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JTHOAbl HA PYCCKOM
A3bIKE






NMPEONCIOBUE
OT ABTOPOB

Ectb Ha cBeTe 3emns, rae WMCKYCCTBO poOxAaaeTcs
He 13 POpMbl U He U3 3aMbICNa, @ U3 AbIXaHUS CaMOM MpUpPo-
Abl. 3Ta 3emna — OceTus. 34ecb CBET NOXKMTCA Ha XONCTbl Tak,
6yATO MOMHUT ApeBHUE FOpHble TeHU; C/I0BO 3BYYMT Tak, bya-
TO ero MOBTOPSIOT BETPbl NEpPeBanoB; a My3blka TEYeT, Kak
FOpHbIM NOTOK, B KOTOPOM OTpaXaeTcs Hebo.

Ocetna Bcerga xmna B NMPOCTPaHCTBE WMCKYCCTBA. XyOOX-
HWKW, NUCATENU, MY3bIKaHTbl — OHW HE NMPOCTO TBOPW/U, OHU
BC/TYLUMBANUCL B pUTM CBOEN 3eMJM, MpeBPaLLas e e AblXaHue
B Kpacku, CTPOKM 1 Menoauu. VX TBOpYecTBO — 3TO 3epKano
rop, B KOTOpOM 4enoBeyeckas Aywa BUMAMT ceb OYMLLEHHOM
M BO3HECEHHOM Hag BpEMEHeM.

Hactoawuin cbopHMK — naTHaguaTb 3THOAOB O CBeTe
M 3BYYAHWUWM OCETUHCKOW KyNnbTypbl. Kaxabii n3 HUX — 3TO
He 6uorpadums, He ovepk, a pasMbilWaeHNe: O TOM, KaK BAOX-
HOBEeHMWe npeBpawaeTcs B cyabby, Kak HALMOHAbHbIA MOTUB
CTQHOBUTCS YaCTbl0 BEYHOrO MCKYCCTBA. 34eCb COeAMHSIOTCA
dunocodms M no33us, OOKYMEHT M co3epuaHue, MNaMsTb
n MeuTa.

Ectb ocobas TMwmHa, B KOTOPOM POXAAETCS MCKYCCTBO.
B Hel cnibleH He TONbKO 30B rop, HO U LWeNoT BeKOB, OT3BYK
Tex rofiocoB, YTO TBOPWMAM A0 Hac. B kaxaoM noanMHHOM



NpOu3BEAEHMUM UCKYCCTBA XXMBET BOCMOMUHAHWE O NMpefKax —
TeX, KTO CTPOMA MUP HE U3 KaMHS$, a U3 CMbICNA, He U3 3BYKa,
a 13 gywu. M1 noToMy XyOOXKHUK — He NpoCTo YenoBek, OH Mo-
CpeaHVK Mexay BpeMeHeM U BEYHOCTbIO, MeX Ay MIHOBEHUEM
M rnyGuHom.

Korga kucTb Kacaetcs xoncra, Korga nepo BbIBOAMT CTPO-
Ky, KOr4a 3BY4MT NepBbIM akKoph — 3TO He NPOCTO aKT TBOP-
4yecTBa, 3TO CBMAETENLCTBO CYLLECTBOBAHWMS AyXa, KOTOPbIN
CuNbHee NpOCTpaHCTBa M BpeMeHu. MckycctBo — 310 dopma
namaATu, rae He ncyesaeT To, YTO ObII0 CO30aHO UCKPEHHE.

Mbl XMBEM B 3MOXY NepeMeH, KOraa LyM BpeMeHu nbiTa-
eTCca 3arnyWwunTb TUXWUIA FONOC KPacoTbl. HO UCTMHHOE MCKyC-
CTBO HE MCYE33aeT — OHO NULWb 33aTaUBAETCs, YTOObl OAHAXAbI
BHOBb MpPO3BY4YaTb, Kak 3XO B A0/IMHAX, KaK CBET Ha BepLuu-
Hax. M Torpa yenoBek cHoBa obpeTaeT YyBCTBO AOMAa — Oy-
XOBHOrO0, TOTO, rAe KOPHU CTAHOBSTCS KPbINbSMMU.

Mbl CTpEMWUANUCH pacCKa3aTb O TOW BHYTPEHHEW My3blKe,
YTO 3BYYMT B KaXLOM MOAAMHHOM TBOPEHWW. DTU CTPaHMU-
LUbl — He CTONbKO MNOBECTBOBAHMWE, CKOMbKO MpurialeHue
K Auanory, B KOTOPOM CBET U CMbICN HEPa34eNnMbl.

MycTb 3TOT COOPHMK CTaHEeT AaHbl0 YBAaXeHWs! BCEM, KTO
HeceT B MUP OFOHb OCETMHCKOMO Ayxa — XYAOXHMKaM, no-
3TaM, KOMMO3MTOpaM, AMPUXKEpaM, akTepaM MW aKTpucam.
N nycTb KaxAabl 3TIOL CTAHET NiyYOM, OTPaXKAOWUM UX XKK-
BOM, HEMOBTOPUMbIA CBET — CBET, B KOTOPOM COEAMUHAIOTCS
namaTb U BAOXHOBEHWeE, 3eMNsi U Hebo, YenoBeK U BEYHOCTb.



3TH04 1. TOJIOC TOP

Apda Kocta XetarypoBa

fonoc Kocra XetarypoBa — ronoc rop, Bnutaswui B cebs
3anax ropHbIX TpaB, 3BOH KOMbIT HA FOPHOM Tpone U Bevep-
HIOK TUWMKHY Hag aynoM. OH He 6bin npocTo No3ToM. OH Obin
TeM, KTO Hay4us CJIOBO CMOTPETb B [1a3a NpaBae u He OTBO-
OWTb B3rNsa.

B ero ctuxax ropbl 0XXmBanu He kak GoH, a Kak CBuaeTenu
n cyobn. OHM CTOSNM PSAOM C HUM, KOrAa OH nucan o 6egHo-
CTU U YHWXKEHUU, O KpacoTe u AOCTOMHCTBE, O POLHOM 3eMmie,
KOTOpasi MOXEeT ObITb CypOBOM, HO HMKOrAA — 4yXOM. B 3Tmx
CTpOKax xwuna apda — HeBMAMMAS, HO OLYTMMas, C TYTUMHU
CTPYHAMM, HaTAHYTbIMKU M3 CTpagaHMi U ntobBM Hapoda. Kax-
[blVi yaap no HUM oT3biBanca B cepaue Ocetun.

Kocta nucan, kak 6yaTo Cibiwan My3biKy, KOTOPOM He Cibl-
wanu gpyrue. 310 6biNa My3blka Heba Hag Kasbekom, wenot
FOPHbIX pek, CTyK MOJIOTa Ky3HeLa, MeHWe XEeHLLMHbI Hag, KO-
Nnbibenblo — U BCe 3TO C/IMBaNocb B oauH akkopd. OH ymen
npespawatb 601b B CBET, @ NPOCTOE C/IOBO — B KSATBY.

Mdunocodus ero No3sum — B BepHOCTU uctuHe. OH Bbin ap-
(oW, HO 1 3epKanoMm, B KOTOPOM KaXKAbli OCETUH BMUIEN Cebs.
NHorpa otpaxkeHue 6bino CBET/IbIM, MHOTAA — FOPbKUM, HO BCe-
roa — vectHbIM. Kocta roBopui: Hapog, IMILEHHbIN NpaBabl, —
3TO Hapof, NuweHHbIM byaywero. Ero ronoc 3syyan He TONbKO
B CTMXaXx, HO U B MOCTYMKax: B NOMOLLM 06e340M1eHHbIM, B OT-
KPbITbIX MUCbMax, B HEMPUMUPUMOCTU K HECnpaBeasIMBOCTU.



M noToMy OH CTan AyXOBHOM MaTpuuen Hauuu. He B Tom
CMbIC/e, YTO CO34aN Hapod, — HO B TOM, YTO HAy4u ero noM-
HUTb cebq, fAaxe Koraa BCe BOKPYr CKAOHSET K 3abseHuto. Ko-
CTa XeTarypoB — 3T0 He MPOCTO CTPaHMLA B KHUIE, 3TO TUXUN,
HO HeyracuMmbli CBET, MOpPSAWMIN BHYTPU KaXKA0ro, KTO XOTb pa3
4yuTan ero CTpokKMu.

M korpa B ropax NogHUMAETCsl BETEP M HAYMHAET UrpaTb
B KaMEHHbIX YLLENbsIX, MOXXHO MoAyMaTb, YTO 3TO caMa apda
KocTa 0T3biBaeTCs Ha BEYHbIN 30B: CTPYHbI M3 60K, CTPYHbI
M3 Hagexnapl, CTPyHbl M3 MeuTbl. M ropbl cnywator. M Hapopg,
cnywaet. M KakAabli, KTO CAbIWKUT 3TOT TONI0C, Y)XKE HE MOXET
0CTaTbCS NPEXHUM.



JTHO4 2. MEXAY CBETOM
N TEHbBIO

NckycctBo MakeuMa Llarapaesa 1 Axcapa
[accueBa

K kapTHam Makcuma Llarapaesa u Axcapa laccueBa Bo3-
BpallaellbCs CHOBA M CHOBA, C/IOBHO K OKHY, M3 KOTOpPOro OT-
KPbIBAETCS BMA, MEHSIOLWMIACA C KakabiM AHeEM. MX nonoTHa
He MpOCTO OTPaXXakT MWUP — OHM Ppa3roBapMBalOT C HUM,
BCMATPUBAKOTC B HEro, HaxoAs CKpPbITble CMbICAbI TaM, FAe
B3N NPMBbLIK BUAETH JMLIb MPUBLIYHOE.

CBeT 1 TeHb B UX TBOPYECTBE — 3TO HE TEXHMKA, a Puno-
codus. Y LlarapaeBa CBET YacTo MAroK, Kak AblXaHMeE yTpa, OH
0B6HMMaeT npeaMeTbl M NIIOAEN, HEe BbIPbIBA MX M3 TEHM,
a no3gonsa 6bITb B ee nonytoHe. Y laccneBa CBET MHOW —
pe3Kui, MOYTU PE3OHMUPYIOLWMIA, NPOBMBAIOLMIACS CKBO3b T4-
Xenble obnaka, Kak BHe3amnHasi UCTMHA, OT KOTOPOM HEBO3-
MOXHO oTBecTu B3rnaa. Oba XyaoXHMKa 3HaAloT, YTo CBeT be3
TEHWM — Cfen, a TeHb 6e3 cBeTa — He3nmkasa nycroTa.

MX KapTWUHbI — 3TO BHYTPEHHSS BCENEHHas, rae Kaxaas ae-
Tanb MMeET 3HayeHme. Punocodma LBeTa B X paboTax CpOAHM
A3blKy N033uun: y LlarapaeBa — 3TO MpurayweHHble, rybokue
TOHA, KaK CTPOYKM, CKa3aHHble BMOAroa0ca, HO OT 3TOro ewle
6onee npoH3uTenbHble. Y [accueBa — sSipkMe akLEHTbI, KOTOPbIE
BCMbIXMBAKT, KaK 3MOLMOHANbHbIE KY/IbMUHAUMK B CTUXAX,
npobyxaas 3puTens oT NPUBbIYHOIO BOCMPUSTUS.



BrnagbiBasicb B MX MONOTHA, HaYMHaelb MOHUMATb: OHU
He MpOCTO M306paXkaloT peanbHOCTb — OHW OTKPbIBAIOT €e HO-
BYIO rpaHb, CNOBHO CHWMMAs 3aBecy. TOT CaMbli Nly4 COMHLA,
npobu1BaoLWLMINCA CKBO3b 06/1aKa, Y HUX CTAHOBUTCS HE TONIbKO
NeM3axHbIM 3N1eMEHTOM, HO U MeTadopor — NpobyXaeHMeM
AyXa B Yenoseke, NpO3peHMeM, KOTOpOe NPUXOAMUT He Cpasy,
a KaK TUX0e OTKPOBEHMe.

MNx xuBonucb — 310 GopMa MONYANMBOro Ananora C BeY-
HOCTbO. XyA0XHMKM, NOAOOHO XpaHMTENSM, HECYT He TONbKO
06pasbl, HO U TO, YTO 32 HUMU CTOMT: BOCMOMMHAHMS HApPOAa,
ero 60b, ero pagocTb, ero ctpemneHune K ceety. B ux paborax
MOXHO HaWTW M HAPTOBCKY FOPAOCTb, U CMUPEHHYIO KPacoTy
FOPHbIX CENEHWUI, U Ty TOHKYI FPaHb MEXAY 3eMHbIM U Hebec-
HbIM, KoTOpas aenaeT OceTnio HeNOBTOPUMO.

Bpema B mx kapTMHax TeyeT mHaye. OHO He TOpOMMUTCS.
OHO paeT BO3MOXHOCTb pacCMOTPeTb OTONECK COMHLA Ha BO-
Ae, TpelwunHy B CTapoOM KaMHe, AblM, MeAJIeHHO MOoAHMMalo-
WMICS M3 NeYHowm Tpybbl. M B 3TMX aeTanax — Ta camas ¢wuno-
codus 6bITHS, rae CBET M TeHb He BPAXKAYIOT, @ BMeCTe CO34atoT
MPOCTPAHCTBO, B KOTOPOM AyLlla HAaXoauT GopMmy.

N, MOXeT 6bITb, MMEHHO MO3TOMY MX MCKYCCTBO OCTAETCH
C HaMmu. NoToMy 4TO, BbIXOAS U3 ranepeun Uau 3akpbiBas anb-
60M C UX penpoayKuMsMU, Mbl YHOCMM C COBOM He TONbKO
YBUAEHHOE, HO M yCAblWwaHHoe 6e3 cnoB — TUXxoe, HO rny6o-
KOe HanoMWHAHMWe: AyX MNpOCbINAeTcsa TaM, rae CBeT M TeHb
BCTpeYatoTcs, 4ToObl CTaTb €4MHbBIM AbIXaHUEM.
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3THOA 3. OT ®OPMblI
K CMbICITY

Cusiowme mupbl AuamMasa Xapebosa

MHorpa XymoXXHUK He MpoCTO MMWeT KapTWHbl — OH OT-
KpblBaeT MPOCTPAHCTBO CBEeTa, rAe YenoBek C/IOBHO BrepBble
BCTpeyaeT caMoro cebs. MckycctBo Auamasza Xapebosa MMeH-
HO TaKOBO: OHO W306paxaeT MUP, U PACKPbLIBAET €ro CUsHUe,
fenaet BUAMMbIM HEBUOMMOE.

KaptuHbl XapeboBa — 3TO OTPaXXEHWUS MHbIX U3MEPEHUH,
rae Matepusi CTaHOBMTCS CBETOM, @ CBeT — AbIXaHueM. B Hux
HeT rpaHuL MeXay peanbHOCTbI0 U BOOBpaXeHWeM, Mexay
BMOMMBIM 1 olylaemMbiM. Kaxaoe NofnoTHO CIOBHO pOXAEHO
Ha rpaHuue cHa u NpobyxaeHus, roe uBeTa He NpocTo Kpac-
Ka, a dHeprua, cnocobHas U3MeHATb BHYTPEHHee COCTOosiHME
3puTens.

B ero xvMBOnNucKH ectb YTO-TO OT APEBHUX MU(DOB U YTO-TO
oT 6yayuiero, KOTOPOro Mbl elle He AOCTUIKU. 3TO UCKYCCTBO
namaTM 1M NpeavyyBCcTBUA. 34eCb CKBO3b abCTpakTHble GOpMbI
npocTynaeT KOCMOC AyLiM, @ IMHMM HaNOMMHAIOT O MepBo3sie-
MeHTax — OrHe, BOAe, BO34yXxe, 3emne U ceTe. XyAOXHMUK
C/I0BHO 33aHOBO BbICTPAMBAET BCENIEHHYK — HEe Ty, YTO 3a OK-
HOM, a Ty, UTO BHYTpM Yenoseka.

Ceer y XapeboBa — He NpPOCTO BM3yanbHbiA 3PdekT,
a cMbicnoBor LeHTp. OH He ocBellaeT nNpeameTbl, @ poxaaeT
nx. Kaxaas BChbIWKa, KaXAbl nepexoq TOHa — 3TO ABUXe-
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HWMe Aoyxa, MOMUCK FapMOHUM MeXAy XaoCOM M MOPAAKOM. ITOT
CBET XMBET U AblIUUT, OH HE CTaTUUYEH: OH TO BCMbIXMBAET, KaK
BOOXHOBEHME, TO 3aMMpaeT B MPO3PavyHON TULLMHE, KaK MIHO-
BEHME OTKPOBEHMUS.

Ero Mupbl — 3TO NpoCTpaHCTBO co3epuaHus. B HUX HeT
MecTa cyeTe, WyMy, CIYy4anHOCTU. 34eCb BCe NOAUYMHEHO BHYT-
pPEHHEMY PUTMY, MOXOXEMY Ha AblXaHWe BCeNeHHOW. 3puTenb
CNOBHO BCTYnaeT B AManor C CaMMM CBETOM, OLLyLas ero
He rnasamu, a cepgueMm. M B 3ToM — CyTb MCKycCcTBa Xapebo-
Ba: OHO He pacCcKa3biBaEeT, a NpobyxaaeT.

B kaxpom nonoTHe ecTb owyweHue MnyTM — U3 TbMbl
K CBETY, U3 GOpMbI K CMbIC/Y, U3 Xaoca K rApMOHUK. ITOT NyTb
YHUBEpPCANeH: OH MPOXOAUT Yepes YenoBeka, Yepes ero BHyT-
pEHHWE COMHEHUS, CTPACTU U HAJEXAbl.

MoxeT noKasaTbCsl, 4YTO €ro >KMBOMWUCb abCTpakTHa.
Ho Ha camoM pene oHa rnyboko peanbHa — MPOCTO peanbHa
MHaue. 3TO peanbHOCTb CBETA, IHEPTUU, CO3HAHUSA. XYAOXKHMUK
C/IOBHO HAaMOMMWHAET: UCTUHA HEe B TOM, YTO BMAMMO, 3 B TOM,
4TO CUSIET BHYTPMU.

Tak pox[alTcs ero CusiloWwme MUpbl — MUpbI, rae uget
CTAHOBMUTCS MbICNbIO, @ IMHUA — MONMTBOW. ITO MPOCTPaH-
CTBO YMCTOrO YYBCTBA, FAE HET rpaHuL, Mexay MCKYCCTBOM
n BbITHEM.

M notomy, rnsaa Ha KapTuHbl XapeboBa, Mbl BAPYT NOHU-
MaeM: CBeT, KOTOPbIM OH M300paXkaeT, — 3TO CBET, XMBYLLUW
B HaC CaMuXx.
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3THOA 4. CUM®OHNA
[TOKO4

@ennkc AnbopoB 1 TULWIKMHA 3BYKA

HekoTopble KOMMO3MTOpbI CTpeMaTcs K 6aecky u rpomo-
FNAaCcHOCTH, K MOLLHbIM aKKOPAAM, YTO 3ax/1eCTbiBalOT 3an, No-
[O6HO BosiHe. A eCTb Te, Ybs My3blka TUXA U CBETNA, HO B 3TOM
TUWKHe — uenbiii Mup. @enukc AnbopoB nNpuHaanexan K no-
cnegHuM. Ero TBOpYecTBO — 3TO He BbI3OB U HE AEMOHCTpa-
LMa cuiibl, @ TMXas beceda C AyWOW, B KOTOPOM Kaxaoe Cno-
BO-3BYK BECWT CTO/IbKO e, CKONbKO LLeNias XXM3Hb.

OH pozumncsa cpeam rop, U, KaKeTcsl, UMEHHO OHM CTanu ero
nepBoOM LWKOJIOM My3bIKW. He napTUTypbl U HE HAaCTaBAEHMS YUn-
NN ero rapMoHUM, a WyM BETPA, WenecT AUCTBbI, MEPHbIN CTYK
[oXxA8 no Kpbiwe goma. C 4eTcTBa OH MNOHS, YTO My3blKa — 3TO
He TOJIbKO TO, YTO 3aNMCaHO Ha Bymare. 3T0 AbIXxaHWe MUPa, KO-
TOpO€e MOXHO YCAbllWaTb, eC/IN YMEeTb MonyaTb. BOo3MoXHO, no-
3ToMy My3bika @Pennkc AnbopoBa HMKOraa He Bbina WyMHOW —
OHa bObina rnybokon, Kak 03epo, B KOTOPOM OTpaxkaeTcs Hebo.

B cBomux npoussegeHuax ®Penukc Anb6opoB HMKoraa
He CTPeMMUACS K WM3MWHEN TeaTpanbHOCTU. Ero nmpouseege-
HMS — 3TO CKOpee MyTelecTBUS BHYTPb, YEM AEeMOHCTpaLuums
BHelHero 6necka. B ocHoBe ero My3blkasbHOrO MUMpPOOLLYLLE-
HWS nexana NpocTas UCTUHA: My3blka AOMKHA UCLEenaThb.

O HeMm nopoi roBopwau, 4TO OH KOMMO3UTOP KaMepHbIX
MPOCTPaHCTB, HO TakKoe onpefeneHue CMILKOM OrpaHUYuBa-
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eT. ®ennkc Anbopos cBoboaHO Bnazen u KpynHbiMu Gopma-
MW, HAMONMHAS MX BHYTPEHHUM [bIXaHMEM WU eCTeCTBEHHOM
nnactukon. OH NMOHMMan TalHyK Npupoay rosaoca, KOTopbii
cnocobeH 3By4aTb, Kak MHOrOronocas NamsaTb HapoAa, U TOH-
KO YyBCTBOBaN ApPaMaTypruio, rae My3blkaabHas IMHWUS CTaHO-
BMTCS CyabOOM.

Ocobas cuna ero cTMNg — B OPraHMYHOM COEAMHEHUN Ha-
LMOHANbHOro M akagemuyeckoro Havan. OCeTMHCKMI Hanes,
MSArKas IMPUYHOCTb U TOYHOCTb POPMbI B €r0 My3blKe He BCTY-
nanu B NpoTMBOpeYMe, a CIMBANUCh B €4MHbIN XMBOM MOTOK.

B un3Hn @enukc Anbopos bbin 4enoBEKOM HEMHOMOC/I0B-
HbIM. HO CTOMNO eMy KOCHYTbCS KNaBMLL UAM OTKPbITb YMCTbIM
JUCT HOTHOM OyMaru, Kak TUIUMHA BOKPYr BCTynana C HUM
B He3puMbIi coto3. OH yMen cnywatb naysbl MeXAy 3ByKa-
MW — M UMEHHO TaM, B 3TUX May3ax, poXAanacb HACTOALLAS
My3blKa.

Menunkc Anbopos octasun nocne cebs He TONbKO NApTUTY-
pbl, HO M 0Cc060€e YyBCTBO — YTO MUP MOXET ObITb rapMOHMY-
HbIM, €C/IM HAay4MTbCs ero CNbiwaTb. Ero My3bika He cTapeer,
MOTOMY 4YTO OHa obpalleHa He K Moje, a K YenoBeyeckon ay-
we. M, BO3MOXHO, UMEHHO MO3TOMY, C/IyLWAs ee CerofHs, Mbl
YyBCTBYEM TO XK€, YTO YyBCTBOBAa/NM €ro nepsble CAyLiaTenu:
Kak B Hac npopactaeT TUXWi CBET, @ Cepaue HauyMHaeT Abl-
WaTb B puTME Be4HOCTU. N Mbl BUAMM B cebe TOT camblii CBeT,
KOTOPbIV OH YMeNn NpeBpaLLaTb B MENOAMIO AYLUIN.
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3THOM 5. CEPOLE,
[MOKOLWEE CKBO3b BPEMA

XaHHa lnneBa — NO3TUKA KOMNO3MUTOPaA

B My3bike XXaHHbl [11MeBOM HET rpaHMubl Mexay npo-
WnbiM 1 Hactoawmm. OHa CNOBHO XMBET B ABYX MUpPaX OAHO-
BPEMEHHO: B MMpe JpPEeBHUX HaMeBOB, KOTOPbIe 3ByYanu y KO-
CTPOB M Ha cBagebHbIX TOpXKeCcTBax, U B MuUpe TOHYAWLIMX
rapMOHUM, POXAEHHbLIX B 3anax KOHCEPBAaTOPWUM U KOHLEepT-
HbIX naowaakax. Ee nckycctBo — 3To MOCT, NepPeKUHYTbIV Ye-
pe3 BpeMs, N0 KOTOPOMY MOXeT NMPOUTU KaxAbli, KTO roToB
Cnywatb cepauem.

XanHa [NnauneBa Bblpocna cpeau 3BYKOB POOHOM 3eMIu:
MeceH, B KOTOPbIX XEHLWUWHbI OMakmMBanu 6m3kux unm énaro-
CNOBASIN MONOAOXKEHOB, MENOAMI, KOTOPbIMKU NACTYXMU OT3bl-
Ba/MCb ApYr APYry B ropax, TOPXXECTBEHHbIX U FPYCTHbIX MO-
TMBOB NPa3gHMKOB. JTM 3BYKM OHA MpOHecna vepes BCHO
YXW3Hb, MPEBPATUB B OCHOBY CBOEM KOMMO3MTOPCKOM peuu.
Ho oHa Hukoraa He konupoBana gonbkiop OyKBasbHO — OHA
BNJieTana ero B TKaHb CBOMX NPOU3BEAEHWUN, KaK TOHKYH 30-
JIOTYIO HUTb, NPUAALLYI0 Bneck u rnyouHy.

Ee Menoann nmetoT yamMBuTENbHOE CBOMCTBO: OHM OLHO-
BPEMEHHO Yy3HaBaeMbl M Henpeackasyembl. CNOBHO B HUX
CNpaTaH APEBHMIA KOA, KOTOPbIN OT3bIBAETCA B CEPALE KAXKAO-
ro, KTO CNbIWKT, — AaXe eCiiM OH HuKoraa He 6bin B Ocetumn
M He 3Han ee neceH. lnueBa coeguHAET SCHOCTb HAPOAHOMO
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MOTMBa C COBPEMEHHbIM MY3blKaNbHbIM S3bIKOM: HEOXWOaH-
Hble rapMOHMWYEeCcKMe MOBOPOTbl, CNOXHbIE PUTMUYECKUE pu-
CYHKM, NpO3payHble, KakK ropHbIM BO34YX, OPKECTPOBKMY.

Ocoboe MecTo B ee TBOpYECTBE 3aHMMAET paboTa C rono-
coM. [lecHs y Hee — 3TO He MpPOCTO BOKaNbHOE Mpou3sene-
Hue, a amManor yenoseka ¢ MMpoM. OHa MOXeT 3By4aTb KakK TH-
Xasi MCnosedb, @ MOXET — KakK MOLLHbIM, MOYTU IMUYECKUN
npu3biB. HO BCceraa B OCHOBE — Ye0BEYEeCKOe YYBCTBO: /i0-
60Bb, TOCKA, Hagexaa.

B opkectpoBbix npousseaeHusax XXaHHbl [aneson cnbiw-
HO ObIXaHWe NPOCTPAHCTBA. TaM HeT C/IyYalHbIX 3BYKOB: KaX-
AblA aKKOpA, — KaK lWar no KaMeHHOM Tpone, KaXAablk
TeMbp — Kak OTTeHOK Heba B pasHoe BpeMs AHs. Ee My3bika
CTPOUTCS He Ha CMeLlKe, a Ha co3epLaHuu, U NOTOMY OHa aeW-
cTBYyeT rnyboKo U HAaJonNro.

®unocodusa lnuesBon npocrta, HO TpebyeT BHYTPeHHeN
4eCTHOCTU: MPOLUNIOe HeNb3s 3aMOPO3UTb, €0 HYXXHO NMPOXMUTb
33aHOBO B HaCTOSLLEM. TONbKO TOrAa OHO COXPAHWUT cuay U By-
[eT cnoCcobHO roBOpuTL C ByayLIUM.

Cnywasa ee npou3BeneHUs, MOXHO MOYYBCTBOBATb, Kak
[Be peKN — peka TpaauLMK U peKka COBPEMEHHOCTU — CInBa-
0TCS B OAHO TeyeHue. M B 3TOM TeuyeHun ecTb MecTo Kaxao-
MY: U TOMY, KTO MLLET UCTOKK, U TOMY, KTO yCTpemeH B byay-
wee. My3sbika XXaHHbl [lnMeBOM — 3TO He NpPOCTO 3BYKM,
a cepiue, notuiee CKBO3b BpeMs, U 3TO cepALe roBopwuT
Ha a3blKe, KOTOpbIA MOHMMaeT ntobow 4yenosek, roe 6bl OH
HU XU
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JTHOL 6. 3BYK BJTIACTU
N BOOXHOBEHWA

Banepuit [eprues — amMpwxepckas Bons

Banepwii [eprnes ctomT Ha noamyMme Tak, 6yato B ero py-
Kax cocpefoToveHO Bce ABuXeHue mupa. OguH B3Max —
M MefHble TpyObl BCMbIXMBAKOT, CTOBHO FOPHbIE pacCBeThI; fer-
KM MOBOPOT KUCTU — U CTPYHHbIE 3aMUPAL0T, Kak BeYepHUi
BO3JYyX Hag, pekoi. Ero gupmxuposaHue — 3T0 He NpOCTO KO-
opAvHauMs OpKecTpa, 3TO 3HepreTMYeckui NoToK, B KOTOPOM
CIMBAKOTCS BONSI, CTPACTb U MUCCHS.

Ero »ecTbl 3KOHOMHbI, HO MOJIHbI BHYTPEHHEr0 Hamnpsxe-
HMa. OH He pacnbingeTcs, He pa3bpacbiBaeTCa IMOUUAMU —
OH HaMpaBASeT UX TOYHO B LLeNIb, KaK OMbITHbIN CTpenok. B op-
Kectpe nof ero pPykon HeT AWWHMX 3BYKOB: KaXAblh ak-
KOpA, — 3TO BbIBEPEHHAS MbIC/b, KaXAAs nay3a — OCO3HaH-
HOe AObIXaHue.

Ho leprnes — He TO/IbKO My3blKaHT MUPOBOrO YPOBHS, OH
M KYNbTYpHbIM Aunnomat. Ero KoHUepTbl B pa3HbIX CTpaHax
CTAHOBATCA nocnaHusMu 6e3 cnos. OH yMeeT roBOpuTb A3bl-
KOM My3blKM O Belax, KOTOpble TPYAHO BbIPA3WUTb MHaue:
0 A,OCTOMHCTBE, O MaMSATK, O Npase Hapoaa ObiTb coboi. M no-
TOMY HeyaMBWUTENbHO, YTO B TPYAHble BpEMeHa, Korga pelua-
nacob cypbba tOxHoi Ocetun M ee Hapoda, OH He OCTancs
B cTopoHe. OH OTKpbITO NOAAepyKan CBOK Manyl poauHy, Bbl-
CTynas C 3a9BJeHUAMU, AaBas KOHLEpTbl B 3HAK CONMAAPHO-

17



CTW, MpPUBNIEKAS BHUMAHWE MUPOBOM 0OLECTBEHHOCTU. [ns
Hero 3T0 6bl10 He XeCTOM BEeX/IMBOCTH, 3 AOJITOM YeCTu.

B sTomM nposBunack ewe ogHa CTOPOHa ero MWUCCUK: OH
ctan moctoM mexay OceTtuert n mupom. Ero nma otkpbiBano
[ABEpU KPYMHENLMX KOHLEPTHbIX 3a10B, M Yepe3 3TU ABepu
OH Ben B MUp yactuuy csoer poguHbl. OH He mMpocTo npea-
ctanan OceTMio Ha MMPOBOM CUEHE — OH Aenan Tak, 4Tobsbl
MWp C/bIWan ee ronoc.

Ero sHeprus — 370 He TOMBKO CMAa PyK, YNPaBASOLMX
OPKecTpoM, HO M cuna cepaua, CnocobHoro aepxatb B cebe
NamaTb U BEPHOCTb. B KaXXaoM ero BbICTYyNAEHMM eCTb TO, UTO
HEBO3MOXHO OTPEeneTUMpoBaTb: BHYTPEHHUIN PUTM, COEAUHAIO-
Wwuin B cebe u BueHne cepaLa My3blKaHTa, M AblXaHWe ero Ha-
poaa.

Korga oH cTOMT nepen opKecTpoM, MOXHO MpeacTaBuTh,
4TO 33 €ero CnNuHOW — Tropbl, @ Nepen HUM — BeCb MUp.
M B 3TOT MOMEHT OH OEeNCTBUTENbHO CTAHOBMUTCS TEM CaMbIM
MOCTOM, KOTOpPbI COeAMHSIET X, — MOCTOM, MO KOTOPOMY My-
3blka MAET OT MCTOKOB K BeckpalHeMy ropu3oHTY, He Tepss
CBOEW CUMbl U NpaBabl.
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JTHOL 7. TULLINHA,
CTABLLUAA 3BYKOM

Beponuka [lynaposa — aupuxep speme-
HU

B wcTopun pupukepckoro MCKycCTBa HEMano FPOMKMX
MMeH, Ho NyTb BepoHukn JynapoBoit — ocobeHHbIn. OHa BO-
wna B npodeccuio, KOraa ANas XKEeHWMHbI CTOSTb 33 NYAbTOM
nepen OPKeCTPOM CUYMTANOCb MOYTU HeBO3MOXHbIM. CCCP
3HaN OUMPWXKEPOB-MYXUMH, 3HABLUMX CUNY U CNAaBY, HO HE BU-
[len XKeHLWMHbl, CNOCOBHOM ynpaBnsTb 3TUM Kopabnem My3bl-
KW, TAe KaXaas naptus, KaXAabli MHCTPYMEHT TpebyeT TOUHO-
CTW, xapakTepa u 6e3ycnoBHoro astoputeTa. [dynaposa ctana
nepBOi — W Cpa3y HaBCEraa U3MeHWNa NpeacTaBieHne o rpa-
HULAX.

Ee nctopus — 310 NyTh CKBO3b HEJOBeEpUE, NMPEAB3ATOCTb
M COMHeHus. B Hauane ee Kapbepbl HAaXOAMIUCHL Te, KTO OT-
KPbITO FOBOPWA: «JTO He XeHcKoe aeno». Ho oHa He cnopwuna
CNoBaMM — OHa oOTBevyana 3BYKOM. C KaXAbIM KOHLLEPTOM,
C KaXAbIM PeneTUTOPCKMM YaCOM OHa A0Ka3blBana, Yto AMpU-
XMPOBaHWE — 3TO He BOMPOC NoJa, a BOMPOC BHYTPEHHEN CU-
Nbl U ICHOCTU XYLOXECTBEHHOTO 3aMbIC/a.

BepoHuka [ypmapoBa obnagana o0COOEHHbIM CTUNEM
ynpasneHus opkectpoM. Ee xecTbl GblIM TOYHBIMU, HO HE XO-
NOAHbIMW, NMOMHBIMU NAACTUKM M yBepeHHOCTU. OHa HMKoraa
He MbITasacb KOMMPOBATb MYXCKYIO MaHepy — ee AUPUXKMPO-
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BaHWe OblNI0 YTOHYEHHbIM, HO HACbIWEHHbIM 3Hepruei, a ee
BHYTPEHHEee Nniams YyBCTBOBANOCh AaXe B CaMblX TUXMX Mac-
caxax. OHa ymena 3acTaBuTb OpPKeCTp Wrpatb TaK, 4TOOLI
B My3blKe C/bIWaNacb He TONbKO TEXHMKA, HO U [bIXaHWE XMK-
BOrO YyBCTBA.

Ee Buorpadus — 310 neTonucb AOCTUXKEHMI, HO U NeTo-
MUCb NPeofoNeHnin. 3a KaXabiM 60NbLWNM KOHLEPTOM CTOSIMU
roabl yNopHOro TpyAa, 3a NpU3HAHMEM — COTHM YacoB B 3ane,
roe oHa ofHa NpOTMB LENoro MMpa AOKasbiBana CBOE Npaso
CTOSATb 32 Ny/LTOM.

[ynapoBa rosopuna, 4To AUpMXKEP — 3TO He TONbKO My-
3bIKaHT, HO 1 dunocod. N pencTBuTENbHO, €€ TPAKTOBKM Mpo-
n3BeneHuin O6b1nn ryOboKM U OCMbICNEHHBI. B ee ncnonHeHusx
YyBCTBOBANACb He TOMbKO My3blKanbHAS NOrMKA, HO U UCTO-
pus, CTOALWAS 33 KaXA0W HOTOW.

OHa Oblna AMpUXKEpPOM BpPEMEHM — YyMena YnpasnsTb
He TONbKO PUTMOM My3blKM, HO U TeyeHueM cMbicna. Ee KoH-
LLepTbl OCTAaBASM B NAaMATU OLLYLLEHME, YTO Tbl MPUKOCHYNCS
K 4eMy-TO HensaMepumo 6onblueMy, YEM NPOCTO UCMONHEHME
npoun3BeseHus.

BepoHuka [ymapoBa Aokasana, YTo BHYTpeHHee niams
CNOCOBHO pacTonWTb CaMble XONOAHble CTEeHbl COMHEHMMN.
M ceronHs, BCNOMMHASA ee, Mbl BUAUM HE TOJIbKO MEPBYHO XeEH-
wuHy-onpmxkepa B CCCP, Ho 1 yenoBeka, KOTOPbIMA HAay4un My-
3blKy FOBOPUTb HOBbIM FOJI0COM — FO0COM, B KOTOPOM THULLK-
Ha CTana 3BYKOM, a CM1la — KPaCOTOW.
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3THOL 8. TAHEL,
OBPALLEHHBI K HEBY

CBeTnaHa AﬂblpxaeBa — 6anet u abixaHue
BEYHOCTH

Ha cueHe oHa nosBnanack Tak, OyATO He BbIXOAMNA U3 Ky-
J1C, @ poxxzanacb 13 ceeta. Ee ABMXKeHUs BblM TOUHBIMM, Kak
PUCYHOK pe3La, U OLHOBPEMEHHO TEKYYMMM, KK rOpHas peka
BecHoN. CBeTnaHa ApbipxaeBa He NPOCTO TaHLeBana — OHA
npeBpaLlana Kaxablv War B C/10BO, Kaxaoe ABuxeHue B (pa-
3y, KaXbli NOBOPOT B Nay3y, NOJHYK cMbicna. Ee mckyccto
6bI10 Bbllle TEXHMKM, Bbile Bnecka — OHO Kacanocb 0bnacry,
roe Teno U Ayx nepecrawoT ObiTb pasfeneHHbIMU.

C petctBa B ee cyabbe 6bin pUTM — HE TONbKO My3blKanb-
HbI, HO U PUTM BHYTPEHHeN AucuunauHbl. baneT Tpebyet
XepTB, U OHa 3Hana o6 3tom. Ho ans Hee 3T epTBbl OblIM
He yTpaToi, a ObpeTeHMeM: KaXAoe YTPO y CTaHKa, Kaxaas
penetuums OblM Waramu Ha NyTWM K uaeanbHou ¢gopme —
He pagM KpacoTbl, @ paau UCTUHBI.

B ee TtaHue vysctBoBanacb Ocetns. He B npsaMbIx LmTaTax
donbknopa, He B HAMEPEeHHbIX XecTax, a B CaMOM npupoae ee
[OBWKEHUS — TOPAOW, OTKPLITOM, ycTpeMieHHow Beepx. OHa
Hecna B cebe Ty 0CObYH roOpPCKyl 0CaHKY, KOraa cnuHa npsamas
He 13-33 BblyYkM, @ U3-32 BHYTPEHHErO YyBCTBA AOCTOMHCTBA.

AnbipxaeBa ymena npeBpawaTb cueHy B xpaM. B ee uc-
NOMHEHUSX ObINM ponu, rae Tparefms U IMKOBaHUe CyLLecTBO-
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Ba/IM pAOOM, KaK [IBe CTOPOHbI ogHoro Mura. OHa Morna B3ne-
TeTb — M 3T0 OblN HE NPOCTO NPBLBKOK, @ XXEeCT 0CBOOOXAEHUS,
Kak ecnu bbl aywa copocmna ¢ cebs TskecTb Tena. Morna 3a-
MepeTb B HEMOABMMXXHOCTM — W B 3TOM TULUMHE 3pUTENDb CJlbl-
Wan Leny UCTopumio.

®Punocodumsa ee TaHua bbina npocta u besynpeyHa: bHa-
neT — 3TO MOAWTBA B ABMXeHMM. He nepepn kem-To, a nepeq
CaMMUM MOHATMEM KPacoTbl M rapMOHUK. TaHLy$, OHa He urpa-
Na, a Xuna Ha cueHe. Kaxxpoe ee na-ge-ge, Kaxablih apabeck
OblM pa3roBOpoM C HEBUMAMMbIM COBECEegHMKOM — MOXET
ObITb, C HEOOM, MOXET ObITb, C BEYHOCTbIO.

Beuepom, Korga cnekTak/b 3aKaH4YMBACA, 3a0 elle A0Aro
He OoTnyckan ee. A B NaMsTK 3puTenein ocTaBanca ToT obpas,
KOTOpbI/A HEBO3MOXHO 3a0bITbh: TEHb TaHLOBLUMLbI, NETALLAS
Mo MpaMopy CLEHbI, ierkasl, Kak AblxaHue, U cBoboaHas, Kak
Aylia, KOTopas HakoHel, Hawna nyTb B Hebo.

N, BO3MOXHO, UMEHHO Nno3ToMy MMsa CBeTnaHbl Agblpxae-
BOM CTafio CMMBOJIOM TOFO, YTO MCKYCCTBO CMOCOBHO npeoso-
neTb 3eMHoe. OHO MOXEeT CTaTb MOCTOM K BEYHOCTU — eC/n
B HETO BNIOXKEHO BCE, YEM XKMBET YeN0BEK: TPYA, Bepa, 1t060Bb
M 6eCKOHEeYHast YCTPEMIEHHOCTb BBEPX.
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3THOA, 9. rONoC,
OTKPbIBAOLLMIA
BCE/IEHHYO

BepoHuka [knoesa 1 cuna nupuye-
CKOM MOLWU

OpoHKM ronoca npocTo 3By4Yat, Apyrue xe npeobpaxaror
MPOCTPAHCTBO — B HUX POXAAETCS AblXaHUE CMbICIA, KOTOpoe
MeHsleT Bce BOKpYT. [onoc BepoHuku [)XKnoeBon — m3 Tex, Yto
He NMPOCTO HaNOJHAKT 3a/1, HO PAaCcKpbIBAKOT B HeM Lenyto Bee-
neHHyto. OHa BbIXOAMUT Ha CLEHY, M NMPUBLIYHOE BpeMs nepe-
CTaeT CyLLecTBOBATh: OCTAKOTCS TOMbKO My3bIKa, AblXaHWe 3ana
M TOT CBET, KOTOPbIV POXAAETCS U3 ee NeHUs.

[na [xxnoeBor onepa — 3TO He XaHp, a GopMa AyXOBHO-
ro npeobpaxeHus. OHa He «UrpaeT» repoMHI0 — OHAa CTaHo-
BUTCS er. Kaxpoe ee MCNOAHeHME — 3TO aNXMMMS 3BYKa
M YyBCTBa, rAe HOTa — 3TO He TeXHWYECKUI 3MIEeMEHT, a Kpo-
LeyHas BCeneHHas co CBOMM LBETOM, TeMnepaTypow, apoMa-
ToM. Ee ronoc moxeTt ObITb MArkuMM, Kak GapxaTHbii Bevep
Haf4 ropamu, U B TO X€ BPEMS MPOH3UTENbHbIM, KaK MepBbIv
KPWK HOBOPOXAEHHOTO.

OHa BnapeeT pefknM AapoM — MeTb Tak, YTO 32 My3blKOM
CbIWNTCS XM3Hb. B ee apuax cibilwHbl pagocTb U ropeyb, OT-
YyasHWe U Hapexnaa, nobena u yTparta. 3TO He NPOCTO UHTEp-
npetaums — 3TO MpoOXuBaHue. M 3puTtenb BepuT ei, NoToMy
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YTO OHa MOET He ANsl AEMOHCTPAUMM ronoca, a Ans nepenayn
npasabl.

fonoc [kMoeBon — Kak Kanas 4YMCTOro ceeTa, ynasluas
B TEMHOTY M paccbinaBwasncg Ha pagyry. OH 3anonHseT 3an
He TONbKO 3BYKOM, HO U LBETOM 3MOLMM, KOTOpble OCTaHTCS
C KaXAbIM caylwarteneM Hagonro. B 3Tux 3Bykax ecTb M rop-
CKas ropAocCTb, U XEHCKas MArkoCTb, M CMNa OyXa, KOTOpYH
He C/IOMUTD.

Ee BbicTynneHnMs — 3T0 BCerga BCTpeya C 4eM-TO 6onb-
UMM, YEeM NPOCTO My3blka. JTO BCTPeYa C AyLWOM, KoTopas pe-
LUKSIa 3aroBOPUTb S3bIKOM 3BYKa. M B 3TOM BCTpede poxaaeT-
cs ocobas TMWKMHA — Ta Camasl, YTO HACTynaeT B 3aje nocse
nocnefHem HOTbl, KOFAQ HUKTO He pellaeTcs annoaupoBatb
CNIMLWKOM BbICTPO, 605Cb pa3pyLMTb XpynKoe Y4yao.

dunocodms ee NCKYCCTBA B TOM, YTO roJIoC — 3TO He TOSb-
KO OpraH, He TOJIbKO TeXHWKa, a ¢dopMa MPMUCYTCTBMS OYLUM
B MMpe. JTO MOCT MexXAay 4YenoBeKOM WM OeCKOHEeYHOCTbIo,
Mo KOTOpPOMY MOXHO nepenaTb Bce: Nt0OOBb, MOAUTBY, Na-
MSTb, 61arof4apHOCTb.

N noTtomy, koroa BepoHuka >KMoeBa MOET, KAaXeTCs, UTo
B 3TOT MOMEHT BECb 3aJ1 AblWUT OAHUM [bIXaHUEM, a Hapg, cue-
HOW pacnaxmeaeTcs HeBuaumoe Hebo. N B 3TOoM Hebe, non-
HOM 3Be3[, M CBETa, Mbl CAbIWMM HE NPOCTO rofoC NeBMLb,
a rosloCc CaMoOM BEYHOCTWU, OTO3BABLUENCA B YE/IOBEYECKOM
cepaLe.
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3TIOA 10. OCETUHCKMIA
OTE/NIO,
MOKOPUBLUMIA MUP

Bnagmmnp Txancaes. Cyabba, cbirpaHHas
Ha cueHe

bbiBalOT cynbbbl, BCMbIXMBAKOLWLME, KaK CBEPXHOBAS 3BE3-
[a: ocnenuTenbHble, KPAaTKUE M BEYHbIE — UX CBET He TYCKHe-
eT C rogamu. TakoB 6bin Bnagumump TxancaeB — akTep, Ans
KOTOpOro cueHa bbina He pemMecsioM, a NPOCTPAHCTBOM rope-
HMsa ayxa. Ero TanaHT 6b11 HACTONBKO MOryY, YTO CTAHOBMIICS
COOBbITMEM He TONIbKO UCKYCCTBA, HO M CaMOWM XKM3HMU.

Moub ero gapoBaHus notpacana. OHa He NpoCTO Nopaxa-
na 3puTens — oHa obxkurana ayuwy, npobyxaas B yenoseke
TO, YUTO pefKo yaaeTtcs npobyauTb faxe CNOBOM WM My3bl-
KOW: YyBCTBO COMPMYACTHOCTU K BbiClieMy. B ero urpe He 6blI-
N0 HAUTPaHHOCTM — Bbla NpaBAa CTpacTu, rMybokas, UCKPeH-
HA9, OPEBHSS, KaK cama yenoBeveckas 60nb.

Korga TxancaeB BbIXOAMN HA CLEHY, NPOCTPAHCTBO TeaTpa
npeobpaxanocb. Bo3ayx HanonHancs Tow HEeBMAMMOM 3Hep-
rmemn, KOTOPY HEBO3MOXHO OOBSCHMTL JIOTMKOM — 3TO Obina
aypa BAOXHOBEHUS, KOTOPYHO OLLYLIANM U 3pUTENU, U NapTHe-
pbl no cueHe. Ero Otenno owenomMun cTpaHy, CTaB MepuioM
WCTUHHOM Tparmnyeckor cunbl. Ero Koponb /lnp n Makbet Bo-
WAM B COKPOBMULUHMULYY OCETMHCKOro Teatpa, HO, MO CyTH, —
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B OYXOBHYIO MCTOpMIO Hapoga. Beab B KaxAOM OBMXKEHMUM,
KaX[0M B3rns4e, B KaXA0M CNOBe 3By4ana He TonbKo cyabba
repos, Ho u ronoc camor OceTuu, ee ropaoro U HeyKpoTUMO-
ro gyxa.

OH rosopun: «lllekcnvp oS MeHS — 3TO BEYHble MOMCKM,
TPYL M CYaCTbe MO3HaHWa». B 3TMX cfioBax — BCS €ro CyTb.
Txancaes 6bin1 He MPOCTO MCMOAHWUTENEM pOJfiei, a BEYHbIM
YYEHUKOM CLEHbI, XaAHO ULLYLIMM UCTUHY B YENOBEKe, B C/10-
Be, B MonyaHun. OH BXOAMA B KaXAyl pofib, Kak B HOBYIO
XW3Hb, 3aHOBO OTKpbIBas 60/b M Hagexay, NtoboBb U rnbens.
M Kaxabii pa3 — no-Hactoawemy, 6e3 3awmTbl, 6e3 npuebIy-
HOro CLLeHNYEeCKoro NaHumps.

Y Hero 6bin peakuit gap — cnocobHOCTb yamenatbcs. OH
He ycTaBan MNO3HABaTb XW3Hb, NtoAen, cyabbbl, XapakTepsbl.
JTa BHYTPEHHAS HEeyTONMMOCTb [enana ero BenuKuUM apTu-
cToM. Beab MCTUHHOE UCKYCCTBO POXAOAETCS U3 KaXKAbl MOHU-
MaHM4, a He U3 YBEPEHHOCTM.

f[oBops o0 Txancaeee, HEBO3MOXHO OTAENWUTb JMYHOCTb
ot Teatpa. OH 6bin He npocTo akTepoM OCETUHCKOro TeaTpa —
OH 6bln ero cepaueM. BaugHue ero MCKyccTBa OLLYLIANOCH
BO BCeM aHcambne — B MHTOHAUMSX, NNACTUKe, BHYTPEHHEW
avcumnnuHe. B HeM Bonnotunach cama uaes CayKeHus
CUEHe, KaK CYKeHUs Hapoay, Kynbtype, Ayxy.

TxancaeB 6bin aKTEPOM peoKOW OpraHuMKM — €ero ronoc
UMen yAMBWUTENbHbIM TeMOP W AMAanasoH, B ero ABMXKEHUNX
Obl10 LOCTOMHCTBO TOp, €r0 AULO BbIpAXano Lenyw rammy
4yBCTB, OT TMXOro CTpajaHus no bypHoro BocTtopra. Ho Bce
370 — NWWb BHeWHWe nposineHus. MnaeHas cuna ero gapo-
BaHMS — B LYXOBHOW 3HEpPruu, B TOM CBETE, KOTOPbIA UCXO-
AWN U3HYTPMU.

OH He wrpan — OH xun. 1 MMEHHO No3TOMYy ero McKyc-
CTBO He ctapeeT. OHO He NPUHALNEXUT HU BPEMEHU, HU CTU-
Mo, HU wkone. OHO NPUHAONEXUT BEYHOCTW, FOE BeNukue
0b6pasbl NpoOAOMKAKT 3BYYaTb, KaK MOAUTBbI, 0BpalleHHble
K YenoBeky.
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fhaps cerogHs Ha nyTb Bnagnmupa Txancaeea, Mbl BUOUM
B HEM He TONbKO BEMKOro akTepa, HO U CMMBOA — TOrO, Kak
M3 ManeHbKOM FOPHOM 3eMNIM MOXEeT BOCCTaTb CBET, PaBHbIW
CBeTy MUpOBbIX cueH. OH fokasan, 4To Cuna TanaHTa He 3Ha-
eT rpaHuL, eciv OHa NUTAETC UCKPEHHOCTbLIO U NI0O0BLIO.

Ero »kusHb — 3TO ypoK AN4 BCeX, KTO BCTyMaeT Ha NyTb
TBOpYeCTBa: He 60MCsA OblTb YYEHMKOM, He YCTaBaM MCKaTb,
He yracau B CBOEM MNAaMeHw.
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3THO4 11. OTOHb MOA,
CLEHNYECKMM CBETOM

(datuma TapTaeBa — aKTpuca Tpareamu

Korga Ha cueHy Bbixoguna ®atuma Tapraesa, 3an nepe-
ctaBan ObiTb 3puTenbHbIM 3anoMm. OH npeBpaliancsa B npo-
CTPaHCTBO OTKPOBEHMS, FAe KaKA0e C/I0BO, KaXKAbIN XKecT CTa-
HOBMIUCb WUCTMHOM, CKa3aHHOM He OT Mua NepcoHaxa,
a OT LA CaMOM XM3HU. Ee TanaHT Gbin CPOAHU MAAMEHM: OH
corpeBan u o06Xuran OOHOBPEMEHHO, MPUTATMBaN B3MNA4
M He JaBan OTBECTU ero A0 CaMOro KOHLA CheKTakns.

TapTaeBa obnafgana pefkMM JapoM — COEAUHSTb B OOHOM
obpase BennuMe M XpynkocTb. Ee repomHu Obian CUMbHBI
He NOTOMY, YTO He 3HaNnu CTpaxa, a MOTOMY, YTO yMenu UATH
CKBO3b Hero. B ee rnasax 3putenb BUAEN LNy UCTOPUIO: pa-
AOCTU, yTpaTbl, BECCOHHblE HOYWM, TUXME MONUTBbLI, Henpe-
KNOHHble peweHus. [laxe B TuWMHE, KOrga OHa cTosna
Ha cueHe 6e3 cnoB, ee NpUCYTCTBME ObIIO HANOMIHEHO ApaMa-
TUYECKON 3HEepruen.

Ee Tparmueckas Mouwb 3aknw4yanacb He B FPOMKMX MO-
Honorax, a B npasae 3moumi. OHa He urpana rope — OHa
NpoXuBana ero Tak, YTO 3puTe/Slb HEBOJIbHO CTAaHOBMICS ee
COYYacTHMKOM. M B 3TOW COY4aCTHOCTM poXAanacb CBS3b,
KOTOPYHO HEBO3MOXHO Obino o6opBaTb: 3puTeNb  YXOAWN
M3 TeaTpa, HO repouHs TaaTaeBoWM OCTaBanacb C  HUM,
B Cepaue 1 namaTu.
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Kaxpas ponb gns Hee Gblla HE NPOCTO 3afa4en, a AyXOB-
HoM Muccuen. OHa roBopuna, YTo TeaTp OOMKEH He TOMbKO
passfiekaTb, HO M 0YMLATb. [103TOMY B ee UCMONHEHUAX Bce-
raa vyBcTBoBanacb rmybuHa — Byab TO Knaccuyeckas Tpare-
[Ous, COBpeMeHHas Apama WM nbeca, HanosHeHHas onbk-
nopHbiMu MoTBaMu. OHa yMena MoAHATb YaCTHYH MUCTOPUIO
Ha ypoBeHb CMMBONA, CAENAaTb TaK, 4To6bl MMUYHAs 60nb CTaHO-
BMNIacb 6oNbIO BCEX.

@Punocodunsa ee uckycctea bbina mpocta: cueHa — 370
He MecTo Ans AeMOHCTpauuMu, 3TO MecTo Ans npasgbl. M 31a
npasaa, obHaXeHHas 1 6e33aWwmnTHas, CNOCOBHA MEHATb fio-
fen. TapTaesa Bepuna B 3Ty CMAy 1 NoToMy paboTana go npe-
fnena, otaaeaa cebs 6e3 ocraTka.

O6pas3, KoTopbllt ocTaeTcs B NamMati, — TeHb Matumel Tag-
TaeBOM B CBeTe pamnbl. B ee cunyate yragbiBaeTcs U XeHCKas
cyobba, u cyobba Hapopa, M BeyHaa Tema 6opbbbl Mexay
cyobboit 1 Bonei. Ee oroHb Ha cueHe Obln He AeKOpaTMB-
HbIM — OH Obll HAaCTOAWMM MNNAMEHEM, KOTOpOe CXMUrano
NOXb U BbICBEYMBANO CaMOe BaXKHOe.

N notomy cerogHs ee MM$S 3BYYMT KaKk CUHOHMM YECTHOrO,
rnyboKo nepexuToro Teatpa, B KOTOPOM aKTpuUca U 3puTenNb
BCTPEYAKTCS He A9 Urpbl, a A9 TOro, 4Tobbl BMecTe NponTH
yepes UCMbITaHWe U BbINTU U3 HEr0 OOHOBIEHHBIMM.
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JTHO4 12. TOHKASA HUTb
CBETA

Leunnusa [Ixatmesa — akTpmMca BEYHOrO
auanora

Cromnno Ueumnum [OxaTtveBoM NOSABUTBCS HA CLEHE, Kak
MPOCTPaHCTBO TeaTpa npeobpaxanocb. Ee noseneHne 6bino
He WYMHbIM, HE OEMOHCTPATMBHbIM, a FMYyOOKMM U MpuTAra-
TENbHbIM, KaK TUXO€E OTKPbITUE OKHA B MUP, FAe Kaxaas AeTanb
AbIWKT No33uneit. B ee 06amnKe coveTanmcb peakast XXeHCTBEH-
HOCTb M BHYTPEHHSAS CUNa, @3 HEOObIKHOBEHHAs! BHELLHSS Kpa-
COTa CTaHOBMAACb NMWb obpamMneHMeM ang kyaa 6onee Bax-
HOro — >XMBOW, CBET/ION M B TO XK€ BPpeEMS CEPbe3HOMN OYyLUM.

xaTneBa obnagana [apoM roBOpUTb [Na3aMu, He MNpo-
M3HOCA HKM cnoBa. Ee B3rnga Mor 6biTb TEMNAbIM, CJAOBHO
YTPEHHWI CBET HA TOPHOW BEPLUMHE, WM XONOAHbIM, KakK
Nnen pOAHMKOBOTrO pyybs — M 006a COCTOSAHMS OblIM OAMHAKO-
BO ybeauTenbHbl. OHa yMena Bbi3biBaTb 3MOUMIO, He npube-
ras K W3/MLIHEN 3KCNpeccun, — €ee cuna 3ak/4yanacb
B TOHKOCTW.

B kaxpon ponu, Byab TO repomHs KIAacCMYeCcKon Apambl,
NIMPUYECKAN TePOMHS COBPEMEHHOIO NPOU3BEAEHUS AU Nep-
COHaX, YKOPEHEHHbIVM B HAPOAHbIX NpeaaHMsx, OHa Haxoamna
TY HEBUAMMYIO HWUTb, YTO CBS3bIBAET CLLEHY M 3PUTE/bHbIN 3aN.
M no 3TOM HUTM TEKNO He MPOCTO AENCTBME MbEChI, @ YTO-TO
bonbliee — goBepue. 3puTenb YyBCTBOBAN: Nepen HUM Yeso-
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BEK, KOTOPbIM NMPOXMBAET UCTOPUIO YECTHO, BEe3 Urpbl Ha 3¢-
dexT.

Jlnpnyeckas rnybuHa [)xaTMeBoli nposiBnsnacb B ee 0Co-
6om TeMbpe ronoca, B yMEHUU BblAepxaTtb Naysy Tak, YTo OHa
rosopuna 6onblue, YeM AAUHHBIA MoHonor. OHa Morna o4HWM
YeCTOM, lerkuM HakNoHOM rofioBbl AW eABa 3aMEeTHOM YNbIb-
KOM W3MEHWUTb 3MOUMOHA/bHLIA TOH BCEM CueHbl. ITO Obin
He MoKas3aTeNbHbIA apTUCTU3M, a TOHKas, punurpaHHas pabo-
Ta AyLIN.

Ee BHewHsa KpacoTa Obina nereHaon Teatpa. Ho 3to Gbinia
He X0/M04Has, OTCTPaHeHHas Kpacota — B Hei B6bino Tenno
n 6naropoAcTBO, KOTOpOE YyBCTBOBANOCh U B 0b/MKe, 1 B Ma-
Hepe gepxaTtbcs. Ha cueHe oHa ymena caenatb Tak, YTo Kpa-
COTa CTAHOBMNACh HE LeNblo, 3 UHCTPYMEHTOM NS pacKpbITUS
XapakTepa, 4acTblo 06pa3a, B KOTOPOM BHELUHEe U BHYTPEH-
Hee He cnopwau, a yCMNMBanu Apyr apyra.

Korga cnekTakib 3akaHYMBancs, v 3an NpoBoXan ee A0/-
MMK annoanCMeHTaMu, 0CTaBanoCh OLyLEeHWe, YTO BCTpeya
C HelM — 3TO He MPOCTO Beyep B TeaTpe, a NPUKOCHOBEHMeE
K YeMY-TO YUCTOMY U CBETIIOMY, YTO ByAeT XuTb B NaMsATH elle
ponro. Lleumnus xatuesa octaBuna nocse cebs obpasbl, Ko-
TOpble HEBO3MOXHO CTEpEeTb, U TUXYIO, HO MPOYHYH HUTb CBe-
Ta, CBA3bLIBAIOLLYIO CEpALA TeX, KTO BUAEN ee UCKYCCTBO.

31



JTH04 13. CZ1I0OBO U CBET

[ytb Hadu dxxyconTsl

Hadwm [XyconTbl npuHagnexan K NoKOAEHUH, YbM Cyabbbl
NPOXOAMAU Yepes CypoBble AeCATUNETUS — BOWMHY, NOCNEBO-
€HHOe BOCCTAHOBNEHMe, 3noxy nepeMeH. OH CTan OAHUM
U3 TeX, KTO Aan 0CeTUHCKON nutepaTtype XX BeKka HOBOe Abl-
XaHMe — YenoBeyeckoe, 3eMHOe, UCKPEHHee.

Ho ero cn10BO He CTano XeCcTK1M; HanpoTKB, B HEM 3BYy4a-
Jla Bepa — TMxas, HO HecokpylwmMas. OH Nncan He o reposix
13 OpOH3bl, @ O NHOAAX M3 NIOTU U OyWIM — O TEX, KTO XMBET
B aynax, pacTuT [OeTei, naweT 3eM/lo, MeyTaeT, CTpagaer
n HapgeeTcq. Ero repon — He cumBonbl, a cocean. 1 MeHHo
B 3TOM NpOCTOTE — NOAJ/IMHHOE 61aropoacTBO ero nepa.

B ctuxax [xycoiTbl 3BYy4MT 0C006as My3bIKaNbHOCTb:
He MbllWHas, He FPOMKas, a KakK MecHs, cnetas y poOOHOro
oyara. OH yMen coegoMHSATb apxauMyeckoe M COBPEMEHHOE,
HapOLHYIO MHTOHAUMIO u dunocodckyo rybuHy. Ero obpasbl
AblwaTt OceTMeM — TrOpHbIM BO34YXOM, CBETOM YTPEHHMUX
BEpPLIMH, apoOMaToOM noJsieBbiXx TpaB. Ho 3a 3toi npupoaHon
KOHKPETHOCTbH CKPbIBAETCS BEYHbIA MOTMB: YENOBEK nepep,
JIMLLOM MMpa, COBECTU U NAMSTM.

Kak npo3awk, [xXycoiTbl 6611 BHUMaTeneH K getanam. Ero
pacckasbl U OYEPKM — CNOBHO KOPOTKME OTPE3KM XKM3HW, Bbl-
pe3aHHble C IOBENUPHOM TOYHOCTbIO. B HMX HeT rpoMkmx pe-
Knapaumn, HO eCTb NOASIMHHOE AbixaHue BpeMeHu. OH nucan
0 TPYAOBbIX OYAHAX, O CTApUKAX M OETIX, O A3blKe, KOTOPbIN
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XMBET B Hapo4e M HeceT ero Ayx. [ns Hero kaxpoe C/i0BO
6bIN10 XMBbIM CYLLECTBOM, TPEOYIOWMM YBAXKEHNS N NHOOBMU.

Ocobasa crpaHuua ero TBOopyecTBa — nepeBogbl. OH OT-
KpblBan 419 OCETUHCKUX YuTaTenemn ronoca Apyrux Hapoaos,
HO NpW 3TOM yMen COXPaHUTb 3ByYaHWe podHoro ciosa. B ero
nepeeBojax He Tepsnacb Aywa OpuUrMHana — HaobopoT, oHa
Kak OyaTo Haxoamna HoBbIM goM. Tak [KycowTsl CTpomn Mo-
CTbl — OT rop K paBHMHaM, oT OceTun K Mupy, OT cepaua
K cepauy.

Ero nybauumuctnka — 3TO0 He XONOAHbLIA aHANU3, a XuBas
6ecepa c uutatenem. OH ymen roBOpuTb MPOCTO O CNOXHOM:
0 HPaBCTBEHHOCTH, O KyNbType, 0 NaMsTH, 6e3 KOTOpor HapoA4,
TepsieT KOpHMU.

TeopyectBo Hadu [IKycornTbl — 3TO He NpoOCTO CTpaHMLa
OCETUHCKOM nuTepaTypbl XX BeKa. ITO NyTb YeoBeKa, ANs KO-
TOpOro C/10BO 6bII0 COBECTLIO, @ AUTEpPATypa — CIIYXKEHUEM.
OH He cTpeMuncs K rpOMKOM CnaBe, HO ero roaoc CTan Tem Tu-
XWM 3XOM, YTO NPOAOMIKAETCS B cepauax yutatenen. M korga
YuUTaelWb ero CTPOKM, KaXeTcs, YTo C/bIWULWb AblXaHUE pOA-
HOM 3eM/In — POBHOE, CMOKOMHOE, HO BEYHOe.

OH Bepun B cuny gobpa, B CTOMKOCTb Aywun, B beccmepTtune
a3bika. M notoMy ero cnoBo He ctapeet. OHO XuBeT TaM, rae
3BYYMT OCETMHCKAs peyb — B NECHSIX, B CKa3aHMUSX, B KKAOM
YeCcTHOM C/1I0Be, MPOU3HECEeHHOM OT cepaLa.

M noka 3BY4MT 3TO C/IOBO — XMBET M caM Hadu [IxyconTbl.
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JTHO4 14. BCEJIEHHAA
C/1I0BA

[Mpo3a AnaHa Yepuecosa

lNpo3a AnaHa YepuyecoBa — 370 0cob0e MPOCTPAHCTBO,
rae MbiCb U My3blKa XMBYT B 0AHOM puTtMe. OHa COTKaHa
M3 CBETA U TeHM, 13 punocodmm n UPOHUK, U3 BOCMOMUHAHUS
n cHoBMAeHus. Ero TekcT — He NpocTo noBecTBOBaHMeE, a Urpa
C peanbHOCTbIO, KakK B npousBedeHusix HabokoBsa: 3a cnoBoM
BCErga CKPbITO ApYroe C/i0BO, 33 CMbIC/IOM — TeHb CMbICA3,
33 ABMXEHWEM — OTpaXKeHue B 3epKane.

Kaxpgaa ero ¢pasa BbiBEpeHa, Kak HOTA B C/IOXKHOM Map-
TMTYpe, rae HeT CayyvalHbiX 3BYKOB. YepyecoB nuweT Tak,
OyATO pa3roBapuBaeT C NAaMSATbIO CaMOro Si3blka — M Ta OTBe-
4yaeT eMy 3XOM AapeBHMX KynbTyp. OH cnocobeH coeguHUTb
TOYHOCTb punonora c BAOXHOBEHMEM No3Ta. Ero nposa He no-
BECTBYeT — OHa BCMNOMWHAET, U B 3TOM BOCMOMMHAHUU POX-
[AeTCs BEYHOCTb.

Ero ctunb usowpeH, Kak TOHKMI y30p 3Manu. B HeM ecTb
HabOKOBCKasi Urpa C OTTeHKaMM, C NpoO3payHbIMU [BOWHMKA-
MW CNOB, C PUTMOM U CMbIC/IOM. HO 3Ta M30WPEHHOCTb He pa-
an dopMbl — 3T0 CNOCob BMAETb MUP BO BCEX Er0 OTPAXKEHU-
ax. OH, KaK MacTep Ha rpaHu OBYX 3epKas, MOoKa3blBaEeT, YTo
A3blK — 3TO HEe MHCTPYMEHT, a cyabba.

YepuecoB ymeeT ynbl6aTbCs Haf TparMyeckum, NoTOMy UTo
3HaeT ueHy u 6onum, n BpeMenu. Ero upoHus cnacaet ot nago-
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Ca, a ero nevasnb O4YMLLAET OT CyeTsl. B ero npose HeT repoes,
KoTopble cTpemsaTcs K nobepam; ecTb NOAM, ULLYLLME CMbICT
ObITUS, CMbIC/T COOCTBEHHOM TEHW.

Ocetnsa y YepuecoBa — He QoOH, a MeTapuanyeckas cue-
Ha, rae nepecekarTcs BPpEMEHa U KynbTypbl. B 3TUX cTpaHu-
uax KaBkas He NpoTMBOMNOCTaB/IEH MUPY — OH €ro AOMOJHSeT.
340eCb aHTMYHOCTL BCTYNaeT B AManor C COBPEMEHHOCTHIO,
a poAHas peyb 3BYYMT B CO3BYYMM C MUPOBOW NUTEPATYPOIA.
Manoe CTaHOBWUTCS YHUBEPCASNbHbIM, IOKANbHOE — KOCMUYe-
CKUM.

OH cTpouT CBOM KHUMU, KaK BaLLHKM U3 NaMATU — U3 KaMHS
n ObixaHus. Kaxabln poMaH — 3T0 apxuTekTypa Ayxa, roe Bce
MOAYMHEHO BHYTPEHHEMY PUTMY. Ero A13bIK ICEH U CNOXEH of-
HOBPEMEHHO: B HEM HET HU ClyYyanHow pasbl, HX Aekopa-
TMBHOM 3angToi. OH nuweT, Kak YenoBeK, KOTOpbid BUAMT
B C/10BE OTpaxeHue BceneHHoM.

B npo3e YepuecoBa CAbILMTCA OT3BYK MWPOBOWM TpagM-
umn — ot Codokna po [xoinca, ot Kadku go Habokosa,
HO BCe 3TO NMPOXOAMT Yepes OCEeTUHCKYI0 Ayuly, yepes ocoboe
YyBCTBO Mepbl U MHTOHAuMU. OH roBOpUT OT UMEHM Manoro
Hapoaa, HO ero rofioc 3ByYMT B MacwTabe yenoseyecTsa.

YepuecoB co3paeT nutepatypy, rae Ocetvs He 3aMKHyTa
B rpaHuMuax, a pacrnaxHyta mupy. Ero repou xuByT mexay
3N0XaMu, 93bIKaMM M CHaMM, HO ULLYT OQHO — WCTUHY Yeno-
BEYECKOro CyLLecTBOBaHMS. M B 3TOM MOMCKE poOXOaeTcs
He npoCTO HaLMOHaNbHasg, a YHMBEpcanbHas nposa, rae
MbIC/b CTAHOBUTCS HGOPMON KPaCoTbI.

OH He uvuLeT OTBETOB, OH WLLET 3By4YaHue — Ty HOTY, B KO-
TOpPOM COEAMHAIOTCS NaMsTb U BAOXHOBEHUE, Pa3yM U UHTYU-
ums. Ero kKHUrM — 3TO NyTb BHYTPb A3blKa, rAe Kaxnoe C0BO
HeceT cBeT. M notoMy uyteHne YepuecoBa — 3TO He MpOCTO
BCTpPeYa C aBTOPOM, 3TO AYXOBHOE coyyacTue.

Korga unTaewb ero CTpoKM, KaXKeTCs, YTO BpEMS CTAHOBMT-
Cs npo3payHbiM. (IOBa HAYMHAKT CBETUTLCS M3HYTPU, KaK
KaMHM B ropHon peke. W Bapyr noHumaelwsb: nepen To6oM
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He MpOCTO NucaTenb, a XpaHUTENb PUTMa YeIOBEYECKOM Ma-
MSATH, YeNOBeK, A1 KOTOpPOro fMtepatypa — 310 ¢GopMa Obl-
M.

3TOT roNoC — TUXMMI, UPOHUYHDBIW, BHUMATENbHbIA — MpO-
fonxaeT 3Byd4aTb. OH HaNOMWMHAET, YTO MOAJIMHHASA KYNbTy-
pa — 3TO He Mpowsoe, a CBET, KOTOPbI MPOXOAMUT CKBO3b
Beka. M noka 3ToT cBeT XuBeT B cnose, Ocetus ocrtaerca
He NpOCTO TOYKOM Ha KapTe, a 4acTbto BceneHHoM.
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3THOO 15. TAMATD,
NAOYWASA YEPE3 TYMAH
BPEMEHW

lanTo [a3paHoB m rybnHa MrHOBEHMS

po3a lanTo [a3gaHoBa poXAaeTcs Ha rpaHuLe BOCNOMM-
HaHUa 1 BuAeHus. OHa ABMXKETCS HE MO NPSIMOM IMHUK CloXe-
Ta, @ NO TPAEKTOpPMM CO3HAHMSA — 4Yepe3 0OpbIBKM MaMATH,
MFHOBEHMA SICHOCTK, BHE3aMNHble BCMbIWKK CMblcna. Ero TBop-
YeCTBO C/IOBHO HAaXOAMTCS B COCTOSIHUW HEMpepbiBHOrO BHYT-
pPEHHEro NyTewecTBus, rae KaKaoe BrnevyatieHue CTaHOBUTCS
LaroM K TOMy, YTO YenoBeK CKpbIBAET OT CaMoro cebs.

[a38aHOB MPOXMA XM3Hb BAAIM OT POAMHbI, M 3TO 06CTOS-
TENbCTBO CTANO WMCTOYHUMKOM 0CODOM rMyOGUHbI €ro nposbl.
B amurpaumm oH cos3pan cobCTBEHHbIM CNOCOD BUAETL MUP —
He M3BHE, a U3HYTPU YEeNOBEYECKOro OMbITa, Yepes TUXUA MOo-
Honor pywu. Ero noBecTBoBaHWe MOYTM BCerga BepeTcs
OT NepBOro NULA, U BCE ONUCAHHOE — MOAM, YAMLbI, 3aNaxHu,
TEHU — MPOXOAMT Yepes Npu3My CyObeKTMBHOCTU. Tak BO3HM-
KaeT NPOCTPaHCTBO, rAe BHelWHee COObITUe BAXKHO NULWWb Ha-
CTONbKO, HACKONBbKO OHO MEHSET BHYTPEHHWUI CBET reposl.

OAHMM M3 CaMbIX JIMYHBIX U CBETIbIX €ro NpoU3BedEeHUMN
ctan pomaH «Beuep y Knap». B HeM namatb BbiCTynaet
He KaK apxMB, a KaK AblxaHue, a N060Bb — KakK MyTb, KOTO-
pbI YenoBeK NPOXOAMUT BCH XM3Hb. KN3p — He NpoCTO XeH-
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WKHa, a 0bpas, K KOTOPOMY BO3BpaLLAETCa Aylua reposi Aaxe
CNycTs pecatunetus. 370 YyBCTBO, PaHUMOE U YNCTOe, CTaHOo-
BMTCS BHYTPEHHUM KOMMNACOM, eQMHCTBEHHbIM CBETOM, KOTO-
pblii He yracaeT B NPOCTPaHCTBE 4yxux popor. Yepes Knap
OH OTKpbIBaeT Ty ryOUHY MIHOBEHMS, KOTOPasi CTaHeT OCHO-
BOM BCEM ero nposbl: NaMATb KaK CNOcob OXMBASATbL yTpayeH-
HOEe 1 COXpaHSTb BEPHOCTb CaMoMy cebe.

Ho TeMa amurpaumm y [asgaHoBa pacKpbiBaeTcs He TOMb-
KO yepe3 BOCNOMWMHAHWE, HO U Yepes3 MyTb, Yepes ABMXKeHue
B HOYM M HEU3BeCTHOCTU. MMEHHO Takyl CTOPOHY yenoseuye-
CKOTO CyWeCcTBOBaHUS OH pa3BuMBaeT B poMaHe «HouHble go-
poru», 3T0 KHUra 0 Cyabbe 3MWrpaHTa, KOTOPbIA BUOUT MUP
yepes CTEKN0 Takcu — npodeccun, ctaswen ansa fagaHosa
He ToNbKo paboTon, HO M GUNOCODCKUM OMbITOM.

B «HouHbIx goporax» HOYb CTAHOBMTCS MPOCTPAHCTBOM
OTKpOBeHUS. [epoi nepeBO3UT NIOLEN, YbU XKMU3HU BCMbIXMBA-
0T PSIAOM C HUM Ha HEeCKOSIbKO MMHYT — TpeBora, yCTanocTb,
oTyasiHWe, Xpynkasa Hagexpaa. Kaxpas BcTtpeya — ManeHbkas
HOBeNNa, CAy4yalHblt dparMeHT Yyxon cyabbbl. Tak Mapux-
CKMe ynuubl NPeBpalalTcs B KapTy YenoBeyeckoro cylle-
CTBOBaHMS, @ BHYTPEHHAS XM3Hb repos — B HecnpegenbHoe
nyTelecTBue Mexay NpoLIbiM U HACTOALLMUM.

OMUIpaHT 34eCb — He NPoCTo Yenosek 6e3 poanHbl; OH —
TOT, KTO XMBET B NPOMEXyTKe Mexay mMupamu. [asgaHoB no-
Ka3blBaeT, YTO M3rHaHWMe — 3TO He reorpadus, a COCTOsSHME
AyXa, rae KaXKAabli Wwar — nonbiTka yaepxartb cebs oT pacTeo-
peHus B 6e3bIMIHHON NOBCEAHEBHOCTU. «HOUHbIe Joporu» —
POMaH O TOM, KaK 4yenoBek OCTaéTcs coboin B MUpe, KOTOPbIW
€ro He 3aMeYyaeT, U 0 TOM, KaK HOUYb MOMOraeT yBUaeTb TO, UTO
[HEM CKpbITO.

Bmecte «Beuep y Knap» n «HouHble goporu» obpasytoT
ABa Monlca ero nposbl: OAMH — CBET MaMaTu, ApYyron —
TeHb oamHouecTBa. N Mexay HMMM — [a30aHOBCKUI repon,
KOTOpbIM MLET LeNoCTHOCTb TaM, F4e OHa KaXKeTcs HeBo3-
MOXHOM.
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Ero pacckasbl n poMaHbl 4acTo AMLWeEHbl NPpUBbIYHOM da-
6ynbl. [a34aHOB CTPOUT NpOU3BEAEHUS Ha eAUHCTBE HacTpoe-
HMS, @ He Ha NoCNenoBaTeNbHOCTU AeWcTBUit. [epexodpl co-
BEpLUAIOTCS acCOUMATMBHO: 3anax LBeToB, Urpa CBeTa, HOYHOW
wym lNapmxka MOryT OTKpbITb ABEPb K BOCMOMWHAHWIO, KOTO-
poe CTaHOBMTCS LEeHTpanbHbIM. Tak BO3HWMKaeT 3ddekT «na-
MATU B [OBWXKEHMM», TOYHOCTb WM MY3bIKaJbHOCTb KOTOPOW
cbnmxkaet ero nposy ¢ pyctoM, a dunocodckas HanpsKeH-
HocTb — ¢ Kamto.

B ero paHHMX KHWMrax 3ameTeH MOBOPOT OT HabnAeHMS
«BCEro Cylero» K MOUCKY uaeana. 3TO ABWXEHME OT Xaoca
K YTONUU, OT 3bIGKOCTU MUPA — K XKENAHWIO yaepXKaTb CMbICA.
lo3gHuWe TeKCTbl OKpalleHbl 3K3UCTEHLMANBHON TPEBOTOiA: re-
poOsSIM MPUXOAMTCA MPOXOAUTb Yepe3 TeMHble CHbl, Yrpo3bl,
npectynneHuss — He u3 3n006bl, @ U3 BHYTPEHHero ocnenne-
Hus. [a30aHOB NOKa3bIBaeT, YTO YenoBek cnocobeH y3HaTb ce-
65 TONbKO B CUTyaUMM MpenenbHoW SACHOCTU, KOTOPYH YacTo
MPUHOCUT OMACHOCTb.

[pn 3TOM ero npo3a ocTaeTcs YAMBUTENbHO YYBCTBEHHOW.
Kaxpas petano — 3anax, CBeT, ABWXeHWe — obnapaet cob-
CTBEHHbIM AbixaHueM. OH yMen nepepaBaTb MrHOBEHWe Tak,
6yATO OHO ANWTCA BEYHOCTb, M BEYHOCTb — Tak, ByAaTo oHa
yMellaeTcsa B 04HOM xecTe. [a34aHOBCKOE NOBECTBOBaHME —
3TO My3blKa TULLUMHbI, B KOTOPOM TOHYaMLIAs8 HOTA 3a4acTylo
BaXKHee rpoOMKOro akkopAa.

@dunocodusa ero npousBeneHU OnNMpaeTcs Ha ybexnae-
HWe, YTO NaMsATb — eAUHCTBEHHOE NPOCTPAHCTBO, rae YenoBek
MOXeT 6bITb LenocTHbIM. PoguHa B ero KHuMrax — He reorpa-
dbuyeckas Touka, a BHYTPeHHUM naHAwadT, KOTOpbIM uAaeT
C YeNnoBEKOM Jdaxe TyAa, rae oH obpeyeH 6bITb YyKuM. U, Mo-
XeT BbITb, UMEHHO NO3TOMY €ro TeKCTbl BOCMIPUHUMAIOTCA KaK
MOnbITKa BEPHYTb YyTPauyeHHOe — He CTpaHy, a cebs.

[a30aHOB [0Nr0 OCTaBanCs HeM3BeCTHbIM Ha pPOAMHeE,
M TONBKO B KOHLe XX BeKa ero KHwWru 6b1iM yCabllaHbl 3aHO-
BO. Ho BpeMsi He yMeHbLMNO CUAbl ero Mpo3bl: HANPOTUB,
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cemyac ee CosepuaTenbHOCTb, PUNOCOPCKasT YeCTHOCTb U My-
3blKaNbHas CHOCTb CTann 0COBEHHO COBPEMEHHbIMMU.

OH nncan o TOM, YTO HEBO3MOXHO noTepsaTb, €C/in CNocCo-

6eH NoMHMTb. M B 3TOM nNaMatTM — ero NoAfIMHHaN poauHa
M ero Be4HOCTb.
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CBET, KOTOPbIN
HE TACHET

Ocetna — 370 3emMnq, rae KynbTypa poxaaeTcs ecTecTBeH-
HO, C/IOBHO NpOAOJ/IKEHWE CaMol npupoabl. Ee ronoc tmxumin,
HO YBEpEeHHbI, MU MOTOMY TaK JIerko yCnblWwatb B HEM AbiXa-
HWe rop, My3blKy BETpa, PUTM CTapUHHbIX AOPOT. 34eCb UCKYC-
CTBO He OTAENeHO OT XWM3HM: OHO BM/JETEHO B Pasrosop,
B XKECT, B MENI0AMI0, B TULIMHY paccBeTa.

Kynetypa OceTun pepxuTcsd He Ha TPOMKMX CNOBaXx,
a Ha BHYTPEHHelN CTOMKOCTM, Ha YBAXKEHUM K MaMsTH
M Ha CNOCOBHOCTM BMAETb MpeKpacHoe Jaxke B CaMblX Mpo-
CTbIX Bewax. B Hel yauBuTenbHbIM 06pPa3oM COEAMHSAOTCS
[pPEeBHOCTb M COBPEMEHHOCTb, a TpagMums CTaHOBUTCSH
He obpemMeHeHWeM, a CBETOM, KOTOPbIM NMOMOraeT 4esoBeky
0CTaBaTbCs COBOMN.

JTOT MMp He CTPeMMUTCS MopasuTb — OH CTPEMUTCS pac-
KpbITbCS TOMY, KTO yMeeT caywatb. M1 yeM BHUMaTenbHee
cmoTpuwb Ha OceTuio, TeM siCHee MOHUMaellb: ee cuna —
B MCKPEHHOCTH, ee KpacoTa — B AOCTOMHCTBE, ee KynbTypa —
B TEM/IOM, CMOKOMHOM CBeTe, KOTOPbI He ocfiennser, a corpe-
BaeT.

OJTa KHWra — BCEro fiMlb MOMNbITKA MPUKOCHYTLCA K 3TOMY
CBETY, YNOBUTb €ro OTTEHKWM M NepeaaTb TO YYBCTBO BHYTPEH-
Hel rapMoOHWK, KOTOpOE BO3HMKAET, Korga aymaews 06 Oce-
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TMn. Ecnn Ha ogHOM CTpaHuMuUe yaanocb COXPaHWTb XOTS Obl
4acTULy 3TOM TULWWMHBI, 3TOM CHOCTW, 3TOM MNYOUHbI — 3HAYMT,
nyTb OblN NPOMAEH He 3ps.

OceTnsi ocTaeTca 3eMnen, roe BCTPEYaTCa npoLioe
M HacTosiLLee, a KyNbTypa 3BYUYMT KaK TUXast My3blka — He Tpe-
Oyrowaa [oKa3aTenbCTs, NOTOMY YTO ee NpaBha XXMBET B Ca-
MOM YefIoBEKe.

M noka 3TOT CBET COXpAHSETCS B CNOBE M MAMATH, OH Npo-
LLO/MKAET XUTb — POBHO, CMOKOMHO, KPacuBO.
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[MPUMEYAHUE

B HacToswem mspgaHmm mmeHa u dammnmm — XeTtarypos,
Llarapaes, [accues, XapeboB n opyrme — npuBoasTcs B pyc-
ckon dopme HanucaHua (BMECTO OPUTMHANbHbBIX OCETUHCKMX
dopM: Xetaerkartbl, Llserapatsbl, laccuTbl, Xapebatbl), Kak 310
MPUHATO B PYCCKOA3bIYHBIX Nybnukaumsax. B aHrnuickon sep-
CUW KHWUMM COXPAHSETCS TOT XXe NPUHLMM Nepeaaym UMeH.

B aHrnuitickoM nepeBofe HacTosilLero usnanusa pns ob6o-
3HAYEHMS NPSIMON peyun UCNOJb3YITCA TUNorpadckme KaBbly-
KM «EeNI0YKM», YTO CBSA3AHO C TEXHWYECKMMMU OCOBEHHOCTIMMU
nspatenbckon nnatdopmbl Ridero. Mbl npocuM uyutatenen
YUUTbIBATb 3TOT MOMEHT KaK TeXHMYeCKoe peLleHue, He Bans-
loLLee Ha codepKaHue TekcTa.
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ETUDES IN ENGLISH






PREFACE BY THE AUTHORS

There is a land where art is born not from form or
intention, but from the very breath of nature. That land is
Ossetia. Here, light falls upon the canvas as if it remembers
the ancient shadows of the mountains; words sound as
though echoed by the winds of the passes; and music flows
like a mountain stream in which the sky is reflected.

Ossetia has always lived within the realm of art. Its
painters, writers, and musicians did not merely create — they
listened to the rhythm of their land, turning its breath into
colors, lines, and melodies. Their art is a mirror of the
mountains, where the human soul beholds itself purified and
lifted beyond time.

This collection presents fifteen etudes on the light and
resonance of Ossetian culture. Each one is not a biography,
nor an essay, but a meditation — on how inspiration
becomes destiny, how a national motif transforms into a part
of eternal art. Here, philosophy meets poetry, document
meets contemplation, memory meets dream.

There is a special silence in which art is born. Within it
one can hear not only the call of the mountains, but the
whisper of centuries — the echo of those voices that created
before us. In every true work of art lives the memory of the
ancestors — those who built the world not from stone, but
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from meaning; not from sound, but from soul. Thus, the
artist is not merely a person, but a mediator between time
and eternity, between the moment and the depth.

When the brush touches the canvas, when the pen draws
a line, when the first chord resounds — it is not simply an
act of creation; it is a testimony to the existence of the spirit,
stronger than space and time. Art is a form of memory —
where nothing sincere ever disappears.

We live in an age of change, when the noise of time
seeks to drown out the quiet voice of beauty. Yet true art
does not vanish — it only falls silent for a while, so that one
day it may sound again, like an echo in the valleys, like light
upon the peaks. And then a person rediscovers the feeling
of home — a spiritual home, where roots become wings.

We have sought to speak of that inner music which
resounds within every genuine creation. These pages are not
so much a narration as an invitation to a dialogue in which
light and meaning are inseparable.

May this collection stand as a tribute to all who carry
into the world the fire of the Ossetian spirit — the painters,
poets, composers, conductors, actors and actresses. And may
each etude become a ray reflecting their living, unique
light — a light in which memory and inspiration, earth and
sky, human being and eternity are joined as one.
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ETUDE 1. THE VOICE
OF THE MOUNTAINS

The Harp of Kosta Khetagurov

The voice of Kosta Khetagurov is the voice of the
mountains — steeped in the scent of alpine herbs, the ring
of hooves on a mountain path, and the evening stillness over
an aul. He was not just a poet. He was the one who taught
the word to look truth in the eye and not avert its gaze.

In his verses the mountains came alive not as
background, but as witnesses and judges. They stood beside
him when he wrote of poverty and humiliation, of beauty
and dignity, of a homeland that can be stern but never
foreign. In those lines there lived a harp — unseen yet
palpable, with taut strings drawn from the sufferings and
love of the people. Each stroke upon them echoed in the
heart of Ossetia.

Kosta wrote as if he heard a music others could not hear.
It was the music of the sky above Kazbek — the whisper
of mountain rivers, the clang of a blacksmith’s hammer, the
song of a woman over a cradle — all merging into a single
chord. He knew how to turn pain into light, and the simple
word into a vow.

The philosophy of his poetry is fidelity to truth. He was
a harp, but also a mirror in which every Ossetian saw
themselves. Sometimes the reflection was bright, sometimes
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bitter, but always honest. Kosta said: a people deprived
of truth are a people deprived of a future. His voice sounded
not only in his poems but in his deeds: in aid to the
destitute, in open letters, in an uncompromising stance
toward injustice.

And so he became the spiritual matrix of a nation — not
in the sense of having created a people, but of having taught
them to remember themselves even when everything around
urged them to forget. Kosta Khetagurov is not just a page
in a book: he is a quiet yet unfailing light burning within
anyone who has ever read his lines.

And when the wind rises in the mountains and begins
to play in the stone gorges, one might think it is Kosta’s very
harp answering the eternal call: strings of pain, strings
of hope, strings of dream. And the mountains listen. And the
people listen. And whoever hears this voice can no longer
remain the same.
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ETUDE 2. BETWEEN LIGHT
AND SHADOW

The Art of Maksim Tsagaraev and Akhsar
Gassiev

You return again and again to the paintings of Maksim
Tsagaraev and Akhsar Gassiev, as to a window that opens
onto a view changing with each day. Their canvases do not
merely reflect the world — they speak with it, peer into it,
finding hidden meanings where the eye has grown used
to seeing only the familiar.

Light and shadow in their work are not technique but
philosophy. In Tsagaraev, the light is often gentle as the
breath of morning; it embraces objects and people, not
tearing them from shadow but letting them remain within
its penumbra. In Gassiev, the light is different — sharp,
almost resonant, breaking through heavy clouds Llike
a sudden truth from which one cannot look away. Both
artists know that light without shadow is blind, and shadow
without light is a faceless void.

Their paintings are an inner universe where every detail
matters. The philosophy of color in their work is akin to the
language of poetry: in Tsagaraev — muted, deep tones, like
lines spoken in a half-whisper, all the more piercing for it.
In Gassiev — bright accents that flare like emotional climaxes
in verse, waking the viewer from habitual perception.
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Gazing into their canvases, you begin to understand: they
do not simply depict reality — they reveal a new facet of it,
as if lifting a veil. That very sunbeam breaking through the
clouds becomes, in their hands, not only a scenic element
but a metaphor — the awakening of spirit in a person, an
insight that arrives not at once, but as a quiet revelation.

Their painting is a form of silent dialogue with eternity.
The artists, like keepers, carry not only images but what
stands behind them: the memory of a people, its pain, its joy,
its striving toward light. In their work one can find the pride
of the Narts, the humble beauty of mountain villages, and
that fine boundary between earthly and heavenly that makes
Ossetia unique.

Time flows differently in their pictures. It is unhurried. It
lets you see the glint of sun on water, a crack in old stone,
the smoke that slowly rises from a stove-pipe. And in these
details lies the philosophy of being itself, where light and
shadow do not feud but together create a space in which the
soul finds its form.

Perhaps that is why their art remains with us. For leaving
a gallery, or closing an album of their reproductions, we
carry away not only what we have seen but what we have
heard without words — a quiet yet profound reminder: the
spirit awakens where light and shadow meet to become
a single breath.
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ETUDE 3. FROM FORM
TO MEANING

The Radiant Worlds of Atsamaz Kharebov

At times, a painter does more than create images — he
unveils a space of light where a person seems to meet
oneself for the very first time. The art of Atsamaz Kharebov
is precisely this: it depicts the world and reveals its radiance,
making the invisible visible.

Kharebov’s canvases are reflections of other dimensions
where matter becomes light and light becomes breath.
In them there are no borders between reality and
imagination, between what is seen and what is felt. Each
painting seems born on the threshold of sleep and waking,
where colors are not simply pigment but energy capable
of transforming the viewer’s inner state.

In his painting there is something of ancient myth and
something of a future not yet reached. It is an art of memory
and premonition. Through abstract forms there emerges the
cosmos of the soul; the lines recall the prime elements —
fire, water, air, earth, and light. The artist seems to build the
universe anew — not the one outside the window, but the
one within a person.

Light in Kharebov is not a visual effect but the semantic
center. It does not illuminate objects; it gives birth to them.
Each flash, each transition of tone is a movement of spirit,
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a search for harmony between chaos and order. This light
lives and breathes; it is not static: at times it flares like
inspiration, at times it comes to rest in a lucid stillness like
a moment of revelation.

His worlds are spaces of contemplation. There is no
place for hustle, noise, or accident. Everything is subject
to an inner rhythm akin to the breathing of the universe. The
viewer seems to enter into dialogue with light itself, sensing
it not with the eyes but with the heart. This is the essence
of Kharebov’s art: it does not narrate; it awakens.

In every canvas there is a sense of a path — from
darkness to light, from form to meaning, from chaos
to harmony. The path is universal: it runs through a person,
through their inner doubts, passions, and hopes.

It may seem his painting is abstract. Yet in truth it is
profoundly real — only real otherwise. It is the reality
of light, of energy, of consciousness. The artist seems
to remind us: truth lies not in what is visible but in what
shines within.

Thus his radiant worlds are born — worlds where color
becomes thought and line becomes prayer. This is a realm
of pure feeling where there are no borders between art and
being.

And so, gazing at Kharebov’s paintings, we suddenly
understand: the light he depicts is the light that lives within
ourselves.
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ETUDE 4. THE SYMPHONY
OF STILLNESS

Felix Alborov and the Silence of Sound

Some composers strive for brilliance and thunder, for
powerful chords that sweep through a hall like a rising
wave. But there are others whose music is quiet and
luminous, and within that quietness lies an entire world.
Felix Alborov belonged to the latter. His art was not
a challenge, nor a display of force, but a gentle conversation
with the soul — where each word-sound carries the weight
of an entire life.

He was born among the mountains, and it seems that
they became his first school of music. It was not
textbooks or scores that taught him harmony, but the
wind’s murmur, the rustle of leaves, the steady tapping
of rain on the roof. From early childhood, he understood
that music is more than what is written on paper — it is
the breath of the world, heard only by those who know
how to be silent. Perhaps that is why Felix Alborov’s
music was never loud: it was deep, like a lake in which
the sky is reflected.

In his works, Felix Alborov never pursued theatrical
excess. His compositions were journeys inward rather than
demonstrations of external brilliance. At the heart of his
musical worldview lay a simple truth: music must heal.
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Some called him a composer of intimate spaces, but such
a label is far too narrow. Felix Alborov mastered large forms
with ease, filling them with natural breathing and inner
warmth. He understood the secret nature of the voice —
a voice capable of sounding like the many-voiced memory
of a people — and he sensed with great subtlety the drama
in which a musical line becomes destiny.

The unique strength of his style lay in the organic union
of the national and the academic. The Ossetian melodic
contour, the tenderness of lyricism, the precision of form —
in his music they did not compete, but flowed together into
a single living stream.

In life, Felix Alborov was a man of few words. But the
moment his fingers touched the piano keys or he opened
a clean page of his music notebook, the silence around him
entered into an unseen alliance with him. He knew how
to listen to the pauses between sounds — and it was there,
in those pauses, that true music was born.

Felix Alborov left behind not only scores, but a particular
sense — the sense that the world can be harmonious if one
learns to hear it. His music does not age because it speaks
not to fashion, but to the human soul. And perhaps this is
why, listening to it today, we feel the same as his first
audiences did: a quiet light begins to grow within us, and
the heart starts to breathe in the rhythm of eternity. In that
light we recognize the very illumination he knew how
to turn into the melody of the soul.
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ETUDE 5. A HEART SINGING
THROUGH TIME

Zhanna Plieva — The Poetics
of a Composer

In the music of Zhanna Plieva there is no border
between past and present. She seems to live in two worlds
at once: in the world of ancient tunes sung by firesides and
at weddings, and in the world of the subtlest harmonies
born in conservatories and concert halls. Her art is a bridge
thrown across time, along which anyone can walk who is
ready to listen with the heart.

Zhanna Plieva grew up among the sounds of her native
land: songs in which women mourned their loved ones or
blessed newlyweds; melodies with which shepherds called
to one another in the mountains; solemn and wistful motifs
of festivities. She carried these sounds through her life,
making them the foundation of her musical speech. Yet she
never copied folklore literally; she wove it into the fabric
of her works like a thin golden thread that lends luster and
depth.

Her melodies have a remarkable quality: they are
simultaneously familiar and unpredictable — as though they
conceal an ancient code that answers in the heart of anyone
who hears them, even if they have never been to Ossetia and
never knew its songs. Plieva joins the clarity of a folk motif
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with a modern musical language: unexpected harmonic
turns, intricate rhythmic patterns, orchestrations transparent
as mountain air.

A special place in her work belongs to the voice. Song for
her is not merely a vocal piece but a dialogue between
a human being and the world. It may sound like a quiet
confession, or like a powerful, almost epic summons. But at
the foundation there is always human feeling: love, longing,
hope.

In Zhanna Plieva’s orchestral pieces one hears the
breathing of space. There are no accidental sounds: every
chord is like a step along a stony path; every timbre like
a shade of the sky at a different hour. Her music is built not
on haste but on contemplation, and therefore it acts deeply
and for a long time.

Plieva’s philosophy is simple yet demands inner honesty:
the past cannot be frozen; it must be lived anew in the
present. Only then will it retain its power and speak to the
future.

Listening to her works, one feels two rivers — the river
of tradition and the river of modernity — flowing into
a single current. There is room in this current for everyone:
for one who seeks the source and for one who strives toward
the future. The music of Zhanna Plieva is not merely sound;
it is a heart singing through time, and that heart speaks
in a language any person can understand, wherever they
may live.
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ETUDE 6. THE SOUND
OF POWER AND
INSPIRATION

Valery Gergiev — The Conductor’s Will

Valery Gergiev stands on the podium as if the motion
of the world were gathered in his hands. One gesture — and
the brass blaze like mountain dawns; a slight turn of the
wrist — and the strings grow still like evening air over
a river. His conducting is not mere coordination of an
orchestra; it is a current of energy in which will, passion, and
mission merge.

His gestures are economical yet full of inner tension. He
does not dissipate or scatter emotion — he directs it
precisely to the target like an experienced marksman. Under
his hand there are no superfluous sounds: every chord is
a calibrated thought; every pause, a deliberate breath.

But Gergiev is not only a musician of world stature; he is
also a cultural diplomat. His concerts in various countries
become messages without words. He is able to speak in the
language of music about things hard to say otherwise —
about dignity, memory, the right of a people to be
themselves. And so it is no surprise that in difficult times,
when the fate of South Ossetia and its people was at stake,
he did not remain aside. He openly supported his native
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land — making statements, giving concerts in solidarity,
drawing the attention of the world. For him it was not
a courteous gesture but a duty of honor.

Here another facet of his mission appeared: he became
a bridge between Ossetia and the world. His name opened
the doors of the greatest concert halls, and through those
doors he led into the world a part of his homeland. He did
not merely represent Ossetia on the world stage — he made
the world hear its voice.

His energy is not only the strength of hands that lead an
orchestra, but the strength of a heart capable of holding
memory and loyalty. In every performance there is
something impossible to rehearse: an inner rhythm that
unites the heartbeat of the musician with the breath of his
people.

When he stands before an orchestra, one can imagine
mountains behind him and the whole world before him.
In that moment he truly becomes that bridge which joins
them — a bridge across which music goes from its source
toward the boundless horizon without losing its force or its
truth.
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ETUDE 7. SILENCE BECOME
SOUND

Veronika Dudarova — The Conductor
of Time

The history of conducting knows many resounding
names, but the path of Veronika Dudarova is singular. She
entered the profession when for a woman to stand at the
podium before an orchestra was considered almost
impossible.  The USSR knew male conductors well
acquainted with power and fame, but had not seen a woman
capable of commanding that ship of music where every part,
every instrument, demands precision, character, and
unquestioned authority. Dudarova was the first — and she
changed forever what was thought to be possible.

Hers is a story of passing through mistrust, prejudice,
and doubt. At the beginning of her career there were those
who said openly: «This is not a woman’s business.» But she
did not argue with words — she answered with sound. With
each concert, with each hour of rehearsal, she proved that
conducting is not a question of gender but of inner strength
and clarity of artistic intent.

Veronika Dudarova possessed a distinctive style
of leading an orchestra. Her gestures were precise yet never
cold, full of plasticity and assurance. She never tried to copy
a «masculine manner» — her conducting was refined yet
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charged with energy, and her inner flame could be felt even
in the quietest passages. She could make an orchestra play
so that in the music one heard not only technique but the
breath of living feeling.

Her biography is a chronicle of achievements — and
of overcomings. Behind every great concert stood years
of persistent labor; behind recognition, hundreds of hours
in the hall where she, alone against the world, proved her
right to the podium.

Dudarova said that a conductor is not only a musician
but a philosopher. Indeed, her interpretations were deep and
thoughtful. In her performances one felt not only musical
logic but the history behind each note.

She was a conductor of time — able to shape not only
the rhythm of music but the flow of meaning. Her concerts
left the impression that you had touched something
immeasurably greater than a mere rendition of a work.

Veronika Dudarova proved that inner fire can melt the
coldest walls of doubt. Remembering her today, we see not
only the first woman conductor in the USSR, but a person
who taught music to speak with a new voice — the voice
in which silence became sound and strength became beauty.
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ETUDE 8. A DANCE
ADDRESSED TO THE SKY

Svetlana Adyrkhaeva — Ballet and the
Breath of Eternity

Onstage she appeared not as if emerging from the
wings, but as if born of light. Her movements were precise
like an engravers line and at the same time fluid like
a mountain river in spring. Svetlana Adyrkhaeva did not
merely dance — she turned each step into a word, each
movement into a phrase, each turn into a pause filled with
meaning. Her art stood above technique and glitter; it
belonged to the realm where body and spirit cease to be
divided.

From childhood her destiny bore rhythm — not only
musical rhythm, but the rhythm of inner discipline. Ballet
demands sacrifice, and she knew it. Yet for her the sacrifices
were not loss but attainment: each morning at the barre,
every rehearsal was a step on the path to ideal form — not
for beauty’s sake but for truth’s.

In her dance one felt Ossetia — not in direct folkloric
quotation nor in deliberate gestures, but in the very nature
of her movement: proud, open, aimed upward. She carried
within her that special mountain bearing where the back is
straight not because of training but because of an inner
sense of dignity.
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Adyrkhaeva could turn the stage into a temple. In her
performances there were roles where tragedy and exultation
coexisted like two sides of a single instant. She could soar —
and it was not merely a leap but a gesture of liberation, as if
the soul had cast off the weight of the body. She could grow
still — and in that stillness the audience heard an entire
story.

The philosophy of her dance was simple and
immaculate: ballet is prayer in motion. Not before someone,
but before the very idea of beauty and harmony. Dancing,
she did not «play»; she lived on the stage. Every pas de
deux, every arabesque was a conversation with an invisible
interlocutor — perhaps with the sky, perhaps with eternity.

When the performance ended, the hall could not let her
go. And in the memory of the audience remained an image
impossible to forget: the shadow of a ballerina flying across
the marble of the stage — light as breath, free as a soul that
has finally found its path to the sky.

Perhaps that is why the name of Svetlana Adyrkhaeva
has become a symbol of how art can transcend the earthly. It
can become a bridge to eternity — if all that a person lives
by is placed within it: labor, faith, love, and an endless
striving upward.
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ETUDE 9. A VOICE THAT
OPENS THE UNIVERSE

Veronika Dzhioeva and the Power
of Lyrical Might

There are voices that simply sound, and there are those
that create a space around themselves — changing it, filling
it with new meaning. The voice of Veronika Dzhioeva is
of the latter kind: it does not merely fill a hall but unfolds
within it an entire universe. She steps onto the stage and
ordinary time ceases to exist; there remain only the music,
the breathing of the audience, and the light born of her
singing.

For Dzhioeva, opera is not a genre but a form of spiritual
transfiguration. She does not «play» a heroine — she becomes
one. Each of her performances is an alchemy of sound and
feeling in which a note is not a technical unit but a tiny
universe with its own color, temperature, and fragrance. Her
voice can be soft like a velvet evening over mountains and at
the same time piercing like a newborn’s first cry.

She possesses the rare gift of singing so that behind the
music one hears life. In her arias one hears joy and
bitterness, despair and hope, victory and loss. This is not
mere interpretation — it is lived experience. The audience
believes her because she sings not to display a voice, but
to convey truth.
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Dzhioeva’s voice is like a drop of pure light fallen into
darkness and breaking into a rainbow. It fills the hall not
only with sound but with the colors of emotion that remain
with each listener for a long time. In those sounds are
mountain pride, feminine gentleness, and a strength of spirit
that cannot be broken.

Her performances are always an encounter with
something greater than music alone — an encounter with
a soul that has chosen to speak in the language of sound.
In that encounter a special silence is born — the very silence
that descends after the final note when no one dares
to applaud too quickly for fear of shattering a fragile
miracle.

The philosophy of her art is that the voice is not merely
an organ or a technique but a form of the soul’s presence
in the world — a bridge between a person and infinity over
which one can carry everything: love, prayer, memory,
gratitude.

And so, when Veronika Dzhioeva sings, it seems that at
that moment the whole hall breathes as one and an invisible
sky opens over the stage. In that sky filled with stars and
light we hear not merely the singer’s voice but the voice
of eternity itself echoing in the human heart.
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ETUDE 10. THE OSSETIAN
OTHELLO WHO
CONQUERED THE WORLD

Vladimir Thapsaev. A Life Played Upon
the Stage

There are destinies like the flare of a supernova —
bright, blinding, leaving behind a trail of light that does not
fade with time. Such was Vladimir Thapsaev, an actor for
whom the stage was not a craft, but a realm of the soul’s
burning. His talent was so powerful that it became an event
not only of art, but of life itself.

The strength of his gift was overwhelming. It did not
merely impress the audience — it seared the soul,
awakening in a person that which even words or music
seldom touch: the feeling of belonging to something higher.
There was no pretense in his performance — only the truth
of passion, deep, sincere, and ancient as human sorrow
itself.

When Thapsaev stepped onto the stage, the space of the
theatre transformed. The air filled with an invisible energy
that could not be explained by reason — it was an aura
of inspiration felt by both the audience and his fellow actors.
His Othello astonished the entire country, becoming the
measure of true tragic power. His King Lear and Macbeth
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entered the treasury of Ossetian theatre, but in essence —
they became part of the spiritual history of his people.
In every gesture, in every look, in every word resounded not
only the destiny of a character, but the voice of Ossetia
itself, proud and indomitable in spirit.

He once said: «For me, Shakespeare is eternal searching,
labor, and the joy of discovery.» In those words lies his
essence. Thapsaev was not merely a performer of roles, but
an eternal student of the stage, thirsting to find truth
in human nature, in speech, and in silence. He entered each
role as if into a new life, rediscovering pain and hope, love
and loss — each time truly, unguarded, without the armor
of habit.

He possessed a rare gift — the ability to wonder. He
never grew tired of learning about life, people, destinies,
and character. This inner restlessness made him a great
artist, for true art is born not from certainty, but from the
thirst for understanding.

Speaking of Thapsaev, one cannot separate the man from
the theatre. He was not merely an actor of the Ossetian
stage — he was its heart. The influence of his art was felt
throughout the ensemble — in tone, in movement,
in discipline. In him lived the very idea of serving the stage
as a service to the people, to culture, to spirit.

Thapsaev was an actor of rare natural harmony — his
voice possessed a unique timbre and range; his movements
carried the dignity of the mountains; his face could express
an entire spectrum of emotion, from quiet suffering
to stormy exaltation. Yet all this was but the outward form.
The true power of his gift lay in spiritual energy, in the inner
light that radiated from within.

He did not act — he lived. And that is why his art does
not age. It belongs neither to time, nor to style, nor
to school. It belongs to eternity, where great images
continue to resound like prayers addressed to humanity.
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Looking today at the path of Vladimir Thapsaev, we see
in him not only a great actor, but a symbol — of how from
a small mountain land may rise a light equal to that of the
world’s greatest stages. He proved that the power of talent
knows no boundaries when nourished by sincerity and love.

His life remains a lesson to all who walk the path
of creation: Do not fear to remain a student, do not tire
of seeking, do not let your flame go out.
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ETUDE 11. FLAME
BENEATH THE STAGE
LIGHTS

Fatima Tadtaeva — An Actress of Tragedy

When Fatima Tadtaeva came onstage, the hall ceased
to be a hall. It became a space of revelation where every
word and gesture turned into a truth spoken not on behalf
of a character but on behalf of life itself. Her talent was akin
to flame: it warmed and seared at once, drew the eye and
would not release it until the performance’s end.

Tadtaeva possessed the rare gift of uniting grandeur and
fragility in a single image. Her heroines were strong not
because they knew no fear, but because they could walk
through it. In her eyes the audience saw an entire history:
joys, losses, sleepless nights, quiet prayers, unbending
decisions. Even in silence, when she stood onstage without
words, her presence was charged with dramatic energy.

Her tragic power lay not in loud monologues but
in the truth of emotion. She did not «play» grief — she
lived it so that the audience unwittingly became her
accomplice. And in that complicity a bond was born that
could not be broken: the spectator left the theater, but
Tadtaeva’s heroine remained with them — in heart and
memory.
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Each role for her was not simply a task but a spiritual
mission. She said that theater must not only entertain but
purify. Therefore a depth could always be felt in her
performances — whether in classical tragedy, contemporary
drama, or plays imbued with folk motifs. She could raise
a private story to the level of symbol, making personal pain
the pain of all.

The philosophy of her art was simple: the stage is not
a place for display; it is a place for truth. And that truth —
laid bare and defenseless — can change people. Tadtaeva
believed in this power and therefore worked to the limit,
giving herself without remainder.

The image that remains in memory is the silhouette
of Fatima Tadtaeva in the footlights. In that outline one
reads a woman’s fate, a people’s fate, and the eternal theme
of the struggle between destiny and will. Her fire onstage
was no decoration; it was a real flame that burned away
falsehood and revealed what matters most.

Thus today her name sounds as a synonym for honest,
deeply felt theater where actress and audience meet not
to play, but to pass through an ordeal together and emerge
renewed.
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ETUDE 12. A FINE THREAD
OF LIGHT

Cecilia Dzhatieva — An Actress of the
Eternal Dialogue

The moment Cecilia Dzhatieva stepped onto the stage,
the theater’s space was transformed. Her appearance was
not loud or demonstrative, but deep and compelling, like
quietly opening a window onto a world where every detail
breathes poetry. In her presence rare femininity and inner
strength were joined, and exceptional outward beauty
became merely a frame for something far more important —
a living, lucid, and at once serious soul.

Dzhatieva possessed the gift of speaking with her eyes
without uttering a word. Her gaze could be warm like
morning light on a mountain peak, or cold as the ice
of a spring-fed brook — and both states were equally
convincing. She could evoke emotion without resorting
to excess: her power lay in subtlety.

In every role — be it a heroine of classical drama,
a lyrical figure of modern writing, or a character rooted
in folk tradition — she found that invisible thread that binds
stage and audience. Along this thread flowed not simply the
action of a play but something more — trust. The audience
felt that before them stood a person living the story
honestly, without playing for effect.
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Dzhatieva’s lyrical depth revealed itself in her special
vocal timbre and in her ability to sustain a pause so that it
spoke more than a long monologue. With a single gesture,
a slight inclination of the head, or the faintest smile she
could change the emotional key of an entire scene. This was
not showy artistry but the fine, filigreed work of the soul.

Her outward beauty was a legend of the theater — but it
was never cold or aloof. There was warmth and nobility in it,
felt both in her appearance and in her bearing. Onstage she
could make beauty not an end but a tool for revealing
character, a part of an image in which exterior and interior
did not argue but enhanced one another.

When the performance ended and the hall saw her off
with long applause, there remained the sense that meeting
her had not been merely an evening at the theater, but
a touch of something pure and radiant that would live on
in memory. Cecilia Dzhatieva left behind images no one can
erase and a quiet yet strong thread of light linking the
hearts of those who saw her art.
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ETUDE 13. WORD AND
LIGHT

The Path of Nafi Dzhusoyty

Nafi Dzhusoyty belonged to a generation whose
destinies passed through harsh decades — war, postwar
rebuilding, an era of change. He became one of those who
gave Ossetian literature of the twentieth century a new
breath — human, grounded, sincere.

Yet his word did not turn harsh; on the contrary, it carried
a faith — quiet yet unshakable. He wrote not of heroes cast
in bronze, but of people of flesh and soul — those who live
in auls, raise children, till the land, dream, suffer, and hope.
His heroes are not symbols but neighbors. And in that
simplicity lies the true nobility of his pen.

In Dzhusoyty’s poetry there sounds a special musicality:
not lush or loud, but like a song sung by the family hearth.
He knew how to unite the archaic and the modern, the voice
of the people and philosophical depth. His images breathe
Ossetia — mountain air, the light of morning peaks, the
aroma of wild grasses. Yet behind this concrete nature lies
an eternal theme: a person before the face of the world,
of conscience, and of memory.

As a prose writer, Dzhusoyty was attentive to detail. His
stories and sketches are like short spans of life cut with
jeweler’s precision. There are no loud declarations in them,
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but there is the true breath of time. He wrote of working
days, of elders and children, of the language that lives in the
people and bears its spirit. For him every word was a living
being that demanded respect and love.

A special page of his work is translation. He opened
to Ossetian readers the voices of other peoples, yet
preserved the sound of the native word. In his translations
the soul of the original was not lost; rather, it seemed to find
a new home. Thus Dzhusoyty built bridges — from
mountains to plains, from Ossetia to the world, from heart
to heart.

His public writing was not cold analysis but a living
conversation with the reader. He could speak simply
of complex things — of morality, culture, memory without
which a people lose their roots.

The work of Nafi Dzhusoyty is not merely a page
of twentieth-century Ossetian literature. It is the path
of a man for whom the word was conscience and literature
a calling. He did not strive for loud fame, but his voice
became that quiet echo that lingers in readers’ hearts.
Reading his lines, one seems to hear the breath of the native
land — steady, calm, yet eternal.

He believed in the power of goodness, in the resilience
of the soul, in the immortality of language. Therefore his
word does not grow old. It lives wherever the Ossetian
speech is heard — in songs, in tales, in every honest word
spoken from the heart. And as long as this word sounds, Nafi
Dzhusoyty lives.
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ETUDE 14. THE UNIVERSE
OF THE WORD

The Prose of Alan Cherchesov

The prose of Alan Cherchesov is a realm where thought
and music move in a single rhythm. It is woven of light and
shadow, philosophy and irony, remembrance and dream. His
writing is not merely narrative but a play with reality, much
like in Nabokov's world: behind every word lies another
word, behind every meaning — its echo, behind every
gesture — its reflection in the mirror.

Each sentence is calibrated like a note in a complex
score, where no sound is accidental. Cherchesov writes as if
he is conversing with the memory embedded in language
itself — and language responds with echoes of ancient
cultures. He joins the precision of a philologist with the
inspiration of a poet. His prose does not tell a story; it
remembers, and in this act of remembering, eternity
emerges.

His style is intricate, like fine enamelwork. It carries the
Nabokovian delight in subtle shades, in transparent
doubles of words, in rhythm and resonance. Yet this
refinement is not for ornament — it is a way of seeing the
world in all its reflections. Like a craftsman standing
between two mirrors, he reminds us that language is not
a tool, but a destiny.
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Cherchesov knows how to smile at tragedy, for he
understands the weight of time and sorrow. His irony does
not destroy; it protects from pathos. Behind it lies the gentle
melancholy of a man who has seen much and therefore
refrains from hasty judgments. His world is layered: beneath
every visible plot lies a philosophical undertone; beneath
the real, the symbolic; beneath the personal, the eternal. His
characters seek not adventure, but meaning; not victory, but
understanding.

Ossetia, in Cherchesov’s prose, is not geography but
a metaphysical stage, a point where cultures and epochs
intersect. Here, antiquity speaks to modernity; the Caucasus
converses with Europe; the local becomes universal. He
seems to say that every homeland is a miniature world, and
the fate of a small nation can mirror the fate of all
humankind.

He builds his «universe of memory» from words as an
architect builds from stone. Each book is a tower
of mountain rock, crafted not for height but for spiritual
endurance. His language is both clear and intricate; there
is no stray intonation, no decoration for its own sake.
Even when he writes of the past, he writes of the
present — for Cherchesov sees memory not as an archive,
but as breath.

In his works one hears the resonance of world
literature — from ancient tragedy to the modernist prose
of the twentieth century, from Kafka to Joyce, from the
metaphysicians to the magicians of language. Yet all of this
passes through the Ossetian soul, through the sensibility
of a writer capable of joining East and West, logic and myth,
history and conscience.

Alan Cherchesov creates literature in which Ossetia is
not enclosed but open to the world. His characters dwell
between languages and epochs, yet they search for one
thing — the truth of human existence. And in that search
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arises not simply national, but truly universal prose —
subtle, intellectual, philosophical, yet always alive.

He does not pursue easy answers; he seeks harmony —
between knowledge and faith, light and shadow, personal
memory and the memory of a people. This is, perhaps, his
true mission: to show that culture is not a museum but
a living breath of humanity, and that Ossetia can speak
within this breath with one of the deepest voices.

When you read his lines, time itself seems to slow. Words
begin to glow like stones under clear water, and suddenly
you understand: before you stands not merely a writer but
a keeper — a keeper of memory, meaning, and a language
capable of eternity.

This voice — quiet, ironic, attentive — continues
to resonate. It reminds us that true culture is not the past,
but a light moving through the centuries. As long as this
light lives in the word, Ossetia remains not merely a point
on the map, but a part of the Universe.
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ETUDE 15. MEMORY
MOVING THROUGH THE
FOG OF TIME

Gaito Gazdanov and the Depth of the
Moment

The prose of Gaito Gazdanov is born on the boundary
between memory and vision. It does not move along a linear
plot but follows the trajectory of consciousness — through
fragments of recollection, flashes of clarity, sudden
intimations of meaning. His art unfolds as a continuous
inner journey, where every impression becomes a step
toward something a person hides even from himself.

His life away from his homeland gave his prose its
distinctive depth. Living far from his homeland, Gazdanov
developed a way of seeing the world from within human
experience, through a quiet monologue of the soul. His
stories are almost always told in the first person, and
everything described — people, streets, scents, shadows — is
filtered through the narrator’s perception. In this way, an
intimate space emerges where events matter only insofar as
they alter the inner light of the protagonist.

One of his most intimate and luminous works is the
novel «An Evening with Claire.» Here memory is not an
archive but a breath, and love is a path carried through an
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entire lifetime. Claire is not simply a woman but a figure
to which the hero’s soul returns even decades later. This
feeling — tender, vulnerable, unbroken — becomes an inner
compass, the one light that does not fade in the vastness
of foreign roads. Through Claire, Gazdanov discovers the
hidden depth of the moment, a depth that becomes the
foundation of all his later prose: memory as a way to revive
the lost and remain faithful to oneself.

But in Gazdanov's work, the theme of emigration is
revealed not only through memory but also through the road
itself — through movement into the night and its
uncertainties. It is this dimension of human existence that
he develops in the novel Night Roads. It is a book about the
fate of an émigré who sees the world through the
windshield of a taxi — a profession that became for
Gazdanov not merely a job, but a philosophical experience.

In Night Roads, the night becomes a space of revelation.
The protagonist transports passengers whose lives flare up
beside him for only a few minutes — anxiety, weariness,
despair, fragile hope. Each encounter is a miniature story,
a fleeting fragment of another person’s fate. Thus the streets
of Paris turn into a map of human existence, while the inner
life of the hero becomes a boundless journey between past
and present.

Here, the émigré is not simply a person without
a homeland; he is one who lives in the interval between
worlds. Gazdanov shows that exile is not a geography but
a state of the soul, where every step is an effort to keep
oneself from dissolving into nameless routine. Night Roads
is a novel about how a person remains himself in a world
that does not notice him — and how the night reveals what
daylight keeps hidden.

Together, An Evening with Claire and Night Roads form
two poles of his prose: one is the light of memory, the other
the shadow of solitude. And between them stands the
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quintessential Gazdanov hero, searching for wholeness
in places where it seems almost unattainable.

His narratives frequently break with traditional plot.
Gazdanov constructs his works around a unity of mood,
rather than a sequence of actions. Transitions occur through
association: the scent of flowers, the fall of light, the
nighttime hum of Paris may suddenly open a door
to a memory that becomes central. This creates a feeling
of «memory in motion» — precise and musical, reminiscent
of Proust, yet marked by a philosophical tension close
to Camus.

In his early works one senses a movement from
depicting «all that exists» toward a search for the ideal —
from chaos toward utopia, from the fragility of the world
toward the desire to hold onto meaning. His later texts are
infused with existential unease: his characters often face
dark dreams, threats, or even crimes — not out of malice, but
from an inner blindness. Gazdanov reveals that a person
comes to know himself only in a moment of extreme clarity,
which danger often forces upon him.

Yet his prose never loses its sensuality. Every detail —
a scent, a gesture, a beam of light — has its own breath. He
could render a moment as if it lasted an eternity, and
eternity as if it lived inside a single, fleeting movement.
Gazdanov’s storytelling is a music of silence, where the
faintest tone may hold more truth than a loud chord.

The philosophy of his work rests on the belief that
memory is the only place where a person can remain whole.
Homeland, in his books, is not a geographic point but an
inner landscape that accompanies one even in the most
foreign places. Perhaps this is why his texts feel like an
attempt to reclaim what was lost — not a country, but
oneself.

For many decades Gazdanov remained little known in his
native land; only at the end of the twentieth century was his
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voice rediscovered. Time did not diminish the strength of his
prose. On the contrary, its contemplative clarity,
philosophical honesty, and musical precision now feel more
relevant than ever.

He wrote about what cannot be lost, as long as one can
remember. And in that memory lies both his homeland and
his eternity.
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LIGHT THAT NEVER FADES

Ossetia is a land where culture grows naturally, as an
extension of the landscape itself. Its voice is quiet yet
assured, and in it one can easily hear the breath of the
mountains, the music of the wind, and the rhythm of ancient
roads. Here, art is not separated from life; it is woven into
conversation, gesture, melody, and the stillness of dawn.

The culture of Ossetia rests not on grand declarations,
but on inner strength, on respect for memory, and on the
ability to find beauty in the simplest things. It is a place
where antiquity and modernity coexist in harmony, where
tradition is not a burden but a source of light that helps
a person remain true to oneself.

This world does not seek to astonish; it opens itself
to those who know how to listen. And the more attentively
one looks at Ossetia, the clearer it becomes: its strength lies
in sincerity, its beauty in dignity, its culture in a warm,
steady light that does not dazzle, but gently illuminates.

This book is merely an attempt to touch that light —
to catch its subtle shades and convey the sense of inner
harmony that arises when one thinks of Ossetia. If even
a single page has managed to preserve a fragment of that
stillness, clarity, and depth, then the journey was not
in vain.
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Ossetia remains a land where past and present meet,
and where culture sounds like a quiet music — needing no
proof, for its truth lives within the human heart.

And as long as this light endures in word and memory, it
continues to live — calmly, steadily, beautifully.
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NOTE

In this edition, the names — Khetagurov, Tsagaraev,
Gassiev, Kharebov, and others — are presented in their
Russian forms (rather than the original Ossetian versions:
Khetagkaty, Tsagaraty, Gassity, Kharebaty), in accordance
with established usage in Russian-language publications.
The same convention is maintained in the English edition
of the book.

In the English translation of this edition, quotation
marks in the form of «...» are used to indicate direct speech.
This results from the technical settings of the Ridero
publishing platform. We kindly ask readers to regard this as
a technical solution that does not affect the content of the
text.
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