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ICTOPISI TA TEOPISI TAHITIO
VIIK 792.82(477)

HE HAPOJHMI, AJIE 3ACJAYKEHUMN: MAJTOBIJIOMI CTOPIHKH
TBOPYOI BIOI'PA®II MUKOJIA TPET'YBOBA

Yypmnira Terana MukosaiBHa,
https://orcid.org/0000-0001-5412-404X
KaHJIUJAT MeJaroriYHuX HayK, TOICHT,
KuiBchkuil HallioHAJIbHUM YHIBEPCUTET KYJABTYPH 1 MUCTEIITB,
nikolaschurpita@gmail.com

MeTa cTaTTi — Ha OCHOBI aHajNi3y apXiBHUX JOKYMEHTIB, MEPIOJUYHUX
BUJAHb Ta CIHEIIaJBHOI JITepaTypH BIATBOPUTH MAJOBIOMI CTOPIHKH TBOPYOTO
Xy 3aciyxernoro aptucta Y PCP Mukonu Tpery6osa. MeronoJaorisi. ABTOp
NiATOTYBAaB CTAaTTIO 13 3aCTOCYBaHHSIM ICTOPUYHUX, IcTOopiorpadiuHUX Ta
aHaMTHYHUX MmiaxoaiB. HaykoBa HOBH3HA. Y CTaTTi BIEpIIE CUCTEMAaTH30BaHO
TBOpunid nusx Mukonu TperyboBa sk BUKOHaBIA Ta OanmeTmeicTepa. 3HAUHY
yBary TMpPHUALIEHO OCOOJMBOCTSIM TMPHUCBOEHHS TOYECHUX 3BaHb MaMCTPY.
BucnoBku. M. Tpery0oB — 0coOHCTICTh 3HAYHA 1 HEOpAWHApHA, sIKa BIHcala
Oarato siCkpaBHUX CTOPIHOK B ICTOpPiI0 YKpaiHChkoro Oanetry. [lonpu TepHuctuit
KUTTEBUHN NUISAX, 32 CIMHOK MaWcTpa 3aJuIluiacs Iijia rajepes HEMOBTOPHUX
OaneTiB (mepenik TBOpPiB, moctaBieHux M. TperyO6oBum, Hamidye TOHAJ
52 HailiMeHyBaHHA), TOHKO BiATO4YeHUX oOpa3iB (moHam 22 OaneTHi maprii).
Hes3pakaroun Ha 1€, BUIII Jep)KaBHI OpraHM 3aMIiHHMJM IOYECHE 3BaHHS M.
Tpery6oBy 3 npononoBanoro «Hapoauuii aptuct YPCP» Ha «3aciayxeHuit aisd
muctentB Y PCPy». [IpuunHoio n1poro Moxke OyTH TiJbKH poOoTa OaneTMmeincTepa
Ha OKymoBaHi¥ Teputopli mig yac Jpyroi cBiToBOi BiiHM 1 HOTO TOHajbIIe
nepeOyBanHs y Tabopi cuctremu ['YJIAIL. Bapto 3ragatu i Te, 10 NPOTITOM
CBOTO JIOBFOT'0 TBOPYOIO XUTTS, MPAIIOI0OUYN HA MPOBIIHUX TMOCaaaX B OMEPHUX
TeaTpax Ykpainu, M. TperyOoB Hikoiu He HajexaB 10 KoMyHiCTHYHOI mapTii
Pangsucekoro Coro3y. €AMHOIO CUIIOIO, siIKa CIIPSIMOBYBaja MaiicTpa, Oynia J1ro00B
70 BEIMYHOT'O MHUCTenTBa TaHIo. Ll cmagmuua mMae OyTH JOKJIaJTHO BHUBYECHA
MOJIOIMM TIOKOJIHHSM yKpaiHCbKHX apTUCTIB 1 Xopeorpadis.

Knwuoei cnosea: Muxona Tpezcy6os, 6uxkoHascvka OisflbHICMb, CONICH
banemy; mauyisHuxK, Oaremmelcmep;, Oaremuuli meamp, neodacoe, novecHe
36aHHA.
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HE HAPOJHBI, HO 3ACJTYKEHHBIN: MAJIOU3BECTHBIE
CTPAHUIIbI TBOPYECKOMN BUOT PA®UUN HUKOJIASI TPETYBOBA

Yypnura TarbssHa HukoiiaesHa,
https://orcid.org/0000-0001-5412-404X
KaHIUJaT NearorunyeCcKux HayK, JOIUEHT, KueBCKrii HallMOHAJIbHBIN
YHUBEPCUTET KYJBTYpPbl U UCKYCCTB, KueB, Ykpauna,
nikolaschurpita@gmail.com

IlesbcTaTbM—HAaOCHOBE AaHAJIN3a aPXUBHBIX JOKYMEHTOB, IEPUOAUYECKUX
U3J1aHUUN U CIIE[HAJIbHOM JIMTEPATYyPhl BOCCO34aTh MaJOU3BECTHBIE CTPAHUILIbI
TBOpUeCcKoro mnyTu 3acinyxeHHoro aptucta YCCP Huxomnas TperyOosa.
MeTomoJiorusi. ABTOp MOATOTOBUJI CTAaThiO C MPUMEHEHHEM HCTOPHUYECKUX,
ucTopuorpauyeCcKuX M aHAJIUTHYSCKHX MoaxomoB. Hayunasi HoBu3Ha. B
CTaTh€ BIIEPBBIE CHUCTEMATH3MPOBAH TBoOpueckuili myTh Hukomas TperyOGoBa
KaK HCHOJHUTENA M OaneTMeilcTepa. 3HAUYUTENbHOE BHUMAHHE YJEJICHO
0COOEHHOCTAM NPUCBOCHU S MOYETHBIX 3BaHUM MacTepy. BuiBoabl. H. Tpery6os
— JIMYHOCTH BEJUKAsl U HEOpAMHAPHAS, BIMCABIIAS MHOXKECTBO APKUX CTPAHHUII
B HCTOPHIO YKpaumHCKoro Oanera. HecMoTps Ha TepHUCTHIN >XW3HCHHBIH
NyTh, 32 CIIMHOW MacTepa ocCTajach liejas rajepes HEMOBTOPUMBIX OaJieTOB
(mepeueHp mpou3BeacHUM, mocTaBleHHBIX H. TperyO6oBbIM, HacCUYMTHIBAET
6oree 52 HaMMEHOBaHMI), TOHKO OTTOYEHHBIX 00pa3oB (Ooyee 22 GaleTHBIX
naptuil). HecMoTps Ha 3TO, BBICHIME TOCYJapCTBEHHBIE OpraHbl 3aMEHHUIU
noueTHoe 3Banue H. TperyboBy c mpennaraemoro «Hapoausiit aptuct YCCP»
Ha «3acinyxxeHHbli aeaTenb uckycctB YCCPy». [Ipuuunoit 5ToOMy MOXKET OBITH
TOJILKO paboTa OasieTMeiicTepa Ha OKKYNHPOBAaHHOW TEPPUTOPUH BO BpeMs
BTopoii MupoBoOil BOWHBI U €ro jAajbHelInee npedbiBaHUE B Jlarepe CUCTEMBbI
I'VIIAT. CTouT BCIOMHHUTH U TO, YTO B TE€YECHHE CBOEH JOJTOM TBOpPUECKOMU
KHU3HH, pabdoTasi Ha BEIYUUX JMOJHKHOCTSAX B KPYMHEUIIUX OMEPHBIX TeaTpax
Yxpaunsi, H. TperyOoB Hukorga He mpuHagiexan Kk KommyHucTuueckou
naptuu CoBetckoro Coro3a. EQMHCTBEHHON CHIJIOW, KOTOpas Hampasisia
MacTepa, Obliia JII0O0Bbh K BEJIMKOMY UCKYCCTBY TaHua. UMeHHO 2TO Hacienue
JOJ>KHO OBITH TOAPOOHO U3y YEHO MOJIOJIBIM MMOKOJIEHUEM YKPAUHCKHUX aPTUCTOB
1 xopeorpados.

Knioueswie cnosa: Huxonaii Tpeey6os, ucnoinumenvcxkas 0esameibHOCmy,
conucm banema, maHyo8wux, Oaremmeilcmep, Oaiemusli meamp, neoazoz;
nouemuoe 38aHue.



NOT PEOPLE’S, BUT HONORED: THE LITTLE-KNOWN PAGES OF
MYKOLA TREHUBOV’S CREATIVE BIOGRAPHY

Churpita Tetiana,
https://orcid.org/0000-0001-5412-404X
Candidate of Pedagogical Sciences, Associate Professor,
Kiev National University of Culture and Arts,
Kyiv, Ukraine
nikolaschurpita@gmail.com

The main objective of the study is to recreate the little-known pages of the
creative path of Mykola Trehubov, Honored Artist of the Ukrainian SSR, on the basis
of an analysis of the archival sources, periodicals and special literature. Methodology.
The author has prepared an article using historical, historiographical and analytical
approaches. Scientific novelty. In the article, for the first time, the creative path of
MykolaTrehubov as aperformer and choreographerhas been systematized. Considerable
attention has been paid to the peculiarities of awarding honorary titles to the master.
Conclusions. Mykola Trehubov is outstanding and extraordinary personality, who
contributed many bright pages to the history of the Ukrainian ballet. Despite the thorny
life path, behind the master remained a gallery of unique ballets (a list of works by
Mykola Trehubov, wich includes more than 52 titles), finely honed images (more than
22 ballet parts). Despite this, the authorities replaced the honorary title of Mykola
Trehubov from the proposed “People’s Artist of the Ukrainian SSR” to “Honored Artist
of the Ukrainian SSR”. The reason for this can only be the choreographer’s work in
the occupied territory during World War II and his subsequent being in the camp of the
Gulag system. It is worth recalling that during his long creative life, working in leading
positions in the largest opera houses of Ukraine, Mykola Trehubov never belonged
to the Communist Party of the Soviet Union. The only force that led the master, was
the love to the great art of dance. This heritage should be studied in detail by a young
generation of Ukrainian artists and choreographers.

Keywords: Mykola Trehubov, performance, balletsoloist,; dance,; choreographer,
ballet theatr; pedagogue,; honorary title.

AKTyaJIbHICTb TeMH J0CJiI:KeHHsl. PO3BUTOK BITYM3HAHOI BHKOHABCHKOI,
OaneTMencTepChKOi, eAarorivHol IITKOJIM TICHO OB’ sI3aHMi 3 M’ siM MuKkoju [BaHOBHYA
Tpery6oBa (1912—-1997), Gi1b111a TOTIOBUHA TBOPUYOTO KUTTSI SIKOTO MPOMIILIA B YKpaiHi
(1937-1997).

Ha >xanb, mpakTUYHO HEMOMIYEHMMH 3aJIMINAIOThCS MHUTAHHS, IOB’s3aHI 3
npodeciiHuM CTaHOBJICHHSIM MaicTpa, pokaMu TBOpUOCTi Xopeorpada B KuiBcbkomy,
JIsBiBCcHKOMY, Opecbkomy Ta [loHempkoMy omepHux Tearpax (1937-1970),
ocoOnuBOCTsIMU TiepeOdyBaHHs MaicTtpa B Tabopi cuctemu ['VJIAT (1945-1949),
nepuneTisiMu npucBoeHHss M. TperyOoBy modecHUX 3BaHb JEP>KaBOI0, OO TBOPUOIO
TISUTBHICTIO 32 MekaMu Ykpaincbkoi PCP. Tak, mompu cBOO BaXKIJIMBICTb /17151 PO3YMIHHS
BHECKY [lif4a B HalllOHAJIBHUN KyJIBTYPOJOTIYHUN TPOILEC 1 PO3BUTOK OaJIETHOTO
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MUCTENTBA B YKpaiHi, BCEO1UHOTO A0CcikeHHs cnaamuau M. TperyboBa npoBeaeHo
e He OyJo.

AHaJi3 OCTaHHIX JocjilxkeHb Ta myOaikamin. I[Ipo MuTHg MOXHA
3HAUTH BIJIOMOCTI, XO4a W JOCHUTh (PparMeHTapHi, y CHeIllalbHUX CHUHTETUYHUX
mpaisix: CJIOBHUKY-IOBIIHHKY «Bce o Oanere» (1966), ennuxnonenii «bamer»
(1981), 61o6i0OmiorpadiyHOMY IOBITHUKY «XopeorpadiyHe MHCTEHTBO YKpaiHU
y mnepconamisix» (TypkeBuu, 1999). 3ragku npo nismeHicTh M. TperyOosa
3Haxogumo B myoOmikamisx O. [lamamapuyk (1996), B. Taiimabypu (2009),
C. Makcumenko (2015). banermeiictepcbka MislIbHICTD XOpeorpada Apyroi MoJIOBUHUA
XX crt. Oyna mpoaHasnizoBaHa HAMOUIBII IPYHTOBHO B poboTax M. 3araiikeBud (1978),
1O. Cranimecokoro (2001), A. Tepemenxo (1989). OctanniMm yacoM 3’ siBUIaCsS HU3KA
nyOmikaiii, npucsueHux M. TperyOoBy, 1m0 0a3yoTbCs Ha CTapUX JIOBITHUKAX 1, HA
HaIIy JyMKY, HE IPETeHIyIOTh HAa HAyKOBY HOBU3HY. Tak, BIATBOPEHO OKpEMI Mepioau
XKUTTS 1 TBopuocTi mutis y miparsx H. 3axapuayk (2003), H. Muponiok (2015).

MeTta aocaiaieHHsi — Ha OCHOBI aHaJIi3y apXiBHUX JIOKYMEHTIB, MEPIOTUIHUX
BUJIaHb Ta CHEI1abHOI JIITEpaTypPH BIITBOPUTH MAJIOB1OMI CTOPIHKU TBOPUOT'O HUISIXY
3acmysxkeHnoro aprucra YPCP Mukonu Tpery0oga.

Buxnan ocnoBHoro marepianay. XKurrtesuit nusix M. Tpery6osa posmnodascs
25 6epesnst 1912 p. B M. Craspomnomni. [Tonpu te, mo ponuna xiornus nepedysaia y
BKpaii CKpyTHOMY cTaHoBHIII, B 1928 p. TperyOoB 3aKiHUMB HETIOBHY CEPEIHIO IIKOTY
(Apxie KHYKiM, ¢. P1516, om. 1«JI», apk. 1; Apxie KHYKiM, ¢. P1516, om. 2,
apk. 1-2). [Ipodeciiine craHoBIeHHsI MalicTpa BiIOyBalioch y JIeHIHrpaai MpoTIrom
1928—-1937 pp. 3akiHUMUBIIM BEUYIpHI KypCH CIABETHOTO XOpeorpadiuHOro yUMIHINA,
1930 poxy BiH YCHIIITHO CKJIQ/Ia€ ICIIMTH 1 BCTyIIa€ Ha JCHHE BIUICHHS 3aKIay, J¢
BCEOIYHO CTY/iI0€ TAHIFOBAIBHE MUCTEILTRBO IT1/1 KEPIBHUIITBOM KpAIIMX BUKJIAadiB:
B. CembonoBa ta B. IlonomaproBa. 3a poku HaBuanHs M. Tpery6oB mposiBuUB cebe
TaJaHOBUTUM YUYHEM, SIKH, HE3Ba)Kal0uu Ha CBiH BiK (po3noyaB npodeciiiHe HaBYaHHS
y 16 pokiB), 3Mir 3acBOITH CKJIQJHY TEXHIKY KJIACMYHOIO, XapaKTepHOTO W JAyEeTHOTO
TaHIlIB, HA0yTH AaKTOPCHKOTO XHCTYy, PO3BUTHU CMaK JIO CIOXKETIB aKaJeMIYHOTO
penepryapy Ta ecTeTHku xopeoapamu. Came oro pekoMeH1yBajii Ha TOJIOBHI POJIi B
banerax «®anerray it «Karepunay. 3a yaciB cBoro yuHiBctea M. Tpery0oB mnpaiiroBas
apTucToM Oanery 1 OajeTMercTepoM y HHUBII KYJIbTYpPHO-MHUCTEILKHX 3aKJIaJiB
Jleninrpana. J[Ba poku ciieHi4HOi pakTuku B KipoBcbkoMy Tearpi Ta y4acTh y OajeTax
P.3axaposa, JI. JJaBpoBCHKOT0, BUCTYTIH IOPS/I 13 TPOBIAHUMH OaJI€ THUMH BUKOHABIISIMH
TOTO TEPIOly pO3MUPHIHN ITpodeciiinmii cBiTorsi M. TperyOoBa Ta 103BOJIUIN HOMY
B MallOyTHROMY CTaTh MaricTpoM xopeorpadiunoi cripasu (Kpacosckas, 1989, c. 179).

VY 1937 poui Komirer y cmnpaBax mucreutB Hampasisge M. Tperybosa mno
KuiBchkoro nep:xkaBHOTO akageMiyHoro tearpy omepu 1 6anery im. T. [lleBuenka, ae
BiH 00iiiMae mocaxay comicta Oanety (ApxiB KHYKiM, ¢. P1516, on. 1 «JI»). Tyt
MalCTEp TAHIIOBAB MPOTATOM TpboX ce30HiB (1937-1938, 1938-1939, 1939-1940).
V 1e#t yac BiH cTa€ EHEePTriHUM YYaCHUKOM TMOIITYKIB IHTEpIIpETaIliid 3pa3KiB CBITOBOI
xopeorpadgiyHoi CaAIIMHH, K1 3111CHIOBaB OHOBJICHUH 0aJIeTHUI KOJIEKTHUB. Y TeaTpi
BiH BUKOHYBaB maptii biakutHoro nraxa 1 mpunna esipe y «Cmisuiii kpacyH1i»,
rpada 3irdpiga B «Jlebenunomy o3epi», xana ['ipest B «baxuucapaiicbkoMmy (hOHTaH1»,
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ITononenoro B mocraHoBIl Oanety «KaBka3bkuii MoJOHEHU». 3a 1eil Jyac aianazoH
foro npogeciiiHuX MOKJIMBOCTEH MOCTIMHO PO3IMIMPIOBABCA, Y KOXKHIM COJBHIN poJi
TaHITIBHUK IITyKaB BIIACHHUH M1X11 10 PO3KPUTTS CLIEHIYHOTO 00pa3y. Y JIyeTHOMY TaHIll
BiH OyB HaJ[IMHUM KaBaJI€pOM, BUKOHABIIEM SIK KJIACHYHUX, TaK 1 XapaKTEPHUX MapTii.
[Tapanensno M. Tpery0oB mpaiitoBaB acUCTeHTOM OaneTmerictepa B 6anerax «Criisiya
KpacyHs» 1 «baxuucapaiicbkuii (hOHTaH», KOHCYITAHTOM 1 TOCTAHOBHUKOM TaHI[IB Y
cnekrakisix «Iligasra mimunay 1. JI3epxuncekoro 1 «Pycanka» O. JlaproMu:KChbKoro.
VY nenrpanbHux razerax 1930-x pp. 3’sBisuUIMCS 1 TO3UTUBHI, 1 KPUTHUYHI CTaTTi-
penen3ii Ha Buctynu M. Tpery0oBa, 1110 CBIIYUTH MPO 1HTEPEC JO TBOPUOCTI APTUCTA
3 00Ky TorodacHoi npecu. HaiiOunbiny yBary Oyno npuaiieHo podi npuHia Jlesipe 3i
«Crsiyoi kpacyHi», xaHa ['ipes 1 [lomonenoro B npam-6anerax «baxuucapaiichkuii
dontan» 1 «KaBkaszpkuit monmoHenui» (Auimpos, 1938).

VY 1940 pomi xuiBchkuii KomiTeT y cmpaBax MUCTEUTB YKpaiHU HamnpaBUB
M. Tpery6oBa Ha poOoTy 10 JIbBIBCHKOTO JEp>KaBHOTO TeaTpy Onepu Ta Oanery, Je,
nounHatouu 3 1939 poky, moctymnoBo hopmyBascs TBopunii kosekTuB (Apxis KHYKiM,
¢. P1516, omn. 1 «JI», apk. 2). Tpanuuii 6anetHoro tearpy B l'anuumni Oynu 30BCIiM
MOJIOAMMH, TOX Ha TAHIIBHHMKIB 1 OajeTMelCcTepiB ueKaida KOIMTKa W HaIloJlernBa
npaims. M. TperyOoB kepyBaB OalIeTHOIO TPYMOIO, BUKOHYBAaB MPOBIAHI MapTii y
cnekrakisix «Jlon Kixor», «UepBoHuii Mak» 1 CTaBUB OKpeMi HOMEPH B OIEPHUX
BucraBax «Tuxuit [lon», «Tpaiaray, «Kapmen», sKi CXBaJIbHO OIIIHIOBAJIH MIiCIIEB1
penien3enTH. [lepimii ce30H y JIbBIBCHKOMY TeaTpi JiJIsi MUTIIS OyB TBOPYO HACUUCHUM
1 BJIAJIUM.

Arpecis ritnepiBcbkoi Himeuunnu npotu Papsucskoro Coro3y 22 yepBHA
1941 p. 3mycuna M. Tpery6oBa camOTy>KKH 3aUIIUTH JIbBIB y MOIIyKaX MOPSITYHKY.
MuTapcTBa apTUCTa 3aKIHUYMIIUCS TIOJIOHOM 1 TOBEPHEHHSM 10 JIbBIBCHKOTO
OTIEPHOTO Tearpy, /Ie MPOTATOM KiHIls rpyans 1942 — cepenunu uepBHs 1944 pp.
TBOpUYUH JOPOOOK MUTIISL TOCATHYB TOBHOTU ¢BOTO BUABY (LIJIKDDA Ykpainu imeni
I'. C. [Tmenunynoro, ¢. 1, omn. 24, cup. 4373).

B 0co61 M. TperybOoBa Ganerna Tpymna tearpy aicraia ¢axiBus 3 KIACUHYHOTO
TaHI0, BUKOHABChbKAa MAaWCTEpHICTh SKOro HalOyna BHUCOKOi (uIIrpaHHOCTI,
OaeTMelicTepa-MmOCTAaHOBHUKA 3 BJIACHUM 1HJWBIAYaJlbHUM CTHJIEM, IIejarora-
HACTAaBHMKA MOJIOMX apTHUCTIB Oanery. 3a yac pobotu B Tearpi (18 MmicsiiB) BiH
CTBOPHUB JIIOPETTO 1 37[1HCHUB MOCTAaHOBKY OaneTHoi BuctaBu «Cepnanok [’ epeTt» Ha
my3uky E. JloHanbi Ta iHIIUX KoMIo3uTopiB B 00poo6ii JI. TypkeBuua, okpemi HOMEpH
B onepax «Kasanepis Pycrikana» I1. Mackanbi, «IIponana napeuena» b. Cmeranu,
«HoxTtropa» M. Jlucenka, «Maprapera» I1I. I'yro 1 B onepeti «IItamnuk 13 Tipossi»
K. Ilennepa, roryBas 30ipH1 KOHIIEpTHI Tporpamu («CTpokaTuii Beuipy), OpaB y4acTb y
MHCTEIbKHX 3aX0/1aX. FIOro BUKOHABCHKHIT TAJIAHT PO3KPHBCS B APTIfX iCKPOMETHOTO
Basuns B «Jlon Kixori», ®pena y «Cepnanky IT’epertu», ITep [toHTa B OqHOWMEHHOMY
Oasneri, y ClieHax OJIHOAKTiBKU «BanbiyprieBa Hiuy 3 onepu «Mapraperay. CTBoproroun
oOpasu nepcoHaxiB, M. Tpery0oB 3HAXOJMB HECMOAIBaHI aKTOPCHKI PILIEHHS, IO
1JIKPECITIOBAIN 1HIUBIAYaIbHICTh IXHIX XapakTepiB. TeaTpalibHi Orisigadi 3 IHTEPECOM
CIIOCTEpIrajy 3a poOOTOI0 MaiCcTpa i MUPOKO BUCBITIIOBAIIA HOTO OaeTMENCTEPChKY
1 BUKOHABCHKY JISUTbHICT Ha Ta3zeTHUX mimansrax ([lacrepnakona, 1942).
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Cunamu M. TperyOoBa 1 1oro koisier GajeTHHI CEKTOp TeaTpy MEePETBOPUBCS
Ha CaMOCTIHHY TBOPYY OJMHUIIO, 3/IaTHY CTBOPIOBATH SIKICHI BUCTABU €BPOTEHCHKOTO
3paska, (OpPMyIOYU TUM CAMHUM BUCOKI TeaTpalibHI CMaKH IJIs1/1a4iB, aJi€ MICIIsl 3aiHSTTS
JIbBOBa paAsTHCHKUMH BIMIChKaMU MaiiCTep BUMYIIEHO MPOJIOBKHUB CBOIO TIpodeciiiny
TSUTBHICTE yke B JlepkaBHOMY aHcamOni MICHI 1 TaHIIO, MIATPUMYIOYH CBOIM
MUCTEITBOM O0HOBUI JyX BOTHIB Ha (DPOHTOBHX Joporax €Bpomu.

[Torpu Te, 1110 B MOCTaHOBKAX MUTIIS HE OYJI0 KOHOTO 171€0JIOTTYHOTO ITiITEKCTY,
«JIbBIBCHKHI 10p0o00K M. TperyboBa OyB po3iliHeHUH sk poO0Ta Ha Bopora. 1 rpynHs
1945 poxy apTrcTa 3aCynuiiv Ha 11’ Th pokiB niepeOyBanHs y Bomsskomy BTT. CxkpyThe
CTAHOBHIIIE HE 3JIaMalio TBOpuMi 1yx Maictpa HaBiTh y ['YJIATY. Tam BiH yBiiilioB
no TBopuoro ckiany llentpansHoro tearpanmsHoro ancam6Omo KBO BonroOyny,
ne xynoxHim kepiBHukoM OyB C. PamnoB. BumathHuii pexxucep 3ymiB opraizyBaru
MEPIIOKIACHUN KOJICKTUB, SIKHH 1 BJIEHb, 1 BHOY1 HIC CBITJIO MUCTEIITBA JI0 TTIOXMYPOTO
Tabopy, 3a 110 AICTaB IMUPY JIFOOOB TIIsgaua.

B ancam6mi M. TperyOoB OyB TaHIIIBHUKOM, OaleTMEMCTEPOM, 3aBiIyIOUUM
IOCTAaHOBOYHOIO YACTHMHOIO, a TAKOX BHUCTYIAB y POJII JpamMaTUyHOro aptucra. Bin
BIJI3HAYMBCS SK MOCTAHOBHUK TaHIIIB 1 BUKOHABEIb PoJii MUJIOB30pOBa y BHUCTaBi
«be3 BuaM BuHHI» O. OCTpPOBCHKOTO, 3AIHCHIOBaB OaleTMENHCTEPChKY pOOOTY B
nymKkiHcekoMy KoHIepTi «bopuc TomynoBy». Xopeorpady moBenocsi BUKOHYBAaTH
npamatuyHi poni y BuctaBl «®aranpHuii cnagok» O. Illteitna. B omHoakTHOMY
KOMi4HOMY Ganeti «ApiekiH-po3Homuk» Ha My3uky U. IlItpayca M. TperyGos Gy
OJTHUM 13 BUKOHABIIIB OaJI€THUX MapTiid 1 MOCTABUB TAHIIOBAIbHY YaCTUHY KOHIEPTY,
30kpema 1urancbkuit Homep (I"afigadypa, 2009, ¢. 217-219, c. 76, c. 207, c. 6465,
c. 163—-164). be3 b6anermeiicrepcrkoro Tanmanty M. TperyboBa He oOidnuiocs il y
xommo3uilii Oanety «baxumncapaiicekuii hpontan» b. Acad’eBa. Tak, cBo€ro poOOTOIO
MarcTep HeOTHOPA30BO BHIUISIBCS, BUCOKO MOI[IHOBYBABCS aIMIHICTPAIIIEIO 1 XyT0KHIM
KEpIBHUIITBOM TaO1PHOTO KOJICKTHBY.

M. TperyboBy mnomactuio OUIbIe, HIX I1HIIMM PENPECOBAHUM JisT4am
KyaeTypH ¥ muctenrtsa. [licis yorupupiunoro nepedyBanus B [ YJIATy (1945-1949)
BiH MOBEPHYBCS B YKpaiHy 1 3rigHo 3 HakazoMm Ne 53 Bix 18 kBiTHs 1950 poky OyB
3apaxoBaHuii 10 JIbBIBCHKOI onepy Ha mocaay OajeTMencTepa-nocTaHoBHUKA (ApPXiB
KHVYKiM, ¢. P1516, om. 2, apk. 3).

Pazom 13 komnozuropom A. Koc-Anaronscekum M. Tpery0oB po3nouaB cKiIaiHy
poOOTYy 31 CTBOPEHHS MaJbOBHHUYOTO TAHIIOBAJIBHOIO MOJOTHA — Oayery «XycTKa
HosOymia» (1951), mpucBsiueHOro repoiuHiii BU3BOJIbHIN 00pOTHO1 3aX1THOYKPATHCHKUX
CeJISIH MPOTH TMOJIBCHKUX THOOMTEIIB ITiJI MPOBOAOM JIETEHIApHOTO BaTakka OJieKcH
HosOymia (Tepemenko, 1989, c. 29). V kpamux TaHIIOBaJIbHUX CIIEHAX CIEKTAKIIO
BIH CHHTE3YBaB KJIAaCH4HY xopeorpadito i crienudidai GopMu ryiyibChbKOro TaHIIIO,
CTBOPUBIIIM TOBHOKPOBHI JIIOACHKI Xapakrtepu. I[Ipem’epa HoOBoro Oajery Oyna
0e3IpereICHTHOIO TOIEI0 B MUCTEILKOMY JKUTTI MOJIOJI0T0 JIBBIBCHKOTO TEATPY, Al ke
O3HAMEHYyBaJja Meplile MUPOKe i O0ararorpaHHe BUKOPUCTAHHS B OaleTHIN MpaKTHUIll
CBOEPIJTHOTO TYIYJIbChKOTO Gonbkiiopy. Kputuku posnoBijianu mpo BKpal IUIAHY
CHIBIIPAIlIO aBTOPIB, PEKUCEPIB OaneTy Ta KOJEKTUBY apTUCTIB («XycTka J[oBOyIa.
[Ipem’epa..., 1951). OcHOBHI npopaxyHKu mepuioi penakiii Oanety M. TperyOos
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cpoOyBaB BUIPABUTH Y HOBOMY BapiaHTi mOcTaHOBKH (1953 p.), sikuii «6€3CyMHIBHO,
CTaB IUTICHIIIMM 1 nnepexkornuBimmmy» (Tepemenko, 1989, c. 30), 3aiiHsBIIM TOYECHE
MICIIE B penepTyapi Tearpy.

BaxxnuBy posib y Mpoiieci MomryKy HOBUX CIIEHIYHUX PIIIEHb 31rpajiu JIbBIBChKI
Bepcii 6aneriB «Minuuii BepmHuk» P. [miepa ta «tOnHicTe» M. Uynaki (1951). baneru
M. TperyboBa 3amam’siTamucsi IJsjadaM HOBMMU W LIHHUMH XopeorpadiuHuMu
pIIIEHHSIMU, YCIITHUMHU TaHIIOBAJbHUMH €Mi30aMH Ta I[IKaBUMHU aKTOPChKUMU
poboTtamu. B 060X mocTaHOBKax MalCTEp MPUIIIIUB OCHOBHY yBary No4yTTSIM MPOCTUX
JIONIEH, SIK1 BIATBOPUB Y JIIPUYHHX JIyeTaxX 1 TPariyHUX CIEHAX, TOYHO JIOHIC OCHOBHY
171e10 TOPEeTTO ¥ MY3UKHU, A0CIT 0OPa3HOCTI i BUPA3HOCTI TAHIO, HOTO HEPO3PUBHOTO
3B’s13Ky 3 maHToMiMoro. M. TperyOoB 3Mir 3HAUTH [Jii KOXKHOTO TIEPCOHAKY
1HIMBITyalIbHI, TUIBKU JJI1 HROTO XapakTepHi pyxu. KoxkeH emi3o/ BUCTAaBU CTaBaB
HACTYITHUM €TaroM, sSIKhii po3BUBaB o0Opa3 AiiioBoi ocoou (Kotnsapescbkuit, 1952).

Yepes Te, 110 B 060x moctaHoBkax M. TperyboBa HaiiO11bI11€ ITIKaBUB BHY TPIIITHIN
CBIT TepoiB, a HE 1JCOJOriyHe MIATPYHTS CIOKETy, Xopeorpada HEOIHOPA30BO
KPUTUKYBaJH, ajie 1€ TIJIbKU CIHOHYKAJIO MHTIIS JI0 MOIIYKY HOBOi XOpeorpadiqHoi
JICKCUKH Ta OPUTIHAIBHUX CIEHIYHUX PIIICHb.

Tak, 1952 poky ronoBuuit Ganermeiicrep M. TperyboB 30aratuB perepTyap
OasieTHoi Tpynu JIBBIBCHKOTO TeaTpy TphOMa IMOCTaHOBKamu: penakiis «Cruisdoi
KpacyHi» BIJI3HAYMJIACS CBATKOBICTIO, BJAJUMHU COJIBHHMH Ta aHCaMOJICBUMH
TaHisaMU, «Dajgerray — Mi3aHCIICHAMHU B TTAaHTOMIMaXx, IPOI0 KOMEIMHUX TIEPCOHAXKIB 1
BIQJIMM BUOOPOM apTHUCTIB, a « AJi-baTtup» — MacoBUMH ClIEHaMH, B SIKMX BiI4yBaBCA
HAI[IOHAJIBHUI KOJIOPUT OPHUTIHAIBHOTO TBOPY, IO TIOBHOIO MIpOI0 PO3KPHUB
tananT M. TperyOoBa siIK MOCTaHOBHHMKA 1 HAyKOBIIS-AOCHITHUKA. My3UKaJIbHICTD,
OaneTMmencTepchbKa BUHAX1IJIMBICTh, BUCOKUH XyTOXKHIM CMaK 1 111€IP1CTh TAHITIOBATBHUX
OapB xapakTepu3yBaJId KOTO THTEPIPETALIii.

3aranom mpotsarom 1950-1958 pp. M. Tpery0OoB 3111liCHUB MOCTAHOBKY TOHA]T
20 OaneTHHUX BHCTaB, cepell SAKUX OajeTH KIACHMYHOI CHaAIIMHH, OPHUTiHAJIbHI
HAI[lOHAIBbHI 0aleTH Ha MY3HKY YKpaiHChKHX KOMITO3UTOPIB, 1HCIIEHI3aIlli OaeTiB
3a tBopamu O. Ilymkina tomo (bamer, 1981, c. 532-533). Il nmigHa npans He
3anuiuiacs 6e3 yBaru KepiBHUIITBA, 13 BepecHs 1955 poky TOAIIHIN AUPEKTOP Tearpy
B. MineBcbkuii po3moyaB MiATOTOBKY JTOKYMEHTIB IIOJ0 NMPUCBOEHHS TOJIOBHOMY
banermeiictepy M. TperyOoBy mouecHoro 3BaHHs «3aciyxeHuil aptuct YPCPy».
VY XxapakTepucTukax, MIAMUCAHUX JUPEKTOPOM Tearpy, HadalbHUKOM O0IacHOTOo
ynpaBiiHHS KyaeTypu S. BiTommHChKHMM, BiJ3HaYaldMCsi BHCOKAa KyJbTypa, TUIAHA
CIIBOpaIl 3 KOMIIO3UTOpPaMH, aKTHBHA TpOMajJChbKa Ta IeJaroriyHa JisIbHICTh
OasieTMelicTepa-noCTaHOBHUKA, HOTO MPO(deCiOHAII3M.

BianoBigHo 10 BHIEHaBEAEHOTO B. 0. MiHICTpa KyabTypu B. Bino3y0 mepen
IIpesumiero BepxoBHoi Pamu YPCP 3a3HaumB, mo MiHICTEpCTBO BBaXKae, IO
M. TperyOoB 3acnyroBye Ha MPUCBOEHHS MOYECHOTO 3BaHHS 3aCIYKEHOTO apTHCTa
VYkpaincbkoi PCP, sixke maiictep 1 otpumaB 26 xoBTHA 1956 p. (HAKDDA VYkpainu
imeni [.C. [Tmenuunoro, ®. 1, On. 24, Cup. 5150).

VY 1958 p. 3a HeBinmomux obctaBuH M. TperyOoB 3anuiiae podory y JIbBOBI
i mepebxmkae o Opecw, e TMpaiioe TOJOBHUM OajJeTMEHCTEPOM MiCIIEBOTO
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onepHoro tearpy npotsirom 1958—1970 pp. [licna nocraHoBku «biakuTHOT CTPIUKI»
P. Cgipceroro BiH y3siBcsa 3a Oanet «TopxkectBo mo0oBi» 0. 3narokosa (1959 p.),
I[IKaBl TaHIIOBAJIbHI €MI30AM SKOTO BIATBOPIOBAIM JKUTTS PaASHCBKOI Mojomi. A
HOBAaTOPChKA 1 MO-CMPABKHBOMY CydacHa my3uka Oanery «beper Hazmii» A. Ilerposa
(1963 p.) mana MOXIHMBICTh MAMCTPy 3HANTH OpUTiHATBHI XopeorpadiuHi 3acobu,
10 TIEPEKOHJIMBO PO3KPUIIM XapaKTepH 1 CTOCYHKH BiJIBA)KHOTO FOHAKa-pUOAJIKH Ta
rioro koxanoi. Sk 3a3nauaB lO. CraHimeBChKHil, «TaHEIb — SICKpaBUil 1 00pa3HUA,
MOPOJIKEHUN MY3UKOI0, TOPKECTBYE y criekTaki» (CtanuieBckuii, 1964).

M. TperyboB mepmuMm y pecmyOmini nocraBuB «Craprak» A. XauaTypsiHa
(1962 p.). Ta «Otenno» A. Mauasapiani (1964 p.). Xopeorpada He 3ylTMHUIU CKPOMHI
MOKJIMBOCTI TeaTpy JJiA 3[IMCHEHHsS TaKWX MaciiTaOHUX ToJjoTeH. [0j0BHY yBary
B TMIOCTAHOBIIl OyJI0 MPHUIIICHO PO3KPUTTIO E€MOIIWHUX O00pa3iB BHUAATHUX TEPOIiB,
YoMy J0TOMarajiv COJbHI Bapiallii 1 MacoBi CclieHH Kopjebanery. Po6otu omechkoro
OasieTMeiicTepa Oynu OpUriHAIBHUMHU (Y TAPTUTYPAX BIAKPUBAIMCS YC1 KYMIOPH) Ta
nuHamiyHuMU. L{ikaBo, mo-cBoemy mimiimoB M. TperyOoB /10 BTIJIEHHS! YKPAiHCHKUX
OajeTHUX TBOPIB, SAKI JI0 HHOTO HE OyJIM JOCTAaTHBO MpPEACTaBICHUMH Ha OalleTHii
agimi rearpy. [Ipuknagom mbomy € «JlicoBa micHs» M. CKOpyIbCHKOTO B OPUTIHAIBbHIN
iHTepnperaiii maiictpa (1962 p.) (Tam camo).

BpaxoBytoun uucinensi ycmixu M. TperyOoBa B ramy3i oepHOro i 6ajeTHOTro
MUCTENTBA YKpaiHu, KepiBHUITBO Ojechbkoi Omepu 3BEPHYIOCS 10 JEp KaBHUX
OprasiB 13 KJIOIIOTaHHSIM TIPO MIPUCBOEHHS OaneTmeincTepy 3BanHs «Haponuuit aptuct
YPCP». V¥V xapakrepuctulii, mianucaniii aupekropom tearpy JI. bormanoBuuem
Ta ToNoBHUM nupureHtoM . Bomakom Bim 11 Gepesnst 1964 pokxy, 0coOauBO
BIJI3HAYABCS TAJIAHT MalCTpa, WOTO JOCATHEHHS SK JIOPETTHCTa Ta MOCTAaHOBHMKA
OasietiB, 1m0 Oynu mpejcTaBieHl Ha J{ekanl yKpaiHChbKOTO MUCTEITBA 1 JIITepaTypu y
Mockai («TopxkecTBo 11000B1», «HopHE 30710T0»), Oy MO3UTHUBHO OLIHEHI aKTUBHA
CyCIIlJIbHA Ta Mejaroriyna nisuibHicTh M. Tpery0OoBa, fioro 0e33anepeuHuii aBTOPUTET
y TeaTpallbHOMY CEpEeIOBUII. Y pEeKOMEHallii HaroJjolryBajgocs Ha TOMY, IO BiH
«€ omHUM 13 mpoBinHUX OanermeiictepiB pecrnyonikumy (LIJKDDA VYkpainu imeHi
I.C. ITmenuunoro, ¢. 1, omn. 24, cnp. 5150). Sk BUCHOBOK, 3acimaHHs XyT0KHBOI
paau OJechbKoi onepy MOCTAHOBWIIO: TOJATH KJIOMOTAHHS MPO MPUCBOEHHS 3BAHHS
«Haponnuii aptuct YPCP» ronoBaomy 6anermericrepy M. Tpery6oBy (mpoTtokost Ne 2
Biz 11 Oepesnst 1964 p.) (Tam camo).

HesBaxatoun Ha BuiieHaBenene, MinictepctBo kyasTypu YPCP B 0co6i
P. BbaGitiuyka 3po6mno momanHs o Ilpesmnmii BepxoBnoi Pamum YPCP miomo
npucBoeHHss M. TperyOoBy TUIbKM MOYECHOTO 3BaHHS «3acily>KEHUU 114 MUCTEITB
YPCP» (mporoxon Ne 14-249-119 Big 1 xBiTHs 1964 p.). 3BepHEHHST MiHICTEPCTBA
OyJ10 cXBaJIeHO, 1 BIIMOB1AHO 10 Hakasy IIpesuaii BepxoBruoi Pagun YPCP Bin 9 kBiTHS
1964 p. M. Tpery0oB ctaB 3aciyxeHum aistauem mucteutrs Y PCP (Tam camo).

HaykoBa HoBHM3HA. Y CTaTTI BIiepIlie CHCTEMAaTU30BaHO TBOPUYUH NUIsIX Mukonu
TperyOoBa sixk BUKOHABIS Ta OajeTMencTepa. 3Ha4Hy yBary IpHAUIEHO 0COOIMBOCTIM
IPUCBOEHHSI IOYECHUX 3BaHb MANCTPY.

BucnoBku. M. TperyboB — ocoOMCTICTh 3HaYHA 1 HEOpJMHAPHA, KA BIUCAJa
0araTo iICKpaBUX CTOPIHOK B1CTOPit0 BITUU3HSHOTO Oasnety. [lonpu TepHUCTHIA )KUTTEBUIA
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IUIAX, 32 CIIMHOIO0 MalCcTpa 3aJIMIINIIACS 1[I rajgepest HeTIOBTOPHUX OaieTiB (Tepeik
TBOPIB, moctaBieHux M. TperyOoBuM, Haimiuye moHaj 52 HalilMEHYBaHHS), TOHKO
BiITOYeHUX 00pa3iB (moHay 22 OanerHi maprtii). He3Baxkaroun Ha 1€, BUIII JIepKaBHI
OpraHu 3aMiHWIM TodecHe 3BaHHsA M. TperyOoBy 3 IpONOHOBAaHOTO HApPOIHOTO HA
3acyxeHoro. [ [puarHoro 11boro Moxe Oy TH TIIIBKK poO0Ta basieTMeCTepa Ha OKYTTOBaHIi
Teputopii mig yac Jlpyroi cBiTOBOi BiMHM 1 MOJajbllle YOTUPUPIUHE NepeOyBaHHS y
tabopi cucremu ['VJIAT. Bapto 3ragaru # mpo Te, 1110 MpoTsIroM CBOTO JOBIOT'O TBOPYOTO
KUTTS, TMPAIIOI0YH HA MPOBIIHUX MOCAJax B OMEpHUX Tearpax Ykpainu, M. TperyOos
HIKOJI He HasexxaB 70 KomyHicTuunoi maptii Pagsachkoro Corosy. €IMHOIO CHIIONO, sIKa
CHpsSIMOBYBaJjia MalcTpa, Oysa JT000B 10 BEJTMYHOTO MUCTEITBA TAHITIO.

[Tonpwu BigHaKEHI MaTepiaid, MUTAHHS, III0 CTOCYIOTHCS TaCTPOJILHOT IISITEHOCTI
M. Tpery6osa 3a mexamu YPCP Ta iioro nemgaroridyoi poOoTu, nmoTpedyoTh HOBUX
HAyKOBHX ITOIIYKIB.
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MeTa naocaigkeHHsi — BUSBUTH TOHATIMHMN amapar Ta OCHOBHE KOJIO
npo0iieM XOpeoJsorii K JUCHUIUIIHYU, 10 PO3KPHUBAE Cy4YacCHI YSBIEHHS MPO TaHEIb
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B IIMPOKOMY KYJIBTYPOJIOTIYHOMY KOHTEKCTI, PO3IIMPIOE 1 YTOYHIOE TaHI[IOBAJIbHUMA
CJIOBHHK, TOB’si3ye crienndiky pyxiB 3 (utocodi€ro TaHIIO, a TAKOXK aHATI3ye HOro
CTWJIICTHKY 1 aHpPH, Bxke chopMoBaHl ab0 Taki, 0 PO3BUBAIOTHCSA. MeTomoJi0rist
0a3yeTbcsi Ha ICTOPUYHOMY, MOPIBHSJIBHOMY, CEMIOTHYHOMY Ta T€PMEHEBTHUUYHOMY
METO/IaxX, SIKl B KOMIUIEKCI 3a0€3Ieuy0Th ONlaHyBaHHS HOBOTO MiAXOMy JO TAHITIO K
aBuIa KyiabTypu. CyKyIHICTh MIJAXOIB CIyrye 0a3010 UIsl pO3B’sI3aHHS KOHKPETHOT
JOCJIITHALIBKOI MPOOJIEMATHKN Ta CTBEPKCHHS BIACHUX HAYKOBUX KOHIICTIIIHN, Ha
K1 CIIUPAETHCS 3aIIPOIIOHOBaHa po3BijKka. KOHKpeTHOHAyKOBa METOAOJIOTIA Y IIbOMY
BUIIAJIKY 3aKaj1aj1a 3B€pPHEHHS /10 KOHIICTIIIIM MPOBIIHUX YUYEHUX Yy rajy31 XOpeoJorii Ta
CYMDKHUX AUCIHUIUTIH (30KpeMa CEMIOTUKH ), TOCATHEHHS SKUX € 3araJIbHOBU3HAHUMU
y CBITOBIi HaykoBii criiyibHOTI. HaykoBa HOBU3HA MMiITBEPKYETHCS OJHOOCIOHUMHU
po3poOkamMu Teopii TaHIl0O Ha 0a3l1 BIACHUX METOJIB BUKJIAJCHHS XOPEOJIOTii.
VYrepiie y BITYM3HIHOMY MHCTELTBO3HABCTBI Ta KYJIBTYPOJIOTii CXapaKTepHU30BaHO
nocBimm ganconoriB LlenTpy Jlabana, mo MoXe NPUCITYKUTH JJIS TOMAJIBIINX
PO3pO0OK BITYM3HAHMX TEOPETHKIB Ta MPAKTHKIB TaHI. BucHoBkmM. Xopeosoris
HAJICXKUTh JI0 HAyK, B SKUX MPEAMETOM JOCIHIJKEHHS € TEKCT (B JIAaHOMY BHIAJKY
xopeorpadgiuauii), 3MICT (CEHC) SKOTo € aJieKBaTHUM Horo 3HakoBid (opwmi. [Iporec
pedepeHnttii (nmepekyiagy KOHKPETHUX 3HAKOBUX (POPM MOBOIO TAHINIO) 3/1ACHIOETHCS
3a JIOIIOMOTOI0 PYXiB JIIOJACHKOTO T1JIa 1 B3aEMOJIIM OCTAHHBOTO 3 1HITMMHU NaTepHAMU
(CTpYKTYpHUMH €JIEMEHTAaMHU [IbOTO KYJIBTYPHOTO 3pa3ka). XOpeoJsoris BUBYA€E TaHEIIb
1 K (hopMy KOMYHIKAIIi1, 1 IK OKpEMHUI BUJl MUCTEIITBA (3 OISy HA HOTO CEMIOTHYHI
Ta (PEHOMEHOJOTIYHI SIKOCT1), MPOTE HacamIepe]] BUCYBAETbCS PO TAHIIO SIK
aBUIIA KyIbTypu. DopMyBaHHS XOPEOJOrii K HAyKH Ta OKPEMOi KyJIBTYpPOJIOT1UHOI 1
MUCTEITBO3HABYOT AUCIUIUTIHY MIATBEPIKYE, 10 Y POKYCI 11 yBaru 3apa3 3HaXoIThCs
3aco00u BUpaXaJIbHOCTI TaHIIO XX — movyarky XXI cTomiTTs.

Kniouoei cnosa: xopeonoezis, cemiomuka, meopii BUHUKHEHHA MaAHY0, (hinocoqis
MAaHYio, KOCHIMUBHICMb, maHeysb, xopeocpagis.

XOPEOJIOTUA KAK HAYKA: KVJIBTYPOJIOT'HMYECKHUE U
NCKYCCTBOBEJYECKHUE ACIIEKTbBI

Yenanos Asexkcanap Banosuu,
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JIOKTOP MUCKYCCTBOBEICHMUSI, Mpodeccop, XapbKOBCKas roCyIapCTBEHHAs
aKaJieMUsi KyJbTYphl,
XapbKoB, YKpanHa
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Ieap uccaenoBaHMsl — BBIABUTH IOHATUHHBIA armapar U OCHOBHOW Kpyr
npoOiieM XOpEoJIOTUM KaK JUCIUIUIMHBI, KOTOpask PAaCKpbIBAET COBPEMEHHBIC
IPEJICTABIICHUS O TaHIIE B IIMPOKOM KYJIbTYPOJIOTUYECKOM KOHTEKCTE, PaCHIUpSIET U
YTOYHSIET TaHIIEBAJIBHBIN CIIOBAPH, CBSI3bIBACT CCHU(UKY IBIKEHUI ¢ Punocodueit
TaHIIa, a TAKKE aHATM3UPYET €ro CTWIMCTUKY U KaHPbI, YKe CPOPMUPOBAHHBIC WIIH
pa3BuBatomuecs. MeTonosorusi 0a3upyeTcss Ha HCTOPUYECKOM, CPaBHUTEIBHOM,
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CEMUOTHYECKOM M T€PMEHEBTHUECKOM METOJ[aX, KOTOPhIE B KOMILJIEKCE 00€CTIeYnBaIOT
OCBOEHHUE HOBOT'O MOX0/Ia K TAHITY KaK SIBJICHUIO KYIbTypbl. COBOKYITHOCTb MOJIXO/I0B
CIIyXUT 0a30fl Juisi pEIIeHUs KOHKPETHOW HCCIEA0BATEIbCKOM TPOOIeMaTHKU
U YTBEPXKJEHUS COOCTBEHHBIX HAyYHBIX KOHIICTIIIMA, HA KOTOpBIE OMHPACTCS
npenioKeHHass pasBenka. KoHKpeTHOHay4yHasi METOJOJIOTHS B OTOM  Cllydae
norpeboBaa oOpalieHusl K KOHIICTIHMIM BEAYIIUX YYEHBIX B OOJACTH XOPEOJIOTHH
U CMEXKHBIX JUCHUIUIMH (B YACTHOCTH CEMUOTHKHU), IOCTUKEHUS KOTOPBIX SBISIOTCS
oOIIeNpU3HaHHBIMU Y MHUPOBOM Hay4yHOW oOmiecTBeHHOCTH. Hayynasi HoOBHM3HA
MOJITBEPIKIACTCS €AMHOJIMYHBIMU pa3paboTKaMu TEOPHH TaHIIa Ha 0a3e COOCTBEHHBIX
METOJIOB M3JIOKEHHUS XOPEOoJIOTHH. BriepBbie B OT€U€CTBEHHOM HMCKYCCTBOBEICHUU U
KyJBTYPOJIOTUM OXapaKTEPH30BaH OMbITH JaHconoroB Llentpa Jlabana, yto MoXxer
CIIYKUTh JJIs JaJbHEHIINX Pa3zpabOTOK OTEUYECTBEHHBIX TEOPETUKOB M TMPAKTHKOB
TaHlla. BbIBOABI. XOpeonorusi NMPUHAMJICKUT K HayKaM, B KOTOPBIX MPEIMETOM
UCCJICIOBAHUS SABIIAETCS TEKCT (B JJAHHOM CiIy4yae XOopeorpauuecKkuii), Coaep:Kkanue
(CMBICIT) KOTOPOTO SIBJISIETCS a/IEKBaTHBIM €ro 3HakoBoi hopme. [Ipouecc pedepeniium
(mepeBola KOHKPETHBIX 3HAKOBBIX (HDOpPM S3BIKOM TaHIA) OCYIIECTBISETCS C
IIOMOIIBbIO JABMIKEHUIN YEJIOBEYECKOrO0 Tejla Y B3aUMOACHUCTBUM MOCJICIHETO C
JPYTUMHU MaTTepHaMu (CTPYKTYPHBIMH 3JIEMEHTAMH 3TOTO KYJIBTYpPHOTO 0oO0paslia).
Xopeonorus u3ydaeT TaHell M Kak (opMy KOMMYHHUKAIIMH, ¥ KaK OTICIbHBIA BU]
UCKyCcCTBa (y4MTHIBAs €ro CEMUOTHYECKHEe M (HEHOMEHOJOTUYECKHE KayecTBa),
OJTHAKO B TIEPBYIO OUEPE/Ib BBIJBUTACTCS PACCMOTPEHHE TAHIIA KaK SBICHUSI KYJIBTYPHI.
dopmMUpPOBaHUE XOPEOJIOTUN KAK HAYKU U CAMOCTOSITEIIbHOM KYJIBTYPOJIOTHYECKOU U
MCKYCCTBOBEIUECKON NUCIMIUIMHBI MOATBEPKIACT, YTO B POKyCe ee BHUMAHUS ceiuac
HaXOJATCS CPEJICTBA BBIPA3UTEILHOCTH TaHIa XX — Havasia X XI Beka.

Knioueevie cnosa: xopeonozusn; cemuomuxa, meopuu 803HUKHOBEHUS MAHYA,
Gunocopus manya; KOCHUMUBHOCMb, MAHeY, Xopeocpaqus.

HOREOLOGY AS SCIENCE: CULTURAL AND ART HISTORY
ASPECTS

Chepalov Oleksandr,
https://orcid.org/ 0000-0002-2033-357X
doctor of art history, professor,
Kharkiv State Academy of Culture,
Kharkiv, Ukraine
chepalovst@gmail.com

The purpose of the research is to reveal the conceptual apparatus and the main
circle of problems of choreology as a discipline that reveals modern concepts of dance
in a broad cultural context, expands and refines the dance vocabulary, connects the
specificity of movements with the philosophy of dance, and also analyzes its stylistics
and genres already formed or developing. The methodology is based on historical,
comparative, semiotic and hermeneutical methods, which together provide the mastery
of'a new approach to dance as a cultural phenomenon. The set of approaches serves as a
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basis for solving specific research problems and approving their own scientific concepts,
which are based on the proposed intelligence. The specific scientific methodology
in this case required the reference to the concepts of leading scientists in the field
of choreology and related disciplines (in particular semiotics), the achievements of
which are universally recognized among the world scientific community. Scientific
novelty is confirmed by individual developments of the theory of dance on the basis
of its own methods of choreological exposition. For the first time in the national art
criticism and culturology, the experience of the dansologists of the Laban Center has
been characterized, which can serve for the further development of domestic theorists
and practitioners of dance. Conclusions. Choreology belongs to the sciences in which
the subject of the study is the text (in this case, choreographic), the content (meaning)
of which is adequate to its sign form. The process of reference (the translation of
specific symbolic forms by the language of dance) is carried out with the help of the
movements of the human body and the interactions of the latter with other patterns
(the structural elements of this cultural pattern). Choreology studies dance both as a
form of communication, and as a separate art form (taking into account its semiotic
and phenomenological qualities), but first of all the consideration of dance as a cultural
phenomenon is advanced. The formation of choreology as a science and an independent
cultural and art history discipline confirms that the focus of her attention now is on the
expressiveness of the dance of the twentieth and early twenty-first centuries.

Key words: choreology, semiotics; theories of the origin of dance; dance
philosophy, cognition; dance, choreography.

AKTYaJIbHICTh T€MU T0CTiIUKEHHS ITATBEP/KYETHCS TUM, 110 HA BIMIHY Bij
IHIIIMX raxy3eil MUCTEIITBO3HABCTBA (My3HKa, TeaTp, KiIHO, 00pa30TBOpPUE MUCTEIITBO),
XOPEOJIOoTisl HE Ma€ I0CTATHIX TEOPETHUYHUX OCHOB 1 0a3y€ThCsl HA eMITIpUYHOMY (1HOAI
JIOBOJII KOHCEPBAaTUBHOMY) MOCBi/1. KylbTypooTiuHi acrieKTH BUBUYECHHS TAHIIO TIPH
IbOMY a00 B3araji He pO3IISAal0ThCA a00 BUBUYAIOTHCSI OCTAHHBOT YEPTH.

AHaJIi3 OCTaHHIX XOCJiIKeHb Ta myoOuaikamiii. J[ana crtarTs TpoJIOBXKYE
BUKJIaJICHHS aBTOPCHKOI KOHIIEMIIII XOpeosorist (Teopis TaHIlo ado JaHCOJIOTiA), 10
Oyna BBeneHa B y4OOBUU mpollec Ha xopeorpadiyHoMy QakyabTeTi XapKiBChKOi
akajeMii KylnbTypHu sIK ekcrepuMeHTalibHuii kypc B 2004 pormi. Cepen moaiOHUX
po3po0oK MoxkHA BUOKpeMuTu pobotu Jl. [llapukona, sik oT «MucTenTBo3Hapya HayKa
xopeoJorisa K GpeHoMeH XynoxHbO1 KylnsTypw» (2013) B 3-X yacTHHaX, SIKi MarOTh
Ha3Bu «Dinocodis 6anery ta onronoris Tanmo» (Y. I, 2013), «IcTopis ta XymoxHs
npakTuka xopeorpadiunoi kynstypm» (Y. 11, 2013), a Takoxk « Tunosoris xopeorpadii»
(4. I, 2013). He3Baxkaroun Ha 3asBICHUN MIUPOKUNA OOCAT KYJIBTYPOJIOTIYHOTO
JIOCJI1JIPKEHHS 1 30BHIIITHIO HAYKOBICTh CTPYKTYPHU, BOHO TOJIEKY/IY BUIIISAIA€ CTPOKATUM
Ta JIeII0 HEOOTIPYHTOBAHUM, OCOOJIMBO Y (DOPMYITFOBaHHI XOPEOIOTIYHUX AeDiHIIIN Ta
HaBEJICHH1 MPUKJIAJIB 3 1CTOPII TAHIIO Ta XopeorpadpiyHoi NPakTUKU. Y NaHii poOoTi
IPOTIOHYIOTHCS 1HIII IMAXOIU, IO 6a3y0ThCS Ha TOCBII JaHconoriB [HcTuTyTy Jlabana
(Benuka bputanis), a Takox HaykoBiiB Pocii, llIBeii, bizopyci.

MeTta pocjizkeHHsl — BUSBUTH Ta YTOUHUTH MOHATIMHUM amapar Ta OCHOBHE
KOJI0 ITP00IIeM XOPEOJIOT11 SIK AUCIUILIIHU, III0 PO3KPUBAE CYyUYaCH1 YSBICHHS ITPO TaHEIlb
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B IIMPOKOMY KYJIBTYPOJIOTIYHOMY KOHTEKCTI, PO3IIMPIOE 1 YTOYHIOE TaHI[IOBAJIbHUMA
CJIOBHHK, TOB’si3ye crienndiky pyxiB 3 (utocodi€ro TaHIIO, a TAKOXK aHATI3ye HOro
CTWJIICTHKY 1 KaHpH, Bke cpopmoBaHi abo Taki, 10 PO3BUBAIOTHCH.

Buknan ocHoBHOro Martepiany. BUKOHaBISIMH Cy4acHOTO TaHIIO XOPEOJIOTHS
1HOJII PO3MIIAIAETHCA SIK HayKa Mpo pyX, abo cxema, 10 T03BOJIsIE BepOaTbHO BUPA3UTH
Bi3yasbHl BpaxkeHHs. CydacHl XOpEOJOTM BHUCTYIAIOTh TaKOX KOHCYJIBTaHTAMHU
paIioOHAIBHOTO PYXY, BUXOJSYH 3 JIIKYBAIbHHUX 1 TPEHYBAJILHUX MOMJIMBOCTEH TAHIIIO.
[HOM1 XOpEeonorielo MPaKTUKU TAHIIO HA3UBAIOTh CUCTEMY 3aIUCY, SIKMM CTBOPHUIIO
noapyxokst benemr B 1956 pomi. ¥V 1960-1 poku y BenukoOputaHii OyB CTBOpEHMIA
[HCTHUTYT XOpeosnorii, ¢ B OCHOBY JOCHI/DKCHb TAHIIO Oyiau MOKJIaJeHI MPUHIIMITN
HIMEIbKOTO Teopetuka 1 xopeorpada Pynonbda don Jlabana. Huni meit iHCTUTYT
craB Ilentpom JlaGana. Moro yueHi moeaHyloTh KyJIbTypOJOTiuHi TOCIIMKEHHS 3
NPAKTUYHUMHU METOAaMHU BUBUCHHS TAHITIO, III0 XapaKTepHO AJisi MeToosorii Jlabana.

«XopeoJsiorom, Mepuioi 4epru, Ha3WBAIOTh JIIOAWHY, SKa 3alMCy€ MapTUTYPH
1 peneTupye OaneTy Mo IUX MapTUTypax, TOAl SIK 0O0MJB1 111 (YHKIIIT JTUIIe YacTUHA
xopeosorii, — nume Bimomuil daxiBenp Jlonmoncekoro Ilentpy JlaGana Banepi
[Ipecron-/lanmomn, — xopeonor Moxke He OyTH (iKcaTopoM XOpeorpadpidyHOro TEKCTY,
ajie MpY IbOMY BUKOPUCTOBYBATH acOIlaTUBHI IPUIOMHU, HEOOX1/IH1 /i1l HOTO aHaIIi3y
1 CUHTE3Y, a0u 3a0€3eYUTH aJIeKBaTHICTh Teopii 1 mpakTuku» (Preston-Danlop, 2002).

Posrnsn taniio nepeadavae He JMINE 3BUYAWHUN y CydacHIM MPaKTHIN TT1IX1T
JI0 HBOTO fK SIBUIIIAa MUCTEIITBA, aje, MEpIl 3a BCE, OMAaHyBaHHS HOBOTO MiIXOMy
JI0 TAHIIO SIK SBUINA KyJIbTypH. [Ipu 11bOMY 3HAYHO PO3MIMPIOIOTHCS MEXKI MOHSTTS
TaHIFOBAJIBHOCTI 3a PaXyHOK Cy4YaCHHUX COIaJbHUX TAHI[IB, TAHIIOBAJbHOI Teparii,
a B ICTOPUYHIA PETPOCIEKTHBI — 3a PaxXyHOK BIACHKOBHUX, PUTYaJbHUX Ta IHIIUX
TaHIIIB, [0 KYJIFTUBYBAJIKCS Y CBITOBUX KYJIbTypax MUHYJ0TO. L{e mepexkoHIuBo 10BiB
HOBOCHOIpCHKUIM HayKOBellb 1 ganconor B. Pomm y cBOiil (yHIaMeHTaJIbHIN poOOTI
«Tanenp 1 cexkpeTn HamaBHimux muBuTizaminy (2002): «Bu3Hauatu TaHelb TIIBKH
SK BUJl MUCTELITBA — 3HAYUTh BU3HATH HE TAHIIEM Maii)Ke MOJOBUHY TAHIFOBAILHUX
nposiBiB. ToOTO, — yTOUHIOE B. Pomm, — nediuiiis “TaHelnb”’ po3MOBCIOKYETHCA 1 Ha
nii (ToOTO pyXOBYy MpakTUKy, kKiHeciky — O.U.), ki He MIXOIATh MiJ KaTeropito “BUA
muctenTsa’» (c. 25).

VY 1npoMy X acrekTi HeoOX1HO pO3MISIaTH HE JIUIIE CTBOPEHHS XYI0KHBOTO
00pa3y 3a JI0IOMOT00 TaHII0, aJie 1 HOT0 BKJIFOUEHHSI B 3HAKOB1 CHCTEMH, 1110 OCOOJIMBO
XapaKTepHO JUIsl TAHIIO €MOXH MOCTMOJIEPHY, KOJIM €JIEMEHTOM TaHII0 TOoYasu
BU3HABATH Oy/Ib SIKUW PYX JIFOJUHHU.

«MuCTEeUTBO TPUBAIMA Yac YXWJISJIOCS BiJi CEMIOTHYHOIO aHali3y, — IHCaB
P. Axo6con B po6oTi «Ilorsig Ha po3BUTOK ceMioTHKNY (1985), — mpoTe HeMae 5KOTHOTO
CYMHIBY, 1110 yC1 MUCTEITBa, a00 TEMIIOpaJibHi, MOAIOHO O My3UKH abo moe3sii, abo
noOy/0BaHI Ha MPOCTOPOBUX CTOCYHKAaX, Takl SIK KUBOMUC ab0 CKyJbITypa, abo
CUHKPETUYHI, IPOCTOPOBO-TEMITOPAJIbHI, SIK T€aTp, IUPKOB1 BUAOBHIIA a00 KIHO, — YCi
BOHM TIOB’s13aH1 31 3HAKOM 1, 00’ €IHYIOUYHCh, CTBOPIOIOTH MEPEIKY XyIOMKHIX KOHBEHII1I1»
(c. 124).

3 TOYKH 30pYy KyJAbTYpoOJorii Oyib SIKMil BUTBIp XopeorpadiyHOTO MHCTEITBA
MOYKE PO3IIISIATHCH K apTe(daKT, y AKOMY HAaWO1IbIIT BaKITMBUM aClIEKTOM BUBYEHHS €
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TepMEHEBTUYHA CIIPSMOBAHICTh (TOOTO MpobieMa po3yMiHHS Ta iHTepnperairii). [1pu
IIbOMY Ma€ 3HAYCHHS TAKOX KYJIbTYPHO-aHTPOIOJIOTTYHHUM aCTIEKT, TOOTO MOXOMKEHHS
KOHKPETHHX BHpa¥ajdbHUX 3ac00iB XopeorpadiyHOTrO TBOPY 1 MOr0 KOMYyHIKaTHBHA
JIOMiIHAaHTa (BUSBJICHHS CTPYKTYPHHUX OCOOIMBOCTEHN Ta CEMAaHTUYHUX (DYHKIIIH).

TaxuM 4MHOM, XOPEOJIOTisI HATICKUTH /10 HAYK, Y SIKUX MPEAMETOM J0CI1KEHHS
€ TEeKCT (B JIaHOMY BHITQJIKy Xopeorpadiunuii), 3MICT (CMHCII) SIKOTO € aJeKBaTHUM
fioro 3HakoBiit popwmi. [Ipornec «pedepentiii», ToOTO nepeksiaay KOHKPETHUX 3HAKOBUX
dbopM Ha 00pa3Hy MOBY Xxopeorpadii 3A1HCHIOETHCS 32 JOTIOMOTOI0 PyXiB JIFOACHKOTO
TiJla Ta B3a€EMOJIl OCTAHHBOTO 3 THIIMMH MATTEPHAMHU (CTPYKTYPHUMHU €JIEMEHTaMHU
JTAHOTO KYJIBTYPHOTO 3pa3Ka).

HaiiGinpmr  TeopeTuyHO pPO3POOJIEHOI0 CHUCTEMOIO HAyKOBOTO TMOIVISAY Ha
MOBY (JliTepaTypHy Ta BOJIHOYAcC 3aci® CHIJIKyBaHHS MIXK JIFOJbMH) € JIIHTBICTHKA
(MOBO3HABCTBO). YCTalIeHI METOJ JIIHIBICTUYHOTO aHaJI3y CIIOKYCIMBO MEPEHECTH
Ha 1HII Tajxy3l XyJOXKHbOI TBOPUYOCTI, XOua KOXKHA 3 HHUX Ma€ BIACHI, XapaKTepHI
0COOJIMBOCTI MOBH SIK Takoi, y 00pa30TBOPUYOMY MHCTENTBI, My3uili, KiHo. Jlo peui,
caMe KiHO3HAaBCTBO Ma€ HAMOUIbIN MEPEKOHIIMBI PO3BIIKU Y PO3pOOIll BIACHOI TEOPIi,
3aCHOBAHOI Ha JIIHTBICTUYHUX Ta (110cOPChKUX AeDIHIIIAX. Y MY3UKOJIOT1i TaKa TEOpis
ICHY€ 3/1aBHA, MTPOTE HE 3aBXIM BCTUTA€ 32 PO3BUTKOM KOMIIO3UTOPCHKOT TEXHIKH Ta
00pa3HOTO MUCJICHHS.

Bsxe sragyBanuii P. Ako6con, poOOTH SIKOTO TPUCITY>KHIIA Cy4YaCHUM XOPEOJIoram,
yBIB Take MOHATTA, SIK CHCTEMa pPO3Mi3HAaBAJIbHUX O3HAK. BoHa € edexTuBHUM Ta
€KOHOMIYHUM KOJIOM, KOXKHA O3HaKa SKOTO — II¢ OiHapHa OMO3HIIS HasSBHOCTI Ta
BIJICYTHOCTI OyJIb SIKOT XapaKTepUCTUKH (HA KINTANT BOTYHOI 1HPOpMaIlii y mudpoBux
obuncmoBanbHUX MpUcTposx — 0. Y.). «IHBeHTap po3mni3HaBaIbHUX 03HAK, SIK1 ICHYIOTh
y PI3HUX MOBaX CBITY, TPAHUYHO OOMEKEHHI, — HAIOJISITa€ BYCHUH, — & CYMICHICTb
O3HAK y MeXax OJIHI€T MOBH, YKJIAJA€ThCS B 3arajibHI IMIUTIKATUBHI 3aKOHW» (C. 312).

[Ipore, Ha aymKy SkoOcoHa, HEOOXITHO BpPAaXOBYBAaTH, IO «B OyIb-SKOMY
MOBHOMY CITIBTOBapUCTBI Ta Oy/Ib SIKOMY ICHYIOUOMY MOBHOMY KO/l BIJICYTHSI )KOPCTKa
OJTHAKOBICTh: Oy/ib-sKa JIFOIMHA BXOAUTH BOJHOYAC y KUJIbKA MOBHHUX CITIBTOBApHCTB
PI3HOT0 00CSATY; BOHa BHOCUTB PI3HOMAHITHICTb Y CBIM KOJ1 Ta CIIOJTy4ae y co01 pi3H1 KOJIH.
MoxuBICTh Tepekiiaay Oyab SIKOTO MOBHOTO 3HAKy Y IHIIWN, OUTHII €KCTUTIIIMTHUMA
3HAaK, Ma€ BEJIMKE 3HAUCHHS JUIS Ipolecy KoMyHikallii. SIkoOCOH migkpecitoBaB, 1o
JIIONUA 3BUYANWHO TIPOSIBIISIIOTh BY3bKYy MOBHY KOMIIETEHIIIO SIK BIJIPABHUKH MOBHUX
MOB1JIOMJIEHB Ta OUIBIII ITUPOKY — Y SKOCTI X oTpuMyBadiB» (SIkobcoH, 1985, c. 312).

3 1IbOTO MOXKHA 3POOUTH BUCHOBOK, 1[0 «EMOIIMHUI KECT y HEBEpOAIbHOMY
3B’SI3KY € BIJJ3EPKAJICHHSAM BHYTPIIIHIX TOpHWBaHb JoguHu. Came BiH JOXOIUTH
NEPIIUM JI0 CIIBPO3MOBHHKA, MEPII HIXK TOW OJEPKUTh BepOaibHy i1H(POpPMAIIIIO.
MoskiiiBa TBOpYa TPAHCHO3MIIIS —3 OJHIET CHCTEMM 3HAKIB JO 1HIIOI 1, HApEIITI,
MEXCEMIOTHYHA TPAHCHO3UIlIA — 3 OJHIE] CHUCTEeMH 3HAaKiB y 1HINY, HANpPUKIAI 3
BepOAIbHOTO MUCTEITBA Y MY3HUKY, TaHEIlb, KIHO, )KuBonuc) (SIko6con, 1985, c. 397).

TakuM 4YMHOM, XOpEoJorig, SIK HayKa MpPO TaHElb, XO4a 1 HE HAJEKHUTh [0
MaTeMaTUYHO TOYHUX Taly3eil, ofHaK MOTpelye pO3IMIUPEHHS TEOPETHYHOI 0a3u Ta
OUIbIII KOHKPETHOTO BU3HAYEHHS 00’ €KTIB BUBUCHHS Ta 3aCO0IB IX MOBHOTO yTIJICHHS.
BaxnuBo Opartu 10 yBaru, IO MpPOIEC IHTEPHpETallii OpPIEHTYEThCS HA Mam’siTh,
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KyAbTYpHUN Ta JKUTTEBHM AOCBiA misigada. OCTaHHIM KOHCTPYIO€ Ti 3HA4YEHHS,
KOTpl MOMY HaJarOTh BUKOHABII, 3aBJISKH BJIIACHUM 3HAHHAM Ta 4yekaHHsAM. CeOTo
CIIBCTABIICHHA — I1€ aKTUBHHM, 1HAMBIAYaJbHUN MPOILIEC, SIKUA CTUMYIIOE YSIBY Ta
¢daHTa3i0 TOTO, XTO IUBUTHCS PE3YybTAT Mpalll Xopeorpada Ta BUKOHABIIIB.

[nakme kaxyuu, /i TOTO, 1100 HApOIWBCs XopeorpadiuyHUN TBIp, TEXHIYHA
HOBaIlisl a00 KOHKYpPEHTHE TaHIIOBAJIbHE cepenoBuIle, Tpeba, mo0 KpeaTuBHI 1€l
BIUTMBIM HAa CTBOPCHHS TaHIIOBAIbHMX 3aco0iB. OcTaHHE BiOyBa€TbCsS 3T1THO
MIEBHOTO BIJHOIIEHHA XOpeorpadiB 1 BUKOHABIIB J0 KyJAbTYPHUX TpaJMIN Ta
€CTETUYHUX HOPM.

[{s TeopernyHa mo3uilisi 0a3yeThCsi Ha TOCTYINATI, MO y OyIb SIKOMY >KaHpi
XyJ0’)KHBO1 TBOPYOCTI 3aCO0M BUPAKAJHLHOCTI BIUIMBAIOTh HA KPEATUBHI 17€1 3aBISKH
BJIACHUM YHIKQJIBHHUM SKOCTSM (3BYyK Yy MY3HIIi, CJIOBO Y TI0€31i, MaTepiall y CKyJbITYypi
Tomo). Tpancdopmariist imei y xopeorpadiunuil TBip BiIOyBa€eThCs HEBEPOATbHUMHU
3aco0amMu, BIaCTUBUMU TaHIIIO.

Ines He O0OOBMI3KOBO € HappaTHBHOIO, TOOTO TPAIUIIIHO TMOB’I3aHOI0 3
ornoBianbHICTIO. KpeatuBHi 17161 MaOTh Hacamrmiepen KyJIbTypOJIOTIYHY HOBU3HY Ta
*aHpoBy npupony. KoHnentyabHi /1€ B3araji He HappaTHUBHI.

VY xopeosnorii «3B’I3KU MIX 1JIesIMH, 3ac00aMU Ta BiTHOIIEHHSIMHU MTPOCTEKYIOTHCS
K y BepOasibHIM, Tak 1 y Bi3yalbHIM mnpakTuii. OCSITHEHHS TOro, SIK Il 3B’3KH
BUKOPHCTOBYIOTBCSL y CTY/ii, K BiJIOYyBa€ThCA MPOLEC 1X YTIICHHS, SKI I1HTEHII]
(HABMUCHOCTI1) Ta BPa)KCHHsI BOHM BUKIIMKAIOTH Ta SIKI THTEpIpeTallii MpOMoHYIOTh, €
YaCTHUHOIO XOpeosiorianoi mpaktukm» (Preston-Danlop, 2002, c. 31).

Cucrema KOJIiB y TaHIFOBAJIBHIHM MPAKTHIN TOTO YH 1HIIIOTO MHUTIIS a00 KaHPOBOTO
HAIPSMKY — I1€ YCTaJIeHI Ta 3aKpirieH] 3aco0u poOUTH II0Ch BiIMOBIIHO. Hampukiiaz, 1ie
IIPUXOBaHI KOJIW TIOBEIIHKH, 32 JOTIOMOT'O0 SIKUX MIMH IePEIal0Th T€ UM 1HIIE 3HAUYCHHS,
a00 MPHUHIIMITA BU3BOJICHHS M SI30BOT'0 HAIIPY> KEHHS TOIIO. TOOTO KOIM — 1€ MTPUHIIUIIOBA
CHCTEMa, 3aCTOCYBAHHS SIKOI TIOJIETTITY€E KYJIBTYPHHUI OOMIH Ta B3aEMOJIIIO0 Y MUCTEIIBKUX
IpoIIecax: Bl PEMeTHUIIIN 10 MOKa3y BUCTAB.

Bci Buam mucrenTBa onepyroTh KOJAaMH, TPOTE Y aBaHTApIHUX TBOPAX CBIIOME
MOPYIICHHS TPAAUIIIHHUX KOJIIB € 3BUYAfHUM SIBUIIIEM. balleT CXUIbHHM 0 yCTaIeHUX
KOJIIB aKaIEMIYHOT'O TaHITIO, a Y TaHIIl MOJICSPH HOBI KOJM CTBOPIOE KOYKEH HETIEPECTIHUI
xopeorpad. Ha Bi;3HaKy Bijl TpaBuil, HOPMHU 3a3BUYail He 3a(hikCOBaH1 Ha Mariepl, X04a BOHU
TEX PErYIIOIOThH MPUIHATHY MOBEIIHKY Y TIEBHOMY 3HAUY€HHI1 Ta TUTIOBUX OOCTaBUHAX.

Binomi ocoOucToCTi y CydyacHOMY CBITI TaHITIO PO3BUBAIOTh BIIACHY XOpeorpadiuny
METONIMKY, TBOPUMU Mpoliec Ta mpuiioMu Horo peamizamii. Jx. bamandin, M. I'pewm,
M. Kenninrem, I1. baym ta V. ®@opcaiit — xopeorpadu 3 0COOMCTICHUM MIAXOAOM JI0
TaHI[t0. KoeH 3 HX MeBHUM YMHOM OI[IHUB TaHIIIOBAJIbHY KYJIBTYPY CBOIO YacCy Ta yTUINB
y TBOPUOCTI BIJIMOBIHY PEAKIIil0, 110 Y CBOIO Yepry BIUTMHYJIO HA Cy4acHE MUCTEIITBO.

Hocmimxennsi, nposeneHi axisigsimMu Llentpy Jlabana, Mo)KHA MOCTaBUTH TIOPST
13 JIOCB1JIaMH BUBYCHHS TeaTpajbHOI ceMIoTHKH B3arami. Lle crocyeTncs, Hacammepern,
3HAKOBUX CUCTEM, SIK1 MAIOTh 0araTo CiJIbHOTO Y TeaTpaJIbHUX 1 TAHIFOBAIBHUX BUCTaBaX.
SIK1 JTO3BOJISIIOTH OIIHIOBATH SIBUILE IO MOTO palliOHAIbHOTO aHami3y. Taki BpaKeHHs
YacTille 3a BCe MOXKHa OJiep)KaTu y mepdopmaHcax, XENEHIHrax Ta 1HIIUX aKI[isaxX
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CYy4aCHOTO MHUCTEIITBA, CYMIKHUX 3 XOpeorpadiuHUM BUIOBUILIEM.

CemioTHKa, CTOCOBHO XOpPE€OJOrii, TaKUM YHHOM, BUCTYMa€ SK HayKa Ipo
3HAKM, YTUICH] B MPAKTHUIl BUKOHAHHA. BOHa po3misigae muTaHHS PO Te, K apTHCTH
CTBOPIOIOTH Bi3yaslbHi, CIIyXOBl Ta KIHETUYHI 00pa3u, 3HAUYCHHS SKUX IMI3HAETHCS Y
MeXax MEeBHOI KyJabTypu. BepOanbHICTh I'pa€ BiIHOCHO HEBEJIMKY POJIb B OCp>KaHHI
cy0’extuBHOTO nocBimy. IIpore moxkHa BepOaizyBaTd, TOOTO O3BYYHTH XapakTep
3B’SI3K1B, SIK1 HACTIPAB/ll HE € BEPOATbHUMH.

[IpuGiYHUKN METOJIB CTPYKTYpPHOI JIHTBICTUKM BBa)KaJdW 3HAKaMH yce, IO
B1I0YBAETHCA HA CIICHI. 3 IHIIOTO OOKY, 00’ €KTH Ta JIIOAW B TeaTpi HE TIJIbKH 3HAKH,
SIK1 MarOTh JICIIO Ha yBa3i, BOHM W caMi yOCOOOI0Th «pedi». « TaHelp, SK CKJIaJioBa
neppopMaHCy, TaKOXK € MareplaJbHUM 00 €KTOM Ta €JIEMEHTOM 3HAKOBOI CHCTEMH.
OTxe XOpeosorisi BUBYAE TAHEIIb 1 1K (hOpMY KOMYHIKAITIT 1 TK OKPEMH BUJ] MUCTEIITBA
3 OmIsAly Ha WOro cemioTuyHi Ta deHomeHomoriuHi sikoct» (Preston-Danlop, 2002,
c. 104).

TearpanbHa ceMiOTHKa € HE3aJIeKHOIO BiJl TPAIUIINHOT CEMIOTHKHU JIAHKOKO Y
TOMY PO3yMIiHHI, 1110 OCTaHHS MOB’A3aHa 3 BepOanbHUMU MOBaMU. TOOTO TeaTpasibHUIA
JTUCKYPC BUPI3HAETHCS Bl IHIIKMX JIHTBICTUYHUX MOJIEJICH 3HAUYIIOCTI. TaKMM YHHOM,
y TpaJIuliiHIN JIIHTBICTHYHIA CEMIOTHUIIl 1HTEepIpeTalis 3HaKy Oa3yeTbcs Ha 1jaei
JIOMOBJICHOCTI Ta KOHBEHITIOHAJI3aIlli (3HaK O3HA4Yae Te, M0 MOXKe OyTH PO3Ii3HAHO
06e3ymoBHO). HaBmaku, y Tearpi 3Hak BUIIPOOY€ETHCA Y MPOIIEC] “‘mecemMioTusartii’, mo
MOSICHIOETHCSI 0araro3HauyHICTIO HOTO PO3YMIHHS.

HasBHICTB KOJIIB y BUKOHAHHI HACTPOIOE TJIsifaya HAa YEKaHHS NIEBHUX BPaXKEHb
Ta Ha BUKJIIOUEHHS 1HIIMX, HE BJIACTHBUX JaHIN 3HAKOBIM cuctemi. Tak, HampuKIa,
BiJIOYBa€ThCA y BUCTAaBaX KIIACHUYHOTO OaneTy, sKi MiAIOPSAIKOBYIOTHCS YCTAJICHUM
BHMOTaM >KaHPY: pUTYaJl MOTAIICHHS CBITJa, YBEPTIOpa y MIEBHOMY MY3UYHOMY CTHIII,
BIJIKPUTTS 3aBICH Ta 1HIIN O3HAKH JOTPUMAHHS yCTaJICHUX KOJIIB.

«Xopeorpadu-HoBaTOPU MOPYIIYIOTh MPUHIIUITA HACIITyBaHHS IEBHUM KOJaM.
Ile MOxyTh OyTH SIK OKpeMi HOBITHI J€Talli, TaK 1 OUTbII MPUHIIUIIOBE PYHHYBaHHS
Tpamuiii. KiHenp kiHIleM py#HaIlis TeX cTae HopMmoro. HoB1 koau 10mar0Thes 110
icuytounx. [Ipukiagom MoxyTh OyTH OCOOMCTICHI, ekcripecuBH1 koau M. I'pem, sika
3MiHWIa KoaMQiKaIiiHI TPUHIMIIA TOMEPEeIHUKIB. 3rojoM ii mocCaigqoBHUK Mepc
Keninrem, y cBOI0 4epry, MOpYyIIMB HU3KY yCTaJCHHX JIaHOK ecTteTuku M. I'pem.
ITocnitoBHICTH Ta cTabUIBHICTH KOAIB KeHiHrema mpuspena Jo ix crabimazalii, KoTpy
MOPYIIUIN MTocTMOAepHicTH. OCTaHHI BUCYBaIOTh MUTAHHS 11010 3B’ SA3K1B MK TaHIIEM
1 peaJIbHICTIO, OTOTOXKHIOIOYH TAHIIOBAJIbHI KOJU 3 PEaisIMUA TTOBCSIKIESHHOTO KUTTS.
Taki cknmagHi, CynepewirBl B3a€MOBIJIHOCUHU € MPEAMETOM pPO3MISY XOPEOJIOrii,
sKa BBOJIUTH iX B IIUPOKUHN COILIIOKYJIBTYPHUN Ta ICTOPUYHUIN KOHTEKCT», — 3a3HAYaE
H. Yinixina (2013, c. 141).

AHami3 MOBM TaHII0 BapTO BECTH 3 TOYKU 30pYy TEOpid HOro BUHUKHEHHS
(pUTyanbHOI, KOMYHIKaTUBHOI, (Pi310JIOTIYHOI 1 T. 1H.), OCKUIBKM II€ HAWTOUHIIIE
Xapaktepuszye pyxu TaHIioruoro. [loTpiOHe TakoX pO3’SICHEHHS, IO TEOopis
TaHIIIO, KA JOBOJMJIA, HIOUTO BiH IMIIOB BiJ TPYAOBOTO MPOIIECY, € MIPUHATICIKHICTIO
MapKCUCTCHKO-JIEHIHCHKOI 11€0J10T1i, 1 TOMY B HayKOBOMY CEHCl € PyAHMMEHTapHOIO.
3 mMMH mpobieMaMy CBOTO Yacy 3IMITOBXHYJIMCS 1 KUTAMChKiI HAYKOBIIl, YUi POOOTH
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1950—-60-x pp. Takok 6a3zyBaKCs HA BUKIIOYHO MaTepiaiCTUIHOMY, MAPKCUCTCHKOMY
TIIyMau€HHI MPOIECIB KyJIBTYpH: BBAXKAIOCH, IO 11 MOYaTKOBUH MEPioJl OB’ A3aHUM 3
PaHHBOIO CTAJIIEF0 PO3BUTKY JIFOJICTBA, KOJIH JIFOJMHA HABYHIIACS pOOUTH 3HAPSI IS TTPaIll.
IToTiM 3’sBUIACh MUCEMHICTh, JIepkKaBa, KJIACOBE CYCIUIBCTBO, HayKa, MHCTEIITBO,
peniris, 3akoHu 1 T. 1. Y Pansacbkomy Coro3i Taki ysiBJIeHHs Oyiau 0a30BUMU Y 3B’ SI3KY
13 HOpMaMHu aTeiCTUYHOrO BUXOBaHHS. [Ipu 11boMy Maiike BUYABIIIOBABCS 3 PO3IVISIY
TOW 1ICTOPUYHUN TIEP10J], KOJIM Mi(pOTIOETUYH] YSBICHHS MPO CBIT MPOMOHYBAJIU CBOE
PO3YMIHHS TIPOIIECY 3apOPKCHHSI KYyJAbTYpH 1 (JOpMyBaIM TakKi KaTeropii 1 CUMBOJIH,
1o ii XxapakrepusytoTh. Lle OyB mepiof, 1mo «mpoOyauB B JIIOAUHI aa00y Mi3HAHHS,
PeniriitHi mo4yTTs, pO3BMBAIOYM B HINA 1HTEJIEKT, CXWJIBHICTh A0 (i0co(PCTBYBaHHS
1 TBopyocTi» (CepoBa, 2009). 3BuuaiiHo, 1m0 OOOB’S3KOB1 aTEiCTUYHI YSBIICHHS
HETraTWBHO BIUTMHYJIU HAa PO3POOKY TOCTEMEHHUX TEOPid BUHUKHEHHS TaHITIO.

[Ipioputer dimocodii TaHIO, €MOIIINHO BHUPAXEHOI B PI3HUX KIHETMUHUX
dbopmax, Moxke OyTH HAOUHO MOKAa3aHUN HA CXeMi OyJIOBH KypsiYOTo SIHIS: B KOBTKY
3HAXOJUThCS CEHC 3aJyMaHOro, OUIOK — MOro eMOIliHHMA 3MICT, a MKapaiTyrna —
30BHIIIHA 000JIOHKA, TOOTO cami pyxH, (popma BUCIOBIIOBAHHS €MOIlIH. 3penIToro
EMOIIITHUHN KeCT B HEBEPOAIBHOMY 3B’SI3KY € BIAJ3EPKAJICHHSIM UYyTTEBUX IMOPHUBIB
JIFOIMHH, aJI€ )KUBUTHCSA 11 CBITOIVISIIOM.

Hapenemo kijibka TPHUKIIAIB TaKOTO IMIJIXOAY, ITOB’SI3aHUX 3 JyXOBHUMH
1iHHOCTsIMU CX0/ty Ta BinoBigHOO itocodiero. Y Anonii, Hanpukiiaa, MPpUXUIbHUKA
CUHTOI3MYy TIOBOJSTHCS 3 HEMOPYIIHHM CIIOKOEM, JYIIEBHOIO PIBHOBArow, IO
BIJIOMBAETHCSA y TIACTHII pyXiB. [1i19ac iepeMoHii3MiH MPOBITHUX OC10 IMIIEPATOPCHKOT
JUHACTI] YOTUPHU TaAHIIBHUKH PO3TAIIOBYIOTHCS 3 OpIEHTAII€I0 Ha IiBJCHb, IMIBHIY,
CX1J1 Ta 3axXij MO MePUMETPy JAEMOHCTpaIIiHOI momaaku. OdepTalbHUMU pyXamHu, 3
HaWMEHIII BUPAXKEHOIO aMILTITYJ010, BOHM HIOUTO HAMAraroThCs YIOBUILHUTHU TTepeoir
qacy, adu 10cArTy eeKTy MOBHOTO 30€pEKEHHS YCTAJICHOTO MOPSAIKY Ta CTA0UIHHOCTI
B YIIpaBJIiHHI Jep>kaBor0. My3u4HHM CynpoBi] TPAIUIIIHHUX SATTOHCHKUX IHCTPYMEHTIB
y Temli lento IIIKOM BIJIOBIJIa€ 1IBOMY 33JIyMy, TOXX B ITIJIOMY BHJIOBHIIE, HaBITh Y
IPUCYTHOCTI TJIs,Aa41B, CIPUIMAETHCS OLIbIIE SIK pUTYall, @ HE MUCTEIbKa aKIIisl.

[ToniOH1 ¢imocodcrko-peniriiiHi MOTUBH JIEKaTh TAKOXX B OCHOBI TaHI[IO OyTO,
xoua B SIMOHIT BIH BBAXAETHCS aHAEPrpayHIoM. Jleski TaHIIBHUKHA MIPOCTO IMITYIOTh
dopmy TaHIo OyTo, 3acHOBHHUKOM sikoro OyB Tamymi Xinzikara. byto (TouHiiie
AHKOKY OyTO — «TaHelb TeMpsiBu») cTBopeHuit HuM 1 Kamzyo Ono B AmnoHii micis
Jpyroi cBITOBO{ BiifHH 1 3aCHOBaHMI Ha T1MEPKOHTPOIHOBAHUX PyXaX KOPIYCY, Y TOMY
YHUCJI HAJIaHUX IMITyJIbCAMU BHYTPIIITHBOT MYCKYJIATypH.

Sk ctBepmxye mairictep 6yro Kymo Takerepy, Oecina 3 sikum y mene (O. Y.)
BimOynacsa 25 sxoBtHs 2012 p. y XapkiBcbkoMy bynuHKy aktopa, «eHEpriio is
TaHIIIB oMy Hajae BcecBiT, a ToMy HOTro MHCTEITBO — II€ CHH, 1JIF031i, O€3yMCTBO,
BTUIeHI B pyxax». Tanenps Kymo Takerepy cxokuii 1 Ha IIaMaHCTBO 1 Ha TaHII
npuOyIIbIlB, SKIIO X MOXHA c001 ysBUTH. B TOM ke yac Ha MOro CTWIb BIUIMHYJIA
1 HeJaBHs pajiariiiHa aBapis B SIMOHII, sSika CIIOTBOpHWJA Ta OTpyiia Micls, Jie BiH
HapoauBcs 1 Bupic. Ilepma conpHa pobdora Taketepy Oyna crBopeHa B 1991 pori B
Toxkio. ¥ 1997 pori BiH 3acHyBaB BiacHy TaHIoBajibHy Tpyny Tokyo Guienkan, mo
SAKOI MPUETHANKCS JETeHJApHI apTUCTH MICISBOEHHOTO SIMOHCHKOTO aHJETpayHay. 3
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1998 o 2004 poku Kyno B sKocTi TaHIIOpucTa, Xopeorpada 1 pexxucepa npairoBaB
B TaHIIOBaJIbHIM KommaHii Asbestos-hall, 3acHoBaHoro BmoBOIO Xig3ikaTh, AKIKO
Morodymzi. ¥V 2001 B mapusbkomy «Tearpit CinbBii Moutdopt» Kyno nmocraBus
BuctaBy «O-Shila»y — 3a Ha3BowO JepeB’IHUX MOCTATEe CUHTOICTCHKUX OOXKKIB, SKUX
TaHIIBHUK 3 JUTHUHCTBA CHpUiiMae sk oOpasu imeany kpacu. Takerepy Kymo Opas
y4acTh y 0ararb0X Mi>KHAPOJHUX MPOEKTAX MO BChOMY CBITOBi. OJIHA 3 TOJIOBHUX TEM
fioro mep(popMaHCiB — JIIOMHA Ta 11 KPUXKICTh. MOXIJIMBO TOMY €CTETHUKA TPEKPACHOTO
1 MOTBOPHOTO Taki OMM3bKi B Horo kommno3uilisax. Kaxyuw npo OyTo-nepdopmanc
«SBuie Kapmu — l'ozapamii», Taketepy Kymno minkpecitoe, 1o 11t HbOro HOHSTTS Tijia
«€ TIOPO’KHIM, JJOKH BiH MOTO HE 0’KUBUTHY (3aruc 6eciau 3 Taketepy Kyno..., 2012). 1
TOMY Ha IMOYaTKy BUJOBHIIA TakeTepy BllaCHE «MEPTBE» TLJIO HATIOBHIOE €HEPTi€0. Y
¢biHanBHIN CLIEHI TEeXK BiI0yBaeThCA He3BUUYaiiHA MeTaMopd03a, 1 TAHIIOPUCT CIIPOOye
ctatu xiHkoro. [Ipore B Hioro apceHani € 1 HemMarepiaiabHI IEPETBOPEHHS — TaK OKPIM
I[IJTKOM BITI3HABaHUX MEPCOHAXIB BIH «TAHIIOE» CBITIIO. TOX TBOPYICTH IIHOTO MUTIIS
€ HacamImepes XyJI0KHIM BHUCJIOBOM (iJIOCOPCHKO-PENITIMHIX MOTHUBIB, MPUKIIAIOM
CTaBJICHHS JI0 CBITY Ta BIATBOPEHHS MOTO CaKpaJIbHUX TAEMHUIIb.

Cepen nocnigoBHUKIB cydi3my B TypIlii iICHYe TaHElb «CeMay, IiJl 4ac, SKOTO
TaHIIOIOUNN JIepBIlI O00EpPTAETHCS HABKOJIO BJIACHOI Bici. TaHelb CTaB YaCTHHOO
nyXxoBHOTO BUeHHS MeBnsanu [[xenanagina Pymi, moera i mponoBigHUKA 3 TYPEILKOTO
micreuka Koubi. «KpyXIJISSHHS € CUMBOJIOM pyXy, IO BIOYBa€ThCSA B YCIX 1CTOTax,
IPOLIECOM, IO € XapaKTEPHHUM IS MIKPO- Ta MaKpOCBITY — yce 00epTa€eThCs Bij
aToOMIB JI0 TaJIaKTHK, 3MIHIOIOTHCS TIOPU POKY, B1JI0YBA€THCS KPOBOOOIT B HAIIIUX TiJIaX.
OO0epTaHHS 11€ )KUTTS, CeMa — pUTYyaJl 110 MIATPUMYE KUTTS Y BCECBITI 1 CHMBOJIIZYE CIM
CX1/IIIB MICTUIHOTO CXO/KeHHS 110 IcTuHm» (PuTyan BpameHus aepuiiei. .., 2011).

Komnu nepBitn KpyTUTHCS, HOTO JI0Bra CIITHUIS PO3KPUBAETHCS, CUMBOIII3YIOUU
CaBaH JJIsl €roi3My, a BUCOKA MOBCTSHA IIaKa € Horo HaarpoOkoM. Bukonyrouu cemy,
JEPBIII-CeMa3eH HEMOB 3/IIMCHIOE CXOKEHHS J10 00KEeCTBEHHOT JIF0OOB1. BBaXkaeThcs,
IO BIH MOBEPTAETHCS 31 CBOET JYXOBHOI MOAOPOXKI JIFOAWHOI OUIBII 3pUIOI0 Ta
JIOCKOHAJIOIO.

TanIroroun, nepBim 00EPTAETHCA 3a CTPIIKOK TOAMHHHUKA HABKOJIO CBOTO
cepilsi, HeMoB 001iiMarouu 3 JII000B 10 1 HIKHICTIO Bech CBIT. [lounHaroum obeprarucs,
BIH TPUMa€ PYKH XPECTOM Ha TPYyIsiX, BUPaKalOUu MOKIPHICTH Borosi, micis 4oro
pyku po3kpuBaroThcs. [IpaBuilsi moBepHeHa JOJOHEIO /10 He0a Ta TOTOBA OTPUMATH
OnarocioBeHHS, a JiBa MOBEPHEHA JI0 3eMJll. Tak ceMas3eH «IepeTBOPIOETHCA Ha
IIPOBITHUKA, YEPE3 TaHEIb SIKOTO Ha JIIOICH Mae 3MISTHYTUCH Ojarogarh Bij Oora, 1o
HEBIIMHHO 3a HUMHU croctepirae» (Putyan Bpamienust nepsuiieit..., 2011). Takum
YUHOM, TaHEllb, 10 € 3a3BUYail MPEAMETOM 3allIKaBJICHOCTI TYpUCTIB, HACIIPABIl €
CaKkpaJbHUM aKTOM, PUTYaJIOM, [0 >KUBUTHCS PENITIHHUMHU Ta JYXOBHUMH JIKEPEIAMH.

HaykoBa HOBH3HA TIiATBEPIKYETHCS OJHOOCIOHUMH pO3pOOKaMH Teopii
TaHIIO Ha 0a3l BIACHUX METOJIB BHUKJIAQJCHHS XOpPEOJorii. Ymepiie y BITYU3HIHOMY
MUCTEITBO3HABCTBI Ta KYJIBTYPOJIOT1T CXapaKTEPU30BaHO JOCBIIU AaHCcoNoriB LleHTpy
Jlabana, 1110 MOXKE TPHUCITYKUTH U1l OAANBIINX PO3POOOK BITUM3HSHUX TEOPETHKIB
Ta MPAKTUKIB TAHIIIO.

BucnoBku. EMoI1iitHIIT CEHC KIHETUYHOTO pyXy B IIParHeHHI OajJeTMENnCTepiB 1
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BHUKOHABI[IB BUPA3UTH JIYMKY, 171€10, KOHIICTII{I}0 € KOTHITUBHUM, TOOTO T13HABAJILHHM.
Ile#t mporec BIACTMBHUI TaHIO JABHIX YaciB Ta MUBLII3AINA (OCOOIMBO CXIJIHHX),
IPOTE 0COOJIMBO XapaKTEPHUM BiH € JIJIi MUCTENTBA TaHII0 XX CTOJITTS, 0COOIUBO,
OaJieTy, KOJIM BiH 3 «MHUCTEITBA KpacuBUX 103» (3a BucioBoM T. [0Tbe) mepeTBOopuBCS
Ha EKCIPECHBHE BUJIOBUIIE, [0 BUPAXKAE MEBHOI MIPOI0 KAPTUHY HABKOJIUIIHHOTO
CBITY 1 EMOIIITHUYN CIIEKTP CYyYaCHOI JIIOAMHU: «BAXKIUBO HE T€, SIK JIIOU PyXalOThCs,
a Ta cuia, sika HuMu pyxae» (Ilina baymr). [linTBepaKeHHs IbOTO MOCTYJIATy MOXKHA
no0auYuTH ¥ y TBOPUOCTI OararboX CXITHHUX MHTIIB, IO € Hacammepea Xyd0KHIM
BUCIIOBOM (P110CO(CHKO-PENITIHHUX MOTHBIB, TPHUKIAJOM CTaBJIEHHS JO CBITY Ta
BIJITBOPEHHS IOTO CaKpaJIbHUX TA€EMHHUIIb.

XopeoJoris HaJleKUTh JO HAyK, B SKUX MPEAMETOM JIOCIIKEHHS € TEKCT (B
JTAHOMY BUMAJKYy Xopeorpadiunuii), 3MICT (CEHC) AKOTO € aJIEKBaTHUM HOTO 3HAKOBIM
dopmi. IIponec pedepeniii (mepexiiany KOHKPETHUX 3HAKOBUX (HOPM MOBOIO TaHIIIO)
3MIIMCHIOETHCS 32 JJOTIOMOTOI0 PYXIB JIFOACHKOTO TiJ1a 1 B3aEMOIIM OCTAHHBOTO 3 1HIITUMU
narepHaMu (CTPYKTYpPHUMH €JIEMEHTaMHU I[bOTO KYJIBTYpHOTO 3pa3ka). DopMyBaHHS
XOPEOoJIorii K HAyKH Ta OKPEMOi KYJIbTYPOJIOTTYHOI 1 MUCTEIITBO3HABYOI JUCIUILIIHUA
HiATBEPIKYE, 0 Y (POKyCl i yBaru 3apa3 3HaXOJATHCS 3aCO0M BUPAKAIBLHOCTI TAHITIO
XX —novarky XXI cTomiTTs.

[lepcniekTHBY MOATBIIIOTO BUBYEHHS IaHOTO MUTAHHS 3HAXOMATHCS CaMe y KOl
Takoil MpoOJIeMaTHKHU 1 iepe10adaloTh 3aHYpEHHS y 3HAKOBY CUCTEMY MOBH Tija, IO
NIEBHUM YMHOM TOSICHIOE Ty YM IHIIY XOpeorpadiuHy ifero, ii KyabTypHI BUTOKU Ta
CTYMiHb KOTHITUBHOCTI JJISI INISIIAIBKOT ayIuTOPii.
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MeTta a0cTiIzKeHHs — OCMUCIMTH MOYJIMBI TIOTEHITIMHI TUIONMHM TTPEICTABICHHS
COIIIAJIFHOTO TAHIIIO B YKPATHCHKIH XOopeorpadii; BUSBUTH OCHOBHI BEKTOPH JI0 ICTOPUIHUX
YMOB HOTO PO3BHUTKY SIK CAMOCTIIHI OCEpeaKH XopeorpadpiuHOoro MUCTETBA; BUALUIUTH 1
OKPECJIUTH KITFOYOBI XapPAKTEPUCTHKH COINAIBLHOTO TaHIO; C(HOpMyBaTh BHU3HAUEHHS
TEpPMIHY COIllAIbHUN TaHerb. MeTomoiorisi. 3araJbHOHAYKOBI METOIM 00’ €KTHBHOCTI,
ICTOpHU3MY, TIOPIBHSHHS Ta CHCTEMHOCTI. MeTton 00’€KTMBHOCTI M 1CTOpHM3MYy HajaB
3MOTY MPOCTEKUTH TIEPETyMOBH, OCHOBH1 €TaIl CTAHOBJIEHHS Ta PO3BUTKY COITIAILHOTO
TaHIo. [TOpIBHSIIBHUI METOJ 3aCTOCOBYBABCS B JIOCIIPKEHHI MPH aHaji31 CIIOPTUBHO-
0aJbHOTO Ta COIJAJILHOIO TaHIIIB, IO JA€ MOXKIIMBICT, BHSBHTH BJIACHE CIUIBHI Ta
BiqMiHHI puch. CUCTEeMHHUH MiAXiJ JTO3BOJMB KOMIUIEKCHO MIIHTH A0 JOCTKYBaHOI
npoOneMaruki. BaXTMBUMH €leMEHTaMH CHCTEMHM BHUCTYIAIOTh B3a€MO3B’SI3KU  1i
YACTUH — CTPYKTYpHI €JIeMEHTH MOOyTOBOTo, OATBHOTO (POIBKIOPHOTO TaHIO. Merton
CHOCTEPEKEHHSI BUKOPUCTAHUM [Tl CHHTE3YBAHHS COLIIAIbHOTO TAHIIIO, 1110 BUSIBUB MOTO
IHTEpHAIIIOHATIBHUH XapakTep 1 BOMHOYAC 3aCa Iy HAIIIOHAILHUX 1 CTUJILOBUX TTApaMETPIB.
HaykoBa HOBM3HA: y3arajlbHEHO HAyKOBI JOCITIDKEHHS 13 COIAJLHOTO TaHIKO Yy
MHUCTETBO3HABUOMY TUCKYpci XX—XXI cT.; okpecieHo cnenugiky coriabHOrO TaHII0 Y
HOBITHIX XYJIOKHbO-MUCTEIILKUX (POpMax; YTOUHEHO MOHSATIMHO-KAaTeropiaibHUi anapar
OIMKCY colllabHOTrO TaHI0. BucHoBKHU. CollianbHUN TaHEIb K MOXTHUN Y OalbHOTO
Ta (HOIBKIOPHOTO TaHINB chOpPMyBaB CBOi BIIMOBITHI (HOPMH, SKI MaikKe 32 CTOJITHIO
ICTOPIIO PO3BUTKY BUPOOUIIH MPOCTI 1 JOCTYITHI KAHOHW BUKOHAHHSI, MAaHEPH, TIOJIOKEHHS
BUKOHABI[IB y Tapax Ta OCHOBHI CIIPOIIEHHS TAHIIIOBAIBHUX KPOKIB, 3PO3YyMLIOCTI
PUTMIYHOCTI M TWHAMIKK iX BUKOHAHHs. BiIMOBIAHO iX BUKOHYIOTH SIK Ha Oajax, Tak 1
Ha BEYOpaxX BIJMOYMHKY, B MOOYTI. 3Ba)KalOUM Ha BHIIE HaBEICHE, MOXKHA BU3HAUUTH
HACTYIIHE: COLIIAIbHUH TaHellb — TaHIll 200 TAHIFOBAIbHI CTUIII PI3HUX HAPOJIIB CBITY, SIKUMH
3aliMarOThCs B OCHOBHOMY [Tl IIPOBEACHHS JO3BULIA, CIUIKYBAHHS MIXK TTApTHEPAMHU, iX
OCHOBHA Me€Ta — JIOCSITHEHHS TO3UTHBHHUX €MOIIi, a He XopeorpadigyHoi BIpTYO3HOCTI.
Bonu maroth naTrHOaMepHUKaHChKEe KOPIHHS Ta (PONBKIOpHE MOoXomkeHHs. CorlanbHi
TaHEeIlb — 11€ HOBE CIPUIHSITTS TAHIIOBATBHOI KYJIBTYPH CbOTOICHHS, OCHOBOIO SIKOT € JIETKE
1 HEBUMYIIIEHE TAHIIOBAaHHS Oy/Ib-SIKOTO BUIY Xopeorpadii, CripsMoBaHe Ha 3a/J0BOJICHHS
€CTETUYHHUX, COIIIAJIbHUX 1 KOMYHIKaTUBHUX MOTPEO JIFONMMHY, a HE 3apaau MPOodeciitHOro
BUKOHABCTBA Y CIIOPTUBHUX JOCSTHEHb.

Knwuosi cnoea: coyianvhuti maneys, xopeonozis, xopeozpagis, MmMAaHylo8aibHA
Kyniomypa, o6anvHuil maneyb, CNOPMUSHO-0ANIbHUL MAHeYb, YONbKIOPHUL MAHEYD.
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KBUHTOCCEHIMA COIIUAJIBHBIX TAHIIEB

IlnaxoTHIOK AJIeKCaHAP AHATOJIbEeBHUY,
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KaHAUJaT UCKYCCTBOBEICHUSI,
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eab wuccaenoBaHusi —  OCMBICIUTH NOTCHUUAIBHBIE  BO3MOXKHOCTH
MPEJCTaBICHUS COIIMAIBHOTO TaHIa B YKPAMHCKON Xopeorpaduu; BeISIBUTH OCHOBHBIC
BEKTOPbl HCTOPUYECKHX YCJIOBHUH €ro pa3BUTHS KaK CaMOCTOATENbHBIE (HOPMBI
Xopeorpauyeckoro UCKyCCTBA; BBIJICIUTh U OMPEACTUTh KIIOUYEBbIE XapaKTEPUCTUKH
COILMAJILHOTO TaHIA; CPOPMHUPOBATH OIPENEICHNE TEPMUHA COIMAJBHBIN TaHell.
MeTtopnosiorusi. OOiieHayYHbIe METONbl OOBEKTHUBHOCTH, UCTOPHU3MA, CPABHEHUS H
CHUCTEMHOCTH. MeToll OOBEKTUBHOCTH M HCTOPU3MA JIaJl BO3MOXKHOCTH IMPOCIECIUTD
IIPEANOCHIIKHA, OCHOBHBIE 3TAIlbl CTAHOBJICHUS U Pa3BUTHS COLUAIBHOIO TaHUa. Meron
CpPaBHEHUSI MPUMEHSJICS MPU aHAJINU3E CIIOPTHUBHO-0AIBHOTO M COLMAIILHOTO TAHIIEB,
JlaeT BO3MOXKHOCTD BBISIBUTH COOCTBEHHO OOIITUE U OTIINYUTEIbHBIE YepThl. CHUCTEMHBIH
MIOIXO0J] TIO3BOJIMJI KOMIUIEKCHO TOIOUTH K HCCIeayeMoi mpobiemarnke. BaxkHbiMU
AJIEMEHTAMH CHCTEMBI BBICTYIAIOT B3aMMOCBSI3U €€ YaCTEeU — CTPYKTYPHBIE JJIEMEHTHI
OBITOBOTO, OATBLHOTO, (POJBKIOPHOTO TaHIEB. MeTon HaOJIOICHUS MCIIOJIB30BaH JIIS
aHaJIM3a COIMAJILHOTO TaHI[a, OOHAPY>KUJT €r0 MHTEPHAITMOHATIBLHBIN XapaKTep U B TO ke
BpEMs OCHOBBI HAITMOHAJIBHBIX U CTHJIEBBIX MTapaMeTpoB. HayuHasi HOBU3HA: 0000IIIEHBI
Hay4HBbIE UCCIICAOBAHUS 10 COUUAIBHOMY TaHILy B HCKYCCTBOBEIYECKOM UCCIIEAOBAHUN
XX-XXIBB.; 0003HaueHa CTICITU(HKA COIUATEHOTO TAHIA B HOBEHIIINX XYI0’KECTBEHHO-
TBOpYECKUX (OpMax; YTOYHEH TMOHATHIHO-KATErOpuaJbHBIM ammapar OMHCAaHUM
comuaiabHOro Taumna. BeiBoabl. ColMalIbHBINA TaHEN KaK UCXOMAIIAN W3 OaJIbHOTO
U (OJBKIOPHOTO TaHIEB CPOPMHUPOBAT CBOM COOTBETCTBYIOIINE (DOPMBI, KOTOpHIC
MIOYTH 32 CTOJIETHIOIO UCTOPHUIO Pa3BUTHUSI BBIPAOOTAIN MIPOCTHIC U JOCTYITHBIE KAHOHBI
VICTIOJIHEHUSI, MAHEPBI, TOJIOKEHUE WCIOIHUTENIECH B IapaX U OCHOBHBIC YIIPOIICHUS
TAHIICBAJIIBHBIX IIaroB, MOHSATHOCTH PUTMHYHOCTA W AWHAMHUKUA HUX BBITIOJHEHUS.
CoOTBETCTBEHHO OHM UCTIOTHSIOTCS KaK Ha 0ajlaX, Tak M Ha BeUepax OTJbIXa U B OBITY.
N3 ckazaHHOT0 MOXHO C(POPMYITUPOBATH CIIEAYIOIIEe OMPEACTICHUE: COIIMAIbHBIN TaHell
— TaHI[bl WU TAHIIEBAJbHbIE CTUJIA PAa3HbIX HAPOAOB MUPA, KOTOPHIMU 3aHUMAIOTCS B
OCHOBHOM /ISl IPOBEJICHUS JTOCyTa, OOIICHUs] MEX Ty MapTHEPAMH, KX OCHOBHAS II€Jb
— JIOCTUKEHHE TIOJIOKUTETBHBIX IMOITUH, a He Xopeorpaduyeckoit BUpTyo3HocTu. OHU
UMEIOT JJATUHOAMEPUKAHCKOE U (DOJIBKIIOPHOE MPOUCXOK ieHre. ColManbHbIN TAHEI—ATO
HOBOE€ BOCITPUSITHE TAHLUEBAIBHOU KYJIBTYPbl HACTOSIIET0, OCHOBOU KOTOPOU SIBJISIETCSA
JIETKOE U HETIPUHYKJACHHOE UCTIOTHEHUE JIF000T0 BU/IA TAHIIA C IIENBIO YIOBICTBOPCHUS
ACTETUYECKUX, COIIMAIIBHBIX U1 KOMMYHUKATUBHBIX TOTPEOHOCTEN UeIOBEKa, a HE paju
po(hecCHOHATFHOTO UCTIOTHUTEIHCTBA UITH CIIOPTUBHBIX TOCTHXKEHUH.

Knroueswviecnosa: coyuanvnvitimaney, Xopeonozis, xopeocpaghus, manyedanibHasl
KYIbmypa, 0anbHulli maney, cnopmusHo-0aibHblil matney, @QoabKIoOpHbIL maney.
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Main objective of the study is to comprehension of possible potential opportunities
forpresenting social dance in Ukrainian choreography; the identification ofthe main vectors
of the historical conditions of its development as independent forms of choreographic art;
to identify and define the key characteristics of social dance; form a definition of the term
social dance. Methodology. The general scientific method of objectivity, historicism,
comparison and system. The method of objectivity and historicism made it possible
to trace the prerequisites, the main stages in the formation and development of social
dance. The method of comparison was used in the analysis of sports-ballroom and social
dance, makes it possible to identify the common and distinctive features. The system
approach allowed a comprehensive approach to the problem. Important elements are
the interconnection of its parts — the structural elements of everyday, ballroom, folklore
dance. The method of observation is used for the analysis of social dance, has revealed
its international character and at the same time the foundations of national and style
parameters. Scientific novelty: the scientific researches on social dance in art history
research of 20-21 centuries are generalized; specifies the specificity of social dance
in the newest artistic and creative forms; the categorical apparatus of descriptions of
social dance is specified. Conclusions. Social dance to originate from a ballroom and
folk dance formed their respective forms, which nearly a hundred years of history have
developed a simple and affordable, the canons of performance, manners, the position of
performers in pairs and basic dance steps simplification, clarity of thythm and dynamics
of their implementation. According to the fact that they are performed both at balls,
and at parties of rest, and at home. From the foregoing, we can formulate the following
definition: social dance — dancing or dance styles of the different nations of the world,
which are predominantly for leisure, communication between partners, their main goal
is to achieve positive emotions rather than choreographic virtuosity. They are of Latin
American and folklore origin. Social dance — a new perception of dance culture of the
present, the main of which is easy and effortless execution of any type of dance, whose
goal is the satisfaction of aesthetic, social and communication needs of the person, and
not for professional performance or sporting achievements.

Key words: social dance chorology; choreography; dance culture; ballroom
dance; sports ballroom dance, folk dance.

AKTYyaJbHICTh TeMu JocaimkeHHs. CorlaabHl TaHIl — TOHSTTS, 110 3/a€ThCS
HOBUM Yy KaTeropiaJbHOMY CJIOBHHKY Xopeosiorii. Ta Bce XK BOHU MarOTh IJIMOOKE
KOpIHHA Y CBOili BUKOHABCBHKIM MPUPOIl, IO TMepeadadae 3arajJbHOJOCTYIHY (hopmy
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BUKOHAHHS, JICTKICTh Y BUBUCHHI Ta OBOJIO[IHHI TAHIFOBAJIbHUMHU HABUKAMH, MaCOBICTb,
110 € JJIs1 JIFOZIeH mepeayciM 3aco00M CIUIKYBaHHS Ta OOMIHY €MOIIiii, a HE eIeMEHTOM
3MaraHHs, Ha BIJIMIHY BiJl CIIOPTUBHO-OQJIBHOTO TaHIIO, BIPTYO3HOCTI BUKOHAHHS
HAPOJIHO-CIIEHIYHOT0 Ta CYYaCHOTO TAHIIIB 1 TUM O1JIbIIIe HEaKaIeMI9YHOTO, TOCKOHAJIOTO
BUKOHAHHS KJIACUYHOTO TaHIto (0aseTy). OcTaHHI B CBOIO YePry BUMAraroTh HE OJJHOTO
pPOKy (axoBoi MiATOTOBKH, MEPII HIXXK BUKOHABII OMAHYIOTh METOAMKY, BiAMOBIIHY
MaHEepy TaHIIOBAJIbHOI KyJIbTypH. MoOXHa cKa3aTH, 10 COIlaJbHUI TaHelb OUIbIIE
CrIOpiAHEHUH 13 (ONBKIOPHUM 32 CBOEIO TIPUPOJIOI0, TTOXOKEHHSIM Ta BUKOHAHHSIM.

I3 BuzHanHsIM MDKHApOIHUM OJIMIIIACHKUM KOMITETOM CHOPTHBHO-0AJIBHOTO
TaHIIIO BUJIOM CIIOPTY Ta MPU3HAYCHHSM HOTO KaHIUIAATOM JIO OJIMITIMCBKUX BHJIIB
cropty 3MiHIWIKA (HOpMY 1 3MICT Oprasizailli BUBYEHHS OabHOTO TaHII0. BianosigHo
B YKpaiHi 3apa3 CTaju MOMyJISPHUMHU caMe YPOKH COLIAJIbHUX TaHIIIB, K1 IPOXOSATh
HE CTUIBKM 3 METOK Yy4yacTi B 3MaraHHsX, a OUIbINE JJI BIACHOTO 3aJI0BOJICHHS,
OCOOHMCTICHOTO PO3BUTKY, OTPMMaHHS HOBHX eMolliid. ToMy 1 CTa€ akTyaJlbHUM
PO3YMIHHS CYTHOCTI COIIaJIbHOTO TAHITIO Y MUCTEIITBO3HABYOMY JTUCKYPC1 ChOTOJICHHS,
Oro OCHOBHHUX €TaniB (popMyBaHHS Ta BUI03MIHIOBAHHS.

AHaJi3 ocTaHHiX AociiakeHb Ta myOJikaniii. Xoua cydacHa XOpPeoJoTis
y HayKOBUX JOCII/DKEHHSAX BKE HEOAHOPA30BO 3BepTayiacs 10 NpoOJieMaTUKU
COIaIbHOT aJanTarlii TaHIIo, MPOTE 3 PO3BUTKOM TAHIFOBAJILHUX MPAKTUK BUHUKAIOTh
HOBI aCIIeKTH, OB’ si3aH1 HE JIUIIE 3 OaJlbHUM, HAPOJAHUM, CY4YaCHUM TaHIISIMU, a # 13
HEOOX1/THICTIO PO3yMIHHS HOBITHIX MPOSIBIB TAHIIOBAIBHOI KYJIBTYPH B COIIAJIbHOMY
cepenoBuil. Lleil acmexT 1e 3aaunaeTbCcsi MPAKTUYHO HE POZKPUTUM B YKPATHCHKIM
HAyKOBI MHCTeIbKO-xopeorpadiuHii aymii. [lurtanns renesm, TpaHchopmaiiii,
BUKOPHUCTAHHS OCHOBHUX MPUHIIUIIB 0aJTFHOTO TAHIIIO SIK OCHOBHU COIIJIbHOTO TAHITIO
aHaTI3yBaINCh y MpalsX TAKUX TOCTITHUKIB, 5K [1. borTomep, (2001), O. Hinir (2003),
JI. bpainoscbka (2003) Ta iH.

3a3HauuMo, 1m0 Ha (opMyBaHHs CHEHU(BIKHA COIMIaIbLHOTO TAaHII0 BEJIUKUI
BILUIMB Majid came OajbHI TaHIll. 3pO3yMiio, 10 OadbHUM TaHElb € OJHUM 13 BHU/IIB
MapHUX TAHI[IB, CHCTEMAaTU30BaHUM, YIIOPSIAKOBAHUN, KONU(IKOBaHUH, C(HOPMOBAHMIA
Ta 3aJly4eHU 10 MPOTpaMy CHOPTUBHMUX 3MaraHb. BiIMOBITHO BUKOPUCTOBYIOTHCS
TEPMIHU CIOPTUBHUMN TaHElb a00 CIIOPTUBHO-0ATLHUN TaHEIIb.

VY poboti «/IxazoBi Tani» O. JliHiIl po3misiHyIa MaHepy BUKOHAHHS TaHIIIB
13 mporpaMu 0ajbHOTO TAHINIO, 110 Y CBOi OCHOBI MalOTh J’Ka30Be KOPIHHSA. ABTOP
3BEpHYJIa YBary Ha iCTOP1l0 BUHUKHEHHS JHKA30BUX TaHIIIB, TCOPETUYHO OOTpYHTYyBajIa
X pO3BUTOK, OXapaKTepu3yBaja MOJI0KEHHS BUKOHABI[IB Y Mapi, OCHOBHI TaHI[IOBAJIbHI
na, MaHepy BUKOHaHHs. ABTOpKa 3a3HA4YMWIIA, 10 «HETOBTOPHICTH JH)KA30BUX TaHIIIB
y 1X KOJIOPHCTHII, 3aXOTUICHOCTI, MOXKJIMBOCTI IMIpoBi3allii. TiJIbKu HaBYMBIIKCH
TaHIIOBaTH, MO>KHA OTPUMATH 33J]0BOJICHHS BiJl TAHIIFOBAHHS B Iap1, HACOJIO/IXKYBATHUCh
my3ukoro» (2003, c. 3). L mymka Brano popmysitoe KBIHTECEHITIO COIlaIbHUX TAHIIIB.

OnuH 13 npoBigHUX (axiBIiiB 6ansHOTO TaHI AHIIl I1. Borromep posmisnae
KJIyOH1 ¥ OaybHI TaHI, HAWMOMMPEHINN y CBITI — comiaibHl. BiH mocmigus ix y
TPHOX acCIeKTax: KIyOHl1 TaHIIl, JIJATHHOAMEPUKAHCHK] Ta €BPOMEHChKI OalbHI TaHII.
AHami3yroun KiIyOHI TaHIl — camOa-perri, JjamOana, MepeHra, cajabca, Mam0o,
apreHTUHChKE TaHTO, aBTOp 3a3HauuB: «HemogaBHo BoHU Oyin O11bIlIe TOMYJISIPHUMHU
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B AMmepuili, Ternep ke 31 3pOCTaHHSIM 1HTEpECy J0 JTaTUHOAMEPUKAHCHKOI MY3UKH Y
BChOMY CBITI — CTaJIA 1HTEpHAIIOHATILHUMIWY (C. 6). [1]0, y cCBOIO uepry, miaTBEpIKy€
JOCTYIIHICTh COIIaJIbHUX TAHI[IB y BCIX KpaiHaxX CBITY.

Bapro 3a3naunTy, 1m0 COIiajJbHUN TaHEIb HE € YYXXUM 1 JUIsl KyJIBTYpHOTO
npocropy Ykpainu. Y kpae3nanuiil mpaii 0. Bunnnuyka «Knaiinu JIsBoBa» (2013),
NOTIpY aHai3 icTopii cTBOpeHHs KaB’sipeHb JIbBoBa B nepiox 13 XVIII ct. 1o cepennnu
XX cT., 30CcepeKeHo yBary Ha omnuci armocdepu, 1o naHyBaia y 3akjiajiax, moJaHo
XapaKTepUCTUKY TaHIIB, SIKI JIIOOWJIM BUKOHYBaTH MemikaHill micta. «TaHern OyB
yAI00JICHOI0 PO3BArol0, TaHIIOBAJIOCS MO JOMax MPUBATHUX, HA MyONIYHUX Oajax, y
TaHUOy/1ax, Ha pelyTax, MKHIKaX, y cafgax 1 muHkax» (c. 11). ABTop HaBiB iICTOpUYHI
dbakTH iCHyBaHHS MICBKMX TAaHIFOBAIBPHUX MaijgaH4YMKIB JIbBOBa, Ji¢ BIAMOBIIHO
TAHIIOBAJIM MOJHI Ha TOH 4ac coliaibH1 TaHI.

Meta gocJiaKeHHs:

- OCMHCJIMTH MOXJIMBI TOTCHIIWHI TUIONTMHU TPEJCTaBICHHS COIIaJbHOTO

TaHIIIO B YKpaiHCHKIN Xopeorpadii;

- BHUSIBUTU OCHOBH1 BEKTOPH JI0 ICTOPUYHHUX YMOB HOTO PO3BUTKY SIK CAMOCTIHHI

ocepeaKu XopeorpadgiyHOro MUCTEIITRA;

- BUJUIUTH 1 OKPECIUTH KITFOYOB1 XapaKTEPUCTUKH COIIATBHOTO TaHIIIO;

- copmyBaTu BU3HAYCHHS TEPMIHY COLIIAIbHUM TaHEIIb.

Buxiaan ocHoBHoro marepiany. CorianbHuii TaHenmb XX CT. 3aKJaJaBcs
Ha OCHOBI €BPOINENUCHKOTO TaHIo, kUil y 1920-1940-x pp. cuHTE3yBaBCsS 3 HOBOIO
JHKA30BOI0 aMEPUKAHCHKOK MY3WYHO-TAHIIIOBAJIBLHOIO KYJIbTYpor0. Bennka KibKiCTh
COIIIAIbHUX TAHI[IB MalOTh ad)poaMepUKaHChKE, JTATUHOAMEPUKAHCHKE «KOPIHHSY. Y
MIMPOKOMY PO3YMIHHI COIIaJIbHUM TAHIIEM MOXKHA Ha3BaTU OyJlb-SIKUI pO3BaKAIbHUIMA
TaHellb, KU MOXKHA TAHIIOBAaTHM Ha Beuipkax, Oajax, y TAHIIOBAJbHUX 3ajlaX 4H
CaJIOHaX, Ta i He TUTbKH TYT, 1 CIUIbHI CBATKYBaHHS a00 BUI3M HA MPUPOJLY TOIIO.

CorlanpHi  TaHIl TOTPIOHO PO3DISATH  SK PI3HOBHJI TMAPHUX TaHIIIB,
YIOPSIKOBAaHUX Ta KOAM(DIKOBAHUX JUIsl JOCTYITHOTO BUKOHABCTBA Ta BUBUYEHHS, IO
BUOKPEMUJIUCS 13 OAIIBHOTO Ta (DOIBKIOPHOTO TAHINB. A MPOILIECH iIXHBOTO PO3BUTKY
i1 hopMyBaHHS TEXHIYHUX KaHOHIB YTBEPAUIIU CBOEPIIHY €BPOINEHCHKY TaHIIOBAIbHY
IIKOJTY COIIaIbHOTO TaHIIIO.

[Ile y apyrii nmonoBuHi XIX cT. y mparii BiJOMOT0 0€ChKOTO BHKJIaa4ya TaHITIO
A. Hopna «['pamaruka TaHIIOBAJIBHOIO MHCTENTBa 1 xopeorpadii» (2011) (mepre
BujianHs 1890 p.) 3a3navanocs: « TaHIl 3a3BUyaii MOAISIOTHCS Ha JBA TOJIOBHI PO3ILIH:
CaJIOHHI TaHIII 1 TaHIIi, IO BUKOHYIOTHCS Ha CIieH1» (C. 43), 1HaKIIIe KaXXy4u, Ha TaHII,
10 BUKOHYBAJIKCH Y TTOOYTI (coItianbH1), 1 0aneTH TaHIIl.

VY 20-30-x pp. XX ct. y Benukiit bpurtanii npu KopoiiBCbKOMY TOBapUCTBI
BUMTEJIIB TAHIIiB OYyJI0 yTBOPEHO crieiaibHy Pajy 3 6anbHuX TaH1iB. AHTTINCHKI (haxiBIii
PO3MOYaIN CTaHIAPTU3YBAHHS TAKUX TAHIIIB, SIK TAHTO, BAJIbC, IIBUJIKUI Ta OBUIHHUIM
doxcTporu. Tak moyanu BU3HAYATH «KOHKYpCH1» OanbHi Tanmi. Y 30-50-x pp. XX ct.
KUTbKICTh KOHKYPCHHUX OaJTbHUX TAHIIIB 30IBIINIIACS 32 PaXyHOK JATHHOAMEPUKAHCHKOT
nporpamu (cam0Oa, ya-ya-ua, pym0a, nacogo0ns, mxaiiB) (Illapukos, 2013, c. 105). Le
3yMOBWJIO BUOKPEMJICHHSI BEJTMKOI KIJTBKOCTI TaHIIOBAJIIbHUX KITyOiB, Jie 30UparoThCs
[IAHYBAJIbHUKU COIIaJIbHUX TAaHIlB, fAKl MPAaKTUKYIOTh OpraHi3aiil0 He TIJIbKH
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TaHIFOBAJIBHUX BEUOPIB, a ¥, HAIPUKJIIAJI, TAHI[IOBAaHHS MPOCTO HeOa Ha TUIONII MICTa.
[To6igHOTO XapakTepy 3axoau CHpusiau (POpMYBaHHIO TICHOI B3a€MOJII CyCHUIbCTBA
3 TAHIEM Ta 3pOOUITH MOTO JOCTYIMHHUM 1 IeMOKpaTHIHUM. OCOOIMBO CHOTO/HI, KOJIH
OUIBIIICTh HACENIEHHS 3MYIIIEHA BEJIUKY KUIBKICTh CBOTO Yacy MIPOBOAMTH HA POOOTI, a
Ha BIIMOYMHOK, 3MIHY CBOET AiSTILHOCTI HOTO HE BUCTAYAE.

Jlo corianbHUX BITHOCATHCS TAHIIOBAIBHI CTHII Oararbox KpaiH CBITY, ajie BCi
PEKOPIU TIOMYJSAPHOCTI 0’IOTh TaHIll JAaTHHOAMEPUKAHCHKOTO IMOXO/KCHHS, a came:
cajbca, Obauara, MEpeHre, perreToH Ta 1H. — OUIBIIICTD JIIOACH MPUXOJUTh HA YPOKH
COLIAJILHUX TaHI[IB, a0M HaBYNTHUCS TAHIIOBATH CaMe iX.

Ha BigmiHy BiJl CIOPTUBHO-O0QIBHUX TAHIIIB, IO MOAIISIOTHCS HA JABI IPOTPaMHU
— CTaHJIAPTHY 1 JIATHHOAMEPHUKAHCHKY, IO KOXKHOI 3 TPYN BXOMASTH MO II’SITh TaHIIIB:
BaJIbC, BIJICHCHKUH BaJibC, (POKCTPOT, KBIKCTEM Ta TAHTO — JI0 CTaHJAPTHOI MPOTPAMU;
cam0a, ya-ya-4a, pym0Oa, nacojo0ib, JHKaiiB — J0 JIATHHOAMEPUKAHCHKOI TIPOTPAMH.
OxkpeMo BUIUISAETHCA MPOrpamMa, Ky BUKOHYIOTh Ha 3MaranHsax B Amepwuin i Kanani,
a caMe aMepuKaHCbKa «IUIaBHa» IMporpama (BajbC, TAHTO, (POKCTPOT, KBIKCTET,
BIJICHCHKHUI BaJIbC) 1 aMEpPUKAaHChKA pUTMIYHA MporpaMa (4a-da-ya, pym0a, icT-KoycT,
6omepo, mam60) (borromep, 2001; bpaunosckas, 2003; Henexko, 2008). Jlns Hux
TaHElb XapaKTePU3y€eThCS CBOEIO IEMOKPATUUHICTIO MPYU BUKOHAHHI, III0 POOUTH HOTO
HEHMOBIPHO MAaCOBHM 1 JIOCTYITHUM JIJIs1 XOpeOorpadi4HO HEIiITOTOBICHO1 JIFOIUHHU.

DoNBKIIOPHE MOXOKEHHS COIIAIBHOTO TAHIIIO MATBEPKYE TOM (hakKT, 110 Maiike
KOKHa KpaiHa CBITY BOJIOJIE€ CBOIM BiacHUM corianibhuM TaHiem (Llops, 2011, c. 43).
Came ai1s1 ykpainchkoi moOyTOBOI TaHIIOBaIBHOI Ky abTypu XIX cT. Oyiio mputaMaHHUM
TAHIIOBATH y KaB’SIPHAX, J€ BUHAMalM OpIaHCEPOK, SIKI OTPUMYBAJIM CBIM BIJICOTOK
BIJl paxyHKIB, IO OIUIAYyBaJMd TOCTI 3aKjajay, B OKPEMHUX KaB SApHSIX BHUHAWMAaIH
dbopmancepiB, SKi 3aMpoITyBaJIM JI0 TaHIIO NaHsSHOK (Bunnuuyk, 2013, c. 23). Hepiako
HUMU OyJIM MOJIOA1 CTY/ICHTH, SIK1 BOJIOJILTH TIPOCTOIO TEXHIKOO TAHIFOBAHHS, TUM CAMHUM
3apo0uisiu co01 Ha IPOKUTTS. CBOTO Yacy BIIOMUN YKPATHCHKUIM MMCbMEHHUK-HOBEIICT
CEeJITHCBKOTO TIOXO/KEHHS, TaJlaHOBUTAa OCOOHWCTICTh 13 ['ammumam Bacuime Trauyk
(1916-1944), y ctynentcbki poku 0yB hopaancepoM, 1ie Oylia Horo nepiiia Ta i Haiieria
npodecis (Tam camo, ¢. 34). BnpaBaicTs dopaancepok 1 hopaaHcepiB Bia3HAYATACA 111E
1 TUM, 1110 BOHU MOIJIM IIBUJIKO HABYUTHU MapTHEPA MOJIHUM TaHIsIM TOro 4acy. Hepinko
IPOCTI CEJISIHU, SIK1 TOPTYBAJIM B MICTaX 1 OTPAIJISUIA Y PO3BaXKaJIbHI 3aKJIa]I1 — KaB ApH,
pecropaiiii, a00 MOTJIM 32l TH JI0 TAHIFOBAJILHOTO 3Ty «JIaHCIHTOBHX JIbOKAJIIBY, Jic OyB
HEBEJIUKHUI OPKECTP, MOTIIM BXKE MICTST KUTBKOX CIPOO TAHIIOBATH MOJHMI Ha TOM Yac
aHMIACHKUIA TaHelb JamoepT Bajk (Tam camo, c. 34).

Sk 3a3navana M. [lacTepHakoBa, HAPOAHHI TaHEIb, KOJIM HOTO TIepeiMay BUIII
CYCITUJIbHI Ta MICBKI BEPCTBH, CTaBaB HallIOHAIILHUM, HAIIPUKIIAJl, B YKpaiHl KOJIOMUIIKa,
KO3a4OK, y TOJISIKIB KPaKOB’SIK, a KOJIM 1X ajanTyBaJid TEX 1 1HII HApOAU, TOII BOHH
CTaJId 3arajbHO TOoBapUChbKUMU (corianbHumu. — O. [1.) MDKHApOIHUMH TaHISMU, SIK
YyechbKa MoJIbKa, MOJIbChKa Mazypka, HiMellbkuii Basibe Ta iH. ([lacTteprnakona, 1963, c. 40).

VYKpaiHChbKu# cOIladbHUN TaHelb 37100yB CBOIO HOBOTO PO3BUTKY 1 3HAUCHHS
B iMmirpamii. Ilepecenenni no Kanaam npuBesnu He TiIIbKK MOOYTOB1 3BUYKH, a i
€CTeTUYHI Ta KyJbTypHI1 Haj0aHHd, ajpke ['annunna 1 bykoBuHa, 3Biiku Oyia Benuka
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XBWJISL iMMirpallii, Oynu GaratuMu Ha (QOJBKIOPHI TPAIUIli, B SIKUX BUXOBYBAIUCS
monau 3 qutuHeTBa (Haraueckmit, 2001, ¢. 78). Bxxe y Kanaai mromau, ocenuBIINCH
y CeJMIax Ta MicTaxX, 00 €HYBaJINCh Y TpOMajJH, BUHAWMaIW MPUMIIIEHHS a0o
CTBOPIOBAJIM HalllOHAJIbH1 OCEPEIKH, TIOTIPH CITIIKYBAHHS BOHU TAHITIOBAJIA KOJIOMUKKH,
KO3auKH, KaJpuJil, apkaH, TyIyiaky Ta iH. Lle Oynu 3BUuaiiHe mpocTe TaHIIOBAHHS Y
HEILHUN JICHB ITICJISI CTY>KOH B 1IepKB1, a00 TaHITI ITi/1 9ac 0OPSTOBUX JIHCTB 13 ITUKITY
KUTTS JTIOAWHU: BECLIUISI, XPECTUHH, YPOJIUHM, a00 TaHIll, TTOB’sA3aH1 3 KaJeHIapPHOIO
oOpsIOBICTIO BECHH, JiiTa, oceHl, 3umu (Harauesckuii, 2001). Penepryap moOyToBo-
COITiaJILHOTO TaHIIIo emirpariii B Kanaai BogHouac 30epiraB 1 HOCTIHHICTD, 1 3MIHHICTb.
Jlesxi (opMu TaHIIO MPOMOBKYIOTH TAHIIOBATH aX JO KiHI XX — moyatky XXI
CT., 1HIIII BTPAYaroTh MOMYJISPHICTH 1 BUXOIATH 13 Moau (Tam camo, c. 167). Ta came
YKPaATHCBKHUI COLIAJIbHUM TaHelb YKPaiHCHKHUX IMMITPAHTIB 3700yB 3MICTOBHOTO
HABaHTAKEHHS SIK O3HAKa YKPATHCHKOI €THIYHOT TPUHAJIEKHOCTI.

Cooroani B VYkpaiHi TONpPU BEIMKY KUIBKICTh TaHIIOBAJILHUX OCEPEIKIB,
aMaTOpPChKUX aHCaMOIIB TaHIIO PI3HOI HAIPaBICHOCTI BIJKPUBAIOTHCS KIIyOH
YKpaiHCBKOTO HApOJHOTO COINIaJbHOTO TaHII0 I yCiX OakarounmX, OCHOBHUM
JIEB130M JisSTIbHOCTI SKHX €: «CoIllaJbHUM YKPaiHChbKUN TaHEIb IS JIoAeH 13 Oy/ib-
SIKOYO TT1JITOTOBKOIO 1 OY/Ib-SIKOTO BiKYy». [laHMii (hakT BU3HAYA€E COIiaIbHUN TaHEIb SIK
BKJIMBHM YMHHUK COIIIaTI3al1i1 JIFOIUHH B CyCH1ILCTB1, BU3BHAYEHH1 HOTO HAI[IOHAIBHOT
PUHAJICKHOCTI Ta aJanTallii 10 BEJIUKOI KIJTbKOCT1 HAMCYYaCHIIINUX BILIMBIB IHO3EMHHUX
CYOKyIBTYD.

Ha cporomni MoHa BiA3HAYUTH, 10 HU3Ka COIIaIbHUX TaHIB MalOTh y cOO1
aCNEeKTH MUCTEIBKOTO 3HAUEHHS, OCKUIbKM IX TaHIIOIOTh HE TUIBKU JJIsi PO3Baru
W 3a70BOJICHHS y BUIBHUM BiJl poOOTH dYac: Ha OajaxX, Be4opax, TAHI[IOBAIBHUX
MalaHYMKaX, a TAKOK BUKOPHCTOBYIOTh y CIEHIYHOMY MHCTEITBI, TOOTO B TeaTpi,
KiHO, Ha TenebaueHHl. Hepinko MoxHa moOaYMTH 3pa3Kd COIIAJIBHOTO TaHII Yy
CydacHUX OaJIeTHHX MOCTaHOBKaX. Lle Moxke ciyryBaTu acreKkToMm ISl MOJaJIbIIoro
HAYKOBOTO JIOCJ1KCHHS.

HaykoBa HOBH3HA: y3araJbHEHO HAyKOBI JIOCIIIKEHHS 13 COIIaIbHOTO TAHIIIO Y
MUCTENTBO3HABUYOMY IUCKYpCci X X—XXI cT.; oOKpeciieHo crenudiky CoIiaabHOTO TAHITIO
y HOBITHIX XyJIOXHBO-MHUCTEIBKUX (POpMax; YTOUYHEHO IMOHSATIHHO-KATEropiaibHUMA
armapar Omucy COIaJIbHOTO TAHIIIO.

BucnoBku. OTke, collaJbHUNA TaHElb SK NOXIAHHM Big OajJbHOro Ta
bonbKIOpHOTO TaHIB cOPMYBaB CBOI BIJMOBIIHI (POPMHU, SKI MaiyKe 3a CTOJITHIO
ICTOpII0 PO3BUTKY BHUPOOWJIM MPOCTI 1 JOCTYIHI KAaHOHW BHUKOHAHHS, MaHEpPH,
MOJIO)KEHHSI BHKOHABIIIB y IMapax Ta OCHOBHI CHPOIICHHS TAHIIOBAJIBHUX KPOKIB,
3PO3yMiNIOCTI PUTMIYHOCTI i JMHAMIKM iX BUKOHAHHS. IX BUKOHYIOTH fK Ha 0ajax,
TaK 1 Ha BeUOpax BIAMOYMHKY, B MOOYTI. BiIMOBIAHO 10 BHUIE CKa3aHOTO MOXKHA
HABECTH HACTYIIHE BHM3HAYCHHsS: coIliajgbHI TaHIi (aHmI. social dance) — TaHIi
a00 TaHIIOBAJIbHI CTWJI PI3HUX HAPOJIB CBITY, SKUMHU 3aWMalOThCSI B OCHOBHOMY
JUIsL TIPOBEACHHS JO3BLUISI, CIUIKYBaHHS MIDK IapTHEpPamMH, iX OCHOBHAa MeTa —
JOCSITHEHHS MO3UTUBHUX €MOIIiil, a He XopeorpadiuHoi BipTyo3HOCTI. BoHU MarOTh
JaTUHOAMEPUKAHChKEe KOPIHHS — MEpEeHTa, cajbca, 0ayara, MEpeHre, perreToH, TaHTo
Ta 1H. 200 (HONBKIIOPHE MOXOKEHHS — TOJIBKH, BAJIbCH, KOJJOMUKKH Ta 1H. ColianbHui
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TaHeIb — 11€¢ HOBE CHPHUHATTS TAHIIOBAJIBHOI KYJIBTYPH ChHOTOJCHHS, OCHOBOIO SIKOT
€ JIeTKEe 1 HEeBUMYIICHE TaHIIOBaHHS OyIb-IKOTO BHIY Xopeorpadii, cripsMOBaHE Ha
32/I0BOJICHHS €CTETHYHHMX, COIlaJJbHUX Ta KOMYHIKAaTUBHUX IOTPEO JIOAWMHU, a HE
3apaau MpodeciiHOro BUKOHABCTBA UM CIIOPTUBHUX JOCATHEHbD.
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The purpose of the research is to reveal the features of the development
of modern dance in Ukraine in the period from the late 1990s to the beginning
of the 2010s. Methodology: historical-chronological and biographical
methods, stylistic analysis, and semantic analysis made it possible to carry out
scientifically objective research. Scientific novelty: for the first time a wide
range of phenomena in the development of modern dance in Ukraine has been
systematized. Conclusions. As well as in other countries of the post-Soviet
space, during the 1990s, the phenomena of contemporary dance in Ukraine
took place in the context of information hunger and conceptual confusion. In
the conditions of the conservative state of professional theatrical dance, until
the 1990s, the hubs of the plastic experiment were sports, drama theater and
children’s dance. Clarity and certainty of the directions of the development of
contemporary dance in Ukraine began to appear only after a number of dancers
passed through training courses of European and American teachers. The most
noticeable and stable phenomenon in the researched field since the mid-2000s
was the activity of the theater “Kiev Modern Ballet”. The fact that the work of
this theater in its aesthetics is much closer to ballet art than to contemporary
dance is indicative. Similar facts can be observed during the development of
contemporary dance in Eastern Europe in the 1980s — the 1990s. This stage of
the research prepares the study of the work of Ukrainian dancers beyond the
connection with the ballet theater, and in the context of the development of
Western contemporary dance.

Key words: choreography, contemporary dance in Ukraine; contemporary

ballet.
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CTAHOBJIEHHS TA PO3BUTOK CYUYACHOTI'O TAHIIIO B YKPAIHI

Manmmiain Oaexkcanap OJiekcaHapoBHY,
https://orcid.org/ 0000-0002-6025-9626
BUKJIaJa4,
KuiBchkuil HaIllOHAJIbHUM YHIBEPCUTET KYJABTYPH 1 MUCTEIITB,
KwuiB, Ykpaina
manshylin@gmail.com

Merta nocJiizKeHHs1 — BUSBUTH OCOOJMBOCTI PO3BUTKY CYyYacHOTO TaHIIO B
VYkpaini y nepion 3 kinug 1990-x o nouarky 2010-x pokiB. MeTomoJ10risi: iCTOPUKO-
XPOHOJIOT1YHHUIA Ta O10TpadiuHMif METOU, CTUITICTUYHHIIN aHalli3, CEMAaHTUYHUHN aHai3
JI03BOJIUITY MIPOBECTU HAYKOBO 00’ €KTUBHE AociikeHHs. HaykoBa HOBU3HA: BIiepIe
CUCTEMATH30BAHO ITUPOKE KOJIO SIBUIIT Y TPOIIEC1 PO3BUTKY CYy4aCHOTO TAHITIO B YKpaiHi.
BucnoBkn. Tak camo, K 1 B IHIIMX KpaiHax MOCTPAISIHCHKOTO MPOCTOPY, MPOTITOM
1990-x pp. siBUIIIa Cy4aCHOTO TaHITIO B YKpaiHi BiIOyBaJIMcsS B yMOBax iH()OpMaIliitHoro
roJIOAYy Ta TOHATIWHOI MIyTaHWHU. B ymoBax 3akoHCEpBOBAHOCTI TpPodeciitHOro
TeaTpaJbHOTO TaHIIO0 10 1990-x pp. MPUXHUCTKOM IUTACTHYHOTO €KCIIEPUMEHTY Oyiu
CIIOPT, IpaMaTUYHUN TeaTp Ta IUTAYUN TaHellb. SICHICTh Ta BUSHAYEHICTh HAMPSMKIB
PO3BUTKY CYYaCHOTO TaHIIO B YKpaiHi ModJaia MPOSIBISATUCS TIIBKU TOM1, KOJH JEsKI
TaHIIBHUKU MPOUIILIA KypCHU HAaBYaHHS B €EBPONEHCHKIX Ta AMEPUKAHCHKUX BUKJIA1aviB.
Hait6ip1r moMiTHUM Ta CTaOLIBHUM SBHUINEM Y TOCTIKYBaHIA MapWHI 3 CepeauHu
2000-x pp. crana aisuibHICTH TeaTpy «KuiB mogepu-6aner». Toi axT, 110 moCTaHOBKH
IILOT'O TEaTPy 3a CBOEIO €CTETUKOI0 HabaraTo OJk4i 10 6aJIETHOTO MUCTEITBA, HIXK 110
CYy4acCHOTO TAaHIIIO, € TTOKA30BUM. AHaJIOT14H1 ()aKTU MOKHA CIIOCTEpIraTu y mporieci
PO3BUTKY Cy4acHOTO TaHINO B kpainax CximHoi €Bponu mpotsirom 1980-1990-x pokis.
Jlanuit eram JOCHIJKEHHSI TOTY€ BUBYECHHS POOOTH YKpaiHCHKMX TaHIIIBHUKIB 1032
3B’sI3KaMH 13 OaJIETHUM TeaTpoM, aje y KOHTEKCTI PO3BUTKY CYyYaCHOTO 3aXiTHOTO
TaHIIIO.

Kniouoei cnosa: xopeozcpagis,; cyvacnuii maneys 6 Yxpaini, cyuacuuii baiem.

CTAHOBJIEHUE U PA3BBUTUE COBPEMEHHOI'O TAHIIA B
YKPAUHE

MaHmUJINH AJIEeKCAaHAP AJIEKCAHAPOBUY,
https://orcid.org/ 0000-0002-6025-9626
IIPEIOAABaTEb,

KueBckuil HallMOHAIBHBIM YHUBEPCUTET KYJIBTYPbI U UCKYCCTB,
Kues, Ykpanna
manshylin@gmail.com

Heab wucciaenoBaHusi — BBIIBUTH OCOOCHHOCTH PAa3BUTHS COBPEMEHHOTO
TaHIa B YkpauHe B nepuoj ¢ koHua 1990-x go navana 2010-x rogos. MetoaoJiorus:
UCTOPUKO-XPOHOJIOTHYECKUNM 1 OMOTpapUIeCKuii METObI, CTUIMCTUYECKUN aHAIIU3,
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CEMaHTUYECKHUI aHaliu3 MO3BOJMIA MPOBECTH HAYYHO OOBEKTHUBHOE MCCIIEIOBAHHE.
Hay4yHast HOBU3HA: BIIEpBbIE CUCTEMATU3UPOBAH IIUPOKUHN KPYT SIBJIEHUU B POLIECCE
pPa3BUTHUSI COBPEMEHHOIO TaHIa B YKpanHe. BoiBoabI. Tak ke, Kak U B Ipyrux CTpaHax
MOCTCOBETCKOTO MPOCTPAHCTBA, B TeueHue 1990-X rr. ABJIEHUS COBPEMEHHOTO TaHIA
B YKpauHE MPOUCXOJWIM B YCIOBUAX HH(DPOPMAIIMOHHOTO TOJ0Aa M TOHSITHIHON
nyTaHUIbl. B yCcIoBUsSX 3aKOHCEPBUPOBAHHOCTU MPOQPECCUOHATBHOTO T€ATPaTHHOTO
taHna 10 1990-x rogoB MpUCTaHUIIIAMY TIJIACTHYECKOTO AKCIIEPUMEHTA OBUIA CIIOPT,
JpaMaTUYE€CKUN TeaTp M JIETCKUK TaHel. SICHOCTh U OINPEIECIEHHOCTh HalpaBICHUN
pPa3BUTHSL COBPEMEHHOIO TaHIa B YKpauHE Hayaja MpOSBIATHCS TOJBKO IOCIIE
IIPOXO’KICHUS PSIJIOM TAHIIOBIIMKOB KypPCOB OOYYEHUS y €BpOIEHCKIX U aMEPUKAHCKUX
npenonapareneir. Hanbonee 3amMeTHBIM W CTAOWMJIBHBIM SIBIICHHEM B HCCIIETyeMOM
cepe ¢ cepequnnl 2000-X ro10B cTana AeATEILHOCTh TeaTpa «KueB MoaepH-0amery.
Tot ¢axkt, uTo pabOTHI 3TOTO TEaTpa MO CBOEH ICTETUKE ropasao OJauxke K OaTeTHOMY
UCKYCCTBY, YEM K COBPEMEHHOMY TaHILy, SIBJISIETCS MOKAa3aTEIbHbIM. AHAJIOTUYHBIE
(hakThI MOXKHO HAOTIONIATh B XOJI€ PA3BUTHsI COBPEMEHHOT'0O TaHI[a B cTpaHax BocTounoi
EBpornbi B 1980—-1990-¢ roasl. JlaHHbIN 3TaIl HCCIIEIOBAHUS TOITOTABIIMBAET N3YUECHUE
paboThl YKPAaMHCKUX TAHIIOBIIMKOB BHE CBSI3M C OQJIETHBIM TE€AaTPOM, a B KOHTEKCTE
Pa3BUTHS COBPEMEHHOTO 3aMaIHOTO TAHIIA.

Knioueewie cnosa: xopeoepaghus, coepemennslii maney 8 Ykpauue, cO8pemMeHH bl
banem.

Actuality of the research topic. Watching the development of the contemporary
dance community in Ukraine, discussing this process with colleagues from East
European countries, one often has to face the constant problem — the lack of interest
of Ukrainian professional art critics to Ukrainian contemporary dance. Most often, the
following argument is given as the reason for such indifference. It is admitted that from
time to time, separate works of contemporary dance created by Ukrainian artists appears
to the Ukrainian audience. Some of them really deserve attention. However, these
phenomena are rare, the authors produces works irregularly and it seems problematic
to follow the work of the individual author during any significant period of time with
the example of at least six or seven works. Thus, the need to trace the processes and
phenomena of Ukrainian contemporary dance is obvious.

Analysis of recent research and publications. Productive attempts to research
art history processes of development of contemporary dance in Ukraine as a whole has
still not been undertaken. A number of articles are devoted to the work of particular
groups or authors. It should be noted the texts of Larisa Babiy (Where is the place for
body-memory in public discourse?) (Babii, 2016), Mariana Matveichuk (Shevchenko.
Fatigue (performance of “TanzLaboratorium”) (Matveichuk, 2014) and other analytical
articles of “TanzLaboratorium” participants, dedicated to the work of this group. Several
texts devoted to certain aspects of the work of Ukrainian dancers were provided by the
author of this study for publication in foreign journals (International projects of (with)
Ukrainian contemporary dance groups (individuals) 2010-2017). The function of the
relatively systematic journalistic tracing the magazine “Dance in Ukraine and in the
World” was carrying out from 2011 to 2016.
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The purpose of the research is to trace and describe the processes and phenomena
of contemporary dance in Ukraine from the late 1990s to the early 2010s.

In the Ukrainian dance community, there was always the conviction that
contemporary dance exists and develops in our country. This conviction was supported
by the section “contemporary choreography” in the program of ballet competitions, as
well as those dance styles and forms that were offered in children’s amateur groups and
which could not be fully attributed to either classical or folk-stage dance. Another sign
of the style was music: it was believed that an uniquely matched phonogram turned
any choreography into a work of contemporary dance. In addition, the confusion in the
concepts contributed pop genres such as backing dances or PJing in nightclubs.

In the late 1990s and early 2000s, some higher education institutions already
offered «contemporary dancey» as a future profession. However, boys and girls, having
chosen this specialty, had a very vague idea about the subject, and this confusion often
did not become clear up even after graduation.

In 2001, specialists with higher education in “contemporary dance” were trained
by the Kherson State University, the Kiev National University of Culture and Arts,
the State Academy of Government Managerial Staft of Culture and Arts, the Kharkov
State Academy of Culture, the “International Slavic University”. At the same time, the
professional environment consisted of several unrelated phenomena:

—since 1996 in Kiev, under the direction of Aniko Rekhviashvili, the theater of
contemporary choreography “Aniko Ballet” has worked;

—since 1998, in Dnipropetrovsk, the process of organizing dancers around Elena
Budnitskaya and Marina Lymar has begun;

—1in 1999 in Kiev, Larysa Venediktova began publishing the magazine “World of
Art” and created a group “TanzLaboratorium”;

—1n 2000, Lyudmila Mova organized a dance and movement laboratory “Maluma
& Takete” in Kyiv.

It is generally accepted that in countries with a developed ballet theater, the
modern dance movement usually grows very slowly. For example, Merce Cunningham
called the situation with dancing in France in the 1960s as “pinned to classicism”
(Michel M. & Ginot 1., 2002, p. 175). However, one of the most powerful impulses for
the development of New Dance in France took place just at the Paris National Opera,
when in 1974 Carolyn Carlson, an American dancer from the Alwin Nikolas Company
was invited to the post of “Choreographer-Etoile” (Les saisons..., 1997, p. 8).

None of the six Ukrainian state theaters of opera and ballet (from west to east:
Lviv, Odessa, Kyiv, Dnipropetrovsk, Kharkiv, Donetsk theaters) has not yet decided
to admit to work “‘stranger”. The most radical experiments in the environment of the
ballet theater managed to make Radu Poklitaru. In 2002 he created his own version of
“Carmen Suite” in Odessa and the evening of one-act ballets: “Pictures at an Exhibition”
by Mussorgsky and “Rite of Spring” by Stravinsky in Kyiv.

Performances by Alla Rubina at the Kharkov Opera and Ballet Theater (“The
Rite of Spring” (1999) and “Petrushka” by Stravinsky (2000)) and Aniko Rekhviashvili
at the Kiev National Opera (“Vienna Waltz” (2001) by J. Strauss (father), J. Strauss
(son), Josef Strauss and “Daniela” (on on M. Chemberdzhi’s music) were made more
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in traditional (ballet) way.

Changes were happening outside the ballet theater.

Alla Rubina, who graduated from Kiev State Choreographic College and worked
as a ballet dancer in Odessa and Kiev for ten years, left the theater in 1975 and began
working as a choreographer for sports acrobatics and gymnastics. She immediately
had to forget the ballet aesthetics. The search for tools based on completely different
vocabulary of movements had began. Then there was figure skating, and again the
learning of an unfamiliar language, the desire to speak out on it. Rubina had to learn to
refuse the temptation to impose her own choreographic ideas. Instead, she developed
the ability to understand the nature of the performer and develop his capabilities.

Rubina worked with athletes for twelve years, and it was an experimental work,
something fresh, unexpected and surprising was needed all the time. One could compose
a technique, a school from Rubina’s finds, but she was never carried away by the idea
of ordering and compiling a stable “language”. Her method of creation is different:
she offers the artist a detailed artistic analysis and gives an opportunity to get carried
away playing with it. If Rubina talks about some successful work, she will never say
“I created the dance”, but she will share her impressions about the creative process,
interaction with the performer.

Rubina never had her own company. In 1982, she created her first ballet “The
Circle” based on Shakespeare’s “Hamlet”, on Shostakovich’s music for the artists of
the Kiev Opera and Ballet Theater (Hamlet was danced by Sergei Lukin, Ophelia and
Gertrude by Lyudmila Smorgacheva). From 1982 to 1986, Rubina choreographed for
performances of the Variety Theater and Music Hall. From 1989 to 1995 she worked
at the Jewish musical and drama theater “Mazltov”, where she assembled a company
of ten ballet dancers and created performances “Path”, “Mikhoels”, “Small-town
extravaganza”, “Freilekhs” (Cranumesckuii, 2008, p. 290). Then performances in the
Musical Theater for Children and Youth: the ballet “May Night” (1994) (based on
Gogol, to the music of Stankovich), opera-ballet “Child and Magic” (to the music of
Ravel). Also the dance performance “Anna Frank™ (2004) with the pupils of the school
“Parostok” in Poltava, the ballets “Chosen of the Sun” (2008) in the folklore ensemble
“Kalina”, “Carmen Street” (2005) for the students of the children’s dance school
“Kiyanochka”, folk-opera-ballet “Fern Flower” (2003) in Grigory Verevka Chorus and
many other works. In 1994 and 1996 Rubina won the nomination “choreographers” of
Serge Lifar Contest, she was awarded several times the theatrical prize “Kyiv Pectoral”
for the plastic decision of dramatic performances.

In 2001, she created dance performance “The Incredible Ball” by the actors
of the Lesya Ukrainka Russian drama theater. The word “modern dance” flashed in
the newspaper reviews, although Rubina simply decided once again to approach the
potential of artists with whom she had worked for several years (bpexan, 2001).
Actors, like colorful glasses, twirled in common dances, and then froze in the tracery,
against which one character or a history of relationships glinted in different colors. The
music of “The Incredible Ball” was assembled from separate three-four-minute tracks
(Nino Rota, Renee Aubrey, Goran Bregovic), mise-en-scenes were also connected by
collage. But as a result, separate emotions joined together, resonated with each other,
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intensified, and there was the impression of a snowball rolling down the mountain.

Today Alla Rubina continues to work: conducts rehearsals, creates dances
for students of the Kiev Choreographic College, creates choreography for drama
performances, teaches composition for students of the Univercity of Theatre and the
University of Culture and Arts. And she continues to study her self, she tries not to miss
interesting events, whether it is a premiere of a dance performance, workshop of an
interesting teacher or performance at the Contact Improvisation Festival.

In 1996, Aniko Rekhviashvili, together with the students of the folk choreography
department of the Kyiv Institute of Culture, organized a theater of contemporary
choreography “Aniko Ballet”. Therepertoire of the company consisted of concert dances,
which compiled the program “Italian Album”, and several one-act ballets (Vivaldi’s
“Four Seasons”, Ravel’s “Bolero”, “Rondo” to the music of Gian Reverbery). In 2000,
“Aniko Ballet” together with the percussion orchestra “Ars Nova” (head of Georgy
Chernenko) created the program “New Day”. The company was institutionalized at the
Kyiv University of Culture and Arts, having formed the department of contemporary
and classical choreography.

Aniko Rekhviashvili was trained in dance studio at the Pavlo Virsky Folk
Dance Ensemble. However, the vocabulary of classical and folk-stage choreography
became for her only the building material from which her author’s style emerged. The
lyrical nature of ballet adagios or the cheerfulness of Virsky’s compositions are not
immanent in her style, she prefers complicated rhythms and extremely fast tempos.
The choreographer is not satisfied with the smooth and internally logical overflows of
one movement into another, she needs sharp changes of angles, fleet feet technique,
an unexpected contre-force in the turning. Dances of Rehviashvili are rarely built on
the narrative plot. Much more often the composition consists of several contrasting
emotions embodied in dance.

The understanding of contemporary dance as a phenomenon in Ukraine has
changed abruptly with the emergence of a new context. In 1998, the festival “Dance of
the XXI Century” appeared in Kyiv, consisting of several programs during the season.
Its organizers (leader — Oleg Kalishenko) found the opportunity to bring to Ukraine
choreographers and dancers of different directions of contemporary dance. The festival
was held on a grand scale, performances were shown on the central stages, a program of
workshops was organized. Kyiv saw dancers from France, Sweden, Poland, Belgium,
Switzerland, the United States, Israel. In addition, the program of the festival included
the dances of Ukrainian choreographers: Alla Rubina, Olena Budnitskaya, Tatyana
Ostroverkh, Eugene Chernov, and others.

Everything new that was shown in the “Dance of the XXI Century” was perceived
by the public with some difficulty. Most of the audience, including ballet lovers of
course, found nothing for themselves in what they saw. Often there were remarks like
“this is not a dance” or “it’s a dance for the sake of dancing” or “it’s too depressing”.
And, of course, new art inspired young and searching.

Grandiose plans of the festival management, including the functioning of
the “Contemporary Choreography Center” in Kyiv, were dissolved together with
the festival in 2001. But the content of the work of young, talented and ambitious
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Ukrainian choreographers has changed a lot. First of all, it became clear to them that
contemporary dance does not begin from nowhere right now. Ukrainian dancers began
to look for opportunities to learn.

In 1999, Ruslan Baranov (Santah) (supported by Oleg Kalishenko) became a
participant of the five-week series of workshops of the contemporary dance festival in
Vienna (ImPulsTanz). Since 2000, Tatyana Ostroverch has been trained in France at
the Rick Odums International Jazz Dance Center. Anton Ovchinnikov studied there in
2004. Before that for two years he studied jazz and modern-jazz techniques at master
classes in St. Petersburg and Moscow. Since 2001, Tatiana Vinokurova participated
intensives on the same techniques at the Open Look Contemporary Dance Festival in
St. Petersburg.

Larysa Venediktova danced in the early 1990’s in an English company, then
in 2001 she trained for ADF in the United States, since 2003 she participated in Min
Tanaka’s laboratory “Before the Dance” at the theater “School of Dramatic Art”.
Lyudmila Mova (psychologist by basic education) in 1994 participated in a two-week
actor’s psychotechnics and dance/movement therapy intensive of Vladimir Baskakov
and Elena Gorshkova; then from 1999 she studied at the programs of the Association of
Dance/Movement Therapy. Olena Budnitskaya from Dnepropetrovsk in 1997 came to
the festival ADF/Russia in Moscow. Marina Lymar in 1998 was at the MontpellierDanse
Festival in France.

Continuing to learn from foreign teachers, all of the above began to implement
new knowledge in their own work in Ukraine.

In 1996, Olena Budnitskaya and Marina Lymar organized in Dnepropetrovsk a
school of contemporary choreography “Other Dances”. After five years the same name
theater emerged from the pupils of the school. Since 2002, “Other Dances” held Free
Dance Festival in Dnepropetrovsk where invited companies from all over the world.
The forum lasted until 2008, and the programs of the last three years were held both
in Dnepropetrovsk and Kyiv. In 2007, “Other dances” were divided into two groups:
the first under the former name and Lymar’s leadership transformed into a children’s
studio, the second became a dance theater-school “Potoki” (leader Olena Budnitskaya).

Larysa Venediktova in 1997 began teaching at the Faculty of Choreography at
the “International Slavic University” in Kyiv. From 1999 to 2001 she published in
Ukraine the “World of Art” magazine, the content of which consisted of articles about
dance in the context of contemporary art, as well as translated articles. At the same
time the group “TanzLaboratorium” was organized. A few years before the others, this
group began to actively participate in European festivals and residences associated
with contemporary dance. The workspaces for TanzLaboratorium were the Les Kurbas
Center for Theatrical Art and the “Vilna Scene” Theater.

Lyudmila Mova in 2000 opened the dance/movement laboratory “Maluma &
Takete”.

Anton Ovchinnikov in 2005 organized a jazz ballet “Black O!Range”. In
2008 it was transformed to dance theater. In 2011 Ovchinnikov and his group started
ZelyonkaFest contemporary dance theater festival.

Tatiana Vinokurova from the beginning of the 2000s introduced the course
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on modern jazz dance in her own children’s studio “FORS” and began to put dance
miniatures in this technique.

Ruslan Baranov (Santah) since 2000 began to give in Kyiv regular classes on
contact improvisation and release techniques.

Unexpectedly, in Kyiv appeared the performance “Le Forze Del Destino”, from
which the theater “Kyiv Modern-Ballet” of Radu Poklitaru soon grew up. The creator
of this performance by that time (2005) was already quite famous, but still a freelance
artist. In Kiev, there were already a lot of talented dancers who were not attached to any
stereotypes and, of course, also freelancers. Vladimir Filippov, the businessman and
Maecenas invested money in this expensive opera-ballet. After this performance, Radu
Poklitaru was offered to organize his own author’s theater in Kyiv.

As Poklitaru never studied any of the modern or contemporary dance techniques,
his approach to choosing “Kyiv Modern-Ballet” dancers was based mainly on an
intuitive sense of the artistic potential of castings members. The company was based
on the students of the Contemporary Choreography Department of Kyiv University
of Culture and Arts. They were taught the basics of modern, contemporary and jazz
techniques by Vladimir Buchko, Tatyana Ostroverkh, Olga Kebas, Anton Ovchinnikov,
Ruslan Santah, who later entered the company as dancer.

In the debut performance of the new theater, Poklitaru did not undertake radical
experiments, but he took the following approach to the subject he had previously
developed: “Carmen” of Bizet. His first “Carmen” was created in 2001 at the National
Opera of Moldova, next in 2002 in Odessa, with the dancers of the Opera and Ballet
Theater. In Kyiv, Poklitaru added the prefix “TV” to the title of the performance
and interpreted the well-known plot as a classical soap opera. From the edge of the
proscenium was placed a typical lover of Latin American passions, which seemed
to be watching Carmen’s story from the TV screen. She prompted the actions to the
characters, and fell in love with Jose, and hated the rival gypsy woman.

Against the background of sluggish stagnation in the ballet theater, “Carmen. TV”
of “Kyiv Modern-Ballet” looked extremely impressive. Olga Kondakova (Carmen)
metropolitan critics even nominated for the theatrical award “Kyiv Pectoral” as “the
best performer of the main role” (3abomnornas, 2007). Kondakova didn’t become a
laureate, but the first and subsequent performances of the theater (“Verona Myth:
Shexperiments”, “Bolero”, “The Rain”, “The Nutcracker” (all of 2007)) were awarded
in the nominations “Best Performance”, “Best Work of the Choreographer” and the
“Event of the Year”.

In the spring of 2008, “Kyiv Modern-Ballet” produced the performance
“Underground” on the music of Peteris Vasks. This work was not based either on the
material of previous creations of Radu Poklitaru, nor on ballets of classical heritage. A
laboratory method was used in this production, all the dancers’ proposals were tested.
“Underground” was no longer the creation of a choreographer for the company, but the
fruit of the work of the creative team, headed by the director.

The characters of the play were dressed in burnt tails, tuxedos and evening dresses.
People, completely unprepared for real stresses, Poklitaru threw in the underground
shelter and offered to study their behavior.
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The structure of the performance was built from pauses, filled with intense
listening in external sounds, into what was going on outside the subterranean. Each
new sound was a threat, could talk about approaching the end of the world, and this
greatly made acute the hearing of performers and spectators. The complex score of
the “Concerto for Violin and String Orchestra” (“Distant Light”) by Vasks was easily
opened with such a key. It became an acting force, a character. At the same time, the
director got the right to intrude into the world of sounds, and not just to illustrate it. The
scene could explode with a crash of falling columns-shells, buzzing from the tramping
of feet, moaning with a laugh of despair.

Unbalanced by the premonition of a catastrophe, the characters of “Underground”
rushed into opposite emotional states: from fear — to hope, from hope — to apathy, from
apathy — to ecstasy, from ecstasy — to yearning, from yearning — to frenzied cruelty,
from cruelty — to love, from love — to grief, from grief — again to hope. “Underground”
was successfully shown at international festivals in Estonia and Russia.

Institutionally, “Kiev Modern-Ballet” until 2009 was a private enterprise. Then,
after the cessation of funding from the bankrupt Vladimir Filippov, the company has
become part of the Musical Theater for Children and Youth. However, providing the
company with a space, and the dancers with a salary, the city budget has not incurred
any expenses connected with the theatrical production. For several years the company
created works in conditions of poor theater. Poklitaru transferred to “Kyiv Modern-
Ballet” his performances “Two for the Seesaw” and “In PIVO veritas”, created several
sketches for future works and staged a one-act “Quartet-a-Tet” (the work and original
music for it (Ad Maas) was commissioned by the Eindhoven Park Theatre).

In the last of these works, the choreographer explored the tools of abstract ballet.
The viewer was proposed to observe the metamorphoses of the scenic space, divided
into two unequal parts by a white screen, the size of the stage mirror. The space on
this side of the screen was understandable, for that — mysterious and beckoning. On
this side was a man, on that side — something that reacted to the touch, could repel or
envelop, condense in the form of a person or become emptiness.

The “other side” substance did not tolerate coercion. While someone was playing
with it, it responded with new transformations, but the attempt to immobilize certain
forms resulted the appearance of anti-creative energy: these forms crumpled, cringed,
became a shadow and disappeared. Only a huge white flat canvas left at the end.

In the same period, Poklitaru launched a laboratory of young choreographers
inside the theater. This was very important for his dancers, since most of them had
higher education in the specialty of “choreographer”. In the repertoire of “Kyiv
Modern-Ballet’ appeared “The Concert”, the content of which changed as the artists
prepare new works.

In 2012, the theater issued two big premieres: co-production with the Perm
Opera and Ballet Theater, the ballet “Gereven” on the music of Vladimir Nikolaev and
the performance “Crossroad”, a collaboration of “Kyiv Modern-Ballet” and the Kiev
National Opera. To the music of the Ukrainian composer Myroslav Skoryk (artistic
director of the National Opera), in collaboration with the stage designer Alexander
Druganov, Poklitaru created a two-act action about the homelessness of mankind, his
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desire to create a deity, the pursuit of the happiness and simplicity of truths. In contrast
to previous low-budget productions, Poklitaru and Druganov filled the stage of the
opera house with transforming architectural constructions, continuous video projection,
falling “from heaven” accessories, swinging pendulums and other theatrical wonders.

The example of “Kyiv Modern-Ballet” is unique for Ukraine. None of the other
new dance companies has private or state support (at least partially). None of the groups
has the same tour schedule and regular performances on its own venue. None of the
companies has the opportunity to work fully with scenography or lighting-design.

Partly this is explained by the fact that Poklitaru is developing his “Modern-
Ballet”, following institutional models, methods of management and marketing,
touring routes and other patterns formed by the ballet theater in the post-Soviet space.
The aesthetics of his performances are also related to the tradition of the ballet theater.
Hovever, he doesn’t continue it, but does something opposite, pushes back from the
ballet tradition and strives to develop his own plastic language. Poklitaru is not familiar
with new dance techniques, methods of composition, ways of relationships with the
spectators, formed by contemporary dance. “Kyiv Modern Ballet” does not study the
body-mind. Here the means of the dance embody the actual subjects, translate the
works of contemporary academic music into the language of the theater, interpret
classical ballet texts.

The tasks and ways of development of contemporary dance in Ukraine are
different. They will be discussed in the next part of this research.

Scientific novelty. The art history research on tracing and describing the processes
and phenomena of contemporary dance in Ukraine is carrying out for the first time.

Conclusions. In accordance with the purpose, on the results of the research it is
possible to formulate the following conclusions:

- As well as in other countries of the post-Soviet space, during the 1990s. the
phenomena of contemporary dance in Ukraine took place in the context of information
hunger and conceptual confusion.

- In the conditions of the conservative state of professional theatrical dance, until
the 1990s, the hubs of the plastic experiment were sports, drama theater and children’s
dance.

- Clarity and certainty of the directions of the development of contemporary
dance in Ukraine began to appear only after a number of dancers passet through training
courses of European and American teachers.

- The most noticeable and stable phenomenon in the researched field since the
mid-2000s was the activity of the theater “Kiev Modern Ballet”. The fact that the work
of this theater in its aesthetics 1s much closer to ballet art than to contemporary dance
is indicative. Similar facts can be observed during the development of contemporary
dance in Eastern Europe in the 1980s — the 1990s.

- This stage of the research prepares the study of the work of Ukrainian dancers
beyond the connection with the ballet theater, and in the context of the development of
Western contemporary dance.
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The aim of the research was to determine the choreological and ballet-specific
features of Kenneth Macmillan’s neoclassical ballet “Prince of the Pagodas”. Methodology.
The methodology of the research is based on the integrated approach to ballet examination.
The combination of general scientific, analytical, historical-chronological, historical-cultural,
comparative-historical, descriptive, dialectical methods, as well as synthesis and simulation
contributes to a comprehensive understanding of the ballet. Scientific novelty — for the first
time in art criticism, the formal technical, stylistic, semiotic-symbolic and lexical aspects
of the neoclassical choreography of the world-famous British choreographer Kenneth
MacMillan in the ballet “Prince Pagodas™ are determined. Conclusions. In the genre and
stylistic aspect, Kenneth Macmillan’s ballet “The Prince of Pagodas™ is built on a mixed
principle, where, with the preservation of the neoclassical basis, much is borrowed from
modern ballet, folk-stage and popular forms. In the disclosure of artistic images is accented
on the philosophical aspects. Ballet action is built on the principle of the architectonics of the
dramatic work, artistic design clearly focuses on the plot, time and terrain accurately convey
the costumes of performers and scenery in the ballet.

Key words: neoclassicism; choreographic culture; ballet; neoclassical ballet,
Kenneth Macmillan; artistic image; dance.
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MeTa JOCJHIIKeHHSI — BHIBUTH CTWIICTUYHI Ta JIEKCHYHI OCOOJIMBOCTI
HeoksacuuHoro Oanery Kennera Makwmimnana «Ilpunn Ilarog». MeTtonosioris
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AOCTIIAKEeHHS] TPYHTYETHCS HA KOMIUIGKCHOMY TMIAXOMAl JIO po3Msiay Oanery.
[ToenHanHs 3araJIbHOHAYKOBOTO, aHAJIITUYHOTO, ICTOPUKO-XPOHOJIOTIYHOTO, 1CTOPUKO-
KyJBTYpPHOTO, TOPIBHSJIBHO-ICTOPUYHOTO, OMKHCOBOIO, JIaJE€KTUYHOTO METOIIB,
a TAaKOXX CHUHTE3y Ta MOJEIIOBaHHS CIIPHUS€ KOMIUIEKCHOMY OCMHCIICHHIO OalieTy.
HaykoBa HOBH3HA T0JISITa€ B TOMY, 1110 BIIEPIIIE Y MUCTEIITBO3HABCTBI JETANI3Y€ThCS
Ta BHU3HAYAIOTHCS (OPMAJIBLHO-TEXHIYHI, CTHJIICTMYHI, CEMIOTHYHO-CHUMBOJIYHI Ta
JIEKCUYH1 acCMeKTH HEOKJIaCH4HOi Xopeorpadii BCECBITHROBIIOMOIO OPUTAHCHKOTO
oanermeiicrepa Kennera Makmimana y Oaneti «[Ipuni Ilarog». BucHoBku. Y
KAHPOBO-CTHJIICTUYHOMY acmekTi OanerHe miiictBo Kennera Makminnana «lIpusi
[Tarom» moOymoBaHO 3a 3MIIIAHUM MPUHITMIIOM, JIe NMPU 30€peKEHHI HEOKIACHYHOT
OCHOBHM YHMMAaJO 3aM03WYEHO 3 MOJCpPH-0aNeTy, HapOAHO-CLIEHIYHUX 1 MOMYJISPHUX
dbopMm. Y PO3KPUTTI XyIOKHIX 0O0pa3iB akKIEHTOBaHO Ha (UIIOCOPCHKUX aCIEKTaXx.
banerne nilictBO OymyeThCs 3a TPUHIIMIIOM apXITEKTOHIKM JIpamMaTudHOTO TBODY,
XyI0KHIM O(GOPMIICHHSAM YITKO OPIEHTYETHCS HA CIOXKET, 4ac 1 MICIHEBICTh TOYHO
nepeaarTh KOCTIOMU BUKOHABIIIB 1 ICKOpallii B OaneTi.
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Ieanb nccaeq0BaHMsI — BBISIBUTH CTHIIMCTHUCCKHUE M JISKCHICCKHUE 0COOCHHOCTH
HeokJaccnueckoro 6anera Kennera Makmumiana «IIpuniy Ilarog». Metogonorus
HCCJIe0BAHUSI OCHOBaHA HAa KOMIUIGKCHOM IIOAXOJIe K pacCMOTpPEHHIO OaneTa.
Coueranue  OOIIEHAYYHOTO,  AHAJUTHYECKOTO,  HMCTOPHUKO-XPOHOJIOTHYECKOTO,
HMCTOPHUKO-KYJIBTYPHOTO, CPaBHUTEIBHO-UCTOPUYECKOTO, OIMMCAaTeJILHOTO,
JTUAJIEKTHYECKOTO METOJI0OB, a TaK)Ke CHHTE3a W MOJICTUPOBAHUS CIIOCOOCTBYET
KOMIUICKCHOMY OCMBICIICHHIO Oaseta. HayyHasi HOBH3HAQ 3aKjII04acTCS B TOM,
YTO BIIEPBBIC B HMCKYCCTBOBEIACHUHU JICTAIM3IUPYETCS U ONPEASstoTcs (GpopMaibHO-
TEXHUYECKHE, CTHUJIMCTHYECKHE, CEMHOTHMUYECKOM-CHUMBOJIMUECKHE U JICKCHUYCECKUE
aCIleKThl HEOKJIACCHYECKOH Xopeorpaduu BCEMHPHO H3BECTHOTO OpPUTAHCKOTO
6anermericrepa Kennera Makmuinana B 6anere «I Ipuni[1arom. BeiBoabl. B xkanposo-
CTHUJIMCTUYECKOM acriekTe 6anerHoe aeiictBo Kennera Makmmnana «IIpusni [Tarom
IIOCTPOCHO 10 CMEIIAHHOMY [IPUHIIUITY, TIE TPY COXPAHEHU U HEOKIIACCUYECKOM OCHOBBI
HEMaJI0 3aMMCTBOBAHO W3 MOJEpH-OayieTa, HApPOJHO-CIIEHUYECKUX W TOIMYJISPHBIX
dbopM. B packpbiTun XymnoKeCTBEHHBIX OOpPa30B aKIEHTHPOBAHO Ha (uiiocodckux
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acriekrax. baneTHoe 1eMCcTBO CTPOUTCS 110 MPUHIUITY APXUTEKTOHUKHU IPAMATUYECKOTO
IPOU3BEACHUS, XYJ0KECTBEHHBIM O(DOPMIICHHEM YETKO OPUEHTUPYETCS Ha CIOXKET,
BpPEMSI 1 MECTHOCTh TOYHO MEPEAA0T KOCTIOMBI UCTIOTHUTENEH 1 IeKOpalliu B OajeTe.
Knioueevie cnosa: meoxnaccuyusm, xopeocpaghuueckas Kyiomypa, oOanem,
Heokaccudeckutl oanrem, Kennem Maxmunnan,; xyooocecmeennulil 00pas; mauey.

Actuality of the research topic. In the ballet criticism, the questions and
problems of the neo-classical ballet theater of Britain were practically not explored
in the context of forms and techniques, stylistics and expressive means, as well as his
personalities.

Analysis of recent research and publications. A small number of Ukrainianart
works on the contemporary ballet of cultural, its genres are represented by the studies
of D. Bernadska (bepnanceka, 2005), N. Kabachok (Kabauox, 2013), O. Plakhotniuk
(IlnaxotHtok, 2013), M. Pohrebniak (Ilorpe6nsik, 2013), O. Chepalov (Yenanos,
2007; Yemanos, 2008), who studied the common features of the ballet theater of the
twentieth century, synthesis of arts in scenic domestic choreography and foreign forms
of modern dance, jazz dance, impressionistic and neoclassical displays in the ballets of
Igor Stravinsky, Moris Ravel, as well as a gene in modern choreographic art.

Foreign art studies in the field of contemporary choreographic culture of the XX
— beginning of the XXI century, the pain presented is broader and covers almost all of
its types — folk dance, classical ballet, forms and methods of ballroom choreography,
modern dance, choreography teaching techniques, choreography art. This, in particular,
the works of M. Guatterini (I'Barrepunu, 2001), N. Mankovskaia (ManbkoBckasi, 2000),
M. Michel (1995).

The aim of the research was to determine the choreological and ballet-specific
features of Kenneth Macmillan’s neoclassical ballet “Prince of the Pagodas”.

Statement of the main material. Contemporary neoclassical choreography
culture is closely related to the philosophical currents that shaped its ethical and
aesthetic principles. The artistic image and form in the ballet art of the twentieth and
early twenty-first centuries creates a choreographer, consciously or unconsciously
focusing on certain aesthetic concepts of psychoanalysis, intuitionism, existentialism
and cosmism.

Representatives of the neoclassical ballet and neoclassicism in the choreographic
culture in the twentieth century proposed an entirely new model and concept of
choreographic art perception in general (Ka6auoxk, 2013).

They noted that the main thing is the combination of traditional academic
ballet rules with the newest forms of dance. They developed and contributed to the
development in the art of ballet of free improvisation and experiment, limited from
the ballet canons and principles for conveying the inner feeling, impression, emotion,
psychology of relationships through the movements of professional dance.

Introduced the philosophical and psychological concept in the ballet as the main.
Classical dance is no longer its main factor, as in the academic ballet, but only an
expressive means, it represents the psychological meaning and load in the literary-
dramatic plot or abstract author’s association.
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The main is the philosophical idea (author’s) or philosophical concept. Included
in the choreographic system of training elements and techniques of sport, acrobatics.
Two principles for the development of classical dance in the new ballet were defined:
internalistic — the constant development of their own academic forms, movements,
exercises exclusively in their own system, and carefully preserving and analyzing the
academic traditions of the school and new technical techniques; externalistic — the
development of scenic receptions present, enriched with new formal and technical
means and techniques of modernity, to remain the only universal system and scientific
method in the choreographic culture.

They proved that the treatment of the plot and the creation of an artistic image in
a new stage ballet dance is possible through the transfer of psychological load and the
content of movement, combination, while maintaining the technical virtuosity of the
performance. The choreographic action can take place in two types of scenic method
in ballet: plotless (dance symphonic or experimental), as well as plot (total — according
to the theory of Boris Eifman), a clear and consistent treatment of exclusively literary
works on the academic principles of ballet dramatic art, using new expressive means
of the second half XX century and the synthesis of arts in visual representation. That
is, neoclassical dance is a psychological and virtuosic form of classical dance for
creating an artistic image in the scenic method of contemporary choreography today
(ManbkoBckas, 2000, c. 154). Neoclassical fairytale ballet by Kenneth McMillan in
John Crank’s script “Prince Pagodas”. When considering the features of the libretto
and the score, close attention is paid to the genre aspect of the ballet, the problem of
the sources of the story is raised, and the libretto is the basis for creation. A special
role in composing a unique atmosphere of the “mythological fairy tale” was played
by the composer’s approach to the choice of musical expressive means. Therefore,
some important features of the score of ballet are revealed, in particular, the imitation
of the sound of Indonesian gamelan by means of a symphony orchestra with the help
of which Benjamin Britten achieved the effect of exotic ladointonational contrast with
respect to fragments of the score in the West European Harmonic system.

“Prince of the Pagodas” is the only musical full-length piece for the ballet, which
Benjamin Britten started writing in 1954 at the request of the English theater «Saddlers
Wellsy». Fate brought him to the island of Bali (Indonesia), where he got to a concert of
local musicians and was fascinated by national music gamelan. Returning to the UK,
Britten resumed work on the score of the ballet and tried to use Balinese musical ideas
in the 2nd and 3rd acts (The Prince of the...).

Neoclassical fairytale ballet in three acts and six scenes — the performance of the
Royal English Ballet, edited by choreographer Kenneth Macmillan, was first staged
in 1989. The most famous show in 1990 will be analyzed. As already mentioned, the
music of Benjamin Britten is performed by the Royal Orchestra of Orchestra of the
Royal Opera House, directed by the conductor Ashley Lawrence.

Characters of the ballet and its executors: Princess Rose — Darcy Bassel, Princess
Epina — Fiona Chadwick, Prince — Jonathan Cope, Emperor — Anthony Dowell, Jester
— Simon Rice, King of the North — Anthony Dawson, King of the East — Bruce Sensem,
King of the West — Mark Silver The King of the South is Ashley Page (ibid.).
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Plot. In honor of the engagement of his beloved daughter Princess Rosa with
the magic prince, the old Emperor decides to share her kingdom between Rosa and her
sister, Princess Epin. The greedy princess of Epin, who wants everything to be hers
alone, turns the prince into a salamander and drives him out of the kingdom. With the
help of the Jester, Rosa crosses the whole world in search of the groom, persecuted by
the kings of the four corners of the world, whom she at one time refused and are now
allies of Princess Epina. She does not recognize her prince in a reptile when she finds
him in Pagoda’s country, but her compassion destroys the enchantment. The Jester
accompanied the girl and for a time deprived her of sight, and the duo-meeting “went
to the touch”. Discovering that Rose and Prince are together again, Princess Epin loses
her strength and flies. Wedding.

Musical scenes (according to Benjamin Britten). The first act. Scene 1: — Prelude.
The Palace of the Emperor of the Middle Kingdom. The Fool and the Dwarf. March
and Courtiers ‘Dance. Entry of the Pages and the Four Kings. Scene 2: Variation of the
King of the North. Variation of the King of the East. Variation of the King of the West.
Variation of the King of the South. The Kings bow before the Emperor. Variation of
Princess Belle Epine. Variation of Princess Belle Rose and Pas de Deux. The Kings and
Belle Rose. Belle Epine and the Four Kings. The Rage of the Kings. Entry of the Four
Winged Frogs.

The second act. Scene 1: The Strange Journey of Belle Rose to the Pagoda Land.
Introduction: Belle Rose borne in by the Frogs. Waltz: Clouds, Stars and Moon. Belle
Rose borne in by the Frogs. Entrée: Sea Horses, Fish Creatures and Waves. Variation:
Sea Horses. Variation: Fish Creatures. Coda. Belle Rose borne in by the Frogs. Pas de
Deux: Male and Female Flames. Variation: Male Flame. Variation: Female Flame. Coda.
Belle Rose, exhausted, borne in by the Frogs. Scene 2: The Arrival and Adventures of
Belle Rose in the Kingdom of the Pagodas. Belle Rose in darkness. The Pagodas.The
Salamander. Pas de Deux: The Prince and Belle Rose. Belle Rose hunts for the Prince
(Benjamin Britten. The Prince...).

The third act. Scene 1: The Palace of the Middle Kingdom. Empress Belle Epine.
The Old Emperor. Appearance of Belle Rose and the Salamander. Scene 2: The Pagoda
Palace. Transformation. Pas de Six: Entrée. Variation I: Pas de Deux. Variation II: Girl’s
Solo. Variation III: Boy’s Solo. Pas de Trois. Coda. Pas de Caractere: The Emperor and
the Fool. Pas de Deux: Belle Rose and the Prince of the Pagodas. Variation IV: The
Prince. Variation V: Belle Rose. Finale. Apotheosis (ibid.).

Now let us pass directly to the description of the most, significant and
choreographically saturated neoclassical combinations of Kenneth Macmillan.

Variation of the King of the North. Grand battement developpé 120° a la seconde
with the left foot, preparation a la quatrieme crois¢, en tournent en dehors on the right
(turn), grand battement developpé 120° a la seconde with the left foot, preparation a
la quatrieme croisé, en tournent en dehors, preparation a la quatrieme crois¢, grand
battement developpé 120° a la seconde with the right foot because of the grand rond to
get back into a la quatrieme. Double pirouette en dedans with jeté 120 °© a la seconde,
preparation a la quatrieme croisé, en tournent through jumping.

This is followed by jumping over jumps with changing angles and poses, with
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jumps to double pirouette en dedans with a jeté 120° a la seconde, preparation a la
quatrieme croisé, en tournent through jumping.

Manege part — tombé coupé en tournent sautbasque, grand jeté sur plase en 3rd
arabesque, tombé coupé en tournent sautbasque, grand jeté sur plase en 3rd arabesque,
repeated twice.

Next, posing, jumping over jumping with changing angles and poses, moving to
the Manege part — tomb¢ coupé en tournent grand jeté, tombé coupé en tournent grand
jeté, tombé coupé en tournent grand jeté, pas couru (scenic running in a circle).

Jazz movements with a body — grand battenent 90° a la seconde on demi pli¢ en
face with a pass (by gender), grand battement 90° a la seconde on demi plié en dos with
a pass (by gender), grand battement 90° a la seconde on demi plié en face with a sliding
pass (on the floor). The end of the variation in a jazz manner with the grand rond de
jamb jeté case, battement 90°, four times, then with the sliding-slide in the grand ecart
(twine) with the transition foueté and ending on the knee in a large pose.

Variation of the King of the East (performed with a small mirror in hand).

Tour en dedans, with the exit en 1st arabesque, tour en dedans, plié-relevé tour
en dedans, exit en 1st arabesque, passé balensoies 90 ° en avant (translation of the leg
in front) with exit en 1st arabesque, in demi plié, is executed from two legs.

Double pirouette en dedans en grand pose croisé (majestic pose with hand
looking in the mirror), with the right foot, on the left double pirouette en dedans en
grand pose crois¢ (majestic pose with hand looking in the mirror), with the left foot to
the right. Step by foot, with the right foot on the demi pli¢ battement battus three times,
go to the inclined pose, en face, right foot, flex foot, the body is tilted forward. Grand
pas ciseaux with the right foot, sit on the knee (right) position epoulement croisé.

Manege part — pas de bourré souivi en demi pli¢, double pirouette en dedans,
with the passage through pour batteries in double pirouette en dehors with the exit en
grand pose crois€.

Tour en dedans, with the exit en 1st arabesque, tour en dedans, plié-relevé tour
en dedans, exit en 1st arabesque, passé balensoies 90 ° en avant (translation of the leg
in front) with exit en 1st arabesque, in demi pli¢ with the transition to the Manege part
of the pas de bourré souivi en demi pli¢, tombé coupé en tournent grand sautbasque
with the output of developpé-passé, tombé coupé en tournent grand sautbasque with
the release of developpé-passé, pas de bourré souivi en demi plié, tombé coupé en
tournent grand sautbasque with the release of developpé-passé, grand sautbasque
with the release of developpé-passé, grand sautbasque with the release of developpé-
passé€, soutenu en tournent, majestic pose with hand, looking in the mirror, kinking
back with exit in the knee and the transition through par terre en demi grand ecart
(M. Michel, 1995, p. 23-27).

Sitting on the back leg (right), the left leg is pulled forward, pose (looking in the
mirror). Soutenu en tournent, a majestic pose with a hand looking in the mirror, kinking
back with an exit to the knee and going through the parterre en demi grand ecart, sitting
on the back leg (right), the left leg is pulled forward, pose (looking in the mirror).

Variation of the Belle Epine. Manege part.Preparation (top right diagonal of
epoulement crois¢). Tours en dedans right with access to 1st arabesque, pas glissade,
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grand jeté pas de chat in 1st arabesque, tours en dedans right with access to 1st arabesque,
pas glissade, grand jeté pas de chat in 1st arabesque. Tour piqué soutenu tours en dehors
soutenu, tour piqué soutenu tours en dehors soutenu, free transitions from foot to foot.

Preparation (diagonal of epoulement croisé¢). Tours en dedans right with access
to 1st arabesque, pas glissade, grand jeté pas de chat in 1st arabesque, tours en dedans
right with access to 1st arabesque, pas glissade, grand jeté pas de chat in 1st arabesque.
Tour piqué soutenu tours en dehors soutenu, tour piqué soutenu tours en dehors soutenu,
free transitions from foot to foot.

A circle, Waltz moving steps jazz manner with casing inflection (pas glissade-
tombé en tournent), terre-a-terre, performed in triplicate. Heading toward the right
sliding waltz steps jazz manner with casing inflection (pas glissade-tombé, soutenu),
terre-a-terre.

Scientific novelty — for the first time in art criticism, the formal technical,
stylistic, semiotic-symbolic and lexical aspects of the neoclassical choreography of the
world-famous British choreographer Kenneth MacMillan in the ballet «Prince Pagodas
are determined.

Conclusions. Kenneth MacMillan’s neoclassical ballet “Prince Pagodas” in the
genre-stylistic aspect — an appeal to the plot genre of ballet and intimate lyrics. But,
unlike academic ballets, the plot becomes both a literary work and a modern author’s
interpretation of the oriental fairy tale; the construction of a ballet act on all components
of a modern dramatic work — prologue, knot, development of action, culmination,
decoupling, epilogue or finale. The artistic design is clearly oriented to the plot, time
and geographic area, as well as the costumes of performers and ballet dancers.

In the symbolic aspect, interpretation of the characteristic and folk-stage dance
(the variation of the King of the East) is interesting in a modern program, where the
main thing is the reproduction of both the character and the psychology of a particular
region or social group.

In the formal-technical aspect, it is an appeal to choreodramatical multi-acted
ballet, where ballet dramaturgy is clearly arranged by architectonics: antre¢, danse
d’enssamblé, danse de caractére, danse d’action, grand pas, pas de deux, and along with
the execution of plot solo, douetto active dance pantomime, as well as contemporary
plastic and household movements are actively used. Much attention is paid to the
discovery of the psychology of relationships through neoclassical movements in duet
dance — support, jumps, turns, transitions from posturetoposture.
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CrarTs npucBsueHa HU3II MPOOJIeM Cy4acHOTO XOpeorpadpiyHOro MHUCTEITBA,
OB’ S3aHUX 13 TAHIIOBAJIBHOIO IIPAKTHUKOI, XOpeorpadidHOI OCBITOIO, TEOPIEI0
TaHIIIO 1 METOOJIOTIEIO HOTO JIOCIIIKEHHS (XOPEOJIOTI€I0), SIKI BUBYAIOTHCS CyYaCHUMU
TaHIIOBATHLHUMHU CTyAisIMU. MeTol0 JOCHiUKeHHS € BUSBICHHS aKTyaJlbHUX Ta
NEPCIEKTUBHUX HAMNpsSMIB BUBYEHHS CY4YacHOTO XopeorpadiyHOTO MHCTEITBA.
Metonosnorisi. JlocmimKkeHHsI CydacHOTO XopeorpadpiyHOro MUCTEITBA Bi10YBa€ThCS
ChOTOJIHI B paMKax HIMPOKO PO3BHUHYTOTO MiAXOAYy, TOOTO uepe3 3BEPHEHHS 0
IHTerpalbHUX (YHKIIH HAyKOBOTO AHMCKYpcy. B maHiii cTarTi KyJIbTYpOJIOTTYHHIA
HanpsIM YMOXKJIMBHUB PO3IIIST CY9aCHUX TAaHLIOBAIBHUX CTYIINA y PI3HUX acHeKTax —
(heHOMEHOJIOTIYHOMY, OHTOJIOTTYHOMY, THOCEOJIOTTYHOMY, AKC10JIOTTYHOMY, KYJIBTYPHO-
ICTOPUYHOMY, COIIIOJIOTIYHOMY TOINO. BBeIEHHS KyJIBTypOJIOTIYHOTO KOHTEKCTY
JI03BOJISIE BUSBUTH OararopiBHEBY KyJAbTYpHY 1H(OpMAIIito, SIKy MICTUTh TaHI[IOBaJIbHA
IIPAKTUKA, Ta HA 11 OCHOBI 3’5ICYBaTH HANPSIMHU JTOCTIHPKEHb Cy4acHOT XopeorpadiaHoi
KynpTypu. Takok OyB BHKOPUCTAHUH  CEMIOTUYHO-TEPMEHEBTHUHUN  METOJ
HAyKOBOTO JOCIIJDKEHHS JJIsi BU3HAYEHHS MPOOJIEMU CTBOPEHHS XopeorpadidyHoro
00pa3zy, MoB’s3aHOI 3 PEKHUCEPCHKOIO Ta IEJAroriyHOI0 MPAKTHUKOI OaneTMencTepiB
1 TanmiBHuKiB. HaykoBa HoBM3HaA. Y maHiii poOOTI BUKOPHCTOBYIOTHCS HOBI
JOCJIITHALIBKI MOKJIMBOCTI JIJIsi aHATITUKUA CYy4aCHOTO XopeorpadiyHOTO MHCTEITBa
3a JOTIOMOTOI0 IMPOOJEMAaTUKH TAHITIOBAIBHUX CTyaid. BucHoBku. B maHiii crarti
JIOBEJZICHO, 1110 B OCJIIKEHHSX XOpeorpad1yHOT0 MUCTEIITBA TOCTYIIOBO 3MIHIOKOTHCS i
JOTIOBHIOIOTHCSI KOHIIETITYaJIbHI OCHOBH, 1110 BIJIKpHBA€ HOB1 MOXKJIMBOCT1 BUKOHABCTBA,
OCBITH Ta TBOPUOCTI XopeorpadiB Cy4yaCHOCTI. AKTyaJIbHUMH Ta NEPCHEKTUBHUMHU
HampsiMaMU BHBUEHHS CY4YaCHOTO XOpPeorpadiyHOro MHCTEITBA Ta BUKOPHUCTAHHS
PE3YAbTaTIB y TAHIIOBAIBHIN MTpaKTHlll, XopeorpadiyHiii 0CBITI, XOPEOJIOT1i €: KOHIET
«T1IECHE 3HAHHS»; CHHEPreTHKa; COMAaTUYHE HaBYaHHS Ta KIHE310JI0Tis.

Knrwowuoei cnosa: maneyw, xopeonocis,; xopeocpaghiuna oceima, miiecHe 3HaAHHsL,
MAaHyo8aIbHi cmyoii.
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CratpsnocBsieHaps Iy MpoOJIeM COBPEMEHHOTOXOPEOTrpaueCKOrO UCKYCCTBA,
CBSI3aHHBIX C TAHIIEBAJIBHOM MPAKTUKOMN, XOpeorpaduueckuM 00pa3oBaHUEM, TEOPHUEH
TaHIla U METONIOJIOTHEH €ro HcCieqoBaHusl (XOpeoJoTheil), KOTOphIe H3Y4YaroTCs
COBPEMEHHBIMHU TaHIEBAIbHBIMUA CTyAUsMHU. Llejibl0 HCCIe10BaHUsl SBIACTCA
BBISIBJICHUE AKTYaJIbHBIX M MEPCIEKTUBHBIX HAMPABICHUN HW3YyYEHHUSI COBPEMEHHOTO
xopeorpadguueckoro uckycctBa. Metomosiorus. MccnegoBanue COBPEMEHHOTO
XOpeorpagpuyecKoro UCKyCCTBa MPOUCXOUT CETOIHS B paMKaX IIUPOKOTO MOAX0/a, TO
€CTh 4yepe3 oOpalleHre K MHTErpadbHbIM (YHKIUSAM HAyYyHOTO NUCKypca. B maHHOM
CTaThE KyJIBTYPOJIOTUUECKUH IMOAXO0A TOMOT OCYIIECTBUTH PACCMOTPEHUE COBPEMEHHBIX
TaHIIEBAJIHBIX CTY/IUN B Pa3HBIX ACTIEKTaX — (PEHOMEHOIOTHYECKOM, OHTOJIOTUYECKOM,
THOCEOJIOTMYECKOM, aKCUOJIOTUYECKOM, KYJIBTYPHO-UCTOPUYECKOM, COLIMOJIOTHYECKOM
UT. 1. BBEIEHUE KYIBbTYPOJIOTMYECKOIO KOHTEKCTAIO3BOJISET BEIIBUTH MHOTOYPOBHEBY 1O
KyJBTYPHYO HH(OPMAIIHIO, KOTOPYIO CONEPKUT TaHIIEBaIbHAs TPAKTHUKA, M HA €€ OCHOBE
BBISICHUTH HaIpaBJICHUS UCCIEAOBAaHUN COBPEMEHHOM XOpeorpapuiyecKol KyJabTypHI.
Taxxe OBUT HCHOIB30BAH CEMHOTHYECKU-TEPMEHEBTUUECKUN METOJ] HAy4dHOTO
UCCJIeIOBAHUs ISl ONpeNesICHUs] IpoOieMbl CO3/laHus Xopeorpadudeckoro oopasa,
KOTOpasi CBs3aHa C PEXKUCCEPCKOW M TMEeAarormyeckod MpakTUKON OajeTMeicTepoB
u TaHnoBimkoB. HayuHass HoBu3Ha. B naHHON paboTe HCHONB3YIOTCS HOBBIC
UCCJIeIOBATENIbCKUE BOZMOXKHOCTH JUIsl aHAIIUTUKU COBPEMEHHOTO XOpeorpapuiecKkoro
HCKYCCTBa C IOMOIIBIO MPOOJIEMAaTHKN TaHIEBAIBHBIX CTynuii. BeiBoabl. B nanHoit
CTaThbe JIOKA3bIBACTCS, YTO B HCCIENOBAHUAX XOPEOrpauUecKoro HCKyCcCTBa
IIOCTENICHHO MEHSIOTCA M JOIOJHSAIOTCS KOHLIENTYaJIbHBIE OCHOBBI, OTKPBIBAKOTCSA
HOBBIE€ BO3MOXKHOCTH HUCIIOJIHUTEIHCTBA, 00pa30BaHUS U TBOpUYECTBa Xopeorpados
COBPEMEHHOCTU. AKTYyaJIbHBIMU W TIEPCIEKTUBHBIMU HAMNpaBICHUSIMHU U3y4YCHUS
COBPEMEHHOTO XOpeorpaduuecKkoro MCKyCcCTBa M MCIOJIb30BAaHUS €r0 PE3yIbTaToOB B
TaHIIEBAJILHON MPAKTHUKE, XOpeorpaduueckord oOpa3oBaHUU, XOPEOJIOTUU SIBIISIOTCS:
KOHIIETIT «TEJIECHOE 3HAHKE); CHHEPTETHKA; COMAaTUYECKOe 00yUEeHUS 1 KHHE3UOJIOTHS.

Knioueevie cnosa: maney, xopeonozcisa, xopeoepaguueckoe obpazosanue,
menecHoe 3HaHue, MaHyesaibHvle CIyoul.
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Article is devoited to a number of problems of contemporary choreographic
art, associated with dance practice, choreographic education, dance theory and
methodology of its study (choreology), which are studied by modern dance studios.
Purpose of research is to identify relevant and promising areas for studying modern
choreographic art. Methodology. The study of contemporary choreographic art takes
place today within the framework of a broad approach, that is, through an appeal to
the integral functions of scientific discourse. In this article, the culturological approach
helped to consider contemporary dance studios in different aspects — phenomenological,
ontological, epistemological, axiological, cultural-historical, sociological, and so on.
The introduction of the culturological context makes it possible to reveal the multilevel
cultural information that dance practice contains, and on its basis to elucidate the
directions of studies of contemporary choreographic culture. How the study was done.
Semiotically — hermeneutic method of scientific research was also used to determine the
problem of creating a choreographic image, which is connected with the director’s and
pedagogical practice of choreographers and dancers. Scientific novelty. The article uses
new research opportunities for analyzing modern choreographic art with the help of the
problems of dance studios. Conclusions. In this article it is proved that in the studies of
choreographic art the conceptual bases are gradually changing and supplemented, new
possibilities for performing, education and creativity of contemporary choreographers
are opening up. Actual and perspective directions of studying modern choreographic
art and using its results in dance practice, choreographic education, choreology are: the
concept of “bodily knowledge”; synergetics; somatic training and kinesiology.

Key words: dance; choreology; choreographic education; physical knowledge,
dance studios.

AKTyaJIbHICT TeMHM JocJigxkeHHsi. J[ns cydacHoro xopeorpadiqHoro
MUCTEITBA XapaKTepHI MPAarHEeHHS IIOJ0 BIATBOPEHHS Ta TPAKTYBaHHS COIlaIbHUX
SBUII, Ki, B CBOIO 4Yepry, MpoxoaaTh uepe3 (yHAameHTandbHI 3MiHH. ToMmy HOTO
ajanTarfisi CTOCOBHO KYJIBTYPHUX OPIEHTHPIB CyYaCHOTO CYCHIbCTBA Ma€ OyTH
nocCTiiHO0. JlociKeHHs TaHII0 TOTpedye BUHANICHHS HOBUX IUISXIB, K1 3HAUIYTh
«CTocid TOBOPUTH MPO PyX TUIa y MyOIIYHOMY MIPOCTOPI Ta aPTUKYIISIIIO COIIaTbHUX
KaTeropiil 1IeHTUYHOCTI, 1X JeMOHCTpaIlii, TpaHchopMallii, CHpUIHSTTS, BIATBOPECHHS.
Ochb KiJTbKa IIUTaHb, K1 CTABIATH CydacHi cTymii TaHmo» (Desmond, 1997, p. 2-3).
Jliana3oH cy4acHMX HayKOBHX MOIIYKIB Y MUCTEITBI Ta KyJIbTYpOJIOTii, CTAHOBJICHHS
HAyKH XOPEOJIOT1i JT03BOJWIM MEPEIITHYTH MEXI TepMiHA «Xopeorpadis», BIAKPUIH
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IUISIX 70 IHTePAUCHMIUTIHAPHUX JOCTIHKEHb 1 MOCTaBWIM 0Oararo MUTaHb IIOJ0
METOJI0JIOTIT ¥ IHCTpYMEHTapPII0 JOCIIKEHB TAHIIIO Ta TUIECHOCTI, YUM 3yMOBHJIN HEO-
a00 MOCTIUCIUIUIIHY CTY/I1 TAHITIO, MAKPECIIOI0YN CUMIITOMH 3MiH Y COLIIAIbHOMY Ta
aKaJIeMIYHOMY CEpeIOBHUIIIAX.

AHaJi3 ocCTaHHIX JochilkeHb Ta myOdikamiii. Y  BITUM3HAHOMY
MHUCTEITBO3HABCTBI MPOOJIEMATHIIl CTAHOBIIEHHS XOPEOJorii SIK HayKH MPUCBSIYCHI
HaykoBi pobotu nocuigaukiB O. Yenanosa (2005), /. Ilapuxosa (2012) ta 11. [do
JTOCHTI/DKCHHST PI3HUX TIIXOAIB €BPONEHCHKUX Ta aMEPHKAHCHKHUX TaHIIOBAJbHUX
cTyniit 3Bepranace FO. I[liemopak, BU3HAIOUH, IO ICHYE TPH Pi3HI1, ajie HEOOX1AH1 OMH
OJTHOMY IIUJISIXH JJIS PO3TIISATY SIBHII, 00’ €IHAHUX KaTeropiero xopeorpadii, TIIIECHOCTI,
pyxy Ta TaHIio sk Takoro (2014, c. 34). Yacto 00roBopro€Thes, ajie pijIko aHATI3yEThCS
MUTAaHHS MIOA0 300yTTSA 3HAHb Yepe3 TIICCHUM JOCBiA, IO JOTENep BiaOyBaeThbCs
nepeBakHo Ha piBHI 1HTYIMil. Conupa @peneiir 3ayBakye CTOCOBHO I[HOTO, IO
«MaKCTEepHICTh TAHIIBHUKA € OJIHIE€I0 3 (HOPM HOro 3HaHHS, MPOTE MOXKHA TOBOPHUTH
PO KIHETUYHY CKJIAJIOBY 1HTEJIEKTY K aCTeKT MaicTepHOCTI BUKOHaBIs» (Parviainen,
2003). Tox, mig yac aHajizy LbOrO MUTAHHS KOPUCHUMH MOXYTh OyTH KOTHITHBHA
ncuxosiorisi Ta (denomeHomnoris. [li3HaBallbHI MOXJIMBOCTI KOHIIETITY «TLIECHE
3HAHHSI» HEOIHOPA30BO OylM MPEIMETOM JOCIIKEHHS 3apyODKHUX HAyKOBIIIB.
Hampuknan, I. Pyn me y 1949 pori cTBepmkyBaB, 10 «Impaisg po3ymy 1 Aii Tija
aHaJIOTI4YH1, TAKUM YHHOM, PO3YMOBHH CJIIOBHHK € TIPOCTO 1HIITUM 3aCO00OM OIHUCY Jii»
(Parviainen, 2003). TpakTyBaHHIO CHHEPTETHUKH SIK HAYKOBOTO HAMPSMY MPUCBSIUYCHI
npaii HU3KM JOCTITHUKIB. Y cydacHii xopeorpadiuHiii OCBITI BHHHUKAE MoTpeda
BUBYCHHSI CUHEPTETUKH, BUKOPUCTAHHS MPUHIIUIY MOJIXYJ0KHOCTI, IHTETpaIbHOCTI,
JAJIOTTYHOCTI, 110 JOBOJAUTH Y CBOiX pobotax JI. [lasniwena (2014).

MeTo10 pocaiIzKeHHs € BUSBJICHHS aKTyaJlbHUX Ta MEPCIIEKTUBHUX HANpPSIMIB
BHUBYEHHS Cy4aCHOTO XOopeorpadiuHOro MUCTEITRA.

Buxian ocHoBHoro marepiaiy. Crienudika sBHUII Cy4acHOTO TaHIIO XX CT.
BU3HAUMIa HOro sik crnoci®é HeBepOalbHOTO, IUIACTUYHOTO OCMUCIICHHS B IapHHI
TIJIECHOTO, TaKTHJIBHOTO CHPUMHSATTS CBiTY. ToMy W 1HCTpYMEHTapii HayKOBUX
JOCJI1IPKEHb CYy4aCHOTO TAHITIO BAKOPUCTOBYETHCS TAKUH, 10 CKIIaBCA Y Pi1ocohcbKkoMy
nuckypcei TitecHocTi XX CT.

Tanenp 1 CcTyail TaHIIO YacTilIe 3a ICTOPII0 MUCTEITBA, CTY/li mepPOMEHCy Ta
1HIII CIOP1AHEH] IMCUHUILTIHY TpUB’si3aH1 10 nousTTs Tia ([liropak, 2014, ¢. 32). Came
Cy4YacHUU TaHellb, Ha NyMKY H. Kypromoeoi, NOCIIIKYE «TIIECHICTh Cy4acHO1 JIOIUHH;
BiJl TUJIa, IO PO3YMIETHCSA (PYHKIIIOHAIBHO, K IHCTPYMEHT CTBOPEHHS 17€ajibHOTO
XyJIO)KHBOTO 00pa3y, 10 TiJIa K cyOCTaHIIii, IK caMOI0CTaTHhOTO JKEpeia 3HaYeHb 1
cenciBy (2011, c. 14). ®i3uyHe TLIO € JKEPEJIOM Ta IHCTPYMEHTOM CTBOPEHHSI IIEBHUX
3HAKOBHX CTPYKTYP, 1110 3/1aTH1 3aMIHUTH TPAAUIIIIHI Xy/I0’)KHbO-00pa3Hi y3arajibHEHHS.
Tox 3a mormomoror GeHOMEHOJIOTIYHUX METOIB aHaJlI3y Ta CEMIOTUKH SIK HAYKH PO
3HAKOB1 CHCTEMHU MO>KHA OJIEp>KaTH MOTPIOHY 00’ €MHY KapTUHY Cy4aCHOTO TAHIIIO, 1110
Mae 6araTopiBHEBY CTPYKTYpY Ta CKJIaJHY MI3aHCIICHIYHY MTOOY/IOBY.

CucTema KoJliB Y TAaHITFOBAJIBHIN TPAKTHII TOTO YH 1HITOTO MUTIIS 200 KaHPOBOTO
HaANPSIMKY — I1€ YCTaJIeH1 Ta 3aKpiruieH1 3aco0u poOUTH 1I0Ch BiJIMOBITHO. 3aCTOCYBaHHS
I1€1 TPUHITUTIOBOI CUCTEMH TOJIETIITY€E HE TITBKH KYJIBTYpHUI OOMiH, a i B3aEMOJIIIO Y
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MHUCTEIBKHX MPOIecax: BiJl pENETHIIIN 10 TTIOKA3y BUCTAaB.

3B’S3KM MIXK 17esiMU, 3aco0amMu Ta BITHOIICHHSIMH TMPOCTEXKYIOTHCA B TEOpii
TaHIIIO SIK y BepOasbHIN, Tak W y Bi3yasibHIN mpakTuili. YaCTHHOO K XOPEOJIOT14yHO1
MIPAKTUKHU € OCSITHEHHS TOTO, SIK 111 3B’ I3KM BAKOPUCTOBYIOTHCS B IITY/11, SIK B110yBa€ThCS
npolec iX yTIJICHHS, K1 IHTEHI1i (HABMUCHOCTI1) Ta BPa)KEHHS BOHU BUKIIUKAIOTh, SIKI
IHTEpHIpeTallii NPONOHYIOTh.

CydacHe MHUCTEUTBO € TOCTHEOKIACUYHUM, CUHEPTE€TUYHUM, BOHO MOKJIMKAHE
BIJIUBATH Ha HOBHUH «BIJMOBIJAJIBLHUN TpaHCaucUUIUTiHApHUN cy0’ekt» (Kpemins,
2012, c. 6), BUXOBYIO4YH OCOOUCTICTD, SIKA 3/]aTHA JIO0 MONIYKY ICTUHHU Ta BIIKpUTA O
JajIory 3 HEMPOCTUM Cy0’ €KTOM JyXOBHOI KYJBTYPH, «SIKa HECE BIIMOBIJATBHICTh 32
ICTUHY JIIOICBKOTO OyTTS B IMHAMIYHOMY CBiTi» (ApmuHoB, bypos & T'opaun, 2007,
c. 121). Tox, cydacHiif xopeorpadii nmpuTaMaHHi MOJTKAHPOBICTh Ta BAPIaTUBHICTD.
Mexxa TOYYTTIB, €MOIliH, TMOBEIIHKH JIFOMMHM YacTO «HEaJeKBaTHA», MPUHHATTS
pieHs y ix BigoOpaxenni Heminiiine ([laBmimena, 2014, c. 68). Tomy B cydyacHOMy
TaHIll HEMA€ €JJMHO MPABWIBHOTO, JOTMATHYHOTO NUISIXY, BUOOPY PIIIEHb Ta CTHIIIO, &
XopeorpadiyHUIPOIIEC ChOTOHI BCEUACTIIIE MAEXapAKTEP HENMIHIHOCTI, III0 CTIOHYKA€E
710 J1aJI0Ty B TaTy31 MEUCTEIILKUX Ta TYMaHITApHHUX 3HaHb, JOJIA0UYH IEBHY 1/1eaJTi3alliio
CYCIIUJIbCTBA Ta TPAaHC(HOPMYIOUH CUCTEMY JIIOICHKUX I[IHHOCTEeH. HaltmonymnspHimmm
13 Cy4yaCHUX MEXaHI3MiB, II[0 PEMPE3CHTYIOTh JAII0 CaMe HENHIHOTO MHCIJICHHS, €
IMITpOBi3allis, sSiKa, CIIUPAOYUCh Ha HECTAaHAAPTHI OOCTaBUHU, PI3HOMAaHITHI Oa)KaHHS
Ta CTaHU, PYWHY€ paMKU 3BUYHOI MOBEIIHKM Ta CTBOPIOE YMOBH JO caMmopeaiizailii
i camomi3HaHHS. TakoX NPUXUIBHUKH TIOCTMOJEPHOIO TAaHIIO JOJEPKYIOThCS
NPUHIMIY HAaKJIaJCHHS Bpa)XXeHb, MOPYIIYIOTh TPAJUIIMHI KOHTEKCTH W BH3HAIOTH
BUIIAJIKOBICTh JIETITUMHUM YUHHUKOM PO3BHUTKY Jii. Omip peaqbHOMY, CTaHIapTHOMY,
3arporpaMoBaHOMY JIOTIKOIO CydacHi xopeorpadu YMHATh CaMe HENIHIMHUM TBOPYUM
MUCJICHHSIM, 1110 CTIpUsi€ CBOOOI PyXY, 3BUIBHEHHIO Bl «maHIupa ctanaaptisy (Tam
camo).

TanIrOBaNIbHA TPAKTHKA HE € OYEBUIHUM OO0 €KTOM, SIK HE € U 00’€KTOM
JIHTBICTUYHUM, TO/IOHO 710 peueHHs. Ajie 0€3 3aCBOEHHS JESKOi 1HTEIEKTyalabHOT
CKJIQZIOBOI HEMOXKJIMBO OTpUMarH TaHLIOBalIbHY ocBity. lle poBoauTth, 1110
TaHIIOBaJIbHA MPAKTUKA HEJOCSKHA MPOCTHUMH Ta Oe3MOoCcepeHIMU BIIpaBaMH, Xo4a
1 BUKJIMKA€e yuMaii TpyaHoli. TaHIIBHUK, OTpUMaBIIN (OpPMaJIbHY OCBITY B Taly3i
xopeorpadii, B mporeci HaB4aHHS TaHII0 BCE OJIHO OMAHOBYE HOBE 3HAHHSA Tija, IO
pyxaeThcsi. BukopucToByt0uM CBOi TMOMEpeHI HABUKU Ta 3HAHHS PyXy, TaHI[IBHUKHU
Ta Xopeorpadu, 3a3Budait 3acodamu iIMIpoBizailii, BUpOOJISIOTh HOBE TIJIECHE 3HAHHS.
VY CBOIX TaHIIOBAJIbHUX INTYAISIX BUKOHABII HAOyBarOTh 3HaHHS Marepianxy mpo pyx,
1, SIK HACJ1JIOK, BOHU BUSIBIISIIOTh MOXKIIMBICTH OOpOOKM MaTepiaily B HOBii popmi. A
CKJIQJIal04u1 HOB1 CTAaHJApTH XYIOKHBOTO BIATBOPEHHS CBITY, MPOIIEC XOpeorpadiuHoi
TBOPYOCTI PO3BUBAETHCA y CAaMOOPTaHI30BaHy CHCTEMY, Sika, B CBOIO 4epry, CTa€
IPEeIMETOM JOCHIIKEHHsI cuHepreTuku. [Ipolnema cMHEpPreTuku € HOBOIO Ta Majo
BHUBYCHOIO TEMOIO SIK Y XOPEOJIOTii, TaK 1 B TAHIIOBAJIbHIN MpakTuill. ToMy il BUHUKAE
norpeba BUBYCHHS CHUHEPIeTHKH, BUKOPUCTAHHS MPUHIUITY TMOMIXYT0XKHOCTI,
IHTErpalibHOCTI Ta J1aJOT1YHOCT1, HacaMmepe, y xopeorpadiyHiii OCBITI.

B eBpoamepukaHChKil yHIBEPCUTETCHKIN CUCTEMI TapaJieIbHO PO3BUBAJIUCS TPU
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HE3aJIe)KHI MOJIEJIl HaBYaIbHUX MporpaM cTyAil TaHio — y Jlednuury (Himeuuuna),
Croppei (Benuka bpurtanisi) ta Pisepcaitni (Kamidopnis, CIIIA). Bouu i 3axnanu
OCHOBHI1 HaNPSIMKHU pOOOTH: apXiByBaHHs, aHa13 1 xopeorpadiro BianoiaHo (Giersdorf,
2009, c. 27). AMepukaHCbKa MOCTMO/IEpHA TEOPisl, aHNTNChKUNM €CTEeTUYHUN MPOEKT
Ta HIMEIILKHI apXiB — TPU Pi3Hi, ajie pa3oM 13 TUM HEOOX1H1 OJUH OJHOMY IUISXH JIJIs
pO3MISAY SIBUII, 00’ €IHAHUX KaTeropieto xopeorpadii, TUIECHOCTI, pyXy Ta TAHIIO K
Takoro. OCHOBHUI BILUIMB Ha (DOPMYBAHHS IIUX TPHOX MPOTPaM Majiu icTopis Pi3UIHOTO
BUXOBaHHS, TaHIIO MOJEPH, (DeMIHI3M Ta pyX 3a TirieHy. AJpKe came BOHU 3aKjIaiu
HIIPYHTS JUIsl ICHYIOYOTO MOJIUTY Ha IHTENEKTyallbHY 1 (D13UUHY IMPAIIo SIK OCHOBHHMA
acriekT TaHioBanbHOI ocBiTH (ITiBTOpak, 2014, c. 30-31). Po3misaemo mokmamHimie
JIBa HAIpsSMH JOCIIDKCHb TaHIlIO, IO MpeACTaBieHl B YKpaiHi, Ha JYMKY aBTOpa,
HaliMEHIIIE.

Po3po0ku akagemiyHOi NTUCHUIUIIHK CTyAll TaHIl0 yHiBepcutetry M. Croppeit
Bu3Haumiia Jxener JleHcnmenn sk «mocmigoBHUN HaOip i7ei, 00’ekTiB a0 JOCBIIB,
1HTEepeC Ta BUBUYEHHS SKUX OOrpyHTOBaHUU. lle BUBUEHHS MOke OyTH TEOPETHUHUM
(pe3ysbTaToM SIKOTO Oy/ieé BUCHOBOK), MPAKTUYHUM (HABUYAHHS MPOILIECY, SIK CTBOPUTHU
dbopMy) uu OIIHOYHUM (HABYAHHS, IK poOuTu KpuTnudHi cymxeHHs )» (IliBropak, 2014,
c. 34). 3acTocyBaBIu II¢ YHIBepcajlbHE BHU3HAYCHHS IOJO0 IO TaHIto, JIeHcaenn
BH3HAYA€ TAKOXK 1 MOro OCHOBHI KaTeropii: TBOpeHHs (xopeorpadis), BUKOHAHHS
Ta OIlIHKA TaHIf0. TBOPEHHS BKJIKOYAE YMIHHS CTaBUTHU TaHIl Ta 3HAHHS OCHOBHHX
IIPUHIIMITIB CTBOPEHHSI TAHII0; BUKOHAHHSM € BMIHHS JaBaTH TAHIIO KUTTS (TEXHIKA)
Ta IHTEPIPETYBATU KOHKPETHY Xopeorpadito; a ONuc, aHalli3, IHTepIpeTarlis Ta BjiacHa
OITiHKA TAHIIIO BU3HAYAIOTHC SIK IIEHTPaJIbHA KaTeropis caMe i€l TaHIFOBAJIBHOT CTY/11
yHiBepcuteTy M. Croppeit. JlocnigHuls Takox HaroJsrae, mo TaHellb caM BHU3HAYae,
SK HOTO OTP1OHO BUBYATH, TUM CAMUM HATSAKAIOUM HA MIEBHY aBTOHOMIIO CTY/I1i TaHIIIO,
10 CTa€ AUCIUILIIHOIO, KA BUBHAYAETHCS CBOIM BIIaCHUM npeameToM (Tam camo).

3aBmsiku poboram Coro3an JIi docrep nporpama cTymii TaHIIO B YHIBEPCUTETI
PiBepcaiina po3BuBanach K IHTEPAUCIUIUIIHAPHA, MYJIBTUKYIBTYpHA Ta CYTO
TeOpeTuyHa, 1o (OKyCyBasacs BHUKIIOYHO Ha THUCHMI Npo TaHelb. JlocmiaHuis
3aCTOCOBYBaJIa CTPYKTYPHHMM MIAXiJA Ta PO3MVISHYJIA KOKEH AacleKT TaHII0 — BiJ
xopeorpadii 10 pereniiii — K KyJIbTypHHN TEKCT, y TaKUW CIOCIO JIeHaTypasi3youn
npoliec TBOpeHHs TaHio. Pdocrep 3amponoHyBajia, HE BTpadalodd 3 TMOJSI 30PY
COITIaJILHOTO Ta MOJIITUYHOTO IMOTEHI ATy TAHITIO Ta BHACIIIOK TOCTMOICPHOI KPUTHUKH
CTPYKTYPAJIICTCHKUX YHIBEpcalli3alliii, BBRXATU IHTEPHPETAIII0 TAHII0O 3HAKOBOIO
CHUCTEMOI0. 3 1HIIOTrO OOKY, HAyKOBEIlb HATOJIONIYE HA TOMY, IO JIOCHIIHUK TaHIIIO
MOBUHEH BOJIOAITH 3[AaTHICTIO YUTATH I TEKCTH, @ HE MPOCTO IHTEPIPETYyBaTH iX.
ITporpama 3Ha4HO 3MICTHIIA AKIICHT B1JI aHAII3y Ta JIOKYMEHTAIIi 10 KOHIENTyaIbHO1
TEOpeTU3allii TaHIl0, OCOOJMBO y CIIIBBIJHOIICHHI TAHII0 Ta MHUChbMa SIK PI3HUX
3HAKOBHX CHCTEM, 0a30BaHUX Ha COIIaJIbHUX CTPYKTYypax. Tox Takuii miaxiachopmyBas
METOJIOJIOTIIO CTY/I TAHIIIO, TOAABIIN JUCIIUILTIHI IHCTPYMEHTApii aHai3y.

CydacHuii TaHellb — HE CYIUIbHUM 301p HAaBUYOK, SIKI O MOIJIM BUBYATHUCS, a
MOTIM TIOBTOPIOBATUCSI aBTOMATUYHO 3HOBY Ta 3HOBY. SIKI0 O TaHelb OyB MPOCTOIO
IMITaII1€10 KPOKIB 11103, HABUKIB, PyXiB a00 MpUioMiB, TO He OyJia 6 MOTpiOHOO TpUBaJIA
TaHIfOBaJIbHA OcBITa. Came 3 aHaJIi3y KOpesilii TUIECHUX HaBUKIB 1 TIJICCHOTO 3HAHHS
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1€ CTa€ OYEBUIHUM. TieCHE 3HaHHS BKJIIOYAE «CBIJIOMO JTIOCTYITHE 3HAHHS, SIKE MOXE
OyTH siIcHO cpopMyIbOBaHE Ta € XaPAKTEPUCTUKOIO OCI0, SKI BUBYAIOTH HABUK 4Yepe3
THCTPYKIIii Ta mpaBwmiia moo0 pyxis» (Parviainen, 2003).

TanmiBauku Ta Xopeorpadu HaOyBalOTh 3HAHHS PyXy MOCTYNoBO. B mporeci
TaHIIF0O BOHM HE MOXYTh OBOJIOJITH 3HAHHSM 1 HaBUKAMH Tila, IO PyXaeThCH,
Oe3mocepenHbo. [HaKIIe KaXXydH, TIJICCHE 3HAHHS TaHI[IBHUKA — IIJISIX, 1110 PO3BUBAETHCS
Ta (popMy€eThCs MOCTYIIOBO, MPOTITOM yciei kap’epu. HoBuit HaBUK, BUBYEHUI BUODa,
«ociJlae» B TUI TaHIIBHHMKA, CTAlOYM TaKWUM, IO KuBE. lle «ocamkeHHs» HaBUKIB,
3HAHHS Ta JOCHIAM B TUTl, HA AYMKY A. [lapsiatinen, MOXYTb OyTH PO3IIHEHI SK
ocoOucTui BHOIp MEBHOTO CTUIIIO PYXy Ta JOJY4YEHHS Tia 7o ioro cioBHUKa (Tam
camo).

TanmiBHuKM HAOyBalOTh 3HAHHS, YCBIOMIIIOIOUH, K BIITBOPIOBATH iX Y pyXax
O6axxanoi opmu 1 3HaueHHs. Sk 3ayBaxkye C. Docmep, «TAHIIBHUKU MOXKYTh BUBYATH
pyxH, sSKl TUIO MOxe copmyBaTu 1 posMillye ix y crnenudiuHii Gopmi mia gac
nokasy. TiiecHe 3HAHHs HaJa€ IM MOXJIMBICTH POOWTH BIAMIHHOCTI Ha xomy. BoHu
MOXKYTh BIJIPI3HITH TaKi KIHETUYHI TUIECHI BIUYTTS, K TIIAJIKICTh 1 HETIOBOPOTKICT,
HECTPUMHICTh 1 MOBUIBHICTb, OpPYTaJbHICTh 1 HIDKHICTh, TOOTO MPAKTUYHO YCi
BIIMIHHOCTI TUIECHOTO CTaHy. Y 3arajJbHOMYy TMpOIECI HAyKOBOI KaTeropusarlii
PYXOBHX €JIEMEHTIB CTBOPEHHS BIIMIHHOCTEH y MOOYI0B1 TUIECHOCTI Ma€ BUPIIIATbHE
3HayeHHs. lle BuUMarae 4yTiamBOCTI 0 PI3HUX sIKOCTEW pyxiB. BuBuaroum 3acobu
TaHIIIO, M0 CTAlOTh OCOOJMBO YYTJIMBUMH HIOJ0 KIHECTETUYHOTO CEHCY Ta BIACHOI
MOTHBAIIi1 BUKOHABIISL, MOKHA TIEPEKOHATUCH Y TOMY, 1[0 TIJIECHE 3HAHHS € BAKOHAHHSAM
HABUKY pyXy, ajie 3HAUTH HOro crenudiky MOXKHA, JIMIIE BPaXOBYIOUH 1HAUBIyalbHI
0COOJIMBOCTI TUIECHOCTI TOTO 4 iHIIOTO TaHIiBHUKa» (Foster, 1997, p. 12).

Buxkonagiii, Ha gymMky Maptu ['pem, «He nuilie BY4aThCsi BUKOHYBATH CJIOBHHK
pyXy, asie HaOyBarOTh 3HAHHA PYXJUBOCTI Tuta moauan» (Yemanos, 2007, c. 172).
[Toxu TaHIIBHUKY HABYAIOTHCS BUKOHYBATU PyX MOIOHO JO MPOCTOTO MipyeTy, BOHU
3a3BUYail MAaIOTh TIJIECHE 3HAHHS 00epTy Ta OanaHcy Tuta. [IpoTe HaBUKHK pyXy MOXKYTh
3HUKHYTH B PE3yJbTaTi HEeIACHOTO BUMAAKYy abo mpoiiecy ctapinHs. Lle He 3HaYuTh,
o ctapi ado TpaBMOBaHI1 TAHI[IBHUKM HE MArOTh TUIECHOTO 3HAHHS. XO4a BOHU HE
MOXKYTh J1aJll BAKOHYBAaTH HABUKHU CAMOCTIITHO, BOHU MAlOTh CBOIO MareplajbHy CXeMy
710 BIITBOPEHHS PYXIB y X BIACHOMY T1JIi Ta Ye€pe3 KIHECTETUUHE PO3YMIHHS iX y Oy/Ib-
AKOMY 1HIIOMY TUl. TakuM 4MHOM, BOHHM MOXKYTh BUKJIAJIaTH TaHEIb 1 MEpeaaBaTH
3HAHHS TiJa IS HOTO BIITBOPEHHs (HaBYaHHS Ji€10). 3pO3yMisio, 10 Ha JAOJATOK JI0
TIJIECHOTO 3HAHHS, BHKJaJad MOBUHEH MATH I€JaroriyHi HaBUKH, 00 TepeaaBaTv
3HAHHSA Ta 1/1e1 pyXiB TaHI[IBHUKAM.

3a inentudikamiero M. [lomani, icHye Tpu MexaHI3MH, SKUMH TaKe 3HAHHS
3a3BUYAl MMepeaeThes: IMiTallisl, OTOTOKHEHHS 1 HaBuaHHs Jieto. CydacHl BUKJIaaaql
TaHIIIO BIJIJIAI0Th IEpEBary OCTaHHbOMY, YHUKAIOUH ITPOCTO1 iMiTaIlli 200 OTOTOKHEHHS B
nepeaayl 3HaHHS o/10 TaHIr0. Hanmpukitan, y TexHili release (po3ciadneHHs ) BUKIaaa4d
pOOUTH PYX, a CTYJICHTH NIEPEUMAarOTh HOro 0COOMCTHI CTHIIb. BueHHs Hempsime: Horo
IIEHTP HE Ha PYCi SIK TAKOMY, a Ha AKOCTI pyXY, SIK, HATPUKJIa, PI3HOMaHITHICTh TOTOKY,
KOJIM TUIO «majae». ToMy TaHIIIBHUKW BYaTHCS PO3CIAOIATH TIJIO HE JIMIIEC B IIbOMY
cnenuivHOMY CTaH1, a TAKOX B 1HITUX pyxax. CioBa BUKIIaa4iB, TOOTO JIIHTBICTUYHE
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BUPAXCHHS YacCTO 3aBEPIIYIOTH iX TIJIECHE BUKOHAHHS, XOUYa BOHM HE HAMararoThCs
«TmepeKyiacTu» 3HaHHs y OykBasibHOMY ceHcl (Parviainen, 2003).

Crin 3a3Ha4UTH, 1110 TAHEIb K CIEIU(PIIYHUI METO]T TIIIECHOTO 3HAHHS BKIIIOUAE
B ceOe ocoOucTe 3HaHHSA, SIKE HE € BepOani3oBaHUM, TOOTO SICHO C(HOPMYIHOBAHUM.
Hanpuknan, noBepiiieHni TaHIIBHUK MOYKE MaJjIo 3HATH PO 1CTOPIIO 3aX1THOTO TAHIIIO.
3 iH110TO OOKY, 3HAHHS ICTOPUKA TAHIII0 HE POOUTH HOTro MpodeciiitHuM xopeorpadom.
JIOCHITHUKYU TaHII0, MOXJIMBO, MAaIOTh 0arato 4iTko c(hopmyrabOBaHOTO 3HAHHS PO
TaHellb, 1[0 B CEHC1 YCHUX YABIIEHb PO MUCTEITBO HE 3aMIHUTH OCBITY B rajiy31 CaMoro
taH1to. [Ipote, sk CTBEpIKYyE aMepUKaHChKUH (axiBelb 13 My3udHOi OocBiTH beHHeT
Paiimep, sicHo copMynbOBaHI TEOPETUYHI 3HAHHS Ta TIJIECHE 3HAHHS TAHIIO HE €
KOHKYPEHTHUMH, HaBIAKH, BOHU 3a3BHYail JOMOBHIOIOTH 1 MOTIHOMIOIOTH YSIBIICHHS
npo xopeorpadiune muctenTno (Tam camo).

Jlunamikacy4acHOi XOpeorpadiuHoi 0CBITU AK CHEPUKYIBTYPHOTO CAMOTBOPEHHS
1HJIMB1Aa BUSABIISETHCS 1HIMKATOPOM «OHTOJIOTTYHOI KOPEJISIIiD» JTyXOBHHUX I[IHHOCTEH
CYCIIUJIbCTBA, 1X 1CTOPUYHOI CBOE€YACHOCTI Ta JOPEYHOCTI, a TAKOXK 11 CTAaBIICHHS 10
3arajJpHOIIIOACHKOI KylbTypu. Came TOMy B MPOIIECl HaBUaHHA Cy4yacHii xopeorpadii
aKTyaJIbHUMH CTAlOTh X0 BUKOPUCTAHHS COMAaTHYHHUX IMPAKTHUK Ta KIHE310JIOT1i.
BukopuctanHs CcoOMarMuyHUX MPAKTUK Ta KIHE310JOTIYHUX BIPAB Yy Cy4YacHOMY
XxopeorpagiyHOMy HaBUYaHHI € TPUKIAJAOM MIAXOIIB, IO BiJIOOpa)KaroTh Ha3pUTy
AKICHY 3MIHY CTaBJCHHS JIIOMWHU 70 TUla. «CydyacHUN TaHElb CTa€... KITOBOPOTOM)
JI0 TiJIa Ta IO TUIECHOTO, TaKTHJILHOTO CIpuiHATTS cBiTy» (Kypromona, 2011, c. 3).
Tomy moctynoBe BIpOBaHKEHHS B XOpeorpadiuHy OCBITY HaBUaHHS, 1110 repeadavae
3arajpHy YCBIJIOMJICHICTbH Tijla, BUKOPUCTAHHS COMAaTMYHUX MPAKTUK Ta KIHE310JIOT1i,
BU3HAYA€ Cy4yacHy 0aratoyHKIIIOHAJIbHY CTPATEril0 B TAHIIOBAJILHUX MPAKTHUKAX Ta
xopeorpagpiyHOMy BUXOBaHHI.

BripoBapkeHHs] COMaTUYHUX MPAKTUK y XopeorpadiuHy OCBITY BiOyBajocs Ta
BiJIOYBa€THCA HE TUIHKHU 32 PAXYHOK MPOXOXKEHHS MPAKTUYHUX 3aHATH 13 COMAaTUYHUX
JTUCITUIUTIH, @ ¥ 3a paxyHOK IHTErpyBaHHS B TaHIIOBaJIbHI MPAKTUKH COMATUYHUX
NPUHIMIIB, TaKUX K «MYAPICTh Tida-po3yMmy, 1€l CIOMYYHOCTI Ta JUXAHHS»
(Topneesa, 2014, c. 303). I[Toxibna B3aemMoIisi HOCUTH Ha3BYy COMAaTUYHOTO HaBYAHHS.
VY pobotax npo ¢hopMyBaHHS COMATHYHOTO HABYAHHS JOCIIIHUKH 3BEPTAIOTh YBary
Ha XouicThuuHy (utocodito; JOMiHyIOYa METa HaBYaHHS — 3a0XOUEHHS B CaMOOCBITI
Ta CaMOHABYaHHI; CEpEJl MPAKTUK: IMIPOBI3AIlis, ACTIEKTH PEICKTUBHOI MPAKTUKH,
PO3BUTOK 1 BHKOPUCTAHHS MPAKTUKH BHYTPINIHBOI ycBigomiieHOCT. Choroai
HaW3HAYHINI POTPaMU B Tally31 COMAaTUYHOTO HaBYaHHS IIPOBOISITHCS B YHIBEPCUTETI
M. Xampu, Ilapusbkiii koHcepatopii, Jlaban menTpi M. JIoHJOHA, OCBITHIX
TaHIIOBaIBHUX (popmartisix mict Amctepnama, Bankysepa, bepiina ta iH.

B Ykpaini cborositi BiI0yBa€eTHCS MPOIIEC CTAHOBIICHHS CYYaCHUX TAHITIOBATBHUX
CTyii Ta GOpPMYBaHHS HAIPSIMIB PO3BUTKY 1X AUCIUILTIH. HaltO11b1I iIKaBUM 13 IILOTO
PUBOJY, HA TyMKY aBTOpa, € JOCBIJ TaHIFOBAJILHOI CTY/li YHiIBepcuteTy M. JIbBOBa.
[Topsia 13 OCBITHIMU 3aBJAHHSMH TOCTIHHO € MONIYK y TUIOLIMHI XopeorpadiyHOro
muctenTBa (tearp TtaHio «Tilo dance theater», UBT «PREMIERA») Ta HaykoBux
nociipkeHb 3a TeMoro «lIpobnemarnka xopeorpadiuHoi OCBITH 1 HayKu B YKpaiHi:
TEOopis 1 1ICTOPis XopeorpadiyHOi KyJIbTYpH — XOPEOJIOris IK MUCTEIITBO3HABYA HAYKay.
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[TepcrieKTHBHUM J1I0AATKOM JIOCIIIJIPKEHHS € TAaKOXK icHy0unH 13 2010 poky Mi>kHapOHUT
KOHKYpPC Cy4yacHOro xopeorpadiyHoro mucrenrBa «Super dance» (opranizarop i
mupexTop goueHT O. [11axoTHIOK), y paMKax SKOTO MPOBOSTHCS HAYKOBO-TIPAKTHUYHI
KOH(EPEHIIIl; PI3HOMAHITHI KYJIBTYPHO-MHUCTEIBKI aKIlii; METOAWYHI 00’ €HaHHS
xopeorpadi; BUCTYITH T€aTPiB TAHIIIO, & TAKOXK MI>KHAPOTHI MAaHCTEP-KIIACH MTPOBITHUX
(axiBIIiB 13 Cy4acHOTO XopeorpadiyHOro MUCTEITRA.

2018 poky kadeapa pexucypu Ta xopeorpadii (akyiabTeTy KyJIbTypH 1
MUCTEUTB JIbBIBCHKOTO yHIBEpCUTETY iMeHI [Bana ®dpaHka CHibHO 3 Kadeaporo
xopeorpadii Ta MucCTEeUTBO3HABCTBA JIbBIBCBKOTO JEpPXKABHOTO YHIBEPCHUTETY
¢i3udHOI  KyIbTypu TipoBesna TpeTio BCEyKpaiHChbKY HAyKOBO-IPAKTUUHY
koH(pepenio «llegaroriuyni, MCUXOJOTIYHI Ta MEAMKO-O010JOTIYHI aCHeKTH B
xopeorpadii Ta cmopti». Po3rnsgatoun Taki OCHOBHI TE€MaTW4YH1 HANpPSIMKH, SK
dbopmyBaHHA B YKpaiHi HAyKH KiHE310JI0T1i Ta OCHOBU MEIUYHOTO 3a0€3MeUeHHS B
xopeorpadiyHUX KOJIEKTHUBAX 1 CHOPTUBHUX CEKIISIX, KOH(PEPEHIIis MiJHIMAE TAaKOX
TaKi aKTyaJibHI MUTAHHA B Cy4acHii xopeorpadii, aK: mpodIakTHKa TPaBMaTU3IMYy
B XopeorpadiyHUX KOJIEKTHUBAX 1 CIIOPTUBHUX CEKIISX; ICUXOJIOTIUHI i IeJaroriyHi
acMeKkTH AIsUIbHOCTI B Xopeorpadii Ta cmopti; 3acoOu KOpekIlii ¥ BiHOBJICHHS
3acobammu xopeorpadii Ta cHopry; apT-Tepamis 3acobaMu XopeorpadiuHOro
MHUCTEITBA; 0COOIMBOCTI MY3UUYHO-PYXOBOI JISNIBHOCTI B Xopeorpadii Ta CropTi;
peabinitaiiitHi 3axoau B xopeorpadii ta crnopti (Tpems eceykpaincvka Hayko8o-
npakmuuna..., 2018).

Takox y pamkax mixkHapomHoro npoekty «Dancing Through Translation»
13 Oepe3ns 2018 p. BimOymacs mnepimia BiICOKOH(PEPEHIIS] MK CTYyACHTaMU
JenapraMeHTy TaHIio 1 Tearpy Marymount Manhattan College (CILIA) Ta
cTyneHTaMHu Kadenpu pexucypu 1 xopeorpadii JIbBIBCHKOTO HAI[lIOHAJIBHOIO
yHiBepcuTeTy iMeHl IBana ®@panka. [lanuit mpoekt posmnouaro mie y BepecHi 2017
pOKy. 3aBeplICHHS IIAHYETHCS CTBOPEHHSIM BHUCTaBH 1 MIHI-TYpOM IO MIiCTax
VYkpainu B ceprnni 2018 poky. [IpoexT 3iiiCHIOETBCS 3a MIATPUMKH MPOTpaMH
nyomniunux rpaHTiB [loconbcTBa CIIA B VYikpaini. lllogo cydacHux mociigkeHb
TeMa MPOEKTY € aKTyaJdbHOI, PO3MIISIAI0UH TUTAHHS PO KYIBTYpHI 0COOIMBOCTI,
AK1 3akapOyBasa B T1JIO MOBa; PO Te, K 3a(iKCyBaTU MPOCTUH MOOYTOBUH pyx
BHIIQJIKOBO 1T00AYEHOT JIOJIMHU, OIMMMCATH HOT0 CBOEIO PIIHOI0 MOBOIO (IIepeBECTH
B TEKCT) 1 MOTiM mepeknactu horo iHmow mMoBow. Ctynentu CIIA Ta Ykpainu
111 Yac BijicOKOH(MEepeHIIiT OOMIHAIUCS IUMU TEKCTaMU Ta CIpoOyBalid MEPEBECTH
iX y pyx: iM Oyno 3ampomoHOBAHO CTBOPUTH MPOCTI TAHIIOBAJIbHI €TIOAU 3
UX TPAHCKPUIIINA. 3HAYUMICTh MPOEKTY WOro opraHizarop B YKpaiHi AHTOH
OBuiHHIKOB copmyintoBaB Tak: «HeBenuuka imtocTpallis pa3iounx BIJIMIHHOCTEH
KyJbTYp Y JOBOJI MPOCTHUX 3aBJAHHSX 1 pe3yibrarax iX BUKOHAHHS J103BOJSIOTH
MEH1 3HOBY 1 3HOBY NEPEKOHYBATHCS: JIMIIE CHOCTEPIralouu 3a IHIITUMH, MAENI
3MOTY PO3IIUPUTHCH 1 TOOaunTH 1iHHE B co01» ([TmaxorHiok, 2018).

BucnoBku. IligcyMoByro4W, Ciiji 3a3HAYUTH, IO B JOCIIKCHHIX
xopeorpaiyHOro MHCTENTBA IMOCTYIMOBO 3MIHIOIOTBCA W  JOMOBHIOIOTHCS
KOHIICTITYaJIbHI OCHOBH, IO BIJIKPHBAE HOBI MOXJIHWBOCTI BHKOHABCTBa, OCBITH
Ta TBOpPUYOCTI XopeorpadiB cydacHOCTi. AKTyallbHUMH Ta TEpPCHEKTUBHUMHU

65



«{j

HanmpsiMaMH BHUBYEHHS Cy4aCHOTO XOpeorpadiuHOTO MHUCTEITBA Ta BUKOPHCTAHHS
pe3ynbTaTiB y TAaHIIOBAJIBHIN MPaKTHUIll, XopeorpadiuHiii OCBITI, XOpeoJorii €:
KOHIICTIT «TIJIECHE 3HAHHS»; CHHEPTeTHKA; COMaTUYHE HaBYaHHS Ta KIHE310JIOTi.
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Mera pgochaizkeHHsi — OOIpyHTYBaTd JONUIBHICTh BHUKJIQJAaHHS Ta
3alpoONOHYBaTH 3MICTOBHE HamoBHeHHs aucuumuiinn «Kputuka xopeorpadii» B
CHUCTeMI MIATOTOBKHM (DaxiBIld TaHIIOBAJILHOIO MHCTEITBA Y 3aKJIaJaX BHUIIOI OCBITH
VYkpainu. MeTonu aociiizkeHHs. 3Ba)Kal0ud Ha MIPUKIIATHUN XapaKTep MPeACTaBICHOT
mpaili, OKpiM TEOPETHYHOTO aHaJI3y JKEPENbHOI 0a3u, cucTeMaTu3allii eMIIipuIHOro
Marepiaily, MPOBEACHO KOHIeNTyami3anito aucuuiuiind «Kputuka xopeorpadiin.
HaykoBa HOBH3HA TIONSITa€ B aHaNi31 Cy4aCHOTO CTaHy TAHIIOBAJIbHOI KPUTUKH B
VYKkpaiHi Ta CBITI, OKPECICHHI 3MICTOBHO-TEMAaTUYHOIO Kojla AUCIUILIIHN «KpuTnka
xopeorpadii» B cucTeMi ImiAroTOBKH (haxiBIld TAHIIOBAILHOTO MHUCTEIITBA Yy 3aKJIaiax
BUIIO1 OCBITU YKpaiHu. BucHoBku. OCHOBHUM 3aBIaHHSIM TaHIIOBAJIbHOI KPUTUKH €
MOIIYK aJIeKBaTHUX (OPMYJIIOBaHb Y BHPAXKEHHI KPUTHUYHO-OLIIHHOTO CTABJICHHS J0
dbeHoMeHiB xopeorpadii CyqacHOCTI, JIe aJIOT19Ha KOMITO3HITiiHA T0OY10Ba, HETTHIHHUMA
PO3BUTOK CIOKETY, YHUKAHHSI KaHOHI30BaHOI JIEKCUKU BUMAarae (popMyBaHHS HOBOTO
KPUTUYIHOTO JICKCUKOHY, HOBUX Xy/I0’)KHbO-ECTETUYHUX OPIEHTUPIB B OIliHII. B ymoBax
HU3bKOI BepOabHOI aKTUBHOCTI MPAKTUKIB XOpeorpadiuHOro MUCTEITBA BBEICHHS
muciututiny «Kputuka xopeorpadii» B cucTeMy IMiIrOTOBKY (PaxiBIliB TAHIFOBAILHOTO
MHCTEITBA B 3aKJIa/1aX BUIOT OCBITH YKpaiHU MOXKE CTAaTH OJTHHM 13 J1€BUX MEXaHI3MIB
noruOIeHHSI 0013HAHOCT1y chepi KpUTUYHO-OIIHHO1 JISTTEHOCTI. Y MeXKaX JUCIUTILTIHHA
paIioHaJIbHO PO3IISSHYTH TPU TEMATU4YHI OJIOKH: METOJOOTIYHUN (XyOKHSA KPUTHKA
K €CTeTUYHA KaTeropisi, 0COOIMBOCTI XyJOKHbO-KPUTUIHOTO OCMUCTIEHHS ()eHOMEHIB
xopeorpadgiyHoi KyJabTypH CY4YacCHOCTI), ICTOpUYHUN (CTAHOBJEHHS Ta PO3BUTOK
OaJIeTHOT KPUTHKH Y BIAMOBITHOCTI 10 OCHOBHUX €TaIliB PO3BUTKY OAJIETHOTO TeaTpy,
€BPOIICHCHKA, pOCIChKa Ta paIsTHChKA, YKpaTHChKa OaIeTO3HABY1 IIKOJIH ), TPUKIIaTHUMA
(po3MIsi] Ha KOHKPETHUX MPUKIaaax OCHOBHHUX (OpM, 00’ €KTIB, )KaHPIB, CTUITICTUKU
Ta KOMIO3UIIli KpUTUYHHUX BUCTYIIIB 3 Xopeorpadii, CMUCIIOBUX KOMIIOHEHTIB peleH31,
KPUTUYHOI CTaTTI.

Kniouoei cnosa: manyrosanvha kpumuka, xopeozpagis, Kpumuka xopeoepaii;
suwa oceima 6 Ykpaini.
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JANCHUITIIMHA «KPUTUKA XOPEOI'PA®OUN» B CUCTEME
MNOATI'OTOBKHA CIIENUAJIMCTA TAHIHEBAJIBHOI'O HCKYCCTBA B
YYUYPEKAEHUAX BBICIHIEI'O OBPA30BAHUSA YKPANHDBI

IIupabinckast Ainnna HukosaeBHa,
https://orcid.org/0000-0002-7892-337X
KaHJUJaT UCKYyCCTBOBEIAECHHUS, JOLICHT,
KueBckuil HallMOHAIBHBIM YHUBEPCUTET KYJIBTYPBI U UCKYCCTB,
Kwues, Ykpanna,
alinaknukim@ukr.net

Heab wuccienoBanusi — 00OCHOBATH I11€J€COO0PA3HOCTh MPEMOAaBaHUs U
MPEJIOKUTE COMIEpP)KaTeIbHOE HamoJHEHUE AUCHUILUIMHB «KpuTnka xopeorpadum»
B CHCTEME IMOATOTOBKM CIICLIMAJIMCTa TAHLEBAJbHOIO HMCKYCCTBA B YUPEXKIACHUSIX
BBICIIETO0 00pa3oBaHUsl YKpauHbl. MeToabl MCCae0BAHMS. YUUTHIBAs MPUKIIATHOM
XapakTep MpeACTaBICHHOW pabOThl, KpOME TEOPETHUECKOTO aHAJIU3a MCTOYHUKOBOM
0a3bl, CUCTEMATH3AIMN SMITMPUYECKOTO MaTepualia, MPOBEACHO KOHIETITYyaIU3aIUIO
muciutuinabl - «Kputuka xopeorpadguu». HayuHas HOBHM3HA 3aKIIOYaeTCs B
aHaJIM3€ COBPEMEHHOI'O COCTOSIHMSI TAHLIEBAJIbHON KPUTUKU B YKpauHE U MHUPE,
OYEpPUMBAHUU  COJIEPIKATEIBbHO-TEMATUYECKOTO Kpyra JucuuiuinHbl  «Kpurtnka
xopeorpaguu» B CHCTEME IIOATOTOBKM CIIEIUATMCTAa TaHIEBAILHOTO MCKYCCTBA
B YUPEXKJEHUSAX BBICHIET0 oOpazoBaHus YKpauHbl. BbiBoabl. OCHOBHOI 3amadeit
TaHIIEBAJIbHON KPUTUKH SIBJISIETCS MOUCK aJIEKBATHBIX (DOPMYIUPOBOK B BBIPAKCHHUH
KPUTHUYECKHU-OIIEHOYHOTO OTHOIIECHUSI K (peHOMEHaM Xopeorpaduu COBPEMEHHOCTH,
IJI€ aJIOTUYHOE KOMIIO3ULIMOHHOE ITOCTPOCHUE, HEIMHEMHOE PAa3BUTHE CHOXKETA, YXOJ
OT KaHOHU3MPOBAHHON JIEKCUKU TpedyeT (POpMUPOBAHUS HOBOTO KPUTHUYECKOTO
JIEKCUKOHA, HOBBIX XyJI0KECTBEHHO-3CTETUYECKUX OPUEHTUPOB B OLIEHKE. B yCrnoBusx
HU3KOHM BepOaIbHOM aKTUBHOCTH IIPAKTUKOB XOPEOrpapuiIecKoro MCKyCCTBA BBEICHHE
muciutuinabel - «Kputrka xopeorpaduu» B CHUCTEMY TOATOTOBKH  CIEIAATUCTOB
TaHIIEBAJILHOTO MCKYCCTBA B YUPEXKJICHUSIX BBICIIEr0 00pa30BaHUsSI YKPAUHBI MOXKET
CTaTh OJHUM W3 JICCTBEHHBIX MEXaHM3MOB YIIIyOJEHUS OCBEJOMIIEHHOCTH B cdepe
KPUTHYECKH OIIEHOYHOW JAESATEIbHOCTH. B paMkax JUCHUIUIMHBI pPAMOHAIBHO
paccMOTpeTh TpPH TEMaTHYECKUX OJIOKa: METOJOJIOTUUECKUN (XyI0’KeCTBEeHHAs
KPUTHKA KaK dCTETUYECKAsl KaTeropusi, 0COOEHHOCTH XyJ0KECTBEHHO-KPUTUUIECKOTO
OCMBICIICHUS ~ ()EHOMEHOB  XOpeorpauueckoid  KylabTypbl  COBPEMEHHOCTH),
UCTOPUYECKHUM (CTAHOBJICHHE W pa3BUTHE OaleTHOM KPUTUKH B COOTBETCTBUU C
OCHOBHBIMH dTAllaMH pa3BUTHA 0aJIETHOTO TeaTpa; eBpoIencKasi, pyccKkas U COBeTCKasl,
yKpauHCKas 0aleTOBEIUECKUE MIKOJIbI), MPUKIATHON (pPacCCMOTPEHUE Ha KOHKPETHBIX
npUMepax OCHOBHBIX (opM, OOBEKTOB, KAHPOB, CTUIUCTUKH M KOMIIO3UIIMH
KPUTHUYECKHUX BBICTYIUICHUI XOpeorpapuyecKoi TEMaTHUKH, CMBICJIOBBIX KOMITOHEHTOB
pELICH3UH, KPUTHYECKOU CTaThH).

Knioueevie cnosa: manyeganvhas Kpumuka, xopeoepagus, — KpUmMuka
xopeoepaghuu; evicuiee obpazosanue 8 Ykpaumre.
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DISCIPLINE “CRITICISM OF CHOREOGRAPHY” IN THE SYSTEM
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The aim of the study is to justify the appropriateness of teaching and to offer
a substantive content of the discipline “Criticism of Choreography” in the system
of preparation of dance art specialist in institutions of higher education in Ukraine.
Research methods. Taking into account the applied nature of the presented work, in
addition to the theoretical analysis of the source base, systematization of empirical
material, the discipline “Criticism of Choreography” was conceptualized. The
scientific novelty consists in analyzing the current state of dance criticism in Ukraine
and the world, outlining the content-thematic circle of the discipline “Criticism of
Choreography” in the system of training a specialist in dance art in institutions of
higher education in Ukraine. Conclusions. The main task of dance criticism is the
search for adequate formulations in the expression of the critically-appraising attitude
to the phenomena of modern choreography, where the illogical composition structure,
nonlinear development of the plot, the departure from the canonical vocabulary
requires the formation of a new critical lexicon, new artistic and aesthetic landmarks in
the assessment. In conditions of low verbal activity of practitioners of choreographic
art, the introduction of the discipline “Criticism of Choreography” into the system of
training dance art specialists in institutions of higher education in Ukraine can become
one of the effective mechanisms for deepening awareness in the field of critically
evaluated activity. Within the discipline it is rational to consider three thematic blocks:
the methodological (artistic critique as an aesthetic category, the features of the artistic
critical examination of the phenomena of the choreographic culture of our time), the
historical (the development and development of ballet criticism in accordance with the
main stages of the development of the ballet theater, Russian and Soviet, Ukrainian
ballet schools), application (considering specific examples of basic forms, objects,
genres, stylistics and composition of critical performances of the choreographic theme,
the semantic components of the review, a critical article).

Key words: dance criticism; choreography, criticism of choreography, higher
education.

AKTyaJbHICTh TeMHU A0caigxeHHs. B YkpaiHi Ta cBiTI B OCTaHHI pOKH TOCTPO
MOCTaIM MUTAHHS TAHIIOBAJILHOI KPUTUKH SIK BaXJIMBOTO CETMEHTa XOpeorpadiaHoi
KyapTypu. B cyuyacHMX yMoOBax IIBHJKOTO HAKOIMMYEHHS MHCTEIBKUX apTe]axTiB
caMe BUSIBJIICHHS I[IHHICHO-CMHCIJIOBOI CYTHOCTI XopeorpadiyHUX TBOPIB € OIHUM
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3 BaroMMX YHMHHHKIB KYJIbTYpOTBOpEHHs. B Hamiiii kpaini karactpodiuyHo Opakye
¢daxiBiiB 3 pO3yMiHHAM cHEIU(IKKH Ta POl KPUTHUKU Xopeorpadii, Opi€HTOBAHHUX
HE JIMIIE HAa MIBUJAKUNA 1H(OpMAIITHO-NPOCBITHUIILKUNA BUKIIAJ Marepiaiay, a Ha
aHATITUKY BHCOKOTO raryHKy. Bmeaenns nucuurmiinu «Kputuka xopeorpadii» B
CHUCTEeMY MIJATOTOBKH (PaxiBIiB TAHITIOBAJIBLHOTO MHUCTEIITBA B 3aKjajaX BHUIIOI OCBITH
VYKpainu MOXe CTaTH OJHUM 13 JIEBUX MEXaHi3MiB MOIMTUOIEHHS 0013HAHOCT1 Y cdepi
KPUTUYHO-OIIIHHOT JisUThbHOCTI. HakpeclieHHs KOHIENTyaJdbHUX IMJAXOIB IIOJI0
BUKJIaJaHHS 111€1 TUCIUIUIIHY € OJTHIEI0 3 aKTyaJbHUX HAYKOBO-TIPUKJIAHUX TTPOOIIeM,
10 HE MOTPAIUISUIH JI0 KOJla HAyKOBOi peduieKcii.

AHAJII3 0CTAHHIX 0CTiIKeHb 1 myOJaikanii. Xy10)KHbO-KPUTHYHE OCMUCIICHHS
pI3HUX BHUIIB MHUCTENTBA Ta IMATOTOBKM (HaxiBIIB JUIS I€l MISUTBHOCTI € OXHUMU
13 371000/ICHHUX AaCHEeKTIB BITUM3HSHMX HAyKOBUX PO3BIJOK, OJHAK HUHI MO)XXHa
KOHCTaTyBaTH HEJOCIIIKEHICTh WX MpobiieM y cdepi xopeorpadii, mpo 1o CBiAYUTD
BIJICYTHICTh Mpallb, CIEHIAJIbHO MPUCBIYCHUX TeMi. PO3MIpKOBYIOYM Haj HUISIXaMH
BKOPIHEHHS y BITUU3HSHY HAYKOBY CHUCTEMY AMCIUILTIHH «Xopeosoris», O. Uenanos
HE OMHUHa€ 1 MpoOsieM, MOB’SI3aHUX 13 XOpeorpadiuHOI0 KPUTUKOIO, 3YIUHSIOUKCH
Ha MIiJIFOTOBII KaJpiB («..MoTpedye MomimiieHHs 1 npodeciiiHuii piBEHb MiATOTOBKH
OaJIeTHUX KPUTHKIB, >KYPHAIICTIB, $KI BHCBITNIIOIOTH TMHUTAHHS XOpeorpagigyHOro
mucrenTBay (Yemanos, 2013, ¢. 66)), OHOBJICHH] IMIXOIB 10 CYYaCHUX TAHITIOBATBHUX
(dbeHOMEHIB («...KpUTHYHE OCMUCJICHHS TBOPIB CIEHIYHOTO XOpeorpagpidyHoro
MUCTEITBA 32 HOBITHIMH 1ICHHUMHU Ta XyIOKHIMU KpuTepissmu» (Tam camo, c. 68)).

[IeBHOIO METOIOJOTIYHOK) OCHOBOIO HAYKOBO1 PO3BIIKH 13 3asBJICHOI TEeMHU
MOXyTh ctatu MoHorpadii O. Ilerpoa (Ilerpos, 1982; Ilerpos, 1995); npaus
H. Kopmrynosoi (2010) Ta iH. [unamiky 3MiH y pPOCIHCBHKiIM OaneTHIN KpUTHII
kiHisg XX — nmouatky XXI ct. BimzepkaneHo y 30ipuuky «HoBa pociiickka My3udHa
kputuka. 1993-2003. baner» («HoBast pycckas My3bIKaibHasi KpUTHKA...»). Kpurtuii
xopeorpadii mpucBsiueHo pizHoactnekTHi nociimpkenns . Teonopec (Theodores, 1979),
. Kemmna (1981), K. Kpodt (Croft, 2014) ta in. [Ipobaema miaroToBKu Ta AiSUIBHOCTI
KpUTHKIB Xopeorpadii aktuBHO oO6roBoproeThes K. 11IBad (Schwab, 2015), K. Jlinon
(Lydon, 2011) ta iH.

V xomH1M mpalli He WIeThCsa PO HAOyTTS KOMIIETEHTHOCTEH (haxoBOT KPUTHYHOT
OI[IHKA (DEHOMEHIB TAHIFOBAJILHOT KYyJABTYPH B CHCTEMI MIJArOTOBKH KaJpiB 3a
CHEIIAJBLHICTIO «Xopeorpadis», YUM JOJATKOBO MiATBEPIKYETHCS aKTyallbHICTh TEMH
CTaTTI.

MeTa gociazkeHHsI — 00T PYHTYBATH JOIIILHICTh BUKJIaJaHHS Ta 3alIPONIOHYBaTH
3MICTOBHE HAmoBHEHHs AucHUILIHN «KputHka xopeorpadii» B cUCTEMI MiATOTOBKH
(haxiBIIs TAaHIFOBAJILHOTO MUCTEIITBA Y 3aKjaaX BUIOT OCBITH YKpaiHH.

Buknaa ocHoBHOTo MaTepiany. BaxxuBiCTh KpUTHUKHU JTSI PO3BUTKY OY/Ib-SIKOTO
MUCTEITBA Ta HAYKH PO MUCTEIITBO € He3anepeuHnM. Kpurtrka xopeorpadii € oHi€0
3 HANOUIBIN CKJIAIHUX PI3HOBHJIIB KPUTHYHOI JTISIIBHOCTI, III0 BUMAarae Ji0CKOHAJIOTO
BOJIOJIIHHSI MANCTEPHICTIO BepOaibHOI 1HTEprpeTalii MUCTEITBA 1HIIOI, TOPIBHIHO
13 CJIOBECHOIO, 3HAKOBOI cucTteMu. [IpobieMu KpUTUYHO-OIIIHHOT IsNIBHOCTI y cepi
xopeorpadii akTyalibHi yIIpOJ0BXK TpuBajoro yacy. Hanpukmnan, me y 1979 p. Ha chomiii
xoH(epeniii «Tanmi y Kanami», mo Bigdynacs B Toponto (Kanana) B YHiBepcureri
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Barepnoo, migHimanucs muTaHHS TPO(ECIHHOCTI Ta MEPCIEeKTHB TaHIIOBAIbHOI
kputuku. J. Teoqopec BUCIIOBIIOBAA 3aHETIOKOEHHSI 11010 TpoeciitHoi 0013HaHOCTI
KPUTHUKIB, CTBEepKytoun: «Ilompu Te, 1110 € KPUTHUKH, SIK1 MOXKYTh HAITUCATH TIPEKPACHY
MOCTUYHY JIITEparypy Mpo TaHelb, 0e3 MIMOOKOro pO3yMiHHS CYTHOCTI TaHIIO Ta
XopeorpadgiyHOro peMecia Taki TEKCTH He BIJOOpakaroTh OCHOBHOTO HampsiMy
PO3BUTKY TaHIIOBaJIbHOI KpUTHKW» (Theodores, 1979). Bona B6auana maiiOyTHe 3a
KPUTUKAMH, SKI BOJIOJIFOTH BUTOHYEHUM PO3YMIHHSIM TaHIIO Pa3oM 13 TIMOOKUM
3HaHHSAM cropigHeHuX (opm wmucrentBa. «Jlyke BakIMBO, 100 TaHIIOBaJIbHA
CHUIBLHOTA YIPUTYJ 3aiiHIACh 3aBAAHHIM BUXOBAaHHS MEPCIIEKTUBHUX TAHIIOBATBHUX
KPUTHUKIB, OCKUIbKH iXHI Mpall € HaJ3BUYaWHO BaXJIMBUMHU JJISI BCHOTO PO3BUTKY
TaHIFOBAJIBHOTO MUCTEITBa», — cTBepkyBana J[. Teomopec (Tam camo).

[ croromui mpobaeMu KPUTUYHOTO OCMUCIICHHS C(hepu xopeorpadii 3anuiarThCs
aKTyaJIbHUMH. 3aHEMTOKOEHHS BUKJIMKAE MOTIMHAHHA MPOQECIHHOT KPUTUKH 1HIIUMHU
dbopMaMu OIIHHUX BUCTYMIB, 110 3HIKYIOTh 3arajbHUN PIBEHb IMOIIYKY PO3YyMIHHS
taHmo. Huni, 3a gymKor wieHa AMepHKaHCBKOI acoriallii kputukiB P. berrmanna,
BIIOYBaEeThCA <«uBepcu(dikaiisy ciayk00BUX OOOB’SI3KIB KPHUTHKIB TaHIIO, IO
OB’ sI3aHE 3 PO3MIMICHHSIM KPUTHKHU y OJiorax, coliaJibHuX Mepexax Tomro (Bettmann,
2017). Taki kaHanu ONPWIIONHEHHS Yy OUIBIIOCTI BHIIAJIKIB HE TependadaroTh
PO3rOPHYTOI aHATITHUKW, BUMAaralroTh CTUCIOCTI, 1H(GOPMATUBHOCTI, IO HETATUBHO
MI03HAYAETHCA HA 3arajlbHOMY PIBHI KPUTHYHOTO OCMHCIICHHS MO/ XOpeorpadiuHoi
KyJIBTYPH.

CydJacHICTh BHCYBAa€ BHCOKI BHMOTH JIO0 MIiATOTOBKM (DaxiBI[IB B CHCTEMI
BUIIOT OCBITH, IO CTa€ 3amMOPyKOIO YCHIIIHOI coIiajizaiii, OTpUMaHHS IUPOKUX
MOKJIMBOCTEH IO MpalleBIallITyBaHHIO, BTUICHHS BUCOKUX TpPO(deciiHuX IparHeHb
BUITYCKHMKIB. JIJis1 peanizalfii MeTH HaBYaHHS Ha JApPyromy (Marictepchbkomy) piBHI
BUIIO1 XOpeorpadiyHoi OCBITH, 10 TTponucana y «CTaHIapTi BUIIOi OCBITH YKpaiHW»,
a came «(hOpMyBaHHS y CTY/ACHTIB KOMILIEKCY KOMIIETEHTHOCTEH, 0 3a0e3MeunuTh
IPOBA/KEHHSI TEaroriyHoi, OaleTMEeNCcTepChKol, OpraHi3aiiHO-yIPaBIiHCHKOI,
HAyKOBO-JIOCJIIIHOI JIsTbHOCTI Yy cdepi xopeorpadii»n («Crangapr..., c. 3), HAOyTTS
($haxoBOT KOMIIETEHTHOCT1 «3/IaTHICTh JI0 XyJAOXXHBO-KPUTHUYHOI JISIILHOCTI Yy cdepi
xopeorpadii» (Tam camo, c. 6), Ta JOCITHEHHS PE3yJbTaTy HaBUAHHS — «BOJIOMITH
YCHUMHU Ta NUCHbMOBHMHU HaBUYKAMHU XYIOKHHO-KPUTUYHOTO OCMUCIICHHS SBUII
xopeorpadgiqHoi KyJIbTypH CYy4aCHOCTI B KOHTEKCTI 3arajlbHOMHUCTEILKOTO TOCTYITY»
(Tam camo, c. 8) 10 HABUAJIBHOTO IUIAHY MIJTOTOBKM MAariCTpiB 3a CHEIiajdbHICTIO
024 «xopeorpadis» 6axaHo BBectu aucuuiuiiny «Kputnka xopeorpadii». Huni y
KuiBcbkoMy HaIllOHAIBHOMY YHIBEPCUTETI KYJIBTYpPHY 1 MUCTEIITB Y MeXKaX JUCIUILIIHHA
«Xopeosorisy CTyACHTH OMaHOBYIOTh OCHOBHI1 aCTIEKTH KPUTUYHO-OIIHHO1 TISNTIBHOCTI
y cepi xopeorpadii. Cepen 3aBnaHb Ii€l TUCHUIITIHA — BUSBUTH €Talld PO3BUTKY
OaJIeTHOI KPUTHKH, CKJIACTHU YSBJICHHS MPO OCHOBHI (opMH, OO €KTH, KaHPH
xopeorpadiunoi kputuku. [Ilupokuit ciekTp 3aBnanb, OaraTuii eMImpuIHUN Marepiad,
HABUYKM CHCTEMAaTHU3AIll] SIKOTO MMOBUHHI OyTH c(hopMOBaHi y CTYICHTIB, HEOOXIIHICTh
HaOYTTS MPAKTUYHHUX HABUYOK TOIIIO JIOBOJUTH PAlllOHAJIBHICTh BBEJICHHS CAMOCTINHOT
muciutuiing «Kputrka xopeorpadii.

VY mexax JUCHUIUTIHU BaXKJIMBO PO3IISIHYTH XYJOXKHIO KPUTHUKY SIK €CTCTHUHY
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KaTeropiro Ta OCOOJMMBOCTI  XYIOKHBO-KPUTUYHOTO OCMHUCICHHS (DEeHOMEHIB
xopeorpadgiyHoi KyJIbTypyd CY4YacHOCTI (METOAOJOTIYHUN pO3ALT Yy AUCIUILIIHI
«Kputuka xopeorpadii»). [IpociiakyBaru guHaMiKy 3MiH poii 0ajgeTHOI KPUTHKH, ii
(GYHKIIIOHAIBHOCT1 y KOPEJAIi 13 COIIOKYIBTYPHUMH 3MIHAMU € OJIHUM 13 BXKJIMBHX
3aB/IaHb HAYKOBOTO OCMUCIJICHHS XOpeorpadiuHOro MUCTEITBA B IIJIOMY.

Ecreruka npyroi monoBuHM XX CT. BiBOAMJIA XYAOXKHIH KPHUTHUIIl BaroMmy
CyCHUIBbHY POJb: (POPMYBaHHS JYMKH PEIMITIEHTA MO0 TBOPY MHUCTEITBA Ta OCOOM
XyJI0’)KHUKa, 02 OUTbIIe — (DOPMYBAHHS HOTO XyJIO’KHIX CMaKiB Ta COLIIAJIbHUX OPIEHTHPIB,
BILJIUB Ha Xy/JIOKHUKA B aCMEKTI KOPEKTyBaHHs Horo fismpHOCTI Ta iH. (bopes, 1981, c.
128). Huni cutyariisi 3MiHKJIach: B yMOBaX 3MIMIECHHS aKIEHTY 3 B3AEMHH XYJ0KHUK-
TBIp Ha TBIP-PELIMITIEHT, TMOBCIOJHOI CBOOOIM TpaKTyBaHb, MHOXWHHOCTI CEHCIB
XyJI0’)KHBOTO TBOPY, 110 BHHUKAIOTH CaMe€ y MPOIECI COPUUHATTS OCTaHHBOTO, Ha
KPUTHUKY BXKE HE MOKJIAJIA€THCS 000B’ 130K «MAHIIMYJIFOBAaHHS» CB1IOMICTIO CYCIUIbCTBA
y BUIMOBITHOCTI JIO 1/JI€OJOTIYHMX HACTAHOB BIQJM, AKIICHT 3MIIIyEThCs y OIK
npodeciiiHol aHaNITUKH, JEMOHCTpallli aBTOPCHKOT MO3HIIT PEIEH3EHTa, BUSBIICHHS
IIUPOKOTO CIIEKTPY PO3YMIHHS TBODY.

OpHak 3a7UIIalOTHCS HE3MIHHUMH (OopMaibHI OCHOBH 0ajeTHOI KPUTHKH, SKa
BUHUKA€E HAa OCHOBI MPAKTUKHU OaJeTHOrO Tearpy, 0€3yMOBHO MOB’si3aHA 3 YUTAILIBKOIO
Ta NISIAIBKOIO Ay TUTOPISIMH, aJle Ma€ BaroMe CaMOCTIMHE 3HAUCHHS: BUSIBIISE, OLIIHIOE,
aHamiizye Ta (ikcye TeHACHINT PO3BUTKY Xopeorpadiunoro muctenrtBa. Hemapma x
KPUTUKA € CKIJIAJIOBOIO Oy/Ib-SIKOi MHUCTEITBO3HABYOI JUCIUIUIIHHU, BKJIIOYAIOUU M
XOPEOJIOTIIO.

[onoBHuM 3aBmaHHsM KpuTtuku cydacHocti H. KopuryHoBa BBaxae
BIITBOPEHHS Ta 30€peKEeHHS <«UIsi MaWOyTHIX TOKOJIHB “00pa3zy” MoKa3aHoi
BHCTAaBH, 1110 CKJIAJIAE€THCS 3 XOPEOrpadiuyHOro Ta My3UYHOTO Marepiaty, )KUBOITUCHO-
JIeKOpaIiiHoro ohopmIIeHHs Ta 1HAUBITyaIbHOTO BUKOHAHHS apTUcTiB» (KopiryHoBa,
2010). AKTyasIbHICTh KPUTHKHU K JIEBOTO MeXaHi3My (ikcallii 00pasiB, 1110 TPAHCIIIOE
xopeorpadisi, HHH1 MO)KHa ocKapkyBatu. Bin kputuku xopeorpadii y XXI cT. 04ikyroTh
HE CTUIbKH «(diKcalii», CKUIbKK (pax0BOT KPUTHUHOI «IHTEPIPETAaIlii», aKIICHTYBaHHS
Ha THUX aCIIeKTax, SKi KPUTHK 3 aBTOPCHKHUX IMO3MIIA BBAXKA€ XYI0KHBOIO IIHHICTIO.
Takox y cydyacHOMY KOMEpIIiaJli30BAaHOMY CBIT1 BiJl KPUTHKIB OYIKYIOTh (PaxoBoro
BUCTYY I10/I0 IIIHHOCTI TBOPYOCTI KOKHOTO MUTIIS, aJi€ TYT BUHUKAIOTh IIEBHI 3arPO3H
HE00’ EKTUBHOCTI, OB’ sA3aHl 3 «MOHETH3AII€I0» AYMKU KPUTHKA, SIKUH BUSBIISETHCS
BTSATHYTHUM y MapKeTHHIOBY cuctemy. | 1151 mpoOiema norpedye okpeMoi yBaru.

ChOrojiHIIIIHE BUIbHE MOBOIXKEHHS MUTIIIB 31 CTPYKTYPHUMU XOpeorpapiyHIMU
dbopMamMu, HEMHINHUN PO3BUTOK CIOXKETY y OaseTi, BiIX1 B/l CyBOpO KiiacuikoBaHOi
JIEKCUKH TPU3BEIHN J0 MONIYKY aJIeKBaTHUX (POPMYIIIOBaHb Y BUPAKEHHI KPUTHYHO-
OI[IHHOTO CTaBJICHHS J0 (PEHOMEHIB cydacHOi xopeorpadii. DopmMyBaHHS HOBOTO
KPUTUYHOTO JIEKCUKOHY, HOBUX XYyJIOKHBO-€CTETHUYHUX OPIEHTHUPIB B OIlIHIN, a
CKOpiIlIie aBTOPCHKiM BepOabHIN 1HTEpHpeTailii cydacHoi xopeorpadidyHoi MOBH Ha
OasieTHIN cIieHi, OallaHCyBaHHS MK BITIIOBaTOI0 OEJIETPUCTUKOIO Ta KOHKPETHUKOIO
dakraxy npuramanHe xopeorpadiuniit kputuil noyarky XXI cr., sxa Bke HE B 3M031
criuparucs Juiie Ha peduiekcii kKimacuyHoi xopeorpadii, mKoa sxoi Oyna chopMoBaHa
MOTIEPEAHIMU JECATHUITITTIMU.



Y HacTynmHoMy («ICTOPUYHOMY») PO3IUII AUCHUILUIIHK «XopeorpadiyHa
KPUTHKa» JOIJIBHO PO3MISIHYTH CTAHOBJIEHHS Ta PO3BUTOK OaleTHOT KPUTUKH Y
BIJITOBITHOCTI JI0 OCHOBHUX €TaIliB PO3BUTKY OalleTHOTO Tearpy, 03HAWOMHUTHUCH 13
€BpOIICHiChbKa 0aJIETO3HABUOIO IIKOJIO0, MIPUAUIATH YBary CTAaHOBJIEHHIO Ta PO3BUTKY
paasHCHKOT OaeTHOI KpUTUKH, 3BEPHYBIIH yBary Ha Takuil il aCNEKT, sIK 171€0J0T1YHII
THUCK (SHIMUKJIONEIUNYHUM TPHUKIAIOM OajJeTHOI KPUTHKU SIK 3acO0y 1J1€0JOTIYHOTO
TUCKY cTaja penakiiiiHa crtarta «bamerna danem» y raseri «[lpaBma» (1936), ne
xommosutopa Jl. [llocrakoBuua Ta Ganermeiicrepa @. JlomyxoBa, aBTOpiB BUCTaBH
Bonbmoro tearpy «CBitiuii cTpymMok», Oyso 3BHHYBa4deHO y ¢dopmani3mi, a Oajer
3a00pPOHEHO JIEMOHCTPYBATH).

@®opmyBaHHSI 0ajJeTHOI KPUTUKH HIUIO MapajiesibHO 3 MpodecioHaNi3alliero
Oanery. Y razerax ®@panuii, Aumii, [Tanii Ta IHIIUX KpalH OMPUITIONHIOBATIN PEIeH31]
Ha OaJieTHI BUCTAaBM KPUTUKH, YMi IMEHA 3aJIMIIMINCH B 1CTOPIi XopeorpadidyHOro
muctentBa (Cypui, Yepnosa, IlerpoB, 1981). Came BOHM cTanu 4u HE €IUHUM
JoKepesioM 1H(opMarlii 1momao 0aneTMeNCTepChKOro Ta BHKOHABCHKOTO MHUCTEITBA
MEBHUX €T10X JJIS ICTOPUKIB OajeTy, 10 HE 33JJ0OBOJBHUIIUCS JIUIIE CyXUM (haKTakem
a¢im ta nporpamok Buctas. Cepen BuzHauyHUX KpuTHKIB Oanety X VIII-mouarky XX
ct. ®. Kactunb-bnasa, T. Totee y @panii, A. Xacken y Benukobpuranii, A. Tenin,
M. SIxoBnes, I. bouapos, A. Bonuncekuii B Pocii. ¥ CPCP 3naunmii BHECOK y pO3BUTOK
xopeorpadgiyHoi KpUTUKHU 3pOOMIM MY3MKO3HaBIlI Ta Tearpo3HaBili b. Acadwes, O.
I'Bo3nes, B. IBinr, A. Ta M. ['03enmyx, 6anero3nanin FO. Cnonumcebkuid, B. KpacoBcbka,
B. T'aeschkuii, H. Apkina, B. Bancnos, H. IllepemeTseBchbKa Ta iH.

Baromotro cki1a10B0O10 iICTOpUYHOTO pO31LTy AucUILTiHY « KpuTHka xopeorpadii»
MOBUHEH CTaTH PO3IIsi MpoOIeMu poti 0aneTHOI KPUTHKU B YKpaiHi B PaAsHCHKUIMA
Ta MOCTPAASHCHKHUI TIepiofau. ABTOPU OJHUX 3 MepiuX (yHIaMEHTAIBHHUX Mpalb 3
icTopii ykpaincbkoro 6anernoro tearpy 0. Cranimescbkuii (1963), M. 3araiikeBud
(1978) Ta iH. UUTYIOTH Ta3e€THO-KYypHaIbHI MyOmiKalli, ajne He MPUIUISIOTH yBary
NEPCOHANIAM KPUTHUKIB YKpaiHChKOro OasneTy. ABTopamu IyOiikaiiii 4yacto Oynu
MOETH, JIITEPaTOpH, KOMIO3UTOPH, MY3UKO3HABIII Ta TeaTpo3HaBili: M. BepukiBchkuii,
M. Boponunii, I1. Kosunekuii, 5. [Tondropos, M. Illento6¢pkuii Ta i1, Y 30-60-T1 pp.
3 TPYHTOBHHMH DPEICH31IMH Ha OaJieTHI BUCTAaBM TeaTrpiB YKpaiHW y BCECOIO3HIN Ta
pecrnybonikancbkiid mipeci Buctynanu [. bensa, S. T'an, A. I'ozennyn, €. Kporesuuy,
M. Punbcbkuit, B. Yaroseus (Llebenxko, 2003). YV nonansimomy my6mikaiii JI. JlonoxoBoi,
1O. Cranimescbkoro, M. 3araiikeBud, T. [1IBauko, B. TypkeBuua, O. Uenanosa 3akianu
npodeciiiHi OCHOBU YKPaTHCHKOI 0aJIeTHOT KPUTHKH.

Ho mnpaktuyHoro posnainy aucuuiuiinu  «Kputuka xopeorpadii» (Ha3Ba
«MPAaKTUYHUNA» 3aCTOCOBAaHA JJOCUTh YMOBHO) HEOOX1JHO BHECTH TE€MH, MOB’s3aHl 13
NPUKJIAHUMH ACTIEKTaMU KPUTUKH. 30KpeMa, Ha KOHKPETHUX MPUKIIAJaX PO3MISTHYTH
cnenudiky OCHOBHMX ¢opM xopeorpadiyHOi KpPUTHUKH (Ta3eTHO-KypHaIbHI
nyOmikaiii, Tene-paaio- KpUTHKa, cuerudiyHl iHTEpHET-yOiKalii TOIo), OCHOBHI
00’ €KTH KPUTUYHO-OIIHHOI JiSTTbHOCTI (TBIp, YYACHUKH MPOIIECY, OpPraHi3allis TOoIIo),
xaupu. [Ipu po3misl CTHIIICTUKY Ta KOMIIO3UIIIT KpUTUYHOT ImyOtikailii 3 xopeorpadii
JIOIIJIBHO TOPKHYTHUCS 3aC001B CIOBECHOT 00pa3HOCTI (JIEKCHKA, EMITETH, IOPIBHIHHS,
metadopu), OanerozHaBuux ImrammiB. HeoOXinHO 03HAWOMUTUCH 31 CMHCIOBUMH

76



DANCE STUDIES. Issue 1

KOMITOHEHTAMH PEIeH31i, KpUTUYHOI CTaTTi, a caMme: ONMUC 00’ €KTy, (popmMyTrOBaHHS
npoOyieMu, aHauli3, IHTepIpeTailis, OI[iHKa, BACHOBKU; TAKOX 3yITMHUTUCH HA HAYKOBUX
pucax KpUTUYHOTO BUCTYMY. B AKOCTI MpUKIIa iiB JOIIBHO 3apONOHYBATH MyOmiKallii
xopeorpadgiyHoi TEMATHKW Yy BITYM3HAHMUX KypHanax «TaHenps B YKpaiHi Ta CBITI»,
«Mysukay, «Kino-Tearp» Ta iH., 3apyoixkanx «Dancing Times» (Benuka bpuranis),
«Dance Magazine» (CILIA), «Pointe» (CILIA), «baner» (Pocis), «<PRO Tanemy (Pocist)
TOIIIO.

BaxnuBuMm migcymkoMm omaHyBaHHS Kypey «Kputuka xopeorpadii» craHe
BUSBIICHHS Tpo0ieM npodeciiiHOi TaHIIOBAIbHOI KPUTUKHU Ta MEPCHEKTUB PO3BUTKY
KPUTUYHO-OIIIHHOT AIsUIbHOCTI y cepl xopeorpadiyHoi KyIbTypy B YKpaiHi Ta CBITI.

Ha sxanp, B VYkpaiHi BIJCyTHS CHCTEMa IIIJTOTOBKHM MHMCTEITBO3HABIIB 3
XOpeorpadgiyHOro MHUCTEITBA, JIYy>KE€ MaJIO KYPHAJICTIB, XTO CIELIaNI3y€eThCs Ha IIiH
ctepi. Cepen THX, XTO ChOTOJIHI THUIIIE KYPHAJIbHI Ta Ta3eTHI PEIEH31i Ta CTaTTi Mpo
OaneT 1 TaHelb, HE BCI JOCTAaTHHbO OOI3HAHI B 1CTOPIi BITYM3HSIHOTO OajeTy, He BCi
PO3YMIIOTh, SIKE BiH ITOC1/1a€ MICIIE Y 3arajlbHOMY KOHTEKCT1 CBITOBOTO XOpeorpadiyHOTo
MUCTEITBA, 1 AKYy POjib BiAirpae xopeorpadiyHa KpUTHKA 751 (axoBOTO CEpEAOBHINA
Ta CyCIJICTBA B II1JIOMY.

HesBaxatoun Ha Te, mo aucuuruiina «Kputuka xopeorpadii» He MOXKe CTaBUTH
3a METy MIATOTOBKY MPOQECIHHUX KPUTHUKIB, BBAXKAEMO, III0 HAOYTI KOMIIETEHTHOCTI
3HAYHO ITiJIBUILIATH PIBEHb PO3YMIHHS POJIi KPUTUYHO-OLIHHOI AISUTBHOCTI JIJIS1 pO3BUTKY
XopeorpagpiyHOro MUCTEITBA, HOTO MOIMYJIAPU3AIIiil Y CyCHUIbCTBI.

HaykoBa HOBM3HA JOCHI)KCHHS TMIOJSITa€ B aHaji3l Cyd4acHOTO CTaHy
TaHIIOBAJIHHOI KPUTUKHU B YKpaiHi Ta CBIT1, OKPECIEHHI 3MICTOBHO-TEMaTUYHOTO KOJa
mucturuiiag «Kputrka xopeorpadii» B CUCTEMI MATOTOBKU (paxXiBIs TaHIIOBAILHOTO
MHUCTEITBA y 3aKJIaJIaX BUINOI OCBITH YKpaiHu.

BucnoBku. OCHOBHUM 3aBJaHHSIM TaHIIOBAIBHOI KPUTHUKH € TIOIIYK aJIEKBATHUX
dbopMyItoBaHb Y BHP@XEHHI KPUTUYHO-OI[IHHOTO CTaBJCHHS /0 (HDEHOMEHIB
xopeorpadii Cy4acHOCTi, Ji€ aJOridyHa KOMIIO3WIliiiHa T00yA0Ba, HENIHIHHUMI
PO3BUTOK CIOKETY, YHUKAHHSI KAaHOHI30BaHOI JIEKCUKU BUMAarae (popmMyBaHHS HOBOTO
KPUTUYHOTO JICKCUKOHY, HOBUX XY/I0’)KHbO-E€CTETUYHUX OPIEHTUPIB B OIliHIII. B ymoBax
HU3bKOI BepOaNbHOI aKTUBHOCTI MPAKTHUKIB XOpeorpadiuHOro MUCTEITBA BBEJICHHS
muciutuiiayg «Kputuka xopeorpadii» B cucTeMy MiJIrOTOBKY (PaxiBIliB TAHIFOBAILHOTO
MHCTEITBA B 3aKJ1a/I1aX BUIOT OCBITH YKpaiHU MOXKE CTAaTH OJTHHM 13 J1€EBUX MEXaH13MIB
norMoOeHHs 0013HaHOCT1y C(hepi KpUTHIHO-OLIIHHOT AISTTBHOCTI. Y MeKax JUCIUTUTIHU
paIioHaJIbHO PO3MISSHYTH TPU TEMATU4YH1 OJIOKH: METOJOOTIYHUN (XyIOKHSA KPUTHKA
K €CTeTUYHA KaTeropisi, 0COOIMBOCTI XyJJOKHBO-KPUTUIHOTO OCMHUCIIEHHS ()eHOMEHIB
xopeorpadiyHoi KyJabTypH CY4YacHOCTI), ICTOpUYHUN (CTAHOBJICHHS Ta PO3BHUTOK
OaJIeTHOT KPUTHKH Y BIATMOBIIHOCTI JI0 OCHOBHUX €TaIliB PO3BUTKY OAJIETHOTO TeaTpy,
€BPOIICHChKA, pOCIChKA Ta pa/IsTHChKA, YKpaiHChKa OaJIeTO3HABYI IIIKOJIN ), TPUKIIATHUNA
(po3MIsi] Ha KOHKPETHUX MPUKIaaX OCHOBHUX (OpM, 00’ €KTIB, )KaHPIB, CTUITICTUKU
Ta KOMIO3UIIli KpUTUYHHUX BUCTYIIIB 3 Xopeorpadii, CMUCIIOBHX KOMIIOHEHTIB pElEH3],
KPUTUYHOI CTaTTI.

[IpencraBiiene qOCiKEHHS HE BHUEPITY€ BC1X ACMIEKTIB TpodiieMu popmMyBaHHS
¢axiBiiB, 0013HaHKX y c(epl TAaHIIOBATBHOI KPUTHKHU, B MPOIIECI IM1ITOTOBKUA MariCTPiB
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3a crienianbHicTio 024 «xopeorpadisi» B 3akiajiax BUIIOI OCBITU YKpaiHU, a JUIIE
OKPECIIIOE OCHOBHI HAMPSAMH i1 pO3ITISY.
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TAHEID Y MIKTACHUATIITHAPHIN MJIOLAHI
VIK 792.8+796

HIJISIXU IHTETPALIIT XOPEOTI'PA®IYHOI'O MUCTEIITBA TA
TEXHIKO-ECTETUYHUX BUIIB CIIOPTY

Cocina BanenTuna IOpiiBHa,
https://orcid.org/0000-0003-4866-532X
KaHJUaT MeJaroriyHuX Hayk, mpodgecop,
JIbBIBCHKMIA JIep>KaBHUM YHIBEpPCUTET (PI3UYHOT KYIBTYpH,
JIbBiB, YKpaiHa,
valentina.sosina@gmail.com

[TpoGnema iHTErparlii CnopTy Ta MUCTEIITBA HE HOBA, OJJHAK OCOOJIMBE 3HAYCHHS
BOHA HaOyJa y TenepimHiii yac. Y 3B°513Ky 3 MM aHai3 IIJISXIB, 0 CIIPUSIOTH IHTETparlii
MUCTEIITBA Ta CIIOPTY, Ha MPUKJIa 11 XOpeorpadiyHOro MUCTEIITBA Ta TEXHIKO-€CTETHUHUX
BUJIIB CIIOPTY € aKTyaJIbHUM 1 MPEJICTABIISIE TEOPETUIHUN 1 TPaKTUUHUH 1HTepec. MeTta
JAOCJTiPKeHHsl TIoJsiraja B aHali3l NUIIXIB 1HTErpallli XopeorpagpiqHoro MHCTElTBa
Ta TEXHIKO-€CTETUYHUX BHUJIB CIIOPTY y CBITII CY4YacCHHUX TEHJEHIINA iX PO3BHUTKY.
Metonu nociigxeHHsi. Y X0/l JOCTIPKEHHST OyJ0 3aCTOCOBAHO TEOPETHYHUMN aHAi3
JAHUX HAyKOBO-METOJMYHOI Ta CIEIIalbHOI JITepaTypH, TOKyMEHTaJIbHIX MaTepiaiiB
(mpaBuIa 3MaraHb, HaBYAJIbHI MPOTPAMH JIJIsl XOpeorpadiuHuX KT 1 TAHIFOBAJILHUX
KOJICKTHBIB, a TAKOXX 3 TEXHIKO-€CTETUYHHMX BHUIB CIOPTY), BiJle0aHANI3 OaleTHUX
CTIEKTAaK/IIB, BUCTYIIB 1 MPAKTUYHUX 3aHATH XOpeorpadiyHuX KOJEKTUBIB, OaleTHUX
CTY[i}, MPOBIIHUX CHOPTCMEHIB Toiio. HaykoBa HOBM3HA JOCTiKEHHS TOJSTAE Y
TOMY, 110 3pOOJICHO JIeTalbHUI aHami3 (akTOpiB, 0 BU3HAYAIOTH MOMIIUBI MUISIXU 1X
1HTETrpallii, mo 00yMOBJICHI ICTOPUYHUMU aCTICKTaMU BUHUKHEHHSI 000X BU/IIB JISTbHOCTI
JIIOIHM, €CTETUYHUM TI0YaTKOM, 3HAYE€HHSIM BUPA3HOCTI, IOIIOHMM 3ac00aM 1 MeTo1aM
HABYAHHS 1 BUXOBAHHSI, MIEPEIIIKOM CTPYKTYPHHX TPYII 1 MOIIOHICTIO TEXHIKH BUKOHAHHS
PYXIiB, HASIBHICTIO HaIlepe/l CKJIaIeHO1 MPOTrpaMH JiiH (KOMITO3HIIii), clioco0aM My3UIHOTO
CYIIPOBOJY, BUMOTaMH /10 MOP(OJIOTIYHUX, (PYHKIIOHAIBHUX 1 (DI3MYHUX MMOKA3HHUKIB,
o(OpMIICHHSIM BHCTYIIIB, KOCTIOMIB ToI0. BucHOBKHU. [IpoBencHMiT aHami3 J03BOJIUB
BUJUTMTH CIUTBHI Ta BIIMIHHI PHCH, a TaKOX MOKJIMBI IIUIAXW IHTETrpallii, CHHTE3Y,
B3a€EMONPOHUKHEHHS Ta B3a€MO30aradeHHsi XOpeorpadpiqyHOro MUCTEITBA Ta TEXHIKO-
€CTETUYHUX BUJIB CIOPTY, 3aBISKU SIKHM BUHUKIIA HOBI BUJIU CIIOPTY, JIeé €CTETUYHA
3HAYUMICTh Ma€ SCKPaBO BHUPAKEHUN Xapakrep (XyIOXKHS TIMHACTHKA, CHUHXPOHHE
TUIaBaHHA, (QPICTAl, YEPIIIIMHT, €CTETUYHA TIMHACTHKA Ta 1H.). BusiBieHo, 110 3aBIsKu
CY4YaCHHMM TEHJICHIIISIM PO3BUTKY MUCTEITBA Xopeorpadii Ta TEXHIKO-€CTETUUHUX BH/IIB
cropty ¥ Hajgam Oyne BigOyBaTUMEThCS iX B3a€MHA IHTETpallis, 110 CIPUSTUME TOsBI
HOBHX BUJIIB CIIOPTY 1 HAPSMIB XOpeorpagivHOro MUCTEIITBA.

Knrwuoei cnosa: inmeepayia; mucmeymeo, xopeocpais, mexHiko-ecmemuyHi
8UOU, CNOPM.
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ITYTHU HUHTETI'PAIIUU XOPEOT PAONUYECKOI'O HCKYCCTBA U
TEXHUKO-ECTETHYECKHUX BU0OB CIIOPTA
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https://orcid.org/0000-0003-4866-532X
KaHJUJaT MeJaroruueckux Hayk, mpodeccop,
JIbBOBCKHI1 TOCYNapCTBEHHBIN YHUBEPCUTET (PU3NUECKOUN KYIBTYpPH,
JIbBiB, YKpaiHa,
valentina.sosina@gmail.com

[IpoGnema MHTETpaIMK CIIOPTa UCKYCCTBA HE HOBA, OJIHAKO 0cO000€ 3HaYEHUE
OHa mpuoOpesa B HacTosAIIee Bpemsi. B cBsi3u ¢ 3TUM aHaAIN3 MyTeH, CIOCOOCTBYIOITUX
MHTETrpallid HUCKYCCTBA M CIIOPTa, Ha MPHUMEpPE XOopeorpapuyeckoro HCKyCcCTBa
U TEXHHUKO-3CTETUYECKUX BHUJIOB CIIOpPTa SIBISAETCSA AKTyaJdbHBIM M IPEACTABISACT
TEOPETUUECKUNA W TpakThueckuii mHTepec. Lleqb HMccienoBaHMsi 3aKioyaliach B
aHaJIM3e MyTel MHTETpaIuu Xopeorpadhuueckoro uCKycCTBa U TEXHUKO-ICTETUUECKUX
BHJIOB CIIOPTA B CBETE COBPEMEHHBIX TCHACHUINMN UX pa3BUTHsI. MeTOAbI HCCIe10BAHUS.
B nporiecce uccienoBanus ObUT UCIONIB30BAH TEOPETUYECKUI aHATN3 TAHHBIX HAYYHO-
METOIMYECKON U CIIENUAIbHOW JINTEPaTypbl, JOKYMEHTAJIbHBIX MaTEpUaIoB (IpaBuia
COpPEBHOBaHMM, y4eOHbIE TPOTPAMMBI JUIsl XOpeorpaduuecKuX MIKOJ U TaHIIEBAIbHBIX
KOJUIEKTMBOB, a TaKK€ TEXHUKO-3CTETUYECKUX BHJIOB CIIOpPTa), BHUICOAHAINU3
OaJIeTHBIX CTEKTaKJIeH, BHICTYIUICHUNW U MPAKTHUECKUX 3aHATHIA XopeorpaduyuecKux
KOJUIEKTUBOB, OaJE€THBIX CTYIUH, BEAYIIUX CIOPTCMEHOB U T.. HayyHass HOBU3HA
UCCJICIOBAHUS 3aKJIFOUAeTCS B TOM, YTO BBITIOJHEH JI€TalbHBIN aHalu3 (HaKTopoOB,
OTIPEIEIISIFONINX BO3MOKHBIC TTyTH UX MHTETPaIuu, 00YCIOBICHHbIE HCTOPUYECKUMHU
aCmeKTaMH BO3HUKHOBEHHS OOOUX BHUJOB JIEATEIBHOCTH YEJIOBEKA, ICTETUYECKUM
HA4yaJoM, 3HAUEHHUEM BBIPA3UTEIILHOCTHU, MMOJAOOHBIM CPECTBAM U METOAaM O0yUeHUS
U BOCIIUTAHUS, IEPEUHEM CTPYKTYPHBIX TPYIII U CXOJICTBOM TE€XHUKHU BBITIOJHECHHE
JBMKEHUHN, HAIMYUEM 3apaHee COCTABICHHOW MPOTrpaMMBbl IEUCTBHI (KOMIIO3UIUN),
croco0aM My3bIKaJIbHOTO COMPOBOXKIEHUS, TPEOOBaHUAMH K MOP(OIOTHYECKHM,
(GYHKIIMOHAIBHBIM U (PU3UYECKUM TOKa3zarenasiM, O(GOpMIIEHHUEM BBICTYIUICHUH,
KOCTIOMOB M TOMY Tog00HOe. BuiBoabl. [IpoBeaeHHbIN aHaIN3 TTO3BOINI BBIICIHUTH
o0Iue U OTIMYUTETBbHBIE YEPThI, a TAK)Ke BO3MOXKHBIE ITyTH MHTETpaIliu, CUHTE3a,
B3aMMOINPOHUKHOBEHHUSI M B3aMMOOOOTAIICHHUS XOpeorpauueckoro HCKycCTBa
U TEXHUKO-3CTETUYECKHX BHUJOB CIIOpTa, Ojaromapss KOTOPHIM TOSBUIWCH HOBBIC
BHUJIbI CIIOPTA, TAE ICTETUYECKAs 3HAYMMOCTb MMEET SIPKO BBIPAXKEHHBIA XapakTep
(XynokecTBEHHAss THMHACTHKA, CUHXPOHHOE IUTaBaHWE, (PUCTANI, YEPJIHJINHI,
ACTETUYECKass TUMHACTUKa W Jp.). BbwigBieHo, 4Tto Omarogapsi COBpPEeMEHHBIM
TEHJICHIIUSAM DPAa3BUTHUS HCKYCCTBa XOpeorpapuu M TEXHUKO-ICTETUYECKUX BHUIOB
cropTa W B JajibHeIieM OyleT MPOUCXOAUTh MX B3aWMHAasi MHTETpaius, 4yTo Oyaer
croco0OCTBOBATH MOSIBJICHUIO HOBBIX BUJIOB CIIOPTA U HAITPABJICHUM XOpPEOrpapuIecKoro
UCKYCCTBA.

Kniouesvie cnosa: ummeepayus; uUcKyccmeo, xopeocpaghus;  mexHuxo-
acmemuyeckue uobl, CHOPM.
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WAYS OF INTEGRATION OF CHOREOGRAPHIC ART AND
TECHNICAL-AESTHETIC SPORTS

Sosina Valentyna,

Candidate of Pedagogical Sciences, Professor,
Lviv State University of Physical Culture
Lviv, Ukraine,
valentina.sosina@gmail.com

The problem of integrating the sport of art is not new, but it has acquired special
significance at the present time. In this regard, the analysis of ways that promote
the integration of art and sports, on the example of choreographic art and technical
and aesthetic sports is relevant and of theoretical and practical interest. The aim of
the study was to analyze the ways of integrating choreographic art and technical
and aesthetic sports in the light of current trends in their development. Research
methods. The theoretical analysis of data from scientific and methodological and
specialized literature, documentary materials (competition rules, training programs for
choreographic schools and dance groups, and technical and aesthetic sports), video
analysis of ballet performances, performances and practical exercises of choreographic
collectives, ballet studios, leading athletes, etc. The scientific novelty of the research is
that a detailed analysis of the factors determining the possible ways of their integration
due to the historical aspects of the emergence of both types of human activity, the
aesthetic beginning, the significance of expressiveness, the similar means and methods
ofteaching and upbringing, the list of structural groups and the similarity of the technique,
, the presence of a pre-compiled program of actions (composition), methods of musical
accompaniment, requirements for morphological, functional physical indicators,
execution of performances, costumes and the like. Conclusions. The analysis allowed
to identify common and distinctive features, as well as possible ways of integration,
synthesis, interpenetration and mutual enrichment of choreographic art and technical
and aesthetic sports, thanks to which new sports appeared where aesthetic significance
has a pronounced character (rhythmic gymnastics, synchronized swimming, freestyle,
cheerleading, aesthetic gymnastics, etc.). It was revealed that due to the modern trends
in the development of the art of choreography and technical and aesthetic sports, their
mutual integration will continue to take place, which will contribute to the emergence
of new sports and trends in choreographic art.

Key words: integration; art; choreography; technical and aesthetic types, sport.

AKTyaJIbHICTb TeMH A0CTiIxKeHHs. [HTErpalis, CHHTE3 MUCTEITBA Ta CIIOPTY
MaloTh JABHIO Tpajullito, ska Oepe cBiii mouatok 3 vaciB CrapomaBuboi ['pemii. Y
Cy4aCHOMY CBITI MHCTEITBO Ta CIOPT HACTUIbKU 30JU3UIUCS, MO TEHEP BaXKKO
CKa3aru, 4oro OuIbIle B OaJeTHUX CIEKTAKIISAX — CIIOPTY, akpoOaTuku 4u xopeorpadii,
a y BUCTYIIaX CIIOPTCMEHIB — MUCTEIITBA UM criopTy? BianmoBijas Ha 11e mUTaHHS TypOye
HAyKOBI[IB, TECOPETHKIB 1 MPAKTHUKIB, OJHAK JIOTETNIEp HE 3HAMIILIOCS 1 IIBUJIIIIE 32 BCE HE
3HANIETHCSI OOIPYHTOBAHMX apTYMEHTIB Ha KOPHUCTh SIKOTOCH i1 BapiaHTy.
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VYrepuie cipobu Takoro o0’ eaHaHHs Oynu 3pooseHi y CraponasHiit ['perii, sika
3anuimia HaM 0e3CMEpTHI TBOPU B YCIX raiy3six MUCTenTBa. JJocuTh 3ramatu mpo
CJIOBa OJIHOTO 3 HalBimoMiUX ¢igocodiB aHTUYHOTO CBITY — [laroHa, sikuii cKazas,
mo bor naB mroauHi 1B1 3M10HOCTI: MY3UKY 1 TIMHACTHKY, JIJISI TEMIIEPAMEHTY 1 IS
NPUXUIBHOCTI O MYIPOCTi, [0O0M BOHU 00’ €HANKCS Y TapMOHIi, 1 CIIJ KOXKHY 3
HUX TIATITYBATH 1 BIAMYCKATH, TIOKX BOHU HE OYyyTh 3ByYaTH Y3TOJKEHO, SIK IIbOTO 1
BuMaraeThcs (Anekcansa 1 Korommxksia, 2016).

JloBrum i cynepeusnBuM OyB IUIAX IHTETPaIlii MUCTEITBA XOpeorpadii Ta pi3HUX
BU/IIB CTIOPTY, MOIIYK CIUIBHUX PUC, B3AEMOPO3YMIHHS, B3aeMo30aradeHHs. binplie sk
MIBCTOIITTS OOPOJIHCS MIPEACTABHUKH «YUCTOTO CTHITIO» 32 BIJOKPEMJICHHS MUCTEITBA
B1JI CTIOPTY, a CIIOPTY Bij MuctenTBa. OqHak aHaI13 TCHACHITI PO3BUTKY KOKHOTO 3 HUX
CBIJTYUTH, 110 Y Cy4YaCHOMY CBITI IIs IHTETpallis, B3aEMOIIPOHUKHEHHS 1 CUHTE3 OyIyTh
B11I0yBaTHCS ¥ HaJaII, CIIPUSIOYM TTOSIB1 HOBUX HAIIPSMKIB MHUCTEIITBA 1 HOBUX BU/IIB
criopty. Y 3B’s3Ky 3 IIMM, Ha HaIl MOV, 1IKaBO Oyje 3A1HCHUTH aHajli3 MUIIXiB, 110
CHPHSIOTH IHTETpallli MUCTEITBA Ta CIIOPTY, Ha MPUKJIAJI1 XopeorpadiyHOTO MUCTEIITBA
Ta TEXHIKO-€CTETUYHUX BHUMIIB CHOpTYy. Takiii BUOIp OOYMOBIICHHH 1CTOPHUUYHUMH
aCIeKTaMH BUHHUKHEHHS 000X BHIIB IISJIBHOCTI JIIOAMHH, €CTETUYHHM II0YATKOM,
3HAQUCHHSIM BHUPA3HOCTI, MOAIOHMM 3acobamM 1 MeToJaM HaBYaHHS 1 BUXOBaHHS,
MEPENIIKOM CTPYKTYPHUX TPYM 1 MOAIOHICTIO TEXHIKM BUKOHAHHS PYyXiB, HASBHICTIO
Hamepe/l CKIaJeHoi mporpamu Aiil (KOMMIO3UIli), crmocodaM My3WYHOTO CyHpOBO.NY,
BUMOramMu /10 MOpQo-QyHKIIOHATEHUX 1 (I3UMYHMX MOKA3HHKIB, OGOPMICHHAM
BUCTYIIIB, KOCTIOMIB TOIIIO.

AHani3 ocraHHix aochairkedb i myOsaikamii. [TpoGiema iHTerparii cropty
MHUCTEITBA HE HOBA, OJHAK OCOOJMMBE 3HAYCHHS BOHA Halyna y TemepiliHiA dac.
Bueni-TeopeTuku pa3oM 3 ICTOTHOIO PI3HMIICI0 MK HHMH 3MOIVIM 3HAWTH Oararo
CHUJIBHOTO, 110 3MYIIY€ BHUPINIYBaTH MUTAHHS MPO MOXJIMBICTH IHTETparlii, CHHTE3Y,
B3a€EMOIPOHUKHEHHS IMX €JEMEHTIB KYyJIbTypH JJIsi TONAJBIIOT0 iX PO3BUTKY 1
B3aemo30aradeHHs1 (CamycenkoBa, 1995; Cromspos 1 CamycenkoBa, 1996; Krolica,
2006). Cepen HaWOLIBIIT HETOCIIHKEHUX acleKTiB i€l npodnemu B. 1. Camycenxosa
(1995) Bunisisie BacHe neaaroriyHuii, HaroJoNIy 04 , 0 aKTUBHI 3aHATTS MUCTEIITBOM
a00 CIOPTOM MIPU3BOSTH /10 PO3PUBY MIXK TYXOBHUM 1 (PI3MYHUM PO3BUTKOM JIFOJMHH.
Sk BBakae aBTOpP, 3aXOIUICHHS MHCTEITBOM, CIPHUSIOYU JIYXOBHOMY PO3BHUTKOBI
0COOMCTOCTI, MOXKYTh BUKITMKATH MOTIPIICHHS 11 3710POB’ S, 2 aKTUBHI1 3aHATTSI CIOPTOM
— 110 301JHEHHS JTyXOBHOTO CBITY JIFOJIUHH.

Ha nymky Bimomoro Buenoro B. CronspoBa ta B. CamycenkoBoi (1996), sikiio
1] MECTEIITBOM PO3YMITH BUCOKUN PiBEHb MPO(dECiitHOT MaiiCTEpHOCTI Y Oy/Ib-SKHiA
(B TOMY YHCIII ¥ CIOPTUBHIN) AsUIBHOCTI 200 1 eCTeTHYHMI XapaKTep, TO CIOPT MOXKHA
BBa)KaTU MUCTENTBOM. OTHAK MPUHITMIIOBA BIIMIHHICTD Y IIUX JJBOX TOJIOBHMX JIAHKAX
Cy4acHOT KyJIbTYPH B TOMY, 1[0 B CIIOPT1 HE CTaBUTHCS 3aBJIaHHS CTBOPEHHS ILITICHOTO
XyJ0’)KHBOTO 00pa3y.

CepenuucneHHUX CIPOO IHTETPaIlli CIIOPTY 1 MUCTEITBA BAXKIMBE MICIIE 3aiMAIOTh
TaKi, 110 MalOTh HA MET1 HIBEJIOBAHHS PI3HMIII MK HUIMH Ha OCHOBI €CTETHYHOTO 1
nyxoBHoro morteHmiany crnopty (CamycenkoBa, 1995; Cromspos, CamyceHKOBa,
1996; Krdlica, 2006). Tak BUHUKIIM HOB1 BUJHU CIIOPTY, B IKMX €CTETUYHA 3HAYUMICTD
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Ma€ SICKpaBO BUPAKEHUU XapakTep, HAMPUKIA: XYIOKHS TIMHACTHUKA, CUHXPOHHE
1JIaBaHHs, (pICTaiI, YEPJIIUHT, €CTETUYHA TIMHACTUKA Ta 1H., SIKI BITHOCATHCS J0
TPy TEXHIKO-€CTETUYHHX.

Kpim 11poro cipo6u iHTerpaiiii moB’si3aHi 3 MOUTYKOM HUISIX1B B3a€MO30aradyeHHs
MHUCTeNTBa 1 criopTy. [liITBEpKEHHSIM IILOTO aBTOPH HA3HMBAIOTh, 3 OJIHIE] CTOPOHH,
BUKOPHUCTAHHS JOCBIAY 1 3aC00IB TUIACTUYHUX MUCTENTB (Xopeorpadii) y TexXHIKO-
€CTeTUYHUX BUJAX CIOPTY, a 3 JAPYroi, — BIUIUB CIIOPTY HAa MOAY B OJifA31, 3a4iCKax,
xopeorpadiune muctentBo (Anekcansit, Kotommksn, 2016; Hukudopona, Kinoukona,
JlaBpyxuHa, 2010).

TakyuMm YWHOM aHaji3 OCTaHHIX JOCHIPKEHb 1 IyOJiKaIliid CBIIYUTH, IO
1HTErpallisi MUCTEIITBA 1 CIIOPTY BIIOYBAETHCS Yy PI3HUX JIAaHKaX Cy4acHOi KyJIbTYpH,
OJTHAK HAaiO1JIbIlIe BCHOTO I CHUHTE3 MOMITHHHA Yy XopeorpadiyHOMY MHCTENTBI 1
TEXHIKO-€CTEeTUYHUX BUJAX CIOPTY, J€ BIH 3PEIITOI0 1 BUKJIMKAE HAHOUIbIIE YCHOTO
CyIIEpEYHOCTEM.

Merta pociaigaxeHHss — mpoaHaNi3yBaTH NUISXU 1HTErparli xopeorpadiqHoro
MHUCTENTBA Ta TEXHIKO-€CTCTMYHHMX BHUIB CIIOPTY Yy CBITJII Cy4aCHHMX TEHJICHIIIHN iX
PO3BUTKY.

Buknan ocHoBHOro marepiaay. Ha ocHOBI aHamizy HayKOBO-METOAMYHOI Ta
CHeIiagbHOI JITepaTypy, BHUBUYEHHS JIOKyMEHTAJIbHUX MarepiajiB 1 BiJcoaHai3y
BUCTYMIB TMPOBIIHUX MAaMCTpIB OaleTHOI CIEHHU, BHUCTYIIB 1 MPAKTUYHHUX 3aHATH
TaHIFOBAJIBHUX KOJIEKTHUBIB HAPOIHOIO, Cy4acHOT0, €CTPAJHOTO TAHI[IB, BUCTYIIB Ha
3MaraHHAX 1 y4acTi y TPEHYBaJIbHUX 3aHATTIX MPEACTAaBHUKIB CIIOPTUBHOI ENITH 3
XyJ0’)KHBO1, CHOPTUBHOT, €CTETUYHOI TIMHACTUKU, CIOPTUBHOI aKpOOATUKH, OaTbHUX
CIIOPTHBHUX TaHIIIB TOIIO OyJaW BU3HAYEHI BIIMIHHOCTI Ta CIJIbHI PUCH Y ITUX JIBOX
TOJIOBHHX JIaHKaX Cy4acHOI KyJIbTypHU — MUCTEIITBI Ta CIIOPTI.

VY paMkax 1pOTo JOCIIKEHHS HEe OyJAeMO JeTadbHO 3yNMUHATHCS Ha CHIIBHHUX
ICTOpUYHUX AacleKTax BUHHUKHEHHS XopeorpadiyHOr0 MHUCTENTBA 1 BUIIB CIIOPTY,
y SIKUX BHUMAara€ThCsl MPOSB KYJIBTYPH 1 BUPA3HOCTI PYyXiB, OCKUIbKU BIH JIETAJIHHO
OTIMCAaHMUK Y ICTOPUYHUX Ta aKaJIeMIYHUX BUIAHHSX.

B oCHOBI JiSZIBHOCTI CIIOPTCMEHIB, TaK caMO SIK MPEJICTaBHUKIB PI3HUX BHJIIB
MUCTEITB JISKUTh €CTETUYHHM movyarok. OaHaK /it aHali3y HUISIXIB, 110 00’ €IHYIOTh
Il 1Ba BUJU JISJILHOCTI JIFOMUHM, Oys0 00paHO MHUCTEITBO Xopeorpadii Ta TeXHIKO-
€CTEeTUYHI BHJIMU CHOPTY (XYIOXKHIO, CIIOPTHMBHY, €CTETMYHY TIMHACTHUKY, (irypHe
KaTaHHs, CIOPTUBHY aKpOOaTUKy, CHHXpOHHE TIJIaBaHHs TOII0). Taka Ha3Ba BUIJICHUX
BU/IIB CTIOPTY HAWOLIBII BIJIMIOBIIA€ 1X CyTHOCTI, OCKUIBKH CBITYUTH PO HEOOX1THICTh
JOCSITHEHHSI BUCOKOTO PIBHSI TEXHIYHOI MalCTEPHOCTI Ha TJII 00OB’SI3KOBOTO MPOSIBY
€CTeTUYHUX, BUPA3HUX KOMIIOHEHTIB 1 KyJabTypu pyxiB. Came B HUX HaWOUIbIIE
AKyMYJTIOETBCS TPIOPUTET Yy JEMOHCTpalii (I3UYHHX, EMOIIWHUX, TEXHIYHUX,
MY3WYHUX Ta IHTENEKTyaIbHIUX MOXKIIMBOCTEHN JTFOIUHU.

CydacHuii 0aneT — 11e CMHTEe3 KJIAaCHUYHOi Xopeorpadii, IIMPKOBOr0 MUCTEITBA,
aKpoOaTUKH, CKIQJHUX IITPUMOK 1 Ipamid, eJEeMEHTIB BUIbHOI IIJIACTHUKH,
crenu@iuHUX BIOpPAB XYAOKHBOI 1 CHOPTUBHOI TIMHACTHKH, /IO SIKOTO OpPraHIYHO
YBIAIUTH IJIACTUYHI €IEMEHTHU MOJIEPH-TAHITIO Ta OTO YUCIICHHUX HAIPSIMIB 1 CTHIIIB.
JlocTaTHbO MOAMBUTHCH CydacHU Oaiet «Jlebenune o3epay y MoCcTaHOBIl KHTaHChKUX
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MaKCTPIB CIIEHH, IOOM 3aJ1aTUCS MUTAHHIM: 10 TIEpeT HaMu OajeT, IMpK abo cropt?
A BHKOHABIIl TOJOBHUX POJIEH — II€ apTUCTH OajeTy, Kl Oe3T0TaHHO BOJIOIIOTH
TEXHIKOIO CKJIAIHUX aKpOOATUYHHX BIIPAB, MIATPUMKAMU 1 BOJBTIKHUMH €JIEMEHTAMHU
9y akpoOaTu, Kl MalOTh BIIMIHHY OajieTHY MiATOTOBKY? MOXYyTh BUKIMKATH CIIOPH 1
CyNepeuInuBl JYMKH «MaJIeHbK1 JieOe11» — »a0u, SIK1 TAHIIOIOTh CBil TaHEIb, CTOSIYH Ha
Ha pyKax; abo JibpeTo, y SKOMy IIpe/ICTaBlIeHI yCi BUJIU ITUPKOBOTO MUCTENTBa. OHAK
el «IHTerpoBaHui OaneT» Mae MpaBO HA ICHYBAaHHsSI, BIH 3aXOIUTIOE MaWCTEPHICTIO
aKTOpIB 1 BUKOHABIIIB, JUBYE 30BCIM HOBOKO IHTEPIPETAINEI0 BIJOMOIO CHOXKETY,
HE3BUYHHUM amIutya 6araTb0oX apTUCTIB.

CydJacH1TeXHIKO-€CTeTUYHI BUIAH CITIOPTY CTAIOTh JIe/1aJ11 OLTbIIIE «MUCTECIIbKHUMU,
110 pErIaMeHTY€ThCS MPAaBUIIaMH 3Maraib, BUJOBUIIHICTIO, My3UYHUM O(DOPMIICHHSIM,
kocTioMaMu. CrHopTCMEHaM YK€ HEOCTaTHhO TMOKa3aTH HaACKJIaJHI, pU3UKOBaHI,
OpUTiHAJBHI Ta YHIKaJbHI €EMEHTH B YMOBaX >KOPCTKOI KOHKYpPEHIIli, HEOOX1THO
IIPOSIBUTH BUCOKHUH PIBEHb XYIOKHIX, MUCTEILKUX 3M10HOCTEH, BIATBOPUTH yCE IIC
y 3MarajbHId KOMIIO3MIIii, IO CKJIajJeHa 3a BCIMa 3aKOHaMHu OalleTMEHCTEepPChKOTO
muctentBa (Cocuna, 2009). Came nockoHama CKIajgeHa KOMITO3HUIISI Yy TEXHIKO-
€CTeTUYHUX BHUJAX CIOPTY YacTO BHUPINIYE OCTATOYHUN pe3yiabTar 3Maranb. Jlis
OIIHIOBAHHS TEXHIKM 1 apTUCTUYHOCTI BUKOHAHHS 3MarajJlbHUX KOMIO3HWIIN y ITUX
BUJIAX CIIOPTY 3aJliH1 JIB1 Opuraau CyjiB, sIKi 3a pI3HUMHU KPUTEPISIMU BU3HAYAIOThH
BUKOHABChKY MaWCTEpHICTh CHOpTCMEHIB. [likaBo, M0 70 KpUTEpIiB apTUCTUIHOTO
BUKOHAHHS KOMITO3HIIIT CIOPTCMEHIB BXOAATh MOKA3HHUKH, SIKI MAIOTh BEJIMKE 3HAUCHHS
1 B XxopeorpadiuHOMY MHCTEUTBI, BHU3HAYaIOTh BHUJOBHIIHICTh 1 OPUTIHAIBHICTDH
MOCTAHOBKM, a TAaKOX apTUCTUYHICTh ii BUKOHABIIB. [[0 HUX Yy pI3HMX TEXHIKO-
€CTeTUYHUX BUJAX CIOPTY BIIHOCATH: MY3UKAJIbHICTh, PUTMIUHICTh, (y3TOMIKEHICTh
PYXIB 3 TEMIIOM 1 PUTMOM MY3MKH), TaHIFOBAJIBHICTh, IJTIOCTPATHBHY Ta €MOIIHHY
BUPA3HICTh, BMIHHA CTBOPIOBAaTH EMOIIIMHO-PYXOBU 00pa3, €JEraHTHICTb,
aMIUTITY/IHICTh, YUCTOTY 1 TOUYHICTh PYXIB Ta iH.

JInst moCSITHEHHST BUCOKOTO PIBHS BUKOHABCHKOI MaWCTEpHOCTI y xopeorpadii
Ta TEXHIKO-€CTETUYHUX BHUJAX CHOPTY BUKOPUCTOBYIOTH MOI0OHI METOIM HABYAHHS 1
BUXOBaHHS (HAOUHU, CJIOBECHUM, TPAKTUYHHI ) Ta IX METOIMYHI TPUIOMU; aHATIOT14H1
3aco0u, cepell SKUX BUIUISIOTH CTPUOKHU, TMIPYeTH, PIBHOBArd, €JIEMEHTH BUIBHOI
T1acTUKY Ta iH. [Ipy nboMy y IIMX BUAAX TISTTBHOCTI JTIOAMHA MOYXKHA BUKOPUCTOBYBAaTH
OJTH1 ¥ T1 cami ab0 30BCIM pi3HI 3acO0M ¥ MeTOMUYHI MpuiioMu (GOPMYBaHHS PyXOBUX
HABUYOK, PO3BUTKY (DI3WYHUX sSKOCTEH 1 3mM10HOCTEN, a0, HABMAKH, 3all03UYaTH iX Yy
HE3MIHHOMY BU/I1 SIK HaitO11b111 epexTuBHI. Bi1oMo, 1110 CHIOPT, [JIs SIKOTO XapaKTEPHOIO
PHUCOI0 € 3MarajbHa JisUIbHICTh, y OUIBIIIN Mipl MOXK€ BUKOPHUCTOBYBATH ITpOBUH 1
3MarajbHUN METOJl HABYAHHS Ta TpeHyBaHHs. OIHAK TaKi % METO/IH LIJIKOM MPUUHSTHI
y IUTSYUX TAHIIOBATBHUX KOJIGKTUBAX SIK €()eKTUBHI Ta eMoIliiHi. [[pukiIagoM MOXKYTh
OyTH 3MaranHs («0atTiamy), sIKi CTaJIM TOMYJIIPHUMHU CEPEJl MPEJACTAaBHUKIB Cy4acHOTO
TaHIIOBAJIBHOTO HAIIPSIMKY OpEHK JaHC.

B 000X BuIax IisUIBHOCTI HEMOXJIWBO JIOCATHYTH MalCTepHOCTI 0e3
BUKOPHUCTAHHS KJIACMYHOTO €K3epCcHucy O1Jig Omopu 1 Ha cepeauHi 3aiy. | xoua crnocid
BUKOHAHHS 0aratb0X XopeorpadiuHux eJIeMEHTIB Ma€ CBOIO CIelU(DiKy, 110 3aJI€KUTh
BiJl OCOOJIMBOCTEN MISUIBHOCTI CIIOPTCMEHIB y TOMY YM 1HIIOMY BHJ1 CHOPTY a0o

86



DANCE STUDIES. Issue 1

TaHILIOPUCTIB Y BU3HAYCHOMY KaHpi a00 CTWII, 3arajibHI pUCH TEXHIKH MPUTAMAHHI
0o00M BHJaM, 2 OCHOBHUM KPHUTEPIEM SIKOCTI 1 €()eKTUBHOCTI BUKOHAHHS CIY>KUTb
YUCTOTA, JIETKICTh, HEBUMYIIEHICTh, IPUPOJHICTD 1 BUPA3HICTh. binbliie Toro, cyyacHa
TEeXHIKa BUKOHAaHHsS O0ararbox XxopeorpadiuHux eJIeMEHTIB HACTIIbKH 3MIHHJIACS
3a paxyHOK IHTErpallii CIOPTUBHOI TEXHIKH, II0 Ba)XKO CKa3aTW, XTO MEPIIUN i
3armovarkyBaB. HaouHum mpukiagoM 1poro (akty Moxke OyTH TEXHIKa BHUKOHAHHS
cTpuOKiB, sika B OayieTi Halylla «CHOPTUBHOI» aMIUIITYIHOCTI, a B CIOPTI — O3HaK
«YO0JIOBIYOI CKJIaTHOCTIY.

VYV XynoKHIO TIMHACTHKY aKTHBHO BIIPOBA/KYBAJUCS €JIIEMEHTH IUPKOBOTO
MUCTENTBA (KOHTJIIOBAHHS PI3HUMH TMpeAMeTaMu: M siyamu, OynaBamu, oOpydyammu),
KOTIifOBajacsl TEXHIKAa BOJIOJAIHHS IIMMHU mpeaMeramu. B Oaneri abo 1HIIKUX BUIAX
xopeorpadii crioctepiranacs mojiidHa CUTyarlisi, KOJId B HUX [MOYaJId BIPOBAJKYBATUCS
eJIeMEHTH aKpoOarmku Ta TiMHacTHMKWA. OJHAK CIiJ 3a3HAYUTH, [0 TaKe
B3a€EMOIIPOHMKHEHHSI TTOBUHHO MaTH TEBHI T'PaHUIl, 0 0OMEXEeHI 0COOIMBOCTIMHU
npodecii apTuctiB 6anery abo TaHIIOPUCTIB, a TAKOXK MPaBUJIAMU 3MaraHb 3 BUIB
cnopty. Hanpuknan, npaBuiiamMu 3Marab 3 OKPEMUX TEXHIKO-€CTETHUHUX BUI1B CIIOPTY
3a00pOHSETHCS 3aMIHA CIIOPTUBHOI CKJIAIOBOIO KOMIIO3HIIIT TAHIIEM, & BUKOPHUCTAHHS
TaHIFOBAIBHUX €JIEMEHTIB OUIbIIE SK y IMOJOBHHI KOMIO3UIII MPU3BOIUTH 10 ii HE
3apaxyBaHHS a00 CyTTEBUX 3HMIKOK B OINIHII 32 BUCTYIL. MOMXIHMBO JJIsl TOTO, IIOOH
YaCTKOBO «ITOI0JIaTH» TaKy CUTYaIlit0, BAHUKIIN 1 MPOIOBKYIOTh BUHUKATH HOBI JICIIIO
MOJIEpHI30BaH1 BUJIU CTIOPTY, K1 BIIHOCATHCS 0 TEXHIKO-€CTETUYHUX: TAHIIOBAIbHA
aepo0Oika, YepJIiINHT, J[)Ka3-TIMHACTHKA, CHHXPOHHE IIJIJaBaHHs, €CTETHYHA T'IMHACTHKA,
CHOPTUBHUM POK-H-poJi, (picraitn Ta 1H. Came B HUX y HaWOUIBIIIN CTemeHi
IPOCIIIKOBYEThCS (PEHOMEH IHTerpanii pi3HuUX BHUIIB Xopeorpadii, akpobaTrukw,
CIIOPTUBHOI Ta XyJA0KHBOT IMMHACTHUKH, TJIABAHHSI, TUKHOTO CIIOPTY Ta iH. BuKkoHaHHS
TaKUX BIIPaB Y pI3HOMY CEpeIOBUIII (BO/A, JIiJl, CHIT, MOBITPSHUMA IPOCTIp, CHEIialbHEe
MOKPUTTSI) MIABUIIYE MOMXJIMBOCTI CIIOPTCMEHIB, CIPHUSE MOSB1I HOBUX BUJIOBUIITHUX
€JIEMEHTIB 1 BIIPaB.

Kpim Tor0, HE MOYKHA HE TIOTOJTUTHUCS 3 THM, SIKE 3HAYCHHS MAIOTh PyXOB1 HABUYKH,
K1 OMAHOBYIOTh APTHCTH TAHIIOBAJIBHOTO >KAHPY B MPOIIECI BUBYEHHS €JIEMEHTIB
CHOPTY (XYIO’KHBOI 1 CHOPTUBHOT TIMHACTUKH, aKpOOaTHKH, CTpUOKIB Ha OatyTi). Tak
caMo ¥ CIIOPTCMEHM — B MpoIieci xopeorpadivyHo1 MiArOTOBKM OBOJIO/IIBAIOTh HOBUMHU
dbopMamu pyXiB, BUPA3HICTIO, BIITOUYIOTh CBOIO MAaHCTEPHICTh, (HOPMYIOTh IPABUIIHHY
MIOCTAaBY, 110 CIIPUSIE T1BUIIIEHHIO CIOPTUBHOTO pe3yibrary. [[iAroroBka TaHIIOPUCTIB
1 cropTcMeHiB 0a3yeThCs MEPEBAXKHO HA KIACHYHINA OCHOBI, OJHAK B 000X BHIAX
JUSITBHOCTI 000B’SI3KOBUM € BHBYEHHSI 1CTOPUKO-ITOOYTOBOTO, HAPOIHO-CIICHIYHOTO,
OaJIbHOTO 1 cy4acHOTO TaHIIiB. [[pudomy 11e 3a/1ekiIapoBaHO Y HaBYaIbHUX MPOTpaMax 3
BU/IIB CIIOPTY 1 porpamax Juist AUTSIYUX TAHIFOBAJLHUX KOJIEKTHBIB 1 XOpeorpadiyHuX
K171, 30aradeHHs pyXOBOI0 apCeHaIy HOBUMH BIpaBaMu, (HOPMYBaHHS HOBUX PyXOBHUX
BMiHb 1 HABUYOK 13 CIIOPIAHEHUX BHU/IIB PYXOBOi JISJILHOCTI JI03BOJISIE TAHIIOPHUCTAM
1 CIOpTCMEHaM BJOCKOHAJIIOBAaTH BUKOHABCHKY MalCTEpHICTb, PO3BHBATH HEOOXIJIHI
JUTSL ITHOTO (D13UYHI SIKOCTI1 1 pyXOBi 3410HOCTI.

OcoOnuBicTiO XOpeorpaiuHUX Ta CIOPTUBHUX KOMIIO3MIIM Yy TEXHIKO-
€CTeTUYHUX BHJAX CIOPTY € Hamepea CTBOpEeH1 OanerMeilictepoM abo TPEHEpOM-
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xopeorpaoM KOMITO3MINT, SKI ICIs 0araropa3oBOTO ITOBTOPEHHS OIIHIOIOTHCS
mIsga4aMu 1 CyJisiMU. B criopTi roBOpsiTh, 110 BOHU MalOTh «IIPOTPaAMHUIN XapaKTepy,
10 03HA4Ya€ HE3MIHHICTh MOCJIOBHOCTI A1, KOMOIHAIIIH, eJIEMEHTIB. YC1 KOMITO3UIIIT
BUKOHYIOTBCS MiJI MY3UYHHI CYNPOBIJ, SKHI Mae BIANOBIJIaTH XapaKTepy, CTHIIIO,
KAHPY KOMIIO3UIli, a B CIOPTI — I ¥ CyBOPO BU3HAUCHOMY 4acy. BUCOKOXYIOXHS
MY3HKa y TO€IHAHHI 3 TAHIIOBAILHUMHM BIIpaBaMH, OPHUT1HAIBHI KOMITO3HIIINHI 11eT —
yce 11e 00’ eiHye xopeorpadiro 1 CyyacH1 TEXHIKO-€CTETUYH]1 BUU CIIOPTY.

HewmoxHaHe3ragaruy KOHTEKCTI BU3HAUYEHOTIPOOIEMHU ITPO BUMOTH 10 G13UIHOTO
PO3BUTKY apTHUCTIB XopeorpadiqyHOro >KaHpy 1 MPEJCTABHUKIB TEXHIKO-€CTETHUUYHUX
BUJIIB CIIOPTY. Bimomi BUmajaku, KoM JIBUYMHKA, BiAIOpaHa 10 3aHATH XYHOXKHBOIO
a00 CIOPTHBHOIO TIMHACTUKOIO, CTaBajia COJIICTKOIO OajeTy, IEMOHCTPYIOUH UY/IOBY
PO3TSIKKY 1 TEXHIKY BUKOHAHHS Xopeorpadgiunux na (Hanpukian, Cinssis [mem), 1,
HABIIaKH, 3aKIHYUBIIN XopeorpadiuyHy HIKOTY, — TIMHACTKOIO CBITOBOTO piBHS (IpuHa
Heprorina). Sk mis 3aHath xopeorpadi€to, Tak 1 i BUOOPY TEXHIKO-€CTETUYHUX
BUJIIB CIIOPTY HEOOXIAHO MaTH BIANOBiAHY OylOBY Tijla, BACOKUN PIBE€Hb PO3BUTKY
THYYKOCTI, KOOpJMHAIIlT, My3UKaJIbHOCTI, BECTUOYNIAPHOI cTikikocTi. Ciij 3a3HAYUTH,
110 BUKJIa 1a4i Xopeorpadii 4acTo MaroTh MpoOIeMu 3 PO3BUTKOM HEOOX1THUX (PI3UIHUX
SAKOCTEW y4HIB. 3 IMMH 3aBJIaHHSIMH MOXXHA YCHIIITHO CIIPABUTHUCS, BUKOPHUCTOBYIOUHU
METOJIUKY, SKa JIOCKOHAJIO PO3poOiieHa 1 ampoOoBaHa B TEXHIKO-€CTETHUHHUX BUJAX
criopty (AnekcansiH, Kotommxsin, [lapuna, 2016; Cocuna, 2009).

Bupimytoun nocTtasieHy nepes T0CTIIPKEHHSIM METY, XOT1I10Cs 3yIMHUTHCS T
Ha €BOJIIOIT KOCTIOMY, SIKHI Y BUCTYIIaX Cy4aCHUX TAHIIOPUCTIB 1 CIIOPTCMEHIB 3aiiMae
HeaOuske wmicte. SIckpaBi, 03/100JIeHI KaMIHISIMU KyHaJdbHUKH, KOPOTKI CITIIHHYKH,
TPUKO, BIJIMOBI/IHI 3a4iCKH Ta aKCECyapu — ycCe II€ pe3yJIbTaT B3a€EMOIPOHUKHEHHS 1
30araueHHs CropTy 1 xopeorpadii.

HaykoBa HOBH3HA HOCJTiIKeHHS TIOJNSTAE y TOMY, IO 3pOOJIEHO JeTanbHUI
aHaii3 (akTopiB, 10 BU3HAYAIOTh MOXJIMBI HUISIXM iX 1HTErparii, ski 0OyMOBIIEHI
ICTOPUYHUMU acCIIeKTaMU BUHUKHEHHS 000X BHUJIIB MISUTBHOCTI JIIOAUHHU, €CTCTHUHUM
IIOYaTKOM, 3HAYEHHSM BHPA3HOCTI, MOAIOHMM 3acobaM 1 MeTojaM HaBYaHHS 1
BUXOBaHHS, TIEPEIIIKOM CTPYKTYPHHUX TPy 1 MOAIOHICTIO TEXHIKM BUKOHAHHS PYXIiB,
HASIBHICTIO Hamepe] CKJIaJIEHO1 MmporpamMu Aiil (KOMIo3ullii), crocobamMm My3udHOTO
CYNIPOBOJTY, BAMOTaMu /10 MOP(HOIOTiYHNX, (PyHKIIOHATBHUX 1 (PI3UYHUX [MOKA3HUKIB,
0(OpMIICHHSIM BUCTYTIIB, KOCTIOMIB TOIIO.

Takum uymHOM, aHami3, 3poOieHHit Ha Matepiani xopeorpadii Ta TEXHIKO-
€CTeTHYHHMX BHUIB CIOPTY, JO3BOJIMB BU3HAYUTH MOXJIMBI IUIAXU iX 1HTErparfii, 1o
Oy/ie CIpUSITH MOAANIBIIOMY PO3BUTKY Ta B3aEM0O30araueHHIO.

BucHoBku. BukoHaHo aHami3 NUISAXIB, IO CHPUSIIOTH 1HTErpalli MHUCTENTBa
Ta CIIOPTY, HA MPUKIIAl XOpeorpagpiyHOro MUCTEITBA Ta TEXHIKO-€CTETUYHUX BH/IIB
cropty. Takiii BuOip 0OyMOBIEHUN ICTOPUYHHMMHM AaCIIEKTaMU BUHHUKHEHHS 000X
BUJIIB JAISUTLHOCTI JIFOJWHU, €CTETUIHUM ITOYaTKOM, 3HAYEHHSIM BUPA3HOCTI, TO1I0OHIM
3aco0aM 1 MeTo/IaM HaBYaHHS 1 BUXOBAHHSI, MIEPEIIKOM CTPYKTYPHHUX TPy 1 TO110HICTIO
TEXHIKW BUKOHAHHS pyXiB, HASBHICTIO HaIlepe 1 CKJIaIeHOT MporpamMu i (KOMITO3HIII1),
croco0aM My3UYHOTO CyHpOBOY, BUMOTaMH 10 MOP(o-(PyHKIIIOHATBHUX 1 (PI3UIHUX
MOKa3HUKIB, 0()OPMJICHHSIM BUCTYIIIB, KOCTIOMIB TOIIIO.
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CydacHi TeHJEHIIIA PO3BUTKY MUCTEITBA Xopeorpadii Ta TEXHIKO-€CTETUUHUX
BUJIIB CIIOPTY CBIIYMTH, IO W HaJajdl BIIOYyBaTUMEThCS iX B3a€EMHA IHTETpallis, 10
CIPHUATUME OB HOBUX BHJIIB CIIOPTY 1 HANIPsIMiB XOpeorpadiyHOr0 MUCTEIITBA.
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Mera pochaigaeHHsI — BUCBITIMTH aclieKTh (OpPMyBaHHS TBOPYOi MaHEpHU
BUJIATHOTO JIbBIBCHKOTO clieHorpada €Brena Jlucuka, HOro yHIKaqIbHOTO CTHIIIO 1
TEXHIKA BUKOHAHHS 3HAYHOI YaCTMHU MOHYMEHTAJbHO-)KUBOIMCHUX TIOJOTEH SIK
HEB1I’ €MHOI CKJIaI0BOI OajileTHUX BHUCTaB. MeToxoJ1oris. Y T0CIiKEeHHI 3aCTOCOBAHO
KOMIUIEKC METOJIIB, a came: ICTOPUYHUM, TOPIBHSJIBHUHN, THIOJOTIYHUN, METOJ
aHaji3y Ta y3araJbHEHb, OMHMCOBHM, BI3yaJIbHHM, 1KOHOTpadiuHuil (MPUHIUIN Ta
METOJIU 300pakKeHHsI); TEXHOJOTIYHHUH; MOKyMEHTAIbHUIN; XYI0KHbO-CTUIICTUIHHMA
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(aHasi3 TBOPYOi MaHEPHU OKPEMHMX MAWCTPIB, IXHIX HIKLJI, OKPEMHUX XYAOXKHIX €M0X);
dimocodcrkuii (CyTHICTD 1 sIBHINE; 3MICT 1 (hopMa; HEOOXIAHICTh 1 BUIAIKOBICTh Ta
1H.); IHIYKTUBHHM Ta JI€TyKTUBHUIA METOIN; METOJ Xy/IO)KHBOTO aHai3y. 3aBJISIKH [IUM
MeTojaM OyIJlo JOCHIIKEHO XYHOXKHIO CTHIIICTUKY 1 TBopuy MaHepy €BreHa Jlucuka
B odopmiieHH1 xopeorpadiuyHux TBopiB. HaykoBa HOBU3HA TOJATAE Y TOCTIKEHHI
1HMBITyaJIbHOI TBOPYOi MAaHEPU Ta YHIKAJIBHOTO >KMBOMHCHOTO CTHIIIO BUJATHOTO
JBBIBCHKOTO cIieHOrpada y KOHTEKCTI 0OpMIIEHHS OAJIETHUX CIIEKTaKIiB. BUCHOBKH.
TBopam €. Jlucuka BmacTHBI PUCH MOJIEPHI3MY, KOHCTPYKTHBI3MY 1 CHMBOJI3MY,
OpoTe Il XYJIOXKHI HampsMH HE BUXOAATh 32 PaMKH «MHUCTEIBKOTO KAaHOHY,
po3poliieHoro B enoxy Penecancy. XynokHiii MaHepi MUTLA MIPUTAMaHHA JIETKICTh 1
PO3KYTICTh, TPAIUIIIHHICTS 1 HOBATOPCTBO, a JIOT1YHO MPOAYMaHa iJieiiHa KOHIICTIIis
nianopsakoBaHa (piiocodcbko-CUMBOJIILHUM, META()OPUIHUM MOTYJISIM B 0(hOpPMIICHHI
oaneriB («Cnaprak» A. XauarypsiHa, 1965, «CrtBopenHs cBity» A. Ilerposna,
1972, «Jlyckynuuk» II. YaiikoBcekoro, 1982 Tta iH.). [loegHanHs akajgemMigyHOTO
Ta HApOJHOTO WBOMHUCY YTBOPWUJIO HOBUN HAIllOHAJIBHUW CTHIb 3 €JIEMEHTaMH
HapoaHo-Midosoriyaux 300paxens («LBiT manopori» €. CrankoBuya, Kuis, 1978).
3a poku TBOpUOi MisibHOCTI €BreH JIMcuk BUPOOMB BIIACHUM OpUTIHATIBLHUN CTHIIb
1 TBOpUY MaHEPy, sIKa HE Ma€ MPsIMOTO 3arl03MYEHHS Hi B JABHbOMY, HI B Cy4YaCHOMY
TeaTpaJIbHOMY MHUCTEITBI. JKUBONTUCH1 CTUIIB 1 TEXHIKA CTAJIM 3acO0aMU TOTJIUOJICHHS
PO3KPUTTS XyJOKHBOTO 3a7yMy, 00pa3iB OaJeTiB.

Kniouoei cnosa: €seen Jlucux, ykpaincoka cyenozpagis,; xopeozpagis, barem,
meampanbHO-0eKOPAYIUHUL HCUBONUC, CINUIL, HOBAMOPCMEBO.
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Heab wucciaenoBanusi. Mccnenosarh acnekTsl (HOPMHUPOBAHUS TBOPUYECKOM
MaHepPbl BBIJIAIOIIETOCS JIHBOBCKOTO ciieHorpada EBrenus JIbichika, €ro yHUKaaIbHOTO
CTUJISL U TEXHUKH HUCIOJHEHMS 3HAYUTEIbHON YaCTM MOHYMEHTAJIbHO-)KUBOIMCHBIX
[I0JIOTE€H, KaK HEOThEMJIEMON COCTABIAIONICH OaJETHBIX CIIEKTaKjIe. MeTomoa0rus.
B wuccinenoBaHMM NPUMEHEH KOMILIEKC METOJOB, @ HMMEHHO: HCTOPUYECKUH,
CPaBHUTEIIbHBIM, TUIIOJIOTHYECKUN, METOJ] aHaiHM3a M 00O0OIICHMM, OMUCcaTeIbHbIH,
BU3YaJbHBIM, HKOHOTpadUYECKU  (MPUHLMUIIBI M METOABl  M300paKkeHus);
TEXHOJOTUYECKHM; JIOKYMEHTAJbHBIN; XyHT0KECTBEHHO-CTHIMCTUYECKUIN (aHaIu3
TBOPYECKON MaHEPBI OTJAEIbHBIX MACTEPOB, UX IIKOJI, OTAEIbHBIX XY/I0KECTBEHHBIX
am0x) ¢unocodckuit (CyurHoCTh U SIBJICHUE, cofiepKaHue u Gopma, HeOOXOAUMOCTh U
CIIy4allHOCTb U JIp.) UHAYKTUBHBINA U JEAYKTUBHBIA METO/Ibl; METOJI XYI0KECTBEHHOTO
aHanu3a. biaaronaps 3TuM MeToaaMm ObUTH UCCIIEA0BAHbBI XyJ0KECTBEHHASI CTUIIMCTUKA
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u TBOpueckas Manepa EBrenusi Jlbicbika B odopmiieHun XopeorpaduuecKux
npousBeneHuil. Hayunass HoBH3HA 3akiiodaercss B Oojiee TIyOOKOM HCCIIEI0BaHUU
JyXOBHOT'O MUPOBOCIPUSTHS MHIMBUAYaJIbHOW TBOPUYECKON MaHEPhl U YHUKAJIbHOTO
YKUBOTTUCHOTO CTUJISI BBIJAIOIIETOCS JIbBOBCKOTO CIICHOTpada B KOHTEKCTE O(hOPMIICHUS
OaneTHwIX crniekrakieil. BeiBoabl. [Ipoussenenusm E. JIbicbika CBOMCTBEHHBI Ye€pPThI
MOJIEPHHU3Ma, KOHCTPYKTMBHM3Ma W CHMBOJIN3MA, OJHAKO OTU XYHOXKECTBEHHBIE
HANPABIICHUS] HE BBIXOAAT 332 PAMKH «XYJ0’KECTBEHHOIO KaHOHA», pa3paOOTaHHOTO
B 210xy PeneccaHca. Xy0KECTBEHHOW MaHEpE XyNOKHUKA CBOWMCTBEHHA JIETKOCTH
U PAcKOBaHHOCTb, TPAJULMOHHOCTh M HOBAaTOPCTBO, & JIOTMYECKU MPOJYyMaHHAs
UICOJIOTUYECKAasl KOHIICTIIHS TOAYUHEHA PHII0CO()CKO-CUMBOJIBHBIM, METa()OPUIECKUM
MonyasiM B opopmiieHnn 6aneroB («Craprak» A. XawarypsiHa, 1965, «CoTBopenue
mupa» A. [lerpoma, 1972, «Illenkynuuk» I1. YaiikoBckoro, 1982 u ap.). Coueranue
AKaJICMUYECKOM WM HApPOAHOW JKUBOIMCH CO3/1AJI0 HOBBIA HAIMOHAJIBHBIA CTHUJIb
C DJIEMEHTaMH HapoaHO-Mudonorndeckux u3zoopaxenuit («lIBer mnamopoTHHKa»
E. CrankoBuua, KueB, 1978). 3a roasl TBopueckoit nesarenbHOCTH EBrenmit JIbIChIK
BBIPa0OTAJICBOM CTUITL U TBOPUYECKYIOMAHEPY, KOTOPAsi HEUMEETIIPSIMOT03aUMCTBOBAHUS
HU B JAPEBHEM, HU B COBPEMEHHOM T€aTpPajJbHOM HUCKYCCTBE. JKMBONMMUCHBINA CTHIIb U
TEXHHKA CTaJIM CPEJCTBAMHU YIIIyOJEHHOTO PACKPBITHS XyJOKECTBEHHOTO 3aMbICJa,
o0pa3oB 0ajneToB.

Knioueevie cnosa: Escenuii JIvicobik, yKpaunckas cyeHozpagus, xopeoepagusi,
banem,; meampanbHO-0eKOPAMUBHASL HCUBONUCH, CINULL, HOBAMOPCMEBO.
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The main pupose of the study is to highlight the problem of formation in the
artistic manner of the outstanding stage designer in Lviv, his unique painterly style
and technique of performance of a considerable part of his monumental-art canvases.
Methodology. A complex of methods has been used in this study, namely: historical,
comparative, typological, descriptive, visual, iconographic (image principles and
methods), technological, analysis and summary; documentary; artistic and stylistic
(analysis of the manner of individual artists, their schools, separate artistic epochs;
philosophical (essentiality and phenomenon; content and form; necessity and chance,
etc.); deductive and inductive methods, art analysis method. These methods have
allowed to examine the art stylistics and imaginative manner of Yevhen Lysyk in his
design of choreographic works. Scientific novelty. Scientific novelty lies in a deep
research of spiritual world perception of the individual artistic manner and a unique
scenic style of the outstanding stage designer in Lviv in the context of ballet show stage
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setting. Conclusions. Results of this research give reason to affirm, that his artistic
manner has been characterized by lightness and intemperance, academicism and
pioneering, while his logically thoughtful ideological concept has been subordinated
to philosophical-symbolic, metaphoric modules (“Spartacus” of A. Hachaturyan, 1965,
“The Creation” of A. Petrov, 1972, “The Nutcracker” of P. Tchaikovski, 1982, etc.).
The combination of academic and folk painting created the new national style with
the elements of folk-mythological images in designing ballets (“The Color of Fern” of
Ye. Stankovych, Kyiv, 1978). Through the years of his artistic work Yevhen Lysyk has
developed his own style and creative manner, that have no direct borrowings neither
in the ancient, nor in modern Art. The main idea of his works has been looked through
the prism of his spiritual world perception, while the scenic style and technique are the
means of personification of the artistic image, to bring a man closer to the Creator.

Key words: Yevhen Lysyk; Ukrainian stage design, choreography, ballet, scene-
decorative painting, styl;, innovation.

AKTyaJIbHICTh TeMU JOCTiIKEHHsI 3yMOBJICHA BaYKIMBICTIO PO3KPUTTS MICIIS
Ta poji TBOpYOCTI cieHorpada €prena Jlucuka y OaneTHOMY MHUCTEUTBI YKpaiHU.
[HnuBigyanpHa TBOpYAa MaHEpa Ta YHIKAJIbHUN >KMBOMUCHUW CTHIIb XyJOXKHUKA
NEPETBOPHUIIN MOTO clieHoTrpadiro Ha HEBIJ EMHY CKIIAJIOBY XopeorpadiyHOTo TBOPY.

AHaJjii3 0cTaHHIX 10cTiKeHb TamyOaikaniii. TBopuocti €. JIucukanpucBsueHo
HU3KY HayKoBUX crareil 1 MoHorpadiii. [{innoto € monorpadia I. Iuuenka «EBren
JIucuky» (1978), sixa moGaumsia cBiT 3a )XUTTs cueHorpada. Bunano 6i0010miorpadivsi
MOKAKYUKH ITPO KUTTS i TBOPUICTh MUTIS («EBren Jlucuk. ..»,2005; «E€Bren Jlucuk. .. »,
2015). Heabusikuii iHTepec craHoBUTH MoHOTpadis mpodecopa B. IlpockypsikoBa
(y cmiBaBropcetBi 3 O. 3inyenko ta 3. Knumko) «TBopuicts €. M. Jlucuka B yaci,
npoctopi, cueHorpadii ta apxitektypi» (IIpockypsikoB, Knumko, 3inuenko, 2016).
Pi3ni acniextu 6iorpadii €. Jlucuka, 0CHOBHI (paKTH 1 pe3yJIbTaTH TBOPUOCTI BUIATHOTO
cueHorpada posnisiHyTo B iHmMX nyOmikamisx (bamgsk, 2008; €roposa, 2008;
«Jlucuk...», 1973; «Jlucuk...», 1992; «JIucuk...», 1997; Meniab, 1997; Measins,
2004; Osgciituyk, 1996; Osgciituyk, 2001; OcTtpoBcekuii, 1986; Ilpockypsikos, 1995;
«TBopuo-opranizamiiaa...», 1990, c. 19-36; «llleBueHkiBchbKi Jaypear...», 2001,
c. 295-296; fnac, 2001). IIpote, HE3BaXKalOUM HA 3HAYHY KUIBKICTh HAYKOBUX TIpallb,
npucBsiyeHux €. JIMCUKy, BUSBICHO M MaJIONOCIIHKEHI aCMEeKTH MOTro TBOPYOCTI.
[TepemyciM 11€ CTOCYETHCSI TBOPUOI MAaHEPH, 30KpEMa YHIKATILHOTO XY/I0’KHBOTO CTHIIIO
Ta aBTOPCHKOT TEXHIKH, BIUIMBY KJIACUYHOTO Ta MOJIEPHOTO €BPONEHCHKOTO MUCTEIITBA
Ha Oro TBOPUICTh, POJI1 CTBOPEHOT HUM clieHOTpadii y PO3KPUTTI XyI0KHBOTO 3MICTY
OaJIeTHUX BUCTaB.

MeTa aociaigkeHHsi — TPOAHATI3YyBaTH XYHOXKXHbO-CTUIICTUYHI OCOOJHUBOCTI
1HMBITyaJIbHOI TBOpUOi MaHepu €. JIucuka Ha mpUKIIaai MOHYMEHTAIbHO-KUBOTTUCHUX
MOJIOTEH-TOPU3OHTIB JyTs opopmiieHHst OaneTHuX BucTaB «Criapraky, « L[BiT marnopoTti»,
«CTBOpEHHS CBITY» TOIIIO.

Buxknang ocnoBHoro wmarepiaiay. CrTBOpeHHS XopeorpadidyHoro TBOpY —
BIJIMOBIAQNBHUM 1 CKJIQHUM TIpo1iec. L{e criibHa TBOPUICTh BEIUKOT KIJTBKOCTI JIFOJCH,
OCHOBHUMH 3 SIKMX € KOMIIO3UTOp, OajeTmeicTep Ta cueHorpad. 3ayBakuMo, IO
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TBOPYICTh HEBIJIJIbHA BIJ JIFOACHKOI KYJBTYpH, 1i MpPU3HAYCHHS — BHUILE JTYXOBHE
OyTTs, sike ToJisirae y CiyXiHHI J100py, mpasmi 1 kpaci (Hazap, 2016, c. 131). Le
3HAYHOIO MIPOIO CTOCY€ETHCA MHUCTENTBA ClieHOTpadii, SKe € HEB1J EMHOIO CKIIAJ0BOIO
XopeorpadgiyHOro TBOPY, IO HAJI3BUYAHO CHJIBHO BIUTMBAE HA IVIsa4a, BUKIMKAIOUH
He3a0yTHI Bpa)KEeHHS, K1 MOJAEKYIN 3aJUIIAIOThCS y 1TaM’SITi Ha BCE JKUTTH.

Tpaguiiss opopmiieHHsT TeaTpaJbHHUX BHCTaB 3aco0aMU MOHYMEHTAJIbHOTO
YKUBOIIUCY Ma€ CBOIO 1CTOPIIO, siKa csirae enoxu Penecancy. [Ipore 3ynuaumocs Ha XX
CT. — Mepiojl BTUICHHS HAHOUIBIIUX KOHTPACTIB y MHUCTEITBI, 30KpeMa B MUCTEIITBI
yKpaiHChKOi cuieHorpadii. Y mepmiiid TpetuHi XX CT. y BHCTaBaxX yKpaiHCHKOTO
aBaHTap/y 3 SIBISIETHCS TaK 3BaHUM CLIEHIYHUN KOHCTPYKTUBI3M (B. boOpunskuii, B.
HesaxoB, M. Kanmukos, b. Kocapes, M. Mimenko, b. ITu6ic) (Openkens, 1980, c. 13).
ABaHrap/iHi CIEHIYHI KOHCTPYKIi mpoektyBaiu B. Memnep, A. Ilerpunpkuii,
O. XBocrenko-XBocToB, I. [{anok, B. [lIknses, M. CumamikeBuu Ta iH. (BecenoBcebka,
2006, c.42). Y MucteutBi Apyroi TpeTUHHU X X CT. XYI0)KHUKH MTOYaJIM BUKOPUCTOBYBAJIH
€BPOIEUCHKUN JIOCBI BIJICONPOCKIIIA Ta OCBITIIOBaNbHY TeXHIKY (TpuKOIIEeHKO,
2016, c. 44). I3 cepenunan 30-x pp. Y MUCTEITBI JOMIHY€E COIPEAIIi3M, IMOCUITIOETHCS
TEHJICHI[iSI HATYPaJICTUYHOTO UIIOCTPYBaHHs ClieHiuHOro mnpocrtopy (B. I'peuenko,
A. Ilerpunpkuii (Tam camo, c. 49), @. Hipox (Tam camo, c. 50), B. Memnep, b. Kocapes,
M. JlyxHoBchkuil Ta iH.). Y gexopamisix 50-x pp. popmyerbcs HaTypadiCTHUHE
nemzaxue cepenonuie (JI. [Tucapenxo, B. I'epamenko). Metadopuunicts, 00pa3HiCTh
1 cMMBOJTIKa mociau AoMiHytodi no3utlii B 60—80-x pp. (Mupon Kumnpisu (OBepuyk,
2005), ®enip Hipon (Tpuxonenko, 2016, c. 53), Hanwno Jligep (Tam camo, c. 55—
56), €sren Jlucuk, Ipuna Kapnunens (Tam camo, c. 54-55) ta Bonogumup ®@ypuk).
[Tounnarouu 3 80-x pokiB XX CT. y IpamMaTMuHUX TeaTpax Movyaid HaJaBaTH MOIIYKY
o0Opa3Ho-MeTaOpUYHUX PIIIEHb, @ B OMEpl JTOTPUMYIOThCS YCTAJICHUX MPUHIUIIIB
UTIOCTpaTUBHO-pO3MOBIAHOT ciieHorpadii kiHis XIX ct. (AHToHOBa, 2007, C. 65).

TBopuicTh yKpaiHChbKUX creHorpadiB B O(OpPMIIGHHI TearpajbHUX BHUCTAaB
3aco0aMM MOHYMEHTAJILHOTO JKUBOIKCY HAJUJICHa 1HAWBIIYaIbHUMH XYyI0KHBO-
CTHJIICTUYHUMH OCOOIMBOCTSIMH. YHIKaJIBHOIO € TBOPYA MOBA BU3HAYHOT'O JIbBIBCHKOTO
cuenorpada €. Jlucuka. Bin TBopuB y TOM yac, ko YkpaiHa nepeOyBasia y CKiaji
Pansacekoro Coro3dy, ae MuCTENTBO Oyj0 IMIANOPSAKOBAHE MaHIBHIN ixeosorii —
corpeanizmy). IcHyBajgo Tak 3BaHE «MHUCTEITBO JUIsl CyCHUIBCTBA», KOJIU CHUCTEMa
HAaCHUJILHO HaB’s3yBajla MECTEITBY CBOTO 1710J1a. AJIe 1ie TUTbKH OJHA KpalHICTh. [HIIa
MOPOHKEHA 17IC0JIOTIEI0 «BUIBHOTO CYCHIBCTBa» 3aX1THOI MUBLII3AIll, 16 MUCTEIITBO,
30KpeMa €BPOIEHCHhKE, PO3BUBAIOCS 11l BILIMBOM CYyYacCHUX aBaHTAPIHUX XYHOKHIX
HanpsIMiB  (EKCIIPECIOHI3M, KyO0o(yTypus3M, KOHCTPYKTHBI3M, CIOpPpEaii3M TOIIIO).
s imeosiorisi MOMIMPIOE TaKk 3BaHE MOHSATTS «MHUCTENTBO JJI MUCTELTBa», ske, Ha
BIIMIHY BiJI TOTJITAPHOI CHCTEMH, CaMO TOPOKYyBao coli 170J1a, BIUIMBAIOUYM Ha
I1ICB1IOMICTb.

[Ipote Ha TBOPYICTH YKPATHCHKOTO ClieHOTpada 11l YNHHUKU HE MaJId 3HAYHOTO
BILTUBY, OCKUTbKM €BreH JIMCHMK y >KHTTI KepyBaBCS MOpaJbHUM 3aKOHOM 00pa,
a B MHCTEINTBI CTBEP/KYBaB MpaBay 1 Kpacy. Xoua MHUCTEITBO 1 MOpalib ampiopi i
yTBOPIOIOTH JiBa aBTOHOMHI cBiTH (Maputen, 1991, c. 191), TBopuicTs €Brena Jlucuka
3aBKIM MIAIOPSIKOBaHA MOPAUTI.
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TBopua cnaaimHa JIbBIBCHKOTO MaecTpo Bpaxkae. 3a nepion 3 1962 no 1991 p.
€. JIucuk cTBOpPUB rpaHAi03H1 MOHYMEHTAJILHO-KUBOIMCHI TIOJIOTHA-TOPU30HTH 110 85
0aJIeTHO-OTEPHUX 1 JpaMaTUyHUX BUCTaB. Tuibku it BUucTaBu «CTBOPEHHS CBITY»
(MiHcek, 1965) Mutenp HaManoBaB 8 maHHO rwioiero 2500 M?, a 3arajoMm 3a poKH
TBOPYOI JISUTHHOCTI IUIOINIA dKUBOIMUCHUX TAHHO-TOPU30HTIB, TAJIET 1 3aBIC CTAHOBUTH
91800 m? (maiixe 10 rexrapi) (ITpockypsikos, 2004, c. 65-66).

Teopuy misibHICTh €. JIMCHKa AOCTITHUKHA TOAUISIOTh HAa YOTHPH TIEPIOJIH:
nepmuii (1962—1965 pp.) — TBopue cTaHoBIeHHs 1 mpodeciitHe 3poctanHs: «bonepoy,
«ITonemomkay, «Cnaprak» (1965 p.), «oiiMoBoukay; onepeta «bigHuil CTyIeHT»,
onepu «Jlyeubs», «llapiBHa-HapeueHa», «J[r000BHMI Hamiiy, «Manam barepdmsiiy,
onepa-6aner «Tepem-tepemox» (1963 p.) ta in.; apyruit (1966— 1975 pp.) — nepiox
3HAKOBHMX BHUCTaB 1 CBITOBOTO BM3HAHHS: Oanetu «Tpu myiikerepu», «J{roiiMoBoUKa»
(1966 p.), «Pomeo 1 JIxynperTay, «Jlebenmune ozepo», «KamiHHMI TOCTOmAp»,
«Antowniii 1 Kneonarpa» (1969-1970 pp.), «<Ecmepansaay, (1970, 1972 pp.), «Jlerenna
npo r060B» (1967, 1974 pp.), «CtBopenHns cBity» (1972 p.), «Paiimonga», «Kapmen-
cioitay, «Tins Ynenmmirensy; onepu «IlikoBa mama», «3omotuii oOpyu», «bopuc
TogynoB» Ta iH.; Tpetit (1976-1985 pp.) — mepioa BUcCOKOro mpodecioHamizmy:
onepu «Pixapna 3oprey, «Tanreitzep» (1977 p.), «xxopnano bpyno», «/lecsats nHis,
10 TOTPSACIU CBIT», «BiltHa 1 mupy»; 6anern «Tins Ynenmmirens» (1977-1978 pp.),
«Cnaprax» (1978, 1980 pp.), «Jlerenna nmpo mob6oB» (1979, 1981 pp.), «Kapmen-croitay,
«Jlyckynuuk», «Meaes», «Jlebenqune ozepo» (1979, 1985 pp.), donbk-onepa «LIBit
nanopoti» Ta iH.; yerBeptuit (1986—-1991 pp.) — nepion BIAHOBICHHS 1 MOAATBIITUX
excriepumenTiB: Oanetn «Crnaprak» (1986 p.), «JlyckyHuuk», «CTBOpEHHSI CBITY»
(1986 p.), «Ecmepanbna», «Pomeo 1 Jxyasertan (1988 p.); onepu «Tanreitzep» (1986
p.), «don Kyan», «Oremno» Ta iH.; ApamaTudHa Buctana «IIraxm» 1 puibm «lanuo
[anuupkuity; mocMepTHi 1 He3A1lcHeH1 BUCTaBU — oriepu «Ilapcudansy, «JloeHrpiny
(1976, 1999 pp.) Ta in.) (Tam camo, c. 75-76).

AHami3y10491 XyJJ0’KHIO CTHIICTUKY MOHYMEHTAJIBHUX T€aTPajbHO-)KUBOITMCHUX
TBOpiB €. Jlucuka, MOXXHA CTBEpIKYyBaTH, IO iM BJIACTUBI PUCH MOJEPHIZMY,
KOHCTPYKTHBI3MY 1 CHMBOJI3MY, MPOTE 11 XYA0XKHI HANpsIMU Yy HbOTO HE BUXOIATH
32 paMKH «MHCTEIBKOTO KaHOHY», po3poOieHoro B enoxy Penecancy. [Ipukiamom
MOXYTh CIYI'yBaTH €CKi3M CclieHOrpadiuHMX BHpIIIEHb 3aBicu Oanery «Pomeo 1
Jhxynbertay (1968 p.) Ta odbopmiienHs ciienu 6anery «Jlebeaune ozepo» (1968 p.)
(Tam camo, c. 61), B IKMX KOMIIO3HIIISl MOOY/I0BaHA 3 BUKOPUCTAHHSM MUCTEI[LKHX
IPUHIMIIB (IPSIMOI IEPCIEKTUBH, 30KpeMa 3a 300paKEHHS apXITEKTypH Ta NeH3axy),
K1 OyJIM 3aCTOCOBAaH1 Y MEPCIIEKTUBHUX JIEKOPAIIISX /Il KOMEii, Tpareii Ta mactopati
Cebactpsiro Ceprrio, TeaTpanbHux 3aBicax Jxakomo Toperni ta iH. (Tam camo, c. 15).

XynoXKHIA CTWIICTHII TBOPIB BJAacTHBa OCOOJMBA JIETKICTh 1 PO3KYTICTb,
TPaJAMIIIHICT, 1 HOBAaTOPCTBO, a XapakTep XydOKHbOTO MasKa, IITpUxXa, JiHii
acoIllaTUBHO TEPETYKYEThCS 3 «(DaKTyporo» TEKCTY, THM CaMUM MaTepiali3yrouu i
BIIUCYIOYH MOTO y CIIEHIYHUN MTPOCTIP.

€. Jlucuk, Oynyuu HaA3BUYAHHO €pPyIOBAHOI OCOOHMCTICTIO, 3aBXKIU JIOT1YHO
IPOAYMYBaB 1IeMHY KOHIICIIIIII0 BIACHUX TBOPIB, y sKkuX (Ha BiaMminy Bixg @. Hipoxaa)
Maike TOBHICTIO BIIMOBMBCS BijJ JOMIHAIli PO3IMOBIIHUX MaJbOBaHUX JCKOPAIIiil.
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XyI0KHIO CTHIIICTUKY MIAMOPSIKYBaB (i10COPCHKO-CUMBOIBHUM, MeTahOpUUYHUM
monynsiMm (BuctaBu «Cnaprak» A. XawarypsiHa, 1965 ta «Ecmepanbma» 1. IlyHi,
1970). ns npukiany, y Buctasi «Crnaprak» BiJICyTHE TpaauiliitHe 0hOpMIIeHHS, siKe O
1 JIKpECITI0BAIIO BeTnd PUMCHKOT IMIIepii. A KpuBaBO-4epBOHAapeHa IS 1M1 11aTOPChKUX
00iB — OCHOBHHI MOJYyJIb JEKOpallli — BUSBIISIE TYXOBHY MOPOXHEUY TOTAJIITAPHOTO
cycniuyibeTBa. TyT BUpa3HO MPOCTEXKYETHCS Tapaieb MK paOOBIACHUIIBKUM aHTHUHUM
1 pansgHCebkuM cycninbeTBoM (Tpukonenko, 2016, c. 54).

[ToenHanHs akaJeMiYHOTO W HAPOIHOTO KMBOMHUCY Yy TBopyocTi €. Jlucuka
YTBOPUJIO HOBUI HalioHadbHUM cTwib (Yenombutsko, 1985, c. 21-24). [Ipuknagom
MOKe CITyTryBatu ciieHorpadis 1 gonsk-onepu «L{BiT manmopoti» €srena CraHkoBuua
(KuiB, 1978) 3 enemeHTamu HapoaHO-Mi(ONOTTYHUX 300pakeHb. J{7s 11i€l BUCTaBU
OyJ10 HaMaJIbOBAaHO YOTUPHU MOHYMEHTAJIbHI )KMBOIMCHI TTOJIOTHA-TOPU30HTH HA KOXKHY
opy pOKy. Y HMX MHUCTEIBKUMH 3acobamu Oyio BTUICHO IeBHY iiero. Hampukian,
y KoMmrmosuiii «3uMa» B IEHTPl 3HAXOJMBCS BEJIETEHCHKUN TEPHOBHM BIHOK, Yy
KoMmmo3ullii «BecHa» Oyno po3MillieHO TpH JiepeBa, Ha SIKUX Y THI3AaX CHUILIN JITH 31
CBIUKaMH, y KoMMo3ullii «OciHby OyJ0 MoKa3aHo po3il’ ATUX Ko3akiB. [IpoTe XymoxHs
pazna, mobauMBIIM Yy TPHOX J€peBax BTUICHHS 1€l Tpu3yOa, a y MITAX 31 CBIUYKAMHU —
aHTeNiB, HaKaszalla HeraHO IepeMaiioBaTu nosnotHa. Yepes Te, mo €pren Jlucuk
KaTerOpuYHO BIJMOBHUBCS PYHHYBAaTH 3alyM, yCIO cieHorpadiro Oyno BHUIYYEHO 1
sauieHo (Turapenko, 2015), a BUCcTaBy OroJoCHIM HaIlIOHAICTUYHOIO 1 3200pOHIIIH
nensypoto (I[Ipockypsikos, 2004, c. 211-295).

Huni mi MOHyMeHTabHI >KMBOMHUCHI TosioTHa €. JIMcuka Mo)kHa MOOAYUTH
nuiie Ha eckizax. JloOpe, mo Tak He cranocs 31 cueHorpadieo n10 «JlyckyHdmka
(Tutapenko, 2015), B sKiii MOXHa pO3MIENITH iKOoHOcTac 1 TeMy Pi3aBa, ne Ha
CYLIUILHOMY TJII TEXHIKOIO c(ymaro HamallbOBaHI NPO30pi, JeAb BHUIUMI 00pasu
CBSITUX, aHTEJIIB, TOOOPHUKIB BipH («EBred JIucuk...», 2015, c. 64). «He matoun 3moru
TOBOPHUTH MPO AYXOBHE BIAKPUTO, €BreH MHUKHUTOBUY JIISIB HA IT1JICBIJOMICTD TIs/Ia4iB
CBOIM MHCTEIITBOM, MPOMaJIbOBYIOYH TJI0 3aBiC 00pa3aMH, K1 aX HiSIK HE BIAMOBI AN
PaAsSHCHKIN 11eonoriunii qoxTpuHi. Llei Bizyani3oBaHMii 3aKIUK TPUCYTHIN 1 B IHIIIUX
BucTaBax. Te, mo Taka ¢opMa BIUIMBY Ha MIACBIIOMICTH ICHY€ 1 ii MOXHa HaBiTh
BUMIpATU PI3UYHUMU NPUTIAZaMHU, J0Bela Hayka. OTe, BC1, XTO Oy/Ib-KOJIH BiJ[B11yBaB
BuctaBu €. Jlucuka, craBaim 1 CTalOTh Xo4ya O TPOXM KpalIUMHU...» — CTBEPIKYE
npodecop B. IIpockypskoB 1 nonae, mo TBopu €. JIMcuka «XBUIIOBAIM KOCMIYHOIO
IMOMHOI0, rapMoHi€lo 31 BcecBiToM, BeenneHChbKUM CITOKOEM 1 MPUXOBAHOIO EHEPTIEI0»
(2016, c. 58), cuabHO BIUIMBAIOYM Ha 0ararbox JIIOACH 1 3MYIIYIOYM 3BEPHYTHCS 0
XPUCTUSHCHKUX I[IHHOCTEH («EBren Jlucuk...», 2015, c. 63).

VY tBOpax €. JIucuka Bipa 1 Hayka uynecHo noeanadi (IIpockypsikos, 2016, c. 59).
A xomno3uiliiHa mo0y10Ba KMBOMMCHUX TOPU3OHTIB 1 3aBiC y3ro/KeHa 3 IHTEP €pOM
3a TIPUHIIMIIOM TapMOHIi Ta 3aKOHY 30J0TOro nepetuny. s mpukiamy, y moOymaoBi
KOMITO3HMIII1 TOpU30HTY 110 BUCTaBU « Tub Ynenmmirenby (MiHcek, 1978 p.) 32 0ocHOBY
MOJIyJISl B3SITO TOJOBHHY CEpPEAHBOTO 3pOCTY JIONWHU, 110 mepelyBajia B IEHTPI
KOMITO3HMIIIT TOPU30HTY, a IIEHTP KOMIO3MIli MOXKHA BrHcaru y kBajapar 1 koo (Tam
camo, c. 81).

VYuinin ecki3u cueHorpadiuHux BupimeHb (onbk-onepu «LIBIT mamopoti»
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TaKOXX CTBOPEHI 3 ypaxXyBaHHSIM TapMOHIMHUX 3aKOHIB, a XyJOXHSI CTHJIICTHKA Mae
b oIBKIOPHO-MIOTOTIYHUHN XapakTep. Y IEHTP1 KOMIIO3UIIT IEPIIOTO €CKi3y, B €IIIICI
(cMMBOJII HECKIHUYEHHOCT1), 300pak€HO YapiBHY BOAOWMY (KHUTTEBO-TBOPUY CHITY
YKpaTHCHKOTO Hapojy). BimHOIIEHHsS pajalyciB LIEHTPIB elilca JOPIBHIOE MPOMOpIIii
30JI0TOTO TMepeTuHy. B eninc BnucaHa KOMIIO3WINS 1 APYroi 3aBicH, B SKIHA 1CTOPIS
YKpaTHCHKOTO HApOJy BIATBOPEHA B MOISIX, M1(DOTOTIYHUX MTEPCOHAKAX, CAMBOJIAX Ta
actposoriynux 3Hakax (Tam camo, c. §1-82).

3o00paxenHs Manonuu 3 JIuTsaM BIrcaHe B KOJIO Y KOMITO3HIT 3aBicu «MajoHHAY)
st oniepu-06anety «CtBopeHHs cBiTy» A. [lerposa (Mincbk, 1987 p.) (Tam camo, c. 84).
HeBumoBHa yXOBHICTH 1 BUpa3HICTh 00pa3y Mapii 1 [{uTsiTka, CTBOpEHOro MicCis
YOPHOOMIIbCHKOT Tpareii, MAHOCUTh TEMY MaTEpPUHCTBA 1 JKEPTOBHOCTI, HArayl04u
iy ictopiro Cracinus. Komu neit Topu3oHT 3’ SBISIETHCS 1111 YaC BUCTABHU, TVIs1a9l HE
CTpUMYIOThCS BiJl oruieckiB (Tam camo, c. 81-82).

Ha iHmmx mnojnoTHax 3aKOMIIOHOBaHA €BOJIbBEHTA Kojia (cripalienoioHa
KpHUBa, 10 ONUCY€EThCs MpsiMoro JiHier) (Tam camo, c. 82). Jlns 1i€i BuCTaBU MUTELb
BJIACHOPYY HaMaJtoBaB 658 manHo 1wioieto 2500 M2,

€. Jlucuk mpairoBaB HE TIIBKH JJI1 YKpaiHCBKUX TeaTpiB, a ¥ g TearpiB
Typeuunnu, FOrocnasii, YexocnoBauunnu, [lonbin Ta iHIUX KpaiH. Y mocTaHOBKaX
70-80-x pp. — «3onotuit o6pyu» b. Jlstomuucekoro (1971), «Tinp Ynenmmireab»
€. I'mebosa (1975), «ecarp aniB, mo norpsicau ceit» M. Kapmincskoro (1977),
«Biit» B. TI'ybapenka (1985), «Jlyckynuuk» II. YaitkoBcbkoro (1986), «CTBOpeHHS
ceity» A. IlerpoBa (1987), «on XKyan» B.-A. Monapra, «Pomeo 1 J[xyabeTTan
C. IIpoxod’eBa (1988), — Bechb CrieHIYHUI MPOCTIP MAMOPSIAKOBAHO YITKO BUPAKEHUM
acoIlaTUBHO-META(POPUIHUM MOJTYIISIM.

s onwpkiopHoro dectuBaito, sikuii npoxoAuB y JIbBoBi B 1989 p. y My3ei
HApOAHOI apXiTeKTypHu Ta 1modyTy, €. JIuCHK Ta HOro KOoJeru CTBOPHIA CEPEIOBUIIE
donbkiiopHoro Tearpy («€seen Jlucux...», 2005, c. 64)

HaykoBa HOBU3HA T0JIsITae y AOCIIKEHH] 1HANBIyalbHOT TBOPYOi MaHEpH Ta
YHIKaQJIbHOTO >KMBOMKMCHOTO CTUJIIO BUIATHOTO JIbBIBCHKOTO CIieHOTpada y KOHTEKCTI
oopMIICHHS OAJIETHUX CIIEKTAKIIB.

BucnoBkmn. TBopam €. Jlucuka B1acTuBi pucu MOAECPHI3MY, KOHCTPYKTUBI3MY 1
CUMBOJII3MY, TPOTE 111 XY/I0XKH1 HAIIPSIMU HE BUXOJIATH 32 PAMKH «MUCTEI[LKOTO KAHOHY »,
po3poliieHoro B enoxy Penecancy. XymokHiii MaHEpl MUTLS BJIacTHBA JIETKICTH 1
PO3KYTICTh, TPAAUIIIHHICTH 1 HOBATOPCTBO, a JIOT1YHO MPOJAYMaHa ifciiHa KOHIICTIIIis
nianopsakoBaHa (piiococbko-CUMBOJIILHUM, META()OPUIHUM MOYJISIM B 0(hOPMIICHHI
oaneriB («Cnaprak» A. Xauarypsina, 1965, «CrtBopenus cBity» A. Ilerposna,
1972, «Jlyckynuuk» II. YaiikoBcekoro, 1982 Tta iH.). [loegHanHs akajgemMigyHOTO
Ta HApPOJHOTO WBOMHUCY YTBOPWUJIO HOBUN HAIlIOHAJIBHUN CTHIb 3 €JIEMEHTaMH
HapoaHo-Midosoriyaux 300paxens («LBiT manoporti» €. CrankoBuya, Kui, 1978).
3a poku TBOpUOi MisIbHOCTI €BreH JIMcUK BUPOOWB BIIACHUM OpUTIHATIBLHUN CTHIIb
1 TBOpUY MaHEpy, sIKka HE Ma€ MPSIMOTO 3arl03MYEHHS Hi B JABHbOMY, HI B Cy4aCHOMY
TeaTpaJIbHOMY MHUCTEITBI. JKUBOITUCHI CTHIIB 1 TEXHIKA CTANIM 3acO0aMU TTOTJIUOICHHS
PO3KPUTTS XyJ0KHBOTO 337yMy, 00pa3iB OajeTiB.
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HaykoBa po3Bigka TMpOCTEXKYE TE€HE3y CaMOIISIBHUX CHUJIOK KYJIbTYpH
Bonuncekoi obmacti YPCP y 1988—1991 pp. Ha Timi posropTanHsi (ecTUBAIBLHOTO
pyxy. Y 1el mepios] y CepeloBHUIIll JIeMOKpaTU3aliitHuX pedopMyBaHb MepeOya0BH
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YTBOPWJIKMCS CaMOJISUTbHI MHUCTEIbKI KOJICKTUBH, SIKI 3rOfOM IONITH3yBajlucs M
TIOMOBHMIIM YKPAiHChKI AHTHKOMYHICTMUHI TapTii Ta IpoMajichbKi 00’ €IHaHHS. X
JISIIBHICTh 1€ HEJOCTAaTHRO BHMBUCHA Y TAKOMY AacIleKTi BIJIHOBJICHHS JCpP>KaBHOI
CaMOCTIHHOCTI YKpaiHH, K [I0YaTKOB1 MPOIIECH BIPOKEHHS 11 HAI[IOHAJIBHOT KYJIBTYPH
Ha etamni nepeOynoBu. MeTa HOCTIAAKEHHS — MPOCTEKUTH XPOHIKY NEPEPOCTAHHS
HedopMaIbHOTO cepeioBHIa BolMHChKOT 0051acTi HA aHTUKOMYHICTUYHU N BU3BOJIbHUIMA
po3Biif Ha (POHI 3apomKeHHs (PECTUBATIBLHOTO PYXY.

Jlo 3a3Ha4eHUX TOBAPUCTB BXOAUJIM MPOCBITHUIILKI, Kpa€3HABY1, BOKaJIbHI,
xopeorpadiyHi, TeaTpalibHI Ta €CTpPaJHl KOJEKTHUBH, KOTpi chopMmyBamucs SK
HepopManbHi, TOOTO OylIM HENIAKOHTPOJHHUMHU KOMYHICTHYHIM Biaai. BoHu
aKTUB13yBaJu HaIlllOHAJbHUN PEHECAHC, OJIHUM 13 TIPOSIBIB AKOTO OyJIO BAHUKHEHHS
BEJIMKOI KIJIBbKOCTI (ecTuBajiB, IO, XO04a W JIATEHTHO, ajie¢ IO3MI[I0OHYBaJIH
cebe sk aHTHpansHCchki. KiibkicTh (ecTuBaliB 3Ha4yHO 3pocTae y 1988 p., mio
crainocs BHacaigok XIX Bcecoro3Hnoi maptiiiHOi KOH(peEpeHIlii, ska 3amoyaTrKyBalia
noiituuny pedpopmy B CPCP it ymoximBuiIa 1eMOKpaTHUHI HOBAIll{ y KYJIbTYPHOMY
cepenoBuill kpainu. [Jo yyacti y dhecTuBansix HEpiIKO MOTPAIISINA CaMOISUTbHI
BUKOHABIIL, 5IK1 HE OyJI1 YWiICHAMU PaJISTHChKUX TBOPYUX CIIJIOK, @ TOMY BUXOIUJIH 32
Mex1 OIIIHHOT JOKTPUHU PO3BUTKY KOMYHICTUYHOTO MHCTENTBA. ToMy pO3BUTOK
dbecTUBaIbHOTO PyXy y pIYHMINI HAIIOHAJIBHOTO BIIPOKEHHsS Oararo y YoMy
YMOXJIMBUB PEreHepaIliro NarpioTHYHOr0 CaMOYCBI1JJOMJIEHHS MEIIIKAHI[IB PET10HY.
Poszymitoun, mo Hedopmanud BUXOISITH 3a PaMKH COI[IAJIICTUYHOTO peanizmy,
a BIATAaK € OMO3MIIIMHUMHU, MICI[eBa KOMYHICTHYHA Bjajia CTaBWJIACA JIO HHUX
crpusTInBO Juiie popmansHo. Hactpapai napTiifHi CTPYKTYpH YHHUIIU MEPEITKOIH
1l Hamarajiucs MianoOpPAAKYBaTH CaAMOJIISIbHI CHIJIKU Ta BBECTH iX Y KOMYHICTUYHE
pycio. OpHak CTpiMKE pO3rOpTaHHS HAIllOHAJbHO-BU3BOJBHOTO pPYyXy Ha
3aX1THOYKPaTHChKHUX 3eMJIIX HE TIJIbKW KOHCOIIyBao HeQopMabHi OopraHizaiii,
a ¥ MmoJiTU3yBayo iX, TpaHCHOPMYIOUU Yy MPUXUIBHUKIB BIJIHOBJICHHS JE€pPXKaBHOI
camocTiiiHocTi Ykpainu. Mertogogorisi. MeTOnOTOTIYHUM 1HCTPYMEHTapieEM
HAyKOBOi pOOOTH € TPOOIIEMHO-XPOHOJIOTTYHUN METO/I SIK BU3HAYAJIbHUH y MPOILIECi
PEKOHCTPYKIIIi MOAIN KyJIbTYpPHO-1CTOPUYHOT peTpocnekTuBr. HaykoBa HOBU3HA.
Jlxepeno3naBuor 0a3010 JAHOTO JOCIHIIKEHHS € apXiBHI HEOMyOIiKOBaHI,
Ta€EMHI KOMIAPTIHI MaTepiaiv, a TAKOXK MEPIOANYHI BUJIAHHA KOMYHICTUYHOI Ta
HaIllOHAJIBHO-AEMOKPATUYHOI MpecH, OmmyOIikoBaHi Briepiie. BucHoBku. Y nporeci
HaIllOHAJIBHO-JAEMOKPATUYHOTO  BIJPOJUKEHHSI YKPATHCHKUX 3E€MENIb IMEePioay
nepeOynoBu HedopMalibHI TOBAPUCTBA KYJIBTYpU TMOCIAAIW 3HAYHE Micue. Y iX
MPOCBITHHUIBKIN AIsIbHOCT1 Oyina 100pe MOMITHOK aHTUKOMYHICTHYHA CKJIaJI0Ba,
AKa YMOXJIMBHJIA pEereHepallio HalllOHaJIbHOTO CaMOYCBIJOMJICHHS MaTPIOTHYHO
HaJIAIITOBAaHOT'O HACEJICHHS Ta MOIAJIbIII AaHTUPASHCHKI OJITUYHI TpaHchopMmarii
kpato. [i hbakTopu HE B OCTAHHIO YePTY CIPUUUHHUIUCS IO BITHOBJICHHS JIEP>KaBHO1
camocTtiitHocTi Ykpainu 1991 poxky.

Knwuosi cnosa: gecmusani; HepopmanvHi cniiku, paosiHcbKka 61a0d;
KOMYHICMUYHI CmMpyKmypu, nepeb6y008a, HAYiOHANIbHO-KYIbMYPHE BiOPOONCEHHS,
BU3B0NbHULL PYX.
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YYACTHUE HE®OPMAJIbHBIX OFBEINHEHUN KYJIBTYPHI B
®ECTUBAJIBHOM JIBUKEHUU BOJBIHCKOHN OBJIACTU NEPHOJA
IEPECTPOUKHU

Yypa Bacuiuiit UBaHoBHY,
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JOKTOP UCTOPUYECKUX HAyK, Ipodeccop,
JIbBOBCKMI HALIMOHAJIBHBIM YHUBEpPCUTET UMEHU VBana ®panko,
JIpBOB, YKpauHa
vschbox@ukr.net

Hayuynast cTtaThsi OpOCHEKHBAET Pa3BUTHE CaMONEATENbHBIX OOBEAMHEHUN
KynbTypbl Bonbiackoit obmactu YCCP B 1988-1991 1. Ha (one PecTuBabHOTO
IBWKEHUS. B 9TOT mepuon B cpenie JeMOKpaTuuecKuX mpeoopa3oBaHmil MepeCcTPpOnKH
BO3HUKJIM CaMOJIEATENbHbIE KYJIbTYpPHBIE COOOIIECTBA, KOTOPHIE CO BpPEMEHEM
MOJIUTU3UPOBATIUCH U TOMOJHUIU YKPAUHCKHE AaHTUKOMMYHUCTUYECKHE IMapTHUU U
0OIIIeCTBEHHBIE OpraHu3anuu. VX nesTenbHOCTh elle HeOCTAaTOYHO U3ydYeHa B TAKOM
BaYXHOM aCIIEKT€ BO30OHOBJICHHS YKPAMHCKOM TOCYIapCTBEHHOCTH, KaK HadalbHBIC
IPOLIECCH BO3POXKACHUS €€ HAUWOHAJIBHOW KyJIbTYpbl Ha 3Tafne MepecTPOMKH.
Hean uccaenoBaHus — MPOCIEAUTh XPOHHUKY MepepacTaHus HePOpMaIbHOU CPebl
BonbiHckol 005acT B aHTUKOMMYHUCTHYECKOE OCBOOOIUTENHHOE JBIKEHUE Ha
dbonHe 3apoxaeHns (HecTUBAIBLHOTO JBUXKEHHUA. B UMCIIO TaKUX COOOINECTB BXOIMIIH
IPOCBETUTENILCKUE, KPAeBEIUECKUE, BOKAJIbHBIC, Xopeorpaduueckue, TearpaibHbie
U OCTPaJHbIEe KOJUJIEKTUBBI, KOTOpbIe CHOPMUPOBAIHUCH Kak He(opMmaibHbIE, TO €CTh
He ObUIM TOJKOHTPOJBHBIMU KOMMYHHUCTHYECKON BiacTu. OHHM, HE B MOCIEIHIOIO
ouepedb, AKTHUBU3UPOBAIM HAIMOHAJIbHBIA PEHECCAHC, OJHHM U3 TNPOSBICHUI
KOTOpOro OBUIO BO3HUKHOBEHHE MHOXKECTBa (HEeCTHBANCH, KOTOpbIE, XOTA H
CKPBITO, HO TO3UIIMOHUPOBAIN CceOS KaK aHTUCOBETCKHE. VX KOIMYecTBO 3aMETHO
yBenuuuBaercss B 1988 1, urto Obuio cienctBueMm XIX BceecorozHoi mapTuitHoiM
koH(pepennnu. OHa MHUIMHUpOBaia monutuydeckyro pedopmy B CCCP, a mostomy
cenana BO3MOXKHBIMHU JIEMOKpaTH4YecKkue pedopMbl B KYJIBTYpPHOH Cpefie CTpaHBI.
VYyactue B 3TUX (PECTUBAIAX HEPEIKO MPUHUMAIH CaMOACSITEIbHBIC UCIOIHUTENH,
KOTOpbIE HE OBUIM WIEHAMHU COBETCKHX TBOPYECKHX COIO30B, a MOITOMY BBIXOIWJIH
3a paMKd O(UIMATBHOW JOKTPUHBI Pa3BUTHUS KOMMYHUCTHYECKOTO MCKYCCTBA.
Kak cnencrBue, pazButue (eCTUBAIBHOTO JIBIKEHUS B KOHTEKCTE HAIIMOHAIHLHOTO
BO3POXKJIEHUS BO MHOIOM CHENAJIO BO3MOXHON pEreHepalui0 NaTpUOTHYECKOrO
caMOCO3HaHUs kuTener perwonHa. IloHumasi, uyTto Hedopmanbl BBIXOIAT 32
pPaMKH COLUHMAIMCTUYECKOTO pealn3Mma, a IO0TOMY SBISIOTCS OINIO3ULIUOHHBIMU,
KOMMYHHCTHYECKAsl BJIACTh BOCIPUHUMAIa MX OJAroCKJIOHHO TOJIBKO (hOpMajbHO.
Ha camom nene maptuiiHble CTPYKTYPHI MPEMSTCTBOBANH, MBITATUCh MOJYHMHUTH
He(OpMaJIOB M HANpaBUTh WX B KOMMYHHCTHUYECKoe pycio. Ho crpemutenbHOE
pPa3BUTHE HAIIMOHAILHO-0CBOOOIUTEIHLHOTO IBUKEHHU S Ha 3aM1aTHOYKPAUHCKHUX 3€MJIISIX
HE TOJHLKO KOHCOJIMIUPOBAIO He(POopMaIbHbIE OPraHU3aAllHY, & U MIOJTUTH3UPOBAJIO UX,
TpaHC(HOPMHPYSI B CTOPOHHUKOB BO30OHOBIIEHUS TOCYJApPCTBEHHOW HE3aBHUCHUMOCTH
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VYkpaunsl. Merogosorua. MeTOHOJIOTUYECKUM  WHCTPYMEHTApPUEM  HAy4YHOU
CTaThb SBISAETCS MPOOJIEMHO-XPOHOJOTMUECKUN METO/ Kak OCHOBHOM B MpoIecce
PEKOHCTPYKIIUA COOBITHI KYJIBTYpHO-UCTOPHUYECKOW peTpocrnekTuBbl. HayuHas
HoOBM3HA. M crouHmkoBequeckoil 0a30il MpejiaraeMoro HCCICIOBAHUS SIBISIOTCS
HEOMyOJIMKOBAaHHBIC APXUBHBIE MaTepUalibl, CEKPETHBIC KOMIAPTUWHBIC JTOKYMEHTHI
U MEPUOANYECKUE W3IAHUS KOMMYHHUCTHYECKOM M HAIIMOHAIbHO-IEMOKPATHYECKOMN
npeccol. BepiBoabl. B mpolecce HalMOHAIBHO-IEMOKPATHUYECKOTO BO3POXKICHHS
YKPauHCKHUX 3€MeJlb MepHojia MepecTpoiiku HepopMaabHbie COOOIIECTBA KYJIBTYPHI
3aHUMAalld 3HAUYUTENIbBHOE MECTO. B MX NpOCBETUTENBCKON JEATEIIBHOCTH XOPOILIO
IPOCMaTPUBAJIACh aHTUKOMMYHUCTUYECKAsl COCTABIISAONIAs, KOTOPAs HE B TIOCJIEIHIOO
ouepeb cJieNiana BO3MOKHOM PEreHepaIvIo HAIMOHAJIbHOTO CO3HAHHUS M IOCJIEIYFOIIIHE
MOJIUTUYECKHE TpaHcpopMmaimu B BonbiHCKOM oOnactu. DT (GakTopbl BO MHOTOM
crioco0CTBOBAIM BO30OHOBIIEHUIO YKPAUHCKOM rocynapcTBeHHOCTH B 1991 romy.

Knioueevie cnosa: ¢ecmusanu;, HeghopmanvHvle o00Wecmea; CcoO8emMCKasl
81ACMb; KOMMYHUCMUYECKUEe CMPYKmMypbl, NepecmpouKd, HAYUOHATbHO-KYIbIYPHOE
803podICOCeHUEe; 0CBODOOUMENbHOE OBUNCEHUE.

PARTICIPATION OF THE INFORMAL SOCIETIES OF CULTURE
IN THE FESTIVAL MOVEMENT OF THE VOLYN REGION OF THE
PERESTROIKA PERIOD

Chura Vasyl Ivanovych,
https://orcid.org/0000-0002-0464-0086
doctor of historical sciences, professor,

Ivan Franko Lviv National University
Lviv, Ukraine,
vschbox@ukr.net

The aim of the study. Scientific research traces the genesis of amateur cultural
unions of the Ukrainian SSR Volyn region during 1988-1991 against the background
of the festival movement. During this period, in the environment of democratization
reforms of perestroika, amateur artistic groups were formed, which subsequently
became politicized and replenished Ukrainian anti-communist parties and public
associations. It’s activities has not yet been sufficiently studied in such an important
aspect of restoration in Ukraine state independence, as the initial processes of the
national culture revival at the stage of perestroika. Therefore, the purpose of a scientific
article is on the background of the festival movement birth to explore the chronicle of
the informal environment transformation of the Volyn region in the anti-communist
liberation struggle.

Such communities included educational, ethnographic, vocal, choreographic,
theatrical and stage groups, which were formed as informal, consequently they were
not controlled by the communist government. It has intensified the national renaissance,
one of the manifestations of which was the emergence of a large number of festivals,
although latent, but positioned itself as anti-Soviet. Its number significantly grew up in
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1988, which was the result of the XIX All-Union Party Conference, which initiated a
political reform in the USSR and made possible the country democratic innovations in
the cultural environment. Participation in festivals often took amateur performers, who
were not members of the Soviet unions culture, and therefore went beyond the official
doctrine of the communist art development. Therefore, the development of the festival
movement in the rift of national revival in many respects allowed the regeneration
of the region in habitants patriotic self-awareness. Understanding that non-formals
went beyond socialist realism, and thus were oppositional, the local communist
government favored them only formally. In fact, the party structures obstructed and
tried to subordinate amateur unions and put it on the communist side. However, the
rapid deployment of the national liberation movement in the West Ukrainian lands
not only consolidated informal organizations, but also politicized it transforming it
into the Ukraine’s sovereignty restoration supporters. Methodology. The method of
scientific work is a problem-chronological method, which is a determinative in the
process of historical retrospective events reconstruction. Scientific novelty. The source
of this study has been archived unpublished, secret Communist Party materials, as
well as periodicals of the communist and national-democratic press. Conclusions. In
the process of Ukrainian land’s national-democratic revival of the perestroika period
informal cultural societies occupied a significant place. In its educational activities anti-
communist component was well visible, which enabled the regeneration of patriotic
population’s national self-awareness and further anti-Soviet political transformations of
the region. These factors contributed to the restoration of Ukraine’s state independence
in 1991.

Key words: festivals; informal unions, Soviet power, communist structures,
perestroika; national-cultural revival; liberation movement.

AKTyaJIbHicTh TeMu aociimkenHs. Hanpukinmi 80-x pp. XX cT. Pagsacekuit
Cot03 K TeOonOTITUYHUN 00’ €KT, YTBOPEHUN POCIIHAMH y KOHTEKCTI MPOJIOHTYBAaHHS
BJIACHOI IMIIEPCHKOI TpajuIlli, 3aKOHOMIPHO JI0’KMBaB BiKy. KIIIOYOBUMHU TIPHUUYUHAMHU
HOro MpUPOIHBOT HEXHUTTE3NATHOCTI OyMM aBTOKpAaTW4YHA JEp)KaBHA CHCTEMa Ta
HaJyMaHa BUPOOHHYA MOJIEb, BMIJIO 3aKaMy(pibOBaHI KOMYHICTUYHOIO JOKTPHHOIO.
BoHu moknukamd g0 JKUTTS KOHIJIOMEpAT CTHIYHHUX, IMOJITHYHUX, CKOHOMIYHUX,
PENITIMHUX Ta KYJIBTYpPHHUX MpOOJeM, sIKI MPUXOBATH OyJI0 YK€ HEMOXIUBO. ToMmy
3arpo3a KOMYHICTUYHINA Biaji, MO Oyla CTPWIKHEM IMOJITHYHOI CHUCTEMU KpaiHW,
nocTaja sik 00’ €eKTUBHA HEOOX1/IHICTh. 3anpoBapkeHa 1985 poky nepeOynoBa He TITBKH
He 3MminamwIa nosuiii KITPC, ane # cripuynHuia aHTUKOMYHICTHYHE HAI[lOHAJILHO-
KyJAbTYpHE BIJIPOKCHHSI YKPaiHCHKUX 3eMelb. TOMy aKTyaJbHICTh TEMH IOJISTae
y MepMaHEHTHIH moTpedl BUBUCHHSA MPHUYMH, JUHAMIKM Ta HACIIIKIB HAI[lOHAJIBHO-
KyJBTYPHOTO BIJIDOJUKCHHSI YKPAiHCHKOTO HApONy Y MepeIeHb BIIHOBIEHHS HOTO
Jep>KaBHOI CaMOCTIHHOCTI.

AHaJi3 oCTaHHIX J0cC/igxkeHb Ta myOaikamiii. OcoOIMBO CTPIMKO PEHECAHC
HAI[IOHAIBHOI KYJIBTYpH PO3rOpPTaBCs Ha 3aX1IHOYKPATHCHKUX 3€MJISIX — PETIOHI, Je
NaTpiOTHYHI HaJAITyBaHHS Oyiau CcTiikuMu 31aBHA. OJHAK BITYM3HSHI JOCIITHUKHA
OPUAUIAIN 1€ HEAOCTAaTHbO YBarM TAaKOMY Ba)KJIMBOMY AaCHEKTy BIJHOBIICHHS
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Jep>)KaBHOI CaMOCTIHHOCTI YKpaiHW, SK TIOYaTKOBI TIPOIECH BIAPOJKCHHS i
HAI[IOHAIBHOI KYJIBTYpU Ha eTarli rnepedyaoBu. @parMeHTapHO 3a3HA4YeHY MpoOIemMy
MOpyIIyBalii Takl HAyKOBI, ik B. bapan (1992), B. /lanunenxo (bapan, Jlanunenko,
1999), T. bamenxo (1997;1999), C. Kynvuuyskuii (1994; 1996), O. Mypascoxuii (2011),
JI. Cenux ta b. Axumosuu (Cenuk, SxkumoBud, 1996).

Mera pocaigxenHsi. BUkopucTOByroud MpOOIEMHO-XPOHOJIOTIYHUN METO/,
aBTOp CTaBUTH Tepen coOor0 3aBAaHHS Ha (OHI 3apOKEHHS (PECTUBAIBLHOTO PYyXY
POCTEKUTH XPOHIKY TMepepocTaHHs HePOpMaIbLHOTO CcepefoBHIa BolMMHCHKOT
o0acTi Ha BU3BOJILHUN aHTUKOMYHICTUYHUHN PyX.

Buxkiaaxg ocxHoBHoro marepiaay. VY  1985-1988 pp. ocnaGnenuit
nepeOyIOBHUMH HOBAIlISIMH KOMYHICTUYHUN pEXHUM YBaXXHO CIOCTEpIraB 3a
BUHUKHEHHSIM HEMIJKOHTPOJIBHUX MHOMY OCEpEeNKiB KYyJIbTypH, IO BHUXOIMWIN
3a paMKH coliajdicTUYHOro peanismy. lle icTopuko-kKpae3HaByl Ta KyJIbTYpPHO-
MUCTEIbKI CHUIKH, JUCKYCIHHI MOJIOJI’KHI MOJITHYHI KIIyOW, HAyKOBI1, CIIOPTUBHI,
xopeorpadiyHi ¥ My3udH1 00’ €ITHAHHS, €KOJIOTIYHI Ta PEJIriiHi opraxizaiii, KOTpi
HE MO AKOBYBAIKCS apTanapary. Bonu aisiiu Ha miANpUEMCTBAX Ta YCTaHOBAX,
y HaBYAJbHUX 3aKjajax, MiJ erio paja TPYAOBUX KOJICKTHBIB, KOMCOMOJIBCHKUX 1
CTYJICHTChKUX 1HCTUTYIIIH.

JloMiHAHTHY POJIby MPOILIEC1 HAI[IOHAIBHOTO BIIPOKEHH A 3aX1THOYKPaiHCHKOTO
kpato Bimirpanu ToapucTBo ykpainchkoi MoBu iMeHi T. llleBuenka, ToBapucTBO
JleBa, 00’eqnanusa «/lpy3i ykpaiHChbKOTO MUCTENTBA 1 JiTeparypu», Hapomo3Hasue
ToBapuctBo iMeHi [. ®@panka, «I[IpocBiTa», Kpae3HaBdye ToBapuctTBO «Kpyrosip»,
TOBApUCTBO HApoAHOi TBOpuocTi «Tepen», mucrenpka cminka «He xypucoy,
criika XynokHHKIB «IlepBouBiTY», niTeparypHuii kiay0 «30JI0TUH BEpPECEHBY, KIy0
camofisuibHOI micHI «JlucoHaHc», 00’emHaHHsa «TepHoBe moie», «SpociaaBHay,
TaHIIOBaJIbHI KOJEKTUBH «bpeik maHc», «['apMOHis», MHUCTENbKI 00’ €aHaHHS
«Tepen», «llepBouBiTy, «Bepren», «['ymyneimuna», miteparypHa cTymis «Ciuy,
Kiy6 manyBanbHUKIB pOK-MY3UKH, TOBapUCTBO CaMOISUILHOI MICHI Ta iH.

VY napyriii monoBuHi 1980-X pp. BIAPOIKEHHS HAIIOHAIBHOI KYJIBTYPH Y
BonuHcebkiit obmacti 3amouatkyBanu (ectuBani «Pok-kynbTrypa—88», «O0epiry,
«beperunsa», «PizgBana wmicrepisi», «llomicbke miTo 3 QonbkIopom», «JlecuHa
micHs». Llelt cTpiMKUIA pO3BUTOK 3apOJIMB IYMKY CEpel MaTpiOTUYHO HAJIAIITOBAHOT
IPOMAJICBKOCTI TIPO BOJMHCBHKHI PETiOH SK OCHOBHHH Yy KOHTEKCTI PEHECaHCYy
eTHIYHOTO Gonbkiopy Ykpainu. Y HedopmanbHOMy craryci B JIynbky BinOyBcs
[lepumuii 3axigHOyKpaiHChkuil (pectuBanb «Pok-Kynbrypa—88», Ha3BaHU y Mpeci
noyatkoM ¢ectuBaibHOoro pyxy B YPCP. Bin 6araro B womy mposiBUB Hazpiity
noTpedy MPOBEIEHHSI BCEYKPATHCHKOTO CIIBOYOTO KOHKYPCY, SIKUM 3rOJIOM CTalia
«YepBona pyra» y YepniBuax (Yypa, 2017). Konkypcantu 3maramucs y TpboX
HOMIHAIIISIX — aBTOPCHKO1, POKOBOI Ta momysipHoi micHi. [Topsi 13 uum, 3 iHiI[IaTUBH
pekropa Jlymnekoro nemaroriudoro iHcTuTyTy H. Bypuaka, y pik Big3HaueHHs 75-1
piunuii 3 aHS cMmepti Jleci Ykpainku Oyno MpOBEIAEHO CTYICHTCHKUN MICEHHUH
dectuBanp «Jlecuna micHs». [locTaHOBHMKOM CcTaB 3aBigyBady KiyooMm JIylbKoro
€JIeKTpoanapaTHOTO 3aBOJy, a 3r0JIOM TOJIOBHUN pexkucep BonmHChkoi 001acHOT
dimapmonii B. IBanunpkwmii.
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[TapriiiHuit MOMIAA HA PO3TOPTaHHSA JAEMOKpaTu3alii y KyJIbTypHOMY
cepenoBull BonuHi Haiikpamie UIIOCTpyBaja Ta€EMHA CTEHOTrpaMa BiJl 7 BEPECHS
1988 p. BucBiTimoroum 3aBaaHHsS KOMYHICTIB o0 peanizamii pimenb XIX
Bcecorosnoinmaptkondepentnii, nepmuii cekperap ooxkomy JI. [TaBnenko nependoawinBo
HaroJIoIIyBaB, 110 MepedynoBa — 11e He aHapxis 1 Bceno3BojeHicTh. KITPC 1 namami
3QJIMIIAETHCA aBAHTapIOM PAISHCHKOTO CYCHUIBCTBA, @ TOMY MHUCTEITBO IMOBHUHHO
PO3BUBATUCS y HANPSIMKY COIIaJiCTUYHOTO peaii3My, He MOTPAIISIOUN Iij] BILIUB
OypKya3Hoi KyiabTypu. ToMy BiH pajauB KoOJIeTaM YBaXKHIIIE MPUIUBUTUCS O
YUCEIBbHUX MOJOIIKHUX CaMOJIISUTbHUX OpTaHi3allii, ki He 3aBX/I1 CITIBIIPAIIOBATIN
13 KOMCOMOJIbCBKUMH YCTaHOBaMU Ta MICIEBUMHU YIPABIIHHIMHU KYIBTYpH,
OpYyITyBaju MATAHHS YKPAaiHCHKOi MOBH Ta 1CTOP1i, BAKOHYBaJIU O€31/1€iiH1 MiCHI Ta
He3po3yMim TaHui ([epowcasnuil apxie Bonuncokoi oonacmi — /[ABO, ¢. 1, on. 17,
cnp. 963, apk. 3—5). HanpukiHili mpoMOBH J0OMOBiAa4 aBTOPUTETHO 3asBIsiB: «Ciij
namMm’STaTh: PO3BUTOK JIEMOKPATUYHUX MMOYMHAHb — II€¢ HE CTUXIHHHI, a CyBOPO
KepoBaHuii maprieto nponec» (Tam camo, apk. 5).

Sk HaciIOK, IEPIIMMHU BiJIpearyBajid Ha IOMITHY aKTHBI3a11it0 He(opMaIbHOTO
MOJIOAKHOTO cepefoBuiia BomuHcbkoi o6macti MicreBi opranu KJIb. Ha me
BKa3yBaJI0 MHCbMOBE 3acTepekeHHs iX obnacHoro HadanbHuka B. IlleBuyka Bix
4 xBiTH 1988 p. BUHATKOBE 3aHEMOKOEHHS MapTanapary CIpUYHHSIIO BUHUKHEHHS
YUCEeNbHUX HE(DOPMAIIBHUX CIUIOK KYJIBTYPH, SIKI BUXOIWIM 32 PAMKH PASTHCHKOTO
MHUCTENTBA W MpOIaryBajyd HAI[IOHATICTAYHI MOMISAAU. 15 KBITHS OOKOM TMOIIUPUB
TaeMHy 1HGopmarlito «IIpo momonanHs HeraTUBHUX TEHACHINN Y ISIBHOCTI JCSIKUX
caMofisIbHUX (popMyBaHb». 3rigHO 3 i1 JaHUMU, B 00NACTI JisJI0 TTOHA JABI THCSYI
TOBAPUCTB PI3HUX HAMPSIMKIB KYJIbTYPH Ta BICIMHAALSTH MOJOIDKHUX AUCKYCIHHUX
KIy0iB. «Pa3oMm 13 TUM, — IIUTOCS y JOKYMEHTI, — OKpEeMi €EKCTPEMICTCHKH HaJIaIITOBaH1
0Cco0U, CTIEKYITIOI0YH Ha ITIACHOCTI 1 IEMOKpATii, CIIPSMOBYIOTh POOOTY HeopMaTbHUX
00’eTHaHp YpO3pi3 13 JISJIBHICTIO TPOMAJCHKMX OpraHi3aliii Ta HaAalTh iM
HaIlIOHAJIICTUYHOTO BIATIHKY». OcCOOIMBE 3aHETIOKOEHHS BUKJIMKaIW TOBapHCTBO
ykpaincbkoi moBu imeHi T. IlleBuenka, «Memopian», Hapoguuit pyx VYkpainu 3a
nepeOynoBy Ta Ykpaincbka [enbciHChbKa Crijika. ABTOp MOBIJIOMJICHHSI — 3aBlayBad
i71eonoriyHuM Bigauiom obkomy I. Jlazopko mopikaB kKepiBHMKaM IMapTOpraHizaiii
THM, 1110 BOHH HE 3aBXK/JIM BOJIOAUIM CUTYAIlIE€I0, TTOCTA0OMIN KOHTPIPOIIaraHIuCTChKY
po0OTYy, 0 CTBOPIOBaJIO KOH(IIKTHY atMocdepy B TpyaoBux KojiektuBax (/[ABO,
@. 1, on. 25, cnp. 18, apx. 47).

[Nazeta«Pansucbka Bonmuub» y ctarTi «[ MacHICTH 1 MpaBONOPSI0K» HATOJIOIIyBajia
Ha KPUMIHAJIBHINA BIAMOBIJAILHOCTI 3a TMPOBEICHHS HECAHKI[IOHOBAaHUX 3aXOJiB.
[aTeps’to minicTpa toctuilii CPCP b. KpaBiiosa nonepemkyBaio npo aaMiHICTPaTUBHY
BIJIMOBIAIBHICTh Y BUMIIAI mTpady B po3mipi 10 300 kpb., y BUHITKOBHX BUIAJKAX
apemty TepminoM Ha 15 110. 3a Ti % /111, BYNHEH1 TOBTOPHO, Mepe0aYarCs HAKIIaICHHS
mrpady y po3mipi 1 tuc. kp6. abo BUIpaBHI poOOTH TEPMIHOM JO JBOX MICAIIB YH
aZMIHICTpaTUBHUN apemT TepMmiHoM Ha 15 mi6. OpraHizaropam BCTaHOBIIOBAJIACS
KpUMiHaJIbHA BIIMOBIAAIBHICTh Y BUIIISII MO30aBICHHS BOJI1 0 6 MicAIiB a0o mrpad
1o 2 tuc. kp06. (Kpasuos, 1988).

Y 1989 p. KIIOYOBOIO PHCOI PO3TOPTaHHS HAIIOHAIBHO-KYIBTYPHOTO
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BIJIDOJDKEHHSI CTajla KOHCOJIJIAISl Ta TMOJITH3aIlisd He(popMalbHOrO CcepeoBHIla
Bonuncekoi ob6nacti. Hagami npoBomunucs Jpyruii cTyaeHTChbKUN (ecTHBaIb
criiBaHoi noe3sii «Jlecuna micHa» i Tpetii pecnyOmiKaHChKHUN (DecTUBaIb JSITLKOBUX
TeaTpiB. BUHSITKOBO pe30HAaHCHO MPOJIyHAB 3ano4arkoBanuil y JIyipky HehopManTbHUM
MOJIONDKHUM 1IeHTpoM «Bomuues» Ilepmmii  dectuBans cydacHOi yKpaiHCHKOi
aBTopchkoi micHI «O6epir». Cepen opranizatopiB Oyl MaTpiOTUYHO HaJAIITOBaHI
nistai kynsTypu B. Bopow, O. JleBuenko, I. Kpuca, O. [Tokanpuyk. [To3uiiioHoBanmi ik
YKpaTHChKHI (peCcTHBaIb aBTOPCHKOT MICHI Ta CHiBaHOI MOe3ii, BIH CTaB MUCTEI[bKUM
BUKJIMKOM PaJSHCHKIN BJIaJl, BUBIB HAIlIOHAJIbHI CAMO/ISIbHI KOJEKTHBH HA «BEITUKY
CIIEHY», BUOKPEMUB iX sIK TAKUX, 1110 MAIOTh MPABO HA XKUTTs 0€3 MaTpoHaTy 00JacHUX
ynpasiiHb KyiasTypu. OectuBans 310paB nmoHaa 30 ydyacHUKIB, OUIBIIICTh 3 AKUX HE
Oyna 4jeHaMu TBOPYMX CITUIOK, a BIATAK MiAMOPSAKOBYBaIacsi KOMyHICTHYHIN BIai,
710 TIeBHOI MipH, popmanbHO. Ha ciieni, 6e3 monepeiH»0ro npociyXoByBaHHS, TyHAJIH
aBTOPCHKI TBOPH, K1 HE OYyJIH y3rO/PKEHI 13 PIIICHHSAMU YUCEIbHUX XyJ0KHIA KOMICIH.
VY mispanekidi 3aji KOHCOJITYBaduCsA 37Ae01IbIIOT0 MPUXUIBHUKKA He(opMaabHHUX
TOBapUCTB. lle — MOJOADKHUIA CoIiyMm, CHpariui 0 HaIllOHAIHPHOTO MHCTEITBA,
11030aBJIEHOTO POCIHCHKOTO BIUIHBY.

OxpiMm TOro, mapramapar 3adikCcyBaB 3TrypTyBaHHA HE(HOPMaIHLHOTO
CepelloBUIlla JIOBKOJA OMO3UIIIMHUX BIIIUICHHS YKpaiHCHKOTO (POHIY KyJIbTYpH,
ToBapuctBa ykpaincekoi moBu iMeHi T. IlleBuenka, HPY Ta «Memopiany». Ilapriiine
KEpIBHUIITBO BiJ3HA4Yaja0, 110 3HA4YHA KUIBKICTh JUCKYCIMHMX KJTyOiB, €KOJIOTIYHUX
CIIIJIOK, KPa€3HaBUYMX Ta MHCTEIbKUX O00’€IHaHb IOJITU3YyBaJacs, IOMOBHIOIOYH
pSAIU aHTUpAJSHCHKUX opraHizaiiil. OcobmuBo B Jlynbky, HoBoBonmuHchky, Koseni,
Bonogumup-Bonuncekomy, ['opoxosi, ManeBuuax, Kiepisax 1 Patnomy (JABO, ¢. 1,
on. 17. cnp. 1020, apk. 2). 11 Gepe3nsa 1989 p. 3aBijyBad NPOTOKOJBHUM CEKTOPOM
oOkomy B. HeMupoBChkMiI 3apeecTpyBaB CEKpPETHHH IJIaH BUKOHAHHS MOCTAHOBH
LK KIIY «IIpo 3axomu mpoTuili CTBOPEHHIO OMO3UIIIHHUX TOJITUYHUX CTPYKTYP».
Bin cBimuuB, mo mnpokyparypa, YBC ta KJIb oTpumanu 3aBmaHHs 3axuIIaTH
IpoIieC JeMOKpaTH3aIlii BiJl €eKCTPEMICTCHKUX €JEMEHTIB Ta MPUIHHATH MISIbHICTH
Hedopmanbaux rpyn (JJABO, ¢. 1, on. 17, cnp. 967, apx. 21-28). 14 Gepesns ycim
napTcTpykTypaMm Oynna po3icilaHa MOCTaHOBA, IMICTh PO3IAUIIB AKOT 3000B’sI3yBasiu
napTiiiHe KepIBHUIITBO BCTAHOBUTH BiJIMOBITAIBHICTD 32 MPOBECHHS aHTHUPAISTHCHKOT
TUSITBHOCTI, IPUIIUHATH CIIPOOH HecaHKI[IOHOBaHUX akiiil (/[ABO, ¢. 1, on. 26, cnp. 28,
apk. 2—14). Ha nnenymi 17 yepBHs nepuuii cexkpetap ookomy JI. [TaBnenko Bumaras
BCTAHOBUTHU KOHTPOJIb 32 POOOTOI0 HE(HOPMAIIBHUX CIIJIOK, a 33 MOTPeOU BTPYyUaTUCS
y ixH10 aisuibHICT (JABO, ¢. 1, on. 17, cnp. 967, apk. 114—115).

IIpo ue «srpywanHs» raszera HPY «Hapoagna cmpasa» mnmcana, 1o
«JIEMOKPATHU3aIII0» IEPIIIOT0 ceKpeTaps HedopMaliv He pa3 BiI4yBaJIk Ha BJIACHIHM CIIUHI
(«Hapoona cnpasay). CripaBa B TOMY, 110 Y TOTIOB1IH1# 3anuciii Bif 1 3 mucronaaaronosa
JYIIBKOTO MICBKBUKOHKOMY A. KpuBHIIbKHIT OmEICaB MPOTUCTOSHHS PABOOXOPOHHUX
OpraHiB MicTa 13 JIiiepaMu HallloHaJIbHOTO BipomkeHHs M. TucekiBuMm, O. FOpueHkowm,
3. Haspoupkoro, O. ['ymuMoro, KoTpe cTanocsi BHACIHIIOK MITHHTIB OIS B3yTTEBOI
¢dabpuxku Ta 3amkoBoi ropu. [lin THCKOM TIpOMajCHKOCTI MapTamapary JOBEIOCs
3BUIBHUTH 3aTPUMaHUX 3aCTyMHHUKA TosioB OOJIaCHOTO KOMITETY OXOPOHHU MPUPOAH
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I'. )KupnoBa Ta HavanpHuKa By P. Miraca (JABO, ¢. 1, on. 26, cnp. 28, apk. 28—
32).

1990 poxy 3 ycmixoM npoxoauTs Hpyruii ¢pectuBanb «O0epir», KUl BiaTenep
HaOpaB MixkHapoHOTO (hopmary. Cepen moHaa 100 BUKOHABIIIB Y HhOMY Opajivi y4acThb
criBaku 13 Himeuunnu, FOrocnasii Ta UexocnoBauunHu, a Takok pecryoiaik CPCP.
Tax BHYTpimHA KOHCOMiAAIs HedOopMalliB BUHMILIA HA «MDKHAPOJHUN PIBEHBY» 1 B
YMOBaX 130J1b0BaHO1 KPaiHU CTBOPHIIA MOMJIMBICTH JUIsl 0€3MOCEPETHBOTO CIUIKYBaHHS
3 MpeACTaBHUKAMH PI3HOMAaHITHUX MUCTEIKUX HAIMPSMKIB.

3amaHoBaHUW SIK IIOPIYHUN, CTYACHTChKUN (ecTuBanb «Jlecnuna micHD
HE TMpOBOAWBCA. TaeMHI mMapTiHI JAOKYMEHTHM 3a3Hadayid, IO Ha TO0YaTKy
HABYAJILHOTO POKY CTYAEHTChKO-BUKIAMAIbKUM Cckiaan JIyIbKoro memaroriayHoro
ta i JIbBIBCBKOTO TMOMITEXHIYHOTO IHCTUTYTIB BIIMOBUBCS BHUKOHYBAaTH
IPOKOMYHICTHYHY MPOMAaraHucTCbKy po0OTy y TPYAOBHX KOJEKTHBaxX 00JacTi 1
po3mnouas cepito crpaiikiB ([JABO, ¢. 1, on. 17, cnp. 1020, apx. 31). Y pe3omonisax
300piB TPYIOBUX KOJICKTHBIB 3a3Ha4yayiocs, 10 TMpaliBHUKH Ta CTYICHTH
HABYAJILHUX 3aKJIaJlIB BUMaraiu Hajatu «Jlexmapaiiii mpo nepkaBHUN CYBEPEHITET
VYKpaiHn» CTaTyCcy KOHCTUTYIIITHOTO aKTy, BBa)KaJdW HEMPUITYCTUMUM IiMHACAHHS
COIO3HOI YTOJM, 3aCyKyBaldW IIsJIBHICTh JEMYTAaTChKoi «rpynu 239», BuMaranmu
nepenadi iCTOpUYHOMY (DaKynbTeTy NPUMIIIEHHS OYIUHKY TIOJITOCBITH OOKOMY
naptii. OcoOMMBO HAroJIONIYBAaJIOCS Ha IIJIKOBHUTIN Jieifieoiori3aiii HaB4ajabHOTO
npouecy ([ABO, ¢. 1, on. 26, cnp. 67, apk. 17-18).

Takum 4uHOM, IILOTO POKY MOJIOADKHE HedopMmaibHEe cepenoBuile BomumHi
YAUBAETHCS JI0 3aTAJIbHOTO «MITHHTOBOTO MapadoHy», KOTpHil BIATENEP IEMOHCTPYBAB
03HaKH TpaHchopMmallii JEeMOKPATUYHUX BUMOT Y HalllOHAJbLHO-BU3BOJIBHI racia. Bin
CTBOPIOBAB BEKTOpP PO3TOPTAaHHS MOJITUYHOI CUTYyallii B 001acTi, YHEMOXIIHBIIIOBAB
cripobu pecraBparlii gorepeOyIoBHUX YaciB, pO3XHTYBaB HEIIOAABHO CTiHMKi 3acaiau
nmapranapaTry Ta MPUCKOPIOBAaB 3arajbHy JeKkomyHizamio. Hampukman, 18 mrotoro
Ha 3amMKkoBid monni y Jlynbky BimOyBcs MITHHT, opraHizoBanuil aktuBicramu YI'C,
HPY rta YPIL Ilix racnamu «l'ets KITPC!», «CnaBa Ykpaini!», «I[lapTito Ha cCMITHUK
icTopii!» nyHanu 3akiuku a0 po3naay Pansacekoro Coro3y, TiKBiAallii IapTKOMITETIB
Ta BIAMOBH Bija ciyx0um y 30poinux cmiax CPCP. Ilicns mporo aemMoHCTpaHTH
IPUUIILTN A0 MPUMIMIEHHS 00KOMY, JIe pO3MOYaiocs HOro Oe3CTPOKOBE IMIKETYBaHHS
({ABO, ¢. 1, on. 17, cnp. 1020, apxk. 70).

[Ticnst BIAHOBNIEHHS JIepKaBHOT caMOCTiIMHOCTI YKpainu 1991 poky ykpaincbka
HaIllOHAJbHA KYyJAbTypa 3pEHITOI0 YBUIBHHWIIACS BIJ POCIMCHKOTO MaTpOHATY,
3aKaMy(pIb0BaHOTO KOMYHICTUYHUMU raciamu. SIK pe3ynbrar, yKpaiHChbKe MUCTEITBO
BUXOJWUTH 3-T1J1 KOHTPOJIIO COIIaJICTUYHOTO peaii3My 1 BIMBAETHCS IO CBITOBOTO
KyJBTYPHOTO PO3BOIO 3 ycCi€ro Horo OGararomadiTHICTIO. Tomy HedopManibHI CHUIKH
NPUNUHSIOTh JISUTIBHICTE Yy momiTuaHomMy Qopmari. o ¢yHKII0O 3aKOHOMIPHO
nepeOuparoTh Ha ceOe MO THYHI MAPTIi, SKUX To/1 y BomMHCBKI#M 001acTi HaligyBanocs
NoHaJ CIMHAAUNTH («Hapoona cnpasay). Y KOHTEKCTI po3ropTaHHs (HeCTHUBAIHLHOTO
PYXY «IYTIBKY B KUTTs» oTpuMainu [lepmmii pecryOnikaHchbKuid (pecTUBaIb BUCTAB
3a TBopamu Jleci Ykpainku, mpucsdeHuil 120-piudto Bia THS HAPOJKEHHS BEITUKOI
yKpaiHchkoi noetrecu. Bin nepedpas Ha cebe QyHkilii PecmybiikaHcbKoro ¢hecTUBaIio
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TeaTpiB JIUIbOK, 3aroudatkoBaHoro 1983 poky. byB momiTHuM @ecTuBaib My3UKH
mostofoi renepariii «CoioM’ ssHUH A3BiH», 10 00’€JHAB BUKOHABIB 70 18 pOKiB.
TpusaB [Ipyruii cTyneHTchbkuii criiBounii pectuBaib «Jlecuna micHs».

KitouoBoro ocoOnuBicTioO (pecTuBaibHOrO pyxy 3paska 1991 p. Oy iioro
BUXIJl HA MDDKHApOJAHUN PIBEHb. 3alliKaBJICHHS MUCTEIIBKOI IPOMaJIChKOCTI BUKJIMKAB
Mixuapoguuii ¢dectuBaib yKpaiHChKOTO (ombkiopy «beperuns», mo BigOyBcs y
yepBHi y Jlynpky. Bin OyB 3amoyarkoBaHuii 13 METOIO BIJPOKEHHS Ta 30€pEeKEeHHS
€THIYHUX 3BHYaiB, OOPSIIB 1 TBOPUOCTI YCIX XKAHPIB YKPATHCHKOTO HAPOTY, OCOOIHMBO Y
il mokanbHUX opMarax. [aes Hanmexana 3aciy>KeHOMY MPAIIBHUKY KyJIbTYpH YKpaiHU
Bonogumupy Jlenucioky 1 3acTymHHMKY MiHICTpa KyinbTypu YKpainu Banentusi
BpyOneBcrkiil. YuacHUKY penpe3eHTyBaIM HAPOIHY TBOPUICTh YCiX PET10HIB YKpaiHH,
a Ttakox niacnopu Ilompmri, FOrocnasii, YexocnoBauumnu, Momnaosu, binopyci,
Kazaxcrany, Pocii, Jlarsii, JIuTBu 1 HaBiTH ABCTpaii.

OnnHak HalOUTBITY yBary BUKIMKaB TpeTiil pecTrBaib aBTOpChKOi micH1 «O0epiry,
IO MPOXOAUB 5—9 UepBHA TOTO X POKY. Y HbOMY 3Mmaraiucs noHaja 200 y4acHUKIB,
cepen saxkux Oynu M. bBypmaka, B. Knankin, B. Xypcenko, H. ®panuyk, O. boromoneiip,
I. XKyx, B. Crebmroxk, 1. Kozauenko, C. [l{ep6arux, JI. ['oposa, K. [TaBnsk, B. Tkauenko
Ta iH11l. [{o oprasizaiii cnipuunHUIACA MICbKa aIMIHICTpallisl HA YOJIi 13 3aCTYITHUKOM
TOJIOBH MIChKpaJin, HapoaHuM nemytatoM O. MakcumoBuyeM. 1o CKiagy OprkoMiTeTy
Bxoauiu O. Jleruenko, b. CamoxBanenko, C. IlpaBaenko, b. Porosa, B. Jlopatok Ta
TUPEKTOP yKpaiHChKUX mporpaM pazaio «CBoboxa» b. Haraitno. [octamu dectupaito
oynu 1. JIpaa, B. Kopotuu, JI. Tantok, JI. [laBnuuko, B. SIBopiBchkuii. Takum 4nHOM,
Ha MuUcTenbkoMy T Bonuui BigOymucs mopii, ski Hamepenomdi 3akonory JJKHC
Ta BIJIHOBJICHHS HE3QJIEKHOCTI YKpaiHM CKOHCOJIIYBaJIM YKpPaiHCTBO 3 pI3HUX
KyTKIB CBITy ¥ B yMoOBax «Jlekmapariii mpo Jaep:kaBHUIN CyBEpEHITET YKpaiHuW» HE B
OCTaHHIO Yepry CIPUIMHWIN JIO OPTraHi30BaHOI B1JICIUl YKPATHIIIB CIIPOO1 POCIMCHKOTO
KOMYHICTUYHOTO PEBaHIIY.

HaykoBa HOBU3HA JOCIIKEHHS TOJISATAE Y TOMY, 110 HOTO JIKEPEIO3HABUOIO
0a3010 € HEOIyOJIiKOBaH1, TAEMHI KOMIIAPTIHI MaTepialiu, a TAKOX MEeP10IUYH1 BUJIAHHS
KOMYHICTUYHOI Ta HalllOHAJIbHO-IIEMOKPATHUYHOI MpEeCcH, [KI BIEpIIe 3aIydeHl 0
HAyKOBOTO OIPAIFOBAHHSI.

BucHoBku. Y npoiieci HallioOHaJIbHO-IEMOKPATUYHOTO BiIPOKeHH S BomMHCHKOT
oOnacti mepiony nepeOynoBu HeopMaibHI TOBAPUCTBA KYJIBTYpPH MOCIIANN 3HAYHE
Micie. Y iX MPOCBITHUILBKIA IsJIBHOCTI Oysa J00pe MOMITHOK aHTUKOMYHICTHYHA
CKJIaJIoBa, SKa YMOXJIMBUJIA pereHepalilo Hal[lOHAJILHOTO CaMOYCB1JIOMJICHHSI
NaTPIOTUYHO HAJAIITOBAHOTO HACEJICHHS Ta TMOJAJbIIl aHTHPAIASHCHKI IOJITHYHI
TpaHchopmailii kparo. OJHUM 13 TPOSBIB pEHECAHCY HAIllOHAIBHOI KyJIbTypu OYB
dectuBanbHU pyX, MmO 00’eaHaB HedopmanbHI ocepenku Ta adimyBaB iX sK
CaMOJIOCTaTHI CErMEHT KyJIBTYpHOTO PO3BUTKY MEINIKaHIIB perionHy. I[lapridinuii
amapar po3ymiB HeOe3MeKH, SKI 3apOKyBajuCs Yy HEMIIKOHTPOJIbHOMY HOMY
CEpEelIOBUIIll, a TOMY YMHUB TMEPEIIKOIN, HAMararouucs MianopsaIKyBaTu HedopMaiB
Ta MOBEPHYTH iX y KOMyHICTHYHE piunine. OJHAK JEMOKPATUYHI BUMOTH BOJMHCHKOI
IPOMAJICHKOCT1 MOMITU3YBAIM CAMOISIbHI KOJIEKTUBH 1 BMOHTYBAJIM iX y 3arajbHU
AHTUKOMYHICTUYHUHN PyX 3a BITHOBJICHHS JIEPKaBHOT CAMOCTIHHOCTI YKpaiHHU.
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