3 baraTo4MCeIbHIMI TACTPOIbHIMI KOHI[EpTaMHt [00YBaB YKPATHChKIIT HAPOJHII
TaHelb y CKIaAi APaMaTMYHOTO TeaTpy. 3 TOrO 4Yacy BiH HabyBae IIMPOKOI CIaBy
i momynApHOCTi it 3a Mesxamy Ykpainm. Tinbku ocbh LapcbKa ii pajiiHChKa LieH3ypM He
IPOIYCKalTh coBa «3amoposbka Ciu», «kosak». Tak y pemepryapax TeaTpalbHUX
BJICTAB 3'IBJIAOTHCS TAHI| 3 HA3BAMI «TOIIAK», KO3aYOK», «TPOIAK» TOLIO. TaKuM 4iHOM
Bi;[6yBa6TbcsI npouec 3a6yTTH «KO3aKa» Ta CTillKO 3aKPiIlTIIOThCA iHINI TaHI[IOBa/IbHi
HasBlU. 3BificM MOXKHA BUCHYBATy, L[O TEBHMMM BJIAfHVMMU OpraHaMy 3[iliCHIOBANNCh
HEBMIIAJKOBI fIii, KOTPi Ma/u Ha METi 3aMOBYYBATH Ji He BUCBIT/IIOBATH TIOAi], 0B sA3aHi
3 KO3aL[TBOM.

Y mepuiit momoBuui XX cr., 3aBAskm GararboM Biommm Xxopeorpadam i joc-
MiJHMKAM, [MHAMiYHO DPO3BMBA€TbCA CIEHIYHMII YKPaiHCBKMII HApOGHMII TaHelb.
3 ABNIAIOTHCA aKafieMiuHi aHcaMOIi TaHIIIO 71 XOPH, KOTPI ¥ CBOIi TBOPYOCTI 3BEPTAIOTHCS
J10 KO3aI[bKOI TeMaTUK, 30epiratoun it 36aradyioun yKpaiHChKy Kyaprypy. [Ipukmagamu
cnyryiorh ancam6rnp TaHuioo im. II. Bipcekoro, xop im. I. Bepposku, ancam6ip micHi
i Tanno «[ymymisy. Im Braerbca Buano IepefjaBaTy KOJIOPUT it crierniky TaHIiB KO3a-
KiB uepes pisHOMaHiTHi XopeorpadiuHi it BokambHO-xopeorpadiusi kommosnyii. I1i sHani
KONIEKTVBY 11 Hafia/li IIPOJOBXKYIOTh IIPEACTABAATH YKPAiHy Ha BiTUMSHAHIN Ta CBIiTOBIl
apeHi, 36epirawoun Y CBOIX IiCHAX, MY3HIIi JI TAHIIAX KO3AIbKi Tpajuiil.

Otke, Ko3aku 6araTo B 4OMy IHOCIPUSA/MN PO3BUTKY YKPAiHCHKOTO CLIEHIYHOTO
TaHIIOBAJILHOTO MIICTELTBA, @ TAaHEIb «K03aK» OYB i € 11oro MiIHO0 0cHOBOW. I came y
3B’A3KY 3 HE[JOCTATHICTIO YBarH [0 LIbOTO TAHI[IO 3apa3 HeabusIK aKTya/IbHO HOMY/IAPU3Y-
BaTH, JOCI/KYBATH I1 LIYKaTy HOBI GOPMI 11010 TIPOSBY.

T. Brahina, Yu. Brahin
UKRAINIAN FOLK STAGE DANCE AS A SUBJECT OF ETHNOCHOREOLOGY

T. bpazina, IO. Bpaein

YKPAIHCbKMWi1 HAPOAHO-CLEEHIYHUMN TAHELb
9K NPEAMET ETHOXOPEOOTIi

Since ancient times, Ukrainian folk dance existed as an important form of human
activity, the significance of which is determined by various reasons: it can be presented
as a way of socialization, entertainment, competitions, performances, ceremonial events.
Folk choreography, leaving behind the incessant desire to create new movements, is able to
conduct a dialogue with the past instead. While the «avant-garde» in Western stage dance
was once seen as the embodiment of the «New» and considered distinct from dance forms
marked by tradition, these distinctions are now contested by dance historians and artists.

Reconstructions of folk-dance phenomena are able to destabilize the distinction
between artistic and academic spheres as they highlight the performative nature of «history
making» and contemporary modes of inquiry in a staged setting that include lectures,
texts and documentation. The past is thus a site for the present, a notion of history that
is also encouraged academically by critical historiography that reflects on the narrative
structures implicit in dance history. History, like the act of memory, is now seen as a
process that constitutes and modifies its object while creating new models and means of
commemoration. Ukrainian folk dance, as a kind of relay of the system of moral norms
and cultural values of Ukrainians, plays an important role in the formation of spiritual
landmarks of modern society and preserves cultural memory.

— 256 —



Dance and the role it played — along with the meaning it embodied in various
societies around the world — gradually became an important area of research and
study. The academic study of dance in the context of national (ethnic) culture became
increasingly widespread in the West due to the influence of a number of anthropologists
in the United States, who were interested in the study of human movement. Scientists note
the work of ethnochoreologists in Europe who, since the 1960s, have been involved in
field research and study of dance in their respective cultures. Scientists in multidisciplinary
fields of study including anthropology, ethnochoreology, ethnomusicology, ethnology of
dance, sociology, philosophy, cultural studies, cultural geography and feminist scholarship
have argued for the importance of dance and the body as a way of illuminating and
understanding issues related to human and cultural development.

Despite the expansion of the literature on performing dance history on stage, the
problems of working with an ethnographic perspective have been almost never resolved.
We consider studios within the framework of ethnochoreology to be a relevant research
vector of the art of folk stage dance. Folk stage dance is a subject of ethnochoreology,
which investigates the essence, specificity, transformation of folk dance and creates its
semiotic interpretation. The isolation of such scientific direction testifies to the tendency
to the emergence of new sciences and educational disciplines in the interdisciplinary field:
ethnocultural studies, ethnomusicology, ethnochoreology.

A. Merlyanova believes that considering ethnochoreology as a science only within
the boundaries of folkloristics is insufficient, “because it deprives off the opportunity
to investigate folk dance in all the variety of connections with derivative forms (folk-
scenic, characteristic, «folk» (conventionally used to denote a synthesis elements of folk
and contemporary dances)”. According to the researcher, the subject of ethnochoreology
should be not only folklore artifacts in their connection with traditional culture, but also
the entire complex of phenomena related to folk dances, that is folk choreographic culture
in general.

The approach substantiated by A. Merlyanova creates wider opportunities for the
interpretation of folk dance, as it allows us to clarify how the works of professional folk and
stage art in recent decades have an impact on folklore creativity. Without distinguishing
folk and folk-stage dances as related phenomena, the researcher notes that their mutual
influence was constantly observed in the historical dynamics of culture. This trend has
become especially evident in the last decade, when elements of folk stage dance art, both
amateur and professional, as a result of diffusion penetrate into folk dance, where they live
in the natural environment of folklore.

A significant contribution to ethnochoreological studies is the dissertation of
0. S. Boyko, devoted to the analysis of the artistic image in Ukrainian folk and stage dance.
The author not only singled out the features of the image as an aesthetic category, but also
characterized its specificity in choreographic art. There is a number of works devoted to
the art of folk-stage dance of certain regions of Ukraine: the dances of Prykarpattia were
analyzed by R. Gerasymchuk, the folklore traditions of the folk-stage dance of Kirovohrad
Region were studied by B. Kokulenko, Hutsul choreography was studied by N. Marusyk.
A. Pidlypskyi studied the activity of amateur collectives of the Ternopil region in the
second half of the XX — beginning of the XXI century.

The thesis of I. Mostova is a successful attempt to conceptualize the artistic features of
the folk dances of the population of Slobozhanshchyna.
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The interdisciplinary nature of ethnochoreology enables the integration of various
scientific research approaches to the study of the ethnic and regional specifics of traditional
dance and also makes it possible to identify and investigate the factors that determined
the dynamics of choreographic traditions and innovations in the context of cultural
development.

We see the prospects for further study in clarifying the interdisciplinary nature of
ethnochoreology and its connection with ethnomusicology and related disciplines.

A. brusHiok
BUOU TA OCOBJINBOCTI POMCbKOIO TAHKY

A. Blyznyuk
TYPES THE PECULIARITIES OF THE ROMA DANCE

Bupm poMcbKOro TaHKy [y)Ke Pi3HOMAaHiTHI, i B MMHYIMX CTOMTTAX BOHU
BJMKOPUCTOBYB/ICh 37e0iIbIIOro s 3apobiTKy, TaK K, HAMpUKIaf, (IaMeHKo,
AKNIT CTaB CKIAJ0BOI0 XopeorpadiyHoro muctenTsa Icnauil. OpHuMu 3 HaiiBigoMimmx
BrKkoHaBliB cram Xoce Koprec, Kapmen Amaita. B ymoBax mmobanmisanii MuCTenTBO
(naMeHKo MOMMPUIOCH TI0 BCbOMY CBITY, J10T0 BUKOHYIOTb K IHpO(eciitHi KOMeKTUBI,
TaK i aMaTOPChKi.

IIpautypu cy4acHUX poMiB IoKuHym [Hpilo mpubmmsHo y V CT. H.e., 1 po3noyanach
ix mirpauis Ha 3axig — Ipan, Bipmenis, BisanTis, fe BOHU IPOXXUBAIN JOCUTD TPUBATINIL
gac. TaM BOHM 3apoO/I/IM IPOLLi HA IIPOXKUTTA BOPOKIHHAM, KOBAIbCTBOM, I0BETIPHOIO
CIIpaBol0, PO3BAXKAIOUM I/LAJAYIB BUCTaBaMU 3 elleMeHTaMyu Xopeorpadil. ¥ meit gac
IOYMHAETbCS CTAHOB/ICHHA POMCBKOTO TAHKY AK OKPEMOro BUAY XopeorpadidHoro
MMUCTELTBa.

[TisHitme poMn poscenmuch B iHIMX KpaiHax Asii Ta €Bpomy, i ix xopeorpadiune
MMUCTELTBO MOIMPUIOCH Ja/li. YHIKaNIbHICTh POMCBKOTO TaHKY NOJIATA€ B TOMY, ILIO BiH
HOENHYBAB Xopeorpadiyni Tpajuiil eTHOCIB, cepef AKUX MPOXUBAIA POMU, ajle TIpK
1boMy 36epir cBoi TpaauIii Ta Kacudikaio.

3a wracuikariero, poMCbKi TaHII MOXHA TOAUIMTU HAa TabipHWIL, BYTMYHUIL,
CIIeHIYHMIT Ta CaIOHHUIL.

TonoBHMMI 0COOMMBOCTAMM TabipHOTO TAHINI0 MOXHA Ha3BaTH Te, WO JIOTO PyXu
IyXKe pISHOMAHITHI, BMKOHABEIb BIJPI3HAETbCA BUCOKMM piBHeM XopeorpaivHoi
iMmposisarii. 3apa3 37e6ipIIOro MOXKHA MOOAYMTH Iieil TAHOK IA Yac SKUXOCh
POIMHHMX CBAT.

Bynuynuit poMcbKuil TAHOK MOXXHA Ha3BaTy IIONEPEJHMKOM CLiEHIYHOTO TaHKY.
BukoHaBIi LIMPOKO BUKOPMUCTOBYIOTH IMIIpOBisalilo, ale BOHA MOXe OyTi oOMexeHa
TaKUMU YMHHUKAMH, K HaABHICTb BIIbHOTO IIPOCTOPY A/A TAaHIII, KilbKIiCTb I7IAaYiB,
0COOMUBICTD MifIOTY, IPYHTY, acanbTy Mig HOramu. SICKpaBMM IIPUKIaJOM TaKOIo
TAHI[I0 MOKHA BBXATH (rraMeHKo. Leif TaHeIlb YacTo BUKOHYIOTb BYTMYHI TAHIIIOPUCTH.
Binoma BukoHaBuusa KapMen AMmaiia posmoumHaza CBOIO CLEHIYHY Kap'epy came 3
BY/IMYHOTO TAHLIIIO, ITiJf 4ac AKOTO ii i OMiTIB BifjoMuit XyfoxkHiit kputuk CebacTbss lamr.

CueHiyHMIT POMCBKUIT TAHOK, SIK CBIIYMTL Ha3Ba, BUKOHYETbCA HA eCTPafiHiil Ta
TeaTpasbHiil crieHi. Moxe BUKOHYBAaTUCh SIK OKpeMIIT TAHOK ab0 AK OKpeMmit Homep
TeaTpabHOI BUCTaBM. XapaKTEPHUMM OCOOMMBOCTAMMU 1IbOTO TAaHKY € HAaABHICTD
crieniepekTiB — 3BYKOBUX, Bi3ya/lbHUX, I TOCWIEHHS BUJOBUIIHOCTI BUCTABI.
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