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SUMMARY

Bogomolova Marina. Social education in the activities of the Ukraine’s National
education committee in 1920 — 1922.

The article substantiates the peculiarities of the People’s Commissariat activities at
the stage of elaboration and adoption of the Declaration “On the social upbringing of
children” (1920). The regulatory and legal framework developed by the departments and
advisory bodies of the People’s Commissariat on the implementation of the Concept of Social
Education for the specified period is systematized.

The forms of work on the level of state, institutions, educational establishments
concerning social protection of children, organization of education in the context of school
education reforming in Ukraine are revealed.

The basic principles of social education in Ukraine were determined by the
Declaration of the People’s Commissariat of Education of the Ukrainian SSR “On the social
upbringing of children” (1.07.1920).

Questions of social education were closely linked to the political, economic, and social
problems facing the country through the confrontation of various governments, parties, civil war,
and foreign intervention. It all influenced the economy, welfare of the population, brought
famine and devastation, changed the fate of many families, people, especially children.

This situation of children directed the People’s Commissariat of the Ukrainian SSR on
the immediate adoption of measures and decisions on its solution.

In general, the development of pedology and reflexology, the social nature of
education, the environmental approach, theory and practice of the children’s team,
development of the theory of “dying out of the family” in the new ideological conditions and
the inability of the family to implement the educational function, socio-economic, political,
ideological, educational, cultural, state-building processes led to the substantiation in the
country of the social education concept in the early 20’s of the XXth century, which influenced
the overall process of reforming education in the country under the leadership of the People’s
Commissariat of the Ukrainian SSR and contributed to create new types of education,
development and implementation of forms and methods of educational work with children
who faced the political, economic, social and cultural conditions of development of Ukraine.

Key words: social upbringing, council for children’s protection, department of social
education, child protection, week of children’s protection.
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METHODS OF TEACHING OF COLORATURA SOPRANO VOICE: COLORATURA
TECHNIQUE IN THE OPERAS BY MONIUSZKO (SELECTED EXAMPLES)

The article highlights the problems of mastering the coloratura technique of the
soprano parties in the operas of Stanistaw Moniuszko. It is emphasized that vocal creativity
of the founder of Polish vocal lyrics and national opera is of considerable interest both for
musicologists and vocalists. Attention is focused on four parameters: a) coloratura technique,
b) tessitura, c) use of high and low notes of the voice range of soprano, d) traditional
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performing aesthetics. For analysis, three soprano arias from Moniuszko’s opera creativity
were chosen: Italian Aria of Miss Ewa Perche belli labbri che amore from Il act of the opera
The Countess; Hanna’s Recitative and Aria Do grobu zy¢ w beziennym stanie [To stay
unmarried to the grave], Ktoraz to ktdra tej ziemi cora [Which daughter of this land] from the
Act IV of the opera The Haunted Manor; Beata’s waltz from the operetta Beata.

Key words: coloratura soprano voice, coloratura technique, operas by Moniuszko.

Introduction and analysis of relevant research. Stanistaw Moniuszko is the
creator of the Polish national opera and Polish vocal lyric poetry. The works of this
composer occupy a prominent place in Polish music literature. Many times,
performing on the stage, | sing the songs composed by him, and | have performed
Hanna’s part from the opera The Haunted Manor over 300 times in Poland and
abroad, moreover | took part in a direct broadcast of this work to the whole world
by TV Polonia — the opera was performed on February 22, 1997 on the occasion of
the 30th anniversary of the Great Theatre in tddz, and two years earlier 1995
(09.10.) | performed Hanna'’s part overseas for Polish community in Chicago.

For many years, initially as a soloist and now as a teacher, | deal with the
specificity of coloratura soprano. My interests include various levels on which
reference can be made to this type of voice. The essential research material
which supports my opinion are observations and experiences that | have gained
as a result of many years’ work on the opera and concert stage, and my
pedagogical experience in the field of solo singing. Moreover, | use selected
literature of the subject.

The aim of the article is to highlight the methods of teaching of
coloratura soprano voice — coloratura technique in the operas by Moniuszko on
the selected examples.

Research methods: general — analysis, synthesis, generalization;
empirical — observation.

Research results. The main research question is: “Shall coloratura
soprano be applicable in the opera creativity of St. Moniuszko?”.

| will start with the definition of the key words — coloratura, coloratura
soprano:

“Coloratura — in the analysis of a music work, the description of a
fragment of a vocal composition (e.g. arias or songs), consisting of scale
courses, passages and other ornaments, requiring proficiency from the
performer and efficient use of the voice scale” [5].

“Coloratura — embellishing, decorating the melody: 1) these are fast
passages, trills and other virtuosic figures in the vocal music of the 17th/18th
centuries that require technique and great rhythmic precision (ornamental
colour). In opera music of the 18th/19th centuries a special type of coloratura
soprano (e.g. Queen of the Night in the opera of W.A. Mozart The Magic flute —
aria di bravura). In more modern opera, the coloratura becomes an expressive
element” [1, p. 448].
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Coloratura soprano: | will start with a few myths. Coloratura does not
mean that someone can sing very high. There are coloratura sopranos that are
not able to sing Der Hélle Rache due to lack of the scale. It does not mean,
however, that they are not coloratura, because coloratura is nothing but
technical proficiency, that is the efficient performance of various
embellishments. However, despite the fact that it is a technique, so according
to definition something one can learn. There are natural coloratura and trained
ones. Those trained coloraturas will never sing so lightly as natural ones.

We divide coloratura sopranos into lyrical and dramatic ones. The first
ones sound brighter and lighter, while the latter are dark, heavy and have more
power. Real dramatic coloratura sopranos are extremely rare [3].

“Light coloratura soprano: of a large and the highest scale (do'-mi3, fa3),
the most movable, with limited strength of sound, specialized in brilliant
virtuosity, quick vocalises, trills [2]”.

Lyric soprano and lyric-coloratura — which has more expression, soft and
warm sound, not very strong, is capable of the most delicate nuances (scale
do'-do3) [2].

And one more classification.

Coloratura soprano — according to Stimmfach (plural. Stimmfacher) —
German system of singers categorization, especially opera singers, based on
the scale, power and tone of the voice. It is used mostly in Europe, especially in
the German-speaking countries and the operas playing classic repertoire [9].

Table 1
Coloratura soprano according to Stimmfach
Voice type Scale of voice Examples of the Singers e.g.
roles
Coloratura soprano | ca. c'do f3 Oskar, Tytania, | Lily Pons,
or coloratura- Zerbinetta, Olympia, | Lucia Popp,
lyricsoprano Adela, Marie, Amina, | Mado Robin,
Elwira... Erna Sack,
Natalie Dessay,
Beverly Sills,
Rita Streich,
Sumi Yo
Dramatic ca.c'dof? Donna Anna, | Edda Moser,
coloratura soprano Konstancja, Krdlowa | Joan Sutherland,
Nocy, Semiramide, | Cristina Deutekom,
tucja, Fioridiligi, | Edita Gruberova,
Norma, Leonora, | Diana Damrau
Violetta, Odabella...
Coloratura soprano | Usually between the | Despina, Zuzanna, | Barbara Bonney,
“subrette” scale of coloratura | Zerlina, Belinda, | Kathleen Battle...
soprano and lyric Adela, Sophie,
ca.adoc? Annchen...
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Comparison of the scale of the soprano voice and coloratura soprano,
emphasizing small, but extremely important differences, in the context of
Stanistaw Moniuszko’s works, will help to compare the tessitura characteristic
for the discussed type of voice to the vocal material used by the composer.

Soprano coloratur

Soprano léger

passage inferieur faible le plus
(primo passaggio) souvent e a g- <
Y 4"_,A ——>» 7 PR - - —
g L T
passage supérieur (secondo passaggio)
Notes suraigus
exceptionnelles  graves médium aigus et flageolet
2% 2
Jremnee v pﬂz&%(:: )

—————

e v
Fig 1. Construction of the voice range of coloratura soprano compared to
the course of the soprano ranges [6'.

It focuses on four determinants:

-coloratura technique;

-tessitura®;

-use of high notes of the voice range (for the needs of the paper, |
accepted the level above: f?, fis?) and low notes of the voice range (for the
purposes of the paper, | accepted the level below: ', fis');

-traditional performance aesthetics.

Returning to the previously asked question:

- Will coloratura soprano be found in the operatic works of St.
Moniuszko?

| have chosen three soprano arias for analysis, in which the composer
used coloratura technique, and which due to the performance traditions, are
performed by coloratura sopranos (Table 2).

| will quote a few excerpts showing the musical style of St. Moniuszko, in
the context of coloratura technique and the selected arias.

“The influence of vocal lyrics is also visible in other compositions by
Moniuszko, especially in the operas in which the arias often have the character
of a song (e.g. Szumiqg jodty na gor szczycie [Rustling firs on the top of the
mountains], Gdyby rannym stonkiem [If at the sunrise]. The composer

1 Tessitura (wh.)— zakres glosu dominujagcy w danym utworze. Tessitura nie jest synonimem skali, bowiem skala
wskazuje na pelny zakres glosu, natomiast tessitura na mniejszy lub wiekszy jej wycinek (np. wysoka, $rednia, niska).
W wokalnej praktyce wykonawczej Tessitura wskazuje na t¢ czeS¢ skali glosu $piewaka, ktora odznacza si¢
szczeg6lnymi walorami(np. pigknym brzmieniem). Za: A. Chodkowski, Encyklopedia ..., op. cit., s. 892.
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introduced a coloratura aria only where it was needed by a dramatic action
(the so-called Italian aria in The Countess)” [1, p. 566].

Table 2
Soprano arias with coloratura technique
Lp. Aria The first performer Date of
premiere
1 Miss Eva’s aria from the act Il of the | Bronistawa Dowiakowska | February 7,
opera The Countess soprano 1860
2 Hanna’s recitative and aria from act | Bronistawa Dowiakowska | September 28,
IV of the opera The Haunted Manor | soprano 1865
3 Beata’s waltz from the operetta | Maria Wojakowska | February 2,
Beata soprano 1872

“A manifestation of the composer’s usage of various means developed in
the 19th century opera are cantilena, coloratura, recitative and also spoken
texts (The Countess)...

The coloratura arias in the operas by Moniuszko are rarely encountered.
Coloratura acts as a contrast to the — arias (lyric — author’s note). This kind of
differentiation was used by the composer in the presentation of the characters
of the opera The Countess [7].

To sum up — the coloratura technique is used by Moniuszko to present
the character or dramatic situation.

In the opera The Countess, Moniuszko introduces the coloratura Italian
aria to the character of Ewa — the Italian singer (based on the music of Rossini,
Donizetti, Bellini), in The Haunted Manor, in Hanna’s aria, the coloratura
manifests the heroine’s character (courage and determination), and in the
operetta Beata this is a symbol of lightness and youthful fantasy of a young girl
in love — Beata.

The analysis of the works has been conducted on the basis of vocal score
from the collection of B. Romaniszyn and J. Szamotulska [7].

Italian Aria of Miss Ewa Perche belli labbri che amore from Il act of the
opera The Countess [7, p. 51-56]

Ambitus: cis'-cis® (usual cadence e3)

Number of bars: 76

Metrum: 4/4

“Italian” Aria” of operatic primadonna is a great copy of the Italian style.
It could be considered a result of music by Rossini, Bellini, Donizetti and
Mercadante. The aria is also the best proof of individual features of
Moniuszko’s talent as everything else in The Countess and how few specifically
Italian factors are here [4, p. 122].

The assignment of Ewa’s aria to the voice of coloratura soprano is
doubtless. Embedded in the range of this type of voice, actually in each bar it
contains elements of coloratura technique, and these are: gruppetios, 16™-note
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texture, acciaccatura, portamento, staccato, trills, 16" note and 32" note
processions constructed directly as the sounds following each other or triads
and combined textures, high tessitura, long high notes and cadences. The
performers of the aria’s end traditionally with a cadence, usually up to e3.

It is true that at the beginning of the aria we find definition of the tempo:
moderato — moderately, also quite low tessitura of the song is surprising.

Table 3
Total number of notes Above fis? Below fis'
vocal part
503 57 30

However, the nature and texture of the passage in question that recalls
associations with the Rossini or Donizetti operas, suggest a delicate, subtle but
reckless way of performance specific for coloratura sopranos.

Table 4
Sample performances of Ewa's aria (by recordings)
Ne | Name and Description of the performance Form of Recording
surname performance time
1 | Bogna Unusual precision of basic melodic | 4 bars vide 3,54”
Sokorska material, added cadence in the
middle and at the end of the aria.
2 Zdzistawa Precision of the basic melodic | 4 barsvide 3,50”
Donat material, added cadence in the
middle of the aria and at the end of
the aria
3 | Katarzyna Performance decorated with | all music 4'00”
Dondalsk spectacular, added cadences material
a

Hanna’s Recitative and Aria Do grobu Zy¢ w bezzennym stanie [To stay
unmarried to the grave], Ktoraz to ktdra tej ziemi cora [Which daughter of this
land] from the Act IV of the opera The Haunted Manor [7, p. 74—86]

Ambitus: c'-h?

Number of bars: 195

Metrum: 4/4

“In the last act, apparently Moniuszko’s invention was weaker, not so
intense as in previous acts. Assumed only for the display of the singer performing
Hanna’s part, the aria in the first scene of this act sounds completely false both in
the lyric and the coloratura parts. Everything is artificial or even unsuccessful, for
example in terms of declamation and prosody. It is difficult to explain directly the
disproportion that occurs between Stefan’s or Miecznik [The Sword-bearer’s] arias
and this operatic item, usually overlooked in the performances of The Haunted
Manor. Moniuszko expected to attract the operatic primadonnas to Hanna’s part.
This idea was unsuccessful. While the best performers for male roles were never
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lacking in Poland, there weren’t any prominent but ambitious singers for the parts
of Hanna and Jadwiga so that both of them were usually given to younger singers
to perform. Hanna’s aria is like “the opposite example” to the perfect male
arias” [4, p. 163].

| do not agree with Z. Jachimeck’s assessment of Hanna’s aria. | think that
it should be attributed to the moment in which it was published — 1983. Time
has evidently verified this review, and the singers performing Hanna’s part
proved that it is a beautiful aria and at the same time very demanding for the
performer, containing a lot of aesthetic values.

In Hanna’s aria, the composer used the following coloratura technical
means: appogiaturas, trills, 16™ notes and 32" notes as well as 8" notes
processions of sounds directly following each other or triads, as well as
combined textures, chromatics, high tessitura, long high notes and cadences.

Specifically, the tempo in Hanna’s aria: moderato — moderately, middle
part — piu lento and through piu allegro return to moderato tempo in the third
part. The whole is maintained in a narrower tessitura (the lowest sounds —
below f' occur only 63 times, which is less than 9 % of the vocal line). This is
interesting that in the aria Moniuszko repeatedly used long coloratura
fragments of melodic courses, in six places he added spectacular cadences, the
number of high held notes (at least a dotted quarter of a note: g2-5, a2-12, b2-4,
h2-4 is also striking). The longest is a? held by two and a half bars, i.e. two
whole notes and one half-note tempo piu lento, total 25, or 3,4 % of the vocal
material). There are no sounds from the three line octave.

Table 5
Total number of notes Above fis? Below fis'
of the vocal part
717 76 63

Hanna’s aria has the most complex construction of the three considered
arias. At the beginning, the composer introduced a recitative. Aria with a clear
three-part structure requires coloratura voice guidance (part | and Ill) and
lyrical-cantilena (part Il). Part Il is often omitted and a singer performs aria in
incomplete form. It should also be noted that in Hanna’s aria, the composer
used the rich texture of the orchestral layer, which forces the performer to
have a denser and stronger voice diameter. However, numerous coloratura
processions, high-kept sounds, long excerpts in the high tessitura (the higher
part of the two line octave) and cadences — often cause that this aria is
performed by the coloratura sopranos.

The set of 7 recordings of Hanna’s aria below shows the variety of the
aria performances.
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Table 6
Performances of Hanna’s aria
Ne Name and Form of performance Time of performance
surname

1 Zdzistawa Donat 24 bars vide 7”30” (1)

2 Bozena Betley Full version 8'20” (2)

3 Iwona Hossa vide 34 bars 7'02” (3)

4 Aleksandra Kurzak vide 34 bars 6'37” (4)

5 Barbara Rudzka Full version 9’40” (5)

6 Elzbieta Stengert vide 71 bars 5707" (6)

7 Anna Jeremus vide 71 bars 4728” Film

Depending on the genre and type of voice, its power and colour, the
recordings differ due to: 1) forms: from the whole material to vide 71 bars,
2) agogicks, but also 3) dynamics and 4) performing measures.

Beata’s waltz from the operetta Beata [7, p. 91-96]

Ambitus: es'-b?

Number of bars: 140

Metrum: 3/4

“Beata’s final aria: Ach, ilez rozkoszy ma zycie i swiat [Oh, how much
pleasure has life and the world], is a paraphrase of the several typical motifs of
Chopin's waltzes” [4, p. 190].

The assignment of Beata’s waltz to coloratura soprano is not so obvious.

Although the melody of the vocal line was based on the tessitura
appropriate to this type of voice, however, elements of coloratura technique,
though similar, are much less common, and these are: acciaccatura, trills,
8"note processions of the sounds directly following each other or triads as well
as in combined textures, chromatics, high tessitura, long high notes, cadences.

Specifically, the tempo of the song: Tempo di valzer, the whole sustained
in a slightly narrower tessitura (the lowest sound — es'), there are not high,
spectacular notes from the three line octave as well.

Table 7
Total number of notes Above fis? Below fis'
of vocal part
329 26 11

Assuming that the selection of the performer depends on the nature of
the work and the melo-rhythmic texture of the discussed fragment, the form of
the whole suggests a method of performance: lightness and airiness. The
following speaks for the coloratura soprano: long kept high sounds, delicate
and subtle, although daring way of conducting vocal voice melodies and
tessitura — long fragments in the higher part of the two line octave.
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The mentioned elements speak for the coloratura soprano as the preferred
performer. | have not found available professional recordings of this aria.

Conclusions. Comparison of the tessitura of the three arias evidently
confirms that the typical excerpt of coloratura is Ewa’s aria from opera The
Countess’s, although its embedding in the diameter of the voice range is striking.

Above fis? Below fis’ Diameter
Ewa’s aria 11,33 % 5,96 % 82,71 %

Hanna’s aria turns out to be the second aria, whose construction speaks
for its performance by the coloratura soprano — with the great amount of high

notes, high tessitura and spectacular coloratura excerpts and cadences.
Above fis? Below fis' Diameter
Hanna’s aria 10,59 % 8,78 % 80,63 %

Waltz Beata turned out to be the lowest aria. However, the lightness of
the whole composed as waltz and economy of the texture of the
accompaniment part, speaks for the possibility and correctness of its
performance by coloratura soprano.

Above fis? Below fis' Diameter
Beata’s aria 7,9% 3,34 % 88,76 %

In today’s performance aesthetics that prefers the division and
assignment of the works to the genres and types of voice, apart from scale and
tessitura, the elements deciding of the selection of the performer are the
texture of the orchestral layer and the dramatic saturation of the whole.
Hanna’s aria is performed by lyric sopranos, dramatic coloratura, lyric-
coloratura sopranos. Beata’s waltz: lyric sopranos, lyric-coloratura sopranos
and coloratura sopranos. Ewa’s aria: coloratura sopranos.

After the profound analysis, from the standpoint of teaching methods of
coloratura soprano voice, | am of the opinion that this type of voice will find its
place in the operas by Stanistaw Moniuszko. All three arias can be performed
by this type of voice, provided, each aria is treated separately and artistic
means are adapted to the specificity of the voice of each performer. My belief
is that proposing these arias to coloratura sopranos can bring extremely
beneficial results in view of the development of artistic emotion as well as the
enhancing the colour and voice saturation due to expanding the potential of
the used performance means. It refers both to education of young vocalists and
professional presentation.
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AHOTALIA

€Epemyc-JleBaHAO0BCbKA AHHA. MeToAMKa HAaBYaAHHA KOJIOPATYPHOro cniBy COnNpaHo:
KonopaTypHa TexHika B onepax CTaHicnasa MoHoLWKa (BMOpaHi Nnpuknaan).

Y cmammi sucgimneHo npobaemu onaHy8aHHA KOA0paAmMypHOi MexHiKU conpaHosux
napmili 8 onepax CmaHicnasa MoHwWKa. Hazono0weHO, WO B0KAsAbHA MBOPYICMb
(byHOAMOpPa NosbCbKOI BOKAMLHOI MiPUKU Ma HAUIOHA/ALHOI onepu cmaHo8umMb 3HAYHUl
iHmepec K 0718 My3UKO3HABYi8, MaK i 0718 nedazoz2is-8oKasicmis. Yeazy CKOHUEHMPOBAHO
HO 4Yomupbox napamempax: a)KosopamypHa mexHika, 6) mecumypa, 8) BUKOPUCMAHHSA
BUCOKUX MA HU3bKUX 38YKi8 80KA/AbHO20 0iana3oHy COnpaHo, 2) mpaduyiliHa 8UKOHABCLKA
ecmemuka. [na aHanizy o6paHo mpu conpaHosi apii 3 onepHoi meopyocmi MoHowkKa (Apis
€su 3 Il akmy onepu «lpagiHa», pedumamusa U apii FaHHU 3 IV akmy onepu «3a4aposaHull
3amokKk», Banec beamu 3 onepemu «beama»), y SAKUX KOMMO3umMop 3acmocyeas
Kos1iopamypHi mexHiKu i AKi 3a38u4ali BUKOHYHOMbCA KO0PAMYPHUMU COMPAHO.

Y cyyacHili 8UKOHaBCLKIL ecmemuyi npegepeHyii Hadaromescsa nidnopAOKYy8aHHIO
meopie w000 ramyHKie 80KaaAbHUX 20/10Ci8, Koau y subopi conicmie Kepytomsca He minbKu
mecumypoto i 0iana3oHom, ase i OpKecmposor hakmyporo i OpamMamu4HO HacuYyeHicmio.
Y uybomy KoHmeKkcmi 6 onepHili meop4ocmi Cm. MOHIOWKAG MOMCHAG 3Halimu conpaHosi
napmii, AKi MOXHA MpaKkmysamu AK KosnopamypHi. Came makumu MOXHA 88axcamu mpu
BUOKpeMseHi apii 3a ymosu po3yMiHHA ix crneyugiku i npucmocysaHHA Xy0oxHix 3acobis 00
BUKOHABCbKUX MoOMaugocmeli KOHKPEMHUX B0KaAnicmom. 3anpornoHo8aHA asmopcbKa
MemoOUKa OrnaHy8aHHA 03HA4YeHUX apili 0a€ spaxcaroyi peaysemamu 8 nid2omosyi Mos00ux
onepHUX Cniea4yoK fAK i3 6OKYy pPO38UMKY apmucmu4yHocmi, mak i 3 6OKy po3WUpeHHsA
dianaszoHy i membpasnibHO20 306ap6aeHHA 3080AKU OUOGKMUYHOMY riomeHuiany AK camux
meopis, mak i 3arpPonoHOBAHUX 8 ABMOPCLKIl Memoouui UKOHABCLKUX 3acobis.

lpeszeHmosaHa 8 cmammi MemoOuUKa OnaHy8AHHA KO/AOPAMYPHUX MeXHIK 8
onepHux apiax Cmaxicnasa MOoHIOWKA HAOAE iM HOBE HUMmMS 8 pernepmyapi BUKOHABUI8 i3
KosopamypHUM COMpaHo.

Knaro4vosi cnoea: KosopamypHuli crnig conpaHo, KOAoOpamypHa mMmexHiKa, ornepu
CmaHicnasa MoH0OWKa.

PE3IOME

Epemyc-/leBaHaoBCKaAa AHHA. MeToanKa 06y4eHns KONopPaTyPHOro NeHMA ConpaHo:
KosopaTypHasa TeXHUKa B onepax CTaHncnasa MoOHIOLWKO (M36paHHbIe MPUMEpbI).

B cmamee ocsewieHs! rpobnemsl 0C80eHUA KO/0pamypHoU mexHUKU COMpaHO8bIX
napmul 8 onepax CmaHucnasa MoH0WKo. OmMMe4YeHO, YmO B0KA/bHOE MBOP4ECMBO
ocHosamesA MOAbLCKOU B0OKAAbHOU AUPUKU U HAYUOHAsbHOU onepbl npedcmasndem
3Ha4uUmMenbHoIli UHMepec Kak 044 My3blKoeedo8, MAK U 014 neda20208-80KAUCMOS.
BHUMGHUE CKOHUEeHMpPUPOBAHO HA Yemblpex Napamempax: a) KosopamypHas mexHuka, 6)
meccumypa, 8) UCMosb308aHUE B8bICOKUX U HU3KUX 38YKO8 80KA/IbHO20 OUANA30HA COMPAHO,

277



[leparoriuni Hayku: Teopis, icTopis, iHHOBauilHi TexHoJiorii, 2018, N2 4 (78)

2) MpaduyuUOHHAA UCMOAHUMENLCKAA 3cmemuka. [aa aHanAu3a 8blbpaHbl mpu conpaHossle
apuu u3 onepHo2o meopyecmsea MoHwwKo (Apua Esel ¢ UM akma onepsl «[paguHa»,
peyumamuea u apuu AHHbI ¢ IV akma onepsl «3a4aposaHHsIli 3amMoK», Bassc beameol u3
onepemmeol «beama»), 8 KOMOPbIX KOMMIO3UMOP MPUMEeHUsT KOA0pamypHble MexHUKU U
Komopblie 06bIYHO UCMOMHAMCA KO0PAMYpPHbLIM COMPAHO.

Knrouessble cnoea: KonopamypHoe rneHue conpaHo, KonopamypHas mexHuKa, orepsl
CmaHucnasa MoH0OWKO.
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NEPIOAU3ALLIA PO3BUTKY BULLOI OCBITU B YKPAIHI

Y po3eiduyi 30ilicHeHO nepiodu3ayilo npoyecy 3apPOOHEHHA, CMAHOBAEHHA mMa
pO38UMKY 8UWOI 0OC8IMU HA mepumopii YKpaiHu, suokpemsaeHo npomoyHigepcumemcoKud,
Odoknacu4yHull, KaacuyHul, MoOepHizauyiliHull, padaHcekul, cy4yacHuli (mocmmodepHuli)
nepiodu — 8i0 agiHcbKoi cucmemu 6 nosicax igHiYHo20 [Mpu4opHOMOpP’A, WKin nidsuweHo20
muny 8 Kuiscoekili Pyci 0na nidcomosku rnpedcmasHuKie 0epxasHOi ma O0yxo8Hoi esnimu,
6pamcoKux wkKin, Ocmpo3bkoi ma Kueso-MozaunaHcbKoi akademili 00 yHKUIOHY8AHHA
mepexci  yHisepcumemis, creyianbHUX BUWUX HABYAAbHUX 30KAA0ie, HAPOOHUX
YHisepcumemis. BusHa4yeHO icmopuYHi, CycrisnbHO-MoAIMUYHI, EKOHOMIYHI, COUIOKYAbMYPHI,
MeHMAsbHi, OCBIMHI, HAYKOB8i YUHHUKU, WO O0emepmMiHysaau OUHAMIKY KiflbKiCHUX ma
AKICHUX 3MiH i HOB808B8€0eHb y 8UWili WKOI.

Knawouosi cnoea: nepiodusayisi, po3sumoK euwoi oceimu, mun euuoi WKoU,
aKademiyHa asmoHoMid, oc8imHili ideas, modesnb yHigepcumemy, akademis, 00KAACUYHUL
yHigepcumem, Knacu4Hull yHigepcumem, 8islbHa 8UWA WKOAQ.

MNoctaHoBKa npobaemu. MNpobnema nepioamsauii A4oCNiAKYBAHUX ABULL, i
dEeHOMEHIB HaNeXUTb A0 OAHIEI 3 HaMbINbL 3HAYYLLMX B iICTOPUKO-NEAArorivyHin
Hayui. TeKCTONIOMYHMM aHani3 HayKoBOi JliTepaTypu 3acBigyvye: AKWO B
pPagAHCbKIN icTopiorpadii naHyBann GopmauiMHUIA | KNnacoBO-NapTiMHI nigxoam
[0 BU3HAYEHHA NepioAiB Ta eTaniB PO3BUTKY BiAnNoBiAHOro 06’ekTy AOCNIAXKEHHSA
3a ITHOPYBAHHA CBITOBOr0 KOHTEKCTY OCBITHIX NMpoLuecCiB, TO Cy4acCHi AOCNIAHUKN
KepyTbCs AOCUTb LUMPOKUM CNeKTpom KpuTepiis i miaxoais. O. MeTpeHKo [21]
3BepTaE yBary Ha Te, Wo b6inblicTb aBTOPIB NPU 34iMCHEHHI NepioamM3aLin icTopii
OCBITM B YKpaiHi OPIEHTYIOTbCA NEPEBAXKHO Ha PO3BUTOK iCTOPUYHOI Hayku abo
COLiaNbHO-EeKOHOMIYHI pedopmMM B  CyCniNbCTBi, HEOOOUIHIOKYM  BMNIUB
COLLIOKYNIbTYPHUX | NeaaroriYyHMX YAHHUKIB.

AHanis aKktyanbHux pocnigKeHb. CyTTEBUIA BHECOK Yy BWCBITNEHHA
EBPOMENCbKOrO0 KOHTEKCTY pPO3BUTKY BMLWOI OCBITM YKpaiHW  3A4iMCHMAM
O. AHToHOBa, [.bepura, b.Toa, B.Tlopcbkuit, C.[lpavotri, C.KypbaTos,
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