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The purpose of the study is to identify a set of factors forming the imaginative thinking of a designer, necessary
for generating a significant number of project proposals and argumentation of different options for the implementation
of design objects; to find out the mechanisms of selection and application of images and symbols implemented in
projects. Research methods. For an in — depth study of the factors forming the imaginative thinking of a designer the
methods of analysis and synthesis, comparison and abstraction were applied, which made it possible to distinguish the
essential components of all influence factors and identify the specific features of their interaction. Scientific novelty.
The research for the first time established an objective and coherent picture of the conditions and requirements for the
design activities of graphic design specialists, understanding the specifics of creating images in the designer’s minds in
accordance with existing factors and found the presence of a synergistic effect of the interaction of various factors that
affect the effectiveness and productivity of the designer’s work. Conclusions. Formation and development of artistic
and imaginative thinking of designers is one of the most important tasks of a higher professional school, for the solution
of which it is necessary to develop new pedagogical technologies, based on the most significant achievements of the
complex of sciences: pedagogy, psychology, philosophy, modern information, printing and packaging technologies. For
the effective formation, development of artistic and figurative thinking of a designer it is necessary to use the structural
and integrated approach and ensure the integrated impact of all factors found in the study.

Keywords: artistic and image thinking of a designer; consciousness of a designer; factors of influence.

Introduction

The study of the mechanisms for creating images, the peculiarities of ”manipulating” in consciousness of
their complex systems has a methodological significance, since the intellectual image forms the main content
of the mental. According to S. Rubinstein, “the world of images is an essential component of the inner world
of a human, the result of his individual experience of obtaining and transforming information” (Rubinstein
2002, p. 23). Only by studying the nature of the conscious image, which contains the mind and the sensation,
the essence and existence of the internal and external, individual and social,one can ensure the integrity of the
design of visual communications that makes up the domain of the graphic designer’s work.

The relevance of the proposed publication’s theme is due to the ever — increasing spread of graphic design
as a profession and the need for a clear understanding of all factors that influence the formation of imaginative
thinking of a graphic design specialist. The study of the genesis of the formation and development of figurative
thinking is of great importance for understanding the determinants of the professional development of
designers, its general logic and concrete ways of realization. The imaginative thinking is an essential element
in all human activities without exception, no matter how abstract and developed they are. However, the content
of mental images, the conditions for their creation, their operation in the process of mastering specific and
diverse activities are significantly changing, since the image functions in thinking not by itself, but in the
complex structure of this activity it performs special functions — planning, predicting, correcting, providing
not only the perception of the given, but also the creation of a new — unknown previously or not existing at all.

In the process of clarification of the factors shaping the imaginative thinking of a graphic designer, the
following works became fundamental: V. Abyzova “Theory of development of architectural and building
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systems” (2009), where the factors of development of architectural objects are elucidated in detail; T. Bozhko
“Methodical bases for improvement of the design of graphic design products” (2011), where the factors
influencing the formation of properties of design objects in graphic design are systematically considered;
O. Chuieva “Design and Artistic Instruments for the Design of Modern Consumer Packaging” (2014), which
reveals and comprehensively presents the factors that influence the formation of packaging products. Of
particular importance are the works of specialists in the psychological sphere: S. Rubinstein’s “Fundamentals of
general psychology” (2002), O. Avramenko’s “Psychological features of the professional memory of designers
formation” (1997), S. Volkova’s “Principles and mechanisms of creation in nature and human creativity”
(2004).

The nature of the issues associated with the definition of professional requirements for graphic designers
was considered by specialists in many branches of scientific knowledge — psychological, sociological, cultural
and other. However, such problems were solved either separately, or in the context of narrowly defined aspects
studied by each of the authors. At the same time, the greatest degree of coverage in scientific literary sources
was received not only by the factors themselves, but also by the requirements imposed by socio-cultural,
techno-economic, aesthetic and psychological factors. In the context of the above studies, these factors could
be considered as the functions of each of the design objects, design concepts, such as demands or production
technologies, etc. On the basis of comparison of the problems considered in the works of a wide range of
authors, and their adaptation to the context of the proposed research, the authors synthesized the factors and
systematized them.

The purpose of the article

The purpose of the study is to identify a set of factors of forming imaginative thinking, which is a very
important point in the process of formation and fruitful functioning of specialists in graphic design, taking
into account that the designer in the process of development should generate a significant number of project
proposals, analyze their compliance with the wishes of the customer, argue their proposed options realization
of objects of designing; argue the use of certain images and symbols and, conversely, argue avoiding those
images and symbols that are inappropriate, but the customer like them, which is unsuccessful in terms of
design, which must be rejected by the designer with the appropriate argument, with reference to the relevant
design factors.

Presentation of the main material

In a study by T. Bozhko (2011) it is proved that the design represents a kind of system — building activity,
aimed at establishing connections between all factors influencing the design results. The result of the work
has become the allocation of such groups of factors as socio-cultural, aesthetic, psychological, communicative
(functional), ideological, technical and economic.

The need to highlight and complex the representation of socio-cultural factors is due to the interconnection
between communications, created by designers for mass distribution in the environment, and culture and demands
of society itself. Comprehensive justification of this connection was provided by A. Mol, who emphasized the
importance of the information exchange processes as a self — sufficient social function of a society (Mol 1966, p.28).

Socio-cultural factors include: the socio-economic status and the level of requests of different layers of the
population, its existing and prospective needs and possibilities, requirements and expectations of the addressees
in relation to the nature of visual appeals; socio-demographic structure and related stereotypes and rituals of
ethnic and national cultures; the level of education and the degree of familiarity with the content contexts of art
works of different historical periods for their comparison and appraisal in visual communications; legislative
base and legal acts on conducting advertising activity and protection of identification marks; the needs of
society in predictive information about future culture models; fashion and changing the tastes and needs of
consumers.

The existence of factors in this group is due to the constant correlation of the results of design with the culture
of consumption. At the same time, the culture itself is closely connected to the already existing myths, stereotypes,
and cultural symbols that develop and nourish it, through constant updating and additing. According to M. Kahan
(1965), the emergence and development of applied artistic activities, which include graphic design, extend the
boundaries of perception of reality, through the use of art for reflecting not so much the objective existence of
things as the world of human representations and interests, tangent to its practical life and spiritual directions.
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I. Rozenson (2008) refers to the sociocultural factors also the existence of rituals that establish a system
of values in the society: from the spiritual to the commonplace. Rites are considered in connection with
household items, which are considered as material or symbolic carriers of style and lifestyle. The graphic
representation of rituals, representations and interests through visual symbols, along with variations in their
content contexts, can change the stereotyped attitudes and behavior of a wide range of people, build or destroy
previously established stereotypes, change the perceptions of causal relationships in archetypal structures of
the subconscious, form new worldviews myths and styles of life, state “fashionable” models of mass culture,
etc. Therefore, imaginative designer — graphic thinking should use existing rituals, transform them and modify
them in relation to the needs and requirements of the design situation.

Socio-cultural factors are of particular relevance in the design of advertising appeals, which are clearly
focused on the system of values and preferences of a particular social group. Their design represents the
cultural and spiritual needs of the society to receive information about the prospects of development and
possible models of future culture in a conditional generalized form; they are considered as the ability of visual
communications to substitute existing historical and cultural features and traditions, to adapt and transform
them in accordance with new living conditions.

The connection of socio-cultural factors with the existing and prospective needs of the population forces
to take into account the aesthetic tastes of certain regions, ethnic groups and even historical periods, the
influence of fashion on changing consumers’ needs. The consideration of needs, in turn, is closely linked to
the state of the consumer market, the need to ensure commercial success in the implementation of products.
Consequently, socio-cultural factors, closely related to marketing, include the study of the consumer market
and innovative proposals on it, feedback from consumers to producers (designers).

Among the socio-cultural factors, the level of legal protection of intellectual property objects, including
works of art and design projects, becomes relevant. Its appearance is due to the fierce competition between
producers of goods and services, which are forced to fight for the formation of interest and loyal attitude of
consumers to their own goods and services due to the constant updating of advertising appeals, packaging and
souvenir — graphic products.

Aesthetic factors include: stylistic characteristics of art works of various historical periods and aesthetic
characteristics of the information environment. The development of trends and styles of art determines the key
characteristics of figurative expressiveness and aesthetics of information, which is becoming widespread in the
information environment, their conformity to the conditions of system reproduction. At the same time, aesthetic
factors are largely due to the development of the cultural and spiritual needs of the society.

Aesthetic factors represent the central element of the artistic design overall system, because it is through
them the contradictions between the general objectivity of the harmony of the world and the continuity of its
scientific and technological changes are resolved (Kovreshnikova, 2009, p. 43). They are so related to all other
groupings of factors, to what extent aesthetic views are a reflection of the systems of values established and
accepted by society in certain historical periods (Kovieshnikova, 2009, p. 47).

Considering the question of self — sufficient aesthetic integrity of design works, Yu. Legenkyi (2000)
sees aesthetic factors in spreading the traditions of elitism, hermetic style — making, as well as the tendencies
of self — affirmation in the culture of the XXI century. due to the development of a new aesthetic reality.
The scientist emphasizes the impossibility of avoiding cultural creativity, but notices the existence of various
degrees of its manifestation.

Psychological factors are closely related to the abilities of human consciousness to perceive and process
information. According to G. Golitsyn (1990), representatives of many branches of modern science consider the
evolution as the development of new levels of information management. The conditions of this process are the
ability of memory to select the most integral information groups from the environment and fix them in consciousness.
In these processes, both short — term and long — term memory are involved (Golitsyn, 1990, p.18). The short — term is
aimed at accelerated analysis of elements and the allocation of their distinct entity, and operates at tens of a fraction
of a second. Its velocity instantaneously rises and increases significantly if the perception bodies receive information
not about the varied, individualized and distinguished elements, but the information whose elements are related to
each other and form an integral structure (Golitsyn, 1990, p. 111).

According to B. Sukhotin (1983), the volumes of this memory are small (approximately 5—8 units in the form
of visual images, words or sounds), that is why it is expedient to use generalized discrete units of perception. Our
consciousness, like the PIM, analyzes the characteristics of the elements and the stability of their connections,
passing the received information to the next type of memory — operative, which has more volumes, but works in an
inert mode, in comparison with the short — term memory, from which the most essential information characteristics
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are removed and transferred to the main information store — a long — term memory, which is fixed in the form
of certain content units — icons. Scientists from various fields of art studies, design (Danylenko 1999, p. 23)
and psychology (Avramenko, 1997) adhere to common views on the ability of consciousness to relate words or
images, fixed with the help of icons with a certain object, idea or phenomenon of the material world, and establish
a stable emotional attitude towards them.

0. Avramenko (1997) considers the process of information perception as a set of symbolic — operator and
space — time components, and its fixation in consciousness — as the level of generalization and allocation of
the most significant features. The activity of their perception depends on the speed and amount of repetitions,
which form the “rhythms of broadcasting” (Harris, 2001).T. Krasko (2002) and O. Pavlovska (2003) emphasize
the need for repeated variable repetition of selected and minimized content coding elements in the processes of
perception and providing an attention to visual communications.

Such properties of human consciousness and mechanisms of perception were corrected and perfected for ages.
The evolutionary way of their formation was carried out through rational forms of preservation and codification of
information embodied and produced in works of art and fixed through image thinking (Golitsyn and Petrov, 1990, p. 124).
According to O. Avramenko (1997), the images formed in the mind of the designer are always multilayered (both
genetically and functionally), that enables the person to cover and reproduce simultaneously several content contexts,
moving them into the world of symbolic meanings, deliberately manipulating signs, symbols, words.

At the same time, perception and reproduction of information is not limited to general — psychological
properties of consciousness. This process is much more complicated and dependent on the individual
psychological characteristics of each individual, based on the system of living values and preferences. R. Harris
(2001) draws attention to the emotional motivation of creation and perception of information, namely: shock,
fear, drama; humor, heat, irony; excitement, admiration; misunderstanding, discontent, curiosity. R. Harris
(2001) argues that the conformity, amplification and hyperbolization of the visual form of consolidation of
the content of communicative treatment leads to its synergistic effect, a significant increase in the influence of
advertising and graphic products. I. Rozenson (2008) with the reference to Ye.Tabachnik and L.Klimova builds
the resistance of advertising appeals to the systems of interaction, in which consumers are introduced by the
nature of professional activities: man — man; man — technician; man — sign systems. Such interaction of a system
and a person, according to psychologists, by 98 percent is a guarantee the certain psych type formation, with the
predicted nature of behavior and actions.

The listing below is not exhaustive. According to G. Pocheptsev (2003), the information influence in
a densely filled environment is possible in the event of an unexpected and unpredicted application of carefully
considered approaches, which leads to an unceasing search for new bases of consumer segmentation.
Consequently, we will refer to psychological factors: psychological mechanisms of perception and processing of
information, conditions for their activation and allocation of objects from the environment, self — improvement
and constant improvement of the educational level of a specialist in graphic design, the innovation of such
principles and the correspondence of the content of visual communications (hereinafter VC).

The graphic designer must constantly develop his own imaginative thinking and increase the image stock in
the process of his practical activity, as well as research and analytical activities. The essence of practical activity
is to find solutions to the problems that arise; Each order is a particular challenge that the designer accepts
and wins when he finds the ones that will be the most successful among a huge number of solutions (images,
imagerries, techniques); At the same time, the designer picks up a lot of familiar images and studies new ones
(the same with techniques and styles). The research and analytical activity of graphic designer is probably
one of the most important factors in the formation of imaginative thinking and growth of graphic designer as
a specialist. A graphic designer is a broad spectrum specialist who requires knowledge not only in the field of
art,history of art, graphics, design itself, but also in the areas of information technology, history, marketing,
cultural studies, mathematics and many others; the wider the horizons and the intellectual level of the graphic
designer’s development are, the more successful the concept proposed by him will be. Also, the designer every
day monitors examples of created design objects of other designers in their field and beyond (because the styles
and certain design decisions are interwoven in different areas of design); the designer investigates these design
objects, analyzes them, “divide into compartments” looks for strengths and weaknesses, examines where this
design object is implemented or will be implemented and, accordingly, accumulates the styles, skills, images,
symbols and etc., which, in his opinion, may be necessary in his further practical activity.

In its turn, self — activity of the individual is realized through self — education, self — development,
communication and direct human activity. Education helps to reduce the impact of the environment and other
factors on the socialization of the person, gives it a humanistic character.
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Another important factor in the development of person as a personality is communication — the
universal form of personality activity (along with knowledge, work and play), which manifests itself in the
establishment and development of contact between people, in the formation of interpersonal relationships.
The development of personality is impossible outside of human society. On this basis, a person who has
an active social interaction is more developed socially, mentally and in other ways. Accordingly, the
communication of persons with different personalities having different interests and violations of various
topics in the process of communication, promotes intellectual development and, consequently, increases
the supply of images and symbols for operation. Also, different acquaintanceship by interests promote the
attendance of certain institutions, events that promote development.

The worildview factors include the public image of the designer in relation to the information
presented in a visual form. K. Danilov (1999, p. 96) considers such factors as the form of collective
consciousness, respect for alternative ideological foundations and confessions, and the ability to compare
their own inquiries and actions with social norms.

V. Sydorenko (1984) distinguishes among such factors “aesthetic self — reflection of the designer”, which is
considered as the ability to ensure the unity of objective expediency and subjective — value experience. It
is a sign of qualitative changes in the requirements for each of the design products, environment, material
culture, the indirect relationship between designer and society. This factor is based on the intelligence of
the designer, his ability to analyze and verbal formulation of the nature of the tasks, the combination of
spatial and formal — symbolic thinking (Krylov, 1998; Sydorenko, 1984; Tasalov, 1991). It provides for
a constant comparison of everyday and individualized points of view, the existence of their own worldview
and public position, the willingness to repeatedly defend and prove their own opinion. Worldview factors
embody the ability to hold in the field of view a significant number of ideas simultaneously and compare
them, reaching a qualitatively new level of synthesis (Danilov, 1999, p. 29).

Communicative factors are manifested in reducing the amount of time for the courses of processing
and perception of information and decision — making, in the constant growth of requirements for the
accuracy of reproduction of the content and the convenience of its perception. These include the increase
in the range of products of graphic design, noted in the studies of V. Danylenko (1999), V. Liesniak
(2009), T. Bozhko (2011), I. Rozenson (2008), which is confirmed by the appearance of titles: city —
lights, banners, silk — takers, mobils, T — danglers, dispensers, etc. The reasons for distributing the list
of products are seen in the search for the new forms of communication that can attract attention in an
overloaded information environment. Hence, there is an assumption that there will be no reduction in
the quantity of such products. Instead, the possibility of providing new functions in the design results,
replacing the properties of some other products, combining them, linking them, and isolating ones indicate
the tendencies to increase, which implementation will rely on specialists in graphic design.

Communicative factors also include the unification of the GD specialists’ activities, through the
planning of information on the carriers, with the already defined volumetric — spatial structure. Hence,
the competence of graphic designers began to include super — compositions in architectural buildings of
residential, social, cultural and industrial purposes, the development of theoretical views on the properties
of formal graphic compositions of applied designation.

The increase in the product range is also actively promoted by the growth of the production of hardware
designed for a specific leisure activity — electronic games, as well as the need to develop graphics based
on new technologies for them, taking into account its nature and terms of technical reproduction.

Studying the dynamics of the visual representation of information in society, the scientist of Cultural
Studies O. Pushonkova (2006) draws attention to the fact that today the cult of words is replaced by an
infinite kaleidoscope of altered images, and “Gutenberg’s book civilization”, directly related to logical
thinking, consistently yields to the place of “civilization of vision”. The researcher notes that as a result
of the “visualization of culture” the importance of technical ways of presenting information that plays
the role of certain “language codes”, as well as their weighed and deliberate use, is constantly increasing.
Technical and economic factors concern the interaction of technical means, materials and technologies
in the creation of visual communications. Such interaction requires the selection of several substantive
aspects.

In the first of these, “technology” is considered as “a set of devices and means of work”, which are
used in industrial production and distribution of products. In the second one — as “a set of professional
techniques, materials and technologies used to ensure individualization and achievement of the degree of
expressiveness in works of art” (Bertin, 1981).
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Due to the significant development of technical means at the end of the 20th centuryand at the beginning of
the 21st century it is necessary to divide the second content component into a “set of professional techniques,
materials and technologies™ that are used directly by the designer and depend on his individual technical
and graphic skill, and a set of professional techniques and technologies working with modern technological
means — PCs, with the help of special software, adapted to the requirements of the printing and printing —
production industry.

Investigating the technical and economic factors, scientists from VNIITE (Soloviev, Sydorenko,
Kuzmychev, 1983, p.74) argue that artistic understanding of technology can be the foundation of the future
design image. M. Kagan (1965) also believes that such image can be realized both in individual products and
in their mass quantity, not from the realm of artistic creativity, but from the technological possibilities of production
and the properties of materials. Technique and technological achievements of mankind are considered by them
as means that unite and determine the interaction of aesthetic, psychological and communicative factors.

The value of technical and economic factors also extends to the production — economic conditions and
the problems of constructive product solutions. The above problems are closely connected with the need for
rational and economical use of materials, with the ability to foresee the reducing the number of technological
operations in industrial production. They also include the introduction of the latest information technologies
and techniques, the rapid pace of updating the means of production, increasing the number of information and
information flows. The greatest value of this group become factors in the design of packaging, where experts
from DG have the task to create a synergistic whole image of product presentation by providing structural
cohesion and graphic solutions. Note that the unity of the congregation provides concise imagemaking means:
materials, manufacturing operations and their consolidation in imaginative qualities of the volume of — spatial
structure, the interaction of constructive and graphical solution which is necessary for the association of
consumer properties of goods.

The generalization of the factors influencing the formation of imaginative thinking of a specialist in
graphic design is presented below (Table 1).

Table. 1. Factors influencing the formation of imaginative thinking of specialists in graphic design.

I

— Economic status of the development of society and the level of social requests, systems of values and
preferences of different layers of the population;

— Social and demographic structure of the population; the level of education and the degree of familiarity
with the content contexts of works of art of different historical periods for their comparison and appraisal in
objects of visual communications;

— Requirements and expectations of target designers;

— Common stereotypes of ethnic and national culture and rituals established in it;

— Fixing rituals in the material yabo of the knowledge carriers;

— Standards, behavior patterns and consumer requests;

— Legislative base and regulations on advertising activities and identification marks protection;

— Commercial success in selling products;

— The state of the consumer market and innovative proposals on it;

— Feedback from consumers to producers (designers);

— Social and spiritual needs of the society in the prognostic information about possible models of future
culture; historical and cultural features and traditions; fashion and changing the tastes and needs of consumers.

R

— Aesthetic characteristics of the architectural and informational environment, as well as stylistic
characteristics of art objects of different historical periods;

— The integrity of the composition and succession of its components; the correspondence of all elements
of visual communications to the general stylistic characteristics of graphic works, image expressiveness and
aesthetics of information; systematic reproduction of aesthetic expressiveness;

— Emotional and cost characteristics of works of art.
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IR

— Communication graphic design with different branches of knowledge; integrated nature of activity;
— Project concepts, formed in design activities;
— The author’s attitude to the information, expressed by means of graphic facilities.

conomic

— Interaction of technical means, materials and technologies;

—The use of “technology” as a “set of devices and means of work” and as a set of professional techniques
to ensure individualization and achievement of the degree of expressiveness in projects;

— Introduction of new information technologies;

— Production and economic conditions of constructive decision and production of projects.

IR

— Conformity of technical means and technologies with artistic and aesthetic needs;
— Distribution of the list and volume of objects of graphic design;
— Reducing the amount of time in the processes of creating and perceiving visual communications.

— Ability of human consciousness to processing and dissemination of information; accelerating the
analysis and allocation of objects from the environment and the connection of elements of information in
a coherent structure with essential general or specific and individualized qualities;

— Principles of segmentation of consumers information by psychotypes, innovativeness of such principles
and correspondence.

Imaginative designer’s thinking differs from imaginary thinking representatives of other creative
professions primarily by visual character. Designer thinking, most often, focuses on the presentation of new
objects that he or she designs and creates in his or her imagination. The designer has to manipulate mentally the
shape and placement of objects created in accordance with the laws of harmony, beauty, dynamics or statics,
contrast or nuances. In solving these creative tasks, the specialist embodies his ideas in visual graphic images.

The specificity of designer thinking, according to A. A. Pankovskaya, is the ability to capture the images
appearing in the minds in graphic images into design objects, as well as their aesthetic comprehension.
In this regard, Yu. Leghenkyi notes: “Designing is a process that is more of a conceptualization of the
image ... but if the designer does not provide graphic attachment to this idea in the forms of things, then the
idea, in fact, will not be a project. The form and compositional — structural organization of objects, embodied
through a consciously selected system of graphic means, is perceived as a sign fixation of reality and embodies
the epicenter of figurative practice” (Lehenky, 2000, p. 379). We have an opportunity to continue the opinion
of the author and to assert that this form represents the epicenter of not only figurative practice, but the very
essence of the information and communication structures’ design, since the provision of functional properties
of graphic design products involves the use of the widest possible range of graphic tools, techniques and
technologies to provide individualization in the information presentation.

In addition, the study of the interaction conditions between all the above — examined factors of influence,
gives grounds to assert the presence of a synergistic effect of the interaction of various factors that ensure
the efficiency and performance of the designer. The scientific proof of such a statement probability is the
correspondence to the two essential conditions of the synergistic effect. First, the cumulative impact of all the
above — examined factors gives the designer an opportunity to react to changes in the tendencies of presentation
of visual communications in the information environment actively and creatively, to predict the public reaction
to the proposed objects of designing and to make changes that enhance and activate the feedback between
providers and consumers of information. Secondly, the complex influence of all factors determined by the
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factors’ research gives the designer an ability not only of creation design images, but also of their critical —
analytical perception, the retention of the created images in the system of general visual culture with the
maintenance of its rules and the constant expansion of the spectrum of project tools.

In the study, for the first time, a detailed review and structuring of each of the factors to establish an
objective and coherent picture on the conditions and requirements for design activities of graphic design
specialistswas carried out, information on the specificity of creating images in the mind of the designer
according to the existing factors was collected. Also, for the first time, the presence of a synergistic effect of the
interaction of the various factors that ensure the efficiency and productivity of the designer’s work is revealed.

Conclusions

It has been established that socio-cultural environment and designer are mutually supportive and mutually
stimulate the continuous growth of information culture of information providing. Determining the specificity
of artistic imaginative thinking of designers, we must assert that the figurative thinking of designers is not only
artistic, because in the project activity the designer has to solve artistic tasks in a complex with technical and
utilitarian tasks. Thus, the designer’s thinking is synthetic, holistic and multifaceted. For an effective formation
and development of artistic imaginative thinking, a designer needs a comprehensive approach.

Prospects for further research the author sees in the future highliting the specifics of professional training
of graphic designers and the development of new pedagogical technologies, which would be based on the most
significant achievements of the complex of such sciences as Pedagogy, Psychology, Philosophy.
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YUNHHUKHU ®OPMYBAHHS | Boxxko Tersaa OnexcanapiHa'?,
OBPA3ZHOI'O MUCJIEHHS | Topaiituyk SIpocnas FOpiiioBuu®,
TPAOIYHOI'O I[PI3AFIHEPA 'Kanouoam mucmeymeosnascmsa, 0oyeHm;
2Acucmenm, *Kuigcokutl nayionansnuil ynisepcumem
xynemypu i mucmeyms, Kuis, Yxpaina

Mera ociipKeHHS — BUSIBUTH CYKYTTHICTh YHHHHUKIB ()OPMYBaHHS 00pa3HOTO MUCICHHS Au3aiHepa, HeOOXiTHUX IS
TeHepYBAaHHS 3HAYHOI KUIBKICTh MPOCKTHUX MPOTO3HUIII Ta apryMeHTaIlii Pi3HUX BapiaHTIB yTUICHHS 00’ €KTIB MPOCKTYBaHHS;
3’sICyBaTH MEXaHi3MH BiIOOpYy ¥ 3aCTOCYBaHHS peajli30oBaHMX B MPOEKTax 00pa3iB Ta CHMBOJIB. METOAM TOCIiIKCHHS.
Jl1s mornmuOIeHoro OCiKEHHST YMHHUKIB (pOpMYyBaHHsS 00pa3HOTO MHCIICHHS JH3aifHepa 3aCTOCOBAHO METOIM aHAI3y
W cuHTE3Y, MOPIBHIHHS 1 adCTparyBaHHsl, IO Jaj0 3MOTY BUJIUIMTH CYTHICHI CKJIQJIHUKH KO)KHOTO i3 YMHHHUKIB BIUIUBY Ta
BUSIBUTH crienndivHi pucy ixHboi B3aemoii. HaykoBa HoBH3HA. Y J0CHiPKEHH] BIIEpIIE BCTAHOBJIEHO 00’ €KTHBHY H LITICHY
KapTUHY I10/I0 YMOB I BUMOT JIO TIPOEKTHOT AisUTbHOCTI (haxiBIIiB i3 TpadiqHOrO AN3aliHy, OCMUCICHO crelupiKy CTBOPSHHS
o0pa3iB y cBifoMOCTi Ju3aiiHepa BiANOBIIHO /10 ICHYIOUMX YMHHUKIB Ta BUSBICHO HAABHICTH CHHEPrigHOTO e(eKTy
B3a€EMO/II] Pi3HOXapaKTePHUX YNHHUKIB, IKi BIUTHBAIOTH HA €()EKTUBHICTH i MPOAYKTUBHICTH POOOTH qu3aiiHepa. BucHOBKH.
dopMyBaHHs i PO3BHTOK XYJIOXKHBO — OOPA3HOrO0 MHUCJICHHS AW3aifHEpiB € OXHUM i3 HaWBaXIIMBIIIMX 3aBIaHb BHIIOL
npo¢eciitHOl 1IKOHN, A1 BUPILICHHS K0T HEOOXiJHO PO3pOOMTH HOBI MEAAroriyHi TEXHOIIOTI], 10 0a3yI0ThCs Ha HAHOIIbII
3HAYMMHMX JOCSTHEHHSX KOMIUIEKCY HayK: Mearoriky, ncuxosorii, ¢pinocodii, cydacHnx iHpopMauiiHux, nomirpapiganx
Ta MaKyBaJIbHUX TeXHOIOTiH. [l epexTuBHOTO POpMYBaHHS i PO3BUTKY XYI0’KHEO-00pa3HOT0 MUCIICHHS JU3aiiHepa Tpeda
BHUKOPHCTOBYBATH CTPYKTYPHO-KOMIUIEKCHUH MiX1 Ta 3a0€3MeuyBaTH iHTEeTPOBAHNH BIUIMB YCIX BUSBICHUX Y JOCTIKEHH1
YUHHUKIB.

Kniouogi cnosa: XynoxxHb0-00pa3He MUCIICHHS AU3aiiHepa; CBIIOMICTb IPOCKTYBAIbHUKA; YAHHUKH BILTHBY.

DAKTOPHBI ®OPMUPOBAHMUSA | bokko Tarbsina AjekcaHapoBHa'?,
OBPA3HOT'O MBIIIJIEHUS | Topneitayk SApocnas IOppepmy™
IT'PAONYECKOI'O IM3AUHEPA | 'Kanouoam uckyccmeosedenus, doyenm,; *Accucmenm,
AKuesckuii HAYUOHATLHBIIL YHUBEPCUMEm
Kymomypul u uckycems, Kues, Yxpauna

Llens wuccnenoBaHuss — BBISBUTH COBOKYIHOCTH (hakTOpoB (hOpMHpOBaHMS OOpa3HOTO MBINUICHHS JH3aiHepa,
HEOOXOMMBIX JUISl TeHEPUPOBAHUS 3HAYUTEIBHOTO KOJIMUECTBA MIPOESKTHBIX MPEUIOKEHHI U apryMEHTALN Pa3HBIX BapHAHTOB
BOIUTOLICHHUS O0OBEKTOB MPOEKTHPOBAHUS, BBIICHUTH MEXaHU3MbI OTOOpa M MPUMEHEHUS OTOOPAHHBIX IS BOIUIOIICHHS.
IMosicHuTh MEXaHU3MBI 0TOOpPA U MCHOIBb30BAHNS PEATN30BAHBIX B IPOEKTaX 00PAa30B M CUMBOJIOB. METObI HCCIIEI0BAHUS.
J1s yrmyOneHHoro mcciaenoBaHust (akTopoB (GpOpMHPOBAHHS OOPA3HOTO MBIIUICHUS AW3alfHEPa MCIIONB30BAHBI METOJBI
aHaAIIN3a ¥ CHHTE3a, CPABHEHUS M a0CTparupoBaHus, KOTOPBIE I BO3MOXXHOCTD BBIJIEINTD CYIIECTBEHHbIE COCTABIISIONINE
KOK10ro 3 (akTopoB BIMSHUS M ONPENEIUTh cHeluduyYeckue uepTsl HMX B3auMmozeiictBus. Hayunas HoBH3Ha.
B wuccnenoBanuu BriepBble YCTAHOBICHO OOBEKTHBHYIO M LEJIOCTHYIO KapTHHY OTHOCHTENBHO YCIOBMH M TpeOOBaHMIA
K TIPOCKTHOM JIESITEIbHOCTH CHEIMAINCTOB IpauecKoro Jiu3aifHa, 0CMBICICHO CTIeNU(UKY co3qaHusl 00pa3oB B COZHAHUU
JM3aifHepa B COOTBETCTBUH C CYIIECTBYIOINUMH (paKTOpaMy U BBISBICHO HANMYNE CHHEPTUUECKOTO e(heKTa B3anMOICHCTBHS
Pa3HOXapaKTEPHBIX (HAKTOPOB, KOTOPHIE BIUSIOT HA 3()(PEKTHBHOCTh M IMPOAYKTHBHOCTH PabOTHI qu3aiiHepa. BhIBOIbI.
@opMupoBaHUE 1 Pa3BUTHE XYJI0XKECTBEHHOOOPA3HOTO MBIIIICHHUS TU3aiiHEPOB SIBISETCS OTHON M3 HAauOOJIee BayKHBIX 3a]a4d
BBICIIEH MPO(ECCHOHATBPHOMN IIKOMBI, ISl PEIICHNs] KOTOPOH HEOOXOIMMBI pa3padOTKH HOBBIX MEAarornuecKUX TEXHOJOTHH,
Oasupyromuecs Ha HauOojiee 3HAYMTEIBHBIX JIOCTH)KCHHUSX KOMIUIEKCA HayK: IIEIarOTHKH, INCHXOJIOTWH, (uiocoduy,
COBPEMEHHBIX MH()OPMAIIMOHHBIX, MOJIUTPAQUUIECKUX M YHNaKOBOYHBIX TexHosorui. s sddexrrBHOrO hopmupoBaHus
U Pa3BUTHA XyH0XKECTBEHHO-OOPA3HOTO MBIIUICHUS AW3aifHepa Hag0 MCIOIb30BaTh CTPYKTYPHO-KOMITIEKCHBIH IOIXO[
n o0ecreunBaTh HHTETPHPOBAHOE BIMSHHIE BCEX BBISBICHHBIX B UCCIIEIOBAHUN (DAKTOPOB.

Knrouegvie cnosa: XynoxecTBEHHO-00pa3HOE MBIIITICHHE IU3aiHEPa; CO3HAHNE TPOCKTHPOBIINKA; (PAaKTOPHI BIMSHHS.
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