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develops creative abilities, a sense of beauty in art and reality, develops attention, desire to
achieve the goal, works out coordinated actions of the whole team. The students will be able
to bring up these qualities in their students.

Thus, the characteristic features of innovative technologies of active music learning in
modern preschool education are determined, namely: they are connected with both
modification and combinatorial innovations; they correspond to the subject-methodological
level of pedagogical technology functioning; encourage activation of educational and
cognitive activity; provide the advantage of practical musical and aesthetic activity over the
theoretical; allow the use of modern technologies of music education.

The prospects of the study are to investigate the issues of combinatorial use of
modern technologies of active music learning: elementary music-making, rhythmic-motor
interpretation of musical works, active listening to music.

Key words: innovations, technologies, active training, musical-pedagogical concepts,
preschool education, music-making.
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The article presents scientific justification of the pedagogical conditions that make up
experimental methodology for designing future musical art teachers piano training in order
to gain artistic-emotional experience. The process of phased implementation of the proposed
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Statistical results of an experimental study on verification of effectiveness of the developed
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Introduction. Orientation of future musical art teachers training is
determined by the specificity of functioning of musical communication, which is
realized through the emotional sphere of personality. This determines the
relevance of musical-pedagogical techniques development aimed at forming skills
of emotional-reflexive analysis of musical works. However, realization of the
educational potential of musical art correlates with the level of awareness,
systematicity and depth of such an analysis. It should be noted that an individual
in the music-perceptual process can state presence of emotional coloring of the
work, perceiving the minor mood as a sign of sad mood, or notice the joyful
nature of the play created in the dance genre (identifying the lively pace,
corresponding metrorhythm, etc.). At the same time, the outlined type of analysis
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Is often superficial, so that it does not provide implementation of either
communicative or educational functions of music. As E. Abdullin rightly points out,
it is crucial for music pedagogy that the educational function of music is realized in
the process of cognition through the reflection of one’s own aesthetic and artistic
emotions (Abdullin, 2019, p. 77). Thus, the issue of availability in the personality of
a fund of such emotions, structured in the context of functionality for
reproduction of perceptual-analytical, interpretive, creative and other types of
musical activity, is actualized. In the study, such a fund is considered as artistic-
emotional experience, as a complex of “... standards of emotional response” to
artistic-musical events and phenomena, textualized by means of certain musical-
semantic means (Zhou Ye, 2018, p. 120). Acquiring a personalized experience is a
process that requires purposeful pedagogical influence from music education
professionals who have received appropriate training. Previous research has
established that such training should be designed as an integrated process aimed
at gaining by future musical art teachers of artistic-emotional experience and
acquisition of appropriate competences that will facilitate gaining of such
experience by students. In the outlined context, the study proposes a
methodology of designing piano training of future musical art teachers for gaining
their artistic-emotional experience. However, the components of such a
methodology, in particular, special pedagogical conditions, developed in
accordance with the defined structure of the studied construct and appropriate
methodological support for their implementation should be specified.

The analysis of literary sources has revealed that the category of artistic-
emotional experience of future musical art teachers and pedagogical conditions of
its purposeful acquisition did not become the subject of scientific research in the
field of art pedagogy. In connection with this, we have analyzed the works in which
scientists define pedagogical conditions aimed at updating artistic emotions in
order to realize certain educational functions of music in the musical-educational
process. Among them, H. Panchenko defines the effectiveness of activation of
students’ emotional-motivational sphere, which stimulates development of their
personal and professional qualities “in the context of development of future
musical art teachers’ creative abilities” (Panchenko, 2008, p. 14).

A. Hordova defines a number of psychological and pedagogical conditions
aimed at stimulating students to creative expression of emotions during music
lessons, which, according to the scientist, provides “support for emotional well-
being and correction of the emotional sphere” (Hordova, 2011, p. 19). Among
them the researcher distinguishes “creation of social situation of development of
cultural and creative skills of creative expression”, “organization of joint
interaction, in the process of which there is a need for creative manifestations”,
“facilities for joint music-playing activities” (Gordova, 2011, p. 11).

L. Kotova, expressing the importance of actualization of the emotional
component of artistic-musical communication in the performing process,
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introduces a pedagogical condition to the methodology of forming
instrumental-performing reliability, which stimulates concentration on the
“emotional-figurative content of musical works” (Kotova, 2001, p. 8).

|. Mohilei’s research has made it possible to find out that pedagogical
conditions, the effectiveness of which is aimed at providing an “emotional-
moral atmosphere of the educational process”, which takes into account
individual characteristics of students, promotes formation of emotional
personality culture (Mogiley, 2000, p. 9).

V. Voievodin, distinguishing the emotional component in the structure of
creative potential of the future musician-performer, proves that introduction of
the pedagogical condition of “spiritual atmosphere” contributes to
actualization of emotional-value attitude to the work of musical art, which is a
prerequisite for creativity (Voievodin, 2007, p. 12).

The scientists also considered pedagogical conditions of formation of
varieties of artistic experience in the musical-educational process. Thus, Zhu
Peng determines that pedagogical conditions aimed at optimization of
“teacher-student interaction” and independently initiated by future musical art
teachers creative expanding of their own art thesaurus, will contribute to the
formation of artistic-performing experience (Zhu Peng, 2018, p. 137).

O. Rebrova proved that actualization of the pedagogical condition
“purposeful use of poly-artistic and multicultural environments” in the artistic-
educational process provides a professionally significant enrichment of the
artistic-mental experience of future music and choreography teachers
(Rebrova, 2015, p. 103).

O. Kuldyrkaieva in the process of exploring the factors of “deepening
artistic-aesthetic experience” of future music teachers, considers it advisable to
introduce pedagogical conditions aimed at forming “future music teachers’
readiness to project artistic-creative activity on the basis of art-management
technologies” (Kuldyrkaieva, 2013, p. 87). Such conditions, developed by the
scientist, are aimed at forming awareness of future music teachers about
modern designing intercultural arts and educational technologies, as well as
gaining experience of their use.

Thus, pedagogical conditions aimed at actualization of an emotional
component in art education are introduced in order to stimulate creativity,
intensification and optimization of the processes of artistic-pedagogical
communication. Acquisition of varieties of professionally significant artistic
experience of future musical art teachers is ensured by introduction of
pedagogical conditions based on stimulating students to reproduce artistic and
creative activities and providing appropriate methodological support of the
process. However, substantiation of pedagogical conditions for acquiring
artistic-emotional experience by students and ability of its formation in
students, also necessitates the study of artistic-emotional component of
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artistic-pedagogical communication, as a factor affecting the quality of artistic-
creative processes of art education.

The aim of the study is to substantiate pedagogical conditions of
acquisition by the future musical art teachers of artistic-emotional experience
and to highlight the process of step-by-step implementation of such conditions
with the help of appropriate methodological support.

Research methods: theoretical analysis of literary sources;
systematization of the obtained knowledge; theoretical modeling; statistical
analysis of empirical research results.

Results. As emotions play an important role in a person’s life, the
function of emotions is also important in the processes related to artistic-
communicative activity. This is confirmed by scientists who study such
processes in terms of music psychology. In particular, the work of I. Peretz, W.
Aubé, and J. Armony (Peretz et al., 2010) draws attention to the fact that the
role of emotions has recently been rethought. In the course of neurobiological
research it is experimentally proved that emotions have a significant influence
on the course of cognitive processes, because they act as a built-in mechanism
for determining the value of all the phenomena with which the individual
interacts — from subject-material to completely abstract, such as ideas,
concepts, art, etc. However, the quality of artistic-musical perception,
according to scientists, depends not only on the ability to recognize emotions,
but also on the ability of their personal “experience”, and that is why it is
necessary to have appropriate experience (Peretz et al., 2010, p. 103).

The thorough study by P. Juslin (Juslin, 2013) has established that an
important condition that provides personal experience of musical emotions is
activation of three components of the experience — visual images, episodic
memory and musical expectation. It is noteworthy that such activation is
evolutionary in nature, because the emotions that arise from association of
music with certain life events and evoke visual and sensory associative
memories, approach physiological in nature. However, artistic emotions arise in
response to justification (or lack) of expectations of certain purely musical
events. Such expectations are generated in the process of musical perception
under the condition of formation of the mental representations on the artistic-
semantic patterns of the construction of musical structures. Formation of such
representations, according to the results of studies of the scientist, occurs in
the process of gaining experience of perception and aesthetic evaluation of
artistic phenomena by the criteria of beauty, expressiveness, novelty,
emotional fullness, skill, informativeness, style, sublime. Actualization of such
representations is a sign of the achievement of the *aesthetic threshold”,
beyond which complex artistic emotions arise, such as: nostalgia, pride,
excitement, admiration, etc. (Juslin, 2013, p. 261).
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Thus, presence of artistic-emotional experience is characterized by
formation of analytical-perceptual abilities and ability to learn music work
through artistic-aesthetic evaluation. In this connection, the main pedagogical
condition that was introduced at the first actualization-preparatory stage was
to stimulate generation and differentiation of artistic-aesthetic emotions in
musical-perceptual and artistic-analytical processes.

The effectiveness of this condition was aimed at developing the ability to
identify artistic emotions and awareness of the musical and artistic factors of
their emergence, which is why appropriate methods were used. In particular,
the method of reflexive segregation of artistic emotions, developed on the
basis of the methodology of T. Schéfer and P. Sedimeier (Schafer & Sedimeier,
2009), aimed at forming the ability to differentiate emotions in the musical-
perceptual process by reflecting attitudes to artistic-musical events and
defining their value.

Raising awareness of artistic-musical factors associated with emergence
of certain emotions was formed through the method of emotional verification
of artistic-musical information, developed on the basis of a study by I. Scheffler
(Scheffler, 2010). The basis for the method was the scientist’s conception of the
existence of emotions and cognition in the form of a dichotomous
conglomerate, in which emotions function as subjective parameters for
evaluating artistic phenomena (Scheffler, 2010, p. 5). During application of the
method, students analyzed and drafted cross-artistic projects-explications of
piano works. The main task was to determine artistic-musical factors of the
emergence of artistic emotions that evoke a representative emotional
understanding, during which the dramatic-emotional event of the work is
perceived as a clear analogue of reality.

Thus, emotions play a significant role in the formation of artistic-
aesthetic value orientations of the individual. However, the definition of
pedagogical conditions for the acquisition of artistic-emotional experience
involves taking into account the factor of subjectivity of emotional reactions,
which causes attention to the issue of authenticity of artistic-emotional
interpretation of musical-phenomenological contexts. Scientists note that the
degree of authenticity of emotional reactions is determined by the degree of
intensity of the desire of the individual to feel relevant emotions in the process
of perception and interpretation of musical works. In particular, W. Thomson
and L. Quinto (Thompson & Quinto, 2012) have found that emotions act as
“somatic markers” in the process of learning about artistic images. Such
markers are accumulated in experience as a set of reference mental
representations of the emotional meanings of artistic images (Thompson &
Quinto, 2012, p. 359). However, the condition of realization of this process is
presence of personality intentions, which is manifested by purposeful intention
and action to check the patterns of musical information for their compliance
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with the established standards of artistic-affective interpretation (Thompson &
Quinto, 2012, p. 369).

Thus, acquisition of artistic-emotional experience is determined by the
degree of desire of the individual to identify elements of the variant musical-
semantic complex (such as tempo, intonation, rhythm, harmony, dynamics,
etc.) as those that have become associated with a certain emotional color. This
process is accompanied by formation of sample representations of emotional
connotations contained in musical patterns. In connection with this, the second
pedagogical condition, which was introduced at the mental-cumulative stage,
was direction of the musical-analytical activity at formation and
systematization of mental representations regarding artistic-emotional
connotations of the elements of musical vocabulary.

Implementation of this condition was carried out by methods aimed at
mental-auditory analysis and systematization of the artistic-meaningful
relationships between certain musical constructions and emotions. Such is the
method of synchronization of musical-affective standards, the basis of which is
the study of W. Thomson and L. Quinto (Thompson & Quinto, 2012). The
application procedure was to initiate the analysis of elements of the program
music piece with their subsequent synchronization with the program proposed
by the author. Also at this stage the method of composing artistic-emotional
projects of piano works was used, in the framework of which students designed
thematic projects according to the algorithm of “development of project
activity of future teachers”, proposed in the study of O.Rebrova and N.
Tatarintseva (Rebrova & Tatarintseva, 2013, p. 157).

The definition of the third pedagogical condition was aimed at forming
aspects of experience that are functional in the context of providing pedagogical
and creative processes for the professional activity of future musical art teachers.
These processes are characterized by a certain specificity, which requires the
teacher to possess a number of psychological and praxeological skills. First of all,
self-correction skills require presence of a stress component in the structure of
artistic-creative performing activity. The results of studies of scientists in this area
have proved that stress negatively affects the artistic-emotional aspect of such
types of artistic-pedagogical activities as musical performance and pedagogical
verbalization. In particular, a study by S. Kruse-Weber and R. Parncutt (Kruse-
Weber & Parncutt, 2014) found that the level of stress in music performance
cuold be compared to that in “.. high-risk disciplines such as aviation and
medicine” (Kruse-Weber & Parncutt, 2014, p. 7). This is due to the fact that all
these activities are complex dynamic systems, functioning in which requires a
specialist to quickly process large amounts of data. In response to the threat of
errors that are perceived by the individual as being likely to lead to serious and
irreversible consequences, the level of psychological stress increases. This factor
influences the quality of performing activity, including the level of artistic-
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emotional embodiment of the images of the work and the process of “generating
artistic meaning based on available information and experience” (Kruse-Weber &
Parncutt, 2014, p. 3). According to scientists, correction of the situation is possible
through enhancing the role of declarative learning, which, in comparison with
procedural, promotes acquisition of metacognitive skills in managing their own
effectiveness in the process of performing activity. The above-mentioned
management with the help of metacognitive skills envisages planning, monitoring,
and evaluating one’s own creative activity in real time. These skills are formed in
the process of declarative learning as a complex awareness of the causes of errors
and the psychological correlation of expectations, thoughts and emotions (Kruse-
Weber & Parncutt, 2014).

The problem of the functionality of declarative and procedural knowledge is
considered in the study of S. Schmidt (Schmidt, 2017) in the context of
extrapolation of experience in the process of musical-creative activity. In
particular, the scientist has determined that such a priori activity is based on the
process of extrapolation of experience, since no sound or harmony separated
from the context, actualized through imagination, is meaningless. Instead,
activation of experience-based structures automatically brings about associative
ideas that streamline sounds into a musical mental model. The components of
such a model are semantic music schemes, artistic concepts, genre-style
categories and related emotional experiences. Emotions in musical mental
models, as it has been proved by the scientist, function as declarative knowledge,
because they indicate and differentiate the meaning of each of the components of
the identified models. The process of extrapolation is mental generation of ideas
about possible future musical events, their artistic significance, and artistic-
conceptual significance of their relationships. This mental process occurs
automatically due to the functioning of the formed experience, in which artistic
emotions play the role of declarative knowledge (Schmidt, 2017).

Therefore, self-regulation during music-pedagogical performing activity
(performing or verbal) is carried out through artistic emotions. In this regard, it is
important to create pedagogical conditions aimed at forming self-regulation skills
in the process of musical-pedagogical and creative activity by designing mental
models in which artistic-emotional experience functions as declarative knowledge.
This fact actualizes the problems of projective activity of students, which, in
particular, was investigated by O. Rebrova and N. Tatarintseva. Scientists conclude
that “projective activity facilitates transformation of the process of learning into a
process of self-learning”, promotes creative personal development and involves
mastering a number of projective competences, focused on “predicting the
quality of educational activity” (Rebrova & Tatarintseva, 2013, p. 157).

The above mentioned proves the expediency of orientation towards
formation of self-design skills, based on the mechanism of actualization of
artistic-emotional experience. O. Novska’s study indicates that an important
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component of the self-design process is activation of the project imagination,
which provides prediction of the desired result of the activity. According to the
researcher, such imagination functions with the support of experience, the
knowledge of which is the basis for the formation of the “image of a new state
of the object” (Novska, 2015, p. 17).

Thus, based on artistic-emotional experience, the process of self-design
of music-pedagogical performing activity involves formation of an image of
performance (musical-performing or/and verbal-pedagogical) as a sequence of
emotional states associated with certain artistic-musical events. In this way, the
declarative-regulating function of a certain kind of experience is realized,
providing a further process of opening and performing presentation of the
artistic-emotional content of a musical work. In this regard, it is important to
acquire the skills of artistic-emotional self-design, which determines the
expediency of actualization of the declarative function of artistic emotions in
the process of self-projecting of creative musical-pedagogical activity at the
creative-affective stage of the pedagogical condition.

Among the methods of ensuring introduction of the third pedagogical
condition is the method of emotional-intellectual design of artistic-musical
interaction, developed on the basis of the studies of M. Brackett and co-
authors (Brackett et al., 2006). In the study of scientists, emotional intelligence
Is considered in the context of its functionality for predicting theoretically
related behavioral outcomes. The purpose of application of the method is
formation of skills of self-design of a complex process of artistic-musical
interaction, which is realized during artistic-emotional communication with a
work of musical art and during pedagogical interaction aimed at enriching
students’ artistic-emotional experience. The procedure of application of the
method foresees development of pedagogical and creative projects by future
music art teachers. Within the framework of the projects, students made
mental artistic-emotional models of performing piano works and artistic-
methodological explications for their implementation. Presentation of the
projects took place during teaching practice.

The effectiveness of the experimental methodology was tested by
performing diagnostic tests at the end of each stage. The final calculation of the
results of the diagnostics has made it possible to reveal the discrepancy
between the indicators of the levels of formation of future musical art
teachers’ artistic-emotional experience in the samples. In particular, it was
found that in the experimental group, the number of respondents who had
reached a high level had increased to 16,67 %, compared to 3,33 % who had
been diagnosed before the experiment began; a sufficient level was found in
53,33 % (compared to 10 % before the beginning); however, the percentage of
average respondents decreased from 36,67 % (initially) to 23,33 % (at the end);
low from 50 % to 6,67 %. The tests used to make identical diagnostics in the
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control group showed significantly less intense growth of indicators at the end
of the experiment, although the results were almost identical in both samples
before the start. Thus, the high level was diagnosed in 10 % (3,33 % before the
beginning); sufficient — in 16,67 % (13,33 % before the beginning); average — in
33,33 (30 % before the beginning); low — in 40 % (53,33 %). Checking the
statistics by Fisher’s criterion confirmed the significance of the discrepancies
between the results of the samples in the value of ¢ * emp = 3,47, which
testified to the effectiveness of the proposed experimental methodology.

Conclusions. The study substantiates pedagogical conditions that make
up the methodology of designing the piano training of future musical art
teachers with the purpose of gaining artistic-emotional experience. The
following conditions are proposed: stimulation of generation and
differentiation of artistic-aesthetic emotions in music-perceptual and artistic-
analytical processes; direction of musical-analytical activity on formation and
systematization of mental representations concerning artistic-emotional
connotations of elements of musical vocabulary; actualization of the
declarative function of artistic emotions in the process of self-projecting of
creative musical-pedagogical activity.

It is found out that implementation of these conditions is provided with
appropriate methodological support, in particular such methods as reflexive
segregation of artistic emotions; emotional verification of artistic-musical
information; synchronization of musical-affective standards; designing artistic-
emotional projects of piano works; emotional-intellectual design of artistic-
musical interaction.

The results of the experiment, verification of which by Fisher test has
shown significance of the indicators growth dynamics due to introduction of
experimental methods of designing future musical art teachers’ piano training
in order to gain artistic-emotional experience, proved its effectiveness.
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AHOTAUIA

Ukoy €. lMeparoriyHi ymoBM Ta MeToAM HAOYTTA XyAOKHbO-eMOLIMHOro AocBigy
MaNBYTHIMM BUNTENAMM MY3MYHOTO MUCTELLTBA.

Y cmammi obrpyHmogaHo nedazoziuyHi ymosu, Wo CKAadaome ekcrnepumeHmansHy
MemoOUKY MPOEKMYBAHHA ¢hopmeniaHHOi nidcomosKu MalbymHix yyumesnie My3uyHO20
mucmeymea 3 MemMor Habymmsa HUMU XyOOXCHbO-eMouyiliHo2o 0oceidy. Y akocmi makux
YMO8 3QaMpOnoOHOBAHO. CMUMYAIOBAHHA 2eHepauii ma ougepeHyiayii  XyO0H HbO-
ecmemu4Hux eMouyill y My3u4yHoO-nepyenmueHoMy ma xyO0HHbO-aHAAIMUYHOMY Npoyecax,
CNPAMYBAHHA MY3UYHO-AHAAIMUYHOI OdifinbHOCMi Ha opmyBaHHA i cucmemamu3auito
MEHMAsbHUX YAB/AEHb NPO XyOOHHbO-eMOYiliHi KoHomayii enemeHmi8 My3UYHOI EKCUKU,
aKkmyanizayia 0eknapamueHoi yHKUii XyOoxcHiX emouili y npoyeci camornpoeKMy8aHHA
meop4oi My3u4yHo-rnedazoziyHoi disneHoCcM.

YecmaHoenieHo, Wo 8nposadieHHs 3a3Ha4YeHuUx ymos O0ouinbHo 30ilicHroeamu
memooamu. peghaiekcusHoi ceepezayii xy0oxcHix emouyili; emouyiliHoi sepuikauyii xy0orHb0-
MY3UYHOI  iHhopmauii;, CUHXPOHI3aUii My3UYHO-aheKMUBHUX emasoHi8;, CKAAOAHHSA
XYOOIHbO-eMOYiliHUX MPOEKMI8 ¢opmeniaHHUX meopig; emouyiliHo-iHmenekmyasnabHo20
MPOEKMYBAHHA XYOOHHbO-MY3UYHOI 83AEMODIT.

BucsimneHo pe3ynemamu eKkcrnepumeHmy, nepesipka AKuUx, 32i0HO 3 Kpumepiem
diwepa, 8uABUNA 3HAYUMICMb OUHAMIKU 3POCMAHHA MOKA3HUKIB Y eKcriepumeHmassHil subipyi
8HACMIOOK ynpoBAOMEHHA 8uwe32a00aHOI MemoOUKU. 30Kpema, OmpumMaHe emmnipuyHe
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3HaveHHA @ * EMIM = 3,47, AKke 8Ka3ye Ha 3Hauywjicme esiOMiHHOcmeli y pe3ynsmamax
eKcrepumMeHmasnbHoOi ma KOHMpPOAbHOI 2pyn, nidmeepodusno epekmusHicms 3arnpornoHo8aHOI
MemoOUKU POEKMYBAHHA hopmeniaHHOi nMi0d20mosKu MalbymHix yyumenie My3UYHO20
mucmeymea 3 Memoro Habymmsa HUMU XyOO0HHbO-eMOouyiliHo20 docsiody.

Knwyosi cnoea. xydoxcHoo-emouyiliHuli 0ocsid, malbymHi e4umeni My3u4yHo20
mucmeymaea, neodazo2ivyHi ymosu, memoou, ¢opmeniaHHa ni02o0mosKa, MPoeKMy8aHHA,
ekcrnepumeHm.

PE3IOME

Ukoy E. Meparornueckme ycnosma M meToabl NpuobpeTeHna Xy[oXKeCTBEHHO-
3MOLMOHANbHOTO OMbiTa BYAYLWMMM YYUTENAMM MY3bIKaZIbHOFO UCKYCCTBA.

B cmamee npedcmasneHo Hay4YHoe o0b60OCHO8aHUe nedazo2u4vyeckux ycaosul,
coCMasAAWUX 3SKCNepuMeHmManoHylo MemoOUKy M[POeKMuUpo8aHUA GopmenuaHHoU
nodzomosku 6ydyuwjux yyumeseli My3bIKaaAbHO20 UCKYCCMBA C Uenbto npuobpemeHus umu
Xy00)XHeCmeeHHO-IMOYUOHANbHO20 onbima. OceewjeH npoyecc no3amanHo20 6HeopeHuUsA
npeosioxeHHbIX nedazo2uyeckux ycaosull. [lpedcmasneHo memodu4vecKkoe conposoxcoeHue
yKa3aHHo20 npouecca. [lpusedeHbl cmamucmuyeckue pe3yabmamel MpPo8edeHHO20
3KCNepuUMeHmMasnbHo20 UCcnedos8aHuUA o nposepke 3sgppekmusHocmu pazpabomaHHoU
3KCrepumMeHmMansHol MemoOUKuU.

Knroyesble cno8a. xyoomecmeeHHO-SMOUUOHAAbHLIU onbim, 6ydywue yvyumens
MYy3bIKQAbHO20  UCKyccmea, nedazo2uvyeckue  ycrio8usd, mMemoosl, GopmenuaHHaA
no020mosKa, NPoeKkmuposaHue, SKcrnepumeHm.
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NPOBNEMA NELATOMNYHOI CMPAMOBAHOCTI MPO®ECIAHOI NIATOTOBKU
MAWBYTHIX YYUTENIB XOPEOTPA®IYHOIO MUCTELITBA B CYYACHUX
HAYKOBUX PO3BIOKAX

Y cmammi 30ilicHeHO aHani3 Cy4acHUX HAyKosux 00CAi0xeHb wo0o npobaemu
cnigsgiOHoweHHA ¢axoeoi ma nedazoziyHoi  nid2comosKu  malibymHix  y4umenie
XxopeozpagiyHo2o0 mucmeymea AK yinicHoi, 6bazamopieHesoi, pPi3HOBEKMOPHOI XyO0HHbO-
nedazo2iYHoi cucmemu, y pe3ynemami AKo20 3’AC08AHO, WO Mi02omoska malibymHix
yyumenis xopeozpagiyHo2o mucmeuymea Ma€ bighyHKYioHanbHICMb ma nonighoHiyHul
xapakmep, Wo ron420€ Y CKAAOHOMY 0iaaneKmu4HoMy MO€EOHAHHI ii  npogeciliHo-
neoazoziyHoi ma ¢axoso-xopeozpaghiyHOi cKnadosux. BUOKpemseHO OCHOBHI MOMOHEeHHA
npeocmasneHux y HayKkoeomy rosi mucmeybkoi ocgimu 00cCnioneHb, AKI aKueHmyroms
yeazy Ha HeobxioHocmi 3abe3neyeHHsa 36anaHcosaHocmi npogpeciliHoi ni0d2omosKu
malibymHix yyumenie xopeozpaghiyHo2o0 mucmeymea, MocusneHHA i  neda2oziyHoi
CIpPAMOBAHOCMI, WO MNOCIOQE KA4Y08i MNO3UYil Yy npouyeci CMuMyno8aHHA pPO3BUMKY
npogeciliHo2o iHmepecy 0o nedazoziyHoi BifsnbHOCMi y cmyoeHmig xopeozpagidyHo20 gaxy.

Knwyoea cnoea. npogeciliHa nidzcomoska, xopeozpagiyHe  mucmeymao,
neoazo2iyHa crnpAamMosaHicmes, npogpeciliHul iHmepec, malibymHi yyumeni xopeoz2padii.
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