YMITH POSWIMPATH, IIOOBXKYBAaT! KOKHIIL CBiil pyX, MaKCMMa/IbHO 3alIOBHIOIYM CLIEHY,
3BIYAITHO, AKIIO Il HE Jijle BPO3Pi3 i3 XapaKTepOM JEKCUKIL.

Xopeorpadis — 1ie CLieHi4He MUCTELTBO, TOMY /L BTiIeHH: 00pa3y un Xapakrepy
apTHCTY JJOIIOMAra€ akKTOpchbKa MalicTepHicTb. Ilepenycim s TaHI[iBHMKA Iie IIIACTIYHA
AKTOPCbKA BUPA3HICTD, KOMM OO/INYYS BUKOHABLA BUPAXae MiHIMYM eMOLLiit, aje joro
TaHEl[b 3Q/IMIIAETHCS HANIOBHEHNM TUM OOpasHNM 3aBaHHAM, sike BiH Bupaxae. Le
3Q/IOKUTb Bifj yMiHHA MA3iB, SKMMH Kepye aKTOp-BHKOHABellb, BUIPOMIHIOBATH 3a
JIOTIOMOT0I0 TIPMIIOMIB PYXY NOCTaB/IeHe 006pasHO-IIACTUYHE 3aBfjaHHA. TOi BUHMKaE
Bi4yTTA, IO «TAHIIOE BCE Ti/IO i JyuIar.

Hepinko MO>XHa I06aYNTH [ICeBAOAKTOPCHKII IIPUITOM Y TAHI{BHUKIB — MiMi4HMI
CYIIPOBIiJ, My3MYHO-TIOTUYHOI OCHOBU HOMEpY, TOOTO CIiBaHH:A TEKCTY MiCHI, Hiff AKY
BJMKOHY€ETbCA TaHelb. el mpuitoM Jife Bify 6pOABeliCbKUX MIO3MKIIB, Jie OJHOYaCHO
3/HIICHIOETBCS TaHeLb i BoKa. KpiM BUITaIKiB, KO/ Iie OTOBOPIOETHCS GajteTMelicTepo,
yacTilie 1e BifOyBaeTbCsA Bl BHYTPILIHBOTO 3aTHCKY 00 HEBMIHHS 3HAIMTH [/ 00MMYYs
HaJTOXHUX MiMidHUX Pap6. OOmuyds TaHIIBHMKA OBMHHO BUPAXATH 3afjaHuil obpas,
ale Mimika Mae GyTM NPUPOAHOW0, HEOOXIHO YHMKATU TPUMAC, JIMIIEBOTO 3aTHCKY,
BYHUKHEHHS CUHJPOMY «MaCKI».

Bci ckmagoBi wacTuHy aHcaM61eBOl po6OTH [iy)Ke BaXX/INBi. Ajle OCHOBHA 4aCTHHA
pereTUIiitHOro Yacy MOBUHHA IPUAIIATICA POOOTI HaJl 3aCBOEHHAM perepTyapy.

Takox BaX/IMBOIO € 1033 — CLieHIYHA KY/IbTypa BMKOHABLiB. MaeTbcs Ha yBasi
BiJHOLIEHHS [I0 BUCTYIIB KOJET, Ky/IbTypa HE3a/Ie)KHOTO OLiHIOBAHHA TBOPYOCT iHIIOL
mopuau. ITo-mepie, omiHKa 3aBXEM € Cy0’€KTHBHOW, IO-Apyre, BOHA MOXe OyTu
yIepekeHoo ab0 HeymepeKeHoW. AJle He3a/IeXXHO Bifj TOTO, HO3UTUBHO UM HETATHBHO
orjiHeHa po6OTa KOIEry 10 MUCTELTBY, HOTPIOHO MaM sTATH MPO KYAbTYPY MOBEiHKI,
YTPUMYBATHCA Bifi PI3KIX 3ayBa>KeHb BLOJIOC, Tpeba BMIiTI 3pOOITH IIPaBU/IbHI BUCHOBKH
I mofanbinol poboTy Haj cobow i He 3abyBaty, 1O MU CTaBUMOCH [0 JIROJEH i ix
TBOPYOCTI TaK, AK O2KAEMO, 1[06 BOHM CTABUIUCD O HAC.

BuxonaBelp Mae OyTU TBOPUYMM IIAfiadeM, 3 JOOPO3UUINBOI YBATOK JUBUTHCH
IHIII BMCTYIM, NOBMHEH BMITM aHalisyBaTH IX, 6yTM He6a17111y>{<010, 3aIliKaB/IeHOI0
TBOPYOI0 OCOOUCTICTIO.

Bigcyrthictb mocnimxens gucnuminy «XopeorpadidHuit aHCaMOIb» IEMOHCTPYE
rocTpy ImpobmeMy XopeorpaiyHoi OCBiTM — BiCYTHICTb HAaBMYOK pOOOTM Haf
CTBOPEHHSM BJIacHOi xopeorpadil, sika Mae BifoOpakaTH eMOLIHMII CTaH HAIIOTO
CYYaCHMKA, JiJICHICTb SKOTO 3a iCTOPMYHMMM, KyIbTYPHUMI i COLiaIbHMM O3HAKaMI
Bi/I]MiHHa i TAKOX YHiKa/IbHa.

Iucyumina «Xopeorpagiunmit ancambmb» B YKpaiHi 3HAaXOFMTbCS B CTapii
PO3BUTKY, TOIIPH Te, 1110 HEMAE HAJIEKHOI IHPPaCTPYKTYpH, HiATPUMKI 3 GOKY Jep>KaBIL.
IIpore KOMEKTVMBYM aKTMBHO IepeiiMaloTh JOCBif 3apyOLKHUX Kojer, 0epyTh y4acTb y
MajfcTep-KiIacax, 3alpoLyoun Xopeorpadis A/t HOCTAHOBKY HOBUX BICTAB.

T. Brahina, Yu. Brahin
ROOTS OF JOHN NEUMEIER’S CREATIVITY
T. bpazina, IO. Bpaein
BUTOKWU KPEATUBHOCTI IDKOHA HOUMANEPA
John Neumeier, the internationally known choreographer and director of the

German companies since 1973 is a somewhat controversial person in a dance world. His
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choreography has acquired the reputation of being each time provocatively different. In
his choreographic works, J. Neumeier follows ballet traditions of multi-act performances.
Modern versions of classic plot ballets became his manifesto. He created special forms for
his works. J. Neumeier does not invent a new grammar — he uses the traditional language
of classical dance, which nevertheless does not make life easier for artists brought up on
the classical repertoire. “The principal of my choreography has very much to do with the
ensemble;” he said, “I do not constantly choreograph for one person. I am interested in the
changeable qualities in people”

Italian researcher of Neumeier’s work Silvia Poletti in her analysis focused on his
ideological, substantive, conceptual and emotional aspects. His works are monumental, for
one thing, and tend to unfold in productions whose look is a good deal more lavish than
much of what spectators see today. J. Neumeier is interested in dramatic themes (one more
oddity in the age of abstract dance). His style grew out of his long association with opera
house ballet companies in Germany.

J. Neumeier’s route to Hamburg started in his hometown of Milwaukee, where he
took tap dance and acrobatics lessons. Later his parents gave up and allowed him to study
the less “safe” art of ballet. Neumeier believes that every art form has a technique, through
which this art expresses everything. He doesn’t think it matters what a particular opinion
holds critic, but J. Neumeier believes that in the very act of creativity there is a desire to
show a will for communication. It is impossible to hide choreography for 50 years and then
suddenly reveal it to the world. Dance lives only in the present tense, and he would like the
audience to see the creative act itself.

Ukrainian researcher O. Chepalov considers the definition of the genre of Neumeier’s
ballets to be a complex theoretical problem. Its solution rests on parallel consideration of
symphony ballets and drama ballets. There is a diffusion of genres. The first go beyond
the plotless ballet, because Neumeier in an elaborate composition of a symphonic nature
interweaves individual plot points, introduces metaphors and symbols, outlines situations
and characters, hints at the relationships between people.

Using the principle of genre-aesthetic kinship, O. Chepalov proposes the following
classification of ballets by J. Neumeier: the first group contains authorial versions of
well-known classical ballets with an established plot basis and preserved musical drama
(“Swan Lake”, “Sleeping Beauty”, “The Nutcracker”, “Cinderella”). The second group is
dance symphonies (primarily to the music of G. Mahler). The third is modern plot ballets
(including those based on famous dramatic or prose works): “Othello”, “A Streetcar Named
Desire”, “Peer Gynt, “Death in Venice”.

The ballet “Death in Venice” is of a particular interest. Jennifer Dunning, a writer and
critic for the New York Times wrote: “He makes unfashionably big ballets that tell stories
on an operatic scale, danced to scores by composers of equally large-scale music who are
unfashionable for ballet, among them Shostakovich and Mahler. He is full of dramatic and
philosophical ideas that coexist with his dance ideas”. The heated emotions and sprawling
settings in “Death in Venice”, presented by the Hamburg Ballet, exist in a coolly lighted,
elegant world of grays, chill blue and whites, from a spacious, anonymous ballet studio to
the streets and beaches of a stylized Venice.

J. Neumeier’s palette of classical ballet steps and gestures is equally stylized, though
the performance of his sleekly proficient, good-looking dancers. The ballet keeps fairly
close to the Thomas Mann novella, which tells the story of a distinguished poet Gustav
von Aschenbach who becomes so enthralled with Tadzio, a dazzling and mysterious young
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man he meets on a visit to Venice, that he stays behind as the city succumbs to cholera.
“Death in Venice” was set to taped music by Bach and Wagner with segments performed
live by the pianist Elizabeth Cooper.

While Mann conceived his protagonist as a poet, Neumeier reimagines the aging
Gustav von Aschenbach as a successful and honored choreographer totally immersed in
his work. Experiencing a professional crisis, he visits Venice, where he is stunned by the
beauty of an adolescent boy named Tadzio. Fascination turns to obsession as Aschenbach
turns from art to life — and death — in Venice. According to Neumeier’s plot, Aschenbach
is a subtle artistic nature and at the same time a person subject to reflection, doubt, lack
of confidence. He creates a play about Frederick II, but the mother in it resembles Anna
Pavlova. Tadzio’s mother is Isadora Duncan, Aschenbach himself resembles S. Lyfar, and
Tadzio resembles V. Nizhinsky. O. Neumeier has made an attempt to put together an
repertory that reflects the extraordinary variety he sees in dance today. “We're in a position
as in no other period,” he said. “We can see so much today. There has never been a time
when dance has been so multifaceted”

In one interview, J. Neumeier discussed the roots of his creativity: “My most important
source of inspiration has always been and remains music — then come the dancers, who
are the most important instruments in my work as chief choreographer. Last but not least,
my work is of course also influenced by everything that happens in my life. Ballet is very
much a living art, and every piece is different each time it is performed. Over and over
again, I scrutinize and review my work. Perhaps that is what accounts for my success”. He
further formulated his credo: “For me, dance is the most immediate art form there is. The
music goes directly into people and makes them want to move. Audiences cannot move
around in their seats during our performances, of course, but they can watch and feel the
movements on the inside, allowing themselves to be moved. Furthermore, the language of
dance is universal, its vocabulary is understood by everyone, which is why dance is able to
connect people”

J. Neumeier’s work demonstrates how choreography has developed not only its dance
component, but also its communicative potential, psychological content and furthered
individualizing of characters and their relationships.

0. Ipuwuna

IMNPOBI3ALIA 9K METOZ, OCOBUCTICHOIO PO3BUTKY TAHLLIBHUKA
B CYYACHI XOPEOIPA®II

Y. Hryshyna

IMPROVIZATION AS A METHOD OF PERSONAL DEVELOPMENT OF A DANCER
IN CONTEMPORARY CHOREOGRAPHY

Immpoisanis (Bif mat. improvisus — HemepefbadeHnit) — Ie MepPIIOTBOPIICTb.
Bursip MycTenTBa, 10 CTBOPIOETHCA ITij] Yac IIPOLIeCy BUKOHAHHA, 400 B/IACHE ITPOLieC 10r0
CTBOpEHH:. IMIpoBisanis yHiKa/lbHa TUM, 110 iCHYE TUIBKM TYT i 3apa3 Ta HENOBTOPHA,
TOMY L0 3a/IXUTD Bifi 6aratbox cy0’eKTMBHMUX Ta 00 €KTUBHUX (aKTOPiB. Y CydacHii
xopeorpadii imMmposizariis — 1 IHCTPyMEHT [/l CTBOPEHHS aBTOPCHKOI OpUIiHATBHOL
xopeorpadii, a Tako)X BeplIMHA TBOpPYOI MaricrepHOCTi. st rapHoi immposisanil
HEJJOCTaTHBO BOJOAIT IIEBHOK TEXHIKOK Ta Mary (isydHi fjaHi, e HeoOXigHO MaTy
PO3SBUHEHNIT iHTEIEKT, €PYAOBAHICTD Ta JOIMTAMBUAIL PO3YM 3araioM.
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