[leparoriyHi Hayku: Teopis, icTopis, iHHOBaliiHI TexHosorii, 2020, Ne 10 (104)

PO34l/1 I. IPOBNIEMW MUCTELLbKOT OCBITU

UDC 378.018.54.091.2:780.616.433.071.2](510+477)(043.3)

Wang Boyuan

Sumy State Pedagogical University

named after A.S. Makarenko

ORCID ID 0000-0001-8851-6156

DOI 10.24139/2312-5993/2020.10/003-015

DEVELOPMENT OF PIANO SCHOOLS IN CHINA AND UKRAINE:
HISTORICAL CONTEXT

The article identifies the historical context of the piano schools development in China
and Ukraine. The factors that formed the basis of the periodization of the studied
phenomenon in both countries are identified. The periodization of the piano schools
development in China and Ukraine has been carried out. As a result of a comparative analysis
of the historical development of piano education in China and Ukraine, the common features
of training pianists during a certain historical period were clarified, such as: the influence on
the development of piano education of Western European and Russian traditions; national
basis for the development of piano schools in both countries; opening of a significant number
of art education institutions, including higher education institutions; availability of a large
number of music programs of international level; opening of factories for the production of
piano; rapid introduction of conservatory piano education.
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Introduction. The relevance and expediency of the study of the issue of
pianists-performers training in art institutions of higher education in China and
Ukraine is due to the need to overcome a number of contradictions in the
development of Ukrainian and Chinese higher education systems:

e between the requirements of organizational and content modernization
of music education and insufficient implementation of these requirements in the
pedagogical practice of the art institution of higher education;

e between the need of scientists to study and generalize pedagogical
achievements in pianists-performers training in art institutions of higher
education in China and Ukraine and the practical lack of systematic scientific
research on the studied issues;

e between the presence of positive experience in the implementation of
training of pianists-performers in art institutions of higher education in China
and Ukraine and the lack of fundamental comparative and pedagogical
research in this area.

Analysis of relevant research. Development of piano education in China is
presented in scientific articles and dissertations of Chinese scholars (Wang Yuhe,
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Wei Tinge, Kuan Fan, Liu Fuan, Lian Haidong, Sun Mingzhu, Han Peijun, Ju Qihun,
Chen Zhen, Zhao Xiao) and Ukrainian authors N. Huralnyk, Zh. Dedusenko,
H. Nikolai, H. Padalka, O. Rudnytska, V. Shulhina, O. Shcholokova).

Thus, formation and evolution of the piano education system are
covered in the dissertations and publications of Chinese scholars Hou Yue, Liu
Qing, Yang Bohu, Liu Ge, Wang Peiyuan, Song Dan, Xiao Chaozhan and other
scholars. The main array of these works is devoted to specific analytical studies
and touches on certain aspects of the topic.

Development of Chinese piano music in modern history has been the
subject of a special study by Bu Li. Wang Anyu investigated piano works of the
modern Chinese composers.

Piano education in Ukraine has attracted the attention of such Ukrainian
researchers as N. Huralnyk, Zh. Dedusenko, H. Nikolai, O. Shcholokova and others.

Thus, N. Huralnyk studied the historical aspects of the piano school of
Ukraine (Huralnyk, 2006); considered the peculiarities of the functioning of the
Ukrainian piano school as a phenomenon of music education (Huralnyk, 2013);
defined the essence of the Ukrainian piano school of the XX century in the
context of development of the theory and practice of music education, periods
of development of the Ukrainian piano school (Huralnyk, 2007).

In her scientific investigations H. Nikolai considers the culturological
context of the genesis of Ukrainian piano music and its historical dynamics in
the twentieth century (Nikolai, 2010a), identifies the main features of
Ukrainian piano music (Nikolai, 2010b).

At the beginning of the XXI century in the scientific literature there are
works of Ukrainian scientists, which reveal and characterize the history of piano
performance (N. Huralnyk, I. Savchuk, V. Kholopova). Thus, N. Huralnyk in her
scientific work presented the history of formation and development of
Ukrainian piano school in the twentieth century (Huralnyk, 2013). I. Savchuk
identified the main trends in the development of piano performance in Ukraine
in the late twentieth — early twenty-first century (Savchuk, 2012). V. Kholopova
outlined the directions of academic music development at the turn of the XX
and XXl centuries (Kholopova, 2015).

The aim of the article is to determine the historical context of the piano
schools development in China and Ukraine.

Research methods. To solve the tasks, a set of interrelated research
methods will be used: general scientific — analysis, synthesis, abstraction,
comparison and generalization, which allowed to clarify the features of
theoretical approaches underlying the development of the studied educational
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phenomenon, and to formulate basic principles and generalized conclusions of
work; specific-scientific — chronological, which allowed to identify historical
origins, factors and characterize the stages of pianists-performers training
development in art institutions of higher education in China and Ukraine.

Research results. The periodization of the studied phenomenon in both
countries is based on such factors as: historical context; socio-cultural conditions;
social policy of countries; political events; internal patterns of pianists-performers
training development in the system of higher music education.

Based on certain criteria, we have conducted periodization of piano
schools development in China and Ukraine.

Thus, in China there are three periods with the corresponding stages:

| period — origination with three stages (Catholic (early XVII century — the
last decade of the XVIII century, Protestant (XIX century), state-enlightenment
(early XX century));

Il period — formation with two stages (initial (30-40s of the XX century),
activation (early 50s — first half of the 60s of the XX century));

Il period — flourishing with three stages (disorganization (second half of
the 60s — 70s of the XX century), restoration (80-90s of the XX century),
popularization (2000-2010)).

Accordingly, in Ukraine, piano schools development took place in the
following historical context:

| period —amateur (first half of the XIX century);

Il period — formation (second half of the XIX century);

Il period — professionalization (late XIX — first quarter of the XX century);

IV period — popularization (1940 — 50s);

V period — postmodern (1960 — 80s);

VI period — flourishing (90s of the XX century — early XXI century).

Let’s describe the piano school development in China in more detail. First
of all, let’s turn to the origins of piano education in China. Note that the first
keyboard instrument appeared in China in 1599, when, according to sources,
the ltalian missionary Matteo Ritchie presented harpsichords to the emperor of
the Ming Wang dynasty.

Chinese researcher Gan Ning notes that the first types of keyboard
instruments to appear in China were the plucked and stringed clamps, the
harpsichord and the clavichord. This is recorded in the 120th suite of Xuwein
Xiantungkao (Gan Ning, 2014, p. 85).

According to Li Qin’s research, during the reign of the Ming and Qing
dynasties (XVII-XVIII centuries) the claviers became insignificant, but it was limited
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to a narrow class framework and the reign of Emperor Kangxi. In addition, at that
time, China established a policy of isolation from the outside world, and
accordingly, the musical culture of Europe remained unknown to the general
public (Li Qin, 2014, p. 86).

According to Bian Meng, China was able to get acquainted with modern
European piano only in the first half of the XIX century (Bian Meng, 1996, p. 28).

The result of this acquaintance was the most important event for China —
the defeat in the opium wars in the 1840s. China opened up to the world,
especially it had aroused considerable interest among Europeans. Currently, many
foreign traders and missionaries began to come to the country. Accordingly, they
brought with them the attributes of European musical culture. Sales of pianos,
violins and other musical instruments became widespread in port cities (Bian
Meng, 1996, p. 32). In addition, Catholic churches and education institutions
teaching Western music were opened in most port cities.

The next step in the development of the China’s piano school was the
spread of “school songs” in the early twentieth century, which were learned in
new schools of the European type. Such schools were radically different from
traditional Chinese. Thus, all these factors became the basis for the emergence of
modern musical tradition and the impetus for the general spread of the piano.

Initially, the goals of teaching the piano, curricula and didactic methods
used in Chinese education institutions were borrowed from the experience of
missionary education institutions. This was the beginning of a new musical
education in China. But we consider it necessary to emphasize that most of the
teachers of these institutions were clergy, i.e. not professional music teachers or
performers. In this regard, the initial stage of piano education development was
characterized by a methodology that was aimed only at solving basic problems.

Late XIX — early XX century was also marked by the fact that Chinese
cultural figures began to be involved in the process of mastering the instrument.

In the context of this study, we consider it necessary to focus on the first
education institutions for the development of piano. The appearance of such
institutions dates back to 1919-1937. And this period is primarily associated with
Shanghai.

Formation of professional music education in this period was carried out
in the education institutions of various levels, such as universities, institutes
and so on.

Compulsory subjects such as music theory, music history, harmony, etc.
were included in the curriculum. It should be noted that the curriculum focused
not only on the development of professional gaming skills, but also on the
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formation of students’ general artistic culture. Much of the program was
borrowed from foreign, mostly European, education institutions (Zhang Bailey,
2006, p. 39).

However, it should be noted that professional piano education
development was complicated by a number of factors related to the rejection
by a certain part of the Chinese intelligentsia of European culture in general
and music as a field of special education.

In 1927, the first Chinese conservatory was opened in Shanghai. In
addition, preparatory courses, bachelor’s, master’s, and additional classes in
pedagogy and other electives were organized. According to Wang Zaydong,
classes were conducted in six fields, such as music theory, piano, violin, cello,
vocals and folk music. At the same time, there was a constant improvement of
curricula (Wang Zaydong, 2007, p. 59).

Note that along with the emergence of music institutions of higher
education of the conservatory type, the emergence of institutions of mixed
type continues. During this period, specialized art institutions opened in other
parts of China (Wang Zaydong, 2007, p. 61).

It should be noted that during the war period (1937-1949), development
of instrumental performance, especially piano, slowed down due to the difficult
social situation. At the same time, a number of new education institutions was
opened.

During the Three Years’ Liberation War (1946-1949), music schools
functioned and even opened new ones, mainly in regions controlled by the
Chinese Communist Party. There the training of professional musicians
continued. The main center of piano education was the Institute of Arts named
after Lu Xunyaev Yanan (Bian Meng, 1996, p. 89).

As a result of the analysis of the scientific literature on the research
problem we can notice that in connection with the tasks facing music, in particular
piano education, in higher education institutions, namely formation of general
music education and teacher training — two types of training were established:
five-year higher education and three-year secondary (mainly pedagogical)
education. Students of pedagogical directions studied completely at the expense
of the state. And their main discipline was voice training, additional — piano. Many
innovations have been made as part of the planned program, including the CCP-
led new music education institutions in Shanghai, which have established an
evening Chinese music school in Shanghai, which taught four majors, including
piano and voice training (Wang Changkui, 2010, p. 151).
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The period from 1949 to 1966 was marked by the great success in the
development of professional music education in China.

The construction of the Central Conservatory, which began in 1949, was
significant for the development of piano education in China.

A notable milestone in the development of China’s piano tradition was
opening of the piano department at the conservatory (1950). In 1958, the
Central Conservatory moved from Tianjin to Beijing.

In 1953, the Beijing and Shanghai Conservatories received the status of
national Chinese centers of theory and practice of teaching piano. In 1956, the
Shanghai Branch of the Central Conservatory was renamed the Shanghai
Conservatory.

Within the institution, teachers developed and approved a set of
disciplines and curricula designed for the educational process. Teams of
conservatory teachers developed and implemented a 14-year system of music
education in the country. Thus, this system for the first time began to train
music teachers for primary school and for higher education institutions.

In 1966, the ten-year period of the Cultural Revolution began. The CCP
Central Committee decided to suspend music lessons for all education insti-
tutions. As a result, we see a halt in the development of music education in China.

In 1970, the campaign “resumed training and revolution” was launched.
The Central University of Arts worked in Beijing, and in Shanghai — Music
courses. It is interesting to note that foreign educational materials, including
foreign music, were banned in these institutions. Revolutionary songs were
recommended instead. Note that the level of student training was very low.
Many famous teachers resigned. As a result, the educational process was
virtually destroyed. Consequently, piano art had significantly degraded. Many
experts were repressed, and instruments of the European origin were declared
“unnecessary rubbish” (Li Qin, 2014, p. 123).

In the 1980s, a new course of China’s development began, in particular,
music education, including piano. Training standards for entrants and
graduates have been restored. The very process of studying in conservatories
began to acquire a professional basis for training. The Beijing and Shanghai
Conservatories have regained the status of “national Chinese piano education
centers” (Wang Zaydong, 2007, p. 43).

This period was characterized by the opening of a number of new music
and pedagogical institutions. First of all, we note that the revival of the system
that exists until now, had begun. Departments and faculties of music were gra-
dually restored at the conservatories. Art institutes not only introduced the piano
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specialty, but also began to train masters in this specialty. Gradually, pedagogical
universities and institutes appeared in all the provinces of China, where the
“Piano” specialty developed. Over time, from the elective discipline, “Piano” was
transferred to an independent discipline, and then to a separate specialty.

In the 1990s, there was an increase in the status of many pedagogical
institutions of higher education that provided piano training for teachers in
secondary schools. Many of them are gradually transformed into institutes and
universities, and more than one hundred and sixty faculties of music and arts
are opened at classical and pedagogical universities.

In the 1990s, a master’s degree in teacher education was widely
developed in China. By 1995, master’s degree programs had been opened at
eight faculties of music at pedagogical universities in Beijing, Northwest,
Shanghai, Nanjing, Fujian, Anhui, Southwest, and Inner Mongolia. Later, similar
programs appeared at the Metropolitan and Harbin Pedagogical Universities.

The current stage of piano education development in China is
characterized by the intensification of cultural exchange with other countries.
For example, teachers and students of the Central Conservatory are sent for
internships abroad. Every year, well-known foreign musicians, teachers and
scientists come to China to give lectures and conduct practical classes with
students and teachers (Li Qin, 2014, p. 127).

Let us turn to the characteristics of the historical context of the
development of piano education in Ukraine.

First of all, we consider it necessary to emphasize that in Ukrainian piano
performance at the initial stage of its formation in the second half of the
eighteenth century and the first half of the nineteenth century the amateur
music dominated. Thus, the impetus for the development of piano
performance were amateurs who published their views on the essence of
music, its place in the arts, the impact on development and formation of the
personality, the importance of music education in Ukraine in various
publications. In addition, they focused on the requirements for performance, in
particular, emphasized the aestheticization of piano performance.

It should be noted that in the first half of the XIX century piano perfor-
mance was formed under the influence of the national culture of vocal intonation.
In addition, this period was characterized by increased attention to the content of
piano performance, instead, condemned pure virtuosity as an end in itself.

Therefore, we can say with confidence that the process of teaching to
play the piano before the emergence of the first conservatories was mostly not
aimed at solving professional problems. As a rule, piano skills were acquired in
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the form of home education and in private education institutions of various
types. Moreover, it was considered from the standpoint of general education.
Thus, N. Tsiuliupa outlines two aspects of piano performance development of
the studied period, such as: development of classical traditions based on the
study of foreign experience and providing music education with national
content (Tsiuliupa, 2011, p. 219).

Based on the analysis of the peculiarities of piano education in the first
half of the XIX century, we came to the conclusion that its development was
greatly influenced by the Western European and Russian tradition of piano
performance. Accordingly, the purpose of piano education at that time was to
develop the skills of artistic performance. Moreover, great importance was
attached to the process of learning proper fingering, pedaling, setting hands. In
order to develop students’ technical skills, they used various exercises,
sketches, scales, solo and ensemble pieces.

Thus, as noted by V. Shulhina, this period is characterized by borrowing
and assimilation of the experience of various European music schools, which, in
turn, contributed to the professional growth of music education in Ukraine and
accordingly became the foundation for further formation of the national school
(Shulhina, 2002, p. 25).

The next period began in the second half of the nineteenth century. At
this time, the first conservatories were opened in Kyiv, Odesa, Lviv and Kharkiv.
And so, according to N. Huralnyk, instrumental performance reaches the stage
of creative maturity. Its characteristic is intensification of concert practice,
which is becoming not only intense and diverse, but also regular. The
researcher emphasizes the leading trends in the development of piano
education, namely its professionalization, nationalization and democracy.

Creation and opening of the first music schools in Kyiv and Lviv allowed for
greater professionalism in music education. Thus, according to N. Huralnyk, “the
process of gradual improvement of the organization and deepening of the content
of professional training, diversification of forms of performing, methodological
and musical-educational activity of pianists-teachers, raising the artistic level of
general music education of youth had begun” (Huralnyk, 2006).

The second half of the XIX century was marked by the restoration of the
national music school in the context of the European development, as well as
its professionalization. As V. Shulhina notes, all this happens as a consequence
of the decentralization of foreign experience in the field of music education and
its projection on their own cultural problems (Shulhina, 2002, p. 25).

10
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Thus, piano education development in Ukraine in this period took place in
the context of the development of Ukrainian musical culture, namely the socio-
political and Western European events of musical culture. In addition, this period
was marked by the widespread use of the piano in culture formation.

Thus, we’d like to summarize, highlighting the main important events
that formed the basis of the Ukrainian piano school development in the second
half of the nineteenth century, namely: dissemination of music education in
Sunday schools (Kyiv, Kharkiv); intensification of the work of private music
education institutions; providing piano training in religious education
institutions; expansion of the network of music establishments in which
professional pianists were trained.

The next period — the beginning of the twentieth century, namely the
1900s and 1910s, was marked by the existence of a strong piano school, which
played a leading role in the development of general Ukrainian musical culture.
All this contributed to the establishment of musical education institutions, as
well as the spread of scientific musical thought. In addition, this period was
marked by the emergence of a number of musical works, written both with the
help and with the use of the piano.

A characteristic feature of the 20-30s of the twentieth century of the
Ukrainian piano school became the musicologists’ attention. That is, as
N. Huralnyk notes, this was “the period of establishing the intellectual and
creative potential of pianists-musicians” (Huralnyk, 2008).

In the 1920s, as a result of the reform of music education, a three-level
system of education was consolidated. As a result, the problems of piano
education for children and youth were subject to elaboration. The
methodological works of this time consider in detail the issues of pupils’
musical abilities development, performing skills formation, using forms and
methods of conducting individual lessons in a piano class.

The piano school development during the Second World War and the post-
war years was marked by difficult, but very fruitful times for the development of
the piano school. We consider it necessary to emphasize that the level of
professionalism in the system of music education at this time was constantly
growing, which became possible due to the exchange of experience between
different performing and pedagogical schools during the evacuation. In addition,
talented pianists worked in Ukrainian education institutions of that period:
Ye. Slyvak, A. Yankelevych, K. Mykhailov, M. Starkova, B. Reingbald, et al., who
actually trained professionals for the Moscow Conservatory, because at that time
Moscow was the capital. However, compared to the beginning of the twentieth

11
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century, this stage was characterized by the fact that the problems of national mu-
sic education and mass music education had become secondary. The crisis situa-
tion had led to the fact that the content component of teaching music, in particular
playing the piano, loses the conceptual nature of training a pianist-performer.

In the 60s of the twentieth century to promote piano music, music and
pedagogical faculties were opened, where at a new scientific and methodolo-
gical level, using the latest advances in psychology and pedagogy, musical crea-
tivity, the concept of professional training of a pianist-performer was revived.

Thus, the methodology of piano teaching in Soviet times developed on
the basis of deep traditions. A characteristic feature was the desire for an
organic combination of artistic and technical tasks, demanding quality of sound
production, emotional expressiveness of performance. In addition, professional
music education was directly influenced by professors of conservatories, who
were engaged in performing and teaching activities simultaneously. The main
purpose of their pedagogical activity was not only to teach professional skills,
but also to instill a love for the art of music, education of a versatilely
developed musician (Shcherbakova, 1999).

Instead, at the end of the twentieth century we see an increase in interest
in the development of national music education, the return of the idea of musical
and aesthetic development of the younger generation and the renewal of a
comprehensive approach to training specialists in piano and performing arts.

At the beginning of the XXI century we see development of the new
methods of initial music education and training of performers. New methods
contribute to the emancipation of the creative potential of the performer,
development of students’ musical and creative abilities, formation of artistic
interpretation skills, enrichment of emotional and sensory experience,
expansion of their intellectual and conceptual thesaurus.

Conclusions and prospects for further research. Thus, a comparative
analysis of the historical development of piano education in China and Ukraine
allowed us to identify common features of pianists training during a certain
historical period, such as:

e influence on the development of piano education of Western
European and Russian traditions;

e national basis for the development of piano schools in both countries;

e opening of a significant number of art education institutions, including
higher education institutions;

e availability of a large number of music programs of international level;

e opening of piano factories;

12
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e rapid introduction of conservatory piano education.

The issues of determining the content features of pianists-performers
training in the system of higher music education in China and Ukraine deserve
further study.
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PE3IOME

BaH BbowaHb. Passutne doptennaHHbix wWKon Kutaa m YKpPauHbl: UCTOPUYECKUI
KOHTEKCT.

B cmamee onpedeneH ucmopuyeckull KOHMEKCM pas3sumusa opmenuaHHbIX WKOA
Kumas u YKpauHsl. BoisgneHsl pakmopesl, Komopeble bbiau noaoxeHs! 8 0CHO8Y nepuoou3ayuu
uccnedyemoz2o ¢heHomeHa 8 obeux cmpaHax. OcywjecmeneHa nepuoou3ayua pPaseumus
popmenuaHHelx wWkKoa Kumaa u YKkpauHel. B pesynbmame cpasHumesnsHo20 aHAAU3A
ucmopu4yecko2o passumusa opmenuaHHo20 06pa3osaHus Kumas u YKPAuHbl B8bIACHEHbI
obwue Yepmol MOO20MOBKU NMUAHUCMO8 8 meveHue ornpedesneHHO20 UCMOopPU4ecKo20 nepuooda,
a0 UMEHHO: 8nufHUe Ha passumue opmenuaHHoz2o obpasosaHusa 3anadHoesponelickol u
pycckoli mpaduyuli; HaYUOHAAbHOE OCHOBAHUE PA38UMUA (hopmMernuaHHbIX WKO 06eux cCmpaH;
OMKpbIMUE 3Ha4YUMENbHO20 KO/U4ecmaa Xyo0oxecmeeHHbIx y4ebHbix 3a6edeHuli, 8 mom yucne
U ebicwux; Hanu4yue 60/6W020 KOAUYECMBA MY3bIKAbHbIX PO2PAMM MEHOYHAPOOHO20
ypoB8HA; OmMKpeimue ¢Gabpuk no npouszsoocmsy opmenuaHo;, bsicmpoe e6HedpeHue
KOHCepsamopcKo2o chpopmenuaHHo20 06pa308aHUA.

Knrouyeessblie cnosa: paszsumue, chopmenuaHHAA WKOsA, ucmopu4veckuli KOHmMeKcm,
Kumali, YkpauHa.

AHOTALIA

BaH BotoaHb. Po3BUTOK dopTeniaHHUX WKiA KnTato Ta YKpaiHKU: iCTOPUYHNIA KOHTEKCT.
Y cmammi 8u3Ha4yeHO icmopuyHuli KOHMeKcm po38UMKy opmeniaHHux WKin
Kumaro ma YkpaiHu. BuseneHo 4YUHHUKU, AKi 6yn0 noknadeHO 8 OcCHOsy nepiodusayii
docnioxncysaHoeo ¢heHomeHy 8 060X KpaiHax, a came: iCMoOpuYHUll KOHMeKcm;
COUIOKYnbMYpPHi  yMOBU, COUianbHA MNOAIMUKA KpaiH, noaimu4yHi nodii; 8HympiliHi
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30KOHOMIpPHOCMI po38UMKY Mi020MOBKU MiaHicmie-8UKOHaAsUi8 y cucmemi suwoi My3uyHoi
ocsimu. 30ilicHeHo nepiodu3auito po3sumky gopmeniaHHUX WKin Kumaro ma Ykpaidu. Tak,
y Kumai Haniyyemoeca mpu nepiodu 3 8i0nogidHUMU emanamu:

| nepiod — 3apodxceHHs 3 mpboma emanamu (Kamonuuyskuli (noy. XVII cmonimmsa —
ocmaHHe Oecamuaimmsa  XVIII  cmonimms, npomecmaHmcoekuli  (XIX cmonimms),
O0epHasHUUbKO-pocsimMHUYybKul (no4. XX cmonimmsy));

Il nepiod — cmaHoeneHHs 3 0soma emarnamu (3anoyamrysansHuli (30—-40-i poku XX cmo-
aimms), akmusizauitiHuli (mo4. 50-x pokie — nepwa nososuHa 60-x pokie XX cmonimms));

1l nepiod — po3ksimy 3 mpsoma emanamu (0e3opzaHizayiliHuli (Opyea nosoguHa 60-x
pokie — 70-i poku XX cmonimms), gi0HoeneHHA (80—-90-i poku XX cmoaimmas), nonynapu3sayia
(2000-2010-i poku)).

BidnosioHo, 8 YKpaiHi po38UMOK opmeniaHHUX WKin 8i0bysasca 8 mMaxKomy
icmopu4HOMy KOHMeKCMmi:

| nepiod — amamopcoekull (nepwa noanosuHa XIX cmoaimms);

Il nepiod — cmaHosneHHs (Opyaa noaosuHHa XIX cmonimmas);

Il nepiod — npoghecioHanizayii (kiHeus XIX — nepwia ysepmo XX cmonimms);

IV nepiod — nonynsapuszayii (1940 — 50-i pp.);

V nepiod — nocmmodepHicmcoruli (1960 — 80-i pp.);

VI nepiod — posksimy (90-i pp. XX cm. — noyamok XXl cm.).

Y pe3ynbmami nopieHANbHO20 QHAAI3Y iCMOPUYHO20 PO3BUMKY hopmeniaHHOT
oceimu Kumaro ma YKpaiHu 3’c08aHO cninbHi pucu nid20mosKu niaHicmie npomszom
MesHo20 icmopuYHo20 repiody, AK-om:

® grauU8 HA PO3BUMOK opmeniaHHOI ocsimu 3axiOHoesponelicbKoi | pocilicbKoi
mpaouuidi;

® HOUioHasnbHe NiorpyHmMs po3sumeky gpopmeniaHHUX WKin 060x KpaiH;

e GiIOKpUMMA 3HAYHOI KiflbKOCMIi MUCMeybKux 3aKaadie ocgimu, y momy vucai U euujoi;

® HQOABHICMb 8e/UKOI KiflbKOCMi My3UYHUX NPo2pam MiXHAPOOHO20 PiBHH;

e gidkpummsa pabpuk i3 supobHUUMEA hopmeniaHo;

® WBUOKe 8rMpo8adHeHH KOHCepe8amopcbKoi hopmeniaHHoi oceimu.

Knrouoei cnoea: po3zsumok, ¢hopmeniaHHa wikona, icmopuyHuli KoHmekcm, Kumad,
YKkpaiHa.
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OCOB/INBOCTI ®OPMYBAHHA TBOPYOIO MNOTEHLIA/TY OCOBUCTOCTI
XOPEOIPA®A B CUCTEMI HENEPEPBHOI OCBITHU

Memoto cmammi € po3enad numaHHA wodo ocobausocmeli  xopeozpaghiyHoi
ni02comosKu xopeozpagpie y 3aKknadax suwWoi oceimu HA cyd4acHomy emarni. AKmyanbHicme
obpaHoi memu 3ymoeneHa siocymHicmio 6a2amoacieKmHo20 HAYyKo8020 O0CAIOHEHHA 3
npobaemMamuKu, wo po32aa0aemsca. Y 0ocnionceHHi 0dosedeHo HeobxiOHicme onmumizayii
Has4anbHo20 npouecy U 0oyinbHicMoe iHMezpauyii modesi «npupoda mina 8 KOHMeKCMi MAHYH»
8 MAHUI0BAsbHY MPAKMUKY Xopeozpagis, Wo MOIKe 3HAYHO 8MAUHYMU HA egheKkmusHicms
ixHb020 NpodpeciliHo2o po3sumKy ma nidsuwumu piseHb akmMyanizayii meop4o2o nomeHuiany.
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