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A0 METOOUKU NIArotToBKU BUKOHABLIB
BAJIbHOIO TAHLUIO

Y cTatTi po3rnsigaeTbca cneumdika MeToaMkM OPMYBaHHS TEXHIKM i BUKOHABCLKOT KyNbTypu TaHUiBHUKIB Ga-
NbHOrO TaHLo, CNPSIMOBaHa Ha YAOCKOHANEHHS TEXHIYHOTO acnekTy TaHLto, BUPOONEHHsI B YYHIB CUNK 1A THYYKOCTI, Nna-
CTMYHOCTI M TOYHOCTI PyXiB, PO3BUTOK iX My3MKarnbHOCTI Ta XyAOXHbOI BUPa3HOCTI. BaxxnmBmum MexaHiaMoM LbOro npoue-
Cy € AOTPUMaHHS TpaauLii HAPOAHOro TaHLIKO SiK OCHOBM ANS NiArOTOBKM 6anbHUX TaHUPUCTIB.

Knroyoei criosa: BUKOHABChKA KynbTypa, 6anbHWi TaHelb, MeToauKa, TEXHIKa, BUPA3HICTb, TaHLOBasbHICTb.

BozdaHoea MapuHa BukmopoegHa, kaHoudam uckyccmeosedeHusi, doueHm Kaghedpb! xopeoepaghuu Hayuo-
HasnbHoU akadeMuu pyKogoOsuUX KaOpo8 Kyribmypbl U UCKYcCcme

K meToauke noaroTtoBKu UcnonHuTenen 6anbHoro TaHua

B cratbe paccmatpuBaeTcsa cneuudguka mMetoavku hOpMUPOBaHUS TEXHWUKM U UCTMOMHUTENbCKOW KyMnbTypbl
TaHUOBLLMKOB ©anbHoro TaHua, HanpaBlfieHHada Ha coBeplleHCTBOBaHWe TEeXHUYECKon CTOPOHbI TaHua, Bblpa6OTKy B
Y4YeHunKax cunbl u FI/I6KOCTI/I, naacTn4HOCTU U TOYHOCTU ,EI,BI/I)KeHI/IIZ, pasBuTne X My3blkaribHOCTU U Xy,D,O)KeCTBeHHOIZ Bbl-
pasuTenbHOCTU. BaXXHbIM MexaHM3MOM 3TOro NMpoLecca siIBASIeTCs crefoBaHve TpaguumnsaM Hapo4HOro TaHLa Kak OCHO-
Bbl 419 NOAroTOBKU OanbHbIX TaHLOPOB.

Knrouesbie crioga: ucnonHuTenbckas KyrnbTypa, 6arnbHbI TaHel, MeToauka, TEXHWKA, Bblpa3uTernbHOCTb, TaH-
LieBanbHOCTb.

Bogdanova Maryna, PhD in Arts, associate professor of the choreography chair, National Academy of Mana-
gerial Staff of Culture and Arts

Regarding the methods of the preparation of the ballroom dancing performers

The article considers the specifics of the classical method of the forming of the technique and performing culture of
the ballroom dancers, aimed at improving the technical side of dance, developing strength and flexibility, softness and accuracy
of the movements, the development of the expressiveness, dancing style of the students. An important mechanism to enrich
the ball choreography is the relationship of the classical and folk dance as the basis for the preparation of ballroom dancers.

The style and manner of the performing of the ballroom dance, which traditionally developed in the course of
their implementation, combine these essential features for the mass perception as the relative simplicity, generosity and
optimism. The ballroom dancing have the elegance and sophistication to emphasize the lines of the manners. This is
evident in the performing style and the character of the dance image. The range of the performance techniques in the
ballroom choreography is immensely wide. The above-mentioned things allow the choreographer to create a lot of dance
tracks, just as the composer based on a certain scale can build the appropriate height sound connections. The wealth of
the expression means makes for a choreographer the possibility to create the colorful dance forms. The training work
should be realized by the teacher-choreographer with the orientation for the development of the creative potential of the
dancing couple and its artistic abilities. Each lesson the teacher should start with the targeting of the dancers for the indi-
vidual interpretation of the choreographic image, because this method will contribute to the high efficiency of the realiza-
tion of the creative self-improvement.

At the beginning of the twentieth century the typical styles and trends for European countries, were rooted on
the basis of the Ukrainian culture. It perceived the modern and avant-garde artistic movements. The theoreticians of the
modern choreography in the Ukraine were increasingly turning to the functioning of the unregulated artistic forms of the
ballroom dance. The most common stereotypes of the modern and impressionist dance, dance forms, accompanied by
the music of jazz and rock were in the studies of a number of the authors.

The knowledge of the dance culture was considered as the integral part of the general culture of the XIXth cen-
tury. In the second half of the XIXth century the Russian choreographers staged the new salon dancing, appealing to the
stylistic features of the classical ballet choreography. Thus it was created the waltz mignon, Chacén and padekatr (N.
Gavlikovsky), padegras (E. Ivanov), pas de trois (A. Bychkov). These leading ballet dancers of the Imperial Theatres
were both professors point choreographer in the secular educational institutions and aristocratic salons, and published
the corresponding methodical manuals.

The art culture of Ukraine, which territory in the XIX century belonged to the Russian and Austro-Hungarian
Empires, has not lost the features of the national identity and functioned in the variety of the forms of the official and pub-
lic thoughts, clubs and literary evenings and parties, carnivals, calendar and family celebrations, folk festivals for the ur-
ban population, fairs and etc.

In this period the representatives of the intellectuals in their childhood specifically attached to the art of the ball-
room dancing. The choreography was an obligatory subject in the private boarding schools, gymnasiums, lyceums, mili-
tary and commercial schools, Institutes for Noble Maidens, the Corps of Pages, and so on.

The special attention was paid to the art of the choreography in the Institutes for Noble Maidens. In particular,
the official patroness of the Kiev Institute was Russian Empress. The schoolgirl prepared to these visits a special dance
program with the elements of the ballroom dancing and choreographic miniatures, which were performed at the high ar-
tistic level, because the choreography was taught by the well-known choreographers from the other countries too.
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The classical technique is considered to be a powerful guarantee and the only possible basis for the success of
any comprehensive dance as a scenic and household. The classical dance and classical exercise are the foundation
which forms the entire basis of the choreographic art. The technical accuracy allows the dancer not only to find the re-
quired plasticity of the movement, his/her expressive phrasing, the confidence in their abilities, but also a creative inter-
pretation of the physical activity. The delicately worked out dance technique makes the art. And no highly artistic idea
and play of the choreographic exciting plot can not replace the respect for the accuracy in the realization of a dancer
performing techniques.

Key words: culture, performing culture, ballroom dance, technique, methods, expressiveness, dancing style.

CTunb i MaHepa BMKOHaABCTBa GanbHUX TaHUiB, SKi TPAAULIMHO CKNanucsa y npoueci IX BUKOHaHHS,
NOEAHYIOTb B COOi Taki HEOOXiaHI 4N MacoBOro CNPUMHATTA pUCH, SIK BiAHOCHA NpocToTa, 6GraropoaHicThb i
ONTUMICTUYHICTb. BanbHOMY TaHUEBI NpUTaMaHHi eneraHTHICTb, MiAKPECNEHICTb NiHIN | BULLYKaHICTb MaHep.
Lle nposiBNA€eTbCA AK Y BUKOHABCbKOMY CTUMI, TaK i B XapakTepi TaHLUoBarnbHoOro obpaay.

CnipaBi haxoBoi NiAroToBKM TaHLUiBHUKIB NpUAINSANacs HanexHa yeara y pisHi KynbTYpHO-iCTOPUYHI
enoxu. 3okpema, y cTapodaBHin IHAIT dyHKLiOHYBaNo Aekinbka CTUMIB Ta LKA TaHLU i3 BacTUBUMM TM Mi-
MIKOIO Ta BMPasHUMKU pyxamu. PuTyanbHi TaHUi cknaganu cepueBuHy OaBHLOEMMNETCbKUX MiCTepin, nig vac
AKUX po3irpyBannck cueHn 3 Midis, akTopamm B Sknx 6ynu xepui i dapaoHu.

MMisHiwe 3 gaHoro nNnacTy KynbTypw NocTaB AaBHLOrpeLbkuiA TeaTp. B aHTUYHIN [MpeLii npakTukyBanocs
BUKOHaHHS EKCTaTUYHMX TaHLIB Ha YecTb 6ora pocnuHHOCTI, BUHA 1 BecenoLyis [lioHica; a nnaBHMX Ta ypoumMCTUX
— Ha YecTb Bora COHAYHOrO CBiTNa 1 YonoB.ivoi kpacy AnonoHa. MNpaKkTukyBanocsa TakoX BUKOHAHHS NiPPUYHMX,
BIICbKOBMX Ta aTNEeTUYHUX CMOPTUBHUX TaHLiB, CIPUATIAMBUX ANs FAPMOHIYHOTO BUXOBaHHSA MOSOA,.

IcTopia gocnigkeHHs po3BUTKY B YKpaiHi 6anbHOro TaHul dparMeHTapHO ctana npeaMeTtomMm Muc-
TeuTBO3HaBYMX PO3BIOOK Y KOHTEKCTI 3araribHUX 3aKOHOMIpHOCTEN AiSnbHOCTI My3UYHOro Teatpy, eBomnouil
HapOAHOI 1 CcueHiYHOT xopeorpadii (MoHorpadii KO.CTaHiweBcbKoro, ancepTtadinHi gocnimpxkeHHs [. bepHag-
cbkol, H. Mopb6aTosoi, C. Jlerkoi Ta iH.). 3aranom B ykpaiHCbKOMY MUCTELTBO3HABCTBI Ha JaHUN MOMEHT Mo-
Tpebye cy4acHMX KOMMMEKCHUX OOCNiAKeHb crneundika nigroToBkM BUKOHABLIB 6anbHOro TaHu. Tomy mMe-
TOK NPeACTaBeHOl CTaTTi € NOrMUGNEHHS 3HaHb 3 METOAMKM NiArOTOBKM BMKOHABLSI GanbHOro TaHLLo.

OpaHi 3 nepwmx gocnigxeHb 3 iCTopil xopeorpacdivyHoro MucteuTBa €8ponn HanucaHi PoCinCbKUMN Ta
yKpaiHcbknMmn aBTopamu. Lle npaui A. BaraHoBoi, H. Mop6aTtoBoi, M. IBaHoBCcbkoro, B. Mopiua, B. Ypanbcb-
koi, M. LLikapabaHa Ta iH.

BuxoBHa TaHuUoBanbHa metogmka A. BaraHoBoi BuknageHa y 1934 p. B 1T kHu3i "OCHOBM KNacu4HOro
TaHut" [1] Ta 3apybikHUX GaneTHMX NOCTaHOBKax. B y3aranbHEHUX MUCTKMHEID BMMOrax HaBYaHHS Knacud-
HOMY TaHUI 3’akymMynboBaHO 6araToBiKOBMI NedaroriyHWiM Ta xopeorpadiyHui 4oCBi4 negarorie Ta BUKO-
HaBUiB. BigTak NOHATTA HayKW KNAcUMYHOro TaHL Habymno HUWHI LiNKoM peanbHOro 3micTy. YOOCKOHanow4m
CBill METOA BMKNagaHHS KMacuMYHOro TaHL, Bernvka MUCTKUMHSA | megaror BUKOPUCTOBYBana HaykoBi OCHOBU
TaHLlo, CBin BaraTopivHn xopeorpadivyHUn AOCBIA, SIK BOHA 3a3Havana y TpeTbOMY BUAAHHI KHUTA.

TeopeTukn cyyacHoi xopeorpadii B YkpaiHi gegani akTuBHille 3BepTaloTbCs 00 (PYHKLUiOHYBaHHSA
HepernameHTOBaHUX XyAOXHIX dpopm BanbHOro TaHuto. Y noni gocnigxeHHa psay asTopis ([. bepHagcbka,
M. binaw, N.Bacunbesa, T. KoxaH, B. MacTtyx, B. PomaHko, M. lkapabaH) nepebyBatoTb HannoLIMPEHiLLi
CTEPeoTUNU MOAEPHICTCHLKOMO M IMMPECIOHICTUYHOIO TaHLuto, XopeorpadiyHi dhopmu, CynpoBOAXYBaH My3u-
Kot axasy Ta poky. O6’ekTom haxoBoi 3auikaBrneHocTi mucteuTBo3HaBusa M. LkapabaHa, 3okpema, € cuc-
TemMa My3M4HOro PUTMIYHOTO BMXOBaHHS, po3pobrieHa LWBenLapcbkuM negaroroM i komnosmTtopom E. XKak-
Hanbkpo3om (1865-1950), sAka edeKTUBHO CNpUsSe NPUNYYEHHIO MoNoAi A0 MYy3MKM 3acobamu pUTMIKo-
nnactuyHmx pyxie. Metoguka E. Xak-Janbkpo3a ycnillHO BUKOPUCTOBYETbCS Y 6aneTHMX Lwkonax 6aratbox
KpaiH €sponn Ta AMepukmn, a Takox B Pocii. M. LLkapabaH nornnbneHo gocnigve BNAUBK L€l METOAUKM Ha
PO3BUTOK SINOHCHLKOrO Cy4acHOro TaHLto [5]

BonodiHHSA TaHLoBanNbHOK KyrbTypol BBaXarocs HEBiQ'EMHOI CKIagoBOK 3aranbHOl KynbTypu
XIX ct. Pociiceki 6anetmenctepu apyroi nonosuHM XIX cT. GyayBanu HOBI CanoHHI TaHLi, anentowydn 0o
CTUNBLOBUX ocobnmBoCcTen KnacuyHoi GaneTHol xopeorpadii. Takum 4YmMHOM Bynu CTBOPEHi BanbC-MiHbOH,
WwakoH i nagekatp (H. MaBnikoBcbkuin), nagerpac (€. IBaHoB), na-ge-Tpya (A. budkos). Li nposigHi apTuctu
GaneTy iMnepaTopcbknx TeaTpiB Oynu ogHoYacHo N BuUknagadYaMu GanbHoi xopeorpadi y CBITCbKUX HaBYa-
NbHWX 3aknagax v npu apucTokpaTUYHUX canoHax, Buaaeanu BignoBigHi MeToauyHi nocibHukm (J1. CTtykon-
KiH, H. FaBnikoBCbKUin Ta iHLLI).

MopibHMI HaBYaNbHO-MUCTELLKMI OOCBIL HAKONUYYBaBCSA TakoX B YKpaiHi. Hanpuknag, npausa Buun-
Tens TaHuiB npu Cnobigckkin ykpaiHcbkin rimHasii J1.MeTposckkoro "Mpasuna ana GnaropogHblx obLecT-
BEHHbIX TaHUeB" Byna onybrnikoBaHa e y 1825 poui, 6inbLue HixX 3a NiIBCTONITTS 40 BUXOAY Y CBIT nonynsp-
HUX MNOCIBHMKIB 3a3HaYeHMX BULLIE POCINCLKMX Xopeorpadis.

XyooxHs KynbTypa YkpaiHu, Teputopia skoi y XIX cTtoniTti Bxoguna ao cknagy Pocincekoi i ABCTpo-
YropcbKoi iMnepiin, He BTpaTuna NPMKMET HauioHarnbHOI caMoByTHOCTI M dhyHKLjOHYBara y po3maiTux chopmax odi-
LiHMX Ta rpomMagcbkvx 6anis, knyOHUX i NiTepaTypHO-MUCTELIbKUX BEYOPIB i BEYIPOK, kapHaBarniB, kaneHgapHuX i
POOMHHUX CBAT, HAPOOHWX MYMNsiHb Asi MiCbKOrO HaceneHHs, ApMapkis, BEHOPHULb | AOCBITKIB AN CEnsHCTBa.

MpeacTaBHUKM TOrovacHoi iHTenireHuii 3amarnky LjinecnpsimoBaHo npuryyanucsa o MucTteuTtsa banb-
Horo TaHLo. Xopeorpacisi 6yna o60B'A3KOBMM NPeaMETOM Y NMPUBATHMX MaHCIOHaX, rMHasisiX, nilesix, BiINCbKo-
BUX | KOMEpPLIMHUX yYuUnuLiax, iHCTUTYTax LWNAXETHUX AiByaT, NaxecbKux Koprnycax Towo. 3a CTopiHkamu
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aBTopa nosicTi "XMapu" |.Hedys-JleBuubkoro, 40 MUCTeUTBa TaHLUIO MpuUnyyYanucs HasiTb NpegcTaBHUKU
npaBoCNaBHOro AyxiBHULTBA, AKX 3anpoLUyBanu Ha Bedipku 3 6anbHUMN TaHUAMU.

Ocobnuea yBara MucTelTBy xopeorpadii npuainanacs B iHCTUTYTax LUMSXeTHUX AipdaT. 3okpema, odillii-
HUMUK naTpoHecamu KniBcbkoro iHCTUTYTy Oynu pociiicbki iMnepatpuui. [o ixHix BigBigyBaHb iHCTUTYTKM roTyBanu
cneuianbHi xopeorpadiyHi Nporpamun 3 enemeHTamm dansHUX TaHUiB 1 xopeorpadidHUMK MiHiaTiopamu, siki BUKO-
HyBarmMcb Ha BMCOKOMY XYOOXHBOMY PiBHI, afpke xopeorpadito TyT Buknadanu sigomi 6anetmerictepu. Y 1850 p.
Byna BigkpuTta nepua Kuiecbka >iHo4a rimHasia nig natpoHatoM "uapuui Mapii®, a B 1869 p. — aHanoriyHa rimHasis
MiHicTepcTBa OCBITH, LLIO Maria 3Ha4HO CKnagHilly HaBYarbHy nporpamy, NOPIBHAHO 3 YOMOBIYUMM FIMHA3IIMK. XO-
Ya 11 BOHa LLie He AaBana XiHkam npasa BCTyny A0 BULLOrO HaBYanbHOro 3aknaay [4, 64].

3a gaHumn H. MopbaToBoi, B YkpaiHi B kiHUi XIX cT. dyHKuioHyBano 40 nporiMHasii, 43 4onosiynx Ta
76 XiHoumX riMHasin y sBigomcTsi MiHicTepcTBa HapodHOI OCBITH, 4 riMHa3IT 3HaxoguNUCh Nig naTpoHaToM iMne-
patpuui Mapii, 5 iIHCTUTYTIB LUNSXETHMX AiBYaT, a Takok 6araTto NpMBaTHUX 3aknagis, Nporpamm skUx BignoBi-
Aanv riMHasinHuM i B ikux npocpecinHo BUKNaganucs KnacuyHuin Ta 6anbHui TaHui 3 riMHacTukoto [2, 11].

Benuka KinbKicTb OCBITHIX 3aknafiB BUHUKAE Y XapKOoBi, Ae NopsA i3 CTaHOAapTHUM OCBITHIM KypcoMm, rae iH-
TEHCMBHE HaB4YaHHA TaHuaM. Lle, 3okpema, xiHoui npueaTHi rimHasii J1. Jambposcbkoi, P. Oprosoi,A. LLnnosoi,
M. Monogoi, O. MNony6Hi4eHko, a Takox MNepLua XapkiBcbka Yornosida NporiMHazist; Oyniu BiAKpUTI LLIKONKW TaHLB, nna-
cTuku i Mimikm B Ogeci Hanpuknag, npueatHi wkonu M. 3ambenu, K. Kasumuposa, 1. Mpayc, . ®egoposa Ta iH.

KnacuyHa TexHika BBaXaeTbCsA MOTY>KHOK 3arnopyKow Ta €ANHO MOXITUBOKO BCEOXOMIOKYO OCHO-
BOK YCMILLHOCTI BYAb-AKOro TaHL0 SIK CLEHIYHOro, Tak i no6yToBoro. KnacmMyHuin TaHeub Ta KNacU4HU ek3e-
pcuc € TUM (PyHOaMeHTOM, Ha AKOMY I'PYHTYETLCS BCS OCHOBA XopeorpadiyHoro MmcreLTsa.

Knacu4Hi eksepcucn 6ins ctaHka crnpusioTb 3MiLHEHHIO Cyrnobo-M'a30BOro anaparty Tina, opmye
KpacvBy MOCTaBy TaHLiBHMKA, HanexHy NOCTaHOBKY FOfIOBW, PyK Ta Hir, BUPOOMSIIOUM TOYHICTb, 3arapToByeE
BOMO, NMOCUIIOE eNacTUYHICTb Ta KOOpAMHALi0 TaHUtoBanbHUX pyxiB. [1o TOro X, KnacuU4HuUiA CTaHOK MOXe
OOMOMOITW 3BINbHUTUCSA BiA AeSKMX (DI3UYHMX Baf: OMyLUEHHs LUMAHOMO Biadiny xpebTa, nepekocy nneven,
CYTYNOCTi, KNULWOHOrocTi Ta iH. PasomM 3 TuM, ek3epcuUCHi BNpasu € CpUATANBUMU NS 3MILHEHHA M’A3iB,
NPULLLENIIEHHA BUTPUBANOCTI, CMPUTHOCTI N 30CEepepKeHHsA yBaru, siKOCTeRn, ki HeobXigHi BMKOHaBLEBI-
BanbHUKY Y NpoLeci BUKOHAHHSA CKMagHMX TEXHIYHMX eNeMEHTIB Pi3HMX NiATPUMOK.

[liana3oH BWKOHABCLKOI TEXHikW y GanbHin xopeorpacdii € 6e3mMexHo Wnpokum. 3asHavyeHe Hadae
MOXIMBICTb GaneTmencTepy cTBoptoBaTH 6e3niy TaHUoBanbHUX KOMMNO3WLiA, NOAiIGHO TOMY, ik KOMMNO3UTOP
Ha OCHOBI NEBHOrO 3BYKOPSAY MoOxe byaysaTu BiANOBIOHI 3BYKOBMCOTHI 3B’A3kM. baraTcTBO BMpasHUX 3aco-
6iB yMOXNUBMOe Ans 6aneTMencrepa CTBOPEHHS CTPOKaTUX TaHLUOBaNbHUX (OpM, Bid Manux KOHLEPTHUX
eTiofiB A0 XopeorpadiyHNX CnekTaknis.

TpeHyBanbHa poboTa Mae 3aicHIBaTUCL Negarorom-baneTmencTtepom B OpieHTauil Ha PO3BUTOK
TBOPYOro MOTEHLjiany TaHLoBanbHOi napu, ii apTUCTUYHKX 30i06HOCTEN. KOXXHMI ypoK BUKNagady mae novu-
HaTK 3 HaLiNOBaHHA TaHUIBHMKIB Ha iHOMBIQYyanbHy iHTepnpeTauito xopeorpadivyHoro obpasy, ockinbku came
Taka MeToguKa CrpuATUME BUCOKIN e(PeKTUBHOCTI NpULLEnieHHs CTepeoTuniB KPUTUHHOMO MUCIIEHHS 1 pea-
ni3auii noTpebu y TBOpYOMY CaMOBAOCKOHAMEHHI.

Jlerkvid, BiNbHUIM pyx 6e3 3aMBMX M'A30BUX 3YCWUMb CBIAYUTbL NPO BMiHHA NPUXOBYBATW Big rnagadis
TpyAHoOLWi y HabyTTi cBOEl npodecinHoi MancTepHOCTI, BenuyesHy ButpaTy @isnyHoi eHeprii. HanveHwa
CKYTiCTb pyXiB (ronoBun, KOpnycy, pyK Ta Hir), 6pak disnyHMX cun N BONbOBOro NoTeHLjany yCcknagHTh,
OBTAXKYIOTb CLEHIYHI pyXW TaHLUiBHMKA, HE Aaloun MOMY MOXIMBOCTI BUSIBNEHHSA NOBHOTU CBOET ManCTEPHOCTI
i TanaHTy. MNMpuyomMy cnig maTu Ha yBasi, WO NerkiCTb TaHUIBaNbLHOro pyxy € Hacamnepen akTopCbKOK BU-
pasHIcTIo, ika Mae BYTW BUKOpUCTaHa Y BCi MnacTuui TaHUBanbHOI KOMMNo3uuii 6anbHuKa.

Y HaBuyarnbHin poboTi 3 MONMOAMMU TaHLOPUCTaMM NErKiCTb NPULLENMOETLCA Ha 3acafax e€gHocCTi
FHYYKOCTi, BUTPUBANOCTI, TOYHOCTi pyxy 1 6e300raHHoro My3n4yHoro cnyxy. BukoHaHHS TaHUtoBarnbHUX pyxiB
Mae ByTU JOCUTb (PI3UYHO CUIBbHUM, YiTKUM, Pilly4yuM, 3ananbHUM i sckpasum 3a chopMoto, ane n 6e3yMmoBHO
nerkum. 3asHavyeHe CTOCYETbCH YUCIEHHMX KOB3aHb, NPUCiAaHb, BiABEAEHHS W PO3BEPHEHHS Hir, neperu-
HaHb 1 NOBOPOTIB KOPMYCY, PyXiB PYK Ta ronoBwu, AKi NOBUHHI BUKOHYBATUCS NErko 1 BifbHO. Yce 3a3HadeHe
cnig nocrniaoBHO BignNpaLbOBYyBaTW, NOYMHAKYN 3 ENEMEHTAPHMX NPUNOMIB, ane 6e3 NokasHoI NerkocTi, Wo
HIYOro CnifibHOro He Mae 3 BiPTYO3HOK TaHLOBASbHICTHO.

JlerkicTb y noeaHaHHI 3 NOTYXHICTIO pyxiB € 6Ee3yMOBHUM €fleMEHTOM BMKOHaBCTBa K KNacu4Horo, Tak i 6a-
NBHOTO TaHL0. Y TOW e Yac BoHa nepepbayae My»xHii, BONbOBWIA i CTPOrUIA, 30BCIM HE COSIOAKO-PO3Crabnior4min
XapaKTep TaHLuoBanbHoro pyxy. Npv NocTiiHo 36arayyBaHOMY fjanasoHi TaHLoBanbHMX pyXxiB M'AKiCTb 36aradye nna-
CTUKY TaHLO LNBHICTHO, BiOKPYBAOYM MOXIIMBOCTI TEMMOTU, IMMOMHN 1A TOHKOCTI YCiX MOXIMBUX BMpPasHUX 3acobiB.
XopeorpadiyHnin 0bpa3 no3HavaeTbecs Nipu3MoM abo XK FOCTPOK XapPaKTEPHICTIO, MPaHUHHUM "Mankim noYyTTsM',
CUMBbHUMU, TEMMNEPaAMEHTHUMM, "repoidHUMKN" 1 BNagHUMK IHTOHALSIMK, NPOTE TeXHIKa pyXy Mae 3aBxau JOTpUMyBa-
TUCS CBOET M'AIKOCTI. HegocTaTHA rHY4YKICTb ¢pirypy TaHUiIBHMKA HadakoTb MOro pyxam XOPCTKOCTI.

Cnig Hanonernneo npuLLennoBaTy MOMOANM TaHUIOPUCTaM YCBIAOMIEHHS TOro, WO M’AKICTb pyXy —
He NPOCTe YMIHHSA THYYKO M PUTMIYHO pyxaTucs, a OAWH 3 BMpasHMX 3acobiB npeseHTaLil MancTepHOCTi BU-
KoHaBcTBa y 6anbHin xopeorpadii.

Bes ypaxyBaHHs 3a3Ha4yeHMX BUMOT TaHLiBHMK HE 3MOX€E CTBOPUTU NpaBaMBUIA, IMMOOKO peanicTuy-
HWA TaHutoBanbHWA obpas. YMiIHHSA MOo-akTOPCbKOMY nepefaBaTy HAWTOHLLI eMoLii 1 rMUBOKI NCUXOMNOriYHi
CTaHWN MOXMMBE NnuLle 3a YMOBW OpraHiyHoro NoegHaHHSA NPUPOAHOro BigvyTTa pyXy Ta nosu.
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Cnig ocobnmMBo maTtu Ha yBasi, Lo 3MICT Ta MubnHy xopeorpadidyHoi KOMNO3WLi MOXe BipHO 1 MOBHO
PO3KPUTK TiflbKM AOTPUMAHHSA BMKOHABCLKOI TEXHIKW B TaHUoBaHHI. PinirpaHHiCTb xopeorpadivyHux pyxis —
Lue He 30BHIWHbO-NPOMECIMHUN NegaHTu3M, a, Hacamnepen, npuHagHe n NOETUYHO HaTXHEHHEe BigvyTTS
TaHuto, 36aravyeHe 3pinicTio Ta JOCKOHANICTIO BUKOHABCbKOT MalCTEPHOCTI TaHLiBHMKA.

TexHiYHa TOYHICTb A03BOMSE TAHUIBHUKOBI He nuLle 3HaWTWM NOTPiOHY MNacTUYHICTL pyXy, BUpasHe
noro ppasdyBaHHs, YNEBHEHICTb Yy CBOIX Cunax, ane N TBopYe OCMUCIEHHS PYXOBOI akTUBHOCTI. dinirpaHHO
BignpaLboBaHa TeXHika TaHLo pobuTb MOro MUCTELTBOM. | Hisika BUCOKOMUCTELIbKA ines i BiATBOPEHHS il y
xopeorpadivyHOMY 3axOomnso4YOMy CHOXKETI HE 3MOXYTb 3aMiHUTU JOTPUMAHHA TOYHOCTI Yy peanisauii BUKO-
HaBCbLKOT TEXHIKM TaHLIOPUCTOM.

3arapTyBaHHSA M’'si3iB TaHLiBHMKA Mae OyTn 30pieHTOBaHUM Ha POPMYBaHHSA NpPodecivHoOi BUTpHBa-
NOCTi N enacTUYHOCTI, TiNbKX ToAi BOHWM ByayTh BUKOHYBaTKM CBOK pobOTY AouinbHO, 6€3 HagMipHOi Hanpy-
XKEHOCTI, 3 PO3YMHUM 3aoLlaXXeHHAM i3nyHOi eHeprii. MNpruyoMy Ymm Oinblue po3BUHYTUMU ByayTb PyXOBi
BMacTUBOCTI M’A3iB, TUM BiNbHilLe TaHUiBHWK peani3oByBaTMme cebe Ha napkeTi. HagMipHe > HanpyXeHHs
nig 4Yac 3aHATb M’A3iB 06NnYYs, Wi, pyk abo Kopnycy MOXe 3alLKOAUTU NpU BUKOHaHHI XopeorpadivyHmx port
de bras Ta pi3HuUx no3s. [ns 36epeXeHHs NpaBUiIbHOrO MONOXEHHS Hir TeX HeobXiAHO AoCTaTHE, ane He 3a-
BULLEHE HanpyXeHHA M’'A3iB, iHakwe He MoxHa Byae BinNbHO BMKOHYBaTK pisHi BUAK plie, releve, battements,
rond de jambe 1 HaBiTb HaMNPOCTILLNX CTPMOKIB, MOBOPOTIB, 06EpTaHb.

HaigockoHaniwow y cyyvacHin xopeorpadii BBaXXaeTbCA CUCTEMA HaBYaHHSA KNacUYHOMY TaHLEBI,
po3pobneHa pocicbknm Banetmenctepom, banepuHoto 1 negarorom A. BaraHosoto (1879-1951). Y 1897 p.
3akiHumBLLK MNeTepbyp3bke TeaTpanbHe yuunuile, BoHa Ao 1917 p. TaHutoBana y MapiiHcbkomy Teatpi. Heto
YCNiLLHO BUKOHYBanNuch TaHutoBanbHi napTii: Ogettn-Oaunii (y 6aneTi . Yankoecbkoro "lebeanHe o3epo”),
Kusenb (B ogHoviMeHHoMmy BaneTi A. AdaHa) i iH. BcecBiTHbO BigOMUMU MaCTpuHaMu 6anety ctanu i Bu-
xoBaHUi H. lyanHceka, |. Konnakoea, M. CemeHoBa, I'. YnaHosa.

KnacuuHi ekaepcucu 6inst ctaHka € 0cobnMBO BaXKMMBUMK ANt TaHLiBHUKA, OCKINbKU CNPUSIlOTL BU-
POBMNEeHHI0 MPaBUIbHOI NMOCTaHOBKU N CTIMKOCTI KOPMyCy, 3 TPUMaHHSAM MpU eK3epcuci Ha OMOpHIN HO3i i3
NpsIMOI0 NIATAMHYTOI CrUHOW. 3a cnpaseanuemMM cymkeHHsaM A. BaraHoBol, "npaBnnbHO NocTaBneHun Kop-
nyc € 3acagHU4o0 OCHOBO Ansa Beakoro na" [1, 32]. Tomy ronioBHUM NpmM3HaAYEeHHAM KIaCMYHOro BepcTaTy €
3abesneyvyeHHs NpaBUIbHOIO TPUMaHHS KOPMyCy Ta CrVHM.

Baxnuee Micue y cucTeMi TEXHIYHMX 3acobiB KNMACWYHOrO €K3epCcucy Hanexutb TpeHyBanbHUM
BrpaBaMm, siki CNPUSIOTb MOBHI BUBOPOTHOCTI HIF, TOBTO TakoMy NOMOXEHHIO OCTaHHIX, NpU AKOMY "CTYMHi,
po3BegeHi Hockamu B CTOPOHW, NepebyBatoTb Ha MiHiT nneyelr abo x napanenbHO iM, W yHacnigok
PO3KPUBAETLCA BHYTPILLHSA NMOBEPXHS FOMINOK Ta cTeron” [3, 8]. YMOXNUBEHHS Takol BUBOPOTHOCTI HIr €
000B’A3KOBUM MPaBUITOM TEXHIYHOTO BUKOHAHHS KIMacWU4YHOro TaHuto. [Ons cnpaeu po3pobKM CyvacHUX MeTo-
OVIK 3aCBOEHHS TEXHiKM 6anbHOro TaHL KOPUCHUM € BUKOPUCTaHHSA XopeorpadiyHo-nearoriyHoro 4ocsiay
[. bepHaacekoi, A. boyaposa, A. BaraHosoi, H. Mop6aTosoi, A. Jlonyxosa, A. LlLUupsiesa Ta iH. Ak npasuno,
00 eK3epcuciB Ha Kacu4YHOMY BepcTaTi BKITHOYEHO PyXn 3 HAapOAHMX TaHLIB.

3 meToto (bopMyBaHHSA cnpaedi TBOPYOI iHAMBIAYyanbHOCTI ¥ XopeorpadiyHOMy HaBYarbHO-BUXOBHOMY
npoueci Mae BiabyBaTUCs B3aeMOAis Pi3HMX FOMK i PI3HUX KynbTyPHO-MUCTELLKUX NO3MLiA, TO6TO MOBMHEH
OyTn NPUCYTHIM 3auikaBneHun KynbTyponoriyHui gianor. lig HUM MaeTbCs Ha yBasi B3aemosbaradytoye cnin-
KyBaHHs Cy0'exTiB, KOXEH 3 Skux 36aradyye CBOIM Xy4OXHIM MUCIEHHSIM TBOPYY AYMKY Ta BMCMOBIHOBAHHS iH-
LLOro, 3aranbHy NpakTuKy cydacHoro 6anbHOro TaHuto. Baxnmeoto hopMoto peanisadii Takoro MeToay y xope-
orpaivHOMy BUXOBaHHI € AianoriyHni xapakrep ChifikyBaHHa negarora i cBOIMM NiAONIYHUMW Ta YYHIB MiX
COBO0I0 3 KOHKPETHOr0 MUCTELILKOrO NPEAMETY, KU BUBYAETLCS. [1pU3HAYEHHAM TakmMX 3aHATb € He TpaHCns-
Ui yymTenem moro BUXOBaHLAM rOTOBUX BaXXTMBUX MUCTELIbKMX 3HaHb, YMiHb Ta HABUYOK, KONW Y4Hi MOCTaloTb
y poni CBOEPIAHOro AOMNOMIXKHOIO Matepiany Ans negarora — 6aneTMmencrepa, a iHTepcy0'ekTUBHE ChinKyBaH-
Hs1 332 MPVHLMNamMK Negarorikv cniBpobiTHALTBA LUNAXOM CrifIbBHOrO MUCTELBKOMO MOLLYKY.

Omxke, aHanisyloum cneumdiky opMyBaHHSA TEXHIKW i BUKOHABCLKOI KynbTypu TaHUiBHWKIB GanbHOro
TaHUIO 5K BaXKMMBOrO MexaHiaMy 30araveHHsi 1 OHOBIeHHS 6anbHoi xopeorpadii, NoMiYaemMo BaXnmBiCTb ek3ep-
CUCIiB KNaCWM4YHOro TaHLO SIK OCHOBW MiAroTOBKM BMKOHaBLIB 6anbHOro TaHuto. HasiBHI Ha cborogHi cuctemu i Me-
TOAVKM POPMYBAHHS TEXHIKM | BUKOHABCBKOI KyNbTypy TaHLiBHWKIB 6anbHOro TaHL0 pO3BUBaKOTb YBECH OpraHiaM
ManbyTHBOrO TaHLiBHUKA, CIPUSIOYM PYXSIMBOCTI CyrnobiB, 3MiLHEHHIO M €nacTUYHOCTI 3B's130K, PO3BUTKOBI NEB-
HUX rpyn M’a3iB. YOCKOHaMNoUM TEXHIYHY CTOPOHY BanbHOro TaHLUo, BOHWU BUPOONATE B YYHA CUNY N MHy4-
KiCTb, MMACTUYHICTb M TOYHICTb PyXiB, HAAAUM TaHLOBAanbHIN dirypi My3mkanbHOCTI Ta Xy40XHb0I BUPa3HOCTI.
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KAMEPHO-IHCTPYMEHTAJIbHA TBOPYICTb CYYACHUX
YKPAIHCbKUX KOMMO3UTOPIB Y MPOEKLI AIANOIY KYNbTYP

CraTtTa npucBsyeHa JoChigKEeHHI0 0cOBnMBOCTEN OyHKLIIOHYBaHHSI KOMMO3UTOPCHKOI LLKOMK YKpaiHW KiHua XX — no-
yaTky XXI CT. B KOHTEKCTi iHKynbTypaLinHuX i akynbTypauiiHWX NPOLIECIB, @ TaKOX aHanidy KamepHO-iHCTPYMEHTaNbHUX KOMMO-
3WLi y NpoeKUii Aianory KyrbTyp, LLO € MOTYXXHUM pKEPESIoM TBOPHOCTi Cy4acHUX YKPaiHCbKMX MUTLLB Ta 3HaxoauTb Bigobpa-
YKEHHS1 Y TBOpaxX My3U4YHOrO MUCTELTBA Ha ifeHO-06pasHoMY i HEO(DOINBKITOPHOMY CTUINICTUYHUX PIBHSX.

Knoyosi cnosa: pianor KynbTyp, MDKKYNbTypHa KOMYHIKaLis, YKpaiHCbKa LiKkona Komnoawuii, KamepHOo-
iHCTpyMeHTarnbHa My3uka.

KpasyeHko AHacmacusi MeopeeHa, kaHOuOam uckyccmeogedeHus, doueHm Kaghedpb! Kyrbmyposoa2uu u
PoeKmMo8 Kyribmypbi U UcKyccmea HauuoHarnbHoU akademuu pykogodsawux kadpos Kynbmypbl U UCKyccma

KamepHo-MHCTpyMeHTanbHOe TBOPYECTBO COBPEMEHHbIX YKPauHCKMX KOMMNO3MTOPOB B NMPOEKUUN auva-
nora KynbTyp

CraTbs NOCBSILLEHaA U3y4eHNI0 0COBEHHOCTEN (hyHKLIMOHNMPOBAHNSA KOMMO3UTOPCKOM LLUKOMbl YKpanHbl KoHua XX —
Havyana XX|I Beka B KOHTEKCTE MPOLECCOB MWHKYMNbTypauum W akkynbTypauuw, a Takke aHanuady KamMepHOo-
MNHCTPYMEHTarbHbIX COMMHEHWUIA B NPOEKUMN Anarnora KynbTyp, KOTOPbIN SBMSIETCA UCTOYHMKOM TBOPYECTBA COBPEMEH-
HbIX YKPAWHCKMX KOMMO3WTOPOB W HaXOAUT OTPaXEHUe B MPOU3BEAEHUSIX My3blKalrbHOrO WCKYCCTBa Ha WAEWHO-
06pa3HoOM 1 HeohONbKIOPHOM CTUMUCTUYECKUX YPOBHSIX.

Krtoyesnbie crioga: onanor KynbTyp, MEXKYIbTYpHas KOMMyHUKaLUMs, YKpanHCKas LKora KOMNo3uummn, KamepHo-
MHCTpYMeHTarnbHasi My3blka.

Kravchenko Anastasia, Ph.D in Arts, Associate Professor of the Culturology and Culture and Arts Projects
Chair, National Academy of Managerial Staff of Culture and Arts

Chamber creativity of modern ukrainian composers in the projection of the dialogue of cultures

At the end of the 20th century the processes of art communication and intercultural dialogue activated consid-
erably. This expedites the dynamics of Ukraine musical culture development. There are several inculturational factors
that promoted the creation of all conditions for the entry of art currents of post-industrial age into post-soviet cultural
space. Transitivity of Ukrainian culture at the turn of the century and existence of mental peculiarities of Ukrainian nation
(that causes inclination to alternative views). For multiethnic and multireligious Ukrainian space the aspiration for the
open dialogue of cultures is the basis for mutual understanding and harmonic coexistence of representatives of different
ethnic minorities. The dialogue of internal multinational environment of Ukraine is deepening and widening due to the
external dialogue of cultures. This is an aculturational factor which is both the process and the outcome of interchange,
mutual influence of cultures at the same time, with full preservation of original authentic features and cultural identity.
Existence of external contacts leads to enrichment of conception about art heritage and the import of world experience.

At the turn of the 20-21 centuries Ukrainians composers broadened their information and cultural field greatly
due to the participation in international creative and educational events: acquirement of the second higher in education
musical academies of Europe (e.g. S. Azarova, lu. Homelska), realization of grants for creative residences (lu. Homel-
ska, A. Zagaikevych, V. Runchak, L. Samodaieva, V. Sylvestrov, A. Tomlyonova, K. Tsepkolenko, L. lurina), managing
studios of musical courses (L. Dychko, V. Larchikov, L. Samodaieva, K. Tsepkolenko, O. Shchetynskiy, L. lurina) and
teaching in foreign universities against the contract (O. Krasotov).

Knowledge and impressions, received in the dialogue of cultures, a composer, as a subject of musical culture,
integrates in his/her own intellectual and creative environment. This process has its reflection in musical creativity both
directly and indirectly in two general levels — idea-image and stylistic. The latter is displayed in folklore usage that is a
part of the basis of professional composing creativity due to its picturesqueness, metaphoricalness, rhythms and intona-
tions (in chamber compositions of O. Krasotov, lu. Homelska, K. Maidenberg-Todorova). Among authentic folklore
themes and auteur quasi-folklore motifs, one can findquasi-archaic motifs in the creativity of Ukrainian composers. This
is caused by the interest to ancient traditions and mythology, aspiration for plunging into ancient-age perception of the
world and reproducing their impressions in sound reality (S. Azarova, lu. Homelska).
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