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The article, based on the analysis of pedagogical and art history literature,
highlights the issues of staging choreographic compositions by future actors,
reveals the peculiarities of the creative process of creating a choreographic
product by them, based on their professional knowledge of acting skills, and
is revealed and expressed through the basic principles of filling the emotional
character of the internal psychophysical sphere of the created image. It
is noted that a choreographic performance created and performed by the
actors themselves is different from a choreographic performance created by
professional choreographers and performed by professional choreographers.
The difference lies in the fact that future actors have greater expression
possibilities to reveal the stage character. This is based on their professional
knowledge of acting, which is revealed and expressed through the basic
principles of filling the emotional character of their inner psychophysical
sphere. The plot that professional dramatic actors reveal in a dance performance
is more expressive and actorly rich for the viewer and does not require
explanation. The acquired knowledge of acting allows actors to use expressive
means more emotionally and sensually, as well as to create characters in a
choreographic performance through acting knowledge, skills and the use
of the simplest expressive means — gestures, postures, movements that are
manifested through pantomime and sketch acting. The creative collective
process, during which future actors create mise-en-scene and dance patterns,
choreographic and lexical content of characters, manifesting and revealing
their creative potential in interaction and helping each other, allows them not
only to perform choreographic performances, but also to be their co-authors,
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which is the key to the development of creative thinking
of future actors. The article also identifies differences in
the expressive means of revealing the stage image of a
role in dance and drama performances, which differ in
the means of revealing the image, focus and methods of
expression, but both types of theatre art require high skill,
creativity and emotional expressiveness from the actors
who create and perform the performance to successfully
convey the idea and content of the performance to the
audience.
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VY cTarTi Ha OCHOBI aHajii3y MENAroriyHoi Ta MUCTELTBO3HABYOI JIiTEpaTypH
BUCBITJIIOIOTBCS.  NMUTAHHS  TOCTAHOBYOI  JISJIBHOCTI  XOopeorpadiuHux
KOMIO3MLINA camMe MalOyTHIMM aKTOpaMmH, PO3KPUBAIOTHCS OCOOIUBOCTI
TBOPUOTO IpPOLECY CTBOPEHHS HUMU XOpeorpapidHOro MPOAYKTY, IO
IPYHTYIOThCSl Ha IXHIX NpoQeciiiHUX 3HaHHSAX 13 MaHCTEpPHOCTI akTopa Ta
PO3KPUBAIOTHCS ¥ BHPaXXalOThCS 4Yepe3 OCHOBHI NPUHIMIIM HANOBHEHHS
eMOLIIHHOrO XapakTepy BHYTPIIIHBOI McUX0(i3U4HOI cdepu CTBOPEHOTO
o0pasy. 3a3HauaeTbcs, U0 XopeorpadiyHa BUCTaBa, CTBOPEHA W BHKOHAHA
CaMUMH aKTOpaMHM, BiAPI3HAETbCS BiJ XopeorpadiuHoi BHCTaBH, sKa
cTBOpeHa npodeciiiHuMu OaneTMencTepaMu i BUKOHY€ETHCS MpodeciiHuMH
xopeorpadamu. BinMiHHICTh TONSTae B TOMY, 110 MaiOyTHI aKTOPH MAaroTh
OLIBIIT MOXIIMBOCTI BUPAXKEHHS JUIsI PO3KPUTTS CLEHIUHOro xapakrepy. Lle
IPYHTY€TbCS Ha IXHIX HpodecifHUX 3HAHHIX i3 MalicTepHOCTI akTopa, IO
PO3KPUBAIOTHCS ¥ BHPAXalOTHCS 4YEpe3 OCHOBHI NPUHIMIIM HANOBHEHHS
eMOIIHOro XapakTepy IXHbOI BHYTPIMIHBOI NcuxodisuuHoi chepu. Croxer,
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KN PO3KPHUBAIOTH podeciiiHi ApaMaTHdHi aKTOPU B TAHIIOBAJIbHIH BUCTaBI,
€ OLTbII BUpa3HUM 1 aKTOPCHKM HACHUYCHUM IS IVIsada Ta He MoTpedye
MOSICHEHbB. 3100y Ti 3HAHHS 3 aKTOPCHKOI MalCTEPHOCTI T03BONAIOTH aKTOpaM
OLTBII eMONIHHO I YyTTEBO BUKOPUCTOBYBATH BHpaKaJbHI 3aCO0H, a TAKOX
CTBOpIOBaTH 00pa3um y xopeorpadiuHiii BUCTaBI uyepe3 aKTOPChKi 3HAHHS,
YMIiHHS ¥ BHKOPHCTaHHS HAHNPOCTIIINX BHPaKAIBHUX 3aC00IB — XKECTIB,
103, PyXiB SIKi BHSBIISIOTHCS 4Yepe3 MAHTOMIMY Ta ETIOAHY aKTOPCBHKY
rpy. TBOpumil KOJEKTHBHHII Ipouec, YNPOAOBXK SKOrO MaiOyTHI aKTOpH
CTBOPIOIOTH Mi3aHCIICHN 1 TAaHIIOBAJIbHI MATIOHKH, XOPEOTpa(hiTHO-TCKCHUHY
HAIOBHEHICTh 00pas3iB, MPOSBIISIOUH i PO3KPHUBAIOYH CBilf TBOPUIMIA MOTCHITIAT
y B3a€MOJIii Ta JIOTMIOMO31 OJIHE OJIHOMY, J03BOJIsi€ iM HE JIMIIe BUKOHYBaTH
xopeorpadiuHi BUCTaBH, a i OyTH IXHIMHU CIiBABTOpPaMH, IO € 3aTOPYKOIO
PO3BUTKY TBOPYOTO MHUCIECHHS MaOyTHIX akTopiB. Takox y CTarTi BUSBICHHI
BIIMIHHOCTI y BUpPaXaJIbHUX 3ac00aX PO3KPUTTS CIIEHIYHOrO 00pasy poui
B TaHIIOBAJBHINA 1 JpaMaTW4HIi BHCTaBaxX, sKi BIAPI3HAIOTHCS 3a 3ac000M
PO3KPUTTS 00pasy, CIPSMOBAHICTIO Ta CIIOCO0AMHU BUPAKEHHS, alie 00uBa
BUJIM TEATPaTbHOIO MHUCTEITBA BHMArarTh BiJl aKTOPiB, sSKi CTBOPIOIOTH
1 BHUKOHYIOTH BHCTaBYy, BHCOKOI MaWCTEpPHOCTi, TBOPUOCTI ¥ eMOMiHHOI

BUPA3HOCTI JUIS yCIIIIHOI epeaadi ifiel Ta 3MIiCTy BUCTaBH IS TVISIAYiB.

Definition of the problem. In modern Ukraine,
there is a rapid process of revival and transformation in
the economic, political, cultural, social, and especially
educational aspects. This process opens up new oppor-
tunities and prospects for contemporary Ukrainian
theater education by deepening the mastery of all the
basic principles of acting. Therefore, the imposition of
disciplines aimed at the plastic development of future
actors is necessary and timely. One such discipline is
“The Art of Ballet Master”. Its implementation, in our
opinion, will contribute to the overall development of
acting skills, expand the potential of future specialists
in their professional activities and further employment,
and make them more competitive in the labor market.

The analysis of art history literature indicates
that the work of a ballet master in choreographic art
is quite developed and researched. The creativity of
outstanding ballet masters in Ukraine, as well as the
principles of constructing choreographic composi-
tions and ballet performances, has been studied by
T. Churpita, I. Gutnik, O. Martyniv, L. Pacunova,
and others. For example, the scientific works of
T. Churpita explore the creativity of the renowned
choreographer and pedagogue M. Tregubov, who
assigned a significant role to the synthesis of classi-
cal dance, folklore, and ordinary human gestures in
the process of preparing ballet masters. Generalizing
these types of dances is considered one of the main
methods that future ballet masters should acquire. In
scientific research of 1. Gutnik, it is highlighted the
significant contribution of ballet master O. Homon
to the development of folk-stage choreographic art
in Ukraine. This contribution lies in the expansion of
the themes of Ukrainian folk dances on stage, as well
as the enrichment of the folk dance lexicon through
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the skilled processing of folklore material. However,
the analysis of scientific and art history literature
shows that the issue of staging activity, particularly
in implementing the production of choreographic
compositions by future actors, has been insufficiently
considered. Article objective. Therefore, our work
aims to reveal the peculiarities of staging a choreo-
graphic performance by future actors and to identify
differences in the expressive means of revealing the
stage image of the role in dance and dramatic perfor-
mances. Let us consider this issue closely.

Presentation of the main material. Choreo-
graphic activity in the performing arts requires mas-
tery of body plasticity, coordination of movements,
and the psychophysical state of the future actor, as
well as the lexical language of dance. Choreographic
activity in the educational process of higher education
institutions in Ukraine is aimed at the professional
training of future actors and serves as one of the means
of their professional development and formation. The
discipline “The Art of Ballet Master” introduced into
the teaching process of students of the specialty “Per-
forming Arts” at Zaporizhzhya National University
allows for a deeper mastery of choreographic activity
not only in terms of developing the plasticity of the
bodies of future actors, coordination of their move-
ments, and psychophysical freedom, but also in terms
of developing their artistic scope, imagination, atten-
tion, fantasy, and creative thinking. Even if students
do not carry out the choreography of composition but
only participate in it as performers, this also contrib-
utes to the development of their plastic culture, imag-
inative expressiveness, and stage mastery.

In the art-historical works of Konstantin
Stanislavski and Michael Chekhov, it is noted that
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choreography is one of the main tools for the pro-
fessional development of acting talents. According to
Michael Chekhov, it is the actor’s body, which aes-
thetically and artistically moves in space, rhythm, and
time, that reveals the character of the role on stage.

According to the works of K. Stanislavski, he
also paid great attention to plasticity, considering
that actors need simple but expressive, aesthetically
colored, filled with sincere feelings, and meaningful
and natural movements. [4]

An analysis of the art criticism works of Ukrainian
choreographer O. Plakhotnyuk allows us to note that
dance is a specific form of social interaction. In addi-
tion, he pays special attention to the character of a
person’s spiritual attitude to the world through dance.
According to him, dance art is oriented towards cer-
tain needs and encompasses individuals who obtain a
specific experience from this activity that is based on
moral, ethical, and most importantly, aesthetic ideals,
which are a necessary precondition for cultivating the
artist’s worldview [2]. It is very valuable that O. Plak-
hotnyuk refers to the work of T. Shevchenko in his art
criticism works, glorifying the image of the Kobzar,
and indicating that his works contain a mighty power
and greatness of the Ukrainian people. This power
inspires contemporary cultural figures to continue
to refer to his work not only in literary and theatri-
cal activities but also through choreographic means.
According to an assertion of O. Plakhotnyuk, tradi-
tions, and folklore were meticulously described in the
works of T. Shevchenko. In his opinion, they are very
close to the art of dance, to its expressive means, lex-
ical language, and imagery perception [3].

The confirmation of this can be found in the
emergence of many experimental theaters in modern
Ukraine. In realizing their creative projects, art prac-
titioners try to change the stereotypes of audiences by
introducing musicals or choreographic performances
into the repertoire of theaters, enriching the theatrical
stages of Ukraine with new artistic forms. Such theat-
ers include “Dramatic Theater on Podol”, “Koleso”,
“Komuna”, “Kolektor”, and “Voskresinnya”. An anal-
ysis of their creative works shows that the main roles in
these choreographic performances are played by actors
who convey the content of the performance through
dance. The character of the main heroes is revealed
through emotionally colored movements, and expres-
sive poses that are understandable and artistically rich
for the viewer. The lexical content of the dance images
in combination with the expressive means of acting
skills allows the viewer to delve even deeper into the
plot of the performance and understand its content.
Therefore, we believe that the introduction of the dis-
cipline “The Art of Ballet Master” into the educational
process of training future actors at the Zaporizhzhia
National University is necessary and timely for their
creative development and professional growth.
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During the study of the “The Art of Ballet Master”
discipline, future actors develop skills and abilities in
both staging activities and dance mastery. However,
in the process of working and performing a chore-
ographic production, future actors may encounter
expressive tools that are unfamiliar to them. There-
fore, let’s analyze and identify these tools.

In a dramatic performance, the main expressive
tool is words, through which the audience under-
stands the mood, character, and content of the work.
In addition to this, actors use natural gestures and
poses that are revealed through their psychophysical
apparatus. As for a choreographic performance, it is
devoid of the main tool that an actor uses to reveal
their stage character — words. It has its stylistic spe-
cifics, intonation, and expressive pronunciation, and
is the main mean of communication between the actor
and the audience in revealing the image of the role.

However, in a choreographic performance, the
main tool for revealing the character is the artisti-
cally aesthetic, emotionally colored, musically organ-
ized movement of the human body, supplemented
by poses, gestures, and pantomime. Apart from that,
pantomime is an additional tool that moves the con-
tent of the performance and contributes to the disclo-
sure of the stage character. The movement should not
only be technically and masterfully executed but also
be plastically-artistic, expressive, filled with charac-
teristic content, and correspond to the mood of the
music, as it is one of the means through which the
audience perceives and understands the stage charac-
ter. It should be noted that in the art of dance, there
are fewer tools for revealing the character of the role
than in the dramatic arts, as movements, gestures, and
poses serve as additional means of revealing the char-
acter in a dramatic performance.

We can note that a choreographic performance
created and done by actors themselves differs from
a choreographic performance created by professional
choreographers and made by professional dancers. In
our opinion, this difference lies in the fact that future
actors have greater opportunities for expressing their
stage character. This is based on their professional
knowledge of acting skills, which are expressed
through the basic principles of emotional character
development in their inner psychophysical sphere.
The plot that professional dramatic actors reveal in
a dance performance is more expressive and actor
filled for the viewer and does not require explana-
tions (libretto). The knowledge gained from acting
mastery allows actors to use expressive tools more
emotionally and sensitively, as in addition to chore-
ography, the actor also uses pantomime and his own
experience gained during the preparation of silent
acting studies. These studies are aimed at express-
ing and revealing the qualities of the character role,
and the inner world of the hero, and they are filled
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with emotional intensity and brightness of images.
This is achieved because the actors possess the prin-
ciples of creating a character according to Konstantin
Stanislavski and apply them in their performing activ-
ities during the dance show. These principles include,
among others, the principle of the truth of life, which
is the main dominant for any realistic art; the princi-
ple of super-objective, which, correctly defining its
goal, allows one to choose the right technical meth-
ods and expressive means without mistakes; the prin-
ciple of active action, which reveals the naturalness
and organicity of the actor’s presence on the stage,
emphasizing that nothing artificial and mechan-
ical can be present in the actor’s performance, and
everything should occur through the psychophysical
natural process. Therefore, in the opinion of Konstan-
tin Stanislavski, everything culminates in the creation
of a stage character through organic artistic transfor-
mation [4].

Based on the methodological works of O. Enska,
A. Maksymenko, and 1. Tkachenko, we can note that
another additional tool that influences the expression
of emotions and is capable of conveying the char-
acter’s emotional state is the dance pattern, without
which it is impossible to fully reveal the dance image.
They also believe that contrast is a significant means
of expressiveness in choreography. Thus, a simple
dance pattern becomes bright and impressive if it
follows a complex one [1]. The dance pattern as the
main mean of creating a choreographic performance
was determined by the outstanding theorist of cho-
reographic art, J. Noverre. He wrote that acquaint-
ance with the geometry of dance is useful for direc-
tors because it ensures the quality of dance figures,
and structured combinations, and adds clarity to the
forms, which, in turn, reduces transitions from one
figure to another. J. Noverre emphasized that knowl-
edge of dance patterns and their proper use in creat-
ing a choreographic performance ensures its greater
expressiveness and reveals its content [5].

Dance routines in a choreographed performance
created by future actors appear as separate interludes
and fulfill specific tasks in revealing both the char-
acter of the hero and the overall content of the show.

This is another unique aspect of the actors’ staging
activities.

A dance show created by a ballet master and per-
formed by professional dancers has a clear structure
and certain boundaries that the choreographer cannot
violate. It includes a mandatory presentation of the
duet dance pas de deux, as well as solo performances
showcasing the technical skill of the main perform-
ers. The pas de trois and pas de quatre feature the sup-
porting characters of the performance demonstrating
their technical prowess, while mass scenes involving
the corps de ballet complement the dance production
with vibrant group scenes. However, for actors who
create and perform in a choreographic staging, this is
not the main focus. The development of characters
occurs not through technically virtuosic movements
but through the actors’ knowledge, skills, and use of
the simplest expressive means such as gestures, poses,
and movements, which will be revealed through pan-
tomime and etude acting.

The peculiarity of choreographic performances
in the educational process of training future actors
lies in creating a dance artistic product by a group
of students. In the Zaporizhzhia National University,
during the study of the discipline “The Art of Ballet
Master,” students themselves carry out the production
activities through joint imaginative work. Such an
approach is innovative in the educational process of
preparing acting personnel in Ukraine. Since the dis-
cipline “The Art of Ballet Master” was entered into
the educational process of professional training for
future actors, all actors can master the skill of creat-
ing plastic compositions. This is an art activity during
which there is an exchange of new ideas, creativity,
and communication between actors-students direc-
tors, and actors-students performers. The process of
this communication carried out the development of
creative thinking, internal freedom, and the ability
to feel and understand the partner on the stage both
physically during movement execution and emo-
tionally during making the image. In other words,
an imaginative collective process takes place, during
which future actors create interludes and dance pat-
terns, choreographic-lexical content of images, poses,

Table 1

Comparative analysis of choreographic and dramatic performances

The choreographic performance created by future actors

Dramatic performance

Main tool: movement, mastery of the lexical language of
dance

Main tool: word

Additional tools: pantomime, non-verbal etudes, mime,
rhythm

Additional tools: natural gestures, poses, etude, vocal,
mime

Mastery of the principles of character development and acting | Mastery of the principles of character development and

acting

Music as the main mean of conveying the mood of characters

Music as an additional tool

Understanding the plot and characters of the play

Understanding the plot and characters of the play

Extensive craftsmanship

Extensive craftsmanship
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gestures, pantomime, and non-verbal studies, demon-
strating and revealing their art potential through inter-
action and mutual assistance. In summary, such joint
creative work allows Zaporizhzhia National Univer-
sity students specializing in “Performing Art” not
only to do choreographic performances but also to be
their co-authors, which is a guarantee of the develop-
ment of the artistic thinking of future actors.

Based on the analysis of creating a choreographic
performance and its execution by future actors, we
identified distinct and common means of revealing
the stage character in dance and dramatic shows.

As we can see, the differences in expressive means
of portraying a character on stage in dance and drama
performances are determined by the fact that in a cho-
reographic production, this is achieved through dance,
rhythm, gestures, poses, music accompaniment, pan-
tomime, and acting experience. In a dramatic show,
however, the character is revealed through words,
dialogues, monologues, natural gestures, and poses.
Overall, choreographic and dramatic performances
differ in the means of revealing the character, direc-
tion, and methods of expression, but both types of
theatrical art require actors who create and perform
the show to have high skills, creativity, and emotional
expressiveness to successfully convey the idea and
content of the production to the audience.

Conclusions and prospects for further devel-
opments in this area. Therefore, the analysis of the
means of creating and making a choreographic per-
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formance by future actors has allowed us to identify
the following features of their staging activities:

— The choreography is created by a team of stu-
dents — future actors.

— The creators of the dance performance also act
in the main roles in the show.

— The principles of acting technique by
Stanislavski are used to reveal the stage character.

— The stage characters are not only revealed
through dance movements but also pantomime.

— Pantomime and etude work in acting skills,
which are subordinate to the musical composition,
are the means of revealing the content of the dance
performance.

— The selection of musical material for the chore-
ographic performance is done by the students — future
actors.

— The development of stage images and their
dance patterns is determined and created inde-
pendently by the future actors.

Mastering the discipline of “The Art of Ballet
Master”, which has been implemented into the edu-
cational process of professional training for future
actors at Zaporizhzhia National University, is truly
essential, as evidenced by the employment of grad-
uates of the “Performing Art” specialty in numerous
theaters in Ukraine and abroad, where they work not
only as leading stage actors but also serve as chief
choreographers. Defining the characteristics of such
activity will be the goal of our further research.
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