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METHODS OF DIAGNOSING THE FORMATION OF
PROFESSIONAL SKILLS IN HIGHER MUSIC EDUCATION

The article examines the diagnostic methods used to assess the formation of
professional skills of higher music education students, emphasising the effectiveness of
questionnaires as a method of quantitative assessment of performance reflection,
observation checklists and content analysis to evaluate performances, as well as expert
assessments using rubrics to monitor progress in the formation of professional skills.
It was determined that diagnostics using these methods provides a comprehensive
framework for the study of competencies, facilitating the development of musicianship
and ensuring that educational strategies meet the needs of students.

Key words: diagnostics of professional skills, higher music education, music-
performing skills, competences, assessment methods.

METOJIU JIATHOCTUKH CHPOPMOBAHOCTI
IMPO®ECIHHUX YMIHb Y BUIIIY MY3UYHIN OCBITI

Y cmammi pozensnymo OiaenocmuuHni memoou, wo 3acmoco8yiomsCs 3a0iis
OYIHIOBAHHSL CGHOPMOBAHOCMI NPOGheCTUHUX YMIHb 3000Y8aUI6 BUWOT MY3UUHOT OCBIMUL.
Iiokpecnroemocs  epexmusnicmo aunkem 5K Memooy KIIbKICHO20 OYIHIOBAHHS
BUKOHABCLKOI peqhiieKcii, KOHMPOAbHUX CHUCKIB CNOCMEPEdCeHHs mMda KOHMeHm -
aHanizy O OYIHIOBAHHA GUCMYNIB, A MAKONC, EKCHepMHO20 OYIHIOBAHHA 3
BUKOPUCAHHAM — pYOpuxamopie Ok  MOHIMOpuHey npoepecy Yy @DopMysaHHi
npogecitinux yminb. Bushaueno, wo OiacHOCMUKA 3 8UKOPUCMAHHAM YUX Memooia
CMBOPIOE KOMNIEKCHe NIOIPYHMsL OISl OOCNIOHNCEHH KOMNEeMEeHMHOCmel, CHpUsiodU
PO36UMKY MY3UYHOI MatcmepHocmi ma 3a0e3neuyioyu 8i0N0GIOHICMb OCBIMHIX
cmpamezii nompeoam cmyoeHmise.

Knrowuosi cnoea: diacnocmuxa npogecitiHux ymiHb, uuja My3udHa 0ceimad,
MY3UYHO-BUKOHABCHKI BMIHHS, KOMNEMEHMHOCMI, Memoou OYIHIOBAHHS.

Effective diagnostics of the formation of professional skills in higher music
education requires the use of diagnostic methods that take into account the specifics of
the music-educational process. One of the most common diagnostic methods is
guestionnaires. Questionnaires are a common tool for assessing students' self-
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perceptions and experiences in music education. For example, Hipona's study used a
structured questionnaire to assess music performance skills among students, which
revealed their knowledge and technical ability M. Hipona (2023). This method allows
educators to collect quantitative data on students' competencies that can be analysed to
identify areas for improvement. Similarly, the use of checklists in observational
assessment can provide a systematic approach to assessing student performance in real
time, allowing for immediate feedback and targeted interventions.

Content analysis is another valuable diagnostic method, particularly for
understanding the qualitative aspects of music education. Lamont's research employed
qualitative content analysis to explore the emotional and engagement levels of students
during music performances (Lamont, 2012). This approach enables educators to
categorize and interpret the nuances of student experiences, which can inform
instructional strategies and curricular adjustments. The findings from such analyses
can be pivotal in shaping a more responsive and engaging music education
environment.

Expert assessments, including the use of scoring rubrics, are critical for
providing structured evaluations of student performance. Pellegrino et al. discussed
various assessment tools, such as rating scales and rubrics, that are commonly
employed in performance-based music classes (Pellegrino et al., 2015). These tools not
only facilitate objective evaluations but also help in documenting student progress over
time. The use of rubrics allows for clear criteria to be established, ensuring that students
understand the expectations and can self-assess their growth in specific areas of
musicianship.

Moreover, the integration of video analysis through coding schemes has
emerged as a modern diagnostic method in music education. This technique allows for
a detailed examination of student performances, capturing both technical execution and
expressive qualities. Although the reference W. Yinuo (2023) discusses the importance
of music education psychology, it does not specifically address video analysis or
coding schemes, so it has been removed.

In conclusion, the combination of questionnaires, content analysis, and expert
assessments provides a comprehensive framework for diagnosing the formation of
professional skills in higher music education. Each method contributes to a holistic
understanding of student competencies, enabling educators to foster an environment
that supports continuous growth and development in music performance and education.
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MY3UYHO-ECTETUYHE BUXOBAHHS HIKOJIAPIB B YMOBAX
THOOPMAIIMHOI'O CYCHLJIBCTBA

My3H14HO-eCTeTHYHE BUXOBAaHHS HIKOJISPiB HAOyBae 0COOIMBOI aKTyaJbHOCTI B
KOHTEKCT1 HOBOTO COI[1aJbHO-KYJIBTYPHOTO CEPEIOBHUINA, K HACHIIIKY BCTaHOBJICHHS
iH(GOpMaIIfHOTO  CYyCHIIBLCTBA. YUeHI TpakTyloTh (eHoMmeH iHGOopMaIliifHOTO
(MOCTIHAYCTPIaIbHOTO, IMOCTMOJEPHOTO) CYCHIBCTBA Y BHUIVISAIAI 4YeproBoi cTajii
CYCITUTBHOTO PO3BHUTKY, sKa MPUHIIIA HA 3MIHY IHIYCTpIaIbHOMY CYCHUIbCTBY. Jlms
miei cramli «xapakTepH1 MOCWJICHHS YMHHUKA 3HaHb, 1H(opMallii, BUKOpUCTAHHS
BIJTHOBJIIOBAaHUX JKEpEJ €HEPTii, OMKyBaHHS 3aXUCTOM JOBKLLIA Tomo» (Ilapantok,
2020). IIBuakuii pO3BUTOK TEXHOJOTIH, 1H(QOpMAaIIiiHI MMepeBaHTAXEHHS Ta 3MiHA
IIHHOCTEH CYTTEBO BIUIMBAIOTH HA CIPUUHSATTSA MY3UKHA MOJIOAUM MOKOJIIHHSAM. Tomy,
3aBIaHHS Cy4acHOI MY3WYHOI MEJarorikd, 30KpeMa 3arajbHOi MY3WYHOI OCBITH B
3aKanax 3araiabHoi cepenuboi ocBitu (3CO), momisrae He JuIlle y mepeaadi My3udHuX
3HaHb Ta BMiHb, & 1 y (OpPMyBaHHI MY3UYHO-€CTETUYHOI KYJIbTypH, SIKa JI03BOJIHTH
VYHSIM PO3YMITH KYIBTYPHY KapTUHY CBITY, OPIEHTYBATUCS y PI3HOMAHITTI My3UIHHUX
KaHPIB Ta CTUJIB, KPUTHYHO OIIHIOBATH MY3WYHHH TOTIK, IO CYNPOBOKYE iX 3
HApOKEHHS, a TAKOXK PO3BUBATH BIACHHH XyIO)KHHO-TBOPUUA MTOTECHITIa.

AHani3 HAyKOBOTO IHCKYpCy TIOKaszye, IO 10 MpobjaeM, TOB’S3aHUX 3
dbopMyBaHHSIM MY3WYHO-€CTETHYHOI KYyJABTYpH 3BepTamucs Bigomi (dinocodu,
COIIOJIOTH, KYJIBTYpoOJIOTH, Tmcuxojoru Ta nenaroru: M. Koran, JI. Maconn,
H. Mupononsceka, O. JloboBa, M. IluporoB, O. Pe6poa, O. PocTtoBchKuid,
O. CoitneBa, B. Cyxomnuncekuid, I. TapacoB, K. Ymmucekuii, C. Illun ta 1. Asne,
HE3BOXAIOUM Ha MWIBHY YyBary HAyKOBI[IB JO O3HAY€HOI MpOOIeMHU, «MOXHA



CTBEPJKYBaTH, 1O (OPMYBaHHA MY3HMYHO-ECTETUYHOI KYJIBTYpH OCOOUCTOCTI €
aKTyaJIbHUM 1 HE OCTATOYHO BUpilIeHUM nuTaHHsam» (COitHeBa, 2003). MaeTbces, nepi

3a BCe, PO paJMKaJibHI 3MIHA B CBITOBOMY MY3WYHOMY JaHAIIA(TI, 110 0OyMOBIIEHI
BUKJIMKaMH HOBOTO COIlIaJIbHO-KYJIbTypHOTO cepenoBuina (I'o 1[3tons, 2023, c. 30). o

TaKUX BUKJIUKIB B KOHTEKCTI MY3NUYHO-CCTCTUYHOI'O BUXOBAHHA CYUYaCHUX LHKOHHpiB,

Ha Halll MOTJIsiJ, MOJKHA BIJI3HAYUTH HACTYIIHI:

iHpopMaIlliiiHe MepeBaHTAXEHHS: Cy4YacHI MIKOJSApl MaloTh JOCTYI 10
BEJIMYE3HOI KUIBKOCTI MY3MUYHOI I1H(OpMaIli, 4acTO HHU3BKOI SKOCTi, IO
YCKIaJHIOE (OPMYBAaHHS B HHUX KPHUTHYHOTO MHCICHHS Ta MY3UYHO-
€CTETUYHOTO CMaKY;

3MiHA KUTTEBHUX I[IHHOCTEH: OLIBIIICTh Cy4YaCHOI MOJIO/AI OpIEHTOBaHa Ha
IHAMBIAyali3M, CIHOKMBAITBO Ta JOCATHEHHS IIBUIKUX PE3YJIbTATIB, IO
HETaTMBHO BIUTMBAaTH Ha MOTHBAIIIO, 30KpeMa i J0 CHUCTEMAaTHYHHX 3aHSAThH
MY3HUKOIO;

KOHKYPCHIIiS 3 IHITUMHU BHJIAMH JO3BLLIA, 30KpeMa KOMIT FOTEPHUMH irpamu,
COITIAILHUMH MEpeKaMH Ta IHIIUMH BUIAMH PO3Bar, siki BIIBOJIIKAIOTh yBary
MOJIOJII B/l CEpHO3HUX 3aHATh MY3UKOIO;

3MiHa POJII MY3UYHOTO MHUCTEITBA B CYCIUIBCTBI: My3WKa BCE YacTille
BUKOPHUCTOBYETHCS SIK PO3BAKAIBHHUN (POH, IO MPU3BOAUTH JO 301THEHHS
MY3UYHOI KyJbTYpPH.

VY 3B’S3Ky 3 03HAUYEHUMH KYJIbTYPHO-COIIaTbHUMH 3MIHAMH Ta BHKJIWKAMH, Ha

nyMKy M. denmoprisi OHOBWIIHMCS Ta aKTyalli3yBajuCs LIl MY3UYHO-ECTETUIHOTO

BUXOBaHHS JIITeH Ta MUITKIB B MPOIIEC] 3arajlbHOi MY3UYHOI OCBITH, sIKa Ma€ OyTH

OCHOBOIO 17151 (HOPMYBaHHS My3UYHO-ECTETUYHOI KyIbTypu. MaeThes mpo:

PO3BUTOK TBOPUYUX, 30KpEMa MY3WYHUX Ta MY3UYHO-ECTECTHUHUX 310HOCTEH
IIKOJISIPIB: MOYYTTS PUTMY, PI3HUX HAMPAMKIB MY3UYHOTO CIyXY, MY3UIHOT
nmam’siTi, YMIHHA aHajJdi3yBaTH Ta OI[IHIOBATH MY3WYHI TBOPH, PyXaTHUCS TiJ
MY3HUKY TOIIO;

CTBOPEHHSI YMOB [Jii CaMOBHUPAXCHHS Yepe3 MY3UKY; PO3BHUTOK HABUUYOK
CIPUHHSTTS, XyI0KHBOT OIIIHKM MYy3WYHUX TBOPiB, a TAKOX YMiHb BUKOHYBaTH
Ta CTBOPIOBATH MY3UKY, 30KpeMa 3a JOTMOMOTOI0 CyYaCHUX IH(PPOBHUX
Texaojorii (Pemopers, 2022, c. 6);

3MIACHEHHsS] 0araTopiyHOTO O€3MEePEepBHOIO MPOIECY MY3UYHO-ECTETHYHOTO
BUXOBaHHS Ta YCITIIHOI coIliaji3armis oCOOHMCTOCTI Ha IIi€l OCHOBI; HAOyTTS
BMIHHS CIIUJIKYBAaTHCS 3a JIOMOMOTOI0 MY3WKH, CHIBIPAIIOBATH B TBOPUYHX
KOJICKTHBAX TOIIIO;

HaOyTTS KPUTHYHOTO MHUCIIEHHS, BHUITYKAHOTO MY3WYHO-ECTETUYHOTO CMaKYy,
HAaKOMMWYECHHSI JIOCTAaTHBOTO MY3WYHO-ECTETHYHOTO JIOCBITY 3 METOIO



(opMyBaHHS BMIHHS PO3PI3HATH BUCOKE 1 HU3bKE B MY3HIIl, PO3BUTKY MOYYTTS

MIPEKPACHOTO SIK Yy MUCTELITBI, TaK i B HABKOJIUIIHBbOMY cepeoBuii (Tam camo).

OCHOBHOIO MY3MYHOIO HaBYaHHA Ta MY3HMYHO-€CTETUYHOTO BHUXOBAaHHS
CyyacHUX [iTed Ta MmiANITKIB Mae OyTh cTBOpeHHA B 3akiagax 3CO mneBHUX
negaroriyHux yMmoB (o 1[3tonb, 2023, c. 32), cepen IKuX, 3a3HAYUMO:

aKTHBI3allll0 TBOPYO-IMI3HABAJIBHOI MISVIBHOCTI Y4YHIB; CTBOPEHHS CHTYallli
YCHIIIHOCTI, K ypOKaxX, Tak ¥ MiJ Yac mo3aypouHOi poOOTH; 3aCTOCYBaHHS
AKTUBHMX Ta IHTEPAKTHUBHUX METOJIB HaBYaHHS; po3poOKa Ta peanizaiis
XYA0XKHO-TBOPUYHUX MTPOEKTIB,;

- PO3BHUTOK TBOPYUX 3/110HOCTEH Ta KPEaTUBHOCTI, 30KpeMa CTBOPEHHS YMOB JIJIsI
OpUTIHANBHOI IHTEpHpeTalii MY3MYHHUX TBOpIB, IMIIPOBI3aIlll, MY3UYHOTO
EKCIIEPUMEHTYBaHHsI, CTBOPEHHS BIACHUX TBOPIB TOIIIO;

- 0013HaHICTh B cepi HALlIOHAITBHOT Ta CBITOBOT MY3UKH, 30KpeMa O3HAHOMIICHHS
3 PI3HOMAHITHUMH MY3UYHUMHU CTHWJISIMHU 1 KaHpaMu, opraHizailis My3UuYHHX
KOHKYpCiB, (peCTHBaIIB, MOJOPOKEH; BIABIAYBAHHS KOHIEPTHO-TEATPAIBHHUX
yctanoB toiio (I'o I[3toub, 2023, cc. 73-74);

- CHCTEMHE BUKOPHCTaHHS 1HHOBAlliMHUX IMEJaroriyHUX TEXHOJIOTiH, 30KpeMa
TEXHOJIOT1A  MHCTEIbKOI  1HHOBAaTUKH  (MYJIbTUMEIIMHUX, IMEPCUBHHUX
TEXHOJIOT1i, KOMIT IOTEpPHUX MporpaM [jisi 0OpoOKH Ta CTBOPEHHS MY3HKH,
IHTEpHET-PECypCiB TUISt 11(0)113%°9% MY3UYHO1 iHbopmarii
tomro) (Pemopers, 2022, c. 8);

-  MDKIOpeJMETHA IHTerpallis: IMO€JHAHHS MY3UKH 3 IHIIMMH HaBYAIBHUMU
mpeaMeTaMHu, 30KpeMa 3 JIITepaTyporo, iCTOpi€r0, 00pa30TBOPUYUM MHUCTEIITBOM,
¢izuuHOIO KyapTyporo Tomo (I'o [I3rons, 2023, ¢. 100).

OTxe, My3UYHO-€CTETHYHE BHUXOBAaHHS IIKOJSAPIB B yMOBax iH(GOPMAIIHHOTO
CYCIIUIBCTBA € CKJIaAHUM 1 OararorpaHHuM mporiecoM. J[ns #oro edexTuBHOI
peamizarii HEOOXiTHO CTBOPIOBATH CIHEIialibHI TI€AAroridydHi yMOBH, TIOCTIHHO
OHOBIIFOBAaTH 3MICT 1 METOAM HaBYaHHS, BpPaXOBYBaTH BIKOBI Ta I1HIWBIIYyaJbHI
0COOJIMBOCTI KOKHOTO Y4YHS, @ TAaKOXX CHUCTEMHO Ta IMPaBHJIBHO BUKOPHCTOBYBATH
MPOAYKTHBHI TEXHOJOT1i MHUCTEIbKOT 1HHOBATUKH. Takuil MiAXiJA TOTIOMOXKE
chopMyBaT y MOJIONI AOCTAaTHIO MY3UYHO-€CTETUYHY KYIBTYPY, SKa JO3BOJIHUTH iM
MOBHOI[IHHO KUTH 1 TBOPUTU B CY4aCHOMY CBITI.
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®OPMYBAHHS BOKAJIBHO-ECTPAJTHOI
KYJbTYPU JIIOJJUHHU B YMOBAX 3MIHU CBITOBOI'O
COULIAJIBHO-KYJbTYPHOI'O CEPEJOBUIIA TA TJIOBAJI3AILLLL

dopmyBaHHS BOKaIbHO-€CTPATHOT KYIBTYpH Cy4acHOT TIOAMHN B YMOBaX 3MiHH
COITiaIbHO-KYJIBTYPHOTO CEPEIOBHINA Ta MOTTHOJCHHS II00ai3aitHuX MpoIeciB Ha
TYyMKYy 0arathb0X HAyKOBI[iB PI3HUX KpaiH € HaJA3BHYAWHO aKTyaJbHUM TUTAHHSM B
MpoIleci OHOBJICHHS BCECBITHBOTO KYIBTYPHOTO MPOCTOpYy. BypXxnmmBuii po3BHUTOK
IHHOBAIIMHUX TEXHOJOTIi, 3MiHa CBITOBOrO My3u4Horo manmmadry, nudpona
TpaHchopMaIliss My3WdHOT OCBITH, 30KpEMa BOKAJIHHOTO Ta BOKAJIHHO-ECTPATHOTO
BUKOHABCTBA, [o0Oami3alis MYy3WYHUX CTUJIIB Ta >KaHPIB, a TaKoX HEOOMexXeHa
JOCTYITHICTh BEJIMYE3HOTO 00CITY MY3UKH, OCOOJIMBO JIETKOI — €CTPaHOI Ta JIKa30BO1
MY3UKH 3aBISIKM IHTEPHETY Ta COIIaIbHUM MepeKaM, CTBOPIOIOTh HOBI BUKIIUKH JIJIS
TpaauIliitHOI BoKajabHOT meaaroriku. CIocTepekeHHsI Ta OMUTYBAHHS JOBOISTH, IO
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BEJIMYE3HOI MOMYASPHOCTI BOKAJIBbHO-€CTPAJHOI MY3MKHM B HHUHIIIHBOMY CBITI
CIPUSIIOTH, 1110 HaiMEHIIIe, 1Bl 00cTaBUHU. PO3MIssHEMO X JeTalbHiIIe.

Ilo nepiue, € 6araro nroaeH, skl 3100yau MpogeciiiHy OCBITY B PI3HOMAHITHUX
rajxy3sx, He TIOB’ sI3aHUX 3 MUCTEI[TBOM, aJI€ 3 4aCOM BIIUYJIH OTPEOY B «CIUIKYBAHH1»
3 My3uKkoro. BoHu 0a)kaioThb OTpUMAaTH MEBHI 3HAHHS W YMIHHSA B c(epl My3UUHOIrO
MHCTEITBA Ta MPArHyTh JI0 MPAKTUYHOTO MY3UKYBAaHHS — CIIPUAHSTTS, BUKOHAHHI Ta
HaBITh CTBOPIOBaHHS MY3WKH. Yactime iaerbcs mpo OakaHHS JIIOACH OBOJIOMITH
MUCTEHTBOM cHiBy. Bokan, 30kpeMa, ecTpaaHuili BOKaj, y Hall Yac IMO-MpaBy
BBAXKAETHCS HAUOUIBII MOLIMPEHUM Y CBITI BUAOM MY3UKYBaHHS, K JJIs1 PO eCciiHnX
apTHUCTIB, Tak i /i amaropis. Llel HampsiMOK He MOTpedye 3HAYHOTO MaTepiaTbHOTO
3a0€3MeUeHHs Yy BUIVISAAI KOIITOBHUX MY3WYHUX I1HCTPYMEHTIB, CIEHI1aJIbHOTO
oOnasiHaHHS TOIIO. 3ayBaXKMMO TaKOX, [0 OararopiuHa MpakTUKa 3aKIajiB 3arajJbHol
cepeaHboi OCBITH Oararb0X KpaiH CBiTY, MPEICTaBICHA B MIXHAPOTHOMY HAyKOBOMY
JUCKYPC1, TOBOAUTH, «II10 HAWOUIBII HAIHHUM, 3araJIbHOAOCTYITHUM Ta 0araTopidyHo
NEPEBIPEHUM CTOcoOOM (opMyBaHHS MY3WYHOI KYJIbTypW MITEH Ta NIAIITKIB €
HaBuyaHHa ix cmiBy (®enopeup, Yxan dan, 2024, c. 276). CyvacHi HaAyKOBIII
HiITBEP/KYIOTh, IO BOJOMIHHS «BOKaJbHUMH HaBHYKAMH € CAMHH TPOCTHH i
JOCTYITHUHN NIISX O HAWOUIBII AEMOKPAaTUYHOTO BUY aKTUBHOTO MY3UWKYBaHHS, 1110
OTPUMaB BEJIMUE3HY MOMYIAPHICTh Y cydacHoi Mosioai» (Croit Cinwkoy, 2023, c. 72).
OnuTyBaHHS 1OBOIATH, IO BEJIMKA KUTBKICTh MIKOJISPIB YKpainu Ta Kutato B Hamn yac
«BI11al0OTh TIEpPEBAry BOKAJbHOT MY3HIll, ... MPIIOTh HABYUTHUCS rapHOMY cIiBy» ([en
IOitkans, 2023, c. 5).

[To-npyre. IloBcrogHe TMOMUPEHHS B CBITI €CTPaJHO-BOKAJIBHOI MY3UKH
OB’ S3aHO TAKOXK 3 TMONIMOJCHHSAM MIOOAMIZAllIMHUX IPOIECci, M0 3HAYHOI MIpOI0
MOJICTIITYE B3aEMHUN OOMIH MOMYJISIPHOIO MY3WUYHOIO IIPOAYKIIEI0» MK KpaiHamw,
perioHaMu Ta, HaBiTh, KOHTMHEHTaMHU. Y TEpIIy dYepry, WIeTbcs Mpo eCTPagHo-
BOKaJIbHI TBOPH, PO3PAXOBAHI «HA HEBUOATTIMBUIN XyJ0XKHINA CMaK B CHITY JIOCTYITHOCTI
COPUMHSITTS 4Yepe3 HEeXUTPY MEIOi0, TaHIIOBAIBHUA PHUTM, €JIEeMEHTapHY
TrapMOHINHY OCHOBY, OMU3bKY ... TeMaTuky TekctiB» (['o [[3tons, 2023, c. 132). Taki
TBOPU BOKAJIBHOI JIIPUKH — TICHI, 3aBASKH OJJHOMAHITHOI pUTMIUHO1 mynbcairist (beat)
Ta TPOCTOMY, aj€ POMAHTHYHOMY 3MICTy TEKCTiB, € OUIbII JOCTYTHUMH JO
COPUHHSTTS IHMPOKAMU BEPCTaMH MY3MYHUX aMaropiB Pi3HUX KpaiH — IOIAbMH,
OUTBIIICTh 3 SKUX CBO€YACHO (y IMIKUTPHOMY Billl) HE OTPUMAJIH JIOCTATHIO MY3HYHY
OCBITY, 30KpeéMa 3arajibHy MY3W4YHY OCBITY, HE JI0 KIHI[I 3pO3yMUIH CIIPaBXHIO
IIHHICTh XYIOKHBOT CHAIIIUHA HE TUIBKM KJIACHYHOI Ta HApPOAHOI MY3HKH, alie |
€CTPaJHOI MY3UKH, HE MAIOTh JOCTATHHO PO3BUHYTOTO MY3HMYHO-ECTECTHYHOTO CMaKy
Ta KPUTUIHOTO MHUCIICHHS.

B Ham wac, B ymoBax 3MiHU COIIQIBHO-KYIBTYPHOTO CEPEIOBHUINA Ta
MOrMOJIEHHS I00ai3alifHUX MPOIIECIB, SIK JITH, TaK 1 JOPOCIl «OTPUMAJIH JIETKUH,
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IIBUAKANA Ta HEOOMEXEHHUI TOCTYI 10 My3UYHOTO KOHTEHTY PI3HOMAaHITHUX KaHPIB 1
CTWIIIB, aJle JAJeKO HE 3aBKIU HAJEXKHOI XyJOKHbO-€CTETUYHOi skocTi» (YeHb
Xamnnei, 2024).

Ha nam mormsin, o3HadeHa OOCTaBMHA HE HaMKpalluM YWHOM BIUIMBAE Ha
(dbopMyBaHHSI BUCOKOT BOKAJIBHO-€CTPAJAHOI KYJIBTYPH CydacHOI JitonuHu. Tomy, mepen
CHUCTEMOI0 MY3UYHOI OCBITH, OCOOJUBO MEPe]l CUCTEMOIO 3arajibHOi My3UYHOI OCBITH
Ta YYUTEISIMH MY3UYHOTO MHCTEITBA CTOITh CKJIQJIHE 3aBIaHHS MIiJBUILCHHS PIBHS
03HAYCHOT KYJIBTYPH IIKUTLHOT MOJIO/I1 3aBASIKH CTBOPEHHS BIJMIOBITHUX MEAArOTTYHUX
YMOB, TIOB’I3aHUX 3 MOJICPHI3aI[I€}0 MUCTEIILKO-OCBITHHOTO MPOILIECY, 3aCTOCYBAHHSAM
OUTBII MPOAYKTUBHUX METOAMK Ta TEXHOJIOT1H MUCTEIbKOT IHHOBATHUKH.

Bapro 3ayBakutu, mo mnpobisema ¢GOpMyBaHHS BOKAJIbHOI Ta BOKAJIBHO-
€CTpajHOi KYIbTYpHU SIK AIT€H, Tak W JOPOCIHMX, HE € HOBOI B MDKHAPOTHOMY
HAyKOBOMY JMCKypci. [l TIpHMCBSUEHO BenMKa KibKICTh HAyKOBMX Ta HAyKOBO-
METOAMYHMX Tpanb yueHux Oaratbox kpaiH (I. boOyn, A. Boiiko, A. boituyk, A.
bounapuyk, JI. Bapnascbka, M. BiktopoBa, b. I'aBpuk, €. [Ixynaii, H. [Ipoxokuna, O.
3aB’sinoBa, T. Kabmosa, T. Kynara, O. Mamukina, C. Manbko, B. Hukutun, H. Onimyk,
JI. Ocranenko, B. Pomanyupkuii, H. Cerena, B. Cepreesa, O. Cmerana, Croii CiHukOY,
B. Tkauenko, Yenp Xannei, Yxan @an, JI. Yopua, O. SIHeHKo Ta 1H.). AJe, y 3B’ 3Ky
31  IMBUAKAMHA  3MIHAaMH  CBITOBOTO  COIIaJbHO-KYIBTYPHOTO  CEpPEIOBHIIA,
nonTMOJIEHHSAM TIo0ai3aliiHuX TpoleciB Ta (HOPMyBaHHSM HOBOTO MY3UYHOTO
naHAmadTy, O3HaueHa Tema TMOoTpedye MOCTIHHOTO JOCTIIKEHHS, BHBUYEHHS
MO3UTUBHOTO MDKHAPOJHOTO JOCBIIY, @ TAaKOXK PO3POOKH Ta OMPUIIIOMHCHHS Ha Ii€l
OCHOBI TPOAYKTUBHUX IHHOBAI[IMHUX METOAMK Ta BIAMOBIAHUX MY3UYHO-
[IEIArOTrTYHUX TEXHOJIOTIA.

Jlitepatypa

I'o [I3tonb. (2023) IligroroBka MaiOyTHIX Yy4YWUTENIB MY3WYHOTO MHUCTELTBA 0
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K.J. Yomnacekoro, Oneca. http://dspace.pdpu.edu.ua/bitstream/123456789/178
91/3/Go.pdf
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C8IMOosI MmexHo02ii, asmopcwki ioei, mpaduyii i Hosamopcmeo», (cc. 176-182).
Ogneca.

Yenr Xanneil. (2024). dopmyBaHHA MY3UYHO-€CTETUYHOI KYJIbTYPH YYHIB
MUCTEUBKUX IIKUI B MpOIEce BOKaJbHO-XOpoBOi miarotoBku. (Ksamid. poO.
Mmarictp.), [THITY imeni K. JI. Ymuncskoro. Oneca.
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3100yBa4 TPETHOrO (OCBITHBO-HAYKOBOT'O) PIBHIO BUIIOT OCBITH
I3 «IliBnenHoykpainchbkuii HarioHansHUM negaroriyHui
yHiBepcUTeT iMeHi K. JI. YIIMHCBKOro»
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METOJUYHI OCOBJIMBOCTI BOKAJIbHO-BUKOHABCBHKOI
CAMOPEI'YJISLIL B YMOBAX KOHIEPTHOI'O BUCTYITY

Anomauia. Oxapaxmepuszo8aHo CYeHiYHUL CNi8, AKUL € He MITbKU BUPAHCEHHM
BHYMPIUHIX eMOYIll 3a 00NOMO2010 BUKOHABCLKUX HABUUOK, dJle Ul 30aMHICMIO GilIbHO
cnieamu 6 KOHYEPMHUX YMOBAX HA 6UCOKOM) PDIBHI BOKAIbHO-6UKOHABCHLKOL
camope2ynayii. I3 no3uyiu ncuxoo2ii UCBIMAEHO NPUYUHU HEPBO3HOCMI CHIBAKA HA
cyeni. 3anponoHo8arno memoou i 3acodou YCyHeHHs Hanpyeu 8 eKCMpeMalbHUx yMo8ax
KOHYEPMHO20 6UCHIYNY.

Knrouoei cnosa: cnis, nanpyea, emoyii, ncuxonoz2is, memoou i 3acoou 0KAIbHO-
BUKOHABCHLKOL CaMOpecyIAYIL.
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Ban CIHb

3100yBad TPETHOTO (OCBITHBO-HAYKOBOTO) PIBHIO BHIIOT OCBITH
I3 «IliBnenHoykpainchkuii HarioHansHUM niegaroriaHui
yHIBepcHUTeT iMeHi K. J[. YImuHChKOTro»

MY3NYHO-CTUJIbOBA KOMIIETEHTHICTD YYHIB MUCTELIBKHUX
HIKIJI K OCHOBA XYAOXHBO-ECTETHYHOI'O BUXOBAHHA

CydJacHa OCBITHSI CUCTEMa BUMAarae BJIOCKOHAJICHHS Ta PO3POOKH HOBUX METO/IIB
BUKJIaJIaHHS B IIKOJIaX MHUCTENTB. OCOOIMBY BaKJIMBICTh CHOTOJHI HaOyBalOTh TakKi
MAXO/H, SIKI HE JIUIIIE TIePEeIatoTh yUHSIM 3HAHHS, BMIHHS Ta HABUYKH, aJie i CIIPUSIOThH
[IMOIIOMY YCBIIOMJICHHIO HaBYaJILHOTO MaTepiay. [Ipoiiec cipuiftHATTS MUCTEIBKUX,
30KpeMa My3W4YHUX, (peHOMEHIB Mae cBOi ocoOmmBocTi. My3uuHi 3BYKOBI 00Opasu
BIJIPI3HAIOTHCSL 0araronrapoBiCTIO, BapiaTMBHICTIO Ta MIHJWBICTIO, MO0 POOUTH iX
YCBITOMJICHHSI CKJIQJHUM IPOIECOM IS YUYHIB MIKUT MUCTENTB. Y 3B’SI3Ky 3 IIUM B
MUCTEIBKIN TIefaroriiii BUHUKAE TOTpeda B PO3pOOI METONMK, SKI JTOTIOMOXKYTh
VYHSIM JJOCSITTH KOMIUIEKCHOTO 1 TOYHOTO PO3YMIHHS MY3HUYHHX SIBUIII, OCOOIIMBO Yepe3
PO3BUTOK MY3UYHO-CTUIIHOBOT KOMIIETEHTHOCTI.

®opMyBaHHS MY3UYHO-CTUIIBOBOI KOMIIETEHTHOCT! YYHIB IIKiJ MUCTELTB Ma€e
CBOI0O HENOBTOpHY crnenudiky. OCATHEHHS MY3UYHHUX SBUI] Kpi3b MNPUIMY
CTIITICTUYHUX OCOOJTMBOCTEH MIAMOPSIKOBYETHCS TIEBHUM 3arajbHUM TMPUHIIUATIAM,
JOTPUMAHHS SKUX CIPHSE MIBUINCHHIO PE3yTbTaTUBHOCTI XyA0KHBO-ITI3HABAIHHOT
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JISUTBHOCTI JIT€d 1 PO3BUTKY IXHBOIO TBOPYOIO MHUCIEHHS. Y4YHI, SKI BMIIOTb
aHaJ3yBaTU Ta IHTEPIPETYBATH MY3UUYHI TBOPH 3 MO3UIIIT CTHIIIO, 31aTHI CTBOPIOBATH
HOBI, OpPWIIHAJbHI TPAKTYBaHHSA, JIEMOHCTPYIOUM IJUOIIE PO3YMIHHS MY3UYHOI
CHaIIUHU.

My3u4yHU CTUIIb MOXKHA PO3IVISIATH SIK CKJIQJHY OararoriapoBy CHUCTEMY, IO
MOEIHYE XYIOKHE MMCIICHHS IHAMBIAA 3 PI3HOMAHITHUMU MY3UYHMMH 3aco0aMu
BUpa3HOCTI. BiH popmyeThes il BILTMBOM SIK COLIIAIbHO-ICTOPUYHUX OOCTaBUH, TaK 1
IHAUBITYaTbHUX TICUXOJIOTIYHUX (PAKTOPIB, IO TO3BOJSE BTUIMTH 11€MHO-00pa3HUiA
3MICT MY3UYHOTO TBODY.

Y HamoMy IOCHiIPKeHHI KOMIIETEHTHICTh TPAKTYEThCS SK CYKYITHICTh 3HAHb,
YMiHb 1 HABUYOK, 110 B1I0Opa)karoTh piBEHb PO3BUTKY 3JaTHOCT1 CIIPUHAMATH MY3UKY
PI3HUX CTUJIIB, PO3II3HABATH iX XapaKTEpHI1 O3HAKH, & TAKOXK 3/1MCHIOBATH CIyXOBUM
KOHTPOJIb Ta OI[IHIOBaTH BTUICHHS CTHJIBOBUX OCOOTMBOCTEH Yy BHKOHABCHKIiH,
KOMITO3UTOPCHKIN UM CIyXalbKid AISUTBHOCTI.

My3HYHO-CTHIIFOBOIO ~ KOMIIETCHTHICTIO ~ YYHIB ~ MHUCTCIBKHUX  IIKIT €
IHTErpaTUBHA SIKICTh, 110 XapakTepu3ye HaOyTi 3HAHHS, BMIHHS 1 HaBUYKHA WIOJO
CHPUAHSATTS, PO3YMIiHHS Ta BTUICHHS CTHUIBOBHX OCOOJMBOCTEH MY3HMYHHUX TBOPIB
(Ammxmina, Ban Cinb, 2024 , c. 13).

[I1 KoMIEeTeHTHICTh (OPMYEThCS MPOTATOM YChOTO IMEpioAy HaBUaHHS B
MHCTEILBKiH MIKOTi Ta € pe3yTbTaToM KOMILIEKCHOI poOOTH BMKIajadiB i yuHiB. [i
(opMyBaHHSI CHOHYKAa€ AiTell O TBOPYOIO CAaMOBHMPAXKEHHS Ta CIpPUSA€E HE JIMLIE
PO3BUTKY B HUX MY3MUYHHUX 3110HOCTEH, a M 3arajJbHOMY XyAOXXHbO-€CTETUYHOMY
BUXOBAHHIO.

Y  paMKax  XyIO)KHbO-€CTETUUHOTO  BUXOBAaHHA  MY3UYHO-CTHJIbOBA
KOMIICTEHTHICTh BIIrpae KIIOYOBY pOJIb, OCKUIBKM CaMe€ uYepe3 OIlaHyBaHHS
CTHJIICTUYHUX OCOOJIMBOCTEH MY3WYHHMX TBOPIB PI3HUX €MOX 1 JKaHPIB Y4HI
PO3BUBAIOThH 3/IaTHICTh O CHPUUHATTS ¥ OIIHKKA XyHOXHIX TBOpPiB. Takwii mimgxin
JI03BOJISIE BUXOBATH B HUX XY/I0’)KHbO-ECTETUYHHUM CMaK, «UyTIMBICTHY 1O KYJIBTYpHOI
CHAIIIMHA TA 34aTHICTH A0 MIMOIIOro M3HAHHA MUCTELLKAX SBUIIL.

My3U4HO-CTHIIHOBAa KOMIIETEHTHICTh CTA€ OCHOBOIO JIJISI PO3YMIHHS 3B’ SI3KY MIXK
MY3UKOIO Ta IHIIMMM BHJI@MU MUCTELTBA, & TaKOXX MIDK OCOOMCTUMHU XyHOXKHBO-
€CTETUYHUMH BIOJOOAHHSIMU 1 3arajbHONIOACHKUMHU IIHHOCTAMHM, IO POOUTH Il
IpOLEC HEBIA €MHOIO CKJIAJ0BOIO ILUIICHOTO XyAOKHBO-€CTETHYHOTO BHXOBAaHHS

VYHIB.

Jlitepatypa

Aumxwmina, H., Ban Cisb. (2024). My3u4HO-CTHIIBOBA KOMIICTCHTHICTh YYHIB
MHCTEIBKUX IIKUI: CYTHICTh MOHATTA. [lis0eHHOVKpaincbKi mucmeywvki cmyoii,

2(5), 11-14. https://doi.org/10.24195/artstudies.2024-2.2
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CYTHICTB IOHATTA
«PI3HOCTHUJIBOBI BOKAJIbHI HABUYKW)»

BokanbHe MHCTENTBO € OJHUM 13 HAWBaKIMBIMIMX aCMEKTIB MY3UYHOI
KYJABTYPH, IIO0 OXOIUTIOE 0€31114 CTHIIB 1 kaHpiB. KoxkeH My3WuHUN CTHJIb BHUMarae
cnenupiYHUX BOKAJIbHUX HABUUOK, SIK1 BITOOPaXalo0ThCs y TEXHIII BUKOHAHHS, MaHep1
CIIBy Ta IHTEpIpeTaiii MYy3WYHOrO TBOPY. Y TIbOMY KOHTEKCTI TOHSTTS
«PI3HOCTHJIbOBI BOKaJIbHI HABUYKW)» MA€ BAXIIMBE 3HAYCHHS JIJIT BUKOHABIS, OCKLTBKH
BOHO OXOIUTIOE IIMPOKUHN CIEKTp yMiHb, HEOOXINHMX JJii BUKOHAHHS BOKaJIbHOI
MY3UKH B PI3HUX CTUJICTUYHUX HAIPSIMKaX.

[Tin pi3HOCTUILOBUMHU BOKAJIBHUMU HABUYKAMH PO3YMIIOTh CYKYIHICTh
(doHaIIHHO-TEeXHIYHUX 1 BUKOHABCHKO-BUPA3HUX MPUHOMIB, IO BUKOPUCTOBYHOTHCS
BOKAQJICTOM Yy TBOpax, PI3HUX 3a MY3WYHUMH CTWIAMU. OBOJOAIHHS TNEBHUM
KOMITJIEKCOM HAaBUYOK JTO3BOJISIE CIIBAKY IIBHUIKO aJaNTyBaTUCS 10 PI3HUX MY3UUHUX
BUMOT, BKJIIOUalOYHd OCOOJIMBOCTI 3aCTOCOBAHOI BOKaJbHO-(DOHAIIHOT TEXHIKH,
MaHepy TIIofadi 3BYKY Ta BiOOpaKeHHS TOHKOIIIB XYJIOXKHBOTO HampsaMy W
IHAUBITYaJbHOTO CTHJII0 KOMIIO3UTOpA Y TMpOIeCi BHUKOHABCHKOI 1HTEpmpeTarrii
BOKaJIbHUX TBOPIB.

XapakTepu3yroun CKIagHI i €MHI TOHSTTS «MY3UYHUN CTHIIB» 1 «BOKAJIBHO-
BUKOHABCHKHI CTHJIbY», BHOKPEMUMO JeKiTbKa IMIX0MIB A0 iX kinacudikarii. [Tepm 3a
BCE, II€ ICTOPUKO-KYJABTYPHHUM ITiIXiJ, BIATOBIAHO JI0 SKOTO ICTOPisl CTAHOBJICHHS
BOKaJIbHOTO MUCTEITBA PO3MIISIAETHCSA 3 MOMISANY THUIOBHUX JIJIi TIEBHOTO YacOBOTO
Mepiony XyI0KHbO-CCTETHYHHUX 1JIeH, MY3WYHHX MOBJICHHEBUX 3ac00iB, *KaHPIB 1
¢dbopM, 1110 TaHyBaJIH B TOW YH 1HIIINAN Yac.

[To-nmpyre, 11€ HaIIOHATBLHO-KYJIBTYPHI CTHJII, HA OCOOJIMBOCTI SIKUX BILTUBAIOTH
reorpadiqHO-KIIMaTHYHI YMOBH, TEMIIEPAMEHT 1 MEHTAIITeT TEBHOTO E€THOCY,
BJIACTUBI OMY MOBa, (POpPMHU CHIJIKYBaHHSI, MUCTEIbKI, 30KpEMa MY3U4HI, Tpagulii
TOIIIO.

Kpim TOro, BHUIAUIAIOTH CTUIBOBI OCOOJMBOCTI XYIOXKHIX HampsMiB 1
IHAUB11YaJbHO-CTUILOB1 PUCH B TBOPUYOCTI TAJIAHOBUTUX KOMIIO3UTOPIB.
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[HIIMHA MAXID CTOCYEThCS PO3MNOAULY BChOTO BOKAJIBHO-TBOPUOIO 3100YTKY
JIIOZICTBA HA HAPOAHMI, aKaIeMIYHUMN 1 pO3BaXkalbHO-eCTpagHuM pisHOBUAN. KoxeH 13
HUX TAKOXK MICTUTh PI3HOMAHITTA >KaHpPIB, (POPM 1 CTUIILOBUX PI3HOBHUIB. Tak, y ramysi
aKaJeMIYHOTO BOKATy BUJIUISIOTh TaKl PI3HOBHUIM, IK KAMEPHUIA, ONIEPHUMN 1 KAHTATHO-
opatopiajdbHUM, a 3 HUMHM — 1 BIANOBIJHI BUKOHABCHKI cTHiIl. Cepesl po3BakaabHUX
TBOPIB BUPI3HAIOTH €CTPAJHUM CITIB, J1Ka3, (POJIK, pOK, MOM Ta 1HIIII.

OTxe, KOXKEH BOKAJIIbHUM CTWUJIb Ma€ CBOI XapakTepHlI OCOOIMBOCTI, SKi
noTpedyloTh OBOJIOAIHHS cHeupIYHUMU M[pUHOMaMH 1 3aco0aMHu BOKaJIbHOIO
IHTOHYBaHHS, 110 BIJMOBIIal0Th BUMOTaM BUKOHAHHS IEBHUX TBOPIB.

Krnacuynuii Bokas BuMarae JOCKOHaJI01 TEXHIKHA BOJIOIHHS TOJI0COM, 30KpeMa y
chepl nuUXaHHS, PE30OHAHCIB Ta APTUKYIALIi, 31aTHOCTI BUKOPHUCTOBYBATH pi3HI
TOJIOCOBI PETICTPU B €AUHINA TeMOpoBii (apOi, BOJIOAIHHS OararTCTBOM JUHAMIYHUX 1
IMITPUXOBHUX MpUHOMIB. BoKaicTH, 10 BUKOHYIOTh KJIACHYHI TBOPH, MOBHHHI MaTH
JOCKOHAJIC IHTOHYBAHHSI, TAPHY JIUKIIIIO, a TAKOXK.

JIns ecTpajiHOTO BOKATy XapaKTepHa siCKpaBa eMOoIliiiHa BUPA3HICTh, 37aTHICTh
3[IACHIOBATH BIPTyaJIbHUI KOHTAKT 13 CIyXauaMH, Iepearoun HIOUTO BIACHI MOYYTTS
il mepeXxuBaHHA Yepe3 BOKAJIbHE BUKOHAHHSI.

om0 Takoro pi3HOBHAY, SK «(OIK», BapTO 3a3HAYUTH, IO HAPOJHA MY3MKa
PI3HUX KYJABTYp Ma€ CBOi OCOONHBI BOKajbHI Tpajuiii. Y (OJBKIOPHUX CTHIISAX
BOKaJbHI HaBUYKUM MOXYTh BKIJIIOYaTH MPHUPOAHE 3BYYAaHHS TOJOCY, BUKOPUCTaHHS
crienuGiYHUX IPUHOMIB, TaKUX K OUTHN Tonoc (psMuii, HeoOpoOIeHUIt ToI0C) abo
JEKJIaMaIiiHUi CIIiB.

JIka30BHil BOKaJl XapaKTEPU3YETHCA IMIIPOBI3AIIMHICTIO, HECTaHIAPTHUMU
PUTMIYHUMH MTOOYI0BaMH Ta CKJIAIHUMH MEJIOIIMHUMU JiHIIMHU. BokanicTh mOBHUHHI
JIOCKOHAJIO BOJIOAITH MOYYTTSIM CHHKOIIOBAHOTO PUTMY, CBIHT'Y Ta OyTH TOTOBUMH [0
eKCIIEpUMEHTIB 3 TapMOHIEI0 W 1HTOHAINIE€IO, 1X IMIPOBI30BAHOTO BAapiIOBAHHS SK B
IHAWBITyaJbHIN, TaK 1 B KOJEKTUBHINA (pOopMax BUKOHABCTBA.

Oco0arBO MONYISIPHUMHE B Cy4aCHOT MOJIOZ1 € TBOPH Y CTHIII «pOK». BokamicTy,
SKI CITIBAIOTh POK, 3a3BHYail BHKOPHCTOBYIOTH TEXHIKH, IO JIO3BOJISIOTH JIOCATATH
CHJIBHOTO, TOYAaCTH — MAaKCHUMAaJIbHO PI3KOTO 3ByYaHHs, HACHUEHOTo TeMOpy Ta ioro
«Tepenagny i CBOEPIIHI TEXHIYHI IPUIOMHU, K1 TOTPEOYIOTH BUTPUBATIOCTI TOJIOCY.

OBoNONiHHS PI3HOCTUILOBUMHU BOKAJTHPHUMHU HaBUYKAMHU 0a3y€ThCS HAa KUTBKOX
KIIIOUOBUX KOMIIOHEHTaX, fKi 3a0e3MeuyloTh BOKAJICTY MOXJIMBICTh BHUKOHYBAaTH
MY3HUKY PI3HUX CTHJIIB. [OOBHHI 3 HUX — 11€ THYYKICTh FOJIOCY: BOKAJICT Ma€ BMITH
aJanTyBaTH CBIid TOJOC BIATOBIAHO 1O BUMOT pI3HUX CTWJIB, BiJl JIETKOTO,
HEHAIpPY>KEHOT0 3ByYaHHs y TBOpax CTUIiB PeHecaHcy i panHboro bapoko 10 BMIHHS
JocsiraTy ApamMaTu3My B TBopax cTwito Bepusmy, Excnpecionizmy, MogepHy Tomio.
[Ile 6111 BITMIHHUMHA € BUKOHABCHKI 3aCO0H, SIKIIIO CIIBaK 0a)ka€ HABUYMTHCS CITIBATH
SK Y KIIACHIYHOMY, TaK 1 B €CTPaIHOMY JKaHPaX.
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OTxe, UIsl OBOJIOIHHS PI3HOCTHIIBOBUMH BOKAJIbBHUMHM HaBHUYKaMHU HEOOX1THO
KOMIUIEKCHO MIJXOAWTH JI0 HaBYaHHS, IOEIHYIOYM pPI3HI METOIMKH BOKAJIBHOI
miAroToBKU. IIpakTukyBaHHA CHIBY B pI3HUX CTHISIX Mae€ 3A1MCHIOBATUCS IIiJ
KEpIBHULITBOM JOCBIAYEHHUX MEAAroriB, 3amo0iraTv MepeHaBaHTAKEHHS TOJIO0COBOIO
amapary, OBOJIOJIHHSI 3/IaTHICTIO TEPEMHUKATHUCS 3 OJHOTO CTHJIIO Ha IHIIUNA, HE
BTpayaloyy NpU I[bOMY HalpalbOBaHUX B KOKHOMY 3 HUX BOKaJbHO-(OHAIINHUX,
BHUPA3HO-BUKOHABCHKHUX Ta CUEHIYHO-KOMYHIKaTUBHUX HABUYOK.
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Hen CINO€

3100yBad TPETHOTO (OCBITHBO-HAYKOBOTO) PIBHIO BHIIIOT OCBITH
I3 «IliBnenHoykpainchbkuii HartionanpHUM TiegaroriaHui
yHIBepcHUTeT iMeHi K. J[. YImuHCchKOTro)

MEJATOTTYHI IPUHIIATIA ®OPMYBAHHS
MPO®ECIIHO-CYB’CKTHOI O3 IIT MAMBYTHIX
MATICTPIB MY3UYHOI'O MUACTEIITBA B ITIPOIIECIT

BUKOHABCBKO-THCTPYMEHTAJIbHOI IZITOTOBKH

ChOrofHiIIHI CTYICHTH MalOTh YHIKaJIbHY MOXKJIUBICTH PO3BHUBATH CBOI1 TBOPYI
MOTEHIIIaJId, BIOCKOHAIIOBATH BUKOHABCHKY MAaWCTEPHICTh Ta OMAHOBYBATH TIIHOOKI
TeopeTruHi 3HaHHA. [llupokuii cHexTp chemiamizaiiidi — Bii BHKOHABCTBA [0
MY3WKO3HABCTBA — BIAKPUBAE TIEPEl HUMH JBEpPi 0 PI3SHOMAHITHHX Kap €pHUX
TpaekTopiii. OmHaK, 3a IHUMH MOXKJIUBOCTIMH BUHUKA€ BAXJIMBE MHUTAHHA: SK
chopmyBaT B MaOyTHIX MariCTpiB My3WYHOTO MHCTEITBA TaKy CyO’ €KTHICTb, SKa
J03BOJIUTh M HE MPOCTO AJanTyBaTHUCS JO MIHJIMBOTO CBITY, a W aKTHBHO WHOTO
TBOPUTH?

CydacHull MaricTp My3WYHOTO MHCTENTBa — II¢ HE JIMIE BHUKOHABEIb a0o
KOMITIO3UTOp, a ¥ JIOCHIIHUK, BHKJIaaa4, MeHeKkep. BiH moBuHeH OyTH TOTOBHH 10
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MDKIMCUMIUTIHAPHOT ~— CHIBMOpAIll, TMOCTIMHOrO HaBYaHHSA Ta  mOpodeciiiHoro
BJIOCKOHAJICHHS.

[IpodeciiiHo-Cy0’€KTHOIO — MO3MIIED  MaWOyTHIX  MAricTpiB  MY3UYHOTO
MUCTEUTBA € I1HJMBilyaJbHa IHTErpajbHa XapaKTEPUCTUKA OCOOUCTOCTI, sKa
3YyMOBJIIOE BU3HAYEHHS CHCTEMM IIHHICHUX TMPIOPUTETIB OCOOUCTICHOTO Ta
npoeciiHOro camMOycBIAOMJIEHHSI H CaMOpPO3BUTKY B IMPOLIECI BUKOHABCHKO-
IHCTPYMEHTAJBHOT AISIIBHOCTI, IO MPOSBISETbCA B MPOEKTYBAHHI 1HAMBIAYaJTbHUX
cTpareriii peamnizauii npodeciiiHoro muie noknagaHHs (Amwuxmina, Jlen Ciroe,
2023, c. 8).

BBaskaeMo, 110 MeqarorivHUMU MPUHIIATIAMH, SIKi CIIPUATUMYTh (POPMYBaHHIO
npodeciiiHo-cy0’€KTHOT TO3uIli MaiOyTHIX MariCTpiB MY3MYHOTO MHUCTEITBa B
IPOIIeCi BUKOHABCHKO-IHCTPYMEHTAJIBHOT MiJITOTOBKH €:

- npunuun cyd’eckmnocmi ma iHOugidyanvHocmi  (CpUsie  PO3BUTKY
CaMOCTIHOTO MHCIICEHHS, 1HAMBIAYaJdbHUX CTpaTerii Ta OCOOMCTICHOTO
NOTEHILI1aNly CTYACHTIB);

- npuHuun mixcoucyuniainaprocmi (3a0X04y€e CTYACHTIB JI0 PO3IIUPEHHS MEXK
CBOiX 3HaHb Ta HABUYOK, 3aJy4yalud [0 CIIBOpari 3 IHIUMH chepamu
MHUCTEITBA);.

- npunyun peghaexcii ma Kpumuuno2o mucienua (NIATPUMYE 3JaTHICTD
CTY[ICHTIB JI0 aHali3y BJIaCHUX JId Ta pe3yJbTaTiB, KPUTHYHOTO
NIEPEOCMUCIICHHS JIOCBIAY Ta BIIKPUTOCTI 0 HOBOTO, 1110 3a0€e3Meuye aanTalliro
710 3MiH);

- npuHuun inmezpauii meopii i npakmuku (OpiEHTY€E HAa TAPMOHITHE TIOE€THAHHS
TEOPETHYHHUX 3HAHB 1 TPAKTUYHUX HABUYOK, CIPUSIOYHN TJIMOIIOMY PO3YyMIHHIO
MY3WYHOT'0 MUCTEIITBA 1 MIBUIIIEHHIO P1BHSI BUKOHABCHKOT MalHCTEPHOCTI).
Otxe, (opmyBaHHs mpodeciiiHo-Cy0’ekTHOI mo3uIlii MaWOyTHIX MaricTpi

MY3UYHOTO MHCTEIITBA B TMPOIECI BUKOHABCHKO-IHCTPYMEHTAJIBHOI ITIATOTOBKH
noTpedye BIPOBAIHKEHHS KOMITJIEKCHOT CUCTEMU TMEJAarori9YHUX MPUHITUIIB, 110 CTaHE
3aMoPyKOI0 iX YCIHINTHOTO MPOECIHHOTO PO3BUTKY.

BaxnmBo 3a0e3neuuTH PO3BUTOK CAMOCTIHHOTO MHCIEHHS Ta TBOPYOTO
MOTEHINIAly CTYACHTIB, [0 CHOPHUITHME iXHHOMY YCIIITHOMY CTAHOBIEHHIO SIK
npodecioHamiB. AKIIEHT Ha MDKIUCITATIIIHAPHOCTI TO3BOJISIE M IHTETPYyBaTH 3HAHHS 3
pi3HUX cdep, MO PO3IMHUPIOE iXHI MOKIUBOCTI IJIs1 TBOpUOI MisnbHOCTI. Pedrnekcis i
KpPUTHYHE MHCIICHHS € HEOOXITHMMH JJIi CaMOaHaJl3y Ta ajanTaiii g0 3MiH y
npodeciitHili cdepi, mo 3abe3nedye iXHE MOCTIHE BIOCKOHAJEHHS. I apMoOHIliHE
MOETHAHHS TEOPETUYHUX 3HAHb 1 TMPAKTUYHUX HABUYOK TiJABUIIYE BUKOHABCHKY
MaiCTepHICTh 1 MUOIIE PO3YMIHHS MY3UYHOTO MUCTELTBA. Y Pe3yabTaTi, peanizalis
IIUX AaCMHEKTIB CHPHSE IMIATOTOBII KOHKYPEHTOCHIPOMOXXHMX (haxiBIlIB, 3JaTHUX
J0CSITaTH BUCOKUX PE3yNIbTaTIB.
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PROSPECTS FOR THE DEVELOPMENT OF THE USE OF PERCUSSION
INSTRUMENTS IN MUSICAL EDUCATION

Abstract. The paper examines the problem of ethno-cultural competence,
prospects for the development of the use of percussion instruments in musical
education.

Key words: formation of ethno-cultural competence, percussion instruments.

IHHEPCIIEKTUBH PO3BUTKY BUKOPUCTAHHA YIAPHUX
THCTPYMEHTIB Y MY3UYHIA OCBITI

Anomauin. YV pobomi  Oocniddcyemvcsi  npobaema  emHOKVIbMYPHOT
KOMNemeHmMHOCMI, NepCNeKMUBU PO3GUMK)Y UKOPUCMAHHS YOAPHUX IHCMPYMEHMIE
MY3UYHIU OCBIMI.

Knrowuosi cnoea: opmysanns emHOKyIbMYPHOI KOMNEMEHMHOCMI, YOapHi
IHCMpYMEeHmU.

In ancient civilizations such as Egypt, Greece, and Rome, percussion
instruments were widely developed and distributed. They were used in military
marches, religious ceremonies, and social events. Egyptian frescoes and ancient
mosaics depict scenes where musicians play drums and other percussion instruments,
indicating their important role in the culture of these civilizations. Percussion
instruments during this period became a symbol of power, strength and solemnity.

The Middle Ages and the Renaissance were marked by the further development
of percussion instruments. At this time, they became an integral part of court music and
folk festivals. European royal courts used percussion instruments for special events,
and at Folk Festivals, the sounds of timpani and tambourines created a festive
atmosphere. Percussion instruments contributed to the development of musical art and
cultural interaction between different social strata.
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In the XVII-XIX centuries, with the development of symphonic music,
percussion instruments received a new impetus for their development. They became an
integral part of orchestral compositions, where they were used to create a rhythmic
basis and dynamic contrasts. Composers such as Beethoven, Mozart and others actively
introduced percussion instruments into their works, giving them new musical colors
and emotional depth. Percussion instruments became an important element of
symphony orchestras, which contributed to their further development and
popularization (Nettl B, 2005).

The modern period was marked by a significant expansion of the use of
percussion instruments in various musical genres. With the development of jazz, rock
music and other modern styles, percussion instruments have gained a new meaning and
popularity. They have become a symbol of rhythmic freedom, experimentation and
creative expression. Today, percussion instruments are used in all musical genres, from
classical music to popular culture, and play an important role in music education. They
help students develop rhythmic thinking, coordination of movements and creativity, as
well as contribute to the formation of ethno-cultural competence through the study of
music from different peoples.

Thus, the historical development of ethno-cultural competence and percussion
instruments indicates their interconnectedness and importance for the formation of
cultural identity. Percussion instruments, due to their versatility and versatility,
contributed to the development of musical culture and ethno-cultural competence
among different peoples. This provides modern pedagogy with a unique opportunity to
use percussion instruments to form ethno-cultural competence among students,
enriching their musical education and cross-cultural experience (Montagu J, 2002) .

Ethno-cultural competence as a concept and phenomenon arose in the process of
evolution of societies and their culture. With the development of civilizations, there
was a need for understanding and interaction with different cultures, which led to the
formation of ethno-cultural competence. Initially, this concept had more
anthropological and ethnographic coloring, but over time its meaning spread to
education and upbringing. The study of other cultures contributed to the enrichment of
one's own culture and promoted intercultural dialogue.

Percussion instruments played an important role in the development of musical
culture of different peoples. They are among the oldest musical instruments used in
ritual and cultural practices (Nettl B, 2005).
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TO THE PROBLEM OF THE DEVELOPMENT OF THE PIANIST'S
ARTISTIC THINKING AS THE BASIS OF PERFORMING CULTURE

Abstract. The article is devoted to the problem of personal and professional
direction — artistic and figurative thinking, the development of which indicates the
spiritual and aesthetic level of a musician. It was determined that studying musical
works of various directions, styles and genres not only improves the pianist's
performance skills, but also activates artistic thinking, his ability to embody visual and
auditory ideas on the instrument, contributes to the improvement of the variety of
performing culture in general.

Key words: thinking, artistic thinking, performance culture, pianist,
performance training.

A0 ITPOBJIEMMU PO3BUTKY XYJ1OKHbO-OBPA3HOI'O MUCJIEHHSA
MIAHICTA SIK OCHOBH BUKOHABCBKOI KYJbTYPU

Anomayia. Cmammsa npuceésaueHa npobdiemi 0coOUCmicHO-nPogeciliinoco
CHPAMYBAHHS — XYOOHCHbO-00PAZHOMY MUCTEHHIO, PO3GUHEHICb K020 C8I0YUMb NPO
O0YX06HULU ma ecmemudHull piseHb My3ukauma. Busnaueno, wo onpayrosanus
MY3UYHUX MBOPI8 PIZHUX HANPAMIS, CMUNIE [ JHCAHPIE HEe MINbKU YOOCKOHANIOE
BUKOHABCHKY MaucmepHicms niauwicma, ane Ui aKmugizye XyO00HCHe MUCTeHHS, U020
30amuicmeb  8MINIOBAMU  HA  [HCMPYMEHMi 00PA3HO-CYX08i VAGNEHHS, CHPUSE
Ni0BUUEHHIO DI3HS BUKOHABCLKOI KYJIbMYpPU 63a2ali.

Kniouosi cnoea: mucnenus, XxXyooduCHb0-00pasHe MUCTEHHS, BUKOHABCLKA
KyZbmypa, niaHicm, 8UKOHABCLKA NI020MOBKA.

In the modern world, culture is increasingly turning into a key element of social
and humanitarian development. Thanks to it, members of society can realize their
creative potential, join all the spiritual and artistic wealth of world civilization, preserve
and enrich their own historical and cultural heritage in all its diversity.

The Higher Pedagogical School in the light of the modern humanistic cultural
and creative paradigm is designed to provide the training of a teacher focused on
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personal and professional self-development, ready to work creatively in educational
institutions of various types, capable of spiritually and aesthetically developing the
student's personality. These provisions are extremely relevant in the field of musical
and pedagogical education, where special importance is attached to raising the level of
spiritual culture of an individual, realizing his creative potential.

This is confirmed by the works of scientists, in which the problems of formation
of readiness for instrumental and performing activities (L.Huseynova), professional
and pedagogical culture (T. Tkachenko), musical and pedagogical (V. Mishedchenko,
S. Denizhna) and musical and performing culture are raised. (N. Zhaivoronok,
N. Zgurska), aesthetic (L. Poberezhna) and artistic culture (K. Shchedroloseva)
development of musical performance and formation of performing schools
(V. Antonyuk, N. Guralnyk, N. Kashkadamova), development of musician's
performance skills (M. Davydov, E. Yorkina, O. Katrych); the question of
interpretation of a musical work (V. Moskalenko), analyze the problems of educational
and performing activities of wuniversity students (V. Butsyak, G. Padalka,
O. Shcholokova).

The professional training of the future piano teacher should be personally
oriented, that is, it should reflect the individual and cultural characteristics of the
student, his abilities, the acquisition of certain experience in artistic and aesthetic
activities.

A special place in the educational process at music and pedagogical faculties of
higher education institutions is given to performance training. The tasks of such
training are the formation of a complex of knowledge and practical skills of students,
which provide an opportunity to creatively and productively reveal the content of
various musical works in directions, styles and genres. Performance culture is an
indicator of a high level of performance training.

The analysis of scientific literature shows that performing culture is defined as:

- an integrated property of the personality, which characterizes a high level of
mastery of performing activities as a result of understanding the ideological and
figurative content of a musical work, from finding ways to perfectly embody the
composer's idea in one's own interpretation and providing, on this basis, the
conditions for personal creative growth (A. Mykhailiuk);

- acomplex integrated personality quality, which is manifested in the performer's
ability to consciously interpret the artistic image and effectively implement his
own performance plan during a public performance (G. Sokolova);

- a dynamic phenomenon, a complete communicative system that ensures the
reproduction of world creative assets, regardless of the time of their creation, in
a multiple number of interpretations and receptions (T. Zhukovska).
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Therefore, the performing culture of the teacher is a dynamic integrative
education, which involves the ability to reveal, reproduce in the process of
interpretative activity the content of a musical work and convey it to students in an
artistically perfect form. The performing culture of a piano teacher reflects his
individual professional qualities: special abilities, experience, views, ideals, which are
the core of artistic and aesthetic orientation in musical art, in the interpretation of works
and conducting educational, educational, musical and educational work.

It is worth noting that the development of artistic thinking has a significant
impact on the formation of the performance culture of future music teachers.

Considering a musical text as an example of an artistic text, let's highlight two
of its features. The first is related to the transmission of information that the performer
and the listener are already ready to receive. The second one makes the performer want
to find a new analysis in deciphering the composer's text. According to A. Kovalenko,
the performance interpretation of a musical text involves a creative reading and
embodiment of the entire dramatic fabric of the work, filled with emotional and
personal listening in performance (A. Kovalenko).

These features require the abstraction of certain details of the work, their
isolation and comparison. A creative process is carried out, as a result of which the
performer creates his model of the work being interpreted. For an artist, it is important
not only to feel an artistic image, but extremely important to depict various feelings so
that the listener and the viewer are filled with the same experiences (Li Danxia).

I. Yergiv rightly points out: «despite the fact that music, its expressive potential
is much wider than words, but the performance process of creating images must also
include moments of objectification of the abstract, attempts to express the inexpressible
in words, for the possibility of formulating content (personal meaning) this or that
fragment of a musical work, in particular in teaching, performing, as well as in
musicological spheres of creative activity» (Yergiv, p. 12). That is, at the basis of the
artistic embodiment of an artistic musical image — thought and character, which are
embodied in actions, indicate the philosophical-idealistic unity of the Spirit and
Consciousness (thinking) of the musician-performer. Music is expressive art, or the art
of expression, and «academic performing music art is the art of artistic embodiment of
a musical image» (Yergiv, p. 13).

The researcher offers the author's vision of this process: «the result of a
psychological analysis of the mechanisms of creating an ideal musical image reveals
the following algorithm of its formation for an academic type of performance:

- the most complete «extraction» of information from the sheet music text of a
musical work (deciphering);
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- actualization of the necessary knowledge, ideas and images stored in the
musician's memory, and comparing them with information about this piece of music in
order to find analogues of the emerging image;

- obtaining missing knowledge and ideas, the sources of which can be books
about music; concerts and recordings of musical works;

- direct formation of an imaginary (sensory-emotional-imaginary) musical image
as a result of the transition of a large amount of accumulated information into a new
quality (insight)» (Yergiv, p. 16).

Therefore, the formation of artistic thinking in the educational process of training
instrumental musicians is an important component of musical education, which has a
significant impact on the development of students' creative and interpretive abilities.
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H. KOPHAIK,

3100yBay TPETHOTO (OCBITHHO-HAYKOBOT'O) PIBHIO BUIIOT OCBITH
VYKkpaiHCbKUH AepKaBHUM YHIBEPCUTET

imeH1 Muxaiina J[paromanoBa

MPOCBITHULLKI TPAJULIT B CYUYACHII CUCTEMI
MY3UYHOI'O HABUAHHSI

Tepmin «IIpocBITHULTBO» MO3Ha4Yae KylbTypHY Teuito B €Bpori XVII-XVIII
CTONITh. Y UIMPIIOMY CEHCI IIe — eroXa €BPOMEWCHKOI KYIBTYpH MK Oapoko Ta
poMmanTu3MoM. HeszanexxHo Bia HalloHanbHUX ocoOiuBocTel. IIpOCBITHULITBO Mae
XapaKTepHi pUCH: IEMOKPATUYHICTD, 10 Tiepeadadyae JOCTYI 10 3HAHb ISl ITUPOKUX
BEPCTB CYCIUIBCTBA; palloHaNi3M, abo Bipy B CHIIY JIFOACHKOTO PO3yMY; ICTOPUYHUI
ONTHUMI3M, III0 CIIUPAETHCS Ha MEPEKOHAHHS B MPOTPECi HAyKW W CYCIUJIbCTBA Ta B
ICHYBaHH1 €IMHOI METH PO3BUTKY 1CTOPIi.

3ayBaxumo, mo y umed mnepion (XVII-XVIII cTomiTTs) NOMUPIOIOTHCS
IHAMBIAYaJIbHI M CYCHIJIBHI MPOILIECH AYXOBHOT'O BHM3BOJICHHS, IO IPYHTYIOThCS Ha
KPUTUYHOMY MUCJEHHI W BIAKHUJAHHI BIUIMBY aBTOpHUTETIB. CrnpoOW BHU3HAYUTH
ocHoBHuUM 3MicT [IpocBitHuITBa 3’ sBruHcs Bxke y X VIII cTomiTTi, 30kpema y Bonbrepa
ta I.-T I'epnepa, ane ocTaTouHO HOTO KOHIIEMIIIIO MiaATpuMaB 1 copmymroras I. Kant
y crarti «I1o Take [IpocBITHUIITBO?».

[onstTs «IIpocBITHUIITBOY» BioOpakae 3arajJbHUMN MPOILIEC, 10 OXOMHUB HU3KY
€BPOIECHCHKUX KpaiH, ajie B KOKHIM 3 HUX BIH MaB HallloHaJIbHY crieniudiky. B Anrmii,
ne IIpocBITHUIITBO PO3BUHYJOCS Tif BIUTMBOM Oypskya3Hoi peBomromii XVII cr.,
OCHOBHHUMHM 0co0amH, siKi mpocyBaiu 11l inei, cranu [[xon Jlokk, Tomac ['060¢ 1 Anam
Cwmit. @panmyspke [IpocBITHHITBO, siKe mpuBeno 10 DpaHIly3bKOi PEBOJIOILIT,
npencraBuaun ®Opancya-Mapi Boawsrep, Xan-Xak Pycco, [eni inpo Ta iHmi, a
«Ennukmonenis, ado TaymauyHuii CIOBHMK HayK, MHCTEITB 1 peMecel» cTaja
[EHTPaATBHUM MPOEKTOM eroxu [IpocBiTHUIITBA.

VY Himeuyunni [TpocBITHUIITBO PO3BUBANIOCS TMOBUIBHINIE Yepe3 EKOHOMIYHY
BiICTANICTh, ajie 10 ITi€l Tedii mpuegHaaucs Taki muciauteni, sk Immanyin Kanr i
lTotxonpn Jleccinr. B Iramii ocHoBHuMHU nisuamu Oymu Yeszape bekkapia 1
Jl>xambarricta Biko, a B Icmanii — mpoCBITHUKHA-TTYCTPA0C, IKUX miaTpuMyBaB Kapi
1. ¥V Tonpmi IIpocBiTHUIITBO, IO TpHuBaio a0 1822 p., aKTHBHO PO3BHUBAIOCS T
BIJTUBOM KaTOJIMIIBKOTO JyXOBEHCTBA.

B VYxpaini [IpocBiTHUIITBO pOSIBIIIOCS Yepe3 MisTbHICTh KeBo-MoOTHUISTHCBKOT
akajiemii Ta ii BUITYCKHUKIB, TakuXx sik ['puropiii CkoBopoza, sikuii cqpopMyBaB 1/1€10
«CPOJHOI Mparli» — Mpariil, 110 € BOJHOYAC MOTPeOoto 1 Hacomonoro. Iaei IIpocBiTHHIITBA
TaKOX MOIIMPIOBAIKMCS B IHIIMX KpaiHax 3axinHoi €Bponu Ta y [liBHIYHIMN AMepuili,
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1e iX mpeacraBHUKamu Oynu, 3o0kpema, Tomac Ileitn, benmxamin @pankiin 1 Tomac
Hxeddepcon.

[IpocBiTuTenl Oauuiau CBIT SIK NPEKpacHUM 1 AockoHanui. JlroguHa B 100y
[IpocBiTHUIITBA BBaXKajiacsi JOCKOHAJIOK ICTOTOIO, a 1l TOJIOBHOO LIIHHICTIO — PO3YM.
[IpocBiTuTEN1 BU3HABAIU 3aKOH PO3yMYy HAaWBUIIUM MNPUHLMIIOM XUTTA. K 1 donu
no6u BinpomkeHHst, BOHU Oy/Iy ONTUMICTUYHUMU H LIecpsiMoBaHUMH. B 11e# nepion
LIEpKBa BTpaTuja CBOI CHIIY M BIUIMB, HATOMICThH (i3MKa 1 XiMisl CTajdd HayKaMu, Je
BiOynocsi Haitouibiie BiAkpuTTiB. XVIII cTomiTrs Ha3WBalOTh «BIKOM KHUTH», a
KYpHaJICTUKA HaOylla 0cOOIMBOro po3KBITY B enoxy IIpocsiTHuiTBa (JIMTBUHOB).

OcHoBHuMu koHuenuiero ¢inocodii Ilpocsitnunrea IlpocBiTHUIITBA CcTana
HiATPUMKA PALIOHATICTUYHUX 171€1, TAKOXK PO3BUBAJIUCH 1 HOB1 KOHUEMIIi, K1 4acTO
3BEPTAJIUCH JI0 KPUTHYHOTO aHAJTi3y KapTe3iaHChkol MeTadizuku. Po3rissHeMo KOpoTKo
HOTJISA/IA OKPEMUX MHUCIIUTEIB 1[HOTO TIEPiOAYy.

®peHcic bekoH 3aiiMaBcs MPAKTHYHUM JOCIIKCHHSAM TPUPOJIH, MTOKA3ABIIIH,
110 HAyKOBi 3HAHHS MOXKYTh CIY’)KHTH Ha KOPUCTH JiroauHi. Jxon Tonmann, J»on JIokk
i MeTbto TUHIATH MOMIMPIOBAIH ACICTHYHI TIOTIIS/IN, 3T1THO 3 IKKMH Bor CTBOPHB CBIT,
ajie OUTbIIIE HE BTPYYAETHCS B HOTO mepeOir.

Pene Jlexaptr 3acHyBaB palliOHadi3M, CTBEPIKYIOUM, MO JIOIMHA 37aTHa
NaHyBaTy HaJ IPUPOOIO0 3aBIIAKU PO3YMY.

XpuctusiH Bonb(d po3BUHYB i71€10 «CBITOBOI MYAPOCTI», CHCTEMaTU3yBaBIIU
¢dimocodcbki 3HAHHS 1 3pOOUBIIH X TOCTYITHUMH JIJIsI PO3YMIHHS IIUPOKOTO 3araiy.

Heni  igpo momynasipu3yBaB  HayKy Cepel  HAcEJCHHs, BUIABIIU
«EHIUKIIONIEA110» — 301pHUK 3HAHB, IKHH KPUTUIHO MEPETVIsIaB peiriiiHi HonsI AN Ha
cBit (JIxotic).

[nei mpocCBITHHIITBA CTAIOTh Yy MPHUTOAI 1 Yy MIATOTOBII CYYaCHOTO BUHTENIS
MY3WYHOTO MHUCTENTBa sl HOBOT yKpaiHCBKOT ITKOJIH, JIe 3HaUHA yBara npHIUIsIEThCS
(¢bopMyBaHHIO HAIIOHAIBHOI CBITOMOCTI SIK 3aco0y 3MIIHEHHS €THOCTI HaIlii Ta
JIOCSITHEHHSI CYCITUTBHOTO 171eally, 10 SKOTO IMparHe KoxHe MmokojiiHHsA. HamioHnanpHa
i1es1 MOKJIMKaHa 00’ €IHYyBaTH CYCIUIBCTBO, HAJIATOMKYIOUH 3B’S3KA MDK PI3HUMU
BEPCTBAMHU HACEJICHHA Ta MOKONiHHAMH. CHCTeMa OCBITM Ma€ Ha METiI Meperycim
MepeaBaTy ColliadbHUN TOCBiN 3700yBaHHS 3HAaHb, @ HE JIUIIE 3HAHHS AK Taki. Tomy
MPOIIEC CTAHOBJICHHS YKPATHCHKOI JIEP>KaBHOCTI, YTBEP/IKEHHS HaIllOHAJIBHOT 1/1ei Ta
dbopMyBaHHS €THIYHOT IICHTHYHOCTI TICHO TIOB’ s13aH1 3 PO3BUTKOM OCBITHBOT CHCTEMH.

BignoigHo 10 «HarioHambHOT JOKTPUHU PO3BUTKY OCBITH B YKpaiHi», OCBiTa
MOBUHHA OyTHM TyYMaHICTUYHOIO, CIHMPATUCS HA KYJIBTYpPHO-ICTOPUYHI LIHHOCTI
YKpaiHCBKOTO HApOMy, WOTO Tpamuilii Ta MAyXOBHICTh. BaXIWBUM KpPOKOM 0
JIOCSITHEHHSI 11i€]l METH € TMIJr0OTOBKa HOBOI TeHepalii MeJaroriB 1 HayKOBUX
MpalIBHUKIB, y SKUX Oylae BiIOOpaXeHO JyX HAIIOrO0 HApoay Ta MOro camoOyTHIi
MeHTtaniter. HamionanpHa mikoja noTpeOye BHUCOKOOCBIUEHHMX, TyXOBHO Oaratux,
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COLIIAJIBHO aKTUBHUX 1 HAI[IOHAJIBHO CBIIOMMX (paxiBLIB, 3aTHUX IJIEKATH B KOXKHIN
JUTUHI YHIKaJbHY OCOOHUCTICTh, 3aCHOBAaHY Ha IIHHOCTSAX K HAI[lOHAJIhHOI, TaK 1
cBITOBOI KynbTypu. (Cmoisik, 2003).

Jlep>kaBa Ta CYCIIUIBCTBO BHUCYBAaIOTh JO CY4YaCHOTO BYHUTENSI BHMOTH,
COpSIMOBAH1 Ha Te, U000 MEeAaror y cBOiil TBOpYii MisNIBHOCTI B MPOLECI HABYAJIBHO-
BUXOBHOI pOOOTH 31 HIKOJSIpPAMHU BMIB IPOEKTYBAaTH PO3BUTOK OCOOMCTOCTI M YITKO
VABIISIB, SIKUM T'POMAJSHUHOM Ma€ CTaTH MOro y4yeHb y He3anexHi Ykpaini. 11lo0
JOCSTTA TOJIOBHOT METH HAallOHAJIBHOTO BUXOBaHHA — (OPMYBAHHS CB1IOMOTO
rpoOMaJITHUHA ¥ MmarpioTra, — BYUTENIb IOBUHECH CTBOPHUTH YMOBH JIJII BCEOIYHOTO Ta
TapMOHIHHOTO PO3BUTKY IUTHHH, COPMYBATH OCHOBU T'POMAJSTHCHKOI CBIJJOMOCTI,
aKTUBHOCTI Ta BIANOBIAANBHOCTI. BaXIMBHM acleKToM IbOTO € BUXOBaHHS
IPOMAJITHCHKOI BIAMOBIJANBHOCTI, siKa TMepeadadae CBIIOMUM BUOIP TOBEHIHKH,
3aCHOBAHOI Ha TaKMUX I[IHHOCTSIX, SIK 000B’SI30K, IHII[IaTUBHICTh, JUCIUILIIHOBAHICTD,
CaMOCTIHHICTh, BUMOIJIMBICTD 1 MPUHIMNOBICTh. Jlyis ycmimmHoro GopmMyBaHHS IIIET
BIJIMOB1IAJIbHOCTI B YYHIB TEJaror caMm MOBUHEH OyTH aKTUBHUM TPOMAJSTHHUHOM 1
BOauaTu B HalllOHAJBHIN 11T METy PO3BHUTKY CycHuIbcTBa i ocobuctocti (BoeBigko,
2022, c. 14-15).

[Ipouec npodeciitHoi miAroTOBKU Oyaie pe3yIbTaTUBHUM 32 YMOBH JIOTPUMAHHS
OCHOBHHMX JMJAKTUYHUX TMPHUHIMUIIB, TaKUX fAK: OE3MEepepBHICTb 1 HACTYIHICTH;
CHUCTEMaTUYHICTh 1 TMOCIIIOBHICTh; JOCTYIHICTh 1 HAOYHICTh, 3B 530K Teopii 3
MIPAKTUKOI; MKIUCIUIUTIHAPHI 3B’ SI3KHU; a TAKOXK MOETHAHHS PI3HOMaHITHUX (OPM 1
METO/IB HAaBYAaHHS. 3 ypaxyBaHHSM Cy4aCHHUX MOTPeO 3aKIaJiB 3arajbHOI CepeaHbOT
OCBITH OCOOJIMBHH aKIIEHT POOUTHCS Ha SIKICHOMY (OpMYBaHHI KOMIIETEHTHOCTEH
MalOyTHBOTO crerianicta ocooucrocti (Boesinko, 2022, ¢. 15-16).

CydacHa cucTteMa MY3WYHOI OCBITH 30epirae ¥ pO3BHUBA€E MPOCBITHUIIBKI
Tpaaullii, CIpsSMOBYIOYM iX Ha (opMyBaHHS HaIlIOHAJBHO CBIIOMHUX 1 BCEOIYHO
po3BUHEHUX 0coOucTocTeil. OCHOBHOIO METOI0 MY3UUYHO1 OCBITH € HE JIMIIE TIepeada
3HaHb MPO MY3UKY, @ W 3HAWOMCTBO 3 KpPAIIUMH 3pa3KaMU CBITOBOTO MY3WYHOTO
MUCTEITBA, MOMY/ISpHU3allisi BITYM3HSIHUX TBOPIB Ta HOBUX JOCSTHEHb Y I TaIy3i.
3aBISKU [IbOMY BiIOYyBA€THCS 3aIy4CHHSI MOJIOJI 10 0aratoro My3W4HOTO CBITY, 11O
crpusi€ ii eMOUIMHOMY 1 IHTEJIEKTYaJbHOMY 3POCTaHHIO.

VY migrorosi nenaroris 1yt HoBOT ykpaiHCHKOT KO Ba)KITUBO BPaXOBYBAaTH
CBITOBI CTaH/IAPTH Ta IHTETPAIlII0 HAI[IOHAIBHOT 171e1 IK YNHHUKA €THOCTI CYCILIBCTBA.
[Ipomec mpodeciitHO MATOTOBKM BKJIIOYAE PI3HI €Tamu, 1o 3a0e3MeuyroTh SKICHY
0a30By OCBITYy Ta MOCTiHUN TpodeciiiHuii po3BUTOK. BHXOBaHHS TpoMaIsHCHKOI
BIIMOBIAJIBHOCT1 Y4YHIB, IO IPYHTYETHCA HA IIHHOCTAX, TaKWX SK 1HII[IATUBHICTD,
CaMOCTIMHICTb 1 000B’SI30K, € BAXKJIMBUM 3aBAaHHSM CYYaCHOT'O BUUTEINS, IKUN CBOEIO
JUSTTBHICTIO MA€ MPOEKTYBATH PO3BUTOK IPOMA/ISTHUHA-NIATPIOTA.
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TakuMm 4MHOM, cUCTEMa MY3UYHOI OCBITH MO€IHY€E MPOCBITHUIBKI TpaaMIIiil Ta
OCBITH1 IHHOBAI[IMH1 MIJIXOAH, CIPUSIIOYH IT1ATOTOBII1 BYUUTEIB, SIK1 TOTOB1 JJO BUKJIUKIB
CLOIOJEHHS ¢ 34aTHI HAOWUXaTH MOJOJE IIOKOJIIHHSA Ha II3HAHHS OararcTsBa
HaIlIOHAJIBHOT Ta CBITOBOI KYJIBTYPH.
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THE ROLE OF ASSOCIATIVE THINKING IN THE PROCESS OF
LEARNING TO PLAY THE PIANO

Abstract. The article is devoted to the problem of education of associative and
figurative thinking as the most important factor in improving the quality of professional
training of a musician-performer, teacher-musician. The peculiarities of the
functioning of associative thinking in the performance process of a pianist are
determined. Methodical principles for activating associative thinking in the process of
piano training have been developed.

Key words: thinking, associative thinking, piano training, pianist.

POJIb ACOIIATUBHOI'O MUCJIEHHA B ITPOLECI
HABYAHHSA I'PI HA ®OPTEIIAHO

Anomayia. Cmamms npucesuena npooiemi UX08AHHI ACOYIAMUBHO-00PA3ZHO20
MUCTIeHHSL  SIK  HAUBAJICIUBIULO020 HUHHUKA NIOBUWEHHSA sAKocmi  npogecilinoi
ni020MOBKU MY3UKAHMA-8UKOHABYS, nedazo2a-my3ukaunma. Busnaueno ocobausocmi
(DYHKYIOHYBAHHA ACOYIAMUBHO20 MUCIEHHA V BUKOHABCLKOMY npoyeci niamicma.
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Po3pobneno memoouuni 3acaou no akmusizayii acoyiamueno2o MUCieHHs 8 Npoyeci
GopmenianHoi ni02omosKu.

Knrwouoei cnoea: mucnenns, acoyiamuene Mucienus, popmeniaHua nio2comosKa,
nianicm.

The language of music differs from the language of other types of art in a high
degree of generalization and abstraction. The specific intonation basis of music
involves «the organization of sounds in such a way that they evoke certain associations
and ideas in performers and listeners» (Kartashova, 2010).

Associative-figurative thinking in the context of musical pedagogy is considered
as «genetically conditioned, universal mechanism of holistic perception and display of
objects of knowledge with the help of artistic images, connected to each other
according to the principle of association (correlation, comparison, simile), which carry
a certain semantic load in the compositional structure of the work» (Zgurska, 2019,
p. 70).

It is quite natural for scientists to say that the education of associative and
figurative thinking is the most important factor in improving the quality of professional
training of a musician-performer, teacher-musician. The establishment of associative
connections contributes to the expansion of the visual palette of the work, activation of
creative imagination and enrichment of students' imagination, more complete
disclosure of the content of music.

The functioning of musical thinking, in particular in the performer, begins with
an emotional reaction to intonation. According to scientists, this process is possible due
to the activity of the internal auditory sphere, which forms a representation. The unity
of «imagination, images, associative connections, knowledge and practical skills
contribute to the formation of a full-fledged performance image» (Kozyr, 2008).

Associations activate imaginative thinking, emotions, creative attitude to
performance. Musical performance is a living story. Its content is drawn from life
experiences, impressions, nature, art, and historical surroundings. In each work there
is something that connects the performer with real life It is impossible to imagine music
for music's sake, without human experiences.

Active creative imagination, associative thinking is always the independent
creation of new, original images. In a creative performance act, figurative
interpretation, technical implementation and perception of a musical work are
combined. The problem of music perception is one of the most complex problems, due
to the subjectivity of this process. At the early stages of learning, the individual should
be involved in the exciting process of visual decoding of the work, related to the
perception of works of art.
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To develop musical perception means to be affected by the feelings and moods
embodied by the composer with the help of specially organized sounds, to include the
listener in the process of active co-creation and empathy of ideas and images expressed
in the language of non-verbal communication. In addition, this is an understanding of
the means of musical expressiveness, with the help of which (composer, performer)
achieves an aesthetic effect of influence on the personality.

The best artistic traditions in the matter of education of associativeness and
imagery of musical thinking were laid by the luminary of piano art, Henrikh
Gustavovich Neuhaus. The outstanding teacher possessed considerable erudition in the
field of artistic phenomena, perfectly knew poetry, painting, and architecture. Heinrich
Neuhaus skillfully used poetic and artistic images, possessed a bright and imaginative
language. Appropriate associations and comparisons stimulated the students'
imagination and contributed to meaningful creative interpretation.

The combination of two types of thinking — figurative and associative in the
context of musical pedagogy is clearly visible in practical activities. For the
development of associative thinking, the following stages of work on a work can be
distinguished: determining its artistic content, the nature of musical images, outlining
the circle of associations and analogies with the involvement of material from other
musical works, other types of art, historical events, etc.

In practical work on a musical piece, parallels can be both generalized and more
local, detailed. In particular, a sharp change in tonality in music is close in its artistic
content to a change in the angle of shooting in cinematography (a combination of large
and general plans) or a sudden change of scenery on a theater stage.

It is known that when training a performer, a lot depends on the ability of the
teacher to evoke the necessary playing sensations in the student, to explain, to convey
his own sensory impressions, penetrating into the deep «mechanism» of sound
production. Therefore, numerous «verbal adaptations», original comparisons and
figurative analogies appeared, for insightful awareness of every moment of touching
the instrument.

Executive skill, technical perfection was closely combined with imaginative
associative thinking, breadth of life outlook. Setting students up for active contact with
the instrument, well-known teachers (G. Neuhaus, Ya. Zak) directed attention to
finding the «heart» of the key, its soul. They endowed the sound matter with various
metaphors and comparisons, such as: «breathing basses», «pearl passages», «flowering
soundy, «hairy soundy, «epic sound», «sound laboratory», «legato of feelings».

The use of associative juxtapositions with the sound of orchestral instruments is
quite an effective tool that penetrates the sphere of education of students' musical
imagination. So, in Beethoven's sonatas, we constantly find touches, presentation
techniques, textured figurations characteristic of certain orchestral instruments.
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Massity, the fullness of the chords is associated with the presentation of an orchestral
tutti, the quarto-fifth intonations in the high register resemble the calls of trumpets, we
recognize the cello by the characteristic timbre of the small octave, the timpani — by
the deaf tremolo in the bass.

Playing the piano is an important form of personal cultural growth and self-
improvement. It is in the process of piano performance that optimal conditions are
created for the development of musical thinking. Comprehension of the logic of the
construction of the work, work on genre features, auditory self-control — all this
expands the individual experience of the performer.

Systematic involvement of students in performing activities in the piano class
promotes self-development, self-improvement, and forms musical culture.
Interpretation and its actualization in performance helps to develop student, awareness
of difficulties and their overcoming contribute to self-improvement, technical mastery,
performing artistry.
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TEOPETUYHI 3ACAJIU JJUCTAHILIIAHOTI O HABYAHHS
OCHOBHOMY MY3UYHOMY IHCTPYMEHTY

Anomauia. Y pobomi oocnioxcyemuvcs npobdiema OucmanyitiHo20 HAGYAHMH,
BIOOKpEMIEHO  CYMHICMb  NOHAMM  «HAGYAHHA».  Budineno  ocobiusocmi
OUCMAHYITIHO20 HABYAHHS OCHOBHOMY MY3UYHOM) [HCIMPYMEHM.

Knrwouoei cnosa: oucmanyitine HAGYAHHS, MY3UYHUL [THCMPYMEHM, MY3UYHO-
IHCMPYMEeHMAbHA Ni020MO8Ka.

In 2020, with the beginning of a new wave of the coronavirus pandemic, a
significant part of educational institutions around the world switched to an online
training format. Regardless of what this format is called, it can be attributed to distance
learning. The relevance of the research topic is also due to the rapid development of
information and communication technologies and their impact on educational
processes. The modern educational landscape is changing under the pressure of new
technologies, which opens up significant opportunities for personalizing learning, in
particular in areas such as music education. However, despite the active introduction
of distance learning in many areas of education, the use of such methods in music
education, in particular in distance learning of the main musical instrument, requires a
special approach, which is already due to the specifics of music training, where
personal contact, individual approach and detailed feedback are of great
importance (Bovill C, 2020).

The lack of sufficiently developed methods and practical tools for distance
learning of musical instruments indicates the need for further research in this area.
Modern distance learning tools operate through network platforms that allow you to
store, distribute information and communicate in real time. This process was made
possible by the development of internet technologies, and distance education is one of
the results of the information revolution. Online learning is radically different from
traditional methods: virtual platforms are used instead of classical classrooms, and
electronic resources and tools are changing the approach to teaching and teaching
students.

The development of new telecommunications and Information Technologies has
created fundamentally new opportunities for working with information in the
educational environment. One of the key directions of introducing modern ICTs is the
development of distance learning in music education, in particular in mastering the
main musical instrument

In the modern world of technological development, distance learning is closely
intertwined with the use of Information Technologies. Foreign and domestic studies
confirm the effectiveness of their implementation in music education. The basics of
applying it in music educational institutions are based on general theoretical
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developments that cover all levels of the general and music educational
system (Bovill C, 2020).

It is important to note that in many theoretical studies, distance learning is often
perceived as a deviation from the traditional education system. However, a number of
scientists, to whose opinion we are inclined, believe that distance learning is not a
deviation, but an alternative form that does not contradict the principles of traditional
learning. It can co-exist with classroom forms, and the main difference is only the
physical remoteness of the participants in the educational process. Without modern
technologies, such training would not have been possible (Black P, 1998).

It is important to note that in many theoretical studies, distance learning is often
perceived as a deviation from the traditional education system. However, a number of
scientists, to whose opinion we are inclined, believe that distance learning is not a
deviation, but an alternative form that does not contradict the principles of traditional
learning. It can co-exist with classroom forms, and the main difference is only the
physical remoteness of the participants in the educational process. Without modern
technologies, such training would not have been possible (Gruenewald, 2003).
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Ji JOou1Iu

3100yBay TPETHOTO (OCBITHHO-HAYKOBOTO) PIBHIO BUIOT OCBITH
I3 «IliBneHHOyKpaTHChKUIA HAIlIOHATBFHUHN TIeAaroriYHuN
yaiBepcuteT iMmeHi K.JI. YmmHacbkoro»

®OPMYBAHHA XYJ1OKHBO-ECTETUYHHUX YIIOAOBAHb
YYHIB MUCTELBKHUX HIKIJ

VY KOHTEKCTI BOEHHO-TIONITHYHUX Ta €KOHOMIYHMX TpaHcdopMallii, sKki Hapasi
nepexuBae YKpaiHa, BUHUKAE€ AaKTyallbHE MHUTAHHS CTOCOBHO pOJII €cTeTU3alii
cycnibHOTO XHUTTA. [lommsiau Ha CBIT 1 BIacHE MICIIE B HbOMY 3a3HAIOTh 3MIH, IO
BUMAarae CyTTEBUX MEPETBOPEHb Yy cCoOIllajbHUX Mpoiecax. CbOrofHi TPUBAE MOIIYK
HUISIXIB JJ1s1 30271aHCOBAHOTO PO3BUTKY KpaiHM, OJJHUM 13 KITIOYOBUX ACIEKTIB SIKOTO €
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IHAEKC JIIOACBKOTO PpO3BUTKY — TYMAHICTUYHMM MOTEHLIAd CYCHUIbCTBA, IO
IPYHTYETBCS Ha BUCOKMX PIBHSAX OCBITH Ta KYJABTYPH.

Kareropiss XymnoKHbO-€CTETMUHUX YIONO0aHb, 30KpeMa, sIK 1 XYI0KHbO-
€CTeTUYHHM CMaK, 3aiiMa€ KIIFOYOBY POJIb Y Tally3siX €CTETHUKHU, ICUXOJIOT11, COL10JIOT 11
Ta MEeAaroriki, OCKUIbKYA BOHA B1I0OpaXkae 3aTHICTh 1HAMBIAA OLIHIOBATH XYI0KHbO-
€CTEeTUYH1 XapaKTepPUCTUKU OO0’ €KTIB, SBULL MNPUPOAM Ta PE3yIbTaTiB JIOACHKOI
TISUTBHOCTI.

[Iponiec opmyBaHHS XYymOKHBO-ECTETUUYHUX YIMOM00aHb YYHIB MHCTEI[bKHX
KT BKJTIOUAE PO3BUTOK IXHBOTO XYIOKHbO-ECTETUYHOTO CIIPUHHSATTA Ta I[IHHICHOTO
CTaBIICHHS O MUCTELITBA i HABKOJIMIIHBKOTO CBIiTY. Lle BinOyBaeThCs uepes 3aaydeHHs
YYHIB JIO OIIIHKA XyIOXHbO-MHCTCIIbKUX IIHHOCTCH, HaBYAHHS pPO3Mi3HABATH
€CTeTHYHI OCOONMBOCTI B TBOpax MHUCTENTBA, TIPYHTYIOUUCh Ha OCOOHCTOMY
XyAOXKHBO-ECTETUYHOMY JIOCB1Jll, OTPUMAHOMY B MPOIECI TBOPYOT AISIIBHOCTI.

i1 popmyBaHHS XyHOKHBO-€CTETHUYHUX YIOA00aHb YYHIB MUCTEILKUX HIKLI
peani3yroThCs Yepe3 psiji 3aBAaHb:

- CTHMYJIFOBaHHS 3aI[iKaBJICHOCTI JO MHCTEINTBA, SIKE€ BKIIOYA€E YCBiIOMIICHHS
HOoro XymnoXHbO-€CTETHYHOI MPUPOJHU, KPAaCH Ta B3a€EMO3B’S3KY 3 peaTbHUM
KHUTTSAM 1 CyCITUTBCTBOM;

- (¢opMmyBaHHS 3HaHb IMPO PI3HOMAHITHI (OPMHU MHUCTEITBA, iX KAHPOBI
0COOJMBOCTI Ta 3aco0M XyHOXKHBOI BHPA3HOCTI, a TaKOX JOCIIJKCHHSI
1HTEerparlii Ta B3aeMO/ii pi3HUX MUCTEI[bKUX HAMPSIMIB,

- O3HAaWOMJICHHS 3 KYJIbTYPHO-ICTOPUYHHMH acleKTaMU PO3BUTKY XYIOKHBOI
KyJIbTYpH CYCIUIBCTBA, IO JONOMAara€ YCBIIOMUTH KOHTEKCT MHCTEIbKOi
TISIIBHOCTI;

- PO3BUTOK XYJ0KHBO-€CTETUYHOTO CHPUUHSATTA, a TAKOXK EMOIliHOI cdepu,
CYJIPKEeHB 1 CMaKiB, 10 BiJ0OpaKaroTh XYy/I0KHbO-ECTETHYHI 1/IeaJIh YUHIB;

- (opmyBaHHS TPAKTUYHOTO JOCBIAYy TBOPYOi MJISUTBHOCTI, IO JO3BOJISIE
peamizyBaTH  Ta  MPOJEMOHCTPYBAaTH  OCOOMCTI  XYAOXKHBO-ECTECTUYHI
BIIOI00AHHS Ta 11€aJIH.
dopmMyBaHHS XYI0KHbO-ECTETUYHUX YMOA00aHb YIHIB MUCTEIBKUAX MK — 1€

CKIIAJHUH 1 OararorpaHHUN TpoLeC, SIKUW He BiIOYyBA€ThCSI CAMOBUIBHO, a 3aJICKUTh
Bil HM3KM BHYTPINIHIX 1 30BHINIHIX BIUIUBIB. METOI0 YCHINIHOTO BHUXOBaHHS
3100yBaviB y IIbOMY HampsSMy € CTBOPEHHS TapMOHIWHOI Ta BCEOIYHO PO3BUHEHOI
ocobucTocTl. XyI0)KHbO-€CTETUYHE BHUXOBaHHS, OKPIM CBO€i TOJOBHOI pOJl Yy
(GopMyBaHH1 XyJO)XHBO-ECTETUYHUX YIOA00aHb, CTA€E OCHOBOIO JIJISl PO3BUTKY PI3HUX
aCIeKTIB OCOOMCTOCTI, aJ’K€ MHUCTELUTBO € HE JIMIIE BIIA3EPKAJICHHSAM XYI0XKHBOT
KOHIIEMIIIi CBITY, a W BIUIMBa€ Ha JIYXOBHUH CBIT Y4HIB, (DOPMYIOUHM XYI0KHBO-
€CTETHYHI IIIHHOCTI, BIIOJOOAHHS Ta CBITOTJISI.
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TO THE PROBLEM OF PERFORMANCE
AND INTERPRETATION PROCESS OF A PIANIST

Abstract. The article deals with the problem of increasing the productivity of the
performance and interpretation process of a pianist by improving professional skills.
The scientific literature was analyzed and the features and role of interpretation and
performance skills of students of musical art in the process of piano training were
determined.

Key words: interpretation and performance skills, pianist. performing process,
piano training.

JIO TIPOBJIEMUW BUKOHABCHKO-THTEPIIPETAIIIMHOT O
IMPOLECY ITIAHICTA

Anomayia. Y cmammi nopyutyemuocs npoo.iema nioguujeHHs npooyKmueHoCni
BUKOHABCLKO-IHMeEpnpemayilinoco  npoyecy NiaHicma WisiXom  YOOCKOHAEHHS
npogecitinux Haeuuok. Illpoananizosano Haykogy Jnimepamypy ma GU3HAYEHO
ocobaugocmi i poiv IHMePNPemayiiio-6UKOHABCLKUX YMIiHb 3000Y8ayié MY3UUHO20
mucmeymea 8 npoyeci popmenianHoi niocomosKu.

Knwuosi  cnosa:  inmepnpemayilinO-6UKOHABCHKI  YMIHHA, nianicm.
BUKOHABCLKULL Npoyec, hopmenianna nio2omosxa.

Interpretation of musical works is one of the most important problems of musical
performance. It is considered in the field of objectively subjective factors in relation to
the depth of detection of the composer's artistic intention and measures of creative
freedom of the performer. In particular, a large part of scientists teachers and
performers insists on full compliance with the plan the composer The other one is
defending the performer’s right to a creative approach, motivating his position by the
nature and specificity of musical art musical performance.

From the musical and pedagogical standpoint, the concept of "interpretation" is,
first of all, implies an individual vision of the subject of interpretation, personal to his
attitude IN. M. Krytsky notes that the formation of an interpretation occurs in the mind
of the interpreter as an ideal formation in form understanding of the subject of
interpretation, and only then is it realized, or can it be realized in performance or some
other form (Krytskyi, 1999).

Musical and instrumental training of graduates of higher educational institutions
requires the possession of a complex of professional skills. A very important aspect is
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the determination of the overall concept of a musical work and its implementation in
performance. Therefore, we consider interpretative and performing skills and their
formation in the process of piano training to be a key competence.

The formation of interpretation and performance skills is a complex process that
requires systematic and purposeful work, as well as constant self-development and the
desire for improvement. It involves the development of the ability to interpret musical
works and express them through performance. Interpretation and performance skills
play a key role in the art of music. They include the ability to understand, interpret and
embody artistic works, conveying the ideas and emotions laid down by the author. But
for the formation of these skills, the acquirer must be armed with certain knowledge,
possess the techniques of musical and performing embodiment and a model of
consistent perception of the work: from interpretation to performance.

The basis of interpretation is, first of all, a deep understanding of the author's
concept and its transfer in the process of performing works. At the same time, the
artistic image of the work is enriched by the subjective world of feelings and skill of
the interpreter himself (Korzun, 2014, p .76). This process includes several key aspects:
theoretical analysis of a musical work, authenticity, emotional expressiveness,
technical skill.

Theoretical analysis requires a deep understanding of the content, genre, style
and general context of the work. The performer must be able to analyze structure,
harmony, melody and rhythm in order to faithfully convey the composer's intention.

Authenticity is very important in the interpretation of a musical work and its
performance: an understanding of the historical and cultural context and the stylistic
authenticity of the original. In the context of this aspect, it is necessary to add personal
nuances in the performance, but not to violate the author's intention.

The next important aspect is the emotional expressiveness of the performance —
the ability to convey emotions and feelings through music, making the performance
alive and convincing. The performer «must be able to find and express the emotional
aspects of the piece in order to evoke the appropriate feelings and experiences in the
viewer or listener» (Mykhalyuk, 2016, p.145). This allows you to create a connection
with the audience and make the piece of music more understandable.

Technical skill is also one of the main aspects of interpretation and performance.
Sound embodiment in the interpretation process requires the performer to possess
certain means of expressiveness and technical equipment.

Gaining experience in all of the above aspects contributes to professional
development, namely:

- performance of works of different styles, eras and composers helps to expand
the horizons of both the performer and the audience, promoting cultural
exchange and mutual understanding;
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- knowledge and use of pianistic methods for the development of technique,
coordination and expressiveness activate control over performance and
contribute to the accuracy of rhythm, dynamics, and intonation;

- mastering an instrument, regular rehearsals, participation in concerts and
competitions allows you to acquire stage experience and get in touch with the
audience.

Thus, the formation of interpretation and performance skills in the process of
piano training is an important competence that contributes to a deep, comprehensive
understanding of a musical work and at the same time improves the professional level
(development) of the performer. These skills are the result of many years of practice
and targeted training and require constant improvement.
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JIi CIHb

3100yBad APyroro (MariCTepchbKoro) piBHs BUIIOI OCBITH
I3 «IliBnenHoykpainchbkuii HartioHanpHUM TiegaroriaHui
yHiBepcUTeT iMeHi K. JI. YIIMHCBEKOT0»

Hayxosuii kepiBauk Anatoniit MAPTHUHIOK

JOKTOP TIEAAroriyHuX HayK, mpodecop

13 «IliBgennoykpainchkuii HartioHanpHUM Tie1aroriaHuit
yHiBepcuTeT iMeHi K. JI. YIIMHCBEKOT0»

OBPA3HICTH TA MY3UUYHA CTUJIICTUKA BOKAJIBHOI
TBOPUYOCTI POBEPTA IIYMAHA

OnHrM 13 HaWBUIMKUX HaJA0aHb CBITOBOTO MY3WYHOTO MHCTENTBa XIX CTOMITTS
ctana TBopuicTh Pobepra [llymana. My3uka KOMITO3uTOpa BiI3€ PKATIOE TPOTPECUBHI
TeHJIeHII11 HiMelbKoi KynbTypu 20-40-x pokiB. BoHa mHOOKO BIATBOPIOE CIIOBHEHUI
MPOTUPIY JyX ETOXH.
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BOomniBaHHs 3a 0O JIFOJCTBA Ta CBOIO HAapOAY, BIIUYTTA TPUBOXKHHUX 3MIH Y
CYCIUIBCTBI, PO3MAITTA XYyIOXKHIX KOHIIEMIIIA Ta 11eH, a TaKOXK 1HII PUCU TBOPYOCTI
[lymaHna cOpiAHIOIOTH HOTO 3 TAKUMHU BUIATHUMHU XyTO)KHHUKAMH POMaHTHUKAMU SIK
Baiipon, I'eiine, ['toro, bepmios, Baruep Ta iHmmii.

HeocskHuil BHYTpPIIIHINA CBIT MHTIHS $K BIAA3EPKAJEHHS CKIAIHUX peaiid
OyTTsl CYCHIbCTBA CTaB OCHOBHOIO 3MICTOBHOIO MapaaurmMoro TBopuocti [llymana. B
HOro My3MYHUX TBOpax MOCTA€ y3arajJbHEHUN MCUXOJOTTYHUN MOPTPET CydaCHUKA,
BIITBOPEHO ICTOPUYHI TOAli, KapTUHU MOBCAKACHHOIO KHUTTS 1 YapiBHUM CBIT
PUPOJIH.

Jo naiiBumux Hajnbanb TBopuocTi [llymana HanexXuTh oro BokajgbHa My3HKa.
BokanpHa TBOPYICTH KOMITO3UTOpA BiAJI3EPKAIIOE€ BAKIUBY PHUCY HOTO XyHOXKHBOTO
CBITOIVISITY, @ CaMe TSDKIHHS JI0 B3a€EMO3B’SI3KY JIITEpaTypHOI Ta My3HUHOT 0Opa3HOCTI.
Po3maiTTs 3ac001B BOKaJIbHOI BUPA3HOCTI CTA€ MIATPYHTAM AJII TOHKOTO BIATBOPEHHS
JTPUKO-TICUXOJIOTTYHOTrO 3MicTy B TBopax Illymana. 3 iHmoro OOKy CTHIIICTHKA
dopTeniaHHOT MY3UKM KOMIIO3UTOpa 30epirae 3HA4yI[ICTh B IHCTPYMEHTAJIbHOMY
CYIPOBO/II.

BaxxmuBuMm mxepenioM 30aradeHHss My3udHOI oOpa3HocTi miceHs lllymana cras
fioro Ge3mocepenHiil 3B’ 30K 3 MIMPOKUM KojioM ToeTiB. CamoOyTHIH JiTepaTypHUMA
CTHJIb KOXKHOTO 13 HHUX HAllOBHHUB BOKaJIbHY MY3HKY KOMIIO3MUTOpa HEMOBTOPHUMU
pHUCaMHU.

Bokansna my3uka [llymana BUPi3HAETBCS pO3MAITTAM TeM 1 00pa3iB. Haitbinpim
MOBHO B JOpPOOKY KOMIIO3UTOpA MpeacTaBieHa JiroOoBHA jdipuka. Okpemi TBOpHU
SBIISIIOTH 00010 JIipnuHi nei3axi ( «Becusna Hiu», «Micsuna Hiu» Eixenmopda ).
JKanpory nanitpy BokanbHO1 My3ukn [llymana nornoBHioe TBip «BigpomKeHHs moeTay
Ha Bipuii Pelinika, sKuii OTpruMaB BU3HAYEHHS SIK (paHTACTUYHI KAPTUHKH.

O6pa3Ha majitpa BokajabHOI My3ukH lllymana MiCTUTH TBOpH, HAOJMKEHI 0
aBTEHTHUYHOI ImiceHHoi TBopuocTi («HeminpHuit nenp Ha Peliniy», «Haponna miceHpka»
Proxkepta ). [Toe3sis baiipona crana miarpyHTsIM JJ1s1 CTBOPEHHS BOKAJIbHOT KOMIIO3UITI1
«I3 eBperChKUX MICEHBY, sIKa HATTOBHEHA CYMHUMU PO3IyMaMHu.

PomaHTHKa BUIBHOTO JKHUTTS CTA€ OCHOBHOKO 3MICTOBHOIO JIIHIEIO B TBOpI Ha
Bipmri [eitbens («KontpabacucTt» 13 miceHb Ha icmaHChKI TekcTH). JlipuuHuii TBip
«bigauii TleTepy» HAOMMKEHUN 3a CBOEI CTHIIICTHKOIO 10 IICEHb OITOBITAJIBHOTO
3micty. BokanbsHi TBopu «My3ukanT» 1 «Congar» Ha Bipili AHIEpCEHa OTPUMYIOTh Y
[lymana TaymMadeHHs SK IpaMaTHYHI CIIEHKH 3 TpareAiHUMHU IHTOHAIISIMU.

Boxkanbai miniatropu [llymana 3a CBO€10 My3UYHOIO CTUITIICTUKOIO CITOPiTHEH] 3
HIMEIBKUMHU HApOJHUMHU TicHAIMHU. [Ipo 1me CBITYNTH IHTOHAIIMHUN CTpid TBOPIB, a
TaKoXK MepeBakaHHs KymiieTHoi gopmu. Lli TBopu CHOBHEHI MENOAUYHOI Kpacu Ta
SICHOCT1 BUCJIOBJIIOBaHHS, MepEAyciM MICHI MI3HBOTO Mepioy Ta Oanaau.
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TBopua cniaamuna [llymana cTaHOBUTH TpH 30IpHUKA POMAHCIB, a 3arajoM OuIs
JBOXCOT miceHb. Po3kBiT BokasibHOI TBOpuocTi lllymana BigOyBaetbest 10 1840 poky.
Ile yac HamucaHHS TaKMX BOKAJbHUX KoMMo3uiii sik: 1) «Komo miceHb» Ha TEKCT
«fOHanpkux crpaxnanby leitne; 2) «Miptu» Ha Teket lere, Prookkepra, Ieiine,
baiipona, bropuca, Mypa 1 Mo3sena; 3) «Komo micens» Ha Tekct Elixenmopda; 4)
«JIro60B 1 xkutta xiHkW» Ha TekcT lllamicco; 5) «JIro6oB moera» 3 «JlipuaHoro
iHTEpMeno» [ eiine.

BokanbHa my3uka lllymana 3a cBo€r0 00pa3HICTIO Ta CTHIJIICTUKOIO HAOIMKEeHa
no micenHoi TBopuocti Illybepra. 1l cmopigHeHICTh BUSBISETHCS B DIMOWHI Ta
JOBEPIIEHOCT! XyAOXHIX KOHIIETIII, HEOBTOPHIA Kpacl MeNoNiil Ta rapMOHIYHUX
0apB., a MOHAJ yc€ y BUHSATKOBIN XyT0kKHIH aypl BOKaJIbHUX KOMIIO3HIIIH.

My3uunuii ctunp lllymana B ramy3i BOKallbHOI TBOPYOCTI BUPIZHAETHCS
caMoOyTHIMHU pucamu. BaxxnuBuMm jxepeniom Horo ¢popMyBaHHS cTajla pOMAaHTUYHA
noesis, Ha BiIMIHY Bif moe3ii qobu kiacunusMmy y lllyGepra. Taka mapanurma
TBOPYOCTI MOITIMOMIIA MICUXOJIOTTYHY CKJIaJloBy BOKalbHOI My3uku [llymana. Cuntes
MY3HUKH 1 CJIOBA MO3HAYEHUN Y HHOTO BUHSTKOBOIO ITTHOMHOIO.

Binznaunmo, mo cam llyman 6yB npekpacaum noeroM. JlirepaTypHuii 10poO6ok
PI3HHUX aBTOPIB OTPUMYE y MOTO BOKAJbHUX TBOPAX 1HIUBIAYyadbHE IPOYUTAHHS.

BusnauansHot0 pucoro BokaidbHOI My3uku lllymana € HOBa iHTepmperarlis
BUpaXXaJIbHUX 3aC001B. 3MICTOBHOIO KOHCTAHTOK BOKAJHHOTO CTUJIIO € MEJIOAHNKa
miceHb Kommo3uTopa. Bkaxemo mepeayciM Ha BHHITKOBY IVIMOMHY JiT€paTypHO-
MOETHYHOTO Ta MY3WYHOTO CHHTE3y B TBOpax KOMMO3UTOpa. Menonuka TmiceHb
[IIymaHa mocTae HaA3BUYAHO THYYKOIO Ta JI€Talli30BaHOI0. I[HTOHYBaHHS TOCTUYHOTO
TEKCTY € IHAWBIAYyaJlbHHM, 1 TaKMM SIKE HE MICTUTh MNOBTOpiB. 711 BiATBOpEHHS
okpemux moetnyHux ¢pa3 lllyman BUKOPHCTOBYE MpHUIlOM APOOJICHHS 3BYKY, IO
CIIOP1THIOE CTHJIb BOKAJIbHUX KOMITO3UIT1H 3 micHsMu [1lybepra, cTBOpeHHMMU B OCTaHHI
POKH >KHTTH.

doprenianHa MapTis y BOKAJbHUX KOMIIO3MIIISIX OTPUMYE HOBE 3MICTOBHE
HaMOBHEHHs. 11 OCHOBHA Micisl moATae y HAWGIIBII TTOBHOMY PO3KPHUTTI ITOETHYHOTO
oOpa3y. B niicHiif My3uuHiii Apamaryprii popremianaa mapTis Bigirpae Haa3BUYAIHO
BaroMy (YHKIII0O — B HIA 30CEPEIKYEThCA TCHUXOJOTIYHUN MIATEKCT BipIIa.
dopreniaHHU BUKIIA] TIEpEAac Te, M0 HEMOXKIIMBO BUCIOBUTH cioBamu. [Ipu mpomy
eMOIIiTHUI CTpiii Bipia 30epirae cBoi OCHOBHI 0OpHCH.

Crpykrypa BokambHOi kKommoswiii y Illymana Moxke OyTm Takoro, KoM B
okpemux ii (pparmeHTax (opremiaHHa MapTisi BUKOHYE MPOBIAHY poOib. Po3ropHyTi
dopreniaHHl MOCTIIONIT HEPIIKO 3aBEPIIYIOTh OKpeMi MICHI, a00 BOKAJbHI LUKIU
KOMITIO3UTOpA, IO CIHPHUSE YTBEPAXKEHHIO OCHOBHOI i7ei Ta XyI0KHBOI KOHIIETIIiT
TBOpiB. JliTepaTrypHy OCHOBYy mHuKIy «J[1000B moera» cTaHOBUTH «JlipuuHe
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iHTepMeno» [eitHe. Lle aprobiorpadiuHmii LUK, y SKOMY BIATBOPEHO ICTOPIO KOXaHHS
noera.

BokanbHa TBOpuicTh lllymana Bina3epKaitoe B3aEMOI1I0 JBOX TeHAeHLIH. OqHa
3 HUX OB’ S3aHA 13 3AIy4€HHSIM BEJIMKOTO KOJIa JITEPaTypHUX JHKEepen MPeICTaBHUKIB
PI3HUX HAI[IOHAJILHOCTEW, W0 CTa€ MIAIPYHTAM JUIsl PO3LIMPEHHS OOpa3HOCTI
BOKaJbHUX TBOpiB. CyTHICTH Apyroi mnossrae y OUIbII TMOBHOMY OCSTHEHHI Ta
BIITBOPEHH1 IMMIMOMHHUX MPOIIECIB AYXOBHOIO XHUTTA. BokanmbHa Mmysuka Illymana
BIJITBOPIOE HE JIMIIE CBIT MIJHECEHOTO, a i peaii HOBCIKAEHHOTO XUTTA. [Ipuknagom
Takoro miaxony € micHs «Hax mopem Bedepi» Ha Bipiii [eiiHe.

BusnavanbHOIO prcoro BokaiabHOI My3uku [llymana € mipuka, sikiii mputamaHHi
HEIMOBTOPHA Kpaca MEJIOIMYHUX JIIH1M Ta HaJ3BUYaiiHa TTHOWHA 1 TOHKUIN IICUXO0JIOT13M
HIMPOKOTO Kojia 00pa3iB. My3uuHa CTUIICTUKA 1 00pa3HUid CTPiil BOKaIbHOI TBOPUOCTI
ymana cBigyarh mnpo cnopigHeHicTh 3 micHamu [llyOepra. BokanpHa Mmys3uka
[lymana, sik 1 Bcst 10T0 TBOPYICTh BUPIZHAETHCS CAaMOOYTHIMU PUCaMU 1 HAJIEKUTH 10
HOBOTO eTamy My3W4HOro pomaHTusMmy. Imei Illymana oTpuMyroOTh BIiIOWTOK B
TBOPUYOCT1 HACTYITHOI reHepallii KOMIO3uTopiB, 30KkpeMa bpamca ta Baraepa.

[IIymaH mparHe y cBOili BOKaJbHil TBOPUOCTI SKOMOTA ITUOIIIE OCSATHYTH 3MICT
JiTepaTypHoro Tekcty. Lle ctae miarpyHTsM s po30y10BH MY3UYHOI JpaMaTyprii Ta
OUTBIII TIOBHOTO PO3KPUTTS MOETHYHOrOo 00pa3y. CHHTE3 JITepaTypHOrOo TEKCTY 1
MY3UKH MOXXE MaTd Pi3HI MPOSBH, IO 3aJIGKUTh B 3MICTY JIITEpaTypHOTO
HepuIo/Kepesa, PIBHS HOTo ICHXOJOTIYHOI CKJIaJHOCTI, HAasBHOCTI IMPUXOBAaHUX
ceHciB Torno. Ii Ta iHIII YUHHUKU YTBOPIOIOTH KAHPOBE PO3MAITTS BOKAJILHOT MY3HKHU
[ITymana. BoHu BU3Ha4arOTh TaKOXK CEMAHTUYHY HAIIOBHEHICTh €JIEMEHTIB MY3UUYHOT
MOBH, TPOBigHE ab0 JOTMOMIDKHE 3HAUCHHS KOXKHOTO 13 HUX B IUIICHIM XymTOXKHIN
KOHIICTIIii TBOPY.

Muxaiino KICIOK
VYkpaiHCchKuil IepKaBHUMA YHIBEPCUTET
imeni Muxaiina JIparomanoBa

OCOBJIMBOCTI IPOABY EMOLIMHOI'O IHTEJEKTY
VY JITEA NIAJAITKOBOI'O BIKY

EMoniiHu# 1HTEICKT, SIK MPEAMET COIiaIbHO-TICHXOJOTTYHOTO JTOCIIKSHHS B
OCTaHHI ACCATWIITTS CTaB MIMPOKO pPO3MOBCIOMKEeHUM (eHomenom. Konrmemniris
E€MOITIMHOTO IHTEJICKTY € BATOMHM aCIIeKTOM ITiJT 4aC OCBITHHOTO IIPOIIECY.

[IpoananizyBaBIIM HAYKOBY JIITEPATYPY, BCTAHOBIICHO, 1110 €MOLIIMHUI IHTEIEKT
— 1€ CTIKa MEHTaJIbHa 3/110HICTh, SIKa Ma€ MO3UTUBHUHN (HAKTOP ISl MIKOCOOUCTICHOT
B3a€MOJIIl; 1€ 3[aTHICTh JIOAWMHU pO3MI3HABaTH Ta PO3YMITH €MOIlii, HaMIpH,
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MOTHBAIi}0 Ta Oa)KaHHS 1HILKX JIOIEH Ta CBOi BJIACHI, a TAKOX 3JaTHICTb KE€pPyBaTH
CBOIMH €MOIIISIMU Ta €MOIIISIMU THIITUX JIOACH 3 METOIO BUPIIICHHS MPAKTUYHUX 3a/au.

Take cknaaHe sBULIE, SIK MEHTAJIBHICTh, MOEIHYE PO3YMOBO-IHTEIEKTYallbHI,
E€MOIIAHO-TTOYYTTEB], 0OPa3HO-1HTYITUBHI, CTEPEOTUITHOYCTAJIEH1 MOJIE1 TOBEAIHKH,
AK1 3yMOBJIEHI THUIIOM CBIJOMOCTI, OCKUIbKM Ha MOro OCHOBI BUHUKA€ THUIl Ta 00pa3
mucaeHHs. O. €. Pebposa (2013) y cBOiX AOCHIIKEHHSIX OOIPYHTYBasa CYTHICTb
Xy0’)KHBOT MEHTaIbHOCTI. BoHa mociiauna, mo el peHoMeH CUHTE3Y€ YSIBICHHS PO
KapTHHY CBITy 3a JOIOMOTOI0 XYIO0KHBbO-BHpPaXKaJTbHUX MOKIUBOCTEH MHCTEITBA B
TBOPYHX IPOIlecax WOT0 CIPUUHSATTS, TBOPCHHSI, IHTEPIIPETaIlii HA OCHOBI KYJIETypHO-
ICTOPUYHUX, €THOHAIIIOHAJILHUX, OCBITHBO-NPO(PECIHHUX (PAKTOPIB, IKI CIPIMOBYIOTh
dbopMyBaHHS  IHAWBIAYaJBHOTO XYIOXKHBOTO JOCBIy Ta €MOIIMHO-TYXOBHOT
HAJAIITOBAHOCTI OCOOMCTOCTI Y BIAMOBIAHICTh 0 XYyAOXKHIX IIIHHOCTEH CyCHiIbCTBA
(Pebpona, 2013).

JloBenieHo, 1110 0COOJIMBOCTI CTAHOBIIEHHS €MOLIIMHOT chepH MIIITITKIB 3aJIEKUTH
BiJ HOTO OTOYEHHsI: OAThKiB, APY31B, 3BUYANHUX JTIO/ICH.

[TigniTkoBUI TIEp10]] OXOIUTIOE MPOMDKOK Bim 10 10 15 pokiB, 10 BiATOBiIA€E
CepeaHbOMY IIKLIBHOMY BiKY. Y 1ied mepiof] BiIOyBa€ThCS yCBIOMIJICHHS JUTHHOIO
CBO€1 1HIMBITYaJIbHOCTI, 3MIHIOETHCS 11 CTABJICHHS /10 HABKOJIHUIITHBOTO CBITY, 10 cebe,
710 THIITUX JTrofieH, BiiOyBaeThCs epedyoBa norped Ta MOTHBIB, TOBEAIHKU. BogHouac
3MIHIOIOTBCS 1 BUMOTH CYCHUIBCTBA JIO JIITEH IMBOTO BIKYy. Y 3B’SI3KYy 3 UM HTITKY
HEOOX1JTHO MOTO/KYBaTH CBOI MOTPEOM 3 OYIKYBAaHHSMU OTOYYIOUMX Ta BHUMOTaMU
CoIlialbHUX HOpM. Y T1ed mepiog akTUBHO (OPMYEThCS AYXOBHE 0ararctBo,
MOPaJIBHICTh, TOTOBHICTB JIO TIPaIli, 31aTHICTh 3aiHATH NIEBHY T'POMASTHCHKY TTO3HIIIIO.

YacTo Bech IMiTITKOBUH MEPi0j] TPAKTYIOTh K KPU30BUM, K IIEPio]] HOPMAJIBHOT
MaToJIOr1i, MITKPECTIOIYN HOoro OypxJIMBUK Tepedir, CKIaAHICTh 1 JJII CaMoro
MiUTITKA, 1 I JOPOCUX, SIKi 3 HUM B3a€EMOJIIOTh.

OCHOBHI MCHUXOJIOTIYHI MOTPEOM MiJUTITKA — 11€ TPArHEeHHs J0 CHUIKYBaHHS 3
OHOJIITKAMH, CaMOCTIMHOCTI 1 HE3aJeKHOCTI, €MaHCHIIamii BiX JOPOCIUX, IO
BU3HAHHS CBOIX MpaB 3 OOKY 1HIINX JIIONEH.

Ananizytoun nociimkenns M. Illnmaka (2016) mpo emomiiiHHUI 1HTENEKT B
MIJUTITKOBOMY BIilll, MOYKHA MPUITYCTUTH, IO JUIS YCHIITHOI caMopeaizalii mIiTKy
HE0OX1THO MaTu J0OPY eMOIIIiHY TTaM’ iTh, BACOKHH PIBE€Hb EMITaTIHHOCTI, PO3BHHEHY
CEHCUTHUBHICTh, YINEBHEHICTh y €001 Ta KOMYHIKATMBHUUM TMOTEHIlian. Yce Ie €
CKJIaHUKaMu emotliiiHoro iHTenekty (Ilmak, 2016).

3aBngKu emmarii MiUTITOK y3roKy€e CBOI peakilii # MOBEMIHKY BiATOBIIHO 0
MOYYTTIB, AYMOK Ta CTaHIB 1HINOI JIOAWHU. EMMmaris y MiAMITKIB 3aJIeKUTh BiJl
IIHHICHUX CTaBJIEHb 0 00’€KTIB 1 Cy0’ €KTIB, €EMOIIIMHOT CIIOPIAHEHOCTI 3 HUMH, IO
BUHHMKae Yy Tmpoueci cnuikyBaHHs. A. 3umsancekuit (2011) Haromomye, 110
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EMIATIMHICTh MOXXE 3aKpIIUIIOBATUCA SK €MOILIfHa OCHOBAa MOpPAJbHUX SKOCTEU
M1JUTITKIB.

Tak, y aiTeil NiAJIITKOBOTO BIKY MPOSBISIOTHCS AESKI 0COOIMBOCTI €MOLIIITHOTO
IHTEJIEKTY, K1 MaloTh OyTH BpaxoBaH1 y JAOCHIIIHULBKINA IiSUIBHOCTI CTOCOBHO HMOrO
(opMyBaHHS 3aco0aMu My3UYHOTO MUCTELITBA.

Jlitepatypa
3umsHchkui, A. (2011). Ponbp emmnaTtii y pO3BUTKY MOpalIbHOI CaMOCBIOMOCTI
niniTkiB. Oceima peciony, 2, 197-200.

Pebpoga, O.€. (2013). Teopemuune 0ocnioxncenus Xy00HCHbO-MEHMANTbHO20 Q0CBI0Y 8
npoexyii nedazoeiku mucmeymea. Kuis: HITY imeni M.I1. JI[paromaHoga.
[mak, M. (2016). Oco61uBOCT1 PO3BUTKY €MOIIHHOTO IHTEIEKTY 1 MIJJIITKOBOMY BIIIi.
Haykosuii  gichux  Xepconcvkoeo  Oepowcasnozo  yHieepcumemy. Cepisa:

Icuxonoeciuni nayku. Xepcon, 2(5), 80-84.

SIpocias AJTIKCIMYYK

3100yBad TPETHOTO (OCBITHBO-HAYKOBOTO) PIBHIO BUIIOT OCBITH
I3 «IliBpenHoykpainchbkuii HarioHanbHUM niegaroriaHui
yHIBepcUTeT iMeHi K. J[. YIuHChKOoroy

Haykosuit kepiBauk Hatanis BIJIOBA

KaHJIMJIAT TeJIaroriyHux HayK, mpodecop

13 «IliBnenHoykpainchbkuii HarionansHUM niegaroriaHui
yHIBepcHUTeT iMeHi K. J[. YImuHChKOTro)

HOJICTUJIICTUYHUM NIIXIT Y CYYACHOMY
BAHAYPHOMY MY3UKYBAHHI

VY my3uyHomy muctenTBi XXI cT. 0co0MMBOT akTyadbHOCTI HabyBae peHOMEH
MOJTICTHITICTUKH, & caMe MOro: yHIKaJIbHICTh, CHHTE3, KPEaTUBHICTh, CIIBBIIHOIICHHS
Cy4aCHUX CTWJILOBUX TEHACHIIIN 3 TpaJULIHHUMHU TOTIIAIaMH Toio. BakmuBe miciie
HAJICKUTh TOMICTUIICTUINl Y OaHAYpHOMY MHCTENTBi, 30Kp€Ma Y BHKOHABCHKIN Ta
KOMITO3UTOPCHKIA TBOPYOCTi. AJKe ISl YKPAiHCHKOI KyIBTypu OaHIypa € HE JIUIIE
3HAKOBUM MY3WYHUM IHCTPYMEHTOM, a i CBOEPITHIUM HAI[IOHAJIBHIM CHMBOJIOM.

Ha ceorognimHiii A¢Hb JOCUTH IPYHTOBHO BHCBITIICHE cydacHe OaHIypHE
MUCTEITBO y MpaIsiX MPUCBSIYCHUX:

- KOMITO3UTOPChKii TBopyocTi misa Oanmypu XX—XXI cromite (B. Jyruak, I.
Jlicusak, H. MoposeBuu, O. Hikonenko, O. Onekcienko, A. OmMmenpueHko, T.
SAuunpkuii Ta iH.);

- eBomonli Oanaypu ta OanaypHoro mucreurBa (I. JImutpyk, B. €mens, L
MarieBcekuit, I'. XotkeBuy, JI. Uepkacbkuii Ta iH.)
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- XYJIO0KHbO-TEXHIYHMM BUKOHABChKUM mpuilomam rpu Ha (C. BumneBcbka, M.
Henucenko, . 3inkiB, I. Mokporys, JI. Manasiok, I'. MaTBiiB Ta iH.) TOLIO.
Boanouac, y cydacHOMy HayKOBOMY MpOCTOpi Majo JOCHIIKECHUMU

3QJIMIIAIOTHCS MUTAHHS YIPOBAKEHHS IPUHIUIIIB MOJICTHIIICTUKY Y BUKOHABCHKIHN Ta
KOMITO3UTOPCHKOT TBOPUOCTI B KOHTEKCTI OAHIYPHOIO MYy3UKYBAaHHS.

CrynitoBaHHd  NpoOJE€MU NOJNICTUIICTUKA ~ JO3BOJII€E  BCTAHOBUTH, IO
MOJIICTHITICTUKY XapaKTEePU3YIOTh K CIOCIO BIAYYTTSA Ta BiIJ3EpKaJICHHS PO3MAITTS
HABKOJIMIIIHBOTO CBITY, MOEHAHHS JEKUTPKOX CTHIBLOBHX MOJETECH y OAHOMY TBOpI, a
TaKOX SIK IHHOBALIMHUM XyNTOXKHIH MPUIOM KOMITO3UTOPCHKOI TEXHIKU (AJKCIHYYK,
2024, c.19).

deHoMeH TOTICTIITICTUKY KapAWHAIBHO BIUIMBAE HA CaMy OCHOBY CIIPHHHSATTS
CTHJILOBOI €IHOCTI. BapTo Big3HAYMTH KPEATHBHICTh KOMIIO3UTOPCHKUX TOIIYKIB Y
OaHIypHOMY MUCTENTBi, /K€ SK TUIbKM BHHHUKA€ HOBUH CTHIIb, BiH TIOYHMHAE
B3aEMOJIIATH 3 YK€ ICHyrouuMu cTwismMu. [lomictuimicTka y — JTaHOMY
KOHTEKCT1 BUKOHY€E IHTETpaTUBHY (PYHKIIIIO y KOMYHIKaIlii MOBM MucTenTBa. OTxe, He
CKaCOBYIOUW TIEBHHI CTHJIb, IMOJICTHIICTHKA HABIAKU 30aradye Ta pO3IMIMPIOE HOTO
XyHA0XKHBO-00pa3H1 MOKIUBOCTI.

OpauM 3 BaXIMBUX Ta  XapaKTepHUX  aCHEKTIB  BIPOBAKEHHS
MOJIICTHIIICTHYHUX TIpuiiomiB, Ha nymky K. IllToxxay3zeHa, € JiaJOTI4HICTD KYJABTYP
CBITY, HOTO MONIKYATYpHUM BuMip. HaykoBelb 3a3Havae, 1m0: «...MoHATTS Weltmusic
O3HAYa€ «CBITOBa MY3WKa», My3WYHa MOBA, II0 MOEIHYE TPaAMII PI3HUX HAPOIiB.
HoBi «eknekTuuHi» CTHJII TOBHHHI PO3IMIHPUTH aOCOTIOTHO HOBHM CIIOCOOOM CBIT
My3udHHX (popm Ta 3aco6iB BupaszHocTi» (Stokhausen, 1974, p. 2).

VY cyuacHiii TBopax st OaHIypH BCE aKTUBHIIIE MPOCITIIKOBY€EThCS THTETpaIlis
PI3HOMAHITHUX CTUJIIB, BIIJTAJICHUX Y ICTOPUYHOMY, eTHOrpadidaHOMY, KOH(pECIHHOMY
COIIaJIbHOMY Ta pErioHaJIbHOMY IUIaHaX. SIK 3a3Ha4yar0Th HAYKOBIIl, «Cy4YacHi
IHCTpYMEHTAJIbHI KOMMO3UIlT N7 OaHAypW IO3HAYECHI PO3IIUPEHHSM CTUIHOBOT
aTpuOyTUKH, BUKOPUCTAHHSAM IIUPOKOI MAIITPH HOBUX TEXHOJIOTIYHUX MPUHOMIB Ta
€JIEMEHTIB TMONICTHIICTHUKH, YMOBHO KJIACHYHUX JKAaHPOBUX TMPOTOTHMIB Ta
HaWCydJacHIMUX TEXHOJNOTIH  (ajmeaTopuka, KiacTep, IulacToBa  MoioHis,
conopuctuka tomo)» [I. Hpyxra, 3]. Buena, Haromomrye, 1mo TeMOpOBO-3ByKOBHUIA
3aJlyM CIIOHYKa€ MY3WKaHTIB JI0 OPUTIHAJIBLHUX aBTOPCHKHUX TIOUIYKIB, SIK1 CTIPUSIOTH
IHHOBAIIMHUM BIIKPUTTAM y OaHAypHIH TEXHIIII.

MoskHa BUAUTUTH PSAJ KOMMO3MUINN 1t OaHaypu, ab0 3 BUKOPHUCTAHHSAM
Oanmypu, sIKi MICTATh TOJICTHWIICTHYHI Tpuitomu. Hampukman, tBopu B. I'ymana
«Tpoicti my3uku», «TaniroBanbHi HarpaBanHs»; K. M’sickoBa «3akapmnarchbKuii
BecUIbHUN TaHOK», «bepe3nsnka», C. Open «['yuynbcbka dantazis» (HAOHI) Ta
1HIITI.
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b. Kotiok maiicTepHO mo€gHAaB CydacHI KOMIIO3MUTOPCHKHUI 171€1 3 HaApOAHUMHU
(ONBKIOPHUMH MEJIOISIMU Y OpPUTIHAJIBHOMY MOJICTHIIICTUYHOMY aHpP1 CIIBaHII-
xpoHiul «IIpo /IoBOyma», a Takox y My3ull 10 eTHO(UIBMY «TaeMHUI 3a0yTOrO
BorHio». 0. I'ynsiHuY 3BepTae yBary Ha Te, IO «TBOpYA KOHIIEMI[isl koMmro3utopa b.
Kottoka — 1me  mnomicTwiicTUYHUNA — cuMO0103  (OJBKIOPHOT  aBTEHTHUYHOI
THCTPYMEHTAJIbHOT TPAJIULIII Ta Cy4aCHOI My3UYHO1 €CTETUKH, 1110 BUILIMBAE 3 MY3UKHU
«OIr-01T», 3 XapaKTepHUM JJisl OCTAHHbOI CydacHUM IHCTpymeHTapiem» (I'yisHuY,
2008, c. 84).

Ectpagny ectetnky 3 (ONBKIOPHUMH MOTHBAMH OpPHTIHATBHO TIOETHYE
xomrio3utop  B. IlaBmikoBchbkuii. Bin opraHizyBaB  (DOJBKIOPHY CHHTE3-TPYIY
«3arpaBa», OCHOBY pernepryapy rypTa CKJIaJalTh TBOPU MUTIA, sIKi € oOpoOkamu
HapOTHUX TBOPIB (30Kpema IHCTpyMEHTalbHa cioita «Onpumkuy, «lyIyaschka
Oanaga-turay» Ta 1H.). My3uka TypTy CHHTE3y€ TpaauIliiHe I1HCTyMEHTAJbHE
BUKOHABCTBO «TPOICTUX MY3UK)» 3 €CTPAJHUMHU IHCTPYMECHTAMH.

CyuacHe XyHOKHBO-TEXHIYHE BIOCKOHAJICHHS 3BYKOAKYCTUYHOTO 3BYYaHHSI
OaHJypH KpPeaTMBHO BHKOPHUCTOBYIOTH Y CBOIX KOMITO3HUIIISIX CyYacHI MY3HYHI T'ypTH
taki, sk: «[lepkamaba» (IBano-®pankiBchk); «Jlaxabpaxa», «J/Ipumballa/l3uray
(Kui), «MepBa» (PiBue) Tta iHmi. JlaHi TypTH NOEAHYIOTh Yy CBOIH MYy3HIIi
PI3HOMAaHITHI HAIIPSIMU Ta CTHJII My3HUKH (30KpeMa, poK, XapJ poK, MaHK, TOIIIO)

Bannypuct P. I'puHbKiB — BiJOMHUH yKpaiHCBKUM KOMITO3UTOP Ta BUKOHABEIlh-
BIPTY03 TAaKOX IITMPOKO BUKOPHUCTOBYBAB PI3HOMAHITHI MPUHOMH TOJICTHIICTUKHA Y
CBOEMY TBOpUOMY JopoOKy. Hampukman, y kommosumisx: «BecHsHka», «®Dyra-
octuHato», «Bepmanky, «Eneris», «Konomwuiikay, «Croita mam’a1i HEOECHOT COTH1»,
croita «CrnoBinb 4YapiBHUX CTpyH», «llactopamby, «IlicHs Birpy» Ta imux. Bin
MOEHYE €JIEMEHTH PI3HUX €MoX: KJIacHUIM3My, 0apoko, iMmpecioHi3My (dopruiaru,
«anpbeptieBi Oacw», MOpPACHTH, JpiOHI BIPTyO3HI Tacaxi) 13 CY4acHOIO
KOMITO3UTOPCHKOKO MOBOIO (JIEaTOPUKOI0 Ta COHOPUCTHUKOIO).

Kommnosutop-noBatop I. MarBiiB BiIKpUB HOBY CTOpIHKY Yy OaHIypHOMY
MUCTEITB1, BTUIMBIIH MOJICTUIICTUKY Y TAKOMY CHHTETUYHOMY KaHp1 K «OaHTypHI
BijleokIinmM». MokHa Ha3BaTu JeKUIbka 3 HHUX, Hanpukian: Deja Vu (G.Matviyiv);
Nocturne (G.Matviyiv); Wild West Jazz (G. Matviyiv) Ta iH1mIi.

ABTOp MaHMX TE€3, TAKOXK BIPOBAKYE MOMICTIIIICTHIIICTUYHI PUAOMH y CBOIX
aBTOPCHKHUX TBOpaxX: «Y mMoioHi nym», «[lomopoxk Hamx MICTOM Ha TMOBITPSHIN Kymi»,
«BiTpaxi rormunoro cobopy», «llim nebom Heamonsa», «Emeris», «PiznBsana
danTazisy, «lIpurogum xopomnst Aprtypa», «Buminas Cssartoi ['impmerapmun», «Hiu y
mycTeni» Ta 1Hmi. Y JaHUX KOMIIO3HUISAX Oya0 BIPOBAKEHO TO€THAHHS
IMITpECiOHI3MY (IIIMPOKE BUKOPUCTAHHS PI3HOMAHITHUX BU/IB TIiCaH0, (PJIasKOIETHOL
TEXHIKH, pO3IIapyBaHHs (aKTypH) 3 eIEMEHTaMU J)Ka30BOi CTUIIICTUKHU.
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OTtxe, OaHaypa K HallOHAJbHUN MY3WYHUH IHCTPYMEHT, MPOMILIA BETUKUM
XyAOXKHBO-ICTOPUYHUM MIISAX, Ta HE TUIbKK 30eperya CBOI aBTEHTUYHICTh Ta
VHIKaJIBHICTh y CYYaCHOMY COLIOKYJIBTYPHOMY HPOCTOpi, @ ¥ BOJHOYAC MOCTIMHO
BJOCKOHAJIIOBAaJIach Ta po3BHBaiach. CydyacHe OaHIypHE MY3UMKYBaHHS y KOHTEKCTI
MOJIICTUJIICTUKU CTA€ MEPCIIEKTUBHUM, HAPSIMKOM BUKOHABCHKO1 TBOPYOCT1 Cy4aCHHUX
MY3UKAHTIB, TOAAJBIIUX TBOPYUX KOMIIO3UTOPCHKUX MOUIYKIB. Bukopucranus
MOJIICTUIIICTUYHUX PUHIUIIIB, MPUMOMIB Y MY3UYHHUX TBOpax /sl OaHAypu 30arauye
iX  XyIOXXHbO-OOpa3Hy  3MICTOBHICTh  SICKPABOIO  TEMOpPaJbHOI  MHalITPOIO
€THOXApaKTepPHUX PHUC, YPI3HOMAHITHIOIOUM EKCIPECII0  XYI0KHbO-TEXHIYHHUX
HOJICTUIICTUYHUX MPUHOMIB B MPOILIECI CTBOPEHHSI BUKOHABCHKHUX 1HTENPETALIMHUX
KOHIIETIIIIH.
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Abstract. The article is devoted to the problem of improving ensemble skills,
their specifics as a powerful means of musical development of students. Attention is
focused on the developing and communicative functions of playing in an ensemble. The
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types of piano ensemble and the specifics of teaching this type of musician's
performance are considered.
Key words: ensemble skills, piano ensemble, performance, piano teachers.

CHEIIUPIKA PO3BUTKY AHCAMBJIEBUX HABUYOK
MAHBYTHIX BUKJIAJAYIB ®OPTEIIIAHO

Anomauyia. Cmamms npucesiuena npobiemi YOOCKOHANEHHS aHCaMOnesux
HABUYOK, iX cneyuixu aK NOmMydHCHO20 3acO0y MY3UUHO20 DPO3GUMKY CHMYOEHMIS.
3ocepedoiceno ysazy Ha po3susaroyull i KOMYHIKAMUBHIU (DYHKYIAX epu 6 aHcaMOI.
Poszenanymo euou popmeniannoco ancambaro ma cneyudiky HaguaHHus OAHOMY BUOY
BUKOHABCHLKOI OisIbHOCTI MY3UKAHMA.

Knrouoei cnosa: ancambnesi Hasuuku, hpopmeniannuil ancamob.1b, BUKOHABCMEB0,
suxnaoayi popmeniano.

One of the main forms of learning in a piano class is a lesson on acquiring skills
and skills in solo performance. In the modern system of music education, the
importance of mastering the piano ensemble genre is secondary. However, it is
generally known that the role of ensemble performance in the educational and
pedagogical process is quite important. Many musicians and practicing teachers see the
piano ensemble as a powerful tool for the musical development of students, designed
to perform, first of all, a developmental function. After all, two instruments give
performers much more freedom, independence in the use of registers, pedals, etc.

The piano ensemble is divided into two varieties — on one or two instruments.
Instrumental performance is significantly different from each other. The content and
difference are laid in the very concept of «piano duet», namely:

- four-hand duet — a type of ensemble where the performers are directly dependent
on each other. Playing one instrument involves a close fit, the common "use" of
one keyboard, one pedal, and as a conclusion encourages inner unity and
empathy, to one creative thinking;

- an ensemble of two instruments gives the performers much more freedom.
Works for two instruments, as a rule, have parts of equal complexity, which

significantly expands the performance capabilities of two pianists. The concert
repertoire for two instruments is more varied and technical in terms of pianism. Works
for two pianos gravitate towards virtuosity, acquire a wide concert meaning, and works
for a duet in four hands — towards the style of chamber music. In the performance of a
duet in four hands, such a sound balance cannot be achieved, which is naturally
obtained in playing on two instruments.

There are less popular forms of piano ensemble — playing one instrument in six
hands and eight hands playing two instruments. The performance association in an
ensemble of several members contributes to the development of a «sense of common
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responsibility to an even greater extent than playing in a duet» (Klesch, 2018, p. 240).
Cooperative play is useful for the development of the creative imagination of several
performers and is realized by their joint efforts.

The method of instrumental and ensemble training involves:

- thorough study by each student of his part and familiarization with the part of
the partner from the ensemble;

- identification of episodes that require additional practice during the period of
work of each of the partners on their part (various passages with small technique,
arpeggios with determination of the correct fingering) with the use of adequate
analytical methods;

- individual practice at the stage of learning a piece of music by everyone an
ensemble player for the simultaneous performance of chords, which requires
special skills;

- improving the skills of reading from a sheet and transposing using the example
of musical works with a light texture while independently processing ensemble
works;

- invention of common, so-called "approximate"” accents to preserve the unity of
sound (not indicated in the musical text, but practically significant);

- adjustment of their actions by student-pianists in the rehearsal process, the
ability to compromise based on the objective capabilities or needs of the partner
and continuous control of his party;

- preservation of the general emotional mood even in solo places, observance of
the integrity of the musical form, subordination of parts to the whole, a single
artistic idea.

From a methodological point of view, it is important to select the repertoire,
which should take into account the interest in the material being studied, its availability
and «the achievements of specific ensemble players» (Shubina, 2011, p. 220). For this,
such a form of teaching ensemble performance as a sketch study of musical works
acquires considerable importance. The sketchy form of work in an ensemble gives the
future music teacher the opportunity to enrich his knowledge and experience by getting
acquainted with the maximum number of musical works for him.

An important socio-psychological function of musical art is revealed during the
training of performance skills in the piano ensemble — communicative. In this regard,
the opinion of I. Polska sounds convincing that «the essence of ensemble performance
is the process of human spiritual relations, a special psychological interaction of people
with the help of joint performance (interpretation) of music» (Polska, 2001, p. 33). The
role of communication in the ensemble grows to the level of spiritual, personal
relationships.
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Concert practice is also of great educational importance. It is aimed at
«developing artistry, creative attention, understanding the sense of responsibility»
(Molchanova, 2001, p. 63). Original duet pieces and concert transcriptions intended for
concert performance require quite detailed work on their completion. The study of
these works helps to understand the diversity of their performance possibilities and
artistic diversity, creatively enriches the performers and improves their pianistic skills.

Productivity of ensemble performance disciplines the metro-rhythmic nature,
contributes to the improvement of articulation processes, forms stage and concert
skills. From a psychological point of view, practice shows that students' first public
performances at the stage of their professional training should begin with ensemble
music making. One of the advantages of mastering the skills of ensemble performance
is the possibility of organizing independent, cohesive work of students. The
systematicity of daily intelligently implemented rules of ensemble performance gives
students confidence in their capabilities and the need to improve their professional
experience. After all, creative communication is an important foundation for a future
piano teacher. Thus, the use of piano ensemble lessons in pedagogical work opens up
great opportunities for the implementation of the tasks set before the teacher of
instrumental disciplines. The use of playing in the ensemble will first of all familiarize
student pianists with various musical works of domestic and foreign authors of an
accessible level of complexity, promotes the development of associative thinking,
educates musical taste, intelligence and creative growth.
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Abstract. The article examines the problem of professional equipping of a pianist
— the acquisition of artistic and technical skills in the process of piano training.
Conditions have been determined and methodical principles have been developed,
which contribute to a positive result during individual lessons of the future piano
teacher.
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YAOCKOHAJIEHHA XY O KHbBO-TEXHIYHUX HABUYOK
MAMWBYTHIX BUKJIAJIAYIB ®OPTENIAHO

Anomayia. B cmammi poszensoacmscsi npobiema npogeciunozo 0CHAUeHHs.
nianicma — HAOymmsi Xy00ACHbO-MEXHIYHUMU HABUYKAMU 8 npoyeci hopmeniannoi
niocomosku. Buznaueno ymosu ma pospobieno memoouuni 3acaou, siKi CHpusilomo
NO3UMUBHOMY pe3yIbmamy nio 4ac iHOUGIOYAIbHUX 3AHAMb MAUOYMHbO20 UKIA0AYA
gopmeniano.

Knrwouoei cnosea: 6uKkoHa8CuLKI HABUYKU, XYOOIUCHbO-MEXHIUHI HABUUKU,
BUKOHABCHKA NIO20MOBKA, MAOYMHI 8UKIada4i popmeniano.

Learning to play the piano involves acquiring and possessing specific
knowledge, skills and abilities. It is the latter that form all components of pianism:
sound production, articulation, various types of technique. The concept of "skills" in
psychological and pedagogical literature is considered mainly as a result developed by
repeated repetitions, of an automated nature and used to perform actions. In the process
of work, skills can be improved, but if it is not fixed for a long time, the mobility in its
application is lost. It should be noted that at the initial stage of the formation of any
skill occurs consciously, that is, with the use of self-control, and at the stage of
automation, the control is in a subconscious state, and the skill performs the role of an
automated tool in the implementation of certain tasks. Thus, the formed skill provides
an opportunity to acquire a skill or to perform complex piano actions for the acquirer.
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For applicants who have just entered the university and have a low level of
instrumental training, the following skills should be important: motor, motor-sound,
auditory, metro-rhythmic, coordination, as well as the skills of perceiving musical text.
Organization of the pianist's playing apparatus, its mobility. mastery of equipment
related to the formation of motor or motor-technical skills. In applicants with a low
level of training, the specified skill is not properly formed or is completely absent. Its
acquisition in adulthood is quite difficult, because the plasticity and naturalness of the
gradual growth of the game apparatus and its coherence with the instrument are lost.

In order to achieve clearer articulation, sound production, it is possible to use the
technique of «subtexting». Speaking tongue twisters has a positive effect on the sound
and speed of the game. Such synchronicity activates motor actions, auditory and
coordination elements. Taking into account that motor skills are beginning to be formed
in young children, it is better to adjust the repertoire for adults, and the text should not
be taken with children's content.

A motor-sound skill is a sound production skill. Already at the initial stage, it is
important to instill an attitude towards sound and its extraction quality. It is necessary
to develop the sensitivity of the fingertips, their independence and the ability for
intonation diversity. For this purpose, the following methodological techniques can be
used, namely:

- learn to get sound from the beginning to its development (by slowly pressing the
key (ppp...) to reach the sound limit (fff...);

- reception of unaccented playing (consecutively take three sounds on f —mp — pp
under the condition that "each sound should be taken with the sound power
obtained from the attenuation of the previous sound;

- take the sound deeply and hold it until it completely disappears to improve the
perception of the length of the sound;

- take a chord at the same time and alternately emphasize each voice.

The provided exercises and techniques are used with students of different levels
of training. In the case of a sufficient level, the specified contributes to improvement,
in the case of a low level, it performs a basic function. So, well-developed motor and
sound skills contribute to the expressive and diverse embodiment of a musical image.

Possession of a metro-rhythmic skill means for a musician the ability to organize
a musical language. According to art critics, music theorists, there was rhythm in the
beginning. Referring to this fact, it is necessary to teach the performer to feel the
alternation of strong and weak parts, to develop a sense of rhythm, so that during
performance there is no emphasis on the strong part, but rhythmic flexibility,
naturalness, but at the same time rhythmic clarity. A sense of rhythm and an
understanding of meter are important in the application of agogic principles. A sense
of musical time, a sense of rhythm in the tempo — this is what gives the game a
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naturalness and a touch of immediacy. The technique of «imagining yourself as a
conductor» has the most positive effect on the development and feeling of uniform
rhythmic development (Rebrova, Shao Qi & Chen Linlin. 2023, p. 54). A performer
with notes, without notes and without an instrument must be able to «differentiate the
texture and conduct it, feel the movement as a whole, and then implement it on the
instrument as a creative project» (Novska, & Chernomorets, 2023, p. 30).

One of the synthesized skills of a pianist is auditory-motor coordination. From
the name, we can see that it is aimed at subordinating motor actions to auditory
representations. This skill is quite difficult and is very often lacking even in students
after music school, and sometimes after music college. Its complexity lies in the fact
that both of its components must be formed. Under this condition, they will be able to
agree among themselves, that is, coordinate. The problem of coordination is
scientifically based and is considered in dissertation studies. Thus, among the
conditions of auditory and motor balance, it is considered important: «to consciously
control the sensation and expediency of movements; accumulate experience of auditory
representations; activation of auditory control; creating a comfortable state in motor
actions» (Grinchenko, 2022, p. 154). Lack or lack of coordination manifests itself in
"clumsiness" and excessive movements during the game. This skill is improved only
by incorporating self-monitoring, tracking errors, and evaluating the quality of
auditory, tactile, and motor input.

Thus, all considered skills (motor, auditory, sound, coordination) closely interact
with each other and are the basis of learning to play the piano. Their formation occurs
gradually and their development has its own specificity in the executive process. The
formation of skills should take into account the physiological and psychological
characteristics of the individual, the level of thinking, lability and mobility of the
musician. By developing artistic and musical thinking, the specialist improves
perception, activates auditory representations and uses the acquired skills in the
interpretative performance process to reveal the artistic and figurative context of a
musical work.
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CYTHICTH I CTPYKTYPA BOKAJIBHO-CTHJIHOBOI MAMCTEPHOCTI
MAWBYTHIX BUKJAJAYIB YKPAIHU 1 KUTAIO

AKTYyaJIbHICTh JOCHIJKEHHSI 00OpaHOi TeMH 3yMOBIIEHA THM, L0 YKPAaiHCBKI i
O0COOJIMBO — KUTAWCBHKI CHIBAaKM B CUJIY PI3HMX OOCTaBMH HEJOCTaTHbO OO13HAHI 3
iCTOpi€f0  PO3BHTKY CBITOBOIO BOKaJbHOTO MHMCTEIITBA BCHOTO CBITY, HOrO
CTHJIICTUYHOTO Pi3HOMaHITTS. KpiM TOro, TpaauiiitHo Ha 3aHITTAX 3 BOKAJy T'OJIOBHA
yBara HaJla€ThCsl PO3KPUTTIO B 37100yBaviB BOKaIbHO-(OHAIIMHUX 3aJJaTKIB 1 HAOYTTIO
HUMU TEXHIYHOI JOCKOHAJIOCTI y BUKOHAHHI HABAJILHOTO perepTyapy. 3HaUHO MEHIIEe
yBaru NpuAUIIE€TbCS POPMYBAHHIO MAUCTEPHOCTI XYI0KHbO-BUPA3HOTO BUKOHAHHSA 1
IIe MEHIIIE yBaru 3BEPTAETHCS HA BAXKIJIMBICTh YCBIAOMIIEHHS 1 aJIeKBaTHOTO BTIJICHHS
CTHJTICTUYHOT CBOEPITHOCT1 TBOPY, 110 BUBYAETHCS.

Lle TBepmKEHHS IPYHTYEThCSI Ha JIaHUX, OTPUMAHUX y MPOIEC] aHali3y Ipailb
TaKH HayKoBIIiB, ik B. AnToHok (2000), H. OBuapenxo (2016), C. IIum (2023) ta iH.
B ixHIX AOCHDKEHHSX BiJ3HAYCHO, IO CYYaCHUW CTaH MY3MYHOIO CEpeJIOBHINA
0OyMOBIIFOE TIONUT CYCHUIBLCTBA JO BKIIOUCHHS CITIBAKAMH B CBIH perepryap
BOKaJILHUX TBOP1 PI3HUX €MOX 1 HAIllOHAJIBHUX CTUJIIB. HaToMicTh GaraThoM CTyneHTaM
Opakye K 3araJIbHUX 3HaHb B Tally3i CBITOBOTO, 30KpeMa — MY3HYHOTO MHUCTEIITBA, TaK
1 cremiajaizoBaHOi €pyI0BaHOCTI, SKa CTOCYEThCS ICTOpIi BOKaJbHOI KYIBTYpPH,
BUKOHABCHKOTO CTHJIIO M 1HAMBIAyaJlbHOI MaHEpH CITIBaKiB Ta iX MPOSBY BIAMOBIIHO
TPaJMIIISIM, SIKI TAHYIOTh B PI3HUX €THOCAX Ta TXHIX MY3UYHHUX KYJIBTypax.

3 wMeTor0 OOrpyHTYyBaHHS MeETOMIiB (OpPMYBaHHS BOKAJIbHO-CTUIHLOBOT
MarcTepHOCcTI ManOyTHIX ¢axiBmiB Ykpaiam i Kwutato chopmynboBaHo poOoue
BU3HAYEHHS TIOHATTS «BOKAJbHO-CTHJIHOBA MAWCTEPHICTHY, MiJ SKOIO PO3YMIETHCA
IITICHA, IHTETpaTWBHA BJIACTUBICTH OCOOMCTOCTI, YTBOpPEHA Ha 3acajax IHOOKoi U
BCce0iYHOT 0013HAHOCTI B TaJTy31 ICTOPUKO-CTHIILOBOTO PO3BUTKY CBITOBOTO MYy3HYHOTO,
30KpeMa BOKAJIHHOTO MHUCTEITBA, OTIAHYBAHHS MIITHUMU, 1 B TOM ke 4ac — THyYKHMH,
BOKaJbHO-(OHAIIMHUMH HAaBHYKAMH, PO3BHHEHUM MY3WUYHHM MUCJICHHIM, IO
JI03BOJIsIE BUKOHABI(IO BIPHO IHTEPIIPETYBATH U YTUTIOBATH XyJ0KHHO-00pa3HUM 3MICT
BOKAJIbHUX TBOPIB PI3HUX CTHUJIIB.
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BokanbHO-CTHIIBOBa MaWCTEpHICTh MailOyTHIX BHKIIAJadiB BOKaJy TaKOX
OoOyMOBIIIOE€ ~ BaXJIUBICTh  (OPMYBAaHHSI  I€IaroriYHO-KPEAaTUBHOTO  CKJIQJHUKA
O3HAUEHOTO (PEHOMEHY, K YMHHHUKA, SKUWA 3a0e3Neuyio KYJIbTypHY TPaHCMICIIO
1IeIeBPiB BOKAJLHOIO MUCTEIITBA, HAKOMUYEHUX B HaJpaxX PI3HUX €MOX, [UBLII3aIIiH,
eTHIYHUX KyJAbTYp 1 XyHoxHIX HampsiMkax (Xyan lOiici, 2022). Lle no3somuio
BU3HAYUTH CTPYKTYPY BOKAJIBHO-CTHJILOBOI MaMCTEpHOCTI MalOyTHIX BHKJIA/JayiB
BOKaJy 1 €IHOCTI TAKUX KOMIIOHEHTIB, SIK MUCTEI[bKO-THOCEOJIOI'TYHHI{; BUKOHABCHKO-
(doHaliitH1I, aHAIITUKO-IHTEPIPETALIMHUN, KOMYHIKATUBHO-apTUCTUYHHM, a TaKOX
Ne1aroriYyHO-KpeaTuBHUM.

HinecnpsimoBane (popMyBaHHS O3HAUEHUX KOMIIOHEHTIB BOKaJbHO-CTHJIBOBOI
MalCTEpHOCTI MaiOyTHIX BHUKIJIaJadiB BOKajdy Mependadyae TaKoK CTUMYISLIIO B
3100yBayiB 31aTHOCTI O KPUTHUYHOI CAMOOIIHKM W HAaOyTTs JOCBIAY MPONEACBTHUKU
MOMWJIOK, TUTIOBUX JIJIsi (hpaxiBIlIB HA MOYATKOBOMY eTari HaOyTTs mpodeciiiHoro
JTOCBITTY.

BpaxyBaHHs  O3HAa4eHMX  TMOJIO)KEHb  Ma€  CTaThd  MIAIPYHTSIM  JUIs
pO3pOOIICHHS IHHOBALIMHOT ¥ e(eKTUBHOT METOAMKHU YAOCKOHAJIEHHSI 3MICTYy i
METOJIIB MIJITOTOBKK 3700yBauiB 0 HAOyTTS BOKAJIBHO-CTHJILOBOT MAaMCTEPHOCTI M
MalOyTHBOI YCIIIIHOT MPodeCciiHOT AISTBHOCTI.
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JIro Y KUT'O

3100yBa4 TPETHOTO (OCBITHHO-HAYKOBOTO) PiBHS BUIIOi OCBITH
HepxaBHoro 3aknany «lliBneHHOyKpaiHChKHIA HalllOHATbHUN
negaroriunui ynisepcutet imeH1 K. J[. Ymmncbkoro»

Haykosuii kepisauk I'anuna HIKOJIAL

JOKTOp NeAaroriyHux Hayk, npodecop

I3 «IliBnenHoykpaincbkuii HarionansHuit negaroriyHui
yHiBepcUTeT iMeHi K. JI. YIIuHChKOro»

METOAOJIOTTYHI 3ACAIN ITIAI'OTOBKAN
MAHMBYTHIX BUKJIAJAYIB MUCTENBKOT O ITIPO®LIIO
10 BOKAJIBHO-IIEJATOI'TYHOI'O CAMOPO3BUTKY

B ymoBax TexHojorizamii Ta iHGopMaTu3alii BHINOI OCBITH NIATOTOBKA
BUKJIQJIaYiB MHUCTEILKOTO Mpodito, sIKI Ha ECTEeTMYHHUX 3acajax OJIOIHIOIOTH
NOCTMOJICPHICTCBKY ~TYCTKY BHCOKHMH iJleaJlaMH 1 TIOYYTTSAMH, ITOBHHHA
3MIACHIOBATHCS Ha 3acajgaX CaMOpPO3BUTKY. Y HallMX pO3BiAKaX «BOKaJbHO-
NeIaroriYyHUi CaMOpPO3BUTOK MaMOyTHIX BUKJIAJa4diB MHUCTEIBKOTO MPOoduUI0» MU
BU3HAYAEMO SK BHCOKOOPTaHI30BaHy, CaMOITI3HABAJIbHY Ta CaMOIPOEKTYBAIBHY
TISTBHICTE IIOMO BJIACHOI camMopeanizaimii sk cheriaiicta y cdepi BOKalbHOI
NEeIaroriki, a TaKOoX SK IUIECIPSIMOBAHHIN MpOLIEC TBOPYOi CaMO3MIHU BIIACHUX
IYXOBHMX, MOPAJIbHO-€TUYHUX 1 MY3UYHO-€CTETUYHUX I[IHHOCTEH, BOKAJIbHO-
NEeIaroriYyHUX KOMIIETEHTHOCTEM 1 XapaKTepOoJOTiyHUX OCOOJMBOCTEH  3ajjis
JOCSITHEHHSI aKMEOJIOTTYHUX BepiminH. (O3HaueHWW Tpolec IPYHTYETbCS HA
BIJIMOBIIHUX CYTHOCTI BOKaJIBHO-TIEIArOTi9HOIO CAaMOPO3BUTKY B3a€EMOIOB’I3aHUX
METOIMOJOTTYHUX ITIAX0AaX.

Oco06iMBOCTI METOMONOTIT JOCHiKEHb Yy cdepi MHUCTENBKOI Ieaaroriku
MOJIATAIOTh Y BUKOPHUCTaHHI (PUITIOCOPCHKUX MPHUHITUIIIB 1 MIAXOMIB 31 chepr eCTETHKH,
KYJIBTYPOJIOTii, TepMEHEBTUKH TOIIO, & TAKOX METOJOJIOTIYHOTO arapary Melarorik,
TICUXOJIOT11 Ta MUCTEI[TBO3HABCTBA, 30KpEMa IPUHIIMITIB OpraHi3allii m3HaBalbHOI Ta
TBOPYOI AISUTBHOCTI, y TOMY pa3i i iHTeprpeTaniinoi. Cepen HU3KM HayKOBUX M1IXO/IB
y epury 4epry 3ymuHUMOCH Ha TaKUX:

- akmeonociunomy, TIO 3abe3medye MiArOTOBKY MaHOyTHIX BHKJIa/IadiB
MHUCTEILKOTO TMPOQILII0 0 BOKAJIHHO-TIEAATOTIYHOTO CaMOPO3BUTKY 3
OpIi€HTAIlI€I0 HA BUCOKI MpodeciifHi JOCSITHEHHS y c(pepi BUKIIaJaHHs BOKATy Ta
MYy3U9HOTO BUKOHABCTBA;

- akcionoeiunomy, O CIOHYKAE M1 9ac BimOOpy 3MICTy MIATOTOBKH MalOyTHIX
BUKJIaJ]a41B MUCTEIILKOTO MPOP IO 10 BOKAIHHO-TIEIArOr1YHOTO CAMOPO3BUTKY
BPaxOBYBaTHU CBITOIJISIHI M €CTETUYHI IIHHOCTI Ta I[IHHOCTI MY3UYHOTO
MUCTEIITBA;
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- GHMPONOYEHMPUYHOMY, IO CTaBUTh Y LUEHTP yBard MUTaHHS MIOJ0 CYYaCHHUX
e Ta 3aco0iB PO3BUTKY JIFOJACBKUX 3aTHOCTEM 1 TOTOBHOCTI MaMOyTHIX
BUKJIQJAa4yiB  MHUCTEIBKOrO  MOpoduIt0 10  BOKAJIbHO-NIEAArOri4HOIO
CaMOPO3BUTKY;

- OIAIbHICHOMY, 0  JI0O3BOJIAE  TPAKTyBaTH  BOKaJIbHO-TIEAArOr14HUN
CaMOpPO3BUTOK MaMOYTHBHOT'O BHKJIaJadya MHUCTELBKOrO MPOQULII0 K BUCOKO
OpraHi3oBaHy, CaMOIlI3HaBaJIbHY Ta CAMOIPOEKTYBAIbHY AISUIBHICTH y ranysl
MY3UYHOI MeJaroriki i BAKOHABCTBA;

- ocobucmicHomy, O JT03BOJIAE TPAKTYBATH MiJITOTOBKY MalOyTHIX BUKJIAadiB
MHUCTEIBKOTO0 MpOQUII0 A0 BOKaJbHO-TIEAArOriYHOIO CaMOPO3BUTKY SIK
[JIECTIPSIMOBAHMIM TMpOIlEC KPEaTUBHOI CaMO3MIHM BIACHUX JIYXOBHHX,
MOpaJbHO-€TUYHUX, MY3UYHO-€CTETUYHUX  ILIHHOCTEH, TBOPUYOi  BOJIi,
NeAaroriyHoi CupsIMOBAHOCTI 1 XapaKTEPOJIOTIYHUX 0COOIMBOCTEH.

O3HaueHl MIAXOAW MAOTh 3HAYHWUN MPOTHOCTUYHUN TOTEHIAN 1 OymyTh
JOKJIAJIHO THTEPIPETOBAH] y HAIIUX MOAAJIBIINX PO3BIIKAX.

Cynb KYH

3100yBayKka TPETHOT0 (OCBITHRO-HAYKOBOT'0) PIBHIO BHINOI OCBITH
I3 «IliBpeHHOYKpaiHChKUI HAITIOHATBHUHN T1€1aroTTYHHUMA
yHiBepcuteT iMeH1 K.J[. YmmHCchKOTO»

Hayxosuii kepisauk I'anuaa HIKOJIAI,

JIOKTOP MeAaroriyHux Hayk, mpodecop

I3 «IliBnenHoykpainchkuii HartionansHUM niegaroriaHui
yHIBepcHUTeT iMeHi K. J[. YImuHChKOTro)

®EHOMEH NOJIXYJ0XHbOI OBI3HAHOCTI
Y KATET'OPIAJIBHOMY OJII MUCTEIBLKOI NEJATOT'IKH

VY rnoGanizoBaHOMY CBITI JIOAMHA MiA BIUTMBOM KOMIT IOTEPHUX MEPEX Ta
PO3MOBCIOMKEHHSIM TIOM-KYJABTYPH BTpada€ CIPOMOXKHICTh JTYXOBHO OITAHOBYBAaTH
peanpHICTh 3ac00aMU BUCOKOTO MUCTEIITBA 1 HE 3/1aTHA B KOOpPAMHATAX WOTO PI3HUX
BUJIIB E€CTETUYHO TICPESKHMBAHHS [IHCHICTh, a TAaKOXX CaMOpPEaTi30BYBaTUCh Y
MUCTEIBKIl TBOPUYOCTI 1 XymoxHIH komyHikaiii. [Ipumitao, mo B XXI cromitTi
(eHOMEH TMOMIXYIOKHBOCTI TOTPAIUIIE€ B EMIIEHTP YBaru JOCTITHUKIB OACCHKOT
HAyKOBOI IIIKOJIA IOJI0 BU3HAYEHHS XY 0KHBbO-ECTETUYHOTO KOHTEHTY BHKOHABCHKOI
MiATOTOBKH.

V¥ kareropiaJibHOMY TOJI1 MUCTEIBKOI MEIaroriki JIOT1IKO-CMHCIIOBA CTPYKTypa
MOJIIXYTOXKHbOI OOI3HAHOCTI TIPYHTYEThCS Ha JAe(IHITUBHOMY aHali3l Kareropii
«XYIOKHE», «IONIXYyIOXKHE» Ta «0O13HAHICTH». KOHCEKBEHTHE BUKOPHUCTAHHS
KaTeropii XyJ0KHbOTO B T'YMaHICTUYHUX PO3BIAKAX CBIIYUTH MPO 1HTEPPEPEHIi0
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«XYIO’KHBOTO» B CTPYKTYpY Ipo(heCiiHUX SKOCTEN BUKIIa1a4uiB BOKaIY, po30y10ByIOUU
iX mepenik, sIK OT: XYIOXKHS OCBIYEHICTb, XYIOKHBbO-IIPOEKTHI BMIHHS, XyHOXHBO-
Mi3HaBaJbHA KOMIIETEHTHICTh, XYI0’KHbO-00pa3Hi penpe3eHTalii Tomo. Y cBOIO Yepry
(eHOMEH TONIXyAOXKHBOCTI 3JaTHUM 3alyduTH 37400yBadiB O MaKpPOKOCMY
MUCTEIBKUX I[IHHOCTEW 3aBSKHA CTBOPEHHIO MOMIXYI0KHBOT aTMOoc(epu B3aeMOIIi 3
MUCTEUTBOM, 3aBASKH KOMYHIKAIlii 1 BCTAHOBJICHHIO JYXOBHO-TBOPYOIO KOHTAKTY MIX
BUKJIaJlaueéM BOKaJly 1 37100yBauamu, 3aBIsSKH CHUHEPTidHIN €qHOCTI 00pa3Hoi chepu
PI3HHUX BUJIB MUCTELITBA.

Kareropiss oOi3HaHOCTI HE Tak JaBHO 3 ’SBWJIACh Yy TEPMIHOJOTTYHOMY TMOJ1
MeNaroriki i BHUKOPHCTOBYETHCS IMONO BU3HAYEHHS CYTHOCTI TaKUX TIOHSTH, SIK
KOMITETEHTHICTb, €pYAUIIisl, OCBIYEHICTh. 3HAMEHHO, III0 TePMiH 0013HAHOCTI Y cdepi
MUCTEIBKOT TeAaroriku ymoaoOalu KUTANChKI JOCHIIIHWKH, SKI HABYAIOTHCS Ha
MUCTEIBKUX (haKylIbTeTax MenaroriyHux yHiBepcuteTiB B Ykpaini (JIine SAub, Jlio,
Hsaubisab, Yxan CsaHIOH, Ta 1H.)

deHOMEeH MOMNIXY0’KHbOi 0013HAHOCTI MallOyTHIX BHKIJIAJIadiB BOKaIy TICHO
NOB'SI3aHUM 3 MpoIleCaMU peLeriii, TBOPEHHS Ta (PYHKIIIOHYBaHHS BUTBOPIB PI3HUX
BUJ[IB MUCTEIITBA B IX CHHEpriiH1i €qHOCTI. Cepen ioro (heHoMeHa MoiXyI05KHbOCT1)
0a30BUX O3HAaK — HASBHICTH IUIOKIITAJTY 3HaHb 31 cepu MHCTEITBA, KYIbTYPH 1
BOKaJIbHOT Tefaroriki (MmoiH(GpOpMOBaHOCTI Mm0A0 (YHKIIIM ToJI0COBOTO amapary
CIiBaka Ta WOTO 3JaTHOCTI CTBOPIOBATHU SICKPaBl XyI0KHBO-3BYKOBI 00pa3u 3aiis
NpEe3eHTYBaTU My3UYHOI KAPTUHU BCECBITY.

OTtxe, heHOMEH MONIXyA0KHBOI 0013HAHOCTI MOTPeOye JOKIATHOTO BUBUCHHS
CBOIX MPOSBIB 1 BBEACHHS B KaTEropiaJbHOMY TOJI MUCTEIBKOI TEIaroriku y BCii
MOBHOT1 TEOPETUYHOTO OOTIPYHTYBaHHS.

I'yn XAHBIIYAH,

3100yBayKa TPETHOTO (OCBITHRO-HAYKOBOT'0) PIBHIO BUINOI OCBITH
VYkpaiHChKull epKaBHUMA YHIBEPCUTET

imeni Muxaiina JlparomanoBa

Hayxosuii kepiBauk Hartanis ['YPAJIBHUK

JIOKTOpP TEAAroTriyHuX HayK, mpodecop

daxynbpTeT MUCTEITB IMEH1 AHATOMIST ABIIIEBCHKOTO
VYkpaiHChKU# IepKaBHUIA YHIBEPCUTET

iMeH1 Muxaiina /IparomanoBa

HAYKOBO-TEOPETUYHU MOTEHIIIAJI
BOKAJIbHOI METOJUKHU

BoxkanbHa miaroToBKa creriagicta Mae 0COOIMBOCTI OpraHizaliii Ta 341HCHEHHS,
Kl Oe3mocepeHbO TMOB’Si3aHI 13 HASBHICTIO Ta BHUKOPUCTAHHSIM HAYKOBO-
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TEOPETUYHOTO TIOTEHITIATy I[LOTO KaHPY, IO MPOSBIAETHCS B 0ararboX MY3WYHHX
cTuiIsiX. BucBiTIIeHO 0COOIMBOCTI Opraxi3ailii Ta 3MiCTOBOIO HAlTIOBHEHHSI BOKAJIbHOT
MIATOTOBKM MalOyTHIX YYMTENIB MY3MYHOIO MHUCTELTBA B yMOBax HpodeciiiHo-
CIPSIMOBAHOT'O HaBYAHHS Y MUCTEI[LKUX 3aKJIaJlaX BUIIOT OCBITH YKpaiHH.

Mera mnonsirae 'y PO3KPUTTI CYTHOCTI HAYKOBO-TEOPETHUUYHOTO, XYyHOXKHbBO-
BUKOHABCHKOTO Ta MY3MYHO-TICArOTIYHOTO HANpPSMIB BOKAJIBHOI ITiITOTOBKH
CTYICHTIB, C€pe/l AKUX BUOKPEMIICHO METOAUYHUMN acnieKT. JloIUIBHICTh 3ampornoHoBai
TEMHU BUPAKAETHCS y BIPOBAHKCHHI y MPOIEC BOKAIBHOT MiATOTOBKH TaKUX HAYKOBO-
NeIaroriyHUX  MPUHLMIIB i opraHi3aiii:  HAyKOBOCTi,  YCBIJIOMJICHOCTI,
nepcoHidikailii, 1HTerpamii XyJ0>KHbOTO 1 TEXHIYHOTO KOMIIOHEHTIB, METOIUYHOL
CHpsIMOBaHOCTI HaBuaHHsA. (OcoOJIMBY yBary MU TPHIUIIEMO BHOKPEMIICHHIO
npodeciiiHo-He0OXITHUX 3HaHb, YMIHb 1 HABUYOK, IO CHPUAIOTh aKTUBI3allii TBOPUOi
camopeanizaiii crtymeHtiB. Cepen HUX sl 30aradeHHs HAyKOBO-TEOPETHYHOTO
MOTEHITiaJly MM BIIHOCMMO HaBUYKHA BHYTPIIIHBOTO CIIYXOBOTO Ta BHKOHABCHKOTO
IHTOHYBaHHS, YMIHHSI aHaAJIi3yBaTH BOKaJbHI TBOPH; 3HAHHS 3 aJIFOPUTMI3allii 3ac00iB
BUKOHAHHS TBOPIB; PO3pOOKY Ta BUKOPUCTAHHS IHHOBAIIMHUX METOMIB BOKAJIBHOI
poOOTH 3 YUHSIMHU.

[IpoGiemMu BOKaJbHOTO MHUCTENTBA 1 HABYAHHS JOCHIDKYIOTBCS Yy PIZHUX
acrmekTax: 1cTopii Ta Teopii pO3BUTKY BOKAJIbHOI KynbTypH (B. AnToHIOK, M. Mukuiia,
O. CraxoBud, iH.); TCUXOJOrO-(PI310JOTTYHUX Ta IUIAKTUYHUX OCHOB HABYAHHS
COJIbHOTO 1 XOpoBoTO cmiBy (A. Mena6eHi, I. Ctynoa, Cs [[3toans, Lluas Yens, g0
Jlinp Ta 1H.); ocoONMMBOCTEH peasizallii BOKAJIBHOI OCBITH y NEAAroridyHuX 3aKiaaax
Buioi ocsitu (JI. Bacunenko, C. I'mupina, O. Ilerpukona, JI. Tornpka, C. SI0koBChHKa,
Sn Csoxanp Ta 1H.); METOAMKH MY3UYHOTO, BOKAJIbHO-XOPOBOTO BHUXOBAHHS
(H. To6poBonbebka, JI. Kamenenpka, H. Kvon, H. Moxaiikina, B. ITomoB).

3aBpaHHs NPEICTABICHOTO Marepiaay IMOJISTaloTh B OOIPYHTYBAaHHI NMPUHIIUIIIB
edexTrBHOI oOprasizaiii BOKaJbHOT MIATOTOBKM MaiOyTHIX YYHTENIB MY3WYHOTO
MUCTEITBA y MUCTEIbKUX 3aKJIaJjaX BUIIOI OCBITH.

3MiCT HaBYAJIbHUX JUCITUIUIIH 3 BOKATy Y cucTeMi ()axoBO1 OCBITH CIIPSIMOBaHHMA
HAa TEOpPETHYHE 1 METONWYHE 30aradeHHs CTYICHTIB 3HAHHSAMHU 1 MPAKTUYHUMU
HAaBUYKaMH POOOTH 3 BIACHHM TOJOCOBHM amapaToM, 3aco0amMu HOro ONTHMAabHOI
opranizamii Ta ¢yHkuionyBanHs. Crnernudika MaiOyTHROT TpodeciiiHOl MiSTBHOCTI
BUHTEIISI My3UIHOTO MHUCTEIITBA OOYMOBIIIOE€ OCOOIMBOCTI peai3allii Horo BOKaJIbHO1
MIATOTOBKH, Yy Tiepebiry sikoi (opmyroThcs BaxkimBi (axoBi KOMIIETEHTHOCTI,
BOKaJIbHO-BUKOHABCHKI HABUYKW W YMIHHS, Cepell SKUX: MOCTAHOBKA MPAaBUIHLHOTO
BOKAJIbHOTO JIMXaHHS, OMNaHyBaHHsA 3aco0iB  CIHIBallbKOIO 3BYKOBUIOOYBaHHS
(3BYKOTBOPEHHSI), SIKICHA JUKIISI Ta apTUKYJALISA, BOJOAIHHA HPUHOMIB MYy3HMYHOIO
rOJOCOBEAIHHS W (pa3yBaHHS, JOTPUMAHHS YHCTOTH IHTOHYBAaHHS, BIIUYTTS
aHcamOJIt0, peajizailisi BJIACHOT MaHEpU W CTUIII0 BHUKOHaHHS Toulo. KpiMm Toro,
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MaiOyTHIA Y4YUTellb My3UYHOTO MHUCTELTBA NMPOTHO3YETHCA SIK TBOpYA OCOOUCTICT,
sKa BOJIOAIE CyYaCHMMU 3HAHHSMH 1 METOJaMH POOOTH 3 JUTSAYUM TOJIOCOM, HOTO
PO3BUTKOM Ta OXOPOHOIO.

3a3HadyeHe BUMAara€ TakKoi METOJUKH BOKAJIbHOI MiATOTOBKH 3 TOCTaHOBKH
rojocy, 1o 3abe3nedyBaruMe (OpMyBaHHS IIUIOTO KOMIUIEKCY TMpodeciiiHo-
HEOOXITHUX KOMIIETCHTHOCTEH Ta TMOTEHIIMHUX MOXIMBOCTEH CTYACHTIB JIA
aKTUBHOI 11X TBOpYOi camMmopeani3alii, CaMOYJOCKOHAJIEHHS 3aco0aMu BOKaJIbHO-
BUKOHABCHKO1 1 My3WYHO-TIEAArOr14HO1 A1STBHOCTI.

J10 HayKOBO-TEOPETUYHOTO MOTEHIIIaly BOKaJIbHOI METOJUKH BXOSATh, Ha HAII
NOMIISAJl, aKTUBI3AIlSl BHYTPILIHBOIO CIyXy Ta BUKOHABCHKOTO 1HTOHYBaHHS; YMIHHS
3IIMCHIOBATH XYHOKHBO-TIEAATOTIYHANA 1 My3WYHO-BUKOHABCHKUN aHaJi3 BOKAJbHUX
TBOPI1B; MPAKTUYHE OBOJIOJIIHHS aJIrOpuTMaMHu Bi10Opy 3aco0iB Ta MpUiloMiB 00pa3HO-
BUPA3HOTO, TEXHIYHO-JIOCKOHAJIOr0 BUKOHAHHS TBOPIB; CHPSIMOBAHICTh MalOyTHIX
YUUTEIIB My3UYHOTO MUCTELITBA HA PO3POOKY Ta BUKOPUCTAHHS JIEBUX IHHOBAIIMHUX
METONIB BOKaJIbHOT poOOTHM 3 y4HsAMH (MM 4Yac TPOXOMKEHHS TIeNaroriaHoi
BUPOOHMYOT MPAKTUKU Ta Y MOJAJBIIIN caMOCTIHIN podeciiiHii qiSIbHOCTI).

[TornubneHHs ¥ cucTeMarH3ailisi BOKATbHO-TCOPETUYHUX 3HAHb, ()OPMYBaHHS
O3HAUEHUX KOMIIETEHTHOCTEH y CTyIEHTIB MoOXe BiAOyBaruch 3a YMOB:
IIIJIECTIPSIMOBAHOTO  PO3BHUTKY XYAOXKHBOTO KOMIIOHEHTY CBIJIOMOCTI MalOyTHIX
¢daxiBiiB (aKTUBHE MYy3UYHE CHPUMHSATTS, PO3BUHEHE BOKaJbHO-BUKOHABCHKE
MUCJICHHS, My3U4YHO-CIIYXOB1 YSIBIE€HHS, MaM’sITh Ta 1H.) K OCHOBH TOBHOIIIHHOTO
YCBIIOMJICHHSI YCIX CKJIAJOBHX MY3HUYHOTO 3MICTYy Ta IHIHMBIAYaJbHO-TBOPUYOTO
IIPOEKTYBaHHS BOKaJIbHUX 00pa3iB; HAOYyTTS 3/IaTHOCTI CTBOPIOBATH OpPHUTIHAJBHI
iHTEepIpeTallii BOKAJIbHUX TBOPIB; BOJOMIHHS CHEIaJIbHUMHU XYIOKHbO-TEXHIYHUMH
IpUiioMaMu CITiBY; BUSBY TBOPYO-CAMOCTIMHOI OCOOMCTICHOI IMO3HIli CTyIeHTa B
OCBITHBOMY TMpOIleCi, HAIUICHOCTI Ha TIIOCTIHE CaMOyJIOCKOHAJICHHS Ta
caMopeaizallito sk BAKOHABIIA 1 egarora 3aco0aMu BOKaJIbHOTO MUCTEIITBA.

3 BUKJIQJCHOTO CTa€ 3pO3yMUTMM, IO BOKajbHA MiArOTOBKa MailOyTHHOTO
BUMTENISI MY3UYHOTO MHCTENTBA 00IiMae HAyKOBO-TEOPETUYHUH, XyHTOKHBO-
BUKOHABCHKHI Ta My3UYHO-TIEAArOrYHUN HAIIPSAMHU OCBITHBOI AISTILHOCTI, TIepeadadae
BUPIIICHHS  3aBIaHb (QOpMYBaHHS  BaXIUBUX  (axoBuX 1 mpodecitHmX
KOMITETEHTHOCTEH y Taily31 BOKaJbHOI MENarorikv, Teopii Ta METOIWKU HaBYAHHS
CIiBY, BOKaJIbHOTO BHKOHABCTBAa. bararoBeKTOPHICTh 1 CKIAAHICTh BUPIMICHHS
MOCTaBJICHUX 3aBIaHb OOYMOBIIOE TOTPeOy B OHOBJIEHHI MPUHIMITIB OpraHizarii
BOKaJIbHOT MITOTOBKM MaWOyTHIX YYHUTENIB MY3HWYHOTO MHUCTEITBA B YMOBaX
HaBYaHHSA Yy 3aKJaJaX BUIIOT MUCTELIBKOI OCBITH.

Teopiss 1 mOpakTUKa BOKaJIbHOI OCBITM MICTUTh HalpalboBaHUN Oarartuii
METOIMYHUIM JIOCBiA Yy Taiy3l pO3BUTKY cmiBalbkoro roiocy. Cepen mnepeBipeHHX
4acoM TPaJUILINHUX METOAIB BOKAJIHHOTO HABYAHHS M PO3KPUTTS HOro MOTEHIany



66

BUOKPEMIIIOIOTHCSl TIOSICHIOBAJIbHUN, UIIOCTPATUBHUM, HAOYHO-IEMOHCTpaLliiHUH,
IMITAI[IAHUNA, aHATITUYHUN, PENpPOAYKTUBHHM, acoliiaTUBHUM Ta iHIIL. OcTaHHIM
4acoM yBary CHeliajicTiB MPUBEPTAIOTh TaKi Cy4acHI METOAM BOKAJIBLHOTO HaBYaHHS,
SK TIPOEKTUBHI, I1HTEPAKTHUBHI, MJ1ajOoroBi METOAM, CIIBTBOPUOCTI, aKTUBI3allil
MY3UYHO-CIIyXOBOTO CIIPUUHSITTS, EMOLIMHOTO CTUMYIIFOBAHHSI, IIIJTICHOTO OXOIIJICHHS
MY3UYHOIO 3MICTY, M’ sI30BOI'0O KOHTPOJIIO, 3J0POB’A30€PEIKECHHS Ta 1H.

[Ipy BHUKOpPUCTaHHI pI3HMX METOAIB BOKAJIbHOIO HAaBYAHHA MOTPIOHO
BpaxoByBaTH, IO HAHOUIbII [1€BUM CIOCOOOM BHUKIMKATH I1HTEpPEC OO CIHIBY
3QJIMIIAETHCS €MOLINHO-BUPa3He, MPUBAOIMBE 3ByYaHHS TOJIOCY BUMTENS. 3aBASKU
IbOMY B YYHIB BUHUKA€ LTI KOMIUIEKC CIIYXOBUX BIAUYTTIB, EMOI[ITHUX BPa’KEHb,
CMHUCIIOBUX YSBIICHBb MPO XapakTep 1 3MICT MY3HUYHOTO TBOPY, V HHUX 3’ SIBISETHCS
Oa)kaHHSI HABUMUTHUCS CI1BATU, TOCATATH IEBHUX YCITIXIB.

3ayBa)xuMoO, 110 B POOOTI 3 YYHSMH BUMUTENIb MOBUHEH JIEMOHCTPYBAaTH TaKy
MaHepy CIIIBY, sika 0 MAaKCHMaJIbHO BUTIIHO MPEACTABIISIIA YC1 XyA0XKH1 SKOCTI TOJI0CY
1 HaOMXKanach JI0 XapakTepy 3BYyYaHHS FOHUX TOJIOCIB. TOX, MPUHIIUIT METOAMYHOL
CIIPSIMOBAaHOCT1 BijoOpaxae moTpedy B YCBITOMIJICHHI aKCIONOrii METOAMYHOTO
30araueHHs MaiOyTHiIX (axiBI[iB, BUKOPUCTAHHS TOTEHIIaTy Cy4acHMX 3aco0iB 1
NPUIOMIB TIeIaroriyHoi poOOTH (BOJIOMIHHS METOAUYHUMH KOMIIETEHTHOCTSIMHU) Ta
peanizailii TBOPYOIro MIAXOAYy M0 OpraHizailii HaBYaJIbHO-BUXOBHOIO IMPOIECY Ha
ypOKax My3U4HOTO MHUCTELITBA.

Otxe, y MpeacTaBICeHOMY Marepialli oOTpyHTOBAaHO 1 PO3KPUTO HAYKOBO-
TEOPETHYHHH MOTEHIIIa] 1 CyTHICHI XapaKTEPUCTUKH METOIUKH BOKATBHOT MIATOTOBKH
MalOyTHIX YIUTEIIB My3UYHOTO MUCTEIITBA.

Ban BEMITH

3100yBad APyroro (MariCTepchbKoro) piBHsS BHIIOI OCBITH
Hep>xaBHoro 3akinany «lliBneHHOYKpaTHChKHIA HalllOHATLHUN
negaroriunuii yHiBepcuteT imeH1 K. [[. Yimucbkoro»

Hayxkosuii kepisauk I'anuna HIKOJIAI,

JOKTOP TIEAAroriyHuX HayK, mpodecop

13 «IliBpenHoykpainchbkuii HartioHansHUM e 1aroriaHui
yHIBepcUTeT iMeHi K. JI. YIIIUHCBEKOT0Y

HIATOTOBKA MAMBYTHIX BAKAJIABPIB
MY3UYHOI'O MUCTEITBA JJO IHTEPOPETALIII
BOKAJIBHUX TBOPIB Y HAYKOBOMY JTUCKYPCI

[IpobGnema iHTEpHpeTallii My3UUYHUX TBOPIB 3aBKIAN 3AJIHIIAETHCS AKTYaJIbHOIO,
0COOJIMBO KOPECHOHIYIOUHMCh 3 METOAOJIOTIEI0 TEPMEHEBTUKH. Y JOCTIIKEHHIX
yKpaiHChbKHX HaykoBI[iB B. AnTontok, b. bazunukyra, Ban bins0ins1, A. KoBOactoka,
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Jloy fubxya, C. lluna Ta 1H. BUCBITJIIOIOTHCS MUTAaHHA NMPOHUKHEHHS B XyHOXHIN
3aMHCENT KOMITO3UTOPCHKOTO TBOPY, NMPOAYKYBaHHS BHUKOHABCHKOI IHTEpHpeTarlii B
MIOBHOTI BCIX ACMEKTIB 3ByKOYTBOPEHHSI, CTBOPEHHS XY/I0’KHBOI'O 00pa3y Ta JIOHECEHHS
il (BUKOHABCBHKO1 1HTEpHIpeTallii) 40 ciayxada Tomio. TUIbKM IHTepHpeTalliss HOTHOTO
3aIuCy, BIATBOPEHHS HOTO pealbHOrO 3BYYaHHS BHUKOHABIEM 3a0e3meuye CyciibHe
ICHYBaHHSI My3UYHHUX TBOPIB.

JIOCTiTHUKH HE CTOMITIOIOTHCS HATOJIONIYBAaTH, 1110 O(OPMIICHHS KOMITO3UTOPOM
CBOTO XyAOXHBOTO 3aMHCIy y HOTHOMY 3alucl € AyXe NpuOau3HuM. I3 ycboro
KOMIUICKCY €JIEMEHTIB MY3UYHOT MOBU TOYHO (PIKCYETHCS JIUIIE 3BYKOBHCOTHICTH 1
pUTM, a IHTOHYBaHHS, BHpAa3HE «O3BYYCHHS» HOTHOTO TEKCTy, TOOTO WOroO,
IHTEpIIpeTallis € TBOPYUM aKToM Tepdopmepa. ToMy niepes My3nKaHTOM-BUKOHABIIEM
SK IHTEpPIPETATOpPOM CTOSITh OO ’€KTMBHI XYIOXKHI 3aBIaHHS IIOA0 PO3KPUTTS,
TIIyMau€HHs 1 niepenadi oopa3Hoi kaHBU My3udHoro TBopy (Ban Binb0inb, 2022).

PosBinku y cdepi BOKambHOI MENArorikd  3acBIIUYIOTh  BaKJIUBICTH
YCBIJOMJICHHST JTIQJICKTHKA BepOaJbHOI Ta MY3WMYHOI CEMAaHTUKH B KOHKPETHHX
dopmMax BOKaIBbHOTO MHUCTENTBA. HarojaomryeTscs, MO0 PO3YMIHHS XYyTOXKHBO-
BEepOAJIbHUX TEKCTIB 3aJIeKUTh B BOJOAIHHS T€3aypycoM Ta BiJ YCBIIOMJICHHS iX
3MICTY, CMHUCITY i TIOETUYHOTO MIATEKCTY.

Came TOMY Ba)XJIMBUM 3aBIaHHSM Y MIITOTOBII 37100yBadiB BUIIOT MUCTELIHKOT
OCBITH JIO 1HTepIpeTallii BOKaJIbHUX TBOPIB CTA€ JOHECEHHS iX XyHO0KHBOTO CEHCY B
yCiii MOBHOTI, IO 3a0e3MeYyeThCs, 30KpeMa, 3aBISKH PO30IpIMBOCTI BepOAIHLHOTO
TEKCTY, HOTO OCMUCJICHHS 3 OISy BOKAJIbHO-BUPA3HOTO IHTOHYBAHHS XYIOKHHOTO
CEHCY B €THOCTI apTUKYJIALiHO-0pdoeniuHoi Ta poHaIi i HO-BOKAJIBHOT MaliCTEPHOCTI
ciiBaka. OTxe, cepell BAKJIMBUX YMHHUKIB IHTEpIpeTallii BU3Ha4aeMo J001ip 3aco0iB
BUKOHABChKOT BHPA3HOCTI, 30KpeMa 1 NPUHOMIB BOKAJIBHO-aPTUKYJISAIIHHOTO
xapakTepy. MaiOyTHI OakajaBpy MY3WYHOTO MHUCTEITBA IMOBUHHI OYTH 3JaTHUMH
cpuiiMaTy 0COOIMBOCTI 3BYKOBOT (popmHu, (POHAIIIHHOT CTPYKTypU BUMOBHU 1HO3EMHHUX
TEKCTIB, y HUX MOTPiOHO po3BUBATH JU(EpEHIIHOBaHE CHPUUHATTA CEHCOPHOI
CTPYKTYypHU CJIOBa, aTpuOyTiB HOro0 BOKaJBbHOTO IHTOHYBaHHS, 30KpeMa OpQOemiaHO
AKICHOT apTUKYJIAIII.

Ha BaxnIuBICTh CEMaHTUYHO-IHTEPNPETAIIMHOTO KOMIIOHEHTY B CTPYKTYpi
BOKaJIbHO-OphOENIYHOI KyIbTypH MaiOyTHIX BHKJIaaadiB BoKamy Haronomrye Jloy
Subxya. Came BiH (KOMITIOHEHT) Ma€ 3a0e3medyBaTH SIKICTh IHTEpIpeTallii Ta MOmyK
aJieKBaTHUX 3ac00iB BUKOHABCHKOI, 30KpeMa ophoeniyHOi BUPA3HOCTI MO0 BHOOPY
¢doHariitHOI SICHOCTI B IHTOHYBaHHI, Mipi aKTUBHOCT1 Y BUMOBI MPUTOJIOCHUX, THITY
aTakl TOJIOCHUX Ta IX JMHAMIYHOI JeTaii3ailli, 3yMOBJIEHOI OCOOJIUBOCTIMH
BIITBOPIOBAHOTO XyA0KHBO-00Pa3HOT0 3MICTY BOKaJibHOTO TBOpY (JIoy SHbXYya, 2019).

Mu 3roaHi 3 HAyKOBOK JIYMKOK MPO TE, L0 MYy3WYHA IHTEpPIpETallis Mae
aMOiBaJIeHTHE 00'€KTUBHO-CY0'€KTMBHE MOXO)KCHHS 1 BUHMKA€E B MPOILIEC] B3aEMOIT
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3BYKOBHUX CTPYKTYp Ta neppopMaTHUBHOI €HEPTii, sIKI HECYTh Y COO1 MOUYTTS U TyMKHU
BUKOHABI. 3a T. CUpPATCHKOIO, 00'€KT BUKOHABCHKOI 1HTEpHpETallii CKIaIaeThCs 3
IIECTH OPTaHIYHO MOB'A3aHUX €JIEMEHTIB, K OT: 3BYKOBI CTPYKTYPH, SIK1 «BUI00YBaAE»
BUKOHABELlb 32 HOTHHMM 3allMCOM; TPAJHUIIl 1HTOHYBAaHHSA, SIKI TPAHCIIOIOTHCS Y
peallbHOMY 3By4YaHH!1 BiJ TIOKOJIHHS 1O TOKOJIHHS 1 Ha SIKI CHUPAEThCA CIyX
IHTEepIpeTaTopa Npu ASKOAYBaHHI rPapIyHOro 3amucy TBOPY; MY3UKOJIOTTYH1 3HAHHS
100 MY3UYHUX TBOPIB; BHYTPIIIHI, IEPEKUTI BIACHUM «SI» apTHcTa yABIECHHS PO
KOHKpPETHHI apTedakr; 00'€eKTMBHO ICHYIOY1 BHPA30Bl MOXKIMUBOCTI IHCTPYMEHTY/
rojiocy BoKajiicTa; yMoBU 1oOyTyBaHHs My3uku (Cupsitcbka, 2022).

He w™oxna omunytn yBaroto aymky B. Cupsarcekoro (1998) crocoBHO
BUKOHABCHKO1 €HEprii, 0 JICKUTh B OCHOBI 1HTEpIpeTalii My3uyHUX TBOPIB 1 Mae
IapyBary CTPYKTYpY, B KOTpPiH YITKO PO3MI3HAIOTHCA IIOHAWMEHIE M'SITh PIBHIB.
[lepmnit 3 HUX crapongaBHi (uiocodu Ha3uBanu actpadbHuM. Came Ha HbOMY
BUKOHABCBhK1 €MOIIil CTal0Th MarepiailbHUM KOPEJISITOM IHTEHCUBHOCTI M XapakTepy
BIUIMBY Ha PELMIIEHTIB 1XHBOI iHTeprpetanii. Ha npyromy, mMeHTanbHOMY piBHI,
BiTOOPaXKAIOTHCS JTYMKH, SIKI OpPTraHi3yIOTh TEpPE)KMBAHHS BHUKOHABIIS 32 3aKOHAMHU
JIOT1KH, CTBOPIOIOYH 3 HUX (POpMY, 110 3a0e3Meuye CIpUMHITTS XYI0KHIX 00pas3iB.

Ha tpeThoMy piBHI BUKOHABCBHKOI €HEPTii, MICTAThCA IpaBWia 1 TPaaMIi, SKi
BUKOHABEIb YCIAJAKOBYE BiJ] MUHYJIOTO i1 4aC TBOPYOTO CTAHOBJICHHS i aCUMUIIOE Y
BIIACHOMY XYIOKHbOMY MHCIEHHI. YeTBepTuil piBeHb BHUKOHABCHKOI €Heprii
ACOIIIOETHCS 3 JTABHBOETUIIETCHKUM «BEPXOBHUM PO3YMOM» Ta JaBHBOIHIIMCHKUM
MOHATTSAM «JIyIIa, 0 poOUTh 3MicT». HaykoBeIs Besie MOBY MPO 3/1aTHICTh JIFOICHKOT
CBIJIOMOCTI CIOCTEpiraTd 3a IUIMHOM BJIACHOTO MHCIICHHS, y Ppe3ylbTaTi dYoro
BUKOHABEI[b MOXKEC KPUTHYHO OI[IHIOBATH BJIACHY TBOPYY IYMKY, 3BUIBHATH ii BiJ
HEOJIIKIB, KOPET'yBaTH ii Ta CBIIOMO CTBOPIOBATH CIPHUATINBI YMOBH 3/ TIPOSIBY
CHWJIBHUX CTOPIH CBO€T iHAMBIAYyanbHOCTI (CupsTchkuii, 1998).

Tinbku Ha TSI TOMY €HEPreTUYHOMY PiBHI, KOTPUW MaBHI €TUNTSIHU Ha3UBAJIH
«arMany (YUCTHI TyX, YacTKa AOCONIOTY) JTIOAMHA 3/]JaTHA TIPO3UPHYTH MTOTAEMHY CYTh
cBiToOynoBu. TUTbKM Ha XBWJISX T'PAHUYHOTO HATXHEHHS W TMOBHOI KOHIICHTpAIIii
TYXOBHHMX CHWJI JIOCSTAE€ThCS 3IIUTTS €HEPTiid CBIIOMOCTI My3HuKaHTa-niepdopmaropa i
Kocmocy 3aBnsku pe3oHyBaHHIO 3 iH(POpMaIiifHO-eHepTeTHYHUM TojieM, Hoocdeporo
Beprancekoro (tam camo). Tiabku B Taki XBHJII, KOJM BOKAIICT ITIIMMAEThCS 10
TeHIAJIBHUX OJIKPOBEHB, KOJIM HOMY BIIKPUBAETHCSI BCeCBIT B yCilt HOTO TOCKOHAIOCTI,
KOJTM TOJIOC CIiBaka OpWHHUTH B YHICOH 3 KOCMIYHMMHM CTpyHaMmH, BIiH OTPHUMYE
MOKJTUBICTh PO3KPHUTH CIIyXa4e€Bl TAEMHUII MPEKPACHOTO Yy BIACHIA BUKOHABCBHKIM
IHTEepIpeTalii.
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RESEARCH OF ARTISTIC-CHOREOGRAPHIC
COMMUNICATION IN BALLROOM DANCES

The article deals with non-verbal communication, which reaches a special level
due to physical contact between partners when performing a ballroom dance program.
Through touch, movements and kinesthetic sensations, a unique connection is created,
mutual understanding is formed between the performers, which allows to convey the
emotional content of the performance to the audience.

Keywords: artistic communication, sports and ballroom choreography,
interaction of partners, non-verbal communication, artistic and choreographic
communication.

JOCJIIXKEHHA XYJI0KHBO-XOPEOI'PAGIYHOI
KOMYHIKAIIIl B BAAbHUX TAHIISX

Y emammi pozensidaemoca nesepbanvra KOMyHIKayis, sIKa 00CA2a€ 0COOIUBO2O0
piens 3a60aKu Qi3uUHOMY KOHMAKMY MIXC NAPMHEPAMU Npu 6UKOHAHHI NPO2pamu
CHOpMUBHO-6anbHO20 manylo. Yepez Odomuk, noaniao, pyxu ma KiHeCmemuyHi
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GIOUYMMs CMBOPIOEMbCA YHIKANbHUL 38'A30K, 83AEMOPO3YMIHHI MIHC BUKOHABYIMU,
Wo 00360JI5€ nepedasamu eaa0auam emMoyitine HanO8HeHHs GUCIYNY.

Knrouosi cnosa: xyoodsicns romyHikayis, cnopmueHo-6anvbHa Xopeozpais,
83a€MO0isi  napmHepis, HesepOANbHA  KOMYHIKAYISA, XYOOUCHbO-XOpeocpapiuna
KOMYHIKAYis

The relevance of the research topic is due to the importance of communication
as a key element of interaction in sports and ballroom choreography. Dance has always
been and remains a universal language, understandable without words. Of particular
importance is the non-verbal interaction between partners when performing couples
dances. Through non-verbal means of communication, a couple in the sports and
ballroom industry achieves a high level of interaction on the floor, impeccable technical
performance, and effective transmission of emotions and meanings.

The study of artistic communication in pair dancing will allow us to better
understand how non-verbal elements (touches, movements, impulses, gaze, etc.) can
contribute to harmonious interaction between partners and influence the emotional
perception of the audience in sports and ballroom choreography.

The analysis of current research shows the deep interest of scientists in the
study of artistic communication in the context of choreography and highlights the key
aspects of this interaction: L. Syniavska (2019) examines the essence of artistic
communication as a means of exchanging meanings between the artist and the viewer.
The author emphasises that this process is multicomponent and plays an important role
in the perception of art. I. Burchak (2016) focuses on the historical development of
sports and ballroom dances and analyses how their evolution has influenced
contemporary choreography. T. Pavliuk (2009) also examines the historical context of
ballroom dance and its evolution. The author explores how ballroom dancing
developed from European traditions and became a separate form of choreographic art.
In her doctoral dissertation, Y. Volkova (2016) explores how to develop students' ability
to communicate effectively through the art of dance. L. Lazareva (2011) analyses the
impact of modern information technologies on artistic communication. The author
draws attention to how new technologies affect the way information is transmitted in
the arts, including dance. T. Pavliuk (2018) explores the role of somatic sensations and
bodily communication in ballroom dancing. The author emphasises the importance of
physical contact between partners, which allows them to tune in to each other's rhythm
and movements. All studies point to the importance of non-verbal communication in
choreography, especially in ballroom dancing, where contact between partners
becomes the main means of transmitting information and emotions.
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The purpose of the article is to study the artistic and communicative aspects of
pair dances as a form of interaction between partners in sports and ballroom
choreography.

Presentation of the main material. Communication is a multifaceted
phenomenon that has many aspects that shape its functioning in various spheres of
human activity. Interaction between people, organisations and social institutions
directly depends on effective communication, as it is the basis for the exchange of
information. This exchange not only contributes to the achievement of common goals,
but also helps to build mutual understanding, trust and cooperation (L. Syniavska,
2019).

Communication takes place in verbal and non-verbal forms. Each of these forms
has its own characteristics and can be used depending on the context. Verbal
communication, which is based on words, is the most common form of interaction in a
business environment. Non-verbal means, such as facial expressions, gestures and tone
of voice, also play an important role in conveying information and can significantly
affect the perception of a message.

Non-verbal communication is an integral part of human relationships and can be
expressed through movements, gestures and facial expressions. This is especially true
in the context of artistic communication, where non-verbal elements replace words and
become the main tools for conveying emotions, meanings and ideas. In dance,
movements and gestures perform the function of communication, allowing performers
to express their feelings and experiences (Y. Volkova, 2016).

In sports and ballroom choreography, the emotional component and personal
contact often become the key to successful artistic and choreographic communication.

Ballroom dancing has its roots in centuries-old traditions and is a complex
synthesis of technique and emotionality (T. Pavliuk, 2009). Not only the technical
execution of movements is important, but also the ability of partners to feel each other,
which is the basis for creating a harmonious composition. This interaction becomes an
expression of the inner world of the dancers, and the viewer can ‘read’ this emotional
communication through their movements and poses. The viewer becomes an active
participant in the process of perception, as every movement on stage conveys the
emotional state that the dancers are trying to convey to the audience. Through
movement and non-verbal communication, partners can convey different emotions.
Gaze, body plasticity, movement dynamics — all of this affects how the audience
perceives the dance. Each composition is a kind of story that the viewer ‘reads’ with
the help of non-verbal elements. The audience becomes a part of this process when
they intuitively understand the emotional and story lines of the dance through the
dancers' movements. Thus, the interaction between dancers and spectators is an integral
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part of sports ballroom dancing, which allows for a deep emotional connection between
performers and audience.

Non-verbal means become the main tool for conveying emotions and interaction
between partners. In dance, there is a constant exchange of information that creates a
specific dialogue full of sensuality and harmony. An important part of this process is
trust between partners, because each movement should be a response to the impulses
of the other. Couple dancing is a unique form of interaction where technical skills are
combined with emotional sensitivity. Each dance is a kind of story, where every gesture
and movement takes on a special meaning. This communication is not only the transfer
of information, but also on a deeper level. Ballroom dancing is the most vivid example
of the art of interaction between partners, where movements, positions and gestures
take on a special meaning.

Each partner's movement is a response to the other's impulses, and this
continuous dialogue between them creates a dance harmony. An important element is
trust and sensuality between the partners, as each movement is transmitted through
physical contact and non-verbal signals.

Pavliuk's (2018) research confirms that contact between partners is extremely
important in ballroom dancing. The interaction between dancers, which is manifested
through weight shifts, impulses and kinesthetic sensations, arises precisely because of
physical contact in a couple. Each partner feels the energy and intentions of the other,
which allows them to achieve harmony in movement. The dancing couple functions as
a whole, having a common centre that enables them to move in unison. This
interdependence is the key to achieving a high artistic level and mastery of movements
in ballroom choreography. It is this contact that not only allows dancers to coordinate
their movements, but also creates an emotional connection that makes performances
more expressive.

Interestingly, this contact between partners also refers to non-verbal
communication. The partners convey information to each other without words, relying
on body movements, touch, and a subtle sensitivity to impulses. The emotional
component of couple dancing is also important. Dancers not only perform movements,
but also give them meaning, conveying their feelings through the plasticity of the body.
Emotional communication in dance allows partners to reveal their inner feelings, such
as love, joy or sadness, through the dynamics of movements, rhythmic accents and
musical accompaniment.

Conclusions. Thus, we consider the artistic and communicative aspects in pair
dances, which are integral elements of interaction between partners in sports and
ballroom choreography, to be, firstly, close contact in a pair, in which partners feel a
common centre, weight shifts, impulses, dynamics of movements, body plasticity,
rhythmic accents, secondly, the joint creation of an artistic image that resonates with
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the audience, and thirdly, an emotional connection that allows partners to reveal their
inner feelings, conveying them to the audience through non-verbal forms of
communication.

Paying due attention to artistic and choreographic communication in the process
of preparing a dance couple leads to effective interaction between the partners, as well
as between the dancers and the audience.

This form of communication creates a unique dialogue between partners based
on sensuality, harmony and mutual trust, which is the basis for successful performance.
Through the non-verbal means of artistic and dance communication, the audience gets
access to the emotional content of the dance, which allows them to ‘read’ the meanings
and feelings embedded in the choreography of the dance couple. As a result, couple
dances act as a universal artistic medium that can not only entertain, but also create
deep emotional and aesthetic impressions, uniting dancers and spectators through the
art of movement.
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ON THE PROBLEM OF PREPARING FUTURE TEACHERS OF
MUSICAL ART FOR ARTISTIC AND INTERPRETIVE
ACTIVITIES IN SCIENTIFIC DISCOURSE

The article discusses the preparation of future teachers of musical art for the
creative interpretation of musical works.

The actual task of modern pedagogy is to prepare teachers of musical art who
are able not only to transmit knowledge, but also to captivate students with the world
of music. Nowadays, when information is available in unlimited quantities, the teacher
is expected not just to teach the facts, but to create a learning environment that would
awaken students' deep interest in music, form their aesthetic taste and develop creative
abilities. A music teacher should have not only musical knowledge and skills, but also
pedagogical competencies that allow him to find an individual approach to each
student, use various teaching methods and create an atmosphere of creativity in the
classroom. Particular attention should be paid to the development of students' ability
to analyze musical works, understanding their content and emotional coloring.

In our opinion, the key to the aesthetic, intellectual and moral development of
young people lies in the hands of the teacher of musical art. It is from his ability to
deeply understand and convey to students the artistic content of works depends on how
successfully they can develop as individuals. According to modern scientists and
teachers, a real teacher of musical art is not just a performer, but a music researcher
who is able to reveal to students the «inner, hidden meaning» of works.

The analysis of scientific sources indicates the growing relevance of the problem
of training future vocal teachers for artistic and interpretive activities. Researchers such
as N. Mozgaleva, N. Kosinskaya and O. Rudnitskaya reasonably argue that the ability
of the teacher-vocalist to artistic interpretation is an integral part of his professional
culture. This implies not only technical possession of the voice, but also the ability to
convey deep emotions through music, to cause resonance in the listener's soul and to
attach it to the eternal values of beauty and goodness. The concept of «artistic
interpretation» makes it possible to clearly outline the special role of the performer in
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musical art. As defined by Gurenko (1985) and Korikhalova (1979), artistic
interpretation is a creative process in which the performer not only reproduces notes,
but gives the musical work a new life, making each performance unique.

Vocal interpretation, by definition of scientists, is the result of creative
understanding by the performer of a musical work. This is a process that allows you to
identify the individuality of the performer and create an original interpretation of the
work.

A significant number of scientific works devoted to the problem of the formation
in future teachers and teachers of art of the ability to artistic interpretation, testifies to
the importance and relevance of this issue. However, a detailed analysis of existing
studies reveals that some aspects of this problem remain poorly understood. This
indicates the need for further scientific research in this direction.

Consequently, the importance of the problem of formation of artistic and
interpretive readiness of future music teachers, as well as the lack of a sufficient amount
of scientific research in this area, led to the choice of this topic for research.

The purpose of the article is to systematize and analyze scientific works that
reveal the current state of research in the field of formation of artistic and interpretive
readiness of future music teachers.

Presentation of the material. A high level of performing skills and creative
abilities are essential attributes of a qualified vocal teacher. Scientific research in the
field of pedagogy proves that the success of professional activity is closely related to
the psychological and practical readiness of a specialist. Given this, the formation of
future vocal teachers readiness for artistic and interpretive activities is of particular
relevance.

We pay special attention to studies that study the direct relationship between the
effectiveness of pedagogical activity and the level of teacher's readiness for artistic and
pedagogical interpretation of musical works. In particular, the conclusions of O.
Lyashenko are valuable, who claims that «...empathy (artistic and pedagogical), artistic
and pedagogical erudition, experience of artistic and pedagogical communication,
general pedagogical and performing skills» (Lyashenko, 2001, p.7). According to the
researcher, the formation of the necessary quality of the teacher is provided by a system
of special pedagogical methods, in particular, artistic-verbal and artistic-performing,
aimed at deep comprehension and transfer to students of the content of the musical
work, its context and artistic images. That is, this is a complex process, which «...is
based on the joint artistic and creative work of the teacher and student on the musical
work» (Lyashenko, 2001, p.7).

In the context of pedagogical activity, readiness for the interpretation of works
of art is defined as the teacher's ability to deeply understand and effectively convey the
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content of works of art to students. This ability is formed on the basis of such
competencies as:
- orientation competence, as «...the ability to focus on the cognitive, personal and
pedagogical value of interpretive activity»;
- information competence, as «...the ability to rely in this process on social,
literary and aesthetic knowledge»;
- organizational competence, as «...the ability to interpret works of art in the

process of educational, educational and cultural activities» (Butenko, 2007, p.

5).

The formation of the teacher's necessary competencies ensures his ability to a
deep and comprehensive understanding of the musical work, which allows him to
adequately convey its content and meaning to students.

The problem of preparing future teachers for artistic and interpretive activities is
becoming increasingly important in modern scientific research. In particular, Chinese
scientists, such as Pan Na, devote their dissertations to studying this issue using the
example of preparing teacher-musicians to work with children, emphasizing the
importance of developing musical and performing skills.

The quality of artistic and pedagogical interpretation of a vocal work is directly
related to the level of knowledge of the future teacher of vocal techniques. In particular,
an important role is played by: the development of the vocal range, the improvement
of respiratory, voice-forming and articulation skills, as well as knowledge of the
techniques of sound and diction. The scientist believes that this provides the possibility
of updating the vocal composition in the sound solution of the performing
interpretation. The researcher describes the readiness of future teachers and musicians
to interpret vocal children's works as: an integrative quality of the personality, which
is inherent in the desire for self-improvement, enrichment of personal pedagogical
experience, analysis of new pedagogical concepts of teaching and education of students
and the use of the information received in professional activities.

Wang Chen describes preparedness as a complex psychological education that
involves not only external manifestations (such as performance skills), but also internal
motivational and emotional components. According to Chen Bo's research, the
teacher's readiness is characterized by his ability to «...expressive instrumental and
performing embodiment of a musical work on the basis of the deepest penetration into
the artistic and figurative content of a musical work» (Chen Bo, 2017, p. 6). The
researcher notes that the development of this quality contributes «the performing
realization of various aspects of the musical image in accordance with the logic of the
deployment of its artistic content and the ability to bring personal and spiritual meaning
to it in the process of interpretation» (Chen Bo, 2017, p. 6).
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In the study of Lin Yan (2021), "readiness for artistic and interpretive activity"
is defined as «...an integral, personal structure, the core of which is positive attitudes
and motives, professional knowledge and skills that provide the ability to bright, unique
and convincing performance of vocal works» (Lin Yan. 2021, p. 69). The researcher
conducts a multidimensional analysis of readiness for artistic and interpretive
activities, highlighting such components as:

- as a goal of vocal training of the future teacher;

- as a basis for the effective implementation of the student's vocal and performing
capabilities;

- as a result of educational activities of applicants for education.

In the context of practical activity, this quality is manifested «...in self-regulation
and optimal choice of vocal principles and techniques in the process of vocal training
and concert activity» (Lin Yan. 2021, p. 69).

In the scientific work of Tian Lin (2021), the interpretive activity of a teacher-
musician is presented as a multi-level process, involving the possession of a wide range
of specialized competencies by a specialist. These competencies, according to the
researcher, are decisive for the effective performance of professional duties:

- -information and art history;
- -analytical and theoretical;

- -project-conceptual;

- -rehearsal and training;

- -executive-productive;

- -reflexive-evaluative.

It is thanks to well-defined stages that students-musicians gradually develop the
ability to interpret musical works (Lin Yan. 2021, p. 69).

Based on the analysis of literature, the following definition can be formulated:
«Readiness for the artistic and interpretive activities of future vocal teachers» is the
ability of the future teacher to independently interpret vocal works, which is based on
deep musical knowledge, a high level of performing skills and the ability to convey his
emotions and understanding of the musical text to listeners. Such readiness implies the
ability to find individual solutions to performing tasks and create your own artistic
image.
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THE CONCEPT OF «INTEGRATION»
IN THE INTERDISCIPLINARY SPACE

The article is devoted to the definition of the concept of “integration™ in various
scientific fields. The essence and role of the integrative approach in education is
considered. It is clear that integrated forms of education create new conditions for the
activities of teachers and students, are an effective tool for activating intellectual
activity and developing learning methods.
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Modern pedagogical science defines integration as one of the main didactic
principles, which are "principles of learning", fundamental ideas presented in all levels
and components of education and emphasize their systemic integrity. They manifest
themselves most clearly in the process of mastering educational material and relate to
the study of all academic disciplines. Scientists claim that modern education is subject-
centric, that is, the principle of intra-subject integration is implemented, and integration
is the basis of any educational system. The transition of education in modern conditions
to a qualitatively new level is, in fact, a movement from intra-subject to inter-subject
integration. Such a transition does not involve a change, but the addition of one
principle to another, which allows for the formation of a qualitatively new system — an
integral educational space that builds on the subject system and fully preserves it as its
functional basis.

In the modern explanatory dictionary of the Ukrainian language, edited by
V. Dubichinsky (2009), integration is defined as combining something into a single
whole (p.365). In the works of many researchers, integration in education is interpreted
as a high level of the process of unity, synthesis of knowledge after the previous period
of analytical consideration and knowledge of the object.

Thus, the Ukrainian philosopher S.F. Klepko (1998), considers integration as a
mechanism of self-organization of the chaos of knowledge, as the introduction of order
and unity into the fragmented world of knowledge in order to increase the efficiency
of both acquisition and application of knowledge (p.14).

In the "Philosophical Encyclopedic Dictionary", the integrative approach is
presented as one that leads to the integration of the content of education, that is, the
expedient combination of its elements into a whole. The result of an integrative
approach can be the integrity of knowledge of different levels — knowledge about
reality, about the nature of events and phenomena, about the content of the subject,
course, section, topic. The integrative approach is implemented during the study of
integrated courses or individual subjects from the field of education, when the integrity
of knowledge is formed due to their integration on the basis of concepts common to all
subjects, the application of methods and forms of education, control and correction of
the educational achievements of pupils, students, which direct the educational process
to unification of knowledge.

The essence of the integrative approach was fully revealed by the tandem of
authors S.U. Honcharenko and .M. Kozlovskaya (1997, p. 12). We support their
opinion that the creation of integrated educational courses or programs is not based on
the establishment of relationships between knowledge in the educational programs of
various disciplines, but based on real connections between facts, things, phenomena,
concepts. At the same time, this connection should be natural and not connected with
artificial didactic superstructures. That is, work on the creation of integrated
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educational courses should begin with the analysis of essential relationships between
elements of integration — sciences, fields of knowledge, technologies, theories. The
integrative approach reveals the researched object or knowledge precisely in
interaction with other information from other fields of knowledge.

We consider the integration of knowledge as one of the didactic principles of the
educational process, the general definition of which has not yet been finalized: the basic
categories for substantiating the principles of learning have not been clarified, the
principles of sequence and subordination have not been worked out at a sufficient level.
Undoubtedly, the principles of education are based on the laws and regularities of the
didactic process, forming their content. Although there is no direct dependence
between them, they serve as a methodological and theoretical basis for defining,
developing and justifying the principles of learning. However, it should be noted that
these processes are influenced not only by actual pedagogical regularities, but also by
social, psychological, economic and other factors. Also, we believe that the integration
of knowledge is intended to contribute to the modernization of education, which in turn
requires the development of a long-term concept of its implementation.

This should become one of the priority directions of the state educational policy
and ensure:

- humanization of education, which assumes that the educational process must
satisfy the demand of each individual for educational services of a certain type,
taking into account the labor market situation, individual level of education, age,
social status, employment, place of residence;

- the fundamentalization of education, the essence of which is the creation of such
didactic and educational systems aimed at the assimilation of fundamental
knowledge — system-forming, methodologically significant concepts about the
primary essence of phenomena, processes, objects outside and inside a person;

- informatization of higher education, which is an effective means that determines
great opportunities for operating information, including educational
information;

- continuity of education during the entire period of an individual's able-bodied
life, when the process of changing equipment and technologies takes place at an
increasing pace, requiring appropriate professional retraining, advanced
training, etc.;

- efficiency, which is determined by the quality, speed and cost-effectiveness of
the technological component of the educational process;

- technologization of all links of education, which means reproducibility and
stability of achieving planned results in training and education, etc. (Kutsenko,
2010, p. 198-199).
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In the educational environment, innovative processes are often treated "as a well-
forgotten old thing" and the concept of "knowledge integration" is interpreted as
"interdisciplinary connections". Scientists claim that thanks to integrated classes,
students' knowledge will deepen. However, this is only a small aspect of integration in
education, and it does not have a clearly formulated definition. There are as many
researchers of this pedagogical idea as there are definitions. In our opinion, integration
is not only the implementation of various forms of teaching, which have an impact on
the effectiveness of the perception of educational material in the student environment,
it also examines the manifestations of the same events or phenomena from the point of
view of different scientific directions.

It 1s obvious that integrated forms of education create new conditions for the
activities of teachers and students, are an effective tool for activating intellectual
activity and developing learning techniques. Integration encourages the use of various
forms of teaching, which has a significant impact on the effectiveness of students'
perception of educational material, it becomes a plane of cooperation and interaction
for all its participants.
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TO THE PROBLEM OF DEVELOPMENT OF
METRO-RHYTHMIC SENSE OF FUTURE TEACHERS OF
PERCUSSION INSTRUMENTS IN THE PROCESS OF
PROFESSIONAL TRAINING

The relevance of the issue of developing students' rhythmic sense as future
teachers of percussion instruments is as follows: 1) the development of metro-rhythmic
sense as a basis for the formation of performing musical abilities of future teachers of
percussion instruments in the process of professional training; 2) mastering the method
of working with a musical text (forms of work: reading from a letter, studying, concert
performance) with the aim of becoming a future teacher of percussion instruments as
a teacher-organizer, professional leader of an ensemble team.

The purpose of the article is to highlight the results of the study of the
phenomenon "metro-rhythmic sense" and define it as a scientific concept. In scientific
literature, the phenomenon of rhythm is understood as a universal phenomenon. As an
effective, form-creating and expressive means, rhythm is related to many types of art,
acquiring a meaningful content in the realm of biological processes, denoted by the
term "biorhythm".

The concept of "sense of rhythm" is defined by scientists as a set of sensations
characterized by the qualitative level of mental functions. This concept is considered
as a multi-level ability, the basis of which is the motor and emotional nature of a person,
which is embedded in the biological and musical concepts of rhythm.

During the analysis of scientific sources related to the specified problem, it was
found that the terms "feeling of rhythm", "sense of rhythm", "rhythmic hearing" are
not synonyms of the term unit "sense of rhythm". It is substantiated in scientific studies
that the interaction a person's relationship with a piece of music can have active (own
performance of music) and relatively passive (listening to music) dimensions.
According to the above, such interaction can occur in different ways — by "activating"
a number of analyzers that are associated with conscious mental processes — musical
and rhythmic perception (intellectual, emotional, auditory-motor, motor-motor,
memory), experiences (conscious and unconscious physiological manifestations of the
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human body, psychological and emotional states), comprehension (intellect, senses,
memory mechanism), reproduction or the creation of new rhythmic constructions, the
concept of "metro-rhythmic sense" covers all the named mental processes (Tarkivska-
Naginalyuk, 2021).

In the scientific literature, the concept of "sense of rhythm" is defined as a set of
sensations characterized by the qualitative level of mental functions. This concept is
considered as a multi-level ability, the basis of which is the motor and emotional nature
of a person, which is embedded in the biological and musical concepts of rhythm.

The problem of development of metro-rhythmic sense of future teachers of
percussion instruments belongs to the direction of methodological and educational
work aimed at the formation of professional competence and creative potential of the
individual, musical and professional qualities, musical and performing abilities.

In modern studies, "sense of rhythm" is included in the category of "musical and
performing skills". Thus, according to Wang Chunze, musical and performing skills
are necessary professionally significant skills, the essence of which is "proper mastery
of the technique of playing various types of musical and noise instruments —
idiophones, membrane phones, electrophones" (Wang Chunze, 2020). The complex of
these skills includes:

- formed sense of rhythm;
- expressive phrasing skills;
- developed temporal representations.

Within the framework of our research, we accept the definition of the term
"metro-rhythmic sense of a higher education student" given by the researcher O.
Tarkivska-Naginaliuk. D., who interprets this concept "...as an integrated quality of a
higher education student, which includes the ability to feel and reproduce the metro-
rhythmic fabric of musical works, to navigate the rhythmic elements of the musical
language, their multi-level presentation; the ability to embody the expressive means of
metro rhythm in individual and ensemble performance; understanding of the
multifunctionality of rhythm and its manifestations (Tarkivska-Naginaliuk, 2021).

Conclusions. In the course of the analysis of scientific sources, it was found that
the mastery of the future teacher of percussion instruments with the skills of musical
and practical activity is directly dependent on the level of development of his sense of
rhythm and understanding of the specifics of the development of this quality of students
in the process of collective music making. On the basis of the theoretical stage of the
research, we assume that the development of a sense of rhythm can be considered as a
musical and practical component of the professional training of future teachers.
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Hayxkosuii kepiBauk Haraniss BATIOK
KaHJUJAT MeIaroriyHux HayK, TOIEHT
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®OPMYBAHHS XYJOKHbO-ECTETUYHOI'O IHTEPECY YYHIB
MUCTENBKUX KL 10O IICEHHOI TBOPYOCTI
YKPAIHCBKOI'O HAPOY

Jlana poboma Oocniodcye npoyec Gopmy8anHs XYOOHICHLO-eCMEMUUHO20
IHmepecy Y4UHi8 MUCMEYbKUX WKIT 00 NICeHHOI MBOPUOCMI YKPAIHCbKO20 Hapody. V
00CNIOJHCEHHT PO32NIA0AIOMbCS ePEeKMUBHT Memoou ma nioXoou 00 GUKIAOAHHS, SKI
CHpUSIIOMb PO3BUMK)Y 6 YUHI6 2IUOOKO20 PDO3VMIHHA Ma YIHY8AHHA VKPAIHCbKOL
Hapoouoi nicennoi cnadwunu. Ocobausa ysaea npuoiissemovcs inmeepayii Cy4acHux
neodazociuHux MexHon02iu ma mpaouyitiHux Memooié HABYAHHA OJisi NIOBUUEHHS
Momusayii yuHie ma iXHb020 3alyUeHHs 00 BUBUEHHS HAPOOHOI MY3UKUL.

Knrwouoei cnoea: xyoodxcHvo-ecmemuuHuti iHmepec, MUCHMEYbKI WKOJU,
VKPAiHCbKa HAPOOHA NICHS, MY3UYHA Neda2o2ika, Ky1bmypHa cCnaoujutd, HayioHalbHa
[0eHMU4HICMb, MY3UYHA 0CEIMA.

dopmyBaHHS XyIOKHBO-€CTETHYHOTO 1HTEPECY Y4HIB JO MICEHHOI TBOPYOCTI
YKPaiHCHKOTO HAPOy € BAXKIIMBUM ACTIEKTOM MY3HYHOI OCBITH B MUCTEIIHKUX IITKOJIAX.
Le#t mporiec He JuIIe COPHIE POZBUTKY My3UYHUX 3I0HOCTEH y4HIB, ajie i Bifirpae
KIIOYOBY pOJIb y 30epexeHHl Ta Tepenaqi KyIbTypHOI CHAIIIUHA HACTYITHUM
MOKOJIIHHSIM.

XyI0)KHBO-€CTETUYHUN 1HTEpPEC MOXHA BH3HAYUTH SK CTiMKE MparHeHHS
0COOMCTOCT1 10 COPUIHSATTS, PO3YMIHHSI Ta CTBOPEHHS MPEKPACHOTO B MUCTEITBI Ta
KUTTI. Y KOHTEKCTI BUBYEHHS YKPAiHCHKOI HApOJHOI IMICHI, 1€ MOHSTTS HalyBae
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0COOJIMBOTO 3HAYEHHS, OCKUIBKM BOHO NOB'I3aHE€ 3 ()OPMYBAHHSM HAIlllOHAJIBHOT
IIGHTUYHOCTI Ta KyJbTYPHOI CAMOCBIJJOMOCTI YYHIB.

3a cnoBamu npodecopa Okcanu [leTpeHko, "XynoxKHbO-eCTETUYHUHN 1HTEpEC 10
HApOAHOI MICHI € HE MPOCTO aKaJAEMIYHUM 3aBJAHHSM, & W BaXXIMBUM €JIEMEHTOM
(dopMyBaHHS IUTICHOI OCOOMCTOCTI, 3/1aTHOI LIHYBAaTH Ta PO3BUBATH HAIIOHAJIBHY
kyneTypy" (I'mariB, & Kapamoc, 2020, c.45). o aymky OigTpuMye 1 JOKTOP
MHCTENTBO3HABCTBA Irop KoBaneHko, Haroiouyx4yu Ha TOMY, 110 ""BUBYEHHS HAPOAHO1
MICHI B MHCTEIBKUX IIKOJaX TOBHHHO BUXOIWUTH 3a PaMKH IMPOCTOTO 3aydyBaHHS
MEJOAIN Ta TEeKCTIB, HATOMICTh (POKYCYIOUUCh Ha PO3KPUTTI MIMOMHHOTO 3MICTY Ta
€CTEeTUYHOI IIHHOCTI KoskHOTO TBOPY" (Komaporcrka, & Ilpocina, 2020, c. 3).

s eexTuBHOTO (POPMYBAaHHS XYIOXKHBO-ECTETUYHOTO iHTEpecy YYHIB /0
YKpaiHChKO1 HAapOJHOI MICHI, JOCIIIHUKM MPOMOHYIOTh PAJl METOIIB Ta MIAXOAIB.
3okpema, nipodecop Mapis CumopeHko pekoMeHAy€e "IHTerpamiiHuN MiAXia, SKAN
NO€IHYE BUBYEHHS MY3MYHOIO Marepiajy 3 eJeMeHTaMu IcTopii, (onbkiopy Ta
etHorpadii" (ITomogina, 2021, c. 11). Takuii miaxin 103BOJISIE YUHIM HE JIMIIE BUBYATH
MiCHI, ase i po3yMiTH X KOHTEKCT Ta KYJIBTYpHE 3HAUYCHHSI.

BaxxmBuM acriekToM (OpMYBaHHS XYIOKHBO-ECTETHYHOTO THTEPECY € TAKOXK
CTBOPEHHS BIJNOBIIHOTO HaBYaJbHOrO cepenoBumia. lle Bkimowae B cebe
BUKOPUCTAHHS aBTEHTUYHUX MY3HUYHHX I1HCTPYMEHTIB, BI3yaJIbHUX MaTepiaiiB, a
TaKOXXK OpraHi3allil0 MaiCTep-KiIaciB Ta 3yCTpidedl 3 HOCIAMH HApOMHOI MICEHHOT
TpaIuILii.

He MeHII BaXJIMBMM € 3aCTOCYBaHHA Cy4YaCHUX TEXHOJIOTIM y mpoleci
HaBYaHHSA. BukopucTaHHs aymaio- Ta BigeomarepiaiiB, IHTEPAKTHBHUX JOMATKIB Ta
OHJIAMH-PECYPCIB MOXKE€ 3HAYHO IIJBHINUTH IHTEPEC YYHIB JI0 BHBUCHHS HAPOMHOI
nmicHi. Opnnak, sk 3a3Hadae Irop KoBanenko, "BakiMBOo 30epiraTé OajaHC MiXK
IHHOBaIlIMHUMHU METOJAMHU Ta TPAAMIIHHUMH (GopMaMHu TMepenadi 3HaHb, 5Kl €
HEB1I'€MHOIO YaCTHHOIO HAPOIHOT My3WYHOT KYJIbTypH".

Otxe, GopMyBaHHS XyA0KHbO-ECTETUIHOTO 1HTEPECY YUHIB MUCTEIBKUX IITK1JT
710 TICEHHOI TBOPYOCTI YKPaiHCHKOTO HApOJy € KOMIUIEKCHUM Ta OararorpaHHUM
nmpoiiecoM. Bin Bumarae He smire mpodeciiiHoi MaWCTEpPHOCTI BHKIANadiB, aie i
CTBOPEHHSI CIPHUSTIMBOTO OCBITHBOTO CEpPEAOBHUIINA, SIKE CTUMYIIOE IHTEpEC Ta
MOTHBAIIIIO YYHIB IO BUBYCHHS HAPOIHOI MMICHI.

EdextuBHe QopmyBaHHS Takoro IHTEpecy Tniependadae BUKOPHUCTAHHS
PI3HOMAHITHUX TEAaroriYyHUX METOMIB Ta TEXHOJOTIH, SKi JO3BOJISIOTH PO3KPUTH
MOWHY Ta Kpacy YKpaiHChKoi HapomHoi micHI. BaxknuBo, mo0 1ei mpormec He
oOME)XyBaBCsl JIMIIE TEXHIYHUM BHUBYCHHSM MY3UYHOTO Marepiaiay, a CHOpusB
(GbopMyBaHHIO LITICHOTO PO3YMIHHS KYJABTYPHOI CHAIIMHU Ta PO3BUTKY HAI[IOHAJIBHOT
CaMOCBIZOMOCTI1 Y4HIB. TaKUM YHHOM, MUCTEIbKI1 KO BIICPAIOTh KIIFOUOBY POJIb Y
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30epeXeHH1 Ta MONyisipu3alli yKpaiHChKOI HapOIHOI MICEHHOI TBOPYOCTI Cepen
MOJIOZIOTO MOKOJITHHS.
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HAYKOBI IIIAXO0AN OO0 ®POPMYBAHHA BUKOHABCBKO-
INVIACTUYHUX YMIHb MY3UKAHTIB-IITAHICTIB

YV cmammi axmyanizyemvcsa npobrema 6uU3HAYeHHs HAYKOBUX NiOX00i8 Y
GPopMYBaHHI BUKOHABCLKO-NAACMUYHUX YMiHb. OKpeciieHo i 002pyHmMo8aHo 08a
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NpaKmuyHy 0iegicmo y (hopMy8aHHi UKOHABCHKO-NAACMUYHUX YMIHb.
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THE ROLE OF PLASTIC
EXPRESSIVE TECHNIQUE IN CHOREOGRAPHY

Plastic and expression are considered one of the most expressive means of
choreography. In the modern choreographic phenomenon plastic symbolic symbolism
occupies a leading place

Each person is endowed with natural plasticity to a lesser or greater extent, but
performers on stage must be able to correctly exaggerate its manifestation, adapt to the
changes that the director requires. There are many concepts that indicate the ability to
change: variability, transformability, elasticity, flexibility — all of them certainly
describe the properties of a professional performer of choreographic productions, and
it is plasticity that is the most suitable term. After all, this concept simultaneously
combines technique and aesthetics, that is, the property of a certain material and the
property of an image. Man is both, therefore, the embodiment of two aspects at the
same time. It is very important that plasticity is not just a synonym for the above
definitions, for example, which «variability» is the ability to adapt. Plastic consists in
the ability to change and at the same time remain oneself, that is, to reproduce the
author's idea, but not to erase one's own individuality and uniqueness. In other words,
plasticity can be considered identical to variability, but variability in this case is
associated with a certain opposite beginning, which restrains and limits it, isolating the
boundaries, but allows identification.

Plastic is an integral part of dance culture. First of all, work on plasticity should
begin with thinking about each part of the musculoskeletal system. «Gradually learning
his own physical characteristics, the dancer will be able to subconsciously control his
body» (Stepanova & Shumko, 2021).
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Over the years, plastic polished technical choreographic movements,
transforming them from simple dry combinations into content-filled dance miniatures
and productions. Its components are gestures, movements, facial expressions,
dynamics, poses and many other components that form a perfect image. The gesture is
considered an emotional action, therefore, during training in choreography, the
principle of studying the «dance language» is applied through the state of plastic
gesticulation. According to the author, the basis of choreographic vocabulary is not
only technical units, but... «and the tasks are artistic and creative, with the help of which
there is the ability to interpret language units as clearly semantic concepts, to use dance
plastic as a language for transmitting emotional, figurative and semantic
information» (Mova, 2016).

It is plastic images that help to translate the authors into a real statement of the
idea, depicting in them the meaning, intrigue, culmination, storyline and other dramatic
parts. Such images help to establish the relationship between many components of the
choreographic production. The main task that the performers face is the embodiment
of the smallest details in plastic movements in order to revive the choreographic image
conceived by the author.

The plastic possibilities of choreography are limitless, because through
movements the performers convey the content that the author previously laid down.
Each professional dancer must have the ability to transmit his own thoughts, feelings
and emotions through movements, this skill also indicates plasticity. This applies to
any kind of art, not only choreographic. The memory of the body is manifested in
plastic, the beauty of which is quite extraordinary. Each person has his own attitude
regarding the perception of this component in various types of art: painting,
architecture, music, theater or choreography. First of all, plastic is associated with
forms that can be felt by hand, that is, material.

Another powerful expression in modern choreography is expression. Expression
is the quality of the most acute maximum vivid expressiveness of the artistic image,
which often leads to deformation, the dynamics of exaltation, fracture, and therefore to
grotesque and fiction.

According to the opinions of many scientists, expression can be considered
expression of feelings, expressiveness. In the works of psychologist E. Nosenko
claims: «Expressive behavior is the manifestation of the inner I by the external I»
(Nosenko, 2004).

In scientific works, expressive movements are classified as follows:

- facial expressions, which he called facial expression;

- pantomimic, to which he attributed the expressive movements of the whole
body;

- «vocal mimicry», it includes voice timbre, intonation, etc.
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The author believed that all these components form a «single repertoire of
personality», which is formed according to the psychological characteristics of a person
and 1s guided by a program of expressive behavior of the individual.

Developing the expressive abilities of dancers, it is important to give preference
to emotionality, freedom of expression of movements that correspond to musical
content. To do this, the lessons use certain exercises and techniques. It is very
important, during the alternation of emotions set by the teacher, to clearly correspond
to the intonation content of the music — after all, everything should consist of one whole
system. In this case, the musical accompaniment will be the basis that encourages the
performers to gesticulate, plastic intonation and emotional coloring. Musical
accompaniment greatly affects the emotional atmosphere, which becomes the basis for
the education of expressiveness in dance. Based on this aspect, it is very important for
choreographers to pay special attention not only to the rhythmic, but also to the
emotional connection of music with dance. It is important that the music is perceived
by the performer as an emotional-figurative beginning, and not just an addition to the
dance. The teacher needs to educate students in the emotional display of music in
choreography.

Most often, expression is manifested through facial expression. After all, facial
expression can tell a lot about the condition of the dancer. Sadness, agitation, confusion
and fear — indicate that the dancer does not feel confident enough at the moment, is
worried about the technical part of performing movements, the fear of the stage is
stronger than the desire to conquer it. These aspects make it difficult to fully immerse
yourself in a given image and convey its idea to the audience. Self-confidence and
audacity are inherent in many dancers who believe that there is no better than them.
These traits make it difficult to fairly assess one's own abilities and more diligently get
used to the role and perform movements. Sincere smile and openness always attract
viewers. First of all, everyone is ready to feel positive emotions during the
performance. Thus, the dancers affect the condition of the audience and attract views.

Plasticity and expression are the complete completion of the professional
composition of the dancer's qualities. The basis of which is technicality. The
D. Sharykov stated: «If a dancer perceives and feels music very emotionally, it gives
him expressiveness, which leads to an improvement in technical skills. Along with the
technique of performing movements, creative individuality will gradually grow». The
author divided expressiveness into emotional and motor. According to her: «kEmotional
expressiveness implies the presence of temperament, certain qualities of character, and
motor expressiveness consists of technicality, performance and culture of a
choreographic work» (Sharykov, 2008). That is, for a perfect number, all components
need to interact. In order to correctly convey feelings and experiences filled with
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gestures and facial expressions, you need to carefully work on the technical part of the
dance number

Conclusions. The formation of the performance skills of dancers directly
depends on the technique that they possess. When the learned movements move to
automatism, the thoughts of the performer can switch to the feeling of music and
emotional filling of movements, complementing with facial expressions and gestures.
If the movements are clearly polished and the dancer is confident in the correctness of
their performance and high technicality, he can during the dance plastically express his
own attitude to the actions that are performed at the moment. Thus, the technique of
dance gradually becomes the basis of musicality, expressiveness and individuality of
performance.

All three of the above components — plastic, expression and technique — form a
specific system. This system is considered a plastic-expressive technique. This skadova
is the basis on which previous choreographic productions were formed and modern
ones continue to be reproduced. It is plastic-espressive technique that is a means of
reproducing artistic images in choreography.
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CULTURAL HERMENEUTICS AS A METHODOLOGICAL BASIS FOR
THE ARTISTIC INTERPRETATION OF A VOCAL WORK

Vocal art opens to the performer and listener wide horizons of world spiritual
culture. Therefore, singing occupies such an important place in the education and
general education of children and students. Vocal music is an extremely broad sphere
of musical practice, which is explored and understood from different angles. The
importance of musical learning and education was emphasized by many famous
scientists, methodologists and teachers in the field of general and artistic education,
including: B. Grinchenko, E. Jacques-Dalcroze, Z. Kodai, M. Montessori, K. Orff, J.
Pestalozzi and others. In a wide range of problems of vocal preparation, an important
place is occupied by the problem of interpretation of a musical work.

Among the pressing scientific issues, the following are common:

- formation of a performing and interpretive culture in singers;

- the performer's understanding of the peculiarities of genre-style interpretation;

- mastery of expressive means of interpretation, in the context of ethnocultural
(national traditions) and historical development of vocal art and performing
culture;

- psychology of musical and performing creativity.

The study of the problems of artistic interpretation is determined by the place of
this phenomenon in modern art, where the principle of understanding, rethinking and
interpreting a musical work becomes one of the leading ones when referring to artistic
classics "for its own sake" and when creating new performing interpretations. As noted
in the works of O. Kolesnik: "Consideration of certain aspects of the phenomenon of
artistic interpretation outside a single context leads to the loss of a holistic vision of the
multifaceted processes that occur in culture." It is important that cultural hermeneutics
is aimed at understanding not only the text, but also its broadest context. In particular,
through the study of cultural universals and their individual, national and historical
artistic interpretations, which make a work of art open and able to overcome spatial
and temporal boundaries.

The theoretical basis of cultural hermeneutics is: methodological hermeneutics
by F. Schleermacher and V. Diltei, ontological hermeneutics by M. Heidegger, G. -G.
Gadamer, P. Riker, morphology of culture by O. Spengler, analytical psychology by K.
Jung, hermeneutics of cultural universals by V. Darensky, hermeneutics of the style of
S. Kvit and other directions compatible with them.
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Defining the hermeneutical meanings of culture is impossible without
understanding the contexts behind a certain artifact. According to F. Schleermacher,
the best method of searching and understanding meanings is the "hermeneutic circle"
method. From the point of view of cultural hermeneutics, this method can be
formulated as follows: understanding the text is impossible without understanding the
context, and understanding the context is impossible without understanding the text.

Cultural hermeneutics has a special potential as a methodological basis for the
artistic interpretation of a vocal work, because it directs to the fullest possible
comprehension of not only texts, but also their cultural implications and contexts. In
the most general sense, three levels of cultural context can be distinguished: personal,
social and universal (world). It is important that within the cultural hermeneutics, the

nn

comprehension of a musical work is said through the categories of "worldview," "style

cultural soul," "continuum," "life world" and

nn nn nn

of thinking," "spiritual climate," "ethos,
many others, which denote that mental horizon, the community of which determines
the identity of a person and a people. L. Stepanova's study substantiates the
fundamental possibility of artistic and hermeneutical interpretation based on the
cultural compatibility of the musical text with the concepts of... "national and world
cultural heritage." The scientist sees the spiritual essence of interpretation precisely
through the prism of its predetermination by cultural and historical consciousness,
which in turn becomes the basis for the formation of performers and listeners...
"personal qualities and spiritual potential" (Stepanova, 2018, p. 86).

According to Gadamer, the central motive of hermeneutics is to overcome
strangers. This is what makes it relevant in times of great political, social and cultural
upheaval, when there is a need to restore traditions and destroyed ties. Therefore, it is
the cultural hermeneutics that becomes especially important in our time, when the
urgent need is to transform the mosaic image of the world on new foundations.

According to S. Shipp, it is obvious that "the quality of the interpretation of a
particular musical work directly depends on how the musician-performer understands
the artistic concept of this artifact, how he represents the author's artistic design and
takes into account the objective factors that determine the semantics of the composition
being performed" (Shipp, 2023, p. 76).

Conclusions. Cultural hermeneutics is an effective methodology for interpreting
vocal works, as it promotes a deep understanding of the text in its cultural, historical
and social contexts. This approach allows the performers not only to reveal the author's
artistic intent, but also to feel the connection of the work with the spiritual and
ethnocultural heritage.

The hermeneutic method, in particular the principle of the "hermeneutic circle,"
provides a holistic understanding of a musical work through the relationship of text
and context. This improves the quality of performance, forms the performance-
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interpretation culture and expands the possibilities of creative dialogue between
cultures.

In modern conditions, cultural hermeneutics is especially relevant, helping to
overcome cultural alienation, restore traditions and develop musical art as a means of
unity. Interpretation of vocal works based on hermeneutics not only enriches
performers and listeners, but also contributes to the preservation of cultural heritage.
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PERSONALITY-ORIENTED APPROACH
AS A METHODOLOGICAL BASIS FOR PREPARING APPLICANTS FOR
ARTEDUCATION FOR INDEPENDENT WORK OVER
CHAMBER VOCAL REPERTOIRE

Personality-oriented approach and personality-oriented education are concepts
that have recently appeared in Ukrainian pedagogical science, but have quickly gained
a large number of followers among scientists and practitioners. The essence of a
personality-oriented approach lies in its focus on the development of professional
qualities of a specialist on the basis of his personal properties (according to S. Sysoeva),
as well as in the formation of the ability of applicants for independent work, readiness
for constant professional self-development (according to A. Orishchuk).

In the field of higher education, the problem of preparing students for
independent work while studying in higher education occupies an important place,
because the latter is of great importance for future professional activity. Independent
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work of students is foreseen and planned in work programs in all academic disciplines.
In the studies of A. Vashchenko, V. Marshitskaya, S. Furmanyuk, the importance of
independent work is emphasized as a means of optimizing the educational process. In
particular, V. Marshitskaya substantiates the urgency of the student's individual
learning trajectory, taking into account... "his individual characteristics, abilities, level
of preparedness" (Marshitskaya, 2011, p. 59). The opinion of O. Vashchenko is
consistent, who believes that the independent work of students... "should cover both
external organizational and internal mental characteristics" (Vashchenko, 2018, p.
212).

According to the well-known German musician, composer, singer and teacher
G. Panofka, teaching singing is a very individualized process, therefore it is impossible
to develop a single effective and publicly accessible method of teaching singing for all,
because it would be necessary to write as many methods of singing as there are
students. Indeed, based on the understanding of all the difficulties of the proper
operation of the voice apparatus and vocal sound, scientists insist on careful (especially
in the first years of study) and selective implementation of independent work for vocal
students, taking into account their personal qualities, abilities and level of training.
Scientists and teachers-practitioners recommend to introduce independent work of
students-vocalists in the educational process depending on their vocal training and
abilities and in a very limited amount (only some specific types of independent work)
according to specific instructions of the teacher.

According to prominent vocal teachers P. Golubev, M. Mikisha, O. Shulyar, S.
Bedakova and others, the key to successful learning the art of singing is the conscious
activity of the student, which is manifested through a strong-willed, meaningful and
purposeful performance of all actions recommended by the singing teacher. Such
activity should be shown by the student both during classroom classes and during
independent work. Without this, all the aspirations and efforts of the teacher may be in
vain. We are impressed by this position of scientists, because we foresee that the
developed motivation to master the performing techniques of vocal art is the starting
point for the formation of skills of the student-vocalist's independent work on the
repertoire and for its self-realization in future professional activity. In turn, the
formation of motivation takes place against the background of such personal qualities
of the student-vocalist as: conscious responsibility for their actions, the desire to know
the artistic content of the content, the purposefulness of the result — all this should
ensure the effectiveness and effectiveness of the independent work of students over the
vocal repertoire. Along with this, the emotional and intellectual basis of the student-
vocalist's independent work on the work is his ability to consciously use the
accumulated theoretical and methodological knowledge in the field of vocal pedagogy,
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as well as the presence of vocal-performing auditory experience and an expanded
musical thesaurus.

Therefore, on the basis of the above, it can be argued that in order to increase the
effectiveness of preparing vocal students for independent work on the vocal repertoire,
it 1s necessary to build an educational process according to a personality-oriented
approach. Within which it is necessary to take into account the personal qualities of the
student, his level of development of psycho-emotional intelligence, the degree of
vocal-performing and methodological training, the degree of formation of motivation
and ability to self-control (with the identification of errors in his performance and the
ability to correct and further prevent them), the formation of a wide vocal thesaurus,
etc. In our opinion, through the organization of independent work of students according
to a personality-oriented approach, the latter not only deepen professional-sectoral and
necessary general competencies, knowledge and skills, but also develop the ability to
self-organization and self-regulation, responsibility for their actions and results of
educational activities, acquire experience in independent effective solution of
professional problems, lay the foundation for successful professional self-realization
in the future.
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THE CONCEPT OF «PSYCHO-EMOTIONAL STABILITY
OF A SINGER» IN SCIENTIFIC DISCOURSE

The professional activity of a musician, especially a singer, is a complex process
that requires considerable effort from the performer. Each performance is a kind of
struggle for perfection, which requires not only willpower, but also high concentration
and a significant expenditure of emotional and physical energy.

The term «emotion» has a long history and comes from a Latin word meaning
«excitementy or «excitement». In the Dictionary of Foreign Words (edited by
Melnychuk), the word «emotion» is derived from emotion, which, in turn, comes from
the Latin «emoveo» — «excitement, excitementy», «...mental experiences, feelings of
anger, sadness, joy» (Melnychuk, 1985).

This is a complex phenomenon that is studied by many sciences. In scientific
circles, there are many recognized theories of emotions, among which the most famous
is the Theory of the Evolution of Emotions by Ch. Darwin, Hypothalamic Theory of
Emotions by Cannon-Bard, Theories of Emotion by Harnet-Bard and James-Lange,
Two-Factor Theory by Schachter-Singer and many others. According to Harnen-Bard
Theory, psycho-emotional arousal and emotions occur simultaneously. According to
the James-Lange Theory, emotions are the result of arousal. According to the Shakhter-
Singer two-factor model, the emergence of emotions is preceded by the processes of
cognition and excitement, which combine at the moment of experiencing emotions.

John Dewey's theory of emotions is especially valuable in the context of our
study. According to this theory, emotions are closely related to how we evaluate the
results of our actions. In other words, our feelings depend on how successfully we
achieve our goals and whether the results meet our expectations.

L. Kotova claims that emotionally stressful situations can cause a person to be
in a state of exhaustion, which complicates self-control and effective activity. Instead,
P. Fres believes that it is in such conditions that opportunities for showing emotional
stability open up. After all, a person's reaction to a stressful situation depends on many
factors: his past experience, needs, motivation, expectations, personal traits (for
example, optimism or pessimism) and physical condition.
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Scientists do not have a single opinion about the concept of «emotional
stability». Some consider it a multifaceted personality trait that ensures the stability of
the emotional state and the absence of sudden mood swings. Other researchers, such as
S. Kravchuk, consider emotional stability as a component of temperament, which
characterizes the speed of change of emotions. According to the scientist, the
phenomenon of emotional stability is «...one of the temperamental properties of the
personality, which characterizes the speed of transition from one emotional state to
another» (Kravchuk, 2014, p. 468).

Thus, the concept of emotional stability has different aspects and requires further
research.

The question of the formation of emotional stability is relevant for many
scientific disciplines. Research in this field focuses on various occupational groups
such as athletes, the military, educators, and psychologists. Different authors offer their
definitions of emotional stability. For example, V. Maryschuk believes that it is the
ability to overcome strong emotions while performing complex tasks. L. Kotova claims
that emotional stability «... contributes to maintaining the effectiveness of any activity
in emotional situations» (Kotova, 2001). It is in this that the scientist sees the
importance of emotional stability, thanks to which the specialist can use stress as an
additional resource to increase productivity.

In music pedagogy, it is already an established opinion that emotions play a key
role in the professional activity of a musician. They affect the performing skill,
creativity and general well-being of the artist.

According to L. Labintseva, stage performance is not only a demonstration of
musical skills, but also a complex psychological activity. A musician must not only
master the instrument, but also be able to manage his emotions, turning the negative
effects of stress into positive energy. That is why understanding the nature of emotions
helps musicians better cope with stress, increase their effectiveness and achieve greater
success on stage. Therefore, the problem of forming emotional stability is also
extremely important for musicians. After all, it is emotional stability that allows them
to maintain a high level of performance even in stressful situations, such as public
performances. As noted by L. Feline, emotional stability is the foundation on which a
musician's confidence is built during performance.

Researchers define emotional stability as the ability of a person to maintain the
effectiveness of his activities even under conditions of strong emotional experiences.
This ability is key for musicians, as their professional activity is associated with
constant emotional stress.

A theoretical review of scientific literature allows us to conclude that emotional
stability is a multifaceted concept that encompasses a person's ability to maintain
mental balance in difficult situations, effectively regulate their emotions, and adapt to
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changes. The formation of emotional stability depends on the interaction of biological,
psychological and social factors. Based on the conducted analysis, we believe that the
training of future singers should include not only the development of vocal skills and
theoretical knowledge about the vocal apparatus, but also the formation of a stable
psychological readiness for performance. In particular, it is important to develop in
singers the ability to effectively manage their emotions and remain calm even in
difficult situations.

The next step of our research is an in-depth study of the concept of «singer's
emotional stability». We strive to clearly define what components it consists of and
how these components interact with each other.
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THE POTENTIAL OF ACTING SKILLS IN CREATING
A DANCE COMPOSITION

Modern dance puts forward new requirements for dancers. Today it is not enough
just to own the technique, it is important to be able to convey through dance your
feelings, experiences, to be a real actor on stage. How to develop these qualities in
dancers 1s one of the key issues facing teachers and choreographers.
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Usually, the dancer acts as an intermediary between the choreographer and the
viewer, conveying the conceived image. However, simply by mechanically repeating
movements, he does not create real art. To convey to the viewer the depth and content
of the dance, the dancer must not only physically perform the movements, but also
understand their essence, fill them with emotions and artistic expressiveness. Only then
does the dance turn from a set of movements into a real story written in body language.

The skill of the dancer consists of external and internal equipment. External
technique is the visual language of dance, which the viewer perceives at the level of
sensations. This is what is remembered first: the clarity of the lines, the smoothness of
movements, the strength of jumps. Internal technique is what distinguishes a dancer
from a performer. This is the ability to improvise, interpret music and choreography in
its own way, to put a part of your soul into dance.

In the modern educational space, the independent work of students becomes
crucial for the formation of highly qualified specialists. It contributes to the
development of such key competencies as critical thinking, self-organization and the
ability to make independent decisions that are necessary for successful professional
activity in a dynamic modern world. Activation of independent activity of students is
not just a desired trend, but a necessary element of the educational process, which
requires a systematic approach and the development of effective methodological
recommendations.

True art consists not only in technical perfection, but also in the ability to
reincarnate into another person, being, or even an abstract image. This is a complex
process that requires not only physical effort, but also deep psychological work.
External transformation, such as makeup, is just a surface layer. True reincarnation
takes place inside the dancer when he embodies the character, feelings and thoughts of
his character on stage, making them understandable and accessible to the viewer.

The first step to mastering the internal technique of dance is the development of
the ability to focus. Watching people, the dancer learns to understand their characters
and emotions, which later helps him create more believable images on stage. On the
stage, the dancer's attention should be completely focused on the role, rejecting
everything extraneous. Gestures play a key role in the dance, as they help to convey
the inner world of the character to the viewer. Each gesture must be accurate and
expressive to reflect the mood, character and actions of the hero. As A. Vaganova, a
real dancer, not only performs movements, but fills them with deep meaning.

The imagination of the dancer is his instrument, which allows you to turn
movements into art. It is based on a broad outlook, knowledge and life experience of
the dancer, which allows him to understand and convey the subtlest nuances of the role.
The art of choreography has unique means of expression. With the help of body
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plasticity, facial expressions, poses and gestures, the dancer conveys to the viewer the
deep meaning of the choreographic work.

In order for a dancer to fully open up on stage, he must be completely free both
physically and psychologically. This involves a deep immersion in the image, a
complete discovery of their innermost thoughts and feelings in front of a large
audience. Bright, strong emotional reactions, expressed through the plastic of the body,
are direct evidence of such self-disclosure. This process becomes possible only when
the choreographer successfully conveys his ideas to the dancer, causing deep
experiences in him, which are then reflected in the movements.

To light the fire of unforgettable impressions in the hearts of the audience, the
dancer must turn into a skillful choreographic actor, and the dance into a dramatic
performance. The undisputed leader in the creation of such performances, the genius
of dance drama was and will remain forever P. Virsky — an outstanding Ukrainian
choreographer, reformer, people's ballet dancer, teacher and winner of state awards.
P. Virsky boldly embodied bright images in his productions, creating not just dances,
but real life stories. His performances are striking with the power of expression and
dramatic tension, and the choreographic images he created immerse the audience in the
magical and beautiful world of dance, full of lyricism (Kudritsky, 1992; Stanishevsky,
1962).

The dancer must possess not only the technique of dance, but also the skills of
the actor in order to fully reveal the image. Choreographic acting has its own
characteristics. The dancer is limited to the expressive means of the body, music and
dance technique, while the dramatic actor has at his disposal a much wider range of
instruments.

The success of the performances of leading dancers is due not only to the high
level of technical training, but also the ability to deep psychological interpretation of
the role. Expressive facial expressions, as an integral component of acting, allow
dancers to create multifaceted and convincing images, attracting the viewer to empathy.

D. Sharykov emphasized that expressiveness is an integral part of dance. Even
with perfect technique, a dancer cannot become a real artist if he cannot convey his
emotions and experiences through movements. The scene is the place where the
personality is revealed, and the technique is only a tool for expressing the inner world.
The stage for the dancer is a place where two worlds merge: the world of the created
artistic image and the world of his inner experiences. Every movement, every look
carry the imprint of both a fictional character and a real personality of the artist.

The professionalism of the dancer is manifested not only in the technique of
performance, but also in the ability to convey to the viewer through the movements the
entire inner world of the character. Therefore, stage dance is not just movement, it is
the language of feelings. To convey them to the viewer, the dancer must develop several
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key qualities: emancipation, which will allow him to feel free on stage, the ability to feel the
partner, which will ensure the harmony of the duet, attention to detail, proper breathing for
endurance and the ability to overcome psychological barriers that may arise during the
performance.

We can say that the success of the dancer depends on his ability to set a clear goal and
embody it in motion, conveying a deep meaning to the viewer. To truly convey the inner world
of his character, the dancer must fully immerse himself in his image. To do this, the performer
must deeply understand the plan of the choreographic production and the individual features of
his hero. Only then will his facial expressions become expressive, and the feelings of the
character — happiness, joy, love, grief, sadness, hatred or anger — will be transmitted to the
viewer with all sincerity. The dancer's acting skills allow him to feel, understand and express in
the language of dance every note of music, every nuance of the dynamics and character of the
melody.

To sum up, the dancer's acting skills are the result of multifaceted work, combining high
professional training based on the perfect mastery of dance technique and developed personal
qualities. Observation, creativity, creativity, ability to empathize, musical ear, flexibility of
thinking, rich imagination and emotional sensitivity — all this forms the individual style of the
dancer and allows him to achieve outstanding results.
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TO THE DEFINITION OF THE
CONCEPT OF «MULTICULTURAL COMPETENCE»

Updating the topic. Today, an increasingly important issue is finding ways to
improve mutual understanding between countries and societies and directing them to
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peaceful pluralistic coexistence. The main vector of this is the focus on achieving a
compromise solution to political and socio-economic differences, overcoming
misunderstandings that arise due to differences in mentality, cultural traditions, moral
values, and generally ideological differences.

The need to solve these problems requires the education of the young generation
in the spirit of tolerance to the diversity of pluralistic thoughts and worldviews, cultural
diversity and political and social relations. The basis for the effective solution of these
complex problems, according to prominent scientists, is the understanding of the
culture and history of different peoples and the desire to take into account their
uniqueness and specificity.

Review of scientific sources. The research of scientific sources indicates a steady
interest in the formation of a multicultural personality capable of effectively interacting
in a multicultural environment. The theoretical basis for the strategy of theoretical
study of this issue is based on the research of scientists in various scientific fields.
Namely, a theoretical review of the philosophical works of V. Andrushchenko, V.
Bibler, O. Potebni and others. From the side of psychological science, the works of .
Bech, V. Molyako and others. The foundations of the formation of multicultural
competence of the individual are covered in the works by D. Banks, M. Bennett. In the
scientific scientific and pedagogical space, this problem is actively developed in the
research of Western scientists (M. Charteris, Walker). In the East, some issues are
covered in research (Wang Si, Wang Yayuetsi, Liu Meihui, Wu Yifang, Hu Dihua,
Zhang Meiyao etc.).

A large number of studies on the problem of the formation of multicultural
competence of future teachers of musical art, as an important element of preparation
for work in a multicultural environment, indicate its relevance and relevance. But the
study of scientific sources related to the indicated problem testifies to its insufficient
study. Of great interest are studies that touch on key aspects of issues on the formation
of multicultural competence of the individual.

Namely, studies that substantiate the essence of the phenomena of
«multiculturalism», multicultural environmenty», «multicultural education». The views
of researcher U Ifan, who proposed the principle of multicultural education —
«...recognition of the diversity of musical in a cultural context», are consonant with
the concept of our developments (U Ifan, 2011). According to the scientist, «...the
goals of multicultural education are the formation of tolerance, interchange, interaction
skills, active solidarity, understanding» (U Ifan, 2011, p. 236).

O.Hryva's thoughts are consonant with the above: «Preservation and
development of the achievements of mankind, the possibility of further use of the
treasures of European and world culture and education directly depend on the ability
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of Ukrainian youth to be tolerant and effective in the multicultural space» (Hryva,
2008, p. 4).

For a more detailed review of the sources of the related problems of our study, it
should be noted that «multicultural» is common among researchers in English-
speaking countries, and in the terminological scientific discourse this term refers to a
synonymous series of concepts such as: inter-cultural (inherent in German-speaking
scientific thought), «intercultural», multicultural, trans-cultural (based on the idea of
the unity of cultures of the world) cross-cultural, as a cross-dialogical communication
of different cultures (according to S. Krasovsky, 2018).

Multiculturalism as an extraordinary phenomenon of modern society has
received many author and national-oriented characteristics, which led to the
actualization of socio-political dialogue on the formation and development of
theoretical foundations and content features of this concept. Multiculturalism is a
multi-valued concept that is associated with cultural pluralism, migration and national
politics, the practice of tolerant behavior, the emergence of conflict situations between
minorities, etc.

The main ideas of multiculturalism are: a positive attitude towards racial, ethnic,
religious groups and gender and sexual minorities, recognition of cultural plurality as
one of the areas of enrichment of society, preservation of one's own cultural
characteristics, cultural equality, tolerance, unity, political manageability, rejection of
chauvinism and xenophobia.

Due to the analysis of sources on this issue, it can be concluded that the
phenomenon of multicultural competence plays an important role in various
communications, and especially in social and interpersonal interactions (O. Boblienko,
M. Simonenko, L. Stepanova).

Today we can observe the popularity of multicultural issues and the formation
of its competence among future art teachers, and in scientific research the topic of
creating a multicultural society is actively and variously highlighted (N. Belova,
L. Volik, G. Nikolai, O. Rebrova).

The realities of the educational multicultural environment are covered in the
works of O. Rebrova. The scientist considers the phenomenon of multicultural
environment as... circumstances that objectively arise and are characterized by cultural
interaction... different ethnic groups that separate into certain ethnocultural
communities within one state, ...and create common national values...» (Rebrova,
2012). The defining feature for this is the cultural identity of individual representatives
of ethnic communities and their focus on understanding and accepting the identity of
each ethnic group of the country.

It is important to note that awareness of the topic of multiculturalism is an
important tool for deepening professional knowledge and special skills that are
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mandatory when in contact with other cultures. Because the introduction of
multicultural competence in educational programs plays a big role in the development
of special factors that create a society tolerant to various cultures.

Another important aspect of the formation of multicultural competence, as noted
by scientists in their research, is solo singing. Because thanks to vocal creativity, future
specialists have the opportunity to learn more about the culture and history of art.
Therefore, it is important to review the works of researchers highlighting the
improvement of educational vocal programs (B. Yavorsky). From this perspective, it
can be concluded that the structure of vocal classes needs to be modernized with an
emphasis on strengthening multicultural competence in students.

Summing up after the analysis of scientific works related to multicultural
competence in the context of our research, in accordance with our scientific concept,
we propose the following definition of the concept of multicultural competence of the
future teacher of musical art — this is a deep immersion in the culture and history of
various societies, the ability to understand and tolerate their features and uniqueness, a
manifestation of interest in intercultural interaction. The formation of multicultural
competence is the process of fully mastering the diversity of multicultural features of
other peoples of the world in terms of art and creativity.
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TECHNOLOGIES OF CREATIVE-MUSICAL DEVELOPMENT
IN THE SPACE OF ART EDUCATION

This article explores the problem of integrating digital technologies into music
education with a focus on their role in developing students' musical and creative
potential. Specific techniques such as digital audio workstations (DAWSs) and
multimedia resources that facilitate hands-on experimentation and collaborative
learning are discussed.

Key words: music education, digital technology, creativity, digital audio
workstations, teacher training, collaborative learning, emotional development.

TEXHOJIOT'TI MY3UYHO-TBOPYOI'O PO3BUTKY
B IPOCTOPI MUCTELILKOI OCBITH

Cmamio  npucesaueno O0CHIONCeHHI0 npobaemu  inmeepayii  yugposux
MeXHONI021U Y MY3UYH) OCBIMY 3 AKYEHMOM HA IXHIO pOlb 000 PO3BUMKY MY3UUHO-
meopuo2o nomenyiany cmyoenmis. Posensoaromvcs KOHKpemui memoouku, aK-om
yughposi ayoio poboui cmanyii (DAW) i myaemumeOditini pecypcu, wo cnpusiomo
NPAKMu4HOMY eKCNepUMEHMY6AHHIO MA CRITbHOM) HAGUAHHIO.

Knrwouoei cneoa: mysuuna oceima, yugposi mexnonoeii, meopuicms, yugposi
38YK08I pobOOui cmawnyii, ni02omoseKa e4umenis, CHilbHe HABYAHHSA, eMOYIUHUL
PO36UMOK, CNiIbHE HABYAHHS

In recent years, the role of information and communication technology (ICT) has
become increasingly significant in the development of creative music activities in
educational institutions. Studies show that music technology courses create a
favourable environment for creativity, allowing students to use innovative methods of
working with music. In particular, scholars have noted that integrating ICT into music
education fosters students' creative thinking (Kokotsaki & Newton, 2015).

One of the primary ways technology fosters creativity is through the use of
digital audio workstations (DAWs) and music composition software. These tools allow
students to experiment with sound, structure, and arrangement in ways that traditional
methods do not. For instance, students can create and manipulate sounds digitally,
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enabling them to explore their musical ideas without the limitations of physical
instruments. This hands-on experience not only enhances their technical skills but also
encourages innovative thinking as they learn to express their musical identities through
technology Mawusi & Kwadwo (2020).

Moreover, the incorporation of multimedia resources in music education can
significantly enhance students' learning experiences. By integrating video tutorials,
interactive applications, and online collaboration platforms, educators can create a
more engaging and dynamic learning environment. For example, platforms that allow
for collaborative composition and performance can help students develop teamwork
and communication skills, which are essential in both musical and broader social
contexts (Andreiko, et al., 2019). This collaborative aspect is crucial, as it mirrors real-
world music-making scenarios where musicians often work together to create and
perform.

In addition to technical skills, technology can also aid in the development of
critical thinking and problem-solving abilities. When students engage with music
technology, they often encounter challenges that require them to think critically and
devise solutions. For instance, troubleshooting software issues or experimenting with
different sound effects can enhance their analytical skills and resilience. Research
indicates that such experiences are vital for nurturing a mindset geared towards
innovation and adaptability (Lukaka, 2023).

Furthermore, the role of the teacher is paramount in guiding students through the
creative process facilitated by technology. Educators must be well-versed in both the
technological tools available and the pedagogical strategies that promote creativity.
Training programs for teachers should emphasize the importance of integrating
technology into their teaching practices, ensuring they can effectively support students
in their creative endeavors. This includes understanding how to assess students'
creative outputs and providing constructive feedback that encourages further
exploration and development (Wise, 2016).

The impact of technology on music education extends beyond individual skills
to encompass broader educational outcomes. Studies have shown that engaging with
music technology can lead to improvements in students' overall academic performance,
as the skills developed through music education—such as discipline, focus, and
creativity—are transferable to other subjects (Muzyka, 2021). This holistic approach
to education underscores the importance of integrating creative technologies into the
curriculum, as it prepares students for a rapidly evolving world where creativity and
innovation are increasingly valued.

In conclusion, the effective use of technology in music education can
significantly enhance students' creative and musical development. In particular, the use
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of DAWSs, multimedia resources, and collaborative platforms can create an educational
space that fosters creativity, critical thinking, and music performance skills.
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SYMBOLISM OF MOVEMENT AND SYMBOLS IN
CHINESE TRADITIONAL DANCE

This article explores the complex relationship between dance movement and its
symbolic function in Chinese classical dance, emphasising its role as a communicative
language conveying cultural information, social values and the subjective vision of
choreographers and dancers. The self-expressive tendencies of Western modern dance
are contrasted with the culturally embedded narratives prevalent in Eastern dance
forms, particularly Chinese dance. A semiotic approach to understanding dance as a
system of kinaesthetic symbols is discussed. The significance of cultural memory and
continuous evolution of dance forms, which ensure the preservation and
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transformation of the traditional aesthetics of Chinese dance in the modern context, is
considered.

Key words: Chinese classical dance, symbolic function, semiotic approach,
cultural identity, aesthetic principles, cultural memory, dance movement.

CHMBOJIIKA PYXY TA CHMBOJII3M KUTAUCBKOI'O
TPAJUIIAHOI' O TAHIIO

Y emammi poszenaoaemuca 63aem036'5130K Midc mManylo8aIbHUM PYXOM i 11020
CUMBONIYHOIO (DYHKYIEIO 8 KUMAUCLKOMY MPpAOUYiuHOMY MAHYi, 8UBUAEMbCA U020
PONb SIK KOMYHIKAMUBHOI MOSU, WO nepeodac KylbmypHy IHgopmayito, coyianbHi
yinhocmi  ma  cyb'ekmusHe  bOayeHHs  Xopeoepaghie I MaHYOPUCMIG.
IIpomucmasaaiomvcs camosupaxicanrori meHoeHyii 3axiOH020 Cy4acHo20 MaHy ma
KYIbMYPHO GKOPIHEHI HApamueu, w0 nepesaxcardmsv ) CXiOHUX MAaHYIO8AIbHUX
Gopmax, 30kpema 6 kumaticokomy manyi. Q62080prHEMbCA CeMiOMUYHUL NIOXIO 00
PO3YMIHHA MAHYIO AK CUCMeMU KIHeCmemuyHux cumeonis. Posensoaemocs 3nauenns
KyIbmypHoi nam'smi ma 0Oe3nepepsHoi eBonoyii MAHYIOBAIbLHUX (OPM, WO
3abe3neuyioms  30epedxceHHs I mpaucopmayiro  mMpaouyitHoi - ecmemuKu
KUMAUCbKO20 MAHYIO 8 CYUACHOMY KOHMEKCMI.

Knrwouoei cnosea: kxumaticbkuii KIACUYHUL MaHeyb, CUMBONIYHA (HYHKYIA,
cemiomuyHull nioxio, KyibmypHa i0eHMU4HiCmb, eCMemudHi NPUHYUnu, KyaibmypHa
nam'sams, maHy08aIbLHULL PYX.

Dance movement, owing to its capacity to fulfill a symbolic function, constitutes
an integral component of the choreographic communicative language, adept at
conveying messages. These messages may encapsulate cultural information or
illuminate the subjective perspectives of both the choreographer and the dancers. While
Western choreographic art, particularly in its contemporary manifestations, tends to
emphasize self-expression, Eastern dance forms more frequently endeavor to
communicate cultural information through artistic expression, specifically highlighting
ethnic traditions and conveying social values.

Chinese dance art offers compelling illustrations of the organization of artistic
dialogue concerning cultural traditions within the framework of choreography. Over
time, the repertoire of symbols employed has undergone various updates and
modifications; however, the functional emphasis on showcasing the socio-economic
characteristics of Chinese society, along with its social concepts and cultural spirit,
remains a defining characteristic of Chinese dance.

It is essential to recognize that the acknowledgment of the symbolic function of
dance movement is a hallmark of the Chinese artistic tradition. As highlighted in the
research conducted by Y. Xia et al. (2014), there exists a robust rationale for employing
a semiotic approach to the exploration of Chinese dance, rooted in the presence of
semiotic thinking at its very core. Specifically, the concept of xiang, as articulated in
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the ancient Chinese text I Ching, positions xiang (sign, image) at the heart of a
worldview tradition (Xia et al., 2014). Consequently, every element of Chinese
classical dance, ranging from specific dance postures and movements to the
overarching aesthetic and cultural significance, can be interpreted as a semiotic element
that conveys distinct meanings (Xia et al., 2014).

Traditionally, Chinese dance is crafted through the method of artistically
translating meaning representations into artistic and kinaesthetic forms. This process
implies the embedding of socio-cultural features into artistic expressions, as well as
their subsequent preservation and retransmission. At the level of choreographic
composition, this process is facilitated by the creation of kinaesthetic symbols at both
micro and macro levels, that is, at the level of the dancer's movement (micro level) and
at the level of dance composition as an organized process of choreographic and
dramaturgical movements (macro level).

The aforementioned approach aligns with the foundational principles of Chinese
classical dance, which, as P. Chen (2018) articulates, involves the interaction of
‘external and internal aesthetic rhythms of dance’. According to this conceptual
framework, the external rhythm dictates the directions of movement within the
composition, the dynamics of tension, and the overall length and speed ratios of various
segments of the dance, while the internal rhythm influences perception, feelings,
emotions, and the dancer's awareness of their own body (Chen, 2018, p. 45). This
approach draws upon the profound roots of traditional Chinese culture, particularly
traditional Chinese opera, which served as the bedrock for the development of Chinese
classical dance known as Shenyun (Chen, 2018).

An exploration of the symbolic function of dance movement within Chinese
classical dance at the micro-level necessitates an examination of dance language as a
semantic system composed of kinaesthetic symbols of diverse natures. The macro
level, which pertains to the study of dance composition, is associated with the
morphology of movement and involves the specific application of semiotic
configurations and codes in dance composition to generate varied meanings. The
realization of the symbolic function of elements from both levels is intrinsically linked
to the quest for appropriate meanings, for which the application of a semiotic approach
is advisable.

The symbolism inherent in movement and composition within Chinese dance
constitutes a multifaceted subject that intertwines cultural heritage, aesthetic principles,
and the physical realization of traditional narratives. Chinese dance, particularly in its
classical forms, is characterized by a distinctive amalgamation of grace and strength,
reflecting the philosophical foundations of traditional Chinese culture. The movements
within Chinese dance transcend mere physical expression; they function as a language
that conveys profound cultural meanings, emotions, and historical narratives.
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A significant cornerstone of Chinese classical dance is the concept of ‘Shenyun’,
which translates to the organic integration of body movement and rhythm. This concept
encapsulates the essence of Chinese classical dance, underscoring the dancer's physical
technique alongside their spiritual expression (Xiaochen, 2023). The movements are
meticulously crafted to reflect both inner charm and outer form, establishing a
harmonious balance that resonates with the audience. The eight fundamental
movements—turn, tilt, circle, curve, form, spirit, power, and law—serve as guiding
principles that shape the dancer's posture and overall performance (Zhang, 2022). This
intricate relationship between movement and symbolism is crucial for comprehending
the depth of expression inherent in Chinese dance.

The aesthetic qualities of Chinese classical dance are deeply entrenched in
traditional Chinese opera, which significantly influences its stylistic elements and
thematic content. The unique aesthetics of Chinese dance are closely tied to the
narrative structures characteristic of traditional opera, wherein each movement may
signify a particular emotion or story (Yin & Liu, 2022). This connection underscores
the importance of cultural context when interpreting movements, as they are frequently
imbued with historical and social significance. Within this genre, dance serves as a
storytelling medium, with choreography reflecting the rich tapestry of Chinese history
and mythology.

Furthermore, the integration of various elements from Chinese martial arts
enriches the symbolic language of movement within Chinese dance. For instance, the
incorporation of martial arts techniques not only enhances the physicality of the dance
but also introduces layers of meaning associated with strength, discipline, and cultural
identity (Hung, 2023). This fusion of styles engenders a dynamic form of expression
that resonates with audiences both within China and beyond. The evolution of dance
forms such as red dance exemplifies how contemporary interpretations can maintain a
connection to traditional aesthetics while exploring new thematic realms (Li Nian,
2023).

In addition to the aesthetic and narrative dimensions, the physicality of
movement in Chinese dance carries symbolic weight. The utilization of specific
postures and gestures can convey intricate emotions and social messages. For example,
graceful movements often symbolize harmony and unity, reflecting the philosophical
ideals of Confucianism and Taoism that permeate Chinese culture (Chen, 2018). The
meticulous construction of dance sequences, influenced by traditional poetic structures,
further accentuates the connection between movement and content, enabling dancers
to articulate profound concepts through their physical expressions (Yin & Liu, 2022).

The significance of cultural memory in shaping the aesthetics of Chinese dance
cannot be overstated. As younger generations engage with traditional forms, they
reinterpret and transform these movements, infusing them with contemporary
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relevance while preserving their historical roots. This phenomenon is particularly
evident in the aesthetic transformations observed in the dance practices of the
contemporary generation, where traditional elements are interwoven with modern
influences to create new forms of expression (Wong, 2024). Such adaptations
illuminate the ongoing dialogue between past and present, ensuring that the symbolic
meanings of movement continue to evolve.

Thus, the symbolism inherent in movements and compositions within Chinese
dance creates a complex landscape of meanings that encompasses historical, cultural,
and aesthetic dimensions. The interplay between physical expression and cultural
narrative engenders a unique form of communication that transcends linguistic barriers.
As Chinese dance continues to evolve, it remains a vital medium for expressing cultural
identity, reflecting the values, beliefs, and artistic aspirations of the Chinese people.

In conclusion, the analysis of the vocabulary and composition of Chinese dance
from a semiotic perspective necessitates, first and foremost, the identification of the
cultural context in which the kinaesthetic symbol system of Chinese dance was
established, alongside the aesthetic principles that guided this process. One such
principle, which has played a fundamental role, is the transformativity of the lexicon,
conditioned by philosophical and cultural worldview peculiarities, and fundamentally,
the approach to the creation of dance.
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INFORMATION-COMMUNICATION TECHNOLOGIES IN THE
PERFORMING TRAINING OF FUTURE VIOLINISTS:
METHODOLOGICAL ASPECT

This article explores the potential of information and communication technology
(ICT) in the context of the performance training of future violinists, in particular with
regard to the development of performance skills, competences and creativity. Various
aspects of technical skill improvement are considered, including motor coordination,
sound production techniques and the role of real-time feedback systems. The results of
the study demonstrated the importance of ICT in the development of creativity, social
engagement and personalised performance training experiences to ensure that
students are able to effectively navigate the complexities of contemporary music
performance.

Key words: information-communication technologies (ICT), violin performance,
performing skills, motor coordination, recording techniques, real-time feedback,
creative expression, tactile feedback systems, virtual reality in music, multimodal
learning environments.

IHOOPMAIIMHO-KOMYHIKAIIAHI TEXHOJIOI'TI
Y BUKOHABCBKIHN NIATOTOBIII MAMBYTHIX CKPUIIAJIIB:
METOJUYHUN ACIIEKT

Y cmammi  pozensoaemovcsa  nomewnyian  iHGOpMAyiiHO-KOMYHIKAYIUHUX
mexnonoeiti (IKT) y koumexcmi 8UKOHABCHKOI NIO20OMOBKU MAUOYMHIX CKPUNATIS,
30Kpema, uwjo0o po38UMKY 6UKOHABCLKUX HABUUOK, KOMNEMeHYIU | MEOPUUX IKOCMEIl.
Pozenaoaromocsa pisui acnekmu 600CKOHANIEHHSI MEXHIYHUX HABUYOK, BKIIOYHO 3
PYX08010 KOOPOUHAYIEID, MEXHIKOI0 38YKOBUOODYBAHHSA MdA PONI0  CUCHEM
360pOMHO20 383Ky 6 peanvhmomy uaci. Pesynomamu Oocniodcenns 3aceiouunu
sadciugicmo IKT onsa pozsumky meopuux 30i6HOCmel, COYIAIbHOI aKMUBHOCMI ma
NepCcoHaniz08aH020 00C8I0Y BUKOHABCHKOI NIO20MOBKU, U0 MAE HA Memi 3a0e3neyenHs
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30ibnocmell egexmueHo OpICHMY8amMUCs y CKIAOHOWAX CYYACHO20 MY3UYHO20
BUKOHABCMEA.

Knrwouoei cnosa: ingopmayitino-KomyHikayiuni mexHonozii (ikm), ckpunkose
BUKOHABCMB0, BUKOHABCLKA MAUCMEPHICMb, MOMOPHA KOOPOUHAYis, MexXHIKa
38YKO3ANUCY, 360POMHIU 38'S30K Y pPearbHOMY HYAcl, meopue CaMOBUPAICEHHS,
MAKMUIbHI  CUCmeMU 380POMHO20 38'A3KY, GIPMYANbHA PealbHiCmb 6 My3ulyi,
MYIbMUMOOANIbHI HABUATbHI CepedosuLyd.

The integration of information-communication technologies (ICT) into the
training of future violinists has shown significant potential in the development of core
performance skills, competences and necessary professional-performance qualities.
One of the main areas where ICT contributes to the development of violinists is the
improvement of technical skills. Digital Audio Workstations (DAWSs) and other
software tools facilitate performing self-training, allowing students to practice and
improve their techniques in a flexible environment. For example, recording and
analysing performances using software provides immediate feedback, which is very
important for the development of performance skills. This is consistent with the
findings that technology can significantly enhance the effectiveness of performance
development in music education by offering tools that facilitate creative expression and
performance.

The inclusion of ICT in the training of future violinists also contributes to the
development of necessary motor skills. Research shows that violin playing requires
complex motor coordination and control, especially in relation to bimanual
coordination and finger independence (Hiemstra, 2023). Researchers have explored the
relationship between motor development and early violin learning, emphasising the
complex motor skills required for skilled violin playing. The findings suggest that well-
developed bimanual coordination and independent finger movements are vital for
young violinists, especially in relation to left and right hand functionality. The
introduction of ICT can support the development of these motor skills by providing
interactive and engaging training platforms. For example, ICT tools can provide real-
time feedback on posture and movement, supporting the development of key
movement patterns identified in the study. Digital applications can also track progress
in motor skill development, enabling the creation of personalised trajectories of
performance development (Hiemstra, 2023).

Thus, ICTs play a crucial role in improving violinists' skills by addressing
specific motor tasks. Using interactive learning platforms that simulate the physical
aspects of playing, future musicians can practice motor skills in a controlled
environment. This approach promotes the development of necessary physical abilities
and improves cognitive understanding of the mechanics involved in playing the
violin (Hiemstra, 2023).
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Another important area where ICT has had an impact is in the development of
sound reproduction techniques. A study conducted by A. Blanco et al. (2021) showed
that real-time feedback on sound and movement significantly helps beginners in
learning the basics of violin playing, especially in reproducing stable and sustained
sounds. The study emphasises the vital role of ICT in the development of violinists'
skills, especially in relation to bowing technique. The experimental group showed
increased stability of sound production when using feedback technologies, indicating
that ICT can facilitate the performance of complex musical tasks (Blanco et al., 2021).

Y. Kuo et al. (2020) identified the feasibility of using technology for physical
fitness and endurance development of violinists, as well as, addressing physical
deficiencies that may hinder proper sound production. The study highlights the
significant impact of cervical spine stabilisation exercises in violinists experiencing
non-specific neck pain, a common problem associated with asymmetrical posture
during playing. Researchers have found that ICT integration can improve adherence to
exercise programmes. For example, ICT tools can facilitate remote monitoring and
provide instructional videos, which increases exercise adherence and promotes
engagement. In addition, mobile applications can offer personalised feedback and
progress tracking, effectively addressing individual skill deficits. Thus, ICT
implementation not only supports physical rehabilitation but also promotes skill
improvement, ensuring violinists have optimal posture and reducing the risk of
injury (Kuo et al., 2020).

The combination of auditory and visual feedback systems has been shown to
increase the effectiveness of music-performance training by allowing students to adjust
their techniques based on immediate feedback. A. Blanco and R. Ramirez (2019)
described the potential of ICT in improving the skills of novice violinists using Sound
Quality Visual Feedback Systems (SQVEFS). Such systems can provide objective
metrics to assess students' progress in reproducing consistent sound characteristics
including pitch, dynamics and timbre. By analysing EEG activity, the study has
identified biomarkers of motor learning, which has proven important for understanding
the process of bowing skill formation.

Computerised visual feedback also has the potential to improve intonation skills
on the violin. Y. Aksoy's (2023) study emphasises that visual aids, such as 2D keyboard
animations and 3D avatars, can facilitate independent practice and promote the
development of intonation problem solving skills inherent in playing a stringed
instrument with an unstrung string (Aksoy, 2023). In particular, the ability to visualise
sound and movement allows violinists to better understand the nuances of intonation
and pitch control. The use of a violin equipped with sensors on the fingerboard and
audio analysis has posaolly provided two main methods of feedback: audio feedback,
which suggests the appropriate pitch following the performer in real time, and visual
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feedback, which reflects correct intonation using an optimised algorithm (Pardue &
McPherson, 2019).

E. Allingham et al. (2021) investigated how attention concentration during bow
use affects sound production and suggested that external attention concentration may
improve violinists' motor skills. By examining acoustic, physiological and physical
parameters of the bow, the study highlights the importance of psychological methods
in musical performance, similar to their recognised role in sport. ICTs such as
performance analysis software and virtual reality environments can teach violinists
how to maintain optimal concentration (Allingham et al., 2021).

R. Gentner et al. (2010), investigating the encoding of motor skills in musicians,
found that the coordination required to play the violin places high demands on the
motor cortex, which can be optimised through targeted feedback mechanisms. Their
work highlights the complex relationship between motor skills and the musculoskeletal
system in musicians, especially violinists. Researchers have suggested that although
intensive musical training improves finger dexterity, the quality of motor
representations plays a more important role in the development of virtuosity. In this
conjecture, the visualisation programmes offered by ICT facilitate the formation of
such representations (Gentner et al., 2010).

The integration of haptic feedback systems, as investigated by J. Linden et
al. (2011), can also provide haptic guidance, reducing the time required to learn bowed
instrument technique. Their study of real-time vibrotactile feedback in violin learning
provides insights into how ICT facilitates the contextualisation of feedback, which can
be either primary or auxiliary depending on the task. This adaptability allows for
individualised strategies for performance development (Linden, et al., 2011).

The emergence of virtual and augmented reality technologies opens up new
possibilities for the immersive method in the rehearsal process. These technologies can
mimic the performing environment, allowing for simulated conditions that mimic live
performances without the accompanying psychological pressure. This method
increases the violinist's confidence and stage self-control, qualities crucial for a
successful performance (Orman, 2016).

In addition to technical mastery, ICT plays a crucial role in developing the
creative abilities of future violinists. The availability of different tools for music writing
and improvisation facilitates experimentation with different musical ideas and styles,
which enables creative interaction with music. For example, platforms that facilitate
collaborative work on pieces allow violinists to explore their creativity in ensemble
music-making, enriching their musical experience. This aspect of collaboration is
important as it reflects the current musical landscape where cross-genre and
interdisciplinary collaboration is becoming increasingly common (Portero & Bravo,
2022).
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The use of ICT can significantly improve the social and emotional qualities of
violinists. Working with technology can foster a sense of community and belonging.
Research shows that music-making through technology can serve as a means of self-
expression and social integration, allowing individuals to connect with others who
share similar interests. This is relevant for students who do not have access to
traditional music education resources, as ICT can democratise music learning and
provide opportunities for different groups to participate in music making (Schiavio, et
al., 2021).

Thus, integrating ICT into violin learning is a multifaceted approach to
developing the basic skills, creativity and emotional engagement of future violinists.
The use of technology provides personalisation of the process of music-performance
development and enriches the artistic experience of future violinists, preparing them
for professional activity based on creativity and innovativeness.
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ACMEOLOGICAL TECHNOLOGIES AS A MEANS OF PERFORMING
SELF-IMPROVEMENT OF FUTURE TROMBONISTS

The study examines the application of acmeological technologies for performing
self-improvement of future trombonists. The focus is on the systemic regulation and
direction of personal and professional development processes with the help of
structured techniques aimed at achieving ambitious performance goals and creative
self-realisation. The main elements of such technologies are goal-setting, reflective
practices and integration of digital resources, which together improve the level of
performing skills.

Key words: Acmeological technologies, future trombonists, performing self-
improvement, musicality, goal setting, reflective practices, digital resources, holistic
development.

AKMEOJIOT'TYHI TEXHOJIOI'II SIK 3ACIB
CAMOBJIOCKOHAJIEHHS MAUBYTHIX TPOMBOHICTIB

Y 0ocnioocenni pozenaoaemovcs 3acmocy8anHs AkMeon02iuHUX MexHoN02iU O
BUKOHABCLKO20 CAMOBOOCKOHANCHHSA MAUOYMHIX MpomOoHicmis. Akyenm pooumscs
HA CUCMEeMHOM) pecyllr08anHHi ma CHAPAMYBAHHI Npoyecie 0COOUCMICHO20 Mma
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npogecitinozo po3sumKy 3a 00NOM0o2010 CMPYKMYypOBaAHUX MEMOOUK, CAPAMOBAHUX HA
00CsI2HEeHHsL AMOIMHUX BUKOHABCLKUX Yiel I meopuitl camopeanizayii. OcHoOBHUMU
eleMeHmamu maxkux MmexHoN02l € YiIenoKIao0anHs, pe@reKcueHi npakmuku md
IHmezpayis yupposux pecypcis, AKi 8 KOMNIEKCI NIOBUULYIOMb PIGEHb GUKOHABCHKOL
MavcmepHocmi.

Knrwuoei cnoea: Axmeonociuni mexnonoeii, maubymui mpomboHicmu,
BUKOHABCHLKE CAMOBOOCKOHAICHHS, MY3UKAIbHICMb, NOCMAHO8KA Yineu, pepexcuei
Npakmuxu, yu@posi pecypcu, YiliCHUli po38Umox.

Performing self-improvement among future trombonists is a multifaceted
endeavor that necessitates systematic regulation of efforts directed towards enhancing
personal attributes and professional competencies. Acmeological technologies present
a promising avenue for such regulation, specifically aimed at attaining defined
outcomes in the realm of performing self-improvement. These technologies are
fundamentally rooted in the principles of acmeology, which perceives self-
improvement as a concentrated effort towards achieving peak performance and self-
actualization (UYxan Uyn, 2019; ®enopummun, 2014).

The term ‘acme’ is derived from the Greek word for ‘peak’ or ‘highest point,’
and acmeology focuses on the processes and conditions that enable individuals to
realize their fullest potential across various domains, including artistic pursuits. The
essence of acmeological technologies lies in their ability to create structured action
algorithms oriented towards self-improvement and professional advancement. These
technologies systematically combine techniques, tools, and strategies designed to
cultivate individual capabilities, facilitating success in performance.

Acmeological technologies, particularly those employed in music performance,
represent a complex system crafted for the self-improvement of artists, enabling them
to achieve optimal results. By integrating diverse methodologies and resources, these
technologies furnish musicians with structured developmental pathways, empowering
them to attain the highest levels of realization concerning their creative potential and
performance capabilities.

A salient characteristic of acmeological technologies is their focus on systematic
learning processes. These technologies often incorporate goal-setting frameworks that
assist musicians in delineating specific objectives pertinent to enhancing their
performance skills. This structured approach amplifies motivation and fosters a
heightened sense of accountability, prompting musicians to engage with the
performance process in a more conscious manner (Tseng, 2023).

In addition to goal-setting mechanisms, acmeological techniques encompass
reflective practices that encourage self-evaluation and critical analysis. Musicians may
engage with reflective journals or digital platforms that stimulate them to scrutinize
their performances, identify strengths and weaknesses, and devise strategies for
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enhancement. This reflective process is integral to cultivating self-awareness, a
fundamental component of effective self-improvement. Research indicates that
musicians who engage in reflective self-awareness are better equipped to adapt their
technical and performance capabilities, fulfilling artistic tasks more effectively, which
ultimately leads to improved performance outcomes (Rucsanda et al., 2021).

Moreover, acmeological technologies leverage digital tools to enhance access to
a broad spectrum of resources and learning materials. Online platforms provide
musicians with instructional videos, tutorials, and interactive exercises designed to
accommodate individual capabilities and learning preferences. This adaptability allows
musicians to formulate an optimal algorithm of actions tailored to their unique pace
and style of information assimilation, as well as their emotional responses and other
personal characteristics (Tseng, 2023).

Another critical dimension of acmeological technologies is their commitment to
holistic development. The acmeological methodology directs attention towards the
integrated advancement of essential components of performing excellence, including
personal, cognitive, technical, methodological, and artistic dimensions. The potential
of'acmeological technologies in musical performance is attributable to their systematic
application of diverse methods aimed at nurturing the emotional sphere and fostering
psychological mechanisms necessary for self-organization and effective performance
direction (Pe6pona, 2018).

Acmeological technologies also facilitate cooperation and mutual learning
among musicians, as collaborative creativity fosters a sense of community and support
that is vital for personal and professional development. Research has demonstrated that
musicians engaged in collaborative learning experiences are more likely to cultivate a
robust sense of belonging and commitment to their craft (Aratjo, 2016). By drawing
upon the acmeological paradigm, which underscores the significance of collaboration
within the self-improvement context, these technologies provide algorithms for
applying effective communication methods.

In conclusion, acmeological technologies serve as a resource for systemic
methodological support of the self-improvement process, structured around key
components such as goal-setting, reflective practices, resource availability, emotional
and psychological development, and collaborative learning. Each of these elements
plays a crucial role in bolstering self-improvement efforts and maximizing
productivity. By integrating these diverse elements, acmeological technologies
establish a comprehensive framework that acknowledges and addresses the
multifaceted nature of musical performance, thereby enhancing the overall efficacy of
self-directed improvement for aspiring trombonists.

The transformative potential of acmeological technologies in the realm of music
performance cannot be overstated. By fostering an environment conducive to personal
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and professional growth, these technologies enhance individual performance
capabilities and contribute to the cultivation of a vibrant and supportive musical
community. As musicians continue to explore and implement acmeological principles
in their practice, they can look forward to a future rich with artistic innovation and
excellence.

In summary, the integration of acmeological technologies into the independent
work of future trombonists represents a significant advancement in the pursuit of self-
improvement and professional excellence. By systematically addressing the various
dimensions of personal and artistic development, these technologies provide a robust
framework that empowers musicians to reach their full potential. The emphasis on
structured goal-setting, reflective practices, resource accessibility, emotional and
psychological growth, and collaborative learning underscores the comprehensive
nature of acmeological technologies, making them invaluable in the ongoing journey
of self-improvement for aspiring musicians.
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Beii JIHBTAO

3100yBa4 TPETHOTO (OCBITHBO-HAYKOBOT'O) PIBHIO BUII[OT OCBITH
13 «IliBnennoykpaincekuii HamionanbHui negaroriaHuii
yHiBepcUTeT iMeHi K. JI. YIInHCBKOro)

COULIOKYJbTYPHI U ICUXOJOTTYHI 3ACAJTA
MY3UYHO-TBOPYHUX ITPOLECIB

My3nyHa TBOPYICTD € CKJIAIHUM MIPOIECOM, 1110 MOETHYE PI3HOMAHITHI ICUX14H1
(dyHKII11, eMOoLlii Ta KOTHITUBHI CTPYKTYpU. PO3yMiHHS MCUXOJIOTTYHUX MEXaHI13MIB, SIK1
JIe)KaTh B OCHOBI MY3WYHO-TBOPUYHMX IPOIIECIB, Ma€ Ba)XKJIMBE 3HAYCHHS HE TUTBKH JISI
PO3YMIHHSI CaMOTO TPOIIECY TBOPUOCTI, ajie ¥ JJIT pO3BUTKY MY3UYHUX 3A1I0HOCTEH Ta
ONTHUMI3aIlli HABYAJILHOTO MPOIIECY.

TBopuuii mporiec y My3Hili, K i B iHIIMX BUJIaX MUCTEIITBA, MOJKHA PO3IJISIaTH
K (OpMy KOTHITUBHOI HISUTBHOCTI. My3WKaHTH BHUKOPHCTOBYIOTH CBOi Ii3HaBaJIbH1
31I0HOCT1 JJISI CTBOPEHHSI HOBUX MEJIOJiN, TapMOHINA Ta pUTMIB. BaxxiuBy poiib TYT
BiJIirpa€ JUBEPreHTHE MHCICHHS — 3JaTHICTh TE€HEpyBaTH pPI3HOMAHITHI iAei Ta
HecTaHjapTHi pimeHHs. Came JUMBEPreHTHE MMHCIEHHS JOIloMarae My3uKaHTaM
3HaXOJIUTHU HOB1 (hOPMHU MY3UUHOT BUPA3HOCTI.

My3U4HO-TBOPYI MPOIIECH TaKOXK BUMararoTh IHTEHCUBHOT POOOTH 3 MaM'sTTIO.
Kommo3utopu BUKOPUCTOBYIOTH JTOBFOTPUBANY MaM'siTh Ui BIATBOPEHHS 3HAHB IPO
MY3WYHI CTHJI1, TEOPII0 MY3UKH Ta IHCTPYMEHTaIbHI MOXJIHMBOCTI. PoOoua mam'sats, y
CBOIO Uepry, J0TOMarae moeHyBaTH 11l €JIEMEHTH B PEaJIbHOMY Yaci, KOJTU MYy3UKaHT
MIpaIftoe Ha/l KOMIO3UITIEI0 a00 BUKOHYE ii.

My3u4He MUCTEITBO Ma€ TICHUH 3B'I30K 3 EMOIIIHOI0 ceporo moauan. Emorrii
€ BOXIIMBUM JDKEPEIIOM HATXHEHHS I TBOPUOi JISUTBHOCTI Ta BIAITPAlOTh KIIFOUOBY
POJb Y BUPA3HOCTI MY3UYHHUX TBOPiB. BimuyTTs pamocTi, nmevani, 1000Bi, cTpaxy abo
TPUBOTH MOXKYTh CIIYT'YBaTH OCHOBOIO JUIsl CTBOPEHHSI MY3UYHUX 00pa3iB Ta HACTPOIB.
Emortii Takox BIUIMBalOTh Ha MOTHBAII0 My3uKaHTa. HaTXxHEHHS, TOOTO €MOIlIHHO-
MO3UTUBHUM CTaH, CTUMYJIIOE€ TBOPUY AISUTBHICTH, CIIPUSIOUN TeHEpallii HOBHUX ifieH Ta
€Heprii s X BTUICHHS. 3 1HIIOTo OOKY, HETaTUBHI €MOIIii, TaKi K TPUBOTA Y1 CYMHIB,
MOXKYTh 3aBa)KaTH MPOIECY TBOPUOCTi, 0OMEXYIOUN MOMKJIHBOCTI My3UKaHTA.

[Iporiec cTBOpEHHS MY3UKH TICHO TTOB'SI3aHUM 13 AISJIBHICTIO MO3KY Ta HEPBOBO1
cucteMu. JlocnimkeHHs: Helipod1310J10Tii TBOPUOCTI MOKa3alId, IO Mijl 4YaC My3UYHOTO
TBOPEHHS AKTUBYIOTHCS PI3HI JUISHKA MO3KY: JIiBa MIBKYJS BIANOBIZA€ 32 JIOTTYHE
MUCJICHHSI Ta aHaJi3, a IpaBa — 3a eMOIlliiHe CIpUMHATTS Ta iHTYiito. Lls B3aemonis
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3a0e3Meuye rapMoOHiliHE MOEAHAHHS PalllOHAIBHOIO Ta €MOIIMHOTr0 KOMIIOHEHTIB y
MY3UYHIH TBOPYOCTI.

[HTYiUiA BiAIrpae BaXIJIMBY POJb y TBOpUOMY mpolneci. BoHa 103Bosie MUTTEBO
3HAXOAUTH HECTAHJAPTHI pIIIEHHS Ta TBOpHYI 171€i 0e3 cBiqoMoro aHamizy. My3ukanTu
YaCTO BUKOPUCTOBYIOThH IHTYIIIIO JJIs IMIPOBi3allii, 3HAXOMKEHHsI HOBUX MEJIOAIN Ta
rapMoHii. Takuil mporiec MOXKHA MOB'SI3aTH 13 MIJACBIIOMOI0 00pOOKOIO 1H(pOpMaIlii,
sKa B110yBa€eThCs HA MMOWHHUX PIBHIX MO3KOBOI JAISTIbHOCTI.

[1inCBIIOMICTh TaKOX € JIKEPEJIOM KpEaTWBHHUX 1]1ed, HaKONMUYYIOYU JOCBI/,
€MOIIi1 Ta 3HaHHS, SIKI MOXKYTh HECIIO/1BAaHO MPOSBIATUCSA Y TBOpUiM AismbHOCTI. [Ti
yac IMIpoBi3alii a00 KOMIO3UTOPCHKOI AISIBHOCTI MY3UKaHTH YacCTO CIHUPAIOTHCS Ha
i "miacBigomi" 1€l 10 BUHUKAIOTh 0€3 MOINepPeIHbOTO TJIaHyBaHHS.

[HIII0F0 BOXKITMBOIO CKJIAI0BOKO € MOTOPHA KOOpAHMHAIIIA. BUKOHAHHS MYy3UYHUX
TBOPIB Ha IHCTPyMEHTaX BHMara€ TOYHHUX 1 CKOOPIMHOBAHMX pYyXiB, sKi
KOHTPOJFOIOTHCS. MOTOPHOIO KOpPOKO MO3KY. Lle cTocyeTbesi SIK BHKOHABIB, TaK i
KOMITO3UTOPIB, KOTPl MalOTh YSABIATA 3BYKM 1 (PI3MYHI PyXH MijJ 4Yac CTBOPEHHS
MY3UYHHX TBOPIB.

Big3HaunmMo TakoXX BIWB COIIaJIbHOTO OTOYEHHS Ta KYJAbTYPHHUU KOHTEKCT, Y
SKOMY 3pOCTa€ OCOOWCTICTh: Il (paKTOpM TaKOXK BIAITPAOTh BaXIWBY pPOIb Y
PO3BUTKY MY3UYHO-TBOPYHUX 3M10HOCTEH. 3 LBOTO MOMISAY OCOOIHMBOI 3HAYYIIOCTI
HaOyBa€ y4acTbh My3UKaHTIBY KOJIEKTUBHUX BUAaX BUKOHABCHKO-TBOPYOI ISIIEHOCTI:
CIIbHA TPa B OPKECTPi, aHCcaMOJ11 a00 y4acTh Y My3UUHUX MMPOEKTAX CTUMYIIIOE TBOPUI
nporecu. CIijIKyBaHHS 3 IHITUMU MY3UKaHTaMU CTIpUs€ OOMIHY 1€sIMU, 11O T1ABHUIILYE
piBeHb TBOpuocCTi. Heabusky posipb Bimirpae i yCBIIOMJICHHS TOTO, IO MYy3H4YHA
TBOPYICTH MOB'SI3aHA 3 KYJIBTYPHOIO CHAIIIMHOIO: TPAJIUIIl, My3UYHI CTHJI1 Ta KaHPH,
KOJIO THUTIOBUX XYIOKHIX 00pa3iB, My3MYHO-MOBJIICHHEBUX 1 BUPA3HHUX 3ac00iB, sKi
HaOYJIM TIOIIMPEHHS B IEBHOMY CYCITUIBCTBI, (DOPMYIOTh MYy3UYHHUM CMaK 0COOMCTOCTI
Ta BIUIMBAIOTH HA 11 My3W4H1 ynoqo0aHHs, CTaE JHKEPEIOM HATXHEHHS Ta CIOcOO0M
il camopeadmizarii.

OT1xe, My3U4HO-TBOPUI MPOIECH € OaraTorpaHHUMH 1 BKIIOYAIOTh B ce0e pi3Hi
ACIIeKTH TICHXIKW JIFOMMHM — KOTHITMBHI, €MOIliMHI, IHTYiTHBHI Ta COIiaJIbHI.
Po3ymiHHS IMX MICHXOJOTIYHUX 3acaj JOTOMarae He TUIbKU IUOIe YCBITOMITIOBATH
caM TIpoIleC TBOPYOCTI, aje ¥ pO3BUBATH MY3WYHI 3MI0HOCTI, CTHUMYITIOBATH
KpPEaTUBHICTh Ta TMOJIETIIYBATH HAaBYAHHS B MY3WYHHX IIKOJaX Ta KOHCEPBATOPISX.
Tomy nmocHiIKEHHS TICHUXOJMOTIYHUX OCHOB MY3WYHOI TBOPYOCTI Ma€ BaXXIJIMBE
3HAYCHHS JIJIT MY3UKaHTIB, IISAAroriB Ta JOCTiTHUKIB.
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EXPRESSION IN CHOREOGRAPHY: TOWARDS THE PROBLEM OF
CREATING DRAMATIC ARTISTIC IMAGE BY
MEANS OF CONTEMPORARY DANCE

The study explores the role of expression in choreography, focusing on the
creation of dramatic artistic images through contemporary dance. Examines how
choreographers use movement to convey an emotional story and engage the audience,
creating a relationship between artistic intent and audience perception. Identifies the
importance of authenticity in the creative process, where choreographers balance
personal expression and conformity to artistic and performance standards.

Key words: choreography, contemporary dance, artistic expression, audience
perception, socio-cultural implications, authenticity, gender representation, emotional
narrative


http://dx.doi.org/10.24195/artstudies.2024-2.22

125

EKCIPECISI B XOPEOI'PA®II: 1O IPOBJIEMU CTBOPEHHS
APAMATHUYHOI'O XYJAOXKHbBOI'O OBPA3Y
3ACOBAMU CYYACHOI'O TAHIIIO

YV oocnidowcenni susuaecmuocs ponv excnpecii 8 xopeozpaii, axyeHmyemvcs
y6aza HA CMEOPEHHI OPpAMAMUYHUX XYOOHUCHIX 00paszié 3a O00ONOMO20I0 CY4dCHO20
manyro. Poszensoaemucs, ax xopeoepagu euxopucmogyioms pyx 3a0ns nepeoavi
eMOYIUHOI po3nosidi ma 3anyueHHs ayoumopii, CMEopHYU B3AEMO38'A30K MIdC
XYOOJUCHIM — 3a0yMOM I  cnpuliHammam  ensoauis.  Busznaueno  easwciugicmo
A8MeHMUYHOCMI y M8OPUOMY Npoyeci, 0e xopeozpaghu 6AIaHCcYIOmMb MidC 0COOUCTMIUM
CAMOBUPAINCEHHAM MA 8IONOBGIOHICMIO XYO0HCHLO-BUKOHABCOKUM CIMAHOAPMAM.

Knwouosi cnoea: xopeocpagis, cyuyacHuti maneyb, XYOOHICHE GUPANCEHHS,
CHPULIHAMMSL  AYOUmMopii, COYIOKYIbMYPHI HACAIOKU, ABMEHMUYHICMb, TeHOepHA
penpezenmayis, eMoyitina 0noeiob.

One significant aspect of choreography is its inherent ability to convey emotional
and dramatic narratives through movement. Vukadinovi¢ emphasizes that the formal
characteristics of a dance piece significantly influence both its creation and the
audience's experience of it. The study highlights that the audience's subjective
experience is crucial in evaluating the freedom of artistic expression within different
dance forms, suggesting that choreographers must consider how their work will
resonate with viewers (Vukadinovi¢, 2013). This perspective aligns with the notion that
the effectiveness of choreography is not solely dependent on the technical execution of
movements but also on the emotional and psychological impact it has on the audience.

Moreover, the creative process of choreography often involves a complex
interplay of improvisation and structured expression. Sagiv et al. discuss how
choreographers engage in "wrapping expression," which involves selecting and
reorganizing expressive movements developed during improvisation into cohesive
artistic forms (Sagiv et al.,, 2020). This process underscores the importance of
authenticity in choreography, where the choreographer must navigate the expectations
of artistic standards while maintaining a genuine expression of their creative vision.
The challenge lies in balancing personal expression with the demands of artistic
categorization, particularly when the work is intended for presentation at festivals or
competitions.

The socio-cultural dimensions of dance further complicate the creation of
dramatic artistic images. Suslik's analysis of contemporary flamenco reveals how
avant-garde artists utilize theatrical techniques to challenge traditional gender
representations within the dance form (Suslik, 2014). By deconstructing established
aesthetic norms, these artists create subversive bodies that resist conventional
portrayals of masculinity and femininity. This resistance not only enriches the artistic
discourse surrounding flamenco but also invites audiences to engage with the dance on
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a deeper level, prompting them to reconsider their perceptions of gender and identity
in performance.

Choreographic education plays a pivotal role in shaping the artistic potential of
dancers and choreographers alike. Bigus et al. highlight the significance of
choreographic education as a cultural process that fosters creative thinking and
personal expression (Bigus et al., 2021). The integration of various dance forms and
techniques within educational frameworks allows for a more holistic development of
artistry, enabling students to explore their unique voices within the context of
contemporary dance. This educational foundation is essential for nurturing the next
generation of choreographers who will continue to push the boundaries of expression
in their work.

Artistic and communicative features of choreography also influence the features
of self-expression in modern dance. Kim et al. explore the concept of "creative
intercorporeality,”" which refers to the emotional and empathetic connections formed
between dancers during collaborative processes (Kim et al., 2022). This framework
emphasizes the importance of trust and continuous interaction in fostering a creative
environment where diverse perspectives can flourish. The inclusion of dancers with
disabilities in collaborative projects further enriches this discourse, as it challenges
traditional notions of ability and expands the possibilities for expression within
choreography.

In addition to the emotional and social dimensions of choreography, the technical
aspects of dance training also play a crucial role in enhancing artistic expression.
Research by Papka et al. demonstrates that incorporating various dance training
methods, including contemporary choreography techniques, significantly improves the
artistic quality of performances in rhythmic gymnastics (Papka et al., 2023). This
finding underscores the importance of a well-rounded training approach that not only
focuses on technical proficiency but also nurtures the artistic sensibilities of
performers.

The dialogue between the audience and the choreographer is another critical
component in the creation of dramatic artistic images. The audience's subjective
experience, as highlighted by Vukadinovi¢, serves as a vital feedback mechanism that
informs the choreographic process (Vukadinovi¢, 2013). Choreographers must remain
attuned to the ways in which their work is received, as this can influence future creative
decisions and the overall trajectory of their artistic practice. The interplay between
audience perception and choreographic intent creates a dynamic relationship that
shapes the evolution of contemporary dance.

To understand the complexities of artistic expression, the study of authenticity
in choreography is important. Sagiv et al. argue that the construction of authenticity is
a key component in the creative process, as choreographers must navigate the
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expectations of their audience while remaining true to their artistic vision (Sagiv et al.,
2020). This tension between external validation and internal expression is a recurring
theme in contemporary dance, where the desire for recognition can sometimes conflict
with the need for genuine artistic exploration.

The influence of culture and society on choreography should also be mentioned.
Suslik's examination of contemporary flamenco illustrates how cultural narratives and
gender politics inform the creation of dance works (Suslik, 2014). By challenging
traditional representations, choreographers can engage in a broader cultural discourse
that resonates with contemporary audiences. This engagement not only enriches the
artistic landscape but also fosters a deeper understanding of the socio-political
implications of dance as a form of expression.

As the field of choreography continues to evolve, the importance of
interdisciplinary approaches becomes increasingly apparent. The integration of
insights from sociology, psychology, and education can enhance our understanding of
the creative process and the role of choreography in society. By drawing on diverse
perspectives, researchers and practitioners can develop more nuanced frameworks for
analyzing and creating dramatic artistic images in contemporary dance.

In conclusion, the expression in choreography, particularly within the realm of
contemporary dance, is a complex interplay of artistic intent, audience perception, and
socio-cultural dynamics. The synthesis of various scholarly works reveals that the
creation of dramatic artistic images is not merely a technical endeavor but a deeply
emotional and relational process. Choreographers must navigate the intricate landscape
of authenticity, audience engagement, and cultural discourse to craft works that
resonate on multiple levels. As the field continues to evolve, ongoing research and
dialogue will be essential in shaping the future of contemporary dance and its capacity
for profound artistic expression.

References

Bigus, O., biram, O., Vyshotravka, L., Khotsianovska, L., Babych, O., & Hres, O.
(2021). The professional choreographic education: current state and
development trends. Laplage Em Revista, 7(3), 42-54,
https://doi.org/10.24115/s2446-62202021731255p.42-54

Kim, J., Jin, J., & Hong, A. (2022). Creative intercorporeality in collaborative work of
choreographers with and without disabilities: a grounded theory approach.
International Journal of Environmental Research and Public Health, 19(9),
5548. https://doi.org/10.3390/ijerph19095548

Papka, L., Golenkova, Y., & Karpunets, T. (2023). The effectiveness of using dance
training methods for the education of artistry in athletes in rhythmic gymnastics
aged 8-10 years. HSTRPT, 4(2), 43-52.
https://doi.org/10.58962/hstrpt.2023.4.1.43-52



128

Sagiv, T., Simons, T., & Drori, I. (2020). The construction of authenticity in the
creative process: lessons from choreographers of contemporary dance.
Organization Science, 31(1), 23-46. https://doi.org/10.1287/orsc.2019.1318

Suslik, 1. (2014). "Subversive Bodies: Anti-Aesthetic Gender Images in Contemporary
Flamenco". In ‘All Equally Real’. Leiden, The Netherlands: Brill.
https://doi.org/10.1163/9781848883178 014

Vukadinovi¢, M. (2013). An audience’s subjective experience of the freedom of artistic
expression in different dance forms from the perspective of the cultural
psychology of creativity. Universitas Psychologica, 12(3).
https://doi.org/10.11144/javeriana.upsy12-3.asef


https://doi.org/10.11144/javeriana.upsy12-3.asef

129

3MICT

Yang HANRI, Inha Khmelevska
METHODS OF DIAGNOSING THE FORMATION OF PROFESSIONAL

SKILLS IN HIGHER MUSIC EDUCATION ..o 3
Ban II351BIHb

MY3UYHO-ECTETHUYHE BUXOBAHHA LLIKOJIAPIB B YMOBAX
IH(DOPMALIIF[HOF O CVYCIITIBCTBA ...t 5
Yskan DAH

DdOPMYBAHHSA BOKAJIbHO-ECTPAHOI KYVJIbTYPH JIFOJUHU
B YMOBAX 3MIHHU CBITOBOI'O COL[IAJIBHO-KYJIbTYPHOI'O
CEPEJOBHILA TA TVIOBATIBALIIT ..o 8

bsar HAHBHAHD
METO/[UYHI OCOBJIMBOCTI BOKAJIPHO-BUKOHABCHK 0)}
CAMOPEI Yﬂ}ﬂllf B YMOBAX KOHI[EPTHOI' O BUCTYIIVT ..ccooeoveiviiiiiiiiinnnnn, 11

Ban CIHb
MY3UYIHO-CTH/IBOBA KOMIIETEHTHICTD YYHIB MUCTEL[bKUX
HIKII AK OCHOBA XV/[O’KHBbO-ECTETUYHOI' O BUXOBAHHA ................... 14

Naii XYEH, Hatans KbOH
CYTHICTbh [IOHATTA « PI3BHOCTHJIFOBI BOKAJIbHI HABUYKH» ................ 16

Jlen CTFO€
MTEJATOTTYHI ITPUHIIAITA ®OPMYBAHHA [TPO®ECIHHO-CYE €KTHOI
TTO3UIIIT MAFBY THIX MATICTPIB MY3UYHOT O MUCTELITBA B ITPOIIECI

BUKOHABCBKO-IHCTPYMEHTAJIBHOI IHIIJTOTOBKHT ..., 18
Di TIANCHAO

PROSPECTS FOR THE DEVELOPMENT OF THE USE OF PERCUSSION
INSTRUMENTS IN MUSICAL EDUCATION ...ocoiiiiiiiiii e 20

Yin CONGCONG
TO THE PROBLEM OF THE DEVELOPMENT OF THE PIANIST'S
ARTISTIC THINKING AS THE BASIS OF PERFORMING CULTURE .................. 22

H. KOPHSIK
ITPOCBITHHITHKI TPATHULII B CYYACHIH CUCTEMI
MY3HTHOTO HABGAHHST o..ovooevoeeeeeeoeeeeeeeeeeee e eeeeeeee s seeese s 26



130

Li LONGJIE, Alla HRINCHENKO
THE ROLE OF ASSOCIATIVE THINKING IN THE PROCESS OF
LEARNING TO PLAY THE PIANO ... 29

Li HONGYAN

THEORETICAL FOUNDATIONS OF DISTANCE LEARNING FOR

A BASIC MUSICAL INSTRUMENT ..ottt ettt 32
JIi FOon1n

®OPMYBAHHA XYVJO)XXHbO-ECTETHYHUX YIIOJOBAHB

VYHIB MUCTELIBKUX LIIKIT .........coovoeeeeeeeeeee et 34

Anzhelina MAMYKINA
TO THE PROBLEM OF PERFORMANCE AND INTERPRETATION
PROCESS OF A P AN ST oottt ettt e et e e et e e e e e e e e e eeenas 36

JIi CIHb
OBPA3HICTBH TA MY3UYHA CTUJIICTUKA BOKAJIbHOI
TBOPYOCTI POBEPTA LLIVMAHA .........ooooiiieeeiiiieeeeeee e 38

Muxaiiiio KICIOK
OCOBJIUBOCTI I[IPOABY EMOU]ﬁHOF O I[HTEJIEKTY
Y 1IT, EU HIJJJIITKOBOI'O BIKY .oooovvviiiiiiiiiiiiiieeeeeeeeeeetieeeeeeaeeevaaataeaaaaaaaaaaaaaaaaaaaes 41

Spocias AJTIKCIMYYK
HOJIICTUIICTHYHHH ITIIXIT Y CYYACHOMY
BAHJTYPHOMY MY3UKYBAHHI ..........ccocvvevevovceesseesereseess v, 43

Tian YILI, Alla HRINCHENKO
SPECIFIC DEVELOPMENT OF ENSEMBLE SKILLS OF

FUTURE PIANO TEACHERS ..ottt ettt eeetet et eee ettt en s e en e 46
®en IUYAO

N 45 2] 2 B4 [HABIAHHA TAMMAM Y [IPAKTULT
DOOPTEIIAHHOI'O BUKOHAHHA] .....c.ovoeeeeoeeeeeoeeeeeeoeeeeeeeeeeees e 50

Chen YILIN, Alla HRINCHENKO
IMPROVING ARTISTIC AND TECHNICAL SKILLS OF
FUTURE PIANO TEACHERS ..o 56

Yenn CSIOIOM, Hatans KbOH
CYTHICTD I CTPYKTYPA BOKAJIbHO-CTHUJIbOBOI MAHCTEPHOCTI
MAUBYTHIX BUKJIATAYIB YKPAIHU U KUTAFO ........ocoovoeeeeeereen e, 59



131

JIro YKUT'O

METONOJIOITYHI 3ACALHU AT OTOBKHU MAUEYTHIX BUKJIA/IAYIB
MUCTELIBKOI'O I[IPODUIIO JIO BOKAJIBHO-IIE/[AT OI'TYHOI O
CAMOPO3BUTEY ..ot 61

Cynb XKYH
®EHOMEH IOJIIXYOXXHBOI OFI3HAHOCTI Y KATEIOPIAJIBHOMY
TIOJII MUCTELIBKOI HEJJATOTTKH ........coovveviiivieeceeeeeeeeseees e 62

I'yn XAHBIIIYAH
HAYKOBO-TEOPETUYHHY ITOTEHLIAJI
BOKAJIBHOI METOIHKM ...........coooveeeeeeeeeeeeeeseeeeeeee e ses e 63

Ban BEMIH
ITIITOTOBKA MAHFBYTHIX BAKAJIABPIB MY3UYHOI'O MUCTEL[TBA J]O
IHTEPITPETAILJII BOKAJIbHHUX TBOPIB Y HAYKOBOMY JUCKVPCI............. 66

Dmytro STOIMENOV, Yuliiya VOLKOVA
RESEARCH OF ARTISTIC-CHOREOGRAPHIC COMMUNICATION
IN BALLROOM DANGCES ...t 69

Wu QIONG
ON THE PROBLEM OF PREPARING FUTURE TEACHERS OF

MUSICAL ART FOR ARTISTIC AND INTERPRETIVE

ACTIVITIES IN SCIENTIFIC DISCOURSE ... 74

Guo Y1 NUO, Alla HRINCHENKO
THE CONCEPT OF «INTEGRATION» IN THE
INTERDISCIPLINARY SPACE ...t 78

Dong CHENGXIN

TO THE PROBLEM OF DEVELOPMENT OF METRO-RHYTHMIC SENSE

OF FUTURE TEACHERS OF PERCUSSION INSTRUMENTS

IN THE PROCESS OF PROFESSIONAL TRAINING ......ccooiiiiiiiiiieiiiiie e 82

Anna KYJIKOBA
®OPMYBAHHA XVOKHbO-ECTETUYHOI'O IHTEPECY YYHIB
MUCTELbKHUX LIIKIJI /1O ITICEHHOI TBOPYOCTI

VKPAITHCBKOI O HAPOITY ...t n s, 84

Jiro JIIBOS
B RN TG Z ARG BETE I 19 L5 777 [THAVKOBI ITIJIXOHU

][O0 ®OPMYBAHHA BUKOHABCHKO-IL/TACTUYHUX YMIHB
MY3BUKAHTIB-ITIAHICTIB] ..o, 86



132

Liu JIAXIN
THE ROLE OF PLASTIC EXPRESSIVE TECHNIQUE

IN CHOREOGRAPHY ..ottt e nnnee e 88
Sun KEAO

CULTURAL HERMENEUTICS AS A METHODOLOGICAL BASIS FOR

THE ARTISTIC INTERPRETATION OF A VOCAL WORK ......cccvviiiiiieiiiine i 92
Zhang WENLI

PERSONALITY-ORIENTED APPROACH AS A METHODOLOGICAL BASIS
FOR PREPARING APPLICANTS FOR ART EDUCATION FOR INDEPENDENT
WORK OVER CHAMBER VOCAL REPERTOIRE........ccccccoiiiiiieeeeeeee 94

Zhang SAIZHEN
THE CONCEPT OF «PSYCHO-EMOTIONAL STABILITY
OF A SINGER» IN SCIENTIFIC DISCOURSE.........cooviiiiceee e 97

Zhan HAN
THE POTENTIAL OF ACTING SKILLS IN CREATING
A DANCE COMPOSITION ..ottt ettt e et e et e e e e e e eaa e 99

Shi JUAN
TO THE DEFINITION OF THE CONCEPT OF
«MULTICULTURAL COMPETENCE .....coiiiiiiiiiiiiiiiii e 102

Zhao LUOCHENG, Inha KHMELEVSKA
TECHNOLOGIES OF CREATIVE-MUSICAL DEVELOPMENT
IN THE SPACE OF ART EDUCATION .....coiiiiiiiiiiiicic s 106

Khuan BEIL, Inha KHMELEVSKA
SYMBOLISM OF MOVEMENT AND SYMBOLS IN
CHINESE TRADITIONAL DANCE.......cooiiiiiiiie e 108

Chen JUNZHE, Inha KHMELEVSKA

INFORMATION-COMMUNICATION TECHNOLOGIES IN THE

PERFORMING TRAINING OF FUTURE VIOLINISTS:

METHODOLOGICAL ASPECT ..o 113

Sheng LONG, Inha KHMELEVSKA
ACMEOLOGICAL TECHNOLOGIES AS A MEANS OF PERFORMING
SELF-IMPROVEMENT OF FUTURE TROMBONISTS.......ooiiiiiieiieecee e 118

Croit YEHBII3U, Beit JIHBTAO
COLIOKYJIBTYPHI U I[ICUXOJIOT'TYHI 3ACAU
MYSHIHO-TBOPYUX IIPOLIECIB...........cccoiiiiiiiiiiiiiiiciiien e 122



133

Chen YANJUN, Inha KHMELEVSKA

EXPRESSION IN CHOREOGRAPHY: TOWARDS THE PROBLEM OF
CREATING DRAMATIC ARTISTIC IMAGE BY

MEANS OF CONTEMPORARY DANCE



	Yang HANRI,
	Inha KHMELEVSKA,

	Ван Цзябінь,
	Чжан ФАН
	Бянь НАНЬНАНЬ
	Ван СІНЬ
	Дай ХУЕЙ
	Наталя КЬОН

	Ден СІЮЄ
	Di TIANCHAO
	Yin CONGCONG
	Н. КОРНЯК,
	Li LONGJIE
	Alla HRINCHENKO,

	Li HONGYAN
	Лі ЮЙЦИ
	Anzhelina MAMYKINA
	Лі СІНЬ
	Михайло КІСЮК
	Ярослав АЛІКСІЙЧУК
	Tian YILI
	Alla HRINCHENKO,

	Фен ШИЧАО
	Chen YILIN
	Alla HRINCHENKO,

	Чень СЯОЮЙ
	Наталя КЬОН

	Лю ЧЖИГО
	Сунь ЖУЙ
	Гун ХАНЬШУАН,
	Ван ВЕЙЇН
	Dmytro STOIMENOV
	Yuliiya VOLKOVA

	Wu QIONG
	Guo YI NUO
	Alla HRINCHENKO

	Dong CHENGXIN
	Анна КУЛІКОВА
	Лію ЛІБОЯ
	Liu JIAXIN
	Sun KEAO
	Zhang WENLI
	Zhang SAIZHEN
	Zhan HAN
	Shi JUAN
	Zhao LUOCHENG
	Inha KHMELEVSKA,

	Khuаn BЕI
	Inha KHMELEVSKA,

	Chen JUNZHE,
	Inha KHMELEVSKA,

	Sheng LONG
	Inha KHMELEVSKA,

	Сюй ЧЕНЬЦЗИ
	Вей ЛІНЬТАО

	Chen YANJUN
	Inha KHMELEVSKA,

	ЗМІСТ

