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teachers is a shaping methodical means and the basis for the studying of their piano performance culture. The mature
state of future Music teachers’ performing culture means the achievement of the high level of the performance skills,
music and aesthetic, professional and creative, special and spiritual development of their personality. The piano perfor-
mance culture is considered as an integral personal quality, which is characterized by the mature state of general and
special culture knowledge in the area of piano performance, as well as piano performance skills of the successful reali-
zation of artistic and pedagogical activity. It has been concluded that the structure of future Music teachers’ piano per-
formance culture consists of the following components: axiological, cognitive and linguistic, artistic and mental, activi-
ty and practical. The axiological component defines the conceptual essence of the piano performance activity and is
characterized by its coherence with the system of special and personal values. Cognitive and linguistic component can
be described by the maturity of professional and special music and interpretation knowledge acquired in the process of
studying, understanding the conceptual and linguistic structure of piano compositions. Artistic and mental component is
characterized by the individual and worldview potential of a student, and is manifested in professional personal orienta-
tion, the creation and understanding of the prospects of piano performance culture formation. Activity and practical

component reflects the mechanisms of the acquisition of the piano performance culture.
Keywords: music culture, performance culture, piano performance culture, future Music teacher, axiological com-
ponent, cognitive and linguistic component, artistic and mental component, activity and practical component.
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ARTISTIC AND SEMIOTIC COMPETENCE OF FUTURE
MUSIC TEACHERS AS AN ISSUE OF MUSIC PEDAGOGY

The paper is focused on the issue of forming artistic and semiotic competence of a music teacher in the context of
music pedagogy. The main lines of research on this issue in contemporary music pedagogy have been determined. Spe-
cific qualities of music teacher’s semiotic competence have been considered.
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Problem statement. Semiotic competence is one of
the main bases for human functioning in the society, for
one’s social and cultural activities, which provides suc-
cessful use of senses and symbolic information, know-
ledge, collective and individual experience. In musical
and artistic activities, semiotic competence acquires spe-
cial meaning and status as long as music as an art form
uses a certain semiotic system. This very system embo-
dies and reveals artistically imaginative meaning.

A music teacher of a comprehensive school is “im-
mersed” in the truest sense of the word in the flow of
various musical signs and meanings. Every lesson he/she
faces the necessity of verbal explanation of the content of
music that is heard or performed. One of the main tasks of
a musician-pedagogue is to develop students’ “... need
and ability for “conscious perception” of music in order to
“lead” them consistently from surface to deeper under-
standing of the intention of works” [9, p. 2-3]. For this
reason, the use of the variety of semiotic system related to
musical art and musical language will facilitate music
teacher’s own understanding of music and help him/her
teach its conscious perception, which is the required qual-
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ity of a future musician-pedagogue and determinant for
his/her successful professional activities.

Review of recent researches and publications. De-
spite the fact that music teacher’s understanding of semi-
otic systems (not only in music) is important, the issue of
semiotic competence in contemporary music pedagogy is
still at the initial developmental stage.

In fact, some aspects of this issue were discussed in
the first half of the 20™ century (pedagogical conceptions
of L. Vygotskiy, P. Blonskiy, D. Kabalevskiy; basic prin-
ciples of educating, artistic and educational work of
B. Yavorskiy, B. Asafyev, N. Vetlugina, N. Grodzens-
kaya, O. Apraksina, K. Portugalov). In the recent decades,
interest in semiotic competence and sign interpretative
actions of a music teacher has significantly increased: the
number of thesis researches, reports and scientific papers
is constantly growing.

The aim of the paper is to determine the main
trends of research on musical pedagogy in terms of music
teacher’s semiotic competence and investigate some of its
specific qualities.




Major content. It has become obvious these days
that in any branch of human activity the understanding of
semiotic systems and symbolism of objects and cultural
phenomena is a necessary component of productivity and
usefulness of this activity. For this very reason, semiotic
competence is defined as “... key, transprofessional com-
petence of a modern human, which includes a system of
capabilities; cognitive and knowledge operations; value,
motivational and semantic attitudes of a personality,
which provide adaptation in the modern society, effective
communication in a great number of semantic contexts,
efficient work with information and knowledge in educa-
tional activities” [2, p. 75]. This definition of the pheno-
menon under study demonstrates its complex nature and
complicated structure that covers a great number of men-
tal and intellectual processes of human activities. Moreo-
ver, the above mentioned definition emphasizes versatility
of the semiotic competence as long as it affects a variety
of aspects of human life: cognitive and professional activ-
ities; value, motivational and communicative contexts of
these activities and even personality’s social adjustment.

In music teacher’s work, his/her semiotic compe-
tence can be manifested in two ways: a) as a part of didac-
tic activity; b) as a basis for the teacher’s own musical
consciousness. In the first case, the high-priority task is
manifested, which is to influence pupils with the aim of
introducing sign properties of musical and acoustic forms
to them, preparing for comprehending perception and
reflexive understanding of the content of music composi-
tions. It also involves one of the foremost pedagogical
aims — to develop pupils’ need for conscious perception
of music.

On the other hand, music teacher’s qualification is
determined by the quality of knowledge, abilities and
skills, which make it possible for him/her to be familiar
with the semiotic system of musical art (particularly with
the elements and principles of musical language), to apply
this knowledge in the teaching process as a means of
explaining and understanding the music content.

For this very reason, music teacher’s semiotic com-
petence is often considered as a technological component
of musician-pedagogue’s professional competence. “Se-
miotic competence of a teacher in artistic and pedagogical
activities makes a synthesis of symbolic generalizations
and semantic ties between them, which are the basis for
teacher’s pedagogical technology as well as the ability for
understanding semantic context of communication. Peda-
gogical technology involves wide use of signs-copies —
graphic modules that convey similarity with real-life
objects; signs-descriptors associated with denoted objects
as a consequence with its reasons; signs-symbols as ab-
stract images of significant ethic, spiritual and metaphoric
content”, notes Ye. Kurolenko [4, p. 3].

In similar arguments, it is referred to using symbolic
structures in music teacher’s work as a pedagogical means
or method aimed at the achieving of a certain goal — con-
scious perception of music. The study of semiotic compe-
tence as a professional quality of a musician-pedagogue
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from such a point of view is reasonable as long as in eve-
ryday work he/she faces “problems of translating” music
content and meaning into verbal structures in order to tell
pupils “what the heard music means and what it is about”.
It is also obvious that teacher’s conscious attitude to the
main “instrument” of communication with pupils — verbal
speech — is reasonable. The teacher should choose verbal
means and other signs that should be used in a certain
case consciously and skillfully. In one case, it is compari-
son with an object or phenomenon, in the second one — it
is emphasizing an attribute of music content, in the third
one — applying more neutral images-concepts for explain-
ing spiritual and philosophic content of a music piece, etc.

In any case, music teachers need conscious know-
ledge on signs used in musical art and the ones he/she
uses when explaining pieces of music. For example, there
is the need for classifying the signs used by teachers as
the means of explaining the music content. It is also ne-
cessary to be aware of different levels of learning signs by
students: subject (denotatum), grammatical (concept),
connotative (situational context).

Consideration of the structural properties of a sign in
the relation to the specificity of musical language and
speech is a subject of a number of contemporary musico-
logical researches; however, very few authors are inter-
ested in semiotic aspects of music pedagogy [9; 10].

Denotatum in logics and semantics is a thing or a
phenomenon denoted by a certain name (concept). In
music and art, denotatum is “... a variety of properties
and relations reflected in sensually specific, emotionally
coloured images-notions” [9, p. 4].

Grammatical level is usually understood as “... a gene-
ralized abstract linguistic meaning peculiar to a number of
words, word forms, syntactic constructions, which have their
regular (standard) expression in a language” [5, p. 116].

Connotative level is traditionally defined as “... a com-
ponent that complements objective and notional (denotative)
as well as grammatical content of a linguistic unit and pro-
vides it with the expressive function on the basis of informa-
tion related to empirical, cultural and historical, worldview
knowledge of people speaking a certain language; emotional
and axiological attitude to the denoted or stylistic levels
characterizing communication conditions; the sphere of
linguistic activities, social relations of communication partic-
ipants, its form, etc.” [5, p. 236].

In S. Shyp’s opinion, connotative level is most of all
connected with the personality of a musician-pedagogue
as long as it is derived directly from symbolic form, but
“thought up” to the basic meaning due to the fact that this
symbolic thing is associated in person’s consciousness
with some other signs or texts, speech situations, human
personality, historical events, ideas, etc. In other words,
connotative meaning is more often developed due to the
context [9, p. 7].

The concept of the context considered by S. Shyp in
relation to connotative levels of signs used in verbal
speech is directly related to the main characteristics of
music teachers’ semiotic competence. It includes teach-




er’s knowledge on the information and semiotic field of
certain culture, his/her individual artistic experience,
motivation for self-improvement by means of creative
experience and activities, knowing the variety of artistic
culture, capability for independent and creative selection
of signs and symbols of culture in the pedagogical
process. All these characteristic are essential in forming
future music teacher’s semiotic competence; each of them
is related to personal motivation and axiological orienta-
tions of a musician-pedagogue.

In order to use the signs and symbols of artistic cul-
ture properly, it is necessary to have deep knowledge of
this culture. Moreover, for a music teacher this knowledge
should exceed the limits of musical art itself. Provided
that the teacher is familiar with the world of literature,
poetry, painting and theatre, he/she is able to use verbal
language completely and properly when explaining the
meaning of a music piece, i.e. in the process of its inter-
pretation aimed at understanding (if we use hermeneutic
terminology).

Thus, the concept of the context, in our opinion, is
one of the main in the structure of semiotic competence of
a musician-pedagogue as long as it denotes the informa-
tion field that forms individually personal level of his/her
expertise. And in this regard, it is reasonable to refer to
the remark of S. Shyp about the fact that the problem of
misunderstanding a music text if often determined by “...
insufficient cultural competency, i.e. qualitatively poor
verbal, artistic and life experience, which prevents from
recognizing and understanding connotative meanings of
linguistic signs” [9, p. 10].

The attitude to a piece of music as to a symbolic
structure (text) and awareness of the need for its under-
standing in the process of training determined academic
interest of music pedagogy in the ideas of music herme-
neutics and its application in teaching practice [3; 6; 9].
Basing on the basic ideas and principles of classical her-
meneutics, which were formed as methodological basis
for the theory of understanding in the European humani-
ties knowledge (F. Shleiermacher, V. Dilthey, M. Hei-
degger, G. Gaddamer), contemporary researchers offer
their own explanations of interpretation art under condi-
tions of teaching music.

For example, S. Malkin [6] associates the effective-
ness of hermeneutic approach in music pedagogy with
frequently arising difficulties of explaining artistic im-
agery and the content of contemporary composers’ music
pieces that are different from classical music. Assuming
that the key concepts of hermeneutics are the concepts of
meaning and language of a text, the author determines the
central problem of musical and pedagogical interpretation
as follows: proper correlation between personal expe-
rience and the levels of semiotic competence of a teacher
and students in the teaching process. “Pedagogical inter-
pretation is, probably, the most complicated and multi-
sided form of musical interpretation. A music teacher
faces quite a challenging task to not only understand and
use music material, but to convey it to pupils in two as-
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pects — as an unchanged authentic work and as a specially
prepared interpreted in a many-sided way training re-
source corresponding to the training and personal charac-
teristics of students both in terms interpretation level and
orientation of the interpretation”, notes S. Malkin [6, p.
4]. Basic principle of solving this problem involves, in S.
Malkin and other researchers’ opinion, the development
of the above mentioned “information field”, which forms
semantic and content-related context of teacher’s orienta-
tion in semiotic systems of contemporary music.

The process of hermeneutic work on music (explaining)
involves three stages: learning the subject of explanation
(musical note text), pre-understanding (initial idea about a
piece of music) and interpretation (explanation aimed at
understanding the meaning). Consequently, a musician-
pedagogue should have three necessary qualities correspond-
ing to these three stages: the ability to “read” musical sym-
bols, which is particularly important for explaining contem-
porary music as long as its notation differs greatly from the
classical one; knowledge of musical (and artistic in general)
culture, its signs, symbols, which determines pre-
understanding of a music piece; command of the verbal
language, which makes it possible to explain the content of
music at verbal and notional level (i.e. to carry out the
process of musical and pedagogical interpretation).

One more problem field of contemporary music pe-
dagogy, which is directly connected with music teacher’s
semiotic competence, is covered in the researches consi-
dering pedagogical capacity of a symbol in terms of inter-
preting musical images [1; 8]. Despite the fact that sym-
bolic means have become a regular practice of artistic
didactics, their didactic potential has not been sufficiently
theoretically developed. At the same time, some pedago-
gues write that “... vivacity, external expressiveness of
symbols is easily perceived by the child’s psyche, pro-
vides opportunities for experiencing generalized meaning
that is implied, and makes them multifunctional means of
pedagogical interaction...” [8, p. 2]. For example,
A. Bondarev points out at the fact that the method of
verbal interpretation is based on a symbolic image, which
makes it possible to carry out “...multi-sided consideration
of a music image” [1, p. 5]. In pedagogical interpretation,
using symbolic images, in the author’s opinion, facilitates
students’ creative understanding of musical imagery.

In the thesis by G. Manasova [8], for example, the
effectiveness of using the symbols in the educational
process is discussed, and a number of conditions provid-
ing its effectiveness are proposed. There are two the most
influential: “the teacher has axiological perception of the
world, which is the basis for his/her mental activity on
creating mew symbols; the teacher has comprehensive
understanding of approaches to symbols classification,
chooses and uses various types of symbolic means that
correspond to the approaches and are the most appropriate
in a certain training situation” [8, p. 5].

Such understanding corresponds to classical philo-
sophic foundation of the development of pedagogical
opportunities of a symbol as long as symbols are one of




the forms of human consciousness. M. Mamardashvili
considers symbols as specific manifestations of life of
consciousness: “First of all, symbol for us is not just re-
lated to thoroughness of consciousness, but it is the thing
that corresponds really and materially to something defi-
nite in the content of consciousness” [7, p. 159]. In our
opinion, this point of view is of great importance as long
as it contains a useful methodological attitude: the use of
symbols always influences consciousness, extracting
unaffected personal experience (life, artistic, etc.). In this
case, the process of its understanding facilitated by sym-
bols is an “instrument” that forms and “creates” con-
sciousness of both the teacher and students.

Summarizing the above mentioned arguments, the
author has drawn the following conclusions:

1. Semiotic competence of a future music teacher
should be considered in contemporary music pedagogy as
the most important component of teacher’s qualification.
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XYA0KHbO-CEMIOTUYHA KOMIIETEHTHICTh MAMBYTHIX
YUYUTEJIB MY3UKH AK ITIPOBJIEMA MY3UYHOI IEJIATOT'TKH

Mertolo cTaTTi € BU3HAYCHHS MOHATTS CEMIOTHYHOI KOMIIETEHTHOCTI Mail0yTHHOTO BUMTENSI MY3UKH, a TAKOXK OC-
HOBHHX HANPSAMKIB JOCITIIXKSHHS Li€l BIACTHBOCTI 0cOOMCTOCTI BUnTeNsl. CTBEPIKYEThCS, IO BYUTEIh MY3HKH HOBU-
HEH BOJIOJITH LIMPOKHM IOJEM 3HAKOBHX 3aC00iB My3MYHOTO MHCTELTBA, TOOTO — MOBOI MY3HKHU. [7THOOKe 3HaHHS
MY3U4YHO! MOBH JI03BOJISIE MY3HKaHTOBI-TIEAarory IOBHOLIHHO PO3YMITH HaWCKIamHinry My3uky. CeMioTHYHI 3HaHHS
NOTPiOHI BYUTEIIO TAKOXK JJIA TOTO, 1100 TOMOMOITH YYHSAM CHPHUMATH Ta PO3YyMITH MY3HKY. TakuM 4YHHOM, CEMIOTH-
YHa KOMIIETEHTHICTh — HEOOXiZHA SKICTh MaOYTHHOTO BUMTEII MY3HKH. Bif mi€l SKOCTI 3aIeKUTh YCIHIIIHICTh HOTO
npodeciitaoi misumpHOCTI. CeMiOTHYHA KOMIIETEHTHICTh ABIIsIE COOOI0 MITICHY sKicTh. BoHa BKIFOUae B ceOe psal HABH-
YOK, 3HaHb Ta BMiHb, SIKI JJO3BOJISIIOTH OPI€HTYBATHCS B 3HAKOBiM cHcTeMi My3uuHOi MOBH. Lli HaBWYKM, 3HAHHS Ta
BMIHHSI MIOTPiOHI BYMTEIIO K «IHCTPYMEHT» PO3’SICHEHHS YUHSIM OOpa3HOr0 3MICTY CKJIAQJAHUX TBOPIB MY3HYHOT'O MHC-
TenTBa. ABTOP TaK0oK pOOUTH BUCHOBOK PO T€, L0 MY3WYHO-TIEIaroOTiuHI TOCIiKEHH po0ieMu GopMyBaHHS ceMi-
OTMYHOT KOMITETCHTHOCTI JOIIJILHO PO3BHBATH B TPHOX HAIpPSIMKAX: B PYC]i T'€PMEHEBTHYHOTO MiAXOIY, PO3POOKH
MEaroriyHOro MOTEHINAy CHMBOJIB y MPOIECi HABYAHHS, & TAKOX CITiBBIIHECEHHS TEOPil 3HAKOBUX CHCTEM 31 CIICIIH-
(ikor0 MY3MYHOI MOBH i, BIIMTOBIIHO, CEMIOTUYHUX MiJCTaB My3u4HOI meaaroriku. Cepen crienudiuHuX SKOCTEH ceMi-
OTHYHOI KOMIICTEHTHOCTI BUUTEIS MY3WUKH HAHOUIBII iCTOTHHMH €: a) BMIHHA «YUTAaTH» 3HAKA HOTHOTO TEKCTY; O)
HasBHICTH 0COOMCTOTO XYIOKHBOTO (CIyXOBOTO, 30pOBOr0, BHKOHABCHKOT'0) JIOCBiY, IO AO3BOJISIE CKIIaaTH MOMEpe-
ITHE YSBJICHHS PO MY3UYHUH TBIip; B) OpieHTAIlis B cpepi 3HAKIB i CHMBOIIIB XyH0KHBOI KYJIBTYPH, IO A€ MOXKIIUBICTh
«Iepepo3yMITH» CEHC, BiTOOpaXCHUH B MY3HYHHX 3HAKaX; T') BUCOKHU PiBeHb BepOaIIbHOI MOBH, SIKHI MOXe 3a0e3Ie-
YUTH 8JIeKBaTHE CIIOBECHO-TIOHATIHHE PO3’ICHEHHS CMHUCITY Ta 3MICTY My3HYHOT'O TBODY.

Kntouogi cnosa: 31aK, CUMBOJI, CEMIOTHYHA KOMIIETCHTHICTh, My3UYHa MOBA, CHPHUUHATTS MY3UKH, NIeJaroriqyHii
npotiec.

Cyny llendgeii,

acnupanm Kageopvl My3bIKAIbHO20 UCKYCCMEA U XOpeocpaguil,

TOoicnoyxpanckuil nayuonanvHulll nedazocuyeckuil ynusepcumem umenu K. J[. Yuuncroeo,
ya. @oumanckas oopoea, 4, e. Odecca, Yxkpauna

XYAOKECTBEHHO-CEMUOTHYECKAS KOMIIETEHTHOCTD BY AYIIUX

YUUTEJIEU MY3bIKN KAK ITPOBJIEMA MY3bIKAJIBHOU NEJAT'OT'HKHA
Llenp maHHOW CTAThU — OMPEJEIHUTH MOHITHE CEMUOTHYECKON KOMIIETEHTHOCTU OYIyIEro y4uTeNss My3bIKH, Ha-
METUTh OCHOBHBIE HAIIPaBJIEHUS HUCCIEAOBAHUS 3TOTO CBOMCTBA JIMYHOCTH YUYUTENS. Y TBEPKIAETCS, UTO YUUTEIb MY-
3BIKH JIOJDKEH BJIAJIETh OOIIUPHBIM TOJIEM 3HAKOBBIX CPEJCTB MY3BIKAIILHOTO MCKYCCTBA, TO €CTh — SI3BIKOM MY3bIKH.
I'mybokoe 3HaHWE MY3BIKAIBLHOTO SI3bIKA TIO3BOJISIET MY3BIKAHTY-TIEAArory IMOJHOIEHHO MOHWMATh CaMYIO CIIOXKHYIO
My3bIKy. CeMHOTHYECCKIE 3HAHUS HYXKHBI YUIUTEII0 TAKXKe I TOTO, YTOOBI IOMOYb YYCHHKAM BOCIPUHHMATH U TOHH-
MaTh MY3bIKy. TakuM 00pa3oM, CEMHOTHYECKAsE KOMIIETCHTHOCTh — HE00X0IUMOE KauyeCTBO OYAYIIEro YUIUTEINs MYy3bI-
ku. OT 3TOr0 KayecTBa 3aBHCUT YCHEITHOCTH €ro MPO(ecCHOHANBHON AesaTenbHOCTH. CeMHOTHYECKasi KOMIIETCHTHOCTh
mpeacTaBisieT co0oil menocTHoe kadecTBo. OHO BKIFOYACT B ceOsl psill HABBIKOB, 3HAHUN W YMEHUA, KOTOPBIC TO3BOJISI-
IOT OPUEHTUPOBATHCS B 3HAKOBOM CHCTEME MY3BIKAJIBHOTO SI3bIKA. DTU HABBIKM, 3HAHUS U YMEHHUS HY>KHbBI YUUTEIIO KaK
«HHCTPYMEHT» Pa3bsICHEHUS] YUYCHUKAM OOPa3HOTO COJCPKAHUS CIOXKHBIX MPOU3BEICHUN MY3BIKaJbHOTO HCKYCCTBA.
ABTOp TaK)Xe JeJaeT BBIBOJ O TOM, YTO MY3BIKAJILHO-TIEArOTHYECKUE HUCCIIEeIOBAaHUS MPOoOIeMbl (HOpMHUPOBAHHS Ce-
MHOTHYECKON KOMIIETEHTHOCTH IEJIeCO00Pa3HO pa3BUBaTh B TPEX HAMPABJICHHUIX: B PYCJIe TEPMEHEBTHUECKOTO MOIXO0-
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lNedaeoeika — lNedazozuka — Pedagogy

I1a, pa3pabOTKH IeIarornieckoro MoTeHIMajla CHMBOJIOB B Iporiecce 00ydeHHs, a TaKKe COOTHECCHHS TEOPUH 3HAKO-
BBIX CHCTEM CO CHEIHM(HUKON MY3BIKaJHHOTO SI3BIKA M, COOTBETCTBEHHO, CEMHOTHYECKUX OCHOBAHUAX MY3BIKAIBHOM
nemaroruku. Cpenn cnenu(UYecKnx Ka4ecTB CEMHOTHYECKOW KOMIIETEHTHOCTH YUWTEINs MY3BIKH HambOollee CyIIecT-
BEHHBIC CYTh: a) YMCHUE «UUTATh» 3HAKK HOTHOTO TEKCTa; 0) HAJIMYHE JTHYHOTO XYH0KECTBCHHOTO (CIIYXOBOTO, 3pH-
TEJIBHOTO, UCTIOTHUTENBCKOT0) OMBITA, MO3BOJISIONIETO COCTABNIATH MPeIBAPUTENIbHOE MPEACTABIEHUE O MY3bIKaJbHOM
MPOU3BEICHUY, B) OPUCHTALUSA B cepe 3HAKOB M CHUMBOJIOB XYyJIOKECCTBEHHOW KYJIbTYpBI, Jarolias BO3MOKHOCTh
«IPEANOHUMATE)» CMBICI, 3alleyaTIeHHbIM B MY3bIKaJbHBIX 3HAKaX; T') BRICOKUN ypOBEHb BepOajdbHOU peur, KOTOPHIH
MOKET 00ECIEeUUTh aJICKBATHOE CIIOBCCHO-TIOHITUIHHOE PAa3bsICHEHUE CMBICIA U COJACPIKAHMS MYy3bIKaJIbHOTO MPOU3BE-
TICHHSL.

Kntroueevie cnosa: 3HaK, CHMBOI, CEMHOTHYECKAsi KOMIICTCHTHOCTD, MY3BIKAIBHBIA S3BIK, BOCIIPHATHE MY3BIKH,
NeJarornyeckuil mpouecc.

Peyensenm: 0. mucmeymeosnascmsa, npog.. C. B. [llun
Iooano do pedaxyii 09.06.2016

VJIK: 611.718: [61-057.875-055.2]-071.3
Koncmanmun Anamonvesuu byzaeeckuil,
KaHOuOam mMeOUyuUHCKUX Hayk, ooyeHm kaghedpvl pusuyeckou peabunumayuu u 300p06bs,
Knaccuueckuu Ilpusamnviii Ynugepcumem,
ya. Kykoeckozo 70-0, 2. 3anopooicve, Ypauna

AHATOMUYECKHUE 1 MOP®OJIOI'MYECKHUE OCOBEHHOCTH
TA3A B COMATOTHIAX I10 K/TACCHOPUKAIIMHA K. TAHHEPA
Y CTYJEHTOK CHEIMAJIBHOU MEJNITUHCKOMU I'PYIIIIbI

B cmamve npedcmagienvt pezynvmamul uccnedoganus, NOCESUEHHbIE GbISIGICHUIO AHAMOMUYECKUX U MOporouye-
CKUX 0CODeHHOCmell KOCMHO20 masa degyuiek-cmyoenmok I Kkypca cneyuanbHou MeOUuyuHcKou Spynnsl MEOUYUHCKO20 VHU-
sepcumema. Llenvio ucciedosanust 6uL10 Onpedeunt 0COGEHHOCHIU PA3MEPOS, CPOEHUS U UMEIOWUXCS. USMEHEHUL masa, a
maxaice psioa aHmpoONnoOMOMPULECKUX U MOPPOIOSULECKUX UHOEKCHBIX 3HAYEHUL 8 NOJO0GLIX COMAMOMUNAX Y CHYOEeHMOK,
coenacho xknaccuguxayuu Jpic. Tannepa. [annvle, nonyuennvle @ pe3yibmame aHmponoMempuu, NebeUOMempUuL U onpeoe-
JIeHUs1 3HAYEHUTl CNeYUATIbHBIX UHOEKCO8, YKAZbIBAIOM HA UMEIOWUECS. AHAMOMUYECKUE, MOPPONIOSUUECKUe U (DYHKYUOHATb-
Hble UBMEHEHUsI CO CIOPOHbI KOCHHO20 MA3d, 8 OCHOBHOM 6 6Ude yeenudeHust 00au yskux masos, ¢ -1l cmenensimu cyorce-
Hust. Tlonyuennvie danHbie c6UOCMENCMEYIOM 0 NAMOIOSUHECKUX NPOYECCax CO CMOPOHbL PenpoOYKMUGHOU CUCIEMbL Y
CMYOeHMOK OaHHOU CREYUATbHOU MEOUYUHCKOU 2PYnnbl.

Krouesvie cnosa: comamomunbvt, mas, aHmponoMempusi, NEb8UOMEMpPUs, MOPQHOIOSUHECKUEe UHOEKCbl, CHYOeHMKU

IMocranoBKka npodjaeMbl. 3M0pOBBE — ATO MpodIie-
Ma He TOJIbKO MEAMIIMHCKas, HO W COLHUaJIbHO-
nefgarorndeckas. MOHHUTOPUHT M3YyY€HHUS COCTOSHUS
YPOBHS 3[IOPOBBS JEBYIIEK-CTYJEHTOK B CHCTEME yMpaB-
JIEHUS] KAa4eCTBOM 00pa30BaHUs SIBISIETCS OJTHOM U3 aKTYy-
aNBHBIX MPOOJIEM B COBPEMEHHOM Mearornieckoil Hayke
[4, 11]. Ota npobnema sIBISIETCSI BAXKHON COCTABIISOIIEH
y4e0HO-BOCITUTATEIIFHOTO TIPOIIecca U HANPSAMYIO CBs3a-
Ha C KOJIMYECTBOM CTyIeHTOB B BVY3ax, mx cmocoOHO-
CTBIO K yu€Oe, BRIOJIHEHUIO MPO(PECCHOHATBHBIX U COITHU-
aNBHBIX (YHKIHUH, K TIPOIECCY CTAOMIEHOCTH B JCSITEh-
HOCTH y4eOHBIX 3aBEeIEHHI Pa3HOTO YPOBHA M MPOGIIIL
[4, 11]. BonmbIIMHCTBO COBPEMEHHBIX JEBYIIIEK, B 0COOCH-
HOCTH CTYIEHTOK, B FOHOIIECKOM W TEPBOM PEMPOIYK-
THBHOM BO3pacTe HCIBITHIBAIOT HAa ceOe¢ BIUSHHUE 3HAYH-
TENbHBIX (DU3MUECKUX W TICHXOAIMOIMOHAIBHBIX HATpy-
30K, CBSI3aHHBIX C JIe3aJaNTalell B MEPHOJ MEPBHIX JIET
oOyueHust B coBpeMeHHbIX BY3ax [2, 4, 11]. IlosTomy
aKTyaJbHBIM SIBIIICTCS HCCIICIOBAHUE 3I0POBBS CTYICH-
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TOK KaK Ba)XKHOTO 3BEHa IEJarorM4eckoro mporecca U
0c000# COLMAJIBHOW IPYMIBI C BHICOKUM PUCKOM (YHK-
[IHOHAJIBHBIX HapyIIeHHH opranusma [2, 4, 11, 19].

OcoObIii MHTEpEC TPECTABISIET KOMIIJIEKCHOE H3Y-
YEHHUE aHAaTOMO-aHTPOIIOJIOTHYECKHX M Mopdosoruye-
CKHX TOKa3aTesel, B YaCTHOCTH Pa3MepOB KOCTHOTO Ta3a
y JEBYIIEK IOHOUIECKOTO M MEpPBOTO PENPOAYKTHBHOTO
Bo3pacTa. Pa3BHTHIO KOCTHOTO Ta3a y [EBYIIEK 3THX
BO3PACTHBIX TPYNI TIpHAaeTcst OONbIIOE 3HAYEHHE, TaK
KaK, C OJIHOWH CTOPOHBI, €T0 CTPOCHHUE BIIMSET HA HCXOJ
POIIOB, C IPYTOi — TEMIIBI €r0 Pa3BUTHS SBISIOTCS OJHUM
13 TOKa3aTeNie TUHAMUKU MX (U3WYECKOTO M TOJIOBOTO
pasButus [5, 6, 17]. [losToMy akTyaabHBIMH, B TOM YHCIE
U C TOYKH 3PEHHs MEeNarorm4ecKoil HayKH, SBISIOTCS
HCCIIeIOBAHMS, MOCBAMIEHHBIE TpoIeccy (HOpPMUPOBAHHUS
KOCTHOTO Ta3a B 3TOM BO3pPAacTe, C YIETOM KOHCTUTYIIUH H
pacripeienieHs 1Mo TOJIOBBIM COMATOTHIIAM I10 KJIacCH-
¢ukaym J[x. Tanaepa.




