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HaBUYKaMH OyJyBaTH Ta KepyBaTW KOMYHIKAIEIO MMiJi Yac HABYAJIBHOIO IMPOIIECY,
PO3YMIHHI BXKJIMBOCTI Oy AyBaHHS B3a€EMOCTOCYHKIB B MEaroriyHOMY CEpeJI0OBHIIIL.

[limcymoByrOUHM, MOJXKHA 3a3HAYWTH, IO Yy HAIMIOMY JOCIIKEHHI
KOMYHIKaTUBHA KyJIbTypa PO3IIIATAETHCS SIK 1HTETpoBaHa (haxoBa SIKICTh YUHUTENS,
sKa JI03BOJISIE KBali(DIKOBAHO CHUIKYBATHCA 3 YYHSIMH 3 TPUBOAY MHCTEITBA 1
OTOCEPEIKOBAHO 3 CaMUM MHCTELUTBOM, PO3YMIIOUYM HOT0 XYIOKHBO-TBOPUUN
[eIaroriYHuil MOTEHIIA.
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IMPLEMENTATION METHODS OF DRAMATURGY PRINCIPLES IN
CONTEMPORARY DANCE PRODUCTION: PEDAGOGICAL ASPECT

Abstract: The article is dedicated to the investigation of the impact of
dramaturgy on the art of dance, as well as the role of educators in teaching this
aspect of dance. The author considers dramaturgy as a set of principles and
techniques used in the creation of dramatic works. In dance, dramaturgy is
manifested in the creation of plot, characters, conflicts, and emotions through
movement, plasticity, and music.

Keywords: dramaturgy, dance art, expressiveness, plot, pedagogy.

METO/JU BTIJIEHHA IPUHITAIIIB JPAMATYPI'II BMCY‘IACHII;'I
TAHIIOBAJIBHIN IOCTAHOBII: IEJAT'OI'TYHUU ACITIEKT

Anomayia: Cmamms npucesidena OOCIONCEHHIO 6NIU8Y Opamamypeii Ha
marnyroedailbHe mMucmeyneo, d naKkoosic pOJZi neoazozis y HABYAHHI Uboco acmnekmy
manyro. Aemop cmammi, po3ensioae Opamamypeiro K CYKYHNHICMb HNPUHYUNIE ma
NPULOMIB, KL BUKOPUCOBYIOMbCS Ol CIMBOPEHHS OpaAMAmMU4Ho20 meopy. Y manyi
opamamypeis Npos6sAEMbCL V CMBOPEHHI CIoJdCcemy, Xapakmepis, KOHgikmie ma
eMoyiu uepes pyxu, naacmuky i My3uKy.

Knwuoegi cnosa: opamamypeis, manyio8anibie MUCmeymeo, sUpa3HiCmsy, Crodcen,
neoazozika.

Dance has always been an art of expression, a means of conveying emotions
and ideas through body movement. Throughout centuries, dance has evolved and
changed, but dramaturgy has consistently remained one of its key components. The
issue of implementing dramaturgy principles in contemporary dance production holds
significant pedagogical importance. This article explores the influence of dramaturgy
on the art of dance and the role of educators in teaching this aspect of dance.

First and foremost, it is essential to define dramaturgy independently of dance.
In various books and articles, the concept of "dramaturgy" is defined differently.
However, in most cases, it is regarded as a set of principles and techniques used in
the creation of dramatic works.

According to Patrice Pavis's theater dictionary, dramaturgy is the "art of
writing plays." This concept encompasses both the creative process of playwriting
and its aesthetic and social evaluation.

Dramaturgy as a creative process involves the development of the plot,
characters, conflict, language, and other elements of a play. It is a complex and
multifaceted process that demands creative talent, knowledge of theatrical arts, and
an understanding of human nature.

In the book "Dramaturgy in Contemporary Choreography,” Viktor Hrynevych
defines dramaturgy as the "art of creating actions that evoke an emotional reaction
from the audience." He views dramaturgy as a set of principles and techniques used
to create a dramatic work.
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Analyzing these definitions, one can conclude that dramaturgy is a complex
and multifaceted concept, including both theoretical aspects and practical techniques.

Dramaturgy and dance are two different forms of art, but they interact and
complement each other. Dramaturgy creates plots, characters, conflicts, and
emotions, while dance allows the expression of these aspects through movement,
plasticity, and music. The interaction between these two arts opens limitless
possibilities for creating emotionally rich performances.

Building dramaturgy in choreography requires a deep understanding of the
principles and elements of dramatic structure. Dramaturgy in dance is the art of
storytelling and expressing emotions through body movements, and it encompasses
key aspects such as:

1. Plot and Concept: The construction of dramaturgy in dance always begins
with creating a plot or concept for the performance. It can be a story, idea, or message
that dancers and choreographers will convey through body movements. The concept
defines the theme, mood, and intended effect of the performance.

2. Role Allocation: Each dancer is assigned a role in the performance, and
these roles must align with the plot and concept of the show. Roles are determined by
the choreographer based on the skills and expressiveness of each performer.

3. Music: The choice of music is crucial for building dramaturgy in dance.
Music creates rhythm, mood, and tempo for the performance. It should align with the
plot and enhance the emotional impact.

4. Movements and Plasticity: The body movements of dancers are key
elements of dramaturgy. They must vividly convey the plot, emotions, and messages.
The choreographer determines which movements correspond to each part of the
performance and how they come together in a unified composition.

5. Tempo and Temperament: The tempo and temperament of movements can
vary throughout the performance, creating dynamics and tension. Fast movements
can express emotional excitement, while slow movements can underscore calmness
and contemplation.

6. Composition: Dramaturgy construction also involves creating composition
on the stage. The arrangement of dancers, their movements, and positions define the
structure of the performance. Composition can create symbolic images or highlight
crucial moments in the plot.

7. Emotional Expression: Dramaturgy in dance also demands expressiveness
and deep emotional interpretation from dancers. They must be able to convey the
feelings and states of characters through their movements and facial expressions.

Building dramaturgy in choreography requires a choreographer's creativity and
meticulous planning. It's essential to understand how each of these elements interacts
with each other and how they collectively create a striking and emotionally rich
performance.

For dancers to embody dramaturgy principles in their performances,
appropriate pedagogical training is necessary. Western literature provides a
significant amount of material that contributes to understanding dramaturgy and its
Impact on dance. For instance, the book "Dramaturgy and Dance: A Practical Guide"
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by Susanna Linberg explores methods for developing scripts for dance productions
and working on characters and conflicts in the context of dance. Additionally, the
work "Dance Dramaturgy" by Alexandra Jones plays a crucial role in helping
understand how to create a dramaturgically rich dance production.

Studying dramaturgy in dance from a pedagogical perspective can involve
various methods and approaches aimed at developing expressiveness, storytelling,
and choreographic skills in dancers. Here are some methods used for teaching
dramaturgy in dance from a pedagogical standpoint:

1. Analysis of Music and Text: Dancers study the plot and mood of the music
and text used in the performance. They analyze musical rhythms, changes in tempo,
instrumental and vocal accents. This analysis helps understand how to express
different aspects of the plot through dance.

2. Role-Playing and Improvisation: Dancers can participate in role-playing and
improvisation activities, where they have the opportunity to feel and express various
emotions, states, and characters they need to portray in the performance.

3. Acting Skills: Working on acting skills helps dancers learn ways to express
facial expressions, mimics, and gestures that enhance emotional expression in dance.

4. Study of Dramaturgical Techniques: Educators teach dancers various
dramaturgical techniques, such as the use of conflicts, character development,
building climax, and resolution in the plot.

5. Collaboration with Choreographers: Collaborating with choreographers is a
crucial component of learning dramaturgy. Choreographers help dancers understand
and express the plot through movements and stage composition.

6. Study of Stage Literacy: Dancers learn to work on stage, understanding the
nuances of lighting, set design, and interaction with the audience to enhance stage
effectiveness and communicate the plot.

7. These methods of teaching dramaturgy in dance contribute to the
development of choreographic skills and an understanding of the importance of plot
and emotional expression in a performance. They help dancers create impressive and
expressive shows that communicate with the audience through movements and
emotions.

Conclusion. Therefore, studying dramaturgy in dance from a pedagogical
perspective is a necessary stage in the development of contemporary art, allowing
dancers and choreographers to create striking performances that transport audiences
into a world of emotions and feelings through the language of movements and stage
art.
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TEOPETHUYHI 3ACAIM BTIVIEHHA XOPEOI'PA®IYHOI'O OBPA3Y
3ACOBAMU CYYHACHOI'O TAHIIIO

Knwuoei cnosa: xopeocpagiunuii 06pa3, cyuacHuti maHeyb, 6MINeHHs
xXopeoepaghiunoeo 06pazy, cyeHiuHul 0opas, cyuacHa xopeocpagis.

Tema € myxe akTyaJbHOIO B Cy4aCHOMY CBITI, ICHYIOUOMY B yMOBaX IMIBUIKUX
3MIH 1 PO3BUTKY MHCTELBKOTO Ta KyJbTYpHOro cepenoBuiia. CyyacHUM TaHelb
BU3HAHUU OJHIEIO 3 BaXJIMBUX (HOPM MHUCTEUTBA 1 BIIOOpa)kae qyX Ta BIAHOLIECHHS
Cy4aCHOTO CYCHIJIbCTBA JO KYJbTYPH, CYCHUIBHMX MpOoOJeM, I1HIUBITyaIbHUX
BHUpa3iB TOMIO. 3aCO0M Ta MIAXOAM CYYaCHOTO TaHIIO TIOCTIMHO 3MIHIOIOTHCSA Ta
PO3BUBAIOTHCS, III0 BUMAarae CTBOPEHHS Ta aHali3y TEOPETUYHMX 3acaj Jyisd
e(eKTUBHOTO BTIIEHHS XopeorpadiuHux iael Ta o60pasziB. CyuyacHud TaHelb
JI03BOJISIE TAHI[IBHUKAM BHPAa)KaTH CBOKO 1HIWBIIYAJbHICTh Ta €MOIIii, BTLUIIOIOYU
xopeorpadiuHi 00pa3u Ha CIICHI.

[o »x Take xopeorpadiunuii 06pa3z? Po3riasHeMo TyMKH HayKOBIIIB CTOCOBHO
oOpanoi temu. A. boiiko (2015) nume, mo «oOpa3 B xopeorpadii po3yMIe€TbCs SIK
LIJTICHE BUPAKEHHS B TAHIl MOYYTTSA 1 AYMKH, JIOJACBKOro xapakrtepy. OOpasHuii
TaHelb 3MICTOBHUM, €MOLIMHMI, HAlOBHEHWW BHYTpPIMIHIM 3MicTOM. CTBOpPUTH
xopeorpagiuHuil 00pa3 - 3HaUYNUTh 3MAIIOBATH B TaHII1 A110 200 XapakTepy.

«XopeorpadiuHuii 00pa3 — IIJTICHE BUPKEHHS B TaHIl MOYYTTA 1 JYMKH,
moacbkoro xapakrtepy. CtBoproBatu xopeorpadiuHuii oOpa3 — 3HAYUTh OMUCATH B
TaHIIl Jif0 a00 XapakTep, BTIIUTH HA OCHOBI MPABJANBOTO BHUPAXKEHHS MOYYTTS TIEBHY
inero» (Kicine, 2019).

H. lytax ta C. MapkeBuu (2020) Mar0Th TyMKy, IO CIIEHIYHUN 00pa3 y
xopeorpadii BUBHAYAETHCS K MOETHAHHS XapakTepy OCOOMCTOCTI Ta ii CIPUHHATTA
HABKOJIMIIHBOTO CBITY, sIK€ BIUIMBAa€ Ha ii Al 1 3yMOBJIEHE Jpamaryprie€n. Y
Xopeorpa(bquOMy MUCTEIITBI (1)OpMy€TBC$I CIEHIYHUI XYJOXHIM o00pa3, SKuii
aKTUBYE YsIBHI 00pa3u y cBioMocTi ayaurtopii. Lleit oOpa3 BucTymnae y eHTpi yBaru,
BIUTMBAIOYM HA CHOPUMHATTA 3HAYCHHSA, OYMOK 1 i7edl depe3 xopeorpadiuHuii
BUKOHABCHKMI MOBHHUM 3aci0. Y MOBI TaHIIO CIIEHIYHHI 00pa3 BUpa)Kkae MOYYTTs Ta
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