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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I[Ipodecop KorHiTMBHOI mcuxosorii Ta mefarorikyu B [apBappchKiil acmipaHTypi Ta
poueHT Kadenpu ncuxonorii Tapsappcokoro ynisepcurery Toapn Epn Tapnnep, sxuit
€ aBTOPOM Teopii MHOXMHHOCTI iHTE/NIEKTY, BBAXKA€E, IO IHTENEKT — Iie HeOpAMHApHA
3[JATHICTD 70 HECTAHAAPTHOTO PillleHH: Ipo6/eM, TeHepyBaHHA HOBUX ifjelf, CTBOPEHH:
KPEaTNBHOrO IPOAYKTY ab0 IOCHYL, sfKi MAalThb ILHHICTb Y MEBHil KyIbrypl. A
iMIpoBisanid, y rno6aan0My 3HAYEHHi 1IbOTO C/I0Ba, — Il¢ BMiHHS 3HAXOJUTY BUXIiJl 3
HECTaH/JAPTHOI CUTYallii, 0 CKIamacsd, WBUAKO PearyBaTi Ta NPUIIMaTy PillleHHH; e
croci6 po3ButKy anTasii Ta kpearuBHOCTI. SIKIIO MOPiBHATK I [Ba BU3HAYEHHH, TO
MOXKeMO 3p061/m/[ BIICHOBOK, 110, XO4a JIOTiKa Ta IICKXOJIOTif iMIpoBisanii cmabKo BUBYEHa,
immpoBisalis GesnocepeHbO BIUIMBAE HA POBUTOK IHTENEKTY MOAMHN. TOOTO BUBYATH
HpUIOMI Ta IHCTPYMEHTH IMIIPOBisallii KOPUCHO He TIIbKM IPOQeCiiiHIM TaHIiBHIKAM,
a 11 6yzIb-AKiil TBOpYIlT MIORVHI He3ameXHO Bifj mpodecii 4u BUAY FiATbHOCTI.

TBopuicTs — 1 3aBX/M MOLIYK HOBMX (OPM, EKCIIEPUMEHT, CTBOPEHHS Y0T0Ch
HOBOTO Ta KpearyBHoro. Came 1ii 3aBJjaHHA Bupillye iMIIpoBisaris.

[MogHsA HaM [JOBOXUTBCA YXBAMOBATH ONM3bKO 35 THUCAY pillleHb, ajle 4acTO MU
JiieMO cTepeoTUITHO 260 pob6uMO BUOIp «IIif KOMIpKy» — IPOCTO TOMY, IO XTOCh TaK
3PO6I/IB IO Hac i Xiff BUABUBCA BIAMUM. BoATICA HOBOTO — Lie 0a30BUIT MOBELiHKOBMIT
TaTepH JIONVHY, OCHOBAHMII Ha IHCTMHKTI caMo30epexeHHs. Aje came BiH poOuTb Hac
Ta HAIIy TBOPYiCTb IepeOadyBaHnMu Ta GaHaTbHIMIYL. IMIIPOBI3allis — Lje ZOCTiKeHHA
He3BifjaHMX TepuTopiil. B imnposisarii nemae mommnok. [lomMunka TyT cipuiiMaeTbes AK
MOYK/TUBICTb; OCBiJI, 3aBJAKM AKOMY M BYMMOcs mBupme. [lomnnka — ne 6yuiBeanM17[
MaTepias iMIpoBisartii.

s Toro mo6 iMmpoBisanis B XopeorpaitHOMy MUCTELTBI BifOy1acs, Heo6XifHO:
1. HanoBHuty Tino ta Mosok. Unm 6inbuI BilbHe TiNO Ta epyHOBaHMIT PO3YM, MM

Kpalle 3B’A30K MDK HuMu, 4uM Oimbin posBuHeHa (aHTasis, TMM uikasima Ta

3MiCTOBHIIIIA iMIIPOBi3allis.

2. CrBoputu meBHi yMOBI. IMIpoOBi3aliis — 3aBX/M PUBKK, TOMY A/ Hei MOTPiOHMI
GesmevHuIt IpoOCTip Ta TBOPYa aTMOCdepa, fie He KPUTUKYIOTh, He BUCMIIOIOTD i He
OI[iHIOIOTD.

3. Touxm omopu. Immposisamis — ue cBo6oja, ame He xaoc. Bygp-ska cBobopa
HeMOX/IMBa Oe3 MpaBuI Ta 3aKoHiB. ToMy A1t Basol iMIpoBisauil HeoOXifHi meBHi
MesKi, 3aBfjaHHs, BifmpaBHi Toukn. CaMe 3HaXOfAUM CBOOOAY B LMX OOMEKEHHSIX,
MU AKTVMBYEMO Ta PO3BUBAEMO KPEATHBHE MUC/IEHHS.

4. Tlpaxruxa. [[Jo6 iMmpoBisyBaTy LjikaBo, HEOOXiFHO 6araTo MPaKTUKIL, TAOOPATOPHIX
3aHATD, BMBYEHHSA PI3HOMAHITHMX TEXHIK Ta IOMMIOK.

Erany cTBOpeHHs iMIIpOBisallil y CyJacHOMY TaHIIi:

1.  Obparn incTpyMeHT uM 3aBjanHA. Lle moxe 6yTI/I iMIpOBi3alid M MySUKY 4n
6e3; cTBOpeHH: 006pasy; po60oTa 3 XapaKTepUCTUKAMI YI AKOCTAMM PyXy; poboTa 3
IPOCTOPOM, (POKYCOM Ta KONaMI YBAry; pisSHOMaHITHI 0OMeXeHHS TOLLIO.

2. Iucaiir — iHTYyiTMBHe OCSAHHA — JBUTYH iMmpoBisanii. HarxHeHHs 31e6imbioro
TPUXORNUTD IIiJl Yac TAHIO, @ He 3a37aJIeTiib.

3. Jloriyne ocmucnenHs. Ham Mosok mpuiiMae pimeHHA Ha 6-10 cexyHy pawile,
HXK MM 1ie 3po3yMieMo. Ajle 1110 IIBUAKICTh peakiii Tako)X MOXKHA MOKpALIUTH 33
JIOTIOMOTOI0 iMITPOBi3allii Ta JOBipM BITaCHOMY Tily.

4. Jlis (Bgama un HeBRana). [Tam’straitmo, 1o IOMIIKYM — Iie HOpMabHO. [l Toro w06
CTBOPIOBATI Cy4acHe MVCTELTBO, Tpeba MaTi CMUTMBICTb Ta He HAMATATICS 3pOOUTH
BCe ileanbHo.
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5. Cupobysaru e pas. [lepmi 5 mporeciB / pilreHb CTepeOTHIHI i O4YeBN/HI.
[orpibHo ix Bigkmpary i mykaty gasi Ta rmbire.

IlincymoByloun, immposisanis Mae 6esniy mepeBar A mpodeciiiHoro Ta
iHTeNIeKTya/IbHOTO PO3BUTKY TAHLIBHMKIB Ta 11 iHWNX TBOpYMX ocobucrocreit. OKpim
TOTO, BOHA Ma€ Iie Ji TepaleBTHYHMI e(eKT, TOMY IIMPOKO BUKOPUCTOBYETHCS B
TaHII0Ba/IbHIl Tepanil. [Tofi0Hi mpakTuKy € Ha/I3BIYAITHO KOPYCHI Ta Ha Jaci.

M. Beponik

OPTO[,0KCAJIbHI CTOCOBU B3AEMOJII Y TAHLIKOBAJIbHI MAPI
TATX PO3BUTOK Y CYYACHUI YAC

M. Berdnik

ORTHODOX METHODS OF INTERACTION IN DANCE COUPLES
AND THEIR DEVELOPMENT NOWADAYS

[Tapnwii TaHeLb 3aBXK/M IPUBEPTAE CBOEIO YBATOI0, OCKINbKM OJIHA 3 JIOTO CLIEHIYHNX
rpaHel — Ile CTOCYHKM IIapTHepa Ta IMapTHEPKI, IXHA iCTOPisA, po3KasaHa 4epes pyXiu Tina.
s Toro 106 AOCATTH UiTICHOCT] Mapy, OXHMM i3 (AaKTOpIB € KOHTAKTHA YN Bi3ya/abHA
B3a€EMOJIifl MK ITapTHEpaMII, 3a PaXyYHOK BefieHHA. PO3IIAHEMO OPTO/J0KCa/IbHI Ta CydYacHi
criocobu B3aeMOil B mapi.

BefeHHA — Lie 0CHOBA OCHOB JJYeTHOTO TAHIII0. 32 CBOEIO CYTTIO BEIeHH B IITAPHOMY
TaHI]i — Iie IIeBHi fiii, AKi pOOUTD YONMOBIK, y pe3y/nbTari AKX XKiHKa PYXa€eTbcA TYAN, KYIU
BiH XOTiB. Y IIpolieci B3aeMOii My TOYMHAEMO aHAJTi3yBaTV CUTHA/IN, AKi MY IIepeflaeMO Ta
IpUIMaeMO, 1106 BUSHAYUTH, KOMU OTPIOHO BECTH, KON CIiAYBaTH, ¥ IKOMY HALIPAMKY
pyxarucst, fie moTpibHi FOTUK, K 3a0e3MedyBaTy HiATPUMKY, KO/ CIIOBIIbHIOBATHCD Ta
KOJIM 3a/IMIIATHCA CHIOKiITHMMIL. 32 CBOIMMU 3aBJJAHHAMM Ta L/LAMM — I1€ IIPOLIEC, ¥ AKOMY
KOX€EH OCBOIOE HABUUKY 30epexkeHHA CBO€I LITICHOCTI Ta 3a IMiCYMKOM ILiTiCHOCTI Ta
€IHOCTI TaHII0Ba/IbHOI IIapH.

3aBiAKM B3aeMopil B mapi uepes BefieHHsA Oyfb-KOTO THUIIYy B PISHMX BUAX
xopeorpadii, MM cHocTepiraéMo, fIK KiHIIEBMII BapiaHT CIOPUITHATTA, TapMOHI B
[iyeTHOMY TaHIi, sIKa IIOCUIIOE BCi CKTafioBi xopeorpadidHoi KoMmosutil, ski xopeorpad
Ta TAHIIBHMKY IIPATHYTh TI€peaTI CBOIM TAHIIEM I/IA/jAYaM.

Tumm BefjeHHA B TaTHHOAMEPUKAHCHKIX OaTbHUX TAHIIAX.

OpTOfOKCaIBHO B JIATMHOAMEPUKAHCHKMX TAHIX 10 B3aeMOAii B mapi 6ymo
OIIVICAHO [{BA TUIN BefieHHs ((isudHe BefieHHs Ta WINIIHT BefeHHs), sIKi, 6e3yMOBHO,
€ HalBOX/IMBIIMMY I1IA0IOHAMYM B3a€EMOPOSYMiHHA B mapi. Ilompu mBMAKiCTb
po3BUTKY xopeorpadii B cydacHOMYy cBiTi, Mu foci 6aunmmo 6araTo TaHIIOBAIbHIX
KL, fle BUK/TAZIAI0TD 110 IOYATKOBY BepCilo ONNCY BefleHH: B TaHIIOBA/IbHIil mapi. Are
npodeciitHuit po3BUTOK XOpeorpadivHoi rajTysi He CTOITh Ha Miclyi. B gaHmit 4ac omcaso
Ta BUKOPYICTOBYETHCS MOJIi/ HA YOTYPY TUIIN BEJJEHHA:

1. losBinbHe Beenns (Allowing Leads)

Y KOHTeKCTi J03BIIbHOTO BefleHHs B pyMOi Ta 4a-ya-ua, KPOK-4eK BIepef i Kpok
Ha3aJ, He BBAXAKTbCA IIPAMUMIM aHTaroHicramu. BoHy € mOCIiOBHMMM eleMeHTaMu
TAHI[I0, IO BUKOHYIOTBCA B Pi3HIX HONOXEHHAX, AK y 3aKPUTIIL, TaK 1y BIfKPUTill TO3MILi.

Pyx xopryca 4omoBika BIiepe iHillifo€ I04aTOK BYMKOHAHHA JaMoIo ii KPOKY Hasaf,
PyKa 407I0BiKa, Ka mepeOyBae B KOHTAKTI 3 )KiHKOI0, TOBJHHA IETKO PYXaTHCA, CTBOPIOI0YN
MOX/IMBICTD /IS )KiHKI 3aBePIINTY IIOBHOL[IHHO CBill KPOK HasaJl, BOJHOYAC K YONMOBIK
B)Ke MOBHICTIO BMKOHAB CBill KPOK-YeK. TakuM 4YMHOM, IIapTHep, BKe BUKOHABILIN CBill
KPOK, /JA€ TTApTHEPIIi MOBHICTIO CTAHIL[IOBATH il KPOK.
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