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WAYS OF THE PIANISTS-PERFORMERS TRAINING IMPROVEMENT IN ART
INSTITUTIONS OF HIGHER EDUCATION OF CHINA

Based on the analysis of the existing problems, the article highlights the ways of
improving the pianists-performers training in art institutions of higher education in China.
The main recommendations that will help improve the quality of pianists-performers training
in art institutions of higher education, include: increasing the level of music-theoretical
knowledge, historical thinking and auditory experience of European music perception by
students; improving the mechanism of performance mastering of the sound space by
musicians; forming students’ ideas about musical drama; guiding students’ independent
work through special tasks aimed at expanding the artistic worldview, the general thesaurus;
developing and creating a specialized resource on the Internet to promote advanced methods
of training pianists.

Key words: pianists-performers, training of pianists-performers, art institutions of
higher education, China.

Introduction. At the present stage of society development, higher music
education occupies an increasingly important place in the field of cultural
achievements of developed countries. It is an indisputable fact that the art of
music opens wide opportunities for interaction between countries and peoples
in the field of culture, which is confirmed by the popularity, demand and
prestige of international music competitions. Thus, training of pianists-
performers at a level that meets modern requirements, allows to solve
important socio-cultural problems.

Analysis of relevant research. Theoretical and practical foundations of
pianists-performers training in art institutions of higher education in China
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have become the object of research of such Chinese scientists as Gu Yu Mei,
Ma Ge Shun, Xu Ding Zhong, Zhang Jian Guo, Zhau Song Zhu, Zhou Zheng Song,
Shen Xiang, Yu Teng Gang, Yang Hong Nyan and others (problems of
professional training of future pianists from China in the system of music
education of Ukraine); Hou Yue, Ying Shizhen, Dan Zhaoi, Li Feilan, Li Inhai,
Chen Zhengwei, Shuguang (methodological foundations of pianists training);
Bian Meng, Xu Keli, Zheng Chen-Li, Tong Daojin, Sun Mingzhu, Xu Bo, Zhou
Guangren, Zhao Shaosheng, Hou Yue, Huang Zhulin and others (theoretical
foundations of piano training).

The aim of the article is to highlight the ways of the pianists-performers
training improvement in art institutions of higher education of China.

Research methods. The study used such theoretical methods as analysis,
synthesis, generalization, comparison that made it possible to define the ways
of the pianists-performers training improvement in art institutions of higher
education of China.

Research results. In order to identify the leading areas for improving the
pianists-performers training in art institutions of higher education of China, we
consider it necessary to address the problems that exist in the systems of
professional training of this country.

First of all, it should be noted that today in China there are traced the
processes of transformation, reforming and modernization of piano education.
However, we agree with the Chinese researcher Li Yue, who emphasizes that
speaking about the current state of the pianist training system in China, we
must take into account the fact that the “modern period” of Chinese music
education, including piano, is a historical period, which includes not only the
20" century, but also earlier period, because “since early 19" century, China
has been open to foreign musical culture” (Li Yue, 2017, p. 224). This state of
affairs was the reason for the so-called first wave of radical changes in the
humanitarian worldview of the Chinese intelligentsia.

The second wave of changes is considered to be the period when the
cultural revolution of 1966—-1976 ended in China. It was the beginning of a new
historical epoch, the main characteristic of which were social reforms. In addition,
as noted by S. Prosekov, “the result of deepening globalization and political
openness was strengthening of the trend of Westernization and liberalization of
all spheres of public life” (Prosekov, 2011, p. 30). Thus, the beginning of active
integration of Chinese models of thinking and activity into the international socio-
cultural space is confirmed. As a result, all structural and functional
transformations, together with the declared openness of the country, both in
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economic and cultural-communicative aspects, influenced formation of a new
image of Chinese education institutions, including music ones.

Thus, we can state with confidence that both waves of reforms, as well
as the country’s entry into the international level of socio-cultural cooperation
guaranteed the intensive development of piano pedagogy, formation of a
national professional piano school and creation of an effective system for
training talented musicians. At the same time, it should be noted that despite
all efforts, there is still the problem of organizing effective mass piano training.

Let’s look at the main problems of training Chinese pianists-performers
in the second half of the 20" — early 21° centuries.

One of the urgent problems of training pianists we have identified the
methodology of teaching. We’d like to note that Chinese piano education
actually began its existence in the 1930s. And it was at this time, after the
opening of the first music institution of higher education — the Shanghai
Conservatory of Music — that foreign and Chinese pianists, who returned home
after studying abroad, began to train professional pianists-performers, and
thus the problems with teaching methodology arose.

Chinese scholar Huang Dugan emphasized that in the 1930s and 1940s,
foreign teachers trained the first generation of Chinese pianists. He is
convinced that despite the fact that the teachers themselves were excellent
performers, but they were not teachers, and therefore the education they
provided, the methods they used, for the most part cannot be called modern
(Huang Dugan, 2007, p. 123).

For example, the famous Italian pianist and conductor Mario Pachi, the
founder and leader of the Shanghai Symphony Orchestra, was engaged, in
addition to performing activities, also in piano pedagogy. During his teaching
career, he trained a large number of Chinese pianists. However, as a teacher,
Mario Pachi was not humane. For example, one of his students, Fu Tsung, later
recalled: “This teacher demanded that while playing an instrument on the back of
the hand should lay a coin, if the coin fell, he immediately hit his hand” (Bian
Meng, 1996, p. 10).

So, we can state that Mario Pachi’s piano lessons were extremely
rigorous. Note that the teacher placed special emphasis on training the
independence of fingers and accuracy of the fingertips. Later, his students
became teachers themselves and, accordingly, continued to use the methods
of their teacher, because they did not know another. Therefore, such teaching
methodology had a negative impact on Chinese piano pedagogy.

As a result, the problems of the 1950s, according to Huang Dugan, were:
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o fairly “petrified” state of the methodology of piano performance;

e significant number of old methods;

e difference in the approach to the formation of sound, technique,
interpretation (Huang Dugan, 2007, p. 157).

Zhao Feng criticized Chinese piano pedagogy, emphasizing the limitations of
technical training and approach to the musical art, as well as the limitations of
educational material, namely: the work of Carl Czerny, Johann Sebastian Bach,
Ludwig van Beethoven, Frederic Chopin and Franz Liszt (Zhao Feng, 1958, p. 8).

Thus, it should be noted that in the middle of the 20" century, outdated
approaches were leading in the teaching to play the piano in China’s higher
music education system. For example, the Chinese, using their fingers, hit the
instrument, but do not know how to perform the cantinel on the instrument.
Therefore, playing with the use of hand weight, attention to texture,
development of timbre hearing, knowledge of musical forms, composition,
techniques, etc. was new to China in that period.

The 1970s were marked by the Cultural Revolution in China, which led to
the decline of music education. In all music schools throughout the country, the
order of enrollment, the teaching system, the approach to teaching materials,
teaching methods, reporting forms, etc. were violated.

And since the 80s of the last century, the situation has changed, that is,
the end of the Cultural Revolution was the impetus for the revival and
development of music education in China, which contributed to the gradual
development of Chinese piano pedagogy.

We can state that despite active rise of piano education, the problems
persist today. For example, the above-mentioned Huang Dugan emphasized
the lack of attention to sound quality and disclosure of the content of the
music being performed. The scientist noted that Chinese teachers,
unfortunately, focused only on the practice of virtuoso technique (Huang
Dugan, 2007, p. 50).

The scientist emphasizes that the technical side of the performance often
acquires a self-sufficient role, does not obey the content of music. He is
convinced that due to the lack of understanding by Chinese piano teachers of
the Western historical background and musical culture, teaching is not
comprehensive and theoretical training is insufficient. As a result, performers-
musicians do not form the quality necessary for performance - artistic
perception. That is, attention is focused on the technical aspects, while
forgetting that technology should serve as a means of transmitting musical
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content. Consequently, the loss of purpose means the loss of the main
direction of learning (Huang Dugan, 2007, p. 50).

Huang Dugan believes that this approach does not allow to solve one of
the main tasks of forming a musician — to reveal his personality. Thus, the
knowledge that students received during their studies was mostly limited to
the level of professionalism and teachers’ awareness, teachers did not teach
students to think independently, as a result of which future pianists were
unable to analyze independently and depended entirely on teachers’ opinions.
In the learning process, the greatest importance is attached to the direct
transfer of knowledge and copying, while ignoring the development of
students’ need to turn to related arts, such as fine arts, literature, poetry,
theater, drama, music, choreography, etc. The result of such training is an
unformed idea of the unity of the world of art culture, in which piano art is one
of the elements. After all, the knowledge given only by teachers is limited.
Thus, the weaknesses of Chinese students training in the field of musical
expression are directly related to the lack of knowledge and low level of
musical education (Huang Dagan, 2007, p. 25).

In the process of training pianists in the art institutions of higher
education of China, there is a disregard for the need and obligation to study the
fundamental concepts and basic theoretical knowledge of piano performance.
Researchers note that students often study “blindly”. And some fundamental
concepts do not differ in accuracy, including methods of play, touch and sound
standards. A significant number of students do not have an accurate idea of the
intensity and speed of playing the piano. They are convinced that those who
move their fingers faster and play louder have a high level. Students also
neglect sound quality (Huang Dagan, 2007, p. 126).

Another weakness of Chinese piano pedagogy is learning rhythm. In
addition, issues such as reading notes, fingering, and performing methods are
left out of consideration (Huang Dagan, 2007).

One more problem of training pianists-performers in China is the
emphasis on the performance technique and ignoring development of musical
performance skills, because Chinese teachers lack effective measures and
special teaching methods in the development of performance skills (ibid.).

As noted above, today the level of piano performance in a large part of
conservatory students is insufficient. The situation is complicated by the
approach to the repertoire: the desire to perform large and technically complex
works as early as possible prevails. Overcoming technical complexity becomes a
measure of student performance (Huang Dagan, 2007, p. 147).
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Some Chinese teachers only try to master finger technique in order to
perform large and complex pieces, and at the same time underestimate the
melodic expressiveness. As a result, it is possible to observe insufficient
musicality in students. It is interesting to note that, for example,
F. Mendelssohn’s “Songs Without Words” and E. Grieg’s “Lyrical Plays” are
considered simple, not worth studying. And later we can see in students the
shortcomings of musical performance culture, namely the inability to express
the intonational expressiveness of music, the inability to use a pedal, etc.
(Huang Dagan, 2007, p. 149).

As a result of the analysis of the scientific literature and the study of the
practice of training pianists-performers in art institutions of higher education of
China, we have come to the conclusion that there is another negative trend:
students cannot get high marks if they do not perform large and complex
pieces. That is, in the process of choosing educational material, both teachers
and students strive, first of all, to force technical difficulties, to perform large-
scale virtuoso works. At the same time, they neglect simple little melodies that
train the technique. Consequently, in this state of affairs there is a violation of
the principle of consistent and systematic learning.

Thus, we can say with confidence that the process of choosing a
repertoire lacks systematicity and complexity. Chinese scientist Liu Ying noted
that due to the lack of management mechanisms in some conservatories, as
well as non-progressive approaches, lack of funds and resources in art
institutions of higher education in the studied country, there is no timely
updated and regulatory system of repertoire. This situation leads to the fact
that part of the repertoire is unable to reflect the advanced level of teaching, to
present the results of recent research, to meet the training requirements of
specialists at different levels, as well as to implement the principle of
systematic and comprehensive repertoire. For example, students majoring in
piano at all levels (bachelor’s, master’s, PhD) use the same textbooks, study
superficially deep literature. At the same time, there is an acute shortage of
structured and systematic teaching materials (Liu Ying, 2017, p. 37-38).

In our opinion, it is obvious that construction of the repertoire system
lags behind the processes of reforming education, including piano. It seems to
us that the demand of the Ministry of Education of the People’s Republic of
China to strengthen the sphere and deepen the reform of practical teaching
methods is significant. However, due to the low frequency of updating the
repertoire, it becomes impossible to meet the requirements of practical
training. At the same time, we’d like to note that the quality of materials
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offered by the conservatories themselves is low, and therefore, they cannot
meet the standards of the curriculum. Thus, we state that all this does not
contribute to the improvement of students’ learning skills, as well as
development of full-fledged skills. In addition, we consider it necessary to point
out the lack of thorough piano works in the Chinese style (ibid.).

Liu Ying emphasizes the availability of both high and low quality repertoire.
Thus, in China there is a practice when individual teachers specially create low-
level textbooks for the purpose of receiving an academic title, project
implementation, etc. For example, some teachers publish textbooks, changing
only their own course of lectures or notes. However, such textbooks do not
comply with the principle of consistency and regularity, they do not contain
explanations and descriptions of the main points, difficulties and key moments. In
addition, such manuals do not meet the requirements for the construction of the
repertoire, and do not differ in scientific and professional feasibility. It is also
worth noting that teachers of individual music institutions of higher education in
the process of choosing the repertoire are not guided by educational needs, but
pursue their own interests, thus choosing some non-authoritative textbooks,
which significantly affects the effectiveness of learning (Liu Ying, 2017).

There is another problem in teaching piano performance related to the
choice of repertoire, namely its extremely simple form. According to Liu Ying,
the teaching materials used in Chinese music universities today are mostly
paper textbooks. However, due to the development of modernized educational
technologies, the widespread use of multimedia tools has not yet begun. For
example, there is the lack of teaching methods that combine text, audio files,
photos, animation, video, the Internet, and so on. In addition, according to Liu
Ying, the negative point in the process of piano teaching is that teachers do not
make full use of quality foreign works of the repertoire. There is a number of
reasons for neglecting the foreign repertoire:

e financial problems;

e copyright issues;

e ideological beliefs.

Thus, we agree with the Chinese scientist Liu Ying, that under such
conditions it is impossible to raise the professional level and expand the
worldview of students, as it is impossible to actively stimulate the deepening of
the education reform (Liu Ying, 2017).

In addition, the scientist emphasizes the outdated methods of building and
regulating the repertoire system. Chinese conservatories lack repertoire
databases and management programs, as well as low textbook search efficiency
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and rather outdated work controls. This situation, according to Liu Ying, does not
improve the efficiency of the repertoire management (Liu Ying, 2017).

The logic of the study also requires attention to the problems of
curriculum development and teaching disciplines. As practice shows, most art
institutions of higher education do not have a clear curriculum in the discipline
of piano performance. Also, the content of classroom training is not quite clear.
Today, such disciplines as history of musical instruments and teaching methods
are still not mandatory.

Chinese researcher Zhang Bailey identified the main problems in the
development of educational programs:

- vague content of the curriculum;

- insufficient detail and depth of content;

- monotonous nature of the training course;

- disproportionate structure of knowledge;

- too narrow content of the curriculum;

- vagueness of the system and intermediate learning goals (Zhang Bailey,
2006, p. 145).

The researcher notes the lack of specific attitudes regarding the goals,
objectives, content, scope, depth, pace, teaching methods, exams and other
aspects of the educational discipline. He is convinced that such a curriculum
cannot be the basis for a teacher to compile textbooks and organize the
educational process, at the same time it is difficult to imagine it as the main
criterion for checking the quality of classroom teaching and assessing the
quality of students and teachers (ibid.).

Note that today there is a world practice of training pianists to introduce
auxiliary professional disciplines, for example, piano keyboard training, sight
reading, transposition, improvisation, piano performance techniques and piano
literature lessons. In China, such subjects are not provided in the curriculum,
which, according to Huang Dugan, also has an impact on the knowledge,
education and training of pianists in general (Huang Dugan, 2007, p. 128).

The analysis of the specialized scientific literature on the issue under
investigation made it possible to identify another problem — the approach to
learning. As we can note, Chinese piano training has long been influenced by
traditional approaches. First of all, it is the authoritarian traditional attitude of
the teacher to the student, which implies complete submission to the teacher.
This approach is the result of the direct influence of Chinese traditional culture
and psychology on modern education. For example, some piano teachers
conduct one-way classes for students, instead of involving them in a joint two-
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way study of musical works. Other teachers build the program of the course
according to their own preferences in music without taking into account
individual characteristics of students. They do not try to adapt the materials
and program for students. Zhou Weimin is convinced that the traditional
concept of unconditional subordination and authority of the teacher leads to
the fact that teachers give the leading importance only to the process of
“teaching”, thus ignoring the process of “learning”. This approach to education
has created extremely unfavorable conditions for specialists training, as a result
of which it is difficult to prepare pianists-performers who have creativity and
individuality (Zhou Weimin, 2012, p. 159).

The scientist adds that in the learning process, some teachers attach
great importance to minor problems, up to the point that the atmosphere in
the classroom becomes tense (ibid., P. 160). Another scholar, Huang Dugan,
points out that sometimes too many important aspects are explained in one
lesson, and students cannot cope with everything at once. Some teachers,
noticing students’ mistakes, expect that the Ilatter will correct them
immediately. In addition, teachers rarely praise and encourage students and
force the learning process, as a result, the relationship between a teacher and
students is not established. Thus, a vicious circle of problems is formed (Huang
Dugan, 2007, p. 134-137).

We believe that the problem of the teaching model is also important.
China’s traditional closed teaching model, where the teacher and students are
face to face, is too monotonous, resulting in students being psychologically
unprepared for public performance on the stage.

Thus, on the basis of all the above mentioned, we can formulate the
problems that have emerged in China in the system of training specialists in the
field of piano performance:

1) developing curricula in the direction of training “Piano Performance”;

2) different standards in different parts of the country;

3) constructing academic disciplines;

4) using appropriate teaching methods;

5) choosing educational materials;

6) adherence to ethics of relations “teacher — student”.

Conclusions and prospects for further research. As a result of the
analysis of scientific works of Chinese scientists and study of practice of activity
of art institutions of higher education of China we offer the following directions
of improvement of pianists-performers training in art institutions of higher
education of China:
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e formation of a modern repertoire system;

e development of new mechanisms for education management;

e application of modern pedagogical approaches to learning;

e use of specialized, structured and interdependent educational literature in
accordance with the level of professional training of students;

e inclusion of foreign compositions to expand students’ creative worldview;

e further development of databases of musical compositions;

e development of a curriculum, which will include not only purely piano
performance, but also other disciplines, including transposition,
improvisation, sight reading, etc.;

e raising the level of music-theoretical knowledge, historical thinking and
auditory experience of students’ perception of the European music;

e improvement of the mechanism of assimilation of sound space by pianists-
performers;

e formation of students’ ideas about musical drama;

e supervision of students’ independent work, using special tasks that will be
aimed at expanding the artistic worldview, the general thesaurus;

e development and creation of a specialized resource on the Internet to
promote advanced methods of training pianists.
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PE3IOME

Yucrakosa UpuHa, BaH botoaHb. [yTK coBepLleHCTBOBAaHUA NOATOTOBKM NMMAHUCTOB-
NCMONHUTENEN B XYA0MKECTBEHHbIX YUPEKAEHMAX BbiCLIEro obpasoBaHua Kutas.

Ha ocHose aHanusza cywecmsyrowux npobsem 8 cmamee oc8eweHsl nymu
cosepuwieHcMBeo8aHuUsA Mo0020MOBKU MUAHUCMOB-UcnonHUMenel 8 XyO0XeCcmeeHHbIX 8y3aX
Kumas. OcHosHble pekomeHOQuUU, Komopble Nnomo2ym yay4ums Ka4yecmeo noo020moeKuU
nuaHucmos-ucronHumesnel 8 XyOOXECMBEHHbIX 8Y3aX, BK/AOYAOM: 08bILIEHUE YPOBHSA
meopemuKo-My3bIKanbHbIX 3HAHULU, UCMOPUYECKO20 MbIWAEHUA U C1yXo8o20 ornbimad
socnpuamus esponelickoli My3bIKu cmyo0eHmamu,; coeepuweHcCmaeo8aHUe MeXaHU3Ma OC80EHUSA
UCrnonHUMenamMuU 38yKO8020 MPOCMPAHCMBA My3bIKAHMAMU, (POopMUpPOBaHUE Yy CMyOeHmMo8
npedcmasneHull 0 My3biKanbHOU Opame; pPyKosoOCcmeo camocmosamersnsHol pabomol
cmyoeHmMo8 Yepe3 crieyuanbHole 3a00HUSA, HAMNPABAEHHbIe Ha PacuupeHuUe Xy0oxecmeeHHo20
Mupo8o33peHus, obuuli mesaypyc;, paspabomka u co30aHue 8 cemu Crneyuaau3upo8aHHO20
pPecypca ro rnpoodsuMeHUo nepedossix MemoouK oby4yeHUSs MUaHUCMOoS.

Knwuesble  cno8a:  nuaHuUcmel-ucrnosHUmMenu,  nNo020mMoe8Ka  MNUAHUCMOS8-
ucnosnHumenel, xyodorecmeseHHsle 8y3bl, Kumal.

AHOTALIA

Yucrakosa IpuHa, BaH bBoraHb. LLnaxu BOOCKOHANEHHA MigroTOBKM MiaHIcCTiB-
BMKOHABL,IB Y MUCTEL,bKMX 3aKNagax BMLwoi ocsitn Kutato.

Y cmammi Ha ocHosi aHani3y icHytouux npobsem suceimsaeHo Waaxu 800CKOHANEHHSA
nid2omosKu niaHicmis-8UKOHABYi8 y MUCMeybKux 3aKaadax euwoi ocgimu Kumaro.
OcHosHUMU npobaemamu, w0 ckaaauca 8 Kumai 6 cucmemi niccomosku ¢paxisyie y 2anysi
¢popmeniaHHO20 BUKOHABCMBA, 8U3HAYeHO: Npobsaemy po3pobKU HABYAAbHUX MPO2PAM 3d
Hanpamom nideomosku «®dopmeniaHHe BUKOHABCMBO»; pi3Hi cmaHoapmu 8 pi3HUX
YacMuHax KpaiHu;, npobaemy nobydosu HABYAAbHUX OUuCUUnAiH, npobaemy mMemoOouK
HaBYaHHA; npobsaemy eubopy Has4anbHUX Mamepianie;, npobaemy emuku 8iOHOCUH
«BUK1A0AQY — cmyoeHm».

Y pe3ynemami aHani3zy HayKosux npaub KUMAUCbLKUX y4eHUX ma 8UBYEHHA MPAKMUKU
dianbHOCMIi MUcmeybKux 3aKnadis sUW0i 0c8imu 00CniOHYy8aHOI KPAiHU 3arPONOHOBAHO WAAXU
B0OCKOHA/IEHHA Mi020MOBKU MiQHICMIiB-8UKOHABYI8 Y MUCMEUbKUX 3aKAadax esuwoi ocsimu
Kumato, a came: ¢hopmysaHHA cy4acHoOi cucmemu periepmyapy; po3pobKa HO8UX MexaHi3mie
yrpasniHHA 0C8iMoK; 30CMOCYBAHHA Cy4dcHUX nedazozivHux nioxodie 00 HABYAHHS;
BUKOPUCMAHHA  CNeyiasnizoeaHoi, CcmMpyKmyposaHoi ma B830EMO3AAEHHOI  HA8YAsbHOI
nimepamypu 8i0nosidHo 00 pieHA npogheciliHoi nidecomosKku cmyodeHmis, BKAYEHHS
3apybixcHUX KoMno3uyili 0019 po3wWuUpeHH meop4yo2o c8imoanady cmydeHmis; nodansuiuli
po38UMOK 6a3 OaHUX MYy3UYHUX KOMMo3uuili; po3pobka Has4anbHOI npozpamu, 00 AKoi 6yde
BK/1I04YAMUCA He MifbKUu cymo popmeniaHHe 8UKOHA8CMBo, ane [ iHWi ducyunaiHu, 30Kkpema
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mpaHcrno3uuis, iMmnposisayis, 2pa 3 Aucma mouwio; nNiO8UWEHHA PIBHA MYy3UYHO-MeopemuYHUX
3HOHb, ICMOPUYHO20 MUC/IEHHA MA C/yx08020 00cBidy cripuliHAMmSs €sponelicbKoi My3uKu
cmyoeHmMamu, YOOCKOHAMEHHA MeXAaHi3My 3GCB80€EHHA MiAHICMAaMU-8UKOHABUAMU 38YKOB020
npocmopy; opMyBaHHA yAeseHs y cmyodeHmis npo My3u4dHy opamamypeito; 30ilicHeHHS
KepisHuymea camocmiliHoto pobomoro cmyoeHmis, 8UKOPUCMOBYOYU crieyiasnbHi 3a80aHHS, AKi
6y0ymb CripamMosy8amucs HA PO3UWUPEHHS XyOOHHbO20 €8imoeaAady, 3a2a71bH020 Me3aypycy;
po3pobsaieHHA ma CMBOPeHHA 8 Mepexci IHmepHem creyianizosaHo2o pecypcy 068
nonynapusayii nepedosux memodie nid2omosKu niaHicmie-eUKoHasUie.

Knrouoei cnoea: niaHicmu-8uKoHasyi, Nio2omosKa niaHicmis-8uKoHasUi8, MUcmeuybKi
3aKnaou suuwjoi oceimu, Kumadi.
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OCHOBHI NIAX0A4U 0,0 BOKA/IbHO-XOPOBOI NIAFOTOBKU
MAMBYTHIX YYUTE/IB MY3UYHOTO MUCTELTBA

Cmammas po3Kpuede 0CHOBHI MiOxo0u 00 80KAMbHO-XOPOBOI Mid20mo8Ku cmydeHmis
baKynememie mucmeyme rneodazo2i4YHUX yHisepcumemis. BUOKpeMaeHO 3HAYeHHsA
cucmemMHOo20, KOMNemeHMHICHO20 ma ocobucmicHo20 Memo0oos102iYHUX nioxodis i3 mo3uyii
nioBuUWEeHHA egekmueHocMi B80KAAbHO-X0POBOI niB2comosku  MalibymHix yyumenrnis
MY3UYHO20 MUucCmeuymea y rnpoueci mMy3uyHoO-8UKOHABCLKOI OQidanbHocmi. BusHa4yeHO posb
BOKQO/1bHO-XOPOBOI Ni020mosKu cmyodeHmie AK npouec 0ias02080i 83aemMo0ii Ui 2apMoHiliHo20
8cebiuH020 MY3UYHO20, IHMeneKkMyanbHo20 Po38UMKY MalibymHb020 84umesns My3u4yHoO20
mucmeymea, CrnpAMo8AHO20 HA BUABAEHHA ma pPo3KpummsaA 020 iHMeaeKkmyasnabHo-
meopyo20 nomeHuyiany, Ha (o2o camopeanizauyito i camocmeepOHeHHA AK ydyumesns
mucmeymaea, xopmelicmepa, BUKOHABUA-B0KAMICMA Moujo.

Knwuoei cnoea: malibymHi s4umesni my3u4yHo20 mMucmeymea, OCHOBHI MiOxoou,
BOKQ/1bHO-X0POBA Mi020MOo8Ka, My3U4YHO-8UKOHABCLKA Oif/1bHICMb, meopy4ull nomeHuian.

MocraHoBKa npobaemu. CTilika TeHAEHLUiA WOoA0 WBUAKONAMHHOCTI 3MiH
B €KOHOMIYHWUX, OCBITHIX, MONITUYHUX Ta €KOJIOTIYHUX rany3sax PyHKLiOHYBaHHA
rnobanizoBaHMx iHGOPMALIMHMX CYCMNiNbCTB PO3BUMHEHMX KpaiH 3ymoBWAa
CTIMKICTb TeHAEHUi WoA0 NnepMaHEeHTHOI NOsSiBM HOBUX NpPobaem i BUKNIUKIB AK
ANA KOHKPEeTHOI NAWHKU, Tak i ANnAa BCbOro cycninbctBa. BogHoyac, nocTiiHa
noABa HOBOI nNpobsemaTMkKM BUMArae ii po3B’A3aHHA, WO CAPUYMHSAE
aKTUBI3aLit0 HAYKOBO-A0CNIAHOT AIANBHOCTI Ta OCBITHLOIT ranysi B Liziomy.

TeHAeHUis NOCTIMHMX 3MIH TOPKHYNAcA TaKOX CUCTEMW  BULLOT
MUCTELUbKOI OCBITM 3araJloM | BOKa/IbHO-XOPOBOI MiAFOTOBKU CTYAEHTIB
daKyNbTeTIB MUCTELUTB MNeJaroriyHMx yHIiBEPCUTETIB 30Kpema, WO 3yMOBMIO
NiABULWEHHA HAYKOBOI yBarm A0 METOAO0NOrii HAayKOBUX AO0CAIAMEHb Yy LN
LapUHI, CAPUYMHNNO 3a/ly4eHHA NPUHLMNOBO HOBMX HaYKOBMUX
METOAO0NOrNYHUX KOHUENUiNn, a TaKoX pPO3BUTOK HOBUX MOrNAAiB Ha
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