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Kartepuna I'amenko
Ounena Jlucenko

MPOSB PUC IOCTMOJAEPHI3MY
B CYUACHIN YKPATHCBKIN XOPEOI'PA®Ii

YV emammi 0ocnidoceno ocrHoeHi acnexmu Npoa8y NOCMMOOEPHUX PUC Y CYHACHIH YKPATHCHKIT
xopeoepaghii. Posenanymo po3eumox nocmmooepHismy 6 ceimogomy xonmexcmi. Oxapaxmepu3oeani
nioxo0u 00 MpakmyeaHHa nouammsa ‘‘cyuacna xopeocpagia” ma “‘nocmmoodepH xopeozpaghia’.
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3agpixcosarno npacrenHa Oanemmeticmepie  Vrpainu cv0200eHHA nepelimu  6i0  3aN03UYEHHS
3apYOiAHCHUX 3PA3KI8 00 CIMEOPEHHS OPUSTHATLHUX MEOPIE Y ecmemiilyi NOCMMOOePHIZMY.

Knawuoei cnosa: cyuacwa xopeocpadhia,  baremmeticmep,  po3eumox  xopeozpag)ii
NOCMMOOEPHIZMY, eCemuKa NOCMMOOEPHIZMY.

Exatepuna I'amenxo
Enena Jlbicenko

MPOSABJEHHUE UEPT TIOCTMOJIEPHU3MA
B COBPEMEHHOM YKPAUHCKOIN XOPEOTPA®UU

B cmamve uccnedosanvl OCHOGHBIE ACNEKMbl NPOAGICHUS NOCMMOOEPHUCHICKUX Yepm 6
COBPEMEHHOI YKPAUHCKOT Xopeoepaguu. Paccmompeno paseumue nOCMMOOEPHUSMA 6 MUPOBOM
rxonmexcme. Oxapaxmepuzoeanvl nOOX00bl Kk MPAKMOGKe NOHAMU ‘‘cospemenHas xopeozpagua’ u
“nocmmoodepn  xopeoepaghua”.  3aguxcupoeano  cmpemieHue — baremmeticmepos  VrpauHvl
HACMoAWe20 nepeiimu Om 3auMCME0SAHUs 3apPYOeHCHbIX 00paA3Y08 K CO30AHUI) OPUSUHATLHBIX
npou3eeOeHUti 8 CmMemuKe NOCMMOOEPHUIMA.

Knrwuegovie cnosa: cospemennas xopeoepagpusa, 6anemmeiicmep, paseumue Xopeocpapuu
NOCMMOOEPHUZMA, ICHEMUKA NOCIMMOOe PHUMAL.

Kateryna Hashenko
Olena Lysenko

A DISPLAY OF THE FEATURES OF POSTMODERNISM
IN MODERN UKRAINIAN CHOREOGRAPHY

Identification of the main aspects of the manifestation of postmodernism features in
choreography of Ukraine has been explored in the paper. Development of postmodernism in the
context of the world culture. The approaches to the interpretation of the “modern choreography” and
“postmodern choreography” have been characterized, and manifestations of postmodern
choreography in Ukraine have been revealed. The paper has established the desire of ballet masters of
Ukraine to move from borrowing foreign models to creating original works in aesthetics of post-
modernism.

The issue of comprehension of contemporary dance in Ukraine is topical, since it is important
to understand modern choreography, the language of stylistic forms and means of their embodiment in
the process of development of statehood, formation of our own artistic culture and in attempts to
engage to the European community.

Modern choreography is a dynamic art form. Masters of modern ballet are in constant
creative search. Areas of the development of choreography coincide with the main trends in the
development of contemporary culture.

According to N. Mankovska, postmodern ballet searches focus on the philosophical nature of
dance as synthesis of the spiritual and the physical, the natural and the artificial, the past and the
present.

Artistic explorations of Ukrainian choreographers have been also intensified thanks to the
experience of modern foreign stage directors. They began fto manifest themselves in different types of
choreographic art, enriched with new plastic techniques that greatly expand their lexical and
imaginative capabilities.

It can be noted that the most striking features of post-modernism have manifested even in
stage productions of choreographers, who are currently considered apologists for this area (M.
Bejart, M. Ek, W. Forsythe, J. Neumeier, J. Kilian, etc.). Their work has become a valuable example
and practical basis in mastering the principles of contemporary dance for domestic choreographers.
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But modern choreography of Ukraine does not remain aloof from the world trends in the development
of dance art. Performances of contemporary dance choreographers working in Ukraine, such as
R. Poklitaru, A. Ovchynnykova, K. Shyshkariova and others will require art review understanding and
interpretation through the prism of world trends in the development of modern choreography, in
particular postmodernism.

With all the abundance of movements and trends in contemporary choreographic art, two
tendencies of development may be defined.:

— development of unique expressiveness of the movement, the search for meaning, self-sufficient
artistic value therein;

— development of dance in the theatrical direction or existence of choreographic drama
elements, naturally due to its scenic nature. Movements of such dance find strength and meaning in
the context of meaningfulness of a choreographic work. They become stage movements, not
necessarily the dance ones.

The non-classical type of thinking is mainly present in the post-modern choreography,
presupposing the existence of various synthetic, transitional methods,; this is due to blurring the
distinctions between any existing systems, including choreography.

The formation and development of modern national choreography in Ukraine is a synthesis of
LEuropean schools of the twentieth century, namely schools of modern dance, jazz dance, dance forms
of contemporary and improvisation, as well as the domestic classical school, which allows the ballet
master to switch from direct borrowing of foreign models to creating original works in the post-
modern aesthetics.

This paper only outlines directions for further research with the identification of post-modern
features in modern choreography of Ukraine.

Key words: modern choreography, choreographer, development of choreography of
postmodernism, aesthetics of postmodernism.

[Monaii, mo BiAOYBAOTEC B CYYACHOMY CBITI, 3MIHH Y CBITOCIIPUHHSATTI Ta CBITOITISAI CYYACHOT
JIOAVHH BIUTMBAIOTh HAa BCI BHAW MHCTCUTBA, V TOMY uunclai Ha xopeorpadiro. Pimocodis
MOCTMOJCPHI3MY BH3HAUWIA OCHOBHI 0cOOMMBOCTI KymbTypH XX cromitria. IlpoTe HasgBHICTBH
MOCTMOJACPHI3MY SK (PEHOMEHA KYJBTYPH KiHI XX cT. € JokoHaHuM daxroM. [lepiox kinma XX —
novyatrky XXI cr. Hece 3a coboro He3miu pedopM, CTAHOBICHHS Ta YTBEPKCHHS Y CBITOBIH KyJIbTYPI.
MHCTENTBO TaHLIO NEPEKHUBAE MOMEHT HAMOLIBINOI HANPYTH 1 MOKA3ye BUCOKHUH PIBCHb CBOTO
pozeutky. Llinkom oueBuaHo, mo came y XX cromitti Xopeorpadisa yBIHIIIA B KOHTEKCT CYYaCHOTO
MHCTECLTBA, MOCTYNOBO HAabyBaroun HOBOI (hopmu Ta 3Mmicty. He3paxkaroun Ha 3MiHH, TaHelpb 30epir v
co0l BCi panimn TeHACHLIi. BeBHEHO CTOSMM Ha TOTOBOMY H VTBEPAKEHOMY 4YacoM (YHAAMEHTI,
TaHEUb HPOJOBXKYE CBIH PO3BUTOK: BUHHKAIOTh HOB1 HAIMPSIMU 1 3apOIKYEOTCS HOBI CTHIL.

Bapto moromutucs 31 cmosamu O. Yenajosa, skmii 3aznauuB. “Ha cyvacHuii TaHeup
BIUTHHYJIM 1CTOPHYHI Ta COLIATbHI 3PYIICHHS, & TAKOXK VCI €Tal TEXHIYHOTO MPOrPECcy — AOCATHEHHS
PCaKTUBHUX MIBHIKOCTCH, PO3BHTOK BIICOTCXHIKH BiJ 3BYKOBOro KiHeMatorpada OO CYyIyTHHKOBHX
cucTeM TeneOadeHHs, NOIIUPEHHS CTITBHUKOBOTO 3B 3Ky, 3aralbHOi KOMII I0TepU3alii BUPOOHHLITBA
Ta moOyTY, CTBOPEHHS BipTyanbHOro npoctopy’ |9, c. 3]. IlpoGnemMa ocarHeHHS Cy4acHOTO TaHLIO B
VkpaiHi € akTyaqpHOX, 00 y MpoLecl po30ya0BH ACPKABHOCTI, CTAHOBJCHHS BJIACHOI XYI0XKHBOI
KVJIBTYPH Ta B cOpo0ax 3amyucHHS A0 €BPOICHCHKOI CHITBHOTH BAKIMBO 3PO3YMITH CYYacHY
xopeorpadiro, MOBU CTUIBOBHX GOPM 1 3ac0o0IB iX BTLICHHIL.

Bitunznani Ta 3apy6ixkHi (axisii 31 cydacHoi xopeorpadii v HAYKOBUX CTATTAX, MOHOTpadisax
1 myOmiKamisX y Mmpeci Pi3HOACICKTHO BHCBITIIIOTh CTAHOBJICHHS TAHIKD MOCTMOJACPH Y CBITI H
HAMararoThCs IPOaHATI3yBaTH cIpoOH HOro po3BUTKY B YKpaiHi. 3okpema, M. MaHbKOBCBKa V CBOIX
MpaLIxX BU3HAYMIA MOHATTS MOCTMOJCPHIZMY Ta OMHUCATA €CTETHKY TOCTMOACPHI3MY B KiHI XX CT.
[3; 4]. K. Bacenina oxapakrepu3syBaia Cy4acHUMH TaHELb Y MOCTPaAsHCbKoMy mpoctopi [1], B. Hikitin
MPOAHATI3YBaB OJHY 3 NPIOPUTCTHUX TEXHIK CYYACHOTO TAHIIKO — MOACPH-IKa3 TaHEIlb, HOTO 1CTOpitO,
MeTOAUKY 1 mpakTuky [5]. Ykpaiucekuii yuenuii [|. [llapukoB akTUBHO AOCTIIKYE CTAHOBICHHS Ta
po3BuTok xopeorpadii 1 Hamaraerbes kiaacupikysaru ii. [10]. BirumsHsHi MHCTEUTBO3HABII
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10. Cranimescrkuii 7], JI. Beneaukrosa [2], O. Yenanos [9] aHami3yroTh PO3BUTOK YKPaiHCHKOI
xopeorpadii Ta BHOKPEMITIOIOTE ii PUCH Y CBITOBOMY KOHTEKCI.

Merta cTaTTi — BUSBUTH OCHOBHI PHCH MOCTMOJCPHI3MY B CYYacCHiH xopeorpadivHiil TeKcuui
Ta V MOCTAHOBKAaX YKPAiHChKUX Ma#cTpiB. JlOCHIAWTH HOBITHE SBHINE B Cy4acHIH xopeorpadii ta
MATBEPAUTA OCHOBHI 1aei Y CTBOPCHHI TAHIIOBAJIBHUX IMOCTAHOBOK B CKCICPHMCHTAIBHOMY
MHCTELITBI.

CyuacHa xopeorpadis — JuHaMIiYHMHA BUA MuUcTenTBa. Maiictpu cy4yacHoro Gamery
nepebyBalTh vV TOCTIHHOMY TBOpYOMY momykosi. Hampsavku po3BuTky cydacHOi xopeorpadii
301raroThCs 3 OCHOBHHMH TCHACHLISIMHA PO3BUTKY CYYaCHOI KYIBTYPH.

CydacHul TaHCIp MEPECKOHYE JIOACH V TOMY, IO MHCTCUTBO € MPOJOBKCHHSIM JKUTTS |
OCSITHCHHSIM ce0e, HUM MOKE 3alMarTHCs KOXKCH, sKIO mepebope B coOl JIHOLII W CTpax mepes
HesHaiomuM [6, ¢. 17]. Y aBropcekoi poGoti B. HikiTiHa cyuacHHi TaHEIb BU3HAYCHO K MMOHSATTS
TUMYACOBE, TOOTO TAHCIb, SIKHIA, HA BIAMIHY BiJ ICTOPUKO-IOOYTOBOrO, HASIBHUH v Ham 4ac |3, ¢. 3].

CyuacHuii TaHels — OYAb-IKUH BUJ HEKJIACHYHOTO TAHLIO, SKHH ICHYE BIPOJOBXK IMECBHOTO
BIPI3Ky Yacy, 3a3Buuail — ocranHl 20—30 pokis. ToOTo A/ HaC HHUHI CyYaCHUH TaHELb — IIC BCE, IO
BHHHKIIO V iK ramy3i B kiHi 80-x pokie XX CTOMITTS.

Hocniaank J. lapukos mig tepmiHoM “‘cydyacHa xopeorpadis’ Mae Ha yBa3i HOBITHIH BHI
xopeorpadiuHOro MHCTELTBA 1 ChOTOACHHS, C(HOPMOBAHHIA i BIUTMBOM COLIAIBHO-TIOTI THIHHX,
(in0codCHKUX, TEXHOMOTTUHUX, CTUTICTHYHHX XaPAaKTEPUCTHK KYIbTYPH XX CT., IO BISBUIH B TaHL
IMITIPOBI3ALIFHICTh Ta 1HIUBIAYATBHICTE, & TAKOX CTA0LII3yBaTd HOTO CHHTE30BaHy CTPYKTypy |10,
c. 130].

VY tanmi XX CTOMITTA, 30KpeMa B aMEPUKAHCBKOMY TaHLi, OVIIO 1Ba SBUINA, KOTPI 3MIHHIH
CBITOBY xopeorpadito, — TaHSIb MOACPH 1 TAHCLb MOCTMOACPH. JlyKEe BAKIUBO PO3YMITH YUM BOHH
BIAPI3HIOTHCS OAUH BiJl OJHOTO.

Tanenr MOACpPH — NIEBHA TEXHiKA, Ky copMyBala Tak 3BaHA “BEMHKa 4eTBipka = Mapra
I'pem, Hopic Xamdpi, Yapmes Betfinman, Xansa Xoxsm [8].

SKImo v KIacHYHOTO TAHIEO a30yKa JIHIIE OJHA, TO V TAHIK0 MOJCPH IX KilbKa:

— Mapra I'pem mpairoBaia 3 LUCHTPOM TiNa, SIKC KOHICHTPYBAJIO CHEPTitO, 1 KOPUCTYBAjIacs
TCPMIHOJIOTIER “‘CTUCHCHHS—PO3CIA0ICHHS ',

— Hopic Xamdpl LikaBWIH THUTAHHS 3CMHOTO TSDKIHHS, TOMY il TeXHIKa Oa3oBaHa Ha
TEXHOJIOT ““MaJIHHI—BITHOBJICHHS |

— CBOIO TEXHIKY MaiH Takox Xoce Jlimon, Jlecrep Xopron, Ensin Hikonaii [8].

[Tonartas “nocTvMomepH TaHeup  PO3YMIIOTE 4K  “HAMPIAMOK MHCTCLTBA TAHLO .
3aMOYTAKYBAIMA LICH HAOpsM V TaHIl MOKIATH CKCIEPHMEHTH MOIOJUX Xopeorpadis y LEpPKBi
Hxancon 1963 poky. IneitHnv HarxHEeHHHUKOM mpoekty Oyna IsonH Paitnep. [8]. Bona mpuaymana
Leh TepMiH, 100 SKOCh BIJOKPEMHUTH HOBY KOHIICTILIIO TAHIFO BiA TAHIO MOACPH. I3 TuM camum
yCHiXoM HOBUH BHJ xopeorpadii MorkHa Oyno 6 Ha3BaTH TaHELb AHTH-MOJCPH.

Canmi beitne v kuu3i “Teprncuxopa y kpociBkax~ PO3MOBLAAE MPO HAWBAXKIUBIMIUX, HA il
OYMKY, xopeorpadip wLporo mepioay, AKi 3aTUINANNACSH BIPHAMH TNPHHIUNAM HOBOTO TAHLO, LE:
Cumon @opri, Isonn Paitnep, Tpima bpayn, Hesin I'opaon, Cris [akcron, Mepeait Monk, [yrmac
Hann, lebopa Xeit, Kennet Kinr, Jlrocinga Yaitnac, “The Grand Union™ [11].

[lepme nokomiHHA NOCTMOACPHICTIB BIAMOBHIOCS BiJ repoiB, Mi(iB 1 IICHXOMOTIi, BIACTUBUX
TaH©o MoaepH. Hampukman, sxmo Mapra I'peem IMHPOKO BHKOPHUCTOBYBATA JABHBOTPELBKY
Migomorito, a Xoce JIIMOH IIKaBUBCS MICKCIIPIBCBKUMU Ta O10MiIHHUMU CIOKeTaMu, TO Xopeorpadis
TAHIIO MOCTMOJCPH HE IIKABUIIO HIYOTO, KPIM TIJIA, SKE BIATENCP CTABAJIO 1 CHOXKETOM, 1 00 €KTOM
TaHIo. Akimo TaHek MoACPH a00 OANCT OPIEHTYBANMKCS HA CMAK IJIAava, TO TAHCLb MOCTMOACPH HE
OpaB e no ysaru [8].

I3 mornsaay moCTMOAEPHICTIB, TAHELD — L OV ab-IKUH PyX: X044, Oir, MOMaxu PyK JUPUTCHTA,
JKECT CIIBPO3MOBHUKA Tpu cyrepeurn. PosuicyBaHHs Bojoccs — Tek TaHeub. lloctMmoaepHicTi
BHUBOJHIIN TaHELb 13 3aMKHYTOTO MPOCTOPY, B SKOMY MH 3BHKIH HOro OauuTH: OCBOIOBATH NMapKH,
JicH, BYJMLI, Aaxu, ranepei, UepkBH 1 Tak mam. TBip MuCTeNTBAa MOCTMOACPHI3MY CHPSIMOBAHHN HA
TPy 3 TIAAa4YeM, aKTHBHY CHIBTBOPYICTD 13 HUM. [J11a4 Mae ctatu cniBaBTOPOM, YMITH CAMOCTIHHO
JOIYMYBATH 1ICI0 TBOPY Ta HOTO OCHOBHUU CEHC.
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[TocTMoaepHicTH BBaXKANH, IO HE MOBHHHO OYTH MEBHOTO 4acy IS CHCKTAKIIO, MO3asK 1
BuctaBu HeMae. € nepdopmaHe — BiH BiaOyBaeThes ToAl, konu notpidno. Hampuknan, Tpima Bpays
YacTo MpaLoBana Ha Jaxax, MPUAYMYIOUH BETHYE3HI NepPOpPMaHCH, NPO SIKi HIXTO, KPIM apTHCTIB, 1
HE MiJO3PIOBAB. BOHA B UYCPBOHOMY KOCTIOMI IMOKA3Y€ SIKYCh 3B f3KY, 32 HEIO IF0 3B 3Ky MOBTOPIOE
JIOAVHA Ha CYCITHBOMY Aaxy, MOTIM JIFOJMHA Ha 1HIIOMY Jaxy i Tak aami [8].

Bignosigp Ha NUTaHHA, XTO MOBHHEH BHKOHYBATH Li nepdopMaHcH, — npodecioHadn YH Hi,
xopeorpadu 3HAXOAATH HE BiApasy. A€ 3roJoM NOPUHILIH A0 BHUCHOBKY, IO TCXHIKA IS
MOCTMOJACPHY HE BAKJIMBA, BIPTYO3HICTh — TUM OUIbINC. TaKuM YHHOM CBOEPITHUMH HEO(IIIHHUMHI
CIIOTaHaMU TaHILIO NOCTMOACPH MOXKHA BBaKAaTH. “bByap-saka moamHa — TaHmBHUK , “Byap-axuil pyx
— tagens . A me: “Menme — e Oiapme”.

3a H. MaHbKOBCBKOIO, NOCTMOACPHICTCBKI Oal€THI MOIIYVKH 30CCPECIKYIOThCA HA
¢imocodchkiii MPUPOAlI TAHIIO SK CHHTE3 AYXOBHOI'O 1 TUICCHOTO, MPHPOZHOTO Ta IITYYHOTO,
MHHYIOro W TemepimHboro. Ha mpotmBary ecteTwiii aBaHrapay, MOCTMOACPH MOBEPTae B OanmeT
CMOLIHHICTh, TCHXOJOTI3M, VCKIaIHCHUH MertadopusM, “omromHioe” repos. Lle miakpecmorTh
VBEACHHAM V OaICTHY IO CIEMCHTIB TEATPATBHOI IPH, XCIIICHIHTB, TAHIFOBATBHHUX CONO Ta AYCTIB,
noOyJOBAaHUX 32 NPUHLWIIOM BEIUKHX IUIaHIB 1 CTON-KaipiB y KiHO. IrpoBuii, iMmposizaiiiiHuit
MOYATOK MIJKPECIIOE KOHLCMTYANbHE PO3IMKHEHHS, BIAKPUTICTE xopeorpadii, ii BimbHY
acomiatuBHICTh. [3 1MM TOB s3aHI NPUHIMIOBA BIAMOBA BiJ OaJCTMEHCTCPCHKOIO JAHKTATY,
HANAIITYBAaHHS HA PIBHO3HAYHY Posib xopeorpadii Ta mMysuku — OametHoi 1 HebanetHoi [4, c. 148].
KoskeH Hamaraetbcs 3HaAUTH BIacHy XopeorpadiuHy MOBY, CBOIO HCIIOBTOPHY TCXHIKY.

3amo3uuyOUd OOCBiJ CYYacHHUX 3apyODKHHX MUTLIB, AKTHUBI3YBAIX TBOPYI NOIIYKHA U
vKpaiHCeKi Xopeorpadu. BoHu mowanu CTBOpPIOBATH BHCTaBH V PI3HHX BHAAX XxopeorpadivuHoro
MHUCTELTBA, fAKI 30aradyroThCsl HOBUMH IUIACTUYHAMH NPHAOMAMH, IO 3HAYHO PO3LIMPIOIOTH IXHI
JACKCUYHI H 00pa3Hi MOKIUBOCTI.

MoxHa BiA3HAYMTH, IO HAWSCKPABILI PUCH MOCTMOACPHY MPOSBHINCS INE V MOCTAHOBKAX
xopeorpadiB, AKHX CHOTOJHI BBAXKAIOTh AmoJoreTamMH Lboro HampsaMmky (M. Bexap, V. dopcaiir,
J. Hoitmaitep, 1. Kimian Ta in.) Ixms TBOpwicTh cTama Ads BITYM3HAHUX XOpEOTPadiB IIHHUM
MPHUKIAJOM, NPAKTHYHOK 0a30l0 B ONAHYBAaHHI MNPHHLHIIB CYYacCHOTO TaHIO. Ane cy4acHa
xopeorpadist YkpaiHu HE 3aJMINAETBCS OCTOPOHb CBITOBHUX TCHACHIIH PO3BUTKY TAHIIOBAIHHOTO
mucrenTsa. [locraHoBku xopeorpadis, sxi mpamooTs B Ykpaini, — P. [Toknitapy, A. OBuiHHIKOBa,
K. Hlnmkapeosoi Ta iHIHUX NOTPeOVIOTh MUCTELTBOZHABUOTO OCMHUCICHHS KPi3b NMPH3MY CBITOBHX
TCHACHIIN PO3BUTKY Cy4acHOI xopeorpadii, 30KkpeMa MoCTMOACPHY .

Hanpuxnan, na aymky HO. Cranimescekoro, “Kuis wmogepu-Oanery” P. [loxmitapy
MpUTAMAaHHE PIOKICHE YMIHHS OPTaHIiuHO TOEAHATH B XYJOXKHBO LUTICHE MY3UYHO-CLICHIYHE
BUAOBHILE Pi3HI, YACOM MPOTHUIICIKHI CTHIIL, JKaHPHU, HOBITHI XopeorpadhiuHi HANPSAMKH 1 Teuii, BIaTHO
MIIKOPIOIOYN  MICAPES PO3MAITTS TAHIIOBAJIBHOI JICKCHKM XYJOKHIA 0coOHCTOCTI. B KOXHIM
MOCTAHOBII BUPA3HO MPOCTYNAE HEMOBTOPHUH TBOPUYMH MOUEPK Xopeorpada-HoBaTopa, SIKUH CMiTHBO
CHHTE3Y€ CICMCHTH BITUM3HAHOI KIACHYHOI TCHACHLII 3 HAHHOBIIMMHU 3000YTKaMH 3apyOiKHOro
fanety, MOCNIJOBHO YTBEPIKYIOUH B YKPAIHCBKOMY OaleTMEHCTEPCHKOMY MHCTCUTBI OKpPEMI IpaHi
mocTMoaepHy [7, ¢. 19].

Y mimoMy OCHOBHI HampsMKH IOCTMOACPHY B XOpeorpaiyHOMY MECTEHTBI MOXHA
cOpMYITIOBATH HACTYITHHM YHHOM:

— BIAMOBA BIJ PCATICTUYHOTO, PALIOHAIBHOTO PO3YMIHHS CBITY, HACTIJKOM YOrQ CTaIH
MOIIYKH HOBUX 3ac00iB BHPAKCHHS, 30KpeMa, PI3HOMaHITHUX (OPM IUIACTUKU JTEOACHKOTO Tifa, INO
BHUXOJATH 32 MCKI KIACHYHUX;

— BiaMoBa Bix BUTpUMAHOCTI LUX (opM, Hexall HaBiTh BITBHHX, VHACTIJOK HYOTrO
MOCTMOJCPHICTCHKUH TaHELb XapaKTCPHUI HETIOB S3aHICTIO CMI301B;

— BIACYTHICTB (PIKCOBAHOTO MOTTIAAY HA TAHELD,

— 3pIBHSHHA Ta 3MIIIYBAHHS 3araJbHOIOICHKIX LIIHHOCTCH, KATEropii 1 HOHATH;

— HEBHU3HAUCHICTh T4 MIHIIUBICTb TEMHU XOpeorpadhiaHOro TBOPY;

— BIOCYTHICTP CCHCY — IOCIAHHA 1 HAfgBHICTP MNPH LBOMY TTUOOKOTO MiATEKCTY.
IMocT™MOAEPHICTCHK I TAHSIh KUAAE BUKIHMK UTICHOCTI, 3aBSPIICHOCTI, 3aKIHYCHOCTI,
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— BIACYTHICTE TOJOBHOTO Trepos ad0 3HEOCOONEHHS WOro: TMParHeHHS PO3KIACTH,
PCKOHCTPYIOBATH OKPEMY OCOOMCTICTh Ha OC3/11Y HECYMICHUX OJHA 3 OAHOI YACTOK, V 3B SI3KY 3 YUM
xopeorpadiuHuii 00pa3 po3MHBAETBCA 1 BTpAYaeThcs, caM (pakT Horo HeOoOXITHOCTI MO30ABIAETBCS
CCHCY;

— CHHTE3 PI3HHUX BHAIB MHCTCUTB V CYYacHOMY TAaHLI, IO HPUIYCKAE HE 3aIMO3HYCHHS
OKPEMHX CIIEMCHTIB, & PO3LWHUPCHHS I TAHLI NPOCTOPY IHIOMX MHCTEUTB, TOOTO 1CHYBAaHHS
MOCTMOAEPHICTCHKOTO TAHIIIO HA CTHKY PI3HUX BUAIB MUCTCIITB,

— TaHeup MOCTMOJCPHY PO3KPHBAE CBIH CHpaBXKHIA CCHC 4yepe3 “Tpy B YHIBEpCaIbHE
3amepewsIUBY CEPHO3HICTD, B SIKY aBTOP YCE K MOXKE BKIaIaTh (GimocodChbKUH M ATCKCT.

Ha xamp, B YkpaiHi TaHelb MOCTMOJCPHIZMY HE OYXKE PO3BHHYTHH. YBECh HEKIACHUHUH
ta”enp XX 1 XXI cromitrsa — ue xaoTudaHe 30MpaHHs 1 KOMiOBaHHA 3 Mupy o Hurwi~ . HaliyacTime
MOCTAHOBKU VKPAiHCBKHX XopeorpadiB MOKHA PO3IMAAATH K CK3CMIUIAPH CCTCTHKH TAHLIO
MOCTMOACPH. Ajie yCl TAHIIBHHKH, T[IOCTAHOBHUKH, OaJeTMCHCTEPH, [ICAArOTH, KPUTHKHY,
MHUCTEIUTBO3HABLI y cepl xopeorpadii MaroTh OOPOTHCS 3a PEATI3ALII0 3arajJbHOTO MMOKIUKAHHS, HE
MOCTYIATHCS CBOIMH NPArHECHHAMH, OO OHOBHTH, BIPOBAAUTH HOBOBBCICHHS, HIYOTO HE NOBUHHO
MPOTHUCTOATH CKCIICPUMCEHTY 1 HOBUM IMOIIYKAaM B TaJTy3l MECTCLTBA TAHLIO.

JITEPATYPA

1. Bacenuna E. CoBpeMeHHBIM TaHel MOCTCOBETCKOro mpoctpaHctea / Exarepuna Bacenuna. —
Mocksa : Kypnan “baner”, 2013. - 322 c.

2. Beneauxrosa JI. CnpoGa nazgornaru yac / Jlapuca Benenukrosa // Jlinosuii Tixnens. — 2003, —
12 mororo.

3. Manbkosckas H. b. [Toctmoaepausm // Kynpryponorus : samuknonenus. B 2-x 1. T. 2. / . pen.
C. A Jlesut]. - M. : POCCII2H, 2007. — C. 235-236.

4. Mamnpkosckas H. B. Ocretuka moctmoaepuusma / Hazexna bopucosna Manbkosckas. — CILIO. :
Anereiis, 2000. — 348 ¢.

5. Huxwuruna B. HO. Moxepn-axa3 tanen. Ucropus. Meroauka. [Ipakruka / B. 0. Hukurun. — M. :
T'MTUC, 2000. — 440 c.

6. Cammopta K. [Touck xpacots Bceraa OpBaet OonesHenHrsM / K. Canmopra // CoBerckuii OaneT. —
1996. - Ne 1-2. - C. 16-19.

7. Cranimwescrkuit 0. Exciepumentn moaepH-6anety / FOpii Cranimescbkuii // Mysnka. — 2008. —
Nel.-C.19.

8. Xuomosa B. Amepukanckuii Taner; XX Beka: 3auem Teprcuxopa Hagena kpoccosku / B, Xmonosa
// Tearp. - 2015. - Nel. [Enmexktponnuii  pecypc]. — Pexum  goctymy:
http://oteatre .info/amerikanskij-tanets-xx-veka-zachem-terpsihora-nadela-krossovki/

9. UYenamo A. Buawane Gbr10 ci0Bo... unu tanen? / A. Yenamos // Taneu B YkpauHe u mupe. —
2011. - Ne 1. - C. 2-4.

10. apuxos M. I. Knacudikamis cywacHoi xopeorpadii / Henuc Iroposuu apukos. — K. :
Bunasens B. Kapnenxko, 2008, — 168 ¢.

11. Banes S. Terpsichore in sneakers: Postmodern Dance / Sally Banes. — Lebanon: Wesleyan
University Press, 2011. - 311 p.

REFERENCES

1. Vasenina, E. (2013), Sovremennyy tanets postsovetskogo prostranstva [Modem dance of the post-
Soviet space], Moscow, Zhurnal “Balet”. (in Russian).

2. Venedyktova, L. (2003), Attempt to catch up with time, Dilovyi tyzhden |Business Week],
February 12. (in Ukrainian).

3. Man’kovskaya, N. B. (2007), Postmodemism, Kul'turologiya : entsiklopediya. V 2-kh t T. 2
[Culturology: encyclopedia. In 2 volumes, Vol. 2], Chief Editor S. Levit, Moscow, ROSSPEN, pp.
235-236. (in Russian).

4. Man’kovskaya, N. B. (2000), Estetika postmodernizma |The aesthetics of postmodernism|, Saint
Petersburg, Aleteyya. (in Russian).

Hayxogi 3amucku. Cepis: MuctenrBo3HaBcTBO. — 2018, — Nel. (Bum. 38) 145



MY3UYHE MUCTELTBO

5. Nikitin, V. Yu. (2000), Modern-dzhaz tanets. Istoriya. Metodika. Praktika [Modern jazz dance.
History. Methodology. Practice], Moscow, The Russian Institute of Theater Art. (in Russian).

6. Sapporta, K. (1996), The search for beauty is always painful, Sovetskiy balet [Soviet ballet], no. 1-
2, pp. 16-19. (in Russian).

7. Stanishevskyi, Yu. (2008), Modern-Ballet Experiments, Muzyka [Music], no. 1, p. 19. (in
Ukrainian).

8. Hlopova, V. (2015), American dance of the XX century: why Terpsichore wore sneakers, Teatr
[Theatre], no. 1, available at: http://oteatre.info/amerikanskij-tanets-xx-veka-zachem-terpsihora-
nadela-krossovki/ (in Russian).

9. Chepalov, A. (2011), In the beginning was the word ... or dance? Tanets v Ukraine i mire [Dance
in Ukraine and in the world], no. 1, pp. 2—4. (in Russian).

10. Sharykov, D. 1. (2008), Klasyfikatsiia suchasnoi khoreohrafii [Classification of modemn
choreography], Kyiv, Vydavets V Karpenko. (in Ukrainian).

11. Banes, S. (2011), Terpsichore in sneakers: Postmodern Dance, Lebanon, Wesleyan University
Press. (in English).

VIAK 785.6:787.1:780.616. 432

I'aGpiena Acranomm

CKPHUIIKOBA COHATA “POST SCRIPTUM” BAJIEHTUHA CHJIbBECTPOBA
B ACIIEKTI IPOBJEMHA ®OPTEINIAHHOI BUPA30OBOCTI

YV emammi posenanymo ghopmenianny eupasosicmv y meopyocmi Banenmuna Cunveecmposa
na npurnaodi Cxpunxoeoi Conamu “Post Scriptum”. 30iticHeH0 cmuciuti 6UKOHABCLKUTLL AHALIZ MEOPY,
OXAPAKMEPU30EAHO HO020 CIUTICMUYHT 0COBIUBOCHII, GUABTEHO cneyuiKy opmenianHux eupa308ux
3ac00i6 Ma BUKOHABCHKI CKAAOHOCHI KoMnosuyil. Jlocniodxceno ocnoeHi acnexmiu @opmenianHoi
8UpPA3060CMI Y MEOPI, POKPUMO NpobieMy GUKOHABCHKOI 83aemM00il popmeniano 3 iHwUMU
IHCmpYyMeHmAaMUL.

Knrwuoei cnosa: ckpunxosa conama, popmenianna paxmypa, eupaszosi 3acoou.

I'aGpusnna Acrasowm

CKPUITNYHAS COHATA “POST SCRIPTUM” BAJIEHTUHA CIJIBBECTPOBA
B ACIIEKTE ITPOBJEMbBI ®OPTEINIMAHHOU BBIPASUTEJIBHOCTHU

B cmamve paccmompena gopmenuannas evipasumenbHocms 6 meopuecmee Banemmuna
Cunveecmposea wua npumepe Crxpunuunoii Conamer “Post Scriptum”. Ocywecmenen Kpamxuil
UCNOTHUMENbCKUTL AHATU3 NPOU3BEOeHUS, OXAPAKMEPUZ0BAHBL €20 CMUIUCIUYECKUe 0COOeHHOCMIU,
6bIAGICHBI CNEYUPUKA DOPMENUAHHBIX BbIPAZUMENbHBIX CPEOCE U UCNOTHUMENbCKUE CLOHCHOCHU
komnosuyuy. Onpedenenvi OCHOGHbIE ACNEKMbl POPMENUAHHOT GbIPAZUMETbHOCIIU 8 NPOU3EEOCHUN,
PACKPBIMO NPOGReMY UCNOTHUMENbCKOT 83AUMOOCTCMEUs POPMENUAHO C OPYUMIU UHCTIPYMEHMAMIL.

Knrwueevie cnosa: ckpunuunas conama, QOpmenudanuas Qakmypa, ewvipasumenvHvie
cpedcmea.
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