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O0apokoBoi My3ukH. Bcl pemaxiiiifHi BKa3iBKM Ta PIMICHHS MPO iX BUKOHAHHS
00TrOBOPIOIOTHCA MK MallOyTHIM BUKOHABIIEM Ta MOr0 BUWTEJIEM CIUIbHO. Takuit
X1 JOTIOMOYKE TJIMOIIIEe 3pO3yMITH TOJIOBHI aBTOPCHKI 1/1€1 B KOXKHIM MYy3U4HIN
dpasi, 110 NPUOIU3UTH BUKOHABIISA 0 O1IBII YCBIAOMIICHOI IHTEpIIpETallii M1 yac
BJIACHOTO BUKOHAHHS. TpajauiliiiHO Ha TMOYaTKy po300opy Moji(oHIYHOTO TBOPY
KOXEH TOJIOC BUKOHYETHCS OKPEMO, IS OUTBII ACTAJIBHOTO O3HAWOMJICHHS 3
MYy3W4YHOIO JIiHI€l0. HacTymmHuM eTamom cTaHe — aHcaMOJIeBE BHKOHAHHS T'OJIOCIB
YYHSI Ta BYUTENS IO Yep3i, M0 T03BOJUTH MPEACTABUTH IOBHOIIIHHY MY3HYHY
bakTypy, MOKPAIUTH PO3BUTOK MOJII(POHIYHOTO CIYXy Ta MOCHPHUSATH TIHOMIOMY
PO3YMiHHI B3a€MOJII TOJIOCIB. 3aBeplIajbHUM KpPOKOM po300py moii(oHIYHOT
bakTypu cTaHe CcaMOCTiiHE BUKOHAHHS YyYHEM BCIX TOJOCIB, IO 3aKPIMUTh
3100yTi paHillie HABUYKHU Ta JO3BOJUTh JOCATHYTH MOJII(OHIYHOT €THOCTI.

BukopucranHs 1HHOBAIlIMHMX MYJIbTUMEIIMHMX 3aco0iB, TaKuX SK
MPOCITYXOBYBAaHHS I1HTEpHpETalliii pPi3HUX BHKOHABIIIB, TpadiuHi Bizyaiizarlii,
HOTHI peJakTopu a0o mporpamMHi 3a0€3MedeHHs PO3JUTy TO0JIOCIB, JOMOMOXYTh
JeTanbHile BioOpa3uTu MoiiOHIYHY CTPYKTYpPY TBOPY, 30CEPEAUTH yBary Ha
OKpEeMHX To0JIocaX 1 B3a€EMOJII0 MK HHUMH, IO CHPUITHME CTaTH aKTUBHUM
YYaCHUKOM TIEPETBOPEHHS HOTHOIO TEKCTY Ha MY3WYHUN Marepiai, a Micias B
OCMUCJIEHUN XYIOXHIH o00pa3, pO3BUBAIOYM CBOIO YSABY Ta BJOCKOHAIUTH
3MATHICTh JI0 CaMOCTIMHOI TBOPYOi IHTEpIpETalli TrOTOBOI [0 IyOJIYHOrO
BUKOHAHHS.

Orxe, mBoronocHi imBenmii M. C. baxa 3alMIIaloThCs MyXKe KOPHCHAMH IS
MY3UYHO — OCBITHBOT'O MPOIECY Yepe3 CBOI CKIAJHICTh Ta 0OaraTorpaHHICTh
HaBYAJHLHOTO MaTepiaay 3aKJIaJICHOTO B ITUX TBOpaX. BUKOpUCTaHHS TpaauIliiHAX
METO/IB Ta OJHOYACHO HOBATOPCHKI MIJAXOAM BHUBYEHHS IHBEHIIN CHPUSIOTH
3aCBOIOBAHHIO JIOTIYHOTO 3MICTy TBOPIB, Ta CIPHUSIOTH PO3BUTKY KPEATHUBHOCTI,
BUKOHABCHKOI CBOOOJM YYHIB 1 MIHOOKOMY OCMHCIICHHIO CYTHOCTEH MY3MYHOTO

TBOPY.
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ARTISTIC-IMAGINATIVE THINKING OF FUTURE
CHOREOGRAPHERS AS A FOUNDATION FOR CREATING VIVID
DANCE IMAGES

Abstract: The paper addresses the issue of developing artistic-imaginative
thinking in future choreographers. It examines the cognitive processes involved in
perceiving and creating artistic images and highlights the role of art in fostering
these processes. The relationship between the level of development of a
choreographer-director's artistic-imaginative thinking and the quality of the dance
images they create is substantiated. An analysis of studies examining this mental
phenomenon as a form of cognitive activity, an essential component of a
choreographer's artistic competence, a component of creativity, and an element of
compositional-choreographic thinking is provided.

Keywords: future choreographers, artistic-imaginative thinking, dance
compositions.

XYI0KHbO-OBPA3ZHE MUCJIEHHSI MAUBYTHIX XOPEOT PA®IB
AK OCHOBA CTBOPEHHHA SICKPABUX TAHIIIOBAJIBHUX OBPA3IB

AHoTtanisi. PoGota mnpucBsueHa mpoOiemi (GopMyBaHHS XyIOXKHBO-
oOpa3HOro MHUCJIEHHS Yy MaiOyTHIX XopeorpadiB. Po3riasHyTo MHUCIEHHEBI
IPOLIECH, SIKI BIAOYBAIOTHCS 1] YaC CIIPUHHATTA Ta CTBOPEHHS XYAO0KHIX 00pasiB,
a TaKOXX BU3HAYEHO POJIb MHUCTELTBA Y PO3BUTKY LUX MpoueciB. OOIpyHTOBAHO
B3a€EMO3B’SI30K MK pIBHEM C(POPMOBAHOCTI XYJA0KHHO-OOPA3HOTO MHUCIICHHS
xopeorpada-nmocTaHOBHUKA Ta SKICTIO CTBOPEHHS HHUM TaHIIOBaJbLHUX OOpas3iB.
[IpoBeneHo aHami3 JIOCHIKEHb, SIKI PO3IJISAAIOTh LEH NMCUXIYHUM (PEHOMEH SK
PI3HOBUJ  Mi3HABAJIbHOI  JISJIBHOCTI, BaXJIWBY  CKIQJIOBY  XYJOXHBOI
KOMIIETEHTHOCTI  Xopeorpada, KOMIIOHEHT MOro TBOPYOCTI Ta E€JIEMEHT
KOMITO3UIIIIHO-X0peorpadiyHOTO MUCIICHHS.

KurouoBi ciaoBa: maitbyTHi Xxopeorpadu, XyI0KHbO-OOpa3He MUCIICHHS,
TAHIFOBAIbHI KOMIIO3HIII].

The Processes of Thinking, Perception, and Creation of Artistic Images are
the focus of research by scientists across various fields of scientific knowledge.
Related aspects of this topic are highlighted in studies on physiology, psychology,
aesthetics, philosophy of art, and pedagogy. Specialists note that image formation
and manipulation are fundamental features of human intellect.

Thinking in images is a complex mental process that synthesizes the
outcomes of direct sensory perception of the surrounding world, conceptual
processing of data, and cognitive transformation. Art plays a significant role in
forming artistic-imaginative thinking, as both perception and creation of art
involve a unique blend of artistic-aesthetic emotions and intellect.

In the field of art pedagogy, the problem of forming artistic-imaginative
thinking is explored in three main directions. The first examines the preparation of
future art teachers to develop students' artistic-imaginative thinking through
perceiving art and creative activities (N. Batyuk, A. Sokolova, N. Shatailo); the
second addresses the formation of artistic-imaginative thinking in future art



261

teachers (T. Grinchenko, O. Polotayko); and the third focuses on cultivating
artistic-imaginative thinking in performing artists (S. Klyuyeva, A. Milyasevich,
O. Chekhunina, Zhang Yifu, et al.).

The artistic-imaginative thinking of future choreographers as a basis for
creating vivid dance images is discussed in the works of N. Bystriantseva, Yu.
Volkova, N. Lisovska, V. Maksymenko, O. Parkhomenko, O. Rebrova, I.
Tereshchenko, and others. Since choreography is a synthetic art form that
integrates music, dance, theatricalization, acting, and visual arts, researchers focus
on two key aspects: first, the potential of choreography to stimulate the artistic
perception and thinking of the audience, and second, the need to develop artistic-
imaginative thinking in choreographers themselves.

Considering this, the purpose of this article is to explore the role of artistic-
imaginative thinking in future choreographers as a key factor in creating dance
compositions and conveying their imagery.

Researchers have concluded that the formation of artistic-imaginative
thinking is critically important for choreographers. This type of thinking enables
choreographers not only to perceive and interpret artistic images but also to create
new compositions, process existing artistic projections, and refine them to produce
unigue choreographic works. Without well-developed artistic-imaginative
thinking, a choreographer cannot transform abstract ideas and emotions into dance
images capable of embodying certain emotions or narratives.

This finding is supported by numerous studies. N. Bystriantseva, in her
work, emphasizes that developing artistic-imaginative thinking allows
choreographers to achieve depth in conveying meanings through dance. She
stresses that imaginative thinking enables choreographers not only to create
technically polished movements but also to imbue them with semantic and
emotional content. The author attributes particular importance to music as a means
of personal development and not merely as an accompaniment to dance.
Bystriantseva suggests incorporating courses like «Music in Choreography» and
«Rhythmics» into choreographers' training, as these subjects, through rhythm,
perception, and analysis of musical works, aim to develop choreographers' musical
abilities, including cognitive processes. She emphasizes that «through musical
activities, students learn to hear and analyze music, which aids in creating new
choreographic images» (Bystriantseva, 2012). She highlights that involving
choreographer students in various musical activities such as music perception,
music analysis, rhythmics, and creative improvisation facilitates the formation of
artistic-imaginative thinking, as these forms of musical activity are interrelated and
interact, creating a favorable environment for stimulating cognitive processes. For
example, improvisation in rhythmics classes encourages the creation of new
images based on musical material. Analyzing a musical piece, identifying
expressive means, structure, emotional-semantic content, genre, and stylistic
features help choreographer students deeply experience and convey musical
images through dance. Thus, the author emphasizes the importance of integrating
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musical and choreographic disciplines into choreographer training to form their
artistic-imaginative thinking.

Researchers such as Yu. Volkova and V. Maksymenko study the
mechanisms of image processing and transformation in choreographic creativity,
emphasizing the role of imagination and the artist's individual vision. In examining
the communicative nature of art, the author notes that art activity involves
perceiving and comprehending the symbolic-systemic content of the work. This
content is then related to one's own experience and worldview, interpreting artistic
information accordingly (Volkova, 2016, p. 5).

Yu. Volkova underscores that choreographers' ability to engage effectively
in artistic-communicative activities, which occurs through and with art, directly
depends on their level of artistic-imaginative thinking development. This thinking
is the foundation for creating vivid, original, and unique dance images. In her
research, the author structures this activity in a matrix, where the vertical vector
represents artistic communication with works of art at different levels: from
perception and understanding to comprehension, analytical-empathetic processing,
conducted through verbal and performative interpretation. The horizontal vector
encompasses communication with others through art, requiring well-developed
imaginative thinking.

V. Maksymenko, studying artistic creativity in choreographers’ artistic
activities, notes that its development enables choreographers to create new
choreographic works, develop artistic thinking and competence in artistic styles,
and orient themselves in various art forms (Maksymenko, 2022, p. 140). A crucial
aspect of the creative process is a choreographer's ability to translate abstract ideas,
emotions, and sensations into dance images comprehensible to the audience. The
author also emphasizes that the development of artistic thinking in choreographers
is essential for creating original choreographic works. According to this approach,
V. Orlov draws attention to the significance of artistry as a key quality that enables
one not only to feel and understand artistic images but also to experience them
according to the style, mood, and aesthetic direction of the work. Orlov argues that
it is through artistry that a choreographer can synthesize individual perceptual
elements into a cohesive image, helping them interpret and embody artistic ideas in
creative communication with the audience (V. Orlov, 2003, p. 52).

In her dissertation, Liu Qiangian, which focuses on developing artistic
competence in future music and dance teachers, highlights a significant
shortcoming of higher education: the absence of integrated courses covering both
music and dance, allowing them to be studied in natural interrelation and
interpenetration. This approach echoes the study by N. Bystriantseva, who also
emphasizes the need for a comprehensive approach to art education.

Liu Qiangian defines artistic competence as an integrated attribute of artistic
consciousness that allows one to perceive, understand, and interpret artistic images.
She emphasizes that developing this competence is essential for artistic-
communicative activities, enabling teachers with a deep understanding of artistic
works to convey these images to others through their interpretation and creativity.
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Proposing an artistically integrated process for training future choreographers, the
author interprets it as «the realization of multifaceted interactions of art forms,
aimed at developing students’ artistic-imaginative thinking and competence in
applying artistic integration in professional activity» (Liu Qiangian, 2010, p. 10).
N. Lisovska and O. Rebrova also stress the importance of combining different art
forms to develop choreographic-compositional thinking in choreographers, which,
in their view, helps create multidimensional and emotionally rich dance images.
The researchers note that the artistic-choreographic image formed in a
choreographer-director’s consciousness and embodied in choreography plays a key
role in this process. They also highlight the necessity of synthesizing various types
of thinking: compositional-imaginative, artistic, kinesthetic, and musical — to
create complex and expressive dance images.

Thus, analyzing research directly or indirectly related to the formation of
artistic-imaginative thinking in future choreographers and its impact on their
ability to create dance images leads us to conclude that scientists view this mental
phenomenon from several perspectives. First, it is seen as a type of cognitive
activity characterized by the ability to imagine, fantasize, intuitively sense, think
associatively, and perceive emotionally. Second, it is viewed as an attribute of a
choreographer's artistic competence, indicating integrated artistic consciousness.
Third, artistic-imaginative thinking is a crucial component of choreographers’
artistic creativity, enabling the generation of abstract ideas, emotions, and
sensations that are later embodied in dance compositions. Fourth, this thinking is
interlinked with choreographic-compositional thinking in choreographers.
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