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Onnc HapYAAbLHOT JWCHHTIIIHA

Tanysb 3HaHb.
Hanpsm NIATOTOBKH,
OCBITHBO-

XapakTepHCTHKE HaBYabHOT

HalimenyBanns THCUHIUTIHA

MOKA3HHKIB SN e
keanidikauiiHmi OeHHa opMa HaBYanHs
piBeHB

Tany3b 3HaHb:
KyfIBTYpa
Hopmatuena
Hanpsim
NiAroTOBKH:
Mys3eiina cripasa Ta
OXOpOHa NnaM’ ATOK

Pik nigroToBku:

1-i
CrneuiansHicTs _

(nmpodecifine
CTIPAMYBAHHA):
Mys3eiina cripasa Ta Cemectp
OXOPOHA NaM’ SToK
ICTOpIT Ta KynbTYpH
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InauBigyansRi 3aBgaHHS
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2. MeTa Ta 3aBIaHHA HABYANLHOI JHCHHIIIHH

PedepyBasHsaM HasHBaloTh Tpolec BUIINeHHS 1 dikcauii
HalicyTTeBioi HaykoBol iHdopmauii, 1m0 MICTHTBCH B
NepBUHHOMY TEKCTOBOMY JOKyMeHTL. PesyneraTtoM ananiTHyHO-
CUHTETUYHOr0  OMpallOBAaHHA  iH(opManil €  KOMIAKTHH
BTOPHHHKI JoKkymeHT (pedepar, awotauis),  3pydYHHW mif
nojansimore 30epiraHHs 1 JOBEAEHHA [0 IUPOKOTO 3arany y
BUTTIAJI TIOBIIOMIIEHE, CTATEH, Te3, NOMOBIAEH.

HaBuuxu pedepyBaHHs DonNoMaratoTh CTYOSHTaM BUMIMX
HaBYaJILHUX 3aKNafiB AKICHO ONpaubOBYBAaTH BenHKi obcArn
HaykoBux TekctiB. Came 3 pedepatHBHONO YMTAHHA HayKOBOI
(HayxoBo-nonynspHol) NiTEpaTypu NOYMHAETBCA  HAMWCAHHA
KYPCOBMX | AHMTOMHUX POBIT.

YV wuHimew 100y iHTepHauioHanmizauii Hayku GinbmiicTs
HaykoBHMX 1 (baxoBMX BHIaHb MyOMiKYIOTBCA AHTNIACHKOK Ta
iHmmME  eBponefickkumMu  MoBamH. Tomy BMiHHA 3100yBaTH,
dikcyrarH i mnepefaBaTH piAHOK MOBOK HafBaXITUBINTY
iH(opManiro 3 IMMOMOBHIX TeKcTiB HaOyBae ocoONMBOI BarH,

Ha nigcrasi pedepary (aHoTauil) XOpUCTYBaY 3aBXKIW MOXKE
BU3HAYWTHCA, YM BapTO NOBHICTIO nepeknanaru pedepopanuil
TekeT abo HOTO YaCTHHY.

Kypc “Pedepysanns iHO3EMHWX HayKOBMX BHIaHb"
3aII04aTKOBAHMIT 3 MeTO PO3BUTKY Y CTYIEHTIB MaricTparypH
KOMNETEHIIH, HeoOXIIHUX Ans CTPYKTYpPOBAaHOTO, KOMI2KTHOTO,
y3arankHeHOTO BUKIANY 3MICTY IHIIOMOBHHX HAYKOBHX TEKCTIB.

3apgaHHa Kypcy — c(QOpMyBaTH Yy MAaricTpaHTiB HaBHYKH
3rOpTaHHA HaykoBoi iHdopmauii Ha miAcTaBi NoONEpeAHBOro
aHanizy Ta NpeJCTasNeHHts 11 Y BUIAAL yKpaiHOMOBHUX pedepaTis
abo anoTauil.

I TloTo9HWH KOHTPONE; 3alliK ]

Bumors 1o 3HaHb, YMiHb T2 HARHYOK (Nepefik
KOMIeTeHii)
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Tlepenbavaetsca, mo Ha nouartok Uil kypey “PedepyranHs
THO3EMHIX HayYKOBHX BUIaHb MariCTpaHTH BXKE 3aCBOINU OCHOBH
CHCTEMHM (neKcwKa. rpamarika, (poHeTHKa) iHO3EMHOI MOBH
(30kpema, aHriilickKol) i omaHyBany 0a30BY TEPMIHONOTIK CBOCT
ranysi HaykH.

OuiKyeTbea. 1O CTYASHT MAaricTparvpH, 3aBepUIMBIUA LeH
Kypc, Habyae (3a JOTOMOro BHKMAJAa4a) TaKHX 3HaHb, YMiHb i
HaBHYOK:

— 3HATH OCHOBHI O3Haku, QyHKLil | Knacndikauito pedeparis
(aHOTaLi#) fK XaHpY aKaZeMIYHOTO NUCEMHOTO MOBIEHHA!

— YMITM BeCTH meperna] | UinecnpsiMoBaHi TMOMYKH
notpibuol iHdopmauii B mepediry cHHTETHYHOTO (OTNAZOBOTO,
NOIYKOBOro, O3HAWOMIIOBAIBLHOTO) YHMTAaHHA (0€3 CNOBHHKA);
YMITH aHami3yBaTH 1HLIOMOBHHH HAavKOBHH TeKCT, 3IMIHCHIONOYY
aHaniTHYHE (BUBYANbLHE) YUTAHHA (31 CNOBHHUKOM );

— Oyrv noOpe oOGIZHAHUMYU 3 OCHOBHMMH BHUMOTaMH [0
Hanmucanus pedeparis (aHotauifl) Ta IXHIMH CTPYKTYpHHMH
ocobnMMBOCTAMY;

— MaTH 9iTKE YABNEHHA MpO OCHOBHI €TalH HanWcaHHA
pedepary (aHoTauii) NEpPBMHHOTO TOKYMEHTa: YMITH CKiadarH
TJIaH aHanisy qoKYMEHTa:

— 3HaTH CYTb | METOAM KOMIpecii Mmarepiany NepBHHHOTO
HNOKYMEHTA;

— YMITH 3HaXOJUTH B TEKCTI TMEPBHHHOTO JOKYMEHTa
indopmaniiini Mapkepu - cnosa it ClIOBOCTIONYYEHHS, 10 HECYTH
OCHOBHE IHQOPMAalliliHe HABAHTAKEHHA:

- YMITH BUABIATH OCHOBHY AYMKY JKepena:
- MaTH YABNEHHS IIpo BigMiHHOCTI pedepary, aHoTauii.
nepeknany;

— 3HatW OcoOMMBOCTI CTHNK pedepariB Ta aHOTAUIA;
BONOAITH CTaWjapTHUMH (opMynaMyu (Kniine), Mo RKHBATHCH
npu ix HaNHCAHHI;

— MaT{ YSBJIEHHS NP0 TUNOBI MOMUIKM THJI Hac HanHMcaHHA
pedepary Ta YMITH IX YHHKATH.
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3. Ilporpama HaAB4AILHOT JHCHHIAIHH
Kypc “PejepypaHHa I(HO3EMHWX HAyKOBMX BWIaHB I
CTYICHTIB MaricTparypH sBise cobow caMoCTIHHHHA MOIDyns, 110
CKIafjacTeCd 3 3 TeM, 3B 43aHWUX MK Cco00K 3MICTOBHMH
CKNaZIOBUMMU.
Tema 1. TlpuHuunu # meToamMka pobOTH 3 IHIIOMOBHWUMH
HAYKOBUMM TEKCTaMHU (BUIM YUTAHHA).

Tema 2. PedepyBanus iHIIOMOBHOI HaykoBOI miTeparypu.  Teat

4. CTpYKTYpa HABYAJIBHOT JHCIHILTIHH

NeNe HaiimMenyBaHus TEM . Kinpxicts rogun
n/n
Jlexn. | Ilpaxt. | CamocT.
1 IMprauunmmr #  MeTozMka 2 = =
pobotu 3 HayKOBHMH
IHIOOMOBHHMH TEKCTAMH
(BHAW THTAHHA).
2 Pedepyranna IHITOMOBHOT - 12 24
HayKOBOI MiTepaTypH.
3 AHOTYRaHRs iHLIOMOBHOT - 12 24
HAYKOBOI JliTEpaTypH.
Pazom 2 24 48

5. 3micT Kypey
Tema 1. Bugyu 4nTaHHA iHIIOMOBHOI HAYKOBOT
JdiTeparypn
OrnapoBe yuranus. — [TowykoBe yuTaHHa. — O3HaloMIIOBaNEHE
YHTAHHA. — BUBYaNEHE YHTAHHA.
Tema 2. PepepyBanHs iHINOMOBHOI HAYKOBOT JiTEpAaTYPH.
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Buznauenns Ttepminie. — OcHoeHi ¢yHkuii pedepary. —
Knacudikauis pedeparis. — ANTOPHTM HanWcaHHA pedepary, —
CrpykTypa pedepary. — Ocobmusocti cTumo pedepary.

Tema 3. AHOTYBaHHA IHILOMOBHOY HAYKOBOI JiTeparypH.

BuznaueHHs TepMiHie. — BigmirHocTi aHoTauii Bin pedepary.
— Tunu anorauiii. — Crpykrypa aHorauil. ~ OcoGnuBOCTI CTHMNO
aHoTauil.

Tema 1. Ornagose, NolIyKoBe, 03HaHOMJIOBANBLHE,
BHBYA/LHE YNTAHHA IHIIOMOBHHX TeKCTIB
BignoBigHO 10 MOCTaBNEHOTO 3aBJAaHHA DPO3PI3RAOTH TakKi

BUM YWTAHHA. i3 3arajJbHUM DPO3YMIHHSM TEMATHKM Marepiany
(0217006€); 3 METOMK TMOLIYKY KOHKpeTHO! HeoOxigHol 1HopMauii
(nowusyxoee}; 13 3arallbHAM OXOIUICHHAM OCHOBHOTO 3MICTy TEKCTY
(03rATIOMTI06GTbHE); 3 METOK [ETallbHOrO BHBYEHHA 3MICTY
TEKCTY (@nguanvre). 3a cnocobOM pPO3KPHTTS 3MIcCTy repili TpH
Hanexarb A0  CHHTETHYHOrO HWTAHHA, a BWBYANBHE — 10
aHamitugHoro. Ilim w9ac CHHTETMYHOro YHTAHHA  YWTay
30CEPEKYETHCA HA 3MICTi TEKCTY, irHOPYHOUM MOBHI TPY/IHOMLI.
ITpy aHAmMITUYHOMY YHTaHH] 3300YTTA EKCTPaldiHrBICTHHHOI
indopmanil BinbyBacThCs 3 NEBHUM aHANI30M MOBHHX (OpM.

Oras0Be UHTAHHA

Orasgose (nepernggose) wyuTawHs (skimming reading)
nepenbayac oJepKaHHS 3aranbHOTO YABIEHHA NMpPO NMepernaHyTHii
Marepias, 1po TEMaTHUKy TMHTAHL. WO PO3rNAJAlOThCS B TEKCTaX.
MeTa Takoro YWTaHHS — BH3HAYHTH, YU € B JaHOMY Marepiani
uikaa ang Bac iHdopMauig. | NPUEHATH pilleHHS mMoAo i
noaanbinoro BUB4eHHA. LIBMAKICTL OrMIA0BOTO YWTAHHA Mac
OyTi He menLue 500 3HaKiB 3a XBUIMHY.

HaBHYKH OrNggoBOro YNTEHHA PO3BMBAOTHCH TIEPEBAXKHO B
rpolieci camocCTIHHOT podOTH Hal BENUKUM 00CATOM APYKOBAHOTO
marepiany. [lix wac  nepermagy cmig 3BepTaTH VBary Ha
HaWiH(OPMATHBHIILI eIEeMEHTH TEKCTIB: BHUXIIHI JaHi, aHOTaLilo.
repefMoBY. 3arojIOBKM. IiA3aroNoBKH. IMOCTpauil, MIAMHCH 10




UTFOCTpauiif, KINO4YoBi TEPMIHN.

ITowykore 9nTaHHA

Mera wnomrykoore uuraHHs (reading for specific
information) — IMBUIKe 3HAXOMKEHHS B TeKcTi (TekcTax)
KoHKpeTHoi noTpibHoi Bam iHdopmalil (haxTiB, XapakTepHCTHK,
1AGPOBUX TAHKX TOIIO). '

N nponeci IO YKOBOTO 9UTaHHA BUAINAIOTE
NepeNTeKCTORMI, TEKCTOBHIT Ta MICNATEKCTOBWH eTanM.

Min 9ac nepedmerxcmosnzo eTany Cllijl BA3HAYWTH, U4 € B
TEKCTI Mepenik OCHOBHUX TeM (HanpuKiaz. HalpUKiHLi BCTYMy
abo nepeIMOBH).

Ilpotarom mexcmosozo etany Tpeba neperNaHyTH TEKCT i
BU3HAYUTH:

— JUTA AKO1 Kareropii YuTa4iB BiH Moxke OyTH LKaBUM i YOMY;

— AKOMY I3 3a3Ha4eHHX MUTaHb MPHUIINEHO B TEKCTI 0cobIauBY
yBary;

— AKi Miclg B TEKCTI JArOTh BLANOBI/li HA 3aPOMOHOBAHI THTAHHS;

Iichamexcmosun erar:

— 3HalgiTe y TekcTi dakTH, L0 MAalTe BiTHOWEHHA A0 BalUOl
TEMMU;
— MIIKPECNiTh Y TEKCTI BUBHAYCHHSA (BHCHOBKM).

Axmo BH 3HAAUUIN B TekcTi iHGOpMALIifo, IO BAaC LIKABHTE,

METY TIOITYKOBOTO YHTAHHA MOYKBEA BBAXKATH JOCATHYTOH.

O3HalioMMoBaNEHE YUTAHHS

HalimommpeHitmnM BUAOM HayKoBoi poboTH 3 IHIIOMOBHHMH
TEKCTAMH € O3HaHoOMJKBaJdbHe 4YWTaHHA (general reading,
reading for the main idea) — YuTaHHs 3 PO3YMIHHAM OCHOBHOIO
3MIcTy TexkcTy. Ilpenmer yBaru npH LbOMY € TEKCT y Linomy 6e3
NoTepeIHEOTO 3aRIaHHA 3HAWTH KOHKpeTHY iudopManito. Le
WIBHJKE YHTAHHA “TIpo cebe”, BHACHILOK SKOro BU Macte 3000yTH
OCHOBHY iHOpMaLIiio 3 TeKcTy, ToOTO 3'ACYBATH KONO TIHTAHb, 10
NOpPYINYIOTBCA B TEKCTI, i crocif 1x BupitmeHHs.

Jnst nocATHERHs L€l METH LiNTKOM DOCTaTHBO PO3yMiHHA 70

g

—75% ocHOBHOIO 3MicTy 3a yMoBM, fkmo pewra 23— 30% wHe
MICTHTh KITIOHOBHX TNONOXEHb, CYTTEBMX UL PO3YMIHHS 3MICTV
BCROTO TeKCTY. BakmuBow MNpu LBOMY € ONMopa Ha CchoBa-
iHTepHaLlioOHani3MH, BnacHi iMeHa, reorpadidHi HassM, nubpH,
Jatu. Knro4yoBi TepMinn. Temn 03HallOMNIOBaNbHOrO YHTaHHA N4
aHrnificexol moen — 180 cmie/xB. [locnimoBHICTE OXOMNNEHHA
IMICTY — BLA iNbIOTO A0 MEHLIOrO: Bijl YCLOro TEKCTY A0 pO3Ainy,
BLT po3niny A0 THApO3ainy, Big nigposainy ao abzaua.

HapuaneHi 3aBHaHHA TIpH  O3HAHOMIIOBANBHOMY YWTaHHI
MawTh OYTH CNpsAMOBaHI Ha PO3BHTOK YMiIHB OpIEHTYBAaTHCH B
MOTIKO-CMHCIIOBIH CTPYKTYpPI TEKCTY, @ HE B OCODAMBOCTAX
YKHTKY rpaMatiyHuX GopM abo NeKCHYHHX SBUIL.

BupyaneHe yuTaHHA

Bueuanwbne wuravHa (detailed reading. close reading)
CIIPSMOBaHE Ha MAKCUMANbHO MOBHE H  TOYHE PO3YMIHHA
iHGhOpMAaLIIT TEKCTY Ta KpUTHYHE Ti ocMHcneHHs. Marepianom ans
BYBYANBHOTO YWTAHHA CITVIKATh ITi3HABANIBHI TEKCTH, IO MIiCTATE
3HAYYy Ang cTyAeHTiR (axomy iHpopmauito. Lie Bzymnuee
YHUTAHHA, AKe 3MIHCHIOETECS Y MOBINBHOMY Temri — 50-60 cis/xs.

HMoro 3aBnaHHAM € Takox (OpMYBaHHS YMiHb CaMOCTIHHO
J0naTH TPYAHOMII B PO3YMiHHI iHIZOMOBHOIO TEKCTY.

V npoueci 4UTaHHA CTYAEHT Mac peani3vBaTd MOBMNECHHEBY
3[40TaAKyY LIOA0 3HAYEHHS TOTO YX IHLUOFO He3HaHoMOTo CIIORA,
CIMpa4WCh  Ha  KOHTEKCT, CITOBOTBOPYI EIIEMEHTH,
iHTepHauioHanbHi crnoBa. CKIamgHi CTPYKTYPH AaHanizvioThed;
MOXJHBHH BUOIpKOBMI nepexniag OKpPeMHX CIIOBOCIIONYYEHD.
peueHs. ab3auis.

Tema 2. PepepyBanns iHIIOMOBHHX HAYKOBHX TeKCTiB
Buznauenns TtepMinie. — OcnoBHI Gyrkuii pedepary. —
Knacudikanis pedeparis. — ANroputM HanucaHus pedepaty. —
CyTb 1 MeTOOM KOMIIpECi Marepiany NEpBHHHOTO JOKYMEHTA. —
Crpykrypa pedepary. — OcobnusocTi cTunto pedepary.

BH3na4YeHHA TepMiHiB
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Tepmin “pedepyBaHHs TEKCTIB” NMepeKnagacTaCs
aHrifchKOK Writing @ summary; summarizing; text
summarization; abstract writing.

Peghepam (summary; review; abstract) — e KOMNO3HIIHHO
OpraHi3oBaHuil KOpPOTKMIl BMKNaj 3MICTy OKPEMOTro HayKOBOIO
IOKyMeHTa (ctarrti, Mouorpadii Touwto), Horo uacTHuu abo
CyKynHocTi fokymeHTis. Pedepar MicTUTh OCHOBHY KiNbKiCHY Ta
AKICHY iH(opMaUiro npo o6’ eKT JOCHTIIKEHHS.

OcHoeHi pyHKuil pedepaTy:

a) inghopmayinna — pedepar jac 4YMTa4eB] BIAHOCHO TIOBHE

YABNEHHs NMPO MUTAHHS, 1O MOPYLIYIOTECA B HAYKOBOMY TEKCTI 1
3BILHAE KOPHCTYBaYa BiJ HeOoOXiZHOCTI TIOBHICTIO MepeKnagary
HDOKYMEHT;

6) nouwvkosa — pedepar BHKOPUCTOBYETHCA B iH(oOpMauiiiHO-
MOIMYKOBHX  CHCTEMAaX NsA MOIIYKY KOHKPETHUX TEeMaTHYHHX
DOKYMEHTIB Ta iH(popMauii.

Kracndikauis pedeparis

3a crnocofoM XapakTepHCTHKH MEPBHHHOrO JOKYMEHTa
po3pisHsoTh a) inopMarusHuit pedepar, 0) pedepar-pesiome i B)
ouiHOBaNLHHH pedepar.

Ingpopmamusnuit pedhepam (3azawnuii pegpepam; peghepam-
KoHcnekm) MOCNINOBHO TIepeNac B Y3aranbHeHOMY BUTIALI 3MICT
(ocHOBHI ToNOXKeHHS) opurinany. Y peghepamax-pesziome (iHKONH
X HAZHBAKOTH cheyianizoeanuril abo nPobIEMHO-0PIEHMOBAHIUM)
yBary YWTaua aKLUEHTYIOTh HAa OKpeMHuX Temax abo mpodnemax
TIEPBUHHOIO JOKYMEHTa. OyinoearsHui peghepam 3a CTUNCM |
METOK OIM3bKHMIA 10 pelieH3il Ha KHATY aGo GinbM.

Bimnosigno 10 nocTaBneHoi METH Y LBOMY Kypel
po3MIANAIOTECE  OCOONMMBOCTI  iHghopmamueHnux  peghepamie
(pegpepamis-xoHcnexmis) Ta nipasHia pobOOTH 3 HUMH.

]L4}

Anropurm HamucaHHd pedeparty

VaaransHow4u HAKOTHYEeHUH HOCBI, HOCHITHUKH
BUAINSAOTE TPY €TANH HalMcanHsa pedeparty:

1-if eranm — ¢ YMTAHHA BHXIJHOTO TEKCTY Ta MOTO aHami3 3
METOIO NETabHOTO PO3YMIHHS OCHOBHOTO 3MICTY, OCMMCIEHHS
(axTuyHOT iHdOpMaLLi.

2-i eram — onepauii 3 TEKCTOM MNeplIOAKEpena: TEKCT
po3OMBAIOTE HAa OKpemi cMHCNOBi (parMeHTH | 3100yBalOTH
OCHOBHY # HeoOXimHy iH(popMaLlifo 3 KOXKHOTO 3 HUX.

3-# eram — e 3TOPTaHH#A, CKOPOYEHHHA, Y3aranbHEHHH,
KoMTIpecis BHAiNeHOT ocHOBHOI (akronoriqnol irdopmauii Ta
oopmneHHs TekcTy pedepary.

PexomernoBaHa TIOCHIAOBHICT, pedepyBaHHA  BUITISAAE
TaKHM YHHOM.

1. ToGixHO nepernsHYTH MacHB NEPBHHHUX [OKYMEHTIB i
Bili0paTy Taki, IO 33 TeMaTHKoK OINBII-MEHW BiAMOBIZANOTH
chepi Bamnx inTepecis.

2. Bu3HauuTH, Y4 € B JlaHOMY Marepiani Uikapa ang Bac
inopMais. i IPUAHATH pileHHs o0 ii MOAANbLIIOr0 BUBYEHHA.
O3HajioMUTHCA 13 3aTanbHUM 3MICTOM TIEPBUHHOrO JOKYMEHTA,
3BEpTAOuM yBary Ha IHQopmMaulliiHi MapKepH: TUTYIbHMH JIMCT,
[epeniK 3arofoBKie, rpa(iky, Tabnuui. pUCYHKR, NiANKCH 10 HUX.
VYV nepebiry nepiux [BOX cTamiB BHUPIWIYIOTBCS 3aBIaHHA
OTJISLAOBOTO i MOLIYKOBOTO YHTaHHSA.

3. HacTynHH## KpoK — BH3HaYMTH OCHOBHY TEMY TEKCTY
(o3HaitoMmrOBanbHE | BUOIpKOBE BHBYANBHE YHTAHHA BifibpaHoro
marepiany). TekcT nepeyuTyIOTs YBAXKHILIE ANns O3HAMOMIIEHHS i3
3arajbHUM 3MICTOM Ta Ui LiicHoro crpudHATTA. Ha ubomy
eTani 3HaxXoOATh KAOW06! eremennuy (CnelianbHi TEPMIHK, ClOBa-
IHTEpHALIOHaNi3MH, BNACHI iMeHa, reorpadiuHi Haseu, LuppH,
Naty) | BHITHCYIOTE iX. 3HAUEHHS HE3HAMOMMX KIMOYOBHX CIIiB
BH3HAYalOTh 38 KOHTEKCTOM abo 3a Jonmomorore cinosHuka. [lpu
ULOMY  BaXITMBO  YMITH  KODHMCTYBaTHCH  3aralbHUMH i
TEPMIHONOTIYHHMH CIOBHUKAMU (TpaauuifHUMK nanepoBuMu i
oHnafiHoBumH). HeobximHo pozibpatHca B HayKOBO-PaXOBUX
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acrieKTax npobreMu, mo po3TIANAETECS B TEKCTi | MpH notpebi
MMOMOBHUTH CBOT 3HAHHA 3 JOBIJHUKIB, CHIMKIOMEIH, HallHCaHMX
Bamorw pigxowo Moeow. baxana crieuianisauis pedepenra B Tii
YM IHIIHA ramysi, ajke e CyTTEBO EKOHOMMTH Yac 03HAHOMJIEHHS
3 Marepianom.

4. 3niACHUTH aHaniz 3MicTy nokymeHnrta. Y nepeGiry wuiei
onepauii cnip BUALMMTH ab3auy, WO MicTaTh iHdopMmalio, ska
NigTBEpAXKYe, poskpuBae abo YTOYHIOE 3arolloBOK TEKCTY I,
BiIMOBIAHO, OCHOBHY TeMy. A03auy, Mo MICTATH iHpOpMaLio 3a
TEMO, MO3Ha4aTh (+): ab3aum, e HeMae cyTTeBoi indbopmauii,
— (-). Hns aGzauis, ki 1oTpebyloTh [OI0ETKOBOIO aHali3y,
MoOXnIMBa nosHayka (7). HaykoBuit TekcrT Haifyactimme Oypae

CTPYKTYpPOBaHUM, TOOTO MOJINEHUM Ha PO3LINH, MiAPO3AINM TOWO,

Cnucok posainie moxe Gyru ii nnasom pedepary.

5. llle pa3 nepeudtatu ad3auy, WO BUKIHKAAM TPYAHOLL B
posvminHi. Skimo reoOGXiqHO, 3MACHATH Nepeknaj Takux abszauis
(mbipxoBe BHBHANBLHE YMTAHHS) 1 BIAMOBIIHO MO3HaYMTH iX (+)
abo (-).

6. BianosigHO [0 MNaHY pO3MOYATH HAMMCAHHA TIOBHOTO
TekcTy pedepary. [lo 3aBepureHHi TiepeduTaTH | BigpeparyeaT
CTH/IL TEKCTY, HaMaraunch 3°¢IHaTH OKpeMi MyHKTH pedepary B
€IMHHUA NOrivyHO 3B A3aHUH TEKCT.

7. V xiHnmi pedepaty mnogatM CHHCOK EBWKOPHCTAHOL
nitepatypu.  Bibniorpadiynuit .onmc mkepen  opopMHTH
BIIMOBIAHO /10 BUMOT.

Cepen THNOBAX noMu10K TiJ Hac HAMUCaHHA pedepary BapTo
BIA3HAYUTH TakKi: 3aHAATO BUCOK2 iHGOPMATHBHICTE TEKCTY 3
yrpatoro  ocHoBHOI  indopmauii; Opak  mocnioBHOCTI;
nepeKkpydeHHs CcyTi BHKnagy (MOBHI TpyaHoImi cnij jJonaru 3
BMIKJIafa4eM I1HO3E€MHOI MOBH, 2 TEXHIYHI — 3 BHKNanayamu

baxosux aucuunnin). Ipauroroun Hag pedeparoM, noTpiGHO He

MPOCTO TEpEeKNnafgaTH iHIWOMOBHHI TEKCT, a 3HAXONMTH Horo
OCHOBHUWI 3MicT. HamaranHs pocniBHO nepeknajgati TeKCT
mkepena abo KOPUCTYBAaHHSA KOMITHOTEPHHMHM  MPOTPAMAMH
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nepeknafly  NPH3BOOWTE OO HETOPO3YMIHB | HEMOMIIMBOCTI
CIPHAHATTA BUKJIAMY.

Cyts i MeroaH Kommpecii wmarepiajy NepBHHHOIO
NOKYMEHTA

Koxne HaykoBe TMOBiNOMICHHA MICTHTH ronoBHi #
ApYropsAaHi MOMEHTM, NOTi4HI MOCWIKM Ta NOTIYHI BHCHOBKH.
HaromicTe pedepar nepegae Inuime ocHoeHy iHGOPMaLilO
gokymenTa. Y mnepebiry pedepyBaHHs 3aBXIu BUKOHYHOTbL B
3aBJlaHHsA: a) BUOINIEHHS OCHOBHOro, ronoBHoro i 0) cTHcne
dopMymOBaHHA 1BOrO TOJNOBHOro. TakWM YHHOM, 3TOPTaHHS
BHXIZHOTO Marepiany BigOYBa€TBCS a) WIAXOM BIACIOBaHHA
Apyropagroro ¥ HecyTreBoro i ©) mnsxom nepedpaszysaHHS
rOJIOBHOT IYMKH Y CTHCNI BHCIOBNIOBAHHA.

Ins uboro Bech Marepianl AOUUIBHO PO3NOAINHTH Ha TPH
TPYNH 3a CTYNEHEM BaXMHUBOCTI: 1) HallBa)XNMBILI MOBIIOMIEHHS,
ki Tpefa TouHo # moBHO BigoOpasuTH B pedepari; 2) apyropsaHa
iudopmalis. AKy cni TepegaT# B CKOPOYEHOMY BUIIAnl; 3)
ManoBaxHa iHdopmallis, AKY MOXKHA BUTYCTHTH.

ITicns KOKHOTO MYHKTY TNaHY BHAUIAIOTE TONOBHY AYMKY
pO3AINY. CTUCNO HABOASYH JOKA3H, WO il oOIpyHTOBYIOThL (Le i €
BlacHe CYTHiCTh pedepysanHa!). 3asepuusiin 0dpobky nnany,
(GOopMYMIOIOTE FONOBHY AYMKY JKepena.

Ctpykrypa pedepary

Texer pedepary 3aranoMm OYIYIOTE 32 HACTYNHOK CXEMOMK):

1) Bemynna wacmuna MOBLAOMIAE TPO METY raiyvib 3HaHb
pedepoBaHOro Marepiany, BY3bKY TeMy, METy W METOAUKY
JOCIIIKEHHS.

2) Onucosa 4acmurd MICTHTb KOHKPETHI Aani Mpo npeamer
Ta po3pobky pocmijpkenns. Llel po3nin novunacmues 3 zonoeHoi
OymKki TEPBUHHOrO JokymeHta. Haiiwacriine TroNoBHY TYMKY
CTATTI MOXHA 3PO3YMITH, NHIe TIPOYNTABIIN Bech Marepian, ane
B pedepari cave 3 Hei TOYMHAETECA BUKNAZ ychoro 3micTy. Taka
MOCNiNOBHICTL MOTpidHAa Ams Toro, abM i3 caMoro moyarky
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30pIEHTYBAaTH 4YHTa4a BiJHOCHO OCHOBHOTO 3MICTy JpKepena.
BusBieHns  OCHOBHOI  JYMKH  JOKYMEHTa ~—  BEbMH
BIOTIOBIZANBHUI MOMEHT, a/DKE iHKONM CaM aBTOp HE 3aBXKIN
4iTkKo ii popmymoe. PedepeHT Mae cTHCNIO BUKNACTH IO TYMKY,
YHUKAKOYH BIIACHWX KOMEHTapiB. Y nofanblioMy 3sMmicT Marepiany
nepefacThca 3riHO 3 MOCNiAOBHICTIO pedeposanoro mixepena
(TobTo 3rigHO 3 NnaHoM pedepary).

3) Iidcymxosa wacmuma, fKa MICTHTh BHCHOBKH aBTOpa
pedepoBaHOTO  JKepena  IIOAO  Marepiany  JOCHIIKEHHA.
BucHosku aBTopa BWILIMBAIOTL 3 TONOBHOI OyMKH, ToMy if
BUABJIEHHS JOMOMArac 3po3yMITH i BHCHOBKH aBTOpa.

O6car indopmarnrHOTO pedepary, sk NpaBUiIo, CTAHOBHTE 3-
15% obcary nepmomkepena.

Kopomxuii peghepam 3a3Bryail MicTuTs 1o 850 3HakiB.

Crtpykrypa cmydenmcbrozo pepepamy B 3aranbHUX pucax
BUTTIAAE TAKUM YHHOM:

1) 6idniorpadivunii omnc pedeposaHoro mkepena; 2) merta
HocnifpxeHHs (cTarti); 3) 3navnMi HaykoBi QaxTy; 4) HOBI HayKoBi
ifel, TinoTesy, KOHLENUil; HayKoBi NPOLECH. ABHINA TOmo:; 5)
METOAH HAYKOBOTO aHali3y, 3aCTOCOBAHI aBTOPOM (aBTOpPaMM)
CTarTi; 6) aBTOPCBKI apryMEHTH, MOACHEHAS; 7) BHUCHOBKH
pedepopanoro marepiany; 8) pexomenaauii.

Odopmmorots crygeHTChKui pedepar 3a3BHYail 3a TaKOMO
CXEMOHKD:

|. TurynpHa cTOpiHKa (HaszBa MiWicTepcTBa, SAKOMY
MiANOPAAKOBaHA YCTAHORA; HA3Ba 3aKiajly; Ha3sa Kadelapu, Ha
SKif BUKOHaHO po0oTy; Ha3Ba QUCLMNNIHK; TeMa pedepary; HasRa
BHLY floKymMeHTa (pedepar); nocana (CTYAEHT) Ta HOMEp TPyTiH, y
AKIfl HaB4acTRCA aBTOp; MpisBuule, iM'a, 1o GaTekoBi aBTOpA;
MicTo i pik HanucaHHs).

2. Tnan.

3. Texct, Akui cKkMajaeTecs 31 BCTYNY, OCHOBHOI YacTHHM,
BHCHOBKIE,

4. Ciicok BUKOPHCTaHOT iTeparypH.

15

PexomeHngoBanuii 06cAT cTyAeHTchKoro pedepary - 10-12
CTOPIHOK ApykoBaHOro TekeTy (0,5 ApykoBaHOro apKyina).

OcobausocTi cTinio pedepary.

Texct petepary He NOBUHEH ABNATH €000 CKOPOYEHHH
nepeknaa aGo MexaHiuHWi nepekas pedepoBaHoro marepiany.
Bugninsiors iHdopMmaLiio, WO 3acnyroBye Ha ocolnuBy ypary 3
Orfigfly HOBH3HH Ta MOKIHBOCTI BHKOPHCTaHHS B MOAaNbLIiA
HayKoBiil [isnmbHOCTI. 3arambHOBiAOMI OaHi, icTOpiA pPO3BUTKY
TIMTaHHA T[po monepenHi pobotu B pedepati, AK NPaBUIo,
BUNTYCKalOThcA.  TekeT  pedepary  3a3BH4Yail  MOYUHAETHCHA
OeznocepenHbo 13 cyri poboru. VYHHKaiiTe  3araqbHUX,
manoindopmaryBHux  Gpas | npaMux nuTar opwrinamy. He
nepetsopioiTe pedepar Ha koHcnexkt! Henpunyctumum € #
“AUTAYAR” CTHIL “MEpenoB3aHHA’ 3 OJHOrO po3ainy B iHwHiA (Y
NepumoMy PpOo3mifi pO3NOBINAETRCA Npo...; Y JAPyromMy posaumi
pO3NOBRIAETHCA TIPO..." ).

TouHiCTh BHMKIAOy NOCATAETHCA 334 PaxXyHOK €KOHOMHOI
CTPYKTYPH PEYEHE Ta MPaBMILHOIO BMKOPHUCTAHHA TepMiHIB. Y
pedeparti, Ik NparuNO, BUKOPHCTOBYIOTE Ti X caMi TEpMIHHU, 10 i
y mepwomxepeni. TepMinu 1 CTiBKI CHOBOCMONYYEHHS, IO
3ycTpivaloThes B pedepari Oinbll HI3K TPH pasy, MOXHa 3aMIHATH
ckopodeHHsMHE abo abpeiaTyporo, BHKOPHCTOBYIOHH MOYATKOBI
miTEepu CloBocnoNy4YeHb. AOpeBiaTypa HaBOOWTBCA B AYXKKAX

BiZpazy * 3a TEPMIiHOM i Jiani B TEKCTI yie BKHBAETLCA Oe3 TyKOK.

Tlpore Bapro BpaxoByBaTH, L0 BeNWKA KiNBKICTL adpeeiaryp
MOJKE€ HETaTHBHO BITHBATH HA PO3YMIHHA TEKCTY.

XapaxkTepHuM i MOBH pedepary € 3acTOCYBaHHA NEBHHX
cTuicTHYHKMX 3acoGie. Hacamnepen, ue npocTi pedeHHA, AKi
CNPUAIOTh IIBHAKOMY CnpuiiMaHHio pedepary. Bukopucrtanus
6e30c000BUX KOHCTPYKLIH Jac 3MOTy 30CepefIHTH yBary 4uTaya
Ha HAHCYTTEBIIIUX MOMEHTAX.

Ha nymxy GinsmocTi QOCni AHKKIB. MOJENE | CTHITEOBI 3aC00W
pedepary HaykoBoi CTATTi B 3arajbHUX pUCaX MOXYTh BHIIAAATH
TaK:
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1. Beryn. V crarti “..." y 36ipHuky “..." Ne ... 3a ... (pik), c. ...
pO3MIANAIOTECA TIHTAHHA (MpobmeMu, MMIAXM, METOMH... HKi?
Y0207). ABTOp CTaTTi — ..., BigoMuil daxiBellb B Tamysi ...

2. Tema crarmi, ii 3arambHa _Xapakrepuctuka., Crarts
npucesyena (npobnemi, nuraHHw...axum?’), Crarrs asnse coboio
y3aranbHEHHA, BUKNaj, aHami3, orz...vo207).

% [Ipobnema CTATTI. Onucano (poarnanyro,
npoaHanizorano...uyo?). A60: aBrop gmocnimxye (posrnsiac,
TIPOCTENYE, JAE OUIHKY ToIO)... CyTHICTH TTpobNIeMu Monarace B ...
yomy?).  AKTyansHicTh npoOnemy, Ha  JOYMKY  aBTopa,
BH3HAYa€TLCA THM, WIO...

4. Komnosuuig crarti. CrarTd cKAajacThes 3 ... YacTHH;
MTOMMHAETHLCA 3... ¥0207; 3aKIHUYEThCA... Yum?.

5. Buknan ocHOBHOrO 3MicTV cTarti. Y BCTYNi aBTOp Aae
BU3HAUYEHHS ... wozo? Mera (3aBpauHs) crarti — ... BuceitieHo
(nopymeHo, po3rnsHyTo) Taki mnpobnemu.. (abo: Astop
BUCBITIIOE, TOpymye, po3rnajae...). Pedeposana crarTd
CKNajaeThes 3 [OBOX (TphOX) dHacTWH. B OCHOBHIH YacTwHi
HABOJAWUTECA APryMEHTALIs HAa KOPHCTh... wozo? (y3zaranbHEHHZ,
HayKOBHit OTHC ... 4020?). [lopyIIyIOTBCS TAKOXK TTHTAHHS ... 2Ki7.

6. OOrpyHTYBaHHs aBTODOM CBOIX _TMONOXeHb. ARTOp
HaBOOMTb (NMocunaeThea Ha) npuinanu (pakry, undpH, gadi), ki
NiATBEPIKYIOTE  (imocTpyroTs)  #oro  nonoxkexwHs  (abo:
Haponstecst NpuKIIagy ...). ARTOp HABOAUTE QOKA3M TOrO, 1M0...

7. BucHoBKM aBTopa. ABTOp AOXOAMTH BHCHOBKY Ipo Te,
mo ... ABTOp JOBOAWTE MPABMIILHICTE CBOTO TBEPKEHHS Npo Te,
m[o...

8. BucHoBKkM ¥ ouinku pedepenrta. ([ns indopmarueHOro
pedepary Lell NYHKT He € 00OB A3KOBUM; OKPIM TOro, KpHTHYHA
OLIHKA HayKoBOI Mpalli nependavyae BUCOKKE CTyniHb 06i3HaHOCTI
pedepenTa 3 TEMOI AOCTIKEHHH).

Ilpw cknagandi pedepary 06axkaHo TOCHYTOBYBaTHCA
GararcTBoM CWHOHWIMIT pigHoi moeu. Haeogumo (naneko He
NoBHUIA!) repenik giecnie, o iX MOMXHAa BXKWBATH Yy PI3HUX
no3uuiax pedepary.
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1. OcHOBHI NMUT2HHSA, NopYIIeHi B pedeporaHii npaui: ABTop
pO3TNIAIAE, OTMCYE, aHANI3ye, PO3KPWBAE, MOKa3ye, BHUCBITIIOE,
TIOBIZOMJISIE ...

2. TogiloMneHHs Mpo Marepialn, Mo AOCHDKVETBCA: ABTOP
NOCNIIKYE, TOBOAUTL, 3 ACOBYE, CTBEPIXKYE. BBAKAC...

3. BusnauenHs i knmacudikauis npobneM: ABTOp HaBOOMTbL
BH3HAYCHHA... (Mepenik, O3HAKH, XapaKTepPHCTHKH), NOPIBHIOEL,
opMyImOE, KOHCTATYC...

4. [epenix NUTaHb, POICAAHVTHX Y MEPBHHHOMY JOKYMEHTI:
ABTOp NMOpYUIYE, 3a3HA4AC, 3TAAYE...

5. IyMkH, sKi aBTOp jpkepena ocobmuBo BHOINAE: ABTOp
Harofiomye,  BiA3Hauae., CTBEpMKYE, 3BepTac  (NpHAOINIE,
30Ccepelkye. aKLEHTye) yBary...

6. YsaranpHeHHA. MIACYMKHM: ABTOp AOXOAWTb BMCHOBKY,
y3aranbHIoe, NiIACYMOBYE. ..

7. O6rpyHTYBAHHA (apTVMEHTALls) NO3KLiil agTopa JKepena:
ABTOp HaBOAHTE NPWKNAAM, TOCHNAETbCA Ha..., OOTpYHTOBYE
(tyo?), ciHpaeThca Ha.., APryMEHTYe, 3ICTABIAE, BHXOAUTL 3....
UUTYE..., KPUTHKYE, IONEMI3YE 3..., 3ANIEPEUYE, JOBOAUTE...

Tema 3. AHOTYBaHHS IHIIOMOBHOI HAYKORBOI JIiTEpaTypH
BuznaueHHs TepMinie. — BigMindocri anotauii Big pedepary.
— Tumy avorauifi. — Crpykrypa anoranii, — Oco6nneocTti cTHIIIO
aHoTanuii.

BusHaueHHs TepMiHiB

Anomayis (abstract, annotation) — L& KOpOTKa
XapakTepHCTHKa JOKYMEHTa (KHWIH, CTarTi, MoHorpadii.
AKcepTauii. ZoNOBiAl Towo) abo HOro YacTHHM 3 NO3ULIT 3MIcTy,
npuzHauenHs, Gopmu Ta iHWKX 0cobIMBOCTEH. AHOTauis Mae
noscHIOBANBHWH ado  pekoMeHOauiWHuii xapaxrep. Cepenniit
oGcar anotanii — 500-800 npykoBaHUX 3HAKIB.

AHOTaUis Hagae MOXIIUBICTL IHIINM aBTOPAM BUKOPHCTATH B
cBoiil poboti Balmle JOCMIIKEHHS — MPOLUTYBATH Bamoy CTATTIO,
pO3TIOYaTH AMCKYCitO, JAaTH 3amuUT Ha MOBHWH TeKCT cTaTTi. ToMy
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aHOTALIK CIII POITNANATH He K JONOGHEHHA 00 cmammi, a K
okpeMe Jpkepeno iHdopmauii npo JocHimKeHHs. AHoOTawil
IMHPOKO BHWKOPHUCTOBYIOTH Y BMAAaBHHYIHA, iH(opmauiifnii Ta
6ibmorpadiuniit TisneHOCTI.

AHOTalLiA He PO3KPHBAC 3MICT HAyKOBOrO jKepena, a nuiue
iHdopMye npo HaykoBe OKepeno NeBHOTO 3MicTy i Xapakrepy.
AHoTalis [03BONSE KOPUCTYBAaueBi CKNAcTH JOCTaTHE #
ob'eXTUBHE TnoOTIEpEOHE VABIEHHS TIPO HE3HAWOMY JUIA HBEOTO
HayKoBY TIyGnikaLito i THM caMMM JONOMAarae B Nowyky, BigGopi
Ta cHcTeMaTH3alil noTpidHol indopmarii.

[lpouec cknafaHHA aHOTALM Ha3WUBAKOTE AHOMYEAHHAM
(abstracting). Ilin uac amorypawHs OepyrTh 1O yBard 3MicT
axepena, Horo NpHU3HAYEHHS, LIHHICThL T8 CNPIMOBAHICTS,

BiamiunocTi aHoTauii Big pedepary

Ha BigmiHy Big pedepary aHOTallif TIOBIIOMNSE, Hpo ufo
HallucaKa cTarTs (KHWra Toio), a pedepar iHGopmye npo Te, wo
HANUCAHO NO KONCHOMY 3 NOPYULEHUX Rumars. THILIAMY CIIOBAaMH,
aHOTAIlifA € THIE GONOMIDCHUM 3aco6om TIPU TIOMIYKOBIH poboTI.
Pedepar, HaroMicTh, MEBHOK MIpOI MOKE 3aMIHUTH NEPBUHHUN
JOKYMEHT, OCKiNbKH TIOBIIOMNIAE TIPO BEChb CYTTEBMH 3MICT
Marepiany.

V nmopiBHAHHI 3 aWoTyBaWHAM pedepyBaHHs € OimBImm
JTocKOHanMM MeTofoM obpobkm mxepen ingopmauii: sKmo B
aHoTalii NPHBOZWTHCA JHINE KOPOTKUH nepenik NHUTaHb, IO
pO3rAAAArOTHCA, TO B peepari BUKIAJaEThCA CYTHICTH TTUTaHb Ta
HaBOJATLCA HAHBAXKITUBILI BUCHOBKH.

Tunu anorauii

Buainaiore aBi ocHOBHI  QyHKUIl aHoTAull: CcucHATLHY
(nogaeThea  BaXXNMBA iHQoOpMauis [pPo  JOKYMEHT, WO [ae
MOXJIMBICTL BCTAHOBHUTH OCHOBHWI Horo 3MicT 1 NpU3HAYeHHd,
BHPIOIMTH, YW BapTO 3BEPTATHCA OO0 TOBHOTO TEKCTY mNpaui) i
noutykoey (aHOTAllil BUKOPHCTOBYETBCA B  iHpOpMauUiliHO-

*
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MONIYKOBHX, 30KpeMa, aBTOMAaTH30BaHUX CHUCTeMax, AN MNoIyKy
KOHKPETHHX JIOKYMEHTIB).

3a QyHKUIOHANBHUM NpPU3Ha4YeHHAM PO3PI3HAIOTH JOBIIKOBI
Ta peKOMEHAaLifHI aHOTALI].

JHosidkoea awomayis YTOYHIOE 3arojoBOK | MOBIZOMISE
BIOMOCTI MpO aeTopa, 3MiCT, JKaHp Ta IHWi 0coGnMBOCTI
IOKyMeHTa, BiacyTHi B 6iGniorpadiuHomy onuci.

Perxovenoayittna aHOMayis MOKJIUKaHa aKTHBHO
NPOMATYBATH, 32LIKABITIOBATH, TIGPEKOHYBATH B JOUINBHOCTI
TIPOYMTAHHS JOKYMEHTA, TOMY B PEKOMEHIAUiffHWX aHoTaligX €
AMJAKTHYHA  COPSAMOBAHICTb,  TEJArorigHi  pekoMeHnauii,
METOOMYHI Topaay Towlo, 3a ofCAroM BOHM IDHPWI. aHDK
NOBIAKOBI.

3a 3MicTOM po3pisHAOTE ONUCOBI, pedepaTHBHI, KPHTHYHI
awoTauii. BignosiZno [0 MOCTaBNEHO MeTH y ULOMY KYypci
pO3TIANAIOTECS ONMUCOGT anomayii — KOPOTKMH OTHC 3MICTy
TeKCTy 3a jonomorow 0Oe3oco0oBMX KOHCTPYKUIH y BHIIAMI
CTHCNOT JOBIJKM.

Crpykrypa anoTtauii

AHoTalis CKIajaeThCs 3 JBOX YacTWH: Oibniorpagiunoro
ONUCY I BNacHe TEKCTY.

OcHOBHI [JXkepena TpH NigroToeli aHorauii (iH(popmanifigi
Mapkepu):

— TUTYABHUH JTUCT, IO MICTHTE BHXIAHI AaHi;

— amicT (riepellik 3aroNoBKiB i BNacHe TEKCT OpHTiHaTY);
— BHCHOBKH:

— MepeaMOoBa:

— NICNAMOBA.

CxnagoBi eneMeHTH auoTauii 3aranoM 30iraloTbes i3
CKNagoBUMM eneMeHTaMu pedepary.

TMomwwnpeHui croci0 aHOTYBaHHA — IMOBTOPUTH CTPYKTYpY
cTarTTi (BCTYI, METa i 3aBIAHHA, METOIW. PE3Y/IBTATH, BUCHOBKH).
TekcT anorauii Mae 6yTH 3B'93aHWIA. OJHEC PEYEHHS BUMITMBATH 3
iHmoro.
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[Nnan anamisy goxyMeHTa MiJ Yac cKnajaHHA aHOTALlil MOXKe
OYTH HACTYIHUM:
1. BimoMocti npo asTopa.
2. BipoMocti npo ¢opMy ((KaHp) TEKCTY.
3. lpenmer, o0'exr abo Tema.
4. XapaKkrepUcTHKa 3MICTY aHOTOBAHOIO JOKYMEHTA.
5. UinkoBe i1 unTaubke NpU3HaAUYCHHS TOKYMEHTA.

B aHoTtaLii onUCcYrOTE OCHOBHY METY NOCHIIKEHHS, SK caMe
OyJo npoBemeHO mOCTiTxeHHd (Be3 MeTomonoriudux neraneit),
MiICYMOBYIOTE HaHBAXKTHBIMI pe3yIbTaTH | IXHK BaXIHBICTS.
Temy it npeamMeT noCHiIKEHHS BKA3YIOTh ¥ aHOTALIT T, KO 1
He 3p0o3yMino 3 HaszeH. [Jowupena nomurrka: pedhepeHT NOBTOPIOE
B aHOTaull BIAOMOCTI 3 Ha3BM MNEPBUHHOrO JOKyMeHTa. MeTomu
XapaKTEpU3yOTh TOAI, KOAM B LBOMY [OMAraE HOBH3HA.
HasomaTeca TeopeTHYHI TIOCTYHarH, ocHOBRI dakTH, B3aeMopii Ta
3akoHOMIpHOCTI. B aHoTaliio BHHOCATRCA TINBKA HalpaxTHBiLli
pesYNETATH, Nepesara HAJacThCHd PE3yNETaTaM JIOBrOCTPOKOBOTO
3HAQYECHHSA, BAKIMHBUM BIAKDHTTAM, BUCHOBKaM, W0 BiAKKIAKTEH

ICHYtO4l TEOpil, Te, Mo Mae NMpaKTUYHE 3HAYEHHS Ha JYMKY aBTOpa.

He sxiiodaroTs 3aranbHOBIIOMI NONOKERHS, 3aiiBl geTai.

OcobnneocTi TR0 AaHOTALIT

Teker aHoranii BHUPIHAETHCA  JIAKOHIYHICTIO, BHCOKHM
piBHEM y3arankHeHHs iHGOpMaLi, TpencTaBeHOT B ICPBHHHOMY
JoxyMmeHTI. Y TekcTi aWoTauil He BapTo TOCHYTORVBATHCS
CKJIaTHUMH CUHTaKCHUHHMMH KOHCTPYKLLAMH, wo
MEPEIIKOIKAIOTE CTIPHAHSTTIO TEKCTY.

Ilin wac pedepysaHHa (aHOTYBaHHA) OAKAHO KOPHCTYBATUCH
CTaHJapTHUM HaGopom BUCNOBIB Ra OCHOBI 0€30c000BMX peycHs i
TacUBHOTO CTaHy AiecniB. HaBoaumo neski npuknagn.

Y crtarti posraaHyto.. Mera crarti.. OcHoBHI uimi
nocnigxenns... IlpencraeneHu# orngmg.. 3pobnena crpoba....
Hocnimkero... IlpoananizoeaHo 0co6MHBOCTI... BusyeHo...
Pozrnanyto... TonoeHy ysary npugineno.. 3obpaxeHo...
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Oxapakrepn3oeaHo... OnwucaHo... [lposeieHo JOCNIIKEHHA...
IMposencho cucreMatHzamiio # auamis... Big3zHaueHo ronoBHI
npo6GneMH... BH3HAYEHO OCHOBHI eTamW (acrekTH).. 3HiHCHeHo
y3aranbHeHHd... BuceiTneHo BzaeMo3zp'szok 3... Ha nigcrasi
aHanizy.. BusBneHo, mo.. ABRTOp BINEBHEHHH, WWo.... ABTOp
BBaXkae, Mmo.. Ha gymMky asropa.. OTpuMmaHl pe3ynkTary
DO3BOJANU aBTOPOBI... ABTOP JOXOAUTE BHCHOBKY.. ABTOpH
TIPONOHYOTh... Pozkputo npouec.. Poskpuro IpHYMHA...
[MokaszaHo BNAMEB... YCTAHOBJISHO Miclle T4 ponk.. BuABRNeHo
y4acTh... BusHaueHo ocobnueocti opmyeanHs... [lokasano
3HAaueHHA... HaBegeno xapakTepucTuky... BupilleHo NHTaHHA...
3asnayeHo, wo... JJoregexo. mo... OKpecleHo XapakTepHl pUCH...
Yroureno... CHCTEMaTH30BaRO 1 y3araibHEHO...

Texer GiniorpadiyHoro orMcy He TIOBUHEH 2JIMBATUCA 3
aHOTAali€0. AHOTALIA MOYHHAETLCA 3 HOBOrO pAaKa.

Kmnoyoei  croea  NONEriwsyrOTE  HaXo[KEHHS  CTarTi
iHbOpMali fHO-TIOIIYKOBMMH ~ CHCTEMaMH.  BHKOPHCTOBYIOTH
TEpMIHM 13 TEKCTY CTaTTi, MO BU3HAYAIOTL HIpPEIMETHY 06aacTh
BuKnany. KinekicTs KIOYOBMX CNIB — HEe MeHIE TphoxX 1 He
6inblUEe BOCEMM.

3pasky anoTaniii :

Chastnyk O. 8. Space and Time Structure in Irish Epic Tales / O.5.
Chastnyk // Kynsrypa Vkpainu. Cep. Kyneryponorus : 36. nayk.
np. / Xapkis. mepx. akad. KyasTypu. — Xapxie : XJ[AK, 2015, —
Bumn. 49. — C. 161-177.

JocnimkeHo IpocTOPOBO-YacoBl BUMIPH “KapTHHU CBITY
B eniydii (MidonoriuHii, repoiyHii Ta KaskoBiil) Tpamuuisx
Ipnannii. TlpoananizopaHo ©inapry 1 TpilikoBy  KoHuenuii
CcTpYKTYpH  cBity.  PosmnsiHyro  CTpYKTYPHO-CEMaHTUHHY
acUMETPiK OMOZMLIT “CBIT NMiogeilt — IHWMA CBIT” 1 acUMETpio
camoro “‘iHmoro ceiTy . Ocobnmuey yBary npHALTEHO npobremi
YCTMagKyBaHHs KOHLemuii MidonoriuHoro npocTopy H uacy
repOoIdYHHM enocoM | KazkoeuM doneknopoM. HaeegeHi npuxnaan
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CBiZlYaTh Mpo Te, w0 (PONBKNOpPHA TPaAMLis YCMafaKyBajia Bif
MidonoriyHo! CBIZOMOCTI  TOHATTA AyamisMy 1 TpiHKoBOCTI
BCECBITY, acCUMETPUYHY ONO3MUil0 “ueHTp — nepudepis”,
KOHLIETIII HEMOALNBHOCTI TIPOCTOpPY 1 Yacy, CHMBOII3M KOJa.
Kanrouori cnoea: npocrip, 1ac, Migonorisa, enoc, kaska, Onosuuis,
acHMETpIid, MNgX.

Mechan A. Celtic Design: The Tree of Life. — L.: Thames &
Hudson, 1999. — 160 p.

ABTOp po3risjae NOWHPEHNH B iplaHACEKOMY OPHAMEHTI
MOTHB ‘“cBiTOBOro gepesa” (“mepeBa XHTTA”)} AK OZHH I3
KJIOYOBMX CHUMBONIB TpagullifiHOI KymbTYpH KensTiB. Ha
marepiani moHax 100 3pa3zkiB JOCHIKEHO CHHTaKTHKY #
ceMaHTHKy ‘‘cBiToBoro nepesa”. Ha gymky aBTopa, cTpykTypa
NpoaHanizoBaHOro MOTHBY CHIBBIAHOCHTbCHA 3 MionoeTHYHONO
CXEMOK OpTaHizallii TepHapHOTo CBiTY. BHCIOBNEHO NPHITYMEHHS
npo Te, WO KOXHUA 3HaK  “CBiTOBOro nepera”  BiAnoBigae
IIEBHOMY eneMEeHTY cBiToOygoBM # aKTy KOCMOTOHIYHOTO
npouecy. BusHadeRo OCHOBHI TUMM CUMBONY — KJACHYHHUH
(TpyuacTUHHWI) i “ypi3aHW#E”, B AKOMY TONIOBHHUM €NEMEHTOM €
“Bason”. HapnaHo npakTH4HI 1opany IOAO BiATBOPEHHSA MOTHUBY
“cpiTOBOr0 aepeBa” Ta #Horo TpaHcopmaliii y cyyacHoMy
NW3aiHI.
Kmno4oBi clioBa: OpHaMeHT, iplaHiCkke MHUCTELTBO, CHMBOIIKE,
“cBiTOBE EPEBO”, APXETHIIHI CXEMH.

HapoouMo KinbKa aHTTIOMOBHMX TEKCTIB 1% PO3BHUTKY
HABWYOK CHHTETHYHOro H aHaNITUMHOro 4WTaHH:A. pedepyBaHHA
Ta AHOTYBaHHA.

THE UKRAINIAN MUSEUM IN NEW YORK
About The Ukrainian Museum - UNWLA
New York City, March 24, 2010 — The Ukrainian Museum is the
largest museum in the U.S. committed to acquiring, preserving,
exhibiting, and interpreting ...
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www.unwla.org/English/UkraianianMuseum, html

The Ukrainian Museum is the largest museum in the U.S.
committed to acquiring, preserving, exhibiting, and interpreting
articles of artistic or historic significance to the rich cultural
heritage of Ukrainians. At its founding in 1976 by the Ukrainian
National Women's League of America, the Museum was hailed as
one of the finest achievements of the Ukrainian American
community. Today, its unparalleled array of folk art, exceptional
collection of fine art, and extensive compendium of archival
materials make it one of the most unique and dynamic museums
in New York City, with broad appeal for diverse audiences. Each
year, the Museum organizes several exhibitions, publishes
accompanying bilingual catalogues, and conducts a wide range of
public programming, frequently in collaboration with other
museums, educational institutions, and cultural centers.

In 2005 the Muscum moved into a new, state-of-the-art facility in
the heart of Manhattan's vibrant East Village. The building was
designed by Ukrainian American architect George Sawicki of
Sawicki Tarella Architecture + Design in New York City. It was
funded by scores of generous donations made principally by the
Ukrainian American community.

The Museum's new home, which includes spacious galleries and
facilities for public programming, allows it to mount more
elaborate exhibitions, to accommodate more visitors, and to
preserve and showcase its growing collections.

The Museum's holdings are grouped into three main categories:
The folk art collection, with more than 8,000 objects. is one of
the most important collections outside of Ukraine. It features
wedding and festive attire from various regions of Ukraine, ritual
cloths (rushnyky) and kilims, and a broad selection of richly
embroidered and woven textiles. This unique collection also
includes ceramics, metalwork, and decorative wood-carved
objects from the 19th and 20th centuries. In addition, the Museum
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holds an impressive collection of pysanky, or Ukrainian Easter
eggs.

The fine arts collection consists of some 2,000 paintings,
drawings, graphic works, and sculptures by noted Ukrainian
artists who worked in Ukraine, Europe, the United States, and
elsewhere, primarily in the 20th century. It includes one of the
most important collections of works by the well-known primitif
artist Nikifor, probably the largest collection of paintings and
watercolors by the artist and architect Vasyl Hryhorovych
Krychevsky, and nearly all the works created in the United States
by the sculptor Mykhailo Chereshnovsky. The collection also
features works by Alexander Archipenko, Alexis Gritchenko,
Oleksa Nowakiwsky, Ivan Trush, Jacques Hnizdovsky, Mykhailo
Moroz, Luboslaw Hutsaliuk, and Edward Kozak, among many
others.

The Museum's archives boast more than 30,000 items —
photographs, documents, the personal correspondence of noted
individuals, playbills, posters, flyers, and the like, all documenting
the life, history, and cultural legacy of the Ukrainian people. The
history of Ukrainian immigration to the United States, which dates
back to the late 1800s, is chronicled in the Museum's rich
collection of archival photographs. Among the Museum's archives
are an impressive collection of 17th and 18th century maps; an
extensive numismatic collection that includes a 9th century silver
hryvnia, 16th century coins, and Ukrainian currency from the
early 20th century to the present; and a philatelic collection with
items from the first quarter of the 20th century to the present.
Public Programs

The Museum offers a wide range of public programming
throughout the year, including gallery talks, lectures, conferences,
symposiums, concerts, and book presentations. Among the most
popular offerings are workshops in traditional Ukrainian folk arts,
such as embroidery, decorating pysanky (Ukrainian Easter eggs),
Easter and Christmas holiday baking, and making traditional
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Christmas tree ornaments. For a complete list, please refer to the
Folk Art Courses and Workshops brochure.

The Musecum has also introduced a program of documentary and
feature films (many by rmsing filmmakers) that expand on
exhibition themes, relate to current events, or visually articulate
Ukrainian culture.

Folk Art Collection

The Museum's holdings of Ukrainian folk art include one of the
most important documented collections outside of Ukraine.

It features wedding and festive attire from various regions of
Ukraine, ritual cloths (rushnyky) and kilims, and a broad selection
of richly embroidered and woven textiles that exemplify regional
diversity in their embroidery and weaving techniques and in the
evolution and beauty of their design.

This unique collection also includes ceramics, metalwork, brass
and silver jewelry, decorative wood objects, and an outstanding
collection of Ukrainian Easter eggs (pvsanky).

Fine Arts Collection

The fine Arts Collection comprises of paintings drawings, graphic
works, and sculptures created by Ukrainian artists who worked in
Ukraine, Europe, and the United States.

It includes one of the more important collections of the well-
known primitif artist Nikifor (1896-1960), probably the largest
collection of paintings and watercolors of Ukrainian artist and
architect Vasyl Krychevsky (1873-1952), and nearly all of the
works created in the United States by sculptor Chreshnovsky
(1911-1994).

Archival Collection

The archival holdings feature a very large and important
collection of photographs and materials documenting the past one
hundred years of the Ukrainian immigration in the United States.




26

The archives also contain rare photographs and documents
pertaining to various aspects of the cultural, social and political
life in Ukraine.

Included are photographs of Ukrainian architectural monuments
and many unique portraits of individuals in their native dress.
Rare books, maps, posters, stamps, coins, and paper currency are
part of the archival holdings as well.

THE NATIONAL JAZZ MUSEUM IN HARLEM
National Jazz Museum in Harlem - Wikipedia, the free
encyclopedia
The National Jazz Museum in Harlem is New York City's museum
dedicated to preservation and celebration of Harlem's jazz history.
The idea for the museum ...
https://en.wikipedia.org/.../National Jazz Museum_in Harlem

Established: 1995

Location: 104 East 126th Street, Harlem, New York City, New
York 10035

Director: Interim Executive director Bill Terry

Artistic Director: Loren Schoenberg

Website: www.]azzinuseuminharlem.org

The National Jazz Museum in Harlem is New York City's
museum dedicated to preservation and celebration of Harlem's
jazz history. The idea for the museum was conceived in 1995. It
moved to its current location in the Harlem neighborhood in 2001.
Based at 104 East 126th Street, the muscum emphasizes the role
Harlem has played in the nurturing and cultivation of jazz as a
home to legends such as Duke Ellington, Benny Carter,
Thelonious Monk, Charlie Parker, Charles Mingus, Count Basie,
John Coltrane, and Billie Holiday.

The museum plans to move into a permanent location at Mart 125,
an Upper Manhattan landmark right across from the historic
Apollo Theatre.
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Programs and exhibits

The National Jazz Museum in Harlem's Visitors Center features
exhibits such as "The Ghosts of Harlem"” by American music
producer, photographer, author, and museum board member Hank
ONeal. The show includes images of Harlem jazz legends that
O™Neal had the chance to interview and photograph for his book
of the same name. The Visitors Center also houses books,
recordings, and documentaries for guests to enjoy as well as
photographs of contemporary jazz musicians by Richard Conde.
The museum hosts weekly programs such as the Harlem Speaks
lecture series and Jazz for Curious Listeners sessions in which
jazz novices and experts alike listen and learn about rare jazz
recordings. The museum hosts events and programs at jazz venues
and other museums such as the Rubin Museum of Art for the
Harlem in the Himalayas concert series.

Jonathan Batiste has been working with the museum since 2008
when he helped create the program Jazz Is: Now:

The Savory Collection|

In August 2010 The National Jazz Museum in Harlem acquired
nearly 1,000 discs of recorded radio broadcasts made by audio
engineer William Savory in the midst of the swing era in the
1930s. The collection includes performances by jazz luminaries
such as Louis Armstrong, Billie Holiday, and Benny Goodman.
The recordings arc being digitized by Brooklyn-based recording
engineer Doug Pomeroy, a specialist in audio restoration. The
transformation involves cleaning, correcting pitch, removing
extraneous noise, mixing and mastering. The Savory Collection
has yet to be made public for legal reasons but curious listeners
can attend listening sessions at the museum or make appointments
to hear the recordings.

Board of Directors

® Jonathan Scheuer, Chairman
) Abraham D. Sofaer, Vice Chairman
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Daryl Libow, Secretary
Mark A. Willis, Treasurer
Les Bluestone

Ken Burns

Neal Dittersdorf
Leslie Evers no
Gregory Floyd

Alan S. Kaplinsky
Wynton Marsalis
Kenneth MclIntyre
Robert R. Nelson, Jr.
Timothy L. Porter

Dr. Lisa Staiano-Coico

JAPANESE NETSUKE
British Museum - Japanese netsuke
Japanese netsuke. Traditional Japanese clothing was based on a
simple wrap-over robe tied with a sash, the kimono (‘thing for
wearing') worn by both men and ...
www.britishmuseum.org/.../j/japanese_netsuke.aspx

Traditional Japanese clothing was based on a simple wrap-over
robe tied with a sash, the kimeone ('thing for wearing') worn by
both men and women. However, the kimono had no pockets.
Women could carry things in their wide sleeves, while men used
their obi sashes to hang wvarious small accessories called
sagemono ('hanging things’). These included inré (medicine or
seal containers), smoking sets, yatate (writing sets), purses, and
pouches for special equipment. They were hung by a cord kept in
place by a small toggle called a netsuke.

Early netsuke were usually quite plain and functional pieces of
wood or stone. However, by the eighteenth century they were very
often finely carved ornaments, a show of the owner's wealth.
Though most nersuke were less than five centimetres high, they
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were carved with extraordinary detail: the hairs of a tiger's coat
would be individually incised; hidden parts, such as individual
toes on the underside of bare feet were all perfectly reproduced.
From the middle Edo period onward, ivory was one of the most
popular materials for nefsuke. This fashion probably came from
China. They werc also often made of wood, as well as amber
stone, coral, tortoiseshell and even cast-bronze. Although netsuke
are no longer in general use, they are much in demand as
collectors' items, and there are still numbers of netsuke carvers
working in many varieties of materials.

The British Museum has an extensive collection of some 2300
netsuke.

Kyoto Seishu Netsuke Art Museum - Japan National Tourism ...
This is the only special museum for netsuke in the whole country.
Netsuke were

invented in the 17th century as a kind of fastener, to hang tobacco
pouches and ...

https://www.jnto.go.jp/eng/.../traditional seishu.html -

Kyoto Seishu Netsuke Art Museum

A Museum Devoted to Netsuke — Traditional Portable Artworks
This is the only special museum for netsuke in the whole country.
Netsuke were invented in the 17th century as a kind of fastener, to
hang tobacco pouches and the like from the kimono belt. Since a
kimono has no pockets, valuables and other things were placed in
a container that was hung with a cord from the belt, with a netsuke
at the other end of the cord.

Although the oniginal purpose was simply to prevent loss or theft,
netsuke soon evolved into masterworks of craftsmanship with
elaborate designs of high artistic value. The materials vary from
ivory and animal bones to porcelain and metal, but all are small
enough to fit in the palm of your hand and all have a hole through
which to thread the cords. The contemporary equivalent would be
the often rather intricate straps people hang on their mobile
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phones. It makes you feel the affection the Japanese hold for the
tiny items of daily life.

The building is from 1820 and is the only remaining former
samurai residence in the city of Kyoto. While enjoying the
breathtakingly lovely garden and the dignified atmosphere of the

main building, you can admire the collection of around 400 pieces.

Please note that the museum is only open during certain periods.
Kyoto Seishu Netsuke Art Museum
ADDRESS 46-1 Mibukayougosho-cho, Nakagyo-ku, Kyoto
TEL  075-802-7000
15 minutes by taxi from JR Kyoto Station.

ACCESS 17 minutes by bus 26, 28 or 71 from JR Kyoto Station, and

from the Mibudera-michi bus stop.

QFEN November 1 — 30.
CLOSE The rest of the year.
http://www.netsukekan.jp/english/
WEB  (English)

The netsuke was originally a decorated accessory on a cord which
attached various implements to clothing. These implements are
known as "Sagemono" ("hanging things") and include such items
as inro boxes for seals and medicaments, tobacco pouches, purses,
and cases for writing materials. The kimono, the traditional
Japanese robe, has no pockets, and is fastened by means of a
broad sash tied round the hips. The various receptacles are carried
on a cord threaded under the sash. The netsuke, attached to the
other end of the cord, rests on the sash. Its original purpose was to
prevent the containers from slipping off the cord.

Netsuke (ne - root; tsuke - to fasten), as is evident from the
meaning, was originally a very simple object, a piece of root,
bamboo, or bone, with two holes in it for the cord. It very quickly
became an object of artistic interest, a small artifact decorated
with motifs taken from Japanese folklore and religion.

10:00 - 17:00 during the periods February 1 — 28, April 1 —
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Netsuke were used by men of all ranks of society as of the
sixteenth century, but their greatest proliferation was during the
Edo Era (1603-1868). After the Meiji Restoration in 1868, as
western-style clothing began to be adopted, the netsuke went out
of fashion with the wallets and purses they held in place. These
artifacts, which were originally created for everyday use, became
an art form and collectors’ items the instant they stopped being a
craft. Today there are very few artists creating netsuke.

Netsuke are made of various materials - woods such as Japanese
boxwood, cedar, cherry, plum, and others. Ivory was also used,
and the tusks of other animals - hippopotamus, boar, whalebone.
There are statuettes made of horn, bamboo, bone, semi-precious
stones, tortoiseshell and metal. Some of the materials used were
thought to have medicinal properties. The jawbone of a specific
type of whale would reduce fever, and deer-horn could cure adder-
bite. On these netsuke, one surface was left undecorated, so that it
could be scraped and the medicine infused from these scrapings.
Artists selected the material according to availability in the area in
which they lived, its adaptability as a container, its weight and
durability. Netsuke were made by different techniques: paring,
relief, carving, engraving, filigree, casting, metal-stamping,
lacquer, ceramic, inlay, and paint. Making them was considered a
masculine craft, and it took thirty to sixty days of work to create
one netsuke.

The first netsuke artists created religious representations, so that
most of the subjects were linked to religious life - deities,
legendary figures and human beings who had been deified,
demons and spirits. To these were added real and imaginary
creatures, animate and inanimate forms connected with folklore.
Accordingly, it 1s quite difficult to classify the motifs of the
netsuke. The eggplant which appears so often is also a symbol
connected with the Buddhist Bon Festival (Remembrance Day).
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On this day an eggplant is placed on the shelf used as the altar of
souls. The mouse is one of twelve Sino-Japanese luck signs, and
belongs to Daikoku, one of the seven gods of good fortune. Two
mice signify the complementary forces of yin and yang. Since all
of nature is sacred, according to the Japanese Shinto belief, and
the gods are interconnected with the real world, the attitude
towards the netsuke 1s not stmply one of aesthetic appreciation.

Netsuke demonstrate the Japanese concept of embellishing
everyday objects and transforming them into artistic works. The
high technical quality and accuracy of detail of the Japanese
artists did not interfere with individual expression and
interpretation of legends or of folk and religious traditions. The
motifs of the netsuke provide us with an endless source for
comprehension of the customs, symbols, fables and concepts of
the period.

Types of Netsuke in the Exhibition

KATABORI (carving in the round) - The most common is a three-
dimensional sculpture. Among its motifs are religious images,
animals, imaginary creatures, and plants. The katabori is made of
wood, ivory, horn, bone, ceramic, porcelain, or lacquer-ware.
MANJU - The same name as the Japanese rice-cake, it is round,
oval, or square and flat, with a design on it. Manju are made of
ivory, lacquer-ware, metal or porcelain. They are made either in
one or two pieces.

KAGAMIBUTA (mirror hid) - is a form of manju. The kagamibuta
has one concave section, made of ivory, horn, or wood, with a
metal cover like a Japanese mirror. The metalworkers decorated
the lid with engraving or with inlays of precious metals.

RYUSA - named for the artist who created it in the 18th century,
is also a type of hollow manju. The ryusa is either carved, or made
out of filigree, and hence is very light in weight.

SASHI - elongated netsuke statuettes, made out of lengths of bone,

bamboo, wood, or ivory.
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NETSUKE MASKS - were generally made as a hobby by the
artists who created masks for the traditional Noh Theatre of Japan.
Highly detailed masks were carved from wood, as were the
originals, and were sometimes coated with lacquer

CODE OF ETHICS FOR MUSEUMS
Code of Ethics for Museums - The American Alliance of
Museums

The American Alliance of Museums' (formerly the American Association ot
Museums) Code of Ethics for Museums is the formal statement of the ethic.

principles ...
aam-us.org/resources/ethics-standards.../code-of-ethics

Museums make their unique contribution to the public by
collecting, preserving and interpreting the things of this world.
Historically, they have owned and used natural objects, living and
nonliving, and all manner of human artifacts to advance
knowledge and nourish the human spirit. Today, the range of their
special interests reflects the scope of human vision. Their
missions include collecting and preserving, as well as exhibiting
and educating with materials not only owned but also borrowed
and fabricated for these ends. Their numbers include both
governmental and private museums of anthropology, art history
and natural history, aquariums, arboreta, art centers, botanical
gardens, children's museums, historic sites, nature centers,
planetariums, science and technology centers, and zoos. The
museum universe in the United States includes both collecting and
non-collecting institutions.

Taken as a whole, museum collections and exhibition materials
represent the world's natural and cultural common wealth. As
stewards of that wealth, museums are compelled to advance an
understanding of all natural forms and of the human experience. It
is incumbent on museums to be resources for humankind and in
all their activities to foster an informed appreciation of the rich
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and diverse world we have inherited. It is also incumbent upon
them to preserve that inheritance for posterity.

Loyalty to the mission of the museum and to the public it serves is
the essence of museum work, whether volunteer or paid. Where
conflicts of interest arise—actual, potential or perceived—the
duty of loyalty must never be compromised. No individual may
use his or her position in a museum for personal gain or to benefit
another at the expense of the museum, its mission, its reputation
and the society it serves.

For museums, public service is paramount. To affirm that ethic
and to elaborate its application to their governance, collections
and programs, the American Association of Museums promulgates
this Code of Ethics for Museums. In subscribing to this code,
museums assume responsibility for the actions of members of
their governing authority, employees and volunteers in the
performance of museum-related duties. Museums, thereby, affirm
their chartered purpose, ensure the prudent application of their
resources, enhance their effectiveness and maintain public
confidence. This collective endeavor strengthens museum work
and the contributions of museums to society—present and future.
Governance

Museum governance in its various forms is a public trust
responsible for the institution's service to society. The governing
authority protects and enhances the museum's collections and
programs and its physical, human and financial resources. It
ensures that all these resources support the museum's mission,
respond to the pluralism of society and respect the diversity of the
natural and cultural common wealth.

Thus, the governing authority ensures that:

. all those who work for or on behalf of a museum
understand and support its mission and public trust responsibilities
. its members understand and fulfill their trusteeship and act

corporately, not as individuals
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. the museum's collections and programs and its physical,
human and financial resources are protecied, maintained and
developed in support of the museum'’s mission

. it is responsive to and represents the interests of society

. it maintains the relationship with staff in which shared
roles are recognized and separate responsibilities respected

. working relationships among trustees, employees and
volunteers are based on equity and mutual respect

o professional standards and practices inform and guide
museum operations

. policies are articulated and prudent oversight is practiced

e governance promotes the public good rather than
individual financial gain.

Collections

The distinctive character of museum ethics derives from the
ownership, care and use of objects, specimens, and living
collections representing the world's natural and cultural common
wealth. This stewardship of collections entails the highest public
trust and carries with it the presumption of rightful ownership,
permanence, care, documentation, accessibility and responsible

disposal.

Thus, the museum ensures that:

. collections in its custody support its mission and public
trust responsibilities

* collections in its custody are lawfully held, protected,
secure, unencumbered, cared for and preserved

“ collections in its custody are accounted for and
documented

° access to the collections and related information is
permitted and regulated

° acquisition, disposal, and loan activities are conducted in a

manner that respects the protection and preservation of natural and
cultural resources and discourages illicit trade in such matenals
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o acquisition, disposal, and loan activities conform to its
mission and public trust responsibilities
. disposal of collections through sale, trade or research

activities is solely for the advancement of the museum's mission.
Proceeds from the sale of nonliving collections are to be used
consistent with the established standards of the museum's
discipline, but in no event shall they be used for anything other
than acquisition or direct care of collections.

e the unique and special nature of human remains and
funerary and sacred objects is recognized as the basis of all
decisions concerning such collections

= collections-related activities promote the public good
rather than individual financial gain
. competing claims of ownership that may be asserted in

connection with objects in its custody should be handled openly,
seriously, responsively and with respect for the dignity of all
parties involved.

Programs

Museums serve society by advancing an understanding and
appreciation of the natural and cultural common wealth through
exhibitions, research, scholarship, publications and educational
activities. These programs further the museum's mission and are
responsive to the concerns, interests and needs of society.

Thus, the museum ensures that;

. programs support its mission and public trust
responsibilities

° programs ar¢ founded on scholarship and marked by
intellectual integrity

° programs are accessible and encourage participation of the
widest possible audience consistent with its mission and resources
® programs respect pluralistic values, traditions and concerns
@ revenue-producing activities and activitics that involve

relationships with external entities are compatible with the
museum's mission and support its public trust responsibilities
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@ programs promote the public good rather than individual
financial gain.

THE CHANGING ROLE OF MUSEUMS IN SOCIETY

THE CHANGING ROLE OF MUSEUMS IN SOCIETY -
Intercom

MANAGING CHANGE IN MUSEUMS - KEYNOTE
ADDRESS ... in the early years of the 21st century which are
shifting the role of museums intc new temtory?
www.intercom.museum/.../DavidFlemingPaper.doc

MANAGING CHANGE IN MUSEUMS - KEYNOTE
ADDRESS

DAVID FLEMING, DIRECTOR, NATIONAL MUSEUMS
LIVERPOOL, 8 NOVEMBER 2005

THE MUSEUM AND CHANGE INTERNATIONAL
CONFERENCE, 8-10 NOVEMBER 2005,

NATIONAL MUSEUM, PRAGUE, CZECH REPUBLIC

I want to pose the question, are there new factors and pressures at
play in the early years of the 21st century which are shifting the
role of museums into new territory? 1 would argue that essentially
there is little that is totally new in museums activity beyond a
massive change in our attitude towards audiences, which might
best be described as one of total inclusion, that is of all the public,
not just a narrow sector. It is this change in attitude that has given
rise to a new approach to our work, most especially in collecting,
exhibiting, promotion, advocacy and partnership, learming and
helping effect social change. And it is the cause of the new ways
that museums need to structure and develop their staff.

In simple terms, in Britain, as in other parts of the world,
museums began to show a greater interest in, and respect for
audiences and their needs, because of two parallel and
unconnected forces.
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Firstly, there is the ongoing democratisation of our profession.
Museums are becoming institutions which are not entirely
dominated by a socio-economic elite, primarily male in character.
The opening up of higher education opportunities to people
formerly denied them means that the museum profession is
becoming more diverse, more community-orientated, and more
aware of our social responsibilities. This is not welcomed by some,
who see in this development the end of the museum as we know it,
but it is a new lifeblood for museums and for the relevance of
museums, It is the single most important factor in museums being
able to grow and broaden audiences even in an age when the
competition for people’s time and attention is immeasurably
fiercer than it has ever been.

The second force underlying museums’ new focus on audiences is
simple self-preservation. Many museums are publicly funded and
therefore traditionally are not reliant on attracting audiences for
survival. This began to change in Britain in the 1980s when
questions were asked by politicians about value for money. “Show
us why we should maintain your funding,” demanded politicians,
and for more than a generation museums have, some more quickly
than others, realised that there is no escape from this demand.
Because of this our museums are now better managed than they
have ever been. This has not, contrary to some assertions, led to a
decline in scholarship in favour of a healthy balance sheet, or to a
sacrifice of quality at the altar of business sponsorship.

Let us look in turn at these six areas I have identified as
illustrating these new approaches, which we might judge as
amounting to a changed role for museums.

Collecting

There has probably been little essential change in most museum
disciplines, though in one there has been a revolution. The growth
of the discipline of social history in museums almost exactly
mirrors the democratisation of the profession I have mentioned.

In the field of human history museums for long collected the
extraordinary as evidence of the past. There was in this a kind of
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perverted democracy because, of course, many collections,
perhaps most, if not all, were assembled by an elite which wished
to improve the rest of society.

Since the advent of social history in our field, museums have put
much more effort into collecting the ordinary and everyday, in
recognition of the fact that it is this material which best represents
the lives of the majority of the population. This has an academic
underpinning, as well as bringing the additional benefit of
cnabling museums to show their relevance to people who
previously were underrepresented, and perhaps therefore
uninterested in musewmn displays. Moreover, social history
curators have forged further links with audiences through their
movement into contemporary collecting, neglected by historians
in museums for so long that the 20th century was at some risk of
almost being bypassed altogether by history museums.

Exhibiting

There have beecn a number of changes here, many of them the
subject of criticism from conservative voices. Much of this
criticism seems to stem from the use of technology in order to
breathe more life into certain subjects. Exhibition design and
presentation techniques excite revulsion, especially where
interactivity, or sound and lighting effects, or film, are employed,
presumably because all these interpretive techniques are believed
to detract from the serious issues represented by objects.
Promotion

There didn’t used to be any museum marketing departments.
When I went in 1990 to work at Tyne and Wear Museums, the
biggest of the English local authority museum services, there were
no marketing staff. Exhibition posters and other publicity material
were cobbled together by designers and curators, while press
matters were handled by non-museum staff employed by
Newecastle City Council. This lack of professionalism, even when
there were the resources to do the job properly, was typical of the
low prority given to museum audiences. No wonder the
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traditional musecum appealed only to a minority of the population
when it was such a well-kept secret!

As museums have been pressured more and more to justify their
funding, they have had no choice but to find out more about their
audiences, to try to understand motivation for visiting, and lack of
motivation for not visiting, and to establish sustainable contact. So
our larger museums now invest in audience research so as to
inform decisions about how to market and promote their events,
activities and exhibitions.

One of the most important things I have learned about building
new audiences is the power of the local media. These media are
on our doorstep, they are hungry for editorial content, and they are
read, listened to or watched by all the people we want 1o attract to
our museums. Forging an effective relationship with these media
is just as central to the fortunes of any museum that wishes to
develop 1ts audiences as its exhibition and events programme. A
recognition of this role of the popular media is a core requirement
of the modern muscum.

Learning

Museums have always dealt in learning. This is clear from any
number of stories about the motivations of those who founded so
many museums in the 19th century. It's just that there has been a
massive shift from passive learning to active learning as museums
have, albeit belatedly, given more authority and responsibility to
education professionals, and as we have moved from instruction
to involvement.

Museums have recognised that we cannot rely on traditional
exhibition techniques to reach out and impact upon broad
audiences. We need to rethink our methods completely so that the
expertise of our curators is unlocked, and so that we can move out
of our traditional, object-centred comfort zones. We need to find
new connections, new languages, new techniques and, most of all,
new attitudes if we are to broaden our relevance and our scope,
placing education and learning at the very centre of what we do.
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If, like me, you believe that museums are solely about leaming,
then you accept that research, collecting, documentation,
conservation, marketing, strategic planning, project management,
fundraising, design, exhibitions, publications and all other forms
of communication, are all in support of leaming, and are part of
the learning function.

Social Change

Many years ago, in fact in 1993, 1 gave a paper entitled ‘The
Museum as an Agent of Social Change’. My main point was a
simple one: that by working with people, over a long period, who
traditionally did not visit museums, then we could play a role in
changing their lives. I am even more convinced of this today.
Museums which commit themselves to serving broad audiences,
in all the ways I have touched upon, but primarily through
promoting learning, will, slowly but surely, impact on those
people’s lives.

And so we see the ultimate value of museums — to promote social
change through learning, using our collections where appropriate,
but not regarding them as an end in themselves.

THE FUTURE OF MUSEUMS AND LIBRARIES:
A DISCUSSION GUIDE

The Future of Museums and Libraries: A Discussion Guide
changes, and also how delivery of library and museum services
will ... Discussion

Theme # : Changing Definitions & Roles of Museums and
Libraries .. ...... 3.
https://www.imls.gov/assets/1/.../DiscussionGuide.pdf -

INTRODUCTION

The Institute of Museum and Library Services (IMLS) is
committed to bringing together museums and libraries across the
country for conversations dedicated to developing a better
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understanding of the roles of libraries and museums as providers
of public service to communities. The Future of Libraries and
Museums in the 21st Century Planning Meeting, which took place
July 7-8, 008, in Washington, D.C., was convened by the National
Academy of Sciences and supported by IMLS to bring together
voices across and outside the library and museum fields to debate,
discuss, and question the future of museums and libraries and gain
insight into how the conversation could unfold in subscquent
discussions in the field at large.

This meeting brought together leaders from across the disciplines
in the library, museum, research, scientific, technology, and
education fields to help define the central issues, challenges, and
opportunities that libraries and museums are likely to face in the
coming decades. During the course of the meeting, participants
considered three arecas where significant change is anticipated
over the course of the 21st century:

The relationship among museums, libraries, and society

The evolution of the role or roles of museums and libraries

The future support, environment, and infrastructure for museums
and libraries

This publication is intended to provide some structure for and
spark ongoing conversation and dialogue among museum and
library professionals, policy makers, funders, users, researchers,
and partners from the private and public spheres regarding their
own institutions, networks, and communities.

Radical shifts in the definition and role of museums and libraries
will result from rapid societal changes occurring in the 21st

century.

DISCUSSION THEME #1:CHANGING DEFINITIONS &
ROLES OF MUSEUMS AND LIBRARIES*

The 21st century is predicted to bring about many major changes
to society, including significant shifts in population demographics,
community infrastructure, new technologies, economics, the
development of new sources of energy, and other developments
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that may dramatically alter how people live in and view the world.
These changes, which could have great impact on daily life and
societal needs, will also alter the definition and role of museums
and libraries as they adapt their services to meet changing
community needs. The discussion focused on how museums and
libraries can identify the kinds of services that their communities
need and align themselves to meet those needs in the most
effective ways possible. This is a process starting not from the
institution, but from the community itself. By identifying the
unique assets of their institutions and listening to the needs of
their communities, museums and libraries can work with the
public to determine how those assets can most effectively serve a
changing public.

Questions to consider from the planning meeting:

In light of the opportunities and challenges that confront society in
the 21st century, what new vision, and strategy are required of
museums and libraries to best engage public interest, insight, and
action?

How does our thinking about the role of libraries and museums
change when we place them in a larger societal discussion?

What are the ways that museums and libraries contribute to the
public good, and how can they do more?

How can museums and libraries engage with their communities
both in a local context and in the global knowledge society?

Who are the future audiences for library and museum services?
What factors determine the audience?

What role does funding—public and private—play in identifying
audience?

DISCUSSION THEME #3: MUSEUMS & LIBRARIES AS THE
“THIRD PLACE"

In The Great Good Place, Ray Oldenburg defines the significance
of the third place in a healthy society. Neither work nor home, the
third place is a neutral community space, where people come
together voluntarily and informally in ways that level social
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inequities and promote community engagement and social
connection. As public gathering places organized around public
service and the transfer of information and ideas across
individuals, museums and libraries are a unique form of the third
place because of their distinct resources as easily accessible, low-
cost barrier places rich in content and experience. Participants
identified museums and libraries as purpose-driven institutions—
socially responsible and socially responsive. Museums and
libraries already act as safe communal spaces for people to
interact with one another. As opportunities for social engagement
outside of private or working life and removed from the profit
interests of commercial spaces, museums and libraries have the
ability to identify and respond to community needs in ways that
other spaces cannot. Participants highlighted the need for
museums and libraries to explore how societal changes occurring
in the 2Ist century will alter the unique needs of their
communities, and in turn shape the kinds of institutional structures
that will best meet those needs and serve as public gathering
spaces. Museums and libraries can continue to be a distinct form
of the third place in the future, but they may have to adapt to
changes in what the third place looks like. For example,
participants debated over whether or not communities will
continue to need physical gathering spaces, or if virtual
comumunities will grow ever more important? Alternatively, could
the virtual and physical come together in the Third Place of the
future? What role could museums and libraries play in creating
physical and virtual places that pro-vide safe and open places that
foster civic engagement and create community bonds. and how
might these two worlds even become one multi-layered public
gathering space?

Questions to consider from the planning meeting:

What are the social purposes of museums and librarics and how
will these be met in the future?

“To be successful (and hopefully essential), museums and libraries
need to pursue new models in which they provide platforms for
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social engagement, transitioning from providing designed,
controlled experiences to comfortable, open-ended venues for
people and participatory discourse. The Web has given people the
opportunity to dream up their own community spaces. If we
[museums and libraries] can listen and remake ourselves into
those dreams, we will finally become places for our audience.”
How might libraries and museums converge as social spaces of
community engagement?

What other words, metaphors, and descriptors could describe this
kind of space?

What makes museums and libraries different from other places in
society?

D

Why and how do they exist as a part of the value chain in society?

How can muscums and librarnes foster a democratic society?

What role can museums and libraries play in becoming part of a
strong community network?

What does it mean for museums and libraries to fulfill the
educative process of a democracy (i.e., to strive for increased
social justice)?

What impact might changing community demographics (ethnic,
cultural, economic, and educational) in America have on the social
uses of museums and libraries?

What are the basrriers to and opportunities for leveraging social
networking and other technologies to engage young people
civically in the 21st century?

Museums and libraries have key roles in information technology
development, access, use, and preservation—central components
to their day-to-day operations. Technology products and
capabilities are rapidly advancing and will continue to do so
throughout the 2Ist century. Intellectual property, digital
preservation, and information access are the subjects of great
debate in the world and will continue to be so. Museums and
libraries have much to offer in this debate and have an essential
leadership role to play in shaping future policy that will impact the
stewardship of cultural heritage. Museums and libraries can play a
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leading role in intellectual property, digital preservation, and
information access. Participants described the role that libraries
and museums play in helping people find and use information
through new technologies, and enrich public use of technology by
providing the content and context around information resources.

DISCUSSION THEME #4: TECHNOLOGY & POLICY
DEVELOPMENT

Rapid advances in technology during the 21st century will have a
profound effect on how people access and use information.
Museums and libraries will need to determine their role in policy
developments for intellectual property, digitization, preservation,
and content access.

Questions to consider from the planning meeting:

What are the relationships between the missions of museums and
libraries and trends in intellectual property and related regulatory
issues?

How do libraries, archives, and museums contribute to the
creation of intellectual property?

How should this contribution be defined?

How do these compare to those of the private sector and
commercial entities?

If libraries, archives, and museums are engaged in publishing,
reproduction, and distribution of works and materials, what are the
differences between what they are publishing and what rights
holders are publishing?

Museums and libraries can continue to enrich the education and
knowledge building of society by consciously adapting their
services to the new ways in which people want to seek, gather,
and interpret information and to create meaning in the 2lst
century.

If museums and libraries seek to create the conditions for a nation
of learners in the United States, it is their role to understand how
people want to learn, build, and share knowledge in the 21st
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century and provide the services and creative environment
necessary to meet those lifelong learning needs.

Questions to consider from the planning meecting:

How can museums and libraries address the lifelong learning
needs of their community, working with communities rather than
for them?

How do libraries and museums become the centers for community
knowledge creation and development of productive inquiry?

What can museums and libraries do to expand their use by our
nation’s vounger, more diverse generations who are accustomed (o
quickly adapting to new technologies and accessing information
in different formats?

THE THIRD PLACE

The Future of Museums and Libraries: A Discussion Guide
changes, and also how delivery of library and museum services
will ... Discussion

Theme # : Changing Definitions & Roles of Museums and
Libraries . ....... 5
https://www.imls.gov/assets/1/.../DiscussionGuide.pdf -

DISCUSSION THEME #3: MUSEUMS & LIBRARIES AS THE
“THIRD PLACE"

In The Great Good Place, Ray Oldenburg defines the
significance of the third place in a healthy society. Neither work
nor home, the third place is a neutral community space, where
people come together voluntarily and informally in ways that level
social inequitics and promote community engagement and social
connection. As public gathering places organized around public
service and the transfer of information and ideas across
individuals, museums and libraries are a unique form of the third
place because of their distinct resources as easily accessible, low-
cost barrier places rich in content and experience. Participants
identified museums and libraries as purpose-driven institutions—
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socially responsible and socially responsive. Museums and
libraries already act as safe communal spaces for people to
interact with one another. As opportunities for social engagement
outside of private or working life and removed from the profit
interests of commercial spaces, museums and libraries have the
ability to identify and respond to community needs in ways that
other spaces cannot.

Participants highhighted the need for museums and
libraries to explore how societal changes occurring in the 21st
century will alter the unique needs of their communities, and in
turn shape the kinds of institutional structures that will best meet
those needs and serve as public gathering spaces. Museums and
libraries can continue to be a distinct form of the third place in the
future, but they may have to adapt to changes in what the third
place looks like. For example, participants debated over whether
or not communities will continue to need physical gathering
spaces, or if virtual communities will grow ever more important?

Alternatively, could the virtual and physical come together
in the Third Place of the future? What role could museums and
libraries play in creating physical and virtual places that pro-vide
safe and open places that foster civic engagement and create
community bonds, and how might these two worlds even become
one multi-layered public gathering space? Questions to consider
from the planning meeting: What are the social purposes of
museums and libraries and how will these be met in the funure?

Example from the Field: Birmingham Civil Rights
Institute: The Birmingham Civil Rights Institute strives to be the
nation’s premier educational center for the study of the civil rights
movement and the global struggle for human rights. Community
and family involvement, after school enrichment, and civic
engagement are key components to the programs and services
provided by the institute. As a partner in the Birmingham Cultural
Alliance Partnership in Birmingham, Alabama, the institute works
in collaboration with six other museums and the public library to
offer academic support and cultural enrichment to disadvantaged
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middle-school children and initiate family involvement in
participatory activities with the cultural community. In addition,
the partnership has initiated leadership training for teens and a
youth performance group to educate others on the history of the
civil rights movement. In its own work, the institute conducts
community programming throughout the year, as well as an
extensive oral history project to document the civil rights
movement. It also maintains an open archive for public research
and uses a variety of multimedia onsite and online resources to
engage visitors in learning more about the historic struggle for
human rights. Through its exhibits, partnerships, and programs,
the Birmingham Civil Rights Institute is a community center
focused on building tolerance, equality, and understanding in
society.

“To be successful (and hopefully essential), museums and
libraries need to pursue new models in which they provide
platforms for social engagement, transitioning from providing
designed, controlled experiences to comfortable, open-ended
venues for people and participatory discourse, The Web has given
people the opportunity to dream up their own community spaces.
If we [museums and libraries] can listen and remake ourselves
into those dreams, we will finally become places for our audience.”

Nina Simon, Founder, Museum: How might libraries and
museums converge as social spaces of community engagement?
What other words, metaphors, and descriptors could describe this
kind of space? What makes museums and libraries different from
other places in society? Why and how do they exist as a part of the
value chain in society? How can museums and libraries foster a
democratic society? What role can museums and libraries play in
becoming part of a strong community network? What does it
mean for muscums and libraries to fulfill the educative process of
a democracy (i.e., to strive for increased social justice)? What
impact might changing community demographics (ethnic, cultural,
economic, and educational) in America have on the social uses of
musecurns and libraries?
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“We can push for change in intellectual property policies.
We should be the advocates for understanding that access isn’t
enough, that showing something on a screen is a start, but it is not
the end of what we aspire to, the people we serve want to be able
to do something with the material we are putting out.”

Joshua M. Greenberg, Director, Digital Strategy and
Scholarship, The New York Public Library: “If U.S. society is to
participate in the knowledge economy of the 21st century, and if
the historical record of the U.S. is to be captured in the 21st
century, then those who now control significant parts of the record
will need to be brought into the conversation. Additionally, the
complex web of content ownership will need to be simplified in
the furtherance of society’s legitimate interest in the cultural
record—either by statute or by agreement with con-tent owners.”

Ann J. Wolpert, Director of Libraries, Massachusetts
Institute of Technology: Museums and libraries have key roles in
information technology development, access, use, and
preservation—central components to their day-to-day operations.
Technology products and capabilities are rapidly advancing and
will continue to do so throughout the 21st century. Intellectual
property, digital preservation, and information access are the
subjects of great debate in the world and will continue to be so.
Museums and libraries have much to offer in this debate and have
an essential leadership role to play, in shaping future policy that
will impact the stewardship of cultural heritage. Museums and
libraries can play a leading role in intellectual property, digital
preservation, and information access. Participants described the
role that Iibraries and museums play in helping people find and
use information through new technologies, and enrich public use
of technology by providing the content and context around
information resources.
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The Great Good Place; Cafes, Coffee Shops, Bookstores, Bars,
Hair Salons, and Other Hangouts at the Heart of a
Community Paperback — August 18, 1999

by Ray Oldenburg (Author)
384 pages Publisher: Marlowe & Company: 3rd edition (August
18, 1999)

Ray Oldenburg's The Great Good Place, just issued in this
paperback version, is a classic in the sociological literature on the
social and cultural geography of American Culture. Taking it's
place alongside The Road to Nowhere, much of Christopher
Lasch's work and the writings of other distinguished students of
the decline of place in America, Oldenburg's work is in many
ways better than these precursors because he shows how and why
we were on the way to creating a placeless culture even before the
computer revolution exacerbated the tend. The wholesale and
largely uncritical acceptance of the automobile, place-hostile
zoning ordinances, and puritanical meddling have conspired to
produce a culture which is rapidly extinguishing haunts and
hangouts--the sort of real places of pure sociability which
contribute so much to the quality of life and which Oldenburg sees
missing in the narrow, money-grubbing, time-driven culture of
late century Americans. His analysis of the English Pub, the
German Beer Garden, the Viennese coffee house, and other
authentic places brings a much needed antidote to the depressing
sameness that is characteristic of the increasingly McDonalized
society in which we live. Not giving in to pessimism and despair
himself, Oldenburg offers wise and witty prescriptions for how we
can turn this around and once again produce a "Great Good
Place." His thesis is that we have produced this environment--we
can produce a better one. This is social science at its best, and
with this new paperback edition just published, it should be
accessible to more readers than ever.
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T liked the central idea of Third Places but don't feel like the
author added enough interesting examples or insights to make the
extra length of a book worthwhile. There's too many cliches about
Irish pubs and Parisian coffechouses and too many out-of-
nowhere digs at cliches of California and yoga. The cumulative
effect gives the impression of Third Places as refuges from
overbearing bosses and nagging wives. I longed for a greater
attention to detail and a look at unexpected venues that might be
working as Third Plades.

Drawn by the concept of a "third place" as described by this book
and referenced elsewhere, I thought I'd read to find out what this
was about. In the end, this was a fascinating and thought
provoking book. Mr. Oldenburg posits that much of our societal
ills today are resultant from a lack of free association. That is, the
places where people congregate / hang-out are disappearing
because of urbanization, industrialization, etc. One example, the
German beer garden (and its descendant in the US with early
German immigrants) as a family affair - as, economically, there
didn't seem to be any reason for such an institution in an
"American" community, this venue slowly disappeared or
devolved into the bars we know today - focused on serving
alcohol to the subservient and willing. In fact, Oldenburg points
out, the beer served in the beer gatden was weaker than what we
know today because the point was not the beer - the point was the
association and conversation within the community, among
families.
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