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«COMPOSITIONAL CONCEPT OF A CHOREOGRAPHIC
PRODUCTION» AS A PHENOMENON AND A SCIENTIFIC NOTION

«KoMmmno3uuiiHui 3a1yM xopeorpadiuHoi NoCTAaHOBKH
K (P)eHOMEH i HAyKOBe MOHSATTS

Abstract. The article reveals the essence of the concept of “choreographic
composition plan” as a key factor in the process of creating a dance performance.
The main stages of forming a stage work are outlined — from the emergence of a
creative idea to its embodiment in a complete artistic form. Emphasis is placed on
the role of the choreographer as an artist-interpreter who transforms emotions,
worldviews, and cultural realities into plastic imagery. The structural elements of
composition (exposition, complication, development, climax, and denouement) are
analyzed within the framework of choreographic dramaturgy. The interrelation
between the composition plan, the musical-choreographic scenario, and the artistic
interpretation of vital human problems is examined. It is concluded that the depth of
the composition plan determines the artistic integrity and expressiveness of the
choreographic work, ensuring its emotional impact and cultural significance in the
modern art space.

Keywords: «composition plan», «dance performance», «dance,
«choreography», «choreographer-director».

AHoTamisA. Y cTaTTi pO3KPUTO CYTHICTh MOHSATTS «KOMIIO3ULIIMHUAN 3a]LyM»
K KIIOYOBOIO UYMHHHUKA Yy TMPOLIECI CTBOPEHHsS XopeorpadiyHoi MOCTAaHOBKHU.
PosrnsiHyTo OCHOBHI eTanmu (OpMyBaHHS CIIEHIYHOTO TBOPY — BiA 3apOKCHHS
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Kiro4oBi ciioBa: «KOMIO3UIIIHHUI 3aTyM», «TaHIFOBaJbHA MMOCTAHOBKA,
«TaHeIpy, «xopeorpadis», «xopeorpad-mocTaHOBHUK.

The process of creating a stage dance is a transformational movement from an
indistinct concept to a perfect choreographic form. This cycle always begins with a
creative idea, which can be inspired by pressing social problems, historical events,
natural phenomena, or the artist's personal experience. The director, acting as an
artist, translates these ideas into physical expression, using the body as the main tool
for conveying feelings and telling stories. Their imagination forms artistic images
which they then realize on stage, creating their own, unique space there. Various
fields of art can serve as inspiration for the choreographer: music, painting,
literature, as well as their own life path. Thanks to creative insight, the author is
capable of embodying even the most abstract ideas in a captivating dance that makes
an unforgettable impression on the audience.

O. Enska, A. Maksymenko, I. Tkachenko (2020) asserts that «The
compositional concept is the first and most important link in the work of the dance
director». The depth of life contemplation in the work and the degree of artistic
generalization depends directly on the importance and scale of the initial idea. The
foundation of the concept is the main idea and theme of the future choreographic
creation. According to N. Lisovska & V.Troshchenko, the formation of a production
«...begins with the concept, which is based on vitally important problems»
(Lisovska, 2018). Thus, the choreographer is obliged to clearly formulate the
problem and present it through the means of dance.

After the author clearly envisions the final result, they proceed to a detailed
search for sources. This process includes delving into history, studying ethnic folk
traditions, customs, music, folklore, and visual arts. Every detail of the culture —
from songs to ornaments on clothing — becomes a valuable knowledge base for them.
Such a comprehensive analysis allows for the creation of a work that not only
entertains but also lays out the plot and conveys the essence of the people. It often
happens that during the deep study of the material, the author's initial concept
evolves, becoming more saturated and multi-layered.

Enska (2020) notes that the creation of a new choreographic opus can be
presented as a sequence of five closely related elements. Each phase is self-sufficient
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and important, but their joint interaction creates a holistic artistic canvas.

1. In the initial phase, the primary idea and main theme are formed. This
concept is detailed in a literary program, which functions as a kind of script, fixing
events, characters, and locations. The program must be structured according to the
laws of dramaturgy, which guarantees the logical-compositional development of the
plot.

2. Based on the literary program, the choreographer develops the musical-
choreographic script. This is an in-depth plan that integrates not only plot vectors
but also musical-figurative characteristics of each scene. This script serves as a
mediator between the literary basis and the musical score.

3. The composer, receiving the script documentation, begins to create the
music. The musical material must correlate with the dramaturgy, emphasize the
emotional state of the characters, and generate the necessary atmosphere.

4. In this phase, the choreography is formed, and all dances and mise-en-
scénes are developed. A complete vision of the performance emerges: from solo
performances to large mass scenes. Simultaneously, the development of costume
sketches, decorations, and lighting design is carried out.

5. The entire work is thoroughly practiced in the rehearsal hall. The final step
is the dress rehearsal on stage, where all components of the show are united. The
artists perform in costumes, makeup, against the backdrop of decorations and with
music. This rehearsal is the final check before meeting the audience.

The choreographer's idea 1s realized according to a clear compositional plan.
Composition is «the structure of an artistic work determined by its content, which
reflects the objective interaction of the events taking place in it» (Mykhalchuk, 2016,
p. 102).

1. Exposition is the introductory section of the work that presents the characters
to the audience. With the help of stage means (decor, costumes, manner of
performance), we receive initial information about the characters'
personalities, mood, and historical time of the action.

2. Inciting Incident is the section where the narrative development gains activity.
It is here that the conflict between the characters or between them and external
circumstances is generated.

3. Rising Action is the central part of the plot, where the conflict that arose in
the inciting incident reaches its peak tension. Temporal dynamics increase,
and emotional tension grows with each new episode. This section, like stairs,
leads to the highest point — the climax.

4. Climax is the highest peak of emotional tension in choreography. This is the
moment when all plot lines merge, and the contradiction reaches its
maximum. Regardless of the genre, the climax is always accompanied by the
maximum intensity of emotional engagement of the performers.

5. Denouement is the final section of the dance work that summarizes all events.
The choice of its form depends on the general concept and the authors' desire
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to leave a certain impression. The denouement not only concludes the action

but also summarizes all the ideas and themes laid down by the author.

Conclusions. The compositional concept of the choreographer is the
unwavering foundation upon which the entire production is built. The completeness
and multifaceted nature with which the artist can reflect reality in their work depend
on its depth and scale. The creative idea in modern choreography finds harmonious
embodiment thanks to a specific compositional plan. This makes it possible to
highlight urgent problems and world-view trends of modernity, as well as to present
new ideals and aspirations of people. The desire to realize this through plasticity
prompts the choreographer to continuously search for new means of expression.
Thus, the concept and the rules of composition become key factors in creating
captivating performances, where every movement and element allows the
expression of the full depth and originality of the initial concept.
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