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Saryn — «©Hep >XaHe ryMaHUTapblK FblabiMAap» 6afbiTbl GOMbIHLLIA ©3€KTi 3epTTeyaepAi,
ayAapma MatepuangapbliH XaHe akageMuAnbIk MaTiHAepre, My3blkablk anbbomaapsa,
KnHobunbMaepre, kepmenepre xaHe 6acka Aa fblbIM MeH MaJEHUNET TyblHAbINaPbIHA
LonynapAbl Xxapuanayra 6afblTTasfaH Xanblkapablk fblIbIMU peLeH3nanaHaTbiH 6acblibiM.

Saryn 6acblnbIMAAPbIHbIH, HEri3ri MakcaTbl YATTbIK, M3AEHNET KOHTEKCTIHAET OHepaiH,
3epTTey XaHe dfiCHaMasblK Macenenepin, 43CTYPAEPAiH MaJeHMeTapanblk e3apa
6aliNaHbICbIH XXdHe ONapAblH Ka3ipri XXan-KyniH arLlbIKTalTbIH XXSHEe TalKblIaUThIH
Makasanap.

Pepakuusfa ycbiHbINFaH MaAIMETTEP XYMeNi cananblk HEMEeCe CaHAbIK AepeKTepai
TanAaybl KAMTUTbIH TEOPUANBIK XXaHE IMNUPUKabIk 3epTTeynepre; 6ap 6iniMai anTapabikTan
pacTaTblH HeMece KEHEMTETIH KblCKalla 3epTTey ecenTepi MeH xasbanapblHa; KiTantapFa,
TeaTp KOMblIbIMAAPbIHA, My3blKablK aibboMaap MeH KOHLepTTepre, KMHopuabMaepre,
KepmMenepre xaHe backaga wonynapfa 6afblTTanybl MyMKiH. Saryn-ae fblabiMy Avanortap
KynTanazbl.

Saryn K[b-aa (KasakctaHaplk Aaiekces 6a3acbiHaa), YMFTCO-ga (YATTbIK MEMAEKETTIK
FbIILIMU-TEXHWKAIK CapanTama opTablfbiHAA), Pecelinik FbinbiMy AoMeKCe3 MHAEKCIHAE
(PFAW), KnbeplleHnHkaga HaekcTeneai. Saryn peakumacbiHa TYCKeH 6apsblk Makananap
naarnaTTbl TeKcepy PaciMiHeH eTesi XaHe MaMaHAapAbIH €Ki PeT «KacblpblH» WONYbIHaH
KeWiH XapusanaHazbl.

Saryn-pe aBTOPAbIK FblAbIMY 3epTTeyep, Nikipaep, peLeHnsnap xaHe cyxbatrap
TeriH >xapuanaHagbl. XypHan pefakumanblk SXyMbICTapFa XXaHe MaKananapAbl Xapusnayra
6alinaHbICTbl HapsibIK, WhIFbIHAAPAbLI ©3 MOWHbIHA anajbl. PesakumsaFa yCbiHblFaH
MaTepuangapabl XapuanaraHbl YLWiH TeneM TeneHbelai. XXypHanabiH, pesakLmacsi
aBTOpAapAbl Kypaeni TepMUHONOrMaAaH aynak 60bin, Xanblkapanblk OKkblpMaHAapPMeH
6ainaHbIC OpHaTyFa KaMKOPJIbIK >Kacai OTbIpbIM, TYCIHIKTI XXaHe KO XeTiMai Tinge
>Kasyfa LWaKblpagbl.

XKypHanablH, pesakumanblK cascatbl XablkapanblK YAbIMAAPAbIH, FblAbIMU
KapuanaHbIMAApP 3TUKAChl XXOHIHAEri YCbIHbIMAApbIiHA Herizaenesi: bacbinbimM 3Tuka
komuTeTi — Committee on Publication Ethics (COPE), Eyponanbik fblnbiMun pegaktopaap
kaybiMaacTbiFbl — The European Association of Science Editors (EASE).

Saryn-pe XapuanaHfaH MakananapgblH, aBTopaapbl MATIHAEPAIH Ma3MyHbIHa,
COHAaN-ak, Makananapzbl Xxapusanay HaTUXeCiHAe 6arkaycbl3fa 3UAH KeNTipyi MyMKiH
YWiHLWI TyAfanapAblH ap-HaMbICbIHA, Kajip-KacueTiHE XaHe ickepik beseniiHe ToNbIK,
>xayan 6epegi. [laiekces KenTipreH kesge aBTop MeH JepekKesre cinTemMe xacany KaxerT.

XKypHanablH MypafaTTblk XXMHakTapbl KypMaHfasbl atbiHAafbl Kasak, yaTTbiK
KOHCepBaTOPUACHIHbIH, KiTanxaHacbiHAa, KP ¥aTThiK KiTanxaHacbiHAa XaHe Pecengin,
FbINbIMU Aanekce3 nHaekciHe (PFAN) eHrisinreH.

OkpblpMaHgap MeH aBTopsiap sarynjournal.kz >xxypHanbiHbIH pecMun caliTbiHAaFbI
«MyparaTTap» 6eniMiHAe LWblFapblIbIMAAPAbIH 3NEKTPOH/AbIK, HYCKAaCbIMEH TeriH TaHbIca
anagbl. MakananapapiH, PDF-Hyckanapel Creative Commons (CC BY-NC-ND 4.0) anueH3uscel
BOMbIHLLA KO XKETiMAI.

Saryn >xypHanblHblH, pefakLMACh! bIHTBIMAKTACTbIKTbIH, dPTYPAI PopMaTTapbiHa aLlbIK.
bi3 peaakuMAHbIH 31EKTPOHABIK MOLUTackbiHa Xibepyre 6onaTbiH Ke3 KeAreH yCbiHbICTapFa
KyaHbILWTbIMbI3: editor@sarynjournal.kz.

XKapwusnaHbim Tigepi — aFbUILLbIH, Ka3ak, OpbiC.
XKypHan XblablHa 4 peT Whblfapblaagbl.

Mep3simai 6acnaces 6acbiibIMbIH, akMapaTTbiK areHTTIKTI XKaHe Xeninik 6acblabiMab
karTa ecenke koto Typanbl 10.03.2023 xbinfbl N2 KZ63VPY00066116 kyanirin KasakctaH
PecnybaunkacbiHblH Aknapart XaHe KofaMAblk AaMy MUHUCTPAIriHIH AKknapat koMuTeTi 6epgai.
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Saryn — MexayHapoAHOe Hay4YHOe peLieH3npyemoe n3gaHne, OpUeHTUPOBaHHOE

Ha My6aMKaLMIo akTyanbHbIX CCAeL0BaHWN, NepeBOAHbIX MaTEPUANOB N PeLLeH3nN

Ha akaeMunyeckne TeKCTbl, My3blKa/bHble albboMbl, KWNHOGUIbMbI, BBICTAaBKW U Apyrue
Npov3BeAEeHNsA HayKu1 1 KyAbTypbl MO Hanpas/ieHUIO «/ICKYCCTBO U ryMaHUTapHble HayKu».

OCHOBHOW Lienbto Ny6avKaumin Saryn SBAAKOTCA CTaTby, B KOTOPbIX OCBELLAIOTCA
1 0bCy>XAat0TCA NCCaes0BaTeNbCkne 1 METOA0NOMMYECKMe BOMPOCh! NCKYCCTBA B KOHTEKCTE
HaLMOHaNbHOM KyAbTypbl, KPOCCKYNbTYPHOE B3aUMOZAENCTBME TPAAWLIMIA U NX aKTyalbHOE
COCTOsIHUE.

Matepuanbl, NpeAcTaBAeHHblE B PpeAaKLMo, MOTYT HbITb COCPEAOTOUEHDI
Ha TEOPETUYECKUX U IMMUPUYECKUX NCCNEA0BaHUAX, COAEPXKALLNX CUCTEMATUUYECKUIA
KauyeCTBEHHbIN UM KOJIMYECTBEHHbIN aHaAN3 JaHHbIX; KpaTKUE NCCNe0BaTeIbCKME OTUETbI
1 3aMeTKM, KOTOPbIe CYLLLEeCTBEHHO NMOATBEPXKAAIOT UAN PaCLUMPAOT CyLLECTBYOLWMNE
3HaHWA; 0630Pbl KHUT, TeaTpanbHbIX CNeKTakaewn, My3blKaabHbIX alb6OMOB 1 KOHLIEPTOB,
KMHOGWABMOB, BbICTAaBOK M ApYroro. B Saryn npuBeTCTBYOTCA Hay4Hble AVanoru.

Saryn nHaexcnpyetcs B KbLL (KasaxctaHckow 6a3e untrposaHms), HLUFHTS
(HaumoHanbHOM LieHTpe rocy,apCTBEHHOWM HayUYHO-TEXHNYECKON 3KCnepTu3bl), Poccninckom
nHAeKce Hay4yHoro umtuposaHusa (PVIHL), Knbep/leHnHke. Bece ctaTbu, noctynatowme
B pefaKLuto Saryn, NpoxoaaT npoLesypy NpoOBepKM Ha naaruat 1 nybankyroTcs nocie
MONIOXXUTENBHOTO 4BOMHOIO C/IEMOrO PELLEH3VPOBAHUSA CleLuanmucTaMu.

ABTOpPCKME HayYHble NUCCNeAoBaHNsA, 0630pPbl, PELIEH3UN U UHTEPBLIO B Saryn
nybaukytotcs 6ecnnatHo. XypHan bepeT Ha ceba Bce pacxoabl, CBA3aHHblE C peAakLMOHHbIMU
pabotamu 1 nybavkaumamMm ctatein. 3a nybavkaLmo NpeAoCTaBAeHHbIX B peAakLnio
MaTepuasoB roHopapbl He BbIMauMBatoTCs. Pefakumsa XXypHana Npu3biBaeT aBTOpPOB
nucaTb ACHBIM W JOCTYMHbIM f3bIKOM, M36eras CI0XXHOM TEPMUHONOTMN 1 3a60TACH
0 KOMMYHUWKaLMN C MeXAYHapOAHOM YNTaTeIbCKOW ayAUTOPUEN.

PesakLMoOHHas NOMTUKA KypHana OCHOBbLIBAETCA Ha PEKOMEHAALIMAX MeXAYHapPOAHbIX
opraHv3aumii No 3TMKe HayuHbIx Nybankaumin: KomuTeta no ny6avKaLMOHHOM 3TUKe —
Committee on Publication Ethics (COPE), EBponeiickoi accoLmaLmm HayyYHbix peAakTopoB —
The European Association of Science Editors (EASE).

ABTOpbI cTaTel, ony6MKOBaHHBIX B Saryn, HeCyT MONHYO OTBETCTBEHHOCTb
3a coflep>KaHune TEKCTOB, a TakxKe 3a YeCTb, JOCTOMHCTBO U AENOBYHO penyTaLuio TPeTbUx
1L, KOMY MOXET ObITb MPUUYMHEH HEYMbILAEHHBIN yLiepb B pe3ynbTaTe nybankaumnm
ctateld. [pun uMTMPOBaHMKN 06S3aTeIbHO yKa3aHWe CCbIIKM Ha aBTOpPa M UCTOYHWK.

ApxVBHble KOMMIEKTbI XypHana cogepkatcs B 6ubanoteke Kazaxckon HaLMOHaNbHOWM
KoHcepBaTopuun nMenHn Kypmarasbl, HaumoHanbHom 6ubanoteke PK 1 BkatoueHbl
B Poccuiickunii nHaekc HayyHoro uutmposaHua (PUHLL).

YuTatenn v aBTopbl MOTYT O3HAKOMUTLCS C 3NEKTPOHHOW Bepcuel BbiNMyckoB 6ecnaaTHo
B pasgesie «Apx1BbI» Ha opuLIManbHOM caiTe XXypHana sarynjournal.kz. PDF-Bepcuu cTaTtel
pacnpocTpaHsaoTca B cBOH60AHOM aocTyne no auueHsmmn Creative Commons (CC BY-NC-ND 4.0).

Pepakums >xxypHana Saryn oTkpbiTa K pa3HbiM popmaTtam coTpygHuyectsa. Mbl byaem
pazbl 0ObIM NPEANOXKEHNAM, KOTOPbIE MOXHO HanpPaBUTb Ha 3/1EKTPOHHYIO MOYTY
pesakumm: editor@sarynjournal.kz.

A3bIKKM NyBANKALUN — aHTANNCKUIA, Ka3axCKUI, PYCCKUNA.
XKypHan nsgaetcs exxekBapTasbHO.

CBYAETENBCTBO O NMOCTaHOBKE Ha NepeyyeT NeproAnYECcKoro NeyaTHoro n3gaHums,
MHPOPMALIMOHHOTO areHTCTBa U ceTeBoro mganHma N2 KZ63VPY00066116 ot 10.03.2023
BblgaHo Komutetom nHdopmauum MuHuctepctsa MHGopmMaLmm 1 0BLLLeCTBEHHOTO pPa3BUTUA
Pecnybaunkn KasaxcraH.
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Saryn is an international scientific peer-reviewed publication, focused on issuance
of topical studies, translated materials and peer reviews of academic texts, music albums,
films, exhibitions and other works of science and culture in the Art and Humanities line.

The main purpose of Saryn is to publish articles that cover and discuss research
and methodological art topics in the context of national culture, intercultural interaction
of traditions and their current state.

The materials, submitted to the editorial office, may focus on theoretical and empirical
studies containing a systematic qualitative or quantitative data analysis; brief research reports
and notes that significantly confirm or expand existing knowledge; reviews of books, theater
performances, music albums and concerts, films, exhibitions and others. Scientific dialogues
are welcome at Saryn.

Saryn is indexed on KazBC (Kazakhstan Citation Database), NCSTE (National
Center of Science and Technology Evaluation), Russian Science Citation Index (RSCI)
and CyberLeninka. All the articles, submitted to the Saryn’s editorial office, are checked
for plagiarism and published after a positive double-blind peer review by specialists.

Author scientific studies, reviews, peer reviews and interviews are published in Saryn for free.
The journal bears all expenses associated with editorial work and publications of articles.
The journal pays no fee for any publications of materials submitted to the editorial office.
The journal's editorial office calls for authors to write in a clear and accessible language,
avoiding any complicated terminology and taking care of communication with an international
readership.

The journal's editorial policy is based on the recommendations of international
organizations on the ethics of scientific publications: the Committee on Publication
Ethics (COPE), the European Association of Science Editors (EASE).

Authors of articles, published in Saryn, bear full responsibility for their text content,
as well as for honor, dignity, and business reputation of third parties who may suffer
unintentional harm as a result of a publication of any articles. The indication of the author
and the source is mandatory when citing.

The journal's archival sets are located in the library of Kurmangazy Kazakh National
Conservatory, National Library of the Republic of Kazakhstan and included in the Russian
Science Citation Index (RSCI).

Readers and authors may find the electronic version of issues for free in the Archives
section on the journal's official website, sarynjournal.kz. PDF versions of articles are freely
available under Creative Commons License (CC BY-NC-ND 4.0).

The Saryn’s editorial office is open to various formats of cooperation. We will be glad
to receive any suggestions that can be sent to the editorial office by electronic mail:
editor@sarynjournal.kz.

The languages of publication are English, Kazakh and Russian.
The journal is published quarterly.

The certificate of re-registration of a periodical, news agency and online publication
No. KZ63VPY00066116 dated 10.03.2023 is issued by the Information Committee
of the Ministry of Information and Social Development of the Republic of Kazakhstan.
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6acbIIbIMbIH, aKNapaTTbIK,
areHTTIKTi XaHe Xeninik
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bactankbl ecenke
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«KypmaHfasbl aTbiHAafbl Kasak yaTTbiK KOHCEPBATOPUACHI»
pecnybankanbik MeMaeKeTTiK MekeMecCi

(Sapyn
A6aynna Akat

PhD, npodeccop, My3blkaTaHy — STHOMYy3blkonorus kadpegpacbl, Ctambyn
YHUBEPCUTETIHIH, MemnekeTTik kKoHcepBaTopuschl (Ctambyn, Typkums)

AkToTbl PanmkynoBa
eHepTaHy gokTopbl, DBA, 6ac anpektopsl, Po3a bafnaHoBa aTbiHAafbI
KasakkoHuepTTi (ActaHa, KasakcTaH)

AnHa Onadpung

PhD, foueHT, aaebueT XaHe afbliLbIH Tisli kadeapacsl, Koctan KapoavHa
yHuBepcuteTi (Konselt, OHTyCTiK KapoanHa, AKLL)

Buprut Bénmepc

PhD, npodeccop, Teatp, KMHO XaHe TeneBnaeHne kabeapacsol,
ABepucTyuT yHuepcuteTi (¥1bibputaHms)

Buonetrta FOHycoBa

eHepTaHy AOKTOPbI, Mpodeccop, WweTensik My3bika Tapuxbl Kadeapacsl,
M. WN. YalikoBckuii aTbiHAafFbl Mackey MeMIEKETTIK KOHCepBaTOPUACHI
(Mackey, Pecei)

Cayne YTteranvesa

eHepTaHy JOKTOpPbI, Npodeccop, My3blkaTaHy >XaHe KoMMNo3uuma kabegpachl,
KypMmaHfasbl atbiHAasbl Kasak yaTTbik KOHCcepBaTopuack! (AnmMartsl, KasakcTaH)

TatbAHa MopTHOBa
eHepTaHy AOKTOpbI, Npodeccop, eHepTaHy kadeapacsl, A. H. KocbirnH
aTblHAaFbl Peceil MeMnekeTTik yHUBepcuTeTi (Mackey, Pecei)

Onuna Copokuna

PhD, AoLeHT, apT-MeHeAXMEHT XaHe npogtocepsey kadeapachl,
Temipbek XypreHos aTbiHAafbl Ka3zak yATTbIK ©Hep akageMusach
(Anmartbl, KazakcraH)

lanus beremb6eTtoBa

6ac pedakmop, eHepTaHy KaHAWAATbI, Npodeccop, My3bikaTaHy

XoHe KoMnosuumsa kadegpacel, KypmaHfasbl aTbiHAafbl Kasak yaTTbik
KoHcepBaTopuAckl (Anmartel, KasakcTaH)

[amup Ypassimbetos

6ac pedakmopbiHblH OpbIHOAcapel, HePTaHy KaHANAATbI, AOLIEHT,
apT-MeHeAXMeHT Kadeapackl, KypMaHfasbl aTbiHaaFbl Kasak yaTTbIk
KoHcepBaTopuAckl (Anmartel, KasakcTaH)

Banepua HegnaunHa

FbIIbIMU pedakmop, eHepTaHy KaHAWAATbI, AOLIEHT, My3blKaTaHy
KaHe KoMno3nuuma kadpeapacskl, Kypmarfasbl ataHgafbl Kasak yaTTbIK,
KoHcepBaTopuAckl (Anmartbl, KasakcTaH)

l'ynbaaHa TnenbaeBa
Kkasak miniHe xayanmel pedakmop, fbinbiM 6enimi, KypmaHfasbl
atbiHAafbl Kasak ynTTbik KOHcepsaTopuackl (Aamatbl, KasakcraH)

CsetnaHa Opnosa

opbIC MUIiHeH Xayanmel pedakmop, fbinbiM 6enimMi, KypmaHfasbl
atbiHAafbl Kasak ynTTbik KOHcepBaTopuackl (Aamathbl, KasakcraH)
AHppeli KpaBuos

arblIWbLIH MiTiHe Xayanmsl pedakmop, fbinbiM 6eniMi, KypmaHFasbl
atbiHAafbl Kasak ynTTbik KOHcepBaTopusachl (AamaTbl, KasakcraH)

l'yzenb HypumbetoBa
ousaliHep-6emmeywii, 6aclbl, bacnafa AeNiHri AanbliHAbIK 6enimi
(penpooprtansik), XLC «MHTenncepsuc» (Anmatbl, KasakcraH)

050000, KasakctaH, Aamatbl K., Abblnait xaH A-nbl, 86, Ten.: +7 727 261 63 64. Email: editor@sarynjournal.kz, sarynjournal.kz
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0 NoCTaHoBKe
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[lata 1 HoMep NepBMYHON

MOCTaHOBKW Ha y4eT:
19.09.2013, N2 13880-X.

PecnybankaHckoe rocyapcTBEHHOE yupexeHne
«Kazaxckas HaLuMoHanbHas KoHcepBaTopus nMeHn KypmaHrasbi»

A6aynna Akat

PhD, npodeccop, kadpeapa My3blIKOBeJ€HUA — STHOMY3bIKONIOTUW,
FocypapcTBeHHas KoHcepBaTopus CTambynbckoro yHuBepcuteTa
(Crambyn, Typums)

AkToTbl PanmkynoBa
LOKTOp nckycctBoBeseHus, DBA, reHepanbHbln anpekTop KasaxkoHuepTa
nMeHu Posbl barnaHosown (ActaHa, KasaxcraH)

AHHa Onadung

PhD, soueHT, kadespa nntepatypbl U aHTNIKCKOTO A3bIKa,
YHuBepcuteT Koctan KaponvHbl (Konsel, FOxxHas KaponvHa, CLLUA)
Buprut béimepc

PhD, npodeccop, kadbeapa Teatpa, KNHO 1 TeNEBUAEHWS,
ABEepUCTYUTCKUIA YHUBEPCUTET (YanbC, BenmkobputaHus)

Buonetrta FOHycoBa

[ OKTOP MCKYCCTBOBeZeHUs, mpodeccop, kadeapa ncropun
3apybexxHon My3blku, MOCKOBCKas rocyapcTBeHHas KoHcepBaTopus
nmenu T. N. Yankosckoro (Mocksa, Poccus)

Cayne YteranveBa

[OKTOP MCKycCTBOBeAeHMs, npodeccop, kapeapa My3blKkOBeAeHMA
1 komno3unumm, Kasaxckas HaLMoHanbHasa KOHCepBaTopus

nmeHn KypmaHrasbl (Anmatsl, KasaxcraH)

TatbAHa MopTHOBa

[OKTOP UCKYCCTBOBeAeHMs, Npodeccop, kapeapa NCKyCCTBOBeAEHNSA,
Poccuiicknin rocyapcTBeHHbIN yHuBepcuTeT umeHn A. H. KocbirnHa
(Mocksa, Poccusn)

HOnuna CopokuHa

PhD, soueHT, kadeapa apT-MeHeAXMEHTa U NMPOAOCMPOBaHNS,
Kazaxckas HaumoHanbHas akageMusa NcKyccTB nMeHn Temmnpbeka
Xyprenosa (Anmarsbl, KasaxcraH)

lannsa berembetoBa

2/1a8HbIll pedakmop, KaHAWAAT NCKYCCTBOBeAEHUs, npodeccop, kadeapa
My3bIKOBEAEHNA U KOMNO3MUuY, Kazaxckas HaLWOHalbHaa KOHcepBaTopus
nmenun Kypmarrasel (Anmatbl, KasaxcraH)

[Jamup Ypasbivbetos

3amecmumetb 21a8HO20 pedakmopd, KaHAWAAT NCKYCCTBOBEAEHMS, AOLEHT,
kabenpa apT-MeHeXMeHTa, Kasaxckas HaLMOHanbHasa KOHcepBaTopua
nmenn Kypmarrasbl (Anmatbl)

Banepua Heanaunna

Hay4HbIl pedakmop, KaHANAAT UCKYCCTBOBeAEHMA, AOLLeHT, kadeapa
My3bIKOBEAEHNA 1 KoMno3nuum, Kasaxckas HaLOHaibHaa KOHCepBaTopums
nmMmeHn KypmaHrasbl (Anmatbl, KasaxcraH)

l'ynbpaHa TnenbaeBa
omeemcmeeHHsbIl pedaKkmop ka3axckozo s3eblka, OTAen Hayku, Kasaxckas
HalMoHanbHasa KoHcepBaTopusa uMeHn Kypmarrasbl (Anmartsl, Kasaxcrar)

CeeTtniaHa OpsioBa

omeemcmeeHHbIl pedakmop pycckozo A3bika, oTaen Hayku, Kasaxckas
HaLMOHaNbHas KoHcepBaTopua nmerHn Kypmanrasel (Asmatsl, KasaxcrtaH)
AHppeli KpaBuos

omeemcmeeHHsIl pedakmop aH2/1ulickozo f3bika, oTAen Hayku, Kasaxckas
HaLMOHanbHas KoHcepBaTopua nmerHn Kypmanrasel (Asimatsl, KasaxcTtaH)

l'yzenb HypumbetoBa
du3saliHep-sepcmanbUjuk, PyKOBOAUTENb, OTAEN AOMNEYaTHOW NOArOTOBKM
(penpoueHTp), TOO «HTenncepsuc» (Anmartbl, KasaxcraH)

050000, KasaxctaH, r. AamaTtel, np. A6binait xaHa, 86, Ten.: +7 727 261 63 64. Email: editor@sarynjournal.kz, sarynjournal.kz
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Kipicne ce3

©3iHiH 80-XbINAbIFbl KapcaHblHAa KypMaHFasbl aTbiHAaFbl Ka3ak yATTbiK KOHCEPBATOPUACHI
FbIIBIMU-LUbIFaPMAaLLbIAbIK AaMYAbIH XaHa AdyipiHe ask 6acTbl. byn 2013 xbingaH

6epi apTypi 3epTTEYNEepre TObI y3ak Tapuxbl 6ap KaHe Ae eHep FblabIMblHA KOCKaH

yneci 6ap Saryn >ypHanbiHa fa acep eTTi. bi3 eHep xaHe rymMaHuTap/bIK FblibiMAaP
canacblHAafbl 3epTTeyNepAiH Xanblkapablk AeHreriHe Wbify MaKcaTbiHAA peLeH3naiaHfFaH
SKYPHaNbIMbI3AblH, peAakLUnsabIK cascaTbiH XXaHapTTbIK. bi3giH XaHagaH XuHanfaH
pefakumanbIk anka ywwiH Saryn xaHa cascaTblH KoHcepBaTopus pektopbl ApMaH
XKyanebaes KongaraHbl yAKeH KyaHbllw 60aabl. bi3 xaHa caliT kypbin, XKXOO-gap apacbiHaa
npe3eHTaLMs OTKi34iK, eHAi MiHe, Ci3gepaiH anjapblHbl3ga My3blka, 6anet, beiHeney eHepi,
CoHAan-ak punocodus xaHe ceMmoTnKa Macenenepi 6oMbIHLA FblNbIM 4OKTOPAaPbl MEH
KaHAWAATTapbIHbIH ©3eKTi MaTiHAepiHeH TypaTbiH 2023 XbINfbl anfallKbl HOMIpI.

MakananapgbiH, MasmyHbl Typasbl KblCKalla anTbin 6TCeM.

TatbsiHa MopTHOBaHbIH, (Mackey, Pecell) MakanacbiHAa — OpbIC baneTiHe apHanfaH
rpadukanbik XXyMbICTapAblH biperei cepuacbiH xacafaH baneT apTici xaHe XIX facbipablH,
COHbI MeH XX FacblpAblH, 6acbiHAaFbl cypeTLui MaBen iBaHOBMY [OHYAPOBTbIH LblFapMaLlbl/blfbl
KapacTblpblifaH. 3epTTey aBTOPAbIH Heri3iHeH TapUXN-M3AEHN XXSHe TUMONAOTNANbIK,
3epTTey dAicTepiH KonAaHa oTbipbin, 1. FTOHUapOBTbLIH beiHeney XyMblcbiHAa HipkaTap
barbITTapAbl 6enin KepceTeTiHAiriMeH: keninkepaepaiH, aktepik 6eHenepi, «bakbIT KyCbl»
6aneTtiHe apHanfaH ackmzgep, Pegop JIoNyXOBTbIH «DNEMHiH, YbIbIFbI» 61 CUMPOHMACHIHA
aBTONIMTOrpadus xaHe Hanet bacbinbIMAaPbIHA apHafaH Kitan rpaduKacbiMeH
Kbi3blKTbipazbl. Ocbinaniwa, T. [lopTHOBa MoAepH AdyipiHaeri 61 naacTukack! Ken Hyckanbl
KepKeMAIK-CTUNNCTUKANbIK 9AiCTepi Xacadbl Aen caHaiAbl, OHbIH 6ip Mblcasbl Xeke
3KCNpeccuBTi Kypangap xyreci 6ap IN. FoH4apOBTbIH, XYMbICbIHAaFbI 6elHeni popmartsl
60/bIN Tabblnagbl.

Pepakumanbik anKaHblH, LWeLliMi 60MbIHLLIA MaKana afblLbIH XaHe OpbIC TingepiHae
XapwuanaHagbl. Hemipre eHrisinreH 6acka 6apablk MaTiHAep, Saryn peAakUmanbik cascaTbiHa
Calikec Ka3zak >kaHe opbIC TingepiHAeri aHAaTnanapAbl Koca anfaHaa, aFbUlLLbIH TiliHAge
XapuanaHagbl.

Buonetra FOHycoBa (Mackey, Pecelt) «3amaHayn KOMMO3UTOP XaHe 91eM My3blKachl:
@3apa apekeTTecy Macesnenepi» aTTbl eHberiHge 3aMaHayy KOMMNO3UTOPAbIH, S/1EMHIH,
My3blKa/blK M3JeHMeTTepiMeH, OHbIH, iwiHAe LLbiFbic neH baTbicTafbl epekLuenikTepiMmeH
©3apa spekeTTecy MaceneciH kapacTtbipagbl. Mbican peTiHge Onnebe MeccmaHHbIH,
KapnxenHy CtokrayseHHiH, [xoH Keligxain, TaH JyHHbiH, bakup basxyHOBTbIH, Xannm
Onb-[1abTbIH xa3banapbl kenTipiareH. ABTOp «A3uma My3blkacbiHAa KanbintackaH LLbiFbic —
BaTbiC BEKTOPbIH TO/ILIKTbIPATbIH X8HEe 3aMaHayu XafablH 63iHAIK epekLueniriH
aHbIKTaTbIH Lbifbic — LLbiFbiC XxaHe LLbiFbic — anem apekeTTecy BeKTOpaapbl epekiueneHesi»
Aen xasazbl. Ocbl BeKTOpaapAblH Naga 60aybl MeH KanbinTacyblHbliH, apkacbiHga B. FOHycoBa
Kenik KypanAapblHblH, 6ainaHbICTbIH, AblObICTbI HeKiTyAiH TeXHUKaNbIK KypanAapbliHbiH amybl,
coHgal-ak A3ns My3bIKacblHbIH 71€MAIK MaJEHM KeHICTiKKe eHy YPAiCi XKaHe KOMMO3UTOPAblH,
KeHipeK KapbIM-KaTblHaC KaXeTTifiri cMakTbl GakTopaapAbiH PesiH atan etes,.

Anbmupa Hayp3sb6aeBa xaHe [luHapa CalikeHeBa (AnmaTbl, KazakcTtaH) «MudonormsHblb,
CceMMOTUKanblK daeyeTi: nocTMeTadu3nKablK HYCKa» MaKanacbiHaa «MUQOAOra» YFbiMbIH
TyCiHAipe OTbIpbIn, 3K3UCTeHUManabl punocodus naeanapbiMeH «3apagranfan» Knog flesu-
CTpOoCCTbIH iniMiHe cyneHeai, by «kon acTbl» KyObIbICbIH dN1eMre Tikenen ce3imTaniblKTbiH
KepiHici peTiHae alyFa biknan eTTi. Ocbl Makanasa CMMBOAAbIH KacneTTi TabufaTbl Typabl
naeanap MMGONOrna Typasbl dHIIME XYPri3y MyYMKIHAINH CUMBOAAAFbI KACUETTI, epekLue
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MaHbI3bl XXOHE 3aTTblK KOATAY dAicCi peTiHAe Herizgeai. CUMBOAAbBIK KacneT KeHicTikTe Hap
>K9HE OHBbIH, XOFasybl OHbl benrire anHanabipasbl gereH 6oaxam bap.

XypHanabl TorxkaH MonganimHiH, (Anmatsl, KasakcraH) KasakctaH MekTen okyLubliapbl
kaTbickaH «KeHin bipfafbl. Ce3iM camfaybl» aTTbl Pecnybavkanbik 6eliHeney eHepi KOpMeCiHiH,
aBTOPJIbIK XX06aCbIH cMMaTTanTbiH MOTIHMEH askTaizbl. Kepme xobacblH TyCiHy MaKcaTbliHAA
Jepekkesjepre WOy Xacanibl XaHe 6ananapAblH LblFapMaLlibliblK X06acbiH YbIMAACTLIPY
MeH eTKI3yAiH, Ty>KblpbIMAaMasblK XoHe NpakTuKanblk Tacingepi Tyxoipbimgansbl. Kepme
HapblCbiHAa a1eYMETTIK MekeMenepain 6ananapbiHa apHanfaH benrini cypeTwwinepain,
3KCKypcuanapbl MeH MacTep-kaacTapbl, CoHAan-ak KasakctaH MeH PeceligiH, xofapbl OKy
OPbIHAAPbIHbIH, CTYAEHTTEPI MEH MarucTpaHTTapbiHbiH KaTbiCybiMeH Science Café eTkizingi.

Ocblnaiiwa 6i3ain anfalikbl HEMIpIMI3 Naiga 6oaabl. bi3 6apabik aBTOpPAapFa,
peLieH3eHTTepre XaHe oKblpMaHgapfa Bi3AiH XXypHanabl JambiTyFa XaHe TaHbIMan eTyre
KOCKaH yaecTepiHi3 yLWiH anfbic aitambi3! COHbIMeH KaTtap 6i3 fblibIMK HisliM >KaHe
ryMaHWUTapblK FblIbIMAbI 91eMAIK KeHICTIKKe inrepinety cananapblHAafbl MHHOBALMANBIK,
naesnapabl Taakblaayfa KaHe bIHTbIMaKTaCTbIKKa aLlblIKMbl3 Aen KOCKbIM KeneAi.

Aamup Ypazsvimbemos,
pedakmop
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BCTyI'I ntesibHoe CJ10BO

B kaHyH cBoero 80-neTus Kasaxckas HaLMoHa bHas KOHcepBaTopus uMeHn KypmaHrasbl
BCTYMaeT B HOBYHO 3Py Hay4HO-TBOPUECKOro Pa3BMTUS. DTO KOCHYOCh W XypHana Saryn,
koTopsblin ¢ 2013 roga MMeeT NPOAOCIKUTENBHYH UCTOPUIO, HAMONHEHHYHO Pa3INYHbIMM
NCCNesoBaHNAMU W, Clef0BaTeIbHO, BKIALOM B HayKy 06 nckycctee. Mbl 06HOBUAN
pesakLMOHHYH NMOJUTUKY HaLlero peLieH3vpyemMoro XypHaa C Liesibio BbINTH

Ha MeXAYyHapOAHbIV YPOBEHb UCCNeL0BaHMI B 061aCTV UCKYCCTBA Y TYMaHUTAPHbIX HayK.
[ns Hawei BHOBb COBpaHHON pesakLMOHHOM KoANernm 6bi10 60/bLLION PajoCTbio,

UTO HOBYH MONUTUKY Saryn nozaaep>xan pektop KoHcepBaTopum Apmat Xyzebaes.

MbI cO3zan1 HOBbIV CalT, MPOBE/IN MPE3eHTaLMI0 CPesu BY30B, M BOT HaKOHEL, Nnepes,
Bamu nepBblii Homep 3a 2023 rog, CoCTOALWMIA U3 aKTyaslbHbIX TEKCTOB AOKTOPOB

W KaHAMAATOB Hayk Mo npobaemMam My3bikanbHOro, 6aneTHoro, M306pasnTensHOro
MCKYCCTBA, a Takxke GUNocodpmm 1 CeMUOTUKM.

KpaTko pacckaxy o cogep>kaHum cTaTen.

B craTbe TaTbsiHbl MopTHOBOI (MockBa, Poccuns) paccmaTpuBaeTcs TBOpYecTBo aBna
ViBaHOBMuYa OHUYapoBa — apTucTa HbaneTa 1 XyaoXKHUKa KoHLa XIX — Hauana XX Beka,
CO3/]aBLLUErO YHWUKaIbHYIO ceputo rpaduyecknx paboT, MOCBALLEeHHYIO pycckoMy banety.
ViccnepoBaHve npusiekaer TeM, YTO aBTOP, MCMOb3YA NPENMYLLECTBEHHO NCTOPUKO-
KYNbTYPONOrMYECKNA U TUMONOrNYECKUA METOAbI UCCe0BaHMS, BbIAENAET P HarnpaBaeHWi
B 1306pasuTesibHoM TBOpUecTBe . ToH4apoBa: NepcoHaXxHble akTepckune obpassbl,
Habpocku k banety «XKap-nTuua», asTonmtorpadum k TaHucumporHun Pegopa Jlonyxosa
«Bennume Mmnpo3sgaHua» 1 KHUXKHyo rpaduky K 6aneTHbIM nsgaHunam. Takum obpasom,

T. MopTHOBa cumMTaeT, 4YTO TaHLEeBaAbHas naacTka 3noxm MoAepHa co3gana MHOroBapuaHTHbIe
XYZAOXeCTBEHHO-CTUINCTUYECKME NMPUEMbI, OLHUM 13 MPUMEPOB KOTOPOro ABAAETCA
ob6pazHbiin popmaT paboT M. FoHYapoBa, NPy 3TOM 06/1a4at0LLMX MHAMBUAYANbHOW CUCTEMOM
BblPa3nNTeNbHbIX CPEACTB.

CTaTbsl MO peLLeHNIO peaKoanernn nybankyeTca Ha aHIIMRCKOM U PYCCKOM f3bIKax.

Bce apyruve TekcTbl, BOLLeALINE B HOMeP, MNyBAVKYIOTCA Ha aHINIACKOM A3biKe, BKItOYas
pa3BepHyTble aHHOTALMWN Ha Ka3aXxCKOM M PYyCCKOM A3blKax.

BuonetTa FOHycoBa (MockBa, Poccus) B pabote «CoBpeMeHHbI KOMMO3UTOP
1 My3blKa MUpa: BOMPOChl B3aMMOAENCTBMA» paccMaTpuBaeT npobaemy B3anMoAenicTBus
COBPEMEHHOr0 KOMMO3MTOPa C My3blKaabHbIMM Ky/bTypamu Mupa, B TOM Yncie ee
cneundurky Ha Boctoke n 3anage. B kauectse npumepos npviBegeHbl counHeHna Onmebe
MeccunaHa, KapaxaHua LLtokxay3eHa, [xoHa Keligxa, Tanb [yHs, bakmpa basxyHoBa,
Xanuma Snb-aba. ABTOP NMULLET O TOM, YTO «B My3blke A3UK BbIAENAIOTCA BEKTOPbI
B3ammogencTemsa Boctok — Boctok 1 BocTok — Myp, KOTOpble JOMOHAIOT CAOXMBLUNACA
BekTOp BocTok — 3anag v onpegenstoT ceoeobpasne coBpeMeHHOM cuTyauunm». brarogaps
BO3HMKHOBEHWIO W CTAaHOBJIEHMIO JaHHbIX BeKTOPOB, B. FOHycoBa oTMeyaeT poab Takux
baKTopOB, Kak pa3BuTME CPeACTB TPAHCMOPTA, CBA3W, TEXHNYECKMX CPeACTB duKcaumnm
3BYKa, a TakKe TeHAEHLMIO BXOXAEHMA My3blkn A31K B MMPOBOE Ky/NbTypPHOE MPOCTPaHCTBO
1 noTpebHOCTb KOMMNO3uUTOpa B bosiee LNPOKOM ObLLLeHMN.

Anbmupa Hayp3s6aeBa 1 [luHapa CalikeHeBa (AnimaTbl, Ka3axcraH) B cTaTbe
«CeMMnoTMYecKunii noTeHLman MruPoNormku: nocTMeTadpusnyeckas Bepcus», 06bacHaAs
noHATMe «Mnponornka», onmparorca Ha ydeHne Knoga Jlesn-Crpocca, «3apsaxxeHHoe»
naeaMM 3K3UCTEHLMaNbHOW punocodmu, KOTopble COAENCTBOBaNM PACKPbLITUIO peHOMeHa
«MOAPYYHOCTU» Kak NPOABAEHNS HEMOCPEACTBEHHOW YYBCTBEHHOCTU K MUPY KaK CyLLieMy.
Pa3BopaunBaemble B JaHHOW CTaTbe MAEN O CaKpabHOW NPMpPOoAe CUMBOA CYXKMIN

| |
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060CHOBaHMEM BO3MOXHOCTM BECTV Pa3roBop 0 MUPOOrunKe Kak o cnocobe KoAMpOBaHMS
cakpasibHOro, 0cob6o 3HauMMOro U BeLLHOro B cuMBosie. [lenaeTca npeanonoxeHve,
4TO CMMBONYECKOE BbITyeT B MPOCTPAHCTBE CakpaibHOro, MoTeps KOToporo npeobpasyet
€ro B 3HaK.

3aBepluaeT XypHan TekcT TorkaH Monganum (Anmartsl, KazaxctaH), npeAcTaBAstoLLMA
aBTOPCKMI NpoeKT PecnybanKkaHCKOW BbICTaBKM M306pa3nTeNbHOro UcKyccTBa «TaHel,
cepaua. Monet Aylwin», B KOTOPOM NPUHAAN yyacTue AeTu-LukoabHukn KasaxcraHa. C uenbto
OCMbIC/IEHMS BbICTABOYHOIO MpoeKTa NPoBeseH 0630p MCTOUHWKOB 1 CHOPMYANPOBaHbI
KOHLIeNTya/ibHble 1 NpakKTUYeckme NoAXOAbl K OpraHn3aLmmn n NpoBeeHNIo 4eTCKoro
TBOPYECKOro npoekTa. Bo Bpems npoxoxaeHuns BbICTaBKW OblM OpraHn30oBaHbl 3KCKYpCmm
M MacTep-KaacChbl U3BECTHbIX XYAOXHWUKOB AN AeTei U3 CoLManbHbIX YUPEXAEHWUI, a TakKe
Science Café c yuacTuem cTyeHTOB 1M MarmcTpaHToB By3oB KasaxctaHa n Poccuu.

Takum 0b6pasoM CIOXKMUACS Hall NepBblil HoMep. Mbl 6i1arogapum BCex aBTOpPOB,
PELIEH3EHTOB ¥ UMTaTeNell 3a Ball BKAAZ B Pa3BUTVE U NMOMNYAAPU3aLIMIO HALLEro XypHana!
Octaetcs 406aBUTb, UTO Mbl OTKPbITbI K COTPYAHUYECTBY, KOIabopaLmsam 1 06Cy>aeHnIo
MHHOBALMOHHBIX UZel B 061aCTAX Hay4YHOTO 3HaHWA U MPOABWXKEHUSA TYMaHWUTapHOW HayKu
B MUPOBOE MPOCTPaHCTBO.

Aamup Ypazsvimbemos,
pedakmop




N2 1. 2023

(Sapyn

Foreword

On the eve of its 80th anniversary, Kurmangazy Kazakh National Conservatory is entering

a new era of scholarly and creative development. This affected Saryn as well,

which since 2013 has a long history filled with various studies and, consequently, adventures,
contributions to the art science. We have renovated the editorial policy of our peer-reviewed

journal with the aim to reach international research level in the arts and humanities. It was

a great pleasure for our newly assembled editorial board that Saryn's new policy is supported
by Rector of the Conservatory, Arman Zhudebayev. We have created a new website, held

a presentation for universities, and finally here is the first issue for 2023, consisting of topical

texts by PhDs and Doctors of Science on the issues of musical, ballet, fine arts, as well

as philosophy and semiotics.

| will briefly tell you about the content of the articles.

The article by Tatiana Portnova (Moscow, Russia) examines the work of Pavel Goncharov,
a ballet dancer and artist of the late XIX — early XX century, who created a unique series
of graphic works dedicated to Russian ballet. The study attracts by the fact that the author,
using mainly historical-cultural and typological research methods, identifies a number
of areas in the visual creativity of Pavel Goncharov: actor images of characters, sketches
for the Firebird ballet, autolithographs for Fyodor Lopukhov's the Greatness of the Universe
dance symphony and book graphics for ballet publications. Thus, Tatiana Portnova believes
that the dance plasticity of the modern era has created multivariate artistic and stylistic
techniques, one example of which is the figurative format of Pavel Goncharov's works,
while having an individual system of expressive means.

The article is published in the English and Russian languages by the decision
of the editorial board. All other texts, included in the issue, are published in English,
including detailed abstracts in the Kazakh and Russian languages.

Violetta Yunussova (Moscow, Russia) in her work Contemporary Composer
and the World Music: Interaction Issues examines the problem of interaction of a modern
composer with musical cultures of the world, including its specifics in the East and West.
The works of Olivier Messiaen, Karlheinz Stockhausen, John Cage, Tan Dun, Bakir Bayakhunov,
Halim El-Dabh are given as examples. The author writes that “in Asian music, East-East
and East-World interaction vectors are distinguished, which complement the existing
East-West vector and determine the modern situation originality.” Due to the emergence
and formation of these vectors, Violetta Yunussova notes the role of such factors
as the development of means of transportation, communications, technical means
of sound capturing, as well as the trend of Asian music to enter the world cultural space
and the need for a composer to communicate more widely.

Almira Naurzbayeva and Dinara Saikeneva (Almaty, Kazakhstan) in the article
The Semiotic Potential of Mythology: Post-Metaphysical Version, explaining the concept
of “mythology”, rely on the teaching of Claude Levi-Strauss, “charged” with the ideas
of existential philosophy, which contributed to the disclosure of the “handiness” phenomenon
as a manifestation of direct sensuality to the world as it exists. The ideas, developed
in this article, about the sacred nature of the symbol served as a justification for the possibility
of talking about mythology as a way of encoding the sacred, especially significant and real
in the symbol. An assumption is made that the symbolic exists in the space of the sacred,
the loss of which transforms it into a sign.

The journal concludes with a text by Togzhan Moldalim (Almaty, Kazakhstan),
which describes the author's project of the “Dance of the Heart. The Flight of the Soul”

s |
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republican exhibition of fine arts, which was participated by schoolchildren of Kazakhstan.
In order to comprehend the exhibition project, a review of sources was conducted

and conceptual and practical approaches to organizing and conducting a children’s
creative project were formulated. During the exhibition, some excursions and master
classes of famous artists were organized for children from social institutions, as well

as Science Café with the participation of students, including master’s students of higher
education institutions of Kazakhstan and Russia.

This is how our first number was formed. We thank all the authors, reviewers and readers
for your contribution to the development and popularization of our journal, and we hope
that our joint work is not in vain. It remains to add that we are open to cooperation,
collaboration and discussion of innovative ideas in the fields of scholarly knowledge
and the promotion of humanities into the global space.

Damir Urazymbetoy,
editor
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Tatiana Portnova'

" Alexey Kosygin State University of Russia (Moscow, Russia)

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

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
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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).

‘ 26 ‘ Tatiana Portnova



No. 1. 2023

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.
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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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TatbsAHa lNopTHOBA

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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TatbsAHa lNopTHOBA

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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UDC | TartbsHa MopTHOBA'

7.036.575
" Poccutickuli 2ocydapcmeeHHsil yHusepcumem umeHu A. H. KocelzuHa (Mockea, Poccus)

banet [NaBna loHuapoBa n moaepH:
Ha NepekpecTke ABYX MeTO40B OA4HOIO CTUAA

AHHOTauuA B ctraTbe paccmaTtpumBaetcs TBopuecTtBo [NaBna BaHoBuuya NoHuapoBa (1886-1941) —
apTucTa H6aneTa N XyAOXHWKa, HE CTONIb M3BECTHOTO CPeAW MacTepPOB PYCCKOro
MOJEepPHa, O4HAKO MHTepecHOro aBTopa koHua XIX — Hauana XX Beka, co3saBLuero
YHUKaNbHYH ceputo rpaduyeckmx paboT, NocBALLEHHYO pycckomy banety.
AKLEHTMPYA BHYMaHWeE Ha XyAOXeCTBEHHbIX OCOBEHHOCTAX CTUAA MOZAEPH, aBTOP
OTMeUaeT, YTO XYAOXKHWUK Hayas CBOe Pa3BUTME C apXUTEKTYpPbl, AeKOPaTUBHO-
NPVIKAaAHOrO UCKYCCTBA, rPaduKM 1 pacnpoCcTpaHuICa Ha Xxopeorpaduio, B TOM Yncie
Ha K/JlacCMYecKkunin TaHew,. Bsanmogencteme cMeXHbIX UCKYCCTB (rpadukn 1 baneTta)
npviBeso K 06pa3oBaHMIO CUHTETUYECKMX BM3YyaNbHbIX 06pa3oB, KOTOpPbIe
aHaAM3NPYIOTCA B CTaTbe B MOPPOIOrMUYeCcKOM, CTUANCTUHECKOM, KOMMO3ULIMOHHOM
KOHTeKcTax. Vicnonb3ya npenmyLecTBEHHO NCTOPUKO-KY1bTYPOIOrMYeCcKniA

M TUMNONOTUYECKNI METOAbl NCCNEe[0BaHMNA, aBTOP BblAeNAET PAA HanpaBaeHW

B n306pasmtensHoM TBOpYecTBe [1. [OHUapoBa: NepcoHaXKHble akTepckune obpassl,
Habpocku Kk banety «Xap-nTuua», aBTonmtorpadum K TaHucumboHum desopa
JlonyxoBa «Bennume MnposgaHna» 1 KHUXXHYH rpadurky K 6aneTHbIM n3gaHusam.
MpoBoAATCA aHaNOTMW C ICTETUKOWN MPOU3BEAEHNI XYAOXKHMKOB «Munpa nckyccTea»,
rpadurka KOTOPbIX BKArOYaNa TeaTpaav30BaHHbIV KOHLLENT, NPOABAAACE B PUCOBAHHOM
CUNY3THOCTU n306paxeHns, 3GPeKTHbIX MO3ax 1 XecTax, akTepPCKOoW YyBCTBEHHOCTH,
CLLEHUYHOCTW KOCTIOMOB. [lenaeTtcs BbIBOZ O TOM, UTO TaHLeBa/lbHaA NaacTuka MojepHa,
3aMMCTBYSA MHOTVe 31eMeHTbl rpaduyeckoro a3bika Ha pybexke XIX—XX BekoB, co3gana
MHOroBapuaHTHble Xy0XXeCTBEHHO-CTUANCTUYECKNE MPUEMbI, OAHVUM U3 NMPUMepPOB
KOoTOporo sBaseTcs obpasHblin popmat pabot M. V. FToHuapoBsa, npu 3ToM obnasaroLLmx

WHANBUAYANbHOW CUCTEMOW BblPa3nTe/bHbIX CPEACTB.
ABTOp npountan
v 0go6pnn Knrouesole cnoea: I. V. ToHuyapoB, 6aneTHas cepus, CTUIb MOAEPH, TBOPYECKU METOZ,

oKoHHaTe/bHoIN rpadnueckuii A3bIK, NAaCTMKa TaHLa, CUHTETUYECKU 06pas.
BapuaHT pykonumcu

v 3anesAeT 06 Jns yumupoearus: MopTHosa, T. B. banet MNaena loHYapoBa 1 MogepH: Ha nepekpecTke
OTCyTCTBUM
KOHGAMKTA ABYX MeToZ0B ogHoro ctuaa // Saryn. —2023. - T. 11. - N2 1. - C. 34-51.
VHTepecos. - DOI: 10.59850/SARYN.1.11.2023.16.
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B pegakuuto: 24.01.2023 peueH3vposaHusa: 09.02.2023 K ny6avkauuw: 14.02.2023
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BeeaeHue. Ha pybexe BeKOB pyccknin banet 3aHsan Bedyllee MeCcTo B MUPOBOM
xopeorpapuueckom nckyccrae. Cnoxmsluasca wkona XIX B. uMena yctonumBblie
Tpagunn. HoBble BEAHWNSA, CBA3AHHbIE C MOABAEHNEM CTUAA MOZEPH, OTPasmBLUNeCA

Ha XyAO0>XKeCTBEHHOW KynbType pybexa XIX-XX BB., NTOBAVAAN 1 Ha UCKYCCTBO baneTa.
YXoAanT B NpOLW/IOe TUM 3PeIULLHOIO MHOFOAKTHOIO CMeKTakaa ¢ MaHTOMUMHbIMMA
CLeHaMWN N KaHOHNYeCcKnmMu GopMamm KNacCM4eckoro TaHLa, Ha aBaHCLEHY BbIXOANT
pPeXnccepcknin Teatp, OA4HOAKTHbIN baneT n xopeorpadunyeckas MuHnaTopa. Pepopmbl
M. M. ®okurHa pa3gBuratoT rpaHnLbl XXaHPOBOW, TEXHUYECKON 1 06pa3HO-CTUEBOM
NHTepnpeTaunn xopeorpaduyecknx nponssegeHnii. Obpasbl BOCTOYHOW POCKOLLN,
YTOHUYEHHOTO POMaHTU3Ma, aHTUUYHOW KPacoTbl, HaLMOHaAbHOro GOAbKIOPa YacTo
noaBnatoTca B 6aneTHbIx cnektaknax. OcBavBas HOBble TeMbl, Xopeorpadbl N XyA0XKHNKM
NprobpeTaroT CMEXHBIN OMbIT TBOPYECKOTO YHUBEPCaNM3ma, paboTtas B pa3Hbix chepax
NPOCTPaHCTBEHHO-MAACTUYECKMX UCKYCCTB.

B 3TOW CcBA3M yMecTHO Ha3BaTb uMs I. V. ToHuapoBa. B ero pasHoobpasHom
TBOPYECKOW XXN3HN MOXHO BbIAENNTb PAL YCTOMUYMBbIX MHTEepecoB. Kak apTncT baneta
OH chopmMMpoOBasCA B TeaTpe, HO ero TBOpYeckoe CaMOCO3HaHue, NpodeccMoHanbHoe
OTHOLLEHMe K NCKYCCTBY POAMAOCh B rpaduke. Tak, He 3aMeHAs O4HO APYrUM, @ B3aVIMHO
oborawas, y lN. FoH4YapoBa MAET OA4HOBPEMEHHAasA, NocaeAoBaTelbHaa paboTa B TeaTpe
1 B n306pasntenbHOM UCKyccTBe. Hapsaay C M3BEeCTHbIMW TeaTpasibHbIMU AeKopaTopamu
OH CTaHOBWUTCA OAHUM U3 CaMblX MHTEPECHbIX N MPOPECCUOHaNbHbIX BaneTHbIX
XyAOXHWKOB cBOero BpemMeHn. OgHako, B otTanume ot A. H. berya, J1. C. bakcTa,

H. K. Pepuxa, M. B. JoBy>KMHCKOro 1 ApYyrmux N3BeCTHbIX MacTEPOB, TBOPYECTBO
M. V. ToHyapoBa ocTaeTcst HeMcCNeA0BaHHOM CTPaHULIEN B MMPOBOM MCKYCCTBO3HaHUW.

YunTbiBas MHOroacneKkTHbI XapakTep Ha3BaHHbIX MPO6aeM, CBA3aHHbIX C BbIBJEHNEM
3aKOHOMEPHOCTEN U YCNOBUIM BO3HMKHOBEHWA HOBbIX BblPa3nTENbHbIX CPEACTB,
npoasmsLLMxca B nckycctee lN. M. ToHUapoBa, a Takxke OTCYyTCTBMEM CreLmanbHbIX
nybamKaunin o ero TBOpPYECTBE, ONpesenseTcs akTyalbHOCTb Halwen paboTsbl.

Llenb nccnepoBaHuns — BbiiBAeHME 06pa3HbIX KOHLIEMNLMA TBOPYECKOrO MeToAa
M. FoH4YapoBa B yC/I0BMAX Pa3BUTUA CTUAA MOAEPH, Pa3BUBAKOLLEroCs B KOHTEKCTe
CUHTe3a rpaduyeckoro n 6aneTHOro NCKyccTB.

OcCHOBHbIe 334a4u UCCNe0BaHuA:

* 06paTUTbCA K OOLWNM TEHAEHUMNAM Pa3BUTUA CLLEHUYECKOTO 1 n306pa3nTenbHoro

NCKYCCTBA, CIOXKMBLUMMCA B Xy OXECTBEHHOM CO3HaHMK Ha pybexe XIX-XX BB,

« 0603HaunTb acnekTbl TBOpYecTBa 1. V. ToHuapoBa B chepe rpadryeckoro nckyccrea;
¢  paccMOTPEeTb Napagnrmy XyAoXKeCTBEHHbIX 06Pa30B, COCYLLECTBYHOLLYHO

1 B3aUMOZENCTBYHOLLYHO C MPUHLMMAMWN CTUAA MOAEPH;

* onpeaenTb 0COBEHHOCTN UX CO3AaHNs Ha NepekpecTke BUAOBOKN cneumnduKkn aByx

MCKYCCTB B pamKax eAnHoro CTuas;

* MpOaHaNM3MpPOBaTb aKTEPCKME POAN, NHTEPNPETUPOBAHHbIE B MPOCTPAHCTBO
rpaduyeckoro nncTa;

* oueHuTb BKnag M. V. lToH4YapoBa B XyA0>XXeCcTBEHHOe Hacnene, NOCBALLEeHHOe
pycckomy banerty.
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Martepuanbl n metogbl. B nccnegoBaHnmn ncnonb3oBaH MCTOPUKO-KYAbTYPONOTNYECKNN

aHanu3, No3BO/IAOLWMIN NPEeACTaBUTb MEPNOA, B KOTOPOM NPOTeKano TBOPYECTBO

M. FoH4apoBa. TNoNOrnYeckii MeToA NCCNEL0BaHNSA BbiABMA 0OLLME YepThbl,

CBOWCTBEHHbIE ANS MHTepnpeTaLmm 6aneTHbix 06pa3oB, CO34aHHbIX UM B aBTOAUTOrpadusx.

Xyf,0XeCTBEHHO-3CTETUYECKMI U CPaBHUTENbHBIA METOAbI Aann BO3MOXHOCTb

nccnegoBatb MOPGONOrMUYECKUIA, CTUANCTUYECKUIA Y KOMMO3ULMOHHbIA KOHTEKCT

npownssegeHni M. V. ToH4YapoBa B CONOCTaBAEHUN [BYX BapUaHTOB MOAEPHa

(B TaHLLeBaNbHOM ¥ M306pasnTeNIbHOM), pacnpocTpaHeHHbIX B 3noxy CepebpsaHoro Beka.
VHdopmaLmOoHHY 1 TeopeTnyeckyro 6aly nccnegoBaHns COCTaBUNO

HemnocpesCTBEHHOe 3HaKOMCTBO C paboTamu apTucta baneta u xygoxHwmka M. FToH4YapoBa

B My3elHbIX GoHAax [0CyAapCTBEHHOMO LEeHTPabHOMO TeaTpaibHOro My3es MMeHU

A. A. baxpywuHa (TLTM), My3es kHurn Poccniickor rocygapctseHHon bubamnotekm (PTb)

n B dpoHaax CaHkT-lNeTepbyprckon rocysapcTBeHHOM TeaTpanbHon 6ubamnotekn (MT6).

Vicnonb3oBanncb neyaTHble NCTOYHMKMW, 3aTparBatoLLne pasivyHble HanpasaeHma

durnocodpckon n NCKyCcCTBOBEAUECKON MbICAHK, a TakxKe baneToBegueckas amMtepaTtypa,

ocBelLaroLLas NpobaeMbl MONCKA HOBbIX BblPa3nTe/bHbIX CPEACTB, NPOSBAAOLLNXCS

B Xopeorpadun Ha pybexxe XIX-XX BB.

Pesynbrathl. 1. [1. FoHYapos — apmucm u xy0oxxHuk. [Moucku cmuns.

Bce cywecTBytowme ynoMmHaHus o . FoHYapoBe, KOTOpble YAan0Ch BbiBUTb

N3 CyLLLeCTBYHOLLMX NCTOYHMKOB, KacartoTCs B OCHOBHOM Chepbl ero XyA0>XKeCTBEHHOW
featenbHocTu. «C AeTCKUX N1eT yBAeKaNCs pUCOBaHNEM, MeyTa CTaTb XYAO0XHNKOM

1 6eccnopHoO, N0 MHOTUM AaHHbIM, H6bia 6bl UM, ecan Hbl He AaNbTOHU3M, KOTOPbIM

OH cTpagan oT Npupoabl. JINWEHHBI BO3MOXHOCTM 3aHUMATbCS XXMBOTMMUCHIO,

OH He bpocun pucoBaHWA 1 NUcan gaxke NnoptpeTbl. bbin uneHom «ObuiecTBa
He3aBUCMMbIX». B TeueHne gecatm net, He Bpocasa cnyxbbl B TeaTpe, pabotan

B mTorpadum. I3BecteH Kak aBTOp MUHNATIOP Ha CIOHOBOWM KOCTU M KaK €AMHCTBEHHbIN
6e3yKOPU3HEHHbIN, B CUY creundunyeckmx TpeboBaHUA, UANKOCTPATOP pada U3gaHU
no Bonpocam xopeorpaduu... HakoHeL, OH MPEBOCXOAHO NeNu 13 BOCKa

n nnactmanHa. OcobeHHO yaatoTca eMy GUrypbl TaHLIOBLUMKOB M TaHLOBLLML»

[®okuH, c. 486]. . ToHYapoB, Npexae Bcero, AN Hac rpaduk, Tak Kak TO 3HaUMTeNbHOe
U3 foLeALero 0 Hac HacneAnsa XyAOXKHMKa NPUHAANEXNT K 3Tor obnactn. Ctunb
MOZEPH Hayan CBOe Pa3BUTME C apXMTEKTYpPbI, AeKOPaTUBHO-NPUKIALHOIO NCKYCCTBa,
rpadunkm 1 pacnpocTpaHuICca Ha xopeorpaduto, B TOM YMCae Ha KNacCUYeCKni TaHed,
B3anmogzencTeme cMexHbIX UCKyccTB (rpadukmn n 6aneta) npmeeno kK obpasoBaHNUIO
CUHTETUYECKMX BM3yanbHbIx 06pa3oB.. K coxaneHuto, My3eiHble cobpaHna nouTu

He pacnonaratoT ero pabotamu, 3a UCKAOUYEHNEM HEMHOTMX JINCTOB, XPaHALLMXCA

B TLLTM 1 MTM (BepOoATHO, MHOrOe 0CTanoCh B IMYHOM COBPaHNN XyA0XKHNKA),

HO 3aTO KpynHerwune dyHAaMeHTaabHble BUBANOTEKN MMpPa MMELDT aBToAMUTOrpadumm
M. ToHuyapoBa, ykpaluatowwme pag peaknx 6anetHoix nsganumii 1920-x rr., n3gaHHbIX
Ma/bIMV TUpaxkamu. 3aBoeBaB Mpu3HaHMe B kavecTBe apTuCTa, . fToHYapoB He oTka3ancs
OT M306pa3nTeNbHON JeATENbHOCTY, OTBEYaBLUEN OCTPOMY M aHaIUTUYECKOMY CKaagy
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ero yma. Vim co3gaHo MHOXEeCTBO pPUCYHKOB K banetam M. ®OoKnHa, OH Kak COaBTOp
aKTUBHO Y4acCTBYeT B TBOPUYECKOM MpoLiecce poxzaeHns obpasza. MHorune n3 Hux
TpebytoT OT 3puUTens AyLweBHOWN OT3bIBUMBOCTM, HOABLLIOrO YMCTBEHHOTO HanpsaXXeHWs,
npeApacnoNoXXeHNs K acCoLMaTUBHOMY M abCTPakTHOMY MbILUAEHUIO, MOHUMaHWUIO
NaenHbIX MMNepaTMBOB aBTopa. lNogyac oHn 06nafatoT CIOXKHOW CTPYKTYPOW, KOTOpas
Ha NepBbll B3rNa4 KaxxeTcs ¢pparmeHTapHON. Mexay Tem nociesoBaTeIbHOCTb
rpadunyeckoro pacckasa He HapyLLeHa, 3puTeNb MPUXOANT K MOHMMaHUIO OCHOBHOW UAewn
He CTO/IbKO acCoLMaTUBHO, CKONbKO lormyeckn (cMm. puc. 1).

Puc. 1. Tl. ToHuapos. Viantoctpauus k 6anety «[etpyiika». 1921

2. Paboma Had 6anemom «XKap-nmuya». lpedmodepH. Habpocku k H6anety «XKap-ntuua»
W. CtpaBuHckoro (1921, NMTM) garoT Ham 3apoXaeHne CTUAa MOLEePH (K KOTOpomy
ncnbiTbiBan TAroteHme M. FToHYapoB), Hexenn yem ero gemoHctpaumto. OgHako ecam
BCMOTPETbCA B rpaduyeckyro niacTuky pUCyHKOB, MAACTUKY Kyaa 601ee MHOTO3HauHyHo,
yeM OpHaMeHTa/NbHO-AekopaTneHaa Gabyna NponsseseHNA MOLEepPHa, TO OKaXeTCs,

BCE OBCTOMT He TaK MPOCTO Aaxe C IMOLMOHANbHO-NCUXONOTNYECKOM HAaCTPOEHHOCTbHO,
KOTOpas NexuT B OCHOBe 06pa3oB Taknx MPOM3BEeAEHUI N KOTOPYHO Tak 3aMaHuYnBO
66110 661 ycMOTpeTh B paboTax 1. FoHuapoBa. MNpaBuibHee cka3aTb, YTO OHU CTOAT

Ha NOANYTW K MOAEPHY UM AEMOHCTPUPYIOT NPeAMOAEPH, Vb HeyBEPEHHO

ULLYLLINIA CpeAcTBa CBOEro byayLiero BbipaxeHus. KapaHaalluHas AVHUA BNOJHE
peannCcTNYHO BbiABAAET GOpMYy dUryp apTUCTOB, 3aPUCOBAHHbIX Ha peneTnumaX,

OHa /INLLEHA Ype3MePHOM 03aO0YEHHOCTU BbISIBJEHWNS CAMOLLEHHOM KpPacoTbl.

Y T. Jo6pOBOALCKOM OTHOCMTENBHO MOCTAaHOBKM «XKap-NTULbl» €CTb BblCKa3blBaHME:
«[OHYapPOB — UCKIFOUNTENBHbIV BaNeTHbIN XYAOXHMK. B CBOUX CKYMbIX LUTPUXOBBIX
PUCYHKaX OH ymen nepegatb ob6pas, HaCTpoeHune, CTUAb Xopeorpadum, Korga oHu eLwé
e/lBa HaMeyaAnCb B KOHTaKTe NOCTaHOBLUMKa C ncnoaHutenem» [JobpoBonbckas,

c. 45]. BepoaTHO, 1 TBOpYeckas KoHuenuusa xopeorpadpa ®. Jlonyxosa, MbICAALLErO

cBoM HaneT Kak BOMJIOLLLEHNE KOHKPETHbIX YeJIOBEYECKUX XapaKTepoB 1 NepexmnsaHum
(B OT/AIMUME OT BOCTOYHO-3K30TUUYECKOW 3pENnLLHOCTA nocTaHoBKN M. ®oknHa 1910 r.)
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OKaszasna BAMAHME Ha MaHepy XyAoXHuKa. XoTsa Bpsag v npasa [ JobpoBonbckas,
Ha3blBas pucyHku 1. FToHuYapoBa ckynbiMu. [JeCcTBUTENBHO, 3TO CKopee Habpocky,
HeXeNn 3aKOHYEHHbIe MPOV3BEeAEHMs, O4HAKO Ha LeaoM paje paboT xyAoXKHMKa

NeXUT HaNéT anneropuu, rpotecka, npeyseanyeHuns. besycnosHo, 310 onATb UAET

oT xopeorpapuyeckumx 3ambicnos P. Jlonyxosa. «/gero ckasku «XKap-ntuupi» O. Jlonyxos
n N. CTpaBUHCKMI TpakToBaAn Kak 60pbOy pa3pyLunTenbHbIX U CO3MAaTENbHbIX Havan

B MPUPOZAE W B XXMU3HW Ntogen. ABTOPbI BblABUrasM T€3MC O TOM, YTO A06PO cyLecTByeT
CO3MAAHNIO, @ 3110 — pa3pyLUeHuto. Bo3Huka cBoeobpa3Has cxema, B KOTOPOW KaXAbli
MepcoHaX AOKEH bl BbIMOAHUTL ONpesenéHHble anneropmyeckme GyHKLMN.
Mpeanonaranock, 4To ViBaH-LlapeBMyY aBASETCS BonaoweHnem gobpa, Kalen — 3na,
Xap-ntuua — pasyma» [[lobpoBonbckas, c. 44]. OaHako, BrAAEBLUMC BHUMATEbHO

B paboTbl Xy0XXHMKA, 3aMETUM, UTO OHW CyOBEKTUBHBI. Tak, BpAA 11 060061 EHHO-
yTpUpoBaHHasA rosoBa B pucyHke XXap-nTupl gaxe ¢ NPUMEHeHneM rpnma

nan runepTpodupoBaHHas cropbaeHHo-xyaa durypa Kawes beccmepTHoOro ¢ 3arHyTom
Brnepea 60poson U T. 4. MOrAKN Gbl BbITIALET UMEHHO Tak B 6aneTte.B HMX ABHO HamevaeTcs
aBTOPCKan CTOPOHa AeKopaTUBHOro cogep>kanuna. CkasaHHoOe AaéT OCHOBaHue
yTBEPXAaTb, UTO MOAOOHbIE PUCYHKM K «Kap-NTuLie» rOBOPAT O CO3PEBaHNW BHYTPY
peannctnyeckoro metoaa . FoH4YapoBa MOTMBOB 1 06pa30B, 6AM3KUX K NPUHLMNAM
mMogzepHa. Tak, pucyHok Kallea BnocaeAcTBMM NEr B OCHOBY rpadpnyeckoro CTaHkoBOro
JINCTa, TAe OH U3 Ae/CTBYIOLLLEro AvLa NpeBpaTuCA OL4HOBPEMEHHO B 31eMEHT JeKopa.
EcTb B 3TOW Ccepuun 1 ancTbl, rae GUKCMpYroTCa ABe GUIypbl B CUHXPOHHOM ABUXKEHU
TaHUa (MO 3aKOHY CUMMETPUN) — MOTUB, TOXXe BOJIbLLE XapakTepU3YHOLLUIA MOAEPH,

a He peanncTn4eckmii MeTos, XOoTa KOMMO3MLMA MOAEPHa Yallie CTPOUTCSA Ha aCUMMETpUK,
HO MMEHHO OpHaMeHTa/IbHOE Hayano NIeXUT B OCHOBE CUMMETPUN, @ OPHAMEHTaNbHOCTb
eCTb Npu3HaKk MogepHa. [la n caM NpuémM 3KCMPeCcCMBHOCTY, NCMONb3YeMbIN XYA0XXHUKOM,
TOXE CMbIKAeTCs C HOBbIM CTUAEM (CM. puc. 2).

Puc. 2. M. ToHuapos. Vinntoctpauums k banety «XKap-ntuya». 1921
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KynbT ABUXKEHWA MPUBOAUT K HEKOTOPOU AedopmaLimm, COXPaHMB Npu 3TOM
Hepe>kHoe OTHOLLEHME K Ni1acTuyHocTn Gopm. [lekopaTMBHO-rpaduyeckas cmcrema
HOBOrO CTWAS NO3BO/IMAA eMy 0bpecT HONbLLYHO IMOLMOHANBHOCTb, NpUAaTh obpasam
accoumnaTMBHOCTb, bonee rnyboKo 1 MHANBUAYaNbHO TPAHCPOPMUPOBATL CBOW UCXOAHbIN
CTUNEBOW MMMYbC.

3. Mpaduueckue obpasel apmucmoe basema. Pacysem modepHa. PaccmoTpum
CTaHKOBble pUCcyHkwu M. FToHUYapoBa, NOCBALLEHHbIE apTUCTaM HaneTa 1 cnekTakaam
npeApeBOIFOLNOHHbLIX 1eT MapunHckoro n boablioro teaTpos. XyA0XeCTBEHHbIE
OCOBEHHOCTU CTUNSA MOAEPH OCOBEHHO 3aMETHO MPOABUANCE B 3TUX INCTaX, N3JaHHbIX
oTAeNbHbIM anbbomMoM. B ero Hauane nomeLleHbl CnoBa XyA0XHMKa: «/IcTopus pycckoro
6aneta nepexmBaeT HEMaio TPEBOT U BOJNHEHWM, HO HAYErO He MOXET nokosebaTtb
«KpacnBoe» N «BeyHoe». KTo NtobuT Hal pyccknin 6aneT, TOT CHUCXOANTENbHO OTHECETCA
K MOEMY TpyAy, NOCBALEHHOMY JOPOrov Ana MeHs baneTHon Tpynne» [[oHYapoB].
MHOrouncieHHble cueHbl U3 6anetoB Ha nctax 1. ToHYapoBa, pa3BEpTbIBatOLLNECS
Kak Lilenb MUHMATIOP, HE MMEIOLLMX MEXAY COBON OUEBUAHBIX NOTUYECKMX CBSA3EN,
npeAcTaBAAoT COHON LOKYMEHTaNbHO YBUAEHHbIE 0b6pa3bl apTUCTOB, 06pasbl
TaHLa, KOCTHOMbI, FAe Kaxzas AeTanb, Kak Obl NpU3BaHHaA COXPaHUTb XapakTep
N Ayx 3N0xu, NpuobpeTaeT BaxkHOe 3THOrpaduyeckoe 1 No3HaBaTeIbHOE 3HaueHue.
Ho aBTOp He AOKYMeHTannsnpyeT caeno cnektakam n poan. OH BOCNpPOn3BOANT
NX YNCTO XYAOXKECTBEHHbIM MYTEM B COOTBETCTBUM CO CBOMMMW NPeACTaBAEHNAMM
W OLLYLLEHVNSAMM 1 AeNnaeT 3TO TOHKO 1 ybeanTenbHo. 1. FoHYapoB NocTaBma Nepe
CcobOM ACHYHO 3CTETUYECKYHO 3adauy — NonTK OoT $pabynbl CrOXKETa TOro UAN MHOTO
TaHLLa AN KOHKpPeTHOro 6aneTa C ero UrpoBon NPUPOAON, PACNONOXEHHOCTBHO K TOMY
HenpeackazyemMoMy CUFOMUHYTHOMY TBOPYECTBY, KOTOPas UMEHYeTCA MMMNPOBM3aLIMEN.
OH nerko n apTMCTUYHO BCMATPMBAETCA B PUTM KaXKA0N poan, NpeAnucaHHbIM
MY3bIKaJlbHbIM 3ByYaHWEM, HAaXOAUT HEOBXOAMMYHO XapakTepHOCTb obpa3za Canomen —
B. VMiBaHoBon, Scmepanbabl — O. CnecmBueBol, ApaekunHa — M. Bragumuposa, 3. Buanb
B «LLloneHnaHe», E. JlonyxoBow B ronnaHackom TaHue, E. Jliokom B «Kopcape»,
J1. JleoHTbeBa B «[leTpyLlike» 1 T. 4. (CM. puc. 3, 4).

lpaduka lN. ToHUapoBa NpuobLLaeT 3puTens K APKon 06pasHOCTN Xy[0XECTBEHHOTO
MUpa aBTOpa, NOABOAA K MOPOry HOBOTO CHOXKeTa, HOBOrO MMKPOKOCMOCA, aBTOHOMMUSA
KOTOPOro 3acTaBnseT 3abbiTb O LenoM. 34ecb HeObblYalHO BO3pacTaeT Pob CTUAM3ALLUN,
N36bITOYHOWN N306pas3nTENBHOCTUN. KaXKabl INCT TATOTEET K MaKCUMaNbHOW 3CTETU3ALMN,
KOTOpas CTPOUTCS C HEOObIKHOBEHHOW TLLLATENbHOCTLIO U OBOCTPEHHOMN NH0O0BLIO
K MOAPOBHOCTAM. DCTETMYECKOE Hayano NPOHN3bIBAET BCE, HAUMHaA C NPOCTPAHCTBEHHOTO
peLleHns Gpuryp n KkoHyas cyrybo yTMantTapHbiMu AeTansiMn Ha KOCTHOMaX, ABASIOLWMMUCA
HeoTbeMaeMbIM KOMMOHEHTOM XYAOXEeCTBEHHOW KOHLenumMmn MogepHa.

M. FToHYapOB NOCTOSIHHO BBOAUT B O6pamMieHne INcTa OpHaMeHTalbHY pamy,
Kak 6bl orpaHnumBas eto GparmeHT N36paHHOro CloXKeTa TaHLa, MAN BCTaBAAET B Heé
aKTépa, a B MPaBOM WM NEBOM HUXHEM Yy NyHKTUPOM B MaioM Macltabe nomelyaert
PUCYHOK, ABNSAIOLLMICA CBOETO POAa CUMBOJIOM TeMbl. 34eCb TOHKO MPOCMaTpmBaeTCa
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Puc. 3. 1. ToH4apoB. 2ab3a Buasb B «llloneHnane». Jlntorpapua. 1922

Puc. 4. CneBa — IN. FToHuapoB. «/cnaHckuin TaHew», ncn. Onbra ®egoposa. Jintorpadus. 1922.
Cnpasa — 1. lToHuapos. «Canomesn», ncn. BaneHtnHa VisaHosa. /iutorpadua. 1922

npupoga naakatHou GOopMbl, CTONAb PAaCNPOCTPAHEHHON B 3MoXy MoepHa. [Jaxe
LiIBETOBOE peLleHne, B 60bLLIMHCTBE CBOEM BPOCKOE M HACbIWEHHOE, NNLLb MHOTAA
NPUrAyLWeHHO-NacTebHOE, HO BCerAa nNaoCKOCTHO-I0KaAbHOE, MO3BOAAET CPAaBHUTb
paboTbl 1. ToHYapoBa € NiakaTHbIM XXaHPOM.

C 60nbLLOW OTBETCTBEHHOCTbIO 1. TOHYapPOB OTHOCUTCA K LBETOBOMY PELLEHMIO
nncTtoB. LiBeT co3gaéT HacTpoeHue. B pucyHke «Oannnns v NnpuHL», NOCBALLEHHOM
6anepuHe E. lepat, avwb Koe-rae B AeTaNAX Me/IbKaeT OPaHXXeBbIN, 3€1EHbIN
N KOPUYHeBbIN ToHA. OCHOBHOW LBET — 6eNbIV — COOBLLAET HEXXHOCTb U UNCTOTY,
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CNocobCTBYA CO3AaHNIO IMPUYECKOrO HAaCTPOoeHs. B apyrom ancre — «3cmepanbaa»,
noceswéHHoM O. CnecnBLLEBON, — APKO-KPaCHbIE U U3YMpPYAHbIe LiBETa MCMNaHCKOro
KoCTroMa, bybeH B pykax HanepuHbl OTpaxkatoT BHYTPEHHee COCTOAHNE repOUHY,
NOJIHOE PaZOCTU N CUAHMA OT HaMOJHAKOLLLEro YyBCTBa NepBOM Nt06BU. Ta Xe APKOCTb,
HaCbILLLEHHOCTb LiBETa XapakTepun3yeT ANCT «/IHAYCCKMI TaHeL», MOCBALLEHHbIN

A. Opnoy. OTKpbITbI/ KpacHbIN LBET KOCTHOMA, aKLLeHT CUHUX B6pacneToB Ha 3aropenomM
Tesle BMeCTe € KCNpeccunen XecToB NpuaaéT obpasy noBbILLEHHYH 3MOLIMOHANIbHOCTb,
TeMnepamMeHT 1 ONTUMM3M XapaKTePHOro TaHua. Mexay Tem cunTaeTcs, UTo npexae
BCEro IMHMA, a He LBET ABAseTca cTuneobpasyrownm baktopoM MogepHa. B oTHoweHnm
M. FToH4YapoBa 3TO yTBEPXKAEHME TakXKe cnpaBeanBo. BoipasutenbHas, Tekyye-
NAacTM4YHas, N3blCKaHHO-M3rMbatoLanaca, HeOXMAAHHO-IOMAIOLLEAACA U MaHepPHas,

KakK Ha 3ckmn3ax 6aneTHbix KocTtomoB J1. bakcTa, OHa ANLWb HEM3MEHHOM TONLLMHBI

B OT/IMUME OT MEHSAIOLWENCA NMHUN BAKCTOBCKNX PUCYHKOB. IMEHHO NMHMA B NCTax

M. foHuapoBa, Aa 1 BOObLLE B NMPON3BEAEHNAX MOAEPHA POXKAAET ABUXKeEHME. «/IcxoaHas,
dbopmumpyroLwas CTuab IMHUA — TaK Ha3biBaeMas, eCciv NoJIb30BaTbCA TEPMUHOM, NAYLLAM
OT BPeMEeHW MaHbepun3Ma, IMHUA AN Gopma cepnaHTUHa — eCTb UMUTaLMA 3Meu,
M30THYBLLAACA B CBOEM ABUXeHUW...» [CapabbaHoB, ¢. 219]. InoHncmIckoe, CTUXMNHO-
HeyKpoTMMoe oTanyaeTt obpassbl 1. ToHUapoBa, kak 1 obpasbl J1. bakcta. Komnosnuus

N pUTMUYECKan CTPyKTypa UX Npou3BeAeHNI OANHAKOBO NOJIHa HE3aKOHYEHHOro
ABWXKEHMA, YTO AaéT BO3MOXHOCTb MbICIEHHO MPOA0/XKATb, AOCTPanBaTb HeJocTaroLee
n oTcyTCTBYHOLLEe. B 3ToM 0bHapy>kmBatoTCA ropasgo 6oee TOHKME «KacaHWUA» NPUHLMMOB
XYZLOXECTBEHHOrO MbllwneHns . FToHUapoBa ¢ XyAoXHMKaMn «Mupa nCcKyccTBa».

TeM He MeHee ero ANCTbl AaKT UHAMBUAYaIbHO-CBOEODOPA3HbIN BapnaHT MOAEpHa.
OT1/Myasncb NOPOM APKO BblPaXKeHHbIM BUXPUCTbIM ABUXKEHWEM, OHWN He obnasgatoT

TOW 3POTUYECKON YyBCTBEHHOCTbLHO, MOBbILLIEHHON 3MOLMOHANBHOCTbIO,

YyTb I HE MUCTUYECKMM 3KCTa30M, KOTOpble OLLYTUMbl B M306paxeHnax Xumep

N rpndPoHOB, OBUNBHO HaCENAOLLMX CPEAHEBEKOBbIE COHOPBLI, M KOTOPbIE TakK TUMUYHbI
ans J1. bakcta. 3TOT NCUXONOTMYECKNIN HAaCTPOM 6aKCTOBCKMX KOCTHOMOB, MO3BOIAHOLLIMX
OTHeCTU MUX K TOTUYECKOMY BapWaHTy MOAEPHa, OTAINYEH OT BHYTPEHHE YPaBHOBELLIEHHbIX
repoes [. lOH4YapoBa, Nexallunx ckopee B pyc/ie POMaHTUYECKOro BapnaHTa cTuns.

Mo KOMMNO3MLMOHHOW OpraHu3aumm ancta npounssesenHus N. FToHyapoBa 6amxe

K HeobblYaHbIM 3K30TNYECKMM GOpPMaM OpPHAMEHTaAMN3aLNN «YMCTOTO MOAEPHA,
NayLLen OT ANOHCKON KyNbTypbl PacTUTENbHbIX MOTUBOB C €€ CMMMNaTUEN K NMPUXOTANBOCTY
CUAY3Ta, BUHBETOYHOMY KOHTYPY, U3bICKAHHOMY CnnpasbHOMY y30py. B 3akntoueHmne
aHanm3sa rpadmueckon cepun M. FoHUapoBa NpmBeaEM CnoBa ABYX aBTOPOB: «MogepH
He TONbKO MHOTOINK N3-3a MHOXECTBEHHOCTM BapUaHTOB N pPeLleHnI, HO 1 ABYANK

Nno NPUYMHE NPUHAANEXHOCTM OAHOBPEMEHHO K CTapOMy U HOBOMY... PeanbHoe
COEAMNHAETCA C BbIMbILLNEHHbIM, XXM3HEHHOE C paHTaCTUYECKMM, PACKPbITUIO peasiibHOCTU
conyTCcTBYyeT eé cokpbiTne» [CapabbsaHoB, C. 222] 1 «OyeHb BaXHON 0COHEHHOCTbIO
NPOun3BeAEHN MOZEpHa ABNAETCA NOYTK 0bsA3aTeslbHan «ABYMMOCTAaCHOCTb» WU faxe
«MHOTFOMMOCTAaCHOCTb» €ro NePCOHaXeW... TN NePCOHaXN MbICIUMbI O4HOBPEMEHHO

B ABYX NPOCTPAHCTBax-Mupax: peaibHoM 1 MudunueckoM. OHUM CBA3bIBAOT MexXay cobomn

Banet MaBna loHYapoBa U MOAEpPH: Ha NepeKpecTKe ABYX METOA0B OAHOrO CTUAA ‘ | ‘



D
Ne 1. 2023
éapyn

3TV MUPbI, OO BEANHSAIOT UX B HEKOE YMO3PpUTENbHOE eANHCTBO» [Hkonaesa, ¢. 335].
Mpupogsa akTEPCKOro MCKYCCTBa, FAe eCTb AOCTOBEPHOE YesloBeYeckoe «f» U CO3A4aHHbIN
0bpa3 nepcoHaxka, HanNPAMYH KacaeTcs CKadaHHOro, Tak Kak UKCMpPYyeTCa Ha AncTax

M. FToH4apoBa. VIHAMBMAYaNbHOCTb TaHLIOBLLMKa COCEACTBYeT C 06pa3oM NepcoHaxa,

He mMewwas Apyr Apyry. Hegapom gaxke B HazBaHWAX ero paboT ectb 0603HauveHme AByX
MOMEHTOB — Ha3BaHWe baneTa, TaHLUa WIn POAn U UMS UCNOAHUTENS. [TO3TOMY Mbl
BnpaBe Bcney 3a 1. CapabbaHoBbiM 1 H. HukonaeBow HazBaTb 06pasbl XyA0XKHWKA
«BYMMOCTACHbIMU» UAN «ABYJINKUMU», N STOMY eCTb CBOE 0O6bACHEHME — paHTacTuKa

B TaHLLe BCerga Hy>AaeTca B onope Ha npasgonogobuve, npasgonoobuve nerko
MacKMpyeT BbIMbICEN.

4. Aemoaumozpaguu k maHycumgoruu . /lonyxoea «Benuyue Mmupo30aHusi».
Bapuanm modepHa. ABTonutorpadum M. FToHuapoBa K TaHucumboHum ®. Jlonyxosa
«Bennume munposganua» (1922, FfocyaapcteeHHas 6ubnmnoteka Coro3a TeaTpanbHbIX
AeAaTenen) OCHOBaHbl Ha NPUEMeE 3annBKN GUryp OAHOLLBETHBIM 1OKaNbHbIM TOHOM,
BO MHOFOM HamoMMWHaoLeM CUay3THble cueHKM A. beHya. 3aecb 06HapyXXMBaAKOTCSH TOUKM
COMPUKOCHOBEHWNA C MPUHLMNAMN <MUPUCKYCHNYECKOro» rpadusma 1 ero no3TmKow.
CroXeT B LLe/IOM MeHAET OPUEHTALMIO, akKLLEHT C ONMCcaTeIbHO-MOBECTBOBATE/IbHbIX
CpeacTB Ha My3blkaabHO-MAacTuyeckme. MNMpaBuabHee ckasaTb, TaHUCMMbOHMA He nmeeT
CHOXKETA, a HECET B cebe pa3BMTUE OAHOWN TeMbI, Pa3buUToM Ha YacTu. ViHbIMK cnoBamuy,
Mbl XOPOLLIO 3HaKOMbI C pabyson NponsBeaeHs, HO Maao YTO MOXeM CKa3aTb
o eé ctoxerTe. «/Tak, TaHeL, — war bora, — ¢ My3bIko — A3bIkoM bora, — nckyccrBa,
Ha3bIBa€MOro MHOW «TaHLCMMPOHUA» [[oHYapoB, ¢. 4], — 06bAcHAET caM xopeorpad,
N ganblue: «3apucoBaHHas XyaoXHWKOM 1. ToHUapoBbIM TaHUCMMPOHMA «Bennune
MNPO3JaHNA» JAET Te Xe XapaKTePHble MOMEHTbI, Ha KOTOPbIX OHa NOCTPOeHa»
[FoHuapos, c. 7]. CocToswan u3 natn yacten (Bcrynnenuve, XunsHb B cmeptt n CmepTb
B XXM3HW, TennoBas aHeprua, PagocTb cyuwiectBoBaHnA 1 BeuHoe ABMXEHNE), OHa BHYTpH
HWUX pa3geneHa ewwé Ha Hosee Mesikme aNn304bl, K KaxaoMy 13 KoTopsbix . ToHuYapos
BbIMONHWUA Aantorpadum (cm. puc. 5, 6).

My3blka MOXeT BXOAUTb B MOBECTBOBaHWeE CnekTakns bonee nam meHee opraHu4Ho,
OAHaKO OHa aBTOHOMHa 1 IMbO OCTaHaBAMBAET AEUCTBUE, KaK KOHLLEPTHbIM HOMep, Anbo
pa3BMBaEeTCA NapaaieNbHbIM KYPCMBOM, CTAHOBACH Kak Obl 4ONONAHUTENBHOW CHOXKETHOM

BECIME MMPO3AANMA
— TIIUCHADOHNT —
WENAOPA JIONYXOBA
W13 A BETHOBENA /o ORI/
¢ soronmossmrarm
NACIA FORYARORA .

BEM'ME MHPO3AAN Ml
7 v

Puc. 5. T1. ToHuapos. ABToanTtorpadpum K TaHucumdorun @. Jlonyxosa «Bennumne mmposganmsa». 1922
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Puc. 6. T. ToH4apoB. ABToanTorpadum k TaHucumpoHun ®. Jlonyxosa «Besnume mmposganua». 1922

MAOCKOCTbIO. Hago ckaszaTb, 4To 3aech 1. ToHYapoB Obin MOCTaB/eH B TPYAHbIE YCI0BKS,
Korga HeobxoAMMO HalTW My3biKaabHbIV SKBUBANEHT My3blKa/bHbIM GparMeHTam,
YTO COCTaBAAET y>Ke CyTb CBepPX3aAaun XyAOXKHWKa, C KOTOPOW OH CMpaBUCH.
Mnactnyeckoe noseAeHVe NEPCOHaXEN Ha ero IMCTax TOYHO COOTBETCTBYET
M36paHHOWN MHTOHALMM KaXKAOro MOMeHTa TaHLUCUMPOHUN. «/1306pa3nTenbHbIii
cnekTaknb» 1. [OHYapoBa CTPOUTCA Kak yBaeKaTeNbHOe ANHAMUYECKOe 3penuLLe,
B KOTOPOM MPOUCXOAAT CMEHbI CLIEH, OCYLLLeCTBAAETCA Nnepebpoc cobbITUA, MaacTuyecku
BOMJIOLLIAFOTCA YyBCTBa repoeB. MOXHO cKa3aTb, UTO B PUCYHKaX XyAOXHMKa
NPWCYTCTBYIOT TPU dunocodckme KaTeropun — ABMXKEHNE, MPOCTPAHCTBO, BPEMS.
®urypbl 4acToO HaNMOMWHAKOT NPeAMETbI, KOTOPbIM NPUAAHO YCKOPEHWE, Ha APYTuX
NNCTax OHO 3aMef/IeHHO, BPeMs COKPaLLLeHO, a pacCTOAHNE He MeeT 3HaYeHMA.
Vx cnnas 1 B3aMonepexogHOCTb poXxaaeT addekT BU3yanbHOro CaMmopa3BuUTuS
Macc, KOTOpPbI BbICTynaeT MeTadpopon opraHn4eckoro pocta. B atom ectb rnasHas
TOUKa CONPUKOCHOBEHWS aBToNMTOrpaduii floHuaposa 1 TaHUCMMPOHMK «Bennume
MUPO3aHns» C N306pasnTenbHON 3CTETUKON MOZEpPHa.

3BecTHO, UTO MOAEpPH anennmpyeT 60osbLUe K UyBCTBY M BOODPAXKEHMIO, YEM K pa3yMy.
CunyaTHble PUCYHKW, VLB OYepPUMBaA KOHTYPOM AnLa 1 No3bl, 6€3ycNoBHO, He AatoT
TOro adpdekTa NCMXONOTMUYECKON IMOLIMOHANBHOCTH, KOTOPYIO Mbl Byaem Habatoaatb
B CEPUN INCTOB, NMOCBALLEHHbIX apTUCTam baneTa. Peub MAET HE O MUMMYECKUNX
CBOWCTBAX /ML, OTCbINAOLLMX K MCUXONOTMM FrepoeB, a O PU3NYECKON NPesMeTHOCTH
KPYMHOro niaHa, MOACNYAHO MEHSAIOLLLEN CBOKO TUMONOrnO. [TepcoHaxmn poxaatoT
OLLyLLIeHNe NCUXOA0rMYECKON 3aMKHYTOCTW, OHU 3K3UCTEHLIMANbHO OAMHOKMN.
[laxke napHble PUrypbl, rae ecTb Hekas MOZesib OTHOLLEHWI, — 3TO BCE PaBHO
OAMHOYECTBO BABOEM. B 3Tnx paboTax 1. FOHYapoBa ACHO BblpaXXeH npoL,ecc
nepexoaa OT 3MOLMOHaNbHOCTUN K pednekTopHOCTU. M 3TOT nepexos, AymMaeTcs,
ocyLectBaseTca 6e3 ocoboro yuwepba aAns 4yBCTB, KOTOpble Kak Hbl TpaHCGOPMUPYLOTCA
B UHTENEKTYaNN3MPOBaHHY 3MOLIMOHaNbHOCTb. COCTOsSIHME NepCoHaXen ckopee
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nppaLmoHaNbHOe, YeM PaLMOHaNbHOE, OHW XXMBYT B CBOEM WJIFO30PHOM Mupe, bonee
peanbHOM, YeM caMa peanbHOCTb, @ 3TO MyTb TakXXe B CTOPOHY MogepHa. ®. J/lonyxos,
oueHunBasa pucyHku . FoHuUapoBa, oTmeTun: «3apucosku 1. TOHUapoBa fenatoT, Kak MHe
KaxxeTcs, 3ambicen ®. Jlonyxosa HarnsgHbIM. CM@OHMYecKasa My3blka C €€ HenpepbIBHbIM
pa3BUTMEM BbI3Basa K XXM3HM TaKOW >Xe HenpepbIBHbIN NOTOK TaHUa» [Jlonyxos, c. 32].

5. Unnrocmpayuu k 6anemHeim uzdaHuam. Bzaumodelicmeue cmuseli — K MOOepHy

u om Hezo. 1. ToHYUapoBy MpuHaAnexaT TakKe PUCYHKWN K MepBOMYy yUYebHMKY

A. Al. BaraHoBow «OcHOBbI knaccuyeckoro TaHua» (1934) n yuebHomy nocobuto

A. B. lonyxoBa «OCHOBbI xapakTepHoro TaHua» (1939), oaHa 13 nocnesHux ero pabor,
rae npeactasneHo 6onee 900 duryp, KOTopble CTaBAT UMCTO NpodeccMoHaNbHble 3a4aun,
a He XyJ0)XeCTBeHHO-TBOpYeckne. TOHKMMU IMHUAMM Nepa, UCMOob3Ys NMYHKTUPHBbIN
puUcyHok, . FoHYapoB NociesoBaTeIbHO MPOUANKOCTPUPOBA, paclumdpoBan
rpaduyeckMm n30b6paxkeHNAMN yNpaXKHEHWA y Nanku, Ha cepeanHe 3ana, IK3epcuc

Ha nanbuax. [ocneayrowme nepensgaHns yuebHMKOB TaHLL@ COXPaHAIM Bblpa3uTebHble
pucyHku . FToH4apoBsa (cM. puc. 7).

y
S

Puc. 7. M. ToHuapoB. PucyHku K yuebHumky A. BaraHoBom «OCHOBbI K1acCUYecKoro TaHua»

Wantoctpaunn n 3actaBku M. loHuapoBa kK kHuram W. iBaHoBa «M. ®oKmH»
(Metepbypr, 1923), ®. lonyxosa «[yTn banetmenctepa» (bepanH, 1925) n croxeTHO,
N CTUAUCTUYECKN NPOAOKAIOT TO, YUTO HaWAEHO B CTAHKOBBIX INCTaX W anTorpadusx
K TaHUcMM®OHUN . JlonyxoBa, HO NO KPyry NpobaemM oHu 6amXKe K NoCNefHNM,

Tak KakK Lie/lb B HUX OfHa M Ta XKe — CO3JaHune XyA0XXeCcTBeHHOro obpasa,
WANFOCTPUPYHOLLLErO MbICb aBTOpa (TO/IbKO TaM — My3bIKM, @ 34eCb — AINTEPaTypHOro
TekcTa). Ecav roBopuTtb O CTPYKTYPHOM NpuHLMNe nantoctpaumm M. FToHuapoBsa
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N MX NPUHAANEXHOCTU K MOAEPHY, TO OH, BEPOATHO, TOUHEEe BCEro MoXeT bbITb
onpesenéH C1oBaMU «Ha CTbiKe». ITO ABMXKEHME, KOTOPOE B TakOM Xe CTENeHWN ABUXEHME
K MOZEPHY, B KakOu ABM>XEHME 1 OT Hero. MNoAguEépKHyTasa NJIacTUUYHOCTb MacC coveTaeTcs
C reoMeTpu3MOM, M3bICKaHHO-PaPUHNPOBAHHAA TAPMOHNYHOCTb MOTUBOB HEe UCKIt0YaeT
NX peannctnyeckon ybeantenbHoOCTU. B 3To norpaHnYHON BCTpeye ABYX Pa3/ivyHbIX
CTUANCTUK HaYaao 3eMHOe, Npo3anyeckoe, HaTypaibHoe UAET OT aBTOpa TEKCTa,

TOrfa Kak poMaHTu1Ka, CMMBO/IMKA, cBOBOAa accouman i — OT XyAOXKHMKA.

CnocobHocTb IN. ToHYapoBa aHanM3npoBaTh M OAHOBPEMEHHO 0606LwaTh 0ocobeHHO
OTYETNMBO NPOCTyNaeT B UANKOCTPaUmAX K KHure V. MiBaHoBa «M. ®oknH», KOTOpble
HpaBUANCb caMOMy BaneTmenctepy (CM. puc. 8). B HUX XyA0XHNK OpUEHTMpPYeTCA
npenMyLLeCcTBEHHO Ha UTPOBOW MOMEHT TaHUa. [epenncrbiBas CTpaHULbl KHUTK,

MOXHO norpyxatbcs B aTMocpepy «KapHasana» P. LLlymaHa, «[MaBunboHa ApMuabl»

H. YepenHuHa, «JadHunca n Xnom» M. Pasens, «Xap-ntuubl» M. CTpaBUHCKOrO,

«BupaeHunsa po3bi» K. Bebepa, «MonoseLkux nascok» A. bopoanHa u 1. 4. CaMOLEHHbIN

M CaMOZAOCTaTOYHbIA MUP 3TUX PUCYHKOB «MpUraallaeT» ymtatens He TONbKO y3HaBaTb
NPOYNTAHHOE, HO NMOAAABaTbCA BO3AENCTBMIO IMHUM, TOHA/IbHBIX MATEH, OTKPbIBATb HEYUTO,
CyLLeCTBYyHOLLLee BHE TEKCTOBbIX GOPM.

M. doOKRMH

Teker HHHnanona Anrorurorpsun
T Fowrapona u L0 Twdapehoro

Puc. 8. 1. ToHuapos. Obaoxka 1 nanroctpaums K kHure V. MiBaHosa «M. ®okmnH». 1925

3acTaBKM N KOHLOBKW K ABYXTOMHOMY mM3aaHuto M. bopucornebckoro «Martepuansi
no uctopum pycckoro baneta» (JleHnHrpag, 1939) aeMoHCTpUpYHOT obLee ABUXKEHME
CTUAA XYJOXHMKA OT MOZEepPHa K HOBOW 3Pe/ILHOCTN AOKYMEHTaAN3Ma, BblAensas
pa3HULYy 1 CKpajbiBas CXOACTBO C NepBbIM. becCnopHO, 3TO NAET OT XXaHpa KHUTK,
[l 1 B TO BPeMs, KOrja OHa WAOCTPUPOBanach, MOAEPH YXe He Bbl1 onpesenstoLLmnm
3MNoxy cTunemM. TOHKNIN OpHaMeHTaAn3M PaMoK, B KOTOPbIX KOMMOHYHOTCA CHOXKETbI
Ha 6enom PoHe, eLLé HaNnoOMMHaKOT OTAENbHbIE PEMUHUCLEHLIMM MOZEPHA, HO YXe
H6eCcKoHEeYHO faneku OT Hero No GpopmanbHbIM KayecTBam (CM. puc. 9).
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Puc. 9. . ToHuapos. Mantoctpauus k 6anety «Opdein n 3spuanka». 1930

=

3akaroueHue. |/|TaK, pe3ynbTatbl NpOBEAEHHOTIO NccieaoBaHUA paclNpArOT npeacTtaBaeHne
06 0COHBEHHOCTAX CTUASA MOAEPH B CBA3N C MOPPONOrMYECKMMM HaMpPaBAEHNAMN Pa3NNUYHbIX
BMA0B NUCKYCCTB, B YaCTHOCTU rpadukm 1 xopeorpapum, NposBAAaOT MKOHOrpadpuyeckmne
XapaKTePUCTUKN CO3aaBaeMblx 06pa3oB, MOryT HbiTb MCMONb30BaHbl Kak MpW aHanm3e
OTAENbHbIX I'IpOI/I3B€p,€HVII7I |/|3o6pa3|/|Teanoro MCKYCCTBa M B NOCTaHOBOYHbIX HOBbIX
KOHLENUMAX BHYTPY AaHHOro ctuas. Kak Buamm, B MosepHe bbina paclumpeHa naesa cmHTesa
NCKYCCTB, KOTOPbIN Npexae CBOAMCA NNLLb K B3aUMOAENCTBUIO apXUTEKTYPbI, CKYAbNTYpPbI

n XxmBonucu. MoaepH pasmMbil BUAOBbIE FPaHUNLbl MCKYCCTB, €r0 METOA, IMHEapHOU
CTUAN3ALNN, NNACTUYECKOW OpraHm3aumnm obbeanHNA BU3yanm3aLmo BOCNPUATHA.

Mpuv TeopeTnUeckoM oCMbiCaeHMM TBOpYecTBa 1. ToHYapoBa v 0bLeln xapakTepucTnke
nckyccrea koHua XIX — Havana XX Beka HaM NpeAcTaBAsEeTCs, YTO B3aMMOAENCTBME
XYAOXECTBEHHOW CTPYKTYpPbl MOAEPHA U MHAMBUAYaNbHOM GOPMbl TBOPYECTBA HE TONBKO
NPUBENO K NOSABAEHNIO CBOEOHPA3HOro CaMOBbITHOIO BapmaHTa CTUAA, HO U Ha NepeceyeHunm
nyTen ero pasBUTMA K COEAVHEHWNIO ABYX MeTOA0B. CUHTE3 ABYX NHTENNEKTYaNbHbIX MAaCTOB
TBOPYECKOro npotecca (apTucT 6aneta n XyA0XKHUK), Npn 6€3yCN0BHO rMaBeHCTBYHOLLEN
PO/ N306pa3nTENBLHOrO Havana, CnocobCTBOBaAN CIOXKEHUIO YHUKANBHOCTU rpadryecKkmnx
npowussegeHuii . ToHYapoBa (eANHCTBEHHbIX B CBOEM POAE). 3HAKOMCTBO C HUMU pacLumnpseT
N yrnybaseT Hawm NpeacTaBieHNs O PyccKoM Hanete B UCTOPUM XyLOXKECTBEHHOW

Ky/ZbTypbl B LLle1OM M MO3BONSET FOBOPUTbL O €ro aBTOPCKOM BKJaZe B MUPOBOE Hacnesme.
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KoceleuH ameiHOarsl Peceli memaekemmik yHusepcumemi (Mackey, Peceli)

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

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
XKYMeciHe ne XXYMbICbIHbIH, 6elHeni dbopmatbl.

Tipek ce30ep: MaBen VIBaHOBUY [OHYapOB, HaNeT CepPUAChI, MOAEPH CTUI,
LblFapMalLLbIbIK 94ic, rpadukanbik Tin, 61 NaacTMKackl, CUHTETUKaNbIK BeliHe.
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Ballet by Pavel Goncharov and Modernism:
at the Intersection of Two Methods of One Style

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.

Keywords: Pavel Goncharov, ballet series, modernist style, creative method, graphic
language, dance plasticity, synthetic image.
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Contemporary Composer
and the World Music: Interaction Issues

Abstract The article discusses the interaction problem of the modern composer

with the world’s musical cultures, including its specifics in the East and West.

The similarities and differences in the creative synthesis of elements from different
cultures served as an impetus for comprehending the attitude of composers

to "not their” material, whether it be a quotation, an electronic processing

of an ethnographic record, or an artistic embodiment of philosophical ideas.

The works of Olivier Messiaen, Karlheinz Stockhausen, John Cage, Tan Dun, Bakir
Bayakhunov, and Halim El-Dabh are given as examples. From the perspective of musical
culturology and musical oriental studies, the creative concepts of works that include
one or another form of rethinking the borrowed material are analyzed. The typology

of this phenomenon in Asian countries is given, and two types of interaction are defined:
with cultures of the region, close by tradition, and with the cultures of the world,

far from the initial. In Asian music, East-East and East-World interaction vectors

are distinguished, which complement the existing East-West vector and determine

the modern situation originality. In the process of the emergence and formation

of these vectors, factors such as the development of communication means and sound
recording technologies, as well as the tendency of Asian music to enter the world's

cultural space and the composer’'s need for wider communication, were noted.
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The creative work of a modern composer takes place in the environment and interaction
with many cultures of the world; the music of different eras and peoples inevitably
enters their arsenal in a passive or active form. The East-West vector exhausts no longer
the composer’s interaction with other cultures. It is multi-vectored and often aimed

at entering the context of world musical culture. The latter is relevant for the music

of Asian and African countries, the composer schools of which formed at the end

of the 19th century. To date, significant experience has been accumulated in the interaction
of composers with the musical cultures of the world, both in the West and in the East.

In my opinion, the transition from Orientalism to World Music in Western music occurs
in the works of Olivier Messiaen: the timbre originality of the Indonesian gamelan,
the rhythms and interpretation of the time in the "Sangita Ratnakara” Indian treatise
(Sangita ratnakara, 13th century) by Sharngadeva, the tart flavour of Japanese poetry,
and the gagaku orchestra (“Seven Haikai", 1962) are not only “a manifestation of extra-
European influences in the composer’'s work” [Melik-Pashaeva, p. 15], they were all
rethought and (along with many other components) organically entered his musical
language, largely defining its originality.

Without setting ourselves the task of studying the historical line of transition
from Orientalism to World Music, we nevertheless note the composers of the second
and third waves of the European avant-garde, and above all, Karlheinz Stockhausen.

In his Telemusic (1966), as Konstantin Zenkin noted, “traditional music of all continents
is used as a material for electronic processing” [Zenkin, p. 262]. In his “World Music”
(1978) article, the composer emphasizes the need for “general human susceptibility

to music — more than ever” [Zenkin, p. 263]. Svetlana Savenko notes that in this work,
Stockhausen “tried to write not 'his own’ music but 'the music of the whole earth,

all countries and races.” [Savenko, p. 20].

John Cage also made a significant contribution to the development in this direction.
Marina Pereverzeva offers a certain hierarchy of his artistic principles, highlighting three
levels: the lower religious and philosophical level is Zen Buddhism; the middle one
is “the aesthetic principles of the art of the East”; and the top one is represented by ideas
of "American-European avant-garde” [Pereverzeva, p. 6]. And here, as in the case
of Messiaen, to designate the East-West pair in his work would be a significant
simplification of his communication with World Music.

The examples given are not accidental, because, for Asian composers of the last
60 years, these names serve as guidelines, both in terms of specific composition
techniques and in terms of interaction with world musical culture. Debuts of Korean
and Japanese composers in Darmstadt in the 1960s, the festivals of contemporary music
in Japan in the 1970s and 1980s, where the most significant representatives of the avant-
garde gathered, lectures by leading Western composers at Chinese conservatories,
training of composers from Asian countries in Europe and the USA, their familiarization
with electronic music — all these factors contributed to the change in the style-based
orientation of Asian music towards modern trends and tools. At the same time, a new
interest in their heritage, archaic layers of culture, philosophical and religious concepts,

|5 |
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and the renewal of national music with a symbiosis of the latest techniques and archaic
traditions is noticeable.

The transition to the East-East and East-World vectors in the music of Asia occurred
later since it followed Western music assimilation and the creation of national composer
schools. The search for new national music is associated with the deviation
from the Classicist-Romanticist tradition, which became the basis for the formation
of composer schools at the first stage of their development and is characteristic
of almost all Asian cultures. This process takes place within the framework of globalization
and the world trend of formation of “new creative thinking of composers of the 20th
century... a significant expansion of the acoustic and spatial music boundaries through
technology and creativity synthesis” [Kuzub, p. 3].

New methods of the composer’s work with the national heritage are emerging,
including video quoting of a pre-recorded performance of traditional musicians;
introducing not only academic singers but also artists of the national musical drama
into the performing staff; joint performances of a symphony orchestra and an ethnographic
ensemble; the introduction to the symphony orchestra of not only national musical
instruments (more often modified) but also sound instruments and the so-called organic
instruments (water, stone, ceramics, paper); a combination of acoustic instruments
with electronic and computer music means, etc.

In many cases a composer tries to recreate the national sound ideal (Fritz von Bose),
which was largely changed under the conditions of the classical-romantic style. Sometimes
this ideal implies its specific kind in a certain era, but more often it implies a certain
general sound standard formed in certain regional and geographical conditions
under the influence of the natural environment and such factors as the material
for musical instruments, the way of life, the linguistic environment, and others.

Scholars have written about this more than once; let's refer, for example, to the works
of Jivani Mikhaylov [Mikhaylov, p. 3-20] and Saule Utegaliyeva [Utegaliyeval.

However, Asian composers have not only turned to their culture and its sound
ideals but also interacted with other traditions along the East-East and East-World lines
by attracting to phenomena far from their culture and not characteristic of its sound
ideals. We can conditionally divide such interactions into two types: appealing to cultures
that are culturally, traditionally, and regionally close, and appealing to distant cultures
not connected with the local tradition.

More often composers turn to traditionally close regional cultures. An example
may be found in the works of the world-famous Chinese composer Tan Dun (b. in 1957),
who in his works combines the traditions of Chinese, Japanese, and Korean cultures
and refers to singing of Tibetan monks, playing Tibetan singing bowls and Mongolian
throat singing (Orchestral Theater IV "The Gates” (1999), the World Symphony
to the Millennium (1999), “Water Passion after St. Matthew” (2000), the opera "Tea:

a Mirror of Soul” (2002), etc.). At the same time, the composer is focused on the global
cultural space; in particular, the texts of almost all of his operas and many chamber
works are written in English.

‘ 54 ‘ Violetta Yunussova
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Examples of appealing to traditions that are not related to regional culture are given
by the works of the Kazakh composer Bakir Bayakhunov (Third Symphony, 1989),
where the traditions of the Kazakh kui and Indian raga are combined [Nedlina, p. 51],
his Fifth Symphony “Aura of the East,” 2002, and his poem for violin solo, “Xi Xinghai's
Violin,” 2005, 2013. At the same time, the composer referred to other cultures of the
region ("Dungan Sketches,” 1981; “"Echoes of Mukam,” Sonata for string quartet, 2017).
Back in Soviet times, the only student of Alfred Schnittke, the Turkmen composer Rejep
Allayarov (1936-2018), told me in a personal conversation about the search for a synthesis
with Indian classical music — ragsangit.

For this kind of interaction along the East-East line, the researcher Valeriya Nedlina
uses the term offered by composer Bakir Bayakhunov, “intra-oriental synthesis,”
linking it with the development of dialogic concepts in the work of Kazakh composers,
their attention to the classical traditions of the East and at the same time to national
culture and to the West [Nedlina, p. 7; 49]. This just confirms the multi-vector nature
of the development of modern composers’ creativity in Asian countries.

There is a special situation with composers from Asia and North Africa whose creative
paths flowed in the United States and European countries. They also have these types
of interactions, and often both types are present. So, the American-Egyptian composer
Halim El-Dab (1921-2017), who often referred to the cultures of Africa, led an active
ethnomusicological activity. He also studied African musical traditions in the diasporas
of Latin America, Canada, and others, which was reflected in his music (“Stelae of Axum,”
2005, which reflects the traditions of Ethiopian music; “Symphony for 1000 Drums,” 2006,
synthesizing not only Egyptian-African traditions but also instruments from different
peoples of the world). In many compositions, he also used the ancient rituals of Egypt
and other Arab countries: “The Expression of Zaar”, 1944, is the first-ever work in the field
of electronic music, created on the Cairo radio and based on the ancient Egyptian ritual
[Yunusova, p. 211-216]; the “Leiyla and the Poet” electronic opera, 1959; “Shurrr-Rah”
piano concerto, 2000; and many others.

Thus, we can note similar multi-vector trends in the development of modern music
in the West and East. They arise in context of development of transport, communication
technologies, and sound recording. A certain role is played by the orientation of the younger
academic traditions of Asian countries towards entering the global cultural space as well
as the composer's increased need for cultural communication with different regions
of the world. The declared tendencies are manifested quite clearly and require further
special analysis.
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3amMaHayM KOMMO3UTOP XdHe d71eM My3blKachbl:
©3apa apeKkeTTecy Macenenepi

Makanaza 3amaHayy KOMMO3UTOPZAbIH, 91eMAeri My3blKablk MaLEHNETTEPIMEH,

OHbIH iWwiHAe, LbiFbic NeH baTbicTaFbl epekLUenikTepiHiH, e3apa apeKkeTTecy Maceneci
KapacTblpblaazbl. Op TYPJi MOAEHNET 31IeMEHTTEPIHIH, WhblFapMallblablK CUHTE3IHAET
YKCacTbIKTap MEH aliblpMallblablKTap, Meni 0N 3STHOrpadusbik >kazbaHbl 31€KTPOHAbI
eHAey Hemece PUNOCOPUANBIK NaeanapabliH KOPKEMAIK KOPIHICI XXaHe AaeKkce3 60/CbIH,
KOMMNO3UTOpAapAblH «6eTeH» MaTepuanfa KapbiM-KaTblIHacbIH TyCiHYyre cepniH 6epai.
Mbican petiHae OnvBbe MeccnaHHbiH, KapaxenHu, CtokrayseHHiH, J>xoH Keraxai,

TaH [lyHHbIH, Baknp basxyHoOBTbIH, Xanum Inb-/abTbiH >Xka3banapbl KeNTipiireH.
My3blKanblk, MBAEHMETTaHY XXaHe MY3bIKasbIK, LbIFbICTAHY TYPFbICbIHAH ajblHFaH
MaTepuanpbl Kata KapacTblpyablH KaHAan fa 6ip TYPiH KAMTUTBIH TybIHAbIIAPAbIH,
LWbIFapMalLLblAbIK Ty>KblpbiMAamanapbl TangaHagbl. byn KyObIbICTbIH TUMOAOTNACHI

A3ns engepiHge bepinreH, cCOHAan-aK e3apa apeKkeTTecyiH, eki Typi aHbIKTalFaH:
aiMaKkTblK, MaEeHMeTTIH BacTankblia anblC 60FaHbIMEH, BCTYP XHE anemM
MaeHueTTepi BoMbIHLA XKaKbIHAbIFbI. A3Ua My3blkacbiHAa KanbinTackaH LUbifbic-baTbic
BEKTOPbIH TO/IbIKTbIPATbIH XXaHE 3aMaHayW XaFfAalablH ©3iHAiIK epeKLLeniriH aHbIKTanTbiH
L birbic-LUbiFbic sxaHe LUbIFbIC — 91eM apeKeTTecy BeKTopaapbl epekileneHe;.

Ocbl BeKTOpAapAbiH Naga 60aybl MeH KanbinTacy YAepiciHAe Kenik KypanjapbiH
JaMbITy, 6alinaHbICTbl, AblObICTbI BEKITYAIH TEXHUKANbIK KypanAapbiH, COHAa-ak A3uns
MY3bIKaCblHbIH, d1EMJIK MZEHN KEHiCTIKKE eHY YPAICi XXaHE KOMMO3UTOPAbIH, KEHipeK
KapbIM-KaTblHaC KaXeTTiNir cuaKTbl GakTopaapAblH, peni atan eTinei.

Tipek co30ep: A3nsHbIH 3aMaHayu My3bikachl, LLbifbic-LUbifbic, LLbiFbiC-an1eM, 3aMaHaym
YPAIC, MOAEHNETTEPAIH ©3apa apeKeTTEeCYi, 9/1EM My3biKachl.

Aatiekces ywin: FOHycoBa, B. H. 3amaHayn KOMMNO3UTOP XaHe a/1eM My3bIKachl:
e3apa apekeTtTecy Macenenepi // Saryn.—2023. - T. 11. - N2 1. - 52-59 6.
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Mockosckas 2ocydapcmeeHHas koHcepsamopus umeHu 1. . Yalikosckozo (Mockea, Poccus)

COBpeMEHHbIVI KOMMNO3UTOP U MY3blKa MUpa:
BOMpPOCHI BBaMMOAeVICTBMﬂ

B cTraTbe paccmatpumBaetca npobaeMa B3auMOZENCTBMSA COBPEMEHHOTO KOMMO3nUTopa
C My3blKa/IbHbIMW Ky/IbTypamu M1pa, B TOM yncie eé cneundrka Ha Boctoke n 3anage.
CXOACTBa M pa3vuma B TBOPUECKOM CUMHTE3E 3/1IEMEHTOB PasHbIX KYJAbTyp MOCAYXKNIN
MUMMYAbCOM K OCMbICIEHNIO OTHOLLIEHWS KOMMO3UTOPOB K «Uy>KOMYy» MaTepuany, byab
TO LuTaTa, 31eKTPOHHas 0bpaboTka 3THOrpaduUecKom 3anmnucy an XyAoXKecTBEHHOE
BonsoweHne dmnocodckmx naen. B kauectse NpuMepPOB NpUBEAEHbI COUNHEHNS
OnvBbe MeccraHa, KapaxanHua LLtokxay3seHa, [xoHa Kengxa, Tanb [yHs, bakupa
basxyHoBa, Xannma 3ab-faba. C TOUKM 3peHns My3biKaabHOW KYAbTypOaOrnn

1 My3blKa/JlbHOTO BOCTOKOBEAEHMNA MPOaHaN3MpPOoBaHbl TBOPYECKME KOHLENUUn
Npov3BeAeHWI, BKAFOUAIOWMX TY UAN MHYHO GOPMY NepeoCcMbICIeHNS 3aMMCTBOBaHHOTO
MaTepuana. [Jaétca TUNONOrsa 3TOro ABAEHNA B CTpaHax A3nn, onpejeneHbl ABa TMNa
B3aMMOZAENCTBUA: C KyNbTypaMun pernoHa, kak 6anmskumm no Tpagmumm, n ¢ KynbTypamu
MUpPa, JAaNEKMMU OT NCXOAHOW. B My3bike A3UW BbIAENAIOTCA BEKTOPbI B3aMMOAENCTBUA
BocTtok — BocTtok 1 BocTok — Mup, KOTOpbIE AOMONHAT CAOXKMBLUNACA BEKTOP

BocTtok — 3anag v onpegenstoT cBoeobpasne cCoBpeMeHHOW cuTyaLummn. B npouecce
BO3HVWKHOBEHWA M CTAHOB/IEHUNA aHHbIX BEKTOPOB OTMeYeHa POob Takux $pakTopos,
Kak pa3BuUTME CPeACTB TPAHCMOPTa, CBA3M, TEXHNUYECKMX CPeACTB PUKcaLMm 3ByKa,

a TakXke TeHAEHLMSA BXOXAEHNA My3blkv A3UKN B MMPOBOE Ky/IbTYPHOE MPOCTPaHCTBO

N NOTPebHOCTb KOMMNo3mTopa B Hos1ee WNPOKOM ObLLEHMM.

Knrouessie cnoea: cospeMeHHasn my3sbika Asnm, Boctok — Boctok, Boctok — mup,
COBPEMEHHbIE TEHAEHLMM, B3aUMOAENCTBUE KYNbTYp, My3blka MUpa.

Ana yumuposarus: FOHycoBa, B. H. CoBpeMeHHbI KOMNO3UTOP 1 My3blka MUpa:
BOMPOChI B3anmogencrausa // Saryn. —2023. - T. 11. - N2 1. - C. 52-59. -

- DOI: 10.59850/SARYN.1.11.2023.10.
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The Semiotic Potential of Mythology:
Post-Metaphysical Version

Abstract Myth has been and continues to be an enigma to science, and its interest has

led to an endless number of theories, concepts, and new questions. One of them

is the phenomenon of myth when it is infinite through its semantic interpretation

of the world without giving up its symbolic character. If for a long time the concepts
of “myth” and “logic” were conceptually opposed, the linguistic paradigm of cultural
philosophy, born in the womb of postmetaphysics, has opened the possibility of fully
thinking through the logic of myth.

In Friedrich Nietzsche's philosophy, myth is total — it is in language and style, among

the means of logical constructions of his texts, etc., because for him the existence

of the world itself is semiotic. The phenomenology of Edmund Husserl, Martin Heidegger,
spoke about the myth in the key of finding and recreating their primary meanings

as the reference concepts of ontology. The philosophy of symbolic forms by Ernst
Cassirer, as well as the apology of the logic of myth by Alexey Losev, Yakov Golosovker
are considered in terms of justification of the symbolic nature of myth as a manifestation
of the symbolic language of sacral character.

The “mythology” term used in this work does not claim to be a concept, but its legitimacy
is based on the teaching of Claude Levi-Strauss, “charged” ideas of existential philosophy,
which contributed to the discovery of the phenomenon of “handiness” as manifestations
of immediate sensitivity to the world as existence. The ideas about the sacred nature

of the symbol, which are further developed in this article, served as a basis for the possibility
of speaking about mythology as a method of encoding the sacred, which is particularly
significant and peculiar in the symbol. It is assumed that the symbolic exists in the space
of the sacred, whose loss transforms it into a sign.
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Introduction. Within the classical paradigm of scientific knowledge of scientific
knowledge, the terms "myth” and “logic” are at odds with their conceptual meanings.
Meanwhile, the postmetaphysical discourse of science recognizes behind myth its form
of “rationality” and behind logic its alternative, non-classical forms. Postmetaphysics

has had a significant impact on the humanitarian sphere as a whole and on the formation
of its philosophical and scientific discourse. Therefore, myth has been recognized

as a fundamental cultural phenomenon in the postclassical period and, accordingly,

has become the object of study and current issues of the language of cultural forms.

As you know, the most scientific approaches to the study of myth, its historical
and cultural interpretations, and each time open new aspects of this phenomenon
and questions about its knowledge in one or another methodological key. In this regard,
the myth, which serves as an object of study in various fields of socio-humanistic science,
opens new frontiers of research interest in the semiotic dimension due to the recognition
of the symbolic nature of its language. In this context, it would also be appropriate
to question the semiotic character of myth in terms of the phylogenesis of culture
as an iconic process.

"Mythologiques” — under this name was published a four-volume work of the famous
French scientist and founder of structural anthropology Claude Levi-Strauss [Levi-Strauss,
2006]. This title of the book of the scientist, who developed models of analysis that
attributed to him logical forms of mythological thinking, influenced the use of the term
“mythology” as applied to the object of study in this article. But in contrast to its use
by Claude Levi-Strauss as the name of the cycle of his works, the meaning of which can
presumably be associated with the totality of the scientist's ideas, the article attempts
to prove the validity of the interpretation of “mythologiques” as a conceptual concept.

Because of the multi-valued components of the word “mythologique” — "myth”
and "logic"- and the variability of their semantic compatibility in the paradigmatic
dimensions of science, there is also a need to establish its scientific correctness
as a concept. The focus of these problems determines the circle of theoretical
and methodological foundations for the study of this topic. The theoretical
and methodological core of the research consists of ideas of representatives of post-
metaphysical philosophy (Friedrich Nietzsche, Martin Heidegger, Hans-Georg Gadamer,
Ernst Cassirer, etc.), concepts of theorists of various aspects of myth, mythological
thought (Alexey Losev, Yury Golosovker, Vyacheslav Ivanov, Vladimir Toporov, Claude
Levi-Strauss).

"Mythologique” can be seen in different aspects of its understanding: and as a doctrine
of myth associated with the study of so-called mythological thought, that is, the thinking
of the people of archaic culture, which is entirely consistent with the ideas of structural
anthropology Claude Levi-Strauss. Not to the structural method itself in the approach
to the analysis of the logic of myth, where totemic codes are distinguished as logical
forms and their relationships are studied, their combinatorics, hypothetically the structure
of myth itself can be positioned, for example, as a special kind of logic of the principles
of coding its nuclear semantic interpretations.

o |



D
No. 1. 2023
éapyn

In this context, the cultural semiotic theories about the ritual origin of the myth
should also be taken into account (Vyacheslav lvanov, Vladimir Toporov). Vladimir
Toporov [Toporov, 1995] believed that in the bowels of the proto-myth, an intermediate
form between ritual and myth, a language as such was formed, in which there was
a connection between the signifier and the signified, expressed in sound: the ritual gave
its important characteristics and was the basis for the formation of language as a sign
system.

The peculiarity of the "wordless” ritual is that it exists as a particular form
of organization of the sacred world: ritual and sacrality are mutually dependent.

Hence the assumption that ritual is the original form of the system of symbolic forms
that establishes the semantic core of the sacred. Myth has the same property when
understood in its own sense. Sacrality is a property of the hierophany of the world,
anchored in the properties of a sign designed to establish an algorithm that supports
key information. Therefore, both the ritual as an action and the myth as a word have
the property of a sacral sign that carries in itself an original semiotic potential, similar
to the value of the module in information systems.

As noted by Alexey Pyatigorskiy [Pyatigorskiy, 1996], the myth is based on the intention
of the text. The culture is the result of the sum of the detached consciousness, which
in one way or another is represented in the signs of the cultural text. Like the thread
of Ariadne, this consciousness leads to the luminosity in which the face of the desired
image of culture manifests itself, which is first purified in the myth and then subjected
to intellectual interpretation. This state was considered by Edmund Husserl as “the original
natural form of culture, which has its universal practical framework — when the world
is recognized as a universal horizon and thematized in a mythologically meaningful way”
[Husserl, 309]. This universal practical frame of myth is hidden in a special way in every
form of cultural language, with the help of which the image of the world is “written”.

In the phenomenology of cognition, the image of the world appears as a constitutive
element of being: it has a creative character, it presents itself as a process of creation
of the world, which objectifies it in symbolic form.

The phenomenological doctrine of myth also articulates the idea of its meaning,
based on the Aristotelian definition of myth as action, interpreted under the aspect
of logical category. The question of whether mythology can be considered as the basis
of the semiotic process of the language of cultural forms also influenced the aim
of this work.

Thus, the aim of the study is to demonstrate the specificity of the symbolic property
of the logic of myth, which is the basis of the universal method of encoding cultural
forms and has the potential for meaning variability.

Methods. Man, first attempting to enter into an invisible dialogue with nature, takes

the first step in his human form of existence by creating his own everyday world,

which is both given (fixed) and transient (changing). This world appears, on the one hand,
as a particular topos whose appearance can only be guessed at in “description,” “naming,”
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“signifying.” The myth, then, is a kind of universal “topography” of being in the world.
The mutability of the world of being correlates with the change of the structure

of the topos, as a result of the confusion caused by the invisible chronos, whose
description is subject to human language, but only in the symbolic form of its meaning
inherited from the archaic myth. Is it not so that the linguistic space itself appears

as an infinite interpretation of the sign, which Michel Foucault [Foucault, 152-153]
calls "topological space,” and behind it, there is an infinite equipment and generation
of meanings.

Ancient man inscribed himself on the face of the natural world, trying to master
its language and to know its mystery in signs. All these manipulations have formed
a culture of syncretism, in which the dialogue with nature — a projection of the world
of nature and the example of the natural world on itself. Perhaps this can be called
the mythological “rationality” of human consciousness, which has not exhausted
the need for dialogue but has used only one of the possibilities of his situation.

On this basis, human language arises, through which the people now create together
their existential world in a possible dialogue among each other, which gets each time
its new "humanized” sense.

At the same time, the necessity of dialogue with the natural world does not end,
and the law never ends, no matter how one tries to distance oneself from it, to place
oneself above it, to hide under the power of culture or to oppose it with culture.
Culture, as the strangeness of human existence, cannot separate itself from nature,
and its own being is impossible outside the space of the world of being and human
being. Man himself is in constant confrontation with the fact that man in his
consciousness at a certain stage of his history “divided” the opposite sides of his
understanding of the world, calling them “culture” and “nature,” which once were
in the logical harmony of the mythological world view.

The French anthropologist Claude Levi-Strauss referred to mythological thinking
as "wild thinking” and pointed out the peculiarity that the strategy for knowing
the universe is to recognize both its physical and semantic properties. In connection
with this conceptual framework, he develops the idea of “zuhandenheit” (handiness)
as a fundamentally intelligent activity of the mediation process between nature
and culture, “which in speculation could be the science we prefer to call ‘primary’
rather than primitive” [Levi-Strauss, 126]. Of course, mythology is not science
in the classical sense. Mythology expresses the attitude of life toward the world
of being.

In Martin Heidegger's ontological interpretation, handiness is considered
in the work “Being and Time" as an "ontological-categorical determination of Being
as it is 'in itself'. "Handiness is ‘existent’ by virtue of its existence” [Heidegger, 91].

For handiness is characterized by its everydayness, its invisibility, by which its essence
is found when no other finished weapons (tools, etc.) are at hand. The meaning

of handiness of Martin Heidegger in this interpretation finds its similarity in the idea
of Claude Levi-Strauss about the long work of the “disinterested” mind of the man
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of the traditional society, which discovers the means that the Greeks meant by the term
“techne” in the next available ones through the efforts of the mind.

"However, the gradual desacralization of the world, in which the entire cosmos
is considered a sacred space, leads to its secularization and to the birth of the concept
of “reality” in the womb of the totality of history, that is, to the domination of the culture
of linear discourse. In this situation, the mythological is no longer the inner impulse
for the intensity of the world. As Hans-Georg Gadamer stated, “in order to recognize
myth as a vital condition of every culture, it required only one step, which Nietzsche
took in his second "Untimely Meditation.” Culture can develop only in a horizon defined
by myth. The disease of modernity is a historical disease, and it consists, in his opinion,
in the destruction of this closed horizon by transgression of history, that is, by habituation
to thinking under the sign of new and new values” [Gadamer, 25].

Metaphysics, dealing with abstract categories of “pure mind” and ignoring dialectics,
could not convince in defining the essence of existence. This was one of the signs
of the crisis of metaphysical discourse, in which myth and reality proved to be concepts
with antinomic meanings and transcended with reality, and culture and nature were
at the opposite poles of value-oriented metaphysics. Myth was placed on the periphery
of the epistemological coordinates of science as a narrative of archaic knowledge
about the world of primitive thought.

Postmetaphysics, which critically understands its predecessor, in turn updates myth
and its new reading as a form of life, that is, it seeks a “new ontology” in the infinite,
according to Nietzsche's definition, “interpretability of the world”: myth returns
to the forefront of culture and its humanitarian thought. Myth acquires the status
of an object of multiple cognitive interest, both as a form of consciousness, as a mode
of thought, and as the language of culture.

Results and Discussion. In his work "Dialectics of Myth,” Alexey Losev asserts the purely
ontological character of myth. He considered it as an immediate manifestation of being
itself and established the supremacy of myth over logic, which follows myth. “It is always
the case that what is provable and deducible is based on what is unproven and self-
evident; and mythology is mythology only when it is unproven, when it cannot be
proven and is not to be proven. Thus, among the philosophical constructions,

which are to realize the scientific experience in the new philosophy, there is a very
definite mythology” [Losev, 412] — wrote the philosopher, proving the immutability

of mythology in the world of understanding, in the image of the world of scientific
knowledge. This is evident in the examples given by Alexey Losev of the coexistence

of the scientific knowledge of Newtonian homogeneous space and the principles

of Einstein’s theory of heterogeneous spaces, which would not have been possible

if science had rejected the myths "associated with werewolfism”. In this way, the scientist
expressed the idea that science does not arise from myth but is itself mythological,

in the symbolic nature of the world expressed through the language of concepts,

rather than in principles, approaches, revealed patterns, etc., which distinguishes science
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from myth. If we also explain Alexey Losev's ideas about the symbol as the eidos
of the world, we can assume that mythology is a way of representing the world
through the language of the world itself and not through concepts about it.”

If Alexey Losev developed questions of dialectics of myth, then Yury Golosovker
focused on the study of logic of myth, which, in his opinion, does not obey the laws
of formal logic. He describes mythological thought as a creative cognitive activity
with its own logic, which is determined by the imagination operating in the space
of meaning. "The imagination of the myth creator, which scientifically, a priori, oedipally
knows or unconsciously anticipates what will later be known and even scientifically
recognized, cannot think its elementary concepts or its images only formally,
as a mathematician does. Since imagination does not separate itself from its images
and concepts of their content, there are no concepts in myth” [Golosovker, 74].

The concept of Yury Golosovker connects with the position of Aleksandr Losev
the understanding of the paradigmatic basis of mythologique as it is thought
with its special logic — "enigmatic” (enigma from ancient Greece — a riddle)
with its own mythological semantics in the mode of dialectical logic. A detailed
interpretation of this position of the scientist can appear in the following formula:
a sign — a riddle, meaning — interpretation, its revelation or understanding.
In the generalization of both positions there is a thesis: myth — the world as it is,
its imprint with the hidden keys to reveal its riddles. The language of myth is not
mentioned, but all the essential elements are present: logic, semantics, paradigms,
keys that point to the symbolic basis of this phenomenon. The ability to express
the “language of being” is the main characteristic of the semiotics of myth: myth
is directed both to the real and to the transcendent, whose integrity is preserved
by the signs of the sacred world.

Ernst Cassirer, a prominent representative of post-Kantian philosophy, in his Philosophy
of Symbolic Forms [Cassirer, 2011] considered myth as an autonomous symbolic form
of culture, as a system that represents a certain way of modeling the world around it.
Even though the methodological bases of the representatives of two different
philosophical systems differ, the ideas of Ernst Cassirer regarding the recognition
of the symbolic nature of language were connected with the thoughts of Friedrich
Nietzsche, whose texts are deliberately mythological, since life itself manifested itself
for him as a myth-making and semiotic process.

An example of this is the manipulation of Friedrich Nietzsche in the game of meanings
with the name of the protagonist of his philosophical works. Trying to “restore”
the authentic name of his hero by rejecting his naming by the Greeks — "Zoroastr” —
which associated him with the term "astron” (star), the philosopher showed the way how
the signs of fire were elevated in cloning to the divine light of the stellar and intelligent
cosmos. Thus, the transition from mythology to Socratic logic took place. It is not
a coincidence that this at first sight philological step of Nietzsche goes back to his
intention to establish the fundamental logic of the language of myth, in which he
looked for a form identical with his reflection of thoughts.
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On the basis of the concept of Gaston Bachelard about the “Prometheus complex”
as the Oedipus complex of the mental life, i. e. about the "will to intellectuality” inherent
in man, the essence of the reincarnation of Zarathustra in the Zoroastr of the Hellenistic
world can be explained. He brings, like Prometheus, the fire of knowledge, i. e. the secret
of the celestial deities. The fire gets its mythologically defined niche because it is realized
in the human world as a “more public than natural being” [Bachelard, 23]. Of course,
the analysis of the mythological intertext must not be limited to an inventory
of the mythically connoted structures without uncovering their historical semantics:
through the diachronic reconstruction of the worldview of the periods of mythopoetic
proto-conceptualization, it is possible to discover the structures and semantic potential
of the mythological intertext [Chystiak, Kochinska, 605].

Zarathustra is a conceptual figure of Friedrich Nietzsche's philosophy, paradigmatically,
not historically related to Prometheus. But if the name Zarathustra has its genuine
"history” of prophecy, the fate of the mythical Prometheus and the origin of his name
remain a mystery for which he and the myth have no absolute arc. We can, however, allow
some relatively verifiable conjectures: Zarathustra and Prometheus are linked by a topos
that represents the East, more specifically Central Asia, in a culture where Indo-Aryan
and Turkic-Mongol traditions were intertwined with antiquity.

That the mythological origins of Prometheus come from the East is supported by facts
of cultural history. European scholars have based their works on the premise that Central
Asian nomads introduced fire-related metal production skills to the Western world.
Prometheus is organically integrated into the Greek pantheon because of his belief
in the magical power of fire. In the space of the archaic paradigm, the myth of Prometheus
is etiological and is meant to “explain” the sacred function of fire as a sign of its divine
origin. The origins of the mythical thief of fire — “the birthplace of iron” Scythia.

“The connection of shaman — hero — blacksmith is confirmed by both Indo-European
and Turkic-Mongolian sources. This proves that the original technical skills of man
were sacred religious-mythological representations” [Cardini, 87].

Apart from its cultural-historical content, this statement by the Italian scholar supports
the idea that myth is potentially dormant because of the universality of the symbols
of the system of its language. A symbolic myth is always a sacred world characterized
by a certain logic of its understanding. Thus, Claude Levi-Strauss, turning to the problem
of mythological thinking, which is actively discussed in the science of the 20th century,
concluded that the logical mechanisms of mythological thinking produce iconic systems.
On the one hand, such thinking has its own logical peculiarity, which the scientist sees
in metaphor, logical "bricolage” on the sensual level, and on the other —in the ability
to generalize, classify, analyze. Thus, myth is inherent in symbolism, which is in balance
between idea and image, "ideal” and “real.” On this peculiarity of the myth, its symbolic
character, which uses the rhetoric of the language of both scientific and unscientific
argumentation, Sven Hroar Klempe remarks [Klempe, 216]. To refute the theory
of “illogical” mythological thinking, Claude Levi-Strauss proposes to consider the “Neolithic
paradox” as “the mastery of the great arts of civilization: pottery, weaving, agriculture,
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and domestication of animals,” not to mention the “processing of natural copper
by forging, which appeared several thousand years before metallurgy and already
required very advanced technical skills” [Levi-Strauss, 124-125].

The “Neolithic paradox” as a fact of cultural history illustrates the strategy
of “independence” of mythological thinking, its ontological nature "handiness” — attitude
of immediate sensitivity to the surrounding world, to its materiality. According to Martin
Heidegger's fundamental ontology, the thing is the very presence of the world, the world
is present in things as its own being, i. e. the thing is part of being. The anthropological
version of the mythological thinking of Claude Levi-Strauss and the thinking of Martin
Heidegger about the phenomenology of the thing have passed the point of the ontological
"dimension” of the sacred world. There are well-known considerations of Martin Heidegger
about the cup as things which are real by their “capacity” [Martin Heidegger, 1993].
But as soon as the cup appears as an object, its materiality is replaced by the meaning
of filling this vessel with any substance. While the “cupness” of the cup is enclosed
in an offering. Such understanding of the matter is lost because the thinking
is in the closed dimension of the sacred, because “the openness of being has not
approached man”. The sacred is meaningful because it is thought in the immediate
proximity of being. Man of the new epoch has lost the sacred character of being
and the alienation from its foundations has surrounded him with the profane world.
The thing becomes an object with forgotten sacred semantics. The world of forgotten
sacrality represents an existing being, without phenomenal differences, without
ontological meaning. Mythology, on the other hand, focuses on the meaning
of the sacred object as the guardian of the meaning of existence.

Conclusion. Modern science broadens its areas of interest and progressively impacts
the emergence of new cultural practices. It is open to compatibility with different
dimensions of the world and forms of its being, which is typical of the discourse
of postmetaphysics to “overcome” the strict limits of the method. This speaks to the fact
that postmetaphysics sought a tangible, living being in philosophy and found it in myth
because there nature is not opposed to culture.

Semiotics, having secured the possibility of playing "different degrees of reality
of being itself,” i. e. the latent potential of mythology, has abandoned the subordination
of metaphysics to rationality and its “"doctrines” about the homogeneous space of being,
and has revived the scientific legitimacy of myth as a cultural text, narrative, worldview,
etc. The myth appears as an idea expressed through the language of symbols, excluding
a clear interpretation. It knows and signals, in the sense of “signifies,” the concealment
of being.

The postmetaphysical humanitarian discourse has found in mythology, in the symbolism
of myth, a strategy for overcoming the metaphysics of rationality and its language.
For this reason, the philosophy of culture and the "linguistic” turn of science have revived
the interest in myth. In the object of scientific analysis, the questions about learning
the language of cultural forms endowed with internal connections to myth, its logical
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structures, and symbolic foundations, were actualized. The ontological image of the world,
which is not linear in the structure of its vision, is reflected and projected in the logic
of myth, whose semiotic discourse serves the revelation of things encoded in its symbolic

language.

This paves the way for uncovering the diversity of the language of different cultural
forms, the potential of their meaning-making. For culture is not fixed once and for all
but becomes a sign text in its infinite variety and variability of meanings.

The results of this study, the conducted analysis of the basic concepts of the philosophy

of myth, mythological language, have both theoretical and practical applicability
and research perspective. Also in the practice of teaching and study of disciplines

in the philosophy of culture, semiotics, cultural anthropology, phenomenology will apply
the theoretical and methodological part of this article. The article also has its practical
significance in the conceptual underpinning of the study in the field of ethnosemiotics.
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Anbmupa Hayp3baeBa

KypmarHFasel ameiHOarsl Kasak yimmelk koHcepsamopuscsi (Aimamel, Kazakcmar)

[vHapa CankeHeBa

Abbinali xaH amelHOarsl Kasak xanelKapaasik KAMelHacmap xaHe anem mindepi yHusepcumemi
(Anmamel, Kazakcmat)

MudonormaHbIH ceMMoTUKaNbIK, d/1eyeTi:
nocrmeTtadusnkanbik Hycka

AHpatna Mud FbinbIM yLLiH Xymbak xaHe conait 6onbin Kana 6epesi, ofaH AereH Kbi3blFyLLbIbIK
TeopuANapablH, TYKblipbiIMAaManapAblH, XXaHe XaHa cypakTapablH, WeKCi3 XXUbIHTbIFbIH
Tyzblpazbl. OHbIH 6ipi — MU KyObINbICHI, €erep ©3iHiH CUMBOABIK TabuFaTbiMeH
aXeblpacnaca, o1 d1emae ceMaHTUKaNblK TYCIHAIPY LIEKCi3AiriH >acblpagbl. Erep «Mud»
XAHe «IoTuKa» yFbiMAapbl y3aK yakbIT 60Mbl KOHLeNTyan bl Kapama-Kapchl ke3kapacTa
6oca, oHAa NnocTMeTadum3anKa ascbiHAa AyHMEre KeareH MageHneT GuaocodmsachbiHbIH,
JNINHIBUCTMKAAbIK Napagmrmachkl MUGOTIH, JOrMKachl Typanbl XXaH-XXakTbl NarbiMaay
MYMKIHZAITIH aluazabl.

®pugpux Huulwe punocopusaceiHgasbl Mue 6ip TyTac — on Tin MeH CTU/bAE, OHbIH
MaTIHAEPIHIH NOrVKanblK KypbIbIMAAPbI KypanAapbiHblH KaTapbliHAa XaHe T.6., onTKeHi
OJ1 YLUiH 9N1EMHIH ©3i ceMunoTMKanblk 6obin Kenedi. 3aMyHZa Myccepagid, MapTuH
XangerrepgiH, GeHOMEHONOrNAChI OHTONOMMAHBIH, HETI3ri yFbiMAapbl PeTiHAe onapAblH
HacTankbl MafblHanapblH Taby xaHe KalnTa Kypy KinTiHAeri M1 Typanbl aiita 6actazbl.
SpHcT KaccnpepgiH cumBongblk dopmManapbiHbiH, punocoduscel, Anekcelr JToceBTiH,
fikoB FonocoBkepaiH MUOTIK A0rMKacbiH, MUDTIH CUMBOABIK TabUFaTbIH Herizaey
acnekTiCiHAE AFHW OHbIH, aKblH KAaCWETTININH CUMBOAABIK TinAl MaHubecTTey peTiHae
KepceTesi.

Mudonorvka-6yn >KyMbiCTa KONAAHbINATBIH YFbIM TEPMUHHIH MapTebeciH Tanan eTnengi,
6ipak, OHbIH, 3aHAbIIbIFbI 3K3UCTEHLMaNAbI dunocodus naesnapbiMeH «3apsaaransaH»
Knop NleBn-CTpoccTbiH, iniMAepiMEH HerigenreH, 6yn «koa acTbl» KyOblbICbIH anemre
Tikenen cesiMTangblKTblH KOPIHICi peTiHAe alyFa biknan eTTi. Ocbl Makanaga CMMBOAbIH,
KacueTTi TabufaTbl Typasbl naeanap MndOora Typanbl dHTIMe XYPri3y MyMKIHAIMH
CUMBOAZaFbl KaCUETTI, epeKLle MaHbI3Zbl XaHe 3aTTblK KOATay 94iCi peTiHAe Heri3aei.
CvMBOAAbIK KacKeT KeHICTiKTe 6ap >KaHe OHbIH, XOFfaybl OHbl benrire ainHangbipazbl

JereH 6omkam bap.
AsTOpnap

KonxasbarbI Tipek ce3dep: Mo, noctmeTadmsnka, Mudonormka, MMGOAOrMsbIK olinay, CEMMOTUKA,
COHFbl HYCKaCbIH
OKbIM KynTazbl CUMBONABIK.

XaHe Myaaenep - . . o
KAKTbIFBICHIHbIH Aatiekces ywiH: Hayp36aeBa, A. b.; CalikeHeBa, [. K. MudonormsHbiH, ceMmoTmKanbik,

KOK eKeHairiH a/eyeTi: nocTMeTadumsmkanblk Hycka // Saryn. —2023. - T. 11. - N2 1. - 60-72 6.
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Anbmupa Hayp3baeBa

Kasaxckas HayuoHaeHas koHcepsamopusa umeHu Kypmaraa3sel (Aamamel, Kazaxcman)

[AvHapa CankeHeBa

Kasaxckuli yHusepcumem mexo0yHapoOHbIX OMHOWeHUl U MUpo8bIx 3bikos uMeHU Abblaali XaHa
(Anmamel, Kazaxcmat)

CemunoTtnueckmi noteHunan MI/Iq)O.I'IOFI/IKl/Ii I'IOCTMETaq)I/IBI/Il-IECKaﬂ BepcunA

Mud 6bin 1 OCTAETCA 3arafkon AN HayKW, MOPOXKAAIOLLEN CBOUM UHTEPECOM K HEMY
H6eCcKOHEeYHOE MHOXECTBO Kak TEOPUIA U KOHLEMLMIA, Tak M HOBbIX BOMPOCOB. OAnH

M3 HWUX — B YeM KpoeTcs deHoMeH MUda, ecim OH BeCKOHeUYEeH CBOe CEMaHTNUECKOM
WHTepnpeTaLmen M1pa, Mpu 3TOM He paccTatoLLMNCsA CO CBOEN CUMBONNYECKOMN
npupoaon. Ecam noHAaTUs «Mud» 1 «noruka» Aoaroe Bpems HaxoAWINCh B HEKOTOPOW
KOHUEeNTyaabHO npOTVIBOI'IO}'IO)KHOI?I ANCNO3nL UK, TO A3blIKOBaA NapajgunrmMma q)I/IJ'IOCOCbVIVI
Ky/IbTypbl, POXAEHHas B NOHe NOCTMETaPU3MKKM, OTKPbIIa BO3SMOXHOCTb BCEMEPHO
paccyxaatb 0 norvke muda.

Mud B punocodpummn Ppugpuxa Hulie ToTaneH — OH B A3blKe U CTUAE, B UMCNe CPEACTB
NOrMYeCcKnX NOCTPOEHUIA ero TEKCTOB U T. M., MOCKOJIbKY A8 Hero caMo CyllecTBoBaHue
Mupa ceMmotnuHo. PeHomeHonoruna amMyHaa Nyccepas, MapTuHa Xangerrepa
3aroBopwuaa o Mude B KaroUe NMoncka U BOCCO3aHNSA NX MEPBUYHbBIX 3HaYEHUI Kak
OMOPHbIX MOHATUI oHTONOTUKN. Punocodus cumeoanyeckux dopm dpHcta Kaccupepa,
Kak v anosnorua normkn muda Anekces Jlocesa, ikoea [0n0coBKepa, pacCMOTPEHbI

B acnekTe 060CHOBaHMS 3HaKOBOW MPUPOAbI MUuda Kak MaHUdeCTUpyroLero beitne
CMMBONINYECKMM A3bIKOM €ro OCA3aeMyto cakpaibHOCTb.

Mwudonorvka — NoHATWE, NCNONb3yeMoe B aHHOW paboTe, He NpeTeHAyeT Ha cTaTyc
TEePMWUHa, HO IETMTUMHOCTbL ero obocHoBbIBaeTcs yuyeHrem Knoga Jleen-Crpocca,
«3aPAXKEHHBIM» UAEAMU 3K3UCTEHLMaNbHOM prnocodun, KOTopble COAENCTBOBANN
pPackpbITUO GEeHOMEHA «MOAPYHHOCTU» KaK NPOABAEHNA HEMOCPeACTBEHHOM
UYBCTBEHHOCTU K MUPY Kak CylieMy. Pa3BopaumnBaemble janee B JaHHOW CTaTbe Ugen

0 caKpaibHOM NPUPOAE CMMBOA CYXXMUAM 06OCHOBaHMEM BO3MOXHOCTN BECTU
pa3roBop o MUpONOrnke Kak o cnocobe KOANPOBaHUA CakpanbHOro, 0cob0 3HaUMMOro
1 BeLLHOro B cumBoie. [lenaetca npeanonoxeHune, YTo CUMBOIMYECKOe BbITyeT

B MPOCTPAHCTBE CakpaibHOro, NoTeps KOTOPOro npeobpasyeT ero B 3HaK.

Knrouessle cnoea: Mnd, noctmetadusnka, Mndoaornka, Mmbonornyeckoe MblllaeHune,
CeMUOTHKa, CUMBOJIMYECKOE.

Ana yumuposaHus: Hayp3baesa, A. b.; CaiikeHeBa, /1. K. CemmnoTtnueckunin noteHuman
Mudonormku: noctmetapusnyeckas sepcms // Saryn. —2023. - T. 11. —= N2 1. - C. 60-72.
—DOI: 10.59850/SARYN.1.11.2023.12.
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“Dance of the Heart. Flight of the Soul”.
Exhibition as a Project

Abstract This article presents a description of the cultural and educational exhibition project
in the country, dedicated to children’s fine arts in the context of dance art.

At all times, the issue of education and enlightenment of young people has always
been at the forefront. Such a task caused a variety of not only methodological,

but also creative solutions, which were to a greater extent associated with evolutionary
processes and the surrounding reality. Today, in the age of the Internet, being in one
place, it is possible to attend several events around the world at the same time,
including participating in competitions.

The purpose of this article is to comprehend, analyze and describe the "Dance

of the Heart. Flight of the Soul” republican exhibition, timed to coincide

with the International Ballet Day and the 30th anniversary of the Independence

of the Republic of Kazakhstan. To study the topic, the author used analytical

and descriptive methods. The sociocultural approach seems to be productive

for the study as one of the ways to determine the conditions and main characteristics
of the creative environment among children and adolescents, the identification

of which will contribute to the development of motivation for creative self-expression
and creative competencies of children and youth.

In order to comprehend the exhibition project, a review of sources was carried out

and conceptual and practical approaches to organizing and conducting a children's
creative project were formulated. Thanks to the analysis of the exhibition, it became
possible to determine what methods can be used to develop children's and adolescent

creativity, and to express of some internal, often unconscious intentions at a similar age.
Author has read

thznf?nzlpferfs‘?s: Keywords: exhibition project, exhibition of children's drawings, Qazaq Ballet Creative Lab,
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1. The relationship between dance and fine art dates back to antiquity, when deities
began to be depicted on the rocks in ritual and warlike processions. Such murals have
become the main source of information about the existence of dance culture among
various peoples. Later, the dance was painted and sculpted by professional artists

and sculptors known to us, among whom we can name Edgar Degas, Nicolas Poussin,
Pierre-Auguste Renoir, Henri Matisse, Marc Chagall, Sergey Kalmykov, Gulfairuz Ismailova,

Vladimir Shakhmeister, and many others.

Dancing and drawing are still favorite forms of creativity, especially in the childhood
period of life, when the child is subject to emotions and excessive activity. And non-
verbal arts, which, according to the psychologist J. Treiger, are the language of emotions,
represent the possibility of self-expression, a splash of emotions outward.

Drawing, reflecting the inner experiences of the authors, can be a solution to many
psychological problems. In the foreword of the book “The Secret World of Drawing:
Healing through Art” by Gregg M. Furth, it is written on this occasion, that all paintings
"open the way to the psyche or the contents of the unconscious of a particular
person” [Furth]. Olga Nekrassova-Karateyeva in her article describes the relationship
of the drawing with different periods of human growth'. If we talk about drawing
dance, then this process involves some theoretical and practical study of this art
form. That is, it attracts to dance-body movement, in particular dance therapy, which
contributes to “relieving physical stress, increasing self-esteem, developing spontaneity,
reducing anxiety, aggression, and developing communication skills” [Nekrassova-

Karateyeva, p. 60].

The concept of “Dance of the Heart: Flight of the Soul” republican exhibition was
to unite children from all over the country through the combination of two types of art,
which contributed to the development of their creative skills, as well as the popularization
of the beautiful and high among schoolchildren in Kazakhstan.

2. Any human movement, according to the English artist William Hogarth, creates certain,
somewhat clumsy lines in the air [Hogarth, p. 227]. In dance, these lines become more

coordinated and harmonious. The task
for the participants of the competition
was to convey these integral lines

that create the image of the dance.

And they successfully completed it,

which could be clearly seen at the “Dance

of the Heart: Flight of the Soul” exhibition.

During the month, about 1,200
applications were submitted from children
from different parts of the country.

As a result, the jury members — scientists,
artists, and art historians — selected
75 drawings of children of different ages

1

« in the period from 7 to 10 years, the inner world

of the child is enriched, the drawings become
narrative, and the refined image captures the images
of knowledge;

« in the period from 10 to 12 years, the characteristic
aestheticization of the creative process for children
of early adolescence accompanies drawing with
special pleasure, giving pleasure with its processuality
and completeness, the image is created as an artistic
object;

« in the period from 12 to 14 years, the desire

of middle-aged adolescents for self-affirmation,

for reflection and reasoning directs their drawing

to create an image as an image of an idea;

« in the period from 14 to 17 years, the personal
problems of older adolescents direct their
compositional creativity to create an image

as an image of the inner "I".

7|
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from 7 to 18 years old from the cities and regions of Aktobe, Almaty, Karaganda,
Kustanai, Nur-Sultan, Pavlodar, Petropavlovsk, Semey, Taraz, Ust-Kamenogorsk,
Shymkent, Ekibastuz.

Drawings were accepted in five categories:

1. Steppe motifs (30.7 %)

2. Dancing family (14. 6%)

3. Whirling (17.8 %)

4. Birds in the sky and on the ground (21.9 %)

5.  Waltz of Color (15 %)

Let's briefly consider each of them. Most of the submitted applications were works
devoted to the image of nature (“Steppe motifs” and “Birds in the sky and on the ground”).
In the boundless imagination of children, everything is animated, which is reflected
in the drawings of children. Among these, one can meet bird people, flower people,
plant people, river people, mountain people, elemental people, and angel people.

The next in terms of the number of submitted applications were the nominations
"Whirling” and “Waltz of Color.” These works represented a direct perception
of the surrounding reality by children: a pegasus galloping across the steppe against
the background of cumulus clouds and at the same time a rocket taking off into space;
presented against a brightly colored background, a snowstorm that blows away tree
branches; shades of blue, purple, blue, creating an image of flowing water in wavy lines,
and so on.

Our whole life consists of movements. As the architect Santiago Calatrava reflected,
"if some object is motionless in it (in particular, a work of art), this does not mean
that it is not able to move, just the potential for movement is hidden inside” [Yudina,

p. 149]. The same was true of the paintings exhibited in the gallery,in which, thanks
to the use of different techniques of working with lighting, shadows, colors,

and, of course, the boundless children's imagination, various lines of dance acquired
even greater diversity in lines that were meaningful in a new way.

In the "Dancing Family” nomination, the participants expressed their relationships
in the family, accompanying them with sincere comments that could be read
in the annotations to the drawings. For example: "My family is very cheerful when we all
get together, we always arrange dances,” writes Amir Duyssembai from Petropavlovsk
(11 years old); "I wanted to show everyone as much as possible. Brothers and relatives,”
writes lvan Bakhmutov from Almaty (8 years old); “On the City Day, we always have
a concert on the square. My mom and dad go to dance lessons in their free time.
| pictured their performance on City Day. | am very proud of my parents!” writes
Angelina Voronina from Petropavlovsk (16 years old).

3. The exhibition, first of all, was addressed to a children's audience. Therefore,

for didactic purposes, in addition to drawings, a ballet exposition was presented

to the guests, including costumes and props from ballet performances from the museum
of the Abay Kazakh National Opera and Ballet Theatre and the State Academic Theater

“Dance of the Heart. Flight of the Soul”. Exhibition as a Project ‘ 75 ‘
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of the Republic of Kazakhstan, sketches of costumes by the People’s Artist of Russia
Vyacheslav Okunev for the ballet “Swan Lake”, archival photographs of the prima ballerina
of theaters in Azerbaijan, Moldova and Kazakhstan, teacher-repetiteur, Honored Artist

of the Kazakh SSR Lyudmila Rudakova, which presents scenes from various ballet
performances by her and in a duet with Ramazan Bapov, as well as her students (Leila
Alpiyeva), figurines of ballerinas in various dance poses from the personal collection

of the artistic director of the ballet troupe of the Abay Kazakh National Opera And Ballet
Theatre, People’s Artist of Kazakhstan Gulzhan Tutkibayeva, archival documents that make
up materials from books, posters, booklets, photographs from the personal archive

of theater director and choreographer Damir Urazymbetov (see fig. 1, 2).

Figure 1. "Captured Fragments.” Photo by D. Ura-
zymbetov. Archive of Qazaq Ballet Creative Lab

Figure 2. "Captured Fragments.” Photo by D. Urazym-
betov. Archive of Qazaq Ballet Creative Lab

By designing such an exposition, the organizers pursued the goal of creating
an exciting theatrical environment. Such an environment provided the opportunity
for total immersion in art, thereby contributing to the creative self-expression
of the child and the emergence of an impulse for self-realization.

Natalya Sats wrote about performances for the youngest that, despite their seeming
primitiveness, this is the most difficult thing “if we want to combine simplicity and sincerity
with the requirements of true artistry” [Sats, p. 59]. So, in the process of organizing
this event, the driving force was the unbridled desire to create a unique one.

During the week, the gallery played musical compositions specially selected
by the organizers from children’s albums and dance / ballet repertoire of composers
Michael Glinka, Alexander Dargomyzhsky, Camille Saint-Saens, Petr Tchaikovsky,
Nicholas Rimsky-Korsakov, Claude Debussy, Maurice Ravel, Sergey Prokofiev,

Dmitriy Shostakovich.

To inspire the participants of the exhibition, the organizers prepared a video

with the participation of pupils of the A. Seleznyov Almaty Choreography School
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and the Exercis exemplary choreographic studio Zere, Taissiya, Mariam to the music

of Nicholas Cherepnin, as well as the little brothers Adi and Amir. The video, which plays
music from the ballet "Pavilion

of Armida”, shows young artists E E

creating an image of dance using = -
a multi-colored palette of colors

and a dancing muse. Below is

a video clip of the exhibition (fig. 3).

4. The grand opening of the exhibition took place on October 2, 2021 (see fig. 4, 5, 6). At the
opening, a concert program was presented, consisting of musical compositions from classical
samples of musical literature performed by the quartet of the Akim Concert Orchestra

of the city of Almaty under the direction of Murat Serkebayev, as well as choreographic

Figure 3. QR code for the promotional
video of the exhibition. Directed, filmed,
and edited by D. Urazymbetov

T —

Figure 5. Guests at the exhibition opening. Photo by
E. Petrova. Archive of Qazaq Ballet Creative Lab

Figure 4. Project curator T. Moldalim at the grand
opening of the exhibition. Photo by E. Petrova. Archive
of Qazaq Ballet Creative Lab

Figure 6. Winners of the children's drawing compe-
tition. Photo by I. Furmanov. Archive of Qazaq Ballet
Creative Lab
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compositions staged by Bulat Ayukhanov “The Artist and the Swan” to the music

of Camille Saint-Saéns in performed by the leading soloists of the State Academic
Dance Theater of the Republic of Kazakhstan Zhanar Kusherbayeva and Diyar Akenev
and "Ave Maria” choreographed by Damir Urazymbetov performed by the soloist

of the same theater Aiya Melis. The first dance is about the mysterious process

of the artist's search for an ideal and the creation of the image of a swan.

In Ayukhanov's interpretation, cello and piano melodies acquired completely new
intonations from Fokine's usual idea. Here the swan comes to life and rushes

into the sky, inspired by the artist, who in turn was inspired by the bird and its image
(see fig. 7). The second dance was marked by the premiere of the “Ave Maria”
choreographic composition by Damir Urazymbetov to the music of Johann Bach -
Charles Gounod performed by Aiya Melis (see fig. 8). The dance, inspired by the idea
of the eternal, adorned this event, an exhibition dedicated to children’s creativity.

A dance about the soul, a dance about the mother of the whole world, who gives
light and inspiration to all those who seek, suffer, and talented.

Figure 7. Diyar Akenev and Zhanna Kusherbayeva

perform “The Artist and the Swan" in the choreography Figure 8. Aiya Melis performs “Ave Maria” in the cho-
of B. Ayukhanov. Photo by I. Furmanov. Archive of reography of D. Urazymbetov. Photo by I. Furmanov.
Qazaq Ballet Creative Lab Archive of Qazaq Ballet Creative Lab

Well-known Kazakh teacher Anvara Sadykova shared her impressions of visiting
the opening: “I just arrived from Nur-Sultan and the first thing | came to the gallery.
As soon as | walked in, | felt such a warm and kind atmosphere. | think it was created
by pure / sincere intention, the organizers. As the Kazakhs say "niet”, if it exists,
then sooner or later the plan will come true. To be honest, | am overwhelmed
with emotions from being here-this is a real celebration of my soul. She feels calm,
comfortable, joyful here. Many thanks to the organizers for such a wonderful event.”
(see fig. 9, 10)
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Figure 9. Guests at the exhibition opening: Assiya
Mukhambetova and Anvara Sadykova. Photo by E.

A : Figure 10. Guests at the exhibition opening: Lyudmila
Petrova. Archive of Qazaq Ballet Creative Lab

Rudakova and Andrey Popov. Photo by I. Furmanov.
Archive of Qazaq Ballet Creative Lab

5. An important part of the project was the participation of children from orphanages,
who were offered guided tours of the exhibition and master classes in fine arts?

(see fig. 11, 12). The role of art therapy is important here, contributing to the improvement
of the psycho-emotional state.

Figure 12. Workshop by Assel Bekzhan.

Photo by D. Urazymbetov. Archive of Qazaq Ballet
Figure 11. Workshop by Ravil Naregeyev. Creative Lab
Photo by T. Moldalim. Archive of Qazaq Ballet

Creative Lab

2 The first watercolor master class was held
on October 6, 2021 for pupils of the Almaty Regional
Orphanage No. 1 aged 11 to 14 years. The master was

As a part of the exhibition, a round
table was held in the Science Café
format on the topic “Dance and Painting”
(see fig. 13). It was attended by students
and undergraduates of universities

in Almaty and St. Petersburg. In the format

of casual communication over a cup

Ravil Naregeyev, a graphic artist, head of the Ammonite
art studio, a participant in republican and international
exhibitions.

The second master class was held on October 9, 2021
for pupils of the CSI “Zhastar Uyi Center for Adaptation
and Support of Graduates of Social Institutions” aged
16 to 18 years. The master class was held by Assel
Bekzhan, an artist, portrait painter, Master of Arts,
member of the “Tan Sholpan” independent women's
fund of artists.

“Dance of the Heart. Flight of the Soul”. Exhibition as a Project
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Figure 13. Science Café on the “Dance and Painting” topic with students and postgraduates from Kazakhstan
and Russia (moderated by T. Moldalim). Photo by D. Urazymbetov. Archive of Qazaq Ballet Creative Lab

of coffee and cookies, young scientists
discussed their concerns on the subject
of "Dance and Painting”.?

During the week, a number of important
events were held aimed at developing
children's creativity and scientific activities
among young people. A video clip
of the exhibition can be viewed in Video 1
(fig. 14).

Musicologist and culturologist,

Doctor of Sciences in Study of Art Assiya
Mukhambetova, who was present

at the opening of the exhibition, shared
her wishes that the exhibition should
continue and that this is an important
event for the development of children's
creativity.

The exhibition was co-organized
by the Kazakhstan National Federation
for UNESCO Clubs and the Almaty State
Gallery. The partners were the Abay

[=]
[=]

[=]

Figure 14. QR code

for the exhibition overview
video. Filmed and edited
by D. Urazymbetov

Among the topics discussed:

» Maksimova N. (2 course of the Temirbek Zhurgenov
KazNAA). "Ballet creativity of Gulfayrus Ismailova”;

« Turemuratova G. (2 course, master's degree

of the Al-Farabi KazNU). “The unity of dance and color.
Peace of Mind”;

« Suleimenova D. (2 course of the Temirbek
Zhurgenov KazNAA). “Artist Vyacheslav Okunev

and Kazakh ballet”;

« Abiyeva A. (2 course of the Temirbek Zhurgenov
KazNAA). "Children's dances of the magician Mintay
Tleubayev";

* Berikbolova A. (2 course, master's degree

of the T. Zhurgenov KazNAA). “Statement by Crystal
Pite Ballet”;

« Safiyeva Zh. (1 course, master's degree

of the St. Petersburg State University). "Ways

of development of the New Musical Theater

in Kazakhstan”;

» Moldalim T. (2 course, master's degree

of the St. Petersburg State University). “The Dance
of the Heart. Flight of the Soul. Comprehension”.

20|
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Kazakh National Opera and Ballet Theater, which provided theatrical props, exhibits, rare
musical scores, sketches of ballet costumes for the exhibition; State Academic Dance
Theater of the Republic of Kazakhstan, Akim Concert Orchestra of Almaty, participating
in the organization of the concert part of the grand opening of the exhibition; Exercis
choreographic studio of the House of Schoolchildren No. 6 of Almaty city.
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TorxaH Monganim

KypmarFasel ameiHOarsl Kasak yimmelk koHcepsamopuscsi (Aimamel, Kazakcmar)

«KeHin bipfaFrbl. Ce3im camfaybi». Kepme >xoba petiHge

AHpaTna byn makanaga 6v eHepi ascbiHaa 6ananapablH beliHeney eHepiHe apHanfaH engeri
MaJEeHUN-aFapTyLLUbIIbIK KOpMe X06acbIHbIH CUMaTTamMmachl KeATipiareH.

Kali 3amaHza 6onmackiH xactapablH, 6iniM anybl, arapTy Maceneci HipiHLwi

OpblHfa KOMbINFaH. MyHZa MiHZET apTypAi d4icTemMenik faHa emMmec, COHbIMEH
KaTap 3BOJIOLMANBIK YAEPICTEPMEH XaHe alHanajafbl LWbIHAbIKNEH GaiaaHbICTbI
LWblFapMallbIablK LWeLliMaepai Tyablpasbl. byriHae fanamMTop 3aMaHbIHza Oip XXepae
60na oTbIpbIn, 6ip yakblTTa AyHWe Xy3iHAeri HipHelle ic-luapanapfa, COHbIH, ilWiHAe
XapbIcTapFa KaTbiCyFa bonasbl.

Byn MakanaHblH MakcaTbl — «KeHin bipfafbl. Ce3imM camFaybl» aTTbl Xasblkapasblk 6anet
KyHi MeH KasakcTtaH Pecnybaukacel TayencisgiriHib, 30 XbliAblFbiHa OparinacTbipblafaH
pecnybauvKanblk KEPMeHi Tangay >kaHe cunatrtay. TakblpbInTbl 3epTTey YLliH aBTop
aHaNNTUKaNbIK XaHe cunaTTamanblk a4icTepai nanganaHibl. ONeymMeTTiK-MaAeHWN Tacin
H6ananap MeH xacecnipimgep apacblHAafbl LiblFapMallbliblK OPTaHbIH LapTTapbl

MeH Heri3ri cunaTramanapblH aHbIKTay SAiCTepiHiH 6ipi peTiHAe 3epTTey YLUiH HaTUXeni
60AbIN KepiHeai, onapapl aHblkTay bananap MeH xacTapgbliH, WbiFapMallbliblk ©3iH-e3i
KepceTyre Ky3blpeTTiflikke AereH bIHTaCblH aMbITyFa bikMnan eTesi.

Kepme xobacbiH Tangay yLiH Aepekkesaepre Loy XacanAbl XaHe Hbananapabit,
LWbIFapMaLLblIbIK XK06aCbIH YINBIMAACTBIPY MEH OTKIi3YAiH TY>KbIpbIMAAMablk XXaHe
NpakTUKanblk TICIAAEPi TYKbIPbIMAANAbI. OTKI3iNreH KepMeHi TangaysblH, apkacbiHAa
6ananap MeH xacecnipiMAepaiH WbifapMallbliblFbiH AaMbITy YLLiH kaHAaW Tacingepai
kosngaHyfa 60aaTbIHAbBIFbIH, OCbl XXacTafbl Kebip ki, kebiHece belicaHanblk HUETTEPA

Aerop 6ingipyre 60naTbIHAbIFbIH aHbIKTayfa MYMKIHZAIK TYAbl.

KOsIKa3baHblH,
COHFbl HYCKACbIH

OKeIN KynTaabl Tipek ce30ep: kepme xobackl, bananap cyperrepiHiH kepmeci, Qazaq Ballet Creative Lab,

XoHe myaaenep KECKiH,D,eMe, oun.
KaKTbIfbICbIHbIH, o . 3 A i )
KOK eKeHairiH Aatiekces ywin: Monganim, T. X. «KeHin bipfafbl. CesiMm camraybl». Kepme xoba peTiHge

ManiMAeAAl. // Saryn.—2023.-T.11.- N2 1. - 73-84 6. — DOI: 10.59850/SARYN.1.11.2023.15.

Makana pepakumsasa PeueH3nagaH keniH XKapusanayra
TycTi: 20.01.2023 MakynaaHfaH: 02.02.2023 Kabbingarabl: 03.02.2023
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Torkan Moaganum
Kasaxckas HayuoHaieHas koHcepaamopusa umeHu Kypmaraasel (Anmamel, Kazaxcman)
«TaHey, cepaua. Nonet aywn». BoicTaBka Kak NpoekT
AHHOTauuAa B HacTosLwel cTaTbe NpescTaBaeHO OnncaHne KyabTypPHO-NPOCBETUTEIbCKOTO

ABTOp nNpounTan
n oa06pwn
OKOHYaTe/bHbIN
BapuWaHT pyKonucu
v 3asBaseT

06 oTcyTCTBUM
KOHpAUKTa
MNHTEpecoB.

BbICTaBOYHOrO NMpPOeKTa B CTpaHe, NOCBALEHHOIo AeTCKOMY VI306paBVITEJ'IbHOMy
TBOPYECTBY B KOHTEKCTE TaHL,EBAJIbHOIO NCKYCCTBa.

Bo Bce BpemeHa BOMPOC BOCMUTAHWS W NMPOCBELLEHNS MONOAEXM CTaBUIICA

BO r/71aBy yria. Takas 3aZiaya Bbi3blBasa CaMble PasHble He TObKO METOAMYECKUE,

HO ¥ TBOPYECKUNe peLleHns, KoTopble B HobLLen cTeneHn 6blin CBA3aHbl

C 3BOIFOLIMOHHBIMU MPOLLeCCaMy U OKpY>KaroLLeil AeiCTBUTENbHOCTbIO. CeroaHs,

B Bek /IHTepHeTa, HaxoAACb B OJHOW TOYKE, MOXHO MPUCYTCTBOBaTb OAHOBPEMEHHO
Ha HeCKOJIbKUX MepOonpuATUAX Mo BCEMY MUPY, B TOM UYMC/IE y4acTBOBATh B KOHKYpCaX.

Llenb gaHHOW CcTaTby 3aKNtOUaETCs B OCMbICIEHUW, aHaNU3e 1 OnucaHum
Pecny6nunkaHckoli BbicTaBku «TaHeL, cepaua. MoneT AyLwimn», MpuypoYeHHo

k MexayHapogHoMmy gHto 6aneTa 1 30-neTuro HesaBucmumoctun Pecnybankun KasaxcraH.
[ns nccnefoBaHnA TeMbl aBTOPOM MPUMEHEHbI aHaUTUUYECKUIA 1 OnucaTesbHbIi
MeTogbl. MPOAYKTUBHBLIM ANA NCCAEAO0BaHUA NPeACTaBASETCA COLIMOKYNbTYPHbIV NMOAXOZ,
Kak OZIMH 13 CMOCOBOB OnpeseNTb YCI0BUA U OCHOBHbIE XapakTepPUCTUKM TBOPYECKOM
cpefbl cpeaun aeTen 1 NOAPOCTKOB, BbIBAEHME KOTOPbIX ByzeT cnocobcTBoBaTh
pa3BUTUIO MOTMBALIMMN K TBOPYECKOMY CaMOBbIPAXKEHWIO 1 TBOPYECKMX KOMMETEHLNIA
AeTeln 1 MONOAEXMN.

C LeNb0 OCMbICNIEHNMA BbICTaBOYHOTO NPOEKTa npoBejeH O630p NCTOYHWNKOB

n Cq)OpMyJ'IVIpOBaHbI KOHLEeNTyaNbHbI€ N MPaKTN4YeCKne NoAxXoAbl K OpraHmn3aunm

n npoBeAeHNo 4eTCKOro TBOp4YeCckKoro npoekTa. Bnarop,apﬂ aHanmsy HpOBEAeHHOI‘/JI
BbICTaBKWM CTasi0 BO3MOXXHbIM OMnpeaennTb, Kakme Cnocob6bl MOTYT NCNOJIb30BaTbCA
ANA pa3BUTUA JETCKOTO N MOAPOCTKOBOIo TBOPYECTBA, Bblpa>XXeHUA HEKOTOPbIX
BHYTPEHHUX, 4YaCTO HEOCO3HaBaeMbIX B I'IO,CI,O6HOM BO3pacTe VIHTeHLI|VII‘/JI.

Knrouesole cn108a: BbICTaBOYHbIN MPOEKT, BbICTaBKa AETCKMX pucyHKoB, Qazaq Ballet
Creative Lab, »xuBonuce, TaHel,.

Ana yumuposarus: Monganum, T. X. «TaHel, cepaua. Monet gywm».
BbicTaBka kak npoekT // Saryn. —2023. - T. 11. = N2 1. - C. 73-84. -
DOI: 10.59850/SARYN.1.11.2023.15.

CraTba noctynuna OpobpeHa nocne MpuHaTa
B pegakuuro: 20.01.2023 peueH3nposaHus: 02.02.2023 K ny6avnkauum: 03.02.2023
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MaBen NloHUapoBTbIH, 6aneTi MeH MoAepHi: 6ip CTUNBAIH,
eKi dicneH KUbIAbICYbI

1-wi cyper. M. ToHuyapoB. «[leTpyLika» 6aneTiHiH uantocTpaumacel. 1921
2-wi cypert. M. FToH4apoB. «bakbIT KyCbl» 6aneTiHiH uantocTpaymacel. 1921
3-wi cypert. IN. FToHYapoB. Inb3a Buanb «LoneHnaHaa». Jiutorpadumsa. 1922

4-wi cypet. Con xakTa — . FToHYapoB. «/cnaH 6wmi», opbiHaayLwbl Onbra
®epoposa. JIntorpadus. 1922. OH xakTa — 1. ToH4apoB. «Canomesn»,
opblHAayLWbl BaneHTnHa ViBaHoBa. Jlntorpadus. 1922

5-wi cyper. M. FoHyapoB.. @. JIoNyXOBTbIH, «ONEMHiH, Y/blNbIFbl» 61
CUMPOHMNACLIHBIH, aBToAUTOrpadmack!. 1922

6-wwi cypet. M. FToHuapoB. ®. JTONyXOBTbIH, «DAEMHIH, Y/blbIFbl» 61
CUMQOHUACLIHbIH, aBToAUTOrpadmackl. 1922

7-wi cypert. M. FToHuapos. A. BaraHoBaHbIH «Knaccvkanbik 6u Herizgepi»
OKyY/IbIfblHa CypeTTep

8-wwi cypert. M. ToHuapos. N. iBaHOBTbIH, «M. POKMH» KiTabblHbIH,
Mykabacbl MeH uantoctpaymsacel. 1925

9-wi cypert. M. FToHuapoB. «Opdeli xaHe IBpuamKa» baneTiHiH
nantoctpaumacel. 1930
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«KeHin bipfa¥fbl. Cesim camfaybl». Kepme >xoba peTiHge

1-wi cyper. «TycipinreH y3iHginep». [l. Ypa3biMOeTOBTbIH, CypeTi.
Qazaq Ballet Creative Lab myparartbl

2-wi cypeT. «TycipinreH y3iHginep». [l. Ypa3biM6eTOBTbIH, CypeTi.
Qazaq Ballet Creative Lab myparaTbl

3-wi cypeT. KepMeHiH npomo-6einHeciHgeri QR koabl.

[. Ypa3bIMb6eTOBTbIH, pexumccypachl, TYCipinimMi )XaHe MOHTaXbl

4-wi cypet. XXobaHbliH KypaTopbl T. Monganim KepMeHiH cantaHaTTbl
awblnyblHAa. E. MeTpoBaHbIH, cypeTi. Qazaq Ballet Creative Lab mypafatbi

5-wi cypet. KoHakTap kKepMeHiH, alwblaybiHaa. E. [eTpoBaHbIH, cypeTi.
Qazaq Ballet Creative Lab myparaTbl

6-wwi cypeT. bananap cypettepi baikayblHbIH, NaypeaTTapbl.
N. ®ypmaHoBTbIH cypeTi. Qazaq Ballet Creative Lab myparatbl

7-wwi cypeT. b. AtoxaHOBTbIH, KOMblbIMbIHAA Anap AkeHeB neH XKaHHa
Kewepbaesa «CypeTLli MeH akKyZabl» OpblHAaNAbl. V. DypMaHOBTbIH,
cyperi. Qazaq Ballet Creative Lab myparaTbl

8-wwi cypeT. [l. Ypa3biMbeTOBTbIH, KOWblAbIMbIHAA Alis Mennc
«ABe MapusHbl» opbiHAaiabl. V. ®ypMaHOBTbIH, CcyperTi.
Qazaq Ballet Creative Lab

9-wi cypeT. KoHakTap KepMeHiH albinybiHaa: Ocna Myxambetosa
meH AHBapa CagbikoBa. E. [MeTpoBaHbIH cypeTi. Qazaq Ballet Creative
Lab myparat

10-wi cypeT. KoHakTap KepMeHiH awbinybiHaa: Jllogmuna PysakoBa
xoaHe AHapeli Monos. V. ®ypmaHoBTbIH cypeTi. Qazaq Ballet Creative
Lab mypararsbl

11-wi cypet. PaBunb HapereesTiH macTep-kaacol. T. MoaganiMHiH cyperTi.
Qazaq Ballet Creative Lab myparartbl

12-wi cypet. Acen bekkaHHbIH MacTep-knacsl. [l. Ypa3biM6eTOBTIH, CypeTi.
Qazaq Ballet Creative Lab myparartbl

13-wwi cyper. Science Café «bu xaHe keckiHaeMe» TakbipblbbiHAa KasakcTaH
>X9He Peceii xXOfapbl OKY OpbIHAAPbIHbIH, CTyJeHTTePIMeH XaHe
MarucrpaHTTapbiMeH (Mogepatop T. Monganim). [. Ypa3blM6eTOBTbIH, CypeTi.
Qazaq Ballet Creative Lab myparaTbl

14-wi cypeT. KepmeHiH, 6eiHe wonybiHa apHanfaH QR Koabl.
[. Ypa3bIMHeTOBTbIH, TYCipiliMi KaHe MOHTaXxbl
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NMPUNNOXEHWUE

TatbsaHa NMopTHOBa  banert NaBna loH4YapoBa 1 MogepH: Ha NepekpecTke
ABYX METOA0B OAHOro CTUNA

Puc. 1. M. ToHuapoB. Vinntoctpauus k banety «MetpyLuka». 1921
17 Puc. 2. T. ToHuapoB. Mantoctpauums Kk 6anety «XKap-ntuua». 1921

Puc. 3. T1. ToHuapoB. n1b3a Buanb B «LLloneHnane». Jiutorpadpus. 1922

Puc. 4. Cnea — . ToHuaposB. «/cnaHckunin TaHew», ncn. Onbra ®egoposa.
Jntorpadus. 1922. Cnpasa — 1. ToHuapoB. «Canomesn», ucn. BaneHTnHa
ViBaHoBa. Jlutorpadus. 1922

Puc. 5. Tl. ToHuyapos. ABToantorpadum k TaHucumpoHmm @. Jlonyxosa
«Bennune muposganua». 1922

Puc. 6. T. ToHuapos. ABToantorpadum k TaHucumpoHmm @. Jlonyxosa
«Bennune muposganua». 1922

Puc. 7. T. ToH4YapoB. PucyHkun K yuebHmky A. BaraHoBol «OCHOBbI
K/1laCCMYeCcKoro TaHua»

Puc. 8. M. ToHuapoB. O6n0xkKa n nantoctpaums kK kHure U. MBaHoBsa
«M. ®okunH». 1925

Puc. 9. M. ToHyapoB. inntoctpaums k 6anety «Opden n Ispuanka». 1930
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«TaHeL, cepaua. MNonet Aywn». BoicTaBKa Kak NPOEKT

Puc. 1. «3anevatneHHble dparmeHTbl». PoTo [. YpasbimbeToBa. Apxms Qazaq
Ballet Creative Lab

Puc. 2. «3anevatnenHble ¢parmeHTbl». PoTo [l. YpasbimbeToBa. Apxms Qazaq
Ballet Creative Lab

Puc. 3. QR-kog Ha NPOMOBMAEO BbICTaBKM. Pexxnccypa, Cbemka 1 MOHTax
[. YpasbimbeToBa

Puc. 4. Kypatop npoekta T. Monganvm Ha TOp>XECTBEHHOM OTKPbITUN
BbicTaBku. ®oTo E. MeTtposoin. Apxme Qazaq Ballet Creative Lab

Puc. 5. TocTh Ha oTKpbITMK BbicTaBku. ®oTo E. MeTposoin. Apxmns Qazaq
Ballet Creative Lab

Puc. 6. Jlaypeatbl KOHKypca AeTckunx pucyHkos. Poto V. PypmaHosa.
Apxue Qazaq Ballet Creative Lab

Puc. 7. nap AkeHeB 1 XXaHHa KyliepbaeBa UCMONHAIOT «XyA0XKHMKa
n nebess» B noctaHoBke b. AroxaHosa. Poto . PypmaHoBa. Apxme Qazaq
Ballet Creative Lab

Puc. 8. Ais Menuc ncnonHset «Ase Maputo» B MoCTaHOBKE
[. YpasbimbetoBa. ®oTo V. PypmaHosa. Apxme Qazaq Ballet Creative Lab

Puc. 9. Toctn Ha oTKpbITUK BbicTaBku: Acns MyxambeToBa 1 AHBapa
CagpikoBa. ®oto E. MNMeTtposon. Apxus Qazaq Ballet Creative Lab

Puc. 10. TocTv Ha OTKpbITUM BbICTaBKYM: JltoagMuna PygakoBa n AHgpei Monos.
®oto V. PypmaHosa. Apxme Qazaq Ballet Creative Lab

Puc. 11. Mactep-knacc Pasuns Hapereesa. ®oto T. Monganum. Apxue Qazaq
Ballet Creative Lab

Puc. 12. Mactep-knacc Acenb bekxkaH. ®oto [l. Ypa3ssimbetoBa. Apxme Qazaq
Ballet Creative Lab

Puc. 13. Science Café Ha Temy «TaHeL, 1 XXMBOMWCb» CO CTyAEeHTaMM
1 maructpaHtamu By3oB KasaxcraHa u Poccun (mogepatop T. Moaganvm).
®oto [. Ypa3bvimbeToBa. Apxne Qazaq Ballet Creative Lab

Puc. 14. QR-koa Ha B1zaeoo630p BbicTaBku. CbemMka U MOHTaXx
[. YpasbimbeToBa
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Ballet by Pavel Goncharov and Modernism:
at the Intersection of Two Methods of One Style

Figure 1. Pavel Goncharov. lllustration for the Petrushka ballet, 1921.
Figure 2. Pavel Goncharov. lllustration for the Firebird ballet, 1921.
Figure 3. Pavel Goncharov Elsa Ville in Chopiniana. Lithograph, 1922.

Figure 4. Left. Pavel Goncharov. O. Fedorova — Spanish Dance. Lithograph,
1922. Right — Pavel Goncharov. Valentina Ivanova — Salome. Lithograph.
1922.

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.

Figure 7. Pavel Goncharov Drawings for A. Ya. Vaganova's Fundamentals
of Classical Dance book.

Figure 8. Pavel Goncharov. Cover and illustrations for the edition
of Michel Fokine. 1925.

Figure 9. Pavel Goncharov. lllustration for Orpheus and Eurydice ballet.
1930.
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30.03.2023 6acbin WblFapy YLUiH KON KOWblAFaH.
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