VIIK 008
H. B. Cynenésa

BU3YAJIN3AIIMA MEJOJIUYECKON ®OPMBI
MNOPTUYECKHNX MPOU3BEJEHUHN HA TEJJEDKPAHE

B crarpe aBTOp mMccienyeT CHenU(HKY NEPEHECCHMS XyHOKECTBEHHOTO TEKCTa Ha TEJIEBH3MOHHBIN
9KkpaH. B mmobanmbHOM cucTeMe 3aMblciaa BCEH JMTEpaTypHO-XYAOKECTBEHHOM MPOTrpaMMbI MPE3EHTAIMS
TEKCTa MHCaTeNs CTAHOBUTCSI BaKHEHIIIEH COCTABISIONICH BCEH KOHLEIIMY 3aMbIcia pexkrccepa. Menoanka
CTHXOTBOPEHUsI, pPUTMOOOpasyroniie GakTopbl pOKAAlOT HOBBIE CMBICIIBI U WIEU NPH HEPEKOANPOBKE MHCh-
MEHHOTO CJ0Ba B BUJIEOCIOBO.

KoaioueBble cji0Ba: MoOSTHYECKUN TEKCT, BUIAEOCIOBO, KOAU(DUKALMUS, PEKUCCEPCKUI MOCTAaHOBOUHBIH
JTUCKYPC, TEICBU3UOHHAS BEPCHS, XYI0KECTBEHHOE BEIllaHHE.

N. V. Sulenyova

VISUALIZATION OF MELODIC FORM OF POETIC
WORKS ON TV SCREEN

In the article the author examines the specifics of transferring literary text to TV screen. In the global
system of all the literary-artistic program presentation of the writer’s text presentation becomes the most
important component of all the conception of stage director’s intention. Melodics of a poem, rhythm-
forming factors give birth to new senses and ideas at recoding written message into video-message.

Keywords: poetic text, video-message, codification, director staging discourse, TV version,
broadcast arts.
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B MupoByo KymbTypy, Kak ¥ B KYJIBTYpY
Poccuu, TeneBuneHre BKIIOYEHO KaK CIOKHBIN
ACTETUYCCKUN (PSHOMEH, KaK IMPOAYKT TECXHH-
YECKOTO Mporpecca M WHTEIJIeKTYaIbHBI HO-
CUTENTb BPEeMEHU. TeNeBUICHNE OCYIIECTBISET
MHOYECTBO pOJiei U (DYHKIMI 110 BOBJICUCHUIO
rpaXx<JlaHuHa B TpoIlecc HaOIIOEHNUs, comepe-
JKUBaHWs, aHAIN3a JACHCTBUTEIBHOCTH. B Teme-
BH3WOHHBIX  XYIOXECTBEHHBIX  IPOTpaMMax
BO3JICHCTBUE HA AyIUTOPHUIO OCYILECTBISACTCS,
MMOMUMO BCETO Pa3HO00pa3usi TEXHOIOTUIECKHX
MIPOIIECCOB, TOCPEACTBOM  XYy/I0KECTBEHHOTO
CJIOBA, TIPEJICTABIISIONIETO COOO0 ayAMOBU3Yyallb-
HBI 00pa3 nureparypHoro npousseaeHus. llo-
STUYECKOE CJOBO, €r0 3BYKOIHCH, CTAHOBSITCS
IIPUOPUTETHBIMU B IPOrpaMMax XyI0XKECTBEH-
HOTO BENIaHWs, TaK KaKk 3aHUMAlOT B HHUX 3Ha-
YUTEIHFHOE TI0 00bEMY MECTO U COOTBETCTBYIOT
ayJIMOBU3YaJIbHBIM OOPa3HBIM MPEICTABICHUSIM
pexuccepa.

Ha ceropusiinuii 1eHb CylIeCTBYET 3aMeT-
HOE TPOTHBOpEYHE MEXIY BaKHBIM IYXOBHO-
OCTETUYECKUM BIUSHUEM Ha COBPEMEHHOE
O0IIIECTBO XyJ0KECTBEHHOTO TEJICBHJICHUS, B
YaCTHOCTH 3BYYalIl[eTO JIUTEPATypHOTO CIIOBA, U
HEJ0CTAaTOYHBIM HAyYHBIM UHTEPECOM K TAKOMY
(heHOMEHY PEKUCCEPCKOW JIeATEIBHOCTH, KaK
HWHTEPIPETALNS JIUTEPATYPHBIX ITPOU3BEACHUM,
WX 3BYKOBas OpPTaHU3AIMS ISl CO3MAHUS Tele-
BU3MOHHOW Bepcuu. Kak mokasano uccneaoBa-
HUE, UHTEepIIpeTalusl MOITUYECKUX TEKCTOB Ha
TEeJIedKpaHe He BKIIOYEHA B cepy MHTEPECOB
HU IIPAKTHUKOB TCJICBUCHU S, HU )XYPHAJINUCTHUKHU,
HU WCKYCCTBOBEIAaMH, HU KYJIBTypoJIOTaMHu. A
BeJlb 3Bydalllee C dKpaHa TEIEBH30POB XyJ0XKe-
CTBEHHOEC CJIOBO SIBJISICTCSI OHOM W3 ACTETHYE-
CKHUX HGHHOCTeﬁ 1 UMECT CEPHLE3HOC BJIMAHUC HA
ayIUTOPHIO TeJIe3pUTEIEH.

Cneuuduka nHTEpHpPeTANUH
XY10:KeCTBEHHOT'0 TEKCTA HA TeJIeIKPaHe

Nzydenne npupoas! MOCTAHOBOYHOTO JHC-
Kypca B TEJIEBU3MOHHBIX Mporpammax Xymoxe-

CTBEHHOI'O BelllaHWsl, O€3yCJIOBHO, CBSI3aHO CO
cneuuUKOl IEepeHeCEeHUs] XyI0KECTBEHHOTO
TEKCTa Ha JINTepaTypHbId 3kpaH. IlocTaHoBou-
HBIM JUCKYpPC Ha TEJNEBHJCHUM OTIMYAETCS OT
TeaTpalibHOTO M KHWHEeMaTorpaduyeckoro 1o
CBOCH CTpPYyKType, Xapakrepy u mpuemam. OH
SIBIISIETCS BaYKHOHM COCTaBIISIOIIEH, HO BCE JKE
OIHOM W3 MOACHUCTEM, B TIJIOOAJIBLHOW CHCTe-
M€ PEKUCCEPCKOro 3aMbiciia BCed Iepenauu.
OH 3aBUCHM OT KOHIICTIIINM BCEH mepemadu, OH
JOJDKEH COUYETaThCs C €€ KOMITO3ULKEH, B KOTO-
PYIO BXOIAT: U MOHOJIOT BEIYILEro, U pacckas
PCaIbHBIX YYAaCTHUKOB JXKU3HHU aBTOpa, U KaJApPhbl
13 JOMAIIHCTO BUACOAPXHBA, U TIOCTAHOBOYHLIC
0JI0KHU C y4acTHEM aKTE€POB, U JOKYMEHTAJIbHbIC
KaJpbl, OTPaKAIOIINE 10Xy U T. II.

VYerexu COBPEMEHHOM TEXHUKH IITyOOKO
3aTpOHYIH U cdepy Tearpa, KUHO, TeIeBUE-
HUSl, TIOPOIWJIM HOBble ()OPMBI YHOBIETBOpE-
HUSl TPUPOXKACHHBIX MOTpeOHOCTEH uenoBeka
B 3peJHIAaX, TEM CAMBIM TEKCTOBOE MPOCTPAH-
CTBO PaCLIMPUIIOCH, AJISl PEKUCCEPAa BOZHUKIIO
HOBOE IPOOYKIECHUE CMBICIIOB, CIOB-UICH, SB-
JSIIOILMXCST TIPOBOJHUKAMH MEKAY MHOII0CaMHU
TEKCT — 3pHUTenb. Bo BceM — M 0COOEHHO B I10-
33UM — MPOCIICKUBAETCS HOBBIA, XapaKTEPHbIN
JUIS. HAIed 3MOXW MPUHIHUI XYI0KECTBEHHOTO
MIOCTPOEHHSI, KOTOPBI MOXKHO 00O3HAUUTh Kak
MOHTa)X, COEJUHEHHE TOTOBBIX 3JIEMEHTOB B
HEKoe 1iesioe. DTO He MEXaHUUYECKUil, a TBopue-
CKHUH TIpoliecc, KOTa He0OX0IUMO TPEABHUIETh,
Kak OyzeT (pyHKIIMOHUPOBATH IENO0e.

N3BecTHO, 4YTO B3aUMOAEHCTBHE TEJIEBH-
JICHUSI CO 3HAKOBBIM (DOHOM PEKHCCYPBI Tearpa
1 KuHematorpada BBICTyMaeT B kKadecTBe (yH-
JAMEHTAJIHOTO YCJIOBHSI CMBICIIO00pa30BaHUs
TEJIEBU3NOHHON BEPCHUU XYI0KECTBEHHOTO IPO-
n3BeqeHus. OCHOBY CO3/1aHUS TEJIEBU3MOHHOIO
[IOCTAaHOBOYHOI'O JMCKypCa COCTaBIJIET PEINpo-
IyLPOBaHUE B HEM JIPyTUX KOJOB, 3HAKOB, IIPU-
cymux kuHemarorpady u tearpy. TeneBU3HOH-
HOE MPOU3BEACHHUE CBSI3BIBACT MEKAY COO0M 3TH
CCMaHTUYCCKUC BCKTOPbI, U XYHO)KGCTBCHHBIﬁ
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TEKCT HAYMHAET BBICTPAMBATHCSA KAK «MO3aMKa
U3 PSIOTIONIOKCHHBIX IIUTAT, KX 1asi U3 KOTOPBIX
o0JiagaeT cBoei HeroCPEICTBEHHOW JICHOTaTHB-
HOM cemMaHTHKOW» [6, c. 423].

B mporecce OCMBICIEHUS TTEPEKOUPOBKH
TEKCTa aBTOpa B BHUJICOBEPCHUIO TEIEPEKHUCCEP
CJIOBHO JIBHJKETCSI B HEKOM «KPYI'e» BBIpa3H-
TEeTHHBIX (POPMOOOPA3YIONINX CPEACTB IOITH-
YEeCKOr0 MPOU3BEICHUS, B KOTOPOM MEJOTUKA
CTUXa IMOHMUMAETCS M KaK TO OCHOBHOE, U3 Yero
COCTOUT TIeTI0e, M KaK ero 4acTh, HO Haubolee
CJIOXKHAS JJIsl HHTEPIPETAIINH.

My3BIKaJIbHOCTD 03THYECKO (POPMBI

AHanu3upys UHTEPIPETALHIO TOITHYECKUX
TEKCTOB, SKpPAaHU3MPOBAHHBIX B MPOEKTE KaHasa
I'TPK «Kymerypay «Memomus ctuxa» (2008—
2009 TOmOB), C TOYKH 3PEHHUS MEIOIUIECKOI
(opMbI, OOHApYKUBACIIb, YTO HAHOOJIEE SIPKUM
MIPUMEPOM MOKET MOCTYKUTh 11033ust C. Ecenn-
Ha. K coxanenuto, B IpoekTe He Ha3BaHbl UMEHA
ABTOPOB NPOTPaMM, HO MX AJBSHC C MOSTOM H
YTELOM-HUCIIOIHUTEIIEM SIBHO AaeT O ce0e 3HATb.

Myssika B ctuxax C. EceHnHa 3ByYHT Tak
K€ MOILHO, KaK CaMO COJEpXAaHUE U SIBIISAETCS
YacThI0 CTWJIMCTHKH MO3THYECKUX IPOU3BE/Ie-
Huil. [lo3TOMy HEyIUBUTENBHO, UTO TBOPUYECTBO
C. Ecenuna necenno. Borpoc B ToM, MOXeT JIn
TaKOH parMoOHaNBHBIN CTETHUECKUi (heHOMEH,
KaK TEJCBHICHUE COXPAaHUTh M IICPEBECTU B
HMHOE BBIPa3UTENbHOE CPEACTBO MEJIOIUKY CTHXa
BEJIMKOTO T03TA.

Kak 13BecTHO, B OCHOBE [TO3THUECKOIO TEK-
CTa JIEXKUT MapaaurMaTuaeckuil npuHoumn. Cio-
Ba COOTHOCATCS C HEKUMHU BHETEKCTOBBIMM O3Ha-
yaeMbIMH (CBOETO pojia ciioBaps). [loaTnueckuit
TEKCT TBOPUT MHUP 3aHOBO, C HYJIs, ¢ QyHIaMEH-
Ta, MO KUPIUUUKY. «I103Thl — 3TO MO, KOTO-
pBI€ OTPUIAIOT UCTOIB30BAaHUE SA3bIKA, — HACTA-
uBain JK.-I1. Caprp. — i mo3ToB cioBa — 3TO
€CTECTBEHHBIC BEIllN, KOTOPbIE PACTYT KaK TpaBa
u nepesbsi». Ccblnasch Ha CapTpa, MBI CTpe-
MHUMCS TIOAYEPKHYTh BaKHOCTh JIEHOTaTUBHOIO

103

KYJIBTYPOJIOT'HA

3HAYeHHUS TIOITUYECKUX 3BYKOB, IMOITHYECKOH
MEJIO/IUH, IIOATHYECKOTO PUTMA.

T'oBOpst 0 cO3MaHMM TETEBU3NOHHOTO ITOCTA-
HOBOYHOTO JIHCKypca, MOOYKIAIOIIEr0 pPeXHc-
cepa TeJeBUICHUS Pa3MbIIUIATh Ha/l YUTAEMBIM
WM y)KE TPOYUTAHHBIM TEKCTOM, MbI XOTEJIN ObI
cocnarbes Ha Monens auanoroB Cokpara. Kimac-
CHYECKHM COKPATUYECKHM AUAJION, KaK U3BECT-
HO, COCTOSIT U3 HECKONIbKHX dTarnoB. OH HadH-
HaJICS C TIOCTAaHOBKHU TPOOJIEMBI, BBIPAXXCHHOM
B BHUAC BOIIpOCa, HAIPABIAOIIETO YYaCTHHUKOB
Jiyajiora Ha MOMCKM OTBeTa. Bropoil sTam 3a-
KITIOYAJICsl B pa3pelieH! , CHATHH MTPOOJIeMbl Ha
YPOBHE YMCTBEHHOTO Pa3BUTHS YUYACTHUKOB Oe-
Cellbl, KOTOpBIE MIpeiIarajid BApUaHThl apryMeEH-
THPOBaHHBIX OTBEeTOB. CoO37aBasiach WILTIO3US
pemreHus npodnemel. Ha Tperbem sTamne cokpa-
TUYECKOTO JIMajora npoOiieMHasi CUTyalus BOC-
co3/1aBajach Ha HOBOM, OoJiee CJI0KHOM JHalek-
TUYECKOM BHUTKE.

Mys3bIkaabHBIN 3BYK, (ppaza, MeIoaus CTH-
XOTBOPHOTO IPOU3BEJICHHSI TBOPUT JHAIIOT CO
ciaymareneM. Tak W MOATHYECKAash MEJIOAUs B
JTAHHOW TEeJeBEpPCHH BBICTpaWBaeT OOIICHHE CO
CITylIaTeNieM Ha YyBCTBEHHOM YPOBHE, Ha YPOB-
HE WHTYUIUH, «1iepedpackiBas 3putens Bo Bee-
JICHCKHI cJoBaphb» [2, c. 86].

CruxotBopenne C. Ecenmna «Xynauran» B
uKIe nepenad «MeJoaus CTHXay MPEIIoKESHO
TEJIE3PUTENIO B UCTIOJIHEHUU U3BECTHOTO apTH-
cra C. be3pyxkoBa. SIpkoCTh €CEHUHCKOTO pUTMA
B BBIOPAaHHOM pEXHCCEPOM I TEIETPOeKTa
MIPOU3BENICHAN BBHIPAXKAETCA B TIEPEKPECTHOMN
pudMe ¢ YepeAYIOUUMUICS MY>KCKOW U )KEHCKON
KJIay3yJlaMU, B YTSDKEIIEHHOM CTOTIEC — CIIOHICEM.
[losTHueckuii pUTM 3a0a€TCS HMCIOIHUTEIEM
C. be3pykoBbIM Kak puTM 0OapabaHOB BIEpe-
MEXKY C PUTMU3UPOBAHHBIMU BBICTPEIIAMHU.
CBoeo0Opa3Ho TO, YTO MPUBBIYHBIN JIIsI 3pUTEINEH
obpa3z 0apabaHOB, OOBIYHO WJLTIOCTPHUPYEMBIH
C TIOMOIIBIO COTJIACHBIX 3BYKOB, B JTAHHOW WH-
TepIpeTaIfy IPEMOJHOCUTCS 32 CUET IIACHBIX,
CJIOBHO 3TO 3By4aliasi Apo0b OYHTYIOIIEH JTyIITH:
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HOxauk MOkpbiMu MeTinamu ylctut
NBHAKOBBIN IOMET 110 JTyTAM.
[InkOiics, BETep, oxankamu nlicTheB, —
S TakOii xe, KaK ThI XyJUTAH.

JnanekTuka MOITHYECKOro TEeKCTa, Jyma-
eTCsl, MPOSABJISIETCS B €r0 CTaTHKe, KaK MOJTYallu-
BOM IIPOIYKTE PEUYEBON JEATEIBbHOCTH, U B €r0
JUHAMHKE, KaK B IIPOLIECCE €ro CO31aHMs U BOC-
npousBeJeHNs. TelneBU3HOHHBIH MOCTaHOBOY-
HBIH JTUCKYpC KaK OOBEKT 00JIafaeT CIOKHON
BHYTPEHHEH CTPYKTYPOU U BHELITHUMHU CBSI3IMH,
peaNu3yoUIMMUCs Yepe3 ee IUIaHbl M KaTero-
pun. JlManekTHKa TEeNEeBU3MOHHOTO IOCTaHO-
BOYHOTO JUCKypca — 3TO MHTEpMENUHOE Mpo-
CTPAHCTBO, OPTaHNU3yeMOE TI0 PSIIy KOOPAWHAT:
aBTOP — TEKCT, YATATENb — TEKCT, aBTOpP — YHTa-
TEJlb, TEKCT — KOHTEKCT. DTOT (haKT MO3BOJISET
0e301mnb0uHO OTIU(PEepeHIupOBaTh criennupu-
YeCKHe JIOCTOSTHHS TEJEePEeKUCCYphl, HE Hapy-
mas TTyOWHBI, MeTadhU3UIecKold HEOIHO3HAY-
HOCTHU IMIO3TUYHOCTH aBTOPCKOTO TEKCTA.

OTMeTHM: YeM KpyITHee MJIaH, TEM OYEeBHUI-
Hee ero abcTparupylonas, BHeBpeMEeHHasl ¥ BHE-
mpocTpaHcTBeHHAsT (pyHKIMsa. KpymHbBIN miaH
BBICTYIIAET B POJIM CBOETO POJia «IIepeKIIrouare-
JI5», CUTHAJIM3aTopa «M3MEHEHUS! MOJAIIbHOCTH
noBecTBoBaHu. «KpynHsiM tutanom» C. Ece-
HUH TIOJAa€T MEJOANYEecKyro (OopMy IJIaCHBIX.
Pexxnccepy U MCIIOJTHUTENIO YIAIOCh YCIIBIIIATh
3Ty peBepOupanuio B Tekcte C. Ecennna, 3Byko-
BOI OTTOJI0COK MBICIIH M03Ta, pACIPOCTPaHSIO-
e 3ByK Ha OKpY Karoliee IpOoCTPaHCTBO.

O6vemusle TiacHsle [S, A, E, O, 1O, bI]
nofatorcst C. be3pyKkoBbIM Kak 3BOH KOJIOKOJA-
noOeauTeNst ¥ MOAKPEIUISIOTCS SIPKOH padoToi
KaMepBbl: OT KPYITHOTO KaJ{pa IEPBBIX IBYX CTPOK

51 mro6ntO, xorga cluue yAmu,
Kaxk ¢ msxkEnoit moxOnkoii Bosnbl

KaMepa MEAJICHHO YBOOWUT Hallle BHUMaHHE Ha
o0 iaH. YBenuuuBas CHIY 3ByKa, MOCTe-

IICHHO IOBbIIIAA I'0JIOC, aKTCP CO34a€T MILIIO-
3HIO IECJIOTO aHCcaMOJIsT KOJIOKOJIOB:

KusorAwmu, muctBO# xpuniummuy,
ITo xonEnkam mapArot ctBomnbl.

Kamepa BHUMaTENbHO CIETUT 32 U3MEHEHH-
€M MEJIOIMKU CTHXa, OHA TO MPHOJIIMKAET UCIION-
HUTCJIA HaA CpeI[HI/IfI IJIaH, TO BHOBb OTHE3XKACT
Ha KpynHbId. B 3TO BpeMs TEKCT 3BYUYUT YK€
KaK KOJIOKOJIbHBIH TIEpPEe3BOH, B HEro J100aBiisi-
I0TCSI packatel coriacHoro [P] u nerkue ymapbl
yBepennoro [T]. PeueBast maptutypa coBmagaet
C TIAPTUTYPOI KOJOKOIHHOTO TEPE3BOHA, W TH
3HAKH WILTFOCTPUPYIOTCS TEIE3pUTEN0 paboToit
KaMepbl.

Pycw most, nePessanas Pycs!
1 onud TBoM neBert U miamaTaii.
3BePunbix cTuxoB moux rPycThb
S xoPmun Pe3enoii u msaToid.

XoTen0ch Obl OTMETHT, YTO MEJIOIUS KOJIO-
KOJIBHOTO TEPEe3BOHA B 3BYKOIHCH «XYJIUTaHa»
3aJaeTcsl U TUIABHBIM, PAaCKaYMBAIOIIMMCSI JIBU-
JKEHUEM KaMepbl BIIPABO M BIIEBO, MOIXBATHIBAS
WHTOHAIMOHHBIA PHUCYHOK wucnonHuTens. [lo-
BBIIIACTCS TOJIOC Ha TekcTe «Pych Mos» — kame-
pa CHUMaeT UCIIOIHHUTEINS, CIOBHO B3MaX PyKH
JIPIDKEPa, CHU3Y BBEPX; «JIepeBsiHHAs Pychy, —
MOHW)KAET WHTOHAIMIO HCIIOTHUTENh — Kamepa
«yIIBIBACT BHU3». Ha mpoTskeHuu Bcero mo-
THYECKOTO TeJICTPOU3BEACHUS CKIIAIbIBACTCS
3aMeuarelbHOe TPHO IM03TA, TeNepexuccepa u
UCTIOJHUTENs. BHeNIHUEe BhIpa3uTeNHbIe Cpel-
CTBa B mpoekTe «Memonusi cTuxa» Ha MEpBbIA
B3MJISIT CKYIIBI: HA MOJIOYHOM (pOHE Ha 3aJHEM
TUIaHe, 3a UCTIOJIHUTEJIEM TTePHOMYECKH, HeHa-
BSI3YMBO BO3HUKACT TEKCT BOIUIOIIAEMOTO IMPO-
M3BE/ICHUSI. AKTEp CJIIOBHO TMAapHUT B 00JIAYHOM
MPOCTPAHCTBE, «COMPHUKACASICHY € MOITHUECKON
¢dopmoii. OmHako UMEHHO 3Ta 3ajaHHas Gopma
no3BossieT C. be3pykoBy u omnepaTopy (MCIIONb-
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3yeTcsl TONbKO 3(PdeKT M3MeHeHHsT KPYIMHOCTH
IUIaHa B KaJpe) CO3[aTh HJUTIO3UIO KOJIOKOJb-
HOTO 3BOHA, a 3PUTEIBCKOEC BOOOPAXKECHHUE YyiKe
JIOPHCOBBIBACT KAPTUHBI PycH ¢ KOJIOKOIBHSIMH,
LEPKBaMU, JCPEBCHCKUMH JOPOTaMH U T. 1.

3aKjoueHue

MoHONOTHYeCKHI SI3BIK pEKHccepa Tele-
BU3HOHHBIX XYJIOKECTBEHHBIX Tporpamm 00-
peTaeT peajbHOCTh 4Yepe3 I'epPMEHEBTHUECKUI
OITBIT OCMBICJICHHS TEKCTA U COLMAIBHOTO KOH-
TEKCTa, HEMPEeCTaHHO MPOAOIDKAET HHTEpMe-
JMIHO BBIpa)kaTh ce0sl CPEACTBAMH S3BIKA JIPY-
I'MX BUJOB U KaHPOB MCKycCTBa (My3bIKa, Tearp,
’KUBOITNCH, KHHO U T. 11.), HUKOT/Ia «HE HAYMHAIO-
HIMXCS C HyJISl ¥ HUKOTJIa HE 3aMBIKAIOIINXCS Ha
OECKOHEYHOCTH», TOBOPSI CIIOBaMH APHCTOTENS
u3 ero «lIpakrnueckoii ¢punocopumn». Beipasu-
TEIBHOE CPEJICTBO MOITUIECKOTO IIPOU3BEICHUS

KYJIBTYPOJIOT' HA

«MEJIOJINKAY aKTyaJIn3UpyeT UHTPOCIEKTHBHOE,
BHYTPEHHEE MPOCTPAHCTBO HOITHUYECKOTO IPO-
W3BE/ICHUSI, CBS3BIBACT €TO C CyObEKTOM — UCTIOJ-
HUTEJIEM U CO3/1a€T HOBBIM MUP — TEJIE3KPaHHOE
IIPOU3BEICHHUE.

AHaJIN3 ¥ CUCTEMAaTH3aLUsl YK€ CO31aHHBIX
Ha TEJEBHUJIEHUH XyHOKECTBEHHBIX MpOrpaMm
BBISIBUJIM IIpoOieMy 1o (OpMHUPOBAHUIO YCIIO-
BUH 1uisi co3naHus OoJiee KayeCTBEHHBIX XYZO-
JKECTBEHHBIX MPOTPAMM, KOTOpPBIE MOIIM OBl
CIy’)KUTh 0a30ii Uit 00y4YeHHUs! CTYJACHTOB IPO-
(eccun TeneBU3MOHHOTO pexuccepa. B cBszu ¢
9TUM aKTyalU3UpyeTcsl MpoliieMa TOBBIIIEHUS
npogeccroHaIbHOTO MacTEPCTBa TEIEpeKHUcce-
pa, OCHOBBIBAIOLIEIOCS] HA COBEPILIEHCTBOBAHUU
CUCTEMBI IOJTOTOBKH PEXHCCEPCKUX KaIpOB
JUTSL Xy[0’KECTBEHHOTO TEJIEBUCHHS, B 9aCTHO-
CTH B aKTyaJIU3allMd METOJ0B PaOOTHI C JIUTEpa-
TYpPHBIM TEKCTOM.
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CHOREOGRAPHIC EDUCATION IN MALTA: A PERSONAL EXPERIENCE

This paper traces the introduction of ballet performances and education in Malta in the early
of 20th century by Princess Nathalie Poutiatine, a Russian ballerina who settled in Malta and became my
teacher and mentor. The author outlines the development of dance and dance education in Malta, starting from
her own experience as a student, dancer, teacher and choreographer, with a focus on the evolution of dance
pedagogy culminating in the introduction of Dance Studies leading to a Master’s degree at the University of

Malta two years ago.
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The Introduction of Ballet and Ballet
Teaching in Malta

Classical ballet was introduced in Malta
in the early 20th century by a Russian émigré,
Princess Nathalie Poutiatine.

Princess Nathalie was born in St. Petersburg
in 1904, the only daughter of the Noble Olga
Zelenoy and Prince Paul Poutiatine, the last
in line of the aristocratic Poutiatine family.
The homes of the Poutiatines and the Zelenoys
had, for many generations, been visited
regularly by artists, writers, composers, poets,
scientists as well as military and diplomatic
personalities. Tchaikovsky frequently visited
Nathalie’s maternal grandmother’s home. This
environment in the homes of both parents, and
later in their matrimonial home, instilled in the
young Nathalie a great love and appreciation for
every expression of beauty and the arts.

At the age of seven she started piano
lessons under the guidance of Monsieur Richter,
himself a pupil of Alexander Konstantinovich
Glazounov. She also took up art lessons. Natalie

received her first ballet lessons privately at
her home by Madame Tamara Krasavina, a
leading ballerina of the Maryinski Theatre in
St Petersburg. She was later placed under the
tuition of Felia Dubrovskaya who later became a
famous ballerina working with Serge Diaghelev.

The events of 1917 forced the Poutiatine
family to leave Russia for Costanza in Roumania,
then to Constantinople and finally to Malta where
they stayed for two years. It was during this
short stay that Nathalie met her future husband,
Edgar Tabone, the son of a distinguished
Maltese family. After this short Maltese sojourn,
Nathalie, now aged 17, settled with her parents
in Paris, where she resumed her pianistic studies
at the Conservatoire de Paris under Santiago
Riéra who was himself a disciple of Chopin.
Although she loved music, her greatest ambition
was to express herself artistically through
dance and joined dance classes given by Anna
Pavlova’s partner, Laurent Novikov. Later she
studied for seven years under the guidance of
Liubov Egorova, one of the most renowned
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teachers at the time in Paris. Nathalie Poutiatine
also studied with Serge Lifar, Solange Schwarz
and Lucienne Lambale of the Grand Opera and
auditioned successfully for Anna Pavlova’s
company which was about to tour America. She
also attended classes by Olga Preobrajenska, one
of St Petersburg’s best loved ballerinas who was
also living in Paris at the time [1].

While in Paris she stayed in contact with
Edgar Tabone, married him in 1927 and settled
with him in Malta. At that time the Island was
essentially the home base of the Mediterranean
Fleet of the British Navy. This fact determined
the daily life of most of its inhabitants, not only
economically and socially — because directly
or indirectly the livelihood of most of Malta’s
inhabitants depended on it — and politically —
because their national interests were considered
subordinate to the strategic interests of the
British Empire in Southern Europe and the
Mediterranean — but also culturally. Such a
context cannot be expected to stimulate much
cultural ferment, innovation and creativity and
yet Natalie Poutiatine found that the Maltese
were great music lovers. The Royal Opera House
in the capital city, Valletta, was built in 1866 by
the English architect Edward Middleton Barry
who had also designed the Royal Opera House
in London’s Covent Garden. Unfortunately this
opera house was destroyed by Nazi and Fascist
bombs in World War II and was never rebuilt.
Malta’s Royal Opera House hosted mainly
operas imported from nearby Italy but classical
ballet performances and ballet education were
still unknown. A great deal of encouragement
from family and friends persuaded Princess
Nathalie to start teaching ballet. Her classes
became very popular and by 1939 she had her
own ballet school built to her specifications.
Never forgetting her beloved homeland, she
named the building Otrada. Its main studio had
the same dimensions as those of the stage of the
Royal Opera House where Princess Poutiatine
began giving the first full ballet performances in
Malta [2].
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This was the beginning of ballet and ballet
education in Malta. Princess Poutiatine carried
on the teaching of ballet with great dedication for
many years and under her rigorous guidance the
art continued to flourish in Malta. Her influence is
still felt today because of the powerful aesthetic
heritage she left us.

During the last century the development of
dance was vibrant and rapid; moving from an
educational hobby to a more vocational training
and professional art form.

Princess  Poutiatine gave numerous
performances, lectures and demonstrations.
Her role was decisive to the establishment
of the dance as an art form in Malta and, as
importantly, to the cultivation of a dedicated
and increasingly discerning audience. In her last
years she continued to teach and direct classes in
close collaboration with me.

My Personal Experience as a Student,
Dancer, Teacher and Choreographer

At this point you will pardon me for
adopting an autobiographical narrative mode.
I am very proud and grateful for having had the
good fortune to start learning ballet under the
dedicated and rigorous guidance of Princess
Nathalie. My recollections of the Princess go
back to when [ was five years old and commenced
my ballet training at her Academy of Ballet. Her
classes were always full of imagery. She would
impart not just the brilliance of technique, but
would stress upon the quality of movement
and its musicality. Temperament was essential.
Linear beauty and — as a reflection of her own
cultural background — the ethereal quality of the
romantic period, were perhaps the two things she
imparted to us most of all. She would often refer
to the stern discipline of her own teachers and
slow progress was not tolerated. Manage and
virtuoso pirouettes were among her favourites to
finish a class. She had extraordinary knowledge
of Grecian art and oriental movement. Her great
spirituality was continuously infused in her
work. We were taught how to appreciate the
spiritual and intellectual values in life, these same
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principles we encouraged within the Academy —
good character formation with a sound artistic
and intellectual development.

After spending 12 years training in classical
ballet with Princess Poutiatine, I continued my
studies in London and followed a 4 year full
time vocational course in choreography and
teaching. In 1965 I returned to Malta to open the
first ballet school teaching the Enrico Cecchetti
method with a graded system of examinations
leading to a fellowship with the Imperial Society
of Teachers of Dancing, London. In her later
years she asked me to take over her Academy.
The time was an opportune moment for me to
expand as my school was becoming bigger. It
was also an honour to take over the direction
of this prestigious Academy. The amalgamation
of our two Academies took place in 1981 and
the studio became known as Tanya Bayona —
Princess Poutiatine Academy of Ballet. My
four years at Nesta Brooking Choreographic
School in London, a pioneer institution of
choreography education during the 60s and
the 70s, were decisive in my formation as a
choreographer and teacher. We were taught the
importance of concept, development, spatial
design, and contrast of movement, dynamics
and music appreciation. We were encouraged to
read poetry and mythology but above all to be
inspired by the reality of everyday life. These
principles remained central in my development
as a choreographer and I have attempted to
impart the same principles to my students over
the years.

Dance and Dance Education in Malta
Today

To understand better the evolution of dance
and dance education in Malta one must take into
consideration its historic, demographic and social
development. Malta is the largest of three islands
forming a small archipelago in the centre of the
Mediterranean. Malta’s land territory covers just
316 square kilometers and, with a population
of 420, 000 inhabitants, is one of the smallest

states and one of the most densely populated
countries in the world. Malta’s strategic
geographical position at the crossroads of the
Mediterranean was exploited, amongst others,
by the Phoenicians, Romans, Byzantines, Arabs,
Normans, Angevins, Aragonese, the Knights
of St John, the French and finally the British
between 1800 and 1964. It became a Republic in
1974. Malta’s economic dependence on foreign
military bases continued until 1979 when the
last British forces left the Island. Meanwhile
Malta had started to diversify its economy by
developing its tourist and industrial potential
and, later, by becoming an important financial
services centre. Decades of sustained export-led
economic growth made possible higher standards
of living, a generous welfare state, relatively
high levels of employment and the further
development of education. In these conditions
we could not but witness a gradual, though not
always constant, development of culture and
the arts. It must be said that Malta’s education
system is essentially built around British models
with the English language as a language of
instruction. Malta’s University, founded in the
17t century, is the oldest outside Britain in what
used to be the British Empire. In 2004 Malta
became a member of the European Union. With
this socio / economic progress obtained over the
past years more families could afford to send
their children to private dance schools. It must be
pointed out that to date there are no dance classes
at primary and secondary level in our public
schools. Malta’s membership in the European
Union gave our dance students, dancers and
teachers free and total to a 27 nation bloc with a
market of over 500 million people creating a vast
new window of opportunities. Last December
the European Commission announced plans to
launch the world’s largest ever cultural funding
programme, with €1. 8bn allocated for visual
and performing arts, film, music, literature and
architecture. The commission’s Creative Europe
project plans to release the money between 2014
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and 2020. If the scheme is approved late 2012,
an estimated 300, 000 artists are due to receive
funding [3]. The European Union also subsidises
tripartite cultural activities, including dance
performances, seminars and student exchanges.

Dance education in Malta has grown
to professional standards. Today there are
28 private dance schools in Malta employing
60 professional teachers who teach ballet,
Spanish, jazz, hip hop and other disciplines
to around 5, 000 students. There are several
young performing groups and dance companies
developing within these Academies. Professional
teachers are recognized by our government
and schools operate after obtaining a license
from the Ministry of education. Our teaching
qualifications are affiliated to international
teaching bodies in England such as The Imperial
Society of Teachers of Dancing, The Royal
Academy of Dancing, British Theatre Dance
Association, British Ballet Organisation, and
the Spanish Dance Society. The two major
pedagogies taught in Malta are the Enrico
Cecchetti Method and The Royal Academy of
Dancing with annual visits by their respective
examiners.

On the initiative of some dedicated dance
teachers, children and adults with special
needs are benefitting from dance therapy. The
Department of Psychology at the University
of Malta regularly invites dance therapists for
seminars. Choreographic education at university
level was introduced in Malta two years ago. This
is the highest level of academic dance education
in Malta. A Department of Dance within the
Mediterranean Institute of the University of
Malta was established in 2010. Before, our
young choreographers emerged from the private
dance schools that encouraged and stimulated
their students to create through a rich knowledge
of dance discipline and music together with
the influence of visiting choreographers and
numerous workshops. The Dance Council,
Malta, a member of CID UNESCO, which
was established in 1995, was instrumental in
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promoting the teaching of choreography by
organising a number of workshops under the
guidance of international choreographers and
by obtaining scholarships for Maltese dance
students to learn chorography abroad.

The University of Malta is offering a three-
year, full-time day course leading to a Bachelors
in Dance Studies (Honours). The Masters in
Performance Studies (Dance) is a two-year,
part- time course which is offered bi-annually.
The Bachelors in Dance Studies Honours three-
year programme synthesises theory and practice
in such ways that theory underpins practice and
practice illuminates theory. It is designed to
produce graduates with skills and understandings
in choreography, pedagogy and technology,
through practical workshops, lectures and
seminars. We aim to cultivate a community of
dance artist practitioners and dance scholars who
wish to pursue careers in Dance-related fields:
performance, education, community dance and
management. The Master in Performance Studies
(Dance) Preparatory Course focuses specifically
on Study skills hence seeks to develop and hone
students’ knowledge of the History of Dance
and Dance Theories to the end of preparing
students for the commitment of postgraduate
study. The course is offered on-line so that both
local and European students can access this
preparatory education before joining the Master
in Performance Studies (Dance).

The Masters in Performance Studies
(Dance) integrates theoretical approaches with
artistic practices, focussing on the education of
concepts, theories and principles in support of
creative processes. The programme will attract
practitioners in the Performing Arts and related
Dance fields who wish to further develop their
skills and knowledge within an applied and
socio-analytic framework. To support existing
career structures, the course is delivered in part-
time mode where intensive two-week blocks are
interspersed with independent study supported
by a virtual learning environment.
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It is the intention of the University that
this programme marks the first step towards
the formation of dancers and choreographers
with special focus on the use of technology. In
addition, it would give the host country, Malta,
the possibility of cultivating its own community
of dance scholars and dance artist practitioners.

Academic staff is drawn from the UK,
Holland, Germany and Malta. The Programme
Director is Prof. Joanne Butterworth, formerly
of the Research Centre for Dance, University of
Leeds, UK and of Fontys University of Applied
Sciences, Tilburg, and The Netherlands [4].

Some concluding remarks: women, the
dance and emancipation

This is not a conclusion. I have called these
remarks — concluding remarks simply because
they come at the end of my lecture and of this
paper. They are thoughts about the relevance of
the dance in my country.

Jill Green, in her fascinating article
“Emancipatory Pedagogy?: Womens Bodies
and the Creative Process in Dance” writes of her
experience and her experiments in attempting

to emancipate the female dancer from certain
models that are imposed on them by society.
I am convinced, and I hope that my own long
experience as a dancer and as a teacher of
choreography justifies the confidence with which
I express this view, that if — on the one hand — the
dance cannot be isolated from its social context
and therefore woman’s condition in society
is reflected in her condition as a woman in the
dance, it is also true that — on the other hand —
the dance can be a powerful tool for women to
liberate themselves from the subordinate role
that society continues to impose on them even
in those societies were women appear to be most
emancipated.

The female dancer is in a unique position
to understand the way society attempts to mould
the female body to serve interests over which she
has little or no control. Teaching dance to young
women — and not only to those who dream of
becoming great dancers — can therefore be a
powerful tool to encourage them to understand
that the way we move and the way we appear
should be nobody’s business but our own [5].
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