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SHETELYA Natalia Igorevna, CHERKASOV Volodymyr Fedorovych. INTERACTION BETWEEN
BODY SENSATIONS AND MOVEMENT PRACTICES IN THE FORMATION OF CHOREOGRAPHIC
PERFORMANCE STYLE

The article proves that the interaction between bodily sensations and movement exercises
forms the basis of choreographic performance style. Physical exercises and conscious movements
contribute to the development of dancers, improving their technical skills and emotional
expressiveness. This allows not only to perform movements, but also to feel and understand one’s
body on a deeper level during dance. Listening to one’s body, asking questions, analyzing and
exploring the entire spectrum of movement variations are professional skills that a modern dancer
must possess if he wants to achieve professional perfection in the modern choreographic space.

Awareness of physical sensations and the process of movement in each moment creates a
space where transformation can occur. Through sensitivity to one’s own body, the dancer tunes in
to more subtle, deeper levels. Let’s consider a few common self-regulation techniques, such as
muscle relaxation and breathing regulation. The ability to control muscle tension and relaxation in
the necessary muscle groups during a particular movement is one of the basic elements of modern
dance. As a result, the technique under study is transformed from simply learning to relax muscles
to learning to consciously use muscle relaxation and tension.

A method of creating a new dance language that is not associated with outdated
«meaningful» and «ideological» associations, a phenomenology of the body, which can be
interpreted as a study of simple body movements and the kinesthetic sensations associated with
them. The main theme of the dance will be the presence of the body «here and now», which is
rooted in the experience of everyday life. At the same time, the absence of psychological and artistic
«events» is compensated by the perception of movement as a physical and motor event. The dancer
feels emotions and images of movement, its meaning, quality, forms, texture, that is, a visual and
kinetic form. Modern American researchers believe that all forms of movement organization in the
creative structure are reflected in movement. Dance is no less rational than conceptual thinking, but
each dancer differs in the level of bodily consciousness, which can primarily be perceived using

verbal means.

Keywords: bodily sensations, movement practices, choreographic performance style.

Statement and justification of the rele-
vance of the problem. Dance, as the oldest form
of culture, continues to exist in the postmodern
era, and is determined by the deep trans-
formations of the fundamental images and
cultural concepts that it forms. Dance becomes a
kind of archive of the intention of creating
culture, it stores images, signs of symbolic
configurations that come, are layered and formed
in the space of the theatrical production of a
particular work. With this approach, the study of
the interaction of bodily sensations and move-
ment practices in the formation of a choreog-
raphic performance style is relevant and timely.

Analysis of recent research and
publications. Research into the problems of
modern choreography in the works of Ukrainian
choreographers, including: O. Gres, E. Kovalen-
ko, A.Korol, M. Korosteva, A. Pidlypska,
O. Plahotniuk, M. Pogrebnyak, D. Sharykov,
E. Yanina-Ledovska, etc. In addition, perfor-
mances with modern choreography were studied
by art historians O. Afonina, I. Gorbunova,
I. Drach, O. Zavyalova, G. Polyanska, O. Che-
palov. An important stage in the development of
choreographic art in Ukraine was the 50s—90s of
the XXth century. This period was marked by
changes in the ballet theater and folk
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choreography, bright personalities and innovative
productions by P. Vyrsky, V. Vronsky, A. Shev-
chenko and other choreographers.

The purpose of the article is to investigate
the interaction of bodily sensations and motor
practices in the formation of choreographic per-
formance style.

Presentation of the main material of the
study. The artistic space of a choreographic work
includes: physical dimension (stage space and its
boundaries, stage plane and levels (parterre,
middle level, top), interaction with scenery, light,
costumes); kinetic space (trajectories of dancers’
movements, rhythmic organization of space,
dynamics of movements, speed, direction, amp-
litude); symbolic space (metaphorical meanings
of positions and movements, cultural codes and
archetypes, emotional and psychological ful-
Iness).

Hermeneutics of a choreographic work
involves: morphological — analysis of form and
structure; semantic — disclosure of meanings and
meanings; pragmatic — impact on the viewer;
contextual analysis (historical, cultural); struc-
tural analysis of the composition; psychoanalytic
approach; phenomenological reading of a
choreographic work.
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The hermeneutic circle is an understanding
of the whole through parts and vice versa — each
movement acquires meaning in the context of the
entire work, and the work is revealed through
individual elements. A choreographic work, like
a literary or musical work, contains symbols and
signs that require interpretation. Movements can
convey emotions, ideas, or even social or cultural
messages. Hermeneutics helps to understand how
these movements can be «read» or «decoded»,
depending on the context. Each choreographic
work exists in a certain cultural and historical
context, which determines its meaning. For
example, modern dance can have different
meanings depending on the period in which it
was created, as well as in the context of a
particular social problem. Dance is an art that is
expressed through the body. The hermeneutics of
choreography requires attention to bodily
expressions, because bodily gestures have their
own specific symbolism. Body language, which
conveys feelings, conflicts, social roles, can be
very ambiguous.

The hermeneutics of a choreographic work
often includes elements of philosophy, art theory,
sociology, psychology, and history, as dance is a
complex cultural phenomenon. Each of these
disciplines can help in understanding not only the
technical aspects of dance, but also its deeper
meanings. In a choreographic work, each
movement or combination of movements can be
a metaphor for something larger — for example,
struggle, rebirth, connection, or rupture.

Hermeneutics allows us to find out what
cultural or social contexts determine these
metaphors. Sometimes the meaning of a
choreographic work can only be revealed through
interaction with the viewer. How the audience
perceives the dance is also part of the
hermeneutic process. Therefore, it is important to
consider how the work affects different people,
depending on their experience, emotional state,
and cultural characteristics. In a work where
dancers perform movements, hermeneutic
analysis may indicate social or personal conflict,
while in a work with smooth and calm
movements, a theme of harmony, peace, or
spiritual healing may be discerned. Dance
semiotics and symbolism are studied as primary
tools for deciphering the meaning and
understanding of the complex language of
movement. In addition, body cognition theory
reveals the complex relationships between mind,
body, and environment in the context of dance.
Philosophical inquiry provides a basic
framework for understanding the nature and
meaning of dance as an art form. In the field of
dance theory, philosophical foundations address
ontological issues about the nature of action,
realization, and expression. Dance as a human
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expression raises profound philosophical
questions about the relationship between body
and mind, the nature of aesthetics, and the role of
art in society. Philosophical perspectives such as
phenomenology, existentialism, and pragmatism
provide a unique perspective on the subjective
experiences of dancers and spectators, and
explore concepts such as presence, orientation,
and authenticity [8].

The philosophical quest for dance ontology
examines the ontological position of dance
behavior, the meaning of ritual in culture, and the
dimensions of dance as human expression. By
addressing philosophical foundations, researchers
and practitioners can understand the ontological,
epistemological, and ethical dimensions of dance
as a change in art.

Semiotics and symbolism play an important
role in deciphering dance languages. Depending
on semiotic meaning and communication theory,
a dance researcher analyzes how symbolic,
behavioral, and gestural cues are used in
choreography and explores how dancers
communicate, describe emotions, and metaphor
with physical expressions. By deciphering the
semiotic codes embedded in dance works,
researchers have uncovered the symbolism of
dance elements, as well as discovered social and
political messages in hidden descriptions,
cultural references, and dance vocabulary.

State cognition theory provides a com-
prehensive view of the relationship between
mind, body, and environment in the dance
environment. State cognition is based on a
cognitive principle based on the interaction
between physical experience and sensory
movement, and provides a theoretical framework
for understanding how dancers perceive,
interpret, and respond to stimuli. The dance state
approach emphasizes the role of ontological
feeling, ontological sensory feedback, and
physical practice in shaping dancers’ perceptions
of space, time, and force. In addition, state
cognition theory emphasizes the essence of state
in dance and choreography learning, and
emphasizes the importance of developing
experiential knowledge and improvisation skills.

In dance, force plays an important role in
conveying emotions, rhythmic phrases, and the
content of the theme. Dancers create contrast and
nuance by varying the speed, strength, and
sharpness of their movements, and their ability to
radiate different moods and atmospheres. For
example, intense and powerful movements
convey tension and aggression, while smooth and
elastic movements evoke calm and elegance [7].

Kinetic energy controls the physical me-
chanisms of movement, such as gravity,
momentum, and inertia. The choreographer uses
kinetic energy to create sequences of movements
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and expressive movements that utilize the body’s
natural momentum and motion. By under-
standing the principles of kinetic energy, dancers
can improve their technical skills and artistic
expression, creating fluid, powerful, and exciting
movements [4].

Dance is closely linked to various cultural
and social ceremonies and traditions. These
ceremonies are usually used as a means of
communicating with the gods, marking important
events in life, and connecting with the com-
munity. The preservation of dance traditions is
very important for preserving and sustaining
cultural identity. Through dance, which is passed
down from generation to generation, a com-
munity inherits customs, values, and beliefs.
However, globalization and modernization have
raised the issue of preserving traditional dance
forms. Traditional dance risks being buried in a
more popular and commercial genre. Therefore,
efforts to record, reconstruct, and preserve
traditional dances are very important to protect
cultural heritage and promote generational
continuity.

Dance is a powerful means of expressing
individual and group identity, as well as
questioning commonly accepted statements and
stereotypes. Dancers interpret culture, race,
gender, and socio-political identity through
gestures and costumes, and represent their
existence and behavior on stage. Contemporary
dances, such as hip-hop and vocal, are forms of
cultural expression and resistance that express
the experiences of marginalized people,
including people of color, and provide a space
for affirming identity.

In general, dynamism and dynamics are
important aesthetic principles of dance that
enhance the power of expression, fluidity, and
movement. By knowing these principles, cho-
reographers and dancers can create sophisticated
artistic choreography that engages audiences
with the power of movement and conveys deep
meaning.

The achievements of dance theory are often
associated with its connection with other fields of
study. Dance as a language, areas that are related
to the study of languages present wide oppor-
tunities for research. In this work, linguistics is
considered as a proposal for understanding the
idea of language, which allows it to be con-
sidered in the dance phenomenon, which is then
taken further with the systemic approach of
semiotics to its structures of representation.
Thanks to Peirce’s research on how signs work,
present themselves and articulate, it is possible to
organize various forms of audience access to the
content transmitted through dance vocabulary.

Scientists  prefer non-symbolic  cons-
tructions, thereby making the approach to
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interpretation through comparison with verbal
language more difficult and at times less fruitful
than expected. The theory through semiotics is
currently very little dispersed, but such as the
characterization of the dance sign as an index
through its bodily construction, the analysis of
the plurality of forms of representation of the
foundation in the dance sign and the avoidance of
the diversity of forms of communication of dance
as a language. Specialized events (scientific
meetings, conferences, associations) are absent.
From dance theory, few undergraduate and
graduate programs consider it as a field of study,
and many times, when dance is considered
through the prism of theory, theory is understood
as any approach presented in words. But this is
not a discussion on the development of dance
theory over time and this brief presentation of the
field aims to explain why researchers such as this
one are still so dependent on other fields of
study.

Dance art can be seen as a form of
communication, in comparison with several
aspects of linguistics and semiotics theories, and
has reflected on considerations of neu-
roaesthetics. Here, the answer is offered between
any of these fields, and, of course, none of these
fields is presented to such an extent that it would
try to exhaust the possibilities of reflection and
interaction between them and the possibility of
scientifically based reflection on dance. Wha-
tever the limitations of creating a theory of
dance, it has been done, and with one aspect in
mind: the idea of dance as language. Although
this reference to art as language initially appears
as a metaphorical application of the concept (for
a history of how the concept of language was
studied, see Calabrese, 1984), this understanding
places dance and art in general under this concept
of communication through systems, which can be
called language in its broader sense (for the
relationship between the idea of language and
system, see Barthes, 1984).

In a narrow sense, however, much of the
discussion should be considered as demon-
strating that dance can properly be called a
language, and therefore indicating what the
characteristics of language are, how it functions,
and what it is capable of — and this is the research
that the field of dance theory is most lacking.

Although dance is often positioned as a
language, few authors have dared to do so in an
attempt to demonstrate what the consideration of
the idea of language is and how it can be adapted
to an art form such as dance. Even when (and if)
this question were answered and dance could be
demonstrated as corresponding to this category
of languages, there would still be a need to
address the systematic aspect of the organization
of language and its representation in the media of
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dance. These studies can be developed using
different approaches, linking dance to the fields
of linguistics and semiotics. The constant
references to dance as a language, although
metaphorical or rhetorical, have largely assumed
such an approximation between dance and the
verbals of language (in most linguistic theory
they are simply called language), and this is
where linguistics would act as the first means of
reflection, as the original field dedicated to the
study of language. But the linguistic under-
standing of the representation of language is
narrowed by the specificity of the object under
study [7].

The modern development of dance as an art
form places high demands on the quality of
dancer education. This forces us to change our
approach to developing and working with the
body. At this stage, the most important thing is
not to master basic technical skills, but to
understand how to perform a movement and
what causes it. The adaptation process includes
techniques, methods, and training in working
with the kinesthetic sense, which is an important
part of the development and improvement of a
performing style. The performer’s body is
formed under the influence of music and/or
dance, transforming into a body with a certain
structure, competencies, and consciousness.
Thus, the performer’s body is not just a human
body, but a cultural body with special physical
skills and an increased awareness of corporeality.
In addition, dance and music often occur
simultaneously and can be intertwined to such an
extent that they become inseparable.

Dance is easy to recognize, but it is much
more difficult to compose an accurate description
of it. According to one authority in the field,
dance is «from the dancer’s perspective, a
purposeful, intentionally rhythmic, and culturally
conditioned sequence of nonverbal body
movements that are not ordinary motor acts but
have intrinsic aesthetic value» [1]. Dance is also
very multifaceted, has spatial and temporal
aspects, and combines visual and auditory arts. It
can be Dboth interactive and simply
contemplative, and is an unusual art form in that
it can also be considered a sport. Since
movements make up the vocabulary of dance, it
is natural that a dancer:

» firstly, must have a rich «vocabulary»

* secondly, must be able to freely, clearly
and accurately use words, «phrases», «sen-
tencesy, «dialoguesy, etc.

Being conscious in your actions, being able
to control and regulate your emotional state,
being attentive to yourself and to everything that
happens «here and now» — these are the skills
necessary for a harmonious and creative life.
Being conscious, effective and harmonious in
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dance means understanding how your body
works, how to effectively use it in movement,
understanding its basic principles, realizing the
importance of breathing in movement and, of
course, applying all this in practice. On the other
hand, there is the ability to be aware of the space
of movement — how it is built «here and now».

Awareness of physical sensations and the
process of movement in each moment creates a
space where transformation can occur. Thanks to
sensitivity to one’s own body, the dancer tunes in
to more subtle, deeper levels. Let’s consider a
few general methods of self-regulation, such as
muscle relaxation and breathing regulation. The
ability to control muscle tension and relaxation in
the necessary muscle groups during the execution
of a certain movement is one of the main
elements of modern dance. As a result, the
studied technique transforms from simply
learning to relax muscles to learning to
consciously use muscle relaxation and tension.
Two factors mainly influence the development of
this skill:

- awareness of the differences in the
functions of the spine and muscles (resistance to
gravity is a function of the skeleton, execution of
movements is a function of the muscles);

- conscious regulation of tension and rela-
xation of muscle groups involved in the
movement.

Breathing plays one of the most important
roles in movement and its control. Therefore,
attention to breathing regulation is also an
important part of consciousness training. During
the performance of exercises related to intensive
physical labor (training of wvarious muscle
groups) and stretching, the development of
breathing regulation skills is manifested. Usually,
the performance of such exercises is accom-
panied by a violation of the breathing rhythm,
i.e.:. breathing slows down, becomes more
superficial and is no longer conscious. During the
performance of such exercises, it is necessary to
give a person the opportunity to really feel how
the formation of a calm breathing rhythm, in
which rhythmic phases are preserved, contributes
to effective work, and how, with the help of deep
breathing, one can consciously relax tense areas
of the body. This exercise helps to maintain
awareness and concentration on the body and
contributes to the effective performance of
specific exercises [3].

Fast, rhythmic or slow movements, move-
ments that include turns, jumps and resistance,
also require correct breathing and contribute to
the development of the ability to regulate the
breathing rthythm. The attention that dancers pay
to their breathing helps us understand the
importance of controlling it during training.
Breathing and tension are inextricably linked,
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therefore, by making breathing more relaxed and
deep, we help our body become softer, freer and
more relaxed.

Choreography appears as a multifunctional
space where intense dialogue takes place, and
where the human body acts not only as an
instrument, but also as an active subject of
cultural, cognitive and emotional expression.
With the help of a plastic language of movement
that does not require verbal communication,
choreographic practice forms unique forms of
communication where concepts are expressed
through physical stimuli, rhythm, dynamic
movement, spatial orientation and physical
contact. In this context, the body is seen as a
carrier of socio-cultural codes, individual
experiences, traumas, memories and trans-
cendental meaning, which are transmitted to the
viewer through non-verbal means. «The
referential process (the translation of specific
symbolic forms into the language of dance) is
carried out through the movements of the human
body and interaction with other motifs (structural
elements of this cultural model)» [4].

Conclusions and prospects for further
research in the direction. The interaction
between bodily sensations and movement
exercises forms the basis of the choreographic

performance style. Physical exercises and
conscious movements contribute to the
development of dancers, improving their

technical skills and emotional expressiveness.
This allows not only to perform movements, but
also to feel and understand one’s body on a
deeper level during the dance. Listening to one’s
body, asking questions, analyzing and exploring
the full range of movement variations are
professional skills that a modern dancer must
possess if he wants to achieve professional
excellence in the modern choreographic space.

Prospects for further scientific research are
determined by further research into the formation
of the choreographic performance style.
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BIZOMOCTI ITPO ABTOPIB

INETEJISA Haraais IropiBHa — 10KTOp
MeJaroriYHuX Hayk, npodecop xadeapu MHUCTELBKHX
MUCLMIUTIH, 3aCIy)KSHUI MpaliBHUK KyJIbTypHu YKpai-
HH, pexTop KoMyHasnbHOro 3akiamy BHILOI OCBITH
«AxazgeMiss KyJnbTypd 1 MECTEUTB» 3aKapnaTchKOi
oGJracHOT pajy.

Haykoei inmepecu: GOpMyBaHHS BHUKOHAB-
CBKOTO XOpeorpaiuHoro CTWIIO MaiOyTHIX KepiB-
HHKIB XOpeorpagigHuX KOJIEKTHBIB.

YEPKACOB Bonogumup ®enopoBuy — 10K-
TOp MEAAroTiYHuX HayK, mpodecop, 3aBiayBad BiagiTy
HAYKOBO-METOJMYHOI poOOTH Ta mpodeciiiHoi miaro-
TOBKM MpALiBHUKIB 3akiafgiB cdepu KyJIbTypH,
KomyHanpHuUi 3aKi1a]] BUIIOT OCBITH «AKaIeMis Kyilb-
TYpH i MUCTELTBY 3aKapraTchkoi 00JacHOI paju.

Haykogi inmepecu: GOpMyBaHHSI BHUKOHAB-
CBKOTO XOpeorpadiyHoro cTHi0 MalOyTHIX KepiBHHU-
KiB XOpeorpadiyHuX KOJIEKTHUBIB.
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STEM-OPIEHTOBAHI IFTPOBI TEXHONOTIT Y NIArOTOBL, CTYAEHTIB A0
BUKNAJQAHHA MATEMATUKU B NOYATKOBIW LLUKO/I

BEB3IOK MapuHa CepeiisHa, BI/IAH BaneumuHa AHOpiieHa. STEM-OPIEHTOBAHI ITPOBI

TEXHOJIOrIi Y MigroToBUl CTYAEHTIB O BUK/IAAAHHA MATEMATUKU B MOYATKOBIM
Ko

Y cmammi po3enddaemocs npobaema enposadiceHHs STEM-opieHmosaHux ieposux
mexHosoeili y npouec npogeciliHoi nidcomosku malibymHix yyumenie Mo4YamMKOB0I WKOAU,
30KpemMa y BUKAAOAGHHI MamemMamuy4Hoi 0C8iMHbOI 2any3i. AKMyasbHiCMb 00CAIOHEHHSA
3yMo8seHa HeobXiOHicmio 0HOB/AeHHA 3micmy neda2o2iyHoi oceimu 8i0nosidHO 00 Cy4acHUX
meHOeHUili po38UMKY HAYKU, mexHiKu, mexHos0e2ili ma cycninecmea.

Kawuvoei cnoea: STEM-ocgima, i2posi mexHonozii, nidcomoska malbymHix y4umenrnis,
MamemMamuy4Ha 0C8iMHSA 2asy3b, MOYAMKOB8A WKOAA, NpogeciliHa KomrnemeHmHicme.

BEVZIUK Maryna Serhiivna, BILAN Valentyna Andreevna. STEM-ORIENTED GAMIFICATION
TECHNOLOGIES IN PREPARING STUDENTS TO TEACH MATHEMATICS IN PRIMARY SCHOOL

65 © Bes3tok M., binau B., 2025



