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THE INTERACTION OF COSTUME AND DANCE IN
THE WORKS OF DEMETRE CHIPARUS

Summary: In the article, the author examines the cre-
ativity of modernist sculptor Dmitry Chiparus from the
viewpoint of the highly creative realization in miniature
sculpture as a reflection of dance choreography and the
embodiment of costume elements. Using the example
of individual works by D.Chiparus, the author shows the
stages of development of Art Nouveau sculpture de-
signed in the Art Deco style. The author draws parallels
between the folk costumes from all over the world like
creative images in sculpture, and also describes the major
problems when embodying costumes in classical materi-
als: bronze, ivory, glass, etc. The combination of classical
materials for sculpture and the use of innovative com-
positions for the early twentieth century in the work of

Mutual influence of style art deco in sculp-
ture, costume, dance

The Art Nouveau style has created an abundance
of unforgettable images that have become classics
for generations of twentieth-century artists. Art Nou-
veau has gathered together almost all outstanding
elements of classical styles — from the creativity of
Ancient Egypt to neoclassicism, like a self-contained
part of world art. Dmitry Chiparus (Dumitru Haralamb
Chiparus (room)) was one of the outstanding crea-
tors of the Art Deco style in sculpture, who worked
in the direction of complex miniature sculpture and
combined classical materials and techniques: bronze
casting, gilding, patination, cold coloring, ivory and
stone carving. His artworks have been widely exhibit-
ed in many galleries, world museums and always call
to the connoisseurs of art unforgettable feeling of
surprise and delight from the beauty of artistic im-
ages of dancers, ballerinas, odalisques and allegor-
ical figures of goddesses embodied in bronze. The
genre of miniature sculpture has existed through-
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D.Chiparus created a unique ensemble of works of art,
united by series and time stages. The author states that
the integration of plastic dance idioms and expression
of traditional costume in the Art Deco style allowed us
to see the new potential of sculpture in the field of art.
The author suggests a relationship between the classical
plots of dance compositions and ensembles of tradition-
al costume, as initially mutually integrated systems. The
author draws a conclusion about the important role of
D.Chiparus's creativity in the world art of fashion, dance
and sculpture.

Keywords: sculpture, Art Nouveau, Art Deco, tradition-
al costume, plastic composition, dance, art, bharatanatya,
tauromachia, tango.

out the history of human civilization, starting from
ancient times, when cult images made in stone or
metal had primarily a sacred meaning, and retained
this factor until the beginning of artistic and creative
rethinking of the connection between religion and
art. “The plastic of ancient Greek art conveys the har-
mony of universal existence and is an inexhaustible
source of beauty, creating harmony of life” [6]. All
the peoples of the Mediterranean civilizations used
miniature sculpture at first as a variation of the clas-
sical round sculpture, bearing religious significance,
where there was strict attribution and regulation of
the artistic image, the departure from which some-
times entailed severe condemnation from society,
apart from the periods of the “dark Ages”. “Mean-
while, the artistic image, which includes the vocab-
ulary of the plastic language of sculpture and the
dialectic of form, is a poorly studied area, but ex-
tremely important.[2] In addition, the use of rather
labor-intensive technologies and expensive materi-
als (metals, semi-precious stones, ivory, glass, etc.)

did not allow sculptors until the Renaissance to cre-
ate independent images without religious overtones.
“Renaissance sculptors began to learn their craft by
copying antique statues. The techniques of ancient
sculptors that disappeared in the Middle Ages —
chiasm and counterpoint — were resurrected by Re-
naissance masters” [5]. It was only from the end of
the XIX-th century to the beginning of the XX — th
century, due to the development of technology and
the general reduction in the cost of almost all ma-
terials used in sculpture, that it became possible for
sculptors to work not only with unique products, but
also to produce models for serial and mass produc-
tion. "There has been intense competition between
the production of custom-made pieces of decora-
tive and applied art and the harsh practice of replac-
ing it with mass-produced items” [4].

Dmitry Chiparus’'s work is characterized by ob-
serving the basic features of the style and also by
independent strict adherence to a personal artistic
vision of images in sculpture. The images of ancient
Egyptian dancers, photographs of dancers from the
early twentieth century and Diaghilev’s "Russian Sea-
sons” served as the basis for creating images of D.
Chiparus. “A significant number of craftsmen, artists,
and designers are happy to turn to original objects
of traditional Russian art in their artistic and crea-
tive search, and to perceive them through the prism
of Russian Baroque and Art Nouveau” [3]. The opti-
mal solution of plastic dance compositions based on
ballet was embodied in a series of sculptures, each
of which is still admired for the accuracy of the cho-
reography and the matching of costume and im-
age. The complexity and variety of plastic solutions
in D.Chiparus’s miniatures shows the difference be-
tween the artistic and creative approach to image
formation. "Thus, thanks to numerous borrowings,
conscious transformation, stylization and aesthetici-
zation of forms and elements of Egyptian art, in ac-
cordance with their creative vision, the masters of
the style were able to enrich modernity, push the
boundaries of generally accepted norms and open
the way to free creativity and self-expression” [7].
The sculptor shows that any element of a dance or
choreographic composition can become an embodi-
ment for a miniature. The sculptor was able not only
to reflect the dancer’s plasticity, but also to realis-
tically reproduce the costume as an important ele-
ment of the image.

Traditional costume and traditional dances of any
nation in the world were created and developed di-

rectly under the influence of each other. Since the
Minoan civilization, the culture of dance has direct-
ly depended on the complexity of the costume en-
semble — so dancing “Kurety” or “Crane” because of
the complexity of the ensemble of women's clothing
was practically a slow round dance. At the same time,
men'’s dances — "Tavromachia” or "Pirrikhos” — were
complex acrobatic compositions with weapons and
dynamically performed. The choreography of Ancient
Egypt, widely represented on the frescoes, shows that
traditional ancient Egyptian clothing shaped the dance
as a kind of demonstration of plastic poses, smoothly
alternating to each other to music with fixing of every
element. Moreover, the dances were sacred in nature
and had strict religious significance. The most strik-
ing example of the combination of the complexity
of the costume ensemble and dance choreography,
and their mutual integration, are the dance compo-
sitions of India and Indochina. The plastic complex-
es “Bharanatya”, “Punan”, “Nata”, and many others,
which have come down to us in almost original look,
as they were part of religious and psychological prac-
tices, have a complex structure and a deep history.
“The color of the costume, makeup and jewelry in
traditional Indian choreography are not only an ad-
ditional external means of denoting a particular im-
age, character of the hero, they are a kind of symbols
that help the dancer convey the truly deep meaning
inherent in his act” [1]. Until the middle of the 14th
century, the choreography of all nations had common
features: division into ritual dances; gender division;
professional performance; severity of choreography.
D.Chiparus saw an opportunity to combine decorative
traditional costumes and a combination of classical
and avant-garde choreography in the Art Deco style.
Ballet costume is a self-made piece of art — created
for an individual performer that meets strict require-
ments: lightness, convenience, theatricality, visual ap-
pearance, expressiveness of the image. Outstanding
artists created costumes for Diaghilev's ballets, and
many of these works were reflected in miniatures.
D.Chiparus was a contemporary and an eyewitness
to the formation of a new style, he participated in
the creation of a new cultural space, changeable and
plastic. The artist's creativity was influenced integrally
by ballet choreography. The miniatures made by the
sculptor promptly reflected the influence of fashion
on the artists’ work. We understand how the evolution
of plastic arts and costume happened. “The transfor-
mation of artistic imagery from Art Nouveau with its
desire for floral ornaments, asymmetry, flowing lines
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to Art Deco manifested itself in the completeness
of the line, its graphic, symmetry, geometry, rigor of
form, density of color” [9]. The images of outstand-
ing dancers and ballerinas of the early twentieth cen-
tury in his works acquire the importance of historical
imprints in culture and art. Ida Rubinstein, Rudolfo
Valentino and Alla Nazimova, Natasha Rambova and
many others presented their plastic compositions for
miniatures. Sculpture’s potential for fashion and de-
sign has opened up for art lovers from a complete-
ly new perspective. Active change of historical stage
promotes the grace and organic combination of suit,
in which the visualization of choreography and mu-
sic took place. Active introduction of photography
and cinematography, also helped to see the grace
and organic combination of costume, dance and the
talent of dance and ballet performers. The combina-
tion of classical sculpture materials in modernity im-
posed certain requirements on the author. Bronze,
ivory, gilding, and semiprecious stones have their own
limitations during the demanding project. Their com-
bination gives a stunning realistic effect.

Dmitry Chiparus's creativity is of great importance
for the Art Deco style, and also for the entire world
culture. He convinced connoisseurs of art that mass
art can and should be aesthetic, highly artistic, and
accessible by creating flawless images in a sculptural
composition.”... Chiparus's artworks are distinguished
by the precise transmission of the feeling of fine and
graceful movement in dance, and exhibit poses of
complexity variations in technique, embodied due to
a non-standard plastic, artistic creative solutions of
body movement, and emotionally intense love scenes”
[10].The chrysoelephantine technique, which originat-
ed in ancient Greece and was reborn in the Art Nou-
veau era, is still one of the most difficult for sculptors.
Art Nouveau artists who created unique, technologi-
cally and creatively complex products integrated into
unique interiors and spaces, or who are now in pri-
vate and museum collections, unwittingly emphasized
the elitism of the Art Deco style and the relevance of
the vision of their work as part of world culture and
art. Dmitry Chiparus’ artworks are exclusive sculptur-
al creativity in the Art Deco style.
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BSAMMOBJ/IMAHWNE KOCTHOMA 1 TAHLLA
B TBOPYECTBE AMUTPNA HATTAPYCA

AHHOMayuA: B ctaTbe aBTOp paccmaTtpmBaeT TBOpYe-
CTBO CKy/IbNTOPa MoepHucta Mutpua Yunapyca ¢ nosu-
LM aHanm3a cTeneHy TBOPYECKOl peanmn3aLmm naactmkm
MWHUWaTIOPHOW CKYNbMTYpPbl Kak OTPaXKeHUs TaHLeBaslb-
HOW xopeorpaduu 1 BOMAOLLEHNS 3INEMEHTOB KOCTIOMA.
ABTOp Ha npumepe BCEMUPHO M3BECTHbIX paboT [.4u-
napyca oxapakTepu3oBblBaeT 3Tarbl Pa3BUTUA CKYJ/bM-
Typbl 3MOXW MOAEPHA, BbINONHEHHON B cTue Ap [leko.
ABTOpP MPOBOANT Napaaienn Mexay TpasanuuMOHHbIMU
KOCTIOMaMW HapoAoB MMpa 1 TBOpUYeCKMMUN obpasamu
B CKYJ/IbMTYpe, a TakXKe NPUBOANT OMNMMCaHME OCHOBHbIX
npobaemM Npu BOMAOLEHUM KOCTIOMA B KNAaCCUYECKUX
MaTepuanax: 6poH3e, CNIOHOBOW KOCTW, CTekae U T.J.
CoueTaHune Ka1accmyecknx Ans CKyabnTypbl MaTepranos
M NCMOJIb30BaHNE HOBATOPCKMUX ANA Havana XX-ro Beka

B3sanmoBaunaHne cTuns ap AeKko B CKyAbNTy-
pe, KocTioMe, TaHue

Ctunb MogepH co3gan obuane HesabbiBaeMbix
06paz3oB, CTaBLWINX KAAaCCUUYECKMMU ANst MOKOoNe-
HUI XyAOXHUKOB XX-ro Beka. ABAfACh, Mo cyTu,
CaMOCTOSITENIbHOM YaCTbtO MUPOBOIO UCKYCCTBa,
MoZAepH cobpan B cebe npakTMyecku BCe BblAato-
LLMecs 3/1eMeHTbI K1acCMUeCckmx CTUae — OT TBOp-
yectBa [lpeBHero Ermnta o HeoksaccmumsmMa.
OpHvMm 13 Bblgarowmxcs TBopuos ctunsa Ap [eko
B ckyabnType ctan Amutpuit Ynnapyc (Qymutpy
Xapanamb Yumnapyw (pym.)), paboTaBlUnii B Ha-
NPaBAeHUN COXKHOW MUHNATHOPHOM CKYAbNTYpPbI,
coueTaBluel B cebe kiaccnyeckme matepmasnbl U Tex-
HUKW: INTbe 13 BPOH3bI, 30/10UeHWE, MaTUHUPOBaHWE,
XONI04HOE OKpallMBaHue, pesbba No CIOHOBON KO-
CTW 1 KamHH0. Ero paboTbl, LUIMPOKO NpeACTaBAEHHbIE
B MUPOBbIX My3esiX, BCErAa BbI3bIBaOT Yy LieHUTENEN
ncKyccTBa HesabblBaeMoOe oLyl eHMe YAMBAEHUS
N BOCTOpPra OT KpacoTbl BOMIOLLEHHbIX B BpOH3e

Komno3unumii B TBOpYecTBe [l.4nnapyca co3gano yHu-
KaJIbHbI aHCaMbJ1b XyA0XKeCTBEHHbIX paboT, 06beam-
HEeHHbIX MO cepuAM 1 BpeMeHHbIM 3Tanam. [1o MHeHwuIo
aBTOpa, coYeTaHMe N1acTMYecKoro TaHLEeBalbHOrO A3bl-
Ka 1 3KCnpeccun TpagnLMoHHOro KOCTioMa B CcTuae Ap
[leko No3BOAWAO YBUAETb HOBbIV NOTEHLMAN CKY/IbNTY-
pbl B UCKycCTBE. ApryMeHTUpyeTCca B3anMOCBA3b MeXAY
KNaccMyeckUmMu croxkeTaMu TaHLeBaNbHbIX KOMMO3MLUIA
1 aHcambielt TPaANLIMOHHOIO KOCTIOMA, KaK M3HayaibHO
B3aMMOWHTErpypoOBaHHbIX CUCTeM. ABTOp AesiaeT BblBOJ,
0 BaxKHol posin TBopyecTBa [l.Yvnapyca B MMPOBOM uC-
KyCcCTBe MOZbI, TaHLa 1 CKyAbNTypbl.

Knrouesele coga: ckynenmypa, modepH, Ap Jeko, mpa-
OUYUOHHbIU KOCMIOM, n1acmu4eckas KOMNo3uyus, ma-
Hey, Uckyccmeo, bxapamaHames, maspomMaxus, maHao.

Xy[,0>XKeCTBEHHbIX 06pa30B TaHLUOBLLNL, BanepuH,
0ZaNnNCcoK 1 anneropnyeckmx euryp 6oruHb. XaHp
MWUHNATIOPHOMN CKY/bATYpPbl CYLLECTBOBAA Ha BCEM
NPOTAXEHUN NCTOPUN YEIOBEUECKON LMBUAN3A-
LK, HaUMHasA C APEBHENLLNX BPEMEH, KOrAa Kyb-
TOBble N306paXeHWs, BbIMOJHEHHbIE B KAMHE UK
MeTanne, UMenu B NEPBYHO ouepesb, cakpasbHOe
3HaueHwue, 1 CoXpaHANM 3TOT dakTop A0 Hayana Xy-
[OXECTBEHHO-TBOPYECKOrO NePeOCMbIC/IEHNs CBA3M
penvrin n nckycctea. «fnactnka jpeBHerpeyeckoro
NCKYCCTBa NepesaeT rapMOHWMIO BCENEHCKOTO BbITuS
1 ABASIETCA HeMcYepraemMbiM UCTOYHMKOM Mpekpac-
HOro, co3zaBas rapMOHUIO XU3HWU» [6]. He cumTan
NepuoAOB «TEMHbIX BEKOB» Y MKOHOHOPUECTBa, BCe
HapoAbl Cpesu3eMHOMOPCKNX LIMBUAU3ALMIA LNC-
NoNb30BaN MUHUATIOPHYH CKYAbMNTYPY CHavana
Kak Bapuauuto K1acCMYeckKom Kpyrio poCcToBOM
CKYNbMTYpPbl, HECYLLEN PeSUrMO3HOE 3HaYeHe, rae
MMesia MecTo CTporas aTpmbyTnsaums 1 pernameHTa-
LM XyA0XKeCTBEHHOro obpasa, OTXOXAEHWe OT KO-
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TOPbIX BAEKNO 3a COBON MOPOI CTPOroe ocyKaeHne
CO CTOPOHbI 0bLecTBa. «Mexay TeM XyA0oXKeCTBeH-
HbI 06pa3, BKAOYAIOLWMI NEKCMKY NAaCTUYECKOrO
A3blka CKYAbATYPbl U AnanekTuky ¢opmbl — 06-
NacTb MaJsio U3yYeHHas, HO Ype3BblYaliHO BaXKHas.
[2]. K TOMy >Ke, ncnosb3oBaHmne AOCTaTOUYHO TPY-
[OEMKUX TEXHOIOTUIA U AOPOroCTOALLUX MaTepua-
NoB (MeTanNbl, NONyAparoLeHHble KaMHW, CIOHOBas
KOCTb, CTEK/IO U T.[.) HE MO3BO/IANO XYAOXKHUKAM-
CKyNbATOpPaM BMIOTb A0 3MOxu Bo3poxaeHus co-
3faBaTb caMocTonTesbHble 06pa3sbl. «CKyAbNTOPbI
anoxu PeHeccaHca cTanu yumTbCs MacTepcTBy ny-
TEM KOMUPOBaHMUSA aHTUYHbIX CTaTyin. VicuesHyBLune
B anoxy CpefHMX BEKOB NpUeMbl aHTUYHbIX CKY/bM-
TOPOB — XMa3M W KOHTpanocT — Hblan Bockpe-
LWeHbl Mmactepamu PeHeccaHca» [5]. JInweb ¢ KoHUa
XIX-ro — Hauvana XX-ro Beka, B CBAi3M C pa3BUTUEM
TEXHONOTNI M OBLWNM yaelleBaeHEM MpakTuye-
CKW BCEX MaTepuanos, ynoTpebaseMblx B CKYAbMTY-
pe, ANA CKY/bNTOPOB CTaNo BO3MOXHbIM paboTaTb
He TOIbKO C YHUKaNbHbIMWU U3A4EANAMM, HO 1N U3rOo-
TaBAMBaTb MOAENN AN CEPUIAHOTO 1 MacCOBOTO NpPo-
n3BOACTBA. «BO3HMKNA OCTpas KOHKYpPeHLA Mexay
N3roTOBAEHNEM LUTYUHbIX 3aKa3HbIX NPOU3BEAEHNA
AEeKOPaTUBHO-MPUKNALHOTO UCKYCCTBA U XKECTKOM
NPakTUKOW 3aMeHbl ero CEpUMHBbIMUN Belammn» [4].

TBopuectso AMnTtpua Ymunapyca, B otanumne
OT MHOTUX APYTUX XYAOXHUKOB-CKY/bMNTOPOB CTU-
na Ap [eko, xapakTepHO cobar04eHNEM HE TOIbKO
OCHOBHbIX YepT CTUASA, HO U CAMOCTOATENbHBIM CTPO-
TMM cnefoBaHNEM JIMYHOMY Xy0XECTBEHHOMY BU-
AeHnto obpazo. B ckybnType. ckyccTBo [lpeBHero
ErunTta, Boctoka 1 A3nn okasano BansHMe npaxktun-
YecKUn Ha BCeX XyAOXHUKOB cTuna MogepH. [naa .
Yunapyca ocHOBamu A5 co3faHna obpa3os nochny-
XUAM n306paxkeHna ApeBHEErnneTckmx TaHLoB-
wuy, doTtorpadmm TaHLOPOB Hayana XX-ro seka
n «Pycckne cesoHbl» C.Aarnnesa. «3HaunTeNbHOE
UYMCNO MaCTEPOB, XYAOXHMWKOB, AMU3alHEPOB C yA0-
BOJ/IbCTBMEM 0BPALLAtOTCA B CBOEM XYZOXECTBEHHO-
TBOPYECKOM MOWCKE K OPUrMHaNbHbIM NpeaMeTam
TPaANLMNOHHOTO PYCCKOrO MCKYCCTBA, MX BOCMPUS-
TUIO Yepes NpPU3My PyCcckoro 6apokKo U MoZepHa»
[3]. XapakTepHoe pelleHne naacTnyeckmx TaHue-
Ba/IbHbIX KOMMO3MLMI NO MOTMBam BaseTta BOMN/IO-
LLasoChb B Cepumax CKyAbnTyp, Kaxaaa 13 KOTopbIX
W celiyac BbI3blBaeT BOCXULLEHME OT TOYHOCTH Me-
pesauun xopeorpadum n COOTBETCTBUSA KOCTHOMA
n obpasza. CNOXHOCTb U MHOroobpasuve naactu-
YeckuMx peleHnin B MuHuatiopax [.4vnapyca no-
Ka3blBaeT OTANYMNE XYAOXKECTBEHHO-TBOPYECKOro
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noaxoga Kk dopmupoBaHuto obpasa. «Takmm 06-
pa3om, 6iarogaps MHOrOYMCAIEHHbIM 3aVIMCTBOBa-
HWAM, CO3HaTeNbHOW TpaHchopMaLLmK, CTUAM3aLUN
1 3cTeTm3auum GopM 1 31EMEHTOB ermneTcKoro nc-
KyCCTBa, B COOTBETCTBMM CO CBOMM TBOPYECKUM BU-
JAeHVeM, MacTepa CTUAA CMOTAN 060raTuTb MOZEPH,
pa3ABUHYTb rPaHuLLbl OOLLENPUHATBIX HOPM K OT-
KPbITb NMyTb K CBOHOAHOMY TBOPUYECTBY M CAMOBbI-
paxeHunto» [7]. PakTnyeckmn CKyabnTOp NOKa3bIBaET,
yTO NHOBON 3NEMEHT TaHLLeBaNbHOM NAKN XOpeorpa-
bryeckon KOMMNO3NLMM MOXET CTaTb BOMIOLLEHVEM
AN MUHMaTIOpPBI. Micnonb3ys B cBOeM TBOpYeCTBe
peanvcTnyeckune nsobpaxenus (potorpaduu, Ka-
Apbl KNHOMAEHKW), CKybMTOP NOAyYan BO3MOXHOCTb
He TO/NbKO OTPa3uTb MAACTMKY TaHL0pa, HO U pea-
NINCTUYECKM BOCMPOUN3BECTU KOCTHOMA KaK BaXHO-
ro anemMeHTa obpasa.

TpaanLMOHHBIA KOCTIOM 1 TPaAMLMOHHbIE TaHLbI
Ntoboro Hapoga M1pa Co3zaBaincb U Pa3BUBAINCD
HenocpesCTBEHHO NMOA BANSHWEM APYr apyra. Ha-
UMHas C MMHOWCKOW LUUBMAN3ALMK, KyNbTypa TaH-
La HanpsiMyro 3aBMcesia OT CIOXKHOCTU aHCcambns
KOCTOMa — TaK TaHUbl «KypeTbl» nan «Kypasab»
13-3a CIOXKHOCTW aHCaMbJ1sl X)KEHCKOM OAexabl Npes-
CTaBAsAN COBOM NPaKTUYECKMN, MEANEHHbIN XOPOBOA.
B 10O e Bpema My>xckue TaHubl — «TaBpomMaxmsa»
nnm «MMpprxoc», ABAANNCE CNOXHbBIMK akpobaTu-
YeCKMMWU KOMMO3ULMNAMU C OPY>KUEM U UCMONHS-
JINCb ANMHaMnUHO. Xopeorpadwusa [pesHero ErnnTa,
LIMPOKO NpeacTaBieHHas Ha dpeckax, NokKasblBa-
€T, UTo TpaAMLMOHHas ApeBHeermneTckas ogexzaa
chopmMmpoBana TaHeL, Kak CBOero poa eMOHCTpa-
LMIO MAACTMYECKMX NO3, NAaBHO CMEHSOLWMX APYT
Apyra noj My3sblky ¢ GuKcaLMen Kaxaoro 31emMeH-
Ta. Mpruem, TaHLbl HOCUAN CakpasibHbIV XapakTep,
UMenn CTporoe peanrnosHoe 3HaveHve. Hanbonee
SAPKUM NPUMEPOM COYETAHUS CIOXKHOCTM aHCambs
KOCTIOMa W xopeorpaduu TaHLa, X B3anMouHTerpa-
LK, Ha HaLl B3rNs4, ABAAIOTCA TaHLLeBalbHble KOM-
nosnunun Minagmm n NMuagokutasa. Joweaine ao Hac
B MPaKTWYeCKN NepBO3JaHHOM BUJe, TakK KakK AB-
NANNCH YaCTbHO PEIUTMO3HbIX U NMCUXONOTNUYECKMX
npakTKK, NaacTmyeckne Kommnaekcbl «bxapaHatbs»,
«lMyHaH» «HaTa», 1 MHOrMe apyrue, MMerT CNOXK-
HEWLLYO CTPYKTYpPY W rnybokyto ncroputo. «Liet
KOCTHOMa, TpUM U YKpalleHUs B TPaAULNOHHOM UH-
AVACKON xopeorpadum — 3TO He TO/IbKO AOMOo-
HUTENbHOE BHELLHee CpesCcTBO 0H603HaUeHUs Toro
WAV MHOFO 0bpasa, xapakTepa repos Uan repouHu,
3TO CBOEro PoAa CMMBOJIbl, MOMOratoLLMe TaHLopy
nepesatb UCTUHHO ry6OKMIA CMbICA, 3aN0XKEHHbI

B ero gencree» [1]. MoxHO ckasaTb, UTO A0 Ccepeau-
Hbl XIV-ro Beka, xopeorpadus Bcex HapoAOB MMena
obLme yepTbl: pasgeneHre Ha 0bpALOBbIE TaHLbI
1 BbITOBbIE; pa3geneHne No reHaepHOMY NpusHa-
Ky; npodeccroHaNbHOe NCNONHEHME; CTPOroCTb
xopeorpadun. B ctune Ap [eko [.Yvmnapyc ysu-
e/ BO3MOXHOCTb COeAMHUTb AEeKOPaTUBHO Bbl-
paXKeHHble TPaANLMOHHbIE KOCTHOMbI 1 COYeTaHne
KNlaCcCMYeCcKOW 1 aBaHrapgHon xopeorpadun. banet-
HbIli KOCTFOM — CaMOCTOATENbHOE XYAOXECTBEHHOE
npov3BejeHVe, co3jatolieeca AnA KaXKa0ro KoH-
KPEeTHOro UCNOAHUTENS N OTBeYaroLee CTPOrnM
TpeboBaHWAM: N1erkocTb, yA0OCTBO, TeaTpaibHOCTb,
BM3Yya/bHOCTb, Bblpa3nTesbHOCTb 06pa3a. Boigaro-
LMecs XyAOXHUKN CO3aaBann KOCTIOMbI ans 6a-
netoB [lsrnnesa, n MHOTMe U3 3TUX NPOU3BEAEHUN
6bI1n OTpaXkeHbl B MUHMaTIOpax. BavaHne xopeo-
rpadum 6aneta Ha TBOpUecTBo [. Ynnapyca cnox-
HO MepeoLEeHNTb, Tak Kak, ABASACb COBPEMEHHNKOM
n ovesnaLem GoOpMUPOBAHNA HOBOTO CTUAS, OH
y4acTBOBai B CO34aHUN HOBOTO KyNbTYPHOrO Npo-
CTPaHCTBa, N3MEHUYMBOTO W MNAaCTUYHOro. MuHma-
THOPbI, BbIMOJIHEHHbIE CKY/IbNMTOPOM, ONepaTMBHO
OTpaXkanu BANSAAHWE MOAbI Ha TBOPYECTBO XYAOXKHM-
koB. PaccmatpuBas paboTbl CKy/bNTOPa, Mbl BUAMM,
Kak NPOWCXOAMAA 3BONFOLMA NAACTUYECKMX NCKYCCTB
1 KocTroma. «TpaHchopmaLmsa Xys0XKeCTBEHHOM 00-
pa3HOCTM OT MOJEpPHa C ero CTpemseHneM K pa-
CTUTENIbHOMY OPHaMeHTY, aCUMMETPUEN, TeKyUnMU
AvHUAMU K Ap [Jeko npoasuaacb B 3aKOHYEHHOCTH
NVHWN, ee TPaPUUYHOCTH, CUMMETPUN, FeOMeTpU3-
Me, CTPOrocT GopMbl, MAOTHOCTM LiBeTa» [9]. B oT-
nnuve oT GaHTa3MMHOCTY NPOU3BEAEHUIA APYTUX
npeactasutenen ctuns Ap feko, pabotel A.Yuna-
pyca nojuyac XyA0oXeCTBeHHO J0CToBepHbI. Obpasbl
BbIAAOLLMXCA TAHLOPOB M HanepunH Havana XX-ro
BeKka B ero pabotax npnobperatoT 3HaueHMe UCTo-
pyYeckmx OTNeYaTKoB B KyNbType 1 nckycctee. Viga
PybuHwrenH, Pysonbdo BaneHTnHo 1 Anna Hasu-
moBa, HaTawa PamboBa 1 MHorve gpyrue nogapu-
21 CBOW NNacTUyeckne KOMMNO3ULMN 4S8 MUHNATHOP.
C coBepLUEHHO HOBOW CTOPOHbI ANSi LLEHUTENeN UC-

KyCCTBa OTKPbINCSA MOTEHLMaN CKYbNTYPbl AN MOAbI
W AV3aiiHa. YBMAETb rpaLmio 1 OpraHMyHoe cove-
TaHWe KOCTIOMa, TaHLa 1 TasaHTa UCMONHUTENEN
TaHUa 1 H6aneta, MOMOI/NIO 1 aKTUBHOE U3MEHEHWe
NCTOPMYECKOro 3Tana, B KOTOPOM BM3yanm3auus
xopeorpaduu 1 My3blkn Nponcxoamaia Ha poHe ak-
TMBHOrO BHeApPeHUa poTorpadum n knHematorpada.
HecoMHeHHO, coueTaHmne KiaccMyeckmnx MaTepma-
JIOB CKYNbMNTYypPbl B MOZEPHE NPesbABAAI0 onpese-
NeHHble TpeboBaHWA K aBTopy. bpoH3a, cnoHoBas
KOCTb, 30/104EHWNE, MONYAParoLleHHble KaMHU, UMErOT
COBCTBEHHbIE OrpaHMYEHMs B TEXHOIOTMN 06paboT-
KW, HO UX coYeTaHWe AaeT NoTpAcaroLmi No pea-
nmcTnyHocTm b dexT.

Teopuectso AmMunTpua Yunapyca nmeet orpoMHoe
3HayeHwue He ToNbKO Ana ctmaa Ap [leko, Ho un ans
BCEV MUPOBOI Ky/bTypbl. Co3saBas be3ynpeuHblie
06pasbl B CKy/IbNTYPHOM KOMMO3MLMKM, OH MOKas3a,
YTO MacCcOBOE MCKYCCTBO MOXET U JOJIKHO BbITb
3CTETUYHBIM, BbICOKOXYAOXECTBEHHbIM, AOCTYMHbIM.
«...nMpoun3BeseHNa Ynnapyca oTaM4aroTcs Makcm-
MaJIbHO TOYHOW Nnepegayelt OLyLLEHNA N3ALLHOTO
1 rPaLMO3HOro ABUXXEHWS B TaHLLe, MOKa3bIBatOT He-
OrpaHMYeHHbIE MO CIOXHOCTU TEXHUKM UCMONHEHUA
no3bl, BOMJIOWEHHbIe baarofapsa HecTaHAapPTHOMY
NAaCTUYECKOMY, apPTUCTUUHOMY PELLIEHWNIO ABUXe-
HWA TeN, CUAbHbIE NO 3MOLMOHANBHON OKpackKe /to-
60BHble cueHbl» [10]. TexHrKa xpn3oanedaHTNHa,
BO3HMKLWas ele B [peBHel Mpeunn, 1 obpeTilas
BTOpOe poxjeHue B anoxy MogepHa 1 cenyac aB-
NAETCA OJHOM M3 CaMbIX CIOXKHBIX A5 CKYIbMTOPOB.
XYZOXHWKM 3MOXM MOJEepHa, CO3jaBaBLune yHu-
KaNbHble, C/IOXKHbIE TEXHONOTMYECKN N TBOPYECKM
N3AeNNs, NHTErpPUPOBaHHbIE B HEMOBTOPUMbIE WH-
Tepbepbl M MPOCTPAHCTBA, AN HaxoAAaLMeCcs Cel-
Yac B YaCTHbIX U My3€eMHbIX KOANEKLMAX, HEBOJIBHO
nogyepkmBanu aanTapHocTb ctuna Ap [eko coot-
BETCTBME BUAEHMA UX TBOPYECTBA Kak 4acTu MU-
pPOBOW KyAbTypbl U UCKyccTBa. PaboTbl AMutpus
Ymnapyca ABAAKOTCA IKCKAHO3MBHBIMUW CKYBMATYP-
HbIMU Npown3BeaeHnammn B ctune Ap [leko.
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