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PECULIARITIES OF EMOTIONAL CULTURE FORMATION
OF FUTURE TEACHERS OF ART PROFILE IN CONDITIONS
OF THE HIGHER SPECIAL EDUCATION INSTITUTION

The article substantiates the concept of “emotional culture of the teacher”, defines its
essence, reveals significance of the content of educational material in the context of
formation of this phenomenon for the specialties “Musical Art” and “Choreography”. The
article outlines practical and methodological directions of nurturing the culture of emotions
of the future specialist of art profile, enriching his emotional sphere in the course of work on
an artistic image in educational repertoire samples on a specialty.
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Introduction. The National Doctrine of Education Development of Ukraine
in the XXI century emphasizes creation of conditions for the formation of the
future teacher’s professional culture as a priority task of modernity. The
effectiveness of solving the problems of modernization of our education system at
the present stage of its development depends to a large extent on this. That is
why among the priority areas of modern art and pedagogical science an important
place is occupied by the study of the range of issues of the future specialist’s
professional culture formation, in particular his/her emotional culture.

Analysis of relevant research. Various aspects of culture formation have
attracted attention of many scholars. M. Bakhtin, M. Berdiaiev, H. Skovoroda,
E. Fromm and others studied different issues of spiritual culture. The problem
of moral culture formation was reflected in the works of T. Bilenko, O.
Bohdanova, S. Ikonnykova, V. Tolstykh and others. The essence of aesthetic
culture is defined in the works of M. Boholiubska, V. Butenko, O. Yeremenko,
M. Kyiashchenko, M. Leizerov, O. Mykhailychenko, H. Padalka, H. Poliakov, L.
Tsvetkova and others. T. Antonenko, V. Bachynin, L. Koval, N. Krylova,
H. Shevchenko and others in their studies focus on finding the means and ways
to form a culture of feelings in the younger generation.
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Psychological aspects of the culture of feelings and emotions are reflected
in the works by B. Ananiev, L. Bozhovych, V. Viliunas, L. Vyhotskyi, H. Kostiuk,
S. Rubinstein, B. Teplov, P. Jacobson and others. Problems of emotional culture
are covered in the works of L. Abolin, P. Anokhin, M. Bakhtin, A. Bielkin,
V. Viliunas, P. Halperin, O. Kyrychuk, M. Leizerov, V. Lysovskyi, O. Rudnytska,
O. Chebykin, N. Chepelieva, P. Jacobson, T. Yatsenko. In recent decades, the
problem of emotional culture of the individual has attracted attention of such
scientists as I. Annienkova, V. Blahova, V. Dodonov, |. Mohylei, V. Semke,
L. Sokolova, S. Rapport, M. Teleshevska. In their opinion, emotional culture is not
only an important component of spiritual culture, but also an integral part of
professional culture, one of the criteria for assessing the future teacher’s
pedagogical skills. Scientists believe that combination of thoughts, feelings,
emotions and ideas help the future teacher to perceive the world around him/her
in all its material and spiritual wealth, to find the best noble feelings, to pass them
on to his/her students, to encourage them to self-improvement. Psychologists and
teachers note that emotional processes play an important role in the formation of
the personality, and emotional culture is an integral part of his/her spiritual
culture. Emotions help to reveal inner world of the person, influence his/her
actions, play the role of regulator of human communication. Humanization of
education, along with other transformations of the traditional pedagogical process
involves assertion of self-worth and uniqueness of the human personality, appeal
to the inner world of the person, emancipation of his/her emotional life, attention
to emotional states and manifestations of the student and, consequently, to
emotional aspects of education and upbringing. Only a humanistically oriented
teacher with a developed emotional culture can realize him/herself in all these
directions. Modern pedagogical technologies provide for the comprehensive
harmonious development of the individual, disclosure of his/her creative
potential, creation of conditions for self-development, self-realization in various
types of education institutions, which should become a school of professional and
emotional development of future specialists.

The aim of the article is to substantiate theoretically a set of pedagogical
approaches to the formation of emotional culture of the future art teacher in the
process of higher professional education (based on the study of artistic image in
samples of educational repertoire in specialties “Music” and “Choreography”).

Research methods. To achieve the goal of the study, the following research
methods were used: analytical — to study pedagogical, psychological,
methodological and art sources in order to solve the chosen problem; method of
generalization — to highlight the conceptual apparatus of the work, formulate its
theoretical provisions, disclose methodological aspects and make conclusions.

Research results. Of particular interest in art pedagogy is the concept of
“emotional culture of the teacher”. Based on the philosophical, psychological and
pedagogical analysis of the concepts of “emotions” and “culture”, the emotional
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culture of the future specialist is considered as a complex personal entity,
integrated professionally significant quality that has acquired value orientation,
systemic character, integrity, ability to self-management and self-regulation; it
allows to identify, understand, regulate one’s own emotions, experiences, take
into account the emotional state of one’s students and teach them how to
regulate their own behavior and guide the mood of others, and thus functionally
ensures development of the teacher’s personality, meets personal and
professional needs, ensures pedagogical efficiency (Annienkova, 2003, p. 7).

The emotional culture of a teacher is a meaningful, original in pedagogy and
incompletely studied phenomenon, which is of great interest in the modern
process of training art teachers. Of course, for teaching children art (in our context
it is musical art and choreography), for developing the ability to teach young
performers or students to feel and see the beauty of the world in melodic
combinations of musical sounds with plasticity of movement, the future teacher-
artist must have a high level emotional culture during professional training, which
will allow him/her, in turn, to understand the depths of the most beautiful arts
with the romantic names “Music” and “Choreography” and determine the success
of his/her professional activity. That is why emotional culture is an indicator of
artistic and pedagogical professionalism, important characteristics of which are
the ability of the teacher-artist to manage his/her own emotional state and mood
of his/her students, mastering the techniques of emotional regulation of
professional behavior and methods of students’ emotional upbringing.

In modern conditions there is an urgent need to use in the pedagogical
practice of higher education institutions a variety of such forms and methods of
future teachers’ emotional upbringing, which will ensure a high level of
formation of their emotional culture. These can be communicative and
emotional trainings, pedagogical and psychological sketches, playing business
games, emotional situations, etc.

The study of this issue has led to the delineation and specification of
practical areas of work on the formation of future art teachers’ emotional culture,
which can be carried out in the educational process at the faculties of training
specialists in art specialties. The search for new approaches to solving this
problem has led to identification of new ways and opportunities in the direction
outlined above.

For example, it can be quite interesting, useful and effective to use in the
process of special training of art teachers specialized seminars on the
formation of emotional culture of the future teacher (a similar program can be
found in the research of an author-scientist I. Mohilei) (Mohilei, 2000, p. 12),
inclusion in the activities in the outlined direction of socio-psychological,
emotional and communicative trainings, strengthening of the personal-
concretizing approach in individual training of students-choreographers and
musicians, pedagogical practice and concert-performance activity of students.
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Taking into account the above mentioned, one of the important places in
the process of future art specialists’ emotional upbringing, primarily, belongs to
the group and individual forms of training in the specialties “Musical Art” and
“Choreography”. For conducting classes in the outlined specialties, the most
effective can be disciplines of professional cycle, since they occupy the most
important place among other disciplines in the educational process.

In art pedagogy there is an opinion that success of professional training
largely depends on the selection of appropriate educational material for the
formation of emotional culture of the future teacher, on the pedagogical and
creative conditions created in the classroom to provide students with
theoretical information and correctly chosen methods of emotional self-
regulation, which are important components of emotional culture.

Undoubtedly, one of the main conditions for the formation of emotional
culture of the future art teacher is professionally selected educational material.
Proper selection of a variety of genres and styles of repertoire, its construction
according to the level of complexity and sequence of study of certain
educational patterns, work on artistic images in both musical works and
choreographic productions — all this helps to maintain students’ interest in
creativity and art itself. In addition, it can cause a wide range of their emotional
experiences, aimed at emotional culture upbringing. From this perspective,
educational creative material can become for future professionals an
emotionally vivid source of knowledge about the way of life, color and spiritual
content of the historical epoch. Indicative in this regard was, is and always will
be the work of classics and luminaries of art.

Undoubtedly, classical samples, being a “model of taste”, absorb the unity
of form and content, harmonious clarity and completeness, depth and subtlety of
the embodiment of feelings. The emotional imagery of the work, which reflects all
the characteristic phenomena of life in all its diversity, creates the possibility of
influencing the emotional sphere of the individual and through it on the aesthetic
consciousness and artistic taste” (Padalka, 2001, p. 190).

Thus, we can assume that formation of emotional culture of future art
teachers is largely determined by the level of formation of their ability to
image-emotional thinking, the essence of which is to reflect connections and
relationships of the objective world by creating images and operating them.
“Figurative thinking reflects essential connections of reality in a specific way —
by embodying them in movement and changing the images of ideas, i.e.
through the transformation of ideas” (ltelson, 2005, p. 193). Scientists note
that the image arises when the task set before a person awakens in him/her a
personal attitude, affects his feelings, emotions, needs and interests. “Virtually
any task ... leads to the mechanism of representation only when it acquires a
certain emotional significance for the person” (ltelson, 2005, p. 212).
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Thus, in the outlined aspect, the scientist S. Rapport emphasizes the
leading role of emotional basis in the processes of artistic and figurative
thinking. He sees the difference between artistic and figurative thinking from
logical in the fact that the first characterizes desire to reveal a person’s attitude
to reality, while the second is abstracted from it (Rapport, 1973, p. 52).

The process of thinking of the performer, which includes operation of
musical-auditory and motor representations, is one of the types of
representation of pitch and rhythmically organized sounds and experience of
their expressive meaning, which is reflected in the movement. As a result of
perception and transformation of creative (musical, choreographic)
impressions, they necessarily include an emotional component. In this context,
B. Teplov notes that “... to understand a work of art means, first of all, to feel it,
to experience it emotionally and already on this basis to think about it.
Promotion of art must begin with feeling, it must go through it, without feeling
art is impossible” (Teplov, 2005, p. 10).

But it should be emphasized that artistic perception is not limited to
feelings. The performer’s consciousness is able not only to perceive artistic
phenomena, but also to process them, revealing constructive and logical
connections. Therefore, creative knowledge of the performed material can be
defined as the unity of emotional and rational basis. “Only penetration into the
expressive and semantic subtext of intonation, on the one hand, and
understanding of the logical organization of sound structures, on the other, —
emphasizes H. Tsypin — create in their synthesis musical thinking in the true
sense of the term” (Tsypin, 1975, p. 23).

Highlighting this problem, it is important to note that the source of the
creative process is always the image, in which the central place belongs to
emotions.

Undoubtedly, emotion that reveals a person’s attitude to the events of
reality, their evaluation, determines that the primary image (allegedly, the image-
impulse) for any person of art always has a deep personal meaning. In art
pedagogy there are interesting thoughts on this subject. Such an image-impulse is
presented by scientists-artists as a “figurative idea coming from the world of social
phenomena”, this phenomenon is also interpreted in science as “an emotion-
image born of a deep human experience”. It should be noted that the image (in
the context of this topic —an artistic image in a choreographic composition or in a
musical work) can also be a specific image — a visual image of an event, object,
phenomenon, which arose during direct observation, experience or by
association”. We often come across a similar image, which is considered in the
work as “musical intonation-image”, which may consist of a technological detail,
melodic warm-up, harmonic inversion, timbre effect, which may be otherwise
heard by the director of the choreographic composition or musical-performing
team and presented in a new artistic and figurative context (Mohilei, 2000, p. 16).
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It should be noted that in L. Vygotsky’s psychological research “emotion”
is considered as the main component of the creative process. The function of
emotion, according to his interpretation, lies in selecting and organizing
different information. It is important to understand that emotion (as a
psychological phenomenon) has “... the ability to pick up impressions, thoughts
and images that are in tune with the mood we have at the moment. ... This
feeling selects individual elements of reality and combines them into a
connection that is determined from within by our mood, and not from the
outside, by the logic of these images themselves. This influence of the
emotional factor on the fantasy, which combines ..., is called the law of the
general emotional sign” (Boholiubska, 1986, p. 13).

It is quite natural that emotional perception of creative material,
experience of a synthetic image and its artistic transmission can cause various
emotional processes in the minds and psyches of students of art specialties.
When repeated, such processes, entrenched in emotional memory, contribute
to the emergence of emotional settings to the creative attitude to art and the
surrounding reality.

Working on an artistic image in a piece of art forms in future teachers-
artists an artistic, emotional attitude to the real world. In the process of working in
a choreographic or music class, students learn to operate with figurative-visual,
figurative-auditory representations, to create in the imagination new figurative
representations and combinations of elements of sound or movement, visual and
verbal material. Positive emotions arise not only from listening to and
understanding the purpose of specific interesting professional techniques, but
also from the feeling of freedom of performance technique and muscular load
that appear during work or performance, from the student’s awareness of the
emotional content of the material chosen for study.

But we should return to the emotional sphere of the student, where the
basis is rightly considered to be positive experiences arising from thoughtful
execution and awareness of the feasibility and beauty of educational material,
the ability to “live” the image and reproduce the author’s artistic idea by the
performing team. Therefore, the first acquaintance with one’s emotions,
arising in the process of theoretical and practical classes in the specialty, occurs
during acquaintance with musical content of the material, with presentation of
the choreographic palette of artistic movement and plasticity, work on
technical and performance techniques. This is the first training of expressing
emotion with the help of the performing apparatus, which is possible on the
basis of combining the content of creative material with the means of its
expression in the direct manifestation of the corresponding emotions.

Based on the experience of researchers on this issue, we can also
recommend active use of exercises that teach the “art of intonation” for the
development of intonation. It is appropriate to use the exercise “musical
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dialogue”, which will help develop future skills of musical abilities, will promote a
more conscious understanding of musical phrasing and its reflection in movement
or dance, will stimulate performance improvisation. This will ensure development
of musicality (of both students-musicians and future teachers of choreography),
enhance the ability to operate with figurative representations in close semantic
connection with the artistic idea of the work, the desire to improvise.

Outlining methodological approaches to the formation of emotional
culture of future art teachers, it may be interesting to use carefully selected
exercises, taking into account the specifics of the chosen specialty. These can
be exercises of a wide range of performance, taking into account the aspect of
improving not only technical performance skills, but also the direct focus of the
educational material (both musical and choreographic) on the development of
students’ emotional culture.

Going deeper into the methodological approaches to the formation of
emotional culture of future teachers-artists, it is important not to lose in
practice of working on educational material resistance to the emotionally
expressive basis of all elements of artistic language, which can significantly
expand various manifestations of emotional state. For example, pedagogical
observations in the chosen plan reveal that the sound of “minor” in a musical
composition (chosen to be performed by musicians or as an accompaniment in
the work of choreographers) causes a special emotional sensitivity and almost
always gives increased emotional reaction of students. A conscious attitude to
“major” and “minor”, assimilation of their emotional expressive qualities not
only enriches artistic perception and creative imagination, but also significantly
expands the possibilities of various expression of feelings and moods during the
performance of the work both in the performing team and the audience.

The next effective factor of emotional culture of the future teacher of art
profile is the language of music. Melody, musical form, dynamic palette of
shades, timbre, tempo variety — all these components of musical language
activate the work of all the senses of the student and can influence
development of the personality in general.

It is common knowledge that in the classes of the professional cycle we
use several works of different sounds. We’d like to note that the nature of
music is especially felt by students in contrasting works. Therefore, it is
advisable to transfer students from one emotional state to another, from a
holistic perception of the nature of the work or composition to understanding
peculiarities of its musical and artistic language, and then again to a holistic
perception, but at a higher professional level.

It is worth noting that in the process of working on the artistic image,
students improvise in the classroom, conveying the pass-through action of
various dynamics and its shades, articulation, strokes, phrasing and original
performance interpretation.
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It can be interesting and useful in terms of emotional culture development
to create such emotional learning situations that will make students-artists not
only feel the emotional content of the performance material, but also think,
above all, about its ideological meaning. In purposeful work on the piece, one
should start, first of all, from students’ direct emotional response, awareness of
the peculiarities of musical and artistic language, it is appropriate to go through
the mental process to a higher level of development — creativity.

It should be emphasized that gradual complication of variable “structures”
of emotional stimuli (and performance material should be considered as a kind of
system of emotional development that can provoke students’ emotional
reaction), should support such an important component as emotional interest
based on positive emotions of surprise, admiration, “tasting”.

It is quite natural that in the process of emotional empathy for the musical
and artistic image and awareness of the content of the choreographic work,
students get acquainted and master a range of expressive means, learn to
understand their relationship with the emotional content of music and movement.
It is a kind of programming of the formation of the student’s culture of emotions,
which improves his ability to understand the unique world of artistic images. Deep
penetration into the artistic image is a real school of experiences. By moderate,
purposeful actions on the emotional world of the future art teacher, we understand
aesthetic emotions, form new emotional relationships that will be transferred to
other, similar in meaning situations. Psychologists believe that such processes do
not go unnoticed. Aesthetic emotions, which arise under the influence of artistic
images of various works, go through a complex process of intellectual and moral
enrichment and grow to the level of a generalized worldview (Itelson, 1970, p. 198).

Speaking about methodological directions of the process of forming
teachers-artists’ emotional culture, we should stress the importance of
conversations with students about art, music, choreography, fine arts, people’s
characters, moral problems facing humanity, linking all these topics with artistic
images of art pieces, which concentrate and present the whole set of universal
values. It is important to get the student interested in the possibility of a new
interpretation and originality of the work presentation, the sound of new
intonation reliefs, which are reflected in the choreographic masterpieces. After
all, a sense of interest, surprise is of great importance in creative activities.
Undoubtedly, the language of music is the language of emotions, subtle mental
movements, which requires expressive emotional performance.

It is well known that the first acquaintance with a highly artistic work is
quite bright and strong. That is why great importance should be attached to the
emotional and extremely expressive illustration of the work, which will convey
its content in a dramatic sequence. Undoubtedly, only emotional performance
can evoke vivid impressions and emotions in students, become entrenched in
memory, and evoke creative imagination.
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It is worth noting that when working on an educational creative sample, a
high level of emotional enthusiasm does not appear at the first lessons. It occurs
later, when students understand the structural features of the work. It is believed
that the work on creating an artistic image is very complex and even unforeseen,
because in this type of activity, personal creative qualities of the student as a
leader of the creative process and as a performer are nurtured. It is important that
in this process of creating an artistically colored image, students’ experiences of
various emotional states of cogitation, sadness, joy and other emotional nuances
were involved. Only emotionally saturated work on the creative material and the
artistic image in it, a kind of filling of the performance material with emotions can
cultivate the emotional culture of the future art specialist.

The very moment of performing a work with a meaningfully experienced
and emotionally colored artistic image gains great importance in the process of
forming the emotional culture of future teachers of art profile. It is especially
important in the case of a concert performance, which is considered as a result
of work on the piece of art, as a kind of a stage of the future specialist’s
professional growth.

Conclusions and prospects for further research. An important component
of the future art teacher’s professional development is the level of his/her
emotional culture formation. It involves the search for and implementation of
interesting and effective ways of organizing the educational process, which will
ensure its effectiveness. Educational and cognitive activities of students majoring
in “Musical Art” and “Choreography” should be aimed at understanding the role
of emotional culture in their professional activities. Teachers should encourage
future art specialists to learn the basics of emotional culture, create a favorable
emotional atmosphere in the classroom, provide conditions for students’ active
work on the application of acquired knowledge, skills and abilities in educational
activities, develop individual models of interaction with students.
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PE3IOME

9Hckana EneHa, Kpamckas CBetnaHa. OcobeHHOCTN GOpPMUPOBAHUA IMOLMOHANBbHOM
KyNbTypbl Byaylwux neaaroroB TBOPYECKOro nNpoduas B YCNOBUAX YYPEKAEHWUA BbICLLIEro
cneuynanbHoro o6pasoBaHUA.

B cmambe o060cHO8bIBaEMCA MOHAMUE «3MOUUOHAMAbHAA Kysabmypa nedazoea,
onpeodensaemcs e20 Cymeo, PACKPbIBAEMCA 3HAYUMOCMb COOepPIAHUA y4ebHO20 Mmamepuana 8
KOHMeKcme hopMupo8aHUs OQHHO20 ¢heHoMeHa 0nA crieyuanbHocmeli «My3biKanbHoe
uckyccmeo» u «Xopeoepaghus». O6o3Ha4aromca npakmu4yeckue u Memoou4ecKue HanpaeneHuUs
80CNUMAHUSA Kysbmypbl smoyuli bydywe2o cneyuaaucma meop4yeckozo npoguss, esbiaenaemcs
NpaKmu4eckasa yeHHocmo obozauwjeHus e2o0 3MoyUOoHabHOU cghepbl 8 npoyecce pabomeol Hao
XyooxcecmeeHHbIM 06pa3om 8 0bpasyax yuebHo20 periepmyapa ro crneyuaabHoOCMu.

KnioueBble cnoBa: sMOUUOHAAbHAA Kyabmypa, XydoxecmeeHHblli obpas, nedazoe
meopyecKo20 nNpogusis, Xxopeo2pagus, My3blKaabHOe UCKYccmaeo.

AHOTAUIA

EHcbKa OneHa, KpamcbKa CitnaHa. OcobamBoCTi opMyBaHHA €MOLLIMHOI KynbTypK
ManbyTHIX negaroris MMUcTeLbKoro Npodinto B ymoBax 3ak/iady BULLOI cnewiabHOi OCBITH.

Emouyilina kynemypa nedazoza — ue bazame 3a 3micmom, opuziHasnbHe 8 nedazoeaiyi,
Haod3su4aliHO yikase (i HEMOBHO 8UBYEHE ABUWE, WO BUKAUKAE Cb0200HI enubokuli iHmepec
y CydacHomy npoueci nidcomosku ghaxisyie mucmeybKko20 npogisnto.

Haykosuyi esaxcarome, wWo nOEOHAHHA OYMOK, noyymmis, emoyili ma ideli
doniomaearome malibymHoomy syumesnesi cnpulimamu HABKOAUWHIl ceim y scbomy (ioeo
mamepiansHoMmy ma o0yxosHomy bazamcmei, 3Haxooumu 8 cobi Halikpawji wnsxemHi
noyymms, nepedasamu ix c80iM 8UX0BAHUAM, CIOHYKAMU ix 00 CGMOBOOCKOHANEHHS.

Mema cmammi nondeae 8 meopemuyHoOMy OBrpyHMYBAHHI  CYKymHOCMI
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nedazoziyHux nidxodie 00 ¢opmysaHHs emouiliHoi Kyabmypu malibymHbeo20 nedazoza
MucmeybKo20 npoginto y npoueci suujoi npogpeciliHoi oceimu (Ha mamepiani eusyeHHs
Xy0oXHb020 06pa3y y 3paskax HaAsYanAbHO20 pernepmyapy 3a gaxom «My3suyHe
mucmeuymeo» i «Xopeozpadis»).

Ycnix ¢haxosoeo Has4YaHHA 6a2amo 8 YoMy 3aseHUmeo 8i0 CMBOPEHUX HA 3AHAMMSAX
nedazo2iyHUX i mMeop4ux ymos 0778 MNOOAHHA CmMyOeHmam meopemuyHoi iHgopmauyii,
MemoOuYHO BipHOI NobydosU NPAKMUYHUX 3AHAMb, A MAKOM 8ipHO 0b6paHuUx npuliomis
eMouyiliHoi camopeaynauii suxoeaHuis, AKi sucmMynarmMe 8aM/IUBUMU KOMIOHEHMAMU ix
emMouyiliHoi Kynemypu.

Anie OOHI€ED 3 KAYOBUX YMO8 (POPMYBAHHA eMOUiliHOI Kynbmypu malibymHbo20
nedazo2a 3 mucmeuymea € npogecitiHo nidibpaHuli Has4aneHul mamepian. BipHull nid6ip
PIBHOMAHIMHO20 30 MAHPAMU mMa cmuaamu pernepmyapy, Uo2o nobydosa 3a pieHem
CKnadHocmi U nocnidosHicMes 8UBYEHHSA MEBHUX HABYA/bHUX 3PA3Ki8, poboma HA0 XyOOHCHIMU
06pasamu AK y My3UuYHUX meopax, makK i 8 xopeozpagiyHUXx MOCMAHOBKAX — yce ye 00NomMazae
niompumysamu iHmepec cmyoeHmie 0o meop4yocmi i, 6esymosHo, camozo mucmeymsa. o
moao », poboma HAO XxyOoxcHiM 06pa3om 06pPAHO20 BUCOKOXYOOHHbO20 3PA3KA MOME
BUKAUKAMU 00CUMb WUPOKUL crnekmp ix eMoyiliHux nepexcusaHs, CpPAMOBAHUX HO BUXOBAHHA
came emMoUuiliHoi Kynemypu. Y makomy pakypci HasyanbHUli meopyuli mamepian moxce cmamu
015 malibymHix gpaxisyie emoUiliHo-9CKpasum Oxcepesiom Mi3HaHHS 06paszy ¥ummes, Koaopumy
U 0yxoeHo20 3micmy icmopuyHoi enoxu. Moka3080t0 6 UuboMy raaHi byna, € i byde 3a830ou
meopyYicmb KAacuKie ma Kopugeis mucmeymesa.

Kynemypa emouili ¢axisys mucmeuybko2o npoginio nepedbayae mnowyK i
8NpoBaoM(eHHA yikasux | Oiesux wWaxie oOpaaHi3auii HAs4YaHHA, WO 3a6e3neyums
epekmueHicmbe OaHo2o npouecy. Has4yanbHO-Mi3HABAALHA  OifAAbHICMbL cmyodeHmis
cneyianoeHocmeli «My3uuyHe mucmeuymeo» i «Xopeoepagia» mMae 6ymu crpamMosaHa Ha
yceiooMaeHHA posi emMoyiliHoi Kynbmypu 6 ix npogpeciliHili disnbHocmi. Buknadayi marome
cmumynrweamu MalbymHix ¢axisuyie 3 mucmeuymea 00 BUBYEHHA OCHO8 eMOoUiliHOT
Kynbmypu, cmeoproeamu  cnpuamausy  emoyiliHy —ammocgepy Ha  3aHAMMAX,
3ab6e3neyysamu ymMosU aKmMueHoi pobomu cmyodeHmie w000 3aCMOCYy8AHHA HAbymux
3HAHb, YMiHb | HOBUYOK Yy HAB4YAbHO-MI3HABAAbLHIl OifnbHOCMI, po3pobasmu iHOUBIOYabHiI
mooesi 830eEMOO0ii 3 BUXOBAHUAMU.

Karouoei cnoea: emouyiliHa Kynemypa, xy0oxcHili obpas, nedazoe mMucmeubKo2o
npoaginto, xopeozpaghida, My3uyHe mucmeymao.
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