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Abstract The article explores the creativity work of Pavel Goncharov (1886-1941) — a ballet
artist and a painter who is not as well-known among masters of Russian modernism,
but is an interesting author of the late 19th to early 20th century, who created

a unique series of graphic works dedicated to Russian ballet. By focusing on the artistic
characteristics of the modernist style, the author notes that it began its development
in architecture, decorative and applied arts, graphics, and extended to choreography,
including classical dance. The interaction of related arts (graphics and ballet) led

to the formation of synthetic visual images, which are analyzed in the article

in morphological, stylistic, and compositional contexts. Using primarily historical

and cultural and typological research methods, the author identifies a number

of directions in Pavel Goncharov's visual creativity: character actor images, sketches
for the Firebird ballet, autolithographs for Fyodor Lopukhov's The Greatness

of the Universe dance symphony, and book graphics for ballet publications. Analogies
are drawn with the aesthetics of the painters of the World of Art movement, whose
graphic works included a theatrical concept, manifested in the drawn silhouette
imagery, striking poses and gestures, actorly sensibility, and theatricality of costumes.
The conclusion is drawn that the dance plasticity of modernism, borrowing many
elements of graphic language at the turn of the 19th and 20th centuries, created
versatile artistic and stylistic techniques, one example of which is the figurative format
of Pavel Goncharov's works, possessing an individual system of expressive means.
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Introduction. At the turn of the century, Russian ballet took a leading position

in the world of choreographic art. The established school of the 19th century had
stable traditions. New trends associated with the emergence of the modernist style,
which influenced the artistic culture at the turn of the 19th and 20th centuries,

also had an impact on the art of ballet. The era of spectacular multi-act performances
with pantomime scenes and canonical forms of classical dance faded away, making
way for directorial theater, one-act ballets, and choreographic miniatures.

The reforms of Michel Fokine expanded the boundaries of genre, technical,

and visual-stylistic interpretation of choreographic works. Images of Eastern luxury,
refined romanticism, ancient beauty, and national folklore often appeared in ballet
spectacles. As choreographers and painters explored new themes, they acquired

a cross-disciplinary experience, working in different spheres of spatial-plastic arts.

In this regard, it is appropriate to mention the name of Pavel Goncharov. In his diverse
creative life, a number of consistent interests can be distinguished. As a ballet artist,
he developed in the theater, but his artistic self-awareness and professional attitude
towards art emerged in graphics. Thus, without replacing one with the other,
but mutually enriching each other, Pavel Goncharov simultaneously worked in the theater
and in the visual arts. Alongside well-known theatrical set designers, he became one
of the most interesting and professional ballet artists of his time. However, unlike
Alexandre Benois, Léon Bakst, Nicholas Roerich, Mstislav Dobuzhinsky, and other
renowned masters, the work of Pavel Goncharov remains an unexplored page
in the world of art history.

Considering the multifaceted nature of the mentioned issues, related
to the identification of patterns and conditions for the emergence of new expressive
means manifested in the art of Pavel Goncharov, as well as the lack of specialized
publications about his work, the relevance of our study is established.

The aim of the research is to identify the figurative concepts of Pavel Goncharov's
creative method in the context of the development of the modernist style, which evolves
in the synthesis of graphic and ballet art.

The main objectives of the research are to:

« Examine the general trends in the development of stage and visual arts that formed
in the artistic consciousness at the turn of the 19th and 20th centuries;

« Highlight aspects of Pavel Goncharov's creative work in the field of graphic art;

 Explore the paradigm of artistic images, coexisting and interacting with the principles
of the modernist style;

« Determine the peculiarities of their creation at the intersection of two methods within

a unified style;
 Analyze the actor roles interpreted in the space of a graphic sheet;

« Evaluate Pavel Goncharov's contribution to the artistic heritage dedicated to Russian
ballet.
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Materials and methods. The research applied a historical-cultural analysis, which allowed
for an understanding of the period in which Pavel Goncharov's creativity took place.
The typological research method revealed common features inherent in the interpretation
of ballet images created by Goncharov in his autolithographs. The artistic-aesthetic
and comparative methods enabled the study of the morphological, stylistic,
and compositional context of Goncharov's works in comparison with two variants
of modernism (in dance and visual arts) prevalent during the Silver Age.

The research was based on direct acquaintance with the works of ballet artist
and painter Pavel Goncharov in museum collections, such as the Aleksey Bakhrushin
State Central Theatre Museum, the Museum of Books in the Russian State Library,
and the St. Petersburg Theatre Library. Print sources covering various areas of philosophical
and art criticism thought, as well as ballet literature exploring the issues of seeking new
expressive means in choreography at the turn of the 19th and 20th centuries, were
also applied.

Results. 1. Pavel Goncharov — an artist and a painter. Search for the style.

All existing mentions of Pavel Goncharov found in the available sources mainly relate

to his artistic activities. “From childhood, he was keen on drawing, dreaming of becoming
an artist and would undoubtedly have been one, according to many accounts,

if not for his color blindness, which he suffered from since birth. Deprived

of the opportunity to engage in painting, he did not abandon drawing and even painted
portraits. He was a member of the Independent society. For ten years, while continuing
his work in the theater, he also worked in lithography. He is known as the author

of miniatures on ivory and the only flawless illustrator, due to specific requirements,

of a number of publications on choreography... Finally, he was exceptionally skilled

in sculpting from wax and clay, with his figures of dancers being particularly successful”
[Fokine, p. 486]. For us, Pavel Goncharov is primarily a graphic artist, as a significant part
of his surviving legacy belongs to this field. The modernist style began its development
in architecture, decorative and applied arts, and graphics, and extended to choreography,
including classical dance. The interaction of related arts (graphics and ballet) led

to the formation of synthetic visual images. Unfortunately, museum collections contain
very few of his works, with the exception of a few sheets stored in the State Central
Theatre Museum and the St. Petersburg Theatre Library (presumably, much remains

in the artist’s personal collection). However, major libraries worldwide possess
autolithographs by Pavel Goncharov, adorning rare ballet publications of the 1920s,
which were printed in limited editions. Having gained recognition as an artist, Pavel
Goncharov did not give up his painting activities, which corresponded to the acute

and analytical nature of his mind. He created numerous drawings for the ballets

of Mikhail Fokine, actively participating as a co-author in the creative process of character
formation. Many of his works require the viewer's emotional responsiveness, intellectual
engagement, predisposition to associative and abstract thinking, and understanding

of the author conceptual imperatives. At times, they possess a complex structure that may

Ballet by Pavel Goncharov and Modernism: at the Intersection of Two Methods of One Style ‘ 19 ‘



No. 1. 2023

Figure 1. Pavel Goncharov. lllustration for the Petrushka ballet, 1921

initially appear fragmented. Nevertheless, the sequence of the graphic narrative remains
intact, and the viewer understands the main idea not so much through associative
reasoning but rather through logical comprehension (see figure 1).

2. Work on the Firebird ballet. Premodern stage. Sketches for Igor Stravinsky's the Firebird
ballet (1921, St. Petersburg Theatre Library) reveal the emergence of the modernist style
(which Pavel Goncharov was attracted to) rather than its full demonstration. However,

if one carefully observes the graphic style of the drawings, a more multi-layered plasticity
can be seen, which goes beyond the ornamental-decorative narratives typical of works
of modernism. Therefore, even the emotional and psychological disposition, which underlies
the imagery of these works and may be tempting to identify in Pavel Goncharov's works,
is not as straightforward. It is more accurate to say that they represent an intermediate
stage towards modernism or demonstrate a premodern stage, which timidly seeks

its means of future expression. The pencil lines realistically delineate the forms

of the figures of the dancers sketched during rehearsals, devoid of excessive
preoccupation with revealing inherent beauty. According to Galina Dobrovolskaya's
remarks on the staging of the Firebird: "Goncharov is an exceptional ballet artist.

In his concise sketchy drawings, he skillfully captured the image, atmosphere,

and choreographic style even when they were just emerging in the interaction between
the director and performers” [Dobrovolskaya, p. 45]. Perhaps the creative concept

of choreographer Fyodor Lopukhov, who viewed his ballet as the embodiment

of specific human characters and experiences (in contrast to the Eastern-exotic
spectacles of Mikhail Fokinee's 1910 staging), influenced the painter manner.

However, it is doubtful that Dobrovolskaya is correct in describing Goncharov drawings
as concise. While they are indeed more like sketches than finished works, a layer

of allegory, grotesque, and exaggeration permeates many of the pieces. Undoubtedly,
these characteristics stem from the choreographic intentions of Fyodor Lopukhov.
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“The idea of the Firebird fairy tale as interpreted by Lopukhov and Stravinsky revolves
around the struggle between destructive and creative forces in nature and in human

life. The authors put forward the thesis that good exists in creation, and evil resides

in destruction. Thus, a particular scheme emerged in which each character had to fulfill
certain allegorical functions. It was assumed that /van Tsarevich personified good,
Kashchey represented evil, and the Firebird symbolized intellect” [Dobrovolskaya, p. 44].
However, upon careful examination of the works, it is evident that they possess

a subjective quality. For instance, the generalized and exaggerated head of Firebird

in the drawing or the hunched, emaciated figure of Kashchey the Deathless,

with a forward-bent beard, and so on, would unlikely appear exactly like that on stage,
even with makeup or hyperbolized features. These drawings clearly exhibit the painter’s
own decorative interpretation. This leads us to conclude that the sketches for the Firebird
signify the maturation of motifs and images within Pavel Goncharov's realistic method,
which align with the principles of modernism. For example, the drawing of Kashchey later
became the basis for a graphic sheet on the easel, where his character transformed

from an active participant into a decorative element. This series also includes sheets

that depict two figures in synchronized dance movements (based on the principle

of symmetry) — a motif that characterizes modernism more than a realistic approach.
Although composition in modernism is often based on asymmetry, the ornamental
element underlies symmetry, and ornamentation is a characteristic feature of modernism.
Moreover, the expressive technique used by the painter is also closely linked to the new
style (see figure 2).

The cult of movement leads to a certain deformation, while preserving a careful
approach to the plasticity of forms. The decorative-graphic system of the new style
allowed him to acquire greater emotional intensity, imbue the images with association,
and more deeply and individually transform his initial stylistic impulse.

Figure 2. Pavel Goncharov. lllustration for the Firebird ballet, 1921
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3. The graphic images of ballet artists. The flourishing of modernism. Let us consider
Pavel Goncharov's easel drawings dedicated to ballet artists and performances
of the pre-revolutionary years at the Mariinsky and Bolshoi Theatres. The artistic
characteristics of the modernist style are particularly evident in these sheets,
which were published in a separate album. At the beginning, the artist's words are placed:
“The history of Russian ballet experiences a lot of turmoil and disturbances, but nothing
can shake its ‘beauty’ and ‘eternity.” Those who love our Russian ballet will kindly
respond to my work dedicated to the dear ballet troupe” [Goncharov]. Numerous
scenes from ballets depicted on Pavel Goncharov's sheets, unfolding like a chain
of miniatures without obvious logical connections, represent documentary images
of artists, dance movements, and costumes. Each detail, as if intended to preserve
the character and spirit of the era, acquires significant ethnographic and cognitive value.
However, the author does not blindly document performances and roles. He reproduces
them purely artistically in accordance with his own ideas and sensations, and he does
so subtly and convincingly. Pavel Goncharov set himself a clear aesthetic task — to move
beyond the plot of a specific dance or ballet, with its theatrical nature and predisposition
to unpredictable spontaneous creativity known as improvisation. He skillfully
and artistically delves into the rhythm of each role, dictated by the musical sounds,
and finds the necessary character in the portrayal of Salome — Valentina lvanova,
Esmeralda — Olga Spessivtseva, Harlequin — Vladimir Ponomarev, Elsa Will in Chopiniana,
Evgeniya Lopukhova in the Dutch dance, Elena Lyukom in Le Corsaire, Leonid Leontiev
in Petrushka, and so on (see figures 3, 4).

Each sheet immerses viewers into the vibrant imagery of his artistic world, leading
them to the threshold of a new narrative, a new microcosm whose autonomy makes
one forget about the whole. Here, the role of stylization and excessive pictoriality

Figure 3. Pavel Goncharov. Elsa Will in Chopiniana. Lithograph, 1922
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Figure 4. Left. Pavel Goncharov. Ol'ga Fedorova — Spanish Dance. Lithograph, 1922.
Right — Pavel Goncharov. Valentina Ivanova — Salome. Lithograph. 1922

is extraordinarily heightened. Each sheet tends towards maximum aestheticization,
constructed with remarkable precision and heightened attention to detail. The aesthetic
element permeates everything, from the spatial arrangement of the figures to the purely
utilitarian details on the costumes, which are an integral component of the artistic
concept of modernism.

Pavel Goncharov consistently frames his sheets with an ornamental border, as if confined
within it, capturing a chosen fragment of a dance subject or inserting an actor into it.

In the lower right or left corner, he places a dotted drawing on a small scale, serving

as a kind of symbol for the theme. Here, we can subtly observe the nature of the poster
form, prevalent during the Modernist era. Even the color scheme, bold and saturated
for the most part, occasionally subdued and pastel, but always flat and local, allows

for comparisons with the genre of posters.

Pavel Goncharov approaches the color solution of the sheets with great responsibility.
Color sets the mood. In the Odile and the Prince drawing, dedicated to ballerina
Elizaveta Gerdt, touches of orange, green, and brown tones appear only in some
details. The predominant color is white, conveying tenderness and purity, contributing
to the creation of a lyrical mood. In another sheet, Esmeralda, dedicated to Olga
Spessivtseva, the bright red and emerald colors of the Spanish costume, along
with the tambourine in the ballerina’s hands, reflect the inner state of the heroine, filled
with joy and radiance from the overwhelming feeling of first love. The same vividness
and saturation of color characterize the Indian Dance, dedicated to Alexander Orlov.

The open red color of the costume, the accent of blue bracelets on the tanned body,
along with the expressive gestures, give the image heightened emotional intensity,
temperament, and optimism characteristic of the dance. However, it is believed
that the line, rather than color, is the style-forming factor of modernism. This statement
also holds true for Pavel Goncharov. The expressive, fluid-plastic, exquisitely bending,
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unexpectedly breaking line in the sketches of ballet costumes, akin to Léon Bakst's
works, maintains a consistent thickness unlike the variable lines in Bakst's drawings.

It is this line, present in Goncharov's works, and in modernist works in general,

that generates movement. "The starting point, shaping the line of style — the so-called,
using a term borrowed from the time of Mannerism, serpentine line or form —

is an imitation of a snake, bending in its movement” [Sarabyanov, p. 219]. This Dionysian,
elemental, uncontrollable quality characterizes both Goncharov’s and Bakst's images.
The composition and rhythmic structure of their works are equally filled with unfinished
movement, allowing for mental continuation and completion of the missing and absent
elements. In this aspect, there are much subtler connections between Pavel Goncharov's
painting thinking and the painters of the World of Art movement. Nevertheless,

his works present an individual and distinctive variant of modernism. Sometimes
exhibiting a vibrant whirlwind of movement, they lack the erotic sensuality, heightened
emotional intensity, and almost mystical ecstasy that are evident in the images

of chimeras and griffins that densely populate medieval cathedrals and are characteristic
of Léon Bakst's works. This psychological disposition found in Bakst's costumes,
associating them with the Gothic variant of modernism, contrasts with the internally
balanced characters of Pavel Goncharov, who are more in line with the romantic

variant of the style. In terms of compositional organization, Goncharov's works are closer
to the extraordinary exotic forms of ornamentation in “pure modernism”, deriving from
Japanese culture with its affinity for intricate silhouettes, vignette contours, and elaborate
spiral patterns. In conclusion, in analyzing Pavel Goncharov's graphic series, we can
quote two authors: “"Modernism is not only multifaceted due to the variety of versions
and approaches, but it is also ambivalent due to its simultaneous affiliation with the old
and the new... Reality is combined with the imaginary, life is blended with the fantastic,
the revelation of reality is accompanied by its concealment” [Sarabyanov, p. 222],

and "a very important characteristic of modernist works is the almost obligatory ‘duality’
or even ‘multi-dimensionality’ of its characters... These characters exist simultaneously

in two spaces-worlds: the real and the mythical. They connect these worlds and unite
them in some intellectual unity” [Nikolayeva, p. 335]. The nature of the performing arts,
where there is an authentic human “self” alongside the created character, directly relates
to what is depicted on Pavel Goncharov's sheets. The individuality of the dancer coexists
with the character, without intruding on one another. It is no coincidence that even

in the titles of his works, there is a mention of two elements — the name of the ballet,
dance, or role, and the name of the performer. Therefore, following the observations

of Sarabyanov and Nikolayeva, we can describe the works as “"dual-faced” or "double-
aspected”, as there is a mental interplay between fantasy and reality in his depictions.

4. Autolithographs for Fyodor Lopukhov's The Greatness of the Universe dance
symphony, Modernist variant. The autolithographs by Pavel Goncharov for Fyodor
Lopukhov’s dance symphony The Greatness of the Universe (1922, Union of Theatre
Workers Library) are based on the technique of filling the figures with a monochromatic
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local tone, reminiscent in many ways of the silhouette scenes by Alexandre Benois.

Here, we find points of intersection with the principles of the World of Art graphic style
and its poetics. The focus shifts from descriptive narrative means to musical-plastic ones,
as the overall narrative changes orientation. It is more accurate to say that the dance
symphony does not have a plot but carries the development of a single theme broken
down into parts. In other words, we are well acquainted with the content of the work,
but we can say little about its plot. “So, dance is a step of God — music is the language
of God — the art, which | call dance symphony'” [Goncharov, p. 4] explains

the choreographer, and further adds, “The dance symphony ‘The Greatness

of the Universe,” sketched by painter Pavel Goncharov, captures the same characteristic
elements on which it is based” [Goncharov, p. 7]. Consisting of five parts (Introduction,
Life in Death and Death in Life, Thermal Energy, Joy of Existence, and Eternal Movement),
it is further divided into smaller episodes, for each of which Pavel Goncharov created
lithographs (see figures 5, 6).
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Figure 5. Pavel Goncharov Autolithographs for Fyodor Lopukhov's
the Greatness of the Universe dance symphony. 1922

Figure 6. Pavel Goncharov Autolithographies for Fyodor Lopukhov's
the Greatness of the Universe dance symphony. 1922
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The music can be integrated into the narrative of a performance more or less
organically, but it remains autonomous. It either pauses the action as a concert number
or develops in parallel, becoming an additional narrative dimension. In this regard, Pavel
Goncharov faced a challenging task: finding a musical equivalent for musical fragments,
which is a truly demanding task, which he successfully accomplished. The behavior
of the characters in his sheets corresponds precisely to the chosen intonation of each
moment of the dance symphony. “Pavel Goncharov's visual spectacle” is constructed
as a captivating dynamic spectacle in which scenes change, events are shifted,
and the emotions of the characters are embodied through plasticity. One can say
that his drawings embody three philosophical categories — movement, space, and time.
The figures often resemble objects endowed with acceleration, while on other sheets,
it is decelerated, and time is condensed, with distance losing its significance. The fusion
and interchangeability of these elements give rise to the effect of visual self-development
of masses, which serves as a metaphor for organic growth. In this lies the main point
of contact between Goncharov's autolithographs and Lopukhov's The Greatness
of the Universe dance symphony within the aesthetic of modernism.

It is known that modernism appeals more to senses and imagination than to reason.
Silhouette drawings, while outlining the contours of the face and posture, certainly
do not create the same effect of psychological emotionality that we see in the series
of sheets dedicated to ballet artists. We are not discussing the mimetic properties
of the face that refer to the psychology of the characters, but rather the physical
objectification of the close-up, subtly changing its typology. The characters evoke
a sense of psychological isolation; they are existentially lonely. Even in the pairs,
where a certain model of relationships exists, it is still solitude together. In these works
by Pavel Goncharov, the transition from emotionality to reflectiveness is clearly expressed.
This transition seems to take place without significant damage to the feelings, which
are transformed into intellectualized emotionality. The state of the characters is more
irrational than rational; they live in their illusory world, which feels more real than
reality itself, and this also aligns with the path towards modernism. Fyodor Lopukhov,
in evaluating Pavel Goncharov's drawings, noted: “Goncharov’s sketches, in my opinion,
make Lopukhov's concept visible. Symphonic music with its continuous development
gave birth to an equally continuous flow of dance” [Lopukhov, p. 32].

5. lllustrations for ballet publications. The interaction of styles — to modernism

and from it. Goncharov also created drawings for the first textbook by Agrippina
Vaganova's Fundamentals of Classical Dance (1934), and the instructional manual

by Andrey Lopukhov, Fundamentals of Character Dance (1939), one of his last works,
presenting over 900 figures that address purely professional tasks, rather than artistic-
creative ones. With delicate pen lines, using dotted drawings, Pavel Goncharov
consistently illustrated and visually decoded exercises at the barre, in the center

of the room, and finger exercises. Subsequent editions of dance textbooks continued
to preserve Pavel Goncharov's expressive drawings (see figure 7).
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Figure 7. Pavel Goncharov Drawings for A. Ya. Vaganova's Fundamentals of Classical Dance book

[llustrations and covers by Pavel Goncharov for lvan Ivanov's books of Michel Fokine
(Petersburg, 1923) and Fyodor Lopukhov. The Paths of the Ballet Master (Berlin, 1925)
and thematically, and stylistically continue the ideas found in the easel works
and lithographs for Fyodor Lopukhov's dance symphony. However, with these books,
the focus shifts to a different range of topics, as their purpose remains the same —
to create images that illustrate the author’s thoughts (though in one case it is about
music, while in the other it is about literary text). If we consider the structural principle
of Goncharov's illustrations and their affiliation with modernism, it can perhaps be most
accurately described as “at the crossroads”. This movement represents both a movement
towards modernism and away from it. The emphasized plasticity of forms is combined
with geometric elements, and the refined harmony of motifs does not exclude their
realistic persuasiveness. In this intersection of two different styles, the earthly, prosaic,
and natural elements come from the author of the text, while the romanticism, symbolism,
and freedom of associations come from the painter.

Goncharov's ability to analyze and at the same time generalize is particularly evident
in the illustrations for I. Ivanov's Michel Fokine book, which were highly regarded
by the ballet master himself (see figure 8). The painter predominantly focuses
on the playful element of dance. As one flips through the pages of the book, they can
immerse themselves in the atmosphere of Robert Schumann’s Carnaval, Nikolai
Tcherepnin's Pavilion of Armida, Maurice Ravel's Daphnis and Chloe, Igor Stravinsky's
The Firebird, Carl Weber's Visions of Roses, Alexander Borodin’s Polovtsian Dances,
and so on. The self-contained world of these drawings “invites” the reader not only
to understand the text, but also to succumb to the influence of lines and tonal spots,
discovering something that exists beyond the textual forms.

Ballet by Pavel Goncharov and Modernism: at the Intersection of Two Methods of One Style ‘ 27 ‘
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Figure 8. Pavel Goncharov. Cover and illustrations for the edition of Michel Fokine. 1925

The intertitles and end caps for the two-volume edition by Mikhail Borisoglebskiy’s
Materials on the History of Russian Ballet (Leningrad, 1939) demonstrate the overall
movement of the artist’s style from modernism towards the new spectacle
of documentalism, highlighting the difference and masking the similarity with the former.
Undoubtedly, this shift is influenced by the genre of the book and the time when
it was illustrated, as modernism was no longer the defining style of that era. The delicate
ornamental frames in which plot scenes are composed on a white background still echo
some reminiscences of modernism but are far removed from it in terms of formal qualities
(see figure 9).
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Figure 9. Pavel Goncharov. lllustration for Orpheus and Eurydice ballet. 1930

Conclusion. The results of the conducted research expand the understanding
of the characteristics of the Art Nouveau style in relation to the morphological directions
of various art forms, particularly graphics and choreography. They manifest iconographic
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features of created images and can be used in the analysis of individual works of visual
art and the staging of new concepts within this style. As observed, Art Nouveau
broadened the idea of the synthesis of arts, which previously was limited

to the interaction of architecture, sculpture, and painting. Art Nouveau blurred

the boundaries between art forms, and its method of linear stylization and plastic
organization united the visual perception. In the theoretical comprehension of Pavel
GoncharovV's creativity and the general characteristics of the art of the late 19th and early
20th centuries, it appears that the interaction between the artistic structure of Art Nouveau
and individual artistic creativity not only led to the emergence of a unique and distinctive
style but also to the convergence of two methods. The synthesis of two intellectual layers
of the creative process (ballet artist and painter), with the unquestionable supremacy

of the visual element, contributed to the formation of the uniqueness of Pavel
Goncharov's graphic works (which are unparalleled). Becoming acquainted with them
expands and deepens our understanding of Russian ballet in the history of artistic culture
as a whole and allows us to speak about its authorial contribution to the world heritage.
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KoceleuH ameiHOarsl Peceli memaekemmik yHusepcumemi (Mackey, Peceli)

MaBen foHUYapoBTbLIH 6aneti MeH MoaepHiI: 6ip CTUNbAIH
eKi aicneH K1blabICybl

AHpaTtna Makanasa 6anet apTici XaHe 3amaHayu opbIC WebepaepiHiH apacbiHAa KeH TaHbIMan
emec cypeTtwi MaBen ViBaHoBMY MoOHYapoBThIH (1886—-1941) — WblFapMaLUbIbIFbI
kapacTblpblnagbl, ananga, XIX facbipAblH, asfbl MeH XX facblpZblH, 6acbiHAa opbIC
6aneTiHe apHanfaH rpadurkanblk >XYMbICTapAblH, epeKLle CePUACBIH XKacafaH Kbi3bIKTbl
aBTOp. MoAepH CTUNIHIH, KOPKEMAIK epeKkLlenikTepiHe Ha3ap ayAapa OTbipbin, aBToOp
©3iHiH JaMybIH CAYNET, COHAIK-KoNAaHbanbl eHep, rpaduka cananapbiHaH bacTaFaHbiH
XaHe xopeorpadusFa, COHbIH, iLiHAe Kaaccukanblk bure TapanfaHbiH atan eTTi. Kepuiinec
eHepaiH (rpaduka meH HaneTTiH) ©3apa apekeTTecyi Makanaza MoOpPONOrnAbIK,
CTUANCTMKAABIK, KOMMO3ULMANBIK KOHTEKCTe TanAaHaTblH CUHTETUKANbIK KOPHEKTI
TypLe belHenepain, nanga 6onybiHa akengi. 3epTTeyain, Heri3iHeH TapUXmM-MaZeHN
KaHEe TUMONOTUANBIK SAICIH KoNZaHa oTblpbin, aBTop . F[oHYapoBTbLIH HelHeney
eHepiHaeri bipkaTap 6afbITTapabl: KekinkepaepaiH aktepnik 6enHenepi, «<bakbIT Kycbl»
6anetiHe ackm3gep, PEnop J/IoNyxOBTbIH, «ONEMHIH, Y/bIbIFbI» 6U CUMBOHUACHIHA
aBTOAUTOrpadus xaHe Hanet HacblibIMAaPbIHA apHafaH KiTan rpaduKacbiH aHbIKTakAbI.
«OHep aneMi» cypeTLLiNepiHiH WbifapManapbiHAa 3CTETUKaNbIK YKCACTbIKTAP Xacanazbl,
onapAblH rpadurkackl TeaTpAaHAbIPbIIFaH TYKblPbIMAaMaHbl KaMTblfbl, ON1ap CYPETTIH,
6osnFaH KeckiHiHAe, acepsi No3anap MeH KMMbIIAApAa, akTepik ce3iMTanibikTa

XaHe caxHanblk kacTemaepae kepiHesi. XIX—XX facbipnap TofbiCbiHAaFbI rpadurKanbik,
TiNAIH KenTereH 3IeMeHTTepPiH ana oTbIpbIN, MOAEPH 6U NAacTUKachl KON HyCcKabl
KePKEMAiK-CTUANCTUKANBIK dAiCTepAi Kacaibl AereH KOPbITbIHAbIFA KeZi, OHbIH,
MblcangapbiHblH, 6ipi — MaBen ViBaHOBMY TOHYaPOBTLIH, XEKe 3KCNPECCUBTI Kypanaap

A XKYMeciHe ne XXYMbICbIHbIH, 6elHeni dbopmatbl.
BTOP

KonxkasbaHbIR Tipek ce30ep: MaBen VIBaHOBUY [OHYapOB, HaNeT CepPUAChI, MOAEPH CTUI,
COHfFbl HyCKaCbIH N . o
OKbIN KynTaabl LblFapMalLLbIbIK 94ic, rpadukanbik Tin, 61 NaacTMKackl, CUHTETUKaNbIK BeliHe.

XoHe Myaaenep o .o . .
KAKTBIFBICHIHbI Aatiekces ywiH: MNopTHoBa, T. B. MaBen NoHUYapoBTLIH, HaneTi MeH MogepHi: bip

XOK eKeHairiH CTUNBAIH, eki dAicneH Kublabicybl // Saryn. —2023. - T. 11. - N2 1. - 17-33 6.

ManiMaeial. — DOI: 10.59850/SARYN.1.11.2023.17.
Makana pepakuusfa PeueH3nagaH KeniH XKapusnayra
TycTi: 24.01.2023 MakyngaHfaH: 09.02.2023 Kabbingarabl: 14.02.2033
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Poccutickutli 2ocydapcmeeHHsIl yHusepcumem umeHu A. H. KocsizuHa (Mockea, Poccus)

banet NaBna loH4YapoBa n MmogepH: Ha NepekpecTke
ABYX METOA0B OAHOro CTUANA

B ctatbe paccmatpuBaetca TBopyectBo [MaBna BaHoBMYa NoHuapoBa (1886-1941) —
apTncTa Haneta 1 XyAOXKHWKa, HE CTONb U3BECTHOTO CPEeAM MacTeEPOB PYCCKOrO
MOJepHa, O4HaKO MHTepecHoro asTopa KoHua XIX — Hauana XX Beka, co3zaBLlero
YHUKa/IbHYH ceputo rpadmnueckmx paboT, MOCBsALLEHHYO pycckomy Banety.
AKLEHTMPYSA BHYMaHWE Ha XYAOXECTBEHHbIX OCOBEHHOCTAX CTUASA MOAEPH, aBTOP
OTMeYaeT, UTO XyAOXHUK Hayas CBOe pa3BUTUE C apXUTEKTYpbl, 4eKOPaTUBHO-
NPUKAaAHOTO UCKYCCTBA, FpaduKn 1 pacnpocTpaHuaCca Ha xopeorpaduio, B TOM uncie
Ha Knaccuyeckuin TaHew,. B3anmogelictBrne CMeXXHbIX UCKycCTB (rpadukm 1 Haneta)
npvBeno K 06pa3oBaHMIO CUHTETUYECKUX BM3YaNbHbIX 06pa3oB, KOTOpble
aHaNn3nNpyroTCa B cTaTbe B MOPPONIOrMyeckoM, CTUANCTUYECKOM, KOMMO3ULIMOHHOM
KOHTeKcTax. Vicnonb3ys npenmyLecTBEHHO NCTOPUKO-KYAbTYPOIOrMUYECKUiA

M TUMNONIOTUYECKNI MeTOAbl NCCef0BaHMNSA, aBTOP BbIAENSET PA4 HanpaBaeHWU

B U306pasmTensHoM TBopyecTse 1. [oHUapoBa: nepcoHaHble akTepckne obpassbl,
Habpocku K banety «Xap-ntuua», asTonmtorpadpum K TaHucumoboHnmn degopa
JlonyxoBa «Bennume MnposgaHunsa» U KHUXKHYH rpaduKy K 6aneTHbIM n3gaHusam.
MpoBOAATCSH aHANOTMUW C ICTETUKOWN MNPOU3BEAEHNI XYAOXKHMKOB «Mupa nckyccTea»,
rpadurka KOTOPbIX BKAFOYaNa TeaTpasv30BaHHbIA KOHLENT, MPOABAASACH B PUCOBAHHOM
CUNY3THOCTU N300paxkeHUs, 3GPEeKTHbIX NO3ax U XecTax, akTePCKON YyBCTBEHHOCTY,
CLEHWNYHOCTW KOCTIOMOB. [lenaetca BbIBOZ O TOM, UTO TaHLeBalbHas niacTvka MogepHa,
3aMMCTBYS MHOTUE 371eMeHTbl rpaduryeckoro sa3bika Ha pybexke XIX-XX BekoB, cozgana
MHOTOBapVaHTHblE Xy 0XeCTBEHHO-CTUANCTUYECKNE NPUEMbI, OL4HUM U3 MPUMEPOB
KOTOpoOro sB/seTcs 06pasHblin dopmat paboT . V. ToHuapoBa, Npu 3Tom obnasatoLLmx
WHANBUAYaANbHON CUCTEMOMN BblPa3nTENbHbIX CPeACTB.

Knrouessie cnoea: I. V. ToHuapoB, baneTHas cepuis, CTUAb MOZEPH, TBOPYECKUI METOZ,
rpaduyecknii f3biK, NaacTMka TaHua, CUHTETUYECKUA 06pa3.

Ansa yumuposaHus: NopTtHoBa, T. B. banet MNasna [oH4YapoBa 1 MOAEPH: Ha NepekpecTke
[BYX MeToZl0B ogHoro ctuas // Saryn. —2023. - T. 11. - N2 1. - C. 17-33.
- DOI: 10.59850/SARYN.1.11.2023.17.

Cratbsa noctynuna OpobpeHa nocne MpuHaTa
B pegakuuio: 24.01.2023 peuen3vnposanma: 09.02.2023 K ny6avnkauum: 14.02.2023
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