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NIArOTOBKA BHYUTEJI 0O BUKOPUCTAHHSA _
TEATPAJIISBOBAHUX 3ACOBIB HABYAHHA B MOJ10A4LLIM WWKOJI

AHoTauiga. B cTaTtTi 4OCAIAXEHO, WO Cy4yaCHi HABYaSIbHI 3aHATTS LUKOASAPIB 0a3yl0TbCA HA BMKOPUCTAHHI PauioOHanNbHOro
NOriYHOro cnocoby OTpMMaHHS 3HaHb. FKLWO He 3afjsHa emouiiHa cdepa 0cobuCTOCTi, TO NOYYTTEBI 3A4iIOHOCTI NOCTYNOBO
atpodyioTbecs. [loBEOEHO, WO Yy Cy4aCHUX YMOBaX, «BiflbHWIA 4ac» MNOBMHEH OyTW pauioHaNbHO OpraHi3oBaHWA  ans
CTUMYJIOBaHHSA npouecy $opMyBaHHA MOTMBOBAHOI TBOPYOI iHiuiaTMBM niognHn. BusHayeHO TeaTpani3oBaHy [LisfbHICTb
SK OXepeno pPO3BUTKY MOYYTTIB, MepexuBaHb i HOBWX BIAKPUTTIB MOJSIOALIOrO LIKOMSPaA, sika 3aayvyae Moro A0 PO3BUTKY
OYXOBHUX LHHOCTEN | € KOHKPETHUM, BUOMMUM pPe3yfbTaToM. [poaHanisaoBaHo, WO peanbHa TeaTpanidoBaHa AisbHICTb - Le
cuHTe3 Gi3NYHOI, eMOLIiHOI i iHTenekTyaNbHOi CK1afoBOi yYacHWUKIB AilicTea, NobynoBaHMIA HA MOro irpoBOMY XapakTepi.
[MocTynoBo 3pocTaioya akTUBHICTb BMKOPUCTOBYBAHMX irOp MPU3BOAMTbL A0 3POCTAHHS akKTMBHOCTI MOMOALWMX LUKOASPIB Ta
[ocsarae CBOro niky nif Yac kKynbMiHauii. PO3rasgHyTo npaui BiZOMMX negaroris Cy4acHOCTI, SKi 4O3BONSIOTh OiATU BUCHOBKY,
WO AN MOOEPHOI nenarorikm gKiCHO HOBMM CTa€ TEXHOMOMYHWIA Miaxig, y NPOeKTyBaHHI negaroriyHmx npouecis. OcHOBY
TEXHOJOri TeaTpanidoBaHOi LisIbHOCTI CTAHOBUTL iXHIN IHTEPAKTUBHUIA XapakTep i XyO0XHbO-negaroriyHa CnpsiMOBaHICTb.
3M0eNbOBaHO NPOLEC CTBOPEHHS neaaroriyHoro fjictea. JoBeaeHo, Wo, SKWo He nependadvaeTbcs NPUCYTHICTb rNsaada,
TO6TO Ajs nobynoBaHa y ¢GOpMi CLLEHAPHOI rpu, TO TBOpPYA aKTMBHICTb CaMWUX Y4aCHMKIB JOCUTb obmMexeHa Ta rybutbest
HenepenbayyBaHiCTb, HEOYEBUAOHICTL ii pe3ynbTaty, fki € OOHWM 3i CTUMYNIB iHILjaTMBHOCTI AiTeil. 9kuwo B TeaTpani3oBaHii
nji 6epe yyacTb rnsgady, To NOMy HaOAETbCA Ta YacTka akTMBHOCTI, fIka BIAaCTUBA MALAYEBi TeaTpanbHOro CnekTak, To6To
BiH TiNbkK cnornsgae, crienepexuvsae, Ta BigvyyBae cebe cniBNPUYETHUM OO0 MOAi Ha cueHi. Y ubOMy BapiaHTi rnagay He €
NMOBHOMPABHUM YY4aCHUKOM piji, a BUCTynae binblue B AKOCTi 06'ekTa BNANBY BUKOHABL,B Ta aKTOpIB.

Kniwo4oBi cnoea: BuMTENb, ApamMaTu3alis, irpoBa AisbHICTb, MOMOALWMIA LIKONAAP, OCOOUCTICTb, MoyaTkoBa LWIKONA,
Teatpanisauis.

PREPARING THE TEACHER FOR THE USE
OF THEATRALIZED TEACHING MATERIALS IN PRIMARY SCHOOL

Abstract. In the article investigated that modern educational classes of schoolchildren are based mostly on a rationally
logical way of acquiring knowledge. If the emotional sphere of the personality is not involved, then the sensory abilities
gradually atrophy. It is highlighted that in the modern sense, "free time" should be rationally organized to stimulate the
formation of motivated creative initiative. It is determined that theatrical activity is a source of feelings development,
experiences, and discoveries of the preschooler, which attracts him to spiritual values and is a concrete, visible result. It is
analyzed that the real theatrical activity is a synthesis of physical, emotional, and intellectual activities of the participants of
the action, built on its playful nature. It is proved that the game activity in the theatrical action is expressed in the physical,
emotional, and intellectual game activity of the participants. Gradually increasing the activity of the games used leads to
increased activity of participants, reaching its peak in the climax. The works of well-known modern teachers are considered,
which allows us to conclude that the technological approach in the design of pedagogical processes is becoming qualitatively
new for modern pedagogy. The basis of theatrical technologies is their interactive nature and artistic and pedagogical
orientation. The process of creating a pedagogical action is modeled. It is proved that if the presence of the spectator is
not expected, i.e. the action is built in the form of a scripted game, all children are involved in the game, i.e. the creative
activity of the participants is limited by the script, the unpredictability is lost. If the spectator takes part in a theatrical action,
then he gets the share of activity that is inherent in the spectator of a theatrical performance, that is, he only contemplates,
empathizes, and feels involved in activities on stage. In this version, the spectator is not a full participant in the action but
acts more as an object of influence of performers and actors. Audience activity is not programmed in such a play.

Keywords: teacher, dramatization, play, primary school student, personality, primary school, theatricalization.

INTRODUCTION
The problem formulation. Modern pedagogy aims to find new methods of forming the personality of primary
school children through extracurricular activities.
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Forms of pedagogical work with primary school children are becoming more and more popular, in which the role of
an independent subject of mastering cultural experience is offered not as a passive object of pedagogical influence.
Thus, one of the most effective socio-artistic forms of pedagogical practice is theatrical activities. Theatrical activities
as a bright, spectacular, active form of work with children are widely used in pedagogical practice. Its popularity
is caused by the closeness game activity to the child. Theatrical activity is a complex entertainment in which the
performer enjoys the process, thereby satisfying their not entertaining but educational interests and needs.

Aim and tasks research. Modern school activities are based mostly on a rationally logical way of acquiring
knowledge. If the emotional sphere of the personality is not involved, then the sensory abilities gradually atrophy.
The game harmoniously develops a person's versatility, and together with theatrical performance, the active reaction
of each participant is amplified in the emotional resonance, which arises due to a significant event for children, the
influence of art, and avalanche-like growing collective emotions. Game activity is able to cause a positive educational
effect, and each time the game activity of its participants will only increase. Based on this, the aim of the article is to
investigate the impact of theatrical activity as an element of the communicative-game system on the development of
personality.

RESEARCH METHODS

To achieve this goal and solve tasks in the article was used theoretical methods of research: analysis, synthesis,
interpretation, generalization, and systematization.

RESULTS OF THE RESEARCH

In the modern sense, "free time" must be rationally organized to stimulate the formation of a motivated creative initiative
of people.

Throughout our lives, we are faced with theatrical activities. In kindergarten - in role-playing games for children, shows
which are dedicated to various holidays. In primary school, students willingly participate in theatrical performance programs,
learn vital skills, form their own values. Pupils gladly take part in traditional festive and ceremonial events.

For children of primary school age, the main activity is to play, which is rightly considered a companion of childhood.
The connection between theatrical and children’s play activity can be traced in many scientific studies, where a child's play
is considered as "facial art of an actor”, "dramatic or theatrical instinct”, "child's art”, "a form of primitive dramatic art”
(Havryliuk, 2004).

Theatrical activity is a source of feelings development, experiences, and new discoveries of a preschooler, which
attracts him to cultivate spiritual values. This is a concrete, visible result. But we should not forget that theatrical activities
affect the development of the emotional sphere of the child, forcing him to sympathize with the characters, support them,
empathize with the stories that take place (Volkova & Chesniak, 2015).

Real theatrical activity is a synthesis of physical, emotional, and intellectual activities of the participants in the action,
built on its playful nature. The forms of such game activity include not only the game in its explicit form but also ceremony,
carnival actions, etc. (Malooka, 2017; Korolenko, 2017).

As practice shows and confirms the postulates of age psychology, in the children's team, all activities are playful, which
is largely due to the dominance of syncretism in children’s worldview. Play activities, in our view, are crucial for children's
theatrical action. All its other components are not a goal, but a means of intensifying the game activities of team members.
Excessive fascination with the plot, the complexity of the artistic characters, the attempt to surprise the audience with an
unusual transformation of the play space, the desire not to play with children, but to teach them something new, lead to a
lack of playing in action. Such a game program turns boring and becomes uninteresting (Panfilov, 2007).

Game activity in theatrical action is expressed in the physical, emotional, and intellectual action of participants. Gradually
increasing activity of the used games leads to an uptick in activity of participants, reaching the peak in culmination.
Especially important in pedagogical terms is the ability of the game to form the emotional sphere of the child. The modern
world is becoming more pragmatic, rational, and selfish. The famous German psychologist Erich Fromm remarked that the
feelings of modern people are rude, fade, turn into unbridled passions (Fromm, 2010).

The technological approach in designing pedagogical processes becomes qualitatively new for modern pedagogy. The
concept of "technology” has been used for a long time (Malooka, 2018; Kutsak, 2018), but everyday life began to enter
the last decades of the last century, due to the development of entrepreneurs that develop know-how. They began to sell
licenses to manufacturers, giving them the right to manufacture their products. All accompanying documentation was added
to the license, including a detailed description of the methods and means of production. The modern understanding of
pedagogical technologies is not unambiguous. According to the preconditions of using the term "technology”, pedagogical
technology is a system of conditions, forms, methods, tools, and criteria necessary to achieve the pedagogical goal
(Sysoieva & Batechko, 2011).

The basis of theatrical technologies is their interactive nature, artistic and pedagogical orientation. In this case, the
artistic side of theatrical activities can not be considered as a mechanical introduction into the decoration of the space by
ornamental elements or isolated from each other mixed types and genres of art. Theatrical activity is a complex system,
an independent artistic value as an element of art, as well as a socio-pedagogical phenomenon that synthesizes a unique
artistic whole. It has its own unique drama, ethical and aesthetic principles.

In the semiotic aspect - if theatrical activity acts as a sign, then its meaning is the artistic image. The artistic image
represents the "whole organism”. There is nothing official, mechanical, accidental in it. Its unity is perfect, and the
components are meaningful (Hipters, 2008; Nadolnyi, 2010).
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There are three hypostases of the theatrical activity image: conditional-symbolic, figurative-game, musical (noise). They
must be in unity and complement each other (Ostrom, et al., 2002). And the image of this system must be expressed in all
components of the triune artistic image.

The idea of creating a pedagogical theatrical action begins with the author's opinion, which seeks to convey to the
participants of the event, for which he creates it, what artistic and pedagogical goals were set. The idea lies in the range of
life problems that concern future program participants. The idea should also correspond to the pedagogical objectives of
the event and be close to the worldview of the author. The idea is the basis of the plan, the main idea of the author, and his
author's assessment of the event that formed the basis of such an action. What will be told in the theatrical program, which
will be the basis of it, is reflected in the topic, which highlights important issues for the author of the event. It should also
be close not only to the author of the program but also determined by the range of issues concerned to the audience, i.e.
be socially and personally oriented. Defining the ideological and thematic basis, the author formulates why he undertook
the production, what opinion he seeks to convey to the viewer (idea) and what he is going to tell to the potential viewer.

Considering theatrical action as a pedagogical phenomenon, you need to pay special attention to the game as a
practical game material of the program. This is, first of all, a set of entertainment: games, competitions, lotteries, songs,
dances that fill its game content, the choice of actors (including real characters), writing game dialogues. All these
components must correspond, first of all, to the purpose, tasks, ideological and thematic basis, features of the game
audience, characteristics of the venue of the event. The dynamics of the program’s games are chosen on the principle
of increasing the degree of emotional and physical activity of its participants. It is important that the game activity is
characterized by genre diversity: shouting, moving games, songs, dances, tricks, riddles.

If in this consideration of theatrical action to divide the participants into performers and spectators, we can draw two
conclusions.

First, if the presence of the spectator is not provided, i.e. the action is built in the form of a scripted game, all children
are involved in the game, i.e. the creative activity of the participants is very limited by the game scenario, unpredictability
is lost.

Secondly, if the spectator takes part in a theatrical action, then he gets the share of activity that is inherent in the
spectator of a theatrical performance, he only contemplates, empathizes, and feels involved in the activities on stage. In
this version, the spectator is not a full participant in the action but acts more as an object of influence of performers and
actors. Audience activity is clearly not programmed in such a play. The spectator does not fully become a "co-author” of
the events taking place on the stage.

However, teachers-practitioners who organize extracurricular educational activities, insert in the term of theatrical
activities a different meaning. They consider it as a set of different games and competitions connected by a single plot.
This understanding of dramatization does not reflect the fullness of this phenomenon, because, in this definition, many key
points are missed.

In the pedagogical literature and practice, the concept of "theatrical game” is widely used, which is consonant with the
category of "theatrical game" ("theatrical game program™). Such syntactic closeness of these phrases can also lead to an
ambiguous understanding of dramatization.

The play-dramatization is based on a plot performed by children. The peculiarity of the games is the presence of
theatrical attributes: stage, curtain, make-up, costumes, scenery. Theatrical games are played especially for the public
or in the form of mass action (Havryliuk, 2004; Kutsak, 2018). But, unlike the play, the plot they have a canvas for
improvisation. Improvisation is the game itself. If there is no improvisation, there is no game. As we can see, the game
of theatrical play involves children playing as actors. To be quite precise - children’s play in the theater and/or actors.
Accordingly, all those who remained in the hall, namely children or adults, according to the rules of the game, must play
the role of spectators. The game of spectators is active only to a certain extent. Viewers should applaud, laugh at the right
time or express other emotions, that is, react in a certain way to what is happening. Since in a theatrical stage performance
the leading form of communication of actors is dialogue, and communication of actors with spectators is practically absent,
game - theatrical performance, as a rule, is not a collective game, and game activity of spectators is minimum. The plot
of the game-dramatization is also peculiar. Deviations from it or loss of the plotline, on the contrary, can lead to creative
improvisation of the child. The plot is just the basis for the game, its scenery, the proposed circumstance. The child does
not play a plot or even staged poetry, song, or fairy tale, but a theater, an actor, with all its inherent manners and attributes.

The principle of building a theatrical game program is different. It is such only when the team for which this game
program is designed, is fully involved in gaming activities. Actors play not only with each other but also with other
participants in an action. The plot of the game program is usually mandatory. Prolonged gaming activity causes the game
to be interrupted or even stopped, i.e. the participants lose interest in it. Neglecting the plot can create misunderstandings
on the part of game participants, that is, a drop in-game activity.

Game-dramatization can be used in the game program as one of its elements. The game program can be built as a
game of theatrical play (by analogy with the theatrical form "theater in the theater”). For example, as a staging game, you
can create a game program based on a particular well-known plot with the casting of actors, their rehearsal, disguise,
makeup.

Activation of the audience is called by the nature of theatrical action, which provides a figurative and semantic course,
compositional construction, the laws of origin and development of the game conflict, the presence of vivid images. With the
help of figurative-semantic acting of the script, a concrete expressive-plastic line of the idea of action is formed.
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The driving force of any action is conflict. However, the festive situation is in principle the opposite of the conflict. The
themes of some scenarios generally reject the basis of conflict, or such a conflict is quite conditional, built on the level
of the struggle of ideas. For example, humorous, imaginary conflicts are added to folk holiday customs. They parody
disagreements in everyday life, creating a humorous conflict situation (Korolenko, 2017; Panfilov, 2007). In a theatrical
action, the driving force of the action is a game conflict: the main and one or a group of players, a conflict of the equal
number of parties, traps, disputes, game dialogues, humorous arguments of personalized presenters. Conflict resolution
in the program can be overcoming obstacles, confrontation of forces, skills, dexterity, erudition. According to the scientist,
most scenarios of theatrical events are based not on dramatic conflict, but on certain directing and staging technigues:
theatrical conference of presenters acting on behalf of selected characters or on their own behalf, end-to-end elements of
decoration, external symbolism of the holiday.

The selection of game material must take into account the specific characteristics of the venue, such as size, natural
and artificial constraints, the way the public is accommodated, the degree of enclosure, the presence or absence of a
stage, the construction of one or more venues, the time of year and time of day, natural interior or relief, possibility to
design, etc. Also important are the technical characteristics: the possibility of using sound and lighting equipment, the
presence or possibility of using spectacular technical tools.

It should be noted that despite the popularity of theatrical forms of pedagogical activity in the literature no single
definition of this phenomenon. "Theatralization™ is interpreted as a method of teaching children by the theater tools (a
complex system of using all expressive means of the theater) or education in the process of theatrical activities, the
educational influence of theatrical team on the individual.

CONCLUSIONS AND PROSPECTS OF FURTHER RESEARCH

A systematic analysis of theatrical performance as a pedagogical, socio-psychological, and artistic-aesthetic
phenomenon allowed us to determine the playful essence of the theatrical action of a children's group. Children's
theatrical action is a complexly organized, artistically expressed, and pedagogically directed role-playing game
interaction of children (children's collective game), built on the laws of drama, which is based on a real or fictional
event. The importance of the event is obvious to the participants. It artificially formed to stimulate the desire for
game communication in its participants. The purpose of such interaction is the satisfaction and formation of new
play interests and needs of children, which by their nature belong to a higher level, and develop the play culture of
everyone.
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