OcobmBy yBary y BMKOHaHHI OapouHMX apiif C1if OpupimMTH CriBakam-
KOHTPTEHOPAM, TO/I0CH KOTPMX 33 TeMOPOBMM HAIIOBHEHHAM Ta Jialla30HOM CXOXi 3
XKIHOYMMM CIIIBOYMMI TONOCAMU (Bif COIPAHO 1O KOHTPanbTo). BoHM crpmitMaroThbes,
TI0 CYTi, HACTYITHMKAMI KacTpaTiB, OCKIMbKIM BETMKHIT CTIEKTP BOKaTbHIX TBOPIB (apii 3
Opartopiil, KAHTaT, OIlep Ta iHIle) y iX BUKOHAHHI HAOMIDKAE CTyXadiB 10 Ay TEHTUIHOTO
3aHypeHHA i BifuyTTa enoxu bapoxo.

BuxoHanHs crapoBuHHUX itamificbkux apiit XVI-XVIII cromitrs morpebye Bix
criBaka 3HaHHsA CTHIO 6apoKo, 0COO/MMBOCTEN BUKOHAHHS LMX BOKA/IbHUX TBOPIB, SIKi
3YMOB/TIOIOTHCS IIEBHIMM BOKA/IbHO-TEXHIYHMMM CKIafHOUIAMMU. 3BaXKAl0uy Ha Te, 1110 B
CY4aCHOMY CBiTi BaX/I1Ba POJIb, 0COONBO y BUKOHAHHI KOHLIEPTHO-KaMEPHNUX TBOPIB,
BIJBOMTBCS eMOLiiTHII CKIa[0Bill BMKOHAHHS, poOOTa 3 TEKCTOM € HEBiff EMHOK
CKJIafoBoI0 mpodeciitHoro 3poctanss. Lli apii MaoTh CBOI 0COOMMBOCTI B MY3MYHOMY,
€MOIIiJIHO-3MiCTOBHOMY, BOKa/IbHO-TEXHIYHOMY IITaHaX, H06y1103i MeJIOIiVIHOI JTiHil,
AKOMIIAaHEMEHTI Ta BUKOHABChKIX 3aB/JAHHAX.

BostopiiHHs HaBMYKAMI BUKOHAHH: 6apOYHOTO peliepTyapy — HeBifl' €eMHa CKIafoBa
npodeciitHux KoMIeTeHIiil BOKa/iCTa, ajpKe y Halll yac Mysuka bapoko Mae HeaOyskumit
nornt. KowtieprHi mporpamut 36upatots uncienHi ayguropil. CydacHi BUKOHABL HaMa-
TalOThCA 3HAVTY Ta BiIPOJVUTH PYKOIMCH i MaHYCKPMITY MOTETIiB, KaHTaT, omep. Jlnme
IPOTATOM OCTAaHHIX pOKiB B YKpaiHi BiiOymucs mpem epy 6apoKoBIX Olep 3a MiATpIM-
K1 YKpaIHChKOTO KY/IbTYPHOTO (OHAY, POEKT: omepa Oe3 crin: I. @. epcemn. «/lifona
i Eneit» (02.10.18 p.), I. . Tenpenn «Anuc i Tamares» (12.10.19 p.), Bouquet Kyiv Stage
2019: bapoko Ha nenepi.

CEKLIS:
CBITOBI TA HALIOHAJTbHI MAPAOMT MW
PO3BUTKY XOPEOTI PA®IYHOIMO MUCTELITBA

T. Brahina, Yu. Brahin

DANCE AS A PHYSICAL FORM OF SPIRITUAL PRACTICE
IN THE WORKS OF MERCE CUNNINGHAM

T. Bpaeina, I0. bpaein

TAHELb 9K ®I3UYHA ®OPMA [YXOBHOI MPAKTUKU
Y TBOPHYOCTI MEPCA KAHHIHFTEMA

Merce Cunningham (1919-2009) is one of the most influential choreographers of the
XX century. He grew up in Centrailia, Washington, and began dancing at the age of 20.
After moving to New York, he spent six years performing with the Martha Graham Dance
Company. He remained with Graham until in 1953 when he founded his own troupe — the
Merce Cunningham Dance Company.

Last performances were held in December of 2011, as it was Cunningham’s wish that
the company should be disbanded in two years after his death. They performed and toured
for 58 years with different dancers. He staged four new works each year. Cunningham
was strongly committed to the discovery of new movements and to the elaboration of
movements. He refused to be hampered by the physical limitations that come with age. He
tried to refuse the conventional idea of dance. There is no main character or lead dancer in
Cunningham’s work— every dancer is equally important. Likewise, there is no expression
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of obvious emotion. Dancers may be on stage together and even be partners of one another.
Moments of tenderness or intensity can occur, but they come from the movement itself and
not from any imposed storyline.

American choreographer revolted against the conception of psychological dance
drama and developed the conception of pure movement. He believed that dance could exist
independently of music and scenery — movement has its own intrinsic value and therefore
meaning should be extracted from the context, in which it is performed. Cunningham
reacted against the personal psychological choreography of Martha Graham. For Martha
Graham, movement was full of meaning; for Cunningham, it was simply movement. He
considered that movement should be taken and appreciated for being “the thing itself”,
rather than for what it is destined to present. Dance itself became the subject of his staging.

“Its when dancing gets awkward that it starts to get interesting”, — posited Merce
Cunningham. According to him, randomness and probability are two principles of
movement, from which stems a truly unpredictable dance. In some performances,
spectators would be asked to toss a coin to determine the sequence of movements. Over
time, his experiments with chance method intensified, helping him to try out sequences,
which he wouldn't have elaborated on his own.

Cunningham’s use of technology is one way in which he redefined dance. His
masterwork BIPED (music by Gavin Byars), demonstrates evolution of Cunningham’s
experiments with advanced technologies. Many consider BIPED, created in 1999 when
Cunningham turned 80 years old, to be the culmination of his use of computers to generate
movement ideas.

Cunningham began choreographing on the computer in 1989 using a program
“Life Forms’, created at Simon Frasier University (British Columbia, Canada). The Life
Forms software portrayed outlines of human figure in a three-dimensional space. The
computerized figures had movable joints and could be employed in performing of all kinds
of movements, including spins, jumps, leaps, reaches, and bends.

Cunningham used this app to experiment with choreographic ideas outside studio.
Once he had created a movement phrase with computer figures, he tried it out on his
dancers to see how it worked. Often the developed sequence of movements was impossible
for dancers to perform, but their rendition, while trying out the sequence, led to such
unexpected choice of movements, that he had not preconfigured or had never done before.
This is what captivated Cunningham—pushing himself and his dancers outwards the
boundaries of conventional staging, attemping to transcend the habitus.

Cunningham was involved in the development team that redesigned and re-launched
the Life Forms program, renamed it Dance Forms. Every work, Cunningham made after
1991, including BIPED, utilized movement generated with Dance Forms.

Sometimes the movement could seem detached and unemotional, the music
distracting or downright irritating. There were times when people walked out of the
theater because they didn't enjoy or understand Cunningham’s works. Even so, he is
considered one of the great American choreographers of all time. Why? Because he never
stopped trying new things. Throughout his 70-year long career, he continued learning and
innovating. Ultimately, he changed the way many people thought about choreography and
dance. Cunningam believed, that dancing should be considered as a spiritual exercise in
physical form, and what is seen, is what it is.
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Cunningham’s creative philosophy has been the subject of study by many authors.
Original research into Cunningham’s work was carried out by Carrie Noland (“After the
Arbitrary”). In this book Carrie Noland brings new insight to this transformative artist’s
philosophy and work, providing a fresh perspective on his artistic process while exploring
aspects of his choreography. Examining a rich and previously unseen archive that includes
photographs, film footage, and unpublished writing by Cunningham, Noland counters
prior understandings of Cunningham’ influential embrace of the unintended. Noland
considers that Cunningham approached movement as more than “movement in itself,
and that his work enacted archetypal human dramas. The prospect of further study is the
determination of stylistic characteristics of M. Cunningham’ staging.

0. Yenanos

XOPEOIPA® OO MOHTEPO TA MO0 BHECOK Y TBOPYI 3l0BYTKM!
BAJIETHOI TPYNU AEP)XABHOIO HIOPHEEP3bKOIO TEATPY

O. Chepalov
THE CHOREOGRAPHER GOYO MONTERO AND HIS CONTRIBUTION

TO THE CREATIVE ACHIEVEMENTS OF THE BALLET COMPANY
OF THE STATE NUREMBERG THEATRE

Y mepeBaxHill KiIbKOCTi Jiep)KaBHMX TeaTpiB, PO3TAIIOBAHNMX y HEBEMMKIX MiCTax
Himeyunsu, Tpymna CK/IaJla€Thest 3 SPaMaTIIHOL, OEPHOI Ta 6aneTHOI (TaHI[IBAIBHOI).
3a3BMyall OPKeCTp y BMCTABAX BUKOPUCTOBYETbCS (imapMOHifHMIL 3aBAsAKM Takii
CTPYKTYpi KOXXEH TBOpYMII IIJPO3AINT MA€ BIAcCHi IIPOTPaMy, CIIIbHI penepTyapHi
IVIaHY, COPAMOBAHI HA 3alfikaB/leHOro IsAfada. IIpOTArOM OCTaHHIX IUATHAALATH
poKiB TaHIjoBa/IbHY TPyIy HIopHOEP3bKOIO Tearpy 04o/ioe HameTMericTep iCiaHCbKOro
noxomxerHs [oito Mowtepo (Hap. 1975), sikuit 3506yB xopeorpadiury ocsiry B Icnauii Ta
Ha Ky0i 11 ipa1ioBaB sk BUKOHABeLlb Ta I0CTAHOBHMUK Y pisHNUX KpaiHax €porm it [1iBHiuHO
Awmepuxn. Kpim BracHux mocraHoBok Moutepo, GanetHnmit penepryap y Hiopubepsi
npukpamaTb komnosuuil M. bironuerti (Itanis), O. Haapina (Ispaine), H. [yato
(Icmanis), Y. ®opcaiita, M. I'boke, X. Illextepa (Himewunna), K. Illmyka (IlIBefiapis)
M. Exa, A. Exmana (IlIBenis) Ta iHImMMX NpPOBIAHMX MAaiicTpiB XopeorpadivyHoro
mycrentsa. Haparoun im crieny, MoHTepo He yHMKa€ NOPiBHAHD, i B 6iMbIIOCTI BUNALKiB
JIOTO KOMIIO3MIl BUINIAJAIOTh HE MEHII KDEATMBHMMM Ta 3aXOIUIONYMMMU, HDK Y
Korter. Macmtab Ta pisHOMaHIiTHICTh BMACHMX IOCTaHOBOK I. MoHTepo B HiTOMy Tex
BpaxaioThb: «Pomeo i Jxynberrar Ta «[lonemomka» C. IIpokodyesa, «Criistua KpacyHs»
ta «/lyckynunk» I1. Yaiikoscobkoro, «CoH miTHBOI HOUi» Ha My3uky ®. MeHaenbcona —
BapronbpiTa in. knacukis, «Kapmen» bise-Illenpina, «Becna ceamenna» I. Crpasincbkoro,
10-HOBOMY TIpeficTaBiieHi ictopii ®aycra, [lon JKyana, [lon Kixora, Cipano, Otemo.
€ HeMa/o TBOPIB, He IOB’A3aHNX 3 IEBHUM CIOKETOM, ajle SIKi IIPOCAKHYTI JyMKaMi,
eMoliAMY Ta BUOYX0BOIO AyuHaMiKoo. He 3aluinaeTbcsi MUTaHD IIOAO BUTOKIB CTUIIO
xopeorpadii [oito MoHTepO — BOHa csrae MiABAIMH AKaJEMIYHOTO TAHI0, aje HUM
He oOMexyerbcs. TpeHiHI y4acHMKIB TPYNM, BiITBOpeHWIT A/IA I/LAfA4iB y BUCTaBi-
nepdopmaHci «Aypraxty, cknagae ii meprry gacTury. Clofu BXOJSATD 3BIYAIHII TPEHIHT
61711 epecyBHIX CTaHKIB, KOMOIHAis 3 BIIpaB Ha cepefuHi Ta cTpuOKi. Befe Kiac cam
MonTepo, Hafjaluy MOKIMBICTb TAaHIBHMKAM He TilIbKU /i1 POSMMHKI-PO3IrpiBy,
a TaKOX JIA TOKA3y IMAfaYaM IOTEHLIHNX MOXIMBOCTEN TPymu. Y APYTiil JacTuHi
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