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RussIAN TRACE IN ANGELIN PRELJOCAI WORK

Angelin Preljocaj is one of the most known contemporary French choreographers. He
started his ballet career as a professional dancer and debuted as a choreographer in 1984.
Angelin Preljocaj focused his artistic efforts on new interpretation of Russian ballet heritage.
He started his experimenting in 1989 and perceives it until present. There are three distinctive
tracks for that:

v' Ballets from Sergei Diaghilev Ballet Russes repertoire (Les noces, Parade,

Spectre de la Rose, L Oiseau de feu, Sacre du printemps, Sheherazade).

v Soviet dramatic ballet period (Romeo and Juliette).

v" Russian classical ballet heritage (Swan Lake).

He has been reinterpreting most of the above mentioned ballets for many times. It is
notable that Angelin Preljocaj does not share philosophic, artistic or esthetic principles of
Russian ballet originals. On the contrary, he totally neglects them thus denying any attempt to
develop the tradition. We can conclude that Angelin Preljocaj exploits ballet masterpieces of
the past as famous brands with the only purpose to put his own name in one line with Marius
Petipa, Leo Ivanov, Mikhail Fokin, Leonid Myasin, Vaslav and Bronislava Nijinska. Leonid
Lavrovsky. Frequent scandals accompanying his ballet premiers just add to his popularity.
Angelin Preljocaj own choreographic work develops alongside with his interpretive challenge
as a parallel process.

ATUIITEBA HOnmua VIBaHoBHa, KaHouoam
uckyccmbobederus, doyenm, 3abedyiowasn kagedpoil
MY3bIKAALHOU KYPHAAUCUKU, Poccuiickas
axademus umenu I'necunsix, Mocx6a, Poccus

Yuliya AGISHEVA, PhD, Associate Professor, Head of the
Music  Journalism Department, Gnesin Russian
Academy of Music, Moscow, Russia

MOXHO JId CTAHLIEBATD XYPHAJIUCTUKY ? Y3 UICTOPUU BPUTAHCKOI'O BAJIETA XX BEKA

B 1898 rony B noHAOHCKOM Tearpe «Immaiipy ObL1 mocrasieH Oaner «lIpeccay.
Xopeorpad-nocranopimk Kartu Jlanuep, komnosurop Jleonossn BeHiens u XyqoKHHK 10
koctiomam K. BumbrensM  IOpeinpHHSIM  HETPUBHAIBHYIO — IIOHBITKY IEPEHECTH
KYPHAJIUCTUKY B TAaHIEBAJIbHOE IPOCTPAHCTBO. ABCTpHIiCKasi TaHLOBIIMIIA, MEAAror Hu
xopeorpad K. Jlanmep Bomwia B ucTopuio 0ajeTHOro Tearpa HE TOJNBKO Kak IepBas
XKEHIIMHAa-Xopeorpad, HO M KaK CO3JaTelIbHHLA HOBOT'O JKaHpa — «3PENUIIHOro peBioy. Ee
CIEKTaKIN HEPEeIKO OCHOBBIBAINCH HA COBPEMEHHBIX CrokeTax. [lomumo Ganera «lIpecca» B
TBOpUeckoM Oarake JlaHHep Takue MOCTaHOBKH, Kak «[lapimkckasi BRICTaBKay, « AHTITUACKUIA
criopt» u 1ip. HeoObr4Hast xopeorpadusi Hapsy ¢ HCIIOIB30BAaHUEM HOBEHIINX TEXHHYECKUX
MpUEMOB MO3BONWIM JlaHHEp CHHCKAaTh pENyTalMi0 MOCTAHOBIIMKA AaBAaHTapAHOTO
HanpaBieHUs. My3bIKaNbHBIA PYKOBOAMUTENb TeaTpa «OMMalp» HUTANbSHCKUNA KOMIIO3UTOD
Jleononpn BeHuens cran coaBTOPOM MHOXECTBA MOCTaHOBOK JlanHep. BeHuens — aBTop
TIECCH, NPOM3BE/ICHUI ISl OpKECTpa, onep U My3bIkH K OaneraMm. [Ipu atom mHGOpManus o
co3maTelsix M TocTaHOBKe Oamera «lIpecca» mpakTHYECKH OTCYTCTBYeT B HAaydHOU
nuTeparype. B moknmaze OymyT paccMOTpeHBI OCOOCHHOCTH CHEHOTPapUH M MY3bIKAIEHOTO
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CONPOBOXKICHUS, MECTO M 3HAa4YE€HHWE IIOCTAaHOBKM B HCTOpUHM OaleTHOro Tearpa
Bemukobpurannu konma XIX Bexa. Tawke OyaeT OCyIIeCTBICHA MOMBITKA PEKOHCTPYKIHN
psma cocraBisronmx Oanera. HemamoBakHOH mpencTaBisieTcs W oOpaTHas peakius —
KPUTHUYECKHE MaTepHAaIbl CAMHUX «T€pOoeB» Oanera Ha CTpaHUIAX OpuTaHCKHX Tazer 1898 r.
W3 apXUBHBIX MCTOYHUKOB, peAKHE WUIIOCTpauud. Bo3MOXHO 1M pacckaszaTb o
JKYPHAJIMCTHUKE SA3bIKOM TaHILIA — OJUH U3 IVIaBHBIX BOIIPOCOB, IOJHUMAEMbIX B IOKJIAJIE.

CAN ONE DANCE A JOURNALISM?
A CASE ON THE HISTORY OF THE 19™ CENTURY BRITISH BALLET

A ballet The Press was staged at the Empire Theatre in London in 1898. A
choreographer and producer Katti Lanner, a composer Leopold Wenzel and a costume
designer C. Wilhelm made a unconventional attempt to transfer a journalism into a dance
space. An Austrian dancer, teacher and choreographer Katti Lanner went down in the history
of the ballet theatre not only as the first woman who had made a career as a choreographer
but as an inventor of a new genre — ‘entertaining revue.” The productions of the
choreographer were often based on modern plots. There were such ballets as The Sports of
England, The Paris Exhibition and others in Lanner’s output besides The Press ballet.
Uncommon choreography along with the newest technique allowed Lanner to earn a
reputation of an advanced artist. A music director of the Empire Theatre an Italian composer
Leopold Wenzel was a collaborator of Lanner in a number of her productions. Wenzel was a
composer who had written art songs, orchestral works, operas and music for ballet. At the
same time any information about the authors and The Press ballet is almost absent in the
academic literature. The paper will study features of scenography and music of the ballet, its
place and role in the history of the ballet theatre of Great Britain in the 19™ century. There
also will be an attempt to reconstruct some of the elements of the ballet. An inverse response
— critical materials of the main characters of the ballet from the British papers in 1898 of the
Archive of the British press, rare pictures — saw their fit. Can one dance a journalism in
dancing terms is one of the main questions raised in the paper.

ATPATUHA Enena EBrenneBHa, Kanouoam F
uckyccmboBedenus, doyenm, xacgpedpa xopeozpagpuu u
basemoBederiis, Mocxobckan eocydapcmbennasn - G
axademus xopeoepagpuu, Mockba, Poccus . N
Elena AGRATINA, PhD, Associate Professor, Choreography 3
and Ballet Studies Department, Moscow State Academy ,g h

of Choreography, Moscow, Russia

JIEKOPALIMM JIKY3EINTE BANEPMAHM (1689/1690 —1762) K BAIETHBIM UHTEPMEJIUSIM
I1PU IBOPE EJNIM3ABETHI IIETPOBHBI

I'paduueckoe Hacmemme J[Dxysemme Banepuanu, oTHOcsiieecss K O(QOPMIICHHIO
MIPU/IBOPHBIX CHEKTaKJIed BpeMeH IapcTBoBaHus EnusaBeTsl IleTpoBHBI, mommio mo Hac
JaJleko HE IONHOCTBIO, COXPAaHUBIIAsCS JK€ €ro duacTh TpygHopocrymHa. Camas
3HAQUMTENbHAs ~ KONJIGKIMS ~ PHCYHKOB  Banepwmanw,  npuHa/[UIeXKaBmias  IepLory
JleiixTenbeprcxkomy mocie 1917 roma, okasanack 3a TpaHuUIleH, a B cepeanHe XX Beka Obluia
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pa3po3HeHa U pacrnpozaHa B dactHele komutekmmu Espomsi, CIIA u Kananst. Hemuormm
Oonee mOBagmaTH pPUCYHKOB Bamepmanm, OTHOCAIMXCS K OOJACTH  TeaTpalbHO-
JIEKOPAaIlMOHHOTO HCKYCCTBA, XpaHUT [ocymapcTBeHHBIN Opmurak. OTAENbHBIE JIHCTHI
nmetorcs B [MUUM um. A.C. Ilymxnaa n1 'M3 «Apxanrensckoe». OmHaKo pedb HIET HE O
KOMIUIEKTaX 3CKM30B K KOHKPETHBIM CHEKTaKIsIM, a JIMIIb O pa3pO3HEHHBIX JIUCTaXx.
ATpuOYIUS IPOM3BEICHII OCIIOXKHSCTCS ¥ T€M, YTO OapOdHbIe IeKOpanuy ObUIN THIIOBBIMH
W OJHA W TE€ > JCKU3Bl MOIJIM HCHONIB30BaThCs UIsi O(OPMIICHHUS CaMbIX pa3HBIX
IIOCTAaHOBOK. A ITOTOMY INPHIHCATh TOT WM MHOH SCKH3 KOHKPETHOMY HEHCTBHIO KaKOH-
1160 omepsl WM CONPOBOXKZaBLIel ero OajleTHOH MHTEpMEIUH 4allle BCEro OKa3bIBaeTCs
3aTpyaHUTENEHO. TeM He MeHee, IIpH MOATrOTOBKE MOHOrpaduy, TOCBsIeHHOH Banepnany,
HaM YZaJIOCh BBEIWICHHTh HECKOIBKO PHUCYHKOB, KOTOpPBIE C OONBINOH JOJIEH BEPOSTHOCTH
MOKHO CUUTATh ICKM3aMH K JeKopamusiM I OajeTHBIX MHTepMennil. B mokmame Oymer
TIPE/ICTaBIeH aHalIN3 JAaHHBIX NPOW3BEICHHH, ITO3BOJIHMBIIMN OOOCHOBATH WX aTpHOYIHIO
TOMY WJIM MHOMY CHEKTakso. JIMCTBl OyayT Takke pacCMOTPEHBI C TOYKM 3PEHHUS] YHCTO
XyJOXKECTBEHHOTO PELIeHHUs, UX 0COOCHHOCTEH, OTPaXAIONMX CIELU(UKY IeKOPALMOHHOTO
opopMIICHUsT TaHIEBAJIBHBIX CIEeH. VccremoBaHWe TPU3BAHO JIONMONHUTH — HAIIH
MIpe/ICTaBIeHNs] Kak O TBopuecTBe camoro /Dxysemnme Banepuwanu, Tak W o cueHorpaduu
Oaiera 3MoXy OAPOKKO B IIEJIOM, BBISBHTH, HACKOJIBKO 3TO BO3MOXKHO, CTHJIMCTHUYECKHE U
KOMIIO3UIIMOHHBIE 0COOEHHOCTH odopmieHus OaneTHBIX nHTepMenui. [lockonbky omepa u
BCE €€ COCTaBJSIOIIME ObLIM HAa TOT MOMEHT HOBBIM SIBICHHEM B PYCCKOW KYIbType, a
Banepuanu ObUT NpHTIalIeHHBIM MacTepOM W HOCHUTEIEM HTANBSHCKOW XYI0XKEeCTBEHHOU
TPajuLUK, UCCIEAO0BaHUE OyIET aKTyaJbHO HE TOJBKO I OTEYECTBEHHOrO, HO W JUIs
3apyOeKHOT O HCKYCCTBA.

GIUSEPPE VALERIANI’S (1689/1690 —1762) SCENERY FOR BALLET INTERLUDES
AT THE COURT THEATRE IN THE TIME OF ELIZAVETA PETROVNA

Valeriani’s drawing heritage linked to the scenery for some court spectacles at the
reign of Elizaveta Petrovna is not fully remained. A part of these drawing is not easily
accessible to scholars. The biggest collection of drawings by Valeriani owned to the Duke of
Leichtenberg before 1917 was transferred abroad and later involved to the art collections in
Europe, USA and Canada. No more than 20 preparatory drawings for decors by Valeriani are
kept in the State Hermitage. There are few of them in The Pushkin Fine Arts Museum,
Moscow, and The State Museum Archangelskoe. Valeriani’s drawings never form a complete
collection linked with the certain spectacle and contains only separate items. The attribution
of them is not easy because many of Baroque decors were widely used in a series of different
spectacles. That is why they may not be simply linked to the certain scene of the certain
spectacle. It makes the attribution of some drawings a complicated scientific problem.
Nevertheless the author in the process of writing a book on Valeriani has managed to pick out
some sketches really intended to certain spectacles and their parts. The author of the report is
going to prove the attributions by means of analysis of their visual form and content in
comparison with several well-known spectacles. The author describes artistic values of
Valeriani’s drawings connected with the very scenic images of ballet interludes. This
investigation is intended to reveal unknown data of Valeriani’s life and work. Moreover it
makes an attempt to virtually reconstruct Baroque ballet stage-setting in its most important
terms and peculiarities as exact as it is possible. The report is dedicated both to Russian and
Western culture because it treats the artistic activities of a master invited to Russia from ltaly
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in the time when opera and ballet were new phenomenon of Russian culture. Style and
composition of Valeriani’s scenery drawing reflect theatrical style and composition of that
time.

AVIHBUH[IEP Ana I'puropwesHa, kandudam uckyccmbobedenus,
3abedyiouwjan  omoeAOM — PYKOMUCHBIX U NEUAMHBIX
UCTOYHUKOB, Tocydapcmbennuiil MEMOPUANLHDLT
My3bikaasHbill  Mysei-3anobeonux 11 Y. Yaiikobekoeo 6
Kauny, cmapuuii Hayunsii compyonux, cekmop ucmopuu
my3biku, Tocyoapembenmviii uHCIUMym uckyccmbosHanis,
Mocxk8a, Poccus

Ada AYNBINDER, PhD, Director of the Manuscript and Printed
Sources, Tchaikovsky State Memorial Music Museum —
Reserve in Klin, Senior Researcher, Music History
Department, State Institute for Art Studies, Moscow,
Russia

«IIIEJKYHUUK» U «TOJTAHTA». BO3BPAIIIEHUE K KOMIIO3UTOPCKOMY 3AMBICITY

6(18) nexabps 1892 roxa Ha crene Mmmeparopckoro MapumHckoro teatpa B CaHKT-
[etepOypre cocrositack npembepa cpaszy IByx couumHeHuil [1.J1. UYaiikoBckoro: omepsl
«Wonanra» u Ganera «lllenkynunk». 3aka3z or upexkumn Mmmepatopckux TeaTpoB Ha
CO3/1aHNEe OJJHOAKTHOH ONephl U JABYXaKTHOrO 0ajeTa, KOTOpbIe JOJDKHBI ObUIM MATH B OIUH
Beuep, komrozuTop monydni B 1890 roay. «lllenxyHurky», Kak cloxeT s Oyaymero Oanera
obul mpemoxeH Jupeknmeit ¢ momaun Mapuyca Ilernna. B orHomenuu «lomaHTbD
ucropuss cosceM uHas. Ilo cmoBam Opara kommosuropa Mogecra, croxker «1omaHTbD»
YaiikoBckuii BbIOpan cam. [Iponecc paboTsl Hajg 00OMMH COUMHEHUSIMHU COBIIAJ C TSDKEIBIM
MePUOIOM B JKU3HM YallKOBCKOro W IpPOTEKall JOCTATOYHO My4HTEeNbHO. OCOOSHHO 3TO
kacasiock Oanera «lllenKyHYHMK», KOTOpPBIH KOMIIO3UTOP CO3JaBall 10 OaleTMeHCcTepCKOMy
mwiady Ileruma. Co3gaHue 00OMX COYMHEHHH HE MPOCTO MPOXOAWIO MPAKTHYCCKH
napaJuleNibHO, HO U Ha CTPAHUIIAX OJHMX M TEX K€ HOTHBIX TETPAJEH, U 3alHCHBIX KHIKEK.
«Monanra» n «llleaxkyHunK» UM BMeCTe B OIMH BeYep JIMIIb MPHU MEPBOM NOCTAHOBKE B
Mapuuackom Teatpe. [Ipu arom ecnu «onanta» nosiBisuiack B auiiax TONBKO B Mape C
«IlenkyHurKoM», TO GajeT JOBOJIBHO OBICTPO 3aXKWII CBOSH COOCTBEHHOW YKHM3HBIO, H C HUM
B OJIMH BEYep LUIM JApyrue OajeTHbIE CIEKTAKIM. B pamkax JaHHOro J0KIaJa paccCMOTPHM
onepy «Monanrta» u Oaner «llleIKkyHIHK» KaK eIUHBIM aBTOPCKHN 3aMbICell, CBOCOOPa3HYIO
JMJIOTHIO, 00 BETMHEHHYIO 00LIel My3bIKaIbHO-IPaMaTypruIecKoil KOHICTIIHEH.

THE NUTCRACKER AND IOLANTHE. RETURN TO THE COMPOSER’S INTENTION

On December 6 (18), 1892, the premiere of the opera lolanta and the ballet The
Nutcracker of Pyotr Tchaikovsky took place on the stage of the Mariinsky Theater in St.
Petersburg. In 1890, the composer received an order from the Directorate of the Imperial
Theaters to create a one-act opera and a two-act ballet, which were supposed performed in
one evening. The plot of The Nutcracker | was proposed by the Directorate at the suggestion
of Marius Petipa. The history of the opera lolanta is quite different. According to the
composer’s brother Modest, Tchaikovsky chose the plot of lolanta himself. The process of
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composing both works coincided with a difficult period in Tchaikovsky’s life and proceeded
quite painfully. This was especially true for the ballet The Nutcracker, which the composer
composed according to Petipa’s choreographer’s plan. The composer's work on opera and
ballet took place almost in parallel on the pages of the same musical notebooks. lolanthe and
The Nutcracker were performed together on the same evening only at the first production at
the Mariinsky Theatre. Moreover, if lolanta appeared on posters only in tandem with The
Nutcracker, then the ballet soon began to be performed on the same evening with other ballet
performances. Within this presentation we will consider the opera lolanta and the ballet The
Nutcracker as a common author’s idea, a kind of dilogy, united by a common musical and
dramatic concept.

AJIECEHKOBA Bukropwms HwukonaesHa, dokrmop
uckyccmbobedenys,  cmapuiutl  HAY4HGIL  COMPYOHUK,
Mexoynapoonsiii yenmp KoMnAexcHuiX XyooxecmbeHHbix
uccaedoBanutl, Capamobcxas eocyoapcmBennas
roncepBamopus umenu J1.B.Cobunoba, Capamo8, Poccus

Victoria ALESENKOVA, Dr. Habil. (Doctor of Art Studies),
Senior Researcher, International Center for Comprehensive
Art Research, Sobinov Saratov State Conservatoire, Saratov,
Russia

B COaBTOPCTBE C in cooperation with

OEMYEHKO Anexkcanap VBanoBmy, dokrmop
uckyccmbobedenus, — npogeccop,  eaabuvili  HAYUHDLI
compyonux  MexoynapooHozo — yewmpa — KOMHAEKCHBLX
XY00KeCHBeHHbIX uccaedobanuii, Capamobcxas
eocyoapcmbennan koncepBamopus umenu JI. B. Cobunoba,
CapamoBckuii  eocyoapcmBentviii  yHubepcumenm uUMeHU
H. I. Yepnoiuebcroeo, Capamob, Poccus

Alexander DEMCHENKO, Dr. Habil. (Doctor of Art Studies),
Full Professor, Chief Researcher and Head of the
International Center for Complex Artistic Research, Saratov
State Sobinov Conservatoire, Saratov State Chernyshevsky
University, Saratov, Russia

«IIETPYIIKA»: HA TPAHU DI10X

Bo BropoM 1o cuety Ganere M. . CtpaBHHCKOro 3a(h)UKCUPOBAH IPOLIECC BO MHOI'OM
MOZICIYTHOr0 OOHOBJICHHSI MAcCOBOM CPebl U YCKOPEHHO-PAIHKaIbHOTO BBIXOAa K HOBBIM
ropu3oHTaM B cdepe WHIMBUAYAbHBIX MPOSBICHHH. B 00MM4Ybe Mpa3mHOi «MaCCOBKI»
YepThl MATPUAPXATBHOTO YKIaga CMELIMBAIOTCS C MNPUMETaMH HOBOrO ObiTa (BBHIY
packpenomeHus OT aKaAeMHUYeCKHX HOPM, BIUIOTH /0 BKJIIOUEHHS OSJIEMEHTOB OSCTPajibl
Hayayia Beka). IlpudyeM B JBWKEHHUM OT TEPBOM K IOCICOHEH KapTHHE «MOIYJISIIHS»
CTaHOBHUTCSI Bce Ooiiee OIIYTUMOM, TaK 4YTO, B KOHEYHOM CYETe, YCTOM MPEKHEro
JKU3HEOIIYIIEHNST OKAa3bIBAlOTCSI BO MHOTOM pacImiaTaHHBIMH. B 310l atmocdepe
(dbopMmupyeTcsT HOBBI YEIOBEUCCKHH XapaKTep C €ro YCIOKHEHHBIM CTPOEM YYyBCTB H
BHYTPCHHEH HEYIOBICTBOPEHHOCTBIO, YTO MOOYKJaeT OpocaTh BBI3OB OKPYXKAIOIIEMY,
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B3PBIBAaTh HHEPIIUIO JKU3HU. PajinkanbHas HOBU3HA MHIVBHIYaJIbHBIX IOPTPETOB BHISBIISETCS
MIPEXkJIC BCETO B TAKUX T'PAHAX, KaK IKCHECHTPHYHOCTh M BapBapUCTHKA. DKCIEHTPHYHOCTH
(3mech ompeneNsIONIyI0 Harpy3ky HeceT o0Opa3 [leTpymikw) — 3TO HCKIFOYUTEIBHAS
M3MEHYUBOCTh COCTOSHHN C WX PE3KUMH, HETPEJBUICHHBIMU TI€penajaMy, CKIOHHOCTh K
B30aJIMOITHOCTH, W3JEBKE, SMATHUPYIOIIEMY BBIBEPTY, W 32 OTMCUYCHHBIMH CBOHCTBaMHU
YraJibIBacTCs CII0XKHAsl, HEPBHO BUOPHPYIOIIAS WHTEIUICKTYabHO-OMOIMOHAIBHAS TaMMa
TICHXOJIOTMIECKU HEYCTOMYMBOM HATYphl. BapBapucrrka (peuMyIecTBEHHO COCPEIOTOYCHA
B dMH30/1aX Apara) CIy)KUT B JaHHOM Ciiydae OOpHCOBKE YIPIOMO-IABSIIEH CHIIBI, TPyOOro
BOMHCTBCHHOT'O Ha)KMMa, CBUPEIIOr0 HPaBa C BCIIBIIIKAMU HEOOy3JaHHOU spocTH. B memom, B
000X Cllydasix KOMIIO3UTOp TOPTPETUPYET CYHNIECTBO HE TOJIBKO UPE3BBIYANHO
AMIYJIECHBHOE, MPUIYIUTHBO-IKCTPABaraHTHOS, HO M CBOEBOJBHOE, C SIPKO BBIPAKCHHON
STOIEHTPUICCKON MO3UIUEH U C YepTaMU SKCITAHCHBHOCTH.

PETRUSHKA: ON THE VERGE OF EPOCHS

In the second ballet Igor Stravinsky recorded the process of largely latent renewal of
the mass environment and accelerated radical access to new horizons in the field of individual
manifestations. In the guise of an idle ‘crowd,’ the features of the patriarchal way of life are
mixed with the signs of a new way of life (due to emancipation from academic norms, up to
the inclusion of elements of pop music at the beginning of the century). Moreover, in the
movement from the first to the last picture, the ‘modulation’ becomes more and more
noticeable, so that, in the end, the foundations of the former sense of life are largely shattered.
In this atmosphere, a new human character is formed with its complicated structure of
feelings and inner dissatisfaction, which prompts to challenge the environment, to blow up
the inertia of life. The radical novelty of individual portraits is revealed primarily in such
facets as eccentricity and barbarism. Eccentricity (here the defining load is borne by the
image of Petrushka) is an exceptional variability of states with their abrupt, unforeseen
changes, a tendency to flighty, mockery, shocking twist, and behind the marked properties is
guessed a complex, nervously vibrating intellectual and emotional gamut of a psychologically
unstable nature. Barbarism (mainly concentrated in the episodes of the Blackamoor) serves in
this case to depict the sullen-oppressive force, rude belligerent pressure, ferocious temper
with outbursts of unbridled rage. In general, in both cases, the composer portrays a being not
only extremely impulsive, whimsically extravagant, but also self-willed, with a pronounced
egocentric position and with features of expansiveness.

AHTUIIOBA Haranusa AHaTonbeBHa, Kanouoam
uckyccmboBederus, pyKoBodumens 20p0o0ckol
Memooueckoil  cekyuu  npenooabameneil  MY3bIKAALHO-
meopemuyeckux oucyuniut, MyssikassHaa wixoaa Ne 1 um.
H. A. Pumcxoeo-KopcakoBa, Cebacmonoas, Poccus

Natalia ANTIPOV A, PhD, Head of the City Methodological Section
of Teachers of Musical and Theoretical Disciplines, Rimsky-
Korsakov Music School Ne 1, Sevastopol, Russia

MOPUC BEXAP: IUTPUXU K [TIOPTPETY MACTEPA

«l — nockyTHOE ozesno. 51 Bech — U3 MaleHbKHUX KyCOUYKOB, OTOPBAHHBIX MHOIO OT
BCEX, KOTO KH3Hb MOCTaBHiIa Ha MOEM myTu». Tak roBopmi o cebe xopeorpad Mopuc bexap.
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CrnoBHO BOMNIIIEOHUK, Mar M 4apojel, KKkl pa3 OH OKOJIOBBIBAJ 3pUTENICH, 3aCTaBiss B
CBOMX CIIEKTaKJISIX TPOKUBATh «MTHOBCHHE B JKH3HH JApyroro». bexxap — aBrop Oonee
JIBYXCOT CHEKTaKjed, M B KaXJIOM M3 HHUX IMPOCIEKHUBACTCI €ro «HENOBTOPHUMBIM
xopeorpadudeckuii sxcmuopuc» (B. T'aeBckuit). OTo0 He TOMBKO OaleThl, HO W ONEPHI, U
JpaMaTU4ecKue CIIEKTakiIu. B ero moy npuHuMany y4actue W3BECTHEUIINE TaHIOBIIUKU: P.
Hypues, M. bapeimnukoB, M. Ilnuceukas, E. MakcumoBa, B. Bacunbes, X. JIoHH, a Takxke
aKTephbl, MIEBIIBI, XYIOKHUKH, POK-MY3BIKAaHTHI M TOM-MOJENU. B (oKyce ero «KyiabTypHOro
CHHKPETH3Ma) OKa3aJiCch olepa, Kjaccuueckuii 6ajer u ruiactuka Bocroka, naauiickas para
W TMaHTOMHMa, akpoOaThka W KHHO. Mopuc bekap 3adacTyr0o Ha3bIBaI CBOK JKHU3HBb
«ITYTEIICCTBUEM B MHUP MY3bIKH». CIIOBHO MPOPBIBASCH CKBO3b MPOCTPAHCTBO U BPEMS, B €TI0
CIEKTaKIAX 3BydaT counHeHus baxa u Jlromum, Barnepa m Hlonena, Poccunu u Pasens,
Bepmmoza u Manepa, Anpu u YaiikoBckoro, CtpaBuHCKOro u BebepHa, Ka3oBbIC
KOMIIO3MIIMK W pOK Oammangsl. Mrorom ero (aHTacTHYECKWX IYTEHIECTBHI W CTall
JIeTeHAapHble OaJeTHBIE IIOCTAaHOBKHM. B moxmanme aHanmmsmpyercst Kpyr TeM M 00pa3oB
Bexapa. Cpenu HEX pa3IyMbsl O CMBICIIE KU3HM, TIOUCKH bora U rapMOHUH B OKpPY’KaroIleM
MHpE U B MHKPOMHpE COOCTBEHHOrO «SI», Marmueckass cuiga JIOOBH M HCKYCCTBA.
Spuaiimmu neirmoruBaMu pabor bexxapa cramu tema CynbObl TBOPUECKOH JIMYHOCTH, a
TaKXke Tpruasa — JIF00OBb, KU3HB, CMEPTh.

MAURICE BEJART: STROKES TO THE PORTRAIT OF THE MASTER

‘I am a patchwork quilt. 1 am all from small pieces, torn off by me from everyone
whom life has put in my way.” So the choreographer Maurice Béjart spoke about himself.
Like a wizard, magician and sorcerer, each time he bewitched the audience, forcing in his
performances to live ‘a moment in the life of another.” Bejart is the author of more than two
hundred performances, and in each of them his ‘unique choreographic ex-libris’ (V. Gaevsky)
can be traced. These are not only ballets, but also operas and dramatic performances. The
most famous dancers took part in his show: R. Nuriev, M. Baryshnikov, M. Plisetskaya, E.
Maksimova, V. Vasiliev, H. Donn, as well as actors, singers, artists, rock musicians and top
models. The focus of his ‘cultural syncretism’ was opera, classical ballet and plasticity of the
East, Indian raga and pantomime, acrobatics and cinema. Maurice Béjart often called his life
‘a journey into the world of music.” As if breaking through space and time, his performances
feature works by Bach and Lully, Wagner and Chopin, Rossini and Ravel, Berlioz and
Mabhler, Henri and Tchaikovsky, Stravinsky and Webern, jazz compositions and rock ballads.
The result of his fantastic travels was the legendary ballet performances. The article analyzes
the range of topics and images of Bejart. Among them are reflections on the meaning of life,
the search for God and harmony in the world around and in the microcosm of one’s own I’
the magical power of love and art. The brightest leitmotifs of Bejart’s works are the theme of
the Fate of a creative person, as well as the triad — love, life, death.
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AHTUIIOBA HOmma BnagumuposHa, Kanouoam
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Yuliya ANTIPOVA, PhD, Associate Professor, Music History
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B COABTOPCTBE C

TEJIETMHA  Kceumsa  KoHcTaHTMHOBHA,  He306UCUMDbLIL
uccaedoBamens, Kpacrooap, Poccus

Ksenia TELEGINA, Independent Researcher, Krasnodar, Russia

PyCCKNI1 BAJIET KAK BPEH]I B COBPEMEHHOM MACCOBOM MY3BIKE

WnrepecHsiM nposiBineHneM TeHaeHuuu Classical Crossover crano NpuBIICUSHHE B
OpOUTY MaccoBOH MY3BIKAIBHOH WHIYCTpHH ()parMeHTOB OasieTHBIX COYMHEHHMH DPYCCKHX
KOMITO3UTOpoB. Oco0oe MeCTO B IIPaKTHKE «UIp» € KIACCHKOW 3aHMMaroT Oanersl II.
Yaiikosckoro, C. IIpokodnesa, «[lomosenkue mmsicku» A. Bopoamna. Crienyer ykas3ate Ha
apaHKUPOBKHM OANCTHON MY3BIKH B Pa3iIMYHBIX CepHaliax, peKJaMHBIE POJHKH, B KOTOPBIX
NPUBJICYCHUE LMTAT W3 PYCCKUX OaJeToB CTaHOBMTCS 3HAKOM KadecrBa. HawmOornee
aKTyaJIbHBl HE CTOJIBKO CIIy4aH CIEKYJIATHBHOI'O MCIIONB30BAaHMSA, HO TBOPUECKOro AMajora ¢
pycckoil OalleTHOM KJIAaCCHKOW B KOMIIO3HLUSX COBPEMEHHON MOMYISPHOH MY3BIKH.
INpencraBnsercs HHTEPECHBIM OTCIICIUTH MOMEHT PEBPALECHUS PyCCKOro Oajera B sSBICHHUE
OPEH/I0BOr0 MOPsIJIKA MU PACCMOTPETh CIIydal KOHKPETHBIX PUEMOB 0OpalleHHs C LUTaTaMu
[IPOM3BE/ICHUH OTEYECTBECHHBIX KOMIO3UTOPOB. I1yTh MPOABMKEHHS OTEUECTBEHHOrO Oanera
Ha MupoByl0 apeHy Hawan [I. YaiikoBckuii, cepbe3HO pedOpPMHUPOBABILMUI KAHP
(cumonuzanust OaneTHONH MY3BIKH, MEPEOCMBICTICHHE TPAAUIMOHHBIX 0aJeTHBIX HOMEPOB,
MOMCK YOEIUTEIbHBIX XapaKTePUCTUK [UIs BOIUIOLIEHHMS Pa3HOOOpPa3HBIX MY3bIKAIbHBIX
cdep, ycuiieHre napamerpa BU3yaJIbHO-CIIyXOBOTO KOHTAKTa). CIeayomMM BaXKHbIM L1aroM
Ha myru (GopMmupoBaHusi OpeHzma pycckoro Oamera crama nestenbHocts C. Jlsruiesa,
KOTOpBI BBICTynHJI B «PycCKHX Ce30Hax» KaK yOawIMBBI MeHeIDKep, HMIIpecapuo,
MapkeToyor.  banerHble  NpOeKThl,  co3daHHble  JIArMIeBBIM,  pelland  MOJENb
xopeorpagduyeckoro uckyccrsa EBpombl Hayana XX Beka, KOTOpOE OTBEYalO BKycam
yOJIMKH, CJIaBUIIOCH OPraHU3alMell CKaHAAIBHBIX IIOCTAHOBOK, PHBJICUYEHUEM <«3BE3JHBIX)
MacTepoB pa3IMYHBIX HCKYCCTB, BBIJBW)KCHHEM Ha IIEpPBBIH IUIAH MY)KYHH-TAHLIOPOB.
IpepBannyto ¢ 1920-e rr. mTUHUIO JHUAEPCTBa OTedecTBeHHOro Oanera mpomomkun C.
ITpokodbeB, MOBEPHYBIIMH K KIACCHYECKMM TpPAIUILHMAM, BEYHBIM CIOKeTaM (CKa3Ka,
lekcriup). Macrep mpenoaHec crapble MOTHBBI M IPHEMbI B HOBOM KiIoue, Gnaronmaps
WHTOHAIIMOHHOMY, IUIACTHYeCKOMY OOHOBIeHHI0. MMmeHHo Oanetsl IIpokodbeBa BHOBB
YKPEIIWIIM BeAyllee TOJN0XKEHNWE JKaHpa B MMPOBOM TaHIEBAJbHOM HCKyccTBe. OIHMM M3
MOCTeHAX OOpaleHuii K H3BeCTHOMY (parMeHTy mpokodbeBckoro Oamera «Pomeo u
Jkynsertay crana kommnosuiws «Party like a Russiany (2016) anrmuiickoro ucnonuuresns P.
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Yunesmca. TlpencrapneHsprii YunmssiMmcoM o0pa3 Poccum sBIsieT, MO CyTH, HOBBIH UMUK
Hauiei cTpaHbl B MUPOBOM MacCOBOM ITPOCTPAHCTBE.

RuUsSIAN BALLET As A BRAND IN MODERN POPULAR MusIC

An interesting manifestation of the mass culture trend '‘Classical Crossover’ was the
attraction of fragments of ballet works by Russian composers into the orbit of the mass music
industry. A special place in the practice of ‘classics games’ is occupied by the ballets of Piotr
Tchaikovsky, Sergei Prokofiev, Polovtsian Dances by Alexander Borodin. Should be pointed
to arrangements of ballet music in various series, commercials, where the use of quotes from
Russian ballets becomes a quality mark. The most relevant moments of creative dialogue with
Russian ballet classics in the compositions of modern popular music. It seems interesting to
trace the moment when Russian ballet turned into a phenomenon of a branded order and to
consider cases of specific methods of dealing with quotations from works by Russian
composers. Tchaikovsky who became a serious reformer of the genre (symphonization of
ballet music, rethinking of traditional ballet numbers, the search for convincing
characteristics for the embodiment of various musical spheres, strengthening the parameter of
visual-auditory contact), began the path of promoting Russian ballet to the world stage. The
next important step towards the formation of the brand of Russian ballet was the activity of
Sergei Diaghilev, who showed himself as a successful manager, impresario, marketer. The
ballet projects created by Diaghilev solved the model of the choreographic art of Europe at
the beginning of the 20th century, which met the tastes of the public, was famous for
organizing scandalous productions, attracting ‘star’ masters of various arts, and bringing male
dancers to the fore. Leading positions of Russian ballet were preserved by Prokofiev, turning
to classical traditions, eternal plots (fairy tale, Shakespeare). The master presented the old
motifs and techniques in a new way, thanks to intonational, plastic renewal. It was
Prokofiev’s ballets that once again strengthened the leading position of the genre in the world
of dance art. One of the last references to the famous fragment of the Prokofiev ballet Romeo
and Juliet was the composition Party like a Russian (2016) by the English performer R.
Williams. The representation of Russia presented by Williams is, in fact, a new image of our
country in the global mass space.

APHO Orwra CepreeBHa, acnuparm, Axademus Pyccxoeo basrema
um. A4 Baeanoboti, Carnkm-Ilemepbype, Poccus

Hayunblil pykoBoguTerb — KaHAWIAT WCKYCCTBOBEIEHVIS
Posanosa Osnbra VBanosHa

Olga ARNO, Postgraduate student, Vaganova Ballet Academy,
Saint Petersburg, Russia N

Scientific adviser — Olga Rozanova, PhD AI‘ \ ‘,

BAJIETHBII KOCTIOM 3IIOXH AKAJIEMU3MA B POCCHU (BTOPAS MOJIOBUHA XX BEKA)

Jloki1a MOCBSIIEH MCCIIEA0BAaHUIO U3MEHEHUH 0aleTHOro KOCTIOMa, IPOU3OILIE IIHNX
Bo BTOpoi monoBuHe XIX crometust B Poccuu BO B3aMMOCBSI3M C MY3BIKOH, JHOPETTO,
xopeorpadueii M XyHOXKECTBEHHBIM oOpasoMm. lccnenyrorcss OCHOBHBIE —IPOOIEMBL,
CBSI3aHHBIE C IBOMIOIIEH KOCTIOMA B 310Xy 0aJIETHOT O aKaJeMHU3Ma, TAKHE KaK, 0COOCHHOCTH
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NPUMCHCHUA HCTOPUYECKOro I10AXO0[a, OCTETHKA OKICKTUKHM W HCTOpU3Ma, BJIIMSAHUC
JIMYHOCTHU XYJOKHHMKAa Ha CO31aHUE€ KOCTHOMaA, pyCCKI/Iﬁ HaL[HOHaHBHBIfI KOCTIOM U KOCTIOM
KaK MMPpOU3BCACHUEC ICKOPATUBHO-IIPUKIIAJHOI'O UCKYCCTBA.

BALLET COSTUME OF THE ACADEMIC ERA IN RUSSIA (THE SECOND HALF OF THE XIX CENTURY)

The report is devoted to the study of changes in ballet costume that occurred in the
second half of the 19" century in Russia in connection with music, libretto, choreography and
artistic image. The main problems related to the evolution of costume in the era of ballet
academism are investigated, such as the peculiarities of the historical approach, the aesthetics
of eclecticism and historicism, the influence of the artist's personality on the creation of
costume, Russian national costume and costume as a work of decorative and applied art.

APTAMOHOBA ExarepmHa AJeKCaHAPOBHA,  KaHOUOAam
UCKYCCmMBoBedeHs, cmapuuii npenooasamen,
Ooenapmamenm  UHOCHMPAHHBIX — 5A3bIK08,  Mockosckuil
Quzuxo-mexnuneckuil  uHcmumym  (20Cy0apcmeeHHblil
yHueepcumem), Mockea, Poccus

Ekaterina ARTAMONOVA, PhD, Senior Teacher, Department of
Foreign Languages, Moscow Institute of Physics and
Technology (State University), Moscow, Russia

MYV3BIKAJIBHBIN TEATP XV AHA KAPJTOCA KOIIECA

Hcropust naTMHOaMEPUKAHCKOTO Tearpa, B OTJIIMYHE OT €BPOINEHCKOro, 0 CHUX IOp
HYKZIaeTCsl B OT/ACNIBHBIX COBPEMEHHBIX HCCIENOBaHMAX. J[0 HAcTOALIEro BPEMEHU HET,
HaIpuMep, HU OfHON MoHorpaduu, rae Obuta Obl MOCIEAOBATENBHO U3JIOKEHA XPOHOJIOTUS
CTAQHOBJICHHS TeaTpa. B cBs3M c uyeM, K OOJBIIOMY COXAJICHHIO, YXOI TaKHX SPKHX
nuyHocTel, kakuM Ol XyaH Kapioc Konec, mpoxonut npakTuuecku He3aMeTHO, IIOCKOIbKY
0e3 3HAHMSA KOHTEKCTa OYCHb CIOKHO IIOHATH MCTOpHYEcKoe 3HauyeHue. Crennduka
JIaTHHOaMEepHKaHCKOro Teatpa XX BeKa TakoBa, YTO UMEHHO Oiaronmapsi sipKUM 3Be3aaM
YIaeTcst 110 KPYHHIaM PEKOHCTPYUPOBATh CTPAHMIIBI CTAHOBJICHUS M Pa3BUTHS TeaTpoB. Benp
HMEHHO B ApreHTuHe Onaromaps TaHuopy u xopeorpady X. Komecy BrepBbie Ha clieHe
MOSIBUICSA OTJEJbHBIH BHJ XOpeorpadM4eckux IIOCTAHOBOK — CIIEHHYECKOEe TaHro. B
«HarnmonansHOM Teatpe» u B kabape «Tabapuy», KOTOpoe B CKOPOM BPEMEHH CTaJIO T€aTpoM,
B 1955 rony ObLi BriepBbie moka3aH crekTakib «XyaHn Kapnoc Konec u ero tanro 6aner»,
CTaBILMI CBOEro PO 3asiBKOH O BOSMOKHOCTHM BOIUIOLICHHS MMIIPOBH3ALMOHHOTO TaHIA
TaHro B LENOCTHOH Xxopeorpaduueckoit dopme. Cornacuo ¢unocopun X. Komeca rtaner,
CBSI3aHHBII €JMHON CIOKETHOW MCTOPHEH, IOIOKEHHONW Ha MY3bIKY, TOpa310 HHTEpECHee IS
BOIUIOIIEHHSI CO CTOPOHBI KaK IOCTAHOBOYHOH 4YacTH, IJie OT Xopeorpad)oB M apTHCTOB
TpeOyercs Ooliee BBICOKUH YPOBEHb MOATOTOBKH, TaK U C TOUKH 3PEHUSI 3pUTENs, KOTOPbIH Ha
(hoHE MPOCTOro CroXkeTa ¢ BOCTOProM HaOIromaeT 3a BO3MYIIHbIMU cakazo. [lokopus B 1985
rojly CHEKTaKiIeM «ApPreHTHMHCKOE TaHT0» MHOTHE CLEHbl MHUpa, BKIIOYAs IMOAMOCTKH
Bpongess, X. Komec momHsnm npuIyMaHHBIM WM JKaHP CIEHHYECKOrO TaHTO Ha HOBBIN
MHPOBOH YPOBEHb, MOMYSPHOCTh KOTOPOI'O COXpaHSeTCs A0 CHX nop. B mokmaze Oymyr
paccMOTpeHbI OCHOBHBIE MpUEMBI rocTaHoBKH X. Kormeca, onpezeneHa ux poib U 3HaYCHUE B
HCTOPHHU MY3BIKAJILHOTO TeaTpa.
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MusicAL THEATER oF JUAN CARLOS COPES

The history of the Latin American theatre, in contrast to the European one, still needs
separate modern research. To date for example there is not a single monograph that would
consistently set out the chronology of the formation of the theater. In this connection,
unfortunately, the departure of such outstanding personalities as Juan Carlos Copes passes
almost unnoticed, since without knowledge of the context it is very difficult to understand the
historical significance. The specificity of the Latin American theater of the 20" century is
such that it is only thanks to the bright stars that it is possible to reconstruct bit by bit the
pages of the formation and development of theaters. In Argentina, thanks to the dancer and
choreographer Copes, for the first time a separate type of choreographic performances
appeared on the stage — stage tango. In the National Theater and in the cabaret Tabari, which
soon became a theater, in 1955 was first shown the performance ‘Juan Carlos Copes and his
tango ballet,” which became a kind of application for the possibility of embodying
improvisational tango dance in a holistic choreographic form. According to the philosophy of
Copes, a dance connected by a single plot story set to music is much more interesting for
implementation from both the staged part, where a higher level of training is required from
choreographers and artists, and from the point of view of the viewer, who, against the
background of a simple plot with delightedly watching the aerial sakados. Having conquered
many scenes of the world, including the stage of Broadway, in 1985 with the performance
Argentine Tango, Copes raised the genre of stage tango he invented to a new world level, the
popularity of which is still preserved. The report will consider the main production techniques
of Copes, their role and significance in the history of musical theater will be determined.

AXYHOOBA-OAOAIIBAINE, 3ympyn Apa3 1BI3BI, PhD,
npogeccop,  kagpedpa  ucmopuu  Mmyswiku,  Baxunckas
Mysvikasvnan Axademus um. Yseupa Iadxubeiau, Baky,
Asepbatioxan

Zumrud Araz AKHUNDOVA-DADASHZADE, PhD, Professor,
Uzeyir Hajibeyli Baku Music Academy, Music History
Department, Baku, Azerbaijan

MYTAM U TAHEIL: B IOUCKAX JITAJIOT A
(HA [IPUMEPE XOPEOTPAGMUYECKOT'O TEATPA CAIIIAPA 3APUDA)

Myram — KBHHTICCEHLIMS TUIHMYECKUX CBOMCTB a3epOailKaHCKOH MY3BbIKAIbHOM
KyIbTypbl. Bynydn cTporo 3aMKHYTOH CHCTEMOW, M B TO € BpPEMs XapaKTepU3yIOLIUHCS
HEOOBIYaHHOW OTKPBITOCTBIO, MyramM B XX BEKe CMEIIO BCTYIIHJ B IHAJIOT CO CIOKUBIIHUMUCS
B EBpOICICKON My3bIKe aHpamu U cTwisMH. Eme B Hauane XX cronetust Oblia co3gaHa
myramHas omepa (1908; «Jleitnu u Memxnyn» Yiseuwpa [amxubeitnu), B 40-¢ rogpr —
cumbonndeckre Myrambl (AmupoB, Husi3m), mamee — xopoBoit myram (/[xaxaHrupos,
AnuBepaubekoB), mka3-myram (Mycradasane). B 60-e roasr Myram npeacran u Ha OaneTHOM
CIICHE: Ha OCHOBE MY3bIKalbHON kommnosuimu Hasmma AnusepamubexoBa «bastei-Llupaszy
6anermeiictepsl Padura Axynnosa u Marcyn MamenoB mocTaBuiin xopeorpaduieckuii 1yt
«Myram», XyIO0XKECTBEHHOE BOIUIOMIEHHE KOTOPOrO TPEACTABISIO COOOH  CIIIaB
KJIaCCHYECKOr0, COBPEMEHHOr0 0OajieTa ¢ BKPAIUICHUSIMU 3JIEMEHTOB HAIIMOHAIBHOTO TAHIA.
AOGCOIIOTHO HOBOE SIBJICHHE B <GKH3HIM» Myrama — criekTakian Amupsel Camapa 3apuda —
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STHUYECKOrO aseplaifpkaHma, NpokuBaromero u paboratomero B Kaname. OOGmagas
CBOeOOpa3HON IIIacTHKOH, Oe3rpaHu4yHON (haHTasmeHd, 3apud, MYIbTHANCHUILIMHAPHBIA
apTHUCT, UCCIIeIOBATEINb, CIIOCOOEH «IIEPEBECTH» HA SI3BIK TAHIIA Pa3HbIC SBJICHUS KYIbTYpEL.
CocpenoTourB BHUMaHKE Ha Cy(QUIICKMX M IMIAMAaHCKHX TaHI@AX M MY3BIKaIbHBIX PHTYaJTax
Bmmxaero Bocroka u llenTpansHolt A3uu, OH pa3padoTall TaHIeBAILHYIO (opMy, KOTOPYIO
naszpan Dance of Mugham. 3apud mbiTaeTcss BO3pOIUTh U PEKOHCTPYHPOBATh TPUEIHHCTBO
MY3BIKH, TI093MM M TaHIQ, M3HAYAJIBHO IPHCYIINEe Myramy Kak BOIUIOIICHHIO Cy(huiicKon
¢mnocodhuu. 3apud yCHemHo COTpYTHHYAET C BHIIAIOIIUMCS a3epOaiilKaHCKHM MacTepoM
Myrama — XaHeHne AiuMoM ['aCEIMOBEIM, aKKYMYJIHPYIOIIIM B CBOEM HCKYCCTBE
pa3HooOpa3ne MakaMHBIX Tpaguiui. B 3pernom TBopuectBe ['ackiMOBa IpOCIEKHBACTCS
CTpeMiIeHHe K OOHOBJICHHWIO MYTaMHOTO KaHOHAa 3a CUY€T, B YaCTHOCTH, BO3POXKICHHS
TPaguIl WHTEPIPETallii 3TOH MY3bIKM CKBO3b MNpHU3My cypusma. VIMeHHO naHHOe
00CTOSITETICTBO CTAJIO OTTIPABHOM TOYKOH JJISI COBMECTHBIX IIPOEKTOB STHX JBYX MacTEpOB.
B 1ienTpe BHUMaHUS HaIIEro COOOMICHNUS — CIEKTaKIb Sema - Rast, mocTaHoBKa KOTOPOTo
B 2004 u 2012 romax wumeer psn pazimuuid. Hama nens — BBIABUTH TO, Kak
B3aUMOJICHCTBYIOT TaHeIl U My3blKa B JaHHOM criekTakie. ['aceiMoB 1 3apu¢, obiamarenu
MOIIHOTO UMIIPOBH3ALIOHHOTO Japa, 4TO MPUAAeT KaXJOMY HX BBICTYIUICHUIO — MPHU Beel
TIpeABapUTEIILHON POAYMaHHOCTH — HEMOBTOPHMOCTD, HETIpeIcKa3yeMocTb. UyTKo ciemyst
3a MY3bIKOH, 3a TOH JpaMaTypruuecKoi JMHHEH, KOTOpYI0 BbIcTpamBaeT I'acbiMOB, 3apud
uHTEepnpeTupyer MyraMm Pact B pycne cyduiickoro puryana Cema’, 4To corjlacyercs u ¢
XyIO)KeCTBEHHOW KOHIlemel nesna. Taner 3apuda, B KOTOPOM OPraHUYHO MPUMEHEHBI
XapakTepHble  JIEMEHThl  a3epOaii/PKaHCKMX  HApPOIOHBIX  TAHLEB, BBICTPOCH  Kak
SMOLMOHAJBHOE KPELIEH/0, KYIBMHHALMIO KOTOPOro 00pa3yeT BpallAloIUiics TaHell
JIepBHIIIA.

MuGHAM AND DANCE: IN SEARCH OF DIALOGUE
(ON THE EXAMPLE OF THE CHOREOGRAPHIC THEATER OF SASHAR ZARIF)

Mugham is the quintessence of the most typical properties of Azerbaijani musical
culture. Being a strictly closed system, and at the same time characterized by extraordinary
openness, mugham in the 20th century boldly entered into a dialogue with the genres and
styles of European music. At the beginning of the 20" century Uzeyir Hajibeyli created a
mugham opera (1908; Leyli and Majnun). Further Azerbaijani composers create symphonic
mughams (Amirov, Niyazi), choral mughams (Jahangirov, Aliverdibeyov), and fusion of
mugham and jazz (Mustafazade). In the 1960s, mugham also appeared on the ballet stage.
Based on Nazim Aliverdibeyov’s musical composition Bayati-Shiraz, choreographers Rafiga
Akhundova and Magsud Mammadov staged the choreographic duet Mugham, the artistic
embodiment of which was a combination of classical, modern ballet interspersed with
elements of the national dance. An absolutely new phenomenon in the ‘life’ of mugham is the
performances of Alirza Sashar Zarif, an ethnic Azerbaijani living and working in Canada.
Possessing a kind of plasticity, boundless imagination, Zarif, a multidisciplinary artist,
researcher, is able to ‘translate’ various cultural phenomena into the language of dance.
Centering on Sufi and Shamanic dance and music rituals of Near Eastern and Central Asian
regions, Zarif has developed a dance form, which he calls the Dance of Mugham. He is trying
to reconstruct the trinity of music, poetry and dance inherent to mugham as the embodiment
of Sufi philosophy. Zarif successfully collaborates with the outstanding Azerbaijani master of
mugham - khanende Alim Gasimov, who accumulates a variety of magam traditions in his
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art. In the mature work of Gasimov, we trace the desire for renewal of the mugham canon, in
particular, through the revival of the tradition of interpretation of this music through the prism
of Sufi philosophy. It was this circumstance that became the starting point for the joint
projects of these two masters. The focus of our paper is the performance Sema’-e Rast, the
production of which in 2004 and 2012 has a number of differences. Our purpose is to reveal
how dance and music interact in this performance. Gasimov and Zarif are artists of a great
improvisational gift, which gives each of their performances (with all the preliminary
thoughtfulness) unique features. Sensitively following the music, and the dramaturgic line
that Gasimov builds, Zarif interprets the mugham Rast in line with the Sufi ritual Sema’,
which is consistent with the artistic concept of the singer. The dance of Zarif, in which the
characteristic elements of Azerbaijani ethnic dances are organically applied, is built as an
emotional crescendo, the culmination of which is the whirling dance of a dervish.

BAVITY3VIHA Enena HwukomnaesHa, Kkandudam
uckyccmbobedenus,  Ooyenm,  kagpedpa  ¢pusocogpuu,
ucmopuy u meopuu uckyccméba, Axademus Pyccroeo
basema  umenu  A.f.BaeanoBoii, Canxm-Ilemepbype,
Poccus

Elena BAIGUSINA, PhD, Associate Professor, Philosofy, History
and Theory Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

BEJYIIME TUIIBI CLIEHOIPAG®UN
B PYCCKOM BAJIETHOM TEATPE KOHIIA XX — HAYAJIA XX | BEKA

B noknmane ouepunBaroTCs BEIyIIHE THIIBI CLEHOrpaduy, HCIONb3YyeMble B PYCCKOM
GanerHoM Tearpe koHua XX — Havyana XX| BekoB Ha npuMepe BeAyLIMX IUIOMA/I0K CTPaHBI.
B OCHOBY THIIOJIOTM3aLMK TOJIO)KEHBI KOHCTPYKTHBHbBIE M TEXHOJIOTHMYECKHE OCOOEHHOCTH
creHorpa)Mueckux pemieHnid GaneTHOro chekrakisi. PasHooOpasue clieHorpaduueckux
pelLIeHUH, BKIIIOYAIOIIEe TPAAULHOHHBIE, COBPEMEHHbIE M KOMOMHHMPOBAHHbIE BapHAaHTHI
opopmienust Oasera. Benmympe Tunel Jekopauue s aKaAeMHYECKOro OalleTHOro
perepryapa:  HCUBONUCHAA KYIUCHO-APOUHAS U  HCUBONUCHO-00beMHAs, C BKIIKOYEHHEM
CTPOCHHBIX KOHCTPYKUUI, 3aOHUK-NAHHO, WTPAIONMHA POJb CAMOCTOSTENRHOr0 (hoHa
JNEHCTBUS W XYIO)KECTBEHHOTO BBICKAa3bIBAaHWS ABTOPA; MABUWILOHHAA — JEKOPALUSL.
IomynspHOCTh HCTOPUYECKUX pPeKOHCTPYKIHA. OcoOeHHOCTH U crieln(pUKa 3a1eiCTBOBAHUS
B 0aJIETHOM TeaTpe OUHAMUYECKOU 0eKopayull, KOHCMPYKMUGUCTCKO YCMAHOBKU, C6eMOGOLL
Odexopayuy. 3aloNHEHWE IUIAHIIETa CLEHbl OpraHWYECKMMH M  HEOPraHUYECKHMHM
MPUPOIHBIMHU BELIECTBaMH Kak BapuaHT opopmienus. Cyenuueckuii ousaiin B KoHie XX —
Hayane XX| BexkoB kak THH cueHorpaduu B OaleTHBIX CHEKTakIsX. I[IpoeKiuoHHas
JIeKOpalsi Ha COBPEMEHHOM OJTale, pojib KOMIIBIOTEPHBIX TEXHONMOruil. Beaymumit Tun
o(OpMIICHHST COBpPEMEHHBIX OaneTHhIX TocraHoBok - digital art, mepeBox mexopamuii B
mupposyro popmy. Cuenorpadus Ha ocHoBe media art u software art, ux ocobeHHOCTH U
pasnuumst. Ha cThIke TpajuIuy W TEXHOJOIHH, TOCTHKeHHs U npobiemarrka digital art va
COBpeMEHHOM crieHe. KOMIBIOTEpHas TEXHONOTHs «3axBaTa JBmkeHus» Real-Time Digital
Avatar u ee Bo3MoxHOCTH B OanerHoi cueHorpaduu. Texnomormnm VR (BupTyampHas
peansHOCTE) 1 AR (IOmOMHEHHAS peaibHOCTE) B UCKYCCTBE OaneTa.
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LEADING TYPES OF SCENOGRAPHY IN THE RUSSIAN BALLET THEATER IN THE LATE
20™ AND EARLY 215T CENTURY

The report tells the leading types of scenography used in the Russian ballet theater of
the late 20™ and early 21t century on the example of the country’s leading scenes. The
typology is based on the constructive and technological features of the scenographic solutions
of the ballet performance. A variety of scenographic solutions, including traditional, modern
and combined ballet design options. Leading types of scenery for the academic ballet
repertoire: picturesque stage-arched and picturesque-volumetric, with the inclusion of built-in
structures; a backdrop-panel, which plays the role of an independent background of the action
and artistic expression of the author, pavilion decoration. The popularity of historical
reconstructions. Features and specifics of using dynamic scenery, constructivist installation,
light scenery in the ballet theater. Filling the stage tablet with organic and inorganic natural
substances as a design option. Stage design in the late 20™ and early 21% century as a type of
scenography in ballet performances. Projection decoration at the present stage, the role of
computer technology. The leading type of design for modern ballet productions is digital art,
the transfer of scenery into digital form. Scenography based on media art and software art,
their features and differences. At the intersection of tradition and technology, achievements
and issues of digital art on the modern stage. Computer technology ‘motion capture’ Real-
Time Digital Avatar and its possibilities in ballet scenography. VR (virtual reality) and AR
(augmented reality) technologies in the art of ballet.

BE3YIJIAS I'anveaa AjleKcaHAPOBHA, 00KMop uckyccmbobedenus,
doyenm, 3a6edyiowyan kaghedpoii MY3vikaibHOeo Uckyccméa,
Axademus Pycckoeo barema umenu A.S.Baeanobou, Canxm-
Ilemepbype, Poccus

Galina BEZUGLAYA, Dr. Habil. (Doctor of Art Studies), Associate
Professor, Head of Music Department, Vaganova Ballet
Academy, Saint Petersburg, Russia

O TPAJIULIUY TIPUMEHEHUS MY3bIKAJIBHBIX LIUTAT B BAJIETHBIX ITAPTUTYPAX XIX B.

3amMerHast 0COOEHHOCTh aBTOPCKUX OajeTHhIX maprutyp XIX B. — ucnonb3oBaHue
3aMMCTBOBAaHHI: B COOTBETCTBHHU C 3aMbICIIOM U NOXEIAHUAMH Xopeorpada-mocraHoBIIHKa
KOMIIO3UTOP 4YacTO BKJIIOYAJ B CBOI NAPTUTYPY Kak Iielble HOMEpa, TaKk M HeOoibline
(dparMeHTbl My3bIKA. OJTO (pa3bl, MOTHUBBI M3 MEJIOAUU MOMYJSPHBIX apHid U APYrHX
BOKAJIbHBIX >KaHPOB (CONBHBIX MJIM XOPOBBIX 3MHU30/I0B ONEPETT, MECEHOK U3 TeaTpalbHBIX
MOCTAHOBOK, HApOAHBIX IECEH U T. A.). Takoro poma IMTAaThl IIUPOKO MPHMEHSINCH B
MapIKCKUX OaleTHhIX MapTuTypax mepBoil Tpetu XIX B. ¢ 1ENbI0 yCHICHHS HapPaTUBHON
(GYHKIME MY3BIKH, IJIsI CO3/IaHUs OMpPEeTIeHHOro apamMaryprudeckoro 3¢ dexra. Mexanusm
JCUCTBUSI TAKUX «TOBOPAIIMX apHil» OBLT OCHOBAaH HAa XOpOILIeH OCBEIOMIICHHOCTH
ayIWTOpUM, TOCEIIAloNe omepHble M OaneTHsle chekTakid. [Ipu BocmpousBeneHHH
MY3BIKIBHOW LUTATHl CIIOBECHBIH TEKCT HE MPOIEBAICS — OIHAKO, B CHIYy OONBIIONH ee
MOMYJSAPHOCTH, OH OB XOpOLIO 3HAaKOM CIyIIaTedsM, W Onmaromapst 3TOMY IMTara
npuobpeTana CHIIy «TOBOPSIIETO» BBIPa3UTEIBHOTO cpeacTBa. M. [leTuna oXOTHO MpUMEHSIT
B CBOCH MpPAKTHUKE TOIOOHBIC TPaJUIMOHHBIC METO/IbI PHBJICUCHHS TTOMYJISIPHON MY3BIKH B
OanmerHylo mapTutypy. B corpymHmuectBe c¢ IlI. YaiikoBckuMm OaneTMeiicTep HEpeaKo
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mpejyiaral  KOMIO3UTOPY JIOMOJMHHUTh €ro COYMHEHHWE BCTaBHBIM Smu3oaoM. [lerwma
YIOMHHaI 00 3TOM B IDIaHAX M MpOrpaMMax, a HWHOTJa Mpejyiaral ¥ KOHKPETHBIN
MY3BIKQIEHBIA Marepuasl u3 cobpanust HoTHoii koHTOpl. Ha Bcex sTamax paboThl Han
mapturypamu  OanetoB  YalKOBCKMH BHHMATEJNHFHO TPUCTYINIMBAICI K  YKa3aHUSM
OanerMmeiicrepa W cTpeMHics paboTaTh B IIOJHOM COOTBETCTBHH C €r0 3aMBICIaMHU.
Bemonnss noxkenanus [letnna YalikoBckuii 100aBMII MOTHBBEI IOMYJSPHBIX MENOAMNA B
MapTUTYphl CBOMX OaneToB: 310 (panuysckas necus «Vive Henry IV» (1 akr «Crsimieit
KpacaBuiip»), ['poctharep u ppaniysckas mecenka «Bon voyage, Monsieur Dumollety (1 axr
«lllenkyHunka»). B mporecce KOMMO3UTOpCKOW paboThl YalKOBCKOrO 3aWMCTBOBaHHBIE
KOMITOHEHTBHI MY3BIKM OOpENd B IPOCTPAHCTBE aBTOPCKOW MAPTUTYPHI HOBBIA CMBICT H
3HaueHne. Oboramasick 1 00peTast OCMBICTIEHHYIO DCTETHIECKYIO CBSI3b C aBTOPCKUM CTHIIEM,
— OHH, Onaronapsi CBOeMy «MHOSI3BIYHIO», BO3BBICIIIHCH /IO YPOBHSI MHOTOCIIOWHBIX MeTadop,
YIITyOIISTIONHMX Xy0)KECTBEHHOE «TIPOCTPAHCTBOY» MY3BIKAJIBHOI'O CIIEKTAKIIS.

ON THE TRADITION OF USING MUSICAL QUOTATIONS IN 19™ CENTURY BALLET SCORES

A noticeable feature of the author's ballet scores of the 19" century is the use of
citations. In accordance with the idea and wishes of the choreographer, the composer often
included in his score whole numbers and small fragments of music. These are phrases, motifs
from melodies of popular arias and other vocal genres (solo or choral episodes of operettas,
songs from theatrical productions, folk songs, etc.). Quotations of this kind were widely used
in Parisian ballet scores in the first third of the 19" century in order to enhance the narrative
function of music, to create a certain dramatic effect. The mechanism of action of such
‘speaking airs’ was based on the good knowledge of music of the audience attending opera
and ballet performances. When playing a musical quotation, the verbal text was not sung,
however, due to its great popularity, it was well known to the listeners, and thanks to this, the
quotation acquired the power of a ‘speaking’ expressive means. Marius Petipa willingly
applied in his practice such traditional methods of attracting popular music to the ballet score.
In collaboration with Pyotr Tchaikovsky, the choreographer often suggested that the
composer supplement his work with an insert episode. Petipa mentioned this in plans and
programs, and sometimes offered specific musical material from the collection of the Music
Office. At all stages of work on ballet scores Tchaikovsky carefully listened to the
instructions of the choreographer and strove to work in full accordance with his ideas.
Fulfilling the wishes of Petipa, Tchaikovsky added motifs of popular melodies to the scores
of his ballets: these are the French antem Vive Henry IV (1% act of The Sleeping Beauty),
Grossfater and the French song ‘Bon voyage, Monsieur Dumollet’ (1%t act of The
Nutcracker). In the process of Tchaikovsky’s work as a composer, the borrowed components
of music acquired a new meaning and significance in the space of the author’s score.
Enriched and acquiring a meaningful aesthetic connection with the author’s style, they,
thanks to their ‘foreign language,” have risen to the level of multi-layered metaphors that
deepen the artistic ‘space’ of a musical performance.

O KOHLIEPTMEMCTEPE BAJIETA KAK YYACTHUKE OBPA30BATEJIBHOI'O ITPOLIECCA

Mys3bIkallbHast COCTaBIISIONIAsl YpOKa TaHIA SBIAETCS OIOHHUM M3 BaXKHEHIIMX
KOMITOHEHTOB CHCTEMBbI MY3bIKaIbHOIO 00pa3oBaHHs xopeorpadoB, — 3TO 00YCIOBIEHO
0c000# pPONIBI0 MY3BIKH B OaneTHOM HCKyccTBe. JIbBHHAS OIS My3bIKaIbHOTO BOCHHTaHUS
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OCYILIECTBIISICTCS. HEMOCPEJICTBEHHO Ha YpOKaxX TaHIA, M SBISCTCS PE3ylbTaTOM YCHUIHN
KOHLIepTMelicTepa. braromapst 3By4aHHMIO HCIOJHSEMOM MM  MY3bIKH  HPOHCXOAUT
oforamieHHe My3bIKQJIBHOTO  OIBITA, pPa3BUTHE WHTEUICKTYaIbHBIX M  TBOPYECKHX
crocoOHocTell Oymymiero xopeorpada. OnbIT oOmIeHHss ¢ MY3BIKOH Ha ypOKE TaHIA
HO3BOJISIET apTHUCTY OOpPECTU CIOCOOHOCTH B3aMMOJICHCTBOBATH C HEH BCEM MHOroo0Opa3ueM
CBOMX IUIACTHYECKHMX BO3MOXHOCTeH. OT TOro, cymeer M KOHIEpTMeicrep 1momnodpars u
BOCIIPOU3BECTH HY)XXKHBIE MEJIOAWH, NMPAaBWIBHBIE PUTMHYECKHE MAaTTEPHBI, CMOXET JIA OH
TIOIePKUBATh OalTlaHC CHHXPOHHOTO, M TIPH 3TOM, CBOOOJIHOT'O COBMECTHOT'O JIBHKEHHSI, — B
OrPOMHOM CTEIEHM 3aBHCHUT pe3yibpTar npodeccroHanpHoro Bocrnuranus. Ha ypoke TaHua
My3bIKa TIPH3BaHa WIUTIOCTPHPOBATh II0Ka3 W OOBSCHEHWs IeJarora B MaKCHMaJlbHO
HaragHOM (Qopme, OHa HaXOOWT BBHIPAKEHHE B CHHTaKCHYECKOM CTpoeHHMH ¢(pa3 u
MIPEVIOKeHNH, B apPTHKYISIIWH, CMBICIOBEIX akIeHTax u ¢opme. TeM cambIM
KOHIIEPTMEHCTEP BOCHHTHIBAET Yy YYEHHKA CIIOCOOHOCTH K BOCIPHSTHIO M OCMBICICHUIO
CONepIKaHMs TaHIA, er0 PUTMHUYECKHX, CHHTAKCHYECKHX, CTPYKTYPHBIX, KOMIO3HIMOHHBIX
cBoifcTB. [Inanuct, mogOMparomuii W MCHONHSIOMNA MY3bIKY Ha ypOKE TaHIA, 3HAKOMHT
ydamierocss ¢ TPaAUIMsAIMH OajIeTHOTO HCKYCCTBA, C COBPEMEHHBIMH XYIO)KECTBEHHBIMH
BeSHUSIMU. MUHYsI ClOBecHYIO0 (opMy OOBSCHEHHH, OIHUM CBOMM 3BYYaHHEM MY3bIKa
MIOMOXKET YYEHHUKY COBEPUINTh BXOXICHHE B KYIbTYPY TAaHIEBAIFHOTO HCKYCCTBA,
MIOCTUTHYTh 0Opa3Hble M 3MOLHOHAIbHBIE cepbl Oanera, ero poiCcTBO U OJIM30CTh MY3BIKE.
OOyueHue BBICOKONPO(ECCHOHATIBHBIX KOHIEpPTMEHCTepoB Oanera — OUYCHb BaKHOE U
HY)XHOE 7IeN0. 3a MpoIIe e YeTBepTh Beka Kadeapa My3bIKaJbHOIO UCKYyCCTBAa AKaJEMUH
Pycckoro 6anera nmenu A. 5. BaranoBoli oOpena HeHHBIH OoNBIT anpobanuu GakanaBpCKoM
nporpamMmMbl  «My3bIKaJIbHO-MHCTPYMEHTaIbHOE HCKyccTBO (PopTennano)» —BKIOYAOIEH
KOMIUIEKC ~ JMCLMIUIMH,  TIO3BOJNSIONIMX  HHMAHUCTY  OCBOMUTH  asbl  Impodeccuu
KOHIepTMeiicTepoB Oanera. [IpuoOpeTeHHbI ONBIT IENAaroruieckod ¥ METOIUYECKOU
paboThl cOCOOCTBOBAJI TTOBBIIICHUIO KAYECTBA MOATOTOBKU BBIITYCKHUKOB, a TAKKE YCHEXY
00pa3oBaTeNbHOI AesATeIbHOCTH KadeIphbL.

THE BALLET ACCOMPANIST AS A PARTICIPANT IN THE EDUCATIONAL PROCESS

The musical component of the dance lesson is one of the most important components
of the system of musical education for choreographers, due to the special role of music in
ballet art. The lion’s share of musical education is carried out directly at dance lessons, and is
the result of the concertmaster’s efforts. Thanks to the sound of the music he performs, the
musical experience is enriched, the intellectual and creative abilities of the future
choreographer develop. The experience of communicating with music in a dance lesson
allows the artist to acquire the ability to interact with it with all the variety of his plastic
possibilities. The result of professional education depends to a large extent on whether the
accompanist will be able to select and reproduce the necessary melodies, the correct rhythmic
patterns, whether he will be able to maintain the balance of synchronous, and at the same
time, free joint movement. In a dance lesson, music is designed to illustrate the teacher’s
display and explanations in the most visual form, it finds expression in the syntactic structure
of phrases and sentences, in articulation, semantic accents and form. Thus, the accompanist
brings up the student’s ability to perceive and comprehend the content of the dance, its
rhythmic, syntactic, structural, and compositional properties. A pianist who selects and
performs music in a dance lesson introduces the student to the traditions of ballet art, to
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modern artistic trends. Bypassing the verbal form of explanations, with its sound alone, music
will help the student to enter the culture of dance art, comprehend the figurative and
emotional spheres of ballet, its relationship and closeness to music. The training of highly
professional ballet accompanists is a very important and necessary thing. Over the past
quarter of a century, the Department of Musical Arts of the Vaganova Ballet Academy has
gained valuable experience in testing the bachelor’s program ‘Musical and Instrumental Art
(Piano),” which includes a set of disciplines that allow the pianist to master the basics of the
profession of ballet accompanists. The acquired experience of pedagogical and
methodological work contributed to the improvement of the quality of graduates’ training, as
well as the success of the educational activities of the department.

BEJIOBA Exartepuna IlerpoBHa, kanoudam uckyccmbobederus,
npogpeccop,  kagpedpa  xopeoepacpuu  u  basemobederus,
Mockobckasn  eocydapcmbennor  akademuu  xopeoepagpuu,
Mocxk8a, Poccus

Ekaterina BELOVA, PhD, Arts Criticism; Professor, Choreography
and Ballet Criticism Department, Moscow State Academy of
Choreography, Moscow, Russia

TIEPBBIE ITOCTAHOBKH B )X AHPE OPUT'MHAJIBHOI'O TEJIEBU3MOHHOI'O BAJIETA

JloKrna t TOCBSIIIeH MEPBBIM MTOCTAaHOBKAM B YKaHpPE OPUTMHAIBHOTO TEIEBU3HOHHOT'O
Gasera, TOSBUBIIMMCS Ha COBETCKOM TEJEBHICHNH B KoHLE 1950-X T0n0B, U mpex/e Bcero
— nepBoMy coBeTckomy Tenebanery «I'pap Hymun» ¢ my3bikoit 5.B. Acapwea, B 1959 .
noctaBieHHOMY B.A. BapkoBunkum 1o onpHoumenHod mnosme A.C. IlymkuHa Ha
LleHTpaibHOM TENEBUACHUH C Y4acTHeM BeAymmx conucroB bombmoro tearpa — O.B.
Jlenemmnckoii, C.I'. Kopenst u A.W. Pagynckoro. Coznarenu «['pada HynuHa» crpemunuch
HE MOZPaXaTh TEaTPaJbHOMY CIEKTAKI0, 3a()UKCUPOBAHHOMY Ha IUIEHKE: OHM CHUMAJIU
Gasier, npuOIMIKasl ero K UTPOBOMY XyIOKeCTBeHHOMY (miibMy. Kask/plii HCIIOIb30BaHHBIH
3[€Ch IIPUEM CTAHOBMJICS OTKPBITHEM HOBOI'O XKaHpa: MYJIbTUIUIMKALMSA B HAYAIbHBIX THUTpAX,
CbEMKHU Ha HaType, BBEACHUE NaHOPaMbl NeH3akel, yacTas CMeHa paKypcoB; TaHEl[ I'epoeB,
CHATBIM Yepe3 OTPaKeHHE B 3epKajie, YTO YCHIMBAJIO IIyOMHY Kajpa; HapajulelIbHbIN
MOHTa, OCTPOYMHO NPMMEHEHHBIN B 3MN30/1aX, CBA3aHHBIX C OTHOLEHUSAMH T'OCIIOA U CIIYT;
KOMOMHHMPOBaHHAs ChEMKAa B CIIEHE «OKMBAIOILEr0» MOPTPETa XO35MHA JOMa M JIp.
JlpaMaTypru4ecku 4eTKOe Yepe/lOBAaHHE UIPOBBIX M TAHLEBAIBHBIX 3IHM30/0B, KPYHHBIX U
00LIMX IIJIAHOB CO3/1aBaJIo LIEJIOCTHOCTh BCETO Ipou3BeeHus. Yepes cOMmKeHne MPUHIMUIIOB
UTPOBOr0 KHMHO M XOpeoApambl BapKOBULKMH BBIABISUI CIEUU(PHUKY OPUTHHAIBHOTO
TesebaneTa, 3aJ0XKMB TEM CaMbIM OCHOBBI HOBOTO jkaHpa. JKaHpa, KOTOpBIH HOIY4HT
HMHTEpECHEeIIee pa3BUTHE HAa COBETCKOM TeJIeBUACHUH ¢ KoHI[a 1960-X 10 mepBoii moI0BUHBI
1980-x romos.

THE FIRST PRODUCTIONS IN THE GENRE OF ORIGINAL TELEVISED BALLET

The report is dedicated to the first productions in the genre of original televised ballet
that appeared on Soviet television in the end of the 1950s, and above all — the first Soviet
tele-ballet Graf Nulin, set to the music of Boris Asafiev created in 1959 by Vladimir
Varkovitsky to the eponymous work by Alexander Pushkin, broadcast on central television
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with the participation of the leading soloists of the Bolshoi Theatre — Olga Lepeshinskaya,
Sergei Koren, and Alexander Radunsky. The creators of Graf Nulin desired not to imitate a
theatrical performance, captured on tape: they filmed a ballet, likening it to a dramatic art
film. Every technique here became part of a discovery of a new genre: animations in the
opening credits, filming in nature, the introduction of landscape panoramas, the quick
changes between angles; the dance of the main characters, filmed through their reflection in
the mirror, which deepened the shot; parallel editing, used especially wisely in episodes
connected to the relationship between the masters and servants; the combined filming in the
scene of the ‘living’ portrait of the master of the house, etc. The dramaturgically specific
alternations of acting and dancing episodes, close-ups and long shots created a uniformity to
the entire production. Through the coupling of the principles of acting in film and
choreodrama, Varkovitsky exposed the specific character of the original tele-ballet,
grounding the roots of a new genre. Such a genre developed in a very interesting manner in
Soviet television from the end of the 1960s to the first half of the 1980s.

BEIIIKOB Hwukwura EBrenneswd, pykofooumers nanpabienus
cyenuteckoil naacmuxy, MockoBekas meamparvnas wikosq
Oueea Tabaxoba, Mock8a, Poccus &

Nikita BELYAKOV, Postgraduate Student, Vaganova Ballet \
Academy, Saint-Petersburg, Head of the Stage movement
Department of the Oleg Tabakov Moscow Theatre School,
Moscow, Russia

JIEKOHCTPYKIIUS TAHIIA B CITIEKTAKJIE JIUMUTPUCA [TATTAMOAHHY « HUTTE»

MynbTHANCHMIIMHAPHAS JOMHHAHTA COBPEMEHHOI'O HCHOJIHUTEIBCKOIO MCKYCCTBA
WHULUKMPOBAJA MPOLECC IEPEOCMbICICHUS TEIECHOCTH U CyOBEKTMBHOCTM Ha CLICHE.
Bnaronaps sxcniepiuMerTam nocranoBkoB XXI Beka B mpocTpaHCTBe Xopeorpaduu akLUeHT
CMECTWJICS C BO3BBILICHHOCTH CIOXKETOB U COBEpIICHCTBA Teja HCIOJIHUTENS Ha
NMpuOIMKeHne TAaHLOBIIUKA K 3purento. [10J00HO HEOIKCIPECCHOHUCTCKOM TaHIEBaTbHOM
TpajulMY, 4Ybed OCHOBAaTENbHUIIEW MNpHHATO cuuTarh IluHy baym, coBpeMeHHbIe
9KCIEPUMEHTHI B OOJACTH TaHLA [PUBEJM HE TOJBKO K JIEKOHCTPYKIMH 3aKOHOB
KJIaCCHYECKOi Xopeorpadguu u npeodinagaHuio ObITOBOI IUIACTHKU, HO U K KPUCTAIUIN3AIMU
OZIHOTO W3 D3JEMEHTOB MepHOPMATUBHOW SCTETHMKH — OOBIJCHHOMY, HECLEHHYECKOMY
peXUMy CYIIECTBOBAaHHS HWCIONHUTENS Ha cueHe. OpnHoil w3 paboT, BbI3BIBAIOILECH
UCCIEN0BATEIbCKUII HMHTEpPEC C TOYKM 3PEHUs ONPEAENICHWs TIpaHull TaHUa |
nepopMaTHBHOM JOMHMHAHTBI Pa3BOPAYMBAOIIETOCS CIIEHUYECKOrO JICHCTBA, SBISCTCS
MOCTaHOBKa Ipedeckoro pexuccepa Jumurpuca IMananoanny «Hwurme» (“Nowhere”) —
TAHIEBAJIbHOE IPOM3BEACHUE, CO3JAaHHOE IO CIIy4Yal OTKPHITHS CLEeHbl HalnoHaIbHOrO
Tearpa ['peruu. YHHMKaJIbHOCTh NMOCTAHOBKH 3aKJIIOYACTCS B CO3/aHUH PEKHMCCEPOM CEPHHU
BU3YaJIbHBIX 00Pa30B, OJIMIETBOPSIOIIMX NPUPOJLY TeaTpa Kak MAIIMHY, HOJYHHSIIOIYIO ceOe
YeJIOBEUECKYI0 JKM3Hb. IlOCpEICTBOM COYETaHHMS TEXHMYECKUX BO3MOXHOCTEH CLICHBI
(TIOABYIKHBIC TAHENH CLEHBI, MOIbEMHBIE MOIYNHU-TUIYHXKEpa, aBTOMATHYECKHE IITaHKETHI,
(bepMBbl cO CBETOBBIM 00OpYZOBaHMEM U MPOY.) M MEXaHHYECKOH MapTHUTYPhl NepeMeleHHH
nepdopmepoB, IlamamoanHy co3manm JAy3T 4YeNOBeKa W MAIIMHEPHH, IOTYCPKHBAs
HETIPEPbIBHOCTh JBWKCHHSI YEIOBEKA M €ro MPOTHUBOCTOSHUE BHEIIHUM IIPEMSTCTBUSM.
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[Ipoucxomsmee B pabore «Hurme» MOXHO TpakToBaTh KaK CHHTE3 CIEHHYECKOTO W
3pUTENBCKOTO IPOCTPAHCTB, CO3JAIONIMX B COBOKYITHOCTH IephopMaTHUBHBIN 3ddekxT
COBMECTHOTO MPHUCYTCTBHS, CHHXPOHHU3HUPOBAHHOTO (HM3HIECKOTO U METaQH3MIECKOro
npoxxuBaHus. B neHTpanbHOR yacTu AeidcrBus, noceamieHHod Ilune baymi, [lananoanny
HCIOJIB30BAJl aBTOPCKYIO TEXHHKY — «CHCTeMy MeXaHuku Tenay (“body mechanic system”)
— COHAIIPaBICHHOE [BID)KEHHE YacTel 4YeJIOBEYECKOro Tella, CO3JAoLIee BHU3YyaJIbHBIN
a¢dekr equHoro oprannsma. CIOXHOCTD HIeHTH(HKAIMHU nponcxomsmero B «Hurae» kak
xopeorpaduu  00YCIOBWIIa HEOOXOAWMOCTh OOpallleHHs K aHaln3y HCIIOIb30BAHHBIX B
CIIEKTaKJIe CHEIU(PHIECKNX XYIOKECTBEHHBIX MNpHEMOB M (hopM, TakMX Kak pabora C
IIPOCTPAHCTBOM, KaHOH, CHHXPOHHOCTb, YTO B WTOI€ CTaJl0 OCHOBAHUEM MJIS BBIABICHUS
xopeorpaduyaeckoii TOMIHAHTH B paboTte pexxuccepa. Ha ocHOBe aHanm3a ITOCTaHOBKH U C
ormopoil Ha (yHIaMEHTAIBHOE TEOPETHUECKOe HCCIIEOBaHNe NPHPOIs! mepdopmaHca A.
Jlerrexu (Jlemrexku A. VcuepnbiBas TaHen. [lepdopmanc u monuTrka IBrKeHMs. MockBa: ApT
I'mp, 2021) BBIABIEHBI OTIMYHTENBHBIE TPU3HAKH TEepHOPMATHBHOH JCTETHKH B
TAHIEBAJIbHOM JKCIICPUMEHTE, MO3BOJIAIOIINE YTBEP)KIATh, UYTO IUIACTUYECKas MapTHTypa
neppopMepoB sBiIsIeTCst Xopeorpadueil. Ha ocHoBaHMHM 0003HAaUEHHBIX XYJOKECTBEHHBIX
0COOCHHOCTEH CIEKTaKJsl JEeNaeTcsi BBIBOX O CHelU(UKe aBTOPCKOrO MeToa pPaboThI
Jumutpuca IlamamoaHHy: B~ KauecTBe €ro  OCHOBHOTO  BEKTOpa  BBIIEISAETCS
neppOpMaTUBHOCTb.

DANCE DECONSTRUCTION IN THE DIMITRIS PAPAIOANOU’S NOWHERE

The multidisciplinary dominant of contemporary performing art initiated the process
of rethinking corporeality and subjectivity on the stage. Thanks to the experiments of the
directors of the 21% century in the space of choreography the emphasis shifted from the
elevation and perfection of the performer’s body to the proximity of the dancer to the
spectator. Like the neo-expressionist dance tradition, of which Pina Bausch is regarded as the
founder, contemporary dance experiments have not only deconstructed classical canons of
choreography and dominated household plastics, but also to the crystallization of one of the
elements of performance aesthetics — the ordinary, inestimable mode of the performer’s
existence on stage. One of the works that arouses research interest in terms of defining the
boundaries of dance and performance dominance of the unfolding stage action, is the
production of the Greek director Dimitris Papaioannou Nowhere — a dance work, the
opening of the National Theatre of Greece. The uniqueness of the production lies in the
creation by the director of a series of visual images, personifying the nature of the theater as a
machine that subdues human life. By combining the technical capabilities of the stage
(movable stage panels, climbing plunger modules, automatic bars, trusses with light
equipment and etc.) and the mechanical score of the movements of the perforators,
Papaioannou created a duo of man and machine, emphasizing the continuity of human and
human life, which faces external obstacles. What is happening in the work Nowhere can be
interpreted as a synthesis of the stage and spectator spaces, which create in the aggregate a
performative effect of joint presence, synchronized physical and metaphysical living. In the
central part of the action dedicated to Pina Bausch, Papaioannou used the author’s technique
— ‘body mechanic system” — the directed movement of parts of the human body, visually
creating a single organism. The complexity of identification of what is happening in Nowhere
as choreography has led to the need to turn to the analysis of the specific artistic techniques
and forms used in the play, such as work with space, canon, synchrony, which eventually
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became the basis for the identification of choreographic dominance in the work of the
director. Based on the analysis of the production and based on the fundamental theoretical
study of A. Lepecki performance nature (Lepecki A. Exhausting dance. Performance and
Movement Policy. Moscow: Art Guide, 2021) distinctive features of performative aesthetics
in the dance experiment have been identified, allowing to assert that the plastic score of the
performers is a choreography. On the basis of the specified artistic features of the play the
conclusion is made about the specificity of the author’s method of work of Dimitris
Papaioannou: as its main vector is distinguished performance.

BEPE3OBUYK JIapuca HwukonaeeHa, Kkanouoam
uckyccmbobedenuys;, cmMapuiutl  HAYUHbIL  COMPYOHUK,
cexmop Kuno u meaeBudenus, Poccutickutl uncmumym
ucmopuu uckyccm@, Cankm-Ilemepbype, Poccus

Larisa BEREZOVCHUK, PhD, Senior Researcher, Movies and
TV Department, Russian Institute of Art History, Saint
Petersburg, Russia

CIELN®UKA SKPAHHOI BEPCUN FAJIETHBIX CITEKTAKJIEH (HA TPUMEPE FAJIETA «TPA» B
TTOCTAHOBKE AJIEKCAHJIPA DKMAHA)

Eme B cpeiHEBEKOBBIX TpakTaTaX OTYETIMBO 3aQUKCHPOBAHO TOHWMAaHHUE
xopeorpauy Kak OpraHu3allidl M YINOPSJIOYMBAHUSA CPEACTBAMU ABWKCHHS U IUIACTHUKH
HEKOEero IMpOCTpaHCTBa. B Jokiaze mpeuiaraeTcs KOHLEMLMSA OajeTHOro CHEKTAaKIA Kak
o0pasza HEKOEero — yKe XYIOKECTBEHHOr0 — IPOCTPAHCTBA, HANOJHEHHOTO AMHAMUKOM
peanbHBIX (PU3MYECKMX JCHCTBUH M JABWKEHMH, OCYIIECTBISAEMBIX TaHLOBIIUKAMU.
baneTHslil cekTakib B TAKOM ACMEKTE MPEACTaeT KaK JUHAMUYECKUH MPOCTPAaHCTBEHHBIN
00BEKT, OPraHU30BaHHBIM BO BpeMeHH. [Ipu 3ToM myOnuka, mpuiienimas B Tearp, BCeria
HaxoJUTCs Ha (PUKCUPOBAHHOM MECTE B 3aJI€ 110 OTHOLIEHHIO K IPOMCXOAAIEMY Ha cueHe. B
CHUMAEMBbIX CErofHsi OaJleTHBIX CIEKTAKJIAX BO3HUKAET HOBOE OOCTOATEIBCTBO — TaKkKe
JIMHAMHMYECKast MO3MIMSA 3PUTENSA [0 OTHOLICHHIO K XopeorpaduueckoMy IeHCTBHIO Kak
00BbeKTy BOCHpHATHS. bilaromapst TBOPUECKMM YCHJIMSM peXHCCEpa SKPaHHOW BEpCHH,
BBICTYIAIONIEr0 OPraHU3aTOpOM OONBLIOW TPYIIBI  ONEPaToOpoB, BO3HHKAET HOBOE
NPOM3BEICHUE — OSKpaHHAs BEpCHS OAJCTHOTO CIEKTAKIS, SBIIOLIAsAcsA, IO CYTH,
JOKYMEHTaNbHBIM (UIBMOM. Y HEe MHOrO OTJIMYHHA OT BEPCHU CLEHHYECKOH. AKTHBHO
NPUMEHSETCS MOHTAX, PAKyPChl, JBI)KEHUE KaMepbl, KPYITHOCTb IJIAHOB, B OCOOCHHOCTH VIS
YCHJIEHUSI IICUXOJIOTMYHOCTH JKECTa, JIMIA, ABKEHUI KopIlyca Y TaHIOBIIMKOB. [Ipu cremke
Oaslera BHUMaHKE pexuccepa U onepaTopoB HUKCHPYETCs:

»  Ha XapakTepe IBW)XCHHH U UX BBIPA3HTEIbHOCTH;
» Ha JMCIO3MLMU TAHIOBIIMKOB — COJIMCTOB M Kopaebanera — B NPOCTPAHCTBE

CIIEHBI;

> Ha U3MEHCHWIX B OpraHM3alluM BHIMMOIO B OOBEKTHB IPOCTPAHCTBA CLEHBI

(uHoraa Gombliie, BKIIOYAst 3pUTENBHBIH 3aT).

B pesynabraTe y 3puTeneil SKpaHHOH BepCHH, Kak MOpH MpocMoTpe (uiibMa,
CKJIQIBIBACTCSl WJITIO3MS TIEPEeMEIICHUS] B MPOCTPAHCTBE I TOro, YTOOBI IIydIime
paccMOTpeTh MPOHCXOIANIEe HA CIEHE, XOTS CaMU OHH MO-TIPEKHEMY HETIOIBHIKHBL.
[lepeuncnenHple  OCOOCHHOCTH  OSKpPaHHOM BepcHH  OaJleTHOTO  CHEKTakiIs  OymayT
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apryMEHTHPOBAHBI aHATH30M (OPMATBHBIX U 00pa3HO-CMBICTIOBEIX OCOOEHHOCTEH B Oanere
«Hrpay, MoCTaBIeHHOTO BBLAAIONIMMCS XOPEOrpad)oM-HOBATOPOM AJIEKCAHAPOM DKMaHOM.

THE SCREEN VERSION SPECIFICS OF THE BALLET PERFORMANCE (ON THE EXAMPLE OF THE
BALLET THE GAME STAGED BY ALEXANDER EKMAN)

Even in medieval treatises, the understanding of choreography as the organization and
ordering by means of movement and plasticity of a certain space is clearly recorded. The
report proposes the concept of a ballet performance as an image of a certain — already
artistic — space filled with the dynamics of real physical actions and movements performed
by dancers. A ballet performance in this aspect appears as a dynamic spatial object organized
in time. At the same time, the audience who came to the theater is always in a fixed place in
the hall in relation to what is happening on stage. In the ballet performances being filmed
today, a new circumstance arises — also the dynamic position of the viewer in relation to the
choreographic action as an object of perception. Thanks to the creative efforts of the director
of the screen version, who acts as the organizer of a large group of cameramen, a new work
appears — the screen version of the ballet performance, which is, in fact, a documentary. It
has many differences from the stage version. Installation, camera angles, camera movement,
and close-up of plans are actively used, especially to enhance the psychological character of
the gesture, face, and body movements of dancers. When shooting a ballet, the attention of
the director and cameramen is fixed:

»  on the nature of the movements and their expressiveness;

» atthe disposition of solo dancers and the corps de ballet — in the space of the stage;

» on changes in the organization of the stage space visible to the lens (sometimes
more, including the auditorium).

As a result, the viewers of the on-screen version, as when watching a movie, have the
illusion of moving in space in order to better see what is happening on stage, although they
themselves are still motionless. The listed features of the screen version of the ballet
performance will be reasoned by the analysis of formal and figurative-semantic features in
the ballet The Game, staged by the outstanding choreographer-innovator Alexander Ekman.

BOBPUK Omneca AnHaTonbeBHa, kanoudam uckyccmbBobederus,
doyenm, MockoBckas eocyoapcmBennan  koHcepBamopus
umeru I1. V. YaiixoBckoeo, crapuitii HAyuHwlll cOMpYOHUK,
TocydapcmBennbil uncmumym uckyccmbosuanus, Mock6a,
Poccus

Olesya BOBRIK, PhD, Associate Professor, Tchaikovsky Moscow
State Conservatory, Senior Researcher, State Institute of Art
Studies, Moscow, Russia

«BECHA CBSILEHHAS» BACWIEBA — KACATKUHOI (1965):
VTPAUEHHAS CTPAHUIIA UCTOPUU BAJIETA?

«BecHa csienHas» B xopeorpadun Bacunésa n Kacarkunoit Ha cuene Bombiioro
tearpa (1965) Owima mepBoi mocranoBkoi Oamera B Poccum (CCCP). Onna u3 camsIx
HEOOBIYHBIX HMHTEpPIPETAii 3HAMEHHTOTO COYMHEHHS OKa3ajach €JWHCTBEHHOH B CBOEM
pone: seryeckoe, «oumomormueckoe» (JKak PuBbep) neiicTBO ObLIO MOMONHEHO B HEH
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3JIEMEHTaMH COBETCKOro Apambanera. CHeKTakib, CTaBIIMI OXHUM W3 3HAKOBBIX COOBITHIT
«orrenenm», xopomo npuHATEIH B CCCP, CIOA u I'/IP, umen crpannyio cyns0y. On
Bo3oOHOBIsUICST B bomsmom Teatpe no 1977 roma, Ho men penko. Mcropukm Oanera
ropopwi o HeM Maio. (ITokazarenbHO, 4TO B (pyHIAMEHTAIBLHOM M3JaHUH K (PECTHBANIIO K
100-nmetnio «BecHbI cBsmIEHHOM» B bonpmioMm TeaTtpe OH YHOMSHYT JHMIIb B pasjene
XPOHOJIOTHH.) DTOMY CIIEKTaKIIO, €ro Peleld U CLEHHYECKol Cynpde OyneT MocBAIEeH
JOKITaI.

THE RITE OF SPRING BY VASILYOV AND KASATKINA (1965): A LOST PAGE OF THE HISTORY?

The Rite of Spring with choreography by Vasilyov and Kasatkina at the Bolshoi
Theater (1965) was the first production of the ballet in Russia (USSR). One of the most
unusual interpretations of the famous work turned out to be the only one of its kind: the
pagan, ‘biological' (Jacques Riviere) action was supplemented in it with elements of the
Soviet drama ballet (‘dramballet’). The performance, which became one of the landmark
events of the ‘thaw,” well received in the USSR, the USA and the GDR, had a strange fate. It
was resumed at the Bolshoi Theater until 1977, but rarely ran. Ballet historians have said little
about him. (It is significant that in the fundamental booklet for the festival dedicated to the
100" anniversary of ‘The Rite of Spring’ at the Bolshoi Theater, he is mentioned only in the
chronology section.) A report will be devoted to this performance, its reception and stage
fate.

BOTOMOJIOBA Enena [IMWUTpueBHa, acnupauma, cexnop
mysviky, Poccutickuii  uncmumym  ucmopuu  uckyccme,
Canxm-Ilemepbype;  konyepmmeticmep, — Ilemposabodckan
eocyoapcmbennan  koncepbamopusn umenu A. K. [rasynoba,
Ilemposabodck, Poccus

Hayunelin pykoBoguTellb — KaHOWAAT WCKYCCTBOBEHEHVISA
IMopdnpbesa Axna JleoHnmosHa

Elena BOGOMOLOVA, Postgduate Student, Music Department,
Russian Institute of Art History, Saint Petersburg;
Accompanist, Petrozavodsk Glasunov State Conservatory,
Petrozavodsk, Russia

Scientific adviser — Anna Porfirieva, PhD

BAJIETHOE TBOPYECTBO HOJIMs BJIEMXMAHA B KOHTEKCTE 2II0XW CEPEBPSIHOI'O BEKA
CBEPIIMBIIEECS] U HE CBEPIUMBILIEECS

B  nokmage  jaertcs  XapaKTepHCTHKa — OalleTHOrO — TBOpYeCTBa  3a0BITOrO
netepOyprckoro kommo3utopa FOnust MBanoBuua breiixmana (1868 — 1910). bymer
paccmaTpuBarbesi MecTo ero baneTHo# crouThl op. 22 B KOHTEKCTe OaleTHOrO perepTyapa
CepeOpsiHOro Beka, a TAKKe MPEJCTAaBICHBl PE3yIbTAaThl aHAIM3a 3TOr0 COYMHEHHS MU
HCTOpUYECKast cBojika. B mokmaze BrepBbie OyaeT coobiieHo o nudperro Ganera «/{eByrika
6e3 tenu» B. 5. CBetsioBa, Tie aBTOPOM MY3bIKH ObLT 3asiBlicH biielixMaH, OMHAKO MPOEKTY
HE CYXIICHO OBLIIO CBEPIINUTHCS.
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YULIY BLEIKHMAN’S BALLETS IN THE CONTEXT OF THE SILVER AGE: WHAT HAPPENED
AND WHAT DIDN’T HAPPEN

The report describes a description of the ballet creativity of the forgotten composer
Julius Bleichmann (1868 — 1910). The place of his Ballet Suite op. 22 will be considered in
the context of the Silver Age ballet repertoire, and will also be reported analysis results of this
piece and a history reference. For the first time, the report will present the libretto of the
Valerian Svetlov’s ballet The Girl Without a Shadow, where Bleichmann was announced as
the author of the music. But the project was not destined to come true.

BOVMKOBA-KOBAU Mapuua Bragumupossa, kanoudam
uckyccmbobedenus, cmapuiuil npenooaBament,
Wncemumym coBpementoeo uckyccmba, Mock8a, Poccus;
cmapwiuli - npenodaBamest U KOHyepmmencmep,
Beneepckas  eocydapcmbennas  akademus  maHya,
Byoanewm, Benepus

Marina BO]KOVA-KOVACS, PhD, Senior Lecturer, Institute of
Contemporary Art, Moscow, Russia; Senior Lecturer,
Accompanist, Hungary Dance Academy, Budapest,
Hungary

MYV3bIKA HA YPOKE KJIIACCUYECKOIO TAHIA. OBPA3HBIN M CTUJIMCTUYECKHUIA ACTIEKT

Baner — wuckyccTBo 00pasHoe, Nepenaroee 4elIOBEUECKUEe YyBCTBA U XapaKTephl
4yepe3 CUCTeMY MKECTOB, IBIKCHMH M 103. banersslii kmacc kak (opma ¢usnueckoit
TPEHUPOBKH TaHLIOBIIMKA, TAKXKE ABISAETCS CPEACTBOM PA3BUTHS €r0 aKTEPCKOr0 MacTepcTBa,
SMOLIMOHAJBHOIO TOHYCa M CIIOCOOHOCTH pearupoBarh Ha My3bIKy, Ha Ty OOpa3HO-
CMBICIIOBYIO MH(OpPMAIUIO, KOTOPYIO OHa HeceT. B 3ToM cMblcne GanerHbli ypok — 3TO
CBOEGOOpA3HbII MHHHM CIEKTAaK/Ib, a TOYHEE, OSKCTPAKT, WIH «KOHCHEKT» MHOXECTBa
CIICKTAKJICH, B KOTOPOM <«IICPCOHAXM» M «OOpa3bl» CMEHSIOT OPYr Jpyra, a yHpaKHEHUs
MOCTPOEHBI TaK, YTO 3acCTaBiIAIOT TAHIOBIUMKA OTTAYMBATbh PA3JIMYHBIC T'PAaHU CBOETO
BbIpa3uTenbHOro ammapara. IlocmenoBaTenbHOCTh YNPaKHEHUH OXBaThIBA€T —IIMPOKUI
CIIEKTP O0OPa3HO-3MOLMOHAIBHBIX COCTOSHMI, BBIPAXKEHHBIX S3bIKOM JKECTa, MUMHUKU WU
TaHua. bajneTHpli ypoK TNPOQECcCCHOHANbHOrO TAHLOBLIIMKA — 3TO CBOeoOpa3Has
(GHLUUMKIONEAUS»  KIACCMYeCKOro  TaHLA. Takoe  pa3HooOpasue  TaHIEeBaJbHBIX
BBIPA3UTEIbHBIX CPEICTB MpPEABSBISECT OCOOble TPEOOBAaHMS K KauyeCTBY MY3BIKAJIBHOIO
CONMpPOBOXIEHHS. MY3bIKaJIbHbIH f3bIK JOJDKEH OBITh OKBHUBAJIECHTEH TAHLEBAIBHOMY
COJIIEPIKAHUIO, OH JIOJDKEH OBITh «O TOM JKe». B CBSI3M € 3TUM poib KOHLIEPTMEHCTEpa TPYAHO
nepeoteHuTb. OH ymonoOnsercs KOMIO3HTOPY — TBOPLY 3TOro cHekrakias. Kpome
COOTBETCTBYIOLIETO YPOBHS MPO(ECCHOHANIBHOI OCHAILIGHHOCTH OH JJOJDKEH YMETh COUHHSTB,
UMIIPOBU3UPOBATh B PA3JIMYHBIX MY3BIKAJbHBIX CTHIIAX, JKaHPaX M OOpasHBIX cdepax:
JTUPHYECKOH, TUPO-3MUIECKOM, co3epiarensHoii, nacropanbhoit (Plie, Adagio, Fondu u T.1),
, mupuko-apamarudeckoit (Rond de jane parter, koMOWHAIMM — JHMATOHAIK HA CEpEHHE
3a7a, 0COOCHHO B MYXCKOM KIlacce), FepOMUYecKoi, repornko-anuieckoit (Battment Tendu,
Grand Battment, Oompline mnpeDKKM Ha cepenuHe 3ama), ckeprosnoir (Jete, Releve,
MaJICHbKHE MpPBDKKA U T.1. OcoOoe 3HaYeHHe B MMIPOBU3ALUU NPHOOPETACT CTUIIEBOI
TapMOHHYECKHI SI3bIK W BBIOOP TOHAJIBHOCTEH, OCHOBBIBAIOLIMIICS HA UX CEMAaHTHYECKOM
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3HadeHuu. UTo kacaeTcsa B3aMMOJECHUCTBHS IBYX IFIOCKOCTEH — MY3bIKU U TaHIA — JOJKHO
BO3HUKHYTh OIIyIICHWE TEPBUYHOCTH MY3BIKH (My3bIKa-pattern), KoTopas Kak ObI
WLTIOCTPUPYETCS B TaHIIE, a He HA000pOT. TOIBKO B 3TOM CiTydae JOCTHTaeTCs IIeTb U CMBICT
0aJeTHOr0 ypoKa Kak KOHIIEHTPHPOBAHHOIO OAJETHOIO CHEKTAKNIs, ITOCTABICHHOTO Ha
3aJIJaHHYI0 KOMIIO3UTOPOM MY3bIKaJIbHYIO MOZAEIb.

Music IN THE CLASSICAL DANCE CLASS. FIGURATIVE AND STYLISTIC ASPECT

Ballet is the figurative art that expresses human’s feelings and characters through a
system of gestures, grips and postures. The ballet class as a physical form of training for a
dancer is also a mean of developing acting skills, emotional tone and the ability to respond to
music, to the figurative and semantic information that it contains. In this sense, a ballet lesson
is a kind of mini-performance, more precisely, an extract, or a ‘summary’ of the consideration
of spectra, in which ‘characters’ and ‘images’ replace each other, and the exercises are built
in such a way that they make the dancers master various facets of their means of expression.
Sequence of exercises includes a wide range of sources, gestures, facial expressions and
dance. The ballet lesson of a professional dancer is an ‘encyclopedia’ of the classical dance
language. Such a variety of dance means highlights high demands to the quality of musical
accompaniment. The musical language should be equivalent to the dance content, it should
tell ‘the same story.” In connection with all mentioned above the part of the accompanist is
difficult to be overestimated. He is likened to the composer — the creator of this
performance. In addition to the proper professional level he must be able to compose,
improvise in various musical styles, genres and figurative works: lyrical, lyrical-epic,
contemplative, pastoral (Plie, Adagio, Fondu, etc.), lyrical-dramatic (Rond de jane. Parter,
diagonal in the middle of the hall, especially in the men class), heroic, heroic-epic (Battment
Tendu, Grand Battment, big jumps in the middle of the hall), scherzo (Jete, Releve, small
jumps), etc. Thus, the stylish harmonic language and the choice of keys based on their
semantic meaning is of particular importance in improvisation. As for the interaction of music
and dance there must be the feeling of music primacy (music-pattern), music must be
illustrated in dance, and not vice versa. Only in this case is there a goal and meaning of the
ballet lesson as a concentrated ballet performance, dancing to the musical model set by the
composer is reached.

BOCOB Amngpernt IlerpoBud, npogpeccop xaghedpsl pexxuccypol
basema,  Cankm-Ilemepbypeckas — eocydapcmBennas
xoucepBamopuss  H. A. Pumckoeo-Kopcakoba, — Canxm-
Ilemepbype, Poccus

Andrey BOSOV, Professor, Ballet Direction Department, Saint-
Petersburg State Rimsky-Korsakov Conservatory, Saint
Petersburg, Russia

i
TTPEOBPA3OBAHME BAJIETHOM TAHTOMUMbI B COBPEMEHHOM TAHLIEBAJILHOM CIIEKTAKJIE
ABTOp pa3MBIIUISET HAa TeMY B3aMMOJEHCTBHS MY3bIKH, TAHLEB M JKECTOB B
OaJIeTHBIX CIEKTAKISIX C Haualla BO3HUKHOBEHHUs XOpeorpaguueckoro UCKyccTBa JI0 HAIIMX
naeil. OH pacckasblBacT O NPUPOZIE YCIOBHBIX JKECTOB B KJIACCHUECKUX Oarerax, o0 mx

HMCYC3HOBCHUHU W3 JIEKCUKU OalleTMEHCTEpOB M HEOXKHMJIAHHOM BO3BpalllcHUM B KOHIE XX
Beka. PaccmarpuBas KOMIO3UIIMIO CTapbhIX KJIACCHYECKUX OaleTOB, aBTOP MPHUXOAHUT K
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BBIBOJy O HEOOXOJMMOCTH TAHTOMHUMHBIX CIIEH Ui YCHENIHOrO WX HCIIONHEHUS |
MOTPYXKEHHUST 3PUTENS BO BpeMeHHYI0 atMocdepy crekrakist. Ha npumepe «Kap-ntuisn» u
«[lerpymkm» Hrops CrpaBuHCKOro B xopeorpadhuun Muxamna DokuHa OH OOBSCHSET,
rmoyeMy OaneTMeiicTepy He TOHAJ00WINCh YCIOBHBIC JKECThI, & KOMIIO3UTOP OTKAa3aucs OT
TPaJUIIMOHHON CTPYKTYPHI OAJIETHOTO CIIEKTAKIIsA. '0BOpsl O COBPEMEHHOM OaJIETHOM TeaTpe,
aBTOp paccMaTpHBaeT BKPAIICHUE OBITOBBIX KECTOB B TAHIIEBAIBLHOE JICHCTBUE B CIIEKTAKIIAX
Marca DOxa u [lunbl Baymi, rae OHH CTaHOBSTCS HOBBIM CPEICTBOM XY/IOXKECTBEHHOMH
BBIPA3UTEIHLHOCTH.

THE TRANSFORMATION OF THE TRADITIONAL BALLET PANTOMIME
IN A CONTEMPORARY DANCE PERFORMANCE

The author reflects on the theme of cooperation between music, dance and gestures in
ballet performances from the rise of choreographic art to the present time. He talks about
nature of conditional gestures in classical ballets, about it’s disappearance from
choreographer’s vocabulary and sudden return in the end of 20" century. Looking at the
structure of old classical ballets the author comes to conclusion of the necessity of
pantomime’s scenes for successful interpretation and drowing the public into the timeframe
of the performance. On examples of Stravinsky’s Firebird and Petrushka with Fokine’s
choreography he explains why the ballet master didn’t use conditional gestures and the
composer didn’t follow the usual ballet composition. Talking about contemporary theatre the
author looks at the inspersion of social gestures in choreography of Mats Ek and Pina Bausch,
who used it as a new means of artistic expression.

BOYAPOB IOpwuit Cemenosud, OJokmop —uckyccmbobedenus,
Bedywjuii nayunvii compyonux, Hayuno-ucciedobamenscruts
UeHmp  MemoooAoeul  UCHIOPUHECKo20 — MY3bIKOSHAHUSA,
Mockobckasn  eocydapcmbennas  koncepbamopus  umeHu
I1. M. Yanxobckozo, Mock8a, Poccus

Yuri BOCHAROV, Dr. Habil. (Doctor of Art Studies), Leading
Researcher, Research Center for Methodology of Historical
Musicology, Moscow State Tchaikovsky Conservatory,
Moscow, Russia

BAJIET B BI10XY CTAPUHHOMN MY3bIKI: TEPMUHOJIOT MUECKU ACTIEKT

IIpennaraemplii TOKIJIaJ IMOCBSIIEH TOMY, KAKUM 00pa3oM CIIOBO «0ajier» (B TOM WIIH
MHOM HAlMOHAJILHOM BapHaHTE) HCIOIb30BAJIOCH B PA3NUYHBIX HCTOYHHKAX BpPEMEH
Io3anero Peneccanca u 6apokko. PaccMoTpeHbl Mpeskie BCEro TaKUe ero BapHaHThI, KakK
ballo, balletto u ballet. IIpu 5TOoM ycTaHOBIEHEI CllydaW HE TONBKO CHHOHUMHMYECKOTO HX
HCIOIb30BAHKs, HO U, HANPOTHB, CMBICIOBON muddepeHnuaipn (B 3aBHCHMOCTH OT
XPOHOJIOTHYIECKOT0 U KOHTEKCTyalnbHOro (akropoB). Ho rimaBHoe — HanMeHOBaHHE «OaieTy,
Cyls 1O COXPAaHHMBIIMMCS HMCTOYHHKAM, HMEJO OTHOIICHHEe HE TOJbKO K IKaHpam
XopeorpaMueckoro M MY3bIKAJIbHO-CIIEHHYECKOr0 TBOPYECTBa, HO H K pemepryapy
OBITOBOTO  MY3WI[MPOBAHUS, HE HMEBIIEMY MPSAMOW CBSI3M HH C  MPAKTUKOH
TeaTpaIM30BaHHbIX MPEACTABICHUA C MY3BIKOW, HH COOCTBEHHO C Xxopeorpaduei.
Kpuruueckoii oreHke moaBepriach HWHGOpMAIHS U3 MY3bIKATBHO-TEKCHKOrpahUuecKoit
JUTEpaTypbl — KakK ayTeHTUYHOH (Hampumep, u3 «My3bIikansHOro cinoBaps» CebacTbeHa e
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Bpoccapa), Tak u coBpemeHHOH (U3 <«HOBOro My3bIKAIBHOTO ciioBaps I poyBay») o
cymiecTBoBannu moj HanmeHoBanueM balletto (ballet) ocoGoro tuma tanma. Hecmorps Ha
SIBHYIO JKAHPOBYIO OOII[HOCTH MHOXKECTBA IbEC C TAKMM Ha3BAHUEM B COOPHUKAX MY3BIKH JIISI
JIIOTHH, KJIABUPa WM HHCTPYMEHTAILHOTO aHcaMOysi, CaMO 95TO Ha3BaHHWE MOTJIO
HCITOJIb30BATHCS U IPUMEHHUTEIILHO K O0JICe CIIOKHBIM 110 CBOEMY CTPOEHHIO KOMITO3UIIHSIM.
Bornee Toro, na pyoexxe XVI— XVII BB. 3T0T ke TEpMUH BO MHO)KECTBEHHOM YHCIIC B PsijIiC
CJIy4acB BCTPEYAJICS B COCTaBE 3aroJIOBKOB COOpaHMA CBETCKUX BOKAJIBHBIX MHHHUATIOP, a
mo3aHee (y)ke B 910Xy OapOKKO) B Ka4yeCTBE CHHOHMMA TaHIIEBAJIbHBIA MApTUTHI (B
tBopuectBe U. [IIMernbliiepa) U jake KaMEPHOW COHAThI (HAIpUMeEp, MPU MMyOIUKauK op. 3
T. AnbOrHOHM).

BALLET IN THE ERA OF EARLY MusIC: TERMINOLOGICAL ASPECT

The report is focuses on the use of the word "ballet" (in various national versions) in
musical sources of the Late Renaissance and Baroque era. First of all, such terms as ballo,
balletto and ballet are considered. The author established that these terms were not only used
as synonyms, but also had different meanings depending on the context. But the main thing is
that the name balletto (ballo) or ballet was related not only to the genres of choreography and
musical theatre, but also to the repertoire of chamber music, which had no direct connection
either with the practice of theatrical performances with music, or choreography proper. The
author critically analyzed information about the existence of a special type of dance under the
name balletto (ballet), which is contained in the musical lexicographic literature (such as
Sebastien de Brossard’s Dictionnaire de Musique or The New Grove Dictionary of Music and
Musicians). Despite the obvious genre commonality of many pieces with such a name in
collections of music for the lute, harpsichord or instrumental ensemble, this name itself could
also be used in relation to compositions that are more complex in structure. Moreover, in the
late of 16™ and early of 17 centuries the same term in the plural (Balletti) was found in the
titles of collections of secular vocal miniatures, and later (in the Baroque era) it is
synonymous with dance partita (in the work of J. Schmeltzer) and even chamber sonata (op. 3
by T. Albinoni).

BPATMHCKASJSI Haranmsa AJleKcaHIPOBHA, Kanouoam
uckyccmbobedenus,  3abedyiouas  kagpedpotl  ucmopuu
sapybesxroti mysviku, Canxm-Ilemepbypeckas eocyoapcmbennas
KoHcepBamopus UMeHU H. A. Pumcxoeo-KopcaxoBa,
conpedcedamens ucciedoBamervcioni epynnvi «CmpaBunckui:
Mmexoy  Bocmokom  u  3anadom»  MexoyHapooHoeo
My3bioBedueckoeo obujecmba, Cankm-Ilemepbype, Poccus

Natalia BRAGINSKAYA, PhD, Head of Foreign Music History
Department, ~ Saint  Petersburg  Rimsky-Korsakov — State
Conservatory, co-chair of the International Musicological
Society Study Group ‘Stravinsky: between East and West’, Saint
Petersburg, Russia

Uroprb CTPABUHCKUI U TAHELL B OIEPE: OT «COJIOBbSI» 10 «I1OTOITA»

Kak m3BectHO, Tearpanbuble nHTepecs! M. CrpaBuHCKOro, HazBaHHOro M. bexapom
JydIIuM OGaneTHBIM KOMIIO3UTOPOoM XX CTONETHs, HA IPOTSHKEHUU BCETO €T0 IONTOro MyTH B
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HCKyCCTBE OBUIH HaleleHbl B CTOpOHY Oanera. MIMEHHO 3TOT »aHp OTMeYal BaKHeHIHe
BEeXM TBOpUeckod sBomronmu CTpaBHHCKOro, Oyab TO Tpuaga «PYCCKHUX OameToB» —
LEHTPAIIBHOE COOBITHE pycCKOro mepuozna, uranbsHckud «[lympunmuenma»  (1920),
HAMETHBIINN HEOKIACCHYECKHE MAapuIpyThl aBTOpa, WiIH MO3mHHN «Arom» (1953-1957),
0003HAYMBIIMI HAYaIO €ro SKCIIEPUMEHTOB C CEpHHHOM TEXHHKOH. «Xopeorpadmuzarmm)
(tepmun [I. JlemkoBa, 1921) moaBepriiock pEeKOpIHOE YHUCIO HE-O0AJETHBIX COUYMHECHHUI
CTpaBHHCKOTO, IJIACTUYECKOE Hadajo aKTHBHO MPOHHKANO B €0 TeaTpaJbHbIe COUMHEHUS B
JKaHpe mixt. baneTHble WMIyJIbCHl TIPUCYTCTBYIOT M B UETBIPEX OINEPHBIX OIBITaX
CrpaBunckoro. C sIBIICHHEM «TaHIBI B OIepe», BOCXOIIMM K (hpaHITy3CKOH TpaJuLuH,
KOMIIO3UTOP MO3HAKOMMJICSI B TOJIBI NIETEPOYPrcKOi IOHOCTH: B MapHUIHCKOM TeaTpe BIUIOTh
10 koHIa 1890-x 3a IaHCAHTHYIO 4acTh, B TOM YHCIIE M B ONEPHOM penepryape, oTBedal
nerenaapsslii Mapuyc Iletuna, xomtera u npyr ®énopa CrpaBUHCKOro. 3aKOHOMEPHO, 4TO
Hrops CTpaBUHCKUI, CbIH 3HAMEHUTOro IeBlia MMnepaTopckoil CLEHBl M BEpHBIA Y4EHUK
H.A. Pumckoro-Kopcakosa, B 1908 rony HauMHaeT CBOIO Te€aTPAIbHYIO Kapbepy MMEHHO C
omepsl. B noxmame Oynmer mokasaHo, kak mox BimsHHeM upeil C. JlsruieBa MEHSFOTCS
JKQaHPOBBbIE OPHEHTHPHI KOMIIO3UTOpA, ONpEIEeNUBUIME XapaKTep MOCTAaHOBKH JHMPHUYECKOMH
ckaskn «Conoseit» B Ilapmke 1914 roma ¢ ganpHelmeil Monynsnueil MaTepuana B 4HCTO
Oanernerid xaHp («IlecHs comoBbs», 1917). Jlamekoe 5X0 meTepOyprckux OaleTHBIX
BreyamieHnid CTpaBUHCKONO NPO3BYYUT B €ro MOCIEIHEM, MOJIEPHU3UPOBAHHOM
MY3bIKaJIBHO-TE€aTpaIbHOM omblTe, npeactaBieHnu «lorom» (1962), cozpaHHOM Mo 3akasy
tesiekomnanu CBS, npy *u3HM KOMIIO3UTOpa cTaBUBLIEMCs U B onepHoit Bepcuu (I'amOypr,

1963).

IGOR STRAVINSKY AND ‘DANCES IN THE OPERA’: FROM THE NIGHTINGALE TO THE FLOOD

As is known, the theatrical interests of Igor Stravinsky, named by Maurice Béjart the
best ballet composer of the 20" century, were directed towards ballet throughout his long path
in art. It was the ballet genre that marked the most important milestones in Stravinsky’s
creative evolution, whether it was the triad of ‘Russian ballets’ — the central event of the
Russian period, the Italian Pulcinella (1920), which outlined the author’s neoclassical routes,
or the late Agon (1953-1957), which marked the beginning of his experiments with serial
technique. ‘Choreographization’ (D. Leshkov, 1921) was subjected to a peak number of non-
ballet works by Stravinsky, the plastic principle actively penetrated into his theatrical
compositions in the mixt genre. Ballet impulses are also present in Stravinsky’s four operas.
The composer became acquainted with the phenomenon of ‘dances in the opera,’ dating back
to the French tradition, in the years of his youth in St. Petersburg: at the Mariinsky Theater
until the end of the 1890s, the legendary Marius Petipa, Fyodor Stravinsky’s colleague and
friend, was responsible for the choreography, including in the opera repertoire. It is natural
that Igor Stravinsky, the son of the famous singer of the Imperial scene and a faithful student
of Nikolay Rimsky-Korsakov, in 1908 began his theatrical career with opera. The paper
shows how, under the influence of Sergei Diaghilev’s ideas, the genre guidelines of the
composer had been changed, which determined the nature of the production of a musical fairy
tale The Nightingale in Paris in 1914 with further modulation of its material into a purely
ballet genre (Song of the Nightingale, 1917). A distant echo of Stravinsky’s St. Petersburg
ballet impressions sounds in his latest, modernized musical and theatrical experience, a
musical play The Flood (1962), commissioned by the CBS television and also staged in an
opera version during the composer’s lifetime (Hamburg, 1963).
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BPATMTHCKUM Omurpuit IOpseBny, KaHouoam
uckyccmbobedenus, npenooabamens, CpeOHAs cneyuasbHas
MY3bIKAALHASL wixoAa Canxm-Ilemepbypeckon
eocyoapcmbentont koncepBamopuu umenu H. A. Pumckoeo-
KopcaxoBa, Canxm-Ilemepbype, Poccus

Dmitry BRAGINSKY, PhD, Lecturer at the Saint Petersburg
Rimsky-Korsakov State Conservatory Music School, Saint
Petersburg, Russia

JIMBPETTO BAJIETA «30JIOTOM BEK» IIIOCTAKOBHUYA: OT UIEU JIO BOIIOIEHU ST

B asrycre 1929 rozma IllocrakoBnd npHCTYITII K paboTe HaJl OaneToM «30710TOH BEK)»
110 JTMOpEeTTO KHHOpexuccepa Anekcanapa MBaHoBckoro. «/{nHaMuana» — Tak JOIDKEH ObLT
Obl uMeHoBaThbesl HeOroTHBIN Oamer IllocrakoBmuya 1O IepPBOHAYAIEHOMY 3aMBICITY
UBanosckoro. M3o0perast 370 Ha3BaHWe, JIMOPETTHCT OPHEHTHPOBAJICS Ha HOBOMOIHOE
nonsaTHe «Crnaprakuana», nossusuieecs B 1928 rony, korna B Mockse nporpemena nepsast
Bcecoroznast Criaprakuana, 3aJyMaHHasi B KauecTBE JIOCTOWHOTO OTBETa Ha «OypiKyasHBIE)
Omumrmanel. Han mocraHoBkoid Ganera «301m0Toit Bek» paboTraina 1ienas KOMaH/ia aBTOPOB:
Mononple Oanermericrepbl Bacunmit BaiinoneH, Jleonna SIkoOcon, Bmagmmup YecHakos;
pexuccep Dvmanynn Kamman; xynoxsuna Bamentnna XonmaceBuy; Iuprokep AJeKCaHIp
layk. B nmyxe BpeMeHH Bce BaKHEWINME pELICHMs, KacaBIIWECs OyIymero CHEeKTaKIs,
o0CyXpaJlich  KOWJIEKTMBHO Ha  3acefjaHusaX Tak  HaspiBaeMoro  «IIpesmamyma
XYJOXKECTBEHHO-TIOJIMTHYECKOTO COBETA TEAaTPOB M XOPEOrpauueckoro TEXHUKyma». Bo
BpeMs peneTHLuil NepBOHAayalbHBI cueHapuil «/luHaMHagbDy NOABEPIcs Cepbe3HON
nepepaboTKe. 3a HECKOJBKO MECALEB 0 Hpembepbl pexxuccep Kamman ormeuan: «Y Hac
umerorcs Tpu nubperto. IlepBoe HammcaHo MBaHOBCckUM, BTopoe BopuckoBuuem, a Tperbe
nepenenano [TnorpoBckum». [locTeneHHO BBI3pENoO pelleHne 0 cMeHe HaszBaHus Oanera. Ha
OypHbIX 3acemanusx [Ipesnpuyma npearanuch pasHble BapuaHTbl: «CHOpTHOXOX B
EBpomy», «MexxayHapoaHble COCTS3aHUSA», «30J0TOH MHpax», «/[Ba Mupa», «Buepa u
ceronHs», «Mbl U oHu», «Hamm 3a rpanuueit». B urore «/luHamuana» mnpeBparuiach B
«30J10TOIf BEK», 4TO BOBCE HE OCIA0WIIO CHOPTHBHBIA TOHYC mapturypbl LllocrakoBuya.
OKOHYATEeNNbHBII BapUaHT «KOJUIEKTHBHOIO» JIMOpETTO Oanera «30J0TOH BEK» Hallell CBOE
oTpaxkeHHe B OykiieTe, BBIIYLICHHOM K npembepe B 1931 romy.

LIBRETTO OF THE BALLET THE GOLDEN AGE BY SHOSTAKOVICH: FROM IDEA TO
IMPLEMENTATION

In August 1929 Shostakovich began work on the ballet The Golden Age based on a
libretto by film director Alexander Ivanovsky. Dynamiada — this is how Shostakovich’s
debut ballet should have been called according to Ivanovsky’s original idea. Inventing this
name, the librettist was guided by the newfangled concept of ‘Spartakiada,” which appeared
in 1928, when the first All-Union Spartakiada thundered in Moscow, conceived as a worthy
response to the ‘bourgeois’ Olympics. A whole team of authors worked on the production of
the Golden Age ballet: young choreographers Vasily Vainonen, Leonid Yakobson, Vladimir
Chesnakov; director Emmanuil Kaplan; artist Valentina Khodasevich; conductor Alexander
Gauk. In the spirit of the times, all the most important decisions concerning the future
performance were discussed collectively at meetings of the so-called ‘Presidium of the
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Artistic and Political Council of Theaters and the Choreographic College.” During rehearsals,
the original script for Dynamiad underwent a major revision. A few months before the
premiere, director Kaplan noted: ‘We have three librettos. The first was written by Ivanovsky;,
the second by Boriskovich, and the third was redone by Piotrovsky.” Gradually, the decision
to change the name of the ballet matured. At the stormy meetings of the Presidium, various
options were proposed: A sports trip to Europe, International Competitions, Golden Mirage,
Two Worlds, Yesterday and Today, We and They, Ours Abroad. As a result, Dynamiada
turned into The Golden Age, which did not at all weaken the sporty tone of Shostakovich’s
score. The final version of the ‘collective’ libretto of the ballet The Golden Age was reflected
in the booklet released for the premiere in 1931.

BPUICKE Wpuna DBanbaoBHa, npogeccop, kagpedpa uckyccmba
basemmeiicmepa, Yeasabunckui eocyoapcmbentuiil
uncmumym kyavmypsl, Yeasabumnck, Poccus

Irina BRISKE, Professor, Choreographer’s Art Department,
Chelyabinsk State Institute of Culture, Chelyabinsk, Russia l

CIELIM®UKA MY3BIKAJIBHOI'O COIIEPXKAHUS B XOPEOI' PAGUYECKOM ITEJIAT OT' IKE (HA IMPUMEPE
TTPETIOAABAHUS HAPOJIHO-CLIEHUYECKOI'O TAHIIA 11O HATIPABJIEHUIO OBYUEHUA
«XOPEOI'PA®HNYECKOE I/ICKYCCTBO»)

ABTOp TOUEPKUBACT CIIEIU(PHUKY MY3bIKaIBHOTO COAEPIKAHUS B ITpoLiecce 00yIeHHS
xopeorpaduu, paccMaTpuBas €ro Kak IpoAyK M Kak mpouecc. McciaeaBaHne oCHOBBIBAeTCS
Ha MPUHIMIE TAHOPAMHOI'0 BUAEHHUS C IPUMEHEHHEM IIPOLIECCYaIbHOT0, aKCHOIOTHYECKOro
U HCKYCCTBOBEIUECKOro MOAXoAa M omupaercs Ha padotsl b. AcadreBa, B. Bancnasa, T
Besyrnoit, O. Tapacosoii, M. [pyckuna, O. bepr, }O. AOGmokoBa u np. B noxmane
aHAIU3UPYCSTCsL ABTOPCKUH OMBIT IPENOJABAaHUS B By3€ HApOIHO-CLIEHHYECKOTro (HAPOIHO-
XapaKTepHOro) TaHUA. AKTYaJM3UPYEeTCS MY3bIKaJIbHOE COJEp)KaHHE Mearornueckoro
mpouecca B XopeorpaguM Ha OCHOBE 0OOramieHHs MY3BIKaJbHOTO —pernepryapa,
BKJIIOYAIOLIEr0 HE TOJIBKO 00pa3ibl 0ajeTHOH Tearpa, HO U MHOTOHAIMOHAIBHOE Hacieaue
MY3bIKAJIBHOH KYJIbTYpbl. BBIABISETCA CyTh CIOMAHUS JBYX MCKYCCTB B IIPOCTPAHCTBE
y4eOHOro mpouecca B JIMHEHKE <BBYK — JBIDKGHHME, MEJOAUS — TaHLEBAJIbHOE
NPEUIOKEHUE, MY3bIKa — TaHEL.

THE SPECIFICS OF MUSICAL CONTENT IN CHOREOGRAPHIC PEDAGOGY (ON THE EXAMPLE OF
TEACHING FOLK STAGE DANCE IN THE DIRECTION OF STUDY ‘CHOREOGRAPHIC ART”)

The author emphasizes the specifics of musical content in the process of teaching
choreography, considering it as a product and as a process. The research is based on the
principle of panoramic vision using a procedural, axiological and art criticism approach and is
based on the works of B. Asafyev, V. Vanslav, G. Bezugloy, O. Tarasova, M. Druskin, O.
Berg, Y. Abdokov and others. The article analyzes the author’s experience of teaching folk-
scenic (folk-characteristic) dance at the university. The musical content of the pedagogical
process in choreography is actualized on the basis of enriching the musical repertoire, which
includes not only samples of ballet theater, but also the multinational heritage of musical
culture. The essence of the fusion of two arts in the space of the educational process in the
line ‘sound — movement, melody — dance proposal, music — dance’ is revealed.
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Bbykmnna TarbsiHa BagumoBHa, Odoxmop — uckyccmbobederus,
npogpeccop, kagpedpa My3vikaisHo20 uckyccmba, Axademus
Pycckoeo  bazema  umenu  A. fl. Baeanobou,  Canxm-
Iemepbype, Poccus

Tatiana BUKINA, Dr. Habil. (Doctor of Art Studies), Professor,
Musical Art Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

PABOTBI O BAJIETE B MY3bIKAJIbHO-KY JIbTYPOJIOT MUECKOV TAPAIMTME b.B. ACA®BEBA 1920-
X TOZIOB: CTAHOBJIEHUE KOHIIETLIAN «3BYYAIIETO BEILIECTBAY

B wuccnenoBanmsx HaydHoro Haciemus b.B. AcadpeBa o Hacrosmero BpeMeHH
YIENSUIOCh  CPaBHHUTENIFHO Majl0 BHHUMAHHS BBEICHHOMY WM TEPMHHY «3BYYalllero
BelIecTBa». BeposTHO, OHOM U3 MPHYMH SBISETCS TO, YTO HUT/IE B CBOMX ITYOJIIMKALUSIX OH
HE JiaBajl CTPOroro ONpeaeseHHs STOMY NMOHATUI0. Mex Iy TeM npeacrasisercs, 4ro B 1920-
X TOJax OHO OBUTO OJHWUM W3 0a3WCHBIX ISl MCCIEI0BATENHCKON MapaJurMbl My3bIKOBEa,
COTMOCTaBUMBIM MO 3HAYMMOCTH C €ro 3HAMEHUTHIM KOHIIETITOM «CHM(OHH3Ma»: OHO
BCTpEYAeTCs MPAKTUYECKH BO BCEX €ro KIIOYEBBIX padoTax 3TOro BpeMeHH B 00JacTH
TEOPHH, MCTOPUHM M COLHUOJIOTMU MY3BIKH, METOOJIOTMH MY3BIKO3HAHHS M MY3BIKAIEHOH
KPHUTHKH, U JaXe B 3aMETKax Ha TeMy COBPEMEHHOW KyJIbTYpHOH MONUTHKH. [Ipm 3TOM
SBOJIIOIMS B TPAaKTOBKE YUYCHBIM JIAHHOTO TEPMHHA OTpakaeT OCHOBHBIE JTambl B
CTaHOBJICHHH €T0 OpPHI'MHAJIBHOW METONOJOTHH MY3BIKOBEIYECKOTO HCCICIOBAHUS: OT
(CHOMEHONIOrMM MY3bIKH M KOHLENIMH, OJM3KOH COBPEMEHHOMY 3HAKTHBU3MY, — K
COLMATIBHO-KYJIbTYPOJIOTHYECKOMY ~BHACHUIO MY3bIKJIBHOI peanbHocTH. B nokmaze
BBICKA3bIBACTCS TMIIOTE3a O TOM, YTO paboThl 0 OayieTe W TaHIE, co3naHHble AcadbeBbIM B
1920-x romax, HOCITYXHJIM Ba)KHBIM KaTaJH3aTOpOM B (OPMHPOBaHUM €ro KOHICIIHU
«3BYYalllero BEIIECTBA», HEOJHOKPAaTHO HAa NPOTSHKCHUHM PacCMaTpPUBACMOro IEepHoza
1o0yXas K €€ YTOUHEHHIO U IIePEOCMBICICHHIO.

WORKS ON BALLET IN A PARADIGM OF MusiCAL CULTURE BY BORIS ASAFIEV OF THE 1920s:
THE ESTABLISHMENT OF A CONCEPT OF ‘SOUNDING SUBSTANCE’

In a study of musicological heritage of Boris Asafiev, a comparatively few attention
had being paid to a term ‘sounding substance’ introduced by him in the 1920s. One of the
probable reasons for that is that in none of his publications he gave a vigor definition to this
term. Meanwhile the given term seems to be one of the basic for the research paradigm of the
musicologist comparable to his remarkable concept of ‘symphonism’ by its significance. It is
mentioned in practically all his key works of the period in fields of music theory, history, and
sociology as well as articles on methodology of musicology and musical criticism, and even
memos on cultural policy. And the evolution in treatment this term reflects the basic stages in
establishment of Asafiev’s individual methodology of musicological research: from
phenomenology of music and a conception close to the contemporary enactivism — to social
and cultural vision of the musical realm. The given presentation suggests a hypothesis that
works in ballet and dance music Asafiev completed in the 1920s proved to be an important
catalyst in the formation of his concept of ‘the sounding substance’ repeatedly inspiring him
to specify and reconsider it.
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BYJIAHKMHA Mapuna KoHcTaHTMHOBHA, KkaHOuOam
nedaeoeuueckux Hayx, 0oyenm, 3abedyioujas kagedpon
KOHUepmMelicmepcKoe0 Macmepcmba U My3biKaAbHO20
o0bpasobanus, Mockobckas eocyoapcmBennas axademus
xopeoepacpuu, MockBa, Poccus

Marina BULANKINA, PhD, Associate Professor, Head of
Accompanist ~ Mastery — and  Music  Education
Department, Moscow State Academy of Choreography,
Moscow, Russia

MYV3BIKAJIBHO-TIEJAT OT MUECKUE TPATUIIMN MOCKOBCKOW BAJIETHOM IIIKOJIBI

B moxiaze aHaIM3UpYyeTCsl POJIb MY3BIKH B 00pa30BaTEIEHOM IIPOLECCE ITOATOTOBKH
apTHcTa 0ajera, pacCMaTpPHUBAeTCs JEATeNBHOCTH KOHIEpTMelicTepa Oajera  Kak
crienduyueckas 00nacTb (OPTENHAHHOIO HCIOMHUTENBCTBA M €€ DPA3HYHBIC ACIEKTHI,
CBsI3aHHbBIE C OAJICTHBIM MCKYCCTBOM; MOMUEPKUBACTCS BOCIUTATEIbHAS M IPOCBETUTEIIBCKAS
GYHKIMH ~ My3bIKaHTAa C TOYKH 3pCHHS TpaHC)OpMalUM COBPEMEHHOW CHCTEMBI
npoecCHOHATBHOr0  00pa3oBaHWs; MOAHMMAETCS IUIACT INPOOJeM, CTOSLIMX —Iepen
MPETOoIaBaTeIIMA MY3bIKAJIbHBIX JHCIHIUIMH B XOpeorpadUuecKux yueOHBIX 3aBEICHHSX;
PACKPBIBAIOTCS acmeKThl pabOoThl KOHIEpTMeiicTepa, Kacaiouuecs cHeluduky mnoxdopa
MY3bIKaJIbHOIO MaTepHana Jjs COIMPOBOXKACHHS XOpeorpadMyecKuX IUCHHUILUIAH, BOMPOCH
ApaHmKUPOBKM ¥ HMIIPOBU3AIMM HA YPOKAX KIIACCHYECKOr0, HAPOJHO-CLIICHHYECKOTO,
HCTOPUKO-OBITOBOrO M JTyITHO-KJIACCHYECKOTO TaHIA; OCBEIIAIOTCS IPAKTUYECKUE |
TEOPETHYECKUE JTAlbl MOATOTOBKU CIELHAIMCTa B OONACTH MY3bIKAJIbHO-IEAAr OrMIeCcKOi
IeSITETIBHOCTH B XOpeOorpadMIeckoM HCKYyCCTBE B KOHTEKCTE Tpaguuuii MOCKOBCKOM
roCyIapCTBEHHOM akameMmun xopeorpaduu. dopmupoBaHue apTucra Oanera HEBO3MOXKHO
6e3 yMeHMsl CIOyllaTh M NOHMMATh My3bIKy. IIporpamma cpenHero mnpogeccHOHAIBHOrO
oOpa3oBaHusl B 00JACTH HMCKYCCTB, HHTErPUPOBaHHAsl C 00Pa30BaTENIbHBIMU MPOrpaMMaMH
OCHOBHOro o0Iero W cpeaHero obiiero oOpa3oBaHus, IO crenuanbHocTH <«lcKyccTBO
Gaeta» CONCPXKUT PsII  MY3bIKANBHBIX JMCLUIUINH, HEOOXOOUMBIX JUISl BOCIHTAHHS
BBICOKONPO(ECCHOHANBHBIX CIICHUATNCTOB. MHIMBHUIyadbHbIC 3aHATHS IO JUCLUILTHHE
«OCHOBBI Wbl Ha MY3bIKQJbHOM HHCTPYMEHTE» H TPYIIOBBIC 3aHATUS MO MPEIMETaM
HCKYCCTBOBEIYECKOTO [MKJIA, a TAaKkKe My3BIKAIbHOE COACpIKaHHEe XOopeorpahuueckux
JUCLHUILUTHH, — BCE 9TO HANpPaBJICHO HAa QOPMUPOBAHHE TAPMOHHYHON JTHYHOCTH OyTyILHX
apTucToB Oajera.

MusICAL AND PEDAGOGICAL TRADITIONS OF THE Moscow BALLET SCHOOL

The report analyzes the role of music in the educational process of training a ballet
dancer, emphasizes the educational and educational functions of a musician from the point of
view of the transformation of the modern system of professional education; raises a layer of
problems facing teachers of musical disciplines in choreographic educational institutions;
examines the activities of the ballet concertmaster as a specific area of piano performance and
its various aspects related to ballet art; the aspects of the concertmaster’s work concerning the
specifics of the selection of musical material to accompany choreographic disciplines, the
issues of arrangement and improvisation in the lessons of classical, folk-stage, historical-
everyday and duet-classical dance are revealed; the practical and theoretical stages of training
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a specialist in the field of musical and pedagogical activity in choreographic art in the context
of the traditions of the Moscow State Academy of Choreography. The formation of a ballet
dancer is impossible without the ability to listen and understand music. The program of
secondary vocational education in the field of arts, integrated with the educational programs
of basic general and secondary general education, in the specialty ‘The Art of Ballet’ contains
a number of musical disciplines necessary for the education of highly professional specialists.
Individual classes in the discipline ‘Fundamentals of playing a musical instrument’ and group
classes in the subjects of the art history cycle, as well as the musical content of choreographic
disciplines — all this is aimed at forming a harmonious personality of future ballet dancers.

A

BYJIATOBA [unapa AvimapoBHa, kanoudam uckyccmboBederus,
cmapuutl HAYUHBLI compyoHux, cexmop
uncmpymenmoBedenus. Poccutickouii uxcmumym ucmopuu
uckyccm8, Canxkm-Ilemepbype, Poccus

Dinara BULATOVA, PhD, Senior Research, Organology Department,
Russian Institute for the History of Arts, Saint Petersburg,
Russia

TPAIMIIMOHHBIN THCTPYMEHTAJIN3M U TATAPCKAS HAPOJTHA Sl TAHIIEBAJIBHAS KYJIBTYPA

TpaauiMOHHOE TaTapckoe TAHLEBAaIbHOE HCKYCCTBO Tarap Bonro-Ypanbs
TeCHeHImmMM 00pa3oM CBs3aHO C MHCTPYMEHTAJIbHOH My3bIKOi. Tarapckue TaHI[bI
CONPOBOXKIAIOTCS UTPOM Ha MY3BIKQJIBHBIX MHCTPYMEHTAaX: B IPOLUIOM 3TO OBbUIM Kypai,
KyOBbI3, CKpUIKa (3CKpHMIIKd), Tycias (recnd), B HbIHEIIHEM BeKe HauOoibliee
pacnpocTpaHeHHe MONY4UIIH Pa3HbIe BUJbI TAPMOHUKH (TalbsHKA (TaJIbsSH FapMyH), XpOMKa,
capaToBCKasi FapMOHb, 0astH U 1p.). COCTaBHOI YacThIO pernepryapa TaTapcKUX MY3bIKAHTOB-
HWHCTPYMCHTAIUCTOB SIBIISIOTCS manyesaivhvle menoouu (Outo ketinape) — «Habaray,
«{bImTHIK» U p. B3auMocBs3b Xopeorpaguueckux IBMKEHUH € TPaJUIMOHHBIMU IPUEMAMH
HMHCTPYMEHTAJIBHOM MY3bIKM BBIPAXXKaeTcsi KaK B MX LEJIOCTHOH XapaKTepUCTHKE (SKUBBIM
TaHIAM «C OONbLIMM BHYTpeHHHUM TemrepamenTom» (. X.Tarupo) cooTBETCTBYET
OXKUBJICHHBIH TEMII U METPOPUTMHUYECKAs YETKOCTh TAHLEBAIBHBIX MEJOIMI), TaK U B
OTZAENBHBIX JETANSIX (HAalpUMep, TPAAUIMS OKOHUYAHUS TAHI@A «JIETKUM TPOHHBIM HMPHUTOIIOM,
¢ HeOonpiuM HakiaoHOM Kopmyca» (I'. X.TarupoB) COOTHOCHTCSI CO CBOWMCTBEHHBIM
OOJIBIIMHCTBY TAaTApCKUX MENOIUH TPOEKPATHBIM IIOBTOPEHHEM (DMHAIBHOIO YCTOS B
3aBeplIeHUH MenocTpodbl). TaHIEeBaIbHBIM METOAUSIM CBOMCTBEHHBI HEOOJBILONH aMOUTYC B
nperesnax 4yTh GOoJblIe OKTaBbl, OrPAaHUYEHHOE HCIIOIb30BAaHUE MEJIM3MAaTHKU. B orcyrcTBrn
MY3BIKAIBHBIX ~ MHCTPYMEHTOB  TaHIIBI MOIJIM  CONPOBOXKAATBCA — MAKMAKAMU — —
JeKJIaMaI[MOHHO u MENOAEKIaMAIOHHO UCIIOTHAEMbIMU pudMOBaHHBIMU
yeTBepoCcTUIIUAMH. MHCTpyMeHTanbHble Bepcuu maxkmaxkos («bac ome, Ommerencem»
(«Ctynu HOXKKOW, OMMerescem»), «OHHUCI», «OIHIO» (PKEHCKHE UMEHA) U Jp.) BKIIOYAINCH
B pemepryap MHOTMX TaTapcKHX MY3bIKaHTOB. B CTHIMCTHKE maxmaka OGONBLIYIO POIb
WUTpaeT WrpoBOE Hayajo: TEeMaTHKa HEpeIKO CBA3aHa C IIYTOYHBIMH MpHUNEBKaMHU,
npubayrkamu (A. X. AOaymwinH). XapakTepHOH OCOOEHHOCTHIO HCIIONHEHHsS TAKMAKOB U
IUTSICOBBIX MEJIOJIUIA SIBIISIETCS TPAIHULIUS COMPOBOXKAATH UX KOPIOpoMYy3bikoi (TepmuH U. B.
ManmeBckoro) — 3BYKOBBIMH KOMIUIEKCAMH, JOCTUTAéMBIMH HYEJIOBEKOM B pPaMKax
BO3MOXHOCTEH CBOETO TeJla — XJIONKAMH B JIa IOIIH, TOMaHUEM.
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TRADITIONAL INSTRUMENTALISM AND TATAR FOLK DANCE CULTURE

The Tatar traditional dance art of the Tatars of Volga-Ural region is closely connected
with the instrumental music. Tatar dances are accompanied by playing on musical
instruments: in the past they were kuray, kubyz, violin (eskripka), gusli (gesls), in the current
century a different kind of harmonica (talyanka (talyan garmun), chromka, Saratov accordion,
accordion, etc.) are mostly spread. A constituent part of the repertoire of Tatar musicians are
dance melodies (biyu koylore) — Chabata, Chyshtyk and others. The interrelation of
choreographic movements with traditional instrumental music techniques is expressed both in
their integral characteristic (lively dances ‘with a great inner temperament’ (G. Kh. Tagirov)
correspond to a lively tempo and metrorythmic precision of dance melodies) and in separate
details (for example, the tradition of ending the dance ‘with light triple stomp, with a small
inclination of the body’ (G. Kh. Tagirov) corresponds to the triple repetition of the final stop
at the end of the melostrofa, which is typical for most Tatar melodies). The dance melodies
are characterized by a small ambitus within the limits of a little more than an octave, a limited
use of melismatics. In the absence of musical instruments, dances could be accompanied by
takmak — declamation and melodeclamation of rhymed quatrains. Instrumental versions of
takmaks (Bas ale, ©mmegelsem, Onisa, Opipa (female names) and others) were included in
the repertoire of many Tatar musicians. The playful beginning plays a large role in the takmak
stylistics: the themes are often connected with humorous refrains, prithets (A. Kh. Abdullin).
A characteristic feature of the performance of takmaks and dance melodies is the tradition to
accompany them with korporomusic (a term of I. V. Macijewski) — sound complexes,
achieved by a person within the possibilities of his body — clapping his hands, stomping.

BABWIVHA Haranest ¥OpseBHa, xandudam uckyccmbobederus,
CApWutl  HAYYHBITL  COMPYOHUK, CeKMop — KAACCUHeCKOeo
uckyccmba  3anada,  TocyoapcmBeruviii  UHCMUMym
uckyccmbosnanus, MockBa, Poccus

Natalia VAVILINA, PhD, Senior Researcher, Western Classical Art
Department, State Institute for Art Studies, Moscow, Russia

=

DPAHILY3CKME ITPHUBOPHBIE BAJIETbI B OGOPMJIEHUM TOMMA30 ®@PAHUMHU 1
®JIOPEHTUMCKAS TEATPAJIbHAS TPAJTULIMS

Tommazo @paHuMHM Oy U3BECTHOCTD KaK HHXKEHEP-TUAPABIUK BO DriopeHLnH,
IJie OH co3/1aBail (POHTAHBI U TH/PABINYECKHE aBTOMATOHbI Ha Buiuie Meanuu B ITpaTonuHo.
B 1599 rony ®paHunHH BMecTe €O CBOMMH OpaThsIMU OTIPABWICA, IO IOPYYCHHUIO
Oeprunanno Meanun, Ha ciayx0y k Mapuu Meanun, Bo @panimio. UranbsHckue
WHXXEHEPBl PEYMHOXXUIIM CBOIO CIIaBy NMPH (PPaHILy3CKOM JBOPE, B YHCIE MPOYETO UMH ObLI
co3laH TeppacHbIi cax B KoponeBckod pesupeHimu B Cen-Xepmen-an-Jle. [Ilo
COXPAHMBIIMMCSI JOKYMEHTaM MOXHO IMPEANOJIOKUTh, YTO OCHOBHBIE T€aTPAJbHBIC OIbITHI
Tommaszo dpaHUMHU OTHOCATCS K MO3AHEMY MEPUOAY €ro Ku3HU. IIpu 3TOM mpuABOpHBIE
Oanerpl, odopmieHHbie copokaneTHuM Opanunan («barer AnbiwHb, «Tpuymd
MuHepsbi», «OcBoboxkaeHre PrHanpno», «TaHkpen»), cramu o0pa3noM creHorpaguieckoit
CMENOCTH M TeaTpalbHOro HoBaTtopcTBa. Tak, B «Ocoboxnennu Punampmo» (1617)
®paHUMHN HKCTONB3yeT MEXAHMW3M, HAIOMHUHAIOUIMNA TOBOPOTHBI KpYr, OONBIIYIO
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1aT(opMy, TOBOPaUMBAIOIIYIOCS HACTONBKO OBICTPO, YTO CO3AASTCS HILIIO3HS MTHOBEHHOM,
MOYTH Marmdeckod CMEHBI AEKOpaIid. DTOT yAWBUTENHHBIN MOBOPOTHBIA Kpyr W Ipyrue
TeaTpanbHble MEXaHU3MBI, H300peTeHHbIe DpaHUMHU, Takue Kak BONIIEOHBIE (HOHTAHEI,
3a4apoBaHHBIE Cajbl, OTKPBHIBAIOIINECS TOPHI M TOMY IOZ00HOE, MOopaXkalad BOOOpaXKCHHE
MpUABOPHBIX  3pureneil. TearpanmbHple wHHOBammMM @paHumHM OBIM  aOCONIOTHO
PEBOJIIOLIMOHHBIMU JJIs1 TOTO BpeMeHU. [103TOMy TeM MHTepecHee ONpeleNuTh CBSI3b MEXIY
n3obpereHnsiMd ~ OpaHUMHM W CJIOXKHOM  TeaTpanbHOW — MammHepued  (ingegni),
ucronb3oBaseiics Bo @opennmy Ha npotspkeHun XV-XV| BekoB.

TOMMASO FRANCINI’S DESIGNS FOR FRENCH COURT BALLETS AND THE FLORENTINE
THEATRICAL TRADITION

Tommaso Francini (1571-1651) attained renown as one of the finest hydraulic
engineers in Florence, where he created fountains and hydraulic automatons at the Medici
villa in Pratolino. In 1599, on the orders of Ferdinando | de' Medici, Franchini along with his
brothers entered the service of Marie de' Medici in France. At the French court. the Italian
engineers increased their fame. Among other things, they created a terraced garden in the
royal residence at Saint-Germain-en-Laye. According to surviving documents, it can be
assumed that the most theatrical works of Tommaso Francini belong to the later period of his
life. The court ballets (Le Ballet d’Alcine, 1610; Le Triomphe de Minerva, 1615; La
Délivrance de Renaud, 1617, Le Ballet de Tancréde, 619), designed by Francini in his late
forties, became an example of bold scenographic experiments and theatrical innovation. In
the Délivrance de Renaud, Francini used a mechanism resembling a turntable, a large
platform that turned fast enough to create an illusion of an instantaneous, almost magical
change of scenery. The astounding revolving stage and other stage mechanisms, such as
magic fountains, enchanted gardens, opening mountains, etc, invented by Francini, captured
the imagination of courtier spectators. Francini’s theatrical innovations were revolutionary at
the time. Therefore, it is interesting to identify the connection between the Francini’s
inventions and the sophisticated stage machinery (ingegni) used in Florence during the 15%
and 16 centuries.

BATEPO, AHTOH, acnupaum, kagpedpa aHAAUMUYECKO20 MY3bIKO3SHAHUA,
Poccuiickas axademus myswixu umenu I'necursix, Mock6a, Poccus

HayunbIil pyKoBonuTeslb — HOKTOP WMCKyccTBOBereHms [Tvumirerko
Huna BnanymmposHa

Anton VAGERO, Postgraduate Student, Analytical Musicology
Department, Gnesin Russian Academy of Music, Moscow, Russia

Scientific adviser — Nina Pilipenko, Dr. Habil. (Doctor of Art
Studies)

)/?

«CAMO3BAHEL» FOPIUCA KAPHABUUIOCA : BAJIET-®AHTA3US HA UCTOPUYECKUIA CIOXET

OnmHUM M3 TEpBBIX JIMTOBCKMX KOMIIO3UTOPOB, pa0OTaBHIMX B jKaHpe Oaiera,
npunaato cuutatk lOpruca KapnaBuwioca (1884-1941). B 1928 romy on mpeacraBumi B
KayHaccKoM rocy/ilapCTBEHHOM TeaTpe Xopeorpaduieckyro KapTHHY «JIMTOBCKast parncoaus»
(Ha My3BIKY OJIHOMMEHHON CHM(OHHYECKOH MMOAMBI), TEM CaMBIM IIPOJIOXKHB IYTh PSIY
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HOBBIX COUMHEHUII B 3ToM kaHpe. Bmocnencrsum KapHaBuuroc couumHMI yeTbIpe
TIOJTHOIIEHHBIX 0ajera, KOTOpble HEOJHOKPATHO IpeUIarajich K ITOCTAHOBKE B Pa3HBIX
eBporneickux Tearpax. OqHako u3-3a coOBITHH BTOpOit MIpOBOIT BOMHBI 3TH ITOCTAaHOBKH TaK
u He Obputn ocymecTBieHsl. K cqacTelio, 10 Hac monumn Matepuains! 6aneros Kaprasuatoca, B
TOM 4Hcie U OqHOakTHBI «Camo3Banely (1940). Hanmcanneiii Ha mudperto E. I1. dpanc,
3TOT 0aJieT MOBECTBYET 00 OJHOM M3 SPKHX COOBITHI B mcTopuu Poccun Havyanma XVII Beka
— o Hayane CwmyrHoro BpemeHH. Ero repom — Oynymmii Jhkemmurpuit | m Mapuna
MHnek, 9pH CyapOBl TECHO IIEPEeIUIeTAIOTCS W C IOJBCKO-JIMTOBCKOH, M C PYCCKOM
KyapTypoil. B Oanere omrymaercs BIMSHHE TaKUX COYMHEHHH, kak «bopuc I'omyHOB»
Mycoprckoro u «0Ku3Hp 3a naps» I'IMHKM — He TOJIBKO B CHOKETE, HO M B My3blke. B
YaCTHOCTH, €CTh MHOI'O TIEPECEUEHUH C «ITOJIbCKUMU aKTaMU» U3 3TUX onep. Bmecre ¢ TeM B
mbperto «CamoO3BaHIIa» BHECEHBl HOBBIE CIOKETHBIE MOTHBBI, KOTOpBIE MO3BOJISIOT
B3IJISIHYTh Ha HavyalbHbIM 5Tan ucropuu Jhxeamurpus B HoBoM cBere. baner KapraBuuroca
J0 CHX TIOp XpaHWTCA Ha monkax JIuroBckoro apxmBa nureparypsl U Tearpa (LLMR).
Xotenock OBl HANEATHCS, 4YTO €ro Marephaibl KOria-HHOyab OyAyT He TOJNBKO
OITyOJIMKOBaHBI, HO ¥ UCTIOJTHEHBI Ha CIICHE.

THE IMPOSTOR BY JURGIS KARNAVICIUS: BALLET-FANTASY ON A HISTORICAL PLOT

One of the first lithuanian composers to work in the ballet genre was Jurgis
Karnavicius (1884-1941). In 1928 he introduced a choreographic scene based on his tone
poem The Lithuanian Rhapsody, that engaged an interest in the ballet genre among lithuanian
composers. Afterwords Karnavi¢ius wrote four full-length ballets that were offered to a
variety of European theatres. Allas due to the events following World War 11 no production of
the ballet was implemented. Luckily, the music material of the ballet was saved, including
The Imposter (1940). It was based on the libretto by Elena France and it tells a tale about one
of the most important events in Russian history — the Time of Trouble beginning. The main
characters of the ballet are the future tsar-imposter Dmitry | and Marina Mniszech who are
tied to both Russian, Polish and Lithuanian history. The ballet was influenced by the works of
great Russian composers like Boris Godunov by Mussorgsky and A Life for the Tsar by
Glinka, specifically their ‘Polish acts.” The Imposter added new plot motives that allow us to
see the uprising of Dmitry from a different perspective. The ballet materials remain in The
Lithuanian Literature and Music Archive to this day, waiting to be published and even
performed.

BAJIBKOBA Bepa bBopwucoBHa, dokmop  uckyccmbobedens,
npodpeccop, kagpedpa ucmopuu mysviku, Poccutickas axademus
umenu I'necunwvix, Mock6a, Poccus

Vera Val'’kova, Dr. Habil. (Doctor of Art Studies), Professor, Music
History Department, Gnesin Russian Academy of Music,
Moscow, Russia

TAHLBI B TBOPYECTBE C.B.PAXMAHUHOBA: [IOUCKH HOBBIX CMbBICJIOB

B Hawane XX Beka MMeHHO Oamer (mpexae Bcero, Onaromaps WHULIHATHBAM
C.I1L.[saruneBa) cran OmHUM M3 BaKHEUIIMX MPOBOJHUKOB HOBBIX XYHOKECTBEHHBIX HJIEH.
Bceerna cocraBnsBmIME Ba)XKHEMIIUI HMCTOK M KOPEHb MY3BIKAJBHOTO TBOPYECTBA, TaHEI
Telepp — BMECTE C MY3BIKOH — HIIET U 00peTaeT HOBbIE ()OPMBI OBITOBAHUS M HOBBIC
CMBICIBL. DTH TIONCKH CTaX 3aMETHOH JIMHUEH B TBOpUYecTBe PaxmMannHoBa. B My3bIkanbsHOM
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TeaTpe TaHel| BBIJBUIAETCS Ha POJIb JpaMaTHUYECKOH M JaXke Tparmdeckas KyITbMHHAIUH —
MepBbIe BIEYATIAIONE 00pas3mbl 3TOro gaioT paHHue onepsl Puxapma Illrpayca. Tanen
CTAaHOBHUTCSI BOIUIOMICHWEM TPAarn4ecKod KOHIENIUM (3aKIIOYNTeNbHAs IUIsicka «BecHs
cBsimeHHo» CtpaBuHCKOro, «Bambe. Xopeorpadudeckas mosma» M.Pasens u gp.). Ects
TIPOSIBIIEHHUE 3TOM TEHICHIMH M B TBOPYECKOH AesTeabHOCTH PaxmanmHoBa. Cpean HHX —
onucanHas A.KOOHEH HCIOJIHUTENbCKAs TPAKTOBKA PaXMaHUHOBBIM-IUPHKEPOM TaHIA
amam  (OJHOrO W3 KOHIEPTHBIX HOMEpOB TeaTpalibHOro Kabape «JleTydass MBIIIEY).
3aBeplieHHeM OTOH JIMHUM CTalO IIOCIEIHEE KPYIHOe Ipou3BelieHHe PaxmaHHHOBa
«Cnmdonnueckrue TaHIB». BaxHblil Onorpaduyeckuii CIOKeT, W3HAYaIbHO CBSI3aHHBIA y
PaxmannHOBa ¢ TaHIEM — HeocymecTBIeHHBIN Oaner «Ckuds» (1915), 3amymanHBIH B
coTpynHmdectBe ¢ OamerMeiictepamu A.A.l'opckum u K. f.ToneiizoBckum. Hcropust sToro
3aMbIC/Ia PaccCMaTpPUBAETCSl 10 ApXHMBHBIM JOKYMEHTAM — PYKOIHCIM <GK30THYECKON
nosMel» ["onetizoBckoro n 6anerHoro auoperto I'opckoro. Coneprkarnyecst B HIX TOMETKH 1
3aMeuYaHusl CBUJETEIBCTBYIOT 00 ydacTmn PaxmanmHOBa B pabore Hajx OanmeToM, XOTS
HUKAaKUX (parMeHTOB MY3BIKH K HEMY HE COXPaHWJIOCh. BBIABHTAIOTCS MPEIIOIOKEHHUS O
npuyrHax sroro. OOCyKmaeTcs Takke TMIore3a o0 oTpakeHHHM o0pa3oB M uuei Oanera
«Cxuds» B CumpoHnuecknx TaHnax» PaxmMaHHHOBa.

DANCES IN THE WORK OF SERGEI RAKHMANINOV: THE SEARCH FOR NEW MEANINGS

In the early 20" century, ballet (first of all, thanks to the initiatives of Sergei
Diagilev) became one of the most important sources of new artistic ideas. Always the most
important source and root of musical creativity dance now — together with music — seeks
and acquires new forms of existence and new meanings. These searches have become a
noticeable line in the work of Rakhmaninov. In musical theater, dance is promoted to the role
of a dramatic and even tragic climax — the first impressive examples of this are provided by
the early operas of Richard Straus. The dance becomes the realization of a tragic concept (the
final dance of Stravinsky’s The Rite of Spring, Walz. Choreographic Poem by Maurice Ravel
and others). There is a manifestation of this trend in the creative activity of Rakhmaninov.
Among them is the performance interpretation descripted by A. Koonen: Rakhmaninov as a
conductor rethought the apache dance (one of the concert numbers in the theatrical cabaret
‘The Bat’). The completion of this line was Rakhmaninov’s last major work Symphonic
Dances. The important biographical plot, originally associated with dance by Rakhmaninov,
is the unrealized ballet Scythians (1915), conceived in collaboration with choreographers
A. A. Gorsky and K. Ya. Goleizovsky. The history of this idea is discussed on archival
documents — manuscripts of Goleizovsky’s Exotic Poem and Gorsky’s ballet libretto. The
notes and remarks contained in them testify to the participation of Rakhmaninov in work on
the ballet, although no musical fragments for it have survived. The reasons for this are
speculated. The hypothesis about the reflection of the images and ideas of the ballet Scythians
in the Symphonic dances by Rakhmaninov is also discussed.
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BEKCJIEP IOmms CepreeBHa, Ookmop uckyccmbofederus,
npogpeccop, xagpedpa ucmopuu myswiky, Huxeeopoockas
eocyoapcmbennan  xoucepbamopua  um. M. V. [iunku,
Husxnui Ho6eopod, Poccus

Julia WEKSLER, Dr. Habil. (Doctor of Art Studies), Full
Professor, Music History Department, Glinka Nizhny
Novgorod State Conservatory, Nizhny Novgorod, Russia

JIAJTAVICTCKUE BAJIETBI DOPBUHA IIIYJIBXO®A: OT MUCTEPUH K TPOTECKY

B navane XX cromeTus TaHeI BOIIEN B YHMCIO aKTyaJbHBIX MPOOJIEM COBPEMEHHOTO
MY3BIKQJIEHOTO ICKYCCTBA, CTaJl TOUKOH MPUTSHKEHHS JUTST MHOTHX KOMIIO3UTOPOB, CPEIN HUX
W.CrpaBunckuii, K.JleOroccu, M.Pasens, 3.Caru, J[.Muiio, b.baprok, I1.Xunmemur.
UYemnicko-nemernkuii  kommosutop  OpBuH  lllymexod  (1894-1942), eanHCTBEHHBIH
po(heCCHOHANBHBII MY3BIKAaHT B KPYyry JaJancCToB, Takke ObUI odapoBaH TaHIeM. Ero
TIPUBJICKAT YIIPYTHE PUTMBI M OTKPOBEHHAs CEKCYallbHOCTh TaHIEBAIBEHO-Ka30BOI
MY3BIKH, OH paccMaTpHBal €€ KaK JeHCTBEHHOE CPEACTBO OOHOBIECHHUS MY3BIKAIILHOIO
uckyccrBa. llynpxod cram aBTopoM IByX OalleToOB, B KOTOPBIX HAIle)l OTPaKCHHE KaK ero
OIBIT B OOJNIACTH JDKas3a, TaKk M HEKOTOpble uiaew nana. bamernas mucrepus «Oremainay
(Ogelala, 1922) 6bu1a 3amymana coBmectHo ¢ TaHnopumieir Cenr Maxeca (Sent M'ahesa),
W3BECTHOW CBOMIMH BBIPA3WTENBHBIMHM TaHIAMH HAa aHTHYHYIO TeMy. Ei okazayics OGmM30K
crokeT Oanera W3 JKM3HM alTeKoB. OKCIPECCHOHUCTCKHM OKpallleHHas My3blka Oajera
BO3HHMKJIA Ha IIEPECCYCHHH pAa3HbIX BIMSHMUH — S3BIYECKOTO0 BapBapu3Ma «BecHbl
CBSIICHHOWY, CeKCyalbHOro 0e3ymust «HynecHoro MaHIapuHay, 3K30TH3Ma BOCHHON MY3bIKH
nHaeines xomu. OxuuM n3 nepbix lllymbxod npuberaer K SMaHCHUNALMK yHapHBIX
MHCTPYMEHTOB U paspabatbiBaeT Au(depeHIMPOBaHHYIO CUCTEMY COOTBETCTBUH MEXTY MX
3By4aHHEM M IUIaCTHKOH Gajnera. Bropoii Ganer, «JTynaruuka» (Die Mondsiichtige, 1925),
OCHOBaH Ha paHee HanucanHoi Croute [uisi KamepHoro opkecrpa (1921), koropyto Illynbxod
CHAO/MII BMATaXHBIM JaanucTCKuM nposioroM. CloMTa, coCTaBlIeHHas U3 MOAHBIX TAHLEB U
JDKa30BBIX ITIbec, OblIa mepepaborana B «rporeckHblil TaHew» (Tanzgroteske) Ha mubperto
verickoro nosra ButesnaBa Haspanma. B nenrpe Ganera — pOMAaHTHYECKHH TOIOC JIYHBI,
KOTOPBIIl NOJBEPracTcsi OCMESHHMIO M IIIYMJICHUIO, B TOM YHCJIE HPH IOMOIIM THIHYHO
JNaJauCTCKUX NpUeMOB (K HUM  OTHOCHTCS  HCIIOJIb30BAaHHME JIETCKUX  IIYMOBBIX
uHcrpymenToB). banerst Hlynbxoda B crily pa3HbIX OpUYMH HE CHHCKanH ycrexa. Tem He
MeHee OHM BOOpaiu B ce0s MHOTME Ba)KHEHIIME HJIEHM CBOEIO BPEMEHHM M CTaIM YacThiO
CBOEH 3M0XH, CTPEMHUBILIEHCS BBIPa3UTh ceOs B TaHIIE.

ERWIN SCHULHOFF’S DADAIST BALLETS: FROM MYSTERY TO GROTESQUE

In the early 20™ century, dance became one of the urgent problems of modern musical
art and a point of attraction for many composers, among them I. Stravinsky, C. Debussy,
M. Ravel, E. Satie, D. Milhaud, B .Bartok, P.Hindemith. The Czech-German composer
Erwin Schulhoff (1894-1942), the only professional musician in the circle of Dada, was also
fascinated by dance. He was attracted by the elastic rhythms and outright sexuality of dance
and jazz music, he considered it as an effective means to refresh the musical art. Schulhoff
became the author of two ballets, which reflected both his experience in the field of jazz and
some of dadaist ideas. The ballet mystery Ogelala (1922) was conceived together with the
dancer Sent M’ahesa, known for her expressive dances on an ancient theme. The plot of the

54



ballet from the life of the Aztecs turned out to be close to her. The expressionistically colored
music of the ballet located at the intersection of different influences — the pagan barbarism
of Le Sacre du printemps, the sexual madness of The Miraculous Mandarin, the exoticism of
the military music of the Hopi Indians. Schulhoff was one of the first to resort to the
emancipation of percussion instruments and develop a differentiated system of
correspondences between their sound and the plasticity of ballet. The second ballet, The
Sleepwalker (Die Mondsiichtige, 1925), is based on a previously written Suite for Chamber
Orchestra (1921), which Schulhoff provided with an outrageous dada prologue. The suite,
composed of fashionable dances and jazz pieces, was reworked into a ‘grotesque dance’
(Tanzgroteske) based on a libretto by the Czech poet Vitézslav Nezval. At the center of the
ballet is the romantic topos of the moon, which is subjected to ridicule and mockery,
including with the help of typically dadaist techniques (these include the use of children's
noise instruments). For various reasons, Schulhoff’s ballets have not been successful.
Nevertheless, they absorbed many of the most important ideas of their time and became part
of their era, which sought to express itself in dance.

BIIAOVUMWPOBA Wipuna AHApeeBHa, acnupanm, kageopa

xopeoepacpuu u basemoBedeniis, MockoBcxan
eocyoapcmbennan  axademus — xopeoepagpuu, Mockba,
Poccus

HayunpIil pykoBoguTenb — KaHOMIAT VICKYCCTBOBEIEHVIS

benosa Exarepuna IleTpoBHa
Irina VLADIMIROVA, Postgraduate Student, Choreography and
Ballet Criticism Department, Moscow State Academy of
Choreography, Moscow, Russia A
Scientific adviser — Ekaterina Belova, PhD

«BASIIEPKA» B BOPOHEXXCKOM TEATPE OIIEPHI M BAJIETA

Jloknax MOCBSILIIEH OJHOMY W3 3HAKOBBIX COOBITHI B KYJIbTYPHOHU >ku3HU Boponexa
— npembepe crekrakis «basnepka». Hapsany ¢ Takumu Ganeramu, kak «JIeGequnoe o3epoy,
«Crsiast kpacaBunay, «lllenkyHunky», «Kuzenb» — «basgaepkay cocTaBiseT «3010TOH
boH» pycckoit kiaccuky. JII0OOBb U CONEPHUYECTBO, H3MEHA U IIPEAaTeNIbCTBO, PACKasIHIE
1 OOXKECTBEHHAs! Kapa — 3TH COCTaBIIAIOIINE POMAHTHYECKON HCTOPUM O XpabpoM BOWHE
Conmope ¥ XpaMOBOH TaHIOBIIMIE basiepke NpHBIEKalOT BHUMAHUE 3pUTENCH Yke He
nepByto cotHio yeT. Teneps menesp Mapuyca [letuna nosiBusics Ha cueHe Boponexckoro
Tearpa onepsl U Ganera. [l HOCTAHOBKM PYKOBOZACTBO TeaTpa MpHUIJIacHiIo OajerMercrepa
IOnunany Manxacsan. OHa co3jana HOBYIO XopeorpadHuecKylo Ppelakiyi, OepexkHO
coxpansa Hacinenue M. Ileruma, H. 3yOxoBckoro m B. Yabykuanu. B coorBeTcTBHE C
3ambIciioM [O. ManxacsHiy My3bIKadbHBIH MaTepHan ObUT U3MEHEH: yOpaHbI IMPOH3BEICHUS
JPYTUX KOMIIO3UTOPOB, KOTOPBIE MPUBHEC B MAPTHTYpY XX BEK, BKIIOUEHBI (parMeHTsl U3
npyrux GaneroB JI. Munkyca. OtaensHoe BHuMmanue FO.I'. ManxacsHn yaenwna ¢unHamy
OaJiera, 0OPaTHBIINCH K NIEPBOHAYAIBHON PEAKIMU ¥ BOCCO3JaB CLIEHY pa3pyLICHUs Xpama
u rubenu mojx ero OOJIOMKaMH TJIaBHOTO reposi. [laHHas cieHa Oblia IOCTaBJIeHa Ha
OpUIMHANBHYI0 MY3bIKy JliomBura MuHkyca, HaljeHHyI0 B apxuBax. Jlupuxep-
noctanoBumK JI. CepraHuH afanTHPOBal MY3BIKAIbHBI MaTepual B COOTBETCTBHU C
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3aMBICTIOM OajneT™melictepa, cienaB ¢uHan Oonee ApamMaTHYHBIM. B pesymprare mosBHiCS
CIIEKTaKJIb, B KOTOPOM OEpexHO COXpaHeHa IepBOHAYaIbHAS peakiis 0ajera, HO IPH STOM
TPaHCIHMPYETCS COBPEMEHHBIM B3risan OamerMeiicrepa. B mokmage OyayT HCIONB30BaHBI
MaTepuagbl  HMHTEpBBIO ¢ OamerMeiicrepom-mocranoBomkoM  FO. I'. Manxacsu,
XyIO)KeCTBEHHBIM  pyKOBOAWTelleM  BopoHexckoro Tearpa omepsl u  Oanera
A. A. JIuTsruHeIM, a TaKKe apTUCTaMU TPYIIIBI U [1€1aroraMu-perneTUTOPAMHU.

LA BAYADERE AT THE VORONEZH OPERA AND BALLET THEATRE

The report is devoted to one of the landmark events of Voronezh cultural life — the
ballet performance La Bayadere premiere. Along with such ballets as Swan Lake, Sleeping
Beauty, The Nutcracker, Giselle — La Bayadere is the ‘golden fund’ of Russian classics.
Love and rivalry, infidelity and betrayal, repentance and divine punishment — these
components of the romantic story about a brave warrior Solor and a temple dancer Bayadere
attract attention of viewers for more than hundred years. Now Marius Petipa’s masterpiece
has appeared on the stage of the Voronezh Opera and Ballet Theatre. For the performance the
Theater management invited choreographer Juliana Malkhasyants. She created a new
choreographic version, carefully preserving of Petipa’s legacy, N. Zubkovsky and
V. Chabukiani. According to Y. Malkhasyants plans, musical material was changed: works of
the other composers that the 20" century brought to a score have been removed; some
fragments from other ballets by L. Minkus were included. Malkhasyants paid special
attention to the final of the ballet, turned to an original version and recreated a temple
destruction scene and the main character death under its wreckage. This scene staged to
original music by Ludwig Minkus, found in the archives. Conductor D. Serganin adapted
musical material according to the choreographer's plan, making the finale more dramatic. As
a result, performance appeared, in which an original version of the ballet carefully preserved,
but at the same time a modern choreographer’s look is being broadcast. The report will use
materials of an interview with a choreographer Yu.G. Malkhasyants, artistic director of the
Voronezh Opera and Ballet Theatre A.A. Lityagin, as well as troupe artists and teachers-
tutors.

BJIACOB Ajtekcevt, achupaum, kagedpa UCmMopuu MYy3viku,
Poccuiickas axademusa mysviku umenu Inecunvix, Poccus,
Mock8a

HayunbpIit pykoBogmMTelb — KaHOMOAT VCKYCCTBOBEIEHWMS
Enyxmpaze Hatana VcupgoposHa

Alexey VLASOV, Postgraduate Student, Music History
Department, Gnesin Russian Academy of Music, Moscow,
Russia

Scientific adviser — Natela Enukidze, PhD

«IVIEBHBIN TIOPEMIIUK» W.H. HECTPOS
U CTEPEOTUIIbI POMAHTHUYECKOI'O TEATPAJILHOI'O UCKYCCTBA. HEKOTOPBIE HABJIFOAEHUS

Horann Hemomyk Hectpoii — opmHa w©3 3HAKOBBIX (UIYpP aBCTPHICKOTO
TeatpanbHOro uckyccrBa XIX cronerus. B ero TBopyeckoM Hacieauu, COCTaBIISIOIIEM
okoiio 80 mbec, cocenctByrorT (apcel (Posse) u dapcel ¢ myswikoit (Posse mit Gesang),
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BomeOHble mheckl (Zauberspiel), Gypieckn u TpaBectin. Oco0oe MECTO B TBOPYECTBE
Hectpost 3anmMmaroT onepHble mapoiud, OOBEKTaMH KOTOPBIX B Pa3HOE BpeMs CTalll
counHennss H. Msyapa m JIx. Poccmm («3Bomymkay), ®. T'epompma («ammax), k.
Meiiepbepa («PobepT-mpsiBony), @. hon dnorosa («Mapra») n P. Barnepa («Tanreiizep» n
«JlosHrprHy). OnHAKO Kapbepy MY3BIKaIbHO-TEaTPAIBHOTO MAPOHCTa JpaMaTypr Hadall He
¢ omnepHoi, a ¢ GameTHoi mapoxuu. 7 deBpans 1832 roga Ha cieHe Tearpa AH nep Bun
Hecrpoii npezcraBui BeHckoit myomuke mbecy “Der gefiihlvolle Kerkermeister oder Adelheid
die verfolgte Wittib” («/IymeBnsiii Tropeminuk, wid Ipecienyemast xxeHa ANeabxeimgan).
HemocpencTBeHHBIM 00BEKTOM MAPOIMM CTajl HCTOPUYECKUI Oaner-maHToMMMa B IISITH
neiictBusix «Adelheid von Frankreich» («Anmenbxeiina ®paniry3ckas») Oanermeiictepa Jlyn
Anpu Ha My3bIKy Llesaps ITyan. OcHoBOl 000MX NPOU3BEICHHN TTOCIYKHIIA ApaMaTHIecKast
nerega «Der Schutzgeisty («Anren-xpanurens») Asrycra ¢on Komeby, B KoTopoit
pacckaspIBaeTcsi HCTOpHSI TepMaHCKOW WMIIEpaTpHIBl, CBATOH  Anenbxeinsl  (oH
Byprynnckoit. Aranus neecel M1.H. Hectpost mo3Bosui BEIABUTH B TUTEPATYPHOM TEKCTE P
CIO’KETHBIX MOTHBOB, XapaKTepHBIX HE TOJBKO ISl OaJleTHBIX ClieKTakiei nepBoit Tpern XIX
BEKa, HO W JUIA LEJOro psija eBpONEeHCKUX omep NPeJpOMaHTHYECKOH M POMaHTHYECKOM
smoxu. Cpeou HUX: HACHIBCTBEHHAs IIONBITKA AHTAarOHUCTa B3SATh B JKCHBI TJIABHYIO
TepOMHIO, €€ MYYCHHUYECKOe 3aTOYeHHE B TIOpbME, KOTOpOe BOCHPHHHMAETCS BCEMH Kak
TepOMYECKUI MOCTYIIOK, MOCIEIyIoNlee CIaceHne TepOMHH W3 3aTodeHHs U Jp. Takum
obpa3om, mbeca Hecrpos mpencraBmser coOoli HabOp pacXOXKUX CIOKETHBIX U
JpaMaTyprUuecKuX KITUIIE, a TAaKXKe TeaTPabHBIX YCIOBHOCTEH, TOBEICHHBIX APaMaTyproM
1o abcypaa. B kauectBe oObeKTa mapomuu M caTHUpbl BBICTYHAET HE CTOJNBKO KOHKPETHBIH
Oaser Aupu — IlyHu, CKOIBKO OOIIMI KOPITYC MYy3bIKJIbHO-TEATPAIBHBIX «TEKCTOBY NEPBOH
tperu XIX cronerus. Coasrop 1.H. Hectpost — xommo3utop Anonbgp Mromiep-crapimii —
CTOJIb XK€ MaJlo OPHEHTHPOBAJICS Ha KOHKPETHBIN OaJleTHBIN CIIEKTAKIIb, XOTS SMU30NYECKH
U uuTUpoBai Hebombiuue GpparMenTsl My3biku L. ITynn. Yaiie Bcero uurarsl BCTpE4YaroTcs B
MeJloZipaMax, KOTOpbIe 3aHHMAIOT, B OTJIMYKE OT omnepHsiXx mnapoauii Hectpost / Miomiepa,
3HAUMTENFHYI0 YacTh MYy3bIKaJbHOro odopmienust mbechl (58 HomepoB u3 69). OcHOBY
MY3bIKQJIBHOI'O MaTepUaa BCeX BOKAIBHBIX U HAPOJHO-XOPOBBIX CLEH CIIEKTAKIISA COCTaBHIN
tunuunble Uit BeHckoro Wiener Volkstheater kBommmGersi, iomim, Mapiinu, BajibChl W
JICHJUIEPBI.

DER GEFUHLVOLLE KERKERMEISTER BY JOHANN NEPOMUK NESTROY AND THE STEREOTYPES OF
ROMANTIC THEATRICAL ART. SOME OBSERVATIONS

Johann Nepomuk Nestroy is one of the iconic figures of 19™ century Austrian
theatrical art. In his creative heritage of about 80 plays, there are also farces (Posse) and
farces with music (Posse mit Gesang), magic plays (Zauberspiel), burlesque and travestie.
Opera parodies have a special place in Nestroy’s work, the objects of which at various times
became the works of Nicolas Isouard and Gioacchino Rossini (Cinderella), Ferdinand Hérold
(Zampa), Giacomo Meyerbeer (Robert le diable), Friedrich von Flotov (Marta) and Richard
Wagner (Tannhduser and Lohengrin). However, the playwright’s musical and theatrical
parody career began not with opera, but with a ballet parody. On February 7, 1832, on the
stage of the Theater an der Wien Nestroy presented to the Viennese public the play Der
gefiihlvolle Kerkermeister oder Adelheid die verfolgte Wittib. The immediate object of the
parody was the historical ballet pantomime in five acts Adelheid von Frankreich ballet master
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Louis Henri on the music of Cesare Pugni. Both works are based on the dramatic legend Der
Schutzgeist August von Kotzebue, which tells the story of the German empress, Saint
Adelheid von Burgundy. The analysis of the play by Nestroy revealed in the literary text a
number of plot motifs, characteristic not only for ballet performances of the first third of the
19 century, but also for a number of European operas preromantic and romantic era. Among
them: the violent attempt of the antagonist to marry the main heroine, her martyrdom in
prison, which is perceived by all as a heroic act, the subsequent rescue of Adelheid from
captivity, the display of the love feelings of Dalkovpatscho, who freed Adelheid, to the
widow and others. Thus, Nestroy’s play is a set of popular plot and dramaturgical clichés, as
well as theatrical conventions, brought by the playwright to absurdity. The object of the
parody and satire is not so much the concrete ballet Henri - Pugni, as the general body of
musical and theatrical ‘texts’ of the first third of the 19" century. Nestroy’s co-author,
composer Adolf Miiller senior, was just as far away from a specific ballet play, although he
quoted small fragments of Pugni’s music. Most often, quotations are found in melodramas,
which occupy, unlike the operatic parodies of Nestroy / Miiller, a significant part of the
musical design of the play (58 numbers out of 69). The basis of the music material of all the
vocal and folk-choir scenes of the play were typical for the Wiener Volkstheater genres of
quodlibet, yodel, marche, waltz and lendler.

BOWVIHOBA 3ata AlekcaHIpoBHa, acnuparmxa, kagedpa gpuiocodpuu, ucnmopuu u
meopuu  uckyccmba, Axademusn Pycckoeo basema umenu A.S. BaeanoBoii,
Canxm-Ilemepbype, Poccus

HayuHbIil pyKoBOAWTENTE — [IOKTOpP VCKyCCTBOBefeHVs MeHbpImKop JleoHuy
AJekcaHIpOBIY

Zlata VOJNOVA, Postgraduate Student, Philosophy, History and Theory of Art
Department, Vaganova Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Leonid Menshikov, Dr. Habil (Doctor of Art Studies)

TEATP ITUHBI BAVIIL: MEXY MY3bIKOI U )KECTOM

B pamkax nokiana npenrnosiaraeTcsi IpOaHaIU3HpOBaTh CreLM(pUUECKHH paKypc
B3aMMOOTHOIIEHUN MEXIy MY3bIKOW U JKE€CTOM, KOTOPBI CTAHOBUTCS OCHOBOIIOJIAraroIluM
¢dakTopom mnocraHoBok Tearpa [lunel Baymi. JKecr mpeamomaraer kakoe-nuOo jeiicTBue,
HaxofsIeecs 3a paMKaMH KyJIbTYPHO CAaHKIIMOHMPOBAHHOTO KOHTEKCTa M HAMpPABIEHHOCTb
Ha TEPecTpOHKy COIHMANIBHOIO U 3CTETHYECKOr0 MOAycoB Bocmpusatusa. Ilpencrabisist
JUANEeKTUKy OTHOLIEHUH, JKeCT YCTAaHABIUBAeT MPUHLUN B3aHUMOACHCTBHA MEXIY
MEePCOHAKAMH, CLIEHUYECKHM IEHCTBHEM, MYy3bIKOH M BocmpuatueM 3putens. CyliecTBys B
YCIOBUSIX MOCTAPAMaTHYECKOTo TeaTrpa, 0 KOTOPOM Imcall B cBoeit pabote Xanc-Tuc JlemaH,
C MO3UIMK KOHLETIIIMK OPEXTOBCKOTO I'eCTyca U B paKkypce (hH3HUecKOoro Tearpa ApTo, Tearp
IMunbr Baym pa3sBuBaeT 0coObIii THI KOMMYHHKAIMH, OCHOBHBIM MHCTPYMEHTOM KOTOPOTO
craHoBuTcst kecT. Cpeam moHATHH Teopuu bpexTa recTyc oOKasbIBaeTcsi IIMPOKO
MPUMEHSIEMBIM KaK Ha TPaKTHKe, TaK M B TEOpUH. ['ecTyc daeT K04 K TEIeCHOMY
TIOJIOXKEHHIO, HHTOHAIUAM U MHUMHUKE, IPYTHMH CIOBaMH, K COCTaBIISIOIINM BCETO Tea B €T
BU3YaIbHOM M TOJOCOBOM H3MEpEeHUsX. B koHuemimu ¢usuyeckoro tearpa Apro —
HeBepOabHbIC, TETIECHBIE M COMaTHYECKHE ACTEKTHI YEJIOBEYECKOro IOBEICHHS 00pa3yioT
JKecT Kak GopMy HeBepOanbHOH KOMMYHHKAIIMA — OOJIACTh TEJIECHBIX 3HAKOB, B paKypce
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KOTOPOH 9eI0BEYECKOE TEJI0 CTAHOBUTCSI CBOETO POJia HePOrau(oM — HOCHTENeM 3HAYCHUH.
B noxmame paccMoTpeHa B3aMMOOOYCIOBICHHOCTh MY3BIKM M IDIACTHYECKHX O0Opa3oB B
tannonepe Ilmaer baym Opdert n OBpuanka» (1975). Kaxmpri mepcoHak B TaHIomnepe
MIONYYHJI CBOETO ILIACTHYECKOro ABOMHMKA. B cBoelf mocraHoBke xopeorpad paborama c
TIepBOI OpUTHHAIBHON Bepcuel onepsl. PazpaboraB coBmecTHO co cueHorpagom Pombpom
Bop3ukoM M My3bIKalbHBIM pykoBoauTeseM SHomieM Kynbkoi HOBBII BapUaHT OIEpHI,
[Mura Baym meITanace newepapXu3upoBaTh IpaMaTypryuio HCTOPHH BIIOONEHHBIX. baym
OTZIaeT NpEeNIIOYTeHUE TParnueckoMy (uHaty: DBpHINKA HUCUE3aeT B LIAPCTBE TEHEH Iocie
Toro, kak Op¢eif, nelicTBys BOIpeKH Bojie OOroB, OOEpHYICS, YTOOBI B3IJITHYTH Ha Hee.
Kaprunsl, obo3naueHnele kak «Tpayp», «Hacmwmme» «Mup» «CMepTb» - CTAHOBSTCS
ITyTEeBOJHBIMH HHUTSMH CIOKETa W OJHOBPEMEHHO HK3MCTEHIHAIBHO-(PHIOCO()CKIMHI
perpeseHTanusiMu nipescrasnennii [Tuaer baymr. Bop3uk co3zman ocoOvsle BH3yanbHBIE KOIBI,
OCHOBBIBAIOIIMECS Ha I[BETOBOM JpaMaTyprHu: YepHOe - Oenoe KaK CHMBOJIBI KH3HH WU
CMepTH, KpacHOe — KaK CHMBOJ JIt0OBM U crpactu. «Opdeit n OBpuanka», «Vpurenus B
TaBpue» OOHApYXMIIM CKPBITHIE BO3MOXKHOCTH B3aMMOJIEHCTBHSI MY3BIKH M Xopeorpadun
gepe3 0coOble MmIacTHyeckue GopMbl COBPEMEHHOTO TeaTpaIbHOIO UCKYCCTBA. 3aTeM CIIOBO,
KOTOpPOE COIPUCYTCTBOBAJIO B OINEPE C KECTOM, ObLIO YIPa3JAHEHO U IOTHOCTBIO BBITECHEHO
MocieqHAM. B mocnenyrommx 3a TaHIONEpaMH IIOCTAHOBKAX, «IOCTIpaMaTHYECKHN
HappaTWB» CTPOMTCS B COOTBETCTBUM C MY3BIKAIGHBIMH TIPHHIMIAMH, T/ €CTh
OCHOBOINOJIararonas My3bIKajlbHasi MBICIb W KOHTPAIyHKT, BapbUpOBaHHE W BapHaluy.
JoMuHMpYyIOIIMET ~ TPUHIMO  —  9TO  KBa3WU-My3bIKaJbHAs  JpaMaryprus, TIje
CTPYKTYpHpOBaHHast Xopeorpadus CBS3bIBAaeT JACHCTBHE BOEAMHO. PoOJNb MY3BIKaIbHOIO
MaTepHalia, CO3JaHHOTO NP TIOMOILM HEBEPOAIBHOIO SA3bIKA, B MOCIEYIOINX HOCTAHOBKAX
yXKe BBINONHACT JKECT, KOTOPBII TarKe IUIACTHYCH, SMOLMOHAJIEH M 00JIaJaeT CBOUMHU
HHJVBUAYaIbHBIMA PUTMO-BPEMEHHBIMH XapaKTE€PUCTUKAMH.

PINA BAUSCH THEATRE: BETWEEN MusiC AND GESTURE

Within the framework of the report, it is supposed to analyze the specific perspective
of the relationship between music and gesture, which becomes a fundamental factor in the
productions of the Pina Bausch theater. Gesture implies some kind of action that is outside
the culturally sanctioned context and is aimed at restructuring social and aesthetic modes of
perception. Representing the dialectic of relationships, the gesture establishes the principle of
interaction between the characters, stage action, music and the perception of the viewer.
Existing in the conditions of the post-dramatic theater, which Hans-Thies Lehmann wrote
about in his work, from the standpoint of the concept of Brecht's gestus and from the
perspective of Artaud’s physical theater, Pina Bausch’s theater develops a special type of
communication, the main instrument of which is gesture. Among the concepts of Brecht's
theory, gestus is widely used both in practice and in theory. Gestus gives the key to bodily
position, intonation and facial expressions, in other words, to the components of the whole
body in its visual and vocal dimensions. In Artaud’s concept of the physical theater, the non-
verbal, bodily and somatic aspects of human behavior form a gesture as a form of non-verbal
communication — an area of bodily signs, in the perspective of which the human body
becomes a kind of hieroglyph — a carrier of meanings. The report will examine the
interdependence of music and plastic images in the dancer Pina Bausch Orpheus and
Eurydice (1975). Each character in the dancer received his plastic counterpart. In her
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production, the choreographer worked with the first original version of the opera. Having
developed a new version of the opera together with stage designer Rolf Borzik and musical
director Janos Kulka, Pina Bausch tried to de-hierarchize the dramaturgy of the love story.
Bausch prefers a tragic ending: Eurydice disappears into the realm of shadows after Orpheus,
acting contrary to the dictum of the gods, turns around to look at her. The paintings
designated as Mourning, Violence, Peace, Death become guiding threads of the plot and at
the same time existential-philosophical representations of Pina Bausch's ideas. Borzik created
special visual codes based on color dramaturgy: black - white as symbols of life and death,
red - as a symbol of love and passion. Orpheus and Eurydice, Iphigenia in Tauris revealed
the hidden possibilities of interaction between music and choreography through special
plastic forms of contemporary theatrical art. Then the word, which was co-present in the
opera with gesture, was abolished and completely supplanted by the latter. In the productions
that follow the dancers, the ‘post-dramatic narrative’ is built in accordance with musical
principles, where there is a fundamental musical thought and counterpoint, variation and
variation. The dominant principle is a quasi-musical dramaturgy where structured
choreography ties the action together. The role of musical material, created with the help of
non-verbal language, in subsequent productions is already played by a gesture, which is also
plastic, emotional and has its own individual rhythmic and temporal characteristics.

BOVITEHKO Mapusi BuktopoHa, (uxaiafp uckycamb,  maeucmparit,
haywimem  kpeamubrbix  uHdycmpuy, Beicwas  wikora  sxoHomu,
Mockba, Poccus

HayunbIin pykoBoguTeh — KaHAWIAT VICKyCCTBOBemeHsT YamMmHa
Hanexna IOpreBHa

Maria VOYTENKO, Bachelor of Arts, Master Student, Faculty of
Creative Industries, National Research University Higher
School of Economics, Moscow, Russia

Scientific adviser — Nadezhda Chamina, PhD

MOTUBBI CAJIA B BAJIETHOU CLIEHOI'PA®UU A. JI. POJUIEPA
TIPOBJIEMBI CTWJISI U UKOHOT' PAGUN

JleBsiTHAALATHI BEeK, HECOMHEHHO — BEK HOBBIX MCKAHWI M HOBBIX TEHICHLHUI B
TeaTpanbHO-ICKOPALIOHHOM HCKyccTBE. Bmecte ¢ pasButuem Oanera pa3BHBAcTCS U
GanerHast cueHorpadus. OTo ObLUIO BpeMsi 0COOOr0 OTHOIICHHST U MHTEepeca K MPHUpoje, He
TOJBKO B JIUTEpAType M HM300pa3UTEILHOM HMCKYCCTBE OHa HUrpaeT OOJbllIOe 3HaueHHE,
SIBISIETCA  OTPAXKCHUEM OHMOLUM U UYyBCTB. OTO BOCHPOU3BOAMTCI U B TeaTPaJbHBIX
JIEKOpaLUsIX, B KOTOPBIX TENEPh HE TONBKO BCE Yallle MOSBIISUIUCH IPUPOIHBIE MOTHUBBI, HO U
Nel3aK HAuMHAET AKTUBHO YYacTBOBaTh B JEHWCTBUU. YacTbIMH MecCTaMu JIEHCTBUS
CTAHOBSITCSl TETEph Cajbl, MApPKH, JIECHbIE YalllM, MUJIble poIunbl u omymku. Co BTOpoit
yerBeptd XIX Beka MMEHHO HeMeIKas MIKOJIA cTaja 3aHUMAaTh BEAYLIYIO MO3UIUIO0 B
HCKYCCTBE CLeHOrpadMu S1O0XM pOMaHTH3Ma, B TOM umcie U B Poccuu. Jlokinaa mocssiuieH
TBOpuecTBY AHApeaca Pomnepa — HEMEIKOro MacTepa, KOTOPBIH MpHIIENT Ha PYCCKYIO
CIIEHYy B MOMEHT PaclBeTa POMAaHTHYECKON CIIEHOrpauy, KOTAa IMOCTAHOBKH HEMPEMEHHO
MIPEACTABISUIN TIBIIIHOE, SIPKOE JEHCTBUE, C BBIPA3UTEIBHBIMU JICKOPALUSIMHI U KOCTIOMAaMH,
€O MHOKECTBOM pa3zHo00pa3HbIX 3(dekToB. AHApeit AnamoBud Posutep, Tak ero Ha3bIBaM B
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Poccun, 6bUT TOCTaTOYHO PA3HOCTOPOHHUM XYIOKHUKOM «YHHBEPCATBHOTO THIIA», KOTOPBIH
B 40-50 e TONBI 3aHUMAT JTHUPYIOIIEE TIOJIOKECHUE CPEIN MACTEPOB UMIIEPATOPCKOM CIICHEI.
B noxnane B kadecTBe OTHOTO U3 Hanboee pacpoCTPaHEHHBIX MECT JICHCTBUSI B TBOPUYECCTBE
Pomepa Beimensics Tomoc Cama, KOTOPBIH WMEN ONpeeiCHHBIE HKOHOTpaduyecKue
0COOCHHOCTH H CTaJl HEOThEMJIEMO YaCThIO OalIeTHOTO crieKTakisL. Kpome Toro, paccMoTpeH
CTHJIUCTUYCCKHMI aCIleKT, KOTOpPBIA, Kak W o0pa3pl Cama BakeH [UIA ONpEACICHUS
ocobeHHOCTel BKIana Poiiepa B MCKYCcCTBO PyCCKOW CLiEHOTpaduu yKa3aHHOTO TEpHOA.
AKTYyaJIbHOCTh CKJIaJIbIBaeTCS Ha (JOHE BRICOKOTO MHTEpECa K TeaTpaIbHOMY UCKYCCTBY U €T0
COCTABIISIONIAM, YTO BBIPAKACTCSI B HAYYHOM WHTEPECe K TBOPUYECTBY OTICIBHBIX
XYJIO)KHHKOB, B BOCCTAHOBJICHHH CTapbIX JICKOPAIIMK M BKIIOYCHHH B PEIEPTyap TEaTpPoOB
MIOCTAaHOBOK CTapbIX MacTepoB. AKTYalbHBIM IIPENCTaBISIETCS TaK J>Ke pa3oOpaThesi B
BOMpOCax O CTHIEC, XPOHOJNIOTHH ¥ WKOHOrpaduu, TPAKTOBKE OTHUX 00pa3oB —
HHTEpIpeTallil ¥ BKIIOYEHWH WX B o0mlee pa3BHTHE HCTOPUH HCKYCCTBa C
HCKYCCTBOBEUECKON TOUKH 3PECHHUSL.

GARDEN THEMES IN RUSSIAN BALLET SCENOGRAPHY OF ANDREAS LEONHARD ROLLER:
PROBLEMS OF ICONOGRAPHY AND STYLE

The nineteenth century is undoubtedly a century of new searches and new trends in
theatrical and decorative art. It was a time of special attitude and interest to nature, not only in
literature and fine arts, which played a great role and was a reflection of emotions and
feelings. This is also reproduced in theatrical scenery, in which not only natural motifs have
now appeared more and more often, however the landscape is also beginning to take an active
part in the action. Gardens, parks, forest thickets, lovely groves and edges are how becoming
frequent places of action. From the second quarter of the nineteenth century, the German
school began to occupy a leading position in the art of stage design in the era of
Romanticism, including Russia. This article is devoted to the work of Andreas Roller, a
German master who came to the Russian stage at a time when romantic stage design was
flourishing, when productions were necessarily magnificent and colourful, with expressive
sets and costumes and a variety of effects. Andrei Adamovich Roller, as he was called in
Russia, was a rather versatile artist of the ‘universal type,” who in the 40-50s occupied a
leading position among the masters of the imperial stage. In the article, one of the most
common places of action in Roller's work was the topos of the Garden, which had certain
iconographic features and became an essential part of the ballet performance. The stylistic
aspect will also be considered, which, like the images of the garden, is important for
determining the peculiarities of Roller's contribution to the art of Russian scenography of the
period in question. The relevance emerges against the background of a high interest in the art
of the theatre and its parts, which is reflected in a scholarly interest in the work of individual
artists, in the restoration of old sets and in the inclusion of productions by old masters in the
repertoire of the theatres. It is also relevant to address the issues of style, chronology and
iconography, as well as the interpretation of these images and their inclusion in the general
development of art history from an art history perspective.
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Svetlana VOITKEVICH, PhD, Professor, Music History
Department, Vice-Rector for Creative and International
Activities, Dmitri Hvorostovsky Siberian State Academy of
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BAJTETEI BOPUCA DOMAHA HA CFOXKETHI .M. JIOCTOEBCKOT'O

Pomanst ®.M. JlocroeBckoro 0Goiee cra JieT BJOXHOBIJISIOT KOMIIO3HUTOPOB Ha
CO3JaHMe TIPOM3BENCHMS B PasiIMYHBIX JkaHpaX. OTAeNbHBI WHTEpeC IPEACTABISIOT
xopeorpauueckie  MHTEPIpETallii  CIOKETOB  pycckoro —mmcatens. IlepBeiM |
€/IMHCTBCHHBIM DOCCHHCKUM OaneTmelicrepoM, oOpaTuBHIMMCS K mpo3e JlocToeBckoro,
sBisiercs bopuc Olidman, ocymecTBuBmmii mocraHoBky OaneroB «Mmuor» (1980) u
«KapamazoBe» (1995). Tlpu cocraBineHnn JHOpEeTTO aBTOp CBOOONHO —HM3JaraeT
TIOCTIE/IOBATEIBHOCTh COOBITHH HEPBOMCTOYHUKOB W OIPAaHUYMBACTCS BBIOOPOM OCHOBHBIX
nepcoHaxxeil. B «ouore» neicTBUEe IpeaCcTaBICHO KaK BOCIIOMHHAaHME MBIIIKUHA,
MOTEPSIBIIIETO PACCYIOK OT OCO3HAHUWSI HEBO3MOXKHOCTH NPHUMHPHTH M CIIACTH OJIM3KUX eMy
moneil. B Ganere coxpaHseTcs «XpHCTONOA00HAS» NPUPO/A INIABHOTO I'eposi U PeIIMIHO3HAs
uzres — BIUIOTh 10 HCIOJIB30BAHHMSA B KAa4eCTBE Ba)KHOI'O 3JIEMEHTA MNEPEKIIOYCHHS M3
HACTOSIIIIETO0 B MpOIDIOe pambl, HamomuHaromied o kaptuHe . TombOeitna «MepTBblit
Xpucroc B rpody». Bridop Illecroii cumponun I1.M. YalikoBckoro, Ha My3bIKy KOTOpOW
mocTaBiieH Oajer, 4pe3BbYaifiHO yznaueH. Jlpamaryprudeckoe pa3BepThIBaHHE CUM(OHUU
YOMBUTEIBHBIM 00pa3oM coBmajaer ¢ (adyiaoil pomaHa, KOTOPBIM 3aKaHYMBACTCS
Tparuyecku. VI3BECTHO, YTO KOMIIO3UTOP BBICOKO LIEHWJI TBOPYECTBO ITMCATENs M IIOZ
BO3JICHCTBHEM 3HAMEHHTOMN «IIYLIKMHCKOM peur» 0TKa3ajcs OT MU CYACTIUBOro (uHamia B
«Eprennn  Onermue». B «KapamazoBeix» DiipMaH 3HAYUTENBHO OTXOOUT  OT
MEPBOMCTOYHHKA, COXpaHsisi oOuryto (Galyiy, HO MpPEACTaBiIss IMO0-CBOEMY MHOTHE WIEH U
coObiTust pomana. HasBanme «Kapama3zoBbl», 10 NpH3HaHUIO OaneTMeiicTepa, OOBSICHHUMO
KEJNAHUEM NPEACTABUTh «KapaMa3OBIMHY», WMMAHEHTHO IPHCYLIYI0 BceM OpaTbsM.
ITosToMy B Ganere He HaXOQUT BOIUIOLICHUS OJHA M3 I'€HEpalbHBIX HJEH pOMaHa «Bce 3a
BCEX BHHOBATHI», a AJIEKCel, BBIMYCKAIOMUI U3 TIOPbMBI Y3HHKOB, CTAHOBHUTCS HMPUYHUHOMN
OECUMHCTB M IPUCOEMHACTCS K TOp)KecTBymowied Toine. CIOoKHbIE B3aWMOOTHOIICHUS
NEPCOHAXKEH IOBJIEKIM OOpallleHHe K COYMHEHUSM pasHbIX aBTOpPOB. V3BecTHO, uTO
HocroeBckuii He 00T MY3bIKy Baruepa, u DiidmaH BoiOupaet yBepTiopy K «TaHreisepy»
UL mepenadd  coObiTHii  modMbl  «Benukuit mHKBH3UTOpY. JlMpudeckue oOpa3sl
MOAYEepPKHUBAIOTCs Onaromaps My3bike PaxmanunoBa, B ciienax ®enopa IlaBroBuda 3By4uT
(bparmMeHT nponsBeieHNs MycoprcKoro; IbIraHCKHE TIECHH CBSA3aHbI ¢ 00pa3oM I pylIeHbKH.

BALLETS BY BORIS EIFMAN BASED ON THE PLOTS BY FYODOR DOSTOEVSKY

Novels by Fyodor Dostoevsky has been inspiring composers for more than a hundred
years to create works in various genres. The choreographic interpretations of the Russian
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writer plots has the particular interest. The first and only one Russian choreographer who
turned to Dostoevsky’s prose is Boris Eifman, who staged the ballets The Idiot (1980) and
The Karamazovs (1995). Eifman is the author of the libretto. He is the freely recounts the
sequence of events of the primary sources and confines himself to the choice of the main
characters. In the ballet The Idiot the action is presented as a recollection of Prince Myshkin.
He loses his mind because was unable to reconcile and save Nastasya Filippovna, Aglaya and
Rogozhin. The choreographer emphasizes the Myshkin-Christ analogy and retains the
religious idea. He uses a picture frame to show the transition from the present to the past.
This way evokes an analogy with the painting The body of the Dead Christ in the Tomb by
Hans Holbein. Eifman choired for him ballet the music of the Sixth Symphony by P.I.
Tchaikovsky and it design is extremely successful. The dramatic development of the
symphony surprisingly coincides with the plot of the novel, which finished tragically. As
known the composer highly valued the writer's work and abandoned the idea of a happy
ending in Eugene Onegin tounder the influence of the famous Pushkin’s speech by
Dostoevsky. In the ballet The Karamazov’s Eifman deviates significantly from the original
source. He retains the general plot but changes the many of ideas and events of the novel. The
author explains the name Karamazov’s with the desire to represent the ‘karamazovschina’
that lives in Dmitry, Ivan and even Aliosha. Therefore, one of the general ideas of the novel
‘everyone is to blame for everyone’ does not find embodiment in the ballet. Alexey releases
prisoners from the prison, which causes riotsand dances along with the fierce crowd. The
painful relationships of the characters led to an appeal to the works of different authors.
Dostoevsky did not like Wagner’s music and Eifman chose the overture to Tannhduser to
convey the events of the poem The Grand Inquisitor. For lyrical episodes, Eifman uses
fragments of Rachmaninov’s works. In the scenes with Fyodor Pavlovich he takes fragments
from work by Mussorgsky, gypsy songs are associated with the image of Grushenka.

BJI3OBKMHA Bapsapa AJleKcaHIpOBHA, Kanoudam
uckyccmbobedenus, basemmuviil kpumuk, Bedyuyuti pedakmop
Aumepamypro-usoamessckoeo omoeia boavuwoeo meampa,
Mocxk8a, Poccus

Varvara VYAZOVKINA, PhD, Ballet Critic, Editor in the Publishing
Department of The Bolshoi Theatre, Moscow, Russia

«T AHILIbI HABEKPEHB»: CATU U BAJIET

B noxknane oxsauen mepuon c¢ 1917 mo 1926 romsi, xorma B Tpymme «Pycckue
OaseTbl» ObUTH CO3aHbI 1B CIIEKTAKIIS HA MY3bIKY (DpaHILy3CKOro KOMIIO3UTOpPA-HOBATOPA.
Octpo uyBcTByrOImUH coBpeMeHHOCTh Cepreit JlsruneB cribiman B My3bike Dpuka CaTu
«MY3BIKY KaXI0r0 AHs» (0 METKOMY BRIpaXKEHHIO Mponaranaucta u apyra JXana Kokro).
UMeHHO Onarozaps JlsruneBy TeaTpaibHas My3bika CaTu mo3Hajia ycnex. B meHrpe poxnana
OKa3bIBAIOTCS CKaHAANbHO-U3BecTHBIN Oaner «[lapam» (1917) B xopeorpaduu Jleonuaa
Msicuna u opopmiennn [labno IMukacco u ManousBecTHbli Oaner «UepTuk u3 TabakepKm»
(1926) B xopeorpadpuu [Dxopmka bamanumna u odopmiennn Aunpe JlepeHa. ABTOp
MPOCMATPUBACT HEBHAMUMBIC CBS3M MEXIY ABYMS OTUMH CIEKTAKISIMH W HPHXOIHUT K
BBIBOLy, YTO BBIMyHIEHHBIH mociae cmeptu Catu (1866—1925) «UepTuk m3 TabakepKiny
MPEJCTaBISIETCS JKECTOM B CTOpPOHY MaHHdecta Kyomsma B Oanere, «llapamay.
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OKCHEHTPUYHBIN KOMIIO3UTOP IO KOHEIl XM3HHU JOOPOBOIBHO OTXOMUT OT COTPYIHHYECTBA
¢ JarunebM. Ilpu ygactmm Catu B 1924 romy HOSBISIOTCS [(Ba SKCIIEPHMEHTAIBHBIX
CIEeKTaKIs B KOHKypHpylomux ¢ «Pycckumm Oameramm» kommanmsax — «[laprkckue
Beuepay u «llIBeackmit Gamer»: chekraknb-mapogus «[IpuxmioueHnss Mepkypus»
nanancrckoe 3penume «OTMeHa CIEKTaKID» ¢ KHHeMaTorpapuIeckoil KOpOTKOMETPaXKKOH
«AnTtpakt». Toukoil oTyeTra co3marenmssM oboux omycoB — Mscuny ¢ Ilukacco B
«[Ipuximouennsix Mepkypusi» u XKany bépmuny c ®pancucom Ilukabma B «OTm™eHe
CIIEKTaKIs» — CIYXKWI Bce TOT ke JereHmapHeld «llapam». OxHAaKo KOMIIO3HTOD,
TI0CTIEIOBATEIBHO HApYIIAaBIINI OOMIENPUHATHIE TPAHUIIB], 3aHsUT IIPOYHOE MECTO B UCTOPUH
MY3BIKQJIFHOTO TeaTpa He TOJIBKO Onaromapsi CBOeMy HEPBOMY <«THIIEBCKOMY» IIENEBPY.
Banernyro  «catmnHmany» mpomomkwanm B 1920-30-x  romax — OCHOBOIOJIOXKHUKH
aMEpUKaHCKOr0 TaHIa MOJEpH, NpUHMKIIME K 3BykaM CaTu, Kak K OCBEXAroleMy
HCTOYHUKY. Brmots 10 1980-X nuprdyecku-MeuTaTHBHBIE OaneThl Ha My3bIKy CaTH CTaBHIN
Heoknaccuku @penepuk AmrtoH U Xanc Ban-Manen.

DANSES DE TRAVERS: SATIE AND THE BALLET

The paper covers the period from 1917 to 1926, when the Ballets Russes company
created two productions set to the music of Eric Satie, a pioneering French composer. Serge
Diaghilev, with his keen sense of modernity, was able to discern ‘everyday music’ (an
expression coined by Eric Satie’s friend and promoter Jean Cocteau) in Satie’s music. It was
thanks to Diaghilev that Satie's theatrical music became a success. The paper concentrates on
the famous ballet Parade (1917) choreographed by Leonid Massine and designed by Pablo
Picasso and a little-known ballet Jack in the Box (1926) choreographed by George
Balanchine and designed by André Derain. The invisible links between the two productions
become noticeable as the author concludes that Jack in the Box produced after Satie's death
(1925) appears to be a gesture towards the Cubist manifesto in ballet. In his last years, the
eccentric composer deliberately disengaged himself from Diaghilev. In 1924, two
experimental productions were mounted in collaboration with Satie by Soirées de Paris and
The Swedish Ballet, two rival companies to Ballets Russes: a parody performance Mercure
(choreographed by Leonid Massine and designed by Pablo Picasso) and a Dadaist
performance Reldche (choreographed by Jean Borlin, designed by Francis Picabia), with a
short film Entr’acte shown between the acts. Both spectacles were created with the legendary
Parade as a point of reference. However, the composer, who was consistently breaking
conventional boundaries, owes his firm place in the history of musical theatre not just to his
first ‘Diaghilev’ masterpiece. The ballet ‘satiniana’ was continued in the 1920s and 30s by
the founders of American modern dance who were tapping into Satie’s sounds as a refreshing
source. Up until the 1980s, the lyrical and meditative ballets to Satie’s music were staged by
the neoclassical choreographers Frederick Ashton and Hans Van Manen.

64



TABPUJIOBA JIropmmiia Bnagumuposna, dokmop
uckyccmbobedenus, npogpeccop, 3abedyioujas  xagedpon
ucmopuu  mysviku,  Cubupckuii  eocyoapcmbenHbiil
uncmumym uckyccmb umenu Imumpus X6opocmoBeroeo,
Kpacnospcx, Poccus

Liudmila GAVRILOVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Head of Music History Department Dmitri
Huorostovsky Siberian State Academy of Arts, Krasnoyarsk,
Russia

JKAHPOBBIE METAMOP®03bI «HEPHOI'O YEJIOBEKA»: OT ITOAMbI C. ECEHHA K MOHOJIPAME O.
TIPOCTUTOBA Y BAJIETHOM BEPCUH C. BOBPOBA

[Tosma Ceprest Ecennna «UepHslii 4emoBek», OKOHYATEIbHBII BapHaHT KOTOPOI OBLT
3aBepiueH B 1925 roay, BHepBble 3a CBOHO IOYTU CTOJETHIOI MCTOPUIO MOIY4Msia B 3TOM
ro/ly BOIUTOIIEHHE Ha crieHe KpacHosipckoro Teatpa orepsl U 0aiera B paMKax MYy3BIKAIBHO-
TeaTpalbHOr0 aHpa. MOXHO, KOHEYHO, BCIIOMHUTH OJICTaTeNIbHbIC CIIEHHYECKHE
nmpodteHus eceHWHcKoro Tekcra Cepreem be3pykoBBIM, MOHOCIEKTaKIb TaThsHEI
CMHpPHOBOH U1 yTella ¥ MHCTPYMEHTaJIbHOro aHcaMmOia. OnHako Hanbonee caMoObITHOE U
OpPHTMHAJIBHOE pelleHue TpeiaraeT KpacHospckuil kommosutop Omer IIpocturoB. OH
CO3/1aeT MOHO/IPaMy C TaHIAMH B BYX KapTHHAaX, CEMHU CIIEHaX C MPOJIOrOM M SIMIOTOM JUIS
0apuTOHA, TAHLOBIUMIBI, CMELIAHHOIO XOpa, KaMmepHoro Oamera W OOJBIIOTO
cumdonndeckoro opkecrpa. Tem He MeHee B pexkuccepckoil Bepcun Ceprest BoOposa
MOHOZIpaMa o0perna >KaHpPOBOE ompejelieHne Oanera ¢ COMMCTaMHM M XOpoM. B nmokmazne
MPEANPUHUMAETCS TONBITKA OTBETUTh HA BOIPOCHI: BXOAUT JIM 3TO CLEHHUYECKOE PEIIECHNE B
MIPOTHUBOPEUHNE C ABTOPCKMM 3aMBICIIOM U HACKONBKO CHJIBHBIM OKa3aJloCh BMEIIATENbCTBO
pekHrccepa-TIOCTAHOBIIMKA B KOHIIEMIMIO Kommo3uTopa? Otmedaercs, 4ro «YepHslii
uyenoBek» C. Ecenmna — O. IlpocturoBa mony4aeT HE MPOCTO CLEHUYECKYIO OajieTHo-
ONEPHYI0 BH3yallM3allMio, a OOpeTaeT HOBbIE XY/I0XKECTBEHHO-CMBICIOBbIE T'DaHH.
Lentpanusytomeil CcraHOBUTCA UAesd JABOMHUYECTBA, 3aJIOKEHHAas B IUAOTHMYECKOM
CTPYKTYpE MOITHYECKOro Tekcra. B cmekrakine nepcoHuduimpoBaH UepHblii uelloBeK,
cBoero poza alter ego Ioara, ¢ kem oH BeaeT auaior. B cBow odepesp, MOIOLINE EPCOHANKN
obperaloT CcBOMX OaJeTHBIX JIBOMHHMKOB, KOTOpBIE TaKXKe€ MHOXATCS B 3epKaJbHBIX
orpaxeHusix (8 + 8). OcoObIil KOIOPUT BHOCHT XOp, TIE-TO OTTCHSIOLUIMHA MOHOJIOTHYECKUE
BBICKA3bIBaHUS TE€POEB, HO B OCHOBHOM BOCCO3JAIOIIMH MHCTHYECKYl0 armocdepy
BTOPXKEHHUsI He3BaHOro TrocTa. OIHUM M3 LEHTPAIbHBIX IEPCOHAXKEH CTAHOBUTCS
TaHIOBIIKIA Alicenopa — 00OJIBCTUTENbHAS, YapyIollas U UCKYIIAOMAs CBOSH KpacoToH
kak Ilosta, Tak u YepHoro uenoseka. [IpakTndyecku Mano COOBITUHHBIN CroxkeT moaMbl C.
EcennHa HachllaeTcst JONOMHUTEIbHBIMM CIOXKETHBIMH MOTHMBaMHM, o0O0Oramasicb H
MapajuleNIbHO  Pa3sBUBAIONIMMCS  BUJCOPSAOM HAa SKpaHe, OCHOBAHHOM Ha Kajapax
HUCTOPUUECKON XPOHUKH.

GENRE METAMORPHOSES OF THE BLACK MAN: FROM THE POEM OF SERGEI YESENIN TO THE
MONODRAMA OF OLEG PROSTITOV AND THE BALLET VERSION OF SERGEI BOBROV

Sergei Yesenin’s poem The Black Man, the final version of which was completed in
1925, for the first time in its almost century-old history, was embodied this year on the stage
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of the Krasnoyarsk State Opera and Ballet Theater as part of the musical and theatrical genre.
One can, of course, recall the brilliant stage readings of Yesenin’s text by Sergei Bezrukov, a
solo performance by Tatiana Smirnova for a narrator and an instrumental ensemble.
However, the Krasnoyarsk composer Oleg Prostitov offers the most distinctive and original
solution. He creates a monodrama with dances in two actions, seven scenes with a prologue
and an epilogue for a baritone, a dancer, a mixed choir, a chamber ballet and a large
symphony orchestra. However, in the director’s version of Sergei Bobrov, the monodrama
has acquired the genre definition of a ballet with soloists and chorus. The report attempts to
answer the questions: does this stage decision contradicts the author’s idea and how strong
was the intervention of the stage director in the composer’s concept? The report notes that
The Black Man by Yesenin and Prostitov receives not just a scenic ballet-opera visualisation,
but acquires new artistic and semantic facets. The idea of duality becomes centralising. The
play personifies a Black man, a kind of alter ego of the poet, with whom he conducts a
dialogue. In turn, the singing characters acquire their ballet doppelgangers, who also multiply
in mirror images (8 + 8). A special colour is brought by the chorus, which somewhere shades
the monologues of the characters, but mostly recreates the mystical atmosphere of the
invasion of an uninvited guest. One of the central characters is the dancer Isadora —
seductive, charming and tempting with her beauty both the Poet and the Black man.
Practically eventfully scarce plot of Yesenin’s poem is saturated with additional plot motifs,
enriching and simultaneously developing a video sequence on the screen based on the frames
of the historical chronicle.

TATAPMTHA OxkcaHa AJleKcaHIPOBHA, Kanoudam
uckyccmbobedenus, cmapwiuii  npenodabamens, kagedpa

meopuu MY3bIKU, Vparvckas eocyoapcmbenmas
koncepBamopua umenu M. I1. Mycopeckoeo, Examepunoype,
Poccun

Oksana GAGARINA, PhD, Senior Lecturer, Music Theory

Department, Urals Mussorgsky State Conservatoire, N
Yekaterinburg, Russia )
«BECHA B ATIIAJIAYAX» A. KOIUIEHJIA — M. I'PAM: AMEPUKAHCKAS ITACTOPAJIb
B uentpe BHuUMaHUS — OJHOAaKTHBIA Oaner «BecHa B Amnmnanayax» AapoHa

Komnenna, cozmanneii B 1943-44 romax s TaHueBambHOM Tpynmsl Maptel ['pam.
CriekTakib, CTaBIIMH BOIUIOIIEHUEM HMCTHHHO aMEPUKAaHCKOTO B MY3BIKalIbHO-TEaTPaIbHOM
UCKYyCCTBE, OOHApYKUBAae€T B CBOGH JpaMaTypru4eckoil OCHOBE BIIMSHHE >KaHPOBOIO
apxeruna — macTopanu. YepTol macTopajbHOW MoAanbHOCTH B «BecHe B Ammanmauax»
BBICTPAMBAIOTCS B LIEJNOCTHBIA JKAaHPOBBIM KOMIUIEKC, MOAPAa3yMEBAIOIIUI CHCTEMHOE
B3aUMOJICHCTBHE YCTOMYMBBIX 3CTETHYECKHX KaTeropuil M BBIPA3HUTEIBHO-CMBICIOBBIX
aTpuOyTOB JKaHpa, CIOKMBIIMXCS BOKPYT €€ MCTOPHKO-CTHJIEBBIX M BHIOBHIX (OopM, H
00beIMHIEMbIX Ha OCHOBE 6a30BOW (YOPMYIIBI «4YETIOBEK M MPUPOAA». DMOLMS HOCTAIBIUH,
UJICATM3UPYIOIIET0 B3IIAAA HAa HCTOPHIO, KOHIEHTpUpYyMomascs B oOpasze (poHTHpa, B
OajneTe KOHTAMUHHPYET C eBporneiickuM MupoM 0 30J0TOM BeKe, KOTOPBIi B MacTOPaIbHOM
TPaguIK HEPEeJKO NMPHOOpPEeTan MacTOpaabHOE 3BYdaHHE. UepThl MacTOpaTbHON HIMOMBI
OITO3HAIOTCSI Ha BCEX YPOBHSX 0ajieTa — CIEHAPHOM, IIACTHYECKOM, My3bIKanbHOM. KynbT
MIPOCTOTHI, ©CTECTBEHHOCTH, SICHOCTH sI3bIKa, JeKIapupyeMmblii B Oamere «BecHa B
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Amnmanagax», OTBEYaeT IIEHHOCTHBIM wHjeanaM nacropanu. Ho BmecTe ¢ TeM, JaHHBIE
KaTerOpuH OKa3bIBAIOTCS CO3BYYHBIMH TYXOBHOI aTMmocdepe Amepuku mepuoma Bropoit
MHpOBOI BOWHBI. B 3TOM KOHTeKkcTe ocobast hopMa HOCTAIBIHU IO MponuioMy B «BecHe B
Amnmanagax» ~— —  TacTopalb —  CTAaHOBUTCS  OJHOBPEMEHHO  BOIUIOLICHHEM
UJlean3upOBaHHOr0 00pa3a MOCIEBOCHHOr0 OYAYIIEro KaK «BeKa MPOCTOrO YEIOBEKay.

APPALACHIAN SPRING BY AARON COPLAND AND MARTHA GRAHAM: AMERICAN PASTORAL

The report focuses on the one—act ballet Appalachian Spring by Aaron Copland,
created in 1943-44 for the Martha Graham Dance Company. The performance, strongly
associated with the image of the truly American in art, reveals in its dramatic basis the
influence of the genre archetype — pastoral. The features of the pastoral modality in
Appalachian Spring are built into an integral genre complex, implying a systematic
interaction of stable aesthetic categories and expressive and semantic attributes of the genre,
formed around its historical, stylistic and specific forms, and combined on the basis of the
basic formula ‘man and nature.” The emotion of nostalgia, an idealizing view of history,
concentrated in the image of the frontier, in the ballet is contaminated with the European
myth of the Golden Age, which in the pastoral tradition often acquired a pastoral sound. The
features of the pastoral idiom are recognized at all levels of ballet — scenic, plastic, musical.
The cult of simplicity, naturalness, clarity of language, declared in the ballet Appalachian
Spring, meets the value ideals of pastoral. But at the same time, these categories are
consonant with the spiritual atmosphere of America during the Second World War. In this
context, a special form of nostalgia for the past in Appalachian Spring — pastoral —
becomes at the same time the embodiment of the idelized image of the post-war future as the
‘century of the common man.’

TAJIEEB demop BanepweBwd, accucmenm-cmaxep, kagpedpa opeaua,
Kkaabecuna u apgpui, Kasarckas eocydapcmbennas xoucepbamopus
umeny H. I'. 2Kueanoba, Kazans, Tamapcman, Poccus

Fedor GALEEV, Trainee Assistant, Organ, Harpsichord and Harp
Department, Zhiganov Kazan State Conservatory, Kazan,
Tatarstan, Russia

BAJIETHASI MY3BIKA «LLIVPAJIE» B TBOPYUECTBE KOMIIO3UTOPA ®. 3. SAPYIIIIMHA

«ypaney» 3ameuareabHOro Tarapckoro komnosuropa Papuna SpynnuHa — nepBbIit
TaTapckuii 0ajeT, ropAOCTh HALMOHAIBHOW KydAbTypbl. OH cO3[aH 3a KOPOTKHH CPOK
MOJIOJIBIM TAJAHTIMBBIM KOMIIO3UTOPOM Ha JHOperTo Axmena daif3u mo MOTHBaM CKa3Ku
KJaccuka TaTapckoil aurepatypsl ['aOmymner Tykas «lllypane». Slpymiun xopomo 3HalI U
mobun modsuto  Tykas. Kommosutop oTkazaics OT TpPajUIMOHHOW  HOMEpPHOH
MIOCJIE/IOBATEIBHOCTH ~ MY3BIKQJIbHBIX ~ CLIEH. [IPMHIMIT CKBO3HOTO Pa3BHUTHS, SpKas
JEWTMOTHBHOCTb, CUM()OHUYHOCTH — BCE 3TO OBUIO B T€ rojbl, TeM Ooliee Ul MEepBOro
TaTrapckoro Oanera, HOBATOPCTBOM, CMEJbIM IIaroM Briepea. [IpudemM HOBaTOPCTBO aBTOpa
MPOSIBUWJIOCH HE TOJNBKO B JIOMKE TPAAUIMOHHOW (OPMBI, HO M B HCIIOIb30BAHMH CaMHUX
MY3bIKaJIBHBIX Cpe/CTB BbIpasurenbHocTH. «lllypane» — ckazounblii 6aner. OTKpbITas U
CBEXasi TAHIICBAJILHOCTh MY3bIKH SIpy/inHa, ee 4e0BEYHOCTh, 00PA3HOCTh M HALlHOHATIbHAS
KOJIODUTHOCTh TIO3BOJIMJIM MHOTHM apTHCTaM SIPKO M TaJaHTIMUBO PACKPBITHCA Ha CIICHE.
ABTOpCKMII BapuHaHT KIaBUpa OTKpPBIBACTCS HEOONBLIIMM BCTYIUICHHEM, CBOCTO poja
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MIpeNTIOANeH, BOCCO3Jaroniell aTMocdepy CKa30dHOro JiecHOro meizaxa. Jlamee mopaxkaer
SIPKOCTH MY3BIKQJIbHBIX 00pa30B, OPUTHHAIBHOCTD M KPACOYHOCTH HAIMOHAILHOTO KOJIOPHTA.
JIuprdeckue crpaHuIp! GaneTa — STO MOUCTHHE HEMcUepIaeMblii Ki1aie3b 00raThIX Mo cBoeit
BEIpa3uTeNbHOCTH Menomuid. Kpome Ttoro, mposiBnena Ooraras TBopdecKas (haHTa3us
XyIO)KHUKa ¥ B (paHTAaCTHYECKHX CIeHax Oanera. SIpy/utmH oOpamaercs K COBEpIICHHO
HE3aTPOHYTOH B TaTapCKOW My3bIke 00pa3HOH cdepe — daHTacTuke. SpyminH ObIT He
TOJIBKO CO3/aTelieM BBIJAOLIErocsi NMPOW3BENCHUs B jkaHpe Oanera, HO M TPOSBHI cebs
CaMOOBITHOM, TBOPUYECKOH HHIWBUIYaJIbHOCTBIO, 00O3HAYaBIIed HOBBIE IIyTH B Pa3BUTHU
HalIMOHAIBHOM MY3BIKH. DTO KOMITIO3UTOP — HOBATOp, CO3JAaBIIMI HE TOJIHKO HOBBIH KaHP,
HO W OTKpPBIBIIMH HOBYIO OOpa3HOCTh B TaTapCKOH MY3BIKE: IICHXOJIOTHMYECKYI0 U
JpaMaTHIeCcKyIo JINPUKY, GaHTacTHKy U nmapoauio. OH nepBblil B TaTapcTraHe KOMIIO3UTOP-
CUM(QOHHCT JIMPHUKO-APAMATHYECKOTO HAIPaBJICHUs, TNpPEACTaBUBIIMH HOBOE IOHHMAaHHUE
HallMOHAIBHOTO, B OCHOBE KOTOPOTO JISKUT HE BOCIPOHM3BEICHHE IKAHPOBBIX YepT
¢donbKiIopa, a aKTUBHOE MpeoOpa3oBaHNe M CHHTE3UPOBAHUE €TI0 AJIEMEHTOB, BBISBICHHE MX
HOBOH COJepKaTeIbHOCTH B HOBBIX YCIOBHSX. BaxkHoe nocTmkeHne SIpy/utmHa — HOBOE
MOHMMAaHUE HApPOJHOCTH. DTO KOMIIO3UTOpP, OTKPBIBIIMA HOBOE CTHJIEBOE TEUCHHE B
TaTapcKoN My3bIKE — POMaHTHYECKOE.

BALLET MUSIC SHURALE IN FARIT YARULLIN’S WORK

Shurale by the remarkable Tatar composer Farid Yarullin is the first Tatar ballet, the
pride of national culture. It was created in a short time by a young talented composer to the
libretto by Ahmed Fayzi based on the fairy tale of the classic of Tatar literature Gabdulla
Tukay Shurale. Yarullin knew and loved the Tukay’s poetry well. The composer abandoned
the traditional numbered sequence of musical scenes. The principle of end-to-end
development, bright leitmotif, symphony — all this was in those years, especially for the first
Tatar ballet, innovation, a bold step forward. Moreover, the author’s innovation manifested
itself not only in breaking the traditional form, but also in the use of the musical means of
expression themselves. Shurale is a fabulous ballet. The open and fresh danceability of
Yarullin’s music, its humanity, imagery and national coloring allowed many artists to express
themselves brightly and talentedly on stage. The author’s version of the clavier opens with a
short introduction, a kind of prelude that recreates the atmosphere of a fabulous forest
landscape. Further striking is the brightness of musical images, the originality and
colorfulness of the national color. The lyrical pages of the ballet are truly an inexhaustible
storehouse of melodies rich in expressiveness. The rich creative imagination of the artist is
also shown in the fantastic scenes of the ballet. Yarullin turns to a completely unaffected
figurative sphere in Tatar music — fantasy. Yarullin was not only the creator of an
outstanding work in the genre of ballet, but also proved to be an original, creative
individuality, denoting new paths in the development of national music. This composer is an
innovator who not only created a new genre, but also discovered a new imagery in Tatar
music: psychological and dramatic lyrics, fantasy and parody. He is the first composer-
symphonist of the lyrical and dramatic direction in Tatarstan, who presented a new
understanding of the national, which is based not on the reproduction of the genre features of
folklore, but on the active transformation and synthesis of its elements, revealing their new
content in new conditions. An important achievement of Yarullin is a new understanding of
nationality. This is a composer who discovered a new stylistic trend in Tatar music —
romantic.
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TAJIKVIH Anppevt CepreeBud, kaHoudam uckyccmbobedenus, cmapuiui
HAYUHbI  compyoHuk,  cexmop  meampa,  TocyoapcmBenmbiil
uncmumym uckyccmbosnanus, Mock6a, Poccust

Andrew GALKIN, PhD, Senior Researcher, Theater Sector, State
Institute of Art Studies, Moscow, Russia

3AIIMCH BAJIETOB U3 «KOJUIEKLUMA H. I'. CEPTEEBAY: ITIPOBJIEMbI UHTEPIIPET ALIUM

B 3ammcsax Xopeorpa(bpm U3 «KOJIJICKIUN HIT. CepreeBa» BCTPEHAIOTCA YTCHUA OO0
TOro CTpaHHBIE W HEJIOIMYHBIC, YTO HX TPYAHO OOBICHUTE YEM-TO HWHBIM, KpOME€ Kak
OIIMOKOM HOTaropa. O)IHaKO Hay'-IHI:Iﬁ NOAXO0A K MCTOYHHKY HE HOITYyCKAaeT OOBLSBIIATE €0
TEKCT OIIMOOYHBEIM M OTXOOUuTh OT 6yKBaJ'II>HOI71 paCH.IPIquOBKI/I TOJIBKO IIOTOMY, 4YTO €€
pe3yabTaT HE COBIIAAACT C HAIIMMH CETOAHAIIHMMU IPEACTaBICHUSAMU O CTapPIHHOﬁ
Xopeorpadmlxl. Omnbkn JOJIZKHBI OLITEH BEISBJIEHEI IIYTEM aHaJIn3a U KPUTHUKU JOKYMCHTA, a
MEXaHU3M HX BO3ZHUKHOBCHUSI — YHOBJICTBOPUTECIILHO 00bscuen. B JOKJIaa€ pacCMOTPEHLI
HCCKOJIBKO l'[pO6J'leMHLIX JUIA  TIOHHUMaHUWsA 3aITHCEei: nepBasg 4Yacrb Entrée TrepouHNU B
«PaliMoHzIe», cpelHHe pa3zienbl cBaJeOHOH BapuauuM HpuHLEcchl ABpopbl B «Crsein
Kpacasuiie», Entrée Pas de deux Omwimnu n 3urdpuna B «Jlebequaom o3epe», Coda Pas
d’action B mocienHem akrte «basgepku»; Entrée u Anaxuo B Pas d’action «JTo6oBHbIe
npukiitoueHns nans («aps Kangasmy). JJoknmaaduk npeuioxkuT o0bsICHEHHS OIINOKaM |
ITYTU UHTEPIIPETALNU 3alIUCH, IIPU KOTOPBIX TPYAHOCTH IIPEOAOJICBAOTCS.
THE CHOREOGRAPHIC NOTATIONS FROM THE SERGEYEV S COLLECTION:
THE PROBLEMS OF INTERPRETING
The choreographic notations from The Sergeyev Collection include some strange and
illogical segments can be explained only by choreologist’s mistakes. But it is unacceptable on
the scientific way in the researching of notation to call the text is wrong for the reason that it
does not coincided with our ideas about old choreography. All alleged mistakes should be
found by the analysis and the scholarly critique of sources. This mistakes’s mechanism of
occurrence should be satisfactorily explained. The few problem notations will be considered
in the report: the first part of ballerina’s Entree from Raymonda, the medial segments of
Aurora’s bride variation from The Sleeping beauty, Entrée of Odile and Siegfried Pas de deux
from The Swan Lake, Coda of Pas d’action from last scene of La Bayadére, Entrée and
Adagio from Pas d’action Les amours de Diane (from Le Roi Candaule). The rapporteur will
suggest explanations of mistakes and the interpretations solving all problems.
TAMWIOBA Badba PamasaH re13b1, criapuiuii ipenodabarens, Asepbationanckui
2ocyoapcmberblil nedaeoeuyeckuil yHubepcument; npenooabament, CpeoHas
CHEUUABHASL  MYSbIKAUBHAA  WIKOAG-CYOUs.  bakunckor  MysbikaasHoi
axademuu umenu Y. Taoruderiau, baxy, Asepbaionan
Vafa Ramadan gizi HAMIDOVA, Senior Lecturer, Azerbaijan State
Pedagogical University; Lecturer, Secondary Special Music School-
Studio, Hajibayli Baku Music Academy, Baku, Azerbaijan
K IIPOBJIEME WHTEPIIPETALIMIM UHCTPYMEHT AJIbHBIX HPOI/I3BE[1EHI/1171 A3EPBA[71[DKAHCKI/1X
KOMIIO3UTOPOB HA BAJIETHOI CIHEHE
Tema nmokmama OTChUIaeT K mpobieMe OajeTHOH HHTEepHpeTallid HETeaTPATbHBIX
MpOM3BEeICHUN  a3epOali/PKaHCKUX  KOMIIOUTOPOB. Takod MOAXO0A  aKTyaJeH s

-
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COBPEMEHHOro 0aleTHOro MCKycCTBa, B TOM 4YHCIE M IS a3zepOaiipkanckoro. MaTtepuaiom
aHaJuM3a CTaJd IIOCTAaHOBKM OalleTOB HAa OCHOBE HMHCTPYMEHTAIBHBIX COYMHEHHIIH:
cuMponndeckoit rpasiopsl «Jlon Kuxor» n cumdonngeckoi mosmsl «Jleinn 1 MeDKHYH
Kapa KapaeBa, ¢oprenmannoii meecel «bensle m uepHele» Xaitsima Mupsa-3azme, psaa
npomsBeneHnid @panru3 Anmu-3ane, cumdonnn «l ois» Kapa Kapaesa — dapamka Kapaera,
cumponngeckoro myrama «llyp» ®uxpera AmumpoBa u ap. B nmokmame 3atparmsaercs
BOIIPOC TIPOTHBOPEYMBOIO OTHOIICHWS K Takoi mpakTuke. B ormmume or Oanera B
MHCTPYMEHTQJIBHOM IIPOU3BEICHUM HET pEabHOrO CHOKETa M OHO HE HMEET SIBHOU
nporpamMsl. Takum oOpaszoM, GaneTHOe npeodpaskeHne HeTeaTpaIbHOH MY3BIKH B OombIIei
CTEIECHU HAcTpauBaeT CIIylIaTeNsi HA KOHKPETHbBIC CHO’KETHBIE IIEPUIIETUH, HEKEIIM KaMepHO-
HHCTPYMEHTAJIbHOE WM CHM(OHHYECKOE, KOTOPHIE MPEAIoNaraT Ooree MHUPOKHH CIIEKTP
00pa3oB.

To THE INTERPRETATION PROBLEM OF AZERBAIJANI COMPOSERS’ INSTRUMENTAL
WORKS ON THE BALLET STAGE

The topic of the report is based on the problem of ballet interpretation of non-
theatrical works of Azerbaijani composers. This approach is relevant for modern ballet art,
including Azerbaijani. The material of the analysis was the production of ballets based on
instrumental compositions: the symphonic engraving Don Quixote and the symphonic poem
Layli and Majnun by Kara Karaev, the piano piece White and Black by Khayyam Mirza-zade,
a number of works by Frangiz Ali-zade, the symphony Goya Kara Karaev — Faraj Karaev,
the symphonic mugham Shur by Fikret Amirov, etc. The report touches upon the issue of a
controversial attitude towards such practice. Unlike a ballet, an instrumental piece has no real
plot and no explicit program. Thus, the ballet transformation of non-theatrical music tunes the
listener to specific plot twists and turns to a greater extent than chamber-instrumental or
symphonic music, which involve a wider range of images.

TEJUIEP ®wimnn Ansbeproswd, cmydenm 2 kypea, kagedpa
MY3bIKAAbHOU OKYpHasucmuku, Poccuiickas axademus Myssiku .
um. I'necunwvix, Mockba, Poccus

Hayunbsm pykosoguress — barmacapsts Hagesxxpa Biiagymviposna

Philipp GELLER, 2% Vear Student, Music Journalism Department,
Gnesin Russian Academy of Music, Moscow, Russia

Scientific adviser — Nadezsda Bagdasaryan

AKTYAJIbHAS KIIACCUKA : CUHTE3 TPAIVLINI B «JIEBEJJMHOM O3EPE» AHJIPES [IETPOBA

Baner «Jlebenunoe o3epo» B mocraHoBke Anapes [lerposa (tearp «KpemueBckuit
Ganer», 1997) paccmaTpuBaeTcs B [OKJIaJe Kak MPUMEP COBPEMEHHOIO CIEKTaKIs, B
KOTOPOM OEpEeXHO COXPaHSIOTCS U Pa3BUBAIOTCS KIIACCHYECKUE TPAIUIIMH PYCCKOI OaneTHOH
mKONbl. B3sB 32 OCHOBY «CTapOMOCKOBCKYIO» penakuuio (Bepcusi bBombmioro tearpa
JOTPUTOPOBHYEBCKOM 3MOXHM), CO3JaHHYI0 10 BepcusiM AnekcaHiapa [opckoro c
nomonHeHusmu  EBrennn  J{onuHcko#, OaneTmeiicTep OMONMHWI ee  oOpasliamMu U3
neTepOyprekoi mocTaHoBKH — JiebeanHbIMK ciieHaMu JIbBa VBaHOBa M YepHBIM Ta-fie-7e
Mapuyca Iletumna. B uerBeproi, punanbHoM KapTuHe [IeTpoB TBOPYECKH MEPEOCMBICINBACT
miacTudeckue MoTuBbl JIbBa MiBaHOBa. YeTBEPTHIN aKT CTAHOBUTCS BEHIIOM U KyIbMUHALUCH
Tpareiuu — YydeHWK [puropoBmua, Amnzapeir IletpoB mpencraBiseT COOCTBEHHBIN
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cuM(OHM3MPOBAHHBIA TaHEIl, ONMpPAsCh Ha TeHUANbHYI0 My3bIKy YaiikoBckoro. Kazamoch
ObI, coelMHEHNEe (ParMEeHTOB CaMBIX Pa3HBIX ITOCTAHOBOK I'PO3HUT HMPEBPATUTH CIIEKTAKIb B
SKJIEKTHIHYIO cMech. OHaKo GajeTMeHCTep-TIOCTAHOBIIUK BIOXHOBEHHO IIEPEOCMBICIIUBACT
TPaguIlid W CO3Ma€T MENOCTHOE, JPaMaTYpTUYeCKH BBICTPOSHHOE XOpeorpadudeckoe
MOJNIOTHO. XYHOXKECTBEHHBIH pykoBoguTens Tpymnsl «KpemieBckoro Oamera» AnHapel
[leTpoB BeICTyIaeT Kak JOCTOMHBIN IPOOIDKATENh PYCCKOM KITACCHYECKOH IIIKOMIEI Oajera.

THE RELEVANT CLASSICAL BALLET: SYNTHESIS OF TRADITIONS
IN ANDREY PETROV’S SWAN LAKE

The ballet Swan Lake staged by Andrey Petrov (The Kremlin Ballet, 1997) is an
example of a modern performance in which the classical traditions of the Russian ballet
school are carefully preserved and developed. Taking as a basis the Old Moscow edition (the
version of the Bolshoi Theater of the pre-Grigorovich era), created according to the versions
of Alexander Gorsky with additions by Evgenia Dolinskaya, the choreographer supplemented
it with samples from the St. Petersburg production — swan scenes by Lev Ivanov and the
‘black pas de deux’ by Marius Petipa. In the fourth and final scene, Petrov creatively rethinks
the plastic motifs of Lev Ivanov. The fourth act becomes the crowning and culmination of the
tragedy — Grigorovich’s apprentice, Andrei Petrov, presents his own symphonized dance,
based on Tchaikovsky’s brilliant music.It would seem that the combination of fragments of
various productions threatens to turn the performance into an eclectic mix. However, the
choreographer inspiringly rethinks traditions and creates a holistic, dramaturgically
constructed choreographic canvas. The artistic director of the Kremlin Ballet troupe Andrey
Petrov acts as a worthy successor of the Russian classical ballet school.

T'EPBEP Jlapwca JIbBOBHa, dokmop uckyccmbobedenis, npogeccop,
Kagpedpa  anasumuueckoeo  Mysvikosnanus, Poccutickas
axademus umenu I'necunvix, Mock8a, Poccus

Larisa GERVER, Dr. Habil. (Doctor of Art Studies), Professor,
Analytical Musicology Department, Gnesin Russian
Academy of Music, Moscow, Russia

«BAJIET TPEX HEPA3JITYYHUKOB» JIAHUMIIA XAPMCA

XapMc co3lall HECKOJNBbKO COYMHEHHH C MY3BIKaJbHBIMH Ha3BaHMsAMH. X coctaB
yKa3bIBaeT Ha MPHLEIbHbIH MHTEPEC MI03Ta K OCHOBHBIM cepaM MY3bIKaJbHOTO HCKYCCTBA:
TeaTpalbHbIM KaHpaMm (orepa, Oainer), jKaHpaM YHCTOW MY3bIKH (CHM(OHUS, BapHaLHH,
naccakanusi — Tbecy 1moj Ha3BaHueM «CuHdonust Ne 25 Mbl HCKITIOYaeM M3 STOTO MEPEUHs B
CHIy HEOJHO3HAUYHOCTH CaMOro TEPMHHA M OTCYTCTBHS HHGOPMALMM O BO3MOKHOM
MPOTOTHUIIE, KOTOPOMY MOT CIEIO0BaThb XapMC) U MY3BIKH CO CJIOBOM (Omepa, KaHTara).
IMapagokcanbHbIM 00pa3oM, B KaXJOM U3 3THX COYMHEHMH HALIM OTPaXKCHHE XapaKTepHbIC
npusHakM npororuna, a Kanrara «Cnacenne» u «bajer Tpex HepasIydHHKOB)
BOCIIPUHUMAIOTCSI KaK TOTOBBIE K TIOCTaHOBKE BellH. «bajleT Tpex Hepa3lydyHHUKOBY» CTaBHJIICS
Ha CLICHE KaK MUHUMYM TPYIKIIbI, KDOME TOrO, CYIIECTBYeT U nepdoMaHC, Ha NPOTHKEHUH
KoTOporo Tekcr «bajera» 3a4nThIBaeTCS B CONMPOBOXACHMH Buiaeopsna. [lo omnpexneneHuro
C.B. HaGopmwukoBoi, «bamer» mpexacraBmiser coboil mompobHyo OameTMeiicTepcKyio
sKkcIumKanuio. OIHAKO B JAHHOM CIydae TEKCT HE CBOAUTCS K MUCBMEHHOMY OOBSICHEHHIO
o01Iero 3ampiciia OATETHOI MOCTAaHOBKU C WCIONB30BAHUEM YCIOBHBIX 00O3HaueHWid. Tpoe
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HEPa3Iy4HHKOB — CHHXPOHHO JIBIDKYILIMECS YYaCTHHKH TAaHLIEBAJIbHOIO TPHO — SIBIISIIOTCS
deticmgyrowumu 1uyamu, a He UCTIONHUTEIIMH poneil. C npucymei eMy HeBO3MYTHMOCTBIO
XapMc 3ampOTOKOJIMPOBANl KCTpaBaraHTHbIC MEPEMEIICHHE HEpasiydyHHKOB IO CLEHE, H
€aMo 3TO HEePEMEILCHHE MBICIUTCS UM KaK crodicerm OaleTHOro IeHCTBHS.

BALLET OF THE THREE LOVEBIRDS BY DANIIL KHARMS

Kharms created several compositions with musical titles. Their composition indicates
the poet’s targeted interest in the main areas of musical art: theatrical genres (opera, ballet),
genres of pure music (symphony, variations, passacaglia — we exclude the piece called
Synphony No. 2 from this list due to the ambiguity of the term itself and the lack of
information about a possible prototype that Kharms could follow) and music with a word
(opera, cantata). Paradoxically, in each of these works, the characteristic features of the
prototype are reflected, and the Cantata Salvation and The Ballet of the Three Lovebirds are
perceived as things ready for staging. The Ballet of the Three Lovebirds was staged at least
three times, in addition, there is a performance during which the text of the The Ballet is read,
accompanied by a video sequence. By S.V. Naborshchikova’ definition, The Ballet is a
detailed choreographer’s explication. However, in this case, the text is not limited to a written
explanation of the general idea of the ballet performance using conventional notation. Three
lovebirds — synchronously moving members of the dance trio — are the actors, not the
performers of the roles. With his characteristic equanimity, Kharms recorded the extravagant
movements of the lovebirds around the stage, and this movement itself is conceived as the
plot of a ballet action.

TJIASYHOBA Hawa HurmaTtoBHa, Kkanoudam
uckyccmbobedenus, — npogeccop,  cMapwUll  HAYUHbLL
compyonuxk, cexmop ¢poavkropa, Poccutickuti uncmumym
ucmopuu uckyccmb, Camnkm-Ilemepbype, Poccus

Naila GLAZUNOVA, PhD, Professor, Senior Researcher, Folklore
Department, Russian Institute of History of Arts, Saint
Petersburg, Russia

MOJIMOUKALIAN TPAJIMIIMOHHBIX TAHIEB B CHEHUYE CKOM UCKYCCTBE

CoxpaHeHHe KyIbTypHBIX TPAJUIUN MPOUCXOMUT UEPE3 U3YUCHUE U MOCIETYIOIIETO
MIEPEOCMBICIICHHSI 00Pa3L0B TPAAUIMOHHOM KYJIbTYpPBI, KOTOpBIE IOIY4alOT Ka4eCTBEHHYIO
MOIM(MUKAIMIO W HOBOE >KAHPOBO-CTHJIEBOE HAIlONHEHHE. IIpenMeroMm HccieaoBaHUs
JaHHOTO JOKJala CTal 3ukp — (EHOMEH, PaclpOCTPAaHEHHbIH B HCIAMCKOM Mupe. B
pe3ynbpTaTe MOAU(HKALMK TAaHLEBAIBHBIX PA3/EIOB PUTYAILHO-PEIMIHO3HOIO 3UKPAIBHOTO
JefcTBa, MMeEeTCs BO3MOXKHOCTH IIPOCIEAWTH 3a IpoueccoM (OPMHUPOBAHUS HOBBIX,
MOTCHIMAIILHO BO3MOXKHBIX JHHHHA JIMHAMHKH 3MKpa B UYCUCHCKOW, a3epOailPKaHCKOM,
Ta/DKUKCKOHM,  y30€KCKOH, TYpKMEHCKOW  Tpaauimsx. Haubonmee  mokas3aTenbHBIM
NPEJNICTAaBIACTCS TYPKMEHCKMH 3HMKp W ero Moaudukanuu B (opme pasBieKaTeIbHO-
OBITOBOrO M CIEHHUYECKOTO TaHIa Kyuimoenmu, COMPOBOKIAEMOro IPH HCHOTHEHHH, TaKKe
KaK U 3uKp, IEHUEM U XapaKTepPHbIMHU, PUTMU30BAaHHBIMH BBIKpUKaMU. [lomynspHbIil mpexie
UG B OJHOW JIOKATBHOM STHUYECKOW 30HE (B 3amagHbIX paifoHax TypKMEHHCTaHa),
Kywmoenmu PACIPOCTPAHMUIICS MTOBCEMECTHO BO BCEX perMoHax TypKMEHHCTaHa M CTal
obmeTrypkMeHCKUM. [IooT ¥ TaHIIOT Kywmdenmu Ha Tpa3fHUKaXx U TymsHmIX. C
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00peTeHreM CaMOCTOSITEIbHOCTH CTPAHbI, CTAIX MHOMYJISPHBIMH TPaHIHO3HBIE MAaCCOBBIE
MPa3JHUKH W TOCTAHOBKU ITOMIIE3HBIX TEaTPATM30BAHHBIX MpelcTaBlieHuil. Kywmoenmu
CTaJ IEHTPAIbHBIM KaHPOM MACCOBBIX 3PENTUIHBIX MeponpusThid. Jis HMCHOMHEeHus
MIPUBJICKAIOTCS JIECATKH, & €CIH KOHIIEPT MPOXOMUT HA CTAJHOHE, COTHH TAHI[YFOIIHX.
HICcrionb3yroTcst  pa3iiiuHble TEXHHYECKHE CPEICTBA 3BYKO3AIMCH, CBETOMPOXKEKTOPHAs,
TPaHCISIIHOHHASL, PAAUOYIPaBJsieMasi TEXHUKA, [TMPOTEXHHYECKHE CPENCTBa, (eliepBepKH 1
mp. TeKCThl B KyWITIAENTH, WMEIOIIHX YaCTYIICYHYIO ()YHKIIMOHAIBHYIO HAIpPaBIEHHOCTb,
UCIIOJIHAIOTCS  CaMble pa3Hble, B TOM 4YHCIE U TPaOUWIHOHHBIE, W HEIPEMEHHO,
MPOCIIABIIIONIME TPE3UICHTa, CTPaHy, CYACTIUBYIO >KH3Hb. COXPaHSIOTCS 3UKPaJIbHBIE
TaHIIEBAJIbHBIC JIBHJKEHHS, BBHIKDUKH M HEBEPOSTHBIA 3MOIMOHAIBHBIA IyX, MPHCYIHUI
9KCTATHIECKOMY COCTOSTHHUIO TIPH MCIIONHEHHUH 3HKpa.

MODIFICATIONS OF TRADITIONAL DANCES IN THE SCENE PERFORMANCE

Preserving of cultural traditions has been set through a study and subsequent
reinterpretation of traditional culture samples, with re-mastered meaning and a new genre-
style content. The subject of this research is zikr, a phenomenon in some Islamic traditional
practicing. As a result of dancing parts’ modification in the ritual-religious zikral action, we
may follow the process of formation of new possible lines of dynamics of zikr in the
Chechen, Azeri, Tajik, Uzbek, Turkmen traditions. Turkmen zikr and its modern
modifications in an entertaining form is a bright example. Day-to-day and stage dance called
kushtdepti, accompanied by singing and peculiar, rhythmic shouts during performance is
similar to zikr. Previously known at one location only (at the Western regions of
Turkmenistan), kushtdepti has spread eventually in all regions of Turkmenistan and became a
common Turkmen dance. Kushtdepti is being sang and danced at festivals and celebrations.
After independence of the country, massive celebrations, pompous shows and performances
became popular. Kushtdepti appeared to be a central genre in those massive shows and
events. Dozens are involved in the performance, and if the concert takes place at the stadium,
hundreds of dancers. Various technical means such as sound recording, light projection,
broadcast, radio-controlled equipment, pyrotechnics, fireworks, etc. are being used. Currently
the texts of kushtdepti, having mostly a folk versus construction are performed in different
ways, including traditional ones, but also glorifying the president, the country, a happy life.
The zikral dance movements, sounds and the incredible emotional spirit inherited from old
times, nevertheless are preserved in a modern performance.

[JIMBVHCKUM Basepuin Bukroposuy, doxmop
uckyccmboBederus, My3biKoBeo, He3a6uUcuMblil
uccaedoBament, Hbro—VIopK, CLIA

Valery GLIVINSKY, Dr. Habil. (Doctor of Art Studies),
musicologist, independent researcher, New York, USA

SIBJIEHUE MUPY PYCCKOCTU CTPABUHCKOI'O B BAJIETHOU TPUALE <«OKAP-TITULIA»—
«IIETPYIIKA»—«BECHA CBSILIEHHAS

banernas tpuana «Kap-ntunay—lletpymka»—«BecHa CBAIMIEHHAs» 3MOXAIBHO
3HAUMMa BO BCEX TPEX MY3BIKATbHO-UCTOPUYECKUX KOHTEKCTaXx: PYCCKOM, MPOIIIOro
CTONETHS, MUPOBOM. B Ka)J0M M3 HUX OHA yTBEpAwiIa pycCKoCTh CTPaBHHCKOTO B KaUeCTBE
SIBTICHUSI, COBOCTABUMOIO MO 3HAYMMOCTU ¢ monudonueit baxa, cumdonnzmom berxoBeHa.
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CraHoBIICHHUE pyccKocTH Kak HaIlMOHAJIbHO-XapaKTEPHOU 0COOEHHOCTH y
MIPEAIIeCTBCHHIKOB CTPaBHHCKOTO BKJIIOYANIO BCE Chepbl MYy3BIKAIEHOTO TBOPUECTBA — OT
0COOEHHOCTEH XYMOXKECTBEHHOI'O 3aMbICIa JI0 MeNbUalinX JeTaleil HOTHOTO TEKCTa.
JIBIKyIIUMH ~ CWJIAaMU ~ PYCCKOCTM  BBICTYNAIM  «TOCKa 110 MHPOBOH  KyIbTYpe»
(Manzenbmram), yOKICHHOCTh, 4TO «HaMm BHATHO Bce — ¥ OCTPBIi TauThckuid cMbIc, U
CyMpauHbIi repMaHcKuii TeHuit...» (biaok). Pycckue kommosuropst X1X — Havana XX Beka
MPOSIBJISUIM  YCTOMUYMBBIA HMHTEPEC K BXKUBAHUIO B HWHbIE MY3BbIKAJIbHBIE MHPBI,
HMH/IUBU/1yallbHO-aBTOPCKUE CTHIM. MUpPOBO33PEHUECKOM OCHOBOM 3THX BIKUBAHUHU CIIYXKHII
TACOTCIOIUI K YHUBEPCAIbHOCTH MOAYC BHJICHUS MHpPA, OCHOBAaHHBIM Ha BOCIPUITHE
PEabHOCTU B Ka4€CTBE MHOIOIIOIIOCHOI0O, MHOI'OCIOMHOI 0O, IOIUKYJIBTYPHOI'O KOHTHUHYYyMa
C HEMNpephIBHO HM3MEHSIOIIUMUCS CBOMCTBaMH. YHHBepcalu3M pycckocTd CTpaBHHCKOTO
NpOSIBUIICA B  JKECTOBO-IUIACTUYECKOM OCHOBE MY3BIKQIBHOIO f3bIKa, IO3BOJISIOLICH
BOCCO3/1aBaTh SMOLOHAJILHO MOTUBHPOBAHHbIE JIBHKEHHSI Y€JIOBEUECKOr0 Tejla, B 3ByKOBOM
aCCOLIMAaTUBHOCTH, BOBJIEKarOLIEeH IIPOCTPAHCTBEHHO-BPEMEHHBIE TIpECTaBICHUS
yenoBedeckoro Mosra. CO3HaTenbpHble 4yBCTBA, XapaKTepHble UIsl 3alaJHOEBPONEHCKOM
MY3BIKQJIEHOH 0Opa3HOCTH, B pyccKOCTH CTPaBHHCKOTO BBITECHSIOTCS IOJICO3HATEIIHLHBIMU
aMoiMAMu. baner cTaHOBUTCS U1 KOMIIO3UTOpPA IVIAaBHBIM JKAHPOM, I'JI€ TEIECHbIE IBIKCHUS
KaK MHAMKATOp MOJCO3HATEIbHBIX AMOLHOHABHBIX COCTOSTHUH HHUIMKPYIOT OOHOBJICHHE HE
TOJIBKO XOpeorpaduky, HO W BCEr0 KOMIUIEKCa MY3BIKAIBGHO-BBIPA3HTEIBHBIX CPE/ICTB.
SlBnenne wMmupy pycckoctd CrpaBuHckoro B Oanmerax ««Kap-mruma», «[lerpymkay
OCHOBBIBAeTCS Ha MOMUMOP(HOM, OOBEKTHO-M300pa3UTEIIFHOM TBOPUYECKOM METOE,
MO3BOJIAIOIIEM PACIIUPUTh PAaMKH HCHOJIB30BAHHSI PYCCKOro (hOJBKIOpPA, BIOJb 10 BBHIXOJA
3a 9TU paMKu B «BecHe CBSAILICHHOW».

REVEALING STRAVINSKY’S RUSSKOST’ TO THE WORLD IN THE BALLET TRIAD FIREBIRD—
PETRUSHKA—RITE OF SPRING

The ballet triad of Firebird—Petrushka—Rite of Spring is momentous in all three
musical and historical contexts: the Russian context, the context of the twentieth century, and
the global context. In each, the triad confirmed Stravinsky’s russkost” as a phenomenon
comparable in significance with Bach’s polyphony or Beethoven’s symphonism. In
Stravinsky’s predecessors, the process of establishing russkost’ as a characteristic national
trait included all aspects of musical creativity, from the particular traits of the artistic concept
to the smallest details of the written music. The engines driving russkost” were a ‘yearning for
world culture’ (Mandelstam), and a conviction that ‘We perceive everything—both Gallic
wit, And twilit German genius’ (Blok). Russian composers of the 19" and early 20" centuries
displayed a persistent interest in inhabiting other musical worlds and individual, authorial
styles. Serving as the foundational worldview for these inhabitations was a perspective on the
world that tended to universality, based on perceiving reality as a multipolar, multilayered,
polycultural continuum with constantly changing features. The universalism of Stravinsky’s
russkost’ surfaced in the gestural and plastic foundation of his musical language, which
allowed for the recreation of emotionally motivated movements of the human body, and in
the sound associativity that brings to bear the human brain’s spatial and temporal concepts. In
Stravinsky’s russkost’, the conscious feelings which are characteristic of Western European
musical imagery are displaced by subconscious emotions. Ballet is this composer’s chief
genre, one in which bodily movements, as an indicator of subconscious emotional states, can
prompt the renewal of not just choreography, but also the entire toolbox of musical
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expression. In the ballets Firebird and Petrushka, Stravinsky’s russkost’ is revealed to the
world as grounded in the polymorphic, object-oriented creative method, which permits an
expansion of the bounds within which Russian folklore can be used, until those bounds are
finally transgressed in The Rite of Spring.

TOJIOBHEBA IO;mst CTaHWMCIIaBOBHA, Maeucmp, cBo000HbLl
uccaedoBamens, Cankm-Ilemepdype, Poccus

Julia GOLOVNEVA, MA, Independent Researcher, Saint Petersburg,
Russia

BAJIETHASI KPUTUKA A. JIEBUHCOHA B JIOPEBOJIIOIIMOHHBIN ITEPUO/]

3ananHblii JICBUHCOHOM BCECTOPOHHHMH ITOAXOJ K aHAIM3y OaleTHOro CHEKTaKIs
(My3bIKH, CLeHOrpadHH, JUTEPaTypHOrO KCTOYHHKA) COXPAHWI  aKTYyaJbHOCTh  JIO
CETOMHSITHETO THA. B ToKIame paccMaTpuBarOTCs paHHHE KPUTHIECKHE paboThl JIeBHHCOHA,
HanucaHHele UM 3a nepuof ¢ 1911 mo 1917 roxel. B penensusx JIEBUHCOH ynensn MHOTO
BHUMaHHMs 0aeTMEHCTEPCKO IEITEIbHOCTH U MCIIOTHUTEIICKOMY UCKYCCTBY TaHIIOBIIUI] H
TaHIOBIIMKOB. OH OJJHUM M3 MEPBBIX CPEAN TEOPETHUKOB TaHIIA, 3arOBOPHII O pedopMaropax,
HOBaTOpax M MPeJCTaBUTENAX SKCIIepUMEHTaNbHbIX TedeHuil 1910-x rono. Cpeay KpUTHKOB
y «HOBOro» Oayera OBUIM CTOPOHHHKH M IPOTHUBHUKH. JIEBUHCOH CTal TeM KPUTHKOM,
KoTOpbIil pasnensi o6e mnozunmu. OH, KkKak M BonbHCKME, OTCTamBanm LEHHOCTH
KJIACCHYECKOro TaHIla, HO TP 3TOM, TaK ke, Kak 1 CBeTIIOB, CUUTAJl, YTO HOBOE B Oajnere He
CYILIECTBYET B OTPBIBE OT TPAJAULUH. B cBomx OaleTHBIX Tpylax OH, OIHHUM M3 MEPBBIX CPEIN
COBPEMEHHHKOB, YTBEPAWJI HOBBIH METOJ OLIEHKH Xopeorpaduueckoro mckyccrBa. Kpuruk
BBICBEUMBAJ BECh TEaTPAJbHBIA MPOLECC: OCMBICISUT ABW)KEHHS, BUJCN MPOOJIEMBI, TOYHO
OIPE/IEIIST U CUCTEMATHU3UPOBall OaJeTHBIC MTOHSITHSL.

BALLET CRITICISM OF ANDRE LEVINSON IN THE PRE-REVOLUTIONARY PERIOD

Levinson’s comprehensive approach to the analysis of a ballet performance: music,
scenography, literary source, has retained its relevance to this day. This article examines the
early critical works of Levinson, written by him during the period from 1911 to 1917. In the
reviews, Levinson paid much attention to the choreographer’s activities and the performing
arts of dancers and dancers. Levinson was one of the first dance theorists to talk about the
reformers, innovators and representatives of the experimental movements of the 1910s.
Among the critics, the ‘new’ ballet had supporters and opponents. Levinson became the critic
who took both sides. He, like Volynsky, defended the values of classical dance, but at the
same time, like Svetlov, he believed that the new in ballet does not exist in isolation from
tradition. In his ballet works, he, one of the first among his contemporaries, approved a new
method for evaluating choreographic art. He illuminated the entire theatrical process: he
comprehended movements, saw problems, accurately defined and systematized ballet
concepts.
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TOPBALIEBMY [lapes AnekcasapoBHa, acnupaum, Ilxosa
ousatina, Beicuias wxoaa sxonomuxu, MockBa, Poccus
Hayunmbiin pykoBogureb — KaHauaaT dwiocodckmx Hayk 'arka
Amnra ['eHHagmesHa

Daria GORBATSEVICH, Postgraduate Student, Art and Design
School, Higher School of Economics, Moscow, Russia

Scientific adviser — Anna Ganzha, PhD

BHUOrrPA®MsI HA BAJIETHOM CLIEHE: OIPEJEJIEHUE ITOHSTUS «BUOTPAGUYECKHUIA BAJIET
HA OCHOBE AHAJIN3A BAJIETHBIX CITEKTAKJIEN BUOTPA®UUYECKOI O IIUKIIA JIXK. HOUMAMEPA

B noxmame aBTop yrowHser moHsTHE «OHorpaduueckuii Oanery», BBEICHHOE B
TeaTpoBEUECKUH JUCKYpC HEMENKOW TaHIeBabHON KpHTHKOH 70-x rr. XX Beka. Ocoboe
BHHMaHHE Y/ICISIETCS PACKPBITHIO HUCCICAYeMOro KOHIENITa Yepe3 OMpe/e/iCHHEe KOHTEKCTa
€ro BO3HHKHOBCHHS, MEPCYHCICHUS XapaKTePHCTHK W XYJOXKECTBEHHBIX AJIEMEHTOB,
MPUITHCHIBAEMBIX 3PHUTENEM-KPUTHKOM CTOSIIEH 3a HUM OajeTHO# (hopMme B rofpl IpemMbep
COOTBETCTBYIOIINX CHEKTakiell «Ouorpaduueckoro mukima» xopeorpaga Jx. Hoiimaitepa:
«Meiiepbep-Lllyman» (Hem. Meyerbeer-Schumann, 1974), «/mmro3un — kak JlebGenuHoe
o3epo» (Hem. lllusionen — wie Schwanensee, 1976), «lama ¢ kamenusmi» (Hem. Die
Kameliendame, 1978), «OkHo B (Mup) Mouapra» (Hem. Fenster zu MOZART, 1991),
«Hwmxunckuit» (HeM. Nijinsky, 2000), «y3e» (Hem. Duse, 2015), «CTeKISHHbBIH 3BEpHHEI
(uem. Die Glasmenagerie, 2020), — ¢ 0JHOBpEMEHHBIM HCCIICIOBAHHEM YCIOBHIA, TPHEMOB
U CPEACTB CLICHUYECKOrO BOIUIOLIEHHs Ouorpau4eckux HappaTUBHBIX MOJEJeH B paMKax
GaneTMelcTepckoro  TBOpuYecTBa.  PaccMaTpuBaroTCS  TEXHMKM — IIOBECTBOBAHUA U
cueHorpapuu ¢ OCOObIM BHMMaHHEM K XopeorpaUuecKod JIeKCHUKE, BU3YaJIbHBIM,
CITyXOBBIM, JKECTOBBIM, BEpOAIbHBIM DPENPE3CHTAMAM WU JPYTHM MYJIBTHCEHCOPHBIM
aneMeHTaM, (OPMHUPYIOIIMM TaHLEBaJbHYl0 Ounorpaduio. Kpome TOro, aBrop NpoBOIHUT
COIIOCTABJICHUE HCCIEAYEMOr0 KOHIENTa C TAKUMH CMEXKHBIMU IOHATHAMHU  Kak
TaHIIeBaJbHBIN «aBTo-Ono-Happarus» (K. Tepuep), «epdo-mamars» u «xopeoduorpadus»
(JI. Bamu), BbISBISIET psii OCOOCHHOCTEW apamMaTypruueckodl W Xopeorpadudeckoil Gpopm
TAHLEBAJIbHBIX CIIEKTAKJIEH IOJ0OHOr0 THma, «oOlMe MecTa» M OTIM4us. B noknane
OIpe/IeNAeTCsl HOBBII MoAXo. K OnorpamyeckoMy NOBECTBOBAHHIO, PACIIMPAIOLINI CIIEKTP
€ro penpe3eHTAMil U CTpaTeruii UCIIOIHEHHMS, IPOBOAUTCS KPUTHYECKAst OLIGHKA TOr0, KaK B
TaHLEBAJIbHOM aBTOOMOrpaduIecKoM HappaTuse, CTpeMSILEeMCs OBITH
UeHTUOULMPOBAHHBIM B KauecTBE MPOM3BEICHNUs OMOrpadhMueckoro xaHpa, UCIOIb3YIOTCS
BepOanM30BaHHbIE W MHChbMEHHbIC (aBTO)OMOrpapUyYecKHe HCTOYHUKM M KaK OaleThbl
OuorpaduuecKoro MUKIa CTAHOBSATCS apXHBOM Mep(HOPMATUBHBIX TEKCTOB, BIUCHIBAIOIINX B
UCTOPHIO COOCTBEHHYIO (aBTO)OHOrpaduuecKyro jereHay xopeorpada-6asermeincrepa.

BIOGRAPHY ON THE BALLET STAGE: THE CONCEPT OF THE ‘BIOGRAPHICAL BALLET’ DEFINITION
BASED ON THE BALLET PERFORMANCES’ ANALYSIS OF THE JOHN NEUMEIER’S BIOGRAPHICAL
CYCLE

The paper specifies the concept, biographical ballet, that have been introduced into
the theatrical discourse by the German theater critics in 1970th (Wendland, J, 1974). Special
attention is paid to the disclosure of the concept through the definition of the context in which
it was being created, the characteristics and artistic elements. The latter are attributed by the
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audience/critics to a ballet spectacle behind this concept who were affected by the premieres
of the corresponding ballets of the biographical cycle created by John Neumeier: Meyerbeer-
Schumann (1974), lllusions like Swan Lake (1976), Lady of the Camellias (1978), Windows
on MOZART (1991), Nijinsky (2000), Duse (2015), The Glass Menagerie (2019). This paper
investigates concurrently the conditions, techniques and means of stage embodiment of the
biographical narrative models in the framework of ballet-making based on the analysis of the
aforementioned ballet cycle. The examination of the narrative techniques and scenography
with special attention to choreographic vocabulary, visual, auditory, gestural, and verbal
representations and other multisensorial elements forming a danced biography is conducted.
In addition, the author compares the studied concept with such related notions as dancing
auto-bio-narrative (Ch. Turner), PerforMemory and choreobiography (L. Zami), and reveals
a number of characteristics of dramaturgical and choreographic approaches accordingly,
providing a novel approach to the biographically-based narration that enhances its range of
representations and strategies of performance. In that regards, the paper captures and
critically assesses how the danced auto-bio-narrative confronts or deals with verbalized and
written (auto)biographical sources and how it simultaneously modifies them fueled by the
need to be recognized as a biographical piece, and to what extent the ballets of the
biographical cycle can be considered as an archive of the performative texts that inscribe
choreographer’s own (auto)biographical legend into history.

TOPOEEB Ilétp HukosaeBud, 00kmop UCmOpuueckux Hayx,
cmapwut  HAyuHbLI  COMpYOHUk, Kkagedpa pycckoil
ucmopuu (XIX-XXI 68.), Poccuiickuii
eocyoapcmbennviii  nedaeoeuveckutl  yHuBepcumem
umenu A.W. T'epyena, Canxm-Ilemepbype, Poccus

Petr GORDEEV, Dr. Habil. (Doctor of History), Senior
Researcher, Department of Russian History (19th-21st
Centuries), Herzen University, Saint-Petersburg, Russia

E.K. MAJIMHOBCKAS W BAJIET

Enena KoncrantuHoBHa ManunoBckas (1875-1942) ceirpana Hemanyto, XOTS Ha
MePBbIi B3I U HE OCOOCHHO 3aMETHYIO POJIb B HCTOPHU OTEYECTBEHHOH cueHbl. B 1918—
1924 rr. oHa ympaBisiia MOCKOBCKMMH TOCyJapcTBeHHBIMU (¢ 1919 r. — akanemudeckumu)
teatpamu, B 1930-1935 rr. Obuta gupexropoMm bombmioro teatpa. B Tedenune oquHHannatu
JIET JINYHOCTD, XYyA0XKECTBEHHbIE B3IVIAAbI U aAMUHHCTPATUBHAS TAKTHUKA MaTHHOBCKOH Tak
WIA MHAYe BIMSIM HA pa3BUTHE OAHOW M3 ABYX KPYMHEUIIHX OaneTHBIX Tpynn crpaHbl. Eit
MPUXOJMIIOCH YYUTHIBATH BKYChl BBICOKONOCTABIEHHBIX «KypaTopoB» Teatpa (A.B.
Jlynauapckoro, A.C. Enykumse u 1p.), NOpHHUMAaTe BO BHUMaHuE TpeOOBaHMS
MOT'YIIIECTBEHHOW MPO(CO03HON OpraHU3aluy, MPHUCIOCA0INBATECS K MAPTUHHON LIEH3Ype,
G0poThCs ¢ TArol OaseTMeicTepOB M TAHLIOBIIMKOB K 3arPAHMYHBIM I10€3/IKaM, HEPEAKO — B
OIIMH KOHell. MaJWHOBCKOH NPHUXOIWIOCh, M HEOE3yCIeIIHO, 3aHMMAaThCs HE TOJBKO
yIpaBJeHHEM TeaTpaMH, HO U obecriednBaTh ObIT apTHCTOB. Ha OCHOBE BIEpBble BBOAUMBIX
B HaydHbIi 000pPOT MarepHanoB (MpeXkIe BCEr0 u3 OOIIUPHBIX JTHYIHBIX (POHIOB
ManunoBckoid B PoccuiickoM TrocyIapcTBEHHOM apXHMBE JUTEpaTypbl M HCKYyCCTBA H
locynapcTBeHHOM IIEHTpATbHOM TeaTpaibHOM My3ee uM. A.A. BaxpymmHa) B HacTosmei
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cTaTbe W3Y4YCHBI CIOXHBIE B3aumooTHomieHuss E.K. ManuHOBCKOH, OalleTHOW TpyIIIbI
Bornbmioro Tearpa W pa3HOOOpa3HBIX JeATENCH W3 MHpa HUCKYCCTBA M TOJWTUKH, TaK WIH
MHaYe NPUYACTHBIX K Garery, B 1918—1935 rT.

ELENA MALINOVSKAYA AND BALLET

Elena Konstantinovna Malinovskaya (1875-1942) played a significant, although at
first glance not particularly noticeable role in the history of the Russian stage. In 1918-1924
she managed the Moscow State (since 1919 — Academic) theaters, in 1930-1935 she was the
director of the Bolshoi Theater. For eleven years, Malinovskaya’s personality, artistic views
and administrative tactics somehow influenced the development of one of the two largest
ballet companies in the country. She had to take into account the tastes of high-ranking
‘curators’ of the theater (A.V. Lunacharsky, A.S. Enukidze et al.), to take into account the
requirements of a powerful trade union organization, adapt to Communist Party censorship, to
fight the craving of choreographers and dancers for foreign trips, often one—way.
Malinovskaya had, and not unsuccessfully, to deal not only with the management of theaters,
but also to provide for the life of artists. On the basis of materials introduced into scientific
circulation for the first time (first of all, from Malinovskaya’s extensive personal funds in the
Russian State Archive of Literature and Art and the A.A. Bakhrushin State Central Theater
Museum), this article examines the complex relationships of Malinovskaya, the Bolshoi
Ballet Troupe and various figures from the world of art and politics, one way or another
involved in ballet, in 1918-1935.

T'OPH AnnHa BukropoBHa, kandudam uckyccmbobederus,
doyenm, Kagpedpa My3bikarvnozo uckycemba, Axademus
Pycckoeo  basema umenu A. 4. BaeamoBoii, Canxm-
Ilemepbype, Poccus

Anna HORN, PhD, Associate Professor, Musical Art Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

TAHEIL KAK KOHIIEIITY AJIbHA S WJIESI B BAJIETE-IITAHTOMUME «CKAPAMYIID SI. CUBEJINY CA

B TtBopuectBe SlHa Cubenmyca, SpKOro XyIOXKHHMKA, BBIJAIOLIETOCS MacTepa
cuM(pOHUIECKHUX MPOU3BEICHNM, OaJeTHBIN JKaHP MPEICTaBICH SIMHCTBEHHON MapTUTYPO,
KOTOpas IMOJYepKHYNa OCOOble TpaHW ero KOMIO3MTOPCKOIO TajlaHTa, CBS3aHHbBIE C
TeaTpaJIbHO-IUIACTHYECKUM HCKyccTBOM. baneTr «Ckapamymn», co3manubiii B 1913 rony mo
MOTUBaM ofHonMMeHHOW manToMuMbl [I. KHyzncena, Takke BOIUIOTWII XapaKTEpHbBIE
xynoxecrBeHnble siBiieHnst 1910-x romoB. CoaBropamu Cubenuyca cranu M. Tpenka Biok
(mubperro), xopeorpad D. Bamsbom u xymoxunk K. Humbcen. B cioxkere, obpa3zHOCTH,
TaHIEBAJIbHO-CLICHUYECKOM M 3BYKOBOM PpELICHMSX Oanera mnepervienuch crenuduyueckie
MOTHBBI KyJIBTYPbl MOJEPHA: 3KCIPECCHOHUCTCKAas HAIPSHKEHHOCTh 3BYKOBBIX 00pa3oB,
NICUXOJIOTHYECKas JeTajM3alis MY3bIKaIbHOIO JICHCTBHUS, —TeaTpalbHO-TUIACTHYECKas
N300pa3UTENbHOCTh M TOHKOE «OOBITPBIBAHKE» CEOXKETOB JIUTEPATYPHO-APAMaTHUECKOM
kinaccukd. KoHuenTyanpHOW —wmzaeed, 00O03HAUYCHHOrO aBTOPOM KaK — «Tparmyeckas
MIAHTOMHMay, CTaj TaHel. [IpeononeBas MaHTOMUMUYECKOE HA4aJlo, TAaHEl IJIaBEHCTBYET B
Oanere «CkapaMyIn», MPOHUKAET B COJEPIKATEIBHO-CMBICIOBOH M MY3BIKAJIbHBII IIAcCThI
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COYHMHEHHS, BOIUIOMIAET PAJIOCTh U MYKH YEJIOBEUECKOM JTyIIH, HEBOIIIO JTFOOOBHOW CTPAcTH U
TSDKECTh  COBEPIICHHOTO TMPECTYIUICHUs. MY3BIKabHO-TOITHYECKAE MOTHBBI ~ 0Oainera
Cubenuyca OIM3KH HEKOTOPHIM XOpeorpadUuecKiM CIIEKTAKIISIM JISTHICBCKOW aHTPENPU3BL,
a Tarke OaJeTHBIM OIycaM psijia EBPONEHCKUX KOMIIO3UTOPOB, CO3JAHHBIM B TIEPBBIC
necsaTuieTus XX Beka.

DANCE AS A CONCEPTUAL IDEA IN THE PANTOMIME BALLET SCARAMOUCHE BY JEAN SIBELIUS

In the work of Jan Sibelius — a bright artist, an outstanding master of symphonic
works — the ballet genre is represented by a single score that emphasized the special facets
of his composer’s talent associated with theatrical and plastic art. The ballet Scaramouche,
created in 1913 based on the pantomime of the same name by P. Knudsen, also embodied the
characteristic artistic phenomena of the 1910s of the twentieth century. Sibelius was co-
authored by M. Trepka Blok (libretto), choreographer E. Walbom, and artist K. Nielsen. In
the plot, imagery, dance-stage and sound solutions of the ballet, specific motives of Art
Nouveau culture are intertwined: expressionist tension of sound images, psychological detail
of musical action, theatrical and plastic pictorial and subtle ‘playing’ of the plots of literary
and dramatic classics. The conceptual idea, designated by the author as ‘tragic pantomime,’
was dance. Overcoming the pantomimic principle, the dance prevails in the ballet
Scaramouche, penetrates into the meaningful-semantic and musical layers of the composition,
embodies the joy and torment of the human soul, the captivity of love passion and the
severity of the crime committed. The musical and poetic motives of Sibelius’s ballet are close
to some choreographic performances of the Diaghilev entreprise, as well as ballet opuses of a
number of European composers created in the first decades of the twentieth century.

TOPsSIUMX Bragmmup Biagymmposiny, KaHouoam
uckyccmbobedenus, doyenm, kagpedpa meopuu my3siku Canxm-
Ilemepbypeckan  eocyoapcmBennas  KoHCepBbamopus — uMeHU
H. A. Pumckoeo-KopcakoBa, Canxm-Ilemepbype, Poccua

Vladimir GORYACHIH, PhD, Associate Professor, Music Theory
Department, Saint Petersburg Rimsky-Korsakov — State
Conservatory, Saint Petersburg, Russia
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O BEJIHOM CTPAJIAJIBLIE 3AMOJIBUTE CJIOBO. ..
(OEPA3 TIETPYILIKY B 3EPKAJIE ®OJIbKJIOPHBIX LIUTAT B BAJIETE CTPABMHCKOT O)

®donpkiopuslie ucrounuku Oanera «[lerpymka» M. @. CrpaBuHCKOro — oOMIMPHAs
TeMa, TIOCTOSIHHO NpUBJIEKalolas BHUMaHue ucciegopareneil. Cpenu MHOXKECTBA aClIEKTOB B
JIOKJIazie BEIOpaHbI J1Ba, 3aTparuBaoliie Haubosee 3HaYuMble IPoOJIeMbl, — 00pa3 IJIaBHOTO
repos ¥ poib (ONBKIOPHBIX LUTaT B MHTOHALIMOHHOW JpaMarypruu Oanera. B kauectBe
KIII0oYa K HMX PAcKpBITHIO paccMaTpuBaeTcs u3BecTHoe mucbMo CtpaBuHCckoro k A. H.
Pumckomy-KopcakoBy ot 16 nexabpst 1910 roma, B KOTOpOM KOMIIO3UTOP LUTHUPYET IBE
ropornckue mecan — «llog Beuep oceHum HeHacTHOW» W «HymHbI Mecsn». Obe mecHH
MIPUHAJIEkKAT K YUCIY «IYBCTBHUTENBHBIX», HX TEKCTHI (KOTOPBIE TAKKE OKA3aJlNCh BasKHBI
11t CTpaBHHCKOTO) coAeprkaT MOTHBBI CTpafaHuil, xaao0bl Ha Cyap0y, HECUACTHON TIOOBH,
MPUBOJAIIEH K MPEKICBPEMEHHONM cMepTH. B HameBax meceH KOMIIO3UTOP YCIHbIIIAN

79



POICTBO, 3aKIIOYCHHOE B JBYX HAYaJbHBIX HMHTOHAIUSIX, — BOCXOJSIIETO KBAPTOBOT'O
3a4MHA W HUCXOJSIIECTO YETHIPEX3BYYHOI'O MOTHBA C 3aBEPIIAIOIIMM KBHHTOBBIM CKAYKOM.
O6e 1mrarel CTpaBUHCKAN HOTHPYET B JO0 MakKOpe — TOHHYECKHH aKKOPJI KOTOPOTO
SIBIISICTCS. COCTABHOW YacTH JeWTrapMoHuu [leTpylmiku W BKIIOYaeT B ceOS HMHTOHAIUIO
KkBapThl. KBapra — CKBO3HOH MOTHB MY3BIKH Topoia B Oanere. B cBoro ouepens,
HUCXOJISIAs TMONeBKa (B TOM YHCIE C KBUHTOBBIM CKa4KOM) OOBEAWHSET PSI HAPOIHBIX
MIECCH, WCIONB30BaHHBIX B TapTUType «lleTpymkn», — Kak TUIHYHBIX JUI HAapOJHOTO
TeaTpa, TaK W HE 3aBHCHMBIX OT Hero. Takum oOpa3oM, o0a pPacCMOTPEHHBIX acleKTa
OKa3bIBAIOTCS TIYOOKO CBSI3aHBI. BKIIFOUEHHE B MY3BIKY H CONEPXKATEIBHYIO cdepy Oanera
HApOIHBIX TIECEH, HE THITUYHBIX JIJIs KoMeaui o [leTpyike, oka3anoch BaXKHBIM 3JIEMEHTOM
TpaHchopManuu (GOIBKIOPHOTO Tepos B Tepost OANETHOTO MPEICTABICHUS, MPEBPAIICHUS
030pHMKa M HAacMeNIHWKa [leTpymki B OJWHOKOro OEIHOr0 CTpajaliblla, HECYacTHOTO B
JOOBH, TOABEPTaIOIIErocsl JKECTOKMM yhaapaM cyasObl. B cBOlo ouepenpb, HalijeHHBIE
CrpaBuHcKMM B 1ekabpe 1910 roma mmWTaThl OpPraHWYHO BOLIUTH B YK€ CO3JaHHBIH
MY3BIKQIBHBIN Martepuan Oaiera. OHHM CTalM  HEJOCTAONIMM  KOMIIOHEHTOM  €To
WHTOHAIIMOHHON ApaMaTypruH, CBs3aB BOSIMHO WHIMBHIYaJbHBIH TEMaTHIECKHH KOMILIEKC
[NeTpymiky, TpaAUIIMOHHYIO MY3BIKY TETPYIIEUHOH KOMEIUH U MY3BIKY TOPOJICKHX YJIHII.

SAY A Goob WORD FOR POOR SUFFERER...
(PETRUSHKA’S IMAGE IN THE MIRROR OF FOLKLORE SOURCES IN STRAVINSKY’S BALLET)

The folklore sources used by Igor Stravinsky in his Petrushka ballet is a vast topic
that constantly attracts the attention of researchers. Among the many aspects in this report,
two are selected that touch on the most significant problems: main character’s image and the
role of folklore quotations in the ballet’s intonational dramaturgy. Stravinsky’s well-known
letter to Rimsky-Korsakov dated December 16, 1910, in which the composer quotes two
street songs — Toward Evening, in Rainy Autumn and Wondrous Moon, is considered a key
to their unlocking. Both songs belong to the category of ‘sentimental,” their lyrics (which also
turned out to be important for Stravinsky) contain motives of suffering, complaints about fate,
unhappy love, leading to premature death. In the melodies of those songs the composer heard
the similarity contained in the two initial intonations — a leap of a fourth up in the beginning
and a descending four-sound motif with a final leap of a fifth up. Stravinsky uses both quotes
in C major, the tonic chord of which is an integral part of Petrushka’s leit-harmony and
includes the intonation of a fourth. The fourth is a through motif of the city street’s music in
the ballet. In turn, the descending chant (including the leap of a fifth) unites several folk
songs used in Petrushka’s score, both typical of the folk theater and those independent of it.
Thus, both considered aspects are deeply connected. The incorporation of folk songs in the
music and ballet’s content sphere which are not typical for comedies about Petrushka turned
out to be an important element in the transformation of the folklore hero into the hero of a
ballet performance, Petrushka’s metamorphosis from a mischievous mocker into a lonely
poor sufferer, unlucky in love and subjected to cruel blows of fate. In turn, the folklore
sources found by Stravinsky in December 1910 organically entered the already created
ballet’s musical material. They became the missing piece of his intonational dramaturgy
linking together the individual thematic complex of Petrushka, the traditional music of
Petrushka comedy and city street’s music.
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Veronika GRACHYOVA, postgraduate student, Music Theory
Department, Saint Petersburg Rimsky-Korsakov State
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radio 'Petersburg’, Saint Petersburg, Russia

Scientific advisor — Pyotr Chernobrivets, PhD

CHELM®UKA XY JJOKECTBEHHOI'O 3AMBICJIA BAJIETA DPUKA CATU «Y CITY 1.
OCOBEHHOCTH EI'O BOIUIOUEHHUS

JloKiaz1 MOCBSIIEH aHAIN3Y OPUTHHAIBHOTO 3aMbICIIA, KOHLETIIMU «XPHCTHAHCKOTI0)
Oasiera Dpuka Catu «YcIya», CO3IaHHOIO0 KOMIO3UTOPOM B COJPY)KECTBE ¢ (hpaHILy3CKHM
IMcaTesIeM HCMaHcKoro npoucxokaenns Konramuuom ne Jlarypom. Mcenenyrores ¢axrsl,
Kacaromuecst TBopueckoro corpynauuectBa Catu u JlaTypa (OCBEIIAIOTCS COBMECTHbBIC
MIPOEKTHI, BBIABIIIOTCS IIEJIH, MOCTaBIeHHbIe MMH). [Ipy 3TOM aBTOp JOKJIATa AKTHBHO
obpamaercs K HMX BOCIOMHHAaHHAM, KoppecrnoHaeHind. Oco0oe BHHMaHHE YAEJICHO
IMOPETTO, KOTOpPOE SBJISACTCA YHHKAIBHBIM C JINTEPATYPHOH TOUYKM 3peHus. [Ipum stom
MOTHUMAETCS BONPOC O HAJIUYMU IEPBOUCTOYHMKA, O HEOAHO3HAYHBIX AaCCOLMAILMAX C
pomanom I'. ®@nobepa «ckymenne CBsitoro AHTOHMSY». HeopanHapHBIM INpeicTaBiseTcst
TAKKE COOTHOLICHWE BHEIIHErO CIOXKETa, CIEHMYECKOro psAfa — U MY3BIKaJIbHOIO
Marepualia, My3bIKQJIBHOIO pa3BUTHSA. B 3aKiIIOYEHUM paccMaTpHUBaeTCs —KIHOUYeBas
npobiieMa: B KaKoi CTENeHH ObLI peali30BaH JaHHbBIN XyJI0KECTBEHHBIH 3aMbICeI, CICIYeT
JIM CYUTATD «Y CITY/» OTHO3HAYHO 3aBEPLICHHBIM ITPOU3BEACHUEM?

THE ARTISTIC CONCEPTION SPECIFICS OF ERIK SATIE’S BALLET UsPuD.
FEATURES OF ITS IMPLEMENTATION

The report is devoted to the analysis of the original concept, the concept of “Christian’
by Erik Sati Uspud ballet created by the composer in cooperation with the French writer of
Spanish origin Contamin de Latour. The facts concerning the creative cooperation of Sati and
Latour are examined (joint projects are highlighted, goals set by them are identified). At the
same time, the author of the report actively appeals to their memories and correspondence.
Special attention is paid to the libretto, which is unique from the literary point of view. In this
case, the question is raised about the presence of the source, about ambiguous associations
with the novel by G. Flaubert Temptation of Saint Anthony. The relationship between the
external plot, the stage range — and the musical material, the musical development is also
unusual. In conclusion, the key problem is considered: to what extent has this artistic idea
been realized, should be considered Uspud uniquely completed work?
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«JIyx nosuHb» (1853): TOCTAHOBKA U CHEHUMECKAS CYJIbBA

Jloxnan nocBAmEH CIEeKTakIo «/lyx JONMHBI», B MEpBBIH pa3 MokazaHHOMY B 1853
rony B maprkckoMm Thédtre-Lyrique. B Haie Bpemst €ro »KaHp ONMpeelsieTcsl Kak «orepa-
Oajyer», Torja Kak aBTOPHI YKa3blBalM, YTO STO <IEreHJa B JIBYX akKTax». Bo3MOXHO,
W3HAYaJbHBI OTKa3 OT HWCIIONB30BAaHUS ONpEIeIeHUs «orepa-0aner» ObUIO CBSI3aHO CO
3HAQUMTENFHOW JIONIe TaHIEeB, NPHUCYTCTBOBaBUIMX B «Jlyxe HOMMHBD). ABTOpPOM
xopeorpapuueckux ¢parMenToB Obul ApTyp CeH-JIeOoH, 1O HEKOTOPBIM CBEICHUSIM,
BBICTYIIMBIIMK W JIMOPETTHCTOM CIEKTaKIs. [ JaBHbIE posu B «/lyXe JONWHBD» HCHONHSITH
taHuoBumkd — cam Cen-Jleon u Mapu TI'u-Crepan. Ilpum ananmsze cioxera u
UCHOJIHABIIMXCS TAHIEBAJIbHBIX HOMEPOB MOXHO IPHUHTH K BBIBOXLY, YTO 3HAYUTEIHHOE
BJIMSIHYME HA HUX OKa3alM co3faHHble paHee Oanetsl. B «/lyxe nonuHb CeH-JIeoH BBICTYITHII
HE TOJIBKO Kak Xopeorpa) M TAHLOBIIMK, HO M KaK KOMIO3MTOp, W CKpHIIa4-BUPTyo3. B
YaCTHOCTH, B TIEPBOM JEHCTBUH OH UCIIOJIHSI CKPUIIMYHYIO IIbECY COOCTBEHHOTO COYMHEHHMS,
«YTpo B IepeBHE», IMEBIIYIO OONBIION ycreX y myonuku. «J{yx momuns» B 1853 romy Obu1
MOKa3aH TPUILATh BOCEMb Pa3, HO Ha 3TOM €ro HCcTopus He 3aBepiumiach. B 1855 rony Cen-
JleoH Ha OCHOBE 3TOro CIEKTaKIIsA co3nai Oaner «/lyx», nepepaboTaB JIMOPETTO U COXPaHUB
xopeorpapuyeckue Homepa. Cieanyroliee NpeoOpa3oBaHUE CHEKTAKIIS MPUBENIO K CO3IAHHIO
6anera «Cupora Teonunna, win J{yx noiaussy, kotopsiii Cen-Jleon nmokaxer B [lerepOypre
B 1862 romy. DTa HCTOpHs MOCTENEHHOW TpaHChHOpPMAIMU XYyHI0KECTBEHHOIrO 3aMbicia (0T
OHOTO JKaHpa K JpYroMmy) MOpeAcTaBisieT co0OH IMyTh Pa3BUTHA CIHEKTAKIS, HEPEIKO
BcTpevaBimiics B XIX Beke.

LE LUTIN DE L4 vALEE (1853): STAGING AND STAGE FATE

The report is dedicated to the performance Le lutin de la vallée (Spirit of the Valley),
which was shown for the first time in the parisian Thédtre-Lyrique. Nowadays, its genre is
defined as ‘opera-ballet.” The authors pointed out that this is ‘a legend in two acts.” Perhaps
the original refusal to use the term ‘opera-ballet” was due to the significant proportion of
dances that were present in the Le lutin de la vallée. The author of the choreographic
fragments was Arthur Saint-Léon, who, according to some information, was also the librettist
of the play. The main roles in the Le lutin de la vallée were performed by dancers — Saint-
Léon himself and Marie Guy-Stephan. When analyzing the plot and the dance numbers
performed, it can be concluded that the previously created ballets had a significant influence
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on them. In Le lutin de la vallée, Saint-Léon performed not only as a choreographer and
dancer, but also as a composer and virtuoso violinist. In particular, in the first act he
performed a violin piece of his own composition, Une Matinée a la campagne (Morning in
the village), which was a great success with the public. Le lutin de la vallée was shown 38
times in 1853, but its story did not end there. In 1855, based on this performance, Saint-Léon
created the ballet Le lutin (Spirit), reworking the libretto and retaining the choreographic
numbers. The next transformation of the performance led to the creation of the ballet
Théolinda, ou Le lutin de la vallée (Théolinda I’orpheline, Theolinda, or the Spirit of the
Valley), which Saint-Leon will show in St. Petersburg (1862). This story of the gradual
transformation of artistic design (from one genre to another) is a path of development of the
spectacle, not uncommon in the 19% century.

I'PBI3SYHOBA Osnbra BanepueBHa, xanoudam uckyccmbobederus,
doyenm,  kacpedpa  Oasemmeiicmepckoeo  06pasobanus,
Axademus Pycckoeo barema umenu A. f. Baeanobotu, Cankm-
Ilemepbype, Poccus

Olga GRYZUNOVA, Associate Professor, Balletmaster Education
Department, Vaganova Academy of Russian Ballet, Saint
Petersburg, Russia

BHEJIPEHUE LIU®POBBIX TEXHOJIOI' M B XOPEOTPAD IO

IMonsTne «mdpoBoe (IUrHTAIBHOE) HCKYCCTBOY» PAaCCMAaTPHUBAIOT KaK OTAEIBbHOE
HaIpaBJICHHE B MeJHa HCKYCCTBE, CO3/aHHOE C MCIIONb30BAaHUEM IH(PPOBBIX AITOPUTMOB,
BOCIIPOM3BOIMMOE ¥ PacHpOCTpaHsoLIeecs OCpeCcTBOM LU(PPOBBIX TEeXHONOrHi. B mopy
cBoero 3apokaeHuss B 1950-1960-e rr. meama HUCKycCcTBO W IM(GPOBOE HCKYCCTBO
NPOSIBISUINCE B cepaX aMEpHKaHCKOrO0 HEOaBAHTapAHOIO HMCKYCCTBA, XYIO)KECTBEHHBIX
9KCIEPUMEHTOB, aKIMOHU3MA. OKCIEPHUMEHTHl 10 CO3JAaHHUI0 T.H. KOMIIBIOTEPHOM
xopeorpaduu U Mo PEeLICHUI0 HACYIIHBIX IPo0ieM XopeorpadoB ¢ MOMOIIBI0 KOMIBIOTEPOB
BOCXOJIAIT K 3TOMY JKe Ieproay. B poknazne Oyayr paccMOTPEHbI NEPBbIC MONBITKH CO3/1aHUS
KOMIIbIOTEpHOI Xopeorpaduu XKannoit Xeiic buman, pazpaborku Maiikina Homna. Vx onbITe
HAaMETWIA OCHOBHBIC ITyTH BHeJpeHUs IH(POBBIX TEXHOJOTWil B cdepy xopeorpadumu:
cO3/1aHNe KOMIIbIoTepa-xopeorpada, BU3yaJIM3alMs JAHHBIX O Xopeorpaduu C MOMOLIBIO
KOMIIbIOTEpa 71 aHaJIM3a TaHLEBaJIbHBIX (GOPM M JIBIKEHHUI, paCliO3HABAaHUE JABYKECHHIT 115
HUX TOCIENYIOIEro MepeBoJa B TaHUeBalIbHYr0 HoTamuio. C 1990-x TexHMYeckuil u
XYJOXKECTBEHHBII MOTEHIMAN LHU(POBBIX HHCTPYMEHTOB Ha MPAKTUKE M3y4all Xopeorpadsl
Mepc Kaununrem, Yusibsam @opcaiit, Vaitn Makl 'perop. B Haium 1au BHeapeHue HuppoBbIX
TEXHOJOTMH B COYMHHUTENILCKYIO IIPAKTHKY Yyxke He peakoctb. OpHu xopeorpadsl co
BPEMEHEM OTKa3bIBAIOTCS OT COTPYIHHYECTBA C KOMITBIOTEPAMH, MOCKOJIBKY CYHMTAIOT, 4TO,
JieTIerupyst  TBOPYECKHH IpoLecC MalllMHe, YeNOBeK PHCKYeT HOTepsTh COOCTBEHHOE
BoOOpakeHHe. JIpyrue IOCTaHOBIIMKM MOJAraloT, YTO 5TO, HANpoTuB, 3(GQEKTHBHBIN
WHCTPYMEHT Ul CTUMY/IMPOBAaHHS KPEaTHBHOCTH, M OHH HE OCTaBJISIOT MOIBITOK JOOUTHCS
OT KOMIIBIOTEPHOHN X0opeorpaduu Xya0KeCTBEHHO-ICTeTHIEeCKOro 3 dexTa.
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INTRODUCTION OF DIGITAL TECHNOLOGIES INTO CHOREOGRAPHY

The concept of “digital art” is considered as a separate direction in media art, created
using digital algorithms, reproduced and distributed through digital technologies. At the time
of its immediate origin in the 1950s and 1960s, media art and digital art manifested
themselves in the field of American neo-avantgarde art, artistic experiments, and actionism.
Experiments on the creation of computer choreography and on solving urgent problems of
choreographers with the help of computers date back to the same period. The report will
review the first experiences of creating computer choreography by Jeanne Hays Beaman, the
development of Michael Noll. Their experiments set the main vectors of the introduction of
digital technologies in the field of choreography. Since the 1990s, the technical and artistic
potential of digital tools has been studied in practice by Merce Cunningham, William
Forsythe, Wayne McGregor. Nowadays, the introduction of computers into the practice of
choreographers as a composing tool is no longer uncommon. Some choreographers quickly
abandon this practice, because they believe that by delegating the creative process to a
machine, a person risks losing his own imagination. Other choreographers believe that it is an
effective tool for stimulating creativity, and they do not give up trying to achieve an artistic
and aesthetic effect from computer choreography.

JEHVICOB Augpent Bragumuposud, dokmop uckyccmbobedens,
npocpeccop, kacpedpa ucmopuu 3apybdexroi mysvixu, Cankm-
[lemepbypeckas eocydapcmBennas KoHcepBamopus umeHu
H. A. Pumckoeo-Kopcaxoba, Canxm-Ilemepbype, Poccus

Andrei DENISOV, Dr. Habil. (Doctor of Art Studies), Full Professor,
Western Music History Department, Saint Petersburg
Rimsky-Korsakov State Conservatory, Saint Petersburg,
Russia

«BEATPUYE» BOPUCA THIEHKO: TPAKTOBKA CIOXETA U XXAHPA

B «beatpuue» coeuHWINCH JBE Belyllue >KaHPOBbIE JIUMHUM TBOopuecTBa bopuca
Tumenko — OGaner W cuMOHUS. DTUM OOBSCHAETCS AaBTOPCKOE OIpe/eICHHE
COUMHEHHM — «XOpeo-cHM(OHHMYECKass LUKIMaga», NPEINoNaraiee eIHHCTBO
IUIACTHYECKOr0, CLEHOrpaduueckoro u My3bIKaJIbHOrO IUIAaHOB. B OCHOBe mocieaHero
JIKUT COHATHAs APAaMaTyprusi KOHGIMKTHOTO THIA — MEIUTAaTHUBHEIE SO0 CMEHSoTCS
pa3paboTOYHBIMKU pa3JenaMd ¥ MOIIHBIMU KYJIbMHHALMOHHBIMH B3pbIBAMH OpKECTpa,
MHOTJ]a PEBOCXOAIIMMHU PEIEIbl CIIyXOBOrO BOCIpHUATHSA. [IpH 3TOM HEKOTOPbIE TEMBI
UMEIOT KOHCTPYKTUBHOE 3HAUEHUE Ha MPOTSHKCHUM BCEro LUKIA (B MEPBYIO OYepe.b 3TO
tembl bearpuue u Jlanre). Croxer counHeHus TuineHko obnagaer ocoboi
MHOT'OIUIAHOBOCTBIO. 37ieCh €CTh M My3blKalbHas Ouorpadus camoro Jlanre, u Tema
MBITapCTB HA TOM CBETE, U3BECTHAS M [0 ETMIETCKOI U peBHErpeYecKoid MU(OIOTHH, 1

[0 XPHUCTHAHCKUM aNOKPU(PUYECKUM TMaMITHHKaM, HAaKOHEL — KOCMOTOHMYECKas
uepapxusi MHpa, JaHHas B MPOCTPAHCTBEHHOM M BPEMEHHOM  cpe3ax.
MHOro3HaYMTENbHBIM BBITJISIAMT Ha3BaHne — «bearpuue» — ee obpa3 M ecTh

MOJJIMHHBINA CMBICTIOBOM IEHTp IKkiIa. He crmydaitHo OH comepuT mapauiend ¢ MudoM
06 Opdee m DOBpHuauKe, CTONb YacTO NPUBICKABIIMNM KOMIIO3UTOPOB PA3HBIX 3MOX.
Bonpmryro pons urpaer HoTorpadguyeckas CHMBOJIMKA — FMEHA TJAaBHBIX TE€pPOEB,
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YHCIIOBBIE COOTHOIICHMS 3aIIM(pOBaHBl B MY3BIKAIPHOM Matepuaie cuM@onuil. Bo
MHOT'OM 3TO OBUTIO MHCHHPHPOBAHO CAMUM II€PBOMCTOYHHKOM, COJEPIKAIIUM OTPOMHOE
KOJIMYECTBO CKPBITHIX, 930TEPHIECKHX CMBICIOB. KpoMe TOro, ecTecTBEHHO, YTO TEKCT
npou3BeicHNsT JlaHTe ameiutmpyeT W K 3pHTENBPHOMY THITy BocmpusaTus. llaprurypa
cuM(pOHHI N300MITyeT peMapKaMy, TTOJCKA3bIBAIONIIMHY U TOPSIOK Pa3BUTHS CIOKETHOH
JpaMaTypryH, U MOSIBJIEHHE KOHKPETHBIX T'€pPOeB — MHOI'OYHMCIEHHBIX OOUTaTeIeld Mupa
«Komennuy». Benrka pornb 3ByKoM300pa3uTeNIbHOIO Havyaia, 0e3 JIMITHIX KOMMEHTapHEB
MO3BOJIAIONIAS.  YBUJETh KapTHHBI KaTaKIM3MOB B IIPEUCIIOAHEH, MHCTHYECKYIO
npoueccuio B Uuctuimine, paickyro JecTHUIy B HeOecax. 3aBepiieHue 1ukiia cuMdoHuit
norpedoBasio 0T THINEHKO 3HAYNTEIHHOIO BPEMEHH — HH OIUH JIPYrod OIyC He
co3maBayicss UM Tak jgoiro. OH cTajg HepBbIM KOMIO3HTOPOM, BOIUTOTHBIIMM (alyry
TBopeHust Jlante monHOCTBIO. HeymuBurenmsHO, uTO Bocmpustue «bearpuue»
MIpeATIoNaraeT OrpOMHOE HANpspKeHHWE BHUMAHWS CIYIIATeNs — SMONMOHAJBHAs CHa
COYMHEHMs] HeoOBIYalfHO BeNWKa, KaKk M CMBICIOBOM MacmiTab camoilt «bokecTBEeHHOH
KOMEJIUI.

BEATRICE BY BORIS TISHCHENKO: INTERPRETATION OF THE PLOT AND GENRE

Beatrice combines two leading genre lines of Boris Tishchenko’s work, ballet and
symphony. This explains the author’s definition of his work — ‘choreo—symphonic
cycliad,” which assumes the unity of plastic, scenographic and musical plans. The latter is
based on sonata dramaturgy of a conflict type — meditative solos are replaced by
development sections and powerful culminating explosions of the orchestra, sometimes
exceeding the limits of auditory perception. At the same time, some themes have a
constructive meaning throughout the cycle (first of all, these are the themes of Beatrice
and Dante). The plot of Tishchenko’s cycle has a special versatility. There is a musical
biography of Dante himself; the theme of ordeals in the transcendent world, known both
from Egyptian and ancient Greek mythology, and from Christian apocrypha; finally —
the cosmogonic hierarchy of the universe, given in spatial and temporal sections. The
name Beatrice looks meaningful: her image is the true semantic center of the cycle.
Important to notice its parallels with the myth of Orpheus and Eurydice, which so often
attracted composers of different eras. An important role plays notographic symbolism —
the names of the main characters, numerical ratios are encoded in the musical material. Of
course, this was inspired by the original source itself, which contains a huge number of
hidden, esoteric meanings. The text of Dante’s work also appeals to the visual type of
perception. The score of symphonies is full with remarks that suggest both the order of
the plot dramaturgy development, and the appearance of specific characters — numerous
inhabitants of the Comedy world. The role of the sound-imaginative principle is great,
allowing to see pictures of cataclysms in the underworld, a mystical procession in
Purgatory, a staircase in heaven. The completion of the symphonies cycle required
considerable time from Tishchenko — no other opus was created by him for so long time.
He became the first composer to embody the plot of Dante’s creation completely. It is not
surprising that the perception of Beatrice requires a huge effort from the listener — the
emotional power of the composition is unusually great, as is the semantic scale of the
Divine Comedy itself.
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OEHVICOB Cemen I'ne6oBwd, xanoudam uckyccmbobedenus,
Ooyenm, kagedpa MY3biKaAbHO20 Uckyccméa, Axademus
Pycckoeo  barema umenu A. Sl Baeanobou, Canxm-
Iemepbype, Poccus

Semyon DENISOV, PhD, Associate Professor, Musical Art
Department, Vaganova Ballet Academy, Saint Petersburg,
Russia

PUTM BEHCKOI'O BAJILCA B «BAJILCE» PABEJIS

Xopeorpadrueckas modma M. Pasens «Baibey» dale UCIONHSACTCS KaK KOHIICPTHAS
Ibeca, 9eM KaK CLIIEHHYECKOe IPOM3BEICHIE, XOTS IIepBOHAYAIBHO MTpeaHa3HaYaIach IMEHHO
JuIs Gajieta, 4TO HE pa3 MOAYEPKHBAIOCH CAMUM KOMIIO3UTOpPOM. [ Hero 3To HeOobIIoe
1Mo 00beMy COYMHEHHE, OYEBHIHO, OBUTO BechbMa BaXHBIM. OO0 9TOM TOBOPHUT, BO-TIEPBBIX,
JUTUTEIEHOCTh PaboThI: 3aMbIcen «Baikca» oTHOcHTCS K 1906 romy, a OKOHUEHA IMapTUTYpa
Toibko B 1920-m. Bo-BTOpEIX, PaBens cneman Bepcuym Ai1st OHOTO U TSI IBYX (pOpPTETTHAHO,
OYEBHIHO, CTPEMSICh K IIMPOKOMY PaclpocTpaHeHHIo nbeckl. HakoHen, «Babcy mocmyxun
TIOBOJIOM JUTS pa3pbiBa Paens ¢ [SruieBbIM: IPOCITyIIaB MY3bIKY, HMIIPECAPHO OTKA3ajcs OT
IUIaHa TIOCTAHOBKH CO CBOEH TPYMIIOH, YTO TITyOOKO OCKOpOMIIO KomIto3uTopa. M3BecTHo (B
TOM 4HCJIE 10 MMcbMaM PaBerst), 4To ¢ caMoro Havaja MpoW3BEJCHHE ObUIO 3aayMaHO Kak
«nanp namsti» Moranna lItpayca u 1omKHO ObUTO Ha3bIBaThCs «BeHay; KOMITO3UTOp MHcal
0 CBOEM NPUCTPACTHU «K 3THM YapyIOILUM PUTMaM», UMes B BULy UIMEHHO BEHCKHE BaJIbChI.
HccnenoBatenu HaxodsIT B HEKOTOPBIX 3mu3onax «Bambca» Paens mpsMoe cXOACTBO ¢
myssikoii W. Illtpayca. O puTMudecKkoM cBOe0oOpa3iy BEHCKOW BaIbCOBOM TPaIHLIMH MHUIIYT
MHOT'HE aBTOPbI, @ B HOMEHKJIATYpe OaJIbHBIX TAHLIEB BEHCKUI BaJIbC BBIACIICH B OCOOBII BH L.
B TexHHKe COBPEMEHHOr0 Bajbca OTMEYAETCS HEPEAKas 3aJepiKKa «Ha CUeTe ABay, KOTopas
OTHMMAaeT HEKOTOpOe BpeMs OT MEePBOrOo WIM TpeThero cuera. B MysbikanpHOM
SHUMKIONeINH KoHcTtatupyercs: «Jlimst BamscoB WM. Iltpayca xapakTtepHO HeOOIbIIOE
YKOpPOYEHHE IIePBOI 10U NPH HCHOIHEHWH». JTa CBOEOOpa3Has HEPOBHOCTb JBH)KCHUS
COCTaBJIIeT WHIUBUAYalbHYIO YEpPTYy BEHCKOTO CTHJIA, HO OHAa W3BECTHa HE BCEM
ucnonautensM. B «Banbce» PaBesist oHa MMeeT CMBICIIOBOE 3HAYCHHE: MY3bIKAIbHbIH 00pa3
Benbl 0cHOBaH Ha criel()UYECKOM BEHCKOM «IHaeKTu3Me». [locTaHoBKa, OCyIeCTBICHHAS
@. AurroHoM (¢uabeM 1958 roma gocrymned B Youtube) B 3TOM OTHOIIEHHH NPOTHBOPEYKBA: B
xopeorpauu CHCTEMaTHYECKH IPUCYTCTBYET BBIPA3HTENbHBIA AKIEHT Ha BTOPOW 10ie
TakKTa, B TO BpEMs KaK MY3BIKAJIbHOE CONPOBOXKACHHE 3BYYUT PABHOMEPHO, HE YUHUTHIBas
«BeHCKOW» crienuduky. KoMIbIOTEpHBIE TEXHOIOIHH TIO3BOJISIOT HE TOJIBKO 3a()MKCHPOBATh
TOHKHE PHUTMHYECKHE OCOOGHHOCTH MY3bIKaJbHOM 3aluCH, HO M M3MEPUTh UX
KOJIMYECTBEHHbIE I0Ka3aTeNnu. MOXXHO IHPOIAEMOHCTPUPOBATh PA3HUIY B JUIMTENBHOCTSIX
TakKTOBBIX Joiei B Banmbcax LlItpayca u «Banbce» PaBenst B opkecTpoBoii u (opTenuanHoi
BEPCHM Ha MpUMEpEe HCIONHUTENEH, COOMIONAIOMMX M HE COOJIOJAIONIMX BEHCKYIO
TPaHILHIO.

VIENNESE WALTZ RHYTHM IN RAVEL’S LA VALSE

Maurice Ravel’s choreographic poem La Valse is more often performed as a concert
piece than as a stage work, although it was originally intended specifically for ballet, which
was repeatedly emphasized by the composer himself. For him, this short work was obviously
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very important. This is evidenced, firstly, by the duration of the worktime: the idea of La
Valse dates back to 1906, but the score was completed only in 1920. Secondly, Ravel made
versions for one and two pianos, obviously striving for the wider popularity of the piece.
Finally, La Valse served as the reason for Ravel’s break with Diaghilev: after listening to the
music, the impresario abandoned the production plan with his company, which deeply
offended the composer. It is known (including from Ravel’s letters) that from the very
beginning the work was conceived as a ‘tribute to the memory’ of Johann Strauss and was to
be called Vienna; the composer wrote about his predilection ‘for these enchanting rhythms,’
referring precisely to the Viennese waltzes. Researchers find in some episodes of Ravel’s La
Valse a direct resemblance to the music of Strauss. Many authors write about the rhythmic
originality of the Viennese waltz tradition, and in the nomenclature of ballroom dances, the
Viennese waltz is singled out as a special type. In the technique of the modern waltz, there is
a frequent delay ‘on the second count,” which takes some time from the first or third count.
The Musical Encyclopedia states: ‘Waltzes by I. Strauss are characterized by a slight
shortening of the first beat during performance.” This peculiar unevenness of movement is an
individual feature of the Viennese style, but some performers are uninformed of it. In Ravel’s
La Valse, it has a semantic meaning: the musical image of Vienna is based on a specific
Viennese ‘dialecticism.” The production carried out by F. Ashton (1958 film is available on
Youtube) is contradictory in this regard: the choreography systematically has an expressive
emphasis on the second beat of the measure, while the musical accompaniment sounds
evenly, without taking into account the ‘Viennese’ specifics. Computer technologies make it
possible not only to fix the subtle rhythmic features of a musical recording, but also to
measure their quantitative indicators. It is possible to demonstrate the difference in the
duration of beats in the waltzes by Strauss and Ravel’s La Valse in the orchestral and piano
versions using the example of performers who observe and do not observe the Viennese
tradition.

IOKYBATUAHOBA  Cayne  basnbOanteBHa,  cmapuwui
npenodabamens, kagpedpa basemmericinepckoeo ucKyccméa,
Kasaxcxas nayuonasvhas axademus xopeoepagpuu, Acmana,
Kasaxcman

Saule DZHUBATCHANOVA, Senior Lecturer, Ballet Master’s
Art  Department, Kazakh  National —Academy of
Choreography, Astana, Kazakhstan

TIPETBOPEHME KA3AXCKUX HALIMOHAJIbHBIX TPAZMLIMIA B TAHUEBAJIbHBIX CLIEHAX
B OIEPE E. PAXMAJIMEBA «AJIIIAMBIC)

B nokiane aBTOp paccMaTpHBAaeT TaHIEBAJIbHO-XOPOBBIE CLEHBI, KaK LEIOCTHBIH
000011eHHbIN 00pa3 Hapona B omnepe E. PaxmanueBa «Anmambicy. MacuirabHble HapOIHO-
KaHPOBble W O00PsSIOBO-OBITOBBIC CLICHBI B JpaMaTypruM ONEpbl TPAKTYIOTCS uepe3
TaHIEBAJIbHO-X0peorpadueckue KapTHHBI. B I1e10M 1O 3aMBICIY ¥ SITHYECKOMY pa3Maxy
TaHIEBAJIbHO-XOPOBBIE CILEHbI JOCTOHHO MPOAOIKAIOT JIMHUIO, HIAYLIYIO OT MOHYMEHTAJIBHO-
XOPOBBIX OINEPHBIX CIEH PYCCKHX KOMITO3UTOPOB. HEoOXOIMMO TakKe OTMETUTDH BIMSHHUE
pycckux xopeorpaduuecknx KOMIIO3UINI Ha TaHIEBaJIbHBIE CLEHBI onepsl. OOpa3 Hapozaa B
omepe  packpelBaeTcsi  Ojarofaps HAIMOHAJIBHBIM  TaHLEBAIHHO-XOPOBBIM  CLICHAM,
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JEMOHCTPUPYS MOpPATBbHO-3THYECKHE KadecTBa, CaMOOBITHOCTh, ONTHUMH3M Ka3aXCKOTo
Hapopa. Kommosurop cozgaer Menoaun, GIU3KHe, IMHPOKO XapaKTEpHBIE KaHpaM HapOIHOTO
BOKAJIbHOT'O HCKYCCTBa, MelnoAvka PaxmanueBa oTiaM4aeTcs KaHTWICHHOCTBIO, IIUPOTON U
cBobOooit mprxanus. Haponuerni ckasurens (oicupay) BBICTYIIAET B PONH XyZO’KECTBEHHOTO
[pUeMa, aKLCHTUPYs] BHUIMaHHUE Ha ApaMaTypruu OIephl.

IMPLEMENTATION OF KAZAKH NATIONAL TRADITIONS IN THE DANCE SCENES
OF Y. RAKHMADIEV’S OPERA ALPAMYS

In this paper, the author considers dance and choral scenes as a holistic generalized
image of the people in E. Rakhmadiev’s opera Alpamys. Large-scale folk-genre and ritual-
everyday scenes in the dramaturgy of the opera are interpreted through dance-choreographic
pictures. On the whole, in terms of conception and epic scope, the dance and choral scenes
worthily continue the line that goes from the monumental choral opera scenes of Russian
composers. It is necessary to note the influence of Russian dance culture on the dance scenes
of Rakhmadiev’s opera Alpamys. The image of the people in the opera is revealed through
dance scenes, demonstrating the moral and ethical qualities, originality, optimism of the
Kazakh people. The composer creates melodies that are close to, widely characteristic of the
genres of folk vocal art, the melody of Rakhmadiyev is distinguished by cantilena, breadth
and freedom of breath. The folk narrator (girau) acts as an artistic device, focusing on the
dramaturgy of the opera.

JOPXXMEBA Tancana ComHOMOBHA, achupanmka, kagedpa
coBpemenHOll  XOpeoepagpuy U CUEHUHEeckoeo MaHyd,
Poccuiickuii  uncmumym — meampaivHoeo — uckyccméa,
Mocxk8a, Poccus

HayunpIil pykoBoguTenb — KaHOWMIAT VICKYCCTBOBEIEHVIS
JTermrHckmin AHTOH AHATOJIHEBUY

Galsana DORZHIEVA, Postgraduate Student, Contemporary
Choreography and Stage Dance Department, Russian
Institute of Theater Arts, Moscow, Russia

Scientific adviser — Anton Leshchinsky, PhD

PA3BUTHE BAJIETA BYPATUU B TEPUO/ XYJOXECTBEHHOI'O PYKOBOJICTBA Mopruxuro UBATA
(2012-2019)

B mokmage paccoTpeH MEpHON XYAOKECTBEHHOTO PYKOBOACTBA  SITOHCKOTO
xopeorpada Mopuxupo MBata B BypsaTckoM rocyaapCTBEHHOM aKaIeMHYECKOM TeaTpe
onepst u Ganera um. .11, Lpasrmkamnosa (2012-2019 rr.). Ero npuxoj B Teatp 03HaAMEHOBAIT
HOBBIN 3Tam B ucropuu Oypsitckoro Oamera. Mopuxupo VBara, rpaxknanuH SImoHuu, cran
nepBeiM B PoccMM MHOCTpaHIieM, CTaBIIMH XyHIOXKECTBEHHBIM DYKOBOAMTENIeM Oaneta
rOCYJapCTBEHHOI0 aKajeMuyeckoro Tteartpa. IIpuxom xopeorpada coBHANI C OTKPBITUEM
Bypsrckoro rocyapcTBEHHOr0 akaJeMHUECKOTr0 TeaTpa Mocie UIMTEIbHOI PeKOHCTPYKIIUH.
3a Bpemsi xopeorpad) YCTAaHOBHI B TeaTpe AUAJIOr MEXIy OypSTCKOM, SIITOHCKOM U PYCCKOM
KyJIbTypaMH, OB HAa X B3aUMHOE OOoralieHne U Xy/10)KeCTBEHHYIO HHTeTpanuio. beina
nponenaHa Oonbinas paboTa Mo OOHOBJIEGHHUIO perepTyapa, KOTOPBIA MO BCEM KPUTEPHUSIM
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CTaJ COOTBETCTBOBATH CTATYCy aKajeMudeckoro tearpa. M3ydenue nesrensaoctn M. MBata
TIOATBEPIKIAET €r0 YETKOE CIIEA0BAHNE BBIIBHHYTHIM IEJISIM — BOCCTAHOBJICHHE M PAa3BUTHE
KJIaCCHYeCKOro Haciuenus. B mepnox ero pykoBoacTBa B OypsTCKOM TeaTpe OBLIO
MOCTaBJIEHO JBEHAAUATh crekrakineil: «Tamamm» Ha My3bIKy Tpymmsl «Kodoy, «Cumss
nruna» I1.3. TypcyHoBa, «BamemyprueBa Houb» III. I'yno, «/lom Kwuxor» JI. Munkyca,
«baxuncapaiicknii pontan» B.B. AcadreBa, «basmepka» JI. Munkyca, «Ilep I'torT» D.
I'pura, «Jlebemunoe o3epo» IL.U. YaiikoBckoro, «Kommemmss» JI. [enmba, «[LlenkyHank»
I1.U. YaiikoBckoro, «Kopcap» A. Anana, «Tamucman» P. Jlpuro. B ator nepron GanerHas
Tpyrmna Bypstuum mpoBema psx yCHEMIHBIX TacTpoliei, BKIIOYAs BHICTYIUICHHS B SIIOHUWM,
Wranuu, a Ttake B ropomax Poccum — Mockse, Hpkyrcke, Yute, Bnaausoctoke,
Xabaporcke. B 2016 r. Ha 6a3e Tearpa Oblia OTKPHITA TiepBas yacTHas OayieTHas mkona M.
UBara B BypstHm, crmocoOCTByIOmas MOATOTOBKE JeTed Ui MOCTYIUIEHHWS B OypsTCKOe
xopeorpagudeckoe yammumie. B 2013 n 2018 . oH cran opranu3atopoM MexIyHapoIHOTO
¢dectuBans Oamera wM. Jlapucer CaxesHoBoi u Iletpa AbameeBa. B 2014 r. co3man
Kynerypueiit  ¢oHn Mopuxupo VBaTta, comelcTBYyIOIMH  pa3BHTHIO  HCKYCCTBA,
xopeorpaduueckoro o0pa3oBaHUS M COXpPAHEHHIO KyJlbTypHoro Hacimemus. B 2019 r.
Kynberypastit honn nposen Iepsbiit Poccuiicko-sroHCKUH eBpa3uiCKuii KOHKYPC apTHCTOB
Oasiera, B KoTopoM npuHsiM ydactue 150 aprucroB u3 Kuras, Monromun, Cunramypa,
Snonnn u pernoHoB Poccum. Bonbiryro moms3y Ui JanmpHeHmiero pa3surHs Oanera B
pecnyOnuKke mpUHECTa Ta OrpoMHasi padora, KOoTopyro mpoBen M. MBaTta mo ykpernseHHIo
PO(eCCHOHAIBHOI0 MAacTepCTBa KOJUICKTHBA OalleTHOM Tpynmbl. <«SIMOHCKHMIM TmepHoms
HECOMHEHHO CO3/JaJ1 HaZIe)KHbIH (DyHIAMEHT Juls JanbHeiero passutus 6anera B Bypsaruu.

BURYATIA BALLET’S DEVELOPMENT DURING THE ARTISTIC DIRECTION OF MORIHIRO IWATA
(2012-2019)

The report is devoted to the study of the period of artistic direction of the Japanese
choreographer Morihiro Iwata at the Tsydynzhapov’s Buryat State Academic Opera and
Ballet Theater (2012-2019). Iwata, a citizen of Japan, is the first foreigner in Russia, who
became the artistic director of the ballet of the State Academic Theatre. The arrival of the
choreographer coincided with the opening of the Buryat State Academic Theatre after a long
reconstruction. During this time, the choreographer established a dialogue between the
Buryat, Japanese and Russian cultures, influenced their mutual enrichment and artistic
integration. A lot of work has been done to update the repertoire, which by all criteria began
to correspond to the status of an academic theater. The study of the Iwata’s activities confirms
his strict adherence to the set goals — the restoration and development of the classical
heritage. During his leadership, twelve performances were staged in the Buryat theater:
Tamashi to the music of the ‘Kodo’ group, The Blue Bird by P.Z. Tursunova, Walpurgis
Night by Ch. Gounod, Don Quixote by L. Minkus, The Fountain of Bakhchisarai by Boris
Asafiev, La Bayadére by L. Minkus, Peer Gynt by E. Grieg, Swan Lake by Pyotr
Tchaikovsky, Coppelia by L. Delibes, The Nutcracker by Tchaikovsky, Corsar by A. Adam,
The Talisman by R. Drigo. During this period, the ballet troupe of Buryatia held a number of
successful tours, including performances in Japan, Italy, as well as in Russian cities —
Moscow, Irkutsk, Chita, Vladivostok, Khabarovsk. In 2016, on the basis of the theater, the
first private ballet school of M. lvata in Buryatia was opened, which helps prepare children
for admission to the Buryat choreographic school. In 2013 and 2018 he became the organizer
of the Larisa Sakhyanova’s and Peter Abasheev’s International Ballet Festival. In 2014, he

89



created the Morihiro Iwata Cultural Foundation, which promotes the development of art,
dance education and the preservation of cultural heritage. In 2019, the Cultural Foundation
held the 1% Russian-Japanese Eurasian Ballet Competition, which was attended by 150 artists
from China, Mongolia, Singapore, Japan and regions of Russia. Great benefit for the further
development of ballet in the republic was brought by the tremendous work that M. Iwata did
to strengthen the professional skills of the ballet troupe. The ‘Japanese period’ undoubtedly
created a reliable foundation for the further development of ballet in Buryatia.

OPOBBIIIEBA Enena DayapmoBHa, 00KMmop (puiocogckux Hayx,
npogpeccop, kacpedpa  basemmeticmepcrozo  0bpasobars,
Axademuss  Pyccxoeo Oasema umenu A.Sl.  Baeanobou,
Canxm-Ilemepbype, Poccus

Elena DROBYSHEVA, Dr. Habil. (Doctor of Philosophy), Professor, Ballet
Master’s Education Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

OHTOJIOI WS TAHIIA: MOYC JINKOBAHUS

[Ipobnema pomu u Mecra OGanmera B COBPEMEHHOH MY3BIKaJIbHO-CIIEHHYECKOM
MPAaKTHKE MOXET OBITh pacCMOTpeHa B PAa3IMYHBIX JUCKypcaX: HCKYCCTBOBEIYECKOM,
ICTETHYECKOM, KYJIBTYPOIOTHYECKOM, aHTPOIOIOIHIECKOM, TEXHOJIOTHIECKOM, COOCTBEHHO
XopeoslornieckoM. B pamkax JmaHHOH KOH(pEpeHIMH MpeyiaraéM OHTOJOTHYECKYIO
TPAKTOBKY TaHLA KaK Mecma 6cmpeyu, KOMMYHHUKaTUBHOTO IPOCTPAHCTBA, OHUM U3 S3BIKOB
KOTOPOTO SIBJISICTCS  <CI3BIK JIMKOBAHUS», COIVIACHO METa()OpPHYECKOMY ONPEIEICHUI0
TeaTpalibHOr0 KPWUTHKA, OpuUruHajipHOro ¢umocodpa pydexka XIX-XX Bexo A.JL
Bonbixckoro. JIro0oii TaHelr «XxOpoBoAeH» B MeTahU3HUIECKOM CMBICIIE, TOCKOJIbKY CIIOCOOCH
BOBJICKATh B JICHCTBO HA Pa3HBIX YPOBHAX CO-NIPUYACTHOCTH. VIMEHHO 1103TOMY OH SIBISETCS
JIpeBHEHIIEH KyJIbTYpHOW TPAaKTUKOH, oObenuHsromerd rozxeil. HaspiBas  Tanerg
«pa3obiaueHUeM JIMKOBY», TEOpeTUK Oajnera oOpamiaercss K 0a30BbIM OCHOBAHUSIM TaHIA KaK
KOJIJIGKTHBHOH JIEATEIBHOCTH — OOHAPYKEHUSIM (JIMKa» KaK «XOpa, XOpoBoJa M COOpaHus
JIIOZIe ompe/ielieHHOM KaTeropumny. TaHel, 10 MHeHUIO BOJbIHCKOr 0, «caM 1o cebe BXOIUT B
JIMKOBaHUE, HO HUKAK €ro He ucuepnsiBaeT. <...> [lommHHoe GorarctBo xopeorpahum» — B
JIMKOBaHUHM, KaK «B IOJIHOCTPYHHOM OpKECTpe: BCE IIOET, BCE IIYMHUT CTYKOM Cep/la, Bce
©KEMHUHYTHO, €KECEKYH/IHO NPOSIBIACT CBOH JIMK». TaHel SBISETCS MECTOM IepeKHBAHUS
«TIOJUIMHHON BCTPEYM», KOTrJa TaHIYIOMUI ¢ TOOOH «CTAaHOBUTCS CBHIETENEM MPOSBICHUS
TBOero Jinkay, — nuiieT A.C. ®uonenko. B XX Beke K OCHOBHBIM (DYHKIHMSM TaHIA —
pUTyanbHOW, pe(IeKCHBHOM, WIPOBOM, pa3BIEKATENbHOH, JCTETHYECKOW — q00aBUIIach
KOSHUMUGHAAL: TIOSIBIIICTCS TAHELl KaK UHmeniekmyanvHas npakmuka. HaunHas ¢ T€OpeTHKO-
MpaKTHYeCKUX u3bIickanuii Pynonbda Jlabana u Apyrux MOIEPHHCTCKUX XopeorpadoB u
3aKaHYMBasi COBPEMEHHBIMHU NeppOpPMATUBHBIMHU TIPUEMaMH, XOpeorpadus uepes pa3auiHble
BapHaHThl JBWXKEHUS (B ciaydae ¢ nephopMaHCOM B OTOM KauecTBe paboTaer u
00€31BUKEHHOCTB) MPOCTpauBaeT AHTPOIIOJIOTHYECKUE KOHTYpBI TaHIIA.
IlocTkONnOHMANBHBIN, T€HAEPHBIH U TEXHOICHHBIH AUCKYPCBHI 3aHMMAIOT B 3THX IIOMCKax
ocoboe, Hauboiee OCTpOE B CETOAHSIIHEH  XYIOXKECTBEHHOW MNaJIUTPE, MECTO.
OHTONOTMYECKHE ITYAUH TaHIa — MOTEHIHAIBHO EPCIICKTUBHBII U MaCIITAOHBII MPOEKT.
311ech MbI OCTaHOBHJIMCH JIMIIIb HA OJIHOM €TI0 YaCTHOM HCCIIEJOBATEIBCKOM aCIIeKTe.
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ONTOLOGY OF DANCE: MODUS OF JoY

The problem of the role and place of ballet in modern musical and stage practices can
be considered in various discourses, such as art criticism, aesthetic, cultural, anthropological,
technological, actually choreological. Within the framework of this conference, we offer an
ontological interpretation of dance as a meeting place, a communicative space, one of the
languages of which is the ‘language of jubilation,” according to the metaphorical definition of
the theater critic, the original philosopher of the turn of the 191"-20" centuries A. Volynsky.
Any dance is ‘circle dance’ in the metaphysical sense, since it is able to involve people in
action at different levels of participation. That is why it is the oldest cultural practice that
unites people. Calling the dance ‘exposing faces’, the outstanding theoretician-mythologist of
ballet refers to the basic foundations of dance as a collective activity — the discovery of a
‘face’ as a ‘choir, circle dance and a meeting of people of a certain category’. Dance,
according to Volynsky, ‘in itself enters into jubilation, but in no way exhausts it. [...] The
true richness of the choreography’ — in jubilation, as ‘in a full-string orchestra: everything
sings, everything makes a noise with the beating of the heart, everything every minute, every
second shows its face’ [p. 16-17]. Dance is a place for experiencing a ‘genuine meeting,’
when the person dancing with you ‘becomes a witness to the manifestation of your face,’
writes A. Filonenko. In the 20" century, the main functions of dance — ritual, reflective,
playful, entertaining, aesthetic — were supplemented by cognitive ones: dance appears as an
intellectual practice. Starting with the theoretical and practical research of Rudolf von Laban
and other modernist choreographers, and ending with modern performative techniques,
choreography builds the anthropological contours of dance through various types of
movement (in the case of performance, immobility also works in this capacity). Post-colonial,
gender and technogenic discourses occupy a special, most acute place in today’s artistic
palette in these searches. Ontological dance studies appears to be a potentially promising and
large-scale project. Here we dwell on only one of its particular research aspects.

OPBIHKVMHA Taresina VIBaHOBHA, KaHOUOam nCUX0A02UHECKUX
Hayx, doyenm, kagpedpa obujerl nedaeoeuku, Axademus Pycckoeo
basema umenu A. 4. Baeanoboii, Canxm-Ilemepbype, Poccus

Tatiana DRYNKINA, PhD, Assistant Professor, of the department of
the General Pedagogy Department, Vaganova Ballet Academy,
Saint Petersburg, Russia &

B COaBTOPCTBE C in cooperation with

OEMWOOB Esremmit CepreeBud, pexiuccep-xopeoepad, Axademus
Pycckoeo basema umenu A. f. Baeanoboti, Cankm-Ilemepdype,
Poccus

Evgeniy DEMIDOV, Director/Choreographer, Vaganova Ballet
Academy, Saint Petersburg, Russia

DOPMUPOBAHUE TUIACTUYECKOW BBIPASUTEJIbBHOCTU KAK YACTHU KV JIbTYPbI
JPAMATHYECKOI'O AKTEPA

B nokmanme paccMaTpuBaeTCsi OTHOCHUTENBHO HOBOE B TEAaTPAIGHOM JIEKCHKOHE
TIOHATHE «TUIACTUYECKON KYNBTYpPBI», B MapaurMe KOTOPOro TEIO JPaMaTHUECKOro aKTepa
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paccMaTpuBaeTCsl Kak 0COOBIM CIeHHYecKHii 00BbeKT. KiToueBhIM KaueCTBOM IIACTHYECKOH
KyJAbTYphl JPaMaTHYECKOTO aKTepa SBIISETCS IUIACTHYECKass BBIPA3HTEIBHOCTH, KOTOpas
COZIEPXKUT pa3NUyHble NPAKTHKH, OpPHUECHTHPOBAaHHBIE Ha pabdOTy ¢ TEIOM aKTepa,
BKJIIOUYCHHEM Tela B IPOLECC BOIUIOMICHMS CLEHHYECKOro nelcTBus. PaccmarpuBarorcs
TaKue BBIPA3UTENIBHBIE CPEACTBA B UCKYCCTBE MY3BIKAJILHOTO TeaTpa Kak IpogecCHOHaIbHOEe
BJIaJICHHE WCIIOJHUTEIEM TAHIEBAIFHOH TEXHHKOHW, MY3bIKaJIbHOCTb, YyBCTBO pPHUTMA,
BBIPa3UTEIBHOCTh IUIACTHKH, MHMHKA, JKECTBl, TO €CTh BCE CpE/ICTBAa TaHIEBAIBHOM
BBEIPa3UTEIbHOCTH. VHBIMU CIIOBaMH, BBIPa3HTENBEHOCTh IUIACTUKH 3aKJIIOUEHA B JIBIDKCHHSX
YEeJI0BEUECKOro Teja: pyK, HOT, FOJIOBBI, KOPITyca, TO €CTh TaHIEBalbHas, Xopeorpaduueckas
JIEKCHKa, XOpeorpaduueckdii  s3bIK, W3 KOTOPOrO  CKJIANBIBACTCS  HCHOJHIEMBII
xopeorpaduueckuii TekcT. [oBopss 00 OIlGHKe KaueCTBEHHOTO YPOBHS W CTEIECHH
XY[10’K€CTBEHHO-TAHIIEBATLHONH BBIPA3UTEIIBHOCTH aKTepa MY3bIKaJbHOTO Tearpa, CIOMHO
MOHMMATh ¢ OOBEKTHBHOCTh, IIOCKOJBKY OHAa 3aBHCHT OT HECKOJBKHX (DaKkTOpoB:
BOCIIPHSATHS 3pUTEINS, CAMOOLIYILEHHUS apTHCTa ¥ KPUTEPHEB, 33/1aBaeMbIX ITpodeccHoHataMu
(pexuccepoM-TIOCTaHOBIIMKOM, MPO(ECCHOHANBHON Cpeloi, TeaTpaJbHBIMU KPUTHKAMHU H
ap.). OcyxnarTces ClIeylole OpHEeHTHPOBOUYHBIE ACIEKThl OLEHHBAHUS XY/I0’KECTBEHHO-
CIIEHMYECKOH BBIPa3UTEIILHOCTH B MY3BIKAILHOM TeaTpe:
1. ymeHme apTHCTa CO3/1aBaTh TaHIEBAIBHBIA XyJOKECTBEHHBIH 00pa3 M yIepKUBAaTh

€ro LEeJIOCTHOCTh HEOOXOIMMOE KOJIMYECTBO BPEMEHU;

KpacoTa TaHIEBATBHBIX BIKEHHUH HCTIONHUTEIS;

MY3BIKJIEHOCTB;

TOYHOCTH HCIIOJIHCHHUSI XOPEOorpa)MuecKoro TeKCTa,

MICUXO(QU3UOJIOTHUECKHE JAHHBIC TAHIIOBIIHKA.
FapMOHHqﬂoe COYeTaHHE BCEX OTHX MNPOPECCHOHAIBHBIX KadecTB I03BOJISET
copMHpOBATh IUIACTHYECKYIO KYJIbTYpY JApamMaTH4eckoro akrtepa. Ormedaercs, UTO
BBIPA3UTEIbHbIE CPEJCTBA B MY3BIKAJIIBHOM TeaTpe HOCAT HE TOJIBKO XYIOXKECTBEHHO-
ICTETHYECKHH XapakTep, HO TpeOylT K cebe BHHMATEJIbHEHILEro OTHOIICHHS aBTOPOB-
IIOCTaHOBIIMKOB, II€JaroroB-pereTUTOpPOB, CaMHUX HCHOJHUTENIeH, TaK Kak OHH M JAl0T
MOHATHE O JKaHpEe, CTWJIE, BIOXE, K KOTOPbIM OTHOCHTCS MY3bIKaJIbHO-IPAMaTHYECKOe
[IPOM3BEICHUE.

o e W

FORMING OF PLASTIC EXPRESSIVENESS AS PART OF THE DRAMATIC ACTOR PLASTIC CULTURE

The report examines the relatively new concept of ‘plastic culture’ in the theatrical
lexicon in the paradigm of which the body of a dramatic actor is considered as a special stage
object. Plastic expressiveness is an important quality of the dramatic actor’s plastic culture
and contains various practices focused on working with the actor’s body, including the body
in the process of stage action. Such expressive means in the art of musical theater as the
performer’s professional possession of dance technique, musicality, sense of rhythm,
expressiveness of plasticity, facial expressions, and gestures are considered. In other words,
the expressiveness of plasticity lies in the movements of the human body: arms, legs, head,
body, that is, dance, choreographic vocabulary, choreographic language, which forms the
performed choreographic text The assessment of the quality level and degree of artistic and
dance expressiveness of a musical theater actor depends on several factors: the perception of
the viewer, the artist’s self-awareness and the criteria set by professionals (director,
professional environment, theater critics, etc.). The following indicative aspects of the
evaluation of artistic and stage expressiveness in musical theater are discussed:
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1. the artist’s ability to create a dance artistic image and maintain its integrity for the
required amount of time;

2. the beauty of the performer’s dance movements;

3. musicality;

4. accuracy of execution of the choreographic text;

5. psychophysiological data of the dancer.

A harmonious combination of all these professional qualities makes it possible to
form a plastic culture of a dramatic actor. It is noted that expressive means in the musical
theater are not only artistic and aesthetic in nature, but require the most careful attitude of the
directors, teachers, tutors, the performers themselves, as they give the concept of the genre,
style, era, which theatrical art belongs to work.

OYOVHA Mapus KoHcTaHTHMHOBHA, 00yenn, Kkagedpa pexiccypo
basema, Canxm-Ilemepbypeckas eocyoapcmBennas
roncepBamopus umenu H.A. Pumckoeo-Kopcaxoba, Canxm-
Ilemepbype, Poccus
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Saint Petersburg Rimsky-Korsakov State Comnservatory, Saint
Petersburg, Russia

BAJIET 1 COBPEMEHHBIN TAHEI[ B COLIMOKYJIbTYPHOM KOHTEKCTE.
BoOIPOCHI ATPUBYIINM Y JIEGUHULIMH JIBY X )KAHPOB XOPEOI'PAGUYECKOI'O UCKYCCTBA

Joknan mpexcraBiser coOOM  CpaBHMTENbHBIH — aHamM3 JBYX (eHOMEeHOB
xopeorpauueckoro HMcKyccrBa: Oajeta W COBPEMEHHOro TaHuma. Hecmorps Ha
3HAYMUTENBHYIO «Pa3HUIly B BO3pacTe», 00a 3TH HampasieHus B XXI KOHKYPUPYIOT MEXIy
co00if B NPOCTPAaHCTBE CLEHMYECKOro TaHLUA (TO €CThb TaHI@A TeaTPalIbHOro MJIN
nephOpMaTUBHOIO, MPEACTABISIEMOr0 AJIsl 3pUTelisi). B mepBoii 4acTu aBTOp MpeanprHUMaeT
TOIBITKY c(OPMY/IMPOBATH OTJIIMYHUTEIIbHbIE TPU3HAKM COBPEMEHHOI'O TaHLA U IPEIUIOKHUTH
€ro BHYTPEHHIOI IH(epeHIHAlNI0: COBPEMEHHbIH TaHElL[ KaK COBOKYIHOCTb TEXHUK M
COBPEMEHHBIH  TaHell (QopMar XyJOKECTBEHHOrO BbICKa3blBaHMA. BTopas 4acTb
paccMaTpuBaeT 3BONIOLMIO OaneTa KAaK CHHTETHYECKOH (OpPMBI M BBIBOIUT OCHOBHBIC
00J1aCTH KPUTEPUAIBHOTO TIEPECEUCHHs €r0 MHTEPECOB C COBPEMEHHBIM TaHLEM. TaKOBBIMU
SIBISIIOTCS 1) OTHOLIGHHE K 4EeIOBEYeCKOMY Tely: OTpHIaHHe aHTpornoMopdHOcTH Vs
MOAYEePKHYTasl TeJIECHOCTh 2) (opma B3aUMOICHCTBUS C APYTUMU BHUAAMH HCKYCCTBA HpPH
CO3JIaHMH CHUHTETHYECKOro XYJOKECTBEHHOTO INpPOAYKTa 3) KpPyr TeM U OTHOLICHHE K
TEKYLIEMY COLMOKYIbTYPHOMY, SKOHOMHUYECKOMY M HOJIMTHYECKOMY KOHTEKCTY 4) TEXHHKa
5) OTHOLIEHHE K HACICIMI0 U BOIPOCHI «HACIEIOBAHMSI» TPAAULUHU. ABTOp JOKIAJA,
MPOTHUBOINOCTABIISSL APYr JAPYTY JIBE Pa3sHOBHIHOCTH XOpeorpaM4eckoro HCKycCcTBa HE
npecielyeT 1eib BBICTPOUTh UX B HEPAPXHUYECKYI0 CHCTEMY 3HAYMMOCTH, 4TO CaMo 110 cebe
NPEJICTABIACTCS COMHHMTEIBHBIM C TOYKH 3PEHUs OOBEKTUBHOCTH CyxJaeHui. OpaHako
pa3nenuth 1Be 3TH (OpMbI, MOAYEPKHYB HX (yHIaMEHTAJbHbIC OTIMYMS, CUUTAEM
HEOOXOIMMBIM JUISl TIPEABSBICHHS K Oalery W COBPEMEHHOMY TaHILy pPa3JIMYHbIX
XYJO)KECTBEHHBIX TPeOOBaHHIA, KPUTEPUEB OLICHKU U METO/IOB aHAIHU3A.
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BALLET AND CONTEMPORARY DANCE IN A SOCI0-CULTURAL CONTEXT.
ISSUES FOR ATTRIBUTION AND DEFINITION OF TWO VARIETIES OF DANCE ART

This report is a comparative analysis of two phenomena of dance art: ballet and
modern dance. Despite the significant ‘age difference,” both of these trends in the XXI
century compete with each other in the field of stage dance (that is, theatrical or performative
dance presented to the audience). In the first part, the author makes an attempt to formulate
the distinctive features of contemporary dance and propose its internal differentiation:
contemporary dance as a set of techniques and contemporary dance as a format of artistic
expression. The second part examines the evolution of ballet as a synthetic form and deduces
the main areas of criterion intersection of its’ interests with contemporary dance. These are 1)
the attitude towards the human body: the denial of anthropomorphism Vs emphasized
corporeality 2) the form of interaction with other types of art when creating a synthetic
artistic product 3) the range of topics and attitude to the current socio-cultural, economic and
political context 4) the techniques 5) attitude to heritage and questions of ‘inheritance’ of
tradition. The author of the report, opposing two varieties of dance art to each other, does not
aim to build them into a hierarchical system of significance, which in itself seems doubtful
from the point of view of objectivity of judgments. However, we consider it necessary to
separate these two forms, emphasizing their fundamental differences, in order to present
different artistic requirements, evaluation criteria and methods of analysis to ballet and
contemporary dance.

EHYKWU3E Hatana VicnmopoBHa, kanoudam uckyccmbobederus,
doyenm, kagpeOpa ucCmopuy My3viki, OekaH, UCHOPUKO-
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Composition, Gnesin Russian Academy of Music, Moscow,
Russia

«UETHIPE MEPTBELIA DbAMETThI»:
INAHTOMUMA HA IOJIMOCTKAX TEATPA MUHUATIOP «KPMBOE 3EPKAJIO»

[lanToMMMy MOXHO 1O MpaBy CYMTaTh OJHUM U3 Haubolee HOBATOPCKUX M
BOCTpeOOBaHHBIX TeaTpaibHbIX kaHpoB CepeOpsiHOro Beka. 3HakoBbie moctaHoBku 1910-x
rogoB — «lIllapd xomomOuuby Be.D. Meitepxonbaa (1910, «Jom uHTepMenuii») u
«[TokpeiBasno IIeepertory A.Sl. Tamposa (BmepBoie — 1913, «CBoGOAHBIN TeaTpy), 0be Mo
neece A. llIaumepa Ha My3bIKy 3. JloHaHBH, — BBI3BAJIU B XY/A0XKECTBEHHOH U TeaTpaibHON
cpene Poccun orpomusiit pesonanc. C nepsoit u3 Hux («lllapd xomomMOuHBI») TeaTpoBen
B.A. Illep6akoB cBsi3biBacT nosiieHue B pernepryape «Kpusoro 3epkana» manroMmumbl H.H.
EBpennoBa «Uetsipe meprBena Dbsmertsl» (My3sika JI.A. burmas, 1911). «Tpuymd
KabapeTHOW MaHTOMHUMBI MeiiepXonpaa, — MHUIIET OH, — He MOT IPONTH He3aMEYEeHHBIM B
“Kpusom 3epkane”. 1 Xonmckast, u Kyrenb, u EBpenHOB 3aX0Teni UMETh CBOW COOCTBEHHBIN
O0e3monBHBIA HUIsrep». OmHAKO aHANHM3 pemnepTyapa «3epkaja», a TakkKe MPOrpaMMHBIE
CTaThU €ro XyIoXKecTBeHHOro pykoBoauTens A.P. Kyrens koHna HynmeBbix — Hadana 1910-x
TO/IOB CBHUETEIBCTBYIOT, YTO K JKAHPY MAHTOMHMBI T€aTp MOIXOIMI MOCTEIIEHHO, aKTUBHO
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HaKaIUIUBasi TEOPETHYECKUH M TpakTHdeckuil onbIT. COOCTBEHHO MAHTOMHME B periepTyape
«3epkaia» IMpeAIIeCTBOBAIN HOMEpa, BHITIOMHEHHBIE B TeXHHUKe curydTa («llompka B cTmie
Bepamxke», «Oxomo Oamera B crapuHy»), MuMozpama «Bmo6nennsiii Ilsepo» u
HHCIIEHNPOBKa apabckoil cka3ku «O ImecTH KpacaBUIAX, HE MOXOKUX JPYyr Ha Apyra». B
Ka4yecTBE JIONOIHUTEIHLHOIO CH’KETHOIO HCTOYHUKA MOYKHO paCcCMaTPUBATh TAKXKE «ATIOA B 1
nelictBum» «Jlekamepona 4ac, JIro6oBHas Tparukomenus mpo Llermo mu Muno» (pembepa B
«KpuBom 3epkane» 24.01.1911). «Uersipe meprBena DpsIMETTH NEHCTBUTEIHHO HMEIOT
HeMmaio obmiero ¢ nantoMuMmoi Meiiepxonbaa. Oto u obpamenue k commedia dell’arte, n
TpakToBka niepconaxeit (Ilbepo, Aprmexuna, KomoMOuHbl, OBbIMETTHI), U TIOKa3 TPArdIECKOM
HCTOPHH Ha (OHE MCKPOMETHOro mpa3rHuka. OIHAKO NMpsSMBIE Mapajuied MeXIy ITbecaMH
COYETAIOTCS C WHBEPCHOHHBIMH, CIIEJ0BATENbHO, B3aUMOCBs3b «DbsmerThl» ¢ «lllapdom
KonomOuHBI» MMena ToJeMHUYecKHil XapakTep, a BTopas (XPOHOJOTHUECKH) MOCTaHOBKA
cTaJla «JIACTUYECKOH PeIIMKOi» Mo oTHOIEHHIO K nepBoil. [lantoMnma «Hetslpe MepTBena
OpsaMeTThI» He o0pelnia Takoro ycrexa, kKak moctaHoBka Bc.D. Meitepxonbaa. OnHako st
€aMoro TeaTpa OHa CTaJjla BayKHBIM LIIaroM BIEpel B OCBOCHUU MOMYJISIPHOro XaHpa, aKTUBHO
COYETAIONIETO <CI3BIK TeNa» W S3bIK MYy3bIKM. I KadecTBe TakoBOro OHa OEcCIOpHO
3aCIYKUBaeT UCCIIE0BATEIbCKOr0 BHUMAHUS.

FIAMETTA’Ss FOUR DEAD MEN:
PANTOMIME IN THE THEATER OF MINIATURES ‘DISTORTING MIRROR’

Pantomime can rightfully be considered one of the most innovative and interesting
theatrical genres of the Silver Age. The famouse productions of the 1910s are Columbine’s
Scarf by Meyerhold (1910) and The Veil of Pierrette by Tairov (1913), both based on the play
by A. Schnitzler to the music of E. Donany, aroused in the artistic and theatrical environment
Russia has a great resonance. The first of them (Columbine’s Scarf) connects the appearance
in the repertoire of the ‘Distorting Mirror’ pantomime by Evreinov Fiametta’s Four Dead
Men (music by Bigdai, 1911). “The triumph of Meyerhold’s cabaret pantomime,” he writes,
‘could not pass unnoticed in the Distorting Mirror. Both Kholmskaya, Kugel, and Evreinov
wanted to have their own silent hit.” However, an analysis of the repertoire of ‘The Mirror,’
as well as program articles by its artistic director A.R. Kugel of the early 1910s, indicate that
the theater approached the pantomime genre gradually, actively accumulating theoretical and
practical experience. The actual pantomime in the repertoire of ‘Mirrors’ was preceded by
numbers made in the silhouette technique (Polka in the style of Beranger, Near the ballet in
the old Days), the mimodrama Pierrot in Love and the staging of the Arabic fairy tale About
six beauties who do not resemble each other. As an additional plot source, we can also
consider the ‘etude in 1 act” Decameron hour, A love tragicomedy about Zeppo di Mino
(premiere in the ‘Distorting Mirror’ 1911). Fiametta’s Four Dead Men really has a lot in
common with Meyerhold’s pantomime. This is an appeal to commedia dell’arte, and the
interpretation of the characters (Pierrot, Harlequin, Columbine, Fiametta), and the display of a
tragic story against the background of a sparkling holiday. However, direct parallels between
the plays are combined with inversion, therefore, the relationship of Fiametta with
Columbine’s Scarf had a polemical character, and the second (chronologically) production
became a ‘plastic replica’ in relation to the first. The pantomime The Four Dead Men of
Fiametta did not find such success as the production of Meyerhold. However, for the theater
itself, it became an important step forward in the development of a popular genre that actively
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combines ‘body language’ and the language of music. And as such, it undoubtedly deserves
research attention.

EPTAHOKOBA AnHa BanepweBHa, npenodabament, xagpedpa
xopeoepagpuu, — Cefepo-Kabrasckuii  eocydapcmbernuiil
uncmumym uckycemb, Harvuux, Poccus

Anna ERGANOKOVA, Lecturer, Department of Choreography,
North Caucasian State Institute of Arts, Nalchik, Russia
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AJIBITEMCKHUNA TAHELL «MCIIAMEID»

Haponnslit Taner; — HeoTbemiieMasi 4YacTh STHHYECKOH KynbTyphl. UYepes HapomHOe
xopeorpaduaeckoe NCKYCCTBO pacKphIBaeTCsl HALMOHAIBHOE CaMOCO3HaHUE. AJBIT (a/IbITH)
— 9TO CaMOHa3BaHHe HapOIOB, HMEIONIUX ONN3KUE S3BIKH, OOLIYI0 UCTOPHIO M KYJIETYpY, B
HacTosmiee BpeMs TpoxumBaloT B Aneiree, KabapmuHo-Bamkapum, Uepkeccum.
HanmonansHple kabapAMHCKHE TaHIBI IMEIOT HECKOJIBKO pasHOBHAHOCTEH. Hanprmep: ymxk,
nucnameil, kada. Hambonpmryro M3BECTHOCTH W ClaBy, BO MHOTOM Ojaromapsi pycckou
KIaccu4eckod  Mysbike, M.A. bamakupeBy U KiaccHyeckoid Xopeorpaduu HOTY4YHII
«Mcnameii», TaHell IBYX BIIOOJEHHBIX ceppell. Vcropudeckn B KynbType ANBITeH
CJIOKWIINCH JIBE PA3HOBHHOCTH TAHIIA MICIaMEH, UX YCIIOBHO OMPEIEIISIOT, KaK «3alaaHas» u
«BOCTOYHAs». Y HUX OJHO Ha3BaHHE, HO NPU ITOM pa3Hasl TEPPUTOPHS PACIPOCTPAHESHUS,
OHH TSTOTEIOT K Pa3HbIM JKaHpPaM U CBSI3aHBI C Pa3HBIMH MH(OIMOITHYECKUMH JIereHiamu. B
koHIe XIX — nauane XX Beka uciamed ObUI CONBHBIM WIM TAPHBIM TaHIEM, €r0 MOT
HCIIONHAT KaK OJIMH YeNIOBEK, Tak M Heckonbko. Korga mcinameil TaHuesancs nmapoil — 310
Bcerja ObLI JHaJOr MYXCKOrO M JKEHCKOro cocTosiHUs. COBpEMEHHBI aibpIrCKUil HCIaMer
9TO 0043aTENbHO MAPHBII TaHEell, JMPUYECKUIl, B CPEHEM WIM YMEPEHHO OBICTPOM TEMIIE.
TaHer, oueHb mTOHMYNSipeH B (OJIBKIOPHBIX KOJUICKTUBAX, B CpEAe XYHAOXKECTBCHHOU
CaMOJIEATENbHOCTU. VICIOMHNUTENN UCTaMesl CUUTAIOT BaXKHBIM TAHIEBATh B HAIMOHATIBHBIX
KOCTIOMaX, 4YroObl Oojiee TIyOOKO M BBIPA3UTENIBHO IEpelaTh €ro cBoeoOpasue —
0COOEHHOCTH MYXCKOTO TaHIa Ha NajbliaX U JBM)KCHHE JKEHCKHX PYK-KpbLibeB. HapoxHas
xopeorpadus anplroB Ha INPOTsHKEHMH XX BeKa IpeTeprena 3HAYUTEbHbIE M3MEHEHHUS.
IMosiBunuch  npodeccHoHanbHble — HAlMOHAIBHBIE — XOpeorpapuuyeckue  KOJUIEKTHBBI,
XYIO)KECTBEHHasi TaHLEBaJbHAas caMmoiesTesbHOCTh. B 1991 romy ObuT co3#aH HOBBIiA
TBOPYECKUI KOJUIEKTUB — aHcamMOib HaponHoi mecan W TaHua «Vcmamei». Ero
OCHOBaTeleM M OecCMEHHBIM pykoBoauTeneMm sBisiercs Acian Hexait — xommosuTop,
Haponusiit apruct PO, Haponusiit apruct Anpiren u KapauaeBo-Uepkecckolr pecmyOIuKH.
Iepen coBpeMeHHBIMH HCCIIEAOBATENSIMU HAPOTHONW TPAAUIIMOHHON KyIbTYPhl BCETJa CTOUT
3a/1a4a MaKCUMAJIBHOI'O COXPAHEHUsI CAMOOBITHOCTH M CIIELU(DUKK MaJIbIX 3THUYECKHUX TPYIIT
U pa3HbIX HaponmHocTted. Y HaponHbI TaHen B 3TOM IUIaHE BcerAa OyAeT MpeicTaBiIATh
0cOOBII UHTEpEC.

ADYGHE DANCE ISLAMEY

Folk dance is an integral part of ethnic culture. Through folk choreographic art,
national self-consciousness is revealed. Adyghe (Adyghe) is the self-name of peoples with
similar languages, a common history and culture, currently living in Adygea, Kabardino-
Balkaria, Cherkessia. National Kabardian dances have several varieties. For example: udj,
islamei, kafa. The greatest fame and glory, largely due to Russian classical music, Mily
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Balakirev and classical choreography received Islamey, a dance of two hearts in love.
Historically, in the culture of Adygea, two varieties of the Islamey dance have developed,
they are conventionally defined as ‘wester’ and ‘eastern.” They have the same name, but at
the same time a different territory of distribution, they gravitate towards different genres and
are associated with different mytho-poetic legends. At the late 19" and early 20 century,
Islam was a solo or pair dance, one person or several could perform it. When Islamey was
danced by a couple, it was always a dialogue between the male and female state. The modern
Adyghe Islamei is necessarily a pair dance, lyrical, at an average or moderately fast pace. The
dance is very popular in folklore groups, among amateur performances. The performers of
Islamei consider it important to dance in national costumes in order to more deeply and
expressively convey its originality — the features of a male dance on the fingers and the
movement of female hand-wings. The folk choreography of the Circassians has undergone
significant changes throughout the 20™ century. There were professional national
choreographic groups, artistic dance amateur performances. In 1991, a new dance team was
created — the folk song and dance ensemble Islamey. Its founder and permanent leader is
Aslan Nekhay — composer, National Artist of the Russian Federation, National Artist of
Adygea and the Karachay-Cherkess Republic. Modern researchers of folk traditional culture
are always faced with the task of maximum preservation of the identity and specificity of
small ethnic groups and different nationalities. The folk dance in this regard will always be of
particular interest.

EPEMMWHA-COJIEHMKOBA  EBremmsa  BmagmmuposHa,
npenooabamens,  Canxm-Ilemepbypeckas  cobpemennan
axademus, Canxm-Ilemepbype, Poccus &

Evgeniia EREMINA-SOLENIKOVA, Lecturer, Saint Petersburg &
Modern Academy, Saint Petersburg, Russia P

B COaBTOPCTBE C in cooperation with

IIOPCEB Butanwuin BeHwamMmHOBMY, KkaHOuOam Xumuueckux |
Hayx, kagpedpa kBanmoboi xumuu, Cankm-Ilemepoypeckul
eocyoapcmbBennviii  yHuBepcumem,  Canxm-Ilemepbype,
Poccus

Vitaly PORSEV, PhD, Associate Professor, Saint Petersburg State
University, Saint Petersburg, Russia

(78

PyCCKASI TEMA BO ®PAHITY3CKOM TAHLE HAUAJIA XV I BEKA

B Hawane XVIII Beka Bo (hpaHily3ckoM TaHile napui HasbiBaembiidi La belle danse,
pacnpocTpaHeHHbIH Kak Ha ClieHe, TaKk ¥ B OaibHBIX 3anax (rae OH ObLI MpeIcTaBieH
TeaTpajJu30BaHHBIMU BbIXOAaMM). KOMIO3MIMHM B paMKaX 3TOr0 CTWJISI COYMHSUIM BCE
u3BecTHhie xopeorpadsl, B ToM uucine u Kion bBamioH, KoponeBckuit GanmeTHBIN
MOCTaHOBIIMK, aupekTop KoponeBckoil Akagemuu TaHua. VIMEHHO eMy HpHHAUIEKHUT
aBropctBo Tanma La Crzarienne («llapckumii»), COXpAaHHBLIETOCS B MAaHYCKPHITE O[T
nasanueM XVI recueil de danses, namicaHHOM W MTOATOTOBJICHHOM K mevyat B 1718 roxy,
HO HE OIyOJMKOBaHHOM. DTOT TaHel ObUT CO3/aH JUIsl Npa3HOBaHHs OHS poxaeHus [lerpa
Benukoro, mpoBempenHoro B mae 1717 roma B Ilapmxke. B dects 3TOro coObiths ObLT
OpraHM30BaH IBIIIHEINA MPa3IHUK B cajax Mapiy, O4YeHb HOHPaBUBILHIACS PYCCKOMY Laplo.
Cam e TaHell PeJICTaBIseT CO00H IBYXYACTHYIO KOMITO3MIIMIO, IEpBasi TIOJIOBUHA KOTOPOH
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MpeJCTaBlIeHa B TOPKECTBEHHOM pHTME, a BTOpas IIOJIOBUHA — PHTOJOHOM, C
HCIIONIB30BaHMEM THUIIMYHBIX OaneTHHIX Ta smoxu — Pas de bourrée, Pas de gavotte, Pas
tombe, Pas de rigaudon, Pas glissade u mpounx. Tamer; Bomen B COOPHHK, KOTOPBIi
MIPEATIONATANICS K IeYaTH, YTO CBHUAETEIHCTBYET 00 OIPEAeNICHHON €ro IOMyIsSpHOCTH, a
Takke o ToM, uro m3matenu (Kiox Banon n XKak [le3e) Obuti yBepeHBI, 9TO KOMITO3HIIS
OyzeT BocTpeOOBaHa B TUBEPTHCMEHTAX, HCIONHABIIMXCs B Havane X VIII Beka He TONBKO Ha
creHe, HO M B OalbHBIX 3ayiax (TO-BUIMMOMY, OXHAAIOCh, YTO OH OyIeT MHTEpeceH B
TeyeHne Ommkaiimmx ce30HOB). OgHAKO MO HEW3BECTHOM IpHWYMHE (BO3MOXKHO, H3-32
OTCYTCTBHSI CPEJICTB) COOpHHMK He OBLI OIMyONMKOBaH. B ropn, mocBsimeHHbIA 350-JIeTHIO
[lerpa Benmkoro, B paMkax xokiana OymeT HE TOJBKO NMpOAHAJIM3MPOBAaHA KOMITO3HIHS
TaHIIa, HO M TIPEJICTaBJIeHa er0 PEKOHCTPYKIIHSI.

RussIAN THEME IN FRENCH DANCE IN THE EARLY 18™ CENTURY

In the early 18" century La belle danse style was dominated at French dance. It was
widespread both on stage and in ballrooms (where it was presented in theatrical
performances). Compositions within this style were created by all famous choreographers,
including Claude Ballon, the royal ballet producer, director of the Royal Academy of Dance.
It was he who authored the dance La Czarienne (Tsar’s), preserved in a manuscript called
XVI recueil de danses, written and prepared for printing in 1718, but not published. This
dance was created for the celebration of Peter the Great’s birthday held in May 1717 in Paris.
In honor of this event, a magnificent celebration was organized in the Marly gardens. The
Russian Tsar liked it very much. The dance itself is a two-part composition, the first part of
which is presented in a solemn rhythm, and the second part is a rigaudon. It uses typical ballet
steps of the era like Pas de bourrée, Pas de gavotte, Pas tombe, Pas de rigaudon, Pas glissade
and others. The dance was included in the collection, which was supposed to be printed. It
indicates its certain popularity, as well as the fact that the publishers (Claude Balon and
Jacques Desaix) were sure that the composition would be in demand in divertissements not
only on stage, but also in ballrooms. It was apparently expected to be of interest during the
coming seasons. However, for some unknown reason (perhaps due to lack of funds), the
collection was not published. In the year dedicated to the 350" anniversary of Peter the Great,
the report will not only analyze the composition of the dance, but also present its
reconstruction.

’Kasoponkosa Vpmnaa OsterosHa, baxatabp iopucnpyoeHyul,
Bedywuti cneyuasucm, Ynpabienue apxumekmyps. u
epadocmpoumenscmba,  Aomunucmpayus  KupoBckoeo
MYHUKUNAIbHo20  pationa  Jlenuuepadckoi — obaacmu,
Kupobcx, Jlenunepadckas obaacms, Poccus

Irina Zhavorinkova, Bachelor of Laws, Leading Specialist,
Architecture and Urban Planning Department, Kirovsky
Municipal District Administration of the Leningrad
Region, Kirovsk, Leningrad Region, Russia

OPUEHTAJIbHBIE TEHAEHLIMU B KOCTIOMAX PYCCKOI'O BAJIETHOI'O TEATPA XIX — XX BB.

B moxnane aHaMM3MpYIOTCS TEHACHINH XYOO)KECTBEHHBIX PEIICHHH B OaleTHBIX
KOCTIOMaX B IIOCTAHOBKAaX Ha BOCTOYHBIE CIOXKETHI, K TakuM Oanmeram Kak «CHHUIA O0r»,

98



«Illexepesama» u npyrux u3 mukna «Pycckux cezoHoB» C. [lsrunesa, «basmepkay», «Jloub
¢dapaona». Kpome Toro, aHamm3upylOTCS XyIO)KECTBEHHBIE DEIICHUS KOCTIOMOB, B TeX
Oanerax, IJe MPUCYTCTBYIOT BOCTOYHBIE MBEPTUCMEHTHL. ABTOP HCCIEAYeT TEXHHKH M
TIPUHIMITEI TTOCTPOCHUS 0aJeTHOrO KOCTIOMa TAaKMX BBIJAIOIIMXCS TeaTpalbHBIX TPapHUKOB,
kak JI. C. Bakcr, A. Benya, K.KopoBmH Ha OCHOBE WUIIOCTPaTHBHOIO MaTepHala.
AHaIM3UPYIOTCS OCOOCHHOCTH 3aWMCTBOBAHUS JJIEMEHTOB M3 TIEPCHACKON KYIBTYPHI,
oTpakeHHe 6aJleTHOro KOCTIOMa Ha CBETCKOH Mozie. B okiaze npencTaBieHs! Hecae0BaHus
00 OCHOBHBIX TKaHSX, UCIIONB30BABIINXCS VISl U3TOTOBJIECHHS OAIETHBIX KOCTIOMOB. ABTOp
HCCIIeTyeT OTKa3 OT KIIACCHUECKUX OaJIeTHBIX perainif, TakMx Kak Ma4yKd, NPUMEHUTEIHHO K
BapHalusM Ha BOCTOYHBIE TeMBL. AHAJIM3HUpyeTCs KOJNOPUCTHKA, XapaKTepHas IUIs
BOCTOUYHBIX OaJIeTHBIX KOCTIOMOB W MyTH NpHXoja K Hell B manmurpax bakcra, iureparypHsie
OCHOBBI ISl COCTAaBJICHHSI TAJIWTPHl IS OajieTHBIX KOCTIOMOB, HAaclle[I0OBaHHE TaK
Ha3bIBAEMOH «BOCTOYHON» KOJIOPUCTHKH bakcra B Tpymax Apyrux TeaTpaJbHBIX IpaHKoB
pu oOpMIICHHH OaJIeTHBIX CIIeKTakiIed. B mokiase BHIBOAATCS 3aMMCTBOBAHUS WICH IUIS
CO3/1aHMs OAJIETHOTO KOCTIOMA M3 MEPCHICKOH CBETCKOH KyIbTyphl. MccnemyroTest cMeneHus
BOCTOYHOH M €BPONEHCKONW MOJIbI Ha CLEHe OaJeTHOro TeaTpa. AHAIM3HUPYIOTCS 3JIEMEHTHI
TIEPCHICKON rapeMHOI MOJIBI, HaIlleIIINe CBOE OTpakeHNe B OalleTHBIX KOCTIOMAax Ha pyOexe
XIX — XX BB. ¥ KaKk MOTHBBI OAJIETHBIX KOCTIOMOB CKa3aJIMCh Ha €BPOIEICKOI MOJe TOro
BpeMeHu. Ho 1 B To)ke BpeMsi caM BOCTOK B JITAaHHYIO 310Xy OBLT ITOJIBEPIKEH 3aUMCTBOBAHHIO
[IMPOKOMY BIIMSIHHIO JJIEMEHTOB €BPOMNEHCKOH MOJBI, HAa TapeMHYI0 MOJIY MOBJIHSUI
OaJeTHBII KOCTIOM. ABTOpP BBICKA3bIBa€T CBOIO TOYKY 3pEHHS KakKyl) pOJb CHIrpajio
3aMCTBOBAHHE BOCTOYHBIX 3JIEMEHTOB U IPUMEHEHHUE HX B OAJIETHOM KOCTIOME B KOHTEKCTE
MEXKYJIBTYpHOro auanora «Bocrok-3amam.

ORIENTAL TRENDS IN THE COSTUMES
OF THE RuUsSIAN 19™ AND 20™ CENTURIES BALLET THEATER

The report analyzes the trends in artistic solutions in ballet costumes in productions
based on oriental subjects, such ballets as The Blue God, Scheherazade and others from the
‘Russian Seasons’ cycle by Sergei Diaghilev, La Bayadeére, Pharaoh’s Daughter. In addition,
the artistic solutions of costumes are analyzed in those ballets where there are oriental
divertissements. The author explores the techniques and principles of building a ballet
costume for such outstanding theater graphic artists as L. S. Bakst, A. Benois, K. Korovin on
the basis of illustrative material. The features of borrowing elements from Persian culture, the
reflection of the ballet costume on secular fashion are analyzed. The report presents research
on the main fabrics used to make ballet costumes. The author explores the rejection of
classical ballet regalia, such as tutus, in relation to variations on oriental themes. The coloring
characteristic of oriental ballet costumes and the ways of coming to it in the palettes of Bakst,
the literary foundations for drawing up a palette for ballet costumes, the inheritance of the so-
called ‘eastern’ coloring of Bakst in the works of other theater graphic artists in the design of
ballet performances are analyzed. The report shows the borrowing of ideas for creating a
ballet costume from the Persian secular culture. The mixture of Eastern and European fashion
on the stage of the ballet theater is studied. The elements of Persian harem fashion, reflected
in ballet costumes at the turn of the 19" and 20™ centuries, are analyzed, and how the motifs
of ballet costumes affected the European fashion of that time. But at the same time, the east
itself in this era was subject to borrowing from the broad influence of elements of European
fashion, the harem fashion was influenced by a ballet costume. The author expresses his point
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of view about the role played by the borrowing of oriental elements and their use in a ballet
costume in the context of the East-West intercultural dialogue.

JKECTKOBA Onsbra BriagumuposHa, dokmop uckyccmbobedenus,
Kagpedpa ucmopuu Mysviky, Kasanckas eocydapcmbenmas
roncepBamopus um. H. I'. 2Kueanoba, Kazans, Poccus

Olga ZHESTKOVA, Dr. Habil. (Doctor of Art Studies), Associate
Professor, Music History Department, Zhiganov Kazan State
Conservatoire, Kazan, Russia

Mapruist TATTBOHU KAK POMAHTUYECKUI UIEAJT )KEHCTBEHHOCTH

IIpHHSTO CUUTATh, YTO B TAHIC MOHAXUHB U3 ornepbl «PobepT-IpsABOI», Te B POIH
a66atucel Enenst comupoBana Mapust Taigsonu (Maria Taglioni), 66uti 3a0xeHsl Tpaauum
«Oenoro» Oaneta — HOBOTO, POMAHTHYECKOIO CTIISL Xopeorpapuu. Ero riaBHBIME
IpPHU3HAKaMH CTaJM JIETKHE NMPBDKKU, CO3JAIONINE WLIIO3MIO MApEHHs B BO3AyXe, OTKa3 OT
TEOMETPHYECKH «IPaBHIIBHBIX» (GOPM M JBIKEHUI, TaHel Ha IyaHTtax (dance en pointe). B
OTJIMYHE OT CBOMX KOJUIET 10 OaleTHOMY IieXy maprokckoit Opéra, TaapoHu Oblia BEICOKOM,
XyZOWaBoi M cyrynoil. BamermeiicrepoM TaHueBanbHBIX cueH Obu1 Pwmnmo (Filippo)
Tamponn — oreny Mapun. OH paspaboTan Takue IBIDKEHHS U IO3BI, KOTOpbIE He
ByaJIMpOBITH (DH3UUCCKHE HEOCTATKH J0UEPH, a TIOJYSPKUBAIN HUX. JIIMHHBIC XY/Ible HOTH
Pyku Mapuu 3pHTeNbHO, Ka3anoch, eme OoJblle BBITAMMBAINCH 38 CUST TAHIA Ha MyaHTax,
apabecok (arabesque) u mopaedpa (port de bras) ¢ BEITSAHYTHIMH, HPOCTHPAIOLIUMHUCS BAAIH
pyKamMH. OKCIPECCHBHBIMH JIMHUSIMH CBOSH (UIypbl M XopeorpadMyeckodl IUIACTHKH
TanboHM nepeBepHylla NPEACTABICHUS COBPEMEHHHUKOB O KpacoTe TaHua. OHa mpejcraBuiia
HOBBIH WJeall >KCHCTBEHHOCTH — OECINIOTHOrO (haHTACTHYECKOro CYIIECTBA, CIOBHO
napsero B a¢upe. IToT 00pa3 OblI NPOTUBONOCTABIICH IPUBBIYHBIM CTEPEOTHIIAM KEHCKOH
KpacoThl. FIMEGHHO OH Jiler B OCHOBY KJIACCHYECKOro Oajiera M COXpaHMWICS Kak Hpaeal
POMaHTHYECKO} KEHCTBEHHOCTH JI0 HAIlIUX JHEHL.

MARIA TAGLIONI AS A ROMANTIC IDEAL OF FEMININITY

It is generally assumed that in the Ballet of the Nuns from the opera Robert le diable,
starring Maria Taglioni as the Abbess Helena, there were established the traditions of ballet
blanc as a new, romantic style of choreography. Its main features were light jumps that
created the illusion of floating in the air, the rejection of geometrically ‘correct” forms and
movements, dance en pointe. Unlike other dancers at the Paris Opéra, Maria Taglioni was
tall, thin and round-shouldered. The dance choreographer was Filippo Taglioni, Maria’s
father. He developed such movements and postures that did not disguise his daughter’s
physical shortcomings, but emphasized them. Dance en pointe, arabesque and port de bras
with arms stretching away into the distance seemed to visually lengthen Maria’s long thin
legs and arms. Owing to the expressive lines of her body and choreographic plasticity, Maria
Taglioni revolutionized her contemporaries’ perception of the dance beauty. She introduced a
new ideal of femininity — a disembodied fantastic creature, as if floating in the ether. That
image contrasted with the usual stereotypes of female beauty. It was that very image that
became the cornerstone of classical ballet and has been preserved as the ideal of romantic
femininity to this day.
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JKYPABJIEBA Bapsapa BanepweBHa, cmydenmixa V xypca, kagpeopa ucmopuu
3apybexcront mysviky, MockoBekas eocyoapcmbentan koHcepbamopus uMeHU
I1.W. Yaiikobckoeo, Mock8a, Poccus

Hayunemn pyxoBoguTerls — HOKTOp wcKyccTBoBemenuss Kpspkesa Vipuna
ArexceeBHa

Varvara ZHURAVLEVAhuravleva, 5% Year Student, History of Foreign Music
Department, Moscow State Tchaikovsky Conservatory, Moscow, Russia

Scientific adviser — Irina Kryazheva, Dr. Habil. (Doctor of Art Studies)

BAJTET MARY2IIS IE D AJIBY «JIHOBOBB-KOJIYHBS» B OFbEKTUBE KAPJIOCA CAYPBI

Jloknman mocBseH aHanu3y (uibMa HMcmaHckoro pekuccepa Kapmoca Caypsr
«KonmoBckast m000BE», KOTOPHIi ObLT CHAT B 1986 romy o MoTHBaM OJHOMMEHHOTO Oanera
Manysns ne ®anpu. Bmecrte ¢ pexuccepoM IOTHOLEHHBIM CO3JaTeleM U UACHHBIM
BJIOXHOBHTEJIEM KapTHHBI cTai xopeorpad AnrtoHmo [amec. «KommoBckas aro00BB» —
TPEThsl COBMECTHasi paboTa B PsAy MY3BIKaJIBHBIX (DMIIBMOB-OaneToB B Tpwiorun 1980-x:
«KpoBaBast cBamsba» mo wmoruBaM meecel @D.I.Jlopkn, «Kapmen» (Mepume/buse),
«Komnnockass mr000Bb». (D1aMEHKO CTaHOBHTCS HeOoTheMyIeMOW dYacThio pador Kaproca
Caypsl. HecMoTpst Ha pa3HOCTBH MOAXO/IOB K TPAKTOBKE TaHIA, €ro (MIbMBI-0aJIeThl BCeraa
MIPE/ICTAaBISAIOT COOOH COCJMHEHHWE aBTOPCKOrO KHHO M TPAJAWIMOHHOW KYJIBTYpHI.
lapMonmYHOrO pe3ynprata B Kajpe IO3BOJISIET JAOCTHYb ydacThe AHTOHHMO ['ajmeca m ero
Tpymnel. B Qunbme crupaercss rpaHb MeXAy PENETHIMOHHBIM —IPOIECCOM U
MIOBECTBOBAHUEM, MEXKJY JKH3HBIO FepOeB M HX MbICIHAMU. YacTo Mbl BUAUM INEpeceHeHHe
9TUX JBYX IUaHOB B Kazape. Ocolyro ponb urpaer xopeorpadus, Tak Kak HCTOYHHKOM
¢GbunbMa  ABIAETCS HENOCPEACTBEHHO OajeT, W TaHLEBAIbHAas IPUPOJA CIOXKETHOTO
BOILIOLIEHHS B (DHIIbME NPEAONPEEICHA. DTO CBA3aHO B IEPBYIO OYEPEib C IPOU3BEICHUEM,
KOTOpOE JIETJI0 B 0OCHOBY — Oainier Manyaist e ®ansu EI Amor brujo («JTro60Bb-KOIIyHbS,
1925 r.). B ocHoBe crokeTa — crapas JIeTeH/a, aKLEeHTUpYoLIas 00psI0BYIO PHUTYAIbHO-
MHUCTHYECKYIO CTOPOHY L(bITAHCKOr0 ObITa. B unbMe pexuccep 6osiee TOYHO oOpalaercs ¢
MEPBOMCTOYHUKOM, 4YeM B JABYX JIpyrux ¢uibmax-Oanerax 1980-x romos. Caypa
pa3rpaHU4MBAaeT, a HHOIAA IPOTHBOIIOCTABIIAET My3bIKy Paibu n HapoHble necHu. B o6onx
ciydasX My3bIKQIbHBIH Marepual sBIAETCA OTPAKEHUEM JBYX MHPOB: DPEabHOTO U
MHCTHUYECKOro, puTyaibHoro. Ho naxe BHYTPH pHUTYalIbHOH cdepbl pexxuccep MpPOBOIHUT
TOHKYIO TpaHb MEXIy MHCTHYECKOH JHUHHEeH u 00psAnoBoid. lcmomb3ys mmpokue
Bo3MoxkHOCTH KuHemarorpada, Kaprnoc Caypa mokaspiBaeT apamy Oosee HOIpOOHO
MICUXOJIOTHYHO. Pexxuiccep coxpaHseT IIaBeHCTBO TAHLEBAIBLHOM CTUXHU U IPETIOHOCUT €€ B
(bunbMe Kak SIPKHii IpruMep HalMOHaNbHOro ayxa Mcnanum.

MANUEL DE FALLA’S BALLET AMOR BRUJO THROUGH THE CARLOS SAURA’S LENS

The report is devoted to the analysis of the film by the Spanish director Carlos Saura
Amor brujo, which was filmed in 1986 based on the ballet of the same name by Manuel de
Falla. Together with the director, the choreographer Antonio Gades became a full-fledged
creator and ideological inspirer of the picture. Amor brujo is the third joint work in a series of
musical films-ballets in the trilogy of the 1980s: Bodas de sangre based on the play by
Federico Garcia Lorca, Carmen (Mérimée/Bizet), Amor brujo. Flamenco becomes an integral
part of the work of Carlos Saura. Despite the difference in approaches to the interpretation of
dance, his ballet films are always a combination of auteur cinema and traditional culture. A
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harmonious result in the frame allows you to achieve the participation of Antonio Gades and
his troupe. The film blurs the line between the rehearsal process and the narrative, between
the lives of the characters and their thoughts. Often we see the intersection of these two plans
in the frame. Choreography plays a special role, since the source of the film is the ballet itself,
and the dance nature of the plot incarnation in the film is predetermined. This is due primarily
to the work that formed the basis — Manuel de Falla’s ballet EI Amor brujo (1925). The plot
is based on an old legend that accentuates the ritual and mystical side of the gypsy life. In the
film, the director is more accurate with the source material than in the other two ballet films
of the 1980s. Saura distinguishes and sometimes contrasts Falla’s music and folk songs. In
both cases, the musical material is a reflection of two worlds: the real and the mystical, ritual.
But even within the ritual sphere, the director draws a fine line between the mystical line and
the ritual one. Using the wide possibilities of cinema, Carlos Saura shows the drama in more
detail and psychologically. The director retains the dominance of the dance element and
presents it in the film as a vivid example of the national spirit of Spain.

3ABDbIIIHAJI I'anuua BraagumuposHa, mazucmp, acnupanm, Llenmp uccaedoBanuil
besopycckoti  kyavmypel, A3bika U Aumepamyps, Hayuonarshas akademus
nayx, Mumnck, Beaapyco

Hayunem pykoBomuTelIb — KaHOWHAT WcKyccTBoBemeHms LImpmr TamiHa
ITaBroBHa

Halina ZABYSHNAYA, MA, Postgraduate Student, Center for Research of Belarusian
Culture, Language and Literature, National Academy of Sciences, Minsk,
Belarus

Scientific adviser — Galina Tsmyg, PhD

MYVY3BIKAJILHAS JIEATEJILHOCTD BAJIETHOI M OPKECTPOBOM TPYTITT
Bonbioro TEATPA BENAPYcH (1980-2010): COLMOKYJIbTYPHBII ACITEKT

CoBMecTHast TBOpUECKasl AeATeIbHOCTh OaleTHONH U OopKecTpoBoiM Tpymn bombioro
teatpa bemapycu — omHa M3 ApuallliMx CTpaHUI] B MHOrojeTHel ucropuu Tearpa. Ha
coBpeMeHHOM odt1ame, a uMeHHO 2000-2020-e rIr. MOSBHIMCH W MPHOOPENTH LIMPOKYIO
HOMYJIAPHOCT HOBbIE (DOPMBI  MY3BIKAJIBHOH JEATEIBHOCTH, HMEIOLIUE COLMAIIBHYIO
HanpaBJeHHOCTh. B Hacrosimeld pabore paccMmaTpuBaercsi mpoOiieMa B3auMOJCUCTBUS
OalleTHOW M OpPKECTPOBOH TPymHm B OaleTHBIX IOCTAHOBKAX, KOTOPHIC HAIpPABIICHBI Ha
pelLIeHHe COLMOKYJIbTYPHBIX 3a1a4y. ABTOp OINpeieNua Leidb — BbIABICHHE (opM
MY3BIKAIbHO-TEATPAIBHON MPAKTHKH, KOTOPasi ONPEIeseTCs] B3aUMOCHCTBHEM OaNeTHON U
OPKECTPOBOI TPYII B IIOCTAHOBKAX, CO3JAaHHBIX B Pycle MOMCKA IyTEH CBSI3U HCKYCCTBa U
coumyma. B cBoeii pabore aBTOp mpemIaraeT  KJIacCUPUKALMIO  My3BIKAJIBHO-
HCTIOJHUTENBCKOM MesITebHOCTH OalleTHONM M OPKECTPOBOM TPYIIN, KOTOpasl MpeicTaeT 6
XY00HCECMBEHHO-MBOPUECKOU W coyuanbHo-opuenmuposantou ¢Gopmax. IlepBas ¢opma
npeJicTaBiIseT OaJeTHYIO H OPKECTPOBYIO TPYIITY B UX TeaTpajbHOM «aMIutyay (Oaner, ornepa
U WCMOJHEHHE CIIEHHYecKoi KaHTaThl). Ko BTOpO# (opMe My3bIKaIbHO-UCIOTHUTEIBCKON
JeATENBHOCTH GajieTa U OPKECTpa OTHOCSTCS TacTPONIbHAS MPAKTUKA, Y4acTHe B (pecTHBAIIX,
TEMaTHYECKHX M Tala-KOHLEPTaX, a TaKKe KOHLEPThl M CIEKTaKIM open-air. B pabore
MoApoOHO paccMaTpuBalOTCs BCEe (OPMBI  MY3BIKAIBHO-TEATPANbHOM M KOHIIEPTHO-
WCTIOJIHUTETILCKOW TIPAKTUKM OalleTHOW M OPKECTPOBOM TPYIIBI, a TaKXkKe JJaercsi HX
XapaKTePUCTHKY C MO3UINN COLHOKYITYPHOH HAIPABICHHOCTH. ABTOP IPUINEI K BBIBOAY,
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YTO B HaCTosllee BpeMs TBOpueckas Tpynmna bonbmioro teatpa benapycu akTuBHO
(hYHKIIMOHHPYET B KOHTEKCTE «XyIOKECTBEHHOTO MIPOrpeccay, HaNpaBJICHHOTO Ha CO37[aHue
HOBBIX (POPM KOHIICPTHO-MCIIOTHUTEILCKON MPakTHKUA. [IOMHMO TBOpYECKON MY3BIKAIBHO-
TeaTpajJbHOM XYIOKECTBEHHOM INPAKTUKHU, Ha COBPEMEHHOM JTare pa3BuTHUsi boinbuioro
Teatpa benmapycm HaOupaeT TONMYASPHOCTh aKTUBHAs MY3bIKAIBHAS JIESATEILHOCTD,
HalpaBJIeHHAs Ha COLUYM. JTO CIIOCOOCTBYET MOITYNISIPU3AINH KJIACCHIECKOT 0 MY3BIKaJIBHO-
TeaTpaJIbHOr0 MCKYCCTBAa 3a CYET OOJaueHHs €ro B HOBBIC KOHIICPTHO-HCIIOJHHUTEIHECKUE
¢opmbl. Tlpu 3TOM 3pHUTENBCKAs AYTUTOPUS PACHIAPSIETCS, TOCKONBKY W KIIACCHUECKHIMA
periepryap, U HOBbIE ()OPMBI KOHIICPTHOM MPAKTHKH COBMECTHOIO TBOpYECTBA OaleTHOH U
OpKECTPOBOM TPYIIBl CTAHOBATCS COLMAIBHO OPHUEHTUPOBAHHBIMU W OTBEYAIOT CAMbIM
Pa3sHbIM MY3bIKaJIbHBIM NIPEIIIOYTEHUSAM 3PUTEISL.

MusICAL ACTIVITY OF THE BALLET AND ORCHESTRAL TROUPES OF THE BOLSHOI THEATER OF
BELARUS (1980-2010s): SOCIOCULTURAL ASPECT

The joint creative work of the ballet and orchestra companies of the Bolshoi Theatre
of Belarus is one of the brightest pages in the long history of the theater. At the present stage,
namely the 2000s — 2020s, new forms of musical activity with a social orientation have
appeared and gained wide popularity. This paper examines the problem of interaction
between the ballet and orchestral companies in ballet productions, which are aimed at solving
socio-cultural problems. The author has defined the purpose — to identify forms of musical
and theatrical practice, which is determined by the interaction of ballet and orchestral
companies in productions, created in the framework of the search for ways to connect art and
society. In her work, the author offers a classification of music and performance activities of
ballet and orchestral companies, which appears in the artistic and creative and socially
oriented forms. The first form represents the ballet and orchestra companies in their theatrical
«role» (ballet, opera and performance of the stage cantata). The second form of music and
performance activities of the ballet and orchestra includes touring practice, participation in
festivals, thematic and gala concerts, as well as open-air concerts and performances. All
forms of music-theater and concert-performance practice of ballet and orchestra companies
are considered in detail in the work, and their characteristics from the position of socio-
cultural orientation are given. The author has come to the conclusion that nowadays the
creative troupe of Bolshoi Theatre of Belarus actively functions in the context of ‘artistic
progress’ aimed at the creation of new forms of concert and performance practices. In
addition to the creative musical and theatrical artistic practices, active musical activities
aimed at the society are gaining popularity at the present stage of development of the Bolshoi
Theatre of Belarus. This contributes to the popularization of classical musical and theatrical
art by dressing it up in new concert and performance forms. At the same time, the audience
expands, as both the classical repertoire and new forms of concert practice of joint work of
the ballet and orchestral company become socially oriented and meet the most diverse
musical preferences of the audience.
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TTPEMBEPA «CIISILEN KPACABHLIBI» 1890 rOJIA B OTPAXKEHWN PYCCKOM ITPECCHI

Hu Ha omuu Oaner aBropcTBa Mapuyca Iletumna He BBIXOAMJIO CTONBKO OT3BIBOB,
CKOJIBKO IIOSIBIIIOCH Ha ero «Crisiiyro kpacaBuily». Ilocie reHepainbHON peneTuuu 2 sstHpapst
U TIEPBOTo NPE/CTaBICHUs 3 SHBaps B TEUCHHE MecAIla BBIILIO OoJIee IBYX JIECATKOB CTaTei
B Pa3HBIX MEPUOANYECKUX M3IaHUIX. B nampHeilieM K HUM NPHCOSTUHIUINCH PEICH3UHN Ha
TIOCTIETYIOIINE TIpeACTaBIeHuss Oaigera W BocmoMuHaHWs o «Crsmei» psma nesreneit
KyneTypel — bBenya, Bakcra m ap. OHHM TO3BONSIOT YBHAETH CHEKTP MHEHHH KakK IO
CIIEKTAKJII0 B IIEJIOM, TAaK W II0 PAa3HBIM €r0 COCTABHBIM YacTAM M HOAPOOHOCTSIM, U TeM
CaMbIM, BKYIIE C JOITOJIHSIOMNMY UX (POTOrpadusIMH NMepCOHAKEeH, PUCYHKAMH XYI0)KHUKOB,
JCKH3aMH JEKOpalii M KOCTIOMOB, COCTaBHTh HCTOPHYECKM TOYHYIO KapTHHY Oajieta Ha
MOMEHT €r0 POKICHHS M NEepBBIN TepUOJ CLieHnYecKor xu3Hu npu [letuna. Hecmorpst Ha
TO, uTo crapoil «Chsmiell KpacaBHIE» MOCBAIIEHO HEMalo TPyAOB, BKitouas kHuru lO.
Crnonumckoro, P. Yaitnu, M. KoncrantunoBoli u riaBbl B ucropuu 6anera B. Kpacosckoid,
HCCIIEZIOBATENN TI0Ka eIlle He CTaBMIIM nepes coOol 3agadn coOpaTrh M0 BO3MOXXHOCTH BCIO
MOCBSAILIEHHYIO 0aleTy COBPEMEHHYI0 Ipeccy M C €€ IIOMOIIbI0 PEKOHCTPYHPOBAThH
MIEPBOUCTOYHUK, €ro CIEeHHYeckoe M Xxopeorpaduueckoe aeiicrBue. B Hawame XX Beka
cocrostnach Qukcaumst «Crsimieit kpacaBuubl» B cucreme 3anucu B. CremanoBa, HO OHa
oTpa3uia Oaner yxxe ¢ HeKOTOPHIMH U3MEHEHUSIMH, CIy4MBIIUMUCS 3a aecsatmierue. Kpome
TOr0, IaHHbIE 3aITCH OBUIN JOJIT0e BPeMsl HEAOCTYIIHBI 110 HCTOPUYECKMM NIPUYMHAM. ABTOp
CTaThH MpecieayeT Leldb NPeJCTaBUTh U, BO3MOXKHO, PasrajaTbh 4acTh 3arajoK, 3aJaHHBIX
npeMbepoil «Crsiueil KpacaBULbl». JTO M pa30odapoBaHUE OT IPEMbEPhl «IIPOCBELIEHHBIX
0aJIeTOMaHOBY, U MOJSIPHBIC OLICHKU MY3bIKM UallKOBCKOro, U yrpeku [leTuna B OTCYTCTBUH
xopeorpaduu, To ecTb «Oayeray, ¥ INPELeleHT NPOTHBOCTOSHUS 3pHUTENCH, 3arONHABIIMX
OUTKOM 3aJl, CKeIICUCY KPUTHKOB, a TAKKe HEKOTOPBIE JIETaIM TAHICBAJIbHBIX PELICHHUIL.

THE SLEEPING BEAUTY’S PREMIERE (1890) IN THE RUSSIAN PRESS

Not a single ballet by Marius Petipa received as many reviews as his Sleeping Beauty.
After the dress rehearsal on January 2 and the first performance on January 3, more than two
dozen articles appeared in various periodicals within a month. Subsequently, they were joined
by reviews of subsequent performances of the ballet and memoirs of the Sleeping by a
number of cultural figures — Benoit, Bakst, etc. They allow you to see the range of opinions
both on the performance as a whole and on its various components and details, and, together
with photographs of characters complementing them, drawings by artists, sketches of scenery
and costumes, to compose a historically accurate picture of the ballet at the time of its birth
and the first period of stage life under Petipa. Despite the fact that many works have been
devoted to the old Sleeping Beauty, including books by Y. Slonimsky, R. Wylie, M.
Konstantinova and chapters in the history of ballet by V. Krasovskaya, researchers have not
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yet set themselves the task of collecting, if possible, everything devoted to ballet modern
press and with its help to reconstruct the original source, its stage and choreographic action.
At the beginning of the 20" century, The Sleeping Beauty was recorded in V. Stepanov’s
recording system, but it reflected the ballet already with some changes that had taken place
over the decade. In addition, these records were not available for a long time for historical
reasons. The author of the article aims to present and possibly solve some of the mysteries
posed by the premiere of Sleeping Beauty. These are disappointment from the premiere of
enlightened balletomanes, and polar assessments of Tchaikovsky’s music, and Petipa’s
reproaches for the lack of choreography, that is, ‘ballet,” and the precedent of confrontation
between the spectators who filled the hall to the skepticism of critics, as well as some details
of dance decisions.

MBPATVIMOBA Awren Okrtan rwI3bl, PhD, 3samecmumens
Oupexmopa no HayuHo-Memoouueckoil pabome, cpeoHss
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JKAHP BAJIETA B TBOPYECTBE APH®A MEJIMKOBA

Apudp MenukoB — BhlHAlONMiCS a3epOaii/PKaHCKUH KOMIIO3UTOp, MEaror,
OOLIECTBEHHBIN JesTeNb, ApKas JMYHOCTH MUPOBOTO 3HaueHHsA. B cBOEM MHororpaHHom
TBOpYECTBE OH OOpamajcs K pPa3IMYHbIM MY3bIKQJIBHBIM JKaHpam: OajeTsl, CUM(OHHH,
MOHYMEHTAJIbHbIC BOKAJIbHO—OPKECTPOBBIE COYMHEHHS, KaMEPHO—MHCTPYMEHTAJbHBIE U
KaMEPHO-BOKAJIbHbIE IPOM3BEICHHS, My3blka I8 KHHOQHIBMOB W  JpaMaTHYECKHX
CIIEKTAKJICH, POMAHChI M TIECHH, (popTeNnaHHbIe LIUKIIBI, IETCKast My3blKa, oneperra. Bo Bcex
9THX *aHpax Aprd MenukoB BHICTyHAaeT O4eHb CAMOOBITHO U CBOEOOPA3HO, SIPKO PACKPBIBas
CBOIO MHAMBHAYAJIbHYIO JINYHOCTh. KOMIO3UTOp sBIIsIETCS aBTOPOM Tpex OasneTos: «Jlerenna
o mobBuy», «Iloama nByx cepueu» u «/IBoe Ha 3emie». Emy He Obuto m 28 iyer, kornma
cocTosulach TpeMbepa ero nepBoro Oanera «Jlerenga o mo0OBu» (23 mapra 1961 rona).
Bropas npembepa Oanera Obuta B HoBocuOupcke. A B Baky npembepa cocrostiach B 1962
roay. «Jlerenma o moOBu» craBwiach Oomee 60-TH pa3 B pasHbIX TeaTpax Mupa. ITo
OECKOHEYHBIC MHTEpECHbIe pabOThl C pPa3IMYHBIMHM XYIOKHHKaMH, OaneTMeicrepami,
my3bikaHTamu. [Iporwio Bpems. B 1982-om roxy oH Hamucan cBoit Bropoit Oaner «Iloama
JBYX Ceplel», NpeMbepa KOTOPOro COCTOSIAch B JIBYX TOCYAapcTBAaX C IPOMEKYTKOM B
omuH feHb. Oto Obu1 TaumrkeHT u KyiiObimieB. ABTop Temsl Oanera [lapad Pammmos torma
MEPBBI CEKpeTaph COr3a KOMMYHHCTHYECKOW maptum Y30ekucrana. [looma «Komume u
Mozan» SBIS€TCS YacTbIO CaMOro KPYIMHOTO IPOM3BEJCHHS BBIAAIOLIETOCS Y30€KCKOro
modta u ¢unocopa Mupsza Adnynskamupa bemuns — «psany». Hecmorpst Ha TO, 4TO B
«IToame ABYX ceplel paccKa3biBaeTcsi O TPArn4ecKoil JTI00BH, I'/ie JIHIIb CMEPTh COCIUHSCT
BIIIOOJIEHHBIX, HO caMa CMEpTh BO MMs JIIOOBM CTAaHOBHMTCS CHMMBOJIOM BEUHOHW J100BH». B
1969 rogy B MapunHckoMm Teatpe ObuT moctaBiieH Oaner «/lBoe Ha 3toit 3emiue». JIubperro
npuHauiekuT Pobepry PoknecTBeHCKOMy. OTO OAHOAKTHbIH Oaner o 00BH. ApH(
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MenmKkoB — 3TO M UCTOPUSI, ¥ COBPEMEHHOCTh MY3bIKaJIbHOH KyJIBTYpHI AzepOaiimxana. Mer
C YBEpPEHHOCTHIO MOXKEM Ha3BaTh Apuda MennkoBa SIPKOH JHYHOCTHIO, TBOPYECTBO
KOTOPOT0 3aCTy’KUBAET IIyOOKOTO M BCECTOPOHHETO U3yICHHSI.

THE GENRE OF BALLET IN THE WORK OF ARIF MELIKOV

Arif Malikov is an outstanding Azerbaijani composer, teacher, public figure, a bright
personality of world significance. In his multifaceted work, he turned to various musical
genres: ballets, symphonies, monumental vocal and orchestral works, chamber instrumental
and chamber vocal works, soundtracks for films and drama performances, romances and
songs, piano cycles, children’s music, operetta. In all these genres, Arif Malikov performs in
a very original way, clearly revealing his individual personality. The composer is the author
of three ballets: The Legend of Love, The Poem of Two Hearts and Two on Earth. He was not
even 28 years old when the premiere of his first ballet The Legend of Love took place (March
23, 1961). The second premiere of the ballet was in Novosibirsk. And in Baku, the premiere
took place in 1962. The Legend of Love has been staged more than 60 times in different
theaters around the world. These are endless interesting works with various artists,
choreographers, musicians. Time has passed. In 1982, he wrote his second ballet, Poem of
Two Hearts, which premiered in two countries one day apart. It was Tashkent and Kuibyshev.
The author of the theme of the ballet Sharaf Rashidov was then the first secretary of the
Union of the Communist Party of Uzbekistan. The poem Komde and Modan is part of the
largest work of the outstanding Uzbek poet and philosopher Mirza Abdulkadir Bedil —
"Irvan". Despite the fact that The Poem of Two Hearts tells about tragic love, where only
death unites lovers, but death itself in the name of love becomes a symbol of eternal love. In
1969, the ballet Two on This Earth was staged at the Mariinsky Theater. The libretto belongs
to Robert Rozhdestvensky. This is a one-act ballet about love. Arif Malikov is both history
and modernity of the musical culture of Azerbaijan. We can confidently call Arif Malikov a
bright personality, whose work deserves a deep and comprehensive study.

VIOAHHY, Mapwna, c60600Hbutl uccaiedoBamens, Carnkm-Ilemepbype,
Poccus

Marina IOANNOU, Independent Researcher, Saint Petersburg,
Russia

I'PEUECKUIT TAHELL «CHUPTOC» B BAJIETE HUKOCA CKAJIKOTACA «MOPE»

OauH U3 caMbIX M3BECTHBIX Ipedeckux kKoMmno3uTopoB XX Beka Hukoc Ckankorac
(1904-1949) Bo MHOTHX COYMHEHHSX OMHPAJICS HA (DOIBKIOP: UCIIONB30BA TPAIHUIMOHHBIE
IpeYeCKUe MEJIOJMM W COYMHSI aBTOPCKHE TEMbl B HApOIAHOM CTHiIE. BaxHyr0 4acTh
TBOPYECKOr0 Hacle/is KOMIIO3UTOpA COCTABIISET My3blka Julsi Oanera. CkankoTac Hammcal
TPU COYMHEHMS B TOM KaHPE, U3 KOTOPBIX CaMbIM 3pENIBIM SIBISCTCS OJHOAKTHBIN Oaner
«Mope» (1948—1949) u3 necsatu HoMepoB co BerymieHueM. [lapTurypa storo npousBeneHus,
KaK M MHOTHX Jpyrux TBopeHui CKalkoTaca, 10 CHX MOp He M3aaHa. JIMOperTo HamucaHo
KOMITO3UTOPOM M TPAaKTOBAHO B CHMBOJIMYECKOM Kitoue. I JTaBeHCTByrolIee 3HAYCHHE B HEM
HMEeT MHUDP MOPCKOH (PaHTACTHKH, MPOTHBOIOCTABICHHBIH, C OJHOW CTOPOHBI, PEaTbHBIM
JIOJSIM, C APYrOH, — MCTOPHUYECKMM MEpCOHakaM. B My3bike OajieTa HCIIONB3YIOTCS JIBE
MEJIOIMU CHPTOCa — OJTHOTO M3 CAaMBIX M3BECTHBIX ITPEUYCCKHX TaHIEB. B xone uccnenoBanus

106



BEISIBIICHBI CBSI3b IIEPBOM MENOAMM C TaHLEBAIbHOM mHecHed «S1 Oymy TeOst IoOHTHY,
BOCXOJXK/ICHHE BTOpOH — K HapomHoi mecHe «Jlomka». OOe Memogum TpPaKTyIOTCS
KOMIIO3UTOPOM Kak JIeiiTTeMbl. VX MoOsBIEHUE B Pa3IMYHBIX HOMEPaxX MPUIACT MY3bIKE SIPKO
BEIPOKCHHOE STHHUYECKOE 3BY4YaHHE. ABTOPHI NPHIUIM K BEIBOXY, uTo Oamer Ckankoraca
SIBISIETCS  yOAWUTEIbHBIM HPHMEPOM pACKPHITHS HAIMOHAJIBHO-XapaKTePHOH TEMAaTHKH B
rpedeckoil Myssike XX Beka.

GREEK DANCE SYRTOS IN THE BALLET THE SEA BY NIKOS SKALKOTTAS

One of the most famous Greek composers of the 20™ century, Nikos Skalkottas
(1904-1949), wrote many works using traditional Greek melodies in some of them. In the
period from 1938 to 1949 he wrote 3 ballets. His most important ballet was the last one,
which he wrote in the years 1948-1949, called The Sea («H 6dlacoa»), with the note
‘traditional ballet for large orchestra.” This ballet includes an introduction and 10 images. The
libretto was written by the composer himself and describes the imaginary world inside and
outside the Greek sea. The composer uses two traditional melodies based on the Greek dance
syrtos. The first one is called I will love you and the second one is called The boat. He uses
these two melodies throughout the entire work, each time comparing them, thus giving the
musical Greek character throughout. The premiere took place in 1949, and was
choreographed by the Greek choreographer Yvonne de Chirico. The choreography also refers
to the traditional Greek dance syrtos. Although the musical genre of ballet is not so
widespread among the Greek composers of the 20" century, Skalkottas managed to leave a
great legacy in Greek traditional ballet music through his ballet The Sea.

KAJIAITHMKOBA [apesi VIropeBHa, npenodabamens, kagpedpa
meopuu  My3sviky, Poccuiickas axadeMus MY3biKu UMeHU
T'necunwix, Mocx8a, Poccus

Daria KALASHNIKOVA, Lecturer, Music Theory Department,
Gnesin Russian Academy of Music, Moscow, Russia

MYV3bIKA BAJIETOB AJIb®PEJIA [IIHUTKE B KOHTEKCTE ABTOPCKOI'O CTHJISI KOMITO3UTOPA

ABtopckuii ctiunb Anbdpena IllHuTke mnpeacraer KOMILIEKCOM (QHIOCOPCKHX,
KOMIIO3UIIMOHHBIX M TEXHMYECKUX CTOPOH XY/IOXKECTBEHHOM CHCTEMBbl KOMIIO3HTOpA,
HaxXOIfIIeiics B KOHTEKCTE CTHJIS BpeMEHH. Ero KOMIO3MTOpCKHUH MOYEepK y3HAeTca B
NIEPBYIO OuYepelb B JKAHPaX HHCTPYMEHTAIBHON MY3bIKH (CMM(OHMYECKMX M KaMEepPHBIX
COYMHEHMSX), & TAKKE B XOPOBBIX IIPOM3BE/ICHUAX, KHHOMY3bIKE, MY3bIKE K APAMaTHYECKUM,
OajleTHbIM U OonepHbIM criekTakisiM. [1IHuTke obparancs K )xaHpy Oajiera IpeuMyIIeCTBEHHO
B mo3nHuil mepuoa TBopuectBa (1985-1998). MM wHammcano tpu Ganera: <«JIaOMPUHTBI»
(1971), «Ockuzpr» (1985), «llep I'torT» (1989). OpUrHHAIFHOCTD MOAXOAA K COYHMHEHHIO
MY3bIKM K MY3bIKaJIbHO-XOpeorpau4eckUM IOCTAHOBKaM OOYCIIOBJIEHa COEIHMHEHHEM
WHIMBHUIYAIbHO-aBTOPCKOIO M OOIIEro, OMHUPAIOLIErocss Ha LIMPOKHH KpYr SBJICHHMIT
OTEUECTBEHHOr0 My3biKajabHOro tearpa 1970-1980—x romos. /[uama3oH XymoXeCTBEHHBIX
CPEICTB  OXBAaTbIBACT OpPHI'MHAJBHBIC 3aBOCBaHMS B  OOJIACTM  CTHJIMCTHYECKOTO
B3aMMOJICHCTBHA (TIONMCTHIINCTHKA), 3BYKOBBICOTHOM OpraHM3alyu, rapMoHuu. CTHIEBOM
00JIMK Kakaoro Oanera MOMONHSIOT 3aKOHOMEPHOCTH aKTYaJbHBIX TEHACHIMH 0aJeTHOro
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HCKycCTBa 0003HAUCHHOTO TIEPHOJa, MOAYEPKHBAs KOMMYHHKAaTHBHOCTE KOMITO3UTOPCKOTO
metona [llnutke. B GaneTHOM TBOpYECTBE KOMIO3UTOPA B ACTIEKTE MHMBUIYAIBHOTO CTHIIS
MPOCTYNAIOT ~ MarucTpaJbHbIe TEHACHIMM CHM(OHW3aLUM, HOBOM HHTEpHpETAINU
JUTEPaTypHOTO NEPBOUCTOYHHKA, SKCIEPUMEHTa B 001acTh aHpa, (HOpMBI, My3bIKaJIbHOTO
sI3pIKA.  XapakTepHBIMU TPU3HAKaMH HWHIWBUIYaJbHOCTH KOMIIO3UTOPCKOIO IIHChMa B
obyacti GajleTHOro ’KaHpa SBJISIOTCS KOMITO3HIIMOHHO-TEXHHYECKHe acrekTbl. Hampumep,
TIOVCK TTOJMCTHIINCTHYECKUX B3aUMOJEHCTBHIT 00YCIIOBIII MOSIBIICHHE [TUTATHOTO MaTepuaa
B Tpex Oanerax, Ilepsoii cumdonnn, Concerto grosso Ne 1. IIpuHIuUI coenvHEHNST pa3HbIX
3BYKOBBICOTHBIX CHCTEM B My3bIKe 0aleToB, a Takke BO BTopom KoHUEpTe Ul CKPHIIKH U
KaMepHoOro opkecrpa, Ksunrere, PekBneme cocraBui npumep moiarOHHIECKOT0 MBIIIICHHUS
xomnosutopa. Obnanast IpKUMHU NpUMeTaMHu aBTopckoro cruisl LIHuTke, GaneTsl BXOAAT B
€IMHYI0 CTUIICO0PA3yIOIYI0 CHCTEMY TBOPUYECTBA KOMIIO3UTOPA.

THE MusIC OF ALFRED SCHNITTKE’S BALLETS IN THE CONTEXT OF THE COMPOSER’S STYLE

The author’s style of Alfred Schnittke appears as a complex of philosophical,
compositional and technical aspects of his art system, which is in the context of the time
style. His handwriting is recognized primarily in the genres of instrumental music
(symphonic and chamber compositions), as well as in choral works, film music, music for
dramatic, ballet and opera performances. Schnittke turned to the genre of ballet mainly in the
late period of his work (1985-1998). He wrote three ballets: Labyrinths (1971), Sketches
(1985), Per Gynt (1989). The originality of the approach to composing music to musical and
choreographic productions is due to the combination of individual-author and general, based
on a wide range of phenomena of the domestic musical theater of the 1970-1980s. The range
of artistic means covers original conquests in the field of stylistic interaction (polystilistics),
pitch organization, harmony. The stylistic appearance of each ballet is complemented by the
patterns of current trends in ballet art of the designated period, emphasizing the
communicativeness of the Schnittke’s composition method. In his ballet work, in the aspect
of the individual style, there are main tendencies of symphonization, a new interpretation of
the literary primary source, an experiment in the field of genre, form, and musical language.
Compositional and technical aspects are characteristic signs of the individuality of composer
writing in the field of the ballet genre. For example, the search for polystilistic interactions
led to the appearance of quotation material in three ballets, the First Symphony, Concerto
grosso No. 1. The principle of connecting different pitch systems in the music of ballets, as
well as in the Second Concert for Violin and Chamber Orchestra, Quintet, Requiem, made up
an example of the composer’s polyphonic thinking. Possessing vivid signs of Schnittke’s
style, ballets are included in a single style-forming system of his work.

KAJTIMHUYEHKO Haranusa HwukostaeBHa, Kanouoam
uckyccmbobedenus, doyenm, Acmpaxans, Poccus

Natalia KALINICHENKO, PhD, Associate Professor, Astrakhan,
Russia

BAJIET B ACTPAXAHU

B KynbType cOBpeMeHHOW AcTpaxaHu OaneT 3aHUMaeT OAHY M3 JIMAUPYIOLIMX
nmo3utmii. A 130 ner Hazag Bce Obuto mHave. HaumHast ¢ 1892 r., kpaTkue myOnukanuwm B
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ra3erax «ACTpaxaHCKHH BECTHHK» U «ACTpaxaHCKHH CIPaBOYHBIN JIMCTOK» COOOIIANN O
MIPEACTOAIINX TacTpoNsiX OaneTHbIX apTHcToB. Ha crmeHax 3WMHETro TeaTp HACleIHHKOB
[TnorHrKOBa U Tearpa cama «Apkaaus» HEOTHOKpaTHO TaHieBana Mapus Ilernna — mous
Oamermeiicrepa Mapuyca Iletmma. B 1914 ractpommpoBama E. Temsmep. [pyrue
nucroprieckre (hakThl CBSI3aHBI C BUAHBIMHU JIESTENSIMH OTEUECTBEHHOIO Oajnera: poioM W3
Acrpaxanu ObUTH U orer] ArpunmuHel Baranosoit, n 6anermeiictep Pocrucnas 3axapos. K
100-neturo cosnmarens apambanera Ha CIeHE TacTpoibHOro tearpa B 2008-om Jlrommuia
CeMeHsKa OCYIIECTBHIIA TIOCTAHOBKY JiereHaapHoro Oanera «baxuucapaiickuii ¢poHTaH». B
XX B. Bemymye TeaTpsl CTpaHbl MPUBO3WIN B ACTpaxaHb HaHOOJIee KacCOBBIE CIIEKTAKIH, B
toMm umcne «basmepky» ¢ nmuBHOH M. CabupoBoil m np. JlaToi co3maHUSI TpPYIIIBI
KJIaccH4eckoro Oamera B AcrpaxaHu cumrtaercs 3 HosOpst 2000 r.: Torma TiTaBHBIIM
OaneTMelictep AcTpaxaHCKOro My3bIkaibHOro Tearpa JI. CHBHIKas TpencTaBmiia ITyOIHKe
«Kmzenp» A. Anmana. Bpems pacuBera acTpaxaHCKOTo Oajnera CBSI3aHO C JIESITEIEHOCTBIO
Koncrantnna Ypanabckoro — XymaokecTBEHHOro pykoBoautens Gamera B AI'TOB (2011—
2020). OH cobpan TpymITy U3 BBIITYCKHHKOB BEIYIINX XOpeorpapMIecKuX YIHIIHI CTPaHb! U
MOJIOZBIX apTHCTOB Smonnn. Bmecre ¢ GanermeiicrepaMu-peneTUTOPaMu U XyIOKHUKAMHU-
MIOCTAHOBIIMKAMHU aKTHBHO OCBAaMBaJICs KJIACCHUECKUI U COBPEMEHHBIN pernepryap. 3puTenn
yBuzenu 13 HezaObIBaeMBIX criekTakieii: 6anersl YaiikoBckoro, MuHKyca, AnaHa, aBTOpCKUeE
nocraHoBkH K. Ypanbckoro Ha My3siky komnozutopos XX—XXI B. Hekoropsle n3 HUX Oblin
noka3ansl B BemukoOpuranun, 'epmanum, Kurae. Bnaromapst coueTaHnio OpWrHHaIbHOM
creHorpaduu ¢ GepeXHBIM OTHOLIEHHEM K KIIaccHKe (hOPMHUPOBAIIMCH BKYCHI acTpaxaHCKOM
myOJIMKK, OTTAuMBaNOCh MacTepcTBO (ororpadoB M OCBETHTENEH, XYIOXKHUKOB U
xypHaiuctoB. 2020-¢ mpuHECTH cepbe3Hble mNpeoOpazoBaHus. Urto Oymer nanblie —
MOKaKET BPEMSL.

BALLET IN ASTRAKHAN

Ballet occupies one of the leading positions in the culture of modern Astrakhan. And
130 years ago everything was different. Since 1892, brief publications in the newspapers
Astrakhan Bulletin and Astrakhan Reference Sheet reported on the upcoming tours of ballet
artists. Maria Petipa, the daughter of choreographer Marius Petipa, has repeatedly danced on
the stages of the Plotnikov Heirs Winter Theater and the Arcadia Garden Theater. In 1914,
Yekaterina Geltzer toured. Other historical facts are connected with prominent figures of the
national ballet: Agrippina Vaganova’s father and ballet master Rostislav Zakharov were from
Astrakhan. On the occasion of the 100" anniversary of the creator of the drum ballet,
Lyudmila Semenyaka staged the legendary ballet The Fountain of Bakhchisarai on the stage
of the touring theater in 2008. In the 20" century, the leading theaters of the country brought
the highest-grossing performances to Astrakhan, including La Bayadére with the marvelous
Malika Sabirova and others. The date of creation of the classical ballet troupe in Astrakhan is
considered to be November 3, 2000: then the chief choreographer of the Astrakhan Musical
Theater Larisa Sivitskaya presented Giselle by Adolphe Adan. The heyday of the Astrakhan
ballet is associated with the activities of Konstantin Uralsky, the artistic director of the ballet
at the Astrakhan State Opera and Ballet Theater (2011-2020). He assembled a troupe of
graduates of the country’s leading choreographic schools and young artists of Japan. Together
with ballet masters, tutors and production artists, the classical and modern repertoire was
actively mastered. The audience saw 13 unforgettable performances: ballets by Tchaikovsky,
Minkus, Adan, author’s productions by Uralsky to the music of composers of the 20" and 21
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centuries. Some of them were shown in the UK, Germany, China. Thanks to the combination
of original scenography with a careful attitude to the classics, the tastes of the Astrakhan
public were formed, the skills of photographers and illuminators, artists and journalists were
honed. The 2020s brought serious transformations. Time will tell what will happen next.

KAPHOBWY OxcaHa AHapeeBHa, kanouoam uckyccmbobeoerus,
cmapwiui - npenodaBamens, Kkagpedpa  xopeoepagpuu U
basemobedenus, MockoBekas eocyoapcmbentan axadeMuis
xopeoepagpuu, MocxBa, Poccus

Oksana KARNOVICH, PhD, Senior Lecturer, Choreography and
Ballet Studies Department, Moscow State Academy of
Choreography, Moscow, Russia

TTEPBBIE TACTPOJIU BOJILIIIOTO TEATPA B JIOHIOHE U I AJIMHA YJIAHOBA

Jloxnan mocBsiieH nepBbIM racTpoisiM bosbiioro teatpa B 1956 rony B Jlonnowne,
KOTOpbIE B JaJIbHEHIIEM MOCITYXIIH YKPEIUIEHHIO KYJIBTYPHBIX CBsi3el Mexxay Poccueii n
BenukoOpuranuei, chIrpaB MHPOTBOPYECKYIO POJIb MEXAY JIBYMS TOCYIApCTBAMH B IIEPHOJ
XOJIOHOW BOWHBI. 3aTpoHYTasi TeMa OCOOEHHO aKTyallbHa Ha CETOJHSIIHHUHN JeHb, KOTrna B
3amasHOM MHUpE MPOHCXOAUT OTKa3 OT POCCHUCKOHN KYNIBTYpHI, OTJIMYArONIEHCs TITyOOKUMHU
3HAHMWSIMH, TPAJUIMAMH M BBICOKMM npodeccroHamm3mMoM. Ocoboe BHHMaHHE aBTOP
aKIEHTUPYET Ha POJIM UCIOIHUTENIBCKOr0 MacTepcTBa [aluHbl YIaHOBOH, O TOM 3HaYECHUH,
KOTOpOE OKa3al0 MCKYCCTBO OalepuHBl Ha JIOHIOHCKYIO IYOJIHMKY CO BpeMEH AHHbI
[TaBnoBoii. 'actponu Boneiioro Teatpa B 1956 rony OTKphUIM HOBYIO CTPAaHUILY B pa3BUTHU
aHryMickoro Oanera, TMOBNMSBLIME Ha CTWIb (IIOJHOMACIUTAOHBIX» OYIYIIMX IIOJOTEH
xopeorpadoB Kennera Makvuiiana (riaBHblid 6anermericrep Koponesckoro 6anera ¢ 1970
no 1977 rox), dxona Kpanko m [xona Hoiimaiiepa, co3maBIIMX aBTOpPCKHE TeaTphl B
I'epmanuu — Llryrrapre u ['amOypre.

THE FIRST TOUR OF THE BOLSHOI THEATER IN LONDON AND GALINA ULANOVA

The report is devoted to the first tour of the Bolshoi Theater in London in 1956,
which later served to strengthen cultural ties between Russia and Great Britain, playing a
peacekeeping role between the two states during the Cold War. The topic touched upon is
especially relevant today, when in the Western world there is a rejection of Russian culture,
which is distinguished by deep knowledge, traditions and high professionalism. The author
focuses on the role of Galina Ulanova’s performing skills, on the importance that the
ballerina’s art has had on the London public since the time of Anna Pavlova. The tour of the
Bolshoi Theater in 1956 opened a new page in the development of English ballet, which
influenced the style of “full-scale’ future paintings by choreographers Kenneth Macmillan
(chief choreographer of the Royal Ballet from 1970 to 1977), John Cranko and John
Neumeier, who created their own theaters in Germany — in Stuttgart and Hamburg.
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KVUPUITTIMHA JIapuca BanenTnHoBHa, doxmop
uckyccmbobedenus, — npogpeccop,  kagpedpa  ucmopuu
sapybexcront  myswiku,  MockoBckoil  eocyoapcmBennoi
roncepBamopuu umenu I1. Y. Yatixobckoeo, Mock8a, Poccus

Larissa KIRILLINA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Foreign Music History Department, Moscow
State Tchaikovsky Conservatory, Moscow, Russia

TIPOMETEM TAHLYIOIMIA: BETXOBEH U BAJIET

Mysbiky beTxoBeHa 4acTo 3By4HT B OaneTHbIX mocTaHoBkax XX Beka n Hadama XXI|
Beka. Ho emuHCTBeHHBIN moTHOMAcITaOHbIH Oaner «TBopenus [Ipomeres» (1801) ocraercs
HE CIMIIKOM HOMYJSPHBEIM. MEXTy TeM 3TO IPOHM3BEJEHHE CTajlo Ba)KHBIM B TBOPUECKON
cynpbe obomx co3marerned, Oanermeiicrepa CanbBarope Burano wn  berxosena.
IIpomereeBckas nuHUS B TBopuyecTBe berxoBeHa W Burano pasBuBanmach W jgaiee, Iocie
mpembepbl 1801 roma, He BMONHE oOmpaBaaBIIeld OXuaHWwid oboux. Llemsiid  psn
nipousBeniennii berxosena 1801—1804 ronoB o0beMHEH Tak HA3bIBAEMOI «TIPOMETEEBCKOM
TeMoi» (uutatoil M3 (QuHAIBHOrO KOHTpHaHca Oanera). Burano, He yIOBIETBOPUBIIHCH
BeHckuM «[Ipomereem», mocrasui B 1813 roxy B Mmnane pacmmpenHyro Bepcuto Oanera. B
9TOM CHEKTaKJIe CTAJII0 BO3MOXKHBIM aKIIEHTHPOBATh MOMEHTHI, 3aBYaJIUPOBAHHbBIC B BEHCKOW
BEPCHH: aHAJIOTUH Mexay obpasamu [Ipomeres u Xpucra. Bynydn xopommm My3bIKaHTOM,
Burano ucrnons3oBal B CBOMX MIJIAHCKHX Oanerax, momumo «[Ipometes», (parMeHTsI
HOBBIX Tpon3BeneHMH berxoBeHa. X TBopyeckHe MOMCKM IIUIM MapajsenbHO, XOTs
berxoBen Goinblile HUKOTJa He oOpaiaics K xaHpy Oanera. BenukonenHast cumpoHnyeckas
naprurypa «TBopenus Ilpomeres» 3axuiaa coeil xwu3Hbto. Cam Oaner B Haie Bpems
craBuTCs peako. dpanuecka Xaprep NpeAnokuia MPOYTEHHE MPOU3BEIEHUS CPEACTBAMU
coBpeMenHOro Gamera (2005, Horo-Hopk). B ayrentuuroii MaHepe mocraBima «TBOpeHs
IIpomeres» Xenena Kazaposa B 2016 romy (YUexus, tearp B 3amke Banbruue). pyroe
pELlIEHHe — O4YEeHb ACKETHYECKOE U CHUMBOIHMYECKOE — IpeAnokuia ATTuina Orepxasy,
nocraBuBmMi  Oamer B 2017 roxmy cunamu TanueBajgbpHOro ueHTpa [Ipaskckoid
koHcepBaropuu. Hakonen, B 2021 B Bononse xopeorpad Monrka MUHBIOKKH co3aaja
crektakib 1o «TBopeHusM IIpomeres», O4eHb Malo MOXOKHH HAa TPAIMIMOHHBIN Oaner u
PELIEHHBI B OCHOBHOM CpEJCTBAMU ITAaHTOMUMBL. Bce 3TH ONBITHI IMOKA3bIBAIOT, UYTO
eIMHCTBEeHHbII OajneT berxoBeHa — OTHIOIb HE My3elHOe HocTosiHue mpornioro. OH MOXET
CTaTh OPraHUYECKON YaCThIO COBPEMEHHOTO MY3bIKaJIbHOTO TEATPa.

THE DANCING PROMETHEUS: BEETHOVEN AND BALLET

Beethoven’s music is often used in ballet productions of the twentieth century and
early twenty-first century. The only full-scale ballet, Die Geschopfe des Prometheus (1801),
remains not very popular. Meanwhile, this work became important in the creative destiny of
both authors, great choreograph Salvatore Vigano and Beethoven. The Promethean line in the
work of Beethoven and Vigano continued to develop after the premiere in 1801, which did
not quite meet the expectations of both. A number of Beethoven’s works from 1801-1804 are
united by the so-called ‘Promethean theme’ (a quotation from the final counterdance of the
ballet). Vigano, not satisfied with the Viennese Prometheus, staged an expanded version of
the ballet in Milan in 1813. In this case, it became possible to accentuate moments veiled in
the Viennese version: the analogies between the images of Prometheus and Christ. As a good
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musician, Vigano used fragments of Beethoven’s new works in his Milanese ballets staged
after Prometheus. Their creative pursuits ran parallel, although Beethoven never turned to the
ballet genre again. The magnificent symphonic score of Die Geschopfe des Prometheus has
taken on a life of its own. The ballet itself is rarely staged nowadays. Francesca Harper
proposed a reading of the work by means of contemporary ballet (2005, New York). Helena
Kazarova staged Die Geschipfe des Prometheus in an authentic manner in 2016 (Czech
Republic, Valtice Castle Theater). Another solution — very ascetic and symbolic — was
proposed by Attila Egerhazy, who staged the ballet in 2017 by the Dance Center of the
Prague Conservatory. Finally, in 2021 in Bologna, choreographer Monica Miniucchi created
a performance based on Die Geschopfe des Prometheus, very little like a traditional ballet and
performed mainly in pantomime. All these experiences show that Beethoven’s only ballet is
by no means a museum treasure of the past. It can become an organic part of contemporary
musical theater.

KVCEEBA Enena BacwibeBHa, Ooxmop uckyccmbobedenus,
doyenm, npogpeccop, Axademus apxumexmyps. u uckyccms
FOsxnoeo  @edepasvrioeo  Yuubepcumema, Pocmobekas
eocyoapcmbennan xoucepbamopus um. C. B. Paxmanunoba,
Pocmob-na-Ilony, Poccus

Elena KISEEVA, Dr. Habil. (Doctor of Art Studies), Professor,
Academy of Architecture and Fine Arts of the Southern
Federal ~ University, — Rostov  Rachmaninoff  State
Conservatory, Rostov-on-Don, Russia

KOHUEMIMS MY3BIKAJIBHOI'O ABAHT APJIA B TAHIIE ITIOCTMOZEPH

B noknmane paccmorpeHa mpo0iema  BIMSHUS aBaHrapia Ha  CTaHOBJICHHUC
XYIO’KECTBEHHBIX 3aKOHOMEDHOCTE B TaHLE IOCTMOAEPH. ABTOp paccMaTpUBAET
crieuUKy MpesIOMIICHHsT B HEM HJeH 3BYKOTBOpYECTBA U METOIOB (popmoobOpa3oBaHus,
XapaKTepHBIX ISl My3bIKaJbHOrO 3KcrepuMeHTanusma. Ocoboe BHUMaHHE YIEIEHO
corpyanmndectBy Jlxona Keiimka nu Mepca Kannunrema. VX coBmecTHble paboThI cTaiiu
CcBOe0oOpa3HOi TBOpUECKO J1abopaTopHel, rie ObLUIH BIIEpBbIE ONPOOOBAHBI M 3aKPETLICHBI
HOBBI€ XY/0’KECTBEHHbIE KOHLEMIMM M MeToAbl ux BomiomeHus. Keilipk u Kannunrem
yCMaTpuBald B HACIEAUM JAafau3Ma «MOJENb» Ul KOHCTPYHPOBAHHS HOBOH 3CTETHKH,
pa3pabaTbiBas KOHLEMLHMIO «HAWJAEHHOM MY3BIKH», MY3BIKAIBHOIO M XOpeorpadhuueckoro
«Hwuaroy. Jlerenapl aMepuUKaHCKOTO aBaHTapga OTPUIAIM HJIEI0 MOBECTBOBAHUS, a TaKXKe
NOHUMAaHUE MY3bIKM M Xopeorpauu Kak HCKYCCTB, HAIlOJHEHHBIX CHMBOJMKOH U
cyObeKTHBU3MOM. McronHeHne MX COBMECTHBIX Nep(hOpMaHCOB HA CLEHE aleUIMPOBAIO K
KOHTEKCTY — K MCTOpPUM OAJICTHOTO MCKYCCTBA, cpesia ObITOBaHMs KOTOPOro 3aKpenuiach B
TeaTpaNbHO-CLIEHUYECKOM MPOCTPAHCTBE. ABaHrapjAHblE IOCTAHOBKH BOCIPHHHMAIUCH B
HEM KaKk HMHOPOIHBIE OOBEKTHI, MOZOOHO TOMY, Kak 3TO mpoucxomwio ¢ ready-mades
Mapcens [romana. TBopueckas konnenuus Keimka — KaHHuHreMa nomydnia qajibHeiInee
pasButHe B niepdopmancax Jseuma I'opmona, Ctusa Ilakcrona, MBonus! Paiinep, Kopoaiin
Bpayn, Auuesl Xamnpud U apyrux xopeorpados. MHTepec mpeacTaBiseT BhIpaOOTaHHAs B
MIOCTAHOBKAX TAHIIA IIOCTMOAEPH KOHIIEHIHNS 3ByKa U JBmxkeHus. [lomo6Ho ombitam Keiimka
1 KOMIIO3UTOPOB HBIO-HOPKCKOH IIKOJBI, CBSI3aHHBIX C M300pETEHHEM 3BYKOB H TEMOpOB,
KannunareMm 1 ero mocienoBaTeNn SKCIEPUMEHTHPOBATIHN C MPOSKTUPOBAHUEM JBIDKEHHN B
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IPpOCTPaHCTBE. MeTO,ZII)I TCHCPUPOBAHUA, HAJTOKCHHUS, UHTCPAKIIUN 3BYKa U ABHUXKCHUS CTaJIA
OCHOBOIIOJIararomiuMu  1Jis1  TaHIEBAJIbHBIX HepCbOpMaHCOB. (DopMooGpasoBaHHe B HHUX
Onmupajgocb Ha METOA HWHACTCPpMHUHHU3MA. HpI/IMeHeHI/Ie AJICATOPHBIX (MOZ[yHI)HI)IX u
MO6I/IHI)HI)IX) d)OpM HUMCJIIO BaXHO€ 3HAUCHUE IIPpU IIOHMCKE CTPYKTYPHBIX peHleHPIfI,
OTpaXaroImuX 3KCIICPUMEHTBI CO 3BYKOM U IBUIKCHUEM.

THE CONCEPT OF MUSICAL AVANT-GARDE IN POSTMODERN DANCE

The report considers the issue of the influence of the avant-garde on the formation of
artistic patterns in postmodern dance. The author considers the specifics of the refraction in it
of the concept of the idea of sound creation and the methods of form-building, characteristic
of musical experimentalism. Particular attention is paid to the creative tandem of John Cage
and Merce Cunningham. Their joint works have become a kind of creative laboratory, where
new artistic concepts and methods of their implementation were first tested and consolidated.
Cage and Cunningham saw in the legacy of Dadaism a ‘model’ for constructing a new
aesthetic, developing the concept of ‘found music,” the musical and choreographic ‘Nothing.’
The heroes of the American avant-garde rejected the idea of storytelling, as well as the
understanding of music and choreography as arts filled with symbolism and subjectivism.
The play of their joint performances on the stage appealed to the context — to the history of
ballet art, the environment of existence of which was fixed in the theatrical and stage space.
Avant-garde productions were perceived in him as foreign objects, just as it happened with
the ready-mades of Marcel Duchamp. The creative concept of Cage—Cunningham was further
developed in the performances of David Gordon, Steve Paxton, Yvonne Rainer, Carolyn
Brown, Anna Halprin and other choreographers. Of interest is the concept of sound and
movement developed in postmodern dance performances. Just as Cage and the New York
School composers experimented with inventing sounds and timbres, Cunningham and his
followers experimented with designing movements in space. Methods of generation, overlay,
interaction of sound and movement have become fundamental for dance performances. The
form-building in them was based on the method of indeterminism. The use of aleatory
(modular and mobile) forms was essential in the search for structural solutions reflecting
experiments with sound and movement.

KOBAJIEB Amnppent BopucoBmd, doxmop uckyccmBoBederus,
npogpeccop, kagpedpa ucmopuu U MeOpul  MY3biKl,
Axademus xopoBoeo uckyccmba umenu B. C. IlonoBa,
Mock68a, Poccus

Andrew KOVALEV, Dr. Habil. (Doctor of Art Studies), Professor,
Department of Music History and Theory, V. S. Popov
Academy of Choral Art, Moscow, Russia

BAJNET H. CUIEIBHUKOBA «CTEIAH PA3MH»: OCOBEHHOCTU CLIEHUYECKOI' O BOIUIOLLIEHUS

baner «Crenan Pazun» cozgan B cepeaune 1970-x rr. H. CuienbHUKOBBIM B TECHOM
COTPYIHHYECTBE C aBTOPOM JIMOPETTO M IIOCTAHOBLIMKOM CHEKTakis — TJIaBHBIM
Oanermeiicrepom MysbikansHoro tearpa uM. K. C. Cranmucnasckoro u Bi. Y. Hemuposuya-
Hanuenxo A. Ynunnamze. B ocHoBy nubpeTTo monoxkeH ogHonMeHHbIH poman C. 3nobuHa 1
kuHocuenapuit M. I'opekoro. Ilpembepa Ganera cocrosack 26 nexadpst 1977 r. Cpenu
0co0EHHOCTEH Xy10KeCTBEHHOTrO cTmisi CHIeTbHUKOBA, TPOSBUBIIUXCSA B My3bIKe Oanera, —
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MacmrabHOCTh (OpM, Oropa Ha pyCCKui (OIBKIOp B COUYETaHHU C OOraTeHInmM apceHaIoM
MY3BIKQIEHOH BBIPa3UTEIBHOCTH M CTHIIEBBIX NPHEMOB BTOpOH MONOBHHEI XX Beka. B

OCHOBC My3];IKaHI)H0'CL[eHI/I‘IeCKOI\/'I JApaMaTypruu - BOILIOLICHUE CJIOXKHBIX
B3aMMOOTHOIICHHI Pa3HbIX Y€JIOBEYCCKUX XapPaKTEPOB, cy;[e6, NPpHUYIAaCTHBIX K 3I10XaJIbBHOMY
HUCTOPHUYCCKOMY COOBITHIO — KPECTHLAHCKOMY BOCCTAHUIO I10[] PYKOBOJICTBOM Crenana

Pasuna. O6pa3 riaBHOro repost, GecronaqHoro K yrHeTaTelsIM 1 IOJHOTO COCTpalaHus K
TSHKKOW JIOJIE TIPOCTOTO JIIOZA, ITICHXOJOTHYECKH CIOKEH M HEOJHO3HaueH. BcecTopoHHE
IpeAcTaBleH B Oalere H  COLUHAIBbHO-HCTOPHYECKUH (OH, BBISBICHA CypoBas W
HeTIpepeKaeMast JIOTHKa BOWHBI, KOTJa HEBOJBHBIMHU KEPTBAMH KPOBABBIX COOBITHI, B TOM
YHCIIe TI0 BUHE TJIABHOTO T'€pOos, CTAHOBSITCS €70 COPAaTHUKH. B 3Tol cBs3M, 0COOBIN MHTEpEC
BEI3bIBaeT xopeorpapuueckas kaptuHa «Cyn coBectm». OOpa3 Cremana Pasmna cran
3BE3JJHBIM YacOM JUTS BBIJAIOIIETOCS MacTepa OTeYeCTBEHHOr0 OaneTa BTOpoi MOJOBHHBEI XX
Beka Bammma TemeeBa, aprtucra caMOOBITHOTO JapoBaHWs M SIPKOTO TeMITEpaMeHTa.
CBoeobOpa3ne TaHIEBATBHOIO SI3BIKA PACKPHIBAETCS B BHIPA3UTENIBHBIX COJBHBIX HOMEpax W
JMayorax TJABHBIX TepoeB, a Takke B MAacCOBBIX HApOAHBIX CIEHaX, Oydb TO
OCTPOSMOLIMOHANBHBIN, IENbHBI 10 KOMIO3WIMHM ¥ OpraHW3allid  CIEHHYECKOTro
npoctpancta [Ipomor Oanera — «Pych MOJHEBONBHAS», JTOHCKHE Ka3a4bl XOPOBOJBI, CLICHBI
cBasieOHOro 00psia WM TPO3HOW M JIMXOH Kazaubei BOJBHHIBI. He sBIssich Ge3yCIOBHBIM
mezneBpoM, Oaner H. CunensaukoBa «Ctenan Pa3un» B moctanoBke A. YnunHamse, TeM He
MeHee, CTaJl BeChMa 3HaMEHATeIbHBIM COOBITHEM B HCTOPHUH OTEUECTBEHHOr0 OayeTa.

NIKOLAI SIDELNIKOV’S BALLET STEPAN RAZIN: FEATURES OF THE STAGE EMBODIMENT

The ballet Stepan Razin was created in the mid-1970s by Nikolai Sidelnikov in close
cooperation with the author of the libretto and the director of the performance — the chief
choreographer of the Stanislavsky and Nemirovich-Danchenko Musical Theater Alexey
Chichinadze. The libretto is based on the novel of the same name by S. Zlobin and the
screenplay by M. Gorky. The premiere of the ballet took place on December 26, 1977.
Among the features of Sidelnikov’s artistic style, manifested in the ballet music, is the scale
of forms, reliance on Russian folklore in combination with a rich arsenal of musical
expressiveness and stylistic techniques of the second half of the 20" century. Musical and
stage dramaturgy is based on the embodiment of complex relationships between different
human characters, destinies involved in an epochal historical event — the peasant uprising led
by Stepan Razin. The image of the main character, merciless to the oppressors and full of
compassion for the plight of ordinary people, is psychologically complex and ambiguous. The
socio-historical background is also comprehensively presented in the ballet, the harsh and
indisputable logic of war is revealed, when his comrades-in-arms become unwitting victims
of bloody events, including through the fault of the protagonist. In this regard, the
choreographic picture The Court of Conscience is of particular interest. The image of Stepan
Razin became the finest hour for the outstanding master of the Russian ballet of the second
half of the 20" century Vadim Tedeev, an artist of original talent and bright temperament.
The originality of the dance language is revealed in the expressive solo numbers and
dialogues of the main characters, as well as in mass folk scenes, whether it is an acute
emotional Prologue of the ballet, integral in composition and organization of the stage space
— Forced Russia, Don Cossack round dances, scenes of a wedding ceremony or a formidable
and dashing Cossack freemen. Although not an absolute masterpiece, Sidelnikov’s ballet
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Stepan Razin staged by Chichinadze, nevertheless, became a very significant event in the
history of Russian ballet.

KOBAJIEBCKUM T'eopruit BukTopoBuy, Kanoudam
uckyccmbBobedeniis;, HAyUHbLI COMPYOHUK, CEKIMOpP MY3biKU,
Poccuiickuii - uncmumym  ucmopuu  uckyccmé,  Canxm-
Iemepbype, Poccus

Georgy KOVALEVSKY, PhD, Researcher, Music Department,
Russian Institute of Arts History, Saint Petersburg, Russia

«CTPUNTU3-KABAKY» U TIOKASIHHBIN TIJTAY
K UICTOPUU COTPYJHUYECTBA AJIEKCAHIPA KHAN®EIIS U JIEOHUIA SIKOBCOHA

Berarommiicss netepOyprekuii xopeorpad Jleonun SIkoOCOH OMUH M3 TEPBBIX IO
JOCTOMHCTBY OLICHHJI HEOpJAMHApHOe JapoBaHue Aunekcaniapa Kraiidens, cozmaB B
COTPYIHHYECTBE C KOMIIO3UTOPOM JIBe XOpeorpaduueckue MHUHHATIOPbL: «Pa3opyxeHue»
(1966) (o motuBam kapukatyp butcrpyna) u «Karomasics Marnamaay (1967) (o motuBam
nonored Tunmana wu  Ponena). 3agymanuelii  SIkoOcoHomM Ha My3biKy Kaiidens
MOJTHOMETPaXHbIH ~ Oaner  «['amier», K COXKAJIGHHWIO, OCTAICS JIMIIb  IIPOSKTOM.
PaspaGatbiBacMblii  SIKOOCOHOM OCOOBIH IITACTHUECKMH S3BIK, HAPOYMTO AaKIACCHYHBIMH,
OCHOBAaHHBIH Ha BBIPA3UTENIHOCTH YEJIOBEYECKOTO T, CTAI B CBOE BPEMSI HEIIOBTOPHMBIM
SBJICHUEM B XOpeorpa(uu U nzieasbHbIM 00pa3oM COBIIAJ € OUYEHb PAHO COPMUPOBABIIEMCS]
crweM Knaiidens, Ttaroke BBIXOIAIIMM 32 pAaMKH IPHUBBIYHBIX KaHOHOB. My3bIKa,
nocraBieHHas Uil Oanepunbl Kanepun ®enuueBoil xopeorpaduueckodl MHHHATIOPBI
«Karomascss Marpanusa» IpeBpaTHIach MO3KE B INbeCy A CONUPYIOILEH BUOJIOHUYETH
Lamento, nmpexpsaBistoIel K HCIOMHUTEIO TIOYTH SKCTpEMaslbHble TpeOoBaHUst. My3bIKaHT
HE MIPOCTO UTPAET, HO CTAHOBUTCS YYACTHUKOM HACTOSILETO HHCTPYMEHTAIBHOIO TeaTpa, Tae
B HOTHOM TEKCTE€ OKa3bIBAaIOTCs 3a()UKCUPOBAHbI JIBMKEHHS U NeHHe. BusyanbHoe Hayano B
9TOM IbeCe OTYACTH HPOMCXOAUT M3 IEPBOHAYAIBHOrO OajeTHOro 3ameicia. 1o 3ambicity
KOMIIO3UTOPA BUOJIOHYEJIb CTAHOBUTCS 11000HOH KMBOMY CYLIECTBY, KOTOPOE HCIIOIHHUTENb
B OIpEIE/ICHHBII MOMEHT OTHOCHT Ha CTOSILIHUIA 10321y CTYJ, UrPaeT CIUHOW K MmyOJuKe, a
3aTeM CHOBa IIOBOpayMBaeTcsi K Hed B (uHanbHOM pasnene. CraBmias HMMIYJIbCOM K
CO3IaHHI0 MY3bIKHM abcTpakTHas xopeorpadus SIko6coHa mpeobpas3yercs B KOHEYHOM HUTOre
B YETKYIO I'padMKy KpecTa, CHMBOJIM3UPYIOLLETO MyTh YelloBeKa yepe3 MnokasHue K bory.

STRIPTEASE PUB AND PENITENTIAL LAMENTO:
ON THE HISTORY OF COOPERATION BETWEEN ALEXANDER KNAIFEL AND LEONID Y AKOBSON

The great choreographer Leonid Yakobson was one of the first, who appreciate the
extraordinary talent of Alexander Knaifel. In collaboration with the composer, he created two
choreographic miniatures: Disarmament (1966) (based on Bitstrup’s cartoons) and The
Penitent Magdalene (1967) (based on paintings by Titian and Rodin). The ballet Hamlet
conceived by Jacobson to Knaifel’s music, unfortunately, remained only a project. The
special plastic developed by Jacobson, deliberately aclassical, based on the expressiveness of
the human body, became at one time a unique phenomenon in choreography. It perfectly
coincided with Knaifel’s very early-formed style, which also goes beyond the usual canons.
Choreographed for ballerina Kaleria Fedicheva, the choreographic miniature The Penitent
Magdalene later turned into a piece for solo cello Lamento, which imposes almost extreme
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demands on the performer. The musician does not just play, but becomes a participant in an
instrumental theater. Movements and singing are in the musical text. The visual beginning in
this piece partly comes from the original ballet idea. According to the composer's idea, the
cello becomes like a living being, which the performer at a certain moment takes to a chair
standing behind, plays with his back to the audience, and then turns back to her in the final
section. Jacobson’s abstract choreography, which became an impulse to create music, is
eventually transformed into a clear graphic of the cross, symbolizing a person’s path through
repentance to God.

KO3JIOBA Kapnna AjieKcaHApPOBHa, npenodabamenrs, kagedpa
basemobedenus, Akxademusn Pycckoeo 0basema  umenu
A. 4. Baeanoboii, Canxm-Ilemepbype, Poccus

Karina KOZLOVA, Lecturer, Ballet Studies Department, Vaganova
Academy of Russian Ballet, Saint Petersburg, Russia

HAYO JIVATO 1 KITACCUYECKOE BAJIETHOE HACJIE/IVE.
TIPOIIECC OBHOBJIEHUS PETTIEPTY APA MUXAMJTIOBCKOI'O TEATPA

Ha nporspkernn XX Beka n B Hayame XXI Beka Ha MupoBOH OaneTHOH clieHe
copmupoBanace Iienas Iulesiia BBIAIOIINXCS XopeorpaoB, SKCIEPUMEHTHPYIOIINX C
HOBBIMH TaHIEBAIBHBIMU ()OpMaMH, B TOM 4YHCIIe HCraHckuil 6anermeiicrep Hauo [lyaro. Ha
CETOAHSIIHUI JICHb 3a €ro Iuie4aMu Ooliee TPUALATH JIET TBOpYECTBA M Oojee MATHIECATH
xopeorpaduyeckux paboT. JyaTo monyuusn BBICOKYIO OLEHKY KPHTHKOB IO BCEMY MUPY.
MHorue ero Gajersl BXOAAT B penepTyap CaMbIX MPECTIKHBIX TaHIEBAJIbHBIX KOMIAHUH
MUpa, cpenu HMX ©  MuxainoBckuit Teatp B Cankr-Ilerepbypre. B mokmane
paccMaTpuBaeTCs TBOpYECKas IEATENbHOCTh HCMaHcKoro xopeorpaga Hauo [lyato B
KauecTBe XyIO)KECTBEHHO pyKoBoauTels Oanera Muxaiinosckoro Tearpa Cankr-IlerepOypra
(2011-2013, u ¢ 2019 mo Hacrosimiee BpeMs) B KOHTEKCTE €ro paboThl ¢ KJIACCHYSCKHM
OaJleTHBIM Hacle[ueM. AHaIM3UPYIOTCS YeThIpe BENUKHX TBopeHust Mapuyca Iletnna u
JIpBa MBanoBa B moctanoBke [lyato: «Crsmas kpacaBuuay, «llenkyHunky, «basaepka» u
«Jlebenunoe o3epoy», a Takke OKTAOpbcKkas mpembepa Oanera «lon Kuxor». B moknmanme
PacKpbIBaIOTCS MPUHLUINBI M TpHeMbl [lyaTo NpH CO3JaHUM MOTHOMETPAXKHBIX CHOMKETHBIX
GaneroB. B 3awimoueHnn (opMynupyroTcs BeIBoIbl 1o pabore Hauo lyato ¢ pycckum
KJIaCCUYeCKUM OaJeTHBIM HacjeAWeM, B YAacCTHOCTH, O TOM, YTO IHOCTaHOBKA OONBLINX
CIOJKETHBIX CIIEKTaKJICH Ha OCHOBE MAJbIIEBON TEXHUKU HE SIBISIETCS] CHIIBHOM CTOPOHOM ero
MHOT'OIPaHHOT'0 TaJIaHTA.

NAcHO DUATO AND CLASSICAL BALLET HERITAGE.
THE PROCESS OF UPDATING THE MIKHAILOVSKY THEATER’S REPERTOIRE

During the 20" century and at the beginning of the 21st century, a whole galaxy of
outstanding choreographers was formed on the world ballet scene, experimenting with new
dance forms, including the Spanish choreographer Nacho Duato. To date, he has more than
thirty years of creativity and more than fifty choreographic works behind him. Duato has
been praised by critics around the world. Many of his ballets are included in the repertoire of
the most prestigious dance companies in the world, including the Mikhailovsky Theater in St.
Petersburg. The report examines the creative activity of the Spanish choreographer Nacho
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Duato as artistic director of the Mikhailovsky Theater of St. Petersburg (2011-2013, and
from 2019 to the present) in the context of his work with the classical ballet heritage. Four
great works of Marius Petipa and Lev Ivanov staged by Duato are analyzed: The Sleeping
Beauty, The Nutcracker, La Bayadeére and Swan Lake, as well as the October premiere of the
ballet Don Quixote. The report reveals the principles and techniques of Duato when creating
full-length plot ballets. Conclusions are drawn on the work of Nacho Duato with the Russian
classical ballet heritage, in particular, that staging large plot performances based on finger
technique is not a strong point of his multifaceted talent.

KOJITAHOBA (ITAXOMOBA) Osnsra BmkToposHa,
kanouoam  uckyccmbobedenus, HayuHwlii  COMPYOHUK,
cexmop uncmpymenmoBedenus, Poccutickuil uncmumym
ucmopuu uckyccm@, Cankm-Ilemepbype, Poccus

Olga KOLGANOVA (PAKHOMOVA), PhD, Researcher,
Organology Department, Russian Institute for the
History of Arts, Saint Petersburg, Russia

XOPEOI'PA®MYECKUE ITOMETbBI HA PYKOITUCH KJIABUPA
CUM®POHUYECKO¥ TTOAOMBI «CH31id» . MUKJIALLIEBCKOIO

Wmst muprokepa 1 komnosuropa Mropst Muknamresckoro (1894-1942) cospemenHoit
IMyOJIMKe TIPaKTHYECKH HEM3BECTHO. TeM He MEHee B CBOe BpPEeMsl OH CUHTAJICS OJHHUM W3
JIYYIIUX UCIIOMHUTENeH opKecTpoBbIX counHenuit A. Cxpsouna. Kak nupmkepa ero neHwim
H. Manbko, A. Occockuid, JI. llocrakoBuy, E. Mpasunckuii, B. Copponunxuii u ap. Cynst
[0 OTKJIMKaM B raserax M jKypHanax He Oe3 ycrexa B JIeHuHrpaze u MockBe 3By4asd U
coOCTBeHHbIe couMHeHHs Mukiamesckoro. O ero TBopuecTBe mucanu B. Kaparsirus,
A. Kontsie, H. CrpenbaukoB u gap. O cuMmdoHHMYECKOM TajaHTE MOJIOJOrO aBTOpa
b. AcappeB TOBOpMI Kak O IpUMepe BO3HHMKAIOUIEr0 TEYEHHs, HA3BaHHOIO UM
«KOHKpeTH3aluen ckpsOuHckux unein» ([ebos U. Ilyru B Oynmymee // Menoc. Kuuru o
my3sike. CI10., 1918. Ku. 2. C. 86-87). BocTop)eHHO 0 TBOpUECTBE KOMITO3UTOPA OT3bIBAJICS
U. Beimnerpaackuii. HauOomee u3BeCTHBIM —COYMHEHHMEM MHUKIIALIEBCKOrO  SIBJISIETCS
cuMbonmndeckas nmodsMa «Cusudy». Komnosurop Havan paboraTh Haja Heil yepe3 HECKOIBKO
MmecsieB nocine cmeptu CkpsibuHa, B utonie 1915 r. B roHoctu MukiarieBckuii 6pai y Hero
YPOKH, «IIPOXOANII MOJ] CKPSIOMHCKUM PYKOBOACTBOM ero cuM(pOHHYECKHe U (hopTernraHHbIe
NPOM3BE/ICHUST U MMEJ LENbIi psiJi YKa3aHUH M IIOMETOK CaMOro aBTOpa B MapTUTYpax»
(Kabuner Pykomuceit PUNU. [eno donma Ne 59. JI. 1). B auunom ¢oHme xommosuropa,
cozmepxariemcss B KabGunere pykommceit PUUM, coxpaHWiIuch TpH PYKOINHCH HO3MBI
«Cuznd»: 4epHOBMK MApPTUTYpPbl, NAPTUTYpa C ABTOPCKMMH JUPWKEPCKUMHU IIOMETaMH,
nepesnoxeHue st GoprenuaHo B uyeTbipe pyku. I[locmemHsas M3 HHX CONEpKHT B cebe
xopeorpaduueckue peMapku. [lonb3ysichk 6aneTHOW TePMUHOIOTHEH 3TOT BAPHAHT PYKOIUCH
MOXKHO Ha3BaTh PENETHTOPOM. [IOMMMO YHMCTO TEXHHYECKMX YKa3aHUH (HAIpUMep, YrJibl
BBEpX, IIarM Ha IyaHTaX, NOAbeM (Urypbl), B PYKOHNHMCH IMPUCYTCTBYIOT U CMBICIIOBBIE
XapaKTepUCTUKH (TIPOOJIECKU XKU3HH, TeMa MPU3bIBA, COOPHILE, CPBIB, NA/ICHUE, TOCTHKEHHE,
HOBBIII TPU3BIB 32 TPaHbIO |[MUCTUYECKHI]|), COOTBETCTBYIOIIME IMPOrpaMMe COYMHEHHS,
CIOXET KOTOpOW ObLT B3AT M3 MHAYccKOi Muonoruu. CornacHo mMaTepuaiaM U3 JIMYHOTO
apXuBa KOMIIO3UTOpA, 1103Ma TOTOBHMJIACh K HCIOJHEHHIO B MOCKBE IPU y4aCTHU CONHCTKH
kamepHoro Oanera K. I'omeitsoBckoro 3. TapxoBckoif. B Jlemnnrpage B mocnemnuii pas
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mosma 3Bydana 100 ner Hazax. [lox ynpaieHunem aBTOpa OHa ObUTA MCHONHEHA B bombiiom
3ane ¢umapmonnu 3 mas 1922 r. FO6uneiinoe ucnonnenne «Cuzuda» rorosurcs B 2022 1. B
TOoM ke 3ane (mupmkep B. Amprirynep). Hameemcs, 4To co BpeMeHEM IModMa BOHIET B
penepryap CUMQOHHYECKAX OpPKECTPOB B TOM YHCIE W C Xopeorpapuueckum
CONPOBOXKICHUEM, KaK U OBIIIO 33lyMaHO aBTOPOM.

CHOREOGRAPHIC NOTES ON THE CLAVIER MAANUSCRIPT OF THE IGOR MIKLASHEVSKY’S
SYMPHONIC POEM SISYPHUS

The name of the conductor and composer Igor Miklashevsky (1894-1942) is
practically unknown to the modern public. Nevertheless, at one time he was considered one
of the best performers of A. Scriabin's orchestral compositions. As a conductor, he was
appreciated by N. Malko, A. Ossovsky, D. Shostakovich, Y. Mravinsky, V. Sofronitsky, etc.
Judging by the responses in newspapers and magazines, Miklashevsky’s own compositions
were also performed in concerts in Leningrad and Moscow with success. V. Karatygin,
A. Koptyaev, N. Strelnikov and others wrote about his work. B. Asafyev wrote about the
symphonic talent of the young author as an example of an emerging trend, which he called
‘the concretization of Scriabin’s ideas’ (Glebov I. Paths to the Future // Melos. Books about
music. St. Petersburg, 1918. Book 2. pp. 86-87). I. Viyshnegradsky spoke enthusiastically
about the composer’s work. Miklashevsky’s most famous work is the symphonic poem
Sisiphus. The composer began working on it a few months after Scriabin’s death, in July
1915. In his youth, Miklashevsky took lessons from him, ‘passed under Scriabin’s guidance
his symphonic and piano works and had a number of instructions and notes by the author
himself in the scores’ (The Cabinet of Manuscripts of the RIII. Foundation case No. 59. L. 1).
Three manuscripts of the poem Sisiphus have been preserved in the composer’s personal
fund, contained in the Study of Manuscripts of the RIII: a draft version of the score, a score
with the author’s conductor’s notes, an arrangement for piano in four hands. The last of them
contains the choreographer’s marks. Using Russian-language ballet terminology, this version
of the manuscript can be called a ‘repetitor.” In addition to purely technical instructions
(angles up, steps on pointe shoes, lifting the figure), the manuscript also contains semantic
characteristics (glimpses of life, the theme of the call, gathering, breakdown, fall,
achievement, a new call beyond [mystical]), corresponding to the program of the
composition, the plot of which was taken from Hindu mythology. According to materials
from the composer’s personal archive, the Poem was being prepared for performance in
Moscow with the participation of the soloist of the chamber ballet of K. Goleizovsky
Z. Tarkhovskaya. The last time the Poem was performed in Leningrad was 100 years ago.
Under the direction of the author, it was performed in the Great Hall of the Philharmonic on
May 3, 1922. The anniversary performance of Sisiphus is being prepared in 2022 in the same
hall (conductor V. Altschuler). We hope that over time the Poem will enter the repertoire of
symphony orchestras, including with choreographic accompaniment, as the author intended.
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Hayusemt pykoBoguTelb — KaHAWMIAT VICKYCCTBOBENEHS
banrysuna Enena HukosaesHa

Elizaveta KOLODINA, 3¢ Year Student, Philosophy, History and
Art Theory Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

Scientific adviser — Elena Baigusina, PhD

M CTOYHUKH K PEKOHCTPYKIIMM TBOPYECKOM BUOTPA®UN I1. B. JIAMBMHA

Jloknma TIOCBSIIIEH HCCIIEIOBAaHUIO HCTOYHUKOB K PEKOHCTPYKIMH TBOPYECKOH
onorpadun pycckoro XynoKHHUKa-iekopaTopa MMneparopckux Teatpos, [lerpa BoprcoBmua
Jlambuna. B paOore BrepBble aHAIM3UPYIOTCS IHCHMEHHBIE AapXWBHBIE HCTOYHHKH,
xpawsimuecss B PTUA: mmunoe pemo II. B. JlamOuna w3 Iwmmeparopckoil AxageMun
XYZIO)KECTB, €r0 IMIChMa O PHCYHKaX W MaKeTax TeaTpaIbHOIO PEKBH3HTA, CUETA XYTOMKHHUKA.
[pencraBnen kpatkuii 0030p M300pa3UTEIBHBIX HCTOYHUKOB, HAXOIAIIMXCS B MY3EHHBIX
(doHmax, ucciemayeTcs OleHKa TBopueckor nestensHoctu I1. b. JlamOnHa B HaydHBIX Tpynax
W UCTOYHUKAX JINYHOTO MPOMCXOXKIICHHUS, a TaK)Ke Ha CTPaHHIAX MEepHOANIECcKoil mevyaTy. B
paboTe paccMaTpUBAIOTCS CHPABOYHbBIC M3JaHUA M Ipyrue OuoanorpadhuyecKue HCTOYHHUKH.
Ha ocHOBaHMM TaHHBIX UCTOYHHMKOB BBISBJICHBI (DAKThl KM3HH XYHOXKHHKA: CBEJICHHS O JaTe
POXKZIeHUS, KpelueHus, poaurersix 1 kpecTHbix [1. b. JlamOuna, 00 ycneBaeMocTH XyIOKHHUKA
U MecTe ero paboThl B Iepuoj o0ydeHHs W Iocie OKOH4aHMS Mmmeparopckoll AxkaneMuu
XYJOXECTB, O FOCYapCTBEHHbBIX HAarpazax M IOJOXKEHHH XyIOKHHKa 1o Tabenu o paHrax.
OmnpeneneH ypoBeHb ero 01arococtosiHus B Hadasie XX BeKa, COCTaBIICH CITUCOK CIICKTaKIICH,
0(hOpMIICHHBIX IEKOPATOPOM, H ClIeJIaHbl BBIBOBI O XynoxkecTBeHHoM ctmte I1. b. JlamOuna.
[TpoaHanu3MpoOBaHO OTHOLIEHHE K XYIOKHHKY B JIUTEpAType, MOCBSLIEHHON TeaTpalbHO-
JIEKOPAaLlMOHHOMY MCKYCCTBY, a Taioke B aAHeBHHKax B. A. Temsxosckoro, I1. I1. 'nenuya, B
miucemax A. H. benya, mepuonnueckoii medatu pydexa XIX — XX BekoB. CBeneHust o
muunoctu [1. B. JlamOnHa mo4eprnHyThl W3 HEKPOJOroB €ro IaMsTH, HalAeHbl ajpeca
NPOXUBAHUS XyAOXKHUKA U MHPOPMALIUS O €ro BO3MOXHBIX POJICTBEHHHUKAX.

SOURCES FOR THE RECONSTRUCTION OF THE CREATIVE BIOGRAPHY OF PETER LAMBIN

This report is devoted to the study of sources for the reconstruction of the creative
biography of Peter Borisovich Lambin, the Russian decorator of the Imperial Theatres. For
the first time, the written archive sources held by Russian State Historical Archive are
analyzed: personal file of Lambin from the Imperial Academy of Arts, his letters about
drawings and mock-ups of theatrical props, the artist’s account. A brief overview of the visual
sources in the museum collections is presented; the evaluation of the creative activity of
Lambin in scientific works and sources of personal origin, as well as on the pages of the
periodical press is examined. The work reviews reference publications and other
bibliographic sources. Based on these sources, the facts of the artist’s life were revealed:
information on the date of birth, christening, parents and godparents of Lambin, on the
academic achievements of the artist and his place of work during and after graduation from
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the Imperial Academy of Arts, on the state awards and the position of the artist by Table of
Ranks. The level of his well-being in the early 20th century was determined, a list of
performances designed by the decorator was made, and conclusions about the artistic style of
Lambin were drawn. The attitude towards the artist was analyzed in the literature devoted to
theatrical and decorative art, as well as in the journals of V. A. Telyakovsky, P. P. Gnedich,
in the letters of A. N. Benoit, periodical press of the turn of 19 and 20" centuries.
Information about the personality of Lambin was taken from the obituaries of his memory,
addresses of the artist’s residence and information about his possible relatives were found.

KOMAPOB AnexcaHap Bukroposir, Kkanouoam
uckyccmbobedenus, Bedywuni  HayuMbil  COMpPYOHUK,
Poccutickuii nayuonarvnoiil My3setl MY3viKi, cmapuitii HayuHoll
compyonux, cexmop ucmopuu mysvixu, Tocydapcmbennviil
uncmumym uckyccmbosuanua, Mock8a, Poccus

Alexander KOMAROV, PhD, Leading Researcher, Russian National
Music Museum, Senior Researcher, Music History Department,
State Institute for Art Studies, Moscow, Russia

LATATBI U 3AUMCTBOBAHMS B MY3bIKE BAJIETOB I1.1. YAIKOBCKOI' O
B KOHTEKCTAX CIOXXETA U KOMIIO3UIMN

Myz3bikanpHOe conpoBokaeHHe OaneroB B Poccum XIX Beka ObLIO HepaspbIBHO
CBSI3aHO C NPAKTHKOH 3alMMCTBOBAHMS MY3BIKQJIIBHOIO MaTepHalla M INEepeHoca OTIENbHBIX
HOMEPOB M3 COYMHCHUS B COUMHEHHE. [IpuHNMas ydacTue B OCTaHOBKaX CBOMX 0aneToB Ha
OTECYECTBEHHBIX ClieHaX, YaWKOBCKMH KaKk MOI NPOTHBHJICS 3TOMY OOBIYal0O M BBIpaXkal
TOTOBHOCTB JINYHO HECTH OTBETCTBEHHOCTb 3a MX MY3bIKy. BaleTHble mapTUTyphl BEIHKOro
KOMITO3UTOPA OTJIMYAIOT KOMIIO3UIIMOHHAS 1IEJIOCTHOCTD U BBIACPKAHHOCTh cTHiA. OnHAKO
MY3BIKQJIBHBIH TeKcT OaneToB YallKOBCKOTO CONCPXKUT MPHUMEPHl W LUTHPOBAHUS
3aMCTBOBAHHOI'O MaTepHaa, ¥ BKIIOYEHHs OOLIMPHBIX ()PArMEHTOB U3 APYIHX COUMHCHUH
KOMIIO3UTOpa.  bmaromaps  CHOKETHOM  MOTHBHUPOBAHHOCTH M KOMIIO3UIIMOHHOM
COpPa3MEpPHOCTH BCE IOAOOHBIC CIIyd4au XYJOKECTBEHHO YOEIUTENbHbl W TapMOHUYHBL
[pennaraemelii [OKJIAA MPEACTABUT ONBIT KiaccH(UKALUK, aHaIu3a U 000OIICHHsT METOIOB
paborel YalKOBCKOrO ¢ 3aMMCTBOBAHHBIM MY3bIKAJIbHBIM MAaTE€PHAIOM B YCIOBHAX
0aneTHOro JXaHpa.

QUOTATIONS AND BORROWINGS IN THE MUSIC OF PYOTR TCHAIKOVSKY
IN THE CONTEXT OF PLOT AND COMPOSITION

The music of ballets in Russia of the 19" century was unseparable linked with the
practice of borrowing musical material and transferring certain numbers from one
composition to another. Taking part in the productions of his ballets on Russian stages,
Tchaikovsky resisted this custom as much as he could and expressed his willingness to be
personally responsible for their music. The ballet scores of the great composer are
distinguished by compositional integrity and consistency of style. However, the musical text
of Tchaikovsky’s ballets contains examples of both quoting borrowed material and including
extensive fragments from his other works. Due to the plot motivation and compositional
proportionality, all such cases are artistically convincing and harmonious. The proposed
paper will present the experience of classification, analysis and generalization of
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Tchaikovsky’s methods of work with borrowed musical material in the conditions of the
ballet genre.

KOHCTAHTVMHOBA MapwnanHa AJieKcaHOpPOBHA, KkaHOUdam
uckyccmbobedenus, — HayuMuii  compyoHuk,  Poccutickuil
uncmumym ucmopuu uckyccm8, Canxm-Ilemepbype, Poccus

Marianna KONSTANTINOVA, PhD, Researcher, Russian Institute
of Arts History, Saint Petersburg, Russia

«CIYXKEBHBIV» ACIIEKT BUOTPA®UN APTUCTA KAK CPEJICTBO ITO3HAHUSI UCTOPUU TEATPA
(HA MATEPUAJIE APXUBA JIMPEKIIN VIMITEPATOPCKHUX TEATPOB)

JXKv3HeHHbII MyTh  YeloBeKa  BKIIOYEH B BBICOKOMH()(EepeHIMPOBAHHbBIC
MHOIOYpOBHEBbIE ~ OOIIECTBEHHBIC TMPOLECCHl M MPOTEKAaeT, B  YaCTHOCTH, IpU
CTPYKTYPHPYIOILEM BIIHSHUH XU3HEHHBIX MyTeH IPYrux JHOeH, UCTOPHYECKUX COOBITHI,
CIIOXKMBIIKMXCS W W3MCHSIOUIMXCS OOIICCTBEHHBIX MHCTUTYIHH M Ip. 32 MHOTOBEKOBYIO
HCTOPHIO Pa3BHUTHs OMOrpaMyeckoro jkaHpa ObUIM BEIPAOOTAHBI ONpPENENCHHBIE MOJIENN
HCCIEeIOBAaHUI ¢ COOTBETCTBYIOIIMMHE MpPOOIEeMaMH U MeTofaMH. B GOJBIIMHCTBE Cliydyaes,
GuorpaMyecKuX HCCICIOBAHUI YIOCTAUBAIOTCS JIMYHOCTH BBIJAIOIIMECS, Ye€il BKIaj B
HCTOPHIO, HAYKy, HCKYCCTBO M TIP. OKAa3aJCsl OLEHEH MO JOCTOMHCTBY COBPEMEHHHKAMH MITH
noroMkamu. OJIMH U3 TIONMYJISAPHBIX THIIOB OHOrpadUuecKoro xaHpa - THIT «KOHTEKCTYaTbHOM
6uorpadun». B MOTOGHBIX HCCIIENOBAHHSAX TIIATENBHO MOMOOPAHHBIC U M3ydCHHbIC (HaKThI
KU3HA W30paHHOrO MHIMBH[IA, M3/IAraloTcsi M HHTEPIPETHUPYIOTCS Ha (oHe oOIero
KOHTEKCTa TOH SIOXM, K KOTOPOW MJaHHBIM MHAMBHA HpHHAIexkan. Pabora ¢ apxuBom
Hupekiyn mummneparopckux tearpoB (1 mom. XIX B.), W3ydeHHe NMYHBIX JE7 apTHUCTOB
(3auacryro «3aOBITBIX»), JaeT OCHOBAHMA [JIs ITIPUMEHEHWS HHOro (MOXHO CKa3arh,
IIPOTHUBOIIONIOKHOI0) METO/Ia MCCIIE0BAaHNs, KOTOPBI B ONPEAENEHHOH CTENIEHN BOCXOIHUT K
TaK Ha3bIBAEMOMY THIy «MOIAJBHOH Ouorpadum». PaccmMorpeHuMe M CTpyKTypupOBaHHE
MHOTOYHCIICHHBIX «CITY)KEOHBIX Je» apTUCTOB (Kak Oajiera, Tak M BCed MeTepOyprckoi
PYCCKOI TpYNIbI) IO3BOJNAET MCCIEIOBATENI0 BBISBUTH OIPENEIEHHBIE 3aKOHOMEPHOCTH
(YHKIIMOHMPOBaHHSL TPYNNbl ¥ OOOOIINTH TUIHMYECKHE 4YepThl BHYTPEHHEH OpraHH3aluu,
XapaKTepHU3YIOIlUe, CPEAN IIPOYETo, TeaTPAIbHYI0 HHCTUTYLIMIO B LieJIoM. Psy HaOmroneHuid u
BBIBOJIOB aBTOP IPEJIIONaraeT NPeACTaBUTh B 3a5BJICHHOM JIOKJIa/Ie.

‘SERVICE’ ASPECT OF THE ARTIST’S BIOGRAPHY AS A MEANS OF LEARNING THE THEATER
HiISTORY (BASED ON THE ARCHIVE OF THE DIRECTORATE OF THE IMPERIAL THEATRES)

The life path of a person is included in highly differentiated multi-level social
processes and proceeds, in particular, under the structuring influence of the life paths of other
people, historical events, established and changing social institutions, etc. Over the centuries-
old history of the development of the biographical genre, certain research models have been
developed with appropriate problems and methods . In most cases, biographical studies are
awarded to outstanding personalities, whose contribution to history, science, art, etc. was
appreciated by contemporaries or descendants. One popular type of biographical genre is the
>contextual biography’ type. In such studies, carefully selected and studied facts of the life of
a selected individual are presented and interpreted against the background of the general
context of the era to which the individual belonged. Working with the archives of the
Directorate of Imperial Theaters (1st half of the 19th century), studying the personal files of
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artists (often forgotten), gives grounds for using a different (one might say, opposite) research
method, which to a certain extent goes back to the so-called type ’modal biography.’
Consideration and structuring of the numerous ’official affairs’ of the artists (both the ballet
and the entire St. Petersburg Russian troupe) allows the researcher to identify certain patterns
in the functioning of the troupe and generalize the typical features of the internal organization
that characterize, among other things, the theatrical institution as a whole. The author intends
to present a number of observations and conclusions in the announced report.

KOITYHOBA Kcennsa CepreesHa, apmucmka basema,
Mapuunckuti meamp; acnupanm, kagpedpa baremoBederus,
Axademuss  Pycckoeo  basema umenu Al BaeanoBoi,
Canxm-Ilemepbype, Poccus

HayuHblil pyKoBOOMTEIb — KaHAWIAT WCKYCCTBOBELEHWMS
3osynmHa Haramsa Hukonaesna

Ksenia KOPUNOVA, Ballet Dancer, Mariinsky Theater.
Postgraduate Student, Ballet Studies Department, Vaganova
Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Natalia Zozulina, PhD

CHHTE3 BUJIOB MCKYCCTB B XOPEOI'PA®UUYECKOM CITEKTAKJIE

Jloknan nocesiiieH GeHOMEHY XOpeorpa)u4eckoro CreKTakis U ero B3aMMOCBSI3U C
JIPYTUMH BHAAMH XYHOXXECTBEHHOTO TBOpUYecTBa. Biitouyas B ce0s pa3iuyHble BUJBI
HCKyCCTBa, Xopeorpadus oOHapyXHUBaeT ¢ HUIMH HEOCIIOPUMYIO CBsi3b. Kak cuHTeTHUeCcKuid
CIIeKTaKIIb OaleT coueTaeT B cede My3bIKalbHOE, H300pa3uTeNbHOe U UCKyccTBO cinosa? B
LIEHTPE 3TOr0 COI03a — TaHell. B To e BpeMs TaHell — 3TO HEe MEXaHU3M arperupoBaHus
Pa3IMYHBIX UCKYCCTB, @ MX CHHTE3, NOJYHHEHHbIH 00pa3y TaHia. JloKnaa COCTOMT U3 Tpex
pa3lenos, B K&X/JOM IIOAPOOHO paccMaTpUBAETCs B3aUMOJEHCTBHE Xopeorpaduu ¢ My3bIKOH,
JIUTEPATYPOH U M300pa3UTENbHBIM HCKYcCTBOM. ClienaH BBIBOJ O TOM, YTO CHHTE3 MCKYCCTB
B CIIEKTaKJIe — Ba)KHAs TEMa KaK JUIS CO3JIaHMs, TaK U JUIs aHAIM3a COBPEMEHHOro Oajera.

SYNTHESIS OF ART FORMS IN A CHOREOGRAPHIC PERFORMANCE

The report is devoted to the phenomenon of a choreographic performance and its
relationship with other types of artistic creativity. Including various types of art,
choreography reveals an undeniable connection with them. How does a synthetic ballet
performance combine musical, visual and verbal art? At the center of this union is dance. At
the same time, dance is not a mechanism for aggregating various arts, but their synthesis,
subordinated to the image of dance. The report consists of three sections, each of which
examines in detail the interaction of choreography with music, literature and fine arts. It is
concluded that the synthesis of arts in a performance is an important topic both for creating
and for analyzing modern ballet.
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Koponéx borpan AsrekceeBud, nomouHux pyxobooumens basema
u pedaxmop usdanut, meamp «Ypar Onepa Basem»
(Examepunbypeckuii  eocyoapcmbenmviii  axadeMuteckuil
meamp onepbt u basema), Examepunbype, Poccua

Bogdan Korolyok, Assistant Artistic Director and Editor, Ballet
Company, Ural Opera Ballet Theater, Ekaterinburg, Russia

BAJIET PEXVCCEPA: TIPOBJIEMA ABTOPCTBA Y CBOPKM COBPEMEHHOI'O CITEKT AKJIS

C TedeHNeM BPEMEHH ITOHITHE O TOM, KTO SIBIISIETCS aBTOPOM OajIeTHOTO CIIEKTaKIIs,
CYIIECTBEHHO MEHSUIOCh. POMaHTHYECKHH BEK BBIABUTAN Ha IepBoe MecTo nubpertucra. C
HACTYIUICHHEM <«HE KaJeHJapHOr0 — HAaCTOSIIEro» MABajllaToro BeKa TJIaBEHCTBO B
XopeorpaduueckoM CIIEKTaKJIe pa3/IeIiiIin KOMIIO3UTOP U Xopeorpad; B OTAEIBHBIX CITydasx
CTaJO BO3MOXKHO TOBOPHTH O Oaniere XymoXXKHHKa. Torja jke, B NEpBOM TPETH IMPOILIOrO
cronerusi, B JleHnHrpage Obuta ormpoOOBaHa HOBAsI MOZAENb CO3JaHMUs OATETHOIO CHEKTaKIIS.
Han xaxmoil W3 KIIIOYEBBIX COBETCKHX IIOCTAHOBOK JOBOCHHOTO BpeMeHH — «llmams
IMapmxa», «baxuucapaiickuii ¢onran», «Pomeo u JIxymberray — paboTan aBTOPCKHI
crHKIUT. KpoMe TpaauiroHHO (GUrypsl THOpPETTHCTA B HEM MOSIBIIIACH QUTypa pexuccepa,
MIPUTJIAIICHHOT0 M3 JpaMaTHYecKoro Tearpa. TeMy W WIEHHBIH HMIydbc Oymaymiero
CIIEKTAKJIsl 3a1aBalll TEOPETHKU-KOHCYIIBTAHTBI, KOTOpBIE Yallle BCEro He OBbUTM yKa3aHbl B
adume, W ceromHs Moriy OBITh Has3BaHBI JpamaTypramu. [lo3mHeimmas mureparypa o
COBETCKOM OaJieTe, Ha HAIll B3IJIS, HECKOJIBKO MCKaXKaeT peajbHOe YdacTHe TeX U JPYTHX.
OreuectBeHHble TOMCKU 1930-X TrofoB BHOBb OKa3ajKMCh aKTyalbHbl ciycTss 80 JieT: B
CO3JIAaHMM OPUTHMHAIIBHBIX OOJNBIIMX OaJeTOB B POCCHHCKMX TeaTpax BHOBb CTald
y4acTBOBAaTh PEXKHMCCEPbl JApaMbl. 3ajada JOKIaa — pPacCMOTPETh, HACKOJIBKO 3Ta
PEMUHHCLICHIMSA HEOXKUJIAaHHA U Le1eco00pa3Ha — KakKHe IUIONbI IPUHOCHT COTBOPYECTBO
pexuccepa ¢ xopeorpagoM M Kakue npoOiemsl o0o3HauyaeT. [J1aBHOH M3 3THX mpodiem
BUJIUTCS KapAWHAJILHOE HECOBIAJEHHE CHUCTEM XYIOXXECTBEHHbBIX KOOD/AMHAT, B KOTOPBIX
NPUBBIYHO paboTaTh JpaMaTHYECKOMY pexuccepy u xopeorpady. Ha npumepe crnexrakien
Bonbmoro teatpa Poccun, a Taxke Ha JIUYHOM ombiTe paboTel B Ypan Omnepe u Ilepmckoit
olepe aBTOpP PacCMaTpPUBACT pa3HbIE THUIIBI B3aHMOJCHCTBHS COABTOPOB B IOCTPOCHUM
KpYIHOH xopeorpaduueckoii popMBbl.

DIRECTOR’S BALLET: THE PROBLEM OF AUTHORSHIP
AND COMPILING OF A MODERN PRODUCTION

Over the years, the approach to the authorship of a ballet production has undergone
significant changes. Romanticism used to put the librettist in the spotlight. When the 20th
century came into its own after World War 1, primacy shifted to the composer-choreographer
tandem; some productions even legitimated the cases of the designer’s ballet. Back in those
days, in the first % of the 20" century, a new model of creation of a ballet production was
given a trial in Leningrad (now St, Petersburg). Each of the signature Soviet ballets of the
1930s — The Flame of Paris, The Fountain of Bakhchisarai, Romeo and Juliet — were created
by a team of authors which, apart from the traditional librettist, also included a professional
spoken theater director. The theme and the ideological message of the future production were
set up by the consultants who most often were not included in the credits and whom we could
credit as dramaturges today. In our opinion, the real contribution of both directors and
dramaturges was to some extent mutilated in the later studies of the Soviet ballets. Soviet
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experiments of the 1930s became relevant again after 80 years’ time: some newly created
full-sized ballets involved spoken theater directors. This paper studies the unexpectedness and
the viability of this reminiscentia, the outcome of the collaboration between the
choreographer and the director, and the range of problems highlighted by this approach.
Presumably, one of such problems is the disparity of the artistic criteria used in each of the
two professions. The author scrutinizes different types of collaboration between the co-
authors working on the full-sized choreographic productions at the Bolshoi Theater and (from
his own experience) the Ural Opera and Perm Opera.

KOPIIIYHOBA  Haranesa  AJleKCaHOpPOBHa,  KaHOudam
uckyccmbobedenus, — cmapwiutl  HAYUHLIL  COMPYOHUK,
cexmop meampa, Tocydapcmbenmbiil UHCHUmMym
ucxyccmbosnanus, Mock8a, Poccus

Natalia KORSHUNOVA, PhD, Senior Researcher, Theater
Department, State Institute for Art Studies, Moscow, Russia

ITO CTPAHMIIAM 'A3ET M )KYPHAJIOB 1930 — 1940-X IT.
(O BAJIETE U BAJIETHOM KPUTHKE)

B nmoknane uner peus o GanetHoit kputnke 1930-1940-x TOnOB — O peneH3eHTax, o
JKaHpax OaJieTHOI KPUTHUKH, [NEYATHBIX U31aHUAX, B KOTOPBIX MOABJISJIMChL CTaTbU O 63.J'IGT€, [¢]
3aMETHBIX CIIEKTAKIIAX, UX aBTOpaX, a TAKXKE apTUCTAX-ydaCTHUKAX, U 00 OCHOBHEIX TEMax U
UziesX, BOJTHOBABIINX KPUTHKOB 3TOrO MEPUOJIA.

FrRoM THE PAGES OF NEWSPAPERS AND MAGAZINES OF THE 1930s — 1940s
(ON BALLET AND BALLET CRITICISM)

The report is devoted to ballet criticism of the 1930s and 1940s. It talks about
reviewers, popular genres of ballet criticism, print editions that have published articles about
ballet, about notable productions, their authors, as well as artists-participants, and the main
themes and ideas of critics of this period.

KOYEPIMMHA Csemnana BiammcnaaBHa, cmydenmxa 3 kypea,
Kkagpedpa  anasumuyeckoeo  Mysvikosnauus,  Poccutickas
axademus mysviku umenu I'necunsix, Mock6a, Poccus

HayunbpIil pykoBOOWUTEIE —  JIOKTOP  VICKYCCTBOBEIEHWIS
ITvwmmmenko Huxa BriagyvyposHa

Svetlana KOCHERGINA, 37 Year Student, Analytical Musicology
Department, Gnesin Russian Academy of Music, Moscow,
Russia

Scientific adviser — Nina Pilipenko, Dr. Habil. (Doctor of Art
Studies)

«KuBOI KAMEHB» A. K. SIIIIMOJAKHUHA 1 JI. E. BOPOJYJIMHA:
Y UICTOKOB MAPHUICKOI'O BAJIETA

CTaHOBICHHE MApUIICKOr0 HAIIMOHAIBLHOrO Oajera mpuxoautcs Ha 1970-80-e rozsr
VYcnemHas mpemMbepa MEPBOTO  HAINMOHATBHOTO COYMHEHHUS B OTOM JKaHpe, «JlecHoit
nereHap» Anatonus JlymmoBa, TOCTYXHIAa CTUMYIOM JUIS JPYTHMX KOMITO3UTOpPOB. Tak
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nosiBuIICsT «KuBOH KameHb» Auekces SIIIMOJKWHA, TOCTaBlIieHHBIH B 1985 roay (aBTOp
mubperro — Anekcannp Hwukomaes, Ganmermeiicrep — JleB bopomynun). B ocHOBY croxera
MmoJiokeHa Mapwuiickasi jereHna o Yorkape. JKuBoil kaMeHb — 3TO BEYHas JKU3Hb, CHMBOII
OeccMepTHst I HApoJa MapH: IO 0]l KAMHEM TIOKOUTCS OoraTeiph YOTKap, KOTOPBIA BO
BpeMsI OMTBBI BCTACT U3 MOTHJIBI U 3aIUIIACT CBOW HApOJ OT Bparos. [loMiUMoO repondeckoit
TEMBI, B JIHOPETTO pa3paboTaHa JIMpUYECKAsl JTMHUS, BIUICTCHHAS B KOH(MIUKT MEXIY IBYMS
BPOKIYOIMMH TuIeMeHaMu. KOH(IIMKT paspemaercst eHOH KepTBBI OJHOTO U3 TePOEB, YTO
YCHJIMBAET JIPaMaTUYeCKoe HAIPSHKCHUE B Pa3BEPThIBAHUH CHOKeTa. «JKUBOW KaMeHB» —
OIIMH W3 HEMHOIMX MapHHCKHX OalieTOB, TJIe HCIOJNB3YeTCS HE TOJBKO HalMOHAIbHAS
My3bIKa, HO W HApOJHBIC WIPBI, TaHII, & TAKKEC KOJIOPUTHBIC KOCTIOMBI C MapHICKUM
OpHaMEHTOM. B Jtokiazie paccMOTpeHBI KOMITOHEHTBI MY3bIKQJILHOT'O SI3bIKA U CTHIIS OalieTa,
MMEIOINE HAIMOHAIBHYIO XapaKTePHOCTh, a TAaKKe MAapUiCKWE TaHIIbI, BKIIOYCHHBIC B
o0mmmit xopeorpadMIecKuii TIaH 3TOro OPUTHHAILHOTO U SIPKOTO COUMHCHUSI.

THE LIVING STONE BY ALEXEY Y ASHMOLKIN AND LEV BORODULIN:
AT THE ORIGINS OF THE MARI BALLET

The genesis of the Mari national ballet falls on the 1970-80s. The successful premiere
of the first national work in this genre, The Forest Legend by Anatoly Luppov, served as an
incentive for other composers. This is how The Living Stone by Alexei Yashmolkin appeared,
staged in 1985 (libretto author is Alexander Nikolaev, choreographer is Lev Borodulin). The
plot is based on the Mari Chotkar legend. A living stone is eternal life, a symbol of
immortality for the Mari people: the hero Chotkar rests under the stone, who is now
becoming accessible from the grave and covers his people from enemies. An extended
evolving theme, the libretto developed a lyrical line woven into the conflict between two
warring tribes. The conflict is resolved at the cost of the sacrifice of one of the characters,
which is the ideal dramatic tension in the unfolding of the plot. The Living Stone is one of the
most beautiful Mari ballets, where not only national music is used, but also folk games,
dances, as well as colorful costumes with Mari ornaments. The paper considers the national
musical style of the ballet, as well as Mari dances included in the general choreographic plan
of this original and vibrant work.

KPACHOBA Jlapuca EBrenpeBHa, acnupaum,  kagedpa
basremmeiicmepckoeo  0bpazoBanus,  Axademus  Pycckoeo
basrema umeru A. 4. Baearoboii, Canxm-Ilemepbype, Poccus

Hayunblil pykoBomMTeNlb - KaHOWIAT IIOJIMTUYECKMX HayK
Bacwwes Vrops BragmmMiposia

Larisa KRASNOVA, Postgraduate Student, Ballet Master Education
Department, Vaganova Ballet Academy, Saint Petersburg,
Russia

Scientific advisor - Igor Vasiliev, PhD

ITY TELIECTBUE JINTEPATYPHOI'O UCTOUHUKA BO BPEMEHU.
OITbIT UHTEPTIPETALIUM CIOXKETA «II{EJIKY HUMKA» B XX| BEKE
(HA IPUMEPE TIOCTAHOBOK M. IIIEMSIKUHA — K. CUMOHOBA, A. PATMAHCKOrO, H. JTYATO)

Jloknaxg TOCBAIIEH TeMe WHTEpPIpeTaluy JHUTepaTypHOTO IPOHM3BEACHHUS B
XopeorpauueckoM ~ HCKYyCCTBE  Ha  IPHMeEpe  HCIONb30BAaHHMS  COBPEMEHHBIMU
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Ganermeiicrepamu nosectu-ckasku «lllenkyrunk n Memmmnbii kopons» O.T.A. 'opmana. B
JIOKJIaJie TIPOAHATU3UPOBAH MOAXOJ K TPAKTOBKE JUTEPAaTYpPHOrO MCTOYHHKA, PACCMOTPEHBI
OCHOBHBIE  XYHOXXECTBEHHBIE M CTHIHCTHYECKHE OCOOEHHOCTH TpeX IIOCTaHOBOK
«lenxynunka»: M. Hlemsikuna — K. Cumonosa (2001), A. Parmanckoro (2010), H. dyaro
(2013). YneneHo BHHMaHHE BOMPOCaM KOPPEKTHOCTH OOpaIllcHHUs aBTOPOB OajeToOB C
JIUTEPaTypHBIM TEKCTOM W MY3BIKOH, OTBETCTBCHHOCTH IIOCTAHOBIIMKOB  IEpel
MIPOM3BEICHNSIMY, KOTOphIE OHH HCHONB3YIOT. IIpociexnBaercss TakkKe CIIOXKHOCTh
OJJHOBPEMEHHON WHTepIperanuy OaneTrmelicrepaMu 1oBecTH l'opMaHa M MAPTHTYPHI
YaifkoBCKOro, TpeACTaBISIONIe COOOH CaMOCTOSATENLHBIA MY3BbIKAIbHBIA IieeBp. B
OaJIeTHOM TeaTpe CYIIECTBYET s Ha3BaHMUIL, KOTOPHIE NECATIICTHSIMHU (a HEKOTOpBIE YyKe
OoJiee 4eM CTOJIETHE) BBI3BIBAIOT HEM3MEHHOE MPUTSDKEHUE 3PUTEI K UHTepec Xopeorpados.
B ocHOBHOM 3TO Te JMTEpaTypHBIE CIOXKETBHI, ULl KOTOPBIX OblIa CO3/1aHa OpPHIMHAJIbHAS
MapTUTypa, TO3BOJIIONIas OaneTMelcrepaM HE KCKaTh MY3bIKaJbHBIH Marepuan, He
MIPUIYMBIBAaTh HOBYIO KOHIETIIIMIO. OTH CIOXKETHI TpeOylT K cebe onpeereHHoro
oTHOmeHusT U roaxoxa. OZHOBPEMEHHO B KyNBTYPHOH cpene (Kak HaIled CTpaHbl, Tak U
JPYrUX CTPaH) CYIIECTBYET 3arpoc Ha CHEKTAKIIM KJIaCCHYEeCKoro penepryapa. [IpakTiaeckn
KaXkJas akaJeMuueckasi OajeTHasi TPyIIa MHUpPa OCHOBBIBAET CBOIO JICSTENBEHOCTh HA TaKUX
Oanerax. A TaKKe OHM Ba)XKHBI W IEHHBI UII ayIUTOPUH, KOTOpas B OOJNBIION CTENeHH
BOCIIPHHMMAeT OaleTHhI TeaTp KaK MCKYCCTBO KIACCHMKH WM Tpaauimid. B mocnennue
NECSTUIETHsT TIOCTAHOBIIMKH NPOAODKAIOT HCKaThb M TpeiaraTb CBOW IMOAXOA K
«lenkyHunKy», He BCeraa ABHUTAsCh 110 IMYTH CONPUKOCHOBEeHUs ¢ ['opmaHOM M TiydOKHM
aHanmn3oM naptutypsl. XX| Bek BHec CBOW BKJIAJ B KOJUIEKIUIO OaneTHBIX «l1lenKyHInKoBy.

JOURNEY OF A LITERARY SOURCE THROUGH TIME.
THE EXPERIENCE OF INTERPRETING THE NUTCRACKER’S PLOT IN THE 215" CENTURY
(ON THE EXAMPLE OF PRODUCTIONS BY MIHAIL SHEMYAKIN AND KIRILL SIMONOV, ALEXEI
RATMANSKY, NACHO DUATO)

The report is devoted to the topic of the interpretation of a literary work in
choreographic art on the example of the use of the story-tale The Nutcracker and the Mouse
King by Ernst Theodor Amadeus Hoffmann by modern choreographers. The report analyzes
the approach to the interpretation of a literary source is analyzed on the basis of three
Nutcrackers: by Mihail Shemyakin — Kirill Simonov (2001), Alexei Ratmansky (2010),
Nacho Duato (2013). The paper tells about main stylistic and artistic features of these art
pieces. Attention is paid to the questions of the correctness of the treatment with the literary
text and music, responsibility of the ballet authors to the art works they use. Author also
considers the difficulty of the simultaneous interpretation of the Hoffmann’s story and
Tchaikovsky’s score as an independent musical masterpiece. There are a number of names in
the ballet theater, which for decades (and some for more than a century) have caused the
constant attraction of the viewer and the interest of choreographers. Basically, these are those
literary plots for which an original score was created, allowing choreographers not to look for
musical material, not to invent a new concept. These plots require a certain attitude and
approach. At the same time, in the cultural environment (both in our country and in other
countries) there is a request for performances of the classical repertoire. Almost every
academic ballet company in the world bases its activities on such ballets. And they are also
important and valuable for an audience that largely perceives ballet theater as the art of
classics and traditions. In recent decades, the directors have continued to search for and offer

126



their approach to The Nutcracker, not always moving along the path of contact with
Hoffmann and a deep analysis of the score. The 21% century has contributed to the collection
of The Nutcracker ballet.

KPOM Amnna EBreHneBHa, 0oxmop uckyccmboBedenus, npogpeccop,
Kagpedpa ucmopuu mysviku, Huxeaopoockas eocyoapcmbenmas
xoncepbamopua um. M. V. Taunku, Husxxnuii Ho6eopod, Poccus

Anna KROM, Dr. Habil. (Doctor of Art Studies), Full Professor, Music
History  Department, Nizhny Novgorod State Glinka
Conservatory, Nizhny Novgorod, Russia

J»Buj JISHT 1 D11y APJT JIOK: MY3BIKA TIOCTMUHUMAJIM3MA B COBPEMEHHOM XOPEOTPA®TIN

Jloknmax mocBsimieH mpoOiieMe (DYHKIMOHMPOBAHUS MY3BIKH ITOCTMHHAMAIM3Ma B
COBpEMEHHBIX XOopeorpaMueckix IOCTaHOBKax. Ha mpumMepe TBOpUECKOro compykKecTBa
amMepHKaHCKOro kKomrosuropa J[oBuna JIsHra u kaHajackoro Oamermeiictepa Onyapaa Jloka
aBTOpP paccMaTpUBacT B3aUMOJICHCTBHE BH3YaJbHOro (Xopeorpadus, CBET, KOCTIOMBI,
JIEKOpalii) ¥ MY3bIKaJbHOIO KOMIIOHEHTOB B MX criekTakisax. Ha pybexxe XX—XXI Bekos
MacTepa OCYILECTBHIIM YeThIpe IPOeKTa B skaHpe contemporary dance — «Exaucé/Salt»
(«Comby, 1999), «Amelia» («Amenus», 2002), «Andre Auria» («AnapeAypusi», 2006) u
«Amjady» («Ammkany, 2007). JIsara u JIoka 00beIMHMIN O0IIHE SCTETHIECKHE B3MIISBI HA
HCKYCCTBO, CBOOOJJHOE MIepeceueHNe IPaHUL] MEXK/Ty aKaJIeMIYeCKONH U MacCOBOH KYIBTYPOH,
BO3BpAILICHHE K MCTOKaM f3bIKa U BMECTE C TEM >KECTKMIl PallMOHAIN3M €ro OpraHu3alliu,
MPUHLMUIUATIbHAS PadoTa C pPENeTHTUBHON TEXHHMKOW. YHHKaNbHBIH Xopeorpaduueckuit
nouepk JIoka XapakTepusyeTcsi COeJUHEHHEM SKCTPEMAJIbHON CKOPOCTH M aBTOMaTHYECKOH
TOYHOCTH [BW)XCHUH Ha TIpeAesie 4eNOBEYECKHX BO3MOXKHOCTEH C HENoCpeCTBEHHOI
YYBCTBEHHOCTBIO M 3MOLIMOHAIBHOM SK3ajbTalyeil. BaXKHbIM BbIPa3UTENbHBIM MPUEMOM
COBMECTHBIX IOCTaHOBOK JI3Hra u JIoka cTajg KOHTPACT MY3BIKaJbHOTO M ILIACTHYECKOro:
HEUTpaNbHbI, Malo WHAMBUAYAIM3UPOBAHHBIA 3BYKOBOM MaTepHual, JIAKOHUYHBIE
JMaTOHWYECKUE MNATTEePHbl B HCIOJIHEHUHM HHCTPYMEHTAJIbHOTO TPHO/KBApTETa OTTEHSIOT
HEBEPOSTHYIO IUIOTHOCTb M HHTEHCHUBHOCTh JKecTOB. HaumOonbluee BHUMaHHE YIEIEHO
Garery «Amenusy, nepeBegeHHOMy JIokom B kuHemaTorpadudeckuii xaup film dance. JIsur
JOMOJHSET cocTaB ()OPTEINHAHHOIO TPUO BOKAIBHOH MapTHUEH: BBICOKHI JKEHCKHH TOJIOC
03BYYMBAET TEKCTHI IISTH MECEH aMEPHKAHCKOTro pok My3bikanTa Jly Puna. [losBienue cnosa
pacIMpseT TPaHMLIbI KaHPa, a TaKXKe BHOCHT HOBBIE CMBICJIOBBIE aKLIEHTHI B coziepykanue. B
OTJINYME OT «KJIACCHYECKOW (ha3pl» MHUHMMaau3Ma 1960-x rogoB, NOCTMHHHMAIM3M Hayall
BOuUparh B cebsi pa3sHOOOpasHble CTHIEBBIE W OMOLMOHAJBHBIE OOEPTOHBI, YTO IPHU
COXPaHEHUM PENIETUTHBHOCTH c(hOPMUPOBAIO OJIaroJaTHYIO MOYBY UL €r0 BBIPA3UTEIIBHOM
1 cBOOOHO# XOpeorpadHuecKoil HHTEPIPEeTaIH.

DAVID LANG AND EDUARD LOK: POST-MINIMALIST MusIC IN CONTEMPORARY CHOREOGRAPHY

The report deals with the problem of the functioning of post-minimalist music in
contemporary dance. On the example of the creative collaboration between the American
composer David Lang and the Canadian choreographer Edouard Lock, the author examines
the interaction of the visual (choreography, lighting, costumes, scenery) and musical
components in their performances. At the turn of the 20" and 21% centuries, the masters
carried out four projects in the genre of contemporary dance — Exaucé / Salt (1999), Amelia
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(2002), Andre Auria (2006) and Amjad (2007). Lang and Lock were united by common
aesthetic views on art, the free crossing of boundaries between academic and popular culture,
a return to the origins of the language and, at the same time, the rigid rationalism of its
organization, and the principled work with repetitive technique. Lock’s unique choreographic
style is characterized by the combination of extreme speed and automatic precision of
movements at the limit of human capabilities with direct sensuality and emotional exaltation.
An important expressive device of the joint productions by Lang and Lock was the contrast
between the musical and the plastic: neutral, non-individualized sound material, laconic
diatonic patterns performed by the instrumental trio/quartet set off the incredible density and
intensity of gestures. The greatest attention is paid to the ballet Amelia, translated by Lock
into the cinematic genre of film dance. Lang complements the piano trio with a vocal part: a
high female voice voices the lyrics of five songs by American rock musician Lou Reed. The
appearance of the word expands the boundaries of the genre, and also introduces new
semantic accents into the content. Unlike the ‘classical phase’ of minimalism in the 1960s,
post-minimalism began to absorb a variety of stylistic and emotional overtones, which, while
maintaining repetitive technique, formed fertile ground for its expressive and free
choreographic interpretation.

KPSDKEBA Vipuna AsnekceeBHa, 0okmop uckyccmboBedeniis,
npogpeccop, kagpedpa  ucmopuu  3apybexHou  MY3biKi,
Mockobckasn  eocydapcmBennas  Koncepbamopus — umeHu
I1. Y. Yanxobckoeo, Mockba, Poccus

Irina KRYAZHEVA, Dr. Habil. (Doctor of Art Studies), Full
Professor, Foreign Music History Department, Moscow
State Tchaikovsky Conservatory, Moscow, Russia

CEPTEl JIATWIEB B ICTIAHUI: HOBBIE TEMBI, OBPA3BI, BAJIETBI

B  nokmage mpenamonaraeTcs  OCBETHTh — IIIyOOKO€ — BIIMSHME — MCIAHCKOM
XYZAOXKECTBeHHOM KyabTyphl Ha Cepres [laruneBa, oOycioBI€HHOE €r0 MHOI'OYHCICHHBIMU
BU3UTaMHU U TaCTPOJIBHBIMH NI0€3AKaMHU 110 CTpaHe. ByayT MpeacTaBIeHbl €ro BbICKa3bIBAHHS
U UHTEPBBIO O pealMAX HCIAHCKOW JKU3HH, BO3JCHCTBOBABIIMX Ha TBOPYECKUH IpoLecc
Pycckux ce3oHoB. OCHOBHOE BHHMaHHE COCPEIOTOUYMTCS Ha Tpex Oanerax: «MeHHHBD)
(my3pika I'. Dope, 1916), «Tpeyromnka» (My3bika M. ne ®anbu, 1919), «[loptper dhiamenko»
(mapomHas Mmys3bika, 1921). a Takke Ha 33AyMaHHBIX, HO HEPEANTU30BAHHBIX IPOEKTAX
(«Tpuana» u «Mcnanusi»). IlosBieHuto kaxxmoro Oajera COMYTCTBOBAJIM KOHKPETHBIE
NPUYKMHBI U OOCTOSATENBCTBA, O KOTOPBIX HOWAeT peub. OFHAKO IJaBHOE, YTO IMO3BOJSET
00beIMHUTDh 3TH OajeTbl B HCIAHCKYI0 CEpHUI0, CBS3aHO C CO3JaHMEM HOBOro obpasa
Hcnanun, KOTOpBI BIKCHIBAICSA B 3CTETUUECKHN KOHTEKCT U 3KCIIEPUMEHTANIBbHYIO IPUPOLY
JATHIICBCKOrO OAJICTHOrO Tearpa. B ycIOBUSX HOBOM CHHTETHYECKOW KOHICIIIMH BEJIHKa
POJIb BCEX KOMIOHEHTOB 0aJeTHOTO CIIEKTAKIIs, BKIIOYAs Xopeorpaduio U JeKOPalMOHHOE
opopmaenue. I[losTomy BakHO omucaTh xapakrep corpyaHudectBa c I1. Tlukacco,
X.M. Ceprom. H. I'onuapoBoii. boree moapoOHO mpenanonaraercsi OCTAaHOBUTHCS Ha Oanere
«MeHHHBI», TIOCTABIEHHOM BO BpeMsI EPBBIX racTposieil IIruneBckux 6anetos B Mcnanuu B
Can-CebactpsiHe. B ¢Qoxyce BHuMMaHMsA — wucxomHas KoHuenmus JlaruneBa-MsicuHa,
cosmaBmux Ha ocHoBe «[laBampl» I. ®dope wu meneBpa Bemackeca riy6oKo
MIEPCOHAIM3UPOBAHHBIN 00pa3 Mcmanmn. CrenuanbHOrO BHUMAHMS 3acIyXXHBaeT Oajer
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Cuadro flamenco kak eIMHCTBEHHBI B CBOEM pOJE OKCIEPHUMEHT, CBA3AHHBIA C
MEPEHECEHUEM ayTEHTHYHOW KYIBTYpHl (PIaMEHKO Ha TeaTPalbHYIO CIeHY, 0()OpMIICHHYIO
I1. ITuxacco.

SERGEI DIAGHILEV IN SPAIN: NEW THEMES, IMAGES, BALLETS

The report is supposed to highlight the deep influence of Spanish artistic culture on
Sergei Diaghilev, due to his numerous visits and tours around the country. His statements and
interviews about the realities of Spanish life that influenced the creative process of the
Russian Seasons will be presented. The main attention will be focused on three ballets: Las
Meninas (music by G. Fauré, 1916), El sombrero de tres picos (music by M. de Falla, 1919),
Cuadro flamenco (folk music, 1921). as well as on conceived but unrealized projects (Triana
and Spain). The appearance of each ballet was accompanied by specific reasons and
circumstances, which will be discussed. However, the main thing that allows these ballets to
be combined into a Spanish series is connected with the creation of a new image of Spain,
which fits into the aesthetic context and the experimental nature of the Diaghilev ballet
theater. Under the conditions of the new synthetic concept, the role of all components of a
ballet performance, including choreography and decoration, is important. Therefore, it is
important to describe the nature of the collaboration with P. Picasso, H.M. Sert. N.
Goncharova. It is planned to dwell in more detail on the ballet Las Meninas, staged during the
first tour of the Diaghilev ballets in Spain in San Sebastian. The focus is on the original
concept of Diaghilev-Myasin, who created a deeply personalized image of Spain based on
Pavane by Fauré and Velasquez’s masterpiece. The Cuadro flamenco ballet deserves special
attention as a one-of-a-kind experiment related to the transfer of the authentic flamenco
culture to the theatrical stage designed by Picasso.

KYJIMKOB Kwupwin Anekcangposud, cmyoenm Vo xypca, Kasanckas
eocyoapcmbennan koncepbamopus umenu H. I'. XKueanoba, Kasans, Poccus

Hay4uHbIlT pyKOBOAUTENb - TOKTOP MCKYCCTBOBeMeHVMS MaxmbrmH AjekcaHmap
JIsBOBIIUY

Kirill KULIKOV, 5t Year Student, Zhiganov Kazan State Conservatory, Kazan, Russia

Scientific advisor - Aleksandr Maklygin, Dr. Habil. (Doctor of Art Studies)

TEMBPOBA S [IEPCOHU®UKALIUS B OPKECTPOBOM SI3bIKE BAJIETA «SIPOCJIABHA» b. THUILIEHKO

Iepconndukarmu TemMOpoB B opkectpoBke Oanera b. Tummenko «SpocnaBaay»
(1974) sBnsiercss BaKHEUIIMM KOMIIOHEHTOM JIpaMaTypruu Npou3BeneHus. Bripensercs Tpu
OCHOBHBIX CIO’KETHO-CMBICTIOBBIX IUIaHA, HAJEIEHHBIX TEeMOPOBOM HHAMBHUIyalH3alUed —
kus3p Uropp, SpocnaBa u momyc miada. TemOpoBas xapakrepuctuka Hrops, oOpa3s
KOTOPOro TMPHUHIMIHAIBGHO OTIMYaeTcss OT TPakTOoBKH A. bopomuna (momuépkuBaercs
TIIECIaBHE W arpecCHBHOCTh KHs3s, aMOMIMO3HOCTH M pacrymiee Oesymue), naércs B
crenuduIecKOM «OPKECTPOBOM KPEILIEHI0», IJie MPOMCXOAUT IBIKEHHE OT (QueiToBoi
MOHO/IMM K TMEpPEerpyKeHHONM LEeNu KIACTEPHbIX CO3BYYMH MEIHO-AyXOBOM T'PYIIIHI.
SlpocnaBHa B Oanere 00pa3HO TpakTyeTcst Oojee TpamWIMOHHO, HO e€ TeMOpoBas
XapaKTepUCTHKA pelleHa AUCKPETHBIMU MEJIOAWYECKUMH JIMHUSAMM KpPaTKUX TIONEBOK B
HUCHOJTHEHUU CKPUIIKH-COJIO C MOCIEAYIOIIEH MOIYISIUEH B KpalfHUEe TECCUTYphl KilapHeTa-
MUKKOJI0O M aHTJIMHCKOro poXka. Momayc pemieH cBoeoOpasHO, He depe3 TPaAUIMOHHOEe
MIEBYECKOE BOIUIOIICHNE, 3 HHCTPYMEHTAIBHO, YTO B CBOIO OYEPEb 3HAUMTEIIHLHO PACIINPSIET
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aMIUTUTYLy SMonuil. Momyc mada HeoTIemuM oT obpasa SIpociaBHBI, Tak KaK TEHETHICCKH
BBIpacTaeT U3 e€ WHTOHAIMH, OTHAKO OH SIBISCTCS JIMIIb (POHMUECKOM Aekoparuend. s ero
BoriomeHus b. THIEHKO UCTIONB3yeT BCe MHCTPYMEHTHI OPKECTPa, TEM CaMbIM JTOOUBAETCS
AJUTIO3UU «MHOT'OI'OJIOCHOIO CTOHA» PYCCKOro Hapoja. B cBs3M ¢ ATUM, Jenaercsl MOIbITKa
CpaBHEHHS TpPaKTOBKM Iutada B Oajnere «SpociaBHa» b. Tumenko um B «llmagax» O.
Jenucona.

TIMBRE PERSONIFICATION IN THE ORCHESTRAL LANGUAGE
OF THE BALLET YAROSLAVNA BY BORIS TISHCHENKO

The personification of timbres in the orchestration of Boris Tishchenko’s ballet
Yaroslavna (1974) is an essential component of the dramaturgy of the work. There are three
main plot-semantic plans endowed with timbre individualization — Prince Igor, Yaroslavna
and the mode of crying. The timbre characteristic of Igor, whose image is fundamentally
different from the interpretation of A. Borodin (the prince’s vanity and aggressiveness,
ambition and growing madness are emphasized), is given in a specific ‘orchestral crescendo,’
where there is a movement from a flute monody to an overloaded chain of cluster harmonies
of a brass band. Yaroslavna in the ballet is figuratively interpreted more traditionally, but her
timbre characteristic is solved by discrete melodic lines of short songs performed by a solo
violin, followed by modulation into the extreme tessitures of the piccolo clarinet and the cor
anglais. The mode is solved in a peculiar way, not through a traditional singing embodiment,
but instrumentally, which in turn significantly expands the amplitude of emotions. The mode
of crying is inseparable from the image of Yaroslavna, as it grows genetically from her
intonations, but it is only a phonetic decoration. To embody it, B. Tishchenko uses all the
instruments of the orchestra, thereby achieving the allusion of the ‘polyphonic moan’ of the
Russian people. In this regard, an attempt is made to compare the interpretation of crying in
the ballet Yaroslavna by Tishchenko and in the Lamentations by E. Denisov.

KYJIMKOBA (IIEITEJTEBA) Enmn3aBera AHppeeBHa,
acnupanmxa, kagedpa baremobedenus, Axademus Pyccxoeo
basema umenu A. 4. Baeanoboii, Cankm-Ilemepbype, Poccus

Elizaveta KULIKOVA (SHCHEPELEVA), Postgraduate Student,
Department of Ballet Studies Vaganova Ballet Academy Saint
Petersburg, Russia

MAPUHHCKHUI BAJIET B TOJ1bI [IEPBOI MUPOBO#A BOIiHBI (1914-1915)
B BAJIETHOM JIETOIIUCY BOJIBIHCKOI'O

B noknage paccMarpuBaeTcsi JBYXTOAWYHBIM NEPUOA B UCTOPUM INETEPOYPIrCKOro
Oasnera, BO BpeMs KOTOporo Hauanach IlepBas MupoBasi BoiiHa, 3axBaTuBIIas U Poccuro.
MHorue nesTeny KyIbTypbl, TIO3ThI, apTUCTHI U KPUTHKHU BBIPAXKall B CBOMX NPOU3BEACHUAX
JMYHOE OTHOIIEHHE K KPOBOMPONUTHIO. AKUM JIbBOBUY BonbIHCKUH, OyaydH MOCTOSHHBIM
GaneTHBIM 0003peBaresieM B raszete «bHpIKeBble BEIOMOCTHY, HE MOT OCTAaThCs 0e3y4acTHBIM
K BOiHEe, TeMa KOTOpO# 3a3Bydana W B ero perensusx. Ha tparuueckom ¢one Ilepoit
MupoBoit sxu3Hb MapurHCKOro 6anera Takke He Ka3ajiach BOJBIHCKOMY OE€3MSATEKHOU U
OJIarOMoNy4HOM, WU OH HE CBOAWJ TJa3 C ee¢ mpodjieM, TpeOOBABIIMX, MO €r0 MHEHHIO,
BMeIIaTenbCcTBa. Tak, eMy ObUIO OYEBHIHO HETATUBHOE BIIMSHUE Ha Xy/I0)KECTBEHHYIO JKH3Hb
Ganera rnaBHoro pexuccepa H. I'. Cepreesa. Bomsicknuit HeogHokpatHo mucan, uro H. T
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CepreeB ObuT He CIOCOOEH OpPraHW30BaTh apTHCTOB, KadyeCTBO HCHOIHHUTEIHCKOIO
MacTepcTBa KOTOPBIX CHJIBHO CHH3MIIOCH, HE TOBOPSI YK€ O CIIOCOOCTBOBAHWH ITOSIBIICHUIO
HOBBIX XOpeorpauueckux MOCTAaHOBOK, IOCTOMHBIX MapHuuHCKOH cueHel. B ymaake
OaneTHOro HcKkyccTBa BombiHCkmIT Takke oOBMHsI M Oanermeiictepa M. M. doxuna,
TIOJIEMHKa C KOTOPBIM He cOaBisuia 000poToB, HaunHas ¢ 1911 roma. Bonbeiackwit pa3 ot pasa
MIPOJIOJDKANI METaTh CTPEJIBl B CTOPOHY OaneTHHIX pabor DoknHa, cuuTast UX BYJIBIapHBIMHU H
[IPOTUBOPEYAIIMMH 3aKOHAM KJIACCHYECKOI'O TaHLA, LIEHHOCTh KOTOPOI'0 KPUTUK OTCTAUBal
JI0 TIOCIeIHero cBoero B3jmoxa. Eme omamm ommoHeHToM Bombrackoro B 1914-1915 rr.
eictyniast C. I1. Jlsrmies, 4blo NEATENBHOCTH, B OTIMYMK oT M. M. dOKWHA, KPUTHK HE
IIPOCTO HE BOCHPHUHUMAJ, HO OCYXKJAJI, IONarasi, 4To OaleTHBIE apTHCTHI, BHICTYIIABIINE B
aHTpenpuse JlsruneBa pacnbUISUIM CBOM TalaHT, pa3MEHMBasiCb Ha 3BOH MOHeT. Cpenu
MIOCTOSIHHBIX PYOPHK B CTaThsIX BonbIHCKOro OBUIM OMMCAaHWS, MOCBSIIEHHBIE apTHCTaM
MapurHckoro 6anera, B KOTOpbIX B Havaie [lepBoit MupoBoii BOHHBEI BCTpEHaINCh PE3KHE U
HeJuuenpusTHele oneHKd. Ho Bmecte ¢ TeM BosbIHCKMI OcTaBaicsl INIaBHBIM LIEHUTENIEM
0aJIeTHOTO MCKYCCTBa, Pa30MPaBIIMMCS B €r0 TOHKOCTSIX, alloJION€TOM KJIACCHYECKOr0 TaHIa
W 3alIUTHUKOM akajeMmudeckoro Hacneaus M. [eruna n JI. VBaHOBa, CrIOCOOHBIM B ClloBax
TepeiaTh MHOTOIPaHHOCTh | U3SIIIECTBO OajeTa.

MARIINSKY BALLET DURING THE FIRST WORLD WAR (1914-1915)
IN THE BALLET CHRONICLE OF VOLYNSKY

The report examines a two-year period in the history of the St. Petersburg ballet,
during which the First World War began. This war also captured Russia. Many
representatives of culture, poets, artists and critics expressed their personal attitude to
bloodshed in their works. Akim L’vovich Volynsky was a regular ballet observer in the
Birzhevye Vedomosti newspaper, he could not remain indifferent to the war, the theme of
which sounded in his reviews. Against the tragic background of the First World War, the life
of the Mariinsky Ballet also did not seem serene and prosperous to Volynsky, and he fixed
his eyes on it’s problems, which, in his opinion, required intervention. So, it was obvious to
him that the main director N. G. Sergeev had a negative impact on the artistic life of the
Mariinsky ballet. Volynsky repeatedly wrote that N. G. Sergeev was not able to organize
artists whose performance quality had greatly decreased. N. G. Sergeev didn’t promote the
appearance of new ballet performances. Volynsky also blamed the ballet master M. M. Fokin
for the decline of ballet art, the controversy with whom had not slowed down since 1911.
From time to time Volynsky continued to criticise Fokine's ballet works, considering them
vulgar and contrary to the laws of classical dance. He defended the value of classical dance to
his last breath. The critic didn’t perceive and condemned activities of another opponent S. P.
Diaghilev. He believed that the ballet dancers who performed in Diaghilev's entreprise spend
their talent, exchanging it for the sound of coins. There were descriptions of the dancers of
the Mariinsky Ballet in Volynsky's articles in which, there were sharp and impartial
assessments at the beginning of the First World War. But at the same time, Volynsky
remained the main connoisseur of ballet art, versed in its intricacies, an apologist of classical
dance and a defender of the academic heritage of M. Petipa and L. Ivanov. Volnysky was
able to transmit versatility and grace of ballet in words.
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KYVYIIELI JTro60Bb AGpaMoBHa, kaHOudam uckyccmbobederus, 0oyeri,
3aBedyioujasn  kaghedpoil MY3biku  PUHHO-YeOPCKUX HAPOOob,
Iemposabodckas eocyoapcmbenman KoHcepBamopus
umenu A. K. Irasyroba, Ilemposabodck, Poccus

Lyubov KUPETS, PhD, Associate Professor, Head of the Finno-Ugric
Music Department, Petrozavodsk State Glazunov Conservatoire,
Petrozavodsk, Russia

«HOBASI BAJIETHA S KPUTHKA» (1993—-2003) O «COBETCKOM BAJIETE»:
®OPMBI KYJIbTYPHOI' O PECAMKIIMHT A

B noxnane ananusupyercst Bropoil ToM «HOBOH pycckoif My3bIKalbHOW KPUTHKI»,
MOCBSIICHHBIN peleH3usiM Ha OanerHple mocTaHoBkk 1993-2003 romoB B Poccum
(mpenmymnectBeHHO MockBe n Cankt-IleTepOypre). DTH TEKCTBI paccCMaTpHUBAIOTCS Kak
nucroprorpaduIecKkue MCTOYHHKH, CHITPABIINE PEIIarollyl0 poib B (OPMHPOBAHMH HOBOW
OlleHKH Oayera COBETCKOH dmoxu. B pakypce TpeHma KyabTypHOrO pecaKiIMHTa
HCCIlelyeTcsl pa3MBIBAaHHE «COBETCKOro Oanera» KaK HCTOPHKO-KYIBTYPHOTO SIBICHHS W
CIIMSIHUE €r0 C IIOCTAHOBKAMH JSTHJIEBCKOM AaHTPENpH3bl, B YaCTHOCTH COYMHEHHSIMU
Ipokodsena u CrpaBuHCKOrO, a Takke Oaneramu Monozoro Lllocrakouua. Mcnons3oBanue
MeToJla KOHTEHTa-aHaIn3a MO3BOJISIET BBIICIHUTH BEIAYIIME MEPCOHBI M TEHICHINH B HOBOW
GanerHol kapTiHe Mupa Ha pybexe XX-XXI Bexos.

‘THE NEw BALLET CRITICISM’ (1993-2003) ON THE ‘SOVIET BALLET:
FormS oF CULTURAL RECYCLING

The report analyzes the second volume of the New Russian Music Criticism, devoted
to reviews of ballet productions from 1993-2003 in Russia (mainly Moscow and St.
Petersburg). These texts are seen as historiographic sources that played a crucial role in
shaping the new assessment of Soviet-era ballet. From the perspective of the cultural
recycling trend, the erosion of the ‘Soviet ballet’ as a historical and cultural phenomenon and
its merger with the productions of the Diaghilev enterprise, in particular the works of Sergey
Prokofiev and Igor Stravinsky, as well as the ballets of the young Dmitry Shostakovich, are
investigated. The use of the content analysis method makes it possible to distinguish leading
persons and trends in the new ballet picture of the world at the turn of the 20" and 21%
centuries.

JTIABPEHUYK Csetnana FOpwseBHa, kanouoam ncuxoi0euteckux
Hayx, npenodabamens ncuxosoeuu, Pycckaa xpucmuanckas
eymanumaptaa akademus, Canxm-Ilemepbype, Poccus

Svetlana LAVRENCHUK, PhD, Psychology Teacher, Russian Christian
Academy for the Humanities, Saint Petersburg, Russia

JIMYHOCTH COBETCKOI BAJIEPHMHBI B ITYBJIUKALMSAX TASETbI 'ABT « COBETCKUIA APTUCT»
1950 —1980 rT. (HA TPUMEPE H. B. TUMO®EEBOIA, 1935-2014)

B nyOmukamusix rasetbl «COBETCKHH apTHCT» — OpraHa MapTUHHOIO KOMHTETa,
mectkoma, komutera BJIKCM u mupekin I'ABT CCCP, orpa3mnochk Kak HHAWBUIYaTbHOE
B JIMYHOCTH €T0 BBIJAOMIETOCS MPEACTABUTEIS, TaK U HAaHOOJIee THITMIHOE JUIS TOTO BPEMEHHI
(«xapakTep OSI0XM»), a TaKkKe IEHHOCTH COBETCKOTO OOIIECTBA M €ro KYJIbTYPHBIX
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puHeTHTYnMH. CTHIB HM3JIOKCHUS MaTepHaja — OT THIEpOOIM3HPOBAHHOTO O(UIMO3HOTO
(manpuMep, Kacaromerocs BbeIOOpoB B gemyratel BepxosHoro Coera CCCP) mo
«IOMAIITHET0», «AHTHMHOTO0», 33aJyIIEBHOTO, KOTOPBIH OTpa’kaeT B3aUMOOTHOIICHUSI MEXITY
MapTHEpaMH, YICHHKaMH ¥ IIE€JaroraMid B MECTHOM, «KOPIIOPATHBHOM» HM3[aHUH TeaTpa, a
TaKkKe JOCTATOYHO HEHTPAIBbHOTO CTHJIS IIPH OIMCAHWH TEaTPaJbHOH <IIOBCEIHEBHOCTH
(paboTBI Hax CIEKTAKIISIMH, IIPEMbEPaMH, TACTPOISIMH TPYIIBI) B OTIIMYHMHU OT NMadOCHOTO U
BOCXBAISIIOIIETO ONMCAHMS ITHUX K€ COOBITHH B IIEHTPAILHOM M PETHOHAIBHOW COBETCKON
neyaty. [Ipu 3TOM COOBITHS YacTHOU JKU3HH, 3a4acTylo Hampsimyto cBsizanHble ¢ [ABT, He
HaIlUTH OTPa)KCHHUS Ha CTPAaHHIAX ra3eThl (HampuMep, cMepTh Myka Hunbsl BraguMupoBHEI,
Kupmra Brnaguvuposnaa MomganoBa, komnosuropa u ObiBmero qupekropa IABT (1973-
1975) 14.03.1982 r. B AMPEKTOPCKOM Joke Bojbmioro Tearpa BO BpeMs HUCIOITHEHHS €Tro
banera «Maxber» ¢ TumodeeBoil B IIaBHOW MapTHH, IPH TOM, UTO JIPYrHe HEKPOJIOTH U
BEIpOKCHHE COOOJIE3HOBAaHMsI IIPUCYTCTBOBAJIM HA CTpaHWIAaX rasersl). Haubonee
COZIepKaTENBbHBIMK, OOCTOSITENEHBIME M ITEPCOHN(HIMPOBAHHBIMHU CTAaThIMH B JAHHOM
W3aHWUH SIBJSTIOTCS BBITIOTHEHHEIE, Cy/s 110 BCEMY, I10 33/IaHHIO PEIaKIMH: OT3BIBBI KOJUIET
Harpumep, (M. D.JIuensr, maptHepa mo Oanery «CnapTak» M JApPYrHM) W IIeIaroros
(M. T. CemeHoBO B Hauaine Kapbepbl TuModeeBoil B Tearpe ¢ TOYKH 3pEHHS OLEHKH ee
Mpo(heCCHOHANBHBIX W IMYHOCTHBIN Ka4eCTB M IEPCIEKTHB paboThl), a TAKXKE CTaThH CaMOH
Tumogeeoii o komerax (nanpumep, E. C. MakcumoBoii) n nenmarorax (I'. C. YnaHoBoi B
CBS3M C ee IoOmieeM), a TaKKe KaMIaHHsS IO BhIABIKeHHI0O HuHbl BragnmmupoBHBI B
nenyratsl BepxoBaoro Cosera CCCP, a Taxxe HoapoOHBIH oTdeT o ee paboTe B 3TOM
KadecTBe. B myOnukanuu nmeHHo stoi rasersl FO. H. I'puropoBuy, riaBHelid Ganermeicrep
T'ABT (1964-1995), oxapakrepuzoBan TumodeeBy Kak «elBa JIM HE CaMyl0 COBPEMEHHYIO
OajepyHy HamMX AHEH» (M 5TO €ro BbICKAa3bIBAHME BIIOCICICTBUM MHOTOKPaTHO
LUTUPOBAJIOCh Pa3HBIMM aBTOpamu), a cama Huna BrmaaumupoBHa Ha BOIpPOC HOBOTOAHEH
aHKETBI NMpH3HaNachk: «MOHM IUTaHbl HAXOAATCS B MPSIMON 3aBUCHMOCTH OT IUIAHOB TeaTpa, a
MOsI Me4Ta — paboTaTh KaK MO>KHO OOJIBILE U JOJIbIIE).

THE PERSONALITY OF THE SOVIET BALLERINA IN THE PUBLICATIONS OF THE BOLSHOI THEATRE
NEWSPAPER THE SOVIET ARTIST IN 1950 — 80s
(oN THE ExAMPLE OF NINA TIMOFEEVA, 1935-2014)

The publications of the newspaper Soviet Artist, the organ of the communist party
committee, the local committee, the Komsomol committee and the directorate of the Bolshoi
Theatre, reflected both the individual in the personality of its outstanding representative and
the most typical for that time (‘the character of the epoch’), as well as the values of Soviet
society and its cultural institutions. The style of the articles ranges from hyperbolized
officious (for example, concerning the elections to deputies of the Supreme Soviet of the
USSR) to ‘domestic,” ‘intimate,” which reflects the relationship between partners, students
and teachers in the local, corporate edition of the theater, as well as a fairly neutral style when
describing theatrical ‘everyday life’ (work on performances, premieres, tours of the troupe) in
contrast to the pathetic and praising description of the same events in the central and regional
Soviet press. At the same time, the events of private life, often directly related to the Bolshoi
Theatre, were not reflected in the newspaper pages (for example, the death of Nina
Vladimirovna’s husband, Kirill Vladimirovich Molchanov, composer and former director of
the Bolshoi Theatre (1973-1975) on 14.03.1982 in the director's box of the Bolshoi Theater
during the performance of his ballet Macbeth with Timofeeva in the main role, at that other
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obituaries and expressions of condolences were present on the pages of the newspaper). The
most informative, detailed and personalized articles in this publication are, apparently, those
carried out on the request of the editorial board: reviews of colleagues, for example, (Marius
Liepa, partner in the ballet Spartak and others) and teachers (Marina Semenova at the
beginning of Timofeeva’s career in the theater from the point of view of assessing her
professional and personal qualities and job prospects), as well as articles by Timofeeva
herself about colleagues (for example, Ekaterina Maksimova) and teachers (Galina Ulanova
in connection with her anniversary), as well as a campaign to nominate Nina Vladimirovna to
the Supreme Soviet of the USSR, as well as a detailed report on her work in this capacity. In
a publication in this newspaper, Yury Grigorovich, the chief choreographer of the Bolshoi
Theater (1964-1995), described Timofeeva as ‘almost the most modern ballerina of our
days,” and she answered the question of the New Year’s questionnaire: ‘My plans are directly
dependent on the plans of the theater, and my dream is to work as much as possible and for as
long as possible.’

JIABPOBA Csetmsiana ButanbeBHa, O0oxmop uckyccmboBederiis, ‘E
npopexmop no Hayutou pabome u pasbumuio, Axademus > -
pycckoeo  basrema  umenu  A. S Baeanoboti,  Cankm- (\\ 4

Iemepbype, Poccus f .
Svetlana LAVROVA, Dr. Habil. (Doctor of Art Studies), Vice-
Rector for Research and Development, Vaganova Ballet

Academy, Saint Petersburg, Russia

MY3bIKA ¥ XOPEOI'PA®US: MEXTY BUJIMMBIM U CJIBIILIMMbIM,
KcABBE JIEPYA U1 XEJIBMYT JIAXEHMAH

Jlokinaa mocBsIEeH TBOpYeCTBY (paHniy3ckoro xopeorpada Kcasbe Jlepya, oqHomy
3 HauOonee OPUTMHAIBHBIX MAcTepoOB, IPEACTABUBIIEMY B CBOMX IOCTaHOBKAaX
aJIbTepHATUBHBIE (OPMBI PAOOTHI C TEJIOM U JBIKEHHMEM, IPEACTaBICHHBIX B KOHTEKCTE
OTHOLICHUH 3ByKa U Xopeorpaduueckoro xecra. Xopeorpapuueckue neppopmancsl Jlepya
HalleJIeHbl Ha oOpereHue crnelupuyeckux (opM 3pUTEIbCKOrO0 BHUMAHUS, ONpPENeIIseMbIX
CHHTE30M My3blkM M Xopeorpaduu. KapauHanbHO pacmmpss TOpU3OHTBI  (opM
IpeJICTaBICHUs. Xopeorpaduu, OH co3laeT «OaneT Ul JUpWKepay, mpenacraBiss «BecHy
CBsleHHYI0» B ()OPME COBHOM KOMIIO3MIMH, CO3/IAaHHOM 13 (UASI-TUPUKEPCKUX JKECTOB, B
KoTopoii, cam Jlepya BBICTymaeT B oM TaHLOBIIMKA U xopeorpada. Ero opuruHaibHbIe
MOCTAHOBKH HE BIHCHIBAIOTCS B KAHPOBYIO CUCTEMY Xopeorpadudeckux GpopMm u o0pasyor
MHIMBUYaJIbHbIE TpaeKTopuu. IIpencrapnenue «xopeorpadui» B KOHIENTYAIBHOM KIIOYE,
OIMPAETCs Ha WJIEH, HE CBA3AHHbIE C CYOBEKTUBHUCTCKUM TEJECHBIM BBIPKCHHUEM MWIIU
KOHKPETHBIM CTWJIeM. B ero TBopuectBe Xopeorpadus >MaHCHUIUPYETCS OT TaHIA Kak
TAKOBOT'0, BOBJICKAETCSl B )KUBOH MPOIIECC KOMMYHUKAIIMN MEXKIY MY3bIKOH, €€ (HH3NUECKUM
npencTaBleHueM M 3pureneM / ciymarenem. Kcasbe Jlepya, oOnajaromiuidi CTENEHBbIO
JIOKTOpa MOJICKYJISIDHOM OHOJIOTHH, K CBOEMY XOpeorpaM4eckoMy TBOPHYECTBY TaKKe
MOAXOIUT C HAYYHBIX MO3UIMIL: €ro yBieKkaeT ujest « IMaHCHIHPOBaHHOro 3pureins» JKaka
Panceepa kak mpeopoieHHE ONMO3UIMHM AKTHBHOTO M IACCHBHOIO 3PEHMS, B paMKax
KOTOpPOH, CYIIECTBYIOIIUNA 3CTETHUECKHUN Pa3pblB MEXAY STUMHU OIIO3UIUSIMHU, CTAHOBHUTCS
OCHOBOH MBIIIJICHUSI ¥ IPU3BIBAET 3PUTEIIS K HOBBIM OCHOBAHMAM Bocnpustus. OH moniaraer,
YTO BOCHPHATHE SIBISCTCS CAMOOPTaHU3YIOLIEH s (POPMOI, KOTOpasi 10 CYLIECTBY EpPBUYHA.
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Ha ocretmueckom ypoBHe, Jlepya CO3HAaTENbHO OTKA3bIBAeTCSl OT  YCTOSIBIIHMXCS
MIPECTAaBICHUN O TAHIE C €ro MPOYHBIMH ACCOIMAIMSAMHU C NPHUBBIYHBIMH KaTErOPHSMHU
MacTepcTBa W peMecia, Mpemiaras B3aMeH aBTOHOMHBIE JHUCKYPCHI, OTBEpraroIine
MIPUYUHHO-CIIEACTBEHHBIE CBSI3M MEXIY KOHIIENTYaJIHM3alueil W BBIPa3HTEIbHOCTHIO TaHIIA.
OH TaKKe UCXOMUT U3 KpuTudeckoi teopun «llomutuku aBTopcreay (politique des auteurs)
B KuHeMmarorpade, npemioxenHoii @pancya Tproddo, B pamMkax KOTOpoi 000CHOBBIBAETCS
JOMUHHpYomass ¥ (akTudeckn Oe3rpaHuYHAsi poONb peXHccepa B aBTOPCKOM  KHHO,
pacrnpocTpassomasicss Ha 00JacTb xopeorpagudeckoro nepdopmanca. Enie onHa xioueBas
KOMIIO3MIIMOHHASL CTPATeTHs, NPHCYTCTBYIONIAasi B €ro INPOW3BENEHHSAX, 3aKII0YaeTCsl B
HCIIONBb30BAaHNN JIBIDKEHHUH, OepyInX CBOE HAavyajlo B MY3BIKAJIHHOM HCIIOTHEHHH, OJHAKO
MIPE/ICTaBIEHHBIX BHE HHCTPYMEHTOB. OTa KOHIENIUS — TPOAODKCHHE HIEH
penyuupoBanHoro ciaymanus [Isepa llleddepa u npuHIMIA «CTapaMeTprUecKOl PeayKIIHN,
TIPE/ICTaBICHHOTO HEMEIKMM KOMITO3UTOpOM XelbMyToM JlaxeHMaHOM B IUTHPOBaHUHU
3aUMCTBOBaHHOTO Matepuana. [log «peayKTHBHBIM TIPHHIMIIOM» MOAPAa3yMEBAeTCS
«abcTparupoBanne» nepHopMaTHBHBIX CBOMCTB MY3BIKAaHTCKOH mpodeccru, a (usndeckue
(aKkTOpbl MY3BIKaJBHOTO JKECTa IPOCHUPYIOTCS Ha OCHOBY Xopeorpaduu, aHaJIorMdHO
«Oanery Ins Juprkepa» B rocTaHoBKe «BecHbl CasiieHHoi». B moxmanme Oymyr
MPOAHAJIM3UPOBAHbl  TBOPYECKHE  TPAaeKTOPHH,  COCIAHMHSIONME  KOHIENTYaJbHYIO
xopeorpapuio  KcaBee Jlepya ¢  mpousBeneHMsIMH W3 O0JIaCTH  KOHKPETHOW
HHCTPYMEHTAJIbHOH MY3bIKM XenpMyra JlaxeHMaHa M IIOCTAaHOBKM Ha €ro MY3BIKY,
ocymectBieHnele  Jlepya. B mepdopmancax xopeorpada Ha My3BIKY HEMEIKOTO
KOMITO3UTOPA KOHKPETHAsi HHCTPYMEHTAJIbHAsE My3bIKa MOJUICKHT )KECTOBOH JIEKOHCTPYKIINH
OHa pa30uBaeTCs Ha parMeHThl, KOTOPBIE BEIBOAATCS HA PA3JIMYHbIC YPOBHU BOCHIPHUATUSL —
CyOBEKTHUBHBIE U CYITE€CTHUBHbIE, BOOOpaxkacMble M 3emepHble. OTH (HaKTOpBI, UMEIOLINEe
OTHOIICHUE K chepe 3CTETUYECKOro OIbITA, OKAa3bIBAIOTCSA B IIEHTPE MPeoOpa3oBaHUs POIIH
3puUTENs — SMAHCHIIMPOBAHHOTO, PA3BHBAIOLIErO CBOM OTHOLICHHS C IIPOU3BEICHHEM B
MasTHUKOBOH (opMe, TIe OCLMUIALMSA, MEXKAY BUIMMBIM M CIBILIUMBIM, HEBHUIUMBIM U
BOOOPa)KaEMbIM, CTAHOBUTCS 11 HETO OCHOBHOM ()OPMOI BOCTIPUSATHSL.

Music AND CHOREOGRAPHY : BETWEEN THE VISIBLE AND THE AUDIBLE.
XAVIER LE Roy AND HELMUT LACHENMANN

The report is devoted to the work of the French choreographer Xavier Leroy, one of
the most original masters, who presented in his productions alternative forms of work with
the body and movement, presented in the context of the relationship between sound and
choreographic gesture. Leroy’s choreographic performances are aimed at acquiring specific
forms of audience attention, determined by the synthesis of music and choreography.
Radically expanding the horizons of choreographic presentation forms, he creates a ‘ballet for
a conductor,” presenting The Rite of Spring in the form of a solo composition created from
quasi-conductor gestures, in which Leroy himself acts as a dancer and choreographer. His
original productions do not fit into the genre system of choreographic forms and form
individual trajectories. The presentation of ‘choreography’ in a conceptual way relies on ideas
not related to subjectivist bodily expression or a specific style. In his work, choreography is
emancipated from dance as such, involved in a living process of communication between
music, its physical representation and the viewer / listener. Xavier Leroy, who has a doctorate
in molecular biology, also approaches his choreographic work from a scientific standpoint: he
is fascinated by the idea of Jacques Ranciére’s ‘The Emancipated Spectator’ as overcoming
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the opposition of active and passive vision, within which, the existing aesthetic gap between
these oppositions, becomes the basis of thinking and calls the viewer to new grounds for
perception. He believes that perception is a self-organizing form that is essentially primary.
On an aesthetic level, Leroy consciously rejects established ideas about dance with its strong
associations with the usual categories of skill and craft, offering instead autonomous
discourses that reject causal relationships between conceptualization and expressiveness of
dance. He also proceeds from the critical theory of the ‘Politics of authorship’ (politique des
auteurs) in cinema, proposed by Frangois Truffaut, which substantiates the dominant and
virtually unlimited role of the director in auteur cinema, extending to the field of
choreographic performance. Another key compositional strategy present in his works is the
use of movements originating in musical performance, but presented outside of the
instruments. This concept is a continuation of the idea of reduced listening by Pierre
Schaeffer and the principle of ‘parametric reduction’ presented by the German composer
Helmut Lachenmann in citing borrowed material. The ‘reductive principle’ means
‘abstraction’ of the performative properties of the musician's profession, and the physical
factors of the musical gesture are projected onto the basis of choreography, similarly to the
‘ballet for the conductor’ in the production of The Rite of Spring. The presentation will
analyze the creative trajectories connecting Xavier Leroy’s conceptual choreography with
works from the field of concrete instrumental music by Helmut Lachenmann and Leroy’s
staging of his music. In the performances of the choreographer to the music of the German
composer, specific instrumental music is subject to gestural deconstruction: it is divided into
fragments that are brought to different levels of perception - subjective and suggestive,
imaginary and ephemeral. These factors, related to the sphere of aesthetic experience, are at
the center of the transformation of the role of the viewer — emancipated, developing his
relationship with the work in a pendulum form, where oscillation, between the visible and the
audible, the invisible and the imaginary, becomes the basis of perception.

JIEBEOJEBA-EMEJIMHA AmntonmHa BukxrtopoBHa, dokmop
uckyccmbosnanus, — BeOyujuil  HAYUHbIL  COMPYOHUK,
TocyoapcmBennbiii  uHcmumym — UCKYccmBo3HAHUA,
Mocxk8a, Poccus

Antonina LEBEDEVA-EMELINA, Dr. Habil. (Doctor of Art
Studies), Leading Researcher, Music History Department,
State Institute for Art Studies, Moscow, Russia

KOPOHAILIMOHHEIE BAJIBI B STIOXY ITABJIA | 1 AJIEKCAHJIPA |: K IPOBJIEME PEKOHCTPYKII
BAJIBHOM MY3bIKU O. A. KO3JI0BCKOI0O

Ocunt AHTOHOBMY KO3TOBCKMII — 3aMedaTeNbHBI KOMIIO3UTOP TOTJIMHKHHCKOW
9MOXH, CyMeNl YIAepKaTbCsi B JoOMMIax y BcecwnbHoro ¢asopura Exarepumbt Il T. A.
Ioremkuna, Obu1 BocTpeboBan npu Ilaeine | u mpu Anexcanape |. Mmenno Koznosckuit
BIICPBBIC YCTQHOBWJ TPAIHMIHMIO OTKPBHIBAaTh HPHIBOPHBbIC Oaibl IMOJOHE3aMH C XOpaMHu
(«I'pom mobenpl, pa3naBaiicsy, npa3aHuk B TaBpuueckoM aBopie, ampens 1791 roma). Dta
Tpaauuus ObICTPO NPHBWIACH M aJalTHPOBANACh B PYCCKOH KYIbTYpe, YCIEIIHO
IepeKoueBajla 13 TaHIECBAJILHON B TeaTpalbHyIo cepy (B omepax pycCKUX KIacCHKOB Oaibl,
KaK TIPAaBUJIO, OTKPBIBAIOTCS MBIIIHBIMH OPKECTPOBO-XOPOBBIMH CLEHAMH C MOJIOHE3aMH).
KosnoBckomy Oblta 3aka3aHa TaHIeBaIbHAs crouTa st KopoHarwu [asma | (5 anpens 1797,
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Mocksa) n misa xkopoHannu Anekcannapa | (15 centsops 1801, Mocksa). My3bika obonx
COUMHEHHMH COXpaHWIach — OBUIM HaIedaTaHbl OPKECTPOBBIC MAPTHUH OIS MY3BIKaHTOB,
9TOOBI T€ YCHEIM pa3yduTh COYMHEHHS, MOATOTOBICH (OPTENHAHHBIA  KIIaBHp.
Koponarionnsle 0anel B HMMOEPCKOH KyJabType BCErJa COCTABISUIM BAXKHYIO YacTb
KOPOHAIIMOHHOT 0 IlepeMoHHana. Ha obenx kopoHanusx 3ByJany 6 MoJoHe30B, 3 MEHY3Ta U 6
KOHTpHaHcoB. Kto sBisicst GanermelicTepoM Ha MOCKOBCKHX IpasaHecTBax 1797 m 1801
T'O/I0B — BOIPOC ITOKa OTKPHITHINA. YacTo B KauecTBE OCHOBHBIX TeM IT0JI0He30B Ko3nmoBckuit
Opas momyJsIpHBIE TeMBI W3 omep W cuMoHuid cBoero Bpemenu (Momapra, [lamsuernno,
[Tneitenss, Uumapossl), ObIBaJIo, YTO aBTOpPCKash TeMa IpeicTaBaia Iepex IyOJNMKOd B
HEOOBIYHOM «PHUTMHUYECKOM KOCTIOME». B Jokname Oynmer aHa XapaKTepHCTHKa OallbHOM
My3sIkn Kosnosckoro 1797 rona.

CORONATION BALLS IN THE ERA OF PAUL | AND ALEXANDER I:
TO THE PROBLEM OF RECONSTRUCTION OF BALLROOM MUSIC BY OsIP KOZLOVSKY

Osip Antonovich Kozlovsky, a wonderful composer of the pre-Glinka era, managed
to stay in the favorites of the all-powerful favorite of Catherine Il G. A. Potemkin, was in
demand under Paul | and under Alexander I. It was Kozlovsky who first established the
tradition of opening court balls with polonaises with choirs («Grom pobedy», a holiday in the
Tauride Palace, April 1791). This tradition quickly took root and adapted in Russian culture,
successfully migrated from the dance to the theatrical sphere (in the operas of Russian
classics, balls, as a rule, open with magnificent orchestral and choral scenes with polonaises).
Kozlovsky was ordered a dance suite for the coronation of Paul I (April 5, 1797, Moscow)
and for the coronation of Alexander | (September 15, 1801, Moscow). The music of both
compositions has been preserved — orchestral parts were printed for the musicians so that they
could learn the compositions, a piano clavier was prepared. Coronation balls in imperial
culture have always been an important part of the coronation ceremonial. At both
coronations, 6 polonaises, 3 minuets and 6 contredanse were performed. Who was the
choreographer at the Moscow festivals of 1797 and 1801 is still an open question. Often
Kozlovsky took popular themes from operas and symphonies of his time (Mozart, Paisiello,
Pleyel, Cimarosa) as the main themes of polonaises, it happened that the author's theme
appeared before the public in an unusual ‘rhythmic costume.” The report will give a
description of the ballroom music of Kozlovsky in 1797.

JIOBAH Esm3aseta BacwibeBHa, acnupanmia, kagpedpa gpusocogpu,
ucmopuu u meopuu uckyccmba, Axademusa Pycckoeo barema
umeru A. 4. Baearoboii, Canxm-Ilemepbype, Poccus

HayuHbIT pyKOBOWTENIb — IIOKTOP VICKYCCTBOBEIEHIS MeHbIIKOB
JIeoHnn, AjiekcaHIpOBIY

Lizaveta LOBAN, Postgraduate Student, Vaganova Ballet Academy,
Saint Petersburg, Russia

Scientific adviser — Leonid Menshikov, Dr. Habil. (Doctor of Art Studies)

CHHTE3 MY3bIKW U XOPEOTPA®UU B TBOPYECTBE JIAPUCHI CUIMAKOBUY

B maHHOM JI0KIIazie aBTOpP PacCMaTPHBACT TBOPYECTBO OEIOPYCCKOro KOMIIO3UTOPA,
pexuccepa u xopeorpada Jlapucsl CuMakoBHY Kak cozfaresist paboT B jkaHpe (HOIK-MOAEpH
Oarner, BIOXHOBJICHHBIX NPUHIWIAMH W OICTETHKOH OEIOPYCCKHX OOpSIOB M MUCTEPHUIL.
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SIBnsisich pyKOBOAMTENEM COOCTBEHHOTrO Tearpa «I OCThHUIIAY», CO3JaHHOTO MEPBOHAYATIBHO C
IMaakTHueckod 1enpto, JI. CHMakoBMY BBICTPAUBAET CBOK) KOHIICHIMIO BOCIUTAHHS U
MOCTPOCHHSL XYyJOXKECTBEHHOIO TBOpYECTBA Ha OCHOBE Oenopycckoro ¢onbpkiopa u
HAIMOHANBHOM JsuTeparypbl. Ee TBOpYECKMd METON CTPOMTCS HA BBIWICHCHHH U
MHTEpPIIPETAMK KYJIBTYPHBIX KOJOB. B JIOK/Iaje paccMaTpuBaeTCsl BIIHMSHHE IPUHIUIIOR
HapOJHOro TeaTpa obLIyro OaneTHy0 (HOpMy, Ha POIIH €ro y4aCTHUKOB M ACTETHKY B IICJIOM.
Ha npumepe paborsl  «3arupkay, aHaIM3UPYIOTCS  CHHTE3  MYy3bIKaJbHBIX W
xopeorpa)MuecKux CpeICTB B KOHTEKCTE B3aWMOBIIMSIHHS M BO3JICHCTBHS Ha OOIIYIO
JpaMarypruio.

SYNTHESIS OF MusIC AND CHOREOGRAPHY IN THE WORK OF LARISA SIMAKOVICH

In this report, the author examines the work of the Belarusian composer, director and
choreographer Larisa Simakovich as the creator of works in the folk-modern ballet genre
inspired by the principles and aesthetics of Belarusian rites and mysteries. Being the head of
her own theater ‘Gostitsa,” created initially with a didactic purpose, Simakovich builds her
concept of education and building artistic creativity on the basis of Belarusian folklore and
national literature. The author is concerned with the problem of isolating and embodying
cultural codes in her works. The report examines the influence of the principles of the
national theater on the overall ballet form, on the roles of its participants and aesthetics in
general. Using the example of the work Grout, the synthesis of musical and choreographic
means is analyzed in the context of mutual influence and impact on the overall dramaturgy.

JIBIKOB [Omutpwit AHaTOIbeBWUY, achupaum, kagedpa
xopeoepacpuu, Poccuiickuti uHCmumym  meampaibHoeo
ucxyccmba, Mock8a, Poccus

Hayumpim  pykoBoagwTesls - AOKTOP  VCKYCCTBOBEIEHWS
I'pymeiHoBa AHHa IleTpoBHa

Dmitry LYKOV, Postgraduate Student, Choreography Department,
Russian Institute of Theater Arts, Moscow, Russia

Scientific adviser — Anna Grutsynova, Dr. Habil. (Doctor of Art Studies)

BAJIETHO-CLEHYECKASI HHTEPTIPETALIMS! INTEPATYPHOIO CIOXKETA
B BAJIETE J[K. HOUMAIEPA «JIAMA C KAMEJIUAMI (1978)

Tpaauius oOpallleHHs K JIMTEPaTypHBIM CIOKETaM, yTBEpXICHHas B OaJeTHOM
Tearpe ¢ CaMbIX MEPBBIX MOCTAHOBOK Ha €ro CLEHe, IIMPOKO PaclpocTpaHeHa U B GajJeTHOM
TeaTpe COBPEMEHHOCTH, HECMOTPsSI Ha MOSBICHUE UHBIX CIOKETHBIX HCTOUHHMKOB, a TaKXKe
OeccroxeTHbIX OaneroB B XX Beke. Takum 00pa3oM, BO3HHKAET U COXPAHSECT aKTyalbHOCTb
mpobiieMa UHTEPIPETALUH JTUTEPATYPHOTO ClIoBa Ha OaneTHO# ciieHe. [1ocKonbKy OaieTHbIH
Tearp M JIUTEeparypa — O9TO pa3Hbleé MCKYCCTBa, HCIONB3YIONME pas3Hble (OpPMBI
XYJOXKECTBEHHOH BBIPA3UTENBHOCTH, OaleTHO-CLIEHNYeCcKas HHTEPIpETalHs JIUTePaTypHOTo
TEKCTa NPUBOAUT K TpaHC(HOPMAIMU €ro CMBICIOBOTO COZICp)KaHHUs M CrokeTa. B To Bpems
Kak My3bIKalbHO-XOpeorpadudeckre (GopMbl  OONMBLIIOr0 Oamera 3MOXH POMAHTH3MA
MPEATNONATaloT ONpeIeTIeHHYI0 ACHCTBEHHYIO CXEMY, CBOAS JMTEPAaTypHBIE CIOXKETBHI K
YCIIOBHOMY CEMAaHTHYECKH OOCTHEHHOMY THITY, B MHOTOAKTHOM CIOKETHOM CIIEKTakiIe XX
BEKa BO3HHUKACT M B PA3IMYHOI CTETICHN PEaNT3yeTcs TeHACHINS PEOI0ICHHSI CMBICIIOBOIO
paspelBa MEXIy Npou3BeIcHUSIMH Oanera u aureparypel. [lpmmepom momoOHOTO
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TIPEOIOTICHHUS MOXKET CIYKHUTh Oainer «/lama ¢ xamenmamm» (Ha My3slky @. Illonena, 1978)
JLx. Hoiimaifepa, cocraBisronuii Hapsay ¢ nocraHoBkoit ©. Amrona «Maprapura u ApMan
(na my3bIky . Jlucra, 1963) Hanbonee Xyq0KECTBEHHO peJIeBaHTHBIC OaJeTHO-CIIEHIIECKHE
mpodyteHuss pomaHa «Jlama c¢ kamemmamm» (1848) A. J[lioma-cerHa. Kak  BapmaHt
HHTEPIIPETAIIMH POMAHHOTO CIOJKETa Ha CIIEHE MY3BIKAJILHOI'O TeaTpa HHTEPEC MPEACTaBISIeT
take JmbOperro omepsl «TpaBmaray (1853) JIx. Bepmm. OcobGeHHOCTH CHOKETHOH
KOMIIO3MIIMM pPOMaHa IIO3BOJIMJIM aBTOPY HE IPOCTO IIepeliaTh MeoIpaMaTHIecKoe
cozjiep)KaHWe, a  BBIPa3UTh  HIEH  COLHMAJIBHOTO,  JIMYHOCTHO-TICHXOJOTHYECKOTO,
¢dunocodhckoro mopsaka, U30€kKaB HAPOUYUTO IUIAKTHICCKOTO TOCHUIA, JIOCTHTAsl BBICOKOM
IUHAMUKY JICHCTBHS W WHTEHCHBHOCTH SMOIMOHAIBHOTO BBIpaKeHUS. CIOKETHI OIephl
Bepmu m Oanera AmTOHa SIPKO BBICBETHJIM JIMHHIO MEJOIPaMaTHIECKOTO AEHCTBHSA,
HACBIIIEHHOTO0 POMaHTHYECKHMH YepTaMH, TEPSIOIIeTro IPH 3TOM IIyOuHY (ritocodckoro
TICHXOJIOTU3Ma JiTeparypHoro ucrounnka. Criektakiap Hoiimaliepa cTaHOBHUTCSI IMOMCTHHE
(THTEPaTypPHBIM», BOCIIPOU3BOISIINM XYI0)KECTBEHHBIH 3()()eKT KOMITO3UIIMOHHBIX HaXOJJ0K
Jroma-cpIHa: JHHEWHas pa3BepTKa CIOKHOH MHOTOMEPHOH KOMIIO3WIMH ITO3BOJISIET
xopeorpady BBICTPOUTH OANETHBIN CIOKET, MAaKCUMAaJIBHO ITOJHO MEpeNaloIni CEMaHTHKY
pOMaHa, W TIOJIY4YHTh XYJOXKECTBEHHBIH DPEe3yNnbTaT, aJeKBaTHBIM TIyOMHE IHTepaTypHBIX
uneil. B cuHTe3e OanerHOro meiicTBHS My3bIKa CTAaHOBHUTCS HE TOJBKO CTPYKTYPHOM
(METpOpUTMHUYECKOI), HO U (YHKIMOHAIBHON (CMBICI-BBIPA3UTENIBHOM) OCHOBOM, coolIas
0aJIeTHOH NTOCTAHOBKE CEMAHTUKY MY3BIKaJIbHOTO COAEPKaHuUs, 00peTast 0CO0Yr0 3HAYUMOCTh
B 0aJICTHO-CLIEHUYECKON MHTEPIPETALMH JIUTEPATYpPHOTIO CIOXKETa, OIpe/Ielisii €€ IapaMeTphl.
Beibop My3biku s GaneToB mo3BoiMa M AmrToHy, u Holimaiiepy peann3oBaTh CBOU
CIOXETHO-KOMIIO3UIIMOHHBII ~ 3aMbICE]l Ha  COOTBETCTBYIOIIEM  CMBICIIOBOM  yPOBHE
npoutennsi. Conara h-moll ®. Jlucra B ocHOBe «Mapraputbl 1 ApMaHay M03BOJNHIA AIITOHY
NPEJICTABUTh LIEJIOCTHOE JEHCTBME C SICHBIMH CTHJICBBIMH 4YEPTaMM, CIOKETOM U
JpaMarypriueii B pOMAaHTHUYECKOM KIIO4Ye Kak Xopeorpaduueckyro mosmy. Kommusius
npousBeneHnid @. [llonena, cocrapisromas napTUTypy «Jamsl ¢ kamenusMu», MO3BOIMIA
Hoiimaitepy, coxpansisi CTUIICBOE €MHCTBO, OTPa3UTh B OajieTe CIOKHOCTh KOMIIO3ULIMH U
MHOT'OTPaHHOCTb COAEPIKAHUS «pOMaHa Ha OaJeTHOH CLieHe».

THE BALLET INTERPRETATION OF LITERARY PLOT
IN THE BALLET THE LADY OF THE CAMELIAS (1978) BY JOHN NEUMEIER

The tradition of turn to literary plots in the ballet theatre exists since the very
beginning of it and is also widespread in the modern ballet theatre despite the appearance of
other sources of plots as well plotless ballets in the XX century. The problem of ballet
interpretation of literature has received in this way the enduring relevance. Since the ballet
theatre and literature are different arts with different forms of expressiveness the ballet
interpretation of literary text leads to the transformation of its sense and plot. While the
musical and choreographic forms of the romantic ballet involve a certain scheme of action
reducing literary plot to the semantically depleted typical one the full-length ‘plot’ ballet of
20" century presents the tendency of overcoming of semantic break between works of ballet
and literature. An example of such overcoming would be the J. Neumeier’s ballet The Lady of
the Camelias (to music by F. Chopin, 1978) being the most relevant ballet interpretation of A.
Duma-sun’s novel La Dame aux cameillias (1848) as well as the performance by Fr. Ashton
Marguerite and Armand (to music by F. Liszt, 1963) and the opera Traviata (1853) by G.
Verdi. The features of the plot composition of the novel have allowed the author not to only
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present the melodramatic content but express social, personal psychological, philosophical
ideas avoiding a deliberate didactic message and achieve high action dynamics and intensive
emotional expression. The plots of opera by Verdi as well as ballet by Ashton have captured
the bright melodramatic lines with romantic features having lost a particular psychological
depth of the literary source. The Neumeier’s performance has become the truly ‘literary’ one
having reproduced the artistic effects of the Duma-sun’s composition finds. The linear
representation of the complex multidimensional composition has allowed the choreographer
to construct the ballet story having captured the semantics of the novel and achieved the most
artistic result equal to the depth of the literary plot. As a component of the ballet synthesis,
music becomes not only the structural (the metrical and rhythmical structure) but functional
(the expressive meaning) basis of a ballet action. Giving to a ballet performance the
semantics music is gaining particular significance in the ballet interpretation of a literary plot
when defining its parameters. The choice of music for the ballet has allowed Ashton as well
as Neumeier to realize the plot-composition ideas at an appropriate level of interpretation. As
the foundation for Marguerite and Armand, Liszt’s Sonata h-moll has enabled Ashton to
create an integrated action with clear stylistic features, plot and drama in a romantic way as a
choreographic poem. The compilation of Chopin’s works in a score of The Lady of the
Camelias has allowed Neumeier to preserve the style unity and reflect in the ballet a complex
composition and multifaceted content of ‘the novel on stage.’

JIFOBAIIINMH  Anekcanap  AjleKcaHApPOBWY,  Criapuiuil
npenodabamens, Kkagpedpa pexuccypsv. basema, Cankm-
Ilemepbypeckas eocydapcmbennan  KoHcepBamopus. uM.
H. A. Pumckoeo-Kopcaxoba, Canxm-Ilemepbype, Poccus

Alexandr LIUBASHIN, Senior Lecturer, Ballet Directing
Department, Saint Petersburg Rimsky-Korsakov State
Conservatory, Saint Petersburg, Russia

TAHIEBAJIbHASI UMITPOBU3ALIMS M| KOMIIO3ULIUSA. OCOBEHHOCTH TTPEITOJJABAHUS

Jloknaz ocBeIaeT HEKOTOPbIE aCMEKThl TAHLEBAIbHOM MMIPOBU3ALUH H KOMIO3ULIUH
TaHIa B MEJaroru4eckoM AucKypce. /laHHas TemMa B OTEUECTBEHHOW HAay4HOH JuTepaType
IPEJICTABIICHA JINIIb HEKOTOPBIMHU PEIKMMHM ITyOJIMKALMAMH, a IIOTOMY IIPE/CTaBIsIeT COOOH
LIMPOKOE TMOJIe JUId JalbHEHMIIero HuccieloBaHUs. B mepBoil wacTu JOKJIaza aBTOp
paccMaTpUBaeT TaHIEBAJIbHYIO MMIIPOBU3ALIMIO, BBIJIEISS €€ OCOOCHHOCTH ¥ (DYHKIIMH:

»  VMIPOBH3aLMA KaK METOJ MCCIEAOBAaHUS Ul JAJIbHEHIIEro IMOHMMAaHUs npolecca
KOMIIO3UIINH;

»  MMIPOBH3ALMS KaK Pa3HOBHHOCTh ayTEHTHYHOT'O JBYDKEHMS,

»  HUMIPOBH3AIMS Kak crnocod (GopMUpOBaHHs HOBOTO B COOCTBEHHOM TaHIICBAJIbHOM
OIIBITE;

»  MMIPOBH3ALMS KaK TEXHHKA U KaK MPAKTHKA — OTJIMYUS U CXOJCTBA.

Bropas gacTh mokIaga MOCBAIIEHa KOMIO3HIUM TaHI@A, €€ POACTBY U OTIHUYHAM OT
KOMIIO3UIIMH B JPYTUX BUJAAX HCKYCCTBA. ABTOp MpejularaeT KOHLEMIHIO KOMIO3ULIUH KakK
croco0a ypaBHOBEIIMBATh Meaua (BbIpa3HTENbHbIE CPEACTBA) B XYHOXKECTBEHHOM IIOJNE.
BaxnbiM acriektoM komnosunuy TaHua B XXI Beke sBISACTCS MHTEPAUCLUILIMHAPHOCTD —
MOAXOJ, TMOApa3syMeBaOmMi OOMEH HHCTPYMEHTapHEM MEXIYy CMEXHBIMH OTpPacisIMU
HCKYCCTBA M HayKH. TpPeThs 4acTh JOKJIAJa PacCMaTPHBAET MEAArOrM4ecKyi0 METOHOIOTHIO
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KOMIO3MIMK ¥  HMIPOBH3ALMM B  CHCTEeME  MNpPO(ECCHOHANBHOM  IOATOTOBKH
TaHIIOBIIMKOB/X0peorpadoB/TaHIXyJOKHIKOB. OOpa3zoBaTenbHass MOJENb, IpeaIaraeMas
aBTOPOM, OTTAJIKMBACTCSI OT KOHEYHOIO IeNIeTIONaraHus: MCXoas W3 Oymymiedl Mozmenn
TBOpUYECKOH PaboTHI MpodeccHoHana TaHIa BBHICTPAMBACTCSI 00pa3oBaTeNbHAS MOJETb U e
LIEHHOCTHBIC OPUCHTUPBL.

DANCE IMPROVISATION AND COMPOSITION. FEATURES OF TEACHING

The report highlights some aspects of dance improvisation and dance composition in
pedagogical discourse. This topic in the domestic scientific literature is represented by only a
few rare publications, and therefore represents a wide field for further research. In the first
part of the report, the author examines dance improvisation, highlighting its features and
functions:

» improvisation as a research method for further understanding of the composition

process;

improvisation as a kind of authentic movement;

improvisation as a way of forming something new in one's own dance experience;

improvisation as a technique and as a practice - differences and similarities.
The second part of the report is devoted to dance composition, its relationship and
differences from composition in other art forms. The author proposes the concept of
composition as a way to balance the media (expressive means) of statements in the artistic
field. An important aspect of dance composition in the 215 century is interdisciplinarity is an
approach that involves the exchange of tools between related branches of art and science. The
third part of the report examines the pedagogical methodology of composition and
improvisation in the system of professional training of dancers/choreographers/dance artists.
The educational model proposed by the author is based on the final goal setting: based on the
future model of the creative work of a dance professional, an educational model and its value
orientations are built.

Y VV

JIIOBVIMOB  [damwia  Bagumosu4,  acnupanm,  kagpedpa
MYy3blkaibHoeo — uckyccmBa, Axademus  Pycckoeo  basema
umeru A. f. Baearoboii, Canxm-Ilemepbype, Poccus

HayunbIil pykoBoguTenb — JIOKTOp WCKyccTBOBemeHws [ammma
ArnekcannposHa besyrias

Danila LYUBIMOV, Postgraduate Student, Musical Art Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Galina Bezuglaya, Dr. Habil. (Doctor of Art
Studies)

O MVY3BIKE U CLIEHAPUU BAJIETA MUXAUJIA DOKUHA «BbABOUYKI

I'epon nmoknama — xommnosutopel PoGept Lllyman m Hukonait YepenmHuH, a Taxke
TaHIOBIIMK-xopeorpad Muxann @okun. Jloknmaa MOCBAIIEH TPoOiIeMe COOTHOIICHHUS
HeOaIeTHOH My3bIKH (hOpTEMaHHOro 1MKiIa «babouykny U CcleHapust OJHOMMEHHOro Oaera.
s omHOakTHOTO Oanera, mocraBieHHOro MokmHEIM Ha MY3bIKy LllymaHa, oTedecTBEHHBIH
KOMIO3UTOp M JAuprkep UepemHMH HHCTPYMEHTOBAl BCE JBEHAAIATh mbec mnukiua. K
coxanenuto, Oaner «baboukm» ocTaeTcs B TEHHM TaKMX 3HAKOBBIX paboT xopeorpada Kak
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«llloennanay, «lllexepazanma», «KapuaBam», «Bunenune Posery. B «baboukax» doxwmnHa
HEKOTOpBIe HcchenoBaTteny Bupenu «muponomxenue “Kaprasama™» (I'. H. JlobpoBonbckas,
B. M. KpacoBckas, B. fI. CBetnioB), mOpyrue CUMTalId «CEphE3HBIM IIaroM  Hazam»
(L. Cxetien, A. JI. Bonbrackuit). MBI He paszersieM IOCTIeIHIO TOYKY 3peHus. B nokmane
aBTOP MPEIIPUHUMAET IOIBITKY MPOCIEAUTD CBSI3b MY3bIKAJILHON U CHOXKETHOU JpaMaTypruu
Oayiera, a TaKKe BBICKA3aTh INMPEIIONOKEHUS O Xopeorpadudeckoit Jekcuke crekrakiss. C
9TOM IENbI0 aBTOP PaccMOTpeN MY3bIKalnbHBIN Marepuan lllymana, u3ydmn 0cOOCHHOCTH
opkecTpoBoro nucbMma YepennuHa u crieHapuii @okrHa, W3JI0KEHHbBIN B ero kHure «[Iporus
TeueHus». Kak HaM KakeTcs, DKCIIEpUMEHT ¢ HeballeTHOi My3bikoii lllymMmaHa B opkecTpoBKe
Uepenanna mo3Boymyl DPOKHWHY paccka3aTh SI3BIKOM TaHI[A HOBYIO HCTOPUIO JIFOOBH U
pazouapoBanusi oquHoKoro IIeepo. Xouercs HajgeeTcs, YTo MPUAET BPEMSI OTE€YECTBEHHBIM U
3amagHeIM OajieTMmelicTepaM OOpaTHTh BHUMAaHHE Ha MY3BIKY M CIEHApHil He3acIy>KeHHO
3abbITOro Oaera dokuHa.

ON THE MusIc AND SCRIPT OF MIKHAIL FOKINE’S BALLET BUTTERFLIES

The heroes of the report are the composers Robert Schumann and Nikolai Tcherepnin,
as well as the dancer-choreographer Michel Fokine. The report is devoted to the problem of
the correlation of the non-ballet music of the piano cycle Papillons and the script of the ballet
of the same name. For the one-act ballet staged by Fokine to Schumann’s music, the Russian
composer and conductor Tcherepnin instrumented all twelve pieces of the cycle.
Unfortunately, the ballet Papillons remains in the shadow of such iconic works of the
choreographer as Chopiniana, Scheherazade, Carnaval, Le Spectre de larose. In Fokine’s
Papillons, some researchers saw ‘the continuation of the Carnaval’ (G. N. Dobrovolskaya,
V. M. Krasovskaya, V. Y. Svetlov), others considered ‘a serious step backwards’ (S. Scheien,
A. L. Volynsky). We do not share the latter point of view. In the report, the author attempts to
trace the connection between the musical and plot dramaturgy of the ballet, as well as to
make assumptions about the choreographic vocabulary of the performance. To this end, the
author reviewed Schumann’s musical material, studied the features of Tcherepnin’s orchestral
writing and Fokine’s script, set out in his book Against the Current. It seems to us that the
experiment with Schumann’s non-ballet music in the orchestration of Tcherepnin allowed
Fokine to tell a new story of love and disappointment of a lonely Pierrot in the language of
dance. 1 would like to hope that the time will come for domestic and Western choreographers
to pay attention to the music and script of the undeservedly forgotten ballet by Fokine.

MAKAPOBA Ospra HuxosaeBHa, kanoudam uckyccmboBederis,
doyenm xagpedps.  xopeoepagpuu  PITIYV umenu A. V.
Tepyena, Carnkm-Ilemepbype, Poccus

Olga MAKAROVA, PhD, Associate Professor, Choreography
Department, Herzen State Pedagogical University, Saint
Petersburg, Russia

BAJNET «/IBEHAQUATH» JIEOHUIA SIKOBCOHA. POXIEHUE HECOCTOSBIIET OCS IIEJEBPA

B 1960-¢ B Teatpe um. C. M. Kuposa Gaser Jleonnna SIkodcona «/IBeHaanats» ObuT
MOKa3aH BCErO TPH pa3a M OCTAaJICS B HCTOPHH CIEKTAKIeM, 3aJaBJICHHBIM LEH3YPOil,
HCKaJICYCHHBIM PUHUMAIOIINME KOMUCCHAMA. Ha mocienpeMbepHbIX 00CYKICHUSX B aIpec
MOCTQHOBKH 3BYYallll BOCTOP)KEHHDBIE OT3BIBbI aBTOPHTETHBIX CIICHHAIMCTOB MY3BIKATHHOIO
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Te€arpa, a Xopeorpa(l) CITyCTs AECATH JICT MOCJIE MPEMbEPLI Ha3bIBaJl (ﬁHBeHaZ{HaTB» B 4UCIIC
OYeHb HEMHOTMX JIIOOMMBIX CcBoux OaneroB. O TOM, KaK pOXJaJCi HE BIIOJHE
peaJ'[I/I?)OBaHHbIﬁ 3aMbICCJI, PACCKa3bIBAKOT 3allMCKU xopeorpaq)a, COXpaHUBHIUECA B €ro
AapXUBE, U MPOTOKOJIBI O6Cy)K,IIeHPII>‘I CIICKTaKJIsA.

THE TWELVE BALLET BY LEONID YAKOBSON. THE BIRTH OF A FAILED MASTERPIECE

In the 1960s, Leonid Yakobson’s ballet The Twelve was shown only three times at the
Kirov Theater and remained in history as a performance crushed by censorship, crippled by
the commissions. At the post-premiere discussions, the production received rave reviews
from authoritative musical theater experts, and 10 years after the premiere, the choreographer
named The Twelve among his very few favorite ballets. The notes of the choreographer,
preserved in his archive, and the minutes of the performance discussions tell about how an
incompletely realized idea was born.

MAKCMMOBA  AnekcaHapa  EBrempeBHa,  kauoudam
uckyccmbobedenus, Ooyenm, kagpedpa UCMOPUL PYCCKoil
my3sviky, MockoBckas  eocyoapcmbennasn  KoHcepbamopus
um. I1.1. Yanxobckoeo, Mockba, Poccus

Alexandra MAKSIMOVA, PhD, Associate Professor, Russian
Music History Department, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

BAJIETHBIE «JIBOVHUKI» B PYCCKOM TEATPE
EKATEPMHMHCKOI'O — AJIEKCAH/IPOBCKOI'O BPEMEH

B eBpomelickom OaneTHOM Tearpe CIOXKHIACH JaBHSS TPAIULUS IIONOJIHATH
perepryap Clo)KeTaMH OIep, paM U IOIMYISAPHBIX OalleTHbIX MOCTAaHOBOK. Tak, Ha cleHax
CTONMYHBIX POCCHHCKHX TEaTpoB, CO BpeMeH craHoBieHus OanetHoro xanpa B XVIII Beke,
TMOSIBIISUTUCH  CIIEKTAKIIH-OJIM3HENbl ¢ OJJMHAKOBBIMH Ha3BaHWsIMU — «Jleseprupy», «Opdeit u
Oppunukay, «loH Xyan», «/[Ba ManeHpkux caBosgpa» u T.1. Hepenko B 3aryaBusiX Takux
couMHeHMH BcTpeuaercss «mo onepe J[laneiipaka», «1o Tparenun BompTrepa», «mo
xopeorpadun  HoBepa», «mo Oanery I'mioka». [laHHblii (GeHOMEH npeoOpa3oBaHus
MIPOM3BEICHUI MTOYTH HE M3Yy4eH. B CBSI3UM ¢ 3TMM BO3HHMKAIOT BOIPOCHI: UTO B HOBOM BEpCUU
CIIEKTAKJII MOXHO CYHMTAaTh OpPHIMHAIBHBIM MAaTEpHaloM, a YTO 3aMMCTBOBAHHBIM?
CoxpaHsieTcss 1 B HEM CIOXKeT, My3blka, cieHorpadus? Kak pernatorcs mpoGiembl
JpaMaTypriuy CHEKTakiIs B CPaBHEHHH C IEpBOMCTOYHMKOM? OcCylecTBISETCS MOIbITKA
HCCIIeIOBaTh JaHHBIA ()CHOMEH MOSBHBIIMXCS BO BpeMeHa LapcrBoBanusi Exatepunsi |,
IaBna | u Anexcannpa | u Becbma 3HAYMMBIX [UIs GOPMHUPOBAHKS U YKPEIUICHUS KaHpa B
Poccun. Paccmorpenst npousBeaenust Oanermeiicrepos 111 Jle IMuka, [x. Kanuwmanu, 1.
Humno, I1. leBanse, U. Bambbepxa, O. Ilyapo mHa my3siky B. Maptun-u-Conepa, K.
Kano66wo, I'. Ilapu, ®. Anronommnu, K. Kasoca. J{is pelmieHus] MOCTaBICHHBIX 3aiad
NPUBJICYCHB! JIOKYMEHTAJbHbIE MCTOYHMKH — HEHM3BECTHBIC JHMOPETTO, HOTHBIC PYKOMHCH
n3ydaeMbIX 0aJeTOB W COYMHEHHUH, TOJOXEHHBIX B OCHOBY HOBBIX TE€aTPAIbHBIX BEPCHH.
UccnenoBanst B ToM umncie Oanerbl «[IpekpacHas Apcenay Maprun-u-Conepa 1o
onHoumenHou omepe I1. Moncunsn, «/lor XKyan, mnn Kamennsrit rocts» Kano66mo mo
6anery K. I'moka «lon XKyan», «Kamud bBarmanckuity AntoHomuuu 1o omepe @.-A.
Byanbapé. BeIsSBICHBI OpUTHHAIBHBIE CIOCOOBI «TIEPEPadOTKU», B TOM YHCIIE C COXPAHCHHEM
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n 0e3 coxpaHCHHS CIOKETHOW (habynbl, ¢ MY3BIKAJIGHBIM [UTHPOBAHHEM (pParMeHTOB
MIEpBOMCTOYHNKA ¥ 0e3 IuTHpoBaHMA. JlOKa3pIBaeTCs, YTO HAJIM4YHE WA OTCYICTBHE
3aMMCTBOBAaHMI  IOATBEPKAACT TOJBKO CKpPYIyle3Has CBepKa JIMTEPaTypHbIX U
MY3bIKQJIBHBIX TEKCTOB UCXOHBIX U MIPOM3BOJAHBIX OT HUX COUMHEHUIL.

BALLET ‘DOUBLES’
IN THE RUSSIAN THEATER OF THE CATHERINE — ALEXANDER TIMES

The European Ballet Theater has a long tradition of replenishing its repertoire with
plots of operas, dramas and popular ballet productions. So on the stages of the capital's
Russian theaters, since the formation of the ballet genre in the 18" century, twin
performances with the same names have appeared: Le Déserteur, Orfeo ed Euridice, Don
Juan, Les Deux Petits Savoyards, etc. Often in the titles of such works there is ‘based on the
opera of Daleyrak,” ‘based on the tragedies of Voltaire,” ‘based on the choreography of
Nover,” ‘based on the ballet of Gluck...” This phenomenon of transformation of the work is
almost not studied. In this regard, questions arise: what in the new version of the play can be
considered original material, and what is borrowed? Does the plot, music, and set design
remain in it? How are the problems of the dramaturgy of the play solved in comparison with
the original source? An attempt is being made to investigate this phenomenon, which
appeared during the reign of Catherine Il, Paul | and Alexander | and were very significant
for the formation and strengthening of the genre in Russia. The works of choreographers Ch.
Le Pic, J. Canziani, Ch. Didlot, P. Chevalier, I. Valberh, O. Poirot to music by Vicente
Martin-y-Soler, Carlo Canobbio, G. Paris, F. Antonolini, C. Cavos are considered. To solve
these tasks, documentary sources are involved — unknown librettos, musical manuscripts of
the studied ballets and compositions that form the basis of new theatrical versions. The ballets
La bella Arsene by Martin y Soler based on the opera of the same name by Pierre-Alexandre
Monsigny, Don Juan, or the Stone Guest by Canobbio based on the Gluck’s Don Juan ballet,
Le calife de Bagdad by Antonolini based on the opera by Frangois Adrien Boieldieu were
studied, among others. The original ways of ‘processing’ are revealed, including with and
without preserving the plot, with musical quoting of fragments of the original source and
without quoting. It is proved that the presence or absence of borrowings is confirmed only by
a scrupulous reconciliation of literary and musical texts of the original and derived
compositions.

MAKCHMMOBA AHTOHMHA CepreeBHa, Kanoudam
uckyccmbobedenus, npoceccop, kagpedpa MY3biKAALHO0
uckyccmba, Axademusa Pycckoeo Oasema umenu A
Baeanoboii, Canxm-Ilemepbype, Poccus

Antonina MAKSIMOVA, PhD, Professor, Music Art Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

«CUACTJIMBOE JIOTIOJIHEHUE K BAJIETHOMY PEIIEPTY APY »:
BAJIET LE BAL DES BLANCHISSEUSES b. KOXHO — P. ITETU — B. JIIOKA B 3EPKAJIE KPUTUKU

Baner Le Bal des Blanchisseuses («bai npauex») ObL1 BIiepBbIe IOKa3aH B Ilapuke B
nekabpe 1946 rona, craB 4acThIO HEMIPOAOJDKUTEIILHON, HO OJIMCTaTeIbHON HcTOpuH baneros
Enuceiickux moneit. Croxet bopuca KoxHo mpeacrasisi co00il 3aprCcOBKY YIUYHON CIICHBI
— MyssikanT (XKopsk Kiayn), mpoxoast MUMO ipaueqHON, HAUTPBIBAJI MEJIOJUIO HAa KIIapHETE,
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32 HUM YBSI3BIBAJICA 3a0BIBIIMK O paboTe IOHOIMIA (B pa3HBIX BEPCHIX Mporpammbl — Kirepk
wi [lomomank Msicanka, Poman Iletw), k TaHmy mnpucoeauHsuiuch [lpaukw, omgHa w3
koTopbix (Januane Jlapmanc) craHoBuiiach u30paHHMIeh oHomM. B npecce «ban mpadex»
CTaBWIM B OJUH PsiJI C MPOCTABUBIIMMHU TPYIITY MOCTaHOBKaMH OanetoB «Mrpa B KapTh»,
«Komennantey, «PanneBy» n «Amyp u FOnmrepy. [Tokassr «baa mpadyek» ¢ yCrexom i B
Anrnmum, [lIsetinapuun, Ascrpuu, [lopryrammm, Wspaumne m apyrux crpanax. [Ipembepa B
CIIIA He cocrosutach, IOCKOJNBKY TpaBooOiamareny (Bimwouas K3marensctBo Kapia
Odurepa, omyoIMKOBaBIlIee HOTHI OAJETHON CIOMTHI) TaK M HE CMOTJIHM MPUHTH K COTJIACHIO.
Kputnka Obuia oOMIMPHOW W €IWHOIYIIHO TOJOKUTEIBHOH. baneT ObLI BOCHIPHUHAT Kak
HOBaTOPCKUH, 0cOOCHHO B uacth odopmieHus (mo dSckm3am Cranumcnao Jlenpu) u
xopeorpaduu (Ponan Iletn). My3biky Oanera mo npuriamiennto Koxno namucan BepHon
[rok. OxapakrepuzoBanHas JneH XKypaan-MopaHk Kak «OKyJIbTYPEHHbIH JIKa3y MapTUTypa
BKJTIOYAJIa BCETO YEThIpE pasjieiia: KOPOTKYI YBEpTIOpY, KOTOPYIO CpaBHUBaIU ¢ «Fancy
Free» Jleonapna bepncraiina; «biio3» ¢ COMUPYIOIIMM KJIapHETOM, HAIOMHUHAIOUIMNA O
JuKa30BoM «Barnie’s Concerto» Jroka DimuarTona u 06 «6ouu-koHIepTe» CTPaBUHCKOrO;
«[la-ne-ne», B Xxopeorpadur KOTOPOrO0 KPUTHKH OCOOCHHO OTMEYalld aKpoOaTHYecKue
«kynsouTh» Japmanc, u GpyrupoBanneiii @unain. Mcroku 3aMpicia Oajera aBTOpy J0KIaaa
HEM3BeCTHBI, ojHako HasBanue Le Bal des Blanchisseuses orceimaer K  mcropun
MOBCEIHEBHOCTH [laprka — TpaIuIMoHHbIe Oalibl Mpayek MPOXOAMIN B cepenHe Bemukoro
nocta. OJHOMMEHHAs] I'PaBIOpPa B YACTHOCTH IMOMEINCHA Ha MEPBYIO TIOJNIOCY MapHKCKOM
rasetbl L Universe Illustre (1872). KommenTapuii K 3TO# IpaBOpe YAMBUTEIBHBIM 00pa3zoM
COOTHOCHTCS C OINHCAHHBIMH B Mpecce O 0ajgere OCOOCHHOCTSIMU €ro CICHHYCCKOTO
BOIUIOIIEHUS. J[OMOVIMHHO HEU3BECTHO, TIOCIY)KUJIA JIM YIOMSIHYTAs TPAIULINS UCTOYHUKOM
BIIOXHOBCHUS IS aBTOPOB OajieTa, HO, 03 COMHCHHUS, YCIEX MOCTAHOBKU ObLT BO MHOI'OM
obecriedeH y1auHbIM BOCCO3JaHUEM Ha CIIeHe aTMOC(epbl ITOPOICKON MOBCEJHEBHOCTH.

‘A HAPPY ADDITION TO THE BALLET REPERTOIRE.” BALLET LE BAL DES BLANCHISSEUSES BY
Boris KOCHNO — ROLAND PETIT — VERNON DUKE IN THE MIRROR OF CRITICISM

The ballet Le Bal des Blanchisseuses (Washerwomen’s Ball) was premiered in Paris
in December of 1946 as a part of short though brilliant history of Ballets de Champs-Elysees.
The story written by Boris Kochno was a sketch of a street scene — Musician (Georges Cloud)
passed a laundry playing clarinet, a young man (Clerk or Butcher boy depending on the
program version, Roland Petit) followed him forgetting about job, Washerwomen joined
while young man chose one of them (Danielle Darmance) for a dance. Critics put Le Bal des
Blanchisseuses in a line with earlier company’s productions such as Jeu de Cartes, Forains,
Rendez-vous, and Amours de Jupiter. The ballet has been performed with success in Austria,
England, Spain, Portugal, Israel, while US production canceled because copyright holders
(including Carl Fischer Inc. who published ballet suite) never reached any consideration.
Criticism of the ballet was wide and positive. The production was recognized as innovative
especially in design (Stanislas Lepri) as well as in choreography (Roland Petit). As for music,
Boris Kochno invited Vernon Duke to compose a score. Helene Jourdan-Morhange described
this score as «domesticated jazz» («jazz domestique»). The score consists of four movements:
short Ouverture which was compared with Fancy Free by Bernstein; Blues with clarinet solo
which reminded of Duke Elligton’s Barnie’s Concerto as well as of Stravinsky’s Ebony
Concerto; Pas De Deux with acrobatic «somersault» in choreography danced by Daniclle
Darmance; and fugitive Finale. The origins of the ballet’s idea is unknown to the author of
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the paper. At the same time the title Le Bal des Blanchisseuses refers to the history of Paris
everyday life — traditional laundress feast and balls took place during mi-caréme (middle of
Lent). In 1872 Parisian newspaper L 'Universe Illustre published engraving titled Le Bal des
Blanchisseuses. Commentary to this illustration surprisingly correlates with the ballet staging
as it had been described and depicted in the press. It is not clear if the mentioned tradition
inspired the authors of the ballet but creating of a vital image of everyday street life in the
staging obviously turned to be most convincing point of the production.

MAJIAXOBA Cseriana VIropeBHa, kaHOudam ncuxoi0euteckux
HayK, mnpenodabamesv, kagpedpa obujerl  NCUX0A0Ul,
haxyavmem ncuxosoeuu, Mockobexuii  eocyoapcmBertbiil
yHubepcumem umenu M. B. JlomonocoBa, MocwBa, Poccus

Svetlana MALAKHOVA, PhD, Lecturer, General Psychology
Department, Lomonosow Moscow State University,
Moscow, Russia

CHHTE3 MCKYCCTB B BAJIETE U CUHECTE3USA

BanerHoe WCKycCTBO SBISIETCS CHHTETHYECKMM IO CBOEGH MpHUpPOAE, IO3TOMY
OCMBICIICHHE MY3BIKaIbHO-TEaTPAILHOTO TEKCTa CBSI3aHO C  IOMCKOM — MeXaHHM3Ma
XyIO)KeCTBEHHOTO  CHHTE3a, OCHOBAaHHOIO Ha TJIyOMHHOM B3aMMOJCHCTBHH  BCEX
KOMIIOHEHTOB KAuUeCTBEHHO PA3JIMYHBIX 3HAKOBBIX M SI3BIKOBBIX CHCTEM BOCHpHATHA. B
pe3ynpTaTe  MHTErpallid  MYy3blKH, Xxopeorpaguu ¥ cueHorpaduu  poxnarorcs
HMHTEPMOJAJIBHBIC AaCCOLMATHBHBIC CBA3M, KOTOPbIE MOrYT OBIThb KakK aOCTPaKTHBIMH U
MeTaOpUUHBIMH, TaK M TIIyOOKOCMBICIOOOpa3yOIMMH MO cBOeH mnpupone. B mcropun
XYJOXKECTBEHHOH KYyJIbTYPbl CHHECTETHYECKUH MOIXO0M K aHAIN3Y XYI0KECTBEHHBIX TEKCTOB
SIBJISCTCS TPAAULIMOHHBIM 3JIEMEHTOM KOMIUICKCHOI'O aHalM3a, AOHONHSAS APYrHe METOIbl U
CrocoOCTBYS PACKPBITHIO CEMaHTHUECKOH MHOXKECTBEHHOCTH MHTEPIIPETALNIA IPOU3BEACHUH
HCKYCCTBa, MU3YYEHHMIO CTHJIS U XYJOXECTBEHHBIX IPUEMOB KaK BBIPA3HUTENIBHBIX CPEICTB
UCKycCTBAa. PaccMOTpeHME CHHECTe3MH KaK CHUCTEMHOrO CBOWCTBA HEBEpOaJbHOro
MBIIUICHHS, OCHOBAaHHOTO HAa MEXYYBCTBEHHBIX aCCOLMALMAX, BCICICTBHE KOTOPBIX
BO3HHMKAIOT OLIYIICHHUS, XapaKTepHbIC I JIPYrod MOIAIBHOCTH BOCHIPUSATHSA, MO3BOJISET
BBIJICJISTH B XY/JI0XKECTBEHHOM 00pa3e Kak IOHATHHHbIC BepOaIbHbIe XapaKTePUCTUKHU, TaK U
CEHCOpPHBIE, HeBepOAIbHbIC XapaKTEPUCTUKU (BU3yalIbHbIE, ayAHaIbHbIE, IPOCTPAHCTBEHHBIE,
KUHECTETHYECKHE, TPaBUTALIMOHHbIE U T.X). Ve cHHTe3a MCKYCCTB M CUHECTE3UM CBSI3aHbI
CO CTpPEMJICHHEM CHMBOJIMCTOB OTKPBITb IIyTh K BBICIIEH YYBCTBHUTEJIBHOCTH, K
YYBCTBEHHOMY IIO3HaHUIO CHMBOJA. SIBJIEHMS CHHECTE3MH HCCIEAOBAINCH B TBOPYECTBE
M03TOB, XYIOKHHKOB, KoMmo3utopoB. Hampumep, B Pycckux cesonax [sruinesa B ero
ornepax u Oanerax UBOIKCh, My3bIKa, IEHUE U TaHELl UMEJIX paBHble paBa. PaspaboraHHas
b. TaneeBbIM KOHLENIMS CHHECTETHYECKOrO YYBCTBOBAHMs, BOCHPHATHS, MBIIUICHHS,
CHHECTETHYECKHX  CIIOCOOHOCTEW  JlaeT  BOSMOXKHOCTH ~ OCMBICIICHHS  II€JIOCTHOCTH
B3aMMOJICHCTBUS ~ KOMIIO3HTOPCKOIO TEKCTa M €ro HMHTEpHpeTalud  Xxopeorpadom,
TaHIOBIIMKAMH, creHorpadamu. ITnacruueckas HHTEpIIpeTanus CpelcTBaMU
Xopeorpa)Myeckoro UCKyccTBa I03BOJSIET TIIyO)Ke NMPOHUKHYTh B MY3bIKaJbHBIH 00pa3, B
CMBICIIOBYIO CTPYKTYPY MY3BIKQJIBHOrO Tekcra. CHHecTe3uss Kak (DEHOMEH IIeJIOCTHOrO
BOCIIPHUSTHSI, KAK TCH/ICHIIMS CHHTE3a U MHTErPalliK Pa3HBIX BHJOB HCKYCCTBA CIIOCOOCTBYET
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NOSABJICHHUIO B UCKYCCTBE HOBBIX CUHTECTHYCCKUX q)OpM, 06p33y51 HOBBIC HaIlpaBJICHUS, BUbI
U1 JKaHPbI, OXBATbIBasA KaK p€aJIbHOC, TaK U BUPTYaJIbHOC IIPOCTPAHCTBO.

SYNTHESIS OF THE ARTS IN BALLET AND SYNESTHESIA

Ballet art is synthetic in nature, therefore, the comprehension of the musical and
theatrical text is associated with the search for a mechanism of artistic synthesis based on the
deep interaction of all components of qualitatively different sign and language systems of
perception. As a result of the integration of music, choreography and scenography,
intermodal associative connections are born, which can be both abstract and metaphorical,
and deeply meaningful in nature. In the history of artistic culture, the synesthetic approach to
the analysis of artistic texts is a traditional element of complex analysis, complementing other
methods and contributing to the disclosure of the semantic plurality of interpretations of
works of art, the study of style and artistic techniques as expressive means of art.
Consideration of synesthesia as a systemic property of non-verbal thinking based on
intersensory associations, as a result of which there are sensations characteristic of another
modality of perception, allows us to distinguish in the artistic image both conceptual verbal
characteristics and sensory, non-verbal characteristics (visual, auditory, spatial, kinesthetic,
gravitational etc). The ideas of the synthesis of arts and synesthesia are associated with the
desire of the symbolists to open the way to higher sensitivity, to sensory knowledge of the
symbol. The phenomena of synesthesia were studied in the works of poets, artists, composers.
For example, in Diaghilev's Russian Seasons in his operas and ballets, painting, music,
singing and dance had equal rights. The concept of synesthetic feeling, perception, thinking,
synesthetic abilities developed by B. Galeev makes it possible to comprehend the integrity of
the interaction of the composer's text and its interpretation by the choreographer, dancers, set
designers. Plastic interpretation by means of choreographic art allows one to penetrate deeper
into the musical image, into the semantic structure of the musical text. Synesthesia as a
phenomenon of holistic perception, as a trend of synthesis and integration of different types
of art, contributes to the emergence of new synthetic forms in art, forming new directions,
types and genres, covering both real and virtual space.

MAJIMAJIAEBA AntonuHa IlaBiioBHa, Mmaeucmpam, kagpedpa
basemoBedenus, Axademus Pycckoeo basema  umeHu
A. 4. Baeanoboii, Cankm-Ilemepbype, Poccus

Hayunbpit pykoBomuTeNlb - KaHOWIAT —VCKYCCTBOBEIEHMS
AbGsb130Ba Jlapuca /IBaroBHa

Antonina MALMALAEVA, Undergraduate Student, Ballet Studies
Department, Vaganova Ballet Academy, Saint Petersburg,
Russia

Scientific advisor - Larisa Abyzova, PhD

CIOXKETHBIE BAJIETbl BAJTAHUHMHA «/JIOATIOJUIOHOBCKOT O MIEPUOJIAY:
«TpuyMe HENTYHAY (1926) 1 «Kolka» (1927)

Jixopmok Bananunn (1904-1983) — nereHgapHbeiii pycckuil OaneTmeicTep, B YbeM
TBOPUYECTBE BOHUK HOBBIN XY/I0)KECTBEHHBIN CIIOCOO BBIPAXKEHHUS XOpeorpahIecKoil MBICIH
— Heokynaccuueckuil TaHen. OAHAKO MEpBBIC MOMCKH MacTepa OBESIHBI MOJEPHUCTCKOM
JCTETHKOM, KOTOpas B MonHON Mepe npossuiauck B Tpymme C. I1. [larunesa. Ilepsoie 6aneTs
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xopeorpada B Tpynme «Pycckue ce3oHb» (1909-1929) ObUM CHOKETHBIMH, C YETKO
MIPOIIMCAaHHBIMK  CIIeHapueM u cTpykTypod. «Tpuym¢p Henrtyma» (1926) Ha My3bIKy
JI. BepHepca, oTKIMKaJNCS Ha JUBEPTHCMEHT «3adapoBaHHBIH ocTpoB» (1864). Cmycrs
tpuauate jger C. Cutyamn, pabortas ¢ JATWiIeBBIM, BOCIOJB30BAJICS MOTHBAMH 3TOTO
croxeTa, 100aBUB atMocepy BHUKTOPHAHCKOH droxu. HaBesHO 3T0 ObLIO HOMYIAPHBIM
6aerom koHna XIX Beka — «Buxropus u cnaBHass AHriausDy (1897) c I1. JlenbsiHN B TI1aBHOMN
pomu. «Tpuymd Henryna» He Obl1 peKOHCTPYHPOBAH, HO COXPAaHUIIOCh OITUCAHUE KOCTIOMOB,
JeKopaluii, MallMHepHUH W TaHLEB, YTO MO3BOISET CO3JaTh IpEeACTaBlIeHHE O Oanere-
apiekuHaje. MIO3UK-XOIIBHOCTb, CBOicTBeHHast Oaneram 20-x rr. i bamandmna crana
«uaroM Hazaay. Bce ke, UMEHHO BIMSHHME MIO3MK-XO/UIa M JPYTUX pa3BIEKaTEIbHBIX
KaHPOB CTAJI0 OJHUM K3 ()aKTOPOB BO3HUKHOBEHHSI HOBOTO CTMIIS — Heokaccuku. HecmoTpst
Ha TO, 4TO JlsAruneB ¢ OONBIIMM COMHEHHEM OTHOCWICA K OTKa3y OT JIUTepaTypHBIX
HCTOYHUKOB, TocineqHuM  Oanmermeiictepam  tpyrmmnsl  (JI. Mscuny, B. Hikunckoi,
JUx. bamanunHy) BBIAO 00paTHUTBCS K JKaHPY «OECCIOKETHOro Oamera». YXoo OT
MOAPOOHOTO W3JIOXKEHHUS JIMOPETTHCTaMH  (IIOIMIATOBBIX HWHCTPYKIMH» mnpusenn JIk.
bananunHa Kk HOBBIM OTKpeITHAM. B 1927 romy xopeorpad paboTanm ¢ XyIOKHHKOM-
koHcTpyKTHBHCTOM A. ITeB3HepoM u ckynenropom H. T'abo. Tak B «Komke» bamanunna
OCHOBHBIMU KOMIIOHEHTaMH CTaJM My3blKa, TAHEL U HOBOE JAEKOPALIOHHOE O(OpMIICHHE —
nHcTAIUIANMS. Takke OpUTHHAIBHOCTD OalieTa 3aKIoyanack B paboTe Co CBETOM, MY3bIKOI 1
nBwxeHnueM. TakuM 00pa3oM, CHEKTAaKIM «I0alo/UIOHOBCKOrO» MEpPHOsia OCTABHIIM SIPKUI
cie]] B IaMATH COBPEMEHHHUKOB M BO MHOTOM OIIpEJIeTIMIIN Oyayliee BEIIMKOro xopeorpada.

BALANCHINE’S NARRATIVE BALLETS OF THE ‘PRE-APOLLO PERIOD’:
LE TRIOMPHE DE NEPTUNE (1926) AND LE CHATTE (1927)

George Balanchine (1904-1983) is the legendary Russian choreographer whose work
created a new way of expressing choreographic thought. It was neoclassical dance. However,
the first searches of the master are laden with modernist aesthetics, which manifested
themselves to the full in Diaghilev's troupe. Balanchine's first ballets in ‘Russian Seasons’
(1909-1929) had a plot, a clear script and structure. Le triomphe de Neptune (1926) to music
by L. Berners, responded to the divertissement L fle Enchantée (1864). Thirty years later,
S. Sitwell, working with Diaghilev, used the motifs of this story, adding the atmosphere of
the Victorian era. It was inspired by a popular ballet of the late 19™ century, Victoria and
Merry England (1897), starring P. Legnani. Le triomphe de Neptune has not been
reconstructed, but descriptions of costumes, scenery, machinery, and dancing have been
preserved, allowing us to create an idea of the ballet-arlequinade. For Balanchine, the
musicality of the ballets of the 1920s was a ‘step backwards.” Still, it was the influence of
music-hall and other entertainment genres that was one of the factors in the emergence of the
new style - neoclassical. Diaghilev was very hesitant about abandoning literary sources, but
the last ballet masters of the troupe (L. Myasin, B. Nijinska, and G. Balanchine) turned to the
genre of ‘storyless ballet.” The departure from the librettists’ detailed ‘step-by-step
instructions’ led G. Balanchine to new discoveries. In 1927, the choreographer worked with
the constructivist artist A. Pevzner and sculptor N. Gabo. The main components of the ballet
were music, dance, and a new scenary — an installation. Also the originality of the ballet was
the work with light, music and movement. The performances of the ‘pre-Apollo period’ left a
bright trace in the memory of audiences and determined the future of the great choreographer.
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MAPKAPBSIH Hapexpna AnekcaHapoBHa, doxmop
uckyccmbobedenus, npogpeccop, Poccutickuti eocyoapcmbenuiil
uncmumym cyenuveckux uckyccmé, Canxm-Ilemepbdype, Poccus

Nadezhda MARKARYAN, Dr. Habil. (Doctor of Art Studies), Full
Professor, Russian State Institute of Performing Arts, Saint
Petersburg, Russia

JIuPKEPBI PyCcckux CE30HOB C.I1. JIArUIEBA

Pycckne ceszonst Ceprest [laBmoBmua JlsrmneBa, KaXeTCs, PACCMOTPEHBI C Pa3HBIX
PaKypcoB ¥ HCCIIEA0BaHbl HCUepIbIBatomie MoTHo. OIHAKO 3TO HE KacaeTcsl OAHON TEMEI, B
TEOPETHYECKOM ¥  ICTETHYECKOM acleKTaX BOOONIe HCCIICOBAaHHOM  IUIOXO,
IMPIWKUAPOBaHMs. B wacTHOCTH, AWPWKUpOBaHWS OaleTHEIMH CHEKTaKIsIMH. A Belb C
JlaruneBeIM cOTpyIHMYAIU Takue Belukue aupuxepsl, kak [Ibep Monre u Tomac buuewm,
Ttakue mnpodeccuonansl, kak Jlep IlreitnOepr m Poxe Jlesombep. Kaxapiii w3 a3Tux
JIMPWKEPOB HE TONBKO ObUT OONBIION MY3bIKaJbHOH WHAWUBHIYAJIBHOCTBIO ¥ HMET
COOCTBEHHBIH JUPWKEPCKUIl TOYepK (MX TBOPUYECTBO BBIXOAWIO JAJIEKO 33 TPAaHHIBI
COTpyAHMYECTBa C J[AruiieBbIM), HO B c(hOPMYITUPOBAII CBOU MPUHIUITEI pabOTHI ¢ OaneTHOM
napturypoil. KpaeyronpHblii KaMeHb 3/1eCh — COYETaHHE PHTMUYECKOH «TpapIHOCTH»
UCIIOJHEHHSI C OOpa3HBIMHM, TTOCTAHOBOYHBIMH M 3MOIMOHAIEHO-CMBICIIOBBIMHU aCHEKTaMH
00IIero TeaTpajbHOrO 3aMbICia; CHHTE3 CHM(OHHYECKOTO pPa3BUTHS, 3aJ0KEHHOTO B
MapTUTYpe M TPEINONaraoliero pa3sBUTHE APaMbl, — M (IIPHKIAJHOTO» COIPOBOMKJICHUS,
ynoOctBa st TaHua. Jloknman OyneT MHOCBSLIEH SCKU3HBIM IOPTPETaM [BYX OCHOBHBIX
nuprkepoB JlsruneBckux ce3oHoB (ITbep Monte, Tomac Brdem), o pa3HbIM mpU4uHaM | C
Pa3HBIM AUPIKEPCKUM OCKIpayHIOM MPUIIEANNX B J{AruiaeBckue ce30Hbl. [Ipu 3ToM akieHT
Oyner chenaH Ha OCOOCHHOCTH MCIIONHEHHMS KaXIbIM M3 HHUX OaleTHbIX MapTUTYyp
CrpaBunckoro, Paseins, JleGroccu n Ha UX paboTte ¢ JAriaeBCKUMHU TaHIOBIIMKAMH. A TaKoke
Ha BBISBJICHHU T€X OCOOEHHOCTEH NX AUPHKUPOBAHHS OaneTamMu, KOTOPbIE MOT'YT COCTABHTh
AJIEMEHTBI TEOPHH OANETHOrO TUPIKUPOBAHUS, 10 CETOHSIIHEro THs He cyiiecTByromi. (B
00J1aCTH ONEPHOr0 JUPWKUPOBAHUS U pabOThl AMPIDKEpA C HEBLOM MCCIIEIOBAHUH TOXE
MaJio, OIHaKO OHH ecTh. Ho B 00s1acTH Ganera HUYEro 3TOro Her).

CONDUCTORS OF DIAGHILEV’S RUSSIAN SEASONS

The Russian seasons of Sergei Pavlovich Diaghilev seem to be examined from
different angles and exhaustively studied. However, this does not apply to one topic that is
generally poorly studied in theoretical and aesthetic aspects - conducting. In particular,
conducting ballet performances. But such great conductors as Pierre Monte and Thomas
Beecham, such professionals as Lev Steinberg and Roger Desomiéres collaborated with
Diaghilev. Each of these conductors was not only a great musical individual and had his own
conductor's style (their work went far beyond the boundaries of collaboration with
Diaghilev), but also formulated his own principles for working with a ballet score. The
cornerstone here is the combination of the rhythmic ‘graphic’ performance with figurative,
staging and emotional-semantic aspects of the overall theatrical design; the synthesis of
symphonic development, embedded in the score and involving the development of drama,
and ‘applied” accompaniment, convenience for dance. The report will be devoted to the
sketch portraits of the two main conductors of the Diaghilev Seasons (Pierre Monte, Thomas
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Beecham), who came to the Diaghilev Seasons for different reasons and with different
backgrounds. At the same time, the emphasis will be placed on the peculiarities of each of
them performing ballet scores by Stravinsky, Ravel, Debussy and on their work with
Diaghilev dancers. And also on identifying those features of their conducting ballets that can
form elements of the theory of ballet conducting, which does not exist to this day. (There is
also little research in the field of opera conducting and the work of a conductor with a singer,
but they do exist. But there is nothing of this in the field of ballet).

MACJIOBA AmHacracusi  VIBaHOBHaA, achupaumka, — kagedpa
AHAAUMUUECKO20 MY3biKo3HANHUA, Poccutickas axademus My3viku
umenu I'necunvix, Poccus, Mock6a

HayuHblil pykoBOOUTeIb — HOKTOP MUCKyccTBOBereHms: CyCuIKo
Vpuna IletposHa

Anastasia MASLOVA, Postgduate Student, Analytical Musicology
Department, Gnesin Russian Acadermy of Music, Moscow, Russia

Scientific adviser — Irina Susidko, Dr. Habil. (Doctor of Art
Studies)

C.N. TAHEEB, «JIEHb POXEHUS KOMITO3UTOPA»: OT TTOJIMGOHUYECKOM IITYTUN K BAJIETY

Jloxnan mocBAIEH IIYTOYHOMY My3blkanbHOMYy npousBeneHuto C.M. Taneesa,
HanucanHoMy ko Jlaro poxxaenus [1.U. Yaiikosckoro 25 ampenst 1892 roga. MununaTiopHOe
NoNoTHO «banera M. Ileruna», OCHOBY KOTOPOrO COCTaBMJIa My3blKa CaMOro MMEHHWHHHKA,
Obu10 counHeHO TaHeeBbIM s (oprenuaHo B 4 pyku u opOpMIICHO B BHaE OONBIION
MO3IPaBUTEIILHON «OTKPBITKMY, 00EpPHYTOI 30710TOM Oymaroil. HecMoTpst Ha 3HaYHMTEIbHBII
HHTEpEC CO CTOPOHBI Kak HcclefoBaTenei TBopuecTBa TaHeeBa, Tak M HUCHONHHUTENEH,
MIPOU3BEEHNE ITO JI0 CUX TOp HE W3/AHO, JETANbHO HE U3Y4EHO M MaJlo KOMY M3BECTHO. B
JIOKJIaJie TIPEINPUHSTA MOMBITKA OTBETUTh Ha Psi BONPOCOB, 0 HACTOSILETO BPEMEHU WM
BOBCE HE 3aTPOHYTHIX, WIM HE HOJIYYHMBIIMX HEOOXOIMMOIO TOJKOBaHHMA. MHOrMe U3 HHX
CBSI3aHBI C BEIOOPOM CEOXKETa, B KOTOPOM Ha MEPBbIil B3I XaOTUYHO 3a/1eHICTBOBAH LIeIbIi
KaJICHIOCKOI TepOeB Ppa3IMYHbIX Ipou3BeieHni UYalKOBCKOro — «inll, OJIU3KO eMy
3HAKOMBIX» MO BBIpaXeHHI0 TaHeeBa. B cBA3u ¢ 3TUM mocTaBlieHa 3a7ada BBISIBUTH
BHYTPEHHIOIO JIOTUKY B IIOCTPOCHHHU JHOPETTO «OaneTay, 0O0bACHUTH XapaKTep MepCoHaXKen
U TUN HUX B3aUMOAEHCTBHA M, UCXOIS U3 3TOro, OOOCHOBATh BBIOOpP HCIIONB30BAaHHBIX
MY3BIKAIBHBIX TeM U 00pa3oB. Kpome Toro, OymeT mpoaeMOHCTPUPOBAHO, YTO MO MAaCKOW
LIYTOYHOTO MY3BIKQJIBHOTO MO3APABICHHS HA CaMOM J€J€ KPOETCsl MCKYCHO COTKaHHas
nonuoHUYEeCKast TKaHb, HaJl KOTOPOM IpojenaHa Oojbluas MPeIKOMIIO3UIHOHHAS paboTa.
Bce 3710, Kak HaM KaxeTcsd, MOXET IpHBIEYb BHUMAHHME CaMOro IIMPOKOTO Kpyra
uccnenoBarteneil U3 pasHbIX oOOJlacTell MCKYyCCTBA M HE TOJNBKO BEPHYTh K JKM3HHM 3TOT
MY3BIKAJIBHBIN PapUTET, HO U JaXKe€ BHECTH HEKOTOpPbIE aKIIEHTHl B MIOHHMMAaHHUE TBOPUECKOMN
maHepbl TaHeesa.

SERGEI TANEYEV, COMPOSER’S BIRTHDAY : FROM POLYPHONIC STUDIES TO BALLET

The report is devoted to a comic musical composition by Sergei Taneyev, written for
Tchaikovsky’s birthday on April 25, 1892. The miniature ‘ballet by M. Petipa,” based on the
music by the birthday boy himself, was composed by Taneyev for piano four hands and
designed as a large greeting ‘card” wrapped in gold paper. Despite the considerable interest
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on the part of both researchers of Taneyev’s work and performers, this musical piece has yet
to be published, studied in detail, and is little known. The report attempts to answer a number
of questions that have either not been addressed at all or have not received the necessary
interpretation so far. Many of them are related with the choice of plot, which at first glance
randomly involves a whole kaleidoscope of characters from various works by Tchaikovsky —
‘persons intimately familiar to him,” in the words of Taneyev. In this regard, the task is to
reveal the internal logic in the construction of the “ballet’ libretto, to explain the nature of the
characters and the type of their interaction, and, based on this, to justify the choice of musical
themes and images that were used. In addition, it will be demonstrated that under the mask of
a comic musical greeting, in fact, there is a skillfully woven polyphonic material on which a
lot of pre-compositional work has been done. We hope that all of this can attract the attention
of the widest range of researchers from various fields of art and not only bring this musical
rarity back to life, but even make some accents to the understanding of Taneyev’s creative
manner.

MALIMEBCKMM  Wrops  Bmagummposwma,  dokmop
uckyccmbobedenus, npogpeccop, axademux PAEH u MAU
OOH, 3afedylowutl  cexmopoM UHCIPYMeHmoBeeHus,
Poccutickuii  uncmumym ucmopuu  uckyccmé, Cankm-
Ilemepbype, Poccus

Ihor MACIJEWSKI, Dr. Habil. (Doctor of Art Studies), Professor,
Academician of Russian Academy of Natural Sciences and
United Nations International Academy of Informatization;
Head of Organology Department, Russian Institute of Arts
History, Saint Petersburg, Russia

O CTAHOBJIEHUH KOMIUIEKCHO-ATIPOBAITMOHHOI'O METOJTA
B OTEYECTBEHHOI 3THOXOPEOJIOT MU

TaHeBabHOE MCKYCCTBO BCETJa 3aHUMAO BAXKHOE MECTO B TPAJUIHOHHOE
KYJIBTYpPE Ka)KI0ro Hapola M CTPaHbl; OHO TECHO CBSI3aHO CO MHOI'MMHM APYIMMH cepamu
STHUYECKOW KYIbTYphl — BOKJIBHOM M HHCTPYMEHTAJIBHOM MY3bIKOW, IE€CEHHBIM U
CIIOBECHBIM (DOJBKIIOPOM, HAPOIHBIM TEATPOM U NAHTOMHUMOI, IIMPOKO OTPAXKEHO BO MHOI'MX
IpYrux cdepax XyJ0KeCTBEHHOIO TBOPYECTBA — KMBOIIMCH, CKYJIBIITYPE, OpHAMEHTE, pe3bde
U T.JL., HO, K COXJICHHUIO, JI0 CETO/IHAIIHEr0 BPEMEHH OCTAeTCs HauMeHee M3y4eHHOH cdepoit
KaK OTEYECTBEHHOr0, TAK M MHPOBOr0 HCKyccTBOBeneHMs. OnHa u3 mpobiieM Ha HyTH ee
MO3HAHUS — KakK npodeccroHanbHasi (COOCTBEHHO TEXHMYECKas), TaK M IICHXOJIOrMYecKas
CIIOKHOCTD e (MKCAIMK M O0BEKTUBHOrO M3ydeHus. HecMOTpst Ha HEKOTOpbIE JOCTHKEHUS
B IUIaHE€ HOTauuu JBWkKeHHHd (cucrembl Jlucuuman, Jlabana wu ap.), MHOrue
xopeorpaduueckue (Urypbl, KECTH, IBIKEHHS elle TPYAHO MOAMAITCA OOBEKTUBHOM
¢bukcaiun u dopmanuzanuu. Eme Gonee cioxHble NMpoOiIeMbl NPEICTAIOT B OTHOLICHUH
MO3HAHUS U MTOHUMAHMS OOIEKYIBTYPHBIX, 3CTETHYECKHX U COOCTBEHHO XOPEOJIOrMYECKUX
MPE/ICTaBICHUI CaMHUX HOCUTENeH, MAaCTepOB TPaAUIMOHHON Xopeorpaduu o cBoeil chepe
UCKycCTBa. B 3TOM miaHe Oe€3yCIOBHOH MONICPKKH 3aCHy)KHUBAIOT HpepHHUMAaEMbIe
pSAOOM BEAyIIMX Xopeorpad)oB MONBITKM OCYLIECTBIATH HE HPOCTO (HOTO-, KHHO- HIH
BH/ICOCHEMKY T€X WJIM MHBIX TAaHIEBATBbHBIX SMU30/I0B B PEATBbHON TPaJUIHOHHON CUTYaIn
(cBampOBI, OOpsABI, Tpa3gHECTBA W T.O.), JIMOO CYIIECTBEHHO OTJIMYAIOUIMXCA OT HHUX

151



Pa3IMYHOrO Poja KOHIEPTHBIX IMPEICTABICHHUAX, HO OOpaTUThCS K caMuM (YBBI, CETOMIHS
HEMHOTOYKCIICHHBIM)  HOCHTEIISIM-MAacTepaM  TPaJWIMOHHOIO  TaHId, a  TaKKe
COMPOBOXKIAIOIINX €ro TEBIOB WIA MY3bIKAHTOB-MHCTPYMEHTAIUCTOB. bosee Toro.
ITuoHepbl TAaKOro MOAXOJa CEroJHS JeNaloT IONBITKA HE MPOCTO QUKCUPOBAND
JIEMOHCTPUPYEMbIE MM OIBITHI Xopeorpaduu (M OTHEJIBHBIX IBHKEHHH, 114, OTIEIBHBIX
Xopeorpa)MuecKux IMO3UIMH, M EIOCTHBIX TAHIEBAIBHBIX KOMIIO3MIMN) TPaJUIIMOHHBIX
MacTepoB, HO W Henocpeocmeenno — Tupaktuaecku (!) yuumvca y Hux, BBISBISSL
OHOBPEMEHHO CIICHU(HUKY 3CTETHKH, TEOPHH M METOMUKH OOYYEHHs, TPaIHIMOHHON
xopeorpad)uueckoil U My3BIKAIbHOW 3THOMENArOrMKA U — B UTOIE - CAaMOr0 BXOXKIEHHS B
TPaJMIHOHHOE TAHIEBAJIBHOE UCKYCCTBO. B psisy Haubonee SIPKUX MPEICTABUTENCH STOrO
HampaBJeHUss H  (QOPMHPYEMOTO HUMH  KOMHAEKCHO-ANPOOAYUOHHO20 ~ Memood B
OTEUYECTBEHHOW ITHOXOPEOJIOTHH, OE3YCIIOBHO ClelyeT Ha3BaTh BHHOTO IMETEpOYprcKOro
OaneroBena, npodeccopa Axanemun Pycckoro Ganmera A. A. CokomoBa, oOpaTHBIIErocst K
PYCCKOW TaHIEBAIBHON KYJIbType FOKHOTO IIpHIazioxbs W MCCIEAOBATENs TPaIUMOHHON
anraiickoii xopeorpadun A. W. lllnmknHOH, anpoOupyromeid CBOM ITOMCKM M HAaXOIKH B
coOcTBEeHHOI OaneTMeiicTepckoii pabore.

THE COMPLEX-APROBATION METHOD FORMING
IN THE MODERN DOMESTIC ETHNOCHOREOLOGY

Dance art has always occupied an important place in the traditional culture of every
nation and country; it is closely connected with many other spheres of ethnic culture — vocal
and instrumental music, song and verbal folklore, folk theater and pantomime, is widely
reflected in many other spheres of artistic creativity — painting, sculpture, ornament, carving,
etc., but, unfortunately, until now it remains the least studied area of both domestic and world
art criticism. One of the problems on the way of its cognition is both professional (actually
technical) and psychological complexity of its fixation and objective study. Despite some
achievements in terms of movement notation (systems of Lisitian, Laban, etc.), many
choreographic figures, tins, movements are still difficult to objectively fix and formalize.
Even more complex problems arise in relation to the cognition and understanding of the
general cultural, aesthetic and choreological representations of the carriers themselves, the
masters of traditional choreography about their field of art. In this regard, the attempts made
by a number of leading choreographers to carry out not just photo, film or video filming of
certain dance episodes in a real traditional situation (weddings, ceremonies, celebrations,
etc.), or significantly different from them in various kinds of concert performances, deserve
unconditional support, but to turn to themselves (alas, few today) native speakers-masters of
traditional dance, as well as accompanying singers or instrumentalists. Moreover. The
pioneers of such an approach today are making attempts not just to record the choreography
experiments demonstrated by them (and individual movements, steps, individual
choreographic positions, and integral dance compositions) of traditional masters, but also to
learn from them directly — practically (!), revealing at the same time the specifics of
aesthetics, theory and teaching methods, traditional choreographic and musical
ethnopedagogics and — as a result, the very entry into the traditional dance art. Russian
Russian Ballet Academy professor A.A.Sokolov, who turned to the Russian dance culture of
the southern Ladoga region and researcher of traditional Altai choreography A.l.Shinzhina,
who is testing her searches and finds in her own choreography, should certainly be named
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among the most prominent representatives of this trend and the complex-approbation method
formed by them in Russian ethnochoreology.

MEIOBEJEBA Mapwuna BacmibeBHa, kanoudam nedaeoeuteckux Hayk,
npogpeccop,  3abedyrowasn  kageoporr  xopoboeo U COALHOEO

HAPOOHO20 mMenus, Poccutickas axademus My3biku  UMeEHU - N

T'necumvix 3 hd
Marina MEDVEDEVA, PhD, Professor, Head of the Choral and Solo Folk | =

Singing Department, Gnesin Russian Academy of Music, \ l(

Moscow, Russia

CLEHMYECKOE BOTUIOIIEHUE XOPEOI'PAOMYECKIX ®OPM HA TTIPUMEPE ITOCTAHOBKH
CEBEPHOI'O PYCCKOI'O HAPOJTHOT'O XOPA «[TMHEXCKOE METHILE»

B moxnane aHanm3mpyeTcsi TBOPYECKHH OIMBIT [ OCYIapCTBEHHOTO aKaJIeMHIECKOro
CeBepHOro pyccKoro HapoOIHOrO XOpa II0 BOCCO3JAHHIO TPaJHIMOHHOTO MOJIOIEKHOTO
rymsiaus — «[Tuaexxckoe Mertumie» B popme clieHnIeckoro BoruiomeHns. CeBepHbIH pyccKuit
HapOJHBIN XOp 00paTWIICsS K CaMOOBITHBIM TpaauimsaM [TuHexcKoro paiioHa ApXxaHrelIbCKON
obmactu. «[luHexckoe Mertuiie» oTpakaeT OAWH W3 TJIaBHBIX ObITyrommx Ha CeBepe
MIPa3HUKOB — COOp POJCTBEHHUKOB M TOCTeH Ha ryisHue. Ba)kKHBIM MOMEHTOM SIBIISIETCS
MIpe/ICTaBIeHHe CaMOOBITHOCTH M OOraTrcTBa KOCTIOMOB YYaCTHHKOB OTOro JeicTBa,
OTpakaloIMX HMX COIMANBHBIA craryc. B maHHOW IOCTaHOBKE B XYHOXKECTBEHHOH (opme
nepenaeTcad Haes TPEeeMCTBEHHOCTH IIOKOJEGHHH: Hapsay €O B3POCIBIMH KEHIIMHAMHU,
OCHOBATEJIbHULIAMU POJA, MPEJCTAaBJICHA MOJOJEKb. ABTOPBHI IIOCTAaHOBKH OOpaTHINCh K
TIOJUTMHHBIM HapOIHO-TIECEHHBIM U TAHLIEBAIBHBIM MaTepuaiam («Xoxy 4 1o TpaBkey, «He B
JMy)KKaX MaJlbuuK TYIAeT»), a TaKke K HApOAHBIM KocTiomaM. JlocToBEepHO mepenaeTcs
nporecc cOopa MOJIOAON NEBYIIKU Ha TyJISHUE, I71€ COBPEMEHHBII 3pUTENb MOXET YBUIETh
BECh KOMIUIEKC CIIOXKHOTO MHOIOCOCTABHOT'O CEBEPHOrO HAPOIHOTO KOCTIOMA. J[eBYIIKH B
TaKOM KOCTIOME Ha3bIBAJHCh IOBSI30YHULIBI» U «KOKYLIHUIB. [IpuMeuarensHoO, 4TO BeCh
MpPOLIECC ~ OJEBaHMA KOCTIOMAa COINPOBOXKIAETCA CTAPUHHOM  JIMPUYECKOM  IECHEeH.
INocnenyromee nelcTBUE pa3BUBAETCA HA CAMOM T'YJISHHH, TI€ BEIHMYECTBEHHbIE XOPOBOJBI
MEPEMEKAIOTCS € 3aJ0PHBIM MY)KCKUM IEPENIsICOM M 3aBEpINAlOTCA KaApuibio. BaxHbIM
MOPaJIbHO-3THYECKMM MOMEHTOM [UISl COBPEMEHHOH IyOIMKH SIBJIACTCS YBA)KHTEIIBHOE
OTHOILICHUE YJAaCTHUKOB «METHUILA» K CTapIIEMy IOKOJIEHUIO U APYT K JPYTY, YTO BBIPAXKEHO
B MOSICHBIX TOKJIOHAX-NPUBETCTBUSIX U HECIEIIHOM MOCTYNM yJacTHUKOB BCETO JeHCTBa.
Xopeorpadust oTpaxaer pa3IHYHbIEe BHIbI IOCTOSHUI: MapaMH, «3MEHKoii», a TakKe B BUJIE
KaZpuik. B nporuBoBec ceropHsIIHeH TEHACHLMH Pa3BECEIUTh MYONIMKY, YCTPOUTH LIOY,
nocraHoBka «[IuHexckoe MeTuiie» morpyxaeT 3purelisi B 00pa3bl pycCKOi marpuapxaibHoi
CTapHHBI, CO CBOMCTBEHHOM €M CKPOMHOCTBIO, CAEPKAHHOCTbIO U OCMBICIEHHOCTBIO BCETO
npoucxozsmero. OcoOOEHHO BayKHO 3TO IS MOAPACTAIONIErO MOKOJIEHHUs, KOTOPOE JOKHO
COXpaHsiTh, pa3BUBaTh U TPEYMHOXKATh JIOCTAaBIIYIOCS €My TJIyOOKYI0 HapOAHYIO
TPaJUIOHHYIO KyNbTypy. B XymoXKecTBeHHONH PEKOHCTPYKIMH TPAIUIIMOHHOTO TYNSHHS
«[Tunexckoe Metwuiie» CeBEepHBI PYCCKHI HApOIHBIM XOp OCYHIECTBHII JIBa OCHOBHBIX
TBOPYECKUX TMOJAXOAa B WX EAMHCTBE: OEPEKHOE COXpaHEHHE SIBJICHHH TpaIUIMOHHON
KYJIBTYPBI ¥ TBOPUECKOE CLIEHUUECKOE BOIUIOMICHUE.
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STAGE EMBODIMENT OF CHOREOGRAPHIC FORMS ON THE EXAMPLE OF THE NORTHERN RUSSIAN
FoLk CHOIR PRODUCTION PINEZHSKOE METISHCHE

The Northern Russian Folk Choir turned to the original traditions of the Pinezhsky
district of the Arkhangelsk region. Pinezhskoye Metishche reflects one of the main holidays in
the North - the gathering of relatives and guests for a walk. An important point is the
representation of the originality and richness of the costumes of the participants in this action,
reflecting their social status. In this production, the idea of the continuity of generations is
conveyed in an artistic form: along with adult women, the founders of the clan, youth is
represented. The authors of the production turned to authentic folk song and dance materials
(I walk on the grass, A boy walks not in the meadows), as well as to folk costumes. The
process of gathering a young girl for a walk is authentically conveyed, where a modern
viewer can see the whole complex of a complex multi-piece northern folk costume. Girls in
such a costume were called ‘povyazochnitsy’ and ‘kokushnitsy’. Tt is noteworthy that the
entire process of dressing the costume is accompanied by an old lyric song. The subsequent
action develops at the festivities itself, where majestic round dances alternate with a perky
male dance and ends with a quadrille. An important moral and ethical moment for the modern
public is the respectful attitude of the ‘metishche’ participants to the older generation and to
each other, which is expressed in bows-greetings and unhurried steps of the participants in the
whole action. The choreography reflects various types of formations: in pairs, ‘snake,” as well
as in the form of a kadril. In contrast to today's trend to amuse the audience, arrange a show,
the production of Pinezhskoye metishche immerses the viewer in the images of Russian
patriarchal antiquity, with its inherent modesty, restraint and meaningfulness of everything
that happens. This is especially important for the younger generation, which must preserve,
develop and increase the deep folk traditional culture inherited from it. In the artistic
reconstruction of the traditional festivities Pinezhskoye Metishche, the Northern Russian Folk
Choir carried out two main creative approaches in their unity: careful preservation of the
phenomena of traditional culture and creative stage embodiment.

METAHBVIH Awnppent ArnekcaHIpoB, KaHouoam
uckyccmbobedenus, Bedywuii  pexcuccep 0asemHOl  MpYNbL
Boavuwoeo  meampa  Poccuu,  npogpeccop,  MockoBcxas
eocyoapcmbennas axademuia xopeogpagpuu, Mockéa, Poccus

Andrey MELANYIN, PhD, Leading director of the Bolshoi Ballet
Company of Russia, Associate Professor, Moscow State
Academy of Choreography, Moscow, Russia

BAPUAHTBI UCITOJIb30OBAHUS ITATWIMHEEYHON CTPOKHU
JUISA BAITMCHU XOPEOI'PA® MU U MU3AHCHEH

B gokmame paccMarpuBaeTcss TpoOieMa  KOMOMHHPOBAHHOTO — HCIIONB30BaHHS
BHUICOMCTOYHHKA M XOpeorpauyeckoil MapTHTYypsl TPH IepeHoce OGaleTHOro CIIEKTaKIs.
OrMmeyaercs, HYTO HEKOTOpbIe CYIIECTBEHHBIE AaCleKThl TAHIEBAJIBHOM KOMITIO3HIINH
(KOJMMYECTBO TIOBTOPOB TEX MJIM WHBIX KOMOWHALIMH, X PUTMHYECKOE PACIpE/eieHHe BHYTPH
cuTHpIX (pa3, a TaKwke OCOOCHHOCTH PHUCYHKAa aHCaMOJEBBIX IMEPeCTPOeHHUil) TpeOyroT
MHOTOKPATHBIX MPOCMOTPOB, YTO HEM30EKHO 3aMEUISIET PEIIETUIMOHHBIN Tporece. IMeHHO
m09TOMy 3G (EKTHBHBIM IOMOIHEHUEM K TIOKa3y BHICO3AIHMCH SBJISCTCS IPEIBAPHTEIBHOS
CTPYKTYPHPOBAaHHE XOpeorpauueckoro Tekcra. [IpM O3TOM Takas CyIIECTBEHHAsI W
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HEOTJeNMMasl 4acTh OAJIETHOTO CIEKTAKIs KaK MH3AHCIEHBI IO-TIPEXHEMY peleTHpyeTcs
HCKIIIOUUTENBHO  «BIPUTJIIAKY» HAa  BHIEO3alCh WIM ke  coobpasyercs C
HEMHOTOYHCIICHHBIMHU TIOMETKaMH B KiaBupe. [logoOHas npakThka pa3yquBaHHs MPUBOIUT K
TOMY, YTO YCIE€X B3aHMOJIECHCTBHUS B MU3AHCIEHE ITOIaracTcs OOJIBIIE Ha «TaJlaHT» U «IyThE»
KOHKPETHBIX apTHCTOB HEXEeNM Ha aBTOPCKUH BapWaHT IIOCTAHOBIIMKA Oayiera. ABTOp
JIOKJIa/la, Ha OCHOBE COOCTBEHHOTO TPHWAIATHIIETHETO ONBITA OOOCHOBHIBAET JOCTOMHCTBA
MITWINHEEYHOH CTPOKM JUIS OpraHM3alMd «MH3aHCIECHHYECKOH IapTHTYpPBD) OaJleTHOTO
crekTakisl. B orimume or Meroma benenn, rne mATh IMHUK YCIOBHO pa3leiisioT QHIYPY
TaHIIOBILMKA Ha YETIPE AHATOMUYECKUX YPOBHS, aBTOP MCHOJIB3YET KaXIbli U3 ITHX YETBIPEX
YPOBHEH Ul pa3MEIlCHUs KpaTKUX pPeMapoK AEHCTBUM M peaKlUil KOHKPETHOIO NIEPCOHAXKa,
3aKpEIUIEHHOr0 332 3THM «MEKIMHEEUHbIM» YPOBHEM B Hayasle ILITMIIMHECUHOrO CTaHa. JTO
MO3BOJIICT PUTMHYECKHM TOYHO COOTHOCHUTBH JKECTbl, MMUMHKY M JpyrHeé 3MOLUOHAJIbHBIC
MIPOSIBJICHUS HE TOJIBKO B MU3AHCLICHUUECKUX AUAJIOraX, HO TAKKE B TPUO U KBapTETaX.

OPTIONS FOR USING A FIVE-LINE STAVE
FOR RECORDING CHOREOGRAPHY AND MISE-EN-SCENES

The paper deals with the problem of the combined use of a video source and a
choreographic score when transferring a ballet performance. It is noted that some essential
aspects of the dance composition (the number of repetitions of certain combinations, their
rhythmic distribution within counting phrases, as well as the peculiarities of the pattern of
ensemble rearrangements) require multiple views, which inevitably slows down the rehearsal
process. That is why the preliminary structuring of the choreographic text is an effective
addition to the video recording. At the same time, such an essential and inseparable part of a
ballet performance as the mise en scene is still rehearsed exclusively ‘squinting’ at the video
recording or in accordance with the few notes in the keyboard. This practice of unlearning
leads to the fact that the success of interaction in the mise-en-scene relies more on the ‘talent’
and ‘flair’ of specific artists than on the author’s version of choreographer. The author of this
paper, based on his own thirty years of experience, justifies the advantages of a five-line sheet
music for the organization of a ‘mise en scene score’ of a ballet performance. Unlike the
Benes method, where five lines conditionally divide the dancer’s figure into four anatomical
levels, the author of the paper uses each of these four levels to place brief remarks of the
actions and reactions of a particular character assigned to this ‘interlinear’ level at the
beginning of the five-line mill. This makes it possible to rhythmically accurately correlate
gestures, facial expressions and other emotional manifestations not only in mise-en-scene
dialogues, but also in trios and quartets.

ME/TEMKMHA Kpvictiia AsleKcaHIpoBHa, 1perodabaniets, Memooucr,
haxyrvmem  donoHumenstozo  o0pasobanus,  MockoBekas
eocyoapamberHas axademus xopeoepachuu, Mociba, Poccus

Kristina MELEYKINA, Lecturer, Methodologist, Additional
Education Faculty, Moscow State Academy of Choreography,
Moscow, Russia

KVYJIbTYPHO-UCTOPUUECKAS CUTY ALIUSI BMOCKOBCKOM BAJIETE 1930-1950-X rof10B

1930-50-¢ romBI B HCTOPHUHM OTEYECTBEHHOTO Oajgera — BpeMs BaXKHBIX
mpeoOpa3oBaHuid. DTOT MEPHOJ XapaKTEepU3yeTCsl OOHOBICHHEM CLICHUYECKOrO perepryapa,
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TIOSIBJICHUEM 3BE3/THOH IIIEs/IbI BBIAAIOIINXCSL TAHIIOBIIMKOB M Xopeorpados. bonpmoit Teatp
B 1930-e romer 0Open HerJacHBIH THTYI TJIABHOI'O T€aTpa CTPAaHBl — OH CTaJl CBOEOOPAa3HBIM
TIONIUTHIECKUM (POPYMOM, MECTOM BCTPEUM BJIACTH W HAPOJIA. PeBONIOIMOHHBIE COOBITHS,
OKa3aBIIME BIHMSHHE HAa BCIO OOIIECTBEHHYIO JKH3Hb, HAIIUIM CBOE OTPAXEHHE M B
COIMANBHBIX (QYHKIMIX OaneTHoro nckyccrsa. HoBeiM sTamom B ucropun bombmioro teatpa
cTal IpUXoJ K pykooicrBy Oanera P.B. 3axapoBa. OH BO3IIaBisil MOCKOBCKHI Oaner ¢
1936 mo 1939 rox, a Taxke B TeUeHUH ABaAnaTH JeT (1o 1956 roma) Ob11 XopeorpadoM u
ONEpHBIM pekuccepoM. bymyunm wmneomorom npambainera, P.B. 3axapoB yrBepikman
TIPUHLMITEI 3TOTO HAIPABJICHUS HE TONBKO B CBOMX CIEKTAKIAX, HO U B MHOTOYHMCICHHBIX
TEOPETHIECKUX TPYIax, MacIITabHOH Heqarorndeckoi IesTeIbHOCTH. BMecte ¢ mpuxomoM
aToro Ganermelicrepa B boibIoM Teatpe OKOHYATEIHHO YKOPEHIIINCH TPAJAUIIN COBETCKOM
xopeonpambl. IlepBocTeneHHoe 3Ha4YeHWe B CBOMX IoctaHoBkax P.B. 3axapoB ormaBan
pexuccype, BBICTpauBasi JEHCTBHE MO MPHUHIMITY IPaMaTHYECKOrO CHEKTAKNIs. Tpaauius
CO3MaHMsl CHEKTakKIell B JKaHpe COBETCKOW XopeoipaMbl Obina mpomomkeHa JILM.
JlaBpoBckuM, pykoBoauTeneM Oanera bonbmoro tearpa (ero AesTeNFHOCT B TeaTpe Belach
¢ nepepbiBoM — ¢ 1944-ro o 1956 rox, 3atem ¢ 1959-ro mo 1964 rox). banerHas tpymma
Bonpmoro Teatpa B 3TOT mepuox obiamana JOCTATOYHO CHJIBHBIM, pPa3HOILIAHOBBIM
COCTaBOM: CTaplliee IOKOJEHHE IPEJICTABISUTN TaHIIOBIIMKY, HadyaBIIME CBOW TBOPYECKHI
myTh BO Bpems pykoBoactBa A.A. T'opckoro (H.B. Iloxropenxas, B.B. Kynpssuesa, JI.M.
Bbank, A.A. A6pamosa, E.M. Uneromenko, M.I1. Kannayposa, B.B. Kpurep, JI.A. JKykos,
B.A. PsbueB, H.1. TapacoB), a Tarxke MOJOIbIE MHOIOOOCIIAIONINE BBIITYCKHUKH
MockoBckoro xopeorpaguueckoro texuukyma (C.M. Meccepep, A.M. Pynenko, B.IL
Bacunbesa, C.H. I'onoBkuna, O.B. Jlenemmuckas, M.M. I'aboBuy, A.M. Meccepep). B 1930-
1940-x rr. B bBonbmoit Tearp u3 JleHMHrpaja C ILENbIO YCHICHHS TBOPYECKHX CHII
MOCKOBCKOr'0 OajeTa MepeBOAAT psiJ U3BECTHBIX apTHCTOB W nexaroros: A.H. Epmonaesa,
E.IL I'epar, IT.A. T'yceBa, M.A. KoxyxoBy, C.I'. Kopens, M.M. JleonTseBy, A.B. Jlonyxosa,
B.A. CemenoBa u M.T. CemenoBy, ['.C. VYnanoBy, AWM. YexpbiruHa. KynpTypHO-
ucropuueckass curyamms 1930-1950-x romoB B Bombmiom TeaTpe xapakrepu3yercs
cOmKeHneM OalleTHOro HMCKYCCTBAa C JIpaMaTHYECKMM TEaTpPoOM, aKTHBHBIM IIPOLECCOM
OOHOBJICHUSI  BBIPA3UTENIHBIX CPEJCTB, TEMATHYECKUM M IKAHPOBBIM OOHOBJICHHUEM
penepryapa, CHHTE3UPOBAaHUEM XYIOKECTBEHHBIX TPAJUIMI MOCKOBCKOH M meTepOyprckon
0aJICTHOMN ILIKOJIBI.

CULTURAL AND HISTORICAL SITUATION IN MosCcow BALLET DURING THE 1930s-1950s

The 1930s-50s in the history of Russian ballet is a time of important transformations.
This period is characterized by the renewal of the stage repertoire, the appearance of a stellar
constellation of outstanding dancers and choreographers. In the 1930s, the Bolshoi Theater
acquired the unspoken title of the main theater of the country — it became a kind of political
forum, a meeting place for the authorities and the people. The revolutionary events made an
impact on the entire social life were also reflected in the social functions of ballet art. A new
stage in the history of the Bolshoi Theater was an appointment of R.V. Zakharov as the
theater director. He directed the Moscow ballet from 1936 to 1939, and also, for twenty years
(until 1956) was a choreographer and opera director. Being the ideologist of the drama ballet,
Zakharov affirmed the principles of this direction not only in his spectacles, but also in
numerous theoretical works, large-scale pedagogical activities. Together with the admition of
this choreographer, the traditions of Soviet choreodrama finally took roots in the Bolshoi
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Theater. Of paramount importance in his directions Zakharov devoted himself to directing,
building the action on the principle of a dramatic performance. The tradition of creating
spectacles in the genre of Soviet choreodrama was continued by L.M. Lavrovsky, director of
the Bolshoi Ballet (his activities in the theater were carried out intermittently — from 1944 to
1956, then from 1959 to 1964). The ballet troupe of the Bolshoi Theater during this period
had a fairly strong, diverse composition: the older generation was represented by dancers who
began their career under the leadership of A.A. Gorsky (N.B. Podgoretskaya, V.V.
Kudryavtseva, L.M. Bank, A.A. Abramova, E.M. llyushchenko, M.P. Kandaurova, V.V.
Kriger, L.A. Zhukov, V.A. Ryabtsev, N.I. Tarasov), as well as young promising graduates of
the Moscow Choreographic College (S.M. Messerer, A.M. Rudenko, V.P. Vasilyeva, S.N.
Golovkina, O.V. Lepeshinskaya, M.M. Gabovich, A.M. Messerer). In the 1930s-1940s a
number of well-known artists and professors are transferred to the Bolshoi Theater from
Leningrad in order to strengthen the creative forces of the Moscow ballet: A.N. Ermolaeva,
E.P. Gerdt, P.A. Guseva, M.A. Kozhukhov, S.G. Korenya, M.M. Leontiev, A.V. Lopukhov,
V.A. Semenov and M.T. Semenov, G.S. Ulanov, A.l. Chekrygin. The cultural and historical
situation of the 1930s—1950s at the Bolshoi Theater is characterized by the convergence of
ballet art with drama theatre, an active process of renewal of expressive means, thematic and
genre renewal of the repertoire, and a synthesis of the artistic traditions of the Moscow and
St. Petersburg ballet schools.

MEJIOBATCKAJSI Anna EBrennesHa, Kanouoam
uckyccmbobederus, doyenm, kagedpa KAACCUHECKO20 MaHyd,
Mockobckasn  eocydapcmBennas  axademusi  xopeozpacpuu;
3abedyiowjan  xacpedpoi  uckyccmba  Gasemmericmepa,
Wncmumym coBpemennoeo uckyccmba, Mockba, Poccus

Anna MELOVATSKAYA, PhD, Associate Professor, Department of Classical
Dance, Moscow State Academy of Choreography; Head of the Art
Choreographer Department, Institute of Contemporary Art, Moscow, |
Russia

BAJIET «PAUMOH/IA» B IIOCTAHOBKE I'EHHAIMSI MAJIXACSIHLIA
TPAJIULIMU Y1 HOBATOPCTBO B TBOPYECTBE XOPEOI'PA®A-IIECTUAECSTHUKA

ABTOp noknaza obpamaercs k nepuony 1960—1970-x rr.— BpemeHu paciBeTa
coBeTckoro OanerHoro tearpa. Ha nanHoMm mcropudeckom stare Bo mHorux Tearpax CCCP
paboTtajio IMOKoJeHHe XopeorpadoB-HOBATOPOB, TBOPYECTBO KOTOPHIX OCHOBBIBAJIOCH Ha
BEPHOCTH TPAJMIMSAM U FOTOBHOCTU IIPEACTABUTh COOCTBEHHOE BHJCHHE DPa3BUTHS
OaserHoro Tearpa. B Jokiame wMccnenyercs paHHUM IEpHOA TBOPYECTBA OIHOIO M3
niecTuecaTHUKoB — xopeorpada ['ennanust ['apacBuya Manxacsuua (1937—2008). Astop
JIOKJIaJla aHAIM3UPYET C TOYKH 3PEHUs HCKYCCTBa Xopeorpada oIuH M3 MEepBbIX CEKTaKIen
I''T. Manxacsaiia — Oaner «Paiimonma» Ha My3blky A.K. ['masyHoBa, mocTaBieHHBIN
B 1972r. B Boponexckom Tearpe omepbl u Oamera. TsopuyectBo ['.I'. ManxacsHua
NPaKTHYECKH HE M3Y4eHO, Hay4yHas paboTa B 3TOM HANpaBICHHM TOJIBKO Hayajach.
B noxnane BriepBble HCHONBb30BAaHBI MaTepHalbl apXHUBa CEMbU Xopeorpada — raseTHbIe
PELICH3HUH, TIPEANPEMBEPHBIC U IPEMBEPHBIE PEIOPTaXKH, AHOHCHI CIIEKTAKIICH. AKTYaJIbBHOCTh
UX BBEJICHHS B HAYYHBIH 000POT 3aKJII0YAETCS B HCOOXOAUMOCTH HCCIECOBAHHS TBOPUYECTBA
OaneTMeiicTepoB-HOBAaTOPOB BTOpOH TTOJIOBUHEI XX BEKa, B YaCTHOCTH —
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OaleTMeicTepCcKOM — aHaJIM3€ CIIEKTaKieH, COMmENINX CO CHEHbBl U He HMEIOINX
puneosarmcy. [.I'. ManxacstHiy B 1970-e rr.  peann3oBbiBa)l Ha TPAKTHKE COOCTBEHHOE
MIPE/CTaBICHAE W IIOHUMaHHEe IIOCTAHOBOYHOTO MpoIecca B Xopeorpaduu, pa3padaTbiBail
OaneT™MeiicTepcKiie MPHEMBI W peXHccepckue NpuHIMIBL. TBopyectBo [.I'. ManxacsHia
OTpakaeT IPEeeMCTBEHHOCTh ITOKOJICHUSI XOpeorpadoB-MOCTaHOBIMKOB 1960-x rT. 10
OTHOIICHUIO K OaysleTHoMy Tearpy XIX — mepBoit moioBuHBI XX B., J0Ka3bIBacT
HEoOXOUMOCTb OIOpH! Ha TPAAUINHU U JTOCTIKEHHST Xopeorpados mpomnioro. [lomydeHHbIe
B UCCJICJIOBAaHUM PE3YJIbTaThl IIOKA3bIBAIOT, YTO HA OCHOBE TBOPYECKUX IIOMCKOB
u 3kcniepumenToB I'.I'. ManxacsHua ecTh BO3MOXKHOCTb IIPOCIEIUTh OCHOBHBIE TEHICHIMU
Pa3BHUTHSL POCCHICKOro OalleTHOro TeaTpa BTOpoil monoBmHBI XX Beka. MccremoBanme
pacimmpsieT NpeACTaBIeHHUs O MEPCIeKTHBaX Pa3sBUTHS COBPEMEHHOI'O XOPEOorpagHyecKoro
HCKyccTBa. BBomuMble B HaydHBIH 00OpOT apxXWBHBIE MaTepHalibl W aHamM3 Oaiera
«Paiimonma» I'.I'. Manxacsnma OymyT TOJe3HBI WCTOpPHKaM TeaTrpa, a Takke MOJOIBIM
OaneTMelicTepaM, memaroraM, ydJammMmcsl Xopeorpadguieckux (akylIbTeTOB B OCBOCHUH
0a30BBIX TPUHIIMIIOB ITOCTAHOBOYHON [EATENBHOCTH, PEXHCCEPCKHX IPUEMOB, METOIIOB
U etaneil paboTel Xopeorpada-TIocTaHOBIIUKA HaJl KOMITO3UIMEH TaHIA Malod W KPYITHOH

(bopMBL.

RAYMONDA BALLET STAGED BY GENNADY MALKHASYANTS:
TRADITIONS AND INNOVATION IN THE WORK OF THE SIXTIES CHOREOGRAPHER

The author of the paper refers to the period of 1960-1970s — the heyday of the
Soviet ballet theater. At this historical stage, a generation of innovative choreographers
worked in many theaters of the USSR, whose work was based on loyalty to traditions and
readiness to present their own vision of the development of the ballet theater. The paper
examines the early creative period of choreographer Gennady Garaevich Malkhasyants
(1937-2008), one of the sixties. The author of the paper analyzes one of the first
performances by Malkhasyants — the Raymonda ballet to the music of Alexander Glazunov,
staged in 1972 at the Voronezh Opera and Ballet Theatre. Creativity Malkhasyants has
practically not been studied, scientific work in this direction has just begun. For the first time,
the paper uses materials from the archive of the choreographer's family — newspaper
reviews, pre-premiere and premiere reports, performance announcements. The relevance of
their introduction into scientific circulation lies in the need to study the work of innovative
choreographers of the second half of the 20" century, in particular, the choreographer’s
analysis of performances that have left the stage and do not have a video recording.
Malkhasyants in the 1970s put into practice his own idea and understanding of the staging
process in choreography, developed ballet master techniques and directing principles.
Creativity Malkhasyants reflects the continuity of the generation of choreographers of the
1960s in relation to the ballet theater of the 19" — the first half of the 20" century, proves the
need to rely on the traditions and achievements of the choreographers of the past. The results
obtained in the study show that, on the basis of creative searches and experiments,
Malkhasyants, there is an opportunity to trace the main trends in the development of the
Russian ballet theater in the second half of the 20" century. The study expands the
understanding of the prospects for the development of modern choreographic art. Archival
materials introduced into scientific circulation and analysis of the ballet Raymonda by
Malkhasyants will be useful to theater historians, as well as young choreographers, teachers,
students of choreographic faculties in mastering the basic principles of staging, directing
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techniques, methods and details of the choreographer's work on the composition of small and
large dance.

MWUTPOBWY, Papom, PhD, doyenm, xagpedpa mysvikoBedeHus,
haxyavmem mysviku, Ynubepcumem uckyccmé 6 beaepade,
beaepao, Cepbus

Rados MITROVIC, PhD, Assistant Professor, Department of
Musicology, Faculty of Music, University of Arts in
Belgrade, Belgrade, Serbia

TPAKTOBKA BAJIETHOM ITAPTUI
B CIOPPEAJIMCTUYECKO¥ ITbECE MUJIOE MUJIOEBUYA «METJIA CITY)KAHKIY

B 1923 romy cepOckmit kommozntop Mmuioe MusoeBHd BMeECTE C IHCATEIEM-
croppeanctoM Mapko Puctuuem cospan Ganer «BeHHK city)KaHKH», MpeMbepa KOTOPOTO
cocrosuiach B pamkax Oama «1002 Houb» B benrpane. Peus maer o criexrakie, HMeBIIEM
TYMaHUTApHYIO [eJIb W SBISBIIEMCS, 110 YTBEPXKICHHUSIM, «@HAJIOroM» O(OpMIIEHHOTO
1o100HbIM ke 00pasom [lapmxckoro 6ana — kak GrarorBoputensHOro Meponpustis Corosa
PYCCKMX XyHOKHHKOB B Ilapmike. MHOro4nCICHHbIE NMPU3HAHHBIE XYIOKHUKH Pa3IMIHOMN
CTWIMCTUYECKOW M TIOITHYECKON HAINpaBICHHOCTH AaKTUBHO Y4YacTBOBAJIM B IIPOEKTE,
KOTOPBI OBUT TOAIEp)KaH TOCYIAapCTBEHHBIMH YyupekaeHusmu. Cam Oaner sBIsieTcs
HOBaTOPCKOW ¥ YHHKAJbHOM IIOMBITKOM CO3/JaTh CIOPPEATMCTHYECKOE MY3BIKaJIbHO-
CLICHUYECKOE COObITHE B cepOCKOIl M I0rOCIaBCKOH JIMTEPAType, a TAKKe PEAKUM IIPUMEPOM
B EBpone. «Icuxonoruueckuii 06aner 60ApCTBOBAHMS M CHOBUJICHUA», KaK CKa3aHO B TEKCTE
Puctnua, npencraiser co00i «IIPOMCXOAAIIEE B TOJI0OBE II03Ta» U OJIM30K K TOMY, YTO B TO
e BpeMs JieNay npeacTaBurenn QpaHiysckoil mecrepku. OnHako MunoeBuY NPUBHOCHT B
MIPOM3BE/ICHUE OPUTMHAIIBHBIN MOIX0A, KOMOMHUPYS pa3Hble My3bIKaJlbHbIC (PparMeHTh U3
JAIEKUX TO3TUYECKUX MCTOYHMKOB, M C IIOMOLIBIO TEXHUKH KOJUIaXKa CO3/1aeT Ype3BbIUaiiHO
pa3HOOOpa3sHoe My3blKajbHOe MpousBeneHue. O caMoi My3bIKE€ B paMKax cepOCKOro
MY3bIKO3HaHHUs HAIlCAHO MHOTO, HO MO 3TOMY IOBOJAY OCBETJIIO BOIPOC HCIIOJIB30BAHUA
OaJeTHBIX CpeACTB B npou3BeneHud. Onupasck Ha Xopeorpaduueckue pemenus Biagumupa
JloryHoBa (0OHapy)xeHHbIC B €AMHCTBEHHOW BHICO3AIUCH TOTO IPOM3BEICHUS, CACITaHHON
Papnorenesunennem Benrpama B 1983 1.), s mpoaHanmu3upyl0 €ro IMOCTaHOBKY, 0C000
MOAYEPKHYB TOT (DaKT, 4YTO OaJleT HA CAMOM JIelie UMEeT CIeU(UUSCKYI0 UILTIOCTPATUBHYIO
(GYHKIMIO B KOMITO3UIIMM BMECTE C PACCKa34MKOM M akTepamu. VimMes B BuIy, 4yro MuoeBuy
obo3Haum mpousBeneHue kak ballet grotesque, s mokaxy, kak JIOryHOB MOHMMAJ 3TOT
II0/13ar0JIOBOK, COYETasi HJIEMEHThI IPOTECKHOIO TaHNA (M3BECTHOrO U3 0aJeTHOH Tpaauiuu
ballo grottesco), manromumsr u ballet blanc, koropsie, B 06IeM KOHTEKCTE TakKe HMEET
OTTEHOK UPOHUHU. B 3TOM cMBICIIE JOKIIa/] IPOJTMBAET CBET Ha COOTHOLICHUE MEXKY TEKCTOM,
MY3BIKOW M caMoOii TOCTAHOBKO#, Xopeorpadus KOTOPO#, Kak U cleHorpadus, mpeacTaBisior
€000 ONBITKY BO3POAUTH MIEPBUYHBIH, CIOPPEATUCTUUECKHN XY/10KECTBEHHbBII KOHTEKCT, B
paMKax KOTOPOTO CO3aBajioch 3TO MPOU3BEICHHE.

THE TREATMENT OF THE BALLET PART
IN MILOJE MILOJEVIC’S SURREALIST PIECE SOBAREVA METLA (THE SERVANT s BESOM)

In 1923, the Serbian composer Miloje Milojevié, together with the surrealist writer
Marko Risti¢, created the ballet The Servant’s Besom, which premiered as part of the ball
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1002. night in Belgrade. It is about a spectacle that had a humanitarian purpose, and which,
according to the allegations, was the ‘counterpart’ of the similarly designed Paris Ball, as a
charitable undertaking of the Union of Russian Artists in Paris (see: Bojan Jovi¢, Zaumna
Seherezada: About Belgrade and Paris (avant-garde) balls between two wars, Muzikologija
14, 2013). Numerous recognized artists of various stylistic and poetic orientations actively
participated in the project, which was supported by state institutions. The ballet itself is a
pioneering and unique attempt to create a surrealistic musical-stage event in Serbian and
Yugoslav literature, but also a rare example in the Europe. The ‘psychological ballet of
waking and dreaming,” as stated in Risti¢’s text, represents ‘the happenings in the poet’s
head” and has a closeness to what the representatives of the French Six were doing at the
same time. However, Milojevi¢ brings an original approach to the work, combining different
musical fragments from distant poetic sources, and with the help of the collage technique, he
creates an extremely diverse musical work. Much has been written about the music itself
within the framework of Serbian musicology, but for this occasion I will shed light on the
issue of the use of ballet means in the work. Relying on the choreographic solutions of
Vladimir Logunov (which were found in the only recorded video of this work, made by Radio
Television Belgrade in 1983) | will analyze his setting, especially emphasizing the fact that
the ballet actually has a specific illustrative function in the composition, along with the
narrator and actors. Bearing in mind that Milojevi¢ marked the work as ‘ballet grotesque,” |
will show how Logunov understood this subtitle, combining elements of grotesque dance
(known from the ballet tradition of ‘ballo grottesco”), pantomime and ‘ballet blanc,” which, in
the general context, also has a touch of irony. In this sense, the paper will shed light on the
relationship between the text, the music and the staging itself, whose choreography, as well as
the scenography, represent an attempt to revive the primary, surrealistic artistic context,
within which this work was created.

MOWCEEB I'puropmint AHaTtonbeBny, Kanouoam
uckyccmbobedenus, — cmapwiuil  HAYYHBI  COMPYOHUK,
MockoBckas  eocyoapcmBennan koncepbamopua um. I
Yauixobckoeo, Mockba, Poccus

Grigory MOISEEV, PhD, Senior Researcher, Moscow State
Tchaikovsky Conservatory, Moscow, Russia

«BO IHA BAJIETOB U BJIMHOB. . .» OTPAXEHUE CTOJIMUHOM BAJIETHOM XXU3HU
B JIHEBHHUKAX BEJIUKOI'O KH$1351 KOHCTAHTUHA HUKOJIAEBUUA

He npunamiexxa k mnpodeccHoOHANbHOMY apTHCTHYECKOMY COOOILIECTBY, BEIHMKHIA
kHs3b KoHcrantH HukonaeBud Obl1 cTpacTHbIM 0ajeTOMaHOM M aKTUBHBIM MY3bIKaHTOM-
moburenem. Ero nuyHele THEBHUKH, OXBaThiBatoue nepuox ¢ 1836 mo 1889 rox comepxar
MHOT'OYHCIICHHBIE BBICKA3bIBAHHMS O OaJeTHBIX IOCTAHOBKAX, PYCCKUX M EBPONEHCKUX
OanerMeiicTepaXx M TAHIOBLIMKAaX. 3almMCIM MPHCYIIA OLEHOYHAs COCTABIISIONIAs, YTO
MO3BOJISIET COOTHECTH MX KaK C MY3BIKAJbHOH MyONHIMCTUKOH, Tak U C JIMTEPaTypHO-
MO3THYECKUM HaclequeM Toro BpeMeHH. CrienuanbHOe BHUMaHHE YJEJeHO: 1) IeTCKHM
BIICYATJICHUSAM BEJIMKOIO KHA3S — THITHOTHYECKOMY BO3JICHCTBHMIO Ha HEro OalieTHOro
uckyccrBa («Mopckoii pazooitauk» ¢ M. Tansorn u H. [onbuem, 1840); 2) manon3BecTHOMY
«baneTHOMY» cTHXOTBOpeHHIO 1. A. BsizeMcKOro, aipecoBaHHOMY BEJIMKOMY KHS3I0 M €ro
crapmemMy Opary, ummneparopy Anekcaumpy Il (dbespans 1874); 3) ucropuu TearpaibpHOI
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MMOBCETHEBHOCTH (B TOM YHCIIE, TPAarMIeCKUM 3mu307aM). Ha crpaHuiiax THEeBHHUKA BEJTHKHN
kus3p Koncrantun HukonmaeBud mnpelcraer Kak 3aBcergarail 3aKyJIMCHOW JKHU3HU: €ro
CO0ECETHUKN — JHUPEKTOpa UMIIEPATOPCKUX TEaTPOB, KPUTHKU, KOMITIO3UTOPHI, MY3bIKAHTHI
GanerHoro opkecrpa, Oanermeticrepsl (. Tanbonn, Cen-Jleon, Ileppo, M. Iletnma),
Oanepunbl ¥ TaHNoBIIMKA (M. Tanponn, AnnpusHoBa, Illnedoxt, Dnbciep, Bormanosa,
I'pusn, Bazem, ['panmoBa, CypommkoBa-Iletnmna, Pamwmna, Tombm, [pemmo, [epar,
CrykonkuH W Jp.). B Jokiane BhepBbie IpeicTaBlieHa KOMIDICEKCHAs XapaKTePUCTHKA
JTHEBHUKOBBIX 3alKced MpeCcTaBUTelNls AMHACTUM POMaHOBBIX, CBSI3aBIIETO CBOIO KH3Hb C
OaneroM ceMeitHbIME y3amu (kopudeiika AHHa KysHerosa). BriepBeie orieHeHa cTereHb ux
WH(POPMATUBHOCTH: TIO0 CBOCH HACBINICHHOCTH OHHM COINOCTaBUMBI C HCTOYHHKAMH, YXKE
BOLICJNIMMHI B Hay4dHbId 0OMXOX (TakWMH, Kak BocrioMuHaHus A. AnmaHa, E. Bazewm).
W3ydyeHne JHEBHUKOB IIO3BOJISIET BOCCO3JMAaTh OOBEMHYIO KapTHHY OalleTHOH J>KM3HU H
n30exaTh  ONHOCTOPOHHHX  TPAaKTOBOK.  VIcmomp3yloTcsi — METOXBI  MY3BIKaJIBHOTO
HUCTOYHUKOBEICHUSI, KOMIIApaTUBHBIN aHAJIN3 UCTOUHUKOB.

‘IN THE DAYS OF BALLETS AND PANCAKES...” REFLECTION OF THE RUSSIAN IMPERIAL BALLET
IN THE PERSONAL DIARIES OF GRAND DUKE KONSTANTIN NIKOLAEVICH

The main subject of this paper is the perception of the nineteenth-century ballet
heritage contained in the personal diaries (journal intime) of Grand Duke Konstantin
Nikolaevich (1827-1892), president of the Imperial Russian Musical Society and a major
Russian statesman. While not a member of the professional artistic community, Grand Duke
Konstantin Nikolaevich was a passionate balletomane and an active amateur musician. His
journal intime, covering the period from 1836 to 1889, contain numerous statements about
ballet performances, Russian and European choreographers, and dancers. The diary entries
have an evaluative component. This allows us to relate them to be correlated with both
musical journalism and the literary and poetic heritage of that time. Special attention is paid
to the Grand Duke’s childhood impressions — the hypnotic influence of ballet L’Ecumeur de
Mer (with Taglioni, Shlefocht, Goltz, Gredlu, 1840); the little-known ‘ballet’ poem by Peter
Vyazemsky addressed to the Grand Duke and his elder brother, Emperor Alexander Il
(February 1874), as well as a history of theatrical everyday life (including tragic episodes).
On the pages of his diary, Grand Duke Konstantin Nikolaevich appears as a habitual
frequenter of backstage: his interlocutors include directors of the imperial theaters, critics,
composers, ballet orchestra musicians, and choreographers (Ph. Taglioni, Saint-Léon, Perrot,
M. Petipa), ballerinas and dancers (Andreianova, ElBler, Bogdanova, Grisi, Vazem,
Grantzow, Surovshchikova-Petipa, Radina, Gerdt, Stukolkin, and others). For the first time
the report presents a comprehensive description of the diary entries of a Romanov dynasty
representative who tied his life to the ballet with his family ties (coryphée Anna Kuznetsova).
For the first time the degree of their information content was estimated: in terms of their
saturation, they are comparable with sources already included in scientific use (such as the
memoirs of A. Adam, E. VVazem). Further study of these documents will allow us to recreate a
more voluminous picture of ballet life, avoiding a one-sided interpretation of the facts.
Methods of musical source study and comparative analysis of sources are used.
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MOKPOYCOB Anexcert bopucosny, He3aBUCUMbITL
uccaedoBament, — eaabuviii  pedakmop  “MockoBcroeo
KHUXKH020 HKypHasa”, Mock6a, Poccus

Alexey MOKROUSOV, Independent Researcher, Editor in Chief,
The Moscow Review of Books, Moscow, Russia

OT FAPEMA J10 KOJIXO3A: 3BOJIFOLUS JIMBPETTO KAK CTPATET M.
HA 1iPUMEPE BALLETS RUSSES CEPTEsl JIATUIIEBA

Ha mapmxckoit mpembepe «lllexepesams» B 1910 romy ciaydwincs OmuH W3
MHOTOYHCIICHHBIX CKaH/IAJIOB, TPECIIEIOBABINNX TPYMHITy JlsruneBa Ha NPOTSHKEHUN BCel ee
nucropuu. B mporpammke aBTopom Oarera Obl1 HazBaH He beHya, a Bakcr. OckopOneHHEIH /10
riryouHsl tymy beHya mokisiics Gonbine HUKoOrma He padoTaTth ¢ [ATHIEBBIM — W BCKOpE
npunsiics 3a «[lerpymky». OTHOIIEHHE K aBTOPCTBY CIOKETa B JITMIICBCKON TpyIe OBLIO
Pa3HBIM — JMOPETTO YacTO CO3JaBAJMCh KOJUIEKTUBHO, XOTS HE BCE YJaCTHHKH IIpolecca
COMIAIIATNCH JIETIMTHCS CIaBOH ¢ KomuleraMu. Bo3moxHo, camomy JlsaruieBy mpobGiema
mOpeTTo He KaszaJlach 3HAYMTENBHON, OCHOBHOW yIOp Jjenancs Ha Xopeorpadmuio,
JIeKOpaliH, KOCTIOMBI M MY3bIKYy. HO mocTeneHHO ero moHMMaHWe JHOPETTO MEHSUIOCh -
BMECTE C Pa3BUTHEM O0I1IeH KOHLETIINH «PYCCKUX OaneroBy». Korna or nokasa xiraccHueckux
MIPOM3BE/ICHUI 1 OaJIeTOB Ha y)KE CYIIECTBYIOIIYIO MY3bIKY OH IEpelIel K CHCTEME 3aKa30B,
cTaya siCHa HOBas POJb CIOKeTa M 3HaueHue Qurypsl Jmbpertucra. B kauectBe aBTOpOB
CTaJI NPUBJIEKAThCS JINTEPATOPbI IIepBoro psnaa, kak I'yro ¢gon 'opmancrans u I'peropuo
Maprunec Coeppa, win Oyayume 3Be3zsl, kak XKan Kokro. Mnes He HOBas, yxe Teopuis
Totbe 3anmoxumn B cepenuHe XIX Beka TpaauuMio, B COOTBETCTBUM C KOTOPOW YCHEIIHbIE
IIMCATEeNM CO3[aBajik JIMOpETTo, HO WMEHHO JlArmieBy yaanoch BEpHYTb Oanery
BBICOKOIPO(ECCHOHANBHBIX JINTEPATOPOB — HAPSAY C KOMIIO3UTOPAMH M XyJOKHHKaMH. OT
HOBOW NPAKTHKU OH BCKOPE OTKAa3aJiCsi, U HE TOJBKO U3 3KOHOMHUH, JUOPETTO BHOBb CTald
COYMHSATH IOCTAQHOBIIMKH, IIEPBEHCTBO JIOIrOe BpeMs ocraBajiock 3a CTpPaBUHCKUM, B
HoCIeIHNe ToMbI cymecTBoBanus Ballets russes mratHsiM apamaryprom orrytun ceds bopuc
KoxHo, uyro oneHunu naneko He Bce. C HOBBIMM aBTOpaMH IIPHUIIA U COBPEMEHHOCTb — B
BUJIE TEHHHUCUCTOB, MOPTOBBIX JIEBYIIEK, MAaTPOCOB, I1AaCCAXUPOB Mualierocs Ha Jla3ypHslil
oeper «[onyboro 3kcrpecca». Anodeo3om HoBoro okaszaicsi «CTanbHOI CKOK», Oaner u3
KHU3HH COBETCKMX KOJIX030B, HO OXHIAaeMOro ckaHnaiga (c rojamu JlsruneB mnepecrai
00ATHCS CKaHAJIOB, MOHSB, YTO OHM IIOMOTAIOT «IeNlaTh KacCy») He ciaydmiiock. Pemyrarms
peBontolMoHepa U pedopmaTopa TpeboBasa MOCTOSHHOIO HOAHATHS IUIAHKH, OXXHIAHWS
MOIJIM OIpaB/aTh Xopeorpaduyeckue IMOWCKH, a HE BHIOOp paMKaJbHOTO CIOKETa, HO
UCTOpHSL HEOCYILECTBICHHBIX IIPOEKTOB ¥ IOTEPSHHBIX JIMOPETTO — a MX HEMaJlo -
paccTaBiIseT UHbIE aKLCHTHI.

FrRom A HAREM TO A COLLECTIVE FARM: EVOLUTION OF LIBRETTO AS A STRATEGY. ON THE
EXAMPLE OF SERGE DE DIAGHILEV’S ‘BALLETS RUSSES’

At the Paris premier of Sheherezada in 1910, there was a scandal, one of the
numerous ones always entailing Diaghilev’s troupe throughout its history. In the program of
the performance, Leon Bakst was claimed to be the author of the ballet, not Alexander
Benois. Deeply offended, Benois had sworn to stop working with Diaghilev — but soon
started the ballet Petrushka. The attitude towards the plot authorship in Diaghilev’s troupe
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differed — librettos were often created collectively, although not all participants of the process
agreed to share their fame with colleagues. Probably, Diaghilev himself did not regard the
problem of libretto important, focusing mostly on choreography, stage design, costumes, and
music. But gradually his understanding of the libretto changed — along with the development
of the general concept of ‘Ballets Russes.” When he switched from using classical works and
ballets to existing music to ordering new ones, the new role of the plot and the meaning of the
librettist became clear. Diaghilev began to invite recognized writers such as Hugo von
Hofmannsthal and Gregorio Martinez Sierra, or future stars like Jean Cocteau. The idea was
not new, since Theophile Gautier had already established a tradition in the middle of the 19
century to order librettos to successful writers, but it was Diaghilev who managed to return
highly professional writers into the art of ballet along with composers and artists. Quite soon
he refused of this approach, not only due to economic reasons; stage directors began to
compose librettos themselves again. For a long time the main author was Stravinsky, but in
the last years of ‘Ballets Russes’ Boris Kochno took a role of a full-time playwright, which
was not appreciated by everyone. New authors brought modernity with them into the troupe —
realized in the images of tennis players, port girls, sailors, passengers rushing to the Cote
d’Azur on Le Train Bleu. The apotheosis of the new form became Le pas d’acier, the ballet
on the life of Soviet collective farms, but the expected scandal did not happen (over the years
Diaghilev stopped being afraid of scandals, realizing that they helped to ‘make a box’). The
reputation of the revolutionary and reformer required to raise the bar constantly; expectations
could justify choreographic search, but not the choice of a radical plot. Thus, the history of
unfulfilled projects and lost librettos — there are many of them — places different accents.

MOPO3O0BA IOnmnana AneKcaHAPOBHA, npenodabamens, kageopa
MY3bikaavHoeo uckyccmba, Axademus Pycckoeo 6asema
umenu A. 4. Baearoboii, Canxm-Ilemepbype, Poccus

Yuliana MOROZOVA, Lecturer, Musical Art Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

V4o
CHHTE3 MY3bIKI 1 XOPEOT'PA®UU B TAHLIE IIOCTMOJIEPH: TBOPYECKHIA TAHIEM
MEPCA KAHHUHIEMA U JIXKOHA KE)KA KAK OCHOBA CTPATEI'MU XOPEOIPADA

Ha cerognsmHuii 1eHb, NOCTMOAEPH-TAHELl - OJHA M3 CaMbIX WHTEHCHBHO
Pa3BUBAIOIIUXCS] HAYYHBIX TeM. B mocienHee BpeMs ObUIO MEpEeBECHO HA PYCCKUH SI3BIK U
BBIIYLIIEHO HEMaJI0 KHHI, KaK XOpeorpadoB-IIPAKTHKOB, TaK U TEOPETHKOB IOCTMOIEPH-
tanna. CTonp ke BaKHOM M Pa3BHBAIOIIEHCS B MCKYCCTBO3HAHMM TeMoW siBisgercs HoBas
My3bika © TBOpuecTBO Jxona Keiimka. OnHako, TemMa aKTHBHOTO B3aUMOJEHCTBUS
xopeorpada 1 KOMIIO3UTOpa, creluduka ux paboTel B TBOPYECKOM TaHIEME SBISETCS TEMOM
€Il HeJI0CTaTOYHO PacKPHITON M N3ydeHHOH. B ncropuu pa3ssutus TaHIia BaXKHBIM, a HHOTAA
OnpeeNonMM GaKTopoM, ObIIO €ro My3bIKaJIbHOE COMPOBOXKICHHE. JTOT CHHTE3 UCKYCCTB
Jlal HaM MHOXKECTBO BEJIMKHX TPOM3BEIECHHH M HECKOIbKO 3HAMEHATEIbHBIX TBOPUECKHX
COIO30B, BOIIEAMUX B ucToputo. K TakuM coro3aM MOXHO IPUYUCIHTH SIPKHH
WHHOBAIIMOHHBIN TaHgeM xopeorpada Mepca Kannunrema u kommnosuropa [xona Keiimka.
OT0 J1BE APKHX, HHAWBHAYAJIbHBIX JIMYHOCTH, BECOMO IIOBJIMSBIINE Ha pa3BUTHE
coBpeMeHHoOro uckyccrBa. Eme ¢ 1930-x rogoB [>xon Kelimk nckan HOBBIE yTH B MY3BIKE,
HOBBI€ ()OPMBI U CIIOCOOBI BBIPAXKEHHMSI, & CBOUMH TBOPUECKUMH U/AESIMU BJJOXHOBHMJI MHOTHX
JIPYTUX XYAOKHHMKOB, B ToM umcie U Mepca Kamnmnarema. C 1940-x romos Keitmk u
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KaHHMHTeM CTany MOCTOSHHBIMU COABTOpaMH. 3a TOABI COTPYIHHUYECTBA OHH HCCIIEIOBAIN
OTHOULICHUS MEXKAY MY3BIKOM U TaHIIEM, HAPYLIMIM TPaJAULMOHHBIC KOMIIO3ULIMOHHBIE CBS3U.
Ot BmmsHNs Jxona Keiika rimaBHBI TBopueckuii Meron B xopeorpaduu Kannmarema —
MIpUMEHEeHNEe MPUHINNA CIyJalHOCTH (aJeaTOpHKH), KoTopbli Kelpk akTHBHO pasBUBaN B
My3bIKE. AJleaTOpuKa HCIOIb30BaacCh BO BCEX ACIEKTaX COUMHEHUS U MCIONHEHMS, B UX
IIOCTAaHOBKaX C(OPMUPOBATIOCH HOBOE IIOHHMMAaHHE CHUHTE3a HCKYCCTB, CBS3aHHOE C
MIPUHLUITNAIBHON  HE3aBHCHMOCTBIO,  Pa300MIEHHOCTHIO  COCTABISIIOIINX  CIEKTaKJIs.
KanHuHreMm chirpain BaKHyIO posib B TOM, YTO COBPEMEHHBIN TaHel] [IOBEPHY/I Ha HOBBIH IIyTh
pasBurus. IloMMMO HOBOro B3IJIfla Ha CHUHTE3 HCKYCCTB, OH IPENIOKWI I10-HOBOMY
B3IJISIHYTh Ha TO, 4TO ecTh TaHel. Ilo KanHuHremy, TaHiem MOXET CTaTh BCE, TaHEL] HE
JIOJDKEH MMETh HUKaKOrO CHOJKETa, HE JIOJDKEH HU O YeM IIOBECTBOBATh U JJa)Ke HE JIOIKCH
Hu4ero BeIpakaTh. Kak Kei/uk Bumen My3biky B mroOoM mmyme, Tak W KaHHMHTEM, BHIENT
CMBICH JaXke B OOBIACHHBIX, TIOBCETHEBHBIX JBIDKEHUSX, W, Kak KelmKk B MOITYaHUH, BUIEI
CMBICII B HENOJBIKHOCTH, HE MEHBIIMH, 4yeM B IBMKeHUU U 3Byke. Kannunrem u Keimx
Pa3IBUHYIIN TPaHUIBI NOHUMAaHHS, YTO TaKOe TaHeIl M My3bIKa, U KaK OHH JJOJDKHBI OBITh
Mexay coboii cBs3aHbl. O0a XyZOKHUKA OBLIM YHUKAIBHBI, SPKO WHIUBUIYAJIBHBI, OJHAKO
HaIUTH OOIHMH IyTh, OTKPBIIM HOBBIH B3TJISJ Ha CHHTE3 JIBYX BHIOB UCKYCCTB — MY3BIKH U
xopeorpadum, MOBJIHIB Ha Pa3BUTHE COBPEMEHHOTO TaHIIA.

SYNTHESIS OF MUsIC AND CHOREOGRAPHY IN POSTMODERN DANCE: THE CREATIVE TANDEM
OF MERCE CUNNINGHAM AND JOHN CAGE AS THE BASIS OF THE CHOREOGRAPHER’S STRATEGY

Today, postmodern dance is one of the most intensively developing scientific topics.
Recently, many books have been translated into Russian and published, both by practicing
choreographers and postmodern dance theorists. An equally important and developing topic
in art studies is the New Music and creativity of John Cage. However, the topic of active
interaction between the choreographer and the composer, the specifics of their work in
creative tandem is a topic that has not yet been sufficiently disclosed and studied. In the
history of the development of dance, an important and sometimes decisive factor was its
musical accompaniment. This synthesis of the arts has given us many great works and several
significant creative unions that have gone down in history. Such unions include the bright
innovative tandem of choreographer Merce Cunningham and composer John Cage. These are
two bright, individual personalities who have significantly influenced the development of
modern art. Since the 1930s, John Cage has been looking for new ways in music, new forms
and ways of expression, and with his creative ideas inspired many other artists, including
Merce Cunningham. Since the 1940s, Cage and Cunningham have become permanent
collaborators. Over the years of cooperation, they explored the relationship between music
and dance, broke traditional compositional ties. From the influence of John Cage, the main
creative method in Cunningham's choreography is the application of the principle of
randomness (aleatorics), which Cage actively developed in music. Aleatorics was used in all
aspects of composition and performance, in their productions a new understanding of the
synthesis of the arts was formed, associated with the fundamental independence, disunity of
the components of the performance. Cunningham played an important role in the fact that
modern dance turned on a new path of development. In addition to a new look at the synthesis
of the arts, he offered a new look at what dance is. According to Cunningham, everything can
become a dance, a dance should not have any plot, should not narrate anything and should not
even express anything. Just as Cage saw music in any noise, so Cunningham saw the meaning
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even in ordinary, everyday movements, and, like Cage in silence, saw the meaning in
immobility, no less than in movement and sound. Cunningham and Cage pushed the
boundaries of understanding what dance and music are, and how they should be related to
each other. Both artists were unique, vividly individual, but they found a common path,
opened a new look at the synthesis of two types of arts — music and choreography,
influencing the development of modern dance.

MYP3AI'YJIOBA Amnens Myp3arysioBHa, acnupaum, kagpedpa
nedacoeuxu, Kasaxckas HayuomarsHas axademus xopeoepacgpuu,
Acmana, Kazaxcman

HayuHblil pyKOBOOMTENIb - HOKTOp IIENArormyeckmx Hayk
Kynebexosa Avrys Kenecosra

Anel MURZAGULOVA, Postgraduate Student, Pedagogy Department,
Kazakh National Academy of Choreography, Astana, Kazakhstan

Scientific adviser - Aigul Kulbekova, Dr. Habil. (Doctor of Pedagogy)

DTHO XOPEOI'PA®HS B CUCTEME MUPOACCOITMATUBHBIX CBS3EN KAZAXCKOI'O HAPOJIA

Jloxyag npescTaBisieT co00i MCTOPHYSCKYIO CHPABKY O BOSHUKHOBEHHH Ka3aXCKOIO
sTHHYecKoro TaHia. CoOpaHHbIC B HEM CTAaThH OMPOBEPTAIOT THIIOTE3Y O TOM, YTO y Ka3aXOB
HE CYIIECTBOBAJIO HAPOAHOro TaHa. C MO3ULHU XPOHOJIOIHYECKOTO aHAIN3a PAcCMOTPEHEBI
SIPKHE TIEPHOJIbI CTAHOBJICHHS HAI[MOHAJIBLHOTO TaHIa U Oanera. CresaH BBIBOJ O TOM, YTO B
paMKax MHTErpallid HAapOIHOTO TaHIA W €ro NIo0anM3allid, OH TeM CaMbIM HE CTall
MEPEKUTKOM JJAJIEKOro MPOIUIOro, a Hao00poT, chopMHUpOBaIl CBOII COOCTBEHHBIH MOYEPK U
UJICHTHYHOCTb, KOTOPBIi siBisieTcs rapanroM HesaBucumoro Kazaxcrana.

ETHNO CHOREOGRAPHY IN THE SYSTEM OF WORLD-ASSOCIATIVE RELATIONS
OF THE KAZAKH PEOPLE

This report is a historical reference about the origin of the Kazakh ethnic dance. The
articles collected in paper disproved the hypothesis that Kazakhs did not have a folk dance.
From the position of chronological analysis, there are considered the bright periods of the
formation of national dance and ballet. The paper concludes that within the integration of folk
dance and its globalization, it thereby did not become a relic of the distant past, but on the
contrary, formed its own handwriting and identity, which is the guarantor of Independent
Kazakhstan.

MBUIBHUKOB [dennc IOpbeBudy, kanoudam uckyccmbobederus,
MAAOWIUTL  HAYYHWI — COMPYOHUK,  CeKmop  KUHO U
meaeBudenus, Poccutickuil uncmumym ucmopuu uckyccmeb, me

Canxm-Ilemepbype, Poccus ‘.‘Q -
Denis MYLNIKOV, PhD, Junior Researcher, Department of Film and
Television, Russian Institute of Art History, Saint Petersburg, Russia

MYVY3bIKA — ITEPCOHAX — TAHEIL:
K ICTOKY OBPA3HOM CUCTEMbI ®UJIIbMA “UEPHBIN JIEBE/B” . APAHODCKI

Icuxonoruueckas apama dappena Apanodeku «Uepnbiit nebeas» (2011 r.) — ato
peaKoe KHHOIPOU3BEICHHE, TOKa3bIBatolIee MpodheCCHOHAIBHBIN MUp Oalieta, IPUYEM C ero
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JIOBOJIBHO HETIPHUTIISITHOM CTOPOHBI. 3pUTEINb CIEANT 3a NCTOpuel OanepuHsl o nmenn Huna
Coitepc (Haramu IlopTman), KOTOpoH BBINAN YHHKAIBGHBIN IIAHC MCIOIHHUTH IBE IJIaBHEBIE
naptuu B «Jlebeauaom ozepe» I1. U. YaiikoBckoro — Opnertsl U Omuninu. OgHAKO OHA HE
MOXKET CIIEHHYECKH YOEOWTEIbHO BBIPA3UTh B TaHIE 00pa3 4epHOro jeders, XOTs Oembli
nebens B €€ HCIONHEHUH BBHINVISIIUT OpraHW4HO. [IbITasch mpeomoneTs cedsl, y IEeBYIIKH
BO3HHUKAIOT MPOOJIEMBI, IOCTETIEHHO OOOCTPSIOLINECS 10 YPOBHS OYEBHUAHBIX ICHXHIECKHX
[ATOJIOTUIl: OHa HACTOJNBKO MOrPYXKAETCs B MaTepual, 4YTO HE 3aMeyacT, Kak ee JMYHas
JKM3HBb W CIOXKET OajieTa HauMHAIOT MepeIuieTaThest Mexay codoil. B nrore, Huna cxomut
yMa ¥ 3aKaHYMBaeT )KN3Hb CAMOYOHIICTBOM, YMHpasi MPSIMO Ha CLIEHE BO BpeMsI CIeKTakis. B
KayecTBe TPHYMH, MpPUBEIMHMX K JedopMamuy CO3HAHUS OallephHBI, apT-XaycCHOH
KMHOKPUTUKONW yKa3bIBaJIMCh: BIACTHAas MaTh, BO BCEM KOHTPOJUPYIOUIAs JIUYHYIO JKU3Hb
JouepH; IOJaBJICHHAs CEeKCyalbHOCTh HUHBI, 3aMelleHHas UCTA3AIOIMMMHU  TEJIO
XopeorpaduueckiuMy 3aHATHSAMH; OYJUIMHT, HWIYOIMH CO CTOPOHBI pEXHCCepa M KOJUIET
OaneprHpl. OnHako, Mal0 KTO W3 AHAJIMTHKOB oOpamiag BHUMAaHHME Ha MOCTOSHHBIN
TapauTeNu3M KHHOM300paXXEeHHs, C TI0OKa3aHHBEIM B HEM JEHCTBHEM (B OCHOBHOM 3pHTEINh
HaOJI0JJaeT 3a MOATOTOBKOM OaleTHOro CIEeKTakisl), M 3Bydamied (Kak 3a KaJpoM, TaKk U
BHYTPH Kajpa) My3blkn u3 «JlebeanHoro ozepa». Tax ApaHodcku co3maeT Uit CBOETO
IJIaBHOTO IIEPCOHAXKa YHUKAJIbHOE ayIHO-BHU3yaJIbHOE IPOCTPAHCTBO, B KOTOPOM
YalikoBCKHH, BBIp&)XEHHBIH 4Yepe3 KOHKPETHOE IPOW3BEJCHHE, OOpeTaeT MaTepHalIbHYIO
(GopMy W CTaHOBHUTCS aKyCTHUECKUM (EHOMEHOM, OYKBaJIbHO BTOPTaloMIMMCS 4epes
CCHCOpHBIC KaHallbl OallepuHbl — CIyXx — B ee co3HaHue. OOpasbl «JlebGennHOro»
CTAHOBSITCSl HEOTHEMIIEMON YaCThIO TICHXOJIOTMYECKOM KH3HHU TJIaBHOro nepcoHaxa. Huna o
HUX JymaeT. 1 31u ke 00pa3bl OHA MBITAETCS BOIULIOTHT B CBOEM TBOPUYECTBE — BBIPA3HTh B
TaHIe. TONbKO y4UTHIBAs 3TY KOTHUTUBHYIO CBSI3b MEXIY MY3bIKOH, IEPCOHAXKEM U TAHIIEM,
MO’KHO TIBITaThCs IMOHATH 00Pa3HO-CMBICIOBYIO COCTaBILIOILYIO «HepHoro nede .

Music — CHARACTER — DANCE:
TO THE SOURCE OF THE FIGURATIVE SYSTEM OF THE FILM BLACK SWAN BY DARREN ARANOFSKY

Darren Aranofsky’s psychological drama Black Swan (2011) is a rare film production
showing the professional world of ballet, and from its rather unsightly side. The viewer
follows the story of a ballerina named Nina Sayers (Natalie Portman), who had a unique
chance to perform the two main roles in Tchaikovsky’s Swan Lake — Odette and Odile.
However, she cannot convincingly express the image of a black swan in the dance, although
the white swan in her performance looks organic. Trying to overcome herself, the girl has
problems that gradually escalate to the level of obvious mental pathologies: she is so
immersed in the material that she does not notice how her personal life and the plot of the
ballet begin to intertwine with each other. As a result, Nina goes crazy and commits suicide,
dying right on stage during the performance. As the reasons that led to the deformation of the
ballerina’s consciousness, art-house film criticism indicated: an overbearing mother who
controls her daughter’s personal life in everything; Nina’s suppressed sexuality, replaced by
choreographic classes torturing the body; bullying coming from the director and colleagues of
the ballerina. However, few analysts paid attention to the constant parallelism of the film
image, with the action shown in it (mostly the viewer watches the preparation of a ballet
performance), and the music from Swan Lake sounding (both behind the scenes and inside the
frame). So Aranofsky creates for his main character a unique audio-visual space in which
Tchaikovsky, expressed through a specific work, takes on a material form and becomes an
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acoustic phenomenon, literally invading through the sensory channels of the ballerina —
hearing — into her consciousness. The themes of the Swan Lake become an integral part of
the psychological life of the main character. Nina thinks about them. And she is trying to
embody these same images in her work — to express them in dance. Only taking into account
this cognitive connection between music, character and dance, one can try to understand the
figurative and semantic component of the Black Swan.

HABWMEBA Myxaité HamamKoHOBHa, npenodadarens
TocydapcmBennvitl  uncmumym uckyccmé u
KYALIYpbl V3bexucmana, Tawxkenm,
V3bexucman =

Muhayo NABIEVA, Lecturer, State Institute of Arts J
and Culture of Uzbekistan, Tashkent, Uzbekistan L

CEMAHTUKA XEHCKIX OBPA30B B BAJIETAX KOMITO3UTOPOB Y3BEKMCTAHA

——
-

B JIOKJIaZIC pacCMapTHUBACTCA POJIb JKEHCKUX 06p330B B 0OaJeTHOM TBOPYCCTBE
KOMITO3UTOPOB V30ekucTana ¥ rjiaBHOE BHUMaHKE YACIAETCA UX CEMAHTUKE. MyBBIKaJ'[BHaH
CEMaHTHKa, HIMPOKO pacCKpbIBaromas o6pa3m,n“4 MHD JKCHIIVH B OajieTax CBSI3BIBAETCS B
JOKJIaZI€ C HAlMOHAJIbHBIMH TpaAulUusIMU U C COBPEMEHHLBIMH XOpeOFpa(bI/IquKI/IMI/I
TIOUCKaMH U PCHICHUSMU. HCXO}IH U3 pOJI1 CEMAHTHUKU B MY3BIKE baneTax HaIlMOHATBLHON
KOMHOBHTOpCKOﬁ HIKOJIBI TIPOBOJATCA MMapaJuIeiii TBOPYCCKUX B3IVIAA0B U CTHINCTUYCCKUX
0COOEHHOCTEH MEXAY pa3IMYHbIMU MTOKOJICHUSAMU KOMIIO3UTOPOB V30ekucraHna.

SEMANTICS OF FEMALE IMAGES IN UZBEKISTAN COMPOSERS’S BALLETS

The paper examines the role of the female image in the ballet work of the composers
of Uzbekistan and focuses on their semantics. Musical semantics, which broadly reveals the
imaginative world of women in ballets, is associated in the paper with national traditions and
with modern choreographic searches and solutions. Based on the role of semantics in the
music of the ballet of the national school of composition, parallels of creative views and
stylistic features between different generations of composers of Uzbekistan are drawn.

HACHPOBA Kenyne fcudosna, PhD, npogeccop, 3a6edyiouas
Kagpedpoii  meopuu  Mysviku, baxunckas  MysvikasvHas
axademus umenu Y. Indxubeiiau, baxy, Asepbaiioxan

Konul Yasif NASIROVA, PhD, Professor, Head of the Music Theory
Department, Hajibayli Baku Music Academy, Baku,
Azerbaijan

MHTEPTEKCTYAJIBHOCTb B BAJIETE «HU3AMU» @. AMUPOBA

banernpiit Tearp . AMupoOBa B TONHOH Mepe BBIpaXKaeT SPKYI TBOPYECKYIO
WHIMBHUIYAIBHOCTh KoMmro3utopa. Ilocinennee ero counHenue — 6aner «Huzammy, mocrpoeH
Ha TOHKOH CHCTeMe CUMBOJIOB, OOBEIMHSIIOINX ero ¢ OMHOMMEHHOM cuMmdonueit. Co3naHHas
B HayajJe TBOPYECKOTO MYTH, 3Ta CUMGOHUS ObUIA OFYyXOTBOPEHA TOHKHM BOCIIPUSTHEM
@®. AMHPOBBIM JTMYHOCTH M HACIEIHs BEJHKOrO II03Ta. XYHOXKECTBEHHOE HMPOCTPAHCTBO
banera «Husamm» mpeacraBiser coOOH MEperyieTeHHe MY3bIKaTbHBIX TEKCTOB — HOBOTO U
«I103aUMCTBOBAHHOTO» M3 OHOMMEHHOW cuM(poHNU. B pe3ymbpraTe Takoro B3anMOAEHCTBUS
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BO3ZHHKIIM MUHTCPTCKCTYAJIbHBIC CBS3U, o6pa3013a131u1/1e CcMBICIOBOE Tojie Oajnera. B JaHHOM
clyda€ — 3TO aBTOMHTEPTCKCTYaJIbHOCTb, AHUAJIOr KOMIIO3UTOpa CO CBOUM COOCTBEHHBIM
TBOPYCCTBOM, I'JIE COMOCTABJIAKOTCA TCEKCTBHI €TI0 IIEPBOro omyca — 6J'IeCT}IH.IeI71 CI/IMCI)OHI/II/I
<(HI/ISaMI/I>>, BBICTyHaIOH.Ieﬁ B pOJIM METATCKCTAa U 6aneTa, CTaBUICT O «He6eﬂHHOﬁ TICCHBIOY.

INTERTEXTUALITY IN THE FIKRET AMIROV’S BALLET NiZAMI

The ballet theater of Fikret Amirov fully expresses the bright and creative
individuality of the composer. His latest work, the ballet Nizami, is built on a subtle system of
symbols that unite it with the symphony of the same name. Written at the beginning of his
creative career, this symphony was inspired by Amirov’s subtle perception of the personality
and heritage of the great poet. The artistic space of the ballet Nizami is an example of an
interweaving of musical texts — new and ‘borrowed’ from the same called symphony. As a
result of this interaction, intertextual connections arose that formed the semantic field of the
ballet. In this case, it is auto-intertextuality, the composer's dialogue with his own work,
where the texts of his first opus, the brilliant symphony Nizami and the ballet, woven into the
thematic line of the ballet, acts as a metatext and which became the ‘swan song.’

HAYMOB AstexcaHap Biagummposny, Kanouoam
uckyccmbobedenus, — cmapwiuti  HAYUHLI  COMPYOHUK,
cexmop ucmopuu myswiku, Tocyoapcmbennviii uncmumym
uckyccmbosnanus, Mock8a, Poccus

Alexander NAUMOV, PhD, Senior Researcher, Music History
Department, State Institute for Art Studies, Moscow, Russia

EPIC FAIL MOCKOBCKOT'O JIPAMBAJIETA.
«KAPMEH» HA MY3BIKY A. A. IIIEHIIMHA (1935)

Crnekraknp «KapMmen», BblmylleHHbI cryaueit [Ipambanera npu MockoBckoM
MIO3HK-X0JuIe BecHO 1935 rozna, HecMOTpsl Ha CKPOMHOCTb TPYIIIIBI U OTHOCUTEIBHO MaJIYIO
H3BECTHOCTh UMEH CO37aTeliel, MPeTeHI0Ball Ha CaMoe cepbe3Hoe 3HaueHue. OCHOBaTENb U
pyxoBogutens [pambanera H. C. Ipemuna, GanermeiicTep W HCIONHUTENbHULA TJIABHOM
ponu E. A. Menec, pexxuccep b. H. Hopn, xynoxnuk JI. A. bpynu 3agymanu, ¥, HaCKOJIbKO
MOXKHO CYAWTb, MOCIEJOBATEIbHO OCYHIECTBUIM MOCTAHOBKY, BCTAaBaBIIYI0 B psA C
JICHUHTPAJICKUMH «XOpeoapaMaMm» Tex ke JeT. IlepeocMbicieHrne KIIacCHIeCKOro CIOXKETa,
COEMHEHHE MPHEMOB TaHLA, MAHTOMHMBI M aKTEPCKOM UIphl IO  CHUCTEMeE
CTaHHCIaBCKOro — BCE MPHUMEThl HOBOW COBETCKOW OalleTHOM ICTETHKM Hanuio. Tem He
MEHee YCIIEXOM 3KCIEPUMEHT He yBeHJascs. PelleH3eHThl BO3JIOXKHIM IJIABHYI0 BUHY Ha
kommo3utopa A. A. lllenHmmna. ['maBHBI BOmpoc, Ha KOTOPBIA CTOMIO OBl OTBETHUTH
HBIHE, — HAcKOJIbKO OHHM OblM mpaBel? Paccmorpenue coxpanuBiieiics B PIAJIN
MapTUTYPHI IPIMOT0 OTBETA HE JaeT, HO HABOJUT Ha MBICIB 0 oxo0uu ucropuit «Kapmen» n
«Pomeo u Jxymberto» C. C. IIpokodbeBa, mucaBiielics B Te K€ TOAbI U HAa TOM XKe
HCTOPUKO-CTUIIEBOM (hoHe. TeaTpasbHbIi OIMBIT ABYX KOMIO3UTOPOB B 1920 — Hauane 1930-
X OBUT OTYAaCTH CXOneH, Onm3ku u Ouorpadum camux GaneroB («Kapmen», Kak u mepBas
penakuus «Pomeoy», orBeprayra bompmmM Teatpom). [lapamnmenst MOXXKHO MPOBECTH W HA
YPOBHE JIMYHOCTHOTO CTPOSI MY3BIKAHTOB, NPHHAUICKABIINX OJHOMY IIOKOJICHHIO, a B
OTIPEICIICHHBIII MOMEHT U €JUHOMY Kpyry oOmeHus. Tem He MeHee mytu [IpokodbeBa u
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[llenmuHa K rIaBHBIM OajeTaM WX JKU3HH OBUIM pa3iIM4HBI, U B 3TOM BHIWTCS OCHOBHAs
IIpUYMHA yCIexa IEepBOro M Heycmexa BTOporo. Beixonen u3 cpeipl yHUBEPCHTETCKHX
(UI0IOrOB-aHTUYHHUKOB, OKJIIOHHHUK UCKYCCTBa Majioro tearpa, COTpyIHHUK B TEUEHHE psiaa
ner Tearpa H. U. Cam, u A. fl. Tauposa, lllenmmu He cMor Haifitm oOIIero si3pka c
MIPEACTaBUTEISIME  peannctudeckod mkonsl MXAT, Brmouas Jake JmOpeTTucTra
K. A. JIunickepoBa, panee paborasmrero ¢ Bin. 1. HemupoBnuem-/laHueHKO Haj CIIEKTaKIeM
«Kapmencura u connat», opuruHainbHoi Bepcueil onepsl XK. buse.

Epic FAIL OF THE Moscow DRAMATIC BALLET.
CARMEN TO MusIC BY ALEXANDER SHENSHIN (1935)

The production of Carmen, produced by the Dramatic ballet Studio at the Moscow
Music Hall in the spring of 1935, despite the modesty of the troupe and the relatively low
prominence of the names of the creators, claimed to be of the most serious importance. N. S.
Gremina, the founder and director of Dramatic ballet and E. A. Menes, the choreographer and
lead dancer, and B. N. Nord the director, and L. A. Bruni the stage designer, conceived and,
as far as one can tell, consistently realized a production that was on a par with the Leningrad
«choreodramas» of the same years. The reinterpretation of the classical plot and the
connection between the techniques of dance, pantomime and acting in accordance with
Stanislavsky’s system — all the hallmarks of the new Soviet ballet aesthetic were apparent.
Nevertheless, the experiment was not a success. The reviewers placed the main blame on the
composer A. A. Shenshin. The main question, which is worth answering now, is how right
were they? A glance at the score (it was saved in Russian State Archive of Literary and Arts)
can’t provide a direct answer, but it does suggest the similarity between the stories of Carmen
and Prokofiev’s Romeo and Juliet, written during the same years and with the same historical
and stylistic background. The theatrical experience of both composers in the 1920s and early
1930s was partly similar, and the biographies of ballets themselves were also close (Carmen,
like the first version of Romeo, was rejected by the Bolshoi Theatre). Parallels can also be
drawn at the level of personality of the musicians, who belonged to the same generation and,
at a certain point, to a single social circle. Nevertheless, Prokofiev’s and Shenshin’s paths to
the principal ballets of their lives were different, and this seems to be the main reason for the
former’s success and the latter’s failure. Coming from the milieu of antique philologists at the
university, an admirer of the art of the Maly Theatre, a collaborator of the N. I. Satz theatre
and A. Y. Tairov for some years, Schenshin could not find common language with
representatives of the realistic school of the Moscow Art Theatre, including even
K. A. Lipskerov a librettist who had worked with V. I. Nemirovitch-Danchenko on the play
Carmencita and Soldier, the original version of the opera by G. Bizet.
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HEKPACOB KoHcraHTHMH AJIeKCaHOPOBWUY, HAYAAbHUK
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Konstantin NEKRASOV, Head of the Educational Department,
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Gnesin Russian Academy of Music, Moscow, Russia

MYV3BIKAJIBHO-XOPEOT' PA®UUYECKUE ®OPMBI
B TPAJUIIMOHHOM KYJIBTYPE BPSHCKO-I"OMEJILCKOT'O TIOI'PAHUYB S

B noxnmame mnpeanpuHATa TONBITKA IEPBHUYHOM CHUCTEMAaTH3aLlMM  MY3bIKAJIBHO-
xopeorpaduaeckux (GopM B TpaIUIMOHHON KylIbType BpsHCKo-I oMeNbCKOro morpaHuybs.
Ha ocHOoBe aHamm3a BBIAENCHBI OCHOBHBIE MY3BIKAIBHO-XOpeorpapuueckue (OpMBL:
XOpOBOJ, IUIACKA, TaHEl. BbIIeIeHbl OCHOBHBIE BEKTOPBI HCCIEAOBAHUS KaXKI0r0 U3 BHIA
HapOJHOH TaHIEBAIbHO-TIIACTUYECKON KYIbTYpPHI.

MusiCcAL AND CHOREOGRAPHIC FORMS
IN THE TRADITIONAL CULTURE OF THE BRYANSK-GOMEL BORDERLANDS

The report attempts the primary systematization of musical-choreographic forms in
the traditional culture of the Bryansk-Gomel borderland. Based on the analysis, the main
musical-choreographic forms are identified: round dance, fling-dance, dance. The main
vectors of research of each type of folk dance culture are highlighted.

HEKPACOBA VMuza MuxaistoBHa, kanoudam uckyccmbobedenus,
npogpeccop,  kagpedpa  meopuy U UCHOPUU  MY3bIKU,
Acmpaxanckasn eocyoapcmbennas KoHcepBamopus,
Acmpaxans, Poccus

Inna NEKRASOVA, PhD, Professor, Music Theory and History
Department, Astrakhan State Conservatory, Astrakhan, Russia

KOHTPAITYHKTBI 3BYKA W TUILIMHBI B [IPOCTPAHCTBE COBPEMEHHOM XOPEOI' PA®WN

B nanmmadre COBPEMEHHOrO MCKYCCTBAa 3HAYMMa pOJIb THLIMHBI, MOJTYaHHA,
IIyCTOTBHI, BBICTYMAIOIINX B KAYECTBE XapaKTEPHBIX 3JIEMEHTOB XYAOXKECTBEHHOIO CO3HAHMS
MMOCTMOJIEPHUCTCKOM 3moxu. [lo3THKa THIIMHBI CIHOXKWIACh B OOJIACTH MY3BIKaJIbHOTO
UCKYyCCTBa, KuMHemarorpada, JuTepaTypbl, Tearpa. Kak moka3biBaeT Xyn0KeCTBEHHAs
MPaKTHKa IOCIEAHUX NECSATUIIETUH, MHTEpPEeC K BBIPA3UTEIPHOMY IOTE€HLHUATy THUIIMHBI
OTMEYeH U B o00nactd coBpeMeHHOW xopeorpaduu. TummHa wuccnemyercs Kak
XYJO)KECTBEHHBIIT 00pa3 M KaK BBIPA3UTEINIBHBIH MPHEM B XOpeorpaduyeckux MOCTaHOBKaxX
Kapinoca Kapsaxans, Hauo [lyaro, Upxxu Kunnana, Yunssima ®@opcaiita, Maptuna Lllekca u
np. Pas3BuBas muactuueckue wujaenm Hauvana XX BeKa, TaHEl 3MOXHM IOCTMOAECpPHHU3MA
NPUXOJUT K HOBBIM (hOpMaM B3aMMOJEWCTBHS MY3BIKM M JBH)KCHHS, CPEIU KOTOPBIX, B
YaCTHOCTH, MOJNHBIA WIM YaCTHYHBIA OTKa3 OT 3Bydallleil OCHOBBI XOpeorpaduaeckoro
CIEKTaKs, co3fanue TaHma Oe3 Myseiku (kK mpumepy, «N.N.N.N.» V. ®opcaiira). Ha
(dbopMupoBaHUK HOBOH (uiIocohuu IBIKEHHUS B COBPEMEHHOH Xopeorpaduu OTpasuiioch
TaKke Bo3zeiicTBUE nmepdOpMaTHBHBIX TPAKTUK, B YaCTHOCTH, (IIIOKCYC-TaHId, B KOTOPOM
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THIINHA, MOTYAHHWE U IyCTOTA SIBIISIFOTCS YacThIO XYHOXKECTBEHHOHW KOHLEMIMH. 3aMEeTHOE
BIMSHHE Ha COBPEMEHHYIO Xopeorpaduio okaszayn cuHTe3 Tpaauimii Bocroka u 3amama. B
YACTHOCTH, CIEAyeT YHNOMSHYTb IPHHIUIBI 3aMEUICHHOIO BPEMEHH, HEJIMHEHHOU
JpaMaTyprud, WCHOJIB30BAaHHE OCTAHOBOK-TIAy3 B JIBIDKCHHUM, MJINTEIIBHBIC 3aMHpPAHHS
TAHIIOBIIMKOB B IUTACTHYECKHUX CIIEKTAKIISIX, CIOKHBIIMXCS IO/ BIMSIHUEM SITIOHCKOTO OYTO.
ODyHKIMOHANbHAS M CEMAHTUYECKas  IOJBWKHOCTb THUIIMHBI B IPOCTPAHCTBE
XYZI0’K€CTBEHHOT'O IIeJI0r0 00ecnednBaeT 3ToMy (peHOMEHY IUPOKHI CIIEKTP BO3MOXKHOCTEH
B KOHTEKCTE CTHJIEBBIX IIOMCKOB COBPEMEHHOI'0 IIJIACTUYECKOT0 UCKYCCTBA.

COUNTERPOINTS OF SOUND AND SILENCE IN THE SPACE OF MODERN CHOREOGRAPHY

In the landscape of modern art, the role of silence, silence, emptiness is significant,
acting as characteristic elements of the artistic consciousness of the postmodern era. The
poetics of silence has developed in the field of musical art, cinema, literature, theater. As the
artistic practice of recent decades shows, interest in the expressive potential of silence has
also been noted in the field of modern choreography. Silence is explored as an artistic image
and as an expressive technique in the choreographic productions of Carlos Carvajal, Nacho
Duato, Jiri Kilian, William Forsyth, Martin Sheks, etc. Developing the plastic ideas of the
early twentieth century, the dance of the postmodern era comes to new forms of interaction
between music and movement, among which, in particular, a complete or partial rejection of
the sounding basis of a choreographic performance, the creation of a dance without music
(for example, N.N.N.N. by W. Forsyth). The formation of a new philosophy of movement in
modern choreography was also influenced by the impact of performative practices, in
particular, fluxus dance, in which silence, silence and emptiness are part of the artistic
concept. The synthesis of the traditions of the East and the West had a noticeable influence on
modern choreography. In particular, we should mention the principles of slow-motion time,
nonlinear dramaturgy, the use of stop-pauses in movement, prolonged fading of dancers in
plastic performances that have developed under the influence of Japanese buto. The
functional and semantic mobility of silence in the space of the artistic whole provides this
phenomenon with a wide range of possibilities in the context of stylistic searches of modern
plastic art.

HEMMPOBCKAJI Amnacracus MapkoBHa, mazucmpanm,
Hanpabrenue «Vcmopus xyooxecmBeHHOU KYAbIYpbl U PbIHOK
uckyccmba», Boicuias wixoaa sxonomuxu, Mockba, Poccusi

HayunbpIit pykoBoguTelh — KaHOMOAT VCKYCCTBOBEIEHMS
I Dtynrsas Hanexna BiragyvyposHa

Anastasia NEMIROVSKAYA, Master’s Program, Higher School of
Economics, Moscow, Russia

Scientific adviser — Nadezhda Plungyan, PhD

CKyJ1bITOP EJIEHA SIHCOH-M AHU3EP U U30BPAXKEHUE BAJIETA
B COBETCKOI1 MEJIKOH INIACTUKE

Uurepec k Teme Ganera B ckymbnType B Poccun mosiBisieTcst ¢ PyccKux ce30HOB
1908-21 romoB. Torma ma Wmmeparopckom ¢appopoBoM 3aBOaEe H3rOTABIMBAIOTCS
€IMHUYHBIE DK3eMIULIPBI CTAaTYITOK OaneTHbix TaumoBiuin. B 20-30-e romsr XX Beka
MPOUCXOAUT MOABEeM coBeTckoro Oanera. B 1950-e — 1960-e rompl HAYaIKCh PETYISPHBIC
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TacTpONM COBETCKHX OalleTHBIX Tpymn 3a pyOex. [Ipnbmmsute Oaner (HarmoHaIbHOE
JOCTIDKEHHE) K MAaCCOBOMY COBETCKOMY 3pPHUTENIO JIOIDKHA ObUIA MOAIEpKKa TeaTpaslbHBIX
MIPOU3BEICHNI M MacTepaMH IUIACTHYECKOr0 MCKYCCTBA. THpakM CKYIBNTYPHOH IUIACTHKH
Jlennnrpanckoro ¢apdopoBoro 3aBozia, JOXOANBIINE TOPOI O COTEH THICAY IK3EMILIIPOB,
crenanu  (apdop mpemmerom  MaccoBoro cmpoca. Ilocie  mocraHoBku  Oanera
«baxuncapaiickoro gonrana» (b. B. AcadrseB mo moruBam nosmsr A. C. Ilymkuna) B 1934
rojly TOSIBWIACh IieJas cepusi paboT, MpeCTaBISIONX OCHOBHBIX TepoeB. [lepBblif ombIT
OCMBICIIEHHS XYIOXKECTBEHHBIX 00pa30B NMpOW3BeNeHUs mnpemoxiia Haranbs SIkoBieBHa
JanbKko, co3naB (apdopoBslii TpunTHx repoeB nosmsl — ['mpes, 3apemsr u Mapuu (1922—
1923). Ho Hambosiee NONHO TeMa TaHIIA pacKpbiBaeTcs B padorax Enmensr STHcoH-Manusep,
CTUIIICTHYECKOE CBoeoOpa3ue paboT KOTOpol OyldeT paccCMOTPEHO B JAHHOM JIOKJIAJe.
SHcoH-Manm3ep co3nana Gornee 350 cTaTysTOK, MOCBSIIEHHBIX MCKYCCTBY TaHIA, OOJBIIOE
YHCIIO TOPTPETOB BBIJAIOMINXCS JesTeNled Xopeorpaduu, MpeCTaBISIONMX HCTOPHIO
COBETCKOro 0ajieta B CKYJIBNTYPHBIX oOpa3ax. Ee ckymbnTypHBIE pabOTHI OTIMYAIOTCS OT
TIPOM3BE/ICHNII €€ COBPEMEHHMKOB Ha OaJeTHYI0 TEMaTHKy: Ha IIepBBIA IUIaH B HHUX
BBICTYIIAIOT IUIACTHKA ABIKEHHS, a HE IBET WM Iepeqada AeTajell KOCTIoMa TaHIIOBIIMKA.
Manuszep pabortana ¢ HaTypel M B ee pabOTax OCHOBOH CO3JIaHMS XY/IOXKECTBEHHOTO
CTaHOBUTCSI MHAWBHIyallbHAsi MaHepa apTUcToB B TaHIe. CoBpeMeHHUKH SIHCOH-MaHuszep
(manpumep, H. 5. danbko, B. U. Hlepounsl, O. C. ApramMoHOBa) B CBOEH MEIKOI IIacTHKe
OpPHEHTUPOBAINCH OOJIbIIE HA TIPOHM3BEICHHE, 110 KOTOPOMY OBUI TOCTaBieH Oaier, Ha
KpPaco4HOCTh M (UIypaTHBHOCTH 00pa3oB, MX ymoOCTBAa JUIi THUPAXHOCTH C Ooublie
YHPOIEHHOCTHIO.

SCULPTOR ELENA-Y ANSON-MANIZER AND THE IMAGE OF THE BALLET
IN SOVIET SMALL PLASTIC

Interest in the subject of ballet in Russian sculpture has been emerging since the
Russian seasons of 1908-21. At the Imperial Porcelain Factory, single copies of statuettes of
ballet dancers were made. The rise of Soviet ballet took place in the 20-30s of the 20%"
century. In the 1950s — 1960s, regular tours of Soviet ballet troupes abroad began. Support
of theatrical works and masters of plastic art was supposed to bring ballet (a national
achievement) closer to the mass Soviet audience. The circulations of sculptural plastics of the
Leningrad Porcelain Factory, which sometimes reached hundreds of thousands of copies,
made porcelain an object of mass demand. After the performance of the ballet The Fountain
of Bakhchisarai (Boris Asafyev based on the poem by Alexander Pushkin) in 1934, a whole
series of works appeared representing the main characters. Natalia Yakovlevna Danko offered
the first experience of understanding the artistic images of the work by creating a porcelain
triptych of the heroes of the poem — Giray, Zarema and Maria (1922-1923). But the theme
of dance is most fully revealed in the works of Elena Yanson-Manizer, the stylistic originality
of whose works will be considered in this report. Yanson-Manizer has created more than 350
statuettes dedicated to the art of dance, a large number of portraits of outstanding
choreographers representing the history of Soviet ballet in sculptural images. Her sculptural
works differ from the works of her contemporaries on ballet themes: plastic movements come
to the fore in them, and not the color or the transfer of details of the dancer's costume.
Manizer worked from nature and the basis for the creation of artistic becomes the individual
manner of artists in dance in her works. The contemporaries of Yanson-Manizer (for
example, N. Y. Danko, V. I. Shcherbina, O. S. Artamonov) in their fine plastics focused more
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on the work on which the ballet was staged, on the colorfulness and figurativeness of the
images, their convenience for circulation with more simplification.

HOI'MMHOBA TarbssHa KoHcraHTHMHOBHA, XydoxHuk 1o
KocmiomMam; acnupaum, kagedpa uiocoduu, meopuu u
ucmopuu uckyccmé, Axademus Pyccxoeo barema umenu
A. 4. Baeanoboii, Canxm-Ilemepbype, Poccus

Hayunpin pykoBommuTenb — AOKTOp (PUITOCOPCKMX HayK %3
Hpobsimesa Enena DmyapnosHa ‘

Tatiana NOGINOVA, Costume Designer; Postgraduate Student, !
Vaganova Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Elena Drobysheva, Dr. Habil. (Doctor of Philosophy)

BAPEAPA KAPMHCKA. @ AKTOPBI HOBOM XOPEOI'PA®WU 1 HOBOM TEJIECHOCTHU B
TPAHCO®OPMALIMY BAJIETHOI'O KOCTIOMA XX BEKA

0

3anaBasich BONPOCOM O MAapaMeTpax YHHKAIBHOCTH TAKOrO SPKOr0 COOBITHS BO
BCEJICHHOH OajieTa, Kak TeaTp bamaHdrHa MBI HEBOJIBHO OTMEYaeM OUEBHIHYIO Pa3HHILY IIPU
CpaBHEHMH CWJIy3Ta TaHLOBIIWIBI TpPYyHIel MucTepa b. or abpuca OajepwHBI TpymII
bonsmoro mnm Kuposckoro tearpos 1940-1968 r.r. IloroBopum 0 caMOM KpPHUTHYHOM
(axTope GpopMHPOBaHHS HOBBIX IPOMOPLHI OaIeTHOTO Tejla B aMepHKaHCKON Xopeorpadun
— 0 KOCTIOMe. AKIICHT Ha (UMIMTpaHHOH paboTe CTOI, CKOPOCTh U PE3KOCTh B MCITOJHEHHU
BPAILCHUH W NPbDKKOB- BBIHYXK/JICHHAS albTCPHATUBA POMAHTHUYECKOW IUIABHOCTH JIMHUH
pycckoro Oanera, Oblia BbI3BaHA K JXM3HM CHOPTHBHBIM THUIIOM (UIYpsl M HalopoM
aMEpUKAHOK MPHUILEIINX YIuThcs B mKoiny Jxopmka bananunna. CoBeplieHHO O4EBHUAHO,
YTO HOBOE «CLIEHHYECKOE» TEJO HYKAAJIOCh B IEPEOCMBICICHHH HPONOPLMI OaneTHOro
kocTiomMa. 1 3nech TpeGoBasics MacTep, TOTOBBIH BIOXKUTH CBOE CEPILIE B PELICHHUE 3TOH
cnoxHeiinred 3agaun. Jpxopmx bananunz Obi1 3HakoM ¢ Bap6apoii Kapunckoit co Bpemen
padorsr B Tpymne Ceprest [sruneBa u B Pycckux Oanerax Monre-Kapno. Ux moporu
PAa3OLLIICh, YTOOBI BHOBB Iepeceuscs B Hpio Mopke B 1940 roxy. C 1941-1948 KapuHcka
M3rOTABIMBACT KOCTIOMBI UIS IOJMOBHHBI OajeTHbIX crekrakieil (u3 40). B 1949 korma
Bananunn npemnaraet KapiuHCKOI HE TOJBKO CIIMTh, HO U HAPUCOBATH 3CKHU3bI K €ro Oanery
«®Danrazust byppe» 1o oJHOMMEHHOMY MY3BbIKAILHOMY Tipon3BeieHnto Dmmanysist Lllabpue,
eit 66110 63 roma. Tax Kapuucka cranosurcess KAPMHCKOM. Ee npencraBieHne o %eHCKOiH
KpacoTe Bropuio unee bananunna. Ero 6anepuna, oneras KapuHckoil, Oblia )XeHIIMHOK HA
Mbe/IecTaje, HENPUKACcaeMOil U YyBCTBEHHOH OZHOBPEMEHHO, HE LIAPCTBEHHOW TOPIASYKOM, a
peanbHOM KEHINMHOM, IapcTByrolied B cobcrBeHHoM Tene. bapbape Kapumnckoit
NPUHAUISKUT PsJi YCOBEPIICHCTBOBAHMII B KpOE M IIOLMIMBE OaJeTHOrO KOCTIOMA,
aKTyaJIbHBIX M B HacTosllee Bpems. biaromapst eif, 3HaUMTEIbHO M3MEHWIMCh CTaHAAPTHI
0aJIeTHOr0 KOCTIOMA: BMECTO 00BEMHOT0 MHOTOCIOMHOro (10 12 clioeB) TIOHHKA MOSBUIIACH
Jerkas — W3 7 LIMPOKMX BOJIAHOB, TPEMETaBLIAs NMPU KaXIOM JBW)KCHHM TaHIIOBIIHUIIBI
«madka-myxoBka bananunna-Kapunackoit».

BARBARA KARINSKA. FACTORS OF NEW CHOREOGRAPHY AND NEW PHYSICALITY IN THE
TRANSFORMATION OF THE 20™ CENTURY BALLET COSTUME

Asking about the parameters of the uniqueness of such a bright event in the universe
of ballet as the Balanchine Theater, we involuntarily note the obvious difference when
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comparing the silhouette of the dancer of the troupe of Mr. B. from the outline of the
ballerina of the troupe of the Bolshoi or Kirov Theater 1940—1968. Let’s talk about the most
critical factor in the formation of new proportions of the ballet body in American
choreography — the costume. The emphasis on the filigree work of the feet, speed and
sharpness in the performance of rotations and jumps — a forced alternative to the romantic
smoothness of the lines of Russian ballet, was brought to life by the athletic type of the figure
and the pressure of American women who came to study at George Balanchine’s school. It is
quite obvious that the new ‘stage’ body needed to rethink the proportions of the ballet
costume. And here a master was needed who was ready to put his heart into solving this most
difficult task. George Balanchine had known Barbara Karinskaya since his days with Sergei
Diaghilev and the Ballets Russes de Monte Carlo. Their paths parted, only to cross again in
New York in 1940. From 1941-1948 Karinska made costumes for half of the ballet
performances (out of 40). In 1949, when Balanchine offered Karinskaya not only to sew, but
also to draw sketches for his ballet Fantasia Bourre based on the musical work of the same
name by Emmanuel Chabrier, she was 63 years old. So Karinska becomes KARINSKA. Her
idea of female beauty echoed Balanchine's idea. His ballerina, dressed as Karinskaya, was a
woman on a pedestal, untouchable and sensual at the same time, not a regal proud woman,
but a real woman reigning in her own body. Barbara Karinskaya owns a number of
improvements in the cut and tailoring of a ballet costume, which are still relevant today.
Thanks to her, the standards of the ballet costume have changed significantly: instead of a
voluminous multi-layered (up to 12 layers) tunic, a light one appeared — from 7 wide frills,
quivering with every movement of the dancer ‘Balanchine-Karinsky’s tutu-puft.’

OPJIOBA Hapexxpa XamKuMep3aHOBHa, 00kmop ¢huiocogpckux
nayx, npogpeccop, Canxm-Ilemepdypeckas eocyoapcmbennas
koncepBamopua umenu H.A. Pumcxoeo-KopcaxoBa, Canxm-
Ilemepbype; npocpeccop, Hobeopodckuii eocydapcmbertpiil
yHubBepcumem  umenu  ‘pocraba  Mydpoeo,  Beauxuil
HoBeopod, Poccus

Nadezda ORLOVA, Dr. Habil. (Doctor of Philosophy), Professor, Saint-
Petersburg Rimsky-Korsakov State Conservatory, Professor,
Nouvgorod State University, Veliky Novgorod, Russia

KAK BO3SMOXHBI BAJIETHBIE DKCIIEPUMEHTBI C POMAHOM JIOCTOEBCKOT'O «MJTHOT»
(MockBA — ITAPWX — ITETEPBYPT)

B nmoknaze Oynyr mpencrasieHsl ABe Xxopeorpaduueckue MHTEpIpeTalud poMaHa
Hocroesckoro «nuor». [Ipembepa nepsoii coctosnace 29 mas 2015 roxa Ha cuene Lientpa
nmenn Meiiepxonbaa «baner MockBay. IlocranoBka: Anekcannp IlenensieB; XyqOKHUK 11O
koctiomam: Cepreit Wmmapuono; wmysbika: Huk bepu (IlIBeiinapus) (cm. [asera
«Kommepcants» Ne95 ot 02.06.2015, c. 11). Kak nucanu xputuku, poman JlocroeBckoro
pasnoxxeH Ha MHororosocele naptuu: Hacraceto ®ununmnoBHy, Porokuna, MbplkuHa
UTPAIOT Cpa3y HECKOIBbKO HCTIOMHUTeNeH. OHM MEHSIOTCS M MepeTeKaroT APYT B Ipyra, Mopoi
CITMBAsICh B OJJHY KPACHYIO Maccy. XopeorpaMyeckuii TEKCT INIOTHO HACHIIICH TYIIEBHBIMU
MepeXKuBaHUAMH TepoeB. Jlpyroe xopeorpaduueckoe BOIUIOIICHHWE ObUIO  BIIEPBBIE
MIPEICTABICHO 3PHUTEII0O B paMKax 47-ro €XeromHoro oceHHero ¢ecrtuBans B I[lapmxke B
oktsiope 2018 roma. HamwonasneHeiii Teatp tanma Illaito (Chaillot, Thédtre national de la
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danse) mpurmacun smorckoro xopeorpaga Cabypo Temmrasapy (Saburo Teshigawara),
ocHoBaTelst komnanuu Karas, KOTOpbIii BMeCTE cO CBOEM MOCTOSIHHOM naprtHepiuel Proko
Caro (Rihoko Sato) cosman 6aner «xror» mo pomany J{ocroesckoro. Cabypo Temmrasapa
peIINI BIOXHOBUTHCS KIIIOUEBBIMH OIIM30aMH POMAaHa, COCPENOTOYMB BHHMaHHE Ha
Tparnmdeckux ¢urypax Hacracem @wmmmmoael 1 Kes3s MemmkuHa. B xommaxax mon
KIIacCHUeCKyr0 My3biKy (YaiikoBckoro, IllocTakoBMua ¥ KaMEpHBIX TPOHU3BEICHUN
POMaHTHKOB) Xopeorpadust peICTaBIsIeT IBYX ITIaBHBIX TepOeB POMaHa BO BCeH TITyOMHE HX
BHYTPEHHETO JTYIIEBHOT'O HaIpsHKEHMSI. IlerepOyprekomy 3pUTEITIO CBOIO
xopeorpauueckyro Bepcuio pomana JlocroeBckoro «Mmuor»y KyJIbTOBBIH  SITIOHCKUM
xopeorpad npeacraswa B 2019 roay B pamkax MexxayHapomHoro ¢pecrupais «Jlsrunes P.S.»
Ha cuene THO3 um. Bpsinuesa (Cm. T'azeta «KommepcanTs» Ne221 ot 30.11.2019, c. 4).

How BALLET EXPERIMENTS WITH DOSTOEVSKY’S NOVEL THE IDIOT ARE POSSIBLE
(Moscow — PARIS — PETERSBURG)

The report will present two choreographic interpretations of Dostoevsky’s novel The
Idiot. The premiere of the first took place on May 29, 2015 on the stage of the Meyerhold
Center ‘Ballet Moscow’. Production: Alexander Pepelyaev; costume designer: Sergey
Illarionov; music: Nick Birch (Switzerland) (see Kommersant newspaper No. 95, 02.06.2015,
p. 11). As critics wrote, Dostoevsky's novel is decomposed into polyphonic parts: Nastasia
Filippovna, Rogozhin, Myshkin are played by several performers at once. They change and
flow into each other, sometimes merging into one red mass. The choreographic text is densely
saturated with the emotional experiences of the characters of the novel. Another
choreographic incarnation was presented as part of the 47th Annual Autumn Festival in Paris
in October 2018. The National Dance Theater of Chaillot (Thédtre national de la danse)
invited the Japanese choreographer Saburo Teshigawara, who, together with his permanent
partner Rihoko Sato, created the ballet Idiot based on Dostoevsky's novel. Saburo
Teshigawara decided to be inspired by the key episodes of the novel, focusing on the tragic
figures of Nastasia Filippovna and Prince Myshkin. In collages to classical music
(Tchaikovsky, Shostakovich and chamber works of romantics), the choreography presents the
two main characters of the novel in all the depth of their inner spiritual tension. In St.
Petersburg, the iconic Japanese choreographer presented his choreographic version of
Dostoevsky’s novel The Idiot in 2019 as part of the Diaghilev P.S. International festival on
the stage of the Bryantsev Young Spectator Theater (See the newspaper Kommersant No.
221, 30.11.2019, p. 4).

OcrpoymoBa Hatayms BukTopoBHa, kaHoudam uckyccrmbobedenus, 3abedyiouas ceximopom
Vngbopmayuonto-6ubanoepaghuyeckoeo omoesa Hayuro-myssixarsHotl oubavomexu
umeny  C. U. TaneeBa, Mockobcxasn  eocyoapcmBentan  KOHCepBamopus — uMeHu
I1. M. YaiikoBexoeo, Mockba, Poccus

Natalia Ostroumova, PhD, Head of the Information and Bibliographic Department
Section, Taneyev Scientific and Musical Library, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

BAJIETHBIE CLEHBI B '”AMBYPI'CKOM TEATPE AM GANSEMARKT

B noxnmage paccMaTtpuBaeTcsi pollb TaHIIEBANBHBIX CIIeH B ['amMOyprckoil omepe.
[ockonpky ["amMOyprckmii TeaTp ObLT KOMMEPUYECKAM YUPEKACHHEM U B OONBIION CTETICHU
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OPHEHTHPOBAJICSI Ha BKYCHl ITyOJIHMKH, BAaXXHYI0O pOIb B HEM HIpala 3pelnIIHOCTH
npeacTaBieHni. [1oaToMy GaneTHBIE CIEHB! CTalN HEMPEMEHHBIM 3JIEMEHTOM CLIEHHYECKOrO
JEHUCTBUS, TPUCYTCTBYSI NPAKTHYECKH B KaX0i omepe. I'aMOyprckue aBTOpBI BO MHOTOM
OpPHEHTHPOBAINCH HAa BEHEIMAHCKHE OIEpHbIE CIIEKTAKIM, HO Talkke OBUIM CHIIBHBI H
¢paHIy3cKMe BIUSHHS, XOTS TaHOel B [amOyprckoii omepe He TpHOOpPETAIOT
CaMOCTOSITEJIBHOIO 3HaueHus Kak BO (QpaHuysckod omepe. Jlaerca xpaTkuii 0030p
TaHICBAJIbHBIX HOMEPOB B IEPBbIX crekrakisix Tearpa («Opont» W. Taiine, «Unglucklig-
fallende Sejanus» H. IItpyHka). OTMeuaercs, 4TO HApsAy C AJUICTOPHIECKUMHU QUTypaMu, B
orepax IOSBIIAIOTCS TaHIBI MPEJICTaBUTENCH ONpeseNIeHHbIX Mpodeccuii, 4To XapaKTepHO
IUIsl HAPOJHBIX HEMELKHX mpejcraBieHuid. bonee moppobHO paccMarpuBaroTcst OaneTHble
CLIEHBl NepBOH coxpaHuBILICHcs onepsl «ApuagHay KoHpaau, BKIIOYarOLed HapORHBIN
TaHel U OaneTHyro (eepuro ¢ neHumeM. PaccmaTpuBaeTcs Takke poNib TaHIEB B OIeEpe
«Antnox n Crpatonuka» K. I'paymHepa, ncronb3yroreil OaneTHbIE BCTABKH B Pa3IMYHBIX
CHTYyallWsIX: B BOJNIIEOHBIX CIIEHAaX, B paMKaxX IPUABOPHBIX IEPEMOHHH M B KOMHYECKHX
snu3onax. OTMeuaercs, 4To, Haps1Ly ¢ KOMUYECKHMH CLEHAMH, TaHIIbl HEPEKO COCTaBIISIIH
KOHTPAacT OCHOBHOMY JApPaMaTHYeCKOMY JICHCTBHIO M TakuM 00pa3oM BBINOIHSIIHN
OIpEe/IeIIEHHYIO JpaMaTypruueckyto GyHkiuo B crekrakie. OObIYHO B orepax Oaner ObLT
NPEJICTABICH OTJCIbHBIMU TaHI@MHM, HO BCTPEUAIOTCSA CIIy4ad BKIIOYEHHS B LEJBIX
OanetHblx clouT («AnbMupa» [Denpens). OcoOblii HMHTEpec MPENCTABIAIOT TaKkKe
9K30THYECKHE TAaHIbI, WCIOMHAEMbIC NPEICTaBUTEISIMA JPYTUX HApOJOB U KYIBTYP
(«Anmpmupa» T'enmens, Tanen mnepcuiuckux commar w3 omnepbl «Kpés» P. Kaiizepa).
PaccmarpuBaercs Takke crnekTakib «lIpycckue KOpOHAlMOHHBIE MPa3IHECTBA», MYy3bIKa K
koTropoMy Oblna Hamucana Kaiizepom. OH BKIIOYAaeT LENbIH PsJ pa3HOXApPaKTEPHBIX
OaJICTHBIX CLIEH, TA€ Ha CLEHY BBIXOIAT MH(OIOTHYECKUE CYIIECTBAa M IPEICTABUTEIN
Pa3HbIX HApOIOB. XOTA My3blKa K CHEKTaKII0 HE COXpaHWIach, Mbl UMEEM IOAPOOHOE
ONHCAaHHE JAHHOTO TIPEJCTaBIEHUS, KOTOPOE SBIAETCS NPUMEPOM TOPMKECTBEHHBIX
opurmaneHpix crekrakieii B [amOypre. Takum o0pa3oM, B JOKIaae OMNPEICISIFOTCS
OCHOBHBIC BHUJBI TaHIEB B [amOyprckodd omepe (LlepEeMOHHATbHBIE, BOJILICOHBIC,
KOMHUECKUE) U UX Apamarypruyeckue ¢yHkimu. OrMedaercst ToT dakt, yro [amOyprekuit
Tearp B CBOMX IOCTAHOBKAaX KOMOMHHUPOBAJI HTAJIBSIHCKUE M (DPAHITY3CKUE BIUSHUA.

BALLET SCENES AT THE HAMBURG THEATER AM GANSEMARKT

The paper deals with the role of dance scenes in the Hamburg Opera. Since the
Hamburg Theater was a commercial institution and largely focused on the tastes of the
public, the entertainment of performances played an important role. Therefore ballet scenes
became an indispensable element of stage action and presented in almost every opera.
Composers were often oriented at the performances of Venetian opera, but French influences
were also strong, although dancing in the Hamburg Opera did not take an independent value
as in French opera. The paper presents a brief overview of the dance numbers in the first
performances of the theater (Orontes by J. Theile, Unglucklig-fallende Sejanus by
N. Strungk). It is noted that along with allegorical figures, the operas include dances of
representatives of certain professions, which is typical for German folk performances. In
article closer look at the ballet scenes of the first surviving opera Ariadne by G. Conradi,
which includees folk dance and a ballet extravaganza with singing. Also considered the role
of dancing in the opera Antioch and Stratonica by C. Graupner, using ballet inserts in various
situations: in magical scenes, as part of court ceremonies and in comic episodes. It is noted
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that, along with comic scenes, dances often formed a contrast to the main dramatic action and
thus performed a certain dramatic function in the performance. Usually ballet in operas was
represented by separate dances, but there are cases of inclusion in entire ballet suites
(Héndel’s Almira). Exotic dances performed by representatives of other peoples and cultures
(Héndel’s Almira, the dance of Persian soldiers from the opera Croesus by R. Keiser) are also
of particular interest. In paper also considered the performance Prussian Coronation
Festivities with music by R. Kaiser. It includes a number of diverse ballet scenes, where
mythological creatures and representatives of different peoples come on stage. Although the
music for the performance has not survives, we have a detailed description of this
performance, which is an example of solemn official performances in Hamburg. Thus the
article defines the main types of dances in the Hamburg Opera (ceremonial, magical, comic)
and their dramatic functions. It is noted that the Hamburg Theater combined Italian and
French influences in its productions.

ITABJIMKOB [Omurpuit BukropoBwd, acnupanm, xagedpa
MY3bikaAbHOU XKYpHasucmuky, Poccutickas axademus my3bixu
umenu I'necunvix, Mock8a, Poccus

Hayunpim pykoBoguTenb — KaHAWOAT VICKYCCTBOBEHEHVIS
ArvneBa O VIBaHoBHa

Dmitry PAVLIKOV, Postgraduate Student, Music Journalism
Department, Gnesin Russian Academy of Music, Moscow, Russia

Scientific adviser — Yuliya Agisheva, PhD

COBPEMEHHA I OTEUECTBEHHA Sl MY3bIKAJIbHASI KPUTUKA O BAJIETE:
HEKOTOPLIE HABJITOJIEHU

JloKiaz MOCBSIIECH aHAIM3Y COBPEMEHHOIO COCTOSIHUS MY3bIKQJILHOM ITyOIHIIMCTHKH
o Ganere B Poccun Haumuasi ¢ 2010 roga. B mone 3peHust Oka3bIBarOTCS MaTepualibl psa
OaJIeTHBIX ~ KPUTHUKOB, MPEJCTABIAIONINX  I[IPOTHBONOJOKHBIE  KaHAIbl  TPAHCISALUM
MY3BIKaIbHO-KpUTHYECKOro Iuckypca. AnHa [opaeeBa u Anna [amaiina — OanerHbie
KPHUTHKH, paboTarolye B MEPUOANYECKHX HM3JaHusX, As MaxkapoBa u Keit babypuna —
My3bIKaJIbHbIE KPUTHKH, Oyiorepsl. B mpouecce aHanu3a 3aTparuBaroTcs —CleIyOLIHEe
BOIPOCHI: KaK aHAJIM3MUpyeTcss OaJeTHBIH CIEKTaKib, KaKOBbl IapaMeTpbl aHalu3a,
OTJIMYACTCSL JIM CTPYKTypa MyOiMKauuid OaneTHbIX KPUTHKOB OT CTaTeH, IMOCBSIICHHBIX
OMEPHBIM CIEKTAKJIIM W KOHLEPTHOM XW3HU. JluanmexkTnka OaleTHbI KPUTHK MPOTUB
Onorepa, NpejCTaBlieHa B CTaThe HE KaK KOH(JIMKT-CTOJIKHOBEHHE, a CKOpee, KaK CIocod
pa3MBbILUICHHUS O CyAbOe OaneTHOW KPUTHKH, KaHalaxX KOMMYHHKALMHM, jKaHpax, ¢popMarax,
METO/IaX aHAIU3aX.

MOoDERN RussIAN Music CRITICISM ON BALLET: SOME CONSIDERATIONS

The paper is devoted to the analysis of the current state of musical journalism about
ballet in Russia since 2010. The materials of a number of ballet critics representing opposite
channels of broadcasting music-critical discourse come into view. Anna Gordeeva and Anna
Galaida are ballet critics working in periodicals, Aya Makarova and Kay Baburina are music
critics, bloggers. In the process of analysis, the following issues are raised: how the ballet
performance is analyzed, what are the parameters of the analysis, whether the structure of the
publications of ballet critics differs from the articles devoted to opera performances and
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concert life. The dialectic of ballet critic versus blogger is presented in the article not as a
conflict-clash, but rather as a way of thinking about the fate of ballet criticism,
communication channels, genres, formats, methods of analysis.

ITapmoBa Hatamest BmamumuposHa,  doyewm,  xagedpa
KOHUepmMelicmepckoeo  Macmepcemba U MY3biKaAbHO20
o0bpasobanus, Mockobckaa  eocydapcmbennas  axadeMus
xopeoepacpuu, MockBa, Poccus

Natalia Pavlova, Associate Professor, Accompanist Mastery and
Music Education Department, Moscow State Academy of
Choreography, Moscow, Russia

TPAHC®OPMAILIMS CIOXKETOB BAJIETA A. V. XAUATYPSHA «I"ASTHI»

B  noxmame  paccMmaTtpmBaeTcss  mpoOiieMa  ITapaJUIeNIbHOTO  CYHIECTBOBAHHS
OECCIOKETHBIX M CIOKETHBIX OameTroB B XX BeKe, a TaKkke OCOOCHHOCTH BIIMSIHUS
OecCloKeTHBIX 0alleToB Ha HOBOE OCO3HAHHE MY3BIKH B OayeTe B IIeJIOM, Ha TpaHC(Op MALHIO
3pHUTEILCKOTO BOCIPHATHS, B pe3yJbTaTe KOTOPOro (OPMHPYETCS HOBOE OTHOIICHHE K
xaHpy. KpoMme Toro, yieiaeHO BHUMaHHE BBIPOKCHUIO HEBepOAIbHOTO M OECCIOKETHOTO B
Xopeorpa)uueckoM HCKycCTBe. becCroKeTHBI OaseT OCMBICIMBAETCS KaK — HOBas
XY[IO)KECTBEHHas! KaTeropHsl B XOpeorpapueckoM HCKYCCTBE, BEIXOMIAs HA OJUH YPOBEHb
¢ cuM(pOHMYECKIMH NapTUTYpaMH, TIOJIOTHAMH XyToKHUKOB XX Beka. B meHTpe BHUMaHUS
Ganer Apama Unbrua XauarypsiHa «I"asH», KOTOPBIIL SBIISETCS YHUKAJIBHBIM 10 KOJIUYECTBY
U pa3HOO0pa3I0 U3MEHEHNUH B cloxkeTe. B nokiaze o0bsACHASTCS IPUYMHA STHX N3MEHCHUH,
BBIBOAATCS 3aKOHOMEPHOCTH B THIAX CIOKETOB M HX CMEHaX. OTO SBJICHUE pacIIHpseT
NPUBBIYHBIE 3CTCTHYECKUE, XYIOKECTBEHHbIC M TBOPYECKHE PAMKH, BBIXOZS Ha YPOBEHb
OOLIIECTBEHHO-TIOJIMTUYECKUX TEHACHUMH. B  jokmaze He TONBKO —paccMaTpHUBArOTCS
U3MEHEHHS B CIO)KETe OajieTa, HO NMPOBOJMTCS Iapajlienb ¢ OOIIECTBEHHBIMH SBJICHUAMU B
obmectBe Tex Jer. LIupokuii quana3oH CHOKETHBIX M3MEHEHHIH OTpa)KaeT MHOTOTPaHHOCTb
MY3bIKAJIBHOI'O COZICpP)KaHMsA, a caMa BOSMOXKHOCTh CTOJIb HPHHLMIHAIBHBIX U3MEHCHUH B
croxeTe 00yCIIOBJIEHbI HOBBIM OTHOILEHHEM K My3blke OajeTHoro cnekraxis. IIpuBopsrcs
IPUMEPbI PA3IMYHBIX IOCTAaHOBOK 0ajieTa, JaHHbIe 0 OaneTMelcTepax U IMOPETTHCTaX.

TRANSFORMATION OF THE ARAM KHACHATURIAN'S BALLET GAYANE PLOT

The paper considers parallel existence of ballets with and without plots in xx century
as well as features of plotless ballets™ influence on new music perception in ballets,
transformation of spectator’s perception, which in result forms a new attitude to the genre. It
also pays attention to the expression of unverbal and plotless in choreography. Plotless ballet
is considered as a new choreographic category in choreographic art, playing a comparable
role with symphonic score, paintings by 20" century’s artists. The central role in the article
plays Aram Khachaturian’s Gayane which is unique speaking of number and variety of plot
changes. The paper explains reasons for these changes, finds regularities in plot types and
their changes. This phenomenon widens common aesthetic and artistic bounds, reaching the
level of political and social tendencies. Besides considering plot changes, the paper also finds
parallels with social events of the times when different versions of the ballet were performed.
The wide range of plot changes shows the versatility of musical contents, when the possibility
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of such fundamental changes is based on the new attitude to ballet music. There are examples
of various performances, data about ballet makers and libretto makers.

ITAHOB Asekcert AHaTolbeBWUY, 00kmop uckyccmbobederus,
npogpeccop, 3abedyioujuii kagpedpoil opeana, xaabecuna u
xapuavona  Canxm-IlemepOypeckutl  eocyoapcmbertviil
yHubepcumem, Canxm-Ilemepbype, Poccus

Alexei PANOV, Dr. Habil. (Doctor of Art Studies), Full Professor,
Saint Petersburg State University, Saint Petersburg, Russia

B COABTOPCTRE C

PO3AHOB WBau BacwiseBwd, doxmop uckyccmbobederuis,
npogpeccop,  Canxm-Ilemepbypeckuii  eocyoapcmbentviii
ynubepcumem; Canxm-Ilemepbypeckasn eocydapcmbennas
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OB UCIIOJIHEHUM MEHY2TOB MY3bIKAHTAMU XV |11 BEKA

OpHMM M3 CaMBIX M3BECTHBIX TaHIEBAJBHBIX aHpoB B 3amamHoit EBpone XVIII
CTOJNIETHS NO NpPaBY CUUTAETCAd MEHYST. MEHYIThl HCIONHSIM Ha TeaTpaJbHOH ClieHe, B
CaJIOHaX, Ha CBETCKUX NpuemMax. Kak 1 MHOrue Jpyrue TaHIbl TOro BpeMEHH, MEHYIT ObICTPO
TpaHCc(OPMUPOBAJICS B CAMOCTOSTENIBHBI HHCTPYMEHTAIIBHBIH )KaHpP, OCTaBHUB, B YACTHOCTH,
3aMETHBIH ClIe/l B TBOPUECTBE KOMIIO3UTOPOB-KJIaBECHHUCTOB. PekoMeHaluu, Kacaromumecst
OCOOCHHOCTEH  WCIOJIHEHUS  TAHUEBAIBHBIX WM WHCTPYMEHTAIBHBIX ~ MEHY3TOB,
00HapyXHMBAIOTCST BO MHOTHX TEOPETHUECKUX pykoBoxucTBax My3sikaHToB XVIII Beka.
brnarogapsi pa3M4YHBIM TOYHBIM U OTHOCHUTENIBHO TOYHBIM JIOMETPOHOMHYECKHM CHCTEMaM
OIpe/IeNICHHs] TeMIIa MCIIOIHEHHsI MY3bIKaJIbHBIX Mpou3BeaeHuit, npumenssummcs B XVIII
BEKE M IMOJIYYHMBIIUM OTPa)KCHHE B TEOPETUUECKHX M METOAMYECKHUX TPyZHax SIOXH, CErOHs
HCCIIEZIOBATENIM PACIOIaralT JOCTaTOYHBIM KOJIMYECTBOM CBEICHUH, HEOOXOAMMBIX JUIS
U3y4eHUs M3MCHYUBBIX IIPOLECCOB IPAKTUKH HCIOJNHEHUS CTApUHHBIX TaHIEB Ha
NPOTSHKEHUH BCEro cToieTHs. IIpsmble yKa3aHuUs, OTHOCSLIMECS K UCIIOJHEHUIO MEHY3TOB,
obnapyxusatorcs B Tpynax ne Cen JlamGepa (1702), M. JI’ Abduitsipa (1705), JI. JI. Iaiio,
rpada JI’Ounuambpes (1735), XK. A. ne as lanens (1737), . U. Keauua (1752) u psina
JPYTHX MY3bIKaJIbHBIX nucateseil. [IporuBopeyaniye Apyr Ipyry XapakTepUCTHKH MEHyITa
NPEJICTaBICHbl ABTOPAMU W3BECTHBIX MY3BIKAJbHBIX cjoBapeil, B uactHoctH, C. [le
Bpoccapom (1701), Hx. I'paccuno (1740) u XK. XK. Pycco (1768). Ananuz comepkanust
UCTOPMYECKUX JIOKYMEHTOB ¥ MaTepHalioB JlaeT OCHOBAaHWs CIENaTh BBIBOJL: B
3amnaJHOeBPONEHCKOM My3bIKalbHOM HcKyccTBe XVIII Beka cymectBoBanu jaBa TUMa
HMHCTPYMEHTAIBHOIO MEHY3Ta C IPHHIHUITHAIBEHO PA3IMYHBIMU — MPEKJIE BCETO, TEMITIOBBIMH
HCIOJTHUTEIBCKUMH XapaKTePHCTHKAMH.
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ON THE PERFORMANCE OF MINUETS BY MUSICIANS OF THE 18TH CENTURY

One of the most famous dance genres in Western Europe of the 18" century is
rightly considered the minuet. Minuets were performed on the theater stage, in salons, at
social receptions. Like many other dances of that time, the minuet quickly transformed into
an independent instrumental genre, leaving, in particular, a noticeable trace in the works of
composers for the harpsichord. Recommendations concerning the peculiarities of the
performance of dance and instrumental minuets are found in many theoretical manuals of
musicians of the 18" century. Thanks to the various precise and relatively accurate
premetronomic systems for determining the tempo of musical compositions, used in the 18™
century and reflected in the theoretical and methodical works of the era, today researchers
have enough information necessary to study the changing processes of the practice of
performing early dances throughout the century. Direct indications relating to the
performance of minuets are found in the works of de Saint Lambert (1702), M. L’ Affillard
(1705), L. L. Payot, Count d’Ontzembray (1735), J.-A. de la Chapelle (1737), J. J. Quantz
(1752) and a number of other musical writers. The contradictory characteristics of the minuet
are presented by the authors of famous musical dictionaries, in particular, S. de Brossard
(1701), J. Grassineau (1740) and J.-J. Rousseau (1768). The analysis of the content of
historical documents and materials gives grounds to conclude that in the Western European
musical art of the 18™ century there were two types of instrumental minuet with basically
different — first of all, tempo performance characteristics.

Ilatommmua Amnacracus FOpweBHa, kanoudam nedazoeuueckux
Hayk, OekaH, pakyivmema (PoALKAOPHO20 — UCKYccmba,
doyenm, xagpedpa xopoboeo U COAbHO20 HAPOOHO20 MNeHUS,
Poccutickas akademus mysviku umenu Inecunvix, Mockba,
Poccus

Anastasia Patoshina, PhD, Associate Professor, Choral and Solo Folk
Singing Department, Dean of the Folklore Art Department,
Gnesin Russian Academy of Music, Moscow, Russia

BAJIET B TEATPAX KHS3EN PAI3uBWLIOB B XVIII CTONETHMI

IMosiBnenne mnepBbIX OAJETHBIX IIOCTAHOBOK M 3apOXKACHUE NPO(ECcCHOHAIBHOr O
oOpa3oBaHusl Ui TaHIOBIIMKOB Ha Teppuropuu bemapycu B XVIII cronmetun cmsizaHo ¢
JIeSTEIbHOCTBIO TEATPOB MarHaToB — OOraTeiiux MpeicTaBUTENed BbICIICH 3HATH
Benukoro kuspkectBa Jlurosckoro, Pycckoro u JXXmynckoro (BKJI), B xoTopoe BXOauiau
coBpeMeHHbIe Oenopycckue 3emid. Ha crieHax, cHaOXEHHbBIX CIOKHBIMH MEXaHW3MaMHu U
JCKOpaLUsIMHU IJIsl CO3/IaHKsI Pa3HOOOPa3HbIX 3BYKOBBIX M BU3YAIbHBIX 3 dekToB, padoranu
Beflyliue OajeTMelcTephl M TAHIOBIIMKKA CBOEro BpeMeHH. Haumbomee nonmroBedHod u
MacIITaOHON CTana eSTeNbHOCTh YaCTHBIX TeaTPOB, CO3/AaHHBIX U (DyHKIIMOHMPOBABILIHX HA
cpencTBa «HekopoHoBaHHBIX Koponeit»y BKIJI kuszeit Pamsusuios. [IpencraBurenu sToit
CeMbH TPOSIBISUIN MCKPEHHUH MHTEpeC K MCKYCCTBY M CAENalM CBOU ABOPHI CPEIOTOUHEM
KYJIBTYPHOH JKM3HM M XYIOXKECTBEHHOrO O0Opa3oBaHHMs CBOero BpemeHW. s oOyueHus
UCKyCCTBY Oanera COOCTBEHHBIX JeTel, NPUONIKEHHBIX KO IBOPY JMI] M KaJeTOB
«PpImIapckoil akageMun», co3maHHOW PamsumBmiiamu mo o0pasiy CaKCOHCKOrO y4eOHOro
3aBeACHMS U BOCHHBIX, KHS3bs NPHUITIAMIATN PabOTaTh M3BECTHBIX HPO(ECCHOHATBHBIX
TAHIOBIIMKOB 13 PpaHIMM U UTANbIHCKHX KOpOJeBCTB. It OpMHPOBAHHS MOCTOSHHO
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JIEHCTBYIOIINX TAHICBAJIBHBIX TPYII IpHU cBouxX Tearpax B Ciyike u Hecrmke Pam3uBuimibt
OTKpBUIM OaleTHBIE IMKOJBI. PaciBer OaleTHOro HMCKycCTBa Ha TeaTpajbHBIX CICHAX
PamsuBmuioB orHocutes k 1777-1790 rogam. B sToT mepuox BMecte ¢ xopeorpadamu u3
EBPONCHCKUX CTPaH TIIOCTAHOBKOH OalleTHBIX JMBEPTUCMEHTOB W HMHTEPMEIUIA Haval
3aHUMAThCS OeNopyccKuil TaHIOBIUMK AHTOHMHK Jloiiko. YueHuk pedopmaropa 0aaeTHOro
nuckyccrBa JKana-YKopka HoBepa ®panuecko Kacemm mocTaBMil HECKONBKO OalleTHBIX
CIICKTAKIICH ¢ pa3BepHYTHIM JPAMAaTHYECKUM CEOXKETOM, OJHUM M3 KOTOpBIX cTan «Opdeii B
aay» Ha MY3bIKy HEMEIKOrO0 KOMIIO3WUTOpa M PYKOBOJWTEINS HECBIDKCKOW Kameuibl S1Ha
Haeuna Nonanna. [lestensHocTh TeatpoB PamsusmmioB B XVIII cronetun mmena BaxkHOe
3HAUEHHE JUIS Pa3BUTHS TAHIEBAJIBHOTO HMCKYCCTBA M 00pa30oBaHMS Ul JIIOJEH pa3HOro
COIMAIEHOTO TIONIOKeHWs. braromapss JTHYHOMY YYacTHIO B CIEKTAaKIIX HE TOJBKO
MPECTaBUTEIH IIISXTHI, HO M KPECThsHE, MEII[AHEe M COJNIAThI MPUOOIIAUCH K KIaCCHYECKOM
eBpOIeICKOil My3blke W Oanery. JleTw, yCIIeIIHO 3aKOHYMBINHE OOy4YeHHe B IIKONaX Y
BEIYIINX €BpOIeickux OajeTMelcTepoB, mpruodpeTann npodeccrro, KoTopas Mo3Boisiia UM
BITOCJIEJICTBHH paboTaTh B Pa3HBIX TeaTpax M odecreunBars cede 6e30eHoe CyIecTBOBaHHE.

BALLET IN THE THEATERS OF THE RADZIWILL PRINCES IN THE 18™ CENTURY

The appearance of the first ballet performances and the emergence of professional
education for dancers on the territory of Belarus in the 18" century is associated with the
activities of the theaters of the magnates — the richest representatives of the highest nobility
of the Grand Duchy of Lithuania, Russia and Zhmudsky, which included modern Belarusian
lands. The stages, equipped with complex mechanisms and decorations to create a variety of
sound and visual effects, were the leading choreographers and dancers of their time. The most
durable and large-scale was the activity of private theaters, created and functioning at the
expense of the ‘uncrowned kings’ of the Grand Duchy of Lithuania, the princes Radziwilts.
Representatives of this family showed a sincere interest in art and made their courtyards the
center of cultural life and artistic education of their time. To teach the art of ballet to their
own children, persons close to the court and cadets of the ‘Knight’s Academy,’ created by the
Radziwilts on the model of the Saxon educational institution for the military, the princes
invited famous professional dancers from France and the Italian kingdoms to work. To form
permanent dance troupes at their theaters in Slutsk and Nesvizh, the Radziwitts opened ballet
schools. The heyday of ballet art on the theater stages of the Radziwilts dates back to 1777—
1790. During this period, together with choreographers from European countries, the
Belarusian dancer Anthony Loiko began to stage ballet divertissements and interludes. A
student of the ballet reformer Jean-Georges Noverre, Francesco Caselli staged several ballet
performances with a detailed dramatic plot, one of which was Orfeusz w piekle (Orpheus in
Hell) to the music of the German composer and leader of the Nesvizh Chapel, Jan Dawid
Holland. The activity of the theaters of the Radziwilts in the 18" century was important for
the development of dance art and education for people of different social status. Thanks to
their personal participation in performances, not only representatives of the gentry, but also
peasants, philistines and soldiers were introduced to classical European music and ballet.
Children who successfully completed their studies at schools with leading European
choreographers acquired a profession that allowed them to later work in different theaters and
provide themselves with a comfortable existence.
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OCOBEHHOCTH IIPOCTPAHCTBEHHO-APXUTEKTOHWYE CKOI CUCTEMBI BAJIETHBIX ITOCTAHOBOK
«BECHA CBSIILEHHAS» 1 «OKAP-TIITULIA»

«Pycckue cezonb» C. I1. [lsruieBa — 0OjHA MX BEX OTEYECTBEHHOW M €BPOMEUCKON
KYJBTYPBI, OCTaBHBIIAs SPKOE BIEYATICHHE OCOOBIM HOBATOPCKHM IOIXOJIOM K CO3JIaHHUIO
TeaTpabHBIX IIOCTAaHOBOK. OIBIT COTPYAHNUYECTBA XYI0KHUKOB-JIEKOPAaTOPOB, Xopeorpados,
MacTepoB Oanera, KOMIIO3UTOPOB, TBOPHUBIINX MOJ STHIOH NMIIPECapHo, MPEICTABIISETCS IS
COBPEMEHHOW TBOPYECKOH MPAKTHKU IEHHBIM HCTOYHUKOM HJIeH, pelIeHNH, aKTyalbHBIX BHE
BCSIKMX BpeMEH. B  jmamHON pabore ¢deHoMeH «PycckMX Ce30HOB», B UYacTHOCTH,
XYIO)KECTBEHHOE TPOCTPAHCTBO OaJIeTHBIX IOCTAHOBOK PAacCMAaTPHUBAETCS C TOYKH 3PEHHS
ApPXUTEKTOHUKK OaJIETHOTO CIEKTaKJs, B3aUMOJCHCTBUS TeaTpaibHO-AEKOPAHOHHOTO
PELICHUsSI U CTPYKTYPBI TPy, GOpM, TOBOPOTOB U PaKypcoB (UT'yp BEICTYIAIONIHX, a TAKXKE
LIEHHOCTHO-UEePapXUIECKO CTPYKTYpbI MpocTpaHcTBa. Llenmb uccrmenoBaHus — H3ydeHHUE
0COOEHHOCTEH apXUTEKTOHUKH TaKHX MOCTAHOBOK, Kak «BecHa CesimenHas» n «OKap-ntuma»
B KOHTEKCTE WJEW CHHTE3a M COTBOpPYECTBA KOMIIO3UTOpa, OaneTrMelicrepa W XYIOXKHHUKA.
HoBusHa 3akmrodaercss B KOMIUIEKCHOCTH IOAXOAa K PAcCMOTPEHHIO BU3YyallbHOU
COCTABIAIOIICH OAaleTHBIX MOCTAHOBOK M OIPEIENCHUIO ACTeTUYECKMX NPHYMH HX
ocobeHHOcTell. B mpomecce W3ydeHHs J@HHOIO BOIPOCA MCIIONB30BAIHMCH  PabOThI
Banentunet Mapu  OrroctuH  ['pocc-T'toro, 3apucoBku  (paHIy3CKOrO — XYIOXKHHKA
Ommanysis bBapcera (Emmanuel Barcet), a tarke meiizax («3aMOK Ha o3epe»), HaOpOCKH
KapaHJAIIOM >XEHCKMX W MYXCKHMX HOPTPETOB, a Takke Oanermeicrepckas pa3paboTka
OTJENBHBIX CLEH M IUaH peneruuuid «Kap-nruusl», BeinmogHeHHble M. M. ®okunbiM. B
pe3ynbTaTax CTaThU ONpPENesIeHO, YTO B IpocTpaHCcTBe «BecHbl CBAIIEHHOI» HE CYLIeCTBYET
Pa3HBIX STHYECKHX KaTeropui, 3To0 Muduueckas, puTyaiabHas Cpeia, CIeIOBaTENIbHO,
IIOCTAaHOBKAa — HEKOE BOIUIOIICHHE MU(OPHUTYAIbHOIO KOHTHHYYMA JIPEBHETrO 4eJIOBEeKa. A
IpOCTpaHCTBO Oaneta «OKap-nTuma» COAEpXXUT HYETKYI IIEHHOCTHO-UEPAPXUYECKYHO
CHCTEMY, CBSI3aHHYIO C XY/ 0KECTBEHHO-00pa3HBIM BOCHPUITUEM Mpou3BeaeHus. OTMeueHO
NPUCYTCTBUE  Ipa)M4ecKOro  COOTBETCTBHMS  IUIACTHMKM  JBI)KCHHMH  TeaTpalibHO-
JIEKOPAlIMOHHOMY DEIIEeHHI0 00eHMX IOCTAaHOBOK, & TaKKe HOBATOPCTBO B Xopeorpaguu u
My3bike. OO03HA4YEHO, YTO B OCHOBE CIEUU(PUKH apXUTEKTOHHKH M3YYEHHBIX IOCTAHOBOK
3aJ10)KEHBI NPUHIUIIBI CBOOO/IBI TBOPYECTBA, CTPEMIICHHUS K IIPABIONOI00HIO U Pa3peLICHUI0
KpH3Kca B HCKYCCTBE TeaTpa, PAacKpBITHE JIMYHOCTH KaXKAOro Macrepa, oOpalleHue K
CTUIM3AIMU YMECTHON M €CTECTBEHHOM B paMKaX CIOXKHBIIErOcsl KOHTEKCTa.

SPATIAL AND ARCHITECTONIC SYSTEM FEATURES
OF THE LE SACRE DU PRINTEMPS AND L'OISEAU DE FEU BALLET PERFORMANCES

‘Russian Seasons’ by Sergei Diaghilev is one of the milestones of Russian and
European culture, which created an incredible impression because of a special innovative
approach to creating theatrical performances. An experience of collaboration of decorators,
choreographers, ballet master and composers, who worked under the aegis of the impresario,
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seems to be a valuable source of actual ideas beyond all times for modern creative practice.
The phenomenon of ‘Russian Seasons,” particularly, the art space of ballet performances is
studied in this article from the point of view of the architectonics of a ballet performance, the
interaction of theatrical and decorative solutions and the structure of groups, forms and
foreshortening of the dancer’s figures as well as the value-hierarchical structure of space. The
purpose of the research is to analyze the architectonics of such performances as Le Sacre du
printemps and L ‘Oiseau de feu in the context of the idea of synthesis and collaboration of the
composer, choreographer and artist. The novelty is based on the complexity of the approach
to considering the visual component of ballet works and determining the aesthetic reasons of
its unique feature. The works by Valentine Gross-Hugo, some sketches by the French artist
Emmanuel Barcet, a landscape (Castle on the Lake) and sketches of female and male
portraits, as well as the choreographer's working-out of separate scenes and a rehearsal plan
for L Oiseau de feu created by M. Fokin were used in the process of studying this issue. In
the results of the article is demonstrated the fact that there are no different ethical categories
in the space of the Le Sacre du printemps, it is a mythical, ritual area, therefore, this
performance is a kind of creation of the mythoritual continuum of ancient man. While the
space of the Z’Oiseau de feu contains a clear value-hierarchical system associated with the
artistic and imaginative perception of the work. It is stated that there is a graphic
correspondence of the plasticity of movements to the theatrical and decorative solution of
both performances as well as innovation in choreography and music. Finally, it is indicated
that the specific architectonics of studied ballet performances is based on the principles of
freedom of creativity, the desire to achieve a verisimilitude and find the resolution of crisis in
the art of theatre and open each master’s mind and personality, reference to appropriate and
natural within the context stylization.
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HMHCTPYMEHTAJIbHBIN TEATP: COOTHOLIEHUE MY3bIKAJIBHOI'O U XOPEOI'PA®UUYECKOI'O PSJI0B

3HAaKOBBIH  XAaHP  COBPEMEHHOCTH  —  HHCTPYMEHTaJbHBIA  Tearp, —
NO/IPa3yMEBAIOIIMH CHHTE3 OCHOBHBIX PSI0B, XapaKTEPH3YIOIIMX Pa3HbIe BHUIbl UCKYCCTBA,
obnagaeT cOOCTBEHHBIMH KOHCTAQHTHBIMM 4epTaMu. 1o cyTH, SBISSACH CMHTETHYECKHUM, OH
coBMemaeT B cebe Wrpy Ha My3bIKAJIBHBIX HMHCTPYMEHTaX MW aKTEPCKyI0 HIpY,
BBIPQKAOIIYIOCS B NPHUBJICYCHUHM MCIIONHUTENEH K Tearpy B uenoMm. Ilpu stom, ocobGoe
3HaYCHHE MMEET HalM4YMe xopeorpaduu, CrocoOCTBYOIICH B OONBIIMHCTBE ClaydaeB Oonee
a/ICKBaTHOMY CLICHUYECKOMY BOIUIOLICHUIO /I TOTO WM MHOTO KoMno3uropa. OHa MOXET
OBITh M3HAYAJIBHO NMPOAYMAHHOW M YCTAHOBJICHHOH aBTOPOM, a MOXET HCIOJIb30BaThCS
HMHCTPYMEHTAINCTAMH CIIOHTAHHO, MCXOAS M3 CIYy4aifHOCTH CaMoro Ipolecca UCIIONHEHHUS.
DopMHUpyIOIIAsCcs IPH 9TOM HHCTPYMEHTAIBHO-XOpeorpaduueckast KOMITO3ULHS (Harpumep,
B TBopuectBe M. Kelimka, O. bpayna, K. Llltokxaysena, JI. bepuo, M. Karens, ®@. PxeBckuy,
®. KapaeBa, B. MaprsinoBa, C. I'ybaiinynuHoif, B. ExuMoBckoro) crnoco0Ha BIpa)K€HHO
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MPHUBJICKATh BHIMAHHE ITyOJIMKH, YTO JIeJaeT MOAO00HBIE OIMYChI TOpa3io 0oiee «OTKPBITHIMIDY
JUIT BOCHPUSTHS W TIOHMMaHHS aBTOPCKOW KOHIIEMIIMK. B craTthe B KadecTBE 00pas3IoB
HHCTPYMEHTAJILHOTIO Tearpa, MPEIOoNaratonero CUHTE3 MY3bIKaJIbHOTO u
xopeorpadu4eckoro psamaoB, paccMmarpuBatoTcs mnpomsBeneHus K. Iltokxaysena, B.
Exumosckoro, JI. JIunkuca u psijia Ipyrux KOMIIO3UTOPOB.

INSTRUMENTAL THEATER: SYNTHESIS OF MUSICAL AND CHOREOGRAPHIC SERIES

The iconic genre of modernity — instrumental theater — which implies the synthesis
of the main rows that characterize different types of art, has its own constant features. In fact,
being synthetic, it combines playing musical instruments and acting, which is expressed in
attracting performers to the theater as a whole. At the same time, the presence of
choreography is of particular importance, which in most cases contributes to a more adequate
stage embodiment of the ideas of a particular composer. It can be originally thought out and
established by the author, or it can be used spontaneously by instrumentalists, based on the
randomness of the performance process itself. The resulting instrumental choreographic
composition (for example, in the works of J. Cage, E. Brown, K. Stockhausen, L. Berio, M.
Kagel, F. Rzewski, F. Karaev, V. Martynov, S. Gubaidulina, V. Ekimovsky) is able to
expressly attract the attention of the public, which makes such opuses much more ‘open’ for
perception and understanding of the author's concept. The article considers the works of K.
Stockhausen, V. Ekimovsky, L. Lipkis and a number of other composers as examples of
instrumental theater, which involves the synthesis of musical and choreographic series.
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«POMEO 1 JIXYIILETTA» I'. BEPJIMO3A 110 V. IIIEKCITAPY :
CHUM®OHU, JIPAMA U JIPYTUE BUIbI UICKY CCTBA

B 2007 roxy Cama Bansi (Sasha Waltz) cosnana cnekrakip no maprurype I'ekropa
Bepnuoza «Pomeo u JDxymberray mias Oanera [lapmkckoil omepbl € COJMHMCTaMH,
KopzebaeToM, xopamu u opkectpoM (pembepa Onepa bactusb, mupmwxuposan B. ['eprues).
[Io cnoBaM KPUTHKOB, B JOJNTOM UCTOPHH OAJETHBIX MHTEPIPETALNI IIEKCIIUPOBCKON ApaMbl
«TaKOW SIPKOM TPAKTOBKHM, HCIIONHEHHOH BBIPA3UTEIbHOCTH H (HIOCOQUYHOCTH elle He
obuto». Cpenu OanmeTHbix 3aMbiciioB bepnuoza — «Ocyxaenne Paycran mo [ere:
MEePBOHAYAIILHO 3alyMaHHBIA U COYMHEHHBIH (B 1827 .) Kak My3bIKa K OaneTy omyc nanee —
yepe3 20 sner — mnepepomwicst B onepy. «Pomeo n JDKYIbETTY» KOMIO3HTOpP TaKkKe
MePBOHAYAIBHO 33/lyMall B CXOHOM KJIF0Y€, HO B PE3yJIbTaTe O4ePTHII HOBBIH KaHP pPaMKaMHt
cuM(OHHU: ISl CONKMCTOB, XOpa M OpkecTpa “mo Tpareauu Yuibsima lllexcnmpa”. Bepinos
Ha3Bal CBO# mieneBp «J/[pamaruueckoit cumbonwmeity, Cama BanbTi] cBOW CHEKTakib —
«xopeorpaduueckoil omepoit». B 6ubnnoreke bepnuo3a xpaHuioch cobpaHue COMMHEHHIN
[lexcrnpa Ha aHTTHUHACKOM sI3bIKE, MOJapeHHOe eMy B 1835 romy, oH Taxke MOT OMHUPATHCS
Ha nepeBon «Pomeo u J[KynmeeTThl» Ha (paHmy3ckuil (mepeusganne Ppancya I'm3o 1821
rona). OnHAaKO IJIs KOMIIO3UTOpA TNEYaTHBIH TEKCT MIpajl CKOpee MOIYHHEHHYIO POib, a
Opamamuyeckas uaes Obula CBsi3aHA NPEXKIEC BCErO C BOCHOMHMHAHHMSAMHU O CHEKTaKIISAX
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aHrmiickoit Tpynmel B Teatpe «Omeon» 1827 r., m I'enpmerre CMHTCOH: «.Hrpa
HCIIOJHUTENEH, OCOOCHHO HCIIOMHUTEIBHHUIBI, ITOCIEI0BAaTEeIbHOCTh CIEH, JKECTHl M 3BYK
TOJIOCOB O3HAYaJH Ul MEHs OONbIle W MPUHECTH MHe uaeil n crpaganuns lllexcrimpa 6mmke,
4eM CJ0Ba MOEro HeTowHoro mepesoma» (Mémoires, I, 1969, 35). pamaryprudeckas
koH1ernws mo6Bu Lllexcnipa Hepa3phIBHO CBsI3aHA C TIOITHIECKHUM SI3BIKOM BIIOOJICHHBIX. B
«Pomeo u J[xynberTe» bepnnosa BOKaIBHBIN JIEMEHT B 3HAYNTEINBHON CTENICHH OTBEIEH Ha
BTOPOW IUIaH, IJIaBHBIE XK€ T'€POH MPEJCTABICHBI TOJIBKO CPEICTBAMH WHCTPYMEHTAIBEHOH
My3siku. Ananranuy Hlexcnupa bepinozom u Banbly commkaeT nepeHoc qpaMaTypruaecKoi
«TpaekTopuM» Ha HeepOanbHble (opMbl uckyccra (M. Kemnepman). TpakToBKH
OObeMHAET pPEKOHCTPYKLHMS CIOKeTa, BEpHEe ero YCIOBHOCTh HPH  OYEBHIHOU
«IIEKCTIMpU3aln», 00a XYIOXKHHUKA, KaXIBIH Ha CBOEM IOJe, CKJIOHHBI K HappaTHBY,
pacIIaTBIBAaHAIO «KJIACCHYECKHUX» CTPYKTYp, «POMAHTHUECKOW» HPOHUH, TpadUIHOCTH H
KOHTPACTY SI3bIKa Ha MaJIbIX MIPOMEXYTKax (HopM.

RomEO ET JULIETTE BY HECTOR BERLIOZ AFTER WILLIAM SHAKESPEARE:
SYMPHONY, DRAMA AND OTHER FORMS OF ART

In 2007 Sasha Waltz created a production based on Hector Berlioz’ score of Romeo and
Juliet for the Paris Opera Ballet with soloists, chorus, chorus and orchestra (premiere at the
Opéra Bastille, conducted by Gergiev). According to critics, in the long history of ballet
interpretations of Shakespeare’s drama ‘there has never been such a vivid interpretation,
filled with expressiveness and philosophicality.” One of Berlioz’ ballet ideas was La
Damnation de Faust after Goethe: originally conceived and composed (in 1827) as music for
ballet, the work was transformed into an opera twenty years later. The composer initially
conceived Romeo and Juliet in a similar vein, but as a result he framed the new genre within
the framework of a symphony: for soloists, chorus and orchestra after the tragedy of William
Shakespeare.” Berlioz called his masterpiece a ‘Dramatic Symphony,” Sacha Waltz called his
performance a ‘choreographic opera.” Berlioz kept a collection of Shakespeare’s works in
English in his library, given to him in 1835, and he could also rely on the French translation
of Romeo and Juliet (Frangois Guiseau’s 1821 reprint). For the composer, however, the
printed text played more of a subordinate role, and the dramatic idea was linked above all to
memories of performances by an English company at the Odeon Theater in 1827, and
Henriette Smithson: ‘...the play of the performers, especially the performers, the sequence of
scenes, the gestures and sound of voices meant more to me and brought me closer to the ideas
and sufferings of Shakespeare than the words of my inaccurate translation” (Mémoires, II,
1969, 35). Shakespeare’s dramaturgical conception of love is inextricably linked to the poetic
language of lovers. In Berlioz’s Romeo and Juliet the vocal element is largely relegated to the
background, while the main characters are represented only by means of instrumental music.
The adaptations of Shakespeare by Berlioz and Waltz are brought together by the transfer of
the dramaturgical ‘trajectory’ to non-verbal art forms (J. Kellermann). The interpretations are
united by the reconstruction of the plot, or rather its conventionality with its obvious
‘Shakespearianization.” Both artists, each in his own field, are inclined toward narrative, the
loosening of ‘classical’ structures, ‘romantic’ irony, graphic and contrasting language in
small intervals of form.
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IIETPOBA Jlyms3a PamudoBHa, Hayumbitl compyonux, Llenmp
uckyccmbobedenus, Mucmumym — A3vika, AUmMEpamypul U
uckyccmba umenu I. bpaeumoba, Kasars, Tamapcman, Poccus

Luisa PETROVA, Researcher, Art History Center, Ibragimov Institute of
Language, Literature and Art, Kazan, Tatarstan, Russia

XOPEOI'PA®US B MY3BIKAJIbBHOM JIPAMATUYECKOM CIEKTAKJIE HA TATAPCKOI CLIEHE
B 1920-1930-E roapl

B 1920-e rogsl B pemepryape Tarapckoro rocyJapCTBEHHOTO JpaMaTHYeCcKOro
Tearpa 4eTko 00o3Haumnach (opmMa CIEKTaKiIsd — My3blKallbHas ApamMaTHdeckas neeca. Jlis
MIPOW3BE/ICHUIT TAaTapCKUX JpamMaTyproB KOMIIO3WUTOPHI HAYMHAIOT IINCAaTh MY3BIKY.
CriexTakib, BKIIOYaBIINN IpaMy, HHCTPYMEHTAJIbHYIO MY3BIKY, BOKAIBEHBIE TAPTHH, CTaJl LIS
TaTapCKOM CLEHBl pPe3yJIbTaTOM IOUCKOB. HeoTbemneMoll YacTbl0 MHOIMX CIEKTaKJIeH
CTAaHOBSITCS Xopeorpaduueckne CIHeHbl. llocTeneHHO, KOMITO3MTOPHI IpH HAaNMCaHUH
MY3BIKM, HAUYMHAIOT YYHUTHIBATH CIEIMPUKY Xopeorpaduieckoil apamaryprum. Takum
oOpa3oM, TeHICHIMH, (OpPMHpOBaBIIMECS Ha TaTapCKOH JpaMaTHYeCKOH CIeHe W
Mpo(heCCHOHANBHOH MY3bIKe, NPEUIOKWIA YCIOBHS, B KOHTEKCTE KOTOPBIX CTalld
pa3BuUBaThCS creHHYeckre GpopMbl HapoaHoro TaHIa. I[Iporeccel, npoucxonsmue B 20-30-¢
rofiel Ha cleHe TaTapckoro rocyfapCcTBEHHOIO APAaMaTHYECKOrO T€aTpa, pACCMOTPEHHBIE B
JOKJIa/ie, MPEABOCXUTHIN MPO(pECCHOHATN3ANI0 TPAJAUIIMOHHON TaTapcKOW TaHIEBaJbHOM
KYJIBTYPbI, CHOCOOCTBOBAJIM (POPMHUPOBAHHIO HAIMOHAIBHOrO OalleTHOro perepryapa Ha
TaTapcKoOM CIEHE.

CHOREOGRAPHY IN A MusiCAL DRAMA PERFORMANCE ON THE TATAR STAGE (1920-1930)

In the 1920s, the repertoire of the Tatar State Drama Theater clearly identified the
form of the play — a musical dramatic play. For the works of Tatar playwrights, composers
begin to write music. The performance, which included drama, instrumental music, vocal
parts, became the result of searches for the Tatar stage. Choreographic scenes become an
integral part of many performances. Gradually, when composing music, composers begin to
take into account the specifics of choreographic drama. Thus, the trends that formed on the
Tatar dramatic stage and professional music offered conditions in the context of which stage
forms of folk dance began to develop. The processes taking place in the 20-30s on the stage
of the Tatar State Drama Theater, considered in the report, anticipated the professionalization
of the traditional Tatar dance culture, contributed to the formation of the national ballet
repertoire on the Tatar stage.

ITETPOXKUIIKAS Hapus AHaTonbeBHa, mazucmp,
npenodabameny,  kagpedpa  MY3biKAAbHO20  UCKYccmbBa, »
Axademua Pycckoeo 6asema umenu ASl.  BaeanoBoi,

Canxm-Ilemepbype, Poccus
Daria PETROZHITSKAYA, MA, Lecturer, Musical Arts Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

«KPYT AIA» — EJMHCTBEHHbII BAJIET B TBOPYECTBE JIIOLIMAHA [TPUTOXXMHA

[IpencraBieHHbIN TOKTAd MOCBSIICH €IHHCTBEHHOMY OajeTHOMY omycy Jlrormana
IMpuroxuna «Kpyr ama». OOpameHne K AAHHOMY COYMHEHUIO IIO3BOJISICT OCBETHUTH
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MAJIOM3YYCHHYIO CTOPOHY TBOPYECTBA KOMIIO3UTOpPA, O0JaJaBIIEr0 OPUTHHAIBHBIM U
cre()UUeCKnM  TaaaHToOM. JIaHHOE€ COYMHEHHE [O3BOJISIET BBISBUTH OCOOEHHOCTH
KOMITO3UTOPCKOTO pelIeHust [IpUroKuHa, €ro COMpsHKEHHOCTh C TPaIUIMsIMH OalleTHOMH
My3bIKH M  HOBAaTOPCKMMH  [peoOpa30BaHUsIMH, XapaKTEPHBIMH JUIL  COBETCKOI'O
xopeorpadu4eckoro uckyccrsa B Hauane 1960-x romos. Baner «Kpyr ama» Haxomurcs Ha
MepecevyeHnd HECKOJIBKUX HCCIIEOBATEIbCKMX TEM: Pa3BUTHE OAJIETHOM OTEYECTBEHHOM
MY3BIKA M JHaJIOr KOMIIO3MTOpa JBAJAIATOI0 BEKa C XOpeorpapuyecKuM >KaHPOM.
Ipou3sBeneHne AEMOHCTPHPYET HauboJice SIPKHE YepThl TBOPUECKOro obimka [IpuroxuHa:
OpPHEHTUPOBAHHOCTh HA TEPOMUYECKYIO MPOOJIEMATHKY, BEPHOCTh COOCTBEHHON aBTOPCKOMA
MaHepe, YyTKOCTh K JKUBBIM M aKTyaJbHBIM TPAJUIMSAM HCKYCCTBA, a TAKKE TeaTpajbHOE,
JICHICTBEHHOE Hauaso, mpucyiiee ero Mysbike. «Kpyr aja» mokasareleH U JUisl BpeMEHH, B
KOTOpPOE OH ObLJT CO3/IaH, €ro Xy/I0KECTBEHHO-TEATPAIBHBIX IOUCKOB U TOrO TPYAHOIO MYTH,
KOTOPBIl MPOXOANIA MY3bIKa B OAJICTHOM JKaHPE CEPEeHHbI [IECTHACCATHIX [OJIOB MPOIIIOro
BeKa.

LuclAN PRIGOZHIN’S BALLET THE CIRCLE OF HELL

The presented report is devoted to the single ballet opus Lucian Prigozhin The Circle
of Hell. The reference to this work allows us to illuminate an understudied side of the
composer's work, who had an original and specific talent. This work allows to reveal the
peculiarities of Prigozhin’s compositional solution, its conjunction with the traditions of
ballet music and innovative transformations, characteristic for the Soviet choreographic art in
the early 1960's. The ballet The Circle of Hell is at the intersection of several research
themes: the development of domestic ballet music and the twentieth-century composer’s
dialogue with the choreographic genre. The work demonstrates the most striking features of
Prigozhin’s creative image: a focus on heroic issues, loyalty to his own authorial style,
sensitivity to the living and current traditions of art, as well as the theatrical, effective
beginning, inherent in his music. The Circle of Hell is also indicative of the time in which it
was composed, its artistic and theatrical search and the difficult path that music took in the
ballet genre of the mid-sixties of the last century.

CHHTE3 3BYKA U ITDTACTUKY B COYMHEHUAX B. 1. PEBUKOBA

IpencraBnenHslid  fokiman — mocBsimieH Bnamumupy  MBanoBuuy — PeGukoBy,
XYJOXKHUKY, OTJIMYaBIIErocs CHeUU(UKOH TBOPYECKOH MNO3HLHMH, OPUIHHAIBHOCTBIO
TPAKTOBKM MY3BIKQJIBHOIO HMCKYCCTBA, NPEAIOKUBILIEIO HOBbIE (OPMBI B3aMMOIEHCTBHS
3BYKOBOTO (MY3BIKQJIBHOIO) M IUIACTMYECKOr0 Havajid. Ero KoMmo3uTOpckoe TBOPYECTBO,
OTMEUEHHOE «IHCCOHAHTHOCTBIOY, «HEOPTraHUYHOCTBIO» COSAMHEHHUs] CTaporo M HOBOI'O B
MY3bIKE, OJHOBPEMEHHO IEMOHCTPUPYET YMEHHE ObIThb OPUTHHAJIBHBIM U JOCTYNHBIM. B
My3blke PeOukoBa, ee oOpa3ax M XapakTepaX, CTHJIEBOM OOJIMKE M JKaHpax HallIx
NPOSIBJICHHUST BaXKHEWIME KYJIbTYpHO-XY/IOKECTBEHHBIC TeHIECHIMH s10xu CepedpsHoro
BEKa: TATOTEHHE K CHUHTE3Y HCKYCCTB, HMHTEpEC K SMOIMOHATBHO-TICHXHYECKOMY MHUDPY
YeJoBeKa, CTPEeMJICHHE MNpUAaTh My3bIKaJbHBIM 00pa3aM IIIaCTUYECKOE HATOIHEHHE U
TonkoBaHue. OOpalasch MPaKTHYECKH KO BCEM TPaJHUIMOHHBIM MY3bIKaJIBHBIM JKaHpaM —
CBETCKHM U IyXOBHbIM — PeOUKOB, CBOCH I71aBHOI TBOPUECKOH cepoii BHIeT My3bIKAIbHO-
TearpanbHylo. Kpome TOro, mmem cuHTE3a MOPOIMIM B €r0 MY3bIKE HOBBIE >KaHPHI,
HalpuMep, MENONo33bl, puTMoaekinamanud. OCOOBIM HANpaBICHHEM B pEaTH3alU HICH
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CHHTE3a HCKYCCTB, CTajla OJIHA W3 BeIymuX obOnacteii TBopuecTBa PeOmkoBa —
(dopTenmaHHas My3bIKa, TAKKE OTMEUCHHAS TOSBICHHEM HOBBIX >KaHPOB: MEIIOMHUMUKH,
MEJIOIIACTUKH, MY3BIKaJbHO-TICHXOJIOTHYECKUE KapTHUHBI, 3BYKOBBIC TIO3MBL —3ajaveit
MY3BIKQJILHOTO TBOpYECTBa sl PeOMKOBa sBIISIETCS CO37]aHUE CTEHOTPaAMMBI («MYy3bIKAIEHOMH
rcuxorpapum») BHYTPEHHETO COCTOSHHS YEJIOBEKa, 3aIMCh KOHKPETHBIX YYBCTB 3BYKAMHU.
Heopmurapaocts 3ByKOBOro Mupa B. PeOukoBa, omopa Ha pa3M4HBIC XYIO0KECTBEHHBIC
CTWJIM, €TO TpEACTaBIeHHUs 00 AMOIMOHAIFHOM MHpE YeJIOBEKa, I03BOJISTIOT TOBOPUTH O
CO3JJAHMM  CBOErO0  poJla  aBTOPCKOM  IUIACTHKO-3BYKOBOM  aQHTOJOTMH,  JETalbHO
pacKpbIBaIOLIeH B3aMMOINPOHUKHOBEHUE MY3BIKH U JIBUKEHUSI.

SYNTHESIS OF SOUND AND PLASTICITY IN THE WORKS OF VLADIMIR REBIKOV

The presented report is devoted to Vladimir lvanovich Rebikov, an artist, who was
distinguished by specific creative position, original interpretation of musical art, who
proposed new forms of interaction between sound (musical) and plastic principles. His
compositional work, marked as ‘dissonance,” ‘inorganic’ connection of the old and new in
music, at the same time demonstrates the ability to be original and accessible. In Rebikov’s
music, its images and characters, style and genres found manifestations of the most important
cultural and artistic trends of the Silver Age: a gravitation towards the synthesis of arts,
interest in the emotional and mental world of man, the desire to give musical images of the
plastic filling and interpretation. Touching upon practically all traditional musical genres —
secular and sacred — Rebikov saw his main creative sphere as musical and theatrical. In
addition, the ideas of synthesis gave rise to new genres in his music, such as melopoesis and
rhythm-declamations. One of the leading areas of Rebikov’s work, piano music, also marked
by the appearance of new genres: melomimics, meloplastics, musical-psychological
paintings, and sound poems, became a special trend in the realization of the idea of the
synthesis of arts.The task of musical creativity for Rebikov is the creation of a transcript
(‘musical psychography’) of a person’s inner state, the recording of specific feelings by
sounds. The originality of Rebikov's sound world, his reliance on various artistic styles, and
his notions of the human emotional world allow him to speak of the creation of a kind of an
author’s plastico-sound anthology, which thoroughly reveals the interpenetration of music
and movement.

ITeryxoBa Caeryiana AHaTo/IbeBHa, Kanouoam
uckyccmbobedenus, — cmapuwiuii  HAYYHBIL  COMPYOHUK,
cexkmop ucmopuu Mysviku, TocyoapcmBentsiii uHcmumym
uckyccmbosuanus, Mock6a, Poccus

Svetlana Petukhova, PhD, Senior Researcher, Music History
Department, State Institute for Art Studies, Moscow, Russia

MYV3bIKA, BAJIET, CLIEHA, UCCJIEZJOBATEJIb: ®YHKLIMU U POJIU

B Hacrosiiiee BpeMs paszeneHue npodeccHOHaIbHOr0 BOCIPHUITHS Xopeorpapuu u
MY3bIKH OalleTHBIX CIIEKTAKIEH MpeACTaBIseTcs TOCTaTOYHO MPHUBBIYHBIM siBneHueM. [locme
MpeMbep O MEePBOH MUIITYT OalTeTHbIE KPUTHKH, O BTOPOl — MY3bIKaJIbHbIC, H B PEAYaIINX
cIydasix Jake B (DYHOAMEHTAIBHBIX HCCIEAOBAHUSIX MOXKHO BBIUMTATh HEKUH CHHTE3 —
aHaJIu3 MOCTAaHOBKHU, YTBEPXKJAIOLIUM €IMHCTBO JABYX €€ Ba)KHEHIIMX COCTaBisomux. Mx
B3aMMOOTHOIIICHUS BIICPBBIC TOAAHBI B KAdeCTBE OTKPBITOW OMNMO3WIMK B cTathe b.B.
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AcagreBa «CkoBaHHBIH My3bIKaHT» (1923), rae mporecc poXkKASHUS CIEKTaKIs PaCcCMOTPEH
Kak «pokoBasi 6oppOa My3BIKHM M TaHIA, OalerMeiicTepa M ero “‘cTaBICHHHKOB™ (T.€. BCeX
HCTIONHUTENeH Garera) ¢ AUPIKEPOM U ero “‘CTaBIeHHHKaMH~ (T.€. C OpKECTpPOM)». BeIBoIHI,
CZIeJIaHHBIE B IIEPHOJ PaOOTHI OAIETHBIM KOHIEpTMeHcTepoM B MapHHHCKOM TeaTpe, 3aTeM
MHOTOKPaTHO MPOBEPSUINCH M TIOBTOPSUTHCH AcadbeBBIM, HAXOOWBIINMCS YK€ B HHOM
craTyce — TOrO €aMoro OaJeTHOro KOMIIO3UTOpAa, KOTOPBIM IIOCTpajal B pe3yibTaTe
Xopeorpauueckux BMENIATEeIbCTB B €ro My3bIKy. Mexay TeM pmo HactymieHus XX
croneTnsi OasieTHbIE KOMIIO3UTOPHI HE WyBCTBOBANN CEOS YIIEMJIEHHBIMH. DTO OTHOCHTCS
naxe k YaiikoBckoMy U [1a3yHOBY — aBTOpaM IEpBBIX OTEUECTBEHHBIX OajeTOB, My3bIKa
KOTOPBIX MMeJla caMocTosiTenbHoe 3HaueHne. Ha 3amame momoOHBIM cTaTyc HEpBBIM
3aCITy)KWJI, TTO-BHAMMOMY, A. ANlaH, HaNMCaBIINKA OHAXABI 0 cBoéM Oanere «Paycr»: «OH
HUMeJ OTPOMHBIN ycrex, naxe My3bsika» (1857). Ha mporsokenmn XX cronmeTnst mporecch
TpaHcopmaIy GaNeTHOro KaHpa NPOWCXOAWIN Mapaiiel]bHO pPa3rpPaHHYCHUIO BHYTPH
MY3BIKQIEHOH HayKH METO/IOB COOCTBEHHO MY3BIKOBEIYECKHX — W NMPHUHAISKANX WHBIM
qucnuiiiHaM. CHHTETHYeCKHe COUYMHEHHS] MY3BIKaJTbHOTO Tearpa — OaneT W Jpama — B
pe3yabTaTe OKa3alnnch B cepax MPUMEHEHUs! IBYX Pa3HbIX MOIXO0J0B, My3bIKOBEIUECKOTO U
TeaTpoBeqUecKoro. Hepenko WX MpeACTaBUTENN NPOTHBOPEUYWIN IPYr JAPYry, CTapasch
YCTaHOBHUTH <TJIABEHCTBO» HHTEPECHBIX WM COCTAaBIISIONIMX CIeKTakis. He mocnenanm
(akTOpOM OKa3bIBAJIOCH B TAaKMX CIOpaX WM HE3HAHHE COBPEMEHHBIMH MY3BIKOBEIAMHU
OaJieTHOM JIEKCHKH, a OalleTOBeJaMi — MY3bIKaJIbHOH IPaMOTHI.

Music, BALLET, STAGE, RESEARCHER: FUNCTIONS AND ROLES

At present, the separation of professional perception of choreography and music of
ballet performances seems to be a fairly common phenomenon. After the premieres, ballet
critics write about the first, musical critics write about the second, and in the rarest cases,
even in fundamental research, one can subtract a certain synthesis — an analysis of the
production, which affirms the unity of its two most important components. Their relationship
was first presented as an open opposition in the article by Boris Asafiev’s The Bound
Musician (1923), where the process of the birth of the performance is considered as “a fatal
struggle of music and dance, the choreographer and his ‘proteges’ (that is all ballet
performers) with the conductor and his ‘proteges’ (that is with orchestra).” The conclusions
made during the period of work as a ballet accompanist at the Mariinsky Theater were then
repeatedly checked and repeated by Asafiev, who was already in a different status — the
same ballet composer who suffered as a result of choreographic interference in his music.
Meanwhile, before the onset of the 20" century, ballet composers did not feel disadvantaged.
This applies even to Tchaikovsky and Glazunov, the authors of the first domestic ballets,
whose music had independent significance. In the West, this status was apparently the first to
be earned by A. Adam, who once wrote about his ballet Faust: ‘It was a huge success, even
the music’ (1857). Over the course of the 20" century, the processes of transformation of the
ballet genre took place in parallel with the differentiation within musical science of the
methods of musicology proper and those belonging to other disciplines. Synthetic
compositions of musical theater — ballet and drama — as a result found themselves in the
fields of application of two different approaches, musicological and theatrical. Often their
representatives contradicted each other, trying to establish the ‘dominance’ of the components
of the performance that were interesting to them. Not the last factor in such disputes was the
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lack of knowledge of ballet vocabulary by modern musicologists, and musical literacy by
ballet experts.

«JIEBEJIMHOE O3EPO»: K BOITPOCY TTPOMCXOXJIEHUS CIOXETA

Baner «JlebeanHoe o3epo», BIepBbie npeacTaBiaeHHbI B Mockse 20 ¢despans 1877
roga, a B IlerepOypre 15 sHBaps 1895-ro, yxe B Hadaje CIEAYIONIETO CTOJCTHUS
BOCIPHHUMAJICS] ITOJIMKON KaKk COYMHEHHE He MPOCTO BBIAAIONIEECs, HO YHHKaIbHOE. HbiHe
e OHO MMEeT PeIyTaluio «Oajiera 0aJeToB» — BO3MOXHO, 110 MOMYISIPHOCTHU CIIEAYIOLIEro
cpa3y 3a «OKusempto». OnHako pecaTmieTust uccnenoBanuii «JleGenunoro osepa» He
MIpUOIHM3MIIN HayKy K SICHOMY OTBETY Ha BOIIPOC, B YEM COCTOHT 3Ta YHUKAJIBHOCTH U ITOYEMY
JUIST MHOTHX JIIOZIEeH, HHUKOTJa He IOCENIaBIIMX TEaTphl, IOHSATHE OaieTa acCcOIMHpYeTCs
UMEHHO C 3THM NpOM3BEICHHEM. B HCTOpHMM €ro co3gaHusl OCTarOTCA JAKyHbI, CpeIy
KOTOPBIX HanOoee 3aMeTHasi — MPOUCXOXK/ICHUE croxeTa. Kaxknas U3 JIMHUHN, HECYIUX ero
KOHCTPYKIIMIO, B pa3Hble BpEeMEHa NOJBepranach IpOBepKe B OOJACTH CKAa30YHBIX,
TeaTpalbHBIX W WHBIX TEKCTOB. JlaHHOE COOONICHUE SBIISETCS OYEPEHON ITONBITKOM
PaccMOTpPEHUsI CIOKETHOH HpeeMcTBeHHOCTH «JlebeanHoro osepa», Ha ceil pa3 oT omepsl
«O3epo ¢eii» I.-D.-3. Obepa nHa mubdperto D. Ckpuba (npembepa 1 ampens 1939 r. 8 Grand
opéra). [lepBerii GaneT Ha POACTBEHHYIO TeMy ObUI mocTaBieH B JloHmoHe (xopeorpad A.
I'yappa, 14 mas 1840 r., Her Majesty’s Theatre), Bropoit — B IletepOypre (®. Tanbonu, 27
HostOpst 1840 r., bonboit KamenHslii Teatp). B obonx BapuanTax coxpaHeHa TpaJuIMOHHAS
OIIO3UIIUS «3EMHOT'O M BO3BBILIIEHHOTO», 3aT€M yHAcJeI0BaHHas IHOpeTTo «JleOenrHoro»:
repou, pasziayd€HHbIC JIMOO Aake moruOiIMe B MHpe JIIoJeH, B (aHTacTHUecKoM MHpe
COCIIMHAIOTCS W HPOAOKAIT KUTh. MeXIy HOCIeAHMMH TnpeacraBieHusMu «O3epa
BonmeOHuIy @. Tanponu (1842) m nepBriMu crniekTakisiMu «JleberHOro o3epay MpOLLIO
okono 35 ner. PomanTuyeckas GanerHas sroxa «BOJNIIEOHBIX NMPEBPALICHHID» MOHEMHOTY
orxoauna B mponutoe. [IyOnuky, ckopee Bcero, y)xeé MEHbIIE NPHBIEKAIH CBEPKAIOLINE
anodeo3bl Tocie 3eMHBIX Tparenuid. M 3akoHOMEpHO, YTO pemyraunuio «banera 0ajIeToB»
obpena Bropas xopeorpaduueckas pepakuus «JIeGemuHoro osepa», conepiaruas
OJIHO3HAYHO TParu4eckuii puHa.

SWAN LAKE: TO THE QUESTION OF THE PLOT ORIGIN

The ballet Swan Lake, first presented in Moscow on February 20, 1877, and in St.
Petersburg on January 15, 1895, already at the beginning of the next century was perceived
by the public as a composition not only outstanding, but unique. Now it has a reputation as a
‘ballet of ballets’ — perhaps the next in popularity immediately after Giselle. However,
decades of research on Swan Lake have not brought science closer to a clear answer to the
question of what this uniqueness consists of and why for many people who have never visited
theaters, the concept of ballet is associated precisely with this work. Gaps remain in the
history of its creation, among which the most noticeable is the origin of the plot. Each of the
lines that carry its construction was tested at different times in the field of fairy tale, theatrical
and other texts. This report is another attempt to consider the plot continuity of Swan Lake,
this time from the opera Le lac des fées by D.-F.-E. Auber to a libretto by E. Scribe
(premiered April 1, 1939 at the Grand Opéra). The first ballet on a related theme was staged
in London (choreographer A. Guerra, May 14, 1840, Her Majesty’s Theatre), the second —
in St. Petersburg (F. Taglioni, November 27, 1840, Bolshoy Kamenny Theatre). In both
versions, the traditional opposition of ‘earthly and sublime’ is preserved, then inherited by the
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libretto of Swan Lake: the heroes, separated or even dead in the world of people, unite in a
fantasy world and continue to live. About 35 years passed between the last performances of
F. Taglioni’s Lake of the Enchantresses (1842) and the first performances of Swan Lake. The
romantic ballet era of ‘magical transformations’ was gradually receding into the past. The
audience, most likely, was already less attracted by the sparkling apotheoses after earthly
tragedies. And it is natural that the reputation of the ‘ballet of ballets’ was gained by the
second choreographic version of Swan Lake, which contains an unambiguously tragic ending.

IIVUIUITEHKO Hwuna BiragyMuposHa, doxmop uckyccmboBederus,
doyenm, xagpedpa anasumureckoeo Mysvikosnanusa, Poccutickan
axademus umenu I'necunvix, Mocx8a, Poccus

Nina PILIPENKO, Dr. Habil. (Doctor of Art Studies), Associated
Professor, Analytical Musicology Department, Gnessins
Russian Academy of Music, Moscow, Russia

BAJIET VS OIIEPA HA BEHCKOI CLIEHE ITEPBOM TPETU X I X BEKA

B penepryape BeHckux TeaTpoB mepBod Tpernm XIX Beka Oaner, Kak W3BECTHO,
3aHMMAaJI BA)KHOE MecTo. BmecTte ¢ Tem, eciu B3rJISIHYTh Ha aHIly, cO31aeTcs BIIeYaTIeHUE,
YTO MO KpaiiHell Mepe MOJIOBMHA CHEKTaKIell MMeeT B KadeCTBe INEpBOMCTOYHHKA JIHOO
KOHKPETHBIE OIephl, JTU00, KaK MUHAMYM, IIONYJISIpHBIE ONepHBIE JINOPETTO. «AJIEKCaHAp B
Wnmm», «BommeOHast dielitan, «BonoBos3», «CeBMIBCKHH LUPIONBEHHUKY», «Jlomonckay,
«Huna, nnmn besymnas ot mo6Bu», «Opdeit u IBpunnka», «Buiasrensm Temsy, «AnuHa,
KoposieBa ["oJIKOHB» — JaJIeKo He MOJHBINA CHHUCOK MOI00HBIX OaneToB. JIOrn4HO OXKHIATh,
YTO B JTHX CHEKTaKISIX HCIIONB30BaNach W My3blka COOTBETCTBYIOLIMX orep Morapra,
Poccunn, KepyOunwm, IMamsuermno m apyrux. OnHako B KayecTBE aBTOPOB dHalle BCETO
yKa3aHbl MaJIOM3BECTHBIE KOMIO3UTOPBI, Takue kKak Anansbept ['mposen, Kapn Baym wnm
Muxasne Ymnayd. B nokniazie caenana nomeiTka OTBETUTH Ha BOIPOC, KAK BEHCKUE OajeThl C
«OTIEPHBIMIY HA3BAaHUSIMU COOTHOCSTCS CO CBOMMH IPEIOIaraeMbIMU IEPBOUCTOYHHKAMH.

BALLET vs OPERA ON THE VIENNA STAGE IN THE FIRST THIRD OF THE 19™ CENTURY

As it is known, ballet played an important role in the repertoire of Viennese theaters
in the first third of the 19™ century. At the same time in the playbills, it seems that at least half
of the performances have either specific operas or at least popular opera librettos as their
primary source. Alexander in Indien, Die Zauberflite, Der Fassbinder, Figaro, oder: Der
Barber von Seville, Lodoiska, Nina, oder Wahnsinn aus Liebe, Orpheus und Eurydice,
Wilhelm Tell, Aline, Koniginn von Golconda — there is far from a complete list of such
ballets. One can expect that these performances also used the opera music by Mozart,
Rossini, Cherubini, Paisiello and others. However, obscure composers, such as Adalbert
Gyrowetz, Karl Bloom or Michael Umlauf, are most often listed as authors. The report
attempts to answer the question of how the Viennese ballets with ‘opera’ titles correlate with
their alleged primary sources.
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ITOJTYBEHIEB Anexcannp Muxannosud, 3a6edyioujuii kagedpot
pexuccypet basema, Canxm-Ilemepbypeckas eocyoapcmbennasn
roncepBamopus umenu H. A. Pumckoeo-Kopcaxoba, Carxm-
Iemepbype, Poccus

Alexander POLUBENTSEV, Head of the Ballet Directing Department,
Saint Petersburg Rimsky-Korsakov State Conservatory, Saint
Petersburg, Russia

OT CLEEHAPHUS K BAJIETY

B 110KJIa/ie OMpEeneNsFoTCs 3Talbl CO3/IaHHS CEOXKETHOrO OaJeTHOrO CIEKTAKIISL, AaeTCst
XapaKTepUCTHKAa HMX OcoOeHHOcTe. OCHOBHOE BHHMaHHE YIEICHO CO3[AaHUI0 CLICHApPHS,
SIBIISTIOIIIETOCsT TIOIPOOHOM pesKrccepcKo-xopeorpaduyeckoii paspaboTkoit Oymymiero Ganera,
€ro apxXUTeKTYpHOH OCHOBOH. B mporecce paGoTel Hax crieHapueM (OpMYIHPYIOTCS TEMBI U
WJIeH, COBEPIICHCTBYETCS JWHAMHKA CHOKCTHOTO JICWCTBHUSI, OMNPECISIIOTCS JKaHp M THIT
CIIEKTAKIISA, €r0 CTPYKTYpa, MAIUTPA BBIPA3HTEIBHBIX CPEJICTB M a/IpeCHas HAIpaBICHHOCTh
Oyyiiero TpoW3BeACHUS. B [OKIaje HIMPOKO HCHONB3yeTcss (DaKTHUECKHH Marepual,
AQHATM3UPYIOTCS PaHEe CO3aHHBIC CLEHAPHH M BEPCHH MX PEabHBIX BOIUIOIICHHI pPa3HBIMU
xopeorpadamu. Henb3st HeOOLCHHBATh 3HAYCHHE CLEHapHs. Ero morpemHocti 00s3aTensHo
MPOSIBATCS B CO3JIAHHOM CIEKTaKie, W Jaxe sipkas xopeorpadus HE BCEraa CMOXET HX
HHUBENIUpOBaTh. He Kax/plid, Ja)ke TANAHTIUBBIA Xopeorpad) MOXKET CO3[aTh XOPOILIHit
ClIeHapHii, HO HABBIKAMH CIICHAPHOH pabOThI OH 00s13aTENBHO IOJIKEH BIIA/ICTh.

FROM SCRIPT TO BALLET

The report defines the stages of creating a narrative ballet performance, their key
features are characterized. The main attention is paid to the creation of the scenario, which is
a detailed directorial and choreographic foundation of the future ballet, its architectural basis.
In the process of working on the script, themes and ideas are formulated, the dynamics of the
plot action are improved, the genre and type of the performance, its structure, the palette of
expressive means and the targeted orientation of the future work are determined. The report
makes extensive use of factual material, analyzes previously created scenarios and versions of
their real incarnations by different choreographers. The value of the script cannot be
underestimated. Its flaws will definitely show up in the created piece, and even bright
choreography will not always be able to level them. Not everyone, even a talented
choreographer, can create a good script, but he must master the scripting skills.

IIOHOMAPEHKO VnesiHa BramumupoBHa, npenodaBamens,
kagpedpa  pexuccypvt  basema,  Cankm-Ilemepbypeckas
eocyoapcmbBennas koucepBamopusa umenu H.A. Pumckoeo-
KopcaxoBa, Canxm-Ilemepbype, Poccus

Uliana PONOMARENKO, Lecturer, Ballet Direction Department,
Saint Petersburg Rimsky-Korsakov State Conservatory,
Saint Petersburg, Russia

M3MEHEHUS TTOAXO0/I0B B XOPEOIPAOMYECKOM OBPA3OBAHMH,
OBYCJIOBJIEHHBIE HOBBIMM 3ATIPOCAMU TAHLIEBAJIBHOM MHY CTPUU XX | BEKA

Joknan mpencraBiser co0OH TMOMBITKY c(OPMYIHPOBATH OOIIME TEHACHIUH
pasBuTHa xopeorpadudeckoro o0pazoBaHUS AETEH W MOJOAEKH (CTapIIEro MIKOIBHOTO
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Bo3pacta oT 15 mo 18 ser). B mepBoif wacT, paccMOTpeHBI OCOOEHHOCTH COBPEMEHHOH
TAHIIEBAJBHON IEaroruKy, KOTOpas MpEACTaBIAeTCS KaK COBOKYIHOCTh TECHACHIUM: C
OJTHOH CTOPOHBI, HCIIOJIb30BaHUE KJIACCHIECKOH IeAarornieckoif MeToq0I0Or iy, ¢ APYTroi —
(dopMupoBanne MpoheCCHOHATBHBIX KOMIETEHIUH 00yJaronmXxcsl, KOTOPbIe OCHOBBIBAIOTCS
Ha JIMYHOCTHO-OPUEHTHPOBAHHOM IMOXONE, IHAJIOTe NperofaBaTelss C YICHHKaMH,
HHTETPaI{ Pa3INYHBIX BUJIOB MCKYcCTB. Bo BTOpOH 4YacTW aBTOp BBISBISET XapaKTepHBIE
0COOEHHOCTH y4eOHO-TBOPYECKOTr0 Ipoliecca B pPaKypce HCIIONB30BAHUS COBPEMEHHOTO
TaHIA KaK CPEICTBA Pa3BUTHS I'MOKMX HABBIKOB JIMYHOCTH. ABTOP IPUXOANT K BEIBOAY, UTO
COBpEMEHHasl KOHIIETIIINSI 00pa30BaHMs B OOJNbIIEH CTEIIEHH OpUEHTHPOBAaHA Ha YITydIIeHHE
3¢ HEKTUBHOCTH 00yJaroIIXCS, (hopmupoBanue HaBBIKOB u crocoOHoCTeH
caMocrosTensHoro o0ydenust. Ilemaror, B JaHHOM city4ae, SIBISIETCS MEIUAaTOpOM U
mpoBoAHMKOM. (OCHOBHOH BOCITUTATENbHON IapaJiurMoi B 3TOM ciydae Oyuer
T'YMaHHCTHYECKasl, OpUEHTHPOBAHHAsI HA Pa3BUTHE CBOOOIHOTO W HE3aBHCHMOT'O MBIIIIICHHUS,
nmoOy>k/aronas K MCCIeJOBaHUIO, OCO3HAHHOM paboTe Tena, HampaBlIeHHAas Ha BHEIPEHHUE
WHHOBAIIMI 1 TBOPUYECKOE CO3MIAHHE.

CHANGES IN APPROACHES IN CHOREOGRAPHIC EDUCATION DUE
70 THE NEW DEMANDS OF THE 215T CENTURY DANCE INDUSTRY

The paper is an attempt to formulate general trends in the development of
choreographic education for children and youth (high school, age 15 — 18 years). In the first
part the features of contemporary dance pedagogy, which is presented as a set of trends: on
the one hand, the use of classical pedagogical methodology, on the other — formation of
professional competencies of students, which are based on a personal-oriented approach,
dialogue with students, integration of different types of arts are presented. In the second part,
the author identifies the characteristic features of the educational and creative process in
terms of using contemporary dance as a means of developing soft skills. The author comes to
the conclusion that the modern concept of education is more focused on improving the
efficiency of students, the formation of skills and abilities of independent learning. The
teacher, in this case, is a mediator and guide. The main educational paradigm in that case will
be humanistic approach, focused on the development of free and independent thinking,
encouraging research, conscious work of the body, aimed at introducing innovations and
creativity.

IIOCIIEJIOB  Ilerp ImeGoBMd,  MysuikaivHoil — Kpumux,
KoMno3umop, uiegp-pedaxmop usdamesscmba «Komnosumop»,
Mock68a, Poccus

Petr POSPELOV, Music Critic, Composer, Editor-in-chief of the
Publishing House Kompozitor, Moscow, Russia

OIIbIT PEKOHCTPY KUK [TAPTUTY Pbl 3ABBITOI'O BAJIETA LE3APA ITyHI

Moit moknan s XoTen Obl TOCBSATUTH ONKMCAHUIO CBOEH pabOThI HAJ MAPTUTYPOid
Oanera xommosutopa Llesaps Ilynum «Karapuna, wnu Jlous pa30oiiHUKa», BIEPBBIE
noctaBieHHoro B Jlonmone B 1846 romy. BmocienctBum OaneT CTaBWiICS B Pa3HBIX
peraknusaxX BO MHOTHX CTpaHaX, B TOM uucie U B Poccun, HO moToM OBLT 3a0BIT Ha Iie0e
cronerue. Bospoxaenne Ganera cocrostiock B 2021 roxy B KpacHospckom Teatpe orepbl U
Oanera mmenn JIM. XBOpOCTOBCKOro. B OCHOBE PEKOHCTPYKIMU MY3BIKH Oanera Jexal
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peneTuTop Uil IByX CKpHIIOK, coxpaHuBmiicas B Mockse, B bonbiiom Tearpe. K mysbike,
3a()IKCUPOBAHHON B pereTHTope, ObLIN M00aBICHB HOMepa M3 Ipyrux OaneroB [lyHum u3
apxuBa wuccrenoBarens Oanera u xopeorpada FOpus Bypmaku, a Ttakxke QparMeHTSI,
JIOCOYMHEHHBIE MHOKO caMuM. MHe XOoTelnoch Obl TOKa3aTh Ha  KOHKPETHBIX
BHUJICOMY3BIKQJIBHBIX MPUMEpPax HECKOJbKO BapHaHTOB IYTH, KOTOPbIM JIBUTAJICS
KOMITO3UTOP-PEKOHCTPYKTOP BO B3aUMOJICHCTBUM C MIOCTAHOBIIMKAMHU, KOHIIEPTMENCTEPOM U
JIPIDKEPOM OT peneTuropa K KIaBUpY, OT KJIaBuUpa K IMapTUType, OT HapTUTYphl K
TearpajibHOH TpeMbepe. VHBIMU CllOBaMM, KaK M3 JBYX CKPHUIIMUHBIX CTPOUYEK JeJlaeTcs
TOJTHOLICHHBINA OaJIETHBIHN CIIEKTaKIIb.

EXPERIENCE IN RECONSTRUCTING THE SCORE OF THE FORGOTTEN BALLET BY CESARE PUGNI

| would like to devote my report to the description of my work on the score of the
Pugni’s ballet Catarina ou la Fille du bandit (London, 1846). Subsequently, the ballet was
staged in different versions in many countries, including Russia, but then it was forgotten for
a whole century. The revival of the ballet took place in 2021 at the Krasnoyarsk Opera and
Ballet Theater named after Dm. Khvorostovsky. The reconstruction of the ballet music was
based on a répétiteur for two violins, preserved in Moscow, in the Bolshoi Theater. The
music from this répétiteur was supplemented with numbers from other Pugni’s ballets from
the archive of the ballet researcher and choreographer Yuri Burlaka, as well as fragments
composed by myself. | would like to show, using concrete video-musical examples, several
options for the path that the composer-reenactor moved in cooperation with the
choreographers, the accompanist and the conductor from the répétiteur to the clavier, from
the clavier to the score, from the score to the first night in the theatre. In other words: how to
do a full-length ballet performance from two violin lines.

ITIOTOJIOKOBA Mapust OsieroBHa, 00KHOp 3KOHOMUUECKUX
Hayk, npogpeccop, xagpedpa basemobedenus, Axademus
Pycckoeo  barema umenu ASl.  Baeanobou, Cawnxm-
Ilemepbype, Poccus

Maria POTOLOKOVA, Dr. Habil. (Doctor of Economics),
Professor, Ballet Studies Department, Vaganova Ballet
Academy, Saint Petersburg, Russia

B COABTOPCTBE C in cooperation with

I'PYIIIKO AHHa MwuxaryIoBHA, kKaHOUOAM 3KOHOMUUECKUX HAYK,
Ooyenm, xacgpedpa baremobedenus, Axademus Pyccroeo
basrema umeru A.5. Baeanoboti, Carkm-Ilemepbype, Poccus

Anna GRUSHKO, PhD (Economics), Associate Professor, Ballet
Studies Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

CHHTE3 MCKYCCTB B XOPEOI'PA®UYECKOM TEATPE:
MEPCIIEKTHUBBI B COLIMOKYJIbTYPHOM KOHTEKCTE

Bonpock! cuHTe3a HCKYCCTB — OJJHU M3 BEYHBIX, BOSHHUKAOIIMX B pa3pe3e HayKu 00
HCKYCCTBE M HAyKM O COBPEMEHHBIX ()OpMaxX YCHJICHHS HOTPEOMTENBCKOTO BOCHPHATHS,
CJIEIYIOIIETO 32 TIEPBUYHBIM TBOPUECKUM IIPOLECCOM U 00ECIIEIHNBAIOIIETO AOMOIHUTEIBHYIO
COLMAJIbHYI0O KOMIOHEHTY.Xopeorpadus, BKIoYas B ceOs pasiM4YHbIC BHIBI HCKYCCTBA
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(mpamaTyprusi, My3blka, HW300pa3HTEIBHOE HCKYCCTBO), BBICTYIIA€T HE IPOCTO IIEHTPOM
00BeANHEHNS, HO U KaTaIN3aTOPOM CO3JaHUs BCE HOBBIX M HOBBIX ()OPM B3aUMOICHCTBUS C
HMHHOBAIIMOHHBIMU chepaMu U TEXHOJIOTHSMH COBPEMEHHOTO MHpa TBopuecTBa. CHHEpPru3sm
CHHTE3a UCKYCCTB B OAJIETHOM TeaTpe XapaKTepHU3yeTcs HECOMHEHHBIM Aayann3MoM. C omHON
CTOpOHBI, YBEIWYMBasl yCHIIMBas oOIMi 3()(eKT Kak [EeIOCTHOTO COLHMANBHOrO SIBICHHS, C
Ipyroi, obecrieumBass KaXIOH KOMIIOHEHTE CaMOHMACHTHOHIMPYIONIYI0 IIEHHOCTb.
Xopeorpaduueckoe HCKYCCTBO, IPOHIS HENPOCTOH ITyTh K BUJIOBOW CaMOMICHTH()HUKAIUH,
Ha HACTOSIIEM JTalle UIIET, pa3padaTeiBaeT U UCHOIb3yeT HOBBIE HHCTPYMEHTHI TBOPYECKHIX
KOMIIOHEHT, HOBbIE (OpMBI BBIpaXeHHs wHAed u oSMmomwmid. VMeHHO Omaromaps
HETIPEKPAIAIONIEMYCST Pa3BUTHIO M TIPOUCXOAWUT B3aMMOOOOTAIlEHNEe WHTErPHPOBAHHBIX
KOMIIOHEHT, a TaKKe CO3JaHHe HOBOTO IIEHHOCTHOI'O0 KOHEYHOro mpoxykra. L{udposbie
TEXHOJIOTHH CO37al0T JOMNOMHUTENBHBIA pecype, pacronaras BO3MOXKHOCTH, Hpezsiaract
TIPE/ICTaBIICHNs] M3BECTHBIX XOpeorpaduueckix Mpou3BeAeHHH B HOBOM pakypce. MIMeHHO
HETIPEPHIBHBIN TTOTOK BCEBO3MOXKHBIX OIBITOB B cdepe Xopeorpaguyeckoro HCKycCTBa
o0ecriedrBaeT  CO3JaHWE  3HAYMTENBHOIO  KOJMMYECTBA  XYIOXXECTBEHHO  IIEHHBIX
MHOT'O)KaHPOBBIX [IPOU3BEICHUI.

SYNTHESIS OF ARTS IN THE CHOREOGRAPHIC THEATER:
PERSPECTIVES IN THE SOCIO-CULTURAL SPACE

The issues of art synthesis are one of the eternal ones that arise in the context of the
science of art and the science of modern forms of strengthening consumer perception,
following the primary creative process and providing an additional social component.
Choreography, including various types of art (drama, music, visual art), acts not just as a
center of unification, but also as a catalyst for the creation of new forms of interaction with
innovative spheres and technologies of the modern world of creativity. The synergism of the
synthesis of arts in the ballet theater is characterized by an undoubted dualism. On the one
hand, increasing and strengthening the overall effect as an integral social phenomenon, on the
other, providing each component with a self-identifying value. Choreographic art, having
passed a difficult path to species self-identification, at the present stage is looking for,
developing and using new tools of creative components, new forms of expression of ideas
and emotions. It is thanks to the ongoing development that the integrated components are
mutually enriched, as well as the creation of a new value-based final product. Digital
technologies create an additional resource, having opportunities, offers representations of
famous choreographic works in a new perspective. It is the continuous flow of all kinds of
experiences in the field of choreographic art that ensures the creation of a significant number
of artistically valuable multi-genre works.

ITYINKVMHA VipuHa AnekceeBHa, OoyeHm, kagpedpa basemoBederiis,
Axademus Pycckoeo barema umenu A. f. BaeanoBou, Camkm-
Ilemepbype, Poccus

Irina PUSHKINA, Associate Professor, Ballet Theory and History
Department, Vaganova Ballet Academy, Saint Petersburg, Russia

HOBBIE JIETAJI IIPEMBEPBI BAJIETA «"AsIHO» B 1942 roay

Ha ocHOBe apxWBHBIX MJOKYMEHTOB M MNEPHOAUYECKONH II€4aTH B JOKIAJC
PacKphIBAIOTCS JETATH U TPYJHOCTH CO3/IaHUS IIEPBOTO OONBIIOrO CHEKTAKIIsl HAUYMHAIOIINM
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Ganermeticrepom H.A. AnncumoBoOH, xapakTepHO# comucTku Tearpa mmern C.M. Kuposa.
Baner A. XauarypsiHa «lasH3» CcO3[aBaJicsi B HEMPOCTOW TIEPUOI HCTOPHH COBETCKOTO
rocymapctBa. OT apMsIHCKOIO NEpBOMCTOYHMKA, Oanera «CdacTbe», €ro CyIeCTBEHHO
OTJIMYAET JTHOPETTO, KOTOPOE TEPENHCHBAIIOCH HECKOIBKO pa3 B CBSI3H C M3MEHSIBIIUMUCS
YCIOBUSAMHM JKU3HM CTpaHbl. KOMIO3UTOpY MNpHIUIOCH JONOJHATH HApTUTYPY YKe
CO3aHHOTO CIEKTAaKIsd M COYMHATH HOBBIE ()ParMEHTHl IO IPOCEOE IOCTAaHOBIIMKOB
neHuHrpajackoro tearpa. CoBpeMeHHBIE CO3IaTeNsiM BOSHHBIE OyIHM CTpaHbl TpeboBann
aKTYyaJbHOTO ITIPAaBIMBOIO paccka3a O JKM3HU COBETCKHUX Jitoneid. CHEeKTaklib M ero repou
JIOIDKeH Obl1 OyauTh B JIIOASX JIydIIME UYYBCTBA, K OTOMY CTPEMIJINCH JIMOPETTHCT,
KOMITO3UTOp U Xopeorpad.

NEw DETAILS OF THE BALLET’S GAYANE PREMIERE (1942)

On the basis of archival documents and periodicals, the report reveals the details and
difficulties of creating the first big performance by the novice choreographer
N.A. Anisimova, a characteristic soloist of the S.M. Kirov. Aram Khachaturian’s ballet
Gayane was created in a difficult period in the history of the Soviet state. It differs greatly
from the Armenian original, the ballet Happiness by the libretto, which was rewritten several
times in connection with the changing conditions of the country’s life. The composer had to
supplement the score of the already created performance and compose new fragments at the
request of the directors of the Leningrad theatre. The military everyday life of the country of
that time demanded from creators an actual truthful story about the life of the Soviet people.
The performance and its characters were supposed to awaken the best feelings in people, the
librettist, composer and choreographer aspired to this.

IIbUTAEBA Jlapmca dmwurpmeBHa, Ookmop —uckyccmbobedenus,
npogpeccop,  kagpedpa  KyAvImypoaoeul,  Mysbikobedenus U
MY3bikatvHoeo  obpasoBanus,  Ilepmckuii  eocyoapcmBentiviii
eyManumapHo-nedaeoeuyeckui yuubepcumem, Ilepmv, Poccus

Larisa PYLAEVA, Dr. Habil. (Doctor of Art Studies), Professor, Cultural
Studies, Musicology and Music Education Department, State
Humanitarian-Pedagogical University, Perm, Russia

BO3JENCTBUE [TOSTUYECKUX PUTMOB HA BbIPASUTEJIbHOCTh
B CAPABAHJIAX ®PAHITY3CKOI'O BAPOKKO

Put™bl (dpaHmy3ckoit m033uM 0apOKKO pPaccCMaTpPHBAIOTCS aBTOPOM Kak BaKHBIN
HCTOK 3MOLMOHAJILHONW BBIPA3UTENFHOCTH TAaHLEB IaHHOW 3moxu. B kauectBe mpumepa
n3bpana capabania, MpeJICTaBIeHHas B )aHpax chanson ¢ danser u danse chantée, a taxxe
HHCTPYMEHTANbHBIX TbecaX (paniy3ckux kommo3utopoB XVII — nagama XVIII Bekos.
BHuMaHKe aKIIEHTUPYETCsl HAa TaK Ha3bIBaeMOM HecOalaHCHPOBAHHOW (hpa3upOBKE CTHUXOB,
0COOEHHO XapaKTepHOM Il capabaH/ M MPUBOJMBILEH K BOSHUKHOBEHHIO TaK Ha3bIBAEMBIX
«CTPACTHBIX PUTMOBY». VX BBIPa3UTEIBbHOCTh ObLIa OOYCIOBIEHAa TPEeMs THUNAMH aKIEHTOB
¢panmysckoit peun. XK.-JK. Pycco obo3Hauanm ux Kak rpaMMaTHYECKHid, JOTHUSCKUHA H
maTeTH4ecKkuii  (opatopckuif). Bce oHm, cormacHo Pycco, oka3piBalOT BIMSHHE Ha
MY3BIKQJIPHOE WHTOHHPOBAHUE W BaXXHBI JUI KOMIIO3UTOpPA, COYMHSIOMIETO MY3BIKY IS
taHneB. CoONIofeHNEe aKIEHTOB PEYM, WX IOJYEpKHyTas Iojada — OIMH U3 IPH3HAKOB
BO3BBIIICHHOTO CTUIIs (Style soutenu) paHiry3ckoil TeaTpaabHOI IeKJIaMallii TOro BpEMEHH,
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Ha KOTOPYIO OPHEHTHPOBAJUCH OMNEPHbIE IEBIbI, YYACTBYIONIHE B HCIOIHeHHH danse
chantée. B u3BecTHO#M Mepe Kak TeBIIbI, TAK W TAHIIOBUINKHU [TO3UITHOHMUPOBAIIH ceOsl Ha CIIeHEe
KaKk opaTropbl Ha TpuOyHe. OKBHBAJCHTAMH TI'PaMMaTHYECKUX aKIEHTOB, OTMECYAIONIUX
OTKpPBITBIE WJIM 3aKpBITBIE 3BYKH, a TaKXKe KPAaTKOCTh WIJIM JOJTOTY CIJIOra, BBICTYIAIOT
CHJIbHBIE U ca0ble onu TakTa. JIorHdecKne akIeHTHl YKa3bIBAalOT Ha CBSI3M W OTHOLICHHS
BBICKA3bIBAEMBIX MBEICIIEH, 3aKIIOUEHHBIX B IPEWIOKEHUIX peun. l[larerndeckwe, win
OpaTOpPCKHE aKLEHTHI BBIPAXKAIOT YYBCTBA T'OBOPAILETO M COOOINAIOT MX CIYIIANOIMM. JTH
aKICHTHl OOHApY)KHBAIOT INOCTOSHHO MEHSIOIINECS PUTMBI, CO3JlaBaeMble I'pYIIIaMU CIIOB
CTHXOTBOpeHMA. IIpencTaBieHus O TpexX THUIAX aKIEHTOB BaKHBI ISl BBIPA3HUTEILHOCTH
HMHTOHHMPOBAaHUS (KaK Xopeorpa)uueckoro, Tak M MY3BIKAIBHOIO), CTONb 3HAYMMON JUIS
HCITOJTHEHHMS! TAaHIIEB 0apOKKO B CBSI3M C PUTOPHUYECKIMH TPAIUIMSIMH SIIOXH.

THE INFLUENCE OF POETIC RHYTHMS ON EXPRESSIVENESS IN FRENCH BAROQUE SARABANDES

The rhythms of French Baroque poetry are considered by the author as an important
source of the emotional expressiveness of dances of this era. The sarabande, presented in the
genres of chanson a danser and danse chantée, as well as instrumental pieces by French
composers of the 17 and early 18" centuries, is chosen as an example. The attention is
focused on the so-called unbalanced phrasing of poems, especially characteristic of sarabands
and leading to the emergence of so-called ‘passionate rhythms.” Their expressiveness was due
to three types of accents in the French speech. Jean-Jacques Rousseau designated them as
grammatical, logical and rhetorical ones. All of them, according to Rousseau, have an impact
on musical intonation and are important for composing dance music. The observance of
speech accents, their emphasized presentation is one of the signs of the sublime style (style
soutenu) of the French theatrical recitation of that time, which opera singers participating in
the performance of danse chantée were guided by. To a certain extent, both singers and
dancers positioned themselves on stage as orators on the podium. The equivalents of
grammatical accents that mark open or closed sounds, as well as the brevity or length of
syllables, are downbeats and offbeats of the bars. Logical accents indicate the connections
and relationships of the expressed thoughts contained in the sentences of speech. Rhetorical
accents express the feelings of the speaker and communicate them to the listeners. These
accents reveal the ever-changing rhythms created by the groups of words of the poem. The
concepts of the three types of accents are important for the expressiveness of intonation (both
choreographic and musical), which is very significant for the performance of Baroque dances
in connection with the rhetorical traditions of this era.

PAOUEHKO Cssarocias WMropeswud, Memoducm, — kagedpa
raaccuyeckoeo  mavya  MockoBckas  eocyoapcmbernas
axademus xopeoepacpus, Mockba, Poccus

Sviatoslav. RADCHENKO, Methodologist, The Department of
Classical Dance, Moscow State Academy of Choreography,
Moscow, Russia

HACJEJME BBIJIAIOIIMXCSA MACTEPOB BAJIETHO! [EJIATOT' MKW KAK UCTOYHMK U3YYEHUS
TEOPETUKO-METOJUYECKHNX OCHOB HAIIMOHAJIBHBIX XOPEOI'PAOMYECKUX HIKOJI

CoBpeMeHHBIN 3Tal pa3BUTHS OATETHOrO HMCKYCCTBA XapaKTEPHU3YEeTCsl MIMPOKHM
MEXXTyHapOIHBIM COTPYJHUYECTBOM OaleTHBIX TEaTpoB, OOpa30BATENbHBIX YUPEKICHHUM,
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BBICOKOH MOOWJIBHOCTBIO apTHUCTOB, IIEaroroB M XopeorpadoB, MpeCTaBISIONINX
pa3nugHbIe Xopeorpaduueckrue CTHIN U HaNpaBICHHS. B 9TOH CBS3M aKTyalbHBIM SIBIISETCS
H3y4YeHNEe HAIIMOHAJIBHBIX XOpeorpa@MYecKuX IIKOJI Ha NPEAMET OOIIeTro M pa3iHdHOro B
TEOpHH W TIpakTHKe. B 1oKkmaze paccMarpuBaeTrcss 3HAYMMOCTH HACIEAMS BBITAFOLIUXCS
MIPAaKTHKOB XOpeorpapudecKkoro 00pa3oBaHust KaKk BaYKHOI'O HCTOYHHUKA H3yIE€HHS TEOPETHUKO-
METOJMYECKIX OCHOB COBPEMEHHBIX OAaJETHBIX IIKOJI, ITO3BOJISIOIIETO MPOCIEIUTH ATaIbl
(OpMHUpOBaHHUS 1 Pa3BUTHS TEXHUKU KIIACCHYIECKOT0 TaHIA, CIENN(PHKY Xopeorpadhuaeckoro
HCIIOJHUTENBCTBA TOH MIJIM MHOH 10Xu. B okmane npuseneHa xiaccrpUKanis HCTOYHIKOB
10 TEeJarornIecKoMy HacJeIHIo, PEICTaBICHBl pe3y/IbTaThl aHATM3a HanOolee 3HAUMMBIX
MaTepuagoB. ABTOp NPUXOAWT K BBIBOAY O HEJOCTATOYHON CTENEHH TEOPETHYECKOro
OCMBICJIEHHS B OTEUECTBEHHOH XOpeorpadMuecKoi INTepaType TakKuX BasKHBIX JUIS pa3BUTHUS
0aJIeTHOTO MCKYCCTBA TeAarOrHueckuX CHCTeM, Kak MeToquku A. BypHouBmia, D. UekkerTH
u 1p. B pe3ynpTare comoctaBiieHNs HCIIONMHUTENBCKAX CTHIIEH 1 IPHEMOB 00 YUYEHUS aBTOPOM
KOHKPETH3HPOBAaHO IIOHATHE «Xopeorpaduyeckas IIKONa», MMelollee B 3aBUCHMOCTH OT
KOHTEKCTa HECKOJNBKO 3HAYeHWH: 1) perroHalbHO-XYIOKECTBEHHBIH JTall Pa3BUTHS
Xopeorpaduueckoro MCKyccTBa; 2) CHCTeMa NPOQEecCHOHATIBHON ITOATOTOBKH apTHUCTOB
Oaynera, XapaKTepH3YIOIIascs EAWHCTBOM W IPEEeMCTBEHHOCTHIO NPHHIMIIOB W METOIOB
oOyuenusi; 3) oOpasoBarenbHoe ydupexxaeHue. Ha npumepe Hacnemus nmenaroroB XIX Beka
(K. Bnasuc, A. Bypaonsuib, X. Uorancon, ®. Tanaponu, D. UeKkeTTH U 1Ip.) OTMEUYECHO
B3aUMOBIIHSIHIE W B3aNMOOOOTallleHne TPAJUIi 00ydeHUsI XOpeorpapuIeckoMy HCKYCCTBY
B IIPOLIECCEe NCTOPUIECKOTO Pa3BHUTHS OaneTHoro Tearpa. Ha ocHOBe aHai3a TeopeTHIeCKuX
U METOIMYECKHX paloT, 3amuceil ypokoB Kiaccuueckoro Tanma XIX—XX BekoB aBTop
MPUXOAUT K BBIBOLY, YTO, HECMOTPSl HA CTHIMCTHYECKHE DPa3IM4Usl B HCIOIHHUTENBCTBE,
npouecc NpO(ecCHOHANbHOM MOATOTOBKM apTHCTOB OajieTa OMUPAeTCs Ha EAUHYIO
TEOPETUKO-METOJMYECKYI0 OCHOBY OOYYEHHMs KIACCHYECKOMY TaHIy, C()OPMHPOBAHHYIO B
Hayane XIX Bexka M IPEICTAaBIAIONIYI0 «TOYKH POCTa» COBPEMEHHBIX IEJar ormyecKux
CHCTEM.

THE LEGACY OF OUTSTANDING MASTERS OF BALLET PEDAGOGY
AS A SOURCE FOR STUDYING THE NATIONAL CHOREOGRAPHIC SCHOOLS” THEORETICAL AND
METHODOLOGICAL SOUNDATIONS

The current stage in the development of ballet art is characterized by extensive
international cooperation between ballet theaters, educational institutions, the mobility of
artists, teachers and choreographers representing various choreographic styles and directions.
In this regard, the study of national choreographic schools on the subject of common and
different in theory and practice is relevant. The report examines the significance of the
heritage of outstanding practitioners of choreographic education as an important source for
studying the theoretical and methodological foundations of modern ballet schools, which
makes it possible to trace the stages of the formation and development of classical dance
techniques, the specifics of the choreographic performance of a particular era. The report
provides a classification of sources according to the pedagogical heritage, presents the results
of the analysis of the most significant materials. The author comes to the conclusion about the
insufficient degree of theoretical understanding in the domestic choreographic literature of
such pedagogical systems, important for the development of ballet art, as the methods of A.
Bournonville, E. Cecchetti and others. As a result of a comparison of performing styles and
teaching methods, the author concretizes the concept of ‘choreographic school,” which,
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depending on the context, has several meanings: 1) a regional artistic stage in the
development of choreographic art; 2) a system of professional training of ballet dancers,
characterized by unity and continuity of principles and methods of teaching; 3) educational
institution. On the example of the heritage of teachers of the 19th century (C. Blasis, A.
Bournonville, C. Johansson, F. Taglioni, E. Cecchetti, etc.), mutual influence and mutual
enrichment of the traditions of teaching choreographic art in the process of historical
development of the ballet theater are noted. Based on the analysis of theoretical and
methodological works, recordings of classical dance lessons of the 19™ and 20" centuries, the
author comes to the conclusion that, despite the stylistic differences in performance, the
process of professional training of ballet dancers is based on a single theoretical and
methodological basis for teaching classical dance, formed at the beginning of the 19" century
and representing the ‘points of growth’ of modern pedagogical systems.

PAKY Mapuna IpuropeeBHa, Ooxmop uckyccmbobederus,
cexmop ucmopuu myswiku, Tocyoapembenmviii uncmumym
uckyccmbosnanus, Mock6a, Poccus

Marina RAKU, Dr. Habil. (Doctor of Art Studies), Music History
Department, State Institute for Art Studies, Moscow, Russia

CEPTE [IPOKO®BEB U UJTA PYBUHINTENH: HECOCTOSIBIIAIICS TAHJIEM

Ucropust otnomenunit Cepres IIpoxodreBa w Mnpl PyOuHmiTeiiH, paBHO Kak H
UCTOpPHSL UX COBMECTHBIX IPOCKTOB, MOYTH HE OTpakeHa B Ouorpaduueckoil m HayuyHOU
nurepatype. JlocTaTouHO CKa3aTh, YTO MMS KOMIO3MTOpAa OTCYTCTBYeT Ha CTPaHMLAX
KU3HEOIMCAHNH 3HAMEHHUTOH aKTPUCBI, a CaMble 4acTble YIIOMHHAHUA €€ UMEHU B CBOIO
odepe/ib BCTPEUAOTCsl TONBKO B JHEBHUKAX U aBTOOMOrpadudeckux 3amerkax IIpokodresa.
Bo MHOrom 3T0 CBSI3aHO C TE€M, YTO UMU BMECTe He Oblla OCYIIECTBJIEHAa HU OHA pabora,
XOTs1 oOCyIeHHe OyIyluX IUIAHOB, KakK SICHO M3 TEX JK€ HEBHHKOB, IPOJOJDKAIOCh
HECKOJIBKO JIeT. PekoHCTpynpoBaTh MOAPOOHOCTH COOBITHIT IIepBOit mosioBuHbL 1920-X rogoB,
CBSI3aHHBIE C MEEH CO3JaHUS CHHTETHYECKOIO CIIEKTAKJIS, B KOTOPOM Ha PaBHBIX IPaBax
COCYILIECTBOBAJIM OBl My3blKa, Xxopeorpadusi u apama, MHOMOraeT HPOKO(GBEBCKUIA
SMUCTONSAPUN  3apyOCIKHOTO TIepUOAa, COCPENOTOYEHHBIH B apxuBe KomymOuiickoro
yHuBepcureTa. OH [OMOraeT MOHATh HE TOJBKO OOCTOSATENBCTBA, IIOMELIABIINE
OCYILLECTBJICHUIO 3THX IUIAHOB, HO M BHYTPEHHHE TBOPYECKHE OOCTOSATEIBCTBA CaMOro
KOMIIO3UTOPA, CTPEMHUBLIEroCsS, C OJHOW CTOPOHBI, IIOAYYMTb BBHITOIHBIA 3aKa3 IS
MaTepUabHOrO OOeCleueHns] CBOSl HEJaBHO OOPETCHHOH CeMbH, C OPYrod xe —
NPO/IBUHYTBCSI B BAKHEHIIEM Ul HEro >KaHPOBOM HANpaBleHWH, o0pa3 KOTOpPOro
HOCTENIEHHO (POPMHUpPYETCs y HErO B 3TH T'OAibl, IIOJYMHHUB TAKUM O0pPa30M BKYCHI 3aKa3uHILbI
cobctBeHHbBIM. E Ho 1 3Tn ero coOCTBeHHbIE BKYCHI Ha MPOTSXKEHHH YIOMSHYTBHIX JIET
MEHSIOTCS, 00peTaloT OOJBIIYI0 SICHOCTh, MCIIOJBOJb IOJTOTABIMBAS €0 ACTETHYECKUH U
MONUTHKO-Teorpaduueckuii mepexo/ K HOBOMY Xu3HeHHOMY dtany — mepee3ny B CCCP. E
Ortum OuorpaduueckuM ¥ TBOPYECKAM TEPUIIETHAM MepBOil monoBuHbl 1920-x romos
TOCBSIIIEH JOKIIAI.
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SERGEI PROKOFIEV AND IDA RUBINSTEIN: A FAILED TANDEM

The history of the relationship between Sergei Prokofiev and Ida Rubinstein, as well
as the history of their joint projects, is almost not reflected in the biographic and scientific
literature. Suffice it to say that the composer's name is absent from the pages of the famous
actress’s biographies, and the most frequent mentions of her name, in turn, are found only in
Prokofiev’s diaries and autobiographical notes. This is largely due to the fact that they did not
carry out any work together, although the discussion of future plans, as is clear from the same
diaries, continued for several years. To reconstruct the details of the events of the first half of
the 1920s, related to the idea of creating a synthetic performance in which music,
choreography and drama would coexist on equal terms, is helped by the Prokofiev epistolary
of the foreign period, concentrated in the Columbia University archive. It helps to understand
not only the circumstances that prevented the implementation of these plans, but also the
internal creative circumstances of the composer himself, who, on the one hand, sought to
receive a profitable order for the material support of his newly found family, on the other
hand, to advance in the most important genre direction for him, the image which he gradually
formed during these years, thus subordinating the tastes of the customer to his own. But even
these of his own tastes have been changing over the years mentioned, gaining greater clarity,
gradually preparing his aesthetic and political-geographical transition to a new life stage —
moving to the USSR. The report is devoted to these biographical and creative ups and downs
of the first half of the 1920s.

Pomamyk VIHHa MuxaisioBHa, Ookmop — uckyccmboBedeniis,
npogpeccop, u.0. npopexmopa no HayuyHou  pabome,
TocydapcmBennvlii MY3biKAALHO-1E0A20eUUECKUTT UHCIIUTIYTT
umenu M. M. Unnoaumoba-N6banobBa, Mockba, Poccus

Inna Romashchuk, Dr. Habil. (Doctor of Art Studies), Professor,
acting Vice-Rector, Ippolitov-Ivanov State Music Pedagogical
Institute, Moscow, Russia

TAHEL B OIEPAX M.M. UIIIOJIMTOBA-IBAHOBA

®denomeH «kuzHeHHOro mupay (O. ['yccepib) B €ro HallMOHAJIBHBIX OTBETBICHUSIX U
peanusix KyIbTypbl packpbiBaercsi B omepax MnmomuroBa-lIBaHOBa BO-MHOroM Onaronaps
Ppa3BepHYTHIM MaccoBbIM crieHaM. Oco0oe MecTo 3/1ech 3aHMMAIOT TaHLEBaJIbHbIE SITH30/bl 1
KapTUHBI, B KOTOPBIX OCTPO M BBIPA3UTEIBHO 3BY4aT XapaKTEPHBIE 3JIEMEHTHI Pa3HbIX
(GOJIBKIIOPHBIX TpaJUIMi, KaK HCHBITAHHBIX paHee B PYCCKOM My3bIKe, TaK W BBEICHHBIX
HnnonuTtoBeIM-VIBaHOBBIM B COOTBETCTBHUE C YCIOBHSMHU CIOXKETHBIX peanuil. Kommnoszutopy
Bcerga ObUIO BaXKHO MOAYEPKHBATh B ONepax IOJIMHHOE, HacTodllee, HMerollee
BHEBPEMEHHYIO LIEHHOCTb, aKLEHTUDPYS BHMUMaHHE Ha (opMax OBITOBAHHS MY3BIKAJIBHOTO
¢onbknopa. HaponHo-ObITOBBIE TaHIIBI, KOTOPbIE NPECTABICHBI BO MHOI'MX MACCOBBIX CLIEH
B Olepax KOMIIO3UTOpA, JaBald €My TaKyld BOSMOXXHOCTb, KaK M pa3BepHyTble OajeTHbIE
ciensl (Hampumep, B omepe «llocnenuss 6appukanay). C 04eBHIHON YCTPEMIIEHHOCTBIO K
OaneTHOMY *aHpY co3faBajiack naprurypa «Hecran lapemkan» mo nosme Lllora PycraBenn
«BUTS3bp B TUTPOBOI IKype»: 0aleToM, 3aTeM OMepoii-0aJeToM KOMIIO3UTOP Ha3bIBAI 3TO
counHeHne. B apxuse HMnmonmroBa-lBanoBa coxpaHminock auOperto Oamera «Cudsi»,
KOTOpOE, BEPOATHO, MOIJIO 3aMHTEPECOBATh KOMIIO3UTOPA, C €r0 OCOOBIM OTHOIICHHEM K
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GaneTHOMY KaHpy. TaHIEBaIbHBIE CIEHBI €CTh BO BCEX OIEpax KOMIIO3MTOpA, BKIIOYAs
«Pythb», co3maHHyr0 Ha OCHOBE OMOJIEHCKOro CroXKeTa. BBeieHbI TaHIbI U B TEKCTHI THOPETTO
3ayMaHHBIX UM, HO HE OCYIIECTBICHHBIX omep («Xpu3anrem», «Mupuam», «[lepexxanxny).
TaHIeBaNbHBIE CIEHBI TOJUYEPKUBAIOT HAIMOHAIBHBIA KOJOPHT, CO3JAIOT PEaM OBITOBBIX
cueH («Aspa», «l3MeHa»), YCHIMBAIOT KOHTpPAacT MEXKIy BHEIIHUM H TIIyOOKO
TICHXOJIOTHIECKUM BHYTPEHHUM IutaHoM aeiictBus («One n3 Hopanmanmay), XxapakTepusyoT
repoeB U ONPEIENAIOT OCHOBHYIO OOpa3HO-CMBICIOBYIO «TOHAIBHOCTBY» IPOU3BENCHUS
(«Acst»). Tanms! B omepax Mnmonurosa-lIBaHOBa MMEIOT KaK CaMOCTOSATENIBHOE 3HAYEHHE
(opkectp, xopeorpadusi), TaK U BXOIIT B MacCOBBIE CLIEHHI ¢ XopoM. COOTBETCTBEHHO, OHH
obnamaroT «IBoiHOM akTBHOCTHIOM (1O. JloT™MaH) — cyry0o My3BIKaIbHOTO 3BYYaHUS, WU
TaHIIeBaJILHO-X0poBoro. IIpu Tom, uTo crokeTs! orep Mnmonurosa-lBaHOBa B OONBIIMHCTBE
cBoeM oOpallleHbl K HHOHAIMOHAIBHBIM CIOXKETaM, MY3BIKIBHBIH SI3BIK KOMITO3HTOpA
OCTaeTCs B TPaIUIUIX PYCCKOH My3bIkH. Y mMeHHO TaHen, Oayer B omepax IOJYepKHBaeT
XapakTepHble OCOOEHHOCTH HMCKYCCTBA, KYJIBTYPHI Pa3HBIX HAPOIOB, MHTEPEC K KOTOPHIM
KOMITIO3UTOP COXPaHMUII Ha MPOTSHKEHNH BCel JKU3HN.

DANCE IN THE MIKHAIL IPPOLITOV-IVANOV’S OPERAS

The phenomenon of the ‘life world’ (E. Husserl) in its national branches and the
realities of culture is revealed in the operas of Ippolitov-lvanov largely due to the unfolded
mass scenes. A special place here is occupied by dance episodes and paintings in which
characteristic elements of various folklore traditions, both tested earlier in Russian music and
introduced by Ippolitov-lvanov in accordance with the conditions of the plot realities, sound
sharply and expressively. It has always been important for the composer to emphasize in
operas the authentic, the present, which has timeless value, focusing on the forms of existence
of musical folklore. Folk dances, which are represented in many mass scenes in the
composer's operas, gave him such an opportunity, as well as expanded ballet scenes (for
example, in the opera The Last Barricade). With an obvious aspiration to the ballet genre, the
score of Nestan Darejan was created based on Shota Rustaveli’s poem The Knight in Tiger
Skin: ballet, then opera-ballet, the composer called this composition. The libretto of the ballet
Scythians has been preserved in the archive of Ippolitov-lvanov, which probably could have
interested the composer, with his special attitude to the ballet genre. There are dance scenes
in all the composer's operas, including Ruth, created on the basis of a biblical plot. Dances are
also introduced into the texts of the librettos of operas conceived by him, but not realized
(Chrysanthemum, Miriam, The Dressmaker). Dance scenes emphasize the national flavor,
create the realities of everyday scenes (Azra, Treason), enhance the contrast between the
external and deeply psychological inner plan of the actions (Ole from Nordland), characterize
the characters and determine the main figurative and semantic ‘tonality’ of the work (Asya).
Dances in Ippolitov-lvanov operas have both an independent meaning (orchestra,
choreography) and are included in mass scenes with a choir. Accordingly, they have a
‘double activity’ (Yu. Lotman) — a purely musical sound, or dance-choral. Despite the fact
that the plots of Ippolitov-lvanov's operas are mostly addressed to foreign subjects, the
composer's musical language remains in the traditions of Russian music. And it is dance,
ballet in operas that emphasizes the characteristic features of art, culture of different peoples,
in which the composer has retained interest throughout his life.
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PYOKO Mapus BraagummposHa, kanoudam uckyccmbobederuis,
cmapwiutl npenodabamens, kagpedpa ucmopuu 3apyoexcHoil
MY3biKU, Canxm-Ilemepbypeckas eocyoapcmbennasn
roncepBamopus um. H. A. Pumckoeo-Kopcaxoba, Carnxm-
Ilemepbype, Poccus

Mariya RUDKO, PhD, Senior Lecturer, Foreign Music History
Department, Saint Petersburg Rimsky-Korsakov State
Conservatory, Saint Petersburg, Russia
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BATET M. IE @AY «TPEYTOJIKA» B CUEHUYECKOM O®OPMIIEHNU IT. TTukACCO (1919)

Oxcnepumentsl [1. [Tukacco B cdepe TearpanbHOH cieHOrpaduy 3aHUMalOT 0co00e
MecCTO B ero TBopuecTtBe. 1917-1927 roasl 03HaMEeHOBaHbI II0OTBOPHBIM COTPYAHUYECTBOM
MaTpa Kyousma ¢ «Pycckum Oamerom» C. [srunesa. IlorpykeHne B MHpP MY3BIKAJBHOTO
Tearpa OTKPbIBaCT HOBBI 3Talm B JKU3HH XYJAOKHHKA, OTMEUYCHHBIH MOSBICHHEM
HeTpadapeTHBIX pelleHHi B o0llacTH CleHOrpad)uueckoro HCKyccTBa. 3a JeCiTh JieT
IMukacco odopmmn mects GanerHeix cnekrakieit: «lapagy (1917), «Tpeyronka» (1919),
«[Tympumnemna» (1920), «KBanpo ¢mamenko» (1921), «omy0oii skcmpece» (1924) wu
«Mepkypuit»  (1927). B oroit GaneTHOH maHopame, uWrpamoolieil  MHOXECTBOM
Ppa3HOKaIMOEPHBIX OTTEHKOB, BBIACISAIOTCS JIBE «HCMAHCKHEe» paborel — «Tpeyronka» Ha
My3biky M. ne @ambu u «KBaspo (aaMeHKO» Ha TEMbl FOKHO-HCIAHCKHX TAHICB B
obpaborke Toro xe ae Pansu. [ [Tnkacco, BHIPOCIIETO MO KaPKUM COJHIEM AHAATYCHH,
HALMOHAJBHBIH KOJOPUT 3THUX OIIyCOB OKa3aJci HEBepoATHO Onmm3kuM. OH C TroJIOBOH
OKyHYJICd B paboTy HaJ CO3JaHMEM 3CKH30B IEKOpalUd M KOCTIOMOB, O(GOpMIICHHEM
3aHaBeca, a TaKXKe HalMCaHUEM IOPTPETOB apTHCTOB OaleTHOH Tpymmsbl. JIOKIa MOCBSILEH
OIMCAHHUIO TBOPYECKOTrO IIPOLIECCa, CONMPOBOXKJAIOIIETO POXJIEHHE IEPBOrO HCHAHCKOTO
criekrakis «Pycckoro Oanera» — «Tpeyromku» — coBMecTHOro mnpoekra Ilukacco,
Harunesa, ne ®anbu 1 Msicuna.

MANUEL DE FALLA’S BALLET EL SOMBRERO DE TRES PICOS [THE THREE-CORNERED HAT]
IN THE STAGE DESIGN BY PABLO PicAsso (1919)

Pablo Picasso’s experiments in the field of theatrical scenography occupy a special
place in his work. The years 1917-1927 were marked by the fruitful collaboration of the
master of cubism with Sergei Diaghilev's ‘Ballets Russes.” Immersion in the world of musical
theater opens a new stage in the artist's life, marked by the emergence of non-traditional
solutions in the field of stage design. In ten years, Picasso designed six ballet performances:
Parade (1917), El sombrero de tres picos [The Three-Cornered Hat] (1919), Pulcinella
(1920), Cuadro flamenco (1921), Le train blue [Blue Express] (1924), Mercure (1927). In
this ballet panorama, which plays with a variety of different shades, two ‘Spanish’ works
stand out — EI sombrero de tres picos to the music of Manuel de Falla and Cuadro flamenco
on the themes of southern Spanish dances in the treatment of de Falla too. For Picasso, who
grew up under the hot sun of Andalusia, the national flavor of these opuses turned out to be
incredibly close. He plunged headlong into the work of creating sketches of scenery and
costumes, curtain decoration, as well as painting portraits of ballet troupe dancers. The report
is devoted to the description of the creative process accompanying the birth of the first
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Spanish performance of the ‘Ballets Russes’— EIl sombrero de tres picos — a joint project of
Picasso, Diaghilev, de Falla and Massine.

CABBVHA JIrogpmuia BrragumupoBHa, dokmop uckyccmbobederus,
npocpeccop npopexkmop 1o HayuHoil pabome, Acmpaxanckas
eocyoapcmbennan koncepbamopus, Acmpaxans, Poccus

Lyudmila SAVVINA, Dr. Habil. (Doctor of Art Studies), Professor,
Vice rector for scientific work, Astrakhan State Conservatory,
Astrakhan, Russia

«MEXAHWYECKUN BAJIET» []. AHTEIJIA
KAK OBPA3ELI MY3bIKAJIbHOI'O TEKCTA XY JIOXKECTBEHHOM IMTAMSATHA XX BEKA

My3pika XX Beka OTpaxkaeT oOImpe TEHASHIUH COBPEMEHHOTO HCKYCCTBa,
CTPEMSIIIIETOCs BEIPA3UTh HOBYIO PEAUTBHOCTH B (hOPMax, COOTBETCTBYIOIINX N3MEHUBIIEMYCSI
MHPOIIOHMMAHHIO M COCTOSHHMIO JYIIM 4YelloBeKa C IIO3WIHMH HEONpeleNIeHHOCTH,
JCLCHTPAJIN3aIi, B IPOTHBOBEC YCTOYMBOCTH M HEU3MEHHOCTH MTOHMMAaHUsI peajbHOCTH B
HCKYCCTBE INPOIUIOro BpeMeHH. B My3bIKe, Kak M JAPYTHX BUIAX MCKYCCTBa, HaOIltogaeTcs
CTpeMJIeHHe OTOOpa3uTh HOBBIH MHp CpPEICTBaMH JPYroro MCKYCCTBa, YTO CIIOCOOCTBYET
TIOSIBJICHUIO HOBBIX XYJO)KECTBEHHBIX ()OpPM, OpPraHM30BaHHBIX Ha OCHOBE CHELU(PHIECKOro
KOZIa, COCHMHSIOIIETO Pa3HOPOJHBIC YEPThI: MCKYCCTBA BPEMEHHOTO, MPOCTPAHCTBEHHOrO,
BH3yaJIbHOTO.  XapakTepHbIM IPU3HAKOM  MY3bIKaIbHO-XY/I0KECTBEHHOTO  CO3HAHUS
CTQHOBUTCSI CHHECTETHYHOCTb, SBJIAIOMIASCS CIIEICTBHEM HHTEIPATMBHOCTH IMCUXMYECKUX
npouecco. Hanbosnee sSpko naHHBIC YePThI NPOSIBUIINCH B My3bIKe «MeXxaHHUecKoro 6anerar
Jlxopmka AHTeiina, HAITMCAHHOTO VISl OAHOMMEHHOro duinbMa pexuccepa depuana Jlexe —
(bPpaHIy3cKOro >KMBONMCLA W CKYJIBIITOpPA, MacTepa JEKOPaTHBHOrO HCKyccTBa. DuibM
BEChMa JKCIEHTPUYEH U CIY)KUT HAIJIAAHBIM BBIPQKEHHEM MOJHOIO B XY/IOXKECTBEHHBIX
kpyrax 20-x rogoB XX Beka uiei nanausma. [[BukeHne, OpraHu30BaHHOE 0COOBIM 00pa3oM,
ompeaenwio HazaHue ¢uiabMa «Mexanuueckuid Oaner». [log 3TMM Ha3BaHHMEM HMeEETCS
BBUJly TaHEll BeLIell WM IPEeIMETOB, KOTOPBIH CTAHOBUTCS CBOEOOPAa3HBIM 3HAKOM,
OIPENEIAIONMM TpaBUJia COYETaHWs, YIOPALOYMBAHHE CHUMBOJIOB, COOTBETCTBYIOLIHMX
OIpE/ICJICHHOMY 3HAa4YeHHI0. Bce IOIYMHEHO [BIKEHHIO, BOCXHUILAIOIIEMY 3pHUTEI
HEOXKUJIAHHOM MeXaHUKOW OOBIYHBIX Bemleld. My3bika «MexaHndeckoro 6ajnieray OyKBaJbHO
[POHM3aHA BHEPruell pUTMa, CTUXMEH IBIKEHUS — 5TO SHEPrus JBIKYIIMXCSA KOJec:
BEJIOCUIIE/la, ~ MAlMHBI,  Ioe3ha,  camoiera.  Eciu  cpaBHUBaTh  CHELUQUKY
KUHEMaTorpa)Myeckoro ¥ My3bIKQJIBHOIO KOJOB, TO OHM HAIlPaBJCHbl HA pacIIMpEeHHE
o0bemMa nH(OpPMAIHH, AOMONHSSI U PACIIUPSIS KaXIbIH U3 BUIOB HCKyccTBa. TakuMm obpasom,
BBEJICHHE s3blKa KMHeMaTtorpada, >KMBOIMCH, Oanera IpeBpallaeT My3bIKAIbHbIE
IPOM3BE/ICHUST KOMIIO3UTOPOB Hauana XX BeKa B CIOKHBIA TEKCT, 4Ybsi MH(OPMALOHHAS
CHCTEMa CTPOMTCS Ha IOJNYYCHHH COOOIICHUS C IOMOLIBIO BHEMY3BIKAIBHBIX (haKTOPOB:
JKUBOIMCHBIH, KuHeMarorpaduueckuii, xopeorpapuyeckuii 00pa3bl HIpalOT  POJb
B030yaMTENEH, CIOCOOCTBYIOT BO3pACTaHHIO HH(OPMALIMHU U €€ CTPYKTYPHPOBAHHIO.

GEORGE ANTHEIL’S BALLET MECANIQUE
AS A MusicAL TEXT’S EXAMPLE OF ARTISTIC MEMORY IN THE 20™ CENTURY

The music of the 20™ century reflects the general trends of contemporary art, which
seeks to express a new reality in forms that correspond to the changed worldview and the
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state of the human soul from the standpoint of uncertainty, decentralization, as opposed to the
stability and immutability of the understanding of reality in the art of the past. In music, as in
other forms of art, there is a desire to reflect the new world by means of another art, which
contributes to the emergence of new artistic forms organized on the basis of a specific code
that connects heterogeneous features: temporal, spatial, visual art. A characteristic feature of
musical and artistic consciousness is synesthetics, which is a consequence of the integrativity
of mental processes. These features were most clearly manifested in the music of Ballet
Mécanique by George Antheil, written for the film of the same name directed by Fernand
Léger, a French painter and sculptor, a master of decorative art. The film is very eccentric and
serves as a clear expression of the ideas of Dadaism that were fashionable in the artistic
circles of the 1920s. The movement, organized in a special way, determined the name of the
film Ballet Mécanique. This name means the dance of things or objects, which becomes a
kind of sign that determines the rules of combination, the ordering of symbols corresponding
to a certain meaning. Everything is subject to movement, which delights the viewer with the
unexpected mechanics of ordinary things. The music of Ballet Mécanique is literally
permeated with the energy of rhythm, the element of movement — this is the energy of
moving wheels: a bicycle, a car, a train, an airplane. If we compare the specifics of cinematic
and musical codes, then they are aimed at expanding the amount of information,
complementing and expanding each of the art forms. The introduction of the language of
cinema, painting, ballet turns the musical works of composers of the early twentieth century
into a complex text, whose information system is based on receiving a message with the help
of extra-musical factors: pictorial, cinematic, choreographic images play the role of
stimulants, contribute to the growth of information and its structuring.

CABEHKO Csemiana ViibmeHWM4HaA, 00kmop uckyccmbobedenis,
npodgpeccop, Bedyujuii nayunsi compyonux, Iocydapcmbennoiil
uncmumym  uckyccmbosuanus;,  npogpeccop  kagpeopui
coBpemennoii  myswviku,  Mockobckaa  eocydapcmBennan
xoncepBamopuu um. I1. . YatikoBbcxoeo, Mock8a, Poccus

Svetlana SAVENKO, Dr. Habil. (Doctor of Art Studies), Full Professor,
Leading Researcher, State Institute for Art Studies; Professor,
Contemporary Music Department, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

«IT1amMs TTAPIKA» ACADBEBA B KOHTEKCTE UCTOPUU COBETCKOI'O BAJIETA

Baner B.B.AcadoeBa «lnams IMapmwxa, unmu Tpuymd pecnyOnukuy TpagulHOHHO
OLICHUBAETCS KaK sIPKOe JOCTIDKEHHE COBETCKOIO MY3bIKaIbHOr0 TeaTpa. B Hem npencraBieH
aKTyaJIbHBIN CIOXET M3 ucTopuu Benmkoi ¢paniy3ckoit peBomtoiuu, (npeareuu OKTsIOpsi,
COTJaCHO TOTAAIIHEH HAEONOrHH), KOTOPBIM CYACTIMBO COEJWHHICA C BBIJAIOMIUMHUCS
xopeorpad)MuecKUMHU TOCTOMHCTBAMU TOCTaHOBKH (OaneTmeiictep B.Baiinonen). M3BectHo,
4YTo B mpouecce co3naHus Oanera AcadbeB IIMPOKO HCIOJb30BAN  MCTOYHHKH,
3aMMCTBOBAaHHbIE H3 MNPOGECCHOHANBPHON H HApOAHONW My3biku DpaHuuw, CBS3bIBas
LUTAaTHBIH METOJ CO CBOMMH MY3BIKOBEIUECKUMHU H3bICKAHMSAMHU, B YAaCTHOCTH, C HIeeH
cumbponm3ma. Ee BepmuHy oH Bumen B My3bike JI.BeTxoBeHa, HMHTOHAIUM KOTOPOM
nosiBisitorest B «lImamenn Ilapmkay kak ¢uHambHAs KyIbMHHAIMS, Hapsily ¢ TeMaMH
(paHIy3CKHX PEBOIIONMOHHBIX IIECEH, HIMPOKO momymspHeIX B 3T0 Bpems B CCCP. B
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JAOKJIAZC MpeIaracTCsd ruroresa O MpoucCxXoKJACHUN MUTATHOI'O METO4a Aca(l)LeBa, KOTOpBIﬁ
Mor C(I)OpMI/IpOBaTI)CSI Ha Ooiee IHUPOKOM HWHTOHAIIMOHHOM II0JIC€, HEKCJIKM CUUTAI CaM
KOMITO3UTOP U KPUTHUKA TOI'O BPEMCHH.

FLAMES OF PARIS BY ASAFIEV IN THE CONTEXT OF THE SOVIET BALLET HISTORY

Ballet Flames of Paris, or Triumph of the Republic by Boris Asafiev is traditionally
considered as a great achievement of the Soviet musical theater. The ballet created an analogy
between the French and Russian revolutions, according to the Soviet ideology which happily
connected with outstanding choreographic merits of the production (ballet master Vasily
Vainonen). It is known that in the process of creation of the ballet Asafiev widely used
sources borrowed from the French professional and folk music. He associated the quotation
method with his musicological research, particularly with the idea of symphonism. He saw its
pinnacle in the music of Ludwig van Beethoven, which remnants appeared as the final climax
of the Flames of Paris, along with the themes of French revolutionary songs widely popular
at this time in the USSR. In my paper | propose a hypothesis about the origin of Asafiev’s
quotation method, which may have formed on a broader creative field than the composer
himself, and the critics of the time may believe.

CAIOOKOBA Bepa BnagnmuposHa, KaHoudam
uckyccmbobedenus, ombemcmbennviil pedaxmop KypHaia
«Yuenve sanucku PAM umenu I'necunwvix», Poccuiickas
axademus mysviku umeny I'necunsix, Mock8a, Poccus

Vera SADOKOVA, PhD, Executive Editor, Scholarly Papers of the
Gnesin Russian Academy of Music, Gnesin Russian
Academy of Music, Moscow, Russia

BAnET I[1.U. YANKOBCKOrO «I1{EJKYHUNK»: CEMAHTUYECKHE TTAPAJUIEJIV C OITEPOM
«ITUKOBASI JAMA»

Hecmotpst Ha pasnuuue 3creTHuecKknx KoHuenmuid omepsl YaiikoBckoro «llukoBas
nama» u Oanera «ll{enKkyHYHK», COYMHEHHUsS OTMEYEHBI eMHCTBOM Modtuueckoi. Co3Byune
MO3/THUX OCMBICIIACTCS B TIIyOMHHOH CBSI3U C HojeM MU]opuTyasbHOro crueHapus [naBHas
CeMaHTHYeCKass Le3ypa TEKCTOB, OmpejeiseMas IOrpaHMYHbIM  IPOCTPAHCTBEHHO-
BPEMEHHBIM MOMEHTOM, 33/1aeT CMBICIOBBIC JOMHHAHTHI MY3bIKQJIIBHOI'O TEKCTa: LEHTpa M
IIyTH, COOTHOCHMBIE C TJIABHBIMU TeMaMM couMHeHHil. Palyna TEeKCTOB, OCHOBaHHAs Ha
MyTEIIeCTBUU Teposi B uHOU mup (BepxHuil B «llenkynunke», HxHUA B «[IMKOBOI Hame),
o0ycnaBnuBaer Leiblil psiq mapateneit. CeMaHTHYeCKas TeMa IyTH PAaCKpPBIBACTCsI 4yepes
HICI0 JIUHEHHOCTH, KaK OYKBaJbHOM, MMEPEBOAUMON Ha S3bIK MAPTUTYPHOH rpaduku, TaK u
MeTadOpUIECKOl, MepeaaBaeMoil IPUPOAHBIMEU U XYIOXKECTBEHHBIMU 00pa3aMy JABHIKCHHSI.
JIMHeHHOCTh MPOHM3BIBACT MEJOIUYECKYI0 TpadMKy M TJIaBHBIX M (JOHOBBIX TEMaTHYECKHX
9JIEMEHTOB, 3a7aeT BEPTHKAIbHO-OCEBOH (YHIAaMEHT CLEHBI, CTYNEHYaThbld MPHHIUII
KOMITO3MIIMH, ONpPE/eIIsieT KaHPOBOE HAKIOHEHHE CLEH, CBSI3aHHOE C MeeH IepeMelleHHs.
MOXHO CKa3aTh, YTO TPHUHIMI JHMHEHHOCTH OOYCIABIMBAET CTPYKTYPY M CEMaHTHKY
MY3bIKAJIBHOH TKaHM KaK I10 TOPU30HTAIM, TaK M BEPTHKAIM, PACHpPOCTPAHSAETCS Ha
TEMATUYECKHUIl M KOMITO3ULIMOHHBIN IUIaHBI, BHICKA3bIBACTCS KAK YMCTO MY3BIKAIBHBIMH, TaK
U O00OOIIEHHBIMM MO3THYECKIMHU XYIOKECTBEHHBIMH cpeacTBaMu. O CyIIecTBOBAaHHU
€IMHOIl PAOCHOBBI, APXETHIHMYECKOro (YHIAMEHTa, OIPENENSIONIEro CyIIHOCTHOS
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€IMHCTBO COYMHEHWH, CBHICTEIBCTBYET M JIMHAS JBIDKEHHS BPEMEHU-TIPOCTPAHCTBA.
CMBICIIOBOM ~ BEKTOp COYMHEHHH 3aJaeT IMpolecC CHaTHATM3allid BPEMEHH W
MH(OIOrHIECKOH TEMITOpaIN3aiy IPOCTPAHCTBA, IIOCTETICHHON CMBICIIOBOM MOIYISAIMN OT
BpeMeHN K Oe3BpeMeHbI0. Pa3BepThiBaHWE IJHMHHANGHOH (alyiabl «IIpH IBEpsX, «Ha
TIOporey, «3a MOPOroM» PAaCKPBIBAETCs Yepe3 KaueCTBEHHO OTIIMYHOE BPEMS-IIPOCTPAHCTBO.
Tak, mepBas CMBICIOBasi MOAYJSLUS, COOTHECEHHAss C IIEpecedeHHeM TpaHuIbl U
YCTaHOBJIEHHEM BEPTUKAJIBHOH OCH, OTpa)kaeT MpOIEeCC CHaTHAM3alid BpPEMEHH:
BPEMEHHBIE MapaMeTphl TEMBI OCMBICIISIFOTCSI B IPOCTPAHCTBEHHOM AacCIEKTe; PUTMHYECKast
OpraHm3alysi TEeMBbl OpTraHM3yeT pa3BepThIBAaHWE BEPTHKAIBLHON OCH; BTOpas —
TEMITOpaJIM3alliy POCTPAHCTBA, OAHAKO B MHOM acrekre. HemocpeacTBeHHas GIM30CThH K
CaKpaJbHOMY IIEHTPY ONpeerseT IpHUBJIeYeHHEe MeTa(OpPHIECKOro S3bIKa K PACKPHITHIO
MIPOCTPAHCTBEHHO-BPEMEHHOI'0 KOHTHHYyMa. AOCTPakTHBIM, YHHBEPCAJIBHBIM XapaKTepOM
OH co3maeT 3(¢eKxT mnepeKIToYeHus IOBECTBOBaHUS B HMHOM InTaH. MeTadopruieckoe
BEIPOKECHHE <G3a TOPOroM» IIOCPEICTBOM J>KAaHPOBBIX AQJUTIO3HMH ITEpeBOIUT JeiCTBHE B
MH]HIECKOe TpaBpeMsI, paccMaTpUBaeMoe MOl 3HAKOM Oe3BpeMEeHbSI.

TCHAIKOVSKY’S BALLET THE NUTCRACKER: SEMANTIC PARALLELS WITH THE QUEEN OF SPADES

Despite the difference in the aesthetic concepts of Tchaikovsky’s opera The Queen of
Spades and the ballet The Nutcracker, the compositions are marked by the unity of the poetic.
The consonance of the later ones is understood in deep connection with the field of the
mythological scenario, the main semantic caesura of the texts, determined by the boundary
space-time moment, sets the semantic dominants of the musical text: the center and the paths
correlated with the main themes of the compositions. The plot of the texts, based on the hero's
journey to another world (the upper one in The Nutcracker, the lower one in the Queen of
Spades), causes a number of parallels. The semantic theme of the path is revealed through the
idea of linearity, both literal, translated into the language of score graphics, and metaphorical,
conveyed by natural and artistic images of movement. Linearity permeates the melodic
graphics and the main and background thematic elements, sets the vertical-axial foundation of
the scene, the stepped principle of composition, determines the genre inclination of the scenes
associated with the idea of movement. It can be said that the principle of linearity determines
the structure and semantics of the musical fabric both horizontally and vertically, extends to
thematic and compositional plans, is expressed both purely musical and generalized poetic
artistic means. The existence of a single primordial foundation, an archetypal foundation that
determines the essential unity of the works, is also evidenced by the line of movement of
time-space. The semantic vector of the works sets the process of the spatialization of time and
the mythological temporalization of space, the gradual semantic modulation from time to
timelessness. The unfolding of the liminal plot ‘at the door,” on the threshold,” ‘beyond the
threshold’ is revealed by a qualitatively different space-time continuum. Thus, the first
semantic modulation, correlated with the crossing of the border and the establishment of the
vertical axis, reflects the process of spatialization of time: the temporal parameters of the
theme are interpreted in the spatial aspect; the rhythmic organization of the theme organizes
the deployment of the vertical axis; the second — the temporalization of space, but in a
different aspect. The immediate proximity to the sacred center determines the involvement of
metaphorical language in the disclosure of the space-time continuum. By its abstract,
universal character, it creates the effect of switching the narrative to a different plane. The
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metaphorical expression ‘beyond the threshold’ by means of genre allusions translates the
action into a mythical time, considered under the sign of timelessness.

CAVITO Kewnko, PhD, npenodaBamens,
Topoockoii  ynubepcumem  Ocaku,
Ocaxa, fInonus

Saito Keiko, PhD, Specially Appointed
Lecturer, Osaka Metropolitan
University, Osaka, Japan

SITTOHM3M B PYCCKOM BAJIETE B KOHIIE XX BEKA:
BAJNET-TAHTOMUMA «C JIVHBI B SINOHMIO» (1900, KNCITMHCKWA)

B mocnenneii yetBeptu XIX Beka B EBpore ObUTO cO3IaHO HECKOIBKO HEOOBITHBIX
OaJIeTHBIX TIOCTAHOBOK HA OCHOBE SIOHCKHMX MOTHBOB. JTO SBJICHHE CTAJIO YacThIO
SMOHN3Ma, KOTOphIii Obu1 momymsapeH B EBpome B TO Bpems. B ostom nokmanme
paccMaTpUBaIOTCsl OTIIMYUTENBHBIE YePThI PYCCKOro simoHn3Ma B Oaiere. B xonne XIX Beka
B pycckux lMmeparopckux Tearpax OBUIM TpPEJACTaBICHBI TPH HOBBIE ITOCTaHOBKH,
3aMMCTBOBAHHBIC W3 SITIOHCKOM MY3BIKH, JIUTEPATypbl M KYJIbTYPHBIX 0oObr4aeB. CrieKTakimn
OTpakaloT BBICOKHMI MHTepec 3puTeneil K SMOHUM U K SIMOHCKOH KYJBType, OIHAKO CITYCTS
IBa WIM TPU Toma 3TH OajeTbl ObLIM CHATHL C perepTyapoB TeaTpoB. BeposTHO, 3TO
MPOU30IIIO B CBS3M C W3MEHEHHEM MOJUTHYECKoro orHomenust Mmmeparopa Hukomas
Broporo k Slnonnu. Teneps Mano KTo 3HaeT, 4TO 3TH OajieTHbIC OCTAHOBKHU CYIIIECTBOBAIIH.
B Coserckoe Bpemsi Bepa KpacoBckas mucama o HUX Kak O moimHoM mposaie. Ilo3nnee
SIMTOHCKUI MY3bIKOBEJI B CBOEM HCCJIEIOBAaHMM OTMETWI MX KakK HecyllecTBeHHble. OJHAKO
9T OaneTbl ObUIM YHUKAIbHBI B OTHOIICHWHM K SIOHCKOW KynbType. Tak, Tperuit Gamer-
nantoMuMa «C JTyHbI B SIOHUIO» TI0Ka3ajl TECHYIO CBSI3b MEXIY OaJIeTOM M OJJHUM W3 BHIOB
JpaMaTU4ecKkoro TeaTpa, HHTEpeC K KOTOpOMY BO3poxwiics B TO Bpems. B nokiane
HCCIIE/IOBATENb TIOIBITACTCSl BBISCHUTH 0CO00E OTHOLICHHE PYCCKUX K SIMTOHCKOW KYIbTYpe H
HX camoorpezeseHie uepe3 ananus Oanera-nmantoMumsl «C Jlyner B Snonuto», rae Obuin
COCIIMHEHBI KOME/IUsI IeTIb apTe U STIOHCKKE OObIYau.

JAPONISM IN RUSSIAN BALLET AT THE END OF THE 19™ CENTURY:
BALLET-PANTOMIME FROM THE MOON TO JAPAN (1900, KISLINSKY)

In the last quarter of the 19" century some unique ballets were created in Europe
based on the motif of Japan. It took the form of Japonism which was popular in Europe at that
time. This report examines the features of Russian Japonism in ballet. At the end of the 19%
century Russian Imperial theatres produced three new ballets based on Japanese music,
literature, manners and customs. The performances reflect the audiences’ great interest in
Japan and Japanese culture, however after two or three years these ballets disappeared from
the theatres’ repertoires, likely due to Emperor Nicolas II’s change of political stance toward
Japan. Now few people know that these ballets were performed. In the Soviet period Vera
Krasovskaya denounced them as total failures. Japanese previous research dismissed them as
unimportant. These ballets were unique in relation to Japanese culture and the third, which
was a ballet-pantomime called From the Moon to Japan showed a close connection between
ballet and the theatre, which was undergoing a revival at that time. In this report I try to
clarify Russian people’s unique attitude toward Japanese culture and their self-identity
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through investigation of the ballet-pantomime From the Moon to Japan, in which Italian
theatre ‘commedia dell'arte’ and Japanese old customs were combined.

CAJIMXOBA Avryse PycramoBHa, kanoudam guios0euyeckux Hayx,
Bedywuit  Hayunwiil  compyonuk, Llenmp uckyccmboBederus,
Wnemumym  asvika, aumepamypst u - uckyccmba umenu T
WMbpacumoba, Kasanw, Tamapcman, Poccus

Aygul SALIKHOVA, PhD, Leading Resercher, Theatre and Music
Department, Ibragimov Institute of Language, Literature and
Arts, Kazan, Tatarstan, Russia

TTEPBBIN TATAPCKUI BAJIET «IIIYPAJIE»:
UCTOPUS CO3JIAHUS U XY JOKECTBEHHBIE OCOBEHHOCTH

IepBerit Tatapckuii Oaner mo MoTuBaM mpomsBeneHuii ['aGmymisr Tykas Ha My3bIKY
®apuna Spymwmaa «lllypaney CBOMM IOSBIEHHEM W XyIOKECTBEHHBIMH OCOOCHHOCTSIMH BO
MHOTOM 00s13aH 3I10XE KYJIBTYPHOI'O CTPOMTEIICTBA, TOIXBEMA COBETCKOIO COLMAIUCTHYECKOTO
ucKyccTBa. Bo BTOpOii 0JI0BUHE TPHALIATBIX FOA0B IPOUCXOINT CTAHOBJICHHE OajteTa BO MHOTUX
HallMOHANIBHBIX pecyOnukax. B pycne stux mpoueccoB Haxomwnach u Tarapckas ACCP. K
pabore nHaj Oanerom «lllypane» mmcarens Axmer Paiisu u Mononoid kxommosurop Papun
Spynnun npucrymy B 1938 roxy. 3akoHueHHsIi BapuaHT iuoperTo A. daii3n, coxpaHUBLIMICS
B apxuse JITAJIM natuposan 27 despans 1939 roga. B nawane 1940 roma mmGperro u
HaIllCaHHas K HeMy My3bIKa ITOCTYIIIIA B pacniopsbkeHre onepHoro Tearpa. 30 aBrycra 1940 roga
ObLI M3/1aH yKa3 O IPOBEICHNH B MOCKBE JIeKa bl TATapCKOM JIMTEPATyphl U CKYCCTBA B aBIYCTeE
1941 ropa. K Heit Obu1a nprypoUeHa U IOCTAHOBKA TIEPBOro HaloHaIbHOro Oasera «l1lypasey.
Bbum npuriiamens! crienuanrcTsl 13 Mocksbl U JIeHuHrpazia. [1aBHbIM OaneTMercTepoM JeKabl
HazHaueH Iletp AwnnpeeBuy ['yceB, mnocranoBumkom Oanera «Ilypame» — Jleonun
BennamunoBnu Slko6con. «llypane» — cka3ounslii Oaner. OH HOBECTBYET O AEBYIIKE-TITHIIC
Crorombuike, craBuieit meHnuieii lypaine, u ee ciacurene — roHote beurrbipe. OcHOBHasI TeMa
npou3BezieHns: — Oopb0a YelloBeKa 3a CBOE CUACThe C TEMHBIMH CHJIAMH M BOCIEBaHHE 100pa,
nmo0Bu W OmaropozcrBa.  TpaJWIMOHHBIA —CKAa30YHBIA CEOXKET MOJAYYWI OPHIHMHAJIBHOS
BorwioiieHre B My3bike. Papun SpymwmH 3Han u mobun nodsuo [ Tykas, depnan B Heit
BJIOXHOBEHHE. JIOCTOMHCTBA JIUTEPATypHOrO IPOU3BEJCHUS: COBMEIUEHHE SIIMYECKOro U
JIMPUYECKOr0, BIUIETEHUE B TIOBECTBOBAHNE IOMOPUCTUUYECKUX NIEMEHTOB, KOJIOPUTHBIE KAPTUHBI
HApOIHOM JKM3HU M MPAaBIMBOCTH XapaKTEPOB — CTAIM TOM OCHOBOHM, Ha KOTOPOH OKa3ajaoch
BO3MOXKHBIM HOBAaTOPCTBO KOMIIO3MTOpa. BmecTe ¢ TeM COTPYIHHYECTBO C  OIBITHBIM
po(heCCHOHAIBHBIM  OaJIeTMEHCTEpOM MOMOIVIA HAYMHAOIIEMY KOMIIO3UTOPY HAlucaTh I10-
HACTOAIEMY JPAaMaTHYECKYl0, TeaTpalbHyl0 MY3bIKy. B mroHe — urone 1941 roma aBTOpCKHid
KJIaBUp ObLI HOIHOCTBHIO rOTOB. OIHAKO MPEMBEPE HE CY)KACHO ObLIO COCTOSTHCS B HA3HAUEHHBII
cpok. Hauanach Benukast Oteuectsennas BoviHa. ®apun Spymiua morub Ha ¢porte 17 okTsOpst
1943 ropa... Penerrimu Bo300HOBsIOTCs B KOHIE 1944 roma. TIpembepa cocrosiiach 12 mapra
1945 roma B mocranoBke JI. JXKykoBa u I'. TarupoBa. OHa ObLTa JONTOXKIAHHOW, HO OYCHb
CKpOMHO. BoeHHOE BpeMsi, HEYKOMILIEKTOBaHHAsI TPYIIA, HE OTAIUIMBAEMOE TIOMEIIEHHUE. .. YKe
nocrie BoiHbI, B 1950 roay k Ganery @. SpymmiHa BHOBb obpamaercs JI. B. SIko6con. Criena
Jlennnrpanckoro Oneproro Tearpa uM. Kuposa norpe6oBaia HEKOTOPEIX M3MeHeHHH. CrIeKTaK/Ib
nmen 6onbioi yenex. Ilo3nHee ero nocraBmiiu modTy Bee KpynHble orneprsie Teatpel CCCP. B
«Ilypane» Gnmucramu Takue 3Be37pl, kKak Maits [Imncerkas, FOpwuii I'puroposid u nipyrue.
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THE FIRST TATAR BALLET SHURALE: THE HISTORY OF CREATION AND ARTISTIC FEATURES

The first Tatar ballet based on the works of Gabdulla Tukay to the music of Farid
Yarullin Shurale owes its appearance and artistic features to the era of cultural construction,
the rise of Soviet socialist art. In the second half of the thirties, the formation of ballet took
place in many national republics. The Tatar Autonomous Soviet Socialist Republic was also
in line with these processes. The writer Ahmet Faizi and the young composer Farid Yarullin
began work on the ballet Shurale in 1938. The finished version of the libretto by A. Faizi,
preserved in the LGALI archive, is dated February 27, 1939. At the beginning of 1940, the
libretto and the music written for it came into the possession of the opera house. On August
30, 1940, a decree was issued on holding a decade of Tatar literature and art in Moscow in
August 1941. The staging of the first national ballet Shurale was timed to coincide with it.
Specialists from Moscow and Leningrad were invited. Pyotr Andreyevich Gusev has been
appointed chief choreographer of the decade, and Leonid Veniaminovich Yakobson has been
appointed director of the Shurale ballet. Shurale is a fabulous ballet. It tells about the bird girl
Syuyumbika, who became a prisoner of Shurale, and her savior, the youth Byltyr. The main
theme of the work is the struggle of a person for his happiness with dark forces and the
glorification of goodness, love and nobility. The traditional fairy-tale plot received an original
embodiment in music. Farid Yarullin knew and loved the poetry of G. Tukay, drew
inspiration from it. The advantages of a literary work: the combination of the epic and the
lyrical, the interweaving of humorous elements into the narrative, the colorful pictures of folk
life and the truthfulness of the characters — became the basis on which the composer's
innovation was possible. At the same time, cooperation with an experienced professional
choreographer helped the aspiring composer write truly dramatic, theatrical music. In June-
July 1941, the author's clavier was completely ready. However, the premiere was not destined
to take place at the appointed time. The Great Patriotic War began. Farid Yarullin died at the
front on October 17, 1943... Rehearsals resume at the end of 1944. The premiere took place
on March 12, 1945 directed by L. Zhukov and G. Tagirov. She was long-awaited, but very
modest. Wartime, an understaffed troupe, an unheated room... Already after the war, in 1950,
L. V. Yakobson again turned to F. Yarullin's ballet. The stage of the Leningrad Opera Theater
named after. Kirova demanded some changes. The performance was a great success. Later it
was staged by almost all the major opera houses of the USSR. Such stars as Maya
Plisetskaya, Yuri Grigorovich and others shone in Shurale.

CAPAHYA Bepa EBrenbeBHa, acnupaum, kagedpa aHAAUMULECKO20
My3vikosHanusa, Poccutickaa akademusa umenu IHecuwwix,
Mock68a, Poccus

HayunbIit  pykoBOOWTeNb  —  JIOKTOp  WCKYCCTBOBEIEHVIS
ITvwmmenko Huxa BnagymyposHa

Vera SARANCHA, Postgraduate Student, Analytical Musicology
Department, Russian Academy of Music, Moscow, Russia

Scientific adviser — Nina Pilipenko, Dr. Habil. (Doctor of Art Studies)

BAJIETHBIE CLIEHBI B OITEPE A.H. BEPCTOBCKOTI'O «I"POMOBOI»

Omepa A. H. Bepcrosckoro «I'pomo6oii» (1854, moctaBnena B 1857 r.) ceifuac moutn
MOJHOCTEIO 3a0bITa. OfHAKO B CBOE BpPEMsI OHa MMeEJNA YCHEX, HE B IOCIEAHIOI0 O4epelb
CBSI3aHHBIII C TEM, YTO KOMIIO3UTOp CJIEJOBAJl MOJEISAM, CJIOKHMBIIUMCS K TOMY BPEMCHH B
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3araTHOEBPOIIEHCKOI omepe — IMpesk/e Bcero 0ombIoi (paHiy3ckoil. FIMeHHO 3THM, Ha HamI
B3MIsAA, OOycClOBIEeHO mosBieHne B «['pomMoOoe» pa3BepHYTHIX OaleTHBIX CLEH: OHH
JOCTUTAIOT TOM CTENeHN pa3HooOpa3us U MaciuTaba, KOTOpble XapakTepHsl s xxaHpa Grand
opéra 1830-x — 1850-x rr. Kak u3BecTHO, B COUMHEHMIX (PAHITY3CKIX KOMIIO3UTOPOB 3TOTO
Ieprosia TaHIEBAIBHBIE HOMEpa WIPAlOT OYeHb BaXKHYIO ponb. HecMoTpst Ha TO, 4TO OHH
HCIIOHSIOTCS. BTOPOCTEIIEHHBIMH [IEPCOHA)KaMH, NX HeJb3sl Ha3BaTh TUBEPTHCMEHTaMH — BCE
Noo0HbIE CIIEHBI, KaK IPaBMIIO, TECHO CBSI3aHBI C CIOKETOM. Pa3HoOOpa3HbIe TaHIBI YacTo
CONPOBOXKIAIOT TOPXKECTBEHHBIE COOBITHS, HAIIPUMEP, CBAbObI, WIIM CTAHOBSITCS SJIEMEHTOM
couleur locale (Tanusl ropoxaH, KpecThsiH, philiapeii, commar u ap.). OrpoMHOe BHUMaHHE
ynensiercst crieHorpaduu u kocriomaM. Bee atu wepts! xapakrepHs! U uist «I'pomoGos». B
JOKJIaJie aHAJM3UPYIOTCS TaHIIEBAJIBHBIE SITH30/IbI, BKIIOUEHHBIE B JICHCTBHE STOH ONEpEHI,
TIPOBOJISATCS Tapauienn ¢ (paHIy3ckol Tpaauimeil. B 3axmodeHun cienaHbl BBIBOABI O
BO3MOXXHOM BIHSIHUH «I poM000s» Ha (hOpMUPOBAHME TAKOTO THIIA CIIEH B PYCCKOH Orepe.

BALLET SCENES IN ALEXEY VERSTOVSKY’S OPERA GROMOBOY

Alexey Verstovsky’s Opera Gromoboy (1854, staged in 1857) is now almost
completely forgotten. However, at one time it was a success, not least due to the fact that the
composer followed the models that had developed by that time in Western European opera,
primarily Grand Opéra. This, in our opinion, is the reason for the appearance of extended
ballet scenes in Gromoboy: they reach the degree of diversity and scale that is characteristic
of the Grand Opéra genre of the 1830s—1850s. As it is known, dance numbers play a very
important role in the works of French composers of this period. Despite the fact that they are
performed by secondary characters, they cannot be called divertissements. All such scenes, as
a rule, are closely connected with the plot. A variety of dances often accompany solemn
events, such as weddings, or become an element of couleur locale (dances of townspeople,
peasants, knights, soldiers, etc.). Great attention is paid to scenography and costumes. All
these features are characteristic of Gromoboy. The report analyzes the dance episodes
included in the action of this opera, draws parallels with the French tradition, and examines
the possible influence of Gromoboy on the formation of this scenes type in Russian opera.

CADAPAJIMBEKOBA Pena WVIicMer KbI3bI, KaHOUOam
uckyccmbobedenus,  Ooyenm,  kagpedpa — UcmOpuu
My3biky, Bakumckas My3vikaibHaA axkademusi umeru
V. I'aoxubeiiru, Baxy, Asepbarioxan

Rena SAFARALIBEKOVA, PhD, Associate Professor,
history of music Departament, Hajibeyli Baku Music
Academy, Baku, Azerbaijan

DOOEKT UEPHOI'O JIEBE]IS . BAJILC U3 BAJIETA «CEMb KPACABULY KAPA KAPAEBA

Banbc u3 Ganera «CeMb KpacaBUIl» — SPKUN MpUMep «IEPHOICOSDKBEH JIOTHKWY B
TtBOpuecTBe Kapa Kapaesa. B sTom Basbce mpencraien Oornee HHTEPECHBINH, YeM B TEOPUU
Haccuma Taneba, BapuaHT «depHONEOIKbEi» THHAMUKH, a «0OMaH BOCIIPUSITHS 00CTaBIeH
addekrHee, yem B Oanere «Jlebemunoe o3epo» I1.M.YaiikoBckoro, rae YepHblit nebens,
Onusust, npuHAT 32 ONETTy W3-32 BHEIIHErO CXOJACTBA. Y TBEP/UBILASCS B My3bIKOBEJCHHI
TpakTOBKa Banbca OCHOBaHa Ha CTONb )K€ IMOBEPXHOCTHOM BOCIPUSITUM M Jiajieka OT
MIOHUMAaHUs 3Ha4eHUs Banbca B KOHTEKCTE Beero npousseieHus. CTpeMsich pacKphiTh CYTh U
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HO,HHI/IHHI)Iﬁ CMBICJT Baﬂbca, ABTOp AaHAJIU3UPYET BBIPA3UTCIIBHBIC CPCACTBA MY3bIKH,
paccMaTpuBacT €ro MHTEPECHLIC XOpeOI‘paCbI/I‘{eCKI/IC U KOHLEPTHBLIC TPAKTOBKH, a4 TAKIKC —
3HA4YCHUC aBTOpCKOﬁ OpKeCTpOBOﬁ BEpCUU B CI/IMCI)OHI/I‘{GCKOﬁ cioute «CeMb KpacaBuI».

BLACK SWAN EFFECT: WALTZ FROM KARA KARAEV’S BALLET SEVEN BEAUTIES

Waltz from the ballet Seven Beauties is a vivid example of ‘black swan logic’ in the
work of Kara Karaev. This waltz presents a more interesting version of the ‘black swan’
dynamics than in the theory of Nassim Taleb, and the ‘deception of perception’ is more
spectacular than in the ballet Swan Lake by Pyotr Tchaikovsky, where the Black Swan, Odile,
is mistaken for Odette from for external resemblance. The interpretation of the Waltz,
established in musicology, is based on an equally superficial perception and is far from
understanding the meaning of the Waltz in the context of the entire work. In an effort to
reveal the essence and true meaning of the Waltz, the author analyzes the expressive means of
music, considers its interesting choreographic and concert interpretations, as well as the
significance of the author's orchestral version in the symphonic suite Seven Beauties.

CAPOHOBA Arstekcanzipa AHATOTIBEBHA, KaHOUOAM UCKYcormBoBederiis,
HAYuHbIL CompYOrHUK, HayuHo-uccieoBamebciuii YeHinp Memooatoeuu
ucmopuMecko0  MysbikosHanus,  Mockoboan  eocyoapemberinias

um. I'1. M. YanixoBexoao, Mock8a, Poccuist

Alexandra SAFONOVA, PhD, Researcher, Research Centre of
Methodological Studies in Historical Musicology, Moscow
State Tchaikovsky Conservatory, Moscow, Russia

OITEPA, B KOTOPOW TAHIIYIOT, WJIU BAJIET, B KOTOPOM ITOIOT: M3 UCTOPUU MY 3bIKAJIBHOMN
KOMEJIMHN HA CLIEHE KOPOJIEBCKOI AKAJIEMUN MVY3bIKU B [TAPIIKE

B ¢espane 1781 r. coputocs noxenanue /1. JTuapo u Ha cuene KoponeBckoii akanemun
My3bIkH B [lapiske mosBunacek nepBast «IOAJIMHHAA Komemus». A. ['petpu cymen npeaioKuThb
«HOBBII» JKaHP, NONYYMBIIMKA paAyIIHbIA IIpHEM. YCIeX 3TOro MapaiHoro, IOJHOCTBIO
MY3BIKQJIBHOTO KOMEJIMMHOIO CHEKTAaKIsi CO CKBO3HBIM JPaMaTYPrHYECKHM DPa3BUTHEM,
B KOTOPOM  JICKOpAIMsM M KOCTIOMaM  YIE/sUIOCh HE MEHBIIE BHUMAaHUS, 4YeM €ro
HCIIONHUTENBCKOH CTOPOHE, M KOTOPBI OOBEOMHSI YCHIIUS JIyYLIMX IIEBLIOB, TAHIIOPOB,
XYIO)KHUKOB, KOCTIOMEPOB U CO3[1aTesiell TeaTpalbHON MallMHEPUH, BO MHOIOM ObLI 00s3aH
KpacouHelM  Oaneram. Kommosurop  yaenssi  uM  0co00e  BHHMaHME,  JyMast
00 ux «Bo3BpalieHnn» Ha cueHy Oneppl. OpHoakTHas «OMmunus, wid [IpekpacHast paObIH,
Mpe/CTaBisBIIas CO0OM MPOJO/DKEHHE MaHTOMHMHOrO Oanera B YeThIpeX IeHCTBHSX
«Ipazgauk Mupse» @.—K. 'occexa B mocraHoBke M. @. XK. ['apnens, crana nepBoit mpoOoit.
«JlBoriHoe wucnbiTanue, win Komuherra npu [IBope» HeCcMOTpsi Ha MPOXJAIHBIA MpHEM
MOTY4HIIa BRICOKYIO OLICHKY 3a OaneTbl. OHHM COCTABILSIFOT OKOJIO TPETH MIPOU3BEICHHS, KOTOPhIE
M0 MHEHHIO KPUTHKH OBLIM «XOPOIIO CTPYIITUPOBAHBI M BEIHUKOJICITHO HAMMHCAHBI, COCTABIISS
KapTHHBI TIONHBIC JABIDKEHBS W pa3HooOpasusi». ['perpu momaran, 4To (paHIly3bl HMEOT
HMCTOPHYECKH CIOXKHMBINYIOCS CKIOHHOCTH K Oamery. K 1781lr. Tamer cram urparb
BTOPOCTENIEHHYIO POJib B OMEPHBIX CIEKTAKIAX, a MY3bIKAIbHbIC KOMEIUU ObUTH TPHU3BAHBI
W3MEHHTH 3Ty CHTyaunmio. «3arpygHeHHe or u30bITka», «KapaBan wu3 Kampay», «llamypr
Ha OCTpoBe (HOHAPHIAIEB» CTANM HE TONBKO YCIEIIHBIMU CHCKTATSIME, BBI3BABIIMMHI
OXKHBJICHHBIE CIIOPBI, BHICOKO OLICHHBIIINE MY3bIKAIbHBIE OCTOMHCTBA ITHUX MPOU3BEICHHH, HO
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¥ 3HAYHUTEITFHO 000TaTIIN (PaHITy3CKHiA OaneT. JJMHa, KOIMHYIeCTBO JUBEPTUCMEHTOB U YUCIIO0
3aJIcHCTBOBAaHHBIX B HHUX TIEPCOHAXKEH MMOpakau BOOOpakeHHe, HO OBUIM W HOBILIECTBA, CTOIb
MTOHPABUBIIKECS MyOJIHKe, YTO OHAa OwchpoBana OajeTHble HOMepa. TOHKWH, MCKPOMETHBIN
OMOp, TIpHUSTHas My3bIKa, MOpaXKaromias pa3HOOOpa3WeM, WMCKYCCTBO JETaleld W MEIKUX
MTPUXOB Molbepa B My3bIKe HalIUTH CBOE MPEIIOMIICHHE U B 0ajieTaX MYy3bIKaJIbHONH KOMEIUH,
MMEHHO OHU HEV3MEHHO TIOJTyJaId BEICOKYIO OLICHKY KaK KPUTHKH, TaK U MyOITHKH.

OPERA IN WHICH THEY DANCE, OR BALLET IN WHICH THEY SING: COMEDIE LYRIQUE ON THE
STAGE OF THE ROYAL ACADEMY OF MusIC IN PARIS

In February 1781, D. Didro's wish came true and the first ‘real comedy’ appeared on the
stage of the Royal Academy of Music in Paris. A. Grétry managed to offer a ‘new’ genre that
was highly appreciated. The success of this ceremonial, musical, comedy performance, in which
no less attention was paid to the scenery and costumes than its performing side, and which
combined the efforts of the best singers, dancers, artists, costumers and creators of theater
machinery, owed colorful ballets. The composer paid special attention to them, thinking about
their ‘return’ to the Opera. One-act Emilie Ou La Belle Esclave that finished the pantomime
ballet in four actions La Féte de Mirza by F.-J. Gosséc in the production of M. F. J. Gardel
became the first attempt. La Double épreuve ou Colinette a la Cour, despite the cool reception,
was highly appreciated for ballets. They make up about a third of this comédie lyrique, which,
according to critics, were ‘well grouped and perfectly written, making up the paintings full of
motion and diversity.” Grétry believed that the French have a historical passion to ballet. By
1781, the dance began to play a secondary role in opera performances, and musical comedies
were managed to change this situation. L’Embarras des richesses, La Caravane du Caire,
Panurge dans lisle des Lanternes became not only successful performances that caused
disputes that highly appreciated the musical virtues of these operas, but also significantly
enriched the French ballet. The length, the number of divertisments and the number of the
characters involved in them is incredible, but there were innovations that provoke the audience
to call for bis. Subtle, sparkling humor, pleasant music that affects the diversity, the art of details
of Moliere in music found their refraction in the ballets of the musical comedy, it was they who
received a high appreciation of both critics and the public.

CAUYKOB VBan CepreeB, npernodabament, kagpedpa pexuccypyi batema, e
Canxm-Ilemepbypeckas eocyoapcmbertas koHcepbamopus um. H. A.
Pumcroeo-Kopcakoba; acnupanm, Axademuia Pyccioeo baserma umeHu
A. 1. Baearobou Canxm-Ilemepbype, Poccus

Hayunelin ~ pykoBoguTellb  —  HOKTOP  VICKYCCTBOBEIEHVIS
Memnbiikos Jleonnn AjlekcaHIpoBUY

Ivan SACHKOV, Lecturer, Ballet Directing Department, Saint
Petersburg Rimsky-Korsakov State Conservatory, Postgraduate
Student, Vaganova Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Leonid Menshikov, Dr. Habil. (Doctor of Art Studies)

TIAPTHEPUHI B COBPEMEHHOM, KJTACCUYECKOM U COLIUAJIbHBIX TAHIAX
CPABHUTEJIbHASI XAPAKTEPUCTUKA

B noxnazme paccmarpuBaeTcs CXOACTBO U PA3IMUMs TPEX TAHIEBAIBHBIX JUCIUILIHH,
cOKyCHPOBaHHBIX HA TEJIECHOM KOHTaKTE€ TAHI[OBIIMKOB: MapTHEPHHT B COBPEMEHHOM
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TaHIE, JTy3THO-KJIACCHYECKHH TaHel|, CONMAJIbHBIE TAaHIB! (APTeHTHHCKOE TAHTO W CalIbCa).
CpaBHEHHE TMPOBOMUTCS IO TPEM T'PYyNIIaM KPHUTEPHEB, OTPAXKAIOMIUX PA3THIHBIC CTOPOHEI
TIapHOH WJIM TPYNIIOBOH paboTHI: a) (hPM3MUYECKHE acHeKThl KOHTaKTa: UCIOIb30BaHUE Beca H
TPaBUTAlM, XapaKTep TEJIECHOrO KOHTAKTa, MEXaHUKA IMOIEPXKEK M BBICTpaWBaHUE Tela
TAHIOBIIMKA WJIM BCeH Iapbl OTHOCHUTEIBHO BEPTUKAIBHON ocH; 0) 0COOEHHOCTH
KOMMYHHKAIlUM TaHIOBIIMKOB MEXIy CO0OH M C TIPOCTPaHCTBOM: pONb B3IIIAA,
MIPUKOCHOBEHHH, IPOCTPAaHCTBEHHAs OpPTraHW3alMs TAHIOBIIMKOB, B3aWMOJCHCTBHE C
MY3BIKQIEHBIM MaTEpHalioM; B) SCTETHYECKHE WM BHEIIHHE IPH3HAKH, XapaKTePU3YIOIIHe
CTWIb TaHIA: COOTHOIICHHWE TEHJEepHBIX poied, (opMaibHBIE IPHU3HAKH, CMBICIIOBOE
HAIlOJJHEHHE KOHTAKTa, MY3BIKaJbHOE COIPOBOXKAEHHE, (OpMalbHblE KOMIIO3HIIHOHHBIE
pemeHus. ABTOpP HPHXOAWT K BBIBOMY, UTO IpaBmia pabOTHI C BECOM CXOIHBI BO BCEX
PAacCMOTPEHHBIX AWCHMIUIMHAX, W OTBEYAlOT 3aKOHAM OMOMEXaHUKH M aHATOMHYECKHM
OCOOEHHOCTSIM TeJl TAHIOBIIMKOB. K HMM MOXHO OTHECTH TOYKH IIPHIIOKEHUS CHIIBL,
pacrpesesieHe Beca Ha Tejle HMapTHEpa, XapaKTep HCIIONHEHUS! CTaTHYHBIX BO3IYIIHBIX H
MApTEePHBIX TOUIEPXKEK, MBIIMIEYHYI0 aKTUBHOCTh Ka)KAOI'0 YJacTHHKA B3aWMOJEHCTBUSL.
OTnuuus TPOSBISIIOTCS TIPH PACCMOTPEHHUH JTUHAMHYECKHX D3JIEMEHTOB M OCOOEHHOCTEH
TEJIECHON KOMMYHHKAIIMH, YTO COOTHOCHUTCS C ICTETHKOW KOHKPETHOTO TAHIIEBAJILHOI'O
CTWISA ¥ OOYCIIOBJICHO HE CTOJIBKO (pM3HONIOrHell TaHI[OBIIMKOB, CKOIBKO apXETHITMYHOCTHIO
BH3YaJIbHOTO ¥ CMBICIIOBOTO HaroigHeHHs. KOHTaKTHOE B3aMMOJIEiiCTBHE B Pa3JINYHBIX BHIAX
TaHIIa, OCHOBaHHOE Ha 00X (PU3HMIECKHX, KOMMYHHKATHBHBIX ¥ ACTETUUECKUX IPHHIIHIAX,
4acTO MMeeT JUaMeTPAIbHO NPOTHUBOIMOJIOKHOE 3HAYCHHE. 3HaHUE STHX OCOOCHHOCTEH ¢
OIHOM CTOpOHBI M 3HAKOMCTBO C LIMPOKUM HAa0OpOM KOHTAKTHBIX IPAKTHK C APYron
MO3BOJIIIO C(HOPMHUPOBATH OCHOBY [UISl NPUMEHEHHS MHTEPAUCLUIUIMHAPHOTO IOAXOJa B
npenojaBaHuy, ¢ (OKycoM Ha co3gaHud 3((GEKTUBHOH KOMMYHHMKAlMM W YCIICIIHOTO,
0e30MmacHOro NapTHEPCTBA HE3ABUCHMO OT BHJA TAHIEBAIBHON IUCLUILUINHBL.

PARTNERING IN CONTEMPORARY, CLASSICAL AND SOCIAL DANCES:
COMPARATIVE CHARACTERISTICS

The report examines the similarities and differences of three dance disciplines
focused on the body contact of dancers: partnering in contemporary dance, duet-classical
dance, social dances (Argentine tango and salsa). The comparison is carried out according to
three groups of criteria reflecting different aspects of pair or group work: a) physical aspects
of contact: the use of weight and gravity, the nature of body contact, the mechanics of
supports and the alignment of the body of the dancer or the whole pair relative to the vertical
axis; b) features of dancers’ communication with each other and with space: the role of gaze,
touch, spatial organization of dancers, interaction with musical material; c) aesthetic or
external signs characterizing the style of dance: the ratio of gender roles, formal signs,
semantic content of contact, musical accompaniment, formal compositional solutions. The
author comes to the conclusion that the rules of working with weight are similar in all the
disciplines considered, and meet the laws of biomechanics and anatomical features of the
dancers' bodies. These include the points of application of force, the distribution of weight on
the partner's body, the nature of the performance of static aerial and parterre supports, the
muscular activity of each participant in the interaction. The differences begin to manifest
themselves when considering the dynamic elements and features of bodily communication.
This is often correlated with the aesthetics of a particular dance style and is due not so much
to the physiology of the dancers as to the archetypal visual and semantic content. Contact
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interaction in various types of dance, based on common physical, communicative and
aesthetic principles, often has a diametrically opposite semantic meaning. Knowledge of
these features on the one hand and familiarity with a wide range of contact practices on the
other allowed us to form the basis for the application of an interdisciplinary approach in
teaching, with a focus on creating effective communication and a successful, safe partnership
regardless of the type of dance discipline.

CEBACTBSIHOBA CsemiaHa CrenaHoBHa, Kanouoam

uckyccmbobedenus, npenooadament, Acmpaxanckuil
MY3bikaabHbill koAteox um. M. I1. Mycopeckoeo, Acmpaxats,
Poccus

Svetlana SEVASTYANOVA, PhD, Teacher, Mussorgsky Astrakhan
Music College, Astrakhan, Russia

BAJIET HA 5KPAHE: TTIPOBJIEMBI )KAHPA

Pa3zBurtne knHO, TenmeBHIEHHS M Bhaeo B XX CTOJETHH CHENaJ0 BO3MOXKHBIM
TIOSIBICHHE  OKPAaHHOTO MY3BIKaJIBHOrO Tearpa. Ha3BaHHBIH (eHOMEH mpeacTaBieH
3HAYUTENFHBIM KPYTOM TIPOM3BEICHUH CIIEHHYECKOT0 MY3BIKAJIBHOTO TeaTpa, MepeHEeCeHHBIX
Ha DKpaH B BHJAE TPAHCIUPYEeMBIX CIIEKTAaKJIeH WIM (QWIBMOB-dKpaHM3alMi, a Takxke
CIeIMaTbHO  W3HAYalbHO  CO3/IaBaeéMBIMH  KHHEMaTorpaguyeckuMu  omycamu  (3TO
MY3BIKaJIbHBIE KHHO-, TEJICBU3UOHHBIE W MYJIbTHILTHKAIIMOHHBIE (DHITEMBI, 3aITHCH KOHIIEPTOB,
BUJICOKJINIIBI). brarogapss HOBBIM TEXHOJIOTMSM HAIIM COBPEMEHHUKHM M HMOTOMKH CMOTYT
BoCXMIIAThCs McKkyccTBoM . Yianosoit, M. Ilnucenxoit, M. DcambaeBa, P. Hypeesa etc.
Buneoszanucu B mnepByro ouepelb HEOOXOAMMBI I (PUKCALMM, COXPAHEHHs U INEpeHoca
OaJeTHOH ITOCTAaHOBKM C Y4YETOM BceX ee pabouux MOMEHTOB. MHOH Xapakrep HMeer
9KpaHHu3alys. bBaneTHblli cCrieKTakib, 3alMCaHHBIA U1 BHACO IPOCMOTPA, ONPEACICHHO
TATOTEET K 3aKOHOMEPHOCTSIM CLIHMYECKOro Tearpa. B kaHpe ¢uibma-6anera
MOJIKJIFOYAIOTCS. U aKTUBHO pabOTaloT cpejcTBa KuHemarorpada, peaanyeMble OCPEACTBOM
BH3YyalIbHBIX JISHTMOTUBOB U IPYTruX crienupuyeckux 3pQPeKkroB (KpynHbIe IUIaHbI, HATUIBIBEI,
KOMOWHHMPOBAHHbIC CHEMKH, IMHAMHUYHBIA MOHTaX). MyJIbTHUIUIMKAIMOHHBIA — Oayer
Xapakrepusyercs Ooibliel TpaHchopMalyeid UCXOIHOTO CLHEHUYECKOro KaHpa. Y CIIOBHBIN
obpa3 reposi MOKa3aH 3/eCb PHCOBAHHOM (UIYpOil WM KYKIJIOH, IBIDKCHHUSI KOTOPBIX
3a4aCTyIO JIOBOJIHO CXeMaTH4Hbl. [IpuMep TOMy, MyNIbTUILIMKALMOHHBIH (uiibM «bapbu u
enxynunk» ¢ my3sikoir YaiikoBckoro (pexuccep O. Xépmu, xynoxuuk [1. Maprtunc). B
PHCOBAaHHBIX MYJIbTHIUIMKAIIMOHHBIX OajieTaX TaHILYIOT LIBEThl M JIUCTbS, NTULBI M PHIOHI,
THOMBI ¥ 37b(Qbl. B HEKOTOPBIX M3 HHMX y3HAaBaeMbl IPHU3HAKH KIaccH4Yeckoro Oanera.
TaHUOBIIMIIBI B AYKAX HA MyaHTaX, UCHOIHSOMMUE (ysTe U Apyrue QUrypbl, HOSBISIOTCS B
nenrax «bapbu: Jlebemunoe ozepo» (pexwuccep O. Xépmu, xynoxauk I[1. Maprunc) u
«Lenxynunk» (pexuccep b. Crenmanues, xymokHuku A. CnaBueHko W H. Epsikanos).
ITpobnembl 3KpaHHOTO OaneTa KacaroTCs HE TOJNBKO BH3YAJIBHOIO pEIleHHs (repoi-akrep-
KYyKJIa), TIPOCTPAHCTBEHHO-BPEMEHHBIX XapaKTEPUCTHK, HO M MY3bIKaJIbHON COCTaBIISIOLICH,
KOTOpas MOXET COXpaHAThCA B IIOJHOM O0BEME, PEeJaKTHPOBAThCS WM  CIEHHATBHO
co3naBatbest. Paborer K. Cepreea, H. Peikenko, B. CmupHoBa-I'onoBanoBa B. Bacunbesa,
b. Diipmana B compyxectse ¢ A. benuuackum, M. [Tunuxunoit, B. OxyHIIOBBIM, BUICOKITUIIEL
Jx. Honaro, LLI. BacunpeBoit 1 MHOTHX JAPYTHX MPO(PECCHOHATIOB CBOIAMMEI BMECTE Kak
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MY3bIKaJIbHO HAIlIOJJHEHHOC KI/IHeMaTOI‘paCbI/I‘IeCKOG 3peIuIie, 06naﬂa}omee NEPCIICKTUBHBIM
CHCHUYCCKHUM IOTCHIIUATIOM.

BALLET ON SCREEN: PROBLEMS OF THE GENRE

The development of film, television and video in the 20" century made possible the
emergence of screen musical theater. This phenomenon is represented by a significant range
of stage musical theater works, transferred to the screen in the form of broadcast
performances or film adaptations, as well as specially created cinematic opuses from the very
beginning (these are musical films, television and animated films, concert recordings, video
clips). Thanks to new technologies, our contemporaries and descendants will be able to
admire the art of G. Ulanova, M. Plisetskaya, M. Esambaev, R. Nureev, etc. Video recordings
are primarily necessary for fixing, saving and transferring a ballet performance, taking into
account all its working moments. Screening has a different character. A ballet performance
recorded for video viewing definitely gravitates towards the regularities of stage theater. In
the film-ballet genre, cinematographic means are connected and actively work, being
implemented through visual keynotes and other specific effects (close-ups, influxes,
combined shooting, dynamic editing). Animated ballet is characterized by a greater
transformation of the original stage genre. The symbolic image of the hero is shown here as a
drawn figure or puppet, whose movements are often quite schematic. An example of this is
the animated film Barbie and the Nutcracker with music by Tchaikovsky (director O. Hurley,
artist P. Martins). Flowers and leaves, birds and fish, gnomes and elves dance in cartoon
ballets. In some of them, signs of classical ballet are recognizable. Dancers in tutus on pointe
shoes, performing fouettes and other figures, appear in the films Barbie: Swan Lake (director
O. Hurley, artist P. Martins) and The Nutcracker (director B. Stepantsev, artists A.
Slavchenko and N. Erykalov). The problems of screen ballet concern not only the visual
solution (hero-actor-doll), spatio-temporal characteristics, but also the musical component,
which can be preserved in full, being edited or specially created. Works by K. Sergeev, N.
Ryzhenko, V. Smirmov-Golovanov, V. Vasiliev, B. Eifman in collaboration with A. Belinsky,
M. Pilikhina, V. Okuntsov, video clips by J. Nonato, Sh. Vasilyeva and many other
professionals are brought together as a musically filled cinematic spectacle with promising
stage potential.

CEPI'EEBA Tatesaa CepreeBHa, Ookmop uckyccmBoBedenus,
Ooyenm, Hayunbitl compyonuk, Kasanckaa eocyoapcmbernasn
roucepBamopus umenu H. I. 2KueanoBa, Kasanv, Poccus

Tatiana SERGEEVA, Dr. Habil. (Doctor of Art Studies), Associate
Professor, Senior Researcher, Zhiganov Kazan State
Conservatoire, Kazan, Russia

BAJET B oMJIbMAX KAPJ1IOCA CAVPBI U TTEAPO AJIbMOJJOBAPA

Kunemarorpad obparaercst k 6ajiery, mupe — TaHILY, C [EIbI0 PACIIMPEHHS CBOUX
BO3MOYKHOCTEH SMOLIMOHAJILHOTO BO3JAEHCTBUS HA 3pUTENs. B 1leHTpe Haliero uccnenoBanus
— GunbMBI JByX BBIJAIOIIMXCS HCIAHCKUX KHHOPEKUCCEPOB, OTHOCSIIMXCS K PasHBIM
nokoeHmsaM. O6Iee MeX Iy HUMH — HIPUHAATIEKHOCTD K HCIAHCKOH KyIbType ¢ €€ 0COOBIM
OTHOIIEHHEM K TaHIy (MHOTHE >XaHpbl KOTOPOTO POAWINCH B VIcmaHum m cranm mo3mHee
obmeeBporneiickumu). OO0OMX PEXHUCCEPOB TAKKE POTHHUT COMPSDKEHHOCTh C TpamuImeit
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HCIIAaHCKOTO OapOKKO, BKIFOYAst 3CTETUKY KOHTPACTOB, METadopy <«OKU3Hb — UIPay, ICTETUKY
kapHaBata. Ha mpumepe ¢miemoB-06aneroB Caypsr («KpoBaBas cBagpba», «Kapmen»,
«KonmoBckast J1000Bb») HPOCISKUBAIOTCSA €ro MOUCKH HAIMOHAJIBHBIX KOpHEH, MOIBITKH
BOILUTOTUTH HalMOHATBHYIO CIENU(UKY KITACCHIECKHX CIOXKETOB depe3 oOpalneHue K Oanery
¢duamenko. He ciydaiiHo mmImynbcoM K uXx cos3faHuio cranu Oanerst AHtoHuo ['ameca, a
CIOKETHOM OCHOBOM OaneTHOW TpWwIOrMM — WCIAHCKas Kiaccuka. Hecmorps Ha
9KCIIEpUMEHTAIBHBIA XapakTep (HIbMOB, BO MHOTOM UM IIPUCYIA TPaUIHOHHAs ICTETHKA.
Crenuguka UCIIONB30BaHUS OAaJETHBIX CLEH AJIBMOZOBAPOM PAcCMATPHUBAETCS HAa IpUMEpe
mByx ero ¢umsmoB: «lloroBopm ¢ Hel» u «lIBeTtok Moel TalHE. s mepBoro,
OTHOCSIIIErocst K aBTOPCKOMY KHHO, pexuccep Oeper cuens! u3 cinekraxieil [Tunsl baym (na
My3bIKy [1€pcerua), ncnons3ys oomue ¢ MUpoM e XxopeorpaduuecKux IOCTaHOBOK MOTUBBI:
«HEKOMMYHHKA0CIIbHOCTh KaK paspyIICHHE», «CIENoTa Kak oTdyxiaeHue». Kpome Ttoro, B
¢uneme npucyrctByer (parment Oamera «Oxombel» Ha My3biky K. Ilenneperoro (B
nocraHoBke JIxxepanpaunsl YammHoit). Bee 9T GaneTHble «BCTaBKM» NPUAAIOT INIYOMHY 1
N00aBOYHBIE CMBICIBI IIOKa3aHHOM Ha OSKpaHe MCTOPUM, a TaKXKe IPEIBOCXHUIIAIOT
MPOMCXOAAIIEE HAa O3KpaHE W CO3JAl0T HEOOBIYHBIH BHU3yaJIbHO-TUIACTHYECKUH 00pa3s,
BO3/ICHCTBYIOIIMI Ha 3pUTEINS CIIOBHO «MOHTaX aTTPaKIHOHOBY. BTopoit ¢puiibM, co3naHHbIiH
B JKaHPE MEJOJpaMbl, B CMbICIIC BBEJICHHS TaHIEBAIBHBIX CLCH, PEIICH HAMHOIO IpOIIE.
3neck pexuccépy JOCTaTOYHO OBUIO POXHOro (hiaMeHKo, YTOOBI TOMUEPKHYTh Ba)KHBIE
MOMEHTBI UCTOpHH. JI1 000MX KHHOPEKHUCCEPOB YCIOBHOCTD MY3bIKAJIbHO-TAHLIEBATLHON
JpaMaTyprud ¥ HCIOJNB30BAHME CHMBOJIMYECKOTO s3bIKa TaHLA JAaBalk HEOObIYalHBIN
MPOCTOP UISl BBIPQ)KEHHS CBOMX OPHIMHAJIBHBIX 3aMBICJIOB M BO3/ICHCTBUS HA BOOOpaKCHHUE
3pUTEs.

BALLET IN CARLOS SAURA’S AND PEDRO ALMODOVAR’S FILMS

Cinematography turns to ballet, more broadly to dance, in order to expand its
possibilities of emotional impact on the viewer. Our study focuses on the films of two
prominent Spanish filmmakers from different generations. What they have in common is that
they belong to Spanish culture with its special attitude to dance (many forms of which were
born in Spain and later became pan-European). They are also related to the interaction with
the tradition of the Spanish Baroque, including the aesthetics of contrasts, the metaphor ‘life
is a game,” the aesthetics of carnival. On the example of Saura’s ballet films (Bloody
Wedding, Carmen, Sorcerer’s Love), his search for national roots, attempts to embody
national specifics in the cinematic image through an appeal to flamenco ballet can be traced.
It is no coincidence that the ballets of Antonio Gades became the impetus for their creation,
and the plot basis of the ballet trilogy is the Spanish classics. Despite the experimental nature
of the films, in many ways they have a traditional aesthetic. Almodovar is different. The
specificity of his use of ballet scenes is examined on the example of two films: Talk to Her
(2003) and The Flower of My Secret (1995). For the first, which belongs to auteur cinema, the
director takes scenes from the performances of Pina Bausch (to music by Purcell), using the
motives common with the world of her choreographic productions: lack of communication as
destruction, blindness as alienation. In addition, a fragment of the ballet Trenches to the
music of K. Penderecki. All these ballet fragments give depth and additional meaning to the
story shown on the screen, and also create an unforgettable visual-plastic image (affecting the
viewer like a ‘montage of attractions’) and anticipate what is happening on the screen. The
second film, created in the genre of melodrama, in the sense of introducing dance scenes, is
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solved much more simply. Here, the director had enough native flamenco to emphasize
important moments in history. For both filmmakers, the conventions of music and dance
dramaturgy and the use of the symbolic language of dance provided extraordinary scope for
expressing their ideas and influencing the viewer’s imagination.

Cepernmaa Haranpst CemeHoBHa, 0okmop uckyccmbobederus,
Bedywjuti  HayuHwblil  COMPYOHUK,  CeKMOp  MY3bKl,
Poccutiickuii  uncmumym  ucmopuu  uckycemb, Canxm-
Ilemepbype, Poccus

Natalya Seregina, Dr. Habil. (Doctor of Art Studies), Leading
Researcher, Music Department, Russian Institute of Art
History, Saint Petersburg, Russia

«DPAHITY3UK U3 BOPIIOY.
ATPUBYLMSI UMEHU U CVYJIbBbI ®PAHIIY3CKOI'O BAJIETMEMCTEPA JKO3E®A PUIIAPA B Poccuy,
MIPOTOTHIIA BHECLIEHUYECKOI'O IIEPCOHAYXA KOMEJIUU «I"OPE OT YMA)»

JIoKsa T OCBSIIIIEH PacCMOTPEHUIO HCTOPHUUYECKOr0 U OHOrpaMIecKoro KOHTEKCTa B
co3manum smu3ona komeaun A. C. I'puboenosa «I'ope ot yma» (mononor Yankoro «B Toit
KOMHATe He3Hayalash BCTpeya...»), COJIEep)KaHHe KOTOPOrO PACKPBIBACTCSI B KOHTEKCTE
peanuii BpeMeHH npeObIBaHUs aBTOpa Tbechl B Mockse B 1823 1. B 3T0 Bpemst MOCKOBCKast
TeaTpabHasl IUPEKIHUS TOTOBHIIACH K TOP)KECTBEHHBIM TIPA3IHOBAHUSIM 10 TIOBOJLY OTKPBITHSI
HoBoro 3manus bonbmioro Tearpa. I'puboenos, ¢ ¢espanst 1822 roma CIyKUBIIMIA Ha
KaBkase cekperapeM IO AWIUIOMATHYECKOH 4acTH (IIPH YPE3BbIYAMHOM M IOJTHOMOYHOM
nocne Poccun B Ilepcun renepane A. I1. Epmonose), B 1823 Obut oTmpaBieH B OTIIYCK U B
Hayaje MapTta npuObll B MOCKBY. 31eCh OH, KaK H3BECTHO, BKIIOUHJICS B TEaTPATbHYIO
KHU3Hb CTOJHMIBI, COTpyaHMYas ¢ Bsaszemckum, Bepcrosckum, OnoeBckiM, KoKOIIKMHBIM B
co3nannu BozeBmis «Krto Opar, KTO cectpa» M psiia 3aMbICIIOB CLIEHAPUs TOP)KECTBEHHOTO
CMEKTAKJIs Ha OTKpbITUE bonbioro Tearpa. OTHOBPEMEHHO € 3TUM OH MPOAOIKUI HaYaTyro
Ha KaBkasze padoty ¢ TekcToMm «[opst oT yma», HaOJIr01as U oaMeyast MOMEHThI MOCKOBCKOW
xu3Hu. B Hoss6pe 1823 B MockBe Hauaiu BbICTYIUIEHHs (paHIy3ckue TaHUOBIIMKH K.
Pumap u XK. I'touten-Cop, nmpuriamieHssle Ui NOATOTOBKM HCTOPUYECKOro CHEKTakis. B
CTaThe BBIJBUrAaeTCs THIIOTE3a O TOM, YTO, HOCKOJIBKY I puboedog Obii 6X02iC 8 OUupeKyuio
meampa, OH, TO-BHIMMOMY, CTaJl CBHJCTENeM mpHeMa (PaHIY3CKUX TIacTpoiIepoB
MOCKOBCKHMM OOILIECTBOM, O YEM MOXKHO JIOraJIbIBaThCs MO BTOPOMY MOHOJory Yarkoro, B
KOTOPOM 3THM MOMEHTBI OKa3alUCh 3all€YaTICHHBIMH B HEKOTOPHIX CYIIECTBEHHBIX
noapobHocTsix. [IporoTun «denoBeka u3 ropoaa bopmo» — oTHions He n060H (paHnily3, a
TAHIOBIIMK, OKPYXKEHHBII OpeoJoM ycrmexa Lenod OaneTHOM Iesiipl, W TOTOMY
BOCTOP>KEHHBIN IIPHUEM BIIOJIHE OIpPaBJaH B CBETE apTUCTUYECKOro ycrexa. B cBa3u ¢ 3tuM
TpakTOBKa MOHONOra Yankoro mpuoOpeTaer 3HaueHHe JOKYMEHTAIbHOTO CBHJETEIbCTBA
I'puboenoBa o mpuesne B Poccuro aptucroB (paniry3ckoro 6anera. B Bopao paboranu
npocnaBneHnsie Oanermetricrepsl JK. Jlobepsans u cayxkuBmmii B Poccun 1. JI. duamo. C
6anerom Bopao ceszanbl u mpubbiBuime racrpoiaepel — JK.Pumap u @ .Iromrers-Cop.
JlaHHBIN KOHTEKCT TWpEJCTaBIsieT HHTEpeC KaK B TPAKTOBKE CLEHWYECKOTo JAeHCTBHA
komenuu ['prboenoBa, Tak ¥ B HEKOTOPBIX MOAPOOHOCTSX UcTopun Oanera B Poccumu.
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‘FRENCHMAN FROM BORDEAUX.’
THE NAME AND FATE ATTRIBUTION OF THE FRENCH CHOREOGRAPHER JOSEPH RICHARD IN
RussIA, THE PROTOTYPE OF THE OFF-STAGE CHARACTER IN THE COMEDY WOE FROM WIT

In Alexander Griboedov’s comedy Woe from Wit (Chatsky’s monologue ‘There is an
insignificant meeting in that room ...”) there is an episode, the content of which is revealed in
the context of the historical and everyday realities of the play’s author’s stay in Moscow in
1823. Moscow theater directorate for the solemn celebrations on the occasion of the opening
of the new building of the Bolshoi Theatre. From February 1822, Griboyedov was the
secretary for diplomatic affairs under the Ambassador Extraordinary and Plenipotentiary of
Russia to Persia, General Aleksey Yermolov. In 1823 he was sent on leave and arrived in
Moscow in early March. Here the author continued the work begun in the Caucasus with the
text Woe from Wit. The time spent in Moscow was marked by preparations for the grand
opening of the new building of the Bolshoi Theater. In November 1823, French dancers J.
Richard and J. Gullin-Sor began performing in Moscow, invited to prepare a historical
performance. Their debut caused a great stir in the city. Griboyedov visited their
performances. And, apparently, he witnessed the reception of French guest performers by
Moscow society, which can be guessed from Chatsky’s second monologue, in which these
moments were captured in some significant detail. The prototype of the ‘man from the city of
Bordeaux’ is by no means any Frenchman, but a dancer surrounded by the halo of success of
a whole galaxy of ballets, and therefore the enthusiastic reception is fully justified in the light
of artistic success Famous choreographers J. Dauberval and Ch. L. Didelot worked in
Bordeaux. The guest performers who arrived from Bordeaux are also connected with the
ballet — J. Richard and F. Gullen-Sor. In this regard, the interpretation of Chatsky’s
monologue acquires the meaning of Griboedov’s documentary evidence of the arrival of
French ballet dancers in Russia.

CVHEJIBHMKOBA Ornbra BiagyvuposHa, doximop
uckyccmbobedenus, npogpeccop, Kagpedpa My3bIKOSHAHUA U
MY3bIKAABHO-NPUKAAOHOO ucxyccmba, KemepoBexuri
eocyoapcmbenniii uncmumym xyasmypel, Kemepobo, Poccua

Olga SINELNIKOVA, Dr. Habil. (Doctor of Art Studies), Associate
Professor, Department of Musicology, Music and Applied Arts,
Kemerovo State University of Culture, Kemerovo, Russia

B COABTOPCTBE C in cooperation with

TPYHOB [envc OneroBmd, 3abedyoujuil kagedpoil cneyuassHozo
hopmenuatio, puauan LenmparsHoil My3bikalsbHOU UKOALL
- Akademuu ucnosHumensckoeo uckyccmba «Cubupcxuii»;
couckamens, KemepoBo, Poccus

Denis TRUNOV, Head of the Special Piano Department, The Branch of
the Central Music School - Academy of Performing Arts
‘Sibirsky,” PhD Candidate, Kemerovo, Russia

«PYCCKUE CE30HbI» JIEOHUJIA JIECATHHUKOBA: OT HAPOJIHOM IMECHU K BAJIETY

Jlokimax mOCBAIMIEH KaHPOBBIM Meramopdo3am BokaimbHOro mnukina Jleonmma
HecstaukoBa «Pycckue ce30HBbI», TpaHchopMupoBaHHOro B Oamer. B ocHOBe IHKiIa
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KajeHAapHeI ¢onpkinop pycckoro Ilooszepps. OpuruHagbHOE MBIIUIEHHE W MAacTEPCTBO
aBTOpa, oToOpaBmIero 12 HapoaHbIX meceH IIckoBckoi obnacty, npeodpa3oBano MOAIHHHEIHA
(ONBKIOPHBIA MaTepual B KOMIIO3WIMIO TOMIDKaHpoBOW mpuponsl. He Bce 12 wacreit
MIOIOTCS — MHOTHE MHTOHHPYIOTCSI COJHMPYIOLIEH CKPHIIKOH B COIIPOBOXIICHUH KaMEpPHOT'O
opkecTpa. B «Pycckux ce3oHax» COUETAIOTCS >KaHPOBBIC TPH3HAKM BOKAIBHOTO IHUKIIA,
KoHIlepTa M cionThl. DakTypa IHKIa BpeMEHAMH HAallOMHHAET NPHEMBI KIACCHYECKOrO
KBapTETHOTO IIMCbMa, a COJMPYIOUIas CKPHIKa II000Ha COJNHCTY HApOIHOIO XOpa.
JKaHpoBbIif CHHTE3 IONONHSETCS CTHIEBOH HI'POH C OTrOJIOCKaMH TOIH(OHHH OapoKKo,
aMepHKaHCKOI0 MUHMMaJIM3Ma 1 JDka3a. HakoHern, camn co0oi HanpamrBaroTCcsl aCCOLUAIAN
¢ «BpemeHaMu rosa» BEIMKUX IpenmecTBeHHUKOB JlecstHrkoBa (BuBanban, YalikoBCKkuH,
[Tesmomuia). BokanpHblit 1ukn «Pycckuwe ce30HBI» TSI CONMPaHO, CKPHIKH M KaMepHOTo
opkectpa cozgad JI. JlecarHukoBbiM B 2000 rony. Kommosutop, mmeBHIMi paHee OIBIT
paboTHI ¢ HAPOJHBEIMU TEKCTaMH B CBOel paHHeH kaHTare «[IMHexckoe cKa3aHWe O AU U
cmeptu [lymkuna Uit aHCaMOJIsS CONMCTOB M KaMEPHOTO OPKECTpa, B BOKAJIHHOM IIHKIIE
WHa4Ye ocMBICIHBaeT (onbkiop. OneHnBas HapOIHO-TIECEHHBIH «IIPEKPaCHO-KOPSBBINY (110
cioBaM JlecsTHHKOBa) MY3BIKaJbHBIH Marepuaid Kak BEJIHKOE JIOCTIKEHHE pYCCKOU
KyJAbTYpbl, JIeCATHHUKOB LUTHPYeT (ONBKIOp KaK THIWYHBIA TPENCTAaBUTENb OSIOXH
MOCTMO/IEpHa, HECKOJIBKO OTCTPaHEHHO, MPOHWUYHO, BCIYIIMBAsCh B HEr0 C OTPOMHOM
HUCTOPUYECKOM aucraHuuK. Takoe OTHOIIEHWE K CTapHHE OKa3aJloch OJHM3KO AJIeKCero
PaTmanckom, kotopbrii gan nukiny Jleonuna JlecsiTHUKOBa BTOPYIO JKH3HB B JKaHpe OaieTa.
Tsrorenne Oanermeiicrepa K HeOaleTHOH My3bIKe, BBIOMpaeMOd WM IUISl TTOCTaHOBOK,
obmensBecTHO. B mHTepnperanmy PaTMaHCKOro HalMOHAJIbHAS IPUPOAA MY3bIKH «Pycckux
CE30HOB» IPEBPATHIACh B TCUXONOTHMYECKH TOHKOE MCCIEJOBAHUE PYCCKOrO XapakTepa,
NepelaHHOe KJIACCHYECKMMH CPEJICTBAMH Xopeorpaguu B COSIMHEHHHM C 3JI€MEHTaMu
HapoxHoro TaHna. ITockonbky OGamer Obut co3man it «New York City Ballety u Tam
BrepBele mnocraBieH B 2006 romy ¢ KOCTIOMaMH B TPAJMLIMOHHBIX TOJOBHBIX yOOpax H
pycckux capadanax, TO NHOMHMO Ha3BaHHBIX CTHJICBBIX OPHEHTHPOB KOMIIO3UTOpA Cpasy
BCIIOMHHAIOTCs aHTpenpusbl C. Jlarunesa.

LEONID DESYATNIKOV’S RUSSIAN SEASONS: FROM FOLK SONG TO BALLET

The report is devoted to genre metamorphoses of Leonid Desyatnikov’s vocal cycle
Russian Seasons, transformed into ballet. The cycle is based on the calendar folklore of the
Russian Lake district. The original thinking and skill of the author, who selected 12 folk
songs of the Pskov region, transformed authentic folklore material into a composition of
multi-genre nature. Not all 12 movements are sung — many are intoned by a solo violin
accompanied by a chamber orchestra. The Russian Seasons combines genre features of a
vocal cycle, a concert and a suite. The texture of the cycle at times resembles the techniques
of classical quartet writing, and the solo violin is similar to the soloist of a folk choir. Genre
synthesis is complemented by a stylistic game with echoes of Baroque polyphony, American
minimalism and jazz. Associations with the Seasons of the great predecessors (Vivaldi,
Tchaikovsky, Piazzolla) suggest themselves. The vocal cycle Russian Seasons for soprano,
violin and chamber orchestra was created by L. Desyatnikov in 2000. The composer, who
previously had experience working with folk texts in his early cantata The Pinezhsky Tale of
the Duel and the Death of Pushkin for an ensemble of soloists and a chamber orchestra,
interprets folklore differently in the vocal cycle. Assessing the folk song ‘beautifully clumsy’
(according to Desyatnikov) musical material as a great achievement of Russian culture,
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Desyatnikov quotes folklore as a typical representative of the postmodern era, somewhat
detached, ironically, listening to it from a huge historical distance. This attitude to antiquity
turned out to be close to Alexei Ratmansky, who gave Leonid Desyatnikov’s cycle a second
life in the genre of ballet. The ballet master's attraction to the non-ballet music he chooses for
productions is well known. The national basis of music in Ratmansky’s production turned
into a psychologically subtle study of the Russian character, conveyed by classical means of
choreography in combination with elements of folk dance. Since the ballet was created for the
New York City Ballet and was first staged there in 2006 with costumes in traditional
headdresses and Russian sundresses, in addition to the named stylistic guidelines of the
composer, Sergei Diaghilev’s entreprises are immediately recalled.

CMWUPHOBA  Beponuka WropeBHa, acnupaum,  cexmop
ucmounuxoBedenus, — Poccuiickuii — uncmumym — ucmopuu
ucxyccm8, Canxkm-Ilemepbype, Poccus

Hayunpim  pykoBommTenb — KaHOWHAAT VICKYCCTBOBETEHMIS
®enopuenko Onbra AHaTO/ILeBHA

Veronika SMIRNOVA, Postgraduate student, Source Studies
Department, Russian Institute for Art History, Saint
Petersburg, Russia

Scientific adviser — Olga Fedorchenko, PhD

BAJIET «APJIEKMHAJIA» (1933) B TOCTAHOBKE DEJIOPA JIOIYXOBA
HA JIEHUHIPAJICKOH CIIEHE

Xanp Oanera-koMeIMM — YHMKaJIbHBIH JKaHp B MCTOPHM MY3BIKQJIBHOTO TEaTpa,
KOTOpBIN akTyalieH U B HawM JHU. baner 1933 ropa «Apnekunaznay» @. JlomyxoBa OTHOCUTCS
K JydmuM oOpasiaM atoro jkaHpa. B 30-e romel XX Beka, ¢ pa3BUTHEM perepTyapHOi
nonmutukn ~ MAJIEI'OTa  (MuxaiioBckoro — Tearpa),  BO3HHKIA  HEOOXOIMMOCThH
CaMOCTOSITENIbHOM PaboThI GaieTHOro aHcamOIIs, K pyKOBOJCTBY KOTOPBIM ObLIT IIPUBIICYCH B
1931 rony Ganermeiicrep ®enop BacuiseBuu Jlomyxos (1886—1973). IlepBbiM criekTakiiem,
KOTOPBII JoKa3asl paboToCIOCOOHOCT U CAMOCTOSTEIIBHOCTD HOBOI'O 0aJIeTHOr0 KOJIJIEKTHBA
crana «AprekuHaza», AaTy IpeMbepbl Oanera 6 uioHs 1933 roma mNpUHATO CUUTATh
opULMANbHBIM JTHEM pOXJeHHs OaneTHOi Tpymnbl. [l COXpaHEHUsS KJIACCHYECKOTo
XYJOXKECTBEHHOr0 0aJeTHOro HacieAus BaXHO TINyOOKOE M3y4eHHME CTHIMCTHYECKHX
O0COOCHHOCTEH CIEKTaKJIs, BKJIIOYAIOLIEe aHauu3 xopeorpaduu, My3bIKM M TeaTpajbHO-
JICKOPALMOHHOr0 HCKyccTBa. MKoHorpaduueckue marepuansl mo crekrakiio 1933 romga
(3CKM3BI KOCTIOMOB, auilia IpeMbepbl, MaKeT JEKOpalu, poTorpaguu apTHCTOB U CIEH U3
CIEKTaKIsl), XpaHslldecss B apxuBe MuxailloBckoro Tearpa, ObUIM  BIEpPBBIC
CHCTEMaTH3UPOBAHbI U MPOAHAIN3UPOBAHBI JOKJIATYUKOM B KOHTEKCTE HCCIIeIOBaHus Oanera
«Apnexunanay (1933). TlpoBeneHHast ommcarenbHas peKOHCTpyKimu Oanmera JlomyxoBa
«ApnekuHaia» TONTBEPKIACT INPUCYTCTBUE B BTOM OajieTe NPEIOMIICHHS CIOKETOB U
00pa3oB-Macok (GpaHITy3CKOW BETBH KOMEIUH JIeJIb apTe Yepe3 UX TpaHC(hOpMAaLHIO.

BALLET HARLEQUINADE (1933) STAGED BY FYODOR LOPUKHOV IN LENINGRAD

The genre of ballet-comedy is a unique genre in the history of musical theater, which
is still relevant today. The ballet Harlequinade (1933) by F. Lopukhov is one of the best
examples of this genre. In the 30s of the 20" century, with the development of the
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MALEGOT (Mikhailovsky theatre) repertoire, the need arose for the independent work of the
ballet ensemble, to the leadership of which in 1931 the choreographer Fyodor Vasilyevich
Lopukhov (1886-1973) was involved. The first performance that proved the efficiency of the
new ballet company was Harlequinade, the date of the premiere of the ballet on June 6, 1933
is considered to be the official birthday of the ballet troupe. Following the ultimate goal of
preserving the classical artistic ballet heritage, it seems important to deeply study the stylistic
features of the performance, including an analysis of choreography, music and theatrical and
decorative art. The iconographic materials on the performance of 1933 (costume sketches, a
poster of the premiere, a mock-up of the scenery, photographs of artists and scenes from the
performance), stored in the archives of the Mikhailovsky Theater, were systematized and
analyzed by the speaker for the first time in the context of the study of the ballet
Harlequinade (1933). The descriptive reconstruction of Lopukhov’s ballet Harlequinade
confirms the presence in this ballet refraction of plots and images-masks of the French branch
of the commedia dell’arte through their transformation.

COJIOOOBHUMKOBA AnnHa I'eHHambeBHa, HayuHbli COMpPYOHUK,
cekmop  uckyccmba  cmpan  Lenmpasvnoin  EBponol,
Tocydapembennwviti  uncmumym  uckyccmBosuanus, Mock6a,
Poccus

Anna SOLODOVNIKOVA, Researcher, Central European Art
Department, State Institute for Art Studies, Moscow, Russia

BAJIET-BAMOIMK O TTIOCJIEJIHUX TOHAX XU3HU BEJIbI BAPTOKA:
SKCHEPUMEHT TAMAIIIA FOPOHMYA

B 2021 roay cneuuansHo mis MexayHaponHoro ¢ecruBais «bapTokoBckast BecHay,
OCHOBaHHOrO B 4ecTb 140-1etus co nus poxaeHus benbr baproka, BeHrepckuii xopeorpad
Tamamr FOponnu nocraBun O6uorpaduueckuii 6aneT o NOCIeIHUX ToAax *HU3HK bapToka Ha
My3bIKy ero 3HameHuToro Konuepra ais opkecrpa. Hanucanneiii B 1943 roay, 3a 2 roga 1o
cMepTH Kommosutopa, KoHnepr Bmuran BclO 00ib M ropedb, CBA3aHHbIE C OOJIE3HBIO,
BBIHY)KICHHOW SMHrpanueii, OecrokoicTBoM 0 cyabbe poxunbsl u EBpombl, pasaupaemMoit
BOMHOM, HO TaKkKe U HaJSKIy Ha ucuenenue u mup. HTepecHo, uto nocie cMeptu baproka
cpenu ero pykomuceil Obuta oOHapyxeHa (oprenuaHHas peaykuus naptutrypbl Konuepra,
MpeAHa3HauYeHHas AJsi OaleTHOW BEpCHM, KOTOpas TaKk W He Obuia peann3oBaHa. ABTOP
KOHIICTIIIMK CIeKTaKisi U xopeorpad mnocranoBku — Tamamn HOpoHud, XyqoKecTBEHHBIN
pykoBogutens Tpymmbel  CoBpemennoro Oanera Cerena. BIOXHOBICHHBIH — My3bIKO#T
KoHiiepra, OH IpeacTaBuil CIIEKTaKIb, H300paxaromuii «0opr0y bapTroka ¢ 6one3Hbi0 U ero
BHYTPEHHHMH JEMOHaMMU». TaHLEBaIbHBIA CHEKTAK/Ib IPEACTABISET KOMIIO3UTOPA Kak
CLEHUUYECKOr0 NEePCOHa)ka, KOTOpbl BMecTe ¢ skeHoW Jlutoi Ilactopum nenut cueHy c
reposMH U3 CBOUX TEATPAIbHBIX COYMHEHHH, a TaKKe C HEKOTOPBIMH aJlIerOpPUYECKHUMH
nepcoHaxamu. Kak roBoput xopeorpad, OH He OT/ENsUT )KU3Hb KOMIIO3UTOPA OT €ro paboTHl,
a MPEJCTaBUI M €ro CaMoro, M ero TeaTpajbHble COYMHEHHS, U €ro NyIIeBHOE cocTosiHue. B
UTOre Ha CIIeHE MOSBWIMCH BHICHHs baproka, BbI3BaHHBIC OOJIC3HBIO, M (paHTa3uM camoro
xopeorpada, BbIpaKEHHbIC B BHAE PAa3IMYHBIX alJIErOPUUECKHX (DHUTIYP, BU3YAITHU3HPYIOIIHUX
KOHLICTILIMH, TOPOXICHHBIC MY3BIKOW, TaKWe KaK POJMHA, TOCKA MO JOMY, YXKachl BOHHBI,
Kpacota TBopuecTBa. Xopeorpad OCOOEHHO yIenwsi BHUMaHHE OOIIEM3BECTHOMY (hakTy
Oouorpaduu KOMIO3UTOpa — €ro OTPOMHOMY, IMOYTH MPOQPECCHOHATHPHOMY HHTEpECYy K
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HAaCCKOMBIM, U OH O6I)IFpaH B OaJieTe MOYTH YTO B Kaq)KHaHCKOﬁ MAaHEPEC: )KYKU IMOCITYKUIN
OCHOBOM J1J151 BOTUIOIIICHHMSI HCKOTOPBIX aJUIETOPUICCKUX CI)I/Ipr Hoquy JUIA OCYIIECTBJICHUS
CBOCTO 3aMBbIClia IOpOHI/I‘I BI)I6paJ'I UMCEHHO 3TO COYMHCHHUE, U HACKOJIBKO €TI0 (I)aHTaBI/II/I
COOTBETCTBYIOT JIOTUKE KOMIIO3UTOPCKOI'O MBIUICHUS BapTOKa?

BALLET-BIOPIC ABOUT THE LAST YEARS OF BELA BARTOK’S LIFE:
TAMAS JURONICS’S EXPERIMENT

In 2021, special for the International Festival Bartk Spring, launched on the 140%
anniversary of the birth of Béla Bartok, Hungarian choreographer Tamas Juronics staged a
biographical ballet about Bartok to the music of his famous Concerto for Orchestra. Written
in 1943, 2 years before the composer's death, the Concerto absorbed all the pain and
bitterness associated with illness, forced emigration, concern about the fate of the motherland
and Europe torn by war, but also the hope of healing and peace. Interestingly, after Bartok's
death, a piano reduction of the Concerto score was discovered among his manuscripts,
intended for a ballet version, which was never realized. The author of the concept of the
performance and the choreographer is Tamas Juronics, artistic director of the Szeged
Contemporary Dance Company. Inspired by the music of the Concerto, he presented a
performance depicting ‘Bartok’s struggle with illness and his inner demons.” The dance
performance presents the composer as a stage character who, together with his wife Ditta
Pasztory, shares the stage with the characters from his works for music theatre, as well as
with some allegorical characters. As the choreographer says, he did not separate the
composer’s life from his work, but presented him, his works, and his mental state. As a result,
Bartok’s visions caused by illness and the choreographer’s own fantasies appeared on the
stage, expressed in the form of various allegorical figures visualizing concepts generated in
this music, such as homeland, homesickness, the horrors of the war, the beauty of creative
work. The choreographer paid special attention in the well-known fact of the composer's
biography — Bartok had a keen interest in insects, and this fact is played out in the ballet
almost in a Kafkaesque manner: beetles served as the basis for the embodiment of some
allegorical figures. Why did Juronics choose this exactly work to carry out his plan, and what
extent do his fantasies correspond to the logic of Bartok’s compositional thinking?

COJIOXVMHA Orsbra FOpweBHa, acnupanm, kagedpa ghusrocogpuu,
ucmopuu U meopuu uckyccmba, Axademusa Pyccxoeo
basema umenu A.fl. Baeanoboti, Carkm-Ilemepbype, Poccus

Hayunblit  pykoBomuTesle  —  JIOKTOp  KYJIBTYPOJIOTVIVI
Huxndoposa Jlapuca BukroposHa

Olga SOLOKHINA, Postgraduate Student, Philosophy, History
and Theory Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

Scientific adviser — Larisa Nikiforova, Dr. Habil. (Doctor of
Culturology)
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BAJIET «CIIsIIASI IPUHIECCA» 1921 FOJIA: AHIJIMHACKUE KOPHU JIMBPETTO |

Jloknmaz MOCBSIIEH aHAIHM3y TeKcTa JHOperro Oamera «Crsimas mpuHIecca» 1921
rofia, mpeMbepa KOTOPOTro COCTOSIIACHh YyTh OoJiee cTa JIeT ToMy Hasag, 2 Hosops 1921 rona,
B Jlonnonckom teatpe AmprambOpa. «Pycckmit 6amer» C.II. JlaruneBa mpeacTaBmiI Ha Cy[
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aHIIMICKON IyOJNMKe TPaHAWO3HEBIN Oaner-(eepwio, CO3MAHHBIM B ymremmied B HeObITHE
Poccuiickoit mmmepnu. K BeIxomy cmekraxis Oblia BhINyIIeHa ocobast CyBEHHpHas
IporpamMmMa, B KOTOPOH, IIOMHUMO IpodYero, ObII0 HamewaTaHo Jubperro k Ganery. [Ipunsaro
cunrath, 4To «CIsmas mpuHIEcca» sBisieTca nepeHocoM «Crsmeil kpacaBunsDy [1.1.
YaiikoBckoro, U.A. BceeBonokckoro u M.U. Iletuna 1890 roma. OgHako B OTJIMYKE OT
MY3BIKQJIEHOTO W XOpeorpa(uIecKoro TeKCTa CIIEKTaKIIsl, HA ayTeHTHYHOCTH KOTOPBIX OBLIO
COCPENIOTOYCHO BHHMAHHE IOCTAaHOBIIMKOB, OPUIMHAJIBHBINA TekcT Jmbperro 1890 roma
ocrajicsi HeBocTpeboBaHHBIM. Tak, yoperTo 1890-ro u 1921-r0 roJ0B UMEIOT MEXKIYy COOOH
PSII 3HAUUTENBHBIX OTIMYMI: OT MaHephl IOCTPOSHUS TEKCTa 10 Pa3HHUIBl B HMEHaX H
cTaTycax IepcoHaXKeH, B KommdecTse 1 oOpase deii n ux napax, B 3axsaTun ¢eu Kapabocc,
obpaze ¢en CupeHH, B NPONODKHTENBHOCTH CHa ABpPOpHI, B OTHOIICHHSIX MeXmy deeit
Cupenn 1 ipuHIEM | T.4. [1oqpoOHBIi cpaBHUTEIBHBIN aHAIN3 TEKCTOB JIMOPETTO TO3BOJISET
MIPUITH K BBIBOAY O TOM, 4TO JMOperto 1921 roma ciexyer cYuTaTh CaMOCTOSTEIBEHBIM
TEKCTOM, JIUTepaTypHbIe UCTOYHHKH KOTOPOI'0 YKOPEHEHHI He TOJIBKO BO (hpaHIry3ckoi (LI
[eppo, M.-K. n’Onya), nHemenkoii (O6patbst ['pumm) 1 pycckoit Tpaguimsix. OueBHIHO, YTO B
Ka4yecTBe MCTOUHHKA Jurst InOperto 1921 roxa Beicrynan cam 6aner [1.U. Yaiikosckoro, M. A.
BceeBonoxckoro u M. Tlernna 1890 roxna, BKIIIOYast TEKCTHI TUOPETTO K STOMY CIEKTaKITIO.
Onnako, mpexxzae Bcero, nuoperro 1921 roma oTpaxaeT aHIVIMHCKHE TeaTpalIbHYIO H
JUTEPaTypHYI0 TpaaWLUM 3HAMEHHWTOM CcKaskh, Hacienys TsopdyectBy C.-JIx. JL
Cked¢unrrona, [x. P. Ilnanme, n A. Kewwiep-Koyua, ornenbHble HpeyIoXKeHHS U3
«Crisitelt KpacaBUIBD) KOTOPOro NepeKkoueBaIn B TekeT muodperto 1921 roxa.

THE SLEEPING PRINCESS BALLET OF 1921: THE ENGLISH ROOTS OF THE LIBRETTO

The report is devoted to the analysis of the libretto for The Sleeping Princess ballet,
1921, which premiered a little over hundred years ago, on November 2, 1921, at the
Alhambra Theatre, London. The ‘Russian Ballet” headed by Sergei Diaghilev presented to the
English public a magnificent ballet created in the bygone Russian Empire. Being timed to the
performance there was released a special souvenir program with the libretto published in
there alongside with other materials. It is generally believed that “The Sleeping Princess” was
a revival of The Sleeping Beauty ballet by Pyotr Tchaikovsky, Ivan Vsevolozhsky and Marius
Petipa in 1890. However, unlike the musical and choreographic texts of the performance, the
authenticity of which the attention of the directors was focused on, the original text of the
libretto of 1890 had been left unattended. Thus, the librettos of 1890 and 1921 significantly
differ from each another: from the manner of narrative constructing to the difference in the
names and statuses of the characters, in the number and image of fairies and their gifts, in the
spell of Carabosse, the image of the Lilac Fairy, in the duration of Aurora's sleep, in the
relationship between the Lilac Fairy and the Prince etc. A detailed comparative analysis of
the librettos justifies the conclusion that the libretto of 1921 should be recognized as a self-
sufficient text, the literary sources of which are rooted not only in the French (Ch. Perrault,
M.-C. d’Aulnoy), German (brothers Grimm) and Russian traditions. Apparently, a source for
the libretto of 1921 was the ballet by Tchaikovsky, Vsevolozhsky and Petipa of 1890,
including the texts of the libretto for this performance. However, for the most part, the libretto
of 1921 reflects the English theatrical and literary traditions of the famous fairy tale,
inheriting the work of S.-G. L. Skeffington, J. R. Planché and A. Quiller-Couch, a few
sentences from whose Sleeping Beauty migrated to the libretto of 1921.
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HcTorPus CO3MAHNSA BATTETA «OA» B AHTPEITPU3E «PYCCKUI BAJIET» JIATMIEBA

Jloknan TMOCBSIIEH MCTOPUM CO3JaHUs Xopeorpaduueckoro crekrakis «Opa»
Hukonast HaGokoBa B nmocranoBke JleoHnna MscHHa BO BCEeMUPHO W3BECTHOH aHTpPENpH3e
«Pycckuii Oamer [laruneBa». Mcropus co3zmaHus 3Toro Oamera OT caModl HIeH JI0
3aKOHYEHHOH ()OPMBI, TIPE/ICTaBIIsIET OPOMHBIH MHTEPEC B CBSI3H C TEM, YTO 3TO ObliIa IepBast
TMONBITKA CLIEHUYECKOTO BOIUIOIICHUS TAaKOrO HEOOBIYHOro [Uist OalleTHOro Tearpa
JIUTEPAaTYPHOrO NPOM3BENCHUs, Kak HaydHo-(miiocodckas oma. ABTOp JaHHOM CTaTbU
MopoOHO KacaeTcss JM4HBIX oOcrostensctB Cepres [lanoBuua J[lsruieBa, KOTOpble
MOBIMSUIM HE TOJBKO Ha TIpolecc CO3JaHMsA, HO M Ha Cyas0y xopeorpaduueckoro
nmpousBeseHus; onuceiBaeT Ony «BedepHee paccyxienne o boxxbem Bennuun npu ciydae
Bemukoro Ceseproro Cusuusi» M.B. JloMOHOCOBa, Kak MCTOYHHK OalieTHOro JIMOPETTO;
paccKa3bIBAET O XyA0KECTBEHHOM JEATEILHOCTU IO OATOTOBKE MpeMbepsl koMmmnosuropa H.
Hab6okoBa u 6anermeticrepa JI. Msicuna, a Takxe o crernenn ydactust camoro C. I1. J{srunesa
BO BCEM IOCTAHOBOYHOM IIPOLIECCE M €r0 OTHOIICHUM K Oyaymied npembepe. Ilogsoast uror
pPaccMOTPEHHIO UCTOpHH co3lanus Oanera «Opja», aBTOp aHAIM3HMPYET BICUYATICHUS H
OT3bIBbl COBDEMEHHUKOB M OYEBUJIIIEB IIPEMBEPHOIO MOKA3a.

THE CREATION HISTORY OF THE BALLET ODE IN DIAGHILEV’S ‘BALLETS RUSSES’

The report is devoted to the history of the creation of the choreographic performance
Ode to the music of Nikolai Nabokov staged by Leonid Myasin. The history of the creation of
this ballet, from the very idea to the finished form, is of great interest, because it was the first
attempt at the stage embodiment of such an unusual literary work for the ballet theater as a
scientific and philosophical ode. The author of this article deals in detail with the personal
circumstances of Sergei Pavlovich Diaghilev, which influenced not only the staging process,
but also the fate of the choreographic work; describes the Ode ‘Evening Discourse on God’s
Greatness in the Case of the Great Northern Lights’ by M.V. Lomonosov, as a source of the
ballet libretto; talks about the artistic activities in preparation for the premiere of the
composer N. Nabokov and choreographer Myasin, as well as the degree of participation of
Sergey Diaghilev himself in the entire production process and his attitude to the future
premiere. Summing up the review of the history of the creation of the ballet Ode, the author
analyzes the impressions and reviews of contemporaries and eyewitnesses of the premiere
show.
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ZORBAS DANCE MUKHCA TEOIOPAKMCA: BEYHBIN T'PEUECKUI TAHELL. .. |

Bnaromapss reorpadudeckoMy TONOXKEHHIO [pemmn, a TakkKe COLHAIBHO-
TIOJIUTHYECKOMY KYpCy CTPaHbI, Ha TPEUECKUIl TaHel] — IOIMYJISIPHBIN JKaHpP, TECHO CBSI3aHHBIA
C MY3BIKOH W TIeCHEeW, — BO3IEHCTBOBAIM KaK BOCTOYHBIC, TaK M 3amlajHble Tpaguimiu. B
MIPOLIIOM TaHeIl MMeJ KOHKPETHYIO (YHKIWIO B OONIECTBEHHOW XM3HH T'PEKOB, ITOCKOJIBKY
0OBIYHO OBLT CBSI3aH C KaKUM-JIMOO BaXHBIM COOBITHEM (CBambOOH, CpakeHHEM, CMEpPTHIO U
T.1.). MBI He MoxeM 3a0bITh armatoles u klephtes Bo BpeMst Tpedeckoil peBONIOINN, KOTOPBIE
YMEpJIM BO BpeMsI TISHMSI, WITH Te€POMIECKUX JKEHIIMH, KOTOPHIE TAaHIIEBAIIH, TI0KA HE OPOCHITICH
B yIIeNbe, 9T00BI M30eXkaTh IUICHEHHS TYpKaMH. MBI Takxke He MOKeM 3a0bITh IOBCTAHIIEB BO
BpeMsi ConpoTUBIICHUS U I'pa’kIaHCKOW BOWHBI B I'pelyn, KOTOpbIe TaHLEBAIM JI0 MOCIEIHETO
MOMEHTa TIiepe]] Ka3HbI0. XapaKTepHa TaKKe MBICIb TI'pedeckoro KoMmosuropa Mukuca
Teonopakuca (1925-2021). Korma emy 66110 32 80 sier, oH 3asBWI: «S1 KTy BO3MOXKHOCTH
CTaHIEBaTh 3eHO0EKUKOH ¢ XapOHOM», €Ille pa3 BbIPA3WB YHHKAJIbHYIO XpaOpOoCTb I'pEKOB
BOOOIE U CBOKO COOCTBEHHYIO B 4acTHOCTH. VIMEHHO Takyro MH(pHUecKyro (HUrypy Tpeka,
CMEJIOr0 U TePOMYECKOro, BOILIOIAeT akrep AHTOHM KyHH, Korja ¢ OrpOMHOH IOpIOCTBIO
TaHIlyeT CUpTaKu Ha menoaun Teonopakuca B GpuibMe pexuccepa Maiixn KakosHauca «I pex
3op6a», casitom Ha Kpute B 1964 1. n ynocroenHoMm Tpex npemuii «Ockapy. [loutn aBaguars
IISTh JIET cIycTsl TeoqopaKuc 4yBCTBYeT HEOOXOMMMOCTb BOILIOTUTH ATOT TaHELl, KOTOPBIH TeM
BPEMCHEM CTaJl OTOXIECTBIATHCS C ero UMeHeM, B Gastere. OH mummer Ganer Zorba il Greco
(1988) must meriio-corpano, Oy3ykH, KilapHeTa, Xopa ¥ cuMpoHUdecKoro opkecrpa. baner Obut
nocraeieH Bnagumupom BacunbeBbiM n Oanerom «ApenHa nu Bepona» ¢ omopoit Ha
xopeorpaduto Jleonnna Msicuna. U ¢puibm, 1 6aneT ocHOBaHbBI Ha poMaHe «Asnekcuc 3opbacy,
KOTOphIi Trpedeckuii nucarens Huxoc Kazanazakuc Hawan mucats B 1941 roay. Llens sroit
CTaTbu — BBISIBUTH JUAJICKTHYECKYIO CBS3b MY MY3bIKOW 1 Xopeorpadueii B Tanue 30pObl.
3areM OyayT OCBEILECHbI MOTHUBBI, 110 KOTOpbIM Teonopakuc XoTeln MpeBpaTHTh CBOK CaMyFO
M3BECTHYIO My3bIKy — TaHer| 3opbaca — B Oaner. HakoHen, OyayT mpeacTaBieHbl COUANIbHO-
MOJIMTHYECKUI KOHTEKCT 3THX JBYX MMpor3BeIeHui — (ubMa «I pek 3op6ay u banera Zorba il
Greco — Kak BeYHOro BBIPA)KEHHUS IPEYECKOro Havaa.

Z0ORBAS DANCE BY MIKIS THEODORAKIS: A DIACHRONIC DANCE OF GREEKNESS. ..

By the geographical location of Greece as well as by the socio-political course of the
country in time, Greek dance — a genre of popular expression intimately linked to music and
song — received both Eastern and Western influence. In the past, dance had a concrete
function in the social life of the Greeks since it was associated with any important event in
their lives (weddings, combats, death etc.). We cannot forget the armatoles and the klephtes
during the Greek Revolution who died singing nor the heroic women of Souli who were
dancing until they threw themselves into the ravine in order to avoid their arrest by the Turks.
Nor can we forget the rebels during the Resistance and the Greek Civil War who danced until
the last moment before their execution. Characteristic is also the phrase of the Greek
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composer, politician and academician Mikis Theodorakis (1925-2021), who when he was
over 80 years old, declared: ‘I am waiting to dance the zeibekikon with the Charon,” once
again expressing the unique bravery of the Greeks and of himself in particular. It is exactly
this mythical figure of the Greek, brave and heroic, who is embodied by Antony Queen when
he dances the syrtaki with abundant pride to the melodies by Theodorakis, in the film Zorba
the Greek, shot in Crete in 1964 by the director Michael Cacoyannis and honored with three
Oscars. Almost twenty-five years later, Theodorakis feels the need to exorcise this dance
which, in the meantime, has become identified with his name, by composing the ballet Zorba
il Greco (1988) — in 21 scenes — for mezzo-soprano, bouzouki, clarinet, choir and
symphony orchestra; the work is created by Vladimir Vasiliev and the Arena di Verona ballet
on the choreography of Lorca Massine. Both the film and the ballet are based on the novel
Alexis Zorbas which the eminent Greek author Nikos Kazantzakis started writing in 1941.
The aim of this paper, is to reveal the dialectical relation between music and dance in the case
of the Dance of Zorbas. Then, the motives for which Theodorakis wanted to transform his
most famous music — the Dance of Zorbas — into a ballet will be highlighted. Finally, the
socio-political dimensions of these two works — the film Zorba the Greek and the ballet
Zorba il Greco — as a diachronic expression of Greekness will be presented.

CTOTHUW Vipura CamovioBHa, dokmop uckyccmboBederus,
npogpeccop, xagpedpa AHAAUTNUHECKOO MY3bIKOSHANUS,
Poccuiickas axademus umenu I'necunvix, MockBa, Poccus
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Academy of Music, Moscow, Russia

BAJET «JIETEHIA Ob MOCU®DEY P. ILITPAYCA M POMAH T. MAHHA «MMOCHU® U ET'O BPATBSI»:
TOUKU IMEPECEYEHMS Y UHIVBU/TY AJIbHBIE PELLIEHUS

Kaxkmast smoxa HaxoAMT CBOE MPOYTEHHE OMONEHCKHMX CIOKETOB, DPAaCKpbIBast
COOCTBEHHYIO KapTUHY MHpa U NPUCYILHE €i CMBICIIBI B HOBOM KOHTeKcre. [Ipumep Tomy —
ucropust Mocuda, uHTepec K KOTOPOil ObLI HEM3MEHHO BBICOK BO BCE BPEMEHA, a B HEPBOit
nonoBuHe XX Beka, K KoTopoi npunauiexar oaner «Jlerenna 06 Mocude» Puxapna Hlrpayca
(mu6perro T'. T'opmancrans u X. Keccnepa, 1914 r) u 3Hamenutsiii poman Tomaca Manna
«ocud u ero Oparbs» (1926—1943), nposiBuiics ¢ HOBOM CWIOH. B KakmoM U3 3THX
COUMHEHMH MNEPEeIUIeNuCh PasiNyHble TCHACHLIMU BPEMEHH MX co3faHus. CpaBHEHHUIO ABYX
TPAaKTOBOK OHONEHCKOro CIOXKeTa MOCBSIICH HACTOSIIMK JOKIaA. boraTelii MHTEpTEKCT,
NPUCYLIMIA 000MM NPOM3BEACHUSM, BKIIOYAET B ce0sl MYJIBTHKYJIbTYPHbIE B3aUMOJCHCTBUS,
OIPENSILSIFOIIIECS CBS3SIME C PA3IMUHbIMEU CepaMH HCKYCCTBA, NCHXOJIOTUUA U (GHIOCOPUN.
MOXHO BBIIENUTH OOIIFE YepThl B TPAKTOBKE CIOKeTa W TepcoHaxkell. 1. B Oarnere, kak u B
poMaHe, olIyliaercs BIMsAHUE (GPEHIOBCKOM Teopun IcuxoaHanu3a. OO0 3TOM TOBOPHUT
MY3bIKaJIbHO-XOpeorpaduyeckasi, Kak U pOMaHHasi, MHTepIpeTalys apTHH TePOUHH, OIH3Kas
Canomee u3 omHommeHHou omepbl P. Illtpayca: maromorudueckasi BmooOnenHocTs B Mocuba
TOJIKaeT ee Ha Oe3paccyHble MOCTYNKH, PUBOAS K Oe3yMuto. [ naBHas repouHs npeJcTaBieHa
HACTOJIBKO Pa3HOIUIAHOBO, YTO MUMIIYJIbCHBHOCTh M IEPEMEHYMBOCTH €€ HACTPOEHMII BIIOIHE
JIOCTOMHBI (peiiioBckoro ncuxoananusa. 3. COBEpIICHHO OYEBH/IHA CBS3b INIABHOI FEpOMHHU C
KeHCKMMHU obOpazamu ['. KimmMra, cBOe# NMCHX03MOIMOHAIBHOW OTKPOBEHHOCTHIO BBI3BABIIHX
HEMaJIo CKaHJAI0B. VIMEHHO JKCHCKHIA TIEpCOHAXK (B pOMaHE OHA MOTy4aeT uMsi — MyT-3M-9HeT,
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uHora MyT) SIpKO aKIEHTHPYeTCs B KaXKIOM M3 9THX IPOM3BENICHUH, HECMOTPS Ha CIOKET 00
Hocnde. 2. MuCTHYECKH-PENTUTHO3HBII aCIeKT ITOBECTBOBAHMS B KXKIOM M3 IIPOM3BENICHUI
CBSI3aH HE TONBKO C OWONEHCKOM NOMOINIEKOH, HO M C KOHKPETHBIMU BIIMSHHSMH.
[TpnMenuTensHO K Oanery MOXKHO OTMETHTh BiHsSHHE 1Mod3un 'opmancrans Ha Illtpayca,
MPOSIBUBILIEECS. B €0 TATE€ K COOTBETCTBYIOMIMM oOpa3aM M CrokeraM (B OasieTe aKTHBHO
JelicTByeT AHrell, OTCYTCTBYIOIIMI B OHOJeHiCkoM IOBECTBOBaHHMHM). B pomane ecTh clieHa Ha
HeOecax, B KOTOPOH aHresbl pacCyXJalT O 3eMHbIX Jenax. HemanoBaxHyto poib B Oanere
urpaer u obpa3 cMepTH (TepoHHs KOHYAaeT JKM3Hb caMOyOMICTBOM — B OmOneickoil jerenne
9TOT MOTHB OTCYTCTBYET), UTO Taroke npuBHeceHO [ odmancramem. 4. HemanoBaxHyo poib
CBITPAJIO ¥ TIOMYJISIpHOE HaydHOe HampasieHue «Dmwriocopus >KH3HM». JTO TEUEHHE HaILIo
orpaxeHue B Tpynax A. beprcona, B. [uneres O. lllnenrnepa, B KOTOPBIX OCHOBHBIMU
MOTHBAaMH SIBIISFOTCS M3YdEHHUE KYJIBTYPHBIX U IICHXOJIOIMIECKUX CTOPOH YKU3HH JIMIHOCTH, He
MHHYS WHCTUHKTOB W TATONIOTHH; 0co0Oe BHHMAaHHE K SIPKMM HCTOPHYECKHM o0paszaM, B
YaCTHOCTH, OMOJNEHCKNM, KOTOpBlE OHH CTPEMMWIINCh NMPEBPATUTh B KU3HEHHO peasibHBIE. 5.
OO6pa3oBaBIIMiicS MHTEPTEKCT CIIOCOOCTBOBAI 3aO0CTPEHMIO IICHXOJIOTHYECKOro Hadajia B
Pa3BUTHH CIOXKETA U XapaKTEPHCTUKE TIepCoHa)kel. BaykHelIIyto posb B 3TOM MpoLiEcce HTPaeT
neiitmoTnBHOe TchMo llItpayca, mnwmratel (aBTOmMTAaThl) W AUTIO3MH.  [1OCTOSHHO
TpaHC)OPMHUPYIOLIHECS JISHTMOTHBBI PACKPHIBAIOT W3MEHEHNs, IpeTeplieBacMble reposiMu. B
pomaHe MaHHa TakXKe BEIHMKa POJIb JIEHTMOTMBOB (CHA, MATOJIOTHMYECKOH W Oe30TBETHOW
mooBH, Oesymust). Kpome Toro, mcuxonmornueckue MeraMopdo3bl, HCIBITHIBAEMBIE TePOSMH
poMaHa, npexze Bcero, camuM Mocudom, cpoaau cumpoHHYECKOMY pa3BHTHIO TeMaTn3Ma. B
Oanere npeoOpaxkenue Hocuga, CTaBIIEro ErMNTSHUHOM, COBEPLICHHO OUYEBHIHO, KakK M
npeobpakeHue sxeHbl Ilotudapa — OT BBICOKOMEPHOIO MOBEACHMS KPULBI AMyHA — K
CBEPX3MOLMOHAIBHBIM M UCCTYIUICHHBIM HPOSIBICHUSAM JIFOOBH, BIUIOTH IO caMOyOHiicTBa. 6.
Hakonerl, 1oMop pogHHUT Oajler ¢ poMaHOM. MaHH IOJYEPKHMBANI: «...HECMOTPsSI Ha BIIOJIHE
CEepbEe3HbI MOAXOJ K TeposM M HX CTPACTSAM, IOJOIUIEKOH BCEIO 3TOr0  KaXyIIErocs
NPaBAONONO0Hs SABIAETCA IOMOp <...> 3TO peyb KOCBEHHAs, CTWIM30BAHHAs W IIYTJIUBasd,
CIIOCOOCTBYIOIIAS MHUMOMH JIOCTOBEPHOCTH, OYEHb OJIM3Kask K MapOAUH HIIH, BO BCIKOM CIIydae,
upoHmsupyomias. <...> TOYHOCTh 1 KOHKPETHOCTH JICTANICH SIBIISCTCS 3/1eCh JIUIIb OOMaHUYUBON
WUTIO3UEH, UrpOH, CO3MaHHOM HCKYCCTBOM, BUIMUMOCTBIO; <...> IIOJOIUIEKOH BCEro 3TOro
Ka)XYILIErocs IpaBaononoOust sBiseTcs OMopy». KilloueBbIMM CI0BaMH MOXKHO Ha3BaTh
ncuxonoauzayuto u 1omop. Cnemyer OTMETHTb, YTO My3blKallbHO-Xopeorpaduyeckas Bepcus
BO3HHUKJIA 33/10JIT0 J10 poMaHa. MoykHO roBoputh 0 nepBeHcrse: Lltpayc coznan npoussenenue,
B KOTOPOM OIPENIeNMINCh XapaKTepHbIe YepThl MOJIEPHA, Takue Kak Tsra K mudy, Bocroky,
OubneiicKoit TeMaThKe, MPOAODKEHHAsI, YCHIICHHAs 1 TOBEICHHAsI 10 COBEpIIeHCTBA MaHHOM.

LA LEGENDE DE JOSEPH BY RICHARD STRAUSS AND THE NOVEL JOSEPH UND SEINE BRUDER BY
THOMAS MANN: INTERSECTION POINTS AND INDIVIDUAL SOLUTIONS

Each era finds its own interpretation of biblical stories. The ideas of modernity modify
the meaning of the biblical story and determine the essence of a particular artistic interpretation.
For example, the story of Joseph. Interest in it was high at all times, and in the twentieth century
with the writing of the ballet La Légende de Joseph by Richard Strauss to the libretto by G.
Hofmannsthal and H. Kessler (1914), and the famous novel by Thomas Mann Joseph und seine
Briider (1926—1943), manifested itself with renewed vigor. In each of these works, various
trends of the time of their creation intertwined. This report is devoted to a comparison of two
interpretations of the biblical story. The rich intertext is not limited by purely musical (as well as
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purely literary) frames. It includes conspicuous connections with various fields of art,
psychology and philosophy. We can distinguish common features in the interpretation of the
plot and characters: 1. In the ballet, as in the novel, one can feel the influence of Freud's theory
of psychoanalysis. This is evidenced by the interpretation of the role of the heroine, close to
Salome from the opera of the same name by Strauss: pathological love for Joseph pushes her to
reckless actions and leads to madness. In the novel we see a similar interpretation. 2. The
influence of Hoffmannsthal’s poetry on Strauss was reflected in the craving for mystical-
religious images and plots (an angel, which is absent in the biblical narrative, actively acts in the
ballet). However, there is a scene in heaven in the novel in which angels speak of earthly
matters. In this, the influence of Goethe’s Faust is palpable, in which there is a similar scene. An
important role is played by the image of death (in the ballet the heroine commits suicide —
introduced by Hoffmannsthal). In the biblical legend and in the novel, this motif is absent. 3.
The connection of the main character with the female images of G. Klimt is obvious, their
psycho-emotional frankness caused a lot of scandals. It is the female character (in the novel she
gets the name — Mut-em-enet, sometimes Mut) that is clearly accentuated in each of these
works, despite the story about Joseph. 4. A wide intertext contributed to the sharpening of the
psychological beginning in the development of the plot and characterization of the characters.
The most important role in this is played by the leitmotifs of the quotation (autoquotations) and
allusions. Constantly transforming, the leitmotifs reveal the changes undergone by the
characters. In T. Mann's novel, the role of leitmotifs (sleep, pathological and unrequited love,
the heroine's madness) is also great. In the ballet, we observe the transformation of Joseph and
the transformation of Mut — from the arrogant behavior of the priestess of Amun — to over-
emotional and frenzied manifestations of love, all this resembles a symphonic development. 5.
Finally, humor makes ballet related to the novel. T. Mann emphasized: ‘...despite the quite
serious approach to the characters and their passions, the underlying reason for all this seeming
credibility is humor <...> this is indirect, stylized and playful speech, contributing to imaginary
authenticity, very close to parody or, in any case, ironic.” Key words in relation to both works
can be called psychologization and humor. It should be noted that the musical-choreographic
version arose long before the novel. Strauss created a work in which the characteristic features
of modernity were determined, such as a craving for myth, the East, biblical themes, continued,
enhanced and brought to perfection by Mann.

CTOSIHOB Tabpwen, acnupaum, kagpedpa baremmericmepckoeo
obpaszobarus, Axademusa Pycckoeo 6asema umenu AL
Baeanoboii, Canxm-Ilemepbype, Poccus, Liopux, I1Beiiyapus
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®DOJIBKIIOP B BAJIETHOM TEATPE COBPEMEHHOI BOJII APUM:
PEXUCCEPCKO-XOPEOI'PA®MYECKHE BOIUIOLIEHMA

Haponnoe TBopuecTBO — HemaTepuaibHoe OorarcTBo bomrapun. B XX Beke
TaHIICBAIBHBIA  (OJBKIOP CTal CBOCOOPA3HBIM «OTKPBITHEM» CTOJETHS: TOSBUIIUCH
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BO3MO’KHOCTH CLICHUYECKON aJalTallid U €ro pa3BUTUA B Pa3HbIX pakypcaX. TaHIeBanbHas
npama «Hecrunapkay mpruoOperaer 3HaUeHHE HAIMOHAJIBHOIN KITACCHKH, BIMCHIBAIOIICHCS B
obmrre uepTsl jkaHpa. PazBurue GoNBKIOPHON TeMBI B 0aJI€THOM CIIEKTAKIIe OCYIIECTBIISETCS
[IOCPEACTBOM CHKETa, MY3bIKM U HENOCPEICTBEHHO €aMoro TaHua. lcnomns3oBaHue
(OIBKIIOPHBIX AJIEMEHTOB C YHUKAJIBHOW XOpeorpadnueckol JEKCHKOW CTaHOBHUTCSI OJHHM
13 HOBATOPCKHX PELICHHH MPY CO3MaHuN OAJIETHOTO CITEKTaKIISL

FOLKLORE IN THE MODERN BULGARIA’S BALLET THEATER:
DIRECTORIAL-CHOREOGRAPHIC INCARNATIONS

Folk art is the intangible wealth of Bulgaria. In the 20" century, dance folklore
became a kind of ‘discovery’ of the century: there were opportunities for a stage adaptation
and its development from different angles. The dance drama Nestinarka acquires the
significance of a national classic that fits into the general features of the genre. The
development of the folklore theme in a ballet performance is carried out through the plot,
music, and the dance itself. The use of folklore elements with unique choreographic
vocabulary becomes one of the innovative solutions when creating a ballet performance.

CYCHUJAKO Hpuna IlerpoBHa, 00Kmop uckyccmeogeoenus,
npogeccop, 3agedyiowas Kageopol aHaTUMmu4ecKo2o
mysvikosHanus, — Poccutickasn — akademusi  umenu
Tnecunwix, Mockea, Poccusi

Irina SUSIDKO, Dr. Habil. (Doctor of Art Studies), Professor,
Head of the Analytical Musicology Department,
Gnessins Russian Academy of Music, Moscow, Russia

«OTBE3]] DHEEB, WX OCTABJIEHHAS JINIOHA» ["ACTIAPO AH/DKOJIMHU:
BALLET D ’ACTION B Poccuu

lacmapo AHIDKOIMHM — OIMH H3 0aJeTMEWCTepOB, CTOSBIIMX Y HCTOKOB
«peiicrBenHoro Oaneray (ballet d’action) 8 XVIII Beke. ITomo6uno X.JK. Hoeeppy u @.
XunbgepIuHry, oOH paccMaTpuBal OajeT Kak LEJIOCTHYIO KOMIIO3ULHIO C APaMaTHYECKHM
CIO)KETOM H SICHOHM JpaMaTypruueckol JOrMKOW. AKIIEHT Ha MaHTOMHME KaK CBOeOoOpa3HOM
aHajore My3bIKalIbHOM JeKiamManuu CcONKamy Takoi Oaner ¢ peopMaTopcKuM
HanpaBJeHHEM B WTalbsHCKOW omepe BTopoid momoBuHbl XVIII Beka. Bamer kapbepbl
AnpronuHI-Xopeorpada mnpuiiencs Ha Bpems ero corpyaaudectsa ¢ K.B. T'mokom B Bere,
SIPKUIL Cllel OH OCTaBWJI M B MCTOPHUU pYycCcKoro OaneTa. J[okiaa MOCBSILEH CIEKTaKIIo, C
koropbiM Anmxonuau nebrorupoBan B Cankr-IlerepOypre, CMEHUB Ha MOCTY MPUABOPHOTO
banermeiicrepa Xunbhepaunra. Croxer Le départ d’Enée, ou Didon abandonnée
3auMcTBOBaH u3 Jmbperro «[loxunyroii [duponsl» Ilberpo Meracrasuo, IepBoi
KJIaccuueckoil omepsl Seria. Chekrakib ObUI IIOKa3aH BMECTE€ C OIeEpoll bambaaccape
Tlanynmu «Koponb-tiactyx» Ha aubpeTTo Toro ke Meracrasno 21 centsiopst 1766 roma, oba
COYMHEHMsI UMENIM TpU JABOpe OoJbIIod ycrex. He WMCKIoYeHo, 4To Ha BBIOOp CrOXKETa
nosnusia «[lokunyras Junona» [amynmu, nmokazanHas B IlerepOypre B TOM e roay BO
BpeMsl KapHaBaa. AHDKOJUHH, UMEBIINHA HEMaJIbIi KOMITO3UTOPCKHIA OIBIT, CaM COYHMHUII
MY3BIKY K OaJIeTy, B MAKCUMAJILHON CTETICHH Peali30BaB TEM CaMbIM CBOM MPECTABICHUS O
CHHTE3¢ MCKYCCTB. B mokimane paccMmarpuBaercs oTHoueHue (hadynsl Le départ d’Enée, ou
Didon abandonnée x nubpetro MeTtacTa3no, My3bIKallbHasi KOMITO3UIIHS, CIETaHA TOMBITKA

229



COOTHECTH TMAPTUTYpy M pPEMapkd B HEM C MPHUHIUIIAMH, KOTOPBIE IEKIapHPOBAI
AH/DKOJNIMHK B CBOMX TeOpeTHUecKkuXx paborax. HTepec mpeacTaBisieT CPABHEHHUE MY3BIKA
9TOro Oajnera ¢ JOMISIIINMH JO0 HAC OPKECTPOBBIMU MAPTHSIMH eIle ofHoro bamera L’Arte
vinta della natura («MckycctBo mnoOexaeHHOe Mpuponoit», 1773, Benewus), Taxxke
NpuHaIeKamuMu  AHpkonmuHA  [A. T'pymsiHoBa, 2013], a Takke C aHAIUTHYECKAMH
BhIBOJIaMHU B paborax uranbsHckux [C. Pagnini, 2017, S. Onesti, 2014, 2019], ¢paniry3ckux
[A. Fabbricatore, 2011, 2014] u Hemenkux [S.Huschka, 2008] yuensix.

LA PARTENZA DI ENEA, O DIDONE ABBANDONATA BY GASPARO ANGIOLINI:
BALLET D’ACTION IN RUSSIA

Gasparo Angiolini is one of the choreographers who stood at the origins of the ballet
d'action in the 18™ century. Like J.J. Noverre and F. Hilferding, he considered the ballet as an
integral composition with a dramatic plot and clear dramatic logic. The emphasis on
pantomime as a kind of analogue of musical recitation brought such a ballet closer to the
reformist trend in Italian opera in the second half of the 18th century. Angiolini’s career as a
choreographer took off during his collaboration with Christoph Willibald Gluck in Vienna, he
left a bright mark on the history of Russian ballet. The report is devoted to the performance
with which Angiolini made his debut in St. Petersburg, replacing Hilferding as court
choreographer. The plot of Le départ d'Enée, ou Didon abandonnée is taken from the libretto
of Pietro Metastasio’s Didona abbandonata, the first classical opera seria. The performance
was shown together with Baldassare Galuppi’s opera Il Re pastore on the Metastasio’s
libretto on September 21, 1766, both compositions were a great success at court. It is possible
that Galuppi’s Didona abbandonata, shown in St. Petersburg in the same year during the
carnival, influenced the choice of plot. Angiolini, who had considerable experience as a
composer, composed the music for the ballet himself, thereby realizing his ideas about the
synthesis of the arts to the maximum extent. The report examines the relation of the plot of Le
départ d'Enée, ou Didon abandonnée to Metastasio's libretto, a musical composition, an
attempt is made to correlate the score and remarks in it with the principles that Angiolini
declared in his theoretical works. Of interest is the comparison of the music of this ballet with
the orchestra parts that have come down to us of another ballet L’Arte vinta della natura
(1773, Venice), also by Angiolini [A. Grutsynova, 2013], as well as with analytical
conclusions in the works of Italian [C. Pagnini, 2017, S. Onesti, 2014, 2019], French [A.
Fabbricatore, 2011, 2014] and German [S.Huschka, 2008] scientists.

TABJIA Tanmaa BajieHTHMHOBHa, Kanouoam
uckyccmbobedenus, cMApWIUIL  HAYUHBIL COMPYOHUK,
cexkmop ¢poavkaopa, Poccutickuii uncmumym ucmopuu
uckyccm8, Canxkm-Ilemepbype, Poccus

Galina TAVLAY, PhD, Senior Researcher, Folklore Department,
Russian Institute of History of Arts, Saint Petersburg,
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UETHIPEX- U LIECTU-JTOJIBHBIE PUTMUUYECKUE ®OPMbI KAK MTOKA3ATEJIb U3HAYAJILHOT O
MYV3BbIKAJIbHO-XOPEOI'PA®MYECKOI'O CUHKPETU3MA B TPAJJULIMOHHOM UCKYCCTBE

3axBaThIBAIOIIEE 3pEIHIIEC MapaTeaTpalbHbIX (HOPM  00X0006-wecmeuii BKYNE C
CONMPOBOXKIAIOMIMMH UX PUTYaJIbHBIMH MECHAMH — CBHAETEIBCTBO HCTOPHYECKOI
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YCTOHYMBOCTH TPAAMIMOHHEIX ()OPM KYIBTYPHI OEIOpyCOB, OUEBHIHOTO NPEBAIMPOBAHUS B
HeH YHHBEPCAJIHCTCKUX 4epT CHHKpeTH3Ma. [lomoOHbIe nelcTBa mpeicTaBieHsl B JTIO00M
KaJIeHIapHOM CE30HE, B PaBHOM Mepe — B 00psiax HHIWBUIYAIFHOTO XKHU3HEHHOT 0 IUKIIa. B
HUX 33/IeHICTBOBAH KPYI' CXOIHBIX MY3BIKQJIbHO-KOMIIO3UIIMOHHBIX KAaHOHOB, 00EIMHSIONIIX
Moo0HbIe HAIeBBI TI0 CIIOCO0Y BOIUIOLIEHHS B HUX PUTMUKH JABWDKEHUSI, OOPSIOBOTrO IIara,
[IECTBUS, OINpEACNICHHBIM  00pa3oM  YHH(DUIMPYIOIIMX  MY3HIKaJIbHO-BPEMEHHBIE H
MY3BIKIEHO-IIPOCTPAHCTBEHHBIE KOOPANHATHI, OPUEHTUPYSICh HA TUIIOJOTUYECKH CXOIHEIE
CIOCOOBI «OOXHMBAaHMS» B HUX MY3BIKAUIBHOTO 3BYKOBBICOTHOTO IIpOCTpaHcTBa. Jlpyras
ycToiuMBas TpaiWIMOHHAsh (opMa JBIDKEHHS, HMeEIomas COOCTBEHHBIE IIPHMETHI
MY3BIKQIEHO-PUTMHUYECKOH OpPTraHM3allii — KPY2ogol maney-necHs Kak cocod BBIPaKEHHS
OIPE/IEIEHHBIX MeTapOpHUYECKNX AacCONWAlNi, CBS3aHHBIX C BeTeTaIMel, THIOIOTHeH
3eMJIE/IeNTbUECKON M1 KOCMOTOHMYECKOH Maruu Irofopoaus. Bo riase yriia Bcero koMmruiekca
KOMIIOHEHTOB, COCTaBIISIONIMX KaK KPYrOoBOH TaHEI-TIECHIO, TaK M XOPOBOA-IIECTBUE,
HaxomuTcsi JIBwkeHWe. [lomoOHBIH THII KOOpAWHAIMM CBOMCTBEH TIPEXJIE BCETO
MY3BIKQIBHBIM KYJIBTypaM, HaxOISIIMMCS Ha paHHEH CTaJuu OOIIECTBEHHOTO Pa3BHUTHSI.
Paznnunbie (opMBl IBHKEHHs TPH3BaHBI OBUIM MarndeckuM ITyTeM BO3AEHCTBOBAThH Ha
ypO’Kaii, IUIOJJOBUTOCTH 3€MJIH, KMBOTHBIX, UelloBeKa. Ha JABrkeHne 31ech HaKiIaabIBaloTCs,
C HIM B KOHEYHOM HTOT€ «COMU3MEPSIIOTCS» BCE JPYrue KOMIOHEHTH CHHKPETHYECKOTO HIIN
CHHTETHYECKOr0 IeJIoro. VIMEHHO ABM)KEHHE MpejonpesesisieT B IeCHe-TaHIe caM THIT
MY3BIKQJIFHOTO MBIIUICHUS] — «KaK MBICIM W Kak ciyxoBoro omymieHus» (E. B. ['mnmmyc).
KBagparHast cTpyKTypa HameBa OTpakaeT 3alleyaTICHHBIH B HEM IIarOBBIH PUTM, JIBIDKCHHUE
TaHlla, caMy HPHUPOIY 4eJoBeKa (HaJuuMe JIBYX PyK M IBYX HoOr). B cBoro ouepenp, eit
COIyTCTBYET CHMMETPUYHAS PUTMHUKA CTUXOBBIX ()OPM, XapaKTEPHBIX JUISl MTOAOOHBIX IEeCEH-
00X0/10B, MECHE-TAHIIEB, NECEH-XOPOBOJOB. Keadpamnocmy, OMUPAIONIAsACS HA CHMMETPHIO
MOTOPHOT'O JBMKCHHS, OTBEYAeT BCEOOIIEH Marmu yrnopsaodeHHs M B CHIIy 3TOTO JIETKO
BOCTIIPHMHUMAETCS. B CTpYKTypHOM IulaHe 3Ta 3aKOHOMEPHOCTh BOILIOIIAETCS B YETBIPEX- U
LIECTHIOIBHBIX CIIOTOPUTMHYECKHUX (popMax Kak XapaKTepHOM Ul MHOXKECTBA STHHYECKUX
KyJIbTYp MHpa THIIOIOIMYECKOM CBOMCTBE.

FOUR- AND SIX-BEAT RHYTHMIC FORMS AS AN INDICATOR OF THE ORIGINAL MUSICAL AND
CHOREOGRAPHIC SYNCRETISM IN TRADITIONAL ART

The spectacular spectacle of the para-theatrical forms of the rounds —processions,
coupled with the accompanying ritual songs — is evidence of the historical stability of the
traditional forms of culture of Belarusians, the obvious prevalence of universalist features of
syncretism in it. Such actions are presented in any calendar season, equally in the rituals of
the individual life cycle. They involve a circle of similar musical and compositional canons,
combining similar tunes according to the way they embody the rhythmics of movement, ritual
step, procession, in a certain way unifying musical-temporal and musical-spatial coordinates,
focusing on typologically similar ways of ‘settling in” musical high-pitched space in them.
Another stable traditional form of movement, which has its own signs of musical and
rhythmic organization, is a circular dance-song as a way of expressing certain metaphorical
associations associated with vegetation, agricultural typology and cosmogony. At the head of
the corner of the whole complex of components that make up both a circular dance-song and
a round dance-procession, there is movement. This type of coordination is characteristic
primarily of musical cultures that are at an early stage of social development. Various forms
of movement were called upon to magically influence the harvest, the fertility of the earth,
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animals, and man. All other components of the syncretic or synthetic whole are superimposed
on the movement here, and eventually ‘commensurate’ with it. It is the movement that
determines the very type of musical thinking in the song-dance — ‘as a thought and as an
auditory sensation’ (E.V.Gippius). The square structure of the tune reflects the step rhythm
imprinted in it, the movement of the dance, the very nature of man (the presence of two arms
and two legs). In turn, it is accompanied by a symmetrical rhythm of verse forms
characteristic of such songs-rounds, song-dances, songs-round dances. Squariness, based on
the symmetry of motor movement, corresponds to universal magic.

TAPACOBA Haranest HwukosmaeBHa, achupaum, — kagedpa
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Hayuneit  pykoBommTenb —  AOKTOP  WCKYCCTBOBEIEHIS
Maxcmmos Bagyim Mropesia

Natalya TARASOVA, Postgraduate student, Theater Arts
Department, Russian State Institute of Performing Arts, Saint
Petersburg, Russia

Scientific adviser — Vadim Maximov, Dr. Habil. (Doctor of Art
Studies)

CLEHMYECKUE ITOUCKN Wbl PYBUHIITENH B IPAMATUYECKMX ITOCTAHOBKAX 1917 —19231T.

Jloxnan mocBsieH cueHndeckuM norckam Y. Pyounmreiin neprona 1917 — 1923 rr.
ABTOpOM aHanu3upyercs TpaHcopManys XyJOKECTBEHHBIX HJEH aKTPUCHI OT IEPBBIX
cnekrakieil antpenpusbl 1911 — 1913 rr. go nmocranoBku «®Peapsi» 1923 ropma uyepes
KOHIIETIIMHU: B3auMmogeiictBus uckyccts E. Mypunoit, Tunsl cunre3a B. Bracosa,
screrndeckue npuHiunsl I. HInera o cuHTe3e MckyccrB. CHHTE3 HMCKYCCTB, K KOTOPOMY
CTpeMMUIIach aKTpHCca Ha ApaMaTUueckoi cueHe B crekrakisix 1911 — 1913 rr., 6611 ocHOBaH
Ha IUIACTUYECKOM PELICHHH Bceil mocTaHoBKU. MHauBunyansHas miacruka V. PyOuHimTeiin
sIBIsUIach (HOPMOOOPA3yIONIMM 3JIEMEHTOM, OOBEIUHSIOIMM BCE KOMIIOHEHTBI CITEKTAaKIIs
yepe3 €AMHCTBO CTWIA — MojaepH. B cmekraxnsax mepuoma 1917 — 1923 rr. mpoucxoaut
TpaHcopMalus CLEHUYECKOro obpa3a akTpuchl. MeHseTcs BU3YaJlbHOE BOIUIOLICHHE
IIOCTaHOBOK: IIEPEXO0/ OT MOJIEpHa K ap Jieko. OO1iee Xyn0)KeCTBEHHOE PELICHUE U aKTepCKast
urpa U. PyOuHIITEH HAXOAMIUCH B OMPE/ICIICHHOM CHHTE3E.

IDA RUBINSTEIN’S STAGE SEARCHES IN DRAMATIC PERFORMANCES (1917-1923)

The report is devoted to the stage searches of I. Rubinstein in the period of 1917 —
1923. The author analyzes the transformation of the artistic ideas of the actress from the first
performances of the enterprise of 1911 — 1913 to the production of Phaedra in 1923 through
the concepts: interaction of the arts by E. Murina, types of synthesis by V. Vlasov, aesthetic
principles of G. Shpet about the synthesis of arts. The synthesis of the arts, which the actress
aspired to on the dramatic stage in the performances of 1911-1913, was based on the
choreographic solution of the entire production. I. Rubinstein's individual plasticity was a
formative element uniting all the components of the performance through the unity of the Art
Nouveau style. In the performances of the period 1917-1923, the transformation of the stage
image of the actress takes place. The visual embodiment of the productions is changing: the
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transition from Art Nouveau to Art Deco. The general artistic decision and the acting of 1.
Rubinstein were in a certain synthesis.

TBEPOBCKAJI Tamapa VIropeBHa, Kanouoam
uckyccmbobedenus, doyenm, kagpedpa ucmopuu 3apybexHou
MY3bIKU,  npopexmop  no  Hayuou  pabome,  Camkm-
Ilemepbypeckas eocyoapcmbennan KoHcepBamopus uMeHu
H. A. Pumckoeo-Kopcakoba, Canxm-Ilemepbype, Poccus

Tamara TVERDOVSKAYA, PhD, Associate Professor, Western
Music History Department, Vice rector on research activity,
Saint Petersburg Rimsky-Korsakov State Conservatory, Saint
Petersburg, Russia

A. B. OCCOBCKUIA 1 PYCCKAS KIIACCUYECKASI OIIEPA

Harmicannslii u nocraBnenssiit Benen 3a «[lmamenem Ilaprka» n «baxuncapaiickum
(doHTaHOM», Oaner «YTpaueHHsle wumo3nm» (1934, npembepa — JITATOB mvmenn C. M.
Kupoga, 3 sBaps 1936) 3aMbIkaeT co00i KyITbMUHAIIMOHHYIO TPHaIy B OaneTHOM Hacieanu b.
B. AcadbeBa. B co3manum crexrawis ObUIM 3a7€HCTBOBAHbBI JIYYIIME TBOPYECKHE CHIIBI
Jlenwnrpanma: aBrop JMOpETTO, BBLAMOIIMICS TeaTpanbHBI XynokHHK B. B. JIMurpres,
OCYIIECTBWI U XYIOXKECTBEHHOE O(QOpPMIICHHE NpeMbepbl, Xopeorpaduyeckoe BOIUIOIICHHE
npuHauiexano P. B. 3axapoBy (B Tom ke roxy B Csepmioscke Oamer mocrasun JI. B.
SIko0con), 3a nuprKepckuM mynsToM crost E. A. MpasuHckuil. Benynme naprim HConHsum
mpocnaBieHHble OanepuHbl W TaHUoBIMKW: [. YianoBa, K. Ceprees, H. ymuHckas,
b. lllaBpos, T. Beuecnosa. XKanp nponsBeneHus 0003HaueH Kak «XOpeorpapuueckuii poMany,
BOCKpEIIAIONINI Ha clieHe arMochepy, CoObITHsI, TepcoHaxkel TeatpaibpHoro Ilapka 1830-x
rOJIOB — BIOXH 3aPOXKACHUS POMaHTH4YecKoro Oanera. CIOKET OJHOTO M3 Y3JIOBBIX POMAaHOB
«Uenoseueckoit komeaum» O. ne bab3aka nepeocMbICIeH B pOMaHTHYECKOM JyXe; 00pasbl B
JMOPETTO NPE/eIbHO CXEMaTU3UPOBAHBbI, OJJHAKO HAMEPEHHOE YIIPOLIEHHE COOBITHHHON KaHBbI
MO3BOJISIET «HAHW3aTh)» HA HEE OTPOMHOE KOJIMYECTBO OUEBUAHBIX Ul 3pUTENel TOBOECHHOM
SMOXM acCOLMAlMii M KOHKPETHBIX aJUTIO3Mi, CIIOBOM, CO31aTh «baier o Oanere». Ilo
cBUzeTeNbCTBY AcadbeBa, OH «IMcal My3bIKY, HE H300peras ee B TOM CMBbICIE, Y4TO He
CBsI3bIBANl Ce0sl KAKUMHU-THOO ONPEICIICHHBIMU ‘‘MY3bIKAJIBHBIMH JOKyMEHTaMH~ [aHHOrO
neproga BpeMenn». CoOCTBEHHBI TBOpUeckuii ombIT AcadbeBa — OaNETHOrO MHAHUCTA —
MIPEJIOMUIICS], B YACTHOCTH, B TOM, YTO LIEHTPAJIbHBIN 00pa3 Mononoro komnosuropa Jlrockena
PAcKpBIBACTCSl MOCPESICTBOM HCIIONB30BAHUS  COMHPYIOIIEro  (QUASi-MMIIPOBH3HPYIOLLETO)
¢oprenuano. My3bIKabHasl CTUIMCTHKA IPOU3BEICHHS COIIPUKACACTCS C UMIIPECCHOHU3MOM H
JaXe «C COBPEMEHHBIM JCTPAAHBIM JKa30M», OJHAKO WHTOHALMOHHBIA U PUTMHUUYECKUI
JIEKCUKOH Aca)beBa MOXKHO Ha3BaTh B XOpOIIEM CMBICIE CJIOBA TPaJULIMOHHBIM Kak JUIs
OaneTHOro Kiacca, Tak W i OanerHoll cuenpl. B. B. BormanoB-bepe3oBckuii Ha3bIBaeT
BKHBIM JIOCTOMHCTBOM 0ajieTa «HEOTAEIMMOCTh CLEHHYECKOIO OT MY3BIKAILHOTO», M B 3TOM
BKIa] AcadpeBa — IIIyOOKOrO M YYTKOTO 3HATOKA MY3BIKAJIBHOM JpamMaTyprul — TPYIHO
nepeonieHuTh. 24 ampens 2011 roga B bonbiom tearpe cocrosiack mpeMbepa OTHOMMEHHOTO
Oanera Jleonnna JlecsatHukoBa — Anekcest Patmanckoro. Pacxoee MHEHHE O TOM, YTO My3bIKa
«YTpaueHHBIX WLTIO3UI» AcadbeBa HE UMEET XYIOKECTBEHHOH LIEHHOCTH, B CBA3U C YEM
ParmaHckuii, BocXxuTHBIINCh HaiieHHBIM B cOopHUKe «100 OaneTHBIX JTHOPETTO» TEKCTOM
Jmutpuesa, oOparuincst K JIecATHUKOBY ¢ MPOCKOON HANMCaTh MY3BIKY 3aHOBO, HY>KHAeTCs B
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KoppekTHpoBke. CpaBHEHHE BYX KOMIIO3UTOPCKHX PEHICHHII MO3BOJSET CHETaTh BBIBOA, UTO
JlecATHUKOB HE TOIBKO O3HAKOMMIICS C MY3BIKOH AcadpeBa, HO M «B3sUI HA BOOPY)KEHUE» P
kmrodeBbIx uzed. [Maprurypy JlecsTHHKOBa MOXKHO KBaTH(UIMPOBATH KaK MHOTOCIOHHBII
TTAJIIMIICECT, B KOTOPOM TIPOSIBIISIIOTCS U B3aNMOJICHCTBYIOT 3alleUaTiIeHHBIE 3BydJalye 00pasbl
Benmnknx TeatpoB ([Taprkckoit Onepsl 1 MapunHKH), TOPTPETHI BBITAIONIMXCS My3bIKAHTOB U
IIpe/icTaBuTeNeld  OaJeTHOrO0 WCKYCCTBAa pas3HBIX »JMOX — POMAaHTH3Ma, COIpean3Ma,
COBPEMEHHOCTH. Kommoszurop HHTEPIIPETHPYET B HOCTaJIBINYECKOM (wm
METaMOJICpHUCTCKOM?) Kifoue Hneo AcadbeBa O TOM, YTO «HAIPHIB U OECIIOKOWMCTBO,
OXBaTBHIBaBIINE UCKYCCTBO 30-TOIOB MPOILIOrO CTOJETHS, XOTS W IPUKPHITHIC “WILIIO3USIME
COCTaBJISUIN HCTUHHYIO CYIIIHOCTB, TITyOOKO YEIOBEYHYIO IIPUPOY POMAHTH3MA — €T'0 TPEBOTY
3a [oNMpaeMbIe TIpaBa YeJIOBETHOCTID).

ALEXANDER OssOvSKY AND RUSSIAN CLASSICAL OPERA

Written and staged after the Flame of Paris and Bakhchisaray Fountain, the ballet Lost
Ilusions (1934, premiere —Leningrad Academic Opera and Ballet Theater named after Sergey
M. Kirov, January 3, 1936) closes the climax triad in the ballet legacy of Boris V. Asafyev. The
best creative forces of Leningrad were involved in the creation of the play: the author of the
libretto — the outstanding theater artist VIadimir V. Dmitriev — executed the artistic design of
the premiere, the choreographic implementation belonged to Rostislav V. Zakharov (the same
year the ballet was staged by Leonid V. Jacobson in Sverdlovsk), behind the conductor’s
console stood Evgeny A. Mravinsky. Leading parties were performed by well-known ballerinas
and dancers: Galina Ulanova, Konstantin Sergeev, Natalya Dudinskaya, Boris Shavrov, Tatyana
Vecheslova. The genre of the work is denoted as a choreographic novel, which resurrects on
stage the atmosphere, events, characters of theatrical Paris in the 1830s — the era of the birth of
the romantic ballet. The plot of one of the nodal novels of Balzac’s Human Comedy is rethought
in a romantic spirit; the images in the libretto are maximally schematicized, but the deliberate
simplification of the story allows ‘tie” on it a huge number of obvious to spectators of the pre-
war era associations and specific allusions, in short, to create a ballet about ballet. According to
Asafiev, he “wrote music without inventing it that is to say he did not bind himself to any
certain ‘musical documents’ of this period.” Asafiev’s own creative experience as a ballet
pianist was reflected in particular in the fact that the central image of the young composer
Lucien is revealed through the use of a solo (quasi-improvising) piano. The musical style of the
work is in contact with Impressionism and even with ‘modern popular jazz,” but the intonation
and rhythmic lexicon of Asafiev can be called traditional (in a good sense) for both the ballet
class and the ballet scene. Valerian V. Bogdanov-Berezovsky stands out ‘the indivisibility of
stage and musical’ in the ballet, and it is difficult to overestimate in this the contribution of
Asafiev — a deep and sensitive connoisseur of musical dramaturgy. On April 24, 2011, the
Bolshoi Theatre hosted the premiere of the eponymous ballet of Leonid Desyatnikov — Alexey
Ratmansky. The popular opinion that the music of Asafiev’s Lost Illusions has no artistic value,
in connection with which Ratmansky, having admired the found in 100 ballet librettos text of
Dmitriev, appealed to Desyatnikov to write the music anew, needs adjustment. The comparison
of the two composer’s solutions leads to the conclusion that Desyatnikov not only got
acquainted with Asafiev’s music, but also adopted a number of key ideas. The score of
Desyatnikov can be described as a multi-layered palimpsest in which the imprinted sound
images of the great theatres (Paris Opera and Mariinsky), portraits of eminent musicians and
representatives of the ballet art of different eras — romanticism, socialist realism, modernity.
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The composer interprets in a nostalgic (or metamodernist?) key Asafiev’s idea that “the torment
and anxiety that encompassed the art of the 30-years of the last (19") century, although covered
by ‘illusions’, constituted the true essence, the deeply humane nature of romanticism — its
anxiety for the trampled rights of humanity.”

TEPEXOBA EnmsaBeta HwukosaeBHa, cmydenmka 3  kypca,
Kasanckas  eocyoapcmbennan  koncepbamopus  umeny H.I.
KuearnoBa, Kasans, Tamapcman, Poccus

Hayuneii  pyxoBoguTesls -  KaHOWAAT  MCKYCCTBOBETEHWS
Xanpytnurosa Hums OaroposHa

Elizaveta TEREKHOVA, 3 Year Student, Zhiganov Kazan State
Conservatory, Kazan, Tatarstan, Russia

Scientific adviser - Diliya Khairutdinova, PhD

HEKOTOPBIE OCOBEHHOCTY CLIEHAPHOM JIPAMATYPT A
BAJIETA «CKA3AHUE O MYCY®E» JI.JIOBOBCKOI'O

Baner «Ckasanue o Mycyde» 6bu1 Brepeble mokazan B 2001 romy B Tarapckom
aKaJIeMHYECKOM IOCy/lapCTBEHHOM TeaTpe onepsl 1 Oanera M. Mycsl [bxamans. B 2005 rogy
ero aBropsl JI. JIro6oBckuii u P. Xapuc, a Taroke ucnonHuTens riaBHoi ponu H. Kaneros Opumm
yrocroensl ['ocynapcrBeHHol mpemun Poccuiickoit ®enepamn B o0OnacTu JUTEpaTypbl W
HCKYCCTBa «3a pa3BUTHE TPAAHIHMII HALMOHAIBHOIO 3II0CA B COBPEMEHHBIX YCIOBHSAX AUAIOTa
KyJIsTyp». Mnest o mocraHoBke Oajiera BIEpBbIC BO3HHKIA Y IUTEpckoro Oanermelicrepa H.
BosipurikoBa, KOTOpbIH HaMepeBAICS MOCTaBUTh CIEKTakib Ha Croxer pomana T. Manna
«Mocud u ero Oparbs». IlepBoHayanbHAS JOrOBOPEHHOCTH ¢ KoMmmo3uTopoM A. IIIHutke He
OCYILIECTBWIACh MO NPHUYMHE €ro BHe3anmHoil Oone3nu. B panbHeimem Oaner cospaBaics
tpuymBuparom: JI.JIro6oBckuii — P.Xapuc — I'.KoBTyH. B ocHoBe cuenapus 6anera «CkazaHue
o Mycyde» nexar HeckoIbKO MCTOYHHKOB: ModMa «Ckasanue o Mycyde» Kyr Famm, 12 cypa
Kopana, ucropust o Hocude INpexkpacHom n3 bubnuu, poman Tomaca Manna «ocud u ero
Oparbsi». B moknane pacKpbIBalOTCS CHOXKETHbIE KOHCTAaHTBI, B3SIThIE U3 NEPBOUCTOYHHMKOB, U
OIIpeeMBIINE ITANbl CLIEHAPHOH ApamaTypruu. [ 1aBHOI 3aBs3K0i Bceil HCTOPHU CTAHOBHUTCS
MpenaTeabcTBo OpaTheB. Vest o mpolieHud u JI00BU K OMIDKHEMY CTAHOBHUTCS BEIYILCH.
JInaus Wiycyba n 3ymeiixu — ele OIMH YCTOSBIUMIICS CIOXKCTHbI KaHOH. CO3IaHHAs
P.Xapucom eme B 1980-¢ romsl mosma «3yrneiixa» HOCHOcOOCTBOBANA ApaMaTypriudecKoMy
YCHJICHHIO JIMPUYECKO JiMHMM. Kpome TOro, BbISBIEHbI NPUBHECEHHBIC CLEHAPUCTOM U
MOCTAaHOBIIMKOM HHbIE CIOKETHBIE XOABI M O0pa3bl, OPraHM4YHO [IONOJHUBLINE HICHHO-
XYIOKECTBEHHYIO KOHLIENIIUIO criekTakid. CrcreMa o0pa3oB OajeTa MpecTaBisieT 1Ba IUacTa
— repon peansHOro mupa (6pates, Oren Maky6 (ITpopok), 3ymeiixa, Papaok) i HppeabHbIe
00pa3sl (CBSIIEHHBIE )KYKU-CKapaOeu, 38e3/bl, Heayrn). COeUHSIONINM 3BEHOM MEXKAY IBYMsI
0GpasHEIME ITacTaMHu sisercst Mycyd. Co CIOB KOMITOBHTOpA, «TIONMydHIach hrmocodekas
NPUTYA, Pa3MBILIICHUE HaJl BEYHBIM BOIIPOCOM — YEJIOBEK, YTO e Thl TAKOE Ha 3TOi 3emie?»

SOME FEATURES OF SCENARIO DRAMATURGY
IN THE BALLET THE LEGEND OF YUSUF BY LEONID LYUBOVSKY

The ballet The Legend of Yusuf was first shown in 2001 at the Tatar Academic State
Opera and Ballet Theater named after Musa Jalil. In 2005, its authors L. Lyubovsky and R.
Haris, as well as the performer of the main role N. Kanetov were awarded the State Prize of the
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Russian Federation in the field of literature and art ‘For the development of traditions of the
national epics in modern conditions of dialogue of cultures.” The idea of staging the ballet first
arose from St. Petersburg choreographer N. Boyarchikov, who intended to stage the play on the
plot of the novel by Manna Joseph und seine Briider. Initial agreement with composer A.
Schnittke did not come true due to his sudden illness. Subsequently, the ballet was created by a
triumvirate: L. Lyubovsky — R. Kharis — G. Kovtun. The script of the ballet The Legend of
Yusuf is based on several sources: the poem The Legend of Yusuf by Kul Gali, 12 Surah of the
Quran, the story of Joseph the Beautiful from the Bible, Thomas Mann’s novel Joseph und seine
Briider. The report reveals plot constants taken from primary sources and determined the stages
of script drama. The main plot of the whole story is the betrayal of the brothers. The idea of
forgiveness and love for one’s neighbor becomes the leading one. The line of Yusuf and
Zuleikha is another established plot canon. The poem Zuleikha created by R. Kharis back in the
1980s contributed to the dramatic strengthening of the lyrical line. In addition, other plot moves
and images introduced by the screenwriter and director have been revealed, which organically
complemented the ideological and artistic concept of the play. The system of ballet images
represents two layers — heroes of the real world (brothers, Father Yaqub (Prophet), Zuleikha,
Pharaoh) and unreal images (sacred scarab beetles, stars, ailments). The connecting link between
the two shaped layers is Yusuf. According to the composer, ‘there was a philosophical parable,
reflection on the eternal question — man, what are you on this earth?’

TUXOHEHKO CHe)xana BanepwseBHa, npenodabamen,
Kkagpedpa basemoBederus, Akademus Pycckoeo basema
umenu A.fl. Baeanoboti, Carkm-Ilemepbype, Poccus

Snezhana TIKHONENKO, Lecturer, Ballet Studies
Department, Vaganova Ballet Academy, Saint
Petersburg, Russia

HEMBBECTHAS «MICcTOPUS TAHLEEB» C. H. XYJIEKOBA

B Hauane XX Bexa Ceprent Hukonaesny Xyaexos, Oyayun 6eccMeHHbIM naaarenem
OHOM M3 CaMblX MOMYMAPHbIX NEPUOONYECKNX M3daHUN  «[leTepbyprckon rasetbiy,
TaNaHT/WBbLIM KYPHaNMCTOM, YBa&KaeMbIM KPUTUKOM W IMOPETTMCTOM, OTKpPbICA And
yiTalowen nybrmku elle B OOHOM KadyecTBe — KaK WCTOpUK Oanera ¢ OrpOMHbIMU
3HaHusMn. B 1913—1918 rogax XyaekoB usgan B ceoev Tunorpadum «MIctopuio TaHLEeB» (B
4-x TOMax), KOTOpast CIy>KUT BEKHENALLIMM UCTOMHNKOM CBEAEHWIA MO MCTOPUM XOpeor padum
W MO Celn ieHb ocTaeTcs 6eCLIEHHBIM MCTOYHUKOM MO OXBary U riybuHe marepyana. Xyaoekos
cobpar 1 cMcTemMarnavpoBarn pasHoOOpasHbIe CBEAEHMS MO CTOPUM MUPOBO XOopeor padmn,
[JOMNOIHEeHHbIe peavaniLLIen MKOHOr padumyeckon Korrekumen. B nocneoHem Tove oH onucan
COBPEMEHHbIV emy Mepuoa pycckoro Ganera, BbICTYNMB Kak odveBvpel, pasbuparoLmincst
B Pa@MnYHbIX acriexTax GanerHoro cnextakns. OaHako MMEHHO 3Ta KHUra MMEET HeMNpoCTyHo
WCTOPUIO — OHA ObLIa TOTOBA K BBIXOMY CBET, KOrJa MOXKap B TUIMOrpaduu, CIydUBLIMICS B
1918 romy, YHHYTOXHJ MPAKTHYECKH BECh Hale€YaTaHHBIM THUpPaX. PempwHT mociemaHero
TOMa, BBINYIICHHBIH MOCKOBCKON ¢upmoir MUDJIb, Obin1 mpousBefeH C MOMOIIBIO
OCTaBIIMXCSl IK3EMIUIIPOB, SIBISIBIIMXCS Oubmuorpaduueckoil peakocTpio. B Hactosimiee
BpeMsl IaHHBIH TOM oOmM(ppPOBaH U OTKPHIT B o0meM focTtyne Ha caltax CaHKT-
[etepOyprekoii TearpanpHoit OuOmuorexku u I[lpesunentckoit Oubmmoreke mmenu b. H.
Empmmna. B apxmBe C. H. Xymexoa, maxomsamierocs B PI'AJIM, umeroTcst pa3nudHble
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Matepuanbsl 1o «lcropuum TaHIEB» — 3TO Hale4YaTaHHbIE YEPHOBHIC BapUaHTHI
¢ 100aBJICHUSIMH PYKOIHCHOTO TEKCTa, €ro KOppEeKIHeH (BBIYCPKUBAHUEM, IIEPEHOCOM
a03areB W T.J1.), OTACIbHBIC PUCYHKH, WILTIOCTparud u Ap. OcoOblii WHTEpeC BBI3BIBACT
pykonuch ¢ 3arnaBueM «‘TaHmbel W Gamer B Poccun”. Ouepk. “TaHmoBmumbl XX Beka™»,
COOTBETCTBYIOIIAS IBYM TJlaBaM 4eTBeproro Toma «lcropun Tanies» («AnHa [laBnoBa» u
«[lerporpanckue apructkn B 1917 romy»). B sTOM mokymeHTe NpPUCYTCTBYIOT 3alWCH,
kacaromuecs: TaHmoBmwi A. [Tasnosoit, E. CmuproBoii, JI. lllomrap, E. bubep, B. ®okunoid,
A. @enoposoii 1-i, A. @enoposoii 2-ir, O. DenmopoBoii 3-it, E. Dayapmosoit, O. Buiib,
JI. Kapnoro#i, O. CrnecuBneBoii, M. JleontheBoir, E. I'epar, JI. Mypomckoii, E. Jlrokowm,
A. Bpouckoii, E. Jlonmyxosoil, M. MakapoBoii. /[aHHas pyKOIMCh OTJIMYAETCSl OT TOrO, 4TO
HanieyaraHo B «lcropun TaHIlEB», HaYWHAs OT CTHJIS TNHUCHBMEHHOM pEUH, 3aKaHYMBas
00BEMOM U COJlep)KaHMEeM BBIIIEHAa3BaHHBIX pa3fenoB. B nmoxmame OymeT mpoaHaIu3HpoBaH
JaHHBII PYKONMCHBIM OYepK Ha MpeIMeT CXOJCTBA M Pa3INdusl €0 COIepKaHHs C TJIaBaMy,
OITyOJIMKOBaHHBEIMH B YETBEPTOM TOME, a TAaKXKe BBIIBUHYTHI NPEIIOJIOKEHHUS, C YeM 3TO
MOTJIO OBITH CBS3aHO.

UNKNOWN DANCE HISTORY BY SERGEI KHUDEKOV

In the early 20" century, Sergei Khudekov opened up to the reading public in yet
another capacity — as a ballet historian with vast knowledge. In 1913-1918, Khudekov
published in his printing house The History of Dances (in 4 volumes), which serves as the most
important source of information on the history of choreography and to this day remains an
invaluable source in terms of coverage and depth of material. Khudekov collected and
systematized a variety of information on the history of world choreography, supplemented by a
rare iconographic collection. In the archive of Khudekov, located in the RGALLI, there are
various materials on the History of Dances — these are printed draft versions with the addition of
handwritten text, its correction (crossing out, shifting paragraphs, etc.), individual drawings,
illustrations, etc. Of particular interest is the manuscript entitled ‘ Dances and Ballet in Russia.’
Feature article. ‘Dancers of the 20th century’ corresponding to two chapters of the fourth
volume of the History of Dances (Anna Pavlova and Petrograd Artists in 1917). This
manuscript differs from that printed in the History of Dances, starting from the style of writing,
ending with the volume and content of the above sections. The report will analyze this
handwritten essay for similarities and differences in its content with the chapters published in
the fourth volume, and also put forward suggestions for what this could be connected with.

TKAYEBA AnmHa AJjleKCaHOpPOBHA, acnupaum, Kkagedpa
basemoBedenus,  Akademus  Pycckoeo  basema  uMeHu
A4 BaeanoBoti, Carkm-Ilemepbype, Poccus

Hayunelin pykoBoguTellb — KaHOWAAT WCKYCCTBOBEIEHVIS
AbGb130Ba JTapuca /BaroBHa

Alina TKACHEVA, Postgraduate Student, Ballet Studies Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

Scientific adviser — Larisa Abyzova, PhD

BOCIIUTATEJIbHASL ®YHKIIMS BAJIETA B IIEPBbIV BEK PYCCKOI'O TEATPA

Cepenuna 1730-x romoB ozHameHoBajach aisi Poccru MOSBICHHWEM B TaKoW ke
MOJIOJION TeaTparbHOU KyJIbType TOrO BPEMEHH HOBOrO, HE MMEIOIIETO OCETe BOIUIOMICHHS
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SIBICHUsT — Onarofapst AesTenbHOCTH MTanbsHCKOW KOMITAHMM OTE€YECTBEHHBIH 3pHUTENh
OTKpbIBaeT misi cebs OamerHslii TeaTp. Ero wucropms Ha mnporsbkennn XVIII Beka
CKJIQ/IBIBAJIACh KaK HMCTOPHSI MOCTENEHHOTO OTAEICHUS OT OINEePHOro JKaHpa, BBIIEICHHE
OaneTa B CaMOCTOSITENBHBIM BHJ HCKyccTBa. OmHaKo NEepBBIN Bek ObITOBaHMS Oanera B
Poccru o3HaMeHOBaH HE TOJNBKO CIOKEHHEM €ro TBOpYeckoro IyTH. IlpencraBisercs
HHTEPECHBIM €ro PacCMOTPEHHE C TOYKH 3PEHHsI €ro CONMalbHON (YHKIUH, paHee He
CTaHOBHBIICHCS TIPEIMETOM CaMOCTOSATENLHOrO HccienoBaHus. Emé mo Toro, Kak
MOTPeOHOCTh B TeaTpalbHBIX BHEYATICHUSAX PACIPOCTPAHSETCS B PYCCKOM OOIIeCTBe,
MIPU/IBOPHBIH TeaTp CTajl BOIUIOIIEHHEM TPAHCIUPYEMBIX HMMIEPATOPCKHM  JIBOPOM
MIPe/ICTaBIeHUH B 3pUMBIX oOpa3ax. VIckyccTBo Oasera, He IMONb3yrolieecs BepOanbHBIMU
Cpe/ICTBaMH, HEPEKO BBICTYIAIO KaK IPOTHBOCTOSIIIEE TT0 OTHOLICHHUIO K JIEWCTBHIO OTEpEI,
TO KOHTPAacTHpYsl C MAaTETHKOH IeHCTBHS (B OCOOCHHOCTH 3TO Kacaercs HeoObIdaiftHo
TIONYJISIPHBIX BO BTOPOH TOJIOBHHE BEKa OAlleTOB Ha 3K30THYECKYIO TeMY, Ubsl reorpadus
mpocrupanack or Mcmanmm g0 SINOHWMHM), TO TPOTHBOCTOS — KaTacTpOHUIHOCTH
MIPOUCXOMAIET0 (MOXKapy, pPa3pylIeHHIO IBOpIA, KOPaOJIEKpPYIICHHIO) CBOESH CTpOHHON
ymopsinoueHHocThio. JInmbe k XIX Beky OaneTHoe INpejiCTaBIeHUE CTaHET H3JTIOOJICHHBIM
3peNHIeM IPHIBOPHOM ITyOJIMKH, B TIEPBBIC JK€ CBOM ECATHIETUS OHO SIBIISUIOCH B IIEPBYIO
odepenb 00pa3oBaTENbHBIM CPEJCTBOM, JIEMOHCTPUPYIONIMM HaJUIeKallee, ITaIOHHOEe
noBesieHne. HecimydaliHO Takoe BHUMaTelbHOE OTHOLICHHE K TaHILy B PAAY O0S3aTeNbHBIX
JMCLUIUINH, HEOOXOMMBIX Ut 00pa3oBaHus. B To ke Bpems OaieT BBICTYNAN B KauecTBE
3pHMOT0 TOPXKECTBa HMCKYCCTBAa HaJ| MPUPOAOH, BOIUIOMIEHHEM €ro 00JaropakKuBaroIIero
JOeHCTBUS — OJHOM M3 BaXKHEWINMX WIeH CBOEro BpeMeHH. TakuMm 00pa3oM, MOXHO
TOBOPUTH O 3apOXKAAIOLIEMCs] OAJEeTHOM Tearpe KaK OJHOM M3 HPHHSATBIX OTCYECTBCHHOU
KyIbTypO BOCHHMTATENbHBIX CpEJACTB, IPOBOAUBIIMM B JKH3Hb COLMAJIBHBIE HAEU
¢unocodpuu XVIII Beka.

THE EDUCATIONAL FUNCTION OF BALLET IN THE RUSSIAN THEATRE’S FIRST CENTURY

The middle of 1730s in Russia was characterized by the appearance in fledgling
theatrical culture of that time of a new, undeveloped embodied phenomenon until now —
because of the Italian company a ballet theater opens up for Russian public. Its history during
the 18™ century takes shape as a history of incremental separation from the opera genre and
the separation of ballet as an independent type of art. However, the first century of the ballet’s
existence in Russia was characterized not only by the addition of a creative way. His
observations are interesting from the point of view of his social function, which didn’t
previously become a subject of research independent. Before the need for theatrical
impressions was spread to the public, the court theater embodies of the performances,
transmitting by the court in visible forms. Not based on verbal means, ballet became as
opposition in relation to opera. It was contrasted with the pathetic effect of the catastrophic
stage action (fire, destruction of the palace or the shipwreck) with it’s harmonious
arrangement. Only by the 19 century did a ballet performance became the favorite spectacle
of the court nobility. In the first decades of the 18™ century it was first of all an educational
mean, a demonstration of excellent behavior. It was no accident that such an careful attention
to dance as the necessary educational discipline. At the same time, ballet was a visible
triumph of art over nature, the propagation of its ennobling character — one of the key
concept of that time. In this way, we can talk about the incipient ballet theater as one of the
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examples of russian’s cultural learning mode, based on social ideas of the philosophy of the
18™ century that it was realizing.

TYITYMEHKO borpana Hwuxonaesna, Mazucmp
uckyccmbobedenus, MAAOWUTL  HAYUHBIL — COMPYOHUK,
Hayuonarenwui - xyooxecmbennsii  mysei  Pecnybauxu
Beaapycs, Munck, beaapyco

Bogdana TUPCHIIENKO, MA, Junior Researcher, National Art
Museum of the Republic of Belarus, Minsk, Belarus

CPABHEHUE OBPA30B 1 CFOXETOB JIETEH]IbI O TPUCTAHE 1 M30JIB/IE Y EE BAJIETHOM
UHTEPTIPETALIMA FO. TPOSHA

AKTyaJbHOCTH  JTAaHHOTO  HCCIIEIOBAaHHS  OOYCIIOBIMBAETCS  IOMYJISIPHOCTBIO
BOIUTOIICHUSI CPEJHEBEKOBBIX CKa3aHWH, B T. 4. JereHasl o Tpucrane u M3ompme w3
ApTYpOBCKOrO IMKIa MH(OB, B HCKYCCTBE IIOCTMOAEPHU3MAa, W HEOOXOJUMOCTEHIO
OCMBICIICHHSI W CPaBHEHHUsS CIOKETOB W 00pa3oB JIMTEPAaTypHBIX HCTOYHHKOB C HX
HHTEPIPETAlMIMA. JTOT CIOXKET COXPAHWICS BO MHOTHX BapHaHTax, B T. 4. OEIOPYCCKOM —
«Jlerenna o Tpeimyaney. Jlerenna craBuiach Ha cueHe HarmonanpHOro AxaJeMH4YecKOro
Bonpmoro Tteatpa omepel u  Oamera PecriyOonmkm  Bemapyck  HEOTHOKpaTHO:
xopeorpagpuyeckass MuHHaTiopa «besymublii Tpucran», 1944 r.; 6aner «Tpucran», 1958 r.;
onHoakTHBIN Oaner «Tpucran m Wzompma», 1963 r. m 2010 r., my3eika P. Barnepa. B
nocraHoBke 2010 r. HauGosnee SBHO HPOCIEKUBAIOTCA PAa3IM4Us B TPAKTOBAHUH 3THX
00pa3oB B CpeJHHE BEKAa U PEaJbHOCTU IIOCTMOJEPHA. ABTOp JMOPETTO M MOCTAHOBIIUK —
IOpuii Tposn, B 1970-e rr. ucnonssn pons Tpucrana. B cBoelt moctaHoBKe OH, WS BCle] 3a
JeHCTBUEM DBIMYECKOro TEKCTa, pa3BopayuMBaer JelicTBue Oanera B XPOHOJIOTHYECKOM
MOpPsIKE, B OTIMYKE OT MPEAbIAYIIUX IOCTAaHOBOK, IJie ACHCTBHE MPOUCXOAMIIO B PEaTbHOM
BPEMEHU U TIEPEMEXanoch CLEHAMHU-BOCIOMHHAHMSAMU. Kak M B NpONUIBIX NOCTaHOBKAX,
TpositH yOupaeT W3 CrO)KeTa JIMHUIO JKEHHThObI TpHCTaHa, 4TO BHOCHUT HM3MEHEHHE B
00CTOATENBCTBA CMEPTH T'€POEB, M0 CPABHEHUIO C NEPBOUCTOYHHMKOM. Bce BHHMMaHHME B
Oasnere cOKyCHpPOBaHO Ha 3-X OCHOBHBIX reposix: Tpucrane, M3onpae u kopone Mapke.
O6pa3bl Tpucrana u M30mbapl pelieHbl Tak jke, Kak B 3I0CE U B MPEXKHUX MOCTAHOBKAX,
H/I€aTN3UPOBAHHO, MOTHBAIMA WX MOCTYNKOB ONpPaBlaHa BMEIIATEILCTBOM KOJIJOBCTBA.
Kopons Mapk B npenpiaynux OaneTHbIX BEpCHsX, KaK M B 3I10CE, UTPAET POJIb MEePCOHaKA-
MACKHU: BEJIMKHU MPaBUTENb, BOILIOIAN CHIY, IPOTHBOOOPCTBYIOLIYIO JII0OBU Tpucrana u
W30mb1b1, €ro NOCTYIKH NPOJUKTOBAHbI COLHANBHBIMU O0CTOSITENBCTBAMH, JOJITOM, YECTBIO,
UYIMMH Bpa3pes3 ¢ KelaHusIMH BitoOneHHbIX. Ero o6pas nuieH rirybokoro ncuxoiorusma,
anHanu3a noctynkoB. Ho B Bepcuu 2010 r., mo 3agymKe pexuccepa, KOpoJib COBMELIAET 2
obpa3a — HepcoHaXka-MacKH U 4YenoBeka. [Ipyu mepBoM MOSBICHUH OH INPEACTaeT HeKoei
rpanunei, He mnosBoisromeidl Tpucrany u M3ombme cnutbes B TaHne. B konme Oanera
packpbiBaeTcsi 6e30TBeTHas J11000Bb Mapka k M3omb/e, ero rope u crpaganue. B ¢unane oxn
ocTaeTrcs OAWH, MOKHHYTBI M IUIEMSHHUKOM, W JIIOOMMOH J>KEHIIMHOW. OJKcmpeccus,
SMOLMOHATIBHOCTE pacKpbIBaeTcs IMOcpeAcTBOM mmactukd. O6pa3 Mapka oTXOgUT OT
KJIACCHYECKOr0 TPOUYTEHUs, OH Oornee cnoxeH mncuxonormuecku. Crekrawnp «Tpucran u
Wzompma» 2010 1. sBusercs oO0pas3slioM IOCTMOIEPHU3MA, TOCKONBKY IPOSBISAETCS
TEH/ICHIA K JEKOHCTPYKIUH U IEPEOCMBICIICHNIO 00pa30B CPEAHEBEKOBOH JIETEHIBL.
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COMPARISON OF IMAGES AND PLOTS IN TRISTAN AND ISOLDE LEGEND AND ITS BALLET
INTERPRETATION BY YURI TROYAN

The relevance of this study is due to the popularity of the embodiment of medieval
legends, including the legend of Tristan and Isolde from the Arthurian cycle of myths, in the
art of postmodernism, and the need to comprehend and compare the plots and images of
literary sources with their interpretations. This plot has been preserved in many versions,
including the Belarusian one — The Legend of Tryshchan. The legend was staged on the stage
of the National Academic Bolshoi Opera and Ballet Theater of the Republic of Belarus
several times: choreographic miniature Mad Tristan, 1944; ballet Tristan, 1958; one-act ballet
Tristan and Isolde, 1963 and 2010, music by Richard Wagner. In the production of 2010, the
differences in the interpretation of these images in the Middle Ages and the reality of
postmodernity are most clearly traced. Libretto author and director, Yuri Troyan, in the 1970s
played the role of Tristan. In his production, following the action of the epic text, he unfolds
the action of the ballet in chronological order, unlike previous productions, where the action
took place in real time and was interspersed with scenes-memories. As in previous
productions, Troyan removes the line of Tristan’s marriage from the plot, which introduces a
change in the circumstances of the death of the heroes, compared to the original source. All
attention in the ballet is focused on 3 main characters: Tristan, Isolde and King Mark. The
images of Tristan and Isolde are solved in the same way as in the epic and in previous
productions, idealized, the motivation for their actions is justified by the intervention of
witchcraft. King Mark in previous ballet versions, as well as in the epic, plays the role of a
character-mask: the great ruler embodied the power that opposes the love of Tristan and
Isolde, his actions are dictated by social circumstances, duty, honor, running counter to the
desires of lovers. His image is devoid of deep psychologism, analysis of actions. But in the
2010 version, according to the director’s idea, the king combines two images, a character-
mask and a person. At the first appearance, he appears as a kind of border that does not allow
Tristan and Isolde to merge in the dance. At the end of the ballet, Mark's unrequited love for
Isolde, his grief and suffering are revealed. In the finale, he is left alone, abandoned by both
his nephew and his beloved woman. Expression, emotionality is revealed through plasticity.
The image of Mark departs from the classical reading, it is more complex psychologically.
The play Tristan and Isolde in 2010 is an example of postmodernism, since there is a
tendency to deconstruct and rethink the images of the medieval legend.

YBAPOBA TannunHa AnekcaHOpOBHa, npenodabamens, kagedpa
meopuu  Mysweiku,  MockoBckaa — eocydapcmBennas
xoHcepBamopus  umenu I1. V. YanixoBcxoeo,  Mockba,
Poccus d

Galina UVAROVA, Lecturer, Music Theory Department, i
Moscow State Tchaikovsky Conservatory, Moscow, Russia '

DOBPUTMUKA 3. JKAK-JIAJIbBKPO3A Y TAHELL:
UCTOPUS, OCOBEHHOCTH U MEPCITEKTUBbI B3AUMOJIEMCTBUS

B nauvane XX Beka BO3HMK OrpOMHBIM HHTEpPEC K PA3IMYHBIM HKCIEPUMEHTaM B
obmactn gBwkeHms. Ha 5Toif  BomHE MOSBWIOCH OONBIIOE  KOJMHYECTBO  HOBBIX
XopeorpaMIecKHX, a TaKKe JBUTaTeIbHBIX MPAKTHK BHE MPO(ECCHOHATEHOTO TAHIIA, BKIIIOYAs
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9BPUTMHUKY IIBEHIAPCKOro IIeAarora, KOMIO3WTOpa HM auprokepa Omms JKax-/lampkposa.
[Mocnemnsist pomwtace B creHax JKeHeBCKOH KOHCEPBATOPUX U IIEPBOHAYATIFHO OblLTa IPHU3BaHA
N30aBISITH CTYACHTOB OT PHUTMHYECKHX NPOOJIeM IpU ITOMOIIM >JIEMEHTapHBIX JBHKCHHUH
(mary, xonku). Ho Bckope SBpUTMHMKA BBINIIA 33 PAaMKH METOAMYECKHX 337ad, 3aTPOHYB
caMble pasHble C(epbl: MY3BIKY, TeaTp, Xopeorpapuieckoe HCKycCTBO... B moxmanme Oymyrt
pPaccCMOTpPEHbl TOYKM CONPUKOCHOBEHHS PUTMHYECKOH THMHACTHKH C TaHIEBAIBHBIM
HCKYCCTBOM: aKLEHT OyleT cIelaH Ha 3HaMEHWTHIX NocTaHOBKax Baryiaa HmxuHCKOrO —
«[TocnemnomyneHHbIi OTBIX (aBHAa» U «BecHa cBAIIEHHAs», B KOTOPHIX HPOSIBIIIOCH BIIMSHUE
JATbKPO30BCKOr0  Meroma. Tamoke OyayT 3aTpOHYTHI BOIpPOCHI HCTOPHH — Pa3BHTHS
«xopeorpaudecKoii» IBpUTMUKH B Poccuy n mapasuieny MexIy SBPUTMHKON M COBPEMEHHOM
xopeorpadueil, B YAaCTHOCTH, TaHIleM MojaepH. Ha mpnMepax XyJZoXKeCTBEHHOTO U
TIeIar OrMIECKOro TUIAHOB OyIyT MPOAEMOHCTPHPOBAHbI PE3YIIbTAaThl ATOr0 B3aUMOZCIHCTBYS, a
TaloKke 3HAYCHHE W TIEPCTIEKTHBBI HCIIOJIb30BAaHUS MY3BIKATBHO-ABUIATEIEHEIX METONIOB B
TaHIEBAJILHOM FICKYCCTBE U OOYUECHHN.

EURYTHMICS BY EMILE JACQUES-DALCROZE AND DANCE:
HISTORY, FEATURES AND PROSPECTS OF INTERACTION

In the early 20" century, there was a huge interest in various experiments in the field of
movement. On this wave, a large number of new choreographic and movement practices
appeared outside of professional dance, including the eurhythmic of the Swiss teacher,
composer and conductor Emile Jacques-Dalcroze. Eurhythmics appeared at the Geneva
Conservatory with the aim of overcoming rhythmic problems. For this, Jacques-Dalcroze used
the movements (steps, claps). But soon eurhythmics went beyond the scope of methodological
tasks, affecting a wide range of areas. The method of rhythmic education developed in various
directions: musical, theatrical, choreographic and therapeutic. The presentation will examine the
points of contact between rhythmic gymnastics and dance art: the emphasis will be on the
famous productions of Vaslav Nijinsky — L’Aprés-midi d'un faune and Le Sacre du printemps,
which were influenced by the Dalcroze method. The issues of the history of the development of
‘choreographic’ eurythmics in Russia and the parallels between eurythmics and modern
choreography, in particular, modern dance, will also be touched upon. Examples will
demonstrate the results of this interaction and, most importantly, the significance and prospects
for the use of musical-movement methods in the art of dance and teaching.

YPA3BIMBETOB [damvvp [IyviceHOBMY, kaHOuoam uckyccrmbobederus,
eaaBubiil pedakmop Qazaq Ballet Magazine, doyerm, kachedpa apm-
MeHedxmenma, Kasaxckas HAYUOHANBHAA KOHCEPBAMOpUsA UMeHU
Kypmaneasey, oasemmeiicmep, TocyoapcmBertbiii akademuteckutl
mearmp marya Pecnybauiu Kasaxcman, Aamamuy, Kasaxcman

Damir URAZYMBETOV, PhD, Editor-in-Chief of Qazaq Ballet Magazine,
Associate Professor, Art Management Department, Kurmangazy
Kazakh National Conservatory, Choreographer, State Academic
Dance Theater of the Republic of Kazakhstan, Almaty, Kazakhstan

I1ATh HOBBIX CE30HOB KA3AXCKOI'O BAJIETA: XOPEOI' PA®bI U CITIEKTAKJIN

[locnenuue necsATUneTHs TIOKa3alnu MPEXKHIO MpUBEp)KeHHOCTh KasaxcraHa
NPUTJIALICHUIO 3apyOeXHBIX Xopeorpados. Toabko ecianM B COBETCKOE BpeMsi HPHE3KAIU B
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ocHOBHOM u3 ropomoB Coro3a (MockBsl, JleHmHrpama u Tak pgamee), TO Temepb K
MIOCTAaHOBOYHOMY IIPOLECCY AaKTUBHO MOAKIIOYEHBI EBPONEHCKHE W aMEpHUKAHCKHE
xopeorpadpl. OHM OCYIIECTBIISIIOT YK€ paHee IIOCTABICHHBIE CIEKTAKIH, IEepPEeHOCAT
M3BECTHBIC M MHOT/IA CO3/1AaI0T HOBBIE aBTOpckue. KasaxcTaHckue xopeorpadsl TOXE JAENaroT
TIONBITKA TIOMCKa, (DOPMHUPYIOT CTHIb, Pa3BHBAIOT CYIIECTBYIOIIYIO OaleTMEHCTEPCKYIO
KONy, BEOYIIyI0 yxke 28-i roj cymecTBoBaHus ouuuansbHo W okoio 90 yieT co BpeMeH
co3maHusl TNPOQGECCHOHAIBPHOW TpyHmel. B okmage peus MNOHAET O IIOCTaHOBKAX,
OCYIIIECTBIICHHBIX 3a MOCJIEIHUE IISTH JIET B MY3BIKaJIBHBIX TEaTpax M XOpeorpapuyecKux
tpymax Kazaxcrana (KasHTOB umenm AoGasi, ['ocymapcTBEeHHBINH akaJeMHUYECKHH Tearp
tanna PK, Teatp coBpemenHoro tanma «Campyk», HAO «Acrana baner», I'TOb «Acrana
Omnepa», TypkectraHCKHMi My3BIKAIBHO-IpaMaTHYECKUH TeaTp), a Takke HalpaBICHUSIM
pa3BHUTHS penepTyapHON MOJUTHKH TeaTpoB. Bcero mokasaHo 54 HOBEIX MOCTaHOBKH. 3
HUX: BO30OHOBJICHHII ITOCTaHOBOK XOpeorpadoB pyccKoro wiH coBerckoro oOamera — 10;
BO300HOBJICHHI ITOCTAaHOBOK OTEUYECTBEHHBIX XopeorpagoB — 3; mepeHoC ITOCTaHOBOK
3apyOexHBIX XopeorpagoB — 8, TOCTAaHOBOK aBTOPCKUX CHEKTaKJIeH 3apyOesKHBIX
xopeorpadoB st GanmeTHelx Tpynm Kazaxcrana — 17, NMOCTaHOBOK OTEYECTBEHHBIX
xopeorpadoB — 16. A Bcero B pernepryape KazaxcTaHCKHX TeaTpoB okoyo 100 Ha3BaHWIA.
[lpakTuka mocienHux OajeTHBIX ce30HOB B KaszaxcraHe IIokaszanma HEKOE pa3BHTHE
perepryapa B CTOPOHY HAI[HOHAIBFHOTO U OECCIOKETHOr0, HCTOPHUECKOI0 U SMHYECKOro, a
TaKKe POMAHTUKO-(h)aHTACTUUECKOrO >KAaHPOB. B IeHTpe COOBITHH — 4YeNOBEK W €ro
OTHOIICHWS, TPHUPOAA, aOCTpaKTHAas SK3UCTCHIMS JIMOO KOHKPETHAs COCPEIOTOYEHHAs
xopeorpaduyeckasi MbICIIb, NMPEJICTABIAIONIAS HEKYI0 uieto. IIpu 3TOM psij HalMOHAJIBHBIX
CIIeKTaKJIed ocymiecTBieH xopeorpadamu u3 Eponsl u Poccuu, u Bompoc, Moryr iu
NpUIJIAlICHHbIe OajJeTMEeHCTepbl CTaBUTh HALMOHAIbHBIE OalleThl, TO €CTh Ka3aXCKue,
0CTaeTcs AWCKYCCHOHEH IO pe3yiabTaTaM IOKa30B crekrakield. KylbTypHBIMH IIEHTpaMu,
IJie IPOXOAAT Bce OaneTHbIe mpeMbepsl, ocTatoTess Anmmatsl 1 Hyp-Cynran (npuyem cronuua
IpeUMyIIeCTBEHHO). J[Ba moiuca Maruy BbIPAKAIOTCS I'MTAHTCKH: OOJBIIOE KOJIUYECTBO
TEaTpoB, IUIACTHYECKUX IOMCKOB, COXPAHEHHE CYLIECTBYIoLIero. Bce 3To Hemocaraemo 1o
CPaBHEHUIO ¢ Ipeablaynmmu rofamu. baner Kazaxcrana TpaHcopmupyercs, pacimpsiercs
€ro Kpyrozop, reorpaM4yeckuil OXBaT, BBIPA3UTENIBHBIE M XYHOKECTBEHHBIC CpPE/ICTBA.
[poucxopsiiue mpouecchl MHOrorpaHsel. Kiaccudeckuit 0ajer coxpaHsercs, HO
COBpPEMEHHBIN TaHell U COBPEMEHHbIIl OajieT, Kak U BO MHOI'MX TeaTpax MHpa, YCHJIEHHO
MPOSIBIISICTCS. B HOBBIX MOCTaHOBKax. COBpEMEHHBIH Ka3aXCKUil OalleT He YBIIEKAeTCsl TOJIBKO
TexHUKoi. OH CKOpee O CKa304HOCTH, SMUYHOCTH, (PaHTACTHIHOCTH. TakoBO €ro HacTosIIIee.

Five NEw SEASONS OF KAZAKH BALLET: CHOREOGRAPHERS AND PERFORMANCES

Recent decades have shown Kazakhstan's former commitment to inviting foreign
choreographers. Only if in Soviet times they came mainly from the cities of the Union
(Moscow, Leningrad, and so on), now European and American choreographers are actively
involved in the creating process. They carry out previously staged performances, transfer
well-known ones and sometimes create new author's ones. Kazakh choreographers also make
attempts to search, form a style, develop the existing ballet master school, which has been
officially leading for the 28™ year of its existence and about 90 years since the making of a
professional troupe. The report will focus on performances carried out over the past five years
in musical theaters and choreographic troupes of Kazakhstan (Abay KazNTOB, State
Academic Dance Theater of the Republic of Kazakhstan, Samruk Dance Company, Astana
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Ballet, State Opera and Ballet Theater ‘ Astana Opera,” Turkestan Music and Drama Theatre),
as well as directions for the development of the repertoire policy of theaters. A total of 54
new productions were shown. These are revivals of productions by choreographers of
Russian or Soviet ballet — 10; revivals of performances by domestic choreographers — 3;
transfer of ballets by foreign choreographers — 8; productions of author's performances by
foreign choreographers for ballet troupes of Kazakhstan — 17; productions by domestic
choreographers — 16. In total, there are about 100 titles in the repertoire of Kazakh theaters.
The practice of the last ballet seasons in Kazakhstan showed certain of repertoire’s
development towards the national and plotless, historical and epic, as well as romantic-fiction
genres. In the center of events is a person and his relationships, nature, an abstract existence
or a concrete concentrated choreographic thought representing a certain idea. At the same
time, choreographers from Europe and Russia, and the question of whether invited
choreographers can stage national ballets performed a number of national performances, it is
Kazakh ones, remains debatable based on the results of the performances. The cultural
centers where all ballet premieres take place are Almaty and Nur-Sultan (mostly the capital).
Two policies of magic are expressed gigantically: a large number of theaters, plastic searches,
and the preservation of the existing. All this is unattainable compared to previous years. The
ballet of Kazakhstan is being transformed, its horizons, geographical scope, expressive and
artistic means are expanding. The ongoing processes are multifaceted. Classical ballet is
preserved, but modern dance and modern ballet, as in many theaters of the world, are strongly
manifested in new productions. Modern Kazakh ballet is not only interested in technique. It is
more about fabulousness, epic, fantastic. This is it present.

®EJOPOBA Mapwst AHaTonnbeBHa, kanoudam uckyccmbobederus,
doyenm, KagpeOpa ucmopuu 1 mMeopuy UCHOAHUINEAbCKO2O
uckyccmba, Mockobekasn eocyoapcmbennan  KoHcepbamopus
umenu I1. Y. Yainixobckoeo, Mock8a, Poccus

Maria FEDOROVA, PhD, Associate Professor, History and Theory
Performance Arts Department, Moscow State Tchaikovsky
Conservatory, Moscow, Russia

AP®OBBIE KAJIEHITNU B BAJIETAX 1. YANIKOBCKOI'O: K ITIPOBJIEME ABTOPCTBA TEKCTA

Kak u3BecTHO, Bce TpH OajleTHble MAapTHTYPhl BEJIMKOIO PYCCKOrO KOMIIO3MTOpA
n300MIyIoT apOBBIMU KAICHIHMSIMH B OpKECTpe. YK€ [aBHO IPEKpacHble COIO apdbl
YaiikoBckoro oOpenu OONbLIyl0 MOMY/SIPHOCTh, Aa M caM TeMOp I3TOro HHCTPYMEHTa
HETIOCPEJICTBEHHO ~ACCOLMMpYeTcst ¢ OaleTHBIMM oOmycamud Komnosuropa. He Oyner
MpeyBenYeHIeM Ha3BaTh apQy INIaBHON HWHCTPYMEHTAIBHOW 3MOIeMOit OaneTHO# MapTHTYPbIL.
IloMuMO KpacHBBIX ¥ JIETKOY3HAaBaeMbIX HHTOHAIMA apda o00JamaeT W BaXKHOM
JpaMaryprudeckoi GyHKIUeH B pa3BuTHUr OaneTHOro ciokera. Tak, OueHb 4aCTO UMEHHO COJIO
apbbl mpenBapstoT mnepBoe mosiBneHue (ENtrée) riaBHOW TepoMHM Ha CLEHE WIH ke
Pa3BepHYTHIX CONBHBIX Bapualuii. Bmecre ¢ Tem uMeHHO maptust apdbl B Oanerax YaikoBcKoro
MEpexua MHOXKECTBO WM3MEHEHMH, pelakuuii v BapuaHToB. HaumHast c cambIX NEpBBIX
MIOCTAaHOBOK aBTOPCKUE KAJCHIMH KOMIIO3UTOpA IOIBEPraNCh YaCTBIM IPE0Opa3OBaHMSIM.
Ap®UCTBI TATOTENM K CO3JAHHIO HOBBIX BEpCHil KaJEHIHH, OCHOBAaHHBIX HAa TEXHUYECKHX
BO3MOXKHOCTSIX KOHKPETHOTO HCIIONHUTENS, BUAOMSMEHUM (GOpMYy H3JIOKEHUs, (akrypy,
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COKpalajii Wik paclupsin MaCIHTa6I)I, 3aMCHSIN TC WU UHBIC NIPUEMbBI 3BYKOU3BJIICYCHUSA U
T. O. Hrorom Takod WCIIONMHUATEIHCKON TNPAaKTUKKU CTAJI0 CYHICCTBOBAHHME HECKOJIBKUX
BapHaHTOB apq)OBI)IX KaJICHITUI BO BCEX TpEX OaJIeTHBIX MapTUuTypax KOMIIO3UTOpa.

THE HARP CADENZAS IN THE TCHAIKOVSKY BALLETS: TO THE AUTHORSHIP PROBLEM

It is well known that all ballets of the great Russian composer have the harp cadenzas. It
is been a long time; Tchaikovsky's beautiful harp solos were famous and have gained great
popularity. The timbre of the harp is really synonymous with the ballets by Tchaikovsky. It is no
exaggeration to say that the harp is the main instrumental voice of the ballets. Apart from the
wonderful and recognizable intonations, the harp also has an important dramatic function in the
development of a ballet plot. So, very often it is the harp solo that precedes the first appearance
(Entrée) of the main character on the stage or wide solo variations. At the same time, it was the
harp part in Tchaikovsky's ballets that went through many changes, revisions and variants. Since
the very first productions, the composer's cadenzas have undergone frequent transformations.
Harpists tended to create new versions of cadences based on the technical capabilities of a
particular performer, modified the presentation form, text, reduced or expanded the scale,
replaced certain methods of sound production, etc. The result of this performing practice was the
existence of several variants of harp cadences in all three composer's ballet scores.

DEJOPYEHKO Osnbra AmnarosibeBHa, KaHouoam
uckyccmbobedenys, — cmapwiuii  HAYHHBIL  COMPYOHUK,
cexmop  ucmounuxoBedenus,  Poccutickuni  uncmumym
ucmopuu uckyccmb, Camnkm-Ilemepbype, Poccus

Olga FEDORCHENKO, PhD, Senior Researcher, Source Study
Department, Russian Institute of Art History, Saint-
Petersburg

KoMI1103UTOP BAJIETHOM MY3bIKU LIE3APH I1VHM BHE BAJIETA

Uranssackuit kommnosurop Lesaps [Tynu (1802 — 1870) usBecteH, npexie BCero, Kaxk
COYMHUTENb OaNeTHOW My3bIKH, ¢ ycriexoM paborasimii B Jlonmone (1843 — 1850) u Cankr-
IerepOypre (1850 — 1870). B ucroputo My3biku 1 OaieTa OH BOILIEN KaK CaMbIi IUIOJOBUTBIN
aBTop, counHUBIIMH Oosee 300 GaneTHBIX MAPTHTYP, MHOIHUE U3 KOTOPBIX M CErOIHS C YCIIEXOM
UAYT Ha MHOrMX cueHax mupa. OxHako IlyHu OTHIOIL HE Cpasy CBsi3all CBOIO CyIbOy c
Tepricuxopoii. PeOeHOK-BYHICPKUH, HAIKCABIINI MepByl0 CUM(OHHIO B Bo3pacre 7 Jer,
BBIITYCKHUK MMJIaHCKOIM KOHCEPBATOPHH, OH YUHJICS y 3HAMEHHUTBIX MY3BbIKAHTOB TOI'O BPEMEHHU
— Aneccannpo Pomna u Borudarmo Asuonu. Ie3aps [TyHu HauMHAN CBOIO XYIOKECTBEHHYIO
JeATENBHOCT B CEPbE3HBIX MY3BIKAIBHBIX JKaHpax. OH COYMHSI JyXOBHYIO MY3BIKY IUIS
®panyecko IV 1’Ocre, repriora Monens! U Pepko, BEIMrpall KOHKYPC Ha COYMHEHHE MECCHI B
Koppemxko, rme obomren Tasrano [onuierru u CaBepuo Mepkaganre. Cpean psima
HarmcaHHbIX IlyHn cumdonmii Bblensercs cumdonus-ronoBonomMka «KaHOH» st ABYX
opkectpoB. B Munane, rie oH cnyxun B opkecrpe teatpa Jla Ckana (no 1834), yBuaenu cBer
10 omep, HamMCaHHBIX KOMIO3UTOpOM. JleBsiTh JeT, npoeneHHble [lynn B Ilapmke (1834 —
1843), mpuHecnTu eMy JHIIb COMHUTENBHYIO H3BECTHOCTH AupekTopa «Kasmno [laranuHmy.
3ato rozpl paborbl B JIOHZOHE BO3HECIH KOMIIO3UTOpAa Ha BEPIIMHY YCIIeXa, OKOHYATEIBHO
OTIPEIICNB €r0 CHEeNUATH3aliio0 Kak «OaneTHoro» counHuTens. [lepeexaB B Poccuro, Ilynu
CTaJl MITATHBIM KOMITO3UTOPOM OalIeTHOM My3bIKH J[MPEKIMH UMIIEPaTOPCKHUX TEaTpoB, HO HE
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OCTaBIISUT CHM(OHUYECKOr0 M AUPIKEPCKOr0 TBOPUYECTBA — OH PYKOBOIMI OpKECTpaMH B
1eTepOyprcKUX U MOCKOBCKUX JIETHUX CaJiax, COCTABIISISI My3bIKaJIbHbIE TIPOTPAMMBI U COUMHSS
MY3BIKY UL JIeTHHX TyiastHuA. Ocoboro BHMMaHUS 3acmykuBaiorT counHeHus Llesaps [lynm,
HalmMCaHHbIe UM JieToM 1855 roma — HECKONbKO MY3BIKAJIBHBIX IbeC W CHM(OHUS B Tpex
YacTsX, KOTOpble KOMIO3MTOP HOCBATII Ao0necTHbIM 3amurHukam Cepacromnomns. Hurepec
NIPEACTaBISIOT Takke Apyxeckue KoHTakThl Llesaps [lynn u Muxamna I'InHKH, 0 KOTOpBIX HE
YIIOMHMHAIH HCCIIE0BATEN TBOPYECTBA PYCCKOTO KOMITO3HTOPA.

CESAR PUGNI, THE COMPOSER OF BALLET MUSIC OUTSIDE THE BALLET

The Italian composer Cesare Pugni (1802 — 1870) is known primarily as a composer of
ballet music who worked successfully in London (1843 — 1850) and St. Petersburg (1850 —
1870). He has gone down in history as one of the most prolific composers of music and ballet
with over 300 scores, many of which are still performed to great acclaim on many stages
throughout the world. But Pugni did not tie his fate to Terpsichora right away. A child prodigy
who wrote his first symphony at the age of seven and a graduate of the Milan Conservatory, he
studied under the famous musicians of the time — Alessandro Rolla and Bonifazio Asioli.
Cesare Pugni began his artistic activity in serious musical genres. He composed sacred music for
Francesco IV d’Este, Duke of Modena and Reggio, and won a competition to compose a mass
in Correggio, where he beat Gaetano Donizetti and Saverio Mercadante. Among the series of
symphonies Pugni wrote, the puzzle symphony Canon for two orchestras stands out. In Milan,
where he served in the orchestra of the Teatro alla Scala (until 1834), ten operas written by the
composer were published. The nine years Pugni spent in Paris (1834 to 1843) brought him only
dubious acclaim as the director of the Casino Paganini. His years in London, however, brought
the composer to the height of his success, definitively determining his specialisation as a ‘ballet’
composer. Moving to Russia, Pugni became a composer of ballet music for the Imperial
Theatres Directorate, but did not abandon his symphonic writing and conducting — he led
orchestras in St Petersburg and Moscow's summer gardens, composing music programs and
music for summer festivals. Particularly noteworthy are works by Cesar Pugni that he wrote in
the summer of 1855 — several musical pieces and a symphony in three movements that the
composer dedicated to the valiant defenders of Sevastopol. Also of interest are the friendly
contacts between Cesar Pugni and Mikhail Glinka, which have not been mentioned by
researchers of the Russian musicologists.

®POJIOBA  IlomHa  AHapeeBHa,  achupaum, — kagpedpa
AHAAUMUHECKO20 MY3bIKO3HAHUSA, Poccutickas axadeMus Mysbiku
umeru Inecunwvix, MockBa, Poccus

Hayunen1 pykosomuTese — AOKTOp WCKyccTsoBereHvst Cycuiiko
Vipvna IlerpoBHa

Polina FROLOVA, Postgraduate Student, Analytical Musicology
Department Gnesin Russian Academy of Music, Moscow, Russia

Scientific adviser — Irina Susidko, Dr. Habil. (Doctor of Art Studies)

BAJET «CMEPU» B.b. BEPA:
«AJUIETOPUYECKOE» BOCITPUSITUE JEMCTBUTEJIBLHOCTU 1920-X rO10B

B 1920-e rogpl B 0aneTHOM HCKYCCTBE HAYMHAIOTCS AKTHUBHBIC ITOMCKH HOBBIX
JPaMaTyprudeckuX M KOMIIO3HIIMOHHBIX CPEJCTB JUISl BOIUIOLICHHS aKTYalbHBIX TEM TOrO

245



Bpemenu. Onna u3 HuX — Benukas OkTs0pbeckas peBomonust. B noxmane 6yaer paccMorper
«Cwmepu» bopuca bepa (1927), kak ogmH W3 0Opa3IOB BOIUIOMICHUS PEBONIOIUOHHON
TemMatuku B Oamere. OCOOEHHOCTH CIOKETa 3aKIIOYaeTCsl B aOCTParupoBaHHOCTH OT
peanbHOM JKU3HH, OT CIOKETHOH KOHKpeTHKH. JImOperrnct m mocraHoBmuK KacksH
loneiizoBcKkuiA CTaBHII LETBIO TIOJaTh OCHOBHOE COJlep KaHKe Oaiera BHE BPEMEHH, MECTa U
obcrosTenbeTB. B 0000mIEHHOM IUIaHE OTPAXKEHO KIIACCOBOE pa3felieHHe, pe3Ko
o0o3HauMBIIeeCs B TEpBbIE IecATHIeTHs XX Beka. bypixyasns, kak HaricaHo B JIMOPETTO,
npezacTaBiIeHa oOpazaMy Brianplku W «pynrmod MNpPUIBOPHBIX», <(IIPHONIDKEHHBIX» U
«@PUCTOKPATOB», €l NMPOTHBOCTOUT «TpYMIIa mpotectay (omnpeneneHus ['onei3oBckoro), B
KOTOpOH yransiBaeTcs Kiacc nposerapueB. CONMaIbHBIN KOHTEKCT MOAYEPKHYT MY3BIKOH
Bepa. Jlnst mepBoii cdepbl 00pa30B KOMIO3UTOP HUCHONB3YeT KBA3HAKaIEMIUECKYI0 MY3BIKY,
W3BICKAaHHBIE TaHIBl, a TaKKe CUUTABIIMHCS OypKyasHBIM (oOKCTpoT. Bo BTOpOi
MIPE/CTaBIeH MY3bIKAJIBHBI TEeMaTH3M, CBS3aHHBIA C o00pa3aMH MEXaHHCTHYECKOro
JBIDKEHVS, (QU3KYIBTYpHBIX IUIACTHUeCKUX QopM. I[lobeny «Tpymmmbl NPOTECTYIOIINX )
BeHUaeT 3By4aHue «llHTepHammoHana». «['paHAMO3HBIN ¥ aKTyaJbHO-TEPOWYECKHi» (U3
noxkymeHnToB qupekiuu 'ABT) 3aMbIcest He MOTy4MII JOMKHOTO CLIEHHYECKOTO BOILIOMICHHS.
Ilocne psapa penerunmii, I'oneii3oBckuii mpocun agmuHucTpauuto boneimoro teatpa, rue
ObliTa 3aIUTaHUPOBaHA TIPEMbepa, OTMEHUTH crieKTakian. ClieHsl ¢ BiagpIku v ero CBUTOH 1Mo
CHJIE W IPKOCTH MY3bIKaJIbHOM M IUTACTUYECKOH BBIPA3UTEIBHOCTH MEPEBECHIIN BIICUaTICHHS
OT 3MU30JI0B C «TPYIIOH IPOTECTa», TEM CaMbIM JIaB TOBOJ KPUTHKaM OOpYIIMTH Ha GajeT
rpax ynpekoB. B wurore, «Cmepuy» ocTaicsi OSKCIEPUMEHTOM, «CHMBOJIMYECKHM)
BOIUIOLIEHHEM PEBOJIIOIMOHHBIX MW, 4YTO, B IPHHIMIE, COOTBETCTBOBAJIO HPHUPOAE
OasierHoro cnekrakis. OIHAKO SKCHEPUMEHT HE MOJNYYWs, NMO-BUAUMOMY, aKTYalbHOW JUis
CBOETO BPEMEHH MY3bIKAJIbHOIO U CLIEHUYECKOTO BOMIIOLICHHS.

THE BALLET SMERCH BY BORIS BER:
AN ALLEGORICAL REFLECTION OF THE REALITY OF THE 1920s

In the 1920s, an active search for new dramatic and compositional means began in
ballet art to embody the topical themes of that time. One of them is the Great October
Revolution. The report will consider Ber’s the Smerch (1927), as one of the examples of the
embodiment of revolutionary themes in ballet. The peculiarity of the plot lies in the deliberate
abstraction from real life. Librettist and director — Goleizovsky aims to present the main
content of the ballet outside of time, place and circumstances. Despite this, there is a
connection between the class division characteristic of the era of the turn of the century and
the October Revolution. Thus, the bourgeoisie is ‘expressed’ by the images of the Vladyka
and the ‘group of courtiers,” ‘confidants’ and ‘aristocrats,” and the ‘protest group’ (by
Goleizovsky) opposing them can be compared with the insurgent red revolutionaries. The
social context is emphasized by the music of Ber. For the first sphere of images, the composer
uses quasi-academic music, exquisite dances, as well as the bourgeois foxtrot. The second
presents musical thematics associated with images of mechanistic movement, physical culture
plastic forms. The victory of the ‘group of protesters’ is crowned by the sound of the
International. The ‘grand and actual-heroic’ (from the documents of the directorate of the
Bolshoi Theater) idea did not have the proper stage embodiment. After a series of rehearsals,
Goleizovsky himself asked the administration to cancel the performances. The scenes
depicting Vladyka and his retinue outweighed the ‘protest group’ in terms of the strength and
brightness of the statement, thereby giving rise to criticism to fall indignantly at the ballet. As
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a result, Smerch remained an experiment, a ‘symbolic’ embodiment of revolutionary ideas,
which corresponded to the nature of a ballet performance. However, the experiment did not
receive, apparently, a musical and stage implementation that was relevant for its time.

XAVIPYTOVMHOBA  [Innua  dnroposHa,  kandudam
uckyccmbobedenus, 0oyeHm, NPoOpeKmMop No HAYHHOU
Oeamenvrocmu  u  Bonpocam  pasbumus, Kasamckas
eocyoapcmbenmasn KoHcepBamopus UMeHU
H. T'. >KueanoBa, Kasanv, Poccus

Diliya KHAIRUTDINOVA, PhD, Associate Professor, Vice
Rector for Research and Development, Zhiganov Kazan
State Conservatoire, Kazan, Russia

«DATBIX» U «KEJITBIN AUCT» HABUBA JKUT AHOBA: ICTOPHMU HECOCTOSIBILIMX CS BAJIETOB

Hasu6 Tas3oBuu XKuranos (1911-1988) — kpymHeiiiumnii TaTapcKkuii KOMIIO3UTOP,
BHECIINI HEOIICHUMBII BKJIaJ] B pa3BUTHE TaTaPCKOr0 MY3BIKAIEHOTO TeaTpa Kak co3uaTelb 8
orep U 2 GanetoB («3rorpay, munorus «/se nerenns»). banernoe TBopuectBo H. JKuranosa
Morjio OBl OKa3aTbCs Ooliee BECOMBIM, €CIH OBl BCE 3aMBICIBI KOMITO3UTOpA, MPOMIT Bce
9Tambl TBOPUECKON PabOoThI, IONYYWIH CBOE CIIEHHYECKOe BOILIOIIeHHe. Pedb uuer o aByx
HecocTosiBIIMXCs Oanerax «Datbix» n «OKenTelit aucT», HaJy KOTOpEIMU JKHTaHOB TPYIHICS C
HEBEpPOSTHBIM  yBieueHHeM. PabGora wHag OameroM «®PaTbix»  OCYIIECTBISIaCh B
COTpYAHMYECTBE C IepBbIM TaTtapckuM Oanermelicrepom I'. Tarupossim B 1943 romy.
Cnekrakib ObUT OJM30K K IPEMBbEPHOMY II0Ka3y, BEIIMCh PENETULIMHU, paclieyaTaHbl aduUIIHy.
OHaKo ero MocTaHoOBKa COpBaJach, 3TO CIYYWJIOCH 3@ I'OJl O MOSABICHUA Oanera «310rpay.
Wnes coznanus Oanera «KenTplid anct» Bo3nukia nocine noe3naku H. XKuranosa B Kuraii B
1958 roay. BrocneacTBun My3bIKajdbHBIE 3CKHM3bI K «OKenroMy aucTy» JIerjd B OCHOBY
CrouThl Ui Oonbluoro cuMpoHnueckoro opkecrpa «Cumdonudeckue Hosestsl». Pabora
KOMITO3UTOpa HaZ «XKeNThIM anucToM» MPeJBOCXUTHIIA MOSBICHHUE AMIOTHU «JIBe JereHap»
(1971). B pmoknajme, Ha OCHOBE COXPAHMBIIHXCS APXUBHBIX MATEPHAOB W PYKOMHCEH
JKuraHoBa, pacKpbIBAalOTCS NETaId €ro TBOPYECKOH pabOThl HAajJ CO3JAaHHMEM MY3BIKH K
HECOCTOSIBIIMMCSL OajieTaM, a TakKe BBIABIACTCd MX BIMSHUE Ha pa3BUTHE OaJeTHOroO
TBOPYECTBA KOMIIO3UTOPA B LIEJIOM.

FATYKH AND YELLOW STORK BY NAZIB ZHIGANOV: STORIES OF FAILED BALLETS

Nazib Gayazovich Zhiganov (1911-1988) is the greatest Tatar composer who made
an invaluable contribution to the development of the Tatar musical theater as the creator of 8
operas and 2 ballets (Zyugra, the dilogy Two Legends). Zhiganov’s ballet creativity could be
more significant if all the composer’s ideas, having gone through all the stages of creative
work, received their stage embodiment. We are talking about two failed ballets Fatykh and
The Yellow Stork, on which Zhiganov worked with incredible enthusiasm. Work on the ballet
Fatykh was carried out in collaboration with the first Tatar choreographer G. Tagirov in 1943.
The performance was close to the premiere, rehearsals were underway, posters were printed.
However, his production failed, it happened a year before the appearance of the ballet
Zyugra. The idea of creating the ballet The Yellow Stork arose after Zhiganov’s trip to China
in 1958. Subsequently, musical sketches for The Yellow Stork formed the basis of the suite for
a large symphony orchestra Symphonic Novels. The composer's work on The Yellow Stork
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anticipated the appearance of the dilogy Two Legends (1971). The report, based on the
surviving archival materials and manuscripts of Zhiganov, reveals the details of his creative
work on creating music for failed ballets, and also reveals their influence on the development
of the composer’s ballet creativity as a whole.

XOXJIOBA Hapbs EBreHnesHa, Kkanouoam
uckyccmbobedenus,  nepbas  corucmxa  basema,

Boavuion meamp, Mock6a, Poccus & >
Daria KHOKHLOVA, PhD, First Ballet Soloist, Bolshoi . |
Theatre, Moscow, Russia N

CLEHOIPA®UA BAIETA JI)XK. HOUMAMEPA «AHHA KAPEHUHAY: XYJIOXKECTBEHHBIE ACIIEKTHI
ABTOPCKOI TPAKTOBKH JIMTEPATYPHOI'O [IEPBOMCTOYHUKA

IMpenmerom  fokiana  SIBIAIOTCS  XYAOXKECTBEHHO-IOCTAHOBOYHBIC — PEILICHHS,
HCTIoNb30BaHHbIe Xopeorpadom J[xonom Hoiimaiiepom mpu odopmiieHnn Oanera «AHHA
Kapennna» (2017 r.). VX BbIfABIEHME W aHAIM3 NPOBOIUTCA C LEIBIO ONpPEACICHUS
CEMAaHTHYECKUX JIOMUHAHT B TpakrtoBke ctoxera JL.H. Toncroro m moHumaHus upaeiHoro
3aMbIclla aBTOpA, BBICTYNMBIIEro B Oanere u xopeorpadom, u creHorpadom. B mpouecce
U3Y4CHUsS CHEKTAKIsd aBTOp [OKJIala MCIONB30BAl METOJ BKIIOUEHHOrO HAaOIIOAEHUS
(ocHOBaHHBII Ha JIMYHOM ombITe paboTsl ¢ Holimaiiepom nan maprueit Kuru). besycinosHo,
€Oo371aBasl CLIEHWYECKYI0 MHTEPHPETAIMIO CTOIb 3M0XaIbHOIO JIUTEPATYPHOTO NMPOU3BEACHHS
kak poman Toncroro, Hoiimaiiep ObuUT B  ONpelelICHHOW CTENEHH OrpaHUYeH
MIOCTAHOBOYHBIMH BO3MOXKHOCTSIMH OaJIeTHOTO CHeKTakis. Xopeorpady ObUI0 HEOOXOIMMO
BBITSHYTb» W3 MHOTOYPOBHEBOIO CroXKeTa ToJCTOro OIHy KIIOYEBYIO HUTbh, H30paTh
XYJOXKECTBEHHO-00pa3HbIiH M peXUCCepcKUil (OKyc crekraknsd. L[eHTpoM KoHLenIuu
Hoiimaiiepa craHOBHTCS «CeMbsl» Kak IOHATHHHOE 00oOmmeHne. Xopeorpaduuecku H
PEKUCCEPCKH OHO PACKpPBIBAETCS Yepe3 00pa3HO-CUMBOIMYECKYIO HCTOPHUIO TPEX ceMeil, Ipu
BCEM Pa3HOOOPa3uU U JpaMaTH3Me NPOUCXOALINX COOBITUI SBIISIOLIYIOCS JIUIIb COCTABHON
4acThI0 CMBICIIOBOM aOctpakuuu. baner «Anna KapennHa» cocrout u3 nByx nedcrsuii. B
CMEKTAaKJIE OTCYTCTBYIOT pa3JelieHHble IEKOPAllMOHHBIMH IEPEMEHAMM «KapTUHBI», IIPU
9TOM CMEHa MeCTa JISHCTBHS NMPOUCXOAUT KpalHe YacTo. DTO OCOOEHHO 3aMETHO B IIEPBOM
aKTe, COZICp)KallleM OKOJIO YeThIpHauaTH rnepemeH. [ mogo0HBIX MOCTAHOBOYHBIX 337ad
CTaTUYHBIE JEKOPAIlOHHBIE KOHCTPYKIMM OKa3aluch Obl Oecrmone3HsiMu, W Hoiimaiiep
MOJIHOCTBIO OT HUX OTKa3bIBacTCs. OCHOBHBIMM JIEKOPAILIMOHHBIMHU 3JIEMEHTaMM OH JeTaeT
BPAILIAIOIINECs] MPSIMOYrOJbHbIC OJOKH-CTEHBbI, @ ©IMHCTBEHHOH CTaTUYHOH AeKoparmeit
CTAHOBUTCSI MPOXOZSAIAsl IO aBAHCILEHE JKeJIe3Hasl I0pora UTPYLIEUHbBIX pa3MEpOB C MOE310M
U 3€JIEHBIM 1apOBO30M. MUHHMMAIIMCTUYHOE M JIETKO TpaHchopmupyromeecs odopmieHue
Oanera «AnHa Kapennna» Hoiimaiiep HacblmaeT o0pa3aMu-CHUMBONIaMH (CTYJ — OTHOIICHUS
B CEMbE, MENIOK — TIpexu AHHBI, HUIPYyIIEYHbIH MapoBo3 — MAETCTBO). BrlABieHHME U
pacimmMppoBKa CHMBOJMKH aBTOPCKMX BBIPA3UTEIBHBIX OJIEMEHTOB, IPEANPHHSTHIE B
HACTOSIILIEM MaTepHaje, MO3BOISAIOT MPUOIM3UTBCS K NOHUMAHMIO HMICHHOH KOHIENIUH
crektakis. Takke AeTanbHbIi aHanu3 cueHorpaduu Oanera Hoiimaliepa crmocoOcTBOBa
OIpEJICTICHHI0 TAaKUX IOCTAaHOBOYHBIX MPHEMOB Xopeorpada, Kak HacJIOCHHE CIICH, CMEHa
JeKOpaluii B JCHCTBHHM, CO3/JaHME HECKOJBKUX CIIEHHYECKHX IUIAHOB, MWCIIOIb30BAHHUE
CTPYKTYpBl JE€KOpalWi, UHTETpauusi BUACOCHEMKH. MOXHO caenaTh BBIBOJ, YTO B CBOEH
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xopeorpagudeckoii TpakToBKke pomana Toicroro Hoiimaiiep akTWBHO HCHIOIB3yeT
MIOCTAaHOBOYHBIE TIPHEMBI, XapaKTepHBIE [UIS JpaMaTHIECKOro TeaTpa, CHOCOOCTBYs
PacCIIMPEHNIO CIEKTpPa CIIEHOrpadhIecKuX peIeHn OaeTHOTro CIeKTAKIISL

SCENOGRAPHY OF JOHN NEUMEIER’S BALLET ANNA KARENINA:
ARTISTIC ASPECTS OF THE AUTHOR’S INTERPRETATION OF THE LITERARY SOURCE

The subject of this presentation is the artistic and staging solutions applied by John
Neumeier in choreographing the ballet Anna Karenina (2017). Their determination and
analysis is carried out in order to reveal the semantic dominants in interpretation of Lev
Tolstoy’s novel and understand the ideological intention of the ballet author, who is both a
choreographer and a production designer. The research is based on the comprehensive
approach. In the course of historiographical analysis, were used the lectures given by
Neumeier prior to the Moscow premiere of Anna Karenina. The presentation also contains
video materials from the archives of Hamburg ‘Ballettzentrum’ and Moscow Bolshoi Theater.
The method of inside observation (based on the personal experience of working with
Neumeier on the role of Kitty) was also applied. Neumeier saturates the minimalistic and
easily transformable design of the ballet with symbolic images (chair, bag, door, toy steam
train), as well as uses staging techniques such as layering of scenes and change of scenery in
motion, exposure of the structure of decorations, creation of several scenic plans, use of
videography. Detailed semantic analysis of scenography, which became the key research
instrument, allows concluding that in his choreographic interpretation of Tolstoy’s novel,
Neumeier actively uses staging techniques characteristic to drama theater, broadening the
range of scenographic solutions for the ballet performance. The author was able to determine
and decode the symbolism of the original expressive elements and images by in-depth
analysis of the ideological concept of the performance.

IHAPETPAIOCKAJI TaTbsiHA BiagummposHa, doxrmop
uckyccmbobedenus,  npocgpeccop,  HAuAABHUK  OmOedd
MexXO0yHapoOHbix cBaseil u mBopueckux npoexmob, kagpedpa
aHaiumuyeckoeo  MysvikosHanus, Poccuiickas  axademus
umenu I'necunvix, Mock8a, Poccus

Tatiana TSAREGRADSKAYA, Dr. Habil. (Doctor of Art Studies),
Full Professor, Head of Department of International Relations
and Creative Projects, Analytical Musicology Department,
Gnessins Russian Academy of Music, Moscow, Russia

MYV3bIKA U XECT B MICKYCCTBE BTOPOI ITOJIOBUHBI XX BEKA

K nauamy XX Beka TpaAWIMOHHOE MOHMMAHHE MY3BIKM KaK BMIA UCKYCCTBa, B
KOTOPOM MpHU3HAETCS JIHMIIb BO3MOXKHOCTH OPraHW30BAaHHOTO COYETAHUSI 3BYKOB MEXKAY
coboif, mepecraer ObiTh peneBaHTHHIM. CoOBepLIaeTCS KapAWHAIBHOE MEPEOCMbICICHUE
MY3bIKH C TIO3UIMU TEJIECHOCTH, YTO MPOHCXOAUT B paborax M. Mepmno-Ilontu, P. Bapra, T.
AJIIOpHO, KOTOpBIE BBOAAT B OOMXO[] MPE/ICTABICHHE O HCECMO80M XapaKTepe My3bIKaIbHOTO
nckycctsa. I1oBOpoT B CTOPOHY OCMBICTIEHHS ABUTATEIBHOI MPUPOABI MY3BIKU IPOUCXOAUT B
pasHeix cdepax: HCIOIHUTEIBCKOH, MY3BIKATbHO-TEOPETHIECKOH, KOMITO3HTOPCKOM.
Ilonrmanue «KEeCTOBOIN COCTABISIONIEH My3BIKAIBHOIO HCKYCCTBA MEHSET HHTEPIPETAIUIO
€BPOINCICKOro HCKYCCTBA B IIEJIOM: OT OCO3HAHMS BIUSHHS HHCTPYMEHTOCTPOSHHS HA
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My3BIKaIbHYI0 Komrosunuio (H. ApHOHKyp) [0 OCMBICIEHHS JKECTOBBIX (PEHOMEHOB B
MY3BIKE pa3HbIX 3M0X: 0apOKKO, KiIaccHI3Ma, pomanTuiMa (Y. Amnanbpyk, P. Xarren). s
MY3BIKH BTOPOH MONOBUHBI XX BEeKa «MY3BIKAJIBHBIN KECT» CTAHOBUTCS OJHOH M3 BaXKHBIX
COCTaBIISIOIINX, BXOAAIINX B COCTAB OCHOBHBIX KOMIIO3WIIOHHBIX (pEHOMEHOB, Oepymx Ha
cebs pynknmu moruBa win Temsl (JI. Bepno, b. ®épanxoy). OnHoll u3 caMbIX SIpkuX chep
TIPOSIBIICHHST JKECTOBOCTH CTAHOBHUTCS (WMHCTPYMEHTAJbHBIN Tearp», B KOTOPOM MOXHO
BH/IETh IIepecedeHre OaleTHOI (IBHTaTelbHOH) M COOCTBEHHO 3BYKOBOH cruxum (M.
Karens).

Music AND GESTURE IN ART OF THE SECOND HALF oF THE 20™ CENTURY

Traditional understanding of music as an art of organized sounds becomes irrelevant
to the beginning of the 20" century. Global reinterpretation of musical art as a phenomenon
of corporeality takes place in the works of famous philosophers such as Maurice Merleau-
Ponti, Roland Barthes, Teodor Adorno who introduce the notion of musical gesture into the
sphere of art criticism and musical esthetics. The general turn to the interpretation of music as
gestural phenomenon takes place in different spheres of performance, theoretical,
compositional. The understanding of musical art as a gestural activity changes the
interpretation of the whole musical art history: from influences of instrument building on
musical composition (as shown in Harnoncourt’s writings) to interpretation of gestural
phenomenae in music of different epochs: Barock, Classical, Romantic (W. Allanbrook, R.
Hatten). Musical gesture becomes especially important as a concept for music of the second
half of the 20" century where it often becomes a starting point for composition similar to
theme or motive (Luciano Berio, Brian Ferneyhough). Among others the sphere of
instrumental theatre acquires a special importance with its intercrossing of corporeal and
specifically sound phenomenae (M. Kagel).

IOBbITAHKOBA Haranes1 BiammcoiaBoBHa, cmydenmxa 3 Kypca
(bakasaBpuamy), Unemumym ucmopuu, Cankm-
Iemepbypeckuti eocydapcmbennvii yrubepcumem, Cankm-
Ilemepbype, Poccus

Hayunelin pykoBoguTenb - KaHOWIAT —VICKYCCTBOBEIEHVIS
Muxariosa Enlena AHppeesHa

Natalia TSYGANKOVA, 3rd Year Student (undergraduate),
Institute of History, Saint Petersburg State University, Saint
Petersburg, Russia

Scientific adviser — Elena Mikchailova, PhD

Poiib BAJIETA «30J1VIIKA» B TBOPYECTBE BAJIETMEUCTEPA K. M. CEPTEEBA

Koncrantun Muxaitnopuu Ceprees (1910-1992) — He TONBKO W3BECTHBIM TAHIIOBIIUK
teatpa uM. C. M. KupoBa, HO 1 BBLAAIOIIMIACS coBeTCKuit Ganermerictep. KiroueByro poib B
€ro TBOPYECTBE KaK CO3JaTelNlsl KPYIHBIX TaHLEBAJIBHBIX (OpM chirpai Ganer «30iylika», B
koropoMm CepreeB BriepBbIe BBICTYIHI B Ka4eCTBe MTOCTaHOBIIMKa-xopeorpada. B 1943 r. K. M.
CepreeB, CTaBHBILHIA 710 3TOr0 BPEMEHH JIMIIIb HEOOJBIINE KOHIIEPTHBIE HOMEPA, MPUCTYIUI K
pabote Hax «30IyIIKOi»: ero Ha3Ha4YeHHe OaleTMEHCTepOoM CIIEKTaKIIsl, INTAHMPOBABIIErocs K
mocranoBke B Tearpe M. C. M. KupoBa, cramo crmexctBmeM oOTkaza OT  paboThI
B. M. Yabykuanu. Co3fanne Ganera MpOXOIWIO B TECHOM COTPYAHHYECTBE OaneTMeiicrepa ¢
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xomnosutopoM — C. C. [IpoxodseBbiM. CormacHo martepuanam, coxpaHuBmmmcs B Otzerne
pyxormuceit PHB, [pokodbes npucnymmBancs k maHeHUI0 Cepreea: KoncrantiH MuxailinoBmd
CTaJI IPUYACTEeH K CO3JaHHIO HE TOIBKO Xopeorpadiu, HO U IpaMaTypruyl cnekTakiis. Mys3bika
1 Xopeorpadus JOMONHSUIN APYT ApyTa, YTO CIOCOOCTBOBAJIO HaubOIIee ITOMHOMY PacKPBHITHIO
XY[IOKECTBEHHON KOHIenuuy Oanera. bamer ObUT BIEpBbIE NPENCTaBICH B MOCKOBCKOM
Bonpmom Tearpe 21 HosiOpst 1945 r. OmHako He TONBKO O(OpPMIIEHHE CHEKTaKiIsi, HO H
OPKECTPOBKA, YaCTHYHO BHIIOJIIHEHHAs auprkepoM [lorpeOoBbIM, HE COOTBETCTBOBaA HIee
C. C.IlpoxodpreBa. HcruHHOM mpembepoid Oanera  «30iymika», COIJIAaCOBAaHHOW ¢
KOMIIO3UTOPOM, CUATAETCSI TIEPBOE NPEJICTABICHIE JICHUHT PAICKOH ITOCTaHOBKH 8 ampenst 1946
r. Perien3un Ha OCTaHOBKY C OIEHKOH CIEKTaKJIsl M pabOTHI €ro co3nareseil myOInKoBaInCh B
kpymHbIx razerax. B LII'AJIN CII6 Taxxe coxpaHmIack CTeHOrpaMMa 00CYKISHHS «30ITyIIKID
npu qupeknun Teatpa uM. C. M. Knposa ot 2 ampenst 1946 1. (1. e. HakaHyHe HPEMbEpHI).
OnHOM M3 OCHOBHBIX TeM OOCYXKIICHHs CTajla BBICOKas oreHKa paborel CepreeBa, BIEpBBIE
BBICTYNIMBIIIETO B KadecTBe Oanermeiicrepa. bamer «3omymkay ceirpan BakHYIO poib B
TBOpUeckoii cyapoe K. M. Cepreesa: ycniex rnepBoii TOCTaHOBKH CITOCOOCTBOBAJ MPHUBIICUSHHUIO
€ro B KadecTBe OayieTMeiicrepa K paboTe HaJl JPYTUMH CIIEKTaKISIMH, HEKOTOPBIE M3 KOTOPBIX
CITyCTSI IECATUIIETHS IPOJODKAIOT BXO/IUTH B penepTyap MapHHUHCKOro TeaTpa.

THE ROLE OF THE BALLET CINDERELLA IN THE KONSTANTIN SERGEEV’S WORK

Konstantin Mikhailovich Sergeev (1910-1992) is known not only as one of the most
popular dancers of the Kirov Theater.: he is also an outstanding Soviet choreographer. A key
role in his work as the creator of large dance forms was played by the ballet Cinderella, in
which he first tried himself as a choreographer. In 1943, Sergeyev, who had staged only small
concert numbers up to that time, began to work on Cinderella: his appointment as the
choreographer of the performance, which was planned to be staged at the Kirov Theater, was the
result of Vakhtang Chabukiani’s refusal to work. The creation of the ballet took place in close
cooperation between the choreographer and the composer — Sergei Prokofiev. According to the
materials which were preserved in the Manuscripts Department of the Russian National Library,
Prokofiev listened to the opinion of Sergeev: Konstantin Mikhailovich became involved in the
creation of not only choreography, but also the dramaturgy of the performance. Music and
choreography complemented each other, which contributed to the fullest disclosure of the
artistic concept of ballet. The ballet was first presented at the Moscow Bolshoi Theater on
November 21, 1945. However, not only the design of the performance, but also the
orchestration, partially performed by the conductor Pogrebov, did not correspond to the idea of
S. S. Prokofiev. Therefore, the true premiere of the ballet Cinderella is considered to be the first
performance of the Leningrad production on April 8, 1946. Reviews of the production were
published in major newspapers: the audience, ballet scholars, artists gave a comprehensive
assessment of the performance and its creators, mainly Sergeev. The Central State Archive of
Literature and Art in St. Petersburg has preserved a transcript of the discussion of the ballet
Cinderella at the Directorate of the Leningrad Order of Lenin Theater named after S. M. Kirov
on April 2, 1946 (on the eve of the premiere). One of the main topics of discussion was the
appreciation of the work of Sergeev, who performed as a choreographer for the first time. The
ballet Cinderella took a big place in the life of Sergeev: the success of the first production
helped to attract him as a choreographer to work on other performances, some of which decades
later continue to be included in the repertoire of the Mariinsky Theater.

251



UEPEMHBIX Enena BrnagumwupoBHa, MY3biKaAbHbITL KPUMUK,
ucmopux, kypamop pecmubasvrvix npoexmos, sxcnepm
Hayuonarvnon meampasvroil npemuu «3040mas Macka»,
Mocxk8a, Poccus

Elena CHEREMNYCH, Music Critic, Historian, Curator of
Festival Projects, Expert at the Golden Mask National
Theater Award, Moscow, Russia

OIIBIT PEKOHCTPYKLMH 3ABBITOIO BAJIETA JK10J151 TTEPPO C IMO3ULIMU KYPATOPA

B noxiaze Oyner paccka3aHO Kak POXKAAJICS M PEaIM30BbIBAJICS 3aMbICEN IOCTaHOBKH
Oarera «Karapuna, wm Jloub pas0Ooiinmka». Bmepsrle oH Oput mokazan B Teatpe Ee
Bemmuectsa B Jlonnone B 1846 romy. Ycnex mpembepsl ObIT OTYacTH OOYCIIOBIIEH TEM, UTO
TJIaBHBIH MY)KCKOW mepcoHaxk Oanera — nranbstHekni xynokHuk XVII Beka CanpBarop Poza —
OKa3aICA CPOJHH OalipOHNUECKNM (UrypaM aHITIMHCKOro POMaHTH3Ma. XapaKTepHYIO NapTHIO
pazboiiHrka J[psIBOIMHO MCHONHI caM aBTop Oaiera — xopeorpad u nmbpertuct JKromb
[leppo. baner 1men Ha eBponeHCKUX CLIEHaX, B TOM 4ucie U B Poccuu, B pa3HBIX pelakuusx ¢
1846 o 1895 roxn. B maprum Karapuns! BbicTynanu Bexymue OGanepussl, B X ducie JIrocuib
I'pan n ®annn Dnbenep. 3a monBeka OajeT pa3poccst U3 OIHOAKTHOTO B TPEXaKTHBIN, B HEM
CMEHWINCh TPU (HHAJIA — TPArUdeCKUH, paMaTHyuecKuil U cyacTiuBblid. [ToTom Ganer ObuT
3a0bIT Gonee ueM Ha uenoe cronerne. Bospoxnenne Oanera cocrosuiock B 2021 romy B
KpacHosipckoMm Teatpe omneps! 1 Oanera umeHd M. XBOpOCTOBCKOro. OTo Haubonee IonHas
Bepcus Oajiera B TpeX aKTax M IATH KapTHUHAX, Bocco3laHHas xopeorpadamu Cepreem
Bobpoeiv 1 FOnmanoit Manxacsiai. Criekrakib JUIMTCS TPH C IOJOBUHOW 4Yaca, B HEM
IIpeJICTaBIICHBI BCE TP BapuaHTa GuHano. Xors xopeorpadus XKromns [leppo He coxpanunacs,
[0 HUCTOPHYECKHM HCTOYHHKAM IIOAPOOHO BOCCO3/aHA MAHTOMUMHAs «a30yKa >KECTOB» M
JOIyaHTHas JIGKCHKA €ro 9MoXH. B crexrakie cobiroaeHs! kiaccudeckue gopmarsl Tpex Grand
Pas. Peruenue >xaHpPOBBIX 3MU30[0B BOCXOAMT K HTAIbSHCKOM JKMBOIMCH B TPAJULMU
«Oambouanpy. B cuenorpaduu (XymoXKHUK-MOCTAaHOBUIMK AJboHA [IMKaaoBa) YacTUUHO
ucnonp3oBanbl 00passl CanbBaropa Posbl (mepBasi kapruHa — «B AOpyHIkux ropax),
MPUCYTCTBYET U ACTETHKA KHMXXKHOW I'PABIOPBI: HAYAJIO0 KAXJOHW U3 IIATH KapTHUH U KAXKIOro U3
Tpex (UHAJIOB CONPOBOXKICHO IMOSBICHUEM KapTyllell ¢ MHHMMAIBHBIM CHHONCHCOM. B
kocTiomax «KarapuHbl» (XymIOKHHK 10 KocTiomMam — Enena 3aiilieBa) OTHpaBHOW TOYKOM
ciyxunu dcku3bl Eprennst [TonomapeBa, Haiinennbie GaieroBenoM Osbroit demopyeHko B
Cankr-IletepOyprckoM My3ee TeaTpalbHOrO M MY3BIKAJIBHOIO HCKyCCTBA. XYyHIOXKHHUIIA
COXpaHWIa HX MHOIOCIOMHOCTH M HEKOTOpble JeTanu (Bpome TreTp, HMHTHPYIOLIUX
LIHYPOBAHHbIC CAIOKKU Pa300HHMLI), HO MpPUIaJa YaCTH OJCSHUI COBPEMEHHYIO TEKCTYPHYIO
JIETKOCTh. BakHBIM I BceX OKaszajcs BONPOC: YTO MOJNYYHIOCH B pe3yibrare —
«PEKOHCTPYKIMS», «PECTaBpaLys» WK «pefakimsi»? OTBET Ha HEro TOKe MPO3BYYHT B paMKax
JIOKJIaJa, KOTOPBIi Oy/IeT COMmpOBOXK/IEH MOKa30M (hOTO-MATEpPUAIOB U BHACO(PPArMEHTOB.

THE EXPERIENCE OF RECONSTRUCTING THE FORGOTTEN BALLET BY JULES PERROT FROM THE
PosiTioN oF A CURATOR

The report will tell how the idea of staging the ballet Catarina ou la Fille du bandit
was born and realized. It was first performed at Her Majesty's Theater in London in 1846.
The success of the premiere was partly due to the fact that the main male character of the
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ballet, the 17th-century Italian artist Salvator Rosa, turned out to be akin to the Byronic
figures of English romanticism. The characteristic part of the robber Diavolino was
performed by the author of the ballet himself — choreographer and librettist Jules Perrot. The
ballet was performed on European stages, including in Russia, in various editions from 1846
to 1895. Leading ballerinas performed as Catarina, including Lucile Grahn and Fanny Elssler.
For half a century, the ballet has grown from a one-act to a three-act, it has changed three
endings — tragic, dramatic and happy. Then the ballet was forgotten for more than a century.
The revival of the ballet took place in 2021 at the Krasnoyarsk Opera and Ballet Theater
named after Dm. Hvorostovsky. This is the most complete version of the ballet in three acts
and five tableaus, recreated by choreographers Sergei Bobrov and Yuliana Malkhasyants. The
duration of the performance is three and a half hours, it presents all three versions of the
endings. Although the choreography of Jules Perrot has not been preserved, the pantomime
‘ABC of gestures’ and the prepointe vocabulary of his era have been recreated in detail
according to historical sources. The performance follows the classic formats of the three
Grand Pas. The solution of genre episodes goes back to Italian painting in the tradition of
bambocciada. The scenography (stage designer Aliona Pikalova) partially uses the images of
Salvator Rosa (the first tableau is Bandit camp in the Appennino Abruzzese), there is also the
aesthetics of book engraving: the beginning of each of the five tableaus and each of the three
endings is accompanied by the appearance of cartouches with a minimal synopsis. In the
costumes of Catarina (costume designer — Elena Zaitseva), the starting point was the sketches
of Yevgeny Ponomarev, found by ballet expert Olga Fedorchenko in the St. Petersburg
Museum of Theater and Musical Art. The artist retained their layering and some details (such
as spats imitating the lace-up boots of female bandits), but gave parts of the robes a modern
textural lightness. The question turned out to be important for everyone: what happened as a
result — ‘reconstruction,” ‘restoration’ or ‘editing?” The answer to it will also be given as part
of the report, which will be accompanied by a display of photo materials and video clips.

YEPEMYUIKMH Ilérp TepmamoBma,  kandudam
uckyccmbobedenus, doyenm, Poccuiickas axademus
HApOOHO20 x03AlicmBa U eocyoapcmbeHHOn CAYkObl,
Mocxk8a, Poccus

Pyotr CHERYOMUSHKIN, PhD, Associate Professor,
Russian Academy of National Economy and Public
Administration, Moscow, Russia

AJIEKCAH/IP BEJIEPHUKOB — PABOTA B BAJIETE
(11O MATEPUAJIAM KHUT'A « AJIEKCAHJIP BEJIEPHUKOB: TJIABHbII JIUPVIKEP)

IpopaboraBmmii ¢ 2001 mo 2009 rox riaBHBIM [IUpKepoM bonbimoro Tearpa
Anexcannp Anexcanaposuu Bepepuuko (1964-2021) Oomplryio 4YacTe CBOEH Kapbepsl
nocBsTI padore B onepe. OHAKO TOpa3io MEHEE U3BECTHA €ro JEATENBHOCTh KaK 0aneTHOro
JIMpIDKEpa, PEXKEe BCEro 3a pydexoM. Ayekcannp BenepHHKOB HaYMHAI CBOIO Kapbepy Kak
aupiokep Oarera. B ogHOM M3 mociesHUX MHTEPBbIO BenepHUKOB chopMynupoBall, KaKUMH
KauecTBaMH JIOJDKEH 00anath aupkep Oasera. [To ero MueHuUr0, OaneTHBIN qUPHKEP TODKEH
XOpOIIO pa3duparscs B Xopeorpad iy M CYATHIBATH 3TOT S3BIK 0e3 Tpyna. «/1is Hero GaneTHbIe
YCIIOBHOCTH U 0003HAUYEHHS HE SIBIISTIOTCS MyCTHIM 3BYKOM. OH 3HAET, 4TO 3TO apaleck, a 3To
xere. 11 OH MoOHMMaeT (U3MOJIOTHIO YENOBEYECKOro Teja: 4yTo i Oalera XOpOIIo, a 4To
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MOXET yOWTh OalepHHy Ha KOpHIO», — TOBOpmI Anekcanap Bemepruko. «Uto kacaercs
MY3BIKH, HU I KOT'O HE CEKpeT, 4TO OaleTHasi My3bIka He BCET/a BEICOKOTO KaueCTBa, II03TOMY
Yy IUpIKepa OOJDKeH OBITh OMPEIeNeHHOO pOJa MMMYHHTET, KOTOPHI HE NPUBOIMT K
HEOOpaTHMBIM W3MEHEHHSM B €ro TBOPYECKOH JIMYHOCTH H3-3a TOTrO, YTO HPHXOIUTCS
JMPYDKHPOBATH OOJBIIMM KOJIMIECTBOM HE OYSHB XOpOIIei My3bIKI», — CKa3an BenepHHKoB.
B nmoxiane, ocHOBaHHOM Ha KHHTe-anb0oMe «AJeKcaHIp BemepHHUKOB: TIIaBHBINA IMPIDKEpY,
BBINyIIEHHOM LleHTpoM HayuHBIX MCCIEIOBaHUN «AKTYyajabHas UCTOpHUA» Accolualyu
nccienoareneil poccutickoro obmecra ANIPO-XXI u ['ocynapCTBeHHBIM akaaeMUYeCKUM
Bonpmmm Tearpom Poccnn B 2021 romy, OyyT NpHBOANTHCS MAIOM3BECTHBIE (DAKTHI M3 )KU3HI
JMpPYDKEpa, BOCTIOMHHAHHMS O TOM, KaK ()OpMHPOBAJICS BBIIAFOLINICS My3bIKaHT -HOBATOP.

ALEXANDER VEDERNIKOV. WORK IN BALLET
(BASED ON THE BOOK ALEXANDER VEDERNIKOV: CHIEF CONDUCTOR)

Alexander Vedernikov (1964-2021), who worked as the chief conductor of the Bolshoi
Theater from 2001 to 2009, devoted most of his career to work in opera. However, his activities
as a ballet conductor are much less known. Vedernikov began his career as a ballet conductor. In
one of his last interviews, Vedernikov formulated what qualities a ballet conductor should
possess. In his opinion, a ballet conductor should be well versed in choreography and read this
language without difficulty. “For him, ballet conventions and designations are not an empty
phrase. He knows that this is an arabesque, and this is a jeté. And he understands the physiology
of the human body: what is good for ballet and what can kill a ballerina in the bud,” said
Alexander Vedernikov. ‘As far as music is concerned, it is no secret to anyone that ballet music
is not always of high quality, so the conductor must have a certain kind of immunity that does
not lead to the fact that a large amount of not very good music that he has to conduct does not
lead to irreversible changes in his creative personality,” said Vedernikov. The report, based on
the book-album Alexander Vedernikov: Chief Conductor, published by the Center for Scientific
Research ‘Actual History’ of the Association of Researchers of the Russian Society AIRO-XXI
and the State Academic Bolshoi Theater of Russia in 2021, provides little-known facts from the
life of a conductor.

IIIEKAJIOB Bragyummp ArnexkcaHIpOBMY, doxmop
uckyccmbobedenus,  doyenm, — npogpeccop,  kagpedpa
MYy3bikatbHoeo uckyccmBa, Axademus Pycckoeo Oasema
umeru A. 4. Baearoboii, Canxm-Ilemepbype, Poccus

Vladimir SHEKALOV, Dr. Habil. (Doctor of Art Studies),
Associate Professor, Professor, Musical Art Department,
Vaganova Ballet Academy, Saint Petersburg, Russia

. C. BAX, TAHELL, BAJIET

[IpunsATO CuUMTaTh, YTO TJIAaBHBIM HCTOUHMKOM TBopuectBa M.C.baxa sBnsercs
MPOTECTAHTCKUN Xopaji. He oTpuias 3Toro, Ha30BeM He MEHEe Ba)KHBbIM MCTOYHUK — TaHEIl.
TanneBanpHble >KaHPbl 3aHMMAIOT 3HauuTenbHOe Mecro B Hacmenuu M. C. baxa m kak
COCTaBHas 4aCTh MHCTPYMEHTAIBHBIX CIOHT, TAPTHUT, YBEPTIOP, COHAT, M KaK COIbHBIE ITHECHI.
Ho TaHIeBanpHOCTh, BIUIOTH OO TOYHOTO BOCIIPOHM3BEICHHS METPOPUTMHUYECKHX CXEM
KOHKPETHBIX TAaHIEB, HE TOBOPS YK€ O CBA3M MY3BIKH C JBIXKEHHEM, IPHCYTCTBYET U BO
MHOTHX HPEToANsX, (hyrax, KOHIIEPTaX, aHCAMOJIEBBIX COHATaX U JaXKe KPYMHBIX BOKAJIBHO-
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XOpOBBIX Hpom3BeneHmsIXx. HecMoTps Ha 3T0, My3bika baxa monroe Bpems He IpHUBIIEKaia
OanermeticrepoB. IlprumHoii OBIIO TpencTaBIEHHE O HECOBMECTUMOCTH BBICOKOT'O
TBOpuecTBa baxa m Oamera Kak NpPEeHMYIIECTBEHHO pa3BieKaTeNbHOro xaHpa. Ho yxe B
Hayajie ¥ B mepBoi monoBuHe 20 Beka K My3blke baxa oOpaTwimch Takue HOBAaTOPBI, KaK
Aiicenopa JlyHkaH ¥ pUTMHCTHI Bo riaBe ¢ O. JKak-/ladpkpo3om, a 3aTeM BBIIAIOIINECS
oanermeticrepel — b. Hmwxuuckass, M. @okun, P. [Tetn, [Ix. bananuun. B stom oOpammeHnn
CIIMITUCH J[BAa acIleKTa: OOIMMi peHeccaHC MY3BIKM baxa m pacmmpeHue npencraBieHHH O
BO3MOXKHOCTSIX 0ajieTa, Co3aHHe IIOCTAaHOBOK Ha HeOaJIeTHYIO MY3BIKY. B mociieBoeHHBIH xe
nepuon My3bika baxa mpuBriekana OaneTMelCTEepoB HE CTONBKO JAHCAHTHOCTHIO, CKOJIBKO
rIIyOMHOW. MOXHO BBIAEINTH TPU OCHOBHBIX PEIICHHS NMPOOJIEMBI COOTHOLIEHHS MY3BIKH 1
xopeorpapum: 1) My3slka baxa Oonee mim MeHee yOAadHO «ITOJKIAIBIBACTCS» TIOJ
coziepKaHKe, poXJIeHHoe He3zaBucuMo oT Hee («tOnoma m cmepth» P. [letn); 2) nemaercs
TIOTBITKA CPEICTBAMH Xopeorpauu packpbiTh CTPYKTYpY, HONH(GOHWYECKOEe CTPOCHUE,
WHTOHAIIMOHHBIA SI3bIK HMHCTPYMEHTaNbHBIX mpousBencHuit (bamanumH, ®opcaiit); 3)
KOMIUIEKCHO PAacKpBIBAIOTCSl 00pa3HO-IpamMaTypruieckoe H  (uirocockoe coaepikaHue
KPYITHBIX ~ BOKaJIbHO-MHCTPYMEHTANBHBIX counmHeHHH («Ctpactm mo Mardeo» w
«PoxnecrBeHckas oparopus» Hoiimaiiepa, «Bbicokas Mecca» B. BacuibeBa). B menom
OaJyieTHbIe BOIUIONICHHMS MY3bIKM baxa oTpakaroT TEeHICHIMIO YCWICHHS BU3yalbHOU
COCTaBIISIIOIICH COBPEMEHHON KYNBTYpPBI, CTPEMJICHHE K BU3YaJIHM3allMd MY3BIKH, CHHTE3Y
HCKYCCTB.

JOHANN SEBASTIAN BACH, DANCE, BALLET

It is generally accepted that the main source of Johann Sebastian. Bach’s work is the
Protestant chorale. Without denying this, let’s name an equally important source — dance.
Dance genres occupy a significant place in the heritage of Bach, both as an integral part of
instrumental suites, partitas, overtures, sonatas, and as solo pieces. But danceability, up to the
exact reproduction of the meter-rhythmic schemes of specific dances, not to mention the
connection of music with movement, is also present in many preludes, fugues, concertos,
ensemble sonatas, and even large vocal and choral works. Despite this, Bach's music did not
attract choreographers for a long time. The reason was the idea of the incompatibility of the
lofty creativity of Bach and ballet as a predominantly entertainment genre. But already at the
beginning and in the first half of the 20" century, such innovators as Isadora Duncan and
rhythmists led by E. Jacques-Dalcroze turned to Bach's music, and then outstanding
choreographers — B. Nizhinskaya, M. Fokin, R. Petit, J. Balanchine. This appeal merged two
aspects: the general renaissance of Bach's music and the expansion of notions about the
possibilities of ballet, the creation of productions for non-ballet music. In the post-war period,
however, Bach's music attracted choreographers not so much for its danceiness as for its
depth. There are three main solutions to the problem of the relationship between music and
choreography: 1) the piece of Bach is more or less successfully “fitted” under the content that
was born independently of it (The Youth and Death by R. Petit); 2) an attempt is made to
reveal the structure, polyphonic structure, intonational language of instrumental works by
means of choreography (Balanchine, Forsythe); 3) the figurative-dramatic and philosophical
content of large vocal-instrumental compositions (St. Matthew Passion and Christmas
Oratorio by Neumeier, High Mass by V. Vasiliev) are comprehensively revealed. On the
whole, the ballet incarnations of Bach's music reflect the trend towards strengthening the
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visual component of modern culture, the desire for the visualization of music, and the
synthesis of the arts.

IITECTAKOB Bstuecnas ITasioBud, doxmop ghusocogpckux Hayx,
npogpeccop, kagpedpa ucmopuu uckyccmba, Poccutickuii
eocyoapcmbennviil eymanumaprsil yHuBepcumem, Mock6a,
Poccus

Vyacheslav SHESTAKOV, Dr. Habil. (Doctor of Philosophy),
Professor, Art History Department, Russian State
University for the Humanities, Moscow, Russia

Pyccknii BATET CEPTES JIATWIEBA HA MUPOBOM CLIEHE
RUSSIAN BALLET BY SERGEI DIAGHILEV ON THE WORLD STAGE

[Ipemnaraemelii MOKJIa[ TpEATIONaraeT pPacCMOTPEHHE 3asBICHHOH TEMBI B JABYX
aCIIeKTax: JCmemudeckoM u ucmopuyeckoM. B TiepBoM paccMaTpuBaeTcs TEHE3NC U
ICTETHYECKHH CMBICI JSTHIEBCKOro Oanera, BO BTOPOM — HCTOPUYECKHI OIBIT OaleTHBIX
cHeKTakiei, npencrapieHHbIx B [lapuxe u Jlonnone.

1. Ocmemuyeckuii acnexm.

B nauane XX Beka pycckuid OajeT MONydHII 3aciy)XeHHYI0 MUpoBylo ciaBy. OH ¢
OOJIBILIIM YCIIEXOM IMPEACTABIUT PYCCKOE MCKYCCTBO B pa3HBIX CTpaHaxX M ropojax Mupa: B
[Tapuxe, Jlonnone, Pume, bepnune, Monre-Kapio, XKenese, HLlO-PIOpKe. Kak u3BectHO,
OpraHu3aTopoM M aHTPENPEHEPOM «pPYCCKUX ce30HOB» B EBpomne m Amepuke Obur Cepreit
[aBnoBuu [{srunes. JlsruneB He ciaydaiiHo oOpartwmics k Ganery. OH OBbUT TECHO CBs3aH C
XyJOXXECTBEHHBIM OObeIMHEeHHEeM «MHp HCKyccTBa». B cpene MUPHCKYCHHKOB, KOTOpbIE
MOAJEPKUBANIK TBOPYECTBO BBIJAIOLIMXCS PYCCKUX XYAOKHUKOB, BbI3pEBasla HJEsl CHUHTE3a
uckycctB. E€ BbICKa3pIBanu MHOrue XymnokHUKH «Mupa HcKyccTBa», B yacTHOcTH A.beHya
(cm.Benya. Mou Boctiomunanusi. M. 1980, ¢.540). brarogapst cBsi3siM ¢ «MHPOM HCKYCCTBa,
Jlarunes ycBOWI 3Ty M0, a TJIaBHOE pealn3oBall ee Ha mpaktuke. B 1910 roay, B nepuox
MOJrOTOBKM CBOMX 3apyOeXHbIX Ce30HOB, JlsaruneB mucan: «Haw 6Oanem seisemcs
COBEPUIEHHEUUM CUHME3OM BCEX CYWeCm8YIOWux uckyccms. B nawem Oareme manyw
ABNAIOMCS OOHUM U3 COCIABHBIX DNIEMEHIOB 3PENUWd, U 0axce He CaMbiM 2IasHbIMY. B 3TOT
nepuos JIAruneB McKad CHHTE3a TaHL@, MYy3bIKM U skuBonucu. ITosTomy Bce ero Ganers
oopMIsLIH BBLIAOLIMECsT pycckue u 3apybexxHbie xynoxuuku — I[1.Ilukacco, A.Marucc,
A.Jlepen, XK. Pyo. Ciiemyer 0TMETUTD, YTO UJIesl CHHTE3a HCKYCCTB BIIEPBbIe ObLia BbIIBHHYTA
He B Poccun. OHa npuHaiexana 3CTeTHKEe HEMEIKOr0 POMaHTU3Ma U TMOIy4uiIa peaabHoe
BOILIOLIEHHE B pedopme omepHoro Ttearpa Puxapma Barumepa. Barmsger Barnepa Ha
HCKYCCTBO LIMPOKO OCBeMIANUCh B KypHane «Mup uckyccrBa» (Jluxrenbepr I'. Barmsimpr
Baruepa Ha uckycctBo // «Mup uckyccrsa. 1899. Nel. C. 1-12). U Tem He MeHee, KOHISTIIHS
JldaruieBa CylEeCTBEHHO OTJIMYalach OT 3CTeTHKM Barnepa. Y Barnepa riaBHbIM BHIOM
HcKyccTBa ObLIa omnepa. Barueposckas Gopmyna «Gesamtkunstwerk» mpencrasisina co6oro
Tpuany: Cnoso-My3svika-/[pama, TOTAA Kak ISTHIEBCKas KOHLEMIUsI CTPOMJIACh HA OCHOBE
uHol Mogenu -’Kueonuce-Mysvika-banem. HecoMHEHHO, 4TO ISTHIEBCKas HIes CHUHTE3a
Oonmee OnM3Ka COBPEMEHHOCTH, 4eM BarHepoBckas. OHa Tpeamnonarana COeAWHEHHE
BHU3yaJlbHOCTH, MY3BIKQIbHOCTH W TAHIEBAJBHOCTH, T.6. TO, UYTO XapaKTepU3yeT
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COBPEMEHHBIH MY3BIKAIBHBIH TeaTp. DTO BO MHOIOM OOBSCHSET IOMYISIPHOCTH PYCCKOTO
Oaseta Ha MEPOBOH CIICHE.
2. Ucmopuueckuii acnexm.

Criexrakiy pycckoro 6anera J{srnneBa Ha MUPOBOH CIIEHE IPOMCXOIIIIN B TCUCHHE
20 sret, ¢ 1909 mo 1929 roxsl. OToT My3bIKaIbHO-OAIETHRIH MapadoH Hadaiucs B Ilapmxke.
3neck [lsaruneB Havan OMTBY 3a MaprKCKHE BKYCHI, He Oe3 ocHoBaHMS rmoiarast, 4yto Ilapmk
9TO MEHTP eBpornelickoro uckyccTBa. B 1906 romy oH opraHu3yeT BBICTaBKY, Ha KOTOPOM
MIPE/CTaBIsIeT MIMPOKYI0 IIAaHOpaMy pPYCCKOTO HCKYCCTBAa, OT HKOH JO COBPEMEHHBIX
xynoxuukoB. M3 [lapmwka BpicTaBka mepexoueBasia B bepimn, a 3arem B Benemmro. Ha
crepyromuii rox JlsruneB opranusyet B [laprske KOHIEPTH! pycckoil My3bIku. Bee 3To G0
CBOECOOpa3HOH Tpemoauel, WMEIOIEeH IeJb0 ITOATOTOBUTh 3alafHyr0 MYOINHKy K
€XKEroIHbIM TIpecTaBlIeHus M pycckoro Oamera. C 1906 mo 1915 [larmmeB mocraBmi B
[Tapuxe cepuro onep Pumckoro-Kopcakosa: «Ban I'posnslity, «lllexepeszana», «Caaxoy,
«3omoroit meTymok». s IeKOpanuoHHOro OQOpMIICHHS OH MPHUIIIACHI XYIOKHHKOB,
CBA3aHHBIX ¢ KpyroM «Mupa uckyccrBa»: Anekcanapa benya, JIsBa bakcra, Koncrantuna
Koposuna, EBrenust Jlancepe. Tak [IsruieB moaroTaBiIrBai peaii3aiyio OJJHOTO U3 TIIaBHBIX
TIPUHIIUIIOB ACTETHUKH «Mupa HCKyCCTBay — HJICI0 CHHTe3a UcKyccTB. UTo kacaercs Oanera,
TO TMapWXCKHE MPEICTaBICHHs CBsi3aHbl ¢ MMeHeM Uropst CTpaBHHCKOr0, KOTOPBIH HAIHCAT
st [lsruneBa tpu Ganera: «OKap-ntumay, «[letpymka n «BecHa cBsmieHHas». DT OaneTs
OBUTM OCHOBAHBI Ha PYCCKOH MH(OIOTMH M PYCCKOH Cka3o4HOW TemaThke. OHHM NpHHECIH
KOMIIO3UTOPY MHUPOBYIO ciaBy. AHann3 TBopuecTBa CTpPaBHHCKOI'O IMO3BOJSIET BBISCHUTH
XYIOXKECTBEHHBIE JJOCTOMHCTBA 3THX OaneroB. B JIoHIoHe chekrakiam pycckoro Oanera
MIPOMCXOAWIN TIOUTH exerogHo, HauuHas ¢ 1911 roma u xonuas 1929. Cupun bomoHT B
cBoeii kuure «bamer J[laruinesa B Jlowmone» (1940) HAcUMTHIBAGT OKOJIO JBALATH
npescrasieHuii Pycckoro 6anera. JlsruneBckue ce30Hbl B JIOHIOHE UMENH OrpOMHBIHN yCIieX.
OHHM CTUMYJIMPOBAIN Pa3BUTHE AHIVIMHCKOrO HAI[MOHAIBHOrO Oajnera, KOTOPBIH 10 TOro
BPEMEHH INPaKTHYECKU HE CyllecTBoBal. Ha aHITIMICKOM ClLieHe pacLBeNyd TalaHTbI
BBIIAIOIIUXCS PYCCKUX TaHUopoB: Jleonmna Mscuna, ['eoprust banmanumBanze, Onbru
CneccuBneBoii, Jlumun JlomyxoBoit. O mnpencraBieHusix pycckoro Oanera B JloHmone
HalucaHbl COTHU KHHUT. B HHMX packpbIBaeTcsi OrpOMHOE BIIMSIHHE 3THX MpeICTaBICHHN Ha
aHrMiickylo myOnuky. BoipasutenpHo numer o0 stom aupekTop bpurtanckoro cosera B
Mockse Maprun Xoyn: « Pycckuil 6anem u [seunes npouszsenu 6 Anenuu ne meHvuiuli hypop,
uem 60 Dpanyuu. AHIUICKAS 3AKOHCEPBUPOBAHHAA KYIbIMypa Oblid NPOCMO CPAXCEHA
9Hepeuell pyccKoeo noocosHamus. [l OpumaHcKux UHMeNIeKmyaios pycckuil oOanem
CUMBOTUIUPOBAT 60CCMAHUE NPOMUG BUKMOPUAHCKOU Mopanu. [la nonpocmy — c80600y».

3axntouenue. O xapakrepe AATHUICBCKOrO T€HUS 10 CUX IOp BeayTcs cropbl. Beayres
OECKOHEYHBIE JUCKYCCHH O TOM, KeM K€ OH ObLI Ha CaMOM JieJie — UCTOPUKOM HCKYCCTBa,
KPUTHKOM, U37aTeneM, KO/UIEKIIMOHEPOM, MY3BIKaHTOM, aHTpenpeHepoMm. Ho cnemyer
MPU3HATh, YTO OH BHEC TBOPUECKUH BKJIAJ BO BCE T€ OOIACTH, KOTOPHIMU OH 3aHUMAJCS.
Pycckuii 6aner 00s13aH CBOMM MOIHEMOM U HEOOBIYAWHOMY yCIIeXy Ha MUPOBOH CIIEHE ITOMY
4enoBeKy, koToporo nmodtT Mocud Bpopckuii HazBam CKpOMHO «rpaxkaaHuHoM [lepmins.

257



IIIMHKAPEBA Maia V3bsac1aBoOBHa, Kanouoam
uckyccmbobedenus, Ooyenm, kagpedpa AHAAUMUUECKO0
My3bikosHanus, Poccuiickaa akademus Mysbiku —UMeHU
TI'necunwix, Mocx6a, Poccus

Maya SHINKAREVA, PhD, Associate Professor, Analytical
Musicology Department, Gnesin Russian Academy of
Music, Moscow, Russia

HoBBIIT CHHKPETH3M B CLIEHUYECKOM MCKYCCTBE: AJIbTEPHATUBHBIE TAKTUKHU
(Mpxu KunmuaH, Ajia CUTAJIOBA)

Joxmax oOpameH K aHamu3y TEHIGHIWH B  COBPEMEHHOM  MY3BIKaIbHO-
XopeorpauueckoM HCKYCCTBE M MPOAOIDKACT JIMHMIO PasMBIIDICHHH O Tpagulid |
WHHOBAIMSIX B XYHAOKECTBEHHOM MAEATEIBHOCTH, O HOBBIX (opMax M HEOpAWHAPHBIX
TBOpUECKUX MpakThkax. OCHOBHAsI IeNb 3aKITI0YaeTcsi B 0OOCHOBAaHMHM MHOTI'O(AKTOPHOTO
Pa3BHUTHSI MYy3bIKaIBHO-CIIEHIYECKOT0 (XOpeorpaieckoro) NCKyccTBa Kak 3aKOHOMEPHOT'O
SBOJIIOIIMOHHOTO TIpoIlecca, NMPUBOAAIIETO K ITOSBICHHIO HOBBIX (opM. B mone 3penuns
TBOPUYECTBO JBYX BHAHEWHMX XopeorpadgoB coBpemeHHocTH HMpxu Kwimana u Asuter
CuranoBoii, paboTaromux B JkaHpe Oajera M BO MHOTOM OHPENEINSIONIHX XapakTep
cerofHsIHeN xopeorpadudeckoit crensl. [lomydanB kimaccuueckoe oOpa3zoBaHHe B 00JacTH
xopeorpadun, KaxIplil U3 HUX OyIydn xopeorpadamMu-pexxuccepaMu o poay AesITeIbHOCTH,
MIPUHIUITNATIBHO MO-Pa3HOMY HMOAXOAUT K PEICHHIO MPOpecCHOHANBHBIX 3anad. bareT kak
KaHp aKaJeMHUUYECKOro UCKYCCTBA B PELICHUAX 3THX PEXUCCEPOB BO MHOIOM NPUHUMAET Ha
ce0s 3CTETHKY AaBaHIapAHBIX HANPaBICHUH COBPEMEHHOCTH W CTAHOBUTCS HOCHTEIEM
NPUHIMINAIGHO HOBBIX HJEH, HOBBIX TBOPYECKMX TaKTHK. Ha KOHKpETHBIX NpHMepax
paccmaTpuBaroTcs pasauunvie acnekmuvt TBopuectBa M. Kunmmana u AM. Curanooif,
BKJIIOYAIONIME B Ce0sf OpUTMHAJbHBIE IOAXOABI K OTOOPY My3BIKQJIBHOIO MaTepuana,
ay/IMOBU3YyaJIbHBIX CPEICTB, 3JIEMEHTOB cleHorpaduu. MHbIMU cioBamu, B IOJE 3pEHUs
OKa3bIBAIOTCSl TE AaCMEKThl XYHOXKECTBEHHOH CTPYKTYpbl Oajera, KOTOpbIE II03BOJISET
BBIJICIUTE TO OCOOEHHOE, 4YTO ONIpeAeNseT Crnenu(uKy COBPEMEHHOH BEpPCHH 3TOro
CHHTETHUYECKOr0 JKaHpa. B wuacTHocTH, Ha mpuMepe ananu3a OaneroB M. Kunmana
«Capabanma» na my3piky W. C. Baxa (1990 ), «Illects Tanuer» (1986) u «MaseHbkas
cMepTh» Ha My3biky B.A. Morapra (1991), «3a0bitast 3emisi»y Ha My3bIKy «CumdoHuu-
pexBuema» b. bpurrena (1981), «Cumbonus ncanmos» Ha My3biky M. CtpaBunckoro (1978)
00OCHOBBIBaeTCSl Te3ucC O MonudoHudme Mpinuienuss (B 3Hauennn M.M. Baxruna) .
Kunuana, nposiBIsioieMcss B COSAMHEHUH HECKOJIBKMX HApPaTHBOB: «CHOPPEATMCTHYHON
JMHHUY, BOIUIOIIAOIIEECS B OCOOCHHOW XopeorpaMyecKod IUIACTHKE, MY3bIKaJIbHO-
JIpaMaTypruyeckod JIMHMM, IIPEACTABJICHHOW IIeIeBpaMM KIACCHMKM M aBaHrapJa
(ITepronesu, bax, I'aiinn, Mouapt, bpurren, CrpaBunckuii, PaBens A. ILsapt, A. Bebepn, Y.
AiiB3 C. Paiix u ap.), MUHIMAJHCTCKOH ClieHOrpaduu ¢ MpUBICUYCHHEM SKCIIPECCHOHUCTCKON
xusoruc (DaBapa Mynk). OueBuano, uto Kuinan mpearaet HOBYIO TaKTHKY pabOTHI C
MY3bIKaJIbHO-XOpeorpad4eckuMu ~ 00pa3aMi, B  pe3ydbTare KOTOPOM  JJOCTUraercs
MaKCHUMajbHas ~ 9KCIPECCHs, pPa3ABUTAIOTCS TPAHUIBI  CMBICIOBOTO  MPOCTPAHCTBA
xopeorpaduueckoii MUHHATIOpbL. CyTh ee (TAKTHUKH) MOKHO OXapaKTepU30BaTh MOHSITHEM
«HoBas mpocrota» (Apubept Paiiman). D10, pex/e BCEro, JIAKOHNYHAS, YETKasi TeOMETPHs
xopeorpa)Myeckoro pHCYHKa M JKECTa TAaHIOBIIMKA M 3MOLIOHAJIBHO HACBIIICHHBIH
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My3BIKQNBHBIN psin. Xopeorpadp A.M. CuramoBa — pexXnCCep-IIOCTAaHOBIIUK Oonee
IITHAECATH OMEPHBIX M 0aJEeTHBIX CHEKTAKIEeH, B Ka)XKJJOM CBOEM HOBOM XoOpeorpaduieckom
MIPOEKTe IEMOHCTpHpYeT HeopauHapHble noxxonsl. Ee crmekxrakis «XX Bek. Bam» (2018)
(;mubperro B coaBTopctBe ¢ K. JI. OpHCTOM) — mpHMep HEOOBIYHOIO CHHKPETH3Ma Ha
NepecedyeHny KJIACCHYECKMH ¥ COBPEMEHHOH Xopeorpaduy, XapaKTepHOro TaHIIa,
KJIaCCHYECKOMH, PKa30BOH M MOMYJISIPHON MY3BIKH, CayH[-An3aiHa U BUAeorpaduku — crai
Ba)KHBIM KaTaIN3aTOPOM HOBBIX HMIEH M HOBOTO CHHTE3a B MY3bIKaJIbHO-XOpEOorpapuIecKoM
HCKYCCTBE TIOCIIETHETO JecATIIeTHs. Pexnccép obpalmaercss K MOITHOMY CHHKPETHYECKOMY
KOMIUIEKCY, B KOTOPOM OTAENBHBIE BHIBI XYIOXKECTBEHHOI'O TBOPYECTBA HAXOMATCS B
MIPEeNEHOA CMBICIIOBOH  COTJIACOBAaHHOCTH JIpyr C JpyroM. B monuxpomHyo 1o
MY3BIKQIFHOMY MaTepHaly W YeTKO CTPYKTYPHPOBAaHHYIO TKaHb «TEKCTa» CIEKTaKis «XX
Bek. bamy BrereHa cTonb ke HOMMXpOMHasi Xxopeorpadus ¢ 3JIeMEHTaMH KIIACCHIECKOro,
XapakTepHOTO ¥ COBPEMEHHOro  TaHI@.  MHorooOpasue  XopeorpapmyecKux,
N300pa3UTENBHBIX U MY3BIKAJIBHO-BBIPA3UTEIBHBIX CPEACTB OPraHW3YeTCS W YIpaBIIseTCs
CTPOroH JIOTUKOH CIO’KETHOW JIMHUM: BeJlb B OCHOBE croxeTa «XX Bek. bam» nexur ucropus
Poccun XX Bexka. B 3akmroueHuum [genmaercss BBIBOX O TOM, YTO COBPEMEHHOE
xopeorpaduueckoil MCKYCCTBO, KOHIIENTYAIN3UPYIOIIEe <«HOBBIA CHHKPETU3MY, YXOIHT
JIaJIeKO OT TMPHHIIMIIOB U apXUTEKTOHUKH KJIACCHYECKOro OaieTa ¢ ero H3BECTHBIM )KaHPOBBIM
KoHcepBaTu3MoM. OCOOEHHOCTBIO COBPEMEHHOrO OAJIETHOI'O CIEKTAKIsS CTaHOBHTCS OPUS-
MYy3BIKa, KOTOpasl cO3JaBajiach KOMITO3UTOPAaMH DPa3HBIX SI0X HE ISl Xopeorpaduieckux
neneil. Tem caMbIM (UKCHpYeTCs HENPEXOSIIIMH TPAHCTPECCUBHBIA (B 3HaueHUH M.
baxTuHa) mnoTeHUMan My3BIKaJBHOIO HCKYCCTBA Kak ompenensiomero ¢akropa B
Pa3BepTHIBAHUM XYJ0’KECTBEHHOH CTPYKTYPbI XOpeorpadHuecKoro CrieKTaKIs.

NEW SYNCRETISM IN PERFORMING ARTS: ALTERNATIVE TACTICS
(JIRI KILIAN, ALLA SIGALOVA)

The report addresses the analysis of trends in modern musical and choreographic art
and continues the line of reflection on tradition and innovation in artistic activity, on new
forms and extraordinary creative practices. The main goal is to substantiate the multifactorial
development of musical stage (choreographic) art as a natural evolutionary process leading to
the emergence of new forms. The work of two of the most prominent choreographers of our
time, Jiri Kilian and Alla Sigalova, who work in the ballet genre and largely determine the
nature of today's choreographic scene, is in sight. Having received a classical education in the
field of choreography, each of them, being choreographers-directors by occupation, has a
fundamentally different approach to solving professional problems. Ballet as a genre of
academic art in the decisions of these directors largely takes on the aesthetics of the avant-
garde trends of our time and becomes the bearer of fundamentally new ideas, new creative
tactics. On specific examples, various aspects of the work of 1. Kilian and A.M. Sigalova,
which include original approaches to the selection of musical material, audiovisual means,
elements of scenography. In other words, those aspects of the artistic structure of the ballet
that make it possible to highlight the special that determines the specifics of its modern
version are in the field of view. In particular, on the example of the analysis of I. Kilian’s
ballets Sarabande to the music of Johann Sebastian Bach (1990), Six Dances (1986) and
Little Death to the music of Wolfgang Amadeus Mozart (1991), The Forgotten Land to the
music of Benjamin Britten’s Symphony-Requiem (1981), Symphony of Psalms to the music of
Igor Stravinsky (1978) substantiates the thesis of the polyphonism of thinking (in the
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meaning of M.M. Bakhtin) and Kilian, manifested in the combination of several narratives:
‘surreal’ line, embodied in a special choreographic plastic, musical and dramatic line,
represented by masterpieces of the classics and avant-garde (Pergolesi, Bach, Haydn, Mozart,
Britten, Stravinsky, Ravel, Péart, Webern, Ives, Reich and etc.), minimalist scenography with
the involvement of expressionist painting (Edvard Munch). It is obvious that Kilian proposes
a new tactic of working with musical and choreographic images, as a result of which
maximum expression is achieved, the boundaries of the semantic space of a choreographic
miniature are pushed apart. Its essence (tactics) can be characterized by the concept of ‘new
simplicity’ (Aribert Reimann). This is, first of all, a laconic, clear geometry of the
choreographic drawing and gesture of the dancer and an emotionally rich musical sequence.
Choreographer A.M. Sigalova is a stage director of more than fifty opera and ballet
performances, in each of her new choreographic projects she demonstrates extraordinary
approaches. Her performance ‘20" Century. Ball’ (2018, libretto with K. L. Ernst) is an
example of unusual syncretism at the intersection of classical and modern choreography,
characteristic dance, classical, jazz and popular music, sound design and video graphics. It
became an important catalyst for new ideas and new synthesis in the musical and
choreographic art of the last decade.

IIUITULIBIHA Amnacracus JleoHMmoBHa, cmydenmxa 2 kypca,
Cubupckuii  eocyoapcmbenniti  UHCMUMYmM  UcKyccmb
umenu Imumpusa X6opocmoBekoeo, Kpacnospck, Poccus

Hayunpi pykoBommTenb - KaHAWAAT VCKYCCTBOBEIEHWs
INeperu HaTanpa Bragumuposna

Anastasia SHIPITSYNA, 2#d Year Student, Dmitri Huvorostovsky
Siberian State Academy of Arts, Krasnoyarsk, Russia

Scientific adrvisor - Natalia Perepich, PhD

OCOBEHHOCTU TEMATHU3MA U MY3bIKAJIbLHOI JIPAMATYPI MU
BAJIETA «BPEMEHA rofia» A. K. I'JIA3YHOBA

B npokmame ©e3 morpyxeHus B OCOOGHHOCTH Xopeorpaduu MpeICTaBIICHBI
HaOJIIOJICHHs, KacarolMecss TeMaTH3Ma W My3bIKaJIbHOHW Ipamarypruu Oanera «BpemeHa
roga»  A.K.['nmazyHoBa, ¢  yd4eToM  <«IIE€pEIOMHOrO»  Xapakrepa DJIOXU U
HEOKJIACCHI[CTUYECKMX TEHJEHLUMH B TBOpuYecTBe Kommosutopa. Ormewaercs, YTO
I'masyHoBa Bceraa INPUBIICKAIM MOHYMEHTAIbHbIE (OPMBI M BO3MOXKHOCTH IIHPOKHX
0000mIeHnii. B OaneTHblil Tearp ero mpuBena CKIOHHOCTh K CHM(OHH3AIMU KAaHPOBO-
TaHIIEBaJIbHBIX 00pa3oB, yHaciemoBaHHas kommosutopoM ot [LU. YaiikoBckoro. Bynyun
NPOIOIDKATENEM TPAJULIMK NoCeHero, [ 1a3yHoB HachlaeT OAJIETHYI0 MY3bIKY aKTUBHBIM
TEMaTHYECKMM pa3BHTHEM, MpEBpallas €€ W3 MOJYMHEHHOrO 3JIEMEHTa B JICHCTBEHHOE
Hayajo, 4TO, B CBOK OYEpeAb, JENaeT TaHEl CHOCOOHBIM K BBIPAKECHHIO CIIOXKHBIX
TICUXOJIOTHYECKUX COCTOSHUH B MX Pa3BUTHH U JBIKeHUH. [ono0Has TeHaeHIus He obomnuia
CTOPOHOM M OJHOAKTHBIM cHeKTakib «Bpemena roma»: ['ma3yHOB co3jan LEIbHOE IO
3aMBICITy ~ NPOM3BEACHHE C  SPKUMH  OOpa3sHBIMM  XapaKTEPUCTHKAMH,  CIMHBIM
CUM(OHMYECKUM Pa3BUTHEM, BBIPA3UTEIBHBIMH MEJIOMMAMH U OJECTAIeH OpKECTPOBKOM.
AJUIerOpUYHOCT CHOKeTa (C aKLEHTOM Ha COCTOSIHUSAX IPHUPOIbI, HO HE Ha MEpexoie OT
OJIHOTO BPEMEHH Trojia K JpyroMy) HE OCTaHOBHJIM KOMIIO3UTOpPa B CTPEMJICHHU
cUM(OHH3UPOBATh MApPTUTYPY OalieTa, PacKphITh BCE BO3MOXKHOCTH €r0 MY3bIKaJbHOU
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Ipamatypruu (0Opa3HbI CTpOW, MENOAMYECCKUI, TOHATBHO-TAPMOHUYECKIA W TEMOPOBBIN
wianel). OCOOCHHOCTH TIEPEYHCICHHBIX BBIINIE AaCIEKTOB PAcCMATPUBAIOTCS B JIOKIAJE,
CHOCOOCTBYS BBISBIICHUIO NIPUYUH OOICH MpaMaTypru4ecKod HEeTOCTHOCTH CIEKTAKIS TPH
BCEM CUMBOJIM3ME U MPOCTOTE €ro CHOKETHBIX JTUHUH.

PECULIAR FEATURES OF THEMES AND MUSICAL DRAMATURGY
IN THE BALLET THE SEASONS BY ALEXANDER GLAZUNOV

This report without immersion in particular choreography presents observations
concerning peculiar features of the themes and musical dramaturgy of the ballet The Seasons
by Alexander Glazunov, taking into account the ‘turning point’ character of the era and
neoclassical tendencies in the composer's work. It is noted that Glazunov always attracted
monumental forms and the possibility of broad generalizations. His tendency to symphonize
genre and dance images, inherited by the composer from Pyotr Tchaikovsky, led him to the
ballet theater. Being a continuer of the latter’s traditions, Glazunov saturates ballet music
with active thematic development, turning it from a subordinate element into an effective
principle, making dance capable of expressing complex psychological states in their
development and movement. This trend wasn’t spared by the one-act performance of The
Seasons: Glazunov created an integral work with bright figurative characteristics, unified
symphonic development, expressive melodies and brilliant orchestration. The allegorical
nature of the story (with an emphasis on the states of nature, but not on the transition from
one time of year to another) didn’t stop the composer in his efforts to symphonize the score of
the ballet, to reveal all the possibilities of his musical dramaturgy (melodic, tonal-harmonic
and timbre plans). The features of the above aspects are discussed in the report, helping to
identify the reasons for the overall dramatic integrity of the play, with all the symbolism and
simplicity of its storylines.

IITOBCKAS Tatesina I'puropbeBHa, kandudam uckyccmbobedeniis,
HAYUHBLL  COMPYOHUK, CeKmop  KAACCUuueckozo uckyccméa
3anada, TocydapcmBenmviti  uHCHMUMYM  UCKYCCMBO3HAHUA,
Mocxk8a, Poccus

Tatiana SOVSKA, PhD, Researcher, Western Classical Art
Department, State Institute for Art Studies, Moscow, Russia

LA BELLE DANSE HA TABCBYPI'CKOI ITPUIBOPHO¥ CLIEHE B IEPBOM TPETU XV || BEKA

Crune La belle danse wauan d¢opmupoBarbcs B meppoii Tpern XVII Beka u
OKOHYATENIbHO CIOXKHUIICS B mepuox npasnenus JlrogoBuka XIV — stomy crmocoOcTBoBaia
KoponeBckast akagemusi TaHua, ocHoBaHHas B 1661 romy. Akagemukd (HopMavu30Baiu
CTUJIb, CO3/IAJIM U3 HErO CUCTEMY, KOTOPOl MOXKHO ObUIO 00ydaTh U KOTOPYIO MOJKHO OBLIO
pasBuBath aansiie; La belle danse cran xapakTepHol 1 HEOTHEMIIEMOM YaCThIO MPUIBOPHON
XH3HH B Bepcane, kak Ha cCleHe, Tak U B OajnbHOM 3aje. TaHIEBaJbHAs HOTALMs,
omybnukoBannas ®eiie B 1700 roxy, criocodcTBoBana pacinpocrpanenuio La belle danse mo
Bceil EBporie. My3bikanbHas )KU3Hb Ta0COYpIrcKoro apopa 0a3upoBaiiach Ha UTAIBSHCKOM, a
KOHKpPETHEE, Ha BEHEIMAHCKOW omepHoi Tpaauuuu. UranpsHckoe BiusHHE ["abcOyprekuit
IBOp HCHBITBIBAN eme ¢ cepeauHsl XVI Beka, Mmo3gHee OHO YCHIWIOCH Onaromaps
JIMHACTHYECKUM Opakam c cembeld ['oH3ara B mepBoil monmoBuHe-cepeauHe XVII Bexa. B

261



nepuon mpasienus Jleomponpaa | (1658-1705) BeHckuit IBOp HAXOOHWIICS B OCTPOM
KOHKYPEHIIMH C BEpCalbCKUM, a BOIHa 3a mcmaHckoe HacienctBo (1701-1714) zacraBmia
UMIICPHUIO TIPOBOJAUTH JKECTKYK aHTU(PAHIY3CKYIO IOJIUTHKY, IMO3TOMY (paHIly3CKie
BiusiHus y ['abcOyproB OblIM MUHHUMaNbHBIMU. TeM He MeHee OalleTHbIC BBIXO/bI, KOTOPBIC
3aBepIIad KXl aKT ONEPHBIX MIOCTAHOBOK IPH rabCcOYprckoM ABOpE BOCHPHHHMAJHCH
3[1eCh KaK 4acTh (hpaHIly3CKOi OaeTHOM TPaIUIIMHU U 3aUMCTBOBAHKE Y BEPCAIILCKOTO ABOPA.
Tpu rpaBIOpbI — JIB€ U3 HUX OTHOCATCS K nocraHoBke Angelica vincitrice di Alcina u ogna
Costanza e Fortezza — ¢ukcupyror GaneTHble TUBEPTUCMEHTBI ONEp, M 3TH W300paKeHUs
MO3BOJISIIOT CYAUTH O TOM, 4TO Mactepa Tania y ['abcOypros npaktukosaiu La belle danse.

LA BELLE DANSE ON THE HABSBURG COURT SCENE IN THE FIRST THIRD OF THE 18™ CENTURY

La belle danse style began to form in the first third of the XVII century and finally
formed during the reign of Louis XIV — it was promoted by the Royal Academy of Dance,
founded in 1661. The academicians formalized the style, created a system from which it
could be taught and developed further; La belle danse became a characteristic and integral
part of court life in Versailles, both on stage and in the ballroom. The dance notation
published by Feuillet in 1700 contributed to the spread of La belle danse throughout Europe.
The musical life of the Habsburg court was based on the Venetian opera tradition. Italian
influences among the Habsburgs had their roots in the middle of the 16th century, intensified
through dynastic marriages to the Gonzaga family in the first half to the middle of the 171
century. During the reign of Leopold | (1658-1705), the Viennese court was in fierce
competition with Versailles, and the war of the Spanish Succession (1701-1714) forced the
empire to adopt a fiercely anti-French policy, so French influence with the Habsburgs was
minimal. Nevertheless, the Entrée de ballet that rounded off each act of opera, productions at
the Habsburg court, were perceived here as part of the French ballet tradition and a borrowing
from the Versailles court. Three engravings — two from the production of Angelica vincitrice
di Alcina and one from Costanza e Fortezza — record ballet divertissements from operas, and
these images suggest that the Habsburg dance masters practiced La belle danse.

IIEPBAKOBA Haranes BagmnmosHa, Kanouoam
uckyccmbobedenus, cmapuiull  HAYUHbIL  COMPYOHUK,
cekmop KAaccu4ecko2o uckyccmén 3anaoa,
TocyoapcmBennbiii  uncmumym uckyccmbo3Hanus,
Mock68a, Poccus

Natalia SHCHERBAKOVA, PhD, Senior Researcher, Western
Classical Art Department, State Institute for Art Studies,
Moscow, Russia

CEPHS 5CKU30B KOCTIOMOB «MACTEPA XVMEPBI»
13 KOJUIEKIUK DAMOHA PoTHIMIIbAA (JIYBP)

Jloknaa TOCBSIIEH CEpUM PHCYHKOB HEH3BECTHOrO ()PaHIly3CKOrO MacTepa,
o0beanHeHHBIX TeMoi «llocombeTBa XUMephI», KOTOpas MPOUCXOAUT U3 KOJIJIEKIHH 3CKU30B
KOCTIOMOB K MOCTaHOBKaM (paHiry3ckoro mysbikambHoro tearpa XVI-XVII BB. Gapona
Onmvona Pormmuiena (weiHe cobpanue JlyBpa). Cpemu pabOoT XymOXHHKA, MPO3BAHHOTO
«Macrepom XwuMepbl», BOMICAMINX B coOpaHue PoTmmiabna Hapsmy ¢ MPOU3BEICHHSIMHU
KpYIMHEUWIINX TPHUIBOPHBIX JIeKopaTopoB, Takux kak JK. bemmamxk, JI. Pabens, XK. bepen |,
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LIEHTPaIbHOE MECTO 3aHUMAIOT JIUCTBI, IIPEJCTABIIIOIINE HECKOIBKO MAacOK KOMEIUU JEIIb
apre: ApJeKkWHa, HAa3BaHHOTO (IPHHIEM XHMEpH», M €ro «IociaoB», MemnuereHa u
ITackappens. IIpyuacTHOCTB ATUX NPUYYUIMBBIX NEPCOHAKEH K MUPY UTAJIbIHCKOH KOMEIUU
YraJpIBaeTCsl MCKIIOUUTENBHO OJarofapsi COOTBETCTBYIOIIMM IOJIUCAM B HIDKHEH dYacTh
JIUCTA, IMOCKOJBbKY JK30THUECKHE KOCTIOMBI I'€pOEB CKPBIBAIOT MX TPAJULIMOHHBIA Haps.
[logmucu crouThl yCTaHABIMBAIOT HEOXKHUJAHHYKO IpPAMYIO CBSI3b IIPOM3BEICHHUH €O
CIIEHMYECKON MPaKTHKOH HTaIbsIHCKOro Teatpa B Ilapmke — mbecoit «bankpor» 1687 r.
npamarypra A. M. ne ®@aryBuis, Hanucanuoit uist Komenu-Urtansenn. [lomumo Apnexuna,
€r0 CIIyTHUKOB U €I¢ HECKOIBKUX TPAJIULIMOHHBIX MAaCOK, B CEPUHU TAKKe YIOMSIHYThI UIMEHA
(paHIy3cCKMX MY3BIKAHTOB W TaHIIOBIIMKOB. TakuM 00pa3oM, aHaJIM3HPyeMBIH KOpITyC
MIPOM3BEICHUNA OKAa3bIBAa€TCSI B pPABHOW CTENEHM NPUYACTEH MHUPY MY3BIKQIBHOIO U
JpaMaTH9IeCKOr0 TEeaTpoB M TIPEJCTaBIsIeT COOOH LMK JCKH30B, CO3MAaHHBIX, IO BCei
BEPOSTHOCTH, CIELUHUAIBHO IJI UCIOMHEHUS OJHOM M3 TaHLEBAJIBHBIX MHTEPMEIUIl MbECHI,
«Cuensl mocnoB», npu asope. Jluerel «Macrepa XuMepbD» SBISIOTCS YHUKAJIbHBIM
HCTOPUYECKHM IaMATHUKOM, B KOTOpOM Hallla OTPaXKCHUE IPAKTUKA MHCIOJIb30BAHUS
UTaJBIHCKUX MACOK B T€aTPAIbHBIX OCTAHOBKAX M OalIeTHBIX HHTEPMEIHIX HE B X MPSMOM
KavyecTBe, HO B KOCTIOMax-o0Opasax Apyrux nepcoHaxed. Lluki maer moBoj Juisi aHanm3za
CYIIECTBOBAHMS T€POEB KOMEJIMH AeNb apTe B IIHPOKOM KOHTEKCTe (paHIy3cKoro Oanera B
XVII cronerun.

A SERIES OF COSTUME DESIGNS OF ‘MAITRE DES CHIMERES’ FROM THE BARON EDMOND
ROTHSCHILD’S COLLECTION (LOUVRE).

The report is devoted to the series of drawings produced by the anonymous master,
called the ‘Maitre des Chimeéres, from Edmond Rothschild’s collection of costume designs
for musical stage of 16" and 17™ century France. The key images of this suite, included to the
collection along with the masterpieces of the leaders of the French court stage decoration
(such as Jacques Bellange, Stefanno della Bella, Daniel Rabel, Jean I Bérain), bear the names
of the zannis of the Commedia dell’ Arte theatre: Harlequin, called ‘The Prince of Chiméres,’
and his ambassadors Mezzetin and Pasquariel. The connection of these bizarre images to the
cast of traditional Italian masks can be revealed only with the help of inscriptions in the lower
edge of each sheet, since the traditional costume of the characters is replaced by an exotic
one. The presence of these signatures establishes an unexpected but direct link between the
drawings and the stage practice of the Parisian ltalian theatre — the piece Banqueroutier
(1687) for the Comédie-Italienne of the playwright Anne Mauduit de Fatouville. Despite of
Harlequin and his companions, there are several other traditional masks of Commedia entitled
in the suite, as well as the names of French musicians and dancers. Consequently, the
analyzed series of drawings is equally tied with the worlds of French musical and dramatic
theaters. It represents, thus, in all likelihood, the suite of the stage costumes modeled for the
ballet interlude “Scene of the Ambassadors” performed at the court. This cycle of works is a
unique piece of art that represents the practice of usage of Commedia dell’Arte persona in a
disguised, double-masked, manner on stage, and give a cause for a wide historical analysis of
the problem of inclusion of the traditional Italians theater masks in the French ballet of the
17" century.
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JIxAsb I'Asi30B1Y CAJIPYKAT AHOB — IEPBBINA TATAPCKUI ITPO®ECCUOHAJIbHBIN BAJIETHBIN
JIUPVDKEP

Jlokinaa TMOCBSIIEH PAacCMOTPEHHIO OCHOBHBIX 3TallOB TBOPUECKOTO MYTH IIEPBOTO
TaTapcKoro MNpo(ecCHOHAIBHOr0 OaJeTHOr0O M  ONEPHO-CUM(OHMYECKOro  JHUpHKepa
Jxansne FaszoBuua Camprxuranosa (1909—1997). OcBeniaroTcss HEKOTOPBIE aCIEKThI €ro
TMPIKEPCKOH, TPeroaBaTeNIbckoi M ITyOJIHMIIMCTHYECKON JiesiTebHOCTH. B mpomecce
CTAQHOBJICHHSI TaTapCKOr0 HALMOHAIBHOTO HPOQECCHOHAIBHOrO OaleTHOr0 M OHEpHO-
CcMM(pOHHYIECKOTO MCIIOIHUTEIBCTBA TPYJHO MEPEOLEHUTH POJIb BBLIAIOIIETOCS TUPIDKEPa U
nenarora CanpwkuranoBa [xamsua [NaszoBuua. Ha npotspxenun Oonee 30 set [Dxamsiib
las30BMu OBUT BEAyIIMM AWPHOKEpOM TaTapcKoro akaaeMHYecKOro TIOCyAapCTBEHHOTO
Tearpa onepsl 1 6anera um. M. [Lxanuist. [Tox ero HenocpeCTBEHHBIM PYKOBOACTBOM ObLIH
OCyILIECTBIICHBI HpeMbepHble mocTaHoBku omep H. I'. XKuranoBa «Anteiusa» (1941 1.),
«npmap» (1942 r.), «Trwomsk» (1944 r.), «Hamyc» (1950 r.); Gamera H. I'. XKuranosa
QByxpa» («3Brorpa») (1944 r.), Gamera P. T. T'yGaitnyminna «Kucexbam» (1958 r.);
My3bIKanbHOH Komenuu [xaynata ®aiizn «Haiikn» («Akuapiakiap») Ha THOpeTTo Axmera
®aiizu (1944 r.). Bynyun npenogasarenieM Ka3aHCKoi rocy1apCTBEHHON KOHCEPBATOPHH T10
KJ1accy ONEpHOH MNoAroroBkd B TeuyeHue 30 JieT, OH CTOSUI Y MCTOKOB (HOPMUPOBAHUS
HALMOHAJIBHOW BOKAJIBHOH ONEPHOM IIKOMBI, CO3Jadl M ObUI TEPBBIM JUPHIKEPOM
cuMdoHndeckoro opkecrpa Ka3aHCKOH TrocynapCTBEHHOH KOHCEpPBATOPHH, MHOTO JIET
IperoiaBajl Ha JUPHKEPCKO-XOPOBOM (akyibTeTe KoHcepBaTopu. C ero nMeHeM CBA3aHO
Hayaino (OPMUPOBAHMS TPAAULUH TaTapCKOro HAILMOHAIBHOIO OaJeTHOrO M  ONEpHO-
cUM(OHNYECKOro ucnoaHuTenbcTBa. Oco00ro BHUMaHUS 3aCiIyXKHBAET €ro 3ameyarelibHoe
yOJIMLCTHYECKOE Hacleque. B TOM uucie yHHKaJIbHBIE IO CBOSH 3HAYMMOCTH
BOCIIOMUHAHUS O BBLOAIOLIMXCS TaTapckux kommosutopax H. Xuranose, C. Caiinamese, @
Spymnune, Jx. @Paii3u, 0 BETUKOM ChIHE TaTapcKoro Hapoma mnoate Myce J[[xammie.
Bonpmioii unTepec mpeacTaBisioT BocmoMuHaHUS CaIprKUIaHOBE O CO3AaHHHM U HEPBBIX
ronax GyHKIHOHMpOoBaHUS TaTapckoro akaJeMH4eCcKOro rocyapCTBEHHOrO TeaTpa Onephbl 1
G6anera um. M. [Dxamunsa, o 30-50-x romax XX Beka, Korga MPOMCXOHMI MPOLIECC
CTAHOBJICHUS! MY3bIKAJbHBIX YUPEXKJCHHH M TBOPUYECKUX KOJUIEKTHBOB HAPOXKAAIOIIETOCS
NpO(eCCHOHAIBHOTO  TaTaPCKOTO MY3BIKAIBHOTO HMCKyccTBa. IIOMCTHHE O€CICHHBIMU
SIBISTIIOTCA BocoMuHanus CaaprKuraHoBa o panHux rojax »kusHu H. I'. J)Kuranosa, o rogax
MHOT'OJIETHETO YCIIEIIHOTO TBOPYECKOrO COTPYAHHYECTBA C BBLIAIONIMMCA TaTapCKUM
xoMno3utopoM. JlocroitHa ymomuHaHMS M ponb CaIpiKUraHOBa B KadecTBE YCIEIIHOI'O
PYKOBOJMTEISI TBOPUECKUMH KOJUICKTUBAMU H yUIpEXICHUSIMU. B uacTHOCTH, B pa3HbIe TObI
OH sIBJIsUICA pyKoBoauteneM Tartapckoil rocynapcrBenHor ®unapmonun um. I'. Tykas,
Tarapckoro rocynapcTBeHHOro aHcaMOJIb ITECHHU U IUIACKH, JloMa HaApOIHOTO TBOPYECTBA, C
1988 mo 1998 pykoBoamn kadenpoil BOKAIBHOW MOATOTOBKH MY3BIKAIBHOIO (aKkyabTeTa
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Kazanckoro neparormyeckoro HHCTHTYTa, U Ap. Ocoboe BHUMaHHE B CTaThe YAETSIETCS POIH
CaznpmxuraHoBa B KadecTBE IHpPIDKEpa B MPEMBEPHBIX ITOCTAHOBKax OaneroB «3rorpa» H.
XKuranoBa wu «Kucexbam» Pammpma [Dybaiimymnmua. AHaIM3HpYIOTCS — pa3inuyHbIe
BbICKa3bIBaHMs CafpmKuraHoBa II0 TIOBOAY 3apOXKICHUS W Pa3BUTHA TaTapCKOro
HAILMOHAJIBHOTO Oajera.

JALAL GAYAZOVICH SADRIZHIGANOV — THE FIRST TATAR PROFESSIONAL BALLET CONDUCTOR

The paper is devoted to the consideration of the main stages of the creative path of the
first Tatar professional ballet and opera-symphony conductor Jalal Gayazovich Sadrizhiganov
(1909-1997). Some aspects of his conducting, teaching and journalistic activities are
highlighted. In the process of formation of the Tatar national professional ballet, opera and
symphony performance, it is difficult to overestimate the role of the outstanding conductor
and teacher Sadrizhiganov Jalal Gayazovich. For more than 30 years, Jalal Gayazovich was
the leading conductor of the Tatar Academic State Opera and Ballet Theater named after M.
Jalil. Under his direct supervision, the premiere productions of N. G. Zhiganov's operas
Altynchyach (1941), lldar (1942), Tyulyak (1944), Namus (1950) were performed; N. G.
Zhiganov's ballet Zukhra (Zyugra) (1944 G.), R. G. Gubaidullin's ballet Kisekbash (1958);
Djaudat Faizi's musical comedy Seagulls (Akcharlaklar) to a libretto by Akhmet Faizi (1944).
Being a teacher of the Kazan State Conservatory in the class of opera training for 30 years, he
stood at the origins of the formation of the national vocal opera school, created and was the
first conductor of the symphony orchestra of the Kazan State Conservatory, taught for many
years at the conducting and choral faculty of the Conservatory. His name is associated with
the beginning of the formation of the traditions of the Tatar national ballet and opera-
symphonic performance. His remarkable journalistic legacy deserves special attention.
Including unique memories of outstanding Tatar composers N. Zhiganov, S. Saidashev, F.
Yarullin, J. Faizi, about the great son of the Tatar people, the poet Musa Jalil. Of great
interest are Sadrizhiganov's memoirs about the creation and the first years of the functioning
of the Tatar Academic State Opera and Ballet Theater named after M. Jalil, about the 30-50-
ies of the twentieth century, when the process of formation of musical institutions and
creative collectives of the emerging professional Tatar musical art took place.
Sadrizhiganov’s memories of the early years of Zhiganov’s life, about the years of long-term
successful creative cooperation with the outstanding Tatar composer are truly priceless. The
role of Sadrizhiganov as a successful leader of creative collectives and institutions is also
worthy of mention. In particular, in different years, he was the head of the Tatar State
Philharmonic named after G. Tukai, the Tatar State Song and Dance Ensemble, the House of
Folk Art, from 1988 to 1998 he headed the Department of vocal training of the Music Faculty
of the Kazan Pedagogical Institute, etc. Special attention is paid to the role of Sadrizhiganov
as a conductor in the premiere productions of the ballets Zyugra by Zhiganov and Kisekbash
by Rashid Gubaidullin. Various statements of Sadrizhiganov about the origin and
development of the Tatar national ballet are analyzed.
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