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The purpose of this article is to define the main aspects of A. Gvozdev’s work as a critic of ballet theatre in the 1920s
in the USSR, highlighting the external influences on this work. Research Methodology. In the course of the research,
a set of scientific methods was applied: analysis of literature and sources; comparison of basic approaches to dance by
G. Fuchs and A. Gvozdev; historical method —to study the emergence and evolution of the conceptual views on the ballet
theatre development in the critical works of A. Gvozdev. Scientific Novelty. The publications of A. Gvozdeyv as a critic in
the 1920s in the USSR in terms of changing the main aesthetic positions regarding the development of ballet theatre, the
influence of artistic and aesthetic concepts and personalities on the theatrical critic have been analysed for the first time.
Conclusions. A. Gvozdev’s works of the 1920—-1930s in the USSR reflect the aesthetic concepts of the development of
ballet practice at that time, having influenced the formation of the theory and criticism of the Soviet ballet. The formation
of the formalistic views of A. Gvozdev was influenced by the ideas of the OPOYAZ (V. Shklovskii). The theatre critic,
following the principles of the formalists, saw the meaning of the theatrical action not in the content and ideology, but in
its artistic features (means, forms, techniques, etc.). The works of the German theatre critic G. Fuchs also had an influence
on the formation of working methods of A. Gvozdev. Among the general intentions: support for the development of
dancing means of expression; the understanding of the specifics of classical dance and its potential as the main method of
expression of the ballet art; prospects for attracting young people to the ballet renewal. The changes have been taking place
in A. Gvozdev’s artistic and aesthetic approaches to the evaluation of ballets until 1927: he makes accusations of pointless
formal search in classical dance, the only value of the latter, in his opinion, is technicality and physical culture; adheres to
the position of rejecting the ontological romantic features of classical ballet, asks for content, emotional expressiveness,
drama, elimination of the class privilege of ballet. He moves from the aesthetic to the sociological nature of criticism.
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Introduction

Critical comprehension of the ballet theatre is an important component of the cultural process that per-
forms axiological and gnoseological functions, plays a significant role in the art disciplines (theatre studies,
musicology, ballet studies, etc.). The name of the outstanding theatre critic Alexey Gvozdev (1887—-1939)
is associated with the formation and establishment of the ballet theatre criticism of the 1920s in the USSR.
His work as a critic was at the same time a reflection of the leading trends in the development of that time
ballet and artistic and aesthetic concepts of the art sphere.

Despite the significant place of A. Gvozdev in the ballet discourse of the USSR in the 20-30s, his crit-
ical potential has not been studied in terms of changing the main aesthetic positions regarding the devel-
opment of ballet theatre, the influence of artistic and aesthetic concepts and personalities on the theatrical
critic.

The theoretical and critical work of A. Gvozdev is still relevant (Gvozdev, 1987). Among the stud-
ies devoted to the theatre critic, we can conditionally distinguish the complex review works (A. Degen
(1981), I. Shneiderman (1987) and others); publications dedicated to Gvozdev as a drama theatre research-
er (V. Gudkova (2019), V. Maksimov (2019), S. Mokulskii (1963), N. Pesochinskii (2004) and others).
The research on his work in the field of the ballet studies (A. Sokolov-Kaminskii (2003, 2019, 2020) was
conducted fragmentary, its main aspects and external influences on this activity were not identified.
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Purpose of the article

The purpose of this article is to define the main aspects of A. Gvozdev’s work as a critic of ballet theatre,
highlighting the external influences on this work.

In the course of the research, a set of scientific methods was applied: analysis of literature and sourc-
es; comparison of basic approaches to dance by G. Fuchs and A. Gvozdev; historical method — to study the
emergence and evolution of the conceptual views on the ballet theatre development in the critical work of
A. Gvozdev.

Main research material

The creative work of A. Gvozdev, a well-known theatre expert, theatre and ballet critic is in the circle of
active scientific reflection, as evidenced, in particular, by the Scientific conference “School of Theatre Cogni-
tion: History and Modernity” dedicated to the 130th anniversary of the A. Gvozdev held in 2017 in St. Peters-
burg (Russian Institute for the History of the Arts, 2017). The conference was held at the Russian Institute of
Art History, where Gvozdev was the head the Theatre section, became the founder of the so-called “Leningrad
theatre school”, which was accused of bourgeois formalism in the early 30s (Degen, 1981). N. Pesochinskii
(2004) rightly notes that the formation of the formalistic views of A. Gvozdev was influenced by the ideas
of the OPOYAZ (Russian acronym created from “Obshchestvo izucheniya poeticheskogo yazyka” or “Obsh-
chestvo izucheniya teorii poeticheskogo yazyka™ - Society for the Study of Poetic Language or Society for the
Study of the Theory of Poetic Language) — association of literary scholars and practitioners, who adhere to the
ideas of formalism. The formalists did not recognize the ideological and social value of art, and considered
poetics (means, forms, techniques of a particular art) to be the main one.

“The aim of art is to give a palpability to a thing, as a vision, not as a recognition; the technique of art is
the technique of “ostranenie” (Translator’s note: a process or act that endows an object or image with “strange-
ness”) of things and to make forms difficult, which increases the difficulty and length of perception because the
process of perception in art is an end in itself and must be prolonged; art is a way of experiencing the artfulness
of an object, and the object is not important... The purpose of the image is not to bring its meaning nearer to our
understanding, but to create a special perception of the object, to create a “vision” of it, and not a “recognition”,
- stated one of the ideological inspirers of the formalists V. Shklovskii in the landmark publication “Art as
Technique”, which became a kind of Manifesto for the OPOYAZ (Shklovskii, 1925). Following the principles
of formalists, A. Gvozdev saw the content of theatrical action not in the idea, not in what was happening on the
stage, but in the artistic features of the composition, theatrical techniques, entertainment methods, and so on.

The formation of A. Gvozdev’s methods of work was significantly influenced by the work of the famous
German drama theatre director and theatre theorist Georg Fuchs, whom A. Gvozdev mentions in his publica-
tions (Gvozdev, 1987, pp. 21, 177), and also refers to in his work “Revolution of the Theatre: History of the
Munich Art Theatre” (p. 129). There is every reason to assume that this work played a significant role in the
formation of A. Gvozdev’s attitude to a dance as an important artistic phenomenon that deserves significant
attention not only in the terms of its impact on the drama theatre, but as an independent perspective artistic
phenomenon. After all, G. Fuchs attaches great importance to the rhythmic movements in the drama theatre,
which is actually a dance — rhythmically organized movements in space as a desire for a harmonious union
with the world. The German theatre theorist is interested in dance as a component of the cult actions of the an-
cient world, discovers the genetic connection of such rhythmic dances with the birth of drama, concludes: “We
would like to determine that the drama, even in its most complex and spiritual expressions, is nothing but the
rhythmic movement of the human body in space, which organically grew out from the movement of a festive
crowd” (Fuchs, 1911, p. 78).

Fuchs understands that stage art comes from dance (well-known theories of the origin of a number of arts
from syncretic forms of ancient folk acts, where dance movements played a significant role), natural expres-
sive means of expression in dance are also natural for the actor, but the actor has a broader palette of dramatic
play. At the same time, an actor “should never become a dancer in the literal meaning of the word” (Fuchs,
1911, p. 93). Fuchs also agrees with Goethe that the art of acting and the art of dance should develop in the
same way (Fuchs, 1911, p. 103). And here there is a threat of unified approaches to the consideration of the
mechanisms of the development of drama and ballet theatre, which were promoted by the theatre experts, not
always distinguishing the culture of dance as a component of the acting art and choreographic art as an inde-
pendent artistic phenomenon with its own stage laws.
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Taking the Hellenic view of dance as a means of the body culture formation and its expressiveness,
G. Fuchs (1911) states that “those who do not feel dance will never understand the real comedy or the real
tragedy” (p. 105). Again, only the applied meaning of dance is cultivated as a way of educating a physical
instrument of a dramatic actor and means of mass physical and aesthetic education. But G. Fuchs, recognizing
the general cultural role of dance, noted that “without dance, without plastic gymnastics, which prepares for
the art of dance, the real culture is absolutely unthinkable”, adhering to Furtwangler’s position on the necessary
introduction of dance in the educational process, “unless we seriously strive to become a truly cultured people”
(Fuchs, 1911, pp. 100-101).

German theatre critic, recognizing the independence of the expressive means of dance, believes that it is
not a dramatic art, but only a sensual impulse, “which passes into dramatic action with the help of creative
ideas and imagination, with the help of various plastic representations and intellectual moments.” He believes
that “the theoretical question of the relationship between dance and stage art, between the style of one and the
style of the other” is no longer relevant, since there are examples of their successful interaction in the work of
dancers (Fuchs, 1911, p. 94).

G. Fuchs pays much attention to the dancer Madeleine, admiring her dramatic and choreographic talent,
high strict performing style (Fuchs, 1911, pp. 94-103), laying the methodological foundations of creative
portraits of ballet dancers, which influenced A. Gvozdev (for example, an article dedicated to M. Semeno-
va) (Gvozdev, 1987, p. 203). Also A. Gvozdev (1987) spoke enthusiastically about A. Pavlova, noting: “She
brought to life ballet criticism not only as a ballet dancer, but also as a dramatic actress. And since then, we had
performances that brought together the attention of critics, but there was not any acting talent that would have
sparked a lively discussion for and against” (p. 46).

G. Fuchs (1911) praises not only ancient dances, which are close to the natural rhythms of the body ex-
pression and free dance of contemporaries (Madeleine, Ruth Saint-Denis), but also treats the ballet theatre of
the mid—late 19th century with piety, “when Pepita and Taglioni were the object of universal admiration, there
were a lot of the friends of the theatre, who were able to feel the scenic values in all their immediacy and judge
them properly” (p. 107), gets upset as to the fall of the old dance culture at the turn of the 19th and 20th centu-
ries: “If we go back two generations ago, we will see that the decline of criticism in the field of acting values
is absolutely parallel to the fall of the old culture of dance” (p. 106).

G. Fuchs talks about working with ballet artists, indirectly outlining views on the renewal of the ballet
theatre through getting rid of templates (“We have attracted ... young ballet students, in whom the template
has not yet managed to distort the immediate freshness of the talent”), expressing confidence that the available
knowledge and means will raise the art of ballet to a higher level (Fuchs, 1911, p. 233).

G. Fuchs’s views on the nature of dance, its place in the drama theatre, and the importance of ballet art
were assimilated by A. Gvozdev, which was reflected in his critical articles and theoretical works on the issues
of drama and ballet theatre in the 20s and early 30s in the USSR.

Using an article about A. Gvozdev from the Encyclopedia of Ballet, A. Bitov (2011) erroneously claims
that “he was primarily a ballet critic”. Indeed, A. Gvozdev regularly appeared in the press with publications
devoted to ballet, was the author of the article “Ballet” in the first edition of the “Great Soviet Encyclopedia”,
and the editor of the first Russian translation of Jean-George Noverre’s Letters on Dancing and Ballets in 1927
(Degen, 1981), but did not specialize only in ballet, and was an apologist for drama theatre.

According to S. Mokulskii (1963), A. Gvozdev “always said that a theatre historian should be a theatre
critic and participate in the construction of a socialist theatre culture. He himself set an example for his students
and colleagues: in the great literary heritage left by him, about half of his works are newspaper and magazine
articles on current issues of theatrical modernity, including reviews of performances of various genres (drama,
opera, ballet, operetta, stage, circus, etc.). He was a theatre critic - demanding, strict, authoritative and a man
of principle” (pp. 382-383).

Among the scientific works devoted to A. Gvozdev, a prominent place is occupied by the articles of
A. Sokolov-Kaminskii, in which an attempt is made to identify the role of Gvozdev in the formation of the
Soviet ballet. “This is undoubtedly one of the pillars of the special phenomenon of the Soviet ballet criti-
cism, which was born in the 1920s, and, more broadly, the idea of ballet” (Sokolov-Kaminskii, 2019, p. 91).
A. Sokolov-Kaminskii (2020) notes that A. Gvozdev introduced the issues of ballet theatre to the thematic
circle of theatrical developments of the Institute of Art History (Leningrad) founded by V. Zubov, paid special
attention to a dance in the context of drama theatre in a situation of crisis and loss of credibility. He also ob-
serves the influence of A. Gvozdev on the work of Yu. Slonimsky - one of the first brilliant ballet experts in the
USSR (Sokolov-Kaminskii, 2019, p. 97).
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In the situation of struggle with classical dance as a relic of the bourgeois past in the 1920s in the
USSR, the denial of the development of ballet theater in the conditions of the proletarian state, criticism of
A. Gvozdev, according to the fair statement of S. Mokulskii (1963), “was objectively directed against com-
mon in those years incorrect approach to the classical heritage, which prevented its real deep development”
(p. 396). The article “Awakening of the “Sleeping beauty” (1924), criticizing the situation with a standard
set of names of past ballets in the repertoire of the modern theatre (“Don Quixote”, “Le Corsaire”, “Swan
Lake”, “Sleeping Beauty”, “Nutcracker”, “Raymonda”, “Vain precaution”, “Coppelia”, “Petrushka”, “The
Firebird”), A. Gvozdev does not call for abandoning the “independently developed, well-established dance
culture” (Gvozdev, 1987, p. 189), but draws attention to the inconsistency of the ballet theatre with the
needs of the modern mass audience, the issue of the transformation of the ballets into Museum exhibits.
Renewal, according to the critic, can only come from creative initiatives among artists, and not be imposed
from above. A. Gvozdev (1987) believes that the ballet master’s experiments did not justify themselves,
and one can only count on the studio activity of ballet youth, because “a young team full of brilliant oppor-
tunities”, and it is possible to overcome obstacles “through the collective creative effort of young forces”
(p- 191). We can see here something similar with the G. Fuchs’s proposals to update the ballet theatre. But
in the USSR ballet theatre in the mid-20s, the founder of the Leningrad theatre school sees the problem in
providing the freedom to young people who are brought up in humility before the traditions of the past,
their ignorance of new theatrical and musical trends, and the lack of opportunities for amateur studios
(Gvozdev, 1987, p. 200).

A. Gvozdev supports the development of the dance expressive means, understanding the specifics of
the classical dance and its potential as the main expressive means of ballet art, stands for “pure dance”: “the
entire entourage with its Baroque and Rococo clothing is outdated and dilapidated, but the basis of classical
ballet is the skill of an actor — dancer who has a self-sufficient dance culture, who thinks geometrically, or
rather stereometrically, with the forms of his body as the only material of his profession — this basis is pre-
cious and deeply modern” (Gvozdev, 1987, p. 192). Again, we can talk about a parallel with the theoretical
provisions of the G. Fuchs’s work regarding the independence of artistic means of dance art.

At the same time “Red Whirlwind” by V. Deshevov-F. Lopukhov (1924) A. Gvozdev considers as an
adventure, surrender of the “classics before Dalcroze” (supporter of rhythmoplastic movement), which
impoverishes the technical capabilities of the academic ballet (Gvozdev, 1987, pp. 200-201).

By emphasising the self-worth and self-sufficiency of the choreographic art, it is worth mentioning the
famous expression of V. Shklovskii, a kind of quintessence of formalism — “art is always not an inscription,
but a pattern” (quote of Pesochinskii, 2004). Criticism of art “as a pattern” involves knowing the specifics
of this type of artistic activity, searching for the adequate formulations for its analysis and evaluation.

Continuing to support “pure dance” while following the method of G. Fuchs in revealing the indi-
vidual characteristics of ballerinas’ performing skills, A. Gvozdev in the article in honour of the fifteenth
anniversary of artistic activity of E. Gerdt “the Art of pure dance” (1924), notes the features of her creative
personality, which are revealed in the traditional way: “Gerdt... everything is enclosed in dance, and only
in dance.... it is remarkable that, using the absolute, pure language of dance forms, Gerdt achieves the ex-
pressiveness everywhere. In the purity of technical performance of a rapid, fast tempo... a powerful dance
temperament is exposed, not external, natural, but created on the basis of true skill, as an organic result
of the reincarnation into the dance element. Exceptional softness of movements, absolutely free from the
slightest shades of sweetness, allows the artist to develop a subtly nuanced range of lyrical moods... the
complete clarity of plastic postures produces the material from which the severe expressiveness and weight
of the whole image is created” (Gvozdev, 1987, p. 196). Poetic metaphorical and associative analysis im-
plements one of the main criticism requirements — the selection of the unique means to characterize the
choreographic art, created as if following the instructions of V. Shklovskii.

In addition to the fact that A. Gvozdev stands for the preservation and development of classical dance,
he is aware of the importance of purity of style and technical perfection, which becomes possible by irre-
proachable performing skills (Gvozdev, 1987, p. 197). In contrast to G. Fuchs, who recognizes the positive
and negative aspects of variety shows, their right to preserve their own qualities, and moreover, advocates
strengthening the expression of the essence of the variety shows, thanks to the increase in the artistic level
(Fuchs, 1911, p. 227), A. Gvozdev is quite critical of the variety art, focusing on its eclecticism and harmful
effects on ballet artists, citing the example of Viktorina Kriger (Gvozdev, 1987, p. 199).

A. Gvozdev gradually abandons formalistic ideas, accusing the ballet “Ice Maiden” in the production
of F. Lopukhov to the music of E. Grieg (1927) in a purely formal combination of movements (‘“naked
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form, although updated with acrobatic techniques”), which he recognizes as a fault of the “old” ballet, puts
forward requirements for content, emotional expressiveness, drama (Gvozdev, 1987, pp. 209-2010).

In the middle of 1927 A. Gvozdeyv, in accordance with changes in the ideological attitudes of the state and
the beginning of the struggle against “bourgeois formalism”, changes his rhetoric and accuses F. Lopukhov
of being afraid to realize the class nature of ballet, of developing “pure dance”, of using pantomime without
leaving the platform of classical dance, and in general of being closed in a circle of “pointless formal search-
es”, which, according to the theater expert, “has lost its viability” (Gvozdev, 1987, p. 212). And if in 1924 he
was afraid of Dalcrozea’s influence on the ballet theater, now he recognizes the positive development of the
acrobatic dance as a method of “banishing the techniques of classical aesthetics” and “rapprochement with
modern physical culture” (Gvozdev, 1987, p. 212).

From the promotion of the sublime, “immaterial”, romantic nature of the ballet theater, theater critic
comes to the denial of special aesthetic, calling it “nonsense”, classical dance - formal, purely decorative
art, and now sees the only value of it in the physical, purely technical basis, welcomes the use of acrobatics
(Gvozdev, 1987, pp. 220-221).

Another marker indicating a change in the aesthetic priorities were statements about the ballet dancer,
who should be an actor concerned “primarily with the content of the action depicted by him, rather than pure-
ly formal tricks” (Gvozdev, 1987, p. 218).

G. Fuchs (1911) emphasized the importance of the professional aesthetic criticism for the development
of the theatrical art, which performs evaluative and regulatory functions (pp. 279-283). A. Gvozdev went
from recognizing the role of aesthetic criticism as an important component of the creative process in the early
20s to focusing in 1928 on the sociological aspects of ballet criticism: the need to study a new audience, con-
sidering its requirements based on the historical experience (Gvozdev, 1987, pp. 216-217).

Conclusions

Despite A. Gvozdev’s considerable theatrical creative work, it is impossible to underestimate his role in
the critical and theoretical ballet discourse of the 20-30s in the USSR, since A. Gvozdev’s works reflect the
aesthetic concepts of the development of ballet practice at that time, having influenced the formation of the
theory and criticism of the Soviet ballet.

The formation of the formalistic views of A. Gvozdev was influenced by the ideas of the OPOYAZ
(V. Shklovskii). The theatre critic, following the principles of the formalists, saw the meaning of the the-
atrical action not in the content and ideology, but in its artistic features (means, forms, techniques, etc.). In
critical statements about ballet performances he uses, according to V. Shklovskii’s instructions, metaphorical
and associative word constructions, which are adequate formulations for the analysis and evaluation of the
choreographic art.

The works of the German theatre critic G. Fuchs also had an influence on the formation of work methods
of A. Gvozdev. Among the general intentions: support for the development of dancing means of expression;
the understanding of the specifics of classical dance and its potential as the main means of expression of
the ballet art; prospects for attracting young people to the ballet renewal. Different views on the variety art:
A. Gvozdev saw its harmful influence on ballet artists, and G. Fuchs defended the professional development
and strengthening of the expression of the essence of the variety shows.

The changes have been taking place in A. Gvozdev’s artistic and aesthetic approaches to the evaluation
of ballets until 1927: he makes accusations of pointless formal search in classical dance, the only value of the
latter, in his opinion, is technicality and physical culture; adheres to the position of rejecting the ontological
romantic features of classical ballet, asks for content, emotional expressiveness, drama, elimination of the
class privilege of ballet. He moves from the aesthetic to the sociological nature of criticism.
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BAJIETHA KPUTUKA | ITimymmunceka Anina MukosaisHa
OJIEKCIA I'BO3AEBA | Kanouoam mucmeymsosnasecmsa, npogecop,
Kuiscoxuti nayionanvnuil ynieepcumem
KYIomypu i Mucmeyms,
Kuis, Yxpaina

Mera crarTi nossrae y 3’sicyBaHHI OCHOBHHX aCIEKTiB KpUTHUHO-0IIHHOT AistibHOCTI O. ['Bo3aeBa y 20-x pp. XX cr.
y chepi banerHoro Tearpy CPCP, BusiBIeHH] 30BHIIIHIX BIUIUBIB Ha Hel. MeTomu. Y mpoieci JOCiHKEHHS 3aCTOCOBAHO
KOMIIJIEKC HayKOBUX METOJIIB: aHAJIi3 JIITepaTypH Ta [HKEpeIT; ITOPiBHIHHSA OCHOBHUX IiIXOAIB 10 po3rsiay TaHmro [. dykca
ta O. ['BO31€Ba; iICTOPHYHHUIA METOJ — 33/ BUBYCHHS! BUHUKHEHHS Ta €BOJIIOL[IOHYBAHHS KOHICTITYJIbHUX TTOTISIB
II0/10 PO3BHUTKY OaJIETHOTO TeaTpy y KpuTHaHOMY A0podky O. I'Bo3neBa. HaykoBa HoBH3HA. Briepie npoanarizoBaHo
kputnuHi myomnikanii O. I'Bozaesa y 20-x pp. XX cr. B CPCP B acnexTi 3MiHM OCHOBHHMX €CTETHYHHX MO3HIIH 1010
PO3BUTKY OaJIETHOTO TeaTpy, BIUIMBY Ha TeaTPO3HABIS Xy0’KHbO-ECTETHUYHUX KOHIEIIiH Ta IepcoHaii. BUcHOBKH.
[Ipani O. I'Bozaesa 20-x pp. XX c1. B CPCP, BinOuBato4u TOro4acHi eCTeTHYHI KOHILIENIIi pO3BUTKY 0a1eTHOT MPaKTHKH,
BIUTMHYJIM HA CTAHOBJICHHS TEOPil Ta KPUTHKH pajsiHCbKoro Oanery. Ha hopmyBanns ¢popmanicrinanux norisais O. ['Bo3aesa
oYM inei OIIOA3y (B. LkmoBcrkwif). Tearpo3HaBels, HACTIIYIOUH IPUHIAN (HOPMATIICTIB, 3MICT TeaTPaTbHOTO
nificTBa BOa4aB HE B 3MiCTOBHOCTI Ta iIEHHOCTI, a B XyI0KHIX 0COONMMBOCTAX (3acobm, popmu, mpuitomu Tomro). Ha
(dopmysanHs MeToniB podotn O. ['Bo31€Ba TaKoXK BIUIMHYIH Npalli HiMerpkoro tearpo3Hasiy I. @ykca. Cepen criibHUX
IHTEHIII}: MATPUMKa PO3BUTKY BJIACHE TAHIIOBAJIbHUX BUPA3HHUX 3aC001B; PO3YyMIHHS CrIelM(IKN KIACHYHOTO TAHIIIO Ta
Horo moreHmiany ik OCHOBHOTO BUPA3HOro 3aco0y 0ajleTHOro MUCTEITBA; EPCIIEKTUBHICTh 3aTy4eHHS MOJIO/I Ha HIISIXY
onosieHHs O6anery. JIo 1927 poky BigOyBaeThCst 3MiHa XyI0)KHBO-ecTeTHYHUX TiaxoaiB O. ['Bo3ieBa 110 oliHKK OaneTiB:
BHCYBAa€ 3BMHYBAYCHHA y O€3MpeIMETHHX (POPMATbHHX TOIIYKax B chepi KITaCHIHOTO TaHITIO, €AWHOIO I[IHHICTIO OCTAHHBOTO
BBa)kKa€ TEXHIYHICTH Ta (Di3KYIABTYPHICTH; IPHUCTAE HA TIO3UIIIIO BiTMOBH BiJl OHTOJOTIYHIX POMAaHTUYHUX PUC KIACHIHOTO
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0areTy, BUMarae 3MiCTOBHOCTI, EMOIIIHOI BUPa3HOCTI, IpaMaTH3MYy, 030aBJICHHS BiJ] KJIACOBOI MPUBLIEHOBAHOCTI OaJeTy.
[epexomuTh Biji €CTETHYHOT JI0 COLIOIOTTYHOT IPUPOIH KPUTHKH.
Kurouosi cnosa: xpuruka 6anery; Onekciit ['Bo3nes; 6aner; ['eopr Dyke; hopmaiizm; xopeorpadist; TaHEIb

BAJIETHAS KPUTUKA | ITumnsinckas Annaa Hukonaesna
AJIEKCES I'BO3JAEBA | Kanouoam uckyccmeosedenus, npogeccop,
Kuesckuii nayuonansuwlii yuueepcumen
KYbMypol U UCKYCCIE,
Kues, Yxkpauna

]_Ieﬂb CTaTb COCTOUT B BBIAICHCHUU OCHOBHBIX ACIIEKTOB KPUTHYCCKU OHeHO‘IHOi/lI JACATCIIBHOCTH A. FBO3IleBa
B 20-x rr. XX B. B cepe Oanernoro tearpa CCCP, BbIsiBIIeHNN BHEIIHUX BO3/eiicTBUI Ha Hee. MeTonbl. B mpornecce
HCCIIEI0BaHUS IPUMEHEH KOMIUIEKC HayYHBIX METOAOB: aHAJIN3 JINTEPATYPbl M HICTOUHUKOB; CPABHEHHE OCHOBHBIX
MOAX0A0B K paccMoTpeHuIo Tanua . @ykca u A. ['Bo3aeBa; nCTOpUUYECKUM METOA — JJIsl U3yUYEHUSI BOSHUKHOBEHUSI
1 9BOJTIOIIMOHMPOBAHHMS KOHIIEITYaJIbHBIX B3IVISIIOB Ha Pa3BUTHE OaJIeTHOTO TeaTpa B KPUTHUYECKOM Hacienuu A. ['Bozziesa.
Hayunas HoBH3HA. BriepBble mpoaHaim3upoBaHbl KpurHieckue myonukanun A. I'soznesa B 20-x rr. XX B. B CCCP B acniekte
W3MEHEHHUS] OCHOBHBIX CTETHUECKHUX MO3UIIMH 10 Pa3BUTHIO OAJIETHOTO Tearpa, BIUSIHUS Ha TeaTPOBE/Ia Xy/10’KECTBEHHO-
SCTETUYECKUX KOHIeNIUi U nepcoHanuil. BerBomsl. Pabots! A. I'Boznesa 20-x rr. XX B. B CCCP, oTpaxkas TornamsHue
3CTETUYECKUE KOHIIETIIUN Pa3BUTHUs OAJIETHOM NPaKTHKH, TOBIUSINA HA CTAHOBJIEHUE TEOPUU M KPUTUKU COBETCKOTO
6anera. Ha ¢popmupoBanue popmanuctruueckux B3maa0B A. ['Bozaesa mosnusin uaen OITOSA3a (B. IkmoBckwmif).
Tearposen, ciemyst pUHIUNAM (OPMAINCTOB, COAEPKAHNE TEaTPAILHOTO IEHCTBA BU/ET HE B COIEPKaHUHU U UICHHOCTH,
a B Xy/I0XKECTBEHHBIX 0COOEHHOCTSIX (cpencTsa, (hopMbl, IpHeMbI U T.11.). Ha popmuposanne meronos pabotsl A. I'Bo3nesa
TaKXXe TOBJIMSIIN TPy/Ibl HeMelkoro tearpoBena [. dykca. Cpean o0IMX MHTECHIMI: MO/IEPXKKa Pa3BUTUSI COOCTBEHHO
TaHIEBAIBHBIX BBIPA3UTENBHBIX CPE/ICTB; TOHMMaHUE CIIeIU(HUKN KIIACCHYECKOTO TaHIa U ero MOTEeHIHalla Kak OCHOBHOTO
BBIPA3UTEIILHOI'O CPEACTBA 6aHeTHOFO HCKYCCTBa, NEPCIEKTUBHOCTD IMMPUBJICUCHUA MOJIOACIKU HA ITYTH OOHOBJIEHHUS 6aneTa.
K 1927 roxy nmpoucxoauT U3MEHEHHE XyI0KECTBEHHO-)CTETHIECKIX TOIX010B A. ['Bo3/IeBa K OLIeHKe 0aIeTOB: BBIIBUTACT
OOBHHEHUS B OeCIIPEIMETHBIX (POPMATBHBIX TIOUCKAX B cepe KIACCHISCKOTO TaHIa, SIMHCTBEHHON IEHHOCTHIO TTOCTICAHETO
CUMTAET TEXHUIHOCTH U (PU3KYIBTYPHOCTD; IEPEXOANT Ha MO3UIMIO 0TKA3a OT OHTOJIOTUYECKUX POMAHTHIECKHUX YepT
KJlaccuieckoro Oanera, TpeOyeT CoepKaTesIbHOCTH, SMOIIMOHAIIBHOM BBIPA3UTEILHOCTH, ApaMaTu3Ma, N30aBlIeHHS OT
KJIACCOBOM MPUBHIIETHPOBAHHOCTH Oasieta. [lepeXomuT oT 3CTeTHUECKOH K COIIMOIOTNYECKOM MTPUPOIe KPUTHKH.

Kniouegvie cnosa: xputrka 6anera; Anekceit ['Bo3nes; 6aner; ['eopr @ykc; popmanusm; xopeorpadusi; TaHer
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