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The purpose of the research is to determine the specifics of the development of circus genres in the variety art of
the twenty-first century and to identify tendentious features of the integration of entertainment forms of art at the present
stage. The research methods. Scientific provisions of the research are based on the totality of general scientific methods of
knowledge (analytical, historiographic, historical) and art criticism approaches: a typological and evolutionary method,
as well as a method of system analysis. The scientific novelty. The specifics of circus and variety art as a complex
multidimensional phenomenon were considered; it was determined that the tendencies of the development of circus
genres of variety art is the search for various forms and means of expressiveness to enhance the semantic and informative
meaning, as well as the visual effect and entertainment of the turns. Conclusions. Typical for the world space of social
art of the twenty-first century, the trends of artistic experimentation require the creation of new forms of art integration.
Creative experiments of interspecific and intergenre integration, contributed to the intensification of the process of
synthesizing circus and variety art as the most spectacular forms. The genesis of new aesthetics of variety art with a focus
on a trick base and attraction promotes the development of circus genres in the stage space.
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Introduction

The circus and variety art, combining the achievements of foreign and domestic spectacular culture and
focusing on the national circus traditions, was extremely developed in the late twentieth and early twenty-first
century, and is now one of the most popular forms of art, as a spectacle in which bright original decisions of
circus and variety turns in the conditions of the stage space are sublimated. The relevance of the study is due to
the rapid development of circus and variety art at the present stage, the search for various forms and means of
expressiveness, as well as the semantic and informative meaning of turns.

The circus and variety art is a multidimensional synthetic phenomenon that attracts much attention of modern
researchers. The conducted historiographical analysis shows that, for the most part, domestic and foreign scientists
consider its individual aspects and make an attempt to carry out a generalized analysis. For example, I. Bogdanov
(“The artistic structure of the variety turn and the main methodological principles of its creation”, 2005) reveals
the patterns of the structural organization and typology of the variety turn, and also analyzes the process of its
creation; Yu. Nikolaeva (“Circus and variety art as a socio-cultural phenomenon”, 2014 and “Ways of formation
and development of circus and variety clownery”, 2016) explores the specifics of the synthesis of circus and
variety art in historical retrospective, and also defines the characteristic differences between variety and circus
clownery; T. Hrinie (“New buffoonery as a component of modern trends in the development of circus art”, 2018)
identifies current trends in the development of buffoonery, exploring the spectacular essence of the genre of the
late XX — early XXI century.

However, the specifics of the development of circus genres of variety art at the present stage and still remains
an insufficiently developed topic that requires new scientific research.

The purpose of the article
The purpose of the research is to determine the specifics of the development of circus genres in the variety art

of the twenty-fist century and to identify the tendentious features of the interspecific and intergenre integration of
spectacular art forms at the present stage.
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Presentation of the main material

It should be noted that since the second half of the twentieth century, the concept of “variety art” was
considered by researchers as one of the types of art, combining small forms of drama, vocal and dramatic art,
music, choreography, narrator’s comments, circus and amateur forms of creativity. Defining the ease of perception,
entertainment and spectacularity performance, emphasizing the festivity and diversity of genres as characteristic
features of this art form, modern researchers note that this unique combination contributed to the formation of an
extremely bright stage spectacle, the structural unit of which is a turn (Barinov, 2009, p. 7).

Conversely, the concept of “circus and variety art” in the scientific plane was formed only at the end of the
twentieth century thanks to research in which sociocultural and artistic processes contributing to the unification of
circus and variety, were analyzed and theorized in historical retrospect.

Yu. Nikolaeva notes that the circus and variety art at the present stage is one of the main forms of human
cultural interaction with the world, and due to entertainment, accessibility and international nature it is one of the
priorities of popular entertainment culture. The researcher, among the dominant characteristics of the present stage
of development of this art form, focuses on the emergence of new genres for which the symbiosis of variety and
circus is distinctive (for example, Cirque du Soleil and clown-mime-theater), that is, trick, image and symbol in
a single spectacle (Nikolaeva, 2014, p. 490).

Circus or original genres of variety art are different from other genres (conversational, musical and
choreographic genres) due to the presence of a trick — the main expressive instrument distinctive for any turn.

According to I. Bogdanov, the trick in circus and variety art is positioned not as an end in itself, but as the
main means of creating an image and an original interpretation of reality (Bogdanov, 2005, p. 11).

The researchers also note the importance of a harmonious combination of virtuoso technique of mastering tricks
with other performer’s expressive means — a word, plasticity, mimicry, singing, and dancing. Therefore, based on
originality, bright personality of the artist and a complex trick, the turns of circus genres sublimating sensationalism
with entertainment and spectacularity are among the most popular on the variety show (Makarov, 2004, p. 722).

Acrobatic, jongleur, equilibristic, gymnastic, athletic, musical and eccentric, illusionary and clown turns,
as well as turns based on non-basic genres and circus forms, such as ventriculoquism, imitation, mnemonics,
pantomime, etc., belong to circus genres of variety art. However, we note that some circus and variety-circus turns,
despite the large number of common characteristics (for example, the entertainment nature of the performances,
the use of interactive acting techniques, etc.), due to common origins and common functionality, have their own
specifics, and, accordingly, development trends. According to researchers, in addition to various means of actor’s
expressiveness, formed in accordance with the characteristics of the stage (circus arena or variety show. — Author),
between some of the above mentioned genres there are differences inherent in the essential-semantic plane, which
are reflected in their genesis.

For example, Yu. Nikolaeva, analyzing the ways of forming and developing clownery, notes that the variety
and circus genres of clownery have common roots, but different ways of formation and development. The researcher
places emphasis that the origins of variety clownery are ancient, traditional and professional English pantomime,
and its development was significantly influenced by various theatrical directions and interludes, respectively, clown-
musical eccentric, clown-mime or variety clown “lyrical and psychological, does not use language, expressing
the smallest shades of feeling with facial expressions and plasticity” (Nikolaeva, 2016, p. 343). Characteristic of
variety clowns when creating a turn is to build a conflict on comic tricks, which are determined by unexpected
plot twists.

T. Hrinie, exploring the specifics of modern musical buffoonery, among the main features mentions: the
use of the classic White and Red Clown masks and their various modifications (halftone masks) in the turns;
accentuations of performers on plasticity, preambled actor reactions and cascades; attraction to group turns and
means of figurative expressiveness aimed at strengthening the dramatic structure of the turn; the use of synchro-
buffoonish and interactive techniques (Hrinie, 2018, p. 288).

The development of the circus genres of variety art of the twenty-first century is characterized by the
increase in spectacularity of the turns. At the present stage, clown turns in the genre of animation, mime-
clownery and musical eccentric are characterized by emphasis on comic tricks and associations, as well as
a pronounced story line.

Particular attention is drawn to the evolutionary trends of acrobatic, gymnastic, athletic, equilibristic, jongleur,
illusionary and pantomimic turns, the visual perception aspect of which is the main. Performers focus on a variety
of visual expressive means, the use of many tricks and techniques, getting rid of well-established stamps, as well
as developed plastic culture.
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One of the main and promising trends in the development of circus genres of variety art is the creation of
qualitatively new variety-circus programs and performances using modern technologies (lighting and music
composition, special effects) — complex shows based on circus turns of different genres, built with a single
composition, stylistics and sense-descriptive meaning.

The possibilities of searching for new spectacular forms on the verge of circus, variety and theater art are
opened up by variety-circus theatrical performances, which are now at the peak of the genre’s development. If
at the beginning of their existence, it was distinctive for them a combination in a single program of individual
elements of circus and variety art with a focus on the conversational clownery and game program, which
is based on tricks, and then the appearance of the literary basis, which greatly strengthened the dramaturgy
of productions and their dramatization, so far in the variety-circus theatrical performances all the main
components of the three types of art are organically synthesized.

Distinctive features of the variety-circus theatrical performances are:

— literary basis for the creation of a thematically comprehensive stage action;

— through-composed plot;

— the use of eccentricity as an acting technique;

— musical accompaniment, enhancing drama and imagery;

—the attraction of artistic and decorative design in the process of expressing the general idea of
performance;

— the use of innovative technical tools to enhance the audiovisual impact on the viewer;

— conventionality traditional for variety art in solving the acting areas;

— concert system (the presence of complete independent turns, which are created with the appropriate
means of expressiveness, semantic and artistic certainty);

— the predominance of the turns of variety and circus, original, dancing and vocal genres;

— emphasis on trick turns;

— the widespread use of clownery elements, etc.

Note that the above-mentioned distinctive features of the variety-circus theatrical performance were
formed at the end of the twentieth century (Yashkin, 1986, p. 13), and now they are evolving in accordance
with leading world trends.

For example, traditional for the 2010s is the absence of a pronounced specificity of genres and boundaries
of the transition from circus to variety elements; the use of modern components, hardware and computer
graphics to create the appropriate stage design; staging scenes solved on the principle of circus trick
imagery; productions of eccentric variety entertainments with interactive elements. However, orientation
on the spectacular nature of variety and circus art as well as the active influence of musical setting on the
development of the storyline of the production, its assembly structure, tempo-rhythmic features, style and
manner of performance, the specific nature of the plastic elements to create an artistic image remain dominant.

We also note that significant changes have affected the specific nature of acting skills —a peculiar innovation
trend is the affirmation of the synthetic character of a variety-circus performer, the professionalization of
trick, plastic, choreographic, vocal skills, the development of means of figurative expressiveness, and, as
a result, increased emotional impact and dynamic contact with the audience.

Among the innovative approaches to the productions of variety-circus theater performances is the use of
clownery as a means of solving design and stage-setting tasks, in order to provide emotional richness and the
formation of an artistic sequence of stage action. Structural compositions of clownery often become a peculiar
decoration for each episode, enhancing the expressiveness and meaningful aspect of plastic monologues.

According to researchers, the trends in artistic experimentation characteristic of world art have increased
the desire to create new forms of art integration (Muratov, 2005, p. 8). Of course, creative experiments on
interspecific and intergenre integration influenced the synthetic processes in spectacular art forms, among
which the most popular are circus and variety.

The genesis of new aesthetics of variety art with a focus on trick and attraction at the beginning of the
XXI century contributed to the development of circus genres in the stage space of variety theaters. Now
traditional circus and variety turns in their productions are:

— circus and variety turns adapted to the stage platform;

— circus turns, the attraction of which is staged due to the plot of a variety act;

— variety turns in which circus elements are an integral part.

The basis of circus variety turns, adapted to the stage platform, is natural circus tricks, which have
additional symbolic meanings aimed at creating metaphorical images and increasing the variability of
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individual interpretation by the viewer. The ideological and meaningful aspects of these turns, according to
the producers’ idea, are expressed by means of the disclosure of the artistic image.

A characteristic difference in circus performances, the attraction of which in the production is due to the
plot of variety act, is the lack of clearly defined boundaries, the organic combination with the idea of the play
and the presence of synthetic skills in the field of variety and circus art of the performing cast. Most often
acrobatic, gymnastic, athletic, jongleur, equilibristic trick elements and pantomime are one of the means of
revealing the nature of the character, the plot node of the stage action, and also contribute to activating the
viewer and enhance interactive techniques.

Variety turns in which circus elements are an integral part (for example, the visual design of figure skating
on a bicycle, singing a song with an acrobatic or an illusion turn. — Author), the correspondence of the musical-
song material to the circus components is characteristic not only by character, but also by rhythm. Their
composition involves a combination of climax moments and interaction of performers.

It is worth noting that the acting aspects of interactive communication or interaction with the audience,
remain a characteristic feature of circus and variety shows.

The genre of circus animation is actively developing in modern variety art — the process of providing
inanimate objects with the ability to move or create the illusion of life for objects that over the centuries
(derived from folk rituals and holidays. — Author) has significantly modified, acquiring signs of an outstanding
spectacle. Modern independent animation turns, which are often used as episodes of large variety-circus
theatrical performances, in order to enhance the visual effect, emotional perception and artistic enrichment of
the production, are notable for eclectic and extremely informative nature in terms of time constraints. They
are built on shocking the viewer with non-standard solutions of musical setting, costumes and special effects.

The specifics of circus and variety art as a complex multidimensional phenomenon were considered; it
was determined that the tendencies of the development of circus genres of variety art is the search for various
forms and means of expressiveness to enhance the semantic and informative meaning, as well as the visual
effect and entertainment of the turns.

Conclusions

Typical for the world space of social art of the twenty-first century, the trends of artistic experimentation
require the creation of new forms of art integration. Creative experiments of interspecific and intergenre
integration, contributed to the intensification of the process of synthesizing circus and variety art as the most
spectacular forms. The genesis of new aesthetics of variety art with a focus on a trick base and attraction
promotes the development of circus genres in the stage space.
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PO3BUTOK HUPKOBUX KAHPIB | Lisuuipka Onexkcangpa AHaromiiBHa
B ECTPAJHOMY MUCTENTBI | Acucmenm,
HA CYYACHOMY ETAIII | Kuiscoxuii nayionansuuii ynieepcumem

Kynomypu i mucmeyms, Kuis, Yxpaina

Mera AOCIHIIKEHHS] — BU3HAYUTH CIEHU(]IKy PO3BUTKY IIMPKOBHX >KaHPIB B ecTpagHoMy muctenTsi XXI crT. Ta
BHUSIBUTH TCHICHIIIWHI OCOOMMBOCTI IHTETPYBaHHS BHIOBHUIIHAX (POPM MHCTCITBA HA Cy9acCHOMY eTarri. MeTomooris
JociipkeHHs. HaykoBi MOJIOKEHHSI OCHI/PKEHHS apryMEHTOBaHI Ha PiBHI CYKYNMHOCTI 3araJbHOHAyKOBUX METOJIB
Mi3HaHHS (QHAIITHYHOTO, JPKEPEJIO3HABYOIO, ICTOPUYHOTO) Ta MHCTEITBO3HABYMX IIJIXOMAIB: THUIOJOTIYHUNA Ta
CBOJIFOIIIMHII METO/I, @ TAKOX METOJ CHCTEMHOro aHaii3y. HaykoBa HoBu3HA. BusiBnieHo crierudiky ecTpaaHo-IIuPKOBOIO
MHCTENTBA SIK CKJIQJAHOTO 0araToaclneKTHOro ()eHOMEHA; BU3HAYEHO, IO TEHJCHLISIMH PO3BUTKY LHUPKOBHX KaHPIB
€CTPaIHOTO MHCTEITBA € MOMIYK Pi3HOMAHITHUX (OPM Ta 3ac00iB BHPA3HOCTI IS IMTOCHIICHHS CEHCOBOTO ¥ 3MICTOBOTO
HaBaHT@KEHHS, & TAKOXK BI3yalbHOrO e(ekTy Ta BHIOBMIIHOCTI HOMEpiB. BucHOBKM. XapakTepHi Uil CBITOBOTO
coriomucTenpKoro mpocropy XXI cr. TeHAEHIIT XyI0KHBOT eKCIIepIMEHTAIbHOCTI BUMAraloTh CTBOPEHHSI HOBHX (OpM
IHTErpyBaHHs MUCTEUTB. TBOPYI €KCIIEPUMEHTH MIXKBHIOBOTO Ta MIXOKAHPOBOTO 1HTErpyBaHHS, TIOCIPHSIIN aKTHBI3aLlil
IPOLIECY CHHTE3y LUPKOBOIO Ta €CTPaJHOTO0 MHCTELTBA K HAWOUIbII BUIOBUINHMX (opM. ['eHe3a HOBOI ecTeTHKH
€CTpaHOro MHUCTENTBa 3 (POKYCyBaHHSIM Ha TPIOKOBIM OCHOBI Ta aTpakiilHOCTI CIPUSE PO3BUTKY IMPKOBHX JKaHPIB
y CLEHIYHOMY MPOCTOPI.

Kniouosi crosa: ectpaiHO-IIMPKOBE MUCTELTBO; INPKOBI )KaHPH; BUAOBHIIE; TPIOKH; CHHTE3 MHUCTEIITB.
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PABBUTHUE HUPKOBBIX " KAHPOB | Nnbuurkas Anekcanapa AHaTOILEBHA
B 9CTPAJIHOM UCKYCCTBE | Accucmenm,
HA COBPEMEHHOM DTAIIE | Kuesckuii nayuonansnwiii ynueepcumem

Kynemypbol u uckyccms, 2. Kues, Yxkpauna

Lenb vccienoBanust — ONPENENIUTh CelnpUKY Pa3BUTHS UPKOBBIX KAHPOB B 3CTpajHOM HckyccTBe XXI Beka
1 BBIABUTH TEH/ACHIMO3HBIE OCOOEHHOCTH WHTErPHPOBAHMS 3PEIHIIHBIX ()OPM MCKYCCTBA Ha COBPEMEHHOM 3Tarlle.
Mertononorust uccienoBaHus. HaydHble MONOKEHUS HCCIENOBAaHMS APTyMEHTHPOBAaHBI Ha YPOBHE COBOKYHMHOCTH
OOIIEHAYYHBIX METO/IOB MO3HAHUS (QHAIMTUYECKOTO, NCTOYHUKOBEJUECKOTO, HCTOPHUECKOTO) M HCKYCCTBOBEAUECKHIX
MOJAXOAOB: TUIOJOTMYECKHH M SBOMIONUOHHBIA METOH, a TakXkKe METOJ CHCTEMHOro aHanu3a. HaydHas HOBH3HA.
PaccmotrpeHa crenuduka 3CTpagHO-IUPKOBOIO UCKYCCTBAa KaK CIIOKHOIO MHOIOACHEKTHOro ()eHOMEHa; OIpEeleseHo,
4TO TCHACHIUAMHU PA3BUTUA UPKOBBLIX KAHPOB 3CTPAJIHOIO MCKYCCTBA ABJISCTCA NOUCK pa3IMUYHbIX (I)OpM " CpEACTB
BBIPA3UTEIBHOCTH Il YCHJCHUS CMBICJIOBOM M COACP)KATEIbHON HArpy3kd, a Takke BHU3yalbHOro 3¢ddekra
W 3pEJIMLIHOCTH HOMEpOB. BbiBoabl. XapakTepHble A1 MUPOBOIO IPOCTPAHCTBA COLMAIBHOIO McKyccTBa XXI Beka
TEH/ICHIINN XYJO’KECTBEHHOH SKCIIEPHMEHTAIBHOCTH TPEOYIOT CO3aHMs HOBBIX (DOPM MHTErpaIiii UCKyccTB. TBOpUecKHe
9KCTIEPUMEHTH MEKBHIOBOTO M MEXCKAaHPOBOI'O WHTEIPHPOBAHUS, CIIOCOOCTBOBAIM AKTHBH3AIMK IIPOIECcCa CHHTE3a
LIUPKOBOTO U 3CTPAJHOTO UCKYCCTBA, KaKk HanboJsee 3peniiHbIX (hopM. [ eHe3nc HOBOM 3CTETHKN 3CTPaHOTO HCKYCCTBA
¢ (hoKyCHpOBKOH Ha TPIOKOBOM OCHOBE M aTTPAKIMOHHOCTH CIIOCOOCTBYET Pa3BHTHIO IIMPKOBBIX YKAHPOB B CIIEHUYECKOM
IPOCTPAHCTBE.

Kniouegvie cnosa: 3cTpaiHO-IIUPKOBOE UCKYCCTBO; IIUPKOBbIE KAHPBI; 3PEIHIIE; TPIOKH; CHHTE3 HCKYCCTB.
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