MVY3UYHE MUCTELTBO

3B’SI3KM 3 MY3HYHOKO KyJnbTyporo 3aximHoi €sporm: Martepiamu Il xoHd. Acomiarii miaHicTiB-
nenaroriB Ykpainu / [ynop. Ta pen. H. Kamkanamosa]. — JIeBiB, 1994. — C. 51-53.

8. Hikonaera JI. ®onpkiopHi enemenTs B popremianniit TBopuocti M. Komeccu: [[o 80-pivus 3 qus
HapomkeHHs | / JI. Hikomaesa. / HapogHa TBopuicTh Ta eTHOTpadis. — 1983. — Ne 6. — C. 28-34.

9. Ximp O. M. Tema muTHHCTBa-IOHAITBA K (HAKTOP KAHPOBOI THIOJIOTIi (hOPTEIMIaHHOTO KOHIIEPTY
B BITUM3HSHIN 1HCTpyMEHTaNbHIA My3ulli XX CTONITTA : AWUC. HA 3J00YTTS HAyK. CTYNECHS KaHI.
muctenTBo3HaBcTBa: crem. 17.00.03 “Mys3uune muctenrBo” / Xime Onena MuxaiimiBHa. —
Onecrka HallioHAIbHA My3W4YHA akameMis iM. A. B. Hexxmarosoi. — Ogmeca, 2015. — 155 c.

REFERENCES

1. Barvinskyi, V. (2004), Z muzychno-pysmennytskoi spadshchyny: Doslidzhennia, publitsystyka,
lysty [From the musical and literary heritage: Research, journalism, letters], compiler
V.Grabovsky, Drohobych, Kolo. (in Ukrainian).

2. Bermes, 1. (2009), V. Barvinsky and M. Kolessa, Molod i rynok [Youth and Market], Drohobych,
no. 3, pp. 86-90. (in Ukrainian).

3. Kalmuchyn-Dranchuk, T. (2005), M. Kolessa’s pianoforte work in the context of performance
explication problem, Visnyk Prykarpatskoho universytetu. Seriia: Mystetstvoznavstvo [Bulletin of
the Precarpathian University. Series: Art Studies], Ivano-Frankivsk, Vol. VIII, pp. 73-80. (in
Ukrainian).

4. Kyianovska, L. (2003), Syn stolittia — Mykola Kolessa [Son of the century — Mykola Kolessa],
Lviv, M. Lysenko Lviv National Music Academy, publishing house of Shevchenko Scientific
Society. (in Ukrainian).

5. Kyianovska, L. (2009), Socio-cultural paradigm of the Lviv composer’s school, Zapysky NTSh:
Pratsi muzykoznavchoi komisii [Notes of the Shevchenko Scientific Society: Proceedings of the
Music Study Commission], Vol. CCLVIII, pp. 125-134. (in Ukrainian).

6. Kyianovska, L. (2000), Stylova evoliutsiia halytskoi muzychnoi kultury XIX-XX st. [Stylistic
evolution of Galician musical culture of the XIX—XX centuries], Ternopil, Aston. (in Ukrainian).

7. Krushelnytska, M. (1994) Stylistic features of the performance of piano works by M. Kolessa,
Ukrainska fortepianna muzyka ta vykonavstvo: stylovi osoblyvosti, zviazky z muzychnoiu kulturoiu
Zakhidnoi Yevropy [Ukrainian piano music and performing: stylistic peculiarities, connections
with musical culture of Western Europe], Materials of the 3-rd Conf. Association of pianists-
teachers of Ukraine, compiler and editor N. Kashkadamova, Lviv, pp. 51-53. (in Ukrainian).

8. Nikolaieva, L. (1983), Folk elements in the pianoforte works of M. Kolessa [to the 80th
anniversary of the birth], Narodna tvorchist ta etnohrafiia [Folk Art and Ethnography], no. 6, pp.
28-34. (in Ukrainian).

9. Khil, O. M. (2015), “The theme of childhood-youth as a factor of the genre typology of the piano
concert in the national instrumental music of the 20th century The dissertation of the candidate of
Art Studies. Specials 17.00.03. “Musical art”, Odesa National A. V. Nezhdanova Academy of
Music, Odesa, 248 p. (in Ukrainian).

VK 78.085.3.038.6 (477)

Karepuna I'amenko
Ounena JIuceHko

IMPOSAB PUC IOCTMOJAEPHI3MY
B CYYACHIN YKPATHCBHKIN XOPEOI' PA®II

Y emammi docnidsiceno ochosHi acnekmu nposigy NOCMMOOEPHUX PUC Y CYHACHTU YKDATHCHKIL
xopeoepadhii. Pozensanymo po3eumox noCmmoOepHizmy 8 c8imosomy koumekcmi. Oxapaxmepu3z08ami
nioxoou 00 Mpakmyeawuss nowamms ‘“‘cyuacna xopeocpaghis’ ma ‘“‘nocmmooepn xopeozpagis’”.
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3aghixcosano npacnenus Oanemmeiicmepie  Ykpainu cvocodenns nepeimu 60 3an03UYeHHs
3apyOIdCHUX 3PA3KI8 00 CMBOPEHHS OPUSTHATLHUX MEOPIE V eCmemuyi NOCMMOOEPHIZMY.

Kniouosi cnosa: cyvacna xopeoecpagis, baremmeticmep, po38umox  xopeocpagii
NOCMMOOEPHI3MY, eCmemuKa nOCMmMOOEPHiZMY.

Exarepuna I'amenko
Enena JIbicenko

MPOSIBJIEHUE YEPT HIOCTMOJEPHU3MA
B COBPEMEHHOM YKPAUMHCKOM XOPEOTPA®UHA

B cmamve uccnedosanvl ocHosHble achekmvl NpOAGNEHUs NOCMMOOEPHUCTCKUX Yepm 8
COBPEMEHHOU YKPAuHCKol xopeocpaguu. Paccmompeno pazgumue nOCMMOOEPHUSMA 8 MUPOBOM
koumekcme. Oxapakmepuzo8anvl no0Xo0bl K MpaKmoske NoHAmus ‘‘cospemennas xopeozpagus’” u
“nocmmodepn  xopeoepagusa”.  3aguxcuposano  cmpemnenue  banemmeticmepos — Ykpaurwl
Hacmoawezo nepetumu Om 3AUMCMBOBAHUA 3apYOe’CHbIX 00paA3y08 K CO30AHUIO OPUSUHALHBIX
npouU38edeHUll 8 ICmemuKe HOCMMOOePHUIMA.

Kntouesvle cnosa: cospemennas xopeocpagus, banemmeticmep, pasgumue Xxopeozpaguu
HOCMMOOEPHUZMA, ICIMEeMUKA 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, mio BixOyBalOTECS B Cy4aCHOMY CBiTi, 3MiHH y CBITOCHPUIHSTTI Ta CBITOTIISI Cy4acHOT
JMIOAWHYA BIUIMBAalOTh Ha BCI BUAM MHCTENTBA, y TOMY 4YHCII Ha Xopeorpadito. Dimocodis
NOCTMO/IEPHI3MY BHU3HAa4YWJIa OCHOBHI 0cOONMBOCTI KynbTypu XX cromiTra. [lpore HasBHiCTh
NOCTMOZEPHI3MY SIK (peHOMEHa KyIbTypH KiHI XX cT. € gokoHaHuMm Qakrom. [lepion kinms XX —
nmouaTky XXI cT. Hece 3a coOoro 0e3nid pehopM, CTAHOBIICHHSI Ta YTBEP/KEHHSI Y CBITOBIN KYJIBTYPi.
MHuCTEenTBO TAHIIO IEePS)KUBAE MOMEHT HAWOLTBINOI HANPYTH 1 TOKa3y€e BHUCOKHH PiBEHb CBOTO
po3sutky. Llinkom odeBuaHO, MmO came y XX CTOMNITTI Xopeorpadis yBiiluIa B KOHTEKCT CYy4acHOTO
MUCTEITBa, IOCTYIOBO Ha0yBarouu HOBOI opmu Ta 3micTy. He3Baxkaroun Ha 3MiHU, TaHEUb 30epir y
co0i BCi paHimn TeHAeHIlii. BIeBHEHO CTOSYM Ha TOTOBOMY W yTBEPIKEHOMY 4YacoM (yHIAMEHTI,
TaHelb MPOJIOBXKYE CBili PO3BUTOK: BUHUKAIOTh HOBI HAIIPSIMU 1 3aPOXKYIOTHCS] HOBI CTHITI.

Bapro moromutucs 3i cnoamu O. Yenanosa, sikuii 3a3HauuB: “Ha cy4yacHuU TaHelb
BIUIMHYJIA ICTOPUYHI Ta COIliaJIbHI 3pyIIEHHS, a TAKOXK yCi eTalu TeXHIYHOTO MPOTrpecy — MOCATHEHHS
PEaKTHBHUX HIBHIKOCTEH, PO3BHTOK BiJICOTEXHIKH BiJl 3BYKOBOTO KiHeMaTorpada 0 CYImyTHHKOBUX
cucTeM TeneOaueHHs, MOIUPEHHs CTITBHUKOBOTO 3B s3KY, 3arajbHOI KOMIT I0TepH3alii BAPOOHUIITBA
Ta MOOYTy, CTBOPEHHS BipTyanbHOTO mpoctopy’ [9, c. 3]. IIpobraema ocsTHEHHsI Cy4acHOTO TaHIIO B
VYkpaini € akTyanpHOI, 00 y TIpolieci po30yIoBH Iep:KaBHOCTI, CTAHOBJICHHS BIIACHOI XYIOXKHBOI
KYyJGTYpH Ta B CHpoOax 3aJlydeHHS I0 €BPOIEHCHKOI CHITBHOTH BaXKJIMBO 3PO3YMITH CydYacHY
xopeorpadiro, MOBH CTHIIBOBUX (DOPM i 3aC00iB X BTUICHHS.

BiTum3nsHi Ta 3apy0ixkHi (haxiBii 31 cygacHoi Xxopeorpadii y HAyKOBHUX CTATTIX, MOHOTpadisx
i myOmiKalmisix y mpeci pi3HOACIEKTHO BHCBITJIIOIOTH CTAHOBJICHHS TAaHIIO TOCTMOJEPH Yy CBITI U
HaMararoThCsl MPOaHai3yBaTH CIPOOH HOTO PO3BUTKY B YKpaiHi. 30kpeMa, M. MaHbKOBChKa y CBOIX
nparsix BU3HAYMIA [TOHATTS MOCTMOZACPHI3MY Ta OMHcajla €CTeTHKY MOCTMOJAEPHI3MY B KiHII XX CT.
[3; 4]. K. Bacenina oxapakTepr3yBajia Cy9acHHI TaHEIlb y TOCTpaastHCbkoMy mpoctopi [1], B. Hikitia
NpOaHaNi3yBaB OJHY 3 TIPIOPUTETHUX TEXHIK Cy4YacHOTO TaHIIO — MOJIEPH-Xa3 TaHellb, OT0 icTopilo,
METOJMKY i mpakTuky [5]. Ykpaincekuit yuenuit J[. [llapukoB akTHBHO JOCIIKY€E CTAaHOBJICHHS Ta
po3BHUTOK Xopeorpadii i Hamaraerbcsa kiacudikyBarn ii. [10]. BiTum3HAHI MHCTEITBO3HABII
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1O. Cranimescekuii [7], JI. BeregukroBa [2], O. YenanoB [9] aHami3ylOTh PO3BHTOK YKpaiHCHKOT
xopeorpadii Ta BHOKPEMITIOIOTH 11 PHCH Y CBITOBOMY KOHTEKCI.

Merta cTaTTi — BUSBUTH OCHOBHI PHCH IMOCTMOJIEPHI3MY B Cy4acHii xopeorpadiuHiil JeKcHii
Ta y TIOCTAaHOBKAaX YyKpaiHCHKHX MaicTpiB. JlocmiguTe HOBITHE SBHUINE B Cy4acHid xopeorpadii Ta
MIITBEPAUTH OCHOBHI ifIei y CTBOPEHHI TaHITIOBAIBHUX IIOCTAHOBOK B EKCIICPUMEHTAITBHOMY
MUCTELTBI.

CydacHa xopeorpadis — IUHAMIYHHA BUA MEcTeNTBAa. MaifcTpu cy4acHOTO OaleTy
nmepeOyBaOTh y TOCTIHHOMY TBOPYOMY TIOIIYKOBi. HampsMku po3BUTKY cydacHOi Xopeorpadii
30IraloThCs 3 OCHOBHUMH TEHJICHIIISIMUA PO3BUTKY CYYacHOI KyJIbTYpH.

CyyacHUH TaHeUb MEPEKOHYE JIIOACH y TOMY, IIO MHUCTEUTBO € MPOAOBXKEHHSIM KUTTS H
OCSTHEHHsSIM ce0e, HUM MOJXKe 3aiiMaThCsl KOXEH, SKIIo Tepebope B cobi JiHOm W cTpax mepen
He3HafioMuM [6, ¢. 17]. Y aBTopcbkoi po0Ooti B. HikiTiHa cydacHuil TaHElhb BU3HAYEHO SIK MOHATTS
TUMYacOBE, TOOTO TaHEeIlb, IKHii, HA BIIMIHY BiJl iCTOPHKO-1100YTOBOTO, HASBHUH y Ham 4ac [5, ¢. 3].

CydvacHu#l TaHelb — OyIb-sIKUH BHJ HEKIACUYHOTO TAHINIO, KU iCHY€ BIIPOJIOBXK IEBHOTO
BiZIpi3Ky 4Wacy, 3a3Buyaii — octanHi 20—-30 pokiB. ToOTO st HAC HUHI CyYacHUN TaHENb — IIe BCe, 1110
BUHHKIIO y IiH ramy3i B KiHii 80-x pokiB XX CTOMTTS.

Hocnigauk J1. IllapukoB mig TepMiHOM “cydacHa xopeorpadis” Mae Ha yBa3i HOBITHIH BHI
xopeorpaigHOTO MHCTENTBA 1 CHOTOMCHHS, CPOPMOBAHUHN I BIUTMBOM COIIQJIbHO-TIONITHIHHX,
(binocoChKUX, TEXHOJIOTIYHUX, CTHIIICTHYHIX XapaKTEPUCTUK KyJIbTYpH XX CT., IO BUSBWIM B TaHII
IMITPOBI3AIMHICTh Ta IHIUBIAYaIbHICTh, a2 TAKOX CTAOUTI3yBaM HOTO CHHTE30BaHy CTpPyKTypy [10,
c. 130].

VY rtaHmi XX CTOJNITTS, 30KpeMa B aMEpUKAaHCHKOMY TaHIIi, OyJIO /TBa SIBUINA, KOTPi 3MIHUIH
CBITOBY Xopeorpadito, — TaHeIlb MOJEPH 1 TaHeUb MOCTMOJIEpH. [ly)e BaXKJIMBO PO3YMITH UMM BOHHU
BiJIPi3HAIOTHCS OMH BiJl OJTHOTO.

Tanerns MomepH — TEBHA TEXHiKa, Ky chopMyBaja Tak 3BaHa ‘BellMKa 4YeTBipka”: Maprta
I'pem, Hopic Xamdpi, Yapnes Beiinman, Xanst Xonbm [8].

SIKIIo y KIIAaCHYHOTO TaHIIO a30yKa JIMIIe OAHa, TO Yy TAaHII0 MOJACPH X KilbKa:

— Mapra I'pem mpairoBana 3 IEHTPOM Tila, K€ KOHIIEHTPYBAJIO €HEPrilo, i KOpUCTyBajacs
TEPMIHOJIOTI€I0 “CTUCHEHHS—PO3CIIa0JIeHHS

— Jopic Xam¢pi UikaBUIM THUTaHHS 3€MHOTO TSDKIHHS, TOMY il TexHika Oa3oBaHa Ha
TEXHOJIOTI ““IaiHHA—BiAHOBJIEHHS ;

— CBOIO TeXHIKY May Takox Xoce Jlimon, Jlectep XoprtoH, EnBin Hikomaii [8].

[ousaTTst “mOCTMONEpH TaHeUb’  PO3YMIIOTH K “HAampsSAMOK MHCTETBAa TaHIO .
3arMmovTakyBaldd Il HampsAM y TaHII TOKIAIH eKCIIEPUMEHTH MOJIOAMX XopeorpadiB y IepKBi
Ixancon 1963 poxy. IneiiHMM HATXHCHHHKOM IpoekTy Oyia IBomH Paitnep. [8]. Bona mpumymaia
el TepMiH, 1100 SKOCh BIAOKPEMHUTH HOBY KOHIICII[IIO TAHIIO BiJl TaHIIO MOJEPH. I3 TUM camum
yCIiXOM HOBHM BuA Xopeorpadii MoxxHa Oylio 6 Ha3BaTH TaHELb AaHTH-MOJICPH.

Camni beitac y xHuU31 “Tepricuxopa y KpociBkax” pO3MNOBiae Mpo HAaWBaKIUBIMIMX, Ha ii
IyMKy, xopeorpadiB LbOro mepiomy, sKi 3ajMIIANUCS BIpHUMH IPUHIMIIAM HOBOTO TaHIO, IE:
Cumon ®opri, IBonn Paitnep, Tpima bpayn, [esin ['opnon, Cti [lakcron, Mepenit Monk, [yrnac
Hann, Jlebopa Xeii, Kenner Kinr, Jltocinga Yaiinac, “The Grand Union” [11].

[Tepriie TOKOITIHAS MTOCTMOIEPHICTIB BIAMOBHIIOCS BiJ T€pOiB, Mi(iB i IICHXOJIOTi1, BIACTUBUX
TaHUIO MonaepH. Hampuknan, skmo Mapra I'peeM MIMPOKO BUKOPHUCTOBYBajla JaBHBOTPELBKY
Mmigodoriro, a Xoce JIiMOH 1iKaBHBCS IIEKCHIPiBCBKUME Ta Oi0MIHHUME CIOXeTaMH, TO Xopeorpadis
TaHII0 TTOCTMOJIEPH HE IIKABHJIO HIYOTO, KPIM Tijla, SKE BIiATEIEP CTaBajo i CIOXKETOM, i 00’ €KTOM
TaHImo. SIKIo TaHenb MoJiepH abo OajeT OpieHTYBaJKCs HA CMaK TJsi/iada, TO TaHelb TOCTMO/ICPH HE
Opas 11e 1o yBaru [8].

I3 morasmy mocTMONEPHICTIB, TaHENb — e OYIb-IKHI pyX: X0/a, Oir, IoMaxu pyK AUPUTEHTA,
JKECT CHIBPO3MOBHHKA TIpH cymepedii. Po3dicyBaHHS BOJIOCCS — TEX TaHelb. llocTMomepHicTH
BUBOJMIM TaHELb i3 3aMKHYTOTO HPOCTOPY, B SIKOMYy MU 3BHKJIM HOro OauuTH: OCBOIOBAJM MapKHu,
Jicy, BYJHMINI, JaXu, Tajepei, IepkBu 1 Tak aaii. TBip MUCTeNTBa MOCTMOAEPHI3MY CIIPSIMOBAaHUN Ha
Tpy 3 JIsiaueM, aKTUBHY CHIBTBOPYICTH i3 HUM. [JIsi1ad Mae cTaTd CIiBaBTOPOM, YMITH CaMOCTIHHO
JOAYMYBATH iJIef0 TBOPY Ta HOT'O OCHOBHUIA CEHC.
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[locTMonepHicTH BBakayiy, 10 HE MOBUHHO OyTH MEBHOTO 4acy Ui CIIEKTAKIIO, MO3asK i
BUCTaBU HeMae. € nepdopmaHc — BiH BiOyBaeThes TOMI, KoK moTpioHo. Hampukman, Tpima bpayn
YacTo MpamioBaja Ha Aaxax, IpUAYMYIOUH BelMde3Hi neppopMaHcH, Mpo SKi HIXTO, KpiM apTUCTIB, i
HE MiJO3PI0BaB: BOHA B YEPBOHOMY KOCTIOMi IOKAa3y€e SIKyCh 3B’f3KY, 3@ HEIO II0 3B’SI3Ky ITOBTOPIOE
JIOJIMHA Ha CYCITHROMY JIaXy, ITOTIM JIFOIMHA Ha iHIIOMY JIaxy i Tak mami [8].

BignoBigps Ha MUTaHHA, XTO MMOBHHEH BHKOHYBATH Ii TIeppOpMaHCH, — MpodecioHany 4u Hi,
xopeorpadu 3HaxXoIATh HE BiApa3dy. AJsie 3rogoM NPUMLIUIM A0 BHCHOBKY, IO TEXHIKa s
MMOCTMOJICPHY HE BaXKJIMBA, BIPTYO3HICTh — TUM OinbIie. TakuM YHMHOM CBOEPITHUME HEODIMiHHIMEI
CJIOTaHaMU TaHITIO TIOCTMOJEPH MOXHA BBaXaTh: “bynb-sfKka JIouHa — TaHIIBHUK’, “Byab-akuii pyx
— ta”enp”. A me: “MeHie — 1e Oinbie”.

3a H. MaHBKOBCBHKOIO, IIOCTMOJAEPHICTCHKI OaJeTHI MOIIYKH 30CepeIXyIOThCS Ha
¢binocoCcrKili TPUPOII TAHIIO SK CHHTE3 JYXOBHOTO 1 TIJIECHOTO, NMPHPOJHOTO Ta MITYYHOTO,
MHUHYJIOr0 W TemepimHboro. Ha mpoTuBary ecTeTHLi aBaHrapay, MOCTMOJCPH IMOBEpPTae B OayeT
EMOIIHHICTh, IICUXOJIOTi3M, YyCKIagHeHWi MeTadopmsM, “omogHroe” repos. Lle migkpecmonTh
YBEIIEHHSAM y OaJieTHY Jif0 €IEMEHTIB TeaTpaJbHOI T'PH, XCIIICHIHTIB, TAHIIOBAJLHUX COJIO Ta IYETIB,
noOyJ0BaHUX 32 TPUHIMIIOM BEIMKUX IUIAHIB 1 CTOM-KaapiB y KiHO. IrpoBuii, iMmpoBi3ariiHuii
NOYaTOK MiJKPECTIO€ KOHLENTyalbHe pPO3IMKHEHHS, BIAKpUTICTH Xopeorpadii, ii BigbHY
acoIliaTUBHICTh. [3 NHMM TOB’s3aHi TPHUHIIMIIOBA BiIMOBa BiI OaJleTMEHCTEPCHKOTO IHUKTATY,
HaJIAIITYBaHHs Ha PiBHO3HA4YHYy poJib xopeorpadii Ta My3uku — OaneTHol i HebaneTHoi [4, c. 148].
KoskeH HamaraeTbcsi 3HalTH BIacHY XopeorpadidHy MOBY, CBOIO HEITOBTOPHY TEXHIKY.

3amo3uyyroun JIOCBiA CydacHHUX 3apyODKHHMX MHTIIB, aKTHBI3yBaJIM TBOPYI IOIIYKH W
yKpaiHChki xopeorpadu. BoHHM TouaaM CTBOPIOBATH BHCTaBH Y PI3HHX BHUAAX XopeorpadidHoro
MUCTENTBA, SIKi 30aradyloThCsi HOBUMH IIACTUYHUMH TMPHHOMaMH, 10 3HAYHO PO3LIMPIOIOTH IXHi
JIEKCUYHI 1 00pa3Hi MOKIIMBOCTI.

MoxHa BiI3HAYWUTH, 1[0 HAWACKPABILIl PUCH MOCTMOAEPHY IPOSBHINCS L€ y MOCTAaHOBKAaX
xopeorpadiB, SKMX CHOTOJHI BBaXArOTh amojoreramu poro Hampsamky (M. Bexap, V. @opcaiir,
J1. Hoitmaitep, 1. Kimian Ta in.) Ixms TBopdwicTh cTanma ais BiTYM3HAHHX XopeorpadiB IiHHUM
OPUKIag0M, NPaKTHYHOIO 0a3010 B ONaHyBaHHI MNPUHLMIIIB CY4YacHOTO TaHLIO. AJle cydacHa
xopeorpadis YKpaiHH He 3ajJHIIa€ThCsl OCTOPOHB CBITOBHX TEHIEHIINM PO3BUTKY TaHIIOBAILHOTO
mucrenrsa. [locranoBku xopeorpadis, ski mpamiooTh B Ykpaini, — P. [Tokmitapy, A. OBuiHHIKOBa,
K. HInmikapboBoi Ta iHIIKMX HOTPeOYIOTh MHCTELTBO3HABUOTO OCMHUCICHHS Kpi3b NMPHU3MY CBITOBHX
TEHIEHITIH PO3BUTKY CydacHOi xopeorpadii, 30kpeMa MOCTMOICPHY.

Hanpuxman, nwa naymky 1O. Cranimescekoro, “KuiB wmozaepH-Oanery” P. [lokmitapy
MpUTaMaHHE piAKICHE yMIHHA OpraHiYHO TOEJHATH B XYJOXKHBO MIUTICHE MYy3WYHO-CIICHIYHE
BHJIOBUIIIC Pi3HI, 9aCOM MPOTHJICKHI CTHII, KaHPH, HOBITHI X0opeorpadidai HaIpsIMKH 1 Tedii, BIaJTHO
MiIKOPIOIOYH  IHeApe pPO3MaiTTS TaHLIOBANBHOI JIEKCHMKH XYyNOXKHIM ocoOucrocti. B koxHil
MIOCTaHOBIII BUPa3HO MPOCTYIAE HEMOBTOPHHUI TBOPUMI MOUEPK Xopeorpada-HoBaTopa, KU CMiJTHBO
CHUHTE3Y€ €INEMEHTU BITYM3HSHOI KJIIACHYHOI TEHICHINi 3 HAWHOBIIMMH 3700yTKaMH 3apyOi’KHOTO
OasieTy, MOCHIJIOBHO YTBEP/UKYIOUH B YKPaiHCBKOMY OajeTMEUCTEpChKOMY MHUCTELTBI OKpEMi rpaHi
nocTMoJiepHy [7, c. 19].

Y 1winoMy OCHOBHI HampsMKH TIOCTMOJEpHY B XOpeorpadiqHOMy MHUCTENTBI MOXKHA
chopMyIIIOBaTH HACTYIIHUM YHHOM:

— BiMOBa BiJl PEANICTHYHOTO, PAI[iOHAILHOTO PO3YMIHHS CBITY, HACIiJKOM YOTO CTajH
NOUIYKHA HOBUX 3ac00iB BUPa)KeHHs, 30KpeMa, Pi3HOMaHITHUX (HOpM IUIACTUKHU JFOJCHKOTO Tina, 10
BUXOJATH 3a MEXI KJIACUYHUX;

— BIAMOBa BiI BUTpUMAHOCTI 1UX (opM, HeXall HaBITh BUIBHHX, YHACIIIOK YOTO
MOCTMOJACPHICTCHKUH TaHEb XapaKTepHHIA HETIOB’ A3aHICTIO eMi30/iB;

— BIZICYTHICTPH (DiIKCOBAHOTO IIOTJISY HA TaHEIIb;

— 3pIBHSHHS Ta 3MINTYBaHHS 3arajbHOJIIOJICHKUX IIHHOCTEH, KaTeropil i IOHATD;

— HEBU3HAYCHICTh Ta MIHJIUBICTh TEMH XOpeorpadiyHOro TBOPY;

— BIJICYTHICTb CEHCy — TIOCIIaHHS 1 HasABHICTh MPH IOMY TJIHOOKOTO TMiATEKCTY.
ITocTMomepHiCTCHKHM TaHENb KUIa€ BUKJIMK ITUTICHOCTI, 3aBEPIIICHOCTI, 3aKiHYCHOCTI;
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— BIACYTHICTP TOJOBHOTO repos a0o 3HEoCOONeHHS HOro: mparHeHHs pO3KJIACTH,
PEKOHCTPYIOBATH OKPEMY OCOOMCTICTh Ha 0€3J1i4 HECYMICHUX OJ{HA 3 OJHOIO YacCTOK, Y 3B’SI3KY 3 YUM
xopeorpadiyauii 00pa3 pO3MHUBAETHCS 1 BTPAYa€ThCs, caM (DaKT HOTro HEOOXiAHOCTI M030aBISAETHCS
CeHCY;

— CHHTE3 pPI3HMX BHAIB MHCTCNTB Yy CYYacCHOMY TaHI, IO IPHUIYyCKaE HE 3al03MYCHHS
OKpEMHX €JIEMEHTIB, a PO3LIMPEHHS JUIS TaHIIO NPOCTOPY IHIIMX MHUCTEUTB, TOOTO iCHYBaHHS
MOCTMOAEPHICTCHKOTO TaHIIIO HA CTUKY PI3HUX BUIIB MUCTCLTB;

— TaHelb IMOCTMOJEPHY PO3KpWUBA€E CBIM CIpaBXHIH CEHC dYepe3 “Tpy B yHiBepcalbHE”,
3alepeuIBY CEPHO3HICTD, B SIKY aBTOP yC€ K MOKE BKJIAAaTh (i0COPCHKHUI MiITSKCT.

Ha sxanp, B Ykpaini TaHeup MOCTMOJEpHI3MY HE OyKe€ PO3BHHYTHH. YBech HEKJIACHYHHI
taHerb XX 1 XXI cTONITTS — 11e XaoTH4HEe 30upaHHs 1 KOMiIOBaHHA ‘3 MHUpY 1o HUTHI”. Halyacrime
MOCTAHOBKH YKPATHCBKHX XopeorpadiB MOXKHA pO3TISAATH SIK EK3eMIUIIPH E€CTETHKH TaHIJIo
NOCTMOAEPH. AJie yci TaHIIBHHKH, TIOCTAHOBHHUKH, OaneTMelcTepd, NeNarord, KpPHUTHUKH,
MUCTENTBO3HABIII y chepi xopeorpadii MaroTh OOPOTHUCS 3a peai3allifo 3arajJbHOTO MOKIMKAHHS, HE
HOCTYIIATHUCS CBOIMH IParHeHHSAMH, 1100 OHOBUTH, BIIPOBAJUTH HOBOBBEAEHHS; HIUOIO HE IIOBHHHO
NPOTUCTOSTH EKCIICPUMEHTY 1 HOBMM MOIIYKaM B raly31 MUCTEITBA TaHIIIO.
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I'aGpiena Acrtajom

CKPHUIIKOBA COHATA “POST SCRIPTUM” BAJIEHTUHA CHJIbBECTPOBA
B ACIIEKTI IPOBJIEMHA ®OPTEIIIAHHOI BUPA30OBOCTI

Y ecmammi poseasnymo popmenianny eupazosicme y meopuocmi Banenmuna Cunveecmposa
na npuxnadi Cxkpunxosoi Conamu “Post Scriptum”. 30iticneno cmuciuii 6UKOHABCbKUL AHANI3 MBOPY,
0XAPAKMEPU308aHO 1020 CMULICIUYHI 0CODIUBOCTHI, BUSBIEHO CHEeYUDIKY POPMENniaHHUX 8UPA308UX
3ac00i6 Mma BUKOHABCHKI CKAAOHOCMI KOMHO3uyii. J{ocniodceHo OcHOGHI acnekmu Gopmeniannol
8UPA3060CMI y MEOPI, POKPUMO NpoOIeMy BUKOHABCLKOI 63aemMo0ii opmeniano 3 [HWUMU
IHCMPYMEHMaAMU.

Knwouogi cnosa: ckpunkosa conama, gpopmenianna paxmypa, eupazosi 3acoou.

I'a6pudana Acranomn

CKPUIINYHAS COHATA “POST SCRIPTUM” BAJIEHTUHA CHJIBbBECTPOBA
B ACIIEKTE ITPOBJIEMbBI ®OPTEIIMAHHOU BBIPASUTEJIBHOCTHU

B cmamve paccmompena gopmenuannas evipazumenbHocmv 6 meopiecmee Banenmuna
Cunvgecmposa na npumepe Ckpunuunoti Comamwvr “Post Scriptum”. Ocywecmeénen Kpamkuil
UCNOTHUMENbCKULL AHANU3 NPOU3BEOCHUs, OXAPAKMEPU308AHbI €20 CMUNUCIMUYECKUe 0COOEHHOCMU,
8bIAGIEHbL CNeYUPUKA HOPMenUantbIX 8blpaA3UMeNbHbIX CPeOCME U UCNOTHUMENbCKUE CLOHCHOCU
komnozuyuu. Onpedenensvl 0CHOGHbBIE ACNEKmMbl POPMENUAHHO GbIPA3UMENLHOCNU 8 NPOU3BEOEHUU,
PAacKpuImo npodaemy UCHOTHUMENbCKOU 83AUMO0CiCIEUs POPMENUAHO C OPYSUMU UHCIPYMEHMAMU.

Kniouesvie cnosa: cxpunuunas conama, Qopmenuannas @Gakmypa, 6blpasumenbhvle
cpedcmea.
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