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HPEIUCJIOBUE

B knure npencrasnensl crateu Alicenopsl JyHkaH, HanucanHbie ¢ 1903 o 1927 roael, u
opopMIICHHBIE B aBTOpCKUM cOOpHUK moja Ha3BaHueM "MckyccTBo TaHua". YHHUKaIbHBIN
TEOPETUYECKUM U METOJIUYECKUN MaTEpUaJl MO3BOJIAET POCMOTPETDH ATAIlbl CTAHOBJICHHUS
W Pa3BUTUSA TEXHUKHU TaHLA, KOTOpbId Aliceopa 0003HAaumia Kak HOBBIA CBOOOJHBIM
TaHell, - "Taner] Oynaymiero". Panee 3Tu ctaThu He OBUIM JOCTYMHBI B PYCCKOM IEPEBOJIC,
YTO COCTaBJIAET OE€3YCIOBHYIO LIEHHOCTh JaHHBIX MaTepuaynoB. OtaenbHble (Gpa3bl U
MBICIU J[yHKaH O TaHIE MOXHO BCTPETUTHb B KHUTe "MOS KU3HB', HO 3TO BCErO JIHIIb
OTZIeNIbHBIE Pa3pO3HEHHBIE ()pAarMEHTHI TEKCTOB, HAITMCAHHBIX B Pa3HbIC T'OJIbI.
[TpoGnemaTka Bompoca 3aKII0YaeTCsl B TOM, YTO CPeAM UCKYCCTBOBEIOB U XOpeorpadosn
ObiTyeT MHeHHe, OyaTo Alicenopa JlyHkaH crajna 3HAMEHUTOW JUIIb CHJIOW CBOEro
MEePCOHATIBHOIO TajaHTa W Onarojgaps oOasHUIO xapu3Mbl. Takxke €€ NOMyJIsIPHOCTD
HEMOCPEJICTBEHHO YBSI3bIBaeTCS C €€ JIOOOBHBIMM MOXOXKACHUSIM M OJHU3KUMU
MHTUMHBIMM B3auMooTHomeHussMu ¢ Cepreem EcenusbiMm. IIpu 3TOM, Kak mpaBuio,
yTBEpIKJIAeTCs, YTO TaHel AMiceopbl YUIEN BMECTE ¢ HEW HaBcerjaa, v, 00Jjiee TOro, IIKOJIbI
Y METOJIMKH TUIACTUYECKOr0 CBOOOIHOTO TaHIla HE OCTAJIOCh BOBCE.
Cnycts moutu 100 et mnosBUJIACh BO3MOXKHOCTH TOJAPOOHO, B OPUTHHAIBHOM
W3JIOKEHWHU, U K TOMY JK€ Ha PYCCKOM S3bIKe, MPEACTAaBUTh IIUPOKON MyOJINKe
TBOPUECKHUE, OCTETUUYECKHUE W OTUYECKUE BO33PEHUS TE€HUAJIBHOW TaHIIOBUIUIIbI,
BOCCTAHOBHUThH CIPAaBEJIMBOCTh, M TMOKa3aTh JDKUBBIM TadhOC YHUUMIKUTEIBHBIX
3asBiIeHui. Alicenopa JlyHKaH - peBoJolMoHep TaHma. OHa HE CTaBuja IENbIO
pebopMHpoBaTh WIH CO37aTh JPYroil OajeTHBIA CTaHOK, OHA CTaBHJIA CBOEH MEJbIO
CO3JaTh MPUHIMINAIBLHO HOBbIA TaHen, MOCTPOEHHBIM MO TapMOHMYECKUM 3aKOHAM
Yucroro Hckyccraa.
Coopuuk "HckyccTBo TaHma" mpeTBOpseT O-TH TOMHOe MeToandeckoe IMocodue
"Texuuka TaHma Aiicenopsl JlyHkan", B KOTOpoM TOAPOOHO CcHOPMYIHUPOBAHBI H
PACKPBITHl METOJAMYECKUE TPHUHIIMIBI U TEXHUYECKHE MPUEMbl OOY4YeHHs CBOOOTHOMY
tanly "B cruie Jlynkan". W3gaHue aapecoBaHO MNPAKTUKYIOINIMM  TaHIOpaM,
xopeorpadaM, HUCKYCCTBOBEIAaM U IIHUPOKOMY KpYry 4dHTaTeNed, KTO B JeTajsix
MHTEPECYETCA CUCTEMOM TapMOHMYECKOrO TaHIa, OJHOM W3  JOCTOMHEWIINX
MpEeJICTaBUTEIICH KOTOPOTO SIBIAECTCS TUUHO Aiicenopa JlyHkaH.

Onvea Tpyno

TAHEL BY1YLLIETO

Mens npocuin, 4ToOBI 51 BhICKa3ajack 0 TaHie Oynymero. Ho kak Mue caenats 3T0? MHe
Ka)eTCsl, €1Ie HE MPUIIIO MOE BPEMS; JIET B MATHAECAT 5, BO3MOKHO, CYMEIO CKa3aTh 4TO-
HUOYb TI0 3TOMY Bompocy. Kpome Toro, s He mpencTaBisito cebe, 9To MOTY 51 CKa3aTh O
CBOEM TaHIIE. JII0JI1, CUMITATU3UPYIONIME MOEH JIEATEIIbHOCTH, BEPHO, JIyUIlle MEHS CaMOM
MMOHUMAIOT, Yero si COOCTBEHHO XO4y, K 4e€MYy CTPEMJIIOCh;, a CHMMATU3UPYIOIIHUE €U, 5
YBEPEHA, 3HAIOT JIy4llle MeHs moyeMy. Pa3 MeHs cripocuia oJHa Jama, Io4eMy sl TAHIYIO
Oocasi, s el oTBeTHIA: «DTO MOTOMY, YTO S YYBCTBYIO OJIAarOrOBEHHE TEpea KpacoTOH
YEJIOBCUECKOM HOTHU.
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Jlama 3ameTmia, 4TO OHa HE HcCHbITala 3TOro 4yscTBa. S ckazana: «Ho, cymapsins,
HEOOXOMMO TMOYYBCTBOBaTh 3TO, NOTOMY 4YTO (opMa M IUIACTUYHOCTh HOTHU
YeJIOBEYECKOM - BelMKas Modeda B HCTOPUU Pa3BUTHs 4YelloBEeKay». - «S1 He Bepro B
pa3BUTHE YEIIOBEKa»,- BO3pasmwia gama. «Sl ymonkaro,- ckasana s,- BCE, YTO s MOTY
cAenaTh, 3TO OTOCJIATh BAC K MOMM NOYTEHHBIM yuuTensM Yapnwiy [lapBuny m OpHCTY
I'ekkemnton.- «/la s,- ckazana nama,- He Bepto HU Yapnb3y JapBuny, Hu DpHCTY ['eKKemto».
TyT yxk s He HalIack, YTO CKa3aTh €l Ha 3To. Bbl BuAKTE, 1 COBCEM HE yMEI yOeKIaTh
JOJeH, W Jydiie Obl MHE BOBCE HE TOBOPHUTh. MEHsS M3BJICKJIM U3 OJUHOYECTBA MOEH
paboueil KOMHAThl BO MM OJaroTBOPUTENILHOCTH, M BOT 5 CTOIO NEpeja BamH, podes u
3aMKasCh, COOMPAIOCH CIeTaTh BaM JIOKJIa O TaHile OyayIiero.

Tanen Oynymiero, eciim 0OpaTUTbCS K NEPBOMCTOYHUKY BCAKOIO TaHUA, - B IPUPOJE, ITO
TaHel JaJeKOro MPOIJIOro, 3TO TaHell, KOTOPbIA ObUI U BEYHO OCTAHETCS HEM3MEHHbIM. B
HEM3MEHHOW BEYHOW rapMOHHUM JIBHIKYTCS BOJIHBI, BETpPbI U IIap 3eMHOU. M He uaem xe
Mbl K MOpPIO, HE BOIIPOIIAEM y OK€aHa, KaK JIBUrajcsi OH B NPOIUIOM, Kak OyneT OH
JBUTATBhCS B OyAyIIeM; Mbl YyBCTBYEM, UTO €0 JBUXKEHHUS COOTBETCTBYIOT MPUPOJE €ro
BOJI, BEUHO COOTBETCTBOBAJIM €l M BEYHO OYJIyT € COOTBETCTBOBATb.

Jla u nBWXEHUA 3Bepeil, Moka OHU Ha CBOOOJE, BCErjaa - JIMIb He0OX0IMMOE CIIe/ICTBUE
UX CYIIECTBOBAHUS U TOM CBSI3M, B KOTOPOM CTOMT MX HU3Hb K KM3HH 3€MJIA. 3aTO, Kak
TOJIBKO JIFOJIA IPUPYYAT 3BEPS U C BOJU MEPEHECYT €r0 B TECHBIE PAMKH LIMBWIM3ALUH, OH
TepsieT CIOCOOHOCTh JABUTATHCS B MOJHOW FAPMOHHMM C BEJIMKON MPUPOAON, U JBUKEHUS
€ro CTAHOBSTCSI HEECTECTBEHHBI I HEKPACHUBBI.

JIBrokeHus TuKaps, KUBLIETO HA CBOOOJE B TECHEWIEH CBSI3M C TPUPOAOH, OBLIU
HEMOCPEICTBEHHBI, €CTECTBEHHbI M TMpEeKpacHbl. TOJNBKO HAroe TeJI0 MOXKET ObITh
€CTECTBEHHO B CBOMX JBWKEHHUSAX. M, NOCTUTHYB BEPIIMHBI I[MBWIM3ALUH, YEIOBEK
BEpPHETCS] K HAroTe; HO 3TO yke He OyAeT Oecco3HaTenbHash HEBOJIbHAS HAroTa JUKaps.
Her, aTo Oyner co3HaTenbHas 1OOpOBOJIbHAS HArOTa 3pEJOro YeloBeKa, TeO0 KOTOPOro
OyZneT TapMOHMYECKHMM BBIPAKEHHEM €ro JyXOBHOTO CyllecTBa. JIBWXKEHHS 3TOTO
yelioBeKa OyIyT €CTECTBEHHBbI W TPEKPACHBI, KaK ABMKCHHUS IUKaps, KaK JIBMXKCHUS
BOJIBHOTO 3BEPSI.

Korpa nBwxkenune BcelleHHOM COCPENOTOYMBACTCS B HWHAWBUAYAJIbHOM TEJIE, OHO
nposiBisieTcs Kak Bois. Hampumep, nBmkeHUE 3eMIIM KaK CPEIOTOYHE OKPYXKAIOIINX €€
cul siBJsieTcs ee BoJjed. U 3eMHbIe CylIecTBa, KOTOPHIE B CBOIO OYEPEAb UCIBITHIBAIOT U
KOHIIEHTPUPYIOT B ce0€ BIMSAHHUE dTUX CHJI, BOIUIOIMIEHHOE M MEPEJaHHOE 10 HACIEIACTBY
X TpeaKkaMu W OOYCJIOBIIEHHOE HMX OTHOIIEHHEM K 3eMJle, Pa3BUBAIOT B ce0e CBOE
WHJMBHUYaJIbHOE BH)KEHUE, KOTOPOE Mbl Ha3bIBAEM UX BOJIEH.

W ucTUHHBIN TaHel UMEHHO M JIOJDKEH Obl OBITh TUM €CTECTBEHHBIM TATOTEHHEM BOJIH
MHAMBHJIYyMa, KOTOpasi caMa 1o cebe He Oosiee U HE MeHee Kak TiAroreHue BceneHHOI,
IIEPEHECEHHOE HA JINYHOCTD YEJI0BEKA.

Bbl, KOHeYHO, 3ameTwiM, 4TO s JAepXkych B3msinoB lllonmeHrayspa W TroBOprO €ro
BBIDAKEHUSIMH; €r0 CIOBaMM s JEHWCTBHUTEIBHO JIy4ll€ BCErO0 MOTY BBIPA3UTh TO, YTO
XOTeJla CKa3aTh.

JIBUMKeHHs, KOTOPBIM YUYWT IIKOJIa Oajera HAIIMX JHEH, ABMXKEHHUS, KOTOpBIE TIIETHO
OOPIOTCSI C €CTECTBEHHBIMU 3aKOHAMHM TATOTEHUS, C €CTECTBEHHON BOJIEH MHAMBHUIYYyMa U
COCTOSIT B ITyOOKOM MPOTHBOPEUNH, KaK C JBMKCHUSMHU, TaK U ¢ (opMaMu, CO3JJaHHBIMU
IPUPOAOH, - TH JIBWKEHHS MO CYLIECTBY CBOEMY OECIIOJIHBI, TO €CThb HE POXKIAIT C
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HEn30€KHOM HEeoOXOAMMOCTBhIO HOBBIX Oyaymux (opMm, HO YMHUPAIOT TaK K€, Kak H
mpou30NuId. BeIpaxeHue, KOTopoe TaHell Haiien cebe B Oanere, rae JACHUCTBUSI BCerna
BHE3aIHO OOPBIBAIOTCS U B caMUX ce0e HaXOIsT CBOIO CMEPTh, TJi€ HU JBIKECHHE, HU
1033, HU PUTM HE POXKIAIOTCS B MPUUYMHHOMN CBSI3U U3 MPEIBIAYIIETO U B CBOIO OYEPE.lb
HECMOCOOHBI JaTh HUMITYJbC MPUYUHHO-CIICICTBEHHOMY ACHCTBUIO, - €CTh BBIpa)KEHUE
JereHepalid BCEro >KMBOro. Bce JABMXKEHUS COBPEMEHHOM OalleTHOM IIKOJIBI -
OecCIIo/IHbIe JIBXKEHUSI, OO OHU MPOTHUBOECTECTBEHHBI, MO0 OHM CTPEMSTCS CO31aTh
WJUTIO3UI0, OyTO OBI JJIs1 HUX 3aKOHBI TATOTCHHS HE CYIIECTBYIOT. [lepBoHaUYanbHbIe, WX
OCHOBHBIC, JBUXKEHUSI HOBOT'O MCKYCCTBAa TaHIla JIOJDKHBI HECTH B ceO€ 3apOojblill, W3
KOTOPOTO MOTJIU Obl pa3BUBATHCS BCE MOCIEAYIOIIHUE JBUKEHUS, a T€ B CBOIO OUYEpEllb
poxknanu Obl B OECKOHEUHOM COBEPIICHCTBOBAHWU BCE BBICIIME M BBICIHIHE (OPMBI,
BBIpa)KEHUE BBICIIUX U U MOTHUBOB.

Tem ke, KTO BCe elle 4YepraeT YIO0BOJILCTBUE B JIBUKEHUAX COBPEMEHHOW OalieTHOU
IIKOJIbI, TEM, KTO €Ill€ YBEPEH, YTO COBPEMEHHBII 0ajieT MOXKET OBbITh ONpaBJaH KaKUMU-
a0 MCTOPUUYECKUMU, XOpeorpadUuuecKuMHU WIM UHBIMH MOTHMBAaMH, TEM S CKaxy, 4TO
OHM HE CIOCOOHBI BUJIETH Jajbllie OaneTHOM 10004YKH U Tpuko. Ecim ObI B30p MX MOT
MPOHUKHYTh TJyO)XXe, OHU OBl YBHJEIW, YTO IOJ IOOOYKAMU M TPUKO JBHUIKYTCS
MIPOTHUBOECTECTBEHHO 00€300pa)KEHHBIE MBIIIIBI; @ €CJIM MBI 3arjifHEM eIlle TIy0xXe, TO
MO/ MBIIIIIAMUA MBI yBUIUM TakKue e 00e300pakKeHHbIE KOCTHU: YPOJIMBOE TEJIO U
WCKPUBJICHHBIN CKeJET Iisimet nepea Hamu! Mx u3ypoaoBaao HEECTECTBEHHOE IUIAThE U
HEECTECTBCHHBIE ABWIKECHUS - PE3YyJbTAaT YYCHUS W BOCHUTAHUSA, a JIJII COBPEMEHHOTO
Oanera 3T0 Hen3OekHO. Belb OH Ha TOM W 3WXKIETCA, 4TO 00€300paKUBAET OT MPUPOJIBI
KpacuBoe Teno skeHuuHbl! Hwukakume wucTopuueckue, xopeorpaduueckue U IMpoUYue
OCHOBaHMSI HE MOTYT ompaBiaarh 3Toro. Jlajmee, 3ajaya BCAKOIO HCKYCCTBA - CIIY>KUTh
BBIPQKEHUEM BBICIIMX W JYUYIIUX HUJACATOB 4YeloBeKa. CKaXUTe, KaKue Ke HIAealbl
BBIpaXkaeT Oayer?

Hekorna Ttanery ObLT camMbiM OJaropofHbIM HCKyccTBOM, OH CHOBa JOJKEH CTaTh
TakoBbIM. OH JOJDKEH BCIUIBITH CO JIHA, HA KOTOPOE OMYCTUJICSA. TaHIOBIIMIIA OyIyIIero
NOJHUMETCS Ha TAaKyl0 BBICOTY COBEPIICHCTBA, UYTO CTAaHET IyTEBOJHOW 3BE310M s
JPYTUX UCKYCCTB. XYA0KECTBEHHO M300Pa3UTh TO, YTO 0OJIEE BCETO 3JI0POBO, MIPEKPACHO
Y HPABCTBEHHO, - BOT MUCCHSI TAHLIOBIIUIIbI, U 3TOW MUCCHUH S TTOCBSIILY CBOIO KU3Hb.

Mowu 1BeThl MHE TOXE€ HaBEBAIOT MEUTYy O HOBOM TaHIle, S Ha3zBasia Obl ero: «Cser,
JBIOMIUICS Ha OeJble IIBETH». DTOT TaHEIl YyTKO Iepeaan Obl CBeT W OCJIM3HY I[BETOB
Ilepenan Obl Tak YKCTO, TaK CHUJBHO, YTO JIFOJH, YBHUJEBIIHWE €ro, ckazaim Obl: «Bor
JIBIDKETCS TIepe]] HaMU JIyIlla, YBUJCBIIAsS CBET, JYIa, IOYYBCTBOBABIIAs OCIM3HY 0€JI0T0
uBeta». «brmarogapsi ee SICHOBUIACHHUIO Mbl HUCHOJHSIEMCS PagOCThIO0 JBHKEHUS JIETKUX
BECENBIX CylIecTB». «Hepes ee sICHOBUAEHHE U B HAC BIMBACTCS JACKOBOE JIBUKECHHUE BCEH
MIPUPOJIBI, BOCCO3/IAHHOE TAHIIOBIIUIEH». « MBI YyBCTBYEeM, B HAC CIMBAIOTCS KOJIcOaHUS
CBETa C IPEJICTaBICHUEM CBEpKAIOIMICH OCIM3HBI». « ITOT TaHEIl JIOJIKEH CTaTh MOJIUTBOM !
Kaxxmoe ero ABM)KEHHE JOJDKHO BO3HOCHUTH CBO€ KojieOaHHWe 10 caMoro Heba H
CTAaHOBUTHCS YACTHIO BEUHOTO puTMa BcermeHHom».

Haiitu 1711 4yenoBeYEeCKOro Tejla TE€ TMPOCThIe JBUXKEHMS, U3 KOTOPHIX B BEUYHO
MCHSIOMEHCS, OCCKOHEYHOH W €CTCCTBCHHOM TIOCIIEIOBATEIIBHOCTH PA30BBIOTCS BCE
JBIDKCHHSI OyayIero TaHIA, - BOT 3ajada OalleTHOM IMKOJIBI HAamuX JHEeH. UTOOBI 3TO
MOHATH, TIOCMOTPUTE Ha I'epMeca TPEKOB WM KaK €ro M300paKaroT UTAJBSHIIBI PAHHETO
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Bozpoxnenus. OH mpencTaBieH JeXalluM Ha BeTpe. Ecnu Obl XYyJOKHHUKY 3aXOTEN0Ch
NPUAATh €ro CTOIE BEPTUKAIBHOE MOJIOKEHUE, OH ObLT OBl COBEPIIEHHO IpaB: Beab OOT,
JeXalui Ha BeTpe, He KacaeTcs 3eMyid. Ho B MyIpoM 3HaHWM, 4TO HA OJJHO JBHKCHHUE HE
OyZeT mpaBAMBBIM, €CIM OHO HE BBI3BIBAET B HAC MPEJICTABIEHUS O CIEAYIOIIMX 3a HUM
JIBUKEHUSX, CKYJIBITOP MpeAcTaBUil ['epmeca Tak, 4TO CTOMA €ro Kak OyJITo MOKOUTCS Ha
BETPAaxX, U ITUM OH BBI3BIBACT y 3PUTEISI BIIEUATICHUE BEYHO CYLIUX ABMKEHUN. Beskyro
o3y, BCSAKOE BBIpAXKEHUE s Morja Obl B3ITh Aiid npumepa. Cpenu Thicad (uryp,
M300paKEHHBIX Ha TPEYECKUX Ba3ax U CKYJbNTYpax, Bbl HE HAWJETe HU OJHOMU, TBUKEHUE
KOTOPOH HE BBI3bIBAJIO Obl HEM30EXKHO cienyrowmero. I'peku ObuIM HEOOBIKHOBEHHBIMU
HaOIoAaTeNs MU TIPUPOJBI, B KOTOPOIl BCEe BbIpakaeT O0ECKOHEYHOE, BCE HapacTarollee
pa3BUTHE - pa3BUTHE, HE MMEIOLEE HU KOHIA, HU OCTAHOBOK. Takue NBUKEHHUs BCETAa
OyayT 3aBHCEThb OT TMOPOXKIAIOIIEr0 WX Tela M JOKHBI OyAyT BIIOJIHE €My
COOTBETCTBOBATh. J[BMIKEHHS kyKa €CTECTBEHHO COOTBETCTBYIOT €ro OOJUKY, ABUKEHUS
JIOIIAIM COOTBETCTBYIOT €€ CIIO)KEHHUIO; COBEPUIEHHO TaK K€ JBMXKEHHUS YEJIOBEYECKOTO
Teraa JOJKHBI COOTBETCTBOBAaThH cBoed ¢opme. W paxe Oosbliue TOro, OHU JIOJKHBI
COOTBETCTBOBATh €r0 MHAMBHUIYATbHOMY OOJMKY: TaHEl| ABYX JHI] HU B KOEM Ciydae He
JOJIKEH ObITh TOXKJECTBEHHBIM.

[TpunHsATO Iy™mMaTh, YTO TaHEL JOJKEH OBITh TOJIBKO PUTMHYEH, a (QUIrypa U CIOXEHHE
TaHIIOpa HE HMEIOT HUKAKOrO 3HAYEHMS; HO 3TO HEBEPHO: OJHO JOJDKHO BIIOJIHE
COOTBETCTBOBATh ApYromy. I'peku riiybOKO 4yBCTBOBaJM 3TO. Bo3bMeM XOTsi Obl TaHell
Opoca. D10 TaHen peOeHKa. [[BUKEHHS €ro MaJeHbKUX TOJICTEHBKHUX PYYOHOK BIIOJIHE
oTBeualoT cBoeil (opme. [lomomiBa oAHOM HOTM CIIOKOMHO OMUPAETCS HAa OCHOBAHHE -
mo3a, Kotopas Obula Obl HEKpacHMBa B pPa3BUTOM TeJE: TaKoe JABWXKEHHE ObLIO Obl
HEECTECTBEHHBIM U BBIHYKJICHHBIM. TaHel] caTUpa Ha CIEAYIOUIEM pPHUCYHKE HOCHUT
COBEPIICHHO HWHOW XapakTep. Ero IBMKEHUS - IBUKEHUSA 3PEIOr0 M MYCKYJIHCTOTO
MY>KUYHMHBI, OHU YAUBUTEIBHO FTAPMOHUPYIOT C €r0 TEIOCI0KEHUEM.

Bo Bcex cBOMX KapTHHAX U CKYJBNTYpPaX, B apXUTEKTYPE W MO33UH, B TAHIE U Tpareauu
IPEKU 3aMMCTBOBAJIM CBOM JBWKCHUS U3 JBHXKECHHUU MPUPOJBI. SICHEW BCETO 3TO BUIHO B
uX H300paKEeHUSAX OOrOB: TpeuecKue OOTM - OJMIICTBOPEHHUE CHJI TPHUPOJIBI; Kak
OJIMIIETBOPEHHE CHJI IPUPOJIbI OHU BCETJAa N300PaKEHBI B MOJIOKEHUHU, KOTOPOE BhIPAXKAET
KOHLICHTPAILMIO MPOSIBIICHHUS 3TUX CWI. BOT moueMy rpedeckoe MCKYCCTBO HE OCTaJIOCh
TOJIbKO HAIMOHAIBHBIM M XapaKTEPHBIM - OHO OBIJIO W BEYHO OyIET MCKYCCTBOM BCETO
YEJI0BEYECTBA.

Bot mouemy, xorna g TaHiyr Oocas o 3emiie, s IPUHUMAI0 TPEYecKHe MO3bl, TaK Kak
rpeuecKue Mo3bl KaK pa3 U SIBISAIOTCS €CTECTBEHHBIMU IMOJIOKEHUSIMU Ha HallEl IJIaHEeTe.
Bo BcsikoM HCKyccTBE Haroe €cTh caMoe IMpeKpacHoe. JTa HMCTUHA OOIIEU3BECTHA.
XyI0KHUK, CKYJBIITOP, O3T - BCE PYKOBOJCTBYIOTCS €10, TOJIBKO TAHIIOP 3a0bL1 O HEW.
Torna kak UMEHHO OH M JIOJKEH Obl JIydllle JPYrHX HOMHHUTH €€: BEdb MaTepuai ero
HCKYCCTBA - CaMO 4€JIOBEYECKOE TEIO.

B cozepriannu 4enoBe4eCKOro Teja U CUMMETPUH €ro (GopM UYeIOBEK MOUYEPIIHYII IepBOe
IIOHATHE KpacoTsl. 1 HOBYIO IIKOJIy TaHLA JOJKHBI COCTABUTH TE€ IBHUKECHHs, KOTOPbBIE
CTOSAT B TECHEWINE TrapMOHHUH C COBEPIICHHON (hOPMOI YEI0BEUYECKOTO Tella U KOTOPbhIe
CaMH JTOJKHBI PAa3BUBATh U COBEPILIEHCTBOBATH TEJIO YEIOBEKA.

Paau storo Oyaymiero TaHua s U HamepeHa paboTaTh. XOTS HE 3HAIO, o0Janawr Ju 5
HY>KHBIMHU JJIs1 TOTO KadecTBaMH. MOXeT ObITh, Y MEHS HET HE TOJIbKO T€HHAJIbHOCTH, HO



7

U TaJaHTa, U TEMIIEPAMEHTA; 3aTO s 3HAK: Y MEHs €CThb OJHO - BOJS. DHEPrus U BOJSA
IIOA4aC MOTYIIECTBEHHEN T€HUAIbHOCTH, TaJlaHTa U TEMIIEPAMEHTA.

[To3BonbTE MHE 3apaHee OTIApUPOBATH BCE, YTO MOXKET OBITh CKa3aHO O MOEW
HECITOCOOHOCTH BBINOJIHUTH CBOIO 33/1auy, CIeayrolen 0aceHKOM.

boru cmotpenu CKBO3b CTEKJISIHHYIO KpBIIIYy MOero arenbe, 1 Aduna ckazana: «OHa He
yMHa, OHa BOBCE HE YMHA, HAIIPOTUB, OHA HEOOBIKHOBEHHO TJTyTa.

N JlemeTpa B3IJIsIHYyJla HA MEHA M cKkaszaia: «/la Benp oHa mcromieHa, sta Mamorka! OHa
HE I10X0’Ka Ha MOMX BBICOKOIPYIBIX IOYepel, urparolux B Enucelickux noysix. Beap y
HEEe MOXKHO Bce pebpa mepecuuTarb, HET, HE JOCTOMHA OHAa TaHIIEBaTh Ha MOEH
IIPOCTOPHOAOPOKHOM 3EMIIEN.

Hpuna B3rsiHyna m ckaszana: «llocMoTpuTe-Ka, Kak HEYKIKOKE OHA JIBHKETCS, OHA U
TIOHSTUS HE UMEET O OBICTPOH, IPEJIECTHOM TUISICKE KPBUIATHIX CYIIECTBY.

[Tan mocmoTpen u ckazan: «Uto? MoxeT ObITh, OHAa BOOOpaX,aeT, UTO MOHsUIA JBUXKCHUS
MOHUX CaTHUPOB, MOMX BEJIMKOJIEIHBIX JIBYPOTHX PEOST, OT KOTOPHIX BEET BCEW IpOMaJHOU
KU3HBIO JIECOB U BOA!»

N ewe Teprncuxopa, OKMHYB NPE3PUTENBHBIM B3IJISII0M, TPOPOHUIIA: «DTO OHA HA3bIBAET
TaHIIEM, BEJb €€ HOTH JBUKYTCA JICHUBBIMU IIaraMy KPUBOHOTOM uepenaxu!»

boru paccmesuce.

S ke cMeno cMoOTpesnia BBEpX CKBO3b CTEKISIHHYIO KpbIIy U ckazana: «O OeccMepTHbIe
ooru, xxuBymue Ha OnuMIe U TUTArOIMECS aMOpo3uel U1 MEeIOBBIMH TIPSTHUKaMU, BaM HE
HY)XKHO IUUIaTUTh 32 KBApTUPYy M IO cYeTaM U3 OyJIOYHOH, HE OCYXJalWTe MEHs Tak
npe3purenbHo! [IpaBaa, o Aduna, s He Myapa, U rojIoBa MOsI IOBOJIbHO-TAKH 3aIllyTaHHAs
HITYKa, HO TIPU CITydae s YUTAIO CJI0Ba Te€X, KTO 3arjsAblBall B 0ECKOHEUHYIO CHHEBY TBOUX
ri1a3, U 1 CMUPEHHO CKJIOHSIIO CBOKO IYCTYyIO roioBy mnepen antapsmu! O Jlemerpa co
CBAILICHHBIM BEHKOM, IpaBJa, YTO MPEKPACHBIE JKEHIIUHBI TBOEH HIMPOKOAOPOKHON
3eMJIM HE MPUHSIM Obl MEHS B CBOE YHCJIO, HO MOCMOTPHU, s cOpocHUiia CBOM CaHIaJINH,
YTOOBI HOTM MOM C OJIarOrOBEHUEM MPUKACATIUCH K TBOEH KMBOTBOPHOW MOYBE, U 5 Teia
TBOU CBAILEHHBbIE NMECHHU NpPEJ] BapBapaMy HAIIUMX AHEH, U MHE YyNaJloCh 3aCTaBUTh HX
BHMMAaTh UM M IOYYBCTBOBaTh WX Kpacory. M Tbl, o 3matokpeuias Upuna! IlpaBna,
TSOKEJIBI MOW JIBMDKCHBSI, HO JPYTHE JEBBI MOETr0 MpPU3BaHUsS €Ile OOJbIINe MOTPEHININ
MPOTHB BEYHBIX 3aKOHOB TSHKECTH, OT KOTOPBIX JIMIIB Thl, IpeKpacHas, cBoboaHa. Ho u
MOEH CKPOMHOM 3€MHOM JYIIH KOCHYJIOCh BESIHUE TBOMX KPBUIBEB, U YACTO BO3HOCHJIA A
MOJIMTBBI K TBOEMY 000 pstomiemMy n3odpaxenuro. U To1, 0 [1aH, T, KOTOPBINA CXKATUIICS
u mpwiackan Oennyro Ilcuxero B ee CKUTaHUAX, HE AyMal Tak TUIOXO O MOMX POOKUX
MOTIBITKAX TAHIIEBATh B TEHU TBOUX JiecoB. U ThI, 0 HEOObIKHOBEeHHAs Tepricuxopa, Mo
MHE HEMHOTO yTEIICHUS U CUJITbI, YTOOBI BCIO KU3HB 51 MOTJIa BO3BEIIATh TBOE MOTYIIIECTBO
Ha 3emJle, U MOCJE€ B TEHUCTOM AJle MOS Jyllla IYCTh TOXE TAHIYET JIy4lIME TaHIbl B
4eCTh TeOA.

N Bot cam 3eBc ckazan: «lIpomomxkail W Hajelcss Ha CHPaBEIJIMBOCTb OECCMEPTHBIX
6oroB. Eciii XOpoI110 UCMIOIHUIIL CBOE JI€JI0, OHU Y3HAIOT 00 3TOM, U 3TO OyJIEeT NPUATHO
ooramy.

Botr B TakoM HampaBiieHUU 5 1 HaMepeHa paboTaTh, U €ciau Obl S B CBOUX TaHIAX MOrJja
Obl HAWTU XOTh HEMHOTO, XOTS OBl OJHY TOJBKO TMO3Y, KOTOPYHO CKYJIBITOP MOT OBbI
MEePeHEeCTH Ha MpPaMOp TakK, YTOOBI OHA COXPAHWIACh U oOoraTuia Obl €ro UCKYCCTBO, TO
MOM TPYIbl HE ObUTH OBl HampacHbl. JTa eAUHCTBEHHas ¢opMa yxke Obuta ObI TTOOEOM,
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ObL1a ObI IEPBBIM IIaroM K Oyayimemy. Co BpeMeHeM s HaMepeHa co3/71aTh TeaTp, OTKPHITh
Koy, B kKoTopoir 100 ManeHbKUX JE€BOYEK M3ydalnd Obl MOE UCKYCCTBO M BIOCIIEICTBUU
CaMOCTOATEIBLHO COBEPIICHCTBOBAINCH. B Moel mikone s He Oyay y4uThb JeTeil paOcku
MoApakaTh MOUM JIBMKEHUsIM. I Hayuyy MX COOCTBEHHBIM ABWKEHUsIM. BooOiie s He
CTaHy MPUHYXKJATh UX 3ay4UBaATh OMpPEIEIICHHbIE (POPMbI, HAIPOTUB, 1 OyAY CTPEMUTHCS
pa3BUTh B HHUX TE€ JBWXEHHS, KOTOpPbIE CBOMCTBEHHbI HMM. KTO MOCTOSSHHO BHJEI
JIBUKEHUSI COBCEM MaJICHBKOTO peOCHKa, HEe CTaHET OTPHUIAaTh, YTO OHM MpeKpacHbl. OHU
MPEKPaACHbBl UMEHHO MMOTOMY, YTO €CTECTBEHHO COOTBETCTBYIOT PEOCHKY.

Ho nBmXeHUsI 4YEIOBEUECKOTO Tejla MOTYT ObITh KpacHUBBI Ha BCSKOM CTYNEHH €ro
pPa3BUTHSA, JIMIIb Obl OHM COXPAHSUIM TaPMOHHUIO C ONPEACICHHON CTYNEHbIO 3PEIOCTH.
Bcerga nomxHO CylIecTBOBaTh JBHKEHHE, B COBEPIICHCTBE BBIPAXKAIOIIEE IAHHOE
VMHJIMBUYaJbHOE TEJIO, JAHHYI0 UHIAWBUAYaIbHYIO nymy. [loromy Mbl HE MMeeM MpaBa
TpeOOBaTh OT HUX JBWIXKEHUM, HE CBOMCTBEHHBIX UM, HO MPUHAJJICKAIINX KaKOW-HUOYIb
mKose. Besikuii MHTEUITMTeHTHBIN peOCHOK JTOJDKEH YIMBIISITHCSA, YTO B OalleTHOM IIKOJIe
€ro ydaT JBW)XXEHUSM, PE3KO MPOTHUBOPEYAIIMM TEM, KOTOpble OH OBl Jenan U3
COOCTBEHHBIX MOOYXKICHUM.

Bce 3T0 MOXKHO cYecTh 3a HEBaXKHBIM BOIIPOC, BOIPOC O Pa3IuyUu B3TJIAJIOB Ha OaneT u
Ha HOBBIM TaHen. Ha camom ke gene mpobiieMa 3Ta ropa3no BaxHee. J[eo He TONbKO B
TOM, YTO €CTh MCTUHHOE UM HEHCTMHHOE HMCKYCCTBO, - HET, 3TO BOMNPOC, KaCAIOIIUICA
OYIyITHOCTH 1EJI0M packl. Sl TOBOPIO O pa3BUTHH KEHCKOTO TeJla B KPacoTe U 3I0POBbE, O
BO3BpaTe K MEPBOOBITHOM CHJIE U €CTECTBEHHBIM JBIKCHHUSIM. S1 TOBOpPIO O pa3BUTUU
COBEPIICHHBIX MaTEepeN U O POKICHUU 30pOBBIX AeTel. byayiias mkoia TaHia A0JKHA
OyJeT pa3BUTh UACATIbHBIN KEHCKUI cTaH. PaBHBIM 00pa3oM OHA JOJKHA CTaTh My3eeM
KpacoThbl CBOEH IMOXH.

[TyTemecTBeHHUK, MOCETUBIINN KaKylO-HUOYIb CTpaHy M YBUICBIIMA €€ TaHIOBIIUII,
HaliIeT B HUX TO WJAEabHOE MpEJCTaBIEHHE O KpacoTe (opM U ABMKEHHH, KOTOpOE
CJIOKWJIOCH B JIaHHOM cTpaHe. MHocTpaHel, monaBIIui B Hallle BpeMsl B KaKyl-HUOYIb
CTpaHy 3€MHOI0 Ilapa, COCTaBUT MO ee OaleTy BechbMa CTPAHHOE MpeACTaBiICHUE 00
ujeane KpacoTbl 3TOM cTpaHbl. bojee TOro, TaHen, Kak BCSIKOE€ HCKYCCTBO, JOJKEH
ONEpPEKaTh KYJIbMUHALIMOHHBIM IYHKT B Pa3BUTUU YEJIOBEUYECKOTO JTyXa CBOEH SMOXH.
MoskeT i KTO MOoAyMaTh, YTO Hall OajieT oTpakaeT B ceOe BBICIIHMK I[BET COBPEMEHHOM
KyJabTypbl? [louemy 1mo3bl, KOTOpbIE B HEM HPHUHSATHI, CTOST B TAaKOM IPOTHUBOPEUYHH C
UJCaJbHBIMU MOJIOKEHUSIMH aHTUYHBIX CKYJBITYpP, KOTOPBIE XPAHITCS B HALIUX MY3€5X U
Ha KOTOpbIE HAM BCE-TAKM YKa3bIBAIOT KAK HA COBEPIICHHEHIINE TBOPEHUS HCaTIbHOU
KpacoTbl? Mnu, ObITh MOXET, HAIIM MY3€HW CO3JaHbl UCKIIOYUTEIHHO B UCTOPUUYECKUX U
apXeoJIOTHUYECKUX LENSIX, a HE IOTOMY, YTO MPEIMEThI, XpAHIIIUECS B HUX, KPACUBbI?
Wnean kpacoThl 4EIIOBEUECKOTO Teja HE MOMXET MEHSThCA COOOpa3HO MOJe, OH MOXKET
JIMIIb CJIEJI0OBATh 3a pa3BUTHEM. BCIOMHHUTE paccka3 0 MPEKPACHOM CKYJIBNTYPE MOJIOI0U
PUMIISTHKH, KOTopas Oblna Haiinena mpu marne WMunokentun VIII u cBoeit kpacoroii
MpOM3BEJIa TAaKyl0 CEHCAIMI0, YTO JIIOAUM OYKBAJIbHO JIOMUJIUCh MOCMOTPETh Ha HeEe,
NpeAnpUHUMANU JAJIEKue MYyTElIeCTBUA, KaK K CBATOM pEIUMKBUM, TaK 4YTO Tara,
00€CIIOKOEHHBIN 3TUM BO30YKJIEHHEM, BEJIENI €€ CHOBA 3apbITh. 31ECh 51 XOUYy Pa3bsiCHUTH
OJIHO OTHOCSIIEECS CrOJIa HeAopa3yMeHue. M3 BCcero cka3zaHHOro MHOIO, BEPOSTHO, MOKHO
3aKJIIOYUTh, UTO IETb MOS - BEPHYTHCS K JPEBHETPEUECKUM TaHIIAM U OYJITO 51 yMaro, 4YTo
TaHer Oyayiero OyaeT BO3pOKIACHUEM TAHIICB JPEBHUX IPEKOB WM AK€ TAHIEB TUKUX
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mwieMeH. Het, Tanen Oyayiiero 0y/ieT COBEPIIEHHO HOBBIM ABUKEHHEM, OH OYyJIET IO I0M
BCET0 TOTO Pa3BUTHS, KOTOPOE YEIOBEUECTBO UMEET 3a COO0M. BO3BpaTUThCS K TpeuecKuM
TaHIIAM TaK >X€ HEBO3MOJXKHO, KaK U OECIOJIe3HO: Mbl HE TPEKHU M HE MOXKEM TaHIICBAaTbh,
kak oHU. Ho Oymymuii TaHel NelCTBUTENbHO CTAHET BHICOKOPEIUTUO3HBIM HCKYCCTBOM,
KakuM OH Obu1 y rpekoB. MO0 HCKyccTBO 0€3 pelIMruo3HOro OJIaroroBeHusi - He
HCKYCCTBO, a PIHOYHBIN ToBap. TaHuoBIIKIA OyaAyero OyAeT >KeHIIUHOM, TeIO0 U Aylia
KOTOPOM Pa30BBIOTCS B TAaKOW TrapMOHUU, YTO JBUWXKEHUSI Tela CTAHYT €CTECTBEHHBIM
MIPOSIBJICHUEM €€ TYIIIH.
TaunoBmumia OyaeT NMpuUHAAIekKaTh HE OJHOM HaIlMU, a BceMy ueioBeuecTBy. OHa He
OyIeT CTpeMHTbCS H300pakaTh pycaliok, (el M KOKETIMBBIX MKEHIIMH, HO Oyner
TaHIICBAaTh JKCHIIUHY B €€ BBICHIUX M YUCTEHITUX NposBieHusX. OHa OJUIETBOPUT
MHUCCHIO JKEHCKOT'O TeJla U CBATOCTh BCEX €ro yacTteil. OHa BBIPA3UT B TaHIE U3MEHUUBYIO
KU3Hb MPUPOABI U TIOKAXKET MEPEX0/Ibl €€ PIEMEHTOB ApYyr B Apyra. M3 Bcex vacrteit Tena
OyJzieT cusTh ee Ayiia u OyJeT BellaTh O YasHUIX U MBICIIAX ThICSY KeHITUH. OHA BBIPA3UT
B CBOEM TaHIle CBOOOaY >KeHIIUHBI. Kakre HeoOBbSITHbIE TOPU30HTHI OTKPBIBAIOTCS MEPe/T
Heli! Pa3Be BbI He uyBcTBYeTe? OHa OIU3UTCS, OHA YXKE UIET, 3Ta TAHIIOBIIUIIA OYTYIIETO.
OHa mpuHeceT >KCHIIMHAM HOBOE TOHSITHE O BO3MOXKHOW Kpacore u cwie ux Ten. Ona
BBEJICT UX B TAWHHUKHU CBSI3€HM UX TEJIECHBIX CHJI C CHJIAaMU 3€MJIM U MOJTOTOBUT UX K JIETAM
Oynymero. OHa UCHOJHHUT TaHEIl >XU3HU, KOTOPBIM CHOBa BCIUIBIBET W3 TIYOUH
TBICSTYEIICTHETO TUBWJIM30BAHHOTO 3a0BEHHUs HE B HAroTe MEPBOOBITHOTO YeJIOBEKa, HO B
OOHOBJICHHOM HAroTe - B HaroTe, KOTopas y»ke He OyAeT CTOSATh B MPOTHBOPEUUU C €T0
JTyXOM, a COJILETCSI C HUM HaBEKHU B BEJIMUECTBEHHOW TapMOHUH.
Bor muccus rpanymieit tannoBmuibl! PazBe Bbl He UyBCTByeTEe, UTO OHA yKe OJM3Ka;
pa3Be BBl HE TOCKyeTe 1o Hel, kak s? IlogroroBum xe eil myth. I Obl co3mana xpam,
KOTOpBIH OBl 3k11a71 ee. MoxkeT ObITh, OHA €Ille HE POJUIach, MOXKET ObITh, OHA PEOCHOK, U
MOJKET OBITh - O cHacThe! - MOeH CBATOW 3a/iauell CTaHeT HAIPaBISATh €€ MEepBbIe IIark U
Ha0JIIOIaTh JIEHb 3a JHEM pa3BUTHE €€ JIBIKEHUMU, MOKa OHA HE MPEB30UIET CBOETO
ckpomHoro yuutens! Ee nBukenus OyAayT mogoOHBI JBUKEHUSIM MPUPOJBI: OHU OTPa3AT
KosieO0aHUs BOJH U CTPEMIJICHHE BETPOB, POCT JKUBBIX CYIIECTB U MOJET MTHII, IJIBIBYIIHE
oOJiaka 1, HaKOHEI, MBICJTH YeJIOBEKa, MBICJIH €ro 0 BceneHnHol, B KOTopoi oH xuBeT. [la,
OHa mpuaeT, Oyaymas ta"noBimia. OHa npuaeT B odpaze CBOOOTHOIO JyXa CBOOOTHOM
KEHIIMHBI Oyayiero. BenmukonenueM CBOMM OHa 3aTMHUT BCEX JKEHIIWH, KOTOPBIE KOT/a-
nub0 CyIIECTBOBaIU, OHA OyAET MpEeKpacHee ETUNTSHOK, TPEUYaHOK, UTAIBSHOK - BCEX
KEHITMH Tpomeamux crojetuii! Ee 3HaK - BO3BBINICHHEHIIHNA 1yX B O€3rpaHUYHO
cBOOOIHOM Tele!
1906 r.
Asmopuszosarnnuiii nepesod A. Akosnesa.
—Isadora Duncan, The Art, pp. 54-63. The Dance of the Future.

NCKYCCTBO TAHIIA

brimo Bpemsi, korja sl HCIMCBhIBAIA MEJIbIe TETPaaId 3aMETKaMH U HAOIIOICHUSIMH, KOT/1a s
caMa OblJa MPOHUKHYTa CO3HAHWEM KaKOTO-TO aIllOCTOJILCKOTO 3HAYCHHUS MOETO
MCKYCCTBA; 51 OblJIa MMPONUTAaHA BCAKHUMH yOCKICHUSIMH, TOpelia BCSIKOTO POJia HAMBHBIMU
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nep3anusiMd. B To Bpemsi s XoTena mpeoOpa3oBaTh YEIOBEUYECKYIO KM3Hb, HaYWMHAS C
MEJbYAUIIUX JeTajled KOCTIOMA, HPaBOB, MUTaHUA. HO ¢ TEX mop mpouuio AECATh JIET; Y
MEHsI OblIa BO3MOXHOCTh CO3HAThCS B TIIETHOCTU MOUX OJIarOpOJHBIX CTPEMIICHUU, U
TETeph 5 )KUBY TOJIBKO PAOCTIMU CBOEH pabOThHI U 3aHSITHEM CBOMM UCKYCCTBOM.

O TaHile MOXHO YyOenuTelbHEE TOBOPUTH TaHIYs, 4YeM IieyaTass KOMMEHTApUH U
oObsicienus. Kpome Toro, Bce 3TO JMILIHEE ISl UCKYCCTBA: €ro IMpasja J0JKHA caMa 110
ceOe BBISIBIISIICS, €CJIM 3Ta IpaBAa IEUCTBUTEIBHO MPEKPACHA.

Bot noromy st He x04y 00JIbIlIe HU COUMHATh TEOPUU, HU U3PEKaTh NpUHIUIIEL. Ho Bce ke
s MOTYy, HEe 005iCb OOBUHEHHUH B KE€JaHWU UYTO-TO MPOMaraHAUpPOBaTh, U3JIOKUTh 3/1€Ch TO
MpeICTaBlIEHUE O TaHIle, KOTOPOE y MEHs Bceraa ObLIo.

JIns MeHsl TaHell HE TOJbKO UCKYCCTBO, MO3BOJISIIOIIEE YETTOBEUECKOM TYIIE BBHIABUTHCS B
JIBIDKEHUSIX, HO OH €Ill€ M OCHOBA I1E€JI0M KOHIICHIIMU XKU3HH, 00Jiee YTOHUCHHOM, Oojiee
rapMOHUYHOM, O0JIee eCTECTBEHHOM.

Tanen He ecTh, KaK CKJIOHHBI lyMaTh MHOTHE, COUeTaHue Oojiee UM MEHEE CIydailHbIX
"ma", SIBISIOMUXCA PE3YJIbTATOM MEXaHWUYEeCKOWM KOMOWHAIMU, KOTOpbIE, €CIIM OHU U
MOTYT CIYXHUTh JJIsl TEXHUYECKUX YIPAKHEHUM, BCE )K€ HE CMEIOT U MPUTA3aTh HA 3BaHUE
HCKYCCTBA - 3TO JIUIIIb CPEACTBA, a HE LICIb.

A MHOrO wu3yuyana HU300pa3UTENIbHBIE JIOKYMEHTBI BCEX BpPEMEH U BCEX BEIHUKHUX
XyJI0)KHUKOB, HO HUKOTJIa S HE BHUJEJIAa B HUX H300paXEHUM CYIIECTB, XOMISAIIUX Ha
KOHYMKaX MaJbIEB WM MOJHUMAIOIIUX HOTY BBIIIE TOJIOBBI; 3TH YPOJTUBbIE (DaibIIMBBIN
1Mo3bl W JBIKCHMsI HHUKOTJAa HE MOTYT TNiepeAaTh TO COCTOSHHE OECCO3HATEIbHOTO
JTMOHUCHUYECKOT0 JKCTa3a, KOTOPbIH HEoOXoauM B TaHIoBmuIle. Kpome TOoro npmxeHus
HEJb3sl BBIAYMBIBATh, U300peTaTh; UX HAJ0 OTKPBIBATH TOYHO TaK K€, KaK B MY3bIKE
JIIOJTM OTKPBLIIM TapMOHUH, HO HE U300peIn UX.

Benukuii, eMMHCTBEHHBIN MPUHIINI, HA KOTOPBIX S CUUTAIO ce0s BIpaBe OMUPATHCS, ITO -
MOCTOSIHHOE, a0COMIOTHOE, YHUBEPCATbHOE €IMHCTBO (DOPMBI U IBUXKEHUS; PUTMHUUYECKOE
€MHCTBO, KOTOPOE HAOIOJAETCsl BO BCEX MPOSIBICHUSIX MPUPOJIbI; BOJA, BETEP, PACTCHUS,
’KUBBIE CYIIECTBA, OECKOHEYHO MaJIble YACTHIIBl CAMON MaTEPHUH - BCE MOTUMHSACTCS STOMY
BEPXOBHOMY PUTMY, XapaKTEPHBIM IIPU3HAKOM KOTOPOroO fBISIETCA CcTpyeHue. Hu B yem
[pUpoJa HE COBEPIIACT CKAYKOB; MEXKJIY BCEMU MOMEHTAMHU WU COCTOSHUSAMH KU3HU
CYIIECTBYET TOCIEAOBATEIBHOCTh, KOTOPYIO [OJDKHA CBATO COOJIOJaTh B CBOEM
HMCKYCCTBE M TAHLOBIIWLA, WHAY€ OHA IMPEBPATUTCS B HEECTECTBEHHYIO, JMUIICHHYIO
WCTUHHOM KPacOThbl, MAPUOHETKY.

Hckatp B mpupose Hanbosee MpeKkpacHbI (HOpMBI M HAXOIUTh JBIKEHHE, KOTOPOE
BBISBJISIET AYITY 3TUM (OPM, - BOT UICKYCCTBO TaHIIOBIIUIIBI.

TonbKO U3 IPUPOABI MOXKET YEPIIATh CBOE BJOXHOBEHHME TAHIOBLIMIIA, TOYHO TaK K€, KaK
U CKYJIBIITOP, C KOTOPBIM y Hee Tak MHOTO oOmrero. Ponen nucan: "UToOb! BasiTh, HE HAIO
MOBTOPSATHh TPOW3BEACHUS JIPEBHUX CKYIJBITOPOB;, HAI0 TMPEXJIE BCEro HAOMIOAATH
Mpou3BeAcHa TPHUPOABI U BHUIETh B JPEBHUX W3BASHUSAX JIMIIB CIIOCO0, KAKUM BasTeNd
HCTOJIKOBAJIA MpUpoy".

Ponen npaB; u B CBOEM HCKYCCTBE 51 BOBCE HE KOMUPOBaia, KaK JyMaloT MHOTHE, (UTYpbI
C TpeUYeCKHX Ba3, GpHU30B U KapTUH. Sl MU yuuIach y HUX HAOIIOJATh MPUPOY, U €CIIU
HEKOTOpPhIE W3 MOUX JBIDKCHHM HAIIOMWHAIOT TIO3bI, 3ale4aTiieHHbIe Ha KaKOM-JTHOO
MMPOU3BEICHUN HCKYCCTBA, TO 3TO JMIIb IOTOMY, YTO OHHU IOYEPIHYTHI, KaK U TE, Y
OJIHOTO BEJIMKOTO MCTOYHHUKA-TIPUPO/IBI.
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Sl BMOXHOBIIANIACH JBM)KCHHUEM JIEPEBHEB, BOJH, OOJAKOB, CBSI3bIO, KOTOPAsl CyIIECTBYET
MEXIy CTPAcCThIO U TPO30H, MEXKIy JIETKUM BETEPKOM U HEXHOCTBIO, U T. A. U s BCETaa
CTPEMJIIOCh ~ BHECTH B  CBOM  JBIDKEHHUS  HEMHOTO  J3TOH  OO0KECTBEHHOM
MOCTIEA0BATEIHLHOCTH, KOTOPask MPHUIaeT MPUPOJIE B €€ IEIOM KPACOTY U )KU3HEHHOCT.
W3 3T0r0, KOHEYHO, HE CIIEYET, YTO AJOCTATOYHO KaK-HUOYb IBUTaTh U MaxaTb pyKaMu
¥ HOTaMH, YTOOBI MOJTYYUJICSI €CTECTBEHHBIH TaHell!
B nckyccTBe Hanbosee npocTble MPOU3BEACHUS - 3TO T€, YTO NOTPEOOBAIN HAMOOIBIIETO
YCUIIUSl CHHTE3a, HAOJIIOACHUI M TBOPYECTBA, M BCE BEIMKHE XYMOXKHHKH 3HAIOT, KaKHX
TPYAOB CTOUTH MPUOIU3UTHCS K BETUKOMY, HEMOIpakaeMoMy IIpooOpasy - Ipupo/ie.
51 oTmana cBoeMy HMCKYCCTBY BOT YXe C JI€TCTBa ABAJANATH JET HENPEPHIBHONW pabOTHI,
3HAYUTENbHAs 9acTh KOTOPOH COCTaBIsIET TEXHWYECKas MOJITOTOBKA, W BCE K€ MHOTHE
CUMTAIOT, YTO Y MEHS €€ HeT. DTO MOTOMY, MOBTOPSIO 5, YTO PEMECIIO - HE IIeJb, & MPOCTO
CpEeICTRO.
[To MoeMy MHEHMIO, TaHEI] UMEET LEJIbI0 BhIpayKeHUE Hanbosee riiy0oKuXx OJaropoaHbIX
YyBCTB UEJIOBEYECKOM MYIIM, T€X UYyBCTB, UYTO MCXOIAT OT AmosuioHa, Ilana, Bakxa u
Adpoautsl. Tanen AOMKEH YCTaHOBUTH B Halllel KM3HH MBUIKYIO, )KUBYIO TapMoHHUI0. U
BUACTh B TAHIEC JHIIb TPUATHOE WM JIETKOMBICICHHOE DAa3BJICUCHHUE, 3HAUUT JIUIIH
OCKOpOJISITH 3TO BEITUKOE UCKYCCTBO.
Mexny AyXOM W TEJIOM CYIIECTBYET MOCTOSIHHAs CBSI3b, KOTOPOW HE TpeHeOperaiu B
JAPEBHOCTH, HO O KOTOPOH MBI CITUIIKOM 4acTo 3a0biBaeM. [maToH TaHIEeBal Tak ke, Kak
TaHICBAIN CYJbU U CTAPCHIINHBI APEBHUX PECIYOJIMK; STOT 0O0bIYail BHOCHII B UX MBICIH
rpaIyio ¥ paBHOBECHUE, KOTOPHIE ClIeTalld UX OECCMEPTHBIMHU.
1 3TO BHONHE €CTECTBEHHO: MO3bl U MOJOXKEHUSI, KOTOPbIE Mbl IIPUHUMAEM, BIUSIOT Ha
Hallle JYLUIEBHOE COCTOSHUE: MPOCTOE OTKUABIBAHUE T'OJIOBBI, MIPOJIEIIAHHOE CO CTPACThIO,
npoOyK/1aeT B HAC BAKXUYECKYIO JPOXXb PajOCTH, Fepou3Ma WM KenaHusa. Bee jkecTsl
o0aaloT HPAaBCTBEHHBIM PE30HAHCOM, U CIIEOBATEIbHO MOTYT HEMOCPEICTBEHHO
BBIPa3UTh BCEBO3MOXKHbBIE HPABCTBEHHBIE COCTOSHUS.
S rnyboko yOexxaeHa, 4YTO TAHLOBILMLA JOJKHA HAaXOJUThCS B HEMOCPEICTBEHHOM,
OJM3KON CBSI3U C MPOU3BEACHUSIMH YEJIOBEUYECKOI0 MCKYCCTBA M C BUJUMOCTSAMU >KUBOM
HIPUPOJIBL.
Bcesikoe nBukeHHE, KOTOPOE MOKHO MPOTaHIEBaTh HAa Oepery Mops, U KOTopoe He Oyner
B TapMOHUU C PUTMOM BOJIH, BCSIKOE JIBUJKEHUE, KOTOPOE MOXHO MPOTaHLEBaTh CPEIU
Jgeca, U KOTOpoe He OyZeT B TapMOHMU C KaUaHWEM BETBEH W JIMCTBBI, BCSIKOE JBUKEHHE,
KOTOpPO€ MOXHO OYJeT HpoTaHIeBaTh OOHaKEHHOW, B OTKPHITOM IIOJIE, U KOTOpOE He
OyZeT B rapMOHUM C BHOpalusIMU U yEeJUHEHHEM Iei3axa, - BCe 3TU JBWKEHUs OynyT
HEECTECTBEHHBIMU U (aJIbIIMBBIMHM, TaK KaK OHM JETOHUPYIOT CPEIU BEIUKUX JIMHUN
HPUPOIBL.
Bor mnouemy TaHmoOBUIMIIA JOJDKHA U30UpaTh TJABHBIM  00pa3soM  JIBHXKEHUS,
BbIpaXKalolue Cuily, 3J0pOBbE, TIpalyio, OJaropojcTBO, TOMJIEHHE WJIM CTEHNEHHOCTh
JKUBBIX BEILEH.
Aticedopa [[yHKak.
09 ausaps (27 oexabps) 1913 2o0a
Asmopu3zosannulil nepesood A. Jlukuapoonyo.



12
* DUJIIOCODPUA -

BEJUKHW UICTOYHUK
—Isadora Duncan, The Art, pp. 101-104. The Great Source.

BbIJIO Bpems, Korna s 3amojHsIa MHOKECTBO 3alIMCHBIX KHMKEK ITPUMEUYAHHUSIMU CYXHX
HaAOJIIOICHUM, KOT/1a sl ropena anoCTOAbCKUM OIHEM CBOETr0 MCKYCCTBA, U 3TO JIaBaJI0 MHE
BO3MOXHOCTb JIOMTH 10 TIyOOKHX YOEKIEeHMA W HauBHOM cmenoctd. B To Bpewms, s
XOTeJa MepeaTh YEJOBEUECKYH0 KU3Hb BIUIOTH 0 €€ MEJIbYalllMX ACTalell KOCTIOMA,
HPaBCTBEHHOCTH, 00pa3a kxu3Hu. Ho 3To ObLIO fnecsaTh JieT Ha3aa. Y MeHs ¢ TeX Mop ObLIo
JOCTaTOYHO CBOOOJHOTO BpPEMEHH, UYTOOBI OCO3HATh TIIETHOCTh TeX OJaropoaHbIX
YCTPEMJICHUH, U TENEeph 5 YAOBJIETBOPEHA PAJAOCTAMH CBOEH pabOThI, U MOTJIOIIEHA CBOUM
HCKYCCTBOM.

JIt000if OOBSACHUT TaHel Jydlle TaHIys, 4eM, H37aBas KOMMEHTApUU U TPAKTAThI.
HckyccTBO OKHO OBITH B COCTOSIHMM OOOMTUCH 0€3 HUX, KPOME TOr0; €ro UCTUHA OyAeT
rOpeTh AaJblIe CHOHTAHHO, €CJIM 3TO OyAeT NeUCTBUTEIbHO KPAaCUBO.

U nostoMy, s HE XO4Uy HAaKpy4MBaTh TEOPUU WJIM 3alUChIBaTh HaOop mpuHuUNoB. Ho 4
MOTY, BO3MO>KHO, CKa3aTbh, HE OyAy4yud OOBUHEHHON B MPOMOBEAM, YTO OBLIO BCEraa MOen
OCHOBHOM MBICJIBIO O TaHLIE.

JIns MeHsl TaHell HE TOJBKO MCKYCCTBO, KOTOPOE J1aeT BBIPAXKEHHUE YEIOBEUYECKOW AYIIN
MOCPEJICTBOM JBUKEHHUS, HO TaKKe€ M OCHOBAa TOJIHOM KOHIEMIIMHM KHU3HHU, OoJiee
cBOOOHOM, Oosiee TapMOHUYHOM, 0OJiee €CTECTBEHHOW. DTO, KaK MpaBUJIO, HE TO, Kak
YacTO CUUTAETCS, €CTb KOMIIO3UIIMS 11aroB, IPOU3BOJIBHBIX M PACTYIIUX U3 MEXAHUYECKHUX
KOMOMHAIMI - KOTOpBIE, JaK€ €CJIM OHM M paboTaloT XOpoIlo, TEM HE MEHee, Kak
TEXHUYECKUE YMNpPaXHEHUST HE MOTYT JejaTh BHUJ, OyITO OHU NPEICTaBISAIOT CcOOO0M
UCKYCCTBO. JTO CPEJICTBO, a HE PE3YJIbTAT.

S TmarenpHO M3ydana U300pakeHUs QUTyp BCEX BO3PACTOB U BCEX BEIUKUX MACTEPOB-
XYJIOKHUKOB, M 51 HUKOIJa €Ile HE BHJIENa, YTOObI KTO-TMOO W3 TMPEACTABICHHBIX Ha
PUCYHKAaX XOJWJ HAa TOYKAaxX MaJIbIIEB HOI WJIM MOJHUMAJl HOTY Ha BBICOTY T'OJIOBBL. DTH
YPOIUITUBBIE M JIOXKHBIE MO3UIMN HUCKOJBKO HE BBIPAXKAIOT Ty SHEPIUI0 TUOHUCHUICKOTO
COCTOSIHUSI, KOTOPYIO TaHIIOp AOJKEH 3HaTh. VICTUHHBIE ABUXKEHUSA, KPOME TOrO, HE
n300peTeHbl; OHU OOHAPYKEHBI, - TaK >K€, KaK B MY3bIKE, IJle HUKTO HE H300peTaer
rapMOHHH, a TOJIbKO OOHApPYKUBAET UX.

Benukuii 1 €TMHCTBEHHBI MPUHIMII, HA KOTOPBIM, S CYUTAIO0, UMEIO IIPABO OMUPATHCH,
ABIIIETCS TIOCTOSIHHOE, a0CONIOTHOE W YHHBEPCAIbHOE €IMHCTBO (HOPMBI M JBUXKCHHS,
PUTMUYHOE €IMHCTBO, KOTOPOE MPOXOIUT uepe3 Bce nposiBienus [Ipupoasl. Bona, Betep,
pacTEHHsI, OKUBBIE CYIIECTBA, 4YAaCTHULBl CaMOM MaTEepUU MOJYUHAIOTCA ITOMY
YIPAaBISIIOLIEMY PUTMY, XapAaKTEPHOW JIMHUEW KOTOPOro sBIsAETCA BoJHA. Hu B uem
[Ipupona He mpenmosaraeT CKaykd M pas3pbIBbl; MEXIYy BceMU (opMaMu KU3HH €CTh
HEINPEPBIBHOCTh WJIA NOTOK, KOTOPBIM TAHLIOpP IOJDKEH YBa)KaThb B CBOEM HMCKYCCTBE HIIU
MHA4Ye OH MOXET CTaTh MAHEKEHOM - BHE [Ipuponbl u 6€3 HCTUHHON KpacOTHI.

Hckate B Ilpuponme camble kpacuBbie (GOpMbl U OOHapy>KMBaTh IBUXKEHHE, KOTOPOE
BbIpaXKaeT Iymy 3Tux (opm, - 3T0 sBiserca 3agadeil TaHuopa. Kak ckynbnrop, c
KOTOPBIM Y HETO €CTh TaK MHOTO OOIIEro, TaHIOp AOJKEH YeprnaTh CBOE BJOXHOBEHHE U3
onHoi Tonbko Ilpupoasl. Ponmen mnwucan: "B ckynbOType HE HYKHO KONMHPOBAaTh
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npousBeneHus apeBHoCcTH. HyxHO cHauana Habmoaats npousseaeHus [Ipupossl, a 3aTeM
BUJIETh B paldoTax JAPEBHUX CKYJBOTOPOB TOJIBKO JUIIbL IMYTh, KOTOPHIM
uHTepnpetupoBanack [Ipupona".

Ponen mpaB; u B MOEM HCKYCCTBE s BOOOIIIE HE KOMUPOBaia, Kak MoJiaraloT, PUrypsl u3
IpEUeCKUX Ba3, OOpIIOPOB WM KapTHH. Sl BBIydwsics OT HUX, Kak u3ydarb llpupony, u
KOrJJa HEKOTOpblE W3 MOHUX JBWIJKCHUW BCIOMUHAIOT JKECThl, 3aMEUCHHBIE Ha
MPOU3BEICHUSX MCKYCCTBA, - 9TO TOJBKO MOTOMY, YTO OHHU TaK K€ B3AThl U3 OOJBIIOTO
€CTECTBEHHOTO MPUPOJHOTO UCTOYHHUKA.

S BOOXHOBJICHA JBUKEHHEM JIEPEBHEB, BOJH, CHETOB, CBSI3bI0 MEXKIY CTPacThiO U Oypeil,
MEXJy OpU30M W MSTKOCTbIO, U Tak jnaiee. M g Bcerma momeniaro B CBOM JIBH)KCHUS
HEMHOT'0 TOM 00KeCTBEHHOM MPEeEeMCTBEHHOCTH, KOTopas npuaaeT Bcer [Ipupose kpacoty
Y KU3Hb.

DTO HE 3HAYUT, YTO JOCTATOYHO MPOCTO MaxaTh PyKaMH M HOTaMH, 4YTOOBI CO3/aTh
€CTeCTBEHHBIN TaHell. B MCKyccTBe BHEIIHE MPOCTHIMU PabOTaMH BBHITIISAIST T€, KOTOPHIS
70 TOTO TOTpeOOBaIM OOJIBIIIE BCETO YCWIIMHU JJIsl CHHTE3a, HAOIIOICHUS] U CO3UJIaHUS; U
BCE CaMbI€ BEJIMKME MACTEpa 3HAIOT, YTO SIBJISIETCS COABTOPAMU UCTUHHOTO COTJIAIIEHUS C
BEJIMKOW ¥ HEMPEB3OUIEHHON MOJENbBIO, KOTOPOU sABisieTCA [Ipupoion.

C Tex mop kak s ObuIa peOCHKOM, s MPOBEN JBaANATh JIET HEMPECTAaHHOIO TpyJa Ha
CITy’>K0€ MOEro MCKyCCTBa, U 3HAUUTENIbHAS YaCTh 3TOI0 BPEMEHH YACIISIETCS TEXHUUECKON
MOJATOTOBKE - B OTCYTCTBUHM KOTOPOW MEHS MHOTJA OOBUHSIOT. DTO MPOUCXOJUT MOTOMY,
YTO, MOBTOPSIIO, METO/T HE SIBJISIETCA KOHEUHOM 1I€JIbI0, a TOJILKO CPEJICTBO.

Tanen, mo MoeMy MHEHHIO, UMEET CBOEH IEJbI0 BBIPAXKEHHUE CaMbIX OJIArOPOJHBIX U
HanboJee TIIyOOKHX YyBCTB YEJIOBEUECKOW JIyIIN: T€X, KOTOPbIE IOJIHUMAIOTCS OT OOTOB K
HaMm, - Anosuion, Ilan, Bakx, Adpoaura. Tanen nomkeH BHEAPATh B HAIy >KU3Hb
FapMOHHIO, KOTOpAasl MbUIAET U MYJIbCUPYET. BUIETh B TaHIE TOJBKO JETKOMBICIEHHOE
WJIU TIPUATHOE Pa3BJICYEHUE, 3HAYUT BECTH K JIETPAJALUHU €TO0.

EcTh HEepa3pbIBHBIC peakiMK Tella U IyXa, KOTOPHIMH JPEBHUE JIIOU HE MPEHEeOPeTriiu, HO
KOTOPBIE MBI CIIMIIIKOM YacTO HENPABWJIBHO ITOHMMaeM. [1naToH TaHueBas, Takxke, Kak U
CyJlbU, U YUHOBHHUKH B JIPEBHUX PECITYOJIMKAX; 3TOT OObIUal JaBajl UX MBICIISIM U3SIIIECTBO
u 0anaHC, KOTOPbIE YBEKOBEUMIH UX. TOJBKO 3TO €CTECTBEHHO: OTHOIIEHUE, KOTOPOE MBI
NpUHUMAeM, 3aTparuBacT Hally JyIIy; I[POCTOW TOBOPOT TOJIOBBI B OOpaTHOM
HaIPaBJICHUH, C/ICIIAHHBIE CO CTPACTHIO, MOChUIaeT HaM Bakxuueckast 6€3yMCTBO, KOTOPOE
MIPOXOJIUT Yepe3 Hac, Ma€T PajoCTh WIM TepOM3M, WJIHM KelaHue. Takum oOpa3oMm, Bce
YKECTBI IPUBOJSAT K BHYTPEHHEN PEaKIMU, a TaK )K€ OHU UMEIOT BJIACTh HEMOCPEACTBEHHO
BBIPAXaTh BCE BO3MOKHBIE COCTOSIHHS YyBCTB WJIM MBICJIEH.

Kaxxmoe nBmxeHne, KOTOPOE MOXKET OBITh CTAHIIOBAHO Ha Oepery mMops, 0€3 TapMOHUH C
PUTMOM BOJH, KaXJ0€ IBMKEHUE, KOTOpPOE MOXKET OBITh CTaHIIOBaHO B Jjecy, 0e3
FapMOHHUM C pACKAUYMBAaHUEM BETBEU, KaXXJ0€ [JBW)XEHHE, YTO MOXHO CTaHIEBAaTh
OOHa)KEHHOW, B COJTHEYHOM CBETE, HA OTKPBHITON MECTHOCTH, HE Oyay4d B TaPMOHHH C
KU3HBIO M OJIMHOYECTBOM II€M3aXa - KaXJ0€ TaKOE JIBUKCHHE SIBISIETCS JIOKHBIM, B TOM,
YTO OHO HAaXOAWUTCS BHE TapMOHWYHBIX JUHUK [Ipuponsl. IMEHHO mO3TOMY TaHLIOP
JOJKEH, TPEXJe BCEro, BbIOpaTh JBHUXKEHUS, KOTOpPbIE BBIPAXAlOT CHUIY, 3/10POBbE,
0JIaropoJICTBO, JIETKOCTh U CIIOKOMCTBHE KMBBIX SBICHUM.

(1913)
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®NJTOCOPCKNN KAMEHb TAHIIA
—Isadora Duncan, The Art, pp. 51-53. The Philosopher’s Stone of Dancing.

B My3bike ecTh TpW BHAA KOMIIO3UTOPOB: BO-NIEPBBIX, T€, KTO MHUIIET MY3bIKY B
aKaJIeMUYECKOM CTUJIC, KTO HINET €€ C TMOMOIIBI0O CBOMX YMCTBEHHBIX CIIOCOOHOCTEH,
co3JiaBasi My3bIKy, KOTOpasi oOpaliaeTcsi K 4yBCTBaM uepe3 yM. Bo-BTOpBIX, €CTh T€, KTO
3HAET, KaK BOCIPOU3BOJIUTH CBOM COOCTBEHHBIC HMOIIMU C IMOMOIILIO 3BYKa, U YMEIOT
nepeaaBaTh pajoCTh U ITPYCTh CBOMX CEPAEL], CO3/AI0IINE MY3bIKY, KOTOpasi oOpalaercs
HETMOCPEJCTBEHHO K CEpAIly CIylaTens, KOTopas BbI3BIBAET CJE€3bl BOCIIOMHHAHUA,
KOTOpasi MPUHOCUT PaJIOCTH U MeYallv, TaMATh 00 yIIeaeM cuacthe. B-TpeTbux, ecTh Te,
KTO, MOJICO3HATENIbHO, CBOEH AYIIOW, CIBIIIAT HEKOTOPYIO MEJIOAMUIO IPYroro Mupa, u B
COCTOSIHUU BBIPa3UTh €€ B (popMe, MOHATHOM U PaIOCTHOM JJISl YEJTOBEUECKUX YIIEH.
Taxoke CylecTBYIOT U TPU BUJA TAHIIOPOB: BO-TIEPBBIX, T€, KTO pacCMaTPUBAET TaHEI] KaK
CBOET0 POJia TUMHACTHUYECKOE YNPAXKHEHHE, COCTABICHHOE M3 M3SIIHBIX W TPAIllMO3HBIX,
HO O€3MYHBIX apabecok U MUPYITOB. BO-BTOPBIX, T€, KTO 3a CYET KOHIICHTpAIMU yMa,
MIPUBOJISIT TEJIO B PUTM KETaeMON AMOITMHU, TEM CaMbIM BbIpa)kash HEKOE 3alIOMHUBIIIEECS
YyBCTBO WU ONBIT. M, HaKoHeN, €CTh Te, KTO MpeoOpa3OBBIBAET CBOE TEIO B
HAIlOJTHEHHYI0 CBETOM TEKYy4eCTh, OT/aBas €ro BJOXHOBEHUIO AYIIU. DTOT TPETHH BU]
TaHIIOBIIIMKOB MTOHUMAET, YTO TEJIO, CUJIOW MYIIH, JEHCTBUTEIILHO MOXKET MPEBPATUTHCS B
CBATSIINICSA MOTOK. [LTOTh CTAaHOBUTCS JIETKOW W TPO3payHOM, KaK B PEHTIEHOBCKUX
Jaydax, JIMIIb C TOW pasHHIEH, YTO uejoBeuYecKas Jylla Jerde, 4eM J3Td Jiydu. Toraa,
OBJIaJIeBasi TEJIOM, OOXKECTBEHHAsI CHJIa IYIIM MPEBPAIIAET €ro B HAMOJHEHHOE CBETOM
IBUXKYyIeecs o00JaKko, W, TakuM oOpa3oM, MOXET TMpPOSBUThCA BO BCEH CBOEH
00xeCcTBEeHHOCTH. B 3TOM 3aKitoyaeTcsi 00bsacHeHHe uya cBaToro dpaHcuca, CyMeBIIEro
npoiTu mo mopro. Ero teno Gombliie HE BECUSIO MOJAOOHO HAIIUM, U CTOJb JIESTKUM OHO
CTaJIO Yepe3 JyIry.

[IpencraBpTe cebe TaHIOpa, KOTOPHIA TMOCIE JIOJTUX HWCCIEAOBAHUM, MOJIUTBBI H
BJOXHOBEHHS, TOCTUTAeT TaKOW CTENEHU MOHUMAHUS TOTO, YTO €ro TeJO - 3TO HE MHAue
KaK CBETSAIIEeCs MPOSBICHUE €ro IYIIN; Ybe TEJIO TAHIYeT B COOTBETCTBUU C BHYTPEHHEH
MY3bIKOH, B BEIPAKEHUH YET0-TO, YTO SBIISETCA YacThIO IPYroro, 0oyiee Tiry0oOKoro Mupa.
OTO W €CTh HACTOAIIMK TBOPYECKUN TaHIOp, €CTECTBEHHBIH, HO HE HMHUTHUPYIOIIHM,
TOBOPSIINIA B IBUKEHUH, UCXOSIIEM U3 HETO YTO-TO OOJIbIIIEE, YEM MOXKEM BCE MBI.

A cronb yBepeHa B MPOOYXKICHUM IYIIHM, YTO AyIIa MOXKET OBITh IMPOOYXKACHA, MOXKET
MOJIHOCTBIO OBJIAJIETh TEJIOM, UYTO KOT/a s 00ydJalsia eTel B CBOMX IIKOJIaX, s CTPEMUJIIACh,
MIPEXK]Ie BCETO OCTATIBHOT'O, PUHOCUTH UM CO3HAHHUE ATOU CHJIbI, CYIIECTBYIONIEH B HUX, a
TaK)Ke OTHOIICHHS K BCEOOIIEMY PUTMY, KOTOPBIA MOXKET BBI3BATh y HUX IKCTA3 KPACOTHI
sToro moHuManus. CpeacTBOM JUIsl 3TOTO MPOOYKIECHUS MOXKET ObITh OTUYACTU OTKPBHITHE
KpacoThl MPHUPOBI, & MOXKET OBITh OTYACTU TOT BHUJ MY3BIKH, KOTOPYIO TPEThS TpYIINa
KOMIIO3UTOPOB J1a€T HaM, MY3bIKH, KOTOpasi BOZHUKAET U3 AYIIU U TOBOPUT C HEM.

EcTb, BO3MOHO, B3pOCIIbIE JIO/IH, KOTOPBIE 3a0bLIH S3bIK Ayld. Ho AeTn moHMMaroT ero.
Hano tonbko ckazate um: "ChaymiaiiTe My3biKy aymioil. Temepb, Korjga Bbl CIIyHIaeTe,
TOTOBBI JIM BBl TOYYBCTBOBAaTh TJYOOKO BHYTPH BaIllero CYIIECTBa MPOOYKICHHE
BHYTPEHHEHW YBEPEHHOCTH - TPOOYKJIEHHWE TaKOW CHIIBI, YTO BBl MOJHUMETE TOJIOBY U
PYKHU U HAYHETE MEIJICHHO UJITH K CBEeTy?".

D710 MpoOyX)ACHUE ABISETCS MIEPBHIM IIATOM B TaHIAX, KaK s MOHUMAIO.
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Korna s Havana TaHleBaTh C JIBUKECHUSIMHM U KECTAMH, MOSI BOCXMIIECHHAs aylla 3HAJA,
KaKk 0o0paiiatrbcsi K MOEMY Telly, APYrue Haudajdu MOJApakaThb MHE, HE IMOHSB, YTO OBbLIO
HEOOXOIUMO BEPHYThCS K Haually, HaTH CHaudajla 4ToO-TO BHYTpu cebs. Bo mHormx
TeaTpax M LIKOJAaX MHE NMPUXOAUIIOCHh BUIETh ATUX TAHIIOPOB, KOTOPbIE MOHUMAIU TAHELL
TOJIBKO CBOMM YMOM, KOTOPBIE TMEPErpykKajh TaHEL KECTaMU W JBUKCHUSA, U HX
JIBUKCHUS Ka3aJlUCh IIYCTBIMU, YHBUIBIMA W JIMIIEHHBIMUA CMBICIA. TOMy, 4YTO OHH
NBITAUIUCH MEPENATh YEpe3 pa3yMm, HEAOCTABAIO BCErO0 BIOXHOBEHHUS, BCEU KU3HU. Toxke
CaMO€ OTHOCHUTCA M K TEM CHCTEMaM TaHIla, KOTOPBIEC SIBJISAIOTCS JIUIIb MMOCTABJICHHBIMU
TUMHACTUYECKUMHU YIPAKHEHUSIMU, CIIUIIKOM JIOTHYECKH MOHAThIMHU ([lanbkpo3 u ap.).
DTO KaXeTCsl MHE MPECTYITHBIM JIOBEPATH IETEH, KOTOPhIE HE MOT'YT 3alUIIaTh ce0s camu,
ATOMY BPEIHOMY OOYUYEHHIO; IMOCKOJBbKY 3TO MPECTYIJICHUE, - YUUTh PeOCHKA yIPaBIsATh
CBOUM TEJIOM C OMOIIBIO TBEPJIOW CHUJIIBI MO3Ta, 3ariIylliasi UMITYJIbC U BIOXHOBEHUE.

EnuncTBeHHOW CHIIOM, KOTOpas MOXET [IBUTaTh TeIOM peOeHKa SIBIsSeTCS Cuja

BJIOXHOBEHUS JTyLIH.
1920.

JABU/KEHME - )KU3Hb
—Isadora Duncan, The Art, pp. 77-79. Movement is Life.

N3yunte nBUX)EHHE 3€MJIM, JBU)KEHHUE PACTCHUN WU JEPEBBHEB, KUBOTHBIX, JIBUKCHUE
BETPOB W BOJIH, a ITIOTOM H3Yy4YWTE JIBHKEHUS peOeHka. Bbl yBUIUTE, UTO ABUKEHHE BCEX
IPUPOHBIX BelIel padoTaeT B TapMOHMYHON dKcnpeccuu. M 9To cripaBeyIuBO B IIEPBbIE
roibl JKM3HU peOEHKAa, HO OYEeHb CKOPO Ha JBWXKEHHWE W3BHE HAKJIAJIBIBACTCS
HEMpaBUJIbHBIC TEOPUH OOpa3oBaHUs, W BCKOpe PEOCHOK TEPSET CBOIO MPUPOIHYIO
CIIOHTAHHYIO JKM3Hb, CBOIO CUJTY BBIPAKEHUS, UTO 3aKJIFOYAETCS B IBUKEHUM.

A 3ameruna, uro pedeHOK 3-X Wiau 4-X JIeT, IPUXOJsi B MOK IIKOJIY, pearupyeT Ha
BOCTOPT IIPEKPACHOU MY3BIKH, B TO BpeMs Kak PeOCHOK 8 uin 9 JieT y)Ke HaXOJIUTCS MO
BIUSHUEM OOBIICHHOM M MEXaHMYECKOW KOHIEMIMHM JKU3HU, HaBA3aHHOW €My
negaroraMu. PeOGeHok 9 ner yke momagaer B 3aTOYeHHE OOBIYHOTO M MEXaHMYECKOTO
JIBIDKCHUSI, B KOTOPOM OH OyJET OCTaBaThCA M CTPaJaTh BCIO CBOKO JKM3HB JO TEX IIOp,
MOKa MPEKJIOHHBIN BO3PACT HE MPUHECET €My Mapaanya TeJIeCHOTO BhIPAKEHUS.

Ha Bompoc o nenaroruueckoi mporpaMme B MOei 1IkoJjie, s oTBevaro: "JlaBaiiTe cHayana
Hay4YuM MaJeHbKUX JIeTeH IbIIaTh, BUOPUPOBATh, UYYBCTBOBAaTh W OBITh CIUHBIMH C
oOmeil rapMOHMEH W JBIKCHHEM NpHUpOojbl. JlaBaiiTe cHadanma co3gaguM IPEKPacHOTO
YeJioBeKa, TaHIyromero pedenka". Hurme ckazan, 9To OH HE MOXET IOBEPUTH B Oora,
€Clii TOT HE yMeeT TaHieBaTth. OH Takke ckazai: "Mbl JOJDKHBI CUMTATh MOTEPSHHBIM
KaXJIBIH JIeHb, B KOTOPBIN MBI HE TaHIICBAIU XOTs ObI pa3".

Ho oH He umen B BUIY BBIMOJHEHUE MUPYITOB. OH MMEJ B BUIY BO3BBINICHUE KU3HU B
JIBYDKCHHH.

["apMoOHUs MY3BIKH OJJMHAKOBA C TAPMOHUEHN ABMKEHUS B IPUPOJIC.

YenmoBek He M300pe rapMOHUIO MY3BIKH. JTO OJMH W3 OCHOBHBIX NMPHHIIMIIOB JKU3HH.
'apMoHMS JBMKCHHS HE MOXET OBITh H300peTeHa: BaXXHO CHOPMHUPOBATH CBOIO
KOHILIEMIMIO O HeW u3 camoi [lpupoapl, 1 MCKaTh PUTM ABHXKEHHUS YEIIOBEKA U3 pUTMa
BOJIbI B JBMKEHWM, W3 JYHOBEHHS BETPOB Ha 3emJjie, BO BCEX JBMKEHUIX 3EMJIU, B
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JBIKEHUSIX JKMUBOTHBIX, PBHIO, MTHI], PENTWINA U JTaK€ Y MPUMUTUBHOTO YEJIOBEKA, UbE
TEJIO BCE €1IE IBUIKETCA K TAPMOHUHU C IIPUPOJIOMN.

C nepBbIM MPEJICTABICHUEM O COBECTH, YEJOBEK CTall COBHATEIBHBIM, C €CTECTBEHHBIMU
JBIKCHUSIMU Te€Jla; CeTO/HS, B CBETE MHTEJJIEKTA, HAKOIJICHHOTO 3a TOJIbI IMBUIN3AIINH,
OYEHb BAXXHO, YTOObI OH CO3HATEIBHO CTPEMUJICSA K TOMY, YTO OH O€CCO3HATEJbHO
MOTEPSIL.

Bce nBuxenust 3eMiu ClIeyIOT JMHUU ABUKEHUS BOJIHBI. U 3BYK, U CBET MYyTENIECTBYIOT
B BOJIHAaX. /[BH)keHUE BOJBI, BETpPa, IEPEBLEB M pPACTECHUU pa3BUBacTCa B BojiHax. [lomer
NITULBI U JABWKEHUSI BCEX KUBOTHBIX CIEIYIOT JIMHUM BOJHOOOpPa3HbIX BOJH. Eciu 3aTeM
OJIUH MIIET TOYKY (PM3UYECKOr0o Hayaua JyIsl JBMXKCHHS YEeJIOBEYECKOIro Teja, TO KIoY
HaxXOJUTCS B BOJHUCTOM JBUXXEHHUU BOJHBIL. OTO OAWMH W3 DJIEMEHTAPHBIX SBJICHUU
MPUPOJIbI, U U3 TAaKUX AJIEMEHTApPHBIX Bellel U JJisi peOeHKa, U IS B3POCIOTO TaHI0pa,
BIIUTHIBACTCSI HEUTO 0A30BOE IS IIpollecca TaHIIa.

UenoBedyeckoe Hayajao TaKXKe SIBISIETCS HWCTOYHUKOM. TaHIIEBAJIbHOE BBIPAKCHHUE
MPOUCXOUT Ha JAPYTOM SI3bIKE, OTIMYAIOIIMMCS OT TPHUPOJBI, U3 KPACOTHI TeJa; a TeJo
CTAHOBUTCSI OoJiee KpacuMBBIM B TaHIle. Bce co3HaTeNbHOE HMCKYCCTBO YEJIOBEUECTBA
BBIPOCIIO M3 OTKPBITUS €CTECTBEHHOM KPAacOTHI 4YeOBEUEeCKOro Tena. JIroau mbITaauch
BOCITPOM3BECTH €T0 B IMECKE WJIM HAa CTEHE, U TaKuM 00pa3oM poawiack kaptuHa. OT
Halllero MOHUMAaHUS TApPMOHUU M MPOIOPIMU YacTeld 4YeJIOBEYECKOro Tejla BO3HUKIIA
apxuTekTypa. M3 xenaHus npociaBUTh TEJIO ObUIAa CO3aHa CKYIBIITYpa.

Kpacora denoBeueckoit popmbl He ciydaitHa. OuH [4eoBeK| HE MOXET CMEHUTh e
miatbe. Kurtalickue >KeHIMHBI Ae(OpPMUPOBAIN HOTH B KPOIIEUHOW OOYBH; KEHIIUHBI
BpemeH Jltogouka X1V nedgopmupoBanu cBOM Tejla KOpCETaMU; HO HJIeall YeJIOBEUECKOTo
Tena JOJDKEH HaBCerja ocTaTbCsid TeM ke caMmbiM. Pyku Benepsl Mwuiiocckoil Ha ee
neegecTane B JIyBpe uieanbHbl; AKEHIIUHBI TPOXOAAT Mepes Hell ¢ 001bl0 [B CIIMHE] U ¢
neOpMHUPYIOIUMHU [TeNl0]| TMIaThIMH, - BCE Oyiaromaps CMEXOTBOPHOM Moje; a OHa
HABCETrJla OCTAeTCs TOW K€ CaMOi, IOTOMY 4TO OHA U €CTh KpacoTa, )KU3Hb, UCTUHA.

DTO MPOUCXOAUT MOTOMY, YTO uUejoBedecKas GopMa He SIBISETCA M HE MOXKET OBbITh BO
BJIACTU MOJbI WJIA TMIOBEPHI 3TIOXH, IOTOMY YTO KpPAacoTa KEHIIMHbI BEYHA. ITO PYKOBOJIUT
YeJIOBEUECKOM DBOJIIOIMEH Ha TTYTH K TJIABHOM II€JIM YeJI0BEUECTBA, - K Ujeany OyIyIero,
[ - "KEHILUHBI, | KOTOpask MEUTAET CTaTh boruxei.

ApXUTEKTOp, CKYJBOTOP, JKUBOIMCEL, MY3bIKAHT, II03T, - BCE IOHUMAKT, 4YTO
ujeanu3aius 4eI0BeYecKoil (popmMbl U cCO3HAHUE CBOEH 0O0KECTBEHHOCTH JIEKAT B OCHOBE
BCAKOTO MCKYCCTBa, CO3[JaHHOIO YEJIOBEKOM. TOJNBKO OJHMH XYyIOXKHUK MOTEPSI 3Ty
00XECTBEHHOCTh, TBOpPEI, KOTOPBINA, MPEXKIE BCEro, JOHKEH OBITh MEPBBIM B TaKOM
KEJaHUU - 3TO TAHIIOP.

TaHny, ZIEWCTBUTENBHO, JOJATOE€ BpeMs BIIOJIHE XBaTaj0 YYyBCTBA 3JIEMEHTApPHOTO
€CTECTBEHHOTO [nepBOObITHOTO]| ABMkeHUsA. OH TO3BOJISLT ceOe MmpeHeOpeKeHne CUIIoN
TSKECTH, JIOMYCKaJl OTPUIIAHUE MPUPONBI. TaHIEBalbHbBIC TBWKEHUS OBLIU HE KUBHIMH,
HE TEKyYMMH, HE BOJHHUCTHIMH, YTO HEW30€KHO MPUBOAMIO K HEECTECTBEHHOCTH
nBukeHus. Bces cBoOOga W CIIOHTAHHOCTh HAXOWINCh B JAOMPUHTE CIOXKHOU
uckyccTBeHHOCTU. K TOMy e, TaHLOp JOJKEH ObLI OBITh OJET MCKYCCTBEHHO, YTOOBI
HaXOJIUThCSI B COOTBETCTBUU CO CBOMM HEECTECTBEHHBIM CIIEHUUYECKUM 00pa3oMm.

[ToTom, KOrza s CHOBa MPUOTKpHIIA ABEPb B MPUPOMAY, PACKPbIBas Pa3IUYHbIC BUbI
TaHIIEB, HEKOTOPBIE JIIOJU BCE OOBICHIIIN, TPOCTO cKa3zaB: "CMOTpHUTE, - 3TO BCE TAHIIBI U3
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npupoasl". Ho um ¢ e€ [mpupoabl] cB0O0OI0#, ¢ €€ COOTBETCTBHEM €CTECTBEHHBIM
IBUKEHUSM, [BIWKEHUS [M3 TPUPOAbI| BCErJa OYEHb AK€ IMOXOKH HAa HEKOTOPYIO
[MEXaHMYECKYI0| KOHCTPYKIMIO, KOTOPYIO B MPUPOJE BbI HaijeTe 00A3aTENbHO, IPUUYEM
Ha OYEHb NTaXK€ KECTKYIO KOHCTpyKuuio. OmnpeneneHue "HaTypalbHBIM TaHEN'" TOJKHO
03Ha4yaTh TOJIBKO TO, YTO TAHELl HUKOTIA HE UJIET IPOTUB IIPUPOJIBI, a HE TO, YTO HEYTO [B
TaHIE] OCTAETCS HA BOJIKO CyYasl.

[Tpupoaa gonxHa ObITh HCTOYHUKOM BCSIKOT'O MCKYCCTBA, U TaHel JOJIKEH MOJIb30BaThCs
CWJIaMH TIPUPOJIBI B CJIEOBAHUU FAPMOHUU U PUTMY, HO JIBHXKEHHS TaHI[Opa Bceraa Oyner
OTJIENEHBI OT JIFOOOTO [HEMOCPEACTBEHHOT'O | IBUKEHUS B IPUPOJIE.

1909

' IYBUHA
—Isadora Duncan, The Art, pp. 99-100. Depth.

Hacrosmuii TaHer sBisieTCs BBIPaKEHHEM CIIOKOWCTBUS, OH HAXOJIUTCS MOl KOHTPOJIEM
IIyOOKOr0 pUTMa BHYTPEHHEHW AMOIMNA. DMOLUS HE JOCTUTAeT MOMEHTA HUCCTYIUICHHS B
MOTOKE JCHCTBUS; OH CHauajga pa3MbBIIUIAECT, OH CIUT Kak J>KU3Hb B CEMEHH, WU OH
Pa3BOPAYMBACTCS C HEKHOW MEUIMTEIBHOCTHIO. ['peKHM MOHMMAaIHM MPOAOKAIOIIYIOCS
KpacoTy JBWXEHUS, KOTOPOE PACIPOCTPAHACTCS, KOTOPOE 3aKaHYMBACTCS C OOCIIaHHEM
MOBTOPHOTO POXKJEeHMs. TaHell - 3T0 PUTM BCEro, 4TO YMHUPAET, YTOOBI KUTh CHOBA; 3TO
BEYHOE BOCXO0XKJIEHHE COJIHIIA.

DTO HEe A HaC, - MPUXOJUTHh K YeMY-THO0 TOCPEICTBOM 3HAHMS; Mbl 3HA€M, KaK MbI
JT00UM, - UTHCTHHKTOM, BEpOH, IMOITUSIMH.

Omonus padotaeT kak Motop. OH JODKEH pa3orperbes, 4TOOBl XOpolio padorarh, U
TEIIO TIOSIBJSIETCSl HE Cpa3y; ATO MPOTrPeCcCUPYIOMUNA Tporecc. TaHel caeayeT TOMY Ke
3aKOHY Pa3BHUTHS Mporpeccur. VICTUHHBIA TaHIOp, KaK M JIFOOOW HACTOSIIUN XYI0KHHUK,
CTOWT TIepe]] KPaCOTOM B COCTOSHUM ITOJTHOW HEOIPEICICHHOCTH; OH OTKPBhIBACT MyTh K
CBOEH JyIlie U CBOEMY '"TeHUIO", M OH MO3BOJISIET ce0e HAXOIUTHCS IO UX BIMSHUEM, KaK
JIEPEBbsl HAXOJATCS 1O/ BiMsSHUEM BeTpa. OH CIBHUTACTCS ¢ MECTa OJHHM MeEJJICHHBIM
JIBIDKCGHHEM M BOCXOJUT W3 HETO IIOCTENEeHHO, CJeAysS BOCXOJAIICH KPUBOW €ro
BJIOXHOBEHHS, BIUIOTH JIO T€X JKECTOB, KOTOPhIC 0OJIEKAIOT B KOHKPETHYIO (OpMy ero
MOJTHOTY YYBCTB, PacpOCTPaHss BCE MIMPE UMITYIILC, KOTOPBIM MTOKOJIe0an ero, Gukcupys
€ro B IPYTOM BBIPAKEHUH.

JIBI>KEHHME JTOJDKHO CIIe0BATh PUTMY BOJIH: PUTM, KOTOPBIH TOJHUMAETCS, TPOHHUKACT,
Jepka B ceOe MMIYJIBC M TIOCJIE TOTO KaK JBM)KCHHE 3aKaHYMBACTCS; BBI30OB M OTBET,
CBSI3aHHBIC O€CKOHEYHO B OJTHOM PUTME, B OJTHON WHTOHAIIHH.

Hamm coBpemMeHHbI€ TaHIbl HE 3HAIOT HUYETO M3 ITOTO MEPBOro 3aKoHa rapMoHuu. Mx
JBIDKCHUSI U3MEHUYMBBIC, pyOJICHBIC, PBIBKAMH, PE3KHE, M 3aKaHUMBAIOTCS HaBepxy. MM He
XBaTaeT MPOJOKAIONICHCS KpacoThl KpuBOM JuHUU. OHHU YIAOBJECTBOPEHBI, Oymy4u
TOYKaMHU YTJIOB, KOTOpbIe ACHCTBYIOT Ha HEpBbl. My3blka CETOJIHsS, TakKXkKe, TOJIbKO
3aCTaBIsSCT HEPBBI TaHIEBaTh. [yOOKHE SMONMH, JyXOBHAs TSIXKECTh, ITOJHOCTHIO
OTCYTCTBYIOT. MBI TaHI[yeM C CYJIOPOKHBIMU KE€CTaMH MapHOHETOK. MbI HE 3HaeM, Kak
MeperTH K TIIyOrnHaM, 9TOOBI TOTEPATH ceOs BO BHYTPEHHEH CYITHOCTH, KaK Pa3BUTh HaIIle
3peHue B TAPMOHUHU, KOTOpAs MOCEIIAET HAIIIKM CHBI U MEUTHI.
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Mpbl Bcerja HaxoAuMCs B mapokcu3max. Mbl Xoaum moj yrioM. Mbl TpeHHpyeM ceOst
BCerJa JiepKaTh OanaHC MEXIy TOYKaMu. MBI HEe OCBEIOMJIEHBI 00 OTABIXE B IBUKCHUU, U
0 KoM(dopTe IbIXaHUs, KOTJIa CKOJIb3sI B IBUKEHUU, Mbl MOKEM OTJOXHYThb KakK MTHUIIA B
nosiere. [Ituna Hukorna He G6opetcs. TaHiop JOKEeH OBITH JIETKUM, Kak riams. [laxke
cuja CTaHOBUTCA OOJibIlle, KOTJla OHA M3HAYaJIbHO CHEPXKUBACTCSA: OJUH YKECT, KOTOPBIN
MOCTENEHHO BBIPOC U3 ATOW CHAEPKAHHOCTHU, CTOMT MHOTHX ThICSIY, UYTO OOpIOTCA U

NepeceKaroT ApyT Apyra.

TAHEIl BOTHOIIEHUHA K PEJIMTUU U JIIOBBU
—Isadora Duncan, The Art, pp. 121-127. Dancing in Relation to Religion and Love.

C nepBbIX JHEHN IUBWIM3AIMU YEI0BEKA, HAUUHAS C MEPBOro Xpama, KOTOPbIA MOCTPOUI
YeJIoBeK, TaM Bcerja O0bu1 bor, n oH ObUT IEeHTpalIbHOM Qurypoit B xpame. Cama no3a bora
- 9TO TaKXK€ €0 BBIPAXXEHHUE €ro CYIIEeCTBa, U ATa M03a MorJja Obl ObITh Ha3BaHA TAHIIEM.

B 1899 rony, B JloHnoHe, s mepBbIil pa3 yBuuena IneoHopy Jlio3e, urparomyro B
TPEThECOPTHOMN Ibece Mmoja HazBaHueM "Bropas muccuc Tankpei". Ilbeca mpomna yepes
JIBa aKTa YpEe3BbIYAMHOW BYIBrapHOCTH W OaHAIBHOCTH, W s OblJJa B IIIOKE, YTO
O0oxxectBeHHas J[ro3e mpexactamisier ceOs B TakoW OaHanbHOW posid. B KOHIIE TpeThero
aKkta, rae r-ka TaHkpell oka3ajnach MNpukata K CTEHE €€ BparamMu U, IOJaBJICHHAs
0€3BICXO/IHOCTHIO, PEIIAET COBEPIIUTh CaMOyOUHCTBO, OBIT MOMEHT, Korjaa J[ro3e Bcrana
COBEPIICHHO HEMOJBMIKHO, OJIHA Ha clieHe. BHe3amHo, 6€3 Kakoro-imbo CHeruagabHOTro
BHEILIHETO IEPEMEIICHHS, OHA, Ka3aJloCh, Hayaja pacTH M PacT, MOKa €€ rojoBa, Kak
OyITO, HE KOCHYJIACh KPBIIIH TeaTpa, MoA00HO MOMEHTY, korja JlemeTpa nosBuics nepen
nomoM Metaneupa u BbisiBIIIa ce0s kak boruns. B Tom Beiciiem xecte, J{ro3e Oosblie He
ObLJIa BTOPOM rocrokoi TaHKpel, HO HEeKOM uyaecHOW OormHed BceX AMoX, U €€ MOMEHT
pocTa Ha TIJa3ax ayIJuTOpUH, B TO OO0XKECTBEHHOE SBJICHUE, ObUT OJHUM H3 CaMbIX
OOJBIINX APTUCTUYECKUX YCIEXOB, KOTOPBIX i KOrjga-in0o Buaena. S, momHIO, molmia
JIOMOM, omIeIoMIEHHAs ATUM dyIoM. Sl ckaszana cebe, 4To KOrjia s CMOTY BBIUTH Ha CIICHY
u Oyny CTOSITh HETIOABUKHO, Kak DiieoHopa J[ro3e ciemnan 3To ceroiHs, u, B TO e BpeMs,
CMOTY CO3/1aTh Ty OTPOMHYIO CHJIy JUHAMHYECKOTO NBIDKECHHs, TOrja s Oyqy camoi
BEJIMKOW TaHIOBIIMIIEH B Mupe. B ToT MomeHT, BO BTtopoit muccuc Tankpen, nyx [roze
BBIPOC JI0 TaKWX 3ampeJiebHBIX BBICOT, YTO OHA CTaja YacThiO MEpeMEIIeHUs] HeOeCHBIX
cdep. ITo ecTb caMOe BBICOKOE BBHIPAKEHUE PETTUTHH B TAHIIE: B TOM, YTO YEJIIOBEUECKOE
CYIIECTBO OOJIbIlIE HE JOJDKHO Ka3aThCsl YEIOBEKOM, HO MpeoOpaszyercs B IBUKEHUS
3BE3/.

B 100-m romy Hamieit 3pbl, Ha OJHOM M3 XOJIMOB Puma crosna mikosa, Kotopas ObuLia
u3BecTHa kak Cemunapus Tanmyromux CesmeHHnkoB Puma. FOHomu Ob111 BRIOpaHBI U3
CaMBIX apUCTOKpaTHYecKux cemed. bomee Toro, oHUM JOMKHBI ObLTH 007a1aTh
MIPOUCXOXKIAECHUEM, KOTOPOE BOCXOJAWIO HA MHOTHE COTHU JIET, U HA KOTOPBIX HUKOTJa HE
Majano0 HUKAKUX TEMHBIX MATeH. M, XOTs OHM M3yyalau Bce MCKyccTBa U (puiocodurio,
TaHell Bceraa ObUT MX TJIABHBIM CIOcOO0M BhIpakeHusi. OHU OBUIM JIOJDKHBI TAaHIIEBATH B
TeaTpe Bce 4eThlpe ce3oHa rojga - Becuoit, Jlerom, Ocenpto u 3umoi. Torma oHu
CIIyCKQJIMCh C HX XoiMma B ropoa Pum, rae npuHMManu ydacThe B LEPEMOHHAX, U
TaHIIEBAIM Mepe] JI0JIbMU, Il OYUCTKUA TEX, KTO UX BUJEI. DTH IOHOLIM TaHUEBAIHU C
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TAKMM CYACTJIMBBIM MbLJIOM M TAKOM YMCTOTOM, UTO MX TaHEL U3MEHSJI M MOJAHUMAN HUX
ayIUTOPUIO0, JCHUCTBYS MOJOOHO JIEKAPCTBY Ha OOJIbHBIE AyIIM. OTO HWMEHHO TaKas
AKCIPECCHs, 0 KOTOPOH 51 MeyTana.

HyxHO Bcerga yuduTheiBaTh, YTO €CTh JBA KJIACCA TAHLIEB: CBALLECHHBIA U ByJbrapHbii. [1ox
BYJIbFapHBIM 1 HE UMEIO B BUJly TPEXOBHBIN, HO IPOCTO TAKOM TaHEL, KOTOPBII BhIpAkKaET
(u3UYeCKoe CYIIECTBO M PaJlOCTb UYYBCTB, TOTJlda KakK CBSIIECHHBIA TaHEI] BbIpa)xaeT
cTpemiieHusl Ayxa nmpeoOpa3oBaTh ceOsi B chepy Oosiee BBICOKYIO, 4eM 3eMHasi. B Hamum
JTHU U3BECTHO OYEHb MAJI0 Maruu, KOTOpas OOHapy>KMUBaeTCs B IBUKEHUU, U B TIOTCHIIUU
HEKOTOPBIX >kecToB. KonmdecTBO (U3MUECKUX NBUKEHUN, UYTO OOJBIIMHCTBO JIIOJEH
NENAT IO >KU3HW, KpaliHe orpanuyeHo. llocne, mogaBMB W NHCUUILUIMHUPOBAB CBOU
JBIDKEHUS] B CaMOM paHHEM JETCTBE, OHU TPAAUIIMOHHO NPUOEraroT K HEKOTOPOMY
Ha0Opy MPHUBBIUEK, PEAKO HU3MEHSAEMBIX. Takke M UX YMCTBEHHBIC JCHCTBUS OTBEYAIOT
omnpeNieieHHbIM HabopaMm (OpMyIl, PETryJIspHO MOBTOPSIOMIMUXCS. DTHUM IOBTOPEHHEM
(U3UYECKUX U YMCTBEHHBIX JBW)KEHUM OHU OTPAHMYMBAIOT CBOE CaMOBBIpa)KEHHUE, MOKa
HE CTaHYT KaK aKTepbl, KOTOPHIE KAKAYIO HOYb UTPAIOT OJHY U Ty k€ poiib. C MOMOIIbIO
ATUX HECKOJIbKMX CTEPEOTUIHBIX KECTOB MPOXOAAT ILEIble HUX >KU3HU, HU pa3y He
MOJI03p€eBasi 0 MUPE TaHIIA, KOTOPBI OHU YITYCKAIOT.

Humme ckazan, "l1o3BosibTe Ha3BaTh MOTEPSHHBIM TOT JIEHb, B KOTOPBIM S HE TaHIIEBaI,
Ha KOTOpoH 51 He TaHIeBan". Bech 3apaTtycTpa mepenoysiHeH ¢pazamMu O YEIOBEKE B €ro
TAHIYIOILEW CYyTH.

A Bcerma coxanena o TOM, 4TO ObUIa BBIHYXKJACHA TaHIEBaTh B TeaTpe, T/ JIIOJIH
3aIIaTUIIM 3a CBOM MECTa; B T€ATPe € €ro Jypaukod KopoO4yaTol CLIEHOHM, IPUBHECEHHON
u3 quel utanbsiackoro I'muapons (Ilerpymiku); u rae cratyc 3puTeneit 3akiiio4aeTcst B TOM,
YTO JIIOJU CUJAT Ha MECT€ U CMOTPSAT, HO HHKAaK He y4acTBYIOT. KoHEYHO, B MOMEHTHI
0OJBIIOrO0 DJHTY3Ma3Ma, KOIrJa ayauTopus TMpOsBIsSET cebds U  amioaAupyeT, OHHU
OoOHapy’>XKMBAIOT CTEMEHb TaHIEBaJIbHOrO coy4yacTusi. Ho s meurana o Oosee MOIHOM
TaHIIEBAJIbHOM BBIPAKEHHH CO CTOPOHBI ayAUTOpUH, B TeaTpe B ¢opMe amdurTearpa, rie
He ObUTO ObI HUKAKHUX MPUYHUH, IT0YeMYy ObI B ONPEACIICHHOE BpeMs, OOIIECTBEHHOCTh HE
J0JKHA OblIa BO3HHUKATh U, MO MOEH Mpoch0Oe, ydacTBOBATh B JICUCTBUHM PA3THMYHBIMU
KecTaMu TaHia. YUTo-To W3 3TOTO, JOHKHO OBITh, CYIIECTBOBAJIO B JPEBHHUX KYJIbTax
Anomnona u [{uonuca. YTo-To U3 3TOro, 10 CUX MOp, BCE €€ CYIIECTBYET B PUTyalax
KAaTOJIMYECKOM, a TAKXKE U TPEUECKOM LIEPKBH, I€ IMPUXOKAHE, B OTBET HA IPHU3BIBBI
CBAIIEHHUKA, CBOOOJIHO TOJHUMAIOTCS, CTAHOBSTCS Ha KOJIEHW W KiaHstoTcs. S Bcerma
HaJless1ach, YTO MPUIET JEHb, KOT/Ia Y HAC TIOSBUTCS TaKOW Xpam, rie myOJuka BMECTE CO
MHOM, B pa3ian4HbIX (OpMax y4acTBYsS B MOEM TaHIIE, JOCTUTHET HAMHOTO 0oJiee MOJHOTO
YIOBIIETBOPEHHUS, YEM OHU KOT/1a-TMO0 MUCIBITAIOT, TPOCTO CHUJISA B KAYECTBE 3PUTEIICH.
CkpsiOMH, PpYCCKMH KOMIIO3UTOpP, UbsS MPEKIECBPEMEHHAs CMEpPTh oOlevyaauia
MY3bIKaJIbHBI MUD, ObUT OTHUM W3 BEIWYAWIIUX MOATOB U reHueB mupa. OH HE TOJIHKO
OBLJT BETUKUM KOMITO3UTOPOM, HO M UMEN BUJEHUE TOJTHOTO MY3bIKaJIbHOTO BBIPAKCHHUS B
dbopme, 1iBeTe u aBWKeHMU. Korma s uMena pamocTh BCTpeud ¢ HUM B Mockse B 1912
rojy, ¥ pacCKa3blBajia €My CBOM MJEH JUIS LIKOJIBI M XpaMa, OH CKa3aJl MHE, YTO UAEAJIOM
€ro >KU3HU ObUIO CO3/IaHMe TaKoro xpama B MHAWM, T/ie B OJHO U TO K€ BPEMS C MOJHBIMU
OPKECTPOBBIMHU FaPMOHUSIMH, 3pUTENIN KyNajauch Obl B IBeTax. Ero uaeun ObUIM HACTOIBKO
B COOTBETCTBUH C MOUMU BUAEHUSIMH, YTO Mbl YBEPEHHO 33 lyMaJIM BMECTE OTHPABUTHCS B
NHpnro, 1 yd4acTBOBaTh B CO3JaHWMU 3TOrO XpaMa. YBbI, BOMHA W €ro paHHSA CMEPTh
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npepBaiu 310. S He 3Haro, nucan au CkpsiOMH Koraa-nmudo 4yTo-1ud0 ONpEeAesIEeHHOE O €ro
IJIaHaX OTHOCHUTENIbHO OObEIMHEHHUS 1IBETa, CBETA U JIBMXKEHUS B anioeo3e KpacoThl, HO 5
yOexxJeHa, 4TO B OAMH MPEKPACHBIA JEHb €ro INeHUH HaWAEeT CBOE BBIPAKEHHUE Yepe3
HEKOro MeJinyma.

B nerctBe Mbl OCTPO YUyBCTBYEM PEIUTHO3HOE UYBCTBO JABMKEHHS, OO TOrJa yM eIlé He
3aTyMaHEH JAOTMaMHU WM BEpOYyUYEHUsMHU. JIeTH MOTHOCThIO MPENaroTcs Mpa3qHOBAHUIO U
MOKJIOHEHUI0 HeBenoMoMy bory, - "HesaBucumo ot Toro, moryt au Ooru ObiTh". Ha
caMOM JieJie, 4Yepe3 JBMKEHHS CBOEro Tesa, peOCHOK MOXKET MOHSITh MHOIHME BElllH,
KOTOpPBIC I HEr0 ObLIO Obl HEBO3MOKHO IMOCTUTHYTH MPHU MOMOIIU HAMMCAHHOTO WJIU
MPOU3HOCUMOr0 cjoBa. MHorue r1yOOKHEe TalHbl BHEIIHMX W BHYTPEHHUX CMBICIIOB
[Ipupoasl U NPUPOIHBIX CHJI MOTYT OBITH JaHbl peOEHKY mocpeAcTBOM TaHua. OnuH U3
MepBbIX, KTO 3T0 noHs, Obul JKau-XKak Pycco, koTopelii B cBoel KHuUre "DOMUiIb WIU
oOpa3oBaHue pedeHka'", 3amen gaxe Tak JajeKo, YTO YTBEpKaj, OyATo peOeHKY Helb3s
MpenojaBarh YTeHUe Wi nucbmo 10 12 net. [Jo 3Toro BpemeHu, Bce €ro 3HaHUsl AOJKHBI
OBITh TMOJYYEHBI Y€pe3 MY3bIKYy M TaHIbl. JIIOOOMBITHO, YTO, XOTSI 3TO OJUH M3 CaAMBIX
0OJBIIMX TUCKYPCOB Ha oOpa3oBaHue peOeHka, KOTOphli Obul 3amucan Oosee 100 ner
Ha3aJl, caMble COBPEMEHHbIE IIKOJbI BCE €II€ HE OCO3HANU €ro, U BCE ellé MydaroT Tela
JeTel, TIIETHO CTPEMSCh OOpAaTUTHCA K MX HE3PEIOMY MHTEIUIEKTY MOCPEICTBOM CJIOB,
KOTOpbIE 3HAYAT JJIs IeTeH OUeHb MaJo.

MHe He pa3 ciiy4alloch MOATBEPAUTH 3TO IPUMEPOM, MPHU Pa3bsICHEHUU PEOEHKY CMbICIIA
nosMbl. Ecniu npocTyro mosmy, KOTopyto, s moJiarato, JJro0oi peOeHOK JoiKeH 0e3 Tpyna
NOHSITh, OH BBIYYUT HAaW3yCTh, a MOCIE S 3aJlaM €My BOIPOC O CMBICJIOBOM 3HAYECHUU
pa3nu4HbIX CcTpod, TO OTBETOM OyAeT OecrnopsiioK CIOB, M3 KOTOPOTO TOCIEayeT
HECIIOCOOHOCTh K MOHUMAHUIO peajbHOro 3HaueHus. Torna, s B3sjga Obl Ty K€ CaMylo
nosMy, W Hayuwia Obl peOeHKa TaHIEBaTh €€ B KECTE W B DMOLMOHAIBLHOM TIEPEBOJIC
IBUKEHUS, M C YIOBOJBLCTBHEM HaOmonana Obl, Kak JUIO0 peOeHKa OCBEIaeTCs
NOHMMaHHEM, U Obljla Obl YBEpeHa, YTO OH, HA CAMOM JieJie, y3HaJI Yepe3 JABUKEHHE ITO
CTUXOTBOPEHHE, KOTOPOE, 10 ITOTO MOMEHTA, ObLI COBEPIICHHO HE B COCTOSHUU TMOHSTH
CO CJIOB.

JIromn UMEIOT TMOJHOCTHIO JIOKHYH) KOHLEMIMI0 BaXHOCTU CJIOB [0 CPaBHEHUIO C
JIPYTUMH CIIOCOOAMU BBIPAXKEHUS, CTOJb K€ MOIIHBIMU, KaK M cioBa. Bes ayauropus, Tak
HA3bIBAEMBbIX, MMOYTCHHBIX JIFOACH, KOTOpbIE MOKUHYIHU OBl TE€aTp, €CIU Obl TOIBKO KTO-
60 HayaJd yHUXKaTh KOrO-THOO HIIM MCTOJIb30Bal Obl HENIPUJIMYHBIE CJI0BA, OJHAKO, OHU
OyIyT CUIETh BECh CIIEKTAKIIb, B KOTOPOM KTO-TO JIeJIa€T HENIPUJIMYHbIE ABUKEHUS, TAKHE,
YTO, €CJIM X TIEPEBECTH B CJIOBA, 3aCTABWIM OBl ayIUTOPHIO OPOCHUTHCS MPOUYb U3 TeaTpa.
[lo-BuaMoMy, CKpoOMHasi MoJojas JAeBylIKa He Oyner aymath 00 oOpamieHuu K
MOJIOZIOMY YEJIOBEKY B CTPOYKAX WIJIM PAa3rOBOPHBIX (hpazax, KOTOpbIe ObUTH HEMPUINYHBI,
U BCE K€, Ta e caMasl JeBYIIKa, BCTAaHET M HAYHET TaHIEBATh 3TH (pa3bl C HUM, B TAKUX
taHnax kak Yapicton u bmk-borrom (O6ykB. "Uepnoe Jlno" wnm "Uepnas Jlwipa",
aMEpPUKAaHCKUK  OOIIECTBEHHBIM  TaHel  adpoaMEepUKAHCKOTO  MPOUCXOXKICHUSA,
nonyJysipHbld B Amepuke B 1920-x rogax), B TO BpeMsl, KaKk HETPUTSIHCKUI opkecTp Oyaer
urpats "[loTpsacu-ka 3ty mryuky!"

NMeHHO M3-32 3TUX CJIOB TeaTpalbHbIE I[E€H30pbl OOPYIIMIMCH HA HEKOTOPbIE NMbECH B
Hrlo-Mopke M TIPUTPO3MIM IIOMECTHTh HX AaKTEPOB B TIOPBMY 3a aMOpPaTbHYIO
Mpomnarasjay, B TO BpeMsi Kak MO0 COCEJICTBY, B MIO3MK-XOJIJI€, JBHKEHUSI TaHLIOPOB, €CIIU
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Obl OBLIM BBIPAXKEHBI CIOBAMH, TO UMENIU Obl TaKylO Ipsi3b U OC3HPABCTBEHHOCTb, UTO
noAoOHOe cpa3dy ObUIO OBl 3aKPBITO MOJHIMEH. ITO COBEPIIEHHO CIPaBEIJIUBO,
MOCKOJIBKY JIFOY HE 3HAIOT, UTO BBIPAXKEHUE JABUKECHUS U MY3bIKAJIbHBIX 3BYKOB BITOJIHE
TaK e SICHO BCEM, KTO IMOHUMAET €ro, Kak u cjoBa. JIroboMy, KTO Tak k€ UyBCTBUTEIICH K
JBIDKEHUSIM, Kak sI, ACBATh JECATHIX YaCTEeW JBUKEHUU, KOTOpBIE CeJIaHbl B OOBIYHOMU
TOCTUHOM, ObUIM Obl MIOKUPYIOIIUMHU, HE HU3-32 HMX HEMPUCTOMHOCTH, HO H3-3a HX
HenpuianyHoro Oecroaust. [loaToMy, s OCykAal0 COBPEMEHHbBIE TaHIbI HE CTOJBKO 3a
HETPUCTOMHOE TIOBEJACHUE WX BBIPAXKEHHUS, KakK, MNOTOMY 4YTO OHH, IO CYIIECTBY,
CTEepWIbHBI M Oecrojie3Hbl. Mojoabie JIOJM, KOTOpbI€ MNPAKTUKYIOT UX B TEUCHUE
JUTUTEILHOTO BPEMEHU, KaK TMPaBUJIO, CTAHOBATCS CTOJIb K€ OCCIIOJIE3HBIMH U
JIETKOMBICIIEHHBIMH, KaK JBH)KCHHUS, KOTOPbIE OHM MPAKTUKOBAIM, TaK K€, KAKUMH CTaju
OBl UX YMBI, €CJIM Obl OHU MTOCTOSTHHO MUTAJIUCH HA TUETE U3 TICHCOBBIX POMAHOB U TUIOXUX
cTUXOB. SI rOBOpIO, YTO JUIsl HAIlMM MMEET MEPBOCTENECHHOE 3Ha4YeHHWEe o0y4daTh CBOUX
JE€TEd TOHMMAHHUIO W MCIIOJHEHHUIO JBUKEHUW BEIIMKOM TIE€POUYECKOM M JIYXOBHOM
KpPacoThl; BaXXHO MOCTaBUTh MHOXKECTBO 3alPETOB Ha MPOJaXy CEKCa, YTO caMo Io cede
XOpOIIIO, M TOCTaBUTh T€ K€ 3ampeThl Ha (PUBOILHBIE KapUKATYphl U CEKCYaJbHbIC
CHUMBOJIbI, KOTOPbIE€ HaXOATCS B TAKUX TaHIax Kak (okcTpoT U bimk-borTom.

Ecnu Ob1, 20 mer Ha3ax, Korja s B caMOM Hadajle yMoJisula AMEPHUKY NMPHUHSATH MOIO
IITKOJTy ¥ MOM TEOPHHU TaHIIa BO BCEX T'OCYJapCTBEHHBIX IIIKOJIAX, €CJI Obl OHM OBl TOT/Ia
PUHSIIM MOM 3aIpoc, TO ATOT MPUCKOPOHBIA COBPEMEHHBINA TaHEI, KOTOPBI UMEET CBOU
KOpHU B 00psnax adpuKaHCKUX MPUMHTUBOB, HUKOTJA, BO3MOXKHO, HE MOT OBl CTaTh
JTOMUHHUPYIOUTUM. Y IUBUTEIIBHO, YTO MAaTE€pU, KOTOPHIE OBLIN OBl CHIIBHO HMIOKUPOBAHBI,
eciau Obl UX JOYEPU JOJDKHBI OBLIM y4acTBOBAaTh B peajbHOM Opruu (KOTopas, B KOHIIC
KOHIIOB, MOKET OBITh HE TaK BPEJHA I HUX, - TaK KaK HACTOSIAs OPTHS MOXET, KaK
peabHBIN ITOPM, OYUCTUTHh aTMocdepy s 0ojiee YUCTBhIX BEIICH) - ATH MaTepu OyayT
HaOMI0aTh ¢ OJaroCTHOM CaMOYCIOKOSHHOCThIO Ha CBOUX Joueped, KOTophble, Ha
TaHIIIOJIE, HA UX e IJ1a3ax, IPeAaroTcsl HEIPUCTONHBIM CyJI0pOTaM.

Korna mue 6pu10 15 €T, U g MOHSJIA, YTO HET HUKAKOTO YYUTENs B MHUPE, KOTOPBIM MOT
OBl 1aTh MHE JIFOOYIO ITOMOIIb B MOEM JKEJIAaHUU OBITh TAHIIOBIIMIICH, IOTOMY YTO, B TO
BpeMsI, CIMHCTBEHHAS IKOJIa, KOTOpas CyIIecTBOBala, Oblja OAJIETHOM, U 51 TTIOBEPHYIACh
K HCCJICIOBAaHUIO MPUPO/JIbI, MOCKOJIBKY 3aMeTHJIa, YTO BCE APYTrU€ XYAOKHUKH, KPOME
TaHIIOPOB, JIeNalT 3T0. EcTh 4To-HHOYab OoJiee 4y/leCHOe WM MPEKpacHOe B MPHUPOJE,
YeM HCCIIeIOBaHUE TOHKHX JIIOOOBHBIX JBWKEHHMH pacTeHui? Moé& BooOpaxkeHHe OBLIO
MEpBUYHO: 3aXBau€HHas 3amevaresibHbIM cTuxoTBopeHueM Ilennu "UyBCTBUTEIBHOE
pacteHue", sl CBOMX TAHIEB, sl M3y4asa JABWKCHUS PACKPBITUS 1IBETOB, U MOJET MYEN, U
OYapoOBaTEIIbHYIO Tpaluio Toiaydbed wu japyrux nrtui. Bce oHM, Ka3anoch, ObUIH
BBIPQXCHUSMH TPUPOJBI M JTIOOOBHOTO TaHIA, KOTOPBIM MPOXOIUT Yepe3 BCIO JKU3HB. S
MpoYMTaja O TaHIIE CJIOHOB B JIYHHOM CBE€TE M O KOJOCCAJbHOM MOABEME MX XOOOTOB.
BHe3anHblld MOBOPOT T'OJIOBBI JIbBOB U TUTPOB CTall aCCOLMHUPOBATHCS B MOEU TOJIOBE C
orOpacbiBaHWEM TOJIOBBl BakxaHku. OTH JTI000BHBIC JIBHKCHUS SIBISIOTCS CaMbIMHU
omaropoaubiMu B [lpupose, Tak e, Kak "BUXJISTHUE 3310M" B TAKOM TaHIIE, Kak YapicToH,
SIBJISICTCSL CAaMbIM TTO30pPHBIM. B mpakTuke TaHIa, B €r0 OTHOIICHUHU K JIIOOBH, MbI JOJIKHBI
MIPaKTHKOBATh T€ JIBMXKCHHS, KOTOPHIE 00JaropaKMBaroT, a HE T€, KOTOPhIE OCKBEPHSIOT
0O0KEeCTBEHHBIN 00pa3 OOHaXXEHHOTO 4dYeloBeka. Yacrto, Korja JIOJW CTaBHIM  ITO]
COMHEHHE MOW HpPaBhI, S OTBEYaa, YTO CUUTAIO CeOs YPE3BBIYAHO MOPAIBHOU, MIOTOMY
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YTO BO BCEX MOMX JIOOOBHBIX B3aMMOOTHOILIEHHUAX, s Jeiajla TOJIbKO T€ JIBHXKECHMS,
KOTOPBIE KaXyTCsl MHE KPACUBBIMH.

B npeBHerpeueckux mugax Bcerga ObLIO MpeBpallleHHe Oora B HEKOTOPBIM 3JIEMEHT,
yepe3 KOTOPBIM BhIpaXaJIUCh €ro JI0OOBHBIE Jacku. 3eBc siBuiics Cemene Kak MOJHUS; K
Jlanae B BuJe 30510TOr0 TymaHa, k EBporie B Buzae Obika; k Jlene B Buze Oesoro yedens.
3710, B AEUCTBUTEIBHOCTH, TOJBKO JHIIb CUMBOJ KpacuBOM (hOpMBI M JBMXKEHHS BCEU
JM00BU. DTO HACTOSIMHN TaHEell JIOOBU - TOT 3JEMEHT, KOTOPBIA Oep€T Ha ce0s Bce 4acTu
IPUPOABl U CTAHOBUTCS, B CBOIO OYEpeb, O0IAKOM, TYMAHOM, OTHEM, OBIKOM WIJIH OEJIbIM
nebenem. Bce m000BHUKH, KOTOpPbIE TOPKECTBYIOT B peajibHOM KpacoTe JH00BH, 3HAIOT
3T Qopmbl. W To sBisieTCsl U3A€BAaTENBCTBOM, YTO OHO JOJDKHO ObUIO NPUMTH B Hally
AMOXY, 3TO OJTHO M3 CaMbIX KPAaCUBBIX BhIpaXK€HUM Bakxuueckoil U 4yBCTBEHHOU JIIOOBH,
KOTOpoe Korjga-nudo Obulo HamucaHo (s umero B BuAy Bakxananuum u3 Tanreiizepa
Barnepa), oHO JOMKHO OBITh M300paK€HO TpeMs OajlepuHaMU B JKECTKUX HOOKax,
CTOSIIMX Ha KOHYMKAX MaJiblIeB HOT B pO30BbIX OaneTHbIX Tyusix! S Buaen sto, korjaa s
npudbuia B baiipoiit B 1905 rony.

Jtomu cnpammMBalOT MEHs, - CUMTAeTe JIM Bbl HYXXHBIM JejaTh JIOOOBHBIE JIAaCKU
HCKYCCTBOM, U sI Obl OTBETUJIA, YTO HE TOJBKO JIFOOOBb, HO KaXK/1asi YaCTh JKM3HU JIOJKHA
OBITH OCYIIECTBJIEHA KaK UCKYCCTBO. [I0CKOIBbKY MBI 0OJIbIlIE HE HAXOJUMCS B COCTOSIHUU
NepBOOBITHOTO JUKapsi, HO BCE BbIpa)KEHHUE HAIIeH KU3HU JTOJDKHO OBITH CO3JaHO 4Yepes
KyJbTYpY U MpeoOpa30BaHUe UHTYULIMU U MHCTUHKTA B HCKYCCTBO.

1927.

« TPEITVS »

IMAP®EHOH
—Isadora Duncan, The Art, pp. 64-65. The Parthenon.

JIFOBOU, kT0, mpubbIBast y MOXHOXMS AKPOIIOIS, MPEKIOHSICS MOJTUTBEHHBIME HOTaMH
Kk [lapdeHony, U Ha pPACCTOSHUU BBITSHYTOM PYKH CTOSJ TEpel ATUM MaMSTHUKOM
€IUHCTBEHHO OECCMEpPTHON KpacoThl, KTO YyBCTBOBAJI IMOIBEM CBOCH IyIIM K 3TOMU
BEJIMKOJICTHON (popMe, KTO MTOHUMAJI, YTO OH 0OpeJl TO CEKPETHOE MECTO B CAMOM IIEHTPE
MUpa, OTKYJla U3JIy4aroTcsi B OecKpaitHie mpocTophl Bee 3HaHus U Bcsi KpacoTa - 1 4To OH
mpuOBLT B cCaMO€ AJIPO U KOPEHb 3TOM KPacOThI - KTO, TOJHSB CBOM IJ1a3a K pUTMUYECKON
MOCJIeI0BATEILHOCTH J[OprYecKnX KOJIOHH, TO4YyBCTBOBaji, 4To "dopma" B €& camom
MPEKPacHOM U caMOM OJIarOpoJIHOM CMBICJIE BOIUIOMIAET TYX CaMOTO BBICOKOTO YKEJIaHMS
(GbopMBI, TOT MOWMET PaJH Yero 5 CTaparoCh B CBOEM MEPBOM TAHIIE CETOIHS BEUEPOM. ITO
OyZeT Mos TOMBITKA BBIPA3UTh YYBCTBO YEIOBEYECKOTO Telda MO OTHOIICHUIO K
Jloprueckoi KOJIOHHE.



B TeueHue mocnegHUX YETHIPEX MECSIEB, KAXABIM AEHb, 1 CTOsIa MEpell 3TUM YyJIOM
COBEPILICHCTBA TBOPEHHMS YEIIOBEUECKUX PYK. S BUAEna BOKPYr HEro nokatbie XOJMbI, B
pa3HbpIX (QopMax, HO M B TIPAMOM MPOTUBOPEUYHH, HA TIPSIMOM KOHTpPACTE€ C HUMH,
Bo3BhImatomuiics Ilapdenon, Bepaxkaromuii cBoro ¢yHIaMEHTAIbHYIO wHacto. He B
MMUTAIMU BHEITHUX (DOPM MPHUPOIbI, @ B TOHUMAHUHU BEJIMKUX TAWHBIX MPABUI MPUPOIBI,
BBIPOCIIU TaM 3TH JloprdyecKre KOJOHHBI.

[TepBble nHU, KOTJA 5 CTOsJIA TaM, MOE€ TeJIo ObLIO, Kak OyATO HUYTO W AyIla MOs ObLia
paccesiHa; HO TIOCTETEHHO, MPHU3BIB OOJBIIOT0 BHYTPEHHETrO Tojoca Xpama, BO3BPaTHII
4aCTh MOEH JIMYHOCTH JIJISI TOTO, YTOOBI MOKJIOHITHCSA €MY: CHauaja npuoblia Mos JyIia u
CMOTpEJIa Ha JOPUYECKHUE KOJIOHHBI, a 3aT€M MPHUOBLIO MOE TEJI0 U TOXKE CMOTPENO - HO B
000uX OBUIM TUIIWHA W TOKOW, M 5 HE CMeJa JBUraThbCs, MMOTOMY YTO S MOHSUJIA, YTO U3
BCEX JBIDKCHHI, KOTOpHIE JICJIAJI0 MOE TEJO0, HU OJHO HE ObLIO JOCTOWHO TOTO, YTOOBI
OBITH CJICIAHHBIM TIEpe]] TOPUIECKUM XpaMoM. M, TOCKOIBKY 5 cTOsIa TaKUM 00pazom, s
MOHSJIA, YTO JIOJDKHA HAWTH TaHEI, YCUJIHUE KOTOPOTO COCTOSIO ObI B TOM, YTOOBI OBITh
JTOCTOMHBIM XpaMa - UM HUKOT/Ia HE TaHIIEBaTh CHOBA.

Hu Catup, am Humda ve Bxogwmm 3nech, Hu Tenu, Hu Bakxanku. Be€, daro s TanieBana,
3ampeTHil 3TOT XpaM - HU JI0OBU, HU HEHABUCTH, HU CTpaxa, HA PaOCTH, HHU TeYaH -
TOJIBKO PUTMHUYHAS UHTOHALIMS, 3T JOPUYECKUE KOJIOHHBI - U TOJIBKO B ITOJTHOM TapPMOHUH
ATOT BEJIMKOJEMHBIA XpaM, CIIOKONCTBHE YEpe3 BCE BEKA.

B TeueHue MHOTMX JHEW HHMKAaKOE JBWKCHHE HE MPUXOJIUIIO KO MHE. A MOTOM, B OJUH
MpeKpacHbIi J€Hb, KO MHE MPUILIA MBICIL: OTH KOJOHHBI, KOTOPHIE XOTh U KaXKYyTCS
HACTOJBKO MPSIMBIMH, HO BCE €HIE€ IMOJHOCTHIO MPSIMBIMUA HE SIBISIOTCS, KXKAAsd MSTKO
M3ru0daeTcs OT OCHOBAHHUSA J0 BBICOTHI, Kak1asl HaXOAUTCS B INIABHOM JIBMIKCHUH, HH OJHA
HHUKOTJIa HE OTIIBIXACT, U JIBIXKECHUE KAXKIOW HAXOAUTCA B FAPMOHUM C OCTAIbHBIMU. U,
KOTJia 1 JyMaJia 3TO, MOM PYKH MEJJICHHO MOJHUMAIUCh K Xpamy, U s OJaJIach BIIEpE, -
a MOTOM S MOHsJIa, YTO HAIIlJIa CBOM TaHell, ¥ 5TO Obli1a MOIUTBA.

1903 umu 1904.
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TAHIOOBIIUK U TIPUPOJIA
—Isadora Duncan, The Art, pp. 66-70. The Dancer and Nature.

HU B OJIHOM crpaHe nyma He jaenaeTcsi CTONb K€ UyBCTBUTENbHOH K Kpacore m
Mynpoctu kak B I'peuuu. IlpucranbHo B3upas Ha HEOO, KaXAblii MOHUMAET, MOYEMY
Adwuna, boruns Mynpoctu, Obia HazBana "I'ony0orina3oi”, U mouemMy y4eHHe U KpacoTa
Bcerja BXOAAT B e€ o0s3aHHOCTU. W Kax bl yyBCTBYeT Takxke, nmoyemy ['peuus Obuia
3emiield BenMKuX ¢uiaocodoB, Jo0UTENed MyAPOCTH, U MOYEMY CAMbId BEIMKUN U3 HUX
Ha3BaJl CaMy}O BBICIIYIO KPACOTY CaMOM BBICHIEN MYAPOCTHIO.

Bepno 5m, uto npuzHanue KpacoTsl kak camoil BbICOKOM M 1er MOJTHOCThIO IPUHAJIEKUT
ob0nactu Murennexra Yenoseka?... Mnu Bl AyMaere, UTO >KEHIIMHA TAaKXe MOrJia Obl
JOCTUTHYTh 3HAHHUS CaMOW BBICOKOWM KpacoThl? PaccMmaTpuBas KEHILIMH B Hallleld CTpaHe,
KaK OHM €CTb CETOJHS, HE KaXXETCS JIM, YTO OYEHb HEMHOTME W3 HUX MMEKOT MCTUHHOE
YyBCTBO U JIOOOBB K KpacoTe kak k Mnee? He kaxercs yu, 4TO OHU NMPUBEPKEHBI TOMY,
YTO SIBJIAETCS TOJBKO JIMIIb ITYCTAKOBOCTBIO M CMa3JIMBOCTBIO, HO OCTAOTCS CIENBIMU K
HWCTUHHOM KpacoTe?

[Tpu cnoBax "HCTHUHHAs KpacoThl" MEpeJ MOMMU ria3aMH MPOXOAUT mpoueccus ¢uryp, -
KEHCKUE (PUTYpBI, 33ApaMpPOBAHHbIE CIETKa B OJAaropoaHbIX ApanupoBkax. OHU UAYT MO
IBOE, U TAPMOHMS UX TEJl, PACKAUMBAIOIINXCS C UX IIaraMH, HOXOAUT Ha MY3bIKY.

MosxHO Ob1JI0 OBl TAK)KE 3aCTABUTH HAC MOBEPUTH, YTO JKEHILIUHBI HE CIIOCOOHBI MO3HATh
KpacoTy Kak e, HO s IyMaro, YTO 3TO TOJBKO TaK KayKe€TCs, HE MOTOMY, YTO OHU HE
CIIOCOOHBI K BOCIIPHUSITHIO, HO TOJBKO MOTOMY, YTO OHHM B HACTOSIIEE BPEMs 3aKpPbHIBAIOT
Ijla3a Ha IVIABHOE CPEACTBO, Haxozsdlleecs B MX BJIACTH, A NOHMMaHus McTtuHHOU
Kpacotsl. YUepes kpacoTy ri1a3 HanboJsee JIErko HaXO0AUTh MyTh K AYIIE, HO €CTh €IIe OJIUH
CHoco0 /IS JKEHIIMH - BO3MOXKHO, Oojiee MpOCTOM CIOcO0 - U UMEHHO 4epe3 MO3HaHHUE
CBOETrO TeJIa.

YenoBeueckoe TENO Yepe3 BCE BEKa camo 10 cede SBISETCS] CUMBOJIOM BbICIIEH KPacOTHI.
41 BUKy, KaK MOJIOJOU MACTyX CUAUT B OKPYKEHUU CBOErO CTajaa, W IEepell HUM, B JIydax
BOCXOJISLIIETO COJiHIA, cTOUT boruns Kumpa, u oHa ynbibaercs, Korja oHa KacaeTcsl €ro
PYKH, OXHJas Harpajpl, KOTOpas OHa 3HaeT, OyJeT NpuHaMIekKaTb €. DTO H3SIIHO
YPAaBHOBEILIEHHAs: TIO0JIOBA, OJTHU IIOJOTME IUI€YM, 3TH TBEPAbIE U KpYIJIbIe TPYyIH,
POCKOIIIHAsSI TAJIUSI CO CBOUMHU CBOOOIHBIMU JIMHUSMH, U3THOAIOLIMMHUCS K OepaM, BIUIOTh
110 KOJIEHEN U HOT - BCE OJTHO IIPEKPACHOE LIEJIOE.

XyNOXXHUK, 0€3 3TOro NepBOro OCO3HaHUS MPONOPLUHU U JIMHUU YEJIOBEYECKOW (OPMBI,
HE MOr OBl OCO3HaBaTh KpacoTy, OKpyxkaromyro ero. Kornma ero maean denoBedecKon
(bopMBI - 6:1arOpOIHBIM, TOT1a €ro KOHIeNnus Bcei JTuHuM 1 Gpopmsl B [lpupose sBisercs
camoil O6maroponHoi: 3HaHUE (HOopM Heba M 3eMJIH - U M3 3TOTO MPOUCXOAUT KOHIECIIINS
JUHUUA U (POPMBI apXUTEKTYPbI, ’KUBOIHUCH U CKYJIBNTYpbl. Bc€ HckyccTBO - pa3Be OHO He
OPUXOIUT M3HAYAJIBbHO M3 IEPBOrO YEJIOBEYECKOrO CO3HAHUS OJaropoicTBa JMHUN
YeJIOBEYECKOIo Tema?

Kak sxeHIMHA JOJDKHA JIOCTUTHYTH 3HAHUS 3TOM KpacoThl? OHa J0JDKHA HAaMTH 3TO
3HaHWE B CIIOPTUBHOM 3aJIe, MCCIEAys CBOM MBIIIBI B My3€€ OTHOCUTEIBHO
CKYJBITYPHBIX (OPM, WIH C TIOMOIIBIO MMOCTOSHHOTO CO3EPLIaHUs KPACHUBBIX 0OBEKTOB, U
oTpakeHue uX B ymMe? 10 BC€ crmocoObl, HO TJIAaBHOE B TOM, YTO OHA JIOJKHA JKUThH BCEH
3TOW KpacoTOM, U €€ TEJIO JOJKHO OBITh )KMBBIM ITOKA3aTEIEM 3TOTO.



25

He MbICapIO MM pacCMOTPEHHEM KPAcOThI TOJBKO JIMIIb, 4 IPOKUBAHUEM €€, JKEHIIMHA
Oynet yuutbes. M mockoiapKy opMa v ABMKEHUE HEOTACIHUMBI, 1 MOrja Obl CKa3aTh, YTO
OHAa HAy4UTCS OTHUM JBHKECHHUSAM, KOTOpPbIE HAXOAATCA B COOTBETCTBUHM C KpPACUBOU
dhopmoii.

N kax KaXablid TOJKEH Ha3BaTh TO JABUIKEHHME, KOTOPOE HAXOAMTCS B COOTBETCTBUHU C
caMoil KpacuBod uenoBeueckod ¢Gopmoi? EcTh Takoe Ha3BaHWE, Ha3BAaHUE OJHOTO U3
CaMBbIX CTapbIX U3 BCEX UCKYCCTB - OCBAILIECHHBIM BEKaMH KaK OJHA U3 3THX JAEBATH My3 -
HO ATO Ha3BaHWE, KOTOPOE INOMNAJ0 B TAaKyl AYPHYIO CIIaBy B Hallle BPEMS, YTO CTaJO
03HA4aTh NPSIMO MPOTUBOMOJIOKHOE OT 3TOro omnpeneneHus. S HazBana Obl ero TaHuem.
XKenuiuna 101KHA Y3HATh KPacoTy (pOpMbI U JBUKEHUS Yepe3 TaHell.

Sl Bepro, 31ech HaXOAWTCSA 3aMeyaTelbHOE HEOTKpPBITOE HACIEACTBO s Oyayuieu
KEHCTBEHHOCTH, - CTapblii TaHEel, KOTOPBIM AOKEH cTaTh HOBbIM. OHa JOKHA OBITH
CKYJIBIITYPOW HE B IVIMHE WJIM MpamMope, a B €€ COOCTBEHHOM Tejle, KOTOpoe OHa Oyner
CTPEMUTBHCSI JOBECTHU JI0 CAMOrO BBICOKOTO COCTOSIHHS IUIACTUYECKOW KpacoThl; OHA
JOJIHA OBITh XYJO’)KHUKOM, HO, KaK 4aCcTh OOJIbIIION KapTHUHBI, OHA JIOJXKHA CMEIIAThCs BO
MHOTMX KOMITO3UIUSX HOBOI'O M3MEHSIOLIErocs cBeTa U 1BeTa. C IBM)KEHUEM CBOETO Teja
OHA JIOJ>KHA HAWTU CEKPET HUICATbHOW MPONOPLMH JIMHUM U KpUBOM. MckyccTBO TaHua
OHA BBIBEJIET HAa IMOBEPXHOCTh KaK OONBIION POJHUK HOBOHM JKHU3HU IJIsi CKYJIBHITYPHI,
KUBOITUCH U apXUTEKTYPBHI.

W npexne, yeM KEHIIMHA CMOYKET JOCTUYb BBICOKMX BEIEW B UCKYCCTBE TaHIIA, IUIACKA
JUIsl HEe€ TOJKHA Ha MPAKTUKE CYIIECTBOBATHh KAK UCKYCCTBO, YTO HA CETOJHSIIIHUIN JIEHb B
Hallel cTpaHe, HECOMHEHHO, HE TaK.

I'me MBI NOJDKHBI MCKaTh TJIABHBIA MCTOYHUK JBMKeHUsA? JKeHIMHAa HE eCTh Belllb
000co0JiIeHHass U OTJeNIbHAs OT BCEH APYroi >KU3HU, OPraHUYECKOW M HEOPraHUYECKOM.
Omna siBileTCS JIMILB 3BEHOM B LIENU, U €€ JBUKEHHUE JOJDKHO OBITh €AMHBIM C OOJIBIIUM
IBUKEHUEM, KOTOPOE IIPOXOJIUT YEPE3 BCIO BCEIEHHYIO; U, CIEAO0BATEIBbHO, HCTOYHUKOM
JUIS HCKyCCTBa TaHla OyAeT uccienoBaHue ABuxkeHui [Ipupossl.

C ycunenuem Opusza HaJa MOPSMH, BOAbI (POPMHUPYIOTCS B JUIMHHBIX BOJIHOOOPA3HBIX
IOBUKEHUSAX. 13 Bcero ABMKEHMS, KOTOPOE JAeT HaM PajoCTh U YIOBIETBOPSIET 4yBCTBO
IBWKEHHUS YL, T€ CaMble BOJHBI MOpPsI KaXyTCd MHE CaMbIMU IPEKPAaCHBIMH. OTO
Oonbllloe JBUKEHHE BOJHBI MpoderaeT uepe3 Bcro [Ipupoay, mMockoibKy, KOraa Mbl
IpoCcMaTpUBaeM BOJbI BJOJb JUIMHHON JMHUM BBICTYIIOB Ha Oepery, B HHX, KaXKercs,
TaKXe ecTh OO0JIbIIIOE BOJIHOOOPa3HOE ABM)KEHUE MOps; U Bce ABMKeHus B [Ipupose, MHe
Ka)KETCsl, UMEIOT B KAYECTBE CBOET0 OCHOBHOTO IJIAHA 3aKOH BOJHOBOT'O JIBM)KECHHUS.

Buepa ™Mbl roBopuwnu o aBwxkeHuu B Ilpupose, o TOM, 4TO JABMIKEHHE BOJIHBI OBLIO
BaXHBIM OCHOBaHMEM. Miesl MOCTOSTHHO MPENOAHOCUT ce0sl KO MHE, U sI BUXKY, YTO BOJHBI
IIPOXOAAT 4Yepe3 Bce BelU. IlocMoTpuTe CKBO3b I€peBbs, - U OHH, KaXKETCHA, TAKKE
JOJKHBI ObITh HEKMM 00pa3oM COOTBETCTBOBATH JMHUAM BOJH. MBI MOTJM ObI AymMaTh O
HUX U C JPYTrOM TOYKH 3PEHUS: UTO BCS DHEPIUsA BBIPAKAETCS YEPE3 ITO ABUKEHUE BOJIHBI.
Nb6o, moyemy HE BCIIOMHUTH O 3BYKOBBIX BOJIHAX W CBETOBBIX Takxke? M korma Mel
OPUXOAUM K JBWKEHUSM OPraHWYeCKOW MPHUPOABI, TO, KaXeTcs, BCE CBOOOIHBIE
€CTECTBEHHBIE JBWIKEHHsSI COOTBETCTBYIOT 3aKOHY JABWIKCHHsI BOJIHBL: IIOJIET MTHL,
HalpuMep, WM MOACKAKMBAaHUE MUBOTHBIX. OTO aJbTEPHATHUBHOE MPUTSIKEHHUE MU
CONPOTHUBIICHUE 3aKOHY TATOTEHHsI, KOTOPBIA BBI3BIBAET 3TO BOJIHOBOE IEPEMELICHUE.
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S BWKy MOTHBBI TaHIa BO BCEX BEINAX, NPEAMETax W SBICHHUIX BOKpYr MeHsA. Bcee
VCTVHHBIC TAHILIEBAIBHBIE IBUKEHUS, BO3SMOXKHBIE JUIS YEIOBEUYECKOTO TEa, CYIIECTBYIOT
npexe Bcero B [lpupone. Uto Takoe "MCTHUHHBIN TaHel" MPOTUB TOTO, YTO MOKHO OBLIO
Obl Ha3BaTh JIOXKHBIM TaHIeM? VICTUHHBIA TaHEl COOTBETCTBYET CaMOMl KpacHuBOU
4esioBeYecKor (hopme; JOXKHBIM TaHell - MPOTHUBOMNOJI0KHOCTh 3TOTO OMNPENEIEHUS - TO
€CTh, TO JIBUJKEHHE, KOTOPOE COOTBETCTBYET J1€(POPMUPOBAHHOMY UEJIOBEYECKOMY TEIY.
CHauana Hapucyiite MHE QopMy >keHUIMHBI, Kak B [Ipupone. A Tenepb Hapucyiite MHe
(GbopMy >KEHIIMHBI B COBPEMEHHOM KOPCET€ U aTJIACHBIX Talo4KaxX, HCIOJIb3YEMBbIX
HallUMH COBPEMEHHBIMU TaHILOpaMH. Temnepb pa3Be Bbl HE BUIUTE, YTO JIBUKEHHUE,
KOTOpPOE COOTBETCTBOBAJIO Obl OIHOM (Urype, ObLIO Obl COBEPIIEHHO HEBO3MOKHBIM IS
apyroi? K nepBoil Ob1710 ObI BOBMOXKHO OTHECTH BCE PUTMHUYECKUE TBUXKEHUS, KOTOPHIE
uayT ckBo3b IIpupony. JABuxkeHus: couwtn Obl 3Ty GOpMY €CTECTBEHHOM cpeaoi asns ceos.
Bo BTOpOii durype 3tu ABMKEHUS ObUTM Obl HEBO3MOXKHBI BCIIEJCTBUE PUTMA, KOTOPBIH
CJIOMaH ¥ OCTaHOBJIEH B KOHEYHOCTSX.

Mpb1 HE MOXKEM B3SITh IBHKEHHS AJ11 BTOpou ¢purypsl u3 [Ipupoasl, HO OTAKHBI HA0OOPOT
UATH COTJIACHO YCTAaHOBJIICHHBIM T€OMETPUUYECKUM (UTypaM Ha OCHOBE MPSMBIX JIHMHUH; U
TO MMEHHO TO, YTO cJiejlaja INKoJa TaHla Hamux AHed. OHM HU300penu JBUKEHHE,
KOTOpPOE MPEBOCXOJHO COOTBETCTBYET UEJIOBEYECKOW (Urype u3 BTOPOro MpuUMepa, HO
KOTOpO€ ObLJI0O OBl HEBO3MOXKHO JJ1s (UTYPBI, KaK OHA ObljIa U300pa’keHa B HaIllei epBon
cxeme. [loaTomy, TOJIBKO T€ NBHXKEHHSI, KOTOpPbIE ObLIM Obl €CTECTBEHHBIMH JISI TIEPBOM
(burypsl, T€ 5 Ha3bIBAIO UICTUHHBIN TAHEIL.

To, 4uTo s Ha3pIBalO Kak "nepopMUPOBAHHBIN", cUUTAETCS, 0 MHEHUIO MHOTHX JIIOJIEH,
ABOJIIOLIMEN B (OpME YEro-To BBICIIETO, a TaHEL, KOTOPBIH OYyAET COOTBETCTBOBATh
€CTECTBEHHOH (popMe JKEHIIUHBI, Oy/1€T UMU CUUTATHCS KaK IPUMUTUBHBINA U HEPA3BUTBHII.
[IpuHrMas BO BHMMaHuE, YTO OHU Ha3BalM Obl TaHEL, KOTOPbII COOTBETCTBYET (opme,
OUYEHb YIYYILIEHHOW, C)XaToll B Kopcerax MU OOyBH, KaK TaHEl, COOTBETCTBYIOLIMI
KyJIbType HacTosuiero AHa. Kak MoKHO ObIII0 OBl OTBETUTH ATUM JHOIAM?

YenoBeueckass KyJbTypa 3aKJIIO4aeTcsl B HMCHOJb30BaHuMM cui Ilpuponbl B KaHanax,
FapMOHUYHBIX TEM CWJIaM, U HUKOIJA HE WIYIIUX HEMOCPEIACTBEHHO NpoTuB IIpuposl u
BCEr0 HCKYyCCTBa, IIyOOKO cBsi3aHHOro ¢ Ilpuponoil B ero KOpHSX; YTO JeJaroT
’KUBOIIKCEL, IO3T, CKYJBITOP U JpaMarypr, HO (PUKCUPYIOT AJIs HAC Yepe3 CBOI paboTy B
COOTBETCTBHHM C UX CIIOCOOHOCTHIO HaOmomatTh 3a [Ipupomoii; - ata [lpupoaa Bcerna Onina
U JIOJKHA OBITh TJIaBHBIM HCTOYHUKOM BCErO MCKYCCTBA; M B 3TOM 3aKJIIOYAETCs MOJIHOE
pasaereHue ABKEHMsI TaHIOpa OT ABUKeHHUs [Ipupossl....

BepositHo 1905.

TEPIICUXOPA
—Isadora Duncan, The Art, pp. 90-91. Terpsichore.

YTo MBI OJKHBI CAENaTh, YTOOBI CHOBAa BO3BpAaTUTh Teprncuxopy Hazan K Ham? Ml
JIOJIKHBI BOCCTAHOBUTH: 1. MACAIBHYIO KPAacOTy YeIOBEeUeCKOW (OpMBI; U 2. ABUKCHHE,
KOTOPOE SIBJISIETCS BEIPAKEHUEM 3TON (OPMBI.



Bce Mou uccienoBanus M u3ydeHHs B 00JacTU TaHIA ObUIM OCHOBAHBI Ha ATUX JABYX
MIPUHIIUIIAX.

Bcerna nuHMM AEHCTBUTENBHO KpacWBOM (OpMBI MpeajaraloT JBIKCHHE, JaXe B
COCTOSIHMM TIOKOsl. M Bcerma JWHHMM, KOTOpBIE JIEUCTBUTEIBLHO KPAacHUBBHI B JIBUKEHHH,
MpPEAINOoJIaraloT TOKOW, Jake B caMoM ObicTpoM moneTe. VMIMEHHO 53TO KadecTBO
€CTECTBEHHOTO MOKOSI B IBUKEHUH, KOTOPOE JAa€T ABUKECHUSIM UX BEUHBIN SJIEMEHT.

Bce nBuxkeHMss Ha 3eMile PEryJHUPYIOTCS 3aKOHOM TATOTCHUS, MYTEM IPUTSIKEHUS U
OTTaJIKUBAHUS, COMPOTUBIICHHUS U MOAATIUBOCTH; 3TO TO, UTO CO3JIACT PUTM TaHIIA.

UToObl OOHApPYXHTh ATOT PHUTM, MBI JOJDKHBI TPHUCIYIIATBCA K ITYJIbCAIIMH 3EMJIH.
Benukne xommosutophl - bax, berxomen, Barnmep - mmerT ero B cBoux paboTax, B
COYETAHHH C a0COIIOTHBIM COBEPIIIEHCTBOM 3€MHOT'0 U YeJIOBEYECKOro puT™Ma. Ml ”MEeHHO
MOATOMY S MPHUHSIA B KAYECTBE OPUEHTHPA PUTMBI BEJIMKUX MacTepoB; HE ITIOTOMY, YTO 5
TyMaJjia, YTO CMOTY BBIPA3UTh KPAaCOTY MX MPOU3BEICHHM, a TIOTOMY, YTO B KaIUTYJISLIUU
MOETO Teja, B MOJATIUBOIO K MX PUTMaM, s HaJesJIaChb BOCCTAHOBUTH €CTECTBECHHBIC
MHTOHAIIMM YEJIOBCUSCKUX JBIIKCHHUM, KOTOpBIE OBUIM YTpadeHbl B TEUCHHE MHOTHX
CTOJICTHH.

EcTh MOKyMEHTHI, TA€ 3TH ABE KPacoThl 3a()MKCUPOBAHBI B MPEKPACHOM COCTOSHUU -
uaeagbHas KpacoTa 4YelIoBeUYecKoi ¢GopMbl W HicaldbHas KpacoTa JBHXKEHHUS, 3TO
IpeuecKre Ba3bl, COOpaHHBIC B MY3EsX.

B ThIcsuax m ThICSYax (UTYp, KOTOpHIC S M3y4YWiia Ha 3THX Baszax, s BCETa HaXOIWiIa
BOJIHUCTYIO JIMHUIO B KAYE€CTBE OTHPABHOM TOUYKHU. Kaxknoe ABMKEHHE, 1aXKe B COCTOSTHUU
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MOKOsI, COJAEPKUT KauecTBO "MIOAOPOAMs", COCOOHOCTHIO K PEMpOaYKIHMH, 00JjagaeT
CUJION, YTOOBI POAUTH IPYTO€ JIBUXKCHUE.

3a UCKIIOUYEHHEM HEKOTOPBIX TPOTECKHBIX (UTYp, WU TE€X, KOTOPhIE NATUPYIOTCS M3
Ooyiee OeqHOM SMOXM, S HE HAIIa, HAPUMEp, HU OJIHOIO PUCYHKA, B KOTOPOM HOra
MOAHUMAETCS 10 JIMHUHM, TPOXOJAIleid NephneHAuKYIsIpHO K Teny. [laxke B Bazax ¢
durypamu, BbIpaXalolUMH HUCCTyIJIeHHe Bakxudeckoro 0Oe3ymMcTBa, 3TO JIBH)KEHUE
HEU3BECTHO. DTO MOTOMY, YTO OHO BhIpaXkaeT "OCTAHOBKY'; M KaXKJIbld 3HAET, YTO OHO HE
MOXET MPOJIOKATHCS, YTO 3TO MOXKET OBITh TOJIBKO €r0 COOCTBEHHBIM KOHIIOM.

C npyro#t CTOpOHBI, B MpBIratonux GUrypax ¢ COrHyThIMUA KOJICHSIMU, YyBCTBYETCS, UYTO
JBIKEHUE UJIET JaJIbIIe: €CTh B ’TOM JBW)KCHUH BEUHBIHN 2JIEMEHT - TOT, KOTOPBIH clieayeT
3a BOJIHOOOpa3HOW JmHUEH Benukux cui [lpupoapl, Ha KOTOPBIX S OCHOBajga BCE
JBIDKEHUSI CBOETO TaHIA. DTO BCEro JIMIIb OJWH MPUMEP, HO KaKIbIH MOXXET HANTH B
ThICS'YaX QUTYP TOT K€ TMPUHITHIL.

OpnHolt U3 HamOoyiee YacTO BCTpEUArONIUXCS (UTYp B BaKXMYECKUX TaHIAX SIBIISETCS
JIBIDKEHHUE C TOJIOBOM MOBEPHYTOW Hazaja. B oHOM 3TOM NBMXKEHUU Cpa3y UyBCTBYETCS
BaKXM4eCKoe 0e3yMCcTBO, oOjajgaroiiee BceM TeloM. MOTHUB, JIEKAIIUMKA B OCHOBE JTOTO
KEeCTa, HaXOAUTCsI BO Bcel nmnpupoae. KUBOTHbIE B BAKXWYECKOM JIBHKCHUU
MMOBOPAYMBAIOT I'OJIOBY: B TPOMIMYECKUX CTpaHaxX, B HOYHOE BPEMs, CJIOHBI IIOBOPAYUBAIOT
CBOM TOJIOBBI; COOaKd BOWIIME HA JYHY, JbBbI, THUTPHl. OTO YHHBEpPCAIbHOE
JTMOHUCUINCKOE JIBIDKCHUE. BOJIHBI OkeaHa 00pa3yloT 3Ty JHMHHUIO BO BpeMs IITOpMa,
JIEpEBbS B OYpIO.

(1909)

TAHELl OTHOCHUTEJIbBHO TPATEANN
—Isadora Duncan, The Art, pp. 84-85. The Dance in Relation to Tragedy.

TAHEILI nmpormuioro 1ocTUr cBoe# BICIICH TOYKH, Koraa oH ¢popmupoBan Xop ['pedeckoit

Tparequud. B BO3BBIICHHBII MOMEHT TpareJiuu, KOTrjJa Iedaidb W CTpajaHus ObLIN
HanOosiee OCTPbIMU, NOJKEH MOsABIATHCS Xop. Torma ayma ayauTOpuUH, Tep3aeMOM Ha
rpaHd MYK, Oblla BOCCTAHOBJEHAa B TapMOHUHU DJIEMEHTAPHBIMH PUTMAMHU TECHH U
JIBUKEHHUS. XOp JaBajl ayAUTOPUH CHIIY IyXa, YTOOBI MOAJIEpk aTh B TE€ MOMEHTHI,
KOTOpbIE B MPOTHBHOM Ciydae ObUIM OBl CIWIIKOM YKACHBIMH JUISI YEIOBEUECKOU
CIIOCOOHOCTH MEPEHOCHUTH CTPAJaHUSI.
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OTO BBICHIAA 1€ U OOBEKT TaHIa. [[1s Toro, 4ToOBI 3aHATH CBOE 3aKOHHOE MECTO B
Tpareaiuu C MY3bIKOM W MO33uel, 4TOOBbl OBITh MOCPEIHUKOM MEXAY Tpareauel u
ayIUTOPUEN, CO3AaBasl MTOTHYIO TAPMOHUIO MEXKTY HUMM.

Mos pabota 1151 TaHIla BCETJa UMeia 3TOT UTOT B TMOJIE 3pEHUs], STOT CBET Bcerja Obul
BIEPEAN MEHS: BOCCTAHOBUTH TAaHEIl HA €r0 MCTUHHOE MECTO B KauyecTBe Xopa, TrIe
3aKIIIOYaeTCsl caMma Aylla Tpareiuu. BIioTe 10 O4YeHb HEJABHErO0 BPEMEHH, TaHIIbI B
COBPEMEHHOM TeaTpe ObUIM 3aJyMaHbl KaK CBOEro poja HWHTEPMEIUU, NPUSTHBIN
HaIOJIHUTENb, JAJICKO YJaJICHHBIH OT )HUBOTO CONIKEHUS C JpaMoi. D10 ObU1o B 1898
rojy, Ipu HM3y4YeHHM MY3bIkH [JrOoKa, 4TO s, Ka3ajaoch, OOHApY>KWJa MOCT, KOTOPBIH
BEpHET TaHel| CBOed MCTUHHOHN cdepe. ['mok myumie, yeM KTO-Iu00 JPpyroil, moHUMA
IPEUECKUid  XOp, €ero puT™M, TIyOOKyI0 KpacoTy €ro JBW)XKEHUW, BEIIHUKYIO
OecpUCTPaCTHOCTh €ro JYIIH, B30YI0pakeHHOM, HO HUKOT/1a HE OTUYasIBIIICHCSI.

S u3yvana QBMXKEHUA JJIsl XOpPOB M TAHUEB B TBOpYECTBE [JIOKa € )KeJlaHWEM IPUBECTU
JIBIDKCHUSI TaHIa OJIMKE K Ha3sHa4YeHUI0 Xopa B TpareAuu. bbulm BO3pa)Ke€HUs, 4TO 3TO
HUKOrJa He Obuto HamepeHueM [mioka. S ornmyaroch OoT Takoro MHeHus. [Jrok vacto
TOBOPHWJI B CTPACTHBIX TEPMUHAX UCKPEHHUX JBHKEHUM MCTUHHOIO kecTa. OH nmpu3HaBal
MIPUPOJY, U XOTS OH TUcal Jijisi 6aJIeTOB CBOEr0 BPEMEHH, 51 YBEpEHa, YTO Nepe HUM ObLI
OylarogaTHBIN 00pa3 Tel, IBUXKYIIUXCS CBOOOIHO, MPEAMETOB OJICK/IbI, PA3BEBAIOIIUXCS
Ha BETPY, KOTOpPbIC BJOXHOBWIM ero. OH 3HaJl TpeyecKue Ba3bl: OH, JOKHO OBITh, ObLI
Mo/ BIUSHUEM UX JBIKYIIUXCS W Tpbiraroniux ¢uryp. M tak, B TaHIle XOpOB U TaHIIAX
Opdes, s He mnbITatock TmpenactaBuTh Opdes wim DBPUAUKY, HO MPEACTABIISIO
MJIACTUYECKHUE ABUXKEHUS X0pa, Tparnieckoro Xopa.

(1915)

I'PEYECKHHA TEATP
—Isadora Duncan, The Art, pp. 86-87. The Greek Theatre.

I'PEYECKUI TeaTp OBUT MOCTPOCH HE IS MYOJIMKH, a JJIs XYJO0XKHHUKA, C KOTOPHIM
myOnuka OblUTa KpaliHe paja COTpyaHUYaTh. ['pedeckuil Teatp, KpoOMe TOTro, MPEICTaBIISLII
cO0OM  COTPYOHUYECTBO MEXKIYy apXUTEKTOPOM, JApaMaTyproM H TeaTpalbHBIM
XYJIO)KHUKOM.
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ApXuUTEKTOp cKa3zan apamatrypry, "Kakyro ¢popmy TeaTpa Bbl XOTUTE ISl Balieil paborsi?"
N npamarypr orBetwit: "Ta dopma, B KOTOpOil HauOOIbIIIEE YUCIIO JTHOAEH MOKET BUIETD,
CIBIIIATHh MU YYBCTBOBATh B OJHO M TO K€ BPEMS, C TOM )€ CaMOW MHTEHCHUBHOCTBIO, U B
PaBHBIX IpONOpUUAX'.

Apxurektop ckazan taHuopy "Kakas ¢opma?" u TaHIOp, paCKUHYB PYKH B OOJIBILIOWM
Kpyr, otBeTUi: "Ta hopma, KOTOpas MO3BOJISIET MHE B35Th OOIIMPHYIO AYJUTOPUIO B CBOU
pyku - ¢opma Tearpa, B KOTOPOM BCE JIOJU, CHUIAIIME TaMm, OyAyT 4YyBCTBOBAaTh
3HAYUMOCTh MPOCTOrO KECTa B paBHOW BUJIEHUU (HOPMBI M MPOMOPLMH - (hopma Tearpa, B
KOTOPOM MOsI MarHuTHas CHJla MOXKET WATH OT MEHS BIIEpEl, OXBaTbIBas JIOJACH B
HEIPEPBIBHBIX JIy4aX, KaK COJJHEYHBIN CBET MOKPBIBAET 3€MIIIO".

U k akrepy: "Kakasa ¢dopma teatpa?"’ Axtep orBetuin: "Ta gopma, B KOTOpOH MpPOCTOM
TOH MOEro rojoca, IPOUCTEKas €CTECTBEHHO Ha 3BYKOBBIX BOJIHAX, IIEBEIBHET CEpLa
OTPOMHOI'0 MHOKECTBA JIFOJEH, CUASIINX MIPEeI0 MHOM Ha MEcTax OJHO He Oosee jiyuliee,
4yeM JIpyrue; B KOTOPOM 3MOIMS, KOTOPYIO s Jlalo, OyJeT Te€Yb OT OJHOTO 3pHUTENs K
Opyromy - 3apaxas BCEX, MOJYUHSS BCEMOrJIOIAOIIMMHA BOJHAMH SMOLMUN, UAYIIUX OT
MEHS K HUM, ¥ BO3Bpalllaoluecs: o00paTHO KO MHeE".

N tak I'pedyeckuii Tearp ObuT mocTpoeH. TaM He ObUIO HUKAKUX "KOPOOOK'", HUKAKOU
rajiepey, HUKakux OaJKOHOB, HUKaKoro mapkera. I'pedeckuil TeaTp ObUI, MO CYIIECTBY,
NEMOKpPAaTUYECKUM TeaTpoM. IIOCKOJIBKY XYIOXKHHUKHU - KPELbl PEJIUTUH, TAK BCE JIOIU
nepel BEIMKUM XY/105KECTBEHHBIM SIBIIEHUEM JIOJKHBI ObITh PABHBI.

['peueckas Tpareausi BOZHUKIIA U3 IULAICKK M NeHHs nepBoro I'peueckoro Xopa. Ilmsacka
NOIIA JJIMHHBIM IyTEM HE TOU Joporoil. OHa ToKHA BEPHYTHCS HA CBOE MIPEKHEE MECTO
- pyka o0 pyKy C My3aMH, OKpyKaromumu AnoiuioHa. OHa JODKHA CHOBA CTaTh
NPUMUTUBHBIM XOpOM, U JpaMa OyJIeT pokKJeHa 3aHOBO M3 €€ BAOXHOBeHus. Torma oHa
CHOBA 3alMET CBOE€ MECTO, KaK CeCTpa HMCKYCCTBa TpareJuu, KOTOpas BO3HUKHET W3

MY3bIKH - BEJIMKUH, O€3TUYHBIN, BEUHBIA U O0XKECTBEHHbIN NCTOYHHUK HCKYCCTBA.
1915.

TAHELl I'PEKOB
—Isadora Duncan, The Art, pp. 92-96. The dance of The Greeks.

EI[I/IHCTBEHHbIﬁ croco0® JOCTUTHYTH BO3POXKACHUS TaHIIA COCTOMT B TOM, YTOOBI
BEPHYTh €r0 Ha OpUTHHAJIbHOE MecTO. UTOOBI 3HaTh HICTUHHOE MECTO TaHIIa, HE0OXOIUMO
W3YYUTh UCTOPHUIO.

CambpIMH CTapbIMH W3 TaHIIEB, KOTOPbIE OBLIM HCKYCCTBOM, OBLIM TaHIBI W3 A3WH U
Erunra - Te KOTOpBIE OKa3aau BIUSAHHE HAa rpedeckuil Tanen. Ho Te Gonee paHHUE TaHIIBI
OBLIIM HE HAIIICH pachl; UMEHHO B [ peruio MbI IOJKHBI OOPATUTHCS, IIOTOMY YTO BCE HaIIH
TaHIIbl BocXoasT K I'petinu. UTo ke Toraa ObLI IpeuecKuil TaHer?

Ha npotrspkeHuun croietuit o Ocxwia JJoau TaHieBaiu. OHM TaHIEBAId BMECTE H,
TakKuM  00pa3oM, BBIpaXKajdd CBOK  KOJUISKTHBHYIO  OMOIMIO,  JKH3HEII0wHeE,
BOMHCTBEHHOCTh WJIM CKOpOb. MIMEHHO M3 3TOro TaHIa Hapoaa pa3BUBAICI XOp, U XOp
OBLI peaTbHBIM HAYaJIOM TpareInu.



31

Tam mno3zxe k Xopy Obul A00aBiieH MEPBBIA akTep. ODTOT akKTep pacckas3biBald 00
MHIUICHTE, BbIpaXkaja 0co00€ 4UyBCTBO, KOTOPOE JApaMa NpoOyauia B HEM; B TO BpeMs Kak
XOp TaHLEBAI U IEJI, KaK U MPEkKIEe, OCTABASICH B INIOCKOCTHU BBILIE JPAMBI.

Dcxunn J00aBUII K 3TOMY 3pENUILy OJHOTO Wi AByX aktepoB. Ho Xop ocraincs, ans HeE,
IUISL IyIIM TpareIuud. AKTEpbl NPeCTaBIIIA TOJBKO JUIIb U3JI0KEHUE MOOOYHON JIMHUU
CIOKETa, JETAIM JICHUCTBUS, B TO BpeMs Kak XOp BO3BBIIIAJICSA JAJIEKO BbIIIE JICHCTBUU
yTeloB. Bxoass B camblil OCTpbII MOMEHT 3MOIMOHAJIBHON HANpPSKEHHOCTH, XOp
NPUHOCUJT JIMPUYECKYIO JK3aJIbTALUI0, BEYHYIO U OOXKECTBEHHYIO TOUYKY 3pPEHHS.
['my6ouaitimast nyma Tpareauu: Xop 661 MyapocTsto, unu Pazymom, unu Pagocteio, win
BeuHbIM ['opem, [levansio, CkopObIo.

Ho Codoxn, yBenuuuBass 4YMCIO aKTEPOB, YMEHBIIWUI pPOJb, KOTOPYI urpaetr Xop.
OBpUIIN, B CBOIO OY€pe/lb, YBEITUYHUII KOJIMYECTBO MEPCOHAKEN, U TEM CaMbIM ele 0oJiee
yMeHbplINI 3HadeHue Xopa. Tem He MeHee, B BakxaHkaX, B cCaMOW BBICOKOM TOYKE
IIPUKOCHOBEHUS K Tpareauu, 3To Bce emé Xop, KOTopblid, ¢ borom /[noHucom, sBusercs
Bakxuueckum BbIpaK€HUEM; TOTAA KaK IIEPCOHAXKU HE €CTh CAMO ONbSHEHHUE, HO TOJIBKO
CYyIIECTBA IO BIWUSHUEM 3TOTIO OIbSHEHWS, ABUKUMBIE SMOLMSAMU, U3 KOTOPBIX OHHU HE
MOTYT JOCTUTHYThH CYIIHOCTH.

[Tocne DBpununa ymnamok mpuiien ObicTpo. LlenHocTs Xopa Oombliie HE PHU3HABAIACH.
Uctopus 3aBepmunack B Pume, xorma Xop ObUT 3aMEHEH MPOCTHIMU TTaHTOMUMaMH. OHH
naxke 00s3anuch nanromumupoBath Jauna! Tparenus Obuta MepTBa.

[Tozxe, HaMHOTO TMO3Ke, OBUIM MPEANPHUHSTHl YCWIHS TIO BO3POXKICHUIO Tpareaui:
YCUJIHSI, JTOCTOWHBIE BOCXHMILEHUS 34 HMCKPEHHOCTh M JOyX TE€X, KTO CHeNall UX; HO
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HEKOTOpble (YyHIAMEHTAJIbHbIE OIIMOKM Jadd MM JIO)KHBIE HAaNpaBJICHHs, U CHENaId
peanuzanuio HecoBepiieHHON. CaMoll cepbe3HOM U3 3TUX OMUOOK OblIa HECTIOCOOHOCTH
MOHATH OCHOBHYIO UCTUHY: Tparenus siBisieTcst HenoiaHou 6e3 Xopa.

Tak Obl1a apeBHsA TpareAus, KOTOpyro MOHTEBEpAU U APYTHe XyI0KHUKU €r0 BPEMEHU
XOTenu Bocco3narb. Y MoHTeBepau He ObUIO HMKAKOI0 HAaMEPEHUS COUYMHSTH OIEpHI.
"Onepa" sBisieTcsi OeCCMBICIEHHbIM CcIO0BOM. OH HaMmepeBaliCd COBEPLIUTh PEHECCAHC
Tparenuu. Ho oH caenan omuOKy, AaBas akTepaM 3a/1auy BbIPAa3UTh IYILY MY3bIKH, - POJb,
3ape3epBUPOBAHHYIO I'pekamu st Xopa. JTa omuobka 3areM Oblia 060jee OCHOBATEIIBHO
yTBEpKJIeHa mociienoBaTensMu MonrteBepau. Takum o0pa3om, mepBble IIard B 3MOXY
Peneccanca, cnefgoBaiv 1o myTH, KOTOPBIM yBeI JaleKO OT UCTUHHON OpMBI Tpareauu.
'm0k, B KOHIIE KOHIIOB, BOCCTall. MOXHO CKa3aTh, 4TO OH CcHoBa Hamen Xop. OH
3acTaBWII €ro netb. Ho OH BCTpeTHs cONpOTUBIIEHUE B CTECHEHUH CBOEro reHus. OH KUl
B UCKYCCTBEHHYIO U HEECTECTBEHHYIO 3110XY. B Tparenuu oH 3a0bU1 ApaMy U akTepa.
Puxapn Barnep BHOBB Halen ApaMmy, HO OH IEepemyTan pojib Xopa; Wid, 0 KpaiHeu
Mepe, OH Tepenall ero nepcoHaxam. /[pama xuBer B cyab0ax MmepcoHaxkeil: 3To ciiadbie
MeCTa WJIM BEIUKOJENUe B Jylle DIuMa, U YTO MPOUCXOJUT C HUM, TO MHTEPECYET Hac.
Jpama pa3BuBaeTCs W3 peaklMil NEpPCOHAXKEW MO OTHOUICHUIO JAPYT K JAPYrYy U MOA
neiicteueM Cyas0bl. Ho Barnep pyman moaHsTh epcoHaXXei BbILIE JpaMbl, YTOOBI 1aTh
uM poiib Xopa. Takum obpa3om, Bo BTopoM akte Tpucrana u M3onbael, bpanrena, c ee
NEeCHEeH, KOTOpas CIHIIKOM MEJIeHHas, 4YTOObl CTaThb TEM JK€ CaMbIM TIJIaBHBIM
JEUCTBYIOIIUM JIMIIOM B JApame, mnpencrasiser Xop. Tpuctan m M3onbna, B ux ayste
JOOBU, CTAHOBSTCS MX COOCTBEHHBIM XOpOM; MOTOMY YTO KaXKIbli pa3, KOrja JaBa
NepcoHaXa MPOU3HOCSAT BMECTE JIaXKe OJHO CJIOBO, OHU MPEKPalIalOT ObITh EPCOHAKAMHU
JpaMbl U CTAHOBSITCS TOJIKOBATENISIMU a0CTPAKTHOTO, CTAHOBATCS XOPOM.

DTO MOABOJIUT HAC K COBPEMEHHOCTH. MBI MOKEM MOHATH TENEPb, YTO MbI MOTEPSAIU U
YTO MBI JJOJKHBI HAWTH CHOBA.

Kak ceronnst Mbpl OTHaIMM TaHILy €r0 NepBOHavYagbHOE MecTO0? OTOXKIECTBIIAS €r0 CHOBA
¢ Xopom. HeoOxoaummo oTnaTe Tparnueckuid Xop TaHIy M OTAATh TaHEI] JIPYTUM
UCKyCCTBaM. XOp TpareJuu - 3TO ICTUHHOE MECTO TaHla. IMEeHHO TaM OHO JOJIKHO OBITh
CBS3aHO C Tpareaueil u ¢ ApyruMu UCKyccTBaMu. Bee ocTanbHOE €CTh JeKaaaHc.

Bo Bpemena Codokna TaHIbl, TM033UsI, MY3bIKa, JIpamMaTypruss W apXUTEKTypa
chopMHUpOBAIN €UHOE TAPMOHUYHOE E€IMHCTBO, KaK €IMHOE HCKYCCTBO, MPOSIBICHHOE
M0-pa3HOMY, JEUCTBUTEIBHO OJHA U Ta XK€ CYIIHOCTh. CIUsHNE TPAaru4ecKoro MCKycCcTBa
U apXUTEKTYypbl ObUIO ONM3KHUM, MOYTH CIIaBOM. Bce, 4To ciemoBaiio njisi 3aBeplieHUs
MPEICTaBIICHUs, Ka3aJloCh, CPOPMUPOBAHO TEM K€ CaMbIM 3aKOHOM - TO €CTh, B 00pase
UJICATPHOTO YeJIOBEeKa MM OOrovyenoBeKa.

[lepconaxu u Xop, LEHTpP apambl, OBLIM IIEHTPOM TapMOHHUYHOTO aHCAMOIsd, Kak
COJIHEYHOE CIUIETEHUE B LIEHTpe 4denoBeka. K HMM Bce CXOIWIMChH; U3 HUX BCE IO,
moA00HO JTyyaM M3 CBETA.

Yacto B yac, korga AQuHBI e1Ba emie 00pCTBOBAM, g TaHIeBana B Tearpe Juonuca. S
OIIlyTHJIA, KaK BCE TaM ObLJIO CHOPMHUPOBAHO B COOTBETCTBUU C TOU K€ CAMON TapMOHHEH.
Moe mecto B Tearpe ObUIO LIEHTPOM OpKeCTpa, M KECTbl MOMX PYK, MEPEel0 MHOH,
POPHUCOBBIBAIM JIMHUM MO E€CTECTBEHHOMY TOpPHU30HTY, HEKOrja c(opMHpOBaHHOMY
BEpPXHEH 4acThIO KOJIbLIa cuieHni. CeroaHs 3Ta rapMOHHMsI pa3pyllieHa.
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HckyccTBa, KOTOpble TOrjJa OBLIM CTPYNIUPOBAaHBl BOKPYT Tpareiuu, CTalu
pa3lieiecHHbIMH. APXHUTEKTypa yIJa B CTOPOHY: CTPOUTEIM COBPEMEHHBIX TEaTPOB
CJIeIOBAIM JIMYHBIM IUIaHAM, TOCIYIIHBIM KOMMEpPUYECKOW Hujiee, U MOCTAaBUIU 3/IaHMUS,
HeyA00HbIE KaK JJIsl MyOJIMKHU, TaK U JJI1 aKTEPOB.

Tanen mojyman, 4To MOT Obl XHUTh OTACJIBHO, caM MO ceOe - U OH MPEBpPATUIICA B TO
aHOMAaJIbHOE SIBJICHHE, KOTOpOe Ha3biBaeTcst Oayer. Mnu B TeaTpe, WM B MIO3UK-XOJUIE
Oasier 6€3 UICTUHHOIO 3HAYEeHUsl, 0€3 KaKoro-i1u0o coriacusi ¢ UCKyccTBOM. Jlaxe eciu Obl
BECb MUp TaHLEBall, OajeT Mmo-npexkHeMy OyAeT ocTaBaThCs (ajbIIMBOM Bellbl0, HOO B
OasieTe TaHel CTPEMUTCS ObITh BCEM, JaXKe B CTPEMIJICHUH 3aHSATh MECTO MO33UU U JAPaMBI.
JlokazaTeabCTBO TOTO, YTO TAHEI] HE MOXKET CYIEeCTBOBAaThH caM Mo cebe, - TO, YTO OH
HaxoJUT oOpalieHue TPUOETHYTh 3a MOMOIIBIO K MaHTOMHUME. [[aHTOMUMBI CUMYTUPYIOT
pa3roBOp KECTaMU; OHM TBITAIOTCS MOAPaXkaTh sA3bIKYy. VMckyccTBO 0ojiee €CTECTBEHHO;
OHO HE MOJPa)XKaeT, OHO HE HILET YKBUBAJIECHTHI, OHO HE CUMYJIUPYET PEYb - Y HETO €CTh
CBOM COOCTBEHHBIN SI3BIK.

['peueckas My3bIKa yTepsiHa, TaK YTO MOITHYECKUM TEKCT U3 XOPOB ObLI HE Oojiee, yeM
yKa3aHUEM - B pe3yJIbTaTe 4ero rapMOHHs OTCYTCTBYET. B Haille Bpemsi y Hac HEeT HUKaKOU
MY3bIKH, CO3aHHOM 111 TaHia. CunuTaercs, 4To TaHEell He JOCTOMH KPAaCHBOW MY3bIKH, U
MOATOMY JIMIIEH €. TOJBKO BEeIUMKHE TEeHUM MY3BIKH HMEId PUTM B CBOHX
npousBeneHUsAX. MiIMeHHO mo3TOMY s TaHIleBaia moj puTMbl baxa u ['moka, berxoBena u
[Mlonena, IllyGeprta u Barnepa, moroMy 4TO, MPAaKTUYECKH TOJBKO OHHM TOHSJIU U
BBIPA3WJIM PUTM YEJIOBEUYECKOTO TEa.

Barunep naunbomnee 6;1u3K0 mojaomien K My3bIKaJIbHOW KOMIO3UIIUK i TaHa. Ho ¢ HuMm
My3bIKa TOrJomaeT Bce. KOHEYHO, 3TO XyHOXKECTBEHHO IMPECTYIUIEHUE, TAHLIEBAaTh MOJ
TaKyl0 MY3BIKY, HO s C/ieJiajia 3TO 10 He0OXOAUMOCTH, TOTOMY YTO 3Ta MYy3bIKa, TPOOYIUB
PUTM, MPOOYXKIAET TaHEell, KOTOPBIA ObLT MepTB. Sl TaHIEBaja C HEM, IBMKKUMAsl €10, Kak
JIUCT IPUBOJUTCS B IBUKEHUE MEPE]] BETPOM.

[locne MHOTMX JE€T HUCCIENOBAHUMN s NMPUIUIA K TAKOMY BBIBOAY: €CTECTBEHHBIN PUTM
YEJIOBEUYECKOI0 T€la U PUTM COBPEMEHHOW MY3BIKM HAXOIATCS B IOJHOM PAa3HOTIIACHUMU;
CaMbIil IIPOCTOM KECT HE MOYKET HAWTHU B ATUX HOTAaX JIMHUIO, 32 KOTOPOM OH MOKET
caenoBatb. Ho B puTtme ciioB rpeueckoro Xopa KaxJblii TaHIyeT JIETKO. [IpocTo ycrplmas
UX, MOKHO YBHJIETb OTKPBITBHIA penbedHbli (pU3 CKYIBNTYPHBIX (UTYp B IBHKCHHH.
My3biKa IpeKoB, JOHKHO OBITh, COINIACOBAIACH C PUTMAMHU ITUX CJIOB. AX, €ciu ObI ATO
TOJIBKO MOTJIO ObI OBITH BOCCTAHOBJICHO!

CeronHsi Teatp pa3/ielieH Ha JBE€ MOJOBUHBI, KaXJasi UTHOPUPYET U MPE3UPAET APYTYIO:
TeaTp MY3BIKM U TeaTp YCTHOTO cioBa. Bce momkHo ObITh oTMeHeHO. Camasi KpacuBas
MeuTa, 4YTOObl CHOBAa HAWTH TPEUECKUU TeaTp, KOTOPBIH HIACATbHO IMOIXOMUT W IS
3pUTeNel, U Ui akTepoB. st TOro, 9ToOBI BOIUIOTHTH B )KU3HB CHOBA ApeBHUN uaecan! S
HE XOYy CKa3zaThb KOIHUPOBAaTh €ro, MoJpaxaTb €My; HO BJOXHYTh B HErO JKHU3Hb,
BOCCO3/71aTh €r0 B caMOM ce0e, C JUYHBIM BIIOXHOBEHHMEM: HJITH K HCKYCCTBY OT €ro
KpacoThl, a 3aTeM UATH K Oyaymemy. [Ipeamers qpambl MOTyT OBITH COBpeMeHHbIMU. Ho
HE0OXOIMMO CHOBa HAWTH JAPEBHIOI HJICI0, W, YYJIOM JIIOOBHM M TPENaHHOCTH, CHOBA
00BbEIMHUTH UCKYCCTBA U XYJI0)KHUKOB!

Jl1st Toro, 9To0bl 00BETUHUTE UCKYCCTBO BOKPYT XO0pa, YTOOBI OTAATh TAHILY €r0 MECTO
Kak Xopy, KOTOPBIN sBIseTCs uacanbHbiM. Korja s TaHiieBana, s mpiTajgach BCEraa OBbIThH
XopoM: st Obima XOpOM MOJIONBIX JEBYIEK, MPUBETCTBYIONINX BO3BpamieHue ¢iora, s
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ob11 XopoM, TaHuyromuM Tanen [luppuxusa, wnu Bakxuueckuil TaHew; si HUKOrJa He
TaHLEBaJa coJIO. TaHel, CHOBA COEAUHEHHBIN MMO33UEN U MY3BIKOU, JOJDKEH CTATh €IIE pa3
TParu4eCKUM XOpOM. OTO €CTb €AWHCTBEHHBIM M €ro WCTUHHBIA KOHEN. OTO
€AMHCTBEHHBIN MYTh ISl TOTO, YTOOBI CHOBA CTAaTh UCKYCCTBOM.

XyHA0XKHUKH MOT'YT 00BbEIMHUTHCSI U COBEPLIUTH 3TO Y0 Jt00BH!

» [ITKOJIA -

KAKUM JTOJI’KEH BbITh TAHEI]
—Isadora Duncan, The Art, pp. 71-73. What Dancing should be.

A cunena B MoeM KaOUHETE BO BTOPOM MOJIOBUHE JHS, pACCMATPUBAsi B CBETE YXOJSIIETO
JTHSL HEKOTOphIE MaJICHbKHE (PUTYpKHM Ha Moeil KHWKHOW moisike, - Catupa, Humoy,
AMa3oHKy, Dpoca; U JBIKEHUE KaXKJIOr0 OTIWYANIOCh, M OBLJIO JPYTUM, W JIBH)KEHUE
KaxJioro O0bU10 kpacuBbIM. [louemy kpacuBbiM? [lockosibKy NIBMXKEHHE Ka)KOTO OBLIO B
MPSIMOM COOTBETCTBUU C (DOPMOM U CUMMETPHUEN APYroro; mosromy ¢hopma U JBHKEHUE
O OTHUM. Sl paccMmaTpuBaia 3T (GUTYPHI IO OYEPEU, U MOE YIOBOJILCTBHE TapMOHUIN
B UX JIMHUSIX TIOXOJUJIO Ha YAOBOJILCTBUE OT CIYIIAHUS MY3bIKH, KOT/Ia ABEPh OTKPHIIACH,
U COBceM 0e3 mpenyrnpexacHus Boluia jaeBodka. OHa mom0exkana KO MHE, U OOHUMas
MEHSI pyKaMH BOCKJIuKHYyJa: "Jloporas mumnas mucc [[yHkaH, MHE Tak MOHPABHWJICS Balll
TaHeII, YTO 5 JOJDKHA MPUUTH U YBUICTH Bac."

S oOpaTuiia BHUMaHHE Ha CBETAILIYIOCA *U3Hb B JuIe pedeHka. UTo-To TaM Mmoka3alioch
MHE 3HaKOMbIM. YT0 3T0 Ob110? becco3HaTenbHO 5 MOAHSIIA I1a3a K IMOJIKE, TJe IUiscana
mou (aBHbl ¥ HUMGBL. He Obulo 1M Tam Kakoro-to cxoxacTtBa? BeuHoe nercTBo
yenoBeyecTBa? 3010ToN Bek, - pa3Be 3TO HE KMBET CHOBA BO BCEX BO3pacTax BO BCEX
neTax?

0 Myapeiii MaieHbKUMA (GuI0cod, KOTOpPbIE OTBEUAET C yBEPEHHOCTHIO MHCTHHKTA, 0€3
HeoOxonuMocTu paccmorpeHusi! Jla, mockonbky Kpacora - 3T0 nyma u 3aKOHBI
Bcenennol, m Bcero, 4to HaXOAWUTCS B COOTBETCTBUU C ITOW AYLION, U 3THU 3aKOHBI
Kpacota. 1 ypoACTBO TOJIBKO TO, YTO MPOTHB TAPMOHUU ITUX 3aKOHOB, YTO SIBIISETCS
HapyIICHUEM TapMOHUHU ITUX 3aKOHOB.

"1 nouemy Thl cCUMTACIIH MO TaHEI] KPACUBBIM, MaJbII?", 51 CIIpOCHIIA.

"TIoCKOJIBKY 3TO TaK €CTECTBEHHO'", OTBETHII PEOSHOK.

"N", ckazana 51, "BCe €CTECTBEHHBIC BEITH KPacHUBBI?", MOCKOIBKY sI XOTea Obl Y3HATH OT
pebeHka onpeielieHHe KpacoThl; U peOSHOK OTBETHII ¢ YJI0BOJILCTBHEM, "[la!"

Tanen u ckynapnTypa - 3TH JBa MCKYCCTBa, Hanbojee TECHO OObEIMHEHBI, U OCHOBOWM
oboux sBisiercs [Ipupona. CKkynbpnTop U TaHIOP AOJKHBI 00a uckath B [Ipupome cambie
KpacuBble (GOPMBI U JABWKCHHS, KOTOPhIE HEM30EKHO BBIPAXKAIOT MyX ATUX Popm. Takum
o0Opa3oM, 00ydeHUE CKYJBITYPE U TAHILYy JOJDKHO UATH pyKa 00 pyky. CKyJIbIITOp MOXKET
WHTEPIPETUPOBATH JABUKEHUS U (POPMBI MBICIIEHHO, HO TOJBKO HccaeaoBanue [Ipupossi
MOXKET CIYKUTh OCHOBOM (B KauecTBe OcHOBaHus). MccinemoBaHue >KHUBBIX (uryp,
KOTOPBI€ TAHI[YIOT CIIOHTAHHO, KaXKJ1asi U3 KOTOPBIX €CTh BBIPAXKEHUE WHIAUBUYaTbHOU
ayid, €€ caMoro TIIyOOKOro MOHMMaHUS U TMEePCOHATBHOW MOIIH, - 3TO TO, YTO IIKOJIA
JOJIKHA MPEJIOKUTH CKYJIBIITOPY, U YETO sl XOUy TOOUTHCS.
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JloJKeH CKyJIbITOpP HAPUCOBATh BCE U3 CBOETO BOOOPAXKEHUS, MM U3 NAMATU O TOM, YTO
OCTaJIOCh HAM OT TIPEYeCcKoro McKyccrsa? Sl roBopro, 4To 3TO HE IOCTATOYHO IS
BJIOXHOBEHHUS - JJIsI OOJBLIOrO KUBOTO TpyAa. Temepb, rae CeroiHsl CKyJbINTOP JOJKEH
UCKATh KPAaCHUBBIE KHUBbIE (DOPMBI B pUTMHYHOM ABMXKEHUHU? [103BOIBTE €My MOKUHYTH
CBOIO CTYJUIO U CBOIO MOJI€NIb U MOWTU B ONEPY, YTOObI OH YBUEN LIKOJIY TaHIa B JIULE
HaIlMOHAIBHOrO Oanera: IyCTh MAET TyAa C KapaHJalloM M Oymaroil B pyke, a 3aTeM
IIyCTb PAaCCKaX€T HaM, HAIlle]l JIX OH OAHY I03Y, OJHO IBHXKCHHUE, OJHO YKAa3aHHE Ha
KpacoTy Tejla CBOOOJHOHN >KEHIIMHBI B BBIPAXKEHUM CaMOW BBICOKOM KpacoThbl, OJHOIO
YyBCTBa, KOTOPOE BJIOXHOBHWJIO OBl TBOPUYECTBO YHUCTOTON U CBATOCTBIO.

Takum o0pazoM, s TOBOPIO, YTO OTHOIIEHUE HOBOM IIKOJBI TAaHIA K CKYJIBIITYPE JOJIKHO
ObITh OYeHb Onu3kuM. Ha cambIx paHHMX CTaausX, KOTJa MaJbIIM HAYMHAIOT CBOHU
NepBbIC IETCKUE JIBXKEHUS, Y HAC OyIyT JHHU, KOTJAa KKl CKYJIbITOP, KOTOPBIA 3TOTO
MOMPOCUT, JOJDKEH OyAeT MOMyIIeH JUIi H3y4YeHUs: CBOOOJHBIX OecCO3HATENbHbIX
IBUKEHUH netelt 6e3 oaexabl. M mocKoabKy, MOCTENEHHO ABUKEHHUSI MaJ€eHbKUX JIEBOYEK
pPa3BUBAIOTCS U CTAHOBATCS IMOJIHBIMH, PUTMHYHBIMH W KpacUBBIMHU, OHU OYyIyT BCe
0o0Jb111e U 00JIbIlIE CTAHOBUTHCS UCTOYHUKOM CBETA AJIS CKYJBIITOPOB.

Bbl xornma-uHuOynp BUAETH MaJeHBKHX JEBOYEK, KOTOPHIE ydaTcsi B Oajnere ceroaHs?
MaiieHpKue AE€BOYKHM, MUJIBIE, YMHBIE U U3SIIHBIE - HO UX HOTM MOABEPrarOTCs MbITKAM B
nedopmupoBanuio Gopmbl. X HexxHbIE HEOONBINNE TeNIa YK€ BBHIHYK/IEHBI 00J1adyaThCs B
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OOTATMBAOIINE KOPCAXU U JETCKHE KOPCETHl, @ UX MPUPOJHBIE WU3SIIHBIE JBUKEHUS
U3BOJISATCA B HEECTECTBEHHBIX MPSAMOJIMHENHBIX yapax HOraMM, X0Jp0€ Ha Majblax HOr,
U BCEX BUJOB YIJIOBAaTBIX MCKPUBIICHHM, KOTOPHIE HAPAMYIO NPOTUBOPEYUT TOMY, YEM
ObLIIM OBl €CTECTBEHHbIE JBMKEHUSI peOeHKa, eciii Obl ObUIH pa3pabOTaHbl B COOTBETCTBUU
C pPa3yMOM UM KpPacCOTOHU.

41 Obu1a cBUJIETENIEM TAKOrO JIETCKOro Oanera oaHaxbl B bepauHCckoM omepHOM TeaTpe,
U s TOBOPIO, YTO 3TO CTHII M IO30p JJIs MHTEUIEKTa repMaHckod Hamuu. OTKyzaa ke
Tenepb 3TOT CTWIb TaHua npumen? OH ucxonut u3z dpaHuuu, co BpeMeHH Haubosee
"IpsA3HBIX" LIAPCKUX JTBOPOB, U sl TOBOPIO, UTO ATO BIIOJHE yIOBIETBOPSIIO (HaJbIIUBOCTh U
MTOBEPXHOCTHOCTh 3THUX JBOPOB, HO 3TO HE yCTPAauMBaeT HAIIE BPEMs, U 3TO HE MOXKET
HalTH cebs 1oMa B cTpaHe, B kotopoi u [unnep, u I'ere, u Puxapn Baruep, u mHorue
Apyrve BeJNUKHEe U KpacHBble AYUIM HAMHMCAIU O TOM, KaKUM JOJKEH ObITh HACTOSAIIUN
TaHell.

Uem nomkeH ObITh TaHEI - CKOJIBKO TMOA3TOB, CKOJBKO (PUIOCO(OB, CKOJIBKO YYEHBIX
['epManuu HamuMcanu NpeKpacHble CTPoKU 00 3ToM npeamete! Y oHM, TIaBHBIM 00pa3oMm,
ONMCAIM MAJICHBKUX TAHUYIOIIUX JETE€W, WIM TaHLYIOIMX JAEB, WIA TaHUbl OJHON
TaHLYIOIIEH KEHUMHbI. W Korga KaKablii YMTAET TaKHE CTPOKH, TO 3TO 3BYYUT Kak
MPU3bIB U3 TYOUH uX nodtudeckux ayur: "0 YKeHiuHa, npeacTaHb Nepel HaMH, B HALTUX
rJ1a3ax TOCKA MO KPacoTe U YCTAIOCTh OT YPOACTBA 3TOW LIMBUJIN3ALMH, IPUIINA B IPOCTHIX
TYHUKAaX, MMO3BOJISIIOLIMX BUJAETh HaM JIMHUIO U TAPMOHHUIO TeJIa MOJ HUMH, U TaHUYH JJIs
Hac. CTaHIyl HAac CIagoCTh KU3HU U €€ CMBICH, TaHEll U HaC - JBMXKEHHS NTHUL, BOJBI,
pa3Maxu BETBEW JEpeBbEB, IUIBIBYIIME OOJaKa, TaHEl JJIS Hac - CBATOCTb WM KpacoTa
’KEHCKOro Tena."

[To100HO BBI30BY, KOTOPBIN MCXOAUT U3 Iy 3TUX BEIMKUX JKEHIIUH: "JlaliTe HaM CHOBa
CIaZ0CTh U KPAacoTy HCTUHHOIO TaHIA, JAaWTe HaM CHOBA pagoCTh BHUIETH IPOCTOE
Oecco3HaTeNIbHOE YUCTOE TeJO >KeHUIUHBI". [10100HO GONBIIOMY BBI30BY, KOTOPBIH YiKe

IMPpUIICII, ¥ JKCHINWUHBI JOJIZKHBI YCJIBIIIATE €T'0 U OTBCTUTD HA 3TO.
(1905 wm 1906)

PEBEHOK TAHIIYIOIIUIA
—Isadora Duncan, The Art, pp. 74-76. A Child Dancing.

Cuns Ha msbxke B Hopageiike, i cMOTpela, Kak MOsl MaJleHbKasl IJIEMSIHHULA, KOTOpast
MPHUIIIA KO MHE B TOCTH U3 [ prOHEBAIBACKOMN IIKOJIBI, IUISIIIET ONPSMO MEpe] BOJHAMH. S
CMOTpIO 4Yepe3 OOMMPHOE MPOCTPAHCTBO OYIIYIOMIEH BOJBI, - KaK BOJHA 3a BOJHOU
MPOXOJIUT MUMO B OECKOHEYHOM TIOTOKE W OpocaeT BBEpX OCNyIo MeHy. A mepej HUM BO
BCEl KpacoTe MajieHbKas (urypka B O€JOM pa3BEeBAIOIIEMCS IUIAThE, TAHIYET Mepes
orpoMHbIM MopeM! U s 4yBCTBYI0, Kak OyITO cepiieOneHre ee MaJeHbKON )KU3HU 3BYUHT
B YHHCOH C MOTYy4Yel >KHU3HBIO BOJIbI, KaKk Oy/nTO OHa 00JagaeT 4eM-TO B TOM K€ PHTME,
YEM-TO OT TOM K€ CaMOM KU3HH, U MOE CepJILle paayeTcs €€ TaHILy.

B Tedyenue nosroro BpeMeHH s npeObiBajia B CO3EpLAHKMM, U €€ TaHEl Ha Oepery Mops,
KaK MHE Ka)XeTcsl, COJepKall B Majon (opme Bce mpoOsieMbl, HaJ KOTOPHIMH s paboTaro.
Kaxercs, comepxan Bc€ He0OXOoAMMOE, YTOOBI OTPa3UTh B TAHIIE €CTECTBO KPACUBBIX
JIBKEHUM YesnoBedeckoro Tena. OHa TaHIyeT MOTOMY, YTO IMOJIHA PajocTH ku3HU. OHa
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TaHI[yeT, MMOTOMY YTO BOJIHBI TAHIYIOT IMEpe] Tia3aMH, MOTOMY YTO BETPHI TAHIIYIOT,
[IOTOMY YTO OHA MOJKET 4YYBCTBOBAaTb PUTM TaHLAa IO Bcell mpupoxae. [dna He€ - 310
pazocTh IMpoliecca TaHIa; MHE - 3TO pafocTh HaOmoaaTh 3a Hel. Ceiluyac neTo, 371ech Ha
Oepery Mops, W >KU3Hb HAMONHSETCS PaJOCThIO; HO s JAyMmaio, 4To OyAeT 3UMOM, B
ropojiax, Ha yJauIlax, B JJOMax, BO BpeMsi NpeObIBaHUS B TOpOJax MpadyHou 3uMoi. Kak
’KU3Hb MIPUPOJIBI, PAOCTh JIeTa, COMHIIA, PaOCTh peOeHKa, TAaHITYIONIEro Ha Oepery mMops,
KaK MOKHO BCIO 3TY KpacoTy BTSHYTbh B )KH3Hb, B Topoaa? MOXET JIn TAHIIOP MPEITI0KHUTh
BCE ATO, M HAIIOMHUTB JIFOASIM 00 TPOM30IIEIIEM B 3UMHEE BpeMs, B roponax? MoxeT 11
OHa BBI3BAaTh BO MHE [TaM]| Ty K€ paJoCTh, KOTOPYIO OHA J1a€T MHE celdac, Koraa s CUxy
371eCh Ha IUISHKE, U CMOTPIO Kak OHa TaHIyeT?

A cMmotpro 6oJiee BHUMATEIBHO U MBITAIOCh U3YYUTh €€ NBIKEeHUs. UTo ATO 3a TaHell oHa
TaHiryeT? $1 BHXKY, YTO 3TO MPOCTHIC ABMIKEHHUS M IIArM W3 TEX, KOTOpPhIC OHA y3Hala B
Halllel IIKOJIe B TEYEHHWE TMOCIeTHUX 2-X Jer. Ho oHa okpykaeT HUX CBOMMH
COOCTBEHHBIMU CIIOHTAHHBIMU JICTCKMMH YyBCTBAaMH, CBOMM JCTCKMM cuacTheM. OHa
WCIIOJTHSAET TOJIBKO TE€ TAHIIBI, YTO OHA Y4HWia, HO €€ pa3ydeHHBIC TBMIKCHUS HAXOJSTCS
CTOJIb COBEPIICHHO B I'APMOHHUU C €€ HEIOCPEICTBEHHOU ACTCKOM IPUPOIOH, YTO OHH,
KaXXETCsI, BOSHUKAIOT MPSIMO M3 TIyOUHBI € TETCKOTO CYIIECTBA.

B 3ammcsx moero Meroma o0y4deHus, 5 MOJIOKHUIIa TOT MPUHITAI, 4TO: - "Pe6eHoK JomKeH
HE CTOJBKO YYUTHCS JIeNaTh JBIIKEHHUS, HO €ro JyIia, MOKa OHa He JOCTUTHET Mephoja
3pEJIOCTH, JOJDKHA YIPABISATHCS W HACTABISTHCS [yUUTENEM|; WHBIMH CIIOBaMH, TEJO
JOJKHO HAYYHMTBhCS BBIpaXKaTh ce0s IMOCPEJICTBOM JBMIKCHUH, KOTOPBIC SIBIISIOTCS
€CTECTBEHHBIMH JIJIsi HETO. MBI HE TI03BOJIIEM PEOCHKY JesaTh Kakoe-THOO JBIKCHUE,
€CJIM OH HE 3HAEeT, MOYeMy OH JeiaeT 3To. Sl He Xouy cKa3aTh, YTO CMBICI KaKJIOTO
JIBUKEHUS JOJKEH ObITh 00BACHEH pEOCHKY B CIIOBAaX, HO JIBHIKEHHE JTOJKHO OBITH TAKOTO
XapakTepa, 4yTo peOCHOK ONIYIIAeT MPUYUHY ITOT0 B KaXKIOM CBOel Kierouke. Takum
o0Opa3oM, peOEHOK CTaHeT pa30upaeTcsi B IPOCTOM SI3bIKE KECTOB."

DT niepBbIe 3aITUCU B MOEH 3aMMMCHON KHU)KKE, BOSHUKAIOT B MOEH MaMsITH, KOTJA 51 CUKY
31ech, HaOM0Aasi XpaMoBbIe TaHIBI HA TUIsKe. E€ TaHIbl, B HEKOTOPOM CMBICTE, - ATO
BOIUIOIICHHE BCEX MOMX HAJIEkK] M BCEX YCHIIMN, KOTOpBIC s 3aTpaTuiia B MOEH IIKOJE, C
MOMEHTA €€ OCHOBaHU.

S Mory npencTaBuTh cebe CHUCXOAUTEIBHYIO YIBIOKY, C KOTOPOH KaKOW-HUOY /b YUCHBIH
npodeccop UCTOpHUH TaHIEB OYJET YATATh 3TH MPOCThIe CTPOKU. OH, HECOMHEHHO, OyAeT
HAYMHATH C JUTMHHOM JAMCCEepPTAlUU 10 HCTOPUHU TAHIIEB, B KAXKION CTpaHEe U I KaX0To
Bo3pacTa. OH yOeAUTENbHO JOKAXKET, YTO UCKYCCTBO TaHIA HE MOXKET OBITh MPHOOPETEHO
6o B yecy, 1ub0 Ha Oepery Mopsi, U 4To ObLI0 ObI OE3yMHEM OCHOBBIBATH INKOJIY B
HaJIeXkKe, 9TO 3TO BCE OBLIIO OB BO3MOXKHO. HO, eciii MBI XOTHUM JTOOUTHCS BO3POKIACHUS
TaHIEBAJILHOTO HMCKYCCTBa, TO OHO HE OyJeT BO3HHKATh W3 TOJIOBHI JIFOOOTO YYEHOIO
npodeccopa, a ckopee OyneT OTIIOYKOBHIBATHCS Jajie€ U3 PAJOCTHBIX JIBUIKEHUHN TETCKUX

TEJ, PyKOBOJICTBYSICh MY3BIKAJIbHBIM COTIPOBOXACHHEM (iieiThl Bemukoro oora [laHa.
1906.
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MOJIOJEKb U TAHEI]
—Isadora Duncan, The Art, pp. 97-98. Youth and The Dance.

PebGeHnok BenukonenHo MONOH >KW3HU. OH mpbiraeT OECKOHEYHO, HAINOJHEHHBIM U
YHOEHHBIM JABM>KEHHEM. OH - MOJIOAOE KUBOTHOE, KOTOPOE PACTET MOCPEAU PATOCTHOTO
JIMKOBaHMS, BTATHBAIOLIECE C MAKCUMAaJIbHBIM HANPS)KEHUEM CBOETO CYHIECTBA BCE TO, YTO
TaéT eMy CUJIBI i OyAylien ®u3HHU.

Pactymuii peGeHOK W Bce €ro JBWXEHUS, SBIISIIOTCA OYEBUJIHBIM CBHUACTEIHCTBOM
FapMOHUYHOTO  PHUTMA, BBIPAXKAIOIIETO BCIO €0  PacTylIyl0 JKU3Hb. UYTOOBI
"HaTpeHUPOBaTh" peOEHKa, CTOUT MOHAThH IIABHOE, YTO CaMbIil BEPHBII MyTh, U, K TOMY
e, CaMbIi MIPEKPACHBIN, - OKPYKUTh €0 KU3Hb aTMOC(hepor M3AIIHOTO JABIXKEeHUs. U3
ATOTO HAYAJILHOTO OKPY>KEHHS, B TIyOOKOW It0OBU K Kpacore, [peOGEHOK] Oyner
€CTEeCTBEHHBIM 00pa30M pa3BUBATHCS.

JIns moHMMaHUs TaHIla HEOOXOJIUMO OCO3HATh, YTO AKTUBHOCTh PEOCHKA JOJKHA OBITH
HampaBj€Ha B €CTECTBEHHOE PYCJIO MPUCTPACTUM M BO3MOXKHOCTEHW nerctBa. He crout
TpeOOBaTh OT HETO M3JIUIIHUX YCUJIMH: MyCTh ABIIIUT PaJOCTHO, MYCTh AAET BOJIIO CBOECH
KUBOU TPUPOJIE, MYCTh IMOJTyYaeT MOMOIb, HEOOXOJUMYIO TOJBKO JJIsi TAPMOHUYHOTO
pocta cBoero Ttena. IIpexxne Bcero, He TpeOyHTe OT HEro JBWXKECHUH, KOTOpPHIC
MIPOTUBOPEYAT €ro MPUPOJIE, & TOJBKO TEX IBUKEHUI, KOTOPBIE MPUBEIYT €r0 AYX U TEJO
B COOTBETCTBHE C CAMBIMHU OJIAarOPOJHBIMH TOOYXIEHUSIMHU, U ¢ HaumboJiee TYXOBHBIMU
NpOSIBIICHUSIMU 4elioBeuecTBa. [locine 3Toro Teyno CTaHOBUTCS IYXOM, JKECThl KOTOPOTO
€CTb €r0 SI3bIK, a FoHas JIyIlla BEIXOAUT K CBETY, KpacoTe U BEUHOU JIFOOBH.

[Tycts pebeHok OyAeT BOBJIEYEH B ATO CIIOKOWHOE O00yudeHue, KOorja oH OyneT TpereTarhb
nepea TEMU XYAOKHUKAaMH, YbE YEIOBEYECKOE CYIIECTBOBAHHWE 3aKOHYMIOCh, HO KTO
OCTaBHJI TIOcJIe ce0si 6ECCMEPTHYIO MY3BIKY.

[Tycth pebeHOK TaHIyeT Kak peOCHOK: He HaKJIaJblBaiTe Ha HErO0 B3IVISIABI M KECTHI
AMOXH, KOTOpas HE HMela HUYero OOMIero ¢ MPOCTOM JKU3HBIO M MOJJIMHHOU
YeJI0BEUYECKOM MPUPOIoi - uTo ObLTO B Oanerax JlrogoBuka XIV.

[Tycts TaHubl pebeHKa BBIpaXAlOT €ro Aylly, cHavaja B KpacoTe W NpHU OTCYTCTBUH
YyBCTBAa HEJIOBKOCTH, KOTOpbIE MPUHAMJIEKAT MIIAJICHYECTBY, 3aTEM B COOTBETCTBHUH C
MOJIOZIOCTBIO, 3aT€M C IOHOCThI0. He yunTe MONoabIX EeBYIIEK MOAPaKaTh JIM00 HUMpam,
b0 rypusiM, THOO KypTU3aHKaM, HO CO3/JaBaliTe UX TaHEIl, TaK KaK 3TO JeJIajy BECTAIKH
JIPEeBHUX BPEMEH, KOTOPbIE TIOCBSIIAIN ce0sl [TaHITy| ABE THICAYHU JET Ha3al.

CoxpansiiTe 1J1 MOAPOCTKOB UX CHUJIBI U UX KU3HEPAJOCTHYIO IOHOCTh. He ofieBaiiTe ux B
(aHTacMaropuyeckue KOCTIOMBI, KOTOPBIE JENAal0T HMX TMOXOKUMH Ha KJIOYHOB WU
TOMSIIHUXCA JTF000BHUKOB. CKOpee, MyCTh MX TaHell Oy/leT OTpaKeHHUEM BEYHOTO Hjeasa
IIPEKPACHON MOJIOAEKH - FOHOLIECKUX MEUTAHUW U CTPEMIICHUM, KOTOPBIEC HAIIOJHAOT UX
Ku3Hb. [lycTh MX TaHel pOXKJIaeT U PaJOCTHOCTh, U CUILy, U MyXkecTBO. IlycTp 3TO BCE
JBIIIUT CBATHIM JYXOM >KEPTBEHHOCTH MOJIOAOTO0 Ooiial

W, xorga OHM CTaHyT BOIUIOLUIEHUEM COBPEMEHHBIX BECTAJIOK, TOTJa OHHM HAYHYT
MpeBpaliaThcsl B JKEHIIWH, OKPYXEHHBIX JIIOOOBbIO, C JIIOOOBBIO U PagOCThIO
MaTepUHCTBA. B TOT MOMEHT MX TaHeI, 3aKOHYCHHBIH M CaMOOBITHBIA, OYIET CaMbIM
KpPacHBBIM U3 BCEX [M3BECTHBIX Ha 3eMIe].

Jla, naBaiite M000BaTHCA €CTECTBEHHBIM TAHIIEM MOJIOJIBIX KEHITUH ¥ MOJIOJIBIX MYKYHH,
X TpeBpalleHUEeM, UX MNYyJIbCUPYIOIIMM PUTMOM - B HMX TaHIE, KOTOPBIN SBISIETCS
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UJ€aTbHBIM U TIOJIHBIM, COJIEPKAIUM B c€0€ BCIO [UE€NTOBEUECKYIO]| )KU3Hb, M BOZHOCS UM
TaHIIOpOB Onmxke k Ooram. Tosma OyneT UATU CIAEIOM 3a HUMHU, OyAeT HaOMI0JaTh HX
MUPOOUIYIIEHUsI, OyA€T C HUMHU E€JUHBIM LENbIM, B IOJHON TapMOHUHU, U B TMOJHOM
COUYETaHUM, OyJIeT CTAHOBUTHCS HA UX CTOPOHY, B CaMbIX OJAropoJHbIX MOOYXIECHHSX
YeJI0BEYECKOM )KU3HU, U C CAMBIM SICHBIM MPU3BIBOM O0XKECTBEHHOCTH.

Korpa 3toT neHb B30WIET, TO 3TO OyIeT J€Hb OKOHYATEJIbHOI'O CYACThs, KOIJa MBI
[OKOHYATENbHO| TTO3HAEM [BCE CEKPEThI| MCIIOTHEHHUS! BO3BBIIIEHHBIX PUTMOB CUM(pOHUU
berxoseHa.

KPACOTA U YIIPAJKHEHUE
—Isadora Duncan, The Art, pp. 80-83. Beauty and Exercise.

MHoro JsieT HazajJ KO MHE IMPHUIUIA HAEs, YTO MOTIJIO Obl ObITh BO3MOKHBIM BOCTHUTATh
MOJIOJIBIX JIEBYIIEK B TaKOW aTMocdepe KpacoThl, YTO €CIM y HHUX Mepe] ria3amMu B
OKpYy>Karoliel nx oOcTaHOBKE BCE Bpemsi OyAeT HaXOJIUThCS WaeainbHas (Gurypa, To HUX
cOOCTBEHHBIE Teja JOJKHBI TOCTENIEHHO CTaTh OJUIIETBOPEHHEM ITOM (UTYpHI; U Jajee,
myTéM TOCTOSIHHOTO SMYJAnuu (MOoJapakaHus) 3TOro ujeaja M INpu OECKOHEUHOU
MPaKTUKE KPACUBBIX JIBI)KCHUH, NEBYIIKU CTAaHYT UCaIbHBIMU 0 (hOpME U B JKECTe. ITO
JIOJITO Ka3aJ10Ch MHE KOHIIEMIIMEN UaealbHOM IIIKOJIBI TaHIA.

Nmest B BuIy, Kak s yXKe CKazana mpexie, uyTo ¢Gopma W ABMIKEHHE €UHBI, S couja
HEOOXOAUMBIM JUISl PA3BUTHUS KYJIBTYPhl KPACUBOTO JIBH)KCHUS, TaK THIATEIBLHO yXaKUBATh
3a pacTymuMHu (UTypaMH CBOUX YYEHHI], KaK CaJOBHUK yXa)XKMBaeT 3a OYECPTAHUSIMU
CBOUX ()PYKTOB U IIBETOB.

C »TOi 1enpl0 S TOMECTHIAa B MOHUX IIIKOJIAX Pa3IHYHbIC HJeaIbHbIE H300paKCHUS
XKEHCKUX (opm, BBIOpaB Ja)ke HEKOTOPhIE M3 CaMbIX pPAaHHUX 3I0X - Oapernbednl U
CKYJBIITYPhl TAHIYIOIIMX JeTel, KHUT U KapTHH, MOKa3bIBAIOIINX JCTCKYI (GopMy, Kak
3TO MPEIACTABISAIOCH JKUBOMUCIIAMHA U CKYJIBIITOPAMHU BCEX UCTOPUYECKUX BIOX; KAPTUHBI
TaHIYIOIIMX JeTel Ha rpedecknx Ba3ax; purypku Tanarpa u beotuu; rpymma TaHIIyOMKUX
nereir JloHaTemwto, KOTOpas SBISETCS JIYYUCTOM peOsuecKod Meaoaueit; TaHIYIOIINX
nereit I'eftncO0po.

Bce st Qurypsl uMeErOT ompeieseHHOE CXOJCTBO B HAWMBHOW Tpanuu UX (HOPMBI U
JBIDKCHMSI, KaK OYyJTO JIETH Pa3HOT0 BO3pacTa BCTPETHIIMCh U COCAMHWIM PYKH dYepe3
croyetusi. PeanbHble 1€TH COBPEMEHHBIX IIKOJ, JBUTAsACh U TAHIYyS CPEAU HUX, JOJIKHBI
MMETh CXOJICTBO C HHMH, JOJDKHBI OTpakaThb OECCO3HATENbHO, B CBOMX ¢dopMax u
JBIDKCHUSIX, TO HEOOJBINIOE KOJMYECTBO 3TOW MH(PAHTHIBHOW pagocTd W Omaromatu. U
3TO ABJIAECTCA NEPBBIM IIATOM K POCTY B KPAcOTE, MEPBBIM IIIarOM HOBOI'O TaHIIA.

A Takke pa3Memard B CBOMX INKOJaX (UTYPbl MOJOJBIX JCBYIICK, TAHIYIOIIUX,
OeTyImx, MOJCKaKMBAIOIIHNX, T€ MOJIOJbIC CIIAPTAHCKHUE JIEBYIIKH, KOTOPhIE B THMHA3HUAX
ObTM OOYYEHBI TPYAHBIM YIPaXHEHHUSIM TaK, YTOObl OHHM IIOTOM MOIJIM OBl CTaTh
MaTepSAMUA TE€POUYECKUX BOWHOB, T€X JIETKOATJIETOB, KOTOPbIE MPUHUMAIM Yy4acCTHE B
€XKCTOJIHBIX [OJUMITMICKHX]| HWrpax, W3BICKAHHBIC TEPPAKOTOBBIC (DUTYPHI C JICTSIIHMHU
MMOKPOBAaMH M TIJIABAOIITUMH OJIC)KIaMH; MOJIOJIBIC JICBYIIIKH, TAHIYIONIHE pyKa 00 pyKy B
[TanaTeneace. OHM MOKA3bIBAIOT HaM II€J1b, KOTOPYIO HYKHO JOCTUTaTh YYEHUKAM MOUX
IIKOJI, [TeM y4eHHWKaM| KOTOpbIe B OJMKaliee BpeMsl HaydaTcs UyBCTBOBATH OIU3KYIO
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J000BBIO K 3TUM (QUrypam, U B Ka)JOJHEBHBIX MOMBITKAX JTOOUTHCS CXOJICTBA C 3TUMU
¢urypamu, oHU OyIyT IPOHUKATHCS CEKPETOM UX rapMoHuu. 160 s monararo, 4TO TOJIBKO
npoOyskJas CUIIbHOE JKeJIaHUE KPacoThl, KpacoTa MOXKET ObITh OJyUYeHa.

JInst mOCTMKEHUsl 3TOM TapMOHUHU, OHM JIOJDKHBI KaXAbld JE€Hb JeNlaTh CIelUaIbHbIe
yHOpaKHEHUs, BbIOpaHHbIE 17151 3TOM uenu. [Ipuuém 3Tu ynpaxxHeHUs! MOAOMPaIOTCs] TAKUM
o0pa3oM, 4yTOObl OHM COBNAJAJU C COOCTBEHHBIM >KEJAHUEM YYEHUKOB TaK, YTOOBI
VOPAKHEHUS BBINOJHSAJIUCH C XOPOIIMM HAcTpoeHueM U xemanueMm. Kaxnoe wu3
VOPAKHEHUH - HE TOJBKO CPEACTBO AJIA AOCTHXKEHHUsS IeNId, HO M CaMOllellb, U 3TO
KOHEYHas 1[eJ1b, - CAENATh UCaJbHBIM U CHACTIUBBIM KaX bl JE€Hb KU3HU.

[lenb 3TUX eXEeAHEBHBIX YNPAXKHEHUH COCTOUT B TOM, YTOOBI CAeNaTh U3 Tela B KaXK/bIil
MEPHUOJ €ro pa3BUTUS MHCTPYMEHT KaK MOXXHO 0ojiee COBEpUICHHBIA, UHCTPYMEHT IS
BBIPAKEHUS ITOM TapMOHUH, KOTOpas, MpPOHHKAas BO BCE, TOTOBa IOCTyHaTh B TeJja,
KOTOpble OBUIM TMOATOTOBJIEHBI K JTOMY. YTNPaXHEHUS HAUYMHAIOT C MPOCTOU
IMMHACTUYECKOM MOJArOTOBKH MBILIL, YTOOBI CA€NaTh UX CUJIIBHBIMH M TUOKUMHU; TIE€PBBIC
aru TaHla HAYMHAIOTCSA TOJIBKO IOCJE TOTrOo, KaK 3TH TMMHACTUYECKUE YIPaKHEHHS
Oynyt 3aBepiueHbl. CHavana OHM COCTOSAT B MPOCTOM PUTMUYHOMN X0/Ab0€, YTOOBI MpexKe
00y4HTHCSI MEJIJIEHHO IIarath MoJl 3BYKH IIPOCTOTO PUTMA, 3aTEM HYKHO UATH HECKOJIBKO
ObIcTpee 10 3BYKY 0oJiee CIOXKHBIX PUTMOB, 3aTeM 0eXaTb, - CHaYalla MEJJICHHO, a 3aTeM
CJIeTKa MOJICKAKUBATh B ONpPEIeJICHHbIE MOMEHTBI PUTMA.

C nmoMoIIbI0 3TUX YIPAKHEHUN YUEHHKH y4aTCsl YMTATh HOTHI HA IIIKaJe JBUXKEHUS, TaK
e KaK My3bIKaJbHbIE HOThI pa3MeIlleHbl Ha IKaie 3BykKa. [1o3ke, 3TH HOThI MOTYT OBIThH
UCIIOJTHEHbI B TapMOHUHU C CaMbIMHU Pa3IW4YHBIMU U TOHKUMH KoMmmosunusmu. Ho atu
€)KETHEBHBIE YIIPAXKHEHUS, - 9TO TOJIBKO OJIHA YaCTh OOyUeHUs. YUEHUKHU BCEI/1a OJETHI B
CBOOOJIHbIE M M3SIIHBIE JPANUPOBKU - BO BPEMsI CHOPTUBHBIX COCTSI3aHUM, Ha UTPOBBIX
IUIOIAKaX, BO BpeMs MX IPOTYJIOK, WIH B JIeCy, KOrJja OHM O€raimT W MNphIraloT Ha
OpUpoJe, 10 TOM IMOpbI, MOKa OHM HE HAYYWINCh BbIpakaThb ce0s B JBM)KEHHUU TaK XKe
JIETKO, KaK JpyrHe MOTYT BBIPa3UTh ce0sl CJIOBOM HJIM IIECHEH.

Wx uccrnenoBanus 1 HaOJIOIEHUSI HE OTPAHUYEHBI PAa3IUYHBIMU (POpMaMH UCKYCCTBA, HO
OHU 0cO0O0 HampaBJIEHbl Ha JABM)KEHUS NPUPOJbL. J[BrkeHUs 00JaKOB Ha BETPY, B3MaXu
[BeTBel | 1epeBbEB, MONETHI ITUL, KPYKEHHUE JUCTHEB, - BCE 3TO NMEET 0c000e 3HAUECHUE
s yqanuxcs. OHU ydarcs 3aMedaTh 0COOEHHbBIE KauecTBa Ui KaXK0ro ABMKeHus. OHu
pa3BHBAIOT B CBOMX JAYyIIAX BHYTPEHHIOK CHMIIATHIO, HEM3BECTHYIO APYIMM JIIOISIM,
CUMIATHIO, KOTOpasl 3aCTaBJISIET UX MOCTUTATh 3TU JIBUKEHUS, MOCKOJIbKY OOJIBIINHCTBO
Jr0iel He CIOCOOHBI cenaTh 3Toro. /s ka0l 4acTUYKK UX Tesla, YyBCTBUTENIBHBIX U
BHUMAaTEJIbHBIX, KOTOpas OTBeUaeT Ha Menoauto [Ipupoasl U nmoer BMecTe ¢ HEl.

Kak Jacto, Bo3Bpamasce nocjiae 3TUX 3aHATHM, NPUXOJS B KOMHATY TAaHIA, 3TH YYEHUKU
YyBCTBOBAJIM B CBOMX TeJaxX HEMPEOJ0JUMOe MOOYXKIEHHE CTaHLIeBaTb TO WJIM HHOE
IBID)KEHUE, KOTOPOE OHU TOJIbKO 4TO Habmoganu! J{lnonucuiickas smorus o0janana UMH.
U, Takum 00pa3oM, cO BpeMEHEM, s AyMar, HEKOTOPbIE U3 HUX MPHUIYT K COUMHEHUIO
CBOMX COOCTBEHHBIX TaHIeB. Ho naxe, koraa OHM TaHLYIOT BMECTE, B TO BpeMs Kak
KaXJIbI U3 HUX, BJIOXHOBJIICHHBIM TPYMIION, 00pa3yeT 4acTh LEJIOro, KaKIbld COXpaHsET
CBOI0 TBOPYECKYH) HWHAMBUAYAIBHOCTb. M BCe YacTM BMECTE€ COCTAaBISIOT E€IHUHYIO
rapMOHUIO, KOTOpasi HECET HOBOE POXKJIACHHE B MHUp: JEJIa€T CHOBA JKUBOW IJIAMEHHYIO
KpacoTy JpamMatudyeckoro Xopa, Xopa Tpareud, BEYHOTO TIMMHA OOpbObI MEXIy
yenoBekoM U Cyap00ii.
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KynbTypa ¢GopMbl W ABMXKEHUS Telna HPAKTUKYETCS CErofgHs JBYMS CIOCOOaMU:
rUMHAcTUKOM u TaHmamu. O6a cmocoba JOMKHBI COYETaThCS, IMOTOMY 4TO 0e€3
TUMHAcCTUKU, 0€3 3J0pOBOTO M CHUCTEMATHYECKOIO pa3BUTHSA TeJa, pEalbHbId TaHEIl
HEJOCTWXKUM. ['MMHAcTMKa JOKHa (OPMHPOBAaTH OCHOBY BCEro  (PU3UYECKOIo
BOCIIUTAHUS; TEIy HYXXHO JaTb MHOIO CB€Ta M BO3[yXa; €ro pa3BUTHE JOJKHO
OCYIIECTBIISITHCS METOAUYECKH; BCS )KM3HEHHAsl CUJIa Tejla AOJKHA ObITh MPUBEJIEHA K €ro
MIOJIHOMY PpACIIMPEHHUIO. JTO 3aJadya IMpernojaBareiii TUMHACTUKUA. 3aTeéM HWIUTE
TaHUEeBaTh. B Teno, KOTopoe ObLJI0O TAPMOHUYHO MOJATOTOBIEHO, KOT/la B HETO MPUBHECEH
CaMblii BBICOKMH YPOBEHb JHEPrMH, BXOJWUT AyX TaHLA. J[BMKEHUME M KyJbTypa Teja
GbopMHpYIOT LEeNb A TUMHACTA; AJI1 TAHIOBILKMKA OHU €CTh TOJIBKO CPelCcTBO. Takum
o0pa3oM, O caMOM TeJle HY>KHO 3a0bITh, MTOCKOJIBKY OHO - 3TO TOJIbKO TapMOHUYHBIN U
XOpOILIO MPUCHOCOOJICHHBIA HHCTPYMEHT, JBH)KEHHS KOTOPOTO BBIPAXarT HE TOJIBKO

JABIDKCHUA TEJIa, KaAK B THMHACTHUKEC, HO TaKXKXC U MBICIIU, U 9yBCTBA AYIIH.
(1914)

OBPA30OBAHUE U TAHEIL]
—Isadora Duncan, The Art, pp. 88-89. Education and The Dance.

[IIxosna TaHIa AOJIKHA UMETh JBE TJIABHBIE 1IeJI WK ABE MeuThl. OJIHON W3 HUX SBJISICTCS
"earth" [mouBa, cOBMECTHOE MpOKHBaHWE, KOMMYyHa], a Apyroil sBusercs "production”
[mponytiupoBanue, oO0ydeHue TaHily, TBopuecTBO]. IIpu dhopmupoBaHumM CBOEH IIKOJHI s,
IOpEekKJe BCEro, XOTela BHECTU [B OONIYI0 KOMWJIKY| 3TO CaMO€ Ba)XXHOE OTKPBITHE O
BOCIIUTaHUU peOCHKa, - He IS ONPEACIICHHON TPYIIbI AeTe, HO MPUMEHUMOE KO BCEM
NETAM B MHUpPE: TaHEll - 3TO caMmas €CTECTBEHHAs M KpacuBas MOMOIIb IJIs Pa3BUTHUS
pacTymero pebeHkKa, B TIPOLIECCE €ro IMOCTOSIHHOTO JIBIMKEeHMs. M Tonbko Takoe
oOpa3oBaHue SABIAETCS MPABUIBHBIM, KOTOPOE BKIIIOUAET B Ce0s TaHEll.

Korna s ocHoBasia mepByto mkoiry B 1905 romy, MHe ObuTO TObKO 22 Tonma. OCHOBHOM
OPUYMHON I BKJIAABIBAHUS BCErO0 MOEr0 KalWTalla, MEPBbIX IUIOJOB MOEro yclrexa, u
MPUHECEHUS] B JKEPTBY MOEH JMYHOM Kaphepsl B TO BpeMsi, ObIJIO B OIIYIICHUU
cocTpaZiaHusi OT HEJIOMIOHUMAHUS U MyUYEHUsI, YePe3 KOTOPhIE IPOXOIUT CPEIHUN peOEeHOK
paay COBpeMEHHOT0o 00pa3oBaHus. Most OCHOBHAsI TPUYMHA JJIs1 CO3J]aHUs ATOM MIKOJIbI HE
ObLJIa, KaK TyMaroT JIFOJU, HEOOX0UMOCTh 00y4aTh AeTel 11 TeaTpa. BmecTo 3Toro, B TO
Bpemsi, Korja s cama Obljja TMOYTH Kak peOeHOK, s MedTajla O BOCIUTAHUM U
(bopMHPOBAHUU BOKPYT MEHSI MOJIOJIBIX YYCHHKOB, KOTOpbIEe OyAyT BIOXHOBIEHBI MOEH
ujeei, OymyT *KUTh CO MHOW JIeHb 3a JIHEM, a 3aTeM OyAyT MOMOraTh JIaBaTh KaXIOMY
pebeHKy [OpoIycK| B MHUpP HMCKYCCTBa, YTO s Jaja UM camMuM paHee. s Kaxaoro
pebeHKka, 4YTO pOAWICS B LUBWIW30BAHHOM MHUpPE, JOKHO MPEIOCTABISITHCS
HEOTHEMJIEMOE MTPABO HA HACIIEIOBAHUE KPACOTHI.

Mou Teopun BCKOpE NMPUHECIU CBOU IUIOJABI. B TeueHwe 2-X JET ILIKOJIa MpeBpaTuiia
HEB3paUYHbIX, O0JIE3BHEHHBIX U IIOX0 00pa30BaHHBIX JIETEN B HACTOSIIUE (PPECKH, KOTOPHIS
npeBocxoawiu B ouapoBannu Ppecku Jlonaremno wim Jlyku nemra Po66ma. Het Hudero
0oJiee MPOCTOTO U MPSIMOTO, UMESI B BUAY JaTh MCKYCCTBO HapoOAy - YTO 3HAYUT JaTh
MPEICTABIICHUE O TEXHHUKU JUIsI pabodvero 4YeloBeKa, - YeM NPEeBPATUTh COOCTBEHHBIX
JIEeTEd B JKUBBIC IIPOU3BEIACHUSA HCKYyCcCTBAa. [[eTM MOEW IIKOJbl B pPAaHHEM BO3pacTe
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Hay4WINCh MeTh XOpbl Menaenbcona, Momapra, baxa u necau lllyGepra; ns Kaxaoro
pebeHKa, HE3aBUCHUMO OT TOTrO, M3 KAKOTO OH KJlacca, OYEBHUJIHO, €ClIi PEOEHOK MOET U
JIBUTAETCS K ATOW MY3bIKE, TO OH OyAeT MPOHUKATh B JIYXOBHOE IOCIaHUE BEIMKHX
MacTepoB.

U tak Obu10, epBOI OOJBIION 1EJIbI0 MOEH IIKOJIbI OblJIa colManu3alus U o0pa3oBaHue
[nereii]. Ho s Tak mpeycnena B nepenaye onpeAes€HHON 3KCIPECCHH AETSAM, 4To OypiKya
MPUBETCTBOBAJIM UX KaK HACTOSIINI (DeHOMEH, U ObLIIM TOTOBBI IJIATUTH OOJIBIITNE CYMMBI,
YTOOBl Pa3MECTUTh UX Ha CIIEHEe, U CMOTPETb Ha HUX yepe3 OMHOKIb. CKOJBKO pa3 s
BBIXO/IAJIA TTOCJIE BBICTYIUICHUS U 00BSICHSIIA: "DTO TAHIIYIOIIUE JETH, KOTOPHIX 51 00yuunsa
B MOEH LIKOJE, U OHM HE MPE3EHTYIOT ce0s Kak TeaTpajibHble apTUCTHL. 1 BbIBena UX
nepes; BaMyd IPOCTO, YTOOBI MOKa3aTh, - MOJO0OHOE MOXKET OBITh JTOCTUTHYTO C KaXKJIbIM
pebenkom. Temeps ke, naiiTe MHE CpeacTBa Il JalibHEHIIel pa3paOOTKH 3TOro
JKcIiepuMeHTa B emé OojplieM Maciutabe, U g OyAy Jajiblie J0Ka3blBaThb BaM, YTO
KpacoTa, KOTOPOW aruiofupyIOT CErofHs BEYEPOM, MOXKET ObITh CaMbIM €CTECTBEHHBIM
BBIPXKEHHUEM JJIs1 KaKI0T0 peOeHka B mupe."

Ho ang Toro, 4toObl OCYIIECTBUTH TaKOH OTPOMHBIM MPOEKT, ObLIO HEOOXOAMMO HUMETh
MOTeYeHrEe U MOMOIIb OT MpaBuTeNbeTBa. [locie Moero HampacHOTo oOpalleHusi KO BCceM
npaButTenbcTBaM EBponbl M AMepuKku, 8 TpuHsuIa npuriameHue oT CoOBETCKOro
IIPaBUTENILCTBA OCHOBATh KONy B MOCKBE.

MNMUCBMO K YYEHHUILIAM [o6paiiienne K mecTd TPUEeMHBIM T0UEPsIM |
—Isadora Duncan, The Art, pp. 107-108. A Letter to the Pupils.

[lokamyiicTa, HE MMO3BOJISINTE HUKOMY yO€IUTh Bac MbITaThCs TaHueBaTh [ebroccu. Ito -
TOJIBKO My3bika UyBCTB M HEe MMeeT HUKakoro coobmenus k [yxy. W 3aTem, Bce >KecThl
Jlebroccu HampaBiieHbl BHYTPh - U HE UMEIOT HUKAKUX YKECTOB, HAIMPABIECHHBIX HApYKy
Wi BBepX. S Xouy, yTOOBI BBl TaHIEBAJIN TOJIBKO TY MY3bIKY, KOTOpas MIET W3 AYIIU B
Beiciie cdepsrl. [louemy Ob1 HEe U3yunTh ctouTa baxa in Re? Bel momHuTE MOI TaHel Ha
Ty My3biky? Iloxanylicta, Takxke Bcerja Ipojaosikaite cBow uccieaoBanusi CeabMon
cuMmponnu berxosena u Cenpmoii cumdonuu Illybepra, u moyemy Obl HE CTAHIICBATH C
Koymnennom 7 menysToB beTxoBeHa, KOTOpble Mbl M3ydaiu B 4-M aBeHI0? U cumdonus
Mormaprta in G. U ectb nemnsiit Mmup Mo1apta, KOTOPOTO BBl MOKETE U3yUYHUTh.

[Torpysute cBOIO Mymry B O0xecTBeHHOE Oecco3HarenbHOoe. MauTe Tiiy0oKo BHYTPh HeE,
MOKa OHa HE OTJACT Baleu aymre cBoro TaiHy. IMEHHO Tak s Bcerja mbiTajaach BhIPa3UTh
My3bIKY. Mosi nymia Jo/KHa CTaTh €IUHOM C Hed, W TaHel OyJeT pOXKAEH U3 ITOro
00bsaTHSA. My3bIka ObUTa BO BCEH MOEH KU3HHM OONbIIUM BIOXHOBEHHEM M, BO3MOJXKHO,
KOT/1a-HUOYIb CTAaHET YTeneHueM, noo s mpoluia Takue yKacHble ToAbpl. HUKTO Tak U He
noHsu1, Korma s notepsuia Jlevipape u Ilarpuka, kak 60ab 3acTaBuiia MEHS BpeMs OT
BPEMEHU KHUTh MOYTH B Opeay. dDakTudecku Moil OeTHBIN MO3T OBLT Yalle CBEACH C yMa,
4eM KTO-TH00 MOXET 00 3ToM 3HaTh. OHO BpeMs, COBCEM HEJABHO, s MOYYBCTBOBAJA,
Kak OyITO sl MPOCHYJIACh OT A0Jrou auxopajaku. Korjma Bbl 00gymbIBaeTe 3TH TOlbl, TO
nymaete o [Toxoponnom mapiie Llly6epra, 06 ABe Mapusi, mpo Mckymienue, u 3a0biBacTe
T€ BpEeMEHa, Korja Mosi OemHas o0e3yMeBIIasl Myiia MbITajlach YHTH OT CTpaJaHUi, dTO
BIIOJIHE MOXET JaTh BaM BCIO BUIUMOCTb Oe3yMusl.
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S nocTturiia Takux BHICOKMX MUKOB, 3aJIUTHIX CBETOM, HO Y MOEH IYIIU yXe He ObLIO CUl,
YTOOBI )KUTh TaM, - U HUKTO HE MOHSUI Y>KaCHOU MBITKU, OT KOTOPOH s MbITaNach yOexKaTh.
OnHaXIbl, €CIU Bbl IOMMETE TOPE, TO BBl MOMMETE TAKKE U BCE, UTO s NMEPEKUIA, U TOTIA
BBl Oy/ieTe AymMaTh TOJIBKO O CBETE, HAa KOTOPBIN 5 yKa3ana, U Bbl OyJeTe 3HaTh, YTO €CTh U
peanpHas Aticenopa. Tem BpemeHem, paboraiite u cosnaBaiite Kpacoty u [apmonuto.
benHblii MUp HYKIAETCS B HUX, U C BAlllUMU LIECTHIO AYyIIaMH, UAYIIUM C €IMHON BOJIEH,
BbI MOXeETE co31aBath Kpacory u Banoxnosenue s HoBo# JKuszuu.

4 tak pana, 4to Bl paboTaere U 4TO BbI JtoOuTe 3T0. [TuTaiite cBoil nyx ot Ilnarona u
Hante, ot I'ere m Ilunnepa, Illexcnupa m Humme (He 3a0biBaiiTe, uto "PoxaeHue
Tparengun u Jyx My3biku" - 310 Mosa bubnus), maure BMecTe ¢ HUMH, OHM OyAyT
HaIpaBIATh Bac, U C CaMOM BEJIMKOW MY3bIKOW [B cebe], U Toraga Bbl MOXETE MOUTH
JAJIEKO.

Hoporue nertu, st 6epy Bac Bcex B Mo 00bsaTHsA. M 31ech monenyit ajisi AHHBI, U 3]1€Ch
omuH 1 Tepesbl, u oauH mis Mpmbl, W 3aechk nouenyil s ['perenb u OauH s
MaJIeHbKOW DpUKH - W mouenyi nis teds, goporas Jluzens. [laBaiite OyneM MONHUTHCA,
yTOOBl 3Ta paziyka MpHUHECIa HaM TOJbKO Oo0Jee BBICOKOE OOIIeHHE, YTOObI MBI
CTaHOBHWJIMCH BCE OJmke M ONMKe, - U TOr/a YK€ CKOpO Mbl CHOBa BC€ BMecTe OyneM
TaHIEeBaTh, 00pa3ysa XopoBo. Bes mos mo00Bb [BaMm].

(1918 nm 1919)

PUXAP BATHEP
—Isadora Duncan, The Art, pp. 105-106. Richard Wagner.

MHe kaxxkeTcsi, 4TO KOMITO3UITMU Barnepa He MOTYT paccMaTpHUBaThCs Kak paboTa OJJHOTO
XyJI0’)KHUKA WM KaK BhIpaXe€HUE OJHOU cTpaHbl. OHHU, CKOpee, - €CTh OYHT U BCE UyBCTBA
AIIOXH, BBIpAKEHHBIE TTOocpeicTBOM Puxapna Baruepa.

NMeHHO T03TOMY, Ka)KeTCs, TaK MEJIOYHO, MBbITAThCS OTKA3aThCs OT ATOM MY3BIKH BO
BpeMs BOWHBI, BCs pabora BarHepa mpoTekaeT uepe3 Kakayr Kalllo KPOBH B KaKJIOM
XYyJIO’)KHUKA MHUPA, U €r0 MOTYUYHUN PUTM YyKE€ CTall YaCThIO Ka)KJIOr0 Cep/lla KaXJAoro u3
Hac. [lockonbpky Baruep - Oonbliie, 4eM XyJOXHHK: OH - BEJIMKOJICTTHBIN JaTbHOBUIHBIN
MIPOPOK, OCBOOOUTEL UCKYcCTBA Oyaymiero. MiIMeHHO OH POJIUT HOBBIA COIO3 HCKYCCTB,
BO3POXKJICHUE TeaTpa, TpareJauu U TaHIa KaKk €MHOTO LIEJI0TO0.

OH OBLT MEepPBBIM, KTO MTOYYBCTBOBAJI TaHEIl, KOT/Ia POXKIAIach My3bIKa. ITO TaKKe U MOS
KOHIICTIITUS TaHIIa, ¥ 32 TAKOH TaHeIl s O0PIOCh B JIEITSIILHOCTH MOEH MIKOJIBI. [I0CKOIBKY,
B TJIYyOMHAX KaXXJIOH MY3BIKQIBLHON Tembl Barnepa OynmyT HalaeHBI TEMbI JUIS TaHIA: U
MOHYMEHTAJIbHAs CKYJBIITYpa, W JBHXXCHHE, KOTOPOMY TpeOyercs TOJBKO JIHIIb
0CBOOOKJICHHE U HOBAs KU3Hb.

OTO MMEHHO Ta My3bIKa, MPO KOTOPYIO KPUTHUKH HMMEIOT MPHUBBIYKY ToBOpUTh: "OHa
HamucaHa He JJid TaHIa'"; HO 3TO MMEHHO Ta MY3blKa, U3 KOTOPOM TaHEIl, Tak JO0JTO
peOBIBaBIINK O€3)KM3HEHHBIM B 3apOIbIIIe, poXKaaeTcs cHOBA. Ilo cpaBHEHHIO ¢ ATHUM,
HOBOPOJKJICHHBIM TaHIIEM, (hajIbIIUBBIC O3Bl OMEPHBIX TAHIIOPOB KAKYTCS HaM YEM-TO
BPOJI€ BOCKOBBIX (PUTYpP B MYy3€iX BOCKOBBIX (PUTYD.

Teatp OyneT >KUTh CHOBa BO BCEHl €ro cliaBe, TOJBKO KOT/Aa TaHEI[ CHOBAa 3aliMET CBOE
MCTUHHOE MECTO, - KaK COCTaBHAas W HEM30CKHAs YacTh TpareIu. ITO MOTOMY, S TaK
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CUMTAIO, YTO 51 KOTJIa-TO pEIIMIach CTaHIEBATh MO MY3bIKy Barnepa, - 1a, moToMy 4ToO o
KOTJIa-TO TOJHSUIa PYKH, BUOPUPYIOIIUE OT JKCTa3a, CIEXys TapMOHHYHBIM aKKOpJam
[Tapcudans.

Bbl moHMMaeTe Ty THTaHTCKYIO 3a7ady, KOTopas HaJO)X€Ha Ha Hac, MPEeXIe YeM Mbl
CMOXKEM HW3BJIEYb M3 3TOW MY3BIKH TO OOWIBHOE IBIIKEHHE, KOTOPOE AOKHO HITH
CIIEZIOM, - [OCYIIECTBUTH LIEJb -] BOCXUTUTENIBHOE pOKeHHe HoBoro TaHmna?

1921.

* MOCKBA -

MOCKOBCKHUE BIIEYATJIEHUS
—Isadora Duncan, The Art, pp. 109-115. Moscow Impressions.

(Ot mnucekMa O €€ TONBITKE OCHOBATh IIKOJY TaHIa NPU KOMMYHUCTHUYECKOM
rocynapctse B Poccuu coOpansl 351€ch, 4TOOBI MoKa3aTh dHTYy3ua3M A.Jl., e€ Hamexbl, e
METOJIbl 00YUYEHHUSI, U OKOHYATEJIbHOE pa3ouyapoBaHue, K KOToOpoMy oHa mpuinuia. CHavana
- OTKPBITOE MUCHhMO K AHIIMICKOM MPEcCe; OHO CYIIECTBYET B €€ COOCTBEHHOM MOYEPKE -
TaK, 4TOObl HE BO3HUKIJIO MBICIU MOJIyMaTh, OYJATO OHO OBUIO MPOU3BEICHO COBETCKOMU
nponaranjoi. Bropoe 06e3 aapeca, TpeThe MUCHMO Ha (PPAHITy3CKOM HAYHMHAETCS C
obOpamenust Jloporoi ToBapuir; yeTBeproe ABrycTuHy /lyHKaHy, ocTajgbHbIE, BUIUMO, K
COBETCKUM YMHOBHUKAM).

[TIucomo k Anenutickou npeccel

Ot1o npubsiTHe B POCCUIO - OrpOMHBII OMBIT, U 51 HE OTKa3alach Obl OT HETO HU B KAKOM
ciydae. Bot HakoHell CTpYKTypa, TOCTATOYHO MOTYIIECTBEHHAs, TJ€ S MOTy paboTaTh, U
BIIEPBBIE B MOEW >KM3HU 5 YYBCTBYIO, UYTO MOTY IpPOTSHYTh PYKH M JbIIIaTh. 3IECh
KQKJbI YyBCTBYET, YTO, BO3MOXHO, BO BTOPOW pa3 B HCTOpPHUHM, B MHUpPE BO3HHKJA
OospIIas cuiia, 4ToObl AaTh KaMUTAIU3MY, KOTOPbIH 0003HAYAEeT YyAOBUIIHYIO KaTHOCTh
U TOJUIOCTh, OJWH OOJbIIOW ymap. JIpakoH, OJUIETBOPSIONIUMN JIIOJ0CJICTBO U
AKCIUTYaTalHuI0 TPYJa, 3/1€Ch MOJYyYUSl CMEpTeNbHbId yaap. Kakoe mmeer 3HaueHue TOT,
KTO B 3aKJIFOUUTENBHBIX MYKax JIpaKOHA, pa3pylini Bc€ BOKPYr Hero? OTBaKHbBIM Tepoi,
KOTOPBIM TTOpa3ui JpakoHa, KOTOPHIN JI0 CHX MOpP JKHUBET, XOTS OCIA0JICH OT CMEpPTEIbHOU
O00pBbOBI, ¥ UMEHHO OT HETO POJAUTCS HOBBIN MHUP.

HoBb1li MUp, BHOBb CO3/IaHHBIM YEJIOBEUYECTBOM; Pa3pPyIIEHUE CTAPOr0 MUPA KJIACCOBOU
HECIPaBEeJINBOCTH, M CO3[laHHE€ HOBOTO MHpPAa PABHBIX BO3MOXKHOCTEW. DTO padorta,
KOTOPYIO KaXIbl BUIMUT 3/1€Ch, U 5 3/1€Ch JIJIsl 9TOM pabOThl, 1 OHA HATMIOJIHAET MO0 JYITy
OT PaIOCTH, ¥ TOPAOCTHIO, YTO S MPU3BaHA TOMOYB B €€ MEPBbIX IIarax B 00y4eHuu JAeTei.
bonpiiast mkojia HOBBIX CYIIECTB, KOTOpPhIE OyAyT JOCTOWHBI Hi€ajaM HOBOTO MUpA.
Coo011ecTBO MambYMKOB M JIEBOUYEK, KOTOPHIE OYIyT KUTHh B OOJIBIION IIKOJIE, YTOOBI
chopmupoBaTh OYIyIIMX FOHOMIEH U JEBYIIEK, KOTOPbIE CTaHYT MPUBEPKEHIIAMU
KommyHu3ma - Oyayiiero uaeainucToB.

Oromienn B MOpoOUUIOE CTapblil Hleall MOJIOJEKHU, C €€ OrPaHWYEHHOW Harpaaou
MOHOTaMHOM JTIIOOBU M €T0 y3KHM HJI€aJIOM CEeMEWHOW XU3HH KakK IIeJIb CYIECTBOBAHMSI.
bynymias mro6oBbs Oynet He "Mos cembs", HO "Bc€ demoBeuecTBO", He "Mou AeTu", a "Bce
netu", He "Mos cTpaHa', HO ""Bce HapoIbI'".

A camroTyro poxknennro Oyaymiero coobmecrsa MHTepHAIIMOHAIBHON JTIO0BH.
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[Ilucvmo nHeadpecosannoe]

MockBa, 6€3yCI0BHO, OJIMH U3 CaMbIX MHTEPECHBIX, €CIIM HE CAMbIil MHTEPECHBIN LIEHTP
Mupa cerojass. Jla, HeCMOTpsl Ha TPYJHOCTU U CTpaJaHus, 3/1eCh UCTOYHUK. S xoTena Obl
OBITh 3]1€Ch CETOAHS, 4YeM B JIO0OM, TaK Ha3bIBa€MOM, IMPOIBETAIOIIEM TOpojlie, U
CTpajaHusi, KOTOpbIE 51 HAOJIIOAAl0, KaKk MHE KaXKeTcs, [0 KpaliHel mepe, sBIsI0TCs Ooliee
KpPaCHUBBIM BBIPAKEHUEM, YEM HYBOPHUIIIU U COOCTBEHHUKHU UMYIECTBA, CAMOJIOBOJIbHBIE U
MepEeKOPMJIICHHBIE, €IyIIIUE B aBTOMOOUJISIX B MTOMCKAX YJIOBOJBCTBUS, KOTOPOE OHU PEJIKO
HaxondaT. [lycTs mpuxondarT ctoga, 4Toobl KOpMHUTH [10BOKBE - U OHU MOTYT HalTH CBOE
CYacThE B OTBETHOM 0JIar0IapHOCTH.

A npenckaseiBato, uto MockBa B Omnwkaiiiiee BpeMsi OyaeT HauOojee >KeIaHHBIM
ropoJIoM, CBOETrO pojaa IyXoBHbIM KioHpaiikoM. Ycranble XyHOXKHUKHU, HACATUCTHI,
WCKaTeIM HUCTHUHBI, - BCE OYIYyT CTEKaTbCid CIOJIa, K 3TOMY BEJIUKOMY HWCTOYHUKY
JyXOBHOT'O TPOCBeENIeHus Jiyis yenoBedecTBa. C Moeil CTOpoHBI, OyeT MO€ UCKYCCTBO, C
KOTOPBIM 51 pOJIMJIACh, U B KOTOPOM, 5 3HAI0, HY>)KAAKOTCS BCE IETU MUPA, U I HAJECKOCh, UTO
JlaM €ro 3/1eCh ATUM JETSAM, KOTOPhIE CTPAJAa0OT OT HEJOCTaTKa BCeX MaTEepUaTbHBIX OJar.
S mam uM 310 Benukoe J[yXOBHOE COKPOBHILE MOEr0 HCKYCCTBAa, HE 3alMCAaHHOTO B
KOMUSIX U KapukKaTypax, KOTOpble ObUIM CJEJIaHbl U3 HEr0, B IIKOJIAX, MapaJn30BaHHBIX

Teopuid W YOWUTHIX cucTeMoW JlambKpo3a M TMOJOOHBIX, - HO 3TO €CTh HMCKYCCTBO
CIIOHTAaHHOE W HMCTHHHOE, M bor mam ero MHe, kKak cka3ail YoiT YHUTMEH, "M3 CBOMX
cooOpaxeHuit".

[IIucomo /opocou Tosapuwy]

Benukonennas uaes - naBaThb MY3bIKY ISl JIIOJIEH, - Mbl MOKEM OCO3HATh, YTO MbI
notepsuin? S Buaena 31ech JIIOAEH, KOTOPBIE CIYIIAIOT MY3BIKY TOJIBKO B IIEPKBSIX, U
My3bIKa TaM OY€Hb KpacHBa, HO CMeEIIaHa C Takoil OOJBIION YaCThIO MEJIKOTO CyeBEepus,
4TO 3TO OOJIee BpeAHO, YeM 1mose3Ho. [louemy Obl HEe UMETh OOJNBINION TeaTp, KyAa JI0au
MOTYT CBOOOJIHO BOWMTH, KaK B IIEPKBH, 03 OUJIETOB, MO KpailHE Mepe, B BOCKPECEHbE
nocyie obea U BedepoM; e MOKHO OblIo Obl JaTh moApsia 6e3 mepepbiBa cUMQOHUU
berxoBena, my3piky Barnepa, baxa, IllyGepra u T.1., W Trae BCe JIETH MOIJIM Obl
TaHIIEBAThL?

[ITucomo k Aseycmuny [lynkany]

S 31eck, B HacTosIEee Bpems MorjoiieHa paboToil, Bech JeHb, BbIOMpas TalaHTIMBBIX
JIeTel U3 COTEH U COTEH, KOTOPhIE MOAAIN 3asgBJICHHUE. BRITISIUT Tak, Kak OyJTO BCE IETU
B Poccum 3axoTenu mnpuexatb B 3Ty HIKONY, U OYEHb TPOTaTEIbHO BUIETh PBEHHUE ATUX
JeTel, U UX JKEeJaHWE y3HaTh YTO-TO KpacuBoe. S aymaro, 4To, B KOHIE KOHIIOB, y Hac
Terepb ecTh oOemanHas Imkona. S garo mpencraBieHue 7-ro HOsOps, B boibmiom
OnepHoM Tearpe mia KOMMyHHcTHUeckou ayautopuu: lllectyo cumbonuio u
CnaBsiHckuil Mapm YailkoBCkoro. YcioBHsl 3/1eCh M3MEHWIMCh; BCE MecCTa B TeaTpax
Tenepb IiaTHeie. Moil KoHIEepT OyneT eAMHCTBEHHOW paboTol, KOoTOopas HaeTcs STOu
3uMoi OecriaTHO uist mrofeit. S mpoObina 3meck 3 Mecsa; y Hac yKe eCTh IIKOJa C
JIBYMsI CTYIMSIMH, B PO30BOM OKpace OJHa, U CUHSS - C 3aHABECSIMHU, KOTOPBIE 51 IPUBE3Ia
u3 [lapwxka. ¥ Hac ecTh KpoBaTH JJIs CTa JETEH, a IO COCENICTBY OOJIBINON 3al, T/e g1 Oy1y
YUYUTh MSThCOT AETEN KaXbIH JI€Hb.

VYaunel MockBa cerogns - kaptuna u3 necHu «Otkpseitas Jopora» Yonra Yurmena. On
ObLT TIEpBBIM OONTBIIEBUKOM. $I HUKOTZIa HE yCTaBajia OT TOJIBI Ha ynumax. JKuBomucen
Hamien Obl MPEeKpacHbIE BO3MOXKHOCTH 37IeCh - JKM3Hb M IBET B OOJIBIIOM MacmiTabe.
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Craiixen Obul Obl BHE ceOs OT pajocTu. BbI TOMKHBI CKa3aTh €My, 4TOOBI OH IMpHUeXxall
CIOJ1a.

TearpanbHas )XU3Hb B MOCKBE SBIIIETCA CaMOM IPOIPECCUBHOM M MHTEHCUBHOW. EcThb
IBa WIK TpU XYyJ0KECTBEHHBIX T€aTpa ¢ TAKUMU (QYyTYPUCTUUECKUMU UICSAMHU, YTO Jaxe
CraHucnaBCcKuil KaXeTcd JTOBOJIbHO CTAapOMOAHBIM, HO OH - BCE €IIE caMblii BEJIUKUUI
XyJO)KHUK M3 BceX. B uerBepr Houbt0 Mbl yBuaenn Canomero Ockapa VYailnpaa B
KamepHoM Tearpe, rae OHM MOJArarOT, YTO KaXAbld aKTEp JOJDKEH OBITh TaHIIOPOM,
MEBLIOM, aKTEPOM NMAaHTOMUMBL. OHU UMEIOT CUM(POHUYECKUI OpKECTp, U OJHOBPEMEHHO
MOTYT TaHIIEBaTh, ME€Th, JEKIAMHUPOBATh, - BCE B OJHOM. D((PEKT HECKOIBKO KUTAUCKUI,
TOJIbKO 0e3 kuTaiickoi ganTtazuu. IIpexkpacHbie 11BeTa, popMbl, 3aMeyaTEIbHbIE CBETOBBIE
3¢ (PeKThl, OTHOCUTENBHO KpacuBbIE Tella; €IUHCTBEHHOW KPUTHUKOW, KOTOPYIO S MOTY
1aTh, SABJIAETCS OTCYTCTBHEM TOHKOCTH U BOOOpa)keHUs, U BCE ciielyeT 0ojiee U3BHE, YeM
M3HYTpu. Takxke ecTb NPOTHUBOPEUHME MEKIAY CUMBOJIUYECKMM JKECTOM M HWHBIMU
MOMEHTAMHU TIOJIHOIO peajn3Ma - Kak Tornaa, korga CanomMes: BBITUPAET MOJ T'OJIOBOU
Noanna Kpecturensa. S pemmna, 4To OHM HE COBCEM 3HAKOT, SBISIOTCA JIM OHHU
CUMBOJIICTAMHM WJIM peaJUCTaMH, HO s BOCXMTHJIACh OTPOMHBIM 00bEMOM pPabOTHI U
YCWIMSIMH, KOTOPbIE OHU, OYEBUAHO, MPUIIOKWIA. DTO 3aMEYaTENbHbI apXUTEKTYPHBIN
TeaTp, MOCTPOCHHBIM B TOM ke Maciitade, kak belpyt.... Ho s He omo0psiio 3aeniHuit
OObI4ail OTUYXACHHS MYOIHMKH; - 3TO JIENAeT CIUIIKOM OOJBIINM pa3/ielieHue MEeXAy
akrepamMu U myonukoil. MHe KaxeTcs, HAo0OpOT, cieayeT paboTarb B HalpaBlIEHUU
TeaTrpa, rjae myOiauka OyJeT ydacTBOBaTh BCE Oouibllie U OOJIbIIE B UCIIOIHEHUH, U J1aXKe B
BO3MOXKHBIX OTBETHBIX PEAKIIUSAX, B IEHUU XOpOB M T.J1. [lyOnnka 31ech KaxkeTcs COBCEM
MEpPTBOM, U HA Pa3IMYHBIX KOHLEPTaX, HA KOTOPBIE 51 TAKXKE XOAMWIA, S THIETHO HUCKaja
BEJIMKOTO SHTy3HMa3Ma IyOJMKH, 4YTO ObUI /0 BOWHBL. A BeAb JHTY3Ma3M NYyOJIUKU
HEOOXO0IUM, YTOOBI J1aTh KU3Hb XyI0KHUKY.

MpbI yke uMeeM IIeCTh aMEPUKAHCKUX YYEHUKOB, TPU AHTIIMMCKUX U JBa (DPaHIy3CKUX
YUYE€HHKA, TaK 4TO Bbl BUAMTE, - LIKOJIA ABJISIETCA MEXKIYHAPOIHOM.

[ITucomo x Cosemckomy npagumenvcmay]

OTHUM JIETOM JIETH MOEM HIKOJIbI, KOTOPHIE KWW U YYWIUCh 3/1€Ch B TE€UCHHUE 3-X JIET, B
CaMBIX TPYIHBIX OOCTOSITENbCTBAX, OONPO BBIHOCA >KW3HEHHBIE TPYAHOCTH, IPOBEIU
oOmiee coOpaHue W Pelniiv, 4YTO, HECMOTPS HAa TO, YTO OHU HE UMEIH MaTepHUalbHBIX
oorarcTB J0OOr0 poja, OHM BCErJa YyBCTBOBAJIM IMOTPEOHOCTH JaTh CBOE HCKYCCTBO
apyruM. OHU PELInIU, YTO OHU CO30BYT COOpaHUE THICSUM JeTed pabouyux M HaydaT UX
HckyccTBy, KOTOpOE /1a7i0 camo ce0e HOBYIO JKU3HB KPACOTHI.

CobOpanne mpoxommio Ha OoJnblIoi crnopTuBHON apeHe KpacHoro cramuona, BO TiiaBe
Kotoporo HaxoauTcs ToBapui [loasoiickuii. C momorsio ToBapuiia [loxpoiickoro OsuH
OpraHM30BaHbl KJIAcChl, U KaKJbli JIeHb 1ocie o0ea, B TEUEHUU 3-X MOCJIETHUX MECSIIEB
ATOrO JieTa, Haml XpaOphlii HEOONBIION KJIacC M3 COpoKa 4eloBeK, oOydan TaHIEBaTh
COTHH JICTEN.

Jletu, KOTOpBIE IPUEXAIN HA IEPBYIO BCTpeuy, Oe/iHble U ciaadble, KTO CHavaja MOr e/1Ba
I UATH WIM TOpbIraTh, WM MNOAHATH PYKHM K HEOy, NMpeoOpaswiiuch MOJ BIUSHUEM
BO3/lyXa, CBETa, My3bIKM M pPaJOCTH TaHLA, NIPENOJABAEMOr0 KM HAIIMMHU IOHBIMU
nuoHepkamu. X KOCTIOMOM SIBJIsUIaCh MPOCTast TYHUKa 0€3 pyKaBOB U JOCTAIOLIAs TOJIBKO
710 KOJIEH.
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JIBM>KeHUE - S3BIK, CTOJIb )K€ CHJIbHBIM W BBIPA3UTENIbHBIA, KaK W ciioBa. Sl HE Moria
OOBSCHUTH STUM JIETSAM CBOU YPOKH B CJIIOBAaX, HO 5 TOBOPUJIA C HUMU SI3bIKOM JIBUKCHUH,
U OHM, UX OT3BIBUMBLIM JBIKECHHUEM, IMOKA3bIBAJIM MHE, UTO OHH IOHSJIH.

"JleTu, MOJOKUTE PYKH 3/1€Ch, KaK U S, Ha TPYAH, TOUYBCTBYHTE KU3Hb BHYTPH CEO0sI; 3TO
newxkenne o3HayaeT YEJIOBEK - u getu xopom otBetmnu: "Chelovek"; a Temeps,
MOAHUMUTE PYKH MEIJIEHHO BBEpPX W HApyXKy K HeOy, 3TO JBHIXKCHHE O3HA4yaeT
BCEJIEHHAA; - Hetu xopowM, "Vselennaya". I1o3BoibTe BalliuM pykam ynacTb MEIJICHHO
BHMU3 Ha 3EMIJIIO - u xop otBetnn "Zemlia". Tenepb, NpOTIHUTE PyKU KO MHE B JIIOOBH,
sto o3HayaeT TOBAPUII] - xop, "Tovarisch"".

S nabmrofana 3TU COTHHU TaHIYIOIIUX JeTeil. MIHorga oHM HamoOMHMHAIM TOJIE€ KPaCHBIX
MAaKOB, KQUarolIUXCsl Ha BETPY, B JAPYTUX CiIydasX, BUAS MX, MUYALUICS BIIEpE]l BMECTE,
Kbl 4YyBCTBOBAJ, YTO OHU OBUIM OPJOW MOJIOABIX BOMHOB M aMa30HOK, TOTOBBIX
cpaxatbcs 3a uaeainsl Hoporo Mupa.

Ho nydiie Bcero ObLT SHTY3Ua3M M CYACThE CaMHX JeTel - KaKk UM HPaBUJIIOCh oOpamiaTh
CBOE cepjille U AYIly B KpacMBOE€ JBIDKCHHE; M KOTJa K TaHIy Oblja J00aBjieHa TMECHS,
Ka3aJI0Ch, YTO BCE UX CYIIECTBO ObLIO MOJHATO B BOCTOPTre MOJHBIX U PaIOCTHBIX PUTMOB
MOJIOJIOCTH.

S ¢ moureHWeMm, XO4y JOHECTH [0 BaIllIETO CBEACHMS, YTO MOS IIIKOJA SIBIISIETCS
€UHCTBEHHBIM XYJI0’)KECTBEHHBIM JOCTHXKEHUEM, C(HOPMUPOBAHHBIM MPU KOMMYHHU3ME,
KOTOpasi MOCTOSIHHO, YePe3 MEHS M 4epe3 MOMX YUECHUKOB, MPOOYKIAET BO BCEX ropojiax
Poccun cepneunbiii, MOUIMHHBIN YHTY3HUa3M pabo4uX, UX KEH M UX JeTei. S TaHieBana
CHauajia B OJMHOYKY, a MOTOM M C MOMMH YYEHHMKAMHU [Jid IIaxTepoB B baky B uX
cOOCTBEHHBIX TeaTpax U JUIsl UX JIETEeH; JJIsi KOMMYHHUCTOB BO BceX Tearpax Poccum, u s
nereit Jlennnckoro ['ocynapctBa [Hem. Lenn Staat] 3a npenenamu KueBa, HE OJHaXAbI, a
MHOTO pa3, 0€3BO3ME3/IHO; W BCE ITO BpeMs 5 OIUIaYMBaJla CBOUM PACXOJbI C MOETO
JaCTHOTO OaHKOBCKOT'O CYE€Ta, BBIPYYEHHOIO OT TMPOJaXh MOeH COOCTBEHHOCTH BO
OpaHuu.

4 Oplna BeIHYXJIeHA TOKUHYTH 3Ty LlIKomy m3-3a OTCYTCTBUS KaKOW-THOO MOIAEPKKH CO
ctopoHbl COBETCKOTO MPaBUTEILCTBA BOOOIIE, B TO BPeMs Kak s BHJENA JIPYTHUE IIKOJIBI,
KOTOpBIC HE MOJHUMAJIM HUKAKOTO SHTY3Ha3Ma cpeau padoumX, U YbM TEHJCHIIMH OBbLIN
OTKPOBEHHO HE3JOPOBBIMH U JICKAJCHTCKUMH, HO KOTOpBIC OBUIM TOJJEP)KAHBl ITHUM
MIPaBUTEIILCTBOM, TEM CaMbIM, KOTOPOE OTKAa3aJ0Ch IOMOYb MHE B MOEl padoTe.

Korna netn moeii Illkonsl TaHmeBanu mepen paboOuyMMM, T€ BCTAaBAJIM U KPUYAIH OT
panoctH, 1 moueMy? IloTomy 4TO, MOM JeTH caMu OBLIM JETHbMH paboYMX, U TOTOMY, YTO
sl HAy4ujia UX BBIPAXKaTh, B IPOCTHIX U €CTECTBEHHBIX JIBUKEHUAX, TEPOUUECKYIO0 00phOY 1
HJeaabl, KOTOPhIE POXKIAIUCh B UX KpoBH. [loaTOMy Kakmplii pabodmii MOT TOHSTH HX
HckyccTBO, M 10Ka3aTenbCTBO 3/€CHh TO, UTO MO IIKOJIA, TENEph TaHIyromas B Kurae,
cpazy ObUIa TIOHSATA W TpU3HAHA KHUTAWCKUMH pabounMu. OHHM BBIpa3sWiId JKCIIaHUE
MpenoaaBaTh 3TOT TAHEL[ CBOUM JCTSIM.

[IucekMo 00 3TOM - 3TO NEPBOE CJIOBO, KOTOpBHIE S YCIbIIIajga O IIKOJIE B TEUCHUU
nociaeHuX 6 MecsAleB U IMepBOe H3BeCcTHE, KoTopoe s moiayuuia B Kurae. S xouy
BO3pa3uTth, 4To 3Ta lllkosa, KoTOpytO s co3pana, >KEPTBYSI MOMM COCTOSSHUEM W TaKkKe
JUYHO, W Oylarogapsi KOTOpPOM s ObLla €CTECTBEHHO OOWKOTHpPOBAaHA BCEMH CBOUMU
OBIBIIMMU JPY3bsIMH M 3pUTEIsIMH B EBpome, Tenmeps JODKHA YHTH M3 TIOJ MOETO
KOHTPOJISI B PYKH YaCTHBIX CHEKYJSIUM. Te KepTBbI, KOTOPHIE S MEpeHecaa, 1 cAeiana ¢
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YI0BOJBCTBUEM, 32 JIEJI0 HApOa; HO KOrJa JIeJ0 AOXOJIUT JI0 IKCIUTyaTallud MOEro Tpyaa
YacTHOW opraHu3alueil, 0e3 MOero coBera - U s mpoTecTyto! DTO - 3KCIUTyaTalus MOEro
UCKYCCTBa, KOTOPOW s HE MOIJIa OXUJaTh, IoJjlaras, YTO IJIaBHOE HAaMEPEHUE MOEro
BU3UTa B Poccuio cocTosyio B TOM, 4YTOOBI yOexaTh OT BCEM TakoW SKCIUTyaTaluu
HckycceTBa, 3a kotopoe Coserckas Poccus ocyauna Espony B 1921 rony.

ToBapum JlyHnawapckuii nmucan o Moed mikose: "Aicegopa JlyHkaH XxoTena AaTh
€CTECTBEHHOE W KpacuBoe 00Opa3oBaHHE KaxxaoMmy peOeHky. bypikyasnoe o0miecTBo,
OJIHAKO, HE TMOHUMAJIO 53TOr0 M BBICTABISIO €€ YYEHMKOB Ha CLEHe, YTOoObI
AKCITyaTUPOBATh UX 3a A€HbI'M. MBI 3HaeM, Kak JeicTBOBaTh NO-APYroMy".

4 cnpammusaro, koraa?

1921-1927.

PASMBIIJIEHUS, TIOCJIE MOCKBBI
—Isadora Duncan, The Art, pp. 116-120. Reflections, after Moscow.

Brw1 npocute MeHs nath cBou BnevatTiaeHus o CoBetrckoi Poccuu. Bl nerko moitmere, 4to
HE BCe JIIOJM, KUBYIIME B Poccuu, BUIAT OJUHAKOBO COOBITHSI TaM IPOUCXOASIIUE.
HcTtuHHBIE KOMMYHUCTBI, T€, KOTOpPbIE HUIyT Ha KpallHUE MephI, Kejnas BHUAECTh PaBHbBIC
BO3MOHOCTH U CUHACThE JJISI BCEX, HA CAMOM JIeJIe, KENaT BUJETh IBEPb OTKPBITOM sl
Tpyasimuxcsi Oyaymiero; B TO BpeMs Kak Oyp)Kya, UMes B IPOILJIOM OJIaromoJy4yHYIO
KU3Hb B TOMCTUYHON O€30MacHOCTH U KOM@OpTe, MOTYT U XOTAT BHJETh TOJBKO T€
M3MEHEHHs, YTO OHU Ha3bIBaloT "kKoHer Poccun'.

Bcerna Benukue apTUCTBI MMENM 3Ty MEUTY: CO3/1aBaTh CBOE MCKYCCTBO ISl BCETO
yesjoBeuecTBa, s moaeil. K coxkalneHuto, AJis Hallero BPEMEHHU, 3Ta MeuTa HE MOKET
CTaTh PEAIbHOCTHIO, IOTOMY UYTO B KaXJIOW CTpaHe, IJie OHA MOXXET OBbITh peaju30BaHa,
OHM HMMEIOT Tepea co0oi Bcerma BcE Ty ke MyOJNMKY, KOTOpas CIOCOOHAas yIUIaTHTh
TpeOdyemMyro IeHy 3a Xopolnre Mecta. Bce cTyneHTsl U Te, KTO mobeaHee, - Te, 4ei ayX
NPU3BIBAET UX K NPEKPACHOMY, - MOYTH IOJTHOCTHIO JIMIIEHBI BO3MOXKHOCTH BHJETh
paboThl apTHcTa; JMOO, €CIIM HWHOTJA OHU JICHCTBUTEIBHO IOJYYarOT YAOBOJILCTBUE
HACIaXJIaThCsd MM, TO OHU JIOJDKHBI CHJCTh Ha TaJepke, Ha "HErpUTSHCKOM HebOe", rie
aKyCTHKa OOBIYHO OUYCHB IJIOXA M BUJI HA CIICHY MCKaXKEH.

S Bcerma BoiHOBAJach MO ATOMY MOBOAY. MIMEHHO mo3TOMy, B HAJEkKIE YBUACTbH, UTO
MOS M€UTa, HAKOHEIl, CTAHOBUTCS PEaJIbHOCTHIO, 1 TOBEPHYJIACh B CTOpOoHY Poccuu, koraa
CoBeTcKoe MPaBUTEIBCTBO 3asIBUJIO, YTO OHO COOMPAETCS OTKPBITH TEATP BCEM JTFOJISIM.

B 1905 rony B bepnune s yxe monpoOoBaia SKCIEPUMEHT MPEJOCTABICHHS KOHIIEPTOB
JUIS paboumMx. DTH OMBITHI OBLIM BEeChbMa YCIHENMIHBIMH. Sl Hamuia cpeau 3THUX IMPOCTHIX
JIIOJICH TporaTelibHYIO OLIEHKY, KOTOpas JI0Ka3biBaja, 4YTo s MPUHECA B UX KU3Hb HOBBIU
OTIBIT CBETA M KPACOTHI.

Oto ObLIO TOrAa, Korga si ocHoBaia B bepinuHe mikony, OecuiaTHYIO i JeTel
TpyasImuxcsi. Mo# IJIaH COCTOST B TOM, YTOOBI pa3BUTh HEOOJBIIYIO TPYIIY YYCHHUKOB,
KOTOpbIE JIOJDKHBI TO3KE CTaTh YUMTEISIMHM JJI1 MaJbUMKOB W JICBOUEK M3 pabodero
Kjacca.

Hwu onHO mpaBUTENBCTBO HE MPU3HAIO LEHHOCTh MOEH IIKOJIE, WK KPACOTYy MOEU UJIEH.
Jlaxke MOM YYCHUKH, Yepe3 HEKOTOpOoe BpeMs, ObLIM Tak IpeoOpa3oBaHbI OOyYCHHUEM,
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KOTOpOE s Jlajla UM, YTO OHM Hayaldu CYUTATh CeOsl CaMbIMU TaJaHTIUBBIMU apTUCTAMU,
TaKk, 4TO OHU 3a0bUIM CBOI0O MHCCHUIO W TOKUHYJIW TpYMMy, 4YTOOBI CII€IOBAaTh 3a
HUMIIPECApUo, KOTOpbIE OBUIM TOTOBBI AKCIUTyaTHPOBATh UX M OpaTh MX B KOHIIEPTHbBIC
TYpBI IO BCEMY MUPY.

[Tocne msTHanuatu JieT pabOThl U 3a00ThI, s OOHApPYXWIA, YTO S JOJKHA HAYMHATH
pemaTh CBOIO 3a/a4y CHOBa M cHOBa. OJHA TOJILKO MOJIOJasi JIeBYIIKa OblIa BEpHA MHE,
MPEIINOYTA OCTaThCS BEPHOM TE€M HAAEXKJam, 4To g BiOXwia B He€. OHa mocneaoBaia 3a
MHOM B MOCKBY, T'Jie OHa ceiiuac HaXOUTCsI, HAIIPaBJIsis MO0 IIKOJTY JUIsl pabouunX.

Jlronn HHMKOrAa HE MOHMMAJIM MOI0 HUCTHUHHYIO Lelb. OHM Jymand, 4ro s XOTela
chopMUpOBaTh TPYIIY TaHIOBIIMKOB, YTOOBI BRICTYNATh B Tearpe. KoHEUHO, HUYTO HE
ObLTO Tak OoJiee Jalieko OT MOUX MbIciel. [lanekas OT kenaHusi TOTOBUTH TeaTpabHBIX
TaHIIOPOB, 5 TOJBKO HaJesIach 00YUYUTh B MOEH IIKOJIE ONpeIe]ICHHOE KOJMUECTBO JIETEH,
KOTOPBIC MOCPEACTBOM TaHIIa, MY3bIKH, MI033UU U MECHU BbIpa3Wind Obl YyBCTBA JIIOJCH, C
M3AILIECTBOM U KPACOTOM.

VBoi! [ToTpeboBaioch 04€Hb KOPOTKOE BpeMsi, UTOOBI y3HATH, YTO 51 HE MOTY BBITIOJIHUTH
9Ty paboTy 0Oe3 MOCTOPOHHEH MOMOIIM; W s JOJDKHA Obljla HAWTH MPaBUTEILCTBO,
JIOCTATOYHO TMPOCBEIICHHOE, YTOOBI MOJAJEepKaTh 3To. S moexana MOCIeNOBaTEIbHO B
Amepuky, @paHunio, AHIIMIO, ['penuio, 1 HU OJIHA U3 3TUX CTPAH HE MPEIOCTABUIIO MHE
nomoIbk. BriojiHe ecTecTBEeHHO, YTO s OJDKHA Oblia oOpaTuThes kK CoBeTaMm, Korja OHU
OoOBSBUIM O TUTAHE CO3/JaHUs TeaTpa, OecruiaTHOro Jyisi Bcex. He Obulo M 3TO MOWM
€MHCTBEHHBIM CIIOCOOOM, MOEH YHUKAJIbHON BO3MOXXHOCTBIO CO37]aTh CBOIO IIKOJY
IPaKTUYECKH ?

B 1921 g momarama, 4yTo MOsl MeuTa JAEUCTBUTENbHO oOpena (HopMy, MOCKOJIBKY MpH
npuObITH B MOCKBY s Halllla, YTO TeaTpbl, HA CAMOM JIeJie, OTKPBITHI ISl BCEX, W
3anojgHeHbl paboynMMu Ha Kaxaom crekTtakie. Co cBoel CTOpPOHBI, S Jajla HECKOJIbKO
KOHIIEPTOB TMepej ThicsiuaMu OeIHbIX Joaeid. Y MeHs Obuta pajgocTh abCOIIOTHOTO
BbIpa)KEHUS. BriepBble B MOEH apTUCTUUECKON Kapbepe, MHE Ka3alloCh, YTO TOPHU30HT
pacmpuiIcs.

DTa HaJexXJa JUIWIACh HENOJNro, Tak Kak B 1922 roay, ¢ U3BMEHEHHEM MOJUTHYECKOTO
KOHTPOJIS, BCE MEUTHI apTUCTA AaBaTh UCKYCCTBO OECIUIATHO ISl pabounx ucyesnu. Teatp
CHOBA CTaJl KOMMEPYECKUM TPEINPUATHEM. XOTS KOHIEPTHI ObUTH CBOOOJAHBIMU, MHOTHE
apTUCTHI JKaJOBAINCH, YTO paboyue HE MOHUMAIOT Mpou3BeleHus beTxoBeHa, U YTO HE
MOHUMAasT WX, OHM OBUIM HE B COCTOSHUU CHYyIIaTh KX THUXO0. OTO MPOU3OIILIO
WCKITIOUNTEIBHO H3-3a CIMIIKOM PE3KOTO M3MEHEHHs o0pa3a MX KH3HU OT KaTOPKHBIX
paboT, K caMbIM BBICOKMM BEpIIMHAM HCKyccTBa. YUTOOBI pa3BUTh BKyC pabouux,
HEO00XOJMMO HAaYMHAThH C CAMOI'0 Hayala - TO €CTh, C IETbMHU.

JleTn Moel MIKOJbI, B BO3pacTe 4 Win 5 JET, YTOOBI HAYYUTHCS IBUTATHCS B TAPMOHUU C
putmamu llybeprta niam Mouaprta, wim B MeHy?Tax beTxoBeHa, mpruoOpeTaroT MOCTENEHHO
1 06€3 yCHINA BKYC K 9TOW MY3BIKE; ¥ C IPUPOJTHBIM HHCTUHKTOM OHU y4aTCs YyBCTBOBATH
pa3Iuure MEXAy MPEeBOCXOAHON MY3BIKOW U MY3BIKOM IIJIOXOM.

Jng HuUX, KpomMe€ TOro, 4acto MPOBOJITCA IOCEHICHUS MY3€€B, IlI€ UM IOMOTar0T
OOBSICHEHUSIMH, U OHU OYEHBb OBICTPO MOHUMAIOT OJIATOPOJICTBO ETHIETCKOM, TPeYecKOn
WM COBPEMEHHOW CKYJbNTypbl. HeumsmeHHo, mo uX BO3BpPAlICHUIO B IIKOJY, OHU
MBITAIOTCSI BOCCO3/1aTh PA3JMYHbIE JABUMKEHUSI CKYJIBINTYPHBIX (QUIYp, W YacTO OHHU
HaXOJsIT YTO-TO OYEHb KpacuBOE TakuM o0pa3om. brmaromapsi sToMy eXeaHEBHOMY
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OoOy4EeHHI0O CKPOMHBIE JeTH padodyuMX caMU CTAHOBSTCA MPOU3BEIICHHUS HUCKYCCTBA,
KOTOPBIE UX POJUTEIN MOTYT MOHSTh, U Y€pe3 KOr0 OHM MOTYT Y3HATh U JIOOUTH TO, YTO
€CTh KpacoTa U U34IIECTBO - OJHUM CJIOBOM, TO €CTh ONIBIT UCKYCCTBA.

OO0pa3oBaHre MOJIOAECKH SBIAECTCA €AMHCTBEHHBIM CIIOCOOOM, YTOOBI IPUBUTH paboueMy
KJIACCY BKYC M NMOHUMAaHUE. DTO OJHA U3 BEJIMUKUX HUCTUH, Y€MY HEBO3MOXXHO HAy4YUTh
pebeHKa ¢ MOMOIIBIO CJIOB, TO OyIeT JIETKO y3HaTh 4epe3 s3bIK JBMKeHus. [lemaroru
pEIKO TMOHUMAIM HEOOXOJAMMOCTh TPEHUPOBKHM Tena pebeHka. Hemerkas u miBeackas
TUMHACTHUKA MPEANoJaraeT TOJbKO Pa3BUTHE MYCKYJIOB; OHU MIPEHEOPETAOT MpaBUIbHBIM
COOTHOIIIEHUEM JlyXa U Tena. S mpuHsiga B KaueCTBE OCHOBBI JIJII MOETrO MPENoIaBaHuUs,
4TO peOCHKY HHMKOT/Ia HEJb3s JlaBaTh JIBUKEHUE, KOTOPOE, B TO K€ BpeMs, HE ObLIO Obl
BbIpa)KEHUEM Jaylid. PeOeHOK MOoKeH TaHIeBaTh TaK JKE€ €CTeCTBEHHO, KaK pacTeT
pacteHue. BHyTpeHHssl ciiia JOJKHA BBIUTH HA MOBEPXHOCTh U HAWTHU CBOE BBIPAXKECHHUE.
Ho B coBpemeHHOl rMMHAcTHKE BCE HAOOOPOT: CUJia M3BHE HAIMPABIACT JBUKECHHUE O]
KOHTpoJieM BoJini. Kaxk1oe )KkuBOTHOE B IPUPOJE JABUKETCS B TAPMOHUU C YHUBEPCAIbHBIM
puT™MOM. U TOJIbKO YeIOBEUECKUM peOCHOK HAaXOAUTCS IMOJI KOHTPOJEM HEECTECTBEHHBIX
JIBHDKCHU.

C MoMeHTa ocHOBaHUsI Moei mkoJibl B 1905 roay, moBceMecTHO, IO BCEMY MUPY, ObLIN
chOpMUPOBAHbI THICSIYM IIKOJI, KOTOPhIE KONMUPOBAIM - WM JyMaldd, YTO OHU
CKOIUPOBAJIM - MOI cucteMy. Bce oHu crenanu ogHy (QyHIaMEHTaIbHYIO OMIUOKY: Y
MEHSI HET CUCTeMbl. MOsI €IMHCTBEHHAs 1I€Jb U MOE €IMHCTBEHHOE YCUJIUE COCTOSIIM B
TOM, 4YTOOBl TPUHYIUTH pPEOCHKA KaXIblii JE€Hb pacTH U JBUTaThCS COTJIACHO
BHYTPEHHEMY HMIYJbCY; TO €CTh, B COOTBeTCTBUM C [Ipupomoii. Ho Bce 3Tu mIKOJIbI
c/eNlalii TUIMMYHYIO OIIMOKY pacceyeHus ABMKEHUI peOeHKa, U YKJIaJbIBaHUE JIBUKECHUN
B TEOMETPUYECKHE Y30pbl, BMECTO TOTO, YTOOBI IO3BOJIUTH BCEMY €CTECTBEHHOMY
U3SIIECTBY U OYaPOBAHMIO NIEPENUTH K CAMOBBIPAXKEHUIO.

Hukakoe MCKyCCTBO, aHTHUHOE WJIM COBPEMEHHOE, He ObLIO B COCTOSTHMM TOKa3aTh BCE,
YeM MOXET OBbITh UeJOBEK, KOT/la OH BJIOXHOBJIEH CAMBIMU BBICOKMMH YCTPEMIICHUSIMHU, C
TOYKHU 3peHus ABWKeHus. OIuH ToJIbKO YuibsiMm bimiik nan ykazanue 06 stom. Y Hure
OBLJIO BHJICHHE TOT0, TTOCKOJIBKY OH OOpaTHIICSI KO BCEMY YeJIOBEUECTBY B cTpodax o 5-i
cumponuu berxoBeHa. Tem He MeHee, 3TO BUJEHUE HE SBJISETCS HEBO3MOMHBIM JIJIs
MIOHUMaHHMs, MOTOMY KakK Sl BUJENA MAJICHbKHUX JI€Te B MOEH MIKOJIe, KOTOpPbIE MOJ
BIICYATIICHUEM MY3bIKH, OTOpachiBaid BCE MaTepuajIbHOE W JIBUTAJUCh C KpPacOTOM
HACTOJbKO YHUCTOM, YTO OHHU JOCTHUIJIM BBICIIETO BBIPAKEHHS YEJIOBEUECKOTO CYIIECTBA.
Ho nns nmoctwkeHHst 3TOMl BBICOTHI, TaHEL HE MOXKET paccMaTpUBAaThCS B KauyeCTBE
pa3BIICUEHUS] WM KaK BBICTABKA HA CICHE IMEpPEJ ayJIUTOPHUEH, Kaxayien cencauu. o
TOTO JIHS, KOTJa TaHEI] CTAaHET CIOCOOOM BBIPAKEHUS U COBEPIICHCTBOBAHHS MaccC, OH
Oynmer ocraBaThCsi TOJNBKO CBOErO0  poJia TUMHACTUKOW, OTKPOBEHHEM s
MTOCPEICTBEHHOCTH.

B Mockse s paborana B TEYEHHE IIENIOTO JieTa C COTHAMH JaeTeil pabounx. VX ypoku
OblTM JaHBl TOJ OTKPHITBIM HeboM. B KoHIlE ce30Ha pe3ynbTaThl Kypca ObLIH
JNEUCTBUTENIBHO YyAeCHBI. JIt0 1 NpUXOAUIIN CO BCEX KOHIIOB rOpO/ia, YTOOBI YBUAETH, KaK
JETU TAaHUYIOT U MOIOT. YBbI, KOTJla HACTYMWJIA 3UMa, 51 OblJIa BBIHYXJEHA OTKA3aTbCS OT
paboThl, HE MMEsl JAOCTATOYHO OOJBIION CTYIuU, W, MPEXKIE BCEro, HE MM HUKAKOU
BO3MOXXHOCTH OO€CIeYuTh TpebyeMoro oOorpeBa momenieHusi. bplio TpycTHO BHAETH
pazoyapoBaHUE U OTYASIHUE JIETE€M, KOTOpbIE HAYalM >KUTh HOBOM M OoJee MpeKpacHou
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KU3HBIO B MX TaHIle. TeM He MeHee, TO, 4TO i chenana ans Poccuu, s rOTOBa HadaTh
JenaTb CHOBa Uil JIIOOOW Jpyroil CTpaHbl, NPaBUTEIbCTBO KOTOPOM JacT MHE
HEO0OXOIUMYIO TOMOILIb.

JleHp TpUXOAMT, Korjga OoJbpluas MEXIyHApoAHAs IIKojia JeTed, rae Oyaer Oosee
CTpaBeUINBas KOHIETINS XKU3HH, OTKPOET JBEPH OYyIyIIEro Jisi HOBOIO YEIOBEYECTBA.
OTta mKkoia, KOTOPYIO 51 X0Teaa OCHOBaTh B TeueHue 20 jeT, BOZHUKHET, Ha YTO s HaJeH0Ch
C YBEPEHHOCTBIO IIOCTOSIHHO BO3PACTAIOMICH.

1927.

A BUXKY TAHOIYIOULYIO AMEPUKY
—Isadora Duncan, The Art, pp. 47-50. I see America Dancing.

B O/IUH u3 ero MoMeHTOB MpopovecKko JitoOBU K AMepuke YouT YUTMaH cKa3al:

" cablny neHue AMepuku", W s MOTY NpPEJICTaBUTh ceOe MOT'YIIECTBEHHYIO MECHIO,
KOTOPYI0 YOAT crblllaj], OT BCIUIeCKa THXOro oxeaHa, HajJ paBHUHAMH, BOCXOJOM
rOJIOCOB OIPOMHBIX XOPOB JETEH, MOAPOCTKOB, MYKUYMH W JKCHIIWH, IOKOIIUX OAY
JleMokpaTuu.

Korma s mpounrtasia 3TO CTUXOTBOpEHHE, Yy MeHsA Toxke Ownuio Bunenue: Bupenue
AMeEpUKH, TaHIYIOIEH TaHell, KOTOPBIA ObUT ObI JOCTOMHBIM BBIPAYXKEHHEM MECHU Y 0JITa,
KOTOpasi MpO3Bydajia, KOTJIa OH YCHbIIal MeHue AMEpUKH. DTa My3blka OyJET MMETh
PUTM, CTOJIb K€ OOJIBIIION KaK BOJHUCTOCTb, pa3Max WJIM KpuBbie TUHUM CKaTUCTHIX TOP.
OT10 He OyJIeT UMeTh HUYEro OOIIETro ¢ YyBCTBEHHBIM KojebaHuem J[»)kazoBoro purma: 3To
Oyner BUOpalus aMepUKaHCKOW IyIld, pBYIIEWCS BBEpX uepe3 Tpyld K ['apMOHHYHOMN
*u3HU. TaHen, 4Tro s NpeacTaBWia B BUACHUHM, HE OyleT HUMETh HUKAKUX OOJbIle
NEPEKUTKOB (POKCTPOTA WIM HYapIbCTOHA - CKOpEE, 3TO OYAET >KMBOM MPBIKOK peOeHKa,
NPBITAIONIET0 K BBICOTaM, K CBOEMY OyayliemMy 0JIaroyCTpOMCTBY, K HOBOMY BEJIHKOMY
BUJICHUIO )KU3HH, [3TO OyJIET TaHell,| KOTOPBIN BBIpAa3UT AMEPHKY.

3TO0 4acTo 3aCTaBIISIIO MEHS yIbIOATHCS, HO HEMHOTO TOPHKO, KOT/Ia JIFOJIM HA3bIBAIOT MO
TaHel rpedeckuM. [ToCKONbKY S CUMTaK0 €ro MPOUCXO0KICHUE B UCTOPUSAX, KOTOPBIX MOS
upliaHackas 6adyIika 4acTo pacckasbpiBaja HaM O NIEPECEUCHUU PABHUHBI C JEAYIIKOW B
1949 B xphITOM MOBO3KE - €i OBLIIO BOCEMHA/IIATh, €My JBAJIATh OJUH TOMA; U KaK &
MepBbIi peOEHOK ObLT POXJEH B TakoM (yproHe, BO BpeMs 3HAMEHUTON OHWTBBI C
KpacHokoxxumu. Mol nemymika, Korja HWHACHIBI OBLIM OKOHYATENbHO OTITYTHYTHI,
MPOCYHYJI TOJIOBY B JIBepb (DyproHa, ¢ 10 CHX MOP JABIMSIIMMCSI TUCTOJIETOM B €T0 PYKE,
9TOOBI IPUBETCTBOBATH CBOETO HOBOPOKICHHOT'O peOCHKA.

Korma onm poOpamucs g0 Can-OpaHmmcko, MOW JeA MOCTPOWJI OJIWH W3 TEPBBIX
JICPEBSIHHBIX IOMOB; U I IOMHIO, KOT/Ia s OblJIa MaJICHbKOM EBOYKOM, TO mocemnana dTOT
e caMblil oM, 1 Mos 6alyiika, BcrioMuHas Mprnannuio, paHbliie 4acTo meina UpJaHCKue
MECHU M TaHIEBala UPJAHJCKUE JIKUTH; TOJIbKO MHE Ka)KETCS, UYTO B 3TH HUPJIAHJICKUE
JUKUTH  3aKpajach 4YacTb Tepomdeckoro nayxa llepBoro mnoceneHna u cpakeHWil ¢
KpacHokoxumu - BEpOsITHO, HEKOTOPbIE KeCThl camMmux KpacHOKOkuX, U, CHOBa, HEMHOI'O
Aukum dynn, koraa nmosisBUWICS IEAYIIKWMH MOJKOBHUK Tomac I'paid, BEpHYBIIMKCS TOMOM €
I'paxxnanckoit BoWiHbl. Bcé 310 Oalylika TaHileBajla B UPJIAHACKON JUKUTE; U sI y3HAI OT
He€ [PTOT TaHell], ¥ BIIOKHIIa B HETO MOE COOCTBEHHOE CTPEMIICHUE MOJIOZI0 AMEpPUKH, U,
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HaKOHEI], MOE OOJIBIIIOE TYXOBHOE OTKPOBEHHE XKU3HU OT CTpoK Yoirta Yurmena. U sto
€CTh Ha4aJlo, TAK Ha3bIBAEMOI'0, TPEUYECKOr0 TaHIIA, KOTOPBIM 51 HABOJHUJIA MUD.

Jto ObuIO HavanoM, kopHeM. Ho BnocneacTBuu, no npuObiTuio B EBpony, y MeHs ObLIO
TpU BEIUMKUX Mactepa, TpU BEIMKHUE MPEANICCTBEHHUMKA TaHIa HAIIero CTOJIETUS -
berxosen, Huume u Barnep. betxoBeH co3nan TaHen B MOT'yIIeCTBEHHOM putMme, Baruep
B ckynbntypHoit popme, Humie B Jlyxe. Huiie co3nan taniyromiero ¢uiocoda.

S 4acTo 3agaroCch BOMPOCOM, IJI€ HAXOAUTCS TOT aMEPUKAHCKUN KOMIIO3UTOP, KOTOPBIN
YCHBIIIUT YonTa TMeHue AMEpUKHA, MU KTO COYMHHUT HACTOSAIIYI0 MY3BIKY A
amepukaHckoro TaHua; KOTOpbIM He OyAeT coAepKaTh IXKAa30BbId PUTM, HUKAKOTO pUTMa
OT TajJWd BHU3; HO M3 COJIHEYHOI'O CIUIETEHUS, BPEMEHHOIO J0Ma MAYyIIH, BBEPX K
YCesTHHOMY 3Be3JjaMU 3HaMEHU He0a, KOTOPOE PACKUHYIOCh CBOJOM HaJ OOJIbIINM
y4acCTKOM 3eMJu OT Tuxoro okeaHa, Haja PaBHuHamu, Hajg ropHoil uenbto Cheppa-
Hesanpl, Hag CkanucTbIMU ropaMu B ATIIAHTHUKY.

S mpoury Bac, MOJIOIOW aMEPUKAHCKUN KOMIIO3UTOpP, CO3JaTh MY3BIKY [JI TaHIIA,
KOTOpPBIN JIOJKEH BBIPA3uTh AMepuKy Yonta YutMmena, AMepuky ABpaama JInHKkobHA.
MHe KaxeTcsd YyJOBMIIHBIM JUIsi BCEX IojaraTh, YTO JKa30BbI PUTM BBIpAXKaeT
AMepuky. J[>ka30BbIil pUTM BBIpaKaeT OKHOA(DPUKAHCKOTO AUKaps. My3bika AMEpHUKU
Oyner dyem-to npyruMm. OHa emé He HamucaHa. Hu ogWH KOMIIO3UTOpP 1O CUX TOp HE
norMMan putM AMEPUKH - 3TO CIUIIKOM

MOIITHO aJisg yuied OonbmmHCTBA. HO, KOT/HMa-HHOYIb, 3TOT PUTM XJIBIHET U3 OOJBIIOTO
IPOCTPAHCTBA 3€MJIM, OH OYACT JUTHCS JOXKIEM U3 OOIIMPHBIX MPOCTPAHCTB 3BE3THOTO
HeOa, U KaKIbI aMepuKaHell OyeT BEIpaKEH B HEKOTOPOM KOJIMYECTBE MOTYIIIECTBEHHON
MY3BIKH, KOTOpas OyJieT mpeoOpa3oBeIBaTh €ro xaoc B ['apmMoHuio.

JITMHHOHOTHE CUJIbHBIE IOHOIIM M JIEBYIIKH OYyIyT TaHIIEBaTh MOJ 3Ty MY3BIKY - HE
marasch, B O0E3bSHOMOAOOHBIX KOHBYJBCHUSX YapibCTOHA, HO, MOPA3UTEIHHO
YCTPEMIISISICH BBEPX Ha OIPOMHBIE BBICOTHI, MOIIHBIE BO3BBIIICHUS BBILIE HUPAMHUJL
Erunra, sag Ilappenonom I'pennu, Beipakenue Kpacotel m Cuibl, Takoi, KOTOpOW HHU
OJlHA IMBUJIM3AIIMS HE 3HAIA KOTJa-1100. 910 OyaeT AMeprKa TaHIIYOIIas.

U stoT TaHen He OyneT UMEeTh B ceOe HUYETO JIMITHEro - HU pabCKOTO KOKEeTCTBa Oaera,
HU YyBCTBEHHOM KOHBYJBCHUHU U CYIOPOT IOKHOA(ppuKaHckoro Herpa. OH OyAeT YUCTHIM.
A BrKy, 4T0O AMepHKa TaHITyeT, KpacuBasi, CUIbHAs, OJTHON HOTOM OaJlaHCHUPYyeT Ha caMOu
BBICOKOM TOuke CKaaucCThIX rop, €€ ABE PYKH NPOTSIHYTH OT ATIAHTUKU 10 Tuxoro
oKeaHa, e€ MpeKpacHas ToJioBa, BO3BHIIAIONIASACSA K HEOY, €€ 100, CUSIOIUN KOPOHOH U3
MUJUTMOHA 3BE3/I.

Kak abcypaHo, 4TO OHH MOOHIPsUTH B AMEpPHUKE IIKOJIBI TaK Ha3bIBACMOW (PU3HYCCKOU
KYJbTYpPBI, IIBEJACKOW TMMHACTUKH, J[anbkpo3a u Oanera. PeanbHbIll aMEepUKAHCKUN THII
HUKOT/Ia HE MOXET OBbITh OaJeTHhIM TAHIIOBIIUKOM. HOTM CIMINKOM HIJIMHHBIE, TEJO
CJIMIIIKOM TOJATINBOE M JyX CIUIIKOM CBOOOJHBINA [IJISi STOW IIIKOJIBI HEECTECTBEHHOU
rpally U XOXJEHUs Ha manbuax Hor. Cleayer OTMETHThb, YTO BCE BEIUKHE OallepUHbI
ObLIN XKEHIMHAMHU OYE€Hb MAJIEHBKOI'O POCTa C MAJICHBKUMU TelaMu. Bricokas, co BKycoM
BBITJISAIAIIAS KEHITMHA, HUKOTJ]a HE MOTJIa OBl TaHIIeBaTh OaseT. Twrm, KOTOphIN BeIpakaeT
AMepuKy B €€ JydIlIMX MPOSIBICHUSX, HUKOTJa He MOr Obl TaHueBarh Oaner. C caMbIM
JTUKAM TIOJIETOM BOOOpaXKEHHs, BBl HE CMOXeTe u300pa3uTh ctaryro CBOOOII,
TaHITyIOMIEeH Oaer.

Torpga moueMy HYKHO MPUHUMATH ATy LIKOIY B AMepHKe?
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['enpu @opn BeIpa3ui noxenanue, 4yroodsl Bce netu ['opona @opaa tanueBanu. OH Takxke
HE 0J00pseT COBPEMEHHBIE TAaHIIbl, HO TOBOPUT, YTO MYCTh OHHM TAHIYIOT CTAPOMOHBIN
BAJIC, Ma3ypKy U MeHy3T. Ho cTapOMOIHBIN BaJlbC U Ma3ypKa SBISAIOTCS BbIpaKCHUEM
00JIE3HEHHON CEHTHMMEHTAJIbHOCTU M POMAHTHKHU, U3 KOTOPOW Halla FOHOCTh JIaBHO YK€
BBIPOCJA; a MEHYAT SIBISIETCS BBIPAXXEHUEM €JEeHHBIM CEpPBUIBHOCTHM U paldcTBa
npuaBopHbIX BpemeH JlonoBuka XIV u kpuHonuHa. YUTO e€cThb 3TH JBUIKEHHUS, YTOOBI
Jenatb MX co cBOOOAHOW MoJoaexbto Amepuku? Passe r-u @opa He 3HaAET, 4To
JBUKEHHUSI CTOJIb K€ KPACHOPEUMBBI KaK CJIOoBa?

[louemy HaImM AETH NOJKHBI NPEKIOHATH KOJEHH B MEHYATE, B 3TOM IPUBEPEIIUBOM U
paboJenHOM TaHILIe, WM BpalaThCs B JJAOMPHUHTAX JIOKHON CEHTHUMEHTATbHOCTH Basibca?
Ckopee, MycTh OHU BBIMAYT OONBIIMMM LIATaMH, CTPEMHTEIBHO, C MOAHITHIM JIOOM HU
JAJIEKO PacIpOCTEPTHIMUA PYKAaMH, TAHIYIOT Ha S3bIKE HAIIMX IEPBLIX ITOCEJICHIEB, O CUJIE
JyXa HallMX IepoeB, TAHILYIOT CIPABEIJIMBOCTh, JOOPOTY, YACTOTY HAIIMX KEHIIWH, U
yepe3 BCE 3TO TAaHIYIOT BJOXHOBEHHYIO JTI000Bb U HEXKHOCTh HALIUX MaTepen.

Korna amepukanckue netu OyayT TaHIEBATh TAKUM 00pa30M, 3TOT TaHEll CAeNIaeT U3 HUX
KpaCHUBBIX CYHIECTB, IOCTOMHBIX UMEHU JleMOoKpaTusl.

D10 Oyner AMepuka TaHITyroIIasl.

1927.

* DPATMEHTHBI 1 MBICJINA

Aiiceoopa /[ynxan. Hckyccmeo manya. @pacmenmol u MoiCau.
Duncan, Isadora. The Art of the Dance. Fragments and Thoughts. Pp. 128-144.

I[T11(128-129)

S TOBOPIO ¢ Bamu B 3TOT NOJA€Hb KaK UHAMBUAYAJIUCT U YEJIOBEK OJHOW UJEU, UJIEH,
KOTOPOHW 51 TIOCBSATHJIA BCIO CBOIO KM3HB, C KOTOPOM s TakK XWJjia, TaK JIOOWIA, U, 5 TaK
JyMaro, 4YTO CMOT'Y PaCTOJIKOBAThH JJIsl Bac €€ NMPUBJIEKATEIBHOCTh U KPACOTY.

A cnpocuna nmourennoro Y. J[. [Yoncu Jlensto]| mponuisiM jJeToM B HeromopTe, 4To Ob1I0
00BEKTOM TOr0 OOIIEeCTBA, U OH OTBETWI: "HaciaxjaeHue". Torma s mocMoTpena BOKPYT
MeHs. S BuIieNa KpacHBBIX JKEHIIMH, MPEKPACHBIX JACBYIIEK, COJMAHBIX MY>XUMH, U S
ckazas cebe, eciau 0OOBEKTOM DTOro OOIEeCTBa SBISECTCSA HACHaXKIEHHE, TO OHO JOJIKHO
OBITHh CaMBIM BBICOKHM, CaMbIM HM3BICKAHHBIM HACIAXJIECHHUEM, HACJIaXICHHUEM, KOTOPOe
OyJIlydr HacllaXEHHEM B TEUEHHE HEKOTOPOTO BPEMEHH, OyJIeT TakKe B COCTOSHUHU
MIPOTPECCUPYIOMIETO OECCO3HATEIHHOTO - KaK KOT/Ia BB CIYIIAeTe MPEKPACHYIO MY3BIKY, B
TO BpeMs Kak Ballle TEJI0 CYACTIIMBO B PUTME 3BYKa, M Balll yM MPOTPECCUPYET C MBICIIbIO
MacTepoB. S cumTaro, 4To 5 OOHApYKWJIa JJIsi OOIIECTBA HOBBIN METOJ BOILJIONICHUS TOU
CYACTIMBOM mporpeccuu. Kak My3bIKaHT HMCIOJB3YET CBOIO CKPHUIIKY, YTOOBI CKa3aTh O
CaMOM BBICOKOI MBICIIH, TIEBEI UCIIOIB3YET T'0JIOC, sI Obl UCIOJIb30Bajla 3TOT BEIUYANIIINI
13 BCEX UHCTPYMEHTOB, YEJIOBEUECKOE TEJI0, U €T0 A3bIKOM OYJIeT IBUYKECHHUE.



WNnes BmnepBble mpwuimia KO MHE, KOrja ené MaJCHbKOW JIeBOYKOW, S MPUCTAIBHO
nocMmorpena Ha penpoaykuuio Cannpo borrtuuermu "BecHa", koTopas Bucena HajJl HAIIUM
KHIDKHBIM 11Kkadom. O3apeHue mpuIrio KO MHE, YTO TaM, Ha TOW KapTUHE, ObLIO BUIHO
3aMedarebHOE JBIKEHHE, M UTO Kaxnjas (urypa TMOCpPEACTBOM TOTO JBHUXKEHUS
pacckasbiBalia HICTOPHUIO O CBOEH HOBOM KM3HHU. A MOTOM, KOTJla MaTh urpaia "BeceHHioro
necHo" MeHnenbcoHa, Kak OyaTo B TMOpBIBE HEXKHOIO BETpa, MAOKHBI ObUIH
packauyuBaThCA MAprapUTKU B TPaBe, U IOJDKHBI OBLITH ABUTAThCS GUTYPHI HA TOM KapTUHE,
u 3T Tpu ['panuu q0mKHBI OBLIN CIJIETATh CBOM PYKU BMECTE.

(Camviti pannuti cywecmeayiowuii ppaemenm nucoma A. /., 3anucano na HomHom aucme,
be3 3mnakos npenunanus, oaa aekyuu 6 Horwo-Hopre, 1898 unu 1899, nepeo nepsoii
noeszokotl 6 Eepony.)

111 (129-130)

... Eciii Ta"en He mpuAET B HAIY JKM3Hb CHOBA KaK MCKYCCTBO, TO HAMHOTO JIyYIIe, CCIIH

€ro WMs OCTaHETCs JIKaTh B IBUIM JPEBHOCTH.... S BooOIIe HE 3aMHTEpecoBaHa B
pedopMupoBaHum 4ero-1ub6o0. S rimyOboko 3amHTEpecoBaHa B Bompoce: SBISETCS I TaHeIl
POJICTBEHHBIM JKaHPOM HCKYCCTBY HWJIM HET; W €CIH Jia, TO KaK 3TO JOKHO OBITH
BOILIOIICHO B JKM3Hb Kak HCKyccTBO? WM s mocTtaBMiia 3TOT BOMPOC COBEPIICHHO
HE3aBHCHMO OT MCHSI WUIM MOETO TaHIIa, KOTOPHIH MOXKET OBITh HHYErO - WIJIH YTO-TO -
IIPOCTO KaK BOMPOC, KOTOPBIA JTOKEH MPEACTABIATh HHTEPEC IS OOIBITHHCTBA JIFOACH.
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Moti TaHel aig MeHs Bceria ObLT HEKOTOPO MHCTUHKTUBHOM BElbI0, KOTOPAsk POIUIIACH
BMecTe€ cO MHOH. S TaHueBasa, Korja ObUla MaJIEHbKOW JE€BOYKOM, MOCKOJBKY Yy MEHs
ObLJ1a CTPACTh K 3TOMY, M, C CAMOI'0 PAHHEI'0 BO3pacTa, g yXKe TaHIlleBaja nepe/ MyOoauKou.
Bl HazpiBaeTe meHs OocoHoxkkoW. Ho BBl Takke Moriu Obl cKa3aTh PO MEHS, YTO s
TaHIYIO C HEMOKPBITOM r0JIOBOM MIIM C TOJBIMHU pyKaMu. S cHsia ¢ ce0s 01Ky, YTOOBI
TaHLEBATh, IOTOMY YTO TaK 5 Jy4lle 4yBCTBOBaJla PUTM U CBOOOJY Moero tena. Bo Bce
BpEMEHa, Korja TaHel] OblT HCKYCCTBOM, HOTM OCTABAJIUCh CBOOOJHBIMM, a TaKXKe H
OCTaJbHbIC YAaCTU Tejla; U KPOME ITOr0, BCIKMM pa3, KOrJa TaHEl OKa3aJl BIUsSHUE Ha
Apyrue BUJbl UCKYCCTBA - KaK B MIPEKpPAcHBIX Oapenbedax TaHIYIOUIMX GUIyp IPEKOB U B
MPEKpacHbIX TAaHUEBAJIbHBIX (DUTypax UTaNbIHLEB. [laxke KOrjaa XyJ0KHUK WIH CKYJIBIITOP
PUCYET WM MOJEIUPYIOT TAaHIYIOIIYIO0 (PUTYpY CEroJiHs, KaK IPaBUiIO, OH U300paxkaeT eé
C JISTKUMH JIpaliupoBKamMu 1 6e3 00yBH.

Ecnu Obl BBl mogymanu 00 3TOM HEMHOTO, TO Bbl Obl YBHJENIH, YTO €CTh KOHLIETILIMS
TaHIyIOWEeH (QUrypbl, 1 YTO HAXOJAUTHCA B JIETKOM IUIaTbe U 0e3 00yBU - 3TO HE MOS
O0COOEHHOCTb, a MPOCTO Takas ujeanbHas ¢urypa TaHila, Kak e€ MPEACTaBISUIA BCe
XYJOKHUKH BCceX BpeMeH. Torna Obl Bbl IEpecTald UCIOIb30BaTh Ha3BaHUE "OOCOHOTas
TaHIOBLIUIA", KOTOPOE S, IPU3HAIOCH, TEPIIETh HE MOT'Y; U Bbl Obl YBUIENH, UTO B Cllydae
IIONBITKM OCHOBAaTh WIKOJY paayd BO3POXKACHUsS TaHLUA KakK MCKYCCTBA, BIIOJHE
€CTECTBEHHO, YTOObl YYEHMKHM TaM CJIEJOBAJId B OJ€XJ€ 332 HAMEKOM, JIaHHBIM UM
BEJIMKMMU MacTepaMud B HM300paXEHUU TaHIYIOMIeH (QUrypbl - TMOCKOJIBbKY KaXAbIi
NPUHUMAET B KauecTBe 0a30BOro MPUHIIMIIA, YTO TaHEI[ - 3TO TEJO, BbIpaxkaroliee cels B
PUTMUYHOM JIBUKEHUH.

S TanueBana nepen myOJIMKON HEMPEPHIBHO, C TEX MOP Kak s ObljIa MaJECHbKON J€BOYKOM;
BO BCE 9TU TO/bl, XOTs, KOHEYHO, TaM ObUIO MHOTO MOPUIAHUS U OOCYXIEHHsS, ObLIO
TOTJIa, B II€JIOM, OOIIIee HACTPOCHHE PAJOCTHOTO NMPU3HAHUS U 0J00OpEHUsI, TPUXOASIIETO
KO MHE CO CTOPOHBI IyONHMKH. VIMEHHO Takoro poja pajocTHasl MOAJEp’Ka, KoTopas
BCer/a MPUIOJHMMAJIAa MEHS Ha MOEM IyTH, MOTOMY Kak s 4YyBCTBOBaJa, YTO 3TO ObLI,
CBOETO poja, rojioc U3 Hapoja, CBUIETEIbCTBYIONINH, YTO TaKOW TaHEl| TpeOoBacs, ObLI
Hy>kHbIM. Kazanoce, cpenu mroeit Obl1a Tocka Mo PUTMY JBHKEHHUS, M BCETJla HA CBOEM
IIyTH s NTOJy4aia THICSAYU IIMCEM OT MOJIOABIX JIeBylIEeK. Bce 3Th nrucbmMa 4nuTaiuch OJJHUM
cnocobom: "Bce Hamm JKM3HU MBI YYBCTBOBAJIM J>KEJIaHUE TAHIIEBaTh, U TENEPh MbI
JyMaeM, 4TO Bbl HAIIUIA MPABUJIBHBIN MyTh; HE XOTUTE JIU BbI 00y4yaTh Hac?"

Tenepb s HE AyMaro, 4TO s MOTJIa OBl YYUTh KOTO-TO APYTrOro, 4TO BCE MPOUCXOSIIEE
OBLJIO JIMIIIb TTOCTETNICHHBIM Pa3BUTHEM MOETO COOCTBEHHOI'O CYIIecTBAa M pabOTOW BCel
MOEM HW3HHU, HO s YyBCTBOBAJIA, YTO S JOJDKHA JaTh HEKOTOPBIM OTBET HA BCE I3THU
pockObI ¥ npomienus. M, Takum oOpa3om, KO MHE MIPHUIILIA UES - TOCTEIIEHHO CO3peBas K
pEIIEHUI0, KOTOPOE OKOHYATEeNbHO C(OPMUPOBATIOCH B MOEH TOJOBE OKOJIO JIECATU JIET
Ha3aJ] - MOMbITaThCS OCHOBATh IIKOJY, 3aJauell KOTOpoil OyaeT HaxXoXKIeHHE UCTUHHOIO
TaHna. Hu B koeM cirydae He KOIMs MOETo TaHLa, HO MCCIe0BaHNe TaHIa Kak VckyccTsa,
U s OOBACHWIA 3Ty LEJb CBOMM 3PUTENSIM BIIOJIHE JTOCTYNHBIM CIIOCOOOM, M OHH,
Ka3aJI0Ch, TAaKXX€ CUMTAIM, 4YTO 3TO XOpowas uaes. 3puTenu B ropojax IO BCel
teppuropun  Amepuku, ['epmanuum, ABcTpun, Benrpum, ®panuuu, Besne, riae 4
pacckaspiBasia 00 3TOM, OTBEYaJId, YTO 3TO - Xopomas ujaes. S Bcerma roBopuia mocie
TOr0, KOr/a s 3aKaH4YMBaja TaHIIEBATh, U BCE T€ rOJ0Ca OTBEYAIH, - Mbl XOTUM 3Ty LIKOITY.
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OTO NPOU30IIIO C 0J00PEHHSI BCEX 3TUX T'OJIOCOB U MPU MOAAECPHKKE JEHET, 3apad0TaHHBIX
C KaXXJ0TO0 MPEICTaBICHHUS, KOr1a s, HAKOHEL, OCHOBasa Koy B 1904 rony.

(13 pyxonucnoeo uepHosuxka nucbma K peoakmopy easzemwl Cologne, 6 omeem Ha
cmamowio 0 8vicmaske pabom degouex wkKo.wl, /Jexaobps, 1906.)

DTO TOYHOE 3HAaHWE U YYBCTBO, KOTOPBIM JPEBHUE IPeKU 00Jaganu JJsi COOTBETCTBUS
4esioBe4ecKor (pOpMBI M MPOMOPLMH, JIyUIlle HUTJE HE MOXKET OBbITh MOHATO, YEM TOT/A,
KOTJa KaXIblil MOXET BCTaThb B KPYTOBOM OpPKECTpe Tearpa JIMoHMCa Ha F0KHOM CTOPOHE
Axponons. Ilomemast camoro cedst Ha MECTO akTepa, M BCTPEYaAsChb C TPUALATHIO
TBICSTYAMH MECT, KOTOPBIE MOJJHUMAIOTCS B IIOCTENEHHOW MOCIIEI0BATENBHOCTH B CTOPOHY
X0JIMa, KaXKJblil 4yBCTBYET, KaK BIOJHE COBEPILIEHHO JyIlla OAHOTO YesloBeKa Morja Obl
YIPAaBISATH TyXOM 3pUTENEH, TAKUM 00pa3oM pa3MeIlEHHBIX....

IT11(131-1)

Ota urypa sSBIASETCS JTYyUYIIUM TPUMEPOM, KOTOPBIA S MOTY JaTh U3 3MOIMH, Oepylie
BO BJIAJICHUE BEChb OPraHu3M. l'0j0Ba MOBEpHyTa Ha3ald, - HO JBH)KCHHE TOJIOBBI HE
BBIUMCIISIETCS; OTO - PE3yJbTaT IMOJABIISIIOIIET0 YyBCTBA JUOHHUCHYECKOTO JKCTa3a,
KOTOPBIA OTpa)kaeTcs BO BCEM Tene. AKKOpPI OT JIUPBI, BCE €LIE 3By4YALUWd 4yepe3 BCex
yuacTHUKOB. Eciu nepes Bamu Obl1 ObI TAHIIOP, BIOXHOBJIEHHBINH 3TUM 4YBCTBOM, TO 3TO
ObLJ10 OBl OYEeHB 3apa3Ho. Bl 1omKHBI OBl OBLIIM 3a0BITH CAMOT0 TaHIOBIIMKA. BBl TOIBKO
JOJDKHBI II0Y4YBCTBOBATh, KAK OH BCE UYBCTBYET, II0YYBCTBOBATH AKKOPJ JUOHUCHYECKOTO
JKCTAa3a.

(Kak npumep onucanuil npou3gedeHuti UCKYCCMBA 8 3aNUCHOU KHUNCKe, YNOMSAHYMbIX 8
Occe XVII, smom napacpag ykazvieaem Ha 6HUMAHUE, ¢ KOMOPbLIM MAHYOBWUYA U3YYALA
@ueypvl 8 pUCYHKAX HA 6A3aX, CKYIbNMYPAX U KAPMUHAX 6 2lasHulx Mmy3esx Eeponul.
Yacmo ecmv edga 1u 0Oonvule, YeM CCOLIKA HA NpeomMem XyO0ouCeCmE8eHHO20
npouseedeHuUs, a makice 0OO3HAYEHUSI €20 OMHOWEHUU K MAHYY, 8 OpYeUux ice CIyudsx,
ecmb NOJIHble ONUCAHUSL HOOOOHO 3MOMY).

I111(131-2)

S 3amermna, 4YTO, KOrJa sI BBOXY Kakue-IMOO WHHOBAIIMM B MOE€ HCKYCCTBO,
My3bIKaJIbHbIE KPUTHKU OCKOPOJISIOT MEHSI B TE€X )K€ CaMbIX TEPMHUHAX, KOTOPHIE OHH
UCIIOIB3YIOT IECATH JET CIYCTS, YTOOBI YTUTh MOUX UMUTATOPOB U MOpaKaTeeH.

TT11(131-132)

B Tedenue mociaeaHUX AECATH JIET MOSH paboThl, S MOCTOSHHO HamMepeBallach OCHOBATh
IIKOJTY, KOTOpasi JOJDKHA, €CJIM 3TO BO3MOXKHO, BEPHYTh TAHIIbl HA MPEXKHIOKO BBICOTY, K
BBICOTAM HCKYCCTBAa. MHOTME BE€IIM MNPHUBEIM MEHS K MBICIM, YTO HMCKYCCTBO TaHIA
HaxOJIUTCS B Ipolecce mpoOyxaeHus. Co3zeplaHue pUTMHYHOTO JIBHIKCHUS SIBIISICTCS, U
TaK OBLIO BCerJa, ICTOYHMKOM BO3BBIIIEHHOTO YIOBOJBCTBUSA YenoBedecTBa. (UTo BO Bce
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BpeMeHa OblI0 HamOoJiee BaXKHOM OCOOEHHOCTBIO PEIUTHO3HBIX LepeMonuil.) Iloaromy
MOJIOZI0€ TIOKOJIEHUE XYI0KHUKOB U CTY/€HTOB, B HACTOSIEE BpPEMs, TOKA3bIBAIOT ceOs B
UCKPEHHEM >KeJIaHWM JOOUTHCS HEKOTOpPOW 0ojiee COBEpPUIEHHOW peanu3alnuu Tena B
ABkeHuu. [Ipu3HaHWe, TPEIOCTaBIEHHOE OOIIECTBEHHOCTHIO MOHUM  YCHIIUSIM,
MOKa3bIBaeT, YTO s He ommobaroch. byayun yOexaeHHOH, TakuM 0o0pa3oMm, 4TO BCE, YTO
OBLJIO HEOOXOJMMO, - 3TO OBUI HYXKEH KTO-TO C CHUJIBHOW IEIbI0, KTO JIOJDKEH BBINTH
BIIEpel W TNPOOYAWTH MAPYTUX, A TOrO, YTOOBI TIOMOTaThb M COTPYJHUYATH B
TOPKECTBEHHOM BO3HUKHOBEHHWU HOBOW JESITETBHOCTH, KOTOpash MOXKET MPHBECTH K
HOBBIM OOJIBIIUM pa3paboTkam B OyAylieM, s U1 OTKpbUI cBOIO HOBYI0 Illkony TaHua B
nekabpe 1904 rona.

UToOBl BHOBb OTKPHITH JJIsI Ce0sS KpacHBbIC, pUTMHUUHBIC JABIKEHUS YEJIOBEUECKOTO Tea,
BBI3BAaTh CHOBAa K JKM3HH TO HACATBHOE IBHKECHHE, KOTOPOE JIOJKHO TapMOHHUPOBATH C
CaMbIM BBICOKUM (PH3MYECKH PAa3BUTHIM THIIOM, U, YTOOBI POOYAHTH €IIé pa3 UCKYCCTBO,
KOTOPOE CIaJIO B TEUEHHUE JIBYX THICSY JIET - TAKOBBI CEPHE3HBIC T[ENIN IITKOJTBL.

(IIpeducnosue 011 pexnammnoeo npocnekma o I pronesanvockoui wixone, "Taney
b6yoyweeo". 1906.)

1111(132)

(Cnenyromue Tpy MyHKTa U3 Tpecc-(hailyioB, KaCAIOIIMXCs aMepUKaHCKUX racTposeit 1911
u 1915 romoB. OHM MOT'YT pacCMaTPUBATHCS, BO3MOXKHO, KaK TIEPBBIN Mmaparpad pykomnucu
"I See America Dancing". IlepBbiii ab3an Hanucan pykod Atnicenopsl [[yHkaH B KOHIIE
BBIOPOIIIEHHOTO KycKa "Komuu'" TMpecc-areHTa, B KauyecTBE 3aMEHbl IS BEKIIUBBIX,
ONTUMHUCTHYHBIX M XBaJIEOHBIX (ppa3 OJaroHaMepeHHOTo MyOJIWYHOro nucatens. Bropoi
MYHKT U3 UHTEPBBIO, naHHOrO B JloHmone B 1921 rony, 3aluiieHHOE B COOTBETCTBUU C
aTOoi nmaroii aBTopckuM mpaBoM B The Public Ledger Company u omyOnukoBaHBIN B
HECKOJIbKUX aMEpPUKaHCKUX Ta3eTax. XOTs, B LIEJIOM, S OTKa3aJci OT MHTEPBBIO Kak
HEHA/ICKHBIX, 3TOT TEKCT TaK OJU3KO COTJIACyeTCsl C MPUMEUYAHUSAMH U MHUCbMAaMH TOTO
BPEMEHH, YTO 5 HE COMHEBAIOCh, UTO ATO OBLIO JUOO MPOAUKTOBAHO MucC JlyHKaH, 10O,
(daKkTHUeCcKH, HAIMMCaHO B OTBET Ha 3ampoc 00 HHTEPBBIO. TpEeTHl MYyHKT B3AT U3
3aKrounTeNbHOM peun mucc [ynkan B Kapueru-Xomr, kak coobmaercs B The New York
Eeeaing World or 1 ampens 1911 roma. K HuM noGaBieH 4YeTBEpTHIA MYHKT, W3
JIOHJOHCKOTO UHTEPBHIO B 1921 roxy.)

S (133)

51 Ha3pIBaKO CBOM TAaHEL aMEPUKAHCKUM, a HE KinaccudyeckuMm. [1o1 aMepuKaHCKUM 51 UMEIO
B BUJY IIPUHAJIJIEAKHOCTh K 3TOM cTpaHe no cymiecTBy. [logobHO Tomy, Kak mo33us Y onra
YurmeHa npouctekaeT u3 JoHa AMepuku U ckynenrypsl Jxopax ['pent bapnapna, tak u
MOW TaHEl], UMEET CBOE NPOUCXOXKIECHHUE B CAMBIX MCTOKAX JKM3HHU 3TOW CTPaHbI, 3TO
TaHell, KOTOPBIM MPUHAIICKUT AMEprKe. ITO, I BEpIo, OYJET OCHOBOM OOJIBIIION MIKOJIBI
TaHIla, BMECTE C HOBOM IIKOJION MY3bIKH, KOTOpas ClIeJIaeT 3Ty 3eMJIt0 00Jiee paJoOCTHOM B
oynymewm. llIkona 6anera, umes cBoe poxkaenue B o1oxy Jlrogosuka XIII, BeipaxaeT B ero
JIBKEHUSIX U IUIAThSIX BCIO MCKYCCTBEHHYIO KYJIBTYPY TOrO BPEMEHH. DTO HHUKOTJAa U
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HUYEr0 HE MOXKET 3HAUYUTh JJI1 aMEPUKAHCKOIO Hapojaa, KpoMe Kak (popMbl JTHOOOMBITHOM
Y 3aMeYaTeNbHOM TMMHACTUKU. CMBICI 3TOr0 TaHIA BO BCEX €r0 OCHOBAX CKPBIT OT HAC.
Hukorna He Oyzaer mkossl TaHa B AMepUKe, OCHOBaHHOM Ha baiere.

I111(133-134)

AMepuKa, Korja Thl Jallb MHE KaKOW-TM0O0 OTBET HA TO, YEM sl MOTJIa ObI ObITh JJ1s1 T€OsI?
B 1898 roay, o yeM BBl MOKETE MPOUYUTATh B HBIO-MOPKCKUX Ia3eTax, Bbl MOXKETE y3HATH
0 Moei nepBoit 6opbOe 3a TO, YTOOBI AaTh BaM MOE€ UCKYCCTBO. BBl yBUIUTE HECKOJBKO
Moux ¢oTorpaduil Toraa, MaJeHbKON I€BOYKH, UIIYLIEH MEPBBINA )KECT U PUTM, KOTOPBIH
ocBoOoaMIT Obl TaHel W O0y4us Obl JeTeld M MOJIOJEXKb, JKEIAIOUX HAWTHU BhIpa’KEHUE
CBOMX COOCTBEHHBIX CBOOOJIHBIX NYII B JB)KCHUHU. B TO BpeMs Ball OTBET O03Hayaj, 4TO
MEHSI CJIeJIOBAJI0 MOPHUTH TOJIOIOM MOYTH JI0 CMEPTH U, YTO HYKHO OBLIIO 3aCTaBUTh MEHS
yOpaThCcsi M3 CTpaHbl, OTHpPaBUBIIUCHL B EBpory Ha cyaHe aJis MEPEeBO3KU KPYITHOTO
poraToro ckora.

ToJIbKO MOTOM, KOT/Ia BCE BEJIMKHUE apTUCTHI U 00IIECTBEHHOCTh EBpOIBI 0/100pHiia Moo
paboTy, BBl JOMYCTUJIM Mo€ Bo3BpaiieHue B 1909 rony u namd MHE TO, YTO HA3bIBAIOT B
AmMepuke "0oJbIIoN ycnex", MOMEHT KalipU3HOIo ycIexa, COBceM 0e3 cep/ia 1 YyBCTBa,
uiau 6e3 CUJIbI MBICIH, KOTOpas MO3BOJUIa OBl MOHATH TO, YTO S IMPUHECTA BaM, U YTO
PUBEJIO K THICSYE WM JBYM KOIHUU U KapHKATyp MOEH HEH, PacIpOCTPaHSIOUIUXCS TIO0
BCEMY KOHTHMHEHTY MO100HO O0JIe3HHU.

3aTeM, 1Ocje HECKOJBKHUX JIeT paboThl, CracasiCh OT BOMHBI, S MPEMOJHECIa BaM MOIO
mkoay B 1915 roay. Bel "BenukoayiHo" NpUHSAIN 3TUX MAJIE€HbKUX YYEHUKOB, KOTOPBIX S
oOyuniia >KEpTBOM BCETO MOEr0 COCTOSHUA, KOTOpbIE, TEM HE MEHee, HaXOJIWIHCh B
COCTOSIHUM W3rOE€B, CTPAJalOIIMX H3-32 OTCYTCTBUS CPEICTB A HMX COAECPKAHUA, U
KOTOPBIX, HAKOHEI, mepudy 6110 HE0OX0IMMO M3rHaTh U3 TeaTpa CToneTus.

W, HakoHer1, KOrjia Mbl ObUTH BBIHYXACHBI OJOJKUTH Y IPY3€Hl MiIaTy 3a mpoe3a Ha CyJIHE,
9TOOBl BEpPHYThCSI BO DpaHIMIO, s OCTaBUJA BaM IIECTb MOU CTApIIMX YYEHHI], BCE
COKpPOBHIIIA MOUX YCHJIMI M OOpbOBI 3a MIECTHAIATH JIET; IEBOYEK, KOTOPHIX S YUHIIa, C
TOTO MOMEHTA, KOT/Ia UM OBLIO IO HIECTh U BOCEMbB JIET, B HaJlekKAe 00pa3oBaTh MX Kak
WCTUHHBIX Jodepel Yonra YHUTMeHa, MOJIOJBIX BEIUKUX OOTHMHB, HCTUHHBIX JIBHKCHUMH,
HEOOXOIUMBIX JIJISl TOTO, YTOOBI HAYUYUTh COTHU MAJICHbKUX JIETEH B OyayIiem.

BbI Takke manmu UM TO, Y4TO BhI Ha3Bajau "OOJBIIMM YCIIEXOM'"; TO €CTh, BbI ITO3BOJIUIIN
SKCILTYyaTHpOBaTh WX MeHemkepamu oT Horo-Mopka 1o Can-DpaHIECKO B TOM, YTO
Ha3bIBAETCSl TEATPAIIbHOE TYpPHE - HAa OJHY HOYb, U KaXIbld JICHb CHOBAa Ha JKEJIE3HOU
Jopore, MOoKa OHM He ObUIM OTIIpPaBJICHBI OOpPAaTHO KO MHE B 3TOM TOAY, HEpPBHBIE U
(bu3HYeCKN TPaBMUPOBAHHBIC, KEPTBBI ITOTO JKECTOKOTO ATOoM3Ma BaIlllUX MEHEIHKEPOB U
Ballle JIFOOSIIEH CeHcaluu IyOJIMKW; T€ JICBOYKH, KOTOPBIE, BO3MOXHO, OBLIN
HMCTOYHHMKOM CBETa M KPACOTHI JJIs BCEX AeTE AMEPHUKHU.

Bbl ynuBnsierech, s 4TO ycTtasnia M obOeckypaxeHa? S 3Har0, 4yTO Bbl MOCTABUTE MHE
MaMSATHUK CITYCTS MATHAECAT JIET MOCJIE MOEH CMEpPTH, HO pa3Be XOopoilo 3To Oyaet? Sl
Torjga Oymy Janeko OT MydeHui u O0phObI, U HEe OyIy B COCTOSHHM JIaTh BaM OOJBIIYIO
LIKOJIY U MPEKPACHYIO UJIEI0 TOTO, YTO Bbl HE MOKETE IMOHATH WJIN OLICHUTb.

A Bcé emi€ moceLIaro BaM CBOIO JTF0OOBBH M MOIO HAJICHKTY.
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Korga g TanueBana B JIoHI0OHE, OHM CKa3ajd, YTO MOM TaHUbI OBLIM B3ATHl OT T'PEKOB.
Ot1o0 He BepHO. OHU [TaHLbI]| amepukaHckue. S amepukaHka, poausiuascs B Kanupopuuu.
Mowu npenku xuinu B AMEpPUKE B T€UEHHUE JABYXCOT JIeT. MoM TaHLBI - 3TO Jieca, 03€epa,
PEKH, TOPBI U NIPEPUU MOEU POAMHEI - HE TaK JIn? HekoTopble KpUTUKHU TOBOPST, YTO MOE
IPUMUTUBHOE MCKYCCTBO OJHOOOpPA3HO, HO €CJIM OHO JajJ0 HEMHOIO pPajoCTH 3TOH
00JIBIION ayIUTOPHUH, TO 51 OUYEHb paja.

1111(135)

B Tanmax mpocro kak TaHIax s HE 3aMHTEepecoBaHa. [[1s MeHs TaHIbl JOJKHA OBIThH
BBIPA)KEHUEM KU3HHU, @ HE MPOCTO CEPUEH TMMHACTUYECKUX TPIOKOB WM CUMIIATUYHBIX
NBIKeHU. BoT modyemMy MHE He HpaBITCS OObIYHBIC OajeTHbIE TaHIIbl, KOTOPbHIC
BBIHYKJAIOT JIFOJIEM TMPUHUMATh IMPOTUBOECTECTBEHHBIE IMIO3UIMA W OTPAHUYUBAIOT
CBOOOJIHOE BBIPAYKEHUE X SMOIIUM.

AHrIM4aHaM, ¢ UX MPEKPACHBIMHU ATICTUYECKUMU TEIaMH, UX IMIUPOKUMHU, CBOOOTHBIMU
JIBIKEHUSIMU, C UX €CTECTBEHHOM Tpalueidl M OCaHKOM, OajeT, KaXeTcs, MO CYIIECTBY
Ype3BbIYAHO HEMOAXOAANMM. B0O3MOXXHO, MMEHHO TMOATOMY B MPOIUIOM HE OBbLIO
HHUKAKHX BEIIMKUX aHTJUHCKUX OaJICTHBIX TAHIIOBIIHII.

AHrnau4aHe, s I1yMaro, UMEIOT HEBEPHOE MpeJCTaBIeHUE O Kpacorte. Jjis GObITMHCTBA
3TO O3HAYAET YTO-TO YYTHUBOE, MATKO CUMIIATHYHOE. s XyHOKHHKA Yy KpPAaCOThI €CTh
Oonee ctporoe ompexaeneHue. Kpacora st HEro - 3T0 BBIPA3UTEIbHOCTh. PoJIeHOBCKas
royioBa banp3aka ypoJiiiBa COIJIaCHO MOBCEIHEBHBIM CTaHAAPTAM, HO XYJAO0KHUKH 3HAIOT,
YTO, TTOCKOJIBKY 3TO a0COJFOTHO BBIPA3UTENIBHO, TO 3TO U €CTh COBEPIICHCTBO KPAaCOTHI.
Taxum 0O6pa3om, ¢ MOMM HOBBIM CJIaBSHCKHM TaHIIEM, B TO BpeMs Kak s MoJlarato, 4To 3TO
HaWJIy4Inas Bellb, KOTOPYIO 5 ceajga, MHOTHE MOTYT JyMaTh, YTO OH 0€300pa3eH.

S xouy, 9TOOBI My3bIKa, HICKYCCTBO U JpaMa 00beAUHUINCE. [I[pOM3HOCHMOE CIIOBO NMEET
Ba)XHOE 3HAYCHHUE; ATO CEpJIEe WM MO3r Tearpa. [pyrue nBa - €ro JUPUYECKUM DKCTA3.
Torma ¢ stuMm Tpems, 0OBEIMHHUBIIUCE C APXUTEKTYPOH W KUBOIMCHIO, HAIIA TEaTpPhI
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CTaHyT Xpamamu. Y BceH ApaMbl JOJKHO ObITh CBOE OCHOBAHHUE B PEJIUTUU, NOO O€3 3TOro
OHA CTAaHOBUTCS HU3MEHHOM.

Uto s mymaro o OGanbHBIX TaHIaXx? B OCHOBHOM s mopakeHa OOJBIION CAepP>KaHHOCTHIO,
IIPOSIBJIEHHOM TAHI[OPAMH, KOTOPBIE, CXKUMast APYr Apyra B pyKax, U ABUTasCh MOJ CaMylO
MOXOTJIMBYIO MY3BIKY, 10 CUX TPOJOJIKAIOT BECTH ce0sl B caMOi OPTOJOKCAIbHOW MaHepe.

T111(135-136)

Taner - TeaTp B CBOeM Han0o0Jiee BO3BBIIIIEHHOM MOMEHTE. MBI JOJKHBI IPUHECTU TaHEI]
CHOBa B MHUp C 3TOH enbto. C 3TUM UIEaIOM B TOJIOBE, 51 YK€ B KOTOPBIM pa3 OCTaBuja
CBOIO JINYHYIO Kapbepy, Kak s Tak caenana B 1905 rogy, koraa mpuHsia COPOK JETEH,
yTOOBI J1aTh KM JTO HCKYCCTBO. bbuIO OBl mpolle, Jierye, MOWTH TyTEM CBOETO
cobcTBeHHOro mnpoiBeTanus. Ho s 3Hama, 4ro korga-HUOynb apama Oyayiiero Oyner
WCII0JIb30BaTh TAHEI TaK e 0JIaropoJIHO, KaK ATO JeNalId Te ke cambie Tpeku. Mnu 3Hana
TO, YTO M3 TaHIla MOXET BBIPACTU HOBas Jpama. Ho Mup HeTepnenanB B 3TU COBPEMEHHBIE
BpemeHa. OH He XO4eT *JaTh; OH XoueT "pe3ynbTatoB". OH HE MOT XJaTh, TOKa HOBas
BEIllb CMOXKET MPOM3PACTU E€CTECTBEHHO W KpacuBo. OH »Kaxaan oOoramieHus, OH
3aBUI0BAJT Uy KUM 3apa0aTbIBaéMbIM CPEJICTBAM, U ATO COOJIA3HSIO OTJEIbHBIX TAHIIOPOB
YUTH, 4TOOBI 3aTeM JOOUTHCS MHIAUBUIYATBHOTO YyCIleXa Ha KOMMEPYECKHX IUIOMIAIKaX.
DT0 HEM30EXKHO pa3pylIaIo KaxIyIo CISTyIONIYIO KOy, KOTOPYIO 5 CO3/1aBaja.

Ho Taneny BepHercs, s mpeamnosiararo 5To. YenoBeduecTBO He Bcerma OyneT
MPUBETCTBOBATH TEX, KTO MOJAraeT BO3MOKHBIM MMOJIOKUTH CEMEHA B 3€MJIIO U JIOBECTH UX
0 UBETEHHWS B TEUYEHUE OJHOW Houu. Jlaxke cellyac s CHOBa IUIAHUPYIO MOIO
JIOJITOXKTAaHHYIO 3aBETHYIO mKoy. B MockBe s Hauasna ¢ oOeranus co3aaTh KOy, XOT,
BO3MOXHO, JIOBECTH HJCH0 N0 OCYIIECTBJICHUA HE MOJYYUTCI B STOM TOAYy MU B
CJIEYIOIEM, HO MOCTENEHHO JAETU BBIPACTYT C MPUPOAOH, C KPACOTOM, C MBICIIBIO O TaHIIE
KaK B MYy3bIKE, TaK U B TpareIuu.

(L{obasneno k Oonee pawHum cmamuvam, 4mooObl 3A8ePUIUMb 0UEPK O eHCeMeCAUHO20
usoanus Uckyccmeo meampa, 1927.)

1111(136-137)

S mpoBoamsia TONTHE JTHU M HOYM B CTYJWH, WIAa TOT TaHEI, KOTOPBI MOT OBl OBITh
00KECTBEHHBIM BBIPAKEHHEM YEJIIOBEYECKOT0 JyXa IOCPEJACTBOM JBM)KCHHUS Teina. B
TEYECHHUE MHOTHX YacOB 5 CTOsJIa HEMOJABMIKHO, M JIBE MOHM PYKH OBLIN CJIOKEHBI Ha MOEH
TPY/d, IOKPBIBAsI COJTHEYHOE CILJICTCHUE.

... 51 uckana u, HaKOHEIl, OOHAPYKUJIA ICHTPAIBHYIO TIPY)KUHY BCETO JABMKCHHS, KpaTep
MOIITHOCTH JIBUTATEIIsI, €IMHCTBO, U3 KOTOPOTO BCE pa3HOOOpa3He NBUKEHUS POXKIAIOTCS,
3epKaJio BUJCHUS JI CO3/1aHus TaHia. IMEHHO OT 3TOro OTKPBITHUS POAUIACh TEOpHs, Ha
KOTOpOM s OCHOBajia CBOIO IIKOJY. bajeTHas IIKojia ydyusia yY€HHUKOB, YTO MPY>KHMHA
HaXOAUTCS B IIEHTPE CIHHBI Y OCHOBaHUS MO3BOHOYHMKA. OT A3TOM OCH, TOBOPHUT
OanermericTep, pyKd, HOTH U TYJIOBHIIE JOJDKHBI CBOOOJIHO JBHUTaThCS, JaBasl Pe3yiabTaT
IMIAPHUPHOM MAPUOHETKU. ITOT METOJ MPOU3BOJIUT MCKYCCTBEHHOE MEXaHUYECKOe
JIBUXCHUE, HE JOCTOMHOE JyIIH.
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S Hao0O0pOT UCKaJla HCTOYHUK JYXOBHOTO BBIPAXKEHUS, U3 KOTOPOTO B KaHAJIBI Tella OyneT
T€Ub, 3aMOJIHSASI €r0 BUOPUPYIOIIUM CBETOM, IIEHTPOOEKHAS CUIa, OTpaXarolasi BUJCHHUE
nyxa. [locne MHOrUX mMecsleB, KOrja s BblyYuJlach KOHLIEHTPUPOBATH BCKO CBOKO CHUIIY B
OJIHOM 3TOM ILIEHTpE, sI OOHapyXXWjia, 4TO TMOCJE€ TOrO0 Kak s Ciyllajia MY3bIKY, JIy4d U
BUOpaIlUd MY3bIKH TEKJIM K 3TOMY UCTOUHHUKY CBETa BHYTPU MEHS, TJI€ OHU OTPAKAIIUCh B
JlyxoBHOM Bunenun, HE Kak 3€pKaJ0O MO3ra, HO UMEHHO IYILIHW; U U3 ITOrO BUACHUSA A
MOTJIa BBIPA3UTh UX [JIy4u U BUOpaAIMKM MY3bIKH | B TaHIIE. ...

Cnemnuduueckas cpejila MOEro JeTCTBa M IOHOCTU BbIpaboTalia 3Ty CHUJIy BO MHE B OYEHb
OOJIBIIION CTETIEHH, U B Pa3Hble TIEPUOJIBI MOCH JKM3HU, MHE ObLIO TI03BOJIEHO 3aKPBITh BCE
BHCILIHME BIUSHUS, U )KUTh TOJIBKO ATOM CUJIIOM CAMOCTOSITEIBHO....

Sl Takke Torma Medranga HaWTHU NEPBOE ABUKEHUE, U3 KOTOPOTO POAUTCS PAI JABUKECHUMN
0e3 Moei BoJid, HO KaKk Oecco3HaTelbHasl PeaKids OCHOBHOTO NMEPBUYHOTO JIBUKEHUS. S
pa3zpaboTaia 3TO JIBUKEHHE B CEPUU PA3TMYHBIX BapUallUi HA HECKOJIBKO T€M, TaKUX Kak
MEPBOE JIBUKEHUE CTPAaXa, COMPOBOKIAAEMOr0 €CTECTBECHHBIMH PEAKLMUSAMU, POKICHHBIX
OCHOBHO# »Moruen win ['opeM, oT KOToporo OyJeT Teub TaHell CTEHAHUs, WJIK JIIOOOBHOE
JIBIDKEHUE, U3 Pa3BOpauyMBaHUsI KOTOPOTo, KaK JICTIECTKOB I[BETKA, TAHIIOP OyAET T€Ub KaK
napQiom....

(Omom u 08a credyrowux ompuieka - uz Mos Kusms.)
ITIT(137-138)

S yyBCTBOBaJIa TaKyO CUMIATHIO K YonTepy Jamponi, 4To MHE Ka)XeTcs, KOrja s cTosiia
B LIGHTpE CIICHBI, TOTOBAasl HauaTh TaHIIEBaTh, sl OblIa CBsA3aHA KaXXJbIM HEPBOM B MOEM
TEJIE C OPKECTPOM U C BEJTUKUM JUPHKEPOM.

Kak s Mory onucars pagocTb TaHUEBATh ¢ 3TUM OpKecTpoM? IMEHHO Tam nepeao MHOM -
Yonrep JaMpoll moJHUMAEeT CBOIO TUPHKEPCKYIO MAJIOUKy - si HAaOJIIOJal0 3TO, U, MpHU
IEpPBOM yJape, BHYTPH MEHS pacTeT OObEAMHEHHbIH CHM(OHUYECKHH aKKOpi BceX
MHCTPYMEHTOB B OJHOM. MOTyIIeCTBEHHas peBepOepanusis MYMUTCS 1O MHE, U 4
CTAHOBJIIOCh CPENOW, B KOTOPOW, B €IMHOM BBIPAKEHUU, KOHILIEHTPHUPYETCA pajgoCTh
bpyuxunpael, mpoOyxaeHHod 3urdpuaomM wid Aymbl M307b1ab1, HImymed cBoei
peammzaiuu B Cmeptu. IIpocTpanHble, OOIIMpHBIE, pa3lyBasch Kak mapyca Ha BETpY,
IBUKEHHSI MOETO TaHIlA HECYT MEHS BIEPE - BIEPE] U BBEPX; U 51 UyBCTBYIO IPUCYTCTBUE
MOTYILIECTBEHHOM CWJIbI BHYTPU MEHS, KOTOpas CIYIIAeT MY3bIKY U 3aT€M MPOTATUBAETCS
yepe3 BCE MOE€ TeNo, MbITasACh HAWTU BBIXOJ ISl BCero ciblmuMoro. MHorma sra cuia
CTAaHOBHWJIACh Pa3bAPEHHOW, MHOT/IA OHA OyIneBana M TPsCiIa MEHs, MOKa MOE Cep.le
MOYTH HE Pa3pbIBaJIOCh OT CBOEW CTPAacTH, W i AyMmaya, 4TO, BEPOSITHO, HACTAIM MOU
MOCJIeAHUE MUHYTHI Ha 3eMJiie. B Ipyrux ciaydasx oHa pa3MblIUIsa TSIKENO0, U S BAPYT
YyBCTBOBAJIA TAKOE MYUYEHHE, KOTOpOE, 4epe3 MOHM PYKH mpocTupainock a0 Hebec, u s
MpOCHJIa MIOMOIIM OTTYJa, OTKyJa HHKakKas MOMOIIb He mpuxoawia. Yacto s mymana mpo
ce0s1, - KaKasi BCE-Taku OMMOKA HAa3bIBAaTh MEHSI TAHIOBIIMIICH - S €CTh MarHETUYECKUM
LIEHTpP, NpelHa3HauYeHHbI, YTOObI MEepeaaTh 3MOLMOHANBHOE BhIpakeHue Opxkectpa. Ot
MOEW AyIId BHE3AIHO H3JIyYaJlUCh OTHEHHBIE JIYYHM, YTOOBbI COCAUHUTH MEHS C JIPOXKbIO
BUOpupytomero Opkecrpa.



Tam Obl1 QuiedTHCT, KOTOPBIA Tak OoxecTBeHHO urpan cojo CuactiuBoro JyxoB B
Opdee, uro s yacto HaxoauiIa ceOs HEMOBUKHOM Ha CIIEHE, CO Cle3aMM, TeKYIIUMHU U3
MOMX IJa3, TOJIBKO OT AKCTa3a CIYLIAaHUS U €r0, U MEeHHs CKPUIIOK, U IIeJIOT0 OpKecTpa,
B3JIETAIONIETO BBEPX, BIOXHOBIEHHOTO 3aMEYaTEIbHbBIM JUPUKEPOM.

bouta uynecnas cummnatus mMexay JaMmpormr M MHOM, M K KaXJAOMY M3 €ro KECTOB
HEMEJJICHHO 4YyBCTBOBaja OTBETHYIO BuOpamuio. Korma oH yBenuuuBaig KpelIEHIO B
o0beMe, TaKuM 00pa3oM, YTO KU3HH BO MHE BO3BBIIIANACH W MEPEMOJHSIACH B JKECTE -
JUTSL KaXJAO0W MY3bIKaJbHOM (hpasbl, MEpPEeBEACHHON B MY3BIKAIHHOE JIBHJKEHHE, BCE MOE
CYIIIECTBO BUOPUPOBAJIO B TADMOHUH C HUM.

I111(139)

UenoBek MOMKEH TOBOPHUTH, MOTOM IE€Th, 3aT€M TaHleBaTb. Ho ToBoOps - 3TO MO3T,
MbIlUIEHHE YenoBeka. [leHne 3to smouwms. Ilnsicka - TUOHMUCHUYECKUH 3KCTa3, KOTOPBIU
YHOCHT BCE.

1111 (139-140)

S mpouwnTana B BaimieM BBITyCKe OT 27 ceHTAO0ps Obuta OMyOJMKOBaHA CTaThsl, B KOTOPOU
TOBOPHUTCS, UTO s "B Oyrpkaiiliiee BPeMs MOSBIIOCh B HEKOTOPHIX AHTHYHBIX TPEUECKUX
tTaHmax" u "¢ POCKOIIHBIMH KOCTIOMaMHu'". Bbu1o OBl HEBO3MOYKHO JIaTh ONMHMCAaHHUE MOETO
HCKYCCTBa a0COIIOTHO 0OJIee JT0KHO.

HecomHeHnHo, Kak W KaXIplii XyIOKHUK HaIIEro BpPEMEHH, 5 OblIa BIOXHOBJICHA
IPEYECKUM HCKYCCTBOM, TaK KaK OHO SIBJISIETCSI OCHOBOW BCEW HAIIEH 3aMaJJHON KYJIbTYPBI.
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KoHneuHo, 3T0 npaBna, 4To B TEUEHHUE IIECTHALATH JIET g €3[1J1a BoceMb pa3 B ['penuto, u
YTO 51 OCTaBaJIaCh TaM KaXKJbIil pa3, 10 TE€X MOp, MOKa 3TO MO3BOJISIA MOSI SKOHOMUYECKas
cUTyauus - Uil ®u3HU B ['pennu, yToObl y3HaTh caM MUCTOYHUK KpacoTbl, BJOXHOBEHUE
Moero uckyccrsa. Ho 3To BecbMa J1ajieko OT TOTO BBICKA3bIBaHMs, UTO 51 XOUY BO3POXKAATh
WJIM BOCCTAHABJIMBATH IPEBHME TAHLIBI.

BoccTaHOBUTH CTapuUHHBIE TaHIBI ObLIO OBl 3a/aueil, CTOJIb K€ HEBO3MOXXHOM, Kak W
Oecrnione3Ho. TaHer, 4ToObl OBITH MCKYCCTBOM MAJIA HAC, JIOJDKEH POJUTHCS M3 CAMOIO
ceOs, U3 SMOLUMUA M >KM3HU HAUIEro BPEMEHH, TaK K€, KaK CTapUHHbIC TaHIbl ObUIM
POKIEHBI U3 JKU3HU M SMOLUN APEBHUX I'PEKOB. be3ycioBHO, B MOEI IOHOCTH s MpoBeia
JOJTHE 4Yackl BOCTOpPXKEHHOTo BocxuieHus nepen [lappenonom, nepen ¢dpuzamuy,
¢bpeckamu, Bazamu, purypamu TaHarpa.

Ho »T0 He ObUIO mIaromMm Ha TMyTH KOMUPOBAHUS JUOO MHUPOOIIYIICHHUS WIH
MPEBOCXO/ICTBA ATHX MIieAeBpoB. HaoO6opoT, s Tak Monro m3ydana UX JJs TOTO, YTOOBI
MOTPYy3uTh ce0sl B AyX, JEKAIMUNA B UX OCHOBE, YTOOBI PACKPHITh TailHy IKCTa3a B HUX,
MOCTaBUB Ce0s B MPUKOCHOBEHHE C TEMH YyBCTBAMHU, KOTOPHIE CHMBOJIM3UPOBAIHA HX
xecThl. TakuM 00pa3om, MpUHUMAs MO0 JYITy 0OpaTHO K MUCTUYECKUM HMCTOYHHKAM UX
BOCTOpra, s MOJIy4uJia, C MOEHM CTOPOHBI, BO3MOXHOCTb CHOBa HauThu cexkper Kpacorsl,
KOTOpasi HaXOJUTCA B TOM, 4TO mpeObiBaeT B CBATast cBATHIX. M3 3TOro mpumen Mou
TaHEL, - HA TPEYECKUI, HU aHTUYHBIM, HO KaK HEMOCPEACTBEHHOE CIIOHTAHHOE BBIPAXKEHUE
MOEW IyIIN, BO3HECEHHON KPaCOTOM.
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Hnsa mensa Juonnc He ymep. OH ecTh BeuHbll bor, BCeMOTyIIHi, BCECUIbHBINA, KOTOPBIN
MO/ pa3HbIMU HMMEHaMH M BO MHOTMX (OpMax BIOXHOBISET KaXKIOTO TBOPYECKOIO
xynoxHuka: Kpumna, Ocupuc, JlnoHnc - u naBanTe BCrOMHUM, yTo Huime moanucan
CBOE€ noclieanee nocinanue "Jluonuc pacosat'.

Yro xacaercs BTOPOM 4YacTU Ballled CTAaTbU, B KOTOPOM I'OBOPUTCS O MBILMIHOCTA MOUX
KOCTIOMOB, S HHUKOI'JZla HE HOCHUJIA aHTUYHBIC WM POCKOLIHBIE KOCTIOMBI, IIOTOMY 4TO
TaHel Ul MEHS €CTh BBIPAXKCHUE TEJla, OTPAXAOLIEro AYIIY B DKCTA3e.

Hu xectamMu ¥ 1103amu, HU KOCTIOMAMU U XUTPBIMU APANUPOBKAMH, HO TOJIBKO C TOYKHU
3pEHUsl YEIOBEYECKOro TeJla, TaHEL MOXKET MepeaBaTh CBOE COOOLIEHUE YEIOBEYECTBY:
IBOMHOE mociaHue AmnosuioHa u Jluonuca - k 60kecTBeHHON My3bike baxa, berxoBeHa,
[ly6epra, Barnepa, BeIMKUX MUCTHUKOB U IIPOPOKOB HAILIEH 3PBHI.

(U3 nucovma onybauxosannoco 8 Progres d’Athenes, 6 1920 200y. 30ecv nepesoo ¢
Ppanyy3ckoeo - Kak u ece credyroujue uecms nyHKmos.)

1111 (140)

Bo3moxHO TaHIIEBaTh ABYMS CIIOCOOAMU:

MoxHo 6pocuThb ce0s B AyX TaHIAa U TaHIIEBATh caMmy Belllb: JlnoHuC.

Ny MoXHO co3epuarh AyX TaHIA - U TaHILEBATh KaK TOT, KTO PacCKa3blBa€T UCTOPHIO:
ATI0/JIOH.

ITI1(140-141)

Bce oGemanusa Ha Oyayiiee st BUXKY B OOJIBIIONW IKOJE, TA€ JAETH OYyAyT YUUTHCS
TaHIIEBATh, M1E€Th, KUTh pagu Mynpoctu u Kpacora mupa.

Ponen nucan: "Korga [Tpupona noHuMaeTcs, Torjia nporpecc HaumHaercs ",

To, uto pebeHok nokeH mMOHATH [Ipupomay, O3HayaeT, 4TO OH JOJDKEH TaHIEBATh
cornacHo putMmy IIpupoasl. KpymHeiM coObITHEM 3TOM Amoxu OyaeT mpoOyxacHue TaHia
KaK 0JaropogHOro MCcKyccTBa, cecTpbl My3biku. TaHen B TedeHUE MBYX ThICSY JIET ObLI
MCKYCCTBOM, 3aKJIIOUEHHBIM B TIOpbMY. BCIO CBOIO U3Hb s THITaaCh Pa3opBaTh €ro
1ernu, 4ToObl OTKPBITH BOPOTAa W BEPHYTh Hazaja ero cBobony. Ilocie ocBoOoXaeHUS,
TaHell OyeT OOJIBIION BIOXHOBIISIONMICH CHIION CpeIM MCKYCCTB: CKYJBNTYpPa, JKHBOIHUCH,
apXUTEKTypa HAMIYT HOBBIE KPbUIbS, U Tpareaus OyJeT )KUTh CHOBA.

Korpa tanen ymep, Tpareauss yMmepiia, IMOCKOJBKY TaHEI - JUOHUCHMCKUM OyX B
Tpareauu, U 6€3 TaHIa Tpareaus MoTepsiia CBOIO MPUUUHY OBITHS.

[Ipexxme, yem s Hauyajga TaHIEBAaTh, BCE TAHIOPHl OBUIM 3aTOYEHBI OKOBAaMU B
OOTATUBAIOIIYIO OJEKIY, MOBTOPSIS TOJ 3a TOJOM HEKOTOPhIE MEXaHHUYECKHE YKECTHI; U
KOT/Ia Hayvaja s, THICSAYU JIIOJIEH, BO BCEX CTpaHaX MHpa, HAYaJId TAHIEBATh OJCTHIMH
TOJIBKO B JIETKHME TYHUKH, BIIEPBBIE OCO3HABas CBOOOIHBIM PUTM UYEJIOBEYECKOTO Tela, U
€ro COOTBETCTBHE C TAPMOHHUYHBIMHU JBWIKEHUSMH [IpUponbl; THICSYM JIOACH HCKaIA
CIIOHTAHHOE JIBI)KCHHE, U OTHOIICHUS 3TOTO K 00binoi My3bike. [IIkombl ObH CO31aHBI
B COOTBETCTBHU C MOUMH HJECSIMH, BO MHOTHX cTpaHaxX, oT PuwmstHanu mo HOxuoM
Awmepukn. K coxkaneHuro, 3TH MIKOJIbI MPUHSIN TUCEMO MOETO YUSHUS, HO HE €T0 IyX.
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OHU KOMUPYIOT IBWKCHUSI, HO UTHOPUPYIOT CEKPET BHYTPEHHETO UMITYIIbCA.
(U3 nucoma panyy3ckomy YUHOBHUKY, NPUBLEKAEMOM) OJisL WKO.JIbL.)
ITI1(141)

TaHueBarp 0O3Ha4aeT XUTb. 10, YTO A XOYy, - OTO LIKOJA JKU3HHU, IIOTOMY 4YTO CaMble
OospIIMe OOraTCcTBa 4YeJOBEKa B €ro Aylle, B €ro BooOpakeHuu. MoxeT ObITh KU3Hb
MocJie ATOro, HO S HE 3HAaK, YTO MbI Oy/leM MMETh TaM. JTO TO, YTO 5 ACHCTBUTEIBHO
3HAI0: Halle OOraTCTBO 371€Ch, HA 3€MJI€ HAXOAMUTCS B Halllel BOJie, B HallEl BHYTPEHHEU
KU3ZHU.

IT11(142-1)

Uto ecTh mepBBIi 3aK0H JJIsI BCAKOTO McKyccTBa? Kakoi oTBeT ObLT Obl, €l Obl BEJTUKHIA
CKYJBOTOp WJIM BEJIUKHUH >kUBomucel nanu ero? A gymaro sto npocrto: "llocmoTpute Ha
IIpupony, usyuure Ilpupony, novimure I[Ipupony - a 3aTeM NONBITAUTECh BBIPA3UTH
[Tpupony".

Tanen sSBIsSETCS MUCKYCCTBOM MOJOOHO BCEM JPYTHM, U 3TO TaKXKe JIOJKHO HAWTH CBOE
HAYaJio B 3TOM OOJIBIIIOM MEPBOM IPUHIUIIC: U3ydaTh [Ipuposy.

Bui orBeTuTe: "Kak TaHIIOp MOXET y4uThCSl cHauajia B napctBe [Ipupossl, ecnu TaHel
COCTOMUT U3 COTEH IIaroB, M 3TH IIard U3JI0’KEHbI B KHUTaX IO UCKYCCTBY TaHIA, U KOTJa
€CTh BCe IpaBujia U 00ydeHue 6anermericrepoB? Eciau Bbl XOTUTE OBITh TAaHIIOPaMU, TO BbI
JOJKHBI HAWTHU YYUTEIIS TaHLa."

N s oreBetmyia Obl: "TaHel HE COCTOMT M3 BCETO0 JTOr0O: TaHEI - 3TO JBHM)KECHUS
YEeJI0BEUECKOr0 TeJIa B TAPMOHUU C JABWKEHUAMHU 3€MJIM; U €CIIM OHO HE COTJIACYETCS C
STUMU JIBWKCHHUSIMH, TO OHO JI0KHO."

DTO - NEepBBIN 3aKOH JJIsl UCCIICIOBAaHUA TaHIa: u3ydanTte aBvxkeHus [Ipuposbl.

1111 (142-2)

Tanen He pa3BiICUCHUE, a PEIINTUS, BBIPAKECHHUE KU3HU. S yuy 3TOMY MAJIEHBKUX JIETEN B
MOEeH 1IKoJie; Sl HUYero He 3HaK O TeX, KTO AEJaeT MPOCTOE pa3BIICUCHUE U3 TaHIA.
JKu3Hb - KOpeHb, a UCKYCCTBO - I[BETOK.

Kak »tm Bemmu kacarorcs wmeHsa? Hwukro He mpocmi, dtoObl Poxen nHabOmoman 3a
MOJIOJIBIMUA  JICBYIIKAMUA MHpa, H300paKaloMUMH CKYJIbNTYpy. I[louemy s momxHa
HaOJII0aTh, KAK OHM TaHIYIOT?

(U3 unmepewvio 0anno2o hpanyy3ckoli cazeme, no-QOpanyy3cku, 8 Oomeem Ha 80NPOC 0 eé
oyeHKe OMHOCUMENbHO MOOHbIX MAHYes.)
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TT11(142-143)

HcTruHHOE UCKYCCTBO MPUXOAUT U3HYTPU U HE UMEET HUKAKONH HEOOXOMMOCTH BHEIIHUX

yKpamieHuil. B Moell mkose y Hac HeT HU O0raTblXx KOCTIOMOB, HU YKPAILIEHUH, HO TOJIBKO
KpacoTa, KOTopas MOJHUMAETCS U3 AYIIN C TPUXOJOM BIOXHOBEHUS, U U3 Te€lla, KOTOPOE
SIBIISICTCS €0 CUMBOJIOM.

Ecium mMoe uCKyccTBO, s HaJelOCh, ObIJIO B COCTOSIHUM HAy4YUTh 4e€MY-HUOY/Ab, TO 3TO
TOMY, YTO KpacoTa MOXET ObITh HalJieHa B UTpe JeTed, U B UX O0E3BICKYCCTBEHHOCTH C
MPOCTOAYIIIUEM OTKPBITHIX PYK.

Bbl Bumenu ux ceromHsi, oOpa3yronux Kpyr WIH MEPEeCceKalIIuX CIEHY - 0e3yCIIOBHO,
OHM OoJiee MPEeKPACHBI, YUeM KaKoe-IN00 0XkKepesibe U3 kemMuyra! 9To MOU JIparolieHHOCTH,
U 1 HE KeJal0 HUKAKUX IPYTUX.

Jlalite kpacotry, AaliTe cBOOOmY, JalTe 3J0pOBbE JETAM; JalTe HCKYCCTBO JIOJSM,
KOTOpBIE MPOCAT ero. Benukas My3blka HE JIOJKHA CIYKUTh TOJBKO JUISl yIOBOJILCTBUS
TeX, KTO 0C000 MPUBWIETUPOBAH; OHO JOJDKHO OBITH JJaHO CBOOOJIHO MaccaMm. MckyccTBo
W My3bIKa CTOJb K€ HEOOXOAMMBI JJIsl JIFOJEH, KaK BO3AyX WM XJe0, MOTOMY 4YTO
HCKYCCTBO - TyXOBHBIN XJIe0 4eJIOBEUECTRA.

T111(143-1)

A CUHuTaro, 4TO B Ka)I(}IOﬁ JKU3HHU €CTh AYXOBHAA JIMHHUA, BOCXOAAIad KpUBasd. n BCC, UTO
MNPpUACPKHUBACT WM YKPCIULACT JOTY JIMHUIO, ABJIKICTCA Halieu peaHLHOﬁ KHU3HBIO,
OCTAJIBHOC BCCTO JIMIIb IICITyXa, OTIIaAdronIasA Ha IIyTHU Pa3sBUTUS KU3HU. Takas AyXOBHas
JIMHUA - MOC I/ICKYCCTBO.

1111 (143-2)

Mos xu3Hb 3Haja aBa MoTHuBa - JIF0O60Bs u MckycctBo. M wacto JIto00Bb yHHUYTOXKAJA
HckyccTBO - M yacTo moBenuTenbHOEe TpeboBaHue VMcKyccTBa HECIIO Tparu4ecKuil KOHeIl
JIro6BU, M 2TH JBa MOOYXKIEHUS HUKOTJA HE 3HAIM COTJIaCHsi, HO BEIM TOCTOSHHYIO
00pn0Yy.

1111 (143-144)

ITamsate, ITamsats - aTo Takoe IlaMsaTs?

HanrpecHyTas Kpy»Ka, U3 KOTOpOW BCE BUHO BBITEKJIO, OCTABJISASI €0 CYXUM M HE yTOJISIS
0oee KaxKIy.

Korna s meITaroch BCHOMHUTH COOBITHS, KOTOPBIE OBUIM TaK YYIACCHBI, TAKUMH JKUBBIMHU U
SPKUMU - KaK S0JJ0OHEBBIN caJl, TePEIOTHEHHBIN 3pelIbIMU S0JT0KaMH - M KOT/1a sl TIOMEIAl0
BCE B 3TH CJIOBA, MPOUCXOJUT 3arajJoyHOE SIBJICHUE, KOTOPOE s HE MOHUMAlO, - S0JIOKH,
KaXeTCs, IOXOMSIT Ha MEPTBBIE JHCThS, CyXHE, BBDK)KCHHBIC, HHKAKOIO COKa WJIH
WHTEpECA B OCTATKE, - HO 3TO TOJBKO IMOTOMY, YTO s HE nucarenb. Koraa s Ta”iyro, To 31O

TPYTOE.
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" (144)

B xopoHoBanHOM Xpame BcTpeua
OcBeTisieT CHOBA pacTyIINi IEHB,
berymmui ¢ ero spKuM paccBeTOM
Buu3s x Bogam OyxThi!

Cmotpu, TyMaH CTONETHS paccesics!
Bort oH, cBOGOAHBIN DinmuHCKUMA Oeper!
Mapadon - [1naten coodbmaroT Ham
I'penus xxuser, ['penys cHOBa.

(lea cmuxa ¢ "OCTAMII: Jlunuu npexpacrnoti anmuunoii I peyuu'”, /{cosegpa Yapnvsa
Jlynxana, omya Aticedopul. Bzamo uz "Obnasxcennvie”, noobopku uz Kanugopnutickoeo
cmuxa noo peoakyuetl bpep I'apm.)

Hynkan, Aiicegopa. UckyccTBo Tanna. 3opanHoe.
—Duncan, Isadora. The Art of the Dance (1928), pp. 47-144.
Ilepesoo: A.Ilanos.

29 mapma 2016 2o0a..

Ob ABTOPE

Hynkan, Ailicenopa - aMmepukaHckas TaHioBiiuma. Amnmkena W3agopa JIéHkas,
ypoxaéanas Dora Angela Duncan (Isadora Duncan) ponunace B Can-®paniucko 27 mas
1877 rona. B Bonbmioil coBerckoit snuuknonenus (bCO) ron poxnenus 1878 ykazan
omn6ouno. Mg u pamunusi TaHIOBIIUIEI MTpaBUILHO TpousHocutcs M3amopa [I€nkan,
onHako B Poccun e€ Bcerna Ha3piBanu Aiicenopa Jynkas. [lo HanmonansHOoCTH Alicenopa
Hynkan Obina upnannka. Jletu Aiicenopst Jlynkan yronynu Bmecte ¢ HaHel B 1913 rony.
Hunpe, nouke ['opmnona Kpoara, 6su10 7 nert, a [latpuxy, ceiy [lapuca FOmxuna 3unrepa
o110 Bcero 4 roma. Cama [lynkan tparundecku noru6na B Hure 14 centsiops 1927 rona.
[Toxoponena Ha knanoumie [lep-Jlames B [Tapmxke.
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JlyHkan - HoBatop MW pedopmarop xopeorpaduu, JaBmias B CBOMX TaHLAX,
OCBOOOXJIEHHBIX OT (POPMAIMCTUYECKUX KIJIACCUYECKHX OalleTHBIX (OpM, IIIACTHUECKOE
BOIUIOUIEHUE MY3BIKAIBHOTO cojepkaHud. OHa NpOTUBOIMOCTaBUIA KIACCHYECKOW IIKOJIE
Oasiera CBOOOJHBIN IMIacTUYeCKUi TaHel. Mcrmosib3oBana JIPEBHETPEUYECKYIO IIACTHKY,
TaHUEBajla B XUTOHE MU 0e3 o0yBu. OAHOW W3 MEpPBBIX MCHOJIb30BaJIa JUIsl TaHIA
cuM(poHnYeCcKyI0 My3bIKy, B ToOM uncie lllonena, I'moka, Illy6epTa, berxoena, Baruepa.
Aliceopa MeyTasia 0 CO3/JaHUK HOBOTO YEJIOBEKa, JJIsi KOTOpOro TaHel OyaeT Ooisiee yem
€CTeCTBEHHBIM JesioM. CBOMM TaHILEM BOCCTaHABIMBajla TapMOHUIO Aymu U Tena. OHa
OTKpbUIA JIOJSM TaHEl] B YUCTOM BHUJE, «CAMOLICHHOM HCKJIOYUTEIBHO B CaMOM ceOey,
MOCTPOEHHOM MO 33aKOHAM YHCTOTO HCKYCCTBAa. B rapMoHHYeCKOM HCKyCCTBE TaHIla
Aticengopsl Jl[yHKaH cTpeMJieHUE K TaAPMOHUHU M KPacoTe BBIPAXKEHO B HJEATbHOU (hopMe.
OTTasikuBaschb OT MY3bIKM, OHa MPUIUIA B JABMXKEHUM K TapMOHUYECKOMY KaHOHY, U
MMEHHO T[I0O3TOMY CTajla TJaBHOM M €JUHCTBEHHON OCHOBOIIOJOXKHHULIEH BCEro
TaHUEBAJILHOrO MojJiepHa. JlyHkaH noOuUiach MI€aTbHOIO COOTBETCTBUS AMOILIMOHAIBLHON
BBIPQKEHHOCTH MY3bIKAJIbHBIX U TaHIIEBAJIbHBIX 00pa3oB. DTO ObLI HOBBIM MOAXOA K
UCKYCCTBY TaHIIa, HOBBIA METOJI TBOPYECKOIO BBIPAXKEHUS, KOTOPBIM HaXOIWICS 3a
npenesaMyd  ACTETHMYECKUX pPaMOK TpaJWLUMOHHOM OaneTHOM ImIKoybl. JIBMXKeHue
POKIATI0Ch U3 MY3BIKH, a HE MPEIIECTBOBAIIO €.

B 13 ner Aiicenopa Opocuiia HIKOIY, U CEpPbE3HO 3aHsUIach MY3bIKOM U TaHuamu. Kax
camocToATeNnbHas TaHuoBlMia JlyHkan BrepBbie BeicTynuia B byaanemre B 1903 roxy,
nocie yero, B 1903 r. oHa BMecTe C ceMbeil coBeplInia NaJOMHUYECTBO B ['penuro.
[lepByto CBOIO MIKONY TaHIIEB OHA OTKPbLUIA BMECTE CO cTapiieil cectpoit Dnuzabder B 1904
rony B I'epmanuu B ropoae I'proneBanbae. B Poccuto oHa npuexana Brnepsbie 10 sHBaps
1905 rona. B xonne 1907 r. JlyHkaH nana Heckojibko KoHIepToB B CaHkT-IletepOypre. B
TO BpeMsi OHa noJipykuiiack co CtanuciaBckuMm. 16 anpens 1915 roaa cocrosnock neproe
npejacTaBiaenue BTopoit yactu "llarernueckoit cumponun" YaitkoBckoro. B urone 1921
Jyukan npuexana B Coerckyro Poccuro mno mnpurinamenuto A.B.JIyHauapckoro u
JI.Lb.Kpacuna, u opranu3oBaia B Mockse i feTedl pabouux xopeorpaduyecKyro mKOIy
(ocobOnsik Ha yi. [Ipeuncrenka, 20), Kkyaa ObUI0 MPUHATO 0K0JIO 60 JE€BOYEK B BO3pacTe OT
4 no 10 ner. IlepBoe BeicTyruIeHHE JlyHKaH B MOCKBE cOCTOSIIOCH 7 HOsOpst 1921-ro rona
Ha creHe bonpimoro tearpa B OHU Mpa3gHOBAHUS YETBEPTOM TromoBHIUHBI OKTAOpS.
Haxomsice B Poccum (1921-24), Bemuia 3amyx 3a no3ta C.EceHnHa M BmecTe ¢ HUM
Boiezkana B CIHA (1922-23). B 1922 romy y Alicenopsl BO3HUKINW KpYIHBIE
HEMPUATHOCTH TOCJIe HECKOJIBKUX WHTEPBBIO, B KOTOPHIX OHA BhICKa3ajach 00 aTeu3Me H
o OonbiieBUCTCKON peBojitoni B Poccuu. E€ mocnennue BBICTYIUICHHS B Hb}O-ﬁOpKe
coctosuiich 13 u 15 suBaps 1923 roga B Kapueru-xomn. Ilocne pazBoga ¢ Cepreem
EcenunbiM, B 1925 romy, Bo3Bparmiace B CIIA, rme mnoasepraizach TpaBlie Kak
“OonpiieBrcTCKas mmuoHka”. beuta mumena rpaxnanctea CIIIA 3a Bepenue “kpacHoi
nponaranibl’. B pe3ynbTaTe OblIa BhIHYXKIEHA nepeexaTh Bo OpaHIMIo, I/1€ U OCTaBajIach
710 TIocHeIHUX aHeH ku3Hu. B 1925 mikona, ocHoBanHas JlyHkan B Poccuu, Oblia JuIeHa
roCyJIJapCTBEHHOTO (DMHAHCUPOBAHHUSA, TEM HE MEHEe IIKOJa M CTYAMs MPOCYIIECTBOBAIN
10 1949 rona. Ilocne orwhe3na JlyHkan ctyaueidt pykoBojauia e€ mpuéMHas goub Mpwma.
[IIkona OblIa 3aKpbITa MO HACOJOTUUYECKUM COOOPAKECHUSM, KaK MpONaraHaupyromas
«OONe3HEeHHOe, NIeKaJIEHTCKOE HCKYCCTBO, 3aBE3€HHOE B HAIly CTpaHy M3 AMEpPHUKN».
Onnako, 3a JlyHKaH TOCIIeIOBalld  «IIacTHUKU-O0coHOXKkM» JI.H.AmekceeBa wu
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C.A.PynneBa, KOTOpble CcO34alu CTYyIMU IUIACTUKM W MY3BIKAJIbHOTO JBUXECHHS,
MpojoJpKarole padoTaTh W J0 HAcTosliero BpeMenu. B Poccum u3paHbl JB€ KHHUTHU
Aticenopsl Jlynkan: «Tanen Oyayiero» (M., 1907) u «Mos xu3sab» (M., 1930).

Ceronnst B pa3HbIX CTpaHax Mupa, - Amepuke, @panuun, ['epmanun, [lIsenun, Benrpuu,
I'peiun m Poccum, mnocnepoBarenu HCKyccTBa Alcenopsl JyHKaH COXpaHSIOT U
pa3BuBalOT Tpaauuuu e€ taHua. CaenaHa 3anuch OpUrMHAIILHOM Xopeorpaduu JlyHkaH B
HOTaX, BBITYLIEHbI KHATH MO TEXHUKE TaHLA, OTCHATHI Ha BUJIEO OPUTMHAJIBHBIE TaHIIbI
JIyHKaH B MCHOJHEHUHU coBpeMeHHbIX TaHopoB. B 2001 roay B Cankt-IletepOypre ObL1
co3nadn KyneTypubiii Llentp Yuctbix uckycctB umeHu Atcenopsl [lynkan (/[yHkan-
Ilentp), B paMkax AesTEILHOCTH KoToporo, HauumHas c¢ 2002 roma, MOpoOBOIUTCS
eXKeroAHbld  MeXAyHapoIHbI  OTKpPBITBI HEKOMMEpPYECKHH (ecTuBadb NaMsATU
Aticenops! Jlynkan (DectuBanb [{yHkan).
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The Art of the Dance
by Isadora Duncan

There was a time when I use up the entire notebook
notes and observations, when I myself was imbued with the
consciousness of the apostolic values of my art; I was
saturated with all sorts of beliefs, burning all sorts of
naive audacity. At that time I wanted to transform human
life, beginning with the smallest details of costume,
customs, food. But since then, it took ten years; I was
able to admit the vanity of my noble aspirations, and now
I live only the pleasures of work and occupation of their
art.

On the dance can convincingly say dancing than typing
comments and explanations. In addition, all this 1is
unnecessary for the art: his truth shall identify itself
when this truth is really beautiful.

That's why I do not want to write any more theory or
speak the guidelines. But I can not for fear of
accusations of wanting something to promote, explain here
the idea of the dance, which I have always been.

For me, dance i1s not only art that allows the human soul
to reveal in his movements, but he is also the basis of
the whole concept of life, more refined, more harmonious,
more natural.

Dance 1is not as likely to think a lot, the combination
of more or less random "pa", which are the result of a
mechanical combination, which, if they can be used for
technical exercises, yet dare not, and claim the title of
art - i1t is only a means, not target.

I studied a lot of visual documents of all times and of
all the great artists, but I never saw them as images of
creatures, walking on the tips of the fingers or raising
the leg above his head; those ugly fake postures and
movements can never convey the status of the unconscious
Dionysian ecstasy, which is necessary to the dancer.
Further movement can not invent, reinvent; they should be
open in the same way as people in the music opened the
harmony, but did not invent them.

Great, the only principle on which I feel entitled to
rely, it is - a constant, absolute, universal unity of
form and movement; rhythmic unity, which is observed in
all manifestations of nature; water, wind, plants, living
beings, infinitely small particles of matter itself - all
this is subject to the supreme rhythm, which is a



characteristic feature of struenie. Not what nature does

not make Jjumps; among all the states and moments of life

there is a sequence that must rigorously observe in their
art and dancer, otherwise it will turn into an unnatural,
devoid of true beauty, a puppet.

Find the most naturally beautiful shape and find a
movement that reveals the soul of this form - that is the
art of the dancer.

Only because nature can draw their inspiration dancer,
just as a sculptor, with whom she had so much in common.
Rodin wrote: "To sculpt, it is not necessary to repeat
the works of the ancient sculptors, we must first watch
made of nature and see the only way in which the
sculptors interpret nature in ancient sculptures.”

Rodin rights; and in his art, I do not copy, as many
think, a figure from Greek vases, friezes and paintings.
I just learned they observe nature, and if some of my
movements resemble poses imprinted on any work of art, it
is only because they are drawn, as well as those who have
one great source of Nature.

I was inspired by the trees move, waves, clouds, the
relationship that exists between the passion and the
storm, between the breeze and tenderness, and so on. D.
And I always try to add to his movements a little of this
divine sequence, which gives the nature in its whole
beauty and vitality.

This, of course, does not mean that anything quite like
moving and waving their arms and legs to get a natural
dance!

In art, the most simple works - those that required the
greatest effort of synthesis, observation and creativity
and all the great artists know what works worth approach
to the great, inimitable prototype - nature.

I gave her art has been since childhood twenty years of
continuous work, much of which is technical training, yet
many believe that I have not. This is because, I repeat,
that the craft - not a goal but a means.

In my opinion, the purpose of the dance is an expression
of the most profound noble feelings of the human soul,
the feelings that come from Apollo, Pan, Bacchus and
Aphrodite. Dance should establish fervent in our lives,
living harmony. And to see the dance only pleasant or
frivolous entertainment, so just to insult this great
art.

There 1s constant communication between mind and body,
which is not neglected in antiquity, but which we too
often forget. Plato was dancing as well as dancing judge

4



and the elders of the ancient republics; this custom
brought to their minds the grace and poise that made them
immortal.

And it is quite natural: the posture and the position
that we take affect our state of mind: a simple tilting
of the head, the work done with passion, awakens in us
the joy of tremors Bacchus, heroism or desire. All
gestures have a moral resonance, and therefore can
directly express all sorts of moral status.

I am deeply convinced that the dancer must be very close
connection with the works of human art and appearances of
nature.

Every movement that you can dance on the beach, and that
would not be in harmony with the waves of rhythm, every
movement that you can dance in the woods, and that will
not be in harmony with shaking branches and foliage,
every movement that you can dance naked, in the open
field, and that will not be in harmony with the
vibrations and privacy landscape - all these movements
are unnatural and false as they detonate among the great
lines of nature.

That's why a dancer should elect mainly movement,
expressing the strength, health, grace, nobility, or the
degree of vexation of living things.

January 9 (Dec. 27) 1913

047-050. I SEE AMERICA DANCING (1927) [ A BIMXY TAHIYIUIYIO
AMEPIVKY ]
I SEE AMERICA DANCING

IN ONE of his moments of prophetic love for America Walt
Whitman said,

“I hear America singing”, and I can imagine the mighty
song that Walt heard, from the surge of the Pacific, over
the plains, the Voices rising of the wvast Choral of
children, youths, men and women singing Democracy.

When I read this poem of Whitman’s I, too, had a Vision:
the Vision of America dancing a dance that would be the
worthy expression of the song Walt heard when he heard
America singing. This music would have a rhythm as great
as the undulation, the swing or curves, of the Rocky
Mountains. It would have nothing to do with the sensual
tilting of the Jazz rhythm: it would be the vibration of
the American soul riving upward through labour to
Harmonious life. No more would this dance that I visioned
have any vetige of the Fox Trot or the Charleston -



rather would it be the living leap of the child springing
toward the heights, toward its future accomplishment,
toward a new great vision of life that would express
America.

It has often caused me to smile, but somewhat bitterly,
when people have called my dancing Greek. For I count its
origin in the stories which my Irish Grandmother often
told us of crossing the plains with Grandfather in ‘49 in
a covered wagon - she eighteen, he twenty-one; and how
her firt child was born in such a wagon, during a famous
battle with the Redskins. My grandfather, when the
Indians were finally frightened away, put his head in at
the door of the wagon, with smoking gun still in his
hand, to greet his new-born child.

When they reached San Francisco, my grandfather built
one of the first wooden houses; and I remember, when I
was a little girl, visiting this same house, and my
grandmother, remembering Ireland, used often to sing the
Irish songs and dance the Irish Jjigs; only I fancy that
into these Irish jigs had crept some of the heroic spirit
of the Pioneer and the battles with the Redskins -
probably some of the gestures of the Redskins themselves,
and, again, a bit of Yankee Doodle when Grandfather
Colonel Thomas Gray came marching home from the Civil
War. All this Grandmother danced in the Irish Jig; and I
learnt it from her, and put into it my own aspiration of
Young America, and finally my great spiritual revelation
of life from the lines of Walt Whitman. And that is the
origin of the so-called Greek dance with which I have
flooded the world.

That was the origin, the root. But afterwards, coming to
FEurope, I had three great Masters, the three great
precursors of the Dance of our century - Beethoven,
Nietzsche and Wagner. Beethoven created the Dance in
mighty rhythm, Wagner in sculptural form, Nietzsche in
Spirit. Nietzsche created the dancing philosopher.

I often wonder where is the American composer who will
hear Walt’s America singing, and who will compose the
true music for the American Dance; which will contain no
Jazz rhythm, no rhythm from the waist down; but from the
solar plexus, the temporal home of the soul, upwards to
the Star-Spangled Banner of the sky which arches over the
great stretch of land from the Pacific, over the Plains,
over the Sierra Nevadas, over the Rocky Mountains to the
Atlantic.



I pray you, Young American Composer, create the music
for the dance that shall express the America of Walt
Whitman, the America of Abraham Lincoln.

It seems to me monstrous for anyone to believe that the
Jazz rhythm expresses America. Jazz rhythm express the
South African savage. America’s music will be something
different. It has yet to be written. No composer has yet
caught the rhythm of America - it is too mightly for the
ears of most. But some day it will gush forth from the
great stretches of earth, rain down from the vast sky
spaces of stars, and the American will be expressed in
some mighty music that will shape its chaos to Harmony.

Long-legged strong boys and girls will dance to this
music - not the tottering, ape-like convulsions of the
Charleston, but a striking upward tremendous mounting,
powerful mounting above the pyramids of Egypt, beyond the
Parthenon of Greece, an expression of Beauty and Strength
such as no civilization has ever known. That will be
America dancing.

And this dance will have nothing in it either of the
servile coquetry of the ballet or the sensual convulsion
of the South African negro. It will be clean. I see
America dancing, beautiful, strong, with one foot poised
on the highest point of the Rockies, her two hands
stretched out from the Atlantic to the Pacific, her fine
head tossed to the sky, her forehead shining with a crown
of a million stars.

How grotesque that they have encouraged in America
schools of so-called bodily culture, of Swedish
gymnastics, Daicroze and the ballet. The real American
type can never be a ballet dancer. The legs are too long,
the body too supple and the spirit too free for this
school of affected grace and toe-walking. It 1is
noteworthy that all great ballet dancers have been very
short women with small frames. A tall finely made woman
could never dance the ballet. The type which expresses
America at its finest could never dance the ballet. With
the wildest turn of the imagination, you cannot picture
the Goddess of Liberty dancing the ballet.

Then why accept this school in America?

Henry Ford has expressed the wish that all the children
of Ford City should dance. He also does not approve of
the modern dances, but says let them dance the old-
fashioned Waltz, Mazurka and Minuet. But the old-
fashioned Waltz and Mazurka are an expression of sickly
sentimentality and romance, which our youth has grown out
of; and the Minuet is the expression of the unctuous



servility of courtiers of the time of Louis XIV and of
crinoline. What have these movements to do with the free
youth of America? Doesn’t Mr. Ford know that movements
are as eloquent as words?

Why should our children bend the knee in that fastidious
and servile dance, the Minuet, or twirl in the mazes of
the false sentimentality of the Waltz? Rather let them
come forth with great strides, leaps and bounds, with
lifted forehead and far-spread arms, dancing the language
of our pioneers, the fortitude of our heroes, the
justice, kindness, purity of our women, and through it
all the inspired love and tenderness of our mothers.

When the American children dance in this way, it will
make of them Beautiful Beings worthy of the name of
Democracy.

That will be America dancing.
© 1927.

Pp. 47-50.

051-053. THE PHILOSOPHER'S STONE OF DANCING (1920) [
OUIJIOCOOPCKUNA KAMEHDL TAHIIA ]
THE PHILOSOPHER’S STONE OF DANCING

IN MUSIC there are three sorts of composers: first,
those who think out a scholarly music, who seek about and
arrange, through their brains, a skillful and subtly
effective score which appeals through the mind to the
senses. Second, there are those who know how to translate
their own emotions into the medium of sound, the joys and
sorrows of their own hearts creating a music that appeals
directly to the listener’s heart, and brings tears by the
memories it evokes of joys and sorrows, by the
remembrance of happiness gone by. Third, there are those
who, subconsciously, hear with their souls some melody of
another world, and are able to express this in terms
comprehensible and joyous to human ears.

There are likewise three kinds of dancers: first, those
who consider dancing as a sort of gymnastic drill, made
up of impersonal and graceful arabesques; second, those
who, by concentrating their minds, lead the body into the
rhythm of a desired emotion, expressing a remembered
feeling or experience. And finally, there are those who
convert the body into a luminous fluidity, surrendering
it to the inspiration of the soul. This third sort of
dancer understands that the body, by force of the soul,
can in fast be converted to a luminous fluid. The flesh



becomes light and transparent, as shown through the X-ray
- but with the difference that the human soul is lighter
than these rays. When, in its divine power, it completely
possesses the body, it converts that into a luminous
moving cloud and thus can manifest itself in the whole of
its divinity. This is the explanation of the miracle of
St. Francis walking on the sea. His body no longer
weighed like ours, so light had it become through the
soul.

Imagine then a dancer who, after long study, prayer and
inspiration, has attained such a degree of understanding
that his body is simply the luminous manifestation of his
soul; whose body dances in accordance with a music heard
inwardly, in an expression of something out of another, a
profounder world. This is the truly creative dancer,
natural but not imitative, speaking in movement out of
himself and out of something greater than all selves.

So confident am I that the soul can be awakened, can
completely possess the body, that when I have taken
children into my schools I have aimed above all else to
bring to them a consciousness of this power within
themselves, of their relationship to the universal
rhythm, to evoke from them the ecstasy, the beauty of
this realization. The means to this awakening may be in
part a revelation of the beauty of nature, and it may be
in part that sort of music that the third group of
composers gives us, that arises from and speaks to the
soul.

There are perhaps grown people who have forgotten the
language of the soul. But children understand. It is only
necessary to say to them: “Listen to the music with your
soul. Now, while you are listening, do you not feel an
inner self awakening deep within you - that it is by its
strength that your head is lifted, that your arms are
raised, that you are walking slowly toward the light?”

This awakening is the first lep in dancing, as I
undertand it.

When I began to dance with the movements and gestures my
enraptured soul knew how to communicate to my body,
others began to imitate me, not understanding that it was
necessary to go back to a beginning, to find something in
themselves first. In many theatres and schools I have
seen these dancers, who comprehended only with the brain,
who loaded down their dances with gestures; and their
movements seemed empty, dull and devoid of meaning. What
they translated through the mind lacked all inspiration,
all life. So, too, do those systems of dancing that are



only arranged gymnastics, only too logically understood
(Dalcroze, etc.). It seems to me criminal to entrust
children, who cannot defend themselves, to this injurious
training; for it is a crime to teach the child to guide
his growing body by the stern power of the brain, while
deadening impulse and inspiration.

The only power that can satisfactorily guide the child’s
body is the inspiration of the soul.

1920.

Pp. 51-53.

054-063. THE DANCE OF THE FUTURE (1903) [ TAHEL BYIOYIETO

]
THE DANCE OF THE FUTURE.

A WOMAN once asked me why I dance with bare feet and I
replied, “Madam, I believe in the religion of the beauty
of the human foot.” The lady replied, “But I do not,” and
I said, “Yet you must, Madam, for the expression and
intelligence of the human foot is one of the greatest
triumphs of the evolution of man.” “But,” said the lady,
“"I do not believe in the evolution of man”; at this said
I, “My task is at an end. I refer you to my most revered
teachers, Mr. Charles Darwin and Mr. Ernl Haeckel.”
“But,” said the lady, “I do not believe in Darwin and
Hacckel.” At this point I could think of nothing more to
say. So you see that to convince people, I am of little
value and ought not to speak. But I am brought from the
seclusion of my study, trembling and stammering before a
public and told to lecture on the dance of the future.

If we seek the real source of the dance, if we go to
nature, we find that the dance of the future is the dance
of the past, the dance of eternity, and has been and will
always be the same.

The movement of waves, of winds, of the earth is ever in
the same lasting harmony. We do not stand on the beach
and inguire of the ocean what was its movement in the
past and what will be its movement in the future. We
realize that the movement peculiar to its nature is
eternal to i1ts nature. The movement of the free animals
and birds remains always 1in correspondence to their
nature, the necessities and wants of that nature, and its
correspondence to the earth nature. It is only when you
put free animals under false restrictions that they lose
the power of moving in harmony with nature, and adopt a
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movement expressive of the restrictions placed about
them.

So it has been with civilized man. The movements of the
savage, who lived in freedom in constant touch with
Nature, were unrestricted, natural and beautiful. Only
the movements of the naked body can be perfectly natural.
Man, arrived at the end of civilization, will have to
return to nakedness, not to the unconscious nakedness of
the savage, but to the conscious and acknowledged
nakedness of the mature Man, whose body will be the
harmonious expression of his spiritual being.

And the movements of this Man will be natural and
beautiful like those of the free animals.

The movement of the universe concentrating in an
individual becomes what is termed the will; for example,
the movement of the earth, being the concentration of
surrounding forces, gives to the earth its individuality,
its will of movement. So creatures of the earth,
receiving 1n turn these concentrating forces in their
different relations, as transmitted to them through their
ancestors and to those by the earth, in themselves evolve
the movement of individuals which is termed the will.

The dance should simply be, then, the natural
gravitation of this will of the individual, which in the
end 1s no more nor less than a human translation of the
gravitation of the universe.

The school of the ballet of today, vainly striving again
the natural laws of gravitation or the natural will of
the individual, and working in discord in its form and
movement with the form and movement of nature, produces a
sterile movement which gives no birth to future
movements, but dies as it is made.

The expression of the modern school of ballet, wherein
each action is an end, and no movement, pose or rhythm is
successive or can be made to evolve succeeding action, 1is
an expression of degeneration, of living death. All the
movements of our modern ballet school are sterile
movements because they are unnatural: their purpose is to
create the delusion that the law of gravitation does not
exist for them.

The primary or fundamental movements of the new school
of the dance must have within them the seeds from which
will evolve all other movements, each in turn to give
birth to others in unending sequence of still higher and
greater expression, thoughts and ideas.
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To those who nevertheless still enjoy the movements, for
historical or choreographic or whatever other reasons, to
those I answer: They see no farther than the skirts and
tricots. But look - under the skirts, under the tricots
are dancing deformed muscles. Look still farther -
underneath the muscles are deformed bones. A deformed
skeleton is dancing before you. This deformation through
incorrect dress and incorrect movement is the result of
the training necessary to the ballet.

The ballet condemns itself by enforcing the deformation
of the beautiful woman’s body! No historical, no
choreographic reasons can prevail against that!

It is the mission of all art to express the highest and
most beautiful ideals of man. What ideal does the ballet
express?

No, the dance was once the most noble of all arts; and
it shall be again. From the great depth to which it has
fallen, it shall be raised. The dancer of the future
shall attain so great a height that all other arts shall
be helped thereby.

To express what is the most moral, healthful and
beautiful in art - this is the mission of the dancer, and
to this I dedicate my life.

These flowers before me contain the dream of a dance; it
could be named “The light falling on white flowers.” A
dance that would be a subtle translation of the light and
the whiteness. So pure, so strong, that people would say:
it is a soul we see moving, a soul that has reached the
light and found the whiteness. We are glad it should move
so. Through its human medium we have a satisfying sense
of movement, of light and glad things. Through this human
medium, the movement of all nature runs also through us,
is transmitted to us from the dancer. We feel the
movement of light intermingled with the thought of
whiteness. It is a prayer, this dance; each movement
reaches in long undulations to the heavens and becomes a
part of the eternal rhythm of the spheres.

To find those primary movements for the human body from
which shall evolve the movements of the future dance in
ever-varying, natural, unending sequences, that is the
duty of the new dancer of today.

As an example of this, we might take the pose of the
Hermes of the Greeks. He 1is represented as flying on the
wind. If the artist had pleased to pose his foot in a
vertical position, he might have done so, as the God,
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flying on the wind, is not touching the earth; but
realizing that no movement is true unless suggesting
sequence of movements, the sculptor placed the Hermes
with the ball of his foot resting on the wind, giving the
movement an eternal quality.

In the same way I might make an example of each pose and
gesture in the thousands of figures we have left to us on
the Greek vases and bas-reliefs; there is not one which
in its movement does not presuppose another movement.

This is because the Greeks were the greatest students of
the laws of nature, wherein all is the expression of
unending, ever-increasing evolution, wherein are no ends
and no tops.

Such movements will always have to depend on and
correspond to the form that is moving. The movements of a
beetle correspond to its form. So do those of the horse.
Even so the movements of the human body must correspond
to its form. The dances of no two persons should be
alike.

People have thought that so long as one danced in
rhythm, the form and design did not matter; but no, one
must perfectly correspond to the other. The Greeks
understood this very well. There is a statuette that
shows a dancing cupid. It is a child’s dance. The
movements of the plump little feet and arms are perfectly
suited to its form. The sole of the foot rests flat on
the ground, a position which might be ugly in a more
developed person, but is natural in a child trying to
keep i1ts balance. One of the legs is half raised; 1if it
were outstretched it would irritate us, because the
movement would be unnatural. There is also a statue of a
satyr in a dance that is quite different from that of the
cupid. His movements are those of a ripe and muscular
man. They are in perfect harmony with the structure of
his body.

The Greeks in all their painting, sculpture,
architecture, literature, dance and tragedy evolved their
movements from the movement of nature, as we plainly see
expressed in all representations of the Greek gods, who,
being no other than the representatives of natural
forces, are always designed 1n a pose expressing the
concentration and evolution of these forces. This is why
the art of the Greeks is not a national or characteristic
art but has been and will be the art of all humanity for
all time.
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Therefore dancing naked upon the earth I naturally fall
into Greek positions, for Greek positions are only earth
positions.

The noblest in art is the nude. This truth is recognized
by all, and followed by painters, sculptors and poets;
only the dancer has forgotten it, who should most
remember it, as the instrument of her art is the human
body itself.

Man’s fist conception of beauty is gained from the form
and symmetry of the human body. The new school of the
dance should begin with that movement which is in harmony
with and will develop the highest form of the human body.

I intend to work for this dance of the future. I do not
know whether I have the necessary qualities: I may have
neither genius nor talent nor temperament. But I know
that I have a Will; and will and energy sometimes prove
greater than either genius or talent or temperament.

Let me anticipate all that can be said against my
qualification for my work, in the following little fable:

The Gods looked down through the glass roof of my studio
and Athene said, “She is not wise, she is not wise, 1in
fact, she is remarkably stupid.”

And Demeter looked and said, “She is a weakling; a
little thing - not like my deep-breasted daughters who
play in the fields of Eleusis; one can see each rib; she
is not worthy to dance on my broadwayed Earth.” And Iris
looked down and said, “See how heavily she moves - does
she guess nothing of the swift and gracious movement of a
winged being?” And Pan looked and said, “What? Does she
think she knows aught of the movements of my satyrs,
splendid ivy-horned fellows who have within them all the
fragrant life of the woods and waters?” And then
Terpsichore gave one scornful glance; “And she calls that
dancing! Why, her feet move more like the lazy steps of a
deranged turtle.”

And all the Gods laughed; but I looked bravely up
through the glass roof and said: “0 ye immortal Gods, who
dwell in high Olympus and live on Ambrosia and Honey-
cakes, and pay no studio rent nor bakers’ bills thereof,
do not judge me so scornfully. It is true, 0 Athene, that
I am not wise, and my head is a rattled institution; but
I do occasionally read the word of those who have gazed
into the infinite blue of rhine eyes, and I bow my empty
gourd head very humbly before thine altars. And, O
Demeter of the Holy Garland,” I continued, “it is true
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that the beautiful maidens of your broad-wayed earth
would not admit me of their company; still I have thrown
aside my sandals that my feet may touch your life-giving
earth more reverently, and I have had your sacred Hymn
sung before the present day Barbarians, and I have made
them to listen and to find it good.

“And, 0 Iris of the golden wings, it is true that mine
is but a sluggish movement; others of my profession have
luted more violently against the laws of gravitation,
from which laws, 0 glorious one, you are alone exempt.
Yet the wind from your wings has swept through my poor
earthy spirit, and I have often brought prayers to your
courage-inspiring image.

“And, 0 Pan, you who were pitiful and gentle to simple
Psyche in her wanderings, think more kindly of my little
attempts to dance in your woody places.

“"And you most exquisite one, Terpsichore, send to me a
little comfort and strength that I may proclaim your
power on Earth during my life; and afterwards, in the
shadowy Hades, my wistful spirit shall dance dances
better yet in thine honour.”

Then came the voice of Zeus, the Thunderer:

“Continue your way and rely upon the eternal justice of
the immortal Gods; if you work well they shall know of it
and be pleased thereof.”

In this sense, then, I intend to work, and if I could
find in my dance a few or even one single position that
the sculptor could transfer into marble so that 1t might
be preserved, my work would not have been in vain; this
one form would be a gain; i1t would be a first step for
the future. My intention is, in due time, to found a
school, to build a theatre where a hundred little girls
shall be trained in my art, which they, in their turn,
will better. In this school I shall not teach the
children to imitate my movements, but to make their own.
I shall not force them to study certain definite
movements; I shall help them to develop those movements
which are natural to them. Whosoever sees the movements
of an untaught little child cannot deny that its
movements are beautiful. They are beautiful because they
are natural to the child. Even so the movements of the
human body may be beautiful in every stage of development
so long as they are in harmony with that stage and degree
of maturity which the body has attained. There will
always be movements which are the perfect expression of
that individual body and that individual soul; so we must
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not force it to make movements which are not natural to
it but which belong to a school. An intelligent child
must be astonished to find that in the ballet school it
is taught movements contrary to all those movements which
it would make of its own accord.

This may seem a question of little importance, a
question of differing opinions on the ballet and the new
dance. But it is a great question. It is not only a
question of true art, it is a question of race, of the
development of the female sex to beauty and health, of
the return to the original strength and to natural
movements of woman’s body. It is a question of the
development of perfect mothers and the birth of healthy
and beautiful children. The dancing school of the future
is to develop and to show the ideal form of woman. It
will be, as it were, a museum of the living beauty of the
period.

Travellers coming into a country and seeing the dancers
should find in them that country’s ideal of the beauty of
form and movement. But strangers who today come to any
country, and there see the dancers of the ballet school,
would get a strange notion indeed of the ideal of beauty
in that country. More than this, dancing like any art of
any time should reflect the highest point the spirit of
mankind has reached in that special period. Does anybody
think that the present day ballet school expresses this?

Why are its positions in such contrast to the beautiful
positions of the antique sculptures which we preserve 1in
our museums and which are constantly presented to us as
pcrfect models of ideal beauty? Or have our museums been
founded only out of historical and archaeological
interest, and not for the sake of the beauty of the
objects which they contain?

The ideal of beauty of the human body cannot change with
fashion but only with evolution. Remember the ory of the
beautiful sculpture of a Roman girl which was discovered
under the reign of Pope Innocent VIII, and which by its
beauty created such a sensation that the men thronged to
see it and made pilgrimages to it as to a holy shrine, so
that the Pope, troubled by the movement which it
originated, finally had it buried again.

And here I want to avoid a misunderstanding that might
easily arise. From what I have said you might conclude
that my intention is to return to the dances of the old
Greeks, or that I think that the dance of the future will
be a revival of the antique dances or even of those of

16



the primitive tribes. No, the dance of the future will be
a new movement, a consequence of the entire evolution
which mankind has passed through. To return to the dances
of the Greeks would be as impossible as it is
unnecessary. We are not Greeks and therefore cannot dance
Greek dances.

But the dance of the future will have to become again a
high religious art as it was with the Greeks. For art
which is not religious is not art, is mere merchandise.

The dancer of the future will be one whose body and soul
have grown so harmoniously together that the natural
language of that soul will have become the movement of
the body. The dancer will not belong to a nation but to
all humanity. She will dance not in the form of nymph,
nor fairy, nor coquette, but in the form of woman in her
greatest and purest expression. She will realize the
mission of woman’s body and the holiness of all its
parts. She will dance the changing life of nature,
showing how each part is transformed into the other. From
all parts of her body shall shine radiant intelligence,
bringing to the world the message of the thoughts and
aspirations of thousands of women. She shall dance the
freedom of woman.

Oh, what a field is here awaiting her! Do you not feel
that she is near, that she is coming, this dancer of the
future! She will help womankind to a new knowledge of the
possible strength and beauty of their bodies, and the
relation of their bodies to the earth nature and to the
children of the future. She will dance the body emerging
again from centuries of civilized forgetfulness, emerging
not in the nudity of primitive man, but in a new
nakedness, no longer at war with spirituality and
intelligence, but joining with them in a glorious
harmony.

This 1s the mission of the dancer of the future. Oh, do
you not feel that she is near, do you not long for her
coming as I do? Let us prepare the place for her. I would
build for her a temple to await her. Perhaps she is yet
unborn, perhaps she is now a little child. Perhaps, oh
blissful! it may be my holy mission to guide her first
steps, to watch the progress of her movements day by day
until, far outgrowing my poor teaching, her movements
will become godlike, mirroring in themselves the waves,
the winds, the movements of growing things, the flight of
birds, the passing of clouds, and finally the thought of
man in his relation to the universe.
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Oh, she is coming, the dancer of the future: the free
spirit, who will inhabit the body of new woman; more
glorious than any woman that has yet been; more beautiful
than the Egyptian, than the Greek, the early Italian,
than all women of past centuries - the highest
intelligence in the freest body!

1902 or 1903. © 19009.
http://idvm.chat.ru/texts/bibe/duncan-dance-of-
future.htm#begin
Pp. 54-63.

064-065. THE PARTHENON (1904) [ [IAP®EHOH ]
THE PARTHENON

ANYONE who, arriving at the foot of the Acropolis, has
mounted with prayerful feet toward the Parthenon, and at
length standing before this monument of the one immortal
Beauty, feeling his soul lifting towards this glorious
form, realizing that he has gained that secret middle
place from which radiate in vast circles all knowledge
and all Beauty - and that he has arrived at the core and
root of this beauty - who, lifting his eyes to the
rhythmical succession of Doric columns, has felt “form”
in its finest and noblest sense fulfill the spirit’s
highest want of form, that one will understand for what T
am striving in my first dance tonight. It is my effort to
express the feeling of the human body in relation to the
Doric column.

For the last four months, each day I have stood before
this miracle of perfection wrought of human hands. I have
seen around it sloping the Hills, in many forms, but in
direct contrast to them the Parthenon, expressing their
fundamental idea. Not in imitation of the outside forms
of nature, but in understanding of nature’s great secret
rules, rise the Doric columns.

The first days as I stood there my body was as nothing
and my soul was scattered; but gradually called by the
great inner voice of the Temple, came back the parts of
my self to worship it: first came my soul and looked upon
the Doric columns, and then came my body and looked - but
in both were silence and stillness, and I did not dare to
move, for I realized that of all the movements my body
had made, none was worthy to be made before a Doric
Temple. And, as I stood thus, I realized that I must find
a dance whose effort was to be worthy of the Temple - or
never dance again.
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Neither Satyr nor Nymph had entered here, neither
Shadows nor Bacchantes. All that I had danced was
forbidden this Temple - neither love nor hate nor fear,
nor joy nor sorrow - only a rhythmic cadence, those Doric
columns - only in perfect harmony this glorious Temple,
calm through all the ages.

For many days no movement came to me. And then one day
came the thought: These columns which seem so straight
and still are not really straight, each one is curving
gently from the base to the height, each one is in
flowing movement, never resting, and the movement of each
is in harmony with the others. And, as I thought this, my
arms rose slowly toward the Temple, and I leaned forward
- and then I knew I had found my dance, and it was a
Pravyer.

1903 or 1904.

Pp. 64-65.

066-070. THE DANCER AND NATURE (1905) [ TAHIIOBIIMK U
TTPUPOIIA ]
THE DANCER AND NATURE

IN NO country is the soul made so sensible of Beauty and
of Wisdom as in Greece. Gazing at the sky one knows why
Athene, the Goddess of Wisdom, was called “the Blue-Eyed
One”, and why learning and beauty are always Jjoined in
her service. And one feels also why Greece has been the
land of great philosophers, lovers of wisdom, and why the
greatest of these has called the highest beauty the
highest wisdom.

Does the recognltlon of Beauty as the highest Idea
belong wholly to the province of Man’s Intellect?

Or do you think that a woman might also attain to a
knowledge of the highest beauty? Considering women in our
country as they are today, does it not seem that very few
among them have a true feeling and love for beauty as an
Idea? Does it not seem they have recognition of that
which is trifling and pretty only, but are blind to true
beauty?

At the words “true beauty” there comes before my eyes a
procession of figures, women’s figures, draped lightly in
noble draperies. They go two and two, and the harmony of
their bodies swaying to their steps is like music.

One might well be led to believe that women are
incapable of knowing beauty as an Idea, but I think this
only seems so, not because they are incapable of
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perceiving but only because they are at present blind to
the chief means in their power of understanding True
Beauty. Through the eyes beauty most readily finds a way
to the soul, but there is another way for women - perhaps
an easier way - and that is through the knowledge of
their own bodies.

The human body has through all ages itself been the
symbol of highest beauty. I see a young goatherd sitting
surrounded by his flock, and before him, rose-tipped of
the sun, stands the Goddess of Cyprus, and she smiles as
she reaches her hand for the prize which she knows to be
hers. That exquisitely poised head, those shoulders
gently sloping, those breasts firm and round, the ample
waist with its free lines, curving to the hips, down to
the knees and feet - all one perfect whole.

The artist without this first consciousness of
proportion and line of the human form could have had no
consciousness of the beauty surrounding him. When his
ideal of the human form is a noble one, then his
conception of all line and form in Nature 1s noblest: the

knowledge of sky and earth forms - and from this the
conception of line and form of architecture, painting and
sculpture. All art - does i1t not come originally from the

first human consciousness of the nobility of the lines of
the human body?

How shall woman attain a knowledge of this beauty? Shall
she find this knowledge in the gymnasium examining her
muscles, in the museum regarding the sculptured forms, or
by the continual contemplation of beautiful objects, and
the reflection of them in the mind? These are all ways,
but the chief thing is, she must live this beauty, and
her body must be the living exponent of it.

Not by the thought or contemplation of beauty only, but
by the living of it, will woman learn. And as form and
movement are inseparable, I might say that she will learn
by that movement which is in accordance with the
beautiful form.

And how shall one name that movement which is in accord
with the most beautiful human form? There is a name, the
name of one of the oldest of the arts - time-honored as
one of the nine Muses - but it is a name that has fallen
into such disrepute in our day that it has come to mean
jut the opposite of this definition. I would name it the
Dance. Woman is to learn beauty of form and movement
through the dance.

I believe here is a wonderful undiscovered inheritance
for coming womanhood, the old dance which is to become
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the new. She shall be sculpture not in clay or marble but
in her own body which she shall endeavor to bring to the
highest state of plastic beauty; she shall be painter,
but, as part of a great picture, she shall mingle in many
groups of new changing light and color. With the movement
of her body she shall find the secret of perfect
proportion of line and curve. The art of the dance she
will hold as a great well-spring of new life for
sculpture, painting and architecture.

Before woman can reach high things in the art of the
dance, dancing must exist as an art for her to practice,
which at the present day in our country it certainly does
not.

Where are we to look for the great fountain-head of
movement? Woman is not a thing apart and separate from
all other life organic and inorganic. She 1s but a link
in the chain, and her movement must be one with the great
movement which runs through the universe; and therefore
the fountain-head for the art of the dance will be the
study of the movements of Nature.

With the strengthening of the breeze over the seas, the
waters form in long undulations. Of all movement which
gives us delight and satisfies the soul’s sense of
movement, that of the waves of the sea seems to me the
finest. This great wave movement runs through all Nature,
for when we look over the waters to the long line of
hills on the shore, they seem also to have the great
undulating movement of the sea; and all movements 1in
Nature seem to me to have as their ground-plan the law of
wave movement.

Yesterday we were speaking of the movement in Nature,
saying that the wave movement was the great foundation.
The idea continually presents itself to me, and I see
waves rising through all things. Looking through the
trees they seem also to be a pattern conforming to lines
of waves. We might think of them from another standpoint:
that all energy expresses itself through this wave
movement. For does not sound travel in waves, and light
also? And when we come to the movements of organic
nature, it would seem that all free natural movements
conform to the law of wave movement: the flight of birds,
for instance, or the bounding of animals. It is the
alternate attraction and resistance of the law of gravity
that causes this wave movement.

I see dance motifs in all things about me. All true
dance movements possible to the human body exist
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primarily in Nature. What is “true dance” in opposition
to what might be named the false dance? The true dance is
appropriate to the most beautiful human form; the false
dance i1s the opposite of this definition - that is, that
movement which conforms to a deformed human body. First
draw me the form of a woman as it is in Nature. And now
draw me the form of a woman in a modern corset and the
satin slippers used by our modern dancers. Now do you not
see that the movement that would conform to one figure
would be perfectly impossible for the other? To the first
all the rhythmic movements that run through Nature would
be possible. They would find this form their natural
medium for movement. To the second figure these movements
would be impossible on account of the rhythm being
broken, and stopped at the extremities.

We cannot take movements for the second figure from
Nature, but must on the contrary go according to set
geometrical figures based on straight lines; and that 1is
exactly what the school of dance of our day has done.
They have invented a movement which conforms admirably to
the human figure of the second illustration, but which
would be impossible to the figure as drawn in our first
sketch. Therefore it is only those movements which would
be natural to the first figure that I call the true
dance.

What I name as “deformed” is by many people held to be
an evolution in form to something higher, and the dance
which would be appropriate to woman’s natural form would
be held by them as primitive and uncultivated. Whereas
they would name the dance which is appropriate to the
form much improved, compressed in corsets and shoes, as
the dance appropriate to the culture of the present day.
How would one answer these people?

That man’s culture is the making use of Nature’s forces
in channels harmonious to those forces, and never the
going directly against Nature and all art intimately
connected with Nature at its roots; that the painter, the
poet, the sculptor and the dramatist do but fix for us
through their work according to their ability to observe
in Nature; that Nature always has been and must be the
great source of all art; and that there is a complete
separation of the dancer’s movement from the movement of
Nature. .

Probably 1905.

Pp. 66-70.
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071-073. WHAT DANCING SHOULD BE (1906) [ KAKMM IOJIXEH
EHTH TAHEIL ]
WHAT DANCING SHOULD BE

I WAS sitting in my study this afternoon, regarding by
the light of the dying day some little figures on my
book-shelf, a Satyr, a Nymph, an Amazon, an Eros; and the
movement of each was different, and the movement of each
was beautiful. Why beautiful? Because the movement of
each was in direct correspondence with the form and
symmetry of each; therefore the form and the movement
were one. I was regarding these figures in turn, and my
enjoyment of the harmonies in their lines was like that
of listening to music, when the door opened, and quite
unannounced a little girl came in. She ran to me, and
throwing her arms about me, cried, “Dear sweet Miss
Duncan, I liked your dance so much, I must come and see
you.”

I regarded the glowing life in the face of the child.
Something there seemed familiar to me. What was 1t?
Unconsciously I raised my eyes to the shelf where danced
my fauns and nymphs. Was it not there, the resemblance?
The eternal childhood of the world? The Golden Age, does
it not live again, in all ages in all children?

“And why do you find my dance beautiful, little one?” I
asked.

“Because it 1is so natural,” answered the child.

“And,” I said, “are all natural things beautiful?” for I
would learn from the child a definition of beauty; and
the child answered gladly, “Yes!”

0 wise little philosopher, who answers from the sureness
of instinct, without need of consideration! Yes, for
Beauty 1s the soul and the laws of the Universe, and all
that is 1n accordance with this soul and these laws 1is
Beauty. And ugliness 1is only that which is against the
harmony of these laws.

The dance and sculpture are the two arts most closely
united, and the foundation of both is Nature. The
sculptor and the dancer both have to seek in Nature the
most beautiful forms, and the movements which inevitably
express the spirit of those forms. So the teaching of
sculpture and of the dance ought to go hand in hand. The
sculptor may interpret the movements and the forms
imaginatively, but only the study of Nature can serve as
a foundation. The study of living figures that dance
spontaneously, each an expression of an individual soul,
of its deepest understanding and personal power, 1is what
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the school should offer the sculptor, and what I wish to
bring about.

Must the sculptor draw all from his imagination, or from
the memory of what is left to us from Greek art? I say
that is not sufficient for inspiration - for a great
living work. Now where shall the sculptor of today find
beautiful living forms in rhythmic movement? Let him
leave his studio and his model and go to the opera, to
see the school of the dance as represented by the
national ballet: let him go pencil and paper in hand, and
then let him tell us whether he has found one pose, one
movement, one suggestion for the beauty of free woman’s
body in the expression of the highest beauty, one feeling
which would inspire an art work of purity and holiness.

So I say that the relation of the new school of the
dance to sculpture is to be a very close one. From its
earliest stages, when the little ones begin their first
childish movements, we will have days when every sculptor
who asks shall be admitted to study the free unconscious
movements of the children without clothes. And as
gradually the movements of the little girls develop and
become full, rhythmical and beautiful, they will be more
and more a source of light for sculptors.

Have you ever seen the little girls who are studying in
the ballet of today? The little girls sweet, bright and
graceful - but their feet are being tortured into
deformed shapes. Their tender little bodies already are
being forced into tight bodices and baby corsets, while
their natural graceful movements are being tormented into
unnatural straight kickings of the legs, toe walking, and
all sorts of awkward contortions which are directly
contrary to what a child’s natural movement would be if
developed in the line of reason and beauty.

I witnessed such a children’s ballet once at the Berlin
Opera House, and I say it is a shame and a disgrace to
the intelligence of the German nation. Now whence does
this style of dancing come? It comes from France, from
the time of the most polluted of courts, and I say it
suited the falseness and shallowness of those courts
perfectly, but it does not suit our time, and it does not
find itself at home in a nation in which Schiller and
Goethe and Richard Wagner and many other great and
beautiful souls have written what real dancing should be.

What dancing should be - how many poets, how many
philosophers, how many scientist of Germany have written
beautiful lines on this subject! And they have mostly
written of little children dancing, or of maidens
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dancing, or of one woman dancing. And when one reads such
lines, it is like a call from the depths of their poet-
souls: “0 Woman, come before us, before our eyes longing
for beauty, and tired of the ugliness of this
civilization, come in simple tunics, letting us see the
line and harmony of the body beneath, and dance for us.
Dance us the sweetness of life and its meanings, dance
for us the movements of birds, the waters, waving trees,
floating clouds, dance for us the holiness and beauty of
woman’s body.”

Like a call it has come from the souls of these great
ones to women: “Give us again the sweetness and beauty of
the true dance, give us again the joy of seeing the
simple unconscious pure body of woman.” Like a great call
it has come, and women must hear and answer it.

(1905 or 1906)

Pp. 71-73.

074-076. A CHILD DANCING (1906) [ PEBEHOK TAHIIYIOUVNA ]
A CHILD DANCING

SEATED on the beach at Noordwijk, I look on while my
little niece, who has come to visit me, from the
Griinewald School, dances here before the waves. I gaze
across the vast expanse of surging water - wave after
wave streaming endlessly past, throwing up the white
foam. And in front of it all the dainty little figure in
her white fluttering dress, dancing before the monstrous
sea! And I feel as though the heart-beat of her little
life were sounding in unison with the mighty life of the
water, as though it possessed something of the same
rhythm, something of the same life, and my heart rejoices
at her dancing.

For a long time I am lost in contemplation, and her
dance by the sea seems to me to contain in little the
whole problem on which I am working. It seems to reflect
the naturally beautiful motions of the human body, in the
dance. She dances because she is full of the joy of life.
She dances because the waves are dancing before her eyes,
because the winds are dancing, because she can feel the
rhythm of the dance throughout the whole of nature. To
her it is a joy to dance; to me it is a joy to watch her.
It is summer now, here by the sea, and life is filled
with joy; but I think of winter, in the towns, in the
streets, in the houses, of life in the towns in the
gloomy winter. How can the life of nature, the joy of
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summer, of sunshine, the joy of a child dancing by the
sea, how can all this beauty be drawn into life, into the
towns? Can the dancer sugget all this and remind men of
it in the winter time, in the cities? Can she call up
within me the same delight which she is giving me now as
I sit here on the beach and watch her dancing?

I look more closely and study her movements. What is
this dance she is dancing? I see that the simple
movements and steps are those she has learnt in our
school during the past two years. But she invests them
with her own spontaneous child-like feelings, her own
child-1like happiness. She is only dancing what she has
been taught, but the movements taught her are so
completely in harmony with her child-like nature that
they seem to spring direct from her inmost being.

In the memoranda for my method of inrstruction I have
laid it down that:- “The child must not be taught to make
movements, but her soul, as it grows to maturity must be
guided and instructed; in other words, the body must be
taught to express itself by means of the motions which
are natural to it. We do not allow the child to make a
single movement unless i1t knows why it makes it. I do not
mean to say that the meaning of every motion must be
explained to the child in words, but that the motion must
be of such a nature that the child feels the reason for
it in every fibre. In this way the child will become
versed in the simple language of gestures.”

These first memoranda in my notebook come back to my
memory as I sit here watching Temple dancing on the
beach. Her dancing is, in a sense, an epitome of all the
hopes and all the efforts I have expended on my school
since 1its foundation.

I can picture to myself the smile of amusement with
which some learned professor of the hitory of dancing
will read these simple lines. He will doubtless begin
with a long dissertation on the history of dancing in
every country and age. He will prove conclusively that
the art of dancing cannot be acquired either in the
woods, or by the seashore, and that it would be madness
to found a school in the belief that it was possible. But
if we are to bring about a renaissance of the art of
dancing, it will not spring from the head of any learned
professor, but will rather bud forth from the joyous
movements of children’s bodies, guided by the flute of
the great god Pan himself.

1906.

Pp. 74-76.
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077-079. MOVEMENT IS LIFE (1909) [ IBMXEHUE - XV3HbH ]
MOVEMENT IS LIFE

STUDY the movement of the earth, the movement of plants
and trees, of animals, the movement of winds and waves -
and then udy the movements of a child. You will find that
the movement of all natural things works within
harmonious expression. And this is true in the firt years
of a child’s life; but very soon the movement is imposed
from without by wrong theories of education, and the
child soon loses its natural spontaneous life, and its
power of expressing that in movement.

I notice that a baby of three or four coming to my
school 1s responsive to the exaltation of beautiful
music, whereas a child of eight or nine is already under
the influence of a conventional and mechanical conception
of life imposed upon it by the pedagogues. The child of
nine has already entered into the prison of conventional
and me chanical movement, in which it will remain and
suffer its entire life, until advancing age brings on
paralysis of bodily expression.

When asked for the pedagogic program of my school, T
reply: “Let us first teach little children to breathe, to
vibrate, to feel, and to become one with the general
harmony and movement of nature. Let us firt produce a
beautiful human being, a dancing child. ”“Nietzsche has
said that he cannot believe in a god that cannot dance.
He has also said, “Let that day be considered loft on
which we have not danced”.

But he did not mean the execution of pirouettes. He
meant the exaltation of life in movement.

The harmony of music exis equally with the harmony of
movementin nature.

Man has not invented the harmony of music. It is one of
the underlying principles of life. Neither could the
harmony of movement be invented: it is essential to draw
one’s conception of it from Nature herself, and to seek
the rhythm of human movement from the rhythm of water in
motion, from the blowing of the winds on the world, in
all the earth’s movements, in the motions of animals,
fish, birds, reptiles, and even in primitive man, whose
body still moved in harmony with nature.

With the first conception of a conscience, man became
selfconscious, lo the natural movements of the body;
today in the light of intelligence gained through years
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of civilization, it is essential that he consciously seek
what he has unconsciously loft.

All the movements of the earth follow the lines of wave
motion. Both sound and light travel in waves. The motion
of water, winds, trees and plants progresses in waves.
The flight of a bird and the movements of all animals
follow lines like undulating waves. If then one seeks a
point of physical beginning for the movement of the human
body, there is a clue in the undulating motion of the
wave. It is one of the elemental facts of nature, and out
of such elementals the child, the dancer, absorbs
something basic to dancing.

The human being too is a source. Dancing expresses 1in a
diflerent language, different from nature, the beauty of
the body; and the body grows more beautiful with dancing.
All the conscious art of mankind has grown out of the
discovery of the natural beauty of the human body. Men
tried to reproduce it in sand or on a wall, and painting
thus was born. From our understanding of the harmonies
and proportions of the members of the body sprang
architeure. From the wish to glorify the body sculpture
was created.

The beauty of the human form is not chance. One cannot
change it by dress. The Chinese women deformed their feet
with tiny shoes; women of the time of Louis XIV deformed
their bodies with corsets; but the ideal of the human
body must forever remain the same. The Venus of Milo ands
on her pedetal in the Louvre for an ideal; women pass
before her, hurt and deformed by the dress of ridiculous
fashions; she remains forever the same, for she is
beauty, life, truth.

It is because the human form is not and cannot be at the
mercy of fashion or the tate of an epoch that the beauty
of woman is eternal. It is the guide of human evolution
toward the goal of the human race, toward the ideal of
the future which dreams of becoming God.

The architet, the sculptor, the painter, the musician,
the poet, all understand how the idealization of the
human form and the consciousness of its divinity are at
the root of all art created by man. A single artist has
lost this divinity, an artist who above all should be the
first to desire it - the dancer.

Dancing, indeed, through a long era lacked all sense of
elemental natural movement. It tried to afford the sense
of gravity overcome - a denial of nature. Its movements
were not living, flowing, undulating, giving rise
inevitably to other movements. All freedom and

28



spontaneity were lo in a maze of intricate artifice. The
dancer had to be dressed up artificially to be in keeping
with its unnatural charater.

Then when I opened the door to nature again, revealing a
different kind of dance, some people explained it all by
saying, “See, it 1is natural dancing”. But with its
freedom, its accordance with natural movement, there was
always design too-even in nature you find sure, even
rigid design. “Natural” dancing should mean only that the
dance never goes again nature, not that anything is left
to chance.

Nature must be the source of all art, and dance must
make use of nature’s forces in harmony and rhythm, but
the dancer’s movement will always be separate from any
movement in nature.

Probably 19009.

Pp. 77-79.

080-083. BEAUTY AND EXERCISE (1914) [ KPACOTA U
YIIPAXHEHVE ]
BEAUTY AND EXERCISE

MANY years ago the idea came to me that it might be
possible to bring up young girls in such an atmosphere of
beauty that, in setting continually before their eyes an
ideal figure, their own bodies would grow to be the
personification of this figure; and that through
continual emulation of it and by the perpetual practice
of beautiful movements, they would become perfect in form
and gesture. This has long appeared to me to be the type
of the ideal school of dancing.

Having in mind, as I have said before, that form and
movement are one, I thought it necessary for the culture
of beautiful movement to tend as carefully the growing
figures of my pupils as a gardener tends the shapes of
his fruit and flowers.

With this aim I placed in my schools different ideal
representations of the female form, taking even those of
the very first years - bas-reliefs and sculptures of
dancing children, books and paintings showing the child
form as it was dreamed of by the painters and sculptors
of every age; paintings of dancing children on Greek
vases; little Tanagra and Boeotian figures; Donatello’s
group of dancing children, which is a radiant childish
melody; Gainsborough’s Dancing Children.
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All these figures have a certain fraternity in the naive
grace of their form and movement, as if the children of
every age met and joined hands through the centuries. The
real children of the schools, moving and dancing amidst
them, must resemble them, must reflect unconsciously, in
their forms and movements, a little of this infantile joy
and grace. And that is a first step towards growth in
beauty, the first step of the new dance.

I also place in my schools figures of young girls
dancing, running, Jjumping, those young Spartan girls who,
in the gymnasiums, were trained to hard exercises, so
that they might become the mothers of heroic warriors,
those light runners who took part in the annual games,
exquisite terra-cotta figures with flying veils and
floating garments; young girls dancing hand-in-hand at
the Panatheneas. They represent the aim to be attained by
the pupils of my schools, who soon learn to feel an
intimate love for these figures, and in trying each day
to resemble them are permeated with the secret of their
harmony. For I believe that it is only by awakening a
strong wish for beauty that beauty can be obtained.

To attain this harmony they must every day do special
exercises chosen for the purpose. But these exercises are
chosen so as to coincide with their own will, so that
they are accomplished with good humor and eagerness. Each
one of them is not only a means to an end, but an end in
itself, and this end is to make perfect and happy each
day of life.

The purpose of these daily exercises 1is to make of the
body at each period of its development an instrument as
perfect as possible, an instrument for the expression of
that harmony which, permeating everything, is ready to
flow into bodies which have been prepared for it. The
exercises begin by a simple gymnastic preparation of the
muscles to make them strong and flexible; the first
dancing steps only begin after these gymnastic exercises
are completed. They consist at first of a simple rhythmic
walk, learning to walk slowly to the sounds of a simple
rhythm, then to walk quicker to the sound of more
complicated rhythms, then to run, at first slowly, then
to jump lightly at a certain moment of the rhythm.

By means of these exercises the pupils learn to read the
notes on the scale of movement as the notes of music are
learnt on the scale of sound. Later, these notes can be
made to harmonize with the most various and subtle
compositions. But these daily exercises are only one part
of the studies. The pupils, always dressed in free and
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graceful draperies during their sports, in the playing
fields, during their walks or in the woods, run and jump
naturally until they have learned to express themselves
by movement as easily as others can express themselves by
word or song.

Their studies and observations are not limited to the
forms of art, but are specially directed towards the
movements of nature. The movements of the clouds in the
wind, the waving of trees, the flight of birds, the
whirling of leaves, all have a special signification for
them. They learn to observe the special quality of each
movement. They develop a secret sympathy in their souls,
unknown to others, which makes them comprehend these
movements as most people cannot. For every fiber of their
bodies, sensitive and alert, responds to the melody of
Nature and sings with her.

How often, returning from these studies, coming to the
dance room, have these pupils felt in their bodies an
irresistible impulse to dance out one or another movement
which they had jut observed! A Dionysian emotion
possesses them.

And thus in time, I think, some of them will come to the
composition of their own dances. But even when they are
dancing together, each one, while forming part of a
whole, under group inspiration, will preserve a creative
individuality. And all the parts together will compose a
unified harmony that will bring a new birth to the world:
will make live again the flaming beauty of the dramatic
Chorus, the Chorus of tragedy, the eternal hymn of the
struggle between man and Destiny.

The culture of the form and movement of the body 1is
practised today in two ways: by gymnastics and by
dancing. Both should go together, for without gymnastics,
without the healthy and methodical development of the
body, the real dance is unattainable. Gymnastics should
form the basis of all physical education; the body must
be given plenty of light and air; its development must be
carried out methodically; the whole vital strength of the
body must be brought to its full expansion. This 1is the
business of the professor of gymnastics. Then comes
dancing. Into a body that has been harmoniously developed
and brought its highest degree of energy, the spirit of
dancing enters. Movement and culture of his body form the
aim for the gymnast; for the dancer they are only the
means. Thus, the body itself must be forgotten, for it 1is
only a harmonious and well adapted instrument whose
movements express not only the movements of the body, as
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in gymnastics, but also the thoughts and feelings of a
soul.

(1914)
Pp. 80-83.

084-085. THE DANCE IN RELATION TO TRAGEDY (1915) [ TAHEL
OTHOCUTEJIBHO TPATEIVNM ]
THE DANCE IN RELATION TO TRAGEDY

THE DANCE of the past reached its highest point when it
formed the Chorus of Greek tragedy. At the sublime moment
of the tragedy, when sorrow and suffering were most
acute, the Chorus would appear. Then the soul of the
audience, harrowed to the point of agony, was restored to
harmony by the elemental rhythms of song and movement.
The Chorus gave to the audience the fortitude to support
those moments that otherwise would have been too terrible
for human endurance.

This is the highest aim and object of dancing. To take
its legitimate place in tragedy with music and poetry, to
be the intermediary between the tragedy and the audience,
creating complete harmony between them.

My work for the dance has always had this end in view,
this light has always been before me: to restore the
dance to its true place as Chorus, the very soul of
tragedy. Up to a very short time ago dancing in the
modern theatre was conceived as a sort of interlude, a
pleasant filler, far removed from a living rapprochement
with drama. It was in 1898, while studying Gluck’s music,
that I seemed to have discovered the bridge that would
restore the dance to its true sphere. Gluck better than
anyone else understood the Greek Chorus, its rhythm, the
grave beauty of 1ts movements, the great impersonality of
its soul, stirred, but never despairing.

I studied the movements for choruses and dances in the
works of Gluck with the desire to draw the movements of
dancing nearer to the intent of the Chorus in a tragedy.
It has been objected that this was never Gluck’s
intention. I differ from that opinion. Gluck often spoke
in passionate terms of sincere movements, of true
gesture. He pleaded for nature, and though he wrote for
the ballets of his day, I am sure it was the gracious
image of bodies moving freely, of garments blown about by
the wind, that inspired him. He knew the Greek vases: he
must have been influenced by their running, leaping
figures. And so, in dancing the choruses and dances of
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Orpheus, I do not try to represent Orpheus or Eurydice,
but the plastic movements of the Chorus, the tragic
Chorus.

(1915)
Pp. 84-85.

086-087. THE GREEK THEATRE (1915) [ I'PEUECKNUM TEATP ]
THE GREEK THEATRE

THE GREEK theatre was built not for the audience, but
for the artist, with whom the audience was only too
pleased to collaborate. The Greek theatre, moreover,
represented a collaboration between the architect, the
dramatist and the theatre artist.

The architect said to the dramatist, “What form of
theatre do you wish for your work?” and the dramatist
replied, “That form in which the greatest number of
people can see, hear and feel at the same moment with the
same intensity and equal proportions.”

The architect said to the dancer, “What form?” and the
dancer, spreading his arms in a great circle, replied
“That form which enables me to take a vast audience into
my arms - the form of theatre in which all the people
sitting there will feel the significance of a simple
gesture in equal vision of form and proportion - a form
of theatre in which my magnetic force can go forth from
me covering the people in uninterrupted rays as the sun’s
light covers the earth.”

And to the actor: “What form of theatre?” The actor
replied: “That form in which a simple tone of my voice,
going on the natural currents of its sound waves, will
stir the hearts of a vast multitude sitting before me in
places one not more fortunate than the others; in which
the emotion I give will flow from one to another -
infectious, all-compelling waves of emotion going from me
to them and returning to me.”

And so was the Greek theatre built. There were no
“boxes,” no gallery, no balconies, no parquette. The
Greek was essentially a democratic theatre. As artists
are the priests of a religion, so all people before a
great art manifestation should be equal.

Greek tragedy sprang from the dancing and singing of the
first Greek Chorus. Dancing has gone a long way astray.
She must return to her original place - hand in hand with
the Muses encircling Apollo. She must become again the
primitive Chorus, and the drama will be reborn from her
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inspiration. Then she will again take her place as the
sister art of tragedy, she will spring from music - the

great, impersonal, eternal and divine wellspring of art.
1915.

Pp. 86-87.

088-089. EDUCATION AND THE DANCE [ OBPA3OBAHVE W TAHEIL ]
EDUCATION AND THE DANCE

THE SCHOOL of the dance should have two aims or visions.
One of these is of the earth and the other is of
production. In forming my school I had primarily in mind
the aim to contribute this most important discovery to
the education of the child - not to a particular group of
children but to all the children in the world: the dance
is the most natural and beautiful aid to the development
of the growing child in its constant movement. And only
that education is right which includes the dance.

When I founded my first school in 1905 I was only
twenty-two years old. The basic reason for my putting in
my whole capital, the first fruits of my success, and of
sacrificing my personal career at that time, was a
feeling of compassion for the misunderanding and the
torture that the average child goes through in the name
of modern education. My primary reason for founding this
school was not, as people seem to think, to train
children for the theatre. Instead, while I myself was
till almost a child, I was dreaming of educating and
forming around me young disciples who would be inspired
by my idea, living with me day by day and later helping
to give to every child in the world the art that I had
given them. For every child that is born in civilization
has the right to a heritage of beauty.

My theories soon bore fruit. Within two years the school
transformed insignificant, sickly and badly formed
children into frescoes that out-rivalled the loveliness
of Donatello or Luca della Robbia. There is no more
simple and direct means to give art to the people - to
give a conception of art to the working man - than to
transform his own children into living works of art. The
children of my school at an early age learned to sing the
chorals of Mendelssohn, Mozart, Bach and the songs of
Schubert; for every child, no matter of what class, 1f he
sings and moves to this music will penetrate the
spiritual message of the great masters.
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And so the first great aim of my school was social and
educational. But I succeeded so well in giving this
expression to the children that the bourgeois hailed them
as phenomena, and were willing to pay large sums to put
them on the stage and stare at them through opera
glasses. How many times have I come out after a
performance and explained: “These dancing children whom I
have formed in my school are not performing as theatre
artist. I bring them before you simply to show what can
be accomplished with every child. Now give me the means
to work this experiment in a greater field, and I will
further prove that the beauty which you applaud to-night
can be the natural expression of every child in the
world.”

But in order to carry out such a vast project it was
necessary to have the supervision and aid of a
government. Having appealed in vain to all the
governments of Europe and America, I accepted an
invitation from the Soviet Government to found a school
in Moscow.

Pp. 88-89.

090-091. TERPSICHORE (1909) [ TEPIICUMXOPA ]
TERPSICHORE

WHAT must we do to bring Terpsichore back amongst us
again? We must recover: 1. the ideal beauty of the human
form; and 2. the movement which is the expression of this
form.

All my research and study in the field of the dance have
been founded on these two principles.

Always the lines of a form truly beautiful suggest
movement, even in repose. And always the lines that are
truly beautiful in movement suggest repose, even in the
swiftest flight. It 1s this quality of repose in movement
that gives to movements their eternal element.

All movement on earth is governed by the law of
gravitation, by attraction and repulsion, resistance and
yielding; it is that which makes up the rhythm of the
dance.

To discover this rhythm, we must listen to the
pulsations of the earth. The great composers - Bach,
Beethoven, Wagner - have in their works combined with
absolute perfection terrestrial and human rhythm. And
that is why I have taken as a guide the rhythms of the
great Masters; not because I thought I could express the
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beauty of their works, but because, in surrendering my
body unresistingly to their rhythms I have hoped to
recover the natural cadences of human movements which
have been lost for centuries.

There are documents wherein the two beauties are fixed
in a perfect state - the ideal beauty of the human form
and the ideal beauty of movement; these are the Greek
vases collected in museums.

In the thousands and thousands of figures which I have
studied on these wvases, I have always found an undulating
line as the point of departure. Every movement, even in
repose, contains the quality of fecundity, possesses the
power to give birth to another movement.

With the exception of some grotesque figures, or those
dating from a poorer era, I have not found, for example,
a single drawing in which the foot i1s raised to a line
perpendicular to the body. Even on the vases with figures
expressing Bacchic frenzy, this movement is unknown. That
1is because 1t expresses a “stop”; one knows that it
cannot continue, that it can only be its own end.

On the other hand, in the leaping figures with bent
knees, one senses that the movement goes on: there is in
this movement an eternal element - one which follows the
undulating line of the great forces of Nature, on which I
have based all the movements of my dance. That is but one
example, but one finds in thousands of figures the same
principle.

One of the commonest figures in the Bacchic dances 1is
that with the head turned backward. In this movement one
senses i1mmediately the Bacchic frenzy possessing the
entire body. The motive underlying this gesture is in all
nature. The animals, in Bacchic movement, turn back the
head: in tropic countries, at night, the elephants turn
their heads; dogs baying at the moon, lions, tigers. It
is the universal Dionysiac movement. The waves of the
ocean form this line under a storm, the trees in a
tempest.

(1909)

Pp. 90-91.

092-096. THE DANCE OF THE GREEKS [ TAHEI T'PEKOB ]
THE DANCE OF THE GREEKS

THE ONLY way to accomplish a re-birth of the dance is to
restore it to its original place. To know the true place
of the dance it is necessary to study history.
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The oldest of the dances that were an art were those of
Asia, and of Egypt - which influenced the Greek dance.
But those earlier dances were not of our race; it is to
Greece that we must turn, because all our dancing goes
back to Greece. What, then, was the Greek dance?

For centuries before Aeschylus the people danced. They
danced together and expressed thus their collective
emotion, joyous, warlike, or sorrowing. It was out of
this dance of the people that the Chorus developed, and
the Chorus was the real beginning of tragedy.

There was later added to the Chorus the first actor.
This actor recounted the incident, expressed the special
feeling which the drama aroused in him; while the Chorus
danced and sang as before, remaining on a plane above the
drama.

Aeschylus added to this spectacle one or two actors. But
the Chorus remained, for him, the soul of the tragedy.
The actors represented only an incidental recital,
details of the action, while the Chorus soared far above
men’s actions. Entering at the most poignant moment of
emotional tension, it brought a lyric exaltation, the
eternal and divine point of view. Deepest soul of
Tragedy: the Chorus was Wisdom or Reason or Joy or Sorrow
eternal.

But Sophocles, by increasing the number of actors
lessened the role played by the Chorus. Euripides in turn
increased the number of characters and thus further
decreased the importance of the Chorus. Still, in the
Bacchae, at the highest point touched in tragedy, it 1s
still the Chorus which, with the God Dionysus, 1s the
Bacchic expression; whereas the charactters are not the
intoxication itself but only beings under the influence
of that intoxication, moved by an emotion of which they
cannot attain the essence.

After Euripides the decadence came quickly. The value of
the Chorus was no longer recognized. The end came in
Rome, when the Chorus was replaced by mere mimes. They
even undertook to mime Oedipus! Tragedy was dead.

Later, much later, efforts were made to revive tragedy:
efforts admirable for the sincerity and the spirit of
those who made them; but certain fundamental errors gave
false direction to them, and made the realizations
imperfect. The most serious of these errors was the
failure to understand this truth: Tragedy is incomplete
without the Chorus.

It was the ancient tragedy that Monteverde and other
artists of his time wished to re-create. Monteverde had
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no intention of composing operas. “Opera” is a
meaningless word. He intended to accomplish a renaissance
of tragedy. But he made the error of giving the actors
the task of expressing the soul of the music - a role
reserved by the Greeks for the Chorus. This error was
more firmly established by the followers of Monteverde.
Thus the first steps in the Renaissance followed a path
that led away from the true form of tragedy.

Gluck, finally, revolted. One may say that he found
again the Chorus. He made it sing. But the opposition he
met with cramped his genius. He lived in an artificial
and affected era. In tragedy he forgot the drama and the
actor.

Richard Wagner re-found the drama, but he mistook the
role of the Chorus; or at least he transferred it to the
characters. The drama lives in the fortunes of the
characters: 1t is the weaknesses or the grandeur in the
soul of Oedipus, and what happens to him, that interests
us. Drama develops out of the reactions of the characters
toward each other and under the action of Fate. But
Wagner thought to lift the characters above the drama, to
give them the role of the Chorus. Thus in the second act
of Tristan and Isolde, Brangane, with her song that is
too slow to be that of a protagonist in the drama,
represents the Chorus. Tristan and Isolde, in their duet
of love, become their own Chorus; because whenever two
characters speak together even one word, they cease being
the characters of the drama and become interpreters of
the abstract, become the Chorus.

That brings us to modern times. We can understand now
what we have lost and what we must find again.

How, today, shall we give back to the dance its original
place? By identifying it again with the Chorus. It is
necessary to give back the tragic Chorus to the dance,
and to give back the dance to the other arts. The Chorus
of tragedy is the true place of the dance. It is there
that it must be, associated with tragedy and with the
other arts. All the rest is decadence.

In the time of Sophocles dancing, poetry, music,
dramaturgy and architecture formed one harmonious unity,
as a single art manifested in different ways, truly one
and the same thing. The association of tragic art and
architecture was intimate, almost a fusion. All that went
to complete a performance seemed shaped by the same law -
that is, in the image of the ideal man or the man-god.

The characters and the Chorus, center of the drama, were
the center of a harmonious ensemble, like the solar
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plexus at the center of the man. Toward them everything
converged; from them everything went out like rays from a
light.

Often at an hour when Athens was scarcely yet awake, I
have danced in the Theatre of Dionysus. I have sensed how
everything there was shaped in accordance with this same
harmony. My place in the theatre was the center of the
orchestra, and the gestures of my arms, before me, traced
the lines following the natural horizon once formed by
the top of the rings of seats. Today this harmony is
destroyed.

The arts that were then grouped around tragedy have
become separated. Architecture has turned aside: the
builders of modern theatres have followed personal plans,
obedient to the commercial idea, and have put up
buildings inconvenient for both public and actors.

The dance thought that it could live separately, by
itself - and it has arrived at that anomalous thing, the
ballet. In either theatre or music hall the ballet 1is
without true significance, without any accord with art.
Even 1f all the world danced, the ballet still would be a
false thing, for in the ballet the dance aspires to be
everything, to take the place of poetry and drama.

The proof that the dance cannot exist alone is that it
finds recourse to pantomime. The pantomimists pretend to
speak with gestures; they try to imitate language. Art is
more natural; it does not imitate, it does not seek out
equivalents, it does not pretend to speak - it has its
own language.

The Greek music 1s lost, so that the poetic text of the
Choruses is no more than an indication out of which the
harmony is lacking. In our own times we have no music
created for the dance. It is thought that the dance 1is
unworthy of beautiful music, and it is therefore deprived
of it. The great geniuses of music alone have had rhythm
in their work. That is why I have danced to the rhythms
of Bach and of Gluck, of Beethoven and of Chopin, of
Schubert and of Wagner, because practically they alone
have understood and have expressed the rhythm of the
human body.

Wagner 1s the closest approach to a musician for the
dance. But with him music absorbs everything. Certainly
it is an offense artistically to dance to such music, but
I have done it by necessity, because this music 1is
awakening the dance that was dead, awakening rhythm. T
have danced to it, driven by it as a leaf is driven
before the wind.
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After many years of study I have arrived at this
conclusion: the natural rhythm of the human body and the
rhythm of contemporary music are in complete disaccord;
the simplest gesture fails to find in these notes a line
which it can follow. But to the rhythm of the words of a
Greek Chorus one dances easily. Just in hearing them one
sees unfolding a frieze of sculptured figures in
movement. The music of the Greeks must have accorded with
the rhythms of these words. Ah, if it only could be
recovered!

Today the theatre is divided into two halves, each
ignoring and scornful of the other: the theatre of music
and the theatre of the spoken word. Everything must be
undone. The most beautiful dream is that of finding again
the Greek theatre that is ideal for both spectators and
actors. To bring to life again the ancient ideal! I do
not mean to say, copy 1it, imitate 1it; but to breathe its
life, to recreate it in one’s self, with personal
inspiration: to art from its beauty and then go toward
the future. The subjects of the dramas can be modern. But
to find again the ancient idea, and, by a miracle of love
and devotion, to unite anew the arts and the artists!

To unite the arts around the Chorus, to give back to the
dance its place as the Chorus, that is the ideal. When T
have danced I have tried always to be the Chorus: I have
been the Chorus of young girls hailing the return of the
fleet, I have been the Chorus dancing the Pyrrhic Dance,
or the Bacchic; I have never once danced a solo. The
dance, again joined with poetry and with music, must
become once more the tragic Chorus. That 1is 1ts only and
its true end. That is the only way for it to become again
an art.

May the artists unite and accomplish this miracle of
love!

Pp. 92-96.

097-098. YOUTH AND THE DANCE [ MOJIOOEX M TAHEL ]
YOUTH AND THE DANCE

THE CHILD is gloriously full of life. He leaps
endlessly, filled with the intoxication of movement. He
is a young animal, growing in the midst of a joyous
exaltation, drawing in with the intensity of all his
being the forces for his future life.

The growing of the child, and all his movements, bear
witness to a harmonious rhythm expressing all growing
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life. To “train” the child it is only necessary to
understand that the surest road, and the most beautiful,
is to surround his living with an atmosphere of graceful
movement. From this early environment a deep love of
beauty will naturally develop.

For an understanding of the dance, the activities of the
child should be directed into the channels natural to the
tastes and capacities of childhood. It is not necessary
to ask of him great effort: let him breathe joyously,
give free rein to his natural animation, having care only
for the harmonious growth of his body. Above all do not
force on him movements toward which his nature rebels,
but only lead his spirit and his body into accord with
the most noble movements and the most spiritual
expressions of mankind. Then the body becomes a spirit
whose gestures are its language, and the young soul opens
out to light, beauty and everlaling love.

Let the child thrill to this quiet training, as to those
artists whose human existence has ended but who have left
an immortal music.

Let the child dance as a child: don’t impose on him the
attitudes and the gestures of an epoch which had nothing
in common with simple living and true hurnanity - of the
ballets of Louis XIV.

Let his dances express the soul of the child, at first
in the beauty and the lack of self-consciousness that
belong to babyhood, then in accord with youthfulness,
then with adolescence. Don’t teach young girls to imitate
either nymphs or houris or courtesans, but make them
dance like the vestals of ancient times, who consecrated
themselves two thousand years ago.

Conserve to the adolescents their strength and their
full-lived youth. Do not dress them in fantastic
costumes, which make them look like clowns or languishing
lovers. Rather let their dance be the reflection of the
eternal ideal of glorious youth - youth’s dreams and
aspirations made living. Let their dance be born of
Jjoyousness and strength and courage. Let it breathe the
holy spirit of sacrifice of the young soldier!

And when they become embodiments of the modern vestals,
they will be transformed: women in love with love and
with the joy of motherhood. At this moment their dance,
completed and distinctive, will be the most beautiful of
all.

Yes, let us admire the natural dance of the young women
and the young men, their transformation, under their
pulsating rhythm - in their dance that i1s perfect and
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complete, containing all life and bringing the dancers
close to the gods. The crowd will follow their steps,
will watch their attitudes, becoming one with them in a
perfect harmony, combining, on their side, the most noble
expression of human life and the clear call of divinity.
When that day dawns, that day of final happiness, we
shall know the fulfillment of the sublime rhythms of
Beethoven’s Symphonies.

Pp. 97-98.

099-100. DEPTH [ TUIYBMHA ]
DEPTH

THE TRUE dance is an expression of serenity; it is
controlled by the profound rhythm of inner emotion.
Emotion does not reach the moment of frenzy out of a
spurt of action; 1t broods first, it sleeps like the life
in the seed, and it unfolds with a gentle slowness. The
Greeks understood the continuing beauty of a movement
that mounted, that spread, that ended with a promise of
re-birth. The Dance - it is the rhythm of all that dies
in order to live again; 1t is the eternal rising of the
sun.

It is not for us to arrive at knowledge; we know, as we
love, by instinct, faith, emotion.

Emotion works like a motor. It must be warmed up to run
well, and the heat does not develop immediately; 1t 1is
progressive. The dance follows the same law of
development, of progression. The true dancer, like every
true artist, stands before Beauty in a state of complete
suspense; he opens the way to his soul and his “genius”,
and he lets himself be swayed by them as the trees
abandon themselves to the winds. He darts with one slow
movement and mounts from that gradually, following the
rising curve of his inspiration, up to those gestures
that exteriorize his fullness of feeling, spreading ever
wider the impulse that has swayed him, fixing it in
another expression.

The movements should follow the rhythm of the waves: the
rhythm that rises, penetrates, holding in itself the
impulse and the after-movement; call and response, bound
endlessly in one cadence.

Our modern dances know nothing of this first law of
harmony. Their movements are choppy, end-stopped, abrupt.
They lack the continuing beauty of the curve. They are
satisfied with being the points of angles which spur on
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the nerves. The music of today, too, only makes the
nerves dance. Deep emotion, spiritual gravity, are
entirely lacking. We dance with the jerky gestures of
puppets. We do not know how to get down to the depths, to
lose ourselves in an inner self, how to develop our
visions into the harmonies that attend our dreams.

We are always in paroxysms. We walk angularly. We rain
ourselves always to hold a balance between points. We are
ignorant of the repose of a descent, and the comfort of
breathing, of mounting again, skimming, returning, like a
bird, to rest. The bird never struggles. The dancer ought
to be light as a flame. Even violence is the greater when
it is restrained: one gesture that has grown slowly out
of that reserve is worth many thousands that struggle and
cut each other off.

Pp. 99-100.

101-104. THE GREAT SOURCE (1913) [ BEJUKUMA UCTOYHUK ]
THE GREAT SOURCE

THERE was a time when I filled many notebooks with notes
arid observations, when I burned with apostolic fire for
my art, and gave myself up to deep convictions and naive
daring. At that time I wanted to make over human 1life,
down to its least details of costume, of morals, of way
of living. But that was ten years ago. I have had, since,
the leisure to discover the vanity of those noble
ambitions, and I am satisfied now with the joys of my
work, preoccupied by my art itself.

One explains the dance better by dancing than by
publishing commentaries and treatises. An art should be
able to do without all that, moreover; its truth will
blaze forth spontaneously if it is really beautiful.

And so, I do not wish to spin theories or put down a set
of principles. But I may perhaps say, without being
accused of preaching, what has always been my underlying
thought about the dance.

For me the dance is not only the art that gives
expression to the human soul through movement, but also
the foundation of a complete conception of life, more
free, more harmonious, more natural. It is not. as is too
generally believed, a composition of steps, arbitrary and
growing out of mechanical combinations - which even if
they serve well as technical exercises cannot pretend
that they constitute an art. This is the means, not the
end.
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I have studied thoroughly the represented figures of all
ages and of all the great master-artists, and I have
never yet seen one shown walking on the points of the
toes or raising the leg to the height of the head. These
ugly and false positions do not at all express that state
of Dionysiac abandon which the dancer must know. True
movements, moreover, are not invented; they are
discovered - just as in music one does not invent
harmonies but only discovers them.

The great and the only principle on which I feel myself
justified in leaning, is a constant, absolute and
universal unity between form and movement; a rhythmic
unity which runs through all the manifestations of
Nature. The waters, the winds, the plants, living
creatures, the particles of matter itself obey this
controlling rhythm of which the characteristic line 1is
the wave. In nothing does Nature suggest jumps and
breaks; there is between all the conditions of life a
continuity or flow which the dancer must respect in his
art, or else become a mannequin - outside Nature and
without true beauty.

To seek in Nature the most beautiful forms and to
discover the movement which expresses the soul of those
forms, that is the task of the dancer. Like the sculptor,
with whom he has so much in common, the dancer should
draw his inspiration from Nature alone. Rodin wrote: “In
sculpture it is not necessary to copy the works of
antiquity. One must rather observe the works of Nature
first, and then see in the works of the ancient sculptors
only the way in which Nature has been interpreted.”

Rodin is right; and in my art I have not at all copied,
as 1s believed, figures from Greek vases, friezes or
paintings. I have learned from them how to study Nature,
and when certain of my movements recall gestures seen on
the works of art, it is only because they likewise are
taken from the great natural source.

I am inspired by the movement of the trees, the waves,
the snows, by the connection between passion and the
storm, between the breeze and gentleness, and so on. And
I always put into my movements a little of that divine
continuity which gives to all of Nature its beauty and
life.

That is not saying that it is enough jut to wave the
arms and legs, in order to have a natural dance. In art
the simple works are those which have cost the most in
the effort for synthesis, of observation and of creation;
and all the greatest masters know what is the co of true
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accord with the great and unrivalled model that is
Nature.

Since I was a child I have spent twenty years of
incessant labor in the service of my art, a large part of
that time being devoted to technical training - which I
am sometimes accused of lacking. That is because, I
repeat, technique is not an end but only a means.

The dance, in my opinion, has for its purpose the
expression of the most noble and the most profound
feelings of the human soul: those which rise from the
gods in us, Apollo, Pan, Bacchus, Aphrodite. The dance
must implant in our lives a harmony that is glowing and
pulsing. To see in the dance only a frivolous or pleasant
diversion is to degrade it.

There are continual reactions of the body and the spirit
which the ancients did not neglect, but which we too
often have misunderstood. Plato danced, as did the
magistrates and the officers in the ancient republics;
this custom gave to their thoughts a grace and a balance
which have immortalized them. That is only natural: the
attitude we assume affects our soul; a simple turning
backward of the head, made with passion, sends a Bacchic
frenzy running through us, of joy or heroism or desire.
All gestures thus give rise to an inner response, and
similarly they have the power to express directly every
possible state of the feelings or thought.

Every movement that can be danced on the seashore,
without being in harmony with the rhythm of the waves,
every movement that can be danced in the forest without
being in harmony with the swaying of the branches, every
movement that one can dance nude, in the sunshine, in the
open country, without being in harmony with the life and
the solitude of the landscape - every such movement 1is
false, in that it is out of tune in the midst of Nature’s
harmonious lines. That is why the dancer should above all
else choose movements that express the strength, health,
nobility, ease and serenity of living things.

(1913)

Pp. 101-104.

105-106. RICHARD WAGNER (1921) [ PUMXAPI BATHEP ]
RICHARD WAGNER

It seems to me that the compositions of Wagner cannot be
considered as the work of one artist or as the expression
of one country. They are rather the entire revolt and all
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the feeling of an epoch, expressed through the medium of
Richard Wagner.

That is why it seems so petty to have wished to abandon
this music during the war; for the work of Wagner flows
through every drop of blood in every artist of the world,
and his mighty rhythm has become part of every heart-beat
of each one of us. For Wagner is more than an artist: he
is the glorious far-seeing prophet, liberator of the art
of the future. It is he who will give birth to the new
union of the arts, the rebirth of the theatre, tragedy
and the dance as one.

He was the first to conceive of the dance as born of
music. This is my conception of the dance also, and for
it I strive in the work of my school. For in the depths
of every musical theme of Wagner, dances will be found:
monumental sculpture, movement which only demands release
and life.

It is of this music that critics are wont to say, “It is
not written for the dance”; but it is from this music
that the dance, so long lifeless in the embryo, 1s being
born again. In comparison with this new-born dance, the
posed attitudes of the dancers of the Opera appear to us
like the figures in the wax-works museums.

The theatre will live again in all its glory only when
the dance once more takes its true place, as an integral
and inevitable part of tragedy. It is because I believe
this that I have dared to dance to the music of Wagner -
yes, that I have raised my hands, vibrant with ecstasy,
to the harmonious chords of Parsifal.

Do you understand the gigantic task that is imposed on
us, before we can wrench from this music the torrential

movement that must come - the glorious child-birth of the
Dance?

1921.
Pp. 105-106.

107-108. A LETTER TO THE PUPILS (1919) [ IMUCBMO K
YUEHUIAM ]

A LETTER TO THE PUPILS

Please don’t let any one persuade you to try to dance to
Debussy. It is only the music of the Senses and has no
message to the Spirit. And then the gesture of Debussy is
all inward - and has no outward or upward. I want you to
dance only that music which goes from the soul in
mounting circles. Why not study the Suite in Re of Bach?

46



Do you remember my dancing it? Please also continue
always your studies of the Beethoven Seventh and the
Schubert Seventh, and why not dance with Copeland the
seven Minuets of Beethoven that we studied in Fourth
Avenue? And the Symphony in G of Mozart. And there is a
whole world of Mozart that you might study.

Plunge your soul in divine unconscious Giving deep
within it, until it gives to your soul its Secret. That
is how I have always tried to express music. My soul
should become one with it, and the dance born from that
embrace. Music has been in all my life the great
Inspiration and will be perhaps some day the Consolation,
for I have gone through such terrible years. No one has
understood since I lost Deirdre and Patrick how pain has
caused me at times to live almost in a delirium. In fact
my poor brain has more often been crazed than any one can
know. Sometimes quite recently I feel as 1f I were
awakening from a long fever. When you think of these
years, think of the Funeral March of Schubert, the Ave
Maria, the Redemption, and forget the times when my poor
distracted soul trying to escape from suffering may well
have given you all the appearance of madness.

I have reached such high peaks flooded with light, but
my soul had no strength to live there - and no one has
realized the horrible torture from which I have tried to
escape. Some day 1f you understand sorrow you will
understand too all I have lived through, and then you
will only think of the light towards which I have pointed
and you will know the real Isadora is there. In the
meantime work and create Beauty and Harmony. The poor
world has need of it, and with your six spilirits going
with one will, you can create Beauty and Inspiration for
a new Life.

I am so happy that you are working and that you love 1it.
Nourish your spirits from Plato and Dante, from Goethe
and Schiller, Shakespeare and Nietzsche (don’t forget
that the Birth of Tragedy and the Spirit of Music are my
Bible), and with these to guide you, and the greatest
music, you may go far.

Dear children, I take you all in my arms. And here is a
kiss for Anna, and here one for Therese, and one for
Irma, and here is a kiss for Gretel and one for little
Erika - and a kiss for you, dearest Lisel. Let us pray
that this separation will only bring us nearer and closer
in a higher communion - and soon we will all dance
together a Reigen. All my love.

(1918 or 1919)
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Pp. 107-108.

109-115. MOSCOW IMPRESSIONS (1921-1927) [ MOCKOBCKUE
BIIEUATJIEHVA ]
MOSCOW IMPRESSIONS

(These letters about her attempt to found a school of
the dance under the Communist State in Russia are grouped
to indicate I. D.’s enthusiasm, her planning, her methods
of teaching, and the final discouragements she met. The
first is an open letter to the English press; it exists
in her own handwriting - so that no one need be tempted
to think that it was put out by the Soviet publicity
offices. The second is unaddressed; the third a letter in
French beginning Cher Camarade; the fourth to Augustin
Duncan; the others apparently to Soviet officials.)

[Letter to the English press]

THIS coming to Russia 1s a tremendous experience, and I
would not have missed it for anything. Here at last is a
frame mighty enough to work in, and for the first time in
my life I feel that I can stretch out my arms and
breathe. Here one feels that perhaps for the second time
in the world’s history a great force has arisen to give
capitalism, which stands for monstrous greed and
villainy, one great blow. The dragon, man-eating, labor
exploiting, has here received his death stroke. What
matters it that in his final throes he has cast
destruction about him? The valiant hero who smote him
still lives, though enfeebled from the deadly struggle,
and from him will be born a new world.

A new world, a newly created mankind; the destruction of
the old world of class injustice, and the creation of the
new world of equal opportunity. That is the work one 1is
viewing here, and for this work it fills my soul with joy
and pride that I am called upon to assist in its first
steps, 1in the teaching of the children. A great school of
new beings who will be worthy the ideals of the new
world. A community of boys and girls to live 1in a great
school, to form the future men and maidens who will be
the upholders of Communism - future idealists.

Relegated to the past is the old ideal of youth, with
its limited prize of monogamistic love and its narrow
ideal of family life as the goal of existence. The future
love will be not “my family” but “all humanity”, not “my
children” but “all children”, not “my country” but “all
peoples”.
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I salute the birth of the future community of

International love.
[Letter unaddressed]

Moscow 1s certainly one of the most interesting if not
the most interesting center of the world today. Yes,
despite the hardship and suffering, here is a source. I
would rather be here today than in any so-called
prosperous city, and the suffering I observe seems to me
at least a more beautiful expression than the new-rich
and the munition-proprietors, smug and overfed, riding
about in automobiles in search of pleasure, which they
seldom find. Let them come here to feed the Volga
district - they might find happiness by reflection.

I predict that Moscow will soon be the most sought out
city, a sort of spiritual Klondike. Tired artists,
idealists, searchers after truth, will all be flocking
here to this great well-spring of spiritual enlightenment
for mankind. For my part, that art with which I was born
and which I know all the children of the world are in
need of, I hope to give here, to these children who are
suffering from the want of all material things. I will
give them this great Spiritual treasure of my art, not
served up 1in coples and caricatures that have been made
of it, paralysed by theories and killed by sytems -
Dalcroze and others - but this art spontaneous and true,
as God gave it to me, as Walt Whitman said, “for
reasons”.

[Letter Cher Camarade]

The magnificent 1dea of giving music for the people -
are we going to see that dropped? I have seen the people
here listening to music only in the churches, and there
the music is very beautiful, but mixed with such a large
portion of shallow superstition that it is more harmful
than good. Why not have a great theatre where the people
can enter freely, as in a church, without tickets, at
least on Sunday afternoons and evenings; where one could
give successively the symphonies of Beethoven, the music
of Wagner, Bach, Schubert, etc., and where all the
children can dance?

[Letter to Augustin Duncan]

I am hard at work here at present, all day, selecting
talented children from the hundreds and hundreds that
apply. It looks as 1f all the children in Russia wanted
to come to this school, and it is very touching to see
the eagerness of these children, and their desire to
learn something beautiful. I think that at last we have
the promised school. I am giving a performance on the 7th
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of November, at the Grand Opera House, for an audience of
Communists: Tchaikowsky’s Sixth Symphony and Marche Slav.
Conditions have changed here; all places in the theatres
are now paid for. Mine will be the only performance that
is given this winter free for the people. I have been
here three months; we have already a school with two
studios, a rose-colored one and a blue one - the curtains
of which I brought from Paris. We have beds for a hundred
children, and in the neighborhood a great salle where I
will teach five hundred children each day....

The streets of Moscow are the picture of the song of the
“Open Road” of Walt Whitman. He was the first Bolshevik.
I am never tired of the crowds in the streets. A painter
would find great opportunities here - life and color on a
big scale. Steichen would be wild with joy. You should
tell him to come here....

The theatre life in Moscow 1s most progressive and
intense. There are two or three Art theatres, with such
futuristic ideas that Stanislavsky seems quite old-
fashioned, but he is still the greatest artist of all.
Thursday night we saw Oscar Wilde’s Salome in the Kamerny
Theatre, where they believe that every actor should be
dancer, singer, pantomimist. They have a symphony
orchestra, and dance, sing, declaim, all in one. The
effect is somewhat Chinese, only without the Chinese
imagination. Fine color, form, wonderful light effects,
some beautiful bodies; the only criticism I could make is
a lack of subtlety and imagination, and everything coming
more from the outside than within. Also a contradiction
between symbolic gesture and at other moments a complete
realism - as when Salome wipes the floor with the head of
John the Baptist. I decided that they did not quite know
whether they were symbolists or realists, but I admired
the tremendous amount of work and care they evidently put
into it. It is a wonderful architectural theatre, built
on the same scale as Bayreuth.... But I do not approve of
the custom here of non-applauding public; it makes too
great a division between the actors and public. I think,
on the contrary, one should work toward a theatre in
which the public would take part more and more in the
performance, even in eventual responses, singing of
choruses, etc. The public here seems quite dead, and in
the different concerts I have gone to, I look in vain for
the great enthusiastic public of before the war.
Enthusiasm of the public is necessary to give life to the
artist.
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We have already six American pupils, three English and

two French, so you see the school is international.
[Letter to Soviet officials]

This summer the children of my school who have lived and
studied here for three years, under the most difficult
circumstances, enduring cheerfully a life of hardship,
held a meeting together and decided that in spite of the
fact that they had no material wealth of any sort, they
felt the need to give their art to others. They decided
that they would call a meeting of a thousand children of
workers and teach them the Art which had given themselves
a new life of beauty.

A meeting took place in the Great Sports Ground of the
Red Stadium, at whose head is the Comrade Podvoisky. With
the help of Comrade Podvoisky classes were organized and
every afternoon of the last three months of this summer
our brave little class of forty have taught hundreds of
children to dance.

Children who came to the first meeting pale and weak,
who could at first hardly walk or skip or raise their
arms to the sky, have become transformed under the
influence of the air, the sunshine, the music and the joy
of dancing taught them by our young pioneers. Their
costume 1is a simple tunic without sleeves and reaching
only to the knees.

Movement is a language as powerful and expressive as
words. I could not explain my lessons in words to these
children, but I spoke to them by the language of
movements, and they, by their responsive movement, showed
me that they understood.

“Children, place your hands here, as I do, on your
breast, feel the life within you; this movement means MAN
- and the children answered in chorus, ‘Chelovek’; and
now, raise the arms slowly upwards and outwards towards
the heavens, this movement means UNIVERSE; - the children
chorused, ‘Vselennaya’. Let your hands fall slowly
downwards to the EARTH - and the chorus responded
‘Zemlia.’” Now, stretch your hands towards me in love,
this means COMRADE - chorus, ‘Tovarisch’.”

I watched these hundreds of children dancing. Sometimes
they resembled a field of red poppies swaying in the
wind, at other times, seeing them rushing forward
together, one perceived that they were a horde of young
warriors and Amazons, ready to do battle for the ideals
of the New World.

But the best of all was the enthusiasm and happiness of
the children themselves - how they loved to throw
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themselves heart and soul into beautiful movement; and
when song was added to the dancing, it seemed that their
entire being was lifted in exaltation of the complete and
joyous rhythms of youth.

I would respectfully call to your notice that my school
is the only artistic effort formed during Communism that
has constantly, through me and through my pupils,
awakened in all the towns of Russia the heartfelt,
genuine enthusiasm of the Workers, of their wives and of
their children. I danced alone, and afterwards with my
pupils, for the miners in Baku in their own theatres and
for their children; for Communists throughout all the
theatres of Russia, and for the children of Lenn Staat
outside of Kief, not once but many times, gratuitously;
and during that time I was paying my own expenses from my
private bank account, drawn from the sale of my property
in France.

I was forced to leave this School from lack of any
support whatever from the Soviet Government, while I saw
other schools that had raised no enthusiasm among the
workers and whose tendencies were frankly unhealthy and
decadent, supported by the same Government that had
refused me aid for my work.

When the children of my School danced before the
Workers, they arose and shouted with joy, and why?
Because they themselves were the children of workers and
because I had taught them to express, in simple and
natural movements, the heroic struggles and ideals which
were nascent in their blood. Therefore every worker could
understand their Art, and the proof is that my school,
now dancing in China, is at once understood and acclaimed
by the Chinese workers. They have expressed a wish to
have this dancing taught to their children.

The letter about this is the first word I have heard
from the school for six months, and the first knowledge I
have had that they are in China. I wish to protest that
this School which I formed at the sacrifice of my fortune
and person, and for which I had become naturally
boycotted by all my former friends and audiences in
Europe, should be allowed to pass from my control and
into the hands of private speculation. Those sacrifices
that I made, I made gladly for the cause of the people;
but when it comes to the exploitation of my work by
private organization without so much as asking my advice
- I must protest! This is an exploitation of my art which
I would not have expected, considering the primary object
of my visit to Russia was to escape from just such
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exploitation of Art, which Soviet Russia condemned Europe
for in 1921.

The Camerade Lunacharsky wrote of my school: “Isadora
Duncan wanted to give a natural and beautiful education
to every child. The Bourgeois society, however, did not
understand this and put her pupils on the stage to
exploit them for money. We will know how to act
differently”.

I ask when?

1921-1927.
Pp. 109-115.

116-120. REFLECTIONS, AFTER MOSCOW (1927) [ PA3MBIUIEHNVA,
[IOCJIE MOCKBEH ]
REFLECTIONS, AFTER MOSCOW

YOU ASK me to give my impressions of Soviet Russia. You
will readily understand that not all the people living in
Russia see alike the events there taking place. The
avowed Communists, those who go to the extreme of wanting
to see equal opportunity and happiness for all, actually
do see the door open to the workers of the future;
whereas the bourgeois, having in the past lived in a
selfish security and comfort, can see and only want to
see 1in these same changes what they call “the end of
Russia”.

Always great artists have had this dream: to create
their art for all humanity, for the people.
Unfortunately, for those of our time this dream cannot
become reality, because in every country where it might
be realized, they have before them always the same public
that which is able to pay the demanded price for good
seats. All the students and the poorer people - those
whose spirit urges them toward the beautiful - are
deprived almost entirely of the artist’s work; or else,
if occasionally they do enjoy it, they are obliged to sit
in “nigger heaven”, where usually the acoustics are very
bad and the view of the stage distorted.

I have always worried over this condition. That is why,
hoping to see my dream finally become reality, I turned
toward Russia, when the Soviet Government announced that
it was going to open the theatre to all the people.

In 1905 in Berlin I had already tried the experiment of
giving recitals for the workingmen. These occasions had
been quite successful. I had found among those simple
people a touching appreciation, which proved that I had
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brought into their lives a fresh experience of light and
beauty.

It was then that I founded in Berlin a school, free to
the children of working people. My plan was to develop a
small group who would later become the teachers of the
boys and girls of the working class.

No government recognized the value of my school, or the
beauty of my idea. Even my pupils after a while were so
transformed by the training I gave them that they came to
consider themselves talented artists, so that they forgot
their mission and left the group, to follow impresarios
who were ready to exploit them and to take them on
recital tours through all the world.

After fifteen years of work and care, I found that I
must begin my task all over again. One young girl only
was faithful to me, preferring to be true to the trust I
had put in her. She followed me to Moscow, where she 1is
now, directing my workers’ school.

People have never understood my true aim. They have
thought that I wished to form a troupe of dancers to
perform in the theatre. Certainly nothing was farther
from my thoughts. Far from wishing to develop theatre
dancers, I have only hoped to train in my school numbers
of children who through dance, music, poetry and song
would express the feelings of the people, with grace and
beauty.

Alas! It took only too short a time to learn that I
could not carry out this work unaided; I must find a
government enlightened enough to support 1it. I went
successively to America, to France, to England, to Greece
- and no one of these countries would give me aid. It was
only natural that I should turn to the Soviets, when they
announced the plan of making the theatre free to all. Was
not that my only way, my unique opportunity to bring my
school into existence?

In 1921 I believed that my dream had actually taken
form, for on arriving in Moscow I found the theatres
really open to all, and filled with workers at every
performance. On my part, I gave several recitals before
thousands of poor people. I had the joy of absolute
expression. For the first time in my artistic career, it
seemed to me that the horizon was widened.

This hope did not last long, since in 1922, with the
change in political control, all the artists’ dreams of
giving art without charge to the workers faded away. The
theatre became again a commercial enterprise. While the
concerts had been free, many artists complained that the
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workers did not understand the works of Beethoven, and
that not understanding them they were incapable of
listening to them quietly. This was caused entirely by
the too abrupt change from a life of hard labor to the
highest summits of art. To develop the taste of the
working people, it is necessary to begin at the beginning
- that is, with the children.

The children of my school, four or five years old, in
learning to move in harmony with the rhythms of Schubert
or of Mozart, or in the minuets of Beethoven, acquire
gradually and without effort a taste for this music; and
with natural instinct they learn to discern the
difference between superior music and poor music.

They are taken often, moreover, to visit the museums,
and helped by explanations they understand very quickly
the nobility of Egyptian, Greek or modern sculpture.
Invariably, upon their return to the school, they try to
re-create the different movements of the sculptured
figures, and often they find something very beautiful in
this way. Thanks to this daily training, the humble
children of the workers become themselves works of art
which their parents can understand, and through whom they
may come to know and to love what is beauty and grace -
in a word, the experience of art.

Education of the young is the only way to bring taste
and understanding to the working class. It is one of the
great truths that what it is impossible to teach the
child through words will be learned easily through the
language of movement. The pedagogues have rarely
understood the necessity of training the body of the
child. German and Swedish gymnastics have in view only
the development of the muscles; they neglect the proper
correlation of spirit and body. I have taken as a
foundation for my teaching that a child should never be
given a movement that would not at the same time be an
expression of the soul. A child ought to dance as
naturally as a plant grows. An inner force ought to come
to the surface and find expression. But in modern
gymnastics 1t is the other way round: a force from the
outside directs the movements under control of the will.
Every animal in nature moves in harmony with the
universal rhythm. It is only the child of man that finds
itself controlled by unnatural movements.

Since the founding of my school in 1905, there have been
formed, all over the world, thousands of schools which
have copied - or thought they copied - my system. They
all have made one fundamental mistake: I have no system.
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My only purpose and my only effort have been to lead the
child each day to grow and to move according to an inner
impulse; that is, in accordance with Nature. But all
these schools have made the same mistake of dissecting
the child’s movements, and laying them out in geometric
patterns, instead of letting all the natural grace and
loveliness come to expression.

No art antique or modern has been able to reveal all
that man can be when inspired by his highest aspirations,
in terms of movement. William Blake alone has given an
indication of it. Nietzsche had a vision of it, for he
called on all humanity in the strophes of Beethoven’s
Fifth Symphony. Nevertheless, this vision is not
impossible to realize, for I have seen the little
children of my school, under the spell of music, drop all
materiality and move with a beauty so pure that they
attained the highest expression of human living. But to
attain that height, the dance cannot be thought of as an
amusement or as an exhibition on a stage before an
audience avid of sensations. Until that day when the
dance becomes the expression and the perfection of the
crowd, it will be only a sort of gymnastic, a revelation
of mediocrity.

At Moscow I worked during a whole summer with hundreds
of workers’ children. Their lessons were given in the
open air. At the end of the season the results of the
course were truly marvelous. From all parts of the city
people came to see the children dance and sing. Alas,
when winter came I was obliged to abandon the work,
having no studio large enough, and above all having no
way of providing adequate heat. It was sad to see the
disappointment and despair of the children who had
commenced to live a new and finer life in their dancing.
Still, that which I did for Russia I am ready to begin
doing again, for any other country whose government will
give me the necessary aid.

The day i1s coming when a grand international school of
children, where there will be a fairer conception of
life, will open the doors of the future to a new
humanity. This school that I have wanted to found for
twenty years, I hope for with a confidence ever
increasing.

1927.

Pp. 116-120.
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121-127. DANCING IN RELATION TO RELIGION AND LOVE (1927)
[ TAHEI B OTHOUWEHMM K PEJIMTUN U JIOEBU ]
DANCING IN RELATION TO RELIGION AND LOVE

SINCE the earliest days of man’s civilization, since the
first temple that he constructed, there has always been a
God, a central figure in the temple. The pose of this God
is also an expression of his being and might be called a
dance.

In 1899 I first saw Eleonora Duse in London, playing in
a thirdrate play called The Second Mrs. Tanqueray. The
play goes through two acts of utter vulgarity and
banality and I was shocked to see the divine Duse lending
herself to such commonplace characterization. At the end
of the third act, where Mrs. Tanqueray is driven to the
wall by her enemies and, overcome with ennui, resolves to
commit suicide, there was a moment when the Duse stood
quite still, alone on the stage. Suddenly, without any
special outward movement, she seemed to grow and grow
until her head appeared to touch the roof of the theatre,
like the moment when Demeter appeared before the house of
Metaneira and disclosed herself as a Goddess. In that
supreme gesture Duse was no longer the second Mrs.
Tanqueray, but some wonderful goddess of all ages, and
her growth before the eyes of the audience into that
divine presence was one of the greatest artistic
achievements I have ever witnessed. I remember that I
went home dazed with the wonder of it. I said to myself,
when I can come on the stage and stand as still as
Eleonora Duse did tonight, and, at the same time, create
that tremendous force of dynamic movement, then I shall
be the greatest dancer in the world. At that point in The
Second Mrs. Tanqueray, Duse’s spirit rose to such exalted
heights that she became a part of the movement of the
spheres. This 1is the highest expression of religion in
the dance: that a human being should no longer seem human
but become transmuted into the movements of the stars.

In 100 A. D. there stood on one of the hills of Rome a
school which was known as the Seminary of Dancing Priests
of Rome. The boys were chosen from the most aristocratic
families. More than that, the had to possess lineage
which dated back many hundreds of years an upon which no
stain had ever fallen. Although they were taught all the
arts and philosophies, dancing was their chief
expression. They would dance in the theatre at the four
different seasons of the year Spring, Summer, Autumn and
Winter. On these occasions they descended from their hill
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to Rome, where they took part in ceremonies and danced
before the people for the purification of those who
beheld them. These boys danced with such happy ardor and
such purity that their dance influenced and elevated
their audience, acting like medicine upon sick souls. It
is of such expression that I have dreamed.

It must always be kept in mind that there are two
classes of dancing: the sacred and the profane. By
profane, I do not mean sinful but simply that dancing
which expresses the physical being and the joy of the
senses, whereas sacred dancing expresses the aspirations
of the spirit to transform itself into a higher sphere
than the terrestrial. Very little is known in our day of
the magic which resides in movement, and the potency of
certain gestures. The number of physical movements that
most people make through life 1s extremely limited.
Having stifled and disciplined their movements in the
first states of childhood, they resort to a set of habits
seldom varied. So, too, their mental activities respond
to set formulas, often repeated. With this repetition of
physical and mental movements, they limit their
expression until they become like actors who each night
play the same role. With these few stereotyped gestures,
their whole lives are passed without once suspecting the
world of the dance which they are missing.

Nietzsche said, “Let that day be called lost on which T
have not danced”. The entire Zarathustra 1s filled with
phrases about man in his dancing being.

I have always deplored the fact that I was forced to
dance in a theatre where people paid for their seats; a
theatre with its stupid boxlike stage handed down from
the days of the Italian Guignol; and where the
spectators’ attitude is that of people who sit still and
look but do not participate. Of course, in moments of
great enthusiasm when the audience arises and applauds,
they manifest a degree of dance participation. But I have
dreamed of a more complete dance expression on the part
of the audience, at a theatre in the form of an
amphitheatre, where there would be no reason why, at
certain times, the public should not arise and, by
different gestures of dance, participate in my
invocation. Something of this must have existed in the
ancient cults of Apollo and Dionysus. Something of this
still exists in the rituals of the Catholic church and
also in the Greek church, where the congregation
alternately rises, kneels and bows, in response to the
invocations of the priest. I had always hoped that the
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day would come when we could have such a temple where the
public, participating in different ways with me in my
dance, would arrive at a much fuller enjoyment than they
ever will experience by simply sitting as spectators.

Scriabine, the Russian composer, whose premature death
saddened the musical world, was one of the world’s
greatest poets and geniuses. He not only was a great
composer, but had the vision of complete musical
expression in form, color and movement. When I had the
joy of meeting him in Moscow in 1912 and telling him my
ideas for a school and temple, he told me that the ideal
of his life was to build such a temple in India, where at
the same time, with full orchestral harmonies, the
audience would be bathed in colors. His ideas were so in
accord with my visions that we confidently looked forward
to going to India together and participating in the
creation of this temple. Alas, the war and his early
death cut this short. I do not know whether Scriabine has
ever written anything definite about his plans for
uniting color, light and movement in an apotheosis of
beauty, but I am convinced that one day his genius will
find its expression through some medium.

In childhood we feel the religious sense of movement
poignantly, for the mind is not yet clouded with dogmas
or creeds. Children give themselves up entirely to the
celebration and worship of the unknown God, “Whatever
gods may be”. in fact a child can understand many things
through the movement of its body which would be
impossible for it to comprehend by the medium of the
written or spoken word. Many profound secrets of the
outer and inner meanings of Nature and natural forces can
be given to the child through the dance. One of the first
to understand this was Jean-Jacques Rousseau, who in his
book Emile, or the Education of the Child, even went so
far as to say that a child should not be taught to read
or write until its twelfth year. Up to that time all of
its knowledge should be gained through music and dancing.
It is curious that although this, one of the greatest
discourses upon the education of the child, was written
over a hundred years ago, the most modern schools have
not awakened to it yet and still torment the bodies of
children, vainly striving to appeal to their immature
intelligence through the medium of words which mean very
little to children.

I have often had an example of this in teaching a child
the meaning of a poem. A simple poem which I thought any
child would understand, the child would learn by heart,
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but when I would question it on the meaning of the
different verses, the response would be a jumble of words
of which it was incapable of comprehending the real
significance. Then I would take the same poem and teach
the child to dance it in gesture and emotional
translation of movement, and I would have the pleasure of
seeing the face of the child light up with understanding,
and would know that he had actually learned through the
movement of this poem what he was quite incapable of
understanding from the words.

People have an entirely false conception of the
importance of words in comparison with other modes of
expression, Jjut as potent as words. An entire audience of
so called respectable people, who would leave the theatre
if anyone appeared to blaspheme or to use indecent words,
will sit through a performance in which someone makes
indecent movements which, if translated into words, would
make the audience rush from the theatre. A seemingly
modest young girl would not think of addressing a young
man in lines or spoken phrases which were indecent and
yet the same girl will arise and dance these phrases with
him in such dances as the Charleston and Black Bottom,
while a negro orchestra is playing Shake that thing!

It is because of this that theatre censors have
descended upon plays in New York and threatened to put
their cast in jail for immoral propaganda, while in the
music hall next door the movements of the dancers, if put
into words, would be of such filth and immorality that it
would be closed at once by the police. This is true
because people have not learned that the expression of
movement and of musical sounds 1is quite as clear to those
who understand it as words are. To anyone who is as
sensitive to movements as I am, nine-tenths of the
movements that are made in the ordinary drawing room
would be shocking, not because of their indecency but
because of their indecent sterility. Therefore, I condemn
the modern dances not so much for the indecency of their
expression as because they are essentially sterile and
futile. Young people who practice them for any length of
time generally become as futile and frivolous as the
movements they have been practicing, just as their minds
would become if they were fed continually on a diet of
penny novels and bad poems. I say it is of the utmost
importance to a nation to train its children to the
understanding and execution of movements of great heroic
and spiritual beauty; to raise their many bans on the
realization of sex, which is a fine thing in itself, and
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to put these same prohibitions on the frivolous
caricatures and symbols of sex which are found in such
dances as the fox trot and Black Bottom.

If, twenty years ago, when I first pleaded with America
to adopt my school and my theories of dancing in all the
public schools, they had acceded to my request, this
deplorable modern dancing, which has its roots in the
ceremonies of African primitives, could never have become
dominant. It is extraordinary that mothers who would be
intensely shocked if their daughters should indulge in a
real orgy (which, after all, might not be so hurtful to
them - since a real orgy might, like a real storm, clear
the atmosphere for purer things) - these mothers will
look on with smiling complacency at their daughters
indulging in licentious contortions upon a dance floor,
before their very eyes.

When I was fifteen years old and I realized that there
was no teacher in the world who could give me any help in
my desire to be a dancer, because at that time the only
school that existed was the ballet, I turned, as I had
noticed all other artists except dancers do, to the study
of nature. Is anything more marvellous or beautiful in
nature than the study of the delicate love movements of
plants? My imagination was first: captured by Shelley’s
wonderful poem The Sensitive Plant, and for my dances I
studied the movements of the opening of flowers, and the
flight of bees and the charming graces of pigeons and
other birds. All of these seemed to be expressions of
nature and of the love dance that runs through all life.
I had read of the dance of the elephants in the moonlight
and the dinosauric lifting of their trunks. The sudden
reversal of the heads of the lions and tigers came to be
associated 1n my mind with the tossing of the heads of
the Bacchante. These are the noblest love motions in
Nature, just as the wriggling from the waist downwards of
such dancing as the Charleston is the most ignoble. In
the practicing of the dance in its relation to love, we
should practice those movements which are ennobling
rather than those which defile the divine image of the
naked human being. Often when people have questioned my
morals, I have answered that I consider myself extremely
moral because in all my relations I have only made
movements which seem beautiful to me.

In the old Greek myths there was always the
transformation of the god into some element to express
his love-making. Zeus appeared to Semele as the
lightning; to Danae in the form of a golden mist to
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Europa in the form of a bull; to Leda as a white swan.
These are really only symbols of the beautiful form and
movement of all love. This is the real dance of love -
that element which takes on all parts of nature and
becomes, in turn, a cloud, a mist, a fire, a bull or a
white swan. All lovers who glory in the real beauty of
love know these forms. And what a mockery that it should
have come about in our epoch that one of the most
beautiful expressions of Bacchic and sensuous love that
has ever been written (I refer to the Bacchanal of
Wagner’s Tannhauser) should be portrayed by three ballet
dancers, in stiff skirts, standing on the tips of their
toes in pink ballet slippers! I saw this when I arrived
in Bayreuth in 1905.

People ask me, do you consider love-making an art and I
would answer that not only love but every part of life
should be practiced as an art. For we are no longer in
the state of the primitive savage, but the whole
expression of our life must be created through culture
and the transformation of intuition and instinct into
art.

1927.

Pp. 121-127.
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Duncan, Isadora. The Art of the Dance. Fragments and
Thoughts. Pp. 128-144.
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http://idvm.chat.ru/texts/bibe/duncan-art-of-dance-
fragments-and-thoughts.htm#begin

"FRAGMENTS AND THOUGHTS"

[Dec., 1906]

My dancing is to me an instinctive thing born with me.

I have danced before the public. You call me a barefoot
dancer. To me you might as well say a bare-headed or
bare-handed dancer. I took off my clothes to dance
because I felt the rhythm and freedom of my body better
that way. In all ages when the dance was an art, the feet
were left free as well as the rest of the body; also,
whenever the dance has had an influence on the other
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arts—--as in the beautiful bas-reliefs of dancing figures
of the Greeks, and the lovely dancing figures of the
Ttalians. Even when a painter or sculptor draws or models
a dancing figure today, he generally portrays it with
light draperies and without shoes.

If you would think of this a bit you would see that the
conception of a dancing figure as being in light drapery
and without shoes is not mine especially, but simply the
ideal dancing figure as thought of by all times. Then you
would cease to use the title "barefoot dancer," which I
confess Idetest. P129

[Foreword for Crunewald School prospetus 1906]

To rediscover the beautiful, rhythmical motions of the
human body, to call back to life again that ideal
movement which should be in harmony with the highest
physical type, and to awaken once more an art which h has
slept for tow thousand years--these are the serious aims
of the school. P132

[1921]

In dancing simply as dancing I am not interested. To me
dancing must be the expression of life, not merely a
series of gymnastic ticks or pretty movements. That is
why I dislike the ordinary ballet dancing, which
constrains people to adopt unnatural attitudes and cramps
the free expression of their emotions. P135

Often I thought to myself, what a mistake to call me a
dancer-- I am the magnetic center to convey the emotional
expression of the Orchestra. From my soul sprang fiery
rays to connect me with my trembling vibrating Orchestra.
P138

[A letter published in the Progres d' Athenes in 1920]
In taking my soul back to the mystic sources of their
rapture, I have , on my own part, found again the secret
of Beauty that resides in that Holy of Holies. Out of
that has come my dancing, neither Greek nor antique, but
the spontaneous expression of my soul lifted up by
beauty.

. I have never worn antique costumes or rich ones,
because the dance is for me the expression of the body
reflecting the soul in ecstasy.

Neither by gestures and attitudes nor by costumes and
cunning draperies, but only in terms of the human body
can the dance convey its message to humanity. Ppl39-140
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It is possible to dance in two ways:

One can throw oneself into the spirit of the dance, and
dance the thing itself: Dionysus.

Or one can contemplate the spirit of the dance--and dance
as one who relates a story: Apollo. P140

All promise for the future I see in a great school where
children will learn to dance, to sing. to live for the
Wisdom and the Beauty of the world. P140

That the child should understand Nature, it must dance
according to Nature's rhythm. The great event of this era
will be the awakening of the Dance as a noble art, sister
to Music. The dance for two thousand years has been an
art imprisoned. All my life I have been trying to break
its chains, to open the gates and give it back its
freedom. Once liberated, the dance will be the great
inspirational force among the arts: sculpture, painting,
architecture will find new wings, and tragedy will live
again. P141

[A letter to a French Government official, appealing for
a school.]

Schools have been established, in accordance with my
ideas, 1n every country. .. Unfortunately these schools
have adopted the letter of my teaching but not its
spirit.

They copy the movements--but ignore the secret of the
inner impulse. P141

To dance is to live. What I want is a school of life, for
man's greatest riches are in his soul, in his
imagination. There may be a life after this one, but I
know not what we shall have there. This is what I do
know: our riches here on earth are in our will, our inner
life. P141

What is the first law for all art? .. I think simply this:
"Look at Nature, study Nature, understand Nature--and
then try to express Nature."

"The dance is the movements of the human body in
harmony with the movements of the earth; and if it does
not accord with those movement, it is false."

That is the first law for the study of the dance: study
the movement of Nature. P142
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[ An interview given to a French newspaper]

The dance is not a diversion but a religion, an
expression of life. I teach that to the young children in
my school; I know nothing about those who make a mere
amusement of the dance. Life is the root and art is the
flower. P142

My life has known but two motives--Love and Art. And
often Love destroyed Art--and often the imperious call of
Art put a tragic end to Love--for these two have known no
accord but constant battle. P143

http://wwwll.plala.or.jp/i-
duncanslinks/theartofthedance.html

e THOUGHTS == MEICJIN e
I IT I I (128-129)

I SPEAK to you this afternoon as an egotist and a person
of one idea, an idea to which I have devoted my entire
life, which I have so lived, so loved, so thought of,
that I may be able to interpret its interest and beauty
to you.

I asked the Hon. C. D. [Chauncey Depew] last summer in
Newport what was the object of this society and he
replied “enjoyment.” Then I looked about me. I saw
beautiful women, lovely girls, great men, and I said to
myself 1if the object of this society is enjoyment, it
must be the highest, most exquisite enjoyment possible,
an enjoyment that while being a delight for the time 1is
also unconscious progression - as, listening to
beautiful music, while your body 1s happy in the rhythm
of sound your mind is progressing with the thought of the
masters. I believe I have found for society a new method
of translating this happy progression. As the musician
uses his violin to tell of the highest thought, the
singer the voice, I would use that greatest of all
instruments, the human body, and its language would be
movement.

The idea first came to me when a little girl, gazing at
the reproduction of Botticelli’s “Spring Time” [Sandro
Botticelli, Primavera, Allegory of Spring] which hung
over our book case. It came to me what a wonderful
movement there was in that picture, and how each figure
through that movement told the story of its new life. And
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then as Mother played Mendelssohn’s Spring Song [Felix
Mendelssohn, Song without words, Op. 62, No. 6, "Spring
Song"], as if by the impulse of a gentle wind, the
daisies in the grass would sway and the figures in the
picture would move, and the Three Graces, arms twining
together.

(The earliest existing fragment of I. D.’s writings, this
is from a sheet of notes, unpunctuated, for a lecture in
New York, 1898 or 1899, before the first trip to Europe.)

I I I I (129-130)

If the dance is not to come to life again as an
art, then far better that its name should rest in the
dust of antiquity. . . . I am not at all interested in
reforming anything. I am deeply interested in the
question: Is the dance a sister art or no; and i1if so, how
shall it be brought to life as an art? And I put this
question quite apart from myself or of my dance, which
may be nothing - or something - simply as a question
which must be of interest to most people.

My dancing is to me an instinctive thing born with me. T
danced when a little girl, because I had a passion for
it, and since a very early age I have danced before the
public. You call me a barefoot dancer. To me you might as
well say a bare-headed or bare-handed dancer. I took off
my clothes to dance because I felt the rhythm and freedom
of my body better that way. In all ages when the dance
was an art, the feet were left free as well as the rest
of the body; also, whenever the dance has had an
influence on the other arts - as in the beautiful bas-
reliefs of dancing figures of the Greeks, and the lovely
dancing figures of the Italians. Even when a painter or
sculptor draws or models a dancing figure today, he
generally portrays it with light draperies and without
shoes.

If you would think of this a bit you would see that the
conception of a dancing figure as being in light drapery
and without shoes is not mine especially, but simply the
ideal dancing figure as thought of by all artists of all
times. Then you would cease to use the title “barefoot
dancer,” which I confess I detest; and you would see that
in endeavoring to found a school for the renewing of the
dance as an art, it is quite natural that the pupils
should follow in their dress the hint given them by the
Great Masters in portraying the dancing figure - insomuch
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as one takes as foundation principle that the dance 1is
the body expressing itself in rhythmic movement.

I have danced before the public continuously since I was
a little girl; in all these years, although certainly
there has been much blame and discussion, there has been
on the whole a general feeling of joyous acclaim and
encouragement coming toward me from the public. It is
this sort of joyous encouragement that has upborne me on
my way, for I felt it was a sort of voice from the people
that such a dance was wanted, needed. There seemed to be
a longing for the rhythm of movement among them; and
always along the route I have received thousands of
letters from young girls. All these letters read in the
same way: “All our lives we have felt a longing to dance,
now we think you have found the right way; won’t you
teach us?”

Now I could not think that I could teach another what
had been a gradual evolution of my own being and a work
of all my life, but I felt I must give some response to
all these questionings. And so the idea gradually came to
me - ripening to a resolution which formed itself in my
mind about ten years ago - to endeavor to found a school,
whose object would be the finding of the true dancing.
Not in any way a copy of my dance, but the study of the
dance as an Art. I explained this purpose to my audiences
in quite a simple way and they seemed to think it a good
idea. Audiences 1in cities all over America, Germany,
Austria, Hungary, France, wherever I told about it,
replied, that is a good idea. I spoke always after I
danced, and all those voices replied, we want that
school. It was with the encouragement of these voices and
the money earned from each representation that I at
length founded the school in the year 1904.

(From a handwritten draft of a letter to a ColLogne
newspaper editor, answering an article about an
exhibition of the work of the school girls, December,
1906.)

That exact knowledge and feeling which the ancient
Greeks possessed for human form and proportion is nowhere
better realized than when one stands in the circular
orchestra of the Theatre of Dionysus on the south side of
the Acropolis. Putting one’s self in the place of the
actor, and facing the thirty thousand seats which rise in
gradual sequence on the side of the hill, one feels how
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perfectly the soul of one man might control the spirit of
the spectators so placed.

I T T T (131-1)

This figure is the best example I could give of an
emotion taking entire possession of the body. The head is
turned backward - but the movement of the head is not
calculated; it is the result of the overwhelming feeling
of Dionysiac ecstasy which is portrayed in the entire
body. The chord from the lyre is still reverberating
through all the members. If you had before you a dancer
inspired with this feeling, it would be contagious. You
would forget the dancer himself. You would only feel, as
he feels, the chord of Dionysiac ecstasy.

(As an example of the notebook descriptions of works of
art, mentioned in Essay XVII, this paragraph indicates
the care with which the dancer studied out the figures in
vase drawings, sculptures and paintings in the chief
museums of Europe. Often there is hardly more than a
reference to the subject of the art work, and a notation
about its relation to the dance; at other times full
descriptions like this.)

I I I I (131-2)

I have noticed that when I introduce any innovation into
my art, the music critics insult me 1in the same terms
which they employ ten years later to honor my imitators.

I IT I I (131-132)

During the last ten years of my work I have steadily
intended to found a school which should, if possible,
restore dancing to its former eminence, to the eminence
of an art. Many things have led me to believe that the
art of dancing is 1in process of awakening. The
contemplation of rhythmical movement is, and has ever
been, a source of high pleasure to humanity. (It has been
in every age a most important feature of religious
ceremonies.) And the younger generation of artist and
students are, at the present time, showing themselves
eagerly desirous of some more perfect realization of the
body in motion. The recognition accorded by the public to
my efforts shows that I am not mistaken. Being convinced,
therefore, that all that was needed was some one with a
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strong purpose who should come forward and induce others
to assist and co-operate in the inauguration of a work
which may lead to great developments in the future, I
opened my new School of Dancing in December, 1904.

To rediscover the beautiful, rhythmical motions of the
human body, to call back to life again that ideal
movement which should be in harmony with the highest
physical type, and to awaken once more an art which has
slept for two thousand years - these are the serious aims
of the school.

(Foreword for Grunewald School prospectus, “The Dance of
the Future.” 1906.)

I T I T (132)

(The following three items are from the press files
concerning the American tours of 1911 and 1915. They
should be read, perhaps, as an after-piece to I See
America Dancing. The first paragraph is written in
Isadora Duncan’s hand at the end of a discarded bit of
press agent’s “copy,” as a substitute for the polite,
optimistic, and complimentary phrases of a well-meaning
publicity writer. The second item is from an interview
given in London in 1921, copyrighted under that date by
the Public Ledger Company, and published in several
American papers. Although in general I have discarded
interviews as unreliable, this accords so closely with
notes and letters of the time, that I have no doubt that
it was either dictated by Miss Duncan, or actually
written out in answer to a request for an interview. The
third item is from Miss Duncan’s curtain speech at
Carnegie Hall, as reported in The New York Eeeaing World
of April 1, 1911. To these is added a fourth item, from a
London press interview of 1921.)

[A discarded bit of press agent’s “copy”] (133)

I call my dance American rather than classic. By
American I mean belonging to this country essentially.
Just as the poetry of Walt Whitman springs from the womb
of America, and the sculpture of George Grey Barnard, so
my dance, having its origin in the very life sources of
this country, 1s the dance which belongs to America. It
will, I believe, be the foundation of a great school of
dancing, joined with a new school of music, which will
make this land joyous in the future. The school of the
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Ballet, having its birth in the epoch of Louis XIII,
expresses in its movements and dress all the artificial
culture of that time. It can never mean anything to the
American people but a curious and wonderful gymnastic.
The meaning of this dance in all its essentials is hidden
from us. There will never be a school of the dance in
America founded on the Ballet.

I I I I [Miss Duncan’s curtain speech at Carnegie Hall,
The New York Eeeaing World of April 1, 1911] (133-134)

America, when will you give me some response for what I
might be to you? In 1898 you can read in the New York
newspapers of my first struggles to give you my art. You
will see some pictures of me then, a little girl seeking
the first gesture and rhythm that would liberate the
dance and teach the children and the youth to find the
expression of their own free souls in movement. At that
time your answer was to starve me almost to death and to
cause me to fly from the country, coming to Europe on a
cattle ship.

Only afterward, when all the great artist and publics of
Furope had approved my work, you allowed my return in
1909 and gave me what is called in America a “great
success,” a success of a caprice of the moment, without
heart or will power to understand what I had brought you
and which led to a thousand or two copies and caricatures
of my idea, spreading over the entire continent like a
sickness.

Then after years of work I brought you my school in 1915
as a refuge from the war. You allowed these little pupils
whom I had educated by the sacrifice of my entire fortune
to be treated as outcasts, to suffer for lack of funds to
keep them and finally to be turned out of the Century
Theatre by the sheriff.

Finally, when forced to borrow the boat fare to return
to France and friends, I left you my six eldest pupils,
all the treasure of my sixteen years’ effort and
struggle; girls I had taught since they were six and
eight years old, hoping to bring them up as true
daughters of Walt Whitman, young goddesses of great, true
movements, to teach hundreds of little children in the
future.

You gave them also what you called a “great success”;
that is, you allowed them to be exploited by managers
from New York to San Francisco in what is called a
theatrical tournee - one-night stands, and every day on
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the railway, until they were sent back to me this year,
nervous and physical wrecks, victims of this cruel
egotism of your managers and your sensation-loving
public; those girls who might have been a source of light
and beauty to all the children of America.

Do you wonder I am tired and discouraged? I know you
will put up a monument to me fifty years after my death,
but what good will that be? I will then be far away from
the agony and struggle and unable to give you a great
school and a great idea that you cannot understand or
appreciate.

Still I send you my love and my hope.

In London when I danced they said my dances were taken
from the Greek. It is not true. They are American. I am
an American, born in California. My ancestors have lived
in America for two hundred years. My dances are of the
woods, the lakes, the rivers, the mountains and the
prairies of my native land - aren’t they? Some of the
critics say my primitive art is monotonous, but i1f it has
given a little joy to this great audience I am glad.

I I I I [London press interview of 1921] (135)

In dancing simply as dancing I am not interested. To me
dancing must be the expression of life, not merely a
series of gymnastic tricks or pretty movements. That is
why I dislike the ordinary ballet dancing, which
constrains people to adopt unnatural attitudes and cramps
the free expression of their emotions.

To English people, with their fine athletic bodies,
their wide, free movements, their natural grace of
bearing, the ballet seems essentially unfitted. Perhaps
that 1s why in the past there have been no great English
ballet dancers.

English people have, I think, the wrong idea of beauty.
To the majority it means something suave, softly pretty.
To the artist beauty has a sterner meaning. Beauty to him
is expression. Rodin’s head of Balzac is ugly according
to everyday standards, but artists know that because it
is completely expressive 1t is the perfection of beauty.
So with my new Slav dance, while I think it i1s the best
thing I have done, many may think it ugly.

I want music, art, and drama to come together. The
spoken word is essential; it is the heart and brains of
the theatre. The other two are its lyric ecstasy. Then
with these three and architecture and painting combined
our theatres will become temples. All drama should have
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its foundation in religion, for without that it becomes
ignoble.

What do I think of ballroom dancing? Chiefly I am amazed
at the great restraint shown by the dancers, who, clasped
in one another’s arms, and moving to the most lascivious
music, till continue to behave in the most orthodox
manner.

I I I I (135-1306)

The dance is of the theatre at its most exalted moment.
We must bring dancing again into the world for that
purpose. With that ideal in mind I have again and again
given up my personal career, as I did in 1905 when I
adopted forty children to give them this art. It would
have been simpler, easier, to go my own way prosperously.
But I knew that some day the drama of the future would
utilize dance as nobly as did that of the Greeks. Or that
out of the dance the new drama might grow. But the world
is impatient in these modern times. It is not willing to
wait; 1t wants “results.” It could not wait for a new
thing to grow up naturally and beautifully. It begrudged
the means, 1t tempted the individual dancers to go out to
win personal successes 1in the market places. It has
destroyed each successive school that I have founded.

But the dance will return as I have visioned it. Mankind
will not always expect those with vision to put a seed in
the ground and bring it to flowering in a single night.
Even now I am planning again for my long cherished
school. In Moscow a school I have started promises
perhaps to bring the ideal to fruition - not this year or
next, but when children have grown up with nature, with
beauty, with the thought of the dance in music and in
tragedy.

(Added to earlier articles, to close an essay for Theatre
Arts Monthly, 1927.)

I I I I (136-137)

I spent long days and nights in the studio seeking that
dance which might be the divine expression of the human
spirit through the medium of the body’s movement. For
hours I would stand quite still, my two hands folded
between my breasts, covering the solar plexus.

I was seeking and finally discovered the central
spring of all movement, the crater of motor power, the
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unity from which all diversities of movement are born,
the mirror of vision for the creation of the dance. It
was from this discovery that was born the theory on which
I founded my school. The ballet school taught the pupils
that this spring was found in the center of the back at
the base of the spine. From this axis, says the ballet
master, arms, legs and trunk must move freely, giving the
result of an articulated puppet. This method produces an
artificial mechanical movement not worthy of the soul.

I on the contrary sought the source of spiritual
expression, from which would flow into the channels of
the body, filling it with vibrating light, the
centrifugal force reflecting the spirit’s vision. After
many months, when I had learned to concentrate all my
force in this one center, I found that thereafter when I
listened to music the rays and vibrations of the music
streamed to this one fount of light within me, where they
reflected themselves in Spiritual Vision, not the mirror
of the brain but of the soul; and from this vision I
could express them in Dance.

The peculiar environment of my chlldhood and youth had
developed this power in me to a very great degree, and in
different epochs of my life I have been enabled to shut
out all outside influences and to live in this force
alone. .

I also then dreamed of finding a first movement from
which would be born a series of movements without my
volition, but as the unconscious re-action of the primary
movement. I had developed this movement in a series of
different variations on several themes, such as the first
movement of fear, followed by the natural re-actions born
of the primary emotion, or Sorrow, from which would flow
a dance of lamentation, or a love movement from the
unfolding of which like the petals of a flower the dancer
would stream as a perfume.

(This and the following two excerpts are from My Life.)
I I I I (137-138)

I felt such sympathy with Walter Damrosch that it seemed
to me when I stood in the center of the stage to dance, I
was connected by every nerve in my body with the
orchestra and with the great conductor.

How can I describe the joy of dancing with this
orchestra? It is there before me - Walter Damrosch raises
his baton - I watch it, and, at the first stroke there
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surges within me the combined symphonic chord of all the
instruments in one. The mighty reverberation rushes over
me and I become the medium to condense in unified
expression the joy of Brunnhilde awakened by Siegfried,
or the soul of Isolde seeking in Death her realization.
Voluminous, vast, swelling like sails in the wind, the
movements of my dance carry me onward - onward and
upward; and I feel the presence of a mighty power within
me which listens to the music and then reaches out
through all my body, trying to find an outlet for this
listening. Sometimes this power grew furious, sometimes
it raged and shook me until my heart nearly burst from
its passion, and I thought my last moments on earth had
surely arrived. At other times it brooded heavily, and I
would suddenly feel such anguish that, through my arms
stretched to the Heavens, I implored help from where no
help came. Often I thought to myself, what a mistake to
call me a dancer - I am the magnetic center to convey the
emotional expression of the Orchestra. From my soul
sprang fiery rays to connect me with my trembling
vibrating Orchestra.

There was a flutist who played so divinely the solo of
the Happy Spirits in Orpheus that I often found myself
immobile on the stage, with the tears flowing from my
eyes, Just from the ecstasy of listening to him, and the
singing of the violins and the whole orchestra soaring
upwards, inspired by the wonderful conductor.

There was a marvelous sympathy between Damrosch and me,
and to each one of his gestures I instantly felt the
answering vibration. As he augmented the crescendo 1in
volume, so the life in me mounted and overflowed in
gesture - for each musical phrase translated into a
musical movement, my whole being vibrated in harmony with
his.

I T I I (139)

Man must speak, then sing, then dance. But the speaking
is the brain, the thinking man. The singing 1is the
emotion. The dancing is the Dionysian ecstasy which
carries away all.

I I I I (139-140)

I have read in your issue of September 27th an article
in which it is stated that I “will appear soon in some
antique Greek dances,” and “with sumptuous costumes.” It
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would be impossible to give a description of my art more
completely false.

Certainly, like every artist of our time, I have been
inspired by Greek art, since it is the foundation of all
our Western culture. Certainly it is true that in a
period of sixteen years I have gone eight times to
Greece, and that I remained there each time as long as my
economic circumstances permitted - for to live in Greece
is to know the very source of Beauty, the inspiration of
my art. But that is far from saying that I wish to revive
the ancient dances.

To revive the antique dances would be a task as
impossible as it would be useless. The dance, to be an
art for us, must be born out of ourselves, out of the
emotions and the life of our times, just as the old
dances were born of the life and the emotions of the
ancient Greeks. To be sure, in my youth I spent long
hours of enthusiastic admiration before the Parthenon,
before the friezes, the frescos, the vases, the Tanagra
figures.

But that was not as a step toward copying either the
attitudes or the excellencies of those masterpieces. On
the contrary, I studied them so long in order to steep
myself in the spirit underlying them, in order to
discover the secret of the ecstasy in them, putting
myself into touch with the feelings that their gestures
symbolized. Thus, in taking my soul back to the mystic
sources of their rapture, I have, on my own part, found
again the secret of Beauty that resides in that Holy of
Holies. Out of that has come my dancing, neither Greek
nor antique, but the spontaneous expression of my soul
lifted up by beauty.

For me Dionysus 1s not dead. He 1is the eternal God, all-
powerful, who under many names and in many forms inspires
every creative artist: Krishna, Osiris, Dionysus - and
let us remember that Nietzsche signed his last message
“Dionysus Crucified.”

As to the second part of your article, which speaks of
the sumptuousness of my costumes, I have never worn
antique costumes or rich ones, because the dance is for
me the expression of the body reflecting the soul in
ecstasy.

Neither by gestures and attitudes nor by costumes and
cunning draperies, but only in terms of the human body
can the dance convey its message to humanity: the double
message of Apollo and Dionysus - to the divine music of
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Bach, Beethoven, Schubert, Wagner, the great mystics and
prophets of our era.

(From a letter published in the Progres d’Athenes, in
1920. Here translated from the French - as are all of the
next six items.)

I IT T T (140)

It is possible to dance in two ways:

One can throw oneself into the spirit of the dance, and
dance the thing itself: Dionysus.

Or one can contemplate the spirit of the dance - and
dance as one who relates a story: Apollo.

I T I T (140-141)

All promise for the future I see in a great school where
children will learn to dance, to sing, to live for the
Wisdom and the Beauty of the world.

Rodin has written: “When Nature 1is understood, then
Progress has begun.”

That the child should understand Nature, it must dance
according to Nature’s rhythm. The great event of this era
will be the awakening of the Dance as a noble art, sister
to Music. The dance for two thousand years has been an
art imprisoned. All my life I have been trying to break
its chains, to open the gates and give it back its
freedom. Once liberated, the dance will be the great
inspirational force among the arts: sculpture, painting,
architecture will find new wings, and tragedy will live
again.

When the dance died tragedy died, for the dance is the
Dionysian spirit in tragedy, and without the dance
tragedy has lost its reason for being.

Before I danced, all dancers were imprisoned 1in tight
clothes, repeating year after year some mechanical
gestures; since I began thousands of people have begun
dancing, in all the countries of the world, clothed only
in light tunics, and knowing for the first time the free
rhythm of the human body, and its accordance with the
harmonious movements of Nature; thousands are seeking
spontaneous movement, and the relationship of this to
great music. Schools have been established, in accordance
with my ideas, 1in every country, from Finland to South
America. Unfortunately these schools have adopted the
letter of my teaching but not its spirit.
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They copy the movements - but ignore the secret of the
inner impulse.

(From a letter to a French Government official, appealing
for a school.)

I T T T (141)

To dance is to live. What I want is a school of life,
for man’s greatest riches are in his soul, in his
imagination. There may be a life after this one, but I
know not what we shall have there. This is what I do
know: our riches here on earth are in our will, our inner
life.

I IT T T (142-1)

What is the first law for all art? What answer would a
great sculptor or a great painter make? I think simply
this: “Look at Nature, study Nature, understand Nature -
and then try to express Nature.”

The dance is an art like these others, and it also must
find its beginning in this great first principle: study
Nature.

You answer, “How can a dancer study first in the realm
of Nature, when the dance consists of hundreds of steps,
and these steps are set down in the books on the art of
the dance, and when there are all the rules and teachings
of the ballet masters? If you wish to be dancers you must
find a teacher of the dance.”

And I would reply: “The dance does not consist of all
that: the dance 1s the movements of the human body in
harmony with the movements of the earth; and 1f it does
not accord with those movements, it is false.”

That is the first law for the study of the dance: study
the movements of Nature.

I I I I (142-2)

The dance 1is not a diversion but a religion, an
expression of life. I teach that to the young children in
my school; I know nothing about those who make a mere
amusement of the dance. Life is the root and art is the
flower.

How do these things concern me? One does not ask Rodin
to watch the young girls of the world playing at
sculpture. Why should I watch them dance?
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(From an interview given to a French newspaper, in
French, in answer to a question about her attitude toward
the fashionable dances.)

T I I T (142-143)

True art comes from within and has no need for exterior
decorations. In my school we have neither rich costumes
nor ornaments, but only the beauty that rises out of the
soul with the coming of inspiration, and out of the body
which is its symbol.

If my art has been able to teach anything, I hope it is
that beauty can be found in the play of children and in
the artlessness of their open hands.

You have seen them today, forming a circle or crossing
the stage - surely they are more lovely than any necklace
of pearls! These are my jewels, and I do not desire any
others.

Give beauty, give freedom, give health to the children;
give art to the people who ask for it. Great music ought
not to serve only for the pleasure of those who are
specially privileged; it should be given free to the
masses. Art and music are as necessary to the people as
the air or bread, because art is the spiritual bread of
mankind.

I I I I (143-1)

I believe in each life 1s a spiritual line, an upward
curve. And all that adheres to or strengthens this line
is our real life; the rest 1s but as chaff falling from
one’s progress. Such a spiritual line 1s my Art.

I I I I (143-2)

My life has known but two motives - Love and Art. And
often Love destroyed Art - and often the imperious call
of Art put a tragic end to Love for these two have known
no accord but constant battle.

I I I I (143-144)
Memory, Memory - what is Memory?

A cracked tankard from which the wine has all leaked
out, leaving it dry and to quench no thirst.
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When I try to remember events that were so marvelous, SO
vibrant - like an apple orchard bursting with ripe apples
- and when I put this in these words, a medium I don’t
understand, they seem like dead leaves, dry, parched, no
juice or interest left - but that is because I am not a
writer. When I dance it is different.

(144)

On the temple-crowned summit

Breaks again the rising day,
Streaming with its dawning brightness
Down the waters of the bay!

See, the centuried mist is breaking!
Lo, the free Hellenic shore!
Marathon - Plataea tells us
Greece is living Greece once more.

(Two verses from “INTAGLIO: Lines on a Beautiful Greek
Antique,” by Joseph Charles Duncan, father of Isadora.
From “Outcroppings,” a selection of California verse
edited by Brer Harte.)
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