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visual imagery or storytelling. A teacher who is well-versed in imaginative
thinking can tailor their approach to match each student’s unique learning needs,
creating a more inclusive and effective learning environment.

Through exercises that encourage imaginative interpretation, such as guided
visualization or discussing the story behind a composition, teachers can also
nurture their students' creative abilities. This not only enhances students’ technical
and interpretive skills but also fosters a lifelong appreciation for the emotional and
artistic aspects of music.

Imaginative thinking is a fundamental skill that enhances both the
interpretive and pedagogical capabilities of future piano teachers. By developing
this skill, teachers can approach piano pieces with a fresh, expressive perspective,
bringing out the artistic depth that lies within each composition. This ability not
only elevates their own performances but also enriches their teaching, as they are
better equipped to convey the beauty and meaning of music to their students.

From a pedagogical standpoint, imaginative thinking enables teachers to
communicate complex artistic concepts in a relatable and engaging way, thereby
fostering students' emotional connection to music. Ultimately, the cultivation of
imaginative thinking in future piano teachers contributes to a more holistic,
expressive, and impactful approach to piano education, inspiring students to
explore music as a vibrant form of personal and artistic expression.
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APPLICATION OF PROJECT-BASED TECHNOLOGIES IN PREPARING
FUTURE CHOREOGRAPHERS FOR STAGING ACTIVITIES

Abstract: The article examines project-based technology as a set of
sequential and systematically implemented educational projects that provide a
structured approach in training choreography students for creating dance
productions. Two key directions for applying project-based technology in the
preparation of future choreographers are substantiated. The stages of creating stage
productions are analyzed, and the impact of gradually involving students in
projects at each stage on their professional training is explored. The effectiveness
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of various types of projects in developing the professional competencies of future
choreographers is demonstrated.

Keywords: future choreographers, project-based technology, staging
activities.

3ACTOCYBAHHS IMMPOEKTHUX TEXHOJIOITH Y HNIITOTOBIII
MAMBYTHIX XOPEOI'PA®IB 1O IOCTAHOBOYHOI AISIJIBHOCTI.

AHoOTanif. Y CTarTi pO3ISAA€eTbCs MPOEKTHA TEXHOJIOTIA SIK KOMILJIEKC
MOCTIZOBHO 1 CHUCTEMHO 3alpoOBa/KyBaHMX HABYAJIBHUX IMPOEKTIB, IO
3a0e3MevyloTh CTPYKTYPOBAHUU MIiAXiJ y MIATOTOBII CTYyAEHTiB-Xopeorpadis 10
CTBOPCHHA TAHIIOBAJIbHUX ITOCTAHOBOK. O6rpyHTOBaH0 ABa KIIIOYOBUX HAIIPAMKH
3aCTOCYBaHHS TIPOEKTHOI TEXHOJOrii Yy Tpoleci MArOTOBKM MaiOyTHIX
xopeorpadis. IlpoaHanizoBaHO eTanM CTBOPEHHS CIEHIYHMX ITOCTAaHOBOK Ta
I[OCJIiI[)KGHO, SK IIOCTYIIOBC 3aJIyYCHHSA CTy,HeHTiB a0 HpOGKTiB Ha KOJKHOMY 3 IUX
eTamiB copusie ixHIM mnpodeciiiHiii TAroToBIl. BusiBieHo e(pEeKTUBHICTDH
3aCTOCYBaHHS  PI3HUX  BHUJIIB  MPOEKTIB  JUIsI  PO3BUTKY  MNpodeciiHuX
KOMITETEHTHOCTEN MailOyTHIX Xopeorpadis.

KiarouoBi ciaoBa: MmaitOyTHi  xopeorpadu, TMPOEKTHA  TEXHOJIOTIS,
ITOCTAHOBOYHA MISIIBHICTD.

Modern Choreographic Education is evolving towards competency-based,
problem-oriented, communicative-active, and technology-oriented approaches,
supporting the realization of individual development and self-learning pathways
for future dancers, choreographers, and instructors of choreographic disciplines.

Developing the professional competencies of future choreographers aims at
forming both personal and professional positions, the ability to quickly adapt to
changing life situations, think critically, apply acquired knowledge and skills in
professional activities, generate new ideas, make unconventional decisions, and
think creatively. It is also essential to be able to obtain, critically analyze, and
adapt information from various sources for individual development and self-
improvement.

Among the methods and technologies aimed at preparing such specialists
are: situational methods that teach students to analyze specific problems and find
alternative solutions; modification methods that stimulate critical thinking and help
make changes in the proposed material, revealing new possibilities and creating a
refreshed context; modeling methods that involve artistic-lexical analysis of
choreographic staging, comparing it with an exemplary model, and developing
Improvement measures; experimental-practical activity methods, and others.

One of the most effective and widely used methods in the training of future
choreographers is the project-based method. In the education system, this method
has gradually evolved from a simple teaching tool to a comprehensive project-
based technology that provides structured and sequential creation of creative
products.

Purpose of the Article: The article aims to outline the stages of
implementing project-based technology in the training process for choreography
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students to prepare them for independent staging activities and to explore its role in
developing professional competencies.

In training future choreographers, project-based technology is applied in two
key directions, each with its specific objectives. The first direction uses this
technology as a teaching method that fosters analytical and creative skills, helping
students acquire new knowledge through practical projects. The second direction
involves engaging students in the design of stage-choreographic creative products,
encompassing all stages — from idea generation and artistic conception to full stage
realization. This enables students not only to master staging skills but also to learn
to see the entire process of creating choreographic works.

The application of project-based technologies in preparing future
choreographers for staging activities is also implemented in two main aspects. The
first involves forming specialized subject knowledge, performance skills, and the
ability to manage the staging process, including mastering choreographic
management, essential for a choreographer-director. The second aspect focuses on
understanding the principles of dramaturgy and their application in choreography,
perceiving choreographic works as artistic phenomena with emphasis on the
artistic uniqueness and style of the choreographer. This aspect also includes the
ability to analyze choreographic works within the broader development of
choreographic culture, knowledge of principles for creating choreographic images,
and the readiness to stage concert programs and cultural-artistic projects.

For a more conscious understanding of the appropriateness of applying
project-based technology in the training of future choreographers for staging
activities, let us examine the stages of creating stage productions and analyze how
gradual student involvement in projects at each stage facilitates their preparation
for independent work on dance productions.

Consider the stages of familiarizing students with the peculiarities of staging
work in a children’s choreography club, as described in T. L. Povalii's practicum.
The first stage is preparation for staging, which includes: «defining the theme,
selecting musical material, choosing music, determining the storyline, images, the
number of participants, as well as the style and genre of the production» This stage
involves «selecting participants, planning rehearsals, working with the
accompanist, determining the thematic concept of the choreographic piece, writing
a libretto, creating choreographic images, staging an étude for the upcoming
composition, and designing costumes» (Povalii, 2016, pp. 44-45). The second
stage involves establishing the dramatic structure of the dance, which includes
introducing the audience to the characters, the beginning of the action, the conflict
suggested in the opening, the peak of action, and the conclusion (exposition,
beginning, development, climax, and resolution). The third stage is staging-
rehearsal work, encompassing theme and musical material selection, defining the
style, genre, and choreographic language of the piece. Plans for the future
production are presented to the participants, where the concept, characters’ nature,
their actions in the dance, and costume sketches are discussed. A detailed
choreographic script is created, with a developed storyline, choreographic lexicon,
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dance pattern, costumes, sets, and lighting. Primary and alternate cast members are
selected. This is followed by the practical implementation of the concept,
choreography study, rehearsals, and preparation for the concert performance (lbid).
Therefore, the staged approach to choreographic production covers idea formation,
concept development, planning, and organizing rehearsals, working with
performers, and creating a cohesive artistic product. Considering these stages, it
becomes evident that project-based technologies are essential for effectively
training future choreographers. They not only support individual elements of the
staging process but also provide a systematic approach to education, which
includes creating educational projects integrated into each stage of work. This way,
students gradually master all aspects of staging—from concept to stage realization
— developing the necessary skills and competencies for working in a professional
environment.

Most educators who have researched the application of project-based
technologies in education note their crucial role in developing future professionals'
competencies. Let us analyze the professional competencies of a choreographer-
pedagogue, as proposed by T. O. Blagova, and examine how different types of
project activities contribute to developing these competencies.

Considering the multifunctional nature of a choreographer-pedagogue's
profession, which includes three primary aspects: creative-staging, rehearsal, and
pedagogical activities, T.O. Blagova identifies several key professional
competencies required for self-realization in this field. One of these competencies
i1s the ability to manage, which includes «managing a choreographic team,
conducting organizational-creative work with students, organizational-educational
work with parents, and creative collaboration with fellow choreographersy»
(Blagova, 2018, p. 24). The consistent implementation of project-based technology
during the preparation of students for staging activities promotes the development
of these managerial qualities. This is due to the fact that staging activities always
take place under different socio-cultural and educational conditions, requiring the
choreographer-student to consider available resources and develop a strategy for
implementing the dance composition at each stage.

The effectiveness of applying different types of projects during dance
productions positively influences the development of such professional
competencies as the ability to design artistic reality through choreographic images;
the ability to use interdisciplinary connections in the educational process across
various educational levels; the ability to interpret artistic information for creating
dance compositions; the ability to apply information and communication
technologies (ICT) to create, implement, and present artistic projects; and the
ability to consider the economic, organizational, and legal aspects of professional
activity.

Thus, project-based technologies contribute to developing systematic
thinking, organizational skills, and creativity in choreography students, which are
essential for successful staging activities. Additionally, their application positively
impacts the development of professional competencies, such as design skills,
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interdisciplinary connections, ICT application, and managerial activities, which are
necessary for the comprehensive realization of a choreographer in the profession.
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TPAJHII TA IHHOBAIIIi B IIPOLIECI PO3EOPY JIBOI'OJIOCHUX
IHBEHIII i. C. BAXA HA YPOKAX ®OPTENIAHO: BIJI AHAJI3Y 10
BUKOHAHHSI

TpaauiiiHo 11 PO3BUTKY CaMOCTIMHOCTI TAajbIliB Ta MIATOTOBKHU 10
BUKOHAHHS OUIbII CKIaJHOI MOJI()OHIYHOI CTPYKTYPH, EAArOr' BUKOPUCTOBYIOTh
inBennii M. C. Baxa. IHBeHIIis — Lie HeBeNHKa MOMi(hOHIYHA 11’ €ca, KA CTPOITHCS Ha
OCHOBI 1MIiTalii 200 KaHOHI (IOBHOT'O MOBTOPEHHSI MEJIOAIT OJTHOTO T'OJIOCY 1HILUM).
KoxeH ronoc iHBEHIIM CaMOCTIMHHMI Ta CaMOBUPAKECHUM. . C. Bax Hamucas
1HBEHLIT Ta cuM(OHIi )11 CBOIX YUHIB, SIK MIATOTOBYl BIPAaBU Mepe] BUKOHAHHAM
OUIbII CKJIAMHOT TOMI(OHIYHOI CTPYKTYpU [IJIsi JOCSTHEHHSI OUIbII TOBHOT
CaMOCTIMHOI IpH MaJIbIIiB PYK HA KJIABECHHI.

MeTo10 OCTIKEHHS € BUBYCHHS Ta PO3poOKa METOJIOJOTIYHUX ITIXOIIB,
K1 TIOETHYIOTh TPAJUIIIMHI Ta IHHOBaLIMHI MeTou. JloCaIKEeHHS CIIpsSIMOBaHE Ha
dbopMyBaHHS 1HTEpeCy A0 BUBUCHHS 0apOYHOI MYy3WKH, CHCTEMAaTHU3yBaTH 3HAHHS
Ipo 1HBEHIIIi Ha PiBHI MIMOIIOrO PO3yMIHHS CTHIICTUYHUX OCOOJIMBOCTEN MY3UKH
ernoxu 0apoko, CHOpUATH NPOQECiiHOMY B3pOCTAHHIO YYHIB Ta Yy3arajJbHUTH
METOJIUYHUN TOCB1A POOOTH HaJ MOJI(POHIYHUMU TBOpPAMHU Ha MIPUKJIA/I BUBUCHHS
JIBOT'OJIOCHUX 1HBEHI{II M. C. Baxa .

Ha mepmux ypokax BUBUCHHS 1HBEHIII HEOOXITHO O3HAHOMHUTHU Y4YHIB 3
Oiorpadi€r0 KOMMO3UTOPA Ta CTUIICTUYHHUMH OCOOJMBOCTSMHU €MOXH 0apoko, a
TAaKOX JeKiabkoMa pefakiismu, Hampukian: K. Uepni, ®. Bysoui, 1. Bpayxo,
Urtex-tom. BMiHHS pO3pI3HATH aBTOPCHKUM Ta PEJAKTOPCHKUN TEKCT JOMOMOKE
PO3BUHYTH B YYHSAX CaMOCTIHHICTH TBOPUYOTO MHUCJIEHHS. My3W4HI TBOpH 3
penaKiii€lo — 1€ MOMIYHUK B poOOTI y4HS 3 HOTHMM TEKCTOM, BIH BKa3zye Ha
O0COOJMBOCTI CTHJIICTUYHHMX MPHUIOMIB BUKOHAHHS, SIKI PO3BUBAIOTH PO3YMIHHS
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