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BAI KPI3b MPU3MY KOHUENUIi FrPU W. XEU3UHIU

Y cTaTTi Ha KOHKPETHUX NpuKnagax npointoCcTPOBaHO NPaBOMIPHICTL €KCTpanonsLii OCHOBHUX O3HaK rpu, HaBe-
aeHnx M. XeiianHrolo, y nnowmHy 6anbHO-TaHLoBanbHOI KynbTypu. 3pobrieHo BUCHOBOK, LIO Ceped OCHOBHMX O3HaK
rpy, HasiBHICTb SIKMX A€ NpaBo BigHecTn 6anv o dopmu irpoBoi OisiNIbHOCTI, MOXHA Ha3BaTK NEBHUI CTyniHb abcTpary-
BaHHsi, cBOOOAM Bif NOBCSKAEHHOTO XXWUTTSI; MaTepianbHy HEBMOTMBOBAHICTb, BiACYTHICTb NMparmMaTUYHNX iHTEpPeciB; Npo-
BEAEHHS iX y cneuianbHO BiAgBeAEHOMY NPOCTOPI i Yaci Ta BIANOBIAHO 4O NEBHMX NpaBus.

Kroyosi criosa: 6an, 6ansHui TaHeup, rpa, M. XeanHra, 6anbHui eTuker.

Ec¢phaHoea CeemnaHa AnekcaHdpoeHa, riperodasamerib Kaghedpbl banbHol xopeoepaguu Kuesckoeo Hauu-
OHarlbHO20 yHUBepcumema Kybmypbi U UCKYccme

Ban ckBo3b NPU3MY KOHUeNnuuu urpbi M. XensuHru

B crtatbe Ha KOHKPETHbIX NpuMepax npounnfitoCTpupoBaHO MpPaBOMEPHOCTb 3KCTPanonAaunn OCHOBHbLIX MPU3HAKOB
Urpbl, NpuBeaeHHbIX n. XeW3nHrow, B NrockocTb OanbHO-TaHUeBanbHoW KynbTypbl. CoenaH BbiBOA, YTO Cpean OCHOB-
HbIX MPU3HaKoB Urpbl, Hann4ne KOTopbiX AaeT NpaBO OTHECTU Oanbl K q)opme MFpOBOI7I aeaTenbHOCTU, MOXXHO Ha3BaTb
onpeperneHHyto cterneHb abcTparmpoBaHus, cBO6OAbI OT NMOBCEAHEBHOM XWU3HW; MaTepuanbHyl0 HEMOTUBUPOBAHHOCTb,
OTCYTCTBME NparMaTn4eckmnx NHTepecoB; npoeeaeHne nx B cneynarnbHO oTtBeeHHOM NPOCTpaHCTBE N BpPEMEHU, a TaKkKe
B COOTBETCTBWUW C onpeaerieHHbIMU npaBuinamMmn.

Knroyessie cnosa: 6an, 6anbHbI TaHew, urpa, XensuHra, 6anbHbIn 3TUKET.

Efanova Svetlana, lecturer of the ballroom choreography chair, Kyiv National University of Culture and Arts

Ball in the light of the concept of the game J. Huizinga

Ball culture is one of the most popular topics in historical, culturological and art studies of late XX — early XXI
century. Key choreographic aspect of balls was considered by many theorists and practitioners of the art of dance, but
the priority was given to the methodical direction of investigation, resulting in numerous verbal graphic records of
ballroom dances (M. lvanovsky, M. Vasilieva-Rozhdestvenska, A. Shulgin, etc). And although art theoretical works on the
subject appeared recently (O.Zakharov, A. Kolesnikov, E. Uvarov, etc.), there is no comprehensive study established,
specifically dedicated to the ballroom-dancing culture itself (in the original sense of the term "ballroom dance", excluding
derivative forms and contemporary dance sport). Deviation from specialty methodology and development of a conceptual
level of ballroom dance studies is one of the most crucial issues of choreology.

The article substantiates an extrapolation of the main points of Johan Huizinga’s play-concept into ballroom-
dancing culture.

Play and dance cultures closely intersect in the genesis, thus we can suggest a certain similarity in their properties.
The play was expressing itself in many elements of ballroom etiquette — in costume, accessories, demeanour, gestures, etc.

Under the play we understand the type of non-productive free activity, which encloses a forgotten symbolic meaning,
unfolds in the special space and time in the form of either competition or performance (role playing) of different situations
according to voluntarily accepted but steadily followed rules and is opposed to utilitarian practical activity. Fundamental points
for determination are based on the fundamental culturological concept of the play by the Dutch historian and culture expert,
Johan Huizinga. Extrapolating the main features of the play defined by Huizinga in the ball scope, we can consider to some
extent both the whole ball system and its separate component, namely ballroom dancing, as a play.

According to Huizinga, the play is based on imaginative transformation of reality, on attempt to reveal these
images in the play. If we consider etiquette requirements for persons of different sex, age, social status, etc., we can
speak about certain "imaginative" roles, whose interaction leads to the formation of the integral play complex of ball .

Any play, according to Huizinga, is a free expression of a person, a forced action can not be a play. Despite
some difficulties with the introduction of balls in the time of Peter | and their further standartizaion, participants attended
them on their own volition, in fact, with pleasure.

The repetition, according to Huizinga, is a significant feature of the play, which spreads not only on the play
itself (a ball can be repeated many times on the same rules), but also on its internal structure (repetition of certain
fragments of passages, figures, dances on tanzmeister’s instruction).

The space limitation is even more distinctive than the time limition, since any play takes place in a predetermined play
space, where there are special rules. The play space inside is predominated by a characteristic perfect order.

A certain duality of ball (strict regulation in combination with certain liberties, desire for freedom) can be
distinguished.

Strain is one of the leading features of the play, the strain element is veiled at the ball, but present (the desire to
be the best performer of the dance, to get a partner who you feel sympathetic to, to gain fame, to establish contacts for
further settlement of family, employment, financial problems, etc.).

Each play has its own rules, different rules are inherent for court balls, masquerade balls, charitable, and social ones, etc.

The dance, according to Huizinga, is actually a play in the full sense of the word, moreover, is one of the purest
and most advanced its forms. He considers dances, performed by the dance couple at the ball, to be the best example
for play features, because there is a rhythmic alignment and a move, e.g. in the quadrille or minuet.
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Among the main features of the play, attributing balls to the form of the play activity, there can be distinguished
a certain degree of abstraction, freedom from daily life; material non-motivation, absence of pragmatic interests;
performance in a designated space and time, according to the certain rules. The entire ball system can be considered as
a play, each element of the system (core — dancing itself, costumes, verbal and non-verbal communication, etc.) can be
considered as an element of the play and as a standalone play.

The article does not purport to be exhaustive; it outlines the possible conceptual approaches for conduction of a
comprehensive study on the subject of functioning of balls as multidimensional phenomenon.

Key words: ball, ballroom dance, game, Huizinga, ballroom etiquette.

KynbTypa 6anis € ogHiclo 3 HaNMonynspHilWMX TeM iCTOPUYHUX, KYNbTYPOMOriYHUX Ta MUCTELTBO-
3HaBYMX gocnigxeHb KiHua XX — noyatky XXI ctonitra. KntoyoBuin xopeorpadivHuin acnekt 6anis posrnsgascs
BaraTbma TeopeTukamMu Ta npakTukamu TaHLUtoBarbHOro MICTELTBa, OQHAK nepeBara HagaBanacs MeToau-
YHOMY HanpsMmy po3poboK, pe3ynbTaToM YOro CTanu YUCNEHHi cnoBecHO-rpadiyHi 3anmMcm GanbHUX TaHUiB
(M. IsaHoBcbkMiA, M. BacunbeBa-PoxgecTtBeHcbka, A. LWynbriHa Towwo). | xo4a ocTaHHIM Yacom 3’aBunmcs
MUCTELITBO3HABYO-TEOPETMYHI npaui 3 npobnemun (O. 3axaposa, A. KonecHukoBa, €. YBapoBa ToLlo), A4oCi He
CTBOPEHO KOMIMIIEKCHOMO AOCHIXEHHS, crneuianbHO NPUCBAYEHOro BracHe 6anbHO-TaHUOBAanbHIN KynbTypi (Y
MoOYaTKOBOMY 3HAYeHHi TepMiHy "GanbHWI TaHeLp", BUKMOYauM NoxiaHi hopmm Ta cydacHi cnopTvBHi GanbHi
TaHui). Bigxia Big By3bkonpodeciiHoi MeTofonorii Ta po3pobka KOHLEeNTyanbHOro piBHA AoCHimKeHb 3 6anbHOro
TaHLI0 € OJHIE0 3 HAaNaKTyanbHiLWKMX Npobrnem xopeonorii.

MeTta ctaTTi — 06GrpyHTYBaTU NPaBOMIPHICTE eKCTpanonsuii OCHOBHUX MOMOXEHb KOHUenUil rpu
W. XenanHri y nnowmHy 6anbHo-TaHLoBanbHOI KymbTypMu.

IrpoBa Ta TaHUoBanbHa KynbTypu TiCHO NEPETUHAIOTLCSA Y FreHe3nCi, TOMY MOXHa NPUNYCTUTU NEBHY
noAibHICTb iXHIX BNacTUBOCTEN. IcTopia eTukeTy (Npasun nosediHkM) GanbHUX TaHuiB chopMyBanachb nodu-
HaluM 3 aHTUYHOCTI, Yacy nposefdeHHs neplwux 6anis. BigoMocTi Npo HUX, Ha Xarnb, AOCUTb OBMEXEHi.
TpaguuinHo Bignik ictopii 6anbHMX TaHUi BeayTb 3 406WM cepeHbOBIYYS, KONW Npu ABOpax KoponiB Ta geo-
Janis BrnawToBYBanu ypoumucTi 3axogm (BiNCbKOBI 3MaraHHs, puLapcbki TypHipu), WO 3a3Bu4an 3akiHiyBanu-
ca 6anom. 3a cteBepakeHHAM M. BacunbeBoi-PoxgecTBeHcbKoi, "nig yac deoganbHUX CBATKYBaHb Ha npu-
ABOpHKX Banax cyBopo AOTPMMYBanuncsa eTUKeTy Ta YnHowwaHysaHHs" [1, 23].

Ha 6anax Jogosuka XIV npuoBopHOro eTukeTy AoTpuMyBanucs ocobnmeo cysopo. lNMpuromun Jliogosumka
XIV 6ynu He nuile BULLYKaHUMM Ta PO3KILLUHUMK, a A NPeKpacHo opraHi3oBaHUMK, KOpornb ByB rapsyum npuxmnbHu-
KOM MpuaBOpHOro uepemMoHiany. 3a HaBeaeHum O. 3axapoBoto hparmeHTamu 3 "TaHUoBanNbHOro CroBHUKA", BU-
AaHoro y ®paHuii 1790 poky, MOXHa cKacTu 3aranbHi ysBneHHs npo eTtuket 6any XVII ctoniTra: "...Ha BENUKoMy
koporniecbkoMy 6ani Mormnv 6yTv NPUCYTHIMK NLLIE NPUHLW Ta MPUHLECH 3a KPOB'HO, repLioru, repLoriHi, nepu, npu-
OBOpPHI faMu Ta KaBanepu; NPUABOPHUM He Hanexano cuaity y NPUCYTHOCTI MOro BEMWYHOCTI, KaBarepy po3miLLly-
Banucs 3a Aamamu; Koporib Bigkpusas 6an 3 KOpOoreBo UM 3 NEPLUO MPUHLIECOIO 3a KPoB'to. [icnsi NOKMOHIB Ko-
ponb Ta KOponeBa MovnHanu TaHuoBaTh BpaHnb, SkvMm BigkpyBanuca npuasopHi 6anu vacis Jliogosuka XIV.
BurikoHaBLUM CBIl KynneT, KOporb Ta Koporiesa CTaBanu nosagy nap, WO BULLKKYBarnucs, KOKHa 3 Skux TaHUoBana
6paHnb no Yepa3i. | Tak BigbyBanocs Jo TUX Mip, NOKM iX BEMWMYHOCTI 3HOB He cTaBanu nepummn” [2, 226].

Y Pocii 6an gk ogHa 3 nepLumx hopm CycCrifibHOro €TUKETY akTUBHO BNpoBafXyBaBcs 3a yacis [leT-
pa |. Tak 3BaHi "acambnei" cynposogxyBanucs TaHuamu (6anamu). 3a vaciB Pociricbkol imnepii 6anu npo-
xoaumnu He nuwe y Mocksi Ta MNeTepbypsi, a n y Manopocii (4actuHa YkpaiHu, wo sxoguna go Pocincekol
imnepii). Tak, 1837 poky, konn Ogeca npuiimMana imnepatopa Mukony MNasnosuya Ta iMnepatpuuto Onekca-
HOpy ®enopiBHy, y 3ani bipxi Biabysca 6an Ha YecTb Bi3uTY. ban, 3a Biarykamu cyyacHukis, 6yB 4yaoBuMM Ta
He nocTynascs neTepbyp3bkMM Ta MOCKOBCHKUM [2, 254].

Y Garatbox enemeHTax 6anbHOr0 eTUKETY 3HAXOAuna NPosiB rpa — Yy KOCTIOMI, akcecyapax, MaHepi no-
BeiHKW, )ecTax Towo. Hanpuknag, He nuwe npykpawiansHiuM, a i "iHgopmaTMBHUM" enemeHToM Oyna MylLuka:
"po3milLieHa nig ryboto o3Havana KokeTyBaHHS, Ha nobi — Benuy, y KyTi oka — npuctpacTb Towo" [3, 84]. Y npossi
MOYYTTIB TaKOX AOTPMMYyBanucb NeBHUX npasun. Ha nodvatky XIX ctonitra y mogy yBirwnm HenpuToMHocTi. Ic-
HyBaru BOHU Nig, pisHMMKU Ha3Bamu: "HenputomHocTi [digoHn", "kanpuan Megei”, "cnasmm Hiln" [3, 84].

O. 3axapoBa CTBepAXYeE, WO "NOBOAKEHHS 3 BiSiNIOM — padhiHoBaHa CBiTCbKa rpa", Ta HaBoAWUTb ONUC
BOMOAiHHA BiAnoM 3 vyaconucy "Cymiw" 3a 1769 pik: "2KiHkM BMilOTb onaxanom 3obpaxaTu pisHOMaHiTHi npu-
CTpacTi: peBHOLLi — Tpumatoum 6ina poTa 3ropHyTe onaxano, He roBOPUTb aHi CNoBa; HEMPUCTONHA LiKaBiCTb
— 3bepiraloym COpoM’a3NmUBICTb, 3aTynse obnmnyys Po3ropHyTUM onaxasnom Ta QUBUTBLCb CKPi3b KiCTKWM onaxa-
na, Ha Lo COPOMHO AMBUTUCH NPOCTUM OKOM; KOXaHHSl — rpae onaxanom, Hadye HeMOBNS 3 irpawukamu, i po-
Ou1Tb 3 HBOrO BCE, Lo Xo4e" [2, 306].

3acypxkytoun dopmarniam eTukeTy, LWo BiaOMBaETbCA Ha NMOACLKMX CTOocyHKax, J1. Jluxadyosa gotpu-
MYETbCA AYMKW, LLIO OCOBNMBO HAOYHO NMOBEPXOBICTb Ta MOPOXHICTb MIOACHKUX BiAHOCUH NPOSBAANMUCA nig
Yyac pi3HOMaHITHUX CBITCbKMX 3abaB — TypHipiB, Mackapaais, 6anie. ABTopka BBaxae, WO 3 NANHOM Yacy
eTuKeT Bce binblue dopmanidyBaBcs, BCce Ginblue 30BHiIHA dhopMa Tshkina Hag 3MiCTOM 3aTBepaXyBaHMX
HMM UiHHOCTeN, Bce Ginblle BiH HabyBaB xapakTepy rpu, 3poCTalynch 3 iHWUMK irpoBuMKn hopmamu byTTs
NIOANHM | cTaloum BCe Binbll BUpa3HUM B eCTETUYHOMY BigHOLWeEHHI [4, 124]. OTxe, y J1. JlnuxayoBoi 3Haxo-
AUMO NIATPUMKY KOHLEeNUii Wwoao posrnsagy cucteMu bany sik rpy, Xxoya He B yCbOMY PO3AiNnsieMO KaTeropuy-
He CTaBMNeHHs 40 eTUKETY SIK (hOpMarbHOCTI.
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Y cyyacHin "KynbTyponoriyHin eHumknoneaii" 3HaxogumMo BU3HayYeHHs1 NoHATTS "rpa" — "Bug Henpo-
OYKTUBHOI BiNbHOI AiANbHOCTI, sika npuxoBye B cobi 3abyTe CMMBOSiYHE 3HAYEHHS, PO3ropTacTbCs 3apaau
3a[10BOSIEHHA B OCOBNMBUX MNPOCTOPI Ta Yaci y hopMi UM 3MaraHHs, Yn BUCTaBM (POSNIbOBOIO BUKOHAHHS) pi3-
HOMaHITHMX CUTyauiin y BiANOBIAHOCTI 3 4OBPOBINbHO NPUIRHATUMMU, ane HeyXurnbHO JOTPUMYBaHUMK NpaBu-
namu Ta NPOTUCTAaBMSETLCA YTUMITAPHO-NPAKTUYHIN akTUBHOCTI B AKOCTI cdhepu cepinosHocTi" [6, 710]. Oc-
HOBOMONOXHi MOMEHTU BU3Ha4YeHHs1 6a3yloTbCcsd Ha (yHOAMEHTarnbHIn KynbTypOrorivHii KoHuenuii rpu
ronnaHackKoro icTopuka Ta KynbTyponora MoxaHa XenauHry, suknageHa 1938 poky y MoHorpadii "MoauHa,
wo rpae" um "Npaseup” (nat. "Homo Ludens") [7].

EkcTpanontoloum OCHOBHI 03HaKW rpu, BUCYHYTI XeN3uHroto, y nnowmHy 6any, MoxHa 3 neBHO A0-
ner YMOBHOCTI, po3rnsgaTy i BClo cuctemy bany, i okpeMy Moro cknagosy, BriacHe 6anbHi TaHuj, K rpy.

3a XelauHroto, rpa 3acHoBaHa Ha 06pa3HOMy NepeTBOPEHHI AiCHOCTI, HA HaMaraHHi NPosiIBUTU L obpa-
31 y rpi. AKLLO po3rnsaaaT! eTUKETHI BUMOrM 0 Ocib pisHOi cTaTi, Biky, COLianbHOr0 CTaHy TOLLO, TO MOXHa roBO-
pUTU NPO NeBHi "obpasHi” poni, B3aeMOAiA AKUX NPU3BOAUTL 40 YTBOPEHHS LLiNiCHOrO irpoBOro Kommnnekcy 6any.

3Baxaloun Ha Te, Wo 6an € NeBHMM NPOSABOM CYCMINbHOI AiANbHOCTI NOANHN, a "HanbinbLL NOMITHI
noyaTKoBi NPOSIBM CYCMINbHOT QiSNbHOCTI MIOAMHN BCi BXe NpoHu3aHi rpoto” [7, 23], To 6e3cyMHiBHO, 6an mo-
XKHa BigHeCTu 4o neBHoi hopmu rpu.

Byab-sika rpa, 3a Xen3uHroto, € BiNbHOK Aieto 0cobu, rpa 3 NpuMycy He Moxe 3anuwaTucs rpoto [7, 25].
Monpu neBHi cknagHOCTI 3 BNpoBaakeHHAM 6aniB 3a Yacis NeTpa | Ta noganblly 4OCTATHIO iXHIO HOpMaTuB-
HiCTb, 6Ganu 3 BNacHoi Bori, GinbLue Toro, 3 padicTio BiABiAyBano GinbLUICTb y4aCHMKIB.

'pa Takox He € "byaeHHUM" abo "cripaBXHIM" XUTTAM, Lie BUXiA 3 TaKOro XuTTa B MUHYLLY cdepy Ai-
ANBbHOCTI 3 Ti BNaCcHUM ycTpeMniHHaM [7, 26]. | TyT cnig 3ragatv gymkm HO. JloTmaHa Woao XuTTa pociicbKo-
ro ctonuyHoro asopsHuHa XVIII — noyatky XIX ctonitTa, Ans skoro 6an 6yB cBOEPIgHUM CYCMiNbHUM AiACT-
BOM, A€ He Tpeba 6yno BMKOHYBaTW aHi NpuMBaTHY, JOMALLHIO POrib, aHi cnyX6o0By (BIMNCbKOBY YM CTaTCbKY)
SIK Big4aHOro Aepxasi Ta rocyaapto ABopsHMHA. TyT BiH OyB ABOPAHMHOM Yy ABOPSIHCbKOMY 3iOpaHHi, niogmHa
CBOro CTaHy cepef CBOiX. "Takum 4ymHomMm, 6an 6yB, 3 ogHOro 60Ky, cdepoto, NPOTUMNEXHOK cryxbi — obnac-
TIO HEBUMYLLEHOrO CrifKyBaHHS, CBITCbKOro BiAMOYMHKY, MicLeM, e Mexi cnyx6oBoi iepapxii nocnabnsnu-
cs. MpucyTHICTb Aam, TaHui, HOPMU CBITCbKOrO CMiNKyBaHHS BBOOUIN NO3acnyX00Bi LiHHICHI KpuUTepil, i oHUA
MOPYYUK, LLO CNPUTHO TaHLIOE Ta BMIE€ CMILLMTU AaM, Mir Big4yTn cebe BuLLEe CTapito4oro NONKOBHMKA, KN
nobyeaB y 60sx", — 3a3Havae HO. JlotmaH [5].

| xo4a nogibHe BinbHe TpakTyBaHHA 0. JloTMaHoM couianbHoi iepapxii Ha 6any nigganocsa KpuTuui 3
boky daxiBuiB 6GanbHoOro TaHuto (3okpema, O. 3axapoBoi, Aka CTBEPOXKYE, WO couianbHa HEePIBHICTb Ha Bany
aX HiK He 3rnafXyBarnacs, a HaBnaku, caM NopsAoK NPOBeAEHHS LiepeMoHiany, Hanpuknag, nocnigoBHICTb
nap y nornoHesi, niakpecntoBana coujanbHy 3Ha4YMMicTe ocobucTtocTi [2, 11]), BCe 04HO BipHUM 3anuLiaeTbCcA
NOMNOXeHHS Npo Biaxig Big 6yAeHHOCTI B iHLWY cdepy XKUTTS 3i CBOIMU NpaBuriamm.

Bban sik ocobnuea dpopma rpu npuKpaLlae X1TTs, 3arnoBHIOE MOro Ta pobutbest HeobxiaHumM. BiH HeobXia-
HWA iHaMBIgYYyMy K BionoriyHa doyHKLs, | HeOOXiaHUIA CycninbCTBY B CUMY YKNaZeHoro B HbOMYy CEHCY, B Cury
CBOr0 3Ha4Y€eHHS, CBOET BUPA3HOI LIiHHICTb, @ TAKOX AYXOBHUX i COLlianbHUX 3B’A3KiB, AKi BiH NOPoaxXye. 3a XensnH-
roto, Lie 03HaKu KynbTypHOI doyHKLUIT [7, 27]. OTxe, rpa, Y HawoMy Bunagky 6an, HagineHi KynbTypHOR (OyHKLE.

3aMKHYTICTb, BiAMEXOBaHICTb € OAHIEI0 3 KIMOYOBUX O3HAK Ipu, sika NOBHOK MipOl nNpuTamaHHa 6any
[7, 28]. Ban BigokpemnoeTbCA Big OyAEHHOrO XUTTA MicLeM i TpusanicTio. ToOTO B NeBHUI Yac 6an noynHa-
€TbCS | B NEBHUI Yac MOMY HacTae KiHeub. [oku BiH TpuBae, nogibHo Ao rpu, Y HbOMY € pyx Bnepen Ta Hasag,
YepryBaHHsi, YeproBiCTb, 3aB’sA3Ka, po3B’sA3ka. ban 3akpinntoeTbCsa SK KynbTypHa dopma, 3anuaeTbes y
nam’aTi SK sikeCb AyXOBHE TBOPIHHSA Y1 OYXOBHA LiHHICTb, NpaBuna nepeaarTbCa Big OOHUX 4O iHLWKWX, BiH MO-
Xe 6yt nosTOpeHun. NoBTOPIOBaHICTb, 3a XEN3NHIo, CyTTeBa BNACTMBICTb Py, Ska PO3NOBCIOAKYETLCA He
nvwe Ha Bcto rpy (6an 3a TMMM caMumn NpaBunamy Moxe OyTu NOBTOpeHU BaraTto pasiB), ane W Ha ii BHyT-
piwHio Bynosy (MOBTOP NEBHUX doparMeHTiB Xoau, diryp, TaHLiB 3a BKasiBKOK TaHuMmelncTepa) [7, 28].

LLle viTkiumm 3a YacoBe OOMEXEHHS1 € OOMEXEHHST MicLieM, OcKinbkn Byab-sika rpa BigbyBaeTbes y 3a-
3ganerigb BU3Ha4eHOMYy irpoBOMY NpOCTOpi, Ae AitoTb 0ocobnuei npasuna. 3a 06pa3HUM BUCITOBOM XensuHru, "ue
TUMYaCOBI CBITU yCepeauHi CBITY 3BUYanHOro, NpusHayeHi ANs BUKOHaHHS SKOICk 3aMkHyTol B cobi aii" [7, 28].

BcepeauHi irpoBoro npocTopy naHye nputaMaHHUiA Tinbkv MOMY JOCKOHanum nopsgok [7, 28). MNpo crpo-
ricTb LlepeMoHiany Ha 6anax Jltiogosuka X1V iwnocs euie. 3a ceigyeHHsM M. BacunbeBoi-PoxaecTBEeHCHKOI, Ha
cycninbHMx G6anax XIX cToniTTs Takox icHyBaB YiTKMI LiepemoHian: "bins Bxody A0 TaHLoBarbHOI 3anu KoxHa
AamMa oTpumyBana KapTky-nporpamMy, e BkadyBanucst Ha3su TaHUiB Ta MOPSO0K IXHLOTO BUKOHaHHSA. Kpim kapTku
AamMa oTpumyBaria sikyCb irpaLLKy Yv npukpacy — emonemy 6any. Hoeui TaHeub Tpeba 6yno TaHuoBaTh 3 iHLIMM
kaBanepoM" [1, 159]. MpuaBopHi 6anu BiPI3HANUCE GINbLLIOK HOPMATUBHICTIO. MOKIMOHWU, KOCTIOMM NMOBWHHI Bynn
330BOSBbHATA CyBOPI BUMOTM NPUABOPHOIo eTukeTy. 3 TaHuiB y XIX gonyckanucs nvwle noroHes, Banbe Ta kaj-
pvnb. Hasea Ta TpMBanicTb KOXXHOro BanbCy BCTaHOBMOBanNuca 3asganerigb [1, 159].

3a cBigyeHHam O. 3axaposoi, y XIX cToniTTi npaBmna XopoLloro TOHy He JO3BONANM JaMaMm Ta fis-
yaTaM TaHLIBaTK 3 He3HaNOMMMK kaBanepamu. [ng kagpuni Banbcy, NOMbKM 4O3BONSANOCS NpeacTaBnsaT
KaBanepa nig 4Yac 6any 4n neped nodyatkoMm TaHuto. KOTUNbOH Ta Masypky TaHutoBanu 3 gamoto, 6yamHok
sKoi BM BigBigyeTe. Nopsaaok TaHuiB 3anncyBanu y creuianbHi KHUWKeYKW, siki Hasueanu "areHgamn”. Bkpan
HEenpUCTOMHO NoKasyBaTu CBil areHa CTOPOHHIM [3, 374].
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| BCe X, MOXHa roBOpUTU NMpPO MEBHY AyaniCTU4HiCTb Gany (CyBopa pernameHTauis y noeaHaHHi 3
NEeBHUMW BOSbHOCTAMM, MparHeHHsM Ao cBoboaum). npo ue rosopuTsb i 0. JlotmaH: "BuHukana rpamaTuka
Bany, a cam BiH ckrnagaBscs B AesKy UiniCHy TeaTpani3oBaHy BUCTaBy, B SKill KOXXHOMY enemMeHTy (Big Bxoay
00 3anu oo po3’isay) Bignosiganu TMNOBI eMoLi, dikcoBaHi 3Ha4YeHHs, cTuni noeefiHku. OgHaK CTpornni pu-
Tyan, wo Habnmwkas 6an ao napagy, pobus TMM GinbLll 3HAYYLLUMMKU MOXNMBI BigCTyNW, "0anbHi BONbHOCTI",
AKi KOMMNO3ULIMHO 3pocTanu Ao horo dpiHany, byayoum 6an gk 6opiHHS "nopsaaky” i "csobogun”. OCHOBHUM
enemMeHToM B6any sik cycninbHO-eCTeTUYHOro AicTea 6ynu TaHui" [5].

Hanpyra € ogHieto 3 NpoBiAHUX O3HAK rpW, BOHA € CBiOYEHHSIM HEBMEBHEHOCTI, ane W HasBHOCTI LUaHCy.
Hanpyra rpv nignae paBus BUNpobyBaHHIO: MOro disuyHi CyUnu, 3aB3aTiCTb, BUHAXIANMUBICTb, MYXHICTb | BUTpMBa-
nicTb, ane pasoM 3 TUM i MOro OyXOBHi CUIMW, OCKIMNbKKU BiH, 30ypeHui nonym’aHnM BaxkaHHsaM BUrpaTti, 3MyLLEeHNI
TpUMaTUCA B NPUMNUCYBaHWX MPOK0 pamkax Jo3sorieHoro [7, 29]. Ha 6any eneMeHT Hanpyri npuxoBaHWiA, arne npu-
CYTHI (DaXXaHHs1 CTaTU HaKpaLLyM BUKOHABLIEM TaHLiB, MOTPaNUTK Y Napy 3 TUM, KOMy CUMMAaTU3YeLL, MPOCraBu-
TWUCS, BCTAHOBUTW KOHTAKTW s NOAANbLLOIO BUPILLEHHS CIMENHMX, CNYy»O0BWX, hiHaHCOBMX Npobrem ToLLo).

KoxHa rpa mae cBoOI npaBuna, pisHi npaBuna nputaMmaHHi npuasopHuM, 6anam-mackapagam, 6naro-
OiHUM, cycninbHMM ToLo Ganam.

IrpoBOMY CMiBTOBapUCTBY NpuUTamMaHHa CXWMbHICTb 36epirati CBil NOCTIMHWIA cknag i nicns Toro, K
rpa Bxe ckiHuMnacda. beayMoBHO, He MOXXHa rOBOpUTK NpO KNyGHY cuctemy, nos’ssaHy 3 6anamu, ane Xeun-
3MHra Hanonsrae, Wo "npMramaHHe yYyacHukam rpu BigyyTT4, WO BOHM CMiflbHO nepebyBaloTb B SKOMYCb BU-
HSATKOBOMY CTaHOBWLL, CMiNbHO POBnATb OQHY BaXMUBY CripaBy, BiAOKPEMITOYUCH Bif iHLWWX | TopuBaoym 3
3aranbHUMK s BCIX HOPMaMK, NpoCTArae cBol Yapu ganeko 3a mexi TpuanocTi okpemoi rpu” [7, 30]. Mo-
[iOHWI cTaH nepexuBanu i yyacHukn Ganis, 0GroBoproloYM HACTYMHOro AHSA nogii Ha 6any, 3ycTpiyarymch
AK CTapi 3HaoMi Micns BYOPALLHbOro BaribCyBaHHA TOLLIO.

TaHeupb, HA OYMKY Xen3uHru, € BriacHe rpoto y NMOBHOMY CEHCi LIbOro CroBa, 40 TOro X, OfHIel 3
HaNYUCTIWMX Ta HaWgoCKoHanWmnx noro oopM. ABTOP pPo3yMie, LLO irpoBa AKICTb TaHUK He B YCiX Moro ¢go-
pMax po3KpUBAETLCH OAHAKOBO MOBHO. Ane came TaHLUi, Lo BUKOHYOTLCHA Napoto Ha 6any BiH BBaXkae Taku-
MW, Oe HanbIinbL YiTKO CrocTepiratoTbCs irpoBi AKOCTI, OCKINbKM TYT € pUTMiYHE BUOYLOBYBaHHA Ta pyX, Ha-
npuknag y MeHyeTi 4Yn kagpwni. XensumHra CTBEPLKYE, WO "TaHeub — Lie ocobnuea Ta 4OCUTb AOCKOHana
copma camoi rpu sk Takoi" [7, 159].

Y TaHUi XensuHra Bbayae BHUIM irpOBMI NOYATOK, OCKINbKW BiH akTyani3yeTbCA B MOMEHTI BUKOHaH-
HA. MycuyHe MUCTeUTBO, 0 SIKOro XensunHra BigHOCUTb TaHeup, "€ QiANbHICTIO | SK AiNbHICTb CPUNMaETb-
Csl Y MOMEHT BMKOHaHHS! YCAKUI pas, Konwu Lie BUKOHaHHS BigbysaeTbca" [7, 159].

Omxe, cepeq, OCHOBHUX O3HaK rpu, HasiBHICTb AKMX Aae NpaBo BigHecTn Banu 0o dopmu irpoBoi gis-
NBHOCTI, MOXHa Ha3BaTu NEBHUW CTyNiHb abcTparyBaHHs, cBoboAN Big MOBCAKOEHHOMO XUTTS; MaTepianbHy
HEBMOTMBOBAHICTb, BiACYTHICTb NparMaTUYHUX iHTEPECIB; NPOBEAEHHS B CnewjianbHO BiaBedeHOMY NpoCcTopi
i Yaci, BignoeigHoO A0 neBHMX npasun. Bca cuctema 6any moxe B6yTn po3rnsiHyTa sk rpa, 04HOYaCHO KOXeH
efemMeHT cucteMu (CTPUXKHEBUA — BNAcHe TaHLi, KocTioMK, BepbanbHe Ta HeBepbarbHe ChinkyBaHHS TOLLO)
MOXe po3rnagaTucsa 9K eneMeHT rpuy i Sk camocTinHa rpa.

CrtaTTa He npeTeHOye Ha BMYEPMHICTb, a NMLE HaKpPecrie MOXNMBI KOHUenTyanbHi nigxoan Ao
NpoBeAEeHHSA KOMMIEKCHOro AOCHiAXeHHA Npobnem yHKLioHyBaHHA 6aniB Sk 6aratoacnekTHOro sBumLLa.
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MODERN ART IN A CONTEXT OF EXHIBITION ART-KYIV CONTEMPORARY

The article is about contemporary art and it's historical and art valid. How can be the contemporary art be writ-
ten into history? Is the notion of "contemporary art history" or a "history of contemporary art" a contradiction in terms?
This article accepts the challenge of exploring the complexities both of contemporary art as a now "historical" phenome-
non (as the years between "now" and 1985 expand in number) and of contemporary art as potentially the cutting edge of
what people calling themselves artists (or understood by others as such) are making and doing in this increasingly com-
plex and globalized economy of cultural practices. And of course for better understanding there is an investigation of the
big exhibition Art-Kyiv Contemporary 2015.

Keywords: culture, Art-Kyiv, contemporary, forum, Mystetskyi Arsenal, dialogia.

leaHoecbka HiHa B’siyecnaeieHa, acnipaHmka HauioHansHOI akademii kepigHUx kadpige Kymbmypu i muc-
meume, meHeOxep npoekmie HKMMK "Mucmeubkuli ApceHan"

CyyacHe mucTeuTBO Ha npuknaai Buctasku ApTt-Kuis 2015

Y cTaTTi po3KpMBaOTLCSA OCHOBHI MUTAHHSA Cy4aCHOrO MWUCTELTBA, iICTOPUYHOI i MUCTELBKOI CNaLUmMHUL: SiK CydacHe
MUCTELITBO MOXe OyTu BriMcaHe Ta iHTerpoBaHe B icTOpii? Yu icHye NoHATTA "cyyacHe MucTeuTBO3HaBCTBO" abo "icTopis
cydacHoro mucteutsa"? CTaTTs TakoX BMBYAE CKIAAHICTb Cy4acHOro MMCTeuTBa sk "ictopuuHoro” sisvwa. Jocnigpkyetbes
Cy4acHe MUCTELTBO Ta TBOPYICTb Xy[AOXHMKIB, SIki NpaLtoloTh Ta XXUBYTb B YMOBAX €KOHOMIYHOI | KynbTypHOI rnobanisavi. [Jns
KpaLoro po3yMiHHS OOCHiKEHHA NPOBOAUTLCSA Ha NPUKIai BUCTaBKM cydacHoro mucteutsa ApT-Kuis 2015.

Knroyosi cnoea: kynbTypa, ApT-KuniB, cyvacHictb, hopym, Mucteubkuin ApceHan, gianoris.

UeaHoeckass HuHa BsiyecnaeogHa, acriupaHmka HayuoHanbHolU akademuu pykogodsuux kadpos Kyrbmypbl
u uckyccme, meHedxep npoekmos HKXMK "Mbicmeukuli ApceHan"

CoBpemeHHOe UCKYCCTBO Ha npumepe BbicTaBku ApT-Kues 2015

B ctaTbe packpblBalOTCA OCHOBHblE BOMPOCHI COBPEMEHHOIO UCKYCCTBA, MCTOPUYECKOrO M XyOO0XEeCTBEHHOro
Hacnegus: Kak coBpeMeHHOe UCKYCCTBO MOXET ObiTb BMNMCAHO M UHTErpMPOBaHO B nctopun? CyllecTByeT N NoHsThE
"COBPEMEHHOr0 MCKycCTBOBEAEHMA" NN "MCTOpUSi COBPEMEHHOro mnckyccTBa"? CtaTbsl Takke U3yvaeT CMOXHOCTb CO-
BPEMEHHOIr0 UCKYCCTBa Kak "McTtopuyeckoro" sisneHus. Miccnegyetcss COBPEMEHHOE NCKYCCTBO M TBOPYECTBO XYAOXKHU-
KOB, KOTOpble paboTaloT U XMBYT B YCIOBUSX SKOHOMUYECKOW W KyNbTypHOM rnobanusaumu. Onsa nyyero noHMmMaHus
ncecnegosaHve NpoBoOANTCA Ha NpUMepe BbICTaBKU COBPeMEHHOro uckycctea Apt-Kues 2015.

Knrouessie criosa: kynbTypa, ApT-Knes, coBpemMeHHOCTb, (hopyM, Ananorus.

What does it mean to be contemporary? This is a pressing question about how one might live now
as well as a continuing inquiry into what kind of modernity is most suitable to present circumstances. Indeed,
in many parts of the world — notably much of Asia, Latin America, Africa, and the Middle East — posing it has-
tens responses to the challenges of contemporary life. It is, therefore, a question for the world. How does this
kind of questioning manifest itself in contemporary art?

A useful starting point is to acknowledge that the concept of contemporaneity has much greater potential
than the mindless up-to-dateness that attends the word "contemporary" in much ordinary language and art-world
usage. The etymology of the word itself is helpful in this regard. The Oxford English Dictionary’s four definitions,
for example, bespeak a multiplicity of ways of being in time, and of so existing with others — who may share some-
thing of our own temporality but may also live, contemporaneously, in distinct temporalities of their own (and thus
share a sense of the strange-ness of being in time, now). This is to understand particular contemporaneity to
mean the immediacy of difference. "Difference" is understood in three strong senses: difference in and of itself;
difference to proximate others; and difference within oneself. To be contemporary, then, is to live in the thickened
present in ways that acknowledge its transient aspects, its deepening density, and its implacable presence.

What might be said of contemporaneity in a more general or historical sense? In the Oxford dictionary,
the word "contemporaneity" is defined, simply, as "a contemporaneous state or condition," one that could, of
course, occur at any place or time, and be experienced by individuals, groups, and entire social formations. Yet
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