Jlocsiratu MeTH paguB He Ha Mojdi 00K, a 3aCTOCOBYIOUM CTpaTeriio
HenpsiMux 1id. ['eHepanbHa OutBa OGaumnacs Hemupuday kpaitaim 3axomom. SkOu
IO 10 BENMKHUX OaTaiid, BiH paJuB PETEIbHO TOTYBAaTH IUIaH 1 BUOIp Micus
MaiOyTHBOI OMTBH. JMCMO3uUIIiI0 CIliJ 0OUpaTH 3aJeKHO BiJl BIACHUX 1 BOPOXKHUX
cwi. BignaBmmm mepeBary KiHHOTi, HOTPIOHO IIyKaTH BEJUKE BIAKPUTE TOJE, a
AKIIIO TOJIKOBO/II pOOUIIM CTaBKy Ha MIXOTY i 60poThOy MPOTH BOPOKOT KaBanepii
— roauBcs 0 OOMEXEHUN MPOCTIP, TOMEPEKEHUI TicamMu 1 poBamu. HalGiabI11010
nmoMuJikoro HemMupuu yBakaB BHUCTaBJICHHS BCIX CWJI B OfHIA OuTBi. IIpoTsirom
KaMmmaHli paJMB HE KOIMIIOBAaTU CYNPOTMBHHMKA, HATOMICTh BOIOBaTH 3a
«EBPOMENUCHKUM MPUHIMIIOM»: BUTpayaTy OijbllIe rpolleld 1 MeHIe Joaeu. [3, c.
31]

BenuuesHy KUIbKICTb BOPOXOTO BiiiCbka BIH HE BBaXXaB OJHO3HAYHOIO
MepeBaroro, OCKiJIbKM BOHA HE Oyia SKiCHOI. MOCKOBUTH MOCTYHAINCS 32 PiBHEM
MIJATOTOBKK W Jajll JOTPUMYBIKMCS TPUMITHBHOI TaKTHKH, CIIOJIBAIOYHCh Ha
BJIACHY KIJIBKICHY TlepeBary. ¥ pas3i BETUKHUX yTPaT BOSKH TiKaJIH, KUAAIOYH 30pOI0.

Crnuparourch Ha BiMiCbKOBY Teopito B Tpakrtari FOpis Hemupuua Ta iioro
0COOMCTUH JOCBIZ, MOXHa 3pOOUTH BUCHOBOK, IO BIH BHUKIAJAE MPAKTUYHI
Mopajayd 3 MIATOTOBKU Ta BEJACHHS BIMHM, BKa3yr4HM CJIA0Ki 1 CHUJIBHI CTOPOHU
KOHKpeTHoro Bopora. CyyacHa YkpaiHa moBHa 3po3yMiTH, 1o «CyTb e yrof, siki
ICHYIOTb Yy MOCXIB 3 UYXXHHCBKMMH HapoJaMH, IMOJsSiTa€ B TOMY, IOO ix
nopyurysarm». [3, c. 111]

Cnucok suxopucmanux oxceper
l. Opiii Hemupuu. Po3gymu mnpo BiliHy 3 MockoButamu — Georgii
Niemirycz. De Bello Moscovitico / niep. 3 nat. moBu B. JIutBunosa, K.: 2014. 60 c.
2. €prex ['yuano 1996. «MenranbHicTh opam». K.: 44 c.
3. Hesnonanna Ykpaina : XpoHika HUIllEHHS yKpaiHcbkoi LlepkBu, MoBH,
KyJaeTypH, Hapoay I'anHa Ky3zemceka. K.: ®@enike, 2014. 132 c.

CONCEPTUAL BASIS OF THE RESEARCH OF ART PROJECTS:
HISTORY, THEORY, PRACTICE
JI. 1. T'openko, KaHIU1aT MUCTEIITBO3HABCTBA, TOKTOp (piocodii (Ph.D),
CTapUINil HAyKOBUH CIIBPOOITHUK, JOLEHT Kadeapu My3ndHO-CIICHIYHOTO
MUCTEITBA
KuiBchkuit cTonmunuii yHiBepcuteT iMmeHi bopuca ['pinyenka

Art projects as structural components of creative activity require the
development of the conceptual foundations of their formation, creation and
professional execution. These components are objectively related to the specifics of
the artistic activity of a creative personality. In the concepts of Ukrainian
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researchers, it is noted that the uniqueness of each form of artistic activity is that it
reveals its aesthetic function and meaningful essence only under the conditions of
interaction between the artist-artist and the audience-listener-spectator, who
perceive his creations during communication and contemplation. Artistic
communication can appear as communication between an artist (artist) and a large
number of people [3, 110-119]. Communicativeness of art today has become a
kind of system-forming structure around which all global problems of artistic
creativity and socio-psychological characteristics of the environment are combined.
That is why psychology is now acutely solving not only the problems of the artist's
personality, but also the general problem of socially significant qualities of artistic
activity, a special problem of artistic abilities important in the social context.

The peculiarity of artistic communication, which gives rise to and determines
the need for the creation of new systems of social evaluations of activity, poses a
research task of general psychological significance to the psychology of art. This
research task consists, first of all, in a deep analysis of the nature of the «artistic
effecty from a socio-psychological point of view. Thus, scientists define the
educational and pedagogical process as the interaction of three self-development
systems: the world, humanistic values, the personality of the student and the
personality of the teacher. Thus, stage art from the depths of the ages to the present
time, addressed «from heart to heart», carries the «baton of unity», performing a
communicative function through the categories of «Time» and «Space». At the
same time, the teacher is obliged to accept this unifying sphere and pass it on to his
student. Penetration into the figurative stage universe involves a special type of
communication, in the process of which the mechanism of «feedback» includes the
mechanism of stage performance imitation [1, 62—64; 2, 190-220].

Art pedagogy, like the entire artistic world, is a continuous formation, mutual
penetration, mutual enrichment. Art education as a complex organized system
unites the infinity of continuous development of the artistic universe, the formation
and development of the student's personality in the educational and pedagogical
process, and, in particular, the self-development and self-improvement of the
personality of the artist (performer), who carries out the relationship between all
components of the system. Consonance and harmony in a kind of trio — art, teacher,
student — is achieved through «co-experience and co-creation». Thus, the concept
of synthetic-dialogic communication, which provides constant «feedback», is
embodied in the educational and pedagogical process. Synthetic-dialogic
communication between the object (the carrier of the value of the artistic project)
and the collective subject of cognition, value understanding (the teacher and the
student), which is carried out in the pedagogical process, makes it possible to
abandon the traditional dichotomy: teacher-student, uniting them on the
psychological level of mastering the artistic space and time through shared empathy
and on the worldview level — in co-creation [5, 178—182].
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Studying the issue of the existence of art as a form of human communication
and a way of spiritual interaction of a community of people allows us to single out
the main creative core in the process of artistic communication, namely: the
aesthetic dialogue of all involved participants in the art project, performers, and the
listener, mediated by the «eternal inalienable subject of art», the basis of which are
the «logos of being», which «manifest in contemplation, intelligent vision,
intuitively intellectual understanding of life» [2, 203—-205]. It is in the process of
such «contemplative comprehension» that the artist's creative perception of images
takes place, which are born and formed in the dialectic of life of new images, new
trends in its development by moving towards harmony, beauty and perfection. As a
result of studying the literature related to the wunderstanding of artistic
communication, in particular, the features of executive activity, it is possible to
conclude that one of the specific properties inherent in this phenomenon is
dialogicity. It is necessary to emphasize that the dialogic nature of stage art is
related to its essential nature, revealed by the «subject-subject» relationship of the
work and the listener, performer (actor, artist), which is a «dialogue of
consciousnesses» [2, 207-215]. Any stage performance (communication, creation)
is a special type of communicative activity of the performer, with the help of which
the latter's creative cooperation with the members of the artistic team takes place.
Such communication is possible only on the basis of a whole complex of creative
factors: «generalizing volitional influence», «changing roles» of performer and
listener; creative interaction, awareness of the priority of artistic goals over the
consequences arising from them

Future actors, masters of stage art should be informed about the important
stages of the creative process: conditioning of the structure of a stage work (or art
project) by two functions at the same time — semantic and communicative; about
communicative techniques embodied in a stage work; about the importance of
understanding the primary and secondary meanings of these techniques [4, 34-38].
They should also know that the focus of music on the system of artistic
communication, its central element — artistic perception — is precisely what is
summarized by the concept of communicative function.

Communicative function is closely related to semantic function. At the same
time, the most specific component of the communicative function has its own
coding and programming resources. Carriers of this function are communicative
techniques, the difference of which from semantic ones is determined by the direct
relationship of the first components with the system, processes and situations of
communication, with the laws of perception and only mediated connection with the
real world, the world of ideas, values, relationships, feelings, etc. Thus, the problem
of creating art projects requires further research, since in the field of humanitarian
science, in particular, modern pedagogy, cultural studies, art history and theater
studies have not been comprehensively considered. Therefore, the declared topic
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requires the involvement of a multifaceted interdisciplinary scientific apparatus and
a developed categorical system, among which the basic concepts of «culture» —
«artistic culture» — «artistic project» — «pedagogical culture» — «communicative
culture» are. First of all, the concept of «communicative culture» is the most
important category of modern pedagogy in the professional education system. In
essence, communicative culture is a complex system-organized quality of the
specialist’s inner world. Communicative culture is an important component of the
holistic professional competence of a specialist, which contains at its core the
totality of his knowledge, skills and personal qualities necessary for solving
professionally oriented communicative tasks at the interdisciplinary and creative
levels [8, 234-245].

At the same time, it should be emphasized that professional communication
is the core of the communicative culture of the future specialist, it always involves
commonality, similarity, a mutual desire to understand and accept the stage image,
to react rationally to the events taking place in the field of professional activity, as
well as to empathize with them emotionally. From the psychological point of view,
the studied phenomenon acts as a fusion of emotional-volitional, intellectual,
communicative and other spheres of personality and activity of a specialist, which
allow him to successfully interact with the subjects of the cultural and educational
process, with various phenomena of professional and socio-cultural reality.

We should also note that the formation of the culture of the individual
(specialist) is one of the fundamental pedagogical problems, which receives special
attention in the context of personally oriented pedagogy [6, 13—15; 7, 156]. In the
field of art education, cultural trends are specified in the appeal to the phenomenon
of stage culture as an integrative personal artistic phenomenon that combines the
diversity of the properties of a culturally educated person. At the same time, this
phenomenon can be considered as the stage culture of a professional performer
(actor), formed in the process of professional training. Therefore, it is the artistic
pedagogy of the XXI century. requires the fulfillment of weighty tasks: to bring art
education to the level of cultural creation and life creation, the maximum
realization of the intellectual, aesthetic, creative potential of a person and his
versatile humanistic education. Consequently, the phenomenon of stage culture
acquires a new, multifaceted and multifaceted, more global and universal meaning.
Further research in this direction requires the study and deepening of aspects of the
specificity of national schools in the interpretation of the East-West cultural model,
the study of the traditions of national art schools in the field of performance, stage
skills, artistic pedagogy and psychology, semantics and semiology, as well as the
convergence of cultural interactions.
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KYJbTYPOJIOI'TYHI IMIIEPATUBHA
MUCTELLKOI OCBITU YKPATHU XXI CTOJIITTS:
CTPATEI'TA I TAKTUKA

JI. 1. Topenko, KaHauaaT MUCTEIITBO3HABCTBA, TOKTOp (pitocodii (Ph.D),
CTapIlvi HAyKOBUM CIIBPOOITHUK, JOLEHT Kaeapyu My3UdHO-CIIEHIYHOTO
MUCTEITBA
KuiBchkuil ctonmunmii yHiBepcuteT iMeHi bopuca ['pinuenka

Kniouogi cnosa: KynbTypONOTiUHI IMIEpPaTUBU, MUCTEI[bKA OCBITA.

KynbTyposioriydi iMmnepaTuBu HaOyBarOTh OCOOJIMBOTO 3HAYEHHSI B CUCTEMI
MHUCTEUBKOI OCBITU YKpaiHU 1 HAaBYaJIbHO-OCBITHHOI'O MPOLIECY BUIIMX 3aKJIAIIB
VYkpainu. Cepel; BAXXIIMBUX CKJIAJ0BHX I[bOTO ACMEKTY € KYJIbTYPOJOTIYHUIN 3MICT,
a TakoX B3aEMOJIS Ta B3Aa€EMO3B’S3KM MApPKETHHIY, PEKJIAMHOI IHIYCTpii Ta
TeJIeKOMYHIKalliii, Tere0aueHHs i paJiOMOBJICHHS SIK CKJIQTHUKIB 1HPOPMAIIIHHOTO
IPOCTOPY BUIIIB. SIK BIIOMO, Y CHUCTEMI1 HaBYAJIbHHUX 3aKJIJiB YKpaiHU MOYATKY
XXI cr. TpamumiiHUMHU € (QYHKIIOHYBaHHS TeNeCTyIid 1 paioNeHTpIB, sKi
aKTUBHO JIOMOBHIOIOTH 1 3a0e3MeuyloTh HaBYAJIbHO-OCBITHIM Mpolec Ta
1H(OpMAaIIHO BUCBITIIOIOTH BaXKJIMBI MO11 HaBYajIbHOrO 3akiany. Came Tomy, y
JMaHii myOsiKaiii po3rIsIaeThCcsl MpodsemMa Micll pekiaamMu 1 TeneOadyeHHS B
cucteMi BH3 Vkpainu 3aznauenoro mnepiogy. OKpecirolOTbCsl OCHOBHI acCHeKTH
XapaKTePUCTHKU HABYAIbHO-OCBITHHOTO 1 BUXOBHOTO MPOIIECY, SIKI MpUTaMaHHI B
MeXax 1HHOBAI[IITHOT ayaio- 1 TeNeBi31iMHOT KynbTypu. Takok 03HAYEHO 1CTOPUYHI
B3a€MO3B’SI3KM MHUCTENTBA 1 peKIaMu YHOpoaoBk XX — mouatky XXI cT.
[Tigkpecieno 3HaYeHHs] CEMIOTUYHOTO MIAXOIY HIOJ0 TIIyMadeHHs poJii Ta BIUIUBY
pekigamMu Ha TpaHchopmalii Modal CEMIOTUYHOTO MPOCTOPY CYYaCHOI KyJIbTypu
3arajoMm, y TOMy 4HCIIi, i OCBITHBOTO MUCTEIIbKOTO mpocTopy [1, 139-145].

J1o KyJabTYpOJOTIYHHUX 1 MKAUCITUIIIIHAPHUX HAYKOBUX MOJIYJIIB HAJICKUTh
BUBYCHHS  (JIOCHIPKEHHS) TEXHIYHMX 3ac00iB MY3UYHOI'O MHUCTELTBA B
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