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In the article, the phenomenon of amateur choreographic art is considered as a significant component of choreographic
culture of Ukraine. Amateur dance while preserving centuries-old national heritage, at the same time reflects current
tendencies. That is why choreographic art attracts people of all ages, especially children and youth.

The purpose of the article is to analyse dance routine of amateur groups, as well as to identify the main problems
and tendencies in the repertoire policy shaping.

The methodology of the research is to apply general scientific methods of theoretical and empirical levels as follows:
the analysis and generation of the scientific and theoretical foundations of the study, comparative and logical methods,
own analysis of dance routines of amateur groups from different regions of Ukraine via the review of festivals and
competitions to characterize, determine the typical problems and main tendencies, as well as factors that determine the
repertoire of amateur dance groups. The scientific novelty is to identify positive and negative tendencies in the activities
of young ballet masters and find ways to prevent the development of negative tendencies.

Conclusions. It has been proved that in the last decade many dance groups appeared in Ukraine, which achieved
significant success in not only the training of high-skilled dancers, but also the creation of an original and interesting
repertoire. However, along with these positive phenomena, a negative tendency has also emerged — to speed low-dance
dances in order to attract as many children as possible to participate in commercial festivals-competitions. In order to
change this tendency, the choreographers should be aware of it, and, at the same time, requirements should be raised to
the level and quality of competition routines at dance events, as well as the criteria for its scoring.
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Introduction

Amateur choreographic art is an important component of the modern choreographic culture of Ukraine.
The phenomenon of this kind of creativity is that dance, on the one hand, preserves centuries-old folk heritage,
and on the other — reflects the main trends and the “trend” of the present days. That is why choreographic
art attracts people of different ages, especially children and youth, more than any other type of performance.
Recently, in the sphere of amateur dance art, there are contradictory tendencies. On the one hand, every
year there are more and more dance groups with original and interesting repertoire and a rather high level
of dancers’ training in Ukraine. Their ballet masters usually focus on the smallest nuances in creating and
performing each dance routine, and at the same time constantly working to improve their own professional
skills. On the other hand, more and more choreographers team up with a large number of participants for
making a repertoire quickly, ignoring (or not realizing) the fact that the dance routines created by them in a
short time are of low quality, have no logic or content. However, parents, who are attracted by the opportunity
to see their children on stage often, wearing a new costume, like such groups. The spread of such a negative
tendency is due to a number of reasons, including the impact of contemporary socio-cultural circumstances
and socio-economic factors. The need to overcome this tendency, which is traced, first, in children’s groups,
and determines the relevance of the topic under study.

The issues of professional training of choreographers are given in the works of K. Vasylenko (1983),
0. Goldrich (2002), S. Zabredovsky (1997) and A. Kryvokhyzh (2006). In their research, the authors have
analysed the basic principles of creating a repertoire of dance groups for different age groups, determine
the production work stages of dance routines, etc. T. Luhovenko in the thesis “Children’s amateur groups
of folk dance in the context of the development of the choreographic culture of Ukraine from the beginning
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of the XXI century” studies the formation and development of children’s amateur choreographic art
(Luhovenko, 2012).

Pichurinkin discusses the image, psychological portrait and repertoire of the dance group in detail in
his book “Image of the creative group” (Pichurinkin, 2011). Emphasizing the six components of the dance
routine, the author pays special attention to the festival movement, analysing its pros and cons.

V. Giglauri’s “Components of choreography and performing work in the art of movements” devotes to the
analysis of the dance routine components with regard to audience appeal (Giglauri, 2010). The author tries to
explain as much as possible the system of criteria components, which, from his point of view, must be taken
into account creating a dance routine.

In modern Ukraine there is a steady increase in the number of amateur groups that provide various types
of choreography (modern, ballroom, folk-stage, and classical), which is facilitated by a number of phenomena:
the spread of new styles and tendencies of choreographic art, the differentiation of varieties of choreography,
popularization of media projects of dance subjects, etc. (Luhovenko, 2012).

The purpose of the article

The purpose of the article is to analyse dance routines of amateur groups, as well as to identify the main
problems and tendencies in the repertoire policy shaping.

Presentation of the main material

At the present stage, amateur art (artistic amateurism) is understood as the individual or collective creative
activity of nonprofessional creative people or groups that are not their main job, the result of which is the
creation or interpretation of works of cultural and artistic value and is not intended getting revenues. It is
very important in the amateur sphere to draw participants on the culture, their inclusive development and
contribution to the society’s artistic treasury.

At all times a characteristic feature of amateur choreographic art was many children in dance group
members. According to statistics, today most of the children who want to try their hands in performing arts
are visiting dance hobby groups (Luhovenko, 2012). Moreover, even if the young dancers tend not to go to
a professional stage — acquiring choreography basis, they educate their ear to music and get a correct posture,
they form aesthetic sense and communication skills.

During the last decade, many groups appeared in Ukraine, which achieved significant success not only in
high-class dancer training, but also in the creation of a repertoire, which has the genius idea, plot, compositional
structure and interesting language of dance. Choreographers — the leaders of such groups have their own
“secrets” of working on the creation of dance routines, but each of them tries to do everything possible to
make their dance make the most positive impact on the viewer. Such well-designed routines are interesting
and spectacular; they stand out from dozens of other concert program dances and are emotionally perceived
by viewers, which is one of the criteria for scoring. In this regard, the opinion of T. Luhovenko is appropriate,
which emphasizes that “the subjective criterion for the routine scoring can be the general impression, the
strong emotional reaction of a particular viewer to the performance. It is this impression caused by the skilfully
performed dance routine, even in the absence of a high technique, can play an important role in determining
the artistic level of a work” (Zabradovsky, 1997; Luhovenko, 2012).

The groups demonstrating an interesting repertoire and high performing skills, in the overwhelming
majority have modern choreography. Among them, there are a folk amateur group “Yarmarka” (Chernihiv),
folk choreographic workshop “Malva” (Brovary), showpiece choreographic ensenble “Kraina Tantsiv”’ (Kyiv),
folk dance ensemble “Ukraina” (Kyiv), showpiece sports ball dance band “Kapriz” (Kremenchuk), folk theatre
of modern choreography “Fenix” (Zaporizhia), children’s showpiece choreographic studio “FORSE” (Kyiv),
showpiece ensemble of folk dance “Shchaslyve Dytynstvo” (Dnipro) and many others.

However, along with the positive phenomena in the field of amateur choreographic art, a negative tendency
has emerged today, which can be traced on the example of children’s groups. Artistic directors of newly created
dance groups take a large number of children and try to create not just dance routines in a very short time, but
to form a repertoire to take part in various festivals-competitions. In this case, choreographers do not take into
account the fact that before taking to the stage, there should be long-term preparation in the dance practice
hall, and the routine composition and onstage dress should be careful and well thought out. It seems that ballet
masters do not think that the creation of the group’s repertoire in general and each dance routine in particular
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requires to meet certain criteria regarding expediency, accessibility, and artistic character (Kryvohizha, 2006);
since only under such conditions choreographic art can develop dancing and music ability of children, form
aesthetic sense, raise spiritual and moral values, etc.

We can track the massive tendency to “speed” low-grade dances while viewing dance routines at commercial-
based festival-competitions. The choragus, interested in attracting as many participants as possible, easily
distribute prize-winning places and diplomas for compositions that contain a series of rather rude mistakes.
Therefore, it will be appropriate to analyse the typical errors inherent in the creativity of many modern ballet
masters.

First, we should say about plagiarism as a mass tendency within amateur groups, that is, “the appropriation
of authorship on someone else’s work ... the use of someone else’s work without reference to the author”
(Pichurichkin, 2011; Stefan, 2011).

Very often you can see, even within one competition, dance routines that have similar not only ideas and music
background, but also the language of dance, costumes, and composition. It is astonishing that choreographers
do not even try to show originality and distinguish themselves from among other groups, but copy each other.
Of course, every artistic director has a situation when another choreographer’s dance routine inspires and causes
the desire to create something similar. In this case, if you do not want your own dance become a plagiarism, you
should thoroughly analyse it by answering the following questions:

— If you use a combination of the number seen, is it too long for copying?

— How many combinations, similar to the original, are in your work?

— Can links between movements be considered to be original?

— Do patterns of a dance in your routine differ from the original?

— Try to assess your dance routine objectively: can it be called plagiarism; is it still a new vision, a fresh look
at the same topic? (Hunt, 2014).

This is a very common situation when artistic directors of folk dance ensembles use well-known dance
routines or those that can already be considered a classical heritage, created many years ago and represented in the
repertoire of many professional and amateur groups in Ukraine. Modern choreographers begin to modify partially
the chosen dance routines found on the Internet. They change pair dance to female, the number of performers
and performance manner, composition, pattern of a dance, etc. Some ballet masters plagiarize deliberately. They
declare themselves the authors of the routines without thinking about the fact that the dance is quite famous, and
some members of the jury are even personally familiar with the choreographer or they performed this dance, and
the language of dance can be recognized even with other background music. Others name the author who really
stage the routine, but not in the author’s version, changing (often not for the better) the original.

Unfortunately, nowadays such practice is rather common and is the result of limited, lack of professional
theoretical knowledge of the ballet masters in particular, the lack of knowledge of the work requirements on the
dance composition with recording, or because elementary reluctance to know, develop, perfect oneself and create
something new.

Extremely common among children’s groups are also routines based on cartoons or fairy tales. The ballet
masters take the music used in these animated films, create colourful bright costumes that cause delight by
originality, and, to the smallest details, reproduce the image of a fairy tale hero. However, developing a plot,
the language composition of dance, for some reason, absolutely do not take into account the nature of these
characters, typical features of their behaviour, relationships and conflicts that unfold among the chosen heroes in
cartoons or fairy tales. In this case, the routine has only an external effect, and if you put the stage costumes off
the performers or replace them with others, change the background music, we get characters that also perform
the standard set of movements (it is good if children can do these movements), can be called not the kikoriki,
but the smurfs.

A tiny percentage of boys is a typical problem for dance groups. To solve it, choreographers disguise
occasionally girls in boy’s suits and make them perform male movements, and sometimes-virtuoso technique.
This approach is false and unwanted. Eventually, a spectator guesses that there are disguised girls, and the
routine keeps away from expectation effect. However, the most important thing is injury risk for the disguised
girls, since the choreographers often insert lifts into routines, which must be well thought out, motivated and,
it is critical to conform with age and physical capabilities of the performers. So the problem of the absence of
boys in the groups can be solved by other means, without disguising. For example, in some groups there are girls
only who dance in certain age groups, choreographers form a repertoire, focusing on this circumstance, and thus
create dance routines different in form, content, images, and style. A vivid example of this approach can be the
folk art studio “Malva” from Brovary and the choreographic ensemble “Kraina Tantsiv” from Kyiv.
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Stage costumes of the amateur dance group members require a separate study, as there is colourfulness,
indiscretion, inconformity with age, style, and in folk dances with the region at every competition or
festival. Without going into a detailed analysis of these errors, we would like to emphasize that the approach
to designing dresses should be balanced and well thought out, as the dress is an important precondition for
the success of a choreographic routine. The same applies to the dance requisite, which today is an integral
part of many children’s routines.

Many choreographers of dance groups, trying to interest their pupils, resort to the creation of routines
of different directions and choreography styles, forgetting (without regarding to) that each of them provides
a certain level of basic training, uses different principles of the musculoskeletal system, sometimes
cardinally the opposite, has a peculiar performance style, and so on. Lack of time for the proper working out
of such routines, the lack of proper physical training of performers leads to low-level of performers training.
As a result, its repertoire consists of a large number of routines (usually of poor quality), in a variety of
styles and choreography, which are performed at a very low level.

Getting back to the issue of choreographic competitions, it is worth noting that today there is a massive
festival movement in Ukraine. Unfortunately, the main goal of many festivals is to get as much profit as
possible, and therefore the quality of the participants’ routines, the professional level of jury members and
the organization of the festivals are usually low. The common situation is when the organizers encourage
group leaders to participate in their event with a certain percentage of the monetary contribution from each
participant dance group. Unfortunately, for many choreographers, material remuneration is an important
stimulus, and knowing that shortcomings in their work will not be paid attention and the credentials of
the winners are guaranteed to them, heads of dance groups repeatedly return to such festivals with their
students.

It gives its disastrous results: “a paradoxical situation is created: the number of groups and specialists
with higher choreographic education grows year by year, and the quality of ballet master’s works, in
particular, of Ukrainian folk-stage dance, falls accordingly. Young choreographers have no incentive to
improve their choreographer’s activities”. On the other hand, “the competition festivals are due in no small
part to the development and improvement of the level of amateur choreographic art, as in the case of
raising the requirements for skilfulness and competence of choreographer works and its performance, the
presence of certain criteria for determining the level of dance groups training, choreographers will have
a great incentive to improve their choreographer’s activities. A discussion of the results of the competition
with a serious detailed analysis and observations on the results of the work of choreographers and group
leaders by highly-qualified jury members will direct them to further development and extension of their
own knowledge, skills and abilities (Hutnyk, 2018, pp. 206-207).

Conclusions

Thus, in order to change and improve the repertoire of amateur dance groups, it is necessary that during
the training of professional disciplines as ballet master art at schools, a teacher should require of students to
take a more responsible attitude towards the creation of their routines, inspire the search for their own ideas
and their original decisions and stop borrowing, the appropriation of choreographic works, as they say,
“from the Internet”. Students also have to analyse the construction and performance of the chosen routines
in every detail, which would considerably improve the quality of their dance performance at their training
and future professional activities.

Compliance with the aforementioned requirements for the training of choreographers at higher and
secondary specialized educational institutions and make popular competitions-festivals with a high level of
performance of participants and with strict criteria for the competition routines will introduce new original
routines in amateur dance groups.
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PEIIEPTYAP AMATOPCBKHUX | I'yrauk Ipurna MukonaiBaa
XOPEOI'PA®IYHHUX KOJIEKTI/IBIB_:. Kanouoam nedazoziunux nayx, ooyenm,
HNPOBJEMMW TA TEHAEHUII | Kuiscoxuii nayionansnuii ynisepcumem

kynemypu i mucmeyms, Kuis, Yxpaina

VY cTarTi po3nIAHyTO (PEHOMEH aMaTOPCHKOTO XOpeorpad)iqHOT0 MHUCTEITBA K BaroMoi CKJIaqoBo1 Xopeorpadianoi
KyIbTypH YKpaiHH. AMaTOpChKUH TaHeIs 30epiraroun 0araToBiKOBi HApOIHI HaJA0aHHSA, BOIHOYAC BimoOpakae cydacHi

145



XOPEOT'PA®IYHE MUCTEILTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

tenaeHIii. Came ToMy XopeorpadiuHe MECTEITBO TaK MIPHUBAOIIOE JTIOACH Pi3HOTO BiKY, 0COOIMBO IiTEH Ta MOJIOAb.

Merta crarti. [IpoanamizyBaTi XopeorpadiuHi HOMEpH aMaTOPCHKUX KOJEKTHBIB, a TaKO)X BHU3HAUYUTH OCHOBHI
mpoOsiemMy Ta TeHACHIT y (hOpMyBaHHI periepTyapHOi MOTITHKH.

MeTozomorist IOCH/KEHHsT TOJISTae B 3aCTOCYBaHHI 3arajJbHOHAYKOBHX METOIB TEOPETHYHOTO W eMITipUYHOTO
PIBHIB: aHaJIi3y Ta y3araJbHEHHS HAyKOBO-TEOPETHYHHMX OCHOB JIOCIIJUKEHHS, KOMIIAPAaTUBHOTO M JIOTIYHOTO METO/IIB,
BJIACHOTO aHai3y xopeorpadivHuX HOMEpIB aMaTOPChKUX KOJEKTUBIB 13 PI3HUX perioHIB YKpaiHW ITij 4ac mnepersiay
(ecTHBaNiB Ta KOHKYPCIB JUIA XapaKTePHUCTHKW, BU3HAUCHHS THIIOBHX MPOOIEM Ta OCHOBHUX TEHACHIIHN, a TaKoX
YHUHHUKIB, III0 3yMOBIIOIOTH pElepTyap aMaTOpPChbKUX XopeorpadidHmx KoJeKTHBiB. HaykoBa HOBH3HA TIOIsTa€e
Y BUSIBJICHHI TIO3UTUBHUX 1 HETATHBHUX TCHIICHIIIN B MISUTBHOCTI MOJOANX OalleTMEHCTEPiB-TIOCTAHOBHUKIB Ta BU3HAYCHI
LIUISIXIB 3ar100iraHHs PO3BUTKY HETaTUBHUX TCHACHIIIH.

BucHoBku. [loBefeHO, 10 3a OCTAHHE NECATHWIITTS B YKpaiHi 3’SBHJIOCS YUMAJIO KOJICKTHBIB, SIKI JOCSIVIH
3HAQUHMX YCIIXiB HE JIMIIE y MiATOTOBII TAHILIOPUCTIB BUCOKOTO BUKOHABCHKOTO DPiBHS, a il CTBOPEHHI OPUTiHAILHOTO
Ta 1iKkaBoro perepryapy. Ta mopsiz i3 IMMH MO3UTHBHUMHU SBUIIAMH c(hOPMYBajach 1 HeraTMBHA TEH/ICHIIIS: CTBOPEHHS
«HAIIBUIKOPYY» HU3BKOMPOOHMX TAHIIB i3 METOIO 3aTyUCHHS SKOMOTa OLTBINIOI KiTBKOCTI AITeH 0 y94acTi B KOMEPITIHHIX
(dectuBansax-koHKypcax. 1l[o6 3MiHWUTH ITO TeHAEHIIO, HeoOXimHe ii yCBiIOMIICHHS (QaxiBIIMHU-XopeorpadaMu
1 BOJHOYAC IMTiABUICHHS BUMOT JI0 PiBHS Ta SIKOCTI KOHKYPCHUX HOMEPIB Ha TaHIFOBAIBHHUX 3aX0aX, a TAKOXK KPUTEPiiB
1X OLIIHIOBaHHS.

Kniouosi cnosa: amaropcbkuii xopeorpadiuyHuii KOJIEKTHB; XopeorpadiuHa NoCTaHOBKa; OaneTMeicTep; GpecTrBab;
KOHKYpC; pernepryap; rJiariar.

PEIIEPTYAP AMATOPCKUMX | I'yrauk Upuna Hukonaesna
XOPEOI'PA®OUNYECKUX | Kanouoam nedazozuveckux nayx, doyenm,
KOJUIEKTUBOB: IIPOBJIEMBI | Kuescxuii nayuonansuuiii ynusepcumem
U TEHAEHIMUWMN | xyromypor u uckycems, Kues, Ypauna

B crarbe paccMoTpeH (eHOMEH IHOOMTENBCKOIOo XOpeorpaduueckoro MCKyccTBa Kak BECOMOI COCTaBIISIOIICH
xopeorpaduIecKol KyabTypsl YKpawHBL JIFOOMTENBCKUI TaHEI] COXpaHss MHOTOBEKOBBIC HApPOTHBIC JIOCTOSHHUSA,
OZIHOBPEMEHHO OTPakKaeT COBPEMEHHBIC TeHAEHIMU. [IMEeHHO mo3TOMy XOpeorpaduiecKoe UCKyCCTBO TaK MPUBICKAET
JIoZIel BCeX BO3PAcTOB, 0COOEHHO JIeTeH W MOJIOAEKD.

Lens crarbu. [Ipoanann3upoBars xopeorpaduueckiue Homepa JI0OUTENbCKUX KOJJIEKTHBOB, @ TAKXKE OIpe/Ie/IeHue
OCHOBHBIX IIPOOJIEM U TEHJICHLIUH B (JOPMUPOBAHUH PETIEPTYAPHOI MOJIUTHKH.

MeToz0510T sl UCCIIe/IOBaHMS 3aKITI0UACTCsl B MPUMEHEHUH OOIIECHAYYHBIX METOI0B TEOPETHYECKOTO U SMITUPHIECKOTO
YPOBHEH: aHanM3a 1 00001IeHNS HAYTHO-TEOPETUIECKUX OCHOB NCCIIEJOBaHNUS, CPABHUTEJILHOTO U JIOTHYECKOTO METOJIOB,
COOCTBEHHOTO aHAJIN3a XOpeorpapuecKuX HOMEPOB JIIOONTEIBCKUX KOJUICKTHBOB M3 PA3HBIX PETHOHOB YKPAaWHBI BO
BpeMsi TIpocMOTpa (ecThBajeld M KOHKYPCOB Ul XapaKTEPHCTHKH, ONPENSNICHHE TUIMYHBIX MPOOJIEM M OCHOBHBIX
TEHJCHIMH, a Taike (aKTopoB, OOYCIOBIMBAIOLIMX pEIepTyap JIOOUTENbCKUX XOpeorpa(uuecknx KOJIEKTHBOB.
Hay4uHast HOBM3HA 3aKIIFOYAETCSl B BBISIBJICHUH ITOJIOXKUTEIBHBIX U OTPHULATENIBHBIX TCHICHIMH B JIESITEILHOCTH MOJIOIBIX
0aJIeTMENCTEPOB-ITIOCTAHOBIIMKOB U ONPE/ICIICHUH ITyTEH MPEAOTBPALCHUS PA3BUTHSI HETaTUBHBIX TEHJICHIIUH.

BriBoge!. Jlokazano, 9To 3a MOCIeqHEe ASCITUIETHE B YKpauHe MOSIBUIIOCH HEMAaJO KOJUIEKTHBOB, KOTOPHIE TOCTUTIIH
3HAUUTENBHBIX YCIIEXOB HE TOJBKO B IOJIOTOBKE TAHIIOPOB BBICOKOTO HMCHOJHUTENBCKOTO YPOBHS, HO M CO31aHUU
OPHUIMHAJIBHOTO M HMHTEPECHOro pemnepryapa. Ho Hapsiy ¢ 3THMH MOJOXKHUTEIBHBIMH SBICHUSIMU C(HOPMHPOBAIACH
W HEraTWBHAsI TCHACHIMA: CO3/IaHHE «HA CKOPYIO PYKY» HHU3KONPOOHBIX TAHIEB C IEJbIO MPUBJICUCHUS KaK MOKHO
0OJTBILIECTO KOJIMYECTBA JIETEH K Y4aCTHIO B KOMMEPUYECKUX (PeCTUBAISIX-KOHKYpcax. UToOBI epeoMuTh 3Ty TEH/ICHIIHIO,
HEOOXOZMMO €€ OCO3HAaHWE CIenuaTicTaMHu-XopeorpagaMu M OIHOBPEMEHHO IOBBIIIEHHE TPEOOBaHMWH K YPOBHIO
1 Ka4€CTBY KOHKYPCHBIX HOMCPOB Ha TAaHIEBAJIbHBIX MEPOIPUATHAX, 4 TAKKEC KPUTECPUCB UX OLICHKH.

Krroueswvie cnosa.: moOUTENbCKUA XOpeorpaduueckuii KOJUIEKTHB; Xopeorpaduaeckas OCTaHOBKA; OaleTMencTep;
(ecTnBanb; KOHKYpC; perepTyap; raruar.
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