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Kartepuna I'amnenko
Ounena JIncenko

IMPOSIB PUC IOCTMOJEPHI3MY
B CYUACHIN YKPATHCBHKIN XOPEOTPA®II

Y cmammi docnidoceno ocHoeHi acnekmu nposagy NOCMMOOEPHUX PUC Y CYYACHTTl YKPATHCOKIT

xopeoepaii. PozensiHymo po36umox noOCMMOOepHizMy 6 c8imosomy Konmekcmi. Oxapakmepuzo8ani
nioxoou 00 mpaxmyeauusi nowsmms ‘‘cyuacna xopeocpais’ ma ‘nocmmoodepn xopeoepaghis’.
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3aghikcosano npacnenns Oanemmeticmepie  Ykpainu cbocolenHs nepeimu  Gi0 3anO3udeHHs
3apyOIdNCHUX 3pA3Ki6 00 CIMBOPEHHS OPULTHATILHUX MBOPIE y ecmemuyi NOCMMOOEePHIZMY.

Knwwuoei cnosa: cyuacna xopeoepagis,  banemmeticmep,  po3eumoxk — xopeozpagii
NOCIMMOOEpPHI3MY, ecmemuKa NOCIMMOOEPHI3MY.

Exarepuna I'amnenko
Enena JIbiceHko

MPOSIBJEHUE YEPT IOCTMOJIEPHU3MA
B COBPEMEHHOMW YKPAUHCKOW XOPEOT PA®UU

B cmamve uccnedosanvl OcHOSHLIE acnekmul NPOASNEHUs NOCMMOOEPHUCHICKUX Yepm 6
COBPEeMEHHOU YKpAuHcKoll xopeocpaguu. Paccmompeno pazeumue nocmmooepHusma 6 Mupogom
koumexcme. Oxapakmepuz08anvl N00X00bl K MPAKmMosKe NOHsmus ‘‘coepemennas xopeozpapus’” u
“nocmmoodepn  xopeocpagua”.  3aguxcuposano  cmpemieHue — baremmericmepod  YrpauHul
Hacmosiye2o nepeimu om 3aUMCME08aHUs 3APYDENCHbIX 00pa3yos K CO30AHUIO OPULUHANBHBIX
npoussedeHuUil @ 3cmemuxe HOCMMOOEpHUIMA.

Knwouesvie cnoea: cospemennas xopeozpagus, 6anremmeiicmep, pazeumue xopeozpaduu
NOCMMOOEPHUIMA, ICTNEeMUKA NOCMMOOEPHUZMA.

Kateryna Hashenko
Olena Lysenko

A DISPLAY OF THE FEATURES OF POSTMODERNISM
IN MODERN UKRAINIAN CHOREOGRAPHY

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

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

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

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

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

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

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

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

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

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

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

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

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

[onii, mo BigOyBalOTHCS B Cy4aCHOMY CBiTi, 3MiHH y CBITOCHPHUIHATTI Ta CBITOIIIAI Cy4acHOT
JIOAVWHM BIUIMBAIOTh HAa BCi BUAM MUCTENTBA, Yy TOMY 4HciIl Ha xopeorpadiro. dDimocodis
MOCTMOZICPHI3MY BHU3HAYWIIa OCHOBHI 0COOMMBOCTI KynbTypu XX cromiTra. Ilpore HasBHICTH
MOCTMOJIEPHI3MY sIK (heHOMeHa KyJNbTypHu KiHig XX cT. € nokoHanuM ¢akrom. [lepion kinmsa XX —
noyatky XXI cT. Hece 3a coboro 6e3miu pedopM, CTAaHOBIICHHS Ta YTBEP/HKEHHS Y CBITOBIH KyJIBTYpi.
MucTenTBo TaHLIO MEPEeXKHBA€ MOMEHT HaWOUIBIIOI HANpYTrd 1 MOKa3ye BHUCOKHH pPiBEHb CBOTO
po3Butky. Llimkom odeBHHO, 1m0 caMe y XX CTONITTI Xopeorpadisi yBililiuia B KOHTEKCT Cy4acHOTO
MUCTELTBA, MOCTYMOBO HabyBarouu HOBOI (hopmHu Ta 3micTy. HezBaxaroun Ha 3MiHH, TaHeLb 30epir y
co0i Bci paHimi TeHJeHIlil. BrieBHEHO CTOSYM Ha TOTOBOMY W yTBEpIPKEHOMY 4acoM (YHIaMEHTI,
TaHEelb POJIOBXKYE CBill PO3BUTOK: BHHUKAIOTh HOBI HAIIPSIMU 1 3apO/IXKYIOTHCS HOBI CTHJII.

Bapro moromutucs 3i cnoBamu O. Uenanoa, sikuii 3a3HauuB: “Ha cyuacHmii TaHelb
BIUTMHYJIH ICTOPUYHI Ta COIiaibHI 3PYIICHHS, a TAKOXK yCi €TaIll TeXHIYHOTO MPOTPecy — NOCSITHEHHS
PEaKTUBHUX LIBHIKOCTEH, PO3BUTOK BiIEOTEXHIKM BiJl 3ByKOBOTO KiHemaTorpada 10 CymyTHHKOBHX
cUCTeM TelleOavyeHHsl, MOIUPEHHsI CTITIBHUKOBOTO 3B’s3KY, 3arajbHOT KOMIT I0TepH3ailii BAPOOHUITBA
Ta nmo0OyTy, CTBOpEHHsI BipTyansHOro mpoctopy” [9, c. 3]. [Ipobiema ocArHEHHs Cy4acHOTO TAaHIIO B
VYkpaiHi € akTyaJbHOIO, 60 y Ipoleci po30yIOBU AEP>KaBHOCTI, CTAHOBJIEHHS BJIACHOI XYJOXHbBOI
KYJBTYpH Ta B CHpo0ax 3alyueHHsS J0 €BPONEHCHKOI CHUIBHOTH BaXJIMBO 3PO3YMITH CYYacHY
xopeorpadiro, MOBH CTHIIBOBUX (popM i 3ac00iB iX BTIIEHHS.

BiTumsnani Ta 3apyOixkHi (axiBimi 31 cydacHoi xopeorpadii y HAyKOBHX CTaTTIX, MOHOTpadisx
1 myOumikalisix y mpeci pi3HOACHEKTHO BHCBITJIIOIOTh CTAHOBJICHHS TAHIIO MOCTMOJICPH y CBITI H
HaMararoThcs MpoaHaji3yBaTH CIIpoOr HOro po3BUTKY B YKpaiHi. 30kpema, M. MaHbKOBCEKA y CBOiX
nparsix BU3HAYWIA MMOHATTS MOCTMOEPHI3MY Ta OIMKcala €CTETHKY IOCTMOJEPHi3MY B KiHII XX CT.
[3; 4]. K. Bacenina oxapakrepu3yBajia Cy4acHUN TaHEelb y MOCTpaasiHcbkoMy mpoctopi [1], B. Hikitia
MPOaHaNi3yBaB OJHY 3 IPIOPUTETHUX TEXHIK CyYaCHOTO TAHIIO — MOJIEPH-/Xa3 TaHellb, HOTo icTopito,
METOJUKY 1 mpakTuky [5]. Ykpaincekuit yuenuit JI. [llapukoB akTUBHO JOCIHIPKYE CTAHOBICHHS Ta
pO3BHTOK Xopeorpadii 1 Hamaraetbcs KimacudikyBatu ii. [10]. BiTuM3HSIHI MHCTEITBO3HABII
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1O. Cranimescekuit [7], JI. BenenukroBa [2], O. Yenamop [9] aHami3ylOTh PO3BUTOK YKPaiHCBKOT
xopeorpadii Ta BAOKPEMITIOIOTH i pHCH y CBITOBOMY KOHTEKCI.

Merta cTaTTi — BUSBUTH OCHOBHI PHCH IIOCTMOJICPHI3MY B Cy4acHii XopeorpadivHiil JeKCHIli
Ta y TOCTAaHOBKAaX yKpaiHCHKMX MaicTpiB. JIOCHIIUTH HOBITHE SBUIIE B Cy4acHii xopeorpadii ta
MiATBEPJUTA OCHOBHI 1iJiei y CTBOPEHHI TAHIIOBAJIBHUX IOCTAHOBOK B EKCIICPUMECHTAILHOMY
MUCTEITBI.

CyuacHa xopeorpadis — JIuHaMi4HMH BUA MucTenTBa. MaiicTpu cydacHoro Oaiery
nepeOyBarOTh y TOCTIHHOMY TBOpYOMY MoOLIyKoBi. Hampsmku po3BuUTKy cydacHoi xopeorpadii
30iratoThCs 3 OCHOBHUMU TEHACHLISIMU PO3BUTKY CY4acHOI KyJIBTYpH.

CydacHHH TaHelb MEPEKOHYE JIIOJCH Yy TOMY, IIO MHUCTEHTBO € MPOIOBKEHHSIM S>KUATTS I
OCSITHEHHSIM ce0e, HUM MOXE 3aiiMaTHUCs KOXEH, SKIO mepebope B coOi JIHOMII i CTpax mepen
He3HaiiomuM [6, c. 17]. ¥ aBTopchkoi poboti B. HikitiHa cydacHWil TaHelb BU3HAYCHO SIK MOHATTS
TUMYacOBe, TOOTO TaHellb, SKHii, Ha BIJIMIHY Bijl iCTOPUKO-TIOOYTOBOT0, HAssBHUH y Halr 4ac [5, c. 3].

CyuacHuii TaHelpb — OyIb-SKUH BHJ HEKJIACUYHOI'O TaHLIO, SKMH iCHYe BIPOJOBXK HNEBHOTO
BiJIpi3Ky Yacy, 3a3Buuail — octanHi 20-30 pokiB. ToOTO A Hac HUHI Cy4YacHWH TaHelb — 1€ Bce, 110
BUHUKJIO y LIl ramy3i B KiHIli 80-x pokiB XX cTomiTTS.

Hocninauk JI. lapukoB mix TepMiHOM “cydacHa xopeorpadis” Mae Ha yBa3i HOBITHIH BHI
xopeorpadiyHOro MHCTENTBA 1 CHOTOJACHHS, CHOPMOBAHWI MiJ BIUIMBOM COLIaTbHO-TOMITHYHUX,
($110cO(CHKIX, TEXHOIOTIYHNX, CTHIICTHYHHX XapaKTEePHCTHK KyIbTypH XX CT., IO BUSBIJIN B TaHIII
IMIPOBI3aLiHHICTh Ta IHAMBIAYaIbHICTh, a TAKOX CTaOLTI3yBalM HOr0 CHMHTE30BaHy cTpPyKTypy [10,
c. 130].

VY tanmi XX CTOMITTS, 30KpeMa B aMEpHUKaHCHKOMY TaHIN, OyJo 1Ba SBHINA, KOTPl 3MIHMIN
CBITOBY Xopeorpagito, — TaHellb MOJEPH 1 TaHEelb MOCTMOJepH. Jly)ke BaKIMBO PO3yMITH YUM BOHU
BIJIPI3HSIOTHCS OJTUH BiJ| OTHOTO.

Taneup MomepH — IEBHA TEXHIKa, Ky copMyBaia Tak 3BaHa “‘Belnka 4erBipka”: Mapra
I'pem, lopic Xamobpi, Yapies Beiinman, Xans Xoibm [8].

SK1I0 y KIIaCHYHOTO TAHIIO a30yKa JIMIIe OJJHA, TO Y TAaHIFO MOJIEPH X KiJIbKa:

— Mapta I'pem mpaiioBasia 3 LHEHTPOM Tijla, K€ KOHIEHTPYBAJIO €HEpriio, 1 KOpUcTyBajacs
TEPMIHOJIOTI€I0 “‘CTUCHEHHSI—PO3CIIabNeHHs

— Jopic Xamdpi HiKaBUIM TUTaHHS 3€MHOTO TSOKIHHS, TOMY il TexHika 0Oa3oBaHa Ha
TEXHOJIOTIT “TaJiHHI—BiJHOBICHHS;

— CBOIO TeXHIKy Maiu Takox Xoce JlimoH, Jlecrep Xopron, Ensin Hikonaii [8].

IMonsatrs “noctMoiepH TaHeUb” PpO3YMIIOTh SK “HANpPSIMOK MHCTENTBA TaHIO .
3aMOYTAKyBaJIM LM HampsAM y TaHIl MOKJIAIM EKCIIEpUMEHTH MOJIOOUX XopeorpadiB y LEpKBi
Jxancon 1963 poky. IneiiHum HaTXHEHHUKOM TipoekTy Oymna IBonH Paiinep. [8]. Bona mpumymaia
el TepMiH, 00 SKOCh BIJOKPEMHUTH HOBY KOHIICTIIIIO TAHIFO BiJ TaHIIO MOACPH. I3 TMM camMum
yCHixoM HOBUH BUJ Xopeorpadii MoxxHa Oysio 6 Ha3BaTH TaHEIb AHTU-MOJCPH.

Cammi beftae y xum3i “Tepncuxopa y KpociBKax™” po3MOBiTae Mpo HaiBaXJIMBINIMX, Ha ii
OYMKy, XxopeorpadiB LbOro mepiomy, fKi 3ajHIIaNWCs BIpHUMM MPHUHIMIIAM HOBOTO TaHIO, LE:
Cumon ®opri, [Bonn Paitnep, Tpima bpayn, esix 'opaon, Cris IlakcTon, Mepenit Mok, [lyrmac
Hann, Jlebopa Xeii, Kenner Kinr, Jlrocinga Yaiinac, “The Grand Union” [11].

[epire mokoiHHS MOCTMOAEPHICTIB BiIMOBHIIOCS BiJl TepoiB, Mi()iB 1 IICUXOJIOT1], BIaCTUBUX
TaHmio MoxaepH. Hampukman, skmo Mapra ['peeM MIHMpPOKO BHKOPUCTOBYBaJIa JAaBHBOTPELBKY
Micoutorito, a Xoce JIiMOH 1iKaBUBCS MIEKCHIPIBCHKUMU Ta OIOMIHHUMHU CIOXKETaMHu, TO Xopeorpadin
TaHI[I0 MMOCTMOJCPH HE IIKABHJIO HIYOIr0, KpIM Tijia, SIKE BIATENEP CTABaJIO 1 CIOKETOM, 1 00’ €KTOM
TaHIo. SIKIIo TaHelb Mo/iepH abo OalleT OpIEHTYBANIKCS HA CMakK TrJisijiada, TO TaHellb ITOCTMOJEPH HE
Opas 1ie 1o yBaru [8].

I3 mornsy MOCTMONEPHICTIB, TaHELb — [1e OyAb-SKUil pyX: Xo/a, Oir, MOMaxu pyK AUPHUTECHTA,
JKEeCT CIIIBPO3MOBHMKA IpH cymepeuli. Po3uicyBaHHsA Boiocca — Tex TaHelb. [locTMozepHicTH
BUBOJWII TaHElb i3 3aMKHYTOTO MPOCTOPY, B SKOMY MH 3BHKJIHM HOro OaduTH: OCBOIOBAIM MapKH,
JicH, BYJIMIN, JJaxu, ranepei, HepkBH 1 Tak aaii. TBip MUCTENTBAa MOCTMOACPHI3MY CIPSIMOBAHHN Ha
Ipy 3 IIIsAadeM, aKTHBHY CIIIBTBOPYICTH i3 HUM. [ Iimad Mae cTaTé CHiBaBTOPOM, YMITH CaMOCTIHHO
JOJyMYBAaTH 1[Ief0 TBOPY Ta KOO OCHOBHHII CEHC.
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[TocTMOmEpHICTH BBaXKalld, IO HE TIOBUHHO OYTH MEBHOTO 4Yacy IS CIEKTAaKIIo, IMO3asK i
BHCTaBU HeMae. € reppopMaHc — BiH BiOyBa€eThCs TOMI, Konmu moTpioHo. Hanpukian, Tpima bpayn
4acTo TpalfoBaia Ha Jaxax, MpUAyMYIOUH BEJIMYe3Hi meppopMaHCH, PO SKi HIXTO, KpiM apTUCTIB, 1
HE MiJO3pIOBaB: BOHA B YEPBOHOMY KOCTIOMI IOKa3ye SIKYCh 3B 53Ky, 3a HEIO 110 3B’A3KY HOBTOPIOE
JIOITHA Ha CYCIAHBOMY J]axy, ITOTIM JIIOAMHA Ha 1HIIOMY Jaxy i Tak mami [8].

BinnoBigs Ha MUTaHHS, XTO MMOBHHEH BHKOHYBAaTH Li mepdopMaHCH, — MpodecioHaan 4u Hi,
xopeorpady 3HAXOIATh HE BiApa3y. AJie 3roJoM MNPUWNUITA O BHCHOBKY, IO TEXHIKa IS
MOCTMOZICPHY HE BaXKJIMBA, BIPTYyO3HICTh — TUM Oibplie. TakMM YMHOM CBOEPITHUMH HEO(iIHHUMHA
CJIOraHaMU TaHIIIO TIOCTMOJIEPH MOXHA BBakaTH: “Bymap-sika nroanHa — TaHUIBHUK, “Bynb-sSKkuil pyx
—ta”ens”. A me: “Menure — e ouipie”.

3a H. MaHbKOBCBKOIO, TOCTMOJEPHICTChKI OaleTHI TOUIYKH 30CepeDKYIOThCS Ha
¢irocodCrKif TPUPOII TaHIIO SIK CHHTE3 JYXOBHOTO 1 TIJIECHOTO, MPHPOAHOTO Ta IITYYHOTO,
MUHYJIOTO ¥ TemnepinHporo. Ha mpoTuBary ecTeTuili aBaHTrapjay, MOCTMOJIEpH TOBepTae B Oayier
EMOIIIHHICTh, TICHXOJOTi3M, YCKIaJHeHHH MeTtadopusMm, “omonHioe” repos. lle miakpecnoTh
YBEICHHAM y OalleTHY Jil0 €JIeMEHTIB TeaTpajbHOI IPH, XEIMIICHIHTIB, TAHIIOBAILHUX COJIO Ta TYETIB,
noOy/OBaHUX 3a MPUHIMIIOM BEJIWKHX IUIAHIB 1 CTOM-KaJApiB y KiHO. IrpoBwmii, iMIpoBi3amiiHUN
MOYAaTOK IJKPECTIOE KOHIENTyaldbHE pPO3IMKHEHHS, BIIKPUTICTH Xopeorpadii, ii BUIBHY
acoLlIaTUBHICTh. [3 1MM TOB’s3aHi NPUHIMIIOBA BIiIMOBAa Bil OalleTMENCTEPCHKOTO JTUKTATY,
HaJIalITyBaHHS Ha PiBHO3HAYHY POJb Xopeorpadii Ta My3uku — GanetHoi i HebGanmeTHOI [4, c. 148].
KoskeHn Hamaraetbcsi 3HalTH BIACHY XopeorpadiuyHy MOBY, CBOIO HEIIOBTOPHY TEXHIKY.

3amo3uvyroun JIOCBi CydacHHX 3apyODKHHMX MHUTIIB, aKTHBI3yBaJd TBOPYI MOIIYKH W
YKpaiHChKi Xopeorpadu. BoHW modvanm cTBOpIOBaTH BHCTaBH y PI3HHX BHUAaX xopeorpadiuyHoro
MHCTELTBA, AKi 30arayyloThCsi HOBUMM IIACTUYHUMM NPHAOMaMH, IO 3HAYHO PO3IMIMPIOIOTH iXHi
JIEKCUYHI i 00pa3Hi MOXKJIUBOCTI.

MoxHa BiI3HAYMUTH, 110 HAWACKPABILIl PUCH MOCTMOACPHY MPOSBHIIMCA L€ y HMOCTaHOBKaX
xopeorpadiB, SKHX ChOTOJHI BBaKAIOTh amojioreTaMu Hboro HampsiMky (M. bexap, V. @opcaiir,
JI. Hoitmaitep, 1. Kimian ta in.) Ixms TBopuicTs cTama namst BiTumsHsaux Xxopeorpadis HiHHEM
NPUKIagoM, NPaKTUYHOIO 0a3010 B ONaHyBaHHI NPUHLMIIB CY4YacHOro TaHLIO. AJle cydacHa
xopeorpadis YKpalHH He 3aJMIIAEThCS OCTOPOHb CBITOBHX TEHJCHIIH PO3BUTKY TAHIIOBAIHLHOTO
muctentBa. [locTaHoBKH Xopeorpadis, ski mpamoTh B Ykpaini, — P. [Tokmitapy, A. OBUiHHIKOBa,
K. lllunikapsoBoi Ta iHIMX MOTPEOYIOTH MHCTEITBO3HABYOTO OCMHCIICHHS Kpi3h MPU3MY CBITOBHX
TEHJICHIIIA PO3BUTKY CYy4acHOI Xxopeorpadii, 30kpemMa MoCTMOACPHY.

Hampuxman, wa paymky HO. Cranimescekoro, “KuiB wmogepn-6anery” P. Ilokmitapy
NpUTaMaHHe pPIgKICHE YMIHHS OpTaHiYHO TO€THATH B XYAOXKHBO IIUTICHE MY3UYHO-CLECHIYHE
BUJIOBHIIE Pi3Hi, YaCOM NPOTHJICKHI CTHJII, )KaHPH, HOBITHI XopeorpadiuHi HaNpsSMKH 1 Tedii, BIaJHO
MIJKOPIOIOYN  IIEApPEe PO3MAITTS TAHI[IOBAJIBHOI JICKCUKU XYyHOXKHIA ocobuctocti. B koxHii
MOCTAHOBIIl BUPa3HO NPOCTYIIA€ HEMOBTOPHUI TBOPUYH Mouepk xopeorpada-HoBaTopa, sIKHii CMUIMBO
CHUHTE3y€ CJIEMEHTH BITYM3HSIHOI KIACHYHOI TEHJEHINi 3 HAaWHOBIIMMH 3700yTKamMu 3apyOiKHOTO
OasneTy, MOCHIIOBHO YTBEP/KYIOUM B YKPAaiHCHKOMY OalleTMEHCTepChbKOMY MHCTEITBI OKpeMi rpaHi
nocTMozepHy [7, c. 19].

VY oMy OCHOBHI HampsMKU IIOCTMOJIEPHY B XopeorpadiYHOMY MHCTEUTBI MOXHA
chopMyIIOBaTH HACTYITHUM YHHOM:

— BIZIMOBAa BiJ PEANTiCTHYHOrO, PAiOHAIFHOTO PO3YMIHHS CBITYy, HACIiIKOM YOTO CTaJlH
MOIIYKU HOBUX 3ac00iB BHUPAXKEHHS, 30KpeMa, Pi3HOMaHITHUX ()OPM TUIACTUKHU JIIOACHKOTO TiJia, 1110
BUXOJATH 32 MEXIi KIIACHYHHUX;

— BIIMOBa BIiJi BUTPUMAHOCTI 1HMX (OpM, HeXall HaBiThb BUIBHUX, YHACHIiJJOK YOro
MOCTMO/IEPHICTCHKHIA TaHeIlb XapaKTePHUI HETIOB SI3aHICTIO €Mi30/1iB;

— BIZICYTHICTh (DIKCOBAHOTO MOTJISIY Ha TaHEIh;

— 3pIBHSHHS Ta 3MIIlTyBaHHS 3araJIbHOIIOJICBKUX [IHHOCTEH, KaTeTopil 1 MOHSTH;

— HEeBU3HAYCHICTh Ta MIHJIMBICTh TEMH XOpeOorpadiuHOro TBOPY;

— BIACYTHICTHP CEHCY — TIOCHAaHHA 1 HAasBHICTh TPU [BOMY TIUOOKOTO ITiJTEKCTY.
[TocTMOEPHICTCHKHUI TaHEIb KUJIA€ BUKJIMK MITICHOCTI, 3aBEPIICHOCTI, 3aKIHYEHOCTI;
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— BIACYTHICTH TOJIOBHOTO Teposi ab0 3HEOCOOJICHHS MOro: TMparHeHHs pO3KJIACTH,
PEKOHCTPYIOBaTH OKpeMY OCOOMCTICTh Ha 0e3I1i4 HECYMiCHUX OJ{HA 3 OJHOIO YaCTOK, Y 3B’SI3KY 3 UMM
xopeorpadiyanii 00pa3 pPO3ZMUBAETHCS 1 BTPAYa€eThes, caM (DakT HOro HEOOXIJIHOCTI MO30aBISAETHCS
CeHCY;

— CHHTE3 pI3HUX BHJIB MHCTEITB Yy Cy4YaCHOMY TaHIl, IO TPHUITYCKAE HE 3ar03MYCHHS
OKpEMHX eJIeMEHTIB, a PO3MIMPEHHS U1 TAHII0 MPOCTOPY IHIIMX MHUCTENTB, TOOTO iCHYBaHHA
MOCTMOJICPHICTCHKOTO TAHITIO HA CTUKY Pi3HUX BHJIB MUCTEIITB;

— TaHelb IMOCTMOJIEPHY PO3KpHUBaE CBill CHpaBXHIH CeHC dYepe3 “Tpy B YHiBepcambHe”,
3arepewsIMBy CEPHO3HICTh, B IKY aBTOP YCE K MOKe BKIaaTh PLI0CO(CHKHIA MIATEKCT.

Ha »xanp, B YkpaiHi TaHeIb NMOCTMOICPHI3MY HE HyX€ PO3BHHYTHH. YBECh HEKIACHIHHUH
taHelp XX 1 XXI cTomiTTst — 11e XaoTu4He 30MpaHHs 1 KOMiIoBaHHS “3 MUpy 1o HuTIi”. Haituactime
MOCTAHOBKM YKPAiTHCBKHX XopeorpadiB MOKHA pO3TJSNATH SK EK3eMIUIAPH CCTETHKH TaHIIO
MOCTMOJIEPH. AuJie  yci TaHI[IBHUKM, [IOCTAHOBHUKHM, OaneTMelcTepu, TMeJarord, KPUTHUKU,
MHUCTENTBO3HaBII y cepi xopeorpadii MaroTh OOpOTHCS 3a peai3allilo 3araJbHOr0 MOKINKAHHSI, HE
MOCTYIATHCS CBOIMHU TParHeHHsSMH, 00 OHOBUTH, BIPOBAIUTH HOBOBBEACHHS; HIUOIO HE MOBHHHO
INPOTUCTOATH €KCIEPUMEHTY 1 HOBUM MOLIYKaM B rajgy3i MUCTELTBA TaHLIO.

JITEPATYPA

1. Bacenuna E. CoBpeMeHHBII TaHel| MOCTCOBETCKOro mpocTpaHcTBa / Ekarepuna Bacenwna. —
Mocksa : Kypnan “baner”, 2013. - 322 c.

2. BenenukroBa JI. Cipo6a HazmorHatu dac / Jlapuca Benenukrosa // JlinoBuii Trxaens. — 2003. —
12 mororo.

3. Manskosckas H. b. IToctmonepuusm // Kynsryposorus : sanukionenus. B 2-x 1. T. 2. / [rn. pen.
C. 4. Jleut]. — M. : POCCIIBH, 2007. — C. 235-236.

4. ManbkoBckas H. b. Dcretnka noctmonepunsma / Hanexxna bopucoHa ManbkoBckas. — CIIO. :
Anereiis, 2000. — 348 c.

5. Huxutun B. I0. MonepHn-mka3 Tanen. Ucropus. Meroauka. [lpaktuka / B. FO. Hukutua. — M. :
I'MTHUC, 2000. — 440 c.

6. Cammopra K. ITouck kpacoTsl Beerna 6biBaet 6one3nennbiM / K. Canmopra // CoBeTckuii Oaner. —
1996. — Ne 1-2. — C. 16-19.

7. Cranimescekuit 0. Excriepumentn monepH-6anery / FOpiit Cranimescekuii / Mysuka. — 2008. —
Ne1.-C. 19.

8. Xmonosa B. AMepukanckuii Tanen XX Beka: 3aueM Tepricuxopa Haziena kpoccoBku / B. Xiomosa
// Tearp. — 2015. — Nel. [Enexrponnuii pecypc]. — Pexum  goctymy:
http://oteatre.info/amerikanskij-tanets-xx-veka-zachem-terpsihora-nadela-krossovki/

9. YenanoB A. Buauase Obu1o cioBo... win Tanen? / A. Uenanos // Tanen B YkpauHe u Mupe. —
2011.—Ne 1. - C. 24.

10. [HapuxoB M. 1. Kmacudikarmis cygacHoi xopeorpadii / enuc Iroposmu Ilapmkxo. — K. :
Bunagsens B. Kapnenko, 2008. — 168 c.

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

REFERENCES

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

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

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

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

Hayxogi 3anucku. Cepist: MucrenrBozHaBcTBo. — 2018, — Nel. (Bum. 38) 145



MVY3NYHE MUCTELITBO

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

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

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

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

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

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

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

YIAK 785.6:787.1:780.616.432

I'aGpiena Actanom

CKPHUIIKOBA COHATA “POST SCRIPTUM” BAJIEHTUHA CHJIBBECTPOBA
B ACHEKTI MPOBJIEMHU ®OPTENIAHHOI BUPA3OBOCTI

Y ecmammi posenanymo popmenianny eupazogicme y meopuocmi Banenmuna Cunveecmposa
Ha npuxnaodi Ckpunxosoi Conamu “Post Scriptum”. 30ilicneno cmuciuil 6UKOHABCLKUL aHAi3 MEopY,
0XAPAKMEPU30B8AHO U020 CIMUTICIUYHI 0COOIUBOCTNI, BUABNEHO CeYUDIKYy POpmeniaHHUux 8Upaz08ux
3aco0b0ie ma SUKOHABCHKI CcKAaOHocmi Komnoszuyil. Jlocniosceno ocHosHi acnhekmu ¢hopmeniannoi
8UPA3060CMI Yy MEOPI, PO3KPUMO NpobIeMy BUKOHABCLKOI 63aEMO0ii Gopmeniano 3 iHwuUMU
IHCmpyMenmamu.

Kniouoei cnosa: ckpunxosa conama, popmenianna ¢paxmypa, supazosi sacoou.

I'a6pminna Acranomn

CKPUIIMYHASA COHATA “POST SCRIPTUM” BAJIEHTUHA CUJIBBECTPOBA
B ACMEKTE IMPOBJIEMbI ®OPTENNUAHHOM BBIPASUTEJIBHOCTH

B cmamve paccmompena ¢popmenuannas 6vipasumenvHocms 8 meopyecmee Banemmuna
Cunveecmposa na npumepe Cxpunuunou Conamwr “Post Scriptum”. Ocywecmenen Kpamxuii
UCNOTHUMENLCKUL AHANU3 NPOU38e0eHUs, OXAPAKMEPU308anbl €20 CMUIUcCmudecKue ocobeHHocmu,
8bIABNCHBl CREYUPUKA POPMENUAHHBIX BbIPASUMENLHBIX CPEOCME U UCHOTHUMENLCKUE COICHOCTU
komnozuyuu. Onpeodenensvi OCHOBHbIE ACneKmyvl QOPMENnUanHol 8blpa3UmMenbHOCMU 8 NPoUu3ge0eHUU,
PAcKkpeimo npoobemy UCnOIHUMENbCKOU 83aUMO0eliCM8Us YOpMenuano ¢ Opy2umu UHCIMPYMEHMAaMU.

Knwouesvie cnosa: cxpunuumas conama, @GopmenuanHas Gaxmypa, evipazumenbHble

cpedcmaa.
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