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TO THE DEFINITION OF THE CONCEPT OF
«COMPOSITIONAL DESIGN OF DANCE PRODUCTION»

The article is devoted to the problem of training future choreographers for
dance and performance activities. The article examines the main stages of creating
a dance performance and its compositional components. Special attention is paid to
the concept of «compositional idea of a dance productiony.
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1O BUSHAYEHHS MOHATTS «KOMIO3UIIMHUMI 3ATYM
TAHIIOBAJIBHOI IOCTAHOBKW»

Crarta mpucBsyeHa mpoOieMi MIATOTOBKM MaWOyTHIX XopeorpadiB a0
TaHIFOBAJIbHO-TIOCTAHOBOYHOI JISJIBHOCTI. Y CTATT1 PO3TJIAIal0THCS OCHOBHI €Tanu
CTBOPEHHS TAHITIOBAJILHOI MOCTAHOBKHU Ta il KOMITO3HINIHHI CKJanoBi. OcoOauBy
yBary MpUAiICHO MTOHATTIO «KOMIIO3UITIMHAN 3aIyM TaHIIOBAIBHOI TOCTAHOBKM.
Kniouosi  cnosa: «xomnosuyivinutl  3a0ym», «MAHYIOBAIbHA NOCMAHOBKAY,
«maneywvy, «xopeozpaisy, «xopeocpagh-nocmaHoBHUKY.

Creating a dance production is a journey from an abstract idea to an elegant
choreographic composition. It all starts with a creative idea that can be inspired by
acute social problems, historical events, natural phenomena or even personal
experiences. The choreographer, as an artist, turns these ideas into movement,
using the body as a tool for expressing emotions and telling stories. His
imagination gives rise to images, which he then brings to life, creating a unique
world on stage. The source of inspiration for the choreographer can be a variety of
arts: literature, painting, music, as well as his own life experience. Thanks to his
creative intuition, the choreographer is able to turn the most abstract concepts into
an exciting dance that leaves an indelible impression on the audience.
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According to O. Enska: «Compositional design is the first and most
important link in the work of the dance director. The depth and degree of artistic
generalization of life in the work depend on the significance, scale of the plan. The
compositional idea is based on the idea and theme of the future dance productiony»
(Enska, 2020).

According to N. Lisovskaya, the creation of a dance production «...begins
with a plan based on vital problems. The choreographer must clearly define the
problem and reflect it in the dance» (Lisovskaya, 2018). When the director clearly
imagines the upcoming dance production, he begins a thorough search for
inspiration. He plunges into the depths of history, studies the customs and
traditions of the people, its folklore, music, art. Every element of culture — from
folk songs to ornaments on clothes — becomes a valuable source of knowledge for
him. This comprehensive analysis helps him create a dance that not only entertains,
but also tells a story that reflects the soul of the people. It often happens that under.
It often happens that during this deep immersion in the material, the original idea
of the director is transformed, becomes deeper and more multifaceted.

As O. Enska (2020) notes, the process of creating a new choreographic work
can be imagined as a chain consisting of five firmly interconnected elements. Each
of these stages is important and self-sufficient, but only in unity do they form an
integral artistic canvas:

1. At the first stage, the plan of the future work arises, its main theme is
determined. This idea is detailed in the program, which is a kind of literary
scenario that describes all events, characters and places of action. The program
should be built according to the laws of drama to ensure the logical development of
the plot.

2. Based on the literary program, the choreographer creates a musical and
choreographic script. This is already a more detailed plan, which includes not only
storylines, but also musical images corresponding to each scene. This scenario is a
kind of «bridge» between the literary program and music.

3. The composer, having received a musical and choreographic script from
the choreographer, begins to create music. Music should correspond to the drama
of the work, emphasize the emotions of the characters and create the necessary
atmosphere.

4. At this stage, the direct creation of choreographic images takes place, all
dances and scenes are developed. There is a complete picture of the future
performance: from solo numbers to large-scale mass scenes. In parallel, sketches of
scenery and costumes are created, lighting design is being developed.

5. The whole work is carefully worked out in the rehearsal room. The final
stage is a dress rehearsal on stage, where all the elements of the play are combined
into a single whole. Artists perform in costumes, makeup, against the backdrop of
scenery and music. This stage is the last rehearsal before meeting with the
audience.



210

The implementation of the creative plan of the choreographer-director takes
place according to the compositional plan of the dance production.

By definition of Mikhalchuk (2016): «Composition is the structure of a work
of art due to its content, which reflects the objective interaction of events that occur
in it». Namely:

1. The exposition is the introductory part of the dance work, which
introduces the viewer to his characters. With the help of costumes, scenery,
performance style and other artistic means, we get the first idea of the character of
the characters, the atmosphere of the work and the historical period in which the
action takes place.

2. The plot is that part of the dance work where events begin to develop
actively. It is here that conflicts arise between characters or between them and
external circumstances.

3. The development of action is the core of the plot, where the conflict born
in the plot reaches its climax. Events unfold faster, tension increases with each new
episode. This part of the work, like a ladder, leads us to the highest point - the
culmination.

4. The culmination is the pinnacle of emotional tension in the dance work.
This is the moment when all the storylines come together, and the conflict reaches
its peak. Regardless of the type of work, the climax is always accompanied by the
highest degree of emotional involvement of the performers.

5. The denouement is the ending of the dance work, which draws a line
under all events. The choice of the form of the solution depends on the general
concept of the work and the desire of the authors to leave a certain impression on
the viewer. The denouement not only completes the action, but also sums up all the
ideas and themes that were laid down in the work.

Conclusions. The compositional design of the choreographer is the
foundation on which the entire dance production is built. It depends on its depth
and scale how fully and multifaceted the dancer can reflect reality in his dance
composition. The creative idea in a modern dance production is harmoniously
embodied according to a certain compositional plan. This allows us to reveal the
pressing problems and worldview trends of the present, reflect new ideals and
aspirations of people. The desire to embody all of the above in dance, encourages
the choreographer-director to continuously search for new means of choreographic
expressiveness. In this context, the creative design and rules of compositional
construction of dance become key elements in the creation of exciting
performances, where each movement of the dancer and each element of the
production allow to express the depth and originality of the creative design.
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THOAHTUJIIBALISA B OCBITI: BILIMB TEXHOJIOT'TA TA MACOBOI
KYJbTYPU HA PO3BUTOK OCOBUCTOCTI

V yitui cmammi poszensoaemvcsa ¢henomen inganmunizayii, cnpuduHeHuul
MEXHOJIO2TYHUMU  3MIHAMU MA 6HIUBOM MACOB0I KYIbMYPU HA MOA00b 8
ocsimubomy cepedosuwyi. OCHOBHA YB8aza NPUOLIAEMbC MOMY, K COYIANbHI
media, yugpposi niamgopmu ma KyibmypHi MpeHou CHpUsioms HACUBHOCHII,
3ANeNHCHOCMI  8I0  THPOPMAYIUHUX MEXHONO02IL [ 3HUNCYIOMb 30AMHICMb 00
KPUMUYHO20 MUCLEHHS, 8ION0BIOATIbHOCMI MA CAMOCMIUHOCMI Y NPOYeCi HABYAHHS
ma coyianizayii.
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This article examines the phenomenon of infantilization driven by
technological changes and the influence of mass culture on youth within the
educational environment. The focus is on how social media, digital platforms, and
cultural trends foster passivity, dependence on information technologies, and
reduce the capacity for critical thinking, responsibility, and autonomy in the
processes of learning and socialization.

Key words: infantilization, technology, mass culture, social media, critical
thinking, education.

[adanTrmizamiss B OCBITI € cydacHUM (EHOMEHOM, KM 3HAYHOI MipOIO
OOyMOBJICHMI BIJIMBOM TEXHOJIOTIM Ta MacoBoi KyibTypu. lLle moHATTS
XapaKTEPHU3Y€EThCSI CHOBUIBHEHHSIM a00 OCIAa0JIEHHSM TMPOIECY JOPOCIIMIAHHSA,
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