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Thereisaresearch of the point of model s of attraction of youth to master their skills of plastic
astheway displaying artistic opportunities, mastering thelanguage of art and asa result achi evement
of super task — fulfillment art education of youth to devel op the experience of art.

According to this purposeis making thecritical analysis of conceptionsof studying by plastic
art, thetranslation languages of practical creation work, the ways of using special childish culture
and art in context with methods of children work outlook devel opment.

Introduction

Themodel was created asa proposal supposed
toddiver satisfactory solutionsto the problems of
artistic education connected with the current school
programmewhich consists of littlerelated concep-
tionsand idess.

Beforethemodd of artisticeducation cameinto
being, thisfidd of education, datingamost 200 years
back, had undergone numeral periods (phases) of
development. According toliterary sources thebe-
ginnings of artisticeducation should betraced back
to the moment when J.H. Pestalozzi introduced
“drawing” as a new subject to certain schools in
Switzerland. Sincethen artistic education assumed
a double-track development spreading quickly
across Europe.

Thefirst “track” concerned professional train-
ing. It wasand still is devel oping as part of second-
ary and high schools’ programmes. The other con-
cernsgenera education. Thistypeof educationin-
terestsusmost and it isherethat Pestalozzi’ sideas
playedtheir significant role

By way of example, they survivedin France, with
littlechangesintroduced in 1923, uptothemiddie
of the nineteen seventies. In Poland, with consider-
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ablechanges, up tothebeginning of thesixtieswhen
thesubject “ artistic education” replaced theformer
subject “ drawing” . According to Pestalozzi’sideas
drawingwas supposed toaid childrenin getting fa-
miliar with theredlity, in understanding itsvarious
aspects, owing to thedeve opment of menta facul-
ties which were supposed to play the basic role.
Drawingfigures, lines, angles, circles of different
qualities, was not meant asabasisfor creating pic-
tures but merely asamean toimprove perception
asafaculty inachild’ sunderstanding of visua qual-
itiesand aspects. At that time aesthetic-artisticval-
ueswerenot takeninto consideration.

InPoland Pestal 0zzi’ sideas survived unchanged
amost till theend of the XIX century, that isthetime
of thepublication of drawing manua swritten, among
others, by: A. Stefanowicz (1894), M. Wawrzeniec-
ki (1901), E. Pucykiewicz (1902), T. Glebocki
(1905). Apart fromgiving credit to Pestalozzi’ sideas
theauthors paid moreattention to theaestheticside
of drawing. Drawingwasfacilitated and drawings,
primarily conducted without thehdp of rulers, com-
passes or protractors were then checked with the
useof theabovedevicesin order to evaluatewhether
thepupil mastered drawing straight lines, anglesand
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crdes. After sometrainingonflat figures pupilsdrew
models of cubes, cylinders, cones, etc. Drawing
aimed at teachingthem practical skills necessary for
their futurework as carpenters.

Simultaneously to thephase of educating through
drawing teachers began to introduce at the end of
XIX century a Swedish system called Slojd (dex-
trouswith onée sfingers), which combined two school
subjects: “drawing” and“ practical skills’. Working
inthis system pupilsdrew thetwo sides of amodel
andits profile and then they manufactured the ob-
ject in wood, cardboard, metal, etc, during their
practical skills classes. Inthisway they developed
their ability to observe, memorise, think andimag-
ine. Thesystem also prepared pupilsfor their future
jobs (M. Dunin-Sulgustowska 1909).

Thesecond phase, that isthetimeafter TheFirst
World War, brought with itself someamendments
that aided copying. The manuals now comprised
patterns on chequered paper. Apart fromthat chil-
drenintheyoungest grades copied models that did
not requirefrom thedrawer the knowledge of per-
spective, such aslesf, butterfly, feather, bottle, clock,
fruit. Childrenin later gradeswerethought both per-
spective and light-and-shade effects. Among the
modelsthat were used inthiscasewere: box, table,
chair, bench, wardrobe, stove, interior of aroom.
Alsohandtraining drawing was performed. Thecri-
teriaand dements takeninto account whilegiving
gradeswere diligence, zedl, precision, cleanliness,
talents (after S. Popek 1989). Among the authors
of themanualswecandiginguish: S. Matzke (1918,
1923), H. Policht (1927, 1936), S. Stupski (1921),
J. Tor (1925, 1931), A. Szczepkowski (1939,
1947), N. Bobiecska (1927, 1950, 1965), Cz. Karp
(1969). Asaconclusion wecould statethat inthis
conceptionof teaching todraw noattention waspaid
toindividual activity of achild, hisor her inner expe-
riences and sdf-formed knowl edge.

Theabove typeof education survivedtill the
end of the nineteen fifties. At the beginning of the
next decade a system of eight-grade education
was introduced in Poland. Asthebasic principle
of this systemits creators assumed versatile de-
velopment of children’s personalitiesthrough up-
bringing and education, including artistic (aesthet-
ic) education.

Thistypeof education, standingin oppositionto
theformer onewas moreconnected with thetheory
of upbringing whichtook into consideration children's
needs and their spontaneous devel opment whose
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consecutivephases weresupposed to gradually as-
sumetheform of sdf-education.

Thistypeof education, referred to as* educating
upbringing”, has been devel oping, especially after
the Il World War as part of the movement called
“New Upbringing”. We should stressthefact that
this movement was formed under the influence of
empirical sciences centred onman, especialy psy-
chology and pedagogy. Scientistsresearching psy-
chophysical development of child cameto thecon-
clusion that education programmes should bemore
adjustedtoitsindividual needs (interests, passions)
anditsintdlectud, physical and manual abilities.

Researches conducted by Martin Buber (1878
—1965), Franz Cizek (1865 — 1946), Georg Ker-
schensteiner (1854 —1932), MariaMontesori (1870
—1953), Marion Richardson (1892 — 1946), Her-
bert Red (1893 — 1968) and, in Poland, Stefan
Szuman (1889 — 1972) proved that a child's cre-
ation (expression) shouldremainindirect rdationto
itsinterests, needs, perceptiveabilitiesand theright
tofreegpeech. Owingtotheactivity that resultsfrom
theseneadsthechild's personality devel ops and such
phenomenaas sdf-upbringing, saif-creation and sdif-
therapy occur.

Thepropagators of aesthetic upbringing, espe-
cially: John Dewey, Celestin Freinet, Wiadystaw
Lam, Viktor Lowenfeld, Herbert Read, Bogdan
Suchodoal ski, Wiadystaw Tatarkiewicz, AnnaTro-
janowska-Kaczmarska, Irena Wojnar claim that
encouraging, stimulatingto origind crestivity should
be preceded by: becoming familiar withthe child's
psyche, awakening his or her curiosity about the
world and creating an emotional atmosphere. Spon-
taneous expression should begradually turnedinto
directed expression, enriched by greater artistic
awareness.

When speaking about the above systematic pro-
posalsof education and upbringing through artistic
creation we should pay attention to one more as-
pect, that is didactic stylesthat have been used dur-
ingtherealisation of the subject.

Accordingto S. Popek, seven styles of activities
connected with didactic systemshavebeen usedin
Poland over thelast 100 years:. thedidactic utilitar-
ianism, the didactic encyclopedism, the didactic
laisez-fairedttitude, thedidacticsof cregtiveexpres-
sion, thedidactics of form and theintegration con-
ception. Within theframes of these stylesteachers
haveput inusetheir preferable methods, principles
and organisational forms (1989). Additionally,
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S. Popek noticesthat nearly all of the above sys-
tems (styles of teaching) areunitedin theintegra-
tional conception createdby T. Marciniak who man-
aged to combinethedidactics of : creation and ex-
pression, form, artistic education and upbringing
through art (1989).

Weshould dso natify thefact that T. Marciniak,
beforehecreated hismodd of artistic educationin-
tegrated dl the abovesystemsinto two didactic con-
ceptions, namely: “ upbringing education” and* edu-
cating upbringing” . Thefirst one, according toits
author, is connected with theconcept of teachingto
draw, the other with creative expression and per-
ceptionintheir broad sense.

Tadeusz Marciniak’smode of artistic
education

Accordingto T. Marciniak, art theoretician and
researcher inthefidd of teaching, artisticeducation
inPoland required anintegration of numerousstyles
of teaching which were practised in primary and
secondary schools. Hethought such anintegration
was possible to achieve owing to the idea of up-
bringingthrough art. Whilecresting hismodd of ar-
tistic education he made use of the concept of art
formulated by Leon Chwistek (1884 — 1944), an
outstanding mathematician and theoretician of art.

In his concept of art L. Chwistek assumesthat
thereality in which aman lives and createsis not
uniformbut multiform andit isexpressed by rda
tionships which can beunited into systems, types
and attitudes. In hisarticle® Thevariety of redlity”
(1921) he assigned four types of painting (art) to
four typesof redity. Accordingto L. Chwistek prim-
itivismisthe equivalent of thereality of everyday
life, realism of thephysical redlity, impressionismof
theredlity of sensual impressionsandfinaly wehave
thereality of imagination which was rendered by
futurism (that isvarious movementsin modern art
which use conscious sl ection of sensua elements
to construct their world of imagination. In Chwist-
ek’ sconception of art theright criterion for evaluat-
ing apieceof art isthedegree of its concord with
therulesthat areappropriatefor the convention of
seeing and understanding that theartist choosesto
assume(1921).

Thetypesof redlity named by Chwistek, towhich
thetypes of painting (art) were assigned, became
for Marciniak thebasisto construct hismodd . How-
ever, beforehe created his modd hetook into con-
siderationdl known to him movementsand stylesin
art that could beincluded into Wiadystaw Tatark-
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iewicz' sdefinition of art (1975). Accordingtothis
definition* art isre-creating things, or constructing
forms, or expressing emotions—if the effect of this
re-creating, constructing, expressing has acapabil-
ity to ddlight, or move, or shock”.

Inspired by thisdefinition T. Marciniak madehis
ownclassification of artistic activities. Hegathered
themintofour fidds:

1) recreating redlity (referredtoredismandim-
pressionism),

2) constructing forms (referred to constructiv-
ists, theworks of Bauhaus and abstractionism),

3) expression aspresentation of emotions, show-
ing one's inner saf (referred to the works of ex-
pressionists),

4) cregting symbols(referred to surrealism, fau-
vism, metaphorical and metaphysical art).

Theaboveartistic activitieshaved| thesamesta:
tuswhenit comesto working with pupilsbased on
inspiration. Theappropriateinspirations occur ow-
ingtothetransfer of thepractical knowledgeof pro-
fessiond artiststo creativeactivitiesof childrenand
young people. Thework of theteachersis supposad
to facilitate the processes of perception and cre-
ation for a better integration and development of
persondity (T. Marciniak 1989, 1989 a).

Theareas of artisticactivities considered from
thepoint of view of their usefulness for education
present themsdves asfollows: Thefirst area, asso-
ciated with re-creating reality, concernsredist and
impressionist art. Thebasicissueof suchart arere-
lationshipsamong objects and searching rather for
general lawsthan for what isdirectly seen. Theart-
ist makesuse of theknowl edge he acquiresby study-
ing models. Hestrives at elaborating certainrules
and auniversal record of his or her activity. This
notationisaresultant effect of observation andthe
applied rules of proportion, perspective, shadeand
light. Inother words, theartist “ notes’ thereslity, to
render thediscovered rdaionshipsof light and shade,
proportion, vicinity of onecolour to others (comp.
L. Chwiste1921 and T. Marciniak 1989, 1989 a).

Marciniak cdlaimsthat numerousartistic activities
and such atypeof dedling with piecesof art that this
areaimposesare used too frequently and that they
areunduly preferred by schools, museums, and ar-
tistic education centres. The author considers the
proportionsof thisfield of artistic activitiesasex-
cessiveinreationtotheremaining potentia of art.

Quoting Read hewritesthat realism, naturalism
and impressionism shareanimitativeattitudeto the
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outer world, to natureand its phenomena. Realism
usually requires of theartist (and of the child) that
they become subordinateto the subject which then
contrastheir mental activity directingal their atten-
tiontotheddailed observation of itsdf. Theresultis
mereregistration, description of what can beseen.
T. Marciniak does not arguewith theabovetheses
but noticesthat such imitativeactivitiesareone-sid-
ed, based on algorithms, they activate only conver-
gent thinking. Such art usually takesinto account
only limited number of the interpretations that a
painted object or person can suggest, for example
portraits and landscapes. Theexternal appearance
isonly apart of thesuperficial covering of anobject
or person, devoid of everything that the covering
hides. Consequently themost important layer isthe
subject layer: content and story. According to
T. Marcdiniak—it does not constituteasufficientin-
sight intothe process of cregtion, becauseit neglects
thequestion of form, hidden meanings, overlaying
senses (T. Marciniak 1989, 1989 a, T. Rudowski
1994).

The second area of themodd of artistic educa-
tion concernstheprocess of constructing forms. It
refersto theprind plesof Russian-Soviet construc-
tivists (A. Rodtshenko, W. Tatlin), to Bauhaus, to
the works of abstractionists (W. Kadinski,
K. Mdewicz, W. Strzeminski, H. Strozewski) and
R. Arnhem sworks being acompilation of spatial
constructions, plane and relief-like arrangements
madefromvarious materias. Fromthepoint of view
of artistic education such akind of art helpsto acti-
vatepupil’simagination, hisor her intdllect, develop
theartisticlanguage, but most of al it ignitesdiver-
gent thinking based on heuristic activities. Addition-
alyit stimulates sensitivity to colour, facture, types
of lines and shapes, divergent rhythms and compo-
sitions. In Marciniak’ sopinionthistypeof artistic
activity should beintroducedinto al level s of edu-
cation together with tasks of graded complexity. A
useful sourcedf information conoerning thisissuewill
be Stefan Koscidecki’ sbook, entitled Thecontem-
porary conception of artistic education (1975).

Thethird areaconcerns expression as ameans
of displaying emotions, presenting theinner sdlf and
ischaracterised by colour contrasts, deformation of
form, uneasy outlines, simplified form, andit isrep-
resented by: V. Gogh, E. Munch, S.I. Witkiewicz,
e Greco. This areais subordinate to the specific
worldthat servesasaninspiration. Thelawsof per-
spective, theagreement of anatomy and colour with
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reality are secondary totheartist’s sensations. The
landscapesin the paintingshaveincrediblecolours.
Inartisticeducation thisareausualy concernslittle
children. Children expresstheir emotionsby means
of pictures presenting personsand objects, smilarly
totheway theprimitives construct their works. De-
pending on the personality of achild thework can
havedther of thetwo characters: lyrical —thenitis
ddicate, drawninathinline, itscoloursareddicate;
or dramatic—thenit ischaracterised by dynamism,
largecontrasts, strongoutlines.

In children’ sworksweoften deal with deforma-
tionsof form, lack of proportions, precision or local
colours. Some eements are exaggerated, some
merdy hinted. A popular opinion statesthat thisway
of expressing onesalf is half conscious and depen-
dent on thechild’smood. The child crestesas heor
shefeds. AccordingtoMarciniak thisway of creet-
ing releases emotions and imaginings, intuitionand
divergent thinking, openness, lively and sincerere-
actions. Numerous originals and reproductions of
expressionist, fauvist and surrealist works could
servehereaseducationa equipment. Thesamerole
can beplayed by selected films, musical composi-
tions, theatrical plays and poems.

Theteacher should stimulatethepupils imagina:
tion by suggesting such subjectsas. “ myjoyfulness’,
“happy night dream”, “ disappointment”. Owingto
thistypeof credtiveadtivitiesthereoccursintrospec-
tion—meeting one’ sown self. Asaresult thistype
of artistic endeavours may havetherapeuticinflu-
ence. Among theenthusiast of expressionwecan
enumerate: C. Freinet, W. Lam, A. Trojanowska-
Kaczmarska, H. Semenowicz, Z. Stobodzian,
(T. Marciniak 1989, 1989 a and other works).

Thefourth area of themodd is identified with
creating symboals. It refersto surrealism, fauvism,
metaphorical and metaphysical art. Thiskind of art
helpsto recognisedesires, dreams, obsessions, pho-
biasthrough manifestation, self-expression, creat-
ing symbols leading to mysteriousness. Artisticac-
tivitiestransferred from thisareato theworld of chil-
dren cause them to create symbols for their own
use, for exampleafound stick isahorse, aplaneor
amachinegun. It isworth mentioning that artistic
activitieswhich makeuse of symbols arebecoming
increasingly popular al over theworld (T. Marcin-
iak 1989 and other works).

Creative activities performed according to the
principles characteristic for thisareaprepare chil-
drentounderstanding theworks of greet artists, such
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as Jacek Mal czewski, Wiadystaw Hasior, Zbigniew
Beksicski, Franciszek Starowiejski or modernthe-
atrical plays, for example by Tadeusz Kantor or
Jyzef Szajna. Marciniak dlaimsthat wemust not let
thisgreat areaof artisticactivity become placed on
the margin of interest of schools and museums
(1989).

Marciniak suggeststhat teaching should begin
with simpleproblems, conversations, inspirations
showing that oneline, spot, shape, gesture canmean
somethingand that thei r combinations enhancemean-
ing, produce ambiguous, metaphorical, semantical-
ly open constructs.

Depending on thepupils' level and capabilities
new problems should beintroduced and they should
poseincreasingly difficult intelectual, mora, social
and artistic questions. They may begenerd slogans,
for examplepressure, alienation, equality, separa-
tion or tasksinviting metaphorical thinking, for ex-
ample“l amagrainof sand’, “1 amfire’, “TheTree
of Life” or illustrations to fragments of poetry or
music.

Theconditionsthat makethemodel
successful

Duringtheredlisation of themodd of artistic ed-
ucation spedia attentionispaidtointra-subject,in-
ter-subject andinter-institutional integration. Intra-
subject integration occurs owing to the processes
of perception and creation, balanced proportions
between crestive expression and active perception,
between acquiring knowledge and practising skills
and between devel opingintellect, gaining experience
and materialising emotionsandintuitions.

Theteaching programme should compriseall
styles and movements. For examplerealist art,
although its clarity makesit necessary for chil-
dren, should not dominate other styles and move-
ments.

Paralld tointra-subject processesthe processes
of inter-subject and inter-institutional integration
shouldaso occur during therealisation of themodd
of artisticeducation. It takes placewhen themodel
isrealised in al the areas according to the proce-
dures suggested by itscrestor. It isunimaginabl ethat
thereshould beno rd ationship between artisticed-
ucation and other fields of educationwhenthey all
put in use the same mental operations. By way of
example, the processes connected with description,
analysisandinterpretation haveaspecial placein
humanist studies. Asfar asexact sciences arecon-

Moronp i punok Ne7 — 8 (42 —43), 2008

cerned they are connected with art on theleve of
symbolicand realist thinking.

Inter-ingtitutional integrationwill & so occur when
adirect contact with art takes place, which can be
best assured by museumsand galleries.

Theverification of the model

Themodd of artistic education which has been
presented above and which has been being gradu-
alyintroduced over thelast 10 yearstill hasalarge
number of opponents, mainly becauseof habitsthat
should betransformed. Thelogic and cohesion of
themodd and theenthusiastic opinion of thepracti-
cians (methodol ogists) do not always convincethe
teacherswho assume asceptical attitude.

Theanaysisof theopinionsof artisticeducation
teachersinforms usthat thegreatest difficultiescon-
nectedwith theintroduction of themodd result from
thedeficiency of teachershaving sufficient peda-
gogic-artistic education. Thosewhose background
islimited only tothetheory of thearts or methodol-
ogy of teaching arenot apt to changetheir styles of
workingwith their students.

Becausethereappeared anatural need to verify
therightnessof thedecision of introducing and pop-
ularising Marciniak’s modd its introduction to
schools was accompanied by a research (T. Ru-
dowski 1994).

One of the elements of the research conducted
by Tomasz Rudowski was a special test—inventory
designed asahdp to examinespeific artisticabili-
ties. It was constructed in co-operation with theo-
reticiansand practicians of theartsand it comprised
tasks connected with the four areas of Tadeusz
Marciniak’smodel. In other wordsthetest reflect-
ed the content of the programme of artistic educa-
tion and upbringing consistent with thismodd.

Theresearch concerned thefollowing variables
(cbilities):

- theability to recogniseand copy certain plane
figuresand to introducealterationsin their shapes,
directionsand proportions;

- the ability to recogniseand manipul ateobjects
andimagined persons;

- theahility to createredlist and surredist works;

- the capacity for originality of imagination;

- thecapacity for originality of thinking and cre-
atingsymboals;

- theahility toanalysethed ements of anartistic
form;

- the ability to discern shade-and-light contrasts
and tracethe point of the concentration of vision.
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Additionally such dementsweremeasured asthe
preferablesystem of aesthetic-artisticvaluesand the
typeof artisticinterests. The above variables as-
signed to the four areas of the measured abilities
correspond with the four areas of the model
(T. Rudowski 1994).

Theverification of themodd was conduted within
specified demands of methodology. The research
wascarried out infiveprovinces of central Poland,
the datawas gathered from 525 persons. There-
sultsof the measurementsof theabilities acquired
by students of primary and secondary schoolsand
their teachers—inthelight of multipleregression—
enable us to state that the skills and knowledge
achieved onthesuccessivelevdsof learning devel-
op proportionally to the students' age and educa-
tion. These two kinds of activity (knowledge and
skills) hdpintegratepersondlity and facilitateitsfull
development.

Thestructureof artisticactivitiesinthefour ar-
eas of themodd isinternally compact onall levels
of education. This compactness of themodd was
estimated by meansof factor analysis. Thestructure
of themoddl isintegrated by perception and cre-
ation both trough personality and through rational
meansof artisticcommunication.

Moreover, it was found that animportant placein
artisticactivitieswastaken by both convergent and
divergent thinking. Directional researches confirmed
that artistic education should be characterised by a
combination of purpose oriented activities (acquiring
knowledgeand skills) and crestiveactivities.

Final conclusions

Themodd of artisticeducationis consistent with
the contemporary conception of upbringing through
art propagated by greatest Polish and foreign au-
thoritiesof cultureandfineart. Themodd integrates
the earlier systems of artistic education in Poland
after thell World War.

Theconception of T. Marciniak’s model, based
on L. Chwistek’s and W. Tatarkiewicz's concep-
tion of art enabled theauthor tofind abasisfor cre-
ating suchastructure of themodd that co-existing
elementscorrespond to thepossibilities of achiev-
ing cognitiveand educational aims.

Thescopeof influenceof content andforminall
of thefour areasof themodd issignificant, theoret-
ically—unlimited. Accordingtothemodd theequally
important areas of perception and creation arede-
limited by psychophysical requirements of students’
development. Within these conditionstheintegra-
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tion of the processes of perception and creation
shouldfacilitate theintegration and development of
students’ persondlitiesondl levelsof artisticeduca
tion.

Thetheoretical and empirical verification of the
model confirms the rightness of constructing the
modd. Its popularisationis only amatter of time.
Themodd is an open structureso any changesare
possibleasfar asthemain structureremainsintact.
Thecrucial reservationisthat thereremainsabal-
ance between the processes of perception and cre-
ationinthefour equally important areas of themod-
e, according totherequirements of psychophysical
development of children and young people.

Note

Characterisingthecontemporary modd of artis-
ticeducation | wouldliketo pay attentionto thefact
that themodd is connected with and supported by
important ideas of artistic education presented by
art theoretician Dr H. Hohensee-Ciszewska.

Bearinginmind thedidactic-upbringing functions
of thearts Dr Hohensee-Ciszewska suggests that
theactivities of artistic education should bedivided
intoartisticand extrarartisticones. Extra-artisticams
can include presentation of nature to the point of
creating documentary drawings. Whileperforming
such activities special attention should be paid to
thecorrect presentation of proportions, convergent
perspectiveand axonometry. Also presentinginfor-
mation decoded in schemes and signsshould bein-
dudedintheprogramme,

Asfar astherealisation of artisticaimsiscon-
cerned H. Hohensee-Ciszewska suggests present-
ingtheworld inrealist convention or any other, on
conditionthat emotiond engagement will bethemain
motive power (1988).

H. Hohensee-Ciszewskadaims that presenting
reglity in realist drawings makes no sense without
personal emotiona engagement. That iswhy inthis
areadf artistic creation painting landscapes, portraits,
thematicillustrations should betreated as spontane-
ousexpression, presantingtheauthenticway thepaint-
er perceives and experiencestheworld. Inthisman-
ner thecognitiveand emotional dementsunite,

Spontaneous expression should betreated asan
experienceresulting fromtheprocess of cregting it-
sdlf, controlling thematerial, which contributesto
thechild'sindividual development. Such crestive
activity should be accompanied by sensorial per-
ception of light, colour, shape, movement, etc., but
most of al by combining thesedementsintowholes,
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by organising and transforming space, by creating
structures out of dispersed el ements. Accordingto
H. Hohensee-Ciszewska such an attitude helpsthe
pupilsdevelop inner disciplineand imagination for
varioussituations, specifiedvisonsand their mate-
rial representations. Shefindsthe contemporary ar-
tistic education, based onthetraditional understand-
ing of thearts (that is drawing, painting, sculpting,
manufacturing of decorative d ements) insufficient,
too narrow, so sheproposesthat it should bebroad-
enadtoall humanactivity intermsof “ reflection”. In
her opinion “reflection” should bethe main motive
power of art which, inturn, influencing artisticedu-
cation, enabling the student to ook criticaly at par-

ticipationin culture, should beastrengthening factor
for the innate ability of artistic perception and it
should givedegper meaningsto artisticworks, inte-
grate human cognition and emational participation
inactsof creation. Finally theidea of “reflection”
should behdpful ininforming what the artistic cul-
tureis, howitisrelated to the process of creation,
how acreative concept comes into being through
themeans of artisticexpressionand how it didinthe
past. According to the above conception cregtive
activity should beexploitedinforming attitudesto
theartistic value of works, artistic skillsand hard
work over fashioning one's own character (com.
1982 and 1988).

Ounecs JIwbameHko, kaHoudam nedazo2ivnux Hayk, ooyeum Incmumymy ¢inonoeii

Kuiscvroeo nayionanvruoeo yHigepcumemy
imeni Tapaca lllesuenka

HABYAHHA PEITPOAYKTHUBHOI'O TA
IHTEPIIPETAIIIMHOI'O TEKCTOTBOPEHHSI
Y BULLIOMY HABYAJIBHOMY 3AKJIAAI

Y emammi npedcmasneno meopemuxo-memooono2iuni 3acadu HAGUAHHs peNPOOYKMUGHUX
ma inmepnpemayitiHux ¢popm OisIbHOCMIE YKPATHOMOBHUX CHYOEHMI8 UISXOM NoOYO006U IiH2800U-
oaxmuunux cmpameziti. AGmop npononye makxmuxku mekCmomeopeHHs 8i0N08IOHO 00 UOI8 MOG-

JIeHHEBOT OIANbHOCMI.

IlocranoBka npobJsemu. IIpoekTyBaHHs MeTu
HABYaHHA YKPAiHCBKOI MOBH Y BHIIIOMY HABYAIEHOMY
3aKIai 0OYMOBIIOETHCS HEOOXITHICTIO OBOJOIHHS
BCiMa BH/IaMH MOBJICHHS. aymiFOBAHHSM, AiaJIOTIIHIM
Ta MOHOJIOTIYHHUM TIPOIYKYBaHHSIM TEKCTY; YATAHHIM.
AKTyaJIbHUM JUTS CTYICHTIB, SIKi BUBJQIIM YKPATHCHKY
MOBY B CepeIHiii 3arajlbHOOCBITHIHN IITKOJTI, € TAKOYK BHB-
YeHHS1 MOBHUX SIBHII HE JIMIIIE 3 METOI0 IPAKTHIHOTO
BUKOPHCTAHHS y TIOBCSKICHHOMY JKHUTTI, aJie ¥ IS Ha-
KOIIMYEHHSI MOBHHX Ta MOBJICHHEBHX 3HAHB, YMiHb Ta
HaBIYOK y TpodeciiHiii cepi. TekcToBO-KOMYHIKATHB-
HY JISUTBHICTB SIK METy HaBYaHHS yKPaiHCHKOi MOBH,
MOXXHA pO3IILIATH 3aJIEKHO BiJI MipH IIPOSIBY CyO' EKTHIB-
HOT'O B TEKCTOTBOPEHHI: SIK pETIPOAYKTHBHY ab0 iHTep-
nperamiiiay. [TonepeHEO0I0 YMOBOIO CTBOPESHHSI TaKO-
IO TEKCTy € aKTyaJl3allis Te3aypycy Ta JOCBiTy MOB-
JIeHHS B IIEBHiH curyartii. [IpupomHa MoBa BUCTYTIa€ B
POJTi OCHOBHOI Ha PiBHi SIK 3BHYAHHOTO CITUIKYBAHHS, TAK
1 IPOIYKyBaHHS HABIAIBHOTO TeKCTy. OCKIIBKU CYO-
cTparerii pO3yMiHHS y CTyIEHTCHKOMY BiIli BXe 3ac-
BOEHI JI0 aBTOMATH3MYy, TO OCHOBHI 3YCHJUTSI CTYJICHTA
CIPSIMOBAHI Ha peati3allilo cTpaTerii TisuIbHOCTi — BU-
pOOIIeHHS 3B’ SI3HOTO TEKCTY.

© O. JIrob6amrenko, 2008

MeTor penpoayKTHBHOTO TEKCTOTBOPEHHS
P. Bapt Bu3HAYMB “THIT TEKCTIB JJIS1 YHTAHHS , OC-
HOBHUM aKIICHTOM SKHX € B3a€MO3B’S[30K BHCJIOB-
JIFOBaHb, KPUTEPIi AeTepMiHamii i TP IIHHHO-HACITI IKO-
BUii 3B"5130K [1, 415]. BoHu po3paxoBaHi Ha BiATBO-
PEHHS Ta aHalli3, TOMY € TeKCTaMH PEIPOIYKTHBHO-
TO THITy B KOMYHIKaTHBHIH cuTyallii, oOMexeHii Ha-
BYAJILHOIO ayTUTOPi€I0. 3a3BUYail TEKCTH PETIPOYK-
THBHOTO XapakTepy 3alHIIaloTh CTYICHTIB Oaiimy-
KUMH IIOAO TpeaMeTy MoBieHHs. OTHaK 3araib-
HOBIJIOMHUM € METOJMYHUIN MPUHIIHII, SIKUH 3a0e3Ie-
9ye MPOXYKTUBHICTH TBOPUOi IisUTBHOCTI, 3abe3rre-
9ye CIiBBITHOIICHHS MiXK HABYTLHOIO 1H(OpMAITi€ro
Ta 0COOMCTUM CTaBJICHHAM JI0 Hei Cy0’ €KTa HaB4aH-
Hs1. BiH Mae minmii HaOip MexaHi3MiB pearyBaHHs Ha
MOBJICHHEBY CHUTYaIil0, SIKi TO3BOJISIOTH O0OMpaTH
HoMy Ti IiSUTBHIIII CTpATeTil, 0 BiAIOBiaI0Th HOTro
CTaBJICHHIO JI0 IpeMETy BUBUCHHS. [IpiopHTeTHICTD
TaKTHK 3yMOBIIOETHCS BKIIOUEHHAM HACTPOIB i I10-
YYTTiB, SKi BUKIHMKA€ TEKCTOBHI cmuci. Kommen-
carfiifHi cyocTpaterii BimirparoTh BaXKIINBY POJIb CaMe
IIPH CTBOPEHHI TEKCTY, IKNH BUKIIMKAE OCOOJMBE,
eMOIIiiTHO 3a0apBieHE CTaBICHHA, a TAKOX Y TOMY
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