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AUCEJIOPA 1YHKAH
TAHEIL [BYAYIIEI'O]
ABTOPU3HUPOBAHHOE U3JAHUE

IMPEAMCJIOBUE

D10 OBLIO TOCTATOYHO JIaBHO, B IITyOWHE BEKOB, YTO HEKOTOPBIN JyX SBIISIICS, KOTAa
Aticenopa JlyHKaH TaHIIeBaJIa, paHbIlle TOMY Ha3aJ, K CaMOMY yTpy MHpa, KOrjaa
BEJIMYME JYIIM HAIUIO CBOOOJHOEC BBIPAKCHHE B KpacoTe Teia, KOrjaa pPUTM
JBUKCHHUS COOTBETCTBOBAJl PUTMY 3BYKAa; KOTJa JBIDKECHUS YEIIOBEYECKOTO Tela
OBLTM €AWHBI C BETPOM M MOpEM; KOTJa ECT PYKH >KCHIIMHBI OBLT Kak
pacIyCKaIONIUICS JICTECTOK PO3BI - U AaBJICHUE €€ HOTH Ha MOYBY OBLIO KaK TUTABHOE
najieHue JINCTA Ha 3eMJTIO.

YTpoM MHUpa, KOT/Ia SIBJISUTACh OOJIBIIAs MPOCTast PAIOCTh KU3HHM, - PaIOCTh COJIHILY,
BETPY M JOXJII0, B JBWIKCHUU JICPEBHCB M BOJH, B KpacoT¢ CHHHMX BEPIIMH H
apOMaTHBIX IIBETOB, KOTOpAas HAIllJIa CBOE BhIPAXKEHUE, KaK ObLIO 3aIyMaHO C CaMOT0
Hayvaja, - ¥ 3TO ObUIO HEM30EKHO, YTO TaM JIOJDKHA OblIa OBITh PaJIOCTh B KaXKJIOM
JIBUKEHUHM, OBUT JIM CMBICT €€ HKCTa30M, HEXKHOCTHIO, COXKAJICHHEM, MeHallblo,
0JIarorOBEHWEM WM OTPEUEHUEM, KOTOPbIE BBIPA3UIM HAWOOJBIIYI0 KpPacoTy K
KOTOpO#l dYenoBeueckass nayma Obuta cnocoOHa. Korjma uenoBek u Bceenennas
JBUTAIOTCS B PUTMHYECKOM TapMOHHMH, W BCEM TBUJIOM pEJIWIUU, JIOOBH,
NaTPUOTU3MA, )KEPTBEHHOCTH U CTPACTH, BEIpAXKABIINX ce0sl TakTaMH Kudapsl, apQsbl
wi 0yOHa, TaMOypHHA WJIM TUMIIaHA; KOTa MYKUYUHbBI U KEHIIUHBI B PEITUTHO3HOM
HKCTa3e TAHIEBAJIM MEpel CBOMMHU OOraMy Yy KaMEHHBIX IUTUT JOMAIIHETO ovyara, WiH
B Jiecax, WK Ha Oepery mMops, cienys paJoCTH KU3HH, KOTOpas Oblia B HUX, TO TaK
OHO JOJKHO OBLIO OBITH, KOTJA KaKIbIM CUJIbHBIM, OOJIBIIION WM IOJOKHUTEIbLHBIN
UMITYJIbC YEJIOBEUECKOW AYIIW JIMICA U3 JyXa B TEJO B COBEPIICHHOM COIJIACHU C
purmoM BceneHHo.

['pexu, BO3MOXKHO, OOJIBINE, YeM Jt00as Apyras u3 APEBHUX Pac, 3HATU U BBIPAZWIH
AT 3aMeyaTeIbHbIe CEKPEThl YHUBEPCATBHOTO pUTMa. B TOM, 4TO y Hac ocTanoch OT
IPEYECKON JKMBOMHMCH W CKYJBOTYPHl HENb3d W30€KaTh UYyBCTBA OJIM3KOTO
MOHUMAaHUS TalHBI JBUKEHUS, KOTopylo llpuponma yramBaia OT HECMBICISIIETO |
HE3pSAIIEro pa3yMa BO BCE BpPEMEHA; M TPEUECKHE TAHIIOPBI, CO3HATEIHHO WIH
Oecco3HaTeNbHO, BCETa JBUTAINCH B 3TOW MPEKPACHON COBEPIICHHOW TapMOHHH B
COOTBETCTBMUM CcO cxemMou nBwkeHuss [lpuponpl. [Ipoanammsupyiite, eciau
COMHEHEBAETECh, T'PEUECKYI0 CKYJIBITYpPY, KOTOPYIO MOKHO YBHIETh Ha (Gpuse
T000T0 CTaporo xpama, Wi MPUCTATbHO BCMOTPUTECh, M HE €IUHOXIBI, & MHOTO
pa3, B MO3bI TAHIYIOMUX (UTYP, HAPUCOBAHHBIX HA TPEUECKON Ba3e, U BbI YBUIUTE,
YTO TaM HUKOT/Ia HE OBUTO HUKAKOW OIIMOKY B pUTME. B AeTCKUX Gurypax IBHKCHUS
TaK)K€ COBEPIICHHBI, U OHU TaKHE, KOTOPHIE BHIPAKAIOT UYBCTBA peOCHKA; KapTHUHBI
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IPEYECKON MOJIOJEKH CHOBA €CTh JIBM)KEHHE, KOTOPOE CBOMCTBEHHO MOJIOJOCTH U
BecEnocTH; Oosiee B3pOCiible GUTYphI, U3SALIHbIE U CUJIBHBIE, TAKKE SBISIOTCS APYTUM
pa3BUTHEM  JKM3HH, HO BCE OHM HUMEIOT a0CONIOTHYI0  PUTMHYECKYIO
[IOCJIEIOBATEIBLHOCTD, B KOTOpOoU cama [Ipupoa HUKOrja He U3MEHSETCA.

TakuMm 00pa3om, rpedyeckuid TaHel, - U 3TO MUCC JIyHKaH CKaXXeT BaM, - 3TO HE
HAallMOHAJIbHOE WM WHAUBUIYAJIbHOE BBIPA)KEHUE pUTMA. DTO TAHEI] BCEX BPEMEH,
MPOLUIOro U Oyayuiero. 3To NPeBHOCUT B ABM)KEHHE 3HaHUE O npasuiiax [Ipupoast u
MyTSIX JTOCTH)KEHHSI COBEPIIEHCTBA (PM3MYECKOrO Pa3BUTHs 4YEJOBEKAa. JTO TaHell
BCEX JIIOJIEH U BCEX BO3PACTOB - WM HE TOJIBKO KOTO-TO OJHOTO - TaK KAK BCE Pachl
JIIOIEN OTKPBIBAXOT CBOM Ay Ui 3aKOHOB IIpupozasl U KUBYT 1O €€ mpaBuUIIaM,
BOILIOIIAs €€ KPAaCOTy U €€ UCTUHY.

Takoli TaHel, Kak OH BBITJIIAUT B CBOUX JIYUIIMX MPOSIBICHUAX, B COJITHEUHOM CBETE,
c apdoii, QueiTol u NepeBIHHBIMU AYXOBbIM MHCTPYMEHTaMH; U TaK 371€Ch BEIUKa
Marus TaHia Ancenops! JJyHKaH, 4TO J1a)k€ B COBPEMEHHOM T€AaTPE OHA 3aCTaBIISIET
Bac 3a0bITh, YTO BBl OKPYXEHbI U3rOpPO/bI0 AYypPalKUX CTE€H, U BMECTE€ C MY3BIKOW U
JIBUKEHUEM OHa HECET Bac ¢ coOoii, 00paTHO K OTUKHUM JiecaMm U K Oory Ilany c ero
baeiiToii W TaHYOUIMMU HUM(paMH, KOTOpble o0e3yMelld OT COJHIA, BETpa U
JOOBHU.

C TOro MOMEHTa Kak OpPKECTP HAaYMHAET UrpaTh U CKJIAJABIBAIOTCS YAaCTH 3€JIEHOTO
3aHaBeca, U ¢urypa, ojeras B Mapil0o, OCBEIICHHas I[BETOM COJHIA WM CEPbIX
JYHHBIX JIy4eil, WIH JIa3ypbl0 BCIOJOXOB OJIETHOTO paccBeTa, ABUXKETCsI MUMO (GoHa,
KOTOpBIM JaeT 3@exT MsIrkoil OyieHON 00JaYyHOW TpsIbl, TOrAa "MOBCEIHEBHBIC
YHBUIBIE MBICIIN" YXOIAT POYb, U BUACHUE 3AIIOIHAETCS BEJIMKOM, BEINYECTBEHHOM,
npocToil KpacaBuueid B paccBete Jsier. Ecnm Obr Kpeutaras IloGena morna Ol
packaumBaThCcd W M3TMOATbCS OTHOCHUTENBHO €€ BBICOKOro mbenectana B Jlyspe,
nBUKeHUe e€ OblIo Obl, HECCOMHEHHO, TAKUM € Kak U TO, KoTopoe mucc JlyHkaH
MOKa3bIBAaCT HAM B CEpPUU TaHIIEB 10 MoTuBaM "Udurenus B Apnuje", KOTOpble OHA
co3fana Ha My3bIKy ['mroka. M XOTS TaHel rpedyecKuil Mo CYTH, IOTOMY YTO MBI
IPUYYEHBl 1YMAaTh O CAMOM IPEKPACHOM TaHLE KaK O IPEYECKOM, U IOTOMY YTO HET
TaKuX MPEKpacHBIX (Hpu3 si3brdeckux AQuH, KOTOpPbIE HE HAIIOMUHAIM OBI 3TO, - 3TO
UCTUHHO €CTECTBEHHBIN TaHell Mupa. EcTh Takoe n300uine 1 BETUKOICTHE KPACOTHI
B Ka)KJJOM HOBOM JIBUKEHHUH, KOTOPOE CYTh IUIOJIOPOJIHASI CHJIA CaMOW 3€MJIH, KYJIbT
Bcex OOrom, HEXHas PaJoCTh BCEX NETCKUX Cepell, TaM PaJOCTHOE MPHUBETCTBUE
BCeX BIIIOOJIEHHBIX. Barile cepaie 6peTcst U BamM ria3a BiIaXHbIE, U Bbl 3HAETE, YTO
TaKUe MPEKPACHbIE MOMEHTHI CIYYAIOTCS B PEJIKUE OB, 1a’K€ B CAMBIX CUACTIIMBBIX
KU3HAX. A MOTOM 3Ta Gurypa taetT oOpaTHO Yepe3 3eJCHBbIC CKIAIKH, U Bbl TOMHUTE,
yTOo, Korjaa Alicenopa /lyHkaH TanieBaia B [lapuke, BeIuKue XyI0KHUKU U TIOITHI,
He 00siCh clie3, MIaKkaaiu W MO3PaBIsUId APYT Apyra ¢ TaKOH peaKod pagocThio. ITO
SBIIIETCSI CAaMBbIM HEOOBIYHBIM - BIIEUATIICHHE KaK 3Ta JKCHIMHA OCTAETCS C BaMH,
Ja)ke KOTJa TaHell 3aKOHYEH M cleHa mycTa! Bel mpencraBisere cebe cUHUN KyTod,
BBITHOAIONINICS HaJ TOJIOBOM, ¢ MEPIAIOIIUMH 3BE3/IaMH, CTapacTech MOWMaTh &
IJ1a3a ¥ T€ JACKOBBIE BETPBI, PA3BEBAIOIIME BCE €€ IPAIMPOBKH, U LIBETHI, PACTYyILIUE
TaK TYCTO JIJIsl HACTOJIBKO JIETKOM HOTH, YTOOBI [MOXHO OBUIO]| UJITH [0 HUM].



(*) Winged Victory of Samothrace, Kpvinamas Ilobeoa, Huxa Camoghpaxuiickas —
OpesHezpeyecKas MpamopHas cKyivnmypa oocunu Huku, naildennas Ha ocmpose
Camompaxu na meppumopuu ceésmuiuuia kabupos 6 anpene 1863 2ooa
@panyy3ckum KoHcyrom u apxeono2om-uooumenem Lllapnem lllamnyaso.

BaM He HyXHO 3anmoMuHaTh HU OJHOro 'mara" W3 BCEro TaHla, - JJs JTOU
KCHILIMHBI JOCTH)KCHUEM HE SBISIOTCA "TPrOK", KOTOpPBIA HYXHO IOMHUTH U
MOBTOPATH. I HET Moka UMHUTATOPOB AMCHIOPHI JlyHKaH, MOTOMY Kak, MOKa €lé He
OBLJIO HUKAKUX JAPYTUX KEHIIWH, TOTOBBIX OTAAaTh BCIO CBOIO J>XH3Hb YHUCTOMY
HaOJII0JICHUIO 32 TeM, KaKUMHU CPEJICTBAMHM [CO3HMIAaeTCs| KpacoTa, 4TOObI MCKAaTh 3TO
HMCKPEHHE, YTOOBI OTKa3aThCsl OT BCETO, YTO HE HAXOAUTCS B MPOCTOM TapMOHHUU C
MIPUPOJION, YTOOBI MATH 1O MyTH CaMOCOBEPIIEHCTBOBaHUA. Mucc JlyHkaH TaHITyeT,
Kak oOHa ce0s YyBCTBYET, MW, IMOJy4aeTCs TakK, YTOOBl ToJpaxkarh €€ TaHIy,
notpeboBasicst ObI, MPEXKAE BCETO, CAMOOTBEPKEHHBIM TPYd U KPOIOTIUBHIC
MCCJIeIOBaHUSI, KOTOPBIE TTO3BOJIMIM OBl MPUOOpEcTH €€ KauecTBa CIIOKOMHOM, SICHOM
MBICIM U OE3MATEKHOTO JyXa, YTO O3HA4YaeT, Hampumep, HE CIEIyeT OXHIATh
BCEOOIIIETO MPU3HAHUS TIOCIIE TOJIBKO JIUITh HEMPOJOIKUTEIIHLHOTO Kypca 00ydeHUs.

Muorue He pa3 cislianu npo Aiicenopy [lyHkaH, Kak OHa BHEpPBbIE CTaHIIEBaJIa B
Hbfo-ﬁopKe JecsiTh JeT Hazan B ctynuu Jtendepra Hesuna B Kapuern-Xomn. Torna
OHA TIOJIyYHJIa TIPU3HAHUE y HECKOJBKUX OJIaroJlapHBIX 3pHUTENEH 3a HCIOJIHEHUE
PEAKUX U KPACHBBIX BEIICH, HO TOJHOE TBOPUECKOE 3HaueHUE €€ padoThl HE OBLIO
noHsaro. EE TaHIBI CYMTAIUCh OYEHb CHUMIATHYHBIMM B CBOEM CTWJIE, Kak
Kapmencura Obisia B IpyroMm cTuje, ¥ Tak jaaiiee, HO He Tak, uto KapmeHcura - 310
CTPAacTHBIM BOCTOPI, HO 3TO YX€ COBCEM JIpyras HUCTOpHUA. 3aTeM, C €€ JIOCKYyTaMH
pPO30BOM M CE€poOW Mapiiv, ¢ €€ ujaeajaMu U €€ CMEJIOCThIO, OHa OTIUIbLIA MPOYb B
I'epmanuio. Tam oHa, Tak BBINUIO, OJHAXJBI HOYBIO TaHIIEBaja B CTYIUU
nonyiasipHoro xyaoxkHuka - @panna Iltyka, 1 aymar, - ¥ HEMEIJICHHO MHUD
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uckycctBa MionxeHa oOe3ymen oT e€ paborel. ['eHmil - peakas Bellb, Jaxe B
MIoHXEHE, U OYEHb BBICOKO IIEHUMBIN TaMm, U XYJOXHUKH HE 3aMEIJIMIN MPU3HATH
HCKYCCTBO, CTOJIb OOJIBLIOE, YTO OHO MpOCTUpaiack Hazan K dunuio u obdpaanoch
[Bepen] Ko Bceil BEYHOCTH.

Nmenno B MirionxeHe TaHen Mucc JlyHkaH ObUI NPUHAT Kak OINpEIeTIeHHOE,
3HAYMMOE MCKYCCTBO;, Takke B ['epMaHuu oHa mpuoOpena yBEpEHHOCTh B CBOEH
paboTe, KoTOpas TMO3BOJIMJA €W Yy4peAuTh CBOK IIKOJY M HadyaTh TOTOBUTH
MoHorpaduio "Taneny Oynaymiero", mepedTH K HEMOCPEJCTBEHHOMY CO3UJAaHUIO
CBOEr0 MCKYCCTBa, KOTOPOE OHA Y€ OCHOBajia U pa3BuBaia. U, eciu qoikeH ObITH
TaHel Oy1yliero, A0CTONHBIN MPUBETCTBUS KaK BEJIMKOE UCKYCCTBO, TO, O€3yCIOBHO,
OH JJOJKEH BO3HUKHYTH M3 3TOTO 3[paBOro BO3BpaTa K IPOCTOTE, KPACOTE U MPABJE.
ITockonbky mucc JlyHkaH cka3ajia B CBOMX JEKIUsAX: "Bce Apyrue BUIIBI HCKYCCTBA
MPU3HAIIA, YTO BEJIIMKOE MCKYCCTBO JOJDKHO OBITh OOHaXEHHBIM MCKycCcTBOM. OauH
TOJILKO TaHell Oosuics oOHaxkeHHOM ¢urypbsl." W Bce ke, TaHel HE CMYIIAJCs
MOTPYXKaThbCsl HA HU3MEHHBIC TTyOUHBI B MPEIJIOKEHUH OOHaXKCHHOW (PUTYpHI, U B
HENIPUCTOMHBIX HAMEKAX Ha He€. B camoM Jiesie, MHOTME M3 HAC 3allUIM Tak JaJlieKo, -
OCOOCHHO B TaHIIE, - [[1ajeKo]| OT BCeH MpaBlbl U YUCTOTHI, KOTOPYIO MBI UIIEM JIJIsI
BYJIbTAPHOCTU 4epe3 OOHaXKEeHHYI (urypy, BMECTO TOro, 4YTOOBI TMPU3HATH
OOHA)XXEHHOCTh OJHUM W3 BEJIUKUX DJEMEHTOB BCEr0 BBICIIETO IUIACTUYECKOTO
uckycctBa. Ilomarass 310, M Kak 3TO Jejanv TIpekd, MHcC J[yHKaH ocMenuiach
HAaCTanuBaTh HAa BKJIIOUYEHUH 3TOTO 3JIEMEHTA B €€ UCKYCCTBO, M TaK, BOMPEKU TEPPOPY
CKpPOMHHUII U XaHXEW, U [HEe3J0pOBOMY| MHTEpPECY MPOCTOIIOAMHOB, OHA TAHIIYET C
rOJILIMM KOHEYHOCTSIMU M C HE3aTAHYTHIM B KOPCET TEJIOM, JAPATUPOBAHHBIM TOIBKO
B PpAa3BEBAIOLIYIOCS Mapiilo, KOTOpas, KOrJa OHa JBUIKETCS, OTKPBIBAET BCE
M3bICKaHHBIE IMOIIMH, KOTOPbIE OHA Hay4YujIach U300paXkaTh.

Jlo kakoii crernenu s Oy/ly HEMPABWIBHO MOHITA, — HO HU B KOEM CIIydyae HE MHCC
JIyHKaH, — €CJIM 31ECh 5 CKaxy MpsAMO, YTO, 32 UCKIIOYEHUEM €€ TaHLa, s 3HAI0, Ha
3amane, 1o KpailHe Mepe, HE MOXET OBbITh [Ipyroro| BIOJHE CIOHTAHHOTO
BBIPAKEHUSI TAHUEBAIBHOIO HMITYJIbCA, KPOME KAaK MOIJIMHHBIA PpPArTaiM Hallen
COOCTBEHHOM cTpaHbl? 311eCh, OMATH K€, TOT TaHel, KOTOPBIA MPOCThIE IIOIU
C/eNlalii BBIPAKEHUEM CaMbIX MEPBO3JAAHHBIX dMOLMN, U KOTJA 3TO OBLIO CHEIAHO
CaMUMHU HETrpaMu, OHO OOpENO0 TMOJHOTY TpallMi BCEX ECTECTBEHHBIX MPUPOIHBIX
BELEH. JTO WCTUHHOE U PUTMUYHOE BBIPAXKEHHUE TOTO, KaK 3TH JIOAHM OLIYHIAIOT
KU3Hb, U MOATOMY 3TO MUMEET CYIIECTBEHHOIO KPacoTy, TaK YTO TaKas 3KCIPECCHS
HUKOTJ]a HE MIEPECTAET JIEPHKATh.

B rteuenue nsatu net mucc Jynkan mzydana Cumdonnio berxoBena B da maxkop
[Cumdonus Ne 6 pa maxkop, op. 68 («IlactopansHas») — Symphony Nr. 6 (F-Dur)
op. 68 ,Pastorale”], mpexae ueM pPHUCKHYTh TNPEACTABUTh €€ MyOIuKe. ITO
WHTEpPECHOE coBmajzeHue, yto Barmep B ero pabore "lIpomsBenmenun ucCKyccTBa
Oynymero" cka3aln oOTHOcUTenbHO dToM CuMdonum beTxoBeHa, 4YTO 3TO €CTh
"Anodeo3 Tanma", u to, uro mucc JlyHkan mgomkHa Obuta TanieBaTh CUMQOHHIO
BriepBbie miepen ¢pay Kosumoit Barumep. Hactombko BOJHYROMmMIA, HACTOJIBKO
MPOHUKAIOUIUMN IMYJbC 3TOTO TaHIA, KOTOPbIM COBCEM HE TPYAHO MOHATH, TOTAA
OJIHAX]Ibl HOUbIO, Korja Mucc JlyHkaHn TanueBana B JIonnone, DineH Teppu, koTopast
HaOro/1ana 3a paboToil BIEpBbIE, BAPYI BCKOYMJIA HAa HOTH, BBICOKAs M KpacuBas,
MOBEPHYJIACH K ayJIUTOPUHU, U BOCKJIMKHYJIA C JIPAMATUYECKUM CE€PbE3HOCTHIO: "Bbl
noHuMaete, 4yTto Bbl cMmotpure? IloHMMaeTe nM BbI, YTO 3TO CaMbli HECPABHUMO
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KpacuBbli TaHel B mupe? Bbl LEHHUTE TO, YTO 3Ta XEHIIMHA JEjaeT I Bac? -
Bo3sBpaiienrne yTpauye€HHOM KpacoTbl MCKyccTBa craporo mupa?" HMMEHHO Takum
0o0pa3oM 3T JIB€ BEIUKHUE XYAOXKHHULBI BCTPETUIINCH, U TaK HaYaJlaChb UX UCKPEHHS,
JUTUTENbHAs JpYyKOa.

e BRF T manr YNE TLLER TEAAW B TR
T Ot

1 5To GBLIO CPABHUMO C TEM, 4TO KaxIblii [3putens] omyman B Heio-Mopke, xoraa,
B TEUEHHE IEpPBOM HEIENHW ATOTO "HECpaBHMMOTrO TaHIA", ayJuTOpHUs 3eBaja U
HacMmexajach, M ObUIa TIedaslb y JaM B OJI€CTKaX, 3aBJICKAIONIUX CBOMX OE3r0JIOBBIX
m000BHHUKOB. To, 4TO I apTHCTa OBLJIO BO3MOXKHO TAHIIEBATh Ye€pe3 TaKyK CTEHY
HEECTECTBEHHBIX CTAaHJIAPTOB M BYJIbrapHbIX YYBCTB - TO OblJIa BBICOKAas JaHb
kauecTBaM Mmucc JlyHkaH, e€ MyxecTBa W leleycTpeMieHHOCTH. KoHeuHo, Takas
CHTyalus He ObL1a Obl BO3MOXHAa B Hbio-Mopke B cepemuHe 3MMBI, KOIZIA HAIIX
MTOATHI, )KHBOMHUCIIBI, CKYJIBIITOPHI W MHCATEIN HAXOIITCSA B TOPOJE Ha paboTe W Ha
orneixe. Ho mpencrtaBbTe cebe cCIpaBeIIMBOE HETOJIOBAHHUE YEJIOBEKA, KOTOPBIM
TEIUIBIM BEYEpOM TOIIeN [HAa TMpeAcTaBiIeHUE| B OpOABEHCKOM ONEPETOYHOM
HACTPOCHUHU, HO KOTOPOro BCTpeTwiu ['ToKoM u beTxoBeHOM, M TMpencTaBlIeHHEM
KpacoTbl, CTOJIb TIPOCTOM, YTO 3TO, TAK WIJIM MHA4Ye, Ka3aJIO0Ch JOBOJHHO OaHAIBHBIM.
ITo3xe, K KOHIy CTOJIKHOBEHHUS [CO 3pUTEIISIMH |, Ka3aJ10Ch, BCE MOXOAMIO HA JTUYHBIN
TpuyM] COUMHHTENS, U Korna mucc JIyHKaH HaKOHeI JOOWIach OBAIlMU OT ITOM
caMoOHi ayauTOpHH, KOTOpas, CO Clie3aMH Ha Ija3ax, He Morja IOKHHYTh TeaTp,
BBI3bIBas Ha OWC pa3 3a pasom, Tpebys Oombine I[llomena, Gonbmie berxoBeHa,
00JIBIIIe, CHOBA U CHOBA, OOJIBIIIE MY3BIKH B COI03€ C BETUYANIINM TaHIEM, KOTOPBIHA
Koraa-an0o 3Han HLIO-I7IopI<.

Mapu @anmon Pobepmce (1864-1956)



AUCEJIOPA 1YHKAH
TAHEI]
BBEJEHUE

Mensi npocam eoeopume o "Tanye 6yoyweeo” — Ho kax smo 603modcHo? B
namvoecsim Jem 5 803MONCHO CMO2Y Ymo-mo ckasams. Kpome moeo, i ecez0a
CUUmMana 3mo HeCKPOMHbIM OJisi cebs, umobvl 2060pums 0 moem manye. Jloou,
KOMopble CUMNAMU3UpYIom MHe, NOHUMArom, 4mo 51 NblMarocb 000Umsbcs O0abULE2O
ycnexa, 4em y MeHs ceudac, 100U, KOmopwvie He CUMHAMUIUPYIOm, NOHUMAIOM
Jyyuie, uem 5, nouemy oHu He [cumnamusupyiom].

Alicenopa JlyHkaH.
TAHEIL BY AYIIETO.

Menst npocwiu, 94TOOBI S BbICKa3ajach o TaHie Oyaymero. Ho kak MHe caenaTth 3T0?
MHe kaxercs, elie He MPUILUIO MOE BPEMs; JIET B MATHIASCAT 5, BO3MOXHO, CYMEIO
CKa3aTh YTO-HUOYAb MO 3TOMY Bompocy. Kpome Toro, s He mpeacTaBisiio cede, uTo
MOTY 51 CKa3aTh O CBoeM TaHIe. JIroau, CUMIATU3UPYIOIIUE MOEH AesSTeIbHOCTH,
BEPHO, JIyUIlle MEHS CaMOW TTOHUMAIOT, Yero 51 COOCTBEHHO X04Y, K YEMY CTPEMIIIOCH;
a CUMITATU3UPYIOLIUE €1, 51 YBEpEHA, 3HAIOT JIyUIlle MEHS TIoUeMy.

Pa3 Mens cnpocuna onHa aama, moueMy s TaHIYlO Oocas, s e oTBeThia: «ITO
IOTOMY, YTO 5l YyBCTBYIO OJIarOoroBeHUE Mepe]] KpacoTol ueaoBeueckoil Hormy. Jlama
3aMeTuiIa, YTO OHAa HE HuchblTajga 3Toro uyBcTBa. S ckazama: «Ho, cynmapeins,
HEOOXOJMMO TOYYBCTBOBaTh 3TO, MOTOMY 4TO (opMa U IUIACTUYHOCTH HOTHU
YeJIOBEYECKON — BeJIMKas modea B UCTOPUH Pa3BUTHUSA YelIOBEKa». — «5l He Bepio B
pa3BUTHE YEJIOBEKa»,— BO3pasmia Aama. «Sl ymonkaro,— ckazajia s,— BCe, 4TO
MOTY CJIeJIaTh, 3TO OTOCJIATh BaC K MOMM MOYTEHHbIM yuuTtessim Yapib3y JlapBuHy u
OpHcty Nekkenton.— «/la s1,— ckazana nama,— He Bepro HU Yapnb3y [lapBuHy, HU
OpHcty T'ekkento». TyT yX s HE Halllach, 4TO CKa3aTh €l Ha 3To. Bl BHauTE, 5
COBCEM HE yMeEI0 YOexaaTh JIIoAei, U jydine Obl MHE BOBCE HE TOBOPUTH. MeHs
M3BJICKJIM M3 OJMHOYECTBAa MOeil pabodeil KOMHATHI BO UMs OJIarOTBOPUTEIHHOCTH, U
BOT s CTOIO Tiepes BaMu, poOes U 3auKasiCh, COOMPAIOCH CAENaTh BaM JOKJIA O TaHIIe
OyIyIIero.

Tanerny Oymymiero, eciu OOpaTUTHCS K MEPBOMCTOYHUKY BCSKOTO TaHIA, — B
MpUPOJAE, 3TO TaHEIl MAJEKOTO MPOILIOTO, 3TO TaHEIN, KOTOPBIM ObLI M BEYHO
OCTAHETCS HEM3MEHHBIM. B HEM3MEHHOI BEUHOW TApMOHHUH JABHKYTCS BOJHBI, BETPBI
1 map 3eMHOM. I HE uaeM xe Mbl K MOPIO, HE BOIPOIIIAEM y OKeaHa, KaK JBUTAJICS
OH B TPOIUIOM, KaKk OyJIeT OH JBHUTaThCcs B OyIylIeM; Mbl YyBCTBYEM, YTO €rO
JNBH>KEHUST COOTBETCTBYIOT IIPUPOJE €r0 BOJ, BEYHO COOTBETCTBOBAIN €M M BEYHO
OyIyT €ii COOTBETCTBOBAT.

Jla u nBWXKeHUs 3Bepei, MokKa OHM Ha cB0OOjE, Bcerga — JIMIIb HE0OXOauMoe
CIEACTBUE UX CYLIECTBOBAHUS U TOW CBSI3U, B KOTOPOM CTOUT MX KWU3Hb K KU3HU
3eMJIM. 3aTO, KaK TOJIbKO JIFOJU MPUPYYAT 3BEPSI U C BOJIM MEPEHECYT €ro B TECHBIE
paMKU IUBWIM3ALHUKH, OH TEPAET CHOCOOHOCTh JIBUTaThCsi B MOJHOM TapMOHUHU C
BEJIMKOW MPUPOJIOH, U IBUKEHHS €r0 CTAHOBSTCSI HEECTECTBEHHBI Y HEKPACHBBI.



JIBro>KeHUST IMKaps, *UBILIET0 Ha CBOOOJE B TECHEWIIEH CBSI3U C MPUPOJION, ObLIU
HETMOCPE/ICTBCHHBI, €CTECTBEHHBI W TPEKPAcHBL. TOJBKO HAroe TEIO MOXKET OBIThH
€CTECTBEHHO B CBOMIX JIBIDKCHHSIX. M, TOCTUTHYB BEpIITMHBI ITUBUIU3AINH, YETIOBEK
BEPHETCS K HAroTe, HO ATO yke He Oymer Oecco3HarenbHas HEBOJIbHAS HArora
nukaps. Het, aTo OyneT co3HarenbHas MOOpOBOJIBHAS HAroTa 3pesioro YelioBeKa,
TEJI0 KOTOPOro OyJeT TapMOHUYECKHM BBIPAKCHHEM €r0 TYXOBHOTO CYIIECTBA.
JIBMKEHUST 3TOTO dYeJoBEKa OyIyT €CTeCTBEHHBI M MPEKPACHBI, KaK JBYIKCHUS
JUKapsl, KaK JIBUKCHUS BOJIBHOTO 3BEPSL.

Korma nemwxkenne BcenmeHHO#N cocpenoToYMBaeTCs B WHIWMBUIAYAJTBHOM TEJE, OHO
MPOSIBIIICTCS KaK BoJisi. HampuMmep, nBrkeHHE 3eMITH KaK CPEIOTOUYNE OKPYKAIOIIUX
ee cun sBISeTCS ee BoJiel. M 3eMHBIE CyIIecTBa, KOTOpPhIE B CBOIO OdYepelb
UCTIBITHIBAIOT W KOHIIGHTPUPYIOT B ce0¢ BIUSHUE JTHX CHJI, BOIUIOMIEHHOE W
MEepPEeTaHHOe IO HACIEACTBY WX MpeaKaMH M OOYCIIOBJIEHHOE WX OTHOIICHHEM K
3eMJIe, Pa3BUBAIOT B C€0C CBOE MHIWBHIyabHOE ABMKECHUE, KOTOPOE MBI Ha3bIBacM
HX BOJIEH.

W MCTUHHBIA TaHEI] UMEHHO M JOJKEH OBl OBITh 3THM €CTECTBCHHBIM TATOTCHHUEM
BOJIM MHIWBHIYyMa, KOTopas cama 1o cebe He 0oJjiee U HEe MEHEE KakK TATOTCHHE
BcenenHoii, mepeHeceHHOE Ha JIMYHOCTH YEJIOBEKA.

Bbl, KOHEUHO, 3aMETHIIM, YTO 5 JEpXKych B3TsaoB lllomeHrayspa u TOBOPIO €ro
BBIPOKEHUSMH; €T0 CIOBAMH s ACHCTBUTEIIBHO JIYUIlIe BCETO MOT'Y BBIPAa3UTh TO, YTO
XOTeja CKasarh.

JIBWKEHUS, KOTOPBIM YYHMT IIIKOJa OajeTa HalIuX JTHEH, JBMOKCHHS, KOTOPBIC
TIICTHO OOPIOTCS C ©CTECTBEHHBIMHU 3aKOHAMHU TATOTCHHS, C CCTECCTBEHHOMW BOJICH
WHAWBUAYYMa M COCTOST B TJIYOOKOM IMPOTHBOPEYHH, KaK C JABMIKCHUSMH, TaK U C
dbopMamMu, CO3JAHHBIMU MPUPOJION, — OTH JBIKEHHS [0 CYLIECTBY CBOEMY
O€CIUIOAHBI, TO €CTh HE POXKIAIOT C HEN30€KHON HEOOXOIUMOCTHIO HOBBIX OYIYIIHX
¢dbopM, HO YMHPAIOT TaK K€, KaK U MPOU30LUIH. BhipakeHue, KOTOpoe TaHell Hallelnl
cebe B Oanere, rje NeHCTBUS BCEra BHE3AMHO OOPBIBAIOTCSA M B CAMUX ce0e HaxOoAaT
CBOIO CMEPTh, I'JI€ HU ABWIKEHUE, HU 110332, HU PUTM HE POXKAAIOTCA B MPUUMHHON
CBSI3M U3 MPEIBIIYIIETO U B CBOIO OYepeb HECIIOCOOHBI JaTh UMITYJbC MPUIUHHO-
CJIEICTBEHHOMY JEHCTBUIO, — €CTh BBIpa)XCHHE JEeTeHepalluu BCero XKuBoro. Bce
JIBIDKCHUSI COBPEMEHHOM OaJIeTHOW IIKOJIBI — OECIUIOJIHBIC JIBM)KCHHS, MO0 OHU
MIPOTHBOECTECTBEHHBI, HOO OHHM CTPEMSATCS CO34aTh WJUTIO3HMIO, OyATO OBl JIsi HHUX
3aKOHBI TATOTEHUS HE CyIIecTBYIOT. [lepBoHavanbHBIE, WM OCHOBHBIC, JBHXKCHUS
HOBOT'O MCKYCCTBa TaHIA OJDKHBI HECTU B ce0e 3apobllll, U3 KOTOPOrO0 MOTIHU ObI
pa3BHUBATHCS BCE TOCIEOYIOIIME ABUKEHUS, a T€ B CBOIO OYEpelb pOXKIalu Obl B
OECKOHEYHOM COBEpIIICHCTBOBAHWM BCE BBICHIME U BBICIINE (POPMBI, BBIPAKECHUE
BBICIIIUX UJIEH 1 MOTHUBOB.

TeM ke, KTO Bce €lle YepnaeT yJ0BOJIbCTBUE B JBMKEHUSX COBPEMEHHOM OaneTHOU
IIIKOJIBI, TeM, KTO €IIe YBEpPEH, YTO COBPEMEHHBIH OalleT MOKET OBITh ONpaBIaH
KaKUMU-IHO0 HCTOPHUUECKUMHU, XOpeorpadMueCKUMHU UM UHBIMH MOTHBAMH, TEM S
CKaXy, 4TO OHH HE CIIOCOOHBI BUJEThH Jayblile OareTHON 10004YKkH U Tpuko. Eciu Ob
B30p MIX MOT TMPOHUKHYTH TIIyOKe, OHH OBl YBUIEIH, YTO TOJ I000YKAMH U TPHUKO
TBUKYTCS MPOTHBOECTECTBEHHO 00E300PaKEHHBIE MBIIIIIBI; a €CIM MBI 3arjITHEM
emnie TIyO’ke, TO TMOJ MBIIIIAMUA Mbl YBHJIUM Takue ke 00e300paKeHHBbIE KOCTH:
YPOMJIUBOE TEJO W MCKPUBJICHHBIA CKENeT muismeT nepea Hamu! VX m3ypomosaino
HEECTECTBEHHOE IUIaThe M HEECTECTBEHHBIC IBMKCHHUS — pE3yibTaT YYCHUSA W
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BOCIIUTAHUS, a JJIsi COBpPEMEHHOro Oajnera 3T0 HeuszOexHo. Benb oH Ha TOM U
3WXKIETCS, 4TO 00€300pakuBaeT OT MPUPOJbl KpacHBOe Teno >keHuIuHbl! Hukakue
UCTOpUYECKUE, XOpeorpadruiecKue U MpoYrue OCHOBAHMS HE MOTYT OIpaBlaTh TOTO.
Jlanee, 3amaya BCSIKOTO HMCKYCCTBA — CIY)KUTh BBIPQKCHHEM BBICIINX W JTYUITHX
uaeanoB yenoBeka. CKakuTe, Kakue ke Uaealibl BeIpaxaeT OaneT?

Hekorna tanen Obul caMbIM OJIarOpoJIHBIM HCKycCTBOM, OH CHOBa JOJDKEH CTaTh
TakOBbIM. OH JOJDKEH BCIUIBITH CO JIHA, HAa KOTOpPOE OMyCTWJCcd. TaHIoBUIMIIA
OyayIiero MOJHUMETCS Ha TaKyK BBICOTY COBEPIIECHCTBA, YTO CTAHET ITYyTEBOIHOM
3BE3/IOM IJIsi IPYTUX MCKYCCTB. XYJIOXKECTBEHHO M300pa3uTh TO, 4TO 00Jiee BCEro
3I0pPOBO, MTPEKPACHO U HPABCTBEHHO, — BOT MUCCHS TAHIIOBIIHUIIBI, U STOH MUCCHU S
MOCBSIIY CBOIO JKU3Hb.

Mou 11BeThl MHE TOXKE€ HaBEBAIOT MEUTY O HOBOM TaHIle, Sl Ha3Bana Obl ero: «CBer,
JBIOMIUICS HA OeTble I[BETh». DTOT TaHell YyTKO Mepeial Obl CBET U OCIM3HY 1IBETOB
[lepenan Obl Tak YKUCTO, TaK CHJIBHO, YTO JIFOAM, YBUAEBIINE €ro, ckazaiu Obl: «BoT
JBUKETCS TIEpe]l HaMU JyIlla, YBUJACBIIAS CBET, JAyIla, MOYYBCTBOBABIIAS OCIH3HY
Oenoro 1Betay. «biaarogaps ee sSICHOBUCHUIO MbI UCIIOJIHSIEMCS PaJIOCThIO JTBHYKEHUSI
JIETKUX BECENbIX cyliecTBy. «YUepe3 ee SICHOBHJIEHHWE W B HAC BJIMBAETCS JIACKOBOE
JBUKCHUE BCEH MPHUPOJIBI, BOCCO3IAaHHOE TAHIIOBIIUIECH». «MBbI 4yBCTBYEeM, B HaC
CIIMBAIOTCS KOJIEOAHUSI CBETa C IMPEACTABJICHUEM CBEpKarolleid Oemu3Hb». «ITOT
TaHell JOJKeH cTaTh MonuTBoM! Kaxmgoe ero nBmkeHuEe OHKHO BO3HOCHTH CBOE
KojebaHue 0 caMoro Heba U CTAaHOBUTHCS YACThIO BEUHOTO puTMa BeeneHHoiy.
Halitn nms d9emoBeYecKOro Tejia T¢ MPOCThIC JABWKCHHS, M3 KOTOPBHIX B BEYHO
MEHSOIIEHCs, OECKOHEYHON W €CTECTBEHHOM MOCJIEIOBATEIIHHOCTH PAa30BBIOTCS BCE
JIBUKCHUS OyIyIIETro TaHIla, — BOT 3ajava OaJIeTHOM IIKOJIBI HAIIUX JHEH. UTOOBI
3TO TMOHSATH, MOCMOTPUTE Ha ['epmMeca IpeKoB MM KaK €ro M300pa)xaroT UTaTbsSHIIbI
panHero Bospoxnenus. OH mpeicTaBieH JiexaluM Ha BeTpe. Eciu Obl XyT0KHUKY
3aXOTEJIOCh MPUJIATh €ro CTOME BEPTUKAIBHOE IMOJIOKEHUE, OH OB OB COBEPIIEHHO
npaBs: Beab OOT, JeXalluid Ha BeTpe, He KacaeTcd 3emid. Ho B MyapoM 3HaHUH, YTO
HU OJHO [BIDKEHHWE He OyJeT MpaBIuBBIM, €CJIM OHO HE BBI3BIBAET B HAC
NpEeJICTABIICHUsI O CISAYIOIMX 32 HUM JBHKEHHUSIX, CKYJIbNTOp IpencraBmi ['epmeca
TaK, YTO CTOIA €ro Kak OyATO MOKOWTCS Ha BETPax, U TUM OH BBI3bIBACT Y 3PUTEIIS
BIIEYATIICHHE BEYHO CYIUX JBIKEHUN. BCsAKyr0 mo3y, BCAKOE BBIPAXKEHHE S MOTJIA
OBl B3sTh 1 nipuMepa. Cpenu ThICSY PUTyp, H300pa)KCHHBIX HA TPEUECKUX Ba3ax M
CKYJBNTypaX, Bbl HE HaWJIETE HU OJIHOW, JBMKEHHUE KOTOPOW HE BBI3BIBAIO Obl
HeM30eXHO cieayromero. ['peku ObBIIM  HEOOBIKHOBEHHBIMH — HAOJIIOIaTEIIIMU
MPUPOABI, B KOTOPOM BCE BBIpakaeT OECKOHEYHOE, BCE HApacTarollee Pa3BUTHE —
pa3BHTHE, HE UMEIOIEeEe HU KOHIA, HU OCTAaHOBOK. Takue ABMXKEHUS Bcerma OymyT
3aBUCETh OT TMOPOXKIAIOMIETO WX Tela © JIOJDKHBI OyQyT BIOJHE €My
COOTBETCTBOBaTh. J[IBIKEHMSA JKyKa €CTECTBEHHO COOTBETCTBYIOT €ro OOJIHKY,
JBUKEHUS JIOMIAJAU COOTBETCTBYIOT €€ CIIOKCHHIO; COBEPIIEHHO TaK K€ JIBYKCHUS
YeJI0BEYECKOro Tella IOJKHBI COOTBETCTBOBATH CBOEH (hopme. U maxke Gombine Toro,
OHH JIOJDKHBI COOTBETCTBOBATH €TI0 UHIUBHUAYATHHOMY OOJIMKY: TaHEIl ABYX JIHI] HU B
KOEM CJIy4ae He JIOJHKEH ObITh TOXKICCTBEHHBIM.

[TpunATO TyMaTh, 9TO TAHEI] HOKEH OBITh TOJBKO PUTMUYCH, a (PUTypa U CIIOKEHHE
TaHIIOpa HE MMEIOT HHUKAKOTO 3HAYEHHWS; HO ATO HEBEPHO: OJHO JOJHKHO BIIOJTHE
COOTBETCTBOBaTh Jpyromy. I'peku riay0oko dyBcTBOBaiM 3TO. Bo3bMeM XOTs ObI
TaHel Opoca. DTo TaHeln pedeHka. JIBUKEHUS ero MaJeHbKUX TOJICTCHBKUX PYUYOHOK
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BIIOJIHE OTBe4aroT cBoer ¢opme. IlomomBa 0AHOM HOTM CIOKOWMHO OmMUpaeTcs Ha
OCHOBaHUE — 11033, KOTOpast OblJia Obl HEKpPacuBa B Pa3BUTOM TeJI€: TAKOE ABUKECHUE
ObLIO OBl HEECTECTBEHHBIM M BBIHYKACHHBIM. TaHell caTupa Ha CIEAYIOIIEM PUCYHKE
HOCHUT COBEPUICHHO HMHOW Xapaktep. Ero ABMKeHUs — OBHXKEHHUS 3pEIOro H
MYCKYJIMCTOTO MY>KYUHBI, OHU YAUBUTEIBHO TAPMOHUPYIOT C €T0 TEIOCIOKEHHUEM.
Bo Bcex CBOMX KapTMHAaX W CKYJIbNTYypax, B apXUTEKType W MO33UM, B TaHUE U
Tpareaud TPEKd 3aUMCTBOBAJIM CBOU JIBMIKCHUS W3 JBWKEHUU NPUPOABI. SICHEU
BCET0 3TO BUJIHO B UX U300paKeHUAX OOTOB: rpeuecKkrue OOru — OJUIIETBOPEHUE CUJIT
MIPUPO/IbI; KaK OJTUIIETBOPEHUE CUJI PUPOJIBI OHU BCETla U300paKEHBI B MOJIOKEHUH,
KOTOpPOE BBIPAYKAET KOHILICHTPALUIO MPOSBIEHUS 3TUX CHI. BOT mouemy rpedeckoe
HUCKYCCTBO HE OCTaJOCh TOJBKO HAIIMOHAJIBHBIM M XapaKTEPHBIM — OHO OBLIO U
BEUHO OYyJIeT HCKYCCTBOM BCET0 YEJIOBEYECTBRA.

Bor nouemy, korja s TaHiyro 0ocas mo 3emiie, s TpUHUMA0 T'PEeYecKue IMo3bl, TaK
KaK IpeyecKre Mo3bl KaK pa3 U ABJISIOTCA €CTECTBEHHBIMH IMOJOKEHUSIMUA Ha Halleu
minanete. Bo BCSIKOM HCKYCCTBE HAaroe €cTh CaMO€ IIpeKpacHoe. JTa HMCTHUHA
oO1ren3BecTHa. XYAOKHUK, CKYJIBITOP, MOAT — BCE PYKOBOJACTBYIOTCS €10, TOJIBKO
TaHIop 3a0bU1 0 Hel. Torga Kak UMEHHO OH W JIOJDKEH Obl JIydIlle APYTuX MOMHHUTH
€e: BeJb MaTepHuaj €ro MCKycCTBa — CaMo YEJIOBEYECKOE TETO.

B coseprianuu uenoBeuecKkoro Tejaa U CUMMETPUHU €ro (JopM 4YesIOBEK MOYEPIHYII
MepBOE MOHATUE KPacOThl. M1 HOBYIO IIKONY TaHIA JOKHBI COCTAaBUTh T€ ABUKCHUS,
KOTOpBIE CTOSIT B TECHEHIIEH TapMOHHMHM C COBEPIIEHHON (POPMOM YEITOBEYECKOTO
TeJla U KOTOPbIE CaMU JI0JI’)KHbI PA3BUBATh U COBEPIIICHCTBOBATH TEJIO YEIOBEKA.

Panu sToro Oyayiiero TaHia s 1 HaMepeHa paboTarh. XOTs HE 3HaI0, 00JIaak0 JIH 5
HY>KHBIMH JIJISI TOTO KadecTBaMu. MOKeT ObITh, Y MEHSI HET HE TOJIBKO T€HUATBLHOCTH,
HO Y TaJIaHTAa, U TEMIIEPAMEHTA; 3aTO s 3HAO: Y MEHS €CTh OJIHO — BOJISL. DHEPIUs U
BOJISI 1I0/14aC MOTYIIECTBEHHEN T'€HHAIbHOCTH, TAJIAHTA U TEMIIEPAMEHTA.

[To3BonbTE MHE 3apaHee OTMapUpOBaTh BCE, UYTO MOXKET OBbITh CKa3aHO O MoOeH
HECIIOCOOHOCTH BBITIOJIHUTH CBOIO 3a]1a4y, CeAyIolIel OaceHKOM.

boru cMoTpenu ckBO3b CTEKIISTHHYIO KpBIIITY MOETo aTenbe, U Aduna ckazana: «OHa
HE YMHa, OHa BOBCE HE YMHA, HAIIPOTHB, OHa HEOOBIKHOBEHHO TIIYIIaY.

N lemeTpa B3rUIsiHY/Ia HA MEHS U cKazana: «Jla Belb OHa UCTOILIEHA, 3Ta MajtoTKa!
OHa He moX0’ka Ha MOMX BBICOKOTPY/IBIX Jlouepei, urpatomux B Eneceiickux momusx.
Benb y Hee MoXHO Bce peOpa mepecuuTaTh; HET, HE JOCTOMHA OHA TaHIEBATh HA
MOEH MTPOCTOPHOJAOPOKHOM 3EMIIEN.

Wpuna B3rnsHyna u ckazana: «IlocMoTpuTe-Ka, Kak HEYKIIIOKE OHA JBUKETCS, OHA U
MOHATHUS HE UMEET O OBICTPOI, MPEJIECTHOM IIISICKE KPBIJIATHIX CYIIECTBY.

[Tam mocmoTpen u ckazan: «Uro? Moxer ObITh, OHa BOOOpaXKaeT, YTO IOHsIA
JBUKEHUSI MOUX CAaTUPOB, MOMX BEIIMKOJICITHBIX JBYPOTUX PEOSIT, OT KOTOPBIX BEET
BCEH IPOMaIHOM >KU3HBIO JIECOB U BOJ!»

N eme Teprncuxopa, OKMHYB MPE3PUTEIBHBIM B3[JISIAOM, MPOPOHUIIA: «ITO OHA
HAa3bIBa€T TAHLUEM, BEAb €€ HOTM JBHXKYTCS JICHMBBIMU IIaraMM KPUBOHOTOU
yepenaxu!»

boru paccmesuce.

A ke cMmeno cMOTpelna BBEPX CKBO3b CTEKISIHHYIO Kpbllly M ckazana: «O
O0eccMepTHBIe Ooru, kuByne Ha ONMMIIE U MHATAIONMECS aMOpO3uel U MEJIOBBIMH
NpsSIHUKaMU, BaM HE HYKHO IUIATUTh 3a KBAPTHUPY U MO cueTaMm U3 OYJOYHOM, He
ocyxmaiite MeHs Tak mipe3putenbHo! [IpaBna, o AduHa, s HE Mypa, ¥ TOJIOBA MOS
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JOBOJIBHO-TAKM 3aIllyTaHHAs INTyKa, HO IPU Cly4ae s YWATAK0 CJIOBA TEX, KTO
3arisApiBall B OECKOHEUHYI0 CHMHEBY TBOMX IJIa3, M sl CMHUPEHHO CKJIOHSIO CBOIO
IyCTyr0 royioBy nepen anrapsmu! O Jlemerpa co CBAIIEHHBIM BEHKOM, IPABJa, 4TO
MPEKPACHBIC KEHIIUHBI TBOCH MIHPOKOIOPOKHOM 3€MJITU HE PUHSIIN Obl MEHSI B CBOE
YHCII0, HO IOCMOTPH, 51 COpOCUIIa CBOU CAHAAJINU, YTOOBI HOTM MOU € 0JIarOrOBEHUEM
MPUKACAIUCh K TBOEW KMBOTBOPHOW MOYBE, U S T€Jla TBOU CBSIICHHBIC MECHU MPE]
BapBapaMH HaIIUX JHEH, U MHE YAAJIOCh 3aCTaBUTh UX BHUMATh UM U MOYYBCTBOBATh
ux kpacory. U T1bI, 0 3marokpeutas Mpupa! [lpaBna, Tskenpl MOM JBUXKEHBS, HO
JpyTue JEeBbl MOEro MPU3BaHUs €1le OOJIbIlle MOTPEHIUId MPOTUB BEYHBIX 3aKOHOB
TSOKECTH, OT KOTOPBIX JIMIIL ThI, MpeKpacHas, cBoOoaHa. Ho u mMoeil ckpomHOM
36MHOW IyIIW KOCHYJIOCh BESTHHUE TBOUX KPBUIBEB, M YACTO BO3HOCHUJA S MOJIUTBBI K
TBOeMY oOoapsronieMy uzo0paxenutro. M 11, o Ilan, T, KOTOpBIN Cxamwics U
npuiackan 6eaHyto Ilcuxero B ee CKUTaHUAX, HE AyMail Tak IUIOXO O MOUX POOKUX
MONBITKAaX TAHIIEBATh B TEHU TBOMX JiecoB. U Thl, 0 HEOObIKHOBeHHas Tepricuxopa,
MOIUIM MHE HEMHOTO YTEIICHUSI M CUJIbI, YTOOBI BCIO KU3HB 5 MOTJIa BO3BEIIATh TBOE
MOTYILIECTBO HA 3€MJIE, U MOCJIE B TEHUCTOM AJE MOS AylIa IYCTh TOXE TAaHLYET
Jy4Illie TAHIIbI B 4€CTh TEOs.

U Bot cam 3eBc ckazan: «[Ipomomkaii u Hajeics Ha CpaBeAJIMBOCTh OECCMEPTHBIX
6oroB. Eciu XOpolllo MCMOJIHMILL CBOE JI€NI0, OHU Y3HAaIOT 00 3TOM, M 3TO Oyner
MPUATHO Goram.

Bot B Takom HampaBieHUU S U HamepeHa paboTaTh, U €Ciu Obl I B CBOMX TaHIIaX
Morja Obl HalTH XOTh HEMHOIO, XOTs OBl OJIHY TOJIBKO 03y, KOTOPYIO CKYJBIITOP
Mor Obl MEPEeHeCTH Ha MpaMoOp TakK, YTOObI OHA COXpaHMJIACh M oOoraTuia Obl €ro
MCKYCCTBO, TO MOM TPyl HEe ObLIM Obl HAIpAacHBL. DTa €IUHCTBEHHas (opma yxKe
ObL1a OBbI T0OE0M, Obl1a OBI IEPBBIM IIaroM K OyayiieMy. Co BpeMeHeM s HaMepeHa
co3laTh TeaTp, OTKPHITh MIKONY, B KoTopod 100 mMaleHbKHUX AEBOYEK H3ydald Obl
MOE HUCKYCCTBO M BIIOCIEIACTBHHM CaMOCTOSITEJIBHO COBEPIIEHCTBOBAINCH. B Moeit
miKoJie sl He Oyny y4WTb JeTel paOCKH Mojpa)xxaTh MOUM JBIKEHUSM. Sl Haydy HX
COOCTBEHHBIM JABWXEHUSIM. BooOmie s He cTaHy HOpUHYXKIaTh HMX 3ay4YuBaTh
orpezienieHHbIe (OPMBI, HATPOTHUB, S OYJly CTPEMUTHCA PA3BUTh B HUX TE JIBHXKCHMUS,
KOTOpbIE CBOMCTBEHHbI M. KTO MOCTOSIHHO BUJEN ABUKEHUS COBCEM MAaJIEHBKOIO
pebeHKa, HE CTaHeT OTPHIATh, YTO OHHM TNpeKkpacHbl. OHU TMPEKPaCHbI HUMEHHO
MOTOMY, YTO €CTECTBEHHO COOTBETCTBYIOT PEOCHKY.

Ho nBukeHus: 4emoBEYECKOro Teia MOTYT ObITh KPacHBBI HAa BCSIKOM CTYNEHHU €ro
pa3BUTHs, UL Obl OHU COXPAaHSUIM TapMOHHMIO C OMNpPENENEHHON CTYIEHBIO
3penocTtu. Beerna qoKHO CylIecTBOBAaTh IBUKEHUE, B COBEPIIEHCTBE BhIPAXKAIOIIEE
JAHHOE WHJMBUIYAJIbHOE TEJNO, NaHHYI0 HHAMBUAYyaIbHYO nymy. Ilotomy mbl He
uMeeM TmpaBa TpebOBaTh OT HUX JBW)KCHHH, HE CBOWCTBEHHBIX UM, HO
MPUHAISKAITNX KaKOW-HUOYIb IIKOJIe. BCAKn MHTEIMTeHTHBIN peOCHOK JTOKEH
VAUBIISITHCS, UTO B OAJIETHOM IIKOJIE €0 y4aT JBUKEHUSAM, PE3KO MPOTUBOPEYAIIUM
TeM, KOTOPBIE OH OBl JeiTall U3 COOCTBEHHBIX MO0 YKICHUH.

Bce 3T0O MOXHO CYECTh 3a HEBAXXHBIM BOIIPOC, BOIPOC O PA3jIMYMM B3IJISI0B HA
Oaner U Ha HOBBIM TaHell. Ha camom ke nmene mpobiema 3Ta ropa3zno BaxHee. [eno
HE TOJIBKO B TOM, YTO €CTh UCTUHHOE U HEMCTUHHOE MCKYCCTBO, — HET, 3TO BOIPOC,
Kacaromuicss OyaylnIHOCTH IEJIOH pachl. Sl TOBOPIO O Pa3BHTHHM YKEHCKOTO Tella B
KpacoTe U 3I0pPOBbE, O BO3BpATE K MEPBOOBITHON CUJIE U €CTECTBEHHBIM JBUKECHUSIM.
51 TOBOPIO O Pa3BUTUM COBEPIICHHBIX MAaTepel U O POKICHUU 3HOPOBBIX JETEH.
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Bynymias mikona TaHua qopkHa OyJeT pa3BUTh UCaTbHBIN )KEHCKUM cTaH. PaBHBIM
o0pa3oM OHa JI0J>KHA CTaTh My3€eM KpacOThbl CBOEH 3MOXH.

[TyTemecTBEHHUK, MOCETUBLIMI KaKylO-HUOYIb CTpaHy M YBUACBUIMI ee
TAHUOBLIUL, HAWJAET B HHUX TO HACAIbHOE MPEICTaBICHUE O Kpacore (GopM U
JIBUKECHUM, KOTOPOE CIIOKUIIOCh B TaHHOW cTpaHe. MHOCTpaHel, monaBlivii B Hale
BpeMsi B KaKylO-HHOyAb CTpaHy 3€MHOr0 IIapa, COCTaBUT IO ee OaneTy BechbMa
CTpaHHOE MpeacTaBiIeHue 00 ujaeaye KpacoTbl 3TOM cTpaHbl. bosee Toro, Tanen, Kak
BCSIKOE€ HMCKYCCTBO, JIOJDKEH OIEpEkKaTh KYJIbMUHALMOHHBIA ITYHKT B Pa3BUTHH
YeJIOBEYECKOro JyXa CBOEH 3moxu. MoeT M KTO HojayMmaTh, 4TO Haml Oanier
oTpaxkaeT B ce0e BBICIINN I[BET COBPEMEHHOU KyJbTyphl? [louemy mo3bl, KOTOpbIE B
HEM TPUHATBL, CTOSAT B TaKOM IPOTUBOPEUUM C UACATBbHBIMU TOJ0XKEHUIMU
AHTUYHBIX CKYJIBITYP, KOTOPbIE XPAHIATCA B HAIIMX MY3€sX U Ha KOTOPbIE HaM BCe-
TaKu YKa3blBalOT KAaK Ha COBEPIICHHEHIIME TBOPEHUS HACAIbHON KpacoTsl? Wiwm,
ObITh MOXET, HallM MY3€H CO3/aHbl HCKIIOYUTEIBHO B MCTOPHUYECKUX U
apX€oJIOTHMYECKUX LENsAX, a HE IOTOMY, 4YTO MPEIMEThI, XpaHAIIUECS B HUX,
KpacHBBI?

Wnean kpacoTbl 4elOBEYECKOro Teja HE MOXKET MEHSATbCS COO0Opa3HO Moje, OH
MOXET JUIIb CIEI0BaTh 33 pPAa3BUTHEM. BCIOMHHMTE paccka3 O MNPEeKpacHOM
CKYJIBIITYpE MOJIOJIOM PUMIISIHKU, KOTOpas Oblia HaljaeHa npu narne VHHOKeHTHUU
VIII u cBoeil kpacoTod mpou3Besa TaKyl CEHCAlMI0, YTO JIIOAU OYKBajIbHO
JOMWJINCH IOCMOTPETh Ha HEE, NPEANPUHUMATIM [aJeKUE IyTEUIECTBUS, KakK K
CBATON pPENMKBUU, TaK YTO Mara, 0OCCIOKOCHHBIH 3TUM BO30YXIACHHEM, BEJell €€
CHOBA 3apbITh. 3JECh 1 XOUY Pa3bsACHUTh OJHO OTHOCAILIEECS CIOJIa HENOPa3yMEHHUE.
N3 Bcero cka3aHHOTO MHOIO, BEPOSITHO, MOXHO 3aKJIFOYUTh, YTO LEIb MO —
BEPHYTHCS K JPEBHETPEYECKUM TaHIAM M OyATO s Aymaro, YTO TaHel OyayIero
OyIeT BO3pOXKICHHEM TaHIEB APEBHUX T'PEKOB WM JaXe TAHIEB JUKUX IUIEMEH.
Her, Taneny 6yaymiero OyJeT COBEPIIEHHO HOBBIM JBW)XEHHEM, OH OyAET IUIOAOM
BCEro0 TOTO Pa3BUTHUSA, KOTOPOE YEJIOBEYECTBO HMMEET 3a coOoil. BosBparurbcs k
IPEYECKUM TaHIAM TaK K€ HEBO3MOXKHO, KaK M OECIOoJIe3HO: Mbl HE TPEKH U He
MOXXEM TaHIleBaTh, Kak oOHU. Ho Oyaymmui TaHen JEHCTBUTEIBHO CTAHET
BBICOKOPEJIMTHO3HBIM HMCKYCCTBOM, KakKMM OH ObLT y rpekoB. MO0 uckycctBo 0e3
PENMTHO3HOTO OJIAarOTOBEHMsS] — HE MCKYCCTBO, @ PHIHOYHBIM TOBap. TaHIOBIIMIIA
Oynyriero OyJeT KeHIIMHOM, TEIO U JyIIa KOTOPOW Pa3oBBIOTCS B TaKOW TapMOHHH,
YTO JIBMKCHUS TEJIA CTAHYT €CTECTBEHHBIM MPOSBJICHUEM €€ TYLIU.

TannoBmuia OyaeT nNpuHaAJIeKaTh HE OJHOW HAIMM, a BceMy ueioBedecTBy. OHa
He OyJIeT CTPEMHUThCS M300pakaTh pycanok, el U KOKETIUBBIX KSHIIUH, HO OyIeT
TAHLIEBATh JKCHIIMHY B €€ BBICIIUX M YUCTEUIIUX MpOosABICHUSAX. OHA OJMIETBOPUT
MHUCCHIO JKEHCKOTO Tejla M CBATOCTh BCeX ero uacrteil. OHa BBIpa3UT B TaHIE
MU3MEHYUBYIO KU3Hb NIPUPOABI U MTOKAXKET MEPEXOIbI €€ MIEMEHTOB ApYyr B Apyra. 13
BCEX YacTeil Tena OyJeT CUsiTh ee ayiia U Oy/eT BeIaTh O YasHUSAX U MBICISAX THICSY
keHluH. OHa BBIPAa3UT B CBOEM TaHLE CBOOOAY KeHIIUHBbL. Kakue HeoOBATHBIE
TOPU30HTHI OTKpBIBAIOTCA epen Hell! Pa3Be Bbl He yyBcTByeTe? OHa OMM3UTCA, OHA
y’K€ HJIeT, 3Ta TaHUOoBIIMLA Oyaymiero. OHa NMpUHECET KEHIIUHAM HOBOE MOHITHE O
BO3MOKHOM KpacoTe U cuie ux Tesa. OHa BBEIET UX B TAWHHUKHU CBSI3€M UX TEJIECHBIX
CWJI C CWJIaMH 3€MJId U MOATOTOBUT MX K JeTsM Oyaymiero. OHa HCHOJHUT TaHEI]
KU3HU, KOTOPBIM CHOBAa BCIUIBIBET W3 TIYyOWH THICSAYEIETHErO LHUBUIM30BAHHOTO
3a0BEHHUsI HE B HAroTe MepBOOBITHOIO YeJIOBEKa, HO B OOHOBJICHHON HAarore — B
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Harote, KOTOpasi y>ke He OyJleT CTOSATh B MPOTUBOPEUUHU C €TO JTyXOM, a COJIETCS C
HHUM HaBEKH B BEJIMYECTBEHHOW FAPMOHUMU.

Bor muccus rpaaymeit taHuoBmuubl! Pa3Be Bbl HE YYyBCTBYETE, YTO OHa YikKE
Onm3Ka; pa3Be Bbl HE TOCKyeTe Mo HeM, kak s? [logroroBum ke eit myth. S ObI
co3ajia Xpam, KOTOpbIi Obl k1an ee. MoxeT ObITh, OHA €Ile HE POANIACH, MOKET
OBITh, OHa PEOCHOK, U MOXKET OBITh — O cuacThe! — MOeU CBATOMU 3ajauell CTaHeT
HaIpaBJIATh €€ MEepBbIe IIaru U HAOIIOJATh JE€Hb 3a JHEM Pa3BUTHE €€ JBMKCHUH,
MIOKa OHA HE MPEB30MIeT cBOEero ckpoMHoro yuutens! Ee aBuxenus OyayT nogo0HsI
JBIDKCHUSIM TIPUPOJBbI: OHU OTPa3siT KoJieOaHUsI BOJH U CTPEMJICHHE BETPOB, POCT
KUBBIX CYILECTB M MOJET MTHUIl, TJIBIBYIIUE oOJlaka M, HAKOHEIl, MBICIIU 4YeJIOBEKa,
MbICTTH ero o Bcenennoii, B koTopoii oH xwuBer. Jla, oHa mnpumer, Oymymias
tannoBmuia. OHa mpugeT B oOpa3e CBOOOJHOIO Jyxa CBOOOJHOW >KEHIIHHBI
Oynymiero. Benukonenuem cBOUM OHa 3aTMHUT BCEX KEHIIUH, KOTOPHIE KOT/1a-TUO0
CYILIECTBOBAJIM, OHAa OyJEeT MpeKpacHee ETUINTSIHOK, IPeYaHOK, UTAIbIHOK — BCEX
KEHIUH Tpoiieamux crojeruii! Ee 3HaK — BO3BBINICHHEHITUN JyX B O€3rpaHUYHO
CBOOOJIHOM Telie!

1906 2.

Aemopuzoeannvli nepeeod A. HAxosnesa.

—Isadora Duncan, The Art, pp. 54-63. The Dance of the Future.

Aiicenopa /lynkan.
TAHEL BYAYILIEI'O.

OIHA XEHIIIMHA opHaxasl COpocWi MEHs, IMOYEeMYy 5 TaHIYIO C OOCBIMHU
HOTaMU, U g OTBETWI: "MajaM, s BEpIO B PEIUTHIO KPACOThI YEJIOBEUECKOU CTOMBI."
Hama otBetuna, "Ho s He aenaro [Tak]", u s ckazana: "Ho BBl JOKHBI [Ae7aTh Tak],
Majiam, il CAMOBBIPAKEHUSI U MHTEIJICKTA YEJIOBEUYECKas CTOMA SBJISETCS OJJHUM U3
Benuyanmmx TpuymdoB sBosronuu yenoeka." "Ho," ckazama gama, "S He Bepro B
sBoIOIMI0 yesoBeka". Ha uto g ckasama: "Mos 3ajaya 3akiodyeHa B KOHEYHOM
pesyiabTaTe. Bac ke s OTChUIalO K MOUM CaMbIM IOYUTAEMBIM YUUTEISIM, T-HY
Yapnwiy Hapuny u r-uy OpHcty ['ekkemo". "Ho," ckazana nmama, "S He Bepro B
HNapsuna u I'ekkens". B 3ToT MOMEHT s HE cMmoriia NmpuaymaTh Oojiee, 0 4eM emé
ckazaTb. MTak, BBl BUAUTE, YTOOBI YOSIUTD JIIOJICH, 1 HECY MaJjio IMOJIb3bl, U BOOOIIE
HEe J0JDKHA ToBOpuTh. Ho celfuac s mosiBUiIach M3 THIIK CBOETro KaOWHETa, ApoXKa U
3aMKasCh nepes myOauKou, ¥ Tereph MPOYXTaI0 BaM JIEKITHIO O TaHIle OyayIero.
Ecnu MBI uiieM peajabHbId MCTOYHUK TAaHIA, €CJIM Mbl HJAEM K MPUPOJE, MBI
Haxo0JIUM, YTO TaHEI[ OyJIYIIEro sBJISICTCS TaHIIEM IMPOILIOro, TAHIIEM BEYHOCTH, U
ObLJ1, ¥ BCer/1a OYJET TEM K€ CaMbIM.

JIBM>KEHHE BOJIH, BETPOB, 3€MJIM HAXOJMUTCA, TaK WJIHA WHA4Ye, B TOW K€ CaMOU
MPOYHOM TapMOHUU. MBI HE CTOMM Ha OEpery W He CIpaniuBaeM y OKeaHa, 4To ObLIOo
€ro JBI)KCHHEM B MPOIJIOM, U KAaKOBO OyJeT e€ro JABWXKEHHEM B OymyiieM. Mol
MOHUMAeM, YTO [BIDKEHWE, CIEeNU(PUYIHO €ro NPHUpOJe, BEYHO K €ro MPHUpPOJIE.
JIBuKeHrEe CBOOOJHBIX JKMBOTHBIX M TTHI[ BCETJa OCTAETCS B COOTBETCTBHH C UX
MIPUPOJIOHN, OCTAETCS MPEIMETOM NMEPBUYHON HEOOXOAUMOCTH, U XOUET TOM MPUPOIBI,
U €€ COOTBETCTBUS 3eMHOU mpupojae. TonbKo, KOrja Bbl MOJBEpPraeTe CBOOOIHBIX
KUBOTHBIX JIOKHBIM OTPaHUYEHUSM, OHH TEPSIOT CUIY MEPEeMENICHUsI B TApMOHUU C
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IIPUPOJIOH, U NPUHUMAIOT JABWKEHHUs, BbIPAXXKAIOIE OrPAHUYEHUS, HAJlaraeéMble Ha
HUX.

Tak ObUIO C LMBUIM30BAaHHBIM YEJIOBEKOM. J[BMXKEHMs AMKAps, KOTOPBIA XKW Ha
cBOOOZE B IOCTOSIHHOM KOHTakTe ¢ Ilpupomoi, ObulM HEOrpaHUYEHHBIMH,
€CTECTBEHHBIMM M KpacuBbIMU. TONBKO [BM)KEHHS TOJOr0 Tejda MOIyT OBbITh
COBEPIIEHHO €CTECTBEHHbIMU. UesioBeK, MpHObIBas K KOHIY LIMBUIIM3ALUHU, TOJKEH
OyZeT BO3BpaTUThCS K HArore, HO He K Oecco3HATEeNIbHOW HaroTe AuKaps, a K
CO3HATEJNIbHOW W TMpU3HAHHOW Harore 3penoro Yenoeka, ybe Teno OyAeT
rapMOHUYHBIM BBIPAKEHUEM €r0 TYXOBHOTO CYLIECTBA.

N neuxenuss sroro YenoBeka OyQyT €CTECTBEHHBIMM M KPAacCUBBIMH, IOAOOHO
APYrUM CBOOOIHBIM >KHUBBIM CYILIECTBAM.

JIBmkeHne DBceneHHOM, KOHUEHTPUPYACh B YEJIOBEKE, CTAHOBUTCA TEM, YTO
Ha3bIBAIOT BOJIS; HampuMmep, [ABIWKEHUE 3emiid, OyAydd KOHILECHTpaluein
OKPYXKaIOIIUX CHJ, JaeT 3eMJie CBOK WHIWBHUAYaJbHOCTh, CBOIO BOJIIO JBHIKCHHS.
Taxkum oOpa3om, KUBbBIE CYIIECTBA, TBOPEHUS 3€MJIM, IPUHUMAsSI B CBOIO OYEpPElb ITH
KOHIICHTPHUPYIOIINE CHIIBI B UX PA3IUYHBIX COOTHOIICHUSAX, KaK MEpPeaaHO UM 4Yepes
WX TIPEIKOB, U TeX, KTO XUBET HaA 3emJje, caMHu Mo ce0e Pa3BUBAIOT JIBUIKCHHE
JII0JIeH, KOTOPOE HA3hIBAIOT BOJIS.

Tanen 10oKeH OBITh MPOCTHIM, TOT/A [OyAET ACHCTBOBATH| €CTECTBEHHOE TATOTCHHE
ATOW BOJIM 4YeJIOBEKa, KOTOPOE, B KOHIIE KOHIIOB, HE OOJIbIIIE MU HE MEHBIIE, YeM
YeJioBeuecKas peTpaHCysius U mpeoOpa3oBaHue rpaBUTau BeeneHHOM.

[lIxoma Ganera ceroaHsi, CHOBAa TIIETHO OOPSICh MPOTUB €CTECTBEHHBIX 3aKOHOB
rpaBUTAllUM WM E€CTECTBEHHOW BOJIM YeEJIOBeKa, W paboras B cBoed Qopme u
JBIKCHUH B pasiiazie ¢ GopMOM U JABUKEHHUEM IMPUPOJBI, TPOU3BOIUT OECILIOTHOE
JBIKEHHUE, KOTOPOE HE JIaeT POXKACHUE OYAYIIero IBUXKCHHUS, HO KOTOPOE YMHUPAET,
KaK TOJbKO OHO CIEJIaHO.

Bripaxkenue coOBpeMEHHOM IMIKOJbI 0anera, B KOTOPOW Kakaoe NEeUCTBUE SBISACTCS
KOHIIOM, ¥ HUKAaKOe JBWXXEHHE, 103a WJIM PUTM HE IOCJIeJI0BATCIIbHBI WU MOTYT
OBITH CJICJIaHBI, YTOOBI Pa3BHUTh IOCIEAYIOIIEE JEHCTBHUE, SBISICTCS BBIPAKEHUEM
BBIPOXKJICHUSA U JCTCHEpAILMU, KUBOM CMEPTU. Bce NBHUKEHMS Halllel COBPEMEHHOM
OaJIeTHOM IIKOJIBI SBJISIIOTCS OCCIUIOIHBIMU IBUKEHUSMH, TTOTOMY UTO OHH SIBJISIFOTCS
HESCTECTBEHHBIMH: MX II€JIb COCTOMT B TOM, YTOOBI CO3JATh HWIUIIO3HIO, UYTO 3aKOH
BCEMHUPHOTO TATOTCHUS HE CYIICCTBYET IS HUX.

[TepBuunbie unu GyHIaMEHTATbHBIE IBIKCHHUS HOBOM IITKOJIBI TaHIA JOJDKHBI UMETh
B ce0e ceMeHa, U3 KOTOPBIX OyAyT pa3BUBATBhCSA BCE JPYTHE JBWKCHUS, KaXKI0€ B
CBOIO O4Yepe/lb, YTOOBI JIaTh POXKJICHHUE JPYTUM B OCCKOHEUHOM IOCIICI0BATCIBHOCTH
710 O6oJiee BBICOKOM M 0oJiee TTOJTHOW BBIPA3UTEIIBHOCTH, 10 00Jiee BBICOKMX MBICIICH 1
uaeH.

Tem, k1O, TEM HE MEHEe, Bce €mIé HaclakgaeTcs [0ajJeTHBIMM]| IBMIKCHHSIMH, II0
HUCTOPUYECKUM WJIH XOPEOrpapuUecKuM WM KaKMMU Obl TO HHU OBUIO JAPYTUM
npuyuHaM, TeM, s orBedaro: OHM HE BHIAT Jajbllie, 4eM [OKH U Tpuko. Ho
MMOCMOTPHUTE - 1O IOOKaMH, IO TPUKO TAHIYIOT JAe(HOPMHUPOBAHHBIC MBIIIIIHI.
[TocmoTpuTe emé panaplie - TOJM MBIIIAMH  J1e(OPMHUPOBAHHBIE  KOCTH.
JledbopMupoOBaHHBIN CKeJIET TaHIyeT Tepea BamMu. JTa jaedopmalrus BCICICTBUE
HEMIPAaBWJIPHOTO IUIaThsg M HENPABUIBHOTO JBHXKCHHUS - pe3yiabTaT OOydYCHHS,
HeoOXoaumoro A1 Oanera.
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banet npuroBapuBaet cedsi, OCyImecTBIss neopMalnio KpacuBOro KEHCKOro Tefal
Hukakne wucrtopuueckue, HHUKaKue Xxopeorpapuueckue NpPUYUHBI HE MOTYT
npeo0iaaaTh MPOTUB 3TOrO!

DTO MHUCCHUSI BCIKOTO HCKYCCTBA, - BBIPA3UTh CaMble BBICOKHME M CaMbIe KPaCHBBIC
uaeansl yenoBeka. Kakoil uaean Beipaxkaer Oaner?

Her, Tanen korma-To ObUT caMbIM OJIarOPOJIHBIM M3 BCEX MCKYCCTB; U 3TO JIOJKHO
ObITh cHOBa. C 00bIION TTTyOUHBI, HA KOTOPYIO OH yHaJl, OH JOJKEH ObITh MOJHST.
Tanmop Oyaymiero MOMKEH IOCTHYb CTOJbh OONBIIONW BBICOTBI, YTO BCEM JPYTUM
BUJIaM MCKYCCTBa JIOJKHA OyJIeT OKa3aHa MOMOIIb TAKUM 00pa3oM.

Jlns Toro, 9ToOBI BBIPA3UTh TO, YTO SIBJSETCS CaMbIM HPaBCTBEHHBIM, 3JI0POBBIM U
KpPacHBBIM B UCKYCCTBE - TO MUCCHS TaHIIOPA, U ATOMY 5 MTOCBSIIIAI0 CBOIO KU3Hb.

llepesoo: A.Ilanos.

Aiicenopa /lynkan
MO4 ’KU3Hb
BBEJAEHUE

Co3Haroch, MEHSI OXBaTUJ YKac, KOrJla MHE BIEPBbIC MPEJI0KUIN HATUCATh KHUTY.
S mpunuia B y’kac He IOTOMY, YTO JKU3Hb MOSI MEHEE MHTEpPECHa, YeM 10001 pomaH,
WIM B HEW MEHBIIEC MTPUKIIOYCHUH, YeM B QUIIbME, HE MIOTOMY, YTO MOsI KHHTa, JaXKe
XOpOIIIO HaNMCaHHas, HEe SBWIACH Obl CEHCAIlMel 3MOXHU, HO MPOCTO MOTOMY, UTO
IPEACTOSIIO €€ HamucaTh!

MHe noHago0UIUCh TOJbl UCKAaHUM, OOpbOBI U TSKEIOro TPyAd, YTOOBl HAYUUTHCS
clelaTh OJIMH TOJIBKO ECT, U S JIOCTATOYHO 3HAI0 HCKYCCTBO MHUChMA, YTOOBI
MOHSITh, YTO MHE MOTPEOYETCS CTOJBKO K€ JIET COCPENOTOYEHHBIX YCUIIUNA s
CO3aHMsl OJHOM MPOCTOM, HO KpacuBOMl (pa3pl. CKOJIBKO pa3 MHE MNPUXOIMIOCH
HOBTOPSITh, YTO MOKHO MPOJIOXKHUTH cebe JOpory K IKBAaTOpPY, MPOSIBUTH vyjeca
XpabpocTH B CXBaTKax CO JIbBAMU M TUTPaMU, MBITATHCS HAUCATh 00 ATOM KHHUTY H
NOTEPIIETh HEYAAuy, U B TO K€ BpEMs MO>KHO, HE TIOKU/1asi BEpaHbl, HATUCATh KHUTY
00 OXOT€ Ha TUTPOB B JUKYHIJISIX TaK YyBJIEKATENbHO, UYTO YUTATENM TOBEPST B
MPaBAUBOCTh aBTOPa, OYIyT BMECTE C HUM IEPEKHUBATh €r0 CTPaJaHUs U TPEBOTH,
YyBCTBOBATh 3alax XHUIIMHUKOB M OIIYIIATh CTpax MPHUOIMKEHUS TPEMydei 3MeH.
Kazanoch, OynTro Bce CYIIECTBYET TOJIBKO B BOOOPKEHHH M UYTO YAUBUTEIHHBIC
COOBITHS, CIIYYHBIIIHECS CO MHOM, TIOTEPSIOT CBOIO OCTPOTY TOJIBKO TIOTOMY, YTO 51 HE
obnanaro nepom CepBaHTeca wiu gaxe Ka3aHoBBI.

Hanee. Kak moxxeM Mbl HamucaTh mpaBay o camom cebe? Jla u 3Haem nu Mbl ee?
CymiecTByeT MHOXKECTBO MPEACTABICHUM O HAC: HaIlle COOCTBEHHOE, MHEHUE HAIINX
npy3eii, T0O00BHUKA U, HAKOHEII, BParoB. ¥ MEHsS €CThb OCHOBATEIbHBIC IPUUMHBI ATO
3HATh: BMECTE ¢ Ko)e MHE MOJABAIN MO yTpaM Ta3eTHBIC PELCH3UH, U3 KOTOPBIX S
y3HaBasla, YTO S KpacuBa, Kak OOTWHS, W TCHHAIbHA, €IIe HE TMepecTaB PaJOCTHO
yIIbI0aThCs, s Opana apyroil TUCT M y3HaBaja, 4To s OecTajaHHa, III0XO CIOXKEeHa U
HACTOsIIAasl €XUJIHA.

S cxopo mepecTania YUTaTh KPUTHKY CBOEH paboThl. Sl He mMoria TpeGoBaTh, 4TOOBI
MHE JIOCTABJISJIM TOJIBKO XOpOIIHWE OT3BIBBI, a JYPHBIE CIMIIKOM PacCTPAUBAIA U
npoOyKJIanu CKBEpHbIe WHCTUHKTHL. B bepiaumHe oaMH KpUTHK OCHIIAT MEHS
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OCKOPOJICHUSIMU, YTBEPKAasi, MEXKIY MPOYUM, YTO S COBEPILICEHHO HeMY3bIKalibHa. S
Halucajia eMy, yMOJIsisl IOCETUTh MEHS U BhIpaxkasi 0€3yCIOBHYIO YBEPEHHOCTbh, UTO
MHE yJactcsi yoeauTh ero B mpoTuBHOM. OH MpUIIEN, U sI, CUSA IO JPYTYI0 CTOPOHY
CTOJIa, TMOJTOpAa Yaca TOJIKOBAJIA €MY O CBOMX TEOPHUSX 3PUTEIBHOIO JBHKCHUS,
CO3JIAaHHOTO MY3bIKOM. fl 3aMeTnIIa, 4TO FOCIOINH 3TOT OYEHb COJIUJICH U MPO3anyeH,
HO KaKOBO OBLJIO MO€ yJIHUBJICHUE, KOTJIa OH BBITAIIMI U3 KapMaHa CIyXOBYIO TPYOKY
U COOOIIMJI MHE, YTO COBEPILICHHO TIyX U Jaxe 4Yepe3 POKOK MOYTH HE CIBIIIUT
OpKECTpa, XOTS W CHUIMT B MEPBOM psAny kpecen! BOT kakuM oKaszalcs 4EJIOBEK,
B3MJISIZIbI KOTOPOTO MYUYHJIM MEHSI B TEUEHUE HECKOJIBKUX HOYEH. ..

Kak e onucath cedsi B KHUTE, €CJIM MOCTOPOHHUE C Pa3HBIX TOYEK 3PEHUS BUIAT B
Hac pa3nuuHbiX moger? Onucate nu ce0s B BHJE LEIOMYAPEHHOM MaaoHHBI,
Meccanunbl, Marganuasl win Cunero Yynka? ['me mMHe HaiiTh oOpa3 >KEHIIUHBI,
MEePEKUBILIEH BCE MO MPUKIFOYEHUS ?

KenmmHa wim MyKUMHA, KOTOpPHIE HANUIIYT MOpaBAy O CBOEH XKM3HHU, CO3MaAYyT
Benuuaiiiiee npouspegeHue. Ho MCTUHY O CBOEH KU3HM HUKTO HE OCMEJIMBAETCS
Hanucath. JKaH-Kak Pycco mpuHEC YeI0BEUECTBY ATy BEIMYAHIIYIO KEPTBY H
CIAEpHYJ 3aBeCy C TAaWHMKOB CBOEH NYIIH, CO CBOMX CAMbIX COKPOBEHHBIX AYM HU
MBICJIEH, B PE3yJIbTAaTE€ YEro W POAWIACH BEIUKasg KHUTA. YOTT YHUTMaH OTKpPBUI
npaBay Amepuke. Ero kaura Obia 0HO BpeMs 3ampelieHa Kak «0e3HpaBCTBEHHAs.
Bripaxkenne 3T0 KaxeTcss HaM Tenepb HesnenbiM. Hu O/lHa JKEHIIMHA HUKOTAA HE
CKa3zaja TMOJHOW MpaBabl O CBOSH Ku3HH. ABTOOHMOrpadUM 3HAMEHUTHIX >KCHIIUH
SBJISIFOTCS YKMCTO BHEIIHUM OTYETOM, IIOJHBIM MEJKHUX JIeTae W aHEKIOTOB,
KOTOpbIE HE Jal0T HHUKAKOTO TOHATHUS 00 WCTHHHOW u3HU. OHHU CTPaHHO
3aMaJTYMBaIOT BEJIMKWE MUHYTHI PaJOCTH WA CTPAJaHUs.

Moe HCKycCTBO — MOMNBITKA BBIPA3UTh B KECTE€ WU JBW)KEHUU MpPaBIAy O MOEM
CymectBe. Ha rmazax y myOnMKe, TOJINUBLICHCS HA MOMX CIEKTaKISAX, S HE
cMymaiack. Sl OTKpbIBajga €l caMble COKPOBEHHbIE IBWKEHUS nymu. C camoro
Hayvajia KU3HM s TaHleBajna. PeOeHKOM s BbIpakaja B TaHIIE MOPBIBUCTYIO PaloCThb
pocTa; MOAPOCTKOM — PANOCTh, MEPEXOAAIIYI0 B CTpax IpPU IMEPBOM OILIYIIEHUU
NOJIBOJHBIX TEYEHHH, cTpax Oe3KAIOCTHOM IKECTOKOCTH U YHUYTOXKAIOUIETO
NOCTYMATENBHOTO X0/1a KU3HU.

B Bo3pacTe miecTHaAaTH JET MHE CIY4YWIOCh TaHIEBaTh TMepen MyOonukoi 6e3
MY3bIKHA. B KOHIIE TaHIIa KTO-TO U3 3pUTeNel KpUKHYI: «I9T0 — JleBymika u CMepTh»,
U C TeX NOop TaHel cTan Ha3biBaThes «JleBymka u Cmeptb». Ho s He 3TO XOTena
M300pa3uTh, s TOJHKO MBITAJIACHh BBHIPA3UTh MPOOYKIAIoIIeecs: CO3HAHUE TOTO, YTO
MO/, KayKJIbIM PaJlOCTHBIM SIBIICHUEM JICKUT Tparudeckas MoAkiajaka. TaHel 3ToT, Kak
s ero TMoHMMaJa, JOJDKeH OblT HasbiBaThes «JleBymika m JKusuby. [lo3ke s Hauvana
n300pakath cBOrO 60pKOY ¢ JKu3HbI0, KOTOPYIO MyOsnKa Ha3zbiBana CMepThIO, U MOH
MONBITKY BBIPBATh y HEE PU3PAYHBIE PAJIOCTH.

Uto MokeT OBITh JANbBIIEC OT JCHCTBUTEIBHOW >KH3HCHHOW JIMYHOCTH, YeM TepOi
WIN TEepOWHS 3aypsAIHON KuHemaTorpaduueckod mbechl win poMana? OOBIYHO
HaJICJICHHBIE BCEMU KauyeCTBAaMU, OHM HE OBLIM OBl CIIOCOOHBI COBEPIIUTH JTYPHOTO
noctynka. OH HagenseTcss 6J1aropoICTBOM, XpaOpPOCThIO, CMEIOCTHIO U T. 1., U T. .
OHa — HEeMOpPOYHOCTHIO, 100pPOTON U T. A. Bece Xyauime cBoiicTBa M IpeXy CO3AaHBI
JUISL 3710/1€51 U «IYyPHOW >KEHUIUHBD), B TO BpEMsl, KaK B JECUCTBUTEIILHOCTH, KaK HaM
M3BECTHO, HE OBIBACT HU IUIOXUX, HH XOopomux ntoaei. He Bce mpectymaroT necsth
3amoBe/ield, HO CIOCOOHBI Ha 3TO 0E3yCIOBHO Bce. BHyTpm Hac CKpbIBaeTcCs
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HapyIlIUTeNlb 3aKOHOB, TOTOBBIM NPOSBUTHCA TMPU TMEPBOM YIOOHOM cllydae.
JloOpopeTenbHbIe JIFOJU TOJIBKO T€, KTO HE UMEN J0CTaTOYHO CO0JIa3HOB, TOTOMY UTO
XUBYT PACTUTEIbHOW >KU3HBIO, UIU T€, KTO JO TAKOW CTENEHH YCTPEMIISIIOT CBOU
MTOMBICJIBI B OJTHOM HAIMpaBJICHUH, YTO HE UMEIOT BPEMEHU B3TJIIHYTh BOKPYT ceOsl.

Sl omHaXIBI cMOTpena yIUBUTENbHYIO (UIbMY, Ha3BaHHYIO «Pelbchbl», cO3MaHHYIO
Ha TEMY O TOM, YTO *H3Hb UEJIOBEUECKUX CYIIECTB M0I00HA MapOBO3Y, UAYIIEMY IO
ompeneneHHoMy TnyTd. Eciau mapoBo3 CXOOUT C  pelabc WM BCTpEYaeT
HETMPEeOo0JIMMOe MPENSATCTBUE, MPOUCXOAUT KaTacTpoda. CuacTivB TOT MAIIMHUCT,
KOTOPBIN, YBUSI TIepe] COO0M KpyTOil CIYyCK, HE YYBCTBYET JIbSIBOJILCKOTO >KEJIAHUS
npeHeOpeyb TOPMO3aMH U PUHYTHCS K THOEIIH.

MeHst uHOTIa CIipallivBajIy, CYUTAIO JIK s JTIOOOBb BBINIE UCKYCCTBA, U S OTBEdasa,
YTO HE MOTY MX pa3AeiisTh, TaK KaK XYIAOKHUK — €IUHCTBEHHBIA HACTOSIIUN
JM000BHHUK, Y HETO OJTHOTO YMCTHIN B3IJISIT HA KPacoTy, a JIF0OOBb — 3TO B3I TYIIIH,
Korjia ei JaHa BO3MOXKHOCTh CMOTPETh Ha OECCMEPTHYIO KPacoTy.

OnHolt M3 caMbIX 3aMeydaTeIbHBIX JIMYHOCTEH HAIIEro BPEMEHU SIBISETCS, MOXKET
ObITh, ['aOpudb ' AHHYHIIMO, XOTSI OH HEBBICOK POCTOM U MOKET ObITh Ha3BaH
KPacHBBIM TOJIKO TOT/Ia, KOTJIa €ro JIMIIO OCBEIIAaeTCs BHYTpeHHHM orHem. Ho,
oOpamasch K TOW, KOro JIIOOUT, OH CTaHOBUTCA HacTOSIKUM DedoM-AmoIIoHOM U
noOuBaeTcs JIFOOBU CaMbIX BEJIMKMX M MPEKPACHBIX KEHIIMH Hamwux jaHed. Korma
1’ AHHYHITMO JIIOOUT KEHIIIMHY, OH IMOJHUMAET €€ AyX 10 00KECTBEHHBIX BBICOT, TJIE
Butaetr bearpuue. OH TmpeBpaiiaeT KakAylr KEHIIUHY B 4YacTh 00XKECTBEHHOM
CYIIHOCTH M YHOCHUT €€ BBBICh, TIOKa OHa HE MPOHUKAECTCS BEPOU, UTO HAXOAUTCS C
bearpuue, o koropoit [lante cren cBou OeccmepTHbie cTpodnl. B Ilapuxke Obuio
BpeMs, KOrjla KyJabT J AHHYHIIMO JOCTHT TaKOW BBICOTBI, YTO OH OBUI JIOOUM
caMbIMHU 3HaAaMEHUTHIMHU KpacaBuiiamu. OH oOJeKan Toraa KAyl H30paHHMILY IO
ouepenu B Oiectsamee MokpbiBaso. OHa TOJHMMANACh HAJ TOJOBAMH IPOCTHIX
CMEpPTHBIX M IIECTBOBala, OKpPYKEHHas 4YyIHbIM cusHueM. Ho kampu3 mnosTa
IPOXOANII, MOKPHIBAJIO CIAaji0, CUSSHUE MEPKJIIO, U JKEHIIIMHA CHOBA IIPEBpaIIaIach B
OoOBIKHOBEHHOE cyImlecTBo. He oTmaBas cebe oryeTta B TOM, 4YTO COOCTBEHHO
CIIy4yWJIOCh, OHA JIMIIb CO3HaBaJla, YTO BHE3AHO BEPHYJach Ha 3EMIIIO W,
OTJISIAABIBASICh HA CBOM 00pa3, MepeBOIUIONIEHHBIN TI000BbIO 1" AHHYHIIMO, HAYMHAJIA
MOHUMAaTh, YTO HUKOT/Ia B )KU3HU HE HaWAeT OoJbIne renus Jro0Bu. OmiakuBas CBOO
cynb0y, OHa MIPUXO0aMJIa Bce B OOJIbIliee U OOJIbIlIee OTYASTHUE, TTOKa JIFOAH, TSI Ha
Hee, He HauMHalIu ToBOpuTh: «Kak mor 1’ AHHYHIIMO JIOOUTH TaKkylo 3aypsiaHYIO
3aIlUIaKaHHYI  KeHIuHY?» [abpwdnb a1’ AHHYHIIMO OBUI  TaKUM — BEJTUKUM
T000BHMKOM, YTO MOT Ha MTHOBEHHE NPHUIaTh OO0JIUK HEOECHOro CYIIECTBAa caMoOu
OOBIKHOBEHHOW CMEPTHOM.

TosibKO OAHA KEHILMHA B >KM3HU 1103Ta MOIJIA BBIAEPKATh Takoe ucrbiTaHue. OHa
cama Obla TepeBOIUIONIEHUEM OokecTBeHHOUM bearpude, u 1’ AHHYHIIMO HE HAIO
OblJI0 HaOpachkiBaTh Ha Hee MOKphIBama. Sl Bcerma cumtana, yto DneoHopa Jlyze —
HCTUHHOE MEPEeBOIUIOIIEHHE NAaHTOBCKOW bearpuye M mostomMy, NpeKIOHSACH Mepes
HeW, 1’ AHHYHIITMO MOT TOJIBKO MacTh Ha KOJEHU. BO BceX Npyrux >KEHIIUWHAX OH
HaxoJWJl TO, YTO JaBaJl caM; OJIHa DJEOHOpa MNapwia HajJ HHUM, BCEIIAsl B HErO
00KECTBEHHOE BJJOXHOBEHHUE. ..

Kak Mamo 3HarT moam o cuiie TOHKOH jiectu! BommeOHas moxBana g’ AHHYHITHO
MO-MOEMY TO K€ JJIT COBPEMEHHOM JKEHIITUHBI, 4eM ObLT 111 EBBI rosioc 3mes B paro.
JI AHHYHIIUO MOXET KaXAYI0 KEHIIMHY 3aCTaBUTh YYBCTBOBAaTh CEO0sl LIEHTPOM
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BCEJICHHOW. MHE BCIIOMHHAETCS OJIHA 3aMedaresibHas Mporynka ¢ Hum B @ops. Mel
OCTaHOBWJIMCH U 3amoydaiiv. Bapyr 1’ AHHyHImo Beckpuuai: «O, Alicenopa, ¢ 0OJJTHOIO
BaMHU MOKHO BCTymnath B oOmenue c¢ [lpuponoil. Paaom ¢ npyrumu >keHIIMHAMU
[Ipupona ucuesaeTt, Bbl 0JHA cTaHOBUTECHh YacThio Eey». (Kakas xeHmuHa moria Obl
YCTOSITh Tepe]] Takou oleHKoi?) «Bbl cocTaBisere 4acTh 3el€HU U Heba, BbI —
BepxoBHast OoruHs Ilpuponsl...» B 3ToM 3akmtouancss reHuid 1’ AHHYHIIMO: OH
yOexaan Kaxayro )KeHIIUHY, YTO OHA OOTHHS TOTO WJIM MHOTO MHUpA.

Jlexa 3nech, Ha KpoBaTu B Herpecko, s MbITalOCh ONPENEIUTh TO, YTO HA3bIBAETCS
namMATei0. Sl 4yBCTBYIO, KAaK MEYET KOKHOE COJNIHLE. S CIibllly rojoca JIeTeu,
UTPAIOIIMX B COCEHEM MapKe, S OUIYILIAK0 TEIUIOTY COOCTBEHHOro Tena. S risbKy Ha
CBOM OOHaXEHHBIE HOTH W BBITSATUBAIO MX, HA HEXHYIO TPY/Ab, HA PYKH, KOTOPHIC
HUKOTJ]Ja HE OBIBAIOT CIOKOWHBI, a MATKO U BOJHOOOPA3HO IBUWXKYTCA, U BIPYT
CO3HAI0, YTO YK€ JIBEHAJUATh JIET 1 YTOMIIEHA, B TPYJIN TAaUTCA HEMPEKPAIIAIONIAsACs
00J1b, Ha pyKax JICKUT MedaTh IPYCTH, U, KOTJa s OJHA, IJa3a PeiKo ObIBAIOT CYyXH.
Crnessl NbIOTCA YK€ ABEHAJLATh JIET, C TOrO AHS, KOTJIa MEHS, CISUIYI0 Ha JPYyrOM
Joxe, pa3Oyaus rpoMkuil Kpuk. I obepHynach W yBuzena JI., KOTOpwlid Kazaics
TSDKENO0 paHeHbIM: «JleTu yOuTHI. .. »

[TomHIO, MEHSI OXBATWJIO CTpaHHOE OOJIE3HEHHOE COCTOSIHUE; B TOPJIE KIJI0, OYITO S
MIPOTJIOTHIIA PACKAJIEHHBIN yrojb. Sl HE MOIJIa OHATH; 1 HEXKHO 3arOBOPHIIA C HUM,
MBITANIaCh YCIOKOUTh, CKa3aja, 4TO 3TO HE MOXKET OBbITh MpaBioi. 3aTeM BOLUIH
Ipyrue, HO s HE MOIJja BOCHPUHATH mpoucuienmero. [losBuiics yenoBek ¢ TEMHON
00poJ10H, TOKTOP, KaK MHE CKa3aju. «ITO HempaBia, — CKa3aj OH, — i UX CHacy».

S emy noBepua, XoTelsa IOWTH BMECTE C HUM, HO MEHs yepanu. Bniociencrsuu s
y3HaJa, 4TO MEHS HE MYCKaJi, TaK KaK HE XOTeJNH, YTOOBI s 3Haja, 4YTO HAJACXK bl HET.
bosimucek, 4TO yAap JNMIIMT MEHsA paccyaka, HO B TO BpeMs s Oblla B CTPAHHO
NPUIIOHATOM COCTOSIHMH. Bce BOKpyr MeHs Iiakaiu, HO MOM ria3a ObUIM CYXH, U 5
UCHBITBIBAJIa OTPOMHOE JKellaHue yTemarh Apyrux. OOpamasich K MpoIUIOMY, MHE
TPYJIHO TIOHITH CBO€ HEOOBIKHOBEHHOE HAacTpoeHHe. bbuia Ju s NeWCTBUTENHHO B
COCTOSIHMM SICHOBUJICHHMS, CO3HaBas, YTO CMEPTH HE CYLIECTBYET, U YTO 3TH JBE
MaJIeHbKHE XOJIOAHbIE BOCKOBbIE (DUT'YPKH — HE MOM JIETH, a TOJBKO UX COPOIICHHBIC
mOoKpoBbI? UTO Jaymu MOWX JIeTe KUBYT B CHUSSHUM W OYIyT BEYHO XUTh? TOJBKO
7IBa pasza paslaercs KpUK MaTepH, KOTOPHIA OHa CIBIIIUT OYATO CO CTOPOHBI: MPH
POKIEHUU W TIpu cMmepTu pebeHka. Korjma s mouyBCcTBOBajga B CBOMX pPyKax 3TH
XOJOJIHbIE PYYKH, KOTOpPhIE HHUKOTJA OOJBIINE HE MOXMYT MOUX, S YCJbIIana MOU
KPHUK — TOT K€ KPHUK, KOTOPBIM 5 ClblIIajIa IpU poaax. Ilouemy TOT ke — onuH pa3s
KpUK Bbiciieil Pamoctu, apyroi — [leuyanu? He 3Hato mouemy, HO 3Har0, 4TO TOT Ke€.
MosxeT ObITh, BO Bceli BcenenHoii cymectByer Bcero oauH Boruib, Bomas Ileuann,
Panoctu, Ynoenus, Ctpaganus, Bomis Kocmoca?

*
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Jlynxan A. Taney 6yoyweeo. Ilnoc pexnamuuiii npocnexkm om 1921 2ooa.
Lpusicusnennoe uzdanue. zoamenvcmeo. HMz-60 3aps. 1908 2. 31 cmp. [lepennem:
Msazexuii. @opmam. Ymenvuiennviil.

Ilepesoo ¢ nemeykozo noo peoaxyueti A. Mayxesuua. 1'00 uzoanus Ha KHuze He
yrazan. /| AUCEJJOPA JIVHKAH (anen. Isadora Duncan, 1877—1927 ypooicoénnas
Dora Angela Duncan) - amepuxanckas manyoswuya, cHumaemcs
OCHOBONONIONCHUY el c80O00H020 maHya - npeomedu manya mooepH. Mcnonvzosana
OpesHezpeyecKylo NiacmuKy, XUmon emecmo 0anemuo20 KoCcmioma, omcymcmeue
ooyeu. B 1921—1924 sicuna 6 Poccuu, opeanuzosana cmyouro 6 Mockee. B 1922 2.
sviuina samyaic 3a Cepees Ecenuna u npunsina poccutickoe epaxcoancmeo. B 1924 .
sepuynace 6 CILLA. 14 cenmsabps 1927 6o @panyuu [{ynkan noeubna 8 peyiomame
HecuacmHo2o cay4as: ee OJUHHbIL Wapg 3anymaics 6 Kojiece agmomoouss, 6
KOMOpOM exana maHyoswuya, u yoyuuiu ee.

* THE ART OF THE DANCE == UCKYCCTBO TAHIIA -

The Dance, by Isadora Duncan. With an introduction by Mary Fanton Roberts.
Edition : New York : The Forest press, cop. 1909. Note : Dans : The Tonchstone.
October 1917. Material description : I vol. (28 p.)

THE DANCE [OF THE FUTURE]
BY ISADORA DUNCAN
AUTHORIZED EDITION

INTRODUCTION

IT is far back, deep down the centuries, that one’s spirit passes when Isadora Duncan
dances; back to the very morning of the world, when the greatness of the soul found
free expression in the beauty of the body; when rhythm of motion corresponded with
rhythm of sound; when the movements of the human body were one with the wind
and the sea; when the gesture of a woman’s arm was as the unfolding of a rose petal,
— the pressure of her foot upon the sod as the drifting of a leaf to earth.

The morning of the world when the great primitive joy of living, — joy in the sun,
the wind and the rain, in the motion of trees and waves, in the beauty of blue hilltops
and fragrant flowers, found the expression it was meant to have from the beginning, it
was inevitable that there should be a joy in every movement, whether its meaning
was ecstacy, tenderness, regret, sorrow, reverence or renunciation, that expressed the
greatest beauty of which the human soul was capable. When man and the universe
moved together in rhythmic harmony, and all the fervor of religion, of love, of
patriotism, sacrifice or passion expressed itself to the measures of the cythara, the
harp or the timbrel; when men and women danced before their gods and their
hearthstones in religious ecstacy, or out in the forests, and by the sea, because of the
joy of life that was in them, it had to be that every strong, great or good impulse of
the human soul poured from the spirit to the body in perfect accord with the rhythm
of the universe.

19



The Greeks, perhaps more than any other of the ancient races, knew and expressed
these wonderful secrets of universal rhythm. In what we have left of Greek painting
and sculpture one cannot escape the sense of an intimate understanding of the
mysteries of motion, which Nature has withheld from the unthinking and the
unseeing of all time; and the Greek dancers, consciously or unconsciously, moved
always in this perfect harmony with the scheme of Nature’s movements. Study, if you
question this, the Greek sculpture as shown in the frieze of any old temple, or note,
not once but many times, the pose of the dancing figures painted on a Greek vase,
and you will find that there is never any mistake in rhythm. In the childish figures,
the movements, however perfect, are those that express the child feeling; the
paintings of Greek youth have again the motion that belongs to youth and joyousness;
the older figures, graceful and strong, are still another development of life, and all
have the absolute rhythmical sequence from which Nature herself never varies.

Thus the Greek dance, — and this Miss Duncan will tell you, — is not a national or
an individual expression of rhythm. It is the dance of all times, of the past and of the
future. It is putting into motion a knowledge of Nature’s ways and of the perfection
of human physical attainment. It is the dance of all people and all ages — or of none
— as the races of men open their souls to Nature’s laws and live in her ways,
embodying her beauty and her truth.

Such dancing as this is at its best out in the sunlight, with harp and flute and
woodwind strains; yet so great is the magic of Isadora Duncan’s dancing that, even in
a modern theatre, she makes you forget that you are hedged in by foolish walls, and
with music and motion she carries you with her back to wild woods and the god Pan,
with his flute and dancing nymphs, mad with the sun and the wind and love.

From the moment the orchestra begins and the folds of a green curtain part, and a
figure clad in gauze of a sunlit hue or the gray of moonbeams or the azure of pale
dawn blows past a background that gives the effect of a soft pale cloud-bank, “the
dull thoughts of today” drop away and the vision is filled with the great, majestic,
simple beauty of the dawn of years. If the Winged Victory could sway and bend from
her high pedestal in the Louvre, the motion would be surely the same as that which
Miss Duncan shows us in the series of dances picturing “Iphigenie en Aulide,” which
she has created for the music of Gluck. And though Greek in effect, because we are
accustomed to think of the most perfect dancing as Greek, and because there is no
lovely frieze of pagan Athens that is not recalled, it is truly the natural dance of the
world. There is such abundance and splendor of beauty in each different movement
that the fecund strength of Earth herself, the worship of all gods, the gentle joy of all
childish hearts, the glad welcome of all lovers, is there. Your heart beats and your
eyes are moist, and you know that such perfect moments are years apart, even in
happy lives. And then the figure melts back through the green folds and you
remember that when Isadora Duncan danced in Paris the great artists and poets,
unafraid of tears, wept and congratulated each other for such rare joy. It is most
extraordinary — the impression this woman leaves with you even when the dance is
over and the stage empty! You fancy a blue dome arching overhead, with glimmering
stars to catch her eyes and sweet winds blowing all her draperies and flowers growing
thickly for so light a foot to tread.

You do not recall a single “step” of all the dancing, for this woman of the hilltops
has no practiced “stunt” to remember and repeat. And there are no imitators of
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Isadora Duncan, because, as yet, there have been no other women to give their whole
lives to seeing clearly what beauty means, to seeking it sincerely, to relinquish all that
is not in harmony with Nature’s simple, perfect ways. Miss Duncan dances as she
feels, and so to imitate her dancing would necessitate first of all the work and study
that would enable one to acquire her quality of calm, lucid thought and serene spirit,
for one does not put on greatness with a smile after a term of lessons.

One has heard much of Isadora Duncan since she first danced in New York ten years
ago in Ethelbert Nevin’s studio at Carnegie Hall. Then she was acclaimed by a few
appreciative people as doing rare and lovely things, but the full creative significance
of her work was not realized. Her dances were thought pretty in her way, as
Carmencita’s were in another, and so on, — not but what Carmencita is a passionate
delight, but that is another story. Then, with her bits of rose and gray gauze, her
ideals and her courage, she sailed away to Germany. There, she chanced one night to
dance in the studio of a popular artist, — Franz Stuck’s, I think, — and instantly the
art world of Munich went wild over her work. Genius is a rare thing, even in Munich,
and much appreciated there, and the artists were not slow to recognize an art so great
that it stretched back to Phidias and reached out to all eternity.

It was in Munich that Miss Duncan’s dancing was established as a definite,
significant art; it was also in Germany that she acquired the confidence in her work
which enabled her to start her school and prepare to perpetuate in “The Dance of the
Future” the art she had already created and developed. And, if there is to be a dance
of the future, worthy to be acclaimed as a great art, it must surely spring from this
sane return to simplicity, beauty and truth. As Miss Duncan has said in her lectures:
“All other arts have recognized that great art must be nude art. Dancing alone has
feared the nude.” And yet, dancing has not hesitated to sink into pitiable depths in
suggesting the nude and in obscene allusions to it. Indeed, many of us have gone so
far, — especially in dancing, — from all truth and purity that we seek for vulgarity
through the nude instead of recognizing it as one of the great elements of all supreme
plastic art. Believing this, as did the Greeks, Miss Duncan has dared to insist upon
incorporating this element into her art, and so, to the terror of the prude and the
interest of the vulgar, she dances with limbs bare and uncorseted body draped only
with blowing gauze, which reveals when she moves every exquisite emotion she has
trained herself to portray.

To what extent shall I be misunderstood, — but certainly not by Miss Duncan, — if
right here I say that, with the exception of her dancing, I know, in the Occident at
least, no wholly spontaneous expression of the dance impulse except the genuine
ragtime of our own country? Here, again, is the dance of a simple people made an
expression of the most primitive emotions, and when done by the negroes themselves
it is full of the grace of all natural things. It is the true and rhythmic expression of the
way these people feel about life, and so it has the essential beauty that such an
expression never fails to hold.

For five years Miss Duncan studied Beethoven’s Symphony in F before venturing to
present it to the public. It is an interesting coincidence that Wagner in his “Art-work
of the Future” has said of this Symphony of Beethoven that it is “the Apotheosis of
Dance,” and that Miss Duncan should have danced the Symphony for the first time
before Frau Cosima Wagner. So thrilling, so penetrating is the pulse of this dance that
it is not difficult to understand how one night when Miss Duncan was dancing in
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London, Ellen Terry, who was watching the performance for the first time, suddenly
sprang to her feet, tall and beautiful, turned around to the audience, and exclaimed
with dramatic earnestness: “Do you realize what you are looking at? Do you
understand that this is the most incomparably beautiful dancing in the world? Do you
appreciate what this woman is doing for you — bringing back the lost beauty of the
old world of art?” It was thus that these two great artists met and that a sincere,
lasting friendship began.

And it was even thus that one felt in New York, when, during the first week of this
“incomparable dancing,” the audience yawned and sneered and mourned for ladies in
spangles calling for lovers. That it was possible for an artist to dance through such a
wall of artificial standards and vulgar feeling is a high tribute to the quality of Miss
Duncan’s courage and intention. Of course, such a situation would not have been
possible in New York in midwinter, when our poets, painters, sculptors and writers
are in town at work and play. But fancy the righteous indignation of the person who
went forth on a warm evening in a Broadway-comic-opera frame of mind to be
greeted with Gluck and Beethoven and a presentation of beauty so simple that it
somehow seemed to become quite subtle. Later, toward the end of the engagement, it
seemed like a personal triumph to the writer when Miss Duncan finally secured an
ovation from this very audience who, with tears in their eyes, would not leave the
theatre without encore after encore, more Chopin, more Beethoven, more, again and
again, of great music allied to the greatest dancing New York has ever known.
MARY FANTON ROBERTS

THE DANCE BY ISADORA DUNCAN

1 AM asked to speak upon the “Dance of the Future,” — yet how is it possible? In
fifty years I may have something to say. Besides I have always found it indiscreet for
me to speak on my dance. The people who are in sympathy with me understand what 1
am trying to do better than myself; the people who are not in sympathy understand
better than I why they are not.

Duncan, Isadora.
THE DANCE OF THE FUTURE.
pp. 54-63.

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. |
refer you to my most revered teachers, Mr. Charles Darwin and Mr. Ernest Haeckel.”
“But,” said the lady, “I do not believe in Darwin and Haeckel.” 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 [ am brought from the seclusion of my study, trembling
and stammering before a public and told to lecture on the dance of the future.
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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 inquire 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 its nature. The movement of the free animals and
birds remains always in 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 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 in 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 is 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,
is 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.

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
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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 is
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, 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
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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 its balance. One of the legs
1s half raised; if 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 in 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.
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 |
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, in 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 [ 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, 0
Demeter of the Holy Garland,” I continued, “it is true that the beautiful maidens of
your broad-wayed earth would not admit me of their company; still I have thrown

25



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, O 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 it might be
preserved, my work would not have been in vain; this one form would be a gain; it
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 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
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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 in our museums and which are constantly presented to
us as perfect 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 1deal 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 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 is 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. © 1909.

Modern Dance
ISADORA DUNCAN
THE DANCE OF
THE FUTURE

A woman once asked me why I dance with bare feet and I replied, “Madame, 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. |
refer you to my most revered teachers, Mr. Charles Darwin and Mr. Ernst Haeckel.”
“But,” said the lady, “I do not believe in Darwin and Haeckel” 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 inquire 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 its nature. The movement of the free animals and
birds remains always in 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 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 spirtual being.

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

The school of the ballet of today, vainly striving against 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,
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is 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.

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!

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 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 differirrg 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
health1 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 the
healthy and beautiful children. The dancing school of the future is to develop and to
show the ideal form of woman....

(1902 or 1903)

Isadora Duncan “The Dance of the Future”

I confess that when it was first proposed to me I had a terror of writing this book.
Not that my life has not been more interesting than any novel and more adventurous
than any cinema and, if really well written, would not be an epoch-making recital, but
there's the rub-the writing of it!

It has taken me years of struggle, hard work and research to learn to make one
simple gesture, and I know enough about the Art of writing to realise that it would
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take me again just so many years of concentrated effort to write one simple, beautiful
sentence. How often have I contended that although one man might toil to the
Equator and have tremendous exploits with lions and tigers, and try to write about it,
yet fail, whereas another, who never left his verandah, might write of the killing of
tigers in their jungles in a way to make his readers feel that he was actually there,
until they can suffer his agony and apprehension, smell lions and hear the fearful
approach of the rattle-snake. Nothing seems to exist save in the imagination, and all
the marvellous things that have happened to me may lose their savour because I do
not possess the pen of a Cervantes or even of a Casanova.

Then another thing. How can we write the truth about ourselves? Do we even know
1t? There is the vision our friends have of us; the vision we have of ourselves, and the
vision our lover has of us. Also the vision our enemies have of us-and all these
visions are different. I have good reason to know this, because I have had served to
me with my morning coffee newspaper criticisms that declared I was beautiful as a
goddess, and that [ was a genius, and hardly had I finished smiling contentedly over
this, than I picked up the next paper and read that I was without any talent, badly
shaped and a perfect harpy.

I soon gave up reading criticisms of my work. I could not stipulate that I should only
be given the good ones, and the bad were too depressing and provocatively
homicidal. There was a critic in Berlin who pursued me with insults. Among other
things he said that [ was profoundly unmusical. One day I wrote imploring him to
come and see me and I would convince him of his errors. He came and as he sat
there, across the tea-table, I harangued him for an hour and a half about my theories
of visional movement created from music. I noticed that he seemed most prosaic and
stolid, but what was my uproarious dismay when he produced from his pocket a
deafaphone and informed me he was quite deaf and even with his instrument could
hardly hear the orchestra; although he sat in the first row of the stalls! This was the
man whose views on myself had kept me awake at night!

So, if at each point of view others see in us a different person how are we to find in
ourselves yet another personality of whom to write in this book? Is it to be the Chaste
Madonna, or the Messalina, or the Magdalen, or the Blue Stocking? Where can I find
the woman of all these adventures? It seems to me there was not one, but hundreds-
and my soul soaring aloft, not really affected by any of them.

It has been well said that the first essential in writing about anything is that the writer
should have no experience of the matter. To write of what one has actually
experienced in words, is to find that they become most evasive. Memories are less
tangible than dreams. Indeed, many dreams I have had seem more vivid than my
actual memories. Life is a dream, and it is well that it is so, or who could survive
some of its experiences? Such, for instance, as the sinking of the Lusitania. An
experience like that should leave forever an expression of horror upon the faces of the
men and women who went through it, whereas we meet them everywhere smiling
and happy. It is only in romances that people undergo a sudden metamorphosis. In
real life, even after the most terrible experiences, the main character remains exactly
the same. Witness the number of Russian princes who, after losing everything they
possessed, can be seen any evening at Montmartre supping as gaily as ever with
chorus girls, just as they did before the war.
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Any woman or man who would write the truth of their lives would write a great

work. But no one has dared to write the truth of their lives. Jean-Jacques Rousseau
made this supreme sacrifice for Humanity-to unveil the truth of his soul, his most
intimate actions and thoughts. The result is a great book. Walt Whitman gave his
truth to America. At one time his book was forbidden to the mails as an "immoral
book." This term seems absurd to us now. No woman has ever told the whole truth of
her life. The autobiographies of most famous women are a series of accounts of the
outward existence, of petty details and anecdotes which give no realisation of their
real life. For the great moments of joy or agony they remain strangely silent.

My Art is just an effort to express the truth of my Being in gesture and movement. It
has taken me long years to find even one absolutely true movement. Words have a
different meaning. Before the public which has thronged my representations I have
had no hesitation. I have given them the most secret impulses of my soul. From the
first [ have only danced my life. As a child I danced the spontaneous joy of growing
things. As an adolescent, I danced with joy turning to apprehension of the first
realisation of tragic undercurrents; apprehension of the pitiless brutality and crushing
progress of life.

When I was sixteen I danced before an audience without music. At the end some one
suddenly cried from the audience, "It is Death and the Maiden," and the dance was
always afterwards called "Death and the Maiden." But that was not my intention, |
was only endeavouring to express my first knowledge of the underlying tragedy in all
seemingly joyous manifestation. The dance, according to my comprehension, should
have been called "Life and the Maiden."

Later on I danced my struggle with this same life, which the audience had called
death, and my wresting from it its ephemeral joys.

Nothing is further from the actual truth of a personality than the hero or heroine of
the average cinema play or novel. Endowed generally with all the virtues, it would be
impossible for them to commit a wrong action. Nobility, courage, fortitude, etc. ...
etc. ...; for him. Purity, sweet temper, etc. ... for her. All the meaner qualities and sins
for the villain of the plot and for the "Bad Woman," whereas in reality we know that
no one is either good or bad. We may not all break the Ten Commandments, but we
are certainly all capable of it. Within us lurks the breaker of all laws, ready to spring
out at the first real opportunity. Virtuous people are simply those who have either not
been tempted sufficiently, because they live in a vegetative state, or because their
purposes are so concentrated in one direction that they have not had the leisure to
glance around them.

I once saw a wonderful film called "The Rail." The theme was that the lives of
human beings are all as the engine running on a set track. And if the engine jumps the
track or finds an insurmountable object in its way, there comes disaster. Happy those
drivers who, seeing a steep descent before them, are not inspired with a diabolical
impulse to take off all brakes and dash to destruction.

I have sometimes been asked whether I consider love higher than art, and I have
replied that I cannot separate them, for the artist is the only lover, he alone has the
pure vision of beauty, and love is the vision of the soul when it is permitted to gaze
upon immortal beauty.

Perhaps one of the most wonderful personalities of our times is Gabriel d'Annunzio,
and yet he is small and, except when his face lights up, can hardly be called beautiful.
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But when he talks to one he loves, he is transformed to the likeness of Phoebus
Apollo himself, and he has won the love of some of the greatest and most beautiful
women of the day. When D'Annunzio loves a woman, he lifts her spirit from this
earth to the divine region where Beatrice moves and shines. In turn he transforms
each woman to a part of the divine essence, he carries her aloft until she believes
herself really with Beatrice, of whom Dante has sung in immortal strophes. There
was an epoch in Paris when the cult of D'Annunzio rose to such a height that he was
loved by all the most famous beauties. At that time he flung over each favourite in
turn a shining veil. She rose above the heads of ordinary mortals and walked
surrounded by a strange radiance. But when the caprice of the poet ended, this veil
vanished, the radiance was eclipsed, and the woman turned again to common clay.
She herself did not know what had happened to her, but she was conscious of a
sudden descent to earth, and looking back to the transformation of herself when
adored by D'Annunzio, she realised that in all her life she would never again find this
genius of love. Lamenting her fate, she became more and more desolate, until people,
looking at her, said, "How could D'Annunzio love this commonplace and red-eyed
woman?" So great a lover was Gabriel d'Annunzio that he could transform the most
commonplace mortal to the momentary appearance of a celestial being.

Only one woman in the life of the poet withstood this test. She was the re-incarnation
of the divine Beatrice herself, and over her D'Annunzio needed to throw no veil. For |
have always believed that Eleanora Duse was the actual Beatrice of Dante re-
incarnated in our days, and so before her D'Annunzio could only fall upon his knees
in adoration, which was the unique and beatific experience of his life. In all other
women he found the material which he himself transmitted; only Eleanora soared
above him, revealing to him the divine inspiration.

How little do people know of the power of subtle flattery! To hear oneself praised
with that magic peculiar to D'Annunzio is, I imagine, something like the experience
of Eve when she heard the voice of the serpent in Paradise. D'Annunzio can make
any woman feel that she is the centre of the universe.

I remember a wonderful walk I had with him in the Forkt. We stopped in our walk
and there was silence. Then D'Annunzio exclaimed, "Oh, Isadora, it is only possible
to be alone with you in Nature. All other women destroy the landscape, you alone
become part of it." (Could any woman resist such homage?) "You are part of the
trees, the sky, you are the dominating goddess of Nature."

That was the genius of D'Annunzio. He made each woman feel she was a goddess in
a different domain.

Lying here on my bed at the Negresco, I try to analyse this thing that they call
memory. I feel the heat of the sun of the Midi. I hear the voices of children playing in
a neighbouring park. I feel the warmth of my own body. I look down on my bare
legs-stretching them out. The softness of my breasts, my arms that are never still but
continually waving about in soft undulations, and I realise that for twelve years I have
been weary, this breast has harboured a never-ending ache, these hands before me
have been marked with sorrow, and when I am alone these eyes are seldom dry. The
tears have flowed for twelve years, since that day, twelve years ago, when, lying on
another couch, I was suddenly awakened by a great cry and, turning, saw L. like a
man wounded: "The children have been killed."
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I remember a strange illness came upon me, only in my throat I felt a burning as if |
had swallowed some live coals. But I could not understand. I spoke to him very
softly; I tried to calm him; I told him it could not be true. Then other people came,
but I could not conceive what had happened. Then entered a man with a dark beard. |
was told he was a Doctor. "It is not true," he said, "I will save them."

I believed him. I wanted to go with him but people held me back. I know since that
this was because they did not wish me to know that there was indeed no hope. They
feared the shock would make me insane, but I was, at that time, lifted to a state of
exaltation. I saw every one about me weeping, but I did not weep. On the contrary [
felt an immense desire to console every one. Looking back, it is difficult for me to
understand my strange state of mind. Was it that [ was really in a state of
clairvoyance, and that I knew that death does not exist-that those two little cold
images of wax were not my children, but merely their cast-off garments? That the
souls of my children lived on in radiance, but always lived? Only twice comes that
cry of the mother which one hears as without one's self-at Birth and at Death-for
when I felt in mine those little cold hands that would never again press mine in return
I heard my cries-the same cries as I had heard at their births. Why the same-since one
is the cry of supreme joy and the other of Sorrow? I do not know why but I know
they are the same. Is it that in all the Universe there is but one Great Cry containing
Sorrow, Joy, Ecstasy, Agony, the Mother Cry of Creation?
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FIRST PROGRAMME
ISADORA DUNCAN AND WALTER DAM ROSCH
WITH THE NEW YORK SYMPHONY ORCHESTRA

Part [

SYMPHONY No. 7 IN A Beethoven
I. Poco sostenuto; Vivace
II. Allegretto
III. Presto
IV. Allegro con brio
Miss Duncan dances the second, third and fourth movements.

This symphony is the Apotheosis of Dance herself; it is the Dance in highest aspect,
as it were the loftiest deed of bodily motion incorporated an ideal mould of tone
Melody and Harmony unite around the sturdy bones of Rhythm to firm and fleshy
human shapes which now with giant limbs agility and now with soft, elastic pliance,
almost before our very eyes, close up the supple teeming ranks the while now gently,
now with daring, now serious, now wanton, now pensive and again exulting, the
deathless strain sounds forth and forth, until in the whirl of delight a kiss of triumph
seals the last embrace.

And yet these happy dancers were merely shadowed forth in tones — mere sounds
that imitated men! Like a second Prometheus, who fashioned men of clay (Thon),
Beethoven had sought to fashion men of tone. Yet not from “Thon” or Tone, but from
both substances together, must man, image of life-giving Zeus be made. Were
Prometheus’ mouldings only offered to the eye so were those of Beethoven only
offered to the ear. But only where eye and ear confirm each other’s sentience of him
is the whole artistic man at hand.

RICHARD WAGNER
in his "Art-work of the Future"

(*) In Greek mythology named Thon is a known Egyptian king, who hosted the
Menelaus and Helen when returning from Troy. The Herodotus writes (B 113) that
Thon was garrison officer during the reign of King Proteus.

Mucc JlyHkaH TaHIyeT BTOPbIE, TPETbH U YETBEPTHIC YACTH.

Ota cuMmdonus sBisiercss Anodeo3om camoro Tania; 3to Taner B caMmoM BBICOKOM
acrekTe, Kak Obl BO3BBIIIEHHBIM aKT TEJIECHOTO JIBHXKEHUS BKIIOYMII UEATbHYIO
dbopmy ToHa Menoauu u ["'apmonnn, 00beIMHEHHBIX BOKPYT KPETKOTO KapKaca
Putma B TBep/pie U MSICHCTBIC YEJIOBEUECKHE (POPMBI, KOTOPBIE TEMEPh C TUTAHTCKOMN
JIOBKOCTBIO KOHEYHOCTEH M ¢ MSITKOM, yIPyrol THOKOCTHIO, TOYTH Ha HAIIMX TJIa3ax,
HAKPBIBAIOT MOIATIUBBIE MHOTOIIOIHBIE MACChI, U TO TETIEPh MATKO, TEMEPh CO
CMEJOCTBI0, TETIEPh CEPHE3HO, TETIEPh IKCTPABATAHTHO, TETIEPh 3alyMYHBO, U CHOBA
JTUKOBaHUE, O€CCMEPTHBIC 3BYKU HANIPSKCHUS JAJIbIIE U JAJIbIE, TTOKa B BUXPE
BOCTOpra mnouenyi Tpuymda He 3arnedaTbiBaeT mocieqHee 00baTHe.

U Bce xe 3T cyacTIMBBIE TAHIIOPHI OBLIN MTPOCTO 3aTEHEHBI TAJbIIE B TOHAX -
MPOCThIE 3BYKH, KOTOpbIE noApaxkanu moasm! [Tono6Ho BTropomy IIpomereto,
KOTOPBIH BeUTENWI JTroAer u3 riuHbl (Thon), beTxoBeH mombITancs BeIIICUTD JOEH
n3 ToHa. Tem HEe MeHee, He oT "Thon" nau ToHa, a 0T 060uX cyOcTaHIHMIT BMECTe,
JIOJIKEH OBITh CCNIaH YeIOBEK, 00pa3 KUBUTEIHLHOTO 3eBca. beutn nemHbIe
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ykparnierus [IpoMeres, TOCTYITHBI TOJIBKO JUTS TJ1a3, TaK e OBbLIN TOJ00HbBIC Y
berxoBeHa, ToipKO mpeanaraembie yxy. Ho Tonbko Tam, rie rias u yxo
MOJKPEIUISIOT APYT APYTa, TyXOBHAS KU3HB €CTh BECh XYJ0KECTBECHHBIN 00pa3
YeJIoBEKa B IIEJIOM.

Puxapn Baruep

B ero "Apt-paboTtsl Oyaymiero”

(*) B epeueckou mughonoeuu Thon - uzeecmuulii ecunemcKull yapb, KOMoOpPslil
npunuman Menenas u Eneny npu eozepawenuu uz Tpou. I'epooom nuwem, umo Thon
OvLT 0huyepom 2apHu3oHa 80 epems npasienus kopoas Ilpomeyca.

THE ART-WORK
OFTHE FUTURE

Part 11
Espana—Rhapsody Lalo
ORCHESTRA

Andante—Cantabile for Strings Tschaikowsky
Preludes—A major—E minor Chopin
Valse—@G flat major Chopin

Masypka—D major Chopin

SECOND PROGRAMME

SCENES FROM IPHIGENLA IN AULIS

By CHRISTOPHER GLUCK

INTERPRETED BY

ISADORA DUNCAN AND WALTER DAMROSCH
WITH THE NEW YORK SYMPHONY ORCHESTRA

Part |
1. OVERTURE Orchestra
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2. (a) Air Gai
(b) Lento
The greeting to Iphigenia upon her arrival in Aulis.
3. Air Gai Orchestra
4. (a) Moderato
(b) Allegro
The maidens of Chalkis play at ball and knucklebones by the seashore.
5. Menuetto Orchestra
6. (a) Allegretto
(b) Menuetto
(e) Andante
(d) Passe Pied
(e) Air Gai
The maidens see the Greek fleet in the distance and dance for joy at the sight.
Part II
7. (a) Moderato NON-LENTO
(b) Danse des Esclaves ) Orchestra
(c) Tambourin
Part III
8. (a) Passacaglia ) Orchestra
(b) Gavotte
9. Choeur des Pretresses
10. Danses des Scythes
11. Musette
12. (a) Sicilienne
(b) BACHANNALE

PROGRAMME NOTE FOR IPHIGENIA IN AULIS
BY FELIX BOROWSKI

The dances which Gluck wrote for his “Iphigenia in Aulis” were not the fruit of
haphazard inspiration, but were composed with a special view to their suitability to
Greek tragedy. During the rehearsals of the opera, Gaetan Vestris, famous alike for
his conceit as for his dancing, deplored the fact that no chaconne had been placed at
the conclusion of the work. “A chaconne!” cried Gluck, “whenever did the Greeks
dance a chaconne!” “Did they not?” said Vestris “then so much the worse for them!”

The number of ballets in “Iphigenia” was at least justified by the importance of
dancing in Greek drama. The Greeks employed this art to interpret and heighten the
vividness of the story. Every choral song in the drama was accompanied with
dancing, but it must be remembered that this art meant much more to the Greeks than
movements of the feet. For it included every kind of gesture, motion, posture, that
could illustrate the poetry, and the greatest poets — Sophocles, for instance —
appeared as dancers in the dramas which they wrote.
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Tanupl, kotopsie ['mok Hanucan st ceoet «durennun B ABiujie» He ObUIH

IJI0JIOM BIOXHOBEHUSI 0€CCUCTEMHO, HO OBUIM COCTABIIEHBI C 0COOOM TOUKHU 3pEHUs
UX NPUTOJHOCTH K rpedeckor Tpareauu. Bo Bpems penetunuii onepsl, ['astan
Bectpuc, U3BECTHBIN TAK 3a €r0 CAMOMHEHUE, KAK U 3a €r0 TaHLbI, BEIPA3UI
CO’KaJIEHUE 10 MOBOAY TOro ()akTa, YTO HU OJMH YaKOHA HE ObLI OMEIIEH B KOHIIE
paboThl. «A yakoHna!" BockimknHyi [0k, "BCsIKUi pa3, KOTAa 3TO JAeiajiu I'PEeKH, OHU
taHueBanu Yakona!" "Pa3se onn He TaHiytor?" Ckaszan Bectpuc, "Torna tem xyxe
st Hux!"

KonuuectBo 6aneros B "Uurennn" Obu10, 110 KpaitHell Mepe onpaBaaHo
BAJKHOCTBIO TAHLIEB B IPEYECKOM Apambl. [ pekn HCIIOIB30BaIN 3TO HCKYCCTBO,
4YTOOBI UHTEPIIPETUPOBATH U YCHIIUTh )KUBOCTh pacckasza. Kaxaas xopoBas necHs B
IpaMe COIPOBOK/1aJACh TAHIIAMH, HO CJIEAYET IOMHHUTB, YTO 3TO HCKYCCTBO
03HAYaJI0 y IPEKOB ropas3ao OoJibliie, YeM JBHKEHHUS HOT. /{71 Hero BKIIIOUEHHI BCe
BU/IbI J)KECTA, ABUKEHUS, TI03bl, KOTOPHIE MOTJIU Obl MIIIOCTPUPOBATH MOI3HIO, U Y
BeIMYaimx no3toB - Cooky, HanpuMep - NOABUIMCH TAHLIOPHI B JipaMax, KOTOpbIe
OHM HaIMCaJu.

This book is printed and published by The Forest Press, 15 East Thirty-fourth St.,
New York. It is copyrighted, 1909, by Charles Douville Coburn, New York, Miss
Duncan’s American representative. The introduction by Mary Fanton Robert is used
by courtesy of “The Crafsman,” New York.

The dance, by Isadora Duncan. Duncan, Isadora, 1877-1927.
Ilepesoo: A.llanos.

—Duncan, Isadora. The Dance.
—Duncan, Isadora. The Dance of the Future.
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