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CHARACTERISTIC FEATURES AND NATURE OF THE EMERGENCE
AND DEVELOPMENT OF THE ARTISTIC EXPRESSION OF PLASTIC
DIRECTION
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The nature of the emergence and development of the artistic
expression of plastic direction and its characteristic features are considered.
The nature of the appearance of the emotional gesture and its influence on
the formation of the plastic score of the performance is investigated. In the
course of our research, we realized that movement is a manifestation of our
life. Moreover, it is life itself. So, moving, dancing for every person is
natural. Movement is a means of self-knowledge, movement returns us to
ourselves, to our inner self, and on the other hand, it leads us beyond the
limits of the bodily shell.

All this is combined into new search processes and the constant
formation of the artistic expression of plastic direction. It is realized that
plastic direction is the primary principle for plastic theater. This is to some
extent an independent art, which has its own special imagery.

Keywords: directing, plasticc movement, dance, gesture, plastic
performance, rhythm, body.

HukoHeHko P. M. XapakmepHi ocobnusocmi ma npupooda
BUHUKHEHHS | cmaHOo8r1eHHS1 XyO0XXHbOI aupa3HoOCmi rninacmuyHol pexxucypu
/  Kuiecbka MyHiyunanbHa akademis ecmpadHo20 ma UupKoso20o
mucmeuyms, YkpaiHa, Kuie

Po3sansHymo npupoda BUHUKHEHHSI | CMmaHOB/IeHHS XYOOXHbOI

gupasHocmi rnaacmu4yHoi pexucypu ma i xapakmepHi ocobriusocmi.
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LocnidxeHo npupody 8UHUKHEHHSI eMOUilUHO020 xecmy ma U020 ersug Ha
opmysaHHs nnacmuyHoOI napmumypu eucmaesu. B npoueci Hawoz20
OOCIIOXEeHHS MU 3PO3yMinu, Wo pyx ue rnposie Hawozao xumms. binbwe
moeo 8iH € caMUuM XUMmmMmSsiM.

Takum 4YuHOM, pyxamucb, maHytoeamu O KOXHOI /TI0OUHU ye
npupodHo. Pyx € 3acobom camori3HaHHs, pyx rnosepmae Hac 00 caMux
cebe, 00 €8020 BHYMPIWHBLO2O £, a 3 IHWO20 — 8UBOOUMb 3a MEXi
mifiecHoi' 060710HKU. Bce ue noedHyembcs y HO8i rnowykosi npouyecu ma
rnocmitHe hopmy8aHHs XyOOXXHbLOI aUpa3HoOCMIi rniaacmu4Hol pexucypul.

YceiOomneHo, wWo rnnacmu4yHa pexucypa € nepulooCHO80K Oris
nnacmu4yHo20 meampy. Lle neeHow mMiporo camocmiltiHe mucmeuymeo, [Kil
rnpumamaHHa ceosi ocobriuea obpasHicme.

Knrodosi crioga: pexucypa, nnacmuka, pyX, maHeub, xecm,
rnrnacmuyHa seucmaea, pumm, miso.

HukoHeHko P. H. XapakmepHble ocobeHHocmu U npupooda
B803HUKHOBEHUSI U CMaHoB/IeHUs1 XyO00XeCmeeHHOU ebipa3umesisHocmu
nnacmudeckou pexuccypbl / Kueeckas MyHuyunanbHass akademusi
acmpadHo20 U UUupKoeo=20 uckyccms, YKkpauHa, Kues

PaccmompeHbl  npupoda  B03HUKHOBEHUSI U CMaHOB/EeHUS
Xy0o)xecmeeHHOU 8blpazumesibHocmu rnaacmuyeckol pexuccypbl U ee
xapakmepHble ocobeHHocmu. WccrnedosaHa rnpupoda B0O3HUKHOBEHUS
3MOUUOHanbHO20 Xecma U e20 eflusHue Ha ¢opmMmuposaHue
nnacmudeckou — napmumypbl  criekmakns. B npouecce  Hawezo
uccriedogaHusi Mbl [OHSAMNU, 4YmMO OBUXEHUE 3mo rposierieHue Hauweul
XKU3HU. borniee moeo, OHO si8riiemcsi caMol XKU3HbIO.

Takum obpasom, dsuzambcs, maHuesame OIS KaxX0020 4esioeeka
3amo ecmecmeeHHo. []euxeHue sernsemcsi cpedcmeomM CcaMOrno3HaHUus,
dsu)XeHue go3gpaljaem Hac K camum cebe, K ceoeMy 8HympeHHeMy £, a ¢

dpyaou - ebleodum 3a npedesibl mesiecHou obosnoyku. Bce amo
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coyemaemcsi 8 HOB8ble [OUCKOBbIEe  [POUECCbl U  [MOCMOSHHOE
opmuposaHue XydoxxecmeeHHOU 8blpa3umesibHoCmu  faacmu4yeckol
pexuccypbl. OcO3HaHO, 4YmMO [1acmu4yeckass pexuccypa sernsemcs
rnepsoocHoeol Ors rrnacmu4eckoeo meampa. 3mo 8 oripedesieHHoU
cmerieHu camMocmosimesibHOe UCKYCCmeOo, KOmMopoMy rpucyuia Cceos
ocobasi obpasHocmeb.

Kntouesbie cnosa: pexuccypa, nnacmuka, 08UXeHUEe, maHeu, xecm,

rnracmuyecKkul crieKmakiib, pumm, meisio.

Introduction. The traditional and the main bearer of information is the
word itself. However, today we are talking about how to get rid of the words
and replace it with a no less unique match. Speaking about the theater, the
purpose of which is not only to entertain, but also to convey feelings,
emotions and life experiences, inextricably linked with the word.

However, all of the above can be easily transmitted using a gesture.
Gestures, plastic motions of the actor, etc., are the exact matches that can
exist without words, and clearly convey the essence of the viewer.

The sign language tries to expose the invisible. Moreover, this
language finds its origins beyond what we call knowledge. However, the
significance and influence of the movement of the human body is much
stronger than any real events, since it captures the most significant and
makes us focus our attention on this. [10, p. 48]

Search in the direction of the formation of plastic directing has lasted
more than a century. Gordon Krege, Vsevolod Meyerhold, Les Kurbas,
Peter Brook, Jerzy Grotowski, Eugenio Barbe and many other theatrical
artists at certain creative stages tried to determine the artistic means and

the characteristic features of plastic directing.
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The purpose of this article, based on the rich experience of
theatrical researchers, to explore the specific features and nature of the
emergence and development of artistic expressiveness of plastic directing.

Presenting main material. The nature of man is such that by will or
by captivity, consciously or subconsciously, a person shows or expresses
something with gestures. To express means to exist for others, to represent
oneself to others and at the same time to draw others to the orbit of their
presentation. On this characteristic of all the properties of people express,
expand their limits through expressions, proceed from themselves and be
understood by others - and based on plastic movement.

To a greater or lesser extent, but all kinds of art related to the body,
find their implementation through movement and with the help of
metaphorical dance. It is the body, as the material of life and its mobile
essence, are the basis of all creative processes. Therefore, dance is often
said as a matter of all arts.

The nature of man has so formed her body, which can easily be said
about the aesthetics, plasticity of the human movement. For example,
dance, as the most direct form of expression, is easier and easier than
other types of arts to be able to reveal a higher degree of self-esteem. [11,
p. 42]

According to researcher S. Langer we can say that the types of art
differ from each other material from which creates a virtual image,
expressive form - each art creates its image of external reality. "As painting
consists of exclusively spatial objects, and not from real surrounding things,
from virtual volumes created exclusively for the eye; music consists of
passages of time movements, created in tone; so dance creates a world of
forces that become visible through the continuous matter of gesture. It
distinguishes between dance and art associated with the plasticity of the

human body from all other arts "[8, p. 81].
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All kinds of art are based on motion. However, only what is moving is
different. After all, in one the object of perception moves, that is, the theater,
ballet or music, while in others the viewer is dynamic, from which the
activity of translating the static image into a dynamic one is required.

Here the embodiment of the dialectic of movement and peculiar calm
comes brightly and easily. Shows their close and inextricable connection.
"The human microcosmic experience in the continuity of change has
revealed a mysterious center of tranquility - a movement that is in silence,
and silence is a heart and a mystery of motion." In order to distinguish the
movement, it is necessary to surround it with the opposite - calm.

In the process of our study, we realized that movement is a
manifestation of our lives. Moreover, it is life itself. So, move, dance for
every person is natural. With the help of movement, man connects to the
source of eternal life. The movement has a significant impact on the person.
But the effect of movement on a person. On the one hand, the movement is
a means of self-knowledge, the movement returns us to ourselves, to our
inner self, and on the other - it extracts beyond the limits of the bodily shell.

The body, which is the shade for the human soul, is closely related to
the problems of our emotional life, and is the ideal tool for self-expression.
There is nothing closer to us than we do, and the creative spark erupts in
man from an unsolved internal conflict. Any emotional state, if necessary,
finds out in a spontaneously arising movement. Of course, not every
manifestation of the body can be considered, for example, dance. Dance
expresses poetry of the body, it is deliberately structured movements that
have an aesthetic purpose.

Of course, you need to take into account the fact that the plastic
movement of man is not just an emotional self-expression of man. Between
this same manifestation and art is a huge gap. An explanation for this is that

the purpose of art is to add to the highest values and values that can be
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realized in motion, in the plastic, inspired by the human body. The nature of
dance is not only expressive, it is a metaphorical one; the meaning of dance
is always related to higher matter.

Choosing a genre is the beginning of one or another creative process.
With this, the selection of the work is specified. Choosing a genre
simultaneously determines the choice of form. And the choice of the shape
of a plastic work is laid in general terms and its content.

The creative process of creating a plastic performance begins with
imaginative movement, giving it life through imagination. It should be noted
that plastic plays are born due to the ability to create images in the body.

It is also worth noting that the concept of "plasticity", which we actually
operate, belongs to the sphere of fine arts. Plasticity is a peculiar quality, a
feature that is inherent in sculpture. It is characterized by the artistic
expressiveness of volumetric forms, internal infinity, and the dynamism of
form. [6, p. 58]

In a broader sense, ductility is sculpture, bulge, clarity and clarity of
bulk form in all plastic arts - architecture, painting, graphics. For example, in
a sculpture, as remarked by researcher N. Dmitriev: "all ideas, whatever
they were implemented as plastic ideas, that is, to the extent that they can
be expressed in the language of plastic movements of the body."

Not bad, N. Dmitriev uses the word "body movements", speaking of
static static sculptures. Staticity is also a way to reveal the content of body
movements, make them clear, accessible plastic ideas that are present in
the movements of the body.

It is worth noting that the mind and body are inseparable: the actor
thinks only about what does, more precisely, that the movement is his
thoughts. The best definition of the phenomenon of indivisibility of the body
and mind gave, in our opinion, researcher M. Shits-Johnston, calling him

"thinking in motion," emphasizing the continuity of thinking and action.
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During the movement you have to think, because the movement can
not be spontaneous or thoughtless. Each hand swoop, etc., must convey a
specific emotion. The moves of an actor or a dancer are a manifestation of
the work of their mind, of the will, of intuition and of imagination, they are
not automatic and not accidental. It is through the movements of the actor
or the dancer trying to convey to the audience the theme. [9, c. 25]

Expressiveness during the movement does not depend only on the
views of the actor. This mostly shows how he lives his body in motion. At
the same time, the true actor attracts attention not only to his body, he
defines a space in all directions.

No single recording of the plastic text of the play will be able to predict
all the expressive nuances of the human body, and performances can
destroy the artistic image conceived by the author. That is why the director
of plastic performance must take part in every production of his play,
whereas the performer of a musical work often deals only with the score.
This explains the short-lived life of plastic performance, all attempts to
revive a lost play, in fact, is the creation of a new performance.

From this it follows that plastic directing transforms the gesture. Based
on the dramatic foundation, the plastic performance not only creates its plot
with the help of familiar everyday understandable gestures, but generates
and forms expressively sharpened gestures and movements.

The leading element of the plasticity of the human body is precisely
the gesture. Often a gesture is understood simply as a physical sign. For
example, according to the Dalkroza or Rudolph von Laban system, each
emotional state of a person has a specific sign expression, and therefore
the exact reproduction of the gesture guarantees absolute reproduction of

the content.
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Often, we lose awareness of the importance of the body in the plastic
movement, we draw attention to what depicts the body, and not the body
itself.

In the history of dance, the first in his work emphasized the aesthetics
of the body and his own outstanding drama, the reformer of dance J.
Balanchine, it was he who offered a clean look on the body as an inner
expressive side of the dance.

The content of the stage movement, above all, is generated from the
significance of the human body and human ability to poetic movement.

Thus, the concept of stage movement is something much more than
just a movement. Physical movements by themselves are simply rough
material, until they are designed to express something. Although the plastic
movement does not consist of words, it has the ability to express, speak,
discover the unique truth of being.

The product of plastic stage art in general is an image that arises from
the combination of various motions and figures. Each figure brings diversity
into a whole, although it does not have a definite definite meaning, but
contributes to the expressiveness and meaning of this whole.

The plastic stage movement carries some metaphoricalness. This is a
kind of poetry of the human body.

The content of plastic motion in no other way (for example, in words)
can not be expressed. This is the property of a natural language: "the
language that it possesses is so arranged that it lives in it, that is, what they
want to report" know "not otherwise than in a language form." It is
immediately necessary to note that the possibilities of physical expression
are limited, as well as the possibilities of any linguistic form of expression,
because "deep within the language there is a hidden content, which can
only manifest itself as the underlying basis of the content and immediately

disappear. Only him is given some form of expression. "
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Thus, the content, expressiveness of the plastic movement consists of
two points: the significance of expressive body movements (gestures) and
the universal content of the human body, which does not change by a
separate performer. Dance generates its own meaning, which has no verbal
equivalent.

The reality of plastic movement is fundamentally different from
everyday reality. Content, meaning, idea of dance always refers to higher
entities and content; the dance brings metaphysical, infernal. Dance is the
easiest way to see and feel unreal, super real, a miracle. Dreams, poetry,
and dance live in one sphere of vague, they exist only in memory.

What makes it possible to understand the plastic bodily image of other
people? How is his perception going? The lively sense of movement relates
the artist to the audience not with words, his understanding is based on the
kinetic sense of a living body, inherent in every person. Kinetic perception
of the body - the first and the main. The expressive movement is created
and comprehended, above all, intuitively, and not through analysis.

The values in the stage movement are the movements themselves,
and not what they could mean. Nothing needs to be translated into a verbal
level, it is not a sign that needs interpretation, we are present in the
movement through our body, and it understands everything.

It is plastic action, like any stage performance, not limited to only one
performers, it also involves the participation of viewers, that is, those for
whom the veil is raised. The viewers - "not casual withesses of someone
else's game, they are not passive, they are attracted to the game from the
very beginning, it gives them the opportunity to understand something,
draws its enchantment into the net" [1, p. 34].

The expressive plastic movement of the actor on the line influences
the audience psychologically, stimulating the same feelings and emotions

that the artist feels. Being a spectator in itself means a strong emotional
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affiliation to the action, moreover, the activity of the viewer largely depends
on the success of the spectacle, so it can be considered as a coauthor
without exaggeration.

The content of the artwork is not limited to the fact that it directly offers
a plastic text. It is necessary to leave the spectator freedom to perceive and
interpret.

Throughout their long history scenic arts have been able to find and
learn to actively use those expressive means and artistic techniques that
make the author's concept more comprehensible and accessible to the
viewer. First of all, the rhythmic basis of dance is universal and
understandable, the rhythm is generated from the internal and external
processes of life. We always listen to the rhythm, tune in, feel and
reproduce it, the source of the rhythm is mysterious for us.

Communication and mutual understanding in dance exists not only at
the dancer-spectator level, but also between the performers themselves.
Deepening into a role, the artist meets in a virtual world of dance with his
partner, who is also immersed in this imaginary space, and engages in
dialogue with him, so researcher P. Karp observes, "all non-verbal forms of
understanding are aimed at an understanding that can only be achieved by
Dialogue "[5, p. 33].

With all its unevenness, meeting on stage, performers have to create
something in common, their only two-shaped world, unique and unique. But
for this they have to become something one, to merge into a single whole.
Combined for this common artistic purpose, the partners are able to create
something that each of them alone is unknown and inaccessible.

An important role in the process of reflection of motion plays dance.
The dance itself is dialogic. M.Vigman, one of the founders of modern
dance, drew attention to this feature. She believes that even solo dance is

always a dialogue for the viewer: the artist's dialogue with himself and the
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invisible partner. There is some kind of power with which the performer
conducts a dialogue, it forces him to move, deduces from static and poses.
When a partner appears, a duo appears, a plot is born.

Plastic motion can be seen as plastic visual deployment and
disclosure. Plastic motion - is such a phenomenon that can best embody
imaginary and is the most perfect stage translation of the immensity and
transcendence. The task of the director and the actor is to awaken a poetic
sense of reality in us, to open the stratum of ideal existence that lives in us.
The art of plastic motion should not be realistic, more often it is like dreams,
sleep: the infinite fluidity of movements means unrealistic. [11, p. 20]

According to Z. Freud, the plastic language has a logic and content of
higher order, despite the fact that from the standpoint of the real world it
appears abstract and alogical. It is because of this that the gesture
language can reflect deep psychic processes and, being a product of the
natural qualities of the human person, is accepted in all its multifaceted
nature.

Conclusions. The main means of expressiveness of the plastics of
the human body is directing. Plastic directing tends to get rid of words, turn
to idioply expressiveness. The feature of the director, who puts a plastic
performance, should be the ability to translate his thoughts and feelings into
forms that are subjected to bodily plastic incarnation.

Proceeding from the above it can be said that plastic directing is the
basis for the plastic theater. It is to a certain extent an independent art,
which is characterized by its own special imagery. This imagery is
concentrated in the plastic expressiveness of the actor's body, his gestures,
facial expressions, eyes, posture, course, manner, and all this in

productions acquires a special content and emotionality.
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