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Hodge experiment photographs quantified with a
color function

J.C. Hodge!*
'Retired, 477 Mincey Rd., Franklin, NC, 28734

Abstract

The Hodge Experiment of the Scalar Theory of Everything (STOE)
model is the Fraunhofer pattern from a first mask with a single slit im-
pinges on a second mask. The pattern from a second mask slit and the
pattern from an edge that differs only in the removal of one of the mask
sides are compared. The second mask provides more to the screen pat-
tern than only blocking light as wave models suggest. The second mask
contributes to form the screen image as the STOE model suggests.

keywords: diffraction, interference, light, STOE, TOE.

1 INTRODUCTION

The Scalar Theory of Everything (STOE) model suggested a photon model of
light (Hodge 2012). The STOE model uses classical concepts (Hodge 2016b). A
computer toy simulation was developed. The Hodge Experiment was developed
to explore the STOE predictions about light. The Hodge Experiment uses
a diffraction pattern from a first mask slit to form a coherent light intensity
pattern on a second mask (see Fig. 1 and 2). This produces a varying intensity
of light across the slit without another physical object to “collapses the wave
function”!. Moving the slit in the second mask allowed differing light intensity
profiles. The model predicted a unique diffraction/interference pattern of light
on a screen (Hodge 2015b,c). The effect of edges was also explored (Hodge
2016a, 2017). The Hodge Experiment rejects wave models of light.

The STOE model posits photons cause waves in the plenum that reflect off
other matter such as atoms in surfaces. These reflected plenum waves then di-
rect the photon. Therefore, added surfaces such as detectors in an experiment
changes the photon’s path rather than the Quantum Mechanics model wherein
the added surface destroys path knowledge. The model in the simulation is that
the mask reflects plenum (ether) waves that are caused by photons between the
second mask and screen. The plenum waves then direct the photon’s path. The

*E-mail: jchodge@frontier.com
I Thus avoiding a criticism of the Afshar Experiment.
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1 INTRODUCTION
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Figure 1: The diagram of the experimental layout.

X (mm)

Figure 2: The screen pattern from the first mask, only.
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2 EXPERIMENT

gap in the mask allows the plenum waves to pass and not reflect. This incor-
porates the slit characteristics onto the photon’s path and, hence, the screen
pattern.

An extension of the Hodge Experiment using a transparent mask suggested
a mechanism of interference (Hodge 2017). Another observation of these exper-
iments is that the two—mask arrangement produces interference patterns. That
is, the arrangement is a double—slit experiment. Therefore, the observed pattern
on a screen is a diffraction pattern as an envelope of interference fringes (see
Jenkins and White (1957, p. 314)). The Hodge Experiment is a doubleslit,
interference experiment. A model of the Hodge FExperiment that lacks interfer-
ence fringes is incorrect. Because all the light passes through both slits, the
which-way controversy is irrelevant. Because the second mask is required to
produce the interference pattern, the removal of one side of the mask changes
the interference pattern. The wave models of diffraction are that the mask only
blocks light.

The experiments reported in Hodge (2012) showed the experiment and model
produced the same results as the Fraunhofer wave model in the Fraunhofer zone
with a uniform illumination across the second mask slit. The derivation of the
Fraunhofer model from the STOE model was discussed in Hodge (2015a) which
also showed why the mysterious Fresnel-Huygens assumptions were necessary for
wave models. The Fraunhofer model that requires uniform illumination across
the slit doesn’t apply to the Hodge Experiment.

Dr. Kazufumi Sakai (Sakai 2018) suggested quantitative results should be
done from photographs although the evaluation may not linearly relate to in-
tensity. But it may allow the “step” measure in the simulation to be correlated
to millimeters.

This Paper responds to Dr. Sakai by noting the comparison of wave and
STOE models of two experiments with particular attention to the differences
caused by the mask. Section 2 describes the experiment. The interpretation is
in Section 3. The Discussion and Conclusion are in section 4.

2 Experiment

The experimental configuration was the same as in Hodge (2015c¢). Figure 1 is
a diagram of the experimental arrangement. The laser light was 650 + 10 nm
and less than 5 mw. The first slit was 0.305 mm wide as determined by a feeler
gauge. The photographs in the figures have been converted to gray scale for
printing. Uncertainty is 5% unless otherwise stated.

The procedure was to photograph the images with a CCD camera, to select
a slice of the image, and to evaluate the slice with a Visual Basic program using
the “point(x,y)” function. The “point(x,y)” function returns the RGB color
number C where x is the horizontal position and y the vertical position of the
point evaluated. For each x position, 5 y positions were averaged to obtain one
x result. The center of the screen image in Fig. 2 is marked on the screen as
2 = 0 mm for reference in the other images.

IntellectualArchive Vol. 8, No. 1, January - March 2019



2 EXPERIMENT

There are several characteristics to remember when using this procedure.
Figure 3 shows an example. The photographic slice is shown in the top image
rendered in grayscale for printing. The second mask slit was 1 mm wide and
placed as depicted in the smaller image at top right of the graph of the first
mask’s image. The graph is the result of “point(x,y)” program applied to the
slice. The slice includes a central bright spot and several fringes just to the right
and 2 other fringes to the left of the bright spot - the interference pattern. Note
the small peaks in the graph at the position of the fringes marked with arrows.
This demonstrates the “point(x,y)” function appearance of fringes. However,
the graph fails to show the interference fringes close to the center and does
detect the fringes farther to the right. The height of the fringe peaks is small
relative to the center. The “point(x,y)” function detects zero when there is no
color to detect.

The graph of Fig. 2 shows the point(x,y) measurements for a Fraunhofer
pattern. The first secondary intensity maximum should be approximately 5%
of the central intensity maximum. However, if there is even a hint of color
from the CCD, the “point(x,y)” function seems to overreact. Remember it is
measuring color, not intensity. That is, it is poor at detecting the intensity but
excellent at detecting no light (the minimums of interference patterns). The
heights of the graph values are a non-linear indication of intensity.

Starting from the position of the second mask in Fig. 3, the second mask is
moved slowly to the right to a point such that the left (z < 0) part of the screen
image is minimal. The procedure in previous papers was to position the right
mask edge to the minima of the first mask. That is, the right part of the slit is
at a minima and the intensity of light from the first mask decreases across the
second mask slit.

Figure 4 shows the comparison of the Hodge Experiment with a slit width
of 2.3 mm (designate A, C, and E in the lower right of each graph) and the edge
formed by removal of the right part of the mask (B, D, and F). The top row (A
and B) shows the result of the point(x,y) function on the pattern produced on
the screen. The middle row shows the calculation of a wave function intensity:

I=(f(x) Z Aze™*Ti fry)? (1)

where k is 27 /wavelength and 7; is the distance between the i** Huygens wavelet
source point in the slit and the screen = position, A; is the amplitude of the first
mask’s pattern at the i** point of the second mask and f(x) is a normalizing
function.

The third row (E and F) shows the STOE simulation calculation from Hodge
(2015¢) calculated in “steps”. Figure 1 of Hodge (2015¢) shows the photons
approaching the mask changing direction toward the edge of the mask. Jenkins
and White (1957, p. 379) noted that the diffracting edges appear luminous.
The simulation may have had some photons initially directed to near the edge
redirected to appear to have slightly higher intensity than zero and hence cause
the few photon to the left. Therefore, the simulation was rerun with a 0.01 step

IntellectualArchive Vol. 8, No. 1, January - March 2019



2 EXPERIMENT
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Figure 3: An example showing the mask position relative to the first mask image
on the second mask. The top photographic image shows the diffraction pattern
and interference fringes relative to the graphical result of the “point(x,y)” func-
tion. The arrows mark the fringes.
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3 INTERPRETATION

change in the position of the initial photons. The result is Fig. 4E.

3 Interpretation

The graph of Fig. 4A shows a interference pattern for z > 0 mm. The small
spikes appear as interference fringes as in Fig. 3. For x < 0 mm, the decline is
relatively rapid compared to Fig. 4B.

The graph of Fig. 4B to the right of the first minima at approximately x > 19
mm is the result of the diffraction pattern from the first mask as seen in Fig. 2.
That is, the second mask had no effect on > 19 mm. For 0 mm < z < 19
mm the C is saturated and shows no detail. The graph to the left (z < 0 mm)
is the result of that part of the first mask diffraction pattern that was in the
slit of Fig. 4A. This is similar to the diffraction pattern from an edge using the
Fresnel method.

Comparing the wave models of Fig. 4C and D shows only slight difference.
However, the interference fringes are more pronounced in Fig. 4C. The major
difference between Figs. 4A and B is the presents of the right side mask. Wave
models are a poor match for the observed patterns and the differences between
Figs. 4A and B. The STOE model uses the mask as a reflecting surface in
addition to a blocking surface as seen in Fig. 4E and F. The STOE model is a
better match for the observed screen pattern.

4 Discussion and Conclusion

The point(x,y) function is inadequate to describe the intensity profile of the
screen images. The intensity of the light at * < 0 may be much lower for
Fig. 4B as suggested by Fig. 4A. Therefore, a means to measure intensity such
as a photon counter may be needed fully show intensity details.

The STOE model needs a relation to calibrate the “step” with the millimeter
measures. The “point(x,y)” function may be adequate.

The Hodge Experiment of the Scalar Theory of Everything (STOE) model
is the Fraunhofer pattern from a first mask with a single slit impinges on a
second mask. The pattern from a second mask slit and the pattern from an
edge that differs only in the removal of one of the mask sides are compared.
The second mask provides more to the screen pattern than only blocking light
as wave models suggest. The second mask contributes to form the screen image
as the STOE model suggests.

IntellectualArchive Vol. 8, No. 1, January - March 2019
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QSSC model’s next step is the STOE

J.C. Hodge!*
'Retired, 477 Mincey Rd., Franklin, NC, 28734

Abstract

The Quasi-Steady State Cosmology (QSSC) posits a continuous cre-
ation at the center of galaxies. The Scalar Theory of Everything (STOE)
posits the components of the universe have a creation and an end. A
Sink at the center of elliptical galaxies is added to the Source of the
QSSC at the center of Spiral galaxies. This allows the explanation of
many more anomalous cosmological observations and allows correspon-
dence with quantum mechanics.

keywords: STOE, Theory of Everything, QSSC

1 Introduction

The major difference between the standard Big Bang cosmology (BB) model
and the quasi-steady state cosmology (QSSC) model is that matter creation of
a “C-field” occurs continuously in the center of galaxies (Sources) with energy
conservation. The resulting ejection increases the volume of the universe such
that the Perfect Cosmological Principle (the universe looks the same in density
and time) applies. The QSSC is a Machian theory. The basic observations that
are currently interpreted as supporting the BB can be interpreted as support-
ing the QSSC, also (3, p. 321). The QSSC suggests no initial singularity. The
creation field controls the expansion of the universe such that the density re-
mains approximately constant with periods of expansion and contractions. The
physical control mechanism is unexplained. Although debated, the QSSC has a
better model than BB for QSOs [data from Arp (1)], for the large scale structure
of the universe, and for the abundance of light elements.

Both the BB and QSSC have many unexplained cosmological anomalies and
neither suggests correspondence with the world of Quantum Mechanics (the
double slit experiment).

This paper suggests the Scalar Theory of Everything (STOE) expands on
the QSSC by positing the existence and location of Sinks and by positing the
components of the universe of the continuous creation events (5).

*E-mail: jchodge@frontier.com
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2 CORRESPONDENCES

2 Correspondences

The physics observations of life include a beginning and an end. The STOE
suggests all entities in the universe have a beginning and an end in the universe.
So too, the components of the universe (herein “components”) have Sources at
the center of spiral galaxies and Sinks at the center of elliptical galaxies.

The components are hods that are discrete surfaces and plenum that is
continuous. Hods act on the plenum to produce waves and the plenum acts on
the surface of hods to move and orient them. The plenum density p obeys the
heat equation (5, chs. 5).

The p, at a point in the universe is the sum of the effects of all galaxies and
all matter in the universe:

Nsource € Nsink 77
— i j
o= KoY oK)y
i=1 " j=1 J
N,
hods K7- 27Trk; _j(Wt )
— Khods g —cos | —— — 7 | exp k
= Tk Ar

>0 (1)
where the K’s are constants, the constants include the diffusivity constant, the
wave parameters are A, w, and ti, the r’s are the distances from their respective
points to the point being calculated, the € are the Source strength, and the n
are the Sink strength. The r’s are distance and time dependent.

The Ngource produce a pp, > 0 throughout the universe. Therefore, as r; — 0
and 7, — 0 the p, — 0. What happens at the Sources is unmodeled.

The “Universal Equation” is the divergence of p, proportional to a force F,
(dyne) that acts on matter and directs a hod:

Nhoast

Fo=Kg Y muealis @ Vpp)i, (2)
=1

where myoq is the surface area of a hod that is the same for all hods and the 7i’s
are unit vectors normal to the hod surface. Therefore, the STOE is Machian
like the QSSC.

The STOE suggests the Sources emit the components which expand outward
from the center of spiral galaxies (5, chs. 2-5). The nucleosynthesis of hods to
hydrogen happens as QSSC suggests (3, chs. 9-10). Shells of shocked hydrogen
flow outward from the center to either be ejected or to form suns as depicted in
Fig. 1. The suns form other elements as QSSC suggests (3, chs. 9-10).

Some components combine to form hydrogen then stars that are gravita-
tionally attracted by matter and flow back toward the center. The star caused
matter becomes denser relative to its surface presented to the plenum.

Thus, the p as a function of spiral galactic radius r varies as 1/r. Combined
with the action on the surface of the hods and the model of the nucleus of

IntellectualArchive Vol. 8, No. 1, January - March 2019
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2 CORRESPONDENCES

Hods & light
] |

£ A1
Ay | !

hydrogen
I—

Source ;SINK

black ““"""é elliptical

spiral flow
gal :D'ﬁﬁ AOvd suns ga|ax}r -
Ny
]| hY
11 Fa

heavy elements

Figure 1: The structure of a “cell”. Galaxy clusters and superclusters are made
of cells.

atoms being spherical and their size (volume dependence) yields the observed
metallicity dependence on r (2). Other galaxy relations (a) of rotation velocity
to radius (5, ch. 8), (b) of rotation curves without dark matter (5, ch. 10), and
(c) of central massive objects with other galaxy parameters (5, ch. 11) are also
explained.

As matter moves inward, it becomes denser until it erupts into a supernova
that blasts some heavier matter out of the spiral galaxy along with light and
hydrogen. The matter moving inward eventually combines to black holes that
continue to the volume around the Source. The very high plenum density around
the Source crushes the black holes to have their components ejected as radiation
or elementary particles.

The Sinks are located in the center of elliptical galaxies as depicted in Fig. 1.

IntellectualArchive Vol. 8, No. 1, January - March 2019



3 DISCUSSION AND CONCLUSION

The components that flow from the spiral galaxies move toward gravitational
centers of elliptical galaxies. The origin of the microwave background (MB)
(3, p. 201-207) is explained as a negative feedback process that controls the
average temperature of the universe to hunt 2.718 K (5, chs. 5). Therefore,
the blackbody nature of the MB is more easily explained. The STOE also
has the MB oscillating over long periods with the rising temperature periods
suggesting the universe expansion that current models call dark energy. The
many differences between spiral galaxies and elliptical galaxies are explained by
the different processes the STOE model suggests (2, ch. 4).

The redshift-distance relation for galaxies uses the Universal Equation to
calculate the p at each point along the path of light from galaxies (5, ch. 6). The
varying p causes the photons to loose or gain energy. The Universal Equation
suggests a different kind of effect (sign difference) between spiral galaxies and
elliptical galaxies that derives from their different characteristics. Based on a
correlation with Cepheid distances, a linear relation with the energy change of
photons derives a linear form of the Hubble Law. The constant in this linear
form accounts for the nearby galaxy’s blueshift. Further, the light passing a Sink
has a greater energy loss (redshift) than light passing a Source. This causes the
observed discrete redshift phenomenon(3, p. 328-336).

Further still, the masses (Kyods term) have an effect on the p with the same
sign as Sinks. The redshift equation was applied to the Pioneer Anomaly and
the masses in the Solar System to explain all 12 characteristics rather than just
one of traditional physics (5, ch. 7).

The QSSC problem of the origin of angular momentum (3, ch. 23) is solved
by the STOE as 6p caused by neighbors. For example, the STOE suggests
asymmetric rotation curves are caused by the plenum from neighbor galaxies
(5, chs. 10).

The STOE suggests the magnetic fields are the slope of the plenum (7; 8;
9; 10). The observed magnetic field falloff in spiral galaxies with radius being
much slower than matter density falloff (3, ch. 323) may be explained with
the plenum slope model of rotation curves as suggested in (5, chs. 10) and by
noting the STOE explanation of the metallicity vs radius observation. That is,
the rotation curve at outer radii implies a plenum divergence sufficient to repel
the matter. The matter is hydrogen that feels the effect of plenum gradient
more than other, more dense matter.

3 Discussion and Conclusion

The STOE model of the MB is a fine-tuning, negative feedback model of our
universe. This suggests the fine-tuning is present in all size scales. Indeed, fine-
tuning via negative feedback may be one of the fundamental characteristics of
the universe. The theoretical problem is to identify the feedback loops and the
part each process plays.

The STOE additions to the QSSC allow modeling the very small of the
quantum mechanics realm. The STOE suggests a model of the photon and

IntellectualArchive Vol. 8, No. 1, January - March 2019
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describes diffraction experiments that reject wave models of light(5, chs. 12).
The simulation program is consistent with the experimental results.

In addition, the STOE suggests a modified special relativity (5, chs. 13) and
structures of elementary particles (6).

The problematical homogeneity and isotropy assumptions of the BB and the
QSSC are unnecessary in the STOE. Also, the Sinks allow the universe to be
unbounded, limited, and flat that is a philosophical issue since Newton’s time.

The Scalar Theory of Everything (STOE) posits the components of the uni-
verse have a creation and an end. A Sink at the center of elliptical galaxies is
added to the Source of the QSSC at the center of Spiral galaxies. This allows
the explanation of many more anomalous cosmological observations and allows
correspondence with quantum mechanics.
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Abstract

We determine the nonlinear group of transformations between coordinate systems which
are mutually in a constant symmetrical uniform acceleration. The maximal acceleration limit
is a constant which follows from the logical necessity and the kinematical necessity of the
system motion and it is an analogue of the maximal velocity in special relativity. The Pardy
acceleration constant is not the same as the Caianiello acceleration constant in quantum
mechanics and Lambiase acceleration constant in the Riemann space-time and this situation
forms the serious puzzle in physics after the theta-tau puzzle in particle physics and Hawking
black hole puzzle in cosmology. The author transformations of the accelerated systems is
related to the Orlov transformations. The DIRAC experiment in CERN with pionium in the
strong electrical field is discussed.

1 Introduction

The maximal acceleration constant by Pardy and Caianiello can be considered as the integral
part of the theory of physical constants in classical physics and particle physics. The term of
fundamental physical constant is reserved for physical quantities which, according to the current
state of knowledge, are regarded as immutable and as non-derivable from more fundamental
principles. Notable examples are the speed of light ¢, and the gravitational constant G. The
maximal acceleration constant can be determined by appropriate experiments. One of such
experiment is the Dirac experiment in CERN with pionoum.

The pionium atom As, is a hydrogen-like bound state of a 7™ and a 7~ meson. This
atom decays predominantely strongly into two uncharged 7%7°. The transition matrix of this
decay is directly proportional to the difference of the two S-wave wm-scattering lengths with
isospin 0 and 2: ag - as. The pionium lifetime 7 is inversely proportional to the squared
scattering length difference. In the framework of chiral perturbation theory (ChPT), the
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scattering length difference has been precisely calculated. The DIRAC experiment enables to
determine the lifetime of pionium and hence the difference in the two scattering lengths to
provide the possibility to check the ChPT predictions in a model independent way (Schuetz,
2003). However, after inserting the pionium atoms into the strong electrical field we get the
pion accelerated systems and we are prepared to measure the maximal constant acceleration
defined by Pardy and by Caianiello, or, by Lambiase.

2 Lorentz transformation

To be pedagogically clear let us remind, at first, some ingredients of the special theory of
relativity velocity and acceleration. The Lorentz transformation between two inertial coordinate
systems S(0,z,y,2) and S(0',2',y,2’) (where system S’ moves in such a way that x-axes
converge, while y and z-axes run parallel and at time ¢t = ¢/ = 0 for the origin of the systems O
and O it is O = 0') is as follows:

d=a@a v, =y F =2 ¢ =) (- 5a), (1)

where

.2 —-1/2
Y(v) = (1 - > : (2)

The infinitesimal form of this transformation is evidently given by differentiation of the every
equation. Or,

dr' = y(v)(dx —vdt), dy =dy, dz'=dz, dt'=~(v) <dt - :de> . (3)

It follows from egs. (3) that if vy is velocity of the inertial system 1 with regard to S and
vg is the velocity of the inertial systems 2 with regard to 1, then the relativistic sum of the two
velocities is

V1 + V2

v1v2
1+ =52

v By = (4)

The infinitesimal form of Lorentz transformation (3) evidently gives the Lorentz length
contraction and time dilation. Namely, if we put d¢t = 0 in the first equation of system (3),
then the Lorentz length contraction follows in the infinitesimal form dz’ = (v)dz. Or, in other
words, if in the system S’ the infinitesimal length is dz’, then the relative length with regard to
the system S is v~ 'da’. Similarly, from the last equation of (3) it follows the time dilatation for
dx = 0. Historical view on this effect is in the Selleri article (Selleri, 1997).

3 Uniformly accelerated frames with space-time symmetry

Let us take two systems S(0,x,y,z) and S’ (0',2',y/, 2’), where system S’ moves in such a way
that x-axes converge, while y and z-axes run parallel and at time ¢t = ¢’ = 0 for the beginning of
the systems O and O’ it is O = O’. Let us suppose that system S’ moves relative to some basic
system B with acceleration a/2 and system S’ moves relative to system B with acceleration
—a/2. It means that both systems moves one another with acceleration a and are equivalent
because in every system it is possibly to observe the force caused by the acceleration a/2. In
other words no system is inertial. The physical realization of such two accelerated frames is the
frames connected with the charge Q and -Q acceleratd by the homogenous electric field (Orlov,
2014a; 2014b; 2014c).

IntellectualArchive Vol. 8, No. 1, January - March 2019

15



Now, let us consider the formal transformation equations between two systems. At this
moment we give to this transform only formal meaning because at this time, the physical meaning
of such transformation is not known. On the other hand, the consequences of the transformation
will be shown very interesting. The first published derivation of such transformation by the
standard way was given by author (Pardy, 2003; 2004; 2005), and the same transformations
were submitted some decades ago (Pardy, 1969; 1974). The old results can be obtained if we
perform transformation

1 1
t—t?, = t? v 5a, e ga (5)

in the original Lorentz transformation (1). We get:

1 2
7' =T(a)(x — iat2), v =y, 2=z t?=T(a) <t2 — Zx) (6)
e
with
1
D(a) = ——— (7)
T aZ

We used practically new denotation of variables in order to get the transformation (6)
between accelerated systems.

The transformations (6) form the one-parametric group with the parameter a. The proof of
this mathematical statement can be easy performed if we perform the transformation 77 from
S to §’, transformation T from S’ to S” and transformation T3 from S to S”. Or,

=2 (z,t;a1), t =t(z,t;a1), (8)

2 ="t a0), t'=1"(a,t;a2). (9)

After insertion of transformations (8) into (9), we get

2" =a"(x,t;a3), t"=t"(x,t;a3), (10)
where parameter ag is equal to

ai + as
as = T alaz - (11)

=1 m

The inverse parameter is —a and parameter for identity is a = 0. It may be easy to verify
that the final relation for the definition of the continuous group transformation is valid for our
transformation. Namely (Eisenhart, 1943):

(T5T3) Ty = T (ToT1) - (12)

The physical interpretation of this nonlinear transformations is the same as in the case of the
Lorentz transformation only the physical interpretation of the invariant function x = (1/2)at? is
different. Namely it can be expressed by the statement: if there is a physical signal in the system
S with the law 2 = (1/2)at?, then in the system S’ the law of the process is 2’ = (1/2)at'?,
where « is the constant of maximal acceleration. It is new constant and cannot be constructed
from the known physical constants.

Let us remark, that it follows from history of physics, that Lorentz transformation was taken
first as physically meaningless mathematical object by Larmor, Voigt and Lorentz and later only
Finstein decided to put the physical meaning to this transformation and to the invariant function
x = ct. We hope that the derived transformation will appear as physically meaningful.
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Using relations t < t2, t' « t?, v « %a, c + %a, the nonlinear transformation
is expressed as the Lorentz transformation forming the one-parametric group. This proof is
equivalent to the proof by the above direct calculation. The integral part of the group properties
is the so called addition theorem for acceleration.

a1+ as

43 = 01902 =97 "aay -
2
«

(13)
where a; is the acceleration of the S’ with regard to the system S, as is the acceleration of the
system S” with regard to the system S’ and ag is the acceleration of the system S” with regard
to the system S. The relation (13), expresses the law of acceleration addition theorem on the
understanding that the events are marked according to the relation (6).

If a1 = as = ag = .... + a; = a, for i-th accelerated carts which rolls in such a way that the
first cart rolls on the basic cart, the second rolls on the first cart and so on, then we get for the
sum of ¢ accelerated carts the following formula

sum = 1_(1;%3)%, (14)
L+ (1ifs)

which is an analogue of the formula for the inertial systems (Lightman et al., 1975).

4 Discussion

In formula (14) as well as in the transformation equation (6) appears constant a which cannot
be calculated from the theoretical considerations, or, constructed from the known physical
constants (in analogy with the velocity of light). What is its magnitude can be established
only by experiments. The notion maximal acceleration was introduced some decades ago by
author (Pardy, 1974). Caianiello (1981) introduced it as some consequence as some consequence
of of quantum mechanics and Landau theory of fluctuations. Revisiting view on the maximal
acceleration was given by Papini (2003). At present time it was argued by Lambiase et al. (1999)
that maximal acceleration determines the upper limit of the Higgs boson and that it gives also
the relation which links the mass of W-boson with the mass of the Higgs boson. The LHC and
HERA experiments presented different answer to this problem.

The maximal acceleration constant which was derived here is kinematic one and it differs
from the Caianiello (1981) definition following from quantum mechanics. Our constant cannot be
determined by the system of other physical constants. It is an analogue of the numeric velocity of
light which cannot be composed from others physical constants, or, the Heisenberg fundamental
length in particle physics. The nonlinear transformations (13) changes the Minkowski metric

ds® = dt* — da® — dy* — dz* (15)

to the new metric with the Riemann form. Namely:

ds® = o*t*dt* — da® — dy* — dz* (16)

and it can be investigated by the methods of differential geometry. So, equations (13) can form
the preamble to investigation of accelerated systems. It was shown by Orlov that the nonlinear
group of transformations by author are related to the Orlov transformations for accelerated
frames (Orlov, 2014a; 2014b; 2014c¢).

If some experiment will confirm the existence of kinematical maximal acceleration «, then it
will have certainly crucial consequences for Einstein theory of gravity because this theory does
not involve this factor. Also the cosmological theories constructed on the basis of the original
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Finstein equations will require modifications. The so called Hubble constant will be changed
and the scenario of the accelerating universe modified.

Also the standard model of particle physics and supersymmetry theory will require gener-
alization because they does not involve the maximal acceleration constant. It is not excluded
that also the theory of parity nonconservation will be modified by the maximal acceleration
constant. In such a way the particle laboratories have perspective applications involving the
physics with maximal acceleration. Many new results can be obtained from the old relativistic
results having the form of the mathematical objects involving function f(v/c). The derived
formulas with uniform acceleration can be applied and verified in case of the uniform equivalent
gravity according to the principle of equivalence.

The prestige problem in the modern theoretical physics - the theory of the Unruh effect,
or, the existence of thermal radiation detected by accelerated observer - is in the development
(Fedotov et al., 2002) and the serious statement, or comment to the relation of this effect to the
maximal acceleration must be elaborated. The analogical statement is valid for the Hawking
effect in the theory of black holes. Maximal acceleration, determines the maximal black hole
mass where the mass of the black hole is restricted by maximal acceleration of a body falling in
the gravity field of the black hole.

It is not excluded that the maximal acceleration constant o will be confirmed by the DIRAC
experiment in CERN, or by International Linear Collider (ILC).

Let us remark in conclusion that it is possible to extend and modify quantum field theory
by maximal acceleration. It is not excluded that the kinematic maximal acceleration constant
will enable to reformulate the theory of renormalization.
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Abstract

This project is concerned with the economic implication of the rise and decline of cocoa production on the
people of Ondo State, Nigeria. A lot of scholarly works exist on cocoa industry in the study area, but to the best
of my knowledge, this is the first work to examine the rise and decline of cocoa and how it has affected the life
of people of Ondo Sate. The Post independence cocoa boom of 1960s brought a new hope into the life of cocoa
farmers in Ondo State, while the period 1980 was historical in the cocoa sector of the state. It was historic in the
sense that the period coincided with the mass production and exploration of crude oil in Nigeria. This
development had negative economic implication on the people of the state. Because of the large population of
the state, three cocoa settlements were randomly selected for this study i.e lle-Oluji, Idanre and Bagbe. These
settlements were selected because they were known to be the largest producer of cocoa in the state.

The methodology adopted for this work is historical approach. Hence, the study is based on primary and
secondary sources. The primary sources comprise of oral interview, newspapers, government gazettes, while
relevant books were consulted as useful secondary sources.

The study conclude that cocoa was an important cash crop which brought positive changes into the life of people
and government of Ondo state before the exploration and production of crude oil in commercial quantities in
Nigeria.

Keywords: Cocoa, Production, Farmer, Exploration, Industry, Settlement

INTRODUCTION

Ondo State is one of the prominent states in Southwestern Nigeria. The state is blessed
with both human and natural resources. The ethnic composition of Ondo state is largely from
Yoruba sub-groups of Akoko, Akure, Okitipupa, llaje, Ondo and Owo People. ljaw such as
Apoi and Arogbo population inhabit the coastal areas, while a sizable number of Ondo people
speak a variant of Yoruba language similar to Ife dialect reside in Oke-lIgbo. Agriculture
remains the main occupation of people of Ondo state during pre-colonial to post-colonial era.
In the pre-colonial period, agriculture was the most important source of wealth in Ondo State

before the colonial era. Prior tho the advent of Europeans to the soil of Nigeria with their
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massive demand for tropical raw materials, Ondo state farmers engaged in food crops
production combined with palm oil processing mainly for home and local consumption.

The introduction of cocoa into Ondo state economy marked a significant development
in the agricultural sector of the state. Cocoa was probably Nigeria’s most profitable cash crop
during the colonial period. From the colonial period up to about 1970s, cocoa played a
dominant role in Nigeria economy. It was also central to the economic life of the majority of
Nigerian rural population which constituted about 60% of the total population.® Nigeria was
the second leading producer of cocoa in the world after Ghana and the world’s leading
producer of palm oil and groundnut during the colonial period. At the early stage of its
introduction, cocoa had to compete with other existing forest products particularly palm
produce. Cocoa, unlike palm tree is not indigenous to Nigeria.? At the early stage of its
introduction, most farmers in southwestern Nigeria especially in Ondo state were mainly
produced food crops for consumption and commercial purposes. But by 1920s, in spite of the
long and intensive labour required in the growing of cocoa most farmers in the southwestern
Nigeria preferred it to the older export crops such kolanut, cocoa coffee, cotton etc.
Consequently, whenever suitable land was available, farmers concentrated on cocoa
cultivation. In some districts, farmers grew barely enough food crops to feed their immediate
family members as it was generally believe that, no food crop farmer could prosper like cocoa
farmers. This belief brought about crop diversification that prompted food crop farmers to
shift to cocoa production.®In fact, with encouraging prices, the farmers became so optimistic
about the continued prosperity of cocoa relative to other cash crops, even during years of
declining prices, farmers still fully concentrated on the plantation of cocoa.*

The expansion of cocoa output occurred through an extensive pattern of cultivation
which involved the opening up of previously uncultivated finest area. One of the factor
responsible for mass production of cocoa in Ondo state was the fact that the cocoa farmers
were able to draw on a variety of institutional mechanism.> Cocoa farmers were encouraged
to produce because of the option of purchasing the material needed for the growing of cocoa
either in cash or credit or of acquiring them through their participation in various “non-
economic” institutions or relationships, including the extended family or the ethnic
community which economists were long described as an impediment to economic growth and

change.
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It could be rightly said that the existence of land tenure system encourage farmers to
consentrate to produce. Suitable land was readily available for growing of cocoa in the
region. The growing demand for cocoa had led to a number of changes in the relationship
between land owners and land users in the cocoa farming areas in the state. It has been
established that most cocoa farmers whether those whose farms were within the border of
their city-state or those who obtain them elsewhere, did not own the land they farmed on.
Rather, they obtain permission to farm there from someone, usually the head of the lineage
which claims “ownership” of the land in return for some form of acknowledgements of the
grantor’s control over the land and agreement to accept the authority of local leaders.® But in
some cases some of the cocoa farmers got their farmland through inheritance either from their
late parent of husband.’

Cocoa has contributed immensely to the economic transformation of Ondo state
during the colonial era. It made a significant contribution in terms of the volume of
production, foreign exchange earning capacity, and income generator to Nigeria economy at
large.® In terms of foreign exchange earnings, no single agricultural export commodity has
earned more than cocoa for Nigeria.® Also in the area of employment generation, the cocoa
sub-sector provides both direct and indirect employment to the region. Directly or indirectly,
the product boasted the economy of the state.

HISTORICAL DEVELOPMENT OF COCOA IN ONDO STATE

The introduction of cocoa seeds into Nigeria marked a great development in the
agricultural sector of the Nation. Cocoa is a community crop produced in fourteen states. In
Nigeria i.e. (1) Abia (2) Adamawa (3) Akwa-lbom (4) Cross River (5) Delta  (6) Edo
(7) Ekiti  (8) Kogi (9) Kwara  (10) Ogun (11) Ondo (12) Osun(13) Oyo (14) Taraba
while Ondo State remain the largest producer of cocoa closely followed by Cross River,
Osun, Oyo and Ogun State.*°

Historically, cocoa is a plant indigenous to the tropical rain forests south and central
America. It discovery by Spain in the sixteenth century brought the community to Europe
which led to the emergence of the chocolate industry.!* By the nineteenth century, other parts
of the world were introduced to its cultivation. The process started in West Africa which
received the crop from Brazil. The Island of Sao Tome and Principe along with Fernando PO

emerged as early places for the cultivation of cocoa in Africa.’? In the early, nineteenth
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century, African production began to overtake that of Americans as early as 1902, when
Nigerian alone was producing over 100,000 tonnes per year, a volume that was unprecedented
for any particular country of the time.*®

Beginning of the mid nineteenth century, cocoa was introduced on a large scale in
Nigeria especially in Ondo State, the area inhabited prominently by the Yoruba people.** It
was introduced to Western Nigeria in the late century. The earliest cocoa farmers in the
Region were established by Lagos merchants and traders who took up farming when their
trading and commercial activities were no more yielding the desired dividends. Majority of
these cocoa farmer were established near Agege and Otta in the present Lagos and Ogun
states respectively. While some Ondo planted farms near their trading communities in
Southern Ondo.*® They combined farming with their trading activities and some of these
farms were established at various ports along the routes from Lagos to the interior, such as
Ajebandele, Aiye Oba, ogudu etc.

The cultivation of coca firmly took root in Ondo region in the last quarter of the
nineteenth century which was believed to have been introduced through some Lagos traders
who were already familiar with the demand for European market.!® These traders later
became planters and started cocoa cultivation at ljan village near Agege on the outskirts of
Lagos where cocoa planting and the activities of African church went hand in hand. The
activities of colonial government together with members of African Church and the
missionary bodies in the spread of Cocoa in Ondostate cannot be overemphasized. This is
because individuals in the church used their influence to spread the knowledge of cocoa
cultivation in their areas of location.'” Rev. Phillips, one of the propagators of cocoa
cultivation persistently urged his church members to take up cocoa cultivation. He devoted
his sermons on several occasions to the gospel of cocoa and coffee growing.'® The major
theme of his sermon was that the members should take up farm work, plant and produce
cocoa so as to be able to help the church financially.

Although, the adoption and planting of cocoa was initially slow, by the first decade of
the 20" century, cocoa had become an important export crop in Nigeria. However, as people
realized the economic importance of cocoa and heard about the prosperity it had brought to
the people of Gold Coast, it spread quickly to some part of Yorubaland most especially Ondo

state, which is today known to be the major producer of cocoa in Nigeria.'® The introduction
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of cocoa in Ondo state marked a significant development in economic structure of the state.
At the initial state, the early cocoa farmers in Ondo State relied on their own efforts to embark
on cocoa growing assisted whenever possible by their immediate families and occasionally by
other relatives. Many of the cocoa farmers in the area married many wives and gave birth to
many children for the purpose of acquiring the much needed labour for their cocoa farm since
hired labourers were relatively scarce at the inception.?

The expansion of cocoa industry in Ondo State hampered the development of the other
capital export crops.2l This was so, because, in an attempt to gain from cocoa boom of the
1950s, most farmers in the state cultivate cocoa on most of the available land with little or
none reserved for cultivation of other cash crops. This situation was so worrisome in that
many farmers completely shifted to cocoa production. This development led to the planting of
cocoa in the neighouring towns of Ondo state like Ife, Gbongan and Ekitiland.

FACTORS THAT AIDED THE PRODUCTION OF COCOA IN ONDO STATE

Generally speaking, the introduction of cocoa into the economy of people of Ondo
state marked a significant development in both the farmers and the entire state. At the initial
stage, the production was slow and low, the peasant farmers were reluctant to engage in the
production largely because of the ignorance of its prospects, the gestation period facilities and
above all because it had no domestic use.?? But the encouragement given to cocoa production
by the colonial government gave new hope to cocoa farmers. This later led to mass
production of cocoa. In the state?

Generally speaking, with the construction of new access road to rural area and other
incentives provided by the price index, more and more peasant farmers got involved in cocoa
cultivator. The purchase and export of cocoa beans was dominated by foreign firms who gave
loan to both farmers and middlemen who purchased from producers.?*

Also the land of Ondo is relatively good soil with no large scale soil erosion or the
widespread sheet and gully erosions common in part of the northern states of Nigeria. A large
part of the region consists of fertile soil exceptionally good for planting of cocoa.?® Equally,
the system of land tenure and land use generally ensured that a great majority of young men
have land to engage themselves as a cocoa farmers.?® The encouragement given to cocoa
farmers by the colonial government motivated farmers to produce more of cocoa in Ondo

state. Government initiated a lot of policies to tackle a wide range of issues in promoting the
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quality of cocoa in Nigeria, most especially in Ondo State. Right from the Colonial period,
authorities within Nigeria have been striving and formulating policies to improve the quality
and quantity of cocoa, so that it will command world respect and return the highest possible
price in widely distributed export market.?’

The interest of colonial government in agriculture especially in cocoa and production
of other cash crops was high because of the need for raw materials and agricultural products
necessitated by the industrial revolution in Europe. Although before 1900, colonial
government did not show keen interest in agriculture, while there were many decisions of the
colonial state in regard to land tenure, fiscal and other financial matters impinging on
agriculture.?®

However, agricultural policies throughout most of the colonial period was consistent
in the emphasis placed on export crops, the neglect of local, social and economic conditions
and the neglect of food sector. In other words, colonial agricultural policies were
synonymous with efforts to increase the export of primary agricultural products, mainly to
Britain. But the contradiction between European economic interest and the best interest of
local farmers was evident from the neglect of subsistence agriculture through the pursuit of
cash crop economy especially cocoa. This view was corroborated by Olomola’s view who
opined that the colonial government promoted and encouraged cocoa farmers to continue to
produce cocoa to the extent that during the war time when it was difficult to sell cocoa outside
the country, colonial government continued to buy cocoa from local farmers and turned into
warehouse. The essence of doing this was to encourage cocoa farmers to continue to
produce.?® All these factors served as an encouragement to cocoa farmers in Ondo State and
other producing states in Nigeria to continue to produce and planting of more cocoa seed.
THE ERA OF COCOA BOOM AND ITS EFFECT ON COCOA FARMERS IN ONDO
STATE

The role of cocoa in the economic development of Ondo State has been a notable one
and had probably made a more important contribution than any other agricultural
commodity.3® Because of the economic importance of cocoa to both the people of Ondo State
and colonial government, the colonial government took a bold step to distribute cocoa seeds
to other places like Ibadan and Abeokuta. This led to the establishment of the first large scale

plantation in Ibadan province.®!
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Cocoa production made a significant impact on the economic life of people of Ondo
State. It generated employment for many household. The industry offers large opportunities
in generating rural employment. It is an important source of government revenue and this
industry was a main source of foreign exchange earner from Ondo State government until the
commercialization of petroleum in the late 1970s.3?

The effect of cocoa was also felt by the land owners. The increase in the area of land
under cocoa cultivation brought about two basic changes in the economic and traditional
structure of the state. There was a change in the Ondocustom of land tenure and cultivation.
The general acceptability of cocoa by Ondo state farmers forced tenure arrangement to begin
to alter from communal forms of ownership towards those of individual property right
adjustable through purchase and sale. Also, the massive cultivation of cocoa led to changes in
the pre-existing pattern of labour employment. The increasing demand for labour in Ondo
state contributed to the overall development of a different pattern of labour migration to Ondo
state.®

The massive cultivation of cocoa in Ondo state brought about economic change and
reduces the level of crime in the society. Many of the youth who engaged in thuggery took
the advantage of cocoa and many of them worked in cocoa farms as labourers while some
who had access to land became cocoa farmers.®* Cocoa attracted many people into the region.
This had very good implication of the economic development of Ondo people because as
population grows, traders also benefited as they experience quick turnover.®

It is equally important to note that the prosperity of cocoa had a positive impact on the
Ondo farmers. The role that cocoa played in the development of Ondo economy in the
provision of rising income for cocoa farmers cannot be overemphasized. The increased
incomes came mainly as a result of rising trend in world prices.%® The boom years for cocoa
came after the Second World War when there was an increase demand for cocoa with
virtually unchanged world supply.®” This was possible because of the encouragement given
to coca farmers by the colonial government. The economic benefit of cocoa cut across
individuals, communities and the government. As it has been explained earlier, the
production had greatly affected the idea of land ownership in the region. The increased
demand for good cocoa land made the latter a herculean task to come by because of its high

economic value.®®
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The spread of cocoa cultivation and the resultant commercialization of exchange of
various right to land, therefore, opened up new economic awareness and opportunities to
families and individuals who had or could establish control over any uncultivated forest land
in Ondo state. A transition from subsistence economy was the increase in people’s income
which cocoa provided.>® Some of the people interviewed adduced their success to the
plantation and production of cocoa.

It is important to note that, the people of Ondo State has been benefited in the cocoa
boom of 1970s, this manifested in the people’s life style, building styles, pottery, purchasing
power and increase in standard of living. During the cocoa boom, farmers had enough money
to purchase such valuable items like cars, motorcycles, bicycles, radio, television set.*
Besides these, durable goods most cocoa farmers spend a large of their income on capital
project such as building new houses, renovation of old ones and education of their children.
Oral interview with Pa. Akinola, a seasoned cocoa farmer opined that most cocoa farmers sent
their children abroad for further studies. Some of these farmer’s children who had
opportunity to travel abroad came back to establish commercial ventures in their various
towns such as petrol stations, hotels, private schools as well as given out scholarship to
deserving children of their communities.*!

THE DECLINE OF COCOA AND ITS EFFECT ON THE ECONOMY OF ONDO
STATE

Prior to the advent of crude oil economy, Nigerian government heavily depended on
cocoa which was known to be an important cash crop among the people of Ondo State. It was
the major source of revenue to both government, cocoa farmers and merchants. The money
realized from cocoa was used for implementing first development plan, 1962-1968.42 Before
the emergence of crude oil into Nigeria economy, the people of Ondo State witnessed an
aggressive and mass production of cocoa. Statistics revealed that over 60% of Ondo State
population engaged in the production of cocoa, that is to say, agriculture was the major
employer of labour as we had explained earlier, but the sector has been experiencing great
neglect since the advent and commercialization of petroleum in Nigerian economy in the early
1970s. This development had a negative impact on the economy of Ondo State by increasing
the rate of unemployment, abject poverty and widespread income inequality that hampered

the growth and development of the country at large.*
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Although, it has been argued that, apart from crude oil, there were other factors that
could have been responsible for the decline of cocoa economy ranging from level of illiteracy
among cocoa farmers inability to apply cocoa insecticide, lack of good and motorable road
from farm to city but among these, the advent of petroleum as noted marked the turning point
in the annual agricultural growth. The impetus, incentives, and mode of farming were
slaughtered on the alter of crude oil exploration.** The argument is that the oil boom year of
the 1970s which resulted in the virtual neglect of agricultural sector of the economy and the
rural base upon which it operated created a great disequilibrium in the economic opportunities
between the rural and urban areas. The oil boom led to rural urban migration to major cities
like Lagos, Ibadan, Port Harcourt etc. children of cocoa farmers abandoned their holding and
began to migrate to urban centres in search of easier lives. The large resources from oil
completely dwarfed contribution from all the other sectors including the agricultural sector
and most importantly, rather than attracting investment into agriculture, government decided
to focus attentions on urban projects.* This led to the total neglect of rural dwellers where the
buld of cocoa is being produced.

The testimonies of cocoa farmers in various cocoa farm settlements in Ondo State
gave credence to the government’s neglect of cocoa economy. According to Mr. Akinola, a
cocoa farmer in Bolorunduro, Ondo State, stated that the oil boom and subsequent
exploration of crude oil had a great impact on the socio-economic life of the Ondo people.*®
Apart from these, cocoa farmers were confronted with numerous problems which militate
against the development of cocoa in the area. Some of the problems are listed below:

i Accessibility to land.

ii. Lack of basic amenities, such as electricity, standard schools for cocoa farmer’s
children and functioning health care services.

iii. Problems of finance and inability of rural farmers to access credit facilities and loans.

(\2 Poor road network.

V. Insufficient good storage and processing facilities like where and how to prevent
cocoa seeds are inadequate.*’

The decline of cocoa production had effect not only on cocoa farmers but also on the
cocoa buying agents. Majority of these buying agents had gone to extinction as a result of

poor performance of cocoa in the study area. Because of government neglect on this sector,

IntellectualArchive Vol. 8, No. 1, January - March 2019

28



one after the other, most of these buying agents folded up as a result of the shift of focus from
cocoa as a source of foreign exchange earnings and the non-profitability of cocoa in
international market. These and other factors mentioned above had a great negative effect on
the economic life of cocoa farmers in Ondo State.

CONCLUSION

The study is an examination of the rise and decline of cocoa production and its
economic implication on cocoa farmers in Ondo state. It has been revealed in this study that
since the introduction of cocoa into the economy of Ondo State, the state had witnessed
positive changes in her economy, agriculture has been the major occupation that generate
wide employment opportunities for the people of the state. The introduction of cocoa in the
state had far-reaching consequences on the economic structure of the people of state simply
because of the encouragement given to cocoa production by the colonial government and by
the various missionaries brought significant changes in the socio-economic history of the
people of Ondo state. From about 1920’s till the 1970’sincome from cocoa constituted the
mainstay of development expenditure by colonial government. Cocoa farmers, merchants,
individuals and government benefited from cocoa boom of 1970s. Through money realized
from cocoa, cocoa farmers were able to embark on laudable projects and send their children to
expensive school.

It has been explained that the exploration and commercialization of crude oil had a far
reaching negative effects on cocoa production in Ondo state, the encouragement given to
cocoa farmers during the colonial and in post-colonial period were not given during the oil
boom, the introduction of crude oil economy had a negative impact on the production of
cocoa in ondo state. The advent of petroleum as noted marked the turning point in annual
agricultural grouth. The impetus, incentive, and morals of farming were slaughtered on the
alter of crude oil exploration. The oil boom led to rural urban migration to major cities which
later led to reduction in the population of rural dwellers. Apart from the aforementioned
reasons, the limitation placed upon the production of cocoa was due to lack of supporting
inputs and scarcity of complimentary inputs placed on farmers that will encourage farmers to

produce more such as planting materials
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Abstract

Ogun is a prominent god in Yoruba traditional religious belief. He is renowned and might not require
the introduction needed for some other deities in Yorubaland. This study examines the migration account of the
origin of the people of Ire-Ekiti, belief about Supreme Being (God) who is worshipped through gods in
Yorubaland prior to the coming of the Europeans and the indigenous culture in Ire-Ekiti before the advent of
Western Culture. The study focuses principally on the form of Ogun that does not enjoy prominence, which
represent a deviation from its other forms in Yorubaland. The focus of this study is to assess the heroic deeds of
Ogun, the deity on the evolution of Ire community in Ekiti State. The study examines the circumstances
culminating in the emergence of the celebration of Ogun, a deity in Yorubaland. Though Ogun is peculiar to the
Yoruba race, he will be discussed majorly within the boundaries of Ire-Ekiti. The study makes use of historical
analysis to achieve its objectives. To attain this, primary and secondary sources were used. Primary sources
include interview, praise poems, cognomen and rituals. The secondary sources include written materials e.g.
journals, textbooks, newspapers, monographs and internet materials.

Keywords: Festival, Ogun, Ire Ekiti, Yoruba deities, Culture
Introduction

Festivals are celebrated to preserve the cultural heritage of the society. As a socio-cultural
phenomenon, festivals are connected with various deities like Osun, Ifa, Sango, Obatala
among others to preserve their heroic deeds and attributes and as means of venerating them
(Olajubu, 1982). Festivals in Yorubaland represent auspicious occasions when people
celebrate religious, social, political and cultural events. Indeed, in Ire Ekiti, Ogun Onire
festival is celebrated annually to commemorate Ogun - the Yoruba god of war and heroism.
Ogun, god of iron, technology, war, roads and creativity stands for bravery and justice
(Adeniyi, 1987; Faluyi, 2017). Ogun is the guardian of the truth, the defender of the poor, the
oppressed and the downtrodden (Miraj, n.d). He is the patron of the guild of hunters, warriors,
road users and all those who work with iron equipment. Ogun holds a pride of place among

farmers and hunters in Yorubaland (Oguntuyi, 1979). Ogun is widely known and celebrated

IntellectualArchive Vol. 8, No. 1, January - March 2019

33


mailto:deolaleye@gmail.com

across Yorubaland. Only two other gods enjoy similar patronage as Ogun. The first is Ifa, god
of divinity and the second is Esu, the god who delivers sacrifices and offerings to the targeted
god (Barnes, 1997). Ogun festival is celebrated by every class in Yorubaland. Hence the
saying “t’eru t’omo ni n b’Ogun”, meaning — both slaves and freeborn celebrate Ogun

festival.

In Yoruba mythology; Ogun is referred to as “Oshin Imole” — the leader of the deities
because he led the other deities to earth. This is the reason he is frequently referred to as
“Olulana” and given this superior position among deities, he eats first during sacrifices
especially in blood offerings, since the knife or cutlass is made of iron (Faluyi, 2017). Thus,
Ogun remains the leader and pathfinder of other deities which include but are not limited to
Osun, Oya, Ifa, Obatala, Osanyin, Sango, Yemoja, as he is acclaimed to have cleared the path,
being a warrior and a blacksmith, and led the deities to earth. In affirming this and reiterating
the heroic deeds of Ogun, Ofeimun (2003) states:

whether from the standpoint of a creation myth in which Ogun is
the path-maker who cleared the way from the gods to humankind,
or the entrepreneur who produced the fire of civilization to lift
humanity from barbarism, or the war-monger who protects the
weak but could also devour them in sheer gore-mongering...Ogun
had become a twentieth Century deity, who superintended not
only over iron foundries that gave rise to modern civilization but
other scientific pursuits, beyond metallurgy, in electricity,
electronics and related feats.

0. Ogundola (personal communication, June 10, 2018) affirms that Ogun, who is often
erroneously believed to be a descendant of Oduduwa and given birth to in lle-Ife, was a
foreigner who journeyed to Yorubaland. His father’s name was Tabutu; his mother’s name
was Orororiran and he is said to have lived around 1383-1475 AD (Tinuoye, 2010). Ogun
during his lifetime was a skilled and renowned warrior, craftsman, hunter, blacksmith and
medicine man who has passion for war and was always ready for war. He was more than
skilled and renowned at war; he was an enthusiastic warlord, who delighted in war. Odu

Ogunda Meji, an Ifa verse buttressed Ogun’s tenacity and preparedness for war. It states that:
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Ile nimoti jade wa

Ona mi nimo n to

A dia fun Ogun Ejemu Oluwonron
Adigirigiri re bi ija.

Ogun was deified after his demise and he is presently being worshipped in the Yoruba nation
and beyond, as far as Cuba and Brazil (Tinuoye, 2010). The importance of Ogun and the role
he played in the history of Ire-Ekiti caused the people of Ire-Ekiti to immortalize him. His
outstanding performance earned him “Onire.” He became recognized as Ogun Onire meaning
Ogun of Ire or Ogun, owner of Ire. Ogun Onire festival is celebrated in Ire-EKkiti annually in
the month of August. The benefits of celebrating Ogun Onire include, but are not limited to:
promotion of peace, protection from accidents, bountiful harvest, wealth and prosperity,

safety and security, among others (Olaleye, 2017).
Historical and Geographical Description of Ire-EKkiti

Ire-EKkiti is a town in present-day Oye Local Government Area of Ekiti state in southwestern
Nigeria. The town is also called Ire m’Ogun because of its connection to Ogun, the Yoruba
god of iron. According to Olaleye (2017):

Ire is synonymous with Ogun, one of the traditional deities highly
revered by the Yoruba race. Even other tribes like the Benin and
Nupe have a high regard for the deity known as ‘the god of iron,’
being the first person to cast iron into cutlasses and hoes for
farming in Yorubaland or any town that so took its origin from the
cradle of the Yoruba race, ‘Ile Ife’.

The present day Ire-Ekiti has always been unknown with the name and has not always
occupied its present location. It used to be known as Oke-Ori or Igbo Irun (Ibigbami, 2011).
Ogun, his son, Dahunsi (who had been given the title “Onire” meaning the owner of fortune)
and his entire household travelled from lle-Ife to Igbo Irun. This development is not unlike
the widespread trend that runs through migration accounts of the traditions of Origins where
newcomers asserted themselves over the aboriginal inhabitants. Usually more sophisticated,
full of ambition and greedy for power, they absorbed the inhabitants and established
kingdoms (Oguntuyi, 1979).
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Ogun, the newcomer, established dominance on the aborigines and established his son,
Dahunsi, the king of Igbo Irun. Igbo Irun, having a king with the title of Onire (owner of ire)
while ire means fortune, became known as Ire. Ogun, having established dominance over the
kingdom of Ire, departed from them and embarked on military adventure. The Onire and the
people of Ire lived contentedly till the outbreak of smallpox epidemic. When the Ifa oracle
was consulted as regards the disease, they were instructed to go farther in the eastward
direction for better living. They moved eastwards for about four miles and settled in the
present site of Ire-EKkiti (Ibigbami, 2011). Ire Ekiti has an approximate population of 26,999.
Its neighbours are: to the west — Oye EKkiti (5.3 km), Afao Ekiti (5.6 km), Are EKiti (6.0 km);
to the north — Itapa EKkiti (4.0 km), Osin Ikole EKkiti (4.1 km) to the east —ljesha Isu (6.3 km),
to the south Igbemo (3.3 km), Ijan (7.0 km) (“Ire Ekiti”, 2016).

The Political Structure of Ire-EKkiti

The traditional political system of Ire-EKiti is monarchical, and there exists a hierarchy of
authority from Onire (king) down to the Baale (father of the house). The Onire is a
constitutional monarch who performs executive, legislative and judicial functions with the
help of his chiefs who represent their various quarters. Succession to the throne of Onire is
hereditary. The Onire equally performs religious duties on behalf of the town. The Onire and
his Council of Chiefs form the highest governing body in Ire Ekiti (Akinjogbin & Ayandele,
1980). The headquarters of the administration is the Onire’s Aofin (court) where the chiefs
converge, in association with the Onire in making decisions for the entire town. Some of the
chiefs include Asaba, Ejelu, Oniyein, Eyelaye, Olomodire, Alawe, Ajagio, and Odofin. S.
Oguntile (personal communication, November 15, 2017) affirms that the chiefs perform
judicial roles in their various quarters and only grave offences were taken to the king. The
Olori Ebi (head of the family), usually the oldest male in an extended family controls the
affairs of the family and resolves disputes among members of the family. Each Baale (father
of the household) exercises administrative power over his household as he deems fit, within
the confines of the law.

Social Administration of lIre-EKkiti

The family remains the first social institution where the Baale (father of the household) is

virtually everything to his people. He leads the religious and social functions of his family.
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The town is organized into societies using age-grouping. A person enters the service of the
town at about the age of thirteen. Each age group association has its officials and duties to the
town. Such duties include, cleaning of the streets, clearing of paths leading to the market,
fetching of water, fetching of firewood, digging of graves, assuming the roles of soldiers,
punishing public offenders, while the last age group resolves disputes. The guilds of trade like
hunters and herbalists perform their various duties in physical and spiritual defence of the
town respectively. Though few of these duties did not survive western civilization, others are,
however, considerably in practice. O. Fatuki (personal communication, March 12, 2018)

confirms that, of the principal quarters that form Ire EKiti, each possesses its own age group

known as:

Age Group Age Range
i. Egbe Mojiyankan: 13 years to 24 years.
ii. Egbe Eqgiri: 25 years to 34 years.
iii. Egbe Ekoron: 35 years to 44 years.
iv. Egbe Esape: 45 years to 55 years
v. Egbe Esa: 56 years to 69 years.
vi. Egbe Agba: 70 years upwards.

Origin of Ogun Onire festival

In Yorubaland, Ogun is found to be the cult which provides the most festive socio-political
ritual celebrations of the year (Adegbola 1983). The Ogun Onire festival is celebrated
annually in Ire- EKiti in memory of Ogun. The Origin of Ogun Onire festival is woven around
the deeds of Ogun, while he was mortal. Legend maintains it that when Ogun was returning to
Ire in search of his people who had moved from their previous settlement, he came across a
group of people holding Ujo Oriki (a silent meeting). Since speaking was forbidden at the
meeting, they could neither greet Ogun nor acknowledge him. Ogun got angry because he was
not spoken to and was not offered palm wine. Ogun unsheathed his sword and massacred
many of the people at the meeting (Ibigbami, 2011). When the tragic news of the horrific
massacre got to the king Dahunsi, he recognized the perpetrator as his father — Ogun. The

king ordered and supervised the preparation of food and drinks for Ogun.
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Ogun realized he had killed his town people when his fury abated. He went back the way he
came and met a man who appeased him with roasted yam and palm wine. After he had been
appeased, Ogun invited the people and promised to come to their aid whenever he was called
upon for help. He taught them how to call him, drove his sword into the ground, crouched on
it and was swallowed by the earth at a place called lju. The man who appeased Ogun became
known as Elepe — the one who appeased, and his children after him became the custodian of
lju, never again to behold the king of Ire (Balogun, 2014). In Ire, reputed to be the place of
abode of Ogun when he left lle-Ife and, therefore, the home of his first foundry, the annual
Ogun festival celebrates his heroic exploits with his people and his last days among them.
When after a senseless slaughter of his people, he vowed to them his protection whenever
they call upon him (Tinuoye, 2010). M. Ariyo (personal communication, July 28, 2011) states
that the festival is believed to have started during the reign of king AlagbaJujuke. The festival
primarily included a legitimate act of war where people who were immune to the effects of
iron weapons confronted each other with machetes. The fighting is done in remembrance of

Ogun — the great warrior and ancestor of the people of Ire Ekiti.
The differences between Ogun Onire and other brands of Ogun

Ogun is universally acknowledged as an indispensable god in the Yoruba traditional belief
system (Daramola & Adebayo, 1975; Gleason, 1971). He is regarded as the owner of all iron
and steel. Thus, his celebration cuts across all professions. He is also called Olulana (he who
secures the road) and road users are also expected to celebrate him. Ogun is, therefore,
celebrated everywhere in the Yoruba speaking country whether by individuals or the
community at large. Ogain, Lakaaye, Oshinmole, Olulana or whatever name they choose to
designate him refers to Ogun. The differences in the various brands of Ogun like Ogun Alara,
Ogun Onikola are predominantly seen in their various modes of celebration. It is only Ogun
Onire that accepts the sacrifice of a ram from the Onire because a son worships his father with
a ram. Ogun Onire is usually the first to be celebrated in the year. This occurs in August every
year in Ire-Ekiti. Ogun is thereafter celebrated in other towns. For instance, it is celebrated in
the month of September in Ondo and October in Irun Akoko. The celebration of Ogun in
other places employs the use of masquerades. And at other times, passers-by are coerced to

part with their money with the threat of flogging and/or blue dyeing. The celebration of Ogun
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Onire is more elaborate than others. Carved images of Ogun, his mother and wife and not
masquerades are used during the festival since they are no masquerades in Ire EKiti. An ljala

verse emphasizing the differences goes thus:

Ogun Meje

Ogun meje I’Ogunun mi
Ogun Alara ni n gbaja

Ogun Onire a gbagbo

Ogun Onikola ni n gbagbin
Elemona a gbesun isu

Ogun Akirun a gbawo agbo
Gbenagbena eran ahun nii je

Ibe I’Ogun- makinde ti d’ Ogun I’eyin Odi.

Translation

Seven Brands of Ogun

There are seven brands of Ogun.

Alara’s Ogun is given a dog

Onire’s Ogun is given a ram

Onikola’s Ogun is given a snail

Elemona’s Ogun is given roasted yam

Akiirun’s Ogun is given the horn of a ram
Gbenagbena’s Ogun is given the flesh of a tortoise

Away from home the dance artist presents self as Ogun- the brave traveler himself.
The Connection between Ogun and Onire

Ogun (god of iron) during his lifetime had a son called Dahunsi who was equally known by
the name Onire. Onire became the first king of Ire-EKiti. Subsequent kings of Ire assumed the
title of Onire and in the common parlance, claim they were descended from Ogun. To such a
degree, Ogun is believed and regarded as the father of the Onire, starting with the first to the

present Onire. This is further confirmed in Odu Idingbe, an Ifa verse which says:
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“Aja, awo Onire lo difa fun Onire
O I’ehoro I’ebo

Agbo, awo Onire lo difa fun Onire
O I’ehoro I’ebo

Akuko, awo Onire lo difa fun Onire
O I’ehoro I’ebo

Ehoro, awo Onire lo difa fun Onire
Nigba ti ko ri iba ile baba re mo
Nje ta lo £ Ogun han Onire?

Ehoro, oun lo fOgun han Onire
Ehoro.”

Translation

The dog was Onire’s divine

Who cast divination for Onire

And told him to sacrifice the hare
The ram was Onire’s divine

Who cast divination for Onire

And told him to sacrifice the hare
The cock was Onire’s divine

Who cast divination for Onire

And told him to sacrifice the hare
The hare was Onire’s divine

Who cast divination for Onire
When his father’s blessing on him was waning
Who helped to reconcile Ogun and Onire?
The hare was the one

Who helped to reconcile Ogun and Onire

The phrases in this Ifa Verse which indicate the relationship of Ogun and Onire are:
“The hare was Onire’s divine

Who cast divination for Onire
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When his father’s blessing on him was waning

Who helped to reconcile Ogun and Onire?

This verse clearly shows that Ogun is the father of Onire. O. Ogundola (Personal
communication, June 10, 2018) corroborates this verse that the dog, ram and cock are used as
sacrificial items for Ogun because none of them could reconcile him and his son. But this is
not the same for the hare who succeeded in the reconciliation attempt between Ogun and
Onire. The hare is therefore never sacrificed in the worship or celebration of Ogun Onire
festival.

Conclusion

Ire-Ekiti remains a social and political entity with sectional and central administration for
effective governance. Starting from the family, through the quarter to the town as a whole,
power and authority increases from each stage to another. The uniqueness of Ire-EKkiti that
attracted Ogun and his family to establishes settlement is still present and can be still seen not
only in geography, but also in the celebration of Ogun Onire festival. The importance and
appreciation of Ogun remain the basis for the celebration of Ogun Onire festival. The festival
is directed at celebrating Ogun, the founder of Ire-EKkiti. It is indisputable that Ogun Onire
festival is of great importance to the people of Ire-Ekiti and Yoruba culture at large. Ogun
Onire pre-dominates other brands of Ogun and as such, must be invoked during the
celebration or worship of other brands of Ogun.
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Digital Painting: Creation Artwork
in a Graphic Editor

Perova Olga
Master of Engineering and Technology

Abstract
With the proliferation of the Internet and the advent of new technologies, many modern artists have begun
to give preference to a computer, and work exclusively in graphic editors. The process of changing the traditional
tools of the artist, such as an easel, brush and paints, to a graphic tablet is being actively pursued. It is early to say
that traditional art is being supplanted by digital, but the trend has already been outlined.

Digital painting is not significantly different from traditional painting. Only the tools have changed, but
the laws of composition and color rendering remain the same. It is fair to say that the use of modern technologies
has facilitated the implementation of some tasks, significantly accelerated the process of drawing.

The author examines some of the features of work in digital editors, describes the techniques for
constructing composition, head and body drawing. In addition, parses the design features of the image of
characters in various styles.

Construction and drawing of a head with the proportional relations
method

In order to achieve mastery in one of the main sections of the academic drawing - the
image of the human head - the artist must study a number of basic rules concerning the
anatomical structure, the laws of perspective and the design of the form. But, despite the
general foundation of knowledge, drawing “from life” and drawing “according to the
imagination” have some differences. An artist working in kind has the ability to compare his
drawing and the object depicted, analyze the result and correct mistakes; drawing by
imagination is deprived of such a possibility [3].

However, for drawing by imagination, there are methods for constructing a human head,
based on the ratio of the proportions of its various parts. These proportional canons were
defined in antiquity, and the underlying laws are still true.

To work on the head pattern, it is useful to know the name of the main parts of the skull:
1.Frontal 2.Parietal 3.Temporal 4.Sphenoid 5.Zygoma 6.Maxilla 7.Mandible 8.Occipital
9.Nasal bone (Fig. 1).
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Fig. 1. The main parts of the skull.

In general, the human head can be described as an "oval”. Its spatial design is formed by
two geometric figures: a sphere — a skull, and a polygonal block that simulates the jaw and
cheekbones. Cutting the sides of the sphere, the circle should be divided into four equal parts,
of which the vertical line is the beginning of the jaw line and the horizontal line is the line of
the eyebrows (Fig. 2).

T |

Fig. 2. The division of the sphere into parts

Placing your head in simple shapes, you can easily imagine its position in space. It is
necessary to draw a rectangular parallelepiped at the desired angle, dividing it into three equal
horizontal parts. The parallelepiped is a kind of container within which a sphere truncated from
both sides and a polygonal jaw block will fit. In this construction, the upper line corresponds to
the line of the eyebrows, the middle line to the nose, the lower line to the end of the jaw

(Fig. 3).

After the artist determines the position of the depicted head in space, he can begin to
draw a face using the proportional relationship method.
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Fig. 3. Construction through simple shapes

The first method: division into three equal parts.

First you need to draw an oval in the shape of an egg. (a) Then divide it into 3.5 equal
parts by horizontal lines, as indicated in the figure. The top line is the hairline. The middle one

is the brow line, the bottom line is the tip line of the nose. Next, divide the oval in half by a
vertical line. (b)

Mark five equal vertical lines. The distance between the lines is the width of the eye. (c)
(Fig. 4).
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Fig. 4. Construction on the first method I.

Now you should sketch out the eyes, eyebrows, nose and mouth. The corners of the
mouth correspond to the center of the pupil of the eye. The lower lip lies on the segment

number 3. (d) Add parts and mark cheekbones - they start just above the middle of the ear. (e)
At the end add shadows and remove construction lines. (f) (Fig. 5).

The second way: the width of the eye as a module.
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Fig. 5. Construction on the first method I1

First you need to draw an oval in the shape of an egg. Divide it into 4 equal parts by
vertical and horizontal lines. (a) Similar to the first method, mark five equal vertical lines. The
distance between the lines is the width of the eye. (b)

On segments 2 and 4 to depict the eyes. At a distance of one and a half eyes will be

located the tip of the nose. The height of the ear is equal to the distance from the tip of the nose
to the upper eyelid of the eye. (c) (Fig. 6).
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Fig. 6. Construction on the second method 1.

Next, mark the lower border of the lips at a distance equal to the width of the eye,
measuring it from the tip of the nose. The height of the lips is approximately equal to half of the
segment. (d) Add eyelashes, hair and details, falling shadows. (e)

If the work on the picture is carried out in a graphic editor, it is advisable to display the
picture horizontally. So you can see the errors: distorted parts of the face and irregularities.
Distortion is clearly visible on the displayed figure. (f) This happened because of the not
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absolutely equal shape of the oval. The symmetry of the face should be checked constantly
(Fig. 7).

Fig. 7. Construction on the second method I1.

It is not recommended to speed up your work by copying one of the parts of the face
until the artist has enough experience. You need to try to correct the errors yourself.

The third method is the fastest and easiest to perform.

You need to draw an oval and divide it into 4 equal parts. The resulting horizontal
segments divided in half. Above these points will be located the centers of the eyeballs. Next,
divide the lower half of the vertical into 5 equal parts. Mark the nose on line number 2. The lip
line will lie on line number 3 (Fig. 8).

Fig. 8. Construction on the third method I.

Draw on the resulting points the eyes, nose and lips. Outline the ears between the nose
line and the upper eyelid of the eye. Display the picture, check it for symmetry and distortion.
Finish your eyebrows, eyelashes and lips. Add hair and drop shadows (Fig. 9).

It is necessary to clarify the proportions of a person according to the rule of an
equilateral triangle. With the help of a triangle, you can determine the relative position of the
eyes and mouth.
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Fig. 9. Construction on the third method II.

The width of the face is about 5 eyes. The lines of the chin and cheeks can also be
identified and verified using the eye module (Fig. 10).

Fig. 10. Construction on the third method I11.

Thus, using the method of proportional ratios, the artist can always control the accuracy
and accuracy of the head drawing. Due to its simplicity and accessibility, the method is suitable
for both specialists and beginners.

Drawing character in different art styles

Hand-drawn animation (animation) appeared at the end of the 19th century and was
most developed in the first half of the 20th century, with the advent of the animated films of
Walt Disney. In 1936, the Soyuzmultfilm studio was founded in the USSR, in 1952 the first
French cartoon full-length cartoon "Shepherd and the Chimney Sweeper” was released, and in
1958 Japan created its own unique style of hand-drawn animation — anime.

With the spread of animation, the ways of drawing characters developed and developed,
acquiring characteristic features. Various schools of animation borrowed artistic techniques
from each other, reinterpreting them according to their vision and embodying them in a new,
unlike anything else. To date, there is a fairly extensive list of ways to depict characters, each
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of which can be attributed to a particular animation style at a glance [5]. Work with the
proportions of the human body, the anatomical features of the structure and the manner of
execution of the eyes have become the hallmarks of the art of depicting characters. One of the
most recognizable styles is the work of the Disney studio and the Japanese characters of anime
films.

Disney style was formed in the 1920s, when Walt Disney founded his studio. In 1937,
the full-length animated film "Snow White and the Seven Dwarfs" was released, bringing
tremendous success to the creator and laying down the traditions of classic Disney princesses.

It is by the example of one of them, the Little Mermaid, that will further be considered
ways of depicting characters in the style of Disney and in the style of anime.

The proportions of the body of Disney characters are generally similar to the
proportions of an ordinary human body, but, as a rule, are somewhat shortened in height. For an
average person, the height of the head is about seven - seven and a half times it fits in the
height of the body, while at Disney this figure decreases to six. The head itself is larger than
that of an ordinary person, a few "childish” species. Neck thin, indistinctly pronounced
shoulder girdle. Waist, on the contrary, should be read very clearly, while the hips are strongly
narrowed. Legs and all parts of the body should be without obvious muscles. The character has
overall softness of the line and a feeling of flexibility. The shape of the face with a pointed
chin, the size of the eyes is much larger than human ones (Fig. 11).

Fig. 11. The proportions of the Disney character.

Eyes are depicted larger, rounded, but with tapering corners. The contour is closed,
eyelashes are emphasized by a wide line. On the iris and on the pupil use pure monophonic
fillings without effects of multi-layeredness and falling shadows; a highlight is located above
(Fig. 12).
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Fig. 12. Eye of the Disney character.

Anime - Japanese animation with a very characteristic character rendering. Contrary to
popular belief that the anime in its current form is derived exclusively from Japanese culture,
this style arose under the influence of Western animation. The founder of the style Osamu
Tezuka was inspired by American cartoons [1]. In particular, the character Betty Boop
influenced the appearance of the most remarkable feature of anime characters — a greatly
exaggerated eye size. In this case, as a rule, the mouth and nose are shown conditionally.

The proportions of the body are more elongated in comparison with the proportions of
the characters of Disney, the height of the head is about seven times in height. The figure is
clearly delineated, with pronounced shoulders and developed hips, due to the orientation of the
anime — cartoons to a more adult audience. The hair is depicted in large strands, in general,
similar to the Disney style. Fingers are represented in sufficient detail and plastically (Fig. 13).
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Fig. 13. Anime character proportions.

Unnaturally big eyes are the hallmark of anime characters. They provide basic
information about the character as a whole, his age, emotional state, positive or negative
character. When drawing, they first of all outline the size of the eye, then designate the upper
and lower eyelids, taking into account the almost round shape of the eye. The size of the iris
and pupil is determined based on the characteristics of the character - for example, the negative
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or crazy character will have a pupil-point. The contour of the eye is often not closed, the upper
lashes are collected in a single volume. The presence of glare is obligatory, often a falling
shadow from the upper eyelid is drawn on the surface of the eye (Fig. 14).
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Fig. 14. Eye of anime character.

Chibi is one of the graphic styles of Japanese comics — manga. In anime — cartoons,
such characters look deliberately cute, speak in a childish voice, and often have a capricious or
nervous character. Characters made in the style of "chibi" have much more pronounced
hypertrophied proportions, in comparison with the other styles listed above. Chibi is
characterized by a huge head, which occupies 1/2 of the body (the word “chibi” in Japanese
means a small person or child). This kind of characters are used to underline the comic image,
or for a more vivid expression of emotions, since the "chibi" has large eyes that occupy most of
the face.

A chibi character must be small in size, 3 or 4 times smaller than a standard anime
character. When constructing a body, two circles should be drawn, of which the upper circle is
the size of the head. In the lower circumference, about a third is allocated under the torso, the
rest is occupied by the legs. The hands of “chibi" are small and short, fingers are depicted
schematically. If the character has his feet, they should be drawn conditionally, in the form of
wedge-shaped elements (Fig. 15).

Fig. 15. Character proportions — chibi.
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Despite the large head, chibi characters have a relatively small face with large eyes. The
nose is absent, or it is scheduled conditional stroke, the mouth is very small. Eyes - the main
and most developed part of the face. The shape is rounded, with a lot of highlights and a falling
shadow from the upper eyelid. The main part of the upper eyelashes is drawn in a solid array
with a small "arrow" on the outside (if the character is female) (Fig. 16).
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Fig. 16. Eye of chibi-character

It should be noted that the styles of the image of animated characters have long gone
beyond the limits of animation. Today, they can be found in computer animation, video games,
comics and toys. However, the characteristics remain the same, and knowledge of the basic
distinctive features of styles allows the character specialist to work in various fields.

Picturing a person's figure given to the capabilities of modern graphic
editors

In The Treatise on Painting, an Italian artist and scientist Leonardo da Vinci writes that
drawing from life should be the basis of the methodology for teaching drawing. So the student
studies the characteristics of the structure and shape of the depicted object, carefully observes
and reflects. Drawing from nature, according to da Vinci, increases the efficiency of learning
and is of interest to the knowledge of life.

The findings of one of the largest representatives of the art of the High Renaissance are
relevant to this day and do not disagree with the modern views and attitudes of the academic
drawing. However, in those times and now artists are seeking means and ways to speed up,
simplify or improve the creative process of drawing.

For example, Leon Battista Alberti, a leading theorist of Renaissance art, one of the
founders of the new European architecture, recommended that painters use a curtain of
transparent fabric, tracing paper or muslin. The veil was drawn on squares and placed between
the eye and the plane of the image, grafted into the same squares. This method was based on
the principle of strict observance of the laws of perspective. In order to maintain a single line of
the horizon (level of vision) and a vanishing point, a special device was attached to the curtain
— a "window of view". In addition, for working outside the workshop, Alberti used a special
small camping veil that he could carry around.
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The recognized master of the Western European Renaissance, the German painter and
graphic artist Albrecht Direr wrote: "A Guide to Measurement with a Compass and a Ruler,"
where he outlined a number of perspective rules. Direr first proposed using the method of
orthogonal projection for perspective design.

The above craftsmen lived and worked in the 15—16 centuries. Obviously, with the
advent and mass distribution of computers, many contemporary artists who have switched from
traditional painting to digital have incomparably greater technical capabilities.

Graphic editors fully model and copy the traditional tools of the artist. Digital painting
is based on the same academic laws as traditional, but, unlike it, almost never involves drawing
from life. In the workplace of a digital artist - a computer, graphics tablet, one or two monitors
—in principle, does not imply the real presence of the depicted object [4].

As the Renaissance masters sometimes used the devices and devices available to them
for more accurate drawing, so the modern artist uses a number of methods of construction.

As an example, consider these methods in relation to the image of a human figure.
— Sketching by photo.

In the artistic community, this method has an ambiguous reputation and is often
presented in a negative way. Drawing does not require the artist's skills in building shapes,
knowledge of anatomy and design features of the form. A fair comparison will be made with
traditional artists who have been convicted of pre-printing an image on canvas and then putting
paint over the print.

However, painting from a photograph is the easiest and most accessible way. Virtually
all graphic editors allow you to upload a photo image and work on top of it. The artist becomes
available not only the form that he can simply circle, but also the colors of the photo, the
lighting, the surroundings.

The artist has access to online photobanks with a huge number of photographs of
models in various angles. Some of them are distributed for a fixed price, some can be used for
free. If necessary, a specific angle, unavailable in the photobank, the artist can personally make
the desired photo, using as a model someone from relatives, friends, or himself in the mirror
image.

The artist can also transform a photo image using the built-in graphic editor toolkit. He
can increase and decrease the whole image or any part of it, distort the shape, adjust and adjust
color and light, tone and saturation.

Despite the ethical aspect described above of using photographs in the artist’s work, this
technique is more than justified in certain areas where the final image is not presented as a
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unique, independent work. For example, in the production of video game content, in conceptual
designs and sketches, where the image of a person directly does not play a decisive role.

— Using a 3D model.

The three-dimensional model replaces the artist's real model. A 3D model, unlike a two-
dimensional plane photograph, can be unfolded, adjusting its position to the desired angle;
High-quality 3D-model has hinged bendable limbs for more fine-tuning. In a sense, the artist
works with a flexible dummy capable of taking on any position.

The advantages of this method are the ability to set the model to the correct angle.
Finding the right photo sometimes takes an unreasonable amount of time; In addition, even a
selected photo image may not be absolutely true to the artist's plan.

After setting up the model is completed, the artist proceeds to drawing. At this stage, he
either takes a snapshot of the resulting angle and then works with him as with a photograph,
with all the pluses and minuses of this method; or draws an image, looking at a 3D model,
imitating a drawing from life.

Probably, working with high-quality 3D-models could be more common, but even in all
the multitude of Internet content it is relatively difficult to find them. In addition, the artist may
require additional software installed on the computer, regardless of the graphic editor.

— Brushes with the option to draw shapes.

In such graphic editors as Adobe Photoshop, the user can access extensive brush
settings. In addition to brushes that imitate watercolor or oil painting, pencil stroke, or even a
quill pen, the artist can create a brush that leaves a mark in the shape of a silhouette of a human
figure [6].

To do this, some preliminary work should be done, namely, to draw, first of all, directly
the figure itself, using any method, including the two described above.

Then, the resulting silhouette figure is attached to a specific brush, with which the artist
sets the name, for example, "Brush_figure_1". Then each trace of this brush or, figuratively
speaking, each touch of the brush to the canvas will leave a mark in the form of a silhouette of
a figure. Of course, there cannot be any particular flexibility of speech — the artist has only a
specific, given silhouette with minimal editing options.

This method may seem absurd. However, it is indispensable for digital artists working
with the concepts of the environment. It can be concepts for video games, movies and other
things.

Suppose an artist needs to paint a not too carefully drawn concept of a fantasy world,
where the center of the picture would be the market square of a fairytale city with a crowd of
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people. He will depict the city walls, the square paved with stones and rag stalls, after which he
will need to sketch a crowd of hundreds of people.

Instead of manually drawing dozens of shapes, the artist uses his brushes with the
option to draw shapes. Having a large set of brushes with figures from several different angles,
he quickly places them across the square, changing color, scale, making mirror copies or
combining various elements from different shapes.

In this way, the artist will quickly achieve the feeling of extras without extra work.
— Collage.

As with the use of the brush with the option to draw shapes, the collage is more suitable
for quick and not very carefully worked out concepts and sketches than for completed full-
fledged works of art. In a community of digital artists, a collage is known as photobashing.

At its core, it is similar to the depiction of a photograph. In the collage also used images,
but, as a rule, in larger quantities.

The artist working with a collage collects a figure from fragments of various photos.
This style does not imply a mandatory stroke and drawing over the photo. The resulting figure
in its final form may consist of clearly different fragments, producing a somewhat slovenly
impression.

Despite this, the specificity of drawing concepts fully admits a similar style. When a
digital artist is faced with the task of creating several concepts during a working day, mainly
conveying an idea, a general style and atmosphere, a quick collage, like brushes with the shape
drawing parameter, will be the best solution.

Working on a composition in a graphics editor

Composition - an organizing element of the art form, connecting disparate details into
an organic and integral structure. Compositionally verified pattern, in which objects are
connected with each other by semantic and spatial arrangement, is perceived as a single
product, regardless of the number of objects present on it. This is one of the fundamental
foundations of fine art, true not only for traditional, but also for digital painting. Despite the
fact that the classical definition of composition appeared almost six hundred years ago in the
era of the Italian Renaissance, modern artists working in graphic editors on a computer follow
the same compositional rules. At the same time, they have incomparably large technical
capabilities - a leap in the development of information technologies has opened new methods
and techniques in the field of visual arts. In particular, raster graphic editors (like Adobe
Photoshop) have a functional that allows you to easily transform and modify a drawing at any
stage, which has a very positive effect on the early stage of working with composition [2].
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Before you begin work on the construction of the composition, you should carefully
consider the content of the future picture and its semantic content. The artist needs to decide
whether he wants to see his picture static and balanced, or, on the contrary, convey movement
through a dynamic composition. It is also necessary to clearly identify the central element of
the picture, the so-called compositional center, and to focus on it.

For precise positioning of elements on a virtual canvas, you should use guide lines -
with their help, you can quickly outline a composition grid, convenient for working with the
"rule of thirds", according to which the sheet is divided into 9 parts using 2 parallel horizontal
and 2 vertical lines. In such a grid, objects are located, as a rule, at the intersection of lines, or
on the line itself (Fig. 17a).

In a similar way, a grid of guides can be used to build a composition according to the
golden section, spiral (Fig. 17b) or diagonal (Fig. 17c) rule (Adobe Photoshop graphics editor
does not have diagonal guides, you will have to draw them manually).

a b c

Fig. 17. Construction of a composite grid along the guides: a) rule of third; b) spiral golden
section; c¢) diagonal golden section.

Next comes the work directly on the composition. As a rule, several quick sketches are
performed with the search for the most successful option. After this option is chosen, the artist
can carry out an additional step of finalizing the composition using the tools of transformation
and deformation, or simply move objects on a virtual canvas, finally adjusting their location.

The transformation menu provides access to the following actions: increase and
decrease, rotate, flip, tilt, warp, perspective distortion and curvature. Zooming in and out,
combined with moving an object, allow you to make nuanced compositional changes that
would be impossible or extremely difficult in a traditional drawing (for example, you would
have to erase the object and draw anew in a pencil sketch) (Fig. 18).
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Fig. 18. Zooming: a) original composition; b) objects moved, resized, left apple in transform mode.

The rotation function allows you to rotate the object relative to the selected center
(Fig. 19a). This can be done both with individual objects, and with all at the same time.

Moreover, rotation (like any other transformation) can be applied to any area of the
object. The same applies to the mirror image of an object or its part.

"Tilt" is a warping function. The object is placed in a virtual quadrangular container,
each of the corners of which moves horizontally or vertically, changing the geometry of the
object (Fig. 19b).

b0
o

Fig. 19. a) Objects are deployed relative to each other b) tilt change.

The principle of the "Distortion™ operation is similar to the "Tilt", with the difference
that in the process of distortion the corner points of the transforming container can move not
only horizontally or vertically, but also along diagonals (Fig. 20a). This makes the distortion
function a more flexible tool.

In the transforming container "Perspectives”, the two nearest corners have a mirror
connection, allowing to make perspective distortion of objects with symmetric accuracy
(Fig. 20b). At the stage of work on the composition, the artist often comes up with new ideas
regarding the general concept, and they can be implemented in the form of new sketches; but in
some cases it is more productive to use the previous versions, reworking them accordingly to

IntellectualArchive Vol. 8, No. 1, January - March 2019

57



the new idea. In such cases, the perspective transformation becomes the best choice, as it
allows you to quickly transform objects under a new angle.

The next function, "Warp", places the object in a grid of nine cells (Fig. 20c). Of all the
listed tools, this one is the most thorough and opens up wide possibilities for transforming an
object, since the operations that modify an object are carried out not at the expense of external
reference points, but occur "inside™ the object. Of course, this kind of deformation significantly
distorts both the object itself and its contours, so that it is suitable mainly for preliminary
compositional sketching.

Fig. 20. Transformations: a) distortion; b) perspective; c) deformation.

The following tool has a more complex structure and principle of operation. In the Adobe
Photoshop graphic editor, it has the name Puppet Warp (Fig. 21). A fine mesh is superimposed
on the object; on the grid, the artist places the reference points, fixing them in places or making
them moveable. Similar to the puppet's principle of operation, in which the joint nodes move
relative to each other, the points in the transformed object are deformed according to the
anchored points. With regard to the composition of the figure, such a functional allows you to
change the position of the figure: for example, bend the hand of the depicted person in the
elbow, make a bend of the tree.

a b
Fig. 21. a) original image of figure; b) changing the position of the figure using the
"puppet warp".
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Building a composition, it is necessary to take into account some specific features of the
digital drawing. Such images, as a rule, exist exclusively in digital representation, are exhibited
in online galleries and distributed via the Internet. Therefore, the image format must meet the
needs of the audience of digital artists. For example, so that the composition is located within
the framework of such aspect ratio of the sheet, which as a result would allow using the image
as wallpaper for a computer desktop (16: 9). Of course, this is not a mandatory requirement, but
you should not neglect the requirements of the modern community of digital artists and fans of
digital painting.
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Abstract

Lesya Dychko wrote opus "Solemn Liturgy of St. John Chrysostom"in 1999 for soloists and mixed choir
a capella. In general, the composer wrote three modern liturgies in Ukrainian. Such an act is a manifestation of
patriotism, the mental depth of her soul, spirituality, philosophical worldview. Lesya Dychko continues the
tradition of liturgies of Ukrainian composers Nikolay Dyletskyi, Maxim Berezovskyi, Dmitryi Bortnyanskyi,
Artemii Vedel’, Yevhen Stankovich, Myroslav Skoryk. Her "Solemn Liturgy" consists of 20 completed fragments,
in which the author adheres to the liturgical canons. Lesya Dychko's liturgy has three options for a contemporary
work: the individual compositional technique, folklore orientation, and semantic loading of the choir textures
(traditional baroque musical rhetorical figures). Their comprehension and assimilation in musical practice will
enrich the professional resources of the future specialist, provide a solid intellectual basis of activity. This is
dormouse technique, vivid phonism, colorful sound of chords, kluster consonance. Another interesting modern
technique of composer is the aleatory, improvisational, symbiotic and collage polystylistics, aleatory. The neo-
folklore component of the liturgy style is manifested in the means of musical expression, which are characteristic
of folklore: the lack of number of voices, order variability, parallel motion of voices in pure intervals; episodes in
the non-wide range, as well as the free size that is subject to the text. From the era of Baroque Lesya Dychko's
musical rhetorical figures and symbols.

Key words: liturgy, traditions, sacred music, modern composition, harmony, monody, musical folklore,
genre, synthesis, Dychko.

IMocTanoBka npodsaemu. J[yXoBHIM My3HUlll y Cy4acHOMY CYCIIIbCTBI BIABOJUTHCS
3HauHe Mmicne. Jlecs BacumiBra Jluuko — mepina KOMIO3WTOpKa B YKpaiHi, 11O BHEC/A B
CYBOPHII KaHOH IIEPKOBHOI JITYPriiHOT My3UKH MEBHI HOBAIlil, IKI CTOCYIOTbCSI KOJIOPUCTUKH
0apB cy4acHOi TapMoHii (COHOPUCTHKH), 3ac00iB MOMioHIi Ta OCOOIMBOTO BOKAIBLHOTO
03By4yBaHHS MOJUTOB. L{luM BoHa 3poOuia HEMMOBIpHHUI TPOPUB, TOBHICTIO MOJIEPHI3yBaBIIN
YKpaiHCBKY yXOBHY XOPOBY MY3UKY Y PUPO/IHIN 1l HEOPOIBKIOPHI CTUITICTHUIL.

YV xopoBomy kiaci muctenibkoro BH3 HeoO0X1AHOI YMOBOIO € PO3IIUPEHHS 00pa3Ho-
CTHJILOBHX TOPH3O0HTIB pENepTyapy — MY3HWKH, Ky MalOyTHili BHKOHaBeIlb Ta BHKJIAgad
npakTuyHo omaHoBye. B Jlityprii Jleci Jluuko HasiBHI Tpu mapaMeTpu Cy4yaCHOTO TBOPY —
IHAMBIAyanbHa TEXHIKA KOMIO3HINI, (OIBKIOPHA OpIEHTAIliSl CTUII0 Ta CEMaHTHYHA

HABaHTaKEHiCTh XOpoBOi (pakTypu (TpamuiiiiHi 6apoKOBi My3HYHO-pHTOpUYHI (irypm). Ix
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OCMHCJICHHS Ta 3aCBOEHHS Y MY3MYHO-TIPAKTUYHIHN JISITBHOCTI 30aratuth Mpodeciiiti pecypcu
MalOyTHBOTO (haxiBIIsl, HAJACTh MIIHE IHTEJICKTYaJIbHE MiAIPYHTS TisUIbHOCTI.

AHaJi3 ocTaHHix gocaimkens i mybdaikaniii. TBopuicts JI. Jluuko npuseprae ypary
0araThbOX JOCTIAHHKIB, aje il JyXOBHA XOpOBa MYy3HKa JI0CI HE cTaja 00’ €KTOM CIeiaJTbHOTO
nociipkeHHsa. OKpeMi CTOPIHKH, IO TOPKAOThCSA MPOOJEMH CTaTTI MICTUTh MOHOTrpadis
C.Tpumi [1]. Tpertiii pos3min HaBuaigpHOro mociouuka O. I[Tucemennoi [3, c. 97-148]
30Cepe/DKCHUI Ha aHami3i «YpOUYuCTOl JITYprii» Yy TEOJIOTIYHINA IUIOMIMHI, TOMY BKpai
HEOOX1JHIM BHJIA€THCS 3aTIOBHHUTH IO JIAKYHY.

Merta cTaTTi — aHamITHYHA XapaKTEPUCTUKA XOPOBOI MAPTUTYPHU «YPOUHCTOT JITYPriin
Jleci [lnuko, e ocobnuBa yBara Oy/e cripsiMoBaHa Ha My3U4H1 3aCO0U BUPA3HOCTI MPOBITHOTO
TBOpPY IyXOBHOI My3UKHM cydacHocTi. Lliif MeTi migmopsiIiKoBaHO AEKiIbKa 3aBJaHb, TOOTO:
1) cucremaru3yBati BiJJOMOCTI Ipo JyXoBHI xopoBi TBopu Jleci JIMuko y KOHTEKCTi
ICTOPUYHOIO MUIAXY YKPATHCHKOI JITYpril; 2) Hagatu oOpa3Hy XapaKTEPUCTHKY IPOBiTHUM
HOMepaM JITyprii Ta 3aco0aM BHUpPaXEHHS YpPOYMCTOI Ta ONTHUMICTMYHOI 11 KOHIEMIi;
3)OKpecIuTH CTHIIICTUYHI 3acaau AyXxoBHOT My3uku JI. Jluuko; 4) KOHCTaTyBaTH TpaaMIliil Ta
HOBAIll y IPOYUTAHHI XKaHPY JITYprii.

Bukiag ocHoBHOro marepiaay. Y nopo6ky Jleci Jluuko came 1yXOBHI XOpOBI JKaHpU
nocifiarTk ictotHe Micue. [i Ilepra mitypris (11s oaHOpigHOrO X0pY) 6y1a 3axymana y 1980-
Ti, Hantucana B 1990 porii, B 1boMy %k poili Oyna 3akiHdeHa 1 Jpyra — mjs mimanoro xopy. Y
1999 pomi Oyna HanMcana «YpodrcTa JITYpris cBATOro loaHHa 371aTOYCTOTO» JJIST MIIIAHOTO
xopy, y 2002 poui JliTyprist st 1uTsi40oro xopy, JlyXoBHI TBOpH ISl COJIICTIB 1 OpraHa, cepej
akux «bnarocnosu, nyme mos, ['ocnogu», «OTue Ham», «Tobi criBaemoy, «XBamniTh ['ocnona
c HeOec».

3BepHeHHs Jleci JIMUKO /10 Takoro cepiio3HOrO >KaHPY € MPOSBOM HEHMOBIpHOT
rMOMHY i1 Ty1Hi, TyXOBHOCTI 1 p1I0cOPCHKOT0 CBITOOAYEHHS, a/IKe, )KIHKa-KOMITO3UTOD, SKa
BUpilIye NOAIOHI MacIiTaOHI 3aBJlaHHs, peali3oBye BHUCOKY MICit0, TyXOBHO o0epirae piiHy
3emJ1t0, HeHade 6oromartip Opanra Benukoi Codii KuiBcbkoi. Came 1iepkoBH1 TBOPH Ta JITYprii
MIPUHECTN KOMITO3UTOPII HANOUIBIITY CIIaBy.

BiamoBigHO 10 TEOLIEHTPUYHOTO CBITOTIIALY, My3uka Oymna 3HakoMm boxoi cnaBwu, ii
LIEPKOBHUI KaHOH HACIiyBaB OCOOJIMBOCTI CIiBIB aHreniB B Biduieemi — mpoBO3BiCHUKIB

HapODKEHHS XPHUCTa. YTOIIOHIOIYHNCH aHTeNIOTIIaCHOMY CITiBY €BaHTEIbCHKOTO TIPO0Opasy,
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JITYpriiHi Menofii B oOpsii, A¢ NMaHyBaIM CaKpaldbHI KaTeropii 3 iesMu 1103a4acoBOTO 1
BIYHOT'O, TTOBMHHI OyiM 30epiratu ocoOMuBHI xapakTep. Y MOHOMIMHOMY MEOCI JaBHIX
JiTypriii He Oyno aHi JUHAMIYHOI CIIPSIMOBAHOCTI, Hi €Heprii puTMy, aHi TOCTPUX JaJOBHX
TsOKiHb. MOBOIO City)kOu Oyia JaTHHb, Ky CIPHUAMAIN SIK MOBY «4HCTY», BiAJaleHy BiJ
MPUHHATOI B cBiTI MOBH. [TourHaroum 3 XIX CTONITTS, B yKpalHCHKIN JYXOBHIN MY3HIll CTaBCS
Iy’Ke BaXIIMBUH TEpesioM, SIKWH HaJall MmpsiMO BIUIMHYB HAa PO3BUTOK JITYPrii K KaHPY.
M. JleonToBud pa3zom 3i K. Crenenxom, M. BepukiBcbkum ta O. Komuiiem, cTBOpUB OCHOBHHIMA
MacHB CaKpaJbHUX ITICHECHIBIB, SIKHH € (yHIAMEHTOM YKPaiHCHKOI HAIiOHAJIBGHOI IITKOJIH.
JIyxOBHI TBOpU BUJATHUX KOMIO3UTOPIB 0a3yl0ThCs HA YKPATHCHKIM (DONBKIOPHI OCHOBI, 1110
€ XapaKTepHOIO OCOOIUBICTIO YKPaiHCHKOTO JYXOBHO-MY3MYHOTO MHUCTELTBA ToYaTKy XX CT.;
Ha ned dakr Bkasye M. FOpuenko [3, c.9]. JlopeuHo ckaszaru, 10 0arato yKpaiHCHKHX
KOMIIO3UTOPIB TaKOX 3BepTanucs 1o HanucaHHs Jlityprii cB. loanHa 3nmaroBycroro: Mukomia
Huneupskuii, Makcum bepesoBcbkuii, JIMutpo bopTHsiHChkuid, ApTemiit Beaens, y Haii yacu
e €sren Crankosud (2003), Mupocnas Cxopuk (2005) i 3BicHo Jlecs Jluuxo. Ii «Ypouncra
Jlitrypris» s comictiB Ta mimanoro xopy a capella (1999, 2 pemakuis y 2002 pori)
CKJIaIa€ThCs 13 22 3aBEpLICHUX HOMEPIB, y SIKUX aBTOpPKa JOTPUMYETHCS OOTroCIyx OOBHUX
KaHOHIB. Y C1 TEKCTH TUSKOHA Ta XOPY BUKJIAJEHO YKPATHCHKOIO MOBOIO.

YV xopoBomy kiaci Mucterpkoro 3BO 1151 My3uKa, He TUBISYHUCH Ha 11 CKIIQJHICTh, MOXKE
3aliMaTu BaKJIMBE MicClle, SIK Y KOHLIEPTHOMY pemnepTyapi Xopy, Tak 1 y Kypci cHelialbHUX
JTUCLUILIIH (1ICTOpis XOpOBO1 My3uKH, ¢ax). Ha Hamry gymky, y uiid my3uui JI. Jlnuko oco0iauBo
BUSBIIAETHCS TEHICHINS TSDKIHHS JO CBITIUX 00pa3iB, IO pO3KpUBae ii CBITOIIIS
KOMII03UTOpa-ONTUMICTA, MaTpioTa, 1[0 MparHe BCi€lo AYLIEK IMIUIEMEHTYBAaTH B YKPATHChKY
My3UKY 0arato HapoJHHUX €JIEeMEHTIB (B oOpa3HOMY, >KaHPOBOMY Ta IHTOHAILITHOMY IJIaH1).
SAckpaBum 3paszkoM 1pOTO € i1 «Ypouucrta JliTypris», sika MO-CIPaBXKHBOMY PO3KpPUBAE
IYXOBHY ayT€HTHKY YKPaiHCBKOTO Hapoay, KyJIbTypy — sIK MUHYJIOTO, TaK 1 Cy4aCHOCTI.

3ocepeIMMOCh Ha AEIKHX 0COOIMBOCTSIX CTPYKTYpHU Ta 00paziB TBopy. Ilepuriii Homep
«MwupHa €KTeHis» Mae Temr Ta xapaktep Maestoso, mepeminnuii posmip (5/2, 4/2, 6/2,
ToHanbHICTh Des-dur). Bike B mepiimx akopjax 1boro TBOPY rapMOHIYHI KJIACTEPH y MAPTii
XOpYy Ha CIOBI «AMiHB» CTBOPIOIOTH 3BYKO300pa)kaibHUI epeKT I3BOHIB. XOp Yy JAaHOMY
HOMEp1 BUKOHY€E JOMOMDKHY Ta ()OHOBY ()YHKIIIO O PEUMTATHBY JsKa. A CBITIa rapMOHIA

HaJa€ OCOOJMBOTO 3MICTY IIMM BaXXIMBUM, OJjaraJbHUM cioBaMm «l ocmoam, MOMIUTYi» Ta
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MIJHECEHOTO CTaHy (aKkUeHT Yy CJOBl «IIOMWJIyH» MpHUIaNae Ha albTepPOBAHUU
cy0momMiHaHTOBUH KBiHTCEKCTakop (#1)). Beck meit Homep HampaBiieHU# Ha mpoxaHHs y bora
IaCTs Ta MUPY JUISL BCIX JroAed. 3aBAsSKHM MOCTIiHIA 3MiHI rapMOHIi Ha CJIOBI «IIOMUITYI»
3MIHIOETHCS 1 HOTO 3MICT, IKUH BiJl CBITIIOTO IPOXAHHS MIEPEXOUTH JO CKOPOOTHOTO OJIaraHHs.
Homep apyrmit «bnarocnoBu, ayme Mos, ['ocmoma» y ToHambHOCTi Des-dur Takox Mmae
nepeminauii metp i posmip (5/4, 8/4, 9/4, 10/4, 4/2, 6/2), mo Beae A0 HPUPOIHBOTO
HEBUMYIIIEHOTO 3By4YaHHsS Xopy. TyT mepeBaxae cBiTiie, HeOeCHE 3By4YaHHsS Yy COIPAaHO Ta
QJIbTIB, SIKI YEPTrYIOTHCS 13 MOHOJAWYHHMM XOpaJiOM y alibTiB Ta 0aciB, a Mi3HIIIE Y TEHOPIB i
0aciB. Y HOoMepi «Mana €KTeHis» MUSKOH 3HOBY 3aKIMKA€ MPHUXO0XKAaH 0 MOJUTBH, HOMY
BIJIMOBIAAIOTH aKOPOBI MEepEeKINYKU y xopy Mk S. A. ta T. B., ki mocTynoBo 3aTUXarOTh Ta
YTBOPIOIOTHh TapMOHIYHUHN (poH mist ioro peunranii. Ne3 «XBanu, ayme most 'ocioga» (Des-
dur, Allegretto) BiApi3HAETHCS CBITJIOIO CXBUJIHOBAHICTIO, TITHECEHICTIO €MOIIIHHOTO CTaHY.
[lepuri ABa TakTH TeMH, sIKa IPOBOAMUTHCA Y MapTii allbTiB Ta TEHOPIB, 3aBASKUA aKOPIOBOMY
BUKJIQJICHHIO (MapajieIbHUMHU TPU3BYKAMH), DPIBHOMIPHOMY YepryBaHHI UYETBEPTHHX Ta
BOCBMHX TPHUBAJIOCTEH Yy CTApOBHHHOMY pO3Mipi 3/2, 3HOBY HaJa€e 3BYKO300pa)kalbHOTO
edexty. [lomiOHui «mepea3BiH CBITKOBUX IEPKOBHUX J3BOHIB» CTA€ TEMATUYHOIO apKOIO
MIEPILIOTO PO3ALTY 1 3BYYUTh pajicHO Ta ypourcto. Po3ain «He HaxiiiTecs Ha KHA31B, Ha THUX
CHHIB JIIOJICBKUX» € KOHTPACTHUM BiJ] HOMEPEIHBOTO 1 CTBOPIOE 00pa3 MPUXOBaHOI KypOH,
ckop6oTtH. [1, c. 164]. 3akieHTyeMO, 1110 My3HKa MPSIMO LTFOCTPYE HACTPIH TEKCTY, BUHHKAE
HOBUI TeMIl (Sostenuto), moxmypa TOHAJIBHICTh gis-moll, yHICOHHA TemMa y COIlpaHo Ta aJbTiB
CYIPOBOJUKYEThCS TUXOI0, MEJAIbHOI0 TaApMOHIUHOIO MITPUMKOIO Y TEHOPIB Ta 6aciB. Jami —
TepLi€eBi AyOIIOBaHHS Ta HU3XIAHUN pyX MapajelbHUMHU Tpu3ByKamu. Ned «EnuHOpPOTHUIMA
CHUHY» BIAKPUBA€ETHCS MPUTIYIIEHUM apXaiuHUM BCTYIIOM y T€HOpiB Ta OaciB. Take 3ByyaHHS
YTBOPIOETHCS 3aBASKH PyXy IMapajelbHUMH KBIHTaMH Ta KBapTaMH Ha cioBax «l HHHI i
MOBCSKYAC, 1 Ha BIKM BiKiB, AMiHb». TyT Brepuie 3’sBiseTbcs S0lo (MOJMTOBHE MPOXaHHS Y
corpano). OCoOIUBICTIO IILOTO PO3JUTY € MOBHA BiJICYTHICTh BU3HAUEHOTO METPY; JAUXaHHS
OepeThCs BIAMOBIIHO /10 TEKCTY, Ta 3a BKa31BKOIO aBTOpa (y HOTax 300paxyeThCsl KOMOIO, HaJl
HOTHUM TeKcTOoM). HeliMOBIpHOI Kpacu My3uKa I’ ITOr0 HOMepy «Y IapCTBl TBOIM» 3MYIIIYE
MOPUHYTH B CBIT 3BYKOBOT'O BHXOpPY, SKHI Bce Oinblie 1 OuIblIe 3aKpydye CSIOYMMHU
KJacTepHUMHU rapMoHissMu. Tyt € SOl0 TeHopa Ta anbTa, IKUX XOp MiATPUMYE HETEPLIEBUMU

crmiB3ByddssME MOrmorando. Y mapTii 1ux ToJiociB 3ByYHTh MPOIOBiAbL camoro bora, skwuii
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kaxe: «baaxenni yoorii qyxom, 60 ix € [{apctBo Hebecne. bnaxenni Ti, o miaqyts, 60 BOHH
BTIATHCS. .. ». Ne6 «IIpuiiniTh, MPUKAITE» IHTOHAIIMHO Haraaye Homep «bmarocioBu myrie
Mos ['ocriogay. Taki TeMaTu4Hi 3B’SI3KM 1 CTBOPIOIOTH IUTICHICTh BCHOTO TBOPY. Ne7 «CBsiTHIA
Boxxe» BiIpI3HAETBCA CHIBYYOI0, KAHTHJIEHHOIO MEJOMIEI0 Y COJIIOIOYOro ajbTa Ha (oHI
CTaTUYHUX aKOpJIIB y MapTii Xopy Ta Horo cepeaHboro emizomxy. Ne§ «IIpoxkmmen», Ne9
«Yurauas Anocroaa», Nel0 «Ilotpiiina extenis» (C-dur). Kommno3uropka 3HOBY 3aCTOCOBYE
3MIHHUH poO3Mip, SKHI TOBHICTIO MiAMOPSIIKOBYEThCS CaKkpadbHOMYy TekcTy. Nell
«XepyBHMChKA MCHSA» 3BYYUTh SOPrano solo, TYT 3raxyloThcs HebecHi cTBOpiHHS: «...Moro B
CJTaBi IPOBOJIATH AHTEIbCHKI YMHU HEBUAUMO». CBOEPIIHUM € cepeaHii emizon Presto 3 Nel4
«Mwuiticte  MUpy», SKMM noOyaoBaHo Ha amo3ii Bimomoro «lllenpuxa» JleoHTOBHYA.
CuMmOioTHYHA TONICTHITICTHKA (QI03is1) TYT MO€IHAHA 3 KOJAKHUM ii THUIOM, 00 JeKiTbKa
mapiB pakTypu BUTEHO IMIPOBi3yIOTh, PECIIOHCOPHO Ta O€3MEPEPBHO MOBTOPIOETHCS HA CIIOBO
«CBsT». ANeaTopuuyHUN NPUIOM KOMIIO3UTOPKA 3aCTOCOBYE caMe€ Ha Ma)XOpHUI BapiaHT
nocmiBku «llenpuka» (JleonroBuu: c-h-c-a; Juuko e-d-e-C ). 3aBIsSKH LbOMY CTBOPHOETHCS
YpOUHCTa Ta MigHeceHa aTMocdepa YaCTUHU 1 BCHOTO TBOPY.

BucnoBku. Takum unnowm, Jlityprii Jleci /luuko nputamaHHa COHOPUCTUYHA TEXHIKA,
sKa HallpaBJieHa Ha YTBOPEHHS sICKpaBOro oHi3My, 0apBHCTOr0 3By4aHHs My3uKd. B mepury
4epry 1€ BiI0yBa€eThCs 3aBASKH KIACTEPHUM CIIIB3BYYUSM, SIKI pUKpamiaoTs TBip. Ille ogun
LIKaBUIl Cy4yaCHUM MpUIIOM KOMITO3UTOPCHKOI TEXHIKU — I1€ aJleaTOPUYHA IMIPOBI3ALIMHICTb,
3aBJISIKM SIKIH My3WYHE MEPEKHUBO XOPOBOI TKAHWHU HEHa4e TUXAE, PYXA€ThCS, € JIETKUM Ta
nonsoTHUM. ITo-apyre, HeodonbkiiopHa opieHTawis cTuito JIiTyprii — e oxHa ii poJ3uHKa.
Komno3uropka BUKOPUCTOBYE TYT 3acO0M My3MYHOI BHMPa3HOCTI, SIKI XapakTepHi s
¢donpKIIOpy: HecTala KUIbKICTh TOJIOCIB, JIaJ0Ba MIHJIMBICTb, MapajelbHUNA PyX TOJIOCIB
YUCTUMHU IHTEpBaJIaMU; MOCMIBKY B HEHIMPOKOMY Jlara3oHi, a TaKOX BUIBHUN PO3MIp, SIKUN
0€3CYMHIBHO IMIIOPSIKOBYETHCS TEKCTY. 3 €MOXH 0apOKO AyXOBHA My3HMKa Ma€ CBOT TAEMHHILII
Ta cuMBOJM: y TBopi Jleci J[Muko MoKHa cHocTepiratu iHTOHALii, sIKi HECYTh CEMaHTHYHE
3HAYEHHS: MIBUJKI BUCXITHI 1 HM3X1JHI PYXH TOJIOCIB — BHUpaXawTh nomt aHreniB (Neb
«CrniBaemo Tobi»; Homep «Ammtysi», Ne 21 B Kol B MOMEHT neperykyBaHb MiX KIHOYMMH 1
YOJIOBIYMMHU TMApTiAMU ToJociB Ha cinoBa «Ha MHorii mitay), TpenenomiOHWiA pyx (K
Hanpukiang, B Noe 3 B MOMEHT IMITPOBI3aIlifHOTO €mi30/y Ha CJIoBa «XBajH, AYIIE MOs,

«CniBatumy boroBi Mmoemy»; Ne 14 Ha crnoBa «CBsT» (ameaTOpUYHUNA TPHUIOM)) — HaAraaye
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CMIX, BECEJIOIl; MOTHB CIIOKYTH TpPiXiB — II€ BHUCXIJHA TPHOXCTYIICHEBAa CEKBECHIIIS, sKa
0a3yeThcst Ha moctynoBomy pyci (Ne 13, cepenniit po3ain Agitato, Ha cioBa «Y ClIaBi CyAUTH
*uBuX 1 MepTBUX» — dis-e-fis, e-fis-gis; Nel4 na cioBa «Otuto 1 Cuny» — es-f-ges, f-ges-as;
Nel6 Ha cioBax «...y CIOKYCY, ajiec BU3BOJIH...» - e-fis-g, fis-gis-a); BucximHuii tetpaxopa —
ocsirHeHHs Bouti ['ocoaboi (Ne5 Ha ciioBa «bo Benuka Haropoja Oyne Bam Ha HeGecax», Ne8
Ha cimoBa «Hexait Oyme, ['ocmomm, mwmicte TBOsS Ha Hac»,Ne9 Ha cioBa «3MiIHIOUTECS
T'ocriomom», Nel3 Ha cnoBa «Bipyro B equHoro boray, B emizomi Recitativo «Ilo Big Otis
TTOXOJIUTHY).

Ananizytoun «Ypouucry dmityprito» JI. Jluuko, cioyxaroum T1i 3ByKOBI OapBH,
MepeTIETIHHS T0JIOCIB, BUKOHABEI[h MAa€ MOBHICTIO MOPUHYTH BCEPEANHY IIUX MPOMEHIB TEIlIa
1 cBITJIA 11 TYXOBHOI MY3HKH; TIPU I[bOMY OCOOJMBOIO MEPEKOHIMBICTIO CIIOBHIOETHCS BUCIIB

Jleci BacuniBau: «JlyXOBHICTB — I1e HaiiOaraTmuii ckap0 JIOAUHY, 11 00KECTBEHHOTO €CTBAY.
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Abstract

The article presents the pedagogical conditions for forming the readiness in future music teachers for their
artistic and interpretive activities, namely: the development of biophysical and orphoetic basics of vocal language
by students; attentive attitude to the verbal text of a vocal piece, its artistic-figurative content; understanding by
students the vocal-performing stylistics of a musical work. According to the first condition, this process should be
based on a wide range of knowledge about the nature and mechanisms of sound formation, the laws of forming
the singer's voice and management process, understanding the essence of complex phonation phenomena occurring
in the human body, ensuring the achievement of the final result — creating artistically convincing interpretation of
vocal work. Compliance with the second condition is due to the attentive attitude to the verbal text of the vocal
work, its artistic-figurative content. The fulfillment of the third condition involves familiarizing students with the
evolution of musical styles in accordance with the history of musical art development, expressive means of musical
language, its intonational composition and compositional construction. The implementation of these conditions
should be carried out both during the training sessions and in the period of pedagogical practice, in preparation for
concert performances, where the process of artistic and interpretive activities is directly underway.

Key words: students, readiness, vocal work, interpretation, artistic and interpretive activities, orphoeography,
stylistics.

Axmyanvnicms oocnioncenns. OIHIEI0 3 HAUBaXIMBIIIMX MPoOJIEM BHIIOI OCBITH
Vkpainu 1 Kutaro € HeBiANOBIAHICTE MK BUMOraMHM pPHHKY Hpalli H 3anuTaMu CydacHoi
0COOHMCTOCTI 1 CYCHIIBCTBA. Y JEp>KaBHUX JOKYMEHTaX 000X KpaiH BH3HAYECHI KPOKH OO0
3a0e3neyeHH1 IKOCTI MiATOTOBKY AMINIOMOBAHUX (DaxiBIIIB: MOJAEPHI3aLlisl CTPYKTYPH, 3MICTY
Ta OpraHizauii OCBITM Ha 3acajaX KOMIIETEHTICHOTO MiJXOAY; aKTUBi3allis, HAyKOBOI Ta
IHHOBAIIIIHOT JiSUTBHOCTI, MiIBUILEHHS SKOCTI OTPUMAHUX 3HaHb. BUXOIsM4M 3 1BOTO, Tepes
MHUCTEIFKHMH BHIMUMH HaBYAIBHUMHU 3aKJIaJaMH  IIOCTaJ0 IEPIIOYeproBe 3aBIaHHS
MIJBUIIEHHS. €(PEeKTUBHOCTI MIATOTOBKM MaWOYTHIX Yy4YUTeNiB MYy3UKH. YacTKOBO O3HaueHa
npobiema 3HalIIa cBO€ BigoOpakeHHs B mpausx ykpaincekux (JI. Bacunenko, A. Kosup,
JI. Kynenko, H. MosransoBa, O.Il1]onokoBa Ta iH.) Ta kutaiickkux (Ban Tsnb1i, Ban [[3sauapmry,
JIi Jlans, Ls0 Jlinb, llens I[3iHbre Ta iH.) HaykoBimiB [7; 16; 17; 18; 19]. Hesupimenum
BHSIBUJIOCSI TIMTAHHS MO0 OOTPYHTYBAaHHS IENaroriyHuX yMOB (OpMyBaHHS TOTOBHOCTI

MaiOyTHIX Y4UTEINiB MY3UKH 10 XyJOKHBO-IHTEPIPETaiiHOl AisITBHOCTI.
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Mema cmammi — BU3HAYUTH TIeJaroriyHi yMoBu (OpMyBaHHS TOTOBHOCTI MaOyTHIX
YYHUTEIIB MY3UKH JI0 XYA0KHbO-1HTEPIPETAIHHOI TIsIILHOCTI.

BuBueHHs HayKOBUX Ipanb JO3BOJHIO IMPOAHATI3yBaTH PI3HOACIEKTHI TIIyMauCHHS
MOHSATTS IEaroriyHi yMOBHY 1 Ha I[ill OCHOBI BHJUTUTH TaKi, sKi HAHOUIbIIE BiAMOBIIAIOTH
Temi gociipkeHHs. Ha Hamr mormsan, ¢opmyBaHHS TOTOBHOCTI CTYACHTIB 10 XYIOXKHBO-
IHTEepIPETaiHOT TISTTBHOCTI Oy/e YCIIITHAM 32 YMOBH: OCBOEHHS CTyIeHTaMH 010()i3NIHUX
1 opdoemiuHNX OCHOB BOKaJbHOI MOBH; YBA)XKHOTO CTaBJIGHHS 1O CIIOBECHOTO TEKCTY
BOKQJIBHOTO TBOPY, HOTO XYIOXXHBO-O0Pa3HOTO 3MICTy; PO3YMIHHSI CTYJ€HTaMH BOKaJbHO-
BUKOHABCHKOI CTHJIICTUKH MY3UYHOTO TBOPY. PO3IJIsIHEMO KOXKHY 3 LIMX YMOB OKPEMO.

HeoOxiaHicTh 0OpaHHS MeAaroriyHoi yMOBU — OCBOEHHS CTyJAeHTamMu 0i0(i3HMYHUX 1
opdoemiYHUX OCHOB BOKAJbHOI MOBHM — IIJKPIIUTIOETBCS TyMKaMu 0aratboX BiIOMHX
Me/1aroriB CTOCOBHO BUBYECHHS nucHUIUIiHK «IlocTaHOBKA royocy». 3a iX nepeKoHaHHSM, BOHA
Ma€ BKIIIOYATH: BIJIOMOCTI MPO aHATOMO-(i310JIOTIYHY CTPYKTYpPy TOJIOCOBOTO amapary,
npo(diakTUKy HOro 3aXBOPIOBAaHb, CIIBAIlbKe NWXaHHS, THUMH 3BY4YaHHS W kiacudikarii
TOJIOCIB 3TiIHO 3 pericrpaMy Ta Jiala3oHaMH, YTBOPIOIOYHM TEOPETHUYHY 0a3y, Ha SKy
HAKJIQJAal0ThCsl MOAJIbIII 3HaHHS OCHOB XYJOXKHBOTO CIIBY W TEXHIKM BOKaJIbHO-CLEHIYHOI
TBOpYOCTi (B. AHTOHIOK); IDYHTYBATHCS Ha IKPOKOMY KOJIi 3HaHb PO MPUPOLY TA MEXaHI3MH
3BYKOYTBOPEHHSI, 3aKOHOMIPHOCTAX (POpMyBaHHS CIIBAallbKOTO T'OJIOCY Ta KEpPYBaHHS LIUM
MIPOIIECOM, PO3YMIHHI CYTHOCTI CKIaJHUX (DOHAIIWHUX SIBUIIL, K1 BITOYBAIOTHCS B JIFOJICHKOMY
oprasi3mi, 3a0e3lneuyroud JOCATHEHHsI KIHIIEBOI'O pe3ysbTaTy — CTBOPEHHS XYAO0XKHBO-
Mmy3uuHoro oopasy (FO. FOuesuu); rimmbokomy ycBiiomieHy 610¢pi3MYHUX OCHOB CHiBaIlbKOTO
roJIoCy, MEXaHi3MiB IMPOILECY TOJIOCOBOTO YTBOPEHHS, BOJIOAIHHS I'PYHTOBHUMH 3HAHHSAMH 3
MUTaHb BOKAJIbHOI MEJAroTiKM 1 TAKUX HAYK SIK aKyCTHKa, 610(i3uka, nmcuxosoris, $izionoris,
opoermis, hononemis, ririena oo (1. 'epcamis); mependayaT BUBUCHHS OpraHi3My JIFOIHHA
SK LHUTICHOT CUCTEMH, B SIKIM CITyXOBUH 1 BHYTPILIHIM KOHTPOJIb PO3IIIAJAETHCS SK OCHOBA
¢oHarii; BHYTpILIHI BIAYYTTS K €HEPreTUYHUN (MPUPOIHUI) MOCHUIT; AUXAHHS CIIBaKiB SK
mkepeno BupasHocTi (B. FOmmanoB).

KpiM Toro, B OCHOBY JaHOi yMOBH MOKJIQJI€HO IMOJIOKEHHS T'YMaHICTHYHOI MCUXOJIOTIT
(K. Pomxepc, A. Macnoy Ta iH.), 3T1JIHO KO OCHOBOIO PO3BUTKY BBaKAETHCS IPUPOJIA, KOTPY
Ma€ MpH HAPOKEHHI KOXKHA OCOOUCTICTh — «...IHCTHHKTHBHI OCHOBHI MOTpeOH, 31i0HOCTI,

TaJlaHTH, aHaToMis, (¢i3iojoriuHa piBHOBara abo BpPIBHOBAXEHICTh TemmepaMmeHty. lle
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BUSABJISAETHCA Y POPMI MPUPOJIHUX MPUCTPACTEi a00 BHYTPILIHIX MepekoHaHby [2, ¢. 56]. O1ke,
Taki 610(¢)i3MYHI Ta MCUXOJOTTYHI MMOTEHIIHI MOXJIMBOCTI HEOOX1THO BPaXOBYBaTH B MPOIIECi
BOKQJILHOTO PO3BHUTKY. B 1boMy KOHTEKcTi BaxkinuBuM € TBep/pkeHHs K. Scmepca, mo 6e3
3HAHb MPO 0AraTCTBO JFOACHKOI MPUPOIN HEMOXKIIMBO 3pPO3yMITH W PO3KPHUTH CBiM MOTEHITIAI,
cTatd Cy0’€KTOM IepeTBOpEHHsT CBiTy i camoro cebe [3, c.136]. IlpuHiuumn mi3HaHHS
010(i3MYHOT MPUPOJIU JIIOJAUHHA HAIUTIOE Cy0’€KTa HaBUYaHHS Ha PO3KPHUTTS HE TUIBKU CBOIX
BOKQJIBHUX MOXJIMBOCTEH, a W IIHHICHO-CMHUCIIOBUX CIPSIMYBaHb >XUTTEIISUIBHOCTI, SIKi
JIOTIOMAraroTh HOMY BiTHOBJIFOBATH TapPMOHIIO 13 cCaMUM COOO¥O.

HocnimxenHs B rany3i (i3iosnorii ¥ aKyCTHKH TOJOCOBOro amapaty (pobotu
JI. AmitpieBa, H. )Kunkuna, B. Mopo3sosa, 3. PxxeBkuna, E. PynakoBa 1 3apyOiKHUX YdEHHX
Ban-gen-bepra, O. Paccena, I'. [loptmena ta P. FOccona) cipssMOBYIOTE yBary Ha 0COOJIMBOCTI
(bopMyBaHHS CIIBAI[bKOTO TOJIOCY, @ B OKPEMHUX BHUITaKaX a0COIIOTHO MTO-HOBOMY MOSICHIOIOTh
CHiBalbKe 3BYKOYTBOPEHHS Ta Op(OEMil0 CIIBOYOrO MOBJICHHS. 3a3HAauyeHi JOCITIAHUKU
3BEpTAIOThCA JI0 MUTaHb, MOB’S3aHUX 3 OP(OEMi€l0 CIIBOYOIO MOBIEHHS, 30KpeMa: SIKUM
YMHOM JOTpUMaHHS a00 IrHOpYBAaHHS BUMOBHHMX HOPM BIUIMBA€E HA SIKICTh CITIBAHOTO TEKCTY,
Yl MOXJIMBO Yy CIIBOYOMY MOBJIEHHI IIOCIYIOBYBAaTHUCh Op(OENIYHUMH HOpMaMu
MOBCSK/IEHHOIO MOBJIEHHS 1 SKMMM O3HAaKaMH MOXe€ BIIPI3HATUCS cIliBoda opdoenis Bix
MOBHOI.

Bueni nidinuiM BUCHOBKY, IO JOTPUMaHHS OpQOENiyHOI HOPMU € OOOB'SI3KOBUM HE
TUIBKH I8 BCIX HOCIiB MOBH, a W JJIA THX, XTO Xod4e ii omaHyBaTH. BiaxuneHHs Bia
JiTepaTypHOi BUMOBH Bi/IBOJIIKAIOTh CIIyXaya BiJ] 3MICTY CKa3aHOTO 1 CIIPSIMOBYIOTb HOro yBary
Ha 3BYKOBY (opmy noBinomiieHHs. 3 1boro npuBony H. Tolbka Haronomye: «...HOpMaTUBHA
(ycranena, craHmapTHa) BHMOBa 3a0e3Medye JIETKICTh — OTXKE, ¥ MIBHUIKICTh CIPUWMAHHS
3MICTY 3BYKOBOi MOBH, TOOTO MOJIETIY€e i MPUCKOPIOE TIpolec crniikyBaHHs. YiTka, BUpa3Ha,
3By4Ha BHMOBa, Oararta, OapBHcTa IHTOHAIis (pa3sH YTOYHIOIOTh BUPAXKEHHS JYMKH,
MOCHJTFOIOTh eMOIIIMHUI BIUTUB Ha ciryxaua» [13, ¢. 143-144].

AHaJi3 HayKOBUX TIpalb 3 JAaHOI MPOOJIEeMATUKH 3acBIIYMB, IO criBoda opdoeris
BIJIPI3HAETHCS BiJl MOBJIEHHEBOT THM, 1110 Y BOKAJIbHIN JUKIII CI0OBa pUTMIYHO OpraHi3oBaHi, 1
JUIs TOro, 100 iX mpocmiBaTd, HEO0OXiTHO 3adikcyBaTh Ta yTPUMYBATHU JAMXAHHSAM TOJIOCHI
3BYKHM, 3aBJSKM 4OMYy BHUHHKae cmiB. Y poborax B. CamosnikoBa «Opdoemis y cmiBi» Ta

A. Pepopmarcekoro «MoBa i My3uKa y CIiBI» HaroJomyeThCsl Ha BAXKJIMBOCTI POOOTH sI3UKA Y
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IbOMY TpoIieci. BueHi mponoHyrOTh 1ij] Yac CIiBY «yTPUMYBATH KIHUMK sS3UKa OIS HMDKHIX
pI3IIiB, MOOK BiH PyXaBCs Pa3oM i3 HIKHBOIO IIEJICIION0, a TAKOX (PiKCyBaTH 1 HE 3MIHIOBATH
MOJIOKEHHS TOpPTaHi Ui BCiX rojlocHUX. lle mo3HauaeThcst Ha SIKOCTI 3ByYaHHS TOJOCHUX
3BYKIB Yy CIiBi: BOHM 3MIHIOIOTH CBOI OCHOBHI XapaKTEPUCTHUKH, HAOIIKAIOYHCH OAMH [0
OJTHOTO. Y CHUCTEMI MPUTOJIOCHUX BIAXWUJICHb BiJl HOPMU Mae OyTH 3HAYHO MEHINE, OCKIIbKU
apTUKYJIIOBATH 1X MOTPiOHO TaK, K y 3BHUaitHoMy MoBieHHi» [9; 10; 6].

[IpoTte y xofi crocTepekeHb 3a BUMOBOIO MPUTOJIOCHUX 3BYKIB y CHiBi, JOCIITHUKH
BUSIBWIH, IO 30CEPE/PKEHHS yBarM Ha AapTHKYJSMil TONOCHHUX 3BYKIB CTa€ MPUYUHOIO
HEJOCTaTHBOI YBaru 0 MPUTOJOCHUX, MPO MIO CBiAYaTh YHCIEHHI BIXWUJICHHS BiJ HOPMH Y
CIIBOYOMY MOBJICHHI: BAMOBA 3BUYAaHUX MPUTOJIOCHUX HA MiCIli MOJAOBXKEHUX, TOM'IKIICHHS
MIATIISTYUX, QPTUKYISIIS IUTUITINX 3BYKIiB 3aMIiCTh TBEPIUX TOIIO.

3 uporo npusoay I1. TypsHChKHI Big3HAYAE, 10, TIEPII 32 BCE, OTPIOHO «ITOOMBATHCS
SICHOT YiTKOT JUKII11, TPH BIZICYTHOCTI SIKOT HAWTAJIaHOBUTIII TBOPHU HE JIOCSATAIOTH XYA0KHBOTO
BiTBOpeHHA. [Ipu BUMOBISHHI MPUTOJIOCHUX Ma€ OyTH BIAYYTTA MipH, TOOTO HEOOX1THO
00EpeKHO MiIXOAUTH A0 MOTpiOHOro TX moxBoeHHs» [14, ¢. 103—105].

[ixaBoro € nymka A. KoBbactoka, BucioBjieHa B cTaTTi «@OHETHKA MOBH Ta ii BIUIMB Ha
CHIB»: «BOKaJbHA (DOHETUKA YKPATHCHKOI MOBH, 11 3aKOHM JIEI0 BiPI3HIIOTHCS BiJ] BOKAJIBHOT
¢doneTuku pociiicbkoi MoBU. Oz1Ha 3 0COOIMBOCTEN MOJISATAE B TOMY, 1110 Y CHiB1 YKPaiHCHKOIO
MOBOIO HE 3MIHIOIOThCSI T'OJIOCHI, TOOTO XapakTep IXHbOI0 3BY4aHHs, aKyCTUYHI XapaKTePUCTUKU
MaifKe He 3aJIe)KaTh BiJ| MO3UIIT y cIOBl. BOHM BUMOBISIOTBCS THM CaMUM YKJIAJIOM MOBHHX
Oprasis, 110 i HaroJoIeHi roaocHi. L{s puca 3011blIye «BOKAIBHICTEY YKpaiHChKOI MOBH» [4,
c. 117].

TakuM 4MHOM, ITiICYMOBYIOYH OTJISI]] HAYKOBHX IMPAIlh KOHCTATYEMO: KYJIbTypa MOBH Y
CHB1 IPYHTYETHCS Ha 3aKOHaX opdoerrii, ki 3yMOBJIeH1 (POHETHIHOIO MTPUPOIOI0 TIEBHOT MOBH,
BOKAJIbHUHU TBip, HanmucaHuil y (oHETHYHI CcHUCTEeMi KOHKPETHOI MOBH, MICTHTh B c00i ii
enemeHTH ((OHEMH, IHTOHALII Ta 3aKOHM, 3a SKUMH ISl cUCTeMa (QYHKIIIOHYe); opdoemniyna
HOpMa y CITiIBOYOMY MOBJICHHI 3a3HA€ TIEBHUX MOPYIIEHb, SKi B OJTHUX BUMAJIKAX TOJETTIYIOTh
MPOIIeC CMIBY /JIs BHUKOHABINB, a 3 IHIIOTO OOKYy, YacTO BIUIMBAIOTH Ha TIOTIPIICHHS HOTO
JMKI1, 3HWKEHHS MEJIONIHHOCTI CIIBOYOrO MOBJICHHS, TMOTIPIICHHS 3arajlbHOTO BpPa)KEHHS
CIIyXadiB BiJ] IOYYTOTO MY3UYHOTO TBOPY; MPOTE crienr(dika BOKAIbHOI MOBH, 3AJIEKHICTh 11

B1JI BOKaJIbHO-MY3HYHHUX YMOB (BUCOTH, TEMITY, PETICTPY TOIIO ) TOPOIKYIOTH Psii POHETHIHUX
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3aKOHOMIPHOCTEH, SKi HE JI03BOJISIOTH aBTOMATUYHO IEPEHOCUTH OpPQOCMivHI 3aKOHHU
CIIEHIYHOT MOBH Y CITiB.

Ha nepexonanns B. UepHumnyk, yci BiAMiHHOCTI BiJI MOBJIEHHEBOT HOPMH Y CITiBl MOKHA
NOJIUIMTH Ha Ti, SKI BHUIPABAOBYIOTHCS BOKAJIBHOI TEXHIKOK, 1 Ti, IO CHPUYHHEHI
HEAOTPUMAHHIM Op(oeniuHOi HOPMH OKpeMHM criBakoM. J[o mepiioi rpymu, HacamIiepern,
BIJIHOCHMO BUNAJKHU SKICHOI PEIyKIlii TOJOCHHUX 3BYKIB, TOPYIICHHS aKIIEHTYaI[iiHOT HOPMH,
710 IpyT01 — HeTpaBMJIbHY BUMOBY IPUTOJIOCHHUX 3BYKIB: TIOM'SIKIIICHHSI IIUTIISTYUX,, OTJIYIICHHS
I3BIHKHMX, BIJCYTHICTh BOKamizauii coHopHux Tomo [15]. IIpote, y Oynb-sikoMy BHIaAKy
HEOOX1HO JOTPUMYBATUCh AYMKH BIIOMOTO YKpaiHChKOIO cmiBaka i meaarora O. Mumryru:
«CHiB € TakoXX MOBa, aje TUIbKH 3 MOJOBXKEHHUMHU CKJIaJaMU Ta y BIAMOBIIHUX MY3UYHO-
BOKQJIBHUX 3BYKaX... JUIA TOro, mo0 mo0pe cmiBaTH, HEOOXIAHO HABYMTHCS MPABWIBHO 1
BHPA3HO TOBOPHUTI.

VY BIIMOBIAHOCTI 31 CKa3aHUM BBAXKAEMO, 110 (POPMYBAHHS TOTOBHOCTI CTYAEHTIB HO
XYJIO0KHBO-IHTEPIPETALIHHOI MiSTIbHOCTI Oy/e YCHIIIHUM 32 YMOBU YBa)KHOTO CTaBIICHHS /10
CIIOBECHOTO TEKCTY BOKAJIBHOTO TBOPY, HOTO XYA0KHBbO-00pa3zHoro 3micty. Ha BakimuBoCTI
CJIOBA Yy CIIBI HaroJIONIyBajM MeJaroru Ta BUKOHABII pI3HUX €roX. Beankoro sHaueHHs CIOBY
HajaBanM Taki Biomi criBaku sk E. Kapyzo, @. [Hansmin, C. Kpymensaunpka, O. Muiyra,
€. Mipomnanyenko, B. Crenosa Ta iH. Bilz3HaunMo, 1110 y pi3HUX ICTOPUYHUX Ta HAlllOHAIbHUX
BOKaJIbHUX WIKOJIaX MIAX1J JO CIOBECHOTO TEKCTy OyB NOCHTHh pi3HUM. Tak, B ITamiichbKil
My3wili, y 100y bel canto, cioBo mocizano apyropsijHe 3HaYCHHS, TOJIOBHA yBara 3BepTajiacs
Ha BIPTYO3HE BOJIOJIHHS T'OJIOCOM, a CJIOBECHUM TEKCT MOBHICTIO MiJNOPSIKOBYBAaBCS HOTaM.
VY BUKOHaHHI iTaTIHISIMU HaO1IbIIe IIHYBadach TEXHIYHA JOCKOHANICTb, 30BHIIIHI TOJIOCOBI
e(eKTH, BMIHHS OPHAMEHTYBATH MEJIOJIiF0 BUIITYKAHUMU KaICHIIISIMH.

VYkpaiHchKka Ta pociiicbka BOKajIbHI IIKOJIM, HABIIAKU, CIIPSIMOBYBAJIUCh HA B3aEMO3B’SI30K
CIIOBa 1 MY3MKH, a TE€XHIYHA BIPTYO3HICTh HIKOJM HE Oyja KiHIIEBOIO METOI0 BOKAJIHHOTO
HaBYaHHSI. BuMararoum BiJ Y4YHIB BOJOJIHHS CHHTE30M CIiOBa 1 CHiBY, BHKJIaaadi
HaroJIONIyBaJId, IO «CJIOBO MOTPIOHO JTFOOUTH HE MEHIIIE, HIXK CBIM BJIACHHH TOJIOC 1 TaK CaMO
HAIOJICTJIMBO MpaIfoBaTd Haa HuM» [15]. YCHinHICTP BUKOHAHHS BOKAIBHOIO TBOPY
3aNIe)KUTh BiJl SIKOCTI CJIOBECHOTO TEKCTy, a TaKOX BiJ 3aTHOCTI BOKAaJiCTa BiT4yBaTH
MOETUYHICTh CIB, sIKi BiH cmiBae. [lepeTBOpIoloun CBiii CIIB HA JKMBE MYy3HMYHE MOBIICHHS,

BHKOHABEIlb MAa€ MOKJIUBICTh PO3KPUTH MY3UYHO-TIOCTUYHUHN 00pa3, sSIKUid € BiAOOpaKeHHSIM
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aBTOPCBKOI'O  3aJlyMy MY3W4YHOTO TBOpY, IPEACTAaBICHOr0 Kpi3b IMpu3My Horo
IHIUBIIYaJIBHOCTI, Cy0’€KTUBHOTO OAQYEHHS 1 BITIYTTSA MY3UYHOI MIHCHOCTI. [[s mocsrHeHHS
BEPIIMH BOKAJIBHOI MAaiCTEPHOCTI KOKHOMY CHIiBaKy HEOOXIJHO MparHyTd 10 XYIOKHBO-
MPaBIUBUX IHTOHAII BOKAJILHOTO CJIOBA, IO JOCSATAETHCS 3aCO00M YBa)KHOTO 1 TIHMOOKOTO
BHBYCHHS 1CTOPii, TpaauIiii, ocobsuBocTeld (GOHETHKHM Ta TrpamMaTuKku MOBH. OcoOJIMBO
IIOKa30BUM Yy LIbOMY CEHCI € YKpaiHCbKMH (OJBKIOp, /1€ B CaMOMY CJIOB1 3KOHIIEHTPOBAHO
TOJIOBHE OOpa3HO-EMOIIiifHe HaBaHTaKEHHs. BUeHi Big3HAYarOTh, IO YKpaiHChKa HApOJHA
micHs He cripuiiMae nymieBHOi anbiri. 3okpema [1. TypsHcpkuit nume: «CiioBO, BAMOBIICHE B
MICHI HEBHPA3HO 1 popMaNbHO, MOTYOUTH 1i; 1 MM YacoM OayMmo, IO MICHA HE YyAauacs
CHiBaKaM HaBiTh 3 XOPOIIMMH rOJIOCOBUMHU JIaHUMH, OCKUIBKU IM HE BUCTAyYa€ 3a1yLIEBHOCTI 1
XYZIOKHBOI paBau» [14, c. 34].

BpaxoByroun BakiIMBE 3HAUEHHSI IMOCTUYHOTO TEKCTY JUISl IHTEpHpeTamii BOKaJIbHOTO
TBOpYy, B. Bacina-I'poccman 3ampomnoHyBanga MeTOJ BHBYEHHS BOKAJIBHOI'O TBOPY, SKHIi
IPYHTYETbCS Ha BHSBIICHHI 3arajbHUX BIACTUBOCTEH O3l Ta MY3UKH, IO CIPUSIOTH
OpPTraHiYHOMY iX TO€IHAHHIO B DPI3HUX BOKaIbHUX (opmax. [lo HUX Hanexarb pPUTMIKa,
IHTOHAIlIS 1 KOMIO3UIlisA. ABTOp TIJIKPECITIOE, M0 Y MPOIECl HAMUCAHHA BOKAJbLHOTO TBOPY
JiTepaTypHe MeplIo/pKepesio 6araTo B 4OMYy BH3HAYae 3MICT My3W4YHOro TekcTy. [Iporec
CTBOPEHHSI BOKAJIBHOTO TBOPY O€3MOCEpeHbO MOB’A3aHUN 3 PUTMIYHUMH OCOOIHMBOCTIMHU
MMOETUYHOI0 TEKCTY Ta CBOEPIAHMM B KOXHY ICTOPHYHY €MOXY CIIOCOOOM CIPUNHATTS MU
IHTOHYBaHHS BIpIlIa.

Y poGoti «My3uka 1 moeTuuHe cioBo» B. Bacina-I'poccMaH 4iTKO pO3MEXOBYE
MOETUYHUN MeTp (SK Yy3araJbHEHOI CXEeMH 4YepryBaHHS HAaroJOMIeHUX 1 HEHaroJoMIeHUX
CKJIa/iB) 1 MOETUYHUN PUTM (K 1HAMBIAYyalbHE, peajlbHe 3allOBHEHHS 11€i CXeMH), IO J1a€e
MOJKJIUBICTh PO3KPHUTU 1HAUBIAYaJbHICTh CHPUUHATTS KOMIIO3UTOPOM IOETHYHOTO CIIOBA.
JIOTpUMYIOUUCH JIOTIKM PO3BUTKY IOETHMYHOIO CIIOBA, MY3HMKAa TaKOX pYyXaeTbCs BiX
MEPEeBaXAOUOro BiAA3epKAIIEHHS METPUKU O BIATBOPEHHS PUTMY Bipiia, TOOTO NUIIXOM
JeTami3aiii KO)KHOTO OKPEeMOTo MOETHYHOTO CerMeHTa. BueHa 3BepTae yBary Ha Te, IO B
MMOETUYHOMY TBOPI «3alporpaMOBaHe» HE OJHE, a 0arato My3W4YHUX pIlleHb, 30KpeMa M
KoMmro3unidHux [2]. TakuM 4YMHOM, My3WYHE BTUICHHS [OCTUYHOTO TEKCTY, HOro

IHTepIpeTalis 3aJeKUTh BiJl TATAHOBUTOCTI KOMITO3UTOPA 1 BUKOHABLIS.
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®dopMyBaHHS TOTOBHOCTI JIO XYI0KHBO-THTEPIPETALIMHOT AISUTBHOCTI Oy/1e YCHIITHUM 32
YMOBHU PO3YMIHHS CTYyJ€HTaMU BOKaJIbHO-BUKOHABCHKOI CTUJIICTUKU MY3WYHOTO TBOpY. Taka
CTHJIICTHKA JOCITIJKYE E€BOJIOIII0 MY3WYHHUX CTHIIIB Y BIAMOBIAHOCTI 3 ICTOPIEIO PO3BUTKY
MY3UYHOTO MHCTELTBA, MOBY MY3WYHHMX TBOpPIiB, €KCIIPECHBHI 3acO0M MY3MYHOI
MOBH, IHTOHAI[IMHUNA CKJIaJ Ta KOMITO3MIINHY moOynoBy. KpiMm 11500, BOHa ClipsiMOBaHa Ha
BHUBYEHHS CTHJIIO B YCIX 3HAUEHHSX L[bOTO TEpMiHY (1HIMBIAyaJlbHA MaHEpa BUKOHAHHS, CTUJIb
BOKQJIbHOTO MOBJICHHS, CTHJIb My3UYHOT'O BUCIIOBIIFOBAHHS TOIIIO).

Y BOKaJbHOMY MHCTENTBI PpO3YMIHHS CTHIICTHKM TIOB’si3aHe 3 (ikcariero i
BiI0OpakeHHAM O0coOMuBOCTEH cmiBy mneBHOI emoxu. L[i ocoOnauBOCTI BIUIMBAaIOTH Ha
KOMIIO3UTOPCHKY TBOPYICTh 1 BU3HAYAIOTh XapaKTep BOKAJIBHOIO 1HTOHYBAaHHS MY3MYHOI'O
TBOPY, TECUTYPY CIIiBY i BOKaJIbHHIA Jliania3oH, (GOpMyBaHHs TUIY rojocy itoaunu [11, ¢. 17].
VY moci6auky O. CraxeBuu «3 icTopii BOKaJbHO-BUKOHABCHKMX CTHJIIB Ta BOKAJIBHOI
IIE/IarOriKK» HAaroJIOIyeThCs, 110 BOKaJbHAa  CTUJIICTHKA OIEPHUX Ta XOPOBUX TBOPIB
dbopMyBanacs 3aBISKU B3aEMOJIi KOMIIO3UTOPCHKOI TBOPUYOCTi, BOKAJIBbHOI MEAArorik 1
BOKAJIbHO-BUKOHABCHKOI MPAKTHKH, TOOTO IXHBOMY CHHTE3y. «EBOJIOIIS MHCTEITBA CIIIBY,
HaroJIOIIy€e BUEHA — 1€ €BOJIOLIIS BOKAJIbHO-BUKOHABCHKHX CTHITIB, KOJKEH 3 SIKUX IPYHTYEThCS
Ha BJIaCHIM Teopii, sika MO)Ke HE BIAMOBIJATH 1 HaBITh 3amepedyBaTH CTWIb NEPEAHbOI Ta
HACTYMHOI ernoX... . BUBUeHHs wi€i mpoOiaeMHu B ICTOPUYHOMY acCHEKTI MOSCHIOE XapakTep
3BY4YaHHsS CHIBAl[bKOI'O TOJOCY 1 CTHJICTUKY BOKaJIbHOI'O IHTOHYBAaHHS MY3WYHHX TBOPIB
pizHEx emox» [9, €. 7]. Posrisimatroun cTuiictuaHi ocobimBocTi KiacuuHoro bel canto, asrop
PO3KpHBAE XapaKTep BOKAJIbHOI'O IHTOHYBAHHS, Jlala30H Ta TECUTYPY roJI0CiB, IPUHLIUIU Ta
iX eBONIOLiI0, [0 MpHU3BeJa 0 BHUXOBAaHHS MPUPOJHIX >KIHOYMX 1 YOJOBIYMX TOJOCIB,
BUSIBJIEHHS 1X CHIBAl[bKUX MOXKJIMBOCTEH, 1 B3araii, A0 KOPIHHUX MEPETBOPEHb y METOIUII
HaBYaHHS CIiBY. ABTOp HAroJIOIIYE, 10 CTHIIb KitacuaHoro bel canto 3HauHO BiApi3HIETHCS Bi
CY4aCHOTO CTHJIIO COJBHOTO CHIBY SIK 332 TEXHIYHHUMHM, TaK 1 XYJOXKHIMH MapamMeTpaMu.
Crumictuka » HapoaHoro cmiBy, Ha AOyMKy O. CraxeBudY, SK TNpaBHJIO, BU3HAYAETHCA
BUKOPHCTAHHSM TPYIHOTO PETICTPY BIAKPUTOTO 3BYYaHHS 1 y YOJOBIKIB, 1y xiHOK [11, C. 7].

BaxxnuBi nuTaHHA BOKaJIBHOI OMEPHOI CTHIIICTUKH BHUCBITJIIOIOTHCS B TUCEPTAIIAHOMY
nocmikenHi A. [TomneeBoi. Ilocunatounce Ha nosnoxenHs A. Coxopa, 0 CTHIIb B Omepi €
KIIIOYEeM JI0 JiaJiory MiX KYyJIbTYPHHMH €IO0XaMH, aBTOpP IMPOCTEKY€E E€BOJIOIII0 BOKAIBbHOI

CTHJIICTUKA B Omepi BiJ emoxu 0apoko, Koiau cHOpMYBaBCS «TeaTpalbHUA CTHIIBY 10
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EKCIIPECIOHI3MY Ta ITOCTMOJICPHI3MY», BOHA aHAI3Ye SK 3arajibHi TCHJICHIII1, TaK 1 KOHKPETHI
CTUJIbOBI IPOSIBU 3a3HAYEHOrO sIBUILA. ABTOp BiJI3HAa4ae, 110 BOKaJbHA CTHJIICTHKA ONEpU
3HaMEeHYBaJla 3HAuHi 3pYLIICHHS Y MPHPOJI MY3UUYHOTO MHCJCHHS, [TOCTYIIOBO BUBOJSYM HA
NEepUIMii TUIaH COJIICTa-BipTyo3a Ta apil0 SK HOCIS HOBOI BOKaJIbHO-KOHIEPTHOI (opmu
(ctumictuka OenbkaHTO). BueHa cTBepKye, SKINO y KiIacH4YHOMY iTamiiicekomy bel canto
cepenuan XVII — nepmoi monoBuaM XIX CTONITH TOJOBHOK CTUIIICTUYHOK BUMOTOKO Oyia
KaHTWJIEHA, CIIBYYiCTh BHUKOHAHHA, TO 3 cepeauHu XIX cTomiTTs BOKajlbHA CTHIIICTHKA
0a3yBajlach MEPEBAXHO Ha JKaHPaX HAIIOHAIBHO-(POJIBKIOPHOTO  MMOXO/DKEHHS 3
HiKPECIEHHSAM Yy BOKaJbHIH MOBI «eCTeTMKHM KpHKy». Ha mpuxiagi  onepu-HOBEIH
I1. Mackanbi «Cinbcbka uecTb» A. I[lommeeBa pgemoHcTpye MeTamopdo3u BOKaJIbHOI
cruiicTukd. BoHa BBaxkae, M0 I omepa € IIEHTPOM TSDKIHHS, BiJl SIKOTO TOXOISTH pi3HI
CTHJIICTHYHI NEPETBOPEHHS, a/Ke 11 [paMaTypris MOEAHYE PHCH «OTIEpH, IO CITIBAETHCI» (3
aKLIEHTOM Ha COJIbHO-BOKAJIbHIN CKJIaJIOBiM SIK CMUCJIOBOMY SIApi ApamMu) Ta cUM(OHI30BaHOT
oInepu-ApamH, Jie Ji€ IMaHEHTHO MYy3UYHa JIoTiKa. Y MiJICyMKY aBTOp KOHCTaTye, 110 Cy4yacHa
orepa BUPI3HAETHCS CTHIICTHYHUM ILTFOPATi3MOM, OCKUJIBKM T/l BIUTMBOM MY3UKH, Tearpy i
JITEPaTypHOro TEKCTY (popmyeThecsi «TpeTs peanbHicTh» (b. bpexT) — BiquyTTst cBOEpiAHOIO
cM0i03y IHX CKJIQJOBHMX IIiJI €riJI0l0 iHTOHAIIHHO-My3u4HOrO Hadana [8, ¢. 4—7]. Ha nam
MIOTJISA]T, 03HAHOMJIEHHS CTY/ICHTIB 3 OIIEPHOIO CTHIIICTUKOIO CTaHE OCHOBOIO /ISl JOPMYBaHHS
TOTOBHOCTI JI0 XYAOXHbO-IHTEPIPETAI[IHHOT JiSIIbHOCTI.

Benukoro 3HadueHHsl y mpolieci IHTeprpeTanii BOKaJbHUX TBOPIB HaOyBa€ CHOKETHA
CTUJIICTHKA, fKa Y BOKaJbHIM My3uli HaOyBae BHpa)k€HHs PO3IOBiJI B 0ocobax, abo TeaTpy
ogHoro aktopa. CBOi NpUHOMHU CIOKETHA CTUJIICTHMKA 3allO3M4ye 3 JiTeparypu (po3MoBifi-
pEUUTaTUBH, IO MIAKPECITIOITHCS TEMOPOBOIO MepcoHi(DIKaIi0 My3UUYHUX 00pa3iB), moesii
(emoIiiiH1 HAMJIUBYU, PEMIHICIIEHIIIT), ApamMaTyprii (BTOPrHEHHS, /11aJOTH MEPCOHAXIB TOIIO).
B oMy KOHTEKCTI AOLUIbHO MpouuTyBaTH 1yMKY FO. bopeBa: «My3HKaHT 1HTEpIIpETYye TBIp,
KU BUKOHYE. JITepaTypHUN KPUTHK — TBIp JIITEpaTypH, Mepekyiagad — JyMKH, BUpaKeH1 Ha
MOBI OpHUTiHaly, MUCTELTBO3HABElb — KapTUHY, MaTeMaTHK — dopmymy» [1, c. 426]. Lo
CTOCYEThCSA My3UKaHTa-BOKajJicTa, MOBa M€ MpO HAJAAHHA OHTOJOTIYHOIO OyTTH
«MOTEHIIHHIN My3HuIl1», dKa 3aiM(poBaHa B HOTAX, a MiICYMKOM TaKOro po3mudpyBaHHs cTae
CTBOPEHHSI IIEPEKOHIINBOI IHTepIpeTallii XyI0KHbOTO 00pa3y.

O1xe, came B TIPOIIECi BAKOHABCHKOT IHTEpIIpETAllii (aHaIi3y CaMOCTIHHO1, pereTUIiiHOl
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Ta KOHLEPTHOI CTalill) CKJIQAA€ThCS YSBJIEHHS NPO 1HAMBIAYaJbHUM BUKOHABCHKUNA CTHUJIb
BOKaJIiCTa.

BuBueHHsS 1HIMBITYaJbHOTO BHUKOHABCHKOTO CTWIIIO 3AIMCHIOETBCA 3a JIEKUTbKOMA
HanpssMkamMu. OIHUM 3 HHUX € BHBYEHHS OO’€KTy iHTepmperamii, ToOOTO — SKHH TBip 1 K
IHTepIpeTye HOro AaHWN BHUKOHABEllb. Ba)XKJIMBUM HamnpsMOM BHBYEHHS 1HIAMBINYaJbHOI'O
BUKOHABCHKOI'O CTWJIIO € aHalli3 TBOPIB 3 pernepTryapy BOKajlicTa. 30KpeMa HOoro >kaHpoBa
cHUCTEeMaTH3allis, BCTAHOBIICHHS MPIOPUTETHUX I JAHOTO BHUKOHABLS ICTOPUYHUX,
HAI[lOHAIBHUX Ta aBTOPCHKUX CTWIB. TakoX BU3HAYAJIBHUM JUIS  JIOCIIIKEHHIM
1H/IMB1/lyalbHOT'O BUKOHABCHKOTO CTUJIIO € MOPIBHSUIBHUIN aHaji3 31 ICHEHUX BUKOHABCbKHX
BepCciii My3W4YHHX TBOpIB — TOOTO pe3ynabTaTy iHTepmperauii. BpaxoByrouu ckazane,
IHAVBIAyaTbHA BHKOHABCHKUH CTHJIb BOKaicTa OyAeMO pO3IJSAaTH SK  KOMIUICKC
BUKOHABCHKUX (3arajlbHUX, CICMIATbHUX, TEXHIYHUX) MPUHOMIB 1 3ac00iB, IO BH3HAYAETHCS
crieli(ikol0  BOKaJbHOTO  BHUKOHABCTBA, CKJIAZOBMMH TBOPYOrO METOAY  BOKAJIICTa,
0COOJIMBOCTSIMH BUKOHYBAHOT'O TBODY, IO peaji3yeThCs B MPOLIECI BUKOHABCHKOI 1HTEpIIpeTarii
[10, c. 440].

3 ornsAy Ha ICHYIOUY THUII3Allil0 BUKOHABCBKUX CTHJIIB, BPaxOBYIOUM YHIKaJIbHICTb
BUKOHABCHKOT'O CTHMJIIO KOXKHOro Bokaiicta, gocmigHuku (0. Tkau, B.JKuBoB Ta iH.)
HaroJIOmyTh Ha TPbOX OCHOBHUX THUMAaX BHMKOHABCHKUX CTUJIB — palliOHaiCTUYHOMY,
€MOILIIHOMY Ta CUHTETHMYHOMY. PalllOHamICTUUHUN THI XapaKTepU3YEThCS 00’ €KTHUBI3MOM,
TOYHUM  PO3PAXYHKOM IHTEpHpeTallii, JIOTIKOKO BHKOHABCHKOTO 3aJyMy, BMIHHIM
CIOPY[KYBaTW 3 JeTajliell MOHOMITHI KOHCTpYKIii. [l emomiiHOro THIy BIacTHUBE
JIOMiHYBaHHS €MOIIIMHOTO MOYaTKy, apTUCTUYHA CBOOO/A, SIKa 3aCHOBAHA HA CY0 €KTUBHOMY
BIYYTTI, IHTYiIMI, IMIYJIbCUBHOCTI, CTUXIMHOCTI. CHHTETHYHMHM THUIl XapaKTEPU3YETHCS
MIMOWHO0, TIPOHUKIIMBICTIO BUKOHAHHS, €MOIIHHICTIO 0€3 CTHUXIMHOCTI, apryMEHTOBAaHUM,
JIOTIYHUM CY0’€KTHBI3MOM, TpojayMaHoro immposizaiiero tomo [10, c.440]. 3unanHs i€l
TUMOJOTI] /103BOJIUTh MailOyTHROMY BYMTENIO BUBAXEHO CTABUTUCh JO BHBYCHHS Ta
BUKOHAHHSI BOKAJIbHUX TBOPIB PI3HUX CTHWJIB 1 kaHpiB. IIpu BUBYEHHI BOKAJIBHOIO TBOPY
TaKOXX HEOOXITHO BpPAaXOBYBAaTH B3a€EMO3B 30K MY3WYHHX CTHJIB 13 CTUILOBHUMHU
0COOJIMBOCTSIMM HIIUX BU/I1B MUCTEUTB (’KMBOIIHCY, JIiTepaTypH). BiguyTTs Takux 3B'sI3KiB, Ha
Halll TIOTJISA, CHIPHUSATHME YCHIIIHOCTI XYIOKHBO-IHTEPIPETAIiiHOT TisSUIBHOCTI BYMTEI

MY3UYHOT'O MHUCTCITBA.
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Bucnoeéku. IlincymoByrOUH cKa3aHe BIJ3HAYMMO, IO PO3MVIAHYTI MEAAroridydHi yMOBH Yy
MPAKTUIIl BOKAIBHOI TIATOTOBKM KHUTAWCHKUX CTYACHTIB CHPHUATUMYTH 3aTy4CHHIO [0
XYA0KHbO-IHTEPIIPETALIHHOI  TisUIbHOCTI K Ji€BOi (opMU BHUSBICHHSA iX TBOPYOTO
noteHmiany. CBO€rO 4eproro, peatizalis 03HaYeHUX YMOB ITOBHHHA BiZIOyBaTHCSA SIK B ITPOIEC]
HaBYaJIbHHUX 3aHATH, TaK 1 B MEPiOJ MEIAroriyHOl MPAKTHKH, TPU MiATOTOBII 10 KOHIIEPTHUX
BHCTYIIIB, Jie 0e3mocepeIHbO BiIOYBAETHCS MPOIEC XYA0KHBO-IHTEPIPETAINHOT TiSTTEHOCTI.
[Momanpmoro po3poOieHHss moTpedye TEOpeTUYHE Ta METOAMYHE 3a0€3MEeUCHHS IPOLECY
(¢bopMyBaHHSI TOTOBHOCTI MalOYTHHOTO BUHUTENS MY3HKH J0 XYAO0KHBO-IHTEPIpETaiiHOL
TISUIBHOCTI.
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Translation of the Title, Abstract and References to the Author’s Language

YJIK: 378.016: [784:781.68] (043.3)
Jlinb Sub. Ileparoriuni ymoBum (opMyBaHHsI TOTOBHOCTI Mail0yTHiX y4duTesiB
MY3HMKH 10 Xy10KHbO-iHTeprnpeTauiiiHoi AisJbHOCTI.

B crarTi 006rpyHTOBaHO NearoriyHi yMoBu opMyBaHHS FOTOBHOCTI MailOyTHIX yYUTENiB
MY3UKH JI0 XYJI0KHBO-IHTEPIPETAIlIiMHOI JisSUThHOCTI, a caMe: OCBOEHHS CTYACHTaMH
610¢13MYHMUX 1 Op(OEMIYHUX OCHOB BOKAJIbHOI MOBH; YBa)KHOT'O CTaBJEHHS /IO CIOBECHOTO
TEKCTy BOKaJIBHOTO TBOPY, HOTO XYIOKHBbO-OOpa3HOTO 3MICTy; PO3yMIHHS CTyJIE€HTaMHU
BOKAJIbHO-BUKOHABCHKOI CTHITICTUKH MY3HUYHOT'O TBOPY. BiAmoBifHo 10 mepiioi yMoBH, TaHUHA
IIpOIeC MOBUHEH IPYHTYBATUCS Ha IIMPOKOMY KOJI 3HaHb PO MPUPOAY Ta MEXaHI3MHU
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3BYKOYTBOPEHHS, 3aKOHOMIPHOCTSAX (POPMYBAaHHS CIIBAallbKOIO TOJOCY Ta KEPYBAHHS LIUM
MIPOLIECOM, PO3YMiHHI CYTHOCTI CKJIaIHUX (DOHAIIITHUX SBUII, SIKi BiIOYBaIOTHCS B JIFOJICBKOMY
oprasi3mi, 3a0e3lneuyroud JOCATHEHHsI KIHIIEBOTO pe3yJbTaTy — CTBOPEHHS XYAO0XKHBO-
MEPEeKOHJINBOI 1HTepHpeTanii BOKaJbHOrO TBOpY. JlOTpUMaHHS JAPYroi yMOBHU IOB’S3aHO 3
YBa)XHUM CTaBJICHHSIM JI0 CJIOBECHOTO TEKCTY BOKAJIBHOTO TBOPY, HOr0 XyA0XKHBO-O00pa3HUM
3MmicToM. BuxonanHs TpeThoi ymMoBH mependavyae O3HAHOMIICHHS CTYIACHTIB 3 E€BOJIOIIEIO
MY3UYHUX CTWJIIB Yy BIUIMOBIHOCTI 3  ICTOPIE€IO PO3BUTKY MY3HMYHOTO MHCTEIITBA,
eKCIPECUBHUMHU 3aC00aMU MY3UYHOI MOBH, I IHTOHAIIMHMM CKJIQJIOM Ta KOMIIO3UIIHOIO
nmoOynoBoro. Peanizaiisi 03Ha4eHHX yMOB IOBHHHA BiOyBaTHCS SK B IPOIECI HABUAIbHUX
3aHATH, TaK 1 B EPiOJ MeJarorivHol NPaKTUKU, IPU MiJrOTOBII O KOHIIEPTHUX BUCTYIIIB, /1€
0e31ocepeIHbO B1IOYBAETHCS MPOIIEC XYA0KHBO-THTEPIPETALIHHOL TISITLHOCTI.

Kio4oBi cjoBa: CTyAeHTH, TOTOBHICTh, BOKAJBHHUHA TBip, IHTEpHpPETAIlisi, XyI0XKHBO-
IHTepIpeTaliiiHa JisUIbHICTh, OpdOEIis, CTUITICTHKA.
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Abstract

The urgent problem of forming students’ socio-cultural values in the educational environment of higher
education establishment and the need to analyze its scientific thesaurus have proved in the article. The scientific
thesaurus is presented as a system of concepts, which reflects the methodological, theoretical and
methodological aspects of the phenomenon under study. There are three groups of concepts that make up the
submitted scientific thesaurus: 1) the terms that characterize the methodological aspects of the phenomenon
under study (axiological, cultural and environmental scientific approaches, strategic and tactical principles of
forming socio-cultural values); 2) the terms that characterize the theoretical aspects of the process of forming
socio-cultural values (society, culture, socio-culture, values and socio-cultural values); 3) the terms that reflect
the methodological aspect of student’s socio-cultural values formation (educational environment, environment
formation, forms, methods, technologies of forming socio-cultural values).

Key words: scientific thesaurus, values, socio-cultural values, educational environment, higher
education establishment.

Axmyansnicmo 0docnioncennsa. llinnicHa cdepa ocobuctocti € i  6azoBUM
CKJIQJIHUKOM, SIKMM HaOyBae 0cOONMBOI 3HAUYIIOCTI B MEPIOJU COLIATIbHUX TpaHChopMallii,
OCKUIBKU IIIHHOCTI € PErylaTopoM i MoTuBaTopoM moBediHKH. CyuacHi rioOani3amiifHi Ta
€BpPOIHTErpalliiiHi MpoLEecH, HIBUAKUHA TEMI PO3BUTKY CYCIIIbCTBA AaKTYai3yl0Th BaXKJIUBICTh
y OKUTTI JIIOJIMHU CaMe€ COLIOKYJIbTYpPHHUX IiHHOCTeH. ToMy IO BOHHM BH3HAYAIOTh
caMOOYyTHICTh MEBHOI KyJIbTYpH, fIKa BIAPI3HsE ii BiA IHIIMX, a TAaKOXX NPUTAMaHHY AaHIH
KyJIbTypl MEHTalbHICTh, YHIKQJIBHICTh 1i KYJIbTypHO-iCTOpHYHOro jJocBimgy. Otxe,
COLIIOKYJIBTYpPHI IIHHOCTI 00’ €JIHYIOTH COLIOKYJIBTYpPHI OCOOJIMBOCTI MEBHOI'O CYCHIbCTBA,
COLIaJIbHI aCMeKTH pI3HUX ETHIYHHUX TPyl Ta MEBHOI 0coOHCTOCTI. TakuMm 4YUHOM, €
OUYEBUHOIO CUHTETUYHA, IHTerpaTUBHA NPUpPoJa PEHOMEHY COLIOKYIbTYPHUX LIHHOCTEH, 1110
Mae ¢inocochke, COLIONOTIYHE, KYJIbTYpOJOTriuHe W IMCUXOJIOTIYHE KOpiHHA (1ed acmekT
COIIIOKYJIPTYPHUX IIHHOCTEH JE€TaJbHO BHCBITIICHO HaMHU Yy TOMNEpeaHix mpamsx [2]).

VYpaxoByrouu CKIaAHY MIKIUCIUIUTIHAPHY MPUPOAY COLIOKYIBTYPHHX IIHHOCTEH, a TaKOX
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(heHOMEHY OCBITHBOTO CEpPEIOBHINA K IUIOMMHM 1X (OpMyBaHHS y 3aKja/i BHIOI OCBITH [7;
8; 9; 14; 15], nabyBae MOIIBHOCTI aHaJli3 HAYKOBOIO TE€3aypycCy JAOCHIKYBAHOI IIPOOICMH.
Bapro Takox BiA3HAYUTH, IO OJHUM i3 CYTTEBUX KPHUTEpIiiB 3pLIOCTI MEBHOI KOHIIEMLIi, Ha
nymky Bigomux MeroaosoriB  (I'. Kopueros, B. KpaeBchkuit) € oOrpyHroBanicTh i
TEPMIHOJIOTIYHOTO amapary, 1o 1 3yMOBJIIO€ aKTYaJIbHICTh 3a3HAYEHOT MPOOJIEMH CTaTTI.

JlocnimkeHHssT COLIOKYJIBTYpPHOI Ta CEpelOBHUINHOI MIPOOJIeMaTUKU MPECTaBIICHI
TaKUMH HalpsiMaMmu, SK-OT: oOrpyHtyBaHHi (enomeny comiokynbtypu (I1. Copokin);
CydacHe  TpakTyBaHHs  comiokyabTypHoro  migxoxay  (H.Yepuum, O. PoBenuak);
NCUXoJoriyHui  popmar comiokynsTypHux IiHHOcTed (B. bincki, I'. Onmmopt, M. Pokuu,
1. IBapu, E. Illnpanrep); cCTyAitoBaHHA COINOKYJIBTYPHHX IIHHOCTEH Yy  Mekax
mucepraniiaux — poobir  (T. AprimonoBa, 1. bapanoBa, /[I. [lasxnoBa, JI. Jlemiznoga,
O. KapacboBa, 3. Hazapkina Tta iH.); 3arambHOQiIOCO(CHKE TpaKTyBaHHS CEpeIOBHIIA
(B. Kopuero, B.Jlencekuii, I Ton); konmenmis cepenoBuinHoro (FO. Manyiinos),
nonicepepoBuinHoro (M. @enopoBa) MiAXO/IB y OCBITI; TEOPisl CEPEIOBUIIHO 30PI€EHTOBAHOTO
naBuyaHHs (FO. Manyitnos, T. Menr, C. CepreeB); o3naku cepenoBumia (M. HopHoyiiek);
MIPUHIIUIT TOIIIBHOCTI cepenoBuia s moauuau (B. Mixenbcon, I'. CTokosic); iMEpCUBHICTS,
MPUCYTHICTH 1 iHTepakTUBHICTh cepenoBuina (C. CepreeB); MUTaHHS CIIBBIAHOIIEHHS MTOHSITh
»cepenopuiie” i ,,mpoctip” (A. XKypasnwos, JI. Iletbko, L. [llenapuk); TUMU OCBITHHOTO
cepenoBuIla: akmeosioriuHe cepenosuine (A. [lepkau, 1. ConosiioB), npodeciiiHo-KpeaTuBHE
cepenosuie (3. Kypnsun), indopmariiino-ocBiTHe cepenoBuiie (JI. [lanueHko); KOHTEKCTHE
cepenoutie (O. Illepbakosa), pediekcuBHO-0CBITHE cepenoBuiie (A. bizsesa), pedrekcuBHo-
KOHTEKCTHE OcCBiTHE cepenoBuie (B. XKenaHoBa); pediekcuBHO-eMnaTiiHe CcepeoBHILE
(O. dacT), pednekCHBHO-OCBITHE CEPENOBHINE SK yMOBA KYJIbTYPHOTO CaMOBHU3HAYCHHSI
crynenta (O. MamaxoBa). Ilpore mpu Takiid 3aIiKaBICHOCTI PI3HUMH AaCHEKTaMH
CepeIOBUINHOI MPOOIEMATUKU, MUTAHHSA 100 LITICHOTO PO3IIIALy HAyKOBOTO Te3aypycy
npobiemMu (GOpMYBaHHS COIIOKYIBTYPHUX IIHHOCTEH B OCBITHBOMY
cepenosuiili 3BO 3anuimaeTbest TOCHTIKEHOIO JIUIIE aCTIEKTHO.

Memoro cmammi € BHUCBITIIEHHS HAyKOBOTO Te3aypycy mpoOiemu (QopMyBaHHS
COLIIOKYJIBTYPHUX LIHHOCTEH B OCBiTHROMY cepenoBuiii 3BO.

Buknao ocnoenozo mamepiany. 3’5CyeMO CYTHICTb (EHOMEHY «Te3aypyc», IO

MOXOUTh Bi AaBHbOTrpenbkoro (thésaurds — ckap0O, CKapOHMIIS, 3amac) W TIYMAYuThCS SK
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HAayKOBHUM 1 KyJIbTypHUU (PEHOMEH, KU 3a0e3redye MOpo3yMiHHS YYCHHX 1 MPAKTHUKIB Y
CBITOBOMY OCBITHBOMY IPOCTOPI Ta Y3TOKEHICTh METOJOJIOTIYHUX 3acaja JOCIIiKEHHS
MIEBHUX MPOOJIeM; cHUCcTEeMa MOHSATh, 110 MIPU3HAYCHI JIFOIMHI [Tl 1X 3aCBOEHHSI M aKkTyasizamii
3 METOIO YCIIIIHOT Opi€eHTalii y TPeIMETHIH IJIOMKHI HayKoBHX 3HaHb [10].

[pynTyrouncs Ha MogaHiil AediHilii, MU BU3HAYAEMO HAYKOBUL Me3aypyc K CUCTEMY
MTOHSATB, KA BiJOMBAE METOIOJIOTIYHI, TCOPETUYHI i1 METOIMYHI aCIIEKTH MEBHOTO ()eHOMEHY 1
€ 3aCO00M JITsI HOTO OIHCY.

Memoodonoeiuni acnexmu (HEHOMEHY COIIOKYJIbTYPHUX IIIHHOCTEH Ta OCBITHBOTO
cepenosuia 3BO y koHTeKcTi iX (hopMyBaHHS MOB’s3aHi 3 pealizalli€lo i1ei akcionori4Horo,
COLIIOKYJIbTYPHOTO, CEPEIOBUIITHOTO HAyKOBHX MiaxoaiB. [Ipu nbomy axcionoziunuii nioxio
(I. bex, b.T'epmyncekuii, M. €Btyx, I 3s3toH, B.Kpemenn, A.Mimenko, B. CracthoHiH,
H. TxauoBa, I'. UmkakoBa) MU pO3yMi€EMO SIK METOJOJIOTIUHY CTpPAaTeTilo, CHPSIMOBAHY Ha
(dbopMyBaHHS LIHHICHO-CMUCTIOBOI cepu cTyneHTiB. [Ipu nbomy BiIOYyBa€ThCSl MPUCBOEHHS
CTYICHTOM O00’€KTHBHHMX I[IHHOCTEH Ta iXx TpaHcdopmalis — B OCOOHUCTICHO 3HAYYII.
CyTHICTB Kyabmyponociunoeo nioxody (€. bonnapeBcbka, b. I'epmryrcekuit, E. ['ycuHchKHiA,
H. 310611, B. Ko3upes, M. Karan, 0. Typuaninos, B. ®panki) nondrae B TpaKTyBaHHI
mporecy (opMyBaHHSI COLIOKYJIBTYPHHUX IIIHHOCTEH K 3aco0y CTaHOBIEHHS JIOJWHU B
KynbTypi. [IpoTe «itorHa HEe TIBKU «CIIOXKHUBAE» KYIBTYPY, & H CTBOPIOE 11», TOOTO JIt0/IMHA
TBOPUTH KYJBTYpPY, a KyJbTypa TBOPUTH JioauHy. OTXe, JIOAUHA € CY0’€KTOM KYJIbTYpH,
HocieM KyabTypHOro ceitomopsinky (M. Karan) [3]. Basyrouuce Ha inesx ¢ynmaropa
CepeIOBHIHOrO Mmiaxoay a0 oceitu 0. Manyitnosa [4], po3yMieMO cepedosuuyruii nioxio sk
OCBITHIO CTparterio, ska 0a3yeTbcs Ha i71€i (OpMyBaHHS OCOOMCTOCTI CTYIEHTa, 30Kpema, Horo
COITIOKYJIBTYPHUX I[IHHOCTEH 3aCO00M CTBOPEHHS IEBHOTO cepefoBHINa. ToOTO, BILUTMBAIOYM HA
CEepeNIoBHUIIEC 1 3MIHIOIOUM MOTO0, BUKJIA/Ia4 TIEPETBOPIOE CEPEIOBHINE Ha 3aCi0 COIIOKYIBTYPHOTO
(hopMyBaHHS OCOOMCTOCTI CTY/ICHTA.

3a3HayeHi MiJX0u KOHKPETU30BaHO B cmpame2iuHux (aKCIOJOTIYHOT CIIPSIMOBAHOCTI
OCBITH; KYJIbTYPHO-ICTOPUYHOI JE€TEpMiHAIlli OCBITH; JIFOJUHOIEHTPU3MI; CHCTEMAaTUYHOCTI i
MOCTIIOBHOCTI 'y (opMyBaHHI akciocepr OCOOMCTOCTI; €TamHOCTI Ta TpaHchopmarrii
IIHHOCTEeW 3 HIKYMX Ha BHIII; 3B 53Ky akcioreHesy 3 MpodecioreHe3oM OCOOMCTOCTI;
CepelOBUINHOI OpieHTaIil) Ta makmuuynux (MOJEIIOBaHHS 3MicTy, (opM 1 MeToniB

(dhopMyBaHHSI COITIOKYJIBTYPHUX I[IHHOCTEH; AaKTUBHOCTI; 1HTEPAKTUBHOCTI W IMAapTHEPCTBA;
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3a/1a4HO-CUTYaTHBHOL HACHYECHOCTI, TEXHOJIOT13a11i1) NPUHYUNAX dbopmyBaHHS
COIIIOKYJIbTYPHHUX LIIHHOCTEH OCOOMCTOCTI CTY/ICHTA.

Teopemuuni acnexmu Te3aypycy mnpobieMu (OpMYBaHHS COLIOKYIBTYPHHX IIHHOCTEH
TIOB’s[3aH1 3 PO3MIISAZOM COLIIOKYJIBTYPHUX I[IHHOCTEH Ta HOro CEMaHTHYHUX CKIIATHHKIB (COLIyM,
KYJIBTYPA, IIIHHOCTI), @ TAKOX (DEHOMEHY OCBITHBOTO CEPEIOBHIIIA.

bepyun n0 yBarum poO3yMiHHS «coyiymy»— SK CYCHUIBCTBA, IO € IUIICHOIO
COL[IAIBHOIO CHCTEMOIO; JTFO/ICBKOIO CIUIBHICTIO TIEBHOTO TUITY (POJIOBI 1 CiMEHHO-CIIOPiIHEHi,
COIIIAIbHO-KJIACOBI,  HAIlIOHAJIBHO-ETHIYHI,  TEPUTOPIaILHO-TIOCENICHChKI  CIIJIBHOCTI);
COLIIaIbHUM OTOYEHHSIM JIIOJIMHU, CYKYIHICTIO (OpPM MAiSUIBHOCTI JIOACH, HI0 CKIIATUCS
icropuuno [13], Maemo Big3HAYMTH, [0 CEMAHTHYHUH CKJIAJHUK COIIOKYJIbTYPHHX
IIHHOCTEW «COIi0» aKIICHTYE YBary Ha iX COIlalbHIN JeTepMiHAIll Ha IHIUBITyaTbHOMY Ta
Ha HaJiHIMBITyaJbHOMY PiBHI, YPaXOBYIOUH BIUIMB SIK Pi3HUX COIIaJIbHUX T'PYII, KOJCKTHBIB,
BEPCTB HACENIeHHs, TaK 1 CycniabcTBa B miloMy. OTXe, COLIaJbHUM KOHTEKCT
COL[IOKYJIbTYPHUX LIHHOCTEH MOB’A3aHUN 3 KOHKPETHHUMM CYCHUIBHUMH YMOBAaMHU NE€BHOI
KpaiHu.

Haii6Ginbmr cyTTeBUMH O3HAaKaMHM CY4YaCHOTO YKpaiHCBKOTO CYCIUIBCTBA, SKi
BIUIMBAIOTh Ha Mpolec (OpMyBaHHS COLIOKYJIbTYPHHMX I[IHHOCTEH CTYAEHTIB, € Taki, 10
NEPUIOOCHOBU CYCIIIBHOIO Ta MOJITUYHOTO YCTPOIO; BIUIMB Ha KYJIbTYpHHM Ta OCBITHIN
npoctip Ykpainu (yHAaMEHTAIBHUX IIHHOCTEH TPOMAISTHCHKOTO CYCHIJIBCTBA 3axXiJHOI
KyJIbTYpPH, a caMe: apjJaMeHTapu3My, IpIOPUTETY NpaB JIOAUHHM, [TpaBa BCIX €THIYHUX TPy 1
HaI[lOHAILHUX MEHIIMH Yy CKJIaJi TOJNieTHIYHOI Hamii, cBOOOJYy mepecyBaHHS Ta IHIII
IPOMAJISTHCBbKI CBOOOAM, OOMEKEHHS POl JepXkaBH B CYCHUIBCTBI; collianbHa cTpaTHdikaris
YKpalHCHKOTO CYCHUIbCTBA SIK «pO3TAalllyBaHHS I1HAMBIAIB 1 Tpyol 3 TOpPU BHHU3
TOPU30HTAJILHUMU IlIapamMH (CTpaTaMHu) 3a O3HAKOI0 HEPIBHOCTI B NPHUOYTKaxX, BIACHOCTI,
pIBHIB OCBITH, 00CSTY BIaaM, MpoQeciiHOMY MpecTHXki, cTwii XUTTs» [12]; comiambHa
MobinpHIcTh (TepmiH II. Copokina), mio moB’si3aHa B CydacHid YKpaiHi 3 MacoBOIO
MDKOpO(deciiHOI0 MOOUIBHICTIO, CHaJHUMU COLIAJBHUMHU  TEPEMIIICHHSIMU; OCBITHS
MOOUTHHICTB.

Hlono penomeny»,, kyibmypa», 3ayBaxxuMo, 110 HAWOUIBII JOLITBHUMUA Y KOHTEKCTI
poOIEMH JJOCIIJIKEHHS COLIIOKYIbTYPHUX IIIHHOCTEW € HOPMaTHUBHI BU3HAYCHHS KYJIbTYpH, B

SIKUX aKIEHTYEThCS yBara Ha MIANOPSAIKYBAaHHI JIIOJEH HOpPMaMm, MIHHOCTAM 1 MOJEISIM
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noBeiHKU. Tak amepukaHCcbkuil KynbTyposor T.IlapcoHc, BimoMHii SK 3aCHOBHHK Teopii
«COIIAILHUX CHUCTEM», 3 OJHOro OOKY, PO3MEXKOBYE CYCHUIBCTBO 1 KYJIBTYpPY SK pI3HI
CKJIaJIOB1 JIFOJICHKOI JiSUTBHOCTI, @ 3 1HIIOTO — BUOKPEMITIOE CTPYKTYPH, YTBOPEH1 Ha TIEPETHHI
COLIIAIbHUX 1 KYJBTYPHHX CHCTEM. Takolo CTPYKTYpOIO HAayKOBEIb BBA)KA€ COLIaJIbHY
kynbTypy. T.IlapcoHc BHOKpemIlIO€ [1Ba OCHOBHI KOMIIOHEHTH COLIaIbHOI KYJIbTYPH —
IIHHOCTI Ta HOPMH. Y COLIAJIbLHOMY acleKTi IIHHOCTI HaOyBalTh 1HTErpaliiHOl 1HTEHIII],
gyepe3 mo T.[lapcoHc Ha3MBae iX «COI€TATbHUMU» I[IHHOCTAMHU. Peanizamis KyJabTypHUX
[IHHOCTEH, MEpeTBOPEHHS X HAa HOPMHU € aKTOM B3a€MONPOHUKHEHHS COI[aNbHUX 1
KyJbTYpHHUX cucTeM [5].

OTxe, 0a3yrounch Ha OKpECIIeHI MO3ULT, mayMayumo Kyavmypy Ak coyianvhe Aeuuje
8 il aKciono2iuHoMy SUMIDI Ul PO3YMIEMO K COYIANbHO 3YMOBIEHY cepy YIHHICHUX 38 S3KI8,
XapaxkmepHux O0Jisl NeGHO20 CYCHIIbCMEBA, WO € Pe3YIbMamom COYianbHux 63aEmMoo0iu. Y 1IbOMY
KOHTEKCTI COLIOKYIbTYPHI IIIHHOCTI € TUMU aKCIOJOTIYHUMHU OPIEHTUPAMHU, SKI BU3HAYAIOTh
3MICT MIPEAMETHOI JIFOJICHKO1 A1SUIBHOCTI, a JIFOJAUHA CTa€ 1 00’ €KTOM, 1 Cy0’ €KTOM KYJIbTYpPH.

CrocoBHO (heHOMEHY I[IHHOCTEH, BapTO BiA3HAYHMTH, IO BiH € OJHUM 13 HaWOUIBII
JOCIIDKYBAaHUX Y Cy4aCHOMY HayKoBOMY AHCKypci. Bitumsnsna mocmimuuns C. I'opbatiok
3a3Hayae, II0 «CbOTOJHI B HAyKOBOMY JOpPOOKYy € HH3Ka Teopiil Ta KOHULENIiH, sKi
OOIPYHTOBYIOTh (P€HOMEH IIHHOCTEH, OJJHAK MOJEKYIU BOHH CyllepeyaTb OJiHa OJHiH, 1O,
BJIaCHE, MiATBEPAXKYE CKJIAIHICTh LILOTO MOHATTS B cucTeMl PUIOCOPCHKUX 1 T'yMaHITapHUX
JMCKYPCiB, HEOJHO3HAYHICTD Y PI3HUX KYJIBTYPHUX Tpaauiisx» [1, c. 22].

Oco0nuBYy 3aIliKaBIEHICTh, Y KOHTEKCTI MPOOJIeMH MOJaHOTO JAOCHTIIXKEHHS, BUKITUKAE
TPaKTyBaHHs WIHHOCTEH Yy IUIOIIMHI COYiOKYIbmMypHOi peanbHocmi, 3IIACHEHE y CTYIIAX
dbynmaropa mocmimkeHHs ¢eHomeny comiokyabTtypu 1. Copokina. Ha nymky Bigomoro
cormioyiora, yiHHocmi, SK 11€ald, HOPMH, CMHCIIH, CBITOTJIAHI  OpI€HTaIii, €
HeMaTepialbHUMHU YTBOPEHHSAMH 1 HaJI0YAOBYIOTbCA JIIOJCTBOM Hax (i3UYHOIO Ta
OPraHiyHOIO PEaTbHOCTSAMH Y PE3YJIbTaTi PO3rOpTaHHS CYCIUTbHO-ICTOpUYHOTrO Tporecy [11].

TpakTyBaHHS yiHHOCMell K BUIIUX TMPUHIIMIIIB, SKi 3a0€3MeIyI0Th 3Ty SIK B MaJHX
CYCIIUIBHUX TPYIax, TaK 1 B YCbOMY CYCITUJIBCTBI B IIJTOMY, KOHCTPYIOIOUH MOJIEH COIIAIBHOL
CHCTEMH, B fKIM aKT JIOJCHKOT B3aEMOAIl € KIITUHKOIO IIi€i CHUCTEMH, 3yCTpidaeMo Yy
T. ITapconca [6, c. 30]. Bigrak, y TirymadenHi noustts «uinHicte» [1. Copokin i T. [Tapconc

0a3yBaMCh Ha IMO3MIIi, IO IIHHICTh € MPOAYKTOM COLIaIbHOI B3aeMoii. Came TOMY BOHH
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PO3MIISIA0Th IIHHICTh Yepe3 i1 CKIIAJHUKH, a came: OCOOMCTICTh — SK Cy0’ €KT B3a€EMOJIi;
CYCIIUIBCTBO — SK CYKYITHICTh B3a€EMOJIIOYMX I1HIWBIMIB, KYyJIbTypa — SK CYKYITHICTb
LIIHHOCTEIA.

Bepyun no yBarm naykoBi mosumii II. Copokina Tta T.IlapcoHca Bu3Ha4aeMo
COYIOKYNIbMYpHI YiHHOCMI SK I'PYHTOBHI JKUTTEBI CMHCIH, Ha SKUX 0a3zyeTbCs JIIOJUHA Y
MOBCAKACHHOMY JKHTTi, y CTaBJIEHHI JO HABKOJHWIIHBOI MIMCHOCTI M y SIKUX 3adiKCOBAHO
MIEBHI MOJIETI COIIaTbHOI MOBEAIHKU Ta OCOOJIMBOCTI MEBHOI KYJIBTYPH.

Memoouuni acneKkTu Te3aypycy JOCTIKyBaHOI MpoOiIeMH BiIOMBAIOTh CUCTEMY YMOB
epeKTUBHOro (hopMyBaHHs COLIOKYJIBTYPHUX I[IHHOCTEH B MeXaX OCBITHHOTO CEpe/lOBHIIA
yHiBepcuTeTy. Ha choroiHi iCHYIOTh Taki 3arajbHOBIIOMI MOJIE€Ji OCBITHBOTO CEPEIOBHILA, SIK:
AHTPOMOJIOTO-TIcUXooriyHa Mozenb (B. Cio60aunKoB); KOMYyHIKATUBHO 30PiIEHTOBaHA MOJIEINb
(B. PyOmoB); exosnoro-ocoducricia wmozenb (B. SIcBiH);  ekomcuxosoriuHa MOJIETb
(B. I1anoB); ncuxoaunaktuyHa wmonens (B. JleGenesa, B. Opnos).

VY dopmari npenctaBieHUX MOAENEH, a TaKOX B IHIIUX JOCHIIKEHHAX (DeHOMEHY
OCBITHBOTO CEpEIOBHINA OOTPYHTOBAHO TaKi CYTTEBI BIACTHBOCTI OCBITHBOTO CEpEeIOBHINA
3BO, sxk-otr: cuctemHIcTh W OararopiBHeBicTh (B. C100014MKOB); BIICYTHICTH (PIKCOBAHHX
pamok y 4aci i mpocropi (M. YopHoyiek); couiokynbTypHa Bianosianicts (FO. KymoTkiH,
B. Macteposa, C. Tapacos); BIJIKPUTICTB, KOMYHIKaTHUBHICTb, «MIKCYO’ €KTHA»
cupssmoBaHicTe (B.Pyb6uos, O. fpommnHceka); ryukicte W BapiaTuBHICTH (B. IlanoB);
iHTerpoBanicth (B. JleOenesa, B. OpnoB); konTekcryanbHicTh (B. XKenanosa); nissbHICHUN
xapaktep (I'. bensieB); pozsuBaibHa cipsimoBanicts (O. [Tucapuyk, B. ScBin).

VYpaxoByroun OKpECJIEHI BIACTUBOCTI OCBITHBOI'O CEpEAOBHUINA, TPAKTYEMO HOro sk
CUCTEMY PI3HOTO PiBHS YMOB, MOXJIHMBOCTEH Ta pecypciB 00’€KTUBHOTO Ta Cy0’€KTUBHOTO
Xapakrepy (COLiOKYIbTYPHHUX, NCUXOJIOTIYHUX, TUJAKTUYHUX, MIPOCTOPOBO-TIPEIMETHHX), 110
LUTICHO, 1HTETPOBAaHO BIUIMBAIOTH HA OCOOMCTICTH CTYAEHTAa 3 METOI0 DPO3BUTKY HOTO
0COOHMCTICHOTO MOTEHIially y BCIX BaXJIMBHUX cepax (MOTHBaIiiHIN, IHHICHO-CMHUCIIOBIH,
cy0’eKkTHIHM, KOMyHIKaTUBHIH), (hopMyBaHHS MPOPECiitHO-0COOUCTICHUX SIKOCTEH, TOTOBHOCTI
JI0 BUKOHAHHS COIIAJIbHUX POJIEH, a TAKOXK camopeaiizaii sk cy0’€KTa COIiyMy 1 KyJIbTYpH.
3ayBa)kuMoO, III0 YMOBHU OCBITHBOT'O CEPEIOBHILA € TMHAMIYHUMHU i 3MIHIOIOTBCS 3AJIEKHO BiJ

eTalliB CepeIOBUILEYTBOPEHHS, $Ki, BIAMOBIAHO METi KOXHOTO €Taly JAeTepMiHYIOThCS
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MEBHUMHU METOJaMH, (OpMaMH, TEXHOJIOTIAMH (POPMYBaHHS COIIOKYJIbTYPHUX I[IHHOCTEH
CTYJICHTIB B OCBITHROMY cepenoBuiili 3BO.

Bucnoexu. Y nonaniii ctaTtTi BUCBITJIICHO HAYKOBUH Te3aypyc npobiemu GopMyBaHHS
COLIIOKYJIBTYPHUX I[IHHOCTEH B OCBITHhOMY cepenoBuili 3BO. YpaxoByioun TpakTyBaHHS
HayKOBOTO Te€3aypycy sSIK CHCTEMH IOHSTH, sIKa BiJOMBA€E METOOJIOTI4HI, TEOPETHYHI M
METOJMYHI acCIeKTH MEBHOTO (PEHOMEHY 1 € 3ac000M Il HOro OMHCY, a TAKOXK YCTaJICHY B
HayIll CXEMy METOJOJIOTIYHOTO aHali3y, PENpe3eHTOBAaHWN Te3aypyC MICTHUTh TPH TPYIH
TepMiHiB, a came: 1) TepMiHM, IO XapaKTEPH3YHOTh METOMOJOTIYHI ACMEKTH JOCIIKYBAaHOTO
(heHoMeHy (aKC10JIOT1YHUH, KyIbTYpPOJIOTIYHU, CepeIOBUILITHII HAYKOBI M1IXOH; CTpaTeriyHi
Ta TAKTHYHI TPUHOUIHA (OPMYBAHHS COLIOKYJIBTYPHHUX I[HHOCTEH); 2) TepMiHH, IO
XapaKTepH3YIOTh TEOPETHYHI AaCIeKTH TMpouecy (OpMYBaHHS COLIOKYIBTYPHHUX —IIHHOCTEH
(comiym, KyabTypa, COLIOKYJIBTYpa, IIIHHOCTI, COIIOKYJIBTYPHI IIIHHOCTI); 3)TepMiHM, IO
BIIOMBAIOTh METOJMYHUN acleKT (OpPMyBaHHS COLIOKYJIBTYPHHX LIHHOCTEH CTylaeHTa (OCBITHE
CEPEIOBUILIE, CEPEIOBHUIIICYTBOPEHHS, (DOPMH, METOJIH, TEXHOJIOTIT JOPMYBaHHS COLIOKYIBTYPHHUX
LIHHOCTEHA).

[lepcrieKTUBHUM BEKTOPOM JIOCHIPKEHHS BBA)KAEMO PO3POOKY IIUTICHOI TaKCOHOMIT
HAyKOBOT'O Te3zaypycy mpobiemMu (GopMyBaHHS COLIIOKYJIBTYPHHX LIHHOCTEH B OCBITHBOMY
cepenosuiii 3BO.
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VK 378:37.013.42:37.013.43

3apeninoBa  EabBipa.  AHaniz  HaykoBoro  Te3aypycy  (OpMyBaHHA
COLlIOKYJIBTYPHUX LIHHOCTEH CTYJEHTIB B OCBITHHLOMY CepeIOBHINI 3aKJaly BHIIOL
OCBITH.

Y craTti J0BeleHa AaKTYyaJlbHICTh MpoOsieMd (OpPMYBaHHS COLIOKYJIBTYPHUX
IIHHOCTEH CTYACHTIB Yy OCBITHbOMY CEPEIOBHINI 3aKJIaay BHUIIOI OCBITH W HEOOXIIHICTH
a”ayi3y ii HayKkoBoro te3aypycy. [IpencraBneHo HayKOBUi Te3aypyc SIK CUCTEMY HOHSATh, sIKa
B1I0MBAa€ METOJIOJIOTIYHI, TEOPETUYHI ¥ METOIUYHI aCMeKTH JOCIITKyBaHOTO (DEHOMEHY 1 €
3aco0oM Juts foro onmcy. BusHaueHO Tpu rpynu MOHATb, IO CKJIAAAI0Th MMOJAHUH HAYKOBHUH
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Te3aypyc: 1) TepMiHH, 10 XapaKTEPU3YIOTh METOIOJIONIYHI aCIIeKTH IOCIIHKYBAaHOTO (PeHOMEHY
(axcionoriuHuil, KyJIbTYpOJOTiYHHN, CEPENOBHMIIHMN HAYKOBI IIIXOIM; CTpaTeriyHi Ta
TaKTUYHI TPUHOUNH (QOPMYBaHHS COLIOKYJIBTYPHUX IIIHHOCTEH); 2) TEpMIHH, IO
XapaKTepH3yIOTh TEOPETHYHI AaCMeKTH Tpouecy (OpMyBaHHS COLIOKYJIBTYPHUX LIIHHOCTEH
(comiym, KyabTypa, COLIOKYJIBTYpa, IMIHHOCTI, COIIOKYJIBTYPHI I[HHOCTI); 3)TEepMiHH, IO
BiIOMBAIOTh METOAWYHMI ACTEKT (POPMYBAHHS COLIOKYJIBTYPHHX IIHHOCTEH CTyaeHTa (OCBITHE
CEpEIOBHILIE, CEPEIOBHUIIICYTBOPEHHS, (POPMH, METOJIH, TEXHOJIOTIT (POPMyBaHHS COIIOKYIILTYPHUX
LIHHOCTEH ).

Knrouosi cnosa: naykoBuil Te3aypyc, LIHHOCTI, COLIOKYJIbTYPHI I[IHHOCTI, OCBITHE
CepeIOBUILE, CEPEIOBHUIICYTBOPEHHS.

3apeauHoBa JubBHpa. AHAJIHM3 HAYYHOro Te3aypyca (OPMHPOBAHUSA
COLIMOKYJIbTYPHBIX LEHHOCTeH CTYyIeHTOB B 00pa3oBaTeIbHON cpele YUpesKAeHHs
BbICIIEr0 00Pa30BaHUS.

B craTtbhe npezacraBiieHa akTyalbHOCTH MPOOIEMbI (POPMUPOBAHUS COLIMOKYJIbTYPHBIX
LIEHHOCTEeH CTYJEHTOB B 00pa30BaTEIbHOM cpene yupexJeHUs BbICLIEro oOpa3oBaHUS U
HEOOXO/IMMOCTh aHAJIM3a €€ HaydyHOro Te3aypyca. [IpencTaBiieHbl HaydHBI Te3aypyc Kak
CHCTEMY MOHATHUH, KOTOpas OTPakaeT METOA0JIOIMYECKHE, TEOPETUYECKHE U METOJUYECKUe
aCMeKThl U3y4yaeMoro (PeHOMEHa U SIBJISIETCS CPEACTBOM JUIsl ero onucanus. OnpeaeneHsl Tpu
IpYIIbl MOHATUN, COCTABISIONIMX TIPEACTaBICHHBIH Hay4HbIM Te3aypyc: 1) TepMHHBI,
XapaKTEepU3yIOIINE METOO0JOTUYECKHE aCIEeKThl U3y4yaeMoro (peHOMeHa (aKCHOJIOTMUYECKUH,
KYJIbTYPOJIOTHYECKUM, CPENOBBIM HAay4HbIE IIOJIXOJbl; CTPAaTETMYECKHUE M TAKTHUYECKUE
MPUHLIMITBI (POPMUPOBAHUS COLIMOKYJIBTYPHBIX LIEHHOCTEN); 2) TEPMUHBI, XapaKTEPU3YIOL1e
TEOPETUYECKHE ACHEKTHI Mpolecca GOPMUPOBAHUS COLUOKYIbTYPHBIX LEHHOCTEH (COLUYyM,
KyJlbTypa, COIMOKYJIbTYpa, LIEHHOCTH, COLMOKYJIbTYpHbIE LEHHOCTH); 3) TEpPMUHBI,
OTPAXKAIOIIUX METOAMYECKHH acleKT (OpMUPOBAHHUS COLMOKYJIBTYPHBIX IEHHOCTEH
cTtynenta (oOpa3oBarenbHas cpefa, cpeaooOpasoBaHue, (GOPMBI, METOJIbI, TEXHOJOTHH
(bopMHpPOBaHUS COLMOKYIBTYPHBIX LIEHHOCTEI).

Knrouesvie cnosea: HayuyHblli Te3aypyc, LIEHHOCTH, COLIMOKYJIbTYPHbIE LIEHHOCTH,
oOpa3oBaTenbpHas cpesia, Cpe1ooopa3zoBaHue.
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Abstract

The article presents the formation of Self Confidence among senior secondary school pupils. Self
Confidence is characterized as a complex of personality characteristic that includes emotional (fear and anxiety),
behavioral (a lack of social skills) and cognitive components (clarity of thought, intellectual feelings) and the
ability to make demands in the process of interaction in the social surroundings. The most significant factors that
contribute to forming Self Confidence among senior pupils are outlined: the possibility of informal
communication, providing emotional support, mutual assistance, communication among pupils "on an equal
footing”, a lack of classmates’ pressure, acceptance of individuality of each, belonging to a social group. Self
Confidence is characterized by personal attributes such as assertiveness, optimism, enthusiasm, affection, pride,
independence, trust, the ability to handle criticism and emotional maturity.

Key words: Self Confidence, senior secondary school pupils, training program.

Axmyanvnicms  0ocnidycenna. 3MiHA CYCIUIBHUX MPIOPUTETIB, MOJEpHI3allis
HalllOHAJTBFHOT CHUCTEMH OCBITM Ha 3acajaX OCOOHCTICHO OpPIEHTOBAHOTO  IMAXOMY
00’€KTUBYIOTh HEOOXIJHICTh TOCWJIEHHS yBard J0 CTBOPEHHS Yy HaBUAIBHUX 3aKiajgax
CIPUSTIMBUX YMOB JJs PO3BUTKY CaMOCTIMHOI, TBOpPYOi, MXMUTTE3AATHOI JIOJAMHH 3
PO3BHHEHOIO CaMOTOBaror. BuBUeHHsS mpoOiemMH BIIEBHEHOCTI JIIOAWHU y cOOl B OCTaHHI
JECSITUIIITTS IPUBEPTAE HAYKOBIIIB CAME B aCTIEKT1 30CEPEIKEHHS
yBaru Ha IIKOJISIpeBl, (GOpMyBaHHS y HbOT'O 3/IaTHOCTI JI0 TBOPUYOI camopeasisallii BJIacHOTrO
MOTEHIlially, PO3BUTKY Cy0’€KTHOCTI Ta BHEBHEHOCTI B COO.

[Tpobnemy BmeBHeHOCTI ocobuctocti gocmikyBamu H. byniu, B. Benmiang,
B. Jlabyucpka, M. Mimeukina, C. Mensenesa, B. Pomeka, O.Pymuk, B. TepHominbchka,
I. Toaxynosa, O. Xomuyk, O. Hlumo ta iu. [3; 5; 6; 9; 10; 16].

Buxnao ocnosnozo mamepiany. Bnegnenicms y co6i MU PO3yMIEMO SIK BIACTHUBICTH

0COOHCTOCTI, SAPOM SIKOi BUCTYIA€ MO3UTHBHA OI[IHKA 1HAMBIZIOM OCOOWCTICHMX HABUYOK 1
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3m0HOCTEH JOCTAaTHIX JUIsl 3aJ0BOJICHHS TOTPeO Ta JOCATHEHHS LUIeH 3a YMOBH
MaKCUMAaJIbHOTO BUKOPUCTAHHS BJIACHUX CWJI Ta MOXJIMBOCTEH, (hOpMyBaHHS HO3UTHUBHOL
OLIHKMA BJIACHUX HAaBUYOK Ta 3ai0HOCTEH, $Ki BH3HAYAIOTh COLIAJIbHY CMUIMBICTH Yy
BU3HAYCHHI HOBHMX 3aBIaHb IO BiIOyBalOThCs y (opMi BIEBHEHOCTI B c00i, BUCOKIH
CaMOOLIHIII MOXJIMBOCTEH Mi3HAHHSA ICTUHU Yepe3 MIPOSB BOJbOBUX SIKOCTEH.

dopmyBaJbHUI eTal HAIIOro €KCIePUMEHTY OyB CHpsSMOBaHUI Ha: 1) pO3BHTOK Ta
CIPUHHATTA ceOe CTapIIOKIACHUKOM SK IIUTICHOI OCOOMCTOCTI; CHpHUSHHS aJeKBATHOMY
CaMOOLIHIOBAHHIO, MIJKPIMJICHHS TO3UTHBHOI «SI-KOHIEMIII1», OBOJIOMIHHS INPHIOMaMU
CaMOII3HaHHs; PO3BUTOK y HIKOJSPIB CBIIOMOIO NMPUHHATTA NIHCHOCTI, NEPEKUBAHHS SIKOI
BiIOYBAa€ThCsl 3a MPUHIUIIOM «TElep-Ta-3apa3y»; YCBIIOMIICHHs camoro cede; 2) pOo3BUTOK
€MOIITHOTO 1HTENEKTY, BMIHHS aJeKBaTHO BUPAXXaTW CBOI €MOIIiifHI CTaHHW, B TOMY YHCII U
HETraTHBHI; KepyBaTH CBOIMH €MOIlIsSIMH 3arajoM; 3) GopMyBaHHS BIIEBHEHOCTI y cCO00i;
opraizalis LiJE€CIPSIMOBAHOIO 3aCBOEHHS HAaBUYOK CIJIKYBAaHHS, BMIHHS BCTaHOBIIIOBATH
HOBI COLiaJbHI KOHTAaKTH; (POPMYBaHHA yMiHb BU3HAYaTH IMO3UTUBHI JKUTTEBI MPOTPAMU,
NpUiMaTH CaMOCTIIHO pillleHHs, BUKOHYBaTH OCOOJIMBI CTpaTerii B3aeMOJIil, CIIpsIMOBaHi Ha
TIOJTIMIIIEHHS] CBOTO CTAHOBWINA Yy COIllyMi; (POPMYBaHHSI 3/IaTHOCTI IO CAaMOKOHTPOJIO Y
PI3HOMAaHITHHUX >KUTTEBUX CUTYAIliSX.

OnHuM 13 e(peKTUBHUX METO/IB, SIKUH 3aCTOCOBYBaBCs y Mpoleci poOoTH, OyB MeTO[
KOHTAaKTy Ta JIaJIoTy y Ipolieci BIUIMBY. 30KpeMa Oyab-sIKuM TpeHIHT Oyae e(peKTUBHUM Y
TOMY BUNAJKY, SIKIIO B HOro CTpyKTypl nepeadayeHo (MPOXOAUTH «HACKPI3HOI HUTKONO»)
IpoIeC caMOaHali3y 1 CaMOJOCIIKEHHS OcoOMCTOCTI Horo ydwacHukiB. Lle onuH 13
CTpaTeriyHUX MPHUHLUIMIB, SKUM MH TaKOX KEepyBaJUCs, PO3pOOJIAIOUM Mporpamy ajs
cTapuiokyiacHUKIB. HeoOXi/IHO BIA3HAYMUTH, L0, PO3BUBAIOYHM TaKy SIKICTh SK BIIEBHEHICTh Y
co0l, HEOOXIAHO CTBOPIOBAaTH TIPYNOBY MIATPUMKY BiJ OTOYYIOUYHUX, SIKI, MIATPUMYIOUH
NapTHEpiB MO Tpymi, Yepe3 COLIATbHO-TICUXOJIOTIYHI  MEeXaHI3MU  1AeHTHdiKalii,
MapTHEPCHKOTO 3JIUTTS 1 IPOSKTUBHOCTI, 3/IaTHI EPENUTH JJO BUPILLICHHS eMOLIHHUX PooIeM,
10 NEPELIKOKAI0Th PO3BUTKY BIIEBHEHOCTI B cO01. 3 1HIIOr0 OOKY — akTHBHA poOoTa B rpyIi
CTIpUsi€ BCTAHOBIIEHHIO TIO3UTUBHUX B3a€EMHH, IO aKTyali3y€e YCTAaHOBKH CTAPIIOKIACHUKIB 1,
TaKUM YMHOM, BUMara€ HEraiHoOro iX yCBIZJOMJICHHS, 110 i MOTPiOHO At (popMyBaHHS Takoi

SIKOCTI SIK BIICBHEHOCTI B c001 [15].
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['pynoBa poGoTa i3 CTapIIOKIACHUKAMH BIAPI3HAETHCS TUM, L0 BEAY4Hid, BAKOHYIOUH
posib acuiiTaTopa W OZHOYACHO BOJOMIFOYM OaraTuM, pPI3HOMAHITHUM 33 CBOEKO
crenr(iko apceHaIOM COIiaTbHO-TIEarOriuHUX 3ac00iB, aKTUBHO CTUMYJIIOE YYaCHHUKIB J10
MEHTAJIBHUX (BHYTPINIHIX) 1 pealbHUX (30BHIMIHIX) il Ta BYMHKIB, SKi, 3aKPIILTIOIOYUCH Y
cHCTEMi OCOOMCTICHUX YCTaHOBOK 1 I[IHHOCTEM, BEIyTh 0 BUSABY BIIEBHEHOCTI B co0i [12].

TakuM YMHOM, 3aBJaHHSAM HAlIOi TPEHIHIOBOI mporpamMu OyJ0 BHUBUIbHEHHS
BHYTpIIIHIX pe3epBiB 3aisi PO3BUTKY BIAMOBIJAIBHOCTI, CaMOCTIHHOCTI, CaMOIOBaru
0COOMCTOCTI SIK BOYKIIMBHUX CKJIQJOBUX BIIEBHEHOI TTOBEIIHKH.

[lepenauy nocBimy BIEBHEHOCTI Y coOi HaJa€ Menaror, sSiKui yrnpoBaJKye€ aKTHUBHHMA
mianor i oOMIH JOCBIIOM MDK IOHaKaMu 1 JiB4aTaMd. Y I[bOMY BHIMAJKy MH aKTHBHO
3aCTOCOBYBAJIM MOHOJIOT TIearora Ha NeBHY TeMmy (BepOamizamis IOCBiTy), MOJLIOT
(BiAMOBIII TIeJarora Ha 3alMTaHHS TPYIH) 1 gianor. MeTor 3aHATTA-TPEHIHTY «Y MOIIyKax
BJIACHOTO «SI» € CHpUSHHS MCUXIYHOMY W OCOOHMCTICHOMY 3pPOCTaHHIO CTapUIOKJIACHUKIB;
PO3BUTOK Yy HUX HABMUYOK CaMOIII3HAHHS, CaMOAHaNi3y, SKi BIULIMBAIOTh HA CTAHOBIEHHS <«1-
KOHIICTIIii», CaMOIOBaru; yMiHHS KPHUTHYHO OIIHIOBaTH ce0e Ta I1HIINX, PO3YMITH CBOL
Oa’kaHHS Ta MOXJIUBOCTI; (OPMYyBaHHS MMO3UTUBHUX PUC OCOOMCTOCTI.

MeTo1o 3aHATTA-TPEHIHTY «Y TMOIIyKaxX BIIACHOTO «SI» € CHIpUsSHHS MCUXIYHOMY M
O0COOUCTICHOMY 3pOCTAaHHIO CTapIIOKJIACHHMKIB, PO3BUTOK y HHMX HAaBUYOK CAaMOII3HaHHA,
caMoaHalli3y, $Ki BIUIMBAlOTh Ha CTAHOBJEHHS <«SI-KOHIEMIi», CaMOIoOBaru; YMIHHS
KPUTHUYHO OLIIHIOBATH ce0e Ta 1HLIMX, PO3YMITH CBOI1 Oa)KaHHsI Ta MOXJIMBOCTI; (OpMYyBaHHS
MO3UTUBHUX PUC OCOOUCTOCTI.

Tonsasmmsa 018 3aC60€HHA: camMoOaHaii3, CaMONi3HAaHHA, CaMOPO3BHUTOK,
caMOe()EeKTUBHICTb, OCOOUCTICHHI PO3BUTOK, KPUTUYHE MHUCIEHHS, <«SI-KOHIemis»,
caMmornoBara.

Vuni 6yoyme snamu: sk, COUPAIOYMCh HA CBOI MO3UTHUBHI AKOCTI i pUCH XapakrTepy,
BUKOPHUCTOBYBAaTH OTPUMaHi B Pe3yibTaTi AIarHOCTHKU Ta CaMOaHaNi3y JaHi A moOyJI0BU
BJIACHOT )KUTTEBOT IMO3HIIII.

Cmapwoknacruku 6y0yms ymimu: KOMIETEHTHO OILIIHIOBATH CBO1 MOKJITMBOCTI, SIKOCTI
0COOMCTOCTI, TOBENIHKY; (OpPMYBAaTH TMO3UTHUBHY «SI-KOHIEMIIIO» Ta JOCTaTHIN piBEHb
CaMOTIOBary.

Mamepianu: 2 apkymii BatMany («Mimmok odikyBaHby 1 «lIpaBuiia rpynuny).
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Pozoamkosuit mamepian: ¢min-yapT, MapKepu pi3HUX KOJBOPIB; JIBA JITKMX M’ sS4l PiI3HOTO
KOJIbOPY; KAPTKHU U1 CaMOJ11arHOCTUKH, TUTaKkaT «$I — GararorpaHHey.

Knacny kiMHaty pekoMeHaAyeMO O(GOPMUTH BHCIOBAMH BHUAATHUX JIIOACH PO
mi3HaHHA cebe.

X1 3aHATTS

Bcmynue cnoso. Koxen 13 Hac MOCTIMHO BXKUBA€ 3aiMEHHHK «S». S mpairoro, gymato,
npuiiMaio pimieHHs. A€ XTO Takui 1eill «SI», Sk BiH BUTIJSAAAE, K MOBOJUTHCA, SIK MOXKE
JISITH B TiM 9| 1HIINA CUTYaIlil, HACKUTbKH BiH po3yMmHuii? Lle «SI» xuBe B MOIUHI Y BUTIISAII
ySIBJIEHHS TIpO cebe. «S» — 1ie Te, KUM JII0JJMHa BBakae ce0e B JyMKaxX, MOUyTTAX 1 misx. Ha
3aHATTI MU CIIPOOYEMO MPOKJIACTH LUISIX O BIAacHOro «SI»: «f — me moi BunHku». PeanbHi
BYMHKH HE OOMaHIOIOTh, SIK I1e POOUTH PO3yM, 1 BOHU HE HACTIIHKH PO3IIIUBYACTI, K MTOTYTTS
it emomii. KoskeH BUMHOK, KOKHA peajibHa Jisl B pealbHOMY CBITI — 1€ (aKT, e TBepae i
abCOIOTHO OJIHO3HAYHE BUPAXKEHHS CYTHOCTI JIFOJIUHHU.

Xouere mi3HaTH ce0e — BUBYANWTE CBOI BUMHKH.

Bnpasa «O1uiHiTh CBOT 3HaHHS PO cedey.

Beoyuuii. TlepeBipte, HacK1IbKH 100pe BU 3HaeTe cede (Tabi. 1), a TakoX OLIHITH CBOT

Tabnuys 1
Ouinka 3HaHB PO cede

Ne TBepakeHHs 3+2+10-1-2-3 TeepaxeHHs

1 | 4 BuBUaIO CBOi MOJIMBOCTI 51 He BUBUAIO CBOIX MOXKIIMBOCTEH

2 | 51 3Hat0 puUCH CBOTO XapakTepy 51 He 3Har0 pUC CBOrO XapakTepy

3 | s 3nHaro cBoix ¢i3wuHI AaHi S He 3Ha0 CBOIX (PI3UYHUX TAHUX

4 | 5 3Har0 CBill TUI TEMIIEPAMEHTY 51 He 3HAIO CBIilf TUN TeMIEpaMEHTy

5 | S Moxy Bmopatucs 3i CBOIMH Sl He MOXy BHOpaTucs 31 CBOIMH
eMOLISIMU EMOILIISIMU

6 | A xouy mi3HaBatm cebe, CBOi S He xouy mi3HaBaTtu cebe, CBOI
MO>KJIMBOCTI MO>KJTUBOCTI

3HaHHS 32 PUHLIUIIOM Ju(epeHIiany: TBepIKEeHHs, pO3TallloBaHi 3/1iBa, OIIHITH Yy Jiana3oHi
Bix +3 10 +1; TBep/pKEHHS, pO3TalIOBaHi cripaBa, — y Jiamas3oHi Big -1 1o -3.
SIKI10 B MOCTaBWJIM OLIIHKY JIIBOPYY, TO MPaBOpyY CTAaBUTH ii HE Tpeba, 1, HABIaKH,

MIPOCTABJICHA CIIpaBa OILiHKa Iepeadadae BiACYTHICTh OLIHKHA TBEPIXKEHHS, PO3TALIOBAHOTO
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3miBa. [ligpaxyiiTe KUIBKICTh OaiiB, MIACYMOBYIOUH «+» 1, AKIIO OiIbIIe y Bac Oyae «+», TO
Kpalie BU cebe 3Haere.

[Ipononyemo Ttaki 3anutanHs [uis obroBopeHHs: Lllo HOBOro BuW Ai3HAIHCA TPO
cebe? 11lo nana Bam 1151 BipaBa? SIkuii BUCHOBOK MOXHA 3po0uTH?

Inghopmayitine nogioomnenus. Yce, 1o BU 3HAETE W YABISETE MPO ceOe, HA3UBAETHCS
BamuM oOpazoM «S». Bin OaraTtorpaHHui, MO-pPI3HOMY MPOSBISETHCA B PIZHOMAaHITHHUX
CUTYyalisX: BU MOKETE Ha ypoIli OyTH TUXHM i CKPOMHMM y4YHEM, BIOMa — «Oyperoy, y Kol
POBECHHKIB — XOPOIIMM TOBAPHIIIEM TOIIO.

Opne «f» y Bac 30BHIimHE ((izuune), a € me «I» BHyTpimHe (mcuxiyne). € «5I»
yCBiIOMJIIOBaHE (BM MOXKETe€ MOro OMUCaTH CJIOBaMH, Hampukian: «f  — BHCOKHIA,
KpacHuBHii»), € «SI» HeycBimomitoBaHe (BU HE 3HAETE, YOMY TaK CTaBHUTECS JO YOT0-HEOYIb,
HAIPHUKIIAJ, YOMY BH JIFOOHWTE 3amax TposHu). € «S», mo gymae mpo cede it BimuyBae cebe,
CBIli BHYTpILIHIN CBIT, 1 € «SI», 110 MOBOAUTHCA MEBHUM YMHOM («S — moBemiHKOBe»). Y
JIOJUHI Maiike 3aBX/IU CIIBICHYIOTH 1 TO3UTHBHI, 1 HEraTUBHI SIKOCTI: «SI»— Xopoie, 1oope 1
«S1» — morane, 31e. Bu mam’staere cebe B MUHYJIOMY, BiluyBaeTe B MaiOyTHhOMY. [HKOIH
ySBJISIETE HEpeallbH1, (paHTaCTUYHI 00pa3u cele, y Bac € i1eal «5», aKuM BU XOTUIN O cTaTu.

OTxe, Ball CKIaAHWM, OaratorpaHHuil o0pa3 «S» Takuil (IEMOHCTPYEThCS TLIaKatT
«SI» — bGararorpaHHe»), a came:

— S — GaratorpanHe posiboBe (y pi3HUX POJIsX);

— BHYTPILIHE/30BHIIIHE;

— YCBIJJOMJIIOBaHE/HEYCB11IOMITIOBAHE;

— MOBE/IIHKOBE; XOPOIIIe/TIOTaHEe;

— MUHYJIe/TenepilHe/MailOyTHE;

— (haHTaCTHUHE;

— ileaibHE/peaibHe.

[Tpuiiom crinkyBaHHs <«S1» — «Twu», KU BUKOPUCTOBYBABCS HaMHU y TpPEHIHTY,
BIJIPI3HABCSI TUM, IO CTBOpIOBaJacs YHIKalbHAa aTMocdepa 30JIMKEHHS Ta B3a€EMHOTO
MIPOHUKHEHHS IBOX 0COOMCTOCTEH — Cy0’ €KTUBHUX PEaTbHOCTEH.

HaBoaunmo mutan 6ecinu quckycii «HUu 3HaeMo mMu cede?»:

1) 3MICT MOHSATH IFOINHAY, KIHAUBI», «OCOOMCTICTDY, «IHIUBIAYAIbHICTHY;

2) caMOOIliHKa SIK IICHTPaJIbHEe 0COOMCTICHE YTBOPEHHS Ta KOMIOHEHT «$ KoHmenmii» [13].
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[Ipe3eHTyeEMO BIpaBy «3aiiMU TIO3UIIIION.

1. 3BepHiMOCH A0 ciiB [lyrinaca MakapTypa, IKHil TOBOPHB, 110 «Y IIbOMY CBITI HEMa€
rapaHTii, € Tinbku MoxuBocTi». ([Tmakat wa momrri). [aiiTe BiamoBias Ha 3anuTaHHs: «Yun
JIETKO B CY4acCHOMY CBITI peaji3yBaTH CBOT MOXJIHMBOCTI?» SIKIIO Tak, CTaHbTE Yy KIaci Ouis
IJ1akata 13 HarucoM «Tak», maii, BiagnoBiaHo, 011 makaTiB «Hiw, «He 3Haro», «/lims meHe 11e
CKJIQ/IHE 3alUTaHHS».

2. [ligroToBka y4HiB /10 OOTPYHTYBaHHS CBO€] MO3MUIIT, YOMY camMe BOHHU ii oOpaiu, Ta
MOSICHCHHSI MTPEICTABHUKAMU KOXKHOT TPYIU 3 HaBeICHHAM apryMmeHty. (OuH yuyeHb — OJIUH
apryMeHT).

3. BucnyxoByBaHHS TO3UIiN Ta aprymeHtiB iHmmX. (BapiaHTu y4YHIBCHKHX
BignoBinei: «Tak, B cydacHOMY CBITI JIETKO pealli3yBaTH CBOT MOKIIUBOCTI, aJKE IS LIOTO €
Oarato 3aco0iB. ['omoBHe — Matu OaxkaHHS iX 3HalTH». «B cydacHOMY CBITI Ba)XKO
peaizyBaTH CBOi MOKJIMBOCTI, a/Ke HE KOXKCH 3HAXOIUTH IIi 3aCO0M»).

4. SIxuio micisi 0OroBOpeHHs bOr0 MUTAHHS XTOCh 13 YUHIB 3MIHUTH CBOIO MO3UIIO,
Tpeba oMy 3aIpOTIOHYBATH CTATH OUIS BiAMOBIHOTO IJIaKaTa Ta MOSCHUTH, YOMY 3MiHHJIACh
roro aymka. (YdHi, mo 3HaxoAsThes Oung tuakata «TAK», moBHHHI mepeKOHATH 1HIIHAX
YUYHIB 3aiHSTH X MO3HUIIIIO).

5. Pednexcisa. Yum ciogobanace 115 Brpasa? 11lo ams cebe Bu 3’sacyBanu?

Memoro enpasu «fk obpamu eipny memy ma ii docsiemu?y» € HOpMyBaHHS yMIHHS
peaslicTUYHOI MOCTAHOBKHU OCOOMCTICHO 3HAYYIIUX L€ Ta TOKPOKOBOMY
aHai3i 3aco0iB iX TOCSATHEHHS.

Memoto enpasu «Aneopumm KapmuHu MatOymHL020» € CIPSIMYBaTH CMHUCIOBY
MOIIYKOBY aKTUBHICTh CTapUIOKJIACHUKIB HAa BU3HAYEHHSI BIACHUX I[UUIEH, PO3BUHYTH YMIHHS
PO3pOOIIATH TIPOrpaMy KOHKPETHUX €TalliB BIIJTAJICHOT METH, SIKa Ma€ BEJUKE 3HAYCHHS JUIS
0COOUCTOCTI.

Inecmpykyia. Benyunii BHOCUTH MPOMO3HIII0 yYaCHUKAM €KCIIEPUMEHTAIBHOTO KJIacy
3aHOTYBATH HACTYITHE:

1. Bu3HauTe CBOIO OCBITHIO METY Ha 5 HaHOJIMKYUX POKIB.

2. YiTko ysBITH c001 KapTUHY MailOyTHBOTO.

3. Kum Bu cTanere uepe3 5 pokis?

4. SIky orpumaeTte ocBiTy?
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5. SIx Bu Oynere cebe BiquyBaTH?

6. SIkuMu CTaHyTh Ballli IEPCIICKTUBH HA MaiOyTHE?

Busnaure noeramHo, 110 BH MOBHHHI 3pOOUTH BIIPOAOBXK KOXHOTO 13 IUX 5 POKIB,
mo6 mocsrtu metu? ChopmyiroiiTe cBil JeBi3 Ha HaOmmk4i 3 wmicsii. Uepes Tpu Micsili
CKJIQJ[ITh HOBHUM JI€BI3, a MOTIM MOBTOpIoWTe ioro. Kopuryiite, yrouHONTE, KOHKPETU3YHUTE
el JIeBi3 KOXKHI TPU MICSIIIi.

0b6eo060opennsn. AHATI3YIOTBCS 3MICTOBHICTh BU3HAYCHUX IIUICH, HASIBHICTH OJIM3BKUX
1iJIeH, IpolyMaHicTh eTarmiB ix peamizauii [8].

Bnpasa «Camooyinka». Mertoto BmpaBu «Camoolinka» € (opMyBaHHA Yy
CTApUIOKJIACHUKIB TOHATTS MPO CaMOOIHKY Ta 1i BuAu; (OpMyBaHHIO aJeKBAaTHOI
CaMOOLIIHKH; BU3HAYECHHS B3a€MO3B 3Ky CAMOOIIIHKH Ta CaMOIIOBary.

Memoou: TpaauiiitHi, HeTpaIuIiiHi.

3acobu.: cxemu; BAKOPUCTAaHHS IHTEPAKTUBHOI JOIIKH.

Memoouxu: onuryBanbHUK «lllkama camomoBaru Posenbepra», mocmiKeHHsS
caMmooLiHKH 32 MeToioM JlemOo0 — Pybinmreiin (moaudikamis A. [IpuxoxaHn).

Opranizanis kiacy a0 po6otu (0,5 xB.).

CporosHi My MOTOBOPHUMO IPO CTaBJIEHHS O caMoro cede — CaMOOILIHKY. SIK BHU
JTyMaeTe, YOMY TaK BaXJIMBO Mi3HATH camoro cede?

VY4HI BUCIIOBITIOIOTH CBOT TyMKH.

HiticHo, He 3Haro4M cebe, He OTpUMaBINM BiAmoBiAl Ha muTaHHA «lllo s xouy?»
MPAKTUYHO HEMOKJIMBO OyayBaTH IUIaHU Ha MallOyTHE, B3aEMOISATH 3 IHIIUMU JTIOAbMH. Tak
CKJIQIa€ThCS, M0 MM MOCTIMHO OIIHIOEMO cebe 1 CBOi MOXKIMBOCTI, MOPIBHIOEMO cebe 3
OTOYYIOUMMH 1 B pe3ylbTaTi OTPUMYEMO CTIHKHI HaOip mpo CBiif 1HTENEKT, 30BHILIHICTD,
3JI0pPOB’sl, CTaH y CYCIUJIbCTBI.

CamooI1iHKa CKJIQAA€ThCS 31 3HaHHS MPO cebe caMoro Ta CTaBJIEHHS J0 CaMoro ceode.

Yyutenb 3aIucye€ Ha ,Z[OI_HI_IiI

CaMooI1iHKa

/\

3HaHHs 1Ipo cebe CraBneHHs 10 cebe
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VY4HI 3aHCYIOTh Y 30MIMUTH 3a BuuTesieM. CaMOOIlIHKa MOKe OyTH sSK aJIeKBaTHOIO,
TOOTO BIANOBIAATH OIMCHUM SKOCTSIM, HaXWJIaM 1 3J10HOCTSAM JIIOJAUHHU, TaK 1 HEaAEKBATHOIO —
3aBUIICHOIO a00 3aHIKEHOI0. YacTo roBOPSTH PO BUCOKY 1 HU3bKY CaMOOIIIHKY, aJeKBaTHY 1
HEaJIeKBaTHY, MPHU IIbOMY HEOOXIAHO Mam’aTaTH, U0 1 BUCOKA, 1 HU3bKa CAMOOIIIHKA MOXKYTh
OyTH 1 aJeKBaTHOIO, 1 HEaJeKBaTHOW. YacTKOBO po3i0Opaiauch y BHAAX CaAMOOILIHKHU 1 Terep
JaBaliTe 3aHOTYEMO, IO CaMOOIIIHKA MOXKe OYTH aJIeKBaTHOIO, TOOTO BiJIMOBIIATH MIHCHUM
SIKOCTSIM 1 31I0HOCTSIM JIIOIMHH 1 HEaJeKBATHOIO — 3aBUIIICHOIO0 200 3aHUKEHOIO.

Bucnoexku. Otxe peanizamisi TpPEHIHTOBOI NIporpaMu crpusia (HOpMyBaHHIO Y
JNOCTIPKYBAaHUX Y4YHIB 3JaTHOCTI BIEBHEHO, AaKTHUBHO BKJIIOYATUCh Yy JAiSUIBHICTD,
ONTHUMI3YIOUYH 1HIUBITyaTbHUIN CBITOMHUIA BUOIp Ta BIAKPUTICTh Y CTOCYHKAX, IHTEPHATBHICTh

SIK OPI€HTAIIIIO HA BJIACHI CUJIM i MOXIIUBOCTI.
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YJIK 316.614.6

I'nymko Jlapuca. Oco01uBOCTI MeJarorivHoro eKCNnepuMEHTy 040 peaJiisamii
TPeHIHroBoi nporpamMu (opMyBaHHSI BIEBHEHOCTi B €00l Y CTAPIIOK/JIACHHUKIB.

VY crarTi npenctaBieHo (OpMYBaHHS BIEBHEHOCTI y co0l cepes CTapUIOKJIACHHUKIB.
OxapakTepu30BaHO BnesHeHicmb ) coOI SIK KOMIUIEKCHY XapaKTEPUCTHUKY OCOOMCTOCTI, IIO0
BKJIIOYA€ €MOIiiHI (CTpax 1 TPUBOXKHICTH), TOBEIIHKOBI (Ie(ilUT HABUYOK COIIAIbHOT
MOBE/IIHKH) 1 KOTHITUBHI KOMIIOHEHTH (SICHICTb 1 YITKICTh IYMOK, IHTEJIEKTYyaJbH1 IOYYTTS) Ta
3/IaTHICTh BHCYBATH BHMOTHU Y B3a€MOJIi 13 COLIaJbHUM OTOYEHHAM. OKpecleHO HalOiuIbII
3HaYUM1 YMHHUKH, IO CIYT'YIOTh (DOPMYBaHHIO BIIEBHEHOCTI Yy cOOl CTapUIOKJIACHUKIB:
MOXJIMBICTh  HE(OPMAIBHOTO  CHUIKYBaHHSA,  HaJaHHA  €MOIIMHOT  HiATPUMKH,
B3a€EMOJIONIOMOTra, CIUJIKYBAaHHSI «HA PIBHUX», JAOBipa, BIACYTHICTh OyJIb-SKOTO THUCKY 3 OOKY
OJTHOKJIACHMKIB, IPUUHATTS 1HAUBIAYaTIbHOCTI KOKHOTO, TIPUHAJICKHICTD J10 TPYIIH.

Knrwouoei cnoea: po3BUTOK BIEBHEHOCTI B €001, CTapUIOKIACHUKH, HaBUYalbHA
nporpama.

Jimepamypa
1. T'onoBatuit M. ®. Hasuu cebe cam: [HaBd. meron, po3podkal]. Kuis: MAVII, 2002.
120 c.

IntellectualArchive Vol. 8, No. 1, January - March 2019

97



2. Iatnenxo H. M. CamonioBara miteii. Kui: IlIk.cBit, 2007. C. 55—56.

3. Kanimesceka JI. B. JlochimkeHHsS MpoOJeMH BHXOBAaHHS COLIAIBHOI 3piIOCTI
CTapIIOKJIACHUKIB MIKUI-iHTepHaTiB. [lemaroriunuii ampMaHax : 30. Hayk. Ipaib. XepCOH
KBH3 “Xepconcbka akanemis HerepepBHoi ocBitu”, 2012. Bumn. 16. C. 213-220.

4, Kipcano B. B. Ilcuxomoro-negaroriyda miarHOCTUKa: MiapyyHuK. Kwuis:
Ansteprpec, 2002.

5. Iletsko JI. B. Iligmitok y pizHOBikoBoMy 3aroHi / JI. B. Iletpko, B. ®@. Bepesiii.
Pao. wxona. Kuis. 1989. Ne 11. C. 6-12.

URI http://enpuir.npu.edu.ua/handle/123456789/7865

6. Ilerbko JI. B. Ilcuxomoro-megaroriyna CyTHICTh COLIaIbHO-KOMYHIKaTHBHOI
aKTUBHOCT1 0cOOHCTOCTI. [ledazozika euwoi ma cepednvoi wixoau: 30.HayK. Mp. ; TOJ. pel.
B.K.Bypsik. Kpuswnii Pir: KJAITY, 2006. Bum. 15. C. 315-328.

7. ITerpko JI. B. CTumymntoBaHHs TBOPUMX 3/110HOCTEH MiUTITKIB 3ac00aMU BTLICHHS
o0pa3y Ka3KkoBoro mnepcoHaxy // JIampka sk 3HaK, 00pa3, QYHKIis: MaTep. BCEYKp. HayK.-
npakT. koH]. «/pyri Mapka I'pymeBcpkoro untannus» / 3a pen. O.C.Haiinena. Kuis: B/
«Ctuiocy, 2010. C. 200-204.

8. Tatrenko B. A. Ilcuxonorus B cyObeKTUBHOM H3MepeHHH: MoHorpadus. Kuis:
[Ipocsura, 1996. 404 c.

9. Tepuomninbcbka B. 1. Big camomnizHaHHS 70 colianbHOI BiAMOBIIaTbHOCTI. [HABY.
nociOHuK] ; 3a pen. nmpod. M. B. JleBkiBcbkoro. XKuromup: Ilomirpadiunuii uentp XIAITY,
2003. 184 c.

10. TepHominschka B. 1. Imest BigmoBigaqbHOCTI OCOOHMCTOCTI B TyMaHITapHUX
Haykax. BicHuk JKutomupcekoro nepxaBHoOro yHiBepcutety iMeHi IBana ®@panka. 2002. Ne 9.
C. 69-72.

11. TepHominabCcbhka B. L [Tcuxomnoris TUISL CTapILOKJIACHUKIB!
COIIAJIbHOKOMYHIKATUBHUM  acrieKkT: HaBd. nocioHuk. Kutomup: Bua-so XAV
im. L.A.®dpanka, 2009.

12. TpeninroBa po6ora 3 mijuritkamu / ynopsina. BosissHoBa O. A., badenko K. M.
Kuis: Pen. zaransHonen. raser, 2012. 128 c.

13. ®opMyBaHHS  COIiaTbHOI  KOMIITCHINI  CTapIIOKIacHWKA /  YIIOPSII.
K. M. Cramko. Kuis, 2011. 128 c.

14. Xomenko 3.1. BrnnuB yuurtens Ha emouiiHuil craH yuHiB. KuiB: Pemaxiis
3arajpHonen. raset, 2012. 128 c.

15. Hlushko L., Ternopilska V. Self-confidence: theoretical analysis. Problems of the
development of mofern science: theory and practice: Collection of scientific articles. —
EDEX, Madrid, Espaca, 2018. P. 189—193.

16. Ternopilska V.I. The role of self-government in development of leadership
qualities among students. Problems of development modern science: theory and practice:
Collection of scientific articles. — EDEX, Madrid, Espafia, 2016. P. 327-330.

IntellectualArchive Vol. 8, No. 1, January - March 2019

98


http://enpuir.npu.edu.ua/handle/123456789/7865

DOI 10.32370/IA_2019 01_11

The Technology for Forming Students’ Corporate Culture in an
Educational Environment of the University

Brovko Kateryna
ORCID http://orcid.org/ 0000-0001-8572-9316
Postgraduate student
Borys Grinchenko Kyiv University (Ukraine, Kyiv)

Abstract

The article is dedicated to the topical problem of modern pedagogical education — formation of the
students’ corporate culture in the educational environment of the university. The essential features of the
concepts «technology», «pedagogical technology», «personality’s corporate culture » have been revealed. The
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potential of the auditorium and extramural activities of the university has been grounded.
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AxmyanvHicmb 0ocnidxycenns. B yMoBax Cyd4acHOCTI peaizallisi TEXHOJIOTTYHOTO
MIIXOAY € TPIOPUTETHUM HAMpsIMOM MpOIeCy MOJAEpHi3alii BUIIOI OCBITM B YKpaiHi,
OCKUJIBKM MOT0 BIPOBAKEHHS 03BOJISIE 31MCHIOBATH Mpolec NpodeciiHOl MiAroTOBKU
CTY/ICHTIB 3 OpIEHTALlI€I0 HA JOCATHEHHS rapaHTOBAaHHUX pe3yNbTaTiB. B pakypci o3HaueHol
nmpoOyeMru 0coOJMBOrO 3HAYEHHS HaOyBae MIArOTOBKA MaWOYTHIX BHUKJIAJaviB 3aKJIaiB
BUIIOi OCBITH, HE TUIBKM BUCOKOKBaNI(iKOBaHUX, NMPO(PECIMHO 1 KOHKYPEHTOCIPOMOKHUX,
arne ¥ 37aTHUX €(QEeKTHBHO MISITH B YMOBaxX JAMHAMIYHUX 3MIH Yy CYCIHUIbCTBI, CaMOCTIIHO
HapOILlyBaTH 1HTENEKTYaJbHUM Ta JTyXOBHUHN MOTEHIIaJl JIFOACHKOTO KaIliTally, CIIPSIMOBAHOTO
Ha e(QEeKTUBHY peali3allio Micii, Bi3li yHIBEpCHUTETY, BUPDOOHUITBA HOBUX 3HaHb, YMIHb Ta
HAaBUYOK KOPIIOPATHBHOI KYIbTYpH. 3BiJICH BWIUIMBAE€ aKTyaJdbHICTH (popMyBaHHS
KOPIIOPAaTHUBHOI KYJIBTYpH CTYIEHTIB Yy OCBITHbOMY CEpPEIOBHUIIl YHIBEpCUTETY, IO M
CTaHOBHTb TEMY HAIIOi POOOTH.

Buknao ocnoenozo mamepiany. Bu3zHaueHHs CYTHOCTi, 3MICTy ¥ CTpYyKTypu
KOPHOPaTUBHOI KYJIbTYPH CTYAEHTIB Y OCBITHBOMY CEpEIOBHILI YHIBEPCUTETY, BHUBUEHHS
ocobOimBocTel ii (popMmyBaHHS, PIBHIB i CPOPMOBAHOCTI, CTyNEHS PO3BUTKY OKpPEMHX il
CKJIaJJOBUX JO3BOJIMJIM HaM PO3POOUTH TEXHOJOTiI0 (JOpPMYBaHHS KOPHOPATUBHOI KYJIbTYpHU

CTY/ICHTIB y OCBITHBOMY CEPEIOBHILI YHIBEPCUTETY.
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VY nepekiazi 3 rperpKoi «TeXHooris (tech — mucTenTBo, 10gos — MOHATTS, BUSHHS) —
e Hayka npo mucreurBo. CBOro yacy 10 Takoro ii TiaymMaueHHs 3BepTaBcsi ApPHCTOTEINb,
KU, 30KpeMa, 3a3HayaB, 10 3aCTOCYBaHHS MHUCTENTBa (TOOTO, TEXHOJOrIl) y BHXOBaHHI
nepeadavae MOUIYK 1 BIAKPUTTS MEBHUX «33/1aTKIB» y BUXOBAHIICBI, aJpKe IUTIOLIE HKEPEo, 3
SKOIO MO’KHa HECKIHYEHHO dYeprard, 30aradyroyd IpoLeC BUXOBaHHSA, HaJalouu iomy
MIEBHOTO CIIPSIMYBAaHHS, 3HAXOAUTHCS HE B 0cOo0l BUXOBATeNsl, a B caMiil AUTHHI, 1 OCHOBHA
MeTa MOJIsTae y oro MoIIyKy Ta BCTAaHOBJICHHI 3 HUM 3B 513Ky [1, ¢. 9].

VY memaroriuHy HayKy TEpMiH «TEXHOJIOTis» OyB 3ampoBa/pkeHuil A. MakapeHKOM,
KOTpUH 3BHHYBauyBaB TEOPETHKIB MEJaroriki y TOMY, LI0 BOHM Majlo 3aiiMaioTbcs
MUTAaHHSAMH TefaroriyHoi TexHiku. [lix BrumBOM momynsipHOi Ha ToW 4Yac peduiekcomorii,
Mearor 3aliKaBUBCS MEXaHICTUYHUMH BYCHHSAMH 1 HaMmaraBCsi TOSICHUTH TPUPOIY
MeIaroriyHOr0 TPOIECY 3a AHAJOTIEI0 3 TEeXHIYHMM. LlMM BiH BHSIBHB INEBHY HiATPHUMKY
TOTOYACHUX CHPOO PO3IJIAAATH JUTHHY SIK «CUPOBUHY» JUJIsl OCBITHBOI'O IPOLECY, a TUTSIUUN
HEraTHBi3M — SIK CBOTO POy «OIip IuTsA4oro marepiamny». Lle Oymna moctynka MexaHicTUYHIN
nexarorimi. Ock SIK caMm mefaror OOTpyHTOBYBaB Takuil minxim: «S MipkyBaB Tak: MU BCi
YyJI0OBO 3HA€MO, Ky HaM CIIiJl BUXOBATU JIOAMHY... OTKe TPYJHOIII ICHYIOTh HE B MUTAHHI,
1110 came Tpeba poOHUTH, a SIK pOOUTH. A 11 € MUTAHHI [eIAroTiYHOl TEXHIKH...» [3, C. 46].

Inei momo TexHomorizamii ocBiTH BHCIIOBIIOBaB Ie SI. KomMeHCBbKHM, a IOHSATTS
«OCBITHSI TEXHOJIOT1sD» Y 20-X poKax MUHYJOTO CTOJIITTS BUKOPUCTOBYBAJIOCH Y MEAOJIOTIi Ta
HaykoBHX mpatsix 3 peduekcosorii (I. ITaBnos, B. bextepes, O. YxTomebkuii, C. [lanpkuii Ta
iH.). ['0n0BHa i71est TexXHOMNOT13a11ii OCBITHBROTO MPOLIECY MOJISATAE Y IEPETBOPEHHI MEIaroriqyHOro
IpoLecy B OCBITHIM YCTaHOBI Ha IIECHPSMOBaHUI MpPOIEC AISUIBHOCTI BCIX HOro CyO'€KTiB.
Teopernyne 1 mpakTUYHE 3HAYEHHS OCBITHBOI TEXHOJIOIi MOJIITa€ y TOMY, IO OCBITHS
TEXHOJIOTIS € 1€ OJHUM CHUCTEMOYTBOPIOBAILHUM YMHHHMKOM OCBITHBOT'O MPOLECY 1 OCBITHBOI
TiSUTBHOCTI, 3a0e3Medye iX HUTICHICTh, OCOOUCTICHY 1 COLiaTbHO-€KOHOMIUHY 3HA4yILICTh [/, C.
127].

Hns 40-50-x pp. XapakTepHUM € aKTHBHE BIIPOBA/DKEHHS Yy OCBITHIM IpoIiec
PI3HOMAHITHUX TEXHIYHHUX 3ac001B, 1[0 BUKIUKAIO /10 YKUTTS HOBHI TEPMIH «TE€XHOJOTIsS
OCBITU», SIKUH MOCTYNOBO MOAN(DIKYBABCS y Ty CaMy «I1€IaroriuHy TEXHOJIOTII0».

Yacrime 3a Bce nefaroriyHa TeXHOJOT 1 (BiJ Ipell. TEYVI — MUCTELTBO, MalCTEPHICTb,
yMiHHS; AOYOG — CJIOBO, BYCHHsI) PO3YMIEThCA SIK CHEMiaIbHUN HaOIp (GopM, METOIB,

croco0iB, MPUHOMIB HaBYaHHS Ta BUXOBHHX 3ac00iB, CHCTEMHO BUKOPHUCTOBYBAaHHX B
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OCBITHHOMY TMpOIleCi Ha OCHOBI JEKJIapOBAaHUX IICHUXOJIOTO-TIEAArOriYHUX YCTAHOBOK, IO
MIPUBOJUTH 3aBXIU A0 JIOCATHEHHS MPOTHO30BAHOTO OCBITHBHOIO PE3yJbTaTy 3 JOMYCTUMOIO
HOpMoto BixmieHHs [1, ¢. 9; 5; 6; 8; 9; 12; 14].

OCHOBHHMM 3aBJaHHSM PO3BUTKY MEAArOTIYHUX TEXHOJIOTIH CHOTOJCHHS € PO3pOoOKa
IUIAXIB PE3yJbTaTUBHOTO Ta PAIliOHAIBLHOTO IUIECHPSIMOBAHOTO MEAAaroriyHOrO BILIUBY;
3aCTOCYBaHHsI TEXHOJOTrI3amii K Ccrmoco0y omnmTuMizailii OCBITHBOTO mporecy. bynab-ska
TEXHOJIOTiSl SIBJII€ COOOI0 AITOPUTM peanmizamii meBHUX mnpoueciB. Ilpu Takomy miaxomi
TOJIOBHHMH CKJIQJIOBUMH 3MICTYy TEXHOJIOTI3allii BHCTYMAIOTh: PO3MEXKYBAaHHS MPOLECy Ha
BHYTpIILIHI eTanu, (a3u; BUSHAUCHHS MMOETAMHOCTI M1i; BU3HAYCHHS AJITOPUTMY BUKOHAHHS
BCIX TE€XHOJIOTTYHHUX OIepalliil; KOOpAHHALS 3yCUITb BCIX MIAPO3I1TiB; KOPEKIis il 3aJeKHO
BiJI 3MiH y IbOMY TTPOIIECI.

KopmoparuBHy KynbTypy BapTO TpPaKTyBaTH SK CHCTEMY CHUIBHHX II€PEKOHAHbB,
BipyBaHb, MIHHOCTEH, MLI0 CJIYrye CHOPSIMYBAaHHSAM IMOJIO MIATPUMKH KOPIOPATUBHOT
noBeAiHKK ocobuctocti [14, c. 176]. Bona BucTymae coIliaJIbHUM MEXaHI3MOM, SIKUH
MTOKJIMKAHUI OPIEHTYBATH 1HIMBIIA O BUPIIICHHS CIUIFHUX 3aBAaHb OpraHizailii, MoOimi3arii
iHiIiaTUBY ¥ 3a0e3meveHHs epEeKTUBHOCTI B3a€MO/Iil BCIX YICHIB 03HAUYEHOTO KOJIEKTHUBY |2,
c. 17].

TakuM 4MHOM, MiJ MEXHON02IEI0 POPMYBAHH KOPNOPAMUBHOL KYIbMYPU CIYOeHMi8
VHieepcumem)y MU OyIeMO pPO3YMITH [ISUIBHICTH CYO’€KTIB  OCBITHBOTO MPOIIECY
YHIBEpCUTETY, MOOY/NI0BaHY K CYKYIHICTh NEBHHMX OIepaliifHuX OJIOKiB, CIIpSMOBaHy Ha
(dhopMyBaHHS CKJIaI0BUX Ta OKa3HUKIB KOPMIOPATUBHOI KYIbTYPH.

Toni s mexnonozizayielo npoyecy @QOpMy8aHHs KOPHOPAMUBHOI  KYIbMypu
cmyoeHmis 'y O0CBIMHbOM)Y cepedo8UWi YHiBepcumemy  PO3YMIEMO SK TEXHOJOTIUHE
3a0e3medYeHHsT JaHOro TMpOIeCy, a came: PO3pOOKYy omepamiifHuX OJOKIB, IO MICTATH
CYKYITHICTh (hOpPM, METOJIIB, CIIOCOOIB Ta MPHUIOMIB OCBITHBOTO TPOIIECY, 110 3a0€3MeUyI0Th
ycriniHe (opMyBaHHS MTOKa3HUKIB KOPIIOPATUBHOI KYJIbTYPH CTYJIEHTIB YHIBEPCUTETY.

TexHonorito (QopMyBaHHS KOPIOPATUBHOI KYyJbTYpH CTYAEHTIB y OCBITHBOMY
CEPENIOBHUIIl YHIBEPCUTETY MU BIIPOBAIMIIN SIK €THICTH OMEPAliiHUX OJIOKIB: OpIEHMYBAIbHO-
YIHHICHUU, ONnepayiuHO-Ni3HABANbHUL MA KOHMPOJIbHO-0YiHOYHUL. BIAMOBITHO 10 KOKHOTO
erarly HaMM BHU3HAU€HO I, 3MicT, ¢GopMH Ta 3aco0M TexHoJorii (opMyBaHHS

KOPITOPATHBHOI KYJIbTYPH CTYACHTIB Y OCBITHOMY CEPEIOBHIII YHIBEPCUTETY (Ous. puc. 1).
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[Nepmmii etan (opienmyeanvro-momusayilinuii) pO3rIAAAE€THCSI HAMU SIK «BXOPKEHHS
CTY/IEHTa B OCBITHE CEpEJOBUILNE YHIBEPCUTETY W KOPIOPATUBHY KYJIbTypy 30Kpema, Ta
nepeadavyaB JOCATHEHHS TAKUX LIJIeH: YCBIJOMJICHHS CTYIEHTaMH 3HAYyIIOCTiI 3HaHb, YMiHb
I0ZI0 KOPIIOPATHBHOI KYJIBTYpH OCOOMCTOCTi; (hOpMYBaHHS KOPIIOPATHBHOI KYJIBTYpH SIK
0COOMCTICHOT I[IHHOCTI.

OCHOBHUMM 337layaMM OPIEHTYBAJIbHO-MOTHUBALIIMHOIO €Taly € ajanTalis CTYIEHTIB
70 OCBITHBOTO CEpENOBHILNA YHIBEpCUTETY; (OPMYBAaHHS Yy HHUX MOTHBIB 1 I[IHHOCTEH
KOPIIOPAaTHBHOI KYJIbTYpH, MEBHA IEPEOPIEHTAIlis] OBOJIOMIHHS 3HAHHSAMU 3 KOPIOPATUBHOI
KYJIbTYPH 3 METOI0 BUKOPHCTaHHSA iX B mpoiieci Mail0yTHbO1 mpodeciitHol MisabHOCTI. 3MicT
JAHOTO eTamly MOoJisirae y BimOOpi 3MICTY ayIMTOPHOI Ta MO3aayAMTOPHOI MisSUIBHOCTI Ha
OCHOBI (DYHKI[IOHATBHUX BUMOT KOPIOPATUBHOI KYJIbTYpH YHIBEPCUTETY.

Jlanuii etan peani3yeThCsi 4epe3 MOCBATY B CTYJACHTH YHiBepcuTery, (ectuBaib «Och
Mu ski!», ¢ectuBanp ocBitHboro nigepctBa CLEVER», «/lenp dakynpreTy», «/leHb
BITUMHEHMX JIBEpel», THXKHI Kadenpu, cBATKyBaHHA J[Hs yHiBepcuTeTy Ta JIHS HapOJKEeHHs
Bopuca I'pindenka, ['pinueHkiBcpki untaHHs «bopuc ['piHUE€HKO BiOMHN 1 HEBITOMHUN»,
smaranns komaua KBK, konkypcu «Miss & Mister Grinchenko University», diemmmo6w,
couiansHuil npoekt «3 KueBom 1 ans KueBa!l, exckypcii, BUCTaBKH, TeMaTH4YHI Be4OpH,
rypTku, MibkKHapoHa akaJeMmis JIiepcTBa CIyXKiHH, akiii, spMapKu. 3aco0U: BUKOPUCTAHHS
KOPIHOPaTUBHOI MOUITH, KIHOCTY/Ili YHIBEPCUTETY, OpeHI-OyKa YHIBEpCUTETY, KOPIIOPATUBHOI
aTpuOyTUKH, TIMHY YHIBEPCUTETY.

Mertotwo onepayiiino-niznaéanvhoeo €rany € OTPUMaHHS I 3aCBOEHHS 3HaHb MPO
KOPIIOPAaTUBHY KYJIbTYPY OCOOMCTOCTI, 3HaHHS (GOpMaTIbHUX i HehopManbHUX MPaBUI 1 HOPM
TUSTTBHOCTI, MOJICNICH MOBEIIHKH, TPAAMIIiH, 0OpsiB, GipMOBOTO CTHIIIO, JJOTOTHITY, IIPATIoOpy,
KOPIHOPaTUBHOIO KOJBOPY, (PIPMOBOTO OJATY, MicCii, Bi3ll MPUMHIATUX B YHIBEPCUTETi. 3MICT
O3HAYEHOT'0 €TaIly MoJsrae y no0y/J0Bi 3MICTy ayJJUTOPHOI Ta 103aayAUTOPHOI JISUTBHOCTI Ha
OCHOBI MDKJIHUCIUITIHAPHUX 3B'A3KIB.

Jlanuii eran peani3yeThcsi yepe3 BIABIAYBAHHS CTYJEHTaMU JIEKIiN, KPYIJIMX CTOJIB,
TPEHIHTIB, Yy4YacTb B poOOOTI CTYJEHTCHKOTO HayKOBOIO TOBapHCTBa MiHi-Oeci,
nocHigHANbKUX Tmpoektax [11; 12], auckyciax, MO3KOBUX IITypMax, Beuopax 3alHuTaHb 1
BIJIMOBiZICH, CTYAEHTCHKUX ONIMITiaiaX, KOHKypcax, KOH(EpEeHIlisfX, CIyXaHHs CIEIKYpPCiB

«YHIBEPCUTETCHKI CTYI1: J1ACPCTBO-CIAYKIHHY, «YHIBEPCUTETCHKI CTYIi: S-CcTyaeHT»,
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: GhopmyearHsL 6 CMYOEHMCHKILL SpYNi BUXOBHO20 CEPe0OBUYA, WO AKMUBIZYE 3ACEOEHHSL CIYOEHMAMU YMIHb | HABUHOK KOPNOPAMUSHOL K)IIbMypu, Ne0dac0siuHd

NIOMPUMKA CYOEHMIE ) MOPATILHOMY CAMOBUHAYEHHI, GUSBL KOPROPAMUBHOL K)Y/IbMYPU, 3MICIO6e HANOBHEHHS 3aHMb CYCRITbHO-2YMAHIMAPHUMU CREYKYPCAMUL; PO3BUMOK CaMOBPSIOVEaHHs. Ol

.

.

i3aniiiHo-mexaroriuni ymoBu

.

Opran

opeaHizayii cyd 'ekm-cyb EKMHOL 63aEMOOIL CMyOeHmi6, PO3YMIHHA HUMU CYCRLTbHOL Ma CY0 EKMUBHOI HEOOXIOHOCI U 6ANCTUBOCE OOMPUMAHHSL KOPROPAMUGHOL KV IbNYPU Y &IIACHITL NOBEOIHYI HA OCHOGL

Meta: gopMyBaHHSI KOPIOPATUBHOI KYJIbTYPH CTY/JAEHTIB Y OCBITHbOMY
cepel0BHUIi YHIBepcUTeTY

 }

Emanu mexnonocii gpopmysanna kopnopamuenoi Kyibmypu cmyoeHnmie y
0CBIMHBLOMY cepedosuuii yHisepcumemy

v

v

v

OpienmyesanbvHo-
MOMUBAUIUHUIL eman

Onepauygiiino-
ni3HaeanbHUil eman

Merta: oTpuMaHHA W 3aCBOEHHS

Konumponwvno-
OUiHOUHUIl eman

Merta: YCBiTOMIICHHS Mera: BIOCKOHAJEHHS Ta
CTy/IEHTaMH  3HA4YyIIOCTI BIHE po KOPIIOpAaTUBHY HaOyTTS JIOCBiy
3HaHb, yMiHb 10710 KYJIbTYpY OCOOHMCTOCTI, 3HAHHS BUKOPHCTAHHS
KOPIIOPATHBHOI KYJIBETYPH (I)OpMaJ'ILH?IX i He(l)OPMaJ'II)HI/I?( KOpHOPAaTUBHUX 3HAaHb,
0cobucTocTi; hopMyBaHHsI HPaBHIL I HODM - AUIEHOCH, YMIHb 1 HaBHYOK; OLIHKa,
KOPIIOPAaTUBHOI KYILTYpH MOJIGIICH  IOBC/IHKY, TPaJHIlH, CaMOOIiHKa Ta
SIK OCOOMCTICHOT IIIHHOCTI o6pamie, dipmosoro  crumo, CaMOKOpHTyBaHH:
JIOTOTHILY, nparopy,
KOPIIOPATHBHOTO KOJIBOPY,
(dipmMoBoro opsry, Micii, Bi3ii
MPUAHATHX B YHIBEPCHTET1
MeTtoauuHmuii iHcTpyMeHTapiii (popmu, MmeToau, 3acoon)
] v v
3micT: Bigbip 3MICTy aymTUTOPHOI Ta 3mict: mo0ymoBa 3MicTy 3micT: KOMILJIEKCHA
no3aay_)1nTopHo'1' JSTIBHOCTI Ha  OCHOBI ayumopnc_)'i Ta no3aaynmopno’f OIliHKA chopmoBaHOCTi
quHKLIIOHaJ'IB.HI/IX BUMOT' KOpHOpaTHBHOY Z[l'SUILHOCTl ) Ha ) ) OCHOB1 KOpHOpaTI/IBHO'f KyHBTypH
KYJIbTypH YHIBEPCHUTETY. MDKAUCHUILTIHAPHUX 3B'SI3KIB; CTYIGHTIE Y  OCBITHBOMY

®opMu, MeTOAM: IOCBATA B
CTyZIeHTH yHiBepcutety, pectuBanb «Och

Mi  skil»,  (decTHBaIb  OCBITHBOTO
nimepcTBa CLEVER», «Jlenn
takymbTeTy”, «JleHp BiTYMHEHNX

nBepeit», TIKHI KadeopH, CBATKYBaHHS
Jus yHiBepcutery Ta JIHS HApOMIKEHHS
bopuca  I'pindenka,  I'piHYEHKIBCBKi
ugntanas «bopuc I'pinvenko Bimommit i
HeBimomuii», 3MaranHs komaHg KBK,
koHKypcu «Miss & Mister Grinchenko
University»,  duemmo6n,  couianbHumii
mpoekt «3 KwueBom 1 mms Kuesal,
€KCKypCii, BUCTaBKH, TEMaTH4HI BEYOpH,
rypTKd, Mi>KHapoIHa akajaeMis JiiiepcTBa
CITy>KIHHS, aKIii, IPMapKH.

3aco0m: BHUKOPHCTAHHS
KOPHOPaTUBHOL TOLITH, KiHOCTYZI1
YHIBEpCUTeTy, OpeHI-Oyka yHiBepCHTETY,
KOPIIOPATHBHOI ~ aTPHOYTHKH,  TiIMHY
YHIBEPCUTETY.

Dopmu, METOIU: JIEKLIT, KPYTJIi
CTOJIH, TPEHIHTH, MiHi-0eciny, ydacTb
B pOOOTI CTYyIEHTCHKOTO HAayKOBOTO
TOBApHUCTBA, MOCITIIHHUIBKI MPOEKTH,
JMCKYCii, MO3KOBHH IITypM, BE4OpH
3alUTaHb 1 BiJMOBi/IEH, CTYIEHTCHKI
ONMIIiaan, KOHKYPCH, KOH(epeHTii,
CIIEKYpC «YHIBEpPCHTETCBKi CTyii:
JT11epCTBO-CITY KIHHSD»,
«YHIBEpCUTETCHKI CTyHii: S-
CTYIOEHT», «YHIBEPCHTETCHKI CTYyHil:
Beryn no cmeniansHOCTI», «OCHOBH
opmyBaHHS KOPHOPaTUBHOL
KYJBTYPH OCOOUCTOCTI».

3aco0u:
€IIEKTPOHHI  KYpCH,
KPEUTHO-MO/TYJIbHA cucTemMa
opraHizamii  OCBITHBOTO  HPOLECY,
IHCTHTYIIMHUH PEMO3UTOpid, IMOopTall
YHIBEPCUTETY.

JUCTaHITIHI
€Bporeiicbka

CEpPEeNOBHIL YHIBEPCUTETY.
DopMH, METOAU:
NIPOBE/ICHHS OIIMTYBaHb Cepesl

CTYJICHTIB, AHKETYBaHb,
TECTyBaHb,  3aXOAH,  MIO
3a0e3neuyoTh  3IHCHEHHS
CTyICHTaMHU CaMOOIIIHKHA
IISIIBHOCTI (HamucaHHs
TBOpIB-€ce, CTBOPEHHSI
MopT(OITIO TOMIO);

3aco0u: CJICKTPOHHI

AaHKCTH, TCCTH, METOIUKHU.

PE3YJIBTAT: chopmoBaHicTh KOPIIOPATHUBHOI KYJIbTYPH CTY/ACHTIB

YHiBepcHTeTy

Puc. 1. Cxema mexnonozii hopmysarts KOpnopamusHoi Kyibmypu cmyoeHmia y

0CBIMHLOM) cepedo8UWi YHIGepCUmemy
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«YHiBepcuTeTchki cryxaii: Berym mo cmemianmbHOCTI», «OCHOBH  (pOopMyBaHHS
KOPIIOPATHUBHOI KYJIbTYPH OCOOMCTOCTI.

Merta KOHmMpoIbHO-0YiHOYHO20 €Taly TIOJISATAE y BIOCKOHAJICHHI Ta HAOyTTI AOCBiTy
BUKOPDUCTaHHA KOPIOPATHBHUX 3HaHb, YyMIHb 1 HaBUYOK; OI[iHKa, CaMOOLIHKa Ta
CaMOKOPHTYBaHHs. 3MICT eTamy Iiepeadadae KOMIUIGKCHY OIliHKa c(hOpMOBaHOCTI
KOPIIOPATHBHOI KYJIbTYPH CTYACHTIB Yy OCBITHROMY CEPEIOBHII YHIBepCUTETY. PeanizyeThcs
gyepe3 MPOBEJEHHS OMUTYBaHb CEpell CTYACHTIB, aHKETyBaHb, TECTyBaHb, 3aXOJiB, IO
3a0e3MeuyloTh 3MIMCHEHHS CTYIEHTAMH CaMOOI[IHKH [isUTbHOCTI (HAIHMCaHHS TBOPiB-ece,
CTBOPEHHS TOPT(}OJIio TOIIO).

Bucnosku. Otxe, po3po0iieHa HaMU TEXHOJIOTiSl J0O3BOJMJIA OPraHi3oBaHO U
[IECIPSIMOBAHO 3IIHCHUTH Tporec (OpMyBaHHS KOPHOPATUBHOI KYyJIbTYPU CTYICHTIB Y
OCBITHBOMY CEpPEJIOBHIII YHIBEpCHTETY Ta c(HOpMYyBAaTH y HHX TaKi OCOOMCTICHI SKOCTI SIK,
BiJIMOBIAANIbHICTH, TOJIEPAHTHICTh, €MIIATIHHICTh, IPArHEHHS IO MOCTIHHOTO CaMOPO3BUTKY,
OpraHi30BaHICTh; PO3BUHYTH YCBIJIOMJICHHS 3HA4YymiocTi (opMyBaHHS KOPIOPATHBHOT
KYJIbTYPH, MOTHBAIIIHY cdepy 1 IIHHICHI OpieHTallii, CIpsIMOBaHI Ha TTO3UTHBHE CTABIICHHS

10 cede, 0TOUYI0UOi IIHCHOCTI Ta KOPIIOPATUBHOI KYJIbTYpPHU 3arajioM.
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Translation of the Title, Abstract and References to the Author’s Language

YK 378.4-057.875:316.72

bpoBko Karepuna. Texnosoriss ¢(opMyBaHHS KOPHNOPATHBHOI KYJbTYPH
CTY/IeHTIB y OCBITHbOMY Cepe0BHIL YHiBepCUTETY

CraTTio OpPUCBAYEHO aKTyaJbHIM mpobOiemi CydacHOi NelaroriyHoi OCBITH —
(hopMyBaHHIO KOPIIOPATUBHOI KYJIBTYPU CTYIEHTIB Y OCBITHBOMY CEPEIOBHILI YHIBEPCUTETY.
Po3KpUTO CYTHICHI XapakTEepUCTHKH IOHSTh «TEXHOJOIis», «IIelaroriuia TEeXHOJIOTis»
«KOpIIOpaTHUBHA KyJabTypa ocoOucrocti». IlomaHo aBTOpChbKE BH3HAYECHHS IOHSTTS
«TEXHOJIOTiA  (OpMyBaHHS  KOPHOPATUBHOI  KYJIbTYPH  CTYAEHTIB  YHIBEPCUTETY».
OxapakTepr30BaHO TEXHOJIOTI3alil0 Tpouecy (GopMyBaHHS KOPHOPATUBHOI KYJIbTYpH
CTYAEHTIB y OCBITHbOMY cepeloBUlIl YHiBepcuTeTy. OOIpyHTOBAaHO TEXHOJIOTIIO i
(dbopMyBaHHS Y CTYIEHTIB 3 BHKOPHCTAHHSIM IOTEHI[IAly ayJIUTOPHOI Ta I03aayIUTOPHOT
TiSUTBHOCT YHIBEPCUTETY.

Knwuosi cnoea: koprnopaTMBHa KyJIbTypa, OCBITHE CEpEOBHIIE,  IeAaroriuxHa
TEXHOJIOT11, CTYICHTH, TEXHOJIOT1sI, YHIBEPCUTET.
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Abstract

The article is devoted to the problem of national education of youth in Ukraine. The orientation of
national education is the formation of national consciousness and national identity. The concept of national
education has been defined as an integral personal quality that is dynamically enriched and its structure includes
intercultural tolerance.

Particularly, the formation personality’s intercultural tolerance is associated with a vector of interest in
Ukrainian art and Ukraine in general by foreign cultural representatives. It is a significant factor in awakening of
youth’s pride for own artistic achievements, self-esteem and national identity.

The leading means of national education is Ukrainian folk art. The foreign studies on the Ukrainian folk
song have been analyzed. A brief review of the works of outstanding foreign composers who used Ukrainian
melody in their works (A. Dvozhak, L. Beethoven, F.List, B. Bartko) has been presented.

Key words: national education, national consciousness, intercultural connections, Ukrainian folk song,
cover version of West European composers.

AKTyanbHicTh npodiemMu. BaxinBoio Te3010, M0 00’€AHYE AOCHIPKEHHS PI3HUX
acIIeKTiB HAIlIOHAJBHOI'O BUXOBAHHS, € Te3a MO Te, 10 BOHO CIPSAMOBAHO Ha (pOpMyBaHHs
HAI[lOHAIBHOI CBIJOMOCTI 1 3yMOBIIOETHCS JKUTTSM KOHKPETHOI CHUIBHOTH (€THOCY),
CBOEPIJIHICTIO ICTOPUYHOTO TUIAXY, HEIO TpoineHoro. 3a M. bopuieBchbkuM, HallioHaJIbHA
CBIJIOMICTh TIOCTa€ SIK «YCBIJIOMJIEHHSI OCOOHCTICTIO ce0e YacTKOI TIEBHOI HalllOHAJIbHOI
(eTHIYHOT) CNUTFHOTH Ta OIIIHKY ce0e SK HOCIS HalllOHAIBHUX (€THIYHUX) IIHHOCTEH, IO
CKJIaJHCS B TMpOIECi TPUBAJIOrO ICTOPUYHOTO PO3BUTKY HAI[IOHAIBHOI CHIIBHOTH, il

camopeatizarlii sk cy0’ekTa comiaiapHOI aiicHoCcTI» [1, . 138].
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1O. Pumapenko, aBTOop mpamb 3 Teopli €THOCY, MIKETHIYHHUX BIJHOCHH Ta
€THOHAITIOHAJIBHOI TOMITHKH, PO3TJISAIAE HAI[lOHAJIbHE BUXOBAaHHS 1 SK e()EeKTUBHMH 3aciOd
MOJIOJIAHHS Yy HAIIOMYy CYCHUIBCTBI €THOCTEPEOTUIIB — KOMIUIEKCY MEHIIOBAPTOCTI,
BTOPUHHOCTI 1 SK «UIJECIPIMOBAaHUM, PErylbOBaHUHA MPOLEC YTBEPKEHHS HAI[lOHAIBHOL
CaMOCBIJIOMOCTi, HAI[IOHAJIbHUX IOYYTTIB, HAIIOHAJLHUX TPAJMIIH, HAI[IOHAIBHOTO
XapakTepy Ta HaIllOHAJIBHUX OCOOJMBOCTEH IICHXOJIOTIi, CaMOIIIHHOCTEH HaIllOHAJIbHO-
cnerudiqHoro (0coOIMBOT0), MOBHUX, €CTETUYHHX, ETUYHUX Ta IHIIMX I[IHHOCTEH HApOIiB,
YCBOTO, IO CIPHUsiE BCEOIYHOMY CTAaHOBJIICHHIO HaIllioHanbHOTOY [14, c. 128].

Busnano, 110 HalMOTY>KHILIITUM YUHHUKOM HAI[lOHAJLHOTO BUXOBAHHSA € MHUCTEITBO,
nepenyciM  (QOIBKIOPHI MUCTEIbKI TpaauIii, cepel SKUX I[EHTpaJbHE Miclle IMociia
HapoJHOITiCeHHa TBOPYicTh. [lopsin 3 UM, Ha3BUUATHO €PEKTUBHUM MOXE CTaTH OCATHEHHS
CTaBIICHHS 1HO3EMHHX aBTOPIB 1 MHUTIIB J0 YKPaiHCBKOTO (OJBKIOPY, MEpenyciMm y
BHUXOBaHHI MOYYTTs TOPJOCTI 32 BIACHI Ha/I0aHHS B KOHTEKCT1 CBITOBOT CIa IIIIIHH.

O0’eKTOM JOCHIIKEHHS Yy CTaTTi € YyKpaiHCbka HapOJHOIICEHHa TBOPYICTD,
HETepeciuHi MIHHOCTI K0T OpPraHiuHO BIUCAIIMCS B CBITOBY JAYXOBHY CHAJIIMHY i HaJIEXKATh
70 YHIKaJbHUX 32 CBOIM 3HAa4€HHSM Ha/j0aHb HAI[IOHAJBHUX KYJIbTYp; MpeIMeT — ICTopid
HoTalii Ta 00pOOKH YKpaiHChKOT MICHI aBTOPaMU — Uy KUHILSIMHU.

Mera crarTi — nogatu orisg GOIBKIOPUCTUYHUX JAOCTIKEHDb 3apYOIKHUX YYEHUX,
MPUCBSYEHUX YKPAaiHCBbKIA TMICHI, a TaKOXX akTyaji3yBaTH IHTepec J0 Hei y TBopax
3apyOKHUX KOMIIO3UTOPIB IS BUKOPHUCTAHHS B KOHTEKCTI HaIllOHAJIHLHOTO BUXOBAHHS
MOJIOI.

AHani3 pocaileHb Ta BUKJIAJ OCHOBHOro Matepiajy. [Ipo0Giema HarioHanbHOTO
BHXOBAaHHS, sIKa 3aBXKIM XBHJIIOBAJIA CYCHUIHCTBO, BIIOOpaKeHA B YHCICHHUX JOCIIIKEHHSIX
BUJATHUX Yy4yeHHX Ta mnexaarorie-npaktukiB (I. bex, M. bopumescokuii, 0. Bpomueii,
I'. Bamenko, I [[3t06a, B.Xwmup, K.Xyp6a, II. Kenmwop, O.Kyms, C.JlaBpuHEHKO,
I. Orienko, JI. Ileteko, FO. Pumapenko, }O. Pynenko, C. Pycosa, P. Coituyk, I'. ®iminuyk).
[MuTaHHAMH MY3WYHOTO (OIBKIOPY SK 3ac00y HAI[IOHAILHOTO BHXOBAHHS IEepPEHMAIHCS
BumatHi wmuTIi — A.ABmieBchkuii, B. BepxoBunens, C.BopoOkeBuy, A. IBaHHUIIBKHIA,
I1. Ko3uupkuii, O. Kommie, M. JleontoBuu, M. Jlucenko Ta iHmi. BaxmuBumu y oMy
KOHTEKCTI € HayKoBi (DOJNBKIOPUCTUYHI PO3BIJIKH, SIKI BHUCBITIIOIOTH ICTOPiI0 BHUBYEHHS

yKpaiHChKOT HapoHO1 micH1 1 caM micerHuit matepian (O. benu, C. 'op6enko, M. I'opaiitayk,
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C.T'puna, P.Ocumenp Tta in.). KpiMm Toro, came B HampsMi HaliOHAJbHOI'O BHXOBAaHHS
IIIPOCTAFOYOT0 IMOKOJIIHHS 3POCTA€E IHTEPEC /10 BiN0OpakeHHs (aKTiB 3BEpHEHHS 3apyOiKHUX
MUTIIB PI3HUX MOKOJIHB J0 YKPalHCHKOrO MHCTEITBa Ta icropii [9; 12; 21; 22], mo cnpusie
MDKKYJIBTYPHOMY J11aJIOTy, HEBIJl' €MHOMY BiJl HAIlIOHAJILHOI CBIZJOMOCTI.

IcTopiorpadiuny OCHOBY CTAaTTi CTAaHOBJIATH BUJAHHS, IPUCBSIUCHI 1CTOPIi yKpaiHCHKOT
MmicHI 1 TiceHHO1 moe3ii, OiorpadivyHi JOCIIDKEHHS TBOPUYOCTI BHAATHUX 3apyODKHHX
KOMIIO3UTOPIB, IO 3BEPTATMCS J0 YKPAiHCHKOI ITiCHI, HapoJ03HaBui mpari, myOmikamii y
3aco0ax MacoBoi iH(popMaIlii, IO CTOCYIOTHCS i€l TPOOIEMH.

Sk cTBepIKYIOTh yueHi — (ONBKIOPUCTH, YM HE MEPIIMM A0 CTYAIH yKpaiHChKOI
HApOJHOIMICEHHOT TBOPYOCTI 3BepHYBCsA uechbkuii yuenuit . M. bmarocnas. Ile BiH Yy
pykonucHii rpamatuii 1571 p. ymicTuB ykpaiHchbKy HapoaHy micHi0 «/lyHato, [lyHaro, yomy
cmyteH Teuemi?» [7, c. 18]. ¥V 1625 p. B nonbChKiil TpaHCKpHIILT OyJI0O BHIAHO MICHIO MPO
xo3aka i Kymuny. Himenbkuit pinocod i dponsknopucr M.-T. Tepnep (1774-1803) ocobnmBo
MiJKPECIIOBAB MPUPOPKEHI MY3WUHI 3MI0HOCTI yKpaiHIiB, 0araTcTBO MOTHBIB Ta 00pa3iB
YKpaTHCHKOTO HapomHOro Memnocy. [oryroum 30ipHUK «['0lOCH HApOIiB y TMICHAX»
(1778—1779), sxuii 1mob6auuMB CBIT HIMEIBKOI MOBOIO, BUYEHHUW BKIIOYHMB JI0 HBOTO W
yKpaiHchbki micHi [16].

[Tonsebkuit  onbknopuct Barpias 3anecekuit (1799-1849, ncepmonim Bamnas 3
Onecbka) BuiaB y JIbBoBi 30ipHUK «[licHI MOJBCHKI i pyChKi Jroay ramuibkoro» (1833), B
KoMy nonaB Maibke 600 ykpaiHCbKUX MiceHb. |HIMI nonbchkuil yuenuit — XKerora Ilaymi
(1814-1895), mnomapyBaB uuTayaM JBOTOMHHUI 30ipHHK «IlicHI pycbkoro Hapomy B
lannuuni». (1839, 1840), BMICTHBIIM B HBOMY TaKOXX YUMaJlo IiCeHb 13 30ipHHKA
M.MakcumoBuda «MaJlOpOCCHIICKHE TIECHW», MOKa3aBIIM, TaKUM YHHOM, CIUIHBHY OCHOBY
HapOJIHOIICEHHOI TBOPYOCTI, 3amucaHoi Ha TepeHax ABCTpii 1 napcekoi Pocii. Sk mepexnamay
YKpaiHCBKUX HApOJHMUX MICEHb HIMEIbKOIO MOBOIO 1 MPOIMAraHgucT 0yKOBUHCHKOTO MEJIOCY
Bimomuii 1O. ®eapkoBuu. Cepen mnepeksiafieHUX HUM (DOJNBKIOPHHUX 3pas3KiB — MICHI Mpo
KOXaHHA, KO3aIlbKi, PEKPYTChKi, KOBHIPCHKi, HapoaHi Oamaaum Tomo. FO. @deapkoBuY
O3HAallOMHUB HIMEIPKUX YMTA4yiB 13 TaKUM OPHUTIHAJBHUM KaHPOM  YKpaiHCBhKOL
HapOJIHOMICEHHOI TBOPYOCTI, K Komomuiiku. Ha nymky lO. @enpkoBuya, ykpaiHChbKa MiCHS
HE TIOCTYIAETHCS CBOIM 0araTCTBOM KOJHIHM 3 IHIIHMX CJIOB’STHCHKHX TI0€31M, 1 HaBITh YHCIICHHI

(boIbKIOPHI 30ipHUKH HE MOKYTh OXOITUTH BCHOTO 11 po3maitTs [18. c. 246, 249].
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Cnpapai, HapoJHA IIICHA CTaja BI3UTIBKOK BITYM3HSHOI KYJIbTYpH, CHMBOJIOM il
HalllOHAJIbHOT HEMOBTOPHOCTI. KpiM (oJBKIOPHUCTIB, BETUKHI 1HTEpEC 0 HAIIOT0 MEJIOCY
BUSIBUWIM KOMIIO3UTOPHU CBITOBOTO piBHS, BHUKOPHUCTOBYIOUM HOTO y CBOid TBOPYOCTI.
Ckaximo, msrep XVIII — mouarky XIX cr. «ixaB ko3ak 3a Jlynaii» Cemena KimumkoBchkoro
— MICHS, 10, MiAKOPHUBIIK OUIBIIICTh €BPONEHCHKUX KpaiH, 3adikcoBaHa 1 SK IIOTIaHACHKA
HapoHa micHs. binbiie Toro, ii 00poOKy 1y1s pi3HUX yMEHTIB 3poouB JIroaBir Ban beTxoBeH.
Bimomo, 1o B SImoHii i 3apa3 HaA3BUYAKWHO MOMYJIIPHUM € poMaHc «B3sB 0u s 0anaypy» [15,
c. 115].

XKusuii inTepec a0 ykpaiHcbkoro ¢osbkiopy crnocrepiraetbcst B XIX cT. cepen
3ax1IHOEBPOINENHChKUX KoMIto3uTopiB. LlikaBuil ¢akr: monoammii cun Monapra — Ppanig
Kcagep y momrykax po6oTu onwHHBCS y ["amudmHi — TOA1I OKOJUIII ABCTPIHCHKOI iMmepii. Sk
BiOMO, micis mnepeOyBaHHS TeBHMH dYac y poaumHi baBopcbkux Oinst Poratmna BiH
YUUTENIOBaB y ciM’i kameprepa rpaga SnimeBcekoro B Capakax mobmausy bypuiruha, y
poaunax Ilotorpkux, Yapropuiicekux i Camer, a 3 1813 poky memkaB y JIbBoBi (Toxi
JlemGepr). Tyt MouapT-MoJIOAMUI HanKcaB JBi COHATH, KUIbKA MiCeHb 1 (POPTEMiaHHUX 11" €C
3a MOTHBaMH YKPaTHCbKHX HApOJHUX IMiceHb, KaHTaTy i Tepiet [10]. InTepec 10 ykpainchkoi
MEJIOJIMKM TO3HAUMBCS M Ha (opTeniaHHUX Bapialliix Ha TeMy YKpaiHChKOi HapOJHOI MiCHI
«Y cycina xara 0Oina», a Takox y «JlyMIli Ha pyCbKy TEMY».

VYkpaiHa i ykpaiHChbKa TeMa CTajll OKpPEMOIO CTOPiHKOMO 1 B Oiorpadii @epenna Jlicra
(1811-1886). Y 1847 polii KOMIIO3UTOP MiCAIb «IIPOBOJANTH Y CTiHAX rocTuHHOTO Kuesay [4,
c. 260], xouueprye B 6aratbox mictax Ykpainu (). B YkpaiHi BiH 3ycTpiB CBOE KOXaHHSL.
Harxnennuii Bpasxennsmu, @epentr Jlict Hanuca doprenianHi 1’ecn «YKpaiHChKa Oananay,
«/lymka» Ha TeMu yKkpaiHChKMX HapoAHUX TiceHb «Ou, He xomau, ['puimo» 1 «BiroTe BiTPH,
BilOTh OyiHI», momyJssipHi i jgoci Ha Bomurebkomy omicei [3; 5].

VYkpaiHcbkuil (ONBKIOp BHBYAB II€ OJMH Yropchbkuii kommosutop — bema baptok
(1881-1945). V 1888-1899 pp. BiH xwuB y MicTi L{i 3emii B To#t yac nepeOyBaiu ImiJ1 BIaJI00
ABcTpo-Yropebkoi immepii. 3 mictom Cesmom (HuHI BunorpaziB) mos’si3ani ais baproka
[OYaTOK HABYaHHS TpU Ha QopTemniaHo, HOro mepuInii My3WuHUN TBIip, mHepurl MyOmiuHi
Buctynu. [liHime baprok 3xailicHMB BeJWMKHMN KOHIEPTHUH Typ mictamu Ykpainu (JIbBiB,

Opneca, XapkiB Ta iH.). Cepen #ioro ¢ponabkiIopHuX 00pobok moHax 80 yKpaiHCHKUX MiCEHb, a
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OJlHa 3 YacTUH Horo «Maioi croitu» Uit popTeniaHo Mae Ha3By «YKpaiHChbKa IICHS»; TAKOXK
BiJIOMO IIPO HOr0 aKTHBHI TBOPYi 3B’SI3KHU 3 YKPalHCHKMMHU MHUTILAMU [13].

Ha cropinkax razetn «Pansucpka Ykpaina» 27 cepmus 1970 p. 3’sBuiacs 3aMiTka
«My3uuHOMYy poAy HeMa mnepeBomy» «€ Ha 3amopixki ceno Hosroponika. 3maBHa
CJIABUTHCSI BOHO MY3MUHUMHM TPAJAULIAMHU. A IIOYATOK M, SIK BBaXaIOTh CTApOXKUIIM, MOKJIala
TyTemHsa ciM’a J[BOp)KakiB — HAIUAAKiB BHJATHOI'O YECHKOrO0 KOMIIO3UTOpa AHTOHIHA
JIBopxkaka» [11]. HacmipaBni, kinacuk yechkoi My3uku A. JI[Bop>kak 3BepTaBCs HE JIMIIE 10
4yechKoro (osbkiiopy, a i 31iiicHIB 00pOOKHM yKpaiHChKuX TiceHb «O# y moji BHIIHS» Ta
«Oli kpsue, Kpsiue Ta i HOpHEHbKUI BopoH». Y my3uli J[Bopkaka kinug 1870-x — mou. 1890-
X pp. HaOyB NOIIMPEHHS XaHp AyMKU: ¢opremianHe Tpio «Jlymkm», m’ecu «lymka» Ta
«ymka it @ypianTy; nymKamu [[Boprkak Ha3BaB MOBLIbHI YaCTUHU CTPYHHOTO KBapTeTy (Op.
51) i ¢opremiannoro kBiHTery (op. 81), mymok mis ¢opremiano [17]. 3a3Hauumo, mo s
I[iIKaBa CTOpIHKAa TBOPYOCTI BEJIMKOIO YEChKOrO0 KOMIIO3MTOpa KJacHKa Ine MoTpelye
JeTaIbHILIOrO BUBYECHHS.

[Tpuramaemo imM’s mie OAHOTO BEIMKOTO IIAHYBAJIbHHKA HAIIOTO MEJOCYy, a came —
TeHIaJIbHOTO MoJibcbKoro kommo3uropa dpenepuka @pannumka [lonena. Tak, BugaTHuii
MOJCHKUI TNMHUCBMEHHUK 1 MY3WYHUH KpuTHK SI. IBamikeBu4 y MOBICTI, MPHUCBSUYCHIMH
XKUTTEBOMY 1 TBOopuoMy nuiaxy @. lllomena, 3a3HayaB, 1110 «OJIM3bKI CTOCYHKH 3 POJIUHOIO
Konsbepris, ioro po3smoBu npo 0ararcTBO Halloi HApOJAHOI MICHI CIIOHYKAJIX MOJIOJIIOrO 3a
Hporo Ha 4oTupu poku Ockapa Koasbepra (B MallOyTHhOMY BHJATHUN eTHOrpad,
(b OIBKIOPUCT, KOMITO3UTOD, 310paB OaraTuil, HiHHUI (QOIBKIOPHO-eTHOrpadiYHUN MaTepial
Ha TepeHi Ilonbmii Ta Ykpainu; foro ocHoBHI mpami (38 TOMIB) CTOCYHOTHCS HApOJHOI
MY3UKH, TaHIliB, 3BU4aiB, 00psaiB. — O. Kpych) 3BepHyTH yBary Ha 3HHMKaiO4l ckapOu. Skio
He BB lllomena, To mpuHAliMHI iXHI PO3MOBU NpPO 1€ B HAJI3BHUYAHHO IIKAaBOMY
cepenoBuili KonpOepriB MOriiM BHKJIMKATH B 000X IOHAKIB OTY iXHIO BEJHMKY JIFOOOB /0
HalioHaJIbHOTO (oabKIopy» [6, c. 23]. Sk Bim3Hauae f. [Bamkesuu, [llomen nobOpe 3HaBCs
HE TUIbKH Ha CIIpaBXHIM yKpaiHCHKIN MICHI, @ i Ha TaK 3BaHIM «yKpaiHCHKI CaJOHIIUHI», SKY
MY3UKO3HaBIIl 3Haxo Tk y TBopax lllonena. Bona 3a Tux yaciB cBig4uiia Mpo MpUPOTHUIN
KOHTAKT MOJISKIB 3 YKPaiHCHKOIO IMICHEI0, YKPaiHChKOIO TYMKOIO 1 YKpaiHCBbKMM TaHIIEM —
0e3mocepeIHbO uepe3 OKpaiHHE 3eMIISITBO [2].

BucnoBok: OTXe, y TOUHIOIOUH HAYIOHAIbHY BUXO0BAHICMb Ocobucmocmi SIK 1l
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IHTErpaJIbHY SIKICTh, B AKIH HAYIOHANbHA CAMOC8I0OMICMb TIOCTAE IK OCOOUCTICHE YCTaJICHE
YTBOPEHHSI, IO JMHAMIYHO PO3BUBAETHCS 1 30arayyeThCsi, XapaKTepPU3y€eThCs il eMOIIHHIM
MEPESKMBAHHAM CBO€I HAIlIOHAIBHOI HAJIEKHOCTI, IIHHICHUM CTaBIEHHSM JO0 3700YyTKIiB
KyJIbTypH CBO€l Hamii W BU3HAHHAM ii OaraTorpaHHOCTI, MOBarol i TOJEPAHTHICTIO Yy
CTaBJEHHI 10 3700YTKIB 1HIIMX €THOCIB Ta ii MPEICTABHUKIB 1 3yMOBIIIOE BIIMOBITHI 1AM
XapaKTEPUCTHKAM BYMHKHA 1 TOBEMIHKY OCOOHMCTOCTI B KyabTypHOMY mpoctopi [8],
MIKPECIMMO: caMe YKpaTHChKa HApOIHA MICHS € BAKJIIMBUM YHHHUKOM TaKOTO BUXOBAHHS; a
ycBimomsieHHst i1 3Ha4eHHs y (OpPMYBaHHI MDKKYJIBTYpHHX 3B’S3KiB, MDKETHIYHOT
TOJICPAaHTHOCTI, TOBAard JIO BJIACHOI CHAIIIMHU 1 CHAIIIUHA IHIOIMX KYJIbTYp Mae
CYIPOBOJDKYBATHCh IMI3HAHHSIM CTaBJICHHS [0 YKpPAiHCBKOro 3 OOKy IHIIMX IMX IHIIUX
KYJIBTYp, IO MOTpeOye BUBUCHHS (DaKTIB Ta IXHBOT CHCTEMAaTH3aIlii 1 BBEJICHHS Y TICIarOT19HY
TUIONIHHY.
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Komaposcska O., Kpycr O. Icropuko-nmesaroriyHui acnekT HaniOHAJIbHOIO
BHXOBAHHSA MOJIOIi: (POIbKJIOPHCTHYHI JOCTIIKEHHS YKPAaIHCHKOI MiCHI.

Crarts mpHCBsSY€Ha MpoOJieMi HAllOHAIBHOTO BHUXOBAHHS MOJOJI B YKpaiHi.
OpieHTHPOM HAIIOHAJIFHOTO BUXOBAaHHS PO3MNIANAETHCA  (OPMYBAaHHS  HAIIOHAJIBHOI
cBimomocTi. DOpPMYIIOETBCS TOHATTSA HAIIOHAJIBLHOI BHUXOBAHOCTI SK I1HTETPaIbHOL
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OCOOHMCTICHOI SIKOCTI, 0 CTPYKTYPH SKOi, 30KpeMa, BHECEHO MDKKYJIbTYPHY TOJICPATHTICTb.
MiXKyIbTypHa TOJICPAHTHICTh TIOB’SI3YETHCSI 3 BEKTOPOM IHTEpPECY 1O YKPaiHCHKOTO
MUCTEUTBA Ta YKpaiHH 3arajioM 3 OOKYy iHO3EeMHHX IPEICTaBHHKIB KyabTypH. [IpoBigHUM
3ac000M HaIllOHAJILHOTO BUXOBAHHS PO3MIISAIAETHCS YKpaiHChKa HAPOJHOIICEHHA TBOPYICTD.
[IpoanaiizoBaHO TOTJISAIM 3apyOKHUX aBTOPIB HA YKPAiHChKY HApOJHY MICHIO, TBOPYICTh
3apyO1’KHUX KOMIIO3UTOPIB, sIKi BAKOPUCTOBYBAIH YKPAaiHCHKUN MENOC y CBOIX TBOpAX.

Knrwouoei cnoea: HallioHaJIbHE BHUXOBaHHS, HaIllOHAJIbHA CBIIOMICTh, MIKKYJIBTYPHI
3B’S13KH, YKpaiHChKa HAPOIHA MICHS, 0OPOOKH 3aXiTHOEBPONEHCHKUX KOMIIO3UTOPIB.
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Abstract

The article deals with the problem of moral culture education among students at higher pedagogical
educational institutions in the system of training a foreign language teacher. In modern society, when the
problems of cultural and spiritual revival of Ukraine are exacerbated, the formation of moral culture in the future
teachers should be seen as the most important prerequisite for forming Ukrainian statehood. The modern
researches and publications on the issue of education of the moral culture in the future teacher of foreign
languages are analyzed in the article. The criteria of forming moral culture in future teacher of foreign languages
are defined. In accordance with the criteria of forming moral culture in future foreign languages teacher the
levels are specified. The author presents the results of forming moral culture in future foreign language teachers,
conducted on the basis of Dragomanov National Pedagogical University (Kyiv) and Mykolaiv Sukhomlynskyi
National University.
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IToctanoBka mnpoOiemu Yy 3arajibHoMy BULIsAi. [HTerpyBanHs VYkpaiHu vy
3arajlbHOEBPONEHCHKUM MPOCTIp, PO3BUTOK ii AEMOKPATUYHOI JIEPKaBHOCTI Ta TpaHchopmaris
ycix cdep KUTTA MNOTPeOYyIOTh 3HAYHUX 3MiH y HalllOHANbHIM CHCTEeMi BHIIOI OCBITH,
MiBUIIEHHS 1i SKOCTi, OHOBJIEHHS 3MICTY, J0OOpY e(heKkTHUBHHUX (opM, 3aco0iB 1 METOAIB
HaBYaHHSA. AKTyani3auis npodieMu GopMyBaHHS MOPAJIbHOI KyJIbTYpH MailOyTHIX YUYUTEINIB Ha
CydyaCHOMY €Talli PO3BUTKY CYCIUIbCTBA BUKIWKAHA TO-TIEpIE, 1HTETpali€l0 YKpaiHu 10
€BPOIIEHCHKOr0 OCBITHHOT'O ITPOCTOPY, & MO-JIPYTe, CTAHOBICHHSAM YKPAiHCHKOI 1€PKABHOCTI.

JlocmipkeHHsT  cBigYaTh, IO MOpalbHa KylbTypa OUIbII HIDX Oyab-sKe 1HIIE
CTPYKTYpPHE YTBOPEHHS BHYTPIIITHLOTO CBITY JIIOAUHU BU3HAYAE COIIAIbHY CTIMKICTh CHCTEMHU
il B3a€MHH 13 CYCHUIbCTBOM, 3 IHIIUMH JIIOJbMH, €(EKTHBHO BIUIMBAaE Ha (OPMYBaHHS
CBIZIOMOCTI, CaMOCBIZJOMOCTI Ta TpodeciiHuX skocTeil. MopalibHa KyJlbTypa OCOOHMCTOCTI
NpOHU3Ye BCl cdepu IisUIBHOCTI JIOAWHU, B TOMY 4Hcli ¥ HaBuaHHSA. Tomy ¢dopmyBaHHS
LbOTO SIKICHOTO YTBOPEHHS y CTYAEHTIB MEJaroriyHuX BHIIMX HaBUAJIbHUX 3aKIIaJiB €
BaXXJIUBUM 1 HEOOXIJHMM IPOIIECOM Y Cy4acHil colliaibHO-TIeaaroriunii curyarii [3; 4; 5; 6;

9;11; 12; 13].
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[ToctanoBka mnpoGiiemMu OOyMOBHJIAa MeTy CTATTi — BHCBITIUTH pe3yJbTaTH
JarHOCTYBaHHsS C(POPMOBAHOCTI MOPAIbHOI KYJBTYPH MalOYTHBOTO BUYHUTENS 1HO3EMHUX
MOB.

AHaJi3 ocTaHHIX JociaizkeHb 1 myOJikamiii. B cyuacHux yMmoBax pO3BUTKY
CYCITUJIbCTBAa HAYKOBO-TEOPETUYHI 3acaau (GOpMyBaHHSI OCOOMCTOCTI MaHOyTHHOTO BUHTEIS,
Horo 3arajbHOi 1, 30KpeMa, MOpPaJbHOI KyJIbTypH po3pobisivca y npausx K. baiimi,
JI. Bypnetinoi, JI. BoBk, L. I'pssnoBa, B. diyninoi, 1. 3s3tona, O. Ky3nenosoi, B. Jlo3zoBoro,
I'. TTonsikosoi, JI. Tletbko, O. [TomeryH, A. PemuboBoi, O. CaBuenko, O. CyxOMIHUHCHKOI.

OxpeMi acleKTH BUXOBAHHS MOPAJIbHOI KYJIbTYpH Ha 3aHATTAX 3 1HO3€MHOI MOBH
pPO3TISHYTI Y  JOCHIIKEHHAX 3apyOLKHMX MeETOAMCTIB Ta JiHrBIicTiB  (A. Amer,
G. Auernheimer, M. Carrier, W. Gates, G. Grecia, F. Janshof, R. Kern, G. Neuner, R. Oxford,
M. Schwartz, A. Virlacher ta in.).

Bukiaa ocHoBHoro marepiaay. /[oMiHaHTHI iMIepaTHBU Cy4yacHOi T'yYMaHICTHYHOI
Tpiaau <JTI0JJMHA-OCBITA-KyIbTypa» BiOOpakeHi B MOBHIN MONITHI AEpXKaBH, MPUIHATTI
HEI0 BEKTOPY MONIKYJIbTYpHOI H OCBITSIHCHKOI ITONITHKH, 30PI€HTOBAHOI Ha 30epe)KeHHS,
PO3BUTOK ¥ aKTMBHE BUKOPUCTAHHS JI€p’KaBHOI, PiAHOI Ta 1HO3EMHHUX MOB, (hOpMyBaHHS
3[1aTHOCTI JIFOJIMHU JI0 KpoC-KynbTypHOro miaiory [10, c¢. 170; 11].

Sk 3a3Hauae B. AHIpyIIeHKO y CBOiX HayKOBHX mpausx «JIoo0utu nuTuHy 1 mojnei,
OyTH NaTpiOTOM BJIACHOI JA€p:KaBH 1 TPOMAJIHUHOM CBITY, MOPAJIbHO 1 COLIIAJIbHO BHUCOKOIO
0COOMCTICTIO, HOCIEM TYMaHICTUYHUX LIHHOCTEH, aBTOPUTETOM Yy CBOIl MpeAMETHIN ramysi i
COLIIaIbHOMY JOCBiJ1 TOIIO, OyJIM 1 3aJUINAIOTHCS O3HAKaMM JIIOJMHHU, SIKYy B yCl 4acH 1 BCl
HApO/U Ha3UBAJIH «BUUTEIeM» [1, €. 9].

PO3KpUTTS CYTHOCTI MOHATTS «MOpajibHa KyJIbTypa» HOTpeOye aHamizy AediHimii
«KYJBTYpa» Ta «MOPAJIbY.

[lenaroriyauii mornsa Ha KyJIbTypy Ta MOpallb IMPOCITIIKOBYETHCS Y BHU3HAYEHHI,
HaBE/IEHOMY B «YKpaiHChKO-aHTJIHCHKOMY CIIOBHHKY HaBYaJbHO-TIENAroriyHUX IOHATH 1
TepMiHiB». JI. BOBK TpakTye NMOHSATTA «0a3oBa KyJabTypa OCOOMCTOCTI» SIK IUIICHICTb, IO
BKJTIOYAE B ce0€ ONTUMaIbHY HasIBHICTh BIIACTHBOCTEH, SKOCTEH, Opl€HTAIlli 0COOUCTOCTI, 10
JI03BOJISIIOTH  PO3BUBATHUCS B TapMOHII 13 CYCHUIBHOIO KYyJIbTYpPOIO TOOTO BHOCHTH B ii
PO3BUTOK TOCHJIBHUI BHecOK. Peamizamis 3micTy 0a30BOi KyJabTypH CHOpSIMOBaHa Ha

dhopmyBaHHSI OCOOUCTOCTI, sIKa TOETHYE B COO1 CBITOTIIAIHY KYJIBTYPY, TPOMAASTHCHKICTh Ta
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TBOpYY I1HAMBIAyaIbHICT. OCHOBOIO 0a30BOi KYJIbTYpU € 3arajbHOJIOACHKI I[IHHOCTI.
«Mopane» (;mar. moraliS — MopanabpHHI,MOreS — 3BUYAi) TPAKTYeEThCA AK OaHA i3 (opm
CYCHUIBHOI CBIJOMOCTI; CHCTE€Ma IMOIJISIB 1 YSBJICHb, HOPM 1 OIIHOK, IO PEryJIOITh
MOBEIIHKY JiTei [2, c. 58].

BupimeHHss OCHOBHHMX 3aBlaHb JIOCHIIKEHHs, OKpIM BHBYEHHS (Pi1ocodCchKoi,
TICHXOJIOTO-TIEIarOTYHOl JITEpaTypy a TAaKOXK y3arajJbHEHHsS OCBITHBOI Ta BHUXOBHOI crierudiku
MIeIArOriYHUX BY3iB, Mepeadavyaso MpoBEICHHS eKCIIEPUMEHTAIBHOI JIarHOCTHKHA HASBHOTO PiBHS
MOPAJTBHOI KYJIBTYpPH MAOYTHIX YYHUTENIB iHO3EMHOT MOBH.

[Iporsrom 2015-2016 wu.p. Oymo omnutano 311 cTymeHTIB Jpyroro Kypcy
CHEIIaIbHOCTI «iHO3eMHa (inonoris», 3 Hux — 143 B HITY imeni M.II1.[lparomanoBa i 168 y
MuxonaiBcbkoMy yHiBepcuTeTi iMeHi B.O.CyXxOMIMHCBHKOTO.

PiBeHp MOpanbHOI KyJABTYpH y MaiOyTHIX YYUTENIB iHO3€MHHX MOB BH3HAa4aBCs 32
TPbOMa OCHOBHHUMH KpHUTEpisMHU: 1) momusayitino-yinnicnuti (30aTHICTH 10 CIIBYYTTS,
CHIBIIEPEKUBAHHS; MIIIHICTh MOPAJIbHUX MEPEKOHAHB; HABHICTh OIIHOYHKX 1 PEICKCHUBHUX
YMiHb; aJICKBaTHA CAMOOI[IHKA; CTABJICHHS JI0 MOPAJIbHOI KYIBTYPH SIK JO I[IHHOCTI, JIIOOOB 10
Hel, TIparHeHHs 70 JOTPUMaHHS MOPAJbHUX MPHHIHUIIB, HOPM Ta TMPABWI; BMIHHS OIIHUTH
BIUIMB 3apyODKHOI KYJIbTypH Ha YKpaiHCbKY KYyJIbTYpY, NparHeHHs 3HAHOMUTH [TiTeH 3
MOpaJIbHUMH L[IHHOCTSIMHU Hapo/liB, sIKI PO3MOBIISIOTh aHIIHCHKOI0 MOBOIO. — BU3HAUABCS 3a
JIOTIOMOTOI0  CITOCTEPEXKEHb, OECij, aHKeTyBaHHs), 2) KoeHimuenutl (TIOBHOTA YSBJIEHb IPO
TYMaHICTUYHY [€Jaroriuly KyJnbTypy 1 SKOCTI, HEOOX1JHI BYMTENIO; YCBIJIOMJICHICTb,
IMOMHA 1 CHCTEMHICTh €TUYHMX 3HaHb; IHTEpeC 10 MOPANbHUX LIHHOCTEH YKpaiHCBHKOI,
3apyOiKHOI Ta CBITOBOI KYJIBTYpH, MOTpeda pO3IMIMPIOBATH CBiil Kpyrosip B 00JacTi €THUKH,
aKTHBHA TIO3WINS y TNpuaOaHHI ETUYHUX 3HaHb — METOJOM eKCHEPTHUX OIlHOK,
CIIOCTEPEeKEHb, TECTYBAHHS Ta AHKETYBaHHSA), 3) disibHicHuti (CHOPMOBaHICTH MOPATBLHHX
3BMYOK; BMIHHS pOOUTH MOpaJIbHUI BUOIp Y HOBIH cUTYyallii, KEpyIOUHCh BUCOKOMOPAIbHUMHU
MOTHBaMH, 3[aTHICTb [JO MOpPAJbHOTO 1 NPOQeciiHOro CcaMOBIOCKOHAJICHHS;BMIHHS
TPAHCIIOBAaTH JTyXOBHI I[IHHOCTI PiHOT Ta 3apyODKHOI KyJIbTypH — METOJ EKCHEepTHUX
OLIIHOK, CLIOCTEPEKEHHS, aHaJli3 TBOPUUX POOIT).

VY BIAMOBIAHOCTI 3 IMMHU KPHUTEPisIMU OYyiIM CKJIaJEH1 y3arajlbHEHI XapaKTepHUCTUKU

TPbOX PiBHIB ¢(hOPMOBAHOCTI MOPAJILHOI KYJIBTYpH:

IntellectualArchive Vol. 8, No. 1, January - March 2019

119



Bucoxuii pieenv. CTyIEHTH XapaKTEpU3yIOTbCS CTIHKOK CIPSIMOBAHICTIO Ha MOpajbHE
CaMOBJIOCKOHAJIEHHS, 11I0 KOPEJIIOE 3 IOCUTh CTIHKOI0 NPO(eCiiHO0 CIpAMOBAHICTIO. [JocmamHiti
pigenb.  CTyIEHTH  XapaKTEpU3YIOThCS  MAJIOCTIMKOK  CIPSIMOBAHICTIO HAa  MOpaJbHE
CaMOBJIOCKOHAJIEHHS, III0 KOPEMIOE 3 MPO(ECiifHOI0 CIPSIMOBAHICTIO PI3HOTO CTYIEHS CTIMKOCTI.
Tlouamxkosuii pieenv. CripsMOBaHICTh Ha MOPAJIbHE CAMOBJIOCKOHAIIEHHS BIICYTHS a00 BHpa)KeHa
cna6o. CTyneHTH HaIIeHI Ha OTPMMaHHs JUIUIOMA IPO BHUIIY OCBITY 1 HE TOTYIOTh ce0Oe 10
MEearoT1YHOT ISTTBHOCTI.

JiarHoctrka chopMOBaHOCTI MOPATIBHOI KYIbTYpH Y MAaHOYTHIX YUUTEINiB iIHO3EMHHUX
MOB (CTyIIeHTIB 1-r0 Kypcy) MpoBOAMIACSA HA IMOYATKY HABYAIBHOTO POKY. 3 LIEI0 METOI MU
IIPOIIOHYBAJIM CTYJICHTaM 3allOBHUTHU aHKETY, 3MICT SIKOi ITPEJICTABICHO HIKYE.

AHKeTa
1. Ilo Take MOpasbHA KyJIbTypa 0COOMCTOCTI?. ..
2. Ha sixi ninnocti Bu opienTyerech B )KUTTI?...
3. SIxi BuMoru cTaBuTh nepen Bamu maiioyTHs npodecia?...
4. Ha ckinpku MopalibHa MOBeliHKa oOMexye Bamry cBo6oy?. ..
5. YuMm Bu kepyBanucs npu Bubopi Bamoi MaiitOyTHbO1 nipodecii?...
6. 3Biaku Bu uepnaeTe npukiaan MOpaabHOI OBEIIHKY:

a) Jiteparypa...

0) 3acoOu MacoBoi iH(opmarrii. ..

B) OCBITHbO-BUXOBHE CEPEJIOBHUIIE YHIBEPCUTETY...

r) Bam Bapianr. ..

CBo€10 ueproro, 3MiCTOBHA XapaKTEPUCTUKA KOKHOTO 3 MOKa3HUKIB OLlIHIOBaNIMCS 2, 3,
4 ta 5 GayaMu BIANOBIIHO 10 IIKANU: 2 Oaiu — IIOYaTKOBUI
piBeHb (HEPO3yMIHHS CYTHOCTI HalBa)JIMBIIIKMX CTOPIH MOPAJIbHOI KYJIbTYpPH a00 HEraTUBHE
CTaBJICHHS 10 HeoOximHocTi ii opmMyBaHHS MallOyTHBOMY BUHTENIO); 3 Oaiu — JOCTATHIN
piBEHb: a/IeKBaTHE PO3YMIHHS CYTHOCTI BIAMOBIIHUX O3HAK MOPAJIbHOI KyJIbTypH, O3UTHBHE
CTaBJICHHA Ta OakaHHs (Xoya 1 HecTilke) A0 HeoOX1gHocTi ii ¢opMyBaHHS MallOyTHHOMY
BUUTENIO; 4 Oanu — BUCOKUH PiBEHb, TIMOOKE PO3yMIHHS CYTHOCTI MPOBITHUX O3HAK THUX a0o
HIINX CTOPIH MOPAJBbHOI KYJIbTYpH, CTiliKe Oa)XKaHHS 10 CAaMOCTIHHOTO ii BIOCKOHAJIECHHS.

Tabmuusg 1 MicTUTH y3araJbHEHI pe3yibTaTH pIBHIB C(HOPMOBAHOCTI MOPAIBHOI

KyJIbTypU MaOyTHIX YYUTETIB IHO3EMHHX MOB.
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AHaJi3 BIANOBIAEH aHKET J03BOJIMB HaM BU3HAYHMTH PiBHI C(HOPMOBAHOCTI MOPAIBHOL

Tabnuysa 1
¥Y3arajbHeHi pe3yJbTaTH PiBHIB ¢()OPMOBAHOCTI MOPAJIBHOI KYJbTYPH MaliOyTHIX yuHuTeIiB

iHO3eMHHMX MOB HA IOYATKY €KCIIePUMEHTY (B a0COJIIOTHHUX Yuciax, %)

I'pynu PiBni
Bucoxkuii JlocTaTHii ITouaTkoBHUIt
K-cTb 0cib % K-c1b 0ci6 % K-c1p 0ci6 %
KonTponpaa 13 8,4 51 33,1 90 58,5
ExcriepumenTtanpHa 12 7,6 53 33,8 92 58,6

KyJIbTypH MaiOyTHIX y4uTeIiB iIHO3EMHUX MOB. TakuM YHHOM, MOXXEMO 0auuTH, IO Oibiie
MIOJIOBUHHU OIUTAHMUX CTYJEHTIB — MaOyTHIX YYMTEINiB iHO3€MHOI MOBU MArOTh IMOYATKOBHIA
piBEHb MOpPANBHOI KYJIbTYpU Yy KOHTPOJBHIM Ta €KCIIepUMEHTANbHIN rpynax; oocmamHiti
pisensb c(hOPMOBAHOCTI MOPAIBbHOT KyJIbTypH MatoTh 33,1% cTyneHTIB KOHTPOJIBHOI IPYyIU Ta
33,8 % eKCIepUMEHTAIBHOI TPYIH; GUCOKUL pigeHb MOPATbHOI KyIbTypH BusBmwin — 8,4 %
CTYJEHTIB KOHTPOJbHOI Irpynu Ta 7,6 % eKcIepuMEHTalbHOI, 0, Ha >Kajib, HE MOXeE
3aJJOBOJIBHATH MOTPEOU Cy4acHOi YKpaiHChKOT IIKOJIM Ta CYCH1IbCTBA.

BucHoBku. OTxe, Ha MiJICTaBl BMKJIAQJEHOTO BHUIIE MOXXEMO CTBEP/XKYBaTH, LIO
OUIbILIIE TOJIOBUHU ONHUTAHUX CTYJIEHTIB — MalOyTHIX YYMTENIB 1HO3EMHOI MOBHU MarOTh
MOYaTKOBUU PIBEHh MOPAJILHOT KYJIBTYpH, IO HE BIAMOBITAE TOTpeOaM CydacHOi YKpaiHChKOI

IIKOJIH, @ cucTeMa MpogeciifHOT MArOTOBKM MalOyTHIX YUHUTEINiB MOTpeOy€e BIOCKOHAJICHHS.
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IlerasieBa Bipa. [liarHocTuka cTaHy cgopmMoBaHOCTI MOpPaIbHOI KYJbTYpH
Maii0yTHHOI0 BUUTEJISA iIHO3eMHHX MOB.

VY crarTi akryami3yeThcs mpoOiieMa BHXOBAaHHS MOPAIbHOI KYJIBTYpH Y CTYIEHTIB
BUIIMX €1aroriyHuX HaBYAJIbHUX 3aKJIaJiB B CHCTEMI MIATOTOBKU BUUTENS 1HO3EMHOT MOBH.
[IpoananizoBaHo OCTaHHI JOCITIUKEHHS Ta MyOuikamii 3 mpoOiieMd BHUXOBaHHS MOPAJIbHOL
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KYJbTYPbI OyAyl1ero y4nTejass HHOCTPAHHBIX SI3bIKOB.
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Abstract

The article reveals role and place of quilling in formation of object space. The role of quilling as the
main modeling method in creative workshops cannot be overestimated. Quilling is an intellectual asset of art
modeling, which allows finding bright compositions. The value of quilling as the system of means of artistic
expressiveness that provides ample opportunities for mastering and demonstration of the formal composition
principles, is defined. It is declared that laws of the rhythmic organization of the form, principles of symmetry,
dynamic basics in processing by plane paper folding or in formation of volume from paper, understanding of
composition elements as the single constructive system, its combinatorial conversions, rows of program shaping,
which integrate paper compositions into kinetic structures, allow to reveal all the diversity of composition
opportunities for sheet materials using quilling as an example. It is emphasized that architectonics of paper
constructions sets special sounding to the formal language of projects, latently influencing the world of real
things created by artists, architects, sculptors, engineers. Paper compositions provide insight into a special logic
of design from sheet materials; therefore, quilling develops not only artistic thinking, but also technical one. The
study of basics of volumetric and spatial compositions by means of quilling combined with parallel mastering of
methods and technologies of design from a sheet of paper is a fruitful basis in arts education of the graphics
designers. Conclusions contain the arguments that the paper as one of the currently most available materials is a
"tuning fork™ of independent creative searches and experiments. Shapings from the paper stipulate the developed
level of abstract thinking, which is necessary in artistic creativity and which is developed by the discipline of
quilling.

Keywords: quilling, design, paper, decorative art.

Introduction. As a kind of decorative art, working with paper makes it possible to
more actively develop aesthetic feelings and to add to the transformative work by the laws of
beauty and harmony, to form the need for artistic creativity.

Recently, the importance of paper as a figurative material in decorative-applied,
decorative, decorative art, design and architectural modeling has grown, due to the fact that
paper is the most accessible art material, both in terms of simplicity in work and its value.
Techniques of paperwork have more educational and educational capabilities. On an example
of paper work, students learn a variety of visual skills. In the process of artistic and labor

activity, they learn to analyze phenomena and objects of the surrounding world, they develop
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imaginations, arbitrary attention, compositional thinking, visual and image memory, a sense
of rhythm, the beauty of the form, its spatial and structural features, perception of color and its
transformation .

Using the properties of the paper and the methods of its processing makes it possible
to make any shape of the object in a stylized form. Quite simple methods of working with
paper are the basis for the manufacture of both planar and volumetric structures of any shape.

The degree of elaboration of the problem. During the 20—21st centuries, theorists
and practitioners of design repeatedly addressed the topic of three-dimensional modeling and
shaping from paper, paper plastic (paper plastic). Illustrative are the works of domestic
authors  B. Rakhmaninov, V. Koleichuk, A. Volkov, V. Gamayunova, A. Golubeva,
V. Krakinovskaya, N. Kalmykova, A. Maksimova, M. Litvinov and others are of interest in
this regard, articles in the methodological materials of design schools. Among foreign
publications, one can mention the works of F. Zaer, who is the successor to the Bauhaus'
traditions, the books by M. Chaitani, K. Nakazoy, developing the traditions of Japanese paper
plastic and many others.

The works of these and many other authors present paper plastic as a multifaceted
phenomenon. In some cases, paper features are studied in detail as a constructive material for
packaging, in others as an area for comprehending the formal laws of composition, modeling
techniques, and third as a tool for developing creative abilities.

Insufficiently lit parts of the problem. The fragmentation of the topics of publications
and their dispersion in time do not allow to represent this area as a whole, in the diversity of
its links with the project culture, creative laboratory and design methodology in design. There
is a need not just to generalize the creative experience of artists, designers, historians and
theorists, but also to clarify the methodological approaches of paper modeling in the
educational process.

The purpose of the study is to determine the meaning, role and place of paper-making
in the design culture.

The main content (research methodology). The specificity of working with paper
involves mastering artistic means of creating decorative products, design, paper-making,
design and other modeling techniques from paper and cardboard. Creativity in this area of

artistic activity can develop successfully only if purposeful guidance from the teacher.
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Questions of the didactic provision of the process of studying this kind of art can be solved
only by a teacher with a high level of methodological training.

In the process of learning must be formed the knowledge and skills in the field of
stylization and generalization of real forms to figurative reproduction, the organization of the
architectonics of flat and voluminous forms, their expressive harmony, which allows you to
master: from the original sketch through the actual sketches to the design of the design in the
material; methods and techniques of decorative plastic treatment of the surface of a sheet of
paper; expressive means of forming products; compositional patterns of filling the surface of
the sheet (the rhythmic organization of the image by way of repetition and grouping of
elements, items of alternating elements, close in shape, color, size); the concept of the form
and its main characteristics (proportions of the ratio of size, height and their influence on the
figurative solution of the model, conditional structure and design); the basic concepts of
spatial phenomena and their transmission on a plane and a bulk form in applied art, in design,
and also to form knowledge and skills in the field of color (the notion of dark and light colors,
nuanced and contrasting, local, one-tone, dispersed, familial Contrast, extra colors, associative
mapping in color).

The main content (Discussion). During the 20th century, theorists and design
practices have repeatedly turned to the topic of volumetric modeling and shaping of paper,
paper-plastic (paper plastics). The works of many authors represent paper-plastic as a multi-
faceted phenomenon. In some cases, the peculiarities of paper as a constructive material for
packaging are studied in detail, while in others as an area for comprehension of formal
compositional laws, modeling techniques, and thirdly as a tool for developing creative
abilities. Although books and manuals were published in the 70's and 80's, articles were
published, as a rule, only isolated aspects of this topic were violated.

For example, such as the construction of models of stellate polyhedral, the creation of
patterns for folded surfaces, training courses on the subject, the classification of methods of
transformation of the plane. In general, the topic of paper-making in our country has not been
appealing for a long time. The exception is propaganda of origami, which is essentially only a
small part of the cultural and project experience in this field [1; 2; 3].

Much of the modern materials that the designer deals with is flat materials. Of course,

one should pay attention to the creative possibilities of paper-making plastics. According to
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Y. Vaserczuk thought, despite the fact that paper form formation has not been one decade,
direct use of the term "paper” in the domestic literature does not occur. Traditionally, in the
theory of design, the terms "paper-based plastic”, "ornamental structure”, "paper design",
"structural space with guiding surfaces”, "flat sheet transformation™ were used. Of course, the
term "paper-plastic™ reflects both artistic and creative peculiarities, and the specifics of the
genre itself, it is wider than simply "the use of folded or other patterns of paper in graphic
design." With the introduction of this term it becomes possible historically to build the
evolution of paper as a modeling material, the development of techniques and techniques of
modeling, to show the continuity of the genre of experimental modeling. This term reflects
the specifics of the author's approach to the study of composite, structural, structural and
technological patterns [4].

The compositions themselves are not just samples of paper-making plastics, but also
an analytical material that allows you to penetrate the foundations of form-forming patterns.
This is a kind of modern "designer folklore", the secrets and techniques of which are
transmitted directly in the process of living work and are form-forming luggage of artistic
laboratories.

Paper-and-paper industry today is a promising area of design-shaping, which
influences the development of a design culture. This area has an age-old experience, and,
nevertheless, the form-creative potential of paper-and-paper industry is not exhausted.

The geometry of the paper form has gone through the formation of a scroll to a plane,
from structured simple folds of sheets of paper in Shinto temples to developed combinator
systems of modern origami, from experimental experiments in the constructivists environment
to the intellectual base of formulating ideas in art laboratories that form the design culture of
design. The geometry of a paper form is a multifaceted cultural phenomenon, whose role is
the broadcasting of ideological settings that determine its formal qualities, structure, and
function. Exploring the shape of the existence of a paper cloth, you can find rich historical
and cultural material, as well as predict the role and place of paper in the future. Technology
of paper production, having undergone a long path of evolution, allows today to receive a
large number of grades of paper, which provide different types of operation.

The structure of paper linen determines the type and quality of paper constructions, its

study allows to predict the aesthetic and structural features of the objects of paper-making. In
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the technology of industrial paper production, in the formulation of a paper sheet, which has a
certain texture, format, texture, etc., the formal basis of the volume-spatial construction is
laid.

Modern pulp and paper industry is a dynamically developing system, collections of
varieties of paper are updated day by day, largely following the latest trends in the field of
design, — as Pol Rend notes, At the same time, today is an actual appeal to the ancient method
of manual casting of paper, whose purpose is to expand the perceptions of the very method of
paper sheet. The paper and printing industry are often looking for impulses for innovations in
their productions in an environment of independent form-making experiments, in turn,
printing and paper development projects also expand the palette of paper-and-paper products.

World culture of paper-making has accumulated a considerable arsenal of methods and
means of transformation of the paper plane, and folds, and cuts, and various types of gluing.
Existing techniques of transformation of a paper cloth are largely borrowed from the printing
industry, however, the potential of form-forming capabilities when working with a letter for it
is still far from exhausted. By expanding the arsenal of methods of design, including “rough”
technologies, by conducting a broad search for expressive means in paper-plastic, artists
stimulate the development of paper form-forming in industrial environments [5].

Developed experimental activity in the field of paper-making allowed to accumulate a
variety of methods and tools for plastic design. Paper constructions have a special logic of
forming, which is based on the principles of sheet transformation. Proceeding from this logic,
the construction of volume, the formation of tectonics of constructions, the finding of a
special imagery in paper-making. Laconic, clear geometry, customary for paper designs,
seems to impose a certain visual imprint on the objects of paper-making.

However, some kind of rigidity in the limitation of visual abilities, conventionality,
lack of naturalism — the value of the quality of paper designs. Curvilinear shapes — bend the
plane, the contour of complex curvature for flat shapes - extend the palette of expressiveness
in paper-making.

Another important feature of paper constructions is that they allow you to form a
hollow volume by creating a shell that meets the modern economically justifiable design
principle with minimum cost, maximum effect. Paper-plastic is today a worthy alternative to

classical sculpture, both in the system of artistic education and more widely. Plastic design
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today pays special attention to sheet materials and methods of their bulk-spatial
transformation.

As told N. Reznichenko, paper-and-plastics as a system of means of artistic
expressiveness provides extensive opportunities for the development and demonstration of the
foundations of formal composition. The laws of rhythmic form organization, the principles of
symmetry, the dynamic basis in the processing of folds of paper planes or in the formation of
paper volume, understanding the composition of elements as a single constructive system, its
combinatorial transformations, the series of programmatic shaping, combining paper
compositions into kinetic structures, allow An example of paper-making plastics reveals all
the diversity of compositional possibilities for sheet materials. Paper-plastic is an intellectual
asset of artistic modeling, which allows you to find bright compositional solutions [6].

Of particular importance for the paper form is its connection with the graphics.
However, such a connection is characteristic, rather, for the European papegoplastyki. In
oriental culture of the development of structural organization of the paper plane is carried out
through the motor skills of the hand, so the traditional folded structures of the origami have
the patterns of folded in half a square of paper. An important difference between European
paper and paper industry is also in the deep relationship between the author's drawing or
graphic construction with the volume-spatial composition. Graphic drawing, broadcasted by
volumetric means, lies at the heart of the author's conceptions of organizing the space of
artists A. Rodchenko, V. Koleichuk, V. Gamayunova, B. Rachmaninov, A. VVolkova.

In the contemporary design culture, the polarization of trends and stylistic trends is
manifested in the field of paper-polish. Structural beginning comes from avant-garde
geometry, and the free and emotional — also from the avant-garde and such traditions of
paper-based plastics as paper molding, author's paper, etc. Knowledge of this experience
allows you to creatively approach to the possibilities of paper-plastic in artistic shaping issues.

Today, paper forms — the basis for printing products, packaging, conceptual material,
sketchy basis for the entire variety of projected products of graphic design. The combinatorial
transformation of the paper plane and the image placed on it is an incentive to create new
forms and formats of printing products, innovations in graphics, typography. Dynamic bases
of paper constructions form the image of printed products, contributing to the development of

interactivity of modern printing products.
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Conclusions. On the basis of the study, the following generalizations and conclusions
can be made:

1. The development of paper shaping involves the developed level of abstract thinking,
which is necessary in artistic creativity and which, in turn, is promoted during the mastery of
paper-making. Paper-plastic in the context of contemporary art and design becomes a kind of
"corps of instant response”, a creative polygon.

2. Papers are today a promising direction of designer shaping, which influences the
development of design culture and decorative and applied arts. There is an age-old experience
in this area, and, nevertheless, the creative potential of paper-and-paper industry is not
exhausted.

3. World culture of paper-and-paper has accumulated a significant arsenal of methods
and means of transformation of the paper plane: it is folds, and cuts, and various types of
gluing. Existing techniques of transformation of a paper cloth are largely borrowed from the
printing industry, however, the potential of form-forming capabilities when working with a
letter for it is still far from exhausted. By expanding the arsenal of methods of design,
including "rough” technologies, by conducting a broad search for expressive means in paper-
plastic, artists stimulate the development of paper form-forming in industrial environments.

4. Paper-plastic is an intellectual asset of artistic modeling, which allows you to find
bright compositional solutions.

5. The development of paper shaping involves the developed level of abstract thinking,
which is necessary in artistic creativity and which, in turn, is advanced during the mastery of
paper-plastic. Paper-plastic is a tuning-cartoon of a design culture; Having absorbed the
experimental material of artistic thought, she becomes the bearer and keeper of many ideas.
Studying the history of paper-making, we study the history of design thought.

Prospects for further research. We must be continue our research to study the
methods of paper-making because the paper-based plastics is a tuning-cartoon of a design
culture, incorporating the experimental material of artistic thought, it becomes a carrier and

custodian of many ideas, and remained within the framework of creative laboratories.
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Abstract

The article defines that in modern times they begin to undergo a rethinking of the basis of art
education, which also affected the process of teaching ceramics to the students of the Civil Engineering Faculty.
Particular attention is paid to ceramic sculpture of small forms, highlighting the theoretical and methodological
foundations of education. It is emphasized that the study of ceramic sculpture of small forms, the technique of its
implementation by students of the HGF greatly facilitate the learning of creativity, making the result vividly
accessible to perception, which, in turn, arouses their interest in the educational process as a whole. It depends
on its purpose every time. Modern small plastic designed to overcome the monotony of the mass typical interior,
to give it individuality. Affinity of arts and crafts and sculptures of small forms sometimes leads to a double
reading of the same thing. It turns out that the theoretical and methodological foundations of teaching ceramic
sculpture of small forms are based on the fact that the educational process is built according to three didactic
principles: "Scientific", "Systematic”, "Visual". The conclusions provide generalizations that in modern times
they begin to undergo a rethinking of the basis of art education, which also affected the process of teaching
pottery to the students of the Civil Engineering; ceramic sculpture of small forms has its own theoretical and
methodological features; teaching ceramic sculpture of small forms, the technique of its implementation is quite
relevant, as it greatly facilitates the task of preparing a teacher and artist, and, in turn, optimizes the learning
process; special attention in the learning process must be given to the imaginative, associative characteristics of
means of artistic expression in the work created by students.

Keywords: sculpture, sculpture of small forms, ceramics, ceramic sculpture of small forms.

Introduction. Small sculptures and ceramic decorative sculptures are of particular
interest. This is due to the fact that the category of artistic style ceases to be unshakable, the
boundaries between arts, between easel and monumental are revised, artistic conceptuality
firmly entered into practice, which implies the emergence of a dialogue with the audience, the
measure of reflection of the authors' personal views on classical canons is revised. Naturally,

this also affected the process of teaching students of the HGF. The study of small-sized
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ceramic sculpture, the technique of its implementation by students of the HGF greatly
facilitate the learning of creativity, making the result vividly accessible to perception, which,
in turn, arouses their interest in the educational process as a whole.

The degree of elaboration of the problem. Fundamental ideas about monumental and
decorative sculpture, small forms of sculpture contribute to various scientific works, many of
which are analytical and conceptual in nature. In the works of M. Ginzburg, I. Lang,
G. Motovilova, N. Odnaralova, N. Polyakova, I. Svetlova and others reveal the main ideas
about sculpture [1; 3; 4; 5; 6; 8]. The development of students' creative abilities in the arts and
crafts class was reviewed by: M. Dadoboeva, R. Ibragimova, V. Koreshkov, I. Marchenko,
A. Surin, M. Sukhareva, L. Trubnikova, T.Yu. Von Arb-Knorozok, T. Shpikalova and others.
A number of studies (l. Alekseeva, I. Byshek, 1. Kozlov, V. Koreshkov, A.Prishchepa,
L. Trubnikova, A. Udartseva, A. Khvorostov) emphasized the importance of decorative art,
outlines the ways and means of enhancing the educational process, considered the content and
methods of teaching various types of decorative art.

Insufficiently lit parts of the problem. Identification of methodological features of
teaching small-sized ceramic sculpture as an important component in teaching students in art
education.

The purpose of our article is to examine ideas about sculpture and sculpture of small
forms. To reveal the theoretical and methodological foundations of teaching ceramic sculpture
of small forms and to reveal the main principles for obtaining creative results.

The main content (research methodology). The theoretical and methodological
foundations of teaching ceramic sculpture of small forms are based on the fact that the
learning process should be built according to three didactic principles: "Scientific",
"Systematic”, "Visibility". Therefore, it is necessary to pay attention to the process of creating
a ceramic sculpture of small forms (from design, creation of an artistic image, to finding a

form of expression and embodiment in the material).

The main content (Discussion). Sculpture as an art form has a special meaning for each
era. Sculpture (lat. Sculptura, from sculpo-carving, carving) is a type of fine art, whose works
have a volumetric shape and are made of solid or plastic materials. In the broad sense of the
word, it is the art of creating clay, wax, stone, metal, wood, bone and other materials to depict

humans, animals, and other objects of nature in tactile, bodily forms. Sculpture (lat. Sculpture,
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from sculpo — carving, carving), sculpture, plastic — a form of fine art, whose works have
three-dimensional form, three-dimensional and tangible. The sculpture is divided into types:
easel, monumental, monumental-decorative sculpture, small plastic. The word sculpture, in
addition to the very type of art, also means each of his individual works. The sculpture has a
specificity, features of the artistic language, the main issues, terminology. The main genres of
sculpture are: portrait; historical; mythological; domestic; symbolic; allegorical; animalistic
The artistic and expressive means of the sculpture are: building a volumetric form; plastic
model building (modeling); silhouette development; development of texture (in some cases
also colors). The method for producing the sculpture depends on the material: plastic —
increasing the volume of the sculpture by adding a soft material (clay, wax); Sculpting —
cutting off excess parts of solid material (stone and other materials); casting — the product
arises due to the infusion into the form of molten metal (bronze, for example). Regarding the
material and method of image execution, sculpture, in the broad sense of the word, splits into
several industries: modeling or modeling is the art of working with soft material, like wax and

clay.

The main requirements for sculpture consist of the following. Sculpture, as a
voluminous art, requires the appropriate organization of the surrounding space. Issues of
synthesis with architecture is one of the most important in the understanding and perception
of monumental and monumental-decorative sculpture. The expressiveness of the sculpture is
achieved through the construction of basic plans, light planes, volumes, masses, rhythmic
relationships. Of great importance are the clarity and integrity of the silhouette. Textured
surface finish and details complement the expressiveness of the plastic solution of the

sculptural image.

Ceramic sculpture of small forms as an art form implies the following. Sculpture of
small forms - works of small plastic, made from clay, porcelain, earthenware, metal, stone.
The art of small-scale sculpture originates in ancient times, in the prehistoric culture of Cro-
Magnon Venus and totem figures. It includes — a huge variety of areas, materials, techniques.
Nevertheless, the criteria in the approach to the definition of the concept "sculpture of small
forms" are not defined. Legalized only the parameters by which the height and length of the

work can be increased to eighty centimeters and one meter. Small plastic is a type of art of
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sculpture, which obeys its laws, carries its features, and among them the main one is the
desire for psychologism and generalization. At the same time — the sculpture of small forms
closely adjoins the arts and crafts. Small plastic can be replicated industrially, which is typical
for samples of applied art and not typical for easel sculpture. It happens that arts and crafts
and small forms of sculpture form a kind of symbiosis and relate to each other, like the

architecture of a building with a round sculpture adorning it.

Often the sculpture of small forms makes up a single, integral ensemble with objects of
decorative and applied art. The sculpture of small forms initially develops in two directions —
as the art of mass things and as the art of unique, isolated works. It depends on its purpose
every time. Modern small plastic designed to overcome the monotony of the mass typical
interior, to give it individuality. Affinity of arts and crafts and sculptures of small forms
sometimes leads to a double reading of the same thing. According to S.Kh. Rappoport, "the
harmonious combination of applied, decorative and artistic components in the creation of
things of the objective world is a prerequisite for the design activities of specialists of an
artistic profile. In these conditions, in the process of designing artistic expressive-semantic
elements of decorative arts, associative capabilities of the products themselves, as well as the
principles of their organization as artistic and fun tional facilities is the only approach to
designing products that have applied and artistic value is realized one of the leading principles
of arts and crafts — a harmonious unity of artistic and expressive, utilitarian and functional

structure of the product of logic"[7, 51 c.].

The theoretical and methodological foundations of teaching ceramic sculpture of small
forms emanate from three didactic principles: "Scientific", "Systematic", and "Visibility":

— "Scientific". Associated with knowledge of terminology. It is possible to identify the
main ones: plastic material, layer, spatula, stacks, plastic model masa, slip, accent, model (in
sculpture), proportion, table for modeling, stack. From compositional terminology: styling,
technology, texture. Sketch, etude.

— "Systematic"”. Compositional construction is one of the most important artistic means of
sculpture. Composition - the ratio, the relative position of the clock. The basis of the
sculptural composition is the design, the most obvious expression of which is the frame of the

clay model. However, the construction, depending on the material, static in its essence, cannot
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be the carrier of the sculptural artistic image, it is only an element, although the most
important, of the general compositional solution of the work of art. According to the sculptor
N. Domogatsky, "the physical construction does not coincide with the artistic one. The
criterion is our understanding of the design possibilities of this material, which does not
always coincide with reality and changes. Thus, the constructive possibilities of stone,

especially marble, are usually narrowed; bronze is usually the opposite” [2, p. 111].

— "Visibility": there is a concept about a concept — an idea (without a clear message,
this is an empty thing, although it has a beautiful form — a shell); connections do not decorate
(this is about how everything is important in the concept. Form makes sense, and you need to
experiment with forms and details in order to get interesting effects, but if all along — without
taking into account what they mean and how they support each other in general, in the end —
it is mixed masses of garbage); use one or two creatively verified blows! (focus on one
important detail - things, and then bringing it through the rest. If there is no clear focus for the
beginning, there is no longer integrity); choosing colors as a goal (not just to capture some
colors from the air, but to know what colors will do when to combine them. Choose colors
that work, not those that were expected); if it is possible to do something with lower costs, it
is necessary to do it (this is a difficult job, but there is a big difference between the "complex"
and the "simple complex” — a simple context); the magic of negative space. Create it, don't
just fill it! (if the space is simply filled, then as a result the presentation of the accumulation of
details. The absence of negative space also overwhelms and confuses); measure with my own
eyes: visual quality (the thing that looks like it should look like it should be according to the
concept); create an image, and not collect it from dissimilar parts; static equals boring (static
compositions say that it is not understood where it was necessary to go); know the history of
art, but not repeat it (learn from the works of others, but do your own work); symmetry is an
absolute evil.

Conclusions. On the basis of the analyzed material it is possible to make certain
generalizations and conclusions. Based on the presented material it is possible to make
generalizations:

— in modern times they begin to undergo a rethinking of the basis of art education,

which also affected the process of teaching pottery to the students of the Civil Engineering;
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— ceramic sculpture of small forms has its own theoretical and methodological
features;

— training in small-scale ceramic sculpture, its implementation technique is quite
relevant, since it greatly facilitates the task of preparing a teacher and artist, and, in turn,
optimizes the learning process;

— special attention in the learning process must be paid to the figurative, associative
characteristics of the means of artistic expression in the work created by students.

Prospects for further research. It is necessary to research new methodological
opportunities for students to create small-sized ceramic sculptures, including attention to the
concept, creating an artistic image, finding the form of expression and embodiment in the

material.
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Abstract

The article is devoted to the role of the coloristic solution in contemporary art and the problem of the
coloristic solution of the tapestry composition. It is indicated that the need for a deeper and more comprehensive
study of the art of tapestry is due to the fact that the modern art of the 21st century is characterized by the search
for a new coloristic composition solution, which is also associated with a certain shift in the boundaries between
its individual types and genres. Poorly lit parts of the problem are identified. Since a modern tapestry is one of
the most “contact ko coloristic” genres of decorative art and its language is emotional on the basis of, above all,
a coloristic solution, there is a need to identify and clarify the principles for constructing a decorative and
coloristic composition of the tapestry.

Based on the goal of the research on creating an overall picture of the formation and development of a
coloristic solution of tapestry composition in the context of modern art trends, the need to identify and
substantiate the role of a coloristic solution as an important part of the composition in a modern tapestry is noted.
The conclusions emphasize the role of the color solution when creating the tapestry. It is substantiated that the
color sketch of the tapestry composition allows for a mobile search for a different, tonal, rhythmic and coloristic
image solution, in accordance with a clearly defined compositional and emotional-imaginative task, since color
contributes to emotional impact. Such a rather complicated process and multifaceted work on the composition of
the tapestry allows students to create interesting, imaginative and emotional tapestries as the final stage in the
work on the educational theme “Decorative color composition of the tapestry”.

Key words: decorative and applied art, color, color solution, composition, tapestry.

Introduction. The need for a deeper and more comprehensive study of the art of tapestry
is due to the fact that modern art of the 21st century is characterized by the search for a new
coloristic composition solution, which is also associated with a certain displacement of the

boundaries between its particular types and genres.
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In modern conditions, the application of new technologies in the artistic activity of
students and the expansion of the possibility of mass replication of works of applied art, the
importance of handicraft art is increasing, and in the artistic design the legacy of historical
styles. In accordance with such trends in the development of the tapestry, there is a need for a
conceptual revision of the content of the training course "Tapestry and the basics of the

decorative color composition.”

The degree of elaboration of the problem. From the history of the problem it appears that
attempts were made to create a theoretical basis for studying the tapestry, which were
reflected in the works and scientific works of E. Antonovich, R. Zakharchuk-Chugali,
M. Stankovich [1], M. Agranovskaya, N. Anurova, S. Beskinskaya, N. Voronova,
V. Elizarova, T. Zinovievon, R. Koval, N. Monahova, N. Stephenyan, T. Strizhenova,
N.Uvarova, G. Ookilova, V. Viduka, L. Zhogol, S. Kalniete, M. Nekrasova,

O. Negnevitskaya and others.

Various issues of stylistics, composition and innovations in the works of artists engaged
in tapestry were identified in the works of V. Savidko, I. Ryumin, L. Kramarenko. At the
beginning of the XXI century the studies of the tapestry development was reflected in the
articles, exhibition catalogs and books of such authors as L. Kramarenko, N. Tsvetkova,
N. Anikina, A. Vasilchenko, T. Anfilova, M. Zarif, L. Kalinushkina, T. Leshchenko [3],
Yu. Mamontov, M. Novikova, O. Oreshko, M. Putilovskaya, K. Sokolsky, V. Savitsko [4],
T. Strizhenova [5] and others.

Various aspects of the connection between folk art and contemporary tapestry are
revealed in the works of I. Boguslavskaya, A. Chekalova, T. Razin and other authors.
Contemporary artists who are engaged in the art of tapestry E. Tkachenko, N. Muradova, T.
Sazhin, S. Gavin, F. Lvovsky, N. Tsvetkova. A. Kozorez, O. Levadnaya, L. Kramar, O.
Oreshko, E. Odintsova and others, reveal the specific points of the coloristic decision of the

tapestry composition.

Insufficiently lit parts of the problem. As a modern tapestry is one of the most
“contact ko coloristic” genres of decorative art and its language is emotional based, above
all, on a coloristic solution, there is a need to identify and clarify the principles for
constructing a decorative and coloristic composition of the tapestry.
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The purpose of the study is to create an overall picture of the formation and
development of a coloristic solution of tapestry composition in the context of modern art
trends. Identify and justify the role of the color palette as an important part of the composition

in a modern tapestry.

The main content (research methodology). The study of the color palette of the tapestry
composition required the use of an integrated approach: a comparative-historical method (the
trends in artistic creativity at the turn of the 20th and 21st centuries are revealed); method of
art criticism (the stylistic features of the traditional coloristic solution of the composition and

its features in the modern tapestry are revealed).

On the basis of the theoretical and methodological foundations of the study, it was
revealed that the history of the development of the tapestry color solution is a history of
development, first of all, of its connection with space. The compositional color palette of the
modern tapestry is based on the fact that the canvas moves away from the wall, a three-
dimensional composition is created, and various hand weaving technologies are combined.
Artists tend to strive to show their authorship in the art of tapestry, to show creative

individuality through finding the coloristic composition of the tapestry.

The main content (Discussion). Currently, tapestries are called not only woven carpets,
but also many other products woven using the technique of cross-weaving threads. In the
definition, tapestry (tapestry) is a hand-woven carpet pattern. Characteristic of the tapestry is
the following: the ribbed surface of the front side, created by the warp threads, and the uneven
surface of the reverse side, formed by the seams and weft threads. Tapestry - this is such a
piece thing, which has its own special character. It is based on a sturdy pattern, rigorous

calculation of all decorative effects, and then - a long, patient embodiment in the material.

From the history it follows that each generation, inheriting the technical skills and
techniques of decoration, left its mark on the collective creativity of the people and reflected
its view of the world. At the same time, the themes of the tapestry — paintings are diverse:
decorative flowers, still lifes, animals, episodes of historical events, classical scenes,
cathedrals and churches, landscapes. The traditional and updated tapestry, above all, is a
fashionable and relevant element of interior design, successfully complementing the color

space and there will always be a place for it.
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During the studies, each student can find their own individual style, create unique
tapestries, compositionally - coloristically interesting and professionally made, if the

necessary learning conditions are created.

From the study of M. Merenyasheva, V. Mitina, it is possible to single out the position
that a traditional tapestry as one of the types of decorative and applied art, a wall lint-free
carpet with a plot or ornamental composition, manually weaved by a cross-weave of colored
silk or woolen threads as one of the plastic art forms, it is distinguished by its inherent
expressive qualities in the creation of artistic images, in solving their composition. Each work
is an artistic experiment, an attempt to develop new principles for the organization of its
plastics. But in design, the possibilities of the tapestry are far from being exhausted; their

comprehension must “go hand in hand” with practice.

According to M. Merenyasheva, V. Mitina, the history of the tapestry is based on the
notion that the classical tapestry was determined by the size and configuration of the
architectural space. It was a painting made by weaving craft and filling the flatness of the
wall. The composition of the tapestry, the color palette and the character of the stylization of
the drawing were determined by the painting of its time. Such an influence of space can be
characterized as a plot-compositional one. Tapestry here was used only as a decorative spot or
composite accent. Synthesis elements were weak or absent. The tapestry had traditional
rectangle shapes and small sizes. The overall emotional impact of the tapestry - the decorative
plane - depended on the correct scale of the composition and its orientation in space. Later,
the enhancement of the emotional impact of the tapestry began to be achieved by departing
from the classical rectangle in its composition and by introducing an active silhouette solution
- a circle, a circle in combination with a rectangle, a few bands. And also by plastic
development of the flatness itself [7].

A distinctive feature of the modern tapestry is the aesthetically active role of the textile
material itself, the variety of weaving techniques. The introduction of new, unusual for the old
tapestry materials such as sisal and jute, cords, sheep fleece, metal yarns, synthetic yarn, flax
and hemp, and others, allows you to achieve a much greater variety and texture
expressiveness of works. The variety of materials for weaving is accompanied by the use of

modern techniques, such as appliqué and embroidery. In the modern tapestry, two ways of
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transmitting figurative content were developed. The first is to use for the disclosure of the
idea of a very specific subject-thematic pictorial “language”. The second is to use the
“language” of a somewhat abstract, complicated form, the meaning of which is not
immediately revealed. In the second case, the artist involves the viewer in the process of co-
creation, makes you think, open the idea of the work yourself. The tapestry language is
emotional, the modern tapestry is one of the most “contact” genres of decorative art. The
author finds the emotionality in the principles of the construction of a decorative composition,
in the selection of color combinations, in the uniqueness of this or that technical innovation.
The shape, color combinations, connection of unusual moments in shape and surface - all this

is the purpose of the design and designs the vision of the image of the tapestry in space [7].

The study of the tapestry of L. B. Semizorova highlights the position that the assertion by
the decorative art of its equality with other types of artistic creativity led to the metamorphosis
of the tapestry: from classical planar through textured and embossed to independent textile
structures, the creation of which is impossible without the simultaneous use of weaving
techniques, painting , sculptures. A new artistic phenomenon, traditionally called the
"tapestry”, is a complex synthetic alloy that incorporates the features of several genres at once
and appears in countless ways: from "fabric painting" to "textile" plastics. If a tapestry, like a
fresco, was an integral part of architecture, that is, it was a work of monumental art, then over

time it becomes a work of easel, more mobile and diverse in both form and technique [8].

In hand weaving there was an interest in the texture, texture and plastic effects of the
fabric surface. In turn, this required the artist to master the entire rich heritage of tapestry and
carpet weaving of past years and eras. It has become important to combine color and texture,
brightness and dimness, smoothness and roughness, density and delicacy in a tapestry in a
single harmony. Masters experimented with the manufacture of new dyes. Used for this
natural materials: flowers, leaves, roots, moss, bark, all this greatly expanded the scope of the
creative possibilities of the artist. The artists' experiments followed one after the other: color
and texture discoveries, structural and plastic techniques, complicated rhythmic interpretation
of color, shape and volume. The search for new structures and textures led to the use of
synthetic materials, to sisal, to cords, leather, sheep fleece, horsehair, metallic threads, which
were introduced into the fabric along with such "eternal™ weaving materials as wool, linen,

hemp, silk. The canvas is stretched on wooden, plastic or metal structures. The tapestry does
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not just belong to the wall, it “soars” in the air, it exists as a three-dimensional composition.
Tapestry crossed the last threshold of conditionality - broke away from the wall. The weaving
technology itself has been modernized. Along with the classical methods (trellis), hiding the
basis, the master introduces a looser weave system, showing both the basis (making through
cuts) and the fabric structure itself, alternating coarse stitches with small ones, openwork with

dense fabric, achieving constant contrasts [8 ].

In the conclusions of L. Semizorov, it is possible to single out that the tapestry in the
20th century. rightfully called "active plastic”. The experience gained by domestic artists of
the second half of the 20th century makes us appreciate the specifics of hand weaving art in a
different way. She connects the stages of the formation of hand weaving with the fact that the
tapestry was subject to the laws of impact not only of weaving and painting, but also of
plastics, and thus it was included in the new system of plastic thinking, which was based on
the new perception of space, time and the internal structure of the subject. The introduction of
the tapestry into the interior ensemble caused major changes in the development of the genre
itself, led to the emergence of new principles of compositional solution, expanded the use of
materials and techniques, and led to the strengthening of monumental beginnings. The
tapestry has become a synthetic art form, there has been a blurring of the boundaries of

painting, sculpture, architecture [8].

It is possible to draw attention to the performance of A. Wexler, that a decorative color
composition is one of the types of professional artistic activity in the field of decorative and
applied art, the final product of which is an artistic work made in a mixed technique, taking
into account the conditions and tasks of a particular artistic and plastic language - the
language of decorative art. The language of the decorative color composition enables each
student to find his own artistic and plastic solution in the work on the educational production.
As a result of this work done, the training statement made by the student should become an
independent author's decorative artwork in which the system of relations between space and
plane, symmetry and rhythm, statics and dynamics harmoniously built; relations of light and
shadow, interrelations of colors, plans of the visual space - interrelation of components of a

pictorial image, real content and conditionally decorative image [9].
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In general, in the context of our research, we single out the most important thing: in art,
compositional mastery is the basis of the creative process, in which the unity and integrity of

the form of a work of art are determined by its content.

Since when making tapestries it is necessary to take into account a number of laws of
composition, we draw attention to the fact that composition is an essay, a combination of
elements into a single whole according to the laws of harmony. Elements, objects, units of
composition can be very different, but all of them are subject to "binding", layout. The word
"composition” comes from the Latin composition - to compose, bind. In the modern sense,
composition is the construction of a work of art, due to the specifics of the type of art, the

content, the purpose of the work, and the plan of the master.

In the work on the tapestry it is necessary to take into account a number of laws of
composition. The basic laws of composition should be called the following: the law of
integrity, contrasts, balance, the law of subordination of all means of composition to the
ideological plan, and others. To clearly and fully express your intention in the work, you need
to know the law of integrity - the basic law of composition. The main feature of the law of
integrity is the indivisibility of composition, i.e. communication and mutual consistency of all
elements of the composition. On the basis of the constructive idea, the center of attention
stands out, subordinating the secondary to itself. All elements of the composition should work
on the general idea. The law of contrasts is one of the basic laws of composition. The term
"contrast” means a sharp difference, the opposite of the sides. The main contrasts in art are
hue (light) and color natural contrasts. On their basis, other types of contrasts arise and act -
contrasts of lines, shapes, sizes, characters, states. As well as contrasts associated with ideas
(contrasts of ideas, positions), contrasts in plot construction (contrasts in finding a
constructive idea), etc. Any properly constructed composition is balanced. Equilibrium is the
placement of the elements of the composition, in which each object is in a stable position. His
location is not in doubt and desire to move him on the visual plane. Equilibrium can be of two
types: a) static equilibrium occurs when the symmetrical arrangement of the figures on a
plane relative to the vertical and horizontal axes of the format of a composition of a
symmetrical shape; ) dynamic equilibrium occurs when an asymmetric arrangement of figures

on a plane, i.e. when they shift to the right, left, up, down. When arranging forms on a plane,
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the scale and proportions of the displayed values play a large role. The expressiveness of the

composition depends on their correct use.

The compositional and coloristic decision of the tapestry composition is associated with
the notion that color is a powerful source of influence on the human psyche and his emotional
state. An important step in the work is the compilation of a range of tapestry. Color is
understood as the richness and character of the shades introduced into the work and its
individual parts, as the prevailing selection of tones in the work. The presence of pure
contrasting colors in the gamut ensures maximum color contrast and sonorous sounding of
other shades [10].

In the classes of students of the Faculty of Art and Graphics to implement a coloristic
composition of a contemporary tapestry, we have developed a plan that consists of the
following stages: introductory lesson; individual tapestry composition on an architectural
theme; pointless gobelin composition; tapestry in the design of textile products; collective

tapestry; author tapestry;

Training methods, V. Radkevich, which may be used for the implementation of:
eplanatory - illustrative: intonational selection by the teacher of logically important moments;
maintenance of the generalized conclusions by the teacher, using concrete examples;
demonstration of reproductions, photographic materials, finished works of students, visual
aids to illustrate the new material; reproductive: the organization of students mastering the
standard methods of action using the situation of choice; prompting students, encouraging
them to be creative, to be creative in studying new material; research: independent production
of the product from the choice of the theme to the design of the finished tapestry; project

activities of students.

In the process of learning, the following types of studies are provided: a typical lesson
(combining explanation and practical exercise), a guided tour, a practical exercise under the
guidance of a teacher to consolidate certain skills, independent production of a specific
product, a learning game. In the course of training, the following types of control were
provided: input, which is held before the start of work and is intended to identify knowledge
and skills in weaving; current, conducted during the training session and reinforcing

knowledge on this topic. It allows students to learn the sequence of technological operations;
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milestone, which is held after the completion of the study of each section, the final, held after
the completion of the curriculum. The result of the knowledge and skills gained is of great
importance the collective analysis of creative works, as well as participation in competitions

and exhibitions.

Conclusions. On the basis of the analyzed material it is possible to make certain

generalizations and conclusions.

Adoption of equality with other types of artistic creativity by the decorative art led to a
metamorphosis of the traditional tapestry: from classical planar - through textured and
embossed - to independent textile designs, the creation of which is impossible without the
simultaneous use of weaving techniques, painting, sculpture, and most importantly - finding a

certain coloristic solution.

In the modern tapestry there is an active plastic and planar composition of the tapestry,
ornamental stylization, the use of three-dimensional pile weaving of Oriental carpet and the
author's vision of the artist, his own image in the composition.

The tapestry is characterized by coloristic and textured revelations, structural and plastic
tumors, a complicated rhythmic interpretation of color, shape and volume in space.

The color sketch of the tapestry composition allows you to conduct a mobile search for a
different, tonal, rhythmic and coloristic image solution, in accordance with a clearly defined

compositional and emotional-imaginative task, as the color contributes to emotional impact.

The work directly on the tapestry's picturesqueness makes it possible to find the final
composition of the “sheet”, clarify the forms, silhouettes and proportions of objects and
elements, reveal nuanced coloristic and tonal relationships, determine the diverse nature of

textures and the figurative informational content of the tapestry.

Prospects for further research. The rather complex process and multidimensional work
on the coloristic solution of the tapestry composition allows students to create interesting,
imaginative and emotional tapestries as the final stage in the work on the educational theme

“Decorative color composition of the tapestry”, which requires further study.
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Abstract

The article defines that, in modern times, fundamental ideas about monumental and decorative sculpture
are beginning to undergo a rethinking, which also affected the foundations of the student learning process. It is
revealed that the complex path of development that plastic has done over the course of a century needs a
comprehensive philosophical and aesthetic understanding. Of particular relevance is the task of identifying the
ideological sources of these changes, designating their stages, and determining the direction of evolution. The
aim of the study is to reveal the transformation of the plastic image in the context of the history of culture and its
development trends. Identification of features of the sculptural image of philosophers and the rationale for the
search for the plastic image of G. Skovoroda.

It is distinguished from history that the dominant interpretation of the subject plays the decisive role in the
formation of the plastic image. For the culture of the 20th century with the position of anthropological
negativism that is relevant to it as a whole, such stages of plastic image transformation as dehumanization of the
image, deformation of the bodily image, image of fragmented, split corporality are caused by changes in the
concepts of the subject. The form, the plastic image requires in addition for the full existence of a verbal
expression, which can also be purely formal and fluid, but it is precisely the connectedness of “words and
things” that gives rise to a work of art. The conclusions substantiate that the plastic image of G. S. Skovoroda,
considered from the point of view of his formative role, plastic characteristics and thematic training programs,
allowed to identify features in the process of teaching students and create a method of its manufacture in
practice, and special attention in the learning process is necessary to give the figurative, associative
characteristics of the means of artistic expression.

Keywords: sculpture, plastic image, space, form.

Introduction. The difficult path of development that plastic has done over the course of
a century needs a comprehensive philosophical and aesthetic understanding. Of particular
relevance is the task of identifying the sources of change, determining the direction of

evolution. Since the transformation of the plastic image reflects a shift in the worldview
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paradigms of the 20th century, its study can contribute to understanding the prospects for the

development of aesthetic and artistic thought of the 21st century.

The degree of elaboration of the problem. Plastic traditionally occupies a significant
place in the aesthetic issues. It is advisable to highlight several areas in which at various times
the development of problems related to the sculpture of the period of interest has been carried

out.

Some problems in their analysis are touched upon in the works of T. Akindinovoy,
A. Kazin [1], Yu. Perova, V. Prozersky, E. Ustyugova, E. Yurovskaya and others. It should be
specially noted the methodological contribution to the modern interpretation of the system of
arts and the place of plastics in it, which was made by M. Kagan. Further, it is necessary to
name theorists of art who developed the problem of plastic form, which is important for
understanding the specifics of modernist imagery, such as A. Hildebrand, A. Rigl,
B. Lovenfeld, R. Arnheim, M. Baigel [3], A.Elsen [4 ], P.Florensky, A.Volynsky and
others, as well as the works of modern authors — J. Pasternak, E. Lugovoi, A. Shilo, who
analyze the manifestations of the phenomenon of plastics in various kinds of art, whether
painting, in philosophical and aesthetics. dance or artistic text.

At the same time, in recent years, judging by the publications of a number of translated
and original texts in periodicals, as well as the subject of exhibitions and public speaking,
there has been a rapid growth and actualization of interest of domestic curators and art critics
to the problems of plastic language. Of considerable interest are articles and speeches devoted
to the bodily factor in contemporary art, A. Borovsky, E. Andreeva, O. Turkina, E. Degot,
P. Pepperstein, B. Misiano and others. For contemporary researchers, it is common for them
to reflect on the body from different positions. General theoretical questions and certain
aspects of the problem of the body as values are analyzed in the works of B. Podorogi,
A. Genis, M. Yampolsky, V. Savchuk, T. Goricheva, V. Leleko. The problem of human
physicality has taken a definite place in social and cultural studies (I. Bykhovskaya,
L. Zharov, V. Stolyarov, and others), has been the object of study in the works on psychology
(L. Gozman, V. Nikitin, etc.).

Insufficiently lit parts of the problem. It is necessary to consider the plastic image in
its evolution precisely as a subject of new aesthetics. Changes in art and in modern culture in
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general should be presented as interrelated processes, which makes it possible to draw

conclusions about the prospects for further changes.

The purpose of the study is to examine the transformation of the plastic image of the
sculpture, its origins and trends. Identify the foundations of the formation of the image of the
philosopher in art. To substantiate the peculiarity of the solution of the plastic image of

G.S. Skovoroda in contemporary art.

The main content (research methodology). The need to trace the logic of the evolution
of the plastic image, as well as to define the boundaries of plastic in modern culture, required
the involvement of a significant number of sources in which the subject of our study is not the
only object of interest, but is included in the general cultural context. Plastic arts have long
attracted the attention of researchers from various scientific schools and areas. Plastic
traditionally occupies a significant place in aesthetic issues and is located in an
interdisciplinary space where approaches of aesthetics, art history, philosophy of culture

intersect.

The main content (Discussion). In his work, N. Pishkuha reveals the dependence of the
artistic persuasiveness of the sculpture on the character of the “somatic” consciousness of a
European, and therefore he pays special attention to the transformation of ideas about human
physicality in the culture of the 19—20th centuries. Its main conclusions are as follows: the
status of the plastic image in culture and its change is due to the nature of the "somatic"
consciousness of the era. Whether preference is given to a "corporeal™ or "ethereal™ image
depends on how significant the category of human corporeity is in the value system. The
decisive role in the formation of a plastic image belongs to the dominant interpretation of the
subject. For the culture of the 20th century with the position of anthropological negativism
that is relevant to it as a whole, such stages of plastic image transformation as dehumanization
of the image, deformation of the bodily image, the image of fragmented, split corporality are
caused by changes in the concepts of the subject. In modern art, the plastic image is not
limited to the sculptural form, and finds its place in all types of artistic creativity. The
precedent of the formation of new plastics, along with other types of modern art, is produced
by installations in which the tendency to exteriorize the internal space of physicality is most

clearly manifested. The total dominance of the video image in modern culture leads to a
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"flattening” of plastics. The tendency to replace the volumetric forms with which the
sculpture traditionally operated, with a pure sequence of photographic images (the "living
sculpture™ genre) indicates the process of virtualization of physicality, the loss of the body’s
ability to be tangible, its reduction to the plane and mostly visual perception. In the light of
the popularity of computer technology, the trend of the development of a plastic image along
the way of increasingly virtualization seems obvious. Along with this, such corporal strategies
remain relevant in art, where the archaic language of subconscious states manifests itself in all

its brutality (actions, performances and other "body work™).

The European cultural tradition, according to N. A. Pischukhi, who views man as the
central point of the universe, has formed a value system oriented towards individuality. This
has consistently led to the fact that by the end of the 21th century, art begins to avoid any kind
of normativeness and uniformity. Modernism set the course for self-realization as the main
guideline, actualized the ability of a person to create his own reality. The current trend
towards the dehumanization of the plastic image, of course, was associated with a change in
attitude towards physicality. Man’s perception of his own body is a necessary condition for
awareness of presence-in-the-world and plays the role of a significant figure in shaping the
integrity of his self-awareness. Objectified corporeality is formed in the process of alienation
of the image and dual projection, where the visualization of the world of things takes place at

the same time and a "feedback™ flows through which the place of a person in it is determined
[5]

The main sculptor of the 21th century is Auguste Rodin. He made a revolution in
academic sculpture, unsmoothed modeling of the form and light and air texture effects.
Sculptors at this time began to actively use the space as an integral material of their
sculptures, and the boundaries of the volume were quite blurred. Medardo Rosso said:

"Volumes are saturated with atmospheric light and do not exist, as volumes or masses" [6].

It is noteworthy that the body of a de-centered subject is no longer a body-whole, but a
body-part, a body originally fragmented and not reducible to its phenomenal integrity. In the
conditions of total decentration and symbolism, it is this type of physicality that acquires the
stability of the canon. Postmodern corporeality, semiotised, textually oriented and almost

isomorphic to textuality, is subject to symbolic dismemberment. The body, extracted from the
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text, is structured, moving into the category of a thing, where it is filled with arbitrary content,
while avoiding a real model, but avoiding coincidences with it. The transition from the body
to its fragment is considered by V.Benjamin in the light of the action of accepting
allegorization, which essentially consists in dismembering the organic (body) in the name of

exposing the hidden value (text) [7].

The incompatibility of the reflexive approach with the experience of the living body
was pointed out by M. Merlot-Ponty, who considered "the body in the idea” and "the body in
reality" as concepts that are far from each other. Another fundamental impulse that
deconstructs the bodily scheme is erotic desire. Outwardly directed desire is a force, energy
that violates any manifestation of order. The desire, aspiring to the body, concentrating on
certain parts of it, deconstructs the bodily scheme. The pursuit of destruction-creation
produces a version of the transforming body, creating a "pleasure factory.” The plastic image
of the decentralized subject loses the synchronicity of being in the world, sometimes

assuming deliberately unpredictable combinations of fragments [8].

The absence of clearly fixed boundaries in spatial environments, in particular, between
the outer and the inner space, designated by J. Deleuze and F. Guatari as "deterritorialization™,
indicates the fundamental openness of the spatial configuration in the postmodernist circle of
ideas. The orientation on the removal of tough oppositions, which is responsible in the
postmodern for the widest range of phenomena, constitutes a new way of correlating the
external and the internal, which consists in their actual spatial indistinguishability and is fixed
by the concept of "folding"” or "folds". The concept of a fold postulates a departure from the
traditional opposition of the external to the internal, here the phenomenon of the internal is
seen as a product of folding the external, which in turn turns out to be prone to interiorization.
The human body also bends space, and also as any spatial configuration represents a product
of a certain deformation and pressure. The surface of the body distorts the space, as it needs
its own "unfolding", the possession of a place. The process of the formation of corporeality is
interpreted by M. Yampolsky, who in this question refers to J. Deleuze, as "physical
inversion", as the exit of the inner outward. Interpretation of the body as folds can be traced in
the nature of body manipulation that takes place in shamanic practice. The exteriorization of
internal space is one of the themes that found expression in such a modern art figure as an

installation [9].
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The text, as a way of alienation, is the embodiment of the violence of language, which
reflects the meaning of bodily experience. The body, extracted from the text, is structured,
moving into the category of a thing, where it is filled with arbitrary content, while avoiding a
real model, but avoiding coincidences with it. The plastic image of the decentralized subject
loses the synchronicity of being in the world, sometimes assuming deliberately unpredictable
combinations of fragments. Decentration and defragmentation broadens the possible plasticity
by conducting the game with the image by analogy with "language games" and producing an
elusive and amorphous "body without organs”. His procedurality with the greatest
expressiveness is seen through the prism of erotic desire as a way to deconstruction, where the
destruction of the image of an object directly depends on the removal of desire. The so-called
"machine of desire” produces transforming bodies, which exist in the striving for destruction-
creation of the "pleasure factory", where they produce a continuously modified surface of the
body.

Thus, it follows that the form, the plastic image requires in addition to the full existence
of a verbal expression, which can also be purely formal and fluid, but it is the connectedness
of "words and things" that gives rise to a work of art. This is what makes critics use the
epithet "centaur" as a combination of optical and rhetorical elements in relation to modern
sculpture and painting. The plastic image appears to be an empty but real container inspired
by an abstract sign. That is why the single thing dies, because the total dominance of the sign
links the fluid form into a single communicative act, where the process is important, and not
the element of the chain. A single object simply globally meaningless, and, therefore, can not
be perceived from an aesthetic position. The serial thing, on the contrary, "molds" its plastics
from words, acquiring a sculptural form. The sculptural form can also be applied to an
anthropomorphic object.

In the sculpture, according to E. Loginova, the master's plan is embodied in real volume.
The “tongue” of the sculpture is a volume-plastic, three-dimensional form with real weight.
Through the sculptural form, the content of the sculptural work is revealed, the sculptor’s idea
[10] comes to us.

The origins of the formation of the plastic image of G. Skovoroda we see in his very life

and philosophy. Thus, in accordance with the maxim about man, which is “the measure of all
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things" (Protagoras thesis), Skovoroda comes to the idea that man is the beginning and end of
all philosophizing. "However, man, who is the beginning and end of all, all thought and
philosophizing is not at all a physical or empirical person at all, an inner human, eternal,
immortal and divine. " The place of empirical knowledge, therefore, must be filled with the
world of figurative and symbolic, where the symbolism must be “akin” to the inner life and
the eternal meaning of being. Such symbolism as a Christian thinker, Skovoroda sees in the
Bible. Through the text of the Holy Scripture, human thought "turns into the eye of God Most
High." Biblical symbolism Gregory Savvich calls "traces of God" [11]. The universe of
G. Skovoroda was seen as consisting of three worlds - the macrocosm (universe), the
microcosm (man) and some kind of "symbolic world" connecting the large and small worlds,
ideally reflecting them in themselves (for example, using sacred texts like the Bible). Each of
these worlds consists of "two natures”— visible (created) and invisible (Divine), matter and

form, "fuck and spirit".

It is characteristic that shortly before his death in the village of lvanovka, the last lifetime
portrait of G. Skovoroda by the Kharkov artist Lukyanov was completed. The original portrait
was lost, but a copy was preserved, which was in the collection of V. Aleksandrov. From the
original portrait of Lukianov, or from one of his copies, an engraving of P. Mescheryakov was
made. A portrait from the collection of V. Aleksandrov and an engraving made by
P. Meshcheryakov formed the basis for an engraving on wood made in St. Petersburg by V.
V. Matepolsky after the death of the philosopher. In general, on the basis of the
G. Skovoroda's worldview, the analysis of his last lifetime portrait, a special elite plastic of

his plastic image is necessary.

Conclusions. On the basis of the analyzed material it is possible to make certain

generalizations and conclusions.

The status of the plastic image in culture and its change is due to the nature of the
"somatic"” consciousness of the era. Whether preference is given to a "corporeal” or “ethereal"

image depends on how significant the category of human corporeity is in the value system.

The decisive role in the formation of a plastic image belongs to the dominant
interpretation of the subject. For the culture of the 20th century with the position of

anthropological negativism that is relevant to it as a whole, such stages of plastic image

IntellectualArchive Vol. 8, No. 1, January - March 2019

156



transformation as dehumanization of the image, deformation of the bodily image, the image of

fragmented, split corporality are caused by changes in the concepts of the subject.

The plastic image of G. Skovoroda, considered from the point of view of its formative
role, plastic characteristics and thematic training programs, allowed identifying features in the
process of teaching students and creating methods for its production in practice, and special
attention should be paid to the figurative, associative characteristics means of artistic

expression.

Prospects for further research. It can be noted with confidence that the evolution of the
plastic image in contemporary art is by no means complete. The study of its orientation and

stages will reveal some significant features of the emerging culture of the 21st century.
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Abstract

In the article the discipline "Printed Graphics" is considered and its creative possibilities and its role in
educational process of training of future artists-teachers are revealed. It is noted that one of the priority tasks
defined by the National Doctrine of Pedagogical Education Development in Ukraine is the creation of
preconditions for the education of a teacher - a person capable of creative thinking, to take non-standard creative
decisions on their own, to flexibly respond to changes in conditions of restructuring the aesthetic sphere of
society. It turns out that modern practice demonstrates the lack of a comprehensive study of printed graphics as a
specific discipline in the system of artistic education in the process of forming an artist-teacher. The stated
purpose of the study is the need to disclose the creative possibilities of print graphics and its role in the
educational process and to identify the territorial and methodological principles of training the artist - the teacher
through means of printed graphics.

Conclusions provide some generalizations. Formation and development of future artists-teachers is
connected with discipline "Printed graphics”, proceeding from its creatively-developing features,
comprehension, assimilation of content of classes, creative use of available knowledge, obtaining practical skills.
The success of the study of printed graphics is due to the creative use of the interconnection between different
types of art, the optimal correlation between theoretical and practical classes, the degree of mastering the
language of graphic arts, the ability to use acquired knowledge and technical skills in creative work. Purposeful
realization of pedagogical possibilities in the study of printed graphics on practical classes in the workshop of
printed graphics acts as a pedagogical necessity. The developed and tested method of certain pedagogical units
of teaching printed graphics activates the development of creative and pedagogical abilities of future artists -
teachers, which is related to the discipline "Printed graphics".

Key words: printed graphics, types of printed graphics, teaching methods of printed graphics, pedagogical
approach.

Introduction. One of the priority tasks defined by the National Doctrine of Pedagogical
Education Development in Ukraine is the creation of preconditions for the education of a
teacher — a person capable of creative thinking, to take non-standard creative decisions on his
own, to flexibly respond to changes in the context of restructuring the aesthetic sphere of
society. In connection with this, the modernization of the national education system and the

development of the latest concepts of the education of the artist-teacher are taking place.
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In this context, an appeal to printed graphics in the educational process as a type of
artistic art is important, which has a significant influence on the education of a creative
personality — students of pedagogical universities. Thanks to, for example, easel art, it gives
the opportunity to receive learning outcomes in the form of genuine copyrights, not

reproductions.

The degree of development of the problem. The problem of theory and methodology
of graphics was engaged in many artists - teachers of the past and the present, such as
Leonardo da Vinci, A. Durer, E. Delacroix, J.-B. Engr, P. Chistyakov, I. Repin, V. Serov,
I. Grabar, B. Johanson, D. Kardovsky, N. Krymov, V. Yakovlev and others. In the works by
N. Volkova , E. Kibrica, B. [lextepeBa B. Favorsky, B. Johanson, I. Verby [2], A. Gritsaya,
A. Goncharova [3], V. Efanova, M. Manizher V. Timoshevsky [6], V. Khristenko [7] and

others are developed the conceptual foundations of printed graphics.

The determination of the state of aesthetic education and the artistic education of
students by means of artistic and printed graphics, as well as the process of educational and
creative activity on the subject during classes in the workshop is reflected in N. Anisimova,
A. Aleikhina, R.Barciza [1], G.Vinogradova, V.Winch, V. Koreshkova, V. Kuzina,
B. Likhacheva,  N. Bogolyubova, N. Rostovtseva, = N. Tkachenko, A. Khvorostova,
E. Shorokhova, T. Spikalova and others.

Insufficiently highlighted aspects of the problem. Modern practice demonstrates the
lack of a comprehensive study of printed graphics as a specific discipline in the artistic
education system in the process of forming an artist-teacher. This implies that this is a
multifaceted problem, which is mainly considered through the prism of traditional notions in

high school, and is not sufficiently researched.

The purpose of the study is to reveal the creative possibilities of printed graphics and
its role in the educational process and to identify the tereko — methodological principles of

preparing an artist - a teacher by means of printed graphics.

The main content (research methodology). Today, the professional competence of a
modern artist-teacher is a complex multicomponent concept, which in psychological and
pedagogical literature is characterized from the point of view of different approaches:

sociocultural, activity, communicative, professional, context-informational and psychological.
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But each of these approaches, despite the fact that all these approaches are interconnected and

mutually complementary, do not exhaust the problems of professional training to the full, and
therefore needs to be complemented by this problem.

The main content (Discussion). One of the ways is to apply to printed graphics as a
particular type of art in the process of teaching students in artistic education. Printed graphics
are spatial types of art and each type of art has its own specifics, sets its own tasks and creates
for their solution their means and techniques, a certain peculiarity of artistic possibilities that
forms its figurative and expressive language. Graphic language allows you to leave and
receive information, use it to everyone without exception. Of course, all the information is so
large that it can be noted as a sign of infinity, and it is divided into the right one at the
moment and unnecessary. In the graphic information the image is transformed (interpretation)

- displaying graphically using lines, dots, spots (images) and using characters, fonts (text) [2].

Print is one of the branches of graphics. Under the graph, the graphic work is depicted,
printed with any printing form, processed in one way or another by printing: in a machine or
manual, and an independent value, which has in this case. It is usually performed in one of
three main types: engraving, lithography, or etching. Linogravure, xylography, etching,
lithography — all these forms of modern graphics are united by the general notion of
"emblems". The mass of copies, a small format, makes the printers modern, so easily included
in all areas of life. Interiors of apartments, hotels, cafes, libraries, exhibitions are unbelievable

now without any prints.

In print graphics, the distribution of print types (high print, deep, flat and penetrating)
plays an important role. Understanding of these technological processes of printing,
influencing thinking in the material, and knowledge of all types of printed graphics (etching,

wood engraving, lithography, silkscreen).

In general, in the process of preparing students, printed graphics are an integral part of
the educational process at the art and graphic faculty. Classroom practice involves the
development of students of a number of specific qualities, among which it is possible to
distinguish a particular professional culture and the ability to form an artistic image in more

conventional forms than in painting.
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One of the aspects determining the relevance of modern artistic and pedagogical
education in higher education is the lack of theoretical and methodological developments in
technology and technology of print graphics, which negatively affects the processes of artistic
and pedagogical preparation of students. The educational process should be based on the

scientific and methodological basis with the use of visibility.

The technique of printed graphics provides unique opportunities for artistic experiment
and expression of the artist's outlook directly in the process of work, and many of the artists

made sure of this in their own experience.

Systematic studies of various types and subspecies of printed graphics, as noted, in
particular, by R. Bartsitz, the study of techniques and technology of art of the editors actively
influence the process of forming the aesthetic taste of students. In the process of educational
and creative activity in the studio, students of the arts and graphic faculties of the pedagogical
universities receive theoretical knowledge and practical skills in work on the creation of
graphic composition, get acquainted with the traditions and techniques of artistic and printed
graphics (linocut, xylograph, engraving, dry needle, etching - etching bar, monotypia,
lithography, etc.). The practical activity of students in the workshop of graphics in the
classroom on the subject of "graphic composition™ is fundamental, since it actively promotes
aesthetic education and artistic education of students, develops creative abilities in the field of

graphic composition, activates creative thinking [1].

Based on the pedagogical experience, special studies, it is possible to formulate general
requirements for the optimal combination of teaching methods of print graphics. General
requirements for the educational process of preparing the artist - training in classroom lessons
is based on the fact that the use of the whole set of teaching methods in their numerous
combinations and combinations provides high efficiency student training. The leading role
always belongs to the teacher, and the success of the educational process depends on how

substantiated, appropriate and skillfully he applies specific teaching methods.

Methods of teaching are classified into general (can be used in the process of teaching
any subjects) and special (they are used for the teaching of certain subjects, but can not be
used in the teaching of other subjects). The visual teaching methods include: illustration,
demonstration, independent observation. The method of illustration is to equip illustrations of
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visibility, posters, drawings, paintings and other. Method of demonstration - display of visual
means. The display of various visual objects — real objects and their images in the works of

artists.

By the criterion of reflection, the means of visibility can be: natural objects — plants,
animals, tools and products of labor, minerals, chemicals, etc. Specificity, completeness,
versatility of natural objects can not replace artificial images; figurative (mediating) means —
graphic works, paintings, reproductions of art paintings, mock-ups, dummies, and others.
Their value is that they in a bright figurative form reflect complex objects and phenomena.
When using them, attention is drawn to the inner essence of the images in order to teach them
to read the picture, to show the main thing in it - the idea, image, basic content. It also focuses
on the most significant features and features of objects presented in the form of models,
models, sculptures (general structure of the subject, its main parts, interdependence between

them); schematics-paintings, work in the tinctures of printed graphics.

Practical teaching methods are needed to deepen knowledge, to develop skills and
abilities. They include: exercises, practical, graphic and creative — research work. Creative
exercises act as a purposeful, repeated repetition by students of certain actions and operations
for the formation of skills and abilities. Graphic works are performed on assignments and
under the guidance of a teacher. Applied during the study of theoretical material at all stages

of learning.

Conclusions. On the basis of the conducted research it is possible to make certain

generalizations:

— Formation and development of future artists-teachers is connected with the discipline
"Printed graphics”, proceeding from its creatively-developing features, comprehension,
mastering the content of classes, the creative use of available knowledge, and the acquisition

of practical skills.

— The success of the study of printed graphics is due to the creative use of the
interconnection between different types of art, the optimal correlation between theoretical and
practical classes, the degree of mastering the language of graphic arts, the ability to use

acquired knowledge and technical skills in creative work.
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— Purposeful implementation of pedagogical opportunities in teaching print graphics on

practical classes in the workshop of printed graphics acts as a pedagogical necessity.

— The developed and tested method of certain pedagogical units of training of print
graphics activates the development of creativity and pedagogical abilities of future artists -

teachers, which is related to the discipline "Printed graphics”.

Prospects for further research. In our opinion necessary new approach to printed
graphics in the educational process as a type of artistic art is important, which has a
significant influence on forming of students’ creative personality in the conditions of

university.
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