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The purpose of the article. The research is related to the search for new means and methods of justifying the
aesthetic and ethical-moral norms as the ground for analysis of the principles and devices of performative techniques in
contemporary dance art. The crisis of certain development models of contemporary dance art does not always consider
the place and the role of an experiment in perceiving the emergence of choreographic lexis and the conflict of social,
political and spiritual transformation in the dance art. There is a comparative review of contemporary Polish art perfor-
mances, which exploit different principles and techniques for interaction with the audience and the space on the base of
the individual creative work of Polish choreographers. The research studies the principles and devices of performative
techniques as the instrument of emotional and social expression of an individual within the emotionally oriented environ-
ment with the help of verbal interaction with the perception object. Methodology of the research lies in the application of
the comparative and historical logical methods. The previously mentioned methodological approach enables revealing
and analyzing certain models concerning anthropological components of performative practices in order to find the dy-
namic view of the contemporary dance future and new dimensions of its origin and visual perception. Scientific novelty
of the work consists in broadening of the image of the artist’s freedom evolution in different types of contemporary dance.
Contrastive analysis of the Polish contemporary art performances and the stated system of contemporary dance and the
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beginning of post-modern experiments gives an opportunity to understand better the anthropological determinant, which
gradually deepens the analysis of creative initiative in acknowledging the essential individual artist's freedom. Conclu-
sions. Understanding the development of paradigmatic systems, based on the moral component of contemporary dance
art gives the new starting point for reformative activity in the direction of considering universal human values. The con-
temporary choreographic art establishing itself on the moral universal principles and authentic approach to creation of the
new principle of movements advances to strengthening itself as an energy field of modern culture.

Keywords: social and cultural paradigm, anthropological paradigm, performance, performer, Actionism art, pro-
cess translation, contemporary, social and psychological break dance, art-therapy, collective stamina.

Llla6aniHa OneHa MukonaieHa, kaHOudam mMucmeymeosHascmea, doueHm, 3asidysay kaghedpu Cy4acHoI xo-
peoepapii Xapkiecbkoi depxkagHoi akademii Kynbmypu

MepeTuH nepcopmaTuBHOro 1 xopeorpadiyHoro mucteuTB CxigHoi €Bponu no4yaTtky XX| cToniTra

MeTta po6oTu. [locnigXeHHst NoB'A3aHe 3 MOLIYKOM HOBUX 3acobiB Ta MeTodiB OOrpyHTYBaHHA €CTeTUYHUX 1
MOparnbHO-eTUYHUX HOPM SK OCHOBMW AN aHarnisy npuHUMNIB i NpuinomMiB nepdopmMaTUBHUX TEXHIK B Cy4acHOMY XOpeo-
rpaciyHomy mucteuTBi. Kpusa neBHMX Mogenemn po3BuTKY Cy4acHOro xopeorpadiyHoro MUCTeLTBa He 3aBXaN BPaxoBye
MicLie Ta porb eKCMEPUMEHTY B CMIPUMHATTI BUHUKHEHHS XOpeorpadivyHOl NEKCUKM 1 KOHMNIKTY couianbHMX, NOMiTUMHNX
Ta AYXOBHUX NEpPeTBOPEHHAX B MUCTEUTBI TaHulo. HaBegeHo komnapatuBHWiA ornsag nepdgopmaHciB cy4acHOro mu-
cteutBa [lonblli, B SKMX 3aCTOCOBaHi Pi3Hi 3a MpUMHUMNAMK TEXHikM poOOoTWU i3 rnggayvem i NPOCTOPOM Ha OCHOBI
iHaMBIQYyanbHOI TBOPYOCTI xopeorpadis MNonbLi. Po3rnsgaTbcs NpuHUMNKY i npyuioMmn nepopmMaTUBHUX TEXHIK SK iH-
CTPYMEHTY €MOLIMHOIO i couianbHOro BUpaXeHHs 0COOMCTOCTI B EMOLINHO OpiEHTOBaHOMY CepefioBMLLi 3a 4OMOMOro
BepbanbHoi B3aemogii 3 06'ekTom cnpunHaTTa. MeTogonoria JOCNioXEHHsI Nonarae B 3aCTOCYBaHHI KOMMNapaTuUBHOIO,
icTOpMKO-noriYHOro MeToAis. 3azHavyeHU MeToAOoNOrYHUIA Niaxia A03BONSE PO3KPUTY Ta NigAaTu aHanidy nesHi mogeni
CTOCOBHO @HTPOMOJONYHOI KOMMOHEHTN NepdOPMaTUBHNX MPAKTUK 3 METOK 3HaNTW AMHAMIYHWIA NOrNsaa Ha ManbyTHe
Cy4acHOro TaHLo, HOBi BUMIpW MOro BUHWKHEHHS Ta BidyanbHOro npunHaTTs. HaykoBa HoBM3Ha poboTu nonsrae B pos-
LUMPEHHI yABNEeHb NPO eBONioLi0 CBOGOAM MUTLA B Pi3HMX BMAAX Cy4aCHOro TaHLto. [opiBHANBHMI aHani3 nepdopMaHciB
cyyacHoro muctelTsa lMonbLuyi Ta ycTaneHoi CMCTEMU MOAEPHOIO TaHLK0, Ha4arno NOCTMOAEPHUX EKCIEPUMEHTIB 11 3acobu
nepcopMaTMBHOIO TaHLIIO CbOTOAEHHSI HaJae MOXIMBICTb rMubLLE YCBIAOMUTU aHTPOMOSOriYHY AeTePMiHaHTY, SKa MoCTy-
NnoBO MOrnMMBIE aHarnia TBOPYOro Havyarna y BUM3HaHHIi HeobXxigHoi cBoboam ocobuctocTi MuTusi. BucHoBKkM. OcMucneHHs
PO3BUTKY NapagurMaribHUX CUCTEM, LLO 3aCHOBaHi Ha MOParibHill CKNagoBi Cy4acHOro MUCTELTBA TaHLIO JA€ HOBY TOYKY
BiAniky AnA pedopmaTopchKoi AiAnbHOCTI B HANPAMKY BpaxyBaHHS 3aranbHOMIOACHKUX LiHHOCTEW. MucteuTtBo cydacHoi
xopeorpadii, po3byaosytoun cebe Ha MopanbHNX 3aranbHOMIACEKUX NPUHLMNAX Ta aBTEHTUYHOMY MiAxodi A0 YTBOPEHHS
came HOBOrO NPUHLUMMY PYXy NPOCYBAETLCA A0 CAMO3MILIHEHHSI K €HePreTUYHOrO MOMA Cy4acHOT KynbTypu.

KntoyoBi cnoBa: coLokynbTypHa napagurma, aHTpornonoriyHa napagurma, nepdopmaHc, nepcopmep, akuioHicT-
Cbke MUCTELTBO, TPaHCNAUIS npouecy, KoHTemnopapi, coljianbHo-ncuxonoriyHnin bpenk gaHc, apT-Tepannis, KonekTnBHa
BUTPUBANICTb.

llabanuHa EneHa HukonaeeHa, kaHOudam uckyccmeosedeHusi, doueHm, 3asedyroujasi kaghedpol cospe-
MeHHOU xopeoepaghuu XapbKogckol 2ocydapcmeeHHOU akademMuu Kyrbmypbl

MepeceyeHune nepcopmaTMBHOro u xopeorpacguyeckoro uckyccte BoctouHon EBponbi Hayana XX| Beka

Llenb pa6oThl. ViccnenoBaHne CBA3aHO C MOMCKOM HOBbIX CPEACTB M METOA0B 0OOOCHOBaHUSI 3CTETUYECKUX U
MOpanbHO-3TUYECKMX HOPM KaK OCHOBbI AN aHanu3a NpuHLMNOB 1 NPUEeMOB NepgOpMaTMBHBIX TEXHWUK B COBPEMEHHOM
xopeorpadunyeckom NCKyccTBe. Kpnsuc onpeaeneHHbIX MOAEenen pasBntua COBPEMEHHOrO Xopeorpagnyeckoro nckyc-
CTBa He BCerga y4nTbiBaeT MECTO W POfib 3KCNEPUMEHTA B BOCMPUATUM BO3HUKHOBEHMS XOpeorpadnyecKon NEKCUKN 1
KOH(pMMKTa coumanbHbIX, NONUTUYECKMX W OYXOBHbIX NPEBPALLEHUSAX B UCKycCTBe TaHua. [pvBeaeH komnapaTuBHBIN
0630p nepdopMaHCOB COBPEMEHHOIO MCKyccTBa [MonbLun, B KOTOPbIX NPUMEHEHbI Pa3Hble 3a NPUHLIMNAMU TEXHWKN pa-
60Tbl CO 3puTENEM 1 NPOCTPAHCTBOM Ha OCHOBE MHAMBWAYanbHOro TBopyecTBa xopeorpados lMonbwun. PaccmaTpuBa-
HOTCA NPUHLMMBLI U NpUeMbl NepdOpPMaTUBHBIX TEXHWUK KaK MHCTPYMEHT 3MOLMOHANBbHOMO U COLMAnbHOTO BbIpaXeHust
NNYHOCTU nNepdhopmepa B IMOLIMOHANbLHO OPUEHTMPOBAHHOMW cpeae C NOMOLLbI0 BepbanbHOro B3aMMogencTems co 3pu-
Tenem. Metogonorusa nccnefoBaHns 3aknioyaeTcd B MPUMEHEHUN KOMMNapaTuBHOMO, UCTOPUKO-NOMMYECKOro METOA0B.
OTMeYEeHHbI METOAONOrMYECKUI NOAXOA NO3BOMNSET PacKpbiTh M MOABEPrHYTb aHanu3y onpenerieHHble Moaenu nep-
opMaHca OTHOCUTENbHO aHTPOMOMOrMYEeCKOW KOMMOHEHTbI NepdOpMaTMBHBIX NPaKTUK C LUENbio HAWTU AUHAMUYECKUIA
B3rnsa Ha Gyayllee COBPEMEHHOMO TaHLa, HOBbIE M3MEPEHUSI Er0 BO3HUKHOBEHWSI U BU3yanbHoOro npuHatusa. HayyHas
HOBM3Ha paboTbl 3aKMYaeTcs B pacluMpeHun npeacTaBneHuin o6 asonoumn cBoboabl XyooXKHUKA B pasHbIX BuAax
CoBpeMeHHOro TaHua. CpaBHUTENbHbIN aHanM3 nepdopMaHCOB COBPEMEHHOIO McKyccTBa lMonbLlum 1 yCTosIBLUEWCS CU-
CTeMbl MOAEPHOr0 TaHLUa, Hayaro MoCTMOAEPHbIX IKCMEPUMEHTOB U CPeAcTB MepdOpMaTVBHOIO TaHLa HbIHELIHEro
BPEMEHM NPefoCTaBnAeT BO3MOXHOCTb rnybxe O0COo3HaTb aHTPOMONOrMYEecKyld OeTePMMHAHTY, KOTopas MOCTEeNneHHO
yrnybnseTt aHanm3 TBOPYECKOro Hayana B Npu3HaHnmM Heobxoaumon cBoboabl NMYHOCTU XyAoXHuKa. BeiBogbl. Ocmbic-
neHne pasBUTUS MapagurmManbHUX CUCTEM, KOTOpble OCHOBaHbl HA MOpParbHON COCTaBMSAOLLEN COBPEMEHHOIO WCKYC-
CTBa TaHLa AaeT HOBYK TOYKYy OTcyeTa Ansi pedpopMaToOpPCKON AeATENbHOCTU B HaNpaBneHun ycuneHnst obLieyenose-
Yeckux LeHHOCTEN. VICKycCTBO COBpeMeHHOW xopeorpaduu, npocTpamBasi cebsi Ha MoparnbHbIX 0OLleYenoBeyYecknx
npyHUMNax u ayTeHTUYHOM noaxone obpas3oBaHUsi UMEHHO HOBOMO MPUHUMMA ABUXEHUS MPOABUraeTCsl K YKPEMNEeHUIo
3HEepreTNYecKoro nonsi COBPEMEHHON KynbTypbl.

KnioueBble crnoBa: coLoKynbTypHasi napagvrma, aHTpononornyeckas napagurma, nepcgpopmanc, nepdopmep,
aKUMOHMCTCKOE WCKYCCTBO, TPaHCMAUMS npouecca, KOHTeMnopapw, coumanbHO-ncmxonormdeckun bpenk agaHc, apt-
Tepanusi, KONNeKTUBHAs BbIHOCIMBOCTb.

Introduction. Traditional art is realized through the social and cultural paradigm. Essentially, it is

about the directionality from culture to a person with an affirmation of academic ideals and the principles of
their perception. In the situation of establishing the post-modern "image-spectator” relation, the art is based
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on another — anthropological — paradigm, its directionality from person to culture with an opportunity of spec-
tator and author joint authorship. Thus, neo-avant-gardism art of the 70-80s of the 20th century becomes the
platform for development of the performance the aesthetics, based on the priority and self-reliance of the
creative act. While in the USA the performance stands for professionalized activity being similar to perform-
ing arts (such as a dance, music and singing), in Europe and Canada it retains its radical character, freedom
and splendid intimate origin. There are evidences in the "conceptual shamanism" by |. Base and "living
sculptures” by Gilbert & George.

Thematic justification. Today, a performance is based on creativity, which is a way of living. Perform-
ers are those who create, perform actions and speak in their own voice, unlike actors who execute scenari-
0s. Artists created performance in the XX century. Today, it can be found in theatres, but also in visual and
musical production. A performance is not to solve a problem. J. Natell says that it is not even aimed at mean-
ing something. However, more and more issues are raised to evoke finding a solution or, at least, searching
for its direction.

Today’s experience of performative art development comes to the intersection with the contemporary
choreographic art, because the range of dimension of the contemporary dance is wide — from social dance
(sub-cultural communication traditions through movements) to the body theatre (theatrical performance that
goes beyond theatre). Sometimes, a dance may flow from repetition of a single routine movement that never
occurred to be called a dance. Sometimes, a dance absorbs acrobatic movements, sophisticated forms of
coordination and elements of martial arts within the psychological consistency of movements. In other words,
a dance may encompass a variety of generally accepted as well as unusual movements that allow exploring
your own body in terms of coordination, elevation, gravitation and ability to employ contact communications
within improvisation right here and right now. This is how the P. Bausch theatre, Ohad Naharin’s Batsheva
Dance Company work with the movements, while studying the means of movement creation, creating the
dance where each movement speaks of current problems and provokes the spectator to co-create the story
he sees. Focused on the performance format as an Actionist form of art dance becomes created in a real
time, it depends on the actions of the performing author that the spectator watches. In part, a performance
originates from ancient traditions of the people's theatre. Commedia dell'arte is the best to represent this kind
of European experience. Commedia dell'arte (Italian) is also called a comedy of masks. It is a form of theatre
characterized by improvisation based on a scenarios or sketches with a short storyline and actors in masks.
The actors took only one character and led it through life, which made them unrivalled in improvising for
many hours. The skomorokhs was a similar experience of the East Slavs. That experience was later passed
from Kyivan Rus to Ukrainian Cossack state.

Research analysis. The cultural anthropology, as a science that studies human behavior and the re-
sults of its activity, was established in early 20th century. Many specialists such as Claude Lévi-Strauss [7],
and Ihor Kon[6] made contribution to the development of this discipline. Anthropological paradigm develop-
ment issues in culture is quite new for national science, art, education but they have already been reflected
in the works of such scientists as H. Kabakova [5], andV. Rozin [8]. The art of performance has been con-
sidered by D. Bulychova [2], A. Tarasov [9], and Y. Zakharova [3]. N. Balynina [1], and V. Lauson [4], have
analyzed performance in choreography of the Western countries. Contemporary dance art of the Eastern
Europe develops through the implementation of Western Europe experience and author researches of mod-
ern choreographers. Polish Dance Platform — the project for studying the contemporary dance art experience
of Eastern Europe, Ukraine and Georgia, presented by Jadwiga Grabowska (Jagiellonian University, Kra-
kow) and Grzegorz Kondrasiuk (Maria Curie-Sktodowska University, Lublin), is based on the cultural organi-
zation Zelyonka, headed by Anton Ovchynnykov in partnership with Oleksandr Manshylin (Ph.D. in Art Histo-
ry in KNUCA) [12]. Analysis of the facts of creative experience of contemporary Polish choreographers such
as Aurora Lubos, Maciej Kuzminski, Kuli Rosna, Kenneth Flake, Janusz Orlik and Hygin Delimat enlightens
the patterns and personal instruments of the authors of the "Choreographic Territories — Eastern Partner-
ship" cultural project, who unveiled the whole variety of techniques aimed at creating a performance includ-
ing video sequences and water on the stage. The "wide-screen" staging of the mix of plastic and social ideas
of an author has been realized through five one-act short but accurate forms.

Aurora Lubos’ performance "Acts" is an actively provoking key to the doors behind of which the do-
mestic violence takes place. It starts long before the official announcement. Aurora is lying at the doorstep
amidst broken dishes. Even before the official start of the performance, a viewer gets a right to literal-
ly/physically step over the desperate woman.

- How do women respond to that? — They overstep.

- And how do men react? — Hesitate but step over the actress, as well.

Let us analyze the part offered to the viewer, who has to make a choice at the very beginning:

- violation of personal qualities in case of disagreement and acceptance of the fact of provocation;

- retreating from the role of participant to the role of a silent observer;

- disagreement and challenge by means of leaving stage...

Now the viewer is just an observer, who has refused to give a helping hand to his neighbor. May he
feel humiliated? Or offended? During the discussion I'm told that not everyone steps across. Some go away,
some are offered by the performer to drop in when all pass. That is, the performer gives space for the viewer

239



MucTeuTBO3HABCTBO Shabalina O.

so that he/she could be the part of the performance. | did not have the cruelty to ask during the discussion
whether the author had experienced domestic violence in her life.

The performer unlike the actor acts from his/her own self, but in Aurora Lubos’ "Acts", "the desperate
woman" carries double and even triple line:

- the victim of violence;

- the presenter of violence against herself without any external actors, which sometimes resembles
masochism;

- tyrant using the means of violence against the viewer manifested in the form of offers of some
vodka and a piece of cake.

Is sharing the role of the victim is the real offer from the victim herself? The viewer on his/her own
place may refuse, may accept the insistent silent treat.

Is there any need in partner within this space? One partner is a viewer, another is absent but mani-
fested his presence through the result of communication on the appearance and state of his partner.

The translation of the violence is shown by the woman’s actions and results in conscious accepting
herself as a victim: demonstration of red hands, tears while handwashing the child’s clothes, writing the ex-
amples of violence on the walls. The translation is enhanced by the video of self-torturing, such as pouring
lemon juice into her mouth, playing with the knife at her face. Almost all the space is taken by the skirt paint-
ed with the real scenes of domestic violence taken from the study of the real correspondence. There is a bot-
tle of vodka on the floor on the right and the laundry with water dripping loudly on the floor on the left. The
victim with red painted tears and white paper eyebrows looking like the snowflakes handmade when being a
kid keeps going around the room in circles. To break the circle of tears and crying the victim screams at the
top of her voice defiantly looking in the viewer’s eyes, pulling down the child’s clothes washed with so many
efforts. In addition, here we see the continuation of the cycle, which has not been overcome by her love to
the child, the cycle where violence causes violence. The denial of violence does not mean the victory over
violence. Then the woman hovers the viewer with the glass vodka silently offering him to join her; and after
that under the walls and windows she waltzes with her glass of vodka, which she drinks, she pays attention
to the viewer inviting him to join her again. Some accepts the invitation and even bite sweets after, some re-
fuse the alcoholic dialogue. Addressing the harmonica the woman hears that among the diversity of the
chords only one nervous note returns to her, just like the official distress call.

While studying the dance of the 20th century | have convinced myself and proved that one can say
through the movement more than the censorship allows saying in words, that with the help of analysis of
dancing performances of the 20th century one can truly learn about the state of a person. Is the dance in the
center of the "Acts" performance? The author is sure that the movement does not play much in discovering
the theme of the performance. One can assume that the limited usage of movement is the limit of the free-
dom of the individual who is gripped by the fear of abuse, which cannot be overcome. All the actions resem-
ble the process of art-therapy, but the scream did not turn into song, vodka leads to the echo of a single note
of harmonica, and drunk movements did not turn into dance...Nevertheless, everything gave us information
about the existence of the problem and proved the cyclical nature of it. During the discussion of the perfor-
mance, which has become the usual procedure, the author emphasizes that she is willing to share the ad-
dresses of the hostels for battered wives with those who would ask for help, gives examples of people whom
she managed to help. But her actions did not encourage me to trust her, because anytime there was a hope
for escape, Aurora rejected it with her own hand: self-beating, pulling the washed child’s clothes down, drink-
ing alcohol without any external signs of enforcement, in other words, she took actions which cannot be seen
as the way of liberation. We can also see the search that did not lead to the result in the experience of
P.Bausch, the author of "the theatre of dance" as the form of spectacle, on the example of "Muller Café"
(1978), but we can see the way of the search there [1]. If Aurora refused from movement in her search for
the way, the play of Janusz Orlik "Insight" is built on the plastique of movement. According to the announce
he sends the viewer to the trip through the labyrinth of the human body. However, the challenges of the emo-
tional state of the owner of this body are seen not as a simple travel but as a very nervous, sometimes com-
pulsive and sometimes apathetic. The animation and isolation of the movement has become the base of the
choreographic lexis, which has been carried with the sweater-partner. The sweater when having been taken
off has been left on the face: the screen/the mask/the revealing of himself for himself... The performer tries
to find the way to himself through the "withdrawal" from the outside world. Having entered the personal
sweater one can find himself and turn back or cannot find the way to himself or not turn back to the world.
The hero finds the comfort "Inside" zone staying in the sweater zone, or in "Chelaut" the zone of today di-
mension of isolated communication. The one-dimensional center of attention is opposed by the internal and
external worlds, and the dialogue between P.Bausch and the performance "Muller Café", the heroes of which
while looking for the exit have passed the doors located in several walls, and even the final glass doors have
turned to be just the revolving gates leading back.

Hygin Delimat, the author and performer of "Forlivingin®, actualizes the problem of societal alienation
of block and solitary life, limited communication among large heaps of people. He draws on the body plas-
tique, shows the problem through the dialogue of his own body parts. | have expected for such social and
psychological break dance with the tough motivation of street art on the shaping the individuality for a long
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time. It is a deep echo of W.Forsythe’'s experience with an emphasis on the fact that the movement can be
originated by any part of the performer’s body.

Maciej Kuzminski's performance "Room 40" has been announced as a poetic, provocative and mov-
ing play that delivers the existential feelings to the viewer with the help of choreography.

For better perceiving of the visual imaging let us turn to the dictionary: "Existentialism or philosophy of
existence (French Existentialisme from Latin exsistentia — existence) is a philosophical direction of the 20th centu-
ry which views and studies a human being as a unique spiritual being that is able to choose its own destiny. The
main expression of existence is freedom, which is defined as the responsibility for the result of the choice..."
Maciej Kuzminski’s performance "Room 40" shows the utilization of movement in an unusual for the viewer
plane and proves that the horizontal can become the vertical for someone. By choosing the horizontal plane
instead of the vertical one, the author has proved his personal right of existential expression of freedom. As for
the images created by the horizontal choreography, the key moment is unity. From the beginning of the perfor-
mance four girls have been standing still in the plank position (front support position) staring at the floor during
five minutes. First, that is a static challenge for the viewer, since not everyone accepts that statics is a move-
ment as well and that the absence of open communication enhances the subconscious communicative image.
An unordinary viewer turns nervous, applauds though hears soft academic music somewhere. Second, every-
one understands that was not an easy task and if one falls, all will fall, so that is an expression of collective
stamina (in two worlds — the world of the audience and the world of the performers) and personal freedom of
every heroine. Moreover, as was found out later, the girls worried about this fragment more than about any
other, they worked on the strength of character, "were talking to their shadows not to look up", counted and
understood that the unity invigorated them. Showing female endurance through the Floorworkcontemporary
technique stands next to the M.Graham’s challenge of early 20th century. The challenge was the first step to
using the horizontal plane and levels, invented balance and angles, shortened feet and hands, transitions from
level to level, wants to be neither flower, nor wind nor Silphida, for it wants to show dexterity and skillfulness of
female body, able to perform the same choreographic activity as men [2]. Today Maciej Kuzminski has used
high physical activity to show the strong will of a frail woman, who nevertheless became a flower of plastic
movements in the splashes of water, the nude body of which was the pure aesthetics of movement. Perhaps,
this freedom became the expression of existence, which is defined as a responsibility for the result of one’s
choice. However, the solo has been performed (the solo for four), because there is a feeling in the air that all of
them could be the part since their entity has been perceived by the viewer.

The performance title "Room 40" chosen in accordance with the postmodern tradition had not told
anything to the viewer until it was not said during the discussion that the idea of the play came to the author
during his stay at hospital room No. 40, where the only plane for everyone was the horizontal plane of the
patient, and the vertical plane remained for the healthy ones. Perhaps, the oppressive anticipation of the
power to return gave the idea of using exclusively horizontal elements of the chosen technique. This became
the basis giving the feeling of load, oppression and, at the same time, power capable of combining the direc-
tions and this power is given to the woman by the author. The solo radiates mostly the flavor of delight and
the horizontal is no longer the weak side.

"Does the viewer witness the birth of absolute quality and completion of images" as was announced
by the advertisements? It cannot be said with absolute certainty. The pipe from which the water begins to
pour was conceived by the author as a drop counter and the Ukrainian audience understood it as navel
string. And this cannot be made absolute since the viewer is not given the right of his own perception.

The search for personal identity unites the three performances of the platform. Pulse music and
poster and lightning-fast video in the play of Kuli Rosna and Kenneth Flake "Stalking Paradise" have been
prevailing over human movements giving the final word to the dream/search/modern phobia of "not being a
cog in the machine", when you indeed have to be an element of a huge organism with no claims to the
greatness of "the creator" and "the king of the nature".

Conclusions. Understanding the development of paradigmatic systems, based on the moral compo-
nent of contemporary dance art gives the new starting point for reformative activity in the direction of consid-
ering universal human values. The contemporary choreographic art establishing itself on the moral universal
principles and authentic approach to creation of the new principle of movements advances to strengthening
itself as an energy field of modern culture. The experience of the 20th century is fundamental for the experi-
ments of the 21st century, which prove the sustainability of the term "modern dance" as an established sys-
tem and encourage postmodern experiments open to the search of the system. Furthermore, the fruitful ex-
perience inspires search in modern choreographic art and development of communicative direction of art.
The use of contemporary movement techniques, deep insight into personal experience and accepting the life
in the blood memory may be particularly emphasized.

Theoretically, we are looking for the answers to philosophical questions, but we are gaining more
experience to reach the truth and to add the beauty to the expressive means once moved by postmodernists.

The intersection of experience of Aurora Lubos, Maciej Kuzminski, Kuli Rosna, Kenneth Flake, Janusz
Orlik and Hygin Delimat with the experience of the artists of the 20th century creates a picture of healthy cultural
and artistic potential for developing new means of using the movement within the postmodern space.
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NMHEBMATWYHI 3ACOBU KOHCTPYIOBAHHA CLIEHIYHOIO NMPOCTOPY

MeTa cTaTtTi — npoaHanisyBatu i cuctematusyBaTu LOCBi 3aCTOCYBaHHSI Cy4acHUX MHEBMATUYHMX 3acobiB
KOHCTPYIOBaHHS CLieHiYHOro npoctopy. MeTtoaonoriyHO OCHOBOK OOCHIAXEHHA € CUCTEMHUIA aHani3. [MHeBMaTu4Hi
KOHCTPYKLi Ta BUpOOM SK CKNagoBa MUCTELLKOIO NMPOLIECY Y cdhepi CLLEHIYHOro MUCTELTBA 3 HAYKOBOI TOYKM 30py PO3T-
nagarTbesa BrnepLle, Wo i BU3Hayae HayKoBY HOBU3HY JOCHiAKeHHS. BUCHOBKM. Y CUEHIMHOMY MUCTELTBI MOBITPOONO-
pHi cnopyan BMKOHYOTb (PyHKLIT apXiTekTypm i cueHorpadii i MaloTb Taki nepeBaru: KOMNakTHICTb, MOBINbHICTb, yHiIBEp-
CanbHIiCTb, HM3bka BapTiCTb, Nerka MoAepHisaLlis, WBUAKICTE MOHTaXy-AeMOHTaxy Ta iH. 3anexHo Big cknagy
HanoBHioBa4ya Ta 060MOHKM BOHM MalThb pPi3HE CLeHIYHe NpuaHayveHHsl. 3acobu CLeHIYHOro aepoam3ariHy MOXHa knacu-
ikyBaTV Ha cTaTu4Hi (NHeBMoaekopadii, Mebni, naTekcHi Ta BiHINOBI Kyni) Ta AMHaMIYHI (aepocTaTn, NHEBMOTIPISHAMN,
NMHEBMOKIBTW, MHEBMOKOCTIOMM, NPUnaam imiTadii BOrH, 30pbu, aepoMeHu, MTHEBMOPOOOTH).

KnrouoBi cnoBa: noBiTpoOnopHi crnopyau, aepoamnsanH, CLeHIYHUIA NpoCTip, CTaTUYHI Ta AUHaMiYHIi NHEBMATUYHI
Aekopadlii.
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