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TAHI[IOBAJII)HO-CI}OPTI/IBHI/Iﬁ JUCKYPC SAAK PI3BHOBU
IHCTUTYHIMHOI'O THUITY CIIIVIKYBAHHA

CratTIO NPUCBSYEHO BCTAHOBJIEHHIO O3HAK TaHI[IOBAJIBHO-CIOPTUBHOIO AUCKYPCY SK Pi3HOBHAY IHCTUTYLIHHOTO THITY CIUIKYBaHHSI.
3’51cOBaHO, 10 CNIOPTHBHUI Ta TaHIIOBAJIbHHUI IMCKYPCH MAIOTh 0araTo CIiJIBHUX XapaKTEPUCTHK, sIKi CTOCYIOTBCS HOIO THIOBHX
y4acHHKIB 1 NEPEeKOHYIOTh B ICHYBaHHI TiOpMAHOTrO THUIY AUCKYpCY. TaHLIOBaIbHO-CIOPTUBHUI AMUCKYPC Aa€ MOXKIHUBICTH
CYCIIIBCTBY BiI4yTH €CTETHUYHY LIHHICTh TAHLIOBAIBLHOIO BHAY MHCTELTBA, i IEPEKOHYE B HEOOXIJHOCTI HOTO iCHYBaHHS B yMOBax
XXI cromiTrs.

Kniouosi cnosa: manyrosanvno-cnopmushuii / 6anbruii OUCKypc, iHcmumyyitinuii OUcKypc, aopecanm, adpecam, KOMYHIKayis.

Siedakova M. V. Dancesport discourse as a kind of institutional communication. The article discusses the dancesport / ballroom
dance discourse as a kind of institutional communication established by several important parameters including typical participants /
interlocutors and their relations, chronotope, setting, aim, values. It combines features of sport and dance discourses. The purpose of
the research paper is to determine the role of dancesport discourse as well as its place among other institutional types of
communication. It has been found out that dancesport discourse meets the requirements and expectations of interlocutors involved
into various types of interactions related to ballroom dance activities. The results of the study can be summarized as follows: typical
participants in dance and sports discourses are very similar in performing their main functions; in many aspects aims and values of
the ballroom dance discourse coincide with those in dance communication and sports interactions (cf. the great desire to win in sports
discourse participants and the achievement of the aesthetic employment in dance discourse interlocutors). As to temporal features,
time of communication is not limited to training or competition. These characteristics prove the expediency of the hybrid type of the
ballroom dance communication. Dancesport discourse is socially significant. Being related to art, it encourages the feeling of
aesthetic satisfaction while as a sport interaction it stimulates a healthy competition, provides the members of society with the
meaning of success, happiness, and acceptance. It is noteworthy that dancesport discourse necessitates such type of dancer-spectator
communication that goes beyond clichéd, specialized manner and is efficiently realized by the synergy of visual and audio encoding
means.The specific character of dancesport discourse is its representation in real time. On the one hand, it is dynamic and meets the
demands of society for innovations. On the other hand, it relies upon the accumulated cultural and emotional experience and
interlocutors’ knowledge of the world. Thus, dancesport discourse is a special kind of institutional communication that is
characterized by a syncretic nature supported by interdiscursivity and semiotic synergy.

Key words: dancesport / ballroom dance discourse, institutional discourse, addresser, addressee, communication.

BerynHi 3ayBaskeHHsl. Y CYYacHUX JIIHTBICTHYHHMX PO3BIJIKAX 3HAYHY yBary NpHUALICHO
BUBYCHHIO PI3HUX THUIIB JIHUCKYPCIB, SIKI OMHCYIOTh (DYHKI[IOHYBaHHS MOBHM B 0araTbox ramy3six
moacekoro KuTTsa (A. 3arHiTko [3armiTko 2008], B. Kapacux [Kapacuk 2000], I'. ITouemnios
[[Towenmo 1999], E. Ochs [Ochs 2002], P. Brown, G. Yule [Brown, Yule 1983]). Came ¢penomeH
JTUCKYpCy TpaHCc(hOpMye Halle CEpeOBHINE B COIIAIbHO Ta KYIbTYPHO BAKIUBE ISl KOXKHOTO
komyHikaHTa [Bloomaert 2005, p.4], 1 sBisie co0010 PYHKIIIOHYBaHHS MOBH B PEXKHMI PEATBHOTO
qacy.
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Hosa ¢inosoris

Jns oxkpeMoi JIOAMHM W CyCHUIbCTBA B LIJOMY BaXJIMBUMHU € TIMTaHHS, IMOB’si3aHi 3
yMOBaMH Ta TpaBWJIaMU YCITIIHOTO CHIJKYBAaHHS, B3a€EMOJIEI0 BepOaIbHUX Ta HEBEpPOATBHHX
3ac00iB akTyaizanii KOMyHIKaTUBHHX aKTiB, CIIEHU(IKOI0 KOMYHIKALIi sIK B MEXaX KOHKPETHUX
JTUCKYPCIB, TaKk 1 Ha IHTEpAUCKYpCHBHOMY piBHI. KoXeH BHJ OHUCKypCy mependadae TIEBHY
MOBJICHHEBY ITOBEJIIHKY KOMYHIKaHTIB, 110 TOB’s3aHa 3 iX COLIaIbHUMH cTaTycamu Ta possiMu. Lli
BIJIHOCHHHU BiJJOYBAaIOTHCSA 3a BCTAHOBJIICHHMMH IpaBWJIaMH, BU3HAYAIOTh Ti YHM Ti Jii, BUSABISAIOTH
pi3H1 GOpMH KYIIBTYpH, 3aisiHI B IPOLECi 11 CTBOPEHHS.

[pYHTOBHO IOCIIKEHUMH € AUCKYPCH, Ki 3IiHCHIOIOTh BIUIMB HA CYCIIBHY CBiIOMICTB,
30KpemMa mojiTuaHui, meniiauid, ainosuit (FO. Kmoes [Kiroes 2016], M. Koukin [Koukun 2003],
O. We#iran [Ietiran 2004], M. fry6osa [Aryooa 2001], T. IlupseBa [IIupsiera 2009]).
3aranbHOBU3HAHO, IO MUCKYPC — II€ HACTUIBKH JMHAMIYHE SIBUINE, IO HAaBPSA YH BAACTHCA
CTBOPHUTH BCEOXOIMHHUH MEPEITIK THUITONOTIT JUCKYPCY 3 KITBKOX MIPUYMH: 13 4aCOM TUCKYPCH MOXKYTh
a0o yTBOpIOBaTH HOBI THMM AMCKYpCY, ab0 X 00’ €IHYBaTHUCS; JUCKYPCUBHHUI MpPOIEC BEIbMHU
JTUHAMIYHUNA, TOMY OJIHI IUCKYPCH 3'SBIISIIOTHCS, a 1HII 3HUKAIOTh; JUCKYPCH HIKOJW HE MAlOTh
gyiTkux Mex [3arnitko 2008, c. 20], cTymiHb JOBUIBHOCTI B OpraHizalii CHUIKYBaHHsS BEJIbMHU
BapiaTWBHA. 3 IIUX Ta IHIIUX TPUYHUH BIACYTHS €HICTh TyMOK CTOCOBHO IIPUPOIH TUCKYPCY.

I Bce X HOCHIHMKYU TMPArHyTh OKPECIUTH (PyHIAMEHTANbHI MIAXOMW W 3araibHi CXEMH
OMHCY JAHUCKYPCY, TOMY 3’SIBISIFOTHCS PO3BIAKH, NPUCBAYEHI MYJIBTUMOJAIBHOMY XapakTepy
cuinkyBanns (Bonsignori V., Crawford B. [Bonsignori, Crawford 2017], T. A. van Dijk [van Dijk
2011]), mo o0coOJMBO aKTyaJlbHI B MIHJMBUH TEpioJ PO3BUTKY HOBITHIX TEXHOJIOTIH, SKi
BIUIMBAIOTh HA MPOLIEC KOMYHIKaIIii.

Y cydacHUX MUKAUCIUIUTIHAPHUX JOCTIDKCHHSIX MOBH W MOBJICHHS ~ BaXKJIUBUM 1
3alUTaHUM € «TaHIIOBAJLHUIN JUCKYpC», SIKUU mependadyae aHali3 MUTaHHS ICTOpIi TaHIIO, HOTo
BBy Ha BuxoBaHHs Mosioni (K. Schlapbach, C. Schellow, D. Mason), poni B ¢i3u4HOMYy Ta
NICUXOJIOTIYHOMY 3/I0pOB’1 JIOAMHU. Y BITYM3HSAHIM AMCKypcoyiorii  Ha Temep BIJACYTHI
JOCITIJDKEHHST CHenu(iKu KOMYHIKAIli y TaHIFOBaJIbHO-CIIOPTUBHIN Taily3i, 30kpeMa y cdepi
O6anpHOrO TaHmioo. Lle ocoOmuBuil BUA AISIIBHOCTI Ta KOMYHIKalii, SIKHH BuUMarae BCeOIYHOTO
JOCITIJDKEHHS 3 YPaxXyBaHHIM BCI€l MyJIbTUMOIaJIbHOT CKIIATHOCTI.

Merta [MOCHiKCHHS: BU3HAYUTH MICIIE€ Ta POJb TAHIIOBAJIbHO-CIIOPTUBHOTO JHUCKYPCY 3-
MMOMDXK 1HIIMX THUITIB IHCTUTYIIMHOTO CITUIKYBaHHSI.

OO0’€KT JOCHIIKEHHS — AaHMIIHCPKOMOBHUHM TaHIIOBAJIbHO-CIIOPTUBHUN JHCKYpC SK
0COOMBUI BHJI KOMYHIKAITii.

IIpenmeTr AOCHIDKEHHS: KOHCTUTYTHBHI XapaKTEPUCTUKHA TAHIFOBATHHO-CIIOPTUBHOTO
TUCKYPCY.

Bukianx ocHoBHoro wmarepianay. Croenudika TaHIIOBaTbHO-CIOPTUBHOTO IHCKYPCY
J03BOJIsI€ KBalipiKyBaTH HOro Sk OCOOJMBUN BUJ IHCTUTYLIMHOTO IUCKYpCy, SIKMM Ma€ CBOi
XapaKTePUCTUKU (TUIIOBUX YYACHHUKIB, XPOHOTOI, METY, IIIHHOCTI), 1 TMOEIHYE OCOOIHMBOCTI
CHOPTUBHOTO i TaHLIOBAJILHOTO TUIB AUCKypcy. CaMme TOMY TaHIIOBaIbHO-CIIOPTUBHUM JUCKYPC
pO3TIsAAaeThes K TiOpUIHUN GopMmaT, OCKUTBKM Mae 0araro He3alle)KHHX OJHA BiJl OJHOI O3HAK,
SBJsIE COOOI0 BEJNBMH CKJIATHY KOMOIHAINIO PI3HUX MOXJIMBOCTEH, Ta JO3BOJIIE BUCYHYTH
NPUITYIIEHHS ~ [pO SKICHO HOBHUH THUN JHCKYpCy, SIKHH BINOBigae moTpedaM Cy4acHOTO
CYCITUJIbCTBA.

AmHati3 pi3HUX TUMIB AUCKYPCY 3MIHCHIOETHCA 32 IEBHUMH KPUTEPisIMHU, HAaBOXXITUBIIIUMU 3
SIKUX € CIIBBIJHECEHICTh 3 KOHKPETHOIO C(HEpOor0 KUTTEMISIBHOCTI (CIIOPTUBHUN, TAHIFOBATBLHUM,
NeIaroriuHuii, MEIWYHMH TOIIO); KOMYHIKaTMBHa/aJapecaTHa oOpieHTalis (IHCTUTYLIMHUN Ta
MepCOHAIbHUM/ OyTTeBHM Ta TOBCAKACHHWN [baxTtun 1986] pi3HOBUOM IUCKYPCY); BHI
MOBJICHHEBO1 [isTIbHOCTI (MOHOJNOTIYHHMA abo miamoriunuii nuckypen [Kapacuk 2002]); xanan
iHopmarii (XymoxHIN, MOTITUYHUN, €TUKETHHH TOIO). 3 OrJIsAy Ha aapecaTHy OpieHTAIllo,
KOMYHiKaIlisi Oyb-sIKOr0 BHUIY 1HCTUTYLIHHOTO JAWCKYPCY BU3HAYA€THCS TUIOBUMHU YYaCHUKAMH,
XPOHOTOIIOM, METOIO Ta I[IHHOCTSAMH, a TAKOXK >KaHPaMH CIUIKYBaHHS.
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Jlis BU3HAUEHHS CHUIBHUX XapaKTePHCTUK Ta OOIPYHTYBAaHHS JOLIUIBHOCTI BHILJICHHS
riOpUIHOTO THUITY TAHIIOBAJIBHO-CIIOPTUBHOTO JTUCKYPCY, JETalTi3yeEMO TaHI[IOBAIBHHN Ta
CTIIOPTUBHUH PI3HOBHUIU IUCKYPCY OKPEMO, 3BaXKAI0UM Ha 3a3HaueHi KpUTepii.

CrnopTuBHHMIA  PI3HOBUJ  JTUCKYPCY  CHIBBIJHOCHTBCS 3  KOHKPETHOIO  cdeporo
KHUTTEAISIIBHOCTI Ta € 0araTopiBHEBUM SBHUINEM, y SKOMY CYyO €KTH CHOPTY peaji3yloTh CBOi
koMmyHikaTuBHI Hamipu [Kucmumsina, HoBukosa 2017, c. 29]. 3 ornsiny Ha agpecaTHY Opi€HTAIlIIo,
TUNIOBUMH YYaCHUKAMH CIIOPTHUBHOTO JUCKYPCY € CIHOPTCMEH, TPEHEp, CYAs — aKTHBHI YYaCHUKH
JUCKYPCY, SIKI BIUIMBAIOTh HAa XiJl CIIOPTUBHUX TMOJiH. ICHYIOTHh Tak 3BaHI MacHUBHI yYaCHUKH
CIIOPTUBHOTO TUCKYPCY: BOOJIBaJIbHUKH, CIIOPTUBHI KOMEHTATOPH, SIKI HE BIUIMBAIOThH Ha MOIi, ane
OepyTh ydacThb B MOIMyJsipu3allii Ta 00rOBOPEHH1 CIIOPTUBHUX TOJIM.

XpOHOTOI CIIOPTHUBHOTO AMCKYPCY — THIIOBE MICIE JUIS 3aHATTS MEBHUM BHJIOM CIIOPTY
(coptuBHa 3ana, pyTOOoJIbHE MOJIe, KOB3aHKA TOIIO0). YacoBl 03HAKH CIIOPTUBHOTO JUCKYPCY BaKKO
OKPECIIUTH, OCKUIbKM KOMYHIKAI[ii THUIOBHMX YYacHHKIB He OOMEXYETbCS TpPEHYBAaHHIM abo
3MaraHHsIM, a TPOJIOBXKYEThCS JAJCKO 3a X MexamMu. MeTa CIOPTHBHOTO JUCKYPCY IIOJISITAE Y
JOCSITHEHH1 HaMBHUIMX CHOPTHBHUX PE3YJbTAaTiB Yy MEXax MEBHOTO BUAY CIOPTY, a TAaKOXX OOMiH
iHopmariero MK BETUKMMH TpymamMu HaceideHHs. [[iHHOCTI CHOPTHBHOTO THITY ITUCKYPCY
MOJISITAlOTh Y BUXOBAaHHI MOPAJIbHO-€THYHUX SKOCTeH AiTed 1 mimmiTkiB. CHOPTHBHHUN IHCKYpC
nepeabdavae 6araro kaHpiB: 3MaraHHs, TPEHYBaHHs, CIOPTUBHE 1HTEPB 10, YPOK (HI3UYHOT KYJIBTYPH
TOILO.

3a BHUJIOM MOBJICHHEBOI JISJILHOCTI CIIOPTHUBHUN TUCKYpPC MOXKE OYTH SIK J1aJOTIYHUM
(mepeBaXkHO), TaK 1 MOHOJOTIYHUM (OOrOBOPEHHSI CHOPTHBHUX IOJAIH KOMEHTaTopom). 3a
(GYHKIITHUM KpUTEPIEM CIOPTUBHHM TUCKYPC B3AEMOJIIE 3 Mac-MEIIMHUM, a TAaKOXK TeAaroriYHuM
TMCKYpCaMHU.

TanmroBanpHUM, a00 XopeorpadiyHui, pI3SHOBUI AUCKYPCY CITIBBIIHOCUTHCS 3 KOHKPETHOIO
ceporo KUTTEASUIBHOCTI Ta OXOIUTIOE Pi3HI BUAM M HampsMKH TaHIIOBAJLHOrO MHcTenTBa. Ha
’aJlb, Ha ChOT'OJIHI TAHIFOBAIBHUI TUCKYPC HEOCTATHBO BUBYCHUI, a TOMY MOTpeOye AeTanbHIIIOl
XapaKTepUCTHKH 3a anpoOOBaHMUMH B3IPISIMU. 3 OIJISAY HA aJpecaTHy OPIEHTALII0 TUIIOBHUMHU
YYaCHUKAMH TaHIJIOBAIBHOTO JHUCKYpPCY € TaHIIIBHUKH, Xopeorpadu, Isigadi.  XPOHOTOI
TAHIFOBAIBHOTO TUCKYPCY — MICIE JJIs 3aHATh TAHISIMH, 3a3BHYail TaHIIOBalIbHA CTyis. Meta i
IIHHOCTI TaHIIOBAJBLHOTO AMCKYPCY TMOKIWKAaHI JOHECTH TYXOBHO-CTHYHI HACTAHOBH Cy4aCHOMY
CYCHUIBCTBY, OCKIJIBKM 0€3 LbOTO MOTY)KHOTO BIUIMBY BTpaya€ CEHC Ipolec TBOPYOCTI Ta
mucrtentsa B3arani [[IIumosckas 2009, c. 98]. XKanpwu, mo 3aisHiI B TaHIIOBAILHOMY JHUCKYpCl, —
TAHIIOBAIBHUHN YPOK, pEIETHULisl, KOHIIEPT, BUCTaBa TOILO.

3a BHUJOM MOBJICHHEBOi MISUTPHOCTI TAHIFOBAJBLHUU TUCKYPC € TIEPEBAXKHO MI1aJIOTIYHUM,
OCKUJIBKA Ma€ Ha METi KOMYHIKallilo 3 TisgadeM. 3a (YHKIIHHMM KpUTEpieM TaHIIOBAJIbHUN
JTUCKYPC B3a€EMOJIIE 31 CIIOPTUBHUM, TI€AarOT1YHUM, €MOIIIHUM.

Konu posrnsigaty CiopTUBHHUMA 1 TaHIIOBAJIBHUM PI3HOBUIM JHCKYPCY OKPEMO, HEBa)KKO
CIIOCTEPETTH CXOXKICTh 0araThOX XapaKTEPUCTHK, sKi BiJOOpakeHI B Cy4aCHOMY TaHIFOBAJILHO-
CIIOPTUBHOMY JHUCKYpCi, 30KpeMa B MHCTEUTBI OalbHOTO TAHIIO: TUIIOBI YYaCHHKH (TpEHEp =
xopeorpad; CIopTCMEH = TaHI[IBHUK; BOOMIBAIBHUK = IJIsia4); MeTa W MIHHOCTI TaHIIOBAJIHLHOTO
Ta CIIOPTUBHOTO IHMCKYPCIB JIONMOBHIOIOTH OJWH OJHOTO, OPraHiyHO MOEIHYIOTh NparHeHHs [0
MEPEMOTH 31 CIIOPTUBHOTO JUCKYPCY 13 €CTETUYHOI0 HACOJIONOI0 3 TaHIIOBAIBHOTO TUCKYPCY;
YacoBl O3HAKM JBOX 3a3HAUYEHUX THUIIB JUCKYPCY CXOXi, OCKUIbKM KOMYHIKalis BiOYBa€eTbCs
JAJIEKO 3a MEXaMHU TPEICTABICHUX XPOHOTOIB. YcCe 1€ Ja€ MiACTaBU JOBECTH  1CHYBAaHHS
TaHIFOBAIbHO-CIIOPTUBHOTO JUCKYPCY SIK PI3HOBUIY IHCTHTYLIMHOTO THIy CHUJIKYBaHHSA, XOo4a
ICHY€ JyMKa, 110 TaHIIOBATBHUN JUCKYPC — 1€ BCE XK IMiIBU CIIOPTUBHOTO TUCKYypcy [XieOyTuHa,
Maxkcumenko 2015], 60 TOJTOBHOIO CKJIaIOBOIO CIIOPTUBHUX OalbHUX TaHINB € 3MaraHHs. Ha me,
OJTHAK, CJIi/I 3aIIEPEUHTH, 10 HE MO’KHA BUKPECITHTH MUCTELbKY CKJIAZIOBY TAHIIIB, aJKE 11¢ CTABHUTH
i 3arpo3y JOUIIBHICTh ICHYBaHHS LIbOTO aKTY TBOPYOCTI.
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3a QyHKIIHHUM KpUTEpiEM TAHLIOBAJIHHO-CIIOPTUBHUM AUCKYPC € MIKraly3eBUM, SIKUI
TICHO B3a€MOJII€ 3 XopeorpadiyHUM MHUCTEIITBOM, CIIOPTOM, TIEArOriYHO0 AiSUTLHICTIO Ta OCBITOIO.
(’Tribute to Julius Kaiser, a much respected and beloved ballroom teacher, coach and
adjudicator” [Hall 1992, c. 95] “Dancer is an actor, an athlete, and a storyteller” [Fishkin 2010,
c4]) Cdepa BIUIMBY TaHUIOBAJIBHO-CIIOPTUBHOTO JUCKYpCY IIO3HAYAEThCS HE  OJHIEIO
KOMYHIKaTUBHOIO TIOJI€I0, a I[IJIUM KOMILJIEKCOM TEKCTIB 1 TMOJIH, IO ¥ JOBOJUTH B3aEMO/IIIO
JMCKYPCIB Ta BIA3EPKATIOETHCS B SBUII IHTEpAUCKYpcuBHOCTI [bouapuukoBa 2012, c¢.134-135].

3 ormsgy Ha agpecaTHy OpIEHTAIllI0 TUIOBUMH yYaCHUKAMU OyIb-SIKOTO  THITY
IHCTUTYLIHHOTO JTUCKYpCY € ‘“‘aapecar/KOMyHIKaTop” Ta ‘‘apecaHT/KOMYHIKaHT/pelUITieHT”
iHdopmarii [Baum 1995, ¢.31]. Aapecar — 1e TOH, XTO CTBOPIOE TEKCT B yCHIN a00 MUCHMOBIH
¢dopmi. Komynikaropom iHpopmanii Moxke OyTH pemakTop rasetu abo >KypHaly, XYHOXKHUK,
¢dbotorpad, TaHIIBHUK TOIIO. TparuisieThCs, MO TEKCT Ma€ JIeKUIbKa KOMYHIKaTopiB (0COOJHMBO B
Meniacepi Ta cropTUBHIN cdepi). Y CTBOPEHHI TEKCTY TaHIIOBAIbHO-CIIOPTHBHOTO JUCKYPCY
TaKOXX 3aJisTHO JCKiIbKa KOMYHIKaTopiB (“We’ve been blessed to have a great team next to
us...during 12 years of dancing together”) [Cocchi, Zagoruychenko]. Ot1xe, anpecar — 1ie neBHa
ocoOucTicTh 200 KOMaH/Ia JIIOJICH, 110 MOKJIWKaHI CTBOPUTH HEMOBTOpHHU TekcT. ("Students need
encouragement and genuine praise to achieve the real educational dance goals that get them on
par with national standard” [McCutchen 2006, p. 334]).

[Ilo cTOCy€eThCSI PELHUITIEHTIB, TO IX OCHOBHAa MeTa — CIPUHHATH TEKCT Bi3yaJbHO ab0 Ha
CITyX, 3BaKalOYW Ha BJIACHUM JOCBiA 1 3HaHHS (mpodeciitni abo HenpodeciitHi B Tii 4u Tii cdepi).
[Tig yac cipuiHATTS TaHLIO K XOpeorpadiqHoOro TEKCTy, NpOopeciiHUMU PELUITIIEHTaMHU € TPEHED,
CyIIs 3MaraHb, 1HIIWA TaHIIBHHUK; HenpodeciiitHuM aapecanToM € misinad. “The dancers are the
performers, and they also form the audience when not dancing along with their supporters: friends
and family...” [Harman 2018, p. 106]. Baxxiuum € To#t (hakT, 0 HA OJHUX PEIUIIEHTIB TEKCT
30pIEHTOBAHUMN TUTHKU 33U OTPUMAaHHS iHQpopMaIlii (TaHIIBHUK-CYIAs 3Maranb), a IJIs 1HIIUX
TaHIFOBAJILHUM TEKCT BIUIMBAE eMOLIMHO “...we enjoyed with the respond of the audience for our
dancing” [Zharkov, Kulikova], abo inmeiiHO (TaHIIBHUK-TJISA4, THUTYJIOBAaHUN TaHI[IBHUK-
MOYAaTKIBEIb).

Crin 3a3HauuTH, 010 y cepi TaHLIOBAILHO-CIIOPTUBHOTO TUCKYPCY aApecaTu Ta aJpecanTH
MOXXYTh 3MIHIOBaTUCS B 3aJie)KHOCT1 BiA >kaHpy. Hampukian, TaHIIOBaJbHUMA YpOK: ajpecar-
BUUTENIb TAaHI[iB, TPEHEp; aJpPeCaHTU-TAHIIIBHUKHU, TAaHI[IOBAJIbHE 3MaraHHs: ajapecaTaMu €
TaHIIIBHUKH, aJjpecaHTaMu TIisanadi (Henpodeciitai), cyaai, TpeHepu (nmpodeciiini).

OnHiel0 3 HAMBXKIMBINIMX XapaKTEPUCTUK YYACHHUKIB JUCKYpCY € TIPEACTaBICHHS
aKTyalbHUX Ha Temep mapameTpiB iH(opMalii B KOTpPIMCh cuTyamii (XpOHOTOM, OCOOMCTOCTI
YUYaCHHKIB, iX B3a€EMHHHU, a TaKOX 3HAHHA B TEBHIM cuTyallii). Yci Li mapaMeTpu 3akiajieHO B
cy0’ eKTUBHIN MEHTaJIbHIM MOJZEJi, M0 BHU3HAYa€ KOHTEKCT Ta JO03BOJSE KOMYHIKaHTaM
BUOYZOBYBAaTH PO3MOBY ab0 TEKCT SIK pe3yJibTaT, y 3py4Hill KOMYHIKaTUBHIN cHUTyawii Ans BCiX
yaacHukiB [van Dijk 2011]. Hampuknaz, ciikyBaHHS ajapecaTa Ta PEIUIli€HTa BUMAararoTh 3HAHHS
cnemianbHoi nekcuku: LOD (line of dance)-is a path along and generally parallel to the edge of
dance floor in the counterwise direction. Footwork is a term describes dance technique aspects
related to feet: foot action and foot position. Contra-check is a typical figure of waltz which
characterized by rotation. Rotation is used to create dynamics in the first step and to create
lightness and leading for the second step [WDSF Technique books].

Y  TaHIIOBAIBHO-CIIOPTHBHOMY  JUCKYPCl  CIIiJI  PO3PI3HATH  PIBHONMpPABHUX  Ta
HEpPIBHOMNPABHUX YYAaCHUKIB AMCKypcy. Ilpu mpomMy AuMCKypc MiXK pIBHONPAaBHUMH YYaCHUKaMHU
mBUIIIe 32 Bee Oyae mMatu HeodimiiHuii xapakrep cminkyBaHHs [Geluykens 1992, c. 28], a mix
HEpIBHONPAaBHUMHM, HAaBMNakW, OQIIHHUM. Y mapaMeTpi pIBHUX BIJHOCHH MH PO3PI3HIEMO
CHIJIKYBaHHSI MK OJIM3bKUMU JIPY3sIMHU 200 3HAHOMHMH Ta CIUJIKYBaHHS MIX JIFOJJbMH, PI3HUMH 32
CTyIeHEeM 3HailoMCTBa. Y MepIIOMY BMIAJKy CHUIKYBaHHS, NMEPEKOHaHi, MaTuMe HeoQiliiHui
XapakTep, a B iHIMIOMY - Oyae Outbmn odiriiHUMH, X04a CIIiJl OpaTH J0 yBaru Iie i yMOBH, Y SKHUX
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BimOyBaTUMeThCsl cHinkyBaHHS. Ilpu 1bOMYy iHKOJNM Miclle Ta YMOBHM CIIUIKYBaHHS MOXYTb
BIUIMBATH HA PIBHONPABHUX YYACHUKIB TUCKYPCY, 3MIHIOIOYM TOH iXHBOTO CIIJIKYBaHHS Ha OLTBIIT
odimiitHuiA, HIXk 3a3BHYai.

XpOHOTOIl TaHIIOBAJILHO-CIIOPTUBHOTO JUCKYPCY — CEPENOBHINE, THIOBE JUISI 3aHATh
TaHI[IMU: TAHIIOBAJIbHA CTyHis. YacoBi O3HAKM LBOTO THUIY AUCKYPCY BAXKKO BHU3HAYUTH, 00
KOMYHIKAIlisl yYaCHHUKIB HE OOMEXY€ECS CTIHAMH TaHLIOBaIbHOI cTyxiil. (“At the dance studio I've
developed healthy relationships with new found friends, who care about me and assist my family as
supportive care system” [Minnick 2012, p. 200]; “the dance studio is nourishing to my emotional
and mental well-being”) [ Minnick 2012, p. 200].

Mera ¥ IIHHOCTI TaHIFOBAJILHO-CIIOPTUBHOTO TUCKYPCY OXOIUTFOIOTh ~ BHXOBaHHS
TAHI[IBHUKIB HOBOTO TIOKOJIIHHS, 3AaTHUX BUOOPIOBATH MEPEMOTY Ha HallKpalux napkerax €Bpomnu
W CBITY, a TakoX TMOMYJSpHU3allisl MOpaJbHUX OCHOB CYCIUJIBCTBA, 30KpeMa CHOPTHUBHOTO
TOBApHUCTBA Ta 3JJ0POBOTO criocoOy xkutts. “This international interest, achieved without very much
publicity, is the natural result of the recognition of English Ballroom Dancing as the greatest
indoor sport and recreation the world has ever known” [Moore 2012, p. 5 ]. “We might commonly
conceive of dance either as creative, artistic practice or as a recreational community activity”
[Dodds 2018, p. 1].

JKanpu TaHIIOBAIbHO-CIIOPTUBHOTO JUCKYPCY MOXKYTh OyTH BHJIUICHI Ha OCHOBI HasBHHX
dopMm crinkyBanHs: ypok (lesson< a thing learned or to be learned by teacher), ceminap
(workshop< a meeting at which a group of people engage in intensive discussion and activity on a
particular subject or project), nexuis (lecture<an educational talk to an audience), 3maranus
(championship<a contest for the position of a champion in sport or game), TIOKa30Bi BUCTYIH
(gala shows< a social occasion with special entertainment or performances).

OCoONMBICTh  TAaHIIOBATBHO-CIIOPTHBHOTO JIUCKYPCY BU3HAYAETHCS M€ W THM, IO
KOMYHIKaIlii MDK YYaCHUKaMH JUCKYpCY BHUXOAWUTh 3a MEXI KIIIIOBAaHOTO CIIIJIKYBaHHS
[IOHAWOUIBIIE T Yac KOMYHIKallii TaHIIBHUK-TJISIAAY, KOJM Ha TEPIIMNA TUTAaH BHHOCATHCS
HeBepOanbHI 3acO0M  CIIJIKYBaHHS (Bi3yaJbHO-KIHECTETHUYHI, KOJBOPOBI; MY3HMYHO-CIIYXOBI).
“Synergy between dance and fashion and the way in which dance costumes have been designed to
promote certain feelings of beauty, glamour, artistry and desire...” [Harman 2018, p. 109].
OOroBopeHHsSI TaHIIOBAIBHUX BHCTYIIB Ta CIIOCTEPEKEHHS 3a HUMH TIIsadaMH JOMoMarae
MOKPAIIUTH TICHXOJIOTIYHUHN CTaH JIIOJUHU Ta HA JESKUIA Yac BIABOJIKTH ii Bi/l I[OJIGHHUX MPOOIEM.
“Dancing as an escape from everyday problems and stresses” [Harman 2018, p. 109].

BucHoBku. OTXe, TaHIIOBAJIbHO-CIIOPTUBHUIN TUCKYPC MPEACTABICHUA OCOOIMBUM BUIOM
IHCTUTYIIIHHOTO CHUIKYBaHHS, KM Ma€ OCIOHI XapaKTEPUCTHKH: CHHKPETUYHUHN XapakTep, IO
HNIATPUMYETbCS 1HTEPAUCKYPCUBHICTIO; THIIOBI YYaCHHKH, $KI B3a€MOJIIIOTH MK C000I0 B
Y3BUYa€HOMY CEPEIOBUIII (TaHIIOBAIbHA AISUTHPHICTH) Ta B IHIIUX CHUTYAIlisX (HaBYaHHS, OCBITa) 1
3aJy4aloThCsl J0 PI3HUX JKaHPIB CHUIKYyBaHHSA (YPOK, JIEKIis, ceMiHap, raja-BUCTYI); OCOOJUBI
miHHOCTI Ta Mera. Crnenudikoi TaHIIOBAIBHO-CIIOPTUBHOTO JUCKYpPCY € ¥ Te, IO BiH
NPEJCTaBICHUN B PEXHMI PEAJIbHOTO Yacy, aje JAWHAMIYHO 3MIHIOETHCS, 3BaXKAIOUM HA 3aIHUTH
CYCITUJIBCTBA, X04a i HE 3arnepevuye HaKOTTMYCHHH TOCBI/I.

IlepcieKTHBHMMM MOXXYTh OYTH JOCITIKEHHS KOHKPETHUX OCOOJMBOCTEH TaHIFOBAJIbHO-
CTIIOPTUBHOTO THUITY TUCKYPCY, HANPHUKIAJl, TOHATPHUX JKaHPOBHX XapPaKTEPHUCTUK, METATEKCTOBHX
€JIEMEHTIB, JUCKYPCUBHUX (HOPMYJ TOILO.
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CHUCTEMA ABTOPCBKOI'O OHOMACTHUKOHY TPHJIOI'TT
H. K. JZKEMICIH «THE BROKEN EARTH»

CraTTs NPUCBAYEHA JOCIIDKEHHIO 0CO0IMBOCTEH (OPMYBaHHS aBTOPCHKOIO OHOMACTUKOHY TPHJIOTI] aMEpPUKaHCHKOI MMCbMEHHHILI
H. K. Ixewmicin «The Broken Earth». Ilpamioroun Ha CTHKY jKaHpiB HaykoBOl (haHTacTHKM Ta (peHTe3i, MICHMEHHULST CTBOPIOE
He3BHYAHHUH, caMOOyTHIN CBIT, B SIKOMY TICHO NEpPEILITAlOTHCS HayKa Ta Maris, a Ha IepeIHil IIaH BUXOAWUTH IPOTHCTOSHHSI
monel i cruxii. OpuriHaneHi MoJeni HOMIHAIii Ta BJIACHI HAa3BM BHUCTYNAIOTh BAXIMBUM 3aCO00M CTBOPEHHS YHIKaJIbHOTO
IbTEPHATUBHOT'O CBITY MMCHMEHHHLI Ta JONOMAraloTh YHTa4aM ITOBHICTIO abCTparyBaTHCs Bijl pealIbHOCTI Ta MOPUHYTH B HOBUIA,
He3BigaHuii cBiT. OHOMACTHYHHI IPOCTIP POMaHIB PO3IIISLAAETHCS K CKIIaHA HEeJliHIHHA BIIKpHUTA CHCTEMa, siKa MOAISETHCS Ha CiM
KJIIOYOBHX CKJIQJIOBUX MIJCHCTEM, a CaMeé Ha AaHTPOIOHIMIYHY, TOMOHIMIYHY, eproHIMi4Hy, 300HIMIUHY, XPOHOHIMIiuHY,
XpEMaTOHIMIYHY Ta iICOHIMIYHY mifcucTeMd. J[0 KOXXHOI MiJCHCTEMH BXOAWTH HEPIBHOMIpHA KiIbKICTh IPyN OHIMIB Ta ix
CKJIaJIOBUX — aBTOPCHKHX BJIACHUX Ha3B Ta alelATHBIB, TOXK CTPYKTYypa IMiJICHCTEM HE € BpiBHOBaXkeHOI0. [Tincucremu 3HaxXoaaThest B
iepapXiuHOMY 3B’SI3KY, SIKHH IPYHTYEThCS Ha CIOXKETHIH PelIeBaHTHOCTI IX CKIAJOBHX. B cTaTTi TakoXk aHali3ylOThCs O0COOIMBOCTI
YTBOPCHHSI aBTOPCHKUX BJIACHUX HA3B, a TAKOXK 3arallbHUX Ha3B Ha MO3HAa4YeHHS (aHTacTHYHMX peaiii. Cepel MUIXiB YTBOPCHHS
OHIMIB y TPWJIOTiIi HaHOIIbIIE BHKOPHCTOBYBAJIHCh CEMAaHTHYHMI CIOCIO CIIOBOTBOpEHHS Ta cy(ikcalis, OJHAK YacTO MOXHaA
MIPOCTEXUTH TPUKIAIN 3aCTOCYBaHHS KOHBepCil Ta OCHOBOCKIamaHHA. CHcTeMa OHOMAacTHYHOTO IIPOCTOPY TPHIIOTii dopMmye y
YUTAYiB KOMIUIEKCHE YSBJICHHS [PO OPUriHAIBHHMI CBIT aBTOpa Ta BiAirpae BaXJIMBY poOJb Y (aHTACTUUYHOMY AUCKYpPCi pOMaHiB.
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