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CONTEMPORARY TRENDS IN DEVELOPING ARTISTIC AND AESTHETIC TASTE
IN FUTURE SPECIALISTS OF MUSICAL ART

Relevance of the problem. The article presents a theoretical and methodological analysis of the
problem of developing artistic and aesthetic taste in future specialists of musical art. The relevance
of the study is determined by the growing role of value-based and aesthetic orientations in the pro-
fessional training of musicians operating within a polystylistic and transcultural artistic milieu. The
aim of the article is to substantiate the essence of artistic and aesthetic taste as an integrative pro-
fessional and personal quality of future specialists of musical art, and to justify the methodological
approaches to its development in the course of professional training. Research objectives consist
in clarifying the essence of the concept of 'artistic and aesthetic taste' with regard to philosoph-
ical-aesthetic, musicological, and pedagogical contexts; analysing its philosophical-aesthetic and
music-pedagogical foundations, identifying contemporary methodological approaches to its devel-
opment; and substantiating its structural components in future specialists of musical art.

The theoretical and methodological foundations are grounded in classical and contemporary
aesthetics emphasising value judgement, aesthetic experience, and interpretive activity, as well as
in a range of methodological approaches — culturological, hermeneutic-interpretive, axiological,
creative-integrative, reflective, and innovative-technological. Research results. The article reveals
the philosophical and aesthetic foundations of developing artistic taste. Contemporary trends are
outlined on the basis of scientific approaches ensuring a transition from fragmented artistic knowl-
edge to a holistic, value-motivated, and professionally conscious evaluation of musical phenome-
na and their stylistically adequate interpretation. Artistic and aesthetic taste is defined as an in-
tegrative personal quality formed through sensory-intellectual perception, stylistically adequate
interpretive-performative skills, reflective self-assessment, and social-communicative orientation in
performative and pedagogical activities. Its five-component structure is substantiated: motivation-
al-axiological, perceptual-cognitive, interpretive-stylistic, performative-reflective, and social-com-
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municative. The development of artistic and aesthetic taste is considered in connection with trans-
cultural trends and the application of contemporary music-digital technologies as factors that
contribute to the enrichment of students’ artistic experience and the formation of their artistic and
aesthetic taste through engagement with musical works from diverse cultural traditions.

Key words: artistic and aesthetic taste, musical art, training of contemporary specialists, stylistic
adequacy.

Introduction. The problem of developing artistic and aesthetic taste in future specialists of musi-
cal art is one of the key issues in contemporary socio-cultural space, given a complex of interrelated
factors: socio-cultural, axiological, educational, and innovative-technological. Its relevance is deter-
mined by the fact that the contemporary artistic environment is characterised by polystylistic diver-
sity, intensive intercultural interaction, and expanding access to heterogeneous musical content.

In these circumstances, a contemporary specialist of musical art must not only navigate a vast ar-
ray of musical information, but also engage in its value-based aesthetic selection. Insufficient devel-
opment of artistic and aesthetic taste leads to eclecticism in performative practice, a loss of stylistic
adequacy, superficial imitation of outwardly impressive models, and a decline in the artistic persua-
siveness of interpretations of the repertoire performed.

This problem acquires particular significance in the context of the modernisation of arts educa-
tion, its orientation towards student-centredness, the competence-based approach, and the develop-
ment of students’ autonomy and reflexivity. In this context, self-regulated learning emerges as an
important condition for the student’s development as a subject of their own professional growth —
one capable of planning, monitoring, and evaluating the outcomes of their own musical-performa-
tive activity [1; 2]. The development of artistic and aesthetic taste in this context is not a mechanical
transmission of normative aesthetic models, but rather a process of individual engagement with ar-
tistic values, which presupposes the student’s active stance, their capacity for self-analysis, self-cor-
rection, and responsible artistic choice.

The relevance of this problem is further reinforced by the fact that the artistic and aesthetic taste
of a future teacher of artistic disciplines directly influences the formation of the value-aesthetic ori-
entations of pupils and students. A lack of development of this quality in a teacher results in the
reproduction of incidental or superficial artistic preferences, which has a negative impact on the
quality of music-aesthetic education of the younger generation.

The aim of the article is to provide a theoretical analysis of the phenomenon of ‘artistic and
aesthetic taste’ as an integrative professional and personal quality of future specialists of musical
art, and to justify the methodological approaches to its development in the course of professional
training.

Research objectives: to clarify the essence of the concept of ‘artistic and aesthetic taste of a fu-
ture specialist of musical art’ with regard to philosophical-aesthetic, musicological, and pedagogical
contexts;

— to analyse the philosophical-aesthetic and music-pedagogical foundations of developing artistic
and aesthetic taste in future musicians;

— to identify contemporary methodological approaches to developing artistic and aesthetic taste
in present-day students;

— to substantiate the structural components of artistic and aesthetic taste in future specialists of
music education.

Theoretical and Methodological Foundations of the Study. The theoretical and methodologi-
cal foundations of the study are grounded in the ideas of classical and contemporary aesthetics that
emphasise the role of value judgement, aesthetic experience, and interpretive activity, and in a range
of methodological approaches — culturological, hermeneutic-interpretive, axiological, creative-inte-
grative, reflective, and innovative-technological — which are specified within the domain of music
education and art in order to address the problem of developing aesthetic taste.

Research Results. The conceptualisation of the problem of artistic and aesthetic taste has a long
history and originates in philosophical-aesthetic thought, where the categories of beauty, harmony,
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measure, artistic value, and the human capacity for aesthetic judgement were regarded as important
factors in the spiritual development of the personality. In the philosophy of I. Kant [3], taste is de-
fined as the capacity to judge the beautiful. In the Critique of the Power of Judgement, the author
considers the essence of taste as a specific form of reflective judgement grounded in disinterested
pleasure, which arises in the process of contemplating and evaluating an aesthetic object without re-
liance on clearly formulated rules or knowledge — that is, it cannot be reduced to a logical concept,
yet at the same time lays claim to universal validity.

Kant also regards disinterestedness as a key feature of aesthetic taste: the pleasure derived from
the beautiful is not associated with practical benefit, utility, or the desire for possession. Thus,
artistic taste, according to Kant, is manifested where a person takes pleasure in the form of an object
as such. In understanding artistic and aesthetic taste through a Kantian lens, it is significant that his
conception combines the subjectivity of aesthetic experience with the possibility of intersubjective
agreement on evaluations.

A deepening of the understanding of the essence of artistic taste is evident in the philosophy of
G. W. F. Hegel [4], who considered art not merely as a domain of sensuous enjoyment or subjective
preference, but as a particular form of the manifestation of truth in sensuous-imagistic form. In
contrast to the Kantian emphasis on disinterested aesthetic judgement, Hegelian aesthetics shifts
attention towards the substantive-spiritual nature of the artwork, its capacity to express an idea, the
historical spirit of an era, and the level of cultural self-consciousness. In this context, artistic taste
is not reducible to an individual capacity to ‘like” or ‘dislike’, but emerges as a culturally mediated
ability to recognise the inner unity of artistic form and the spiritual content of a work.

In the Eastern philosophical tradition, particularly in Confucianism, music appears as an
important factor in the moral-aesthetic development of the individual. In this approach, the aesthetic
is inseparable from the ethical, and music is regarded as a means of harmonising a person’s inner
world, their behaviour, and their social environment. According to the teachings of Confucius
[5], music (yue), together with ritual (li), forms a holistic system of influence on the individual,
promoting the cultivation of moral virtues, the development of a sense of measure, restraint,
and inner equilibrium. It is through musical practice that a person acquires the capacity for self-
regulation, the alignment of their own emotions with socially accepted norms, and the achievement
of harmony between the individual and the collective.

Thus, in the Confucian tradition, music is regarded not merely as an artistic phenomenon, but as
an instrument for forming social order, insofar as it influences the emotional-axiological sphere of
the person and determines the character of their interaction with others. It fulfils the function of a
kind of ‘ethical resonator’ that aligns the inner states of the individual with the established norms
of culture. It follows that artistic taste in this context is not confined to individual preferences, but
acquires the status of an indicator of spiritual maturity and moral cultivation [5].

Such an approach is of fundamental significance for contemporary music-pedagogical education,
as it allows the development of artistic and aesthetic taste to be viewed as a process that combines
emotional-sensory experience, value-based reflection, and normative-ethical regulation. In this
context, music functions not only as an object of aesthetic perception, but also as a means of
forming a holistic personality capable of harmonious coexistence within a transcultural space.

To summarise, in the aesthetic-philosophical thought of the past, artistic taste emerges as a
multidimensional phenomenon in which sensory perception, intellectual-analytical reflection, and
value-normative evaluation of artistic phenomena are combined. Both the Western and Eastern
traditions emphasise its connection with the spiritual development of the individual, the capacity for
harmonising one’s inner world, and conscious interaction with the cultural environment.

In contemporary scholarly discourse, taste is increasingly understood not as a purely individual
inclination, but as a socially and culturally conditioned capacity. P. Bourdieu [6] links judgements
of taste with social experience, cultural capital, and mechanisms of distinction. For music pedagogy,
this position is of fundamental importance, since students’ taste orientations are formed not in
isolation, but within a system of educational, cultural, and communicative influences.
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In the scholarship on music education, artistic taste is considered in connection with active
music-making, interpretive experience, critical listening, and reflective engagement with musical
phenomena. K. Swanwick [7] emphasises the need to teach music musically — that is, through
meaningful artistic activity — whilst D. Elliott and M. Silverman [8] underscore the practical,
activity-based nature of musical cognition.

In Ukrainian music-pedagogical scholarship, artistic and aesthetic taste is likewise regarded
as a component of the individual’s artistic culture, developed through active perception, analysis,
interpretation, and evaluation of artistic phenomena. The works of O. Oleksiuk [9], H. Padalka [10],
O. Rudnytska [11], and other scholars substantiate the significance of music-aesthetic education,
artistic thinking, the integration of the arts, and a value-based attitude towards art in the professional
training of future specialists of musical art.

Thus, the evolution of aesthetic ideas evidences a gradual shift from understanding taste as a
predominantly individual quality towards its interpretation as the outcome of a complex interaction
between cultural experience, educational influence, and personal reflection.

At the same time, an analysis of sources reveals a number of insufficiently developed questions:
clarifying the relationship between the concepts of ‘artistic taste’ and ‘artistic and aesthetic taste’;
determining the structure of artistic and aesthetic taste in accordance with the specific nature of
music-performative activity; substantiating methodological approaches to its development in the
context of contemporary arts education; and combining traditional pedagogical means with the
potential of innovative pedagogical and information-communicative, including digital, technologies.

Of fundamental importance for our study is the distinction between aesthetic taste, artistic taste,
and artistic and aesthetic taste. In examining the essence of the concept of 'aesthetic taste', scholars
emphasise its significance as one of the components of a person's aesthetic culture, realised in the
need to perceive and experience beauty and refinement — both in one's environment and in works of
art — and conditioning the capacity to act on the basis of certain norms of beauty and morality.

Artistic taste is interpreted as a specialised form of the manifestation of aesthetic taste in the
sphere of art, which, as V. Petko notes, directly influences the individual's capacity for evaluating
the artistic quality and stylistic adequacy of an artwork [12].

In our view, the concept of 'artistic and aesthetic taste' is broader, since its manifestation encom-
passes not only the sphere of art, but also the general system of aesthetic values, ideals, orientations,
and criteria that determine the individual's attitude towards both artistic and non-artistic reality, and
constitutes a holistic value-worldview quality of the individual, encompassing such spheres as mor-
al-ethical self-expression, the culture of creative communication, and so on [10; 11]. Accordingly,
the artistic and aesthetic taste of a future specialist of musical art is understood as an integrative
professional and personal quality that is formed on the basis of the assimilation of a system of aes-
thetic and artistic values, orientations, and criteria for the evaluation of artistic phenomena, and is
realised in the capacity for stylistically adequate interpretation, reflective self-improvement, and the
social-communicative transmission of artistic values through the means of musical art.

An important factor in expanding the artistic and aesthetic experience of the future musician is
their capacity to engage with musical phenomena in intercultural and transcultural dimensions. In
this context, the development of artistic taste in the future musician should be considered in close
connection with the cultivation of their transcultural competence, since it is precisely engagement
with diverse cultural traditions, comparative reflection upon them, and creative interpretation that
ensures the formation of value-grounded and stylistically adequate performative orientations [13].

For the successful professional activity of the future specialist, the formation of artistic and aes-
thetic taste holds important professional-regulatory significance. As S. Shyp [14] notes, it is precise-
ly the possession of a developed taste that determines the student's ability to recognise the artistic
value of musical phenomena, to correlate performative means with the style and genre of a work, to
avoid eclecticism, to evaluate interpretations with reasoned argument, and to exercise independent
artistic choice. In this regard, as the scholar emphasises, the problematic of Historically Informed
Interpretation (HIP) is of particular relevance, as it foregrounds the connection between the per-



ISSN 1561-1264 (PRINT), ISSN 2664-5998 (ONLINE) 197

former's stylistic awareness, their understanding of the semiotic features of the musical text, and the
artistic persuasiveness of their interpretation. In this sense, taste fulfils the function of an inner regu-
lator of interpretive-performative and pedagogical activity [14].

The development of artistic and aesthetic taste in the musician must be grounded in a system
of interrelated methodological approaches, since the matter at hand is not an individual skill, but
a complex integrative formation that combines perceptual, cognitive, axiological, interpretive, per-
formative, and reflective mechanisms, whose essence is illuminated through reference to the guid-
ing principles of such scientific approaches as the culturological, hermeneutic-interpretive, axiologi-
cal, creative-integrative, reflective, and innovative-technological approaches.

The appropriateness of drawing upon the leading ideas of the culturological approach is ex-
plained by the fact that its principles direct attention towards immersing the future specialist of mu-
sical art in the broad context of artistic culture, and thereby towards cultivating a conscious ap-
preciation of the distinctive character of works belonging to different styles, epochs, and national
traditions, as well as an understanding of the connections between music and literature, perform-
ative and visual arts, and broader socio-cultural processes [6; 11]. The appropriateness of this ap-
proach also lies in the fact that artistic and aesthetic taste cannot be developed as an externally im-
posed norm; it must become an internally accepted system of aesthetic orientations, connected with
the musician’s personal experience and interpretive autonomy.

The hermeneutic-interpretive approach creates conditions for revealing the semantic depth of
musical works on the basis of an analysis of their artistic-imagistic content, the manifestation of in-
tonational semantics, the genre-stylistic context, and the unique character of the composer’s artistic
conception. Mastery of the technique of hermeneutic analysis of musical works will enable the mu-
sician to acquire the capacity to comprehensively evaluate and offer an individually personalised in-
terpretation of the artistically chosen content of a work, and to achieve adequacy in its performative
and pedagogical interpretation [7; 8; 14].

The axiological approach orients students towards developing a system of artistic values and the
capacity to distinguish the artistically significant from the secondary, the aesthetically appropriate
from the merely outwardly impressive, the original from the banal, the coherent and stylistically
justified from the incidental. Within this approach, artistic and aesthetic taste emerges as the axio-
logical foundation of the musician’s professional judgement [6, 15]. Its realisation thus fosters the
musician’s capacity for artistic-aesthetic differentiation of repertoire and guards against an eclectic
perception of art [6].

The creative-integrative approach ensures the development of artistic and aesthetic taste as an
integrative professional quality that arises from the synthesis of knowledge, skills, experience,
and value orientations, and from the enrichment of the modes of their realisation — from reproduc-
tive-imitative to variable and independently creative. Particular significance in this context is ac-
quired by the interdisciplinary coordination of the content of professional training, which ensures
the interpenetration of historical-theoretical and performative disciplines, their substantive coher-
ence, and the formation of future specialists’ capacity for flexible and variative creative application
of the acquired knowledge and skills in diverse forms of music-professional activity. This inter-
penetration of the content of music-theoretical, historical-stylistic, performative, and pedagogical
disciplines promotes the transition from the acquisition of individual elements of musical activity to
their holistic, artistically motivated application [16; 17].

The appropriateness of drawing upon the reflective approach is explained by its orientation to-
wards developing the student’s subjective stance, their intrinsic motivation, capacity for self-assess-
ment, self-correction, and awareness of their own artistic decisions. The significance of reflection in
the professional development of musicians is emphasised in contemporary research on music learn-
ing, where it is regarded as a factor in the awareness of one’s own performative trajectory, the mak-
ing of interpretive decisions, and professional self-development [18].

The innovative-technological approach presupposes the use of current scientific and methodo-
logical-pedagogical achievements, as well as contemporary information-communicative and digital
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tools: audio and video recording, comparative analysis of performances, spectral software, interac-
tive educational resources, and digital platforms for self-monitoring and reflection. The significance
of its principles thus lies not in a simple renewal of traditional teaching methods and techniques, but
in expanding the possibilities for the analytical perception of musical works, the objectification of
individual parameters of performance, and their combination with artistic-aesthetic evaluation. At
the same time, digital tools should also be regarded as an effective instrument for supporting stu-
dent-centred learning, within which the student gradually acquires the experience of independent
analysis, comparison, correction, and artistically grounded selection of performative-interpretive de-
cisions [19; 20].

Thus, the development of artistic and aesthetic taste in a contemporary specialist of musical art
is ensured by the unity of the culturological, hermeneutic-interpretive, axiological, creative-integra-
tive, reflective, and innovative-technological approaches. Together, they create conditions for the
development of the capacity for value-motivated, stylistically adequate, and reflectively conscious
perception and interpretation of musical art.

A synthesis of the foregoing data allows the conclusion that the artistic and aesthetic taste of the
future specialist of musical art is of a systemic-dynamic character. Its components do not exist in
isolation, but interact with one another in the processes of perceiving, analysing, evaluating, inter-
preting, and pedagogically transmitting artistic values.

The structural components of artistic and aesthetic taste appropriately include the motivation-
al-axiological, perceptual-cognitive, interpretive-stylistic, performative-reflective, and social-com-
municative components.

The motivational-axiological component reflects the future specialist’s awareness of the signifi-
cance of artistic and aesthetic taste as a necessary condition for professional activity. It encompasses
a value-based attitude towards works of high artistic merit in musical art, an intrinsic need to refine
one’s own aesthetic criteria, responsibility for the quality of artistic choice, and readiness for profes-
sional self-development.

The perceptual-cognitive component characterises the capacity for differentiated musical percep-
tion and the comprehension of the intonational-linguistic and performative-expressive features of
repertoire as an artistic-stylistic phenomenon. Its content comprises knowledge of historical-cultur-
al context, styles, genres, national traditions, intonational semantics, and the principles of musical
form, which provide orientation in the intonational-performative features of a work. An important
basis for this component is also an understanding of the psychophysiological and cognitive mecha-
nisms of musical perception, memory, and emotional response to music [20].

The interpretive-stylistic component is manifested in the capacity for an independent, artistically
motivated, and stylistically accurate rendering of the artistic conception of the composer of a musi-
cal work. It presupposes the ability to identify the imagistic-semantic centre of a work, to recognise
the key, artistically significant features of the uniqueness and value of a musical work, as well as
to recognise the key, artistically significant features of the uniqueness and value of multi-stylistic
repertoire, to select appropriate means of expression, and to align performative-technical techniques
with the style, genre, form, and artistic content of the work.

The performative-reflective component encompasses the students’ capacity to realise artistic-aes-
thetic criteria in their own performative or pedagogical activity and to critically evaluate its re-
sults. The formation of the performative-reflective component presupposes mastery of the means
of self-analysis, comparative analysis, and the identification of insufficient correspondence between
artistic conception and performative outcome, as well as readiness for exploratory-creative activity
aimed at determining ways and methods of correcting one’s own performative-technological deci-
sions [19].

The social-communicative component is to fulfil an integrative function, ensuring the transmis-
sion of artistic-aesthetic values in pedagogical, performative, educational-outreach, and commu-
nicative interaction. It is also connected with the capacity to express aesthetic judgements with
well-reasoned argument, to engage in dialogue about art, and to influence the artistic orientations of
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pupils and audience members without imposing ready-made evaluations — through mastery of the
art of reasoned persuasion and the emotionally creative articulation of one’s own attitude towards
artistically valuable works [8; 10; 11; 15].

The proposed structure makes it possible to consider the artistic and aesthetic taste of the future
specialist of musical art as a holistic personal-professional formation, in which value orientation,
music-stylistic awareness, interpretive independence, performative reflection, and the capacity for
the cultural-communicative transmission of artistic values are combined.

Conclusions and Prospects for Further Research. The theoretical analysis conducted allows
the conclusion that the artistic and aesthetic taste of contemporary specialists of musical art is
formed through the purposeful development, in the course of music-educational activity, of an in-
tegrative-professional, personally significant quality that ensures active artistic-value-based percep-
tion and interpretation of musical artefacts, reflective self-improvement practice, and socio-cultural
interaction through the means of musical art.

The artistic taste of the musician is appropriately regarded as a specialised form of the manifesta-
tion of artistic and aesthetic taste in the sphere of art. Its acquisition is manifested in the musician’s
capacity for stylistically adequate perception, evaluation, and interpretation of artistic works, whilst
artistic and aesthetic taste encompasses the broad system of aesthetic values, ideals, and orientations
of the individual, which are realised in diverse forms of musical activity.

The methodological foundation for developing artistic and aesthetic taste comprises the unity of
the culturological, hermeneutic-interpretive, axiological, competence-integrative, personally reflec-
tive, and innovative-technological approaches. Their combination ensures the transition from the
fragmented acquisition of artistic knowledge to a holistic, professionally conscious, and value-moti-
vated artistic evaluation of musical artefacts, the formation of a system of personal-musical prefer-
ences, and the capacity for their reasoned defence through the ability to engage in critical thinking
and professional autonomy.

Prospects for further research are connected with the development of criteria, indicators, and di-
agnostic tools for determining the levels of formation of artistic and aesthetic taste in future spe-
cialists of musical art, as well as with the empirical verification of the degree of effectiveness of the
guiding ideas of the scientific approaches presented above, on the basis of substantiated principles,
pedagogical conditions, and methods of their realisation in the process of training future specialists
of musical art.
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CYYACHI TEHAEHIII ®OPMYBAHHS XYIO)KHbO-ECTETUYHOI'O CMAKY
MAWBYTHIX ®AXIBIIIB MY3UUYHOI'O MUCTEIITBA

Axkmyanvnicmoe npoonemu. Y cmammi 30iliICHEHO MeOPEMUKO-MEeMOOON0IUHUL  AHATI3
npobnemu  (opmysanHs  XyOO*CHbO-eCMEMUYHO20 CMAKYy MAUuOYmHIx —¢haxieyie My3uuHo20
mucmeymea. AxmyanvHicmv O0OCHIOHNCEHHS 3YMOGNEHA 3POCMAHHAM PONi YIHHICHO-eCMemu4HUx
opienmayii y npogheciuniti ni0comosyi My3uKaumis, sKi QYHKYIOHYIOMb Y NOLICMUTLOBOMY
ma mpaHcKyIbmypHOMY Mucmeybkomy cepedosuwyi. Mema cmammi nonseae 6 o0OIPYHMYEAHHI
CYMHOCMI  XYOOJCHbO-eCMEMUYHO20 CMAKy AK — [Hme2pamuenoi npoghecitino-ocooucmicHoi
AKoCcmi MauOymuix Gaxieyie My3uuHo2o mucmeymea ma GUHAYEHHI MemoOON02TYHUX NIOX00i8
00 1020 ¢hopmyeanus y npoyeci ¢axogoi nio2omosxu. 3a80aHHa OO0CHIONCEHHA NONAAIOMb 6
VMOYHEHHI CYMHOCMI NOHAMMSA «XYOONCHbO-eCMEMUYHULL CMAK» 3 YPAXy8aHHAM Qilocogcvko-
ecmemuyHo20, MY3UKO3HABY020 MA Nedaz202iuH020 KOHMEKCMI8, aHanizi 1oeo @inocogcvko-
ecCmemudHux 1 MYy3UYHO-Ne0d202iYHUX 3ACaA0; BUSHAYEHHI CYYACHUX MemOoOON02IUHUX Ni0X00i8
00 1020 hopmysanHs, OOIPYHMYBAHHI U020 CMPYKMYPHUX KOMNOHEHMI8 Yy MaubOymuix ¢haxieyie
My3uunoeo mucmeymea. Teopemuko-memooonoziuni 0CHO8U OOCHIOMHCEHHA TPYHMYIOMbCA
Ha 10esaX KIACUYHOI ma CYYACHOI ecCmemuKu, Wo aKyeHmyloms poib YIHHICHO20 CYONCEHHS,
ecmemuyHo2o 00C8idy ma IHmepnpemayitiHoi OiIbHOCMI, a MAKONHC HA HU3YI MemoOOL02IUHUX
nioxo0ié — KYIbMypon02iuH020, 2epMeHe8mMUYHO-IHMEPNPEemayitinoeo, aKciono2iuHo2o, meopo-
iHmespamuen020, pe@rekcueHo2o ma iHHOBAYIUHO-MexHOoN0ciuHo20. Pesynomamu 0ocnioxncenns.
Y cmammi poszxpumo ¢hinocoghcoro-ecmemuuni 3acadu GopmyeanHs Xy0O0AHCHbO-eCMemuiHO20
cmaxy. OkpecieHo CyYacHi mMeHOeHYil Yybo20 Npoyecy HA OCHO8I HAYKOBUX NIOX00i8, WO
3a6e3neyyoms nepexio 6i0 ¢ppacmeHmapHo20 3aC80EHH MUCTNEYbKUX 3HAHb 00 YLNICHO20, YIHHICHO
BMOMUBOBAH020 MA NPOQECIIHO YCBIOOMIIEHO20 AHANIZY Ul OYIHIOBAHHS MY3UUHUX QUL MA MIpU iX
A0eK8amHoO-CmMuIb080i iIHmepnpemayii.

Xy0ooicHbO-ecmemudnull  CMAaK — GU3HAYEHO AK [HMe2pamueHy O0COOUCMICHY AKICMb, WO
Gopmyemvca Yy 63a€MO0II  CEHCOPHO-IHMENEKMYANbHO20 CRPUUHAMMSA, HAOYMMs a0eK8amHo-
CMUTLOBUX THMEPNPEeMayitiHO-6UKOHABCLKUX YMIHb, 30aHOCII 00 PehleKCUBHO20 CAMOOYIHIOBAHHS
ma Ha0aHHs COYIAIbHO-KOMYHIKAMUBHOI CNPAMOBAHOCIE BUKOHABCHKIN I Ne0a2o2iuHill OisIbHOCHI.
OOrpynmosano  n’sIMUKOMNOHEHMHY CMPYKMYPY XYOOUCHbO-eCMEMUUHO20 CMAK), YMEOPEHY
€OHICMI0O  MOMUBAYIUHO-AKCIONO02IUHOZO, nepyenmueHO-KOCHIMUBHO20, iHmepnpemayiuto-
CMUTBLOBO2O,  BUKOHABCLKO-PEDIeKCUBHO20 Ma  COYIAIbHO-KOMYHIKAMUBHO20 — KOMNOHEHMIE.
DopmysanHs Xy00HCHbO-eCMEMUYHO020 CMAKY PO32NAHYMO V 83AEMO38 S3KY 3 MPAHCK)IbMYPHUMU
MEHOeHYIAMU MA 3ACMOCYBAHHAM CYYACHUX MY3UYHO-YUDPOBUX MEXHONO02I AK YUHHUKIB, WO
CHpusioms  30a2a4eHHI0 MUCMEeYbKo20 00C8i0y 3000y8auié i (hopmMy6aHHIO 8 HUX XYOOUCHbO-
ecmemudHo20 CMAKy Ha Mamepiani My3uyHUX meopia Pi3HUX KVIbMYPHUX MPAOUYILL.

Knwuogi cnosa: xyoodxcHvo-ecmemuyHuil CMax, My3uduHe MUCmeymeo, ni020moeKa CyYacHUx
Gaxisyis, cmuibo8a a0eK8amHuicme.
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