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Ot peaakTopos.
Me:xnynapoanasi koHpepenuust «Pycckuii 6ajer

KaK MUPOBOH (peHOMEH B COBPEMEHHOM KYJbTYPHOM MPOLIECCe

B pamkax ®denepanpHoii neneBoit mporpammbl «KymaeTypa Poccun (2012-
2018 rr.)» 16-18 Hos6pst 2012 roxa B deaepanbHOM TOCYIapCTBEHHOM OIOIKET-
HOM 00pa30BaTeIbHOM YYPEXKJACHUU BBICIIETO MPOQPECCHOHATBHOTO 00pa30BaHuUs
«MocKkoBcKasi TocyZapcTBeHHasl akajgeMuu xopeorpadumn» cocrosiack MexmyHa-
ponHas koHbpepeHus «Pycckuii 6aner kak MHUPOBOH ()EHOMEH B COBPEMECHHOM
KyJIbTYpHOM mpoueccey». Opranu3atop KoHpepeHunn — MOCKOBCKasi rocyaapcT-
BEHHAs akajJeMusi xopeorpaduu mnpu mojaepxke MuHucTepcTBa KyabTypbl Poc-
cuiickor denepanuu.

Ha xondepenun o0CyKIanuch TEOPETUUECKUE U TPAKTUUECKUE BOMPOCHI
COXpaHEHUS U Pa3BUTHUS IOCTHKEHHUI pyccKoro daiera u xopeorpadudeckoro 00-
pa30BaHUs B COBPEMEHHBIX YCIIOBUSX, MCIOJB30BaHUS 00pa3LoB KIACCUYECKOTO
Hacjenus B xopeorpaduueckoM o0pa3oBaHHUM, pacCMaTPUBAIUCH MECTO U POJb
pycckoro 6anera U xopeorpaguuyeckoro o0pa3oBaHUsl B YCIOBUSX COBPEMEHHBIX
WHTETPAlMOHHBIX MPOLIECCOB B MUPOBOI KYJIbTYpE.

B pabote xoHbepeHIuy NpUHSIN yuyacTue yU€Hble, TBOPUECKHUE PAOOTHHUKH,
npenojaBaTeliv, aClUPAHThI U CTYJICHTBI — NPEICTaBUTENN CPEephl KYyJIbTYPhI U UC-
kyccTtBa Poccun, Apmenuu, Utanuu, Kazaxcrana, Kuraiickoit Haponnoii Pecry6-
muku, JlatBumn, Pecnyonuku Kopes, Coenunénnsix IlItatoB Amepuxu, Ounisan-
Iuu, SnoHum.

YyacTHUKY KOH(PEPEHIINY OTMEUaJIi, YTO HaIlle BpEMs XapaKTePU3YyeTCs aK-
TUBHO WAYIIMMH IpoliecCaMu rio0aliu3alii B pa3InyHbIX cdepax KU3HU MUPO-
BOTO COOOIIIECTBA, B TOM YHCIIC B KyJIbType U UCKycCTBE. U 31ech, Kak U B IPyrux
00JacTsIX, IMEIOT MECTO CBOU M3JEPKKH. Tak, upe3aMepHOe yBJICUCHHUE MPOIecca-
MU TJ00anu3alud MOXET CO37aTh yIrpo3y sl HAllMOHAJbHBIX OCHOB TOW WJIU
WHOU KynbTyphl. Ho B 1emom rimobanu3aius — MO3UTUBHEIHN Tporiecc. OHa paciim-

pSAET KyJIbTypHBIE TOPU3OHTHI, CO3/1a€T BOZMOXKHOCTH JIJISI TPUOOIIIEHUS K TIOIJIUH-
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HBIM KYJBTYPHBIM JTOCTHXKEHUSIMU Pa3HBIX HAPOOB, CIIOCOOCTBYET COXPAaHEHUIO U
Pa3BUTHUIO JYXOBHBIX IIEGHHOCTEW B MUPOBOM MacIiTade.

BeicTynaronme oTMeudanau OTKpPBITOCTh XOpeorpapuueckoro HMCKycCTBa K
HOBBIM IIJITACTMYECKUM BESIHUSIM M TOMCKaM BBIPA3UTENIbHBIX CpencTB. JlesTennb-
HOCTh MHOCTPAHHBIX IE€JaroroB u xopeorpagos B Poccun u pabora npeacraBute-
Jel pyccKkoi 6aneTHOM IKOJIbI B OaJIETHBIX TPYMIAaxX Pa3HbIX CTPaH CIOCOOCTBYIOT
TBOPUYECKOMY B3aMOOOMEHY U SIBJISIFOTCS POSIBJICHHUEM UHTETPAIluU B KYJIbType U
UCKYCCTBE.

B coBpeMeHHOM KyIbTypHOM MpOIIECCE PYCCKUIM OaleT paccMaTpuBaeTcs
y4acTHUKaMU KOH(EpEeHIIMH KaK HECOMHEHHBIH (DEHOMEH MHPOBOW KYJIbTYPHI.
BoznuknyB B Poccuu B 18-0M Beke, pycckuii 0anet BoOpall B ce0si U aCCUMUIIUPO-
BaJl HA PYCCKOM MOYBE BCE IIEHHOE JIyUILIUX €BPONMEUCKUX IIKOJI, 000raTUB UX J0C-
THKEHUSIMH PYCCKOM KynbTypbl. CIIOCOOHOCTh 4€pe3 OCMBICICHHYIO XY/I0XKECT-
BEHHYI0 ()OpMY TPAHCIUPOBATh IMOTOK OOIIEUETOBEYECKUX TyXOBHBIX LIEHHOCTEH
00yCIIOBIMBAET MUPOBOI aBTOPUTET U MPUTATATEILHOCTh PYCCKOTO OaneTa.

CocraBnsionye — «IJIAaCThl» PyccKoro Oasiera, MO3BOJSIOUIME TOBOPUTH O
ero (PeHOMEHE U Y4aCTUW B MHTETPAIMOHHOM MPOIECCE KYJIbTYphI, 3TO, IO MHE-
HUIO YYaCTHUKOB KOH(EpEHIMH, MPEXJE BCEro, CUCTEMHOE NMPOQEeCcCCHOHAIBHOE
xopeorpaduueckoe 00pa3oBaHUE U CIICHUYECKHUI pernepTyap.

YyacTHUKH KOH(EpEeHIMH OTMETWJIM, YTO pyccKas OaneTHas IIKOJa Kak
CUCTEeMa MOJrOTOBKU apTucTa OajeTa mpu3HaHa BO BCEM MHpE, OKa3ajlda U OKa3bl-
BaeT OOJbIIOE BIMSHHE HA CTAHOBJICHHE W PA3BUTHE HAIMOHAIBHBIX OalETHBIX
IIKOJI. YBEIMYMBAETCS KOJUYECTBO MHOCTPAHHBIX CTYJEHTOB, O0yYaIOUINXCS HC-
KyccTBY Oarneta B Poccun. BocriutaHHUKYM pyccKoil OalieTHOM MIKOJBI pabOTalOT B
BEIyIIMX OaJeTHBIX TPYIax pasHbIX cTpaH. BocTpeOOBaHHOCTH BBHITYCKHUKOB U
NIEaroroB pycckoil OalleTHOM IIKOJIbI, POCT MHTEpPECa MHOCTPAHHBIX TPaKIaH K
U3YYEHHIO MCKyccTBa Oajnera B Poccun xapaKTepu3ylOTCsl KaK MPOsIBICHUE aBTO-
pUTETa PYCCKOro Oajnera W MHTETPALMOHHBIX MPOILIECCOB B MHUPOBOW KYJIBTYpE.
MockoBckasi TOCyJapCTBEHHAs aKaJeMus Xopeorpapuu sIBISIETCS COBPEMEHHBIM

MEXIYHApOJAHBIM 00pa30BaTEbHBIM LEHTPOM MCKycCTBa OajieTa W UIpaeT Bax-
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HYIO pPOJIb B COXPaHEHHH M Pa3BUTHH PYyCCKOTo OaneTa U Xopeorpaduueckoro oo-
pa3oBaHuUsl.

Ocoboe BHHMaHHME YYaCTHUKU KOH(EpEeHUUU YAEIUIM PACCMOTPEHUIO pe-
nepTyapa COBPEMEHHOTo OaJeTHOTrO TeaTpa, OTMETHB BEAYIIYIO POJIb CIIEKTaKIICH
KJlaccuyeckoro Hacneausi. [loguepkuBaiuch BaKHOCTh KJIACCUYECKOTO HACIEAUs B
BOCIIUTAHUU apTUCTa OaneTa U HeOOXOJAMMOCTbh COXPAHEHHS HEpa3phIBHOU CBS3U
xopeorpaduueckux y4eOHBIX 3aBeIEHHWN M TeaTpoB I JaJbHEUIIEr0 pa3BUTHUS
HCKYCCTBA PYyCCKOTO Oaiera u xopeorpapuyeckoro o0pa3oBaHusl.

Y4acTHUKM KOH(PEPEHIIMU OTMETUIIM TaKXke, YTO B YCIOBUSAX HWHTETPAIUH
Poccun B eBpomeiickoe 00pa3oBaTeIbHOE MPOCTPAHCTBO BO3POCIA BaKHOCTH T'O-
CYJIapCTBEHHOM TMOJIEPKKHU JIJII COXPAHEHUSI M Pa3BUTHUs YHUKAIBHOM, MpU3HAH-
HOI BO BCEM MHUpPE POCCHICKON CUCTEMBI MPOPECCUOHAIBHON MOATOTOBKU apTH-
CTOB OajieTa — pyCCKOM 0ajJeTHOMN IITKOJIbI.

OObequHUB yCWINSA TPEACTaBUTENEH Hay4yHO-HCCIEAOBATEIbCKUX, TeaT-
paJIbHBIX W 00pa30BAaTENbHBIX YUPEKACHUN PA3HBIX CTpaH, KOH(EPEHIHs MO3BO-
JuJia MPEeCTaBUTh U OOCYIUTh HIMPOKUHN CHEKTP UCCIeI0BaHUN (EeHOMEHaA pyc-
CKOTO Oaniera, ero MecTa u poji B COBPEMEHHOM KYJIBTYPHOM IIPOIIECCe, COTIaco-
BaTh MO3UIUU MO TpoOIeMaM COXpaHEHUs U Pa3BUTHUS PYCCKOM OalleTHOM IIKOJIbI,
OOMEHSTHCSI OMBITOM PadOTHI. BBICTYIJIEHUS y4aCTHUKOB KOH(EPEHINH, TMpe.i-
CTaBJICHHBIE B MMyOJMKYEMBIX TE€3HCAX, MMO3BOJITIOT HCIIOJIb30BAaTh PE3yIbTaThl HC-
CJIEIOBAaHUN KaK B JAIbHEHIIMX TEOPETUUYECKUX padOTax, TaKk U B MPAKTUKE XO-
peorpaduyeckoro HCKyccTBa U 00pa3oBaHUsI.

MockoBckasi rocyJapCcTBeHHasl akaJeMusi Xopeorpaduu mpuriamaer K co-
TPYAHUUYECTBY BCEX, KTO 3aMHTEPECOBAH B JAJIbHEHIIEM HCCIEAOBAHUU TaHHON

poOJIeMaTHKH.

U.A. bopszenko, H A. Buxpesa, C.M. Onenes.
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PYCCKHUM BAJIET KAK KYJbTYPHBIA ®PEHOMEH

Pycckuii 6asier — eHOMEH MHPOBOM KYJIbTYPbI

M.K. JleonoBa

balletacademy-rectorat@yandex.ru

HapoaHas aptuctka Poccuiickon denepanun,

naypeat [Ipemun [IpaBurensctBa Poccuiickoit @enepannu,
KaH]I. UCKYCCTBOBeIeHUs, TIpodeccop,

pexTop MOCKOBCKO# roCy1apCTBEHHOM akageMuu Xopeorpaduu
Mocksa, Poccus

Korma mbl roBopuM «pycckuil 0aner», «(paHIy3cKHil Oanery, «uTalbsiH-
CKUii 0aneTy, «JaTCKuil 0aneT», 3a BCeMU dTUMU MOHSATUSMHU Y HAC B MEPBYIO OYe-
peab BCTAlOT HE 3HAMEHUThIE OaleTMENCTEpPhl, CBA3AHHBIE C 3TUMH CTpaHaMH, a
HEYTO JPYroe, YTO MOXKHO ObLIO Obl OXapaKTEepHU30BaTh IIKOJION Oayera, 0COObIM
CTUJIEM TaHIIA, €€ TAHIIOBIIUKAMM.

Hctoku pycckoro Oanera Bocxonsat k cepeauHe XVIII Beka. B Cankrt-
[TerepOypre mo nHUIMATHBE PPAHITY3CKOTO OasieTMelicTepa u yunrtens Tanies XK.-
b. Jlanne B 1738 rony ObU1a opranuzoBaHa TaHlleBajibHas 1ikoJa. Ee nepBeiMu me-
naroramu ObuUTM UHOCTpaHHble npenoaasatenu JK.-b. Jlanne, ®. Xunsdepaunr, /1.
Kanumnanu, nozanee 1. duano.

UYepes 35 ner B 1773 rogy U. beuxoi, Bo3rnasinaBmunii BocriurarenbHblii
oM B MockBe, KOTOpBI ObLT co371aH Mo yka3zy umnepatpuiibl Exatepunst I, op-
raHU30BaJl KJIACCHI «TaHIIOBaHUs». [IepBbIM negarorom crai utaibsiHen OUaumnmo
bekapu.

B EBpomne B 9Tu 1061 OaneT MOiIb30BAJICS OTPOMHBIM YCIIEXOM U TOMYJISIP-
HOCTBI0. AKTUBHO JericTBOBasIa DpaHily3cKas akaJeMus TaHIa, Co3JaHHas B 1661
roay o ykazy JlrogoBuka XV, koTopblii caMm yBieKalcs TaHIaMU. AKaJieMus, py-
koBoaumasi I1. Bomanom, ycraHOBUIIA 3aKOHBI M MpaBWia TaHIlA, MO3/IHEE IMOTY-

YHUBIICTO HAa3BaAHUEC KIIACCHYCCKOTIO.
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B XVIII-XIX Bekax B Poccumn yxe pabotanu nBe OajieTHbIE IIKOJIbI, I/I€
IpenojaBaii MHOTHE H3BECTHbIE HHOCTPAHHBIE MEAarord W OaneTMencTephl:
[Tapae Hduano, ®demunara I['romnens-Cop, Kapmo bnasuc, Aptyp Cen-Jleos,
Kronp Ileppo, OHpuko Yekertn u MHorue napyrue. Jlydmine negaroru u oaiet-
Mercrepsl EBponbl cunTaiy 3a 4ecTh MOJNYYUTh IpUriamieHue padorars B Poccuu.
A. Cen-Jleon cBo#t Tpya 1o TaHiry nocBstui Poccuiickomy nmneparopy Hukomaro |.
B Poccun ractpommpoBanu snereHaapHsie TaHIOBIIMIBI Mapust Tansonn n Danau
Onbcrnep.

Pycckre TaHOBIIMIIBI TOCTUTAIM TalHBI PA3JIMYHBIX KON EBpOIBI, KOTO-
pble OTJIMYAIUCh APYr OT aApyra. UranpsHckas mkona bnasuca-UYekertu Obuia
WHOM, yeM JaTckas mkona A. bypaonsuist. dpaniry3ckast Koja MOYMTaiach 0cooo.

Pycckue, *aqHo TSHyBIIMECS K TaHIy, CIIOCOOHBIE K HEMY, C JIETKOCTHIO
BOCIIPUHUMAJIM €BPOIEHCKYI0 HayKy O TaHle. OHM HaIlOJHSJIM TEXHUKY TaHIA
CBOMM OUIYIIEHUEM €r0o, CBOEH BBIPA3UTEIBHOMN IUIACTUKOW, UAYIIEH OT BHYTPEH-
HEro SMOIMOHAIIBHOIO YyBCTBA. PycCKHe TaHIIOBIIMKYU M TAHIIOBIIUIIBI SPKO 3as-
Buin 0 cebe. 1o A. Ucromuna, E. CankoBckas, A. Cobemanckas, E. AHnpesHo-
Ba, C. Cokouos, E. Bazewm, B koH1e Beka — E. ['enbuep, I1. I'epar, B. Tuxomupos n
npyrue. @opmMupoBangach pycckasi HCIIOJIHUTENbCKAS IIKOJIA.

Bce moctukeHus: NepeyrcIeHHbIX BbIIIE MIKOJ aCCUMHIIMPOBAIIMCH HA pyC-
CKOW MOYBE, U PYCCKHE apTUCThl U MEAArord BIOXHYJU >KU3Hb B YCTOSIBIIHECS
dbopmbl Kiaccuueckoro TaHma. Pycckas mikonia BOupasna B ceOst Bce IEHHOE TTyd-
mux OanetHsix mkoa XX Beka.

Mapuyc Iletuna Obu1 npencraBuTeneM (PppaHiy3cKOM MIKOJIbI, © HUMEHHO €ro
TeHUIO B copykecTBe ¢ TenneM [1. YaitkoBckoro ObLTIO JaHO CO3AaTh HEMPEB30M-
JIeHHBbIe 00pa3lbl 0aneToB Kiaccuyeckoro Hacieaus. 3Hayenue M. Iletuna B uc-
TOPUHU PYyCCKOro Oajera HEBO3MOXKHO NepeolieHuTh. Ha ero cnekrakisx (hopmu-
poBayiach pycckas mkosa 6anera.

K konmy XIX Beka 6aner B EBpone yrpaTun nuaupyroiee 3HaueHue B UC-
kycctBe. Pycckue ce3onnl C. [lsaruneBa B [lapuxke B Hauasie XX Beka BCKOJIBIXHY-

1 He Tosibko EBpory, HO u Bech Mup. Pycckuii Oanet 3asBuin o cebe kak 00 oco-
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OOM SIBIEHHMH B MHPOBOM XOpeorpapuuecKOM HCKYCCTBE, B JIMIE BbIJAIOIIUXCS
tannoBMKkoB A. IlaBnoBoi, T. KapcaBunoii, O. CnecuBueBoii, B. Huxxunckoro,
M. Mopakuna, C. ®EnopoBoil U APYruxX OTKPBUI COBEPIIEHHO HOBOE HCKYCCTBO
Oamera. Kanonndeckne GhopMbl KIACCHYECKOTO OajnieTa mepectanu ObITh 3aCThIB-
muMu. OHU 00peNii CMBICH, BBIPA3UTENbHOCTh, OAYXOTBOPEHHOCTh. JTO OBLI Ta-
HEll, UICXOJMBIIHM OT cepAla U Aymu. «Jlyloi NCIIOJHEHHBIN MOJNET» — 3HAMEHH-
Thie cnoBa Besukoro A.C. IlymkuHa Kak Henb3s 00J€e TOYHO XapaKTepU30BaId
0COOEHHOCTh pycckoro Oanera. Jto nopasuino mup. MckyccTtBo Oanera yBUIEIH
HE IPOCTO pa3BJIEKATEIbHBIM 3PEIUIIEM, & HCKYCCTBOM BBICOKHUX YYBCTB, 0COOOM
KpacoThbl, U3ALIECTBA, SJIETAHTHOCTU. DTO OBLJIO UCKYCCTBO, B KOTOPOM TapMOHHY-
HO COEJMHMJIUCH TaHEell, My3bIKa U cleHorpadus. DTo Obl1a HACTOSIIAs PEBOJIIO-
1Ms B OAJIETHOM HCKYCCTBE.

JlsaruneBckue ce30HbI Mokazanu EBpome OaneT Kak LENOCTHOE XYIOKEeCT-
BEHHOE NPOM3BEJCHUE, B KOTOPOM M Xopeorpadus, U My3blKa, U CLEHOrpadus
CO37aBajl HEMOBTOPUMOE XYI0XKECTBEHHOE ABJICHHE. DTO OBUIO COAPYKECTBO BE-
JUKUX XopeorpagoB, KOMIO3UTOPOB, XyA0KHUKOB: M. ®okuna, A. benya, U.
CrpaBunckoro, K. Koposuna, JI. bakcra, A. I'ontoBuna, H. UepennnHa u npyrux.

3a 150 neT ¢ MOMEHTa BO3HUKHOBEHMSI PYCCKOro OajeTa OH MpeBpaTUiICs B
(e€HOMEH B KyJIbTYpPE MUPOBOTO HCKYCCTBA.

XX BeK B MUpPE UCKYCCTBA IMPOIIIEII MO/ 3HAKOM pycckoro oanera. Pycckuit
OasleT Jan TOMYOK M UMITYJIbC BO3HMKHOBEHHUIO W Pa3BUTHIO OajeTa B AHIJINH,
Awmepuke, Tol xe dpaHuuy U B KOHLE BTOPOW MONOBUHBI XX BeKa B CTpaHax
Bocroka: Kurae, Sinonnn, Kopee u np.

MOXHO BCIIOMHHUTBH, YTO BCEM HU3BeCTHBIM J[)Kopk bamaHumH, co3npareinb
aMepHKaHCKoro Oanera — Ha caMoM jeine ['eopruii bananumBanze, TOKUHYBIIHMA
Poccuto B Hauwane 20-x romoB XX Beka. Cepx Jludapb, COMUCT IATUICBCKON
Tpynmbl «Pycckuii 6aner», mpaktudecku 30 JeT BO3TIaBiIsAI MPOCIaBICHHYIO Oa-
netHyto Tpynity llapuxkckoii onepel. banernsie mkossl oTkpbiBanu A. I1aBiosa, T.

Kapcasuna, M. Kcemmunckas, O. [IpeoOpakeHckasi 1 MHOTHE JPYTHE BBIIAIOIINEC-
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csi OaneTHbIe 3HAMEHUTOCTU. 3a rpaHulie padoranu M. @okun, B. Huxunckui,
JI. Msicun u npyrue.

Tak Ha3bIBaeMbIil «okene3HbId 3aHaBec» 30-60-X ro/IoB COBETCKOTO NEpHoa
U30JMPOBATI pycCKHUil OaneT oT mupa. B 310 Bpems pycckuii Oaner nepexuBaet
MpoLIeCC UHTEHCUBHOTO pa3BuTUsA. DopMHpyeTCsl pyccKas IIKoJia xopeorpaduue-
ckoro oOpazoBaHusi. OCHOBY €€ COCTaBJIIET KOMIUIEKCHAsi CUCTeMa BOCIUTaHUS
aptucta 6aera. OCHOBHOM JUCITUTUTMHONW PYCCKOW IITKOJIBI OBUT M OCTaeTCs Kilac-
cuyeckuil Tanen. [ToMuMO 3TOro ceppe3HOo€ BHHUMAHUE YJEISAETCS W3YyUYECHHIO N1y-
ATHO-KJIACCUYECKOTO, HAPOJHO-CIIEHUYECKOT0, MCTOPUKO-OBITOBOTO TAaHIIEB, aK-
TEPCKOr0 MacTepcTBa. B COBOKYMHOCTH C NUCIUIIMHAMU UCTOpUM OajieTa, TeaT-
pa, My3bIki (POpMHUPYETCS TUYHOCTh PYCCKOTr0 apTucTa 0anera, CmocCOOHOTO Ccpe/I-
CTBaMM TaHIa CO3/IaTh TNIyOOKO JApamMaTudeckue oopasbl 3apemsl u ['upes, Pomeo
u Jbxynserthl, Cniapraka u Mexmene bany, MBana I'po3noro u Kpacca u npyrux.
['1aBHOE — M3y4YEHHE MPEIMETa MPOUCXOAUT HE XaOTUYHO, a MO CTPOTOM U SICHOMN
CUCTEME OCBOEHHMSI €ro, KOTOpas 3ajl0’KeHa B OCHOBOIOJArarolleM JOKYMEHTE —
nporpamme. B poccuiickoit 1mikosne xopeorpaguueckoro odopazoBaHus oOydeHHE
M0 BCEM CHEIUAIbHBIM JTUCIUIUIMHAM MPOBOJUTCS MO YETKO pa3pabOTaHHBIM, BbI-
BEPEHHBIM BPEMEHEM MPOrpaMMaM.

Pycckas mikoina 3asBuiia 0 cede kak 0codast 1IKoJIa, OCHOBAaHHAs HA CUCTEM-
HOM MOJX0/I€ K BOCIIUTAHUIO OYyAyIIUX TAHIIOBIIMKOB. OTPOMHOE 3HAaYEHUE UMEIIO
nosisieHue B 1934 roxy kuuru A. BaranoBoit «OCHOBBI KJIACCUYECKOTO TaHIIa» U
B 1940 romy xnurm «Meroguka kinaccudyeckoro TtpeHaxa» H. Tapacosa,
A.Yekpoiruna, B. Mopuna. Ilo3aHee mnosBiIAOTCS Y4YE€OHUMKH IO HApOAHO-
CIIEHUYECKOMY TaHITy, HCTOPUKO-OBITOBOMY TAHITY U aKTEPCKOMY MacCTEPCTBY.

CoBeTckuii Mepuoj; pycckoro 0ajnera crocoOCTBOBAJ CO3AaHUIO OalleTHBIX
IIKOJT ¥ OaJeTHBIX TPYMI B KPYMHBIX TOPOAAaX M COIO3HBIX pecrmybnmukax CoBet-
ckoro Coro3a. Oto Ilepmb, HoBocubupck, Boponex, Caparos, Anma-Ara, Ilerpo-
3aBOJCK, @pyH3e, Yian Yue, SIKyTCcKk U apyrue.

baneTHbIli TeaTp COBETCKOro nepuoaa — 3TO UHTEHCUBHBIN ITOMCK COJIEpKa-

TCJIBHOTI'O, FJ'IY60KO APaMaTHUICCKOro, NMCUuXoJIOru4cCKu TOHKOT'O OaJIETHOT'O CIICK-
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TaKJIs, TJ€ apTUCT Oanera co3faer Apkuil oOpa3 cBoero repos. [losBistores mpo-
u3Benenus P. 3axaposa, JI. JlaBposckoro, B. Balinonena, B. Bypmeiictepa, K. I'o-
nen3oBckoro, JI. SIkobcona u ap.

1956 roa — 0coOblIif ro1 B UICTOPUH MUPOBOTO XOPEOrpapuueckoro uCKyccT-
Ba. B 3TOT rop, mociie CHATUSL «KEJIE3HOrO 3aHaBeca», Mup cHayana B Ilapuxke
yBujen Oaner coBeTckoro xopeorpada B. Bypwmeiictepa «Jlebenunoe ozepo», a
yepe3 Mmecsl B JIoHAOHE ObUT OIIENIOMIIEH UCKYCCTBOM OaneTHOM Tpymibl boib-
nioro Teatpa, TaHuem ['anunbl YianoBoi B Oanete «XKuzenb» u B 6anere «Pomeo
u JIxynserray JI. JlaBpoBckoro. TexHuka KiacCHMUECKOTo TaHIa Oblia Oe3pas-
JIEIBHO TOJYMHEHA CO3/IAaHUIO SIPKUX, HAIIOJIHEHHBIX CTPACTSIMU 00pa3oB. ITO ObI-
Jla UICTUHHAS TI033Usl B TaHIIE, MOIOIIEEe TEIO0 TAaHIIOBIIUIIEI, 0CO0asi KAHTHIICHA PYK,
KOpITyca, TOJIOBBI, €CTECTBEHHOCTh KU3HEHHOIO 00pas3a.

C »TOro MOMeHTa HaYMHAIOTCS TpUuyM(dalbHbIE TacTPOJIU COBETCKOTO Oane-
Ta 110 BceMy mupy. Bocxumarorcs uckycctsom M. I[lnucenxon, H. @aneeuesa, M.
KongpateeBoii, B. BacunbseBa, E. MakcumoBoii, H. beccmeptnoBoii, M. JlaBpos-
ckoro, M. Jluenbsl u MHOTUX JpYruX. Mup OTKpbLUIT JUisl ce0si TeHU BBIIAIOIIETOCS
oanermericrepa XX Beka IOpus I'puropoBuua, KOTOpbIA OONBIIYI0 YacTh CBOEH
TBOPYECKOM JKU3HU, IMOYTH ITOJIBEKA MTOCBATUI bosibiioMmy teatpy Poccun.

Pycckas mikoma Oanera mputsrarenbHa I Bcero mupa. lIpencraBurenu
pycckoro Oanera cTajv MOJIb30BaThCS B MUPE a0COMIOTHBIM aBTopuTeToM. P. Hy-
peeB Bo3raBisl OanetHyto Tpynmy I[apmwkckoit onepsl, M. bapeiaukoB — Tpym-
1y AMepuKkaHckoro GanerHoro teatpa B Hoto-Hopke (ABT), B. Manaxos — B Bep-
mune, B. JlepeBsuko — B [pesnene; FO. IlocoxoB — xopeorpad banera Can-
@paniucko, A. PaTMaHCKUII CTaBWJI CIEKTAKJIA B CAMbBIX MPECTUKHBIX TPYyMHIax
mupa. [loutn HeT cTpaHbl B MUpE, B KOTOPOH HE MOJB30BAIUCH Obl MOMYJISIPHO-
CTBIO CTIEITUATMCTBI PYCCKOM OaneTHoM neaaroruku. [IpecTuk pycckoi memaroru-
YECKOM LIKOJIBI B MUPE YPE3BBIYANHO BEJIUK.

MockoBckas mikosia 0anera okaszajia OoJIbIIOE BIUSHUE HAa Pa3BUTHE KIlac-
CHYEeCKOoro Oajera B IIeJoM psje cTpaH. B Hagame 50-X T010B COBETCKUI Ieaaror

Onwra MnpuHa ocHoBasa OanetHyro 1mkony B Ilekune (Kuraif), mocraBuB o0yue-
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HUE TI0 CUCTEME COBETCKOro xopeorpaduueckoro oopazoanus. B 60-e romsr C.
Meccepep n O. TapacoBa MHOTO cellany AJis pa3BUTHs KJIacCHYECKoro Oajera B
SAnonuu. B 90-e¢ roasl B 1. Beiin (mratr Komopano, CIIIA) neiicTBoBasia JeTHSS
mKoyia 0ajeTa, B KOTOpoi paboTanu mpernojaBaTeIn MOCKOBCKOM TOCyIapCTBEH-
Holt akagemuu xopeorpadpuu (MI'AX). B 80-90-e roas! B r. Tokuo (Anonus) nei-
CTBOBAJ KpYIJIOTOau4HbIA MHCTUTYT pycckoro Oanera, B KOTOPOM paboTaiu mpe-
noxasatest MI'AX. C 2008 rosna o HacTosiiee BpeMsi B paMKax COTPYHUYECTBA
Hamieil akagemuu ¢ Pyccko-amepukanckuM KyiabTypHbIM (oHzoM B CIIIA (Hbro-
Hopk n mratr KOHHEKTHKYT) JeHCTBYeT KO KIACCHYECKOro Oajera, Tie Ipe-
nogatot crneruanuctel MI'AX. C 2004 roga B Ceyne (FOxunas Kopes) Takxke pa-
ooratotr negaroru MI'AX. Celfuac B Halel akajgeMuu 00y4arOTCs MHOCTPAHHbIE
CTYZIEHTHI U3 OoJiee yeM 20 cTpaH mMupa.

JBa rona Hazaq BHEpBblE B MUpPOBOM ucropun Amepuka, EBpona, Poccus,
SAnoHus TOPKECTBEHHO OTMEYalid o0uiiel pycckoro negarora. Mims storo nepa-
rora Iletp AntonoBuu IlectoB — npencraButens MOCKOBCKOW IIKOJIBI KacCHUYe-
CKOI'0O TaHIIa.

Cunia pycckod mIKoibl Oanera — HE TOJIBKO B CUCTEMHOM KOMIUIEKCHOM
MOAXOJI€ K BOCIIUTAHUIO TAHIIOBILIMKA, HO U B OTHOIIEHUU K MTPOU3BEACHUSM KJlac-
cudyeckoro Hacienusa. Knaccuyeckoe Hacienue — 3T0 (yHIaMeHTanpHas Oasza
KJIACCUYECKOI'0 TaHIIA, €ro mojjuHHas wmkoia. [llexeBprl Kiiaccuueckoro Hacie-
JUsl 3aHUMAIOT MEPBOCTENIEHHOE MECTO B penepryape OajleTHBIX TeaTpoB U OayieT-
HbIX K0 Poccuu. He OyeT HECKpOMHBIM CKa3aTh, YTO KJIACCUYECKOTO Hacleaue
B oOnacTu Oanera MpakTHYECKH MOJIHOCThIO co31aHo B Poccun. Bot maxke Henos-
HBIM CITUCOK TMPOU3BEACHHM, HAauOOJee pacpoCTPaHEHHBIX B MHPE B HACTOSIICE
Bpemsi: O6anet «Kuzenwy», BriepBbie nocTaBiieHHbIH B 1841 roay B [Tapuxke, oopen
BTOPYIO ku3Hb B pefakuuu [letuma B [letepOypre; «Jlebemunoe o3epoy, «Crsias
KpacaBunay», «llenkynunk», «basaepka», «on Kuxor», «Ilaxura» u apyrue. Ha
npoTsikeHnd MHOTUX JieT B CIIIA u 1pyrux cTpaHax B poXkKJACCTBEHCKUE THU OajieT
«Illenkynunk» B moctranoBke B. BaliHoHeHa — camblii TI0OUMBIN OaneT nerer u ux

pOIUTETEN.
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baner «TmerHas NmperoCTOPOKHOCTH», KOTOPBIM MBI ITOKAa3bIBAEM B JIHU
KoH(epeHIMH Ha cueHe bonbioro teatpa Poccun — sipkoe cBUIETENBCTBO JOCTH-
KEHUI PyCCKOro KOMIUIEKCHOTO CHUCTEMHOIO XOpeorpaduyeckoro o0pa3oBaHUS.
IOpuit I'puropoBud cnenuaibHO UIsl HAC CO34al HOBYIO PEJAKLUIO CTaPUHHOIO
OaneTa KJIacCUYECKOro HACJeaus, B KOTOPOM €CTh BO3MOKHOCTb BBISIBUTH M IIPO-
SBUTh TBOPYECKYIO MHIMBHUIyabHOCTh BocnuTaHHUKOB MI'AX. B Ganere ectb
BEIyLIME NIaPTUH, COJIbHBIE BAPUALIMHU, MACCOBBIE TaHIbl HA OCHOBE KJIACCHYECKO-
ro, Jy3THOTO ¥ HapOJHO-CLICHUYECKOrO TAHIIEB, a TAKXKE JETCKUM TaHEL U SpPKUe
aKTepckue 00passl. MBI IPUTIIaCHIIM y4aCcTBOBATh B CIIEKTAKIIE COJIUCTOB boibnio-
ro TeaTpa, 4TO AAET BO3MOKHOCTh YUUTHCSA HALIEW MOJIOAEKHU Y MACTEPOB TaHLA.

B uem xe ¢penHomen pycckoro 6anera? deHOMEH — B BbICOUANIIEH KyIbTYy-
pe TaHua, npodeccrnoHalM3Me, 'yMaHUCTUYECKONW HAIIPABIEHHOCTH PYCCKOTO HC-
KyCCTBa, CHOCOOHOCTH €0 CO3/1aTh sIpKue 00pa3bl Ha OaeTHOM clieHe, Oiaronaps
KOMIUIEKCHOMY CHUCTEMHOMY Xopeorpaduueckomy oOpazoBaHuio. eHOMEH U 1O-
ToMy, 4TO BO3HUKHYB B XVII| Bexe Ha cToneTus: mo3aHee yKe CyIlleCTBOBABILIETO
Oanera B EBporie, oH cTan 3a moATOpa BEeKa YHUKAJIbHBIM SBJICHUEM U a0COJIOT-

HBIM aBTOPUTETOM B COBPEMEHHOW MUPOBOU KYJIBTYPE.

Pycckmuii 6ajieT 1 MUPOBOH XY/10:KeCTBEHHBIH Mpo1ecce

B.B. BancJios

adv@rah.ru

JI-p UCKYCCTBOBeIeHUs, Ipodeccop,

3aciyeHHbIN fearenb nekyccts PCOCP,

nevicteutenbHbId uieH [Ipesnnnyma Poccuiickon akageMun Xya0KeCTB,
NEeUCTBUTENBHBIN wieH MexnyHapoaHoit Akanemuu Kynetypsl u MckyccTBa
MockBa, Poccus

Harmme Bpemst XxapakTepuszyeTcss akTUBHO HAYIIMMH TPOIeCcCaMy TII00an3a-
IIUU, TO €CTh TECHACHIIMEH K €IMHEHUIO BCETO YEJIOBEYECTBA, OXBATHIBAIOIICH Ca-
Mble paziuanbie chepbl ObiThsa. Kak Obl HU OOpOJHMCH MIPOTUB HEE Pa3HOTO poja
AHTHUTJI00aINUCTRI, HO TII00AM3aIs — HeNn30€KHBINA, HEOOXOIUMBI, 00bEKTHBHBIN

npouiecc. Unét ona u B cepe kynbTyphl. U 31meck, kak U B Apyrux o0JIacTsIx, UMe-
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10T MECTO CBOU M3JIEPKKU U HETaTUBHBIE CTOPOHBI. MBI YaCTO EPEHUMAEM U3 APY-
TMX KYJIBTYp HE TOJBKO XOpOILIEe, HO U IJI0X0€, a YPE3MEPHOE YBJIEUECHHE IIPOLIEC-
camMu riao0ajau3alud MOXKET CO3JaTh Yrpo3y Il HAallMOHAJIbHBIX OCHOB TOW HIIU
WHOW KYJIBTYPHI.

Ho B nienom rio6anuzarus — BCE-Taku MO3UTUBHBIN mporiecc. OHa paciimpu-
Ja HallM KyJIbTYPHBIE TOPU3OHTHI U CO3JAET BO3MOKHOCTH JUIsl 0OOraiieHust Ha-
1Ieil XyJ0KECTBEHHOW KYJbTYpPbl NOJJUHHBIMU JOCTHKEHUSMH JIPYTUX HApOIOB.
OT0 CIOCOOCTBYET COXPAHEHUIO M PA3BUTHUIO TyXOBHBIX IIEHHOCTEH.

CkazaHHOE B TOJIHOM Mepe OTHOCHTCS K XOpeorpaduyeckoMy HCKYCCTBY,
KOTOpPOE €CTh YacTh OOLIEH TyXOBHOM U XyJ0KECTBEHHOM KYyJIbTYpbl HAIlIEH CTpa-
Hbl. B coBeTckoe Bpems, B IIEPHOJ XOJIOJAHOW BOMHBI M >KEJIE3HOIO 3aHaBeca XO-
peorpauyeckoe MCKyCCTBO y HAac Pa3BUBAIOCh M30JIMPOBAHHO OT MHUPOBBIX XY-
JIO’KECTBEHHBIX Mpo1ieccoB. O TOM, 4TO MPOUCXOAWIO B IPYIUX CTpaHax, Mbl 3Ha-
au oueHb Maino. ['actponu Tpynn bananunna u bexxapa B Hameit ctpane B 1960-
1970-e roap! ObUTM UCKITIOYEHUEM, a HE TIpaBWiioM. W XOTs B Hamiem OajneTe u B TOT
nepuoj OblI0O HEMAJIO BBIIAIOIIMXCS XYI0)KECTBEHHBIX JOCTUKEHHUM, HO BCE-TAKU
M30JISIIUOHU3M OTPAHUYMBAJI €r0 pa3BUTHE. Beap B Tpauuusax pycckoro danera Ha
BCEX JTamax ero Mpe/lIecCTBYIOMIEH MCTOPUHM ObUIO YTBEP)KIACHHE CBOMX HAaLMO-
HaJbHBIX OCHOB, HO IIPX 3TOM MCIIOJIb30BaHUE U IPETBOPEHUE BCETO JIYUILErO, YTO
JIOCTUrajoch B Oanerax Apyrux crpad. M 3To He ocnadisiio, a yKpeIsuio pyccKui
Oaner.

[Tonoxenne n3menmnock B 1990-e ronpl, koraa NpeKpaTUiIvCh U30JISIIUOHU-
CTCKHE TEHACHIIMM U Halla CTpaHa cTaja BO BCceX cepax >KU3HU paCIIUPSTh KOH-
TaKThl C 3apyOEKHBIM MUPOM. DTO KOCHYJIOCh U 0aJ€THOTrO TeaTpa, UCKYCCTBa XO-
peorpaduun. CucteMaTuuyecKuM CTajl 0OMEH TacTPOJIIMHU T€aTPOB, KOJUIEKTUBOB U
apTUCTOB C JApyruMu crpaHamu. Hama xopeorpaduueckas oOUIECTBEHHOCTh BCE
OombITe U 00JIbIIIE 3HAKOMUIIACH C TEM, YTO TMIPOUCXOJIUT B IPYTUX HAITMOHATHHBIX
KyJlbTypax. B penepTryapbl OT€UECTBEHHBIX T€ATPOB CTaIM BKJIHOYATHCS MPOU3BE-
nenust bananunna, lletn, ®@opcanta, [dyaro, Kunmana, Ilpenpxokaxa u apyrux

3apyOexHbix xopeorpados. lllupokoe pazButre B Halleil cTpaHe MOJYYHIIA KOJ-
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JeKTHBBl W TPYIIBl COBPEMEHHOTO TaHIa, contemporary dance, rie OCHOBOIA
TBOpUYECTBA OBLI HE KJIACCHYECKHI TaHell, a MOJEPH M JKa3 TaHel M CBOOOAHAs
IJIACTHKA, HE CKOBaHHAs KaKUMH-THOO KAHOHAMH.

Bce 310 BAMsIIO M HA TBOPUYECTBO OTEUYECTBEHHBIX XOpeorpadoB B OANETHBIX
teaTrpax. Kommnosuinmonusie GopMbl ctanu 0ojee pazHOOOpa3HBIMHU, TaHIEBAIb-
HBIM s3bIK 00JIee MHOTOLIBETHBIM M pa3BUTHIM. Kiaccuueckuil TaHel ocTaBajcCs
ocHOBOM. Ho oH BmmTan B ce0s Temeps HE TOJBKO 3JIEMEHTHl MTAaHTOMHUMBI U Ha-
POJIHO-HAIIMOHAJILHBIX JBUKEHUH, UTO OBLJIO M paHee, a aKTUBHEE CTaIM UCIOJIb30-
BaThCS JBWKCHUS (PU3KYIBTYPHO-CIIOPTHBHBIC U aKpPOOATHYECKHUE, 3HAUMTEIbHEH
CTaJ0 BJIUSIHUE COBPEMEHHOM CBOOOJHOM miacTUkU. CHEKTaKiIu OTEYECTBEHHBIX
xopeorpadoB ceifluac OCHOBaHbI, KaKk MPaBUJI0, HA MOJIEPHU3UPOBAHHOMN KIIACCHKE,
BITUTABIIIEH caMble Pa3HOPOJIHBIC JIEMEHTHI.

BBenenue B kiaccMUeCKUil TaHEI] SJIEMEHTOB JPYTUX TaHIIEBAJIBLHBIX CUCTEM
TpeOyeT OOJBLIOT0 XyA0XKECTBEHHOIO TaKTa M BKyca. 3[1€Ch BO3HUKAIOT OMACHO-
ctu 1 pucku. [IpuBieueHne B KIACCUUECKUN TaHEI] MHOPOIHBIX JIEMEHTOB TIOPOIO
MO’KET OBbITh HEOPraHUYHBIM, MPEACTaBIATh COOOI0 SKIEKTUYECKYI0 CMECh, Oec-
CMBICJICHHBIN HAOOp Pa3HOPOIHOTO, HAPYIIATH CTUJIEBOE €IUHCTBO. JTO UHOT/IA U
ObIBaeT y O6e37apHbIX MOCTAHOBIIUKOB. HO y TalmaHTIMBBIX MacTepoB oOoraiieHue
A3bIKa KJIACCUYECKOI'O TaHIlA, €CIM OHO IMOAYMHEHO COJEp)KaTelbHOM, oOpa3HOU
3a7a4e, MOXET OBITh HEOOXOAUMBIM TSI JOCTHYKEHUS TIOJJTMHHO XY10’KECTBEHHO-
ro pesynbrara. [losTomy 60IBIIMHCTBO XopeorpadoB U MpuUOETraeT CEerojiHs K MO-
JIEPHU3UPOBAHHOMY KJIACCHYECKOMY TaHILY.

OTO 3aKOHOMEPHBIN IPOLECC, OT HEr0 HUKyAa HE YWIENIb, HO OH MOPOIWII
BeCbMa cepbE3HbIe TBOpUeckue npobiemsl. lIpexne Bcero, aTo yBieueHue (op-
MaJbHBIMHA DKCIIEPUMEHTAMH, TTIOMCKaMU M HaXOJKaMHU B O00JIACTH JICKCUKH U KOM-
MO3UIIMNA 332 CYET CHIDKEHUS OOJIBIIUX COJEpPKAaTEIbHBIX, TYXOBHBIX 3amad. Pyc-
CKUIi OaJieT Ha BCEX dTalax CBOCW MCTOpUM OBbLT MCKYCCTBOM BBICOKHMX HUEH, (u-
JocodCKOi HATIOTHEHHOCTH, YTBEpKIeHneM no0pa. Ha pasHbIX sTanax uctopuu y
xopeorpadoB ObUTH pa3Hble TBOPUYECKHE MPOTPAMMBI, KaK Pa3INYarOTCs, HAMpH-

Mep, B XX BEKe COBEPIICHHO HEMOXO0XKKE APYT Ha Apyra MporpaMmMbl MUPHUCKYCC-
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HUKOB, ApambalieTa 1 HOBaTOPOB BTOPOil MOJOBUHBI Beka. Ho mporpamMmel 311 ObI-
JI¥, U1 OHH OIPEACIISIIN OAYXOTBOPEHHOCTh U TBOPUYECKYIO HAIIPABIEHHOCTh UCKYC-
ctBa. Celiuac ke MoJj0KeHue cTano HesicHbIM. HoBbIX O0nbIIMX UACH HEe 3ameda-
ercs. He To, 4TO cOoBCeM yTpaueHa COJIEP>KATEIbHOCTh, HO IJIaBHBIE 3a/1a4d 4acTo
NePEMEIAIOTCS B CTOPOHY (hOPMAaIIbHBIX MIOMCKOB.

OTtcyTcTBHE OOJBIINX WIEH, TBOPUECKUX MPOrpPaMM MPHUBEIO K TOMY, YTO B
pernepTyape CTOJMYHBIX TEaTpoB MPeoOsIagaloT JU00 pecTaBpallvs CTapbiX CIEK-
TakJiel, MO0 mpou3Be/ieHUus 3apyOekHbIX xopeorpadoB. HoBble oTeuecTBEHHbIE
CTIEKTaKJIM MOSIBIISIIOTCS KpaiiHe peako. Mx Oonbiie Ha nepudepun. 1 xots cpeau
HUX €CTh yJaud, HO OHU HE OOPHCOBBIBAIOT HOBOI'O 3Tala B Pa3BUTHH 0aJeTHOIrO
Tearpa.

Coznaérca 1OCTaTOYHO MHOTO XOPEorpapuyecKuX MUHHUATIOP U KOHIIEPT-
HBIX HOMEpOB. DTO OTpagHOE sBJIEHUE, MO0 Maible (OPMbI AAIOT MPOCTOP AJIS
TBOPYECKOT'0 HKCIIEPUMEHTA U IUIACTUYECKUX HaxoloK. Cpeln HUX €CTh, KOHEYHO,
oOpa3Ho-coJiepKaTesibHble M Xopeorpaduyecku-u3zoOperaTenbHbie omycbl. Ho u
3/1eCh €CThb CBOM M3JepkKKH. Kak yacto, Halpumep, B COBPEMEHHBIX HOMEpax Ha
OaJleTHBIX KOHKYpCax, Ja U B KOHIIEPTaxX, Mbl BCTpe4Yaemcsi ¢ peOyCHOCTbIO, 3a-
MIH(PPOBAHHOCTHIO, HEACHOCTHIO, & TO U MOJHBIM OTCYTCTBHEM CMBICIIA, YTO MOPOIO
MPUKPBIBACTCS MHUMOM MHOTO3HAYUTEIHHOCTHIO M (DOPMAIIEHON MPETEHITMO3HOCTHIO.

DTO NposBISAETCA HE TOJIBKO B XOpeorpaduu, HO U B UCHIOJHUTEIBCKOM HC-
KyccTBe. HplHe HEOOBbIUaliHO pa3BUIIACh TEXHUKA, OCOOCHHO MY)KCKOTO TaHIIa, KaKk
u oboraruiack cepa moanepkek B Ay3THOM TaHue. Ho Hepeako TprokoBoO#l 3iie-
MEHT HAYMHAET MPEBATMPOBATH HaJ OOpa3HbIMU 3a7adyaMu. Mexay TeM TaHel —
ATO HE LHUPK U HE CIOPT, a «AYIION UCIIOTHEHHBIN MONET». DTa MyIIKUHCKAs CTPO-
Ka JO0JDKHA OBITh OIMpPEACNAIONIMM MPUHIUIIOM KaK MCKYCCTBA, TaK U XYJ0MXKECT-
BEHHOT'O 00pa30BaHMsI.

[Touck HOBOTO B MCKycCcTBE Bceraa HeoOxoauMm. Ho oH He JODKEH BEeCTH K
3a0BEHUIO TpaauLIMi. A OJHOM M3 TJIAaBHBIX TPAJUIIMI pyccKkoro Oanera 610 00-

raTCTBO XYJI0)KECTBEHHBIX (hOpM, CO37aBa€MbIX HE pajii caMuX 3TuX (Gopm, a s
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BOIUIOIIECHHUS OOJIBIIOTO TYXOBHOTO coAepkKaHus, (PUI0COPCKUX U HPABCTBEHHBIX
uziel, 0OpUCOBKH JTMYHOCTEN U XapakTepoB. U 3Ty Tpaauiuio He00X0AUMO COXPAHSITh.

Ho coxpaHsTh He 3HAYUT KOHCEPBUPOBATh. Tpaguiiis COXpaHIETCS TOJIBKO B
pa3BUTUH, B OOHOBJICHUH W oOoraiieHud. B oTkianke Ha TpeOOBaHUS HOBOTO Bpe-
MeHH. B yCBOEHHMH TOTO IO3UTUBHOTO, YTO 3TO BPEMSI POXKIALT.

B cBs13u ¢ 3TUM 0c060€ 3HaYeHHE MPHOOPETAET YKPEIUICHHE IIKOJIbI XOPEeo-
rpaduueckoro oopazopanus. llIkona ocHOBaHa Ha YCBOSCHUH BCETO JYYIIETO, YTO
pOIMIIOCHh B UCTOpUH TaHla. EE mpaBuiia u KaHOHBI — He3bI0JIEMasi OCHOBA XOPEo-
rpaduueckoro uckyccTa. bnarogaps mkosne y Hac M HbIHE COXPaHSETCS] BHICOKHIA
YpOBEHb TaHIEBATHHOTO MacTepcTBa. Bce HOBBIE M HOBBIE TIOKOJICHHS apTHUCTOB
BCTYMAIOT B XY/JA0KECTBEHHYIO kKM3Hb. Ka)k7j0€ 13 HUX HECKOJIBKO MHOE, YEM Ipe-
apiayiiee. Mosospie JII0d HOBOTO IOKOJIEHUS BHOCST B MApTHUU KIACCHYECKHX
0aJeToB CBOM HIOAHCHI, B UX HCIIOJIHEHUU HEU30E€KHO CKa3bIBACTCSI MUPOOIIYIIIe-
Hue ux BpeMeHu. Ho ypoBeHb UCKyCCTBa HE MaJlaeT, U MPOUCXOIUT ATO Ojaroaaps
po(eCCUOHAIEHOM IIKOJIE.

KoHeuHo, NOoIIMHHOE HCKYCCTBO HE MOXKET CBOJUTHCS IPOCTO K COBEPILICH-
HOMY MCTIOJTHEHHUIO IIKOJIBHBIX JBMKEHUH. [1oITMHHOE HCKYCCTBO — 3TO HE IPOCTO
IKOJIa, a TajaHT mmoc mkosa. [llkona na€r tamaHTy KpbUibs, a TaJaHT IIKOJE —
KUBYIO Ayiry. TamaHT 0e3 IIKOJbl OSCCHIICH, HO M IIKOJa 0e3 TajaHTa MepTBa.
Tonpko B MX €AMHEHUN POXKAAETCS TOIJTMHHOE MaCTEPCTBO.

OCHOBBI MIKOJIBI TPO(HECCUOHATFHOTO XOpeorpadudecKoro 00pa3oBaHus He-
3p1071eMbl. HO Kak u caMo MCKYyCCTBO, IIKOJIAa HE MOKET MPeBpaniaThCsi B MEPTBYIO
normy. Beixopasimue u3 He€ apTHUCTBI, BOOPYKEHHBIE BCEMH MPEMYIPOCTIMHU U
CEeKpeTaMH KJIACCHMUECKOr0 M HapOJHO-XapaKTEPHOIO TaHIA, JOJKHBI BMECTE C
TEM UMETh TPEJCTaBICHUE 000 BCEX TEUCHMSX W HAIPABICHUSIX COBPEMEHHOTO
TaHIEBAJIBHOIO MCKyccTBa. [103TOMY 3aKOHOMEpPHO, UTO Ha BBIITYCKHBIX KOHLEP-
Tax XopeorpapuuecKux yUUJIHuIl U akaJeMUid Mbl BUAUM Ceyac OTJEIbHbIE HOME-
pa, OCHOBaHHBIC Ha JpKa3-TaHIIC WM COBPEMEHHOM CBOOOMHON miactuke. VX ¢
3TUM TaK)X€ 3HAKOMST B IIKOJIE, TpUYEM HE B ylepOd OCBOCHMIO KJacCHKHU. TeH-

ACHIUA 5Ta IIpaBUJIbHAA W IINIOJOTBOpPHAL. HNuave u ObITH HE MOKET. DTO HE 3Ha-
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YUT, YTO KaXJbI apTHUCT, BHILIEAIINN W3 IKOJIbI, TOJHKEH ObITh YHUBEPCAIBHBIM U
TAHIEBATh B JIFOOBIX CUCTEMaX. Y HUBEPCAIN3M CBOMCTBEHEH TOJIBKO €IMHUIIAM, J1a
U TO CAMBbIM TAJIAHTIIMBBIM. BONBIIMHCTBO CIEHHAIM3UPYIOTCS B TOM WA WHOM
HanpasieHun. Ho nmpodeccronanbHasi TpaMOTHOCTH IIPEoaraeT 3HaKOMCTBO CO
BCEMU HAIIPaBJICHUSIMU, TP 3TOM 3HAKOMCTBO HE TOJIBKO BU3YaJbHOE, HO W MPO-
MYIIEHHOE Yepe3 CBOE TENO.

OKOHOMUYECKHI KPHU3UC, OXBAaTUBLIMN cedyac BECb MUp, SIBISIETCS OIHO-
BPEMEHHO U JYXOBHBIM KpPU3UCOM. TalaHTIMBBIE XOpeorpadsl €CTh U Y HAC, U BO
MHOTHX CTpaHax mMupa. Ho BelIMKHX sSBIECHHM, UMEIOIIMX OOIEYETIOBEUECKOe 3Ha-
YEHHE U ONPEAEIISIONIMX HOBBIE IyTH PA3BUTHS OAJIETHOTO T€ATPa, YTO-TO HE BUJTHO.

B atux ycnoBusix, qymaercs, nepes xopeorpapuueckuM UCKYCCTBOM Hallen
CTpaHbl CTOAT JBE IVIABHBIE 3a]1a4d: BO-TIEPBBIX, 3TO COXPAHECHHUE U Pa3BUTHE Tpa-
JUILIMN, 3ale4aTICHHBIX B BEJIMKHUX JOCTHMKEHUAX PYCCKOro Oanera, M Jajee, 3TO
YKpeIUIeHue U OOHOBJIEHHE NMPOQPECCHOHAIBHOIO Xopeorpaduyeckoro oopas3opa-
HUSI, BEJTUKOW HAIMOHAIBHOM IIKOJIbI, 00€CTICUNBAIOIICH BHICOKUN YPOBEHBb OTEYE-
CTBEHHOTI'O TaHILIEBAJILHOTO UCKyccTBa. [lyTH pemenus 3Tux 3agad pa3Hoo0pa3Hbl U
CIIOXHBI. 3J1€Ch HEOOXOAMMBI TBOPYECKHUE IUCKYCCHMM M OOBEIUHEHUE YCHIIMM
nesiteneit xopeorpadun Beex npoduieit. Hama kondepeHus - oHa U3 CTyneHeK

Ha 3ToM nyTH. JKemnaro e ycnexa.

Pa3BuTHe MHUPOBOro 02JIETHOTO TeaATPAa KAK MHTErPALIMOHHbIN
npouecc KyJabTypbl

B.M. Ypaanckast

mail@russianballet.ru

TJIaBHBIN peakTop )KypHana «banery,

3aCIIyKEHHBIN AeATeNb UCKYCcCTB Poccurickon Denepanuu,
KaHa. guioc. HayK, mpodeccop

MockBa, Poccus

['oBOpUTH B TaKOW ayIUTOPUM KAK HAIlla, KOTOPasi B MPUHIUIIE 3HAET TO, YTO

MOIKCT pacCcCKa3aTb Ka}I(,[[BIfI M3 HAC, OUYCHb HCIIPOCTO. 3a):[a11a KaKJI0T'O BBICTYIIArO-
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IIEro BHECTH HEKYIO JIENTY B aHAIUTUYECKUU MOAXOJ K TOMY, UTO Mbl 3HAEM, 4YTO
IIEHUM B UCKYycCTBe Oasnera Poccun u MUpOBOI KyJbType Oajera.

S mocraparoch MYHKTHUPAMH HAMETUTH BELIU, KOTOPHIE MOTYT MO3BOJUTH
HaM pa3BUBATh TO, YTO CEroJHs TpeOyeT O0Jee MPUCTAIBHOTO BHUMAHMS. JTO Ha-
y4Hasi MbICITb 00 HCKYCCTBE XOpeorpaduu, B IMPOKOM CMBICIIE 3TOrO CIIOBA.

[lepBoe, Ha YTO g XO4y OOpAaTUTh BHUMAHUE, — 3TO YTO COOOM MPEACTABISIET
KJIACCHUECKHM TaHEel], YTO TO 3a (PEHOMEH, UTO 3TO 3a SBJICHUE, TOT KIACCUYECKUI
TaHell, KOTOPBIN SBIISIETCS OCHOBOM, MPEJCTABISET COOOM BBIPA3UTEIBLHOE CPENCT-
BO 00y4eHHsI, KOTOPhIM ciaButcs Poccus.

Kraccuuecknii TaHel — 3TO HEKas CHCTEMa, HO BO3HMKJIA 3Ta CUCTEMa He
KaK MPUPOJHOE SIBJIEHHWE TOTO WJIM MHOrO Hapoaa. CaMO BO3HUKHOBEHHUE KJIacCCH-
YECKOIo TaHIIa — 3TO MHTErpallMOHHbIN npouecc. [loaToMy ceronns, Kak U B Hada-
JIe CBOETO 3apOKIACHUS, OH MPEACTABIISIET OTKPBITYIO CUCTEMY. B 3TOM €cTh MHO-
YKECTBO MPEUMYILECTB. ITO BO3MOKHOCTb €0 Pa3BUTHs. JTO MPEAOCTABIISAET Ipa-
BO Ka)XJIOMYy HapoJy HailTH TO, YTO BIUSET Ha €r0 MUPOOUIYLIEHUE, YTO BO3HUKIIO
B TeHO(OH/I€ TOrO UM MHOTrOo Hapozaa. ViMeHHO 3To, mpuBHEcCeHHOE B Poccuio u3
€BPONEHUCKON KYJBbTYphI, MPEXKJIe BCEro (paHIy3CKOM U B KaKON-TO CTENEHU
UTAJIbSHCKON, MO3BOJIUJIO T€HO(OHIY PYCCKOro Xopeorpapuueckoro MCKycCTBa,
€ro IIaCTHYEeCKOMY OOTaTCTBY, €T0 COJIEP)KATEIbHONM CTOPOHE, BOSHUKHYTH TOM
IIKOJIEe, KOTOPAasi HA3bIBAETCS IIKOJION PYCCKOr0 KJIACCHYECKOro TaHIIA.

A Kakue e TIacTbl pycCKoro 6aiera mo3BoJsitoT TOBOPUTH O ero (peHoOMEeHe
M y4acTUU B WMHTETPAIMOHHOM IpOIeCCe Pa3BUTHSI MUPOBOHN KyJIbTyphl OaneTa?
Takux miactoB jBa. C 0HOM CTOPOHBI, 3TO METOAUKA OOYUEHUSI — caMOe 0OJIbIIIOE
oorarcTBo, KOTOopoe nojaapuia Poccust Mupy, 3TO CI0XKHUBIIAsICS CUCTEMA C €€ 0CO-
oerHocTaMH. C 0COOEHHOCTSIMU PYCCKOM KYJbTYpbl, KOTOpas BhIPA3HJIACh B OCO-
Oo¥ macTuke, 0co00M HANEBHOCTH, B 0COOOM CTUJIE, KOTOPbIE MO3BOJISIOT y3HATh
3Ty mkoiy. OHa U3 camMbIX LIEHHBIX CTOPOH — 3TO TO, YTO MPU3HAHUE B paMKax
CaMoOro ToCy/JapcTBa B TEUEHHE IJIUTEIBHOTO BPEMEHU 3HAUMMOCTU 3TOM IIKOJIBI
MO3BOJIMIIO €l pa3BHBAaThCS W B paMkax Poccuu, a Takke cosznaBath cebe 1mojao0-

Hble Xopeorpaduueckue mKoyibl He Toabko B IlerepOypre u B MockBe, HO U B
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OOJBIINX TOPOAAX HA TEPPUTOPUHU BCEH CTPAHBI. ITO TOKE UMENIO OUYEHBb OOJIBbIIOE
3HaYEHHE. DTO BIIUTHIBAJIO KYJIbTYPY T€X MaJbIX PETHMOHOB, KOTOPbIE, TaK WJIHU
nHaye, OpMUPOBAIUCH B CAMOOBITHBIX paMKax 0oubioit Poccun.

W nnactudeckoe pa3BUTHE KyJIbTYphI, Jaxe mpu e€ 3aMKkHyTocTd B 30 — 60
roJibl, OHO BCE PaBHO CO3/IaBAJIO OMPEJIEICHHYI0 BO3MOXXHOCTh KYJIBTYPHOTO 00-
MEHa, KYJbTYPHOI'O Pa3BUTHSA, KOTOPOE MO3BOJWIO HE TOJHKO KOHCEPBUPOBATH
JOCTUTHYTOE, paHee nmoxydeHHoe oT Jlanae 1o YekeTTu U3 pyKk MHOCTPAaHHBIX Iie-
JIaroroB, HO M BKJIIOYATh B 3TO T€ BHYTPEHHHUE U BHEIIHUE MJIACTUYECKUE U TyXOB-
HbIE MOTHBBI, OCOOCHHOCTH, KOTOPBIE COCTaBJISIOT reHOPOH] KyIbTypsl Poccun.
borateiii reHodona, eciiv OpaTh 000 BUI WCKYCCTBA: JIUTEPATYPY, KUBOIUCH,
MY3BIKY, TO OyJIE€T SICHO, YTO 3TO TO OOraTCTBO, KOTOPOE HE MOIJIO HE CKa3aThCs Ha
OOoraTcTBE pa3BUTHS U LIKOJbIL, © B TOM YUCJE METOAUKU. DTO MO3BOJIMIIO B 20 Be-
K€ METOJIMKE OOY4YEeHHs CTaTb HE TOJBKO MOJHOM, BOCTpeOOBaHHOW, HEOOXOIM-
MO, OCHOBOOOpa3ymollel Ipyu BOZHUKHOBEHUU psAJia IIKOJ B MUpeE. 51 HE TOBOPIO
yke 0 ObIBIIMX pecityOsmkax Coro3a, HbIHE OTAENIbHBIX TOCyAapCcTBax, BO MHOTHX
U3 KOTOPBIX CETOAHSI MPOLBETAET OaseT. Sl TOBOPIO O BO3MOKHOCTH BO3HMKHOBE-
HUSL CaMOOBITHOM IIKOJIBI KJJACCUYECKOTO TaHIIA.

Bor nemaBHo B Cankt-lletepOypre Obuia KOH(MEpEHIUs, MOCBSIICHHAS
TBOpuecTBY HoliMaiiepa, n Korja OH paccka3blBall, YTO B AMEpPHUKE CIpalIuBall, y
KAaKOro JIy4Ilero mejarora MOXHO celyac 3aBEpUIMTh CBOE Xopeorpaduyeckoe
oOpa3oBaHMe, €My Ha3BalIM Cpelau pycckux mnenaroroB BonkoBy. OH, Tak cka3aTh,
MPOXOIUIT KypC AJI TOTO, YTOOBI MOTYYUTh 3HAHUSA, KOTOPbIE OMOTIIM CO3AThCS
tearpy Hoiimaliepa kak ocobomy siBieHUI0. To €CTh Memaroru Tak WM WHA4Y€ B
CHIIy NMOJUTUYECKOM CUTyaluu okasanuchk B EBpone u B Amepuke. OHH ocyliecT-
BJISUTM HEMOCPEACTBEHHBIM KOHTAKT, TO, YTO HA3bIBAIOT JOBAaraHOBCKUM METOJIOM.
3atem, B OoJiee Mmo3iHee BpeMs, B MUPOBOM 00y4YeHUHU 0aJIeTHOTO TeaTpa COXpaHsi-
JIOCh aKTUBHOE BIIMSIHME PYCCKOM LIKOJIBI, HO HA3bIBAETCS 3TOT METOA — MeTO Ba-
raHoBoi. C 3TUM cKopel BCEro MPUXOUTCS COTIACUTBCS, YEM pa3AeisaTh 3TO Ha-

3BaHHC KaK TaKOBOC€.
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U 6onee mo3aHee yyacTre HAIIMX M€1aroroB, KOTOPBIE BHIE3KAIN HE TOJIBKO
[0 MPUYHMHE TOTO, YTO MOKHUJIAJIN CTPaHy, HO U CHEIHAIbHO MOCHUIATUCH HAIIUM
TOCYIapCTBOM JIJIsl OKa3aHMsI HETIOCPEACTBEHHO y4eOHOW MOMOINM MHOTHM IIIKO-
JaM MHpa.

W BTOpO# Mmact MupoBOro BiHsHUS Oaneta Poccun — 310, KOHEUHO, pernep-
Tyap. Mapuyc MBanoBuu lleTnma moABITOXKII pa3BUTHE €BPOIEHCKOTO pemnep-
Tyapa Oanera 18 u 19 BekoB. [lepeBen Ha A3bIK KOHIIA BEKA, HA SI3bIK HOBBIX BbIpa-
3UTEJIBHBIX CPEJICTB, KaK ObI MepeBes KIIaCCHUeCKOoe 3ByUaHue OaieTa BO BpeMEHHU
U miepenan B Oymaymiee Bpems. HbBIMU cioBamu, 0TOOpai, 0000IIHII TydIiee U B
CHJIy CBOETO TaJaHTa, CBOMX 3HAHUU CyMell 9TO BOIUIOTHTH. [loaydmiocs, 4To K
KOHIy 19 Beka MupoBas KyJbTypa MOJy4Yuiia OTPOMHBIN penepryap, KOTOpPbIH ce-
rofHs B 20 Beke MOTy4YHI Ha3BaHUE «KJaccHuueckoe Hacieaue». M coxpanuinm 3tu
CHEKTAaKJIH JIJIsl MUPOBOU KYJbTYpBI.

Mup Ganera MHOrooOpas3eH U B TO ke BpeMs eauH. HaunonanbsHoe conep-
KUT B ceOe MHTEPHAIMOHATFHOE, & OHO CKJIAJIBIBACTCS U3 «CAMOBUTOCTW» HAIHO-
HaJIbHBIX KyJIbTyp. OCOOEHHO €ClH SI3bIK UCKYCCTBA TAKOTO, KaK My3blKa, KaK Ta-
HEll, He UMeeT OapbepoB BocTIpUsATHS. MIHBIMU cl0BaMu, pa3BUTHE MUPOBOTO Oa-

JIETHOTO Te€aTpa €CTh UHTErPAIIMOHHBIN (PEHOMEH.

HapoaHo-cueHn4eckuii TaHel — J0CTOSTHME PYyCCKOro 0aJiera

A.A. bop3oB

borzov.a.a@mail.ru

3aciyxeHHbiid aptuct PCOCP, mpodeccop,

JIeKaH, 3aBeAyIoNIui kadeapoii xopeorpaduu

MockoBckoii akagemun oopazoBanusi Haransu HectepoBoid,
Axanemuk IlerpoBckoit akanemun Hayk u MckyccTs
MockBa, Poccus

JIto60Bb K HapoJHOMY TaHIly B Poccuu oTMeuanach MHOTMMH HCCII€IOBaTe-
JSIMU U TTyTEIIECTBEHHUKAMU, MONAJaBIIMMU Ha 3Ty OyiaroJaTHyr0 W Ojarojap-
Hyto 3eMito. IIpuueM sta m1000Bb OTHOCHJIACH HE TOJIBKO K CBOEMY PYCCKOMY

TaHIYy, 4YTO BIIOJIHC O6’b${CHI/IMO, HO M K TaHIIaM APYTIUX HApPOJA0B, HACCIIBIINX HaA-
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1y cTpaHy. JTa J000Bb MepeHecIach U Ha OaneTHbIN TeaTp Poccum, B penepTyape
KOTOPOT'O BCErJia HaXOAWJIOCh MECTO JIJIsi HAIIMOHAJIBHBIX TAHIICB.

OO6oramancs pernepTyap ONEpPHBIX TEATPOB, XapaKTEPHBIX TAHIIEB CTAHOBU-
J0Ch Bce Ooubie u Oobimre. Ycmwmsamu dennkca KimecHHCKOTO MOTBCKHA TaHel
CTaJl MPUHUMATH MPodecCUOHANBHBIN BU, ycuiausiMu Anbdpena bexedu 3aTanie-
BaJIM yapjaul. B memaHckon cpene k cepeauHe 19-ro Beka ctany nomyJIspHBIMA
KaJIpUJIM U Ma3ypka, a Ha tore Poccuu 3aTaHIeBau «OKUTY».

Takoe BneuatsieHue, 4To cama UCTOPUsS Pa3BUTHSI MUPOBOTO Oaliera, Jieana
BCE BO3MOKHOE, 4YTOObl MMEHHO B Poccuu mosiBUiach BO3MOXHOCTH TMOSIBICHUS
YHUKQJIBHOTO TIpeaMETa, UMsI KOTOPOMY «HAPOJHO-CIIEHUYECKHI (XapaKTEpHBIi)
TaHel». CHayana XapakTepHbIE TaHIbl B ONEpax PYyCCKUX KOMIO3UTOPOB, 3aTEM
CIEIUAJIbHO HallMCaHHAsh UMU HallMOHAJIbHAsi MY3bIKa [l TaHIEB B OalIeTHBIX
cnektakisix. [losBuiiach HEOOXOAUMOCTh UMETh MPOQPECCHOHANBHBIE KaJpbl HC-
ITOJIHUTEIIEU.

W ecnu ¢ KJIacCMYECKUM TaHIIEM MHUPOBOE TAHIIEBAIBHOE COOOILECTBO OMpe-
JIENIIOCH, CO3/1aB 3aKOHYCHHBIM BapuUaHT TPeOOBAHUN K MCIOJHUTEISM, KOTOPBIX
HEO0OXO0MMO OBIJIO BOCIUTHIBATH JJISl CIIEHBI, TO BOT C TaHIOBIIMKAMHU, KOTOPbHIC
UCIIOJIHSUTA XapaKTepHbIE MapTUU B 0aneTrax B pa3HbIX CTpaHax, Bceraa ObLIo HeE
coBceM npocTto. [To3ToMy OHU U IepKaluCh Ha CIIEHE MPAKTUYECKU 10 MPEIETbHO
BO3MOYKHOT'O BO3pacTa.

B xoHme koH110B, k koHiy 20-x u Hadany 30-X rogoB chopMupoBajcs HO-
BBl  Xopeorpauueckuil  MpeAMeT  «XapakTepHbIM  TaHeny  (HapoAHO-
CIIEHUYECKHUI), KOTOPOTo elle He ObLIO HU B OJHOM cTpaHe. 1 »ToT mpenmeT oOpen
HAyYHO-TIEIArOTMYECKYI0 OCHOBY C TOSIBJIeHHEM y4ueOHNKa « OCHOBBI XapaKTEPHO-
ro TaHIay, rJe aBTOPaMU BBICTYIHIA MPEKPACHBIE XapaKTEepHbIE COJUCTHI Mapu-
nHCKOro Tearpa Jlomyxos, [llupsieB u bouapos. B Hacrosiiee Bpems 3TOT npeaMer
MOJIYYUJI HA3BAaHUE «HAPOJIHO-CIICHUYECKHUM TaHEI.

Urto Bcerja orMedasia MUpoBas Xxopeorpadudeckas 0OIIECTBEHHOCTh B TTO/I-
rOTOBKE UCIIOJIHUTEJIEH B HAIIUX y4€OHBIX 3aBEJICHUAX — 3TO MpeKpacHas mpodec-

CHOHaJIbHasA TCXHUYCCKas IMOATr0OTOBKA, YAMBUTCIbHAA BbIPASUTCIbHOCTL B JIBHUKC-
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HUSX, OCOOEHHO B KOPITyCe U pyKax, 3TO OOIeHHEe C MapTHEPOM W BIIAJICHHE Ha-
ITMOHAIBHBIMA OCOOCHHOCTSIMH B XapaKTEPHBIX TaHIax. M 3mech HameMy Oanery
JNEUCTBUTETHLHO HE OBbLIIO PaBHBIX.

K coxanenuto, HapoOAHO-CIIECHUYECKHUI TaHEI] BO MHOTOM CTAHOBUTCS 3a-
JI0°)KHUKOM pEINepTyapHOil MOJMTHUKU HAIIMX TeaTpoB. ECTh Ma3ypka B TeaTpe, eCTh
OHa U B Y4e€OHOM IIpoliecce, eCTh UCIIAaHCKUM TaHell B TeaTpe, OH €CTh B yUeOHOM
rpouecce. A €Cli HET TOr0 M JPYyroro, TO OT 3TOTO CTPANAET MPEIAMET U BECH
MPaKTUYECKUA KOMIUIEKC MOJTOTOBKM apTUCTa OajeTa, apTHCTa, UMSI KOTOPOTO
MPOU3HOCUIIOCH BCET/IA C BEJIMKUM YBAKCHUEM.

Hapoano-ciiennueckuit Tanel B cpeiHeM xopeorpaduyeckoM o0pa3oBaHUU
HaXOJUTCS B OCTOSHHOM JIBUKEHUH. DTO XOPOIIO WM M10X0? MHeE KaxeTcsl, 4To
ATO XOpOIIO, TOTOMY YTO Takasi CUTyalusi HE JaeT MpeaMETy ymepeTh. Bemyrcs
MTOMCKH CBOETO MOYEPKA, CBOETO B3IJISAa HA ATOT MPEIMET, IEAATOTM HAXOIAT HO-
BbIe kpacku. Ho oTCyTCcTBHE CTAaOMIBHOCTH MOKET MPUBECTH K OCIA0JICHUIO B 00-
pazoBaHuU. A 3TO, B CBOIO OUY€pE/lb, MOKET MPUBECTH K MOSBJICHUIO MYCTHIX MECT
B BOCIIMUTAHUU apTUCTa OaserTa.

Ha ceroanst Hapo/IHO-CIICHUYECKUN TaHEll, KaK MpeaMeT, OCTajics B 0OJib-
I YaCTH TOJBKO Ha Halleu tepputopun. U yxxe pazaarorcs ronoca 0 Hy>KHOCTH
WM HEHYXHOCTH €Tr0, MMOCKOJIbKY MHOTHE TeaTphl CTAJIA MCIOJIb30BaTh OalleTHHIC
CIIEKTaKJIM 3amaJHbIX xopeorpadoB, i€ OTCYTCTBYIOT HallMOHAJbHbIE TaHIbI. W
3TO B TO BpEMsI, KOT/la TOBCEMECTHO B HAlIEH CTPAHE U BO BCEM MHUPE PACTET TAra
K HapOJIHOMY TaHIIEBaJIbHOMY MCKYCCTBY, PACTET TSra K MO3HAHUIO ATOU TPYIHOMH,
HO BaXHOM 4acCTH B BOCIIMTAHUU apTUCTa OajeTa.

Ham HyXHO COXpaHSTh HAlllM HalMOHAJbHbIE Tpaguuuu. Jla, ceroaHs He
MOSIBJISIFOTCST HOBBIE OalIeThl ¢ HAPOIHO-CIIEHUYECKUMHU TaHIIAMHU. DTOT MPEaMeT
HaM HYXEH HE TOJBKO JIJI1 KOHKPETHOTO TeaTpa, a Jisi BOCIIUTAHMS apTUCTa Oasie-
Ta, BCECTOPOHHE 00pPa30BaHHOTO B CBOEH MPpoQecCcui.

JIro0oe yiemiieHre Ui OTCYTCTBHE HApOIHO-CIIEHUYECKOIo TaHIla B y4eo-

HOM IIpoIiecce — 3TO 00SAHEHHE B TIOJITOTOBKE MpodeccruoHana.
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Yro 3aK/IF04€HO B 3TOW AMCHUIUIMHE? TOJBKO JIM YIOBOJIBCTBUE OT YBUICH-
HBIX 3TIOA0B? DTa AUCIUIUIMHA BKIIFOYAET 3HAYUTEIBHOE KOJIMYECTBO HALMOHAIb-
HOCTEH y cTaHKa U Ha cepeauHe. OHAa BOCIMTHIBAECT TOJIEPAHTHOCTh Y yYaIUXCH,
YBaKECHHUE K HALIMOHAJIIBHOU KYJIBTYpE APYTUX CTPaH.

BocnuTtanue apTUCTOB /711 HAIIMOHAJIBHBIX aHCaMOJIe HapOJHOIO TaHIIA.

VM Hy’XHa 3Ta MIKOJIa HapOAHO-CLIEHNYECKOI0 TaHUa AJis podeccuu, KOTo-
pasi KCTIONIb3yEeT BECh BEJIMKHUH OIBIT PyCCKON XOpeorpaduuecKoil mKoIbI.

Jpyroe neno, 4To Hy>)KHO TyMaTh O OyAyLIEM BHUJE 3TOr0 MpeaMeTa, YToObl
COXPAaHHTh B LIEJIOCTHOCTH HAaIlW 3aBOECBAHMUsI, NNPU3HAHHBIE MUPOBBIM XOpEOTrpa-
(¢uyeckuM cooOIIEeCTBOM. DTO ACHCTBUTENBHO LIEHHOE U HEMOBTOPUMOE €LIE HU-
KEM Hallle HallHOHAJIBHOE JOCTOSIHUE.

bepeus M pa3BuBaTH HAPOJHO-CLICHUYECKHM TaHEL B CPEOHEM M BBICIIEM
3BEHE POCCUHCKOI0 Xopeorpaduueckoro oOpa3zoBaHMsl — 3TO Hallla UCTOpHYECKast

3ajaja.

YHHUKAJBHOCTD XYy/105K€CTBEHHOT0 NMPOLecca pa3BUTHUSA
MHOTOHAIIHOHAJHLHOI0 0aJ1eTa

I'.B. beasieBa-Ye1oMOMTHKO
balletacademy-hist@yandex.ru

KaH]l. UCKYCCTBOBEJICHUS, JOLICHT,

MockoBcKasi ToCy1apCTBEHHAsI akaJeMusi Xopeorpapuu
Mocksa, Poccus

YHUKaJIBHOCTh XYJ0’KECTBEHHOI'O MPOLECCa PAa3BUTHS MHOIOHALIMOHAJIBHO-
ro Oanera, nposipuBiiasics B CCCP: cTpeMUTeIbHOCTh TEMIIOB; SpKasi CaMOOBIT-
HOCTh; HACBIIIEHHOCTh BBICOKOXYJ0’KECTBEHHBIM, MPOU3BEICHUIMU; MOSBICHUE
MHOTHUX BBIIAIOIIMXCS] HAllMOHAJIBHBIX MacTepoB. J[Be cepbe3Hbie OaneTHbIE TPYM-
nbl [lerepOypra u Mockssl - 10 peBomonuu 1917 roga u 60-70 npodeccnonanb-
HBIX OaneTHhIX Tpynn K KoHiy 80-X rogoB XX Beka, HE CUUTasi MHOTOUYUCIEHHBIX
«aJIFTEPHATUBHBIX» KOJJIEKTUBOB M IIKOJ, TP 3TOM T'OCYAapCTBEHHBIX XOpEorpa-
¢buyeckux yuwiuil HacuuThiBajgoch 21. TakoBa uroroas akrtorpadus Xopeo-

rpaduueckoii xxu3an B CCCP.
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Enunas «xpoBeHOCHass cuUCTeMa» (PYHKIIMOHUPOBAHUS BCErO COBETCKOTO
OaneTa: B3aUMOOOMEH TMEeJaroraMu, COJHMCTaMH, MOCTAaHOBIIUKAMHM, JYUIIUMHU
MIPOU3BEACHUSIMH pEIEpTyapa, KIACCHYECKUMH U COBPEMEHHBIMU.

[InonorBopHast mearenbHOCTh Kadenp xopeorpadhuu ['MTUCa u Jlenun-
IpaJICKONl KOHCEPBATOPUH, BOCIIUTAHUE HECKOJBKUX IUIESA] TAJAHTJIMBBIX U BBI-
JAIOIIUXCsl XopeorpadoB, B TOM YUCIIE 3apyOCKHBIX.

[InaHOMEepHOE BO3BENECHHE TPAaHAMO3HOTO «3/IaHHSD MHOTOHALMOHAIBHOTO
COBETCKOTro Oaniera, HaunHas ¢ KoHla 20-x ToJ10B: 00y4eHHe KJIACCUYECKON XOpeo-
rpaduu IOHBIX MPEIACTABUTEICH COIO3HBIX W aBTOHOMHBIX PECHyOJMK (TaK Ha3bI-
BacMblC HAIIMOHAIBHBIC CTYIHMH), CTPOUTEIBCTBO B PECHyOJIMKAHCKHAX CTOJIAIAX
MOMIIE3HBIX ONEPHO-0AJIETHBIX T€ATPOB, YTO JOJKHO OBLIIO MHCIIUPUPOBATH MECT-
HBIX MacTE€pOB Ha CO3/IaHHE MACIITAOHBIX HAIMOHAJIBHBIX CIIEKTaKJEH (TeaTrp uMm.
HaBou B Tamkenre, Tearp uM. AGas B Anma-Ate, bombimoii Teatp B MuHCke, TeaTp
um. Cnenuaposa B EpeBane, Teatpsl B JloHelke, JlHenponeTpoBeke, XapbKOBe...).

[lepuonnueckoe npoBeaeHne B Mockse u Jlenunrpane Jlekaa HaumoHa b-
HBIX UCKYCCTB C y4acTheM OajieTa, B X0JIe¢ KOTOPHIX BBIJIBUTAJIUCh HOBBIC MMEHA,
JEMOHCTPUPOBAIIMCH ITpeMbepbl cnekrakierd. Haunnaa ¢ 1969 roga — nepuoguye-
CKoe IpoBeaeHrne MOCKOBCKOro MexlyHapOJHOTO KOHKYpCa; OTPOMHOE TOCyAap-
CTBEHHOE€ 3HAY€HHUE, MMPUJIABAEMOE FTUM MEpOnpuATHsIM. OTKpBITUE TaKUX WMEH
xopeorpados, kak B.Enuzapees, I'. Maiiopos, A. Ilerpos, H. Kacatkuna u B. Ba-
cuies, D. Cmupnos, I'. [Tandunos, I'. Anekcunze, Y. Yepnsimes, O. Bunorpaos,
H. Peixenko, b. Diipman u MHOTUX APYTHX.

UcnbiTanusi 00beKTUBHBIMU U CYOBEKTUBHBIMU TPYIHOCTSIMU, CBSI3aHHBIMU
C KaJIpOBBIMH TIPOOIeMaMu, CIOKHOCTSIMU (POpMUpOBaHUS penepTyapHou aduIimy,
MPUBJICYCHHUS] MECTHOTO 3PUTENIS, @ TAKKE 0CO00N 3aBUCUMOCTBIO OT HEKOTOPBIX
COIMAJIBHO-TIOIMTUYECKUX (HaKTOPOB (IpuMephl: ncTopust moctanoBku JI. JIaBpoB-
ckuM Oanera «HouHo#t ropom» Ha My3bIKy bapToka M «KOHBIOHKTYpHas», HO
BecbMa MHTepecHas nocraHoBka JI. bpsHueBa «OnTumuctuyeckas Tpareaus» Ha
My3bIKy M. BpoHepa; MO3UTHBHBIE U HETATUBHBIE COCTABJISIONINE MOJOOHBIX SIB-

JICHUM ).
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YcroitunBoe GhopMupoBaHue penepryapHoil apumm Kk KoHiy 80-X rogoB BO
Bcex npodeccroHanbHbIX OaneTHbix Tpynnax CCCP, onopa Ha crieKTakiu Kiaccu-
YEeCKOro Hacjelus, OCBOCHHE MPOU3BEACHUN coBeTckol kiaccuku (B. BaliHoHeH,
JI.JIaBpoBckuii, P. 3axapos, JI. SIko6con, B. Yabykuanu, K. Ceprees, . bensckuii,
FO. I'puropoBuy), cnekrakieil Hacienusi 3apyOexHbix MactepoB [[k. bamanuuna,
P. Iletu. (CornmacHo nepHoOAMYECKH MPOBOJUMBIM ONPOCAM-aHKETUPOBAHUSAM XKYP-
Hana «CoBerckuii 6aser» B 1986 roxy 15 TearpoB umenu B penepryape «Cnapraky;
11 — noka3siBanu «Pomeo u [[xynaseTty», 9 TeatpoB — «l asiHEe», CTONBKO ke TeaT-
poB — «baxuucapiickuii ponTany». K dnciay Hanbosee BoCTpeOOBaHHBIX Ha3BaHUMA
no-npexxueMy otHocwinch «lllonenunanay, «Jledbenunoe ozepo» u «Thicsiya U o/1HA
HOYb» Ha My3bIKy @. AMupoBa B ucxoanou Bepcun H. Hazuposoit.

YcraHoBnenue «kapThl» OaneTHbIX peruoHoB peciyonnk CCCP. (B nannom
0030pe OITycKaeM paccMOTpeHHe Xxopeorpaduueckoro nporecca B Mockse u Jle-
HUHTPAJE, a TAKKE B TPAJUIIMOHHO «OaneTHbIX» ropojaax Ilepmu, ExkarepunOypre,
Kazanu, Boponexe). [Ipu Tom HabmtogaeTcst Takoe sIBICHUE, KOT/Ia yCIexu OaneT-
HOTO IPOLIECCa BO3HUKAIOT B PE3yJIbTaTE TBOPUECTBA OTACIBHBIX SIPKUX MACTEPOB.
Tak, OGauner r. Kyitopimea(Camapbl) Mepeskuil CBOM «PEHECCAHC» B OBITHOCTH TaM
oanermeiicrepa M. Yepnbiena; pacuper Opecckoro tearpa cBs3aH ¢ umeHeM H.
Pepkenko, a B nanekoM ChIKThIBKape OAleTHOE UCKYCCTBO BO BCEHl MOJIHOTE MOKa-
3aim b. MsirkoB. M Takux mpuMepoB HeMalIo.

[TaHopama pecyOaMKaHcKoro oanera.

VYkpanna uMena 6 rocyJapCTBEHHBIX oOIepHO-OaneTHhix TeaTpoB (Kues,
XapskoB, Onecca, Jlonenk, Jlnenponerposck, JIbBoB); ocHOBBI Oaneta B Kuese 3a-
KJIaapIBaIK yaeHHUIbI A.S1. BaranoBoii, ObIIO €I1e¢ MHOKECTBO MPEINOCHIIOK IS
YCIIEITHOTO caMOOBITHOTO pa3BuTHs Oanera. Ho BumHOM durypsl Oanermeiicrepa-
KJIACCHKA HE MOSBWIOCh. 3aMeTHOe MecTo npuHaiexut A.lllexepe, Bo3riapisiB-
memy kueBckuit 6anmet B 80-e¢ roapl (Bociiutanuuk ['MMTUCa, co3narens psga Ta-
JAHTJIUBBIX CHEKTaKJEH B JKaHpPE TPAIUIIMOHHON XOpeoaApambl). YKPaUHCKUM TeaTp
BBIJIBUHYJI YHUKAJIBHOTO XyJokHUKa-ciieHorpada E. Jlbicuka, odopmissiiero
criekTakiv Bo JIbBoBe 1 MuHcke. Elle B COBETCKOE BpeMsI B30IILIA 3BE€3/1a BbIAAKO-
nierocs TannoBiyka Baguma [TucapeBa, cyMeBIIEro HCNOJIb30BATh CBOM OpraHu3a-

TOPCKHE CIOCOOHOCTU U co37aTh B JloHelnke HOBBIM LIEHTp Xopeorpaduu. baner
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YKpauHbl CTaOMIBHO MOATBEPIK 14l CBOU MPUOPUTETHI B 00JIACTH IIKOJIbI, HEU3MEH-
HO MOCTAaBIISASI OT KOHKYypCa K KOHKYPCY HOBBIX BUPTYO3HBIX HUCIIOJTHUTEIEH.

baner benopyccun ¢ equHcTBeHHON Tpynmnoi B MuHCKe Ha ¢oHE Bcel maHo-
pamsbl OanetHoi xu3Hu CCCP mpencTaBisisi BO BceX OTHOUICHHMSIX OTpaHOE Mac-
mTadHOE SIBJICHUE: BBIIAIONIMIICS pyKoBoauTeNb Oanetmeiicrep B. Enuzapoes, cra-
OWIBHBI  COCTaB  KOJUIEKTHBA, OPUTMHAIBHBIA  perepryap, CO3JaHHbBIN
B.Enn3apbeBbIM M MOAKPEIVIEHHBIA COJMIHBIM MEPEYHEM KIACCUYECKUX CIIEKTaK-
neit. Kaxnapiii ractponpHbId mpue3s Oaneta bernopyccun B MOCKBY CTaHOBWIICA
MOJIMHHBIM COOBITHUEM.

Cpenusis A3us, T/i€ KIaCCUYECKUN OaneT M3HAYaJbHO BOCIPUHUMAJICS Kak
«AHTHU-UCKYCCTBOY», SIBUJIA B COBETCKOE BpeMsi ()EHOMEH €ro Pa3BUTHSIL.

Kuprususi, ctpaHa KOY€BHHUKOB, TJI€ MCKYCCTBO MPO(ECCHOHAIBHOIO TaHIA
OTCYTCTBOBAJIO KaK TaKOBOE, IIPOJIEMOHCTPHPOBaja CBOM HAllMOHAIBHBIN KJIaccuye-
CKUU OalleT ¢ YHUKaJIbHO-CaMOOBITHBIM Xopeorpadgom Ypanom CapOarumieBbiM,
3aMeuaTelbHbIMU OaniepuHamu bubucapoii belimenanuesoit (yuenuna A.S. Bara-
HOBOI), Aiicyny TokombOaeBoi, HommonO6ekom bazap6aeBbiM. IMEHHO Ha KUPrU3-
CKOI1 ciieHe ObL1 BriepBbie noctanieH 0anet K. MonmuanoBa «Makbet» u «Acenb» B.
Bmacoga (1967 r.).

[TnonoTBOpHO pa3BuBaiica O6aner Kazaxcrana. B 80-e roasl rpoMKO 3asBUJI O
cebe kazaxckuil Oamermericrep bynar AroxaHoB, CO3aBIINI CBOM KaMEpHBIN KOJI-
JIEKTUB, NocTaBuBIIMK OaneTsl «lIpectyruienue n Hakazanue», « TaTbsiHa JlapuHay
U p. B cCOBpeMEHHOCTH BBIPa)KEHHUS OH CONEpHUYAN ¢ KOJUIeKTUBOM b. DifdmaHa.

TamKUKUCTaH, Ybl0 M3BICKAHHYIO TAaHUEBABHYIO KYJIbTYpy oueHui eme K.
["oneit3oBckui, mogapuin Oanery «3050Tyro»" TaHioBimiyy Manuky CabupoBy, B
4eCTh KOTOPOM MPOBOIUINCH MEKIYHAPOIHBIE KOHKYPCHI OajieTa.

PecrryOnuku 3akaBkasbsi POSBUIN yIUBUTEIBHYIO aKTUBHOCTh B OCBOCHUU
HCKYCCTBa KJIACCHUECKOro Oayiera B ero TearpayiibHON (opme. B 3Tom orpomHuas
pois sereHaapHoro B.YaOykuaHu, BCKOJBIXHYBIIETO ¥ MHCIHPUPOBABIIETO STOT
npouecc. Komnosutopbi-cuMpoHUCTHI ['py3un oOpatuiinck Kk 0ajgeTHOMY KaHpY U
co3ziau OOJIBIION pa3HOIIaHOBHIN penepTyap: Aunapeit bananunBanze —«Cepiie
rop», «PyouHoBsie 3Be3/bl»; P. ['abuuBamse — «l'amiet», «Meaes»; O. MauaBa-

puanu — «Oremnon, . Topanze —«I'opnay», C. Hunuanze — «/Iemon» u T.1.
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baner AzepOaiigxkaHa TakKe MOBEPHYJ B CTOPOHY MY3bIKAJIbHOW aKTHUBHO-
CTH, KOTJ]a BEAYIIME KOMITO3UTOPHI-CUM(POHUCTHI CTAIM MUCATh OalleTHBIE MapTH-
Typsl: Kapa Kapaes, ®ukper Amupon, Apud Meaukos.

baner ApMennn cBsizaH ¢ umeHeM Apama XavaTypsHa u ero «CrnapTakomy,
Kak u 6aneroM «l'asiHe» (00a 3TH MPOU3BEIEHUS ACCOLIMUPYIOTCS C COBETCKOM HC-
TOPUYECKOM 310X0i). X poJib BeChMa BEJIHKA.

PecryOmmuku [Ipubantuku okazanack Ha epudepur TBOPYECKOTO MpoIiecca,
x0T U B TeaTpax JIutsbl, JlaTBuu, DcToHNH, G€3yCIOBHO, MOSBISUIUCH BHIHBIC
MacTepa, TAJIAHTIMBBIE MCIOJHUTEIN, UHTEPECHBIE MOCTAHOBKHA. DCTOHCKUHI Oa-
JIETHBIN TEATp 37ECh NCPKUT NAIbMY NIEPBEHCTBA. B TalmIMHHCKOM Tearpe «9CTo-
HUS» MHOTHE Tojbl padorana Mait Mypamaa — Bocniutannuua ['MTUCa, cmensiii
HOBaTOp Xopeorpaduu, kotopas eme B 70-e roapl SKCIIEPUMEHTHPOBAIa C aBaH-
rapAHbBIMU [TOCTAaHOBKaMH, HAKOMMB OOLIMPHBIN caMOOBITHBIN penepTyap. Eii BTO-
pun ee xkosuera u3 ropoaa Tapty Ono Buinmaa, co3naBmmii CBOO TpyHILy U CBOU
peniepTyap B TeaTpe «BaHemyiiHe». DCTOHCKUI OaJIeTHBIN TeaTp COBETCKOU AIOXU
ObUT 3aMETHBIM XY/I0KECTBEHHBIM SIBICHUEM, OCYIIECTBIISISI MOUCK COBPEMEHHBIX
IyTE€U pa3BUTHA.

He ynomsHyThle B JaHHOM 0030pe pecryOnnku TypkmeHucTan 1 MongaBus
HE MPEACTABUIM 3HAYUTENIbHBIX XYJ0’KECTBEHHBIX SIBJICHUNM B 00JaCTH Kjaccuye-

CKOTO OaJieTa, COCpeIOTOUMB CBOH YCICIIHBIC TIOUCKHU B c)epe HApOIHOTO TaHIIA.

KyJabTypHO-HcTOPHYECKAs POJIb PYCCKOIr0 0aJieTa B KOHTEKCTe
COBPEMEHHOM POCCUMCKON KYJbTYPHOU MOJUTHKHU

C.M. OneneB

kafedra-Al@mail.ru

KaHJI. TIefl. HayK, O-p (uiioc. Hayk, mpodeccop,
MockoBcKkasi TOCy1apCTBEHHAs akaJeMusi Xxopeorpapuu
MockBa, Poccus

B Hamm 1HM yCTOMYMBOE CIOBOCOYETAHUE «KYJIBTYpPHASI MOJUTUKA» IIPOY-
HO BOIIJIO KaK B HaAyYHO-TEOPETHUECKUM, TaK U B OBITOBON IHCKypc. B3BemenHas
Y palMoHabHas KyJbTypHas IOJIUTUKA — OAUH U3 BAKHEHIIMX IPU3HAKOB LIUBU-

JM30BAaHHOTO TYTH pa3BUTHS oOIecTBa M 3(PPEKTHBHOTO TOCYIapCTBEHHOTO
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ynpasinenus. [Ipu Bceil abCTpaKTHOCTH CaMOro JAHHOTO TOHSTHS, Ha MPAaKTHKE
KyJbTYpHasl TIOJIMTUKA BhIpaXkaeTcsi B (hopMe KOMILIEKca Mep, MPeANPUHUMAEMbIX
benepaibHOM, pETHOHAIBHONW U MECTHOM BIIACTHIO, OOIIECTBEHHBIMHU CTPYKTYpaMHU
U T.J. B IIEJISIX PETYJIMPOBAHUS KYJIbTYPHOTO pa3BUTHUs o01ecTBa. TakuM 00pazom,
KyJbTYpHasl OJUTUKA TOJMCYObEKTHA, U MHOTHE YYaCTBYIOT B IIPOLIECCE PETYIIH-
POBaHUS U Pa3BUTHUS KYJIbTYPHOU KU3HU CTPAHbI COOOPA3HO UCTIOIHSAEMBIM (DYyHK-
IIUSIM, MECTY, TTO3UIINNA ¥ UHBIM (aKTopaMm, JACIAOIINM KyIbTYPHYIO TTOJIUTHKY 3a-
BUCSILIEW HE TOJBKO OT OPraHU3YIOMIEr0 M INIAHUPYIOIIErO0 LUEHTPA, HO U OT BCEX
AJIEMEHTOB KYJbTYPOOOPa3yIOIINX MPOIIECCOB.

B cootBerctBum ¢ [Tacnoprom ®denepanbHoli 1eneBoil nporpamMmbl «Kynb-
typa Poccun (2012 - 2018 roasl)», yrBepxkaenHoi [loctanoBnennem IlpaButennb-
ctBa Poccuiickoit @enepannu ot 3 mapta 2012 roga Ne 186, npuoputeToM rocy-
JAPCTBEHHOM TOJIMTUKU B OOJACTU KYJBTYpHI SIBISICTCS PEIICHUE TaKUX 3ajad,
KaK: COXpPAaHEHHUE KYJIbTYPHBIX LIECHHOCTEW U Tpaauuuid HapoaoB Poccuiickoint De-
Jlepali, MaTepualbHOr0 U HEMATEPUAJIbHOTO Haclieus KyJbTypbl Poccuu u nc-
MOJIb30BAHUE €r0 B KAYECTBE PECypca AYXOBHOTO M IKOHOMHYECKOTO Pa3BUTHUS U
MOJIJIEP>KaHMsT BRICOKOTO MPECTHXKa POCCUICKON KYJIbTYphl 32 PyOEKOM U paciiu-
PEHHE MEXTYHAPOIHOTO KYJIbTYPHOIO COTPYIHUYECTBA.

CpenctBa peaiu3alui KyJIbTYPHOU MOJTUTUKH MHOTOOOPA3HBI, U B LIEJIOM UX
MOYKHO Pa3JIeJINTh Ha CTUMYJIMPYIOLINE, OXPAHUTEIIBHBIE U 3alIpeTUTENbHbIE. Tpa-
JUIUOHHO OOBEKTOM COXPaHEHUS B CHUCTEME KyJIbTYpPHOW MOJUTHUKHU BBICTYIAET
KyJbTYpHOE Hacjeaue, CyIIeCTBYyIolee B psaae GopM, cpeau KOTOPhIX UCKYCCTBO
3aHUMAaET OJIHO M3 UEHTPaJIbHbIX MeCT. CTUMYIHPYIOIINE CPEACTBA HAIMPABIICHbI
Ha pa3BUTHE TEX AJIEMEHTOB KYJbTYPhI, KOTOPBIC SIBJISIIOTCS HamnboJiee 1eaecoo0-
Pa3HbIMU B IPOTHO3UPYEMOU COLUAIBHO-OKOHOMUYECKON U MOJIMTUYECKON CUTYya-
UM, a 3aIPETUTENIbHBIE, COOTBETCTBEHHO, NMPU3BaHbl JIMKBUAUPOBATH HECTPYK-
TUBHBIC TEHACHIIMHU COLMAIBHO-KYJIBTYPHOM CPEIBI.

CoBpeMeHHas KyJabTypHas moiauTuka Poccum ctpoutcss Ha OCHOBE abCT-
PAKTHO-TYMaHUCTUYECKUX MPUHIIMIIOB, KOHKPETHOE BOIUIOIICHUE KOTOPBIX BCTpE-
YaeT HEOJHO3HAYHYI0 peakiui B oOmiecTtBe. TOIBKO OJHO, OXPaHUTEIbHO-

IMPOTCKIONOHUCTCKOC HAIIPAaBJICHUC K}U’IBTypHOﬁ IMOJIMTUKU - COXPAHCHHUC KYJIbTYP-
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HOTO HACJEeANs, MOXKET CUUTATHCS (DYHAAMEHTOM KYJIBTYPHOU TOJIMTUKH TOCYaAap-
CTBa, 3HAUUMOCTb KOTOPOTO HE MOKET OBITh MEPECMOTPEHA B CTOPOHY YMEHbIIIe-
HUs. B 3aBUCHUMOCTH OT KOHKPETHOM CUTYyalluu CyObeKTaMU KYJIbTYPHOU MOJIUTH-
KM MOTYT BBIJIBUTATBCS PA3JIUYHBIE CTPATETHYECKUE U TAKTUYECKUE LIEJIH, CBSI3aH-
HBIE C MEHSIOMIMUMUCA BHYTPEHHUMH U BHEIIIHUMHU YCJIOBUSIMU, HO Pa3yMHBIN TIPO-
TEKIIMOHU3M OCTaeTcs PyHIaMEHTOM Iporpecca KyJabTyphl.

KynbrypHoe Hacnenue mpencTtaBisieT coOoi (HeHOMEHOJOTHYECKyro 0azy
KYJBTYpbl, OCHOBAHHE, HA KOTOPOM CYLIECTBYET U Pa3BUBAECTCS JAHHAS KYJIbTypa
B CBOEM Kay€CTBEHHOM CBOe€oOpa3zuu. byayuu CyTbiO COXpaHSIEMOro pe3yjbTaTa
ABOJIIOLMU KYJbTYPBI, HACIEAUE CTAHOBUTCS (PAKTOPOM, ONPEAEISAIOIIUM HAIMpaB-
JICHUS JAJbHEUIIEro pa3BUTHS, BKIIOYas BCE €r0 BO3MOKHbBIE mpoTtuBopeuus. U
IIPU TOM, YTO B CUCTEME KYJBTYphI CYIIECTBYIOT IIEHTPAJIbHbIE U IEpUPEPUIECCKUE
AJIEMEHTHI, SIBJICHHUS Pa3HON 3HAYMMOCTU M (DYHKIIMM, OT/IEJIbHBIC HAIpaBICHUS
MCKYCCTBA MOTYT CUUTAThCS 3HAKOBBIMU WIIM TUTYJIBHBIMU JJI1 CTPAHBI B €€ KYJIb-
TYPHOMW JKU3HU.

besycnoBHO, B KynpType Poccun oiHUM U3 TaKUX BUIAOB UCKYCCTB SIBIISIETCS
oaner. Umenno Poccust cTana He MPOCTO paclpoOCTpaHUTEIEM CaMOOBITHOM Xy 10-
KECTBEHHON TpaJULIMU XOpeorpapuueckoro HCKycCTBa U CO3UATENIEM HOBBIX €ro
HaIpaBJIeHUH, HO, TTIABHBIM 00pa30M, aKKYMYJISITOPOM TPAJUIINMA, COXPAHSIEMBIX B
CTPOTOM COOTBETCTBUU ayTEHTUYHBIM UCTOUYHUKAM.

Poccuiickuii 6aner, B cuily Ha3BaHHOTO CBOWMCTBA, MPUOOpPETAET YEPTHI TMO-
CTOSTHHO TIpUpPACTAIOIeH U paciupsitomencst 6a3bl, HE CTPEMSIIEHCS K MOJTHON U
MOCTOSIHHOM TpaHCc(hOpMaIMK, HO YKPEIUIAIONIel HAaKOIUICHHBIA MOTeHIHaN. Y CH-
JUSIMHU TIpEe/ICTaBUTENECH BEAYIIMX XOpeorpauyecKux IIKOJI B POCCHUIICKOM CO-
BPEMEHHOM OajieTe Hepa3pblBHO CIIEIUCHh YEPThl TPAJAULMOHHOCTH U MHHOBALIM-
OHHOCTH, CTaOWJILHOCTH W JIMHAMHKH, YTO JIEJIACT €r0 YHUKAJIbHBIM SIBICHUEM B
MUPOBOM Xopeorpaduu. SBISIChH MATHETUUECKUM IIEHTPOM HOBBIX pEIIeHUH, IPo-
IPECCUBHBIX TMEIArOTHYECKUX TEXHOJOTUH, SIPKUX UHAUBUAYAIHBHOCTEU MCIIOIHU-
Tenel U XxopeorpadoB, POCCUICKHI OaleT HE TOJILKO MPEJICTABISACT JUIIO HaIIeh

KyJbTYpbl: UMEHHO ONMCAHHBIE BBIIIE CBOMCTBA JENAIOT €ro 3()PEKTUBHBIM Cpe-
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CTBOM MEKKYJbTYPHOIO B3aUMOJIECUCTBHS: TOMOJHIIOTCA PAIbl HHOCTPAHHBIX
CTYZCHTOB, Pa3BUBAIOTCS MEXIyHapOIHbIE MPO(ECCHOHANIbHBIE KOHTAKTHI OTeUe-
CTBEHHOH xopeorpaduu, a pocCUICKUE 3pUTENId BCTPEUAIOT BCE HOBBIE M HOBBIC
3apyOeXHbIe MOCTAHOBKHU. TakuM 00pa3oM, MOXKHO CKa3aTb, YTO YHHKAIbHOCTh
pycckoro 6anera ¥ cuiia €ro KaJgpoB 00ECIeYrBaET pean3allio UM TaKuX (QyHK-
UH, KaKk CONMKEHUE KYJbTYp Pa3HBIX HAPOJOB U PACHpOCTpaHEHUE TPaAUIIMA

BBICOKOI'O HUCKYCCTBaA.

Kiaccuka nim coBpeMeHHOCTh? (JUCKYCCHH 0 OyAylieM
xopeorpagpuueckoro MCKyccTBa B 0ajieTHOM KpuTuke Hayana XX BeKa)

H.A. KopmyHoBa

korshunov2004@list.ru

KaHJl. UICKyCCTBOBEJICHUS, CTAPIIINI HAYYHBIH COTPYAHUK
I'ocynapCTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHMS
MockBa, Poccus

Cropsl 0 TOM, Kak JOJKHO pa3BUBATbCA XOpeorpaduueckoe HCKYCCTBO,
CTOMT JI Oepeub BEKaMU CKJIa/bIBAIOIIUECS TPAJAUIIMU WUITU MTO3BOJIUTH Pa3IMYHBIM
HOBIIIECTBAM TMOKO0JIE0ATh YCTOSBIIHMECS KAaHOHBI, B UCTOPHHM OaJe€THOTO Tearpa
BO3HHUKAJIA HE pa3. bypHble AUCKyCCHUH MO 3TOMY MOBOAY BEJIUCh HA CTPAHULIAX ra-
3€T U )KypHaJIOB B Hadajse XX BeKa.

['actponmu Aticegopsl JlyHkaH U ee ujes «CBOOOJHOTO TaHIIA», €CTECTBEH-
HOT'0, HE CKOBAaHHOI'O X€CTKMMHU MpPaBUJIAMH, MOBJIUSIIA HA PA3BUTHE TaHIICBAJIb-
HOTO HMCKyccTBa B Poccun. B TBopuecTBe pycckux xopeorpados, yKe OIIyIaB-
X HEOOXOIMMOCTh pedopM, CTaIH NPOSBIATHCS MPUIYJIUBAs IJIACTUKA, BhIpa-
3UTENBHOCTh TEJIa; OHU OTKa3bIBAJUCH OT IAa0JOHOB, SKCIEPUMEHTHUPOBAIA C
dbopmoii. Cpenu GaneTMelicTepoB TiaBHbIMU (urypamu Obutn A.A. ['opckuii, pa-
ooraBmuit B MockBe, 1 M.M. ®okuH, Ha4yaBIIUN CBOIO JesATEeNbHOCTH B Ilerep-
Oypre, a moToM npoaoKUBIIM ee B «Pycckux cezonax» C.I1. [lsrumnena.

baneTHoe COOOILIECTBO Pa3AEIUIOCh HA PEBHOCTHBIX MPUBEPIKEHIEB Kiac-

CUYECKHUX Tpaauuuii 1 nobopHukoB pedopm. Cpeau nepBbix — A.JI. BonbiHCcKuUH,

A4 Jlesuncon, .M. Myxun. Tak, Harpumep, BonblHCKUI yTBEpKIall, 4YTO KJiac-
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CUUYECKHUM TaHEell — TaHEL CBAIICHHOCHMCTBEHHBIN, HE CBA3aHHBINM HU C KAKUM OII-
peIeNeHHBIM OBITOM, TOBOPAIIUN TOJBKO OOlIeyesioBeyeckor ¢anTazuu. MyxuH
OBITAICA 3aUUTUTh TPAJAUIIMOHHBIE «CTapble» OalleThl OT MOCITaTeNbCTB HOBATO-
POB U BMENIATENILCTBA APTUCTOB, BOJHHO OOpAIABIIMXCA C XOpeorpapuiyecKum
TEKCTOM CBOUX ITapTHM.

KoHcepBaropbl 00MYany TAHIOBIIUKOB, YBJIEKABIIMXCS CBOOOIHON Tia-
ctuko — kpurtuke noasepranuck T.I1. KapcaBnna u B.A. Kapamm, a nHorna
naxe cama A.Il. ITaBnoBa. Mx Taner He ObLT OpaBYpHBIM UM BUPTYO3HBIM, HE H30-
OWJIOBaJl TEXHUYECKUMHU TPYAHOCTSIMU. bajlepuHbl CTpEMUIIMCH MMOKa3aTh BbIPasH-
TEJIbHYIO IUIACTUKY Te€Ja, KPACOTy U €CTECTBEHHOCTH IMO3bl, IEPEIaTh Pa3IMYHbIC
OTTEHKHU YyBCTB, ITOJIYTOHA.

B T0 %€ Bpemsi MHOTHE KPUTHKU OLTYIIAIH, YTO KIACCHUECKHUI OalleT 0CTpo
HYXKJIaJICsl B epeMeHax. Bce yaile Ha cTpaHuIax ra3er 3aMedaiy, YTo OaJepuHbI
CKOp€€ BBIIOJHAKT TMMHACTUUYECKUE YIIPAKHEHUS, HEXKEIU TAHLYIOT, U HAIIOMHU-
HAaIOT «TaHLEBAIILHBIE MALLIMHKW.

[TocTeneHHO BO3HMKIIA MBIC]Ib O TOM, YTO KJIACCUYECKUN OalleT KaK BU]I HC-
KyCCTBa BOOOIIE JODKEH Hcue3HyTh. OCOOEHHYIO MOMYJISPHOCTh OHA MpUoOpena
IIOCJIE PEBOJIIOLINH, HA BOJIHE KOPEHHOTO FOCYIapCTBEHHOTO MEpEyCcTpoicTBa. Mo-
CKOBCKHM KpUTUK A.A. UepenHUH Hanucasl TEOPETUYECKUN TPYI, B KOTOPOM IIO-
CJIEIOBATEIBHO MBITANICS JI0Ka3aTh HEHY>KHOCTh KJIACCHYECKOro Oajieta B HOBOM
COLIMAJIMCTUYECKOM OOIIECTBE.

Onnako He Bce TpeOOBaIM CTOJIb paJUKaIbHBIX THepeMeH. B OCHOBHOM,
CKJIOHSUIUCHh K TOMY, YTO TPAJAULMOHHBIE CIEKTAKIA MOXHO COXPAaHUTh, MOJABEPT-
HYB UX HEKOTOPBIM U3MEHEHHSIM (OTMETUM, YTO B PEIKHUX CIIy4asiX MOI00HBIE HO-
BOBBEJICHUSI IIIJTM HA TMOJB3Y CHEKTakI0). [pyrue aesrtenu GaneTHoro tearpa mo-
Jaraji, 9YTO KJIACCHYECKHM TaHel] T0HKeH 000TaTUThCS COBPEMEHHBIMU TIIaCTHYEC-
CKUMH MOTHBAMH — 3TO MOMOXKET €My MTPeoOpPa3UThCs U CIETAET BOSMOXKHBIM €0
cymectBoBanne. CroponHukamu pedopmbl Obutn B.SI. CBeTsIOB, BBITYCTHBIIHIMA
kHUTYy «CoBpeMeHHbIN OaneT» W 3alMINaBIINA TBOpUYeCKHe MpUHUUIB DOoKKHa,
H.H. BamkeBuu, nociegoBatens uae Avicenops! JyHkaH, CHuTaBIINi, 4TO OayeT

IMOCTCIICHHO AO0JDKCH IMPEBPATUTHCA B KMUMOIIITACKY ).
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Kaxnaplii KpUTUK BBIABUTAT CBOK KOHUEIHIMIO JAJbHEWIIEr0 MyTH TaHIE-
BaJIbHOTO MCKyccTBa. Hy»HO cka3aTh, 4TO OHU HE ObUIM YMO3PUTEIbHBIMU. MHO-
M€ TEOPETUKU MBITAINCH PEATU30BaTh UIEH HA MPAaKTHKE. BalikeBry caM CTaBUII
HeOoJIbIIe Xopeorpapuyeckrue CreKTakiIn (HanpuMep, 1Mo APEBHETPEYECKUM MHU-
dam u o npoussegaeHusiM A.C. [lymkuna). Bonasinckuit otkpsut lkomny Pycckoro
Oanera u, no BocnomuHanusiM H.I'. Jlerarta, mpekpacHO 3Haja U MOT MOJICKAa3aTh
TEXHUKY MCIIOJIHEHUS JTI000TO KJIIACCUYECKOTO Ta.

B nanpHelieM BBISCHHIIOCH, YTO B TOW MJIM MHOM CTENEHHW OBLIM BOILIOIIE-
Hbl BC€ BBIJIBUHYTHIC JAEATEIAMU TeaTpa KoHueniuu. [IpaBel okazanuce Te, KTO
cBsi3bpIBaJ Oyaymiee Oanera ¢ HOBOM, cOBpeMeHHOMW mmiactukou: B 1920-x romax
MPOU30IIEN BCIJIECK MHTEpPECa K UCKYCCTBY JABUXKEHHS, pab0OTano OOJbIIOE KOJIH-
YEeCTBO CTY/AHM, I/I€ 3aHUMAIKNCh JTIOOUTEIN U MTPOQPECCHOHAIIBI, HE MOTJIa HE OKa-
3aTh BIMSHUS Ha OajneT u 6momexanuka B.D. Meiiepxonbaa. Jlekcuky kiaccuue-
CKOTO TaHIla MOMOJHUIN aKpOOaTUYECKUE M CIIOPTUBHBIC DJIEMEHTHI, YTO 3HAUYU-
TEJIBHO PACLIMPUIIO KPYI €r0 BBIPA3UTEIBHBIX CPEICTB, MO3BOJIMJIO BBIBECTH HA
CIIEHy KOHTpacTHbIE, TPOTECKHBIC, OCTpoXapakTepHbie oOpasbl. B To ke Bpems
IIPOJOJIKAIU CBOKO JIEITEIBHOCTh U IMPUBEPIKEHIbI TPAJULIUNA: HECMOTPS Ha TPYA-
HOCTHU TIOCJIEPEBOJIIOIIMOHHON TOPhI, OHU OEPEKHO BOCCTAaHABIMBAJIM BBIMABIINE
W3 perepryapa KJIACCUMYECKUE CIEKTAKIN U MEPEAABAIM UX CIECAYIOUIUM IMOKOJIe-
HUSIM TAHIIOBIIMKOB, HA BCEBO3MOXKHBIX JUCITyTaX U BCTpeUax yoOexkgaau pyKOBO-

ACTBO CTpaHbI B HCO6X0)II/IMOCTI/I COXpPaHUTh TpaauIMHU KJIACCHUYCCKOT'O Oanera.

Pycckuii 0ajieT — yHUKAJIbHbIH (DEHOMEH COBPEMEHHOM
COLUOKYJIbTYPHOH KU3HU

M.IO. I'enioBa

avrorkal96@yandex.ru

acriupant Axkajgemuu Pycckoro banera umenn A.Sl. Baranosoit
Cankr-IletepOypr, Poccus

Cyts Pycckoro 6amera sipko mogametun emie ML.E. CantwikoB-lllenpun B
«IIpoekTe COBpeMEeHHOTro OajieTa»: «kKOHCEPBATOP J0 caM03a0BEHUsI, KOHCEPBATOP
Mo TMpeumMymecTBy». O4eBUIHO, UMEHHO B 3TOW KOHCEPBATUBHOCTU U KPOETCS

YHHUKaJIbHBIN (peHoMeH Pycckoro Ganera - aOCOJMIOTHO akaJeMUYHOTo MO (opme,
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OECKOHEYHO TPENETHOrO MO AMOLMOHALHON HAMIOJIHEHHOCTH U MCUXOJIOTMYECKOM
riyOrHE BOIPOCOB, PacCKa3aHHbIX OaneTHbIM TeaTpoM. OJTHAKO 3TOT MPU3HAHHBIN
BO BCEM MHUpE OIUIOT MEPBOKIACCHOrO OajeTa HE CTOMT Ha MECTE, a CTPEMHTCS
ruOKO pearupoBaTh Ha COBPEMEHHbIE TEHJICHIINH, CIEI0BaTEeIbHO, PYCCKUN OalieT
— 9TO HE My3€i, a aKTUBHBIA MHOTOTPaHHBI CYOBEKT COBPEMEHHON COIMOKYIIb-
TYPHOU CPEIBI.

CouMoKynbTypHas cpefa — MCTOPUYECKH CIIOKHUBIIEECS, LETOCTHOE IpH-
pPOAHOE MPOCTPAHCTBO, NAHHOE JIMYHOCTH, B KOTOPOE OHA MOTPYy’KEHA U TEM ca-
MBIM BKJIIFOUEHA BO B3aWMOJCHCTBHE C 00ImIecTBOM. Beigatontuiicss KyJIbTypoJiorT U
cemuoTuk FO.M. JIoTmMaH oTMeYall, 4TO MbI C CAMOTO POKICHUS HAXOAUMCS BHYT-
pH KYJIBTYPBI U UICKYCCTBA, T.K. OHU «SIBJISIIOTCS ONpeaeaeHHoN HopMoit o01eHus,
0e3 KOTopoil Hale co3HaHue He cyniecTByeT. OHO B HAac, U Mbl B HEM». VIMeHHO
yMEHHUE Yepe3 OCMBICICHHYIO XYI0KECTBEHHYIO (hOpMy 3aredarsieBaTh, TPAHCIIH-
POBATh MOTOK AYXOBHBIX [IEHHOCTEN TOW WJIA MHOM 3IOXU IMO3BOJSET OCTABATHCA
BCEMY MCKYCCTBY B II€JIOM HENPEB3OMICHHBIM BOCIIMTATENIEM YEJIIOBEYECKON AY-
mu. M GaneT B 9TOM OTHOIIEHUU BHE KOHKYPEHIIMH, T.K. 3TO HEBEpOAIU3UPOBAH-
HOE MCKYCCTBO, UCKPEHHE M CHIOMUHYTHO (Ha MPOTSHKEHUH BCETrO CHEKTaKIIsI) 00-
HaXKaIoIlee HyTPO YeIOBEKa C pa3HBIX PaKypcoB: Oanet He TpeOyeT nepeBoja, T.K.
3TO MATEPUATU30BAHHOE YYBCTBO U 3MOIU.

B uem ke cekper HemoBTopuMocTH Pycckoro 6anera? Tpaauiius BocIiuTa-
HUS apTUCcTa OajieTa paccMaTpuBaeTcsa Kak KirodeBas B mkoje Pycckoii 6aneTHoi
NEeJaroruku: CTporoe coOJII0JIEHHE KAaHOHOB CTaHOBJICEHHS MNPO(eCCHOHATBLHOTO
«MHCTPYMEHTA» apTUCTa Oajera — OBIAJCHUE PEMECIOM U B3pAaIllMBAHHUE IYIIH
OyIyIIero apTUcTa, PaCKPhITHE €T0 MHAWBUAYAILHOCTU Y€pPE3 MHTEIIEKTYAbHYIO
MHTETPALHIO.

NMEeHHO acneKT MHTEJUIEKTYallbHOM MHTETPALMU MO3BOJIET BBIABUTH €LIE
OJIHY OCOOEHHOCTbH MPUTSTATEIIBHOCTH Pycckoro 6anera — MOIIHYIO BOCIHUTYIO-
LIy POJIb, KATATU3UPYIOLIYIO KEJAHUE KaK 3PUTENSA, TAK U CAMOTO apTUCTa IO-

3HAaBATb, PA3MbBIIIIATD.
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B kaudecTBe MILTIOCTPaTUBHBIX MPUMEPOB IMPEACTaBIeH BUaeopparMeHT Oa-
nera «bont»; Ha mpumepe OanetoB «Jlennnrpaackas cuMmponus» u «Kuzenp» mo-
Ka3bIBA€TCsl CIIOCOOHOCTh Pycckoro Ganera BHICTYNAaTh CaMOUAECHTU(DULUPYIOLIUM
(bakTOpoM B COBPEMEHHOM MUDE.

Pycckuil 6anet — yHuKaabHOE COLMOKYIbTYPHOE SIBIEHUE, BOSHUKIIIEE 110Y-
TH TPU CTOJIETUS Ha3al, HO HE yTpaTUBIIEE, a IIPEYMHOXKUBIIEE YMEHHE UCIOJI-
HATH CBOM IOJIETHI IYLIOW, KaXAbIM pa3 BOJHYs 3puTensd. B 3ToM n 3akirodaercs
MHOTOTpaHHOCTh (peHoMeHa Pycckoro Oajieta B KOHTEKCTE COBPEMEHHOW COLMO-

KYJBTYPHOU PEAIBHOCTH.

JesiTesin pycckoro 0ajiera B quaJjiore KyabTyp: bopuc JlncaneBu4

O.B. lllyran

oshugan@rambler.ru

KaH/. (PUII0JI. HAyK, CTAPIIMK HAYYHBIH COTPYIHHUK
Nuctutytra MupoBoii nureparypsl um. A.M. ['oppkoro PAH
MockBa, Poccus

JocToitHblil Bk B pa3BuTue (EeHOMEHa PyCCKOro Oanera U AUAior Kyib-
Typ BHec bopuc Hukomaesuu JlucaneBumu (1905-1985) — TaHIOBHIMK, apTHUCT
«Pycckoro 6anmera» Cepres J{saruneBa, oOIIECTBECHHBIN I€ITENb, TUTLIOMAT.

Nmsa b.H. JIucaneBuua, K coxkaJeHHIO, Majao u3BecTHO B Poccun. Ero 60in-
1ie 3HalT Ha BocTOke, MOCKOJBKY BTOpas MOJOBUHA €r0 JKU3HHU IPOILIa TaM.
buorpadus b.H. JIucaneBuya nouctTuHe yaIuBUTENIbHA, MTOJIHA HEOOBIYANHBIX MPU-
KJIFOUEHUN U BO MHOTOM SIBJISIETCSl OTPAKEHUEM JIpaMaTUYECKUX COOBITUN Hadasia
20-oro Beka, KOT/ia B pe3yjbTaTe PEBOJIIOIUU OOJIBIIION WHTEIUICKTYaTbHbIHN TJ1acT
oOmrecTBa ObLT 0TOpBaH 0T Poccuu u okazancst B SMUTPALIMH.

KynbrypHoe paccesiHHe pyCCKON HMHTEUTMTCHLIMH OKa3ajo OOJIbLIOE BIHS-
HUE Ha cTpaHbl EBpomnbl 1 A3um U criocoOCTBOBajo commkennto Boctoka u 3ana-
na. B smurpanuun b.H. JlucaneBny Hauyan paboTaTh B MapUKCKOM TeaTpe «Alib-
ramOpay, 3aTeM TaHIeBal B «PomaHTHYeckoM pycckoM TeaTpe» bopuca Pomano-
Ba, Oynyiiero OanerMmeicTepa HbIO-HOPKCKOro «MeTpomnoiuTeH-onepay, Mnoka B

1925 r. He Obu1 ipussT B Tpynmy C. [sarunesa.
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JIucaneBuu nedrotrpoBan B 6anete «llerpymikay, rae TaHieBal NapTUIO TO-
POAOBOrO, C KOTOPOM KOrna-to HauumHai Jleonnn Mscun. B TeueHne nartu ner,
yuactBys B «Pycckom Ganere» Jldarusiesa, oH craHieBan B 6osee yem 20-Tu Oane-
tax. Cpenn Hux: «Kusa3p Uropsy, «llerpymka», «llapan», «Kapuasan», «Kap-
nTunay, « Tpeyronkay.

B 1930-e roaer B.H. JlucaneBuu nepedpancs B Muauio, a motom o00CHO-
Basica B Henane. Ero posib B KyJIbTypHOM MOJUTUKE 3TUX CTPaH TPYAHO IEepeole-
HUTh. UMeHHo Toraa JlucaneBud peanuzoBai ceOsl Ha MONPUIIE AUTIIIOMATA, MTOJIH-
THKa U obmecTBeHHOro nesrens. B 1959 r. xxypuan «Jlaid» Ha3Bam ero BTOpoun

JocTonpumedaTenbHOCThI0 Henana nocne OBepecra.

O npobaeme «pyccknx» 0a;1eTOB B pycckoM 0aseTHoM Teatpe XX Beka

A.IL I'pyubinoBa

anna_gru@mail.ru

KaH/J. HICKYCCTBOBEACHUS, JOLEHT

MockoBckas rocyaapctBeHHast kKoHcepsaropus uM. [1.1. HalikoBckoro
Mocksa, Poccus

baner, nosiBuBmuck Ha pycckoit cuiene B XVIII Beke, cran mjs oTeuecTBeH-
HOUM TpaJuIMK SBIICHUEM, MEPECAKEHHBIM Ha HOBYIO MOYBY B YK€ MPAKTHUECKH
cinoxuBieMcs Buae. OgHaKo, OMaB B KOHKPETHBIE HAIIMOHAIBHBIC YCIOBHS, OH
OBICTPO HaYaJl pa3BUBATHCA CAMOCTOATENbHBIM MyTEM. JlesTeIbHOCTh ABYX Oanet-
meiictepoB u nienaroros (I.-JI. Juano u M. Iletuna) cHavyana BO3BbICKIIA TPaJIU-
IIUI0 PyCCKOro Oanera 0 0OIeeBpONeiiCKOTO YPOBHS, a 3aT€M BhIBEJa €r0 Ha Be-
JYTIYIO TTO3UIIHIO.

Bcé€ BBINEN310KEHHOE BITOJIHE M3BECTHO W JIOKA3aTEILCTB HE TpeOyeT. Mbl
K€ XOTUM TOCTaBUTh BOMPOC WHAYE: TOUYEeMy B UCTOpUU OYpHO Pa3BUBAIOIIETOCS
pycckoro 6aniera Ha npoTspkeHuu Bcero XIX Beka cTosib Majio ObLIO TOCTAaHOBOK
UMEHHO PYCCKUX, CBSI3aHHBIX C HAIIMOHAJIBHBIMU CIOKETaMH (KaK HApOJIHBIMHU, TaK
Y aBTOPCKUMHU)?

B Tedenune cra et Ha meTepOyprcKoi 1 MOCKOBCKOM CIIEHE OBLIO MTOCTaBJIe-

HO HEMaAJIO 6aJ'IeTOB, CpCan KOTOPBIX CIICKTAKJIN Hd HAIMOHAJIBHBIC TCMbI BUIATCA
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CKOpE€ UCKIIFOUEHHUEM, YeM NPABUWIOM. B 3TOM, nmoxkaiyil, KapIMHaIbHOE OTINYNE
TpaIuIMU PYCCKOro Oanera OT TpaaullMu pycckoil omepbl. HauaB pa3BuBaThCs
MPAKTUYECKHA MapaJuIeJIbHO, 3TU JIBa aHpa OKA3aJuCh HAa COBEPLICHHO Pa3HBIX
nyTsax. Onepa ¢ caMoro Havajia CBO€i CEHUYECKOM JKU3HHU KCII0JIb30Baja MHOIO-
yucJIeHHbIE pycckue croxkeThl, B KoHie XVIII Beka B GONBIIMHCTBE CBOEM KOMH-
yeckue, B Hadane XIX Beka — cka3ouHble U uctopuueckue. Jlanee, B TBOpUECTBE
M. 'muHKY ¥ mOCIEN0BABIIMX 32 HUM KOMIIO3UTOPOB, OTEYECTBEHHAS OmeEpa mpo-
JOJDKUJIa aKTUBHEE BCETO pa3BUBAaTh MMEHHO pycckue crokeTol. Ha ¢done spkux
PYCCKHX CIOXKETOB ONEpHBIC JTHOPETTO, CBSI3aHHBIE C MHOW TpaIUIMEH, KaxXyTcs
cCKopee UCKIoueHussMU. VX HeMalo, HO BCE-Taku, OCHOBOW pycckoil omepbl XIX
BEKa BUJIUTCSI UMEHHO pyccKasi TeMa (IpHY€M, CaMOro pa3HOTo KaHpa: OT CKa3Ku
Y 310ca J0 HAPOJIHOM JApaMBbl).

Ecnu xe nmpoaHanu3npoBaTh NOSIBISIOIIUECS B 3TO BPEMsI HA OTEUECTBEHHOU
crieHe OaJieThl, TO OKaXXETCs, UTO PYCCKUX CIOKETOB B HUX 3HAYUTEIHHO MEHBIIIE,
YyeM JIFOOBIX MHBIX. MOXHO yKa3aTh Ha €IMHCTBEHHBIA MEPHOJ Pa3BUTHSI XOPEO-
rpaduueckoro uckyccrsa B Poccun XIX Beka, Koria pycckue TeMbl I€HUCTBUTEIb-
HO LIAPCTBOBAJIM Ha cueHe — j3noxa OreuyecTBeHHOM BoOWHBI 1812 roma. Torma
CPAaBHUTEJIBHO HEHAIOJTO MOMYJISPHBIMU CTAld TEPOUUYECKUE U UCTOpUUECKHE Oa-
JIE€ThI, JUBEPTUCMEHTHI, COCTOSIIIIME U3 HAPOJHBIX NECEH U IUIACOK. DTOT NEPUOJ B
OTEYECTBEHHOM OAJIETHOM TeaTpe OCTABWII MO ce0e MaMsTh B BUJIE PYCCKOIO CLe-
HUYECKOr0 TaHIlA, BIOCIEIACTBUM CTAaBIIETO CO3BYYHBIM POMAHTHUYECKOW TpaJH-
LIMU UCTIOJb30BaHUS HAIMOHAJIBHBIX TaHIIEB B aBTOPCKUX Oanerax. B uHble xe me-
puoasl XIX Beka pycCKHe CIOKEThI OKa3aluCh Ha Nanékou nepudepun HHTEPEeCcoB
OaeTMencTepoB.

HeckosbKO MOCTaHOBOK MYyHKTUPOM MPOYEPTUIIM JIMHUIO HCIOIb30BAHUS
HAIMOHAIHHBIX CIOKETOB B YKa3aHHYIO 3MOXY. DTO, B OCHOBHOM, OaJIeThl, IIOCTAB-
JICHHBIC HAa OCHOBE MPOM3BENICHUI JIUTEPATyphl, COBPEMEHHOW OaneTMeicTepam
(«Pycnman u Jlrogmuna, unu Husepxkenue YepHoMopa, 3710r0 BOJIICOHHKA
(1821), «KaBkasckuit miienHuk» (1823) u np.). KonudectBo xe uctopudeckux 6a-

JeToB, ocyulecTBiIeHHBIX B XIX Beke, Oonee yem orpaHudeHHO. MOXKHO yKa3aThb
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Ha Oanet A. bnama «CymOeka, unu Ilokopenne Kazanckoro napctay, 1uOpeTTo
KOTOPOTO, €CJIM BEPUTh OJTHOMY W3 KPUTHUKOB, OBLIO CBSI3aHO C PYCCKHUM HCTOPH-
yeckuM croxkeToM. HecMoTpsi Ha BCIO KpUTUKY (CyZAs MO OT3bIBaM, BIIOJIHE CHpa-
BEJUIMBYI0), CIIEKTAKJIb 3TOT OKa3aJCs pelyallliuM MPUMEPOM PYCCKOTO HMCTOPH-
yeckoro 6aiera B X1X Beke.

B ueM ke mpuUYMHBI TAKOTO MapaJoKCaJIbHOIO Pa3BUTHS PYCCKOro Oanera
0e3 pycckux croxeToB? IIpuunMHBI TOMY, KakKUMH OHU BHJSTCS cedvac, ObUIH
BIIOJIHE OOBEKTHUBHBI.

Bo-niepBbix, BBIOOp CIOXKETOB Ui MMOCTAHOBKM OBLIT LIETTMKOM 3ajadyeil xo-
peorpadoB. bonbmmHcTBO *Ke 3 HUX B XVIII u XIX Bekax ObuiM MHOCTpaHIIAMH.
OHu, KaKk MpaBUJIO, HE 3HAJIU UCTOPUU U MU(OJOTUU CTpaHbl, B KOTOPOH pabora-
JM, a, COOTBETCTBEHHO, JIaK€ MBICIIM O TOM, YTOOBI BOCIOJIb30BaThCS UMM IS
CO3JaHMs CIIEKTAKJICH HE BO3HMKAJO. Bripodem, U 34€Ch €CTh UCKIIFOUEHHUS: €UH-
ctBeHHbIN OaneT XIX Beka Ha OCHOBE PYCCKOM CKa3KH, «JI0’KUBILUI» O HALIETO
BpeMeHU — «KOHEK-TOpOYyHOK» — OBLI MOCTaBJeH OaneTMercTepoM-ppaHIly30M
Ha MY3BIKY KOMIIO3UTOpa-UTAJbSHIA, KOTOpas, HECMOTPSl HAa OOBUHEHHUS B «HE-
PYCCKOCTH», MOKET MOXBAaCTAaThCSd HAJIMYUEM MHOTOYHUCIEHHBIX LIUTAT PYCCKHUX
HapOJHBIX [IECEH U POMAHCOB.

Bo-BTopbix, nmpuesxasiiue B Poccuio 6anerMeiicTepbl cTapaiuch MOCTaBUTh
KaK MO>KHO 0OJIblIIEe KOJIMYECTBO CIIEKTAKJIEe B caMoe KpaTJaiiiee BpeMs. B atom
cllydae €CTECTBEHHBIM BBIXOJOM OBLIO MEPEHECTH YK€ MOKa3aHHBIM Ha OJTHOM U3
3aIa/IHOEBPONENCKUX CLEH OaleT B OTEYECTBEHHYIO MPaKTUKy. Pazymeercs, HeKo-
TOpbIE U3 XopeorpadoB CO3/1aBaIl HOBbIE CIIEKTAKIIN AJII MOCKOBCKOM U, TIPEkKIE
BCEro, NMeTepOyprcKoi CIieH, OJJHAKO Yallle BCETr0 MOKHO BCTPETUTD JINOO MpsSMbIe
KOIWH, JTUOO peldakluu, CAEJIaHHbIE CAMUMHU aBTOpaMu (HEpEeIKO — MO IEH3Yp-
HBIM COOOpaXKEHUSIM).

B-TpeTbux — M 3TO HBIHE Ka)KETCS CaMbIM MMapaJOKCaIbHBIM — K PYCCKHM
CIO’)KE€TaM He TAroTejia W MyOJiMKa, MpexJe BCero, myOiuKa NMpuIBOpHAs, MeTep-

Oyprckasi, OpueHTUPOBaHHAs Ha KyJbTypy 3amagHoit EBpombl. Ecim omepsr Ha
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PYCCKHE CIOKEThI CO3/IaBAIUCh PETYISIPHO, TO OaleThl HA PYCCKHUE TEMBI, BEPOST-
HO, IPEICTABJISUIUCH YEM-TO BAPBAPCKUM U B JIYUIIIEM CIIy4ae — KOMUUYECKUM.

HeynuButenen mosromy TOT ¢akt, yto u3-noja mnepa II. YalikoBckoro He
BBHIIIVIO HU OJHOTO 0ajera Ha PYCCKHH CIOKET: KOMIIO3UTOP TOTO BPEMEHU OBLI
HeauKoM noquuHeéH xopeorpady. [lociaenoBaBmuii 3a HUM A. ['Ta3yHOB Takxke He
co3/aJ1 HallUOHAIBHOTO Oasnera.

Hacrosmunii Bcrieck wHTEpeca K PYCCKOM TeME MPOU30MIET, MOXKaIyH,
TOJIbKO B Hayane XX Beka, KOTJla BO BpeMsl 3HAMEHUTHIX ASTUIIEBCKUX CE30HOB
MOSIBSITCS. 3HAKOBBIE CHEKTAKIU, CTABIIME «OTKPBITUEM» pycckoil Tembl («XKap-
ntuna» (1910), «Iletpymka» (1911), «BecHa cesmennas» (1913) u ap.). U camoe
JO0OMBITHOE B HUX TO, YTO CO3/IaBAJIUCh OHHM «HA JKCIOPT», KaK HEOKUIAHHAS
AK30THKA ISl MAPUKCKUX TacTPOJIC, U 3aT€M JIMIIb NEPEHOCUIIUCh HA PYCCKYIO
MIOYBY.

BrnocneactBuu, Ha nipoTsbkeHnn XX Beka, HallMOHAJIbHAs TeMa OyJleT CBs-
3aHa Y€ C OCBOCHHEM HE TOJBKO COOCTBEHHO PYCCKON MCTOPUUECKON U PYCCKOM
CKa304YHOM TE€MbI, HO M HOBBIX — COBETCKUX — CIOKETOB. BrpoueM, npUYHUHbI
TOMY MOKHO HaWTH KaKk B COOCTBEHHO OCOOCHHOCTSIX pa3BUTHUS OajeTa, TaKk U B
HOBBIX MOJIMTUYECKUX 3aJa4aX, MOCTABJIEHHBIX B TO BPEMS IEpe] BCEMU BUAAMU

HCKYCCTBA.

PomanTnueckne 6anersl «CHiab(puaa» u «YHIMHA» HA CIIEHE
MapHuHHCKOI0 TeaTpa U OCCHAHUYECKAsl TPAANIUSA

A.JL. BacuibneBa

characterdance@yandex.ru

npenoaaBatenb Akagemun Pycckoro 6anera umenu A.Sl. Baranosoi
Cankr-IletepOypr, Poccus

HckyccTBO Kiaccuueckoro Oajera SIBISETCS HEOThEMJIEMOM 4acThlOo pyc-
CKOM KynbTypbl. CEroHsl B paMKax COXpPAaHEHUsS M Pa3BUTHs YHUKAJIbHBIX aKaje-
MUYECKHUX TPAJAMIMI pycCcKoro Oajiera U B LEJISX COBEPIICHCTBOBAHUS y4E€OHOTO

mpoiiecca Bce 00siee akTyalTbHBIMH CTAHOBSITCS MCCIIEIOBAHUS XOpeorpaguu ¢ mo-
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3ULIMU KYJIBTYPOJIOTHH, B OCOOEHHOCTH TaK Ha3bIBA€MOW «KYJIbTYPHOU UCTOPHHY,
U3yYaromei KOHTEKCT MOSBJICHHS U CTAHOBJICHHS TEX WJIM MHBIX KOMIIOHEHTOB Oa-
JIETHOTO CIIEKTaKJIsl, OTACIbHBIX MOTHBOB, & TAKXKE BIMAHKUE HA OajeT UJEH, aKTy-
anbHbIX 31oxe. [IpeacraBnsieMoe HCCIEOBAaHUE MOCBSIICHO aHAIM3y OajeToB
«Cunbdhuna» u «YHIuHa» B penepryape MapuuHCKOro Tearpa B KOHTEKCTE OC-
CUAHUYECKUX TPATUIUH.

[lonsiTEe OccuaHW3Ma, CIOXKUBIIEECS B T'yMaHUTApHBIX HayKax, NEpBOHA-
YaJIbHO TOSIBUJIOCH B JIUTEPATYPOBEACHUH, ICTETUKE, B MEKIUCIUTUTMHAPHBIX HC-
cienoBaHuax. OHO CBSI3aHO C AHAJIM30M M OLIEHKOW BIIMSIHHS, KOTOPOE OKa3ajiu
«IToambr Occuana» [xeitmca Makdepcona, BuepBbie ommyOinkoBaHHbie B 1760 r.,
Ha JnutepaTtypy U uckycctBo koHmna XVIII — nauana XIX B. [lonroe Bpems uccie-
JIOBATEJIM M KPUTUKH 3aHUMAJIMCh MPOOJIEMON ayTEHTUYHOCTH/MUCTH(PUKALIUH T10-
9M. 3aTeM OCCHaHM3M ObUI MOHST KaK SIBJICHUE JIMTEPATYPHOIO IMPEIPOMaHTU3MA,
BJIMSIHME OCCHAHMU3Ma - OT OOIIET0 MEIaHXOJNYECKOTO0 HACTPOEHUS 10 0Opa3HOTOo
CJIOBAps XyA0KECTBEHHOI'O TEKCTa - 0OHAPYKUIIOCh B U300PA3UTEIBHOM UCKYCCT-
BE, JaHAAPTHOM HUCKYCCTBE, TeaTpe, My3blke. DToMy nocBaieHsl padotsl J1.C.
Jluxauena, }O.1. Jlesuna, A.B. bynsrueBoii, ®uonst Ctaddopa, ['oBapaa ["ackuia.
B nocnenHee Bpemsi B LEHTPE MCCIEAOBATENEH OCCHAHUYECKON TPaJHULIMKA — IIPO-
OJIeMbl CTAaHOBJICHUS HAIMOHATHHOM WMIAECHTUYHOCTU U IIEJIOTO Psifia KyJIbTYpPHBIX
IpakTUK (OT coOupaTenbcTBa (OJIBKIOPA 10 POMAHTUYECKUX MyTEIIECTBUM U TY-
pu3Ma).

banerst «Cunbdpuna» (xopeorpadust A. bBypuouswist 1836 r., B penakiuu
9.-M. ¢on Pozen, npembepa B Mapunnckom teatpe B 1981 r.) u «YHauna» (xo-
peorpadus 1. Jlakorra 2006 1., mo XK. Ileppo 1843 r.) paccMaTpuBarOTCs C TOUKU
3peHus OCOOEHHOCTEHW TEeMAaTHKH, APaMaTyprud CIEKTaKJs, BbIPa3UTEIbHBIX
CPEICTB, KOTOPHIE UETKO MAapKUPYIOT OCCHAaHUYECKYIO TPAIULIUIO B XOpeorpaduu.

OtMmeyaeTcsi 3HaYMMOCTh OCCHAHWYECKOM TPAAUIMU JJIsi CTAaHOBJICHUS Ha-

[IMOHAJILHOM TeMaTHKU 0ajieTa u, B 0COOCHHOCTH, XapaKTEPHOTO TaHIIA.
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3HayeHHe M300Pa3UTEJIBLHOI0 HCKYCCTBA B (pOpMHUPOBAHUM
MOJI0KUTEJILHOI0 00pa3a pycckoro 0ajera

E.A. lonranoBa

dolganovakatya@gmail.com

KaHJ. KyJIbTYpPOJIOTH,

npenoaaBaresib MexIyHapoJIHOTO YHHBEpCUTeTa B MOCKBe
MockBa, Poccus;

J.B. bokapes

art-prim@bk.ru

JUPEKTOP YUpEKAEHUS KyIbTYphI

YacTHas xynoxxecTBeHHas raunepest «Apt.IIpum»
Kykosckuit, Poccus

Pycckuii 6aner kak o0meMUpoBON (PEHOMEH BBIXOJUT JAJIEKO 32 PAMKHU Te-
aTpa, 3aJ1aBasi TPEH/IbI U HAIIPABJIISisA PA3BUTHE MHOTHX KYJIbTYPHBIX HHIYCTPHM.

N300pa3urenbHOe UCKYCCTBO MOXET BOCIPUHUMATHCA KAaK MOIIHAs CUia
AMOIMOHAILHO-UHTEIJIEKTYAIbHOTO BO3JIEUCTBUS U CIIOCOO MOIMYJISIpU3aIUU PyC-
CKOro 0ayiera B MHpE.

N300pa3utenbHOEe UCKYCCTBO J€JIaeT OaleT TOCTOsSHUEM OoJiee HMIMPOKOTo
Kpyra JIoJIel, a XyJ0KHHUKH, o0paliasich K o0pa3am OajieTa B CBOEM TBOPYECTRBE,
MOAYMHSS UX CBOMM XYJIO)KECTBEHHBIM 3ajJlauyaM, - JAlOT OLUEHKY U BUACHUE POJIU
Oasiera B 0011IECTBE.

KuBonuck, CKylIbNTYypa, Tpaduka €cTh BCIIOMOTaTEIbHbBIE 2JIEMEHThI CO3/1a-
HUS T€aTpajbHOTO MPEJICTABICHUS B TOM, YTO KacaeTcsi O(pOPMIICHUSI CIIEKTaKJIA,
TeaTpalbHO-IEKOPALIMOHHOIO UCKYCCTBA, CLIEHOTpaduH.

CBsi3b PyCCKOr0 MOJEpPHA U PYCCKOro Oanera, (opMHUpPOBAHHUE aBTOPUTETA
pycckoit  OametHoM  mikosibl. COBOKYNHBIM HMMHIK HMEH  XYJIOXHUKOB-
aBaHrapauctoB Havana Beka (H. ['onuapoBa, M. Jlapuonos, M.B. Jlo0yxuHckuii,
H.K.Pepux, A.H.benya, 3. CepebpsxoBa, K.A. Koposun, A.f.I'onoBuH,
JI.C.bakct, C.IO.Cyneiikun, b.H. Aaucdensa, I1. ITukacco, A. Marucc, M. Illa-
rai1, XK. bpak), ux cBsi3b ¢ OaJeTOM YCHJIMBAIOT KOMILJIEKC COIIMAJBHBIX B3aMO-
JIEUCTBUI, HAMTPaBJICHHBIX HA (OPMHUPOBAHNE 3HAUCHUS PYCCKOTO OajieTa B MUpE.

Poman dotorpaduun u OGasieta — 3TO HCTOpUS OTHOUIEHUH CTATHKU

n JUHaAMHUKU. A B KOHEUHOM HMTOT€ — IIONBITKA KaXXJ0TI'0 M3 9TUX HCKYCCTB, 00Be-
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JUHUBIINCH, PACIIUPUTh CBOM mpenensl (XeabMyT HptoToH, Annu Jleli6osuil, Ce-
cui buton, Puuapa ABenon).

®otorpadus yepe3 tupaxupoanre B CMU chopmupoBana obpa3 3Be3n
pycckoro Oanera Kak JIET€HJ U UKOH, BHICTPOMB B MOTPEOUTENHCKOM CO3HAHHUU
1esnbie MU(oIOoreMsl.

CkynbnTypHble KoMno3uunu Bukropa boraueBa — naHb Tpaguuuyu B3anMoO-

JIEHCTBUS UCKYCCTBA U OajeTa.

TBopuectBo JI.C. bBakcra nis «Pycckux cezonon» C.II. dsarunena
KaK cocTaBJsAmas eHOMEeHAa PyCCKOro 0ajieta B MUPOBOM KyJbType

C. IO. 3axapoBa

avg20sv@inbox.ru

npernoaasaresib MOCKOBCKOW roCy1apCTBEHHOM
akaJgeMuu xopeorpapuu

Mocksa, Poccus

JI.C. bakcT — 0iuH U3 BBIJAIOIIMXCS XYI0’KHUKOB KOHIIAa X| X — mnepBoii uet-
Beptu XX Beka. Cdepa tBopueckux mHTepecoB JI.C. bakcta Obuia 4ype3BbIYaitHO
mupoka. OxHako B ucropuu uckycersa ums JI.C. bakcra mpexzae BCero CBA3aHo ¢
oopmIIeHHEM TeaTpabHBIX MOCTAHOBOK. bakcToM ObUTM CO3/1aHbI SCKU3bI IS TeE-
aTpaJIbHbIX KOCTIOMOB M JIEKOPAIMH JUII MHOTUX OAJIETHBIX U ONEPHBIX CHEKTAKIIEH
«PycckHX CE30HOB» KaK CaMOCTOSITENIBHO, TaK U B COABTOPCTBE. TanaHTIMBBIN TeaT-
paJIbHBIN XYIOKHUK, OJIMH U3 OCHOBaTesnen «Mupa UCKyCCTBa» M AKTUBHBIA yda-
CTHUK «PycCKUX Ce30HOB», OH CTall sipyaiiiiei GUrypou XymokeCTBEHHOU KU3HU
cBOero BpeMeHu. MimeHHo cpeau yyacTHHKOB Tpymnbl «Mup uckyccrsay C.II. Isru-
JIEB HAILIEN €IMHOMBIIUIEHHUKOB, CBA3aHHBIX C MIOMCKOM HOBOT'O BHJA TBOPYECTBA,
OTBEYABILIEr0 MOUCKY €ro >XKM3HEHHBIX WACalOoB. Bemymias ponb B JESITEIBHOCTH
«Mupa HckyccTBay, a O3KE U HAYAIIBHOTO Neproaa «PyccKHX ce30HOB» NpUHA-
nexana xynoxnukam JI.C. bakcty u A.H. benya.

«Pycckue ce3onb» (1908-29 rr.), opranuzoBannbsie C.II. JlsruieBbiM 3a
rpaHuliel, npuHecan Poccum ciaBy BEJIMKOW TeaTpajibHOW JeprKaBbl. TecHoe

npo¢eCCUOHAIBHOE COTPYIHUYECTBO BOIJIOTHIIOCH B HETIOBTOPUMBINA CTUIIb TPYII-
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bl B TAKWX MOCTaHOBKaX, Kak «Kiueomarpay, «lllonenmnana», «lllexepa3anay,
«llerpymikay.

Odopmnenne 6anera «Kneonatpa» npunecno JI.C. bakcty HeoObuaiiHyto
ClaBy XyJO0KHUKA U IEKOpaTOopa.

B nexopanumsax k «lllexepa3zane» riaBHyr poiib urpai upet. «KapHaBam -
BTOpas kpynHas padora JI.C. bakcra 3a 1910 r., crana mojHOH MPOTHUBOIIOI0XKHO-
cTeio «lllexepaszane». KocTiOMBI MPONOIDKAIOT JTMHUIO, paHee MOKa3aHHyIo B «Dee
KYKOJI» - OKpallIEHHbIE B HESPKHUE, MHOT/IA JaXe MPUTTYIICHHbIE TOHA, JICTAHT-
HBIE, JIETKO JIokaTca Ha My3bIKy P. [llymana. «Bunenue po3sD» - OQUH U3 CaMbIX
U3SIIHO O(DOPMIIEHHBIX 0aleTOB XYAOKHUKA, B KOTOPOM XYJI0)KECTBEHHOE 00paMm-
JIEHUE HEOTIEINMO OT Xopeorpaduu, 4To B OOJBIIONW MEpe MOBIUSIO Ha yClex
nocTaHoBKU. [ToaTHYHBIE OAKCTOBCKHUE KOCTIOMBI U JCKOPAIMH TIPEBPATHIIA OaneT
B OJIUH U3 CaMbIX POMaHTUYECKUX, Hapsaay ¢ «Deeil kyko», «KapnaBaiom», «ba-
O6oukammy, «Crisieit KpacaBulen».

CosepiieHHO apyroit xapakrtep y 0anera «Hapiucey», B odopmiieHUH KOTO-
pPOTO BOILTIOTHIIMCH TIPEJICTABIICHUS Xy0KHUKA 00 anTuyHOM ['pennu. Kpacku sc-
KH30B K KOCTIOMaM JIOBOJIBHO COYHBIE, HACBIIMIEHHBbIE. BOIBIIMHCTBO KOCTIOMOB
COCTOMT M3 JBYX IIBETOBBIX MSTEH — OCHOBHOM IIBET TKAHU U LIBET OPHAMEHTA.

VYcunenue spkoi BbIPa3UTENBHOCTU IEKOPALMU C TOMOILBIO JEMOHCTPALIUH
nen3axka, HaXOASIIErocss 3a MpeJesaMHu IMPEACTABICHHOIO UHTEPbEpa, SIBISETCS
OJIHUM U3 XapaKTEePHBIX MIPUEMOB XYJ0KHUKA. DTOT MPUEM MbI BCTpedaeM U B Oa-
nete «Tamapay, nis padotsl Hag kotopbeiM JI.C. bakct nocetun Kaskas. Hapsny ¢
aHTUYHOCTHIO M KaBka3oM, Xyn0oKHUK paboTan TakKe W HaJ BOCTOUHON TEeMaTH-
KoM, odopmiisast TocTaHOBKY Oanera «Cunuii 60ry». B kocTiomax, cTaBmmx nepepa-
OOTKOM IPEBHEHHTUICKOI 0JIeXKTbI, YyBCTBOBAJIOCH BIMSIHUE CHAMCKOT0O OaJeTa.

[Ipu pabote nHax «Jlereamamu 06 Mocude» bakcr mcmonwpzyer HaOpockw,
cleaHHble UM C KapTUH BepoHese. DTO cka3anoch U B IIBETOBOM PEIICHUU, U B
MOKpPOE€ KOCTIOMOB. IIpeBamupyroT KpacHbIC, YKPAIICHHBIE 30JI0TOM TSDKEIIbIE,
TIBIITHBIC OJICXKIbI.

Crpemnenue bakcra HailTh HOBbIE (POPMBI CLIEHMYECKOTO 0(OPMIIEHHUS, OT-
BEYABILETO0 COBPEMEHHOMY MHUPY, CBHUJIETEIHCTBOBAIU O LIUPOTE €r0 XYIOKECT-

BCHHBIX B3IJI1J0B, BOCIIPHMMMYNBOCTH K HOBLIM TCUCHHAM B HCKYCCTBC. TBOpIIC-
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ckoe coapyxectBo C.II. darunesa u JI.C. bakcTa crano spkoii 1 MHOTOTPaHHOM,

XO0TA "1 HpOTI/IBOpqu/IBOﬁ BEXOM B HCTOPpHUU MHPOBOT'O 0aJeTHOTO HCKYCCTBA.

K Bomnpocy 0 mo33um u ObITe B COBETCKOM 0aJIETHOM TeaTpe

H.H. Cypuunna
nathalie.surnina@gmail.com

acnupanT MOCKOBCKOM rOCyIapCTBEHHOM
koHcepBatopuu uM. I1.1. HarikoBckoro
MockBa, Poccus

B ucropun pycckoro Oanerta BbIIEISIETCS COBETCKUN NEPUOJ, B KOTOPOM
py6ex 1950-60-x rogoB cTan BaXHOW BEXOM, KOT/Ia MPUHITUITBI XOPEOPAMBI U CO-
UAJTMCTUYECKOT0 COJEP KaHUs CTalIM YXOIWUTh B Ipouuioe. B PocculickoM rocy-
JAPCTBEHHOM apXWBE JUTEPATYphl U UCKYyCCTBA HaMHU ObLT OOHAPYKEH JTOKYMEHT
ATOW MEpPEeXOJHOM 3MoXMU — mepenucka ucropuka Oanera FOpus CiaoHuMCKOroO,
xomnosutopa mutpus Kabanesckoro m xopeorpada Ilerpa ['yceBa. Ha mports-
KEHUH ceMu Jiet, ¢ 1957 mo 1962 rr., oHuM COBMECTHO padOTaiu HaJll CO3AaHUEM
Oanera noxa Ha3zBaHueM «/leByiika ¢ Tpexropku» M Belu aKTUBHYIO MMHCbMEHHYIO
JMCKYCCHIO, KOTOpasi CErOJIHs SIBJISIETCS HArJSAHBIM CBUIETEIBCTBOM 3CTETHYE-
CKOHM M UJI€0JIOTUYECKOM JIOMKH BHYTpPU OAJIETHOTO TeaTpa.

CrnonunmMckuid 3amyman cueHapuid «JleBymku c¢ Tpexropku» emie B 1950-
1951 rr. Ha ocHOBe peanbHbIX COObITHI. OH XOTEI HAUTH MYTh MO3TU3ALMH CIOXKE-
Ta U3 COBPEMEHHOH W3HHU, MPUOIU3UTh €ro K KaHOHAM KJIACCHUYECKOro Oajera.
[ToznakomuB ¢ aubperTo I'yceBa u KabaneBckoro, CIOHUMCKHIA 3apy4yuICcs UX CO-
rJlacieM Ha COBMECTHYIO pabotry. Ho Tak kak Bce Tpoe He ObUIM YJOBJIETBOPEHBI
CLIEHApHEM, HAYAJIUCh JUTUTEIbHBIE TOUCKU. Ha NpOTSKEHUU IIATH JIET CIOKET I10-
ClIeI0oBaTeIbHO TpaHcpopMupoBaics. B pe3ynbrare M3MEHEHMH CIEHapHil cranl
PELIUTENBHO OTIMYANICS OT UCXOAHOTO. Bece n3MeHeHust ObUiM TPOJUKTOBAHbI Ha-
CTOMYMBBIM >KEJTaHUEM aBTOPOB YHTH OT ObITa U COLPEATUCTHUECKOrO KaHOHA B
CTOPOHY MOATH3aLMU ClOKeTa. ['JlaBHOE MECTO JOJDKHBI ObLUTU 3aHSTh (POPMBI U
CpEIICTBA KJIACCUYECKOTO TAHIA, @ HE «yHbUIAs MaHTOMHMA JUIS TIIYXOHEMBIX» U

(PECKUCCCPCKUEC MU3AHCICHBI, 3a KOTOPBIMH HCT OajeTay.
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B Ttakom Buzae nmubperro chopmupoanochk k 1962 rogy. Ho Bapyr B mpo-
1[ecce aKTUBHOM pabOTHI MPOU30IIEN BHE3AMHBIN MOBOPOT, 0003HAYMBIIHIA TPe0o-
pakeHHE HE TOJIBKO CIOKETa, HO M 3CTeTHKM Oyaymiero Oanera. CIOHUMCKHIA
MPEJIOKIIT TIOCTPOUTH CIIEKTaKJIb HE Kak OBITOBYIO MCTOPHIO, a KaKk «OOprOy Me-
Iy YEpHBIM M OEJIbIM aHTesoM 3a Aylly repos». IlocienoBanu HOBblE Ba)KHBbIE
MU3MEHEHUS: IEPCOHAXH JIMIINUINCh UMEH U CTaJIM a0CTPaKTHBIMU, OBITOBBIE CIICHBI
OKOHYATEJIBHO YCTYIWIH MECTO JUPUYECKUM. DTH UIEH HEBEPOSTHO BJOXHOBJIISIIH
Bcex. BriepBrle paboTa BbIIUIA HAa HOBBIM YPOBEHb: KOMIIO3UTOP Hadajl JaBaTh
MPEMIOKEHHS IO MY3BIKE OTAEIBHBIX HOMEPOB, I'yCeB 3asBUII, YTO TENEPh «BUIUT
OasieT» M Hamucaja pa3BepHYTHIA CLEHAapHBIN 11aH. CIOHMMCKUI JUKOBAJI U pa3-
BHBaJI HAMEUYCHHBIE JINHUH.

Ho BHe3amHO Bce Tpoe Hayaiau cHavaja poOKo, a 3aTeM BCE YBEPEHHEH 03-
BYYMBATh MBICIb O TOM, YTO OHHU CJIMIIKOM JAJIEKO YIUIM OT CYTH COBETCKOI'O HC-
KyCCTBa U 3aJyMaJIUCh, YTO K€ OyAyT HECTH UX aOCTpaKTHbIE 00pa3bl 3PUTEIIIO.
Bce, 4To OBLIIO C TaKUM TPYJIOM HAMJIEHO W 3aBOEBAHO COaBTOpaMHu 3a IATh (!) jer
OyKBaJIbHO B OJJTHOUYAche (a TOUHEE B JIBE HeNelaM) Obuin paspyiieHo. M npuunHoit
TOMY CTaJId HECKOJIbKO «IPOTPAMMHBIX» MHUCEM, HAMUCAHHBbIX CIOHUMCKHM B
KoHIie utossi 1962 rona onnoBpemento ['yceBy u Kabanesckomy. B Hux on mpen-
JaraeT ONMOMHMTBCS U HE 3a0bIBaTh, YTO OHU CO3Jal0T cogemckuu Oaner. ['yce
OTBETHJI MPOCTPAHHOIN PE3KOM OTMOBENbIO: OH OBbLI HE COTJIaCE€H BEPHYTHCS K CO-
BETCKUM peajusM, TOJBKO JIMPUYECKAs, O3TUUYECKAs] CTOPOHBI CIOKETa MOIJIa 3a-
CTaBUTh €ro padoTaTh HAJl MOCTAaHOBKOM Oaiera; KabaneBckuii Obl1 B HETOYMEHHUH
U oToles B ctopony. [loctenenHo nepenucka npekparuiacb. CIOHUMCKHA HEOA-
HOKpPATHO TBITAJICS BEPHYThCS K 3TOW padboTe, Ben meperoBopsl ¢ Onerom Buno-
I'PaJOBbIM, HO IPOEKTY HE CY>KJIEHO ObLIO COCTOATHCS.

VYHUKaJIbHAsE UCTOPUS 3TOTO HEPEATM3OBAHHOTO ITPOEKTA HAIJIAIHO JEMOH-
CTpUpPYET, KaK B COBETCKOM OaJIeTHOM TeaTpe IMPOMCXOAMIIA MEePEOoLeHKa I[EHHO-
CTeH, 3aBOEBBIBAIMCH HOBBIE ACTETUUYECKUE B3TJISAbI, MOKA3bIBAET BCIO CIOXKHOCTD

H ITPOTUBOPCUYNBOCTDb JAHHOI'O IIPOLCCCa.
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Bbaaer «leaxkynuunk» B nocranoBke IO. I'puroposuya (1966):
HOBATOPCKUI MOAX0/ K IpaMaTypruu u xopeorpapuun

E.Il. BesaoBa

kabelova@mail.ru

KaH][. ICKYCCTBOBEICHHS,

npodeccop Kadeapsl xopeorpaduu U 6aIeTOBEICHUS
MocKOBCKOI TOCYIapCTBEHHON akaaeMuu xopeorpaduu
MockBa, Poccus

Ucropus nocranoBok 6aneta «lllenkynunk» I1. YakikoBckoro ¢ konima X1X
B. JI0 cepeauHbl XX B. HACUYUTHIBAET CaMOCTOSITEIbHBIC XOpeorpaduueckue Bep-
cuu JI. UBanoBa, A. I'opckoro, @. JlonyxoBa u B. BaitHoHeHa. OnbIT UX TOUCKOB,
HAXOJIOK, TPOCUYETOB, CBEPILICHUN, 000TaIIEHHBI COBPEMEHHBIMU JTIOCTHXKEHUSIMU
TaHIIEBAJILHOTO MCKYCCTBA, CTal «(yHAAMEHTOM» JJIsi POXKICHHUS HOBOW XOPEO-
rpaduueckoit TpakToBKU 3TOro Oanera 0. I'puropoBuyem B 1966 1. Ha creHe
Bbonwmoro tearpa. IMeHHO ero crnekTakiib (MOCTaBJICHHBIM B COJIPYKECTBE C XY-
noxxaukoMm C. Bupcananze) OTKpbUT HOBYIO CTPaHUILy B CLIEHUYECKOW HCTOPUU
«IIlenkyHUYnKay.

s HoBoM moctanoBku «lllenkyHunkay B cepeaune 60-x rT. TpeOOBaIOCh
HE MPOCTO HOBOE NPOYMeHUe CTICKTAKIIs, & COBEPUICHHO UHble nPUHUURNDBL OATICT-
HOro tearpa. IIpuHIUI CKBO3HOTO TAHIIEBAILHOIO ACHCTBHS, MO3BOJSIONIETO U3-
O0exaTh cOMmxKeHus Oayieta ¢ JpaMoi, BBEJCHUS TAaHTOMUMBI, OBITOBOM ONpaB/IaH-
HOCTH CIOKE€Ta, K cepenune 60-X IT. yxke jokazan ce0s B O6anerax ['puropoBuya —
xopeorpada, BEICTPAaUBAIONIETO CBOM CIIEKTAKIN B YETKOM COOTBETCTBUM C MY3bI-
KaJIbHOM Apamaryprueil npoussenenust («Kamennsiii netok» C. Ilpokodnena,
1957; «Jlerenna o mo6Bu» A. MenukoBa, 1961).

1. Xopeorpaduyeckoe pelieHue riaBHOM KEHCKON MapTHH JApaMaTypruye-
CKHA OOBEIMHUIIO BCE NelcTBUE criekTakis. [ puroposud B «lllenkyHunkey cmeno
nepeaa Bce IETCKUE mapThH apTuctaM Oasneta bomibimoro tearpa, pa3pemnms dTUM
npo0JieMy MOCTAaHOBKH «IETCKUX)» TaHIEB, KOTOPhIC TENeph HE Ha/I0 ObLIIO 00JIeT-
4aTh U yNPOIIaTh, MPUCIIOCAOIHMBAS K CHJIaM MAJIOJICTHUX WCIIOJIHUTENICH — YICHH-

KOB Xopeorpaduueckoro yqmimiina (kak Obulio B criekTakie BaliHoHeHa). Maiiry B
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€ro CIIEKTaKJIe TOXKE C CaMOr0 Hadajia TaHIyeT B3pocias CONMCTKA. [ opckui, mo-
crapuBlni «lllenkynunka» B 1919 r., nepenan rmaBHyro napturo yuenune Moc-
KOBCKOM TeaTpaibHOU HIKOJbI, YTOOBI MOAYEPKHYTh €CTECTBEHHYIO JETCKOCTH T'e-
POMHM, HO YYEHHMIE UMEHHO Cmapuiux, a HE MIIQJIIUX KJIACCOB, YTO MO3BOJIUIO
YCUJINTh TaHUEBAJIbHYIO JIMHUIO POJIA. ['pUropoBud, B 1EIOM, MOBTOPUJI €r0 Ha-
XOJIKYy, I0O-CBOEMY TPaKTOBaB €€: mapTus Mamm B €ro CIeKTaKkjIe co3/1aBaiach s
E. MakcuMoOBOM — TaHIIOBIIMIIBI MUHHUATIOPHOW M Xpynkoul. [lopyunB riaBHyto
NapTUIO BEAYLIEH COJMUCTKE, ['pUropoBud cMOr pazHOOOpa3uTh U YCIOXHUTH HE
TOJIBKO TAHILIEBAJIbHYIO, HO U AaKTEPCKYIO JJUHUIO POJIN.

2. CtunieBoe eqUHCTBO AekoparmoHHoro odopmienus «lllenkynuukay. Jlis
noctaHoBkU ['puropoBuua xyaoxHUK Bupcananse Hamien CKBO3HOE pelieHue 00-
pasa CIeKTakls — TeMy elku. Enka y Bupcananse 3ech He TOILKO pacTéT: OHA
MOCTOSTHHO MEHSIET CBOM BHELIHUHN OOJIMK, pacKphIBasi Mepes reposiMu BCE MHOTO-
obpasue mupa. Enka B «lllenkynunke» ['puroposuua cesizaHa ¢ obpazamu u Jlpoc-
cenpMelriepa, 1 Mamm, otpaxas emé n MamnHO BOCIPUATHE OKPYKAIOIIETO MUPA.
B nepBoii kapTuHe €1Ka Tak ke HapsHa, YIOTHA U OOBIKHOBEHHA, KaK U BCE BO-
Kpyr. B HOUHOM clieHe oHa (haHTacTUYHA, yTralollle-3arajloyHa; B KapTUHE CHEXU-
HOK BBITJISIAUT TMOATHUYECKU-TIPEOOPAKEHHON; 3aTeM — CHUSIOMEH paTyKHbIMU
KpacKaMy OTPOMHBIX MUTPYLIEK WA YTPOKAOUIE CTYCTUBIIECH CBOU TEMHBIE BETBH.
A B clleHe, KOTJla repor OKa3bIBaloTCA Ha €€ BepIlnHe, xopeorpad nepenaet oOpas
CUSIOLIEN EJIKU B TAHIIE.

3. HoBoe pemenue nuBeptucMeHnTa 2-ro akta. B crekrakiie I'puroposuya
BCE KYKJIbI BIIEPBbIE BBILLIM HA CLIEHY NapaMu — Kak Obl Pa3MHOKHUB U MTO-CBOEMY
VHTEPIPETUPOBAB JIMPUYECKUN JTyST OCHOBHBIX T'epoe€B. banermerncrep Hacenun
BOJIIIEOHYIO CTPaHy KyKJIaMU-BIIOOJIEHHBIMU, MPUAAB BCEM HOMEpaM JUBEPTHUC-
MEHTa CTHJIEBOE €IMHCTBO. KyKoybHBIN quBepTUCMEHT B «lllenkyHnuuke» ['puro-
pOBHYA, CJIOBHO B MAJEHBKOM WUIPYILICUYHOM 3€PKAJIC, OTPAXKAET pPA3JIUYHBIC Ha-
CTPOEHUSI «YEThD» IIIaBHBIX IepoeB. DTUX KYKOJ OanerMmeiicTep BBEN B JIEUCTBHE

emé B HOYHOM CLCHC I-ro dKTa, CACIaB UX 3aTCM CBUIACTCIIMHU U YHACTHHUKaAMHU
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BCEX MOCHEAYIOUUX COOBITUH, — TEM CaMbIM KYKOJbHBIA TUBEPTHCMEHT ObLI
BIIEPBBIE CBA3aH C OOIIMM XOJ0M CIIEKTaKJIS.

4. HoBatopckoe pemenue I'puroposnueM anaxuo l-ro m 2-ro akra. Hc-
1oJIb3ysl HaxoJKy BaitHoHeHa, [ puropoBud cTaBUT Ha My3bIKy AHJaHTE 1-ro akta
ny>3T Mamu u llenkynunka-npuHna. B ux xyste oTaenbpHbIe MOAACPKKY, TaHHbIE
OaneTMeicTepoM IMOKa JIMIIb «IIJIACTUYECKUM HaMEKOM», MOJy4yaroT Pa3BUTHUE B
«CBaJIeOHOM» aJlaXMO TOCIEAHEr0 aKkTa. B apamMartnyecku-KyJIbMHUHALMOHHBIN
MOMEHT a/Iakuo 2-ro akTa, lI|eIKyHUnK-IIpUHII, Ha BBICOKON MOJJEPKKE (TaK ¥Ke,
KaK ¥ B AydTe l-ro akrta), BIPYr CTPEMUTEIBHO «ONPOKUHET» Mally BHH3 TOJ0-
BOM. 1 Ha BBITAHYTHIX pyKax M30paHHUKA €€ BEPTUKAIBHO IMOJHATOE TEJNO OyJeT
HAIlOMHUHATh JIETALLYI0 BHU3 cTpeiny. g Mammu B «lllenkynuuke» ['puroposuua
MHP CJIOBHO «IIEPEBEPHYJICS BHHA3 I'OJOBOI» — HO ITOKA 3TO CKAa30YHO-IIPEKPACHOE
TOJIOBOKPY’KEHUE OT «OIMPOKUHYTOT0», BOJIEOHO-TIpeoOpakEéHHOro Mupa. Ta xe
camasi MOJIepKKa B MAaTETUUECKON YacTU afakho 2-To aKTa IMOJIy4UT yke Ooiiee
apaMaTh4dHOe 3By4aHue. [IpoBoas miacTHdecKue nmapajuiesid MEXAy JTydTaMH Te-
poeB 1-ro u 2-ro nercteus, ['puroposrny, BMECTE C TEM, ITOKA3bIBAET UX CMBICIIO-
Boe paznuune. M eciu agaxuo 2-ro akTa — KyJIbMHUHALMS JTI0OBU ITepoeB, TO UX Ta-
Hell Ha My3bIKy AHJIaHTE JpamMaTypru4ecku OCTPOEH KaK IEPBOE 3HAKOMCTBO.

['puropoBud cBsI3bIBacT Banbc CHEXMHOK C agaxuo 2-ro akrta. Baibc cHe-
YKMHOK — 3apO’KJICHHE YYBCTB, aJaXKNO — UX KyJIbMHHAIUA. Banbc CHEXMHOK ITpo-
VCXOIUT Y NOJHOXKUSA EIKU, AIa)KU0 — Ha €€ BepiunHe. M taM, U 34eCh TaHIly repo-
€B aKKOMIIaHUPYET KopjebaneT — Oelible «CHEKUHKU» U cepeOpsiHble «EIOYHBIE
yKpamieHus». [ puropoBuy BoepBbie TpakTyeT (puHaIbHOE anaxuo Mamu u Lllen-
KyHUMKa-TIpUHIIAa Kak o0pydeHue repoeB. 1 31meck cka3blBaeTcsi BEpHOCTh XOpEo-
rpada MoTuBaM ro)MaHOBCKON CKa3KHU, COOTHECEHHOM C MY3bIKAJILHOM JApamaTyp-
ruer YakoBCKOTO.

Ha npoTsbkeHuu Bcero crekTakiisi 6aneTMencTep MOABOAUI IepoeB K KyJb-
MUHAILUU WX JIFOOOBHOTO aJaXXHo, Tie JUKYIOUIUN B3JIET YYBCTB OKpAILEH JApamMa-

TUYHBIM 3BYyYaHHWEM MY3BIKH. TOpP>KeCTBO JIIOOBH repoeB ' puropoBud BcE Bpems
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TaHIIEBAJIbHO OTTEHSET UHTOHALMSAMM TPEBOTH, MOAYEPKUBAS UILTFO30PHOCTD IIPU-
TPE3UBIIENCS TAPMOHUH.

5. Homoe mpourenue ¢unHana 6anera. I'puroposuu B punane «lllenkynuu-
Ka» BO3BPAILAECT TEPOMHIO B IPEKHUN PEATBHBIA MUP — B TOCTUHYIO C EJIKOM U UT-
pymeunbim lllenkynunkom. Maria B ero 6anere He MPOCTO MPOCHINAETCS MOCIE
YyJIECHOTO CHA (K TOMY € CHa, KaK TaKoBOro, B OajeTe He ObLIO): OHA CIIOBHO
BO3BpAILAETCA W3 BOJIIECOHOW CTpaHbl, Kak y ['o)MaHa, CTAaHOBSCH «MaJEHBKON
MeuTarenbHule». Ounan «lllenkynunka» ['puropoBuya — MyIpblii ¥ TOATUYHBIN
— BO3BOJUT CIOKETHOE MOBECTBOBAaHHE CKa304YHOro Oajnera K (uimocopckum pas-
MBIIUIEHUSIM O KW3HU. lIepBble palocTM M OTKPBITHS FOHOM IyIIM COCEICTBYIOT
TYT C IIEPBBIMU I'OPECTHBIMHU NPO3peHUsAMU. Ho nedanbHas Tema yTparsl PUIITY-
nieHa B cnekrakie. [lepea cambiM 3aKphITHEM 3aHaBeca, MpUXXUMas K cede ypoa-
na-lllenkynunka, Maiia cyacTiinBO ynblOaeTcsi, TEM CaMbIM OKpalIlBasi B 00IIEM-
TO TPYCTHBIM (MHAN KU3HEPAAOCTHBIM OLIyLIeHHUEM OblTus. ['puroposuy, mpu-
JABIIMKM MO3TUYECKYIO LEJIOCTHOCTh CHOKETHOMY IMOBeCTBOBaHMIO «lllenkyHuu-
Ka», MOCTPOMII PEKUCCEPCKYIO U XOpeorpauyecKyro IpamMaTypruto CBOEro CIek-
TaKJIsl B YETKOM COOTBETCTBUU C IpaMaTypruer My3bIKaJbHOM, MOJICKA3aB TEM ca-
MBIM BEPHBIE IIyTHU U JAJIbHEUIINX IMOMCKOB CLIEHUYECKOI'O BOIUIOLIECHMS I'E€HHU-

aJbHOU MapTUTYPhl HalKOBCKOTO.

BocnnTaHue coBpeMEeHHOT0 apTHCTA OajeTa:
ICTETUKO-TeAarOrH4ecKui acrmeKT

M.K. By/laHKuHA

marinakb@mail.ru

KOHLIEpTMENCTED, TOLIEHT Kadeapbl
KOHILIEPTMENCTEPCKOTO MacTEPCTBA U

MY3bIKaJIbHOTO 00pa30BaHUs

MOCKOBCKOI rocyJapCTBEHHOM akajeMuu Xopeorpapuu
MockBa, Poccus

OTnuunTenbHas gcpTa pyCcCcKoro Oajera - CMBICIIOBAsT HAIIOJHEHHOCTh IIJIa-

CTHUYECKOM HMHTOHAIWUH, rac npoo6pa3aMH TaHIa CJIyKaT ABUKCHHUA U KCCThI YC-
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joBeka. HeBO3MOXKHOCTh MOJENATh SI3bIK T€Na AUKTYET HEOOXOIMMOCTbh BOCIH-
TaHUs B OynylieM apTucre OajeTa BCEX TE€X 4YepPT MOPaIbHO-ICTETHUUYECKOTO 00-
paza, KOTOpbIMU OyAeT 00J1aaTh UACAIbHBIN Iepoii Ha CLIEHE.

Bocnuranue aptucra 6ajiera, COOTBETCTBYIOIIETO BBICOKUM 00pasliam 3CTe-
TUYECKOI'O U HPaBCTBEHHOI'O YPOBHS — Ba)KHEMIIAs Ienarornyeckas 3agada. Pac-
cMaTpuBas BOCIUTAHME KaK I€JICHAIIPABJICHHBIN Npolecc (popMUpPOBaHUS JINYHO-
CTU C IOMOULIBIO CIELUAIBHO OPraHM30BAHHBIX I1E€JarOTMYECKUX BO3JIECUCTBUU B
COOTBETCTBHM C OINPEIEICHHBIM COLMAIbHO-TIEAArOTUYECKUM HACAIOM, IEAaror
oOpalaeTcsi K HCKYCCTBY KaK K CpPEICTBY dCTeTHUecKoro Bocnutanus. K coxane-
HUIO, B COBPEMEHHOM MH()OPMAIMOHHOM MPOCTPAHCTBE MY3bIKE OTBOJUTCS BECh-
Ma HE3HAUMTENbHAs POJib, XOTS My3blKa KaK BUJ MCKYCCTBA JAECT IIMPOKUU MPO-
CTOP I 3CTETUYECKOTO BOCIIUTAHMUS.

Urpa Ha oprennano JaeT BO3MOKHOCTh NPUOOPECTH HEOOXOIUMBIH TBOP-
YECKUIl ONBIT CaMOCTOSITEJIBHOIO MWHTOHUPOBAaHUS JUIsl CO3JaHHUsl COOCTBEHHOI'O
XyA0XKECTBEHHOro o0Opa3a. BritoueHne HallMOHAIBLHOIO MaTepuaia Wil MaTtepua-
Ja, TOCTPOEHHOTO Ha HApOJHBIX MHTOHALMSX, B MporpaMmy oOyueHus: OyAyIIero
aptucTa Oasieta urpe Ha OpPTENHAHO MMO3BOJISIET OPraHU30BaTh FAPMOHUYHOE BOC-
MIMTaHUE JIETEN Ha OCHOBE, KOTOPAsI 3AJI0’KEHA B YEJIOBEKE HA TEHETUYECKOM YPOBHE.

OC03HaHHOCTH CMBICIIOBOM TPAKTOBKM MY3BIKAJIbHO-TUIACTUYECKONW MHTOHA-
LMY NPUXOJUT B MPOLECCE CIYIIAHUS, aHaIU3a, OOCYKJIEHUSI C MEeIaroroM, a Tak-
K€ CAMOCTOSITEIBHBIX MOMBITOK O0YYarolIerocsl BOIUIOTUTHh MPENJIOKEHHBIM Xa-
pakTep My3bIKM B 3aJaHHON Xopeorpaduu. Co3gaHue BHYTPEHHUX MPOTUBOPEUUI
MEX/y KEJIaeMbIM U EeHCTBUTEIILHBIM YPOBHEM Pa3BUTHUSI TBOPUECKHUX CIIOCOOHO-
CTEU — I'JIaBHBIN CTUMYJI aKTUBHOM JAEATEIBHOCTH YUYCHUKA.

Jlns peanu3anuu 3a1a4y BOCIIUTAHKWS TaPMOHUYHOMN JIMYHOCTH COBPEMEHHO-
ro apTucra 0anera HEOOXOJUMO HAKOIJICHHE Pa3HOOOpPA3HOIo 3amaca 3BYKOBBIX,
[BETOBBIX U IJIACTHMYECKUX BIEUATICHUN, U3 KOTOPBIX JOJKEH Oyner chopMupo-
BaThCSl YyBCTBEHHO-OMOLIMOHAJIBHBIN OIIBIT.

3amavya megarora — BOCIHTATh M3 MOTPEOUTENsE SCTETHUUECKUX LIEHHOCTEH
TrapMOHUYHO PA3BUTOrO YEJIOBEKA, KOTOPHIN caM CIIOCOOEH CO3aBaTh ICTETUUECKU
UJCIbHBIA JTYXOBHO HPABCTBEHHBIM CLEHUYECKHM 00pa3, poxAArOUIMN SpKHii

3MOHI/IOHaJIBHB1ﬁ OTKJIHK.
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PYCCKHUM BAJIET B COBPEMEHHOM MEXIYHAPOJJHOM
KYJBbTYPHOM NPOCTPAHCTBE

Poccuiickuii 0aj1eT B 310Xy COBPEMEHHOM KYyJbTYPHOH I100aJIU3a0HHU

B.C. ’Kuakos

zhidkov88@mail.ru

KaHJI. 9KOH. HayK, JI-p HCKyCCTBOBEACHUS, podeccop,
MockoBcKasi TOCyTapCTBEHHAsI akafeMus Xopeorpahuun
Mocksa, Poccus

Jl1st Toro, 4yTOoOBI COAEepPIKATEIBLHO OCBETUTH MPOOJIIEMHOE TMOJIE HACTOSIICH
KOH(epeHIIMU, HY)KHO OTBETUTh HA TPU MPOCTHIX, HO OYEHb CIOXKHBIX JJI1 OTBETa
BOTIpOCa:

- 0aJIeTHOE MCKYCCTBO B MEHSIOIIEMCS MUPE, MOUCKU XYyJI0)KHUKAMHU CPEJICTB
(HOBOTO SI3BIKA) JIJIST PEarupOBaHUS HAa HOBYIO JICHCTBUTEIIHHOCTD;

- TCHETHUYECKHE (haKTOPHI Pa3BUTHS NCKYCCTBA M BBI30OBBI OKPYIKAIOIICH CPEIIBI;

- COBETCKO€ XOpeorpauueckoe UCKYCCTBA B 3IOXY <GKEJIE3HOTO 3aHaBeECcay,
KaHAJIbI TPAHCIMPOBAHUS XYyI0KECTBEHHON WH(OpPMAIMU B 3MOXY TI00ATHU3aIIH
MHPOBOU KYJIbTYPBI.

[ToHsATHO, YTO KaXK7asi MPEJIOKEHHAsT TIO3UIMS MOXKET CTaTh MOBOJIOM JIJISt
muccepranui. OgHAKO TOMBITAEMCS, XOTs Obl 3CKU3HO, KOCHYTHCS TIOCTABJICHHBIX
po0em.

Kak u3BeCTHO, XyJI0’KHUK >KHBET B OOIIECTBE U OT Hero He cBobojeH. JIto-
00e mpousBeeHNE — MOCIaHue COBpPEeMEHHUKaM (M eCJIi MoBe3eT), motomkam. 100
TBOPYECTBO — ATO PEAKIIMS Ha COBPEMEHHOCTH, B KOTOPYIO MOTPYKEH XYT0KHHUK.

JIr060i1 00BEKT B MPUPOJE U OOLIECTBE HBOIOIMOHUPYET MOJ BO3JIEHCTBU-
€M JIByX Tpynn (aKkTOpOB — TEHETUYECKUX (CaMOpa3BUTHE) U (PAaKTOPOB BO3JICHUCT-
BUSI OKPY>KAIOIICH Cpe/ibl, KOTOpas MOKET OBITh OJIarONPHUATHON WM HE OYCHb JIJIS
peanu3anuu MOTeHIMaaa CaMOPa3BUTHSL.

B rommr «wkenme3Horo 3aHaBecay OOMEH KynbTypHOW uH(MOpMaruein Obul
MPaKTUIECKA HEeBO3MOKeH. CaMO pa3BHTHE HMCKYCCTBa YIPaBJISIOCH IMapTUHHOM

[IEH3YPOM, TIOITOMY O «BCEMUPHO-UCTOPUUECKOM 3HAUYCHUMU» PYCCKOTO Oajera ro-
Y
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BOpUTH HE ObLIO ocHoBaHMil. CerogHs Ha IBOpe rioOanmu3anust KyJabTypHOW HH-
dopmaru. JlocTaTOYHO M AaKTUBHO MBI UCHOJB3YEM JOCTYIHBIC KaHAJbI IS
TPAHCIIOPTUPOBAHUS B MUPOBYIO XYIO0KECTBEHHYIO JKU3Hb JOCTHKEHUN PYCCKOU

xopeorpadun?

Bausinue pycckoro 0ajiera Ha cTaHOBJIeHHe (PMHCKOM 0aJIETHOM IIKOJIbI

Tauna FOTTa Kaapuna Mycrakanimno
jutta.mustakallio@opera.fi

MarucTp UCKyCCTBOBEICHHSI,

3aBeAyrolas 0aJeTHOW TPYyMIon

@OUHCKOr0 HalMOHAJILHOTO Te€aTpa onepsl U Oanera
XenbCUHKH, OUHISHIUS

B 1880 rony ®unnsanausa nepenuia u3 rocyaapersa llsennn B Poccniickoe
rocynapctBo. Laps Anexkcanzap |, Boccoequnus Poccuto u kuspkectBo OuHIsHA-
CKO€, BHEC OO0JbIlIOE BIUSHUE pPyccKoM KynbTyphl. Llaps Anekcanap | nmepenec
cromuny u3 Typky B Xenbcunku B 1868 rony. B XenbcuHkU ObLI MOCTPOEH Mpe-
KpPacHBIN TeaTp, KOTOPBIA O CHX IOp HOCUT MM Allekcanapa. B 3tor nepuon n
OBbLJT 3apOKJEH Halll PUHCKUNA PYCCKUU OaseT.

B nauane XX Beka DOnBapa darep, umes: npekpacHbie U OJU3KUE OTHOIIIE-
HUS ¢ Tpynnoi MapumuHckoro 6ajiera, aHTaKUPYeT HECKOJIbKO OalIeTHBIX aKTEpOB
1 opranusyeT uMm ractposia no Espone. C ero nomgauu B 1921 rogy B @uHIAHANY B
XenbCUHKH poxaaeTcs Tpymna Gunckoro HanmoHaibHOTO Oanera. B Tpynmy BXxo-
JAT B OCHOBHOM PYCCKHE TaHLIOBIIHKHU.

OtkpeiTiie | ce3ona B XenbcuHkM ObuUT0 «JleOenuubiM o3epom». B crek-
TaKJI€ Y4aCTBOBAJIM BOCIMTAHHUKU IIKOJIBI MapunHckoro tearpa Mapu [lanmesa
u I'eopr l'e.

[TapannensHo ObUTa OTKpBITa OaJeTHAS IIKOJIA MPH TeaTpe, TaK KakK 10 3TOro
B OUHIISIHIMY CYIIECTBOBAIM TOJBKO MPUBATHBIE LIKOJIBI. B MpUBaTHBIX MIKOJIAX
paboTanu TOJBKO pycckue meaaroru. Ito Oblna miatdopma mais dGunckoro Ha-

nmuoHaisHOoro basera.
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B ®unnsHauy B mepros X0JI0IHON BOWHBI OBLIO TOHEHUE HA apTHUCTOB, UX
3aCTaBISIIA MEHATHh (DaMIUINM, BCIUYCCKH YHUXKAIH, HO apTUCTHI BhIAEpKamu. S
Xxouy oTMeTuTh Oaniepuny Jltocuto HudoHTOBYy, KOTOpasi OTCTOsIa CBOE MMS H
CBOIO YECTH!

B 1930 rony nmpopgoikaia CyIiecTBOBaTh OajeTHas IIKOJIA, TJe PYKOBOIH-
TeneMm ctan Anekcanap CakcenuH, KOTOpbIA 3aKOHYHII nieTepOyprekyro Llapckyro
OaJIeTHYIO IIKOJIY W TaHIleBaJl B MapuuHckoM teatpe. CakcelnH Obul mpenogaBa-
TeeM U O0aneTMeNCcTepoM B IIKOJIE U B TeaTpe.

Sl xo4y mOTYEpKHYTh, XOTh OaJeTHAs MIKOJAa W ObLIa MpU TeaTpe, HO OHA
OblIa TUIATHOM, ATO HE OBUIO TAaK JOPOr0, KaK B MPUBATHBIX, HO BCE-TaKU HAJ0
ObLJIO IJIATUTh, U MHOTHE TaJAHTJIUBBIC JIETH, CEMbU KOTOPHIX HE MMEJH JI0XO7a,
ocTaBaMCh 3a OopToM MWKOIbL. M Tonbko B 1956 romy Onaromapsi HEBEpOSTHOM
aKTUBHOCTU W YCWIIMAM JHUpEKTOpa omnepbl AnbhoHca AnMU, IIKoJa crana Oec-
IJIATHOM.

ITepuon Cosetckoro Oanera B GUHISIHANY.

B 1956 rony PoctucnaB 3axapoB nocrtaBun «baxuucapaiickuii pontan». B
CUJIy TOTO, YTO B Tpymme ObUIO TOJbKO TPUAIATH TAHIOBIIMKOB, BEJIMKOJCITHBIM
OanerMelictep 3axapoB MpUIyMall IPUBJICUDb JOMOJHUTEIbHBIX JIFOJIEH U3 MPUBAT-
HBIX IIIKOJI, CHIOPTCMEHOB, TMMHACTOB, TaK KaK HaJ0 ObLIO CO3/IaTh «TbMY TaTapy,
kak ckazan P. 3axapos. CriekTakips nonyumiics BeaukosnenubiM. [Ilkona yyactBo-
BaJia B MOJIHOM COCTaBe.

B 60-p1x rogax B razerax mucajiv, YTO BOCXUTUTENbHBIN Jleonuy JIaBpoB-
ckuii moctaBui «Ku3enby, pacckazaB BceMy 0ajJeTHOMY MUPY, YTO €CTh HE TOJIBKO
COJIUCTHI, HO U KopaebaneT. OH 3acTaBUII BOCXHUIIATHCS HE TOJIBKO apUCTOKPATHIO,
HO ¥ IPOCTOM HapoA. DTo Obl1a modena B GunnsHum!

Tak xak MbI HE UMEJIM HACJICACTBEHHOCTH HU B I€/larorax, HU B OanepuHax,
HU B Oanermeiictepax, Mbl ctanu yuutbes B CoBerckom Coroze B Mockse u Jle-
HUHTpaJIE.

U BoT, HakoHel, s CKaxy: «Mbl NOJYy4YHJIM TOHUMAHHUE HACIEIUs Kiaccuye-

CKOro 0asieta, Mbl OJTYUYUIIU Tajiepero-OpMuTax-Pycckoro 6aneray.
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KyabstypHbiii 00meHn mexkay Poccueii u Kuraem.
IHexnnckasn Axanemus Tanua

Moy LxkuPyi

zhirui624@sohu.com

KaHJ. UICKYCCTBOBEACHUS, 3aMECTUTEIb TUPEKTOPA U
noteHT kadenpsl 6anera [lekuHckoN akaieMUn TaHIa
[Texun, Kuratickas Hapognas Pecniybnuka

O6mas unpopmanust o Ilekunckou akagemum tanua. MznayvansHo Ile-
KHHCKAs aKaJcMHMs TaHIla, oCHOBaHHas B 1954 r., Ha3piBanachk lllkonoi. OnHa crana
nepBoil npodeccuoHaIbHOM MIKOJOW TaHIlA, CO3/IaHHOM TOCIEe MPOBO3TJIAIICHUS
Kuraiickoit Hapoanoit Pecniyonuku. Ee pexropom crana r-xa Jlait AitnsH — 3Ha-
MEHHWTas TaHUOBLIMIA W MATPUOT, pojauBIIasics 3a pyoexamu Kurtas. B 1978 r.
[lekuHcKas miKoja TaHIA ObUIa OQUIMATIBLHO TMEPEUMEHOBaHA B AKaJIEMUIO
(BDA), uto 6b110 yTBepkaeHo KutalickuM MUHUCTEPCTBOM KYJbTYPHI.

B Hacrosimiee Bpemsi Akajemusi TaHIla, CIaBAIIAsACS MPOPECCHOHAIU3ZMOM
MOJTOTOBKH, SIBIIA€TCA BeAylnuM yueOHbIM 3aBegeHueM B KHP B cBoeit obnactu, a
TaKXe OJTHUM U3 KPYMHEHIIINX TAaHIIEBAJIbHBIX YU€OHBIX 3aBEJCHUN B MUPE.

BaarorBopHoe Bausinue pycckoro 0Oajsiera. Ha paHHMX 3Tanax KuTaicKui
OayieT pa3BUBAJICS MPU NOJEPAKKE dKcrepToB u3 Poccun. Best cuctema ocHOBBIBa-
JIach Ha PYCCKOM CTHIIC, BKJIIOYasi y4eOHBIE TIJIaHbI, MaTepUalIbl, a TAKXXE CUCTEMY
nposenenus 3anatuid. [lo npomectBun mectunecstu et B KHP co3gana cobet-
BEHHAas cucTemMa o0pa3oBaHuUs, UMEIOIAst KUTAUCKYIO CIICIU(UKY.

C 1957 no anpens 1960 r. skcrieptsl u3 Poccun okaspiBajii MOMOIIL AKa-
JeMUU ¢ peneTurusiMu OanetoB «TIieTHas MPeIoCTOPOKHOCTHY, «JlebeauHoe
03epo», «Kopcapy, «Kuzenb» v Ipyrux u3BeCTHbBIX NPOU3BEACHUIN KJIACCUYECKOTO
penepryapa. Kpome Toro, pycckue 3KCnepThl TakKe BHECITH BKJIaJ B 00pa30BaHUE
U MOJIFOTOBKY IMEPBOTO MOKOJICHUs] KUTahckux xopeorpadon. I'-xka Jlxuanr 3y-
Ky# 3akoHumsia Poccuiickyto TeaTpaipHyI0 akajeMHuio B okTsiope 1961 r. co cme-
nuanu3anuen mo xopeorpaduu. B 1963 u 1964 rr. B Kurtae coctosiiuch Tpuym-
(danbHbIe MOCTAaHOBKHU €€ 3aMeuaTenbHbIX O0aneroB «Hotp Jam» u «PeBomtonnoH-

HBIN )KEHCKUU OTPSI.
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[Tpu moMoIM BBIJAIOUINXCA POCCHUMCKUX 3KCIEPTOB B AKaJeMuu ObLI MO-
CTaBJIeH COOCTBEHHBIH OaneT — «Pycanka». Beicokoe kauecTBO MOCTaHOBKHU OKa3a-
JIO BIUSTHUE HAa MHOKECTBO MOJIOJIBIX TAHIIOBIIMKOB CBOETO BpeMeHU. TeM Bpeme-
HeM, B KuTae npoxoauin MHOTOUHCIIEHHBIE TTPEACTAaBICHUS 0aleTOB BhICOYaIIIe-
ro ypoBHsi. B cepiiax kuTaiickoro Hapoja He TOJBKO OCTaJUCh INIyOOKHE BreyaT-
JICHUS OT POCCUICKHUX 0ajieTOB, HO M pociia JJI000Bb K OaeTy BOOOIIIE.

Bbyayuun Benymmm xopeorpapuyeckum yueOHsIM 3aBeneHueM B KHP, Axa-
JIEMUsI CTPEMUTCS Pa3BUBATh COTPYJHUYECTBO C OOpa30BaTEIbHBIMHU YyUpexje-
HUSIMH U JEATENSIMU UCKYCCTB CO BCErO MHUPA.

Bo3MoskHbIe HanpaB/eHUs] COTPYAHMYECTBA M KYJbTYPHOro o0OMeHa
me:xkny IlekuHcko akaneMuedl TaHIA M BeAyIUMMH OajleTHHIMH INKOJIAMH
wim tpynnamu u3 Poccun. Xopeorpaduueckoe oOpazoBaHue — MpekpacHas Oc-
HOBA JUIS JAJIBHEUILIEr0 pa3BUTHs KyJbTYpPHBIX cBsized Mexnay Kuraem n Poccuei
C LIETIBI0 YKPEIUICHHs JBYCTOPOHHUX CBA3EH U JAIBHEUIIErO COBEPIIECHCTBOBAHMS
noTeHIuana B obnactu Oanera. Bo3MoxkHble Gopmathl coTpyanudectna: (1)
OOMeH skcnepramMu WM npenojasareiasiMu; (2) OOMeH pe3ylibTaTaMU Hay4YHBIX

u3blckanuii; (3) Oomen crygentamu; (4) CoBMECTHBIE TOCTAHOBKHU.

MecTo 1 poJib PyCCKOro 6aJjiera u Xopeorpaguueckoro o0pa3oBaHus

B YCJIOBHMSIX COBPEMEHHbIX MHTEIPALMOHHBIX NPOLECCOB

JI.M. JIn

lil.m.5@mail.ru

3aciykeHHas aptuctka Pecriyonuku Kazaxcraw,

MOYETHHIN paboTHUK 00pazoBanus Pecrybnuku KazaxcraH,

3aMECTHUTEIb TUPEKTOPA

AnmaTtuHckoro xopeorpaduueckoro yurinia uM. A.B. Cene3neBa

Anmarsl, Pecniy0nuka Kazaxcran

baner BMecTe ¢ OCTadbHBIMU BUAAMH MCKYCCTBAa COCTABIISIET XYI0KECTBEH-
HYI0O U KYJBTYPHYIO HU3Hb COBpeMeHHOro obmiectBa Pecnyonmnku Kazaxcran. O6
UCTOPUYECKON POJIM PYCCKOTO OajieTa U €ro 3Hau€HUH B CO3J]aHUM U pa3BUTHH Oa-
netHoro uckyccrBa B 30-e roasl mpomuioro crojietusi B CoBerckoil Kazaxckoit

peCHY6HI/IKe MHOI'O HAaITMCAaHO B PA3JIMYHBIX UCCICAOBAHUAX U CTATbAX.
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AnmatuHCKOE Xopeorpapuueckoe yuusuiie ocHoBaHo B 1934 r., ocHoBomoO-
JIO’)KHUKAMU SBJISUTUCH MPEJCTABUTEIN PYCCKOTro Oayieta, B dmciie KOTOphix A.B.
Cene3HeB, 3aJ0KUBIIUNA B OCHOBY NMPoeCcCHOHAIBHOTO 00pa3oBaHus MPorpaMmy
Jlenunrpaackoro xopeorpaguyeckoro yuywiuia. OH BOCOUTan LEAYHO IUIESAY
npodheCCUOHAIBHO 00YUYEeHHBIX apTUCTOB OaseTa.

Hauunas ¢ 1939 r. Bce Hamm BeayIue neaarord, 0ajaeTMencTephl, BeIyIue
apTHCTHI Oasieta yauinuch B MockBe u Jlennnrpane, HeiHe MOCKOBCKO#M TOCymap-
CTBeHHOM akamemuu xopeorpadpunm (MI'AX), Akagemuu Pycckoro Oanera uM.
A. 4. Baranosoii (APB) u B Poccuiickoii AkaiemMun TearpaibHOro UCKYCCTBa. JTO
0onee 150 yenoBek, KOTOpbIE ChITPAIIM OCHOBHYIO POJIb B CO3JaHUU Ka3aXCKOTro
HallMOHAJIBHOTO Xopeorpaduueckoro mckyccrra. C 1941 r. peiictByer OaneTHas
Tpynna ['ocynapcTBeHHOro Akanemuueckoro tearpa omnepbl u Oanera (I'ATOB)
uM. AGas. Haile ucropudeckoe c4acThe 3aKJII0YaeTCsl B TOM, YTO B YMCJIE OCHOBA-
Teseil mpodeccuoHanbpHOro 0ajgeTHOro uckyccta B Kazaxcrane Obuia reHuagbHas
Oanepuna I'. YianoBa, KoTopasi B oAbl BOMHBI paboTajia Ha CIIEHE HAIIIEro Tearpa.
be3 3TuX KOpHEU MbI CErO/IHSI HE MBICIIUM HE TOJIBKO HAIlly UCTOPHUIO, HO U BCE CO-
BPEMEHHBIE PEATUH.

OOpamasch K CEerogHsIIHEMY JTHIO, X049y CKa3aTh, uTo B Kazaxcrane ectb
OalleTHOE MCKYCCTBO C HAIlMOHAIBHBIMU MPU3HAKAMHU, €CTh Ka3aXCKUM CIIEHHUYE-
CKHMI TaHell U ecTb AnmaTuHckoe xopeorpaduueckoe yuunuiie (AXY) um. A.B.
Cene3HeBa, U3BECTHOE CBOMMH JIOCTHKEHUSMU B MEKIYHAPOJIHOM OaJI€THOM MPO-
ctpaHcTBe. OCHOBHOM MEIarOTMUE€CKU COCTaB YUMUJIMIIA B pa3HOE BpPEeMs MPOIIeT
CTQXUPOBKY M KypChl TMOBBIMICHUS KBaIU(UKAIMKA Y BEAYIIUX CIECIUATUCTOB
MI'AX u APB. B Hacrosimiee Bpems nenaroru paboTaroT ¢ CO3HAaHUEM BCEH OTBET-
CTBEHHOCTH KaK B MPEMOIaBaHWHU, TaK U B Mepeiadye CBOETO OIMbITa MOJIOJIOMY I10-
KOJICHUIO TIpernoiaBarenieii. Mbl paboTaeM Mo mporpaMMaM CIEIUATbHbBIX TUCITH-
IUTMH, B OCHOBE KOTOPBIX MPOTPAMMBI PYCCKOM IIKOJIBI 0ajeTa, He OTKAa3bIBasCh U
OT MOWCKOB HOBBIX YYEOHBIX TEXHOJIOTHH, MOJIB3YysSICh COBPEMEHHBIM UH(pOPMAIU-
OHHBIM MPOCTPAHCTBOM. Y HUKAJIBHOCTh M CBOETO POJa €AMHCTBEHHOCTh HAIIIETO

YUYMUJIMIIA B MUPOBOM Oaj€THOM MPOCTPAHCTBE B TOM, UTO OHO COCTOSJIOCH B CHH-
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T€3€ JBYX BEJIMKUX PYCCKUX IIKOJ (MOCKOBCKOM M METEPOYPIrCKOM) MO BIUSHUEM
Ka3aXxCKOr0 HapOJHOIo TaHa. Mel OYEHb JOPOKUM HAIIMMU CBA3SIMH C PYCCKUM
OasieToM, U Ha mpuMepe Toi MexaTyHapoaHOW KOH(GEpPEHIIMU BUJIUM, YTO KJlac-
CHUYeCKHii OaneT u xopeorpaduueckoe UCKYCCTBO B LIEJIOM OOBEIUHSAET HAC, SBIIS-
eTcsl Halle oo1el 3a00ToM, POTHUT HAC M YKPEIUISET B TOM, YTO UCKYCCTBO Oa-
JeTa, ero KJlacCu4eckoe Hacleaue, OyayT MPOLBETATh €11le MHOTHE TOJIbI.

20 ner mig MOJOAOrO HE3aBHCHMOTIO TrocyaapcrBa, kak KaszaxcraH, MOXHO
paccMaTpHuBaTh KaKk Hadajo BEJIMKOTO MYTH JJIMHOIO B COTHU JieT. Hano npu3Hars,
yto Oanet Kazaxcrana, kKak ¥ BeChb HapOJ U CaMO TOCYIapCTBO, MPOIIET IMyTh He-
IIPOCTHIX UCHBITaHUI. B xaoce mepemeH Haille MCKyCCTBO Kak Obl BBIILIO W3 MOJIS
3peHUs] TOCYJapCTBEHHBIX OpraHoB. Bce mpodeccuoHanbHble TPYNIbl U TBOpYE-
CKH€ KOJUIEKTUBBI OKa3aJUCh Mepesl mpodieMaMu HEI0CTaTOYHOIO (PMHAHCUPOBA-
HUS, B HEKOM COLIMAJIbHOM M XY/10KECTBEHHOM Bakyyme. Ho Onaronapst Tomy, 4to
OOJBIIMHCTBO apTUCTOB OaieTa, XopeorpadoB U pyKOBOAUTENEH TPYII U LIKOJIBI
OCTQJINCh BEPHBI CBOEMY IPU3BAHUIO, COXPAHWIIOCH SAPO HAIIEH TaHIEBAJIBHOU
KynbTypbel. KOHEUHO, MOTEpH JIET HEBO3BPATHMBI, HO €]1BA IOSBWINCH IIEPBBIC
PUMETHI OOHOBJIEHUS, KOT/Ia CTPaHa CTajla BOCCTAHABIMBATH SKOHOMUYECKUMN MO-
TEHIUaJI, JEeATEIN HCKYCCTBa, B TOM 4YHCIE M OalleTHOro, CMOTJIM OOJErdeHHO
B3/I0XHYTh. Ha mpenene cBOMX BO3MOXKHOCTEH mpoaomkano padorath AXY um.
A.B. Cene3neBa, o0y4as 1 BBIITyCKasi HOBOE MOKOJIEHUE apTUCTOB OalieTa U coxpa-
Hssl OECIICHHYI0O METOAMYECKYI0 0a3zy, CyMEB CIUIOTHTH MperojaBaTesei, ubs ca-
MOOTBEP>KEHHOCTH B T€ TOJBI U IO CUX MOP BBI3bIBAET YBAXKEHUE U BOCXUILECHHUE.

U Bot HacTynuno Bpemsi ooHoBieHus. Ha Ganetnoit kapte Kazaxcrana nos-
BUJIMCh HOBBIC TPYMIbl: HalmoHanbHBIA aKkaJeMUYECKH TeaTp omepsl U Oanera
uM. Kymsam baiicentoBon, I'ocynapcTBenssiii Tearp Tanua «Has» B Actane u as-
cam0ib coBpeMeHHoro Tania «CaMmpyk» B AiamaTsl. BHOBB 3a0miiack TBopUeckas
XKU3Hb B KyJIbType CTpaHbl. B penepTyapax TeaTpoB —BCEMHPHO MpHU3HAHHBIE Oa-
JIETHBIE CMIEKTAKJIM Kilaccuueckoro Hacnenus («Jledbeaqunoe ozepoy, «Crsimas kpa-
caBunia», «basmepkay, «Kumzenp», «Cunbbhuna», «baxumcapaiickuii QoHTaH»,

«Jlerenna o mo6Bu», «Pomeo u Jxynseran, «Kpacnas XKuzenb», «Anna Kapenu-
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Ha» U JIp.) B IEpPBOHAYANIbHBIX NTOCTaHOBKaX. [Ipue3n B Hale rocy1apcTBo Jis mo-
CTAHOBKHM 0ajeTOB Ha TeaTpaJbHBIX ClieHaX AJMaTbl U ACTaHbl TAaKMX MAacCTEpOB,
kak lO. ['puropoBuy, b. Dlidman siBrseTCS HE TOJNBKO Ba’KHBIM COOBITHEM B KYJIb-
TYpPHOU >KM3HHU CTpaHbl, HO U OLICHKOM BBICOKOTO MEJarormueckoro MacTepcTBa
koJuiektBa AXY um. A.B. Cene3nena.

B 2009 r. B yunnuie ObUIM BOCCTAaHOBJIEHBI MUPOBbBIE OaJIeTHBIE HIEACBPDI:
«Tan1p! vacoB» u3 omnepsl «Jxokonma» A. [Tonksemnu (xopeorpadus M. [letuna)
u K.Cen-Canca «Ymupatrommii nedenp» M. @okuna moa pykoBoactsoM H. Boc-
KPECEHCKOM, 3aciTyeHHO# apTucTku Poccuu, npesunenta MexaynapoaHoro oOiia-
TOTBOPUTENHHOTO (OHAa BOCCTAHOBJICHUSI, COXPAHEHUSI U PA3BUTHS KJIACCUUECKO-
ro 6anernoro Hacnenus M.U. [leruna. M Ha 3TOM KiaccuyeckoM oOpasiie yIuiu-
1I€ TPOJIOJKAET MOBBIIATH UCIIOJTHUTEIBCKUN YPOBEHD YUaAITUXCSI.

«B MupOBOM COOOIIECTBE TOCYAAPCTBO Y3HABAEMO HE TOJIBKO HAIUYUEM
OoraTeIXx MPHUPOIHBIX PECYPCOB, NOCTUKEHUSMU B CIIOPTE, MPOTPECCOM B Cpeie
SKOHOMHUKHU. be3yClIOBHO, OBBIIICHUIO UMUK CTPaHbl CLIOCOOCTBYET COCTOSTHUE
KyJbTYPBI KaK OY€Hb BaYKHOTO AJIEMEHTa CTPOUTENhCTBA rocynapcta» (H. Hazap-
0aeB). Ctpana ycnsimana. ®oupg Ileporo Ilpesuaenta Pecnyonuku Kazaxcran
nojaziepkasl AJIMaTMHCKOE Xopeorpaduyeckoe y4YWIuIe B co3gaHuu MexmayHa-
ponHoro koHkypca «Opiey» («Bocxoxaenue») u ¢gectuBais xopeorpadhuueckux
y4eOHBIX 3aBe/ICHUM, OJaroaps KOTOPbIM Hayajdu BOCCTAHABIMBATHCS TBOPUYECKUE
CBSI3M C 3apyOeKHBIMH CTpaHamu, B ToM yucie ¢ Poccueit. M MbI pajpl, 4To Haile
YUYUJIUIIE CO CBOEU TBOPUYECKOW, MEKIYHAPOIHONU AEATEIbHOCTHIO BIMIIOCH B BO3-
POJIUBIIIKMECS UHTETPAIMOHHBIE MPOIIECCHI IBYX rocyaapcTs - Poccun u Kazaxcrana.

Hacrosias kondepeHus gana HaM MOBOJ] €Iie pa3 3ayMaThCs O 1N Ha-
IIEro UCKYCCTBA, O €0 BJIMSIHUW HA Pa3BUTHE AYXOBHBIX U HPABCTBEHHBIX KAa4e€CTB
oOmecTBa. B ycinoBusix, KOT/1a MOSIBIIICS BOIIPOC - HE MOTEPATHCS B COBPEMEHHOM
UH()OPMAITMOHHOM MHOT000pa3Wyd MHEHHM O NMadbHEHIeM pa3BUTHH OaleTHOTO
HCKYCCTBa, poJib Pycckoro Ganeta siBisieTCs IJIaBHBIM OPUEHTHPOM B XOpeorpa-

dbuyeckoM 00pa30BaHUU B MEXKIYHAPOIHOM KYJIbTYpHOM mpocTpaHnctse. CyrecT-
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BoBaHue B Kazaxcrane 0aneTHOTo UCKyccTBa OoJiee 75 JeT SBIseTCs MPOSIBICHUEM

dbeHomMeHa pyccKoro xopeorpaduaeckoro oopa3oBaHusI.

Bbaaermeiicrep JI.®. Msicun — MmockBUY Ha 3anajae

E. . Cypun

elizabeth-souritz@yandex.ru

KaHJI. ICKYCCTBOBEICHUS,

BEYLIUH HAYYHBIN COTPYAHUK
["'ocynapCTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHUS
Mocksa, Poccus

Benuko 3HaueHue pycckux xopeorpadoB, padOTaBIIMX B MEPBOW MOJIOBUHE
XX Beka B Tpynne C.II. [ldaruneBa u B HOCT-ASTHICBCKUX 3aIaIHBIX KOJUIEKTUBAX.
MMeHHO WX TBOPYECTBO CIIOCOOCTBOBAJIO BO3POXKICHUIO OajieTa B TEX CTpaHax
EBporbl, rie 6aner yracan, ero BOSHUKHOBEHHUIO TaM, TJie paHee OaneTra BOBCE HE
obw10: mpexzae Bcero B CIIIA u crpanax Jlatunckoit Amepuku. Cpeau Hux JI.O.
Msicun 3aHnMaeT oco6oe mecto. OH €IUHCTBEHHBIN M3 BCEX OBLI MOCKBHYOM, M,
KpOME TOTO, €r0 OTJIMYAET PEAKOE pazHOOOpa3ue MHTEPECOB, a TAKXKE >KaHPOB, B
KOTOPBIX OH paboTa.

Jleonun denopoBuu Msicun poawics B 1895 rogy B MockBe U yuuiics B
MockoBckom TearpanpHOM yuumuiie Ha 6aneTHoM oTaenenuu, ¢ 1912 roga pabo-
tas B bonbsmoMm Tearpe, a ¢ Hadana 1914-ro — B tpynne C.I1. JIsrunesa. [lerckue
BIICUATIICHUS OT *KU3HU B MOCKBE U elie 00JbIlie — B TOJIyI€PEBEHCKOM 3BEHUTO-
poje, yyacTue B CriekTakisix bosbiioro u Majgoro TeaTpoB, HECOMHEHHO, CHIIBHO
MOBJIUSIIA Ha Oyayiiero xopeorpada.

B sToM oTuactu mpuunHa ero npuctpactus K gosbkiopy. B cBoux 6anerax
OH HCIOJB30Ba] (POJBKIOP U pasziuyHble POpMBI HAPOJHOIO TeaTpa CaMbIX pas-
HbIX cTpaH: Mcnanuu, Utanuu, Aurnuu, bpasunun, Mekcuku. Ho Haunnan Ms-
CUH ¢ pycckoro ¢omnbskiiopa. Ero nepssriit 6aner, co3ganusiii B 1914 roxny, — «Ilo-
JYHOYHOE COJIHIIE» Ha My3bIKy n3 «CHerypoukm» H.A. Pumckoro KopcakoBa —

OTIepHI, B KOTOPOM OH TaHIeBalI B boibiom Tearpe. 3ateM Oblia moctaBiieHa «Ku-
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kumopa» Ha My3bIky A.K. JIsgoBa (1916) u Benen 3a atum — «Pycckue ckaskuy»
(1917) Toxe na Mmy3biky A.K. JIsgoBa.

MsicuH counHUI psifl OaNeTOB Ha PEJIMTMO3HBIE TEMbI U caM TpPU3HABAJICA,
YTO TOJYKOM K UX CO3JAHUIO SIBUINCH IETCKUE BICYATICHUS: CEMbS JKHUJIA PAIOM C
CaBBuH-CTOPOKEBCKMM MOHACTBIpeM B 3BeHUropoje. Eme B 1914 rony on Hauu-
Hal CTaBUTh OaneT «JIuTyprusi», Tlie mpeanoiaraioch HCHOIb30BaTh PYCCKUE
LEPKOBHBIE MIECHOIEHMSI, HO €r0 HE YAAJIOCh 3aBEPIIUTh. A mo3nHee MsCHH Bep-
HYJICS K TOH JXe eBaHreJabCKoi Teme, moctaBuB «Nobilissime visione» («Jocro-
ciiaBHOe BujeHHe») B 1938 romy, «Laudes evangelii» («EBaHTenbCckre THMHBD)) B
1952 rony, «Bockpecenue u xu3Hp» B 1954 r.

MsicHH HEM3MEHHO OTJaBall MIPEANOYTEHHE IpaMaTU3UPOBAHHBIM OajeTaMm.
Tomy crocoOCTBOBAJIO TATOTEHUE K JipaMaTHYecKoMy Tearpy. Beap B panHel
IOHOCTH OH IOCTOSIHHO BBICTyHaja B Majom TeaTpe B JIETCKUX M MOJPOCTKOBBIX
(uHOTMA JJakKe BeChbMa 3HAUUTEINBLHBIX) POJISIX PSJIOM C CAMBIMU 3HAMEHUTHIMH MO-
CKOBCKHMHM akTepaMu. banersl MsiciHa mOYTH BCErja MMEIOT CIOKET, M 4acTo B
€ro OCHOBE JIEKaT JUTEpPATypHbIC IPOU3BEICHUS WJIIU JIETEHbI TEX CTPaH, IAC EMY
JOBOJWIOCH paboTaTh. Pycckue mMpou3BeNeHUsl TakkKe BCTPEYAIOTCS CPEeIu HUX.
Tak, ooparuBmmcs B 1950 rony k my3bike «Banbcay M. PaBens, MsicuH NOJI0XUI
B ocHOBYy Oanera mbecy M.IO. JlepmontoBa «Mackapan». B ero «borateipsx»
(1938, 1941) ucnonw3zoBan pycckuii smoc. baner «Oma» (1928) ¢ my3sikoit H./I.
HabGoxoBa ocHoBan Ha oge M.B. JlJomonocosa. Ho oco0oe 3HaueHnue umen Oajer
«Aneko» no noame A.C. Ilymkuna «llpiranbny Ha My3bIKYy (OpPTENBIHHOIO TPUO
[1.1. YalikoBCKOT0, IOCTaBJICHHbI B aMepHUKaHCKO#l Tpynne B 1942 rony, korga
BHUMAaHHE BCETO MHUpa ObLIO MpPUKOBaHO K cpaxkatomieiicss CoBerckoii Poccuu u
pycckasi Tema Obljia BeChMa aKTyajlbHa.

VY Msicuna Bcerna Obula TecHeHIIasi CBs3b ¢ XyaoxkHuKaMmu. Hagano Ob110
nosioxkeHo B 1912—-1913 ropax, korga oH yuuics B MOCKBE B IIKOJIE KUBOIUCH
A.TIL. bonpmakoBa. OKka3aBIINCh BCKOPE 3a rpaHulleil, MICUH B TE€UECHHE PsJa JIET
NEPEenUChIBAIICS CO CBOMM YUYMUTENEM, MPUOOIIMBIINM €ro K M300pa3uTEIbHOMY
UCKyccTBY. B mucbmax, xpaHsumxcs B ['OoCynapCTBEHHOM LEHTpPalIbHOM Teat-
panbHOM My3ee M. A.A. baxpyilnMHa, OH pacCKa3bIBa€T O TBOPUECKHUX IJIaHAX,

JIEUTCSI CBOMMH MBICIISIMU O mpodeccuu xopeorpada. B roasl, korna Mscun Ha-
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YaJl CTaBUTh MEPBbIE OaNeThl, OTPOMHOE 3HAYEHUE UMeNia ISl Hero padbota ¢ M.O.
JlapnonoBbeiM Hax pycckuMu cnektakissMu U ¢ H.C. 'oHuapoBoil — cHavasia Haj
«JIutypruei», a nosnnee u Haja «borateipsMm». MsICHH COTpyIHUYAN U C APYTH-
MU XyAokHUKamu (oco0eHHo yacto ¢ [labno ITukacco u CansBanopom Jlanu), HO
Hepenko Takxke u ¢ pycckuMu. C I'.b. SkynoBsiM oH co3pan «CTaabHOM CKOK»
C.C. IlpokodneBa — enunctBeHHbId Oanetr o Coserckoil Poccum B pemnepryape
tpynmnsl C.I1. [Iarunesa, ¢ I1.®d. YenumessiM noctaBui «Oxy», ¢ M.3. laranom —
«Anekoy, ¢ JI.C. bakctom — 6anet «OKeHImUHBI B X0poIeM HacTpoeHun». OH pa-
oortan ¢ A.H. benya B tpynne W.JI. Pyounmreiin, ¢ H.A. benya B Munanckoi «Jla
Ckanay.

Msicun niepBbiii Ha 3amajie CTajd CTaBUTh OalleThl HA MY3bIKY CUM(OHUN U
BBEJI B 00OMXO]l HOBBIH kaHp Oanera-cuM(poHUU. B yncie riiaBHbIX MOCTaBIEHHBIX
uM OaneToB-cUMGOHUN €CThb U MPUHAJICKANUE PYCCKUM KOMIO3UTOpaMm. Tak,
BEChbMa 3HAMEHUT TOT, YTO OH CO3Jajl caMbIM nepBbIM, B 1933 rogy — «lIpen3na-
MEHOBaHUsD» Ha My3bIKy [IsToit cumponun I1.M. YaitkoBckoro. Ero HCoaHSAIOT 11O
ceit nern. O6pamtancs Mscun u k cumponusm [[.J1. [llocrakoBuua. B 1939 r. 310
obL1 Oanet «KpacHoe u yepHoe» Ha My3bIKY ero IlepBoii cumdonuu, a B 1942 rony
Ha MY3bIKy nepBoi yactu Cenpmoii cumdonun O0wu1 co3gad B CIIA crekTakib
nona Ha3zBanueM «Jlenunrpanckas cumponus». (Takum ob6pazom, uaest UCHOIB30-
BaHMS ATOM My3bIKM JUisl Oaneta MsAcHHY mOpuiljia B roJIOBY Ha ABAALATh JIET
pansie, yem M.J[. benbckoMy B Haiel cTpane). A B OCHOBY MSICHHCKOTO Oasera
«boratsipu» ObL1a osoxeHa Bropas («borareipckasy) cumbonus A.I1. bopoauna.

MsicuH BCIO KHM3Hb O CaMO CMepTH, nociienoBasuie B 1979 roxay, xui 3a
rpaHUIIei, MedTast Ipu 3TOM TOObIBaTh CHOBa B Poccum, e y HEro ocraBajiach
ceMbs — oTell, OpaT, cecTpa, 3aTeM MOSIBUINCH MIeMIHHUKU. OH MOCTOSIHHO Tepe-
MUCHIBAJICSI C HUMH, MaTepUAIbHO UM nomMorail. [1o ero nuceMam (4acTh KOTOPBIX
xpanutcst B PoccuiickoM rocynapCTBEHHOM apXHBE JIUTEpaTypbl M HCKYCCTBA)
BUJTHO, YTO OH MHTEPECOBAJICS U TEM, YTO MPOUCXOAUT B bosbiioM Tearpe, meuran
MOCTaBUTH TaM Oaniet. PeanbHO eMy ymanochk moosiBaTh B MOCKBE TOJILKO B Hada-
ne 1960-x romos, a ero 0anetsl B bonbioii Teatp nepenec ero cbid Jlopka Msicun

B 2005 rony.
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Bausinue pycckoro 6asera Ha ppanny3ckuii B XX Beke

B.A. Maiinuene
mainiece@gmail.com

UCTOpUK Oanera U OameTHBIN KPUTHK
MockBa, Poccus

«Pycckuit baner caenan ocobeHHO MHOro Bo dpaHIMU;, OH NPHUBE3 BO
@panuuro u3 Poccun, BepHyn @paHuny — NpyU rPOMKHUX AIUIOAUCMEHTAX 3pUTEIEH
<...> oOHOBJIEHHBIN 1 oOoTamEHHbIN (PpaHIy3ckuid OaneT. B omHO mocnennee ae-
CSATHIJIETUE YNIAJOYHBINA (DpaHITy3CKUIl OaeT caenan Takue TPOMaHbIe YCIeXH, YTO
3aHSUT OJIHO U3 MEPBBIX MeCT B MUpe», — otmeuan C. Jludaps [1, c. 159].

Curyanus Bo (paHIry3ckoM OaneTe B Hadane XX Beka:

— Oaner Ilapmxckoit Onepsl — NpoecCHOHANBbHOE MO0 UCIIOJHUTEIBCKOMY
YPOBHIO, HO Pa3BJIEKATEIBHOE 110 COACPIKAHUIO UCKYCCTBO;

— Hajuuue cOOCTBEHHOM (paHIly3CKOH IIKOJIBI, IOCTOSIHHO BBITYCKarOIIeH
npodeccruoHanbHbIE Kaphl;

— MUMEIOTCA OIBITHBIE IEJATOTH U PENETUTOPBI;

— CepbE3HBIN KPU3HC pernepryapa tearpa — B Tedenue noutu S0 net (¢ 1875
no 1920-e roael) Ha aduilie MOSABIAIOTCS Ha3BaHUS BTOPOCOPTHBIX MO XYI0KECT-
BEHHOMY COJIEP’KaHUIO NMOCTAHOBOK; M3 MPOU3BEACHUIN (PpaHIly3CKOro Kiaccuue-
ckoro Hacnenus [lapmxckas Onepa coxpanwna B penepTyape ToJbko «Kormre-
auto» JI. Jlenn6a B mocranoBke A. Cen-JleoHa;

— TpynIa UMeeT OTIMYHYIO NPO(EeCCUOHANBHYIO CLIEHY, TOCTOSHHO BBICTY-
naet B pockomHoM 3aaHuu [Tapukckoit Onepsl.

BnusiHue pycckoil xopeorpaguu M HCHOJHUTENBCKOTO HCKYCCTBa Ha BO3-
pokIeHue (paHIy3cKOro Oajnera:

— nosineHue B perneptyape Ilapmwxckoit Onepsl (ppaHIry3ckoro mieaeBpa
«Kuzenp» B ucnomaenun O. CnecusrieBoit u C. JIudaps; 6anet uaér B peaakiuu,
OJIM3KOM K TOCTaHOBKE MapuMHCKOTO TeaTpa;

— BJIMSIHUE BBICOKOXY/I0KECTBEHHBIX IMOCTAaHOBOK TpyIiibl «Pycckoro Oane-
ta» C. Jlarunesa; Tpynma Mo4TH KaxAbld O/l BHICTYNAET HA PA3HbIX MapUKCKHUX
CueHax, BKiroyas cueHy [laprkckoit Onepsl.

Pycckue xopeorpadsl — pykoBoautenu d6anera [lapuxckoit Onepsi:
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NBan Xmroctun — 1911-1914; Cepx Jludapp — 1930-1945, 1947-1958. Cno-
COOCTBYET MOJHOMY OOHOBIICHUIO perepTyapa M 3CTETUKH (PpaHily3ckoro Oasnera.
Coznaér takue meneBpsl, kak «Crouta B 6eom» Ha My3bIky . Jlano (1945), TaH-
yeT BeAylIue NapTUM B pa3HbIX Oanerax, penerupyet. biarogapsa C. Jludapro B
[Tapmxckoit Onepe MOSIBASETCS COOCTBEHHBIM OPUTMHAIIBHBIA M BBICOKOXYOKE-
CTBEHHBI peErepTyap, BO3POKIACTCSI MYKCKOM KIACCUMYECKHM TaHEL, B Hadale
XX BEKa HAXOIMBIIHUKCS B YIIAJKE.

Bmusiane xuBymux B llapmke pyccKux megaroroB Ha HCHOJHUTEIbCKUN
cTIIb (ppaHIry3cKkux apTucToB Oaneta. CBou cTyauu oTkpeiBatoT M. Kiecunckas,
O. [Ipeodpaxenckas, JI. EropoBa, b. KHs13eB u JIp. — B HUX 3aHUMAIOTCS, NUIADY-
IOT CBOE MacTepCTBO MHOTME apTUCThI [lapmxckon Onepsl.

[Ipurnamenue Ha Beayulee nojoxenue B [lapmxckyro Onepy 3amedaTenb-
HBIX pycckux Oanepun O. CnecuBueBoit u H. BeipyOoBoii.

Pynonsd HypeeB — 1983-1989. Ilosasnenue B penepryape [apmkckoit Omne-
pBI OasleToB pycckoro kiaccuueckoro Hacnenus («Jledbeaunoe ozepo», «lllenkyH-
yuk», «Cnosmas kpacaBuna», «Paitmonna», «Jlon Kuxor», «basdnepkay») B peaak-
musix P. Hypeesa. IlpodeccnonanbHblii pocT TPYIIBI MOJ €r0 PYKOBOICTBOM —
OHA CTAaHOBUTCA Jy4llel 3apy0eXHOI Tpynoi.

3HaueHue nocrtaHoBok [O. I'puropoBnua «MBan ['posubiii» u «Pomeo u
Jlxynbertay Ha cueHe [lapxkckoit Onepsl s pa3BuTHsL QpaHIly3cKOTro Oalera.
BreinBmkenue xopeorpadom TadaHTIMBON MOJ0AEKU. BRICTYyIIEHHE pycCKUX ap-
TUCTOB B MapMKCKUX penakuusx 6aneros 0. I'puroposuua.

[TepBoe «Jlebenunoe o3epo» Ha mapuKckou ciiene craBut B. Bypmetictep.

[Tpurnamenue (paHIly3cCKUX apTUCTOB ISl COJBHBIX BBICTYIUICHUH B pe-
nepryape bonbsmoro u MapumHCKOro TeaTpos.

BeicTymuieHns pycckux «3B€31» B crniekTakisix [lapmxckoit Onepst (H. bec-
cmeptHoBa, JI. Cemensika, A. Jluena, H. Iuckapunze, C. 3axaposa, /I. BuiiHesa,
M. AnekcanapoBa u Jp.).

MOCKOBCKHE apTUCThl — U3BECTHBIE MEIATOTH MOCTOSIHHO MTPENOAAIOT KJlac-
cuueckuii ta”en B Ilapmwxke — C. ConoBwseB B I[lapmxkckoit KoncepBaropum, A.
Knemm naér ypoku muis 6anetHoit Tpynmnsl [lapmxckoit Onepsl.

B3aumooOoraiiienre KyabTypHbIX U XOpeorpaduuecKux Tpaauiiii.
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Cnucok mrepaTypsl
1. Cepreii JIudaps. Tanen. OCHOBHBIEC TEUEHHUS aKaJeMHUYECKOTo TaHua. [lapmxk.
Etoile. 1938.
2. Ivor Guest. Le Ballet de ’Opéra de Paris. Paris, Flamarion, 2001.
3. Rudolf Noureev a Paris. Opéra National de Paris, Edition de la Martiniére,
2003.

®paHuy3ckoe BujaeHue «PycCKux ce30HOB»: COBPeMEeHHbIe BepcHHu 0aJ1eTOB
B ocTaHOBKe AHxesieHa [Ipeabxokaika («BecHa csinmenHas», «Caaedkay,
«Ilapany», «IIpuspaxk po3sn»)
B.A. XuionoBa
vitakhlopova@gmail.com
COHMCKaTelb ['0Cy1apCTBEHHOTO HHCTUTYTA HCKYCCTBO3HAHMS

MockBa, Poccus

B Teuenne XVIII-XIX BekoB B Poccuro mpuesxano MHOTO pa3jiuyHbIX 110
JapoBaHUi0 (paHIy3CKUX XopeorpadoB M TaHIOBIIMKOB, Takue UMeHa, kak JK-b.
Jange, LI. Junno, A. Cen-Jleon, XK. Ileppo u M. Iletuna BnucaHbl B UCTOPUIO
pycckoro Oanera. B XX Beke pycckmii Oaner, Omaromapss C. JlsarmieBy, otman
«KYJIBTYPHBINA J0Jr» DpaHIUU: KOHIIEMIIUS HOBBIX MOCTAHOBOK BIOXHYJIA HOBYIO
KU3Hb B KJIaccuueckuil Oanet, a ocrapumiicss Bo Opanmuu C. Jludaps, Oyayuun
pykoBoauteneM OanetHod Tpynnsl [lapmxckoit Onepbl Ha MPOTSHKEHHMH MHOTHMX
JIET, HE TOJIBKO U3MEHWJI KOHIIEIIINIO Pa3BUTHS T€aTpa, HO U BBIBEII €r0 HA HOBBIN
YPOBEHb.

B nauaine 70-x rogoB XX Beka Bo OpaHIMK NOSBUJIOCH TCUCHUE, HA3BAHHOE
torna «HoBerit ¢paniry3ckuii Tanery. C konima 90-x ro0B Bo @paHIuu MpoXoau-
Ja TaK Ha3bIlBaeMas TMOJIMTHKA Xopeorpadudueckoit nerneHTpanusanuu. B Hactos-
ee BpeMsi Cpelid CaMbIX M3BECTHBIX (DpaHITY3CKMX HAIMOHAJIBHBIX Xopeorpadu-
YECKUX IIEHTPOB, PACIOJOKEHHBIX B pa3HbIX ropojax PpaHiuu, BbIAECISAETCS

«Yepnsiit naBunbon» A. IIpensxokaxka B Okc-aH-1IpoBaHce.
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Opanimy3ckuii xopeorpad ambaHCKOro TpoucxoxaeHus Amxenen [Ipems-
JKOKaX JOCTATOYHO U3BECTEH POCCUMUCKOMY 3pHUTEINIO, ¢ KOHIAa 80-X rog0B OH HE-
OJIHOKpaTHO Tpue3xan B Poccuto ¢ ractpossamu. B 1993 roay ero komnanust Obi-
na npurnamena B [lapmwkckyo Onepy c¢ nenbio cozmanust 6aneroB «llapag» u
«IIpu3zpak po3s» B uectb «Pycckux cezonoB» Cepres lsarunesa. [lpurnamenue A.
[Ipenbxokaxka ObuT10 HecydaiHbIM: B 1989 rony ero 6aner «CBaneOka» uMen He-
BEpOATHBIN ycmex Ha ABHUHBbOHCKOM (ectuBane. I[Iporpamma «Hommage aux
Ballets Russes», Bkitouana B cedst 3t Tpu noctaHoBku. B 2001 rogy A. Ilpensb-
YKOKaK BO3Bpamaercs K «PyCcCKUM ce30HaM»: OH CO3aeT CBOK BEPCUIO BENMYAM-
mer noctanoBkH Bamiasa HuxuHCckoro « BecHa cBsimeHHas).

TBopenus b. Hmwxunckon, B. Huxunckoro, M. ®okuna u JI. Mscuna ocra-
BWIN ciefl B uctopun XX BEKA, MIOKOPUB CBOEW HOBU3HOMW, TEHUAIBHON MY3bIKOU
U odopmIleHHEeM. DTO JIOKAa3bIBAIOT U COBPEMEHHbIE Xopeorpadbl, MPOSBIISIONINE
uHTepec K moctaHoBkaM 100-neTHel JaBHOCTH U MBITAIOLIMECS MTOKA3aTh, YTO He-
MHOT'0 B APYroM O0(OPMJIEHUU ITH TEMbI aKTyaJbHbl U HHTEPECHBI COBPEMEHHOMY

3PpUTCIIIO 10 CHUX II0DP.

Pycckmii 0ajier riiazamm GppaHIy3cKoi nmpeccol
T.I'. Cenpaksin
miss.sedrakian-t@yandex.ru
JOTIEHT Kadepbl MHOCTPAHHBIX SI3IKOB
MOCKOBCKOI rocyJapCTBEHHOM akajeMuu Xopeorpapuu

MockBa, Poccus

1. ®paniry3ckas mpecca Bcerja yaensia U yuenser 00Jab110e BHUMaHUEe ra-
cTponsim OaneTHwix Tpymnn u3 Poccun. Tak, B 2004 T. psin HMEHTpadbHBIX Tras3er
@OpaHIK ¥ U3BECTHBIM OaNeTHBIA KPUTUK U KypHATUCT Pene CepBeH OTKIMKHY-
JIUCh Ha 3HAYMMOE COOBITHE B KyJIbTypHOU u3HM [lapuka — mocranoBky Opuem
['puropoBuyem Ganera «MBan I'po3usiity B [lapmwkckoit Onepe. B 1976 r. aToT 6a-

JET ¢ OMIYUIMTENbHBIM yclieXoM Obul BIiepBble MmokazaH B [lapmxckoit Omnepe.
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Crunb xopeorpaduu FO. I'puropoBruya, mo MHEHHUIO (PAHIY3CKOTO KypHAJIUCTA
Pene CepBena, OTMEUEH MOIIHOM TEXHUKOM, KOTOpas xapakTtepusyeT Oajnet «/Ban
['po3ublity u ero nepconaxeit. P. CepBeH oTMedaeT, 4To 0COOEHHOCTh XOpeorpa-
¢uu I'puropoBuya — B €e TOHKOM IICUXOJIOTU3ME, BCKPBIBAIOIIEM Ha CILIEHE TaKHe
YyBCTBa, KAK CMEJIOCTh U TPYCOCTh, HEBUHHOCTh >KE€PTBBI U YI'PBI3CHUSI COBECTH.
FO. I'puropoBuu mMacTepcku uepeayeT B cBoeM Oanere 0ouiblioi (GpeckoBblii aH-
camOJIb: 3BOHAPH U PYyCCKHUI HApO/, TallHbIe KO3HH OOSIp U UX >KEH, MAaCCOBBIE CIIE-
Hbl KopaeOanera. [lo muenuto P. CepBeHa, co3maercsi BIeYaTIIEHHE, YTO XOPEO-
rpadus OblIa co3/1aHa OJTHOBPEMEHHO C MY3bIKOH, a coTpyanudectBo lO. ['puro-
poBuua U M. Uynaku KakeTcs CTOJb K€ TECHbIM, Kak corpynHudectBo C. Ilpo-
kodneBa u C. DitzeHmTeitna Bo BpeMs pabotel Haj kuHoduibmoM «MBan ['pos-
HbIIY. JKypHaIUCT BBIIETUI TAKXKE MPEKPACHYIO PabOoTy XyJI0KHUKA — IeKOpaTopa
Cumona Bupcananze, co3nasiiero aekopauuu, OJaecTsiie nepeaarolye TKeNylo,
Mpaunyto armochepy Kpemst XVI Beka.

2. Barbara Theat B razere «Hysenb O0cepBatep» (nekadpn 2009) nurmier 06
YCHENUIHBIX TacTpossix Tpynnel b. Diihmana B Tearpe Ha Enucelickux momisix u o
oanere «AnHa KapeHnHa», orMedas, 4To 3TOT OajieT - HarjsgHbIA MpUMEp TOrO,
YTO TeaTpaU30BAHHBIA CTHIJIb HEOKJIACCHKU CIOCOOEH IMepenaTh TaKue CHIIbHBIE
HIMOIIMH, KaK 0e3yMCTBO M OT4asiHHME OeccMepTHoM repounu Tomcrtoro. Crnemyet
OTMETUTb, nuieT bapbapa Teat, uto Tembl OaneToB DliPmaHa UMEIOT Malo 001 Ee-
ro co ckazkamu Iletumna u Gameramu XIX B., Tela TaHIIOBIIMKOB YyBCTBEHHO U
buIMrpaHHo NnepearT THKECTh ObITUS PYCCKOTO HapoJia, OTTOr0 MHOTHE OaieThl
Diidhmana ObLITH JOJITOE BPEMS O] 3aIPETOM.

3. bonpmas mogbopka crtateil Bo ¢paHIry3ckoi mpecce mocssiieHa 100-
aeturo Pycckux cesonoB JlsruieBa B Ilapwke. Xypuan «Le Figaro magazine»
(oxTs6pb 2009) B cTathe, o3araaBieHHON «OaHax bl ObUTH Pycckue ce30HbI», 0T-
MevaeT, yTo Onmaromapsi JlaruneBy mupy OTKpbUIHCH Takue umeHa, kak C. Ilpo-
koponeB, U. CrpaBunckuii, XK. Kokro, I1. [lukacco u B. Hwxkunckuit. Tpynna [Is-
THJIEBA U CETOAHS SBJISIET COOON CHMBOJI TOTO, YTO 30BETCS «3arajJOuHON PyCCKOM

oymow». 3agauen Jlgarunesa, numer xypHanuct beprpan-Hoans Pom, cramo mpo-
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CBEIIEHUE HE TOJIHKO PYCCKHUX U (DPaHITy30B, HO TAK)KE MOJSKOB, aHTJIMYAH U UC-
nanieB. Cepreit JlsruneB npu3Ball K BHIIOJHEHUIO 3TOW 3aJauyd BEIMKHUX JIIOJIEH
XX B.- ®okuHa, [TaBnoBy n HuwxkuHckoro. [lsruneB oTkpbul Poccuro mjisi HOBBIX
BESTHUM B UCKYCCTBE, TAKHX, HAIIPUMEP, KaK UCKYCCTBO aBaHrapiaa. Pycckue ceso-
HBI, KaKk nuiietT «durapoy», SBIIUCHh PACKaTOM rpoMa B MapHKCKOM HeOe, MHOTHE
TOTJIa YBEpOBAJIU B TO, YTO «3arajJioyHasi pycckas ayiia criocoOHa ObLIa OUYHUCTUTD
OT MUK 3aIaJJHOEBPOIEUCKOE HUCKYCCTBO». B IleHTpe BHUMaHUsI MapuxkaH ObL,
KOHEYHO, Baryiap HWkKMHCKHNM — BEJMKUN PYCCKUM TAaHIOBLIUK, KOTOPBIM BOCXMU-
mamuce IIpycr, Ponen, llanens u Kokro. Ilo MHeHHro xypHamucra «Purapoy,
C€30HBI JlsaruneBa U3MEHWIN CaM XOJl UICTOPUM UCKYCCTBA XX BEKa: OTHBIHE CTaJv
TOBOPUTH, YTO UCKYCCTBO JI0 C€30HOB JlsruniieBa ObLJIO OJTHUM, a UCKYCCTBO, KOTO-
pO€ pOAMIIOCH MO/ BIUSIHUEM PyCCKHUX CE€30HOB, CTano adCoIOTHO ApyruM. [1abmno
[Mukacco Ha3Ban [lsrmneBa «riaBHON (QUrypod B UCTOpUU KyJIbTYphl XX BeKa U
CHUMBOJIOM CJIaBSTHCKOM JIyIIN».

4. Pyopuka xypHana «Paris Match» (saBapp 2008) Oblia MOCBSIICHA racT-
posisim bonbioro tearpa Bo @paHiuK 1, B 4aCTHOCTH, HOBOM MOCTaHOBKE Oasera
«Kopcap», ocymectBiennon A. Patmanckum u O. bypnaka. Kyprnanmucr Kiieman
Kpucno u3 rasersr «Financial Times» BocKIHIIaeT, 4TO «IaBHO HE HUCIBITHIBAI I10-
no00HOM 3iidopun Ha OaNETHBIX CIEKTaKIsAx». ABTOp cTaThu B «[lapu Maru» Ou-
munn HyaseTr BbIpakaeT MHEHHUE, YTO CTUJIb Bombiioro tearpa Bo MHOTOM cdop-
MUPOBAJICS TOJ] BIUSHUEM (DOJIBKIOPHBIX TAHIIEB M HEYJIMBUTENEH TOT (PaKT, YTO
MMEHHO B 3TOM Tearpe cocTosiiack B 1869 r. nmpembepa JierenaapHoro Oanera M.
[Teruna «Jlon Kuxor». Ceromus penepryap bombioro tearpa pacrnosaraer o0-
IIUPHBIM TIEPEYHEM OaieTOB, B 3TOM DSy, OTMeuaeT (paHIly3CKUil KOPPECIOH-
neHt, 6anet «Kopcap» 1Mo JOCTOMHCTBY 3aHSJI OJTHO M3 TJIABHBIX MECT: POCKOIIIHbIC
JIEKOpaIiy 1 KOCTIOMBI, BEJIMKOJICITHBIE 3Be3/1bI pycckoro 6anera C. 3axaposa u C.
Jlynpkuna. «Korga taniyer bosbinon rearp, Bce 0KUIa0T POCKOLIHOTO 3PEHILAY.

KynbrypHubiit oomen mexay Poccuedt u ®dpanrueit, ractpoyin OaleTHBIX
TPYIIIT HEU3MEHHO BBI3BIBAIOT KUBOW MHTEPEC B MpECCe M B OOIIECTBE, CIIOCOOCT-

BYIOT 0oJiee TIIyOOKOMY B3aUMOIPOHUKHOBEHHIO HAIIMX JBYX BEJIUKUX KYJIBTYP.
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IIpu4uHbBI ¥ 3HAYEHHE YCUWICHUS HHTEIPALMM COBPEMEHHOM Xopeorpadum B
NMPOCTPAHCTBO KJIACCHYECKOI 0aJIeTHOM ClIeHbI

E.B. Bacenuna

ejikkat@gmail.com

coucKarellb ['0cy1apCTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHUS
MockBa, Poccus

[IposieroMeHsI K TEME ITOJIb3bl CUHTE3A PA3INYAIOIINXCS MUPOBO33PEHUI HA
uckycctBo TaHua. [Ipobiaema nousTus «mkoas. [Ipobiaema pazHULIbI TEPMUHOIIO-
MU, XYJ0KECTBEHHBIX U MEIArormyeckux 3aaad. [Ilpumepsl yaauyHOro XyJI0KeCT-
BEHHOI'0 CUHTE3a «KJIACCHYECKOTO» U «COBPEMEHHOI'0» MOAXO0B B CIIEKTAKIIAX B
Poccun n mupe.

dwiocopuss U TPAKTUYECKUA WHCTPYMEHTAPUN IJIACTUYECKOTO 3KCIEPHU-
MEHTa KaK OJ[MH M3 BapUAHTOB TBOPYECKOTO OOHOBJICHUS M YKPEIUJICHUS MO3UIUI
KJIACCUYECKOro Oasnera.

[TpuunHbl TOKaIM3auuu U 000cO0IeHUS 0aTETHOrO U COBPEMEHHOTO TaHIIEe-
BAJILHOTO MCKycCTB. KaHOHM3aIMsA IIKOJ U MOAXOAO0B. METOA0JIOrM4eCKUE OCOo-
OEHHOCTH MHTErpalliy KJIACCHYECKOT0 M COBPEMEHHOTO TAHLIEBAIIbHOTO UCKYCCTBA.

HeobxoauMocTh OTKPBITOCTH U TPEOOBaHUS KaHPOBOW 4MCTOTHL. K mpo-
omeMe mpodecCUOHATBHOTO BKYCa M OUYEPUYMBAHUIO TPAHUIL 0aleTMEHCTEPCKOro
oOpa3zoBaHusl.

[ToBbIienne TpeboBaHMii K (PU3NIECKOM MOATOTOBKE TAHIIOBIIMKOB, Y4acT-
BYIOIIMX OJHOBPEMEHHO B KIIACCHUYECKOM M COBPEMEHHOM pemnepryape. Anept-
HOCTh M TOHYC Pa3HbIX I'PYNI MBI U «CUCTEM KOOPJIMHAT» B TeJIe TAHIOBIIMKA.
CoBpeMEHHBIN TaHIOBIIMK W COBPEMEHHBIM OaJICTHBIM TAHIIOBIIMK — CTaBKa Ha
JUYHOCT.

K npobneme oOpazoBanusi B cepe COBpeMEHHOU XOpeorpaduu B pOCCUA-
CKHMX YYWIHIIAX U By3ax. TekyIias cuTyalus U NepCHeKTUBBI.

Cpeanecpounslii nporuo3 Ha aud@dy3uo coBpeMeHHOU xopeorpaduu B

MPOCTPAHCTBE KJIACCUUECKOW OaJIETHON CIIEHBI.
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B3anMocBA3b pyCCKOM M JIATBUHCKOI 0aJIeTHBIX HIKOJI

A. EHramena

zelya3@gmail.com

Pura, JlaTBus

CTyIeHTKa MOCKOBCKO# TOCy/1apCTBEHHOM aKaaeMun Xxopeorpaduu
Mocksa, Poccus

banernoe uckycctBo B JlarBum umeer naBHue Tpaguuuu. llepseiii Oanert-
Mmeiictep HammonansHoit onepsl B. Komucapc u npemesep X. Ilnynuc HaBbiku Oa-
JieTa NOCTUTAIH B OAJE€THBIX CTyIUSIX MOCKBBI.

C 1922 no 1925 ron B Pure pab6oran Hukonait Ceprees, pexxuccép Oaiera
[TeTepOyprckoro MapumHCKOro teaTpa, IOTOM COJMCTKA 3TOro Tearpa AjeKkcaHa-
pa ®enopoBa. OHM OTKpPBUIM CBOM OajeTHbIE CTYAMH, B KOTOPBIX OOYYMIH P
TaHIOBIIMKOB Mg HanumonaneHol onepsl JlatBun. A.@enopoBa nocraBuia B Te-
aTpe Kiaccuueckue Oanetel — «JlebeguHoe o3epo», «CrHAllyr0 KpacaBHILY»,
«lenxkynunka» Il.YaiikoBckoro, «Jlom Kwuxora» JI.Munkyca, «Kuzenp»
A.lll.Anana, a Takxe xopeorpaduu M.Dokuna, kotopsiid B 1929 rony, Oyayuu B
Pure, cam penernpoBasl cBou NOCTaHOBKH B HanmoHanmeHOU onepe.

B Tpuamnareie roapel apTucthl 6anera JlatBuiickoit HarmonansHO#M oneps €3-
Iunu coBeplieHcTBoBathesl B Ilapuxk, bepnun, Jlonnon, roe 3anumanuces y O.
[Ipeobpakenckoit, JI. EropoBoii, B. I'30Bckoro, JI. Msicuna.

HakannuBanuce 3HaHUS, KOTOPbIE U ONPEAECIWIN CTAaHOBICHHE TPagulUl
JaTBuiickoro O6anera. Takum oOpa3oM, prkckas xopeorpapuyeckas LIKOda POJIH-
Jachk oA 3Be310M pycckoro 6anera. OHa Obl1a ocHOBaHa B 1932 roay kak OaneT-
Has mkoa JlarBuiickon HanimoHanbHOM OMEpBbl.

B 1932-33 rony Oanermeiictrepom B JlaTtBuiickyro HarmonanasHyio omepy
OBLII IIPUTJIAIICH W3BECTHBIM TAHIOBIIMK AHatoiuii BunbT3ak, 3akoHunBIui Ile-
TepOyprckoe tearpaibHoe yuuiuine. OH cTaj nNepBbIM PYKOBOAUTENIEM OaneTHOU
IIKOJIBL.

Meroarka npenogaBaHusi ¥ IPOorpaMMbl OOYYEHHS CO BPEMEHEM 3alMCTBO-
Banuch Kak y [lerepOyprckoi, Tak 1 MockoBcko# mikosbl. B yunnunie pabotanu u

paboTaroT meaarory, MoIy4YuBIIne Xopeorpaduueckoe 0opa3oBaHue B 00EHX KO-
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Ja pycckoro Oanera, a TakkKe MX BOCHHTAHHUKH, OKOHYHUBIIHNE Prxckoe xopeo-
rpaduyueckoe yauauiie.

bonee 75 ner Puxckoe xopeorpaduyeckoe YUHUIHUIIE CIIOCOOCTBYET pa3BU-
TUIO HCKYCCTBA TaHIa B JIaTBuM, oOecrnieunBasi HENPEPHIBHOCTh MMOKOJIEHUI apTH-
cToB Oanera B HanmonanbHOM orepe, TpyIina KOTOPOil XOpOIIO U3BECTHA BO MHO-
rux crpanax mupa. Cpean yueHukoB Prukckoro xopeorpauyeckoro y4uidiina Ta-
KHE U3BECTHBIC UMEHA, Kak Mapuc JIuena, Anekcannp ['ogyno, Muxaun bapei-
HUKOB.

I'ogynoB yumics y neaaroroB FOpuca Kanpanuca u Diikuca. [locne okoH-
yaHusi Prxckoro xopeorpauyeckoro y4minilia OH TaHleBal B ['ocy1apcTBEHHOM
xopeorpaduueckom ancamoie «Kaccuueckuii 6aner», a 3ateM B bounbiiom Tearpe.

Muxann bapsliHUKOB yumics Bmecte ¢ ['onqyHoBbIM y nenarora Kanpanu-
ca. Ho o npurnamennto bapblllHUKOB yexas B JIGHUHIpa, Tlie U 3aKOHUYUII XO-
peorpadudeckoe 0Opa3oBaHHUE.

[lenarorom Mapuca Jluensl B PuxkckoM xopeorpaduyeckoM yduauuie Obul
bnunoB, HO, kak u bapeiHukos, Jluena He 3akoHuMs Pukckoe xopeorpaguue-
CKO€ YUIJIMINE, OH yeXall B MOCKBY, Iie TPOJIOJIKIIT Xopeorpaduueckoe oopaso-
BaHHE.

Anppuc Jluena He 3a0bIBaeT POJMHY CBOETrO OTLA U €XKETrOJHO OPraHU3yeT
KOHLIEPT naMsTi Mupuca Jluenst, kotopsiii npoxoaut B Pure, B JlatBuiickori Ha-
nuoHanbHOU omepe. B 2003 roma cocrosiiack npembepa OaneroB «llerpymikay u
«7Kap-ntuna» B noctaHoBke AHapuca Jluensr.

Kak cempaecar nsaTe geT TOMy Has3ald, TaKk U B JBAJALATh IEPBOM BEKE JIaT-
BUICKUHN OaJleT MPOYHO CBSI3aH C pycCKUM. MHorue yumrtens Prxckoro xopeo-
rpaduyeckoro yunnuina, Takue kak FOpuc Kamapanuc, Jlronmmia Bukanosa, Puta
Xapuana npoXo/Id Kypchl MO MOBBIIICHNIO0 KBaTHUpUKauu B Akagemuu Pyccko-
ro Oanera umenu A.Sl. Baranosoit. Yuwmuie npurnamaet B Pury memaroros u3
Poccun st mpoBeieHNsI MacTep-KIIacCOB Il YYEHUKOB M MPETNO1aBaTEIEH.

JlaTBuiickuii Teatp omephl U OaneTa TOXKE MOAIEPKUBAET CBA3hL C Poccueil.

XyA0KEeCTBEHHBIM PYKOBOJIUTENIEM OalleTHOM Tpynisl siBisieTcst AliBac Jleitmanuc,
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oH 3akoHums Oanermeiicrepckuil paxynprer [MTUCa. Benymuii conuct tearpa
Cepreit Heiikimmmna — BbimyckHHUK HOBOCHOMPCKOTO roCyAapCTBEHHOTO XOpeorpa-
(buryeckoro KosuieIKa.

B penepryape JlarBuiickoro HanmoHanbHOUW omeppl MHOIO 0ajneToB HE
TOJBKO KJIACCHYECKOTO HACIEAUsl, HO U MOCTABJICHHBIX PYCCKUMH COBPEMEHHBIMU
xopeorpadamu. Hampumep, «Cpernbiii pyueit» B xopeorpaduu Parmanckoro.
«Pomeo u JI)ynberTa» B moctaHoBke BacuibeBa, «AnHa Kapennna» Diipmana u
«Oremno» B xopeorpaduu Asuisl CUrasoBOi.

JlaTBuiickuii OajeT CBOMM OCHOBAaHHEM M Pa3BUTHEM BO MHOTOM O0s3aH
pycckomy OaneTHOMYy MCKyccTBY. Kak Ha HadanbHOM 3Tane pa3BUTHS, TaK U CEil-
yac 0aJeTHOE UCKYCCTBO JIaTBUM NMPOYHO CBSI3aHO C PYCCKUM. YuuTens Puxckoro
XopeorpaduyuecKoro y4midila TUIATENbHO XPAHAT TPAJULIUU U METOAUKY Iperno-
JlaBaHUsSl KJIACCMYECKOro TaHIla o0ecrieurBas HENpPEpbIBHOCTh NMOKOJEHUH apTH-

cToB Oasneta B JlaTBuiickoit HamronanbpHOM omepe.

Bausinne pycckoi 0aj1eTHOM HIKOJIbI
Ha pa3BUTHE UCKYCCTBA OaJieTa B SInoHuuU

Ecus Hapucasa
ynarisawa@hotmail.com

aptucTka O6anera Acamu-Maku baner
Tokuo, SAnonus

Hctopus smoHckoro 6anera HaunMHaeTcs ¢ Bu3uta B Tokuo B 1912 r. utanb-
SIHCKOT'O TaHIIOBIMKA U xopeorpada Jl>xoBanuu Buttopuo Poccu, korna smoHckuii
TeaTp « TPUKOKY», BOZHUKIINNA B TO BPEMsI KAK COBPEMEHHBIN T€ATp, MPUTIACKIT €T0
B Snonuto. B monosiHeHne k ToMy, yTo Poccu cTan AUpekTopoM U Xopeorpadom
OTIEPHBIX M OAJIETHBIX CTEKTaKJeH B Tearpe « TPMKOKy», OH CTall U MEPBBIM MPEMO-
JaBaTesieM Kjaccuueckoro Oanera simoHuaM. Ho monampo6uiiocs emé npumepHo 10
JIeT, TIOKa 3Ta HoBas il SlnoHnm opma eBpOmnerncKoro MCKycCTBa TaHIlA CTaia

IIPUBJICKATb I[GHTGJIGI‘/JI SAITIOHCKOI'O HalMOHAJIBHOI'O Oanera.
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[IepBast npuurHaA 3TOTO B TOM, UTO SIITOHCKAas TPAAULMOHHAS KYJIbTypa U CO-
[HaJIbHAs cpejia, B KOTOPOU CTall pa3BUBATHCS KJIAaCCUYECKU Oanet B AnoHuu, oT-
JUYAINCh B KOPHE OT TPAJMIMI BOCIPUATHM W MOCTPOEHUS KyJIbTYphl 3araja.
OOyuasich KJIacCCHYECKOMY OasieTy, AMOHCKUE TAHIIOBIIMKH, OCOOEHHO B MOCIEBO-
CHHBIN MEePUO/, BBIHYKICHBI ObLTM OTOMTU OT STMOHCKHUX TPAAMIIMK TaHIla, Iepeaa-
BAaBIIIMXCS U3 MMOKOJICHUS B TTOKOJICHWE, U HAYaTh YYUTHIBATh IIpaBuiia OajneTa, co3-
JTAHHBIE €BPOIIECHUIIAMH.

Hecmotps Ha TO, uTo yuenukamu J[.B. Poccu B TOo Bpems O6vutn baky Ucun,
Mutuo Uto, Tocu Komopu, Mocao Takana u Coaiiko Takana (Te, KTO COCTaBIISET
HBIHE CJIaBy SIIIOHCKOro OajieTa), OHM NpPU3HABAIM, YTO UM OBUIO YPE3BBIYANHO
TPYIHO BBLIEPKUBATH KECTKUE U HEMIPUBBIYHBIE TPEHUPOBKU MO €BPONEHCKON Me-
TOIUKE TaHIla. MHOTHE AMOHCKUE TAaHIOBILIMKH YK€ TOr/a Mpearnowin OaneTy co-
BPEMEHHBIN TaHEl, KOTOPBI pa3BUBAJICA na 3amnaje. XoTsa B SMOHUHA COBPEMEHHBIN
TaHel| pa3BUBAJICA 110 PyKOBOACTBOM baky Mcuu, KOTOPBIN CTa)l TMOHEPOM €BPO-
NENCKOro cOBpeMeHHOro tanua B 20-e roasl B SnoHuu, 00JbIIOE 3HAUEHUE UMETa
pycckasi 6aneTHas I1IKoJa, BO MHOTOM TOBJIMSIBIIIAsl HA HOBBIE (POPMBI XOpeorpadu-
YECKOT0 MBIIIJICHUS] U 3PUTEIBCKOTO BOCHPHUATHUSA, HAIMOHAIBHOTO TEMIIEpAMEHTa
Y MBIIUICHUS.

OrpoMHyI0 poJib B Pa3BUTUU KJIACCUYECKOTO Oanera B SIMOHUM ChITPAio UC-
KyCCTBO pycckoil 6anepunnl AuubI [1aBnoBoii. B 1921 r. Anna [1aBnoBa coBepiu-
Jla CBOM TIEPBBIE TacTpoJid B SIMOHUIO, U UMEHHO Ojaroaaps €€ BBICTYIUICHHUSIM B
SnoHun MOSIBUJICS 3pUTEIBCKUM MHTEpPEC K ITOW eBpomeickon ¢opme xopeorpa-
¢uyeckoro uckyccrsa. B fInmoHum momnararor, 4yTo €€ MCIOJHEHUE «YMHUPAIOLIEro
nebensy OKa3allo BIMSHUAC HA PAa3BUTHS SMIOHCKOTO TPAJAUIIMOHHOTO TAHIIA U JaXKe
Ha UCKYCCTBO apTUCTOB Tearpa KaOyku. Beictyruienne Aunebl [1aBnoBoit B Slnonuu
MOKA3bIBAJI0 HE TOJBKO SITIOHCKOW MyOJWKe, HO W 3amajHoM, 4To OajeT — 3TO He
akpobaruka. K coxanenuto, A. [1aBioBa Heoaro Obl1a B SIMOHKK 1 HE TIpero/iaBa-
J1a, YTO MOTJIO Obl YCKOPUTH YCBOEHHUE SITOHIIAMH 0alleTHOM TEXHUKH.

B nauane mpomioro Beka TeMH, KTO CIIOCOOCTBOBAJl Pa3BUTHUIO STIOHCKOTO

OaneTa M ero NpenojaBaHuio B SMOHUM, ObUIM PYCCKHE TaHLIOBUIUKU, KOTOPbIE MO-
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kunynu Poccuto B cBsizu ¢ OxTsi0pbekoii peBomonuend. Cpenu Hux Obuta Enena
[TaBmoBa (1897-1941), xoTopast BeIcTynana B TeaTpax psla AIMNOHCKUX I'OPOJIOB, B
YacTHOCTH, B I'. lokorama, 1 ucnoiiHsiia «YMuparomiero jiedeash» mno Bcei Anonun
B TO ke Bpems, uTo u AHHa [laBnoBa. ims Auusl [1aBnoBoii B To Bpemst 66110 00-
Jie€ U3BECTHO B MUPE, U 3TO 3aTMHUJIO BHUMAHUE K CIIEKTakJIsIM Enenbl [1aBnoBoii.

B 1925 r. Enena IlaBnoBa ocHOBajla CBOKO KOMIMAHUIO, a B 1927 T. OTKpbLIa
OanetHyro 1Koy B I. Kamakypa u o0y4asia 3aMHTEPECOBAHHBIX STOHIIEB UCKYCCT-
BY KJIACCMYECKOIr'0 TaHIIA, IPUBUBaja IOHUMAHUE CTAHJIAPTOB €BPOIIEUCKOTO KJlac-
cudeckoro Oanera. E€ ydeHHKH cTany BBIAAIONIUMUCS HCIIOIHUTENSIMHU KIaccude-
ckoro Oanera B Snonuu: Xupocu Cumana (CTall MPE3UJICHTOM «Accoluanuu
AMOHCKOro Oaneta»), Tusko Xarropu, FOcaky Anzyma u Axkuko Tarubana.

Kpome Enenwl IlaBnoBoii, MHOTOE I NMPENOAABAHUS U PACIPOCTPAHECHHUS
Oanera B SlmoHuu cpaenana Jpyras pycckas TaHLOBLIMIA-dMHUrpaHtka — Onbra
Cangup, koTopas mpernojiaBaia B SIMOHCKOM TeaTpe «HUTUrIKu», U TaHLIOBIIMK
JlyI>KMHCKUNA, KOTOPOTO MPUTIIACUIIN TIPENoiaBaTh OajeT B AMOHCKHUI TeaTp TaHIa
«Takapanzyka» B Tokuo. O. Candup yuunace Ganery B JleHMHrpaze u Tam ke
TaHleBaja Beaymue naptuu. OHa okazana OOJbIIOE BIMSHUE HA Pa3BUTHE SITIOH-
ckoro Oasiera B 6osee mo3anue roapl. Y Onbru Candup yuunucs Momoko Tanw,
Mukuko Manysma, Maiyo AKaMH, KaXIblil U3 KOTOPBIX BIOCJIEACTBUU BO3TJIABHII
CBOIO 0aJICTHYIO KOMITAHMIO.

Takum 00pa3oM, MOXHO BBIJCIUTH JIBa B3aUMOCBSI3aHHBIX HAalpaBICHUS
BIIUSIHUSL PYyCCKOM OaJeTHOM IIKOJIbI Ha pa3BUTHE UCKycCTBa Oanera B SAnoHuu: mo-
SBJICHUSL 3PUTEIBCKOI0 MHTEpEca K KIACCMUYECKOMY TaHIy U MPOQPEeCcCHOHANbHAs
MOJIrOTOBKA apTUCTOB Oasieta. DTO BIUSHUE COXPAHIETCA U HA COBPEMEHHOM JTare

pa3BUTHUA UCKYCCTBa OasieTa B SIMoHUMU.
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Bausinue pycckoro 6asera Ha passutue Kopeiickoro HanuonaasHoro basera

Kum Enmkon

joddy88@yandex.ru

Ceyn, Pecniyonuka Kopes,

CTyIeHTKa MOCKOBCKO# TOCy/1apCTBEHHOM aKaaeMun Xxopeorpaduu
MockBa, Poccus

B Pecny6nukoit Kopest cymiecTByroT aBe KpyIHble podeccruoHaibHbie 0a-
netHbele Tpynnbl, 3To Kopelickuii Hanmonaneubiii baner n FOuuBepcan baner. B
stom roxy Tpynne Kopeiickoro Hannonansnoro banera ncnomauinocs 50 ner, ¢
2000 roga Tpynmna UMEET CTaTyC CaMOCTOSTEILHONU IOCYJapPCTBEHHON KOMITAaHUH.

B npouecce popmuposanus Kopeiickoro HauronansHoro banera Benymiyro
POJIb UTPAET POCCUNUCKUIN OaNeTHBIN TeaTp.

[IepBbIM pe3ynpTaToM coTpyanunuectBa Kopeiickoro Hanmmonansnoro bamne-
ta u bonwmmoro Tearpa Poccuu crana npembepa B Ceyiie B 1991 rony 6anera «Jlon
Kuxot», xopeorpadusa A.I'opckoro. baner «/lon KuxoTr» Bo300HOBIIsAIa BeIyILIUI
nenaror bonbmoro tearpa Poccun Mapuna KongpateeBa. B 1992 rony nnrepec
pycckoMy OasieTy AOCTUT UM COBPEMEHHBbIX mocTtaHoBOK. Kopelickuii Hamuonans-
Heli baner npurnamaer bopuca Ditdpmana craButh «PekBuem», «be3yMHbIN JeHb,
i JKenautroa durapoy.

B 2000 rony B TeueHnue necatu mecsaues [Opwuii ['puropoBnd moctaBui B
Ceyne Takue meaeBpbl pycckoro danera, kak «lllenkynuuky, «Jlebenunoe o3epoy,
«Cmaprak». [1lepBbIMH KOPEHCKUMH UCIIOJIHUTENSMU TJIABHBIX MapTUH CTAJIA B OC-
HOBHOM BOCITMTAHHHUIIBI PYCCKUX OalleTHBIX 1IKOJ - Oanepunsl Kum [y BoH, ko-
Topasi yuusiacb B MOCKOBCKOW TOCYyIapCTBEHHOM akaJeMuu Xopeorpapuu y
M.K.JTeonosoii, u Kum JIxu En, koTopas 3akoHunna Axagemuio Pycckoro banera
umenu A.Sl. BaranoBoii, a Taxke mpuriameHHas 6anepuna ba JIxy FOH, koTopas
yansiach B MOCKOBCKO# rocyapcTBeHHOM akanemun xopeorpaduu (nemaror E.H.
Bartyns) u sBisieTcss mepBoi KOpPEWCKOM apTHUCTKOM B Tpynne boisioro tearpa
Poccun. CiennanucTsl 0OTMEUaIOT, YTO 3TH OaIEPUHBI OTIUYAIOTCS TPAMOTHOCTBIO
UCIIOJTHEHUSI, YMEIOT MepefaBaTh BHYTPEHHEE COJIEp)KaHHE TaHIIEBAJIbHBIX OOpa-
30B, UMEIOT OOJbIION Oara)k >MOILMOHAIBHBIX HIOAHCOB, YTO XapaKTEPHO JUIs

IIKOJIBI PYCCKOro Oanera.
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Muorue aptuctsl Tpynibl Kopetickoro HannonansHoro banera o6yuanuch
Ha CIIEHHAIIBHOM CEMHUHape, rJe npenojaBaiu negaroru u3 Poccuu, a Takxke 3Ha-
KOMUJIUCh C BUJEO-MaTepuaiaMu, aHAJIM3UPOBAIM M M3ydald OoraToe Hacienue,
KoTopoe umeet Poccus.

Crnexraknu ['puropoBuda uMeld OOJBLION yCHEX M ChITPAd OTPOMHYIO
poJib B pa3BUTUU HHTEpeca K kiaccuueckomy Oanetry B Kopee u pocty npodec-
cuoHanu3ma Tpynnbl Kopelickoro HammonansHoro banera. Paborta I'puroposuua
B Kopee cnocoOcTBoBana Hauasly TBOPYECKHX KOHTAaKTOB C regaroraMu MOCKOB-
CKO roCcy1apCTBEHHOM akaJieMUuu Xopeorpadumu.

C 2003 roma Kopeiicknii HantmonaneHbiii baner Hayan akTUBHO TacTpOJIH-
poBaTh MO BCEMYy MHpY, B ToM uucie B Poccum u npeacraBun Oaner «TmierHas
penocTopokHOCTE». B 2007 roxy oCyIiecTBISETCS COBMECTHBIA IPOEKT TPYIIIIBI
Kopeiickoro Hannonansnoro baiera ¢ HoBocubupckum teatpoMm onepsl u Ganera
B nocraHoBke Oainera «Cnaprak» lO. I'puroposuua; B Ceyine cocTosach TaKxke
nocTaHoBKa cnekrakist «Mycaret» b. Diigmana.

B 2010 roay B 4ecTh ABAALATUIICTUS JUIIOMATHYECKUX OTHOIIEHUU Poc-
cuiickoit ®@enepanuu u Pecyonuku Kopess B Mockse u B Ceylie COCTOSUIUCH CO-
BMECTHBIE BBICTYIUIEHHsS apTUCTOB Kopelickoro HannonansHoro banera u apru-
ctoB bonemoro tearpa Poccun — «Palimonna» u «Pomeo u J[xyneerta», Xopeo-
rpadus KOpuii I'puroposuua. I'enepanbubiii qupextop bosbimoro teatpa Poccun
A. HkcaHoB, oTMe4asi MpsIMO€ U KOCBEHHOE BIIMSIHUE PYCCKOro OajeTra Ha Kopew-
CKUIA, KOHCTAaTHUPOBAJ, UTO KOPEHCKUIA OaneT BBIPOC 32 KOPOTKOE BPEMSI, YTO MOK-
HO YBUJIETh U B JlaypeaTax MEXIYHApOIHBIX KOHKYPCOB.

B mnacrosimiee Bpems B Kopee He cylecTByeT rocydapCTBEHHOM OalieTHOM
aKaJieMuu, HET 0co00ro MpodecCHuoOHATBHOTO 00pa30oBaHus AJI apTUCTOB Oasnera.
OtoT Bompoc yxe naBHO oOcyxkaaercs B Kopee. I'puropoBuy Takke oTmeuas, 4To
JUTSL pa3BUTHSA TajJaHTa HY>KHA CHCTEMa U CIieHalibHast OaneTHas mkosa. [lonbITku
CO3/1aTh CUCTEMY 0aJeTHOro 00pa30BaHuUs, MOAOOHYIO POCCHUICKON, MPOIOIIKAIOT-
ca. C 1993 roma nmpu Kopeiickom HammonansHom banere nelicTByeT BeudepHsis
CTyausi, B KOTopol mnpenogatot 6anepunsl Kopelickoro HaunonansHoro Oanera u
KOpPEUCKUE TEAAroru-peneTuTopsl, n3yuusmme Meroauky A.fl Baranoson. [lms

IPOBEJCHUS MAaCTEP-KJIaCCOB U MPO(HECCHOHATBHOW MOMOIIM B NOJATOTOBKE OyAy-
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IMX KOPEWCKUX apTUCTOB Oanera CTyausl MpuriamaeTr neaaroroB MockoBCKon
rocyapcTBeHHOU akanemun xopeorpaduu. Kpome Toro, y:xe HeCKOJIbKO MOKOJIe-
HUW KOpPEHCKHUX apTUCTOB OajieTa MOJy4HJId MPOdeCcCHOHANbHYIO MOJATOTOBKY B
Poccun — B MOCKOBCKOI TOCYy1apCTBEHHOM akajieMuu xopeorpaduu, B AkageMuu
Pycckoro 6anera umenu A.5. Baranosoii, B IlepMckom xopeorpaduueckoM yUuIaIIe.

Takum oOpazoM, Ha COBpEMEHHOM JTane uckyccTtBo Oanera B Kopee pa3Bu-

BAETCS O] BIMSIHUEM PYCCKON OaeTHON IIKOJIBI.

3HaveHNe PYyCCKOM 0a1eTHOM IKOJIbI
B Pa3BUTHUHU UCKYCCTBA 0ajieTa B ApMEHUM

Anu Hagxapsin

n.anulik-dance@mail.ru

EpeBan, ApmeHnus

CTyieHTKa MOCKOBCKOM rocy1apCTBEHHOM akaJeMuu Xxopeorpaduu
Mocksa, Poccus

Poccust ceirpana Beayliyto posib B pa3BUTUN UCKycCTBa OaneTra B ApMEHUHU.

B 1924 rony B EpeBane oTkpbLIachk neppasi Xxopeorpaduueckas cTyaus, Ko-
TOpPYIO BO3riaBui Barpam ApucrtakecsH. 3aHATHS IO KJIACCUYECKOMY TaHILy IIpO-
BOJWJIM JICHUHTpaJAcKue crnenuanucTtel Jlannpeesnu u bpaypa. B 1927 rony na-
pajuieNbHO 1Koe ApucrakecsaHa B EpeBane oTkppurack CTynust puT™Ma M IUIaCTH-
Ku 1oJ1 pykoBoAcTBOM AHHBI [ypunsH. B 1930 rogy nyrem oObenuHeHUs 3THX
IBYX cTynuid Obln1 co3naH EpeBanckuil I'ocynmapcTBeHHBINM Xopeorpauueckuit
TEXHUKYM, KOTOpbIM pykoBoamia CpOyu Jlucuimas.

B 1933 rony cocrosinock OTKpbITHE ['0CYyapCTBEHHOTO Te€aTpa, ceiyac 310
ApPMSIHCKUI TOCYHapCTBEHHBI aKaJeMUYECKUW TeaTp omnepbl U Oanera MMEHU
Anekcannpa Crniennuaposa. [lepBas 6anernas tpymnma tearpa Opi1a chopMUpoBaHa
B.1. IIpecHsikoBbIM, OajgeTMENCTEPOM U MEJArOroM, KOTOPbIA OKOHYMII Te€aTpalib-
Hoe yuwnuine B IlerepOypre. IlepBoii GanetHoi mpembepoi crano «Jlebenunoe
o3epo» II. YaiikoBckoro, nocrasiennoe 6anermericrepom 0. Pelineke B 1935 ro-

ny. B 1938 roay Ha moct rmaBHoro 6anerMerictepa Obut npuriaiieH Miss Ap6aros.
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B 1938 rony B MockBe cocrosiock Bececoro3Hoe coBenjanue mo xopeorpa-
¢udyeckomy oOpazoBanuio. OCHOBHOHM MpoOIEMON OBLTO YTBEpKICHUE €IWHON
IIPOrpamMMbl U METOJUKH MPENOAABaHUs KJIACCHYECKOr0 TAHNA JUIS BCEX YUMJIMI]
CCCP. Takum oOpa3om, oco3HaBajcs (HaKT CO3IaHUs €IUHON PYCCKON COBETCKOM
IIKOJIbI KJJACCUUYECKOTO TaHIla, B pycie KOTOPOW poKJanach HallMOHAJIbHAs OajieT-
Has xopeorpadus.

B 1948 rogy B MockoBckoMm xopeorpauueckoM YUHIIAIIE TPOU30IUTH U3-
MEHEHHs B IIporpaMMme NpenojgaBaHusl HapoOJHO-CLIIEHNYECKHUX TaHLEB. bpu opra-
HU30BaHbl CEMHUHAPCKUE 3aHATHs, HA KOTOPBIX NEAArord MOIVIM JETAIBHEE U3Y-
YUTh 3THOTpapUuUecKuil Matepuai, cocoObl €ro nepepadoTKU U MCIOJIb30BaHUS
Ha ypokax. J{ns pa3paboTKu nmporpaMm M BEJEHHUsS] CEMUHAPOB MPUBJICKAINCH CIIe-
nuaaucTsl U3 pecnyonuk. Koncyiabrantom ot Apmenun 01 ApdatoB, 1 B 1949
roy Ha KoH(epeHIHH Mo xopeorpaduueckoMy oOpa30BaHUI0 MMEHHO KIIACCHI
apMSHCKOT'O HapOJHOIO TaHIa ObUIM MPU3HAHBI TOKA3aTEIbHBIMU.

B 1940-41 ronax 6anerHoit Tpynmoi CreHIuapoBCKOTO TeaTpa PyKOBOIMII
Muxaun MouceeB. OH okoHuns MockoBckoe yurimine. B EpeBaHe mocTtaBui
«AHant», «Paitmonny», «Konbka-I'opOynka». B 1942-43-em roay riiaBHBIM 0a-
aetmerictepoM CHeHIUAapOBCKOTO TeaTpa ObLT BBIJAIOIIMKACA PYCCKHI OaneTMmeit-
crep Jleonun JlaBpoBckuii. OH mocTaBui npenecTHyo «BanbmnyprueBy Houby» [y-
HO U B 40-bie roasl — O6aner «KaBkazckuil mieHHUK» AcadneBa. JlaBpoBckuii mpu-
HSUI aKTUBHOE y4yacTHe B Pa3pabOTKe JTUOPETTO MEPBOro apMSHCKOTO KJlacCHye-
ckoro Oanera «XanayTt». baner craBun ApOaToB, MOCKOJIbKY JIaBpOBCKOrO OTO-
3Bajii B MOCKBY.

1947 rony B EpeBan ObuT ipUriaIieH riaaBHbIN OaneTMeiictep My3bikaibHO-
ro tearpa umenn K. Cranucnasckoro u B. Hemuposuua-/lanuenko Biangnmup
Bypwmeticrep, koTopsiii moctaBui «lllexepe3any» Ha My3bIKy CUM(QOHUYECKON TO-
sMbl Pumckoro-Kopcakosa.

B 1947 rony na EpeBaHckoil ciieHe BnepBble nosiBuiica OaneT «['asHo»

Apama XavarypsiHa. 910 ObUIa moctanoBka HuHBI AHHCHMOBOM, MpeMbepa KOTO-
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poii cunmamu Jlenunrpaackoro KupoBckoro tearpa cocrosiack B 1942 romy B
[lepmu.

CBoum paciseroM EpeBaHckoe xopeorpaduueckoe y4UIUIIE BO MHOTOM
ObLIO 0053aHO XYJ0)KECTBEHHOMY pyKoBoauTento Makcumy Maptupocany. OH
Hayan oOyuenue B EpeBane, a 3akonumi ero B Mockse no kiaccy A.M. Pyaenko.
B EpeBaHCKOM y4MIIMILIE OH MPENOJaBal KJIACCUYECKUN U IyITHBIN TaHEll, a Xy-
JI0)KECTBEHHBIM PYKOBOJUTENIEM ObUT JOBOIBHO 10aT0 (1958-1971) u ocraBasncs
OBl elie JA0JbIIIe, €cli Obl HE MPUTIIAIIEHUE B CTOJMILY Ha TY )K€ JIOJDKHOCTh B Mo-
CKOBCKOE akajemMuueckoe xopeorpaduueckoe yummuiie (MAXY).

B 1960-¢ ronsl oTkpbUIMCh negarorundeckue Kypcsl B MAXY mis Hauumo-
HaJIbHBIX KaJpOB, KOTOPHIE OKa3aldu JIEHCTBEHHYIO MOMOIb PECHyOJIMKaHCKUM
yumumam. Crtaxepsl n3 ApMEHUU MUMEIM BO3MOXXHOCTh MOCEIIATh KJIACCHI JIy4-
[IMX CHELMATMCTOB MOCKOBCKOM IIKOJIBI M BECTH TaM IPAKTHUYECKYIO padoTy.

B 1961-1967 ronpr ApMsHckuii 6aneT Bo3riasisi Eprenuit Yanra - ussect-
HBIM JaTeilIcKuil Oanermeiictep, koTopelid okoHurs1 ['MUTUC. OnHolt U3 npuynH
npurnamenus Yauru B EpeBan Ob1 yenex «Cnapraka» Apama XadarypsiHa, MO-
craBieHHOro uMm B Pure B 1960 roay. IlepBas nocranoBka «Crapraka» yBujesa
cBeT pamrbl B 1956 rogy B Kuposckowm tearpe B moctaHoBke SIkoOcoHa.

B 1968 romy cocrosiiack mpembepa OJHOAKTHOTO Oasiera «@paHuecka na
Pumunan» Ha My3bIKy cuMpoHndyeckoi ganTtazun YaiikoBckoro. IloctaHoBKY ocy-
uiectuil FOpuit XKnanos.

JIns oKazaHWs METOAMYECKOM NMOMOIIM B EpEBaHCKYIO WIKOJY MEPUOAHYE-
CKM NpHE3XKaau KOHCYIbTaHThl M3 MockBbl u JlennHrpaga - Tkadenko, OpiioB-
ckas, ITecroB, ManaxoBckas. B 70-wie, 80-b1e Tonpl ¢ EpeBanckum xopeorpaduue-
CKUM YYWIMIIEM U C TEaTPOM COTPYAHUYAIM JBE YYECHUIbI BEIUKON Baranosoin -
®es banaduna u Hatanes [lynnHckasi, 3 HAMEHUTBIN TIpeMbep MapuUHCKOTO Teat-
pa — Koncrantun CepreeB u ofuH U3 KpynHeWmux pedopmaropoB Oanera Oner
Bunorpanos.

B 70-b1e ronpr HabOMIOMATICS BCIUIECK MHTEpeca kK Oanety «['astH?», KOTOPHIi

JKUBET Ha apMsSHCKOH ciieHe yxke 38 ner. B 1982-om roay Oblia mpembepa Oaneta
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«Mackapaa» Ha My3bIKy Apama Xaudatypsana. JIubperro o apame JlepmonToBa u
noctanoBMkN — Hatanbs Peokenko u Buktop CmupnHoB-I'onoBanos. B 1984-86
rojiax XyJ10°)ke€CTBEHHbIM pyKOBOJAUTENEM OaneTHOM Tpynisl padoran Hopaiip Me-
rpalsiH, OH OpraHu30Bajl BoccTaHOBIEHUE «PoMeo n J[KyJIbeTTh» U MEPEHOC elle
onHoi nocraHoBku Onera BunorpagoBa «JIuza u Konen» Ha My3siky Jlyn I'e-
poJbaa.

B 2009 roxay, wepes 50 net mocie mpembepbl bombioro Teatpa, Ha CIeHY
EpeBanckoro ['ocynmapctBeHoro Akaagemuueckoro Tearpa Onepsl n banera um.
CrnienaiapoBa BEpHYJICSI ¢ MUPOBOM cliaBoil baer Apama XadarypsiHa «CrapTak»
B nnocranoBke IOpus ['puroposunya.

My3sbika «Crapraka» - OZHO W3 OCHOBHBIX HAlMOHAJIBHBIX JIOCTOSIHWIA,
JIeNaroMX 4YecTh apMsSHCKOMY Hapoay. Bepcust I'puropoBuua Tak M ocrajiach
Jdy4iied B cueHndeckoi cynp0e «CrapTakay, B IOJb3Yy TpakToBKU ['puroposuua
HEOJHOKPATHO BBICKA3bIBAJICA U caM KOMITIO3UTOP ApaM XadaTypsiH.

TakuMm o0pa3oM, Ha IPOTSHKEHUU BCEU UCTOPUM UCKYCCTBa OaneTta B ApMe-
HUU MbI BUJUM OCHOBOIIOJIAraroiiee BIUsIHUE PYCCKOM OaleTHON IIKOJIbI, TBOpYE-

CKO€ COTPYJTHHUYECTBO U B3aMMOOOOTaI[EHUE HAIIMOHAJIBHBIX KYJIBTYP.
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POCCHUHCKOE OBPA30OBAHUE B OBJIACTH HCKYCCTBA BAJIETA
B COBPEMEHHOM MUPE

MockoBckasi rocyiapcTBeHHasi akajgeMusi xopeorpaduu u MHCTUTYT pycckoro
O0asera (SIimonmsi, TokHo): 0CHOBBI B3aUMOAEHCTBHUSA 0AJIETHBIX IIKOJI

N.IO. CpipoBa

ballet.ira@mail.ru

3aCITy»KE€HHBIN JieaTesib UCKyccTB Poccuiickoit deneparun, npodeccop
MockoBcKasi TOCy1apCTBEHHasl akaJieMusi Xopeorpapuu

MockBa, Poccus

Bxnan pycckoi mIKoJbl KJIACCUYECKOI0 TaHIla B pa3BUTHE UCKYCCTBa OajeTa
BO BCEM MHPE TPYIHO NEPEeOUeHUTh. MOCKOBCKas IIKOJA KIACCHYECKOrO TaHIA
UTpaeT OOJIBIIYIO POJIb B 3TOM IIPOLECCE.

B 1988 roay B r. Tokuo Obu1 opranuzoBan Muctutyt Pycckoro Oanera, rae B
tedenre 10 ner mpenojgaBajiy Mearoru U3 MOCKOBCKOW IIKOJIbI. Bo3riaBui ero
Kenm3u Ycyn — u3BeCTHBIN MCKYCCTBOBEI, B MPOIIIOM - apTUCT OaseTa, celyac -
rnaBa BcesimoHckoil OalieTHOW accouMaliuu, Mo4eTHbld npodeccop MoOCKOBCKOM
rocyaapcTBeHHoi akagaemun xopeorpadun (MI'AX).

[Ipotiecc 0OyueHus ObUT KPYTIOTOJUYHBIM U HEMIPEPHIBHBIM U TIPOBOIUIICS
1o nporpaMMe o0y4yeHus: apTUCTOB Oanerta B Poccuu, HO ¢ y4eTOoM MECTHOM crie-
UUKU OpraHu3aluu yuyeOHoro mpoiiecca. beuin HaOpaHbl HECKOJIBKO KJIACCOB
JIeTe MJIaJIIEro, CPEIHETO U CTapIIero Bo3pacTta. KpoMe 3aHITUI ¢ AETHMU IIEN
YPOK 11 Ipo(hecCUOHAaIOB M KJIacC METOIUKH MPETNojaBaHus KIaCCHUYEeCKOro TaH-
1a JyIsl neaaroroB. BaxkHo, 4TO ypOKH BEIUCH MO <GKUBYIO» MY3BIKY, T.€. B COIIPO-
BOXKJIEHUU KOoHUEepTMeiicTepa. [lo3nHee 100aBMIIMCh YPOKH UCTOPUKO-OBITOBOTO U
HapOJHO-XapaKTepHOIo TaHIIA.

Crnenyer OTMETUTBH OOJIBILION MHTEPEC K PYCCKOM METOJMKE MPEenoJaBaHUs
KJIACCUYECKOT'0 TaHIA, TaK Kak B SIMOHMU BO MHOTMX HIKOJIAX U CTYJIUSIX HE OBLIO
MOCIIEIOBATENILHOTO TIpoliecca oOydeHusi. MHOTHE CTyIEHTHI, TPOy4YuBIIUCH B 1H-
ctutyte Pycckoro Oanera, mpuesxaiu u 3akaHuuBain o0yuenue B Mockse. Cpenu

HUX €CTh MpEeKpacHbie MpodeccroHambl, JaypeaTbl MEXIyHApOJIHBIX KOHKYPCOB
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aptuctoB Oanera: Mopuxupo Msara — conuct bonsmoro tearpa Poccun; Cunody
TakuTa — 3acimyXeHHas apTUCTKa YKpauHbl, Beaymas OanepuHa HannonanbHOTO
aKaJIeMUYECKOro Tearpa ornepsl U 6anera Ykpaunbsl,; Mukku Batanabe — conucTka
benopycckoro Axkagemuyeckoro bosbmioro tearpa onepsl u 6anera; Mukku Xa-
MaHaka — Benyias O6anepuna HamuonanesHOTO Teatpa omnepbl u Oanera JIMTBBI u
npyrue. Cpenu nenaroroB MI'AX, paGoTaBIIMX HEOJHOKPATHO B ATOW IIKOJIE, -
Kysnenosa I'.K., Konenuenko JI.A., ®apmansui E.I'., CeipoBa WN.1O., bonnapenko
A.N., ITectoB II.A., YkcycuukoB 1.B., Kynukosa B.1., Ocunosa N.U., SmenkoBa
N.A. u npyrue.

B 1998 rogy 310 y4eOHOE 3aBefcHUE 3aKpPbUIOCh HM3-32 AKOHOMHUYECKUX
TPYAHOCTEM, HO 3aKIIFOUUTENIbHBIN KOHLIEPT, B KOTOPOM IPUHUMAIN Y4aCTUE MHO-
rUe yK€ OTYUYMBILIMECA apTHCTHI OajeTa, CTaBlIue NpodeccuoHanamu, JUIHICS TpU
yaca ¥ uMeJ 00JIbIoi yerex. beumi mokaszansr: grand pas u3 6aiera «Ilaxuray, 3-i
akT u3 O6anera «Konmenus» 1 60JIbIION TUBEPTUCMEHT.

B nacrosimee Bpems B MI'TAX oOyuaeTcst 60ee cTa MUHOCTPaHHBIX CTYIEH-
TOB, U CPEOU HUX MHOTO SIMOHLEB. [ JlaBHasi MeYTa MHOTUX U3 HUX - OCTaThCs B
Poccun u TaHieBaTh B HalIUX OajeTHBIX Tearpax. Exeronno B MI'AX npuesxaror
IPYIIbl IETEN pa3HOro BO3pACTa, a TAKKE MX IEIaroru Ha CEMHUHApbl, KOTOPbIE
POXOAsIT ¢ O0dbIIMM ycriexoM. M yxke cpen SMmOHCKUX IMeIaroroB BCTPEYaeTCs

MHOT'0 HaluX ObIBIIKX cTyneHTOoB MHcTutyTa Pycckoro Ganera.

Bausinue pycckoi 0aj1eTHOM LIKOJbI HA Ppa3BUTHE KJIACCHYECKOro 0ajera

B.B. AuucumoB

balletacademy-kkdt@yandex.ru

HapoaHbIN apTucT Poccuiickont denepanuu, npodeccop,
3aBeyIOINN Kadeapoi KI1acCHYeCKOro U Jy3THOTO TaHIa
MoOCKOBCKOI rocyJapCTBEHHOU akajeMuu xopeorpaduu
MockBa, Poccus

Bocnuranue n o0ydyenue Oyayniero aptucra 6ajera BO MHOTOM OIPEEsieT

IIKOJIA, €€ TPaJAULIUN, HATTPABIICHUE U MAaCTEPCTBO MPEMOAABATES.
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Haunnas ¢ XX croserus, pycckas IIKOJIa UMEET UCIOIHUTEIBCKYIO CaMO-
CTOSITEIIBHOCTD. [[7151 pyCCKOM IIKOJIBI XapaKTEPHBI: COBEPILIEHHAS! TEXHUKA, CTPOTO
aKaJeMUYECKU CTHJIb, IIPOCTas MAHEpPA MCIIOJIHEHMS JIBM)KCHMS — CHEepIKaHHad,
MsTKasi, CBOOOTHAs OT BHEMIHUX 3(PEKTOB U, camoe TIIaBHOE, kuBas. Hukakas,
JlaXkKe camasi BBICOKas, TEXHUKA TaHIA, €CJIM OHA MEPTBA, MEXaHUCTUYHA, HE MOKET
CIIy’KMTbh UCKYCCTBY, BOCIIEBAIOIEMY XW3Hb U TBOPYECTBO. VIMEHHO 3THX NpHH-
IIUTIOB MPUACPKUBACTCS MOCKOBCKasi TOCyJapCTBEHHAs akajeMusl Xxopeorpaduu
(MT"'AX).

B crenax Hamel akajgemMuu padoTaiv sipyailive NpeJCTaBUTENN M1e1aroru-
KM KJIaCCHY€eCKoro 0anera, co3gaBUIMe Kiaccuueckoe oopazoBanue. OHO 3WKIETCS
Ha [IyOoyaillleM 3HAaHUM MpeaMeTa M TPagulusaX, B E€IUHEHUM HapOIHO-
XapaKTEPHOT0, Jy3THOTO, HCTOPUKO-OBITOBOTO U KJIACCUYECKOTO TAHIIEB B COJPY-
KECTBE C My3bIKaJIbHBIM 00pPa30BaHUEM.

BnusiHue Haielt akajeMu Ha pa3BUTHE KJIACCUUECKOro Oaera B MUpE J10C-
TaTO4YHO BeNMKO. [lemarorm akagemMuu MpoBOJSAT MAcCTEP-KJIACCHI BO MHOTHX CTpa-
HaX MHUpA, YTBEpKJasi TPaAULMKU PYCCKOM LIKOJIBI Kilaccuueckoro 6anera. Hampu-
Mep, B TedeHne TocnenHux 6 ner B Hero-Mopke n mrate KOHHEKTHKYT NPOXOIAT
MacTep-kiaccel memaroroB MI'AX 1o KjlacCUueckoMy, Ty3THOMY, HapOJHO-
CIIEHMYECKOMY, MCTOPHKO-OBITOBOMY TaHIIaM. DTH MacTep-KJacchl MOJIb3YHOTCS
OTPOMHOM TMOIYJISPHOCTBIO U ycriexoM. [locie 3ansaTiil B Mactep-Kiaccax MHOTHE
JIETU U3BSBISIOT KelaHue yunutbesi B Poccun, nocrynarot B MI'AX u nponomxka-
10T 00y4aThCsl PyCCKOM IIKOJIE OAJIETHOrO MCKYCCTBAa. MBI C TOPAOCTHIO MOXKEM
CKa3aTh, YTO YK€ 3TH YYACTHMKU MacTep-KjIaccoB mo okoHuyaHun MI'AX Owuin
IPUHATHI B TAKME 3HaAMEHUThIC OaJieTHbIE TPYIIbl, Kak OaneTHas Tpymnna bosbiio-
ro tearpa Poccun, tpynma ABT B Hero-Mopke, Tpynmna MuxaiinoBckoro Tearpa B
Cankr-IletepOypre. DT0 CBUAETENHCTBYET O KU3HECTIOCOOHOCTH PYCCKOM Oaner-

HOMH IITKOJIBI U BOCTPEOOBAHHOCTH €€ B COBPEMECHHOM MHPE.
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Pycckas 0ajieTHas IK0JIa M pa3BUTHE XOpeorpadgpuyeckoro o6pa3oBaHus
B PecnyOsiuke Kopes

JI.B. KoBaJjieHko

balletacademy-lvk@yandex.ru

CTapHII/Iﬁ IIpCIIoAaBaTcCJib Ka(i)eﬂpbl KIIACCUYECKOI'O TaHIla
MoOCKOBCKOM rocy1apCTBEHHOH akaJieMuu Xopeorpapuu
MockBa, Poccus

Kopes - a0 cTpana c¢ apeBHel HCTOpHUEH, CaMOOBITHOW BBICOKOPA3BUTOM
KynbTypoil. Brmots 10 koHna XIX Bexka B Kopee coxpaHsiiack opueHTalus McC-
KJIIFOUUTEIBHO Ha TPAJUIMOHHYIO KYJBTYPYy, UCKIIIOYAsl BIMSHHUE WHBIX KYJIbTYp
V3BHE.

B 1894 romy HOBBIM MpPaBUTEILCTBOM IPOBOAUTCS KpymHas pedopma.
['aBHBIM COOBITHEM CTAJIO MOSBIICHUE 3aIMaJHbIX KYJIbTYpHBIX Tpaaumuii. B 1902
roay B Kopee ObUT OTKPBIT MEPBBIM TEATp 3alaJHOIO THUIIA MO Ha3BaHUEM «XEM-
Hroneca». M Tombko B 1926 rOmy COCTOSIIOCH 3HAKOMCTBO C 3alajHo-
eBponeickuM TaHieM. banetnesie Tpynmbsl SAnonuun. benopyccum u Poccuum (T.
BniannBocTOK) mokaszanu KopeiickoMy Hapoay Xxopeorpaduueckue MUHUATIOPHI.

B 1962 roxy 6b110 00BsBIICEHO O co37aHUM TPyl «HarmoHanbHbIN TEaTp
TaHIIa», KOTOPBIM B TTOC/IEICTBUU OB Ha3BaH «HarmonanbpHbIM OaneT Kopeny.

B 1991 rony Obln moamucaH I0TOBOp O COTpyAHUYECTBE Mexay Poccueit u
Pecniyonukoit Kopesi. Kopetickasi HaniioHanpHas TpyIma cTajla TECHO COTPYIHH-
yaTh ¢ bonbmmm Teatpom. HeotHOKpaTHO BO30OHOBIISIIA [Tl 3TOM TPYMIIBI OANEThI
kiaccuueckoro Hacneauss M.B. KongparseBa. C 2000 roma koMIiaHusi Hayaja Tec-
Hoe corpynaunuectBo ¢ FO.H. I'puropoBudem. banetsl B ero pepakumu: «Jlebenu-
HOe 03epo», «Pomeo u [xynwerray, «PaliMonga», «Cnapraky», «IllenkyHuuk» pe-
TYJISIPHO MAYT Ha Kopehckou crieHe. [locTosHHO unét oOMeH BeAyIUMHU TAaHIIOB-
IIUKaMU U COJIUCTaMU 00€UX TPYIIIL.

Benymue Ganernbie mkoiasl Kopen TE€CHO COTPYIHHYAIOT C POCCUHCKUMU
negaroramu. B 1993 rony Oblna opranm3oBana mikosia pu Kopeiickom Harmo-
HasibHOM Teatpe. C 2004 roga Ha4aJIOCh TECHOE COTPYIHUYECTBO ¢ MOCKOBCKOM

rocyaapcTBeHHoi akaaemuert xopeorpadun. I'.A. Koznosa, B.H. Kynukosa, T.A.
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["anmbuieBa, JI.B.KoBanmenko pabotanu B 910 mkoje. B HacTosiee Bpems: TaM pa-
ooraet E.C. MuukoBa.

B Ceyne 36 y4yeOHbIX 3aBefieHH HMEIOT xopeorpaduyeckuil (akysbTeT.
CaMmpiM ny4dmuM cuuTaeTcsa OaneTtHoe otaeneHue Kopeickoro HaluoHaJIBHOTO
YHUBEpPCUTETA, OTKpBITOE B 1993 roxy. 310 ennHCTBEHHBIN YHHBEpcUTET B Kopee,
JUTsl KOTOpOro ObLT pa3paboTaH crelHalIbHbIA YUeOHbIN MIIaH, MOJA00HBIA PYCCKUM
OJIETHBIM IIKOJIaM.

CymecTtByeT TEHACHUMS TPUITIAIIEHUs PYCCKUX IE€AaroroB. Bragenbiibl
MaJIEeHbKHX CTYJUN CUUTAIOT, YTO PyCCKasl IIKOJa BeCbMa BOCTpeOOBaHA U JICXKUT B

OCHOBE KOPEHCKOM HAITMOHATBHOM OAJIETHOM IIKOJIBI.

Pycckoe xopeorpadpuyeckoe 00pazoBaHne KaK KOHUEIUS

M.E. Baaykun

ballet-gitis.ru

KaHJ1. UICKYCCTBOBEICHUS, ITpodeccop,

3aMECTHUTEIb 3aBEAYIOIIEro Kadenpoit xopeorpaduu
Poccniickoro ynuBepcureTa tearpanbHoro uckyccrsa - [ U'THUC
Mocksa, Poccus

KoHuenTyanbHOCTh PYyCcCKOro xopeorpaguueckoro o0pa3oBaHusi — I3TO,
MpeXe BCEro, CHCTEMa WJel, METOJ0JIOTHH 1 CrocoObl MX Boruiomenus. Ho 006-
pa30BaHUE MOXET CYIIECTBOBATHh TOJILKO MPH HAIMYWUA U aKTUBHOM (DYHKIIMOHH-
POBaHUM B OOIIECTBE MpPEAMETa, IJII KOTOPOTO HEOOXOIUMO KOHKpPETHOE 00pa3o-
BaHue. Takum o0pa3oM, cieayeT onpeaeanTbes ¢ nousTuem «Pycckuil 6aner» kak
JEHCTBYIOIMM O0BEKTOM Ha COBpEMEHHOM 3Tamne. M 31ech Bo3HMKaeT He0OX0oau-
MOCTh (OPMYITHUPOBKH HEKOTOPBIX BOIPOCOB, PEIICHHS KOTOPBHIX MPEANOIararoT
JMCKYCCHOHHOCTD, C OJJHOW CTOPOHBI, U HEOTHO3HAYHOCTH, C APYTOH.

[lepBoe, «Pycckuii 6aner» - 3T0 GEHOMEH UCKYCCTBA WU KYJIbTYphI?

Bropoe, Mo>kem 1 MbI TOBOpHTH 0 «Pycckom OaneTHoM (heHOMEHE» CeroIHs?

Pycckuit Ganer, HauaB (opMUpOBAaThCS Kak sBIICeHHWE B Hadaie 18 Beka B
HEJ[pax JBOPSHCKOMN KYJIbTYpHI, Cpa3y 3asgBWI O ceOe Kak O CaMOOBITHOM SIBIICHUU,

OCHOBaHHOM Ha BBICOYAMIIEN IYXOBHOCTH, ONPEHECIAOLICHCS MEHTAIbHOCTHIO
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Bcero Hapona. M3HauanabHO SIBJSSICH pa3BiedyeHUEM, MO Mepe mpodeccrnoHanmsa-
nuy OajeT TPAaHCIOHHUPOBAJICS B 0O0JIACTh MCKYCCTBA, KOTOPOE MOJAPa3yMeEBAET
BJIaJICHHE MAaCTEPCTBOM, YCIIOBHOCTh M BO3JICMICTBHE HA YEIIOBEUECKOE CO3HAHUE U
IIOZICO3HAHHUE.

Ho ecnu 6aner — nckyccTBo, TO KakoBa ero 1eib? [lo cioBam Apucrorens:
«llenb UCKycCTBa — HE B 3aHUMATEIBHOCTH U yIOBOJBCTBUU, & B HPABCTBEHHOM
BOCIHUTAHUU yenoBekay. OTHocutes m 3To K Oanery? K «Pycckomy Ganery» - na.
Hcropuyeckn pyccKuMid HapoJ HMMEN BBICOYANIIYI0 HPAaBCTBEHHOCTb. JTa HUIES
CTEP>KHEBAsI BCEU PYCCKOM I'OCYIAPCTBEHHOCTH U BCETO HCTUHHO PYCCKOTO UCKYC-
ctBa. llopa3uTenbHO, 4TO WHOCTpaHHbIE OaleTMeWcTephl, HauumHas ¢ Dpania
Xunwshepaunra, npuesxkasi B Poccuto, crpeMuinchy NOHITH €€ HapoJ, oOpadaTbiBas
HallMOHAJIbHBIE MEJIOJMH U CTaBs OaJeThl HA PYCCKYI0 TeMy. Pycckas neBydecTsb U
MSATKOCTb, PyCCKasi HEJOCKa3aHHOCTh U IPYCTh, BEUHAsl PyCCKasl KEPTBEHHOCTb U
npeoOpakeHre — BCe ATO JIETII0 B OCHOBY PYCCKOM KJIACCMYECKOM MIKOJIBbI. MOKHO
JIM 3TOMY Hay4HuTh? IDTO B KPOBH, HA TEHETHYECKOM YpOBHE. OCHOBBI 3aJ10KECHBI.
Jarnee mien npouecc OTKpUCTAILIM3aul GopM camoit cuctembl. Ho Ganer Hukorna
He ObUT 3aMKHYTOM cucTemoi. Bkitouas B ceOst pa3nuuHble OOBEKTHI, KOTOPHIE
UMEJT CBOM KPUTEPHUH, B3aUMOJICHCTBOBAIIU JIPYT C APYrOM M OOBEKTaMU APYTHX
cucteM, OajeT MOCTOSTHHO Haxoawjcs B pa3BuTuu. Ho mapanokc 3akirodaercs B
TOM, YTO CUCTEMA, XOTS U ObLIa OTKPBITOM, COXpaHsia ayTeHTUYHOCTb, BIUTHIBAs
Y aCCUMUJIPYS UHBIE pa3pabOTKHU.

Pycckuii 6anet kak 0ObEKT BXOAUT B CUCTEMY Xopeorpaduu, KoTopas Kak
O0OBEKT BXOAMUT B CHCTEMY UCKYCCTBA, KOTOPOE B CBOIO OYEpE[lb SBISAETCA 00BEK-
TOM KYJbTYPHOU cucCTeMbl. TakuM 00pa3oM, BCE JIOKAJIbHbIE CUCTEMHBIE OOBEKTHI
B3aUMOJIEUCTBYIOT Apyr ¢ apyrom. CrnepoBatenbHo — «Pycckuii Ganer» - 3To
KyJIbTypHas napaaurma Hapomaa. C 3Tux mo3uiuii — 310 GeHOMEH.

EBpomneiickas rinobanu3aiius W WHTETpalvs Hadalnuch He Buepa. [Iporecc
MPOCIEKUBACTCA € F1I0XU Bo3poxkaeHUs, C KaXIbIM CTOJIETHEM Habupas 000pOTHI.
Mup MeHsICS B MEHSETCS C MyTaroIiei opicTpoToi. ['mobanu3anus noapazymeBa-

€T CTUPAHUEC HAIMOHAJIbHOT'O CaMOCO3HAHUA Halui u HapOO0B. v MHPOBOI'O Kalln-
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tana nousatuss Poaunbl He cymecTtByer. g Oonee 3ddekTUBHOTO yrpaBieHuUs
HapOJaMu HYKHO HE BBICOKO€ HCKYCCTBO, & MACC KyJbTypa, PaclpOCTPaHECHUIO
KoTtopoit crocobctByror CMU. HaM HaBs3bIBalOT HEKYH0 MOJICIb TMOBEACHUS
(KyTbTYpHBINA ypoBeHb). Pycckuii Oaner, octaBasch Ha BBICOKOM JTyXOBHOM YpPOB-
He (ues KePTBEHHOCTH PEePPEHOM MPOXOIUT Yepe3 KIIACCHUYECKOe HaCIeIue:
«Jlebenunoe ozepoy, «Paiimonnay, «lllenkyraunky, «lon Kuxor, «3cMmepanbaay,
«Ilerpymika» u J1p.), SBISIETCS AHTarOHUCTOM NoM-apTy. LleHOW HEBEpOSTHBIX
YCWJIMM OH TPOTUBOCTOUT XOPEOrpapuueckoMy ByJIbIapHOMY JTUOEpaTU3MYy.

Ecnu cnenats moaOOpKy HMTAT U3 MHTEPBBIO 3alaHBIX XOpeorpadoB U UX
MPOTaroHUCTOB, MpUTralIaeMbIx padoTath B Poccuto, TO BHIPUCOBBIBACTCS OYEHB
mobonbiTHAA kapTuHa. Tak, nmocie npembepsl «Pomeo u Jlxxynberray P. [loknura-
Py, OJIHA U3 OTEYECTBEHHBIX KPUTHUKECC 3asIBUJIA, UYTO HAKOHE-TO bonbion comen
C KOTYpHOB. banermeiicTep, 4eil OJHOAKTHBIN CIIEKTaKIb ObLI MOcTaBlieH B bosb-
1IOM TeaTpe, OTMETUIL, UTO, OKa3bIBACTCS, HALLIM aPTUCTHI HEMJIOXO NOATOTOBJIEHBI.
VY Hux xopomas pactsxka. Eiie oJIMH «COBPEMEHHBIN KIIACCUK» CKa3all, 4TO pycC-
CKHME BCErja 3aJar0T CIMIIKOM MHOI'O BOIIPOCOB: 3aueM U nodemy. Hawo [lyaro:
«4 moka He mpennarato IletepOypry maapujackue paOOThl MOCAEAHUX JIET: IS
ATOW TPYMIIBI OHW CIHUIIKOM cyMmacuemamue». Jlanee on nmpomomxui: «Jlon Ku-
XO0T», I0-MOEMY, OUYE€Hb CTPAHHBIN CIIEKTAKIb» [1]. MBI ObUIH 1711 HUX CTPaHHBIMU
u ocrtaHemcs. Ho Bompoc MOXHO MOCTaBUTh W MHAY€, MOXKET OBITh OHU JJI HAC
CTpaHHbIE, JIOJY, MMOTEPSABIINE CBOE U Hecylue HaMm uyxoe? OOuH U3 apTHCTOB
bosnpmoro tearpa mocie 04epeaHON 3araJIHONM HOBAIlUM TOBOPWJI, YTO MOCTAaHOB-
UK TpeOOBaj OT HUX HE BKJIAJbIBATh HUKAKUX SMOLUM B JIBI)KEHUE, a OHU, BOC-
IMUTAaHHBIE PYCCKOW IIKOJIOM, CTPEMUIIACH MOHATHh CMBICI MPOUCXOASIIEr0, KOTO-
poro Tam He ObLIO.

Xopeorpaduueckas riaodamu3amys CTepiia HAIMOHAIBHBIC YEPTHI, IIKOJIBI.
Hama mkona eme aepxurcs. Ho kak 10JIro Mbl CMOKEM BBICTOSITh, OT 3TOT'O 3aBU-
CUT Hare Oyyuiee.

OcHoBHBIE 0a3MCHBIE MOMEHTBI PYCCKOM IIKOJBI — OCMBICIIEHHOCTh M OfY-

XOTBOPCHHOCTD. VY Hac Hetr IMyCTBIX I[BI/I)KCHI/II\/'I, COCTaBJIAIOIHNX JICKCHUYCCKYIO OC-
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HOBY TaHIa. Kak OoraT m MOTy4 pyCCKHUH SI3bIK, Tak O0orat u MacmrtadeH Pycckuit
Oanet. 31ech HET 0€3yMHOr0 KOJIMYECTBA JBI)KEHUN HA €IMHMILY BPEMEHH, 37€Ch
OTCYTCTBYET CHEKYJALMS HAa MMEHAx BEJIMKUX KOMIIO3UTOPOB, 31€Ch HET HU30-
HIPEHHOU UTPBI OE3TyIIHBIX U BBIXOJOMIEHHBIX (POPM.

Spuaiitmium coObITHEM cTalla IpemMbepa BoccTaHoBIeHHOTO «MBana I'po3-
Horo» HO. I'puropoBuya. M 310 Ha ¢GoHE MOCIEIHUX MEIKOTpaBYATHIX MPEMbED.
[lopaxaeT, 4TO CHEKTAKIb BEPHYJ apTUCTAM HHTEPEC K HMCTOPHUH, JIUTEPATYpE.
Hcnonuurens ri1aBHOM nmaptun yntaer Kapam3nHa, YyuTaeT KpUTHUYECKH, C YEM-TO
COTJIACEH, C YEM-TO HET, NOTPYKACTCSA B KyJIbTYPHBIM IUIACT 3MOXH; apTUCT, TaH-
nytomuii KypOckoro, 3aunThiBaeTCA EPENUCKOM cBoero repost ¢ I'po3nbiM. BoT B
4yeM 3akiroyaeTcs (eHoMeH pycckoro Oaneta. [lopakaeT, kak abCONIOTHO TOYHO
BBIOpAaH MCTOPUYECKHII MOMEHT BbIXOJla CHeKTakisl. Poccun HyKHa cuibHas JIU4-
HOCTb. B Ganere B TOM umcie.

W ecnaun Mbl roBopuM 0 OanieTe kak 00 UcKyccTBe, To ciioBa B. ConoBreBa 0
«BBICILIEN 3aJ]a4e UCKYCCTBAa KaK OCYIIECTBIEHUE B HAllle JEHCTBUTEILHOCTH al-
COJIFOTHOM KPacoThl WJIM CO3/IaHHUE BCEJIEHCKOI'O JYXOBHOIO OpraHusma» [2], Ha-
nMcaHHble OoJyiee CTa JIET Hazaj, MPUOOPETAIOT CEroJiHd MEPBOCTENEHHOE 3Haue-
Hue. XopeorpaduyeckoMy paJuKalbHOMY MOJEPHU3MY, Pa3jioKUBLIEMY HaIUO-
HaJIbHBIC IIKOJBI, MBI JOJKHBI MPOTUBOMOCTaBUTh Pycckuii GaneT Kak JTaHHOCTb,
KOTOPYIO MbI 00s13aHbl COXPAaHUTH JJIs1 OyAylel )KU3HU HallUU U CTPaHBbI.

Crucok nurepaTypbl
1. lyato Hauo «MHe xo4eTcsl MPUBHECTH B TaHEIl 3aMax KaCMUHA, MOPS U arlelb-
cuHoBy/ MutepBpro PBK/http://www.rbcdaiiy.ru

2. ConoBbeB Bin. O0mmuit cmbicn uckyccrBa. Cobpanue counmnenuit. T. 6. M.,

1982.
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OOyuenue ctyaeHTOB MOCKOBCKOI rOCYyAapCTBEHHOM aKkageMUH X0peorpa-
(puu A3BIKY COBPEMEHHOI'0 TAHLA

JbBuc Podeprcon
davisrobertson@gmail.com

XYJI0’)KECTBEHHBIN PYKOBOJAUTEIb
Ixomner 6anera Hxopdpu (Joffrey Ballet School)
CIIIA, Hero-HNopx

bonee necsatu ner s sABIsicA mpembepoM OaneTHo#l Tpymmbl [Ixodpdpu
(Joffrey Ballet), Tie moy4r1 ONbIT UCTIOTHEHUS KJIACCUYECKOTO pernepryapa, Co-
BPEMEHHBIX TPOU3BEICHUN U penepTyapa cTulls «moaepu». Kpome Toro, MHE BBbI-
naja yjaada UCHOJIHATh B KAYECTBE MPUIJIAIICHHOTO COJIUCTA TJIaBHbIE MapTHUH BO
Bcex riaBHbIX Oanerax [letumna. 3a rogsl padoTel B Tpynne xodpdpu s TaHueBan
Oanetbl Takux cBetwi, kak PoGeptr xoddpu, Ixopmx bananunn, dpeaepux
Amron u OuToHu Trogop. CorpyanudectBo ¢ Tpynmnoit Jxodpdpu takxke mgaio
MHE YHUKAJIBHYIO BO3MOKHOCTb MEPEOCMBICIUTh pabOThl PYCCKUX XOpeorpados-
aBanrapauctoB XX Beka: Jleonnna Mscuna (maptust Cyns0nr B Les Presages) u
Bamasa Hwkuackoro (®aBH B [locaenonydennom omovixe (hasna).

Mos HbIHEIIHAS paboTa B KA4eCTBE XYJIO0KECTBEHHOTO PYKOBOAMTEINS Oa-
aetHoM mmikosibl Jxoddpu 3actaBiser MEHS OCTPO OCO3HABATh HEOOXOJAMMOCTH
CKPYIYJE3HOI0 M YETKOro OOy4eHHs KJIaCCUYECKOMY OalieTy, a TaKKe BaXKHOCTb
MPUOOPETEHMUST HABBIKOB M OCBOCHHSI METOJIMK COBPEMEHHOT'O TaHIIA.

[Tony4unB mpeasioxkeHre MOCTaBUTh COBPEMEHHBIN XOpeorpaduyeckuid HO-
MeEp JJIsI OTYETHOI'O KOHIIEPTA BBIITYCKHOTO Kiacca MOCKOBCKOW roCcy1apCTBEHHOU
akagemMuu xopeorpaduu 2012 r., s1 UCHIBITAT YyBCTBO CUIILHOTO BOJHEHUS M PaJl0-
CTH MPU MBICJIH, YTO CMOTY MPOBEPUTH CBOU 3HAHUS U B KaUeCTBE MOCTAHOBIINKA,
1 B KadecTBe Ieaarora-oamermeiictepa. st MeHs HE CTall CIOPIPU30M BBICOKHH
YPOBEHb KJIACCUYECKOW TMOATOTOBKH CTYJIEHTOB - Sl 3HAJ, YTO OHHM MOJYYHIIU
MPOYHYI0 0a30BYI0 MOATOTOBKY JiJisi OAJIETHOTO JABMXKEHUs Jro0oro tuma. B teue-
HUE BCEro Mpoliecca peneTuiiuii co CTyAeHTaMu AKaJIeMuu, 51 IOPaxascs He TOJb-
KO MX TEXHUKE U (PU3NYECKUM BO3MOXKHOCTSIM, BOCIPUMMYUBOCTU U OBICTPOTE pe-

AKIIMK Ha HOBBIN CTHUJIb TaHIld, HO U SHTY3HA3My U JKCIIAHUTIO HOHpO6OBaTB CBOHU
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CHJIBI B HOBOM JJIi HUX TAHLIEBAJLHOM CTHJIE. MHE ObUIO SICHO, YTO CTYJEHTaM
HPABUTCS BO3MOXHOCTB JIBUKEHUS BHE PAMOK «BCEMOTYIIEHW KIIACCUKW», HO JUIA
MHOTHUX IEPEXOJ K COBPEMEHHOMY CTHJIKO OKa3aJICsi COBCEM HE MpoCcT. Mbl Bce
OCO3HAJI, YTO 3a KPaTKO€ BPEMSI COBMECTHBIX PENETHLMI CTyACHThl AKaJeMHH
CMOTJIH JIUIIb HaYaTh HCCIIEIOBATh BOBMOXXHOCTH COBPEMEHHOM Xopeorpaduu.

Moii xopeorpaduueckuii skciepuMeHT B MOCKOBCKOM TOCyAapCTBEHHOU
aKaJieMUH Xopeorpaduu MpuBeN K OJHOMY MHTEPECHOMY HAOJIOACHHIO: S 3aMe-
TWJI, YTO CTYJIECHTbl AKaJE€MUU KHMHECTETUYECKH PEarupyroT Ha HE3HAKOMYIO XO-
peorpaduio ¢ HEKOTOPOW OCTOPOKHOCTHIO U POOOCTHIO, TIOKA 51 HE JaM UM KOH-
KpPETHBII BHU3yaJIbHbI 00pa3 WJIM KapTUHKY B Kauye€CTBE HAYaJlbHOW TOYKH JUIS
npopaboTku ABMKeHUs. O 3HAYMMOCTH JIBWKEHUS JIJII KOTHUTHBHOTO TIpoliecca
CKa3aHO HEMAJo, HO S 3aMETHUJI, YTO BEPHO M 0OpaTHOE: KOrja s JaBajl y4alluMCs
MPaBUJILHBIM KOHKPETHBINM MEHTAJIbHBIN 00pa3, NBIKEHUS «JTAIUCH PEKOM». Y Me-
HS CJIOKMJIOCH BIEUYATJIEHUE, YTO CIIOCO0 YMCTBEHHOW paboOThI, 3a4acTyIO HCIOIb-
3yeMbIil B KJIACCUKE — BJIOXHOBEHHE CIO)KETOM WJIM MEPCOHAXKEM — MOKET OBITh
MCITIOJIB30BAH JUISl PACKPBITUS «CIIOPTUBHOCTUY» yUaIIUXCS U CO37jaHus OoJiee adCT-
pakTHOUM MmacTuku. CTyA€HTBhl TOBOPWIM MHE, YTO OOJee TPaAUIIMOHHBIA METO[
paboThl ¢ 0Opa3amMu IOMOTaeT UM OCO3HATh B3aMMOOTHOLIEHHSI CBOMX TEJ CO Bpe-
MEHEM U MPOCTPAHCTBOM B KOHTEKCTE YUCTOIO JIBWXKEHUA. V3ydeHue coBpemeH-
HOM MJIACTUKUA CIIOCOOCTBOBAJIO PA3BUTHUIO HOBOTO XOPEOrpaUuecKkoro 4yBCTBa U
MO3UTHUBHO TOBJIMIO HA MX CIIOCOOHOCTH HUCIOJIHATH KaK KJIACCHUYECKHE, TaK H
COBPEMEHHBIE ITAPTHH.

MHe Takke BbIAJIa Y€CTh IPOBECTHU HECKOJIBKO METOJANYECKUX CEMUHAPOB
JUIsL IPO(eCCOPCKO-TIPENOIaBATENBCKOTO cOCcTaBa AKaJeMUH, Ha KOTOPBIX OCOOBIi
yrnop ObUI CA€JIaH Ha METOJUKE 00YUYEHHUsI TAHLIOPOB «COBPEMEHHOMY JIBUKEHUIOM.
[IpenonaBarenu AkajeMHM y4acTBOBAJIM B MOWX 3aHATHUSX B KauecTBE HaOIOma-
TeJIe WU HaMpsIMYIo, a 51 «pazoupamy 0aleT «10 BUHTUKOBY, UCIIOJIb3YsI HEKOTO-
pble UMIIPOBU3ALIMOHHBIE METOAUKU Bunbsima dopcanita U mpoyne COBPEMEHHbIE
npuemMbl. Mbl OOHAPYKUITH, YTO MEXKIY KIACCUYECKUM U COBPEMEHHBIM OalleTOM

3HAYUTENIHLHO OOJIbIlIE OOIINEero, YeM MOXHO ObUIO Obl MPEAnojioXuTh. B TaHIe
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KIIFOUOM K YCIIEXY SIBIISIETCA XYAOKECTBEHHOE HCCIEJOBAHUE TEMBI OCPEICTBOM
TEXHUKH: KJIIACCUYECKON WM «HEKIIACCUYECKON». B KauecTBe MILIIOCTpAIlUA MOTY
MIPUBECTHU CIIy4yal, KOTJa sl pacCKas3bplBaj CTyJEHTaAaM O KOHLENUHUHU «IHChbMa Te-
J0M» (ABUKEHUS, TPU KOTOPOM TAHLIOPBI «ITULIYT» TEIOM OYKBBI WU «PUCYIOT» B
npocTpaHcTBe). MHe MoKa3anoch, YTO CTYACHTHI HE MOJHOCTHIO MOHUMAIOT JIaH-
HYIO0 KOHLIETIIUIO, TIOKA 51 HE TONPOCHII UX BCTAaTh B MATYIO MO3ULUIO U OKPYTJIUTh
PYKH, 9TOOBI OHU HanmoMHUHAIU GopmMy OYKBBI «O». 3aTeM 5 MOMPOCUI CTYJECHTOB
HAlTH HOBBIE CIOCOOBI BOCIIPOM3BENEHUS M cO3MaHusi 3TOM OykBbl. [10g00HBIM
MOMCK MPUBEJ HE TOJBKO K JIydIIEMYy MOHUMAaHHUIO TOTO, KaK CO3AaTh HEMOJBHX-
HBI 00pa3, HO M TOro, KaK «HAIMCaThb» WM «HAPHCOBATH» €ro YacTSIMU CBOETO
TeNa, YTO, B KOHEYHOM MTOT€, IPUBEJIO K CKOpeHIleMy IpopbIBy B O0yYEHUH CTY-
JIEHTOB.

S HazerCh, YTO BCE, yYACTBOBABIIME B METOAUYECKUX CEMUHApaxX U B MPO-
I[eCce CO3/IaHusl M HCIOJHEHHs coBpeMeHHoro Oanera At a Still Point of the
Turning World, momyunnu uto-To nienHoe. J{is MeHst paboTa ¢ mpeKpacHBIM KOJI-
JIEKTUBOM II€/1aroroB M CTYJEHTOB CTaja UCTOYHUKOM BJOXHOBEHHUS, U I MHOTOMY
y HUX Hayuwiicd. C HeTeprieHueM Ky HOBBIX MPOEKTOB ¢ MOCKOBCKOM rocyaap-
CTBEHHON akajeMueil xopeorpaduu, 4To0Obl «HABOJUTH MOCTBD» HAaJ MPOMNACTHIO
MEXIy KJIACCUYECKOW M COBPEMEHHOHN xopeorpadueil U crnocoOCTBOBATH Aallb-

HEHIIeMy Pa3BUTHUIO ATOM 0ajIeTHOW MIKOJIbI MUPOBOTO Kjlacca.
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TajaHTJIMBBIE CTYACHTBI YCTPEMJIAKOTCH B HCU3BCIAHHOC

JlaBune bombana
davidebombana@gmail.com

xopeorpad
®nopenuus, Utanus

Heckonbko 5eT Ha3aa MHE Bblnana OoJblias yjiada U 4ecTh PerneTHpOBATh
CO CcTyieHTaMH MOCKOBCKOM rocyJ1apCTBEHHOU akajeMuu xopeorpapuu, pyKoBO-
JTMMOM T-X0i JICOHOBOH, U IPeACTaBUTH JIBE€ MO XOpeorpaduueckue padOThI.

S yuuncs 6anety B Akanemun Jla Ckana B Munane. B To Bpems (konery 70-
X TOJI0B Iponuioro Beka) Mexay bonbmum tearpom u Jla Ckaina cymiecTBoBail Mo-
CTOSIHHBIA KyJIbTypHbI 0OMeH (B Jla Ckana mpueskanud pOCCHIICKME TMEBIBI, a
UTaJbIHCKUE TAaHLIOPBI €3/IUIN HA CTAXKUPOBKH B MOCKOBCKOE aKaJeMUYECKOE XO-
peorpaduyeckoe yuyuiauiie Ha 8 MecsIeB, a UHOTAa U Ha 2-3 rojaa). MHe Ju4HO
IIAHC MTO€XaTh Ha CTaXXUPOBKY B MOCKBY HE MPEICTABUICS, HO S IOMHIO, C Ka-
KUM DHTY3Ma3MOM U YBaXEHHUEM BCE MOM KOJUIETH OT3BIBAIUCH OO0 OMBITE, MOJTY-
YEHHOM B MOCKBE, U HACKOJIbKO PAa3UTENbHbI ObUIM YIy4YLIEHUS B TEXHUKE HX
tanna. Kpome toro, B Akagemun Jla Ckana paboTany MHOTOUUCIIEHHBIE PYCCKUE
nejarorv, o0yyasiiye Hac o Metoauke BaranoBoii.

Mos MeuTa paboTaTh B MOCKOBCKOWM OaneTHOM! IIKoJie cObUIACh Yepe3 Tpu-
JIAaTh JIET, KOTJla MHE IIPEACTAaBUJICA IIAHC COTPpyAHUYATh ¢ MOCKOBCKOM rocyaap-
CTBEHHOM akajieMueit xopeorpaduu B kauecTBe Xxopeorpada.

Kak ormeueHo BbIllle, MOE€ CTaHOBJIEHHE B Oajnere ObLIO CTPOTO KilacCcuye-
CKHUM, HO, MOpabOTaB C Pa3IMYHBIMU TPYNIaMU U MHOTOUMCIECHHBIMH XOpEoTrpa-
(dbaMu, MOCTaHOBUIMKAMHU M MPO(PECCHOHATILHBIMU TAHLIOPAMU U BIIOCJEICTBUU
cTaB xopeorpadom, s UCHOJIb3YI0 MOE KJacCHYeCKOoe 0Opa3oBaHHE JJISl PA3BUTHS
0oJiee COBpeMEHHOro xopeorpaduueckoro s3pika. [[03ToMy s ¢ TaKMM BOOJTYIIIEB-
JIEHHUEM >KJIall BCTpeud ¢ MoJioAbiMu cTyneHTamMmu MI'AX — s 3Hai, 4To TO, 4TO 4
Oyay mpenjaratb UM, HECKOJIbKO HEOOBIUYHO JJISI HUX C TOYKH 3PEHUS SI3bIKA XO-

peorpadumu.
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Jliisg MeHst OblIO OOJIBIIMM CIOPIPU30M OOHAPYXKHUTHh B HUX MOJHYIO OTKPHI-
TOCTb, UCKIIFOUUTEIBHO 3pPEJIbl MOJIXO0 B COBOKYIHOCTH C OTJIMYHBIM YyBCTBOM
MY3bIKH.

Sl momaraio, 4TO HEOOBIKHOBEHHO TanaHTIHBhIe memaroru MI'AX, pabo-
TAOIIKE IO/ YyTKUM M MHTEJUINTEHTHBIM PYKOBOJACTBOM rocnoxu Pekropa, cno-
COOHBI IPUBUTHh YUEHUKAM HE TOJBKO KPENKYI0 TUCUUIUIMHY U OTPOMHOE YBa)Ke-
HUE K UCKYCCTBY B II€JIOM, HO M MepeAaTb UM HEHCTpeOUMOE >KelaHUE HCCIIE0-
BaTh HOBBIE 00JIACTH, HOBBIE aCIEKThl UCKYCCTBA U HOBBIE CIIOCOOBI ABM)KEHUS.

Pe3ynbTaT Moeil pabOThl ¢ MOJOJBIMU TajdaHTaMU ObLT HEOMHUCYEM, IO-
CKOJIbKY YUYEHHKHU ObUTM HE TOJBKO MHTEJUIMT€HTHBI, HO U OTJIMYHO MOJITOTOBJICHBI
(U3NYECKN — OHM MOTIJIM BBIIIOJIHUTB BCE, O YEM S IIPOCUJI, Ha BBICOYANIIEM YpPOB-
HE 3CTETUKH U 3Kkcnpeccur. [loatomy g yOexaeH, yto B Hamm aau MI'AX u npo-
yue OajneTHble akajgeMuu B Poccuu, SBISIOLIUECS NEHTPOM MOATOTOBKH OTIMYHO
00pa30BaHHbIX, TAJAHTJIMBBIX, UHTEJUIMTEHTHBIX U UACAJIBbHO BBIYYEHHBIX TaHIIO-
POB, UIPAIOT BBLAAIOIIYIOCS, BaXKHYIO, U, MOXKET OBbITh, 1a’K€ YHUKAJIbHYIO POJb B
MUPOBOH Xopeorpaduu.

C onHOWM CTOPOHBI, OHH COXPAHSAIOT YUCTOTY U YHHKAIBHOCTh CBOETO apTH-
CTHMUYECKOI'0 HaclIeusi — C MAKCUMAaJIbHO BO3MOKHBIM YBaX€HUEM K OalleTHOMY
penepTyapy, a ¢ Apyroil — cnocoOHbI AaTh COBPEMEHHBIM Xopeorpadam HIaHC pa-
00TaTh C TAHLIOPAMU, HE TOJIBKO OTJIIMYHO MOJArOTOBIECHHBIMH (PU3UUECKH, HO U OT-

JINYarOMKMMHCA UCKIIOYUTCIbHBIM pr,Z[OJ'IIO6I/IeM " CTPACTBIO K 63J’I€Ty.
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IIpo6siema My3bIKaIbHO-X0peorpagpu4eckoro CHHTe3a

B Xopeorpaduueckom o6pa3oBaHNH

10.b. AonokoB

abdokovgeorg@mail.ru

KOMIIO3UTOP, KaHJ. ICKYCCTBOBEIACHUS,
npodeccop MoCKOBCKOH TOCYAapCTBEHHON
koHcepBaTopun uMm. [1.1. HalikoBckoro,
pyKoBOAUTENL MEXKITIyHAPOIHOU TBOPUYECKON
mactepckoit « Terra Musica»

MockBa, Poccus

3a nocnegnue 15 ner B MOCKOBCKOM TrOCYJapCTBEHHOW aKaJeMHU XOpEOo-
rpadun (MI'AX) pazpaboTtaHa u ycrenrHo (yHKIIMOHUPYET CUCTeMa BOCIUTAHUS
xopeorpadoB, HMCIOJHUTENEH U MEJaroroB-peneTUTOPOB, OCHOBBIBAIOIIASCS HA
rJIyOOKOM M3YYEHUH OHTOJIOTUYECKUX OCHOB TeaTpaibHOro cuHTe3a. «Kpaeyrosnb-
HBIM KaMHEM» TMOJ00HOW OHTOJIOTHHU SIBJSIETCS MHOTOMEpPHAsi MpoljemMa COOTHO-
IIICHUST MY3bIKH U TaHIIA.

CoBpeMeHHbIN OaNeTHBIN TeaTp MO CBOEH JEKCHYECKON 3TUMOJIOTH SIBISET-
csl My3biKaabHbiM. My3bIKaabHOE BOCIIMTAHUE apTHCTOB Oanera u xopeorpados He
JIOJDKHO CJIENO KaJIbKUPOBAaTh «KOHCEPBATOPCKUI» TuIl oOpa3zoBanus. Camoe
OoJbIIoe 3a0yKJICHHE B MY3BIKaJILHOM OOpa3oBaHUHU XopeorpadoB — 3TO oepa-
HUuYeHue y4eOHOro Mpolecca OCBOEHUEM JJIEMEHTAPHBIX HAaBBIKOB MY3bIKAJIbHON
rpaMOTHOCTH. Takoil MEeTOJ HEIOCTATOYEH IO MPUYUHE BEChbMa OMOCPEIOBAHHO-
ro((opmManbHOro) OTHOIIEHHS] K HACYIIHBIM MPOOJIEeMaM «TAaHIEBAJIbHOTO TOJIKO-
BaHUS» MY3bIKM. 3aJaud 371eCh ropaszio ciokHee u mmupe. [axe Takue cyry0o
«MY3BIKOBETUECKHE» CETMEHTHI 00pa30BaTEIHLHOTO MPOIECCa, KaK TEOPHS MY3BIKH,
aHaJu3 MY3bIKaIBHBIX (OPM, MOTUGOHUS, THCTPYMEHTOBEICHUE U UTCHHE OpPKe-
CTPOBBIX APTUTYP U IPYTUE MOJOOHBIE JUCITUTUTHHBI Q0JHCHbL ObIMb CHEYUATIBHO
a0anmuposamvl K HysHcoam xopeoepaguiecko2o o0pa3oBaHUsl.

IInacmuueckas unmepnpemayus My3viKu 8 Xopeocpaghuieckom UcKyccmee —
TaK MOXHO 00O03HAYMUTh CBEPX-WJICI0 MY3BbIKaIbHOTrOo oOpazoBanusi B MI'AX. Ot

neaarora-My3blKaHTa Tpe6yeTcs1 FHY6OKOC 3HAaHHUEC JICKCHUYCCKHNX OCHOB KJIaCCHYC-
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CKOTO ¥ COBPEMEHHOT0 TaHIIa, UCTOPUHU OAJIETHOTO TeaTpa U BCEro, YTO OMpeaes-
€T CTWJIMCTUKY CHUHTETHYECKOTO MY3BIKAIIbHO-XOpeorpaduueckoro uckKyccrsa. B
MI'AX oanum u3 GyHAaMEHTAIBHBIX KYpPCOB, 3aBEPIIAIOIINX MY3bIKaJIbHOE 00pa-
30BaHuE apTucTa Oanera u xopeorpada, sBIseTCs AucHUILUIMHA «My3bIKaibHas
JIpamMaTyprusi 0ajgeTHOro crekTakis». Kypc He orpaHM4YMBaeTCsl U3y4YEeHUEM apXH-
TEKTOHUYECKUX 3aKOHOMEPHOCTEW TOr0 WJIM MHOTO OajJeTHOro JeHCTBa, HO CyM-
MHUPYET BECh KOMILJIEKC aHATUTUYECKUX, TEOPETUUECKUX U MPAKTUUECKUX 3HAHUU
¥ YMEHHI BO BCEM, UTO KACAETCsl MY3bIKaJbHO-XOPEOrpapuyeckoro CMHTe3a — OT
CIIOCOOHOCTEH 1LIEJIOCTHO aHAJU3UPOBATH MY3BIKAIBHO-TUIACTUYECKYIO KOMIIO3H-
IIUI0 U CTWJIMCTUKY CIIEKTAKJISI 10 HABBIKOB «IJIACTUYECKOTO» BUICHUSI TEMOPOBOM

MaJINTPBI CI/IM(i)OHI/I‘IGCKOFO OpKeCTpa.

IHeparornyeckue NPUHUHUIBI PA3BUTHS XYA0KECTBEHHOI'0 MBILIJICHUS U
TBOPYECKHMX CIIOCOOHOCTEN YYAIUXCH HA YPOKe Xxopeorpadun

B.H. HuuioB
nilov@mediatest.com

I-p TIEJ. HayK,
npodeccop Poccutickoit akagemun oOpa3oBaHus
Mocksa, Poccus
B Poccuiickom xopeorpaduyeckoM oOpa3oBaHuU, B 00JIaCTH UCKYCCTBa Oa-
JeTa, He0OXOIMMO OOpAaTUTh BHUMAHWE HA MEAaroruyecKue MPUHIUIIBI Pa3BUTHS
XYJI0O)KECTBEHHOTO MBIIUJICHUSI ¥ TBOPYECTBA YYalIMXCSd Ha ypoOKe Xopeorpaduu.
ABTOp, OCHOBBIBAsICh Ha JAMAJICKTUKE KaK JIOTMKE MO3HAHMS, BBIBE] YHUBEPCAIIb-
HBIN METOJI: Memoo CO0epIHCcameslbHo20 AHAaU3d, KOTOPbIA BO3BEICH B PAHT NPUH-
yuna, TEM CaMbIM O0O3HAYMB IEJIOCTHOCTh BCEH MENarorMuecKOd CHUCTEMBI, Te
NPUHYUN COOEPAHCAMENLHO20 AHAIU3A CTAHOBUTCS U TIPEIIOCHUIKOM, U 1EeJIBI0 Pa3BU-
TUS XyJI0’KECTBEHHO-TBOPUYECKUX CIIOCOOHOCTEH yJaIixcsi Ha ypoke xopeorpaduu.
M3noxxenHas teopernyeckas 0a3a, a TakKe JOCTATOYHBIA M HEOOXOIUMBIN
MPAKTUYECKUM OMBIT U3YUYEHUS PA3BUTHS XY0KECTBEHHO-TBOPUECKUX CITOCOOHO-
CTel ydaluxcsi Ha Ypokax xopeorpaduu, MO3BOJWI HaM BBIBECTH, Hapsay C

IMPHUHOUIIOM COACPKATCIILHOI'O aHalin3a, pAd MPpUHIMIIOB L[CJ'IOCTHOI\/'I rnegaroruduc-
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CKOM cucteMbl. [103TOMY MBI BBIIEISIEM: NPUHYUN YENOCMHOCIU, NPUHYUN AOEK-
8amHOCMU U NPUHYUN 0OPA3HOCMU, KOTOPBIH, TI0 HAIlIEMy MHEHHIO, TOJKEH OBITh
BEJIyIIUM B TBOPYECKO-TIEAArOrMuecKoM MPOIIECCE Ha YPOKe Xopeorpadumu.

[IpuHIMn yenocmHocmu ASKUT B OCHOBE BCEX SIBJICHUN JACHCTBUTEIHLHOCTU
U MPOSIBISIET ce0sl B IMpoIlecce pa3BOpauuBaHUs COAECpP>KaHUS YpOKa OT ILIEJIOTO K
€ro 4yacTsM M OOpaTHO Ha KaYeCTBEHHO HOBOM YpPOBHE, K BOCCOCIMHEHHIO IO-
3HAHHOTO 1eJ0r0. MIHBIMHU CJ0BaMU, OpraHu3ys MPOILEeCcC TBOPUECKOIO MOTrpyxe-
HUS B TUTACTUKO-UHTOHALIMOHHOE HacJe/lue Ha YpoKe xopeorpaduu, ydyammecs oc-
BaMBaIOT COJIEPKaHUE YPOKa U POPMHUPYIOT CBOIO TBOPUECKYIO JTMUHOCTD.

[Tpuntun adexsamuocmu OPTAaHWUYHO «BBITCKACTY» W3 MPHHITUIA IEITOCTHO-
CTH, KOHKPETU3UPYS €r0 KaKk METOJUKY METOA0JOTUU. TOIbKO UCCIeays MpeaAMET
WM SIBJICHUST BO BCEH €r0 CJIOKHON OpraHM30BaHHOCTH, COBOKYITHOCTH BCEX dYac-
Tel, 00YCJIOBIICHHBIX BHYTPEHHEW B3aUMOCBSI3bI0, Mbl MPUOJMKAEMCs K MOJJTHH-
HOMY OTPa)XEHHUIO 3TOTO MpeaMeTa UM SBJICHUs. Xopeorpaduueckoe UCKYyCCTBO
10 TIPUPOJIC CBOCH TMAICKTHYHO, 3HAYUT, JHAIICKTHKA TOJDKHA CTaTh METOIOM TI0-
3HAHMS UCKYCCTBA.

[TpunaIMN 06pazHocmu AUKTYET HEOOXOAMMOCTh MOCTPOEHUS YPOKa XOpeo-
rpadun Ha ypoBHE 0000IIEHUIT-00pPa30B: «MCKYCCTBO HE JyMaeT menodamm». [lo-
HSTHE XYJI0)KECTBEHHOTO 00pa3a — IEHTPAIIbHOE B XYJI0KECTBEHHOMN MeEaroruke.
Byayun «KOHKpETHOW pealbHOCThIO cyIHOCTU» (I'erenp), «Xya0KecTBEHHBIN 00-
pa3» (JI.C.Beirorckuii) mpeobpasyer NeHMCTBUTEIBHOCTh, COXpaHSs €€ CaMOOBIT-
HOCTb U IIETIOCTHOCTb, IIPOSIBIISISI 3aJI0KEHHBIE B ’TOM 00pa3e 3CTETUYECKHE BO3-
MO>KHOCTI.

[IpuHuun Heobvidennocmu B OTIMYUE OT MOBCEAHEBHOCTH TAKXKE JOJKEH
CTaTh BEAYIIMM B TEXHOJOTHH MEIOCTHOCTH. Kak OBIJI0O OTMEUEHO BBINIE, KaXK IbIH
YpOK xopeorpaduu TOJDKEH HECTH BBICOKOE HPABCTBEHHOE cojepkaHue. Baxk-
HeHIel 3amaueit GopMUPOBAHUS ICTETUUECKOTO OTHOIIICHUS U Pa3BUTHS XYI0XKe-
CTBEHHO-TBOPYECKHUX CIIOCOOHOCTEH ydJalmxcs SABIsSETCS (GOPMHUPOBAHUE KATETrO-

pHUU TIPEKPACHOTO B UCTUHHOM, TJTyOOKOM U MTPOTUBOPEYMBOM €€ CMBICTIE.
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[Ipunuun meopueckozo nanpsxicenusi. CyHIHOCTb 3TOTO MPHUHIMIA O0Y-
CJIAaBJIMBAETCSI HEOOXOAMMOCTHIO TTIOCTOSTHHO TTOICPKUBATH HEYTacaeMbIii TBOpY -
CKUI MHTEpEC B YUCHHKaX, YTOOBI TBOpUECKasi aKTUBHOCTh MOTJIa MPOSBIIATE ce0s
B KaXJIOM MOMEHTE ypoka xopeorpadumn. 3aeiiCTBOBAB BCE BUIBI TBOPUYECKOM aK-
TUBHOCTH, TaKH€ KaK nosxasamenvHas (JIOOOIBITCTBO), MomusayuorHas (BHYT-
pEHHUI cTUMYN), npeobpasyrowas (MOTCHIMAIbHAS TATa K TBOPYECTBY, CO3UIA-
HUIO) C TIOMOIIIBIO CTIEHMAaIbHO OPraHUu3yeMOol Ha YpOKe Xopeorpauu TBOPUECKOH
CUTYaIluu, HEOOXOJMMO JIepKaTh y4allerocss B TBOpUYECKOM HampsykeHud. [10100-
HO TOMY, KaK JpamMaTypruveckas JUHUS MPOU3BEACHHS ICPKUT B HANPSHKCHHUH
BOCITPHHUMAIOIIETO B OKUJAHWUW Pa3BsI3KH, TaK W JpamMaTyprus ypoka xopeorpa-
bun gomKHA HANPSHKEHHO BECTH Y4YalIuXcsl K KyJIbMHUHAIMOHHOM «TOYKE KHUIIE-
HUSD», 9TOOBI Pa3peIIUTh BCE MIOCTABICHHBIC YPOKOM TBOPYECKHE MTPOTUBOPECHUHSI.

[Tpunuio Bpemsi, koraa HeoOX0AUMO B xopeorpaduueckoM oO0pa3oBaHHUM B
00JIaCTH UCKYyCcCTBa OaneTa OCMBICIUTh HAKOTUICHHBIA MPAKTUYECKUN OTBIT U CO3-

JIaTh CBOE HANpPABJICHUE B HAYKE — NEAArOruKy XOpeorpaguueckoro HCKyccTBa.

CoBpeMeHHbIe PO0OJIEeMbI MOATOTOBKH APTUCTOB 0aJjieTa nepej CneKTakjieM

JI.H. CocHuna
sosninadn@mail.ru

MeJIaror KJIacCHYeCKOoro TaHIa
ITepmckoro rocy1apcTBEHHOTO
XopeorpauuecKoro KouemKa
Ilepmb, Poccus

banerHnoe nckyccTBo 6a3upyercs Ha HE3BIOIEMBIX TPAAUIIUSAX KIACCUIECKO-
ro TaHIa. ITO MCKYCCTBO HOBBIX, TEXHUYCCKHA OCHAIICHHBIX HCIIOJTHHUTEIICH, TIe
npodecCHOHANIbHAS ACATEIBHOCTh apTUCTOB CBs3aHa ¢ OONBIMMMH (PU3HUICCKUMH,
HEPBHBIMHU U AMOITMOHAJILHBIMU Harpy3KaMu, 4TO CIIOCOOCTBYET BO3ZHHUKHOBEHUIO
0co00ro IICUXOJIOTHYECKOTO COCTOSIHHSA, OOO3HAYEHHOTO KaK «CIICHUYECKHUH

CTPCCC». ,HJIH OAHHX OH ABJIICTCA OIITHUMAJIBHBIM JIA pa6OTI>I " TBOpPYCCTBA, a JJIA
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JPYTUX 4Ype3MEpPHBIM U pazpyiiatronuM. CrnenuanbHble UCCIEN0BaHUS B pa3iny-
HBIX BUJAX JICITEIbHOCTH MOKA3aJIu, YTO BO MHOTOM YCIEIIHOCTh B JI€ATEIbHOCTH
ONpENENAETCS TaKUM CBOMCTBOM, KaK YCTOMYMBOCTH K crpeccy. Jlo cux mop
CTPECCOYCTOMYMNBOCTh apTUCTOB OajieTa, paBHO KaK W BOMPOCHI BIMSHUS CTpecca
Ha KCIIOJIHUTENIbCKYIO JeATEIBHOCTD, HE OBLIM MIPEIMETOM CIIEUAIbLHOTO HAYyYHO-
IO HCCJIEIOBAHUSL.

HccnenoBanue BAUSHUS CTPECCOYCTOMYUBOCTA HA KOMIIOHEHTHI JI€SITEIBHO-
CTH C YYE€TOM HMHJWBHUIyaIbHBIX OCOOCHHOCTEN apTUCTOB OajeTa MpOBOAMIUCH Ha
6a3e [lepmckoro akageMudeckoro tearpa omnepsl u 6anera um. I1.1. YalikoBckoro,
UCIIBITYyEMbIE — apTUCThI Oaneta (80 uenoBek). B pe3ynbrare uccineqoBaHuil ObuH
BBIJICJICHBI JIB€ TPYMIbl UCHBITYEMBIX: apTUCThl OajeTa, KOTOPbIE YCTOWYUBBI K
CTPECCOBOM CUTYallUH - «CTPECCOYCTOMYMUBBIE», U TE€, KTO IJIOXO CIPABJISIOTCS CO
CTPECCOM - «CTPECCOHEYCTOMYUBBIEY. Y «CTPECCOYCTOMUMBBIX» TaKUE MOKA3ATEIIN
KaK «aKaJleMH3M», «MY3bIKaJbHOCTb» U «aKTEPCKOE MAaCTEPCTBO» B YCIOBUSAX
CTpecca 3HaUYUMbIM 00pa3oM HE U3MEHSIOTCS. Y «CTPECCOHEYCTONYUBBIX» apTH-
CTOB BCE MOKa3aTeNu JESITEIIbHOCTH 3HAYUMBIM O0pa3oM YyXyAIIAIOTCS, U CaMoe
3HAYUTEIIBHOE YXYAIIEHUE UMEET MECTO B TBOPUECKUX MOKA3ATENAX: «MY3bIKAJIb-
HOCTB» U «aKTEPCKOE MACTEPCTBO». TakuM 00pa3oM, CIIEHUYECKHI CTPECC B Mep-
BYIO OY€peIb CKA3bIBAETCA y ITUX JIMI[ HA TBOPUYECKUX COCTABIISIIOIIMX UCIIOJIHU-
TEJIbCKOU JIEATEIbHOCTH. Y CTAHOBIICHO TAKXE, YTO BBICOKAS] YCTOMYMBOCTD K CIIE-
HUYECKOMY CTPECCy Yy apTHCTOB OajeTa MpOSBISETCSA IMO-PAa3HOMY B Pa3IMYHBIX
MpreMax OpraHu3aluy MOBEACHUS MEPE] BBIXOJAOM Ha CleHy. Peakuus Ha cTtpecc
apTucTa OajieTa mepejl BHIXOJOM Ha CIIEHY MOXET MPOSIBISATHCS B TPEX OCHOBHBIX
dbopMax CIIEHHMYECKOTO CTPEecca: COCTOSIHHEM «IIOJHOW TOTOBHOCTHY», «CIICHHYE-
CKOM JINXOPAJKN» U «CLUEHUYECKOU artaTuemn».

Ha ocHOBaHuM mpOBEIEHHOTO MCCIIEIOBAHUSA MOXHO CHENaTh BBIBOJ O He-
00XOJIMMOCTH CIEIHAIIBHOTO OPTaHU30BAHHOTO TICMXOJOTHYECKOTO COMPOBOXK/IE-
HUSI TIPU MOJITOTOBKE apTHCTa 0ajeTa, 4To MOMOXKET eMy JOOUTHCS ONTUMAIBLHOTO
AMOITMOHAIEHOTO COCTOSIHUS JUIsl paOOThI M YIYUIIEHUSI PE3yIbTaTOB ACSATEIBHO-

cTu. BrIcokas ncuxonoruyeckas KyJbTypa 1 YMCHHUC KBaJ'II/I(bI/IL[I/IpOBaHHO IpuUMe-
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HATH OOTaThIil apceHall MCUXOPETYIUPYIOMINX METOJO0B Jal0T BO3MOKHOCTh apTH-
craMm Oajera JEMOHCTPUPOBATh CBOE HAMBBICIIEE MACTEPCTBO B CIEKTAKIAX, Ha
(decTUBaNISIX 1 KOHKYpCax.

MIMEHHO CcTpeccoyCTOMYMBOCTh apTHCTA OaneTa U YMEHHE YIPaBISATh CBOMM
INCUXUYECKUM COCTOSIHUEM IO3BOJISIET COXPAHATH BBICOKYIO NMPO(ECCHOHATBHYIO
paboTOCIIOCOOHOCTh B CIIOKHBIX YCIOBHUAX. M KOrja SMOIIMOHAIBHOE COCTOSIHUE
JIOCTUIaeT ONTUMAIBHOTO YPOBHS, CO3JAIOTCA MPEANOCHUIKA Il BOSHUKHOBEHUS
0Cc000r0 COCTOSTHUS NYIIH, YYBCTBO OKPBUIEHHOCTH U TBOPYECKOTO MOABEMA, UTO
INPUHATO Ha3bIBaTh BAOXHOBeHUEM. Clie10OBaTEIbHO, CTPECCOYCTOMUYMBOCTD SBIIS-

eTcsl He0OOXOIUMbIM Kau€CTBOM MPO(PECCUOHAIBHOTO yCIIEXa apTUCTA.

O He00X0AMMOCTH HUCCICT0BAHUSA
nexaroruko-xopeorpaguueckoro HacJjaeausi MacTepoB MPOILJIOTo

N.JI. Ky3neunos

ilya_ballet@me.com

JTOIEHT Kadeaphl KITAaCCHYSCKOT0 M JIyDTHOTO TaHIIA,

acriipanT MOCKOBCKOM roCy1apCTBEHHOM akaJeMuu Xopeorpahuu
MockBa, Poccus

Kaxxaplii HaUMHAIONINM ITeJaror HEU30€KHO CTAJIKUBACTCS C TEM, YTO JIaXKe
IpU ONpPENENIEHHOM 3HTy3Ha3Me M Oe3yCJIOBHOM BIIAJICHUM NPaBUIaMH, OH B
OOJBIIMHCTBE CIy4yaeB OKa3bIBaeTCsl OECIIOMOILIHBIM MEpesl KIacCOM B JIOCTHKE-
HUU pe3ynbTata. TonbKo BMNOJIHE OOBACHUMAs CaMOYBEPEHHOCTh Heoduiaa Moj-
JIEP’KUBAET €r0 B HEJIETKOM JieJie BOCIIMTaHUs Oy ylero aptucra Oajiera.

[Ipu BceM 0OWIMK OMHMCAHWI MPABHJI UCIIOJHEHHS OTICIBHBIX DJIEMEHTOB
KJIACCUYECKOTO TaHIla, HENb3s HE OTMETUTh IMOYTH MOJIHOE OTCYTCTBHE PYKO-
BOJICTB 110 METOJIMKE COCTABJICHUS yUEOHBIX 33aJJaHUI U LIENBIX YPOKOB, IO CIIOCO-
Oy KOMOMHUPOBAHUS JBWKCHUH, MO HACHIIIEHUIO XOpeoTpapuiecKux cxeM KOJU-
YEeCTBOM pas, [0 Coco0amM My3bIKaJIbHO-IIACTUYECKOT0 0(hOPMIICHUS YPOKOB.

KoHeuHO, MHOroe B NpPENOJaBAHMM KJIACCUYECKOTO TaHLA HEBO3MOYKHO
OOBSCHUTH CJIIOBAMH, U KAKOBbI Obl HU ObUIM y4E€OHUKH, JaKe CaMblil ycepIHBbIH

CTYJIEHT HE€ CMOXET OBJAJEeTh BCEMHU CEeKpeTamu Hamiei npodeccun. OHAKO Ka-
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Kas HEOlLIeHMMasi TIOMOIIb ObUTa OBl OKa3aHa MOJIOAOMY MEJarory, eciu Obl mepes
HUM OKa3aJIOCh HEYTO MOAOOHOE PHIMKIIONEANN, COCTOAIIEH U3 COOpaHHs UKOHO-
rpaguyeckux 00pasloB YPOKOB BEJIMKUX MacTEpOB MPOILIOLO.

[TombITKM PUKCUPOBATH coAepKaHUE OATETHOTO YPOKa YxkKe ObUIH Ipeanpu-
HATHL. Ha cerogHsiHuil JeHb B HAIllEM apceHalleé UMEIOTCS KHUTH, OTPAXKaIOIIe
B3[JIs/1b XOpeo-miacTuueckoro MbiuieHus: Kocrposuukoit, Meccepepa, ['onos-
kuHOM, [lecToBa u Ap. B cxemMaTnyHbIX 3amucax MPeACTaBlICHbI OTACIbHBIE YPOKU
Baranosoii u Ilymkuna. Jlaxxe B cpaBHEHUH C IPYTUMHU UCKYCCTBAMHM (TaKUMHU KaK
JpaMa ¥ My3bIKa), UMEIOUINECsS TUAAKTHUECKUE MaTepuaibl SIBISIOTCS HEOICHU-
MBIM TOJICIIOPhEM JJIsl HAYMHAIONIIETO CIeNHaIncTa. IT0 CBOeoOpa3Hbiii (yHIa-
MEHT, Ha KOTOPBIH MOKHO ONUPATHCS, YUUTHIBAas BO3PACT U CTEHEHb MOATOTOB-
JICHHOCTH YYEHHKOB.

B TedyeHne MHOTUX AECSITUIETHI Ka)KJblii HACTABHUK HAKAIUIMBAET OIpEJe-
JICHHBIN OMBIT, XPAaHUT B MaMSATH IPUCYILUN TOJIBKO eMy Habop npuemoB. Bee onn
IIPOBEPEHBI MHOTOJIETHEW NMPAKTUKOW. Bputo OBl aOCOIFOTHO HEBEPHO UTHOPHUPO-
BaTh, YIIYCKaTh U TEPATh Takoe Hacieaue. K orpoMHOMY coxkalleHUI0, MaTepuasbl,
OTpaXKaIKe MEeJarornieckue MOMCKH W HaXOJKH MHOTHX aBTOPOB, MCUE3AIOT
BMECTE C UX YXOJIOM U3 KU3HHU.

Mpicnsumii yenoBeK He MOXKET UTHOPUPOBATh HEOOXOAUMOCTh HCCIEA0Ba-
HUS TEJAaroru4eckoro Hacieaus Jy4lIMX MacTepoB mpouuioro. Bo3moxkHo, He
TOJIBKO I OJIMH B CaMOM HadyaJleé CBOEr0 Mearoruueckoro Tpyaa J0omycKal Jocai-
HYIO0 OIIMOKY — HEOCMBICIIEHHOE KOMMUpOBaHUE padoT rodumoro nenarora. Ceivac
YBEPEHHO MOTY CKa3aTh, YTO AyOsupys (OopMy MOCTPOCHHS YPOKa U JaKe MaHEpy
IpenoAaBaHus, 1 HEBOJbHO YIYCKaJl TJIaBHbIE MeAarornyeckue JTOCTOMHCTBA CBO-
ero HaCTaBHUKA — JICTAJIbHYIO MPOYMaHHOCTh MY3bIKaJbHOW apXUTEKTOHUKHU Oa-
JIETHOTO YpPOKa, SPKO BBIPAKEHHYIO MY3BIKaJbHO-TIJIACTHUECKYIO XapaKTepHOCTb
BCEX 3JIEMEHTOB €ro Xopeorpaduyeckom JeKCUKH.

KTto 13 Hac He ObuT CBUAETENIEM APYroM, HEPEAKO BCTPEUArOIIecs OMUOKH,
KOIJla MeJaror, yMEIOUIil XOpoIIo OpraHu30BaTh KJIAcC, BEPHO MPENOTHOCIIIUI

y4eOHBIM MaTepuas, 00JaJalolIUi SBHBIMU OPTaHU3AIMOHHBIMU CIIOCOOHOCTSIMU,
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UTHOPHUPYET HAXOJKU 3HAMEHUTHIX MPEIIIECTBEHHUKOB, TEM CaMbIM JIUIIas ce0s U
YYEHHUKOB KOJOCCAJIbHOW MOAMUTKHU.

[IpoOnema coxpaHeHHs MeIaroruyeckoro Hacjiaeaus KOHEYHO HEOJHO3HaY-
Ha. Ho G110 OBI HEBEPHO OTHOCUTCS K HEW (OpPMaIbHO, OTPaHUYNBASICH JIUILb BU-
neo-(uKcanued HalMX 3K3aMEHAIMOHHBIX YpPOKOB. OTOOp yAauHbIX Y4eOHBIX
MPUMEPOB NMPU3HAHHBIX MACTEPOB OaJIETHOM MeJaroruku, arpoOanus ux B Kiaccax
JPYTUX HACTaBHUKOB, KJIACCU(pUKALIUS UX MO TOAaM 00y4YeHus, o croco0aM KOoM-
OMHUPOBAHUS U T.J. — BCE 3TO MOIJIO Obl MPUBECTH K HAKOIUICHUIO OECIIEHHOTO
HAYYHO-TIEAarornyeckoro (oHaa, KOTOPbIM MOTJIHM OBl MOJIb30BATHCA BCE HAYM-
Haromue negaroru. Ho ais 3Toro Heo6Xo0auMo HE TOJIBKO 3a(pMKCHPOBAThH «apTe-
dakTb» Jydield 0aneTHOW MeJaroruku, HO U CHaOJIUTh UX IEIOCTHBIM (TIOJpO0-
HBIM METOJI0JIOTHYECKUM, 3CTETHUECKIM) HAYYHBIM aHAJIU30M.

baneTHOMy neparory kak BO3yX HEOOXOJUMBI CBEXKHE, @ MOKHO CKa3aTh U
XOpouIo 3a0bIThie Uaeu. bbiio OBl 3aMeYaTeNbHO 3aHOBO OTKPBITH JIYYILIUE YPOKH
B. Ilonomapesa, A. Ilucapesa, A. Ilymkuna, A. Baranosoi, a, Moxer, naxe HMo-
radcoHa u Yekertu! Ilo cyacTpro, B HCTOPUH KJIIACCHYECKOTO TAHILA €CTh IPUMEP
CMEJION MOMBITKH (PUKCALMU 1IEJIOT0 ypOKa, MPUHAJISKAIIUA HE KOMY-TO, a ca-
MoMmy Pwmwmnmno TanpoHu. XKanb, 4TO aBTOp CMOT INEPEUUCIUTH JUIIb HAa3BAHUS
UCIIOJTHSIEMBIX JIBUKEHUH U UX KOJIMYECTBO, HE YIOMSHYB O CIocobax ux KoMOu-
HupoBaHus. Kak Obl10 ObI HHTEPECHO, a INIABHOE MOJIE3HO, 3HaTh BECh CMBICIOBOM
MOATEKCT TAKOTO YPOKa.

B mnunbix tetpansax I1LA. IlectoBa, nepenqaHHbBIX MHE MOMM NEAATOTOM HE-
3310410 70 cMepTu, s Hamen pparmeHt ypoka H.U. TapacoBa, B KOTOpOM €CThb
MHTEPECHOE, CBEXKEE PEIICHUE JK3EPCHca y CTaHKa: COCMHEHUE B €IUHOE Yy4eo-
HOE 3aJlaHMe TakuX JBIKEHUHN Kak battement fondu u rond de jambe par terre.
[Tpu3HaHHBIN MPAKTUK U TEOPETUK KJIACCHYECKOT0 TaHIa, Ka3ajloch Obl, HApyIIaeT
3J1eCh, HE3bIONEMBIN, «Y3aKOHEHHBII» TMOPSIOK KOMIIOHOBKM JK3epcuca, Koraa
rond de jambe par terre o0s3aTensHO npeamecTByeT battement fondu. Mcnomns3o-
BaB 3TOT MpUMEP B pabOTe, MHE YAAJIOCh OKUBUTH KJIACC, BHECTU JIEMEHT HEOXKH-

JaHHOCTH. B X04€ MPAKTHUYCCKOI'O 3aHATHUA YUAITUMCHA OBLI10 HHTCPECHO OCBAUBATH
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HOBO€ 3a7aHue. CI0BOM, CTOMT UCKaTh MaTEpHaJl JUIsl U3y4YEHUs, KOTOPbIA TOMO-
KET KaKIOMY IEJarory mpenojiaBatb HE TOJBKO OOIIEU3BECTHBIMU M YacTO HC-
N0JIb3YEMBIMH IIPUEMAMHU, HO U TE€M, YTO MOMOIJIO Obl TpaHCc(HOpMHUPOBaATH OaneT-

HYIO ICAaroruKy B IOJUIMHHOC TBOPYCCTBO.

IMoauxynao:xxecTBEHHBIH MOAX0/1 KAK MEPCNEKTUBHOE METO/10JI0THYEeCKOe
OCHOBaHHUE Pa3BUTHUS TBOPYECKHUX CIIOCOOHOCTEH yUAIMXCH MJIATIINX
KJIACCOB XOpeorpaduyecknx y4uauIl

E.A. I'opnnHeHko

helenal3gor@mail.ru

KOHIIEpTMeicTep Kadeapbl KOHIIEPTMEHCTEPCKOT0 MacTePCTBA U
MY3BIKQIBHOTO 00pa30BaHuUsl, AaCITUPAHT

MOCKOBCKOM rocy/1apCTBEHHOH akaJeMuu Xopeorpahuu
MockBa, Poccus

B cucreme XynoxkecTBEeHHOT0 00pa30BaHUs B 1IEJIOM U XOpeorpaduuecKkoro
o0pa3oBaHus, B YaCTHOCTH, JJI1 Pa3BUTUS TBOPUYECKUX CIIOCOOHOCTEH yyaluxcs
BECbMA MEPCIEKTUBHBIM SIBJISICTCS MMOJIMXYI0KECTBEHHBIN OAX0A. BriepBbie nes
MOJIUXYI0KECTBEHHOTO MOJX0/1a Oblja MPEIJIOKEHA COBETCKUM HCCIIEI0BATEIEM
B.I1. KOcoBbiM, KOTOpBIH pa3paboTai HOBYIO YHUKAJIBHYIO METOIAMKY B OOJacCTH
XYA0KECTBEHHOI'O Pa3BUTHSI IETEN, OCHOBAHHYIO HA CHHTE3€ UCKYCCTB.

B noruke monamxynokecTBEHHOro mojaxoaa 3P(eKTUBHOCTh XYA0KECTBEH-
HO-TBOPYECKOI'0 Pa3BUTHS YYaILUXCSl JOCTUTACTCS MPU NMOMOIIM HCIOJIb30BAHUSA
BCEX CYILECTBYIOIIUX CIOCOOOB 3CTETUYECKOTO BOCIUTAHUSA U PA3HOOOpPA3HBIX
BUJIOB XYJ0XKECTBEHHO-TBOPUYECKOU JESITEIbHOCTH: MY3bIKaIbHOM, XY/105KECTBEH-
HO-M300pa3UTENbHOMN, peYEBOH, TEATPATN30BAHHOMN, HTPOBOM.

Pa3Hbie BUIbI UICKYCCTBA UMEIOT KaK CHEIU(UUECKUEe, TaK U CXOXKHUE CPEI-
CTBa BBIPA3UTEIBLHOCTH, HAIPUMEP, AUHAMHUKA €CTh U B MY3bIKE, U B TaHLE, U B
JKUBOIIMCH, U B JIMTEPATYPE, U B APAMATHYECKOM UCKycCTBe. VIcKyccTBO, BO BCceM
MHOT'000pa3uH CBOETO MPOSBJICHUS, UMEET €IMHYI0 BHYTPEHHIOIO JIOTUKY, EIUHYIO
MPUPOAY M BCE OOTATCTBO €r0 BOIUIOMIEHUS POACTBEHHO CBSI3aHO MEXKIY COOOM.

Enunas npupona Bcex BUIOB UCKYCCTB TOBOPUT O HEM30EKHOCTH MX B3aUMOJIEH-
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CTBUSI M1 HEOOXOJMMOCTH OXBaTa BCEX MPOSBICHUN XYJ0>KECTBEHHO-TBOPUECKOMN
JEeATEIbHOCTH JJI BBISIBJICHUSI TBOPUYECKOIO MOTEHIMAIA U PACKPBITHS MOJIMXY10-
YKECTBEHHBIX BO3MOXKHOCTEH Kaxaoro pebdenka. [loamxyao:kecTBEHHBIA MOJIXO]T
NPEANosaraeT packpbiTHE BHYTPEHHErO POJCTBA PAa3IUYHBIX BUIOB HCKYCCTBA,
oOHapy>keHHe OOpa3HbIX CBS3€H ClOBa, 3BYyKa, 1IBETA, JBM)KCHHS, WHTOHAIIUH,
pUTMa, JKecTa, MPOCTPAHCTBA, (DOPMBI.

B3aumopeiicTBie pa3nuyHBIX BUAOB MCKYCCTBa OKa3bIBaeT OJIArOTBOPHOE
BIIUSIHME HA OO0IIee ICTETUUYECKOE PA3BUTHUE JIETEH, a TaKkKe CIOCOOCTBYET OoJiee
rIy0OKOMY MMO3HAHUIO CBOETO MCKYCCTBA — HCKYCCTBA TaHIIA.

Ha cerogusmHuii AeHb NOJUXY0KECTBEHHBIN MOAX0 HAXOAUTCS B CTaAUH
unteHcuBHoro uccienoanus (C.A. bonmapesa, A.W. Kucnosa, H.II. Illumnsan-
nukoBa, E.Il. Kankora, T.C. Kopanesa, E.H. Ilpaconos, O.B. Ctykanosa u ap.),
aKTyaJM3UpOBaJIach MOTPEOHOCTh Pa3pabOTKU PEKOMEHJAIUl MO MPaKTUYECKOU

pcain3aln, B TOM YUCJIC U B XOpGOI‘pa(bI/ILIGCKI/IX y‘I€6HLIX 3aBCICHUAX.

HexoTopsie Bompochl (pOpMHPOBAHUS MY3BIKAJIBHOIO COAEPKAHUS

YPOKOB KJIACCHYECKOTI0 TaHIA

A.A. Boiiko

anastasiya-bojko@yandex.ru

KOHIIEpTMecTep Kadeapbl KOHIIEPTMEHCTEPCKOT0 MacTepCTBa U
MY3bIKaJIbHOTO 00pa30BaHUsl, aCTUPAHT

MOCKOBCKOI rocyJapCTBEHHOM akajeMuu Xopeorpapuu
MockBa, Poccus

B HEMHOTrOYMCIEHHBIX UCCIEIOBAHUSX CYIIHOCTU MY3bIKaJIbHOTO COMPOBO-
KJICHUS Ha ypOKax KJIAaCCHYECKOIro TaHIa (3a OYeHb PEIKUMH HCKIHOUSHUSIMH)
paccMaTpuBaeTcs HEKUM yHUBepcalvbHblil IOJIX0]T K My3bIKQJIBHOMY OCBOEHHUIO TEX
WM WHBIX Xopeorpaduuecknx KOMOWHAIMM, HE YYUTHIBAIOUIUN OCOOCHHOCTEH
pa3IMYHBIX HAIIMOHAIBHBIX U MPO(ECCHOHANBHBIX KON U T. A. YacTo mpensara-
10TCSl YHUGUUMPOBaHHbIE (00€3IMYEHHBIE) MPUMEPHl PEHICHUS TEeX WM HHBIX

TBOPUYCCKUX U IICAAIOTHYCCKHX 3a1ay.
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Bripabotka uHHOBAYUOHHBIX NPUHYUNOE OUOAKMUUECKOU OesmelbHOCU
KOHYyepmMmeticmepa 8 cgpepe Kiaccuieckoul xopeoepaguu HeBO3MOKHa 0e3 BCeCcTo-
POHHEr0 KCCIENOBaHUSI ONbITA KOHKPETHBIX MAacTEpOB, MPEICTABUTEIECH IEIaro-
THYECKON KyJbTYypbl MNPONUIOrO M HACTOSALIErO, JOOMBIIMXCS BBIJAIOIIMXCS pe-
3yibTaToOB. IMEHHO MO3TOMY, BMECTO aOCTPAKTHOTO OMUCAHUSI BO3MOKHBIX BapH-
AHTOB MY3bIKAJIbHOTO PELICHUSI T€X WJIM MHBIX IJIACTHYECKUX IK3EPCHUCOB, HEOO-
XOOUM CKPYMYJIE3HbId KPUTUYECKUWW aHAIU3 IEIArOrMYeCKOro W KOHLEPTMEU-
CTEPCKOro ombITa. Takoil aHaiu3 MO3BOJUT HANTH TOYKU CONPUKOCHOBEHUS C
IPOIUIBIM, a TaKkke cHOPMYyINPOBaTh CBOCOOPA3HBIA MPOrHO3 Ha Oyyiiee B pas-
BUTHUH OAJIETHOTO KOHLIEPTMEUCTEPCTBA B HAIIICH CTpaHE U 3a PYyOEIKOM.

CtpyKTypupOoBaHHE MY3BIKaJIbHOTO MaTepuaja U €ro ILEJOCTHBIA aHaIN3
AT BO3MOXXHOCTh TI'PAMOTHO MCIOJIb30BaTh anpOOMpPOBAHHBIE MHOTMMH KOH-
nepTMeicTepaMu  (HOpMbl MY3BIKAJIBHOTO COACPKAHUS YPOKOB KIIACCUYECKOTO
TaHIla, a TJ1aBHOE — CO3/aBaTh HOBBIE MOJIENIM MY3BIKAIBHOT'O HAMOJHEHUS y4eo-
HBIX KOMOWHAIIUM.

Bcesikoe cnepgoBaHue TpaauIusM, KaK M U3YYEHHE HAKOIUIEHHOTO OIIbITA,
OyZeT ompaBAaHHBIM, €ClK OaJeTHBI KOHIEPTMEWCTEpP MOHUMAET, YTO KAYECTBO

CIro Tpyaa BO MHOI'OM 3aBHUCHUT OT BO3MOKHOCTEH €ro JIMYHOI'O TBOPYCCKOI'O POCTaA.

Peasqim3anusi HHTErpaTUBHOIO MOAX0/12 B 00y4YeHUU
Oyayuux apTucToB 0ajiera

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

npenojiaBarenu kKadeapsl ryMaHUTapHbIX,
COLUAIBHO-D)KOHOMUYECKUX AUCLUIIINH

Y MEHEKMEHTA UCTIOJIHUTEIIbCKUX UCKYCCTB
MOCKOBCKOI TOCYJapCTBEHHOM akajeMuu Xxopeorpapuu
MockBa, Poccus

3ajada BOCIIUTAHMS TAPMOHHYECKH Pa3BUTOM JIMYHOCTH, 00JIaIafoIeh Ka-

YECTBaMH, BOCTPEOOBAHHBIMU COIIMYMOM OIPEAEIEHHOTO UCTOPUUECKOTO MEePUO-
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Jla, petanach no-pasHoMy B pa3Hble HCTOPUUYECKUE MTEPUObI, TOCTEIIEHHO MPUO0-
peTas HayuHy10 ocHOBY K XXI Beky.

[Ipodeccus aptucra 6asiera TpeOyeT OT BBITYCKHHKA HE TOJBKO BBICOKOTO
ypOBHsI IpodeccruoHaIn3Ma, KOMIETEHTHOCTH, MPOPECCUOHATBHON MOOMIBHOCTH,
- Ka4yeCTB, MO3BOJISIONMIUX BBITYCKHUKY OBITh KOHKYPEHTHOCIIOCOOHBIM Ha PBIHKE
TpyJa, YTO TOJIpa3yMeBaeT MOMUMO MPOo(dheCCUOHATBLHOM MOATOTOBKHU LEIBIA Pl
JPYrUX KOMIIOHEHTOB, KaK-TO: CAMOCTOSTEIbHOCTh, CHOCOOHOCTh MPUHUMATh OT-
BETCTBEHHbBIC PEILICHUS, TBOPUECKHUI MOIXO]] K JIIOOOMY JIeNy, YMEHUE MOCTOSHHO
yunutbes. [loHMMaTh CyHIIHOCTB, COLMAIBHYI0 M KYJIbTYPHYIO 3HAYMMOCTH CBOEH
Oynymieit npodeccuu, MPosIBIATh K HE YCTOWYMBBIM MHTEPEC — OJTHO U3 TpeOOoBa-
HUIl K pe3yJibTaTaM OCBOEHMSI OCHOBHOH INpodeccHOHaNbHON 00pa3oBaTeIbHON
nporpamMmbl HOBbIX DenepanbHbIX rOCYJIapCTBEHHBIX CTAaHJIAPTOB CPEIHErO IMpPO-
deccuonanbHOro 006pazoBanus. Ocob0 BaKHOM ABMXKYIIEH CHUIION OBiaaeHUs Oy-
nyuieit npogeccueil aptucta 6anera sBisieTcst NpodecCuOHANbHbBIN HHTEPEC.

B curyanuu oOyudeHust Oynymux apTHCTOB Oanera B cTeHax MOCKOBCKOM
rOCy/IapCTBEHHOM aKaJeMUu Xopeorpauu Mbl TPaKTye€M HMHTErpaluio Kak odec-
NEeYEHHUE LEJOCTHOCTH Yy4eOHOr0 MPOoLEecca, KaK BhICIIYIO (pOpMy €AMHCTBA LIEJIEH,
IPUHLIUIIOB U COJIEp’KaHusl 00pa30BaHUsl HA OCHOBE INIyOOKON BHYTpEHHEH B3au-
MOCBSI3U yUEOHBIX TUCIUIUINH.

CopeprkaHre OTE€YECTBEHHBIX yU4E€OHBIX MPOTrpaMM xopeorpaduyueckoro o0-
pa30BaHHs B COBETCKMUI INEPHUOJ 3aJ0XKWIO OCHOBY JJIA YCIECIIHON pealn3anuu
MEXIUCIUIUIMHAPHBIX CBA3€il. B HacTodIlee BpeMsi MHTErpaTUBHBINA MOJIX0/ B 00-
pa3oBaHUU OYIyIIMX apTHCTOB Oanera 0COOCHHO aKTMBHO NMPUMEHSETCS B pealu-
3alliy MPOTPaMM COLIMATIbHO-TYMaHUTaPHBIX U 001enpo(hecCHOHANBHBIX TUCITUI-
auH. Tak, Ha ypokax si3blKa U JUTEPaTypbl, a TAKKE BO BHEKJIIACCHOW paboTe IIu-
POKO MPUMEHSIOTCS MaTepHUalibl MO0 UCTOPUU UCKYCCTBAa, OCOOCHHO Oanera u My-
3BIKH, IIPX ATOM IE€pPE]] YHAUIUMUCS CTABUTCS LIEJIb YBUJETh CPEACTBA BOIUIOLICHUS
ujer u o0pa3oB MPOU3BEACHHUS, TIOHITH 11€J1€CO00Pa3HOCTh TOTO WM MHOTO Clie-

HHUYCCKOI'O PCIICHMUA.
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HuTerpaTuBHBIA MOAX0A B 00pa30BaHUU — UCTOPUUECKH CIIOKHBINAACA, aK-
TyajbHasi B HallM JHU TPAJUIUs OTEYECTBEHHON CHUCTEMBbI MpOeCcCHOHATHLHON

IMOATOTOBKH apTHUCTA Oayera.

Oprasu3anMoOHHO-NIEAATOTHYECKOA 1eATEeJbHOCTh B 00J1aCTH
xopeorpadguueckoro oopazopanusi B Poccuu (MCTOpHMYECKHUI aCMEKT)

E. A. MapTbiHeHKO

uch-otdel@mail.ru

HAYaJIbHUK Y4eOHO-METOINYECKOTO OTAeTa
MoCKOBCKOI1 TOCY1apCTBEHHOM aKkageMuu Xxopeorpapuu
MockBa, Poccus

MockoBckas rocyiapcTBeHHast akajgemus xopeorpaduu (MI'AX) cerogns -
ATO MHOTOCTYIIEHYaTasi, €uHasi CTPYKTypa OOy4eHUS W BOCIUTAHHUS CICIHAIH-
CTOB B oOjactu xopeorpaduueckoro uckyccra. [loctpoenne oO6pa3oBaTebHOTO
KOMILJIEKCA MOCKOBCKOM OaleTHOW IIKOJIbI IPEICTABIAET COOON YHUKAIbHYIO MO-
JIeJib HETPEPBIBHOTO MPO(eCcCHOHANBHOr0 00pa3oBaHMsl, HauMHAas C MOATOTOBU-
TEIBHOTO OTJIEJCHUS 0 CTYNEHH MOCIEBY30BCKOTO MpodeccnoHanbHoro oopaso-
BaHus. CTpykTypa o0pa3oBaTeIbHOM TPACKTOPUU MOJATOTOBKHM apTHCTa Oayera co-
YyeTaeT B paMKax €IMHOI0 Y4eOHOTro mpoliecca HECKOJIbKO ypOBHEH 0Opa3oBaHus,
IpyU KOTOPOM OOYHarOIIMICS OCBAaMBAET 0Opa3oBaTelbHbIE MPOTpaMMbI OOIIETO,
CpeaHero npogeCCHOHAIBHOIO U BBICILIETO MPOPECCUOHATBHOTO 00pa30BaHusl.

OO0s13aTENBHBIM YCJIOBHEM Ka4€CTBEHHOTO OOpa30BaHMs TAHIIOBIIHUKOB SIB-
JSIeTCSl UCTOPUYECKH CIIOKUBILIASICS OPUEHTAlMsl 00pa30BaTEIbHOIO IMpolecca Ha
TpeOOBaHUS U pernepTyap coBpeMeHHOro O6anetHoro terpa. CoxpaHss U pa3BUBas
TpaauIlui B 00JACTH MOJATOTOBKHU apTUCTOB Oanieta A1l MpodeCCUOHANIBHBIX TeaT-
pOB, akajieMusi B COOTBETCTBHH C (perepaabHBIMU TOCYJapCTBEHHBIMH 00pa3oBa-
TETBHBIMU CTAaHAAPTaAMH TOTOBHUT MPOQECCHOHANIOB 0aJeTHOTO TeaTpa: MeIaroroB-
oanermelictepoB, xopeorpado, 0aaeTOBEIOB M MEHEHKEPOB HUCIOJHUTEIIBCKUX
UCKYCCTB, KOHIIEpTMeiicTepoB Oaneta. Pa3BuBas Hay4dHO-UCCIIEIOBATEILCKYIO pa-
00Ty B 00J1aCTH XOpeorpauyecKkoro NCKycCcTBa, aKaaeMusl 3aHUMAETCs TTOATOTOB-

KOM HaydHO-Tiefjarorudeckux kaapoB. MI'AX sBnsercss y4eOHO-METOIMYECKUM
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IIEHTPOM B 00OsacTé Xopeorpaduyeckoro oOpa3oBaHUs, WHTETPUPYS M PacCIpo-
CTpaHsis MPoeCCUOHAIBHBINA 00pa30BaTEIBHBINA OIBIT, PEATH3YET MPOTPAMMEI T1e-
PEMOATrOTOBKY M TOBBIIICHUS KBAIU(PUKAUKA TO TPO(UIII0 OCHOBHBIX 00pa3oBa-
TEJBHBIX MTPOTPaMM BY3a.

B ocHoBe 00pa3oBaTesibHON KOHIENIIUN aKaJeMHUH JIEKUT MOJArOTOBKa Mpo-
dbeccuonaibHOrO aptucrta Oaneta. IIpodeccuonanpHoe OaneTrHOoe oOpa3zoBaHHE
UMEeT 3HAUMUTEeIbHbIE 0cOOeHHOCTH. OHO CYIIECTBEHHO OTJIMYaeTcs OT mpodec-
CUOHAJIbHOM TMOATOTOBKU B APYTHX cepax yenoBeueckou neareabHocTH. O cre-
mupuke 0aneTa Kak cCaMOCTOATEIBHOTO UCKYCCTBA TOBOPSIT COBPEMEHHBIC YUIEHBIE
B oOsiactu xopeorpaduueckoro oopazoBanus [1, 2, 3]. CoBpeMEHHOE COCTOSIHUE
xopeorpaduyeckoro oopazopanusi B Poccuu, ero ycrnexu u HeZJOCTaTKu BO MHOTOM
ONPEAESAIOTCA MPEIECTBYOMIEH HCTOpHUEH CTaHOBJICHUSA y4eOHO-
o0pa3oBaTeIbHOM CUCTEMBI B 00J1acTh Oaliera.

Kak mpencraBisgercs, MpoBOJUMBIN Jajiee aHajIU3 MCTOPUYECKOTO OIBITA
CTAaHOBJICHHUSI OPTaHU3AIMOHHO-TICArOTHYECKON JeATEIbHOCTH, HAKOIUJICHHOTO
MOCKOBCKOW OasleTHOM WIKOJION, OyleT crnocoOCTBOBaTh MOHUMAHUIO CYTH H
CMBICIIa CETOMHSATITHUX TPOOJIEM, TTearOTHIeCKUX Peanii, ySICHEHUIO 3aKOHOMEP-
HOCTEH pa3BUTHS 00pa30BaTEIIBbHBIX CUCTEM B cdhepe xopeorpaduaeckoro oopaso-
BaHMUSI, MIO3BOJIUT 3arJISIHYTh B 3aBTPAIIIHUM JICHb.

Cnucoxk murepaTypsl

1. oropoa H.A. CraHoBi€HUE U Pa3BUTUE MEAATOTMYECKUX CUCTEM B XOpeorpa-
¢uueckoit kynbType ot XVII no Havana XX Beka.: [ucc. kann. MckyccTBoBe-
nenunst. Capanck, 2006.

2. JleonoBa M.K. 13 uctopuu MockoBckoi OameTHol mkoisl. M., MITAX, 2008.

3. ®omkuH A.B. UcTtopudeckue Tpaaului COBPEMEHHOT0 0ajeTHOro 00pa3oBaHus
(Ha Marepualne JedaTellbHOCTH TaHleBanbHOM Est UmnepaTopckoro Bennuectsa
IKOJbI-AKaieMun pycckoro Oanera umenu A.Sl. Baranosoii). ABtoped. awmc.

kanj nea. Hayk. CII6., 2008.
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KJIACCHUYECKOE HACJIEAUE
B XOPEOI'PA®UYECKOM OBPA30OBAHUU

K ucTopuu BO3HUKHOBEHHSI Y4eOHOH AUCIUIIHMHBI
«Knaccuyeckoe Hacjieque H penepryap 0aJeTHOT0 TeaTpay

IO.I1. bypJaka

juriyp@mail.ru

3aciyKE€HHbIU apTucT Poccuiickont Denepannu,
npodeccop kadeapsl xopeorpapuu U 6aIeTOBEIACHUS
MoOCKOBCKOI rocyJJapCTBEHHOM akajeMuu Xopeorpapuu
MockBa, Poccus

[TpodeccuonansHoe xopeorpaduueckoe uckycctso IlerepOypra u Mocksbl
10 Hayaina XX BeKa HE MMEJI0 HayYHO-METOAUYECKONW oOpa3zoBaTesibHOM 0a3bl. B
XIX Beke mepBbIM MHUIIMATOPOM TOJTOTOBKH yUEOHBIX MPOrpaMM B UMIIEPATOP-
CKHMX TeaTpaibHbIX mikosax ctaid B.M. CrenanoB. 3acnyra CrenaHoBa cocTosiia B
TOM, YTO OH NEPBBIM U3 PYCCKUX TAHIOBIIMKOB Ha4yaJl U3y4aTh TEOPHUIO TaHLA, Ha-
ciere BEIMKUX MHOCTPAHHBIX MACTEpOB mpouuioro. IlapamiensHo ¢ npenogaBa-
HueMm «Teopuu 3anucu TanieBy CTemaHOB pa3padaThIBaeT U MEPBYIO PYCCKYIO 00-
pazoBarenbHyI0 nporpamMmy — «IIporpammy 3aHsTuii 6aneTHBIMH TaHIIAMH C TIPH-
MEpPHBIM pachpezielieHueM yd4eOHOro maTepuana Ha CeMb OTHEJIOB, MO CTENEHU
TPYIHOCTH U cioxkHOcTH ux». Cucrema B.M.CremanoBa mociy:Xuia OCHOBOM
m10a10TBOpHEIM onbiTaM A.A. T'opckoro u H.I'. CepreeBa, 4To mpHUHECIO HECO-
MHEHHYIO MOJIb3y UCKYCCTBY Xopeorpaduu. Taniel u cnekrakinu XIX Beka, 3anu-
canuble H.I'. CepreeBpim u ero nomomuukamMu — A. M. YekpsiruasiM 1 B. Paxma-
HOBBIM 110 cucteMe B.M. CtenanoBa — A.A. I'opckoro, cerojiHsi OCTar0TCs €IUHCT-
BEHHBIM HCTOYHHKOM Xopeorpaduueckux nommmHHukoB XIX Beka. B XX Beke
OHU OKa3aJIMCh BOCTPEOOBAaHHBIMU Il PEKOHCTPYKIIMI UCTOPUUYECKUX OaleTOB U
BBEJICHMSI B TIporpamMMy OOYYEeHUs BBICHIMX yYEOHBIX 3aBEJICHUN TaKOW MUCIIHII-
uHbI, Kak «Kiaccuueckoe Haclieue U pernepryap 0aJeTHOro TeaTpay.

B ycrase (1888 r.) Mmnepatopckoro IletepOyprckoro TeaTpalibHOTO Y4H-

Jumia €CTb YIIOMHUHAHWA O JUCHUIINIIMHE, KOTOpasd pacCMaTpruBacTCd HaMHU B UCTO-
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pudeckom acnekte — «Kimaccudyeckoe Hacienue u penepryap O0aleTHOTO TeaTpay.
BocnuraHHuKaM TIpenolaBaliiCh «0ajeTHBIC», OAbHBIE W XapaKTEePHBIC TAHIIBI,
MHMHKA, a TAKKE UHTEPECYIOIIUNA HAC MPEJAMET — UCIOJIHEHHE 0aleToB U JIUBEP-
TUCMEHTOB. YcTaB IlerepOyprckoro TeaTpaibHOTO YUYWIIUIIA JOTMOIHSJICA U pac-
mupsicss B 1890-m u 1900 rogax u octaBajicsi MO CyTH HEU3MEHHBIM BIUIOTH /10
1917 rona. OcHoBHbIE moJiokeHHsT YcTaBa [leTepOyprckoro tearpajibHOrO y4u-
JUIIA OBLIM CXOKH C MOJIOKEHUIMH MOCKOBCKOHM TeatpanbHOU mmikoJibl. Eciu Ile-
TepOypr nosib3oBasics nHHOBauusmu B.M. CremanoBa, pa3zpaboTaBiiero MeToau-
yeckyro nporpammy B 1895 rony, To Mocksa, yxe B XX CTOJIETHH, CMOIJIa CUM-
METPUYHO OTBETUTHh METOAUYECKON MPOrpaMMOi 00yUEHHS KIIACCUYECKOMY TaHILY
B.Jl. Tuxomupona (1923 r.), koTopas cTajia BaXKHbIM IIaroM B IPO(hecCHOHaTbHOM
MOJATOTOBKE OYIyIIUX apTUCTOB OajeTa.

B Jlenunrpage B 1928 roay Beimyckaercsi Opormtopa non penakuueit .M.
ComnepTuHCKOro «Y4eOHbIH 1aH U mporpammbl JICHUHTPaJCKOTO TOCYIapCTBEH-
HOTO XOpeorpauyeckoro TEXHHKyMa», B KOTOpOW MyOJIMKyeTCs Mporpamma
KJIACCUYECKOT0 TaHIa ¢ 8-JETHUM KypcOM OOYy4Y€HHUS KIAaCCHYECKOMY TaHIly. AB-
TOPBI CUCTEMATU3UPYIOT YIIPAXKHEHUS M KPaTKO OUYEPUYMBAIOT 3aJlaud KaXKJI0ro I'o-
na oO0yueHHs Ha HOBOM dTame pa3BuTus mkoybl. B 1933-1934 romax B JleHun-
rpajackoM ['ocynapctBenHoM xopeorpaduueckoMm texuukyme (JII'XT) cozmarorcs
MPOTrpaMMBbl IO BCEM CIEHHAIBHBIM MPAKTUYECKUM MpeaMeTam. B 3Tu rogsl pox-
JAIOTCSl MPOrPAMMBI CIIEHHANBHBIX NUCIUIUIMH, MAaTepHal KOTOPBIX CTAHOBUTCS
0a3oi 17151 paboThl Bcex xopeorpaduueckux yueOHbix 3aBeaenuii CCCP, a no3a-
Hee U 3apyOexHbIX. B aTOM psimy — ocHoBomnonararomuid tpyn A.f. Baranosoi
«OcHoBbI KIaccuyeckoro Tauia» (1934 r.) u paspaborannas M.D. Pomanosoii,
E.A. CuerkoBoii-BeuecnoBoit u H.I. PuBa «IIporpamma kiiacCM4ecKoro TaHiay.

C 1933-34 yueb6noro roga B JII'XT ctpykrypupyercs 3-uil Kypc HUCTOJIHU-
TEJIBCKOTO OT/CJICHHUS, TTO3BOJISIOMUNA (POPMUPOBATH TAHIIOBIIIMKOB HOBOTO TTOKO-
JICHUSI, JJIsI KOTOPBIX TaHEI] U aKTEPCKOE MCKYCCTBO — HEPA3PBIBHBIE YACTU €AUHO-
ro 1enoro. OcoOblil UHTEPEC B CBSI3U C ATUM npeacTaBisitoT «lIporpamma 1o uzy-

YEHHUIO TAaHIEBAIBHBIX MAPTUH KJIACCMYECKOT0 U TEKYIIETro penepryapa» (CocTaB-
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nenHas A.f. Baranosoii, B.I. [lonomapesbim u b.B. [1laBpoBsiM) — ipo00Opa3 co-
BpeMEHHOH qucuuiuinHbl «Kimaccuueckoe Hacienue u penepryap 0ajJleTHOTrO TeaT-
pa», a Takxe «Ilnan-mporpamma 1o Kypcy 3alucu TaHIEBAJIbHBIX JBMXKEHHI (CO-
craBieHHass B. Tomcon). B pesynbpTaTe co3maercss HOBBIA Kypc, mMaTepuan s
U3Y4YeHHUs] Ha Kypce OMyOJMKOBaH B MEpPEYHE HOMEPOB M3 0aJETOB U OTICIBHBIX
HOMeEpax (CONBHBIX WJIM aHCaMOJIEBBIX), TIOCTABJICHHBIX OanerMmeiicTepamMu Mpo-
IUIOTO M HACTOSIIEr0 Ha OCHOBE KJIACCHYECKOTO M XapaKTEPHOro TaHLEB. biaro-
Japsl yCUIUsAM BeayIux jaestenceit xopeorpabuu — A.Sl. Baranosoii, B.W. Ilono-
mapésa, b.B. IllaBpoBa, A.U. YekpbiruHa — B koHiie 30-X roJJ0B B KOHTEKCTE Kypca
10 U3YYEHUIO TAHLIEBAJIBHBIX MAPTUH ObLIa BIEpBbIE NPUMEHEHA CHCTEMA TaK Ha-
3bIBAEMBIX MEXIIPEJIMETHBIX CBA3EH, CBA3aHHAsI C UCIOJb30BAaHUEM OIbITa 00pa3-
LIOB KJIACCHUECKOT'0 HaCJeaMsl, UCTOpUel OajeTa, a TakKe C BOIIPOCAMHU aKTEPCKO-
IO MacTepCcTBa, MAaHTOMUMBI, aHAJIU30M OaJETHOTO CIEKTaKJsA, XapaKTEpHOro U
UCTOPUKO-OBITOBOTO TAHLIEB.

[IpooGpazom coBpeMeHHOM nucuMIUIMHbBl «Kiaccuueckoe Hacnenue u pe-
nepTyap 0aJeTHOrO TeaTpay B yueOHOM ILJIaHE 3aHATUH MO CHEIUATbHBIM JIUCIIUII-
auHaMm 10 1941 roma ocraBanace «TaHIleBalibHAsA JIATEpATypa», KOTOpas M3yda-
nack Ha Il kypce Hapsiy ¢ «AHaIM30M OAJIETHOTO CIIEKTAKIIsA», UCTOPUEH TeaTpa,
ucTopuein 6anera, MAaHTOMUMOM, MYy3bIKAIbHONU KyJIbTypOH. YUeOHBIN TUIaH neaa-
TOTMYECKOTO OTAENECHMS MPEeANnoaral U3y4eHne 3anicyu TaHUEB, aHaIU3 0aneTHo-
IO CIIEKTaKJIS.

B 1946 rony, moutu cpasy no okoHuaHuu Benukor OTe4eCTBEHHOW BOMHBI,
B Mockse, B ['0Cy1apCTBEHHOM MHCTUTYTE T€ATPaAIbHOrO UcKyccTBa uMm. A.B. Jly-
Havgapckoro (I'MTHUC) ocHoBana kadenpa xopeorpaduu, KOTOPOM MHOTHE TOMIBI
3aBeJI0Bajl BhIaromuiics pycckuit xopeorpad P.B. 3axapor. Orta kadenpa nana
CTapT BhICHIEMY 0Opa30BaHHIO OajeTMeNCTepOB-MOCTAaHOBUIMKOB U B Poccuu, u B
mupe. B 1946 rony O6b110 oprann3oBaHo OaneTMencTepckoe oTaeleHue, a B 1958-
M — OTJEeJIeHUE NeAaroroB xopeorpadguu. B mporpammy oOGyueHust Hapsaay ¢ Te€o-
pPETHUYECKUMHU TUCIUILIMHAMU BOILET U HOBBIM KypC 10 U3YYE€HUIO 00pa3IoB Kiac-

cuyeckoro Hacineaus. Benen 3a Mockoii B 1962 rony npu JIeHMHIpaacko KOH-
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CepBaTOpUU OTKpbIBaeTCs OanermeicTepckuil gaxynpTeT. M3yueHue kiaccuye-
CKOTO HacieAus MOApa3Jessioch Ha 4 pa3jena: Hacleaue KIacCHYEeCKOro TaHIa,
XapaKTEPHOIO TaHIla, UCTOPUKO-OBITOBOIO TaHIIA U M3y4YEHUE OAIETOB COBETCKHUX
xopeorpados. Hacnenue kiaccuueckoro TaHia mnpemnojaBaia apTuctka 6anera Te-
atpa onepsl u 6anera uMm. C.M. Kuposa B T.B. bazunesckas-bysHoBckast — 3HaTOK
kiaccuueckoro Hacienus. [locne @.B. JlomyxoBa, HaunHas ¢ 1966 rona, otnene-
Hue Bo3rnasui I1LA. I'yceB, no3anee — H.A. Jonrymun, I'.T. Komiiea. Mctunnbie
XPAHUTENN KJIACCUYECKOrO0 HACIEIWs, OHM MEpEJaBaId W MEPENAOT MLIECAECBPbI
MacTepOB MPOILIOTrO NOCIETYIOIINM MOKOJIEHUSIM MOJIOIBIX XY/10KHUKOB.

B 1987 rony B MockBe Ha 6aze MOCKOBCKOTO TOCYJapCTBEHHOTO XOPEO-
rpaduyueckoro yuwinina cosznaerci MOCKOBCKUI TOCYyIapCTBEHHBIA Xxopeorpadu-
yeckuid MHCTUTYT. Cpeau cneuuanbHbIX JUCUHUIUIMH BHUIHOE MECTO 3aHUMAET U
HOBasi MpodeCCUOHAIBHO OpUEHTHpOBaHHas nucuurinHa «Knaccuueckoe Hacre-
nuey». Pa3paboTka repBoil mporpaMMbl U MPEnoiaBaHue JUCIUIUTHHBI ObLIO MOPY-
4yeHo Bhiaromeiics oanepune M.B. KonnpaTbeBoil.

Takum 00pazoM, KpyIHEHIINEe CIeIHAIUCTHI MeTepOYPIrcKOil 1 MOCKOBCKOM
IIKOJI BHECIIM HEOLICHUMbIW BKJIJl B HICTOPUIO OTEUYECTBEHHOI'O U MUPOBOIO Oalie-
Ta: CBOMMHU 3HAHUSIMU M METOJMYECKUMHU Pa3pabOTKaMH OHU Pa3BUBAIIA U COBEP-
IICHCTBOBAIM XOopeorpadudeckoe 00pa3oBaHue, HAYYHO OPOPMIISS MPAKTHUECKHIM
onbIT. HOBbIMU poccuiickuMu 00pa3oBaTebHBIMU CTaHAAPTaMU B 00JIACTH XOPEO-
rpaduueckoro UCKyccTBa mpeaycMaTpuBaeTCs MOCIeA0BaTeNIbHAsE U MHTEHCHUBHAS
paboTta no 00OrameHuI0 TPAKTUYECKON U TEOPETUUECKON 0a3 yueOHBIX MporpaMm
Y BbIpaOOTKE PEKOMEHIALNI TeaTpaJbHOr0O penepryapa B 00J1acTH KIaCCUYECKOTO

HaCJICcaus.

PexoHCTPYKIIMS HCTOPUYECKOT0 TAHLIA B COBPEMEHHOM Xopeorpadguieckom

U MY3bIKAJIbHOM 00pa30BaHUM
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Kaiinanosckas H.B.
natalia.kaidanovskaya@gmail.com
npenogaBaresib MOCKOBCKOM IOCYIapCTBEHHOU
KoHcepBaropuu um. I1.1.YalkoBcKoro
MockBa, Poccus

Ornpenenenre HCTOPUYECKOTO TaHIIA KaK €BPONENCKOro TaHLIA OT CPEIHEBE-
KOBbs 10 Havyasa 20 Beka. HemaBHee nmponuioe: MHTEpEC My3bIKAHTOB K ayT€HTHY-
HOMY HCHOJIHEHUIO CTapPUHHOM MY3BIKA UM K TaHUEBAJIbHBIM TpakTaTaM. lIpurima-
nieHue B MOCKOBCKYIO KOHCEPBAaTOPUIO OJHOIO M3 PEKOHCTPYKTOPOB HCTOPHYE-
ckoro tanua lOprena Hlpane, a Takxke noceuieHue uM OaneTMmencrepckoit kaden-
pel TUTUCa. Hacrosimiee: OypHBIN HHTEpEC K UCTOPUUECKOMY TaHITy IO TIEPBOUC-
TOYHHMKaM y HemnpogdeccuoHanoB B Poccuu. bonee cra ctyauili B pa3HbIX ropoaax
Poccuu. Accouuanusi HICTOpUYECKOTO TaHIa, (PECTUBAIU U MacTEP-KIACCHI ¢ TIPU-
[JIAIIEHUEM E€BPONEHCKHX U aMEPUKAHCKUX PEKOHCTPYKTOPOB, YCTPONCTBO OAIOB
0 TEMaM M IO 3I0XaM, MOIIMB UCTOPHUYECKUX KOCTIOMOB. Ilocemenue 6aioB u
Mactep-kiaccoB B EBporie. IlepeBoapl MaHyCKpUINITOB, AHTJIOSA3BIYHBIX UCCIIEIOBA-
HUM, CO3/1aHNE YUEOHUKOB.

Hcropruueckuii tanen B EBporie U €BponerCcCKUe MacTepa PEKOHCTPYKIIMHU.
Heckonpko moptperoB. ColManibHbli BONPOC COLUMANBHBIX TaHLEB. OTCyTCTBHE
HWHTepeca y OaJIeTHBIX MPOGEeCCHOHAIOB.

KoncepBaropuun EBpornbl ¢ mpenojaBaHueM HUCTOPUUECKOTO TaHIA IO Iep-
BOMCTOYHHKAM. [10€3/1K1 CTYJIEHTOB M aCMPAHTOB HAa MAacTEpP-KJIACCHI M0 ayTEH-
TUYHOMY HUCTOJHEHHUIO HA UCTOPUYECKUX UHCTPYMEHTAaX U TaHILIEBaJIbHbBIE MACTEP-
KJIACCHI OTHOBPEMEHHO C HUMHU.

[lepeuriciienue u paszziesieHue MePBOMCTOYHUKOB. Jmoxa 0apoKKo — Hanbo-
jee OMU3KOE CONMPHUKOCHOBEHHE OanbHOTO M mpodeccnoHanbHOro tanma. Ot Oa-
POKKO K myaHTaMm. TpyaHocTH 0apOYHOro TaHIa AJii Henpo(decCHuOHaNIOB, OTCYT-
CTBUE MOJATOTOBIIEHHOTO Teja. TpyIHOCTH OApOYHOro TaHua i npodeccruoHa-
JIOB, JIpyrasi KOOpAUHAIMS U MOCIEI0BAaTEIbHOCTh JBMKEHUI. [[peeMCTBEHHOCTD

y4yuTeNen OT bolllana 10 HaluX JHEH.
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OTtcyTcTBHE CTWIISI B COBPEMEHHOM KJIACCHYECKOM TaHIIE, BEpHEE, TMMHa-
ctuueckuil ctuiib. [lo3umuu Hor u pyk oT bomana no Hammx nuei. OnpeneneHue
CTWJIEH TaHIla Ha npuMepax komno3uuuil [lekypa, bypaonsuiis, Ileppo, Ilerumna u
®okuna. Putmudeckue u TeMIioBeie pacxokaeHus. CTuib U maru OanbHBIX TaH-
1IeB BO BpeMeHa 3Tux OanermeiictepoB. HeoOXoauMoCTh UX U3yUEeHHUS.

Macrepa tanneB oT CpenHeBekoBbsi A0 bomrana u ux TpakTtaThl. TaHIbL,
ITOCBSIIEHHBIE CUIBHBIM MHpa cero. [lepeuncnenue maros u TprokoB. Korna u rue
JIeJIa Iy TPIOKH, €CJIM UX HET B OMUCAHHBIX TaHIaX. [{upkauu u TaHopel. TaHIIOPBI
¥ KoMeauaHThl. TaHel u IBHKEeHHE 3Be3/ U M1aHeT. OCMBICIEHUE IIaroB U JBU-
JKEHUH U UX HANIOJIHEHHOCTh. CTOUT JIM 3TOMY YUUTHCA?

OneIT npenoaBaHusl HCTOPUUECKOTO TaHIa B MOCKOBCKOW KOHCEPBATOPHH

u L{eHTpanbHON MY3bIKaJbHOM IKOJIE.

IIyTu coxpaneHuss UHGPOPMALMHU O KJIACCHYECKOM HACTECAUU

O.B. KupnuyenkoBa

olyaballet@mail.ru

aptuctka 0anera Cankt-IleTepOyprckoro rocy1apcTBEHHOTO
teatpa Oanera um. JI.B. SIko6cona

Cankr-IleTepOypr, Poccus

1. UcToku nuckyccuil mo npodsieMe COXpaHHOCTU KJIACCUYECKOrO HACIeausl.
Criopbl O KJIACCMYECKOM HAcCJIEIUU CpPeAu NPO(PECCHOHATIOB HE 3aTUXAIOT YXKe
MPaKTUYECKH BEK. Jnoxa, 0003HaYeHHas paaukaibHbiM 1917-M rogom, craBuiia
BOIPOC PELIUTENbHO: «BBITh UM HE OBITH LIEAEBpaM HUMIIEPaTOpPCKOro Oanera?»
Hesarenu OanmeTrHoro tearpa mnpu mnoanaepxkke A.B. JlyHauapckoro 3ToT BOmIpocC
CHSUJIA, OTCTOSIB IJIABHBIE NIEAEBPHI.

BnocnenctBun crano oueBHUIHBIM, UYTO OayieThl KJIACCHYECKOIO HACIIEIus
HEn30€KHO MEHSIOTCS BMECTE CO BpeMeHeM. Bciienl 3a 3TUM NBITATUCh MOHSTH,
BO3MOKHO JIM PETYJIMPOBATh MPOLIECC UX U3MEHEHUS. MHEHHs Ha 3Ty TEMY HM3Ja-
TaJIMCh HA CTPAHULAX NEPUOAMYECKOMN NeYaTH, IEHTPOM IUCKYCCUU CTaJl XKypHAI

«Coerckuii Oaner». [IpakTHuecku cpasy C HayajiOM BBINTYCKa M3JaHUS B HEM
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nosiBuiack pyopuka «lIpobnemsr Hacnenus». [leyaraBuimecss MHEHHs, HECMOTPS
Ha Pa3Iu4usi, UMEIH U TOUYKU COTIPUKOCHOBEHHS:

a) PectaBpaTop 6aeTHOTO CEKTaKIIsl — 3TO Jap (a BIAJEIN UM €IUHULIBI).

0) Bpems nukTyeT Teatpy mepemMeHbl, CIelIOBATENbHO, YTOOBI KHTh, CTa-
pUHHBIE OasieThl OYayT HEM30€KHO MEHSTHCS MO CBOMM 3aKOHAM, HE 3aBUCAIIUM
OT KeJaHUI MPaKTUKOB U TEOPETUKOB OAJIETHOTO TeaTpa.

B) Bce BbICKa3bIBaBIIMECS paTOBAIM 3a HEOOXOAMMOCTH (PUKCAIIUU XOPEO-
rpaduyeckoro Tekcra (JIFOOBIMH JOCTYIMHBIMU criocobamu). HeoHOKpaTHO BI-
JIBUTANIACh WISl OpraHU3alliu CHEeIHATU3UPOBAHHON KOMHUCCHH IO 3TOMY BOIPO-
Cy; TPeIaraioch Jaxe 3aQpUKCUPOBATh KAHOHUYECKUN TEKCT AJis OaNeTHBIX KOH-
KypcoB, 4TOObI N30€KaTh BOJIBHOCTEN CO CTOPOHBI UCIOJHUTENEH, PhSHO adanTH-
POBABIIIKX €TO K CBOUM TEXHUYECKUM BO3MOKHOCTSIM.

DKCKypC B UCTOPHIO MTOKA3bIBAET, YTO KPYr BOIMPOCOB, KACAIOIIMUXCS KJlac-
CHUYECKOI0 Hacjienus, o cyTu, He MeHsercs. [logHruMaeMble HECKOJIBKO JECSATHIIE-
TUW Ha3aJ TEMbl COXPaHEHHUS XOpeorpaduyecKoro TEKCTa, MPOJOIDKEHUS >KU3HU
KJIACCUYECKOTO Haclie[iusl B penepTyape TeaTpoB, TEXHUIIM3MA U HUBEIUPOBAHUS
CTHJISI Ha KOHKypcax M (pecTHBaNsX MO-TIpeKHEMY >KUBOTpenenrymme. OgHako
BpeMs TpeOyeT BhIIBUKEHUSI HOBBIX aJIbTEPHATHUB.

2. Co3nanue eAMHOro MH(GOPMALMOHHOIO pecypca O KJIAaCCHUYEeCKOM Hacle-
. HeobxoauMo amantupoBaTh TEOPETUUECKHE 3HAHUS K YCIOBUSM M BO3MOXK-
HOCTSM COBpPeMEHHOCTH. CerofHsi Mbl CTaJIKUBaeMcCsl C 3acCHJIMEM HH(}OpMaluy,
COBJIaJaTh C HEW MoMoraroT uHpopMaImoHHbIe TexHoJoruu. Ha 3anaze onu naBHO
HIMPOKO BOCTPEeOOBaHbI KPYMHEHIIMMU LIEHTpaMu oOpa3oBanus. B Poccun ogHum
13 BO3MOXKHBIX HANPABJIICHUI Pa3BUTHUS MOXKET CTaTh CO3J]aHUE UHTEPHET-pecypcea,
MOCBSIIIIEHHOTO KIACCHYECKOMY HACJIEIUIO OAIETHOTO TeaTpa.

2.1. Ilpenmnoceuiku co3nanus. XOTs OPHUIIMATBHOTO U OoJiee-MEeHee MpH-
3HaHHOTO OTpEENICHUs] TEPMHHA «KJIACCMUECKOE HacjeIue)» He CYLIeCTBYET, BCe
npodecCHOoHAaBl TIOHUMAIOT, YTO Ke UMeeTcsl B BUAY. CIeKTakiIb KIaCCHYeCKOTro
HaCJIeUsl — 3TO XYJOKECTBEHHOE 1IeJI0e, I/I€ COXpaHEH W3HAYallbHbIM 3aMbIcen

NIEPBOTO TOCTAHOBIIMKA. 3aMBICEIT PACKPBIBACTCS Y€Pe3 COOTBETCTBYIOIIUE XOPEO-
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rpadgudeckue Gopmbl. TekCcT OaNeTHOTO CIEKTAKJS OKUBACT YePE3 MCIIOTHHUTEIIS,
MOTOMY OCOOEHHO Ba)KHO, YTOOBI apTUCT BOCIUTHIBAN B ceOe moaobaroiiee OTHO-
nieHue K knaccuke. [IyTh K 3TOMy — U3y4eHUE UCIIOTHUTEIBCKUX TPAOULIAN, aHa-
au3 ux npeobpaxkenus. HTepHET-pecypc 3HAYUTENBHO YIPOCTUT AOCTYH K HMH-
dbopmarnuu o kraccudeckoMm Haciaeanu. OH MOKET Ipeajaratb B CTpyKTYpUpPOBaH-
HOM BHUJIE CBEJICHMs 000 BCEX MaTepuaiax, UMEIOIINX OTHOIICHHUE K TAHHOUN TeMe.
OT0 3HAUMTENBHO OOJETYUT 0OMEH MH(pOpMaLel MEX Ty MPOoPecCHOHATAMU.

2.2. I'pynma COOTBETCTBYIOIIECH TEMAaTUKH B COLIMAIBHOM ceTH. Pa3pabarsbi-
BAaGMbIii MHOI MPOEKT MpeIHa3HauyeH [JIsl BOCIOJHEHHUS HEJOCTaTKa MOA0O0HON
UH(pOpMAIMU TPEXIE BCEro CPEeau YYAIIUXCSA CTApUIMX KYypCOB Xopeorpaduue-
CKUX YYWJIUII U CPEAM CTYJEHTOB MPOQMIbHBIX BY30B. B yClIOBUSX cOIMaIbHOM
CETH MPOEKT HeceT OOJblIe 3KCIEpHUMEHTAIbHbIA Xapakrtep. Ho, MOXeT OBITh,
MMEHHO 3TO OyAeT MEepBbIM LIaroM K CO3JIaHUIO MPO(ECCUOHAIBHOIO pecypca, Ko-

TOpOTo I[OCTOFIH& HNCTOPHUA KIIACCHYCCKOT'O HACJICIHA.

Bansinue Ki1accM4ecKOro TaHIa Ha COBpeMEeHHbIEe
xopeorpauuecKkue MOCTAHOBKHU B 'KaHpPe «(IaMeHKO»

H.A. boapoBa

bodrova.n@list.ru

acupaHT MOCKOBCKOTO ['0Cy1apCTBEHHOTO
Yuusepcutera Jluzarina u Texnonoruu
MockBa, Poccus

B nannoit pabote paccMmaTtpuBaroTcsi Xopeorpadudeckrue JIEMEHThl U Cpe/l-
CTBa BBIPA3UTEJIBHOCTH KJIACCHYECKOIO TaHIIA, CYIIECTBYIOIIUE B COBPEMEHHBIX
nocTaHoBkax (ramenko. J[aHHOe WCClieOBaHUE MPEJCTABISET IEHHOCTh KakK C
TOYKU 3pPEHUS TEOPETUUECKON 0asbl, TaKk W JJIs peaju3alluy IeIarorudeckoro
nporiecca. imes mpeAcTaBieHUe O TOM, KaKOe BIUSIHUE UMEET KJIACCUYeCKUH Ta-
HEIl HA COBPEMEHHbBIE TTIOCTAHOBKH B jKaHpPE «(hIaMEHKO», MBI TIOJy4aeM BO3MOXK-

HOCTh 0o0Jiee MOJHOW M TPaMOTHOM peayin3aluu xopeorpadhuueckux Uaeu u 3aaay.
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Taxxe B paboTe 0003HAUYEHBI 33a4d COBPEMEHHBIX MOCTAHOBOK CIIEHHMYECKOTO
bIamMeHKo.

[lenpro pa®OTHI CTaT aHAIN3 COBPEMEHHOTO CIIEHUYECKOTO TaHIla PIIaMEeHKO
C TOYKH 3pEHUS] KAHOHOB KJIACCHUYECKOTO TaHIIA, YTO MO3BOJIUJIO OMPEACITUTH CIie-
mupuIecKuii Habop JBIKEHUN U «T1a», HEOOXOMUMBIX ISl TIOCTAHOBKU B JKaHPE
¢d1aMeHKO, CXOIHBIN C KIIACCUICCKUM.

Ha ceromnsimiHuii eHb HE CYIIECTBYET YETKO MPOMHCAHHBIX CTaHIAPTOB,
KPUTEPUEB OIICHKH Mpo(deccHoHaIM3Ma, a TakKe METOANK M IIPOrpaMM OoOydeHHs
B skaHpe (uiameHKko. [laHHBIN (akT onpeaenseT akKTyalbHOCTh U HOBU3HY HAIIETo
UCCIICIOBaHMsI, TaK KaK BBISIBICHHBIC JIEMEHTHI KJIACCHYECKOTO TaHIlA AT BO3-
MO>KHOCTb CHCTEMAaTHU3MPOBATh U YIOPSAOYUTH HAOOp AJIEMEHTOB B »aHpe (ia-
MEHKO, 3a CUYET UX B3aMMOJOIOIHAEMOCTH. BeaencTBre 3Toro Mpl Mojay4aeM BO3-
MO>KHOCTb pa3paboTaTh CTaHIAPTU3UPOBAHHBIN HA0Op YNpPaKHEHUN U TaHIIEBAJb-
HBIX AJIEMEHTOB, 3aJI0’KUB OCHOBBI B METOI0JIOTUM 00yUYeHUs (hI1aMEHKO.

CoBpemeHHOE xopeorpaduueckoe UCKYCCTBO BCe C OOJbIIEH MHTEHCUBHO-
CTBIO CUHTE3UPYET Pa3juvyHble HANPABJICHUS W KYJIbTYpbl BOCAHHO, 00pa3ysl HO-
BBIC CTHJIM, )KaHPBI U HAIIPABJICHUS, YTO BEJIET K MOSBJICHUIO BRICOKOW KOHKYPEHT-
HOCTH cpeii MpodeCcCHOHATBHBIX apTUCTOB. TakuM 00pa3oM, BOZHUKAET HEOOXO-
JUMOCTh CJIEJIOBAHUSI TEHACHIIMSAM U MOJIE€ B MCKYCCTBE, MOJJEepKaHus mpodec-
CHOHAJIBHOTO YPOBHS, TEXHUYHOCTH, Pa3pabOTKN CBOUX HOBATOPCKHUX MPEAIIONKE-
HUW B TaHIe. DTH MapaMeTphl TPEOYIOT MaKCUMAJIbHON (DU3MYECKOM MOJArOTOB-
JICHHOCTH M PACIIUPEHUS CBOWX TAHIIEBAJIBLHBIX BO3MOXKHOCTEH, YCOBEPIICHCTBO-
BaHHME CBOMX HABBIKOB, YMEHUW W 3HAHWM, JJI PACIIMPCHUS MOTEHIIUANA CPEICTB
BbIpasuTeabHOCTH. Kitaccuueckuii TaHell B OCHOBE CBoei oOmnamaeT Haubosee 3 (-

(EeKTUBHBIM UHCTPYMEHTAPHUEM JJIs1 JOCTHXKEHUSI TAHHOM 3a1auH.
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3HauyeHue TBOpUYecKoro Hacjeausa Mapuyca Ileruna
B Pa3BUTHH AYITHO-KJACCHYECKOI0 TAHLA

I''K. I'yceB

georgegusev@yandex.ru

IMPCIIoAaBaTCIb Ka(l)eﬂpbl KIIACCUYCCKOI'O U AYSTHOI'O TaHIIa
MOCKOBCKOM roCy1apCTBEHHOH akaJeMuu Xopeorpapuu
Mocksa, Poccus

PacuBet pycckoro Oanera cBsi3aH ¢ MMEHEM (DpPaHIly3CKOTO TaHIOBIIMKA,
nenarora u 0anerMeiictepa Mapuyca [letuna. 3a 0osee yem MoIyBEKOBOE CITyKe-
HUe Ha poccuiickoll cuene [letuna co3gan 64 cOOCTBEHHBIX OAIETHBIX CIEKTAKIIA,
BO300HOBUJI HECKOJIBKO JIECATKOB IOCTAHOBOK JIPYTUX €BPONEUCKUX Xopeorpados,
nocTaBui OKOJO 50-TH TaHUEBAJIBHBIX HOMEPOB M3 omep. Jy3Tel B ero Ganerax
o0pacTaloT TEXHUYECKUMH CJIOKHOCTSIMU U HECYT SMOLIMOHAIBHYIO U CTPYKTYp-
HYIO HArpy3Ky.

[TouTtn Bce u3BecTHhIC AesTenu Oaneta koHua XIX — nepBoit Tpetn XX Beka
obutn yuenukamu lletuna. B. TuxoMupoB mnepBblil cocTaBui mporpammy olOyde-
HUSl IyPTHOMY TaHily. B G6ametHom myste 20-pix — 40-p1x rooB XX Beka yTBep-
KIAETCAd BO3AYIIHO-CWJIOBAsT NOAJIEPIKKA, MOSBIACTCA HEBEPOSTHOE MHOXKECTBO
UCIIOJTHUTEIIEH TaHIIEBAJIbHO-aKpPOOATUUECKUX HOMEPOB.

PaccmarpuBasi ogHy M3 paHHUX MporpamMm no Ay3THoMy TaHiy (1938 r.),
ormeuaeM Biusinue Iletuna Ha yueOHsbIi nporecc. U3 30-tu pekoMeH0BaHHBIX K
OOy4YeHHUIO TIOAJACPKEK B afaxuo 22 MOAJEPKKU B3sIThl U3 OaneroB lletumna. B
mporpamMme o JIy3THO-kiaccuueckomy TaHity 2004 roga u3 50-tu yuyeOHBIX map-
TEPHBIX NOJJEPKEK 35 MOKHO CMENO OTHECTHU K Hacieauto M. [leruna.

AHan3 TporpaMM IO JY3THO-KJIIACCUYECKOMY TaHIy IO3BOJSET CHENATh
CIIETYIOIIMI BBIBOJI: B HAIlle BpeMsl MapTepHas TEXHUKa BOCTpeOOBaHA U HEOOXO-
JVMa TaHLOBIIMKAaM, HECMOTPS HAa MTOBCEMECTHOE PA3BUTHE IIACTUYECKOU HYyIT-
HOI xopeorpaduu coBpeMeHHbIX XxopeorpadoB. B ayste rpaiusi, 4yBCTBO MO3BbI,
YCTOMYHMBOCTh, CBOOOJIa MCIIOTHEHNUS TEXHUYECKU CIIOKHBIX AJIEMEHTOB HUKOT/IA
HE BpEIUJIN COBPEMEHHOMY Xopeorpady, a, Ha060poT, MOMOralid €My B TBOPUYECT-

BE. JTH KauyeCTBa KJIACCHYCCKOM Tpaauluu Mbl BOCIIUTEIBACM, ICHUM M COXPAHACM
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Oslaroiapsi KJIaCCHYECKOMY IY3THOMY TaHIy, OCTAaBJIEHHOMY HaM BeJMKUM Ma-

puycom Ilernmna.

Kunaccuueckoe Hacsieque u 00yyeHne aKTEPCKOMY MACTEPCTBY
Oyayuux apTucToB 0ajiera

H.A. CHurko

snitkona@gmail.com

CTapIIMi mpernoiaBaTeib kKadeapbl KIaCCHYSCKOro TaHIa
MoOCKOBCKOM roCy1apCTBEHHOH akaJeMuu Xopeorpapuu
MockBa, Poccus

Ha pa3Burue uckyccrtBa 6anera B Poccun CHIIBHO BIMSIIO MCKYCCTBO JIpama-
Thyeckoro tearpa. B Mockse, Hanpumep, eiié B Hauane XX Beka Oyayiue oale-
PHHBI U apTUCTHI IPaMaTHYECKUE BMECTE YUUIIUCh B T€ATPAJIbHOM IIKOJIE U, KOHEU-
HO, BHUIMaHHUE K aKTEPCKON CTOpOHE poJjieil Ha OajeTHOM ClieHe BO MHOTOM BhIpac-
TaJo U3 ITOTO.

[locTeneHHO BO3HMKAJIAa HOBAas IIKOJA AKTEPCKOM WUIPBI, HOBas AKTEPCKas
TEXHHKA, MTPOCTOTA U €CTECTBEHHOCTh CTAHOBWJIMCH OCHOBOM CLUEHUYECKOTO IMOBE-
nenust akTépoB. HatypansHocTh repoeB M.C. lllenkuHa Ha apamMaTHYecKOW CILIEHE
M0-CBOEMY MPEJIOMJISTIACh B €CTECTBEHHOM HCIIOJIHEHWU B OaJe€THBIX CHEKTAKIIAX.
Or IllenkuHa noay4yus Ha4aa0 TOT MCUXOJOTU3M B PYCCKOM aKTEPCKOM HMCKYCCT-
Be, KoTophlil npuBén Kk pepopme K.C. CranucnaBckoro. HoBble mpuHIMIIEI OaneT-
HOM pexuccypbl M aKTEPCKOTO MacTepCTBa SIPKO BbIpaXEHbI B Oajerax
JIL.M.JIaBpoBckoro «Pomeo u Jlxyneerra» u P.B. 3axapoBa «baxuuncapaiickuii
dboHTaH.

CoBpeMeHHBIN apTUCT OajieTa JOJDKEH YMETh BIIAJIETh CBOMM TEJIOM, TYIIIOH,
BHHUMAaHHUEM, 3Ta paboTa Haj co00# UUTCS BCIO KU3Hb. BpeMst mocTossHHO TpedyeT
HOBOTO, HOBBIX ()OpM, HO €CTh OCHOBA, KOTOpas HE MOXET U HE JOJIKHA OBbITh pa3-
pyuieHa. B HacTosiee Bpemsi 6a30ii st 00ydeHus: akTEPCKOMY MacTEpCTBY Oyiy-
X aptuctoB Oaneta sBisercs cuctema K.C. CtanucnaBckoro, Kotropas J1aéT me-

TOJbI, C ITIOMOIIBIO KOTOPBIX MOKHO YBJICYDb AYIY.
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['maBHO# 3agaueit 00yueHHs SBISIETCS OPraHUYECKOE JEMCTBUE, BHIPAXKEHHOE
B TaHIIEBAJIbHOU opme (IeiiCTBEHHOM TaHIe). J[Js 3TOro CyIIecTBYIOT CrieHallb-
HBIE YIIPa>KHEHMSI, 3TIO/IbI, PA3BUBAIOIINAE Y CTYIECHTOB YyBCTBO IPABJIbl, IIPABHUJIb-
HOE CLIECHNYECKOE CAMOYYBCTBHE. bombloe 3HaueHHne umeeT paboTa ¢ TeJIOM Yepes
BHYTPEHHUI MOHOJIOT, KOTOPBIN MpHy4aeT OyAyIlero apTucta Oajiera MpICIUTh Ha
CLIEHE, YTO CHOCOOCTBYET JIOTUYECKOMY, HEIPEPHIBHOMY pa3BUTHUIO JEHCTBUS.
Takxe cTyneHTaM HeoOXOIMMO HAyYUThCS MY3bIKaJIbHO OCMBICIMBATH JBUKCHUS,
IIOHMMATh UX KAaK CPEICTBO BBIPAKCHMS YEJIOBEYECKHX MBICIEH M YYyBCTB, 3a0CT-
pSATh BHHMAaHHE Ha TIACTUYECKOW BBIPA3UTENBHOCTU M TMOJHOM CIUSHUU (OPMBI
BBIPAKEHUS C XapaKTepoM My3blku. Jlanmee, B mpemyiaraeMblX OOCTOSATENbCTBAX
Xxopeorpapuueckoro oopasa, CTyI€HTbl HAUMHAIOT OBJIAZIEBaTh AKTUBHBIMU, JIOTHY-
HBIMH JICCTBUSIMU B MPEJIaraéMbIX 00CTOATENbCTBAX. Pa3BUBaeTCs miacTuyecKast
BBIPA3UTEIIBHOCTH B My3bIKaJIbHBIX HOMEpPaX.

Taxum oOpa3oM, cuila 1 YHUKaJIBbHOCTh pycckoro 6anera, To, uto A.C. [lym-
KHH OTMeYall KaK «Jlylmol MCIOJHEHHBIN MOJET», BO MHOTOM OOYCIIOBJIEHBI apTH-
CTU3MOM HCIIOJIHUTENEH, U 3TO IeJICHAPaBICHHO (POPMUPYETCS HA 3aHATUAX aK-

TEPCKUM MaCTEPCTBOM.

Cuennueckasi npoeccHOHATBLHAS MPAKTUKA BOCIUTAHHUKOB
MockoBckoi 0ajieTHOM KOJbI (1814-1822 roanbl)

T.A. PozkoBa

paporotno@yandex.ru

npernoaaBatesb Kadeapbl KJIacCHUeCKOro TaHIa
MOCKOBCKOI rocyJapCTBEHHOM akaeMuu Xopeorpapuu
Mocksa, Poccus

B apxuBHBIX (OHZAX TOCYIapCTBEHHOIO TEaTPaJbHOTO My3ed UM.
A.baxpyminHa, B otnene aduil ¥ nporpaMmm, ObUta MpoBeaeHa pabora mo cOopy
HAy4YHO-UCCIIEeI0BAaTEIbCKOI0 MaTeprana B paMkax Tembl «Cuennueckas npodec-
CHUOHAJIbHAS TMPAKTHKA BOCITUTAHHUKOB MOCKOBCKOM 0aleTHOM IIKOJIBI B JOPEBO-
JIOUUOHHBIN niepuoy. beuto uzydeno Oonee 150 adui, natupyeMbix nepBoit yeT-

BepThio XIX Beka.
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brnarogapst 3TuM 1IOKyMEHTaM, HaM M3BECTHBI Ha3BaHUs CHEKTAaKIIEH, KOTO-
pbie ObUTH MPECTABICHBI 3PUTEIISIM MOCKOBCKHMH aKT€paMU W BOCIUTAHHUKAMU
xopeorpaduueckoro otnaenenus Mmmeparopckoii MockoBckoi TearpanbHOM
IIKOJIBI HA ABYX ClieHnYeckux riomaakax: ¢ 1814 mo 1818 rog — B Teatpe Ha ynu-
e 3HaMeHka (B qome reHepasia AnpakcuHa) u ¢ 1818 mo 1822 rox — B TeaTpe Ha
ynuie MoxoBas (B qome Ilamikoga).

Conepxamasics B apumax uHbopmarys 1aéT HaM MPEACTaBICHUE O penep-
Tyape TeaTpa, ero npeMbepax, MoMmyJIIPHOCTH HEKOTOPHIX CIEKTaKIIeH, 00 UX >KaH-
pe W aBTOpax BOKAJIbHBIX, TAHIIEBAJIbHBIX HOMEPOB, BKJIIOUCHHBIX B KaHBY CIIEK-
TaKJIsl, O TJIaBHBIX U APYTUX JIEUCTBYIOIIUX JIUIAX, IEKOPAIUIX, O COCTaBE aKTEPOB
(B TOM yucie GpaMuiInii BOCMUTAHHUKOB, YYACTBYIOIIUX B CIIEKTAKIIAX ).

Cpenu apaMaTMyecKHX MNpeACTaBJIeHU B aduilnax ykKa3bIBalOTCS Clie-
JIYIOLIUE KaHPbl: UCTOPUYECKHUE, TEPOUUECKUE paMbl, TpareaInuu, KOMEIUH, BOJ-
1IeOHbIE KOMEINHM, POMAHTHYECKUE U UCTOpUYECKUE. B omepHBIX MOCTAHOBKAX
pa3IMyYalOTCs OMEpbl: Tepouyeckas, BOIIICOHAs, KOMUYECKass U OINepa-BOJCBUIb.
bajieTHbIe MOCTAHOBKH — 3TO JUBEPTUCMEHTHI U aHAKPEOHTUUYECKHUE, TepoUuUe-
CKHE, TAHTOMUMHBIE OAJIETHI.

CoOpaHHble CBEICHHS TO3BOJSIOT BBIICTUTH HECKOJIBKO HANPABJICHUM B
poecCHOHAIEHON TBOPUYECKOW JESATEIbHOCTH BOCIIUTAHHUKOB IIIKOJIBI Haudasa
XIX Beka.

1) Yuactue B ApaMaTHyecKMX MOCTAHOBKAX: a) MCIIOJHEHUE TaHIICBAIb-
HBIX HOMEpOB, 0ajeTOB, MHTEPMEIU, HAPOAHBIX IJICOK B JpaMaTUUYECKUX CIEK-
TakJs1X; 0) UTPOBBIEC POJIM; B) MAaCCOBbIE U MUMHUYECKHE CIICHBI; T') BOKaJIbHbIE HO-
Mepa, B TOM YUCJIE HApOJIHbIE TIECHH.

2) YuyacTue B ONEPHBIX NMOCTAHOBKAX: a) HMCIOJHEHUE TaHIEBAIbHBIX
COJIbHBIX W MAacCCOBBIX HOMEPOB, 0aleTOB, MHTEPMEIUi; O) UTPOBBIE POIH U BO-
KaJIbHBIEC MAPTUH; C) MUMHUYECKUE BBIXOJIbl, MACCOBBIE CLICHBI, XOP.

3) Yuactue B 0ajleTHBIX MOCTAHOBKAX: a) UCIOJHEHUE COJIbHBIX U BEIY-
MIMX MApPTUH KJIACCUYECKOTO perepTyapa; 0) UCIOTHEHHE COJIBHBIX M MAaCCOBBIX

HApOJHBIX IUSICOK M XapaKTEpHBIX HOMEPOB; B) KOpaeOaseT; I') MaHTOMUMHbBIC

125



CIICHbl WJIM MHUMHYECKHE BBIXObI; 1) BOKAJIbHbIE HOMEpa B OaleTHBIX AUBEPTHUC-
MEHTAX.

B OGaneTHbIX mpencTaBiIeHUSIX MIMPOKO HMCIONb30BANICA (OJIBKIOPHBIA TaH-
IEBaJIbHBIA MaTepuan pa3HbIX HapoOJOB. Xopeorpadbl CTaBUIM PYCCKHUE, Typell-
KH€, NOJIbCKUE, LIBITAHCKUE, BEHI'€PCKUE, UCIIaHCKUE, OAIIKUpCKUe, cepOcKue, Ta-
TapCKUE U MHBIE TAaHIBI U IUIICKU. Cpeau Ipyrux TaHLEBAJIbHBIX HOMEPOB B adu-
11ax BBIJEJIEHBI 1A A€ Tpya, Ia € A€, KPAKOBAK, KaJPWIA, XOPOBOABIL, MapIlu U
npyrue. CinegyeT OTMETUTb, YTO JUIsl (PPAHIy3CKOM TEPMUHOJOTUU JIATUHCKUMN
mpu@T B Hauane XX Beka emé He UCIOIb30BaJIC.

Aduim ABISIOTCS JOKYMEHTAJIBHBIMU CBUJETENBCTBAMU, IOJTBEPHKAAIO-
MIUMH (PaKThl y4acTHUs BOCIUTAHHUKOB U BOCITUTAHHUIL XOPEOTrpapuiecKoro oTie-
nenust Umneparopckoit MockoBckoi TeaTpajibHOM HIKOJBI B MyOJMHYHBIX CIEK-

Takysix B nepuon ¢ 1814 mo 1822 rog.
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PE30JIIOIIUA
MexayHapoaHoil KoH(pepeHunu
«Pycckuii 0ajieT kKak MUPOBOIi )eHOMEH B COBPEMEHHOM KYJIbTYPHOM
npouecce» (16-18 nosops 2012 roxa, Poccusi, Mockaa,

MockoBCKasi TOCyJapCTBEHHAs aKkaJeMusi Xxopeorpaguu)

Mexnaynaponnast koHpepenius «Pycckuit 0aneT kak MUPOBOUM (heHOMEH B
COBPEMEHHOM KYJBTYPHOM IIPOLIECCe» BbI3Bajia OOJBIION MHTEPEC MpEeACTaBUTE-
Jell KyJbTypbl U MCKYCCTBAa Pa3HbIX CTPaH. YUYaCTHUKH KOH(EPEHLMHU BBIPAKAIOT
YJIOBJIETBOPEHHE PAOOTOM KOH(EPEHIIUH, TUIOOTBOPHOCTBIO COCTOSBILIMXCS TUCKYC-
CHI ¥ UX OPraHU3ALMOHHO-METOAUYECKUM YPOBHEM.

VYyacTHUKH KOH(EPEHIIMU BBICOKO OIIEHMBAIOT NOJUTUKY Poccun no coxpa-
HEHUIO KYJbTYPHOT'O HACJEIUs CTPaHbl U BBIPAXKAIOT 0JIAr0IapHOCTH MUHHCTEP-
CTBY KyJbTyphl Poccuiickoint denepannn 1 MOCKOBCKOM TOCYTapCTBEHHOM aKaJie-
MUK xopeorpaduu 3a BO3MOKHOCTh OOCY/IUTh AKTYaJIbHbIE BOIPOCHI COXPaHEHUS
Y pa3BUTHSI UCKYCCTBA PYCCKOTo OaneTa Kak JOCTOSIHUSI MUPOBOM KYJIBTYpBI.

Kondepenuus mocranosiser:

1. Pycckuii 6aner u cucrema xopeorpaduueckoro 0o0pa3oBaHUs SIBISIIOTCS
JIOCTOSIHUEM MHUPOBOM KYJIBTYPHl M Ba)KHBIM HHTETPAIMOHHBIM (PaKTOPOM B CO-
BPEMEHHOM KYJIbTYPHOM MPOLECCE.

2. Pycckuii Ganer oTpaxkaer o0OIIEYETOBEUYECKHE TyXOBHO-HPaBCTBEHHBIE
LEHHOCTH, aKTyaJbHbIE ISl COBPEMEHHBIX MHTEIPALlMOHHBIX MPOLECCOB U KYJIb-
TYpHOH TJI00AIN3aI1H.

3. MockoBckasi TOCyJapCTBeHHAs akaJleMusi Xopeorpaduu sSBIsSETCS COBpE-
MEHHBIM MEXIyHapOAHBIM 00pa30BaTEIbHBIM LIEHTPOM UCKYCCTBa Oajieta U urpa-
€T BAKHYIO pOJIb B COXPAHEHUHU M Pa3BUTUHU PYCCKOTO Oajnera u  Xxopeorpaduue-
CKOro 0Opa3oBaHUsI.

4. Pycckuit 6aniet u poccuiickasi cucteMa xopeorpaduyeckoro oopa3oBaHus
B COBPEMEHHOM MHUPE OKa3bIBAIOT OOJBINIOE BIUSHUE HA PA3BUTHE HAIIMOHATBHBIX

OaJIETHBIX IITKOJ MHOTHX CTpaH.
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5. HaponHO-CIIeHU4eCKUi U UCTOPUKO-OBITOBOM TaHEI] SIBIISTIOTCSI COCTAaBHOM
Y4acThIO CUCTEMBI TPO(HECCHOHATFHOM MOITOTOBKU apTucTa Oanera U YHUKaIbHOU
COCTAaBJISIFONIEH pycCKOro Oanera.

6. CoxpaHeHHE KJIACCUYECKOTO HACIEAMs U HEPa3pbIBHOW CBSI3M XOpeorpa-
(buyeckux yueOHBIX 3aBEJICHUN U TEATPOB SIBISIETCS BAKHEHUIITUM yCIIOBUEM pa3BU-
THS UCKYCCTBA PYyCCKOTo Oanera u xopeorpaduyeckoro 0opa3oBaHusl.

7. PexoMeHIOBaTh BCEM 3aHMHTEPECOBAHHBIM COIMAIIBHBIM HWHCTUTYTaM H
OpraHu3alysM C MPUBJICYCHUEM CPEICTB MAacCOBOM MH(OpMaIuu, opraHu3aiuen
pa3IMYHOTO poja KoH(EpeHIH, CeMUHAPOB U MHBIX ()OPM KOJUIEKTUBHON PabOThHI
MPOI0IKATh PabOTy MO U3YyUYECHUIO0 (DEHOMEHA PYCCKOTO OajieTa KaKk MHTETPUPYIO-
1ero GpakTopa B COBPEMEHHOM KYJIBTYPHOM IIPOLECCE.

8. Bcem yuyacTHHKaM KOH(EpPEHIIMHA MPUHATH K CBEACHUIO JAHHYIO PE30JII0-

OUIO.

128



From the editors.
The International Conference
Russian Ballet as a Global Phenomenon in Modern Cultural Process

The International Conference Russian Ballet as a Global Phenomenon in
Modern Cultural Process was held under the Federal Target Program 2012-2018
Culture of Russia on 16-18 November 2012 in the Bolshoi Ballet Academy (Mos-

cow State Academy of Choreography). The Conference was sponsored by the
Bolshoi Ballet Academy and the Ministry of Culture of the Russian Federation.

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

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

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

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

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

Much emphasis was given to reviewing modern theater repertoire. The par-
ticipants stressed an important role given to classic heritage which proved to be
critical in training young dancers. According to them, it is most important to main-
tain a consistent communication between the ballet schools and theaters to further
advance the Russian ballet and choreography education.

The Conference also stated that in the context of Russia’s integration into
the European cultural environment, the Russian ballet school requires state support
to keep and advance its unique professional training system.

The Conference brought together efforts of research, theater and education
communities of different countries to discuss and review deep-going research out-
comes related to the Russian ballet school, its place in the cultural development
and share various views on the challenges of maintaining and advancing the Rus-
sian ballet school. The statements made at the Conference and published as a col-
lection of notes and comments ensure their further use to advance the theory and
practice of choreography education and ballet art.

The Bolshoi Ballet Academy (the Moscow State Academy of Choreogra-
phy) is looking forward to work together with all interested professionals to ad-
vance research in this sphere.

I.A. Borzenko, N.A. Vikhreva, S.M. Olenev.
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RUSSIAN BALLET AS CULTURE PHENOMENON

Russian Ballet — World Culture Phenomenon

M. K. Leonova
balletacademy-rectorat@yandex.ru

People's Artist of Russia,

winner of the Russian Federation Government
Commendation Prize, Ph.D., Arts Criticism,
Professor, Principal

The Bolshoi Ballet Academy

Moscow, Russia

When one says “the Russian ballet”, “the French ballet”, “the Italian ballet”
or “the Danish ballet”, the associations triggered concern something that can be
characterized as “ballet schools with their respective dancers”, or “specific dance
styles”, rather than famous ballet choreographers connected with the countries in
question.

The origin of Russian ballet can be traced back to mid-18" century. In 1738
a dance school was founded in Saint Petersburg, at the initiative of Jean-Baptiste
Landé, a French choreographer and dance teacher. Its first teachers were foreigh-
ers: J.B. Landé, F. Hilverding, G. Canziani and, later on, Ch. Didelot.

35 years later, in 1773, |. Betskoi, who was Head of the Imperial Foundling
Home (Orphanage) that had been established in Moscow upon the orders of Em-
press Catherine the Great, introduced “dance” classes in the curriculum. The first
teacher was Filippo Beccari.

At that time ballet enjoyed great success and popularity in Europe. The
French Dance academy established in 1661 upon the orders of Louis XIV, who
was a dance fan, was quite active. Led by P. Beauchamps, the Academy set the
rules and laws of dance that would later on be referred to as “classical”.

In the 18™ -19" centuries there were two ballet institutions in Russia, where
a lot of prominent ballet teachers and choreographers taught: Charles Didelot, Féli-
cit¢ Hullin Sor, Carlo Blasis, Arthur Saint-Léon, Jules-Joseph Perrot, Enrico Cec-

chetti and many others. Europe’s best choreographers and ballet teachers took it
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an honor to be invited to Russia to work. A. Saint-Léon dedicated his paper on
dance to the Emperor Nicolas | of Russia. Maria Taglioni and Fanny ElBler, the
legendary dancers, also performed in Russia.

Russian dancers mastered tricks of a variety of European dance schools that
were different from one another. The Italian Blasis-Cecchetti school, for instance
was different from the Danish Bournonville school. It was the French dance school
that was held in especially high esteem.

The Russians, who were “thirsty for dance” and apt to dance, absorbed the
European dance science with ease. They also filled the dance techniques with their
own perception and feeling of the dance, their own expressive plastique based
upon their internal emotions and feelings. Russian dancers, such as A. Istomina, E.
Sankovskaya, A. Sobeshchanskaya, E. Andreyanova, S. Sokolov, E. Vazem and, in
the end of the century, E. Geltzer, P. Gerdt, V. Tikhomirov, etc. — made names for
themselves. Thus the Russian dance performance school was nurtured.

Whatever accomplishments the above-mentioned dance schools had had,
were assimilated in Russia, and it was the Russian performers and teachers who
breathed life into the long-held formats of classical dance. The Russian dance
school soaked up all the accomplishments of the best ballet schools of the 19" cen-
tury.

The French school of the time was represented by Marius Petipa, and it was
his genius, combined with the genius of Petr Tchaikovsky, that created the unri-
valed gems of classical ballets heritage. The meaning of Petipa in the history of the
Russian ballet can hardly be overestimated. His ballets became the foundation of
the Russian ballet school.

By the end of 19" century ballet had lost its leading position in European
arts. Sergei Diaghilev’s Russian Seasons in Paris in early 20" century stirred up
not just Europe, but the entire world. The Russian ballet impersonated by A. Pav-
lova, T. Karsavina, O. Spesivtseva, V. Nijinsky, N. Mordkina, S. Fedorova and
other outstanding dancers asserted itself as a specific phenomenon of the world

choreography arts and opened a completely new format of ballet arts. The canoni-
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cal formats of classical ballet were no longer frozen. They gained meaning, expres-
siveness and spirituality. It was dance coming from the heart and the soul. “The
Russian Terpsichore’s / High flight supported by the heart” — the famous verses of
the great Pushkin give the best characterization of the Russian ballet features. It
took the world by surprise. The art of ballet was no longer referred to as mere en-
tertainment — it started to be seen as the art of noble senses, special beauty, finesse
and elegance. Ballet was the art harmoniously combining dance, music and stage-
craft. The Seasons constituted a revolutionary change of the ballet arts.

Diaghilev’s Seasons presented ballets as comprehensive integral works of art
whose inimitable artistic meaning was underpinned by choreography, music and
scenography. That was a community of great choreographers, composers and art-
ists: M. Fokine, A. Benois, I. Stravinsky, K. Korovin, L. Bakst, A. Golovin N.
Cherepnin and others.

In 150 years since its birth the Russian ballet became a phenomenon of
world culture and arts.

In the world of arts the 20" century was marked with the sign of Russian
ballet. The Russian ballet triggered and drove the origination and evolution of bal-
let in the UK, USA, further evolution in France and, in later half of the 20™ cen-
tury, in the Oriental countries: China, japan, Korea, et cetera.

One could recall that the famous George Balanchine, the founder of the
American ballet, is in fact Giorgi Balanchivadze, who left Russia on the beginning
of 1920s. Serge Lifar, who had been a premiere dance of the Diaghilev’s ballet
company “Ballets Russes”, led the celebrated ballet of the Paris Opera for 30 years.
A. Pavlova, T. Karsavina, M. Kschessinskaya, O. Preobrazhenskaya and many
other famous dancers had their own dance schools. M. Fokine, V. Nijinsky, L.
Massine and other choreographers worked outside Russia.

In 1930-1960s the so-called “iron curtain” isolated the Russian ballet from
the rest of the world. During that time the Russian ballet was evolving in an inten-
sive manner. The Russian school of dance education was shaped. It is based upon

the comprehensive ballet performer education. The classical dance has been, and
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still remains, the main discipline of the Russian school. In addition, a lot of atten-
tion is being paid to duet, folk, historical dance disciplines, as well as acting tech-
niques. Together with the history of ballet, theater and music, these disciplines
help nurture the Russian-style performers capable of using the means of dance to
create the characters of Zarema and Girey, Romeo and Gillette, Spartacus and
Mekhmene Banu, Ivan the Terrible, Crassus and others with great dramatism. The
main thing is that the studies never take place in a hectic manner, but in accordance
with a rigorous and comprehensible system, reflected in the fundamental ruling
document — the Studies Curriculum. In the Russian school of choreography educa-
tion the training in all special disciplines takes place as per the clear-cut programs
that have withstood the test of time.

The Russian school has established itself as a special school based upon a
systemic approach to the education and training of future dance performers. Of
great importance were the publishing of A. Vaganova’s “Classical Dance Basics”
in 1934 and N. Tarasov’s, A. Chekrygin’s and V. Moritz’s “Classical Training
Methodology” in 1940. Those were followed by a number of books on folk and
historical dance as well as acting techniques.

During the Soviet period a number of Russian ballet schools and companies
were established in large cities and republics of the former USSR: Perm, Novosi-
birsk, Voronezh, Saratov, Almaty, Petrozavodsk, Frunze, Ulan Ude, Yakutsk, etc.

The ballet theater of the Soviet era saw a quest for meaningful, deeply dra-
matic and psychologically subtle ballet shows in which the performers create
bright character images. Characteristic are the works of R. Zakharov, L. La-
vrovsky, V. Vainonen, V. Burmeister, K. Goleyzovsky, L. Yakobson, etc.

1956 is a special year in the history of world choreography arts. That year,
for the first time after the removal of the “iron curtain”, the world was astonished
with the Paris show of the Swan Lake staged by the Soviet choreographer V. Bur-
meister and, one month later in London, with the performance of the Bolshoi ballet
company and the dance of Galina Ulanova in Giselle and Lavrovsky’s Romeo and

Juliette. The classical dance technique was completely subdued by the vibrant and
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passionate character images. That was real poetry expressed by means of dance:
the singing body of the performer, the special cantilena of hands, arms and head,
the naturalness of the image.

From that time on the Russian ballet has been triumphantly performing all
over the world. The audiences praise the art of M. Plisetskaya, N. Fadeecheva, M.
Kondratieva, V. Vasiliev, E. Maximova, N. Bessmertnova, M. Lavrovsky, M. Lie-
pa and many others. The world also discovered the genius of Yuri Grigorovich, the
outstanding choreographer of the 20" century, who dedicated more than half of his
creative life to the Bolshoi Theater of Russia.

The Russian ballet school is very attractive all over the world. The repre-
sentatives of Russian ballet command a lot of absolute respect. R. Nureev led the
ballet company of the Paris Opera, M. Baryshnikov — the American Ballet Theater
(ABT) in New York, V. Malakhov — in Berlin, V. Derevyanko — in Dresedn, Y.
Posokhov — in San Francisco. A. Ratmansky staged shows for world’s most presti-
gious companies. There is hardly a country where the Russian ballet teachers and
training professionals would not be in high demand. The reputation of the Russian
dance teaching school is very high.

The Moscow ballet school has made a great impact upon the development of
classical ballet in a number of countries. In early 1950s Olga Ilina, a Soviet ballet
teacher, founded a ballet school in Beijing, where the training was conducted in
accordance with the Soviet choreographic system. In 1960s S. Messerer and O. Ta-
rasova made a significant contribution in the development of classical ballet in Ja-
pan. In 1990s there was a Summer Ballet School in the town of Vail, Colorado,
USA, where the teachers and instructors from the Moocow Academy of Choreo-
graphy taught. In 1980-1990s there was a year-round Institute of Russian Ballet in
Tokyo, where the faculty members the Academy also taught. There have been an-
nual summer ballet schools in New York and Connecticut since 2008, sponsored
by the Academy and the Russian Foundation of America, where our teachers teach.

The teachers from the Academy have been working in Seoul since 2004. These
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days the Academy hosts students from more than 20 countries for training and
education.

Two years ago, for the first time in history, the jubilee of a Russian ballet
teacher was commemorated in America, Europe, Russia and Japan. The name of
the teacher is Pert Antonovich Pestov — a glorious representative of the Moscow
school of classical dance.

The strength of the Russian ballet school in not just in the systemic approach
to the education and development of dancers, but also in the stance toward the
classical heritage. The classical heritage is the fundamental basis of classical
dance, its true school. The classical masterpieces occupy leading positions in the
repertoire of ballet theaters and schools in Russia. A statement that the classical
heritage was as good as created in Russia almost completely would not be immod-
est. Though hardly complete, here is a list of ballets that are most common in the
world these days: Giselle, which was first staged in Paris in 1841, was revived by
Petipa in Saint Petersburg; the Swan Late, The Sleeping Beauty, the Nutcracker,
La Bayadére, Don Kijote, Paquita, et cetera. The Nutcracker staged by V. Vaino-
nen has been a Christmas hit in the USA for many years. It is the most favorite bal-
let of kids and parents alike.

La Fille Mal Gardée (The Poorly Guarded Girl), which we show at the Bol-
shoi as part of the Conference, is a vivid testimony to the accomplishments of the
comprehensive and systemic dance education in Russia. Yuri Grigorovich put to-
gether a new version of the old classical heritage ballet especially for the Acade-
my, because it helps unlock the creative potential of the Academy’s students. The
ballet has lead parts, solo parts, mass dances based upon classical, duet and folk
dances, as well as children’s dances and vivid characters. The Academy invited
premiere dancers from the Bolshoi to take part in the ballet, to help our youngsters
learn from the masters of the dance.

So, what is the phenomenon of the Russian ballet? It is the highest culture
of the dance, professionalism, humanistic nature of the Russian arts, ability to

create live and vivid characters on stage, through a comprehensive and systemic
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dance education system. The Russian ballet is a phenomenon also because it origi-
nated in the 18™ century — centuries after Europe, yet became a unique authority

kept in highest regard in the modern culture.
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The characteristic feature of modern time is an active process of globaliza-
tion— a worldwide trend toward the unity of the entire humankind, covering a va-
riety of different facets of reality. Whatever anti-globalists of various kinds do to
fight it, globalization is an inevitable, necessary and objective process. It goes on
in the cultural sphere as well. And in the cultural sphere, just like in other spheres,
there are certain prices to pay and some negative trends. Quite often it is the case
that we learn from other cultures not just the good, but the bad as well, whereas
excessive indulgence in globalization may constitute jeopardy for a particular cul-
ture’s unique national basis.

However, overall globalization is a positive process. It has broadened our cul-
tural horizons and provided ways to enrich our artistic culture with true accom-
plishments of other nations. That helps preserve and develop true cultural values.

The above declaration fully applies to the choreographic arts which are a
part of the overall spiritual and artistic culture of our country. During the Soviet
time - the time of the Cold War and the Iron Curtain — our choreographic arts
evolved in isolation from worldwide artistic processes. We knew precious little
about the developments taking place overseas. The performances of Balanchine’s
and Béjart’s companies in 1960-1970s were exceptions rather than rules. And, de-

spite the large number of outstanding artistic accomplishments achieved at that
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time, the isolation somewhat limited further development of ballet. Indeed, it had
always been the tradition of the Russian ballet to assert the national basis, while
simultaneously absorbing and transforming the accomplishments of foreign ballet.
And that had strengthened the Russian ballet, rather than weakened it.

The situation changed in 1990s when the self-isolationism trends ceased to
exist and our country started expanding contacts with foreign countries in all
spheres of life. That included ballet theater and the art of choreography. The ex-
change of guest theater performances, companies and performers became a com-
mon and regular thing. The choreographic community in our country increased its
awareness of what was going on in other national cultures. The works of Balan-
chine, Petit, Forsythe, Duat, Kylian, Preljocaj and other foreign choreographers be-
came parts of Russian theaters repertoire. Extensive development took place on
the part of modern and contemporary dance companies where the basis for crea-
tivity was not the classical dance, but modern / jazz dance and free plastique with-
out any canonic limitations.

The above factors have made an impact upon the creative quest of Russian
choreographers working in ballet theaters. The compositional formats became
more diverse, the dance language became more “multi-colored” and better devel-
oped. The classical dance is still the basis. But it absorbed not just the elements of
pantomime and folk/national dance motion, which is what had been taking place
before, but the motions from sports and acrobatics, and the impact of modern free
plastique became more pronounced. These days the shows of Russian choreo-
graphers are, as a rule, based upon the modernized classics with a variety of dif-
ferent elements absorbed in it.

The introduction of alien elements and dance systems to the classical dance
requires a lot of artistic sense and tact. There are a lot of risks and dangers there.
The alien elements introduced in the classical dance may sometimes dwindle to
something inorganic, whereas the product will be an eclectic mixture, a senseless
combination of different elements, whose style unity will be undermined. That

happens sometimes with directors without a spark of talent. But with a talented di-
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rector the enrichment of classical dance language, subject to its subdual to a con-
tent-related, image-related objective, may be a means required to achieve a truly ar-
tistic result. That is why the majority of choreographers resort to the modernized
classical dance these days.

The above is a legitimate process that can hardly be done without, but it does
drive quite serious artistic problems. First of all, the indulgence in formal experi-
ments, search and discoveries in the field of dance language and composition at the
expense of large and substantial spiritual tasks. Through all phases of its develop-
ment the Russian ballet has always been an art of high ideas, philosophic fullness,
and assertion of virtue. At different history stages choreographers and directors had
different creative programs. There is a lot of difference, for instance, between the
creative programs of Mir Iskusstva (World of Arts) group, the Dramatic Ballet stu-
dio and innovators of the latter half of the century. But all those programs did exist,
and they defined the spirituality and creative direction of art. The recent situation,
on the other hand, is enigmatic. New large ideas are not noticeable. As to the con-
tent-richness, it is not completely lost, but quite often the focus is shifted onto for-
mal quest.

Non —availability of large ideas and creative programs has led to a situation
when, for the most part, the repertoire of Moscow theaters include either restora-
tions of old ballet shows, or works of foreign choreographers. New Russian ballet
shows do not get staged too often. They are more frequent in the provinces. And
though some of them are definitely quite good, they do not constitute a new phase
of ballet theater evolution.

Quite a lot of choreographic miniatures and concert show numbers are
staged these days. That is encouraging, since minor forms give full scopes to crea-
tive experiments and plastique discoveries. They include, of course, opuses rich in
image content and blessed with resourceful choreography. But there are prices to
pay in that area as well. It is quite often the case these days, that in contemporary

numbers at ballet contests, or in concerts you encounter pictorial puzzles, vague-
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ness and ambiguity sometimes with complete absence of sense, disguised with pre-
tentious yet false meaningfulness.

The above concerns not just choreography, but acting techniques as well.
The technique, especially that of male dance, has developed to a great extent in re-
cent years, and the arsenal of duet support and carry techniques became a lot more
diverse. But quite frequently the stunt component prevails over the image-related
tasks. Meanwhile, dance is neither circus nor sport. Dance is “high flight sup-
ported by the heart ““. This Pushkin’s verse must be the defining principle of both
arts and artistic education.

There must always be a quest for something new in arts. But it must not lead
to the oblivion of traditions. And one of the main traditions of the Russian ballet is
the richness of artistic forms created not for the sake of those forms, but for the
realization of rich spiritual content, philosophic and moral ideas, depiction of per-
sonalities and characters. And that tradition must be maintained and preserved.

But preservation does not mean mothballing conservation. A tradition is only
alive when it keeps developing, updating and enriching itself. It is alive as long as
it reflects the requirements of new time. As long as it absorbs the positive substance
that the new times bring with them.

In this respect the reinforcement of choreography education becomes a
thing of special meaning. A school should be based upon the mastering of the best
accomplishments of dance. The rules and canons are the firm foundation of cho-
reographic arts. Because of the school we still maintain the high level of dance
performance. New generations of performers start their artistic careers one after
another. Each new generation is slightly different from the preceding one.
Youngsters form new generations add their own nuances to the classical parts they
perform, and the mental outlook and world perception of their time inevitably
makes an impact upon their performance. But the level of professional craftsman-
ship is maintained, and that is because of the professional schooling.

Naturally, true art cannot be reduced to perfect performance of school curri-

culum motions. True art means not just good school background, but talent plus
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good background. It is school that gives wings to talent, and it is talent that gives a
sole to school. Talent would be helpless without school, but without talent school
would be dead. It is their unity, and their unity only, that is capable of bearing true
craftsmanship.

The basics of professional ballet schooling are firm and unyielding. But no
school can afford to become a dead dogma, just like art itself cannot afford it ei-
ther. Graduating performers, thoroughly equipped with all subtleties and tricks of
the classical, folk and character dance must, at the same time, be aware of all
trends and directions of modern dance arts. That is why it is understandable that
these days we see numbers based upon jazz dance or free modern plastique. That
Is what the students get introduced to in school, and with that not at the expense of
the classical heritage mastering. The trend is correct. There is no other way. That
does not mean that each graduate performer must be an all-mighty one and feel
equally comfortable with each and every dance system. Universalism is the feature
of selected few ones, and the most talented ones at that. The majority of dancers
select an area to focus upon. But professional competence presupposes awareness
of all areas, and not just a visual awareness, but an awareness internalized by one’s
own body.

The economic recession that is in full swing worldwide these days is, at the
same time, a spiritual crisis. There are talented choreographers both in Russia and
overseas. But for whatever reason you don’t see great phenomena that have pan-
human significance and define ways for further development of ballet theater.

Under the circumstances, | think there are two main objectives the choreo-
graphy education in this country has to pursue. Firstly that’s preservation, main-
tenance and development of traditions imprinted in the great accomplishments of
the Russian ballet. Secondly, that’s reinforcement and update of professional dance
education, the great national school, supporting the high level of Russian dance
arts. There are complex and different ways to achieve the said tasks. Artistic dis-

cussions would be required for that, along with combination of efforts of choreo-
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graphy professionals, regardless of their respective profiles. This conference of

ours is just another step toward the goal. | wish it every success.
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It is very difficult to speak to the audience as ours, which basically knows
what each of us can tell. The task of each speaker is to make some contribution to
the analytical approach to what we know and appreciate in the art of the Russian
ballet and the world culture of ballet.

| will try to outline the things that can allow us to develop that requires
more attention today. This is the scientific idea about the art of choreography, in
the broad sense of the word.

The first thing | want to point out - that is what the classical dance is, what is
its phenomenon — the classical dance which is the foundation, the means of
expression training, which Russia is famous for.

Classical dance is a kind of a system. But this system was created not as a
natural phenomenon of a people. The very emergence of classical dance is an
integration process. So, today, as in its beginning, it is an open system. This has
many advantages. This is an opportunity for its development. This provides the
right of every people to find what influences its attitude, which arose in the gene
pool of a people. This, that was brought to Russia from European culture,
especially French and to some extent Italian, allowed the gene pool of Russian
choreography, its plastic richness, its content side, to born the school that is named
the school of Russian classical dance.

And what are the strata of the Russian ballet that allows us to speak about its
phenomenon and its participation in the integration process of the global culture of
the ballet? There are two strata. On the one hand, this is the method of training -
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the greatest wealth, which Russia gave to the world, it is the existing system with
its features. With the features of Russian culture, which has resulted in a special
plastic, special melodiousness, a special style that lets you know this school. One
of the best values is that the the long-term school significance recognition on the
state level allowed it to develop in the framework of Russia, as well as to create
choreographic schools its-like kind not only in St. Petersburg and Moscow, but
also in the large cities throughout the country. This was also very important. It
absorbed the culture of the small regions which, one way or another, were formed
within the original frame of the whole large Russia.

Despite the certain cultural isolation in the 30™-60" years, plastic culture
development created a possibility of cultural exchange, cultural development, that
not only made it possible to save the achievements, previously taken in the period
from Landé till Cecchetti from foreign teachers, but also to include those internal
and external plastic and spiritual motives, peculiarities that make up the gene pool
of the Russian culture. Rich gene pool, if you take any kind of art: literature,
painting, music, then it will be clear that this is an treasure that had an impact on
the development the school, including the methodology. In the 20th century this
allowed teaching methods to become not only fashionable, popular, necessary,
underlying in the event of a number of schools in the world. I will not mention the
former Soviet republics, now separate states, in many of which ballet is thriving
now. I'm talking about the possibility for the emergence of an original school of
classical dance.

Just recently in St. Petersburg there was a conference dedicated to
Neumeier work. He told that when in America he asked who is the best teacher
you could complete your choreographic education, among Russian teachers
Volkova was recommended. He, so to speak, took a course in order to obtain
knowledge that made it possible to create Neumeier theater as a special
phenomenon. That is, because of the political situation teachers found themselves
in one or another way in Europe and in America. They directly contacted, that is
called pre-vaganova method. Then, at a later time in the world teaching ballet
active influence of the Russian school remained, but the name of this method is
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Vaganova method. With this most likely we have to agree than to share the name
as such.

The second stratum of the global impact of Russian ballet is, of course, the
repertoire. Marius Ivanovich Petipa summed up the development of European
ballet repertoire of 18th and 19th centuries. He translated it into the language of the
end of the century, the language of the new means of expression, and passed it in
the future. In other words, he selected, summarized the best and embodied it
because of his talent and knowledge. It turned out that by the end of the 19th
century, the world culture had got the huge repertoire, which is now in the 20th
century is called "classical heritage." These performances are saved for world
culture.

And the later participation of our teachers who not only leaved the country,
but also were specially sent by the state to provide direct educational assistance to
many schools around the world.

Ballet world multiform and at the same time is one. National contains
international, and it is made up of individual characteristics of national cultures.
Especially if the language of art such as music, dance, has no barriers of
perception. In other words, the development of the world of ballet theater is the
integration phenomenon.

Stage Folk Dance - the Russian Ballet Treasure

A. A. Borzov
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Many researchers and travelers who had a chance to come to Russia, the
blessed and welcoming land, noted the love of its people to folk dance. That love
targeted not just Russia’s own folk dance, which would have been quite unders-

tandable, but dances of many other nations dwelling in this country. That love was
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later on carried over to Russia’s ballet theater, in whose repertoire there has always
been place for national dances.

The enrichment of opera theaters’ repertoire went on, and more and more
character dances became parts of them. The effort of Felix Krzesinski yielded fruit,
and the Polish dance started to shape itself into something professional; the effort
of Alfred Bekefi proved fruitful - they started dancing czardas. By mid-19" century
quadrilles and mazurkas became popular among lower middle class, and in the
Southern parts of Russia they started to dance jig.

The impression is that the history of world ballet itself made sure that it was
Russia where the environment shaped for the origination of a unique subject whose
name is Stage Folk (Character) Dance. First, character dances in the operas by
Russian composers, then the specially-composed folk/national music for ballet
dances. Hence a need arose to have professional performer resources.

As to the classical dance, the world dance community has long since
achieved clarity, having put together an ultimate set of requirements to performers
who must be nurtured to go on stage, but with performers who dance character
parts in ballets in different countries, the situation has never been quite that simple.
That is why they tried to remain on stage as long as they could possibly be there.

Ultimately, in late 1920s — early 1930s the new choreographic discipline
titled Character (Stage Folk) Dance shaped itself. It had never existed anywhere in
the world. That discipline got a scientific / educational basis when the Character
Dance Basics book was published. It was authored by splendid character dancers
from the Mariinsky: Lopukhov, Shiryaev and Bocharov. These days the discipline
in question is referred to as Stage Folk Dance.

The world dance community has always noted the great professional tech-
nique of performers nurtured in the Russian educational institutions, along with the
amazing expressivity of their motions, especially motions of corpus and arms, and
ability to communicate with the partner and master national features of character

dances. Indeed, that is the area where the Russian ballet has been unrivaled.
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Unfortunately, the Stage Folk Dance is, to a large extent, a victim of reper-
toire policy of theaters in this country. If there is a mazurka in professional theater
— there is one in the dance education process. If there is a Spanish dance in theater
— it is taught in school as well. And if there is none, the entire discipline suffers,
along with hands-on training of a future ballet performer. Performer whose name
has always been revered.

As to secondary dance education, the Stage Folk Dance has been in constant
motion. Is that good or bad? | think that is good, because such environment keeps
the subject alive. There is a constant quest for one’s signature style, one’s stance
toward the subject; the teachers find new “colors”, so to speak... But the lack of
consistency and stability may cause the weakening of education. And that, in turn,
may cause gaps in the education of a ballet dancer.

These days the Stage Folk Dance, as a subject, is maintained to a large ex-
tent only within the boundaries of this country. And the debates about its necessity
are becoming louder and louder, because numerous theaters are staring to include
in their repertoire shows staged by Western choreographers which don’t have na-
tional dances. And that happens now that there is an increasing longing toward
folk dance art, toward the cognition of that complex yet important component of a
ballet dancer’s education - both in our country and elsewhere in the world.

We need to preserve our national traditions. Yes, these days you don’t get to
see new ballets with stage folk dances in them. But the subject is required not just
for the needs of a particular theater, but for the nurturing of professionally erudite
ballet dancers.

Any dilution or complete non-availability of stage folk dance in the process
of education and training is a gap in the nurturing of a professional.

What is in that discipline? Is it just pleasure you get when you see the
etudes? The discipline includes a lot of bar and center-stage exercises. It helps
nurture students’ tolerance, along with respect of national cultures of other coun-
tries.

Nurturing performers for national folk dance companies.
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They need the schooling in stage folk dance for their trade that uses the en-
tire experience of the great Russian choreography school.

It is another matter that we need to think about the future of the subject, in
order to preserve our accomplishments acknowledged by the world dance commu-
nity. That is indeed an invaluable, inimitable treasure of the national ballet.

The preservation and development of stage folk dance in the secondary and

higher tiers of the Russian dance education is our historic task.

Unique character of artistic growth of the multi-national ballet

G.V. Belyaeva-Chelombitko
balletacademy-hist@yandex.ru

Ph.D. in Art Studies, Assistant Professor
The Bolshoi Ballet Academy

Moscow, Russia

A unique character of the artistic development of the multi-national ballet in
the USSR: aggressive tempo; outstanding identity; abundance with valuable art-
work; and outstanding national experts. Two professional ballet companies in St.
Petersburg and Moscow before the 1917 Revolution and 60-70 professional ballet
companies by late 1980s, let alone multiple “alternative” companies and schools;
and 21 state-run ballet schools.

A single “blood circulatory system” for the Soviet ballet: exchange in teach-
ers, solo dancers, choreographers, the best performances, both classic and contem-
porary.

Fruitful activities of choreography departments at GITIS and Leningrad
Conservatory, training several generations of talented and outstanding choreo-
graphers, including foreign experts.

Consistent construction of the superb “building” of the multi-national Soviet
ballet from late 1920s: teaching classic choreography to young students from So-
viet and autonomous republics (the so-called national studios), construction of
pompous opera and ballet theaters in the national republics which must have in-

spired local choreographers to stage large-scale national performances (the Navoi
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Theater in Tashkent, the Abai Theater in Alma-Ata, the Bolshoi Theater in Minsk,
the Spendiarov Theater in Yerevan, and national theaters in Donetsk, Dneprope-
trovsk and Kharkov).

Moscow and Leningrad hold regular National Art Decades involving ballet
productions which promoted new names and showed premieres. From 1969, regu-
lar Moscow International Contests and government importance put on such events.
Opening such new names as Valentin Yelizaryev, Henrich Mayorov, Andrei Pe-
trov, Natalia Kasatikina and Vladimir Vasilyev, Edvald Smirnov, Gleb Panfilov,
Georgy Alexidze, Igor Chernyshov, Oleg Vinogradov, Natalia Ryzhenko and Boris
Eifman.

Various internal and external challenges related to human resources, reper-
toire formation, audience appeal and dependence on some social and political driv-
ers (examples: Night City with the music by Bela Bartok choreographed by Leonid
Lavrovsky and “opportunistic” but interesting production of Optimistic Tragedy
with the music Mikhail Bronner staged by Dmitry Bryantsev; strong and weak
sides of such phenomena).

A consistent repertoire of all professional ballet companies of the USSR
formed by late 1980s with main emphasis on classic heritage and Soviet classic
productions (V. Vayonen, L. Lavrovsky, R. Zakharov, L. Jacobson, V. Chabukiani,
K. Sergeyev, |. Belsky and Yuri Grigorovich), foreign heritage performance by
George Balanchine and Roland Peti. (According to regular polls by Soviet Ballet
Magazine in 1986, 15 theaters had Spartacus in their repertoire; 11 performed Ro-
meo and Juliette, 9 theaters performed Gayane and 9 run The Fountain of Bakhchi-
sarai. The most popular names included Les Sylphides, Swan Lake and One Thou-
sand and One Nights with the music by Fikret Amirov and originally staged by
Nela Nazirova.)

The map of ballet-focused regions of the USSR republics. (This does not
discuss ballet in Moscow and Leningrad and such traditional “ballet-focused” ci-
ties as Perm, Yekaterinburg, Kazan and VVoronezh). In some instances ballet owes

its success to outstanding ballet dancers and choreographers. Thus, the Samara bal-
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let saw its revival due to Igor Chernyshov and the Odessa Opera and Ballet Theater
owes its success to Nikolai Ryzhenko. Boris Myagkov made a great contribution to
revive the Syktyvkar ballet company.

Ballet overview in national republics.

Ukraine had 6 state-run opera and ballet theaters (Kiev, Kharkov, Odessa,
Donetsk, Dnepropetrovsk and Lvov); the Kiev ballet was originated by students of
Agrippina Vaganova. It had strong resources for independent growth, although
there was no outstanding ballet choreographers.

Anatoly Shekera directed the Kiev ballet in 1980s and played an important
role in its success (a GITIS graduate student, staged several talented choreodra-
mas). The Ukrainian theater promoted a well-known stage designer Yevgeny Lysik
who designed performances in Lvov and Minsk. The star of Vadim Pisarev was
risen back in the Soviet time. He used his management skills to establish a new
choreography center in Donetsk. The Ukrainian ballet consistently proved its lead-
ing position sending new virtuoso performers to international contests.

The Minsk ballet (Belarus) company was a large-scale positive phenomenon
in the USSR ballet: a well-known choreographer Valentin Yelizaryev, a sustaina-
ble ballet company, and unique repertoire formed by Valentin Yelizaryev on the
basis of classic productions. Each tour of the Belarus theater to Moscow was a
special event to public.

The Central Asia which initially viewed ballet as “anti-art” became a unique
ballet phenomenon in the Soviet era.

Kirgizia, a country of nomads, formed its national ballet style due to unique
choreographer Uran Sarbagyshev and outstanding ballet dancers Bibisara Beyshe-
naliyeva (a student of VVaganova), Aysulu Tokombayeva, and Cholponbek Bazar-
bayev. The Kirgizia ballet theater first premiered Macbeth by choreographer Mol-
chanov and Asel by V. Vlasov (1967).

The Kazakhstan ballet was growing fast. In 1980s, a talented choreographer

Bulat Ayukhanov set up a small ballet company and staged Crime and Punishment
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and Tatyana Larina. (1967). The company competed with Boris Eifman’s produc-
tion in its up-to-date treatment of classic themes.

Tajikistan which exquisite dance culture was highly appreciated by Kasyan
Goleyzovsky promoted a “golden” dance Malika Sabirova. Some international bal-
let contests were held in her name.

The Caucasian republics made a lot of efforts to master classic ballet in its
theatrical form. A great contribution was made by Vakhtang Chabukiani who in-
spired this process. Symphonic composers of Georgia turned to ballet genre to
form a diversified repertoire: The Heart of the Mountains and Ruby Stars by And-
rei Balanchivadze; Hamlet and Medea by R. Gabichvadze, Othello by O. Macha-
variani, Gorda by D. Toradze, Demon by S. Tsintsadze.

The Azeri ballet was also focused on musical actions when the leading com-
posers began writing ballet parts, such as Kara Karayev, Fikret Amirov and Arif
Melikov.

The Armenian ballet is closely related to Aram Khachaturyan and his Spar-
tacus and Gayane (both ballets are associated with the Soviet time).

The Baltic republics found themselves on the periphery of the ballet
process, although the theaters of Lithuania, Latvia and Estonia engaged outstand-
ing choreographers, talented dancers and made interesting performances. The Es-
tonian theater occupied a leading place in the region. Estonia Theater, Tallinn, for
many years engaged May Murdmaa, a GITIS graduate and innovative choreo-
grapher who experimented with avant-garde performances back in 1970s and built
a unique repertoire. She was followed by her pier Ulo Vilimaa who set up his own
company and repertoire in Vanemuine Theater, Tartu. The Estonian ballet theater
of the Soviet period was a unique phenomenon which pursued its own avenue.

Turkmenistan and Moldavia were not marked by any outstanding events in
classic ballet and were mostly focused on folk dance.
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Cultural and Historical Role of the Russian Ballet
within the Context of Modern Cultural Policy of Russia
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“Culture policy” has become a set phrase ingrained in both modern scientif-
ic and household discourse. A rational and measured culture policy is one of the
most important attributes of the civilized evolution path, as well as efficient public
administration. The notion itself is abstract, whereas in reality culture policy mani-
fests itself through packages of measures federal, regional or local authorities and
non-government organizations take in order to regulate the cultural evolution of
society. Thus, a culture policy is a polysubjective matter, and many a party contri-
bute to the regulation and development of a country’s cultural life in line with their
respective functions, position, localities and other factors that render culture policy
dependent on not just the center of organization and planning thereof, but all com-
ponents of culture-forming processes as well.

As per the Passport of the Federal Program Culture of Russia (2012-2018)
approved by the Russian Government (Resolution 186 dated March 3, 2012), the
priorities of state culture policy in this country are as follows: preservation of cul-
tural assets and traditions of nationalities dwelling in the Russian Federation, tang-
ible and intangible heritage of Russia’s culture and usage of the latter as a resource
for spiritual and economic evolution and sustention of high reputation of the Rus-
sian culture overseas, along with expansion of international cultural cooperation.

The wide and diverse variety of cultural policy means can be broken down
to stimulating ones, preservative ones and prohibitive ones. Traditionally it is the
cultural heritage that is the target of preservation within the culture policy system.
The heritage exists in a variety of forms among which art takes one of the most

distinctive places. Means of stimulation target elements of culture that are most
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advisable versus specific socio-economic expectations, whereas means of prohibi-
tion must wipe off destructive trends in the socio-cultural environment.

The cultural policy of modern Russia is based upon abstract humanistic
principles whose material manifestations meet with somewhat mixed and ambiva-
lent reaction in the society. There is just one area of cultural policy — the preserva-
tion of cultural heritage — that can be referred to as the basis for it, and its signific-
ance can be neither challenged nor downgraded. Depending on a particular situa-
tion the cultural policy can target various strategic and tactical objectives asso-
ciated with the changing internal and external conditions, but it is still the reasona-
ble protectionism that is the foundation of cultural progress.

The cultural heritage is the phenomenologic basis of culture whereupon the
culture exists and evolves in its qualitative distinctness. Being the essence of the
cultural evolution results subject to preservation, the heritage becomes a factor de-
fining directions for subsequent evolution, including all potential contradictions of
the latter. Since cultural systems tend to have core and periphery elements, pheno-
mena of various significance and functions, certain areas of art can be referred to
as landmarks of a country’s cultural life.

As far as the Russian culture is concerned, without a doubt one of such art
forms is ballet. Russia, and none other than Russia, became not just the propagator
of the distinctive and original tradition of choreographic arts and creator of new ar-
tistic directions for those arts, but also, for the main part, accumulator of traditions
that are being preserved in strict adherence to their authentic forms.

Owing to the above-mentioned feature, the Russian ballet can be characte-
rized as a constantly growing and expanding pool that does not strive for complete
and constant transformation, but rather reinforcement and strengthening of already
accumulated potential. The effort of representatives of the leading choreographic
schools has lead to a situation in the modern Russian ballet when there is an inse-
parable combination of traditions and innovations, of consistency and dynamism,
and that makes it a unique phenomenon of world choreography. Being the magnet-

IC center attracting new solutions, progressive teaching technologies, bright per-
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former and choreographer personalities, the Russian ballet is not just the “face” of
our culture. The aforementioned features make it an efficient means of cross-
cultural interaction: the number of foreign students keeps growing, international
professional contact networks keep expanding, and the Russian audiences welcome
new shows from overseas countries - one after another. Hence, it would be fair to
conclude that the uniqueness of Russian ballet and its human potential assure the
performance of function associated with the drawing of different cultures closer

together and dissemination of high artistic traditions.

Classic or modern style? (Discussion of future choreography by ballet critics
in early 20th century)

N.A. Korshunova

korshunov2004@list.ru

Ph.D. in Art History, Senior Research Assistant,
State Institute of Art Studies

Moscow, Russia

Such issues as the development of choreography or whether or not it is
worth keeping age-old traditions and/or let the new developments undermine the
established canons were disputed many times. Heated discussions of early 20th
century were widely covered by press.

Russian dance was affected by the tour of Isadora Duncan and her ideas of
“free dance”, natural and not restricted by any rigid rules. Russian choreographers
were looking for changes and started using sophisticated plastic forms and expres-
sive body language; they rejected any patterns and made experiments with forms.
The leading choreographers of the time included Alexander Gorsky who worked in
Moscow and Mikhail Fokine who started his career in St. Petersburg and later was
engaged by Diaghilev’s Russian Seasons.

The ballet community was split into strict two groups of protagonists of
classic traditions and advocates for reforms. The first group included Akim Vo-
lynsky, Andrei Levinson and Dmitri Mukhin. Volynsky stated that classic dance

was a divine performance not related to everyday life and any style of living and
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speaking only in terms of general human fantasy. Mukhin tried to defend “old”
ballets from innovators’ attacks and intrusion of dancers who treated their choreo-
graphic texts too freely.

The conservative party attacked dancers who were too enthusiastic about
free plastics, such as Tamara Karsavina, Vera Karalli and even Anna Pavlova.
Their dancing was emotional and sophisticated and free from complicated technic-
al details. The dancers were committed to showing body plastics, its beauty and
natural appeal and to reveal various emotions and half-tones.

At the same time, many critics felt that the Russian ballet needs urgent
changes. They often wrote that ballet dancers are more devoted to performing
physical exercises than dancing and looked like “dancing machines.”

Eventually, some critics started promoting the idea that classic ballet must
disappear as a form of art. This idea became especially popular after the 1917 Rev-
olution in the forefront of the total state restructuring. Moscow critic Alexander
Cherepnyin published a research work where he consistently stated the irrelevancy
of classic ballet to the new socialist state.

Nevertheless, not all ballet critics called for such drastic changes. Most bal-
let public figures believed that the classic productions should stay in repertoire but
with some innovative changes (it is worth noting that in some cases such innova-
tions were beneficial to the production). Others thought that new plastic motifs
would enrich the classic repertoire, renew and promote it in public. Reform advo-
cates included Valerian Svetlov who published the book Modern Ballet and pro-
moted the principles of Mikhail Fokine, and Nikolai Vashkevich, a follower of
Isadora Duncan who believed that ballet should become a kind of “mimo-
dancing”.

Each critic proposed his or her own concept to promote dance art. These
concepts could be hardly called purely theoretic. Many critics tried to implement
their ideas on stage. Vashkevich staged small choreographic performances (for ex-
ample, adaptations of Ancient Greek mythology or Puskin’s poems). Volynsky

opened Russian Ballet School and could easily show and teach any ballet pas.
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Eventually, the critics managed to implement almost all their concepts. The
advocates of new plastic forms proved to be right. 1920s saw a surge of interest in
the art of plastic movements, there were many studios engaging both professional
and non-professional dancers influenced by principle of Meyerhold’s biomechan-
ics. The classic dance was enriched with acrobatic and athletic elements which ex-
panded its expressiveness and brought on stage new contrasting, grotesque and vi-
vid characters. Traditionalists also continued their work on stage. Despite the chal-
lenges of post-revolution era, they pursued reconstruction of early classical per-
formances and transferred them to young dancers and tried to persuade the gov-

ernment to keep the classic ballet traditions.

Russian Ballet as a Unique Phenomenon of Contemporary
Socio-cultural Context

M. Yu. Gendova

avrorkal96@yandex.ru
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Saint Petersburg, Russia

The essence of Russian ballet was well expressed by the celebrated writer
Mikhail Saltykov-Shchedrin in his paper titled Contemporary Ballet Project: “de-
voted orthodox, predominantly conservative”. Obviously, it is the conservativeness
that drives the uniqueness of the Russian ballet phenomenon — absolute academism
of the format combined with infinite gentleness of emotional content and depth of
psychological issues touched upon. However, the worldwide stronghold of first-
class ballet is not stagnant. It strives to respond to modern trends in a prompt fa-
shion. Therefore the Russian ballet is not a “museum”, but an active multi-faceted
subject of the contemporary socio-cultural environment.

The socio-cultural environment is cohesive comprehensible space shaped
with time, wherein individuals exist and whereat they interact with society. Yuri
Lotman, our outstanding culture and semiotics scholar once pointed out that each

person is “submerged” in culture and arts since their birth, since “both are specific
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formats of communication without which our conscience cannot exist. It is a part
of us, whereas we are a part of it”. It is the ability to capture, relay and transmit
spiritual values of a particular epoch, using a set of meaningful formats that helps
art in its entirety remain an unrivaled “nurturer” of human souls. In that regard
ballet hardly has any rivals at all, because it is a non-verbal format that strips hu-
man nature bare every single minute through the entire ballet show, and shows it
from a variety of angles. Ballet requires no translation, since it the materialization
of feelings and emotions.

So, what is the secret of uniqueness of the Russian ballet? The tradition of
nurturing future ballet performers is referred to as the core of Russian ballet educa-
tion — strict adherence to the canons set for the development of professional “tools”
— mastering the craft along with nurturing the soul of a future artist, unlocking the
personality through intellectual integration.

The intellectual integration aspect helps identify yet another feature of the
Russian ballet’s appeal power — a powerful upbringing capacity that “catalyzes”
the desire of audience, as well as the performers, to cognate, to think and compre-
hend.

To illustrate the above declarations, a video fragment of the Bolt ballet is en-
closed; the Leningrad Symphony and Giselle are used as examples demonstrating
the ability of Russian ballet to act as a self-identifying factor in today’s world.

The Russian ballet is a unique socio-cultural phenomenon that originated
almost three centuries ago, yet managed to maintain and reinforce its ability to
amaze and astonish the audience with its “high flight inspired by the heart”. That is
the reason of the Russian ballet’s multi-faceted nature in the contemporary socio-

cultural context.
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Boris Nikolaevich Lisanevich (1905-1985) — former dancer of Sergei Diag-
hilev’s Ballets Russes, public figure, diplomat - made a worthy contribution to the
development of the Russian ballet phenomenon and the cross-cultural dialogue.

Unfortunately, his name is not too well known in Russia. He is better known
in the Orient, because that is where he spent the latter half of his life. His biogra-
phy is indeed miraculous and full of extraordinary adventures. To a large extent if
reflects the dramatic turmoil of early 20" century, when the revolution cut a large
pool of intellectuals off Russia, and made them live in immigration.

The scattering of Russian intellectuals made a profound impact upon West-
ern and Asian countries alike, and helped bring the West and Orient closer togeth-
er. Boris Lisanevich started from the Alhambra Theater in Paris, then danced at the
Romantic Russian Theater led by Boris Romanov, the future ballet master of the
Metropolitan Opera in New York, and finally, in 1925 was admitted to Sergei Di-
aghilev’s company.

His debut was the Pétrouchka where he danced the part of policeman — the
one Leonide Massine had started with well before him. Over five years with Bal-
lets Russes he danced in more than 20 ballets: the Polovtsian Dances, Pétrouchka,
Parade, Carnival, Firebird, Three-Cornered Hat, etc.

In 1930s B. Lisanevich moved to India, and then settled in Nepal. His role in
the cultural policies of both countries can hardly be overestimated. That is when he
established himself as a diplomat, politician public activist. In 1959 the Life Maga-

zine called him Nepal’s second point of interest — right next to the Everest.

The ""Russian” Ballet Plots Issue in the 19" Century Russian
157


mailto:oshugan@rambler.ru

Ballet Theater — Revisited

A.P. Grutsynova

anna_gru@mail.ru

Ph.D., Associated professor,

the Tchaikovsky State Conservatory (Academy of Music)
Moscow, Russia

When ballet was first introduced in Russia in the 18" century, it became a
thing that was implanted to a new country in an almost completely defined format.
However, put in very specific national context, ballet began a fast and independent
evolution. The activities of two ballet choreographers and teachers (Ch. Didelot
and M. Petipa) first brought the Russian ballet tradition to the pan-European level,
and then took it further — to the leading position.

The above facts are well known, and they hardly require any proof. Howev-
er, it is worthwhile to take a look from a different angle: why are Russian — i.e. na-
tional, both folk and authored — plots so scarce in the 19" century, when ballet was
rapidly evolving in this country?

Over a hundred years a lot of ballets were staged in Saint Petersburg and
Moscow, but shows related to national topics are exclusions rather than the general
rule. That is the cardinal difference of the Russian ballet tradition distinguishing it
from the opera tradition. The evolution of both genres started in Russia almost si-
multaneously, but they followed completely different development paths. Since the
very beginning of its stage life opera used numerous Russian plots: mostly comical
in late 18" century and historic and fictional in early 19". Later on, when the great
Glinka and his successors created, the Russian opera kept pursuing domestic plots
and stories most of all. Compared to the spectacular Russian plots, opera librettos
related to alien topics look like exceptions, if anything. There are quite a few of
those, but still the basis of Russian opera in the 19" century was Russian in theme
(and there was a variety of genres — from fairy tales and epos to folk drama).

But if we look at the Russian ballet shows of that time, we would have to

conclude that Russian plots and stories are a lot less in number that any others.
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There is just one period in the 19" century evolution of choreographic arts in
Russia when national topics and themes indeed reigned on stage — the Patriotic
War of 1812. That was the time when for a short while heroic and historical diver-
tissements and ballets comprising folk dances and songs became popular. That
stage of the Russian ballet theater evolution left a heritage — the Russian stage folk
dance, that later on “tuned in” the romantic tradition of use of national dances in
ballets composed by professional artists. During any other time in the 19" century
Russian stories and plots found themselves in remote periphery of choreographers’
interest.

There are few stage shows that define the line of national stories and plots
the authors turned to during that time. For the most part they are based upon fiction
literature (Ruslan and Lyudmila or the Downfall of Chernomor, the Vicious Sor-
cerer (1821), Caucasus Prisoner (1823), etc.). As to historical ballets staged in the
19" century, their number is more than limited. We could recall Sumbeka, or the
Conguering of Kazan Realm, staged by A. Blash. If what a ballet critic of that time
says is true, its libretto was based upon a Russian history plot. Despite the criticism
(and a reasonable of, judging by the references), that show was a precious example
of truly Russian historic ballet of the 19" century.

What are the reasons behind this paradoxical evolution of the Russian ballet
without resorting to Russian plots and topics? From today’s standpoint the reasons
look quite objective.

Firstly, the selection of stories for staging was completely entrusted to cho-
reographers. In the 18" and 19" centuries the majority of those were foreigners. As
a general rule, they were ignorant of the history and mythology if the country they
came to work to, and, consequently, the idea of using those for the shows was ab-
sent from their minds. There are some exclusions, however: the only 19" century
ballet that was based upon a Russian fairy tale and survived to see our times is the
Little Humpbacked Horse staged by a French choreographer to music composed by
an Italian. The music that, despite all accusations of “non-Russian-ness”, has nu-

merous quotations of Russian folk songs and romances.
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Secondly, choreographers who came to Russia to work strived to stage as
many shows as they could as soon as possible. That being the case, it was only
natural that they tried to transfer ballets that had already been staged in European
countries to the Russian stage. Obviously, some choreographers staged new shows
in Moscow and, primarily, in Saint Petersburg, but more often than not their shows
were either replicas or author revisions of their previous shows (quite often the rea-
son for that was censorship).

Thirdly — and it looks most paradoxical these days - the audience, primarily
ladies and gentlemen of the Saint Petersburg Imperial Court looking up to the
Western European culture, was not too eager to see Russian stories. Operas to Rus-
sian plots were created with striking frequency, but ballets to Russian plots were,
presumably, referred to as something barbaric, or, at best, comical.

It is hardly surprising that P. Tchaikovsky never created a single ballet to a
Russian plot — back than the composer was completely subordinate to the choreo-
grapher. A. Clazunov, who succeeded, also never created a ballet to a domestic
topic.

The real outburst of interest to the Russian plots and themes would take
place later on — in early 20" century, when there would be milestone shows staged
for Sergei Diaghilev’s Ballets Russes that would become “discoveries and revela-
tions” of the Russian theme: the Firebird (1910), Pétrouchka (1911), The Rite of
Spring (1913) etc. The most peculiar thing about those is that they were created
“for export”, as rare and exotic gems for the Paris performances, and only after
those they were staged in Russia.

Later on, through the 20" century, the national theme will be related to not
just folk fairy tales and historic plots, but to new Soviet topics. However, the rea-
sons for that are related with the features of ballet evolution itself and in new tasks
set by the state for all art forms at that time.
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The classical ballet art is an integral part of the Russian culture. These days,
as part of the preservation and development of the unique academic traditions of
the Russian ballet and for the purpose of further perfection of the education
process, greater and greater focus is being paid to the studies of choreography cul-
turology, in particular the so called “cultural history” — a science discipline target-
ing the context whererin certain components of ballet shows originate and evolve,
along with the impact ideas relevant for a particular time period make upon the art
of ballet. The present study is dedicated to the review of ballets La Sylphide and
Undine in the repertoire of the Mariinsky Theater from the standpoint of the Os-
sian traditions.

The notion of “Ossianism” first originated in literary criticism, esthetic and
cross-disciplinary studies. It is related to the studies and assessment of the impact
made by James Macpherson’s Ossian Poems first published in 1760 upon literature
and culture of late 18™ — early 19" century. For a long while researchers and critics
pursued the issue of authenticity / mystification of the Ossian Poems. Then Os-
sianism was interpreted as a phenomenon of literary pre-romanticism. The impact
of Ossianism — varying from an overall melancholic mood to image vocabulary of
an arts text — was discovered in fine arts, landscaping, theater and music. The im-
pact is studied and touched upon in the works and papers by D. Likhachev, Y. Le-
vin, A. Bulycheva, Fiona Stafford and Howard Haskill. Recently the researchers of
Ossian traditions focus upon the issues of formation of national identity and a
number of cultural practices (from gathering of folklore to romantic getaways and

tourism).
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La Sylphide (choreography by A. Bournonville, 1836, revised by E.M. von
Rosen; premiere at the Mariinsky in 1981) and Undine (choreography by P. La-
cotte, 2006, following J. Pierrot, 1843) are reviewed herein from the standpoint of
topic features, drama, and mans of expression that distinguish the Ossian tradition
in choreography.

The significance of Ossian tradition for the formation and development of

national ballet themes, especially for character dance, is highlighted.

Role of Graphic Arts in the Nurturing of Positive Image of the Russian Ballet

E.A. Dolganova
dolganovakatya@gmail.com
Ph.D., Culture Studies, Teacher,
International University in Moscow
Moscow, Russia;

D. V. Bokarev

art-prim@bk.ru

Director, Art.Prim Gallery,
Zhukovsky, Russia

Being the phenomenon of world significance, the Russian ballet exceeds the
boundaries of just theater, and determines trends and directions for many industries
of culture.

Fine arts can be referred to as a powerful means of emotional and intellec-
tual impact, and a means of promotion and worldwide popularization of the Rus-
sian ballet.

Fine arts make ballet accessible by a greater number of viewers, whereas art-
ists, turning to the images of ballet in their creative activities and using them to
pursue their artistic objectives give their vision and assessment of ballet’s role in
the society.

Painting, sculpture and graphic arts are adjunct means of making a theater
show in terms of its decorations and stagecratft.

Connection of the Russian modern and Russian ballet, formation of the Rus-

sian ballet school authority. The cumulative image of avant-gardist artists of early
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20th century (N. Goncharova, M. Lariononv, M. Dobujinsky, N. Rerikh, A. Be-
nois, Z. Serebryakova, K. Korovin, A. Golovin, L. Bakst, S. Sudeykin, B. Anis-
feld, P. Picasso, A. Matisse, M. Chagall and G. Braque), their connections with
ballet reinforce the complex of social interactions aimed at the definition of Rus-
sian ballet’s worldwide significance.

Ballet and photography romance — is a love story of statics and dynamics.
And in the end of the day — an attempt of each one of these arts to expand their
boundaries through unity with the other one (Helmut Newton, Annie» Leibovitz,
Cecil Beaton, Richard Avedon).

Photography, resorting to mass media replication of images of the Russian
ballets nurtured their images as legends and icons, and helped architect mytholo-
gemas in the consumers’ psyche.

Sculptural compositions by Victor Bogachev — a tribute to the tradition of

arts — ballet interaction.

Creative Activity of Leon Bakst for the Diaghilev’s Ballets Russes as
a Component of the Russian Ballet Phenomenon within World Culture

S. Yu. Zakharova
avg20sv@inbox.ru

teacher, The Bolshoi Ballet Academy
Moscow, Russia

Leon Bakst is one of the outstanding artists of late 19" - first quarter 20" cen-
tury. The range of Baksts’s creative interest was extremely wide. However, as far as
the history of arts is concerned, the name of Bakst is primarily remembered for the
make-up of theater shows. Sketches created by Bakst — both independently and in
collaboration with other artists — were used to create theater stage costumes and de-
corations for numerous ballet and opera shows of the Diaghilev’s Russian Seasons.
Bakst, a gifted theater artist and one of the founders of the Mir Iskusstva (World of
Arts) group and an active participant of the Russian Seasons, became the brightest

character oh his time’s creative context. It was among the participants of the Mir
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Iskusstva group that Sergei Diaghilev found fellow-thinkers, to search for a new arts
type in line with the ideals and aspirations of his life. The artists Leon Bakst and
Alexandre Benois took the leading role in the activities of Mir Iskusstva and, later
on, the initial period of the Ballets Russes.

The Russian Seasons (1908-1929) organize by Sergei P. Diaghilev abroad,
won Russia the fame of a great theater country. The close professional collabora-
tion became the basis for Ballets Russes’ inimitable style in the Egyptian Nights,
Les Sylphides, Scheherazade, Pétrouchka and other ballet shows

Leon Bakst won the unrivaled fame and glory of theater show artist after the
making of the Egyptian Nights.

The decorations of Scheherazade were focused upon color. Carnival, L.
Baksts’s second major work in 1910, became a complete contrary to Scheherazade.
The costumes of that show went along the line that had been expressed in the Puppet
Fairy — their colors are not bright, somewhat muffled; they are elegant and fit R.
Schumann’s music well. Le Spectre de la Rose is one the artist’s most elegant ballets.
In that ballet the artistic make-up is inseparable from the choreography. That, to a
large extent, was the driver of the show’s success. Bakst’s poetic costumes and deco-
rations made the ballet one of the most romantic shows, along with the Puppet
Fairy, Carnival, Butterflies and the Sleeping Beauty.

The Narcissus was a ballet of a completely different nature. Its decorations
manifest the artist’s ideas about antic Greece. The colors used for the creation of
costume sketches are quite “juicy” and bright. The majority of costumes have two
color splashes: the main color of the fabric and the color of the ornament.

One of Baksts’s characteristic techniques was the reinforcement of decora-
tions’ expressive capacity through the use of landscape decorations, “stretching
beyond” the stage interior. That is what he did for the making of Tamara ballet. To
work on that ballet Bakst went on a tour of Caucasus. Along with the antic and
Caucasian themes Bakst also pursued the Oriental themes and topics, when he
worked on the Blue God. The costumes that were “re-processed” Indian gowns

give the feeling of a Siamese ballet’s influence.
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To work on the Joseph Legend, Bakst used the sketches he had taken when
he watched Veronese’s pictures. His influence is traceable both in the selection of
colors for the show, and in the cut of the costumes. For the most part we see heavy
and pompous garments with lots of red and gold decorations.

Leon Baksts’s desire to find new forms of making stage shows in line with
his contemporary world trends was the indication of the width of his artistic con-
ceptions, as well sensibility and open-mildness toward new tendencies. The crea-
tive union of Sergei Diaghilev and Leon Bakst became a bright and multifaceted,

though somewhat ambivalent, milestone of modern ballet history.

On high and low in Soviet ballet

N.N. Surnina

nathalie.surnina@gmail.com

Postgraduate student at the Moscow State Conservatory
named after P.I. Tchaikovsky

Moscow, Russia

The Russian ballet history saw the Soviet period where the turn of 1950-60s
was an important milestone marking the period when the principles of choreodra-
ma and the socialist content started to lose relevance. In the Russian State Archive
of Literature and Arts we discovered documents of that transition period featuring
correspondence of ballet historian Yuri Slonimsky, composer Dmitry Kabalevsky
and choreographer Peter Gusev. During seven years, from 1957 to 1962 they were
working together to create ballet named “A Girl from Trekhgorka” and led an ani-
mated discussion which today is a vivid evidence of esthetic and ideological
changes going on inside the ballet theater.

The idea of the ballet came to Slonimsky back in 1950-1951 and was based
on a true story. He wanted to find a way to poetize a story taken from everyday life
and put it closer to classical ballet canons. Slonimsky showed libretto to Gusev and
Kabalevsky and got their consent to work together. Since the three authors were
dissatisfied with the script, they began looking for a new form. During the next

five years, the storyline was continuously transforming. The final script hardly had
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any likeness to the initial one. All changes resulted from authors’ desire to diverge
from the everyday life story and social realism to a poetic treatment of the story.
Main emphasis was given to the forms and methods of classical dance, rather than
“depressive pantomime for deaf and dumb.”

The final libretto was written by 1962. Suddenly, the enthusiastic work
process took an instant turn which marked not only a drastic change in the story-
line but also in the esthetic treatment of the future ballet. Slonimsky proposed to
present the performance as “the fight between a black angel and a white angel for
the hero’s soul” rather than just an everyday story. Some more important changes
followed soon: the characters dropped their names and emerged as abstract figures
and all everyday life scenes were replaced by lyrical episodes. The idea inspired
everyone. The work moved to a new level: Slonimsky started making proposals on
specific numbers, Gusev, saying that he now “saw the full concept,” wrote a de-
tailed scenario. Slonimsky was happy and pursued the planned storylines.

But at one instant they all became concerned—hesitating at first and more
convinced later—that they had deviated too far away from the essence of Soviet art
and began thinking of what their abstract character could give to the audience. The
progress for which they were struggling during five (1) years was destroyed in an
instant (in two weeks, to be more precise). The reason for that were several “ideo-
logical” letters written by Slonimsky in June 1962 to Gusev and Kabalevsky. He
urges them to come to their senses and mind that they are staging the Soviet ballet.
Gusev gave him a rebuke stating that he was unwilling to get back to the Soviet re-
ality and only lyrical and poetic aspects of the story could make him work on this
ballet; and Kabalevsky was just amazed and preferred to retreat. Slonimsky tried to
get back to this work several time and discussed it with Oleg Vinogradov by the
project was doomed.

A unique story of this unsuccessful project illustrates the ongoing process of
revaluation and generation of new esthetic vision in the Soviet ballet theater and

reveals the complex and ambiguous nature of this process.
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The Nutcracker Staged by Y. Grigorovich (1966) —
Innovative Approach to Drama and Choreography

E.P. Belova

kabelova@mail.ru

Ph.D., Arts Criticism

Professor, Choreography and Ballet Studies Department,
The Bolshoi Ballet Academy

Moscow, Russia

The history of staging of P. Tchaikovsky’s Nutcracker from late 19" century
through mid-20" includes independent choreographic versions by L. Ivanov, A.
Gorsky, F. Lopoukhov and V. Vainonen. Their artistic quest, discoveries, failures
and triumphs enriched with contemporary accomplishments of dance art became
the foundation for a new choreographic interpretation of the Nutcracker ballet on
the Bolshoi stage - by Yuri Grigorovich in 1966. His show (staged in collaboration
with artist S. Virsaladze) is the one that gives reasons to claim that the stage action
1s now closely connected with P. Tchaikovsky’s inspired score. Grigorovich’s
show opened a new page in the stage history of the Nutcracker ballet.

Back in mid-60s, not just a new show interpretation, but completely new
principles of ballet were required to stage the Nutcracker. The cut-through dance
action principle helping avoid ballet becoming a drama, introduction of panto-
mime, correctness of depiction of daily life in the plot had already proven them-
selves in other ballets staged by mid-60s by Y. Grigorovich, choreographer archi-
tecting his ballets in close accordance with the dramatic composition of music
score (S. Prokofiev’s Tale of the Stone Flower, 1957, and A. Melikov’s Love Le-
gend, 1961).

1. The choreographic solution for the leading lady part brings the entire
show together from the standpoint of its dramatic composition. When staging the
Nutcracker, Grigorovich boldly gave all children characters to the Bolshoi ballet

performers, thus tackling the issue of “children’s” dances. There was no more need
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to lighten of simplify the dances, to make them suitable for younger performers
from the ballet school, which is what Vainonen had had to do. In his show Masha’s
part is performed by an adult dancer from the beginning. Gorsky, who staged the
Nutcracker in 1919, gave the main part to a student of the Moscow School of Bal-
let, to emphasize the natural childishness of the character, but she was still a se-
nior, not a junior, which helped reinforce the choreographic line of the role. The
participation of a prima ballerina would have overthrown Gorsky’s entire concept.
Overall Grigorovich tool a leaf out of his book, but he re-interpreted Gorsky’s dis-
covery: Masha’s part in his show was created for E. Maximova who was a fragile
and petite dancer. That is precisely why there was no danger Masha would look
like a “premiere” in the opener destroying the atmosphere of spontaneity of child-
ren’s games. Having given the lead part to a master dancer, Grigorovich was able
to diversify and make more complex not just the dance line of the role, but the act-
ing technique as well. Even in the opening scene Masha’s behavior is based upon a
variety of moods constantly changing: exhilaration, astonishment, fright, griev-
ance, compassion and tenderness.

2. Style unity of the Nutcracker’s decorations. Simon Virsaladze, the show
designer, found a cut-through solution for the show image — a Christmas tree. His
tree not just grows — it keeps changing its shape and image, as if demonstrating the
world’s diversity to the characters. Without a doubt, the Christmas tree in the Nut-
cracker staged by Grigorovich is closely connected with the characters of Masha
and Drosselmeyer. In scene I, during the festivities, the Master of Dolls “appears”
from the tree, and then, during the night scene, directs its growth. He keeps appear-
ing behind the tree branches, and flies away with them when the top of the tree is
reached. The fictional world to which Drosselmeyer leads Masha, symbolized by
the tree, vanishes after the departure of the Master of Dolls — it vanishes right in
front of our eyes, and becomes a memory. Virsaladze’s tree also reflects Masha’s
perception of the world around her. In scene | the tree is as elegant, cozy and ordi-
nary as everything else around it. In the night scene it looks fancy, odd and scary;

in the snowflakes scene the tree looks as if it has been poetically transfigured, later
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on its huge ornaments glitter and sparkle, or else its dark branches look threaten-
ing. In the scene where the characters are atop the tree, the choreographer strives to
express the image of tree with the means of dance. Indeed, the initial formation of
the corps-de-ballet before the beginning of the grand waltz does resemble a
Christmas tree.

3. A new solution for the 2™ act divertissement. In Grigorovich’s show all
dolls go on stage in pairs. They sort of multiply and reinterpret the lyrical duet of
main characters. Having achieved a style unity of all divertissement numbers, the
choreographer as good as populated the magical land with lover dolls. The dolls’
divertissement reflects a variety of moods on the main characters’ couple, as if in a
tiny toy mirror. The dolls were first introduced in the night scene of the opener act;
they are the witnesses of subsequent events and their participants. Hence for the
first time ever the dolls’ divertissement became an integral part of the show.

4. Innovative solutions for adagios in the opener and 2™ act. Capitalizing on
Vainonen’ s discoveries, Grigorovich staged Masha and Nutcracker-Prince’s duet
in the opener act in andante tempo. In their duet certain carries the choreographer
just hints at get developed in the “wedding” adagio of the last act. For instance,
the arabesque of main characters holding hands in front of the Christmas tree will
later on become their pose “in front of the altar”. Or, in the dramatic culmination
adagio of the 2" act the Nutcracker-Prince suddenly “drops” Masha upside down
from a high carry, similar to the opener act duet. And her body resembles an arrow
in the hands of her chosen one. To Masha, the world in the Nutcracker as good as
turns upside down — but that is just dizziness caused by the miraculously trans-
formed world. The same carry is more dramatic in the pathetic part of 2" act ada-
gio. Drawing parallels between duets in acts 1 and 2, Grigorovich, at the same
time, shows their differences as well. The 2" act adagio is the culmination of the
heroes’ love, whereas the andante one in the opener is just their first acquaintance
the dolls accompany with their dances. The evolution of Masha’s and Nutcracker’s
feelings is splendidly expressed in the Snowflakes’ waltz directly following the

andante. The choreographer gives the most poetic music to his characters — the
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choir of children’s voices singing at a high pitch compliments the airy flights of
Masha and Nutcracker-Prince above the stage.

Starting with the initial musical measures of the Snowflakes’ waltz, the lyri-
cal theme grows and develops, and then makes a “voice piena” declaration. But the
flight-like dance is of the main heroes is hardly idyllic. The turmoil, vague anxiety
the choreographer heard in Tchaikovsky’s music are reflected in the mesmerizing-
ly fast circular jumps of Masha and the Nutcracker-Price. And that ever accelerat-
ing flight toward happiness is disturbing, because the dream attainment is unrealiz-
able. The intoxicating whirls of the waltz are replaced with somewhat sad and
lengthy movements, where one can feel hints of sadness that weren’t there before.
The “light-and-shade” of the choreographic interpretation of the waltz comes right
from Tchaikovsky’s music.

Grigorovich as good as connects the 2™ act adagio and the Snowflakes’
waltz. The waltz symbolizes the birth of the characters’ feeling whereas the adagio
IS their culmination. The Snowflakes’ waltz takes place at the foot of the Christmas
tree, whereas the adagio — at its top. In both instances the main characters are ac-
companied by corps-de-ballet — white snowflakes and silvery tree ornaments. In
between the waltz and adagio there is a long journey along the tree full of adven-
tures and hardships. Grigorovich was the first one to interpret the final adagio of
Masha and the Nutcracker as the heroes’ engagement. Here we see a truthful ref-
lection of Hoffmann’s tale combined with the musical drama of Tchaikovsky.

The choreographer leads his characters toward the culmination of their love
adagio through the entire show. In the adagio the exhilaration of their feelings is
complimented with dramatic sounds of music. The theme of Romeo and Juliette
that suddenly manifests itself - the “duet in the dark of the night” theme - gives a
new meaning to the entire adagio, and the love of main characters ascends to new
tremendous heights and goes far beyond the plot of the tale. Having named Masha
and the Nutcracker Romeo and Juliette in has draft papers, Grigorovich pointed at
the inevitable separation of his heroes. Their happiness is — alas — unachievable. It

Is intentional that the corps-de-ballet intervenes with the duet dance and separates
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Masha from the Nutcracker-Prince against the culmination of music, taking them
to opposite sides of the stage and fencing off one another. The exhilaration of the
heroes’ love is always shaded with notes of anxiety, and thus Grigorovich empha-
sizes the delusiveness of the harmony that is just a dream. That is why there are re-
peated hints at “world turned upside down” in the adagio carries. Masha plunges
downs from the indescribable heights of her happiness and then “restores the bal-
ance” by way of perfect classical choreography.

5. New interpretation of the finale. Grigorovich returns Masha to the real
world in the ballet finale — to the sitting room with its Christmas tree and the toy
Nutcracker. In his ballet Masha not just wakes from the enchanted sleep (there is
no sleep per se in the ballet) — she returns from the enchanted country, similar to
Hoffmann’s tale, and becomes a “petite dreamer”. The wise and poetic finale of
Grigorovich’s Nutcracker carries the plot of the fairy-tale ballet toward philosophic
thoughts about life. The first joys of a young soul go side by side with first bitter
revelations. But the sad topic of loss is “muffled” in the Nutcracker. Right before
the curtain drop Masha gives a happy smile, hugging the ugly Nutcracker, and that
gives a finale, that is actually quite sad, a jolly feeling of life. Having architected
the plot of his Nutcracker with poetic integrity, Grigorovich built the drama and
choreography of his show in strict accordance with the drama of the music, thus
prompting the right path for further quest for the staging the Tchaikovsky’s in-

spired score.

Education of modern ballet dancers: esthetical and pedagogical aspects

M.K. Bulankina

marinakb@mail.ru

Concertmaster, Assistant Professor at Concertmaster Skills and
Music Education Department

The Bolshoi Ballet Academy

Moscow, Russia

The Russian ballet is globally known for its meaningful plastic intonations

where human movements and gests are used as prototypes for the dance. Since it is
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impossible to fake the body language, teachers must educate a future ballet dance
to all moral and esthetic traits inherent in an ideal character on stage.

The major pedagogical task is to educate ballet dancers in accordance with
the best esthetic and moral standards. Viewing education as a targeted process
aimed at forming personality using specific pedagogical exposure in accordance
with certain social and pedagogical ideals, a teacher must use art as a method of es-
thetic education. Unfortunately, the existing information environment leaves a very
limited space to music, although music as an art form provides broad opportunities
for esthetic education.

Piano offers an opportunity to gain the much-needed experience in individu-
al intonation treatment to create unique artistic vision. National or national-based
material included in the curriculum of piano playing allows us to provide a well-
balanced education to students on the foundation genetically inherent in them.

A meaningful treatment of musical and plastic intonations is formed in the
process of listening, analysis and discussion and by individual attempts of students
to reveal music in the given choreography. By establishing internal contradictions
between the desired and the actual levels of artistic talent we provide the main in-
centive for students’ activity.

In order to educate a harmonious personality in ballet dancers, we need to
accumulate a whole stock of sound, color and plastic experiences underlying the
sensuous and emotional record.

A teacher must bring up a harmonious person of a consumer of esthetic val-
ues. Such person must be able to independently create ideal and meaningful stage

character which will call for a dramatic emotional response.
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RUSSIAN BALLET IN TODAY’S INTERNATIONAL
CULTURAL ENVIRONMENT

The Russian ballet in today’s cultural globalization

V.S. Zhidkov
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The Bolshoi Ballet Academy

Moscow, Russia

In order to give a meaningful exposure to the problems discussed by this
conference, we need to answer three simple but very tricky questions:

- ballet in a constantly changing environment and artists in search for new ex-
pression means (a new language) to respond to this new environment;

- genetic factors of art development and environmental challenges;

- the Soviet choreography behind the “iron curtain” and channels to share ar-
tistic information in the epoch of globalization of world’s culture.

It is quite evident that each above mentioned item may be a theme for a doc-
toral dissertation. Let us try to at least touch upon them.

We all know that artists live in a society and cannot be free from such society.
Any work of art is a message to the contemporary world and (with luck) to descen-
dants. Creative work is a reaction to modern day reality where the artist exists.

Any object in nature or society is developing under the impact of two groups
of drivers — genetic (self-growth) and environmental ones which may be both fa-
vourable and unfavorable to use a self-growth potential.

The “iron curtain” rendered the cultural exchange almost impossible. The
development of art was governed by the party censorship and there were almost no
reasons to talk about “the global historical role” of the Russian ballet. Do we use
the available channels efficiently enough to transfer the progress of the Russian

choreography to the global cultural life?
173


mailto:zhidkov88@mail.ru

Russian Ballet — Impact Upon Finnish Ballet School Formation

Taina Jutta Kaarina Mustakallio
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In 1880 Finland ceased to be a part of the Swedish state, and became a part
of the Russian Empire. Having united Russia with Grand Duchy of Finland, Tsar
Alexander | facilitated a great impact of the Russian culture upon the culture of
Finland. In 1868 the Tsar transferred the capital from Turku to Helsinki. There a
splendid theater was built, that still bears the name of Alexander. That was the pe-
riod when the Finnish-Russian ballet was born in our country.

In the beginning of 20" century Edvard Fazer, who had great relationship
and was well connected with the Mariinsky ballet company, engaged a number of
performers to tour Europe. Art his suggestion, the Finnish national ballet company
was conceived in 1921 in Helsinki. The first company for the most part included
Russian dancers.

The first ballet season ever was opened in Helsinki with the Swan Lake.
Mary Paischeff and George G¢ who had been educated at the Mariinsky per-
formed that night.

Meanwhile, a ballet school affiliated with the Theater was opened. Prior to
that only private-owned schools existed in Finland. The teachers of those were ex-
clusively Russian. That was the platform for the Finnish National Ballet.

During the Cold War years there was an ostracism of ballet artists in Finland
— they tried to make the artists change their names, and humiliate them, but the art-
ists withstood. | would like to give special credit to Lucia Nifontova, the ballerina

which stood for her honor and her name!
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In 1930 the ballet school still existed, and the Principal’s office was taken by
Alexander Saxelin, the graduate of the Saint Petersburg Imperial Ballet School,
who had performed at the Mariinsky. Saxelin was a teacher and a choreographer
both at the School and at the Theater.

| would like to point out that though the School was affiliated with the Thea-
ter, the tuition was fee-based. It was not as expensive as a private school would
have been, but one sill had to pay, and many a talented child whose families did
not have enough revenue, were left “overboard”. And only in 1956, because of the
unbelievable activity and effort of Alfons Almi, the Director of Opera, the fee was
done away with.

The Soviet ballet period in Finland.

In 1956 Rostislav Zakharov staged the the Fountain of Bakhchisarai. Since
there were only 30 dancers in the company, Zakharov, who was a splendid ballet
master, had an idea to attract extra performers from private schools, sportsmen,
gymnasts, since he had to have a “horde of Tatars”, as he put it. The show was
fantastic! Every person in the School participated.

In 1960s the newspapers reported that the magnificent Leonid Lavrovsky
staged Giselle, and impressed upon the entire ballet world that there are not just
premiere dancers, but the corps-de-ballet as well. He made not just aristocrats but
commoners admire. In Finland that was a victory!

Since we hadn’t been blessed with performing or teaching heritage, we had
to go to Moscow or Leningrad to study.

And, finally, I tell you: “We got to understand the Russian ballet — we re-
ceived the Hermitage Gallery of the Russian ballet”.
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Cultural Exchange Between Russia and China.
Beijing Dance Academy

Ms. Zou Zhirui
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of the Ballet Department of Beijing Dance Academy,
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General Information of Beijing Dance Academy. Beijing Dance Academy
was originally named Beijing Dance School, which was founded in 1954,

It was the first professional dance school ever established since the founding
of People's Republic of China with Ms. Dai Ailian, renowned dancer and patriotic
overseas Chinese as its first president. In 1978, Beijing Dance School was official-
ly renamed Beijing Dance Academy (BDA) with the approval of Ministry of Cul-
ture.

At present, BDA is the highest institution for dance education in China and
also one of the largest dance schools in the world noted for its complete profes-
sional curriculum.

Influences from Russia Ballet Benefits China. In the preliminary stage,
China ballet attained the assistance from Russian experts. The whole systems was
based on Russian style, including syllabus, teaching materials and execution.
Through a sixty-years process, China established our own education system with
Chinese characteristics.

From 1957 to April 1960, the Russian experts help Beijing Dance School do
the rehearsal of La Fille Mal Gardée, Swan Lake, Le Corsaire, Giselle and other
famous repertoire. The Russian experts also help Beijing Dance School to educate
first generation choreographer. Mrs. Jiang Zuhui was graduated from Russian
Academy of Theatrical in October 1961, majoring choreography. In 1963 and
1964, her two remarkable ballet were staged in China, Notre Dame de Paris and

Red Detachment of Women.
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With great assistance of the Russian experts, Beijing Dance Academy also
made their own ballet, The Mermaid. It had effected loads of young dancers of that
time because of the high qualities. Meanwhile, so many top-ranking performances
had been brought to China at this period. Not only was the great impression of
Russian ballet engraved in Chinese people’s heart, but also the love of ballet was
building up.

As the best dance academies in China, we are willing to exchange and de-
velop opportunities for future collaboration with other art institutions and artists
from all over the world.

The Direction of Cultural Exchange between Beijing Dance Academy
and the Primary Dance School or Company in Russia. Dance Education is a
great platform for China and Russia to nurture the cultural communications, is
aimed to improve the relationship of the two countries and enhance the capacity of
ballet.

There are four way of the exchange: (1) Experts and instructors exchange
for teaching; (2) Academic research opinions exchange; (3) Students exchange;

(4) United performances.

Role and Position of the Russian Ballet and Dance Education
within the Contemporary Integration Processes

L. M. Lee

lil.m.5@mail.ru

Honored Artist of the Republic of Kazakhstan;

Honored Education Worker of the Republic of Kazakhstan
Deputy Principal, the A.V. Seleznev Almaty Dance School
Almaty, Kazakhstan

Like other art forms, ballet is an integral part of today’s artistic and cultural
reality of the Republic of Kazakhstan. A lot of research work has been dedicated to

the historical role of Russian ballet and its meaning and significance for the estab-
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lishment and development of the ballet art in the former Soviet Kazakh Republic
back in 1930s.

The Almaty Dance School was founded in 1934. The founders were repre-
sentatives of Russian ballet. Among them was S. Seleznev, who based the new
school’s curriculum on that of the Leningrad School of Choreography. He nurtured
a series of brilliant ballet professionals.

Since 1939 all leading teachers, ballet masters and instructors of the School
have been graduates of the Bolshoi Ballet Academy, the VVaganova Academy of
Russian Ballet, or the Russian Academy of Theater Arts. In total that is over 150
people who played the key role in the creation and nurturing of national choreo-
graphy art in Kazakhstan. Since 1941 the State Abai Theater has had a ballet com-
pany. Historically we are blessed, because one of the founders of the professional
ballet arts in our country was the celebrated ballerina Galina Ulanova, who worked
in our State Theater during the WWII years. Without the glorious roots it is hard to
think about our history or the present days.

As to these days, | would like to point out that there are ballet arts with na-
tional features in Kazakhstan, along with the Kazakh national stage dance, and that
the Seleznev Almaty School of Choreography known internationally for its ballet
accomplishments is alive and well. The core members of the faculty have com-
pleted career enhancement courses and internships at the Moscow and Saint Pe-
tersburg Academies. The teachers at our School realize their responsibility for both
the training and for the bestowing of their experience upon the younger generation
of teachers and instructors. We adhere to the training curriculum based upon that
of the Russian ballet school, while simultaneously searching for new training tech-
nologies using the modern information space. The uniqueness and, it you would
like, the onliness of our school in the worldwide ballet community is driven by the
fact that it was conceived by the two great Russian ballet schools: the Moscow one
and the Saint Petersburg one, with an impact of the Kazakh folk dance. We cherish
our connections with the Russian ballet. This international conference is another

chance for us to realize that the classical ballet and choreographic arts overall unite
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us, that they are our common concern, they make us a family of people willing to
make sure that the art of ballet and its classical heritage flourish for many years to
come.

Kazakhstan is a young independent state, and its 20 years may be referred to
as a starting point for a great path that will last hundreds of years. We need to ad-
mit, that the ballet in Kazakhstan has withstood some serious hardships, just like
the state and the people. In the turmoil of the historic changes the noble art of ours
somewhat fell out of the range of vision of the state. All professional companies
and artistic teams had to face the problem of insufficient funds, along with a cer-
tain social and artistic vacuum. But because the majority of ballet performers, cho-
reographers and company and school managers stuck to their calling, the core of
the national dance culture was preserved. Definitely, we will never get back the
missed years, but as soon as there were first signs of renewal, as soon as our coun-
try started the restoration of its economic potential the workers of arts could
breathe a sigh of relief. The Seleznev School had been stretched beyond belief,
nurturing new generations of ballet performers and preserving the priceless teach-
ing and training methodology basis. The School managed to pull together a core of
teachers whose selflessness and dedication over the turmoil years still command
nothing but respect and awe.

And the renewal began. New companies started to appear on the ballet map
of Kazakhstan: the Kulyash Baiseitova National Opera and Ballet Theater, the Naz
State Dance Theater in Astana, along with the Samruk contemporary dance com-
pany in Almaty. The heart of national culture started beating again. Theater reper-
toires include first-class stage shows of world-famous pieces of the classical herit-
age (the Swan Lake, Sleeping Beauty, La Bayadere, Giselle, La Sylphide, the
Fountain of Bakhchisarai, the Love Legend, Romeo and Juliette, Red Giselle, Anna
Karenina, etc.). The staging of ballets by Yuri Grigorovich and Boris Eifman in
Almaty and Astana in not just an important event in the cultural life of the country,
but an indication of the high level of teaching at the Seleznev Almaty Dance
School.
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In 2009 the School restored two masterpieces of world ballet: the Clock
Dance from Ponchielli’s La Gioconda (choreography by M. Petipa) and Saint-
Saéns’ La Mort du Cygne ( choreography by M. Fokine). The work was led by N.
Voskresenskaya, Honored Artist of Russia, President of the International Petipa
Heritage Restoration, Preservation and Development Foundation. That classical
masterpiece is used by the School to further improve the performer level of its
students.

“In the world community a state is recognizable not just because of availa-
bility of rich subsoil resources, sports accomplishments or economic progress. Def-
initely, in order to improve the image of a country you would need to think about
culture, a very important component of state-building” (President N. Nazarbaev).
The point was duly noted by the country. The Presidential Fund supported the Al-
maty Dance School and helped organize the International Orleu (“Ascend”) Con-
test and the Dance Schools Festival. Thanks to those events we started to restore
creative connections with foreign countries including Russia. And it gives us great
joy that our School with its international creative activity has become a part of the
restored integration processes of the two countries: Russia and Kazakhstan.

This Conference is yet another chance to think about the goal of this won-
derful art of ours, about its impact upon the development of spiritual and ethical
features of society. These days, when the task is not to get lost in the diverse opi-
nions on further ways to develop and progress ballet, the Russian ballet is the core
reference point in the international dance education. The existence of ballet arts in
Kazakhstan for more than 75 years is a manifestation of the phenomenon of Rus-

sian choreographic education.
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Choreographer Leonid Myasin, a Moscow-born in the West
E.Y. Souritz
elizabeth-souritz@yandex.ru
Ph.D. in Art History,
Leading Research Associate
The State Institute of Art Studies
Moscow, Russia

It is hard to overestimate the role of the Russian choreographers who worked
with Diaghilev’ ballet companies and post-Diaghilev Western dance companies in
early 20th century. Their work boosted the revival of ballet in those European
countries where it has almost disappeared and its advent in the countries where it
has been non-existent, the USA and Latin America, above all. Of them, Leonide
Massine has a special place.

Leonid Fyodorovich Myasin was born in 1895 in Moscow and was a ballet
student at the Moscow Imperial Theater School. In 1912 he joined the Bolshoi
Theatre and was recruited by Diaghilev’s company in 1914. His experience as a
child living in Moscow and, even more, in the rural town of Zvenigorod, his en-
gagement in theater performances at Bolshoi and Maly ballet theaters had by far a
serious impact on a future choreographer.

To some extent, this motivated his specific interest in folklore. His ballets
adopted folklore forms and folk theater traditions of many countries, such as Spain,
Italy, England, Brazil and Mexico. But Russian folklore was definitely his starting
ground. In 1914, he staged his first ballet The Midnight Sun set to the music from
Rimsky-Korsakov’s opera The Snow Maiden: A Spring Fairy Tale in which he had
dance in the Bolshoi Theatre. Next followed Kikimora set to the music by Anatoly
Lyadov (1916) and The Russian Fairytales (1917), also written by Lyadov.

Myasin made several ballets on religious themes and admitted that they were
all inspired by his childhood experiences when his family lived next to Savvin-
Storozhevsky Monastery in Zvenigorod. He started working on Liturgy where he

wanted to use Russian church hymns as early as 1914, but failed to complete this
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ballet. Eventually, Myasnin got back to the evangelical theme and staged Nobilis-
sima Visione in 1938, Laudes Evangelii in 1952 and Resurrection and Life in 1954.

Main emphasis Myasnin inevitably gave to dramatic ballet inspired by his
affection to drama. As a child, he used to act in the Maly Theater in children’s and
teenager’s roles — quite important at times — together with the most popular Mos-
cow actors. Myasin’s ballets almost always have an underlying storyline based on
literature or legends of the countries which he visited. Sometimes he turned to
Russian literary works. In 1950, he staged Ravel’s La Valse founding it on Mas-
querade, Lermontov’s celebrated poem. His Bogatyrs (1938 and 1941) are based
on the Russian epic tales. The Ode (1928) with music by Nicolas Nabokov is a bal-
let interpretation of Lomonosov’s poem “Ode”. Aleko, an adaptation of the poem
The Gypsies by Alexander Pushkin to Tchaikovsky’s piano trio, was staged by the
American company in 1942 when the whole world was closely watching the fight-
ing Soviet Russia and the Russian theme was extremely relevant.

Myasin always maintained close relations with artists. He started making
friends with them as a student at Bolshakov’s Painting School in Moscow in 1912-
1913. After he left abroad some time later, he was in correspondence with his
teacher who made him acquainted with painting. In his letters which are kept in
Bakhrushin State Central Theater Museum he discussed his plans and shared his
vision of choreography. As he was staging his first ballets, working together with
such talented artists as Mikhail Larionov and Natalia Goncharova on Russian per-
formances, such as Liturgy and Bogatyrs, was very important to him. Myasin
worked together with other artists as well (in particular, Pablo Picasso and Salva-
dor Dali), and some of them were Russian. Le pas d'acier (The Steel Step) with
music by Sergey Prokofiev, the only ballet centered on Soviet Russia in Diaghi-
lev’s repertoire, was designed and written by Georgi Yakulov, Ode was staged
with Pavel Tchelitchew, Aleko was designed by Mark Shagal, and Les Femmes de
Bonne Humeur by Konstantin Bakst. He worked together with Alexandre Benois

in Ida Rubinstein’s company and Nikolai Benois in La Scala.
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Myasin was the first choreographer in the West to set ballets to symphonic
music and was the founder a new genre of symphonic ballet. Some of his sym-
phonic ballets are created to the music by Russian composers. One of the best
known was his first symphonic ballet Les Présages staged in 1933 to Tchai-
kovsky's Symphony No. 5. It is performed to the present day. Myasnin also turned
to Shostakovich’s music. In 1939, he staged Red and Black to Shostakovich’s First
Symphony and in 1942 he created the Leningrad Symphony staged in the USA to
the music of the first part of Shostakovich’s Seventh Symphony. (The idea to use
this music in ballet performance occurred to Myasnin twenty years earlier than to
Igor Belsky in Russia.) Myasin’s Bogatyrs ballet is based on the Second (Bo-
gatyr’s) Symphony by Alexander Borodin.

The rest of his life until his death in 1979 Myasin spent abroad dreaming to
visit Russia where his family — father, brother, sister and nephews — lived. He kept
correspondence with them and helped them with money. His letters (part of which
are kept in the Russian State Archive of Literature and Art) reveal his interest in
the Bolshoi Theater where he wished to stage a ballet. He managed to visit Mos-
cow only in early 1960s and his ballets were staged in Bolshoi by his son Lorka
Myasin in 2005.

Impact of the Russian ballet on French dance in the 20th century

V.A. Mainiece
mainiece@gmail.com
Art critic and historian
Moscow, Russia

“The Russian ballet plays a special role in France; it has brought the up-
graded and enriched French ballet back to France from Russia — welcomed with
rapturous applause by the public. During one last decade alone, the effete French
ballet has made a great progress to the top of the world,” S. Lifar stated [1, c. 159].

The status of French ballet in early 20th century:
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— the Paris Opera ballet: professional performance but too much entertain-
ment in content;

— existence of national French-developed school which consistently educates
young professionals;

— highly-qualified teachers and coaches;

— a deep-going crisis in theater repertoire: theater posters show only second-
rate theater performance titles during almost 50 years (1875 through 1920s); of the
total classic heritage, the Paris Opera included in its repertoire only Leo Delibes’
Coppélia choreographed by Arthur Saint-Léon;

— the company owns a great professional stage and performs in a luxurious
building of the Paris Opera.

The impact of the Russian choreography and performance art on the revival
of the French ballet:

— the Paris Opera produced Giselle performed by Olga Spesivtseva and Ser-
gey Lifar; the ballet’s choreography is very close to Mariinsky Theater production;

— the effect of superb performances of Diaghilev’s Russian Ballet; every
year the company performed at different Paris theaters, including the Paris Opera;

Russian choreographers who led the Paris Opera:

Ivan Khliustin — 1911-1914; Serge Lifar — 1930-1945 and 1947-1958. He
completely upgraded the repertoire and esthetic implications of the French ballet,
created such masterpieces as Suite en blanc with music by Lalo (1945), danced so-
lo parts in different ballets and rehearsed new performances. He brought a brand-
new and unique repertoire to the Paris Opera, reconstructed men’s classic dance
which was in decline in early 20th century.

The influence of Paris-based Russian teachers on the performance style of
French ballet dancers. Such prominent ballet figures as Matilda Kshesinskaya, Ol-
ga Preobrazhenskaya, Lubov Yegorova and Boris Knyazev open their studios and
train many Paris Opera dancers.

Engagement of Olga Spesivtseva and Nina VVyrubova by the Paris Opera.
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Rudolf Nureyev, 1983-89. Paris Opera produces Russian classic heritage
ballets staged by Rudolf Nureyev (Swan Lake, The Nutcracker, Sleeping Beauty,
Raymonda, Don Quixote and La Bayadere). The company’s professional growth
under Nureyev’s direction: it becomes the best foreign ballet company.

The importance of Yuri Grigorovich’s production of Ivan the Terrible and
Romeo and Juliette at the Paris Opera for the French ballet. Grigorovich promoted
young talents. Russian ballet dancers in Paris productions by Grigorovich.

The first production of Swan Lake in Paris by Vladimir Burmeister.

French dancers engaged for solo performances at the Bolshoi Theater and
Mariinsky.

Russian ballet stars perform at the Paris Opera (Natalia Bessmertnova, Lud-
mila Semenyaka, Andris Liepa, Nikolay Tsiskaridze, Svetlana Zakharova, Diana
Vishneva and Maria Alexandrova.)

Well-known Moscow dancers teach classic dance in Paris full-time: Sergey
Solovyov at Paris Conservatory and Andrey Klemm at the Paris Opera.

Mutual enrichment of cultural and choreography traditions.
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A French vision of Russian Seasons: Contemporary treatment of ballets
staged by Angelin Preljocaj (Le Sacre du printemps, Les noces,
Parade and Le Spectre de la rose)

V.A. Khlopova

vitakhlopova@gmail.com

Applicant of the State Institute of Art Studies
Moscow, Russia

In 18th-19th century, many French choreographers and dancers of different
backgrounds and talent degrees came to Russia; and some of them went down into
history of the Russian ballet, such as Jean-Baptiste Landé, Charles-Louis Didelot,
Arthur Saint-Léon, Jules-Joseph Perrot and Marius Petipa. In 20th century, the
Russian ballet, represented by Segey Diaghilev, repaid in full its “cultural debt” to
France: a new performance concept inspired the classic ballet with a new life. Ser-
gey Diaghilev stayed in France to be a director of the Paris Opera ballet company
and not only made drastic changes in the theater concept, but also brought it to a
new advanced level.

In early 1970s, a new trend known as “New French Dance” emerged in
France. From late 1990s, France pursued the so-called policy of choreographic de-
centralization. Currently, one of the best known French-based national centers of
choreography is the Black Hall of Aix-en-Provence directed by Angelin Preljoga;.

This French dancer of Albanian origin is well-known to the Russian public
as he has toured a lot in Russia since late 1980s. In 1993, his company was invited
to the Paris Opera to produce Parade and Le Spectre de la Rose dedicated to Diag-
hilev’s Russian Seasons. This engagement was no coincidence: his ballet Les noc-
es had an overwhelming success at the Avignon Festival. His program Hommage
aux Ballets Russes included all three performances. In 2001, Angelin Preljogaj
turned back to the Russian Seasons theme to produce his own version of Le Sacre
du printemps choreographed by Vaclav Nijinsky.

Productions by Bronislava Nijinskaya, Vaclav Nijinsky, Mikhail Fokine and

Leonid Myasin had a strong impact on the 20th century history taking the audience
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with their novelty, outstanding music and design. Contemporary choreographers
become increasingly interested in century-old performances trying to prove that
with an updated design the themes remain most relevant and interesting to modern

public.

The Russian Ballet as Viewed by French Media

T.G. Sedrakyan

miss.sedrakian-t@yandex.ru

Assistant Professor at Foreign Language Department,
The Bolshoi Ballet Academy

Moscow, Russia

1. The French media have always paid particular attention to touring ballet
companies from Russia. In 2004 several national French newspapers and Rene Sir-
vin, a well-known ballet critic and journalist, gave a strong coverage to Yuri Gri-
gorovich’s Ivan Grozny staged in L'Opéra de Paris which was a high-profile event
in Paris cultural life. In 1976, this ballet was first performed on this stage with a
raving success. According to Rene Sirvin, Grigorovich’s choreographic style is
marked with a powerful technique inherent in the ballet and its characters. Sirvin
said that Grigorovich’s choreography was special with its finest psychological ap-
proach which opens up on stage such feelings as courage and cowardice, victim’s
innocence and remorse. Grigorovich artistically uses a huge fresco-like ensemble —
bell-ringers, Russian people, intriguing boyars and their wives and crowd scenes of
corps de ballet. According to Sirvin, Grigorovich creates a feeling that choreogra-
phy and music were created at the same time, and his work with Mikhail Chulaki
seems as close as the work of Sergey Prokoviev and Sergey Eisenstein on the film
Ivan Grozny. Sirvin also praised wonderful work of Simon Virsaladze, the author
of set design which masterfully features heavy and gloomy atmosphere of the 16th
century Kremlin.

2. Barbara Theat, in Le Nouvel Observateur, December 2009, covers a suc-
cessful tour of Boris Eifman’s company at the Théatre des Champs-Elysées and his

ballet Anna Karenina saying that the ballet is a great example of how dramatized
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neoclassic style can feature such strong emotions as despair of Tolstoy’s heroine. |
think, Barbara Theat says, Eifman’s themes are very different from Petipa’s fairy-
tales and the 19th century ballets. His dancers’ bodies sensuously and artfully re-
veal the existential burden inherent in Russian people; therefore, Eifman’s ballets
were banned from stage for a long time.

3. A lot of coverage by the French press was given to the 100th anniversary
of Diaghilev’s Russian Seasons in Paris. Le Figaro magazine (October 2009) pub-
lished an article titled “Once Upon a Time There Were Russian Seasons” which
stated that Diaghilev had been the person who discovered to the world such names
as Sergey Prokofiev, Igor Stravinsky, Jean Cocteau, Pablo Picasso and Vaslav Ni-
jinsky. Even today, Diaghilev’s company remains the symbol of what is widely-
known as a “mysterious Russian soul”. According to Bertrand-Noé&l Roch, Diaghi-
lev was set on raising awareness of not only Russian and French audiences, but al-
so those in Poland, England and Spain. For this purpose, Diaghilev engaged the
greatest masters of the 20th century — Fokine, Pavlova and Nijinsky. Diaghilev
opened Russia to new artistic trends, such as avant-garde art. Russian Seasons be-
came a thunderstorm on the Paris sky which made many people believe that an
“enigmatic Russian soul is able to clean the dust off the Western European art,” Le
Figaro states. All attention of Paris audiences was, of cause, focused on Vaslav Ni-
jinsky, a great Russian dancer who amazed Marcel Proust, Auguste Rodin, Coco
Chanel and Jean Cocteau. According to Le Figaro, Diaghilev’s Seasons changed
the very course of the 20th century history. In public opinion, the art was one thing
before Diaghilev’s Seasons and it emerged as quite another thing under their influ-
ence. Pablo Picasso referred to Diaghilev as “the key figure in the 20th century and
the symbol of the Russian soul.”

4. Paris Match published a column covering the Bolshoi Theater tour in
France (January 2008), in particular, a new adaptation of The Corsair by Alexei
Ratmansky and Yuri Burlaka. Clement Crisp of Financial Times said that it had
been a long time since a ballet performance made him feel such euphoria. Philippe

Noisette of Paris Match stated that Bolshoi’s style was very much impacted by fol-
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klore dance and it was no wonder that Petipa’s celebrated Don Quixote premiered
in this theater in 1869. Today, Bolshoi’s repertoire includes a wide range of ballets
of which The Corsair occupies a leading position due to its spending sets and cos-
tumes and great ballet stars Zakharov and Lunkin. “When the Bolshoi comes to
dance, we all look forward to a splendid performance.”

The cultural exchange between Russia and France and ballet tours always
gain a strong media and public exposure and boost better understanding of the two

great cultures.

Reasons for, and implications of, the enhanced integration
of modern choreography into the classic ballet stage

E.V. Vasenina

ejikkat@gmail.com

Doctoral Candidate of the State Institute of Art Studies
Moscow, Russia

Prolegomena on the synergy of different visions of dance art. The problem
of the “school” term. The problem of different terminology, artistic and education-
al challenges. Examples of successful synergy of the “classic” and “modern” ap-
proaches to performing in Russia and globally.

Philosophy and practical tools of plastic experiments as an option for artistic
renovation and strengthening the classic ballet status.

The reasons for localization and separation of ballet and modern dance art.
Canonization of the schools and approaches. Specific methods for integrating the
classic and modern dance art.

The need for transparency and requirements to genre clarity. The problem of
professional taste and setting the borderlines of choreographer’s education.

Increased requirements to physical training of dancers simultaneously en-
gaged in the classic and modern repertoire. Alertness and tonus of muscles and
“the system of axis” in dancer’s body. Modern dancer and modern ballet dancer, a

stake on individuality.
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The problem of choreography education in Russia’s colleges and universi-
ties. The current situation and prospects.
A mid-term forecast of modern choreography diffusion on the classic ballet

stage.

Relations between Russian and Latvian ballet schools

A. Yengasheva

zelya3@gmail.com

Riga, Latvia

Student at the Bolshoi Ballet Academy
Moscow, Russia

Ballet has long-standing traditions in Latvia. The first choreographer of the
National Opera Theater VVoldemars Komisars and premier dancer Kharius Plutsis
were students of Moscow ballet schools.

From 1922 to 1925, the National Opera Theater engaged Nikolay Sergeyev,
a ballet director at St. Petersburg Mariinsky Theatre, and Alexandra Fedorova, a
solo dancer of Mariinsky. They opened their ballet schools and trained several solo
dancers for Latvian National Opera. Alexandra Fedorova staged classic ballets,
such as Swan Lake, The Sleeping Beauty and The Nutcracker by Tchaikovsky, Don
Quixote by Ludwig Minkus and Giselle by Adolphe Adam based on choreography
of Mikhail Fokine who visited Riga in 1929 and rehearsed his productions in the
National Opera.

In 1930s, dancers of the Latvian National Opera Theater went to study in
Paris, Berlin and London where they took classes of Olga Preobrazhenskaya, Lu-
bov Yegorova, Viktor Gzovsky and Leonid Myasin.

They obtained knowledge which eventually drove the progress of Latvian
ballet. Thus, the Latvian choreography was founded under the auspices of the Rus-
sian national ballet school. It was founded in 1932 as the ballet school at the Lat-
vian National Opera House.

In 1932-33, the Latvian National Opera engaged a prominent dancer Anatoly
Viltzak, a graduate from St. Petersburg Theater School. He became the first direc-
tor of the ballet school.
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The methods and programs of training were eventually borrowed from both
Petersburg and Moscow schools. Latvian school has engaged teachers educated in
both Russian ballet schools and graduates of the Riga School of Choreography.

The Riga School of Choreography remains the main driver of Latvian dance
art for 75 years and ensures consistent traditions of many generations of dancers at
the National Opera Theater who are well-known world-wide. Among the graduates
of the Riga School of Choreography are Maris Liepa, Alexander Godunov and
Mikhail Baryshnikov.

Godunov was a student of Yuris Kapralis and Eikis. After graduation from
the Riga School of Choreography, he danced at the State Choreographic Ensemble
“Classic Ballet” and in Bolshoi Theater.

Mikhail Baryshnikov and Andrey Godunov were both students of Yuris Ka-
pralis. But Baryshnikov was invited to Leningrad where he completed his educa-
tion.

Maris Liepa was a student of Blinov at the Riga School of Choreography
but, like Baryshnikov, he eventually left for Moscow where he completed his ballet
education.

Andris Liepa keeps visiting his father’s native country and host an annual
concert dedicated to the memory of Maris Liepa in the National Opera Theater. In
2003, the theater first presented ballets Petrushka and The Firebird with choreo-
graphy by Andris Liepa.

Like seventy five years ago, Latvian ballet maintains very strong ties with
the Russian ballet. Many teachers at the Riga School of Choreography, such as Yu-
ris Kaparalis, Ludmila Vikanova and Rita Kharlapa, completed advanced training
at the Vaganova Academy of Russian Ballet in St. Petersburg. The Riga School of
Choreography keeps inviting teachers from Russia to hold master classes for its
students and teachers.

The Latvian Opera and Ballet Theater also keeps good relations with Russia.
Art director of the Latvian Opera and Ballet Theater Ivas Leymanis graduated from
the choreography department at the Russian University of Theatre Arts (GITIS).
Sergey Neykshin, a premier dancer, is a graduate student of the Novosibirsk State
College of Choreography.
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The Latvian National Opera Theater produces both classic ballets and per-
formances staged by modern Russian choreographers, such as The Limpid Stream
with choreography by Ratmansky, Romeo and Juliette by Vasiliev, Anna Karenina
by Eifman and Othello by Alla Sigalova.

Latvian ballet owes a lot to the Russian ballet school for its origin and de-
velopment. Latvian ballet school has always kept close ties with the Russian ballet.
Teachers at the Riga School of Choreography maintain traditions and methods of
teaching classic ballet dance and continuity of generations of actors at the Latvian
National Opera Theater.

Impact of the Russian ballet school on ballet art in Japan

Yoshie Narisawa
ynarisawa@hotmail.com
Ballet Dancer

Asami Maki Ballet
Tokyo, Japan

The Japanese ballet traces back its history to the 1912 visit of Giovanni Vitto-
rio Rossi, an Italian dancer and choreographer, who was invited to Tokyo by Teiko-
ku Gekijo Theater which emerged as a modern theater at that time. Not only Rossi
became director and choreographer at the theater, he also was the first teacher of
classic ballet in Japan. It took almost 10 years to make this new form of European
dance popular with the national Japanese ballet dancers.

The first reason for that was that the traditional Japanese culture and social
environment where the classic Japanese ballet was originates were completely dif-
ferent from the Western traditions and vision. Japanese dancers learning classic bal-
let, especially during the post-war years, had to abandon Japanese dance traditions
which were handed down from generation to generation and follow the rules of bal-
let created by Europeans. Although Rossi’s students included such talents as Ishii
Baku, Mikio Ito, Toshi Komori, Masao Takada and Seiko Takada (the ones who
brought glory to Japanese ballet), they all admitted that it was extremely hard for
them to stand aggressive and unusual training classes in European dance. Many Jap-
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anese dances preferred modern dance which was becoming popular in the West to
the classic ballet. The Japanese modern dance was promoted by Ishii Baku who pio-
neered the modern European dance in late 1920s in Japan; nevertheless, the Russian
ballet school had a great impact on new forms of choreographic vision, national cha-
racter and mentality.

A key role in the development of classic ballet in Japan played Russian ballet
dancer Anna Pavlova. In 1921, she came on tour to Japan for the first time. Her per-
formances inspired a great viewers’ interest in the European choreography. Japanese
critics believe that her performance of The Dying Swan has a serious impact on the
Japanese traditional dance and even on Kabuki theatre. Pavlova’s performances in
Japan showed both to Japan and European public that ballet can be hardly compared
to acrobatics. Unfortunately, Anna Pavlova stayed in Japan only briefly and gave no
lessons to students which could facilitate adoption of new ballet skills by Japanese
dancers.

In early 20th century, the development of Japanese ballet was boosted by
Russian dancers who left Russia after the 1917 Revolution, such as Yelena Pavlo-
va (1897-1941) who performed The Dying Swan in some Japanese theaters at the
same time with Anna Pavlova. The latter was much better known worldwide and
drew more attention than Elena Pavlova’s performance.

In 1925, Yelena Pavlova established her own company and opened her ballet
school in Kamakura to teach classic ballet to Japanese student and make them un-
derstand traditions of the European classic ballet. Her students became outstanding
performers of classic ballet in Japan: Hiroshi Simada (became president of the Ja-
pan Ballet Association), Tieko Hattori, Yusaku Adzuma and Akiko Tatibana.

Along with Yelena Pavlova, an important contribution to teaching and pro-
motion of classic ballet in Japan was made by another Russian emigrant dancer
Olga Sapfir who taught at Nitigeki Theater and Russian dancer Ludzhinski who
was invited to teach ballet by Takarazuka Theater in Tokyo. Olga Sapfir studied
ballet in Leningrad and danced all leading roles there. She had a great impact on

Japanese ballet at later years. Sapfir’s students included Momoko Tani, Mikiko
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Matsyama and Matsyo Akemi, each of which eventually became director of his
own company.

Thus, there two related aspects of the effect of the Russian ballet school on
Japanese ballet: promoting viewer’s interest in classic dance and professional train-

ing of ballet dancers. This impact has stayed on the current stage of Japanese ballet.

Impact of the Russian ballet on Korean National Ballet
Kim Yonjon
joddy88@yandex.ru
Seoul, Republic of Korea,
Student at the Bolshoi Ballet Academy
Moscow, Russia

There are two large professional ballet companies in Korea — Korean Na-
tional Ballet and Universal Ballet. This year, the company of Korean National Bal-
let celebrated its 50th anniversary; and from 2000 it enjoys the status of an inde-
pendent state-owned company.

The Russian ballet theater plays a leading role in the development of Korean
National Ballet.

The first outcome of cooperation between Korean National Ballet and the
Bolshoi Theater of Russia was Don Quixote, a ballet with choreography by Alex-
ander Gorsky, which premiered in Seoul in 1991. The ballet was restaged by Mari-
na Kondratyeva, a leading professor at the Bolshoi Theater. In 1992, Korean Na-
tional Ballet took interest in modern ballet productions and invited Boris Eifman to
stage Requiem and The Marriage of Figaro.

In 2000, Yuri Grigorovich spent ten months in Seoul to stage such master-
pieces of the Russian ballet as The Nutcracker, Swan Lake and Spartacus. The first
Korean performers of the leading roles were Kim Joo Won, a student of Marina
Leonova at the Bolshoi Ballet Academy

, Kim Ji Young, a graduate from VVaganova Russian Ballet Academy and an
invitee Be Ju Yun, a student of Yelena Vatoulya at the Bolshoi Ballet Academy

and the first Korean ballet dancer in the Bolshoi Theater company.
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Critics note that the dancers are very skillful in their performance; they
know how to reveal the essence of their dance characters and show a wide range of
emotional nuances which is very typical of the Russian ballet school.

Many dancers from Korean National Ballet completed a special training se-
minar held by teachers from Russia. They also reviewed video materials and be-
came aware of Russia’s rich ballet heritage.

Grigorovich’s productions were a great success and played an important role
in promoting interest to classic ballet in Korea and advancing professional skills of
dancers at Korean National Ballet. Grigorovich’s work in Korea initiated further
professional communications with the teachers at the Bolshoi Ballet Academy.

From 2003, Korean National Ballet has toured the world and visited Russia
to perform La fille mal gardée. In 2007, Korean National Ballet and Novosibirsk
Opera and Ballet Theater together stage Spartacus with choreography by Grigoro-
vich and Eifman’s Musagetes was presented in Seoul.

To celebrate the 20th anniversary of diplomatic relations between the Rus-
sian Federation and the Republic of Korea in 2010, Moscow and Seoul held joint
performances of Korean National Ballet and the Bolshoi Theater of Russia present-
ing Raymonda and Romeo and Juliette with choreography by Yuri Grigorovich.
General Director of the Bolshoi theatre of Russia Anatoly Iksanov emphasized di-
rect and indirect effect of Russian ballet on Korean ballet and stated that Korean
ballet made a great progress during a short period of time which is evidenced by a
number of international contest winners.

Currently, Korea has no national ballet academy and no specific education
for ballet dancers. This matter was discussed in Korea for a long time. Grigorovich
believes that talents need a system and a specific ballet school to grow. Korea pur-
sues attempts to create its own system of ballet education similar to the Russian
school. In 1993, Korean National Ballet opened an evening school where students
are trained by ballet dancers of Korean National Ballet and teachers who studied
Vaganova’s methods. The school invites teachers from the Bolshoi Ballet Acade-

my who hold master-classes and give professional assistance in training future
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dancers. Moreover, several generations of Korean dancers were professionally
trained in the Bolshoi Ballet Academy, VVaganova Academy of Russian Ballet and
Perm School of Choreography.

Thus, Korean modern ballet art is currently developing under the impact of

the Russian ballet school.

The role of the Russian ballet school in Armenian ballet

Ani Najaryan

n.anulik-dance@mail.ru

Yerevan, Armenia

Student of the Bolshoi Ballet Academy
Moscow, Russia

Russia has played a leading role in the development of Armenian ballet.

The first choreography studio was opened in Yerevan in 1924 and directed
by Vagram Aristakesyan. Classic ballet was taught by Leningrad teachers Lan-
dreyevich and Braura. In 1927, the Plastic and Rhythm Studio directed by Anna
Durinyan was opened in parallel to the school of Aristakesyan. In 1930, the two
schools were brought together to open the Yerevan State College of Choreography
directed by Srbui Lisitsian.

The State Theater was opened in Yerevan in 1933. Now it is known as the
Armenian State Academic Theater of Opera and Ballet named after Alexander
Spendiarov. The first ballet company was formed by Valentin Presnyakov, a cho-
reographer and teacher and a graduate student from St. Petersburg theater school.
The theater premiered with Swan Lake by Tchaikovsky staged by choreographer
Yuri Reineke in 1935. In 1938, llya Arbatov was appointed chief choreographer of
the Theater.

In 1938, the All-Union Meeting on Choreography education was held in
Moscow. The key objective was to approve the unified program and guidelines for
teaching classic dance in all schools across the USSR. Thus, the participants ac-
knowledged the fact of establishing the unified Russian Soviet classic dance school

underlying the national ballet choreography.
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In 1948, the Moscow School of Choreography introduced changes in its cur-
riculum for teaching folk stage dance. It organized seminars where teachers could
study ethnography and the methods of its use in classes. Experts from national re-
publics participated in the development of such programs and seminars. Arbatov
was invited to represent Armenia; and his classes were found exemplary at the con-
ference on choreography education in 1949.

In 1940-41, the ballet company of the Spendiarov Theater was directed by
Mikhail Moiseyev, a graduate student of the Moscow School of Choreography. In
Yerevan, he staged Anait, Raymonda and Konyok-Gorbunok. In 1942-43, Leonid
Lavrovsky, an outstanding Russian choreographer, was appointed chief choreo-
grapher of the Spendiarov Theater. He staged the exquisite Walpurgis Night by
Guno and Caucasian Captive written by Asafyev. Lavrovsky helped to write a li-
bretto of Armenia’s first classic ballet Khandut. The ballet was staged by Arbatov
as Lavrovsky moved back to Moscow.

In 1947, the Yerevan Theater invited Vladimir Burmeister, chief choreo-
grapher of the Stanislavsky and Nemirovich-Danchenko Music Theater in Mos-
cow, who staged Sheherazade set to a symphonic suite composed by Nikolai
Rimsky-Korsakov.

In 1947, the Theater first produced Gayane with music by Aram Khachatu-
rian. It was staged by Nina Anisimova and premiered in Perm in 1942 by the Le-
ningrad Kirov Theater.

The Yerevan School of Choreography owes its success to its art director
Maxim Martirosyan. He started his education in Yerevan and completed it in Mos-
cow as a student of Alexander Rudenko. In Yerevan he taught classic and duet
dance and worked as the theater art director for a long time (1958-1971) and would
work longer, but he accepted invitation of the Moscow Academic School of Cho-
reography.

In 1960s, the Moscow Academic School of Choreography opened training

courses for teachers from national republics which proved to be a good support to
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republican schools. Trainees from Armenia could attend classes of the best Mos-
cow school teachers and practice there.

In 1961-67 the Armenian ballet was directed by Yevgeny Changa, a well-
known Latvian choreographer who graduated from Moscow Institute of Theater
Arts (GITIS). The reason for engaging Changa was his successful production of
Spartacus by Aram Khachaturian in Riga in 1960. For the first time, Spartacus
was staged by Jacobson at Kirov Opera and Ballet Theater in 1956.

In 1968, the Theater premiered Francesca da Rimini, a one-act ballet set to
the music of Tchaikovsky's symphonic poem and staged by Yuri Zhdanov.

Advisers from Moscow and Leningrad, such as Tkachenko, Orlovskaya,
Pestov, and Malakhovskaya, regularly visited Yerevan Ballet School to give me-
thodical support. In 1970-80s, Yerevan Ballet School worked together with Feya
Balabina and Natalia Dudinskaya, two students of the great Agrippina Vaganova,
and a well-known premier of the Mariinsky Theater Konstantin Sergeyev, as well
as Oleg Vinogradov, one of the greatest ballet reformers.

1970s saw a growing popularity of Gayane, a ballet which has performed on
stage for 38 years. In 1982, the Theater premiered The Masquerade with the music
by Aram Khachaturian, an adaptation of Lermontov’s poem staged by Natalia
Ryzhenko and Viktor Smirnov-Golovanov. In 1984-86, Norayr Megrabian was
appointed art director of the Theater. He renewed Romeo and Juliette and produced
Oleg Vinogradov’s Liza and Colen with music by Louis Herold.

In 2009, the Yerevan State Academic Opera and Ballet Theater renewed
Spartacus with music by Aram Khachaturian staged by Yuri Grigorovich 50 years
after its premiere at the Bolshoi Theater. Grigorovich’s treatment of the ballet be-
came the best stage production of Spartacus which was acknowledged by Aram
Khachaturian.

Thus, the history of Armenian ballet shows a critical impact of the Russian
ballet school which ensured artistic cooperation and a synergy of the two national

cultures.
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RUSSIAN BALLET EDUCATION IN TODAY’S WORLD

The Bolshoi Ballet Academy and Russian Ballet Institute, Tokyo, Japan:
the principles of communication of the two ballet schools

I.Yu. Syrova

ballet.ira@mail.ru

Honoured Arts Worker of Russia, Professor
The Bolshoi Ballet Academy

Moscow, Russia

It is impossible to overestimate the contribution of the Russian classic ballet
school in the development of art worldwide. The Moscow classic dance school
plays an important role in this process.

Russian Ballet Institute was opened in Tokyo in 1988. For ten years, teach-
ers of the Moscow ballet school worked there to educate Japanese dancers. The
school is headed by Kenzi Usui, a well-known art critic and a former ballet dancer
who currently is the head of the Japanese Ballet Association and an honorable pro-
fessor of the Bolshoi Ballet Academy ( Moscow State Academy of Choreography
— MSAC).

The education process was all-year round and continuous on the curriculum
of Russian ballet students considering the local specifics of training. There were
several classes of young children, pre-teens and teenager students. Along with
training children, teachers also held classes on methods of teaching ballet to local
teachers. The classes were held with live music played by concertmasters. Even-
tually, teaches added classes in history and folk dance.

The interest in the Russian teaching methods of classic ballet was really
great, as most schools and studios in Japan had no consistent training process.
Many students of Russian Ballet Institute went to Moscow to complete education.
Among them, there are many wonderful dancers and winner of international ballet
contests, such as Morihiro Ivata, a solo dancer in the Bolshoi Theater, Sinobu Ta-
kita, a merited artist of Ukraine and a premiere at the National Academic Opera

and Ballet Theater of Ukraine, Miki Vatanabe, a solo dancer at the Belarus Aca-
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demic Bolshoi Opera and Ballet Theater; and Miki Hamanaka, a premier dancer at
the National Opera and Ballet Theater of Lithuania. The MSAC teachers who
worked in Russian Ballet Institute include Kuznetsova, Kolenshenko, Farma-
nyants, Syrova, Bondarenko, Pestov, Uksusnikov, Kulikova, Osipova, Yashenko
and many others.

In 1998 the institute was closed due to economic challenges but the last con-
cert with participation of its graduates who grew up to become skillful profession-
als lasted for 3 hours and had an overwhelming success. The dancers performed
grand pas of Paquita, the 3rd act of Coppélia and a great divertimento.

Currently, over 100 foreigners study in the MSAC and there are many Japa-
nese students among them. Most of them wish to stay in Russia and dance in Rus-
sian ballet theaters. Annually, the MSAC receives groups of children of different
ages and holds seminars for teachers. In Japanese ballet schools there are teaches

who graduated from Russian Ballet Institute.

Impact of the Russian ballet school on classic ballet

V.V. Anisimov

balletacademy-kkdt@yandex.ru

Merited Artist of the Russian Federation, Professor
Chair of the Department for Classic and Duet Dance
The Bolshoi Ballet Academy

Moscow, Russia

The ballet school, its traditions and teacher’s skill define the education of fu-
ture dancers in many ways.

From early 20th century, the Russian ballet school has its own performance
individuality. It is widely known for perfect technique, academic style, and a sim-
ple manner of movements — self-contained, fine, and free from any external effects
and, what is most important, alive. Even the best dance technique is unable to ex-
pose art celebrating life and creation, if it is dead and purely mechanical. These
principles underlie the program of the Bolshoi Ballet Academy (Moscow State
Academy of Choreography — MSAC).
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The Academy engaged the greatest teachers of classic ballet who created the
classic school. The classic education is based on profound knowledge of the sub-
ject and traditions, a unity of folk, duet, historic and classic dance going hand in
hand with music education.

The impact of the Academy on classic ballet worldwide is well-known. The
teachers hold master classes in many countries and promote the traditions of the
Russian classic ballet school. During the last 6 years, the Academy holds teachers’
master classes in New York and Connecticut on classic, duet, folk and historical
dance. These master classes enjoy success and popularity in the USA. Many trai-
nees wish to study in Russia and enter the MSAC and complete their education in
the Russian ballet school. We are proud that such trainees after their graduation
from the MSAC joined such famous ballet companies as the Bolshoi Theater,
ABT, New York, and Mikhailovsky Ballet Theater, St. Petersburg. This is the evi-
dence of the vital capacity and sustainability of the Russian ballet school in the

global environment.

The Russian ballet school and choreography education in Korea

L.V. Kovalenko

balletacademy-lvk@yandex.ru

Senior Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

Korea is a country which boasts its ancient history and unique highly devel-
oped culture. Until the 19th century, the country was focused on its traditional cul-
ture and prevented any external impacts.

In 1894, a new government launched a large-scale reform. Its major outcome
was the penetration of the Western cultural traditions. The first Western-style thea-
ter titled “Hem-Nylsa” was opened in Korea in 1902. But only in 1926 Korean au-
diences became aware of the Western European dance. Ballet companies from Ja-
pan, Belarus and Russia (Vladivostok) performed choreographic miniatures to Ko-

rean audiences.
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In 1962, Korea’s first National Dance Theater was established to eventually
emerge as the National Ballet of Korea.

In 1991, Russia and Korea signed a cooperation agreement. The Korean na-
tional ballet company started close relations with the Bolshoi Theater. Marina
Kondratieva staged many classic ballets for the company. From 2000, the company
started working together with Yuri Grigorovich who staged Swan Lake, Romeo
and Juliette, Raymonda, Spartacus and The Nutcracker which are regularly per-
formed on stage. Both companies often exchange solo dancers.

The leading ballet schools of Korea work in close cooperation with Russian
teachers. In 1993, the Korean National Theater opened a ballet school which
started cooperation with the MSAC in 2004. Such teachers as Kozlova, Kulikova,
Galtseva and Kovalenko were working at that school. Now, the school engages
Y.S. Michkova.

36 educational institutions in Seoul have choreography departments. The
best-known is the department at Korean National University opened in 1993. This
is the only Korean University which has commissioned a specific curriculum de-
veloped on the basis of the Russian ballet schools.

Korean schools tend to invite Russian teachers. Owners of small-sized stu-
dios believe that the Russian school is very popular and underlies the Korean na-

tional ballet school.

Russian choreography education as a concept

M.E. Valukin

ballet-gitis.ru

Ph.D. in Arts Studies, Professor

Deputy Chair at Choreography Department
Russian University of Theater Art - GITIS
Moscow, Russia

The underlying concept of the Russian choreography education is primarily
formed of the system of ideas, methodologies and their implementation. Education,

however, may only exist, if the society consistently operates the subject for which
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such education is needed. Thus, we need to define the term “Russian ballet” as an
active element of the modern society. Here, we have to put some questions which
provide for discussion, on the one hand, and ambiguity, on the other hand.

First, is “Russian ballet” a phenomenon of art or culture?

Second, can we discuss the “Russian ballet phenomenon” today?

The Russian ballet originated as a phenomenon in early 18th century and is
rooted in the culture of the noble classes. It immediately emerged as a unique cul-
tural development based on the highest spiritual values arising from national men-
tality. Originally being an entertainment, the Russian ballet professionally grew to
become a part of art which implies professional dance skills, conventionalism and
impact on human conscience and sub-conscience.

If we view ballet as art, what is its purpose? According to Aristotle, the main
purpose of art is moral education rather than entertainment and pleasure. Does this
refer to ballet? It definitely does refer to the Russian ballet. Historically, Russians
have developed the highest moral values. They are the backbone idea of the Rus-
sian national identity and purely Russia art. It is a wonder that foreign choreo-
graphers, such as Franz Hilferding, arriving to Russia sought to better understand
Russians and were always willing to adapt national music and stage ballets on na-
tional themes. Russian lyric and soft temper, understatements and melancholy,
eternal national disposition for sacrifice and transfiguration underlie the Russian
classic school. How can we teach such things? They are inherent in blood and ge-
netic origin. So, the foundation is in place. The purpose was to further crystallize
the form. However, ballet has never been a closed system. It involved different ob-
jects which all had their own criteria and interacted with each other and the objects
of other systems. Ballet was constantly moving forward. Paradoxically, the system,
open as it is, maintained its authentic nature and immersed and assimilated any
other developments.

The Russian ballet is included into the system of choreography as an object;

and the system of choreography is, in turn, an object of the system of culture.
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Thus, all local system objects interact with each other. Consequently, the Russian
ballet is a cultural paradigm of the nation and a phenomenon in these terms.

The European globalization and integration process did not start yesterday. It
may be traced back to the Renaissance, gaining momentum each century. The
world has been changing at frightening speed. Globalization involves leveling out
national identity. The global capital has no native land. Effective control over the
nations needs mass culture disseminated by mass media, rather than high art. We
are imposed with some kind of behavior model (level of cultural development).
The Russian ballet which has always been committed to high spiritual values (the
idea of sacrifice runs through the classic ballet heritage: Swan Lake, Raymonda,
The Nutcracker, Don Quixote, Esmeralda, Petrushka, etc.) and is an antagonist to
pop-art. It makes incredible efforts to withstand choreographic vulgar liberalism.

The selected quotations from interviews given by Western chorographers
and their protagonists who are invited to work in Russia reveal an interesting pic-
ture. After a premiere of Romeo and Juliette by Radu Poklitaru, one local theater
critic stated that the Bolshoi Theater had finally “taken off its buskins”. The cho-
reographer who produced the one-act ballet in the Bolshoi said that our dancers
proved to be well-trained. They have a good stretch. Another “modern classicist”
wondered that Russians always asked a too many questions, why and what for.
Nacho Duato said: “I don’t offer my latest Madrid productions in St. Petersburg.
They are too wild for this company.” “Don Quixote seems to me a very bizarre
performance,” he continued. [1] We have always been “bizarre” for them. But we
may put this question another way, may be it is them who are bizarre for us, the
people who have lost their own identity and bring us something alien? A dancer at
Bolshoi told us after yet another Western innovative production that the choreo-
grapher had asked them to bring no emotions in their movements, but the dancers
educated by the Russian school sought to grasp the essence of performance, al-

though there was no essence at all.
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The choreographic globalization has wiped out national identities and
schools. The Russian school still holds. Our future depends on how long we can
survive.

The Russian school is based on two core ideas, that is, a meaningful treat-
ment and spiritual vision. The Russian ballet is equal to the Russian language in its
powerful and fertile nature. There are no unlimited number of empty movements
per unit time, there is no gambling on great composers’ names, and there is no far-
fetched playing with dead-hearted insipid forms.

Grigorovish’s Ivan Grozny was the most outstanding event of the year, in
particular, on the background of the recent petty premieres. It is no wonder that
this production inspired new interest in history and literature in dancers. The prem-
ier dancer is critically reading Karamzin’s History of Russian State at times ex-
pressing his disagreement with the author and delving back into history of that
epoch; the dancer performing Kurbsky is absorbed in correspondence of his cha-
racter with lvan Grozny. This is the essence of the Russian ballet phenomenon.
This production is amazingly well-timed. Russia needs a strong leader, and ballet
IS No exception.

Speaking of ballet as a sphere of art, the statement of Vladimir Solovyov
made over a century ago about “the highest purpose of art as implementation of
absolute beauty in our reality or creation of the universal spiritual entity” seems
most relevant today. We should oppose the radical modernism in choreography
with the Russian ballet as the existing phenomenon which we must maintain for
the future of our nation and the country.

Reference list:
1. Nacho Duato, | would like to add the flavor of jasmine, the sea and oranges to
the dance, Interview by RBC at: http://www.rbcdaiiy.ru
2. Vladimir Solovyov, The General Essence of Art, Collected Works, Volume 6,
Moscow, 1982.
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Educating Bolshoi Ballet Students in a Contemporary Dance Language

Davis Robertson
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Acrtistic Director of the Joffrey Ballet School
Performing Company

New York, U.S.A.

As a former principal dancer with the Joffrey Ballet for over a decade, my
experience as a dancer encompassed a classical ballet repertory as well as modern
and contemporary works. In addition | had the good fortune of dancing the prin-
cipal roles in all of the major Petipa ballets as a guest artist, while at the Joffrey |
danced in ballets by such luminaries as Robert Joffrey, George Balanchine, Frede-
rick Ashton, and Antony Tudor. The Joffrey also provided the unique opportunity
to interpret works by 20™ century Russian avant-garde choreographers such as
Leonide Massine (as Fate in Les Presages), and Vaslav Nijinksky’s Afternoon of a
Faun (as the Faun).

In my current position as Artistic Director of the Joffrey Ballet School Per-
forming Company in New York, | am acutely aware of the necessity of a rigorous
classical ballet education, as well as the importance of training in modern and con-
temporary dance techniques.

When | was asked to choreograph a contemporary work for the 2012 gra-
duating class of the Bolshoi Academy, | was thrilled at the opportunity to test my
knowledge, both as a creative artist and a dance pedagogue. | was not surprised by
the dancers’ high level of classical ballet training, and knew they would have a
strong foundation for any type of movement. Throughout the process | was very
impressed not only with their technical ability and quick response to learning a
new dance style, but also with their enthusiasm and willingness to try something
new. They clearly enjoyed the opportunity to move outside of the classical realm,
yet it was not an easy transition for many of them. We all sensed that in the brief
time that we worked together, they had only begun to explore the possibilities of
contemporary movement.

One interesting result of this experiment was the realization that the Bolshoi
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dancers’ kinesthetic responses to unfamiliar contemporary choreography were of-
ten somewhat tentative, until | offered them a concrete image or visual as a starting
point for developing their movement. Much has been made of the importance of
movement for cognitive function; | found that the reverse was also true: if | gave
them the right concrete mental imagery for them, then the movement poured forth.
It seemed that the mental pathways often used in classical work — the inspiration of
a story or character — could also be used to unleash their physicality and to create
more abstract movement. The dancers shared with me that the more traditional me-
thod of imagery as motivation helped their awareness of their bodies’ relationship
to time and space, in a pure movement context. The study of contemporary move-
ment developed a newly acquired sense in them, and positively impacted both their
classical and contemporary dancing.

| also had the honor of teaching several pedagogical workshops for the Bol-
shoi Academy faculty, with a focus on techniques for teaching ballet dancers to
“move in a contemporary way.” Members of the faculty either observed or partici-
pated as I led classes on “deconstructing” ballet, using some of William Forsythe’s
improvisational techniques and other contemporary methods. In this way we dis-
covered was that there is much more common ground between classical and con-
temporary ballet than one might expect. In dance, artistic exploration through the
technique, whether classical or otherwise, is success. One example of this was
when I taught the concept of “scripting” (a process of drawing or writing in space
letters with one’s body). The students seemed not to fully understand the concept
until it was related to the shape if 5™ position with the arms. In this shape the arms
create an O shape, | asked them then to show other ways that the same O shape
could be reproduced. This lead not only to better understanding of how to create a
stagnant shape but also how to “script” it with a number of body parts, ultimately
giving us the earliest break through in the students growth.

It is my hope that everyone involved in the pedagogical workshops, as well
as the process of learning and performing my contemporary ballet, At a Still Point

of the Turning World, gained something valuable from the experience. For me it
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was inspiring to work with such wonderful artists — both teachers and students, and
| learned a great deal from them. I look forward to continuing to share my exper-
tise with the Bolshoi Academy, to help bridge the gap between classical and con-
temporary training, and to contribute further to the already world-class classical

training at the Bolshoi.

Talented Pupils opening to the Unknown

Davide Bombana

davidebombana@gmail.com

Choreographer,

Florence, Italy

| had the great privilege and joy to work with the students of the Bolshoi

Academy in Moscow directed by Mrs. Leonova and to present two of my choreo-
graphies couple of years ago.

| did my ballet studies at La Scala Academy in Milano. Bolshoi Theatre and
La Scala at that time (end of the seventies) were having constant cultural ex-
changes (Russian singers were coming to La Scala and Italian dancers were going
to Bolshoi Academy for periods of 8 months sometimes for 2 or 3 years).

Although I didn’t have the chance myself to go to Moscow | always expe-
rienced the great enthusiasm and respect with whom all my colleagues where
speaking about their experience in Moscow and their dancing improvements were
incredible.

Also in La Scala Ballet School we had a big number of Russian teachers
teaching us the Vaganova Method.

After thirty years having the chance, as guest choreographer, of coming per-
sonally to Moscow was for me like a dream come true.

As | said, my ballet formation was strictly classical but then, working in dif-
ferent companies and with many choreographers as professional ballet dancer and,
afterwards, starting myself to choreograph | use my deeply rooted classical herit-

age to develop my choreographic language in a more contemporary way.
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That is why | was so excited to meet the young pupils of the Bolshoi Acad-
emy knowing that what | was going to propose them in terms of choreographic
language could have been for them a bit unusual.

| had the greatest surprise in finding in them a complete openness and a very
mature approach allied with the greatest feeling for musicality.

| think that the Bolshoi Academy with the incredible talent of their teachers
and the intelligence and sensitivity of their director is able to give to their pupils
not only a big discipline and great respect for the arts in general but is also trans-
mitting them a big curiosity to explore new fields, new aspects of art and new ways
of moving.

The result | had from these young talents was incredible because with their
intelligence | had also amazing bodies trained in such a way that they could do an-
ything I did ask them to do and in the most beautiful and expressive way.

That is why | think that nowadays the Bolshoi Academy and the Russian
Academies in general, producing constantly talented, intelligent and perfectly
trained dancers, play an incredible, important, maybe unique role in the world of
dance today.

On one side they preserve the purity and uniqueness of their artistic past
with the outmost respect for the ballet repertoire and, on the other side, are able to
give to contemporary choreographers the chance to work not only with marvelous

bodies but with dancers of great integrity and passion.

The synthesis of music and choreography in ballet education

Yu.B. Abdokov

abdokovgeorg@mail.ru

Composer, Ph.D. in Arts History

Professor at Moscow Conservatory

Terra Musica International Arts School Director
Moscow, Russia

In the last 15 years, the Bolshoi Ballet Academy (Moscow State Academy
of Choreography - MSAC) has developed and successfully implemented the sys-
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tem for education of choreographers, performers, teachers and coaches based on
studying ontological implications of theater synthesis. A backbone of such ontolo-
gy is a multi-dimensional relation between music and dance.

The contemporary ballet theater is a musical entity by its lexical etymology.
The music education of dancers and choreographers shall not blindly simulate a
“conservatory” type of education. Limiting the education of choreographers to
elementary music skills is a tremendous blunder. This method is deficient due to its
indirect (formal) treatment of vital problems inherent in “dance interpretation” of
music. The focus here is much more complicated and broad. Even such strictly
“musicological” segments of education process as music theory, music form analy-
sis, polyphony, knowledge of instruments, full score reading and any other similar
disciplines should be specifically adapted to the needs of choreography education.

The plastic interpretation of music in choreography art is an ultra-idea of
music education in the MSAC. The music teacher has to have a deep knowledge of
lexical fundamentals of classic and contemporary dance, ballet theater history and
all other things which define the style of synthetic art of music and choreography.
One fundamental course taught in the MSAC to complete the music education of
dancers and choreographers is Music Dramaturgy of Ballet Performance. The
course is not limited to studying the architectonic laws of ballet acts, rather it
summarizes the whole set of analytical, theoretic and practical knowledge and
skills in all that relates to the synthesis of music and choreography, from the ability
to make a comprehensive analysis of musical and plastic composition and perfor-
mance style to the skills of “plastic” vision of timbre palette of a symphonic or-

chestra.
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Pedagogical principles of unlocking artistic thinking and talent in students

in choreography classes

V.N. Nilov
nilov@mediatest.com

Doctor of Pedagogics, Professor
Russian Academy of Education
Moscow, Russia

In the context of the Russian ballet education and ballet dance, we need to
put special emphasis on the principles of developing artistic thinking and talent in
students in choreography classes. Based on dialectics as perception logic, the au-
thor created a universal method of substantive analysis which is raised to the rank
of principle, thus, marking the integrity of the whole system of education where
the principle of substantive analysis becomes both a prototype and a purpose to un-
locking artistic talent in students in choreography classes.

The extensive theoretical framework and the necessary and relevant practical
record in developing students’ artistic talent in choreography lessons allowed us to
develop a set of other principles for the education system along with the substan-
tive analysis principle. Thus we may qualify the following basic principles: the
principle of integrity, the principle of adequacy and the principle of visualization
which, in our opinion, is a leading principle in the teaching process in choreogra-
phy classes.

The integrity principle underlies all real-life phenomena and reveals itself as
the lesson follows from the whole on to its parts and back to a breakthrough level
of bringing together of the one coherent whole. In other words, by creative expo-
sure to the plastic and intonation heritage in choreography classes, students build
awareness at the lesson and develop their own artistic identity.

The principle of adequacy seamlessly follows out of the principle of integri-
ty and specifies it as a methodology method. Only by going into a object or a phe-
nomenon in its sophisticated structure and combination of all parts which results
from their internal communication, we may approach a real reflection of such ob-
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ject or phenomenon. Choreography has a dialectic nature and, therefore, dialectics
must become a method of art perception.

The principle of visualization calls for the need to build choreography
classes on the level of generalization, “art thinks big”. The term of visualization is
central to the education process in art. As “specific reality of substance” (Hegel),
“artistic visualization” (Lev Vygotsky) transforms the real word and maintains its
identity and integrity to “expose esthetic resources inherent in such vision”.

Unlike routine, the principle of ingenuity must also become a backbone in
the integrity technology. As mentioned above, each choreography class must give
students esthetic insights. The key challenge in forming esthetic vision and unlock-
ing artistic potential of students is generation of the beauty category in its true,
deep and controversial meaning.

The principle of artistic suspense. The meaning of this principle is stipulated
by the need to maintain continuous interest in students so that they can reveal
themselves every minute of the lesson. Using all types of creative activity, such as
cognitive (curiosity), motivation (inside motivation), transforming (potential urge
for creative work) by a specific situation set up in classes to keep students in sus-
pense. Just as a dramatic storyline keeps the audience in suspense, the dramatic
line of a choreography class must keep students in suspense bringing them through
to the culmination boiling point to settle all artistic contradiction risen at class.

The time has come when the choreography education process must review
the practical experience and establish its own scientific trend, education in choreo-
graphy art.

Current challenges in training ballet dancers for performance

D.N. Sosnina

sosninadn@mail.ru

Teacher of Classic Dance, Perm State College of Choreography
Perm, Russia

The art of ballet is based on hard-and-fast traditions of classic dance. This art

Is created by new and well-equipped performers where professional work implies
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immense physical, nervous and emotional load and causes a specific psychological
condition known as “stage stress”. It may prove to be the best state for work and
performance for some dancers, or may become too excessive and devastating for
others. Specific research made in different activities showed that success was in
many ways defined by such personal quality as resistance to stress. No specific re-
search has been carried out so far in relation to stress resistance of ballet dancers or
impacts of stress on performance.

The Perm Opera and Ballet Theater carried out its own research of stress re-
sistance effects on performance with a view to dancers’ individual characteristics.
The test persons included 80 dancers of the Theater. According to the test out-
comes, the test persons were broken down into two groups: ballet dancers who can
easily tolerate stress, “resistant to stress” and those who are unable to cope with it,
“non-resistant to stress”. The dancers “resistant to stress” do not show any change
in such indicators as “academism”, “musicality” and “acting skills” under stress.
The dancers “non-resistant” to stress show a considerable degradation by all indi-
cators, especially in all indicators related to creativity, such as “musicality” and
“acting skills”. Thus, the stage stress has a primary effect on the artistic elements
of their performance. The research also showed that a high resistance to stress is
revealed in different behavior of dancers before they go on stage. Dancers may
show their reactions to stress before stepping the stage in three basic forms of stage
stress (stage fright): high alertness, stage fever and stage apathy.

The research makes it clear that training of ballet dancers requires specific
psychological support to help them individually find the best condition for work
and efficient performance. Good psychological awareness and using a range of
psychological training methods will allow them to show their best skills in stage
performances and in festivals and contests.

Stress resistance and ability to control their psychological state allow the
dancers to maintain performance capabilities in challenging situations. With the

optimal state of mind, dancers demonstrate special attitudes of inspiration and en-
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couragement. Stress resistance, therefore, is an indispensable quality for their pro-

fessional success.

The relevancy of reviewing educational and
choreographic heritage of old masters

I.L. Kuznetsov

ilya_ballet@me.com

Assistant Professor at the Classic and Duet Dance Department
Post-graduate student at the Bolshoi Ballet Academy
Moscow, Russia

Each entry-level teacher will inevitably face a situation where he/she proves
to be absolutely helpless in making any progress in class, notwithstanding his/her
enthusiasm and basic knowledge of the rules. Only newcomer’s quite understanda-
ble self-confidence supports him/her in the challenging task of educating future
dancers.

There are many descriptions and guidelines related to specific elements of
classic dance; however, it is impossible to find any manuals on methods of devel-
oping training tasks and classes as a whole or guidelines on entering pas into cho-
reographic schemes or musical and plastic contents of classes.

Indeed, not all elements of classic dance education may be put in words. Re-
gardless of the number or quality of text books or manuals, even the most talented
students are unable to master all secrets of this profession. Nevertheless, what a
great help to an entry-level teacher would be some kind of encyclopedia featuring
the best examples of classes given by the old masters.

Some attempts to record ballet classes have been already made. Today, our
library contains books featuring approaches and choreographic vision of such great
masters as Vera Kostrovitskaya, Boris Messerer, Sofia Golovkina and Pyotr Pes-
tov. Some classes given by Agrippina Vaganova and Alexander Pushkin are
represented in schematic layouts. Compared with other forms of art (drama or mu-
sic), such didactic materials are of great help to any newcomer in this profession.
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This is a solid foundation to stand on with a view to the age and training level of
students.

Every teacher builds experience for many decades and keeps his/her own
unigue know-how. It would be a big mistake to ignore or lose such heritage. Un-
fortunately, most materials related to pedagogical discoveries and developments of
many authors disappear when they die.

No intelligent person can ignore the need to review and research the heritage
of the great old masters. | must have not been alone in making a mistake of
thoughtless copying of teacher’s works. Now I am most sure that in copying
classes and even the manner of teaching, | missed the core pedagogical skills of my
teacher, i.e. a detailed attention to musical architectonics of the lesson, pronounced
unique character of musical and plastic elements of his choreography lexicon.

We are all aware of another common error when a teacher, who knows well
how to give a well-planned class and present new training materials, ignores the
developments of his/her great predecessors and, thus, deprives himself and his stu-
dents of a very meaningful support.

The problem of keeping pedagogical heritage is rather ambiguous. But it
would be a mistake to meet this challenge in a formal way, limiting ourselves to
video recording of our examination classes. We need to select the best training
classes given by recognized masters of ballet education, test them in classes of oth-
er teachers, and break them down by years and combinations. This will enable us
to collect an invaluable fund of science and educational experience which may be
used by all entry-level teachers. To meet this challenge, we need to not only record
the best “artifacts” of ballet education process, but also support them with detailed
(methodological and esthetic) commentary and research.

A teacher of ballet is in urgent need of fresh—or well-forgotten—ideas. It
would be great to re-discover the best classes given by Vladimir Ponomarev, Alex-
ey Pisarev, Alexander Pushkin, Agrippina Vaganova, and even Christian loganson
and Enrico Cecchetti. Fortunately, the history of classic ballet education knows an
example of an attempt to record the class of Filippo Taglioni. It is a pity that the
author could only list the names of the moves and their number and did not men-
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tion their combination patterns. It would be fascinating and so useful to know the
full essence of the class.

Not long before his death, my teacher handed to me personal notebooks of
Pyotr Pestov where | found a fragment of the class given by Nikolai Tarasov where
he shows a very interesting solution to bar exercises: he combines in a single train-
ing task such movements as battement fondu and rond de jambe par terre. A well-
known theorist and practitioner of classic dance, he seems to violate an “estab-
lished” procedure for this exercise when rond de jambe par terre is preceded with
battement fondu. This solution used in class helped me to animate my students and
show them something unexpected. They were really interested in learning some-
thing new. Thus, we have to look for new materials to study which may provide
teachers with some new know-how and unique methods to make ballet education

an avenue for innovative research.

Multi-art approach as an advanced methodology for unlocking
artistic potential in junior classes of ballet schools

E. A. Gorpinenko

helenal3gor@mail.ru

Concertmaster at the Concertmaster and Music Education Department
Post-graduate student

The Bolshoi Ballet Academy

Moscow, Russia

The multi-art approach is an advanced development in the system of art edu-
cation in general and choreography education in particular to unlock a creative po-
tential in children. The idea of such multi-art approach was first proposed by a So-
viet researcher Boris Yusov who developed a unique method for artistic education
of children based on synthesis of arts.

The multi-art approach uses all available methods of esthetic education and
various artistic and creative activities, such as music, painting, speaking, theater
and games, to encourage artistic development of students.

Different arts have both specific and common means of expression, for ex-

ample, dynamics is inherent in music, dance, painting, literature and dramatic art.
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Multiple forms of art have a common internal logic and nature and the whole va-
riety of their expression is closely interconnected. A common nature of all art
forms confirms their inevitable interaction to cover all manifestations of creative
activity to reveal creative potential and unlock multi-artistic resources of each
child. The multi-art approach is aimed at getting insight into intrinsic relations of
different art forms, discovering expressive connections in words, sounds, colours,
movements, intonations, rhythm, gestures, space and forms.

Various forms of art in combination have a positive effect on the total es-
thetic development of children and boost deeper insights into the art of dance.

Today, the multi-art approach is under intensive research by such scientists
as Bondareva, Kislova, Shishlyannikova, Kapkova, Kovaleva, Prasolov, Stukalova
et al. The need to develop recommendations on practical application of this method

seems most relevant in today’s ballet schools.

Concerning musical content in classic dance lessons

A.A. Boyko

anastasiya-bojko@yandex.ru

Concertmaster at the Concertmaster and Music Education Department
Post-graduate student

The Bolshoi Ballet Academy

Moscow, Russia

Very few research works on background music in classic dance classes (with
rare exceptions) discuss some kind of universal approach to musical coverage of
some or other choreographic composition with no regard to specifics of various na-
tional or professional schools. In most cases, they offer unified (impersonal) solu-
tions to specific artistic and educational challenges.

It is impossible to develop any innovative principles of concertmaster’s di-
dactic activity in classic choreography without a comprehensive analysis of expe-
rience built by outstanding teachers and masters who managed to make an excep-
tional progress. First of all, we need to make a detailed critical review of accom-

plishments made by teachers and concertmasters, rather than provide abstract de-

217


mailto:anastasiya-bojko@yandex.ru

scriptions of available options for musical solutions to plastic exercises. Such re-
view will help us find common ground with the past and forecast future develop-
ment of ballet concertmaster coaching both in Russia and abroad.

Structuring and analysis of musical material will enable us to efficiently use
various forms of musical content tested by concertmasters in many ballet classes
and create new models of music content for training combinations.

If a ballet concertmaster understands that the quality of his work in many
ways depends on his personal growth, any research of traditions and pattern of the

past will become meaningful.

The integrative approach to training young ballet dancers

N.N. Kashirina,

M.G. Loshakova

rosengrunschone@mail.ru

Teachers at the Department for Humanitarian and Social Disciplines and
Performance Art Management

The Bolshoi Ballet Academy

Different historic epochs were meeting the challenge of educating well-
balanced individuals who had specific qualities relevant for specific periods in dif-
ferent ways. A scientific foundation of the process emerged only by the 21th cen-
tury.

Ballet dancers should have a high level of professional skills, competence,
and professional mobility as these qualities make them competitive on the job
market. But they also need such basic qualities as independent thinking, ability to
make important decisions, creative approach to any task and a constant urge to
learn more.

New government standards of the federal professional education require that
students must understand insights of their profession, its social and cultural mean-
ing and feel constant interest in it. One of the most important drivers for students to
master their profession of ballet dancers is their professional interest.
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For the purposes of educating students at the Bolshoi Ballet Academy, we
view integration as a tool to ensure integrity of educational process and as the
highest expression of unity of purposes, principles and content of education based
on a deep-rooted interrelation of disciplines.

The academic programs of Soviet ballet schools became a strong foundation
for successful development of inter-disciplinary communications. Currently, the
integrative approach to education of young ballet dancers is applied in teaching so-
cial, humanitarian and general professional disciplines. Thus, we use resources on
art history, in particular ballet and music history, in language and literature classes
to give our students insight into many ideas and characters of works of art and
make them better understand the reasons for some performance solutions.

The integrative approach is a historic and relevant tradition of the domestic

education system of ballet dancers.

Training system and methods in choreography education
in Russia (historical outlook)

E.A. Martynenko

uch-otdel@mail.ru

Director at the Education and Management Department
The Bolshoi Ballet Academy

Moscow, Russia

Today, the Bolshoi Ballet Academy (Moscow State Academy of Choreo-
graphy - MSAC) is a multi-layered uniform structure for education and training of
ballet and choreography professionals. The Moscow ballet education system is a
unique model for continuous professional training from preparatory classes to
post-graduate academic education. The structure of ballet dancers’ training in-
volves a combination of several educational levels in one consistent education
process where students complete programs of basic, intermediate and higher pro-
fessional education.

An indispensable element of efficient ballet education is a focus on the re-

quirements and repertoire of modern ballet theaters. The Academy seeks to main-
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tain historical traditions in ballet education to train young dancers for professional
ballet companies and at the same time it follows federal government standards and
trains qualified professionals who are in demand with ballet theaters, such as
teachers, choreographers, ballet historians and critics, performance art managers
and concertmasters. The Academy is committed to research work in choreography
and trains academic and teaching staff. MSAC is an education and training center
of ballet education which integrates and disseminates professional experience and
implements advanced training programs in accordance with its key education pro-
grams.

Main emphasis is given to training professional ballet dancers. The profes-
sional ballet education has its own specific and is different from professional train-
ing in any other sectors of human activities. A specific nature of ballet education is
addressed by modern scientists in the sphere of choreography education [1, 2, 3].
The current status of ballet education in Russia, its strong and weak sides are in
many ways defined by the history of ballet training system.

Further analysis of historical background of education record built by the
Moscow ballet school will facilitate gaining insights into current problems, chal-
lenges and development of education systems in choreography and will allow us to
have a look in future.
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CLASSIC DANCE HERITAGE IN CHOREOGRAPHY EDUCATION

Origins of discipline “Classic Dance Heritage and
Ballet Theater Repertoire”

Yu.P. Burlaka
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Moscow, Russia

Professional choreography of St. Petersburg and Moscow had no academic
and methodical foundation until early 20th century. The first training programs for
Russia’s imperial theater schools were initiated by Vladimir Stepanov. He was the
first Russian dancer who began studying the theory of dance and the heritage of the
great foreign dancers. Along with teaching the Theory of Dance Recording, Stepa-
nov developed Russia’s first education program titled “The Program for Ballet
Dance Training with an Approximate Breakdown of Training Materials into Seven
Sections by their Complexity and Difficulty Levels.” Stepanov’s system underlay
further successful experiments by Alexander Gorsky and Nilolai Sergeyev who
made a great contribution to choreography development. The 19th century dances
and performances recorded by Nikolai Sergeyev and his associates — Alexander
Chekrygin and Vasily Rakhmanov — under the system of Stepanov-Gorsky are the
only sources of choreographic authentic materials of the 19th century. In the 20th
century, they were very much in demand to reconstruct historical ballets and intro-
duce the discipline “Classic dance heritage and Ballet Theater Repertoire”

The charter of Imperial Petersburg Theater School mentions the discipline
“Classic dance heritage and Ballet Theater Repertoire” which we view in a histori-
cal perspective. The students were taught “ballet”, ballet and character dance, body

language and performance of ballets and divertissements, the latter subject falls
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within the scope of our interest. The charter of Imperial Petersburg Theater School
was expanded and modified in 1890 and 1900 and afterwards remained almost un-
changed until 1919. Its main provisions were similar to the charter of Moscow Bal-
let School. Whereas St. Petersburg applied innovative developments of Vladimir
Stepanov who developed his methodical program in 1895, Moscow could respond
with the classic dance training program developed by Vasily Tikhomirov (1923)
which became an important step in professional training of young ballet dancers in
early 20th century.

Curriculum and Programs of Leningrad State Choreography College edited
by Ivan Sollertinsky was published in Leningrad in 1928. It featured an 8-year
program of classic dance education. The authors classified exercises and set goals
for each year of training at a new stage of school development. In 1933-34, Lenin-
grad State Choreography College established programs for all professional sub-
jects. The programs for specific disciplines which underlay programs of all ballet
schools across the USSR and eventually many foreign schools were developed
during these years. They include “Classic Dance Foundations”, a fundamental
work by Agrippina Vaganova (1934) and The Classic Dance Program developed
by Maria Romanova, Yevgenia Snetkova-Vecheslova and Nina Riva.

In 1933-34, Leningrad State Choreography College established a new struc-
ture of the 3rd year of performance department which educated dancers of new
generation who viewed dance and acting skills as integral parts of one whole sys-
tem. In this respect, the most interesting are such publications as “The Program for
Studying Dance Performances of Classic and Current Repertoire” (by Agrippina
Vaganova, Vladimir Ponomarev and Boris Shavrov), a prototype of the discipline
“Classic dance heritage and Ballet Theater Repertoire”, and “The Program Plan for
Classes on Recording Choreography” (by V. Thomson). As a result, the School
developed a new training course based on the description of ballet numbers and
separate numbers (both solo and group ones) staged by the best choreographers on
the basis of classic and character dance. The efforts of the best choreographers of

the time, such as Agrippina Vaganova, Vladimir Ponomarev, Boris Shavrov and
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Alexander Chekrygin in late 1930s resulted in the introduction of a new system of
the so-called “intersubject communication” related to the use of the best patterns of
classic dance heritages, ballet history and acting skills, pantomime, and analysis of
ballet performance, character, historic and folk dance.

The Literature on Dance, a prototype of the Classic dance heritage and Bal-
let Theater Repertoire until 1941, was studied in the 3rd year along with Ballet
Performance Analysis, history of theater, history of ballet, pantomime, and musical
culture. The curriculum of teachers’ training department included dance recording
and ballet analysis.

In 1946, after the end of World War Il, the Lunacharsky State Institute of
Theater Art (GITIS) in Moscow opened the choreography department chaired by
Rostislav Zakharov for many years. The department initiated the world’s first pro-
gram for higher education of choreographers. The choreographers’ department was
opened in 1946 and ballet teachers’ training department was established in 1958.
The program included theoretical disciplines and a new course on historical herit-
age of ballet. Another choreography department was opened in Leningrad Conser-
vatory in 1962. The study of classic dance heritage was broken down into four sec-
tions: the heritage of classic dance, character dance, historical and folk dance and
Soviet dance. The classic dance heritage was taught by Tatiana Bazilevskaya-
Buyanovskaya, a ballet dancer at the Kirov Opera and Ballet Theater and an expert
in classic dance heritage. After Fyodor Lopukhov, the department was chaired by
Pyotr Gusev (in 1966) and later by Nikita Dolgushin and Gabriela Komleva. True
guardians of classic heritage, they have transferred the masterpieces of old masters
to new generations of young actors.

In 1987, the Moscow State Institute of Choreography was set up under the
auspices of the Moscow State School of Choreography. The Classic Dance Herit-
age plays an important role in the program of special disciplines. The first program
was developed and taught by the outstanding ballet dancer Marina Kondratieva.

Thus, the best experts of St. Petersburg and Moscow schools made an inva-

luable contribution to the history of domestic and world ballet. Their knowledge
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and developments moved forward and boosted choreography education and put
practical experience on the scientific basis. The new Russian education standards
in choreography imply consistent and intensive work to enrich the practical and
theoretical base of training programs and develop recommendations to theater re-

pertoire related to classic dance heritage.

Reconstruction of historical dance in modern choreography
and music education

N.V. Kaydanovskaya
natalia.kaidanovskaya@gmail.com

Teacher, Tchaikovsky Moscow State Conservatory
Moscow, Russia

Definition of historical dance as Western European-based dance from Mid-
dle Ages to early 20th century. Recent past: musicians interested in authentic per-
formance of early music and tracts on dance. Moscow Conservatory’s invitation of
Jiirgen Schrape, a reconstructor of historical dance, and his visit to the Choreogra-
phy Department at GITIS. Today: a surging interest in historical dance recon-
structed in accordance with original sources by Russian non-professionals. Over
100 studios across Russia. Historical Dance Association, festivals and master
classes which invite European and American reconstructors. Dance balls across
various themes and epochs. Making historical costumes. Attending balls and mas-
ter classes in Europe. Translation of manuscripts, English-language publications
and text books.

Historical dance in Europe and European experts in reconstruction. Several
portraits. Social issue of social dance. No interest shown by ballet professionals.

European conservatories teach historical dance by original sources. Atten-
dance by students and post-graduates of master classes on authentic performance
on historical musical instruments and simultaneous master classes on historical

dance.
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The list and classification of sources. The baroque epoch — the closest con-
tact of ballroom and professional dance. From baroque to point shoes. Challenges
of baroque dance for non-professional performers, unfit body. Challenges of baro-
que dance for professionals, a different coordination and movement sequence. A
succession of teachers, from Pierre Beauchamp to the present day.

Lack of style in modern classic dance, or gymnastic style, to put it better.
Feet and arms positions, from Pierre Beauchamp to the present time. Dance styles
on the examples of compositions choreographed by Louis-Guillaume Pécour, Au-
gust Bournonville, Jules-Joseph Perrot, Marius Petipa and Mikhail Fokine. Rhythm
and tempo differences. The need to study them.

Dance masters, from Middle Ages to Pierre Beauchamp and their tractates.
Dances dedicated to the high and mighties. The list of steps and tricks. The place
and time of tricks which are not described in the above dances. Circus performers
and dancers. Dancers and comedians. Dance and the movement of stars and pla-
nets. Understanding steps and movements and making them meaningful. Is it
worth studying?

The pattern of teaching historical dance in Moscow Conservatory and Cen-

tral Musical School.

Ways to preserve classic dance heritage

O.V. Kirpichenkova

olyaballet@mail.ru

Ballet dancer

St. Petersburg Jacobson State Ballet Theater
St. Petersburg, Russia

1. Sources for discussions on keeping classic dance heritage. Disputes on
classic heritage among professional experts go on for almost a century. The epoch
marked by the radical 1917 put a question point-blank: “Shall we or shall we not
keep the masterpieces of the Imperial ballet?” The ballet public figures supported
by Lunacharsky removed the item from the agenda by defending the key produc-

tions.
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Eventually, it became evident that classic heritage ballets are inevitably
changing with time. The attempts were made to understand whether or not it was
possible to regulate the process of such change. Opinions were shared and dis-
cussed in mass media, with magazine Soviet Ballet as a centerpiece of this debate.
The first issue of the magazine launched a column “Heritage Problems”. The pub-
lished opinions, although different, had common grounds:

a) Ballet performance reconstructor is an individual talent (vested in very
few people);

b) Time dictates changes, therefore, the early ballets will inevitably have to
change in order to survive; and the rules of such changes will be independent of
any opinions or desires of ballet theater practitioners and theorists;

c¢) All participants supported the need to record choreographic texts (by any
available methods). Many of them proposed an idea to establish a special commis-
sion for this purpose and even record the canonical text for ballet contests to pre-
vent any deviations by performers who used to adapt it to their physical abilities.

This background shows that a set of issues related to classic heritage remains
almost unchanged. The questions raised several decades ago concerting safekeep-
ing of choreographic text, extending the life of classic heritage in theater repertoire
and technical treatment and leveling style at contests and festivals are still relevant.
The time, however, calls for new options.

2. Create a uniform information resource on classic dance heritage. There is
a need to adapt theoretical knowledge to modern environment. Today, we are fac-
ing informational dominance and only information technologies help us to handle
it. In the Western Europe, they are long in demand by the largest education centers.
In Russia, one possible option may be an internet-resource dedicated to classic her-
itage of the ballet theater.

2.1. Background. There is no formal or more or less established definition of
classic dance heritage. All professionals know what it means. A classic heritage
performance is an artistic unity which preserves an original idea of the first cho-

reographer. This idea is revealed through the relevant choreographic forms. The
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performer makes the choreographic text alive, therefore, it is critical that perfor-
mers have the relevant attitude to, and understanding of, the classic ballet. For that
purpose, they have to study performance traditions and analyze their transforma-
tion. Such Internet resource will provide an easy access to information on classic
heritage. It may offer structured details of all materials related to this subject. This
will make easier sharing information by professionals.

2.2. The relevant group in social networks. My project is aimed at filling any
information gaps, primarily, for senior students of core institutes. The social net-
work project is experimental. Although, it may become the first step to create pro-

fessional resources which the history of classic heritage deserves.

Classical Dance — Impact upon Modern Flamenco Style
Stage Productions

N. A. Bodrova

bodrova.n@list.ru

Ph.D. Candidate

Social Engineering Institute,

The Moscow State University of Design and Technology

Moscow, Russia

This study focuses upon elements of choreography and classical dance ex-

pression means used for the modern staging of flamenco. This study is of value

both from the standpoint of pure theory, and from the standpoint of day-to-day

teaching process. Having reviewed and understood the impact of classical dance

upon the modern flamenco stage productions, we would be better equipped to real-

ize choreographic ideas and tasks in an informed way. The study also touches upon
the objectives of modern staging of flamenco.

The study was conducted to review modern staging of flamenco from the

standpoint of classical dance canons, which helped define a specific set of move-

ments and pas essential for the staging of flamenco in a genre resembling the clas-

sical dance.
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Thus far there have been no clear-cut standards, professionalism criteria or,
for that matter, methodologies and programs for the training in flamenco. The said
fact determines the originality and timeliness of this study, since the classical
dance elements identified help systematize and align the set of flamenco genre
elements on the basis of their complementarity. Hence, we have an opportunity to
put together a standardized set of exercises and dance elements, thus laying the
ground for a flamenco teaching methodology.

In modern choreography the synthesis of different directions and cultures is
pursued with greater and greater intensity, generating new styles, genres and direc-
tions, thus triggering high competition among professional performers. Hence,
there is a need to follow fashion and art trends, maintain one’s professional level
and technique, and propose new and innovative dance. The said parameters require
topmost physical fitness, expansion of one’s capacity as a dancer, perfection of
one’s craft, skills and expertise, to further expand the expression means potential.
It is the classical dance that is, in essence, better equipped with efficient tools to at-

tain the said objective.

Artistic heritage of Marius Petipa in the development
of duet classic dance

G.K. Gusev

georgegusev@yandex.ru

Teacher at the Classic and Duet Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

The prime time of the Russian ballet is closely connected with Marius Peti-
pa, a French dancer, teacher and choreographer. During 50 years on the Russian
theater stage, Petipa staged 64 ballet performances, reconstructed several dozen
performances of other European choreographers and choreographed about 50
dance numbers in operas. His ballet duets are fraught with sophisticated technical

details and carry emotional and structural load.
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Almost all well-known ballet figures in late 19th and early 20th century
were students of Petipa. Vasily Tikhomirov was the first to develop a program to
teach duet dance. Ballet duets of 1920-1940s established the technique of ballet air
lifts which brings on stage a lot of dancers set on performing acrobatic tricks.

One of the early duet dance programs (1938) shows Petipa’s strong impact
of the training process. 22 lifts of 30 ones recommended for teaching adagio lifts
were borrowed from Petipa’s ballets. Of 50 training partner lifts in the 2004 duet
classic dance program, 35 lifts refer to Petipa’ heritage.

The analysis of duet classic dance programs allows us to make the following
conclusion: the partner technique is still in demand and much needed by dancers
despite a widespread plastic duet choreography promoted by modern choreograph-
ers. The duet grace, pose, stability and free performance of sophisticated elements
have never done any harm to modern choreographers, but on the contrary, are
widely used in their work. We are able to teach, value and preserve this classic tra-

dition thanks to the classic duet dance which we inherited from Marius Petipa.

Classic heritage and teaching acting skills to young ballet dancers

N.A. Snitko

snitkona@gmail.com

Senior Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

The development of Russian ballet was influenced by dramatic theater. In
early 20th century in Moscow, young ballet dancers and dramatic actors studied to-
gether at theater school and this caused an increased emphasis on dramatic aspects
of ballet roles.

Eventually, there developed a new school of acting and new acting tech-
niques focused on natural behavior and performance of actors. Unaffected behavior
of Shepkin’s characters on stage had a specific impact on natural performance in
ballet. Mikhail Shepkin originated psychologism in acting which resulted in Stanis-

lavsky’s reforms. New principles of ballet choreography and acting skills are best
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shown in Lavrovsky’s ballets Romeo and Juliette and Zakharov’s The Fountain of
Bakhchisarai.

Modern ballet dancers have to control their body, soul and focus. This is a
life-long work. Time always calls for new forms and expressions, but there are ba-
sic things which are not subject to any change or destruction. Today, acting skills
are taught to young actors on the basis of Stanislavsky’s system which offers me-
thods which appeal to actor’s soul.

The main objective of teaching is an organic action expressed in a dance
form (acting dance). There are special-purpose exercises and etudes aimed at edu-
cating students to the sense of truth and the proper existence on stage. Much em-
phasis is given to the body work through an inside monologue which teaches actors
to think on stage and pursue a continuous action. Students also have to learn grasp
the essence of movements through music and view them as a way to express human
thoughts and feelings and focus their attention on plastic expression and a complete
fusion of expression with music. Moreover, under suggested circumstances of the
choreographic expression, students begin to master active and logical actions. The
plastic expression in musical performances is being developed too.

Thus, the power and uniqueness of the Russian ballet which may be de-
scribed with Pushkin’s words as “a flight filled with spirit” are driven by artistic

skills of performers which are generated in classes on acting.

Professional stage practice of students of Moscow Ballet School
(1814-1822)

T.A. Ryzhova

paporotno@yandex.ru

Teacher at the Classic Dance Department
The Bolshoi Ballet Academy

Moscow, Russia

Materials for this research “Professional Stage Practice of Students of Mos-
cow Ballet School before the 1917 Revolution” were found in the archive fund of

the Bakhrushin State Theater Museum at the posters and theater programs depart-
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ment. We researched over 150 theater posters dated back to the first quarter of the
19" century.

These documents present the names of performances produced by Moscow
dancers and students of Imperial Moscow Theater School in two theaters: The
Theater on Znamenka Street (General Apraksin’s House), 1814-1818; and The
Theater on Mokhovaya Street (Pashkov’s House), 1818-1822.

The posters contain information on the theater repertoire, premiers, the most
popular performances, their genre and authors of vocal and dance numbers, charac-
ters, theater sets and cast (including the names of students involved.)

Dramatic performances include the following genres: historical and epic
dramas, tragedies, comedies, fairy comedies and romantic dramas. Opera perfor-
mances include epic, fairy tales, comic and vaudevilles. Ballet performances in-
clude divertissements, and Anacreontic, epic and pantomime ballets.

This information allows us to qualify several areas of professional activity
by school students in early 19th century.

1) Dramatic performances: a) dance numbers, ballets, interacts, and folk
dances in drama plays; b) dramatic parts; ¢) mass and silent scenes; and d) vocal
numbers, including folk songs.

2) Opera performances: a) solo and mass dance numbers, ballets and inte-
racts; b) dramatic and vocal parts; and c) silent scenes, mass scenes and chorus.

3) Ballet performances: a) solo and lead parts of classic repertoire; b) solo
and mass folk dance and character parts; ¢) corps de ballet; d) silent scenes and
parts; and e) vocal numbers in divertissements.

The ballet performances widely used folk dances of various nations. Cho-
reographers stated Russian, Turkish, Polish, Gypsy, Hungarian, Spanish, Bashkir,
Serbian, Tatar and other national dances. Other dance numbers include pas de trois,
pas de deux, cracovienne, quadrille, circle dance, and marches. It is worth mention-
ing that no Latin letters were used for French terminology in early 19th century.

The posters evidence the engagement of students from Imperial Moscow
Theater School in public performances in 1814 through 1822.
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Resolution
of the International Conference
Russian Ballet as a Global Phenomenon in Modern Cultural Process
16-18 November 2012, The Bolshoi Ballet Academy

(Moscow State Academy of Choreography), Moscow, Russia

The International Conference “Russian Ballet as a Global Phenomenon in
Modern Cultural Process™ attracted interest of the global artistic community. The
participants were satisfied with the discussions, joint work and organization.

They highly appreciated Russia’s strategic focus on maintaining country’s
cultural heritage and expressed their gratitude to the Ministry of Culture of the
Russian Federation and the Bolshoi Ballet Academy for this opportunity to dis-
cuss the important issues of keeping and advancing Russian ballet art as a global
asset.

The Conference resolved:

1. The Russian ballet and choreography education are a global cultural asset
and a major driver of integration within the modern cultural progress.

2. The Russian ballet exposes human spiritual values relevant to contempo-
rary integration processes and cultural globalization.

3. The Bolshoi Ballet Academy is a modern international ballet education
center and a strong driver of maintaining and advancing Russian ballet and cho-
reography education.

4. The Russian ballet and choreography education have a strong impact on
national ballet schools across the globe.

5. Folk and historical dancing is an integral part of dancers’ professional

training and a unique element of the Russian ballet school.
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6. Maintaining a classic dance heritage and a continuous communication be-
tween ballet schools and theaters is a critical prerequisite to advance the Russian
ballet and choreography education.

7. The Conference recommends all concerned social institutions and organi-
zations and mass media to organize conferences, seminars and any other forms of
joint work to pursue further research of the Russian ballet phenomenon as a driver
of integrity in the modern cultural progress.

8. All Conference participants are recommended to rely on this resolution.
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