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Abstract: This article is devoted to the establishment of major forms of dance by the efforts of creative union of
composers and choreographers. Kazakh choreographers have reviewed various ballet performances: "Murals"
composed uHT. Mynbaev, choreography by Z. Ribaeta; "Eternal flame" by S. Erkimbekova in the edition of M.
Tleubayev (1985) and V. Goncharov (2010). The authors have analyzed the process of the work in the creation of
ballet, the search for new forms, content of the story and dance performances.

The relationship between the synthesis methods of dramatic music, choreography and script (libretto) was
disclosed. Particular attention was paid to the problems of development trends of the creative union of the composers
and choreographers. Based on the study, the authors came to the following conclusions: creative tandem of
composer, choreographer, librettist and stage designer is in crisis today. This is due to the fact that there are various
objective reasons (lack of large areas, financial dependence, lack of confidence to young composers and
choreographers), and maybe a genius has not been born yet.
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1. Introduction

The interconnection of all components plays important role in creation of any ballet performance;
therefore, unique works arise in their synthesis. Itis presented by a group of like-minded people, bound by
a common goal for achieving a better result. We call them creative unions. "It is well known that there is
indissoluble triunity of literature in the ballet as the bearer of meaning, music and movement" [1, p. 4].

Professional artists get together in creative unions. Their task is to create works of high ideological
and artistic level. Regardless of the specifics of the type of art that defines the activity of the member of
creative union, whether he is an artist, musician, choreographer or librettist, they all have common goals
and interests. The success of the ballet directly depends on the cooperation of efforts of all the allies
working on one project. One of the first who understood the need of concord between composer and
choreographer was a great reformer, the founder of history, theory and practice - Jean Georges Noverre. In
his "Letters on Dance and Ballets", he reveals and analyzes the regularities of the ballet balance with the
other forms of art, the union of the choreographer, composer and writer [2].

Today the problems of the reason for the "longevity" of some ballets and the stage oblivion of others
are topical. The authors ofmonograph named "Repertoire policy of ballet performances of Abai State
Academic Opera and Ballet Theater (1934-2014) and issues of ballet symphonism" -L.A.Zhuykova and
D B.Esentacyvaare exploring and making an attempt to define the "longevity" and oblivion of
choreographic productions [3]. Back in the 70-ies of the twentieth century, a famous ballet dancer, theater
critic Yu.l.Slonimsky noted: "Excellent music and excellent script alone does not ensure the success or the
longevity of the ballet... all of the authors creating ballet should act in the interests of choreography,
contributing to its content, prompting its shape and structure on the basis of the individual characteristics
of the choreographer composing the new Performance"[4, p. 11].

In this article we will try to consider the problems of the creative union and its components in the
creation of large choreographic forms based on the ballets of Kazakh choreographers: "Frescoes" of
T.Mynbayev, choreography of Z.Raibayev and "Eternal Fire" of S.Erkimbekov in M.Tleubayev (1985) )
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and V.Goncharov (2010)edition. Despite the fact that some ballets were analyzed and considered by such
art critics of Kazakhstan as L.Sarynova,G Zhumaseitova, some aspects of the creation of the above-
mentioned canvases remain relevant today.

The purpose of the rescarch is to explore and study the significance of the creative community,
creative figures in the formation of major domestic ballet performances, therefore, to indicate the
tendencies of the further development of composer-choreographer union.

For this, it is necessary to determine the following goals:

- to reveal the unity of the internal content of the script text, music and the plastic language of the
ballet;

- to reveal the use of innovative technologies in ballet performances;

- to comprehend the relationship between the traditional and modem choreographic art in the major
choreographic forms of ballets in Kazakhstan.

2. Methods

The methodological basis of the study is the integrated approach. Historical, scientific, and
comparative methods are used to achieve the disclosure of the content of the research topic.

The following methods are used:

- Methods of theoretical and art criticism analysis;

- Comparative-comparative method,

- Empirical method (interviewing).

3. Literature Review

We rely on the methodological foundations of literary sources, scientific publications in journals,
research dissertations, theoretical and methodological reference books, the Internet resources and meetings
with masters of musical and choreographic art of Kazakhstan in this work.

The authors studied the research works of the People's Artist of the Kazakh SSR D.Abirov, the
Honored Artist of KazakhstanA Ismayilov, the candidate of Art criticism L.P.Sarynova, Doctor of Arts
S Kuzembayeva, the candidate of Art History G.T. Zhumaseitova, People's Artist of the Republic of
Kazakhstan B.G. Aiukhanov; thesis work (manuscript) of A.A.Sadykova.

Identifying the features of the relations between musical and ballet drama, the authors studied the
works of L.A.Zhuikova, written in co-authorship with D Esentayeva and "Musical poetics of
choreography" by Yu. Abdokov.

The works of E.G.Esyareva, R Kh.Urazgildeyeva, G.D Lebedeva, R.S Zaripova,E.R Valyayeva,
0O.N.Makarova on ballet studies and the works ofE.D.Tursunova, A.B.Shankibayeva on traditional culture
of Kazakhstan were particularly important for the research.

The creation of a ballet performance is a complex and lengthy process;moreover, it begins mostly not
with music, not with composing dances, but with writing a libretto. However, there are some cases when
the musical material is born earlier, unlike the libretto. One of these works is the national ballet
"Frescoes", written in the twentieth century by the composer's pen of T.Mynbayev.
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Master of Arts, lecturer of T.ZhurgenovKazNAAA Sadykova writes that originally, there was a
symphonic poem in the article about the ballet "Frescoes" of T.Mynbayev, and the libretto was written
precisely based on musical material. In his exclusive interview,Z.Raibayev told A.Sadykova how he
beganwriting ballet libretto for "Fresco". "...I read many historical and artistic books at home. I stopped on
"Clay Book" of OlzhasSuleimenov.We have been friends with him since the 1950s, moreover, I loved and
knew his poetry. "Fresco" music of Mynbayev touched the theme of the "Clay Book". It helped me to
form the concept of the play in the form of nine paintings combined by a musical introduction on each
picture, like a thread on which fresco beads are strung. The history, life and the lifestyle of the ancient
Scythians, who inhabited the territory of Kazakhstan in the IV-VI centuries appeared in the libretto that I
wrote on the "Clay book" [5, p. 164]. Sadykova herself concludesthat such human qualities of Z.Raibayev
as sincerity and boldness of performance, which was defined by choreographer O.Suleimenovonce, led
him to the right path not only in creating a ballet scenario, but also in the creative process at whole. "The
libretto of Z.Raibayev is lapidary, laconic, but capacious. Each fresco has the name and poetic epigraph,
which creates an emotional mood and expresses the very essence of incarnated events "[5, p. 165]. She
tells about interesting facts related directly with the work of the choreographer with the artist - decorator.
Analyzing the words of S.Kuzembayeva and drawing on her own research, the young scientist notes:
"Z Raibayev imbues with the strict depth of graphics ofE.Sidorkin, in his "Fresco ",scenographywhich has
grasped the spirit of a distant era. She set the tone for the ballet plasticity, made it possible to translate the
graphic language into a clear artistic gesture - dance "[5, p. 164]. Considering the musical aspects of the
ballet, A.Sadykovanotes that for a simple perception and choreographic incarnation that is quite complex
and this convinces the professionalism of the chorcographer Z.Raibayev once again.

Based on the researched materials, the video footage, including "Frescoes" ballet, during the round
table devoted to the memory of Z.Raibayev, we were convinced once again that Z Raibayev considered
the textural content of the ballet music of T.Mynbayev through the prism of the orchestral originality of
musical palette. It is appropriate to quote the words of Y.Abdokov, who notesthat "The complex,
orchestral-invoiced language of the score ... born in close creative cooperation between the composer and
choreographer is transformed ... into an artistically adequate poetic canvas" [6, p. 62].

Noting the fruitful work of the choreographer, composer, artist and soloist, G.Zhumaseitova in her
work designates the result of the creative union rather persuasive. The author notes: ""Frescoes" ballet
stunned with brightness, colorful scenic action, expression and curl. However, this brightness and beauty
were not in external attributes, but in the solution and comprehension of the topic itself, intense drama in
the climaxes. Three of the most important components - music, dance and decoration harmoniously
blended into a single whole "[7, p.21]. Besides, she emphasizes the modem style of ballet, which
manifests itself in the plastic and choreographic decision of the choreographer in music, scenography and

— 162 ——
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costumes. However, he says that the national color is necessarily traced in each of the artistic techniques.
For Z.Raibayev "the important method was combining of traditional dance elements with modern
technical methods of performance" [8, p.21]. [8, p.21].

Without detailing the musical analysis of the ballet, which is carried out by the leading musicologist
S. Kuzembayeva, we will only quote the author, noting about reconsideration of a folklore source: "The
motif of the ancient kyu receives a truly modern interpretation in the ballet score. ... The composer
opposes the folkloric figurative-style complex, and at times,she reciprocates the imagery of a different
plan. ... Thus, the composer, referring to the ancient plot, embodies it in modern language "[9, p.89-99].

This harmonious tandem foreshadowed the long scenic life of "Frescoes" ballet, but unfortunately, the
forecast turned out to be erroneous. There is no possibility to analyze the reasons for the fragility of this
ballet in a short article. It would be desirable that the legacy of the national ballets of the choreographic art
of Kazakhstan was not approached as a frozen past, but as masterpieces created by the masters of the
national ballet. "The solution of the issue is not in museum conservation ... it is in creative preservation
and development. It will be possible to bring up both the younger generation, artists and spectators on
material of such carefully kept and carefully updated performances... "[10, p.47]. Therefore,
"choreographers, whose talent allows new choreographic decisions, can and have to do it creatively safely
and fearlessly" [11, p. 10]. The task of modern ballet masters is "to fill up the heritage of the past with new
works, and but not to turn and "modernize"the old ones ..." [12, p.128].

Another result of the creative collaboration of the librettist, composer and choreographer is the ballet
named "Eternal Flame". Talking to the composer, we have learned many interesting facts. It turns out that
in 1984 in Leningrad at the plenum of the young composers of the USSR, S Erkimbekov has visited
famous Piskarev cemetery, where the victims of the siege of Leningrad and the soldiers of the Leningrad
front were buried. "Walking along the alley of the cemetery in silent silence there was only a slight
swaying of trees, and in my head a melody has sound. Under the impression of the memorial, I have
already written music, which became the prologue of the ballet "Eternal Flame" later, - says
SerikJeksenbekovich. According to him, in 1985 he applied to the theater. On behalf of the management
board M.Tleubayevwas appointed as a choreographer-director of the ballet. D Nakipov became the author
of the libretto [13].

They gathered at the composer's house on cold autumn and winter evenings, and after 8 months, the
ballet has already found life.

The imaginative and artistic content of music gave an impulse to D. Nakipov in the composition of
the ballet script. The librettist took an active part in the production process, attended the orchestration of
musical material and attended ballet rehearsal.

S. Erkimbekov himself orchestrated music in the composer's House of creativity "Turgen". The
composer mentions that the specific character of the performance is that there are no domestic scenes in it,
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the ballet is written in allegorical,generalized form. The musicologist-researcher T.V.Kharlamova writes
on the production and music of the ballet that: "Ballet performance refers to the epic philosophical genre,
conveying memories of the events of past years through the prism of the modern view of the events of that
time, the tragedy of the Great Patriotic War. The images of the main characters are maximally generalized;
the ability of S.Erkimbekov "to elevate the inmost to the universal" is manifested in it. The substantial,
figurative-psychological side of music conveys deep thoughts and feelings of a philosophical-generalized
nature. The scene of "Adagio" is inspired of love at dawn before the invasion of "Vocalize dark power" -,
which is soulfully singing the sublime beauty of feelings, where the desire for life is opened and can
overcome many things. We hear the "weeping of the universe", despair of sorrow and grief in it, and at the
same time the triumph of love, and hence the triumph of life! Besides, all of these emotions, in the
subtleties of their manifestations are perfectly conveyed by the composer "[14]. However, the candidate of
art criticism G.T.Zhumaseitov in his work tells that: "With all the virtues, S.Erkimbekov feels the
weakness of the musical drama, the lack of brightness and juiciness in the palette of sounding melodies,
which are naturally transmitted to the choreography" |7, p. 24].

The richest figurative poetry music became the object of a choreoplastic incarnation, synthesis of the
graphic and emotional decision of the choreographer M. Tleubayev. "The feat subject as essences of moral
human nature has convincingly sounded in that statement" [15, page 111].

SerikJeksenbekovich continues: "I hadhonor to work with such a choreographer! He did not give
the chance to have a rest. I confess, many composers in particular with laziness, so do I, however,
MintaiZhanelievich forced me to work. Impulses that motivated me to work appeared from him "[13].
Besides, composer notes that during the staging process the choreographer worked with the artists, not
only honing the choreography, but also cultivated acting skills in them. The choreographer and composer
worked harmoniously and listened to each other, often met, made adjustments, expressed their wishes.

It is interesting that while the composer represented a completely different music for the adagio in his
imagination, MintaiJanelevich insisted on the adagio from the previously written piano concert by
S Erkimbekov. The composer admits that indeed, this adagio "blended" into the ballet very harmoniously.
The principle of the dramatic construction of adagio is the reception of glance through memories. A
moment when the lovers perform the dance of love, and suddenly the girl flies up and suddenly falls at the
culmination, says that all of this is an illusion. Happiness was broken.

It is known that the "Eternal Flame" has a second edition in the staging of the chorcographer V.A.
Goncharov (2010). Thus, we would like to note that, in contrast to the first production, the second edition
of the ballet underwent some changes. These changes touched the libretto of the play too. D.Nakipov
wrote a poetic text that entered "Eternal Flame" in the second edition. Theater expert G.Zhumaseitova
draws attention to the fact that: "D.Nakipov- is the author of the first version of "Eternal Flame" ballet. He
has subjected the libretto to considerable processing: he removed the household details demanding
pantomime exposition, cut off all the secondary and revised the plot in accordance with the requirement of
time" [15,p. 112]. Besides, according to the researcher, the contents of the libretto itself became more
laconic in structure, but also led to changes in the music of the ballet. Additionally, the changes affected
the choreographic decision of ballet master V.Goncharov.

The situation of the staging process of the joint work of composer S.Yerkimbekov and choreographer
V.Goncharov was somewhat different: because of the distance between the cities, the composer (Astana)
and the director-choreographer (Almaty) had only the opportunity to talk and correspond via the Internet.
The performance was presented in the form of one-act ballet-oratorio (M. Tleubaeva two acts, prologue,
and epilogue) in reduction of V. Goncharov. Let us note, "The ballet theater is multi-genre, it has many
varieties. Such varictics as drama ballet and dance symphony including the ballet-oratorio are legitimate
among them... "[16, p. 211].

The image of the beloved was not transmitted in person, but in the form of a dance of girls. Besides,
choreographer V.Goncharov introduced the scene of "Pieta", thereby generalizing the tragedy not only of
our people, but of the whole world. With the help of masks, the images of the negative heroes with the
image of skulls are reliably and colorfully highlighted. It is worth noting that M.Tleubayev's corps de
ballet was constantly present on the stage, and Goncharov has made greater emphasis on the main
character, showing him as a son, lover and soldier. Another novelty of VyacheslavAndreevichGoncharov's
editors was the introduction of a poetic text and a chorus.
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The composer points to the fact that V.Goncharov did not alter the ballet, but only expanded the scope
of the scale. The authors of the article do not share the opinion of the composer, since in the first edition it
was a ballet in two acts with a prologue and an epilogue, and in the second edition a one-act ballet-
oratorio, which speaks for itself. Through the prism of the modern view, the ballet masterV.Goncharov not
only shortened the ballet, but also has found a kind of plastic resolution of the orchestra score of
S.Erkimbekov, who corresponded to the tastes and views of the audience of the 21st century. Therefore, as
it was mentioned before, both choreographers approached the production of "Eternal Flame" in their own
way and very convincingly. This is a vivid example of the close relationship between music, literature and
choreography, which is the foundation of the creative union of the composer, librettist and choreographer.
It is not a secret that "the same music and the same story can reflect completely different in the fantasies of
choreographers who will give them their stage image. ... Moreover, each of them has the right for life
LT pp. 187].

Results

The results of the research showed that at the present stage the triune of composer, librettist and
choreographer does not work in close cooperation. This is due to the following facts:

- thecomposers stopped writing music for the ballet;

- the choreographers use musical works of domestic and foreign composers and make a compilation
for their productions;

- more often the choreographer himself is a librettist.

- the place of the detailed acts, solved by different languages in performances of the big form of the
middle of the XX-th century borrowed separate numbers [18 p. 142].

Discussions

During the master class of the candidate of art criticism, assistant professor of Russian Federation
Mrs.O.1 Rozanova, at the beginning of the academic year (2016) in NAE "Kazakh National Academy of
Choreography", students and lecturers have examined and analyzed a lot of ballet performances, contests
of modem choreography, etc. The authors of the article raised the issue of the creative union ole in
formation of major choreographic forms and inquired about this problem in the choreographic art of
Russia. Olga Ivanovna answered that to a great extent today, choreography art is experiencing a kind of
crisis in Russia. "All outstanding choreographers died, only Yurii Nikolayevich Grigorovich was left, he is
90 years old, and he does not put anything now, he only makes variants of the classics. The ballet masters
are not born now, although there are some talented people. Do you think what is the reason for that? This
is becauseall the outstanding chorcographers have always worked in the team. There were brilliant
composers who wrote for the ballet, artists, writers, ballet experts, there were advisers and critics, that is,
there were great creative unions. All these people enriched each other and created masterpieces.
Moreover, now everyone is on his own "[19].

If we compare our research and the performance of ballet critic Mrs. O.Rozanova, the following
conclusion will be suggested: at the present stage the scale of the problems of the choreographic art
embrace the creative activity of the dance world, they survive the crisis, similar important links and stages
in the creation of large choreographic forms.

In order to get out of this situation, in our opinion, it is necessary to create research and creative
laboratories that will unite scientists and artists.
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I'.YO. CantoBa,' A.B. Camapoaena’
! KasakyarThik xopeorpadus akaemuschl, Actana k., Kasakcrau

KA3AKCTAHJAFEI BAJIET KOUBLTEIMJIAPEIHIATEI EH IPI XOPEOT PA ®HSLIIBIK
HBICAHJIAPEIH KYPYAFEI IIEIFAPMAIIBLTEIK OJAKTAP/IEIH POJII

Annotamusi. bepinren Makana 06ajgeTMeHCTep JKOHE KOMITO3HTOPIBIH MIBIFAPMAIIATBIK OJAFbl KYIOTEPIHE, ipi
xopeorpaduAmblk  opMaNapelH Kypy MOCCICicpiHe apHaxFaH. KasakcTaHaplKk XopeorpaTapbHBIH —OajeT
CHEKTaKIbAepl kepcerinreH: koMmo3utop T.MembaesToH «Dpeckm», Xopeorpadus 3.Paiidacs; M. Trneybaes (1985
sxpumel) ieH B.Iowuaposa (2010) pemaxmmaceiamarsl C.EpriMOCKOBTHIH « MOHTITK OT» IIBFAPMACHL. ABTOpPIAp
fameT Kypyaa >KYMBICTap YPIICIH capamTambl, CHOOKCT MA3MYHBIH, OM CHIATTAMACKHIH, jKaHA (hopMamapasl i3acai.
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CucHapuit (THOpPETTO) *KOHE Xopeorpadusi, My3bIKAHBI ApAMAaTy PTHAIBIK KAObLIIAYFa CHHTC3IHIH ©3apadanIaHbIC-
TapblH amry. Epekine KeHiT KOMIO3HTOPIAp MCH OaJeTMCHCTCPICPAIH MIBIFAPMALIBUIBIK OJAFbIH JAMBITY TCHICH-
LHSTIAPBIHBIH MOCCJICICPIHE epeKine KeoHin OenmiHreH. CHmaTTajafraH aBTOPIAPABIH 3CPTTCYJCPi HEri3iHae kemeci
KOPBITBIHABIIAPFA KEJi: KOMIO3UTOP, X0peorpadTapAblH INBIFAPMAIIBUIEIK TAHACMI, COHBIMEH KATap JIMOPETTHCT
JKOHE CIeHOTPa)ThIH OYriHri KyHAe OAachlHAH KEINiN >KAaTKAH JAFJapbichl. by mereHimiz opryprm 0OBEKTHBTI
cebenTepain OOMYBIMEH TYCIHIIpiieai (YIKCH aliMaKTHIH 00JIMAybl, MATCPHAIABI TOYEIIUTIK, sKac Xopeorpad meH
KOMITO3HTOPJIAPFA ICTCH CCHOCY IILTIK), al, MYMKIH KEMCHICPICPIiH JYHHCTS KSIMEYI...

Tyiiin ce3gep: Oaner, KOMIO3UTOP, OalxeTMEHCTEp, IMIBFAPMAMIBLIBIK OJAK, WHTCPHPETALMS, My3bIKa JKOHE
Oajer IpaMaTyprusichl.

I.JO. CanroBa,' A.B. CamapGaesa’
"HAO «Kasaxckas HALHOHATBHAL AKAIEMIS Xopeorpadum», K.u., mpodeccop, T. Acrana

POJIb TBOPUECKHX COI030B B CO3JJAHUU KPYITHBIX
XOPEOIPA®HUYECKHX ®OPM B BAJIETHBIX CIIEKTAKJIAX KASAXCTAHA

Annoramms. JlaHHAS CTAThs MOCBAIICHA BOMPOCAM CO3JAHHA KPYMHBIX XOpeorpapuueckux (opM, CHIAMH
TBOPUCCKOTO COI03a KOMIIO3UTOpA | OameTMmeiictepa. PaccMOTpeHbI OaneTHRIC CIIEKTAKIN KAa3aXCTAHCKUX XOpPeorpa-
(oB: «Dpeckn» xommnosuropa T.MsHOaeBa, xopeorpadus 3.Paitbacsa; «Beunsiii orons» C.EpkuMoOexoBa B petak-
nun M.Tney6aesa (1985 r.) u B.I'oruaposa (2010 r.). ABTOPHI IMPOAHATH3HPOBAIH MPOIECC PadOTHI B CO3JAHUU
Oanera, MOMCK HOBBIX (DOPM, CONECPIKAHUE CIOYKETA, TAHLCBATBHOH XAPAKTEPHCTHKH. PacKpBHUIM B3aH-MOCBSI3b
CHHTE3a JpaMaTyPrauCCKHX MPUEMOB MY3bIKH, Xopeorpaduu u cueHapus (modperro). Ocoboe BHUMAHHE YACICHO
mpoOeMaM TCHACHIMH Pa3BUTHA TBOPUYECKOTO COHO3a KOMIIO3HMTOpA W Oanermeirictepa. Ha oCHOBE mpoBeAECHHOTO
HCCIIETOBAHUS ABTOPHI MPUXOIAT K CIIEAYIOIMM BBIBOJAM: TBOPUYCCKHH TaHASM KOMIIO3HTOPA, Xopeorpada, a TakKe
TuOpETTUCTA | CIICHOrpada, Ha CETOAHALIHUM ACHb MEPEKUBACT KPH3HC. 3TO OOBSICHICTCSA TEM, YTO CYLIECTBYIOT
Pa3IMIHBIC 0OBECKTUBHBIC TIPHUIHHBL (OTCyTCTBI/Ie OO0IBIIIX IIOIMAA0K, MATCpHATIbHAA 3aBHCHMOCTH, HCAOBCPHC
MOJIOJBIM KOMITO3HTOPAM U Xopeorpadam), a BOZMOKHO, €IIe HE POAUIUCH TCHUH . ..

KimoueBsbie ciioBa: 0aner, KOMIO3UTOpP, OaneTMEHCTEP, TBOPUECKHN COO3, HHTEPIPETALHMSA, MY3bIKaIbHAS U
OaneTHas ApaMaTy pris.



