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PEDAGOGICAL CONDITIONS
FOR THE FORMATION OF
INTERPRETIVE COMPETENCE
OF FUTURE CHOREOGRAPHY
TEACHERS IN THE PROCESS OF
PROFESSIONAL TRAINING

n the context of humanization of

choreographic and pedagogical education

and its orientation to the paradigm of

personality-oriented training, the issue of
forming the ability of future choreography
teachers to stage and interpret activities in
the process of professional training becomes
sufficiently relevant. The study of the source
base and the analysis of scientific research in
recentyears proves thatin order to increase the
effectiveness of the formation of interpretive
competence of future choreography teachers,
it is necessary to create certain pedagogical
conditions.

The works of V. Andreyev, S. Dynina,
N. Ippolitova, M. Zvereva, B. Kupriyanova,
A. Naina, N. Yakovleva are devoted to the
study of the issue of pedagogical conditions.
The problem of actualization of professional
potential in the scientific literature is
highlighted in the researches of many
scientists, in particular N. Bibik, I. Zimniaya,
V. Kraevskyi, O. Lokshina, O. Ovcharuk,
0.Pometun, S.Rakov, 0.Savchenko, S. Sysoyeva,
Yu. Tatura, |. Tkachuk. The issues of integration
processes in the educational environment are
researched by S. Goncharenko, R. Gurevych,
I. Kozlovs’ka, Y. Kmit, Y. Sobko. The paradigm
of orientation of educational, cognitive and
concert-performing activities is considered
in the studies of R. Zakharova, L. Labintseva,
V.Yakuba, P.Jacobson, T.Serdyuk. The process of

professional training of choreography teachers
at a higher educational institution has been
researched in the works of L. Androshchyuk,
T. Blagova, O. Parkhomenko, G. Nikolai,
0. Tkachenko, V. Pokhylenko, A. Kryvokhyzha,
K.Zozulia, T. Medvid, O. Martynenko.

The purpose of the article is to
substantiate pedagogical conditions for the
formation of interpretive competence of
future choreography teachers in the process
of professional training.

Making concrete the essence of the concept
of «pedagogical condition», it should be noted
that the use of this definition is associated
with solving the problems of the educational
process, and in general is interpreted as: «the
circumstances on which the holistic productive
pedagogical process of professional training
of specialists depends and occurs, which is
mediated by the activity of the individual»
[12, p. 143]; «the factors affecting the process
of achieving the goal, and are divided into
external (positive relations between the
teacher and the student; the objectivity of
the assessment of the educational process;
place of study, room, climate, etc.) and internal
(individual properties of students: health
status, character traits, experience, abilities,
skills, motivation, etc.)» [10, p. 85].

It should be noted that
the content and procedural
of the educational process,
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conditions contribute to the implementation
of the principles of didactics, its laws and
regularities. On this basis, we have identified
pedagogical conditions for the formation
of interpretive competence of future
choreography teachers in the process of
professional training, as follows: actualization
the professional potential of choreographic
training; integration of various types of
Arts in the process of forming interpretive
competence; orientation of stage-performing
and artistic-creative activities.
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In the process of actualization the
professional potential of choreographic training,
it is necessary to determine the motivational
and value potential, the system of needs
and interests, as well as the updated system
of professional potential of teachers-ballet
masters, which is an essential prerequisite
for the formation of interpretive competence
of future choreography teachers. We have
associated the actualization of professional
potential with motivation.

Motivation is claimed to be an important
factor in the formation of interpretive
competence and professional personality
of a choreography teacher, the style of
intellectual and artistic thinking, their
pedagogical tact, artistic reflection and
individual professional qualities. It should be
emphasized that the formation of interpretive
competence  of  future  choreography
teachers largely depends on the level of
development of cognitive motives based on
students ‘ interest in learning the content of
educational material and future professional
activities. Thus, it is knowledge that is the
basis for professional development and
self-development of future teachers of
choreographic art and provides a qualitative
characteristic of students * attitude to the
process of mastering knowledge in a positive
emotional state and a sense of success.

It is necessary to state that an important
component of actualization the professional
potential of choreographic training is the
development of the student-choreographer’s
interest in a thorough study of the disciplines
of the choreographic cycle, which depends
on the teacher’s appropriate selection of
effective teaching methods and techniques
for optimizing the educational process. That
is why it is impossible to overestimate the
role of interactive technologies and innovative
teaching methods in mastering choreographic
skills.

It must be remarked that the experimental
work on the selection and implementation of
interactive technologies in choreographic art
provides for the following positions: involving
all participants in the educational process
and stimulating active interaction between
them; dividing students into subgroups;
careful selection of material for each task;
determining a clear plan and scheme of
classes; creating an atmosphere of trust,
mutual understanding, and ease; directing
musical material to the implementation
of the concept of the unity of creative task
and stylistic features of choreographic and
composition work.

Taking into account the specifics
of choreographic art, it is necessary to
distinguish  four groups of interactive
technologies according to the organizational
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and pedagogical orientation, which contribute
to improving the effectiveness of the
educational process and positively affect the
formation of interpretive competence of future
choreography teachers, such as: frontal, group,
couple and personal-group interactions.

Frontal interactive  technologies are
determined by the teacher’s work with all
students at once. Such interaction primarily
has the character of a discussion and is aimed
at certain emotions of students, increasing
their motivation and concentrating their
interest in solving certain problems. During
the experimental work, we used the methods
of discussing the problem in a general circle,
improvising the situation by role, debates,
role-playing games.

In the course of the experimental work with
certain groups of students, in particular from 3
to 6 people, group interactions were used, which,
unlike frontal ones, had a clear praxiological
direction. Group interaction between students
during the interpretation of a particular task
involves strengthening the interaction of
practical and creative aspects of individuals.
Considering that a significant part of the
art of dance is based on duet choreography
and working in couples, interactive training
in couples is aimed at developing students *
interpretive skills and abilities in working with
the choreographic duet.

Personal-group interaction contributes to
the development of certain personal qualities
through the attitude of the team to him or
her. With this approach, when performing
tasks aimed at developing interpretive
competence, we divided the work of students
into participation in individual and group
interactions. During individual work, a student
was offered a certain task, as a result of which
their interaction with the team took place.
Group interactions were the opposite of the
previous one and were characterized by the
team’s reaction to a student’s actions, possibly
in the presence of objective criticism that was
motivational for their development.

It is obvious that the defining criterion for
such interactions is a quantitative indicator of
students “ involvement in the interactive work.
The result of this approach directly depended
on the variability of the group construction,
the main indicator of which was considered
to be creative imagination of each participant.
So, in the process of implementing the above-
mentioned organizational and pedagogical
interactive technologies, it is necessary to
identify such groups of interactions that differ in
the content of stage and production activities:

- discussion of a choreographic composition
in a general circle is considered as one of the
main interactive technologies in the field of
choreographic education. With this approach,
the theme of compositions is selected, the

interpretation of which completely depends on
the intellectual development and professional
training of students, their creative imagination
and acquired artistic experience. It is clear
that such a discussion of choreographic
compositions is aimed at developing students
motivation, correcting their choreographic
perception, and searching for possible
interpretive means of expression;

- the analysis of the staged plan of
études and compositional acts is aimed
at clarifying the essence of a certain
paradigm in a choreographic context. This
technology contains the theoretical aspect
of forming the cognitive component of the
artist’s choreographic experience through
the analysis of the staged plan of études
and compositional acts, which can be
choreographic works, concert performances,
ballets, musicals, etc.;

- creating choreographic exercises, études,
acts, and duet compositions on a specific
topic in groups or couples is an important
technology for attracting students to
individual interpretive activities. Such an
interaction allows one to combine the sensory
and creative capabilities of students with
practical skills of interpretive activity;

- the production of a choreographic action
is a combination of theoretical and practical
technologies of interactions and consisted
in the fact that a certain group of students
was offered a task for staging a fragment
of a choreographic performance. In such a
situation, this or that group of students works
as a team of like-minded people, distributing
tasks for creating a libretto, selecting
musical accompaniment, implementing a
choreographic idea, revealing the content
of the text and semantic load among its
members so that the ideas of each member of
the team complement each other;

- improvisation on a given topic determines
the intellectual and creative creativity of
students, their choreographic-lexical and
activity-practical experience. Improvisation
on a given topic confirms the practical
implementation of the choreographic
imagination of the creator in accordance with
certain musical accompaniment. A striking
example of such an interaction is a contact
improvisation, an improvisation in couples,
an improvisation on a certain artistic and
figurative plot;

- rotation of couples during interpretive
and creative activities makes it possible to
absorb different views on choreographic
improvisation and is designed for the sensory
perception of the partner, their technical
skills and abilities. To competently create a
duet choreographic and stage composition,
future choreography teachers need to clearly
understand the dynamics and plasticity of
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movements in a couple, to feel the physical
capabilities of the partner.

In the process of actualization the
professional potential of choreographic
training of future choreography teachers, an
important component is a set of innovative
teaching methods aimed at improving the
effectiveness of the formation of interpretive
competence of future choreography teachers.

The specifics of choreographic art
allow us to interpret innovative teaching
methods as a purposeful interaction between
teachers and students, aimed at developing
the choreographic and lexical base, motor
skills, improvisational abilities, academic
dance motor skills and motivational sphere,
provided that the latest teaching methods,
techniques and instrument are introduced. The
main methods of innovative choreographic
training are supposed to be: the method of
demonstration, the method of illustration,
the method of electronic presentation in the
Power Point system, the method of activating
educational activities, the method of emotional
impact, the method of imitation or copying.

The demonstration method is a teaching
method based on a visual display of dynamic
images of subjects, performance techniques,
exercises, or individual elements of dance
movements in space and time with the
participation of the teacher.The demonstration
method makes it possible to perceive the
basic laws of choreographic technique in
specific dynamic types of practical activities,
contributes to the creation of the atmosphere
of sensory empirical knowledge and positively
affects the emotional sphere of students.

The illustration method involves showing
objects, processes, and phenomena in their
symbolic representation. A special feature of
an illustration as a method of pedagogical
action is the use of various types of arts
aimed at developing the student’s creative
imagination.

The method of electronic presentation in
the Power Point system is used to expand
worldviews, achieve maximum accuracy of
analysis and interpretation of audiovisual
material through sensualistic perception
of students in the course of lecture and
classroom work.

The method of emotional influence on the
consciousness and behaviour of students
during the interpretation of a choreographic
composition consists in releasing the
attitude of students to a certain paradigm
of choreographic art, activating their sensory
sphere of creativity under the emotional
influence of the teacher. Such interaction
awakens the individual emotional and
imaginative sphere and positively affects
the formation of interpretive competence of
future choreography teachers.

The method of imitation or copying refers
to a group of the methods that determine
the orientation of students to achieve certain
success in professional and career growth.
Copying the performance style and individual
stage style of the performer proves that
students should absorb the most perfect
examples of performing skills of dancers of
different genres, their style and temperament.
With this approach, students develop creative
imitation.

For our research, pedagogical practice
is an important component of actualization
the professional potential of choreographic
training of future choreography teachers and
forming their interpretive skills. It has become
the final component of undergraduate
students “acquisition of interpretive skills.

The next pedagogical condition for the
formation of interpretive competence is the
integration of various types of Arts in the process
of professional training of future choreography
teachers.

Speaking about world art as a general
abstract category, it is necessary to emphasize
that each of its types in one way or another
carries the features of the other. It must be
noticed that the emergence of the paradigm
of variability of the universal artistic heritage
is based on fine art, musical art and plasticity
of the human body. Each of these types of art
has connections with the tangent system and
is the dominant basis for modern creativity.
Thus, modern choreography integrates
features of musical, artistic, literary, theatrical,
circus, and cinematic arts.

It is necessary to remark that in
order to obtain high indicators of the
formation of interpretive competence of
future choreography teachers, the main
methodological foundations and forms of
integration of various types of Arts must be
modernized and liberalized in the course
of the educational process. One of the most
significant forms of practical application of
art integration is integrated lectures, practical
and seminar classes.

It is obvious that in the dimension of
choreographic disciplines, the content aspect
of integrated lectures is aimed at forming
an integral system of art-wide knowledge in
order to develop the versatility of the artistic
worldview. The logical and methodological
aspect determines the process of forming
the integrity of the student’s creative
thinking based on intersubject connections.
The result of integrated practical classes is
the formation of practical skills to analyse,
compare, generalize current general art
issues, which develops analytical and creative
thinking, creative imagination, artistic taste,
improvisational and creative variability of
students choreographers. A seminar session,

as an integrative form, is a lesson in which
«process of preparing and conducting,
students defend scientific provisions and
conclusions based on their own knowledge in
the process of preparing for it» [14, p. 86-89].

Among the most essential pedagogical
principles of using the integration of Arts in the
process of forming interpretive competence
the principle of historicism, the principle of
artistic analogy, and the principle of artistic
interpretation must be defined.

The main task of the principle of
historicism is to use the artistic heritage
of a certain period or era, which allows the
student to feel and analyse its artistic climate,
the picture of the world, its general features,
patterns and trends. Such an analysis leads to
understanding of the limits of knowledge of
art in a certain historical period of time.

The essence of the principle of finding
artistic analogies lies in the individuality of
human imagination. By perceiving a particular
art form, such as music, the student builds
visual images in their imagination, which
are the foundation for further interpretive
practice. A special feature of this principle is
the motivation of the student’s subconscious
mind to produce ideas, to increase interest in
aesthetics of art.

The wuse of the principle of artistic
interpretation involves the inclusion of
future teachers in the interaction of Arts in
creative and transformative activities, such as
dramatization and theatricalization.

It should be noted that the process of
interpreting the artist’s creative idea into the
area of choreographic art is determined by
the qualitative characteristics and skills of
the choreographer teacher to integrate the
universal artistic heritage. Any movement
is always based on the relationship with
musical accompaniment, which is due to the
synthesis of the concept of the composer and
choreographer. In turn, each choreographic
position gives stylistic colouring to the
composition and is determined by the general
canons of world fine art. The stage design of
scenery and costumes is based on the trends of
artistic creativity, while drama takes as a basis
the functional canons of theatrical action.

In the process of studying the essence
of musical art, it should be stated that the
dynamics of aesthetic impact on the listener
is determined by the instrumentation of
a musical action. The expressiveness of
choreographic art basically synthesizes the
thesaurus of musical art and is based on its
genres. That is why an important indicator of
the quality of stage heritage is primarily its
relationship with musical accompaniment.
This is due to the ideological content of
the musical composition and the ability to
emotionally influence the listener, which must
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perfectly coincide with the impressions of the
seen plasticity of stage movement.

In the aesthetic interaction of music and
dance, the main indicator is considered to be
the ideological fullness of the creative idea,
which is transmitted by means of expression
and serves as a common reference point in
the process of interpreting the stage heritage.
V. Vanslov notes that the organic synthesis
of music and choreography «becomes
possible due to the kinship of the figurative
nature of these Arts» [2, p. 33]. That is why
it is advisable for future choreography
teachers to pay attention to the nature of
musical accompaniment, understand the
composer’s idea and choose such techniques
of choreographic lexis that complement
and reveal the musical accompaniment as
expediently as possible.

An  important component of the
correspondence of musical and dance-
dramatic action in the process of interpreting
a choreographic idea to be highlighted is the
principle of the dance symphonism of M. Petipa,
which was expanded and developed by the
choreographer L. Ivanov [3]. Choreographic
lexis should be the same component of artistic
heritage as a score of a particular piece of
music in a symphony orchestra. Choreographic
movement under this condition is considered
to be one of the autonomous components
of the synthesis of choreography and music,
which performs the functions of influencing
the viewer’s consciousness through visual
means of perception and plays an important
role in the general sensualistic perception of
the viewer.

When researching the formation of
interpretive competence in the process of
integrating musical and choreographic types
of arts, it is worth paying attention to the
principle of a specific counterpoint combination
of sound and movement of B. Nizhinskyi, which
is based on a thorough rethinking of musical
accompaniment and highlighting the main
structural theme, transferring it to the lexical
content of a choreographic movement [13].

It is visual arts that have a significant
influence on the contemporary art of dance.
According to the domestic researcher
0. Merlyanova, «the perfect plastic language of
fine art,combined with musical accompaniment
and choreographic plasticity, creates a single
integral image of the performance, emotionally
influencing the viewer» [8, p. 101 ].

Choreography is a dynamic art in space
and time, consisting of poetically meaningful
plasticity of the human body. It is obvious that
in their origins, art and dance are inextricably
linked, because, complementing each other,
they are designed to illustrate the movement
of the human body. Thus, the issue of a stage
posture, angle and dynamics of movement in

60

accordance with the graphic images of the
universal artistic heritage is quite relevant.The
artist should use the dance instrumentation
in such a way that their idea could be clearly
understood by the viewer and caused their
emotional experience, based on the aesthetic
experience acquired during their life.

In the process of interpreting an artistic
idea in the dimension of dance art, a
significant role is played by the design of
the stage, the props of performers and the
stage costume. So, on the stage there should
be the atmosphere of the intended artistic
dimension, which is harmoniously combined
with the choreographicaction and is perceived
in an original way by the performers and the
audience. The quality of such a dimension is
determined in the integration with differential
indicators of the plasticity of the action, the
manner of performance, and the direction of
the stage act.

In the process of forming interpretive
competence through the integration of
choreography and art, it is necessary to
pay attention to the principle of the rhythm
of establishing a dance pattern against the
background of scenery. Under such conditions,
the performer becomes a certain spatial
figure, a stage module, which is expressed in a
unit of a scale dimension, through which the
stage action is projected being characterized
by the ratio of the dynamics of the action with
the static design of space.

It should be remarked that each
choreographic composition is interpreted on
the basis of the laws of drama of theatrical
art. The interaction between dancers on
stage takes a crucial position and serves as
a starting point for the artist’s aesthetic idea.

The principles of dramaturgy of a
choreographic action are thoroughly studied
by the teacher, choreographer R. Zakharov,
according to whom «every ballet, act, episode,
dance, scene is created on the basis of a
single law of drama, even every combination
in dance should also have its own beginning,
development and end» [4, p. 5-6]. Dance is a
drama that is embodied in the stage area of
being as instrumentation of plasticity of the
human body. At the same time, a substantial
layer of the dramatic concept is contained
in the musical accompaniment, which gives
the art of choreography the effectiveness of
performance. On this foundation, the concept
of «musical drama» appears, which is the basis
for the construction of each composition.

The orientation of stage-performing and
artistic-creative activities of future choreography
teachers, being a particular pedagogical
condition, are considered as the final stage in
the formation of interpretive competence.

Stage-performing activity of a dancer is
basically a paradoxical process, the peculiarity

of which is the awareness of the concept of a
choreographic work, its author’s and stylistic
canons on the one hand, while on the other, it is
a performer’s interpretation and the uniqueness
of individual skills in communicating the
essence to the viewer that is important. As
a result, the performer appears as a kind of
guide between the choreographer’s concept
and the viewer’s perception. Such interaction
requires enormous efforts on the part of the
dancer associated not only with the process
of rehearsal mastering the work, but also with
its psychological comprehension, based on
the emotional and sensory sphere, creativity,
internal energetic potential and artistic values.

It should be emphasized that under
the condition of stage interpretation of a
choreographic work, the dancer faces the task
of forming its artistic version.In this case, there
are several forms of interpretive skilfulness
of the performer. The simplest one is the
common performance of the composition,
which is as close as possible to the stylistic
and technical canons of the present. A sign of
a greater skill is the creation of an individual
emotional image by the dancer, based on their
own spiritual experience and in the course of
synthesizing the author’s concept through the
psychological prism of feelings.

As L. Labintseva notes, stage and
performance activities are characterized by
three levels of the creative process. At the first
stage,thereisaperceptionofthe choreographic
text and awareness of the semantic meaning
of units of choreographic syntax, such as
motives, emotions, interactions. On the second
stage a combination of the motor-technical
component and the emotional concept of the
work into a single whole occurs. The third
level is characterized by the formation of the
performer’s understanding of the dramatic
concept of the work, which coincides not only
with the lexical content of the composition,
but also reflects the individual emotional
vision of the performer [5, p. 215-216]. The
result of such preparatory activities is a
concert performance itself.

Speculating that the core of professional
training of future choreography teachers
is the stage and performance readiness for
further concert and performance activities,
we consider it necessary to highlight the
psychological and pedagogical features
of readiness for stage and performance
activities, and namely: the ability to correctly
explain choreographic material adapting it to
children’s perception; the ability to interact
with the class based on the principles of co-
creation and community; the ability to select
musical and choreographic material taking
into account the choreographic capabilities
of the class and the age characteristics of
children; the ability to solve artistic and
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creative tasks using means of choreographic
ability to feel the motivational and strong-
willed atmosphere of the audience; the ability
to possess the skills of stage improvisation.

Creating and interpreting a choreographic
concept, teachers should transfer their
own internal energetic potential to the
consciousness of students at an emotional
level, thereby encouraging them to the
creative search, emotionality and soulfulness
of performance. That is why, based on a set
of professional requirements for future
choreography teachers, we have identified the
main directions of the stage and performance
training,such asto knowand be able to perform
choreographic works of various styles, genres
and forms; to be able to reveal the artistic
image of a choreographic work by methods
of emotional influence and visual example;
to have the skills of individual performance of
a choreographic work; to be able to conduct
independent research of materials of actual
choreographic works in order to enrich their
own artistic potential, develop artistic taste
and artistic and aesthetic values; to be able
to perform fragments of choreographic
productions from the school curriculum,
concentrating the attention of children
on the key means of dramatic expression;
constantly develop their own technical
skills in performing basic choreographic
elements and choose the most appropriate
methods of explaining them; develop their
own creative skills (improvisation to musical
accompaniment, improvisation on the theme,
creating choreographic acts and études, etc.).

It is worth noting that stage and
performance activity of future choreography
teachers is a primary component of the
formation of their interpretive competence
and serves as a foundation for the formation
and development of choreographic skills and
abilities that form the functional base for the
artist’s artistic and creative activity. Artistic
and creative activity, in turn, is in constant
symbiosis with stage and performing one and
is based on the complex of choreographic and
performing skills and interpretive and creative
skills of future teachers.

Thus, it should be remarked that under the
concept of choreographic «artistic creativity»
it is necessary to perceive the process of
creating the unpredictable choreographic
reality by choreography teachers, based on
the laws of plasticity of the human body, the
canons of dramatic action and genre stylistics.
The main feature of such creativity is its
existence in space and time, the mediation
of performance, the depth of the stage image,
which is revealed with the help of plasticity of
the human body.

We should not forget that the orientation
of the process of artistic and creative

activity of the future choreography teacher
will be successful only if they have positive
motivation in terms of training, professional
knowledge, skills, creative abilities, artistic
experience, versatility of aesthetic worldview,
independence of creative thought.

Taking into account the relevance of using
the latest trends in the education system as
a whole, it is necessary to rethink the very
direction of artistic and creative activity of
future choreography teachers, to highlight
its main trends, as follows: activation of the
formation of the creative position of future
choreography teachers by reducing the share
of reproductive information in the course
of the educational process by the teacher
and stimulating the student to their own
intellectual and creative search; orientation
to the development of individual creative
abilities of future teachers by means of
encouraging their self-development, self-
education and acquisition of individual
creative experience; motivation of future
teachers to search for their own interpretive
calls, motives, methods, ideals in contrast to
their imposition by the teacher.

We should not forget about the use of
active  professionally-oriented  teaching
methods, which, according to T. Blagova «are
aimed at developing the priority awareness
of the relevance of pedagogical activity in
the disciplines of the choreographic cycle,
the creative approach to solving professional
problems, and activating independent
cognitive activity» [1, p. 74-75]. Such methods
include modelling fragments of choreographic
classes and micro-teaching.

According to the researcher, the method
of modelling fragments of choreographic
classes allows involving future choreography
teachers into participation in solving problem
situations in the course of modelling the
educational process. This method is aimed at
developing students ‘ didactic skills and acts
as a guide between the cognitive and creative
spheres of the choreographer. In turn, micro-
teaching is aimed at forming pedagogical
mastership of future choreography teachers
and helps students acquire skills in solving

practical tasks, applying the obtained
interpretative skills.
Conclusions. Considering the above

said, it can be stated that as a result of the
conducted research, we have identified a set
of pedagogical conditions for the formation
of interpretive competence of future
choreography teachers, which is focused
on the actualization of the professional
potential of future choreography teachers,
the integration of various types of Arts
in the process of professional training,
the orientation of stage-performing and
artistic-creative activities in the process of

educational activities. This complex defines
the priority areas of professional training of
future choreography teachers, such as positive
motivation to learn, introduction of interactive
technologies, innovative teaching methods,
development of skills of future teachers to
competently explain choreographic material
to the audience of students, solve pedagogical
tasks using means of choreographic art, skills
of pedagogical improvisation, introduction
of methods of modelling fragments of
choreographic classes and micro-teaching,
the principles of historicism, artistic analogy,
artistic  translation, dance symphonism,
specific counterpoint combination of sound
and movements, rhythm of establishing a
dance pattern against the background of
scenery, dramaturgicity of the choreographic
action. Prospects for further research consist
in experimental verification of the proposed
set of pedagogical conditions.
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Meparornueckne ycnosus (opMuMpoBaHMs MHTepnpeTa-
LIMOHHO# KOMNETEHTHOCTM Byaymx yuutenein xopeorpadun
B npouecce Npo)eccUoHaNnbHOM NOATOTOBKU

B cratbe paccmaTpuBaetcs npobnema npodeccmo-
HanbHOM noaroToBku OGyaywmx neparoros-xopeorpados B
YCNOBMSX Y4YpexAeHus BbiCliero 06pa3oBaHWs B acnekTe
(GOpPMUPOBAHUS UX MHTEPNPETALUOHHON KOMMETEHTHOCTM.
ABTOp BbiAENAeT nefarornyeckme ycnosus (GOpMMpOBaHMA
MHTEPMPETaLMOHHONW KOMMNETEHTHOCTM Byaywmx yuutenei
Xxopeorpauu 1 AoKa3bIBaeT, YTO peanusauuns nefarornyeckmnx
YCNOBMIA NpefycMaTpUBaEeT OCHOBHbIE (aKTOPbI, KOTOpble 0be-
CMeunBalT akTyanusaumio nNpopeccUoHanbHoOro noTeHuuana
xopeorpaduyeckoit NoaroToBKM Oyaylwmx yuuteneit xopeo-
rpaduu, GOpMUPOBaHME WHTEPNPETALMOHHbBIX 3HaHUIA, yme-
HWIA U HaBbIKOB Ha OCHOBE MHTErpaTMBHOW CYLIHOCTU MUCKYC-
CTBa, ONpeaensoT HanpaBneHHOCTb y4ebHO-N03HaBaTeNbHOI 1
KOHLLePTHO-UCMONHUTENbCKOW AeATeNbHOCTU B y4ebHO-BOCNU-
TaTeNbHHOM npouecce.

Knroyesbie cosa: nedazoauyeckoe ycosue, akmyanau3ayus
NpOopeccuoHanbHo20 NOMEHYUand, UHMe2pauyus pasaudHbIX
8U008 UCKYCCMS, HANPAsaeHHOCMb y4ebHO-No3HasamensHol u
KOHUEpPMHO-UCNoHUMensckoll desmensHoCmu.
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Pedagogical conditions for the formation of interpretive
competence of future choreography teachers in the process of
professional training

The article deals with the problem of professional
training of future teachers-choreographers in the conditions
of higher education institutions in the aspect of forming their
interpretive competence. The author determines pedagogical
conditions for the formation of interpretive competence
of future choreography teachers and proves that the
implementation of pedagogical conditions determines such
main factors that ensure the actualization of the professional
potential of choreographic training of future choreography
teachers, the formation of interpretive knowledge, skills and
abilities based on the integrative essence of art, determine
the direction of educational-cognitive and concert-
performing activities in the process of educational activities.

This complex of pedagogical conditions defines the
priority areas of professional training of future choreography
teachers, such as positive motivation to learn, introduction
of interactive technologies, innovative teaching methods,
development of skills of future teachers to competently
explain choreographic material to the audience of students,

solve pedagogical tasks using means of choreographic
art, skills of pedagogical improvisation, introduction of
methods of modelling fragments of choreographic classes
and micro-teaching, the principles of historicism, artistic
analogy, artistic translation, dance symphonism, specific
counterpoint combination of sound and movements, rhythm
of establishing a dance pattern against the background of
scenery, dramaturgicity of the choreographic action.

The author perceives the prospect of his further work in
the experimental verification of the complex of pedagogical
conditions developed by him in the educational process of
a higher education institution, and namely of Volodymyr
Vynnychenko Central Ukrainian State Pedagogical University,
on the basis of which the pedagogical experiment was
introduced as part of his dissertation research.

Keywords:  pedagogical ~ condition, actualization — of
professional potential, integration of various types of Arts,
orientation of educational, cognitive and concert-performing
activities.
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JlbBOBI  npoBoauTbcs  Bce-

YKpaiHCbKMI  XOpoBWiA  de-

ctmBanb «XKawBip» CKAMKae
[Apy3iB», WO CTAa€E CBATOM A9 rOCTen,
YYACHUKIB Ta MicUsH noaibHo Ao Xo-
posux dectusanis y Jiutsi, J1aTsii, As-
cTpii, fonnawHaii.

A po3nouYnHanocs Bce 3i CTBOPEH-
Ha y 2000 p. y JlbBoBi Ha 6a3i LleHTpy
TBOPYOCTi AiTel Ta rOHaUTBA [annMymHu
[LMTAYO-MONOAKHOIO  XOPOBOr0 KO-
nektuBy «XKaliBip», i 20 pokiB 5 € Moro
XYLOXHIM  KepiBHWMKOM, BMKNafavyeM
BOKany, AMpureHToM. KonekTme — HUHI
HapopgHuit XyaoxHii konektus Ykpai-
HM KaMepHUI xop «XKaiiBip» — cTaB ne-
PEMOXLEM YMCENbHWUX MIDKHAPOLHMX i
BCeYKpAiHCbKMX hecTuBaniB i KOHKYp-
ciB, nobyBaB 3 racTpoNIbHUMKU BUCTY-
namMu y BICIMHAAUATM KpaiHax CBITY,
0TpUMaB 3BaHHS 3paskosuit (2003 p.),
a 3rogoM - HapooHWi XYAOXHii Ko-
nektus Ykpainu (2005 p.). BunyckHu-
Kamu «)KariBopy» CTanu noHap, Tpucra
BMXOBAHLLB.

KonektnB 6Gepe akTMBHY yyacTb y
KyNbTYpHOMY XMTTi JIbBOBa, € Yy4ac-
HWKOM OnarofinHux akuii, peanisye
MPOEKTU 3 BiAOMUMMU MY3UKAHTaMM i
KONeKTMBaMW, K Hanpuknag, BUCTYyN
3 XOpoM iMeHi [. BepbOBKM Ha CLEHI
JlbBiBCbKOrO TEaTpy onepu Ta bGane-
Ty iMm. C. KpywenbHuubkoi (2017 p.,
2018 p.). 3aBasku nepemosi xopy
«)KaWBip» y CBITOBOMY iHTEpPAKTUB-
HOMY KOHKypci xopis (2018 p.) JlbBiB
i YkpaiHy Bnepuwe Biggigana Bigoma

6puTaHCcbka cniBavka Keti Menya.

Xop 3anucas i sunyctmue 8 CD, 5 my-
3MYHUX BiAEOKNINIB (Ki MOXHA NOAMBU-
™ca Ha YouTube Zhayvir Choir: «Hawe
PispBo», «Ha IBaHa, Ha Kynana», «[itu
3emni», «BigunHunocs xutTaw, «3aua-
poBaHui JlbgiB»). [paute Haw canT
(zhayvirchoir.lviv.ua), HOBUHU MPO XUTTH
KONeKTMBY MOXHa A0BiAATUCS Y coLianb-
HUX Mepexax ®Deiicbyk Ta IHcTarpam -
Zhayvir Choir.

[locsirHeHHs XOpy € pe3ynbTaToM Bia-
[aHOi i HanonernuBoi NpaLi ycboro neaa-
FOriYHOro KONMEKTUBY, AiTel i iXHiX 6aTb-
KiB. Micito xopy B6AYaEMO Yy BUXOBaHHi
B AiTe Ha Kpawmx 3paskax My3W4HOi
KYNbTYPU MY3UYHOTO CMaKYy, TaKMUX BIYHMX
LiHHOCTel: noboB., Bipa, Tpaaumuii, nicHs,
Hauig, AepXaBa, MOBa | AyXOBHICTb. A Ta-
KOX — y NponaryBaHHi YKpaiHCbKOi My3u-
Ku B YKpaiHi i cBiTi.

CborofHi y xopi 3 BikoBi rpynu: «Xaii-
BopsATka» (3-5 pokiB), «XKaneopaTa»
(6-10 pockiB), «Xarsopu» (11-17 pokiB).
Po3noYnHaloTh HaBYaHHS AiTM 3 ManeHb-
KMX NOCMIBOK, AUTAYMX NiCEHb, @ 3r0A0M
MOXYTb CMiBaTVM TBOPW KNACUKIB YKpaiH-
CbkOi XOpoBOi My3uku (M. JleoHTOBMYA,
K. CreueHka, A. BaxHSHMHA) i Cy4acHMX
KomnosuTopis. BBaxaw Hawum Benu-
KMM [OCATHEHHAM Te, WO MM He obMe-
XeHi penepTyapoM, 30CepeakyeMocs Ha
TBOPYOCTi  YKPAIHCbKMX KOMMO3MUTOPIB,
CMIBAEMO SKICHY MY3MKY Pi3HUX XaHPiB
i CTMNIB, 3aBASKM LLbOMY XOPWUCTU PO3BU-
BalOTb r010C, OMAHOBYIOTb Pi3Hi MaHepu
BUKOHAHHS.

Benunuesnuii  npaktMuyHuMi  pocsig
peanisyBaBCs B XOpOBiM XxpecTomarii
«Cnisae Xawgip» mMoro aBTopcTtea (3 Me-





