ISSN 2658-4824 (Print), 2713-3095 (Online)

VMKOHV

NckyccrBo. Kyaprypa. O0pasosanue.
HaqubIe UCCAEAOBAHUA

Art. Culture. Education. Scholarly Research

2020, No 4



NKOHH
HckyccTBo. KyipTypa. O6pasoBanue. Hay4yHble HccaeJ0BaHUA

2020, Ne 4

PoccuiicKuil HayuHblil HCypHaAN

ISSN 2658-4824 (Print), 2713-3095 (Online)

I'J1aBHBIN pelaKTop

TatimyxameToBa JIronmuiia HukosiaeBHa,
axkazeMuk PAE, -p uUCK.

PefaKkImOHHA KOJIETHST

AsexceeBa 'asimHa BacuyibeBHa, [I-p UCK.
JaTbHeBOCTOUHBIN Qe/lepaIbHbIN YHUBEPCUTET,
Poccus

ApoHoB Biiagjumup PyBUMOBUY, JI-p HCK.,
ujeH-Kopp. Poccuiickag AkafieMus Xy 07KeCTB,
Poccusa

bopopun bopric bopucoBuy, I-p KUCK.
Vpasbckas rocygapcTBeHHas KOHCEPBATOPHSA
umenu M.II. Mycoprckoro, Poccus

Bep6urikas 'aarHa SIKOBJIEBHA, A-p QUIIOC. HAVK,
KaH[. UCK. YUMCKUHI TOCYLapCTBeHHBIM UHCTUTYT

UCKYCCTB MMeHU 3arupa Mcmaruiosa, Poccusa

l'apurioBa HuHaIb ®E0poBHa, -P UCK.
VOUMCKUU rocyfapCTBEHHBIM HHCTUTYT UCKYCCTB
uMeHHU 3arupa Mcmaruiaosa, Poccus

T'omboeBa Maprapura lIBaHOBHA, [I-p KyJbT.
3abaliKaslbCKUH TOCYLAaPCTBEeHHBIN YHUBEPCUTET,
Poccusa

TF'opbyHoBa puHa bopucoBHa, [I-p Ief. HayK.
Poccutickuii rocyapCTBEHHBIN I1elarOTUYeCKUN
yHHUBepcuTeT UMeHHU A.M. 'eprieHa, Poccus

JleMueHKO AjslekcaHp MIBaHOBUY, [I-P UCK.
CapaToBCKas rocyiapCTBeHHAast KOHCepPBATOPHUI
umMmenu JI.B. Co6mHoBa, Poccus

JomMmbpayckeHe l'asmrHa HukosiaeBHa, J-p UCK.
MOpPCKOH ToCyZapCTBEHHBIN YHUBEPCUTET
uMeHU agmupalia Y. Hesesbsckoro, Poccusa

KasaureBa JIrommuia I1aByioBHa, I-p UCK.
AcTpaxaHCKas rocylapCTBeHHasi KOHCepBaTOPHs,
Poccus

KoBasieHko T'eopruii ®é10poBUY, aKaleMUK
Poccutickoit akaJleMUH Xy 07KeCTB, I-pP UCK.
T'ocyapCTBEHHBIN HHCTUTYT UCKYCCTBO3HAHUA
MuHucTepcTBa KYJAbLTYPEI PO, Poccusa

KpacunbHUKOB Hrops MuxaiaoBuY, I-p Ief.
HayK. MTHCTUTYT Xy/[0’)KeCTBEHHOI'0 00pa3oBaHUs
U KyJIbTYPOJIOIUH POCCUIICKON aKaZeMHUH
obpasoBaHus, Poccus

Maxposa Jdjuia BacuibeBHa, I-p KyJbT.,

KaHJI. UCK. AKaieMus Pycckoro 6asera
umMmenu A.4. BaraHoBoMH, Poccust

DOI: 10.33779/2658-4824.2020.4

Haymenko TaTbssHa IBaHOBHa, J-p UCK. Poccuii-
CKafd aKaZileMus My3bIKA UMeHU 'HeCHUHBIX, Poccusa

ITammmua Osibra AjyieKceeBHa, JI-p HCK.
T'ocymapCTBeHHBIN HHCTUTYT UCKYCCTBO3SHAHUSA
MuHucrepcrBa KyabTypsl PO, Poccusa

CanipameBa 3eM¢pupa HypMyxaMeToBHa,

I-p uck. KasaHckas rocyapcTBeHHas
KoHcepBaTopud umeHu H.I'. JKuraHosa, Poccus

IlapéBa Hazerxma AjleKCaHAPOBHA,

I-p ¢umiioc. Hayk. TUXOOKeaHCKOe BBICIIIee BOEHHO-
Mopckoe yunuilie uMeHu C.0. MakapoBa, Poccus

[ITeitHOepr Basepuit SMaHyUIIOBUY,

I-p IIe[. HayK, KaHJl. TeXH. HayK. balllkupckuii
roCy/lapCTBeHHBIN IleflarOTUUYeCKU YHUBEPCUTET
uMeHHu M. AKMyJLIBL, Poccus

Slctpe60B AHfpelt JIeOHUI0BUY,

I-p ¢uiios1. HayK. POCCUMCKUYI UHCTUTYT
TeaTpaabHOro uckyccrsa — I'MTHC, Poccusa

PemakimoHHAasA KOJLIETHS
Me>XAyHapOaHOIO OTAesIa

T'an36ypr I'puropuii 3panieBud, KaH/I. UCK.
XapbKOBCKUM MHCTUTYT MY3bIKO3HAaHUA, YKpauHa
I'pun 3xaBapx, Ph.D. MaHX3TTeHCKasd IIIKOJIa
My3BIKH (KOHCepBaTopust), Hbro-Hopk, CIIIA

KoroBuu TaTbsgHa BUKTOPOBHA, J-P HUCK.
Bute6ckuii rocyHuBepcuTeT UMeHHU I1.M. Maieposa,
Pecmry6siika bestapych

PoBHep AHTOH ApkazbeBudY, Ph.D., KaHJ,. HCK.
MocKkoBcKasi ToCyZapCTBeHHast KOHCePBaTOPH
uMenu I1.1. YarikoBckoro, Poccus

Pyus Bapesia 'emma, Ph.D. YHuBepcuTeT
®paHcucko ge Buropus, UcriaHusa

CuHb YeHb, CHHBIHCKUH IleflaToruyeCcKUi
yHUBepcuTeT, Kurait

CrpeHaunkoBa Mapusd, I-p TeXH. HayK.
AxaneMus Xyno0>xkecTB, CJIOBaKUA

Xanpmanaxkuc Axusiec I., mpodeccop,
AQUHCKHU HallMOHAJIbHBIN YHUBEPCUTET
uMmeHu Kanopuctpuy, I'perys

Vupenureiu

Hay4yHO-MeTOq4YeCcKUN [IeHTP
«THHOBAaIIMOHHOE UCKYCCTBO3HaHUe» — PelaKiiusa
u UsnaTeinb

Hay4Ho-IIpoU3BOCTBEHHAs prpma
«BocToyHas reyaTh»



ICONI
Art. Culture. Education. Scholarly Research

—— 2020, No. 4 ——

Russian Scholarly Journal

ISSN 2658-4824 (Print), 2713-3095 (Online)

Editor-in-Chief

Liudmila N. Shaymukhametova, Dr. of Arts,
Academician of the Russian Academy
of Nature Sciences

Editorial Board

Galina V. Alexeyeva, Dr.Sci. (Arts). Far-Eastern
Federal University, Russian Federation

Vladimir R. Aronov, Dr.Sci. (Arts). Russian
Academy of Arts, Russian Federation

Boris B. Borodin, Dr.Sci (Arts). Ural State
M.P. Mussorgsky Conservatoire, Russian Federation

Galina Ya. Verbitskaya, Dr.Sci. (Philosophy),
Ph.D. (Arts). Ufa State Institute of Arts named after
Zagir Ismagilov, Russian Federation

Ninel F. Garipova, Dr.Sci. (Arts). Ufa State
Institute of Arts named after Zagir Ismagilov,
Russian Federation

Margarita I. Gomboyeva, Dr.Sci. (Culture).
Transbaikal State University, Russian Federation

Irina B. Gorbunova, Dr.Sci. (Pedagogic). Herzen
State Pedagogical University of Russia, Russian
Federation

Alexander I. Demchenko, Dr.Sci. (Arts). Saratov
State L.V. Sobinov Conservatoire, Russian Federation

Galina N. Dombrauskiene, Dr.Sci. (Arts). Maritime
State University named after admiral G.I. Nevelskoy,
Russian Federation

Liudmila P. Kazantseva, Dr.Sci. (Arts). Astrakhan
State Conservatory, Russian Federation

Georgiy F. Kovalenko, Dr.Sci. (Arts). State Institute
for Art Studies of the Ministry of Culture of the
Russian Federation, Russian Federation

Igor M. Krasilnikov, Dr.Sci. (Pedagogic). Institute
of Art Education and Culturology of the Russian
Academy of Education, Russian Federation

Ella V. Makhrova, Dr.Sci. (Culture), Ph.D. (Arts).
A.Ya. Vaganova Academy of Russian Ballet, Russian
Federation

Tatiana I. Naumenko, Dr.Sci. (Arts). Russian
Gnesins’ Academy of Music, Russian Federation

DOI: 10.33779/2658-4824.2020.4

Olga A. Pashina, Dr.Sci. (Arts). State Institute
for Art Studies of the Ministry of Culture
of the Russian Federation, Russian Federation

Zemfira N. Saidasheva, Dr.Sci. (Arts). Kazan State
Conservatoire named after N.G. Zhiganov,
Russian Federation

Nadezhda A. Tsareva, Dr.Sci. (Philosophy).
S.0. Makarov Pacific Ocean Highest Naval College,
Russian Federation

Valery E. Steinberg, Dr.Sci. (Pedagogic),
Ph.D. (Technology). Bashkir State Pedagogical
University named after M. Akmulla,
Russian Federation

Andrei L. Yastrebov, Dr.Sci. (Philology). Russian
Institute of Theatre Arts — GITIS, Russian Federation

Editorial Board
of the International Section

Grigoriy I. Ganzburg, Ph.D. (Arts). Kharkov
Institute of Musicology, Ukraine

Edward Green, Ph.D. Manhattan School of Music,
New York, United States

Tatiana V. Kotovich, Dr.Sci. (Arts). Vitebsk State
University named after P.M. Masherov, Belarus

Anton A. Rovner, Ph.D. (Arts). Tchaikovsky
Moscow State Conservatory, Russian Federation

Gemma Ruiz Varela, Ph.D. Francisco de Vitoria
University, Spain

Chen Sing, Xinjiang Pedagogical University, China

Madria Strendcikova, Dr.Sci. (Technical). Academy
of Beaux-Arts, Slovakia

Achilleas G. Chaldaeakes, Professor. National and
Kapodistrian University of Athens, Greece

Founders

Scholarly-Methodical Center “Innovational Art
Studies” — Publishers and Editor

Firm for Research and Production “Oriental
Print”



PEJAKIIHUSA )KYPHAJIA

I/1aBHBII pegaKTop
HayuHBIii pegaKTop
IlaiimyxameToBa JIroqMuia HukosaeBHa —
akazseMuK PAE,
JIOKTOP MCKYCCTBOBeJIeHHs, IIpodeccop,
3aCJIy>KeHHBIH JlesTesIb UCKYCCTB
Poccuiickoit ®Pefiepaiiuu u Pecriy6inku balikopTocTaH
e-mail: i2018n@yandex.ru
3aMecTHTeb IJIaBHOI0 pelaKTopa
Kapnosa Esrena KOHCTAaHTHHOBHA —
KaHZIUJaT UCKYCCTBOBe/IeHHs, IIpodeccop
BeInycKaronuii pejaKkTop
basisuroBa I'asust PanieBHa —
KaHJUaT UCKYCCTBOBEeHHUS
IlTed-pegakrop
I'ycapoBa Enena BiagumMupoBHa
Me>XayHapo/HbIe 3KCIIEPTHI M pelaKTOPbI:
T'puu 3aBaps — Ph.D.,
Hp10-I0PKCKHI1 YHUBEPCUTET;
npodeccop kadpesprl UCTOPUU MY3BIKH,
MaHX3TTeHCKas IIIK0JIa MY3bIKH, HLm—I?IopK, CIIIA
PoBHep AHTOH ApkagbeBud — Ph.D.,
VuausepcureT Patrepc, mrat Hbro-pkepcy, CHIA;
MAarucTp MysbIKH JDKYJIbIPACKOM IIK0JIBL, Hbio-H0opK;
MarucTp MysbIKaJbHOU TeOpHH,
Konymb6uiickuii Vausepcuret, Hoio-HopK;
KaHJUJaT UCKYCCTBOBEeHUS,
MocCKOBCKasi rocy/jlapCcTBeHHast KOHCepPBaTOPHs
uM. IL.1. YaHKOBCKOIO

PegaxTop
Musnra’xeB ApTyp AcKapoBHY
Jusarin: llakupoB Bunyp PamugoBud
Bépcrka: Kygasaposa 0 MapaToBHa

JKypnan UKOHU (MckyccTBo. KyabTypa. O6pasoBaHue.
Hayunsble ucciegoBanus) / ICONL

VdapenuTe/b: ABTOHOMHAasI HEKOMMepUecKasi OpraHH3aIys
JOIIOJTHUTEIFHOT0 IIP0deCcCHOHaIbHOr0 06pasoBaHusL
Hay4HO-MeTOJu9eCKHI IIeHTP
«IHHOBAI[IOHHOE HCKYCCTBOSHAHHUE».
Apnpec: 450059, Poccutickas ®esepariys, r. Yoa
ya1. Puxapza 3opre, A. 17, kopIt. 1, 0. 306
Tes.: +7 (347) 216 49 73
e-mail: i2018n@yandex.ru

3apeructpupoBaH B PefiepasbHON CiIy»K6e 110 HaJ[30py
B chepe cBSI3U, HHPOPMAIIMOHHBIX TeXHOJIOTHUH
¥ MacCOBBIX KOMMYHHUKaIUN. (CBU/IeTeILCTBO O PeIrUCTPaIliuu
3JI Ne ®C 77-79424 ot 02.11.2020 1.)
CeTeBoe u3aHue. 18+.
H3paétca B Poccun ¢ MapTa 2019 roza.

PacripoctpansieTcsa B Poccuiickoit ®esiepariuu
U 3apy0e>KHBIX CTpaHaxX Ha PyCCKOM, aHTJIUHCKOM,
HeMeIIKOM, PaHITy3CKOM SI3bIKax.
OdurraabHBIN CAUT )KypHaJIa:
http://journaliconi.com

DOI: 10.33779/2658-4824.2020.4

Brixoput 4 pasa B TOJ.
IleHa cBOGOHASL.

Cmambu, nocmynaroujue 8 pedaxKyuro,
ny6AUKYHOMCSL HA 0CHOBAHUU peleH3Ull U1eH08 pedKOo11eculUl
U NPOPUABLHBIX CNEYUAAUCTNOB.
3a nybaukayuro npedocmasieHHbIX 8 pedaKyur Mamepuaios
20HOPApbL He 8LINAAUUBAIOMCS.
H30aHue ocyusecmensiemcst Ha CO80KynHwle cpedcmea yupeoume.ell
u agmopckue cpedcmaa.

ITozamrcaHo B IevaTs 25.12.2020. @opmat 60 x 84/8.
Bymara odpceTtHas. lapHuTypa Noto Serif.

EDITORIAL STAFF

Editor-in-Chief
Academic Editor
Liudmila N. Shaymukhametova —
Academician of the Russian Academy
of Natural Sciences,

Dr.Sci. (Arts), Professor,
Merited Activist of the Arts
of the Russian Federation
and the Republic of Bashkortostan
e-mail: i2018n@yandex.ru

Deputy Chief Editor
Elena K. Karpova —
Ph.D. (Arts), Professor

Executive Editor
Galiya R. Bayazitova — Ph.D. (Arts)
Managing Editor
Elena V. Gusarova
International Experts and Editors:
Edward Green — Ph.D., New York University;
Professor at the Department of Music History, Manhattan School of
Music, New York City, USA
Anton A. Rovner — Ph.D. in Music Composition
from Rutgers University, New Jersey, USA;
MM from The Juilliard School, New York;
studies in music theory at Columbia University,
New York; Ph.D. (Arts),
Moscow State P.I. Tchaikovsky Conservatory

Editor
Artur A. Mingazhev

Design: Vilur R. Shakirov
Coding: Yulia M. Kudayarova

ICONTI journal (“Art. Culture. Education.
Scholarly Research”).

Founder: Autonomous non-profit organization
of supplementary professional education
Scholarly-Methodical Center
“Innovational Art Studies”

Address: Russian Federation, 450059, Ufa
Richard Sorge str., d. 17, k. 1, of. 306
Telephone: +7 (347) 216 49 73
e-mail: i2018n@yandex.ru

The journal is registered in the Federal Service
for Supervision of Communications,
Information Technology, and Mass Media.
(Testimony of registration:
EL No. FS 77-79424 from 02.11.2020)
Online edition. 18+.
Published in Russia since March 2019.

Distributed in the Russian Federation
and other countries in Russian, English, German, French.

The official website of the journal is
http://journaliconi.com

DOI: 10.33779/2658-4824.2020.4

Published four times a year.
Negotiable price.

The articles submitted to the editorial board
are published on the basis of reviews written
by members of the editorial board and profile specialists
Honorariums are not paid for publications
of materials submitted to the editorial board.
The publication is carried out by means
of combined monetary contributions
of the founders of the journal
and the authors of the articles.

Vei.-1ieu. 1. 19,76. 3aka3s Ne 32.
Tupax (megaTHbIH) 100 9K3.

OTIlevyaTaHo Ha 060pyL0BaHUM
Hay4yHO-IIpOM3BO/ICTBEHHOM GHPMBI «BOCTOUHAS ITeYaTh»
450080, r. Yoa, y1. MeHfeseeBa, 1. 195/2

Ten./paxc: +7 (347) 243 15 16, e-mail: orient4@mail.ru

Signed in for printing 25.12.2020. Format: 60 x 84/8.
Offset paper. Font: Noto Serif.
Printing 1. 19,76. Order No. 32
Run of 100 copies (Print).

Printed on the printing facilities
of “Vostochnaya pechat” Co. Ltd
450080, Ufa, Mendeleev str., d. 195/2
Tel./fax: +7 (347) 243 15 16, e-mail: orient4@mail.ru



COJEPKAHUE

9MOXU MHPOBOH
Xy/0>KeCTBEHHOM KYJIbTYPHI

Jlemuenko A.H.

BospoxxneHue (cepedura XIII — cepeduHa
XVI cmosemus). 'paHu r'yMaHU3MaA .......... 6

Me>KKyIbTypHble KOMMYHHUKaITUH

XyaH FOaHbn3H,
Anekceesa I'.B., IJuHb TUHMUH

TubeTckasd KyabTypa 6acceiiHa peKu
XyaHX3 B TBOpYeCTBe COBPEeMEeHHBIX
KUTANUCKUX XYTOKHUKOB ....ccovvvrerrrenrrenenne 25

Kyuepenko A.JI., KoHonaésa H.A.

Tane1r praMeHKO KaK CpPe/ICTBO
BBIpa’KeHUs IMOITUU U Pa3BUTUA
3MOITMOHAJILHOTO UHTEJIEKTA ..ccvvvveveennens 38

Jduasior KyJabTyp

Arnold Perey

Mulk Raj Anand’s Untouchable
and the Philosophy
of Aesthetic RealisSm .......cccoeeeverenennccncnennns 46

3promuHa U.B.
BreTHaM — Poccud: fuaior KYJbTYP ...... 56

KapTunHas rasepest

Kanunyc A.1O.

JKaHp «MapuHa» 1 ero pasHOBULHOCTHU
B TBOPYECTBE XY 0’KHUKOB
ITPHMOPCKOTO KPAS ..covevereeinirnesrervesneienensens 63

Kuno u TB:
TBOPYECKHUH IIpoI1ecc

Ywaros I1.B.

CrrertuduKa reHe3rca HaI[MOHAJIBHOTO
TeJIEBU3MOHHOT0 CepraJjia

KaK OPUTHHAJIbHOTO
KYJIbTYPHO-UHPOPMAIIHOHHOTO
DEHOMEHA ....oceeeneeeieeeeeneee e eeens 73

CoBpeMeHHBIH KOMIIO3UTOP

Hubert S. Howe, Jr.
19-Tone Theory and Applications............... 81

Anton A. Rovner

Finland, a Vocal Symphony

for Soprano, Tenor

and Large Orchestra ..........cccceerevencnennne 100

My3bIKaJIbHOE 00pa30oBaHHe

/Jlasnemoesa K.b.

[IpUHITUITEI OpTaHHU3aITUH

KYPCOB IIOBBIIIIeHUST KBaIUQUKAIITNU
nefarora-My3bIKaHTa

B UHYOPMAITMOHHOM

00pas0BATEIILHOM CPEME ...ovevererervreeneneennns 112

TBOp‘IeCKaH nmegarornvdeckKasi
MacTepcCKasa

Moposos C.A.

«My3bIKaJbHast ”HPOPMaTHKA».
IIporpaMMa JUCITAILIMHEI

IJI CTYLeHTOB —

HUHBAJIUJOB 10 3PEHHIO .....ccceuivrevirenieninnens 120

MaHvko H.H.

BusyasibHbIE IUJaKTUYECKHE
PETYJISITUBHI IIpenoiaBaHUsI My3bIKU
B 00111e00pas3oBaTeIbLHOM LIKOJIE ............ 135

JleKkTOpCKasA TpUOyHA.
ABTOpCKHE KYpPCBI

Jlemuenko A.H.
TBopuecTBO I'.B. CBUPHUIOBA ....cccoueuenenee 153

S



CONTENTS

Epochs of World Artistic Culture

Alexander 1. Demchenko

Renaissance (From the Middle of the 13th
to the Middle of the 16th Century).
Facets of HUMAaNISIM .....c.cccoeveeereereeneccnenenene 6

Cross-Cultural Communication

Huang Yuanpeng,
Galina V. Alekseeva, Qin Tingting
Tibetan Culture of the Yellow River

Basin in the Work of Contemporary
Chinese ATTIStS ..cccoereerererereeerenereeeeeene 25

Anastasia L. Kucherenko,
Nina A. Konopleva
Flamenco Dance as a Means

of Expressing Emotions and Developing
Emotional Intelligence ........ccccoeeveveneneennee. 38

Dialogue of Culture

Arnold Perey

Mulk Raj Anand’s Untouchable
and the Philosophy
of Aesthetic RealiSm ........ccccccevvvvivicunirnnincnes 46

Irina V. Zryutina
Vietnam — Russia: Dialogue of Cultures .....56

Picture Gallery

Alexander Yu. Kapinus

The Genre of Marine Painting
and its Varieties in the Works
of the Artists of the Primorsky Region ......... 63

Cinema and Television:
Creative Process

Pavel V. Ushanov
The Specificity of the Genesis

of the National Television Series
as an Original Cultural-Informational
PRENOMENON ..ooeeeeeeeeeceeeeeeeeeeeeeeeeee e 73

Contemporary Composer

Hubert S. Howe, Jr.
19-Tone Theory and Applications............... 81

Anton A. Rovner

Finland, a Vocal Symphony

for Soprano, Tenor

and Large Orchestra ........cccceceevevevennnenenee 100

Music Education

Clara B. Davletova

The Principles of Organization

of Career Enhancement Training Courses
for Music Pedagogues

in the Informational

Educational Environment .........ccceeccueee. 112

Creative Pedagogical
Workshop

Sergey A. Morozov

“Musical Informatics”.
Program of the Discipline
for Visually Impaired Students ................ 120

Natalia N. Manko

Visual Didactic Regulations
of Teaching Music
in the Secondary School..........ccccccevrunneee. 135

Lecturer’s Tribune.
Authorial Courses

Alexander 1. Demchenko

The Musical Oeuvres
Bf | GROTGY SSIMAOV . .......... ... S 53



JTIOXU MUPOBOH XYI0>KECTBEHHOU KYIbTYPhI

SR L

Epochs of World Artistic Culture

ISSN 2658-4824 (Print), 2713-3095 (Online)
VIK 78.071.1
DOI: 10.33779/2658-4824.2020.4.006-024

ITanopama croJieTHit
Aemopckuil yuka nekyuil

Panorama of Centuries
Authorial Cycle of Lectures

A.M. ZEMYEHKO

ITenmp KOMNEKCHBIX
Xy002ceCmMB8eHHbIX UCC.1e008aAHUTL
Capamosckas 20cy0apcmeeHHas
KOHcepgamopus umeHu JI.B. CobuHosa
2. Capamos, Poccus

ORCID: 0000-0003-4544-4791
alexdem43@mail.ru

ALEXANDER I. DEMCHENKO

Center for Comprehensive
Art Studies

Saratov State

L.V. Sobinov Consrvatoire
Saratov, Russia

ORCID: 0000-0003-4544-4791
alexdem43@mail.ru

Bo3poxaeHue

(cepeduna XIII — cepeduHa
XVI cmoaemus).

I'paHu rymMmaHH3Ma

CyTpb Iy6JIMKYeMOTI0 KypHaJIOM
ITUKJIa OYEePKOB COCTOUT B TOM,
4YTO IIPU MaKCUMaJIbHOM KOMIIaKTHOCTH
U3JI0’KEHUS B HEM OCYIIleCTBIIIeTCS
CBOJHBIN 0630p OCHOBHBIX SIBJIEHUU
MUPOBOH Xy/10’KECTBEHHOM KYJIbTYPHI,
O0XBaUeHHOM B I1eJIOM KaK C TOUKHU 3peHUus
00II1eCTOPUUECKOTO IIPOoIlecca,
TaK U B OTHOIIIEHWH Pa3INYHbIX BU/I0B
TBOpUeCTBa (JIMTepaTypa, ©300pasuTebHOe
HUCKYCCTBO, apXUTEKTypa, My3bIKa, TeaTp
U KUHO). [Ipu aTOM IIpeofoieBaeTcs
IIpUBBIYHASA pyOpHUKaIlyd 110 HAIJMOHAIbLHBIM
IITKO0JIaM U pasjiesieHre Ha OT[e/IbHble BU/IbI
HWCKYCCTBA C IIPUCYILeN KaXKIoMy U3 HUX
JKaHpOBOMU CIlelipUKAIeN, UTO OTBEYaeT
TIO3UTUBHBIM TeHJIeHITUIM I106aIn3auu
U obecIieuynBaeT I1eJIOCTHOE BHIEHIIE
Xy0>KeCTBEHHBIX peHOMEHOB.

KJirroueBsble cjI0Ba:

MUPOBOH Xy/05KeCTBEHHBIN IIPOITeCC,
OCHOBHBIE HUCTOPUUECKUE TIePUO/IE],
BosporkaeHrie.

Renaissance

(From the Middle of the 13th
to the Middle of the 16th
Century). Facets of Humanism

The essence of the series of essays
published by the magazine is that with
a maximum compactness of presentation
it provides a summary of the main phenomena
of world artistic culture covered in general
both from the point of view of the overall
historical process, and in relation to various
types of artistic creativity (literature, the visual
arts, architecture, music, theater and cinema).
At the same time, the customary categorization
according to national schools and the division
into separate types of art with the genre
specification inherent in each of them
is overcome, which meets the positive
tendencies of globalization and provides
a holistic view of artistic phenomena.

Keywords:

the global art process,
the main historical periods,
Renaissance.
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ZpO 3II0XH HayaJsIo CKJIaAbIBATHCA Ha
aTarte PanHe20 Bo3poocoeHus. UepTel
peHeCcCaHCHOIO XY 0’KeCTBEHHOTIO
MBIIIIJIEHUs BBI3peBaId B HeJpax CpejHe-
BEKOBOT'0 UCKYCCTBA U C JOCTATOYHOM OIIpe-
IeJIEHHOCTBIO 3asgBUJIM O cebe K cepefuHe
XIII Beka. PaHbIlle BCero — B CKYJBIITYpe
TOTHYECKUX COO0pPOB, B KOTOPOM IIPOU30-
II18JI HaCTOSAIIUY I1epeBOPOT, CTPEeMUTeJIb-
HBIM IIPOPBLIB B HOBOE KaueCTBO, IIpeBOC-
XHUIlaBIllee 3aBOEBaHHSA KJIACCHUYECKOH
CKYJIBIITYPHl Bo3poxpeHusd. Pesbedbsl U
CTaTyH IIpUOOpeTarT >)KU3HEHHOCTh, IIPO-
OyX[gaeTcsl UHTepeC K IIPUBBIYHBIM JIS
r;1asa ¢gopMaM, K GU3UUECKON KpacoTe U K
YyBCTBaM peasIbHOIO YeJjIoBeKa. B xkauecTBe
00pasIfoB TaKOI0 Pojia MOXKHO Ha3BaTh OT-
IleJIbHBIe CTaTyU U3 HEMEIIKUX XPaMOB.
3HaMeHUTHIM BCaJHUK U3 cobopa B
BaMmb6epre olpoBepraeT paclIpoCTpaHEéH-
HOe MHeHMe, COIJIACHO KOTOPOMY IIOCIJIe
eJUHCTBEHHOI0 U3BECTHOr0 HaM KOHHOIO
MOHyMeHTa Ilo3gHel AHTUYHOCTH (I1aMsT-
HUK PUMCKOMY HMIlepaTopy Mapky ABpe-
JINI0, BTOpas I10JI0BUHA Il Beka H.3.) I10706-
Hble CTaTYyU IIOSIBUJIUCH TOJILKO B KOHIIE
XV cTtosteTus B HTanuu (UMeeTcss B BUAY
IIaMATHUK KOHI0Thepy KosteOHU paboThI
AHOpéa denb Beppokkbo, 1479-1488 rofpl).
Ho rsiaBHOe COCTOUT B TOM, YTO B 06pasrax
II0/I06HOTO pojia CKYJIbIITypa obpesa ecre-
CTBEHHOCTDH IIPOIIOPIIHH, IIPEBOCXOLHBIN
YpOBeHb JIEIKKW 4YeJI0OBEYeCKOIo JIUIla U
TeJla, BBIPa3UTEILHOCTh U HEeIIpUHY K/IEH-
HOCTH B Ilepeilaye MUMHUKHU U 1103, a uepes
00 BbEMHYI0 IJIACTUKY — CIIOCOOHOCTH K 6€3-
YCJIOBHOM KU3HEHHOM yOeUTEeIbHOCTHU.
TeMBl CKYJBITYPHBIX H300paKeHUU
CTaHOBATCS BCE 60Jiee pasHOOOpPA3HBIMHU.
Hapsay ¢ 6161eiCKUMHU CIo’KeTaMU U I1ep-
COHa>KaMH II0SIBJIAIOTCSA JOCTOBEPHBIE U30-
Opa’keHUs peasIbHBIX JIKJEH, B IIEPBYIO

ouepenb — IIpeACTaBUTeJ el 3HATU. ITU
CKYJIBIITYPHBIE IIOPTPEeThl BIIEYATJISIOT
KOHKPETHOCTBhI BOILJIOILIEeHUS obpas3a U
IICUXO0JIOTUYEeCKOM I7TyOMHOM Ha6JIr0Ie HUSL.

Cpenu IIOJJINHHBIX IITe/IeBPOB — CTaTyH
co6opa B Haym6ypre, y Ka>K7[011 13 KOTOPBIX
IIPOCTyTIaeT IPKO MHAVBU/IyaJIbHBIN XapaK-
Tep. U3 caMbIX IIpUMevaTelbHbIX — VTa
C IIOpasuTeJIbHO TOYHO OYepUYeHHBIM, Iep-
MaHCKOTO THUIIa MUJIOBUJHBIM JIUIIOM MO-
JIOZIOM KeHIIIUHBI, KOTOpasi HaJleJleHa U3sIIl-
HOM, XPYIIKOU, OAYXOTBOPEHHOM KPacoTOHn
(mi1. 1). OHa 3510K0 KyTaeTcs B ILIAIIl, Ha eé
roJIOBe KOPOHa — 3HAK BBICOKOTO I10JIOXKe-
HUS B 0011iecTBe. TOHKO CXBauyeHbI YepThI
HE>KHOTO JIeBUYeCKOro 00JIMKa, B TOM UHCIIe
yepes IIPUITYXJIOCTE Ty0.

Ha. 1. Yma BeaneHwmeomckas. 1240.
I'punneHbypeckuili neCHaHux.
Cobop 6 Haymbypeze, I'epmaHus
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durypa YTl COCTaBJIgeT CKYJIBIITYPHYIO
IPYIIIly BMeCTe C My>KeM — 3T0 MapKrpag
JKKexapT (Mapkrpadp — BJIafeTes] b II0rpa-
HUYHOI'O KHSDKECTBa). XpyIIKasi )KeHCTBEH-
HOCTB VYTHI (II0UEPKHYTA YAJIUHEHHOCTHIO
burypsl) oco6eHHO OTYETJ/IIMBA B COIIO-
CTaBJIEHUU C MY>KeCTBEHHBIM 00OJIMKOM eé
CyIIpyra: CTaTHBIM I'epMaHCKUU pHIlapb
(aTpHUOYT ero BOMHCKOTO [[0JITa — O0JIBIII0N
MeY) C TsSDKeJI0BECHBIM BOJIEBBIM JIUIIOM, B
3peJIbIX JIeTaX, U B U300pa’keHUU XOpPOIIIOo
YyBCTBYETCS €r0 3HaTHOCTE.

HecCkoJIbKO II03[IHee, C II0CJIeqHen Tpe-
TU XIII Bexa, UHTepecC K peaJIbHOMY MUPY
U peaJlbHOMY 4YeJIOBEKY IIpoOy’KaaeTcs
U B UTaJIbSIHCKOM HM300pasUTeJIbHOM KC-
KyCCTBe, KOTOPOMY BCKOpPEe CY>K[eHO OBLIO
CTaTh BBICIINUM BBIpa’keHUEM KYJIbTYPHI
BospoxxmeHud. 3ech CKIaAbIBaeTCa XyI0-
’KeCTBEHHOe [ B KeHUe, II0JIy4YHBIllee Ha-
3BaHUe [[pomopeHeccaHc.

Ero caMbIM 3HauMUTeJILHBLIM SIBJIEHUEM
CTaJI0O TBOpUYeCcTBO Jocommo ([I>KOTTO nu
BoupoHe, 1266 nunu 1267-1337). B ero ¢pe-
CKOBOM >KUBOIIMCH BIIEPBEIE /I UTAJIbSIH-
CKOT'0 UCKYCCTBa IIPOU301II&JI 6e3yCI0BHBIN
pasprIB CO CpeHeBEKOBBIMU TPaAUITUAMU.
C TOYKH 3peHUs ITOT0 pasphiBa OUE€Hb CUM-
nToMaTuuHa ¢ppecka «CB. PpaHIUCK, U3-
TOHAIOLINI 6ecoB U3 Apenio». Aperiio —
ropoz B TockaHe, ¥ yIloMHrHaeM 06 3TOM 110
TOM IIPUYMHE, YTO I[JIABHBIM IropoioM Tocka-
HEI ABJIIeTCq PIIOpeHIH, CTaBIIas KoJbloe-
JIbIO U IIEHTPOM HUTaJIbsIHCKOI0 Bo3poxkre-
Hud. Ilepeq HaMU He IIPOCTO GpaHTacCTUYe-
CKHUH CHOOKeT U JKUBOIIMCaHHe HeUUCTH, KaK
CJIy4asIoCh B 00pasiiaX «KOHTPKYJIbTYPbI».
31ech 3a7aéTesa TeMa, CO3By4YHas OyAyIuM
TyMaHUCTaM C UX OTPULIATeJbHBIM OTHO-
meHrueM K CpeJHeBEeKOBbIO KaK BpeMeHU
CyeBepHsd, TEMHOTEI U HeBeXkecTBa. Ppecka
obpeTaeT CUMBOJIMYECKUY CMBICII: XUMepam
U YepTOBIIIMHE He MeCTO B CBETJIOU U pas-
YMHOU >KU3HHU, a eé OJIUI[eTBOpPeHUEeM BEI-
CTyIIaeT 3/1eCh HapAAHBIN OeslOKaMeHHBIN
TOpoJi, ¥ IIOTOMY apXUTeKTYPHbIA GOH —
e/iBa JI1 He IJIaBHOe B 3TOU ¢pecke. U X0Ta
B JIaHHOM paboTe elllé HeMaJsIo YCJIOBHOTO,
O[THaKO IIPOMCXOAUT 0TKAa3 OT IZIOCKOCTHO-

Io U3006pa’keHus, CTPOUTCS peaIbHOe TPEX-
MepHOe IIPOCTPaHCTBO C YYETOM IIepCIieK-
THUBBI U UCII0JIb3yeTCd 3By4YHas, CBeXKad,
pafocTHas IIBeTOBasi raMMa, KOppecIIoH/ -
pyroias HOBOMY, "KU3HeJITI00MBOMY MHUPO-
OLIYII[eHHUIO.

B psape ciydaeB MOXXKHO TOBOPUTH He
TOJILKO O >KU3HEeJI00HUH, HO U 0 BJIIOOJIEH-
HOCTH B KU3Hb. /PKOTTO II[eIp0 HaCHIIIaeT
CBOM QpeckH IelisakeM U OBITOBBIMU JleTa-
JISIMHY, C BUAUMBIM HacJaaXKJeHHueM ITUIIeT
JKUBOTHBIX U IITHUIL], 00HApy>KHUBasl CaMbIi
JKUBOM MHTepec K 3eMHOMY, MaTepHaJlb-
HO-IIpeIMETHOMY MUpY. U r1aBHOe — OH
nobuBaeTCsd >KU3HEHHOU [0CTOBEPHOCTHU
B U300pa’keHUU 4YeJIOBeKa, er0 YyBCTB U
IepeXuBaHUM. EC/iM BHUMAaTEJIEHO BCMO-
TpeThCs B U300pakéHHOe Ha ¢ppecke «Bos-
BpauieHue MoakiMa K macryxam», TO 3a-
MeTHM, UTO Of[e)K/la Y IIepCoOHakKe! eIl He-
CKOJIbKO HaIIOMHHAaeT APaItupoBKy. OHaKO
XOPOIIIO IIPOPUCOBAHHbBIE CKJIAZKU BIIOJIHE
IepefarT KOHTYP GUIYPHI U €€ NBU)KEeHU ],
IIPUYEM XYJOKHUK yr>Ke BJIaJieeT CBeTOoTe-
HeBOU MOJ[eJTUPOBKOM.

B aTOo#1 Qppecke OTUETIUBO OIYTUMO U
TO, YTO C TBOPUECTBOM /[PKOTTO B J)KUBOIIUCH
BXO/JIUT HOBOE IIOHATHE — NCUX0/102U3M. [10-
CTaTOYHO OIIeHUTh, B KAKOM CHUJIILHOM KOH-
TpacTe COIIOCTaBJIeHbI COCTOSHUe HoaKuMa
U peakiiys HaOJIJA0IUX 38 HUM acTy-
X0B. CiiefiyeT HaIlOMHUTDL CUTyaIuIo: y Hoa-
KuMa, 6yayiero orna /leBsl Mapuy, 0JIT0
He OBLIO JleTel, U 3/1eCb OH BO3BpaIljaeTCsa U3
Xpama, I'/ie ero >KeCTOKO YHU3UIU — He IIPU-
HSUIY eTo fapbl ['ocrIoly IIepBBIMH, TaK KaK
OH He UMeJI ITIoToMCTBa. OTCI0/Ia YIIOMSAHY-
TBIM KOHTPACT C IlepeflaHHOMN XYA0KHUKOM
IICUX0JIOTUYECKOM IIOIOIIJIEKOM: 6J1aropo/I-
HBIU CTapell, MeJlJIeHHO OpeAyIiuii B TJ1y60-
KOH 3alyMYMBOCTH U SIBHOM II0/IaBJIEHHO-
CTHU (omyIIieHHas roJI0Ba, 0CTAHOBUBIIIUNCS
B3IJIA]),— U HaXOJAIMecs B HeJJOyMeHUH,
CMYILIEHHO ¥ COYYBCTBEHHO IIeperysibIBa-
IoII[Hecs MeXXIy COO0M IMacTyXH.

Emé ofuH mpuMep IICUXO0JI0TUYECKOI0
KOHTpacTa y /[[P>KOTTO, HO pacKphlBaeMoro
B COBEpPIIEHHO MHOM KJII0Ue, HaXOHUM BO
¢pecke «Ilomenyu Hyaspl» (1. 2). /laHHas
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Han. 2. [lrcommo. «IToyenyii Hydwl». 1305. dpecka.
Kaneana Ckposenwu, Iladys, Hmaaus

CIleHa pellleHa TakK, YTO TOJIIIa COMBaeTcd B
[IeHTpe B IUVIOTHBIX CI'YCTOK. B aTOM CrycTKe
BBI/leJIeHBI 1Be GUTYPHI: XPHUCTOC, 3HAIOIIIUHI
0 IIpefaTeJbCTBe, CIIOKOMHBIM, IIPOHUIIA-
TeJIbHBIM B3IJIAIOM B3upaeT Ha Uyny, T4-
HyII[eMyCcsd K HeMy C IoIieayeM. /[pamMaTrye-
CKHUI CMBICJI IIPOUCXOMAIIEI0 CKOHIIEHTPH-
POBaH B UX IIPUOJIIKEHHBIX JPYT K APYTy
JIAITaX: IPeKpacHbIN B CBOEM 6J1aTOPO/ICTBE
U ACHOCTH ITpoduib Hucyca U ypoziuBasd,
IIOYTH >KUBOTHasA ¢prusuoHoMusa Uyael. OT-
MeTHM TaK>Ke BbICOUamIlee MacTepCcTBO II0-
CTPOEHU CJI0KHOU MHOTOQUIYPHOM KOM-
1o3uIuy. CTOJIKHOBEHHE YUeHUKOB XpHCTa
CO CTpa’keu IepefjaHo uyepes UCKII0UNTE Ib-
HOe pasHooOpasue JIUIL, 1103, PAKyPCOB, UTO
IOIIOJIHSAET JieC B3AbIMAIOIUXCA KOIIUHN U
¢axkesioB. Tak co3maércs nogecmeosaHue,
II0BelaHHOe B KpacKax U JIMHUIX.

®pecku [PKOTTO ITOJIOXKHIIA HAYaAJIO JKHU-
BoUCH Bo3porkaeHUs, U 3TO TeM 6oJiee
CYyII[eCTBEHHO, UTO >KUBOIIMCh CTajla Beay-
UM BHJIOM HCKYCCTBa 3M0XU. TaKkyr Ke
POJIb 151 TUTEPATYPHI ChITPAJIO TBOPUECTBO
ero poBecHuka Jdanme (JanTe AIUTHEPH,
1265-1321). JIMYHOCTH 3TOrO 1103Ta GOPMHU-
poBaJjiach B JINTePAaTYPHOM OKpY’KeHHUU,
II0JIyYUBIIeM HasBaHUe Dolce stile nuovo
(/Ioibue cmusie Hy080), UTO B IIepPeBO/Ie 03-
HauyaeT «C/1a00CMHbLil HOBbLIL CMU/b».

CJ10BO HOGblll BCTpeuaeTcs Ha 3ape Bos-
POKIeHUsI HeOJHOKPAaTHO, 0TMedasi B CpaB-
HeHHUHU ¢ MUpooITyIeHrueM CpeTHUX BEKOB
IBIDKEHNE K UHBbIM >KU3HeHHbIM TOPU30H-
TaM; C/AA00CMHbLIL — TO K€, UTO NPUAIMHO,
HEeJCHO, /1ACK080 (KaK OJIM3KHe OTTEeHKH CJI0-
Ba dolce), B IpOTUBOBEC CYPOBOCTH U acKe-
THU3My CpeHeBeKOBbs. U 110 BpeMeHU, U 110
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HaIIpaBJIEeHHOCTH JaHHBIN CTH/Ib — aHaJIOT
[IpoTopeHeccaHca B U300pasuTeIbHOM HC-
KyCCTBe.

JT0 6BLIa IPYIIIIA II03TOB BTOPO ITI0JI0BU-
Hbl XIII Beka (I1epBOe COIPY>KeCcTBO B UCTO-
puHU JuUTepaTypsl), KOTOPhLIe, OTBEPIHYB
JIaTHIHb (OCHOBHOM S3BIK CpeHeBeKOBOU
CJIOBECHOCTH), CTA/IU U3BSICHATHCI Ha POJ-
HOM HapeuuH (B ero OCHOBY JIET [HAJIEKT
TockaHbl, HaxXo/s1IIIeN A B IleHTpe MTaainum)
U CJleJIaJIv I1ar K BCeliesI0 CBeTCKOM KYJIb-
Type BospoxxgeHus. Ilar 3TOT OBLI CBSI3aH
IJIaBHBIM 00pasoM C BOCIIeBaHHEM JIHOOBU
U C PacKpbITHEM IICUXO0JIOTUHU BJIOOJIEHHO-
ro. B pyciie jaHHOM 3cTeTUKH /laHTe Cco3aJl
CBOIO IIepBYI0 KHUTY — «HoBas >KH3HB».
E€ HasBaHHe MO’KHO CUHUTATh IIPOrpaMM-
HBIM JIJI pOKIaBIllelicd 3II0XU (KHUTra 3a-
KOHYeHa B 1292 roxy). JIto60Bb TPAKTyeTCsA
3/leCcb KaK OrpoMHas CHUja, 00HOBJIAIOIIAS
Mup. ITa aBTOOMOrpapuUecKas IIOBeCThb
(J1r060BB K 10HOM BeaTpuyue, paHo yIeaiei
U3 )KU3HU) cyuTaeTcd IIepBBIM B EBpoIlie
TICUXO0JIOTMYEeCKUM POMaHOM.

Bropasa xHura /lante — «bo’KeCcTBeH-
Hasg KoMmenusi». CTOJIb UCKJIHYUTEIHbHO
MaciITabHbIA GUIOCOPCKUN 3TI0C BOSHUK
KakK pas Ha pyberxke ABYX HCTOPHUYECKUX
3P, B CB4I3U ¢ yeM P. JHTeJIbC CIIpaBeIBO
oTMedaJl, 4yTo /laHTe — «noc/1edHUll noam
CpeoHegeK08bsl U emMecme ¢ mem nepeawlil
noam Hogo2o epemeHu». ITO pybesxHoe I10-
JIOKeHHe 3aQUKCHUPOBAaHO B HayalbHBIX
CTPOKAX II03MEI, I/le II03T PUCYeT HUCXOJ-
HYI0 CUTYyallul0 U AJd cebs JIMYHO, U I
YeJI0BeYecTBa B I1eJI0M: M3 MpaKa, JUKOCTH,
6emcTBUM (TaK BOCIIPUHHUMAETCS IIPEKHAA
JKU3HB, )KU3Hb CpeJHUX BEKOB) — K HOBOH
JKU3HY, B [1apCTBO TapMOHUH U CIIpaBe/Iu-
BocTH. Ha 3TOM IIyTH €ro IIPOBOKATHIM CTa-
HOBHUTCA T€Hb PHMCKOIO I103Ta Bepruiusa
KaK OJIMIIeTBOPeHHEe MYAPOCTH U YeJI0BeY-
HOCTH (BBIOOD 3TOM QUIYpPHI HaMeyaeT Xa-
pakTepHoOe i1 PeHeccaHca IIpeKJIOHEeHHe
nepes AHTUYHOCTB0). C HUM /[aHTe CITyCKa-
eTcd B af (MUp OCy>K[eHHs), 3aTeM IIPOX0-
IUT Yyepes YHUCTUIIHNIe (MUP UCKYILIEHHU),
II0CJIe Yero yrKe B COIIPOBOKAEeHUHU beaTpH-
4Je (CMMBOJI Bephl U 06s1aropa’kuBarolien

10

YeJiOBeKa JIFO6BU) BOSHOCUTCA B paud (MUp
6sraromaTy U 6J1a>KEeHCTBA).

BoT 0TKy/ta aBTOPCKOe Ha3BaHUeE [I09MBbI:
«Komedus» — Tak B Te BpeMeHa IMeHOBa-
JIA BCSIKOe II03TUYeCKOe IIPOM3BeJleHue
C MpayHBIM HadajioM U 6JIaroIl0Jy4HbIM
3aBeplIeHueM. /lo6aBiieHHe «b0JXCECMBeH-
Has» OBLI0 IIPUCOEJUHEHO ITI0UYUTATeIIMUA
KakK laHb BOCXUIIeHU BIIOCJIe/ICTBUH, YKe
B KOHIIe XIV Beka.

Uepes TpaHCLIeHIEHTHOE, «II0TYCTOPOH-
Hee» /laHTe, B CYIIHOCTH, MOJle/IUPYET 3eM-
HOM MUP B €r0 KOHTPAaCTHBIX I'PaHsIX C [BU-
JKeHueM oT 3y1a U Mpaka K /lo6py u Cery.
JTO 3eMHOe 0COO€HHO 0OYeBUHO B IIepBOH
4JacTu («Af»), e yepe3 MyKU HepacKasB-
IINXCS TPEIIHUKOB SIPKO BBIpa’>kKeHBI UyB-
CTBa U CTpaZaHud Jyrwogeid. IIpuuém 1moar
BbIKa3bIBaeT I10Pa3sUTeJbHYIO JIJI CBOEro
BpeMeHU TepPIIMMOCTb U IIy00KOe COUyB-
CTBUE K Cygb6aM 3a6JIyIINX.

[Ipo1tecc 06HOBJIEHUS aKTUBHO IIPOXO-
U U B My3bIKaJIbHOM UCKYCCTBe. U 371ech
BO3HUK COOTBETCTBYIOILIIUM TePMUH — ArS
nova (Hogoe uckyccmeo). HoBr3Ha ckasa-
JlaCh B TOM, YTO OTHBIHE MY3bIKa pa3BUBa-
eTCd TOJIbKO KaK MHOTOI0JIOCHas, oopeTas
171 cebsl KOJIOCCaJIbHble BhIpasUTe/IbHbIe
CpefcTBa rapMOHUU U nosiupoHUu. Kpome
TOT0, IPOMCXOUT PacKpemolleHe puTMa:
OH CTaHOBUTCS I'MOKHUM, pasHOOOpa3HbIM,
OVUHAMUYHBIM. BCé 3TO 0Tpa’kaio KOpeH-
Hble 3MeHeHUs B [ICUX0JIOTUU YesloBeKa —
B HEM IIpOOYIMJIOCH peaJbHOe, YyBCTBEH-
HoOe OIIylIleHue )KU3HU.

Hau6oJiee M3BeCTHBIN U3 IIpefCTaBUTe-
JIe¥ UTaJIbSIHCKOT0 Ars nova — PpaHuécko
JIaHOuHO (0KoJ10 1325-1397). OquH U3 Xa-
paKTepHBIX 06pasIioB ero My3bIKU — «bajl-
Jara». baninama — Heb6osbIas cTpodpuye-
ckad mecHs XIII-XV BeKOB Ha TaHIeBaJIbHOMN
OCHOBe; II03/THee Ha UTAJIbIHCKOM S3bIKe
crasia 0603HavaTh TO Ke, UTO U 6a.11ada.
/lBa rosioca (CKeHCKUU U MYXKCKOM) BeayT
ouaJjior Ha ¢oHe pizzicato JHOTHU. 3BydaT
OHU OYeHb He)KHO, UHTUMHO, KaK B3auM-
HOe IIpU3HaHWe [BYX JIIOOAIIUX Cepjell.
M3picKaHHas rTaMMa JIMPUYeCKOM IMOITUN
HaxXoAuUT ce6s1 B IIPUXOTIUBOCTU MeJIOJU-
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KO-PUTMHYECKOI'0 PUCYHKA U B CBOOOJHOM
I10JIMPOHUYECKOM IIJIETeHUU JINHUH.

B 11006HO¥M My3bIKe HETPYAHO II0YYB-
CTBOBaTh COBEPIIEHHO OCOOBIM CTUJbL U
KOJIOPHUT: YUCTOTA, IIPO3PayHOCTh, aKBa-
pesibHBIE KpacKU — CJIOBHO TOHKHE U
XpYIIKHe [106erv Ha4aJabHOM II0PbI JKU3HMU.
He ciygaiino I'. 'eresib Ha3BaJ1 PeHeccaHC
«ympeHHell 3apéli» COBpeMeHHOM! eMy KYJIb-
Typel. bojiee Bcero 3To MoKeT OBITH OTHe-
ceHO K PaHHeMy B03poXXIeHHI0, KOTOpoe
CTaJI0 CBOEr0 Po/ia eTCTBOM, OTPOYeCTBOM
U IOHOCTBIO BOCXOZAIIEN 3pbl (HAaIIOMHUM,
4T0 PeHeccaHC OTKPHIBAJI IIePUOJ, KOTOPBIH
B UCTOPUYECKOM HayKe 00603HAUalT KaK
Hoegoe spems). To, UTO MOYKHO YCJBIIIATh
B «bastaTe» JIaHAUHO, J)KUBO HAIIOMHHA-
eT HaCTPOeHHOCTh YIIOMHUHAaBIIIelCs I0HO-
I1eCKoU KHUTH /laHTe «HoBas )KU3Hb», T1e
4yBCTBO JIFOOBU TPOraTeJIbHO B CBOEU HeIlo-
cpefcTBeHHOCTH. O I1033UU ero coopaTbeB
110 Dolce stile nuovo TOBOPSIT, UTO OHA «0.10a-
20yxaem 8eceHHell C8exHcecmuio». ITOT OTTe-
HOK 4aCTO XOPOIIIO PasJIMYUM U B My3BIKe
PanHero BosposkjeHUsA: KaK OBl POCTKHU
IIpo6y’>Kaarolencs )KU3HU, CBoeoOpasHas
IIpeJieCTh paHHeHN BeCHEI C eé IIepBO3IaH-
HOM YHUCTOTOM KPacCoK, XPYyIIKUM KOHTYPOM
IIepBOH 3eJIeHU.

Temeps, paccMOTpeB OT/eJILHEIE SIBJIe-
HUA PaHHero Bo3poykaeHus, MBI BIUIOTHYIO
IPUOIUSUINCE K TOMY, UTO 0003HA4YalT
IIOHATUEM CMUJ/b peHeccaHc (YyIoTpeosss
CTPOYHYIO OYKBY, B OTJIMYMe OT Ha3BaHUI
3II0XH B I1es10M). CBOXO KyJIbMHUHAITUOHHYIO
CTaUI0 OH IIPOIIIEJ B KOHIle XV — IIepBoi
yeTBepTH XVI BeKa, KOrla TBOPUJIN TaKUe
BeJIUKHe >KUBOIIMCIILI, KakK JleoHapao ma
Bunuwu, Padaanb, MukenaHpkesno, JAwopep.
He ciiygaliHO 3TOT 3Tall BBIZEJISIIOT 0C0060,
UMeHYys ero Bvlcokum BozpoocoeHuem.

CTUIb peHeccaHC pasBUBaJICA 1107, 3Ha-
KOM IryMaHH3Ma. A TYMaHHU3M O3HavaJl
OCBOOOXK/IeHHe OT BCEro, YTO CBSI3BIBAJIO
4yesIoBeKa B YTBEP)KIEeHUHU ero 3eMHOTIO CY-
I1eCTBOBaHUsA. B 3TOM IIpoliecce Ba>KHOU
OIIOPOM I TYMaHUCTOB II0CJIY>KHUJIO BO3-
BpallleHue K uaeajgaM AHTUYHOCTH. IIociie
MHOTHX CTOJIETUH 3a0BeHUA aHTUYHOIO Ha-
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cylefysl IIPOUCXOUIIO €T0 803PONCOeHUE —
OTCIO/Ia U Ha3BaHHe caMoM 3roxu (Bos-
podicOeHue, NN TO, UTO IOJTYyYUII0 QpaHITys-
CKOe Ha3BaHUe PeHeccaHc). MHOTOe U3 TOTO,
K 4yeMy CTpeMUJICS YesI0BeK Bo3porKaeHUs,
OH HaIIEJI 11 ce6s1 B AHTUYHOCTH: CBETJIOE
MHUPOBOCIPUSITHE, BOCIIEBaHUE 3eMHBIX pa-
I0CTeM, TYXOBHOE pacKpellollieHue, IIPUH-
LIUII «Ye/108eK — Mepa 8cex gewiell», uzeail
IIpeKpacHOM, BCeCTOPOHHE Pa3BUTOU JIMU-
HOCTHU. B 60pnbe 3a HOBOe OTHOIIIEHUE K
MUPY U 4YeJIOBEeKY I'YMaHUCTHI BBICTYIIUIN
IIpoTUB CpeiHeBeKOBbS U IIPOTUB IIeEPKBU
KakK IJIaBHOU UJIe0JIOTUYECKOU CUJIBI IIpef-
IIIeCTBYIOIIET0 BpeMeHHU. ITO OblyIa IIpexze
BCero OUTBa IIPOTUB CPeTHEBEKOBOTO acKe-
TU3Ma, 3a peabMINTAIIII0 MUPCKOI0, 3€MHO-
IO U YesIoBeyecKoro. IIlppMevaTesbHa dpa-
3a u3 poMaHa dpaHcya Pa6.aé (1494-1553)
«'apranTioa u ITanTarproiiab»: «Hackoab-
KO 3aIlaX BUHa cobJlasHUTeJIbHee, IJIeHU-
TeJIbHee, BOCXUTHUTeJIbHEE, )KUBOTBOPHEE U
TOHBIIIE, UeM 3allax esesd!»

B sHameHuTOM KHUTE /JoHco8aAHHU BOK-
KAuuo «/lekaMmepOH» YTBEPIKIAeTCs IIPaBO
YesjI0BEKa Ha HaCJaKAeHHe 3eMHOU! >KU3-
HBI0. /leKamMepoH II0-TpeuecKU — decsamu-
OHeBHUK: decsimb MOJIOJBIX JIFOJIEH, cIiaca-
SICb OT YYMBI, YIaJISII0TCSI Ha 3arOPOJHYIO0
BUJLIY, I/le B TeUeHUe decaimu JTHeU paccKa-
3BIBAIOT JPYT APYTY 3aHATHBIE UCTOPUU. ITU
IecaTh JIIOJlell — MaJleHbKas pecIlybJnuKa
rymMaHUCTOB. E€ 3aK0oH — cB00O/a, 11eJIb —
PajloCTHOE HacIaKIeHe )KU3HbI0. To 6bL1a
MO/leJIb peHeCCaHCHOI0 Co00IecTBa, B KO-
TOPOM ILIapUT TapMOHUS, >KU3HeI0ue U
CBOOOJOMBICJIHE.

CToJib Xe KUBOU, TOPAYUU UHTeEpeC K
3eMHOMY MHUPY UCIIBIThIBAJIa U )KUBOIIUCH.
OHa cTajsa BegyIUM BHJOM HCKYCCTBa
Bo3poxkzieHs, BOSMOKHO, U II0TOMY, UTO
I103BOJIsLJIa CAMBIM HEIIOCPeICTBEHHBIM 00-
Pa3oM BBIPasUTh PealbHOCTh, 0CSI3aEMYI0
KpacoTy U 033U0 ObITHSA. Obg3aTeIbHbIM
KpUTepHeM CTaHOBUTCI BEPHOCTH HATYype.
XyIO>KHUKU L0OUBAIOTCSA yOeUTEeIbHOI0
n300pakeHUs UesloBeKa U OKpy’Kalollen
ero cpe/ibl 6J1aroiapsi OBJIaZeHUIO Cpe/ICTBa-
MU I1epCIIEKTUBBI U CBeTOTeHEeBOM MOJIeJIN-
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POBKH, YTO II03BOJIMJIO Ilepe/iaBaTh peaJlb-
HBII 00bEM QUIYDP U IIPEAMETOB B TPEXMeED-
HOM IIPOCTPAHCTBe.

K moguépKHyTON NOCTOBEPHOCTU H30-
Opa’keHus, K ero IpefebHON CKPYIIYJIE3-
HOCTH, K TII[aTeJIbHOU IIpOpaboTKe feTajiei
U 3pUMOU ocsI3aeMOCTH obpasa 6oJiee ueM
KTO-JIM60 CTPeMUJINCh HUfIePIaHCKHE XY-
I0’KHUKH, B TOM yncie JH eaH Jiik (0K0JIO
1390-1441), KOTOPOro MOKHO CYUTATH IIep-
BBIM KJIACCUKOM HUJIePJIaHCKOM YKUBOIIU-
cu. IIo-HOBOMY IIpUMEHUB TEXHUKY paboThl
MacJIOM, OH yoeUTeILHO IlepeaBaJl ULIIo-
3UI0 HAIlIOJITHEHHOIO CBETOM IIpeJMeTHOI0
Mmupa. B cBoel u3BeCTHOM KapTuHe «YeTa
ApHoabduHu» (1434), nsobparkast UTajb-
STHCKOT'0 KYIIITa C )KeHOM, JKIyIlleli peb€HKa,
XYAO0KHUK 3aledaryes TOP)KeCTBEHHBIN
MOMEHT O0CO3HaHUS IIPeJCTOSIIEro COObI-
THsI — OTCIO/Ia COOTBETCTBYIOIIIHE JKECThI U
COeIMHEHHEIe PYKH CYyIIpyroB. Ofesxa mnep-
COHa’Key, IIpeMeTHas cpefia UX KUJININA,
cobauka BO3Jie UX HOT — BCE 3TO BBIIIUCAHO
C MaKCUMaJIbHOM TOYHOCTBIO U GepeskHO-
CTBI0, B MeJIbYaMIIIUX IIOPOOHOCTHIX.

B 06IIMpHOM rajsiepee TUNAXKeM 3IOXU
Bo3poxaeHua camMoe 3HaUUTeJIbHOe Me-
CTO 3aHsIa QuUrypa ryMaHHUCTa, KOTOPBIA
KOHIIeHTPUPOBAJ B cebe TaKHe KauecTBa,
KaK OJyXOTBOPEHHOCTH, HHTEHCUBHOCTH
UHTeJUIEKTyaJbHOMN >KU3HHU, IIBITJIUBOCTD
U JII0003HaTeJIBHOCTD. ITO BCE TO, UTO CKa-
3aJI0Ch B aKTHUBHOM pacCIIUpeHUU Kpyra
Hay4HBIX 3HaHUH, B BeJIMKUX reorpapuye-
CKHX OTKPBITHAX (KOT/Ta MUP OKa3aJsIcsd pas-
OBUHYTBIM 10 Pa3MepoB 3eMHOTIO0 I1apa), B
U300peTeHUM KHUTOIleyaTaHUsa (UTO CIIO-
Cco6CTBOBAJIO HECJBIXaHHOMY paHee pac-
IIPOCTPaHEeHUI0 06pa3oBaHMs).

TUNUUYHBIN 0OJMK T'yMaHHCTa PeHec-
CaHCHBIX BpeMéH HaxoJuM B IIpHHAaJJIe-
JKaleM Kuctu Aavopexma Jopepa «Ilop-
TpeTe MOJIOAOr0 4yeiaoBeka» (1521), rae
BHUMAaHHe CKOHIIEHTPUPOBAaHO Ha JIUIIE,
KOTOpO€e BIJIOTHYIO IPUOJIMKEHO K 3pH-
TeJII0 ¥ B KOTOPOM aKI[eHTUPOBaH yCTpeM-
JIEHHBIA BaJIb B3IJILI. ITO JILIIO HAIIOJ-
HEHO CIIOKOMHOU YBepeHHOCTHI0 U KaK Obl
HU3JIy4yaeT CBeT pasyMa.
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HckyccTBO Bo3poXaeHUs aKTHUBHEM-
MM 06pasoM yTBep>K/1aJI0 MBICIB O IeH-
HOCTU ¥ HeIIOBTOPUMOCTU JIMYHOCTHU. He
CJIy4aliHO B pacCMaTpPpHUBaeMyH0 3II0XY
nopmpem OQOPMHJICI B CaMOCTOSATEJIb-
HBIN JKaHpP U IIepe)XUuBajl CBOU IEPBBIN
pacuBeT, B TOM YHCJIe B TAKOM CBOEH pas-
HOBHJHOCTH, KaK aemonopmpem. XyL0X-
HUKH YaCTO PUCOBAJIU Ce0s1, YTO TOBOPHUIIO
0 BO3pOCIIIeM CaMOCO3HaHUHU TBOPIIA KC-
KyccTBa. KpynHelve U3 HUX 3aHUMAJIU
B 00IIleCcTBe caMoe II0YETHOe MeCTO, OJIH-
IIeTBOPSA B IJIa3aX COBPEMEHHUKOB JyX U
craBy Hanuu. O BceoOIlleM ITOKJIOHEHUU
IepeJ BBIJAIOIMMUCA MacTepaMu MC-
KyccTBa B MTajluu CBHUETENbCTBYET TOT
¢akxT, 4yTO HauboJiee 3HAYUTEJbHbIE U3
HUX yA0CTauBaJUCh 3BaHUA divino [IbI-
BHUHO] — 60dcecmeeHHblil. OMUH U3 TaKUX
divino — Pagas’abe Canmu (1483-1520).
BcmaTpuBasich B ero «ABTOHNOPTPET»
(1506), mericTBUTEJIBbHO, HAXOIHUM HEUYTO
aHTeJIbCKOe — YUCTOoe, I1eJIOMyJpeHHOe
IOHOIIIeCKOE JIUII0 YeJI0BeKa HesKHOM YIIH
U BBICOKHX IIOMBICJIOB. B uepTax 3Toro, Kak
ero HaseIBawT, «MormapTta PeHeccaHca»
I10-CBOEMY OTpasujach XapaKTepHas [JIs
ero >KMBOIIMCH MY3BIKAJbHOCTH JIUHUMH.
" oTHIOABL He CIIy4aWHO, YUTO MMEHHO OH
cTajl aBTOpPOM «CUKCTUHCKOM MaJOHHBI».

CaMBIM IJIaBHBIM B 3110XY BO3porKaeHUSA
0KasaJIoCh TO, YTO OHA ObLiIa obpallleHa K
4eJI0BeKY, KOTOPBIM paccMaTpUBasICd KakK
OIIpefiesigoIas IIeHHOCTh U HepeaKo BOC-
IeBaJICI KaK caMoOe COBepIIleHHOe TBOpe-
HUe IIPUPOABL. JIFOOOIBITHO IIPU 3TOM, YTO
caMOM IIpUpPOZie OTBOAMJIACE CYIy00 QOHO-
Basd poJib. Tak, B KapTHUHAX I1el3a’k 00bIYHO
BTOPUT YeJIOBEKY KaK BBICIIIEMY CO3aHUI0
obITHsA. [lomo6HasI TeHIeHITUs JIF0OOMIBIT-
HO BBICBeYeHa B COHeTe «f BHIeJs, KakK
U3 MOPSI BAAJIEKE...» — OH NPUHAJIE)KUT
nepy Mammeéo bosipdo (1441-1494), aBTopy
U3BeCTHEMIeN PhIIapCKOU I103MBI «Birro-
6s1éHHBIN OpJaHAo». BOo3sHUKaeT IOYTHU
rapajoKcajgbHasg CUTyallus: OAUHHAAIATh
CTPOK OTZAAHBI IIPEBOCXOJHOMY OIIHCaHUI0
IIPUPOJBI, II03T BOCTOP>KEHHO JII0OyeTcs
IIpeKpacHBIM 3eMHBIM MHUPOM, HO BCE 3TO
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B 3aBepllarollle TepIljiHe OTCTyIIaeT AJId
Hero Iepes KpacoToM yesloBeKa.

ITpu Bcelt cuiie nyxa, XapaKTepHOM It
PeHeCCaHCHOTIO YeJIOBeKa, OIIpe/esIsaiollen
LI XyI0KeCTBEHHOM KyJIbTYPEI Bo3poXKe-
HUA TeM He MeHee ObLIa JAupuveckKas Ha-
CMpPOEeHHOCMb. ITO OT3BIBAJIOCH B IIPOMU3-
BeJleHUSAX HCKyCCTBa OOIell MATKOCTBIO
O4YepTaHUM, 0COO0M IIJTACTUYHOCTEI0 GOPM,
HEe)XHOCTBI0 TOHA. COOTBETCTBYIOIIIUI KO-
JIOPUT MO>KHO JIETKO IIOYYBCTBOBATh U B
OJTHOM H3 II0Ka3aTeJbHBIX MY3bIKaJIbHBIX
IIPOM3Be/IeHU TOT0 BpeMeHU. HunepiaHa-
CKUU KOMIT03UTOP XéHpuk H3ak (viu U3a-
aK, okoJs10 1450-1517) paboTas B psifie eBpo-
IIeMCKUX CTPaH, B TOM YUCJIe B ABCTPHUH, U
HaIucaJ TaM XOPOBYIO IlecHI0 « MHCOPYK,
s1 JOJ/DKeH Te6s1 MOKUHYTh». [[ToMrMO Tex
Ka4yecTB, KOTOPbIe TOJIbKO YTO Ha3bIBAJINCh
U KOTOpPBIEe XOPOIIIO OINYIIAITCA U B 3TOH
My3BbIKe, 3/1eChb IIPeBOCXOHO IepefaH ayX
smoxu. O HEM [rajiee elllé MOUAET peyb, U
ero MOXKHO CYUTATh OIIpeesSIoIuM JIJIsd
PeHeccaHca: BO3BEBIIIIEHHAs: KpacoTa, I10JI-
Hasl YPaBHOBEIIEHHOCTb COCTOAHUA (4yB-
CTBO BeJIMYaBOIO II0KOs), IIPOCBETIEHHAs
rapMOHUS, BCEIIPOHUKAIOIIIUI CBeT.

TakoBBI Te CBOMCTBA, KOTOpPBIEe OBIIH
0COO0EHHO XapaKTepHBIMU [IJIsI 3MOIIHO-
HaJIbHO-IICUXO0JIOTHYeCKOI0 TOHyca BrIco-
Koro BospoxpeHus (koHel XV — HayaJjo
XVI Beka). Kpome ToT0, B I10J06HOTO poza
My3BIKe XOPOBOe IIeHHe a cappella BHICTY-
I1aJI0 KaK BhIpa’kKeHHe IIOYEPKHYTO YeJIo-
BeYeCKOro U 00Ile3HaYMMOro Havasa.

Ho BepHéMCS K peHeCcCaHCHOMY JIHU-
pusmy. Jlupudeckue rpaHU BHYTPEHHEIO
Mupa obJiazsaau Ijsd 4yeJaoBeKa TOTO Bpe-
MeHHU Upe3BbIYalHO 60JILIIION CUJIOHN IIpU-
TsDKeHUd. U [TapuiI B 3TOH chepe AyX HCeH-
cmeeHHocmu. IIpUyéM I1apuyI HacTOJBKO,
4TO 3110Xa BO3porKeHrs BOCIIPUHUMAETCS
IIpeUMyIeCTBeHHO KaK «KeHCTBeHHas»
arioxa. M moromy IIpesk/ie BCero K >KeHIIHHe
obpallleHo MHOTr0€e B KHUBOIIMCH U I1033UH,
KOTOpbIe OBLIM BeAYIIMMU BUaMU KUCKYC-
cTBa PeHeccaHca.

B 11033uu aTa TeMa B 3aKOHUYEHHBIX Gop-
Max OTKpPHUCTaIJIN30Bajlach y PpaHuécKo
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INIempapxu (1304-1374) — UMEHHO B €ro
TBOpPYECTBE IIPOU30IIES OKOHYATeJIbHBIN
nepexon K PeHeccaHcy. /BafIiaTy IBYX JIeT
OH BCTPeTHJI JKeHII[UHY, KOTopas BOIIJIa B
HUCTOPHIO 1107, UMeHeM Jlayphl, ¥ JIF060Bb K
Hel cocTaBUJIa BCIO ero cyan0y. Uepes npu-
3My 9TOM JIFOOBHU II03T Ilepefas obsaropa-
JKABAMIIYI0 ¥ BO3BBIIIAIOIIYIO CUTY 60JIb-
IIIOTO YyBCTBA, PaCKpPhLI BCEBO3MOKHbIE
OTTEeHKH [IBIYKeHUU YesI0BeYeCKOU TyIIH.

Ba)xHemnmui u3 TaKux OTTEHKOB — JIIO-
00Bb KaK BCeOXBaThIBAIIllee YyBCTBO, I10-
pOXXarlllee pafoOCTHOE IIPUSITHE OBITHS.
B ogHOM 13 COHeTOB (IT03TUYecKas GopMa,
KOTOpas craJia nocie [leTpapku camMoi Us-
JI00JIeHHOM B 310Xy BO3posKzeHUs) 3To
IprobpeTaeT XapakKTep TMMHUYECKOT0 U3-
JIMSHUS, a 3arJlaBHOe CJI0BO baiaeoca086eH,
II0OBTOPsieMOe IISTUKPATHO, JleJlaeT JaHHOe
U3JIMsIHUE BOCTOPJKEHHBIM 3aKJIMHaHU-
eM. 3aMeTHM, 4uTo [leTpapka, onrpasich Ha
TPaJUIIUI0, KOTOpasi yCTAaHOBUJIACH CO Bpe-
MEH II09THUUYECKOro compyrkectBa Dolce stile
nuovo, coefuHsIeT 06pas CBOel BO3JIH00JIeH-
HOU ¢ UMeHeM MadoHHbL. 11 coBCceM He CIIy-
YalHO TO, YTO KyJIbT /[eBbl Mapuu IIpuo6-
PEJI TaKy10 OTPOMHYI0 3HAUMMOCTh UMEHHO
B 3II0XY Bo3porKaeHUs.

[Tepexozs K >KUBOIIMCH, HAXOAUM, UTO
CpefU pasUYHBIX I'paHeU IIpeTBOPEHUS
UJley >KeHCTBEHHOCTU OT[JeJIbHOe MeCTO
3aHSJI MOMUE 81ACMU HCEHCKOU KPAacomul.
Bo MHO>KeCTBe 1300pakeHUH QUKCHUPYeTCs
IIpUTATaTeJbHas CHJIA IJIACTUKU MATKUX,
OKPYIJIBIX GOPM U JIMHUM JKEHCKOIO TeJla,
ero 4yBCTBEHHAas IIpesiecTb. B umcie xa-
paxTepHBIX PaboT Xy[0KHUKOB Kpyra Jle-
oHapo Ja BuHuu — «IIOpPTPET MOJIOHOH
JKeHIIUHbI» PpaHuécko Méavuu: MoJio-
Iasi KeHIIMHA JII00yeTcs IIPeBOCXOAHO BhI-
IIMCAaHHBIM y30pYaThIM IIBETKOM, U caMa
OHAa — KaK IIBETOK, B IIOJIHOTE >KeHCKOU
Irparyy ¥ KpacoThlL.

Heuto 1mmogo6HOe BcTpeuaeM y Tuyud-
Ha (Tumuaso Beuéiino, okosio 1477 wuian
1490-1576), KOTOPBEIA B CBOEM paHHEM
TBOpYEeCTBe IIpHUHAa/Ie’Kal BeicokomMy Bos-
POXKIeHUIO (ero I103/{Hee TBOPYECTBO OTHO-
cuTcd K artoxe bapokko). Kak u y MeJsbIiy,
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B TUIMAHOBCKOHN «®aope» (0kojso 1515)
HaXO0JUM TOT 7Ke KOPPEeKTHO II0JaHHbIH, HO
TeM He MeHee II0YTH APpasHAIUN 3poTHYe-
CKUH LITPUX — HAIIOJIOBUHY 00HaKEHHYI0
IpyAb. ITOT paKypc paspaboTaH BeJIMKUM
XYIO>KHUKOM BeCbMa UCKYCHO: KaK ObI CTHI-
IUIUBOCTH (pyKa IOJIep>KUBaeT OfesTHUe)
U BMeCTe C TeM CIIOKOMHas «IIpe3eHTalUsI»
CBOHMX Yap — POCKOIIIHO IIBeTyIasi MOJIo-
IOCTh, C YeM pe30HUPYeT POCKOIIIL TKaHeH.

C TOYKH 3peHUd MOTHBA BJIACTH >KeH-
CKOM KpacOoThI JIFOOOIIBITHOE UCTOJIKOBaHUE
ZOITyCKaeT CIOKeT KapTUHBI JotcopodicoHe
(Hacrodiee uMsa — PKOppKo bapbapénu
na Kacrenbdpanko, 1476 wiau 1477-1510)
«l0pudn» (oxoso 1502). Ecaiu BIpAMYIO
OTTaJIKUBaTLCA OT M3BECTHOIO BeTX03a-
BETHOTO CIO’KeTa, TO HaX0/[UM B U300pake-
HUU IIpsIMOe COOTBETCTBHE eMy: MoJIofas
KpacuBasi >KeHII[MHa II0IIMpaeT 0Tpy6JIeH-
HYIO TOJIOBY — KPOBaBBIH, YyJOBUIIHBIN
MOTUB. OlHAKO Cpasy ’Ke BKJIIOYAKTCA
BCSKOI'0 pO/ia OTOBOPKHU 3CTETHYECKOIO II0-
psfKa: BO-IIEPBBIX, C KAKHUM HU3SIIeCTBOM U
6J1aropo/ICTBOM 3TO BBIIIOJIHEHO, X BO-BTO-
PBIX, OT KapTHUHBI BeeT YIUBUTEIbHOM rap-
MOHHUEeHN. [I0OJIOTHO OBIIMINUT CIIOKOMCTBUEM,
II0JTHOM YPaBHOBEIIEHHOCTBI0 U MATKUM
Jly4e3apHBIM CBeTOM. ECJIM JKe 0TBJIeUbCs
0T 610JIeICKOM KaHBEI, TO BUJUM IIpUMeYa-
TeJILHYIO JIeTa/Ib: MeU B PYKe JKeHII[UHbl —
9TO OTHATHIN y IIOBEPKeHHOTO aTpUOyT
My>KeCcTBeHHOCTH. [ToGesa ofeprkaHa IIy-
TEM 000JIbIIIeHU )KEHCKOM KpPacoToMH, 3a1ie-
4aT/JIéHHOU B IVIABHOM HE’KHOCTU QUTYPHI,
B KOTOPOM He 6€3 9pOTUYeCKOM ITMKaHTHO-
CTHU BBIZIeJIeHO 0OHa)kéHHOoe 6e1po. B urie
U JKecTe pyK — 0YapoBaTeIbHOe JIYKaBCTBO,
T10 JIUITY CKOJIL3UT HeyJIOBUMas I10J1yYJIbIO-
Ka KaK 0T6JIeCK BHYTPeHHero TOp>KeCTBa.
JTO TOPIKECTBO IIPeKPaCHOM JKeHIITUHEI Hall
MY>KYWHOM U CO3HaHMe BJIAaCTH CBOUX Yap.
W BcMOTpUMCA B JIUIT0 ITI0BepPKeHHOro OJ10-
¢depHa — OH OJIa’KeHCTBYeT!

CBoel 1J1aBHOU TeMOM >KUBOIIHUCHL Bo3-
poXKaeHus usbpasia memy MadoHHbL. U 110-
CKOJIbKY II0UTH Bcerga MasioHHy u3obparka-
JIv ¢ MitafieHIieM, 3TO ObliIa TeMa MaTepHu U
MaTepHHCTBa. Tak uepe3 o6pas bocomame-
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pu yTBeprK[asnach CBATOCTh MaTepUHCTBA:
PEeKJIOHSACH IIepes UyA0M POsKIEHUS KU 3-
HU, BO3HOCA 3TOT aKT B paHT 60KeCTBEHHO-
T'0 JeMCTBa.

Pagas’ab — ofHA U3 UEHMPA/bHBIX
¢uryp BospoxnaeHus, U MajjoHHa — UeH-
mpa/ibHblil 06pas ero TBopuecTBa. OH murca:
eé HeCuéTHOe 4uciIo pas. 1, kak y Monap-
Ta, C KOTOPBIM ero 4acTO CpaBHUBAIOT, 3a
UCKJIFOUUTEJILHOM MY3bIKaJIbHOCTBIO U JIy-
Ye3apHOU TapMOHUYHOCTHI0 KOMIIO3UITUM
Padaasa TauTcd IICUXOJIOTUYECKas CJI0XK-
HOCTb, paMaTuydecKkas IJ1youHa. 3Ta 0co-
6eHHOCTB OTJIMYaeT U er0 CaMyIo IIPOCjIaB-
JIEHHYK KapTuHy. HasBaHue «CHKCTHH-
ckasa MagouHa» (1515-1519) ripoucxoguT
OT I1epKBHU CB. CHKcTa B IIbs14yéHIle (TOpof,
Ha ceBepe HTasuu), i1 KOTOPOU ObLI Ha-
IHCaH 3TOT 1refeBp (1. 3). JKeCThI CBATHIX
U HallpaBJIeHHBIN BBepX B3IJIA[ 0YapoOBa-
TeJbHBIX NYTTU (MaJeHbKUe aHTeJsIbl), a
TaxKe 00I1asi pUTMUYecKass KOMIIO3UIIUS
¢uUryp ciayxaT TOMy, UTOOBI IIPUKOBATh
BHHMaHHe K boromartepu. PacKkprIiBaeTcsa
«3aHaBeCc» U Mapus BBIHOCUT POXKIEHHOTO
er0 MuazieH1ia B MUp. Xy 0KHUK BO3/IBU-
raeT CBOero pojia MOHYMEHT IIPOU30IIe/-
11eMy 4yay — 3TO IIOAYEPKHYTO U TeM, YTO
MaioHHa CcTyIlaeT I10 o6JIaKaM.

Mapusg — CcOBCeM IHAasg [IeBYIIKA.
Eé XpynlKuil 06JIUK, UyTh IIPUIIOAHATHIE
OpoBH, IIIUPOKO pacKpbITHIE IJIa3a, 001ee
BbIpa’keHUe JIUIa HeCyT B cebe OTTEHOK
6e33alllUTHOCTU U TPEBOTU. 3alleyaTaeHbl
IPOBUJIEHNE TParuuecKou Cyab0bl ChlHA U
OTHOBpPEMEeHHO I'OTOBHOCTH IIpHUHeCTH Ero
B JKepPTBY: B [IBIDKEHUU eé PYK, JeprKalliux
MuiajieH11a, yragblBaeTcsd UHCTUHKTUBHBIN
IIOPBIB MaTepy, IIPH>KUMAIOIIeN K cebe pe-
6€éHKa, 1 BMeCTe C TeM IIOHUMaHHe TOro,
uTO0 ChIH IIPUHA/IJIE’KUT He TOJIbKO el. [Ipu-
MepHO TO ’Ke HaX0auM U y MuiajeHa Xpu-
CTa: OH OTKPBIT MUPY (LLIMPOKO PaCKPHIThIE
rjIasa, Topyalye BUXPHI BOJIOC), HO B €TI0
B3IJIA/le U I103e (4yTh CoKasicd B KOMOK) UyB-
CTByeTCs 3aTaéHHas TpeBora.

TaxuMm o6pasom, «CUKCTUHCKasg MaJoH-
Ha» gBJIsIeT UJIE0 CYacCThbsl U MYKH Mare-
puHCTBa. UMEHHO 3TU [IBe TPaHU U CTalu
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Ha. 3. Pagpasnb. «CukcmuHckasi MadoHHA».
1512-1513. Xoacm, macso. 269,5%201.
TI'anepes cmapevix macmepos, /[pe3odeH

OCHOBHBIMH B Xy/I0’KECTBEHHOM TPAKTOBKE
obpasa boromartepu.

B uucIie moJI0TEH, IlepelaloliiX PaoCcTh
MaTepUHCTBA, BhIessgeTcd «MagoHHa JINT-
Ta» JIeoHdApAdo da BuHuu. beaMITeKHOCTD U
TapMOHUYHOCTH HaCTPOEHU II0JUEPKHY THI
3[ech JaJIEKUM UAU/UINYeCKUM Iler3akeM
B SICHBIU COJITHEYHBIU [JeHb — ITeMl3a’k 3TOT
IpOoCMaTPUBAETCSI Yepe3 CHMMETPHUYHO
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pacIioyio’KeHHbIe OKHA. beckoHeuHas1 HexX-
HOCTb MaTEPHUHCKOIO YyBCTBA IepefaéTcs
I10CPe/ICTBOM UCKIIOUYUTEIbHON [I03TUUHO-
CTU U300parkeHUsI U caMOM >KUBOIIMCHOM
MaHephl, B KOTOPOU MHOTO€ OIIpefiesisieT
IIpHéM, pa3paboTaHHBIN JleoHap/0, — 3HA-
MeHUToe CPhymMdamo (I10-UTaJabIHCKU OYK-
BaJIbHO O3HayvaeT UCUe3HY8W UL, KaK OblM):
TOHYaMNIIIHUe, TAOII[He [IepeXo/bl OT CBeTa
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K TEeHU, CMITYeHHe OUepTaHU! [IpeIMeTOB
C IIOMOIIbI0 >KHUBOIIMCHOTO BOCCO3/IaHUS
OKpY Karolle UX CBETOBO3AYIIIHOU Cpebl.

Jlpyrast TpaHb XyJ0’KeCTBEHHOMN TpakK-
TOBKH 06pa3a MafloHHbI — MYKa MamepuH-
cmea. I'paHb 3Ta CHOYKETHO CBSI3bIBAJIACh C
IevyaJbHBIMU pasfAyMbiMu boromaTepu o
3JI0CYaCTHOM QHHaJIe II0C/IeJHUX JHEU 3eM-
HOU >KU3HU Xpucrta. OJHAKO NOAJIHUHHAS,
obIievessoBeYecKasi CyTh JAHHOU CTOPOHBI
obpasa Mapuu 3HauyUTeJLHO Inupe. IIpo-
BOJIWJIACh MBICJIb O TOM, UTO, KaK IIPaBUJIO,
3a 6e3MATe>KHOCTBIO IeTCKUX JIeT Hern306eK-
HO CJIEAYIOT AeCATHJIETHUS TATOT, UCIBITa-
HUY, IpeBpaTHOCTeN. Y 0Ha, MaTh, BEIHYX-
IleHa OyieT BBIIIYCTUTh CBOE IUTS B 9Ty He-
JIETKYIO ’)KHU3Hb, He CII0COOHAas OrPaJiuTh €ro
OT HanacTeu U 6eIcTBUU. BOT UTO 3acTaBJIsI-
JIO IpaMaTHU3UPOBaTh 06JIUMK MaTOHHEL

ObpaTtuMcsl K MUKeJIaHJ KeJI0OBCKOU
«MapgoHHe u3 bprorre» (bprrre — ropof
BO ®JIaHApPHUH, TJle HaXOAUIaCh 3Ta CKYJIb-
nTypa). BeIMKU MacTep IIpefiesIbHO 3a0C-
TpsieT KOHTPACT Urparolero MiazeHa u
omevasieHHOM Matepu. E€ cTporoe, make
CYpPOBOe€ IIpeKpacHOoe JIUIIO 3aCThLIO0 (MOYKHO
CKa3aTb, OKaMeHeJsI0) B TPYAHBIX, CKOPOHBIX
oyMax.

CXOTHOe COCTOSTHHE HaXOAM B KapTHUHE
Jbicopdoicone «MaoHHa Ha TPOHE» (0KO0JIO0
1505). ITosib3ysich TeM, YTO pe6EHOK YCHYI,
MOJIO/Iasl MaTh IIpefaéTcs IJIyOOKUM paszy-
MbsIM. Eé IIpeKkpacHoe JIMI0 OBESTHO COKPO-
BEHHOH IlevaJIbl0: IOTPY3UBIIIHCH B pa3iy-
Mbe, KeHII[MHA yIIlia B cebs. 1, HaBepHOe,
MO>KHO YJIOBUTH OTT€HOK 03a00Ye€HHOCTH,
YCTaJOCTH MOJIOJIOM MaTepu — TO eCTh
CKBO3UT MBICJIb O OOJIBIIUX TPYJaX U HEU3-
6e’KHBIX TATOTaX MaTepPHUHCTBA.

HedTo CO3By4YHOE 3TOMY MOJKHO YCJIBI-
maTh U B MY3bIKe, €CJIHU BCJIYIIaThCH, K
IpUMepy, B XOPOBYI0 MUHHATIOPY «IlaBa-
Ha» ¢paHIly3cKoro xkommnosuropa TyaHo
Ap60. [laBaHa — pacIpoCTpaHEHHBIN TOTA
apUCTOKpPAaTUUYeCKUM TaHell, OJHaKO TaHIle-
BaJIbHOE HAayvyaJIo 3/leCh CMITYeHO U OIIoCcpe-
II0OBAHO 10 TAKOM CTeIleHH, YTO II0UTH He-
OIIyTHUMO. MOJIUTBEHHEIN HaCTPOU OBeSIH
IJIy00KUM, IIPOHUKHOBEHHBIM JINPHU3MOM.
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U 1ipesiecTh HalleBa, ero olievyajieHHas Kpa-
COTa IBCTBEHHO IIepeKJINKAaTCs C 06pasom
Ma/i0HHBI, KaKOM OHa IIpe/iCTaéT B paboTax
Pagaasa u [PKopIoKoHe.

Cpasy ke cyeyeT OTOBOPUTHCA: II006-
Hasl HaCTPOEHHOCTh ObLIa TOJILKO OTTEHS-
IOIIIMM KOHTPAacTOM. Marucrpasib Xyoxe-
CTBEHHOTIO PasBUTHA 3II0XU Bo3porxmeHUsd
olpefessiyiach TAKUMU KaTeTOPUSIMU, KakK
CBeT, pa3yM, TapMOHUS C HEU3MEHHO COITyT-
CTBYIOILIIM BCEMY 3TOMY UyBCTBOM Kpaco-
THI, BO3BBIIIIEHHOCTH, [I03TUYHOCTH.

HasBaHHBIM KayeCcTBaM COOTBETCTBOBAJI
U I10/100a0IUHN CTUIIb:

— 61aropojsiHass IIPOCTOTa, COUeTaHUE
CoepP>KaHHOCTH M U3MIeCcTBa, MATKOCTh
OouYepTaHUH, IJIaBHOCTH PUTMa (He TOJIBKO
B MY3BIKe, HO U B IPYTUX BUIaX UCKYCCTBA);

— IUIAaCTUYHOCTL GOpM, KJjacCHUUecKas
CTPOMHOCTb ¥ YPaBHOBEIIIEHHOCTE;

— 0000IIEHHOCTD XY 0KeCTBEHHOT'O I3bI-
Ka, 4TO BBIPAXKaJoCh B TATOTEHUU K COOU-
paTesbHBIM 06pa3aM, B YMeHUHU BBIJIEJIUTD
IJIaBHOe, He YBJIEKAasACh YaCTHOCTIMU, U B
CIIOCOOHOCTH U3BJIeUb U3 IMIIUPUUECKOTO
O6BITH HarboJlee CyllleCTBEHHOE.

basupoBasock BCé 3TO, B KOHEUHOM CYé-
Te, Ha Bepe B PasyMHOCTb, YIIOPSAL0YEH-
HOCTB, 11eJ1eCO000Pa3sHOCTh CYII[eCTBOBaHUSA
U Ha TaKUX KaueCTBaX, Kak sICHOCTh U CIIO-
KOMCTBUE IyXa, 4TO, B CBOK OUepe.b, II0/-
pasyMeBaJIo Cep>KaHHOCTh U YMEPEeHHOCTh
IIPOSBJIEHUU, IPUHITUIL «30JI0TOMN cepeu-
HbI». KpoMe TOT0, peHeCcCaHCHOI'0 YesJI0BeKa
II0/ilep>KUBAJI0 CO3HaHMe BHYTPeHHe! 3Ha-
YUTeJbHOCTU U COBEPIIEHCTBA JIUYHOCTH.
H3BeCTHO, UTO ell BO BpeMeHa Bo3spoxe-
HUd OblIa IPUCYIA IIeJILHOCTh U rapMo-
HUYHOCTD, a 3TO, B YaCTHOCTH, 03HAYAJIO
OpraHUYHOe COYeTaHHE UYBCTBEHHOIO U
IYXOBHOTO, ratio u emotio.

CpeiHeBEKOBOMY YHUUYMIKEHUIO UeJIOBe-
Ka TYMaHUCTHI IIPOTUBOIIOCTaBUIIN UJeall
CBOOO/IHOM, BCECTOPOHHE Pa3BUTOMU JINU-
HOCTH, U MHOTHUEe U3 HUX SIBJISJIU IIPUMEP
OpUOJIMKEHUS K 3TOMY UJeaJly.

O6pas1oM peHeCcCaHCHOTI'0 YHHUBepCaIus-
Ma MOJKHO cuduTaTh JleoHapzo na BUHYH.
He MoO’KeT He IIOpasuTh yKe caMo II0 cebe
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IlepeyncIeHre HallpaBJIeHUN ero esaTellb-
HOCTH:

— JKUBOIIUCEI], CKYJILIITOP, apXUTEKTOP
U TeOpPeTUK N300pasuTeIbHOI0 UCKYCCTBa,
a TaKyKe MY3BbIKaHT;

— YY€HBIN, OCYII[eCTBUBIIUYA MHOTOUUC-
JIeHHbIe Hay4YHble UCCIeJOBaHUS U CllesIaB-
LIIUM psify OTKPBITUM B 06J1aCTH MaTeMaTH-
KHY, QU3NOJIOTUM, aHATOMUHU, OOTAHUKHY,
MeXaHUKUY;

— KaK UH)KeHep, OH SBJISIETCSI aBTOPOM
Macchbl TEXHUYECKUX UJler ¥ N300peTeHUH,
B TOM YHCJI€ OCYIIIeCTBJIEHHBIX 3HAUUTEJIb-
HO I103>Ke (Halpumep, IIPOeKT II0JBOLHOMN
JIOZIKH).

HTak — cBeT, pasyM, rapMOHUs, KpacoTa.
KoHKpeTHOe pacCMOTpeHHe 3TUX OIlpefe-
JIIOIAX IIPUHITUIIOB UCKYyCCTBa Bo3porkre-
HU HAaYHEM C apxumexKmypbsl, TIe OHU CO
BCel HaIJISITHOCTHIO IIPEeTBOPEHLI B CaMOM
KOHCTPYKIIUH COOPYKEeHUH U I'Tle K cepeiu-
He XV BeKa CJI05KUJICI CMU/lb peHEeCCaHc.

JCTeTUUeCKUMHU 0CHOBAaHUAMU JaHHOTO
CTHJISA CTa/I TaKWe ITOHATHS, KaK CTPOM-
HOCTb, CHOCTB, IIPOCTOTA U 3aBepPIIEH-
HOCTb apXUTeKTyPHOM KOMIIO3UIIUH, YIIO-
PS0UYeHHOCTH IIaHa (IIoApasyMeBaeTcsd eé
BU/JI CBePXY), COPasMepHOCTH IIPOIIOPITUH,
4YéTKas pasrpaHUYeHHOCTb 00BbEMOB, PUT-
MUYHOCTH [eKOPaTHUBHOTO 0$OpMJIEHUS
(ITMIACTPHL, KOJIOHHEL U T. 11.).

OKOHYaTeJIbHOe YTBep)KIeHHe IIPUHIU-
II0B CTUJIA peHeCcCaHC IIPOU30IIIO B paboTax
Aonamo bpamanme (1444-1514). OH caMbIM
aKTUBHBIM 00pa3oM HCII0Jb30BaJl aHTUY-
HYIO OPJEPHYI0 CUCTEMY (B €€ TBOPUYECKOM
IIePe0CMBICIIEHUH) U 3aBepPIIUI XapaKTep-
HBbIe JUI1 3044YUX BO3poKeHUs II0UCKHU CO-
BEPIIIEHHOTI0 UeHMpU1ecKko20 COOPYKeHUs.
[Ipe>xzme yeM 06paTUTHCA K OJHOM U3 €0 I10-
CTPOEK, IIPUIIOMHUM OouepTaHusA PéMMCcCKo-
ro co00pa, KOTOPBIM YIIOMHUHAJICS BBIIIIE KaK
oOpaser] TUIIMYHENIIIeN TOTUKH B €€ KJIaCCU-
4eckoM, GpaHIy3CKOM BapHaHTe. FIMeHHO
B KOHTPaCTHOM COIIOCTaBJIEHUH C 3THUM 00-
pasIioM 4epThl CTHJIA peHeCcCaHC IIpeCTaloT
COBEPIIIEHHO OTYETIUBO.

Ecin w3 3HaMeHUTHIX TBOpeHUU bpa-
MaHTe B3ATh [UI cpaBHeHUd TeMNnbETTO
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(1502, B mepeBOjie 3TO HACO8HA — HeOOJIb-
III0OM XpaM BO [IBOPe OJHOTO U3 MOHAaCTHI-
peit PriMma), TO peripe3eHTUPOBaHHbIE 3/1eCh
4epThl CTUJISL PeHeCCaHC COCTOAT B CJIeNy-
IOIlleM: HjleaJibHasA CUMMeTpPUs IieHTpalb-
HO-KYIIOJIbHOM KOMIIO3UIIUU, €€ CIIOKOU-
HOe paBHOBecHe, MATKas 3aKPYIJIEHHOCTH
ob1et KoHQUTypaluy, Cyrybo ceemckas
TPaKTOBKA I1epKOBHOM IIOCTPOMKHU, KOTIia
OT TPAJUIIMOHHOIO IIOHUMAaHUS XPUCTU-
aHCKOI0 XpaMa OocCTaJICd TOJIbKO KpecT Haf
KYII0JIOM (HJL. 4).

Emé omuH o6pasel; 4UCTO CBETCKOU
TPAKTOBKHU XPaMOBOI0 COOPY>KeHUsI Ha-
X0IUM B uuciie pabot JleoHa Aab6épmu
(1404-1472), KOTOpBIN OBLI HeIIOCpPEJ-
CTBEHHBIM IIpe/llleCTBeHHUKOM bpamMaHTe.
ITocTpoeHHas UM IepKoBb CaHT-AHIpea
B MaHTye (cepenyHa XV Beka) II0 CBOEMY
BHeIITHEMY BUJly CKOpee HAallOMHHAaeT Tea-
TpajJbHOEe 3/laHue. A eé UHTepbep IpUMe-
yaTeJleH C TOYKU 3peHUsI CBOMCTBEHHOTO
CTHUJII0 PeHecCaHC TOp’KeCTBEHHO-BeJIH-
4aBOI0 XapakKTepa. ABTOp IIpOeKTa 3TOr0
3aHUd ABJISLJI COO0U IIPpUMep peHeCcCaHC-
HOTI'0 YHUBepCaJu3Ma: IIOJUTUK, QUIO0JIOT
U I103T, IIPeBOCXOAHBINM 3HATOK AHTUYHO-
CTH, apXUTEKTOP U TeOPeTHUK apXUTeKTy-
pBl, CKYJBITOP, >KUBOIIUCEL], apXe0JIoT,
MaTeMaTHK, QU3UK, MY3bIKaHT U aTJeT.
B ero JIMYHOCTH BOILJIOTUJICSI UM YK€ CAMUM
cOOpMyJIMPOBaHHEIN UJieayl TapMOHUYHO-
r'0, BCeCTOPOHHE Pa3BUTOIO UeJIOBEKaA.

Anb6epTH cunTaeTCs Co3/laTesIeM peHec-
CaHCHOIO nasaauuo (mom-gBopely). CTpou-
TeJIbCTBO TaKOr'0 TUIIA 3JaHUM IIPHUOOpeIIo
B Utasmmu 60JIII0M pa3sMax, C Yero HayaJjics
pelInTeIbHBIH IIepesioM B 30/{4eCTBe: OTHHI-
He IIIUPOKOe pasBUTHE II0JIy4YaeT apXUTeK-
Typa c8emcko020 Ha3Ha4yeHUs (IBOPILIbI, 00-
I1eCTBEHHBIE 3[TaHUs, 3aTOPOJHbIe BUJLJIEI),
U OHa HauWHaeT UIpaTh BeAyIYyI0 POJIb.
MHoroe B pa3pabOTaHHBIX TOTr[a IPUH-
[IUIaxX CBETCKOIO 3/[aHUS COXPaHUT CBOXO
3HAYUMOCTE BIUIOTE 110 XIX Beka. BkpaTtiie
9TU IPUHIIUIIEI MO’KHO 0003HAUUTH TaK:
SICHOCTb, PallMOHAJIBHOCTh, Y8TKasA KOH-
CTPYKTUBHAas HUjes, UMII03aHTHOCTb, OJ1a-
TOPOZCTBO U I1eJIOCTHOCTH 00JIHKA.
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Hn. 4. Bpamarme. Temnvemmo.
Yaco8HA-pOMOHAA 8 XPUCMUAHCKOM MOHACMbIpe
Can-ITvempo-uH-Monmopuo. 1502.

Pum, Hmaausa

COoBepIIeHHO TUOUYHBIM MOXXHO CYH-
TaTh 37jaHUe 1107 Ha3BaHUeM Kanuesuiépus
(1499-1511) — ogHO U3 PUMCKUX I1aJIAIII0
pabotsl Jonamo bpamanme. TouHee TO-
BOps, OH 3aBepuIn opopmiieHre dpacaza,
HO KaK pas 3TO U COCTaBJIAeT IJIaBHYIO I1eH-
HOCTh JaHHOM IIOCTPOMUKHU.

IToBOPOT KO BCeEMY, O UEM UJET peyb, Ha-
4yajicsa Bo PaopeHyuu. Kecraty, 3peck BIIep-
Brle B Mupe B XIV cToJIeTHUH ITIOSIBUJIACH
MaHydaKTypa KaK 3apOAbIIl KallUTaJIU-
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CTUYeCKOTO cIioco6a IIpou3BOACTBA. B aTOM
rOpofie POAMINCH U paboTav MHOI'HE BBI-
Jaroluecsd fgedTeJId HOBOM I'YMaHUCTHYe-
CKOM KYJIBTYPBI U HOBOI'0 MCKyCCTBA (Hayu-
Had ¢ /[>KkoTTo U JlanTe). diiopeHIUs ObLIa
HeIJIaCHOM cTosnIlel MTasiuu BpeMéH Bos-
POKIEeHH, €€ CUUTAIT «CAMbBIM UMANbSH-
CKUM» TOpPOJioM. I UMeHHO 37jech GOpMU-
poBaJICd CTHU/IbL PEHEeCCaHC B apXUTEKTYype.
HauaJsio JaHHOTO IIporiecca CBg3aHO C MMe-
HeM Puaiinno bpyHeanécku (1377-1446).
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B03BeI€HHBIN UM BeJIMYeCTBEHHBIN KYII0JI
diopeHTHIICKOr0 co6opa (1420-1436) aB-
JIIeTCs IepBBIM KPYIHBIM IIaMATHUKOM
peHeccaHCHOro 3oxuecTsa. IlapasiesabHO
3TOMY OH CTPOMJI B TOM >Ke ropoje Boc-
nUTaTeJbHBIA oM (1421-1444), KOTOPHIHA
CTaJl CBUJeTeJbCTBOM KaueCTBEHHO HOBO-
I0 IO/AX0Ja K IIPOEKTUPOBAHUIO CBETCKUX
3JaHUH. 3/1eCh COBEPIIIEHHO OYeBUHO BO3-
POXKIeHte 0CO6eHHOCTel aHTUYHOM Op/ep-
HOM CUCTEMBI B €€ CBOOOJHOM TPAKTOBKE (B
9TOM OTHOIIIeHUH obpalliaeT Ha cebs BHU-
MaHUe rajiepes C U3MIIHON KOJIOHHA/0M).
OueBUIHEBI 3/1eCh U YepPTHl CTUJIA peHec-
CaHC KaK TaKOBOTO: MATKOCTh JINHUU, OKPY-
IJIOCTh OYepTaHUM, IIPULAIIUX 00JIUKY
3laHUA TAPMOHUYHOCTE U IIPUBETIUBOCTD.

UTo JKe KacaeTcsd dcusonucu PeHeccaH-
ca, TO yTBep>K/eHHe KpacoThl U TapMOHUU
OCYII[eCTBJISZIOCH 3/1eCh IIOCPELCTBOM KC-
II0JIb30BAaHUA I1eJIOM CUCTEMBI PecypcoB
BBIPA3UTEJILHOCTU: sICHasg YIOPSALOYeH-
HOCTb KOMIIO3UITUH, 6J1aropoiHasi IIpoCTo-
Ta BBIpa’KeHUs UYBCTB, CIIOKOMHAs 3BYyY-
HOCTb KOJIOPUTA. BOT I10UueMy Xy 0’KHUKHU
IIpeAIIOUYnUTaNIN Clep>KaHHBIN CBeT, KOrja
BCe OUepTaHUs IIPUOOPETA0T 0COOYI0 MSAT-
KOCTB. TeM ke I1eJIIM COOTBeTCTBOBAJI O/y-
XOTBOPEHHBIN JaHAIIAPT, OTBEUYaIOIUN
COCTOSHUIO YPaBHOBEIIIEHHOCTH, II0UYEp-
KUBaIIIUHI IIpeKpacHoe B yesjoBeKe (YMU-
POTBOpPEHHAaA IIPUPOJA, CIIOKOMHAs IIUPh
IIeM3a)KHBIX J1ajIer).

CTpeMJyieHHe aKI[eHTHUPOBAaTh KPacoTy
yeJIOBEKA U OKpYy’KarwlIlled ero IIpUpOJbI
MOIJIO yBJIeKaTh B MHUP POMAaHTHKH, II0-
3THUYEeCKOH MeuThl. «MaJJOHHa B IrpoTe»
(1483-1490 miu 1494) — oxHa U3 paHHUX
KapTuH JleoHapdo 0a BuHuu, HO yXXe B
HeU XyJ0KHUK BhIpaboTaJsl CIroco6 ImpaMu-
DAJIBHOIO IIOCTPOEeHUs KOMIIOSUIIHU (QU-
Ir'yphl 06pasyroT 11og06Hue paBHOOEIPEeHHO-
ro TpeyrosbHUKa). [Tomo6Has cxeMa crasa
Upe3BBIYaNHO PacIpOCTPaHEHHOM (BCIIOM-
HUM «CHUKCTHUHCKYI0 MazmoHHy» Padaais),
IIOCKOJIBKY CJIOJKHOE paBHOBeCHe IIUpaMU-
NaJIbHOU I'PYIIIUPOBKU I103BOJISAJIO BhIpa-
3UTh BHYTPEHHE HaCBIII[eHHYI0 TapMOHUY-
HOCTB I1eJI0T0. POMaHTHKa, 0 KOTOPOM U/IET

peys, IIpe/icTaB/IeHa 3/IeCk B 0CO001 ITpeJie-
CTHU ITlepcoHaket (Mapus, aHres1, MyiazieHery
Xpucroc, MaseHbKUU MoaHH KpecTuTesb)
U B IIeli3a)ke 1104TU $paHTACTUUECKOIO Xa-
pakTepa (IIpUYyAIUBEIe CKaJIbl HAIIOMUHA-
10T I10 OpMe TUTaHTCKUE KPUCTaJLIbI).

Haubojsee 4gpKO pomMaHmMuueckKue
ycmpemaeHus PeHeccaHca BbIpasusl CAaH-
dpo bommuuéaau (HacTosllee UMs Ajec-
caHapo au MapuaHo au BAHHU Puunény,
1445-1510). V Hero Mbl HaXO0QUM IIpe/iesib-
HYI0 II09TH3aIlHUI0 >KU3HEHHBIX peaJHy.
JTO OCYIIIeCTBJISeTCI Ha OCHOBE 0COOBIX
KauyeCTB ero KUBOIIMCHOM MaHephbl: YTOH-
UEHHO-apUCTOKpaTUUeCKOe H3AIecTBO,
CBOOOIHBIN IIOJIET QaHTa3UM, XPyIKas
KpacoTa ¢UIyp, OBeIHHBIX HEU3bICHUMOM
JIMPUYECKOU I'PYCTHI0 UJIU CBETJION MeJlaH-
X0JIMeH, My3bIKaJIbHOCTb THOKUX, IIEBYUUX,
TPeIeTHBIX JIMHUH, IIPO3PAYHOCTE KPACOK,
IIPUXOTIUBAs UTPa PUTMOB.

«BecHa» (1477-1478) — 11epBOe IIOJIOTHO,
I7ie BO BCeli ITI0JTHOTe BbIpasuilach HEIIOBTO-
puMas OPUTMHAJIbHOCTL JapoBaHUsA boT-
TUYeJUJIN. 3/1eCh SIPKO IIPEeJIOMUJIUCE yXKe
YIIOMUHAaBIIIWECI U CTOJb XapaKTepHEbIe
IUIS )KU3SHEHHOI'0 TOHYyCa 3I1I0XU Bo3poxke-
HUS BeCeHHMe MOTHUBEI U IOHOIIIeCKOe Ha-
4yaJio. 136paHHOMY MOTHUBY CaMbIM HeIIO-
CpeACTBEHHBLIM 06pa3oM oTBedaroT djopa
(60TMHS I1BETOB U BeCEHHErO IIBEeTeHUs B
BBITKAaHHOM I|BeTaMHU ILJIaThbe PaCChIIlaeT
IIBETHI) U XOPOBOJ, TPEX rpanuil (0OruHU
KpacoThl, U34IIleCTBa U PajfloCTH), a TaKxKe
AMYyp, CTPeJIAIOIUN U3 JIyKa B CPEeJHIOI0 13
rparuy, KoTopas, KajkeTcs, y>Ke yBjIedyeHa
IOHOIIIeH cleBa — 3TOMY Ha IIpaBOM CTOPO-
He KapTUHBI BTOPUT y3T JJIFOO0BHOM UTPHI.
BCé IIpouCX0AUT CpefU CKa3o4yHOro Ilelsa-
’Ka, B opmMax KOTOpPOro IepesaHo IPpUPO/-
HOe M300UJIre POCKOIIHBIX TPaB, IIBETOB U
IJIO/IOB, YYTh TPOHYTHIX 30JI0TOM.

[Toskasryii, caMbIU IIPOCJIAaBJIEHHBIN IIle-
IeBp bortnuesin — «Po’XaeHne BeHepbI»
(okoJ10 1485), T11e 60THHS JIH0OBH CTAHOBUT-
Cs1 BOILJIOII[eHMEM BO3BBIIIIEHHOM, OyXOT-
BOPEHHOM KPacoThI (XYL0KHUK J001BaeTCs
MMEHHO TaKoro Ipeobpa’keHus >KeHCKOTO0
YyBCTBEHHOI'0 Hayasa). Bcé 3mech — ILIOf
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Ha. 5. JleoHapdo da Bunuu. «MoHa JIusa» («/[#coKoHOa»).
Hauano XVI geka. /lepego (monosav), 77x53.
JIysp, Iapuic, dparHuyus

II03TUYECKHUX I'PE3, KOTOPHIM OTBeUaeT My-
3BIKAJIbHOCTD IIEBYYNX JINHUH, a8 HE)KHOCTh
CBETJIBIX, IIPO3PavYHBbIX, X0JI0JHOBATHIX Kpa-
COK U UX U3bICKaHHbIe COUeTaHUS POKAI0T
atMocdepy 11eJIOMyAPEHHON YHUCTOTHI.

Kaxk 651 HU ObL/IY IIPpEeKpacHBI IO00HEbIe
06passl, BCE Ke IIPUXOAUTCI KOHCTAaTHPO-
BaTh, UTO OCHOBHAS JIMHUS XyA0>KeCTBEH-
HOTO BOILIOII[eHHUSI KPacOoThl U TApMOHUU
B 3II0XY Bo3porkeHHUsI HaX0quIach B CBS-
351X C 60JIee peaJIbHBIM OIyIIleHHEM MHUpa
U 4yeJioBeKa.
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[TosToMy, K IpuMepy, i1 JIeoHapdo da
BuHuu, aBTOpa pPOMaHTU3UPOBaHHOM «Ma-
IOHHEI B IpOTe», IJTaBHBIM IIPOU3BejleHUEM
cras «IlopTpeT MoHBI JIN3bI» (0K0JI10 1503),
HepeaKo QUIYPUPYIOIINUM 110/, Ha3BaHUEM
«/[DKOKOHAA» (HUJI1. 5), YTO CBSI3aHO C €€ UMe-
HeM MoHa JIuza gespb /[IPKOKOHIO — OHA
6pLIa CyIIpyrou 6oratoro ¢popeHTHUUIA
. IDKOKOH[TO.

Ileper HamMu OfHA U3 XYL0’KECTBEHHBIX
aMbiieM PeHeccaHca. JKeHIITUHY, KOTOPYIO
JleoHap10 u3bpaJsl B KaueCTBe MOJIeJIv, BPST,
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JI MO’KHO IIPUYUCIUTD K UUCITy KpacaBUII,
Ho eé o6pa3s, BocCO3laHHBIN I'eHUATbHBIM
MacTepoM, II0JIOH HeOTPasuMOTo 06asgHUs.
O6paiiaoT Ha ceb6s1 BHUMaHUe YTOHUYEH-
Hble 4YepThl He)KHOTO JIUIA, YIJIMHEHHbIE
IajbIibl, TOHKO IIPONHCAaHHbIE CKJIaJKU
IIPeBOCXOIHO BBIpab0TaHHOU TKaHU. B 00-
JIMKe IIOPTPeTHUPyeMOM 3alledyaTeHbl AyX
CBETJION TapMOHUHU, CIIOKOMHAas yBepeH-
HOCTH B cebe, II0JIHOTA >KU3HEOIyII[eHUs,
TOHKOCTB U CJI0KHOCTH BHYTPEHHer0 MUpa,
B TOM 4YHCJIe 3alledyaT/IEéHHbIe B HeYJIOBU-
MOU YJIBIOKe.

JTO ’Ke IIPUCYTCTBYET B CO3BYYHOM II0
HAaCTPOEHUI IPUPOSHOM OKpPY>KeHUU
(4yTh TAaUHCTBEHHBIN I1eM3aK C IVIABHBIMU
U3Tu6aMU peyHBIX II0TOKOB) U SIBCTBEHHO
HOAYEPKHYTOU IIpeie/IbHOM MATKOCTHIO KO-
JIOPUTA: 3[leCb BHOBb CJIe/lyeT YIIOMSHYTh
JIeOHApP/0BCKOe ciymamo — e[iBa YJIOBHU-
Mas IbIMKa, OKYThIBAIOIIIas JIUI0 U QUTYDY.

PeHeccaHCHBIE IIpeJiCTaBJIEHUS O IIpe-
KpaCHOM, TapMOHUYHOM UHAWUBU/IE HAIILJIN
CBOé 3aKOHYEHHOe BOIUIOIIeHYe B U306pa-
JKEeHUSIX 00Ha>KEHHOM MOJIeJId, B UEM CKa-
3aJI0Ch IIpeKJIOHeHUe Ilepes KpacoTou U
COBEPIIIEHCTBOM UYeJI0OBeYeCKOTo TeJsa, KO-
TOpOe, B IIpe/iCTaBJIeHUHU Xy 0KHUKa Bo3-
POXZeHUs, IBJIsIeT COO0U 8HeWH I 060-
JIOUKY KpPaCOThI ¥ COBEPIIIEHCTBA JYX08HO20
MUpa JIUYHOCTH.

B My>KCKUX UTypax HepegKO aKI[eHTH-
POBAJIUCH TeJleCHasl MOIIlb, aTJIeTU3M U 4e-
pes3 I10106HbIe CBOMCTBA paCKphIBaIach CII0-
COOHOCTB K TepOUYECKOMY JIeSTHHUI0. B 9TOM
OTHOILIIEHHUU 0CO0€HHO BbIJIe/ISIJTUCH PA60THI
MukendHdowceno (Kak CKyJIbITYpPHbIE, TaK
U )KUBOIIUCHBIe). O6paTUMCS C JaHHOM TOY-
KU 3peHUs K OJHOU U3 Qpecok, yKpalaro-
IIIMX IT0T0JIOK CUKCTUHCKOM KalleJIbl BaTh-
KaHa. B «CorBopeHuun Agama» (1508-1512)
MY>KeCTBEeHHBIHN U IIpeKpacHbIH I0HOIIIA JIe-
JKUT Ha CKJIOHe XosiMa. CaBaod, TOJIBKO UTO
COTBOPUBIIIUMI €ro, KacaeTcs PyKHU CBOEro
CO3/1aHUs, B/IbIXas B HEeT0 >KU3Hb, 9HEePTHUIO,
BOJIIO. B 06eux purypax mepegaHbl MOIIb U
II0JIHOTA CUJI, MOTYYHUH aTJIETU3M.

Ho, KaK ¥ MOXHO OBLJIO 0KUZATH OT XY-
I0KHUKOB Bo3po)KzeHUs, 3TOU IIpeobJa-
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Iarmolne «KeHCTBEHHOM» 3II0XU, BHICIIEH
KyJIbMUHAIIUU UX TBOPUYECTBO OCTUTAJIO,
KOTJla OHU ob6palljajauch K U306pakeHuro
HU7ieaJIbHO IIPEKPaCHOI0 JKeHCKOI'0 TeJIa.

B «Cosamieit Benepe» Joicopdicone
(oxoJ10 1508-1510) 061K U300paKEHHOM,
KakK 1 nozobaeT 60ruHe Jit00BU U KPacOThI,
OTJIMYaeT HJealbHasg MATKOCThb JIMHUMH,
4YTO CJIY>KUT BhIpa’keHHeM BBICIIIeN KeH-
CTBEHHOCTH. [IoJTHOe YWyBCTBEHHOU IIpe-
JleCTH OOHa>KéHHOe TeJI0 OII03TU3UPOBA-
HO OIIyII[eHHeM HPaBCTBEHHOM UYHUCTOTHI.
be3sMaTe>XHO CBeTJILIH JI00, CIIOKOMHEBIMT
u3rub OpoBel, MATKO ONYIleHHbIe BeKH,
IIpeKpPacHBIN CTPOTUH POT — BCE UCIIOJI-
HeHO TOM 3aKOHYEeHHOU rapMOHUYHOCTH,
KOTOpas IJOCTHM)KHMMa TOJIBKO TOIZa, KOrJa
SICHBIM, He3aMYTHEHHBIU AyX >KUBET B CO-
BepIlleHHOM TeJie. B IMHEeHHOM BBIpake-
HUU TapMOHHUYHOCTE BOILIOIIEHA CIIefyIo-
M 00pa3oM: 3aKMHYyTas 3a I0JI0BY pyKa
3aBepIaeT 3aMKHYTYI0 «BOCbMEPKY», OX-
BaTbIBAIOIIYI0 BCe GOPMEI B e JUHBIM I1JIaB-
HBIA KOHTYP.

BoccosgaH o6pa3 yes0BeKa, >KUBYIIIETO
B COIJIaCHUH C OKPY’KarolllM MHpPOM, 06pas
ero CYaCT/IUBOrO0 6BITUSA Cpefy IIpeKpacHOn
IIPUPOJBI — ¢Urypa 6e3yIlpeyHo BIIMCaHa
B )KMBOIIMCHBIN J1aHAIIaT. Ilesioe moBep-
11aeT MATKasd JIyde3apHOCTb KOJIOPUTA: 30-
JIOTHUCTHIM CBET Ha CKJIOHE IHA U obJyiauHas
aTMocdepa CMAT4arT BCe KOHTYPHL...

ITogBO HEKOTOPBIE UTOTH 110 3110Xe Bos-
POXKIeHus, Cile/lyeT B IIEPBYI0 0Uepeb OTMe-
TUTB, YTO TO OBLI ITYCTh He eUHCTBeHHBIH,
HO «30JI0TOM BeK» MUCTOPHUH YeJI0BeYyecTBa.
B TOM 4mcie U «30JI0TOM BeK» UCKYCCTBA,
KOTOpPOEe 3aHsJIO B )KU3HU 00IIlecTBa O4YeHb
BBICOKOe I10JI0KeHMe. [IpeXkze Bcero aTo 0OT-
HOCHUTCSA K II093UH U el11€ 60Jiee — K 5KUBOIIU-
cH. B coBepIlleHHO HEOOBATHOM TBOPYECKOM
HacJIe[JUH, CO3[aHHOM TOI/Ia XYL 0KHUKaMH,
COCpe0TOYEHO BCE HarboJlee IIeHHOE U COo-
BeplIeHHoe /11 PeHeccaHca.

Ha mpoTsoKeHHUU IIOCIeAYyIOIUX TPExX
C JIMIITHUM CTOJIETHUU eBpoIleiicKas XyZo-
JKeCTBeHHas KyJIbTypa BO MHOTOM pas3BU-
BaJlaCch Ha OCHOBe IIPUHIIUIIOB, yTBEPAUB-
IIMXCs B 310Xy BospoxkzeHus. U, mogo6Ho
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caMooIIpefieJIeHUI0 eBPOIIeMCKUX Hallui,
TOIJla Ha4yaJIoCh CaMOOIIpe/iesieHUe COOT-
BETCTBYIOIIIUX HAIIMOHAJBHBIX Xy 0XKe-
CTBEHHBIX KYJIbTYP.

3aBepiras 0030p K/II0YEeBLIX apTepaKTOB
PeHeccaHca, elé pa3 IIPUKOCHEMCI K MY-
3BIKAJIbHOMY HUCKYCCTBY. UTOOBI OIYTUTH
IyX 9TOU KYJIbTYPBI, JOCTATOYHO YCJIBIIIATE
XOpOBYI0 «TadbsIpay» UTATbIHCKOTO KOM-
nosurtopa baasvdaccape Jonamo (rajibsp-
la — Ha3BaHMe IIOIYJIIPHOIO TaHIla TeX
BpeMéH). Cpasy IoqUepKHEM Ype3BbIUali-
HO XapaKTepHBII MOMEHT: OUeHb MATKOe
IIpeJIOMJIEHHE TaHIeBaJIbHOIO PUTMa, UTO
SIBJIL€TCA OFHUM U3 IIPU3HAKOB [TUBUJIN30-
BaHHOCTH, JOCTUTHYTOM KO BpeMeHHU 3pe-
Joctu PeHeccaHca (Ha ¢ase PanHero Bos-

POSKIEeHUS 3TOTO elllé He ObLI0). 3alleYaTIéH
PaZiOCTHBIN OCYT CBOOOHBIX JIIOJIEH — OT
BCeTO 3/IeCh BeeT KUBOU IIpesIecThIo, U Ha-
CTpOEeHMe II0JIHO 6eCcIieqyHOoCTH, 6e33a60THO-
CTH, U3SIHOU I1aJIOBJIUBOCTH (HA OCHOBE
UCII0JIb30BAaHUS CHHKOIIUPOBAaHHBIX QUTYD,
HO OISTH-TaKH CMITYEHHBIX).

Kak u MHOTOe M3 TOr0, YTO MOKHO yC-
JIBIIIIATh B My3bIKe PeHeccaHca, 9TO HAIIU-
caHO 11 Xopa 6e3 compoBoXKeHUs. [leHHe
a cappella 661710 OCHOBHBIM BUJIOM MY3bI-
KaJIbHOT'0 UCIIOJTHUTEJILCTBA BpeMéH Bos-
POXKIEHUs, B UEM I10-CBOEMY IIPEeJIOMUJICST
TYMaHH3M 3II0XHU — ITOCKOJIbKY HEBO3MOX-
HO IIpe/ICTaBUTh YTO-JIN60 60Jsiee GJIM3KOe
U eCTeCTBeHHOe [JIg HAlllero BOCIIPUSATHS,
4eM 4yeJsIoBedeCKHe roJjoca.
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TubeTckas KyjabTypa
O0acceiiHa pexku XyaHX3

B TBOpUYECTBE COBPEMEHHBIX
KHUTANCKUX Xy 0>KHUKOB

TubeTcKue palioHBI y UCTOKOB peKU XyaHX3
COBCEM HeJIaBHO CTaJIU JJId >KUBOIIHCIEB
HOBOM IUIOIIATKOM, ITI03BOJIUBIIIEH ITepeaTh
IyX, 00psiibl, HAallMOHAJIbHbBIEe KOCTIOMBI
Hapopa. XynoXHUKHU XXI BeKa 0TpakaroT
TYMaHUCTUYECKYIO KPacoTy 06bIuaeB Hapoza
Tubeta, ero peJIUTHO3HbIE OYIAUCTCKUE
BepOBaHU, [IeHHOCTHU HaceJIeHUd,
IIPO’KUBAIOIIET0 Y UCTOKOB IVIABHOM pPeKH
Kutas. ABTOpPEI aHAJIU3UPYIOT KPaCOUYHYI0
TaJIATPY U APYrUe XyLoKeCTBeHHEIe Cpe/iCTBa,
II03BOJIAIOII[ME TAKUM MacTepaM Kurad,

Kak fHr ®aitton, JIy HuunyH, 0 CaonyH,
JIro CaomyH 1iepefaTb MUPOOIIYIIeHe
THOETCKOI0 Hapo/ia, ero rapMOHHUYHOe
COCYII[eCTBOBaHUeE C KECTOKOM IIPUPOLOHA
peruoHa.

KiaroueBhle C/I0BA:

bacceiiH peku XyaHX3, TUOeTCKas KyJIbTypa,
COBpeMeHHasl KUTatcKas )KUBOITUCh.
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Tibetan Culture

of the Yellow River Basin

in the Work of Contemporary
Chinese Artists

The Tibetan regions at the source
of the Yellow River have recently become
a new platform for painters which made
it possible to convey the spirit, rituals,
and national costumes of the people. Artists
of the 21st century reflect the humanistic
beauty of the customs of the people of Tibet,
their religious Buddhist beliefs, the values
of the people living at the source of the main
river of China. The authors analyze the colorful
palette and other artistic means which allow
such masters in China as Yang Feiyun,
Lu Qinglong, Yu Xiaodong, Liu Xiaodong
convey the world perception of the Tibetan
people, their harmonious coexistence with
the harsh nature of the region.

Keywords:

Yellow River basin, Tibetan culture,
modern China painting.



Cross-Cultural Communication

{§ 2020, Ne 4

Aas yumuposanus/For citation:

XyaH H0anbmas, I.B. AnekceeBa, [ludb TUHTUH. TubeTcKag KyJIbTypa 6acceliHa peKU XyaHX3
B TBOPUYECTBE COBPEMEHHBIX KUTAUCKUX XyN0>KHUKOB // UKOHU / ICONI. 2020. Ne 4. C. 25-37.

DOI: 10.33779/2658-4824.2020.4.025-037.

1990-x rozroB TubeT cTas Ba>KHOM yac-

TBI0O XY/J0’KeCTBEHHOI'0 TBOPYECTBA

KUTAaUCKUX MacTepoB. Cpenu croke-
TOB UX KapTHUH Ba)KHOe MeCTO 3aHMMaeT
aBTOHOMHAas HapoJHas KyjabTypa [[uHxai-
Tuberckoro Haropbs (IluHxan-TubeTCKO-
ro IJIaTO, Ha3bIBAeMOIO eIlé «KpBILIeHn
Mupa»), IJUTeJbHOe pPa3BUTHEe KOTOPOH
IIpUBeJIo K OPMUPOBAHUIO Pa3/INYHBIX €€
ocobeHHOCTel. CyIlleCTBYIOIHE KUBOIIKC-
Hble KaPTUHEI C JIIOJCKUMH IIepCOHaKaMHU
IIOMOTaloT IepefaTh >KU3HeHHbIe YCTOU U
IIPUBBIYKY MeCTHOT'0 HaceJIeHHUs, a Hallyo-
HaJIbHbIe KOCTIOMBI — JIYYIIIUH CII0CO6 I10-
3HaATh 3THUYECKHEe 0COOeHHOCTH PETHOHOB
[6]. Omexxna THOETIIEB, B TOM YHCJIE TOJIOB-
Hble yOOpBI, XaaThl, peMHH, Callor'y, yKpa-
IIeHUus U T.J[I., UMeeT SIpKO BBIpa’kKeHHEIe
OTJIMYUTeJIbHBIe UepThl. KOCTIOMEI 3/1ech
OCTal0TCd HEeU3MeHHBIMU He3aBUCUMO OT
noJsia. [IpryéM KOCTIOMBI B pasHBIX pano-
Hax pasHble. My»KcKas ofje’ka IpoMOo3Ka
U MHOTOCJIOMHA, JKeHCKasl — 3JIeTaHTHA,
0COO6EHHO Ta, UTO yKpallleHa JAparolieHHbI-
MU KaMHSIMU U HeQppUTOM B KayecTBe aK-
ceccyapoB, GOPMUPYIOIUX YHUKAJIbHBIN
CTHJIb ’KEHCKOI'0 KOCTIOMa Ha IIaTo. JJJInH-
Hble pyKaBa, [IIUPOKMe I105iCa Ha TaJIUIX,
I00KH 10 3eMJIU U KpellKrue 60TUHKU — BOT
OCHOBHBIE OTJIMUUTEJIbHbIE 0COOeHHOCTH
UX ofesxabl. KocTIoMBl GOPMUPOBAIUCH B
X0/ie ThICsIuesieTHe HCTOPUYEeCKON 9BOJIIO-
IIUHY, a HEKOTOpbIe Jfa)ke UMeIoT ITIyO0oKue
peruoHajJbHbBIe KOPHU, UYTO B 3HAYUTEJIb-
HOM CTeIleHU 3aBHCeJIO OT IIPHUPOLHOM Cpe-
Ibl IIPO’KUBAaHUA TUOETCKOTO Hapoja, THU-
II0B IIPOM3BO/ICTBA U CHOPMUPOBABILIETOCS
Ha 3TOM OCHOBe ob6pasa >Ku3HU. HolleHne
CTPYKTYPHUPOBAHHOM OJ[e>KbI TAKOI'0 BHU/1a
OIIpaBJaHO TeM, YTO eé MO’KHO HCII0JIb30-
BaThb KakK 0f[es110, YTO6BI HOUBI0 IIPOTUBO-

26

CTOSTH BETPY U X0JIOAY. PykaBa IPOCTOPHEI,
PYKH ABUTarTCad CBOOOAHO, a JHEM, KOIZa
TeMIlepaTypa BO3JyXa IIOBBIIIAETCS, OJHY
PYKY MOKHO BBIIIPOCTaTh HaPYKy, YTOOBI
06ecIIeuYuTh paccerBaHUe TeIlsla U TeM ca-
MBIM peryJupoBaTh TeMIlepaTypy TeJia.
[To06HBIN Haps[ LeMOHCTPUPYeT HeIlo-
BTOPUMBIN CTHJIb HAlTMOHAIbHBIX MECTHBIX
KOCTIOMOB.

Bri6op TubeTiamMu pacoHa U IjBeTa ILia-
TheB U OJeKIbl B I1eJIOM O0OYCJIOBJIEH B
IIEPBYIO OUepesb UX KU3HeI01eM. Y HUX
€CTh CBOSI YHUKAaJIbHAas 3CTeTUUecKas KOH-
LIeMIUA CO3/LaHKs HallMOHAaJIbHOIO KOCTHO-
Ma. Bo-mepBBIX, BBIOOD IIBeTa: IIpas3fHUU-
Has TubeTcKas O/le’k/Ja MHOTOKpaco4dHa,
OHa XapaKTepHu3yeTcs 0COOBIM II000pOM
IIBETOB ¥ UX KOMIIO3UIIHeN. Bo BpeMms Tea-
TpaJIbHBIX IIpeJICTaBJIeHUN U dpecTUBaIeN
B LIeHTpe BHUMaHUs OYIyT BCe BUIBI SIp-
KHUX THUOEeTCKUX KOCTIOMOB, B TO BpeMsI KaK
B II0BCeJHEBHOM OJlesiHUU THUOeTIIeB IIpe-
00JIalal0T CKOpee MpauyHble, «TSOKEJIbIe»
I1BeTa, COIIPOBOKJaeMble BeJIUKOJIEIIHbI-
MU II0SICAMU WJIH KPY>KeBOM. B ceslbCKUX
MeCTHOCTSX TrbeTa 06BIYHO UCIIOIb3YHTCSI
Kpy>KeBa CHHero, 3eJIEHOro, ¢roJIeToBOrO,
JKEJITOr0 U IPYIUX I1BeToB. OHU opMUpY-
0T II9Th IIBETHHIX II0JIOC B OIIpeIe/IEHHOMN
I10CJIel0BaTeIbHOCTH. B )KeHCKUX KOKaHbIX
OJle’K/laX 4acTO HCIIOJIB3YHTCS IIBETHBIE
BOPOTHUYKU C IIEPEKPECTHBIM PHUCYHKOM,
aCCOITUHUPYIOIIMecT Y OKPYKaroIUX C «MU-
JlocepayeM» U «JacKoi». KpoMe Toro, B TU-
6eTCKUX KOCTIOMaxX CMeJIO UCIIOJIb3YIHTCS
KOHTpAacCTHBIe I1BeTa, TaKHe KaK KpaCHBIN
U 3eJI8HBIM, OeJIbIM U YEpHBIM, KPaCHBIN U
CUHUM, >KEJTHIA U QroseTOBHIN. Ilog6op
IIBETOB BeCbMa HeIIpoCT.

TubeTsl TakKe yAead0T ocoboe BHU-
MaHHe TKaHH «Xafia» ¥ CAUTAIOT €€ CAMbIM
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IIeHHBLIM II0JapKOM. «Xazma» — 3TO 6eJro-
CHe’KHas MaTepus IIHUPUHOM, KaK IIpaBU-
JIO, OKOJIO ABAJAIlaTU-TPULALIATH CaHTUMe-
TPOB U UIMHOM OT OJHOI0 JI0 IBYX METPOB.
TKyT e€ U3 IIPsOKU WU IIEJIKa. BCIKUi pas,
KOI/ia IIPOUCXOLUT HEKOe TOp>KeCTBEHHOe
cob6BITHE, UM IPUOBIBaeT Ba>KHBIN I'OCTH
HU3JaeKa, U HaHOCUTCA BUSUT BOXK[IIO,
HUJIA COBepIllaeTCs IIpoIajbHOoe IyTellle-
CTBHE, — COIJIACHO 0ObIUaro, HY>KHO IIpe-
IIOAHEeCTU «XaJa», YTOOBI BhIKA3aTh yBa-
KeHmue [7].

TubGeTrpl NIPUBBIKJIM TakKXe HOCUTH
I0BEeJIMPHBIEe YKpallleHUs U aKcecCyapsl JJId
peMHeN. 30JI0TO U cepebpo IOIIOIHSAITCS
JKeMYyroM, araToM, HeppHUTOM, KOpaJlJIaMH,
SHTapéM U T. 1. KaMHHU-CaMOIIBETHI IITUPOKO
UCII0JIb3YIOTCA B TOJIOBHBIX y6opax, cepb-
rax, KoJIbIiaX, OJKepeJibsx, a TaKKe IIpYU U3-
TOTOBJIEHUH aKCeccyapoB I BOJIOC U JIJIA
11051COB. IIIJIATIBI, GOTUHKY WU BOMJIOYHEIE
CaIlord TakyKe He0OXOAMMBI MECTHOMY Ha-
CeJIEHUI0, [I09TOMY He YIUBUTEIbHO, YTO CY-
IIIeCTBYeT MHO>KeCTBO CTHJ/IeX U BApUaHTOB
daxTyp THOETCKUX LA U 00yBU. Harpu-
Mep, KOJIMYeCTBO PasHOIIBETHHIX C 30JI0TOM
IIIATIOK U II1AII0K-IIyJIy HACUUTHIBAET ECATH
WM [BafAaTh BUAOB. Calloru — OLWH U3
Ba’KHBIX aTPUOYTOB THOETCKOIO KOCTIOMA.
HawuboJiee pacipocTpaHeHbl pasyKpalleH-
HBIe Callory «COHrdasa», IofoIIBa KOTOPBIX
ZleJ1aeTcst U3 KOXKHU C XJIOIIKOBBIMU HUTKaMH.
TiaTesbHOE U 6e3yIIpeuyHoe MacTepCTBO UX
U3TOTOBJIEHUS OTpakaeT U3obOpeTaTesb-
HOCTb THUOETIEB, UX YKU3HEJI00He.

Ky/JIbTyphI pasHBIX IVIEMEH UIeHTUYHBI
110 obpszaM, HO IIPHU 3TOM OHU YHUKAJb-
HBI B 0Jle’K/le, TOJIOBHBIX y6opax U 00yBH,
COBOKYITHOCTb KOTOPBIX GOPMUPYET Peru-
OHAJILHYIO KYyJIbTYpy THOeTIeB. IIoMrMO
KOCTIOMOB C 3THUYECKUMU 0COOeHHOCTSAMY,
Ba’XHBIMH 4YaCTsIMU MEeCTHOM HallMOHAJIb-
HOM KYJIbTYPBI SIBJISIOTCS HapOHbIe IIeCHY,
TPaJHUIIMOHHOE )KUBOTHOBO/ICTBO, IIPUMe-
PBI I JeMOHCTpAIM 3aMevaTe/IbHbBIX TH-
6eTCKUX OI1ep, IpeBHASI UCTOPU TUOETCKOMN
MeJIUIIUHBl U apOMaTHBIU Yall C MacjaoM.
Cy1jecTBOBaHME BCET0 3TOI0 U COCTaBJISAET
BEJIMKOJIEITHYIO IIPOIIBETAIOIIYI0 KYJIbLTYPY
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Ha. 1. dne datioH. «3UMHee naamue».
2015. Xoacm, macao. 130x95.
Mysell kumatickoll akademuu HCUGONUCU.
ITexuH, Kumaii

«KpPBIIIIA MHpa», KOTOpas CcTajla HeOTheM-
JIEMO 4aCThI0 3STHOTeHe3a XyaHXa.
KaptuHa xynoxHuka SIHr ®eifroHa (Yang
Feiyun) «3umMHee 1u1aTbe» (WI. 1) — 9T0 IOPT-
peT II0KUJIOU TeIIO OJeTOU THUOeTCKOH!
JKeHIIWHEI. 1 0Ha caMa, U eé ofjessHHe UMe-
0T OTJIMYUTeJIbHble HallMOHAJIbHBIE 0CO-
6eHHOCTU. Ha rosioBe y Heé 11arka c rep6om
MeCTHOCTH, BBIIIOJIHEHHAasI B KPacHO-3eJ1é-
HOM IIBETOBOH raMme. Ha omHOM ILjleue —
IIOJIYIIyOOK M3 OBeuybel IIKyphl. Ha rpyau
OycUHBI-UETKHU. ECTh Ha Hell U 3aBeplllalo-
IIMM 06pa3 IM0sICHOM peMeHb (U3SIIHbIN KO-
JKaHBIU I105C KPaCHOI'O ¥ 30JI0TOTO IIBETOB),
a TakKe cepeOpsHBIe YKpallleHUs B BUJE
cepér, KoJiell U 6pacyeToB. I[BeTa u ¢op-
MBI TUOETCKHUX KOCTIOMOB BeCbMa CIIeIly-
GUUHBIL: OHU JAI0T OIIyIlleHKre CBOOOABI U
BBIIVIAIAT JOCTATOYHO IIPOCTHIMU U B TO JKe
BpeMs 0TpakarT UX BECOMOCTb U Cephes-
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Ha. 2. /Iy ITunayH. «I[gemeHue I'ecaHza».
2019. Xoacm, macao. 180%200.
Kumaiickuil HaUUOHAAbHBLIL Xy00HCeCMBEHHbLU My3ell.
IlexuH, Kumaiti

HOCTb. CBeTJIbIN 06pa3 CTapou TPYL0IH06H-
BOM THOETCKOM ’KeHII[UHEI OUeHb BhIpasu-
TeJIeH, U 3PpUTeJII0 IIOHATHHI KYJIbTypHEIe
KOpPHU TUOETCKOr0 KOCTIOMaA.

Ha xapTtuHe xynoxxauka Jly [luriayHa (Lu
Qinglong) «IIBeTeHue 'ecanra» (U 2) — He
MeHBbIIIee BeJIMKOJIeIIre TUOETCKOT0 Hapsa.
XyIOKHUK U300pasuil JH/ied B IIJIOTHBIX
KOCTIOMax BO BpeMms IIpas[HOBaHUs Ce30-
Ha, KOIJia IIBeTyT IIBeTHI recaHra. ®acoHsl
U CTHJIU TUOETCKHUX OJIesTHUM 37[eCh 0COOeH-
HO IIpUBJIEKaTeJbHbBI: TOJICThIe TUOETCKUe
MaHTHHU Pa3IMYHBIX PaCIIBETOK JOCTATOYHO
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SIPKO BBIZIEJIAIOTCA Ha pOHe JJaAKOHUYHO BHI-
IIMCAaHHBIX Heba U 3eMJIH. Mcrioib3yeMoe TH-
6eTjlaMu Tak Ha3blBaeMoOe YepecCTPOYHOoe
IUIeTeHre 6JI0KOB CTAaHOBUTCS 60JIee 3aMeT-
HBIM. KpacouHble KOCTIOMBI JIIOJeH [1e/Iat0T
decTUBaJIb recaHra eié 6oJiee SIIMYHBIM.
XynoKHUK-KuBomnucer; 101 YaHTHOHT
(Yu Changnong) MHOrO JIeT yBJI€KaJICAd TU-
6eTCKOM TeMaTHUKOM, He pa3 I10Celal UCTOK
XyaHX9 U e3[UJ B peruoH ['aHHaH, 4TOO6HI
yUcaTh C HaTyphl. Ero perpeseHTaTUBHAS,
B BUJie TPUIITUXA, paboTa «[aHHaH» (WII. 3)
n3obparkaeT II0BCeJHEBHYIO )KU3Hb TUOET-
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Ha. 3. IOt YaHeHOH2. « aHHAH».
2018. Xoacm, macao. 200x600.
Myseii nposuHyuu I'anbcy. Janvuwrcoy, Kumail

IeB: JIIO COOMPAIOT BHICOKOTOPHBIN Y-
MeHb, YUCTIT U MOJIOTST ero U, HaKOHeI],
neKyT xJyieb. B IleHTpe IM0JIOTHA — CEMbS,
4jleHbl KOTOPOU ensdAT, CUId Ha 3eMJIe.
XyIO>KHUK U300peTaTeJTbHO UCII0JIb30BaJl
3JIeMeHThl KOMIIO3UIIUM, pacliojiaras Ha
XO0JICTe pasHble CIOKeTHl, fejiasl u30opaxke-
HHe ObITa M 00MX0/1a TUOETIIEB 60JIee KOH-
[IeHTPUPOBAaHHEIM. [lepcoHaKu Ha KapTH-
He OfIeThl B HallMOHaJIbHbIEe KOCTIOMBI, KO-
TOpPbIe OTJIMYAIOTCS SIPKO BBIPaKeHHBIMU
MeCTHBIMHU YepTaMH: OHU IIPOCTHI U TsDKe-
JIOBECHBI, C Y6TKUMU IIBETHBIMH OJI0KaMHU.
Besible NLISAIBL, py6axyd U MeIIKU U3 CBET-
JIOM TKaHU U 6eJI0CHEKHBIN TOPHBIN XpebeT
BJJaJIX CO3[IAI0T OTYETJIUBBINA PUTM, I10XO-
’KHU Ha YapyIOIIyI MY3BIKY, CO B3JIETaMU
U TaJileHUusIMU. ToJICThIe 6JIOKM YEPHOH Kpa-
CKU, KOpUYHEeBas ofie)K[a U TEMHBbIE ILIaT-
KU JIOIOJIHSIOTCS 60raThIM IIBETOM IIecya-
HOH 3eMJIH, a Ipo6JIeCKH 6eJIoro B OfIesK/Ie
U OCBEIIEHHBIX ropax MNpUAAKT paboTe
TaPMOHUYHEBIN II0 I[BETOBOMY PeIeHUI0
abPeKT cuMPOHUHU, U 3pUTEIU He MOTYT He
BOCXUTHUTHCI 3TUM T'PaHIHUO3HBIM II0JIOT-
HOM. Xy0KHHUK, UTOOBI ClelaTh KapTUHY
6oJiee pAKTYPHOM U TSDKEJIOMN, HCII0IH30BaJI
MeJIKUH ITeCOK U IPOCesTHHbIE OITMJIKU. TeM
CaMbIM ObLIa IIPOUJIIFOCTPUPOBaHA CII0CO6-
HOCTH THOETIIEB IIPOTUBOCTOATH KU3HEH-
HBIM TPYAHOCTSM, UTO TaK>Ke IT03BOJISIET
JIy4Ille IIOHITh MeCTHbIE YCTOU U OObIYaH.
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Ha TubeTe oueHb 60raTasi KyJabTypa e/bl,
a yaM Cc MacJIoM 3aHUMaeT 37leChb BaKHOe
MecTo. YaliHas I1epeMOHUS IIPOXOIUT TaK:
IIpeK/ie BCero Hy>KHO BCKUIIATUTE YUCTYIO
BOJy U 3aBapuUTh B HeU yaliHble JIUCThS,
n06aBUTH CBe’Kee MOJIOKO U IIPUIIPaBHI B
COOTBETCTBHUHU C JIMUYHBIMU BKycaMH, a 060-
Jlee TIOHUMaAIOIUe JIFIOAU T00aBAT eIjé U
pasnuyHble MacJia, QPyKTHI U T.IL. COIJIACHO
HallUOHAJILHBIM 00bIYasgM. Cro)KeT KapTH-
HbI Croit Baticuuda (Xu Weixin) «/[OMUK das
C Macaom» (M. 4) OCHOBaH Ha TpajgUulluUu
e’KeTHeBHOTO0 II0TpebIeHUs TUOETIIaMU CO-
JIEHOT'0 MOJIOUHOT0 Yas C MacJaoM, KOTOPbIH
SIBJIIE€TCS OJTHUM M3 CHMBOJIOB X YHUKAJIb-
HOU KYJIbTYPHI. XyT0’KHUK U300parkaeT JIro-
Iel, ObIIIUX Yal ¢ MacjoM 33 KpaCcHbIM
CTOJIOM B CTapUHHOM 4YalxaHe, a IIO[JHU-
MAaWIIUNCI K IIOTOJIKY IIap CJI0OBHO TA€T
II0YYBCTBOBAThH apoMaT ropsgdero MojaoKa
U IpSHOCTeU. IIpocThie TPYAsITd X0JI04HBIM
BeuepoM COOpaJIMCh 10 OKOHYAHUU TSKE-
JIOM PaboThl, YTOOBI IOIUTh TOPSYEr0o Yaro
C MacJIOM. JTO IIOMCTUHE CYACTINUBOE Bpe-
Md OTHbIXa. JIIOOAU TPYAATCSA BCI >KU3HB,
HO OHU CYACTJUBBI B 3TOU CaMOU >KU3HU
CO BCeMHU eé I1eyaisiMU U ropectaMu. Crou
BalicMHBb IPKO U300pa3uJl yCIOBUSA IIPOKU-
BaHU4 JII0Jled Ha IUIaTO, UX YHUKAJIbHYIO
HallMOHAJIbHYIO KYJIbTYPY, TEM CaMbIM OT-
IlaB IaHb U TSHKEJIOMY TPYIY, ¥ IPOCTOTE
THOEeTCKOI0 Hapoja.
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Ha. 4. Croii BaticuHb. «JOMUK UASL C MACAOMD».
1993. Xoacm, macno. 180%180.
Kumalickuil HaUUOHA/1bHbLIL Xy00HCecCmeeHHbLIL My3ell.
ITexun, Kumati

[[BeT B )KUBOIIMCHU UMeeT O0JIbIIIOe 3Ha-
YeHUe: B pasHoe BpeMs pa3/InuHble )KaHPbI
U Jla’Ke TUIIBI Y)KUBOITUCH OTJIMYAJINCE U 110
Cel IeHb OTJIMYAl0TCA 110 IIBETOBOMY pellle-
HUo [8]. OO0IIKe XapaKTepUCTUKU KapTHUH
110 TUOEeTCKOM TeMaTUKe B OCHOBHOM Kaca-
I0OTCA Iepeflayl 0COOeHHOCTe! KU3HHU JII0-
Jlei 1 UX SMOIIUI. BeJIMKOJIeIIHbIE ITeM3a’KU
[Muuxan-Tru6eTCKOro IJIaTo, MHOTOYUCJIEH-
Hble JKUBOTHBIE U pacTeHUs, a TaKKe UX
IIPUPO/IHAs pacliBeTKa U OKpacka 6yt 60-
raToe BooOpa’keHHe XyI0KHUKOB, POXKAas
YHUKAJIbHbIe 3CTeTUYeCKUe KOHIIEIIITUH.
B HapogHOM KybType Tru6eTa caMbIM BaK-
HBIM U 60TaThIM I10 CMBICJIY SIBJIIETCS BBIOOD
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nBeTra. besblil, CHHUM, KpaCHBIU, KEJITHIN
U YEPHBIN — THUOETIILI HAJIeIII0T 9TH UATh
[IBETOB PAa3JIUYHBIMH CUMBOJIHUYECKUMU
3HaueHUsIMHU. beJibIi, KaK CUUTaeTCs 3/1eCh
C IpeBHUX BPeMEH, — CaMbIi BOCXUTUTEJIb-
HBIU I1BeT. [I0 MHEHUI0 MeCTHBIX JKUTeJIeH,
II0/I06GHBIN MOJIOKY, OH CaMBbIH CBAIIleHHbIN
U OsiaropofHsbIit. I[ToaToMy «Xajma», KOTO-
Py THOETIbl UCIIOJIb3YIOT I IIpHUéMa
rocrey, 6es1ast. TEMHO-CHHUU TaK>Ke SBJIS-
eTcsd OOHUM U3 IIBeTOB, KOTOPBIMU 37 eCh
BOCTOPrarTCd: OH CBSI3aH C IPUPOJSHBIMU
nelisa)kaMu, ropaMH, peKaMU U 03épaMuy,
OH CUMBOJIU3UPYeT BEUYHOCTH, CTOUKOCThH
U BEpPHOCTb, )KU3Hb, KPacoTy U MY>KeCTBO.
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Ha. 5 (a, 6). FOii CsiodyH. «ITosopom CeauieHHO20 ITucarusi».
2004. Xoacm, macno. 168x200.
Kumalickuil HaUUOHATbHbLIL Xy00HCeCmeeHHbLIL My3ell.
ITexuH, Kumaii

KpacHbIl1 — [1BeT COJIHIIA U OI'Hs, KOTOpPhIe
MOIYT aTh JIFOAAM TeILI0, CBET U cUacThe.
Tu6eT1ibl UCII0IB3YIOT KPaCHBINA KaK CUM-
BOJI IIPOIIBETaHUA U CYACTh. KEJITHIN CUu-
TaeTCs BBICIIIMM CMMBOJIOM Bephl, a TaKKe
penyTaruu, AyXa U CUjIbl. YépHBIM acCOIU-
HUpPYyeTCcs C KPeIIKUM TeJIOM, TBEPIOCTBIO U
IJOCTOMHCTBOM, a MHOTJA CUUTaeTCsd IIpej-
CTaBUTeJIeEM ThbMBI. PelipeseHTaTUBHAs pa-
6oTa Xymo>KHUKa-KuBonucia 0u Caomy-
Ha (Yu Xiaodong) «IIoBopoT CBAIIeHHOTO
[TrucaHusg» (WJI. 5) XOPOIIIO OTpakaeT 3ITO.
B rpyI1irie KapTUH KpacHBIM U CUHUU SABJIA-
I0TCS OCHOBHBIMU (pOHaMU, CUMBOJIU3UPY-
IOIIMMHU TOPKECTBO BepHl, 6J1arouecTUBBIE
TUOEeTCKHWe MOJIUTBEI, IIOKJIOHEHUe Byne
U BCeMy Ha cBeTe. YeJlOBeK, KaXKAyIIUN
6s1arocsioBeHUs byaabl, IIOJIOH CcTpaxa Iie-
pex mpupoznoii. KpacHBINM — IIBET CYACThS
U IIPOIIBeTaHUs — BhIpa’kaeT CTpeMJIeHUe
JIIOJIed K JKU3HU. beslasg KOMIIO3UIIUSA Ha
KapTHUHe HAallOMHHAaeT «Xajy», u300pakas
CBATOCTBH U BBICOKYIO TOUKY. Byanuiickue
aTpuOyTHl U MHOXXeCTBO OpHaMeHTOB Ha
KapTHHe 000TalllaloT eé pUTM, a TaKKe OT-
pa’karT peruoHaJIbHYI0 KYJIbTYPY ILJIATO.

31

XYIOKHUK HCII0JIb30BaJ TUOETCKYIO I1Be-
TOBYIO0 TaMMYy, UTOOHI IlepefaTh IJIyOOKUMI
CMBICJI U U300pasuTh CBAIIEHHYI KU3Hb
MeCTHOI'0 HaceJIeHUs.

TubeTIIbl HACEIIIOT OTHAJIEHHBIN 3a11a]I-
HBIX PaMroOH IJIATO, 3arafl0YHbIN 111 MHO-
TUX JIFOJIeH, 8 TUOeTCKUM OYIA3M IIPUJAET
9TOM TalHe OIIyIleHUe CBATOCTH.

OfHa 13 OCHOBHBIX 3CTETUYECKUX XapaK-
TEPUCTHUK YKUBOIIMCHU B TUOETCKOM CTHJIE —
OeMOHCTpalus YHUKAJIbHON CaKpaJIbHOM
KpacoThl 3TOro peruoHa. HauboJsibIas oco-
6eHHOCTb TUOEeTCKOM Bephl — eé riryboyaii-
I1asi PeJIMTM03HOCTh, YTO IIOATBEP KIAeTCS
MacIITabHBIMU OYAAUNCKUMU IIpa3gHUKa-
MU U KepTBOIIPUHOIIIEHUIMU, B TOM UHCJIe
obpallleHHeM K CBSI[eHHOU rope, IIOKJIO-
HeHUEM 03epy, pasBeBaroiumca ¢pjarom
BeTPSIHOT'0 KOH, pasBelllaHHBIMU PasHo-
IBETHBIMU MOJIUTBEHHBIMU GJa’kKaMU
U HallUCaHUEM CBAIIeHHONM MaHTPHI «OM
MaHU 6a1M3 XyM» Ha pe3HOM KaMHe. Y 3TOH
MaHTPBHI Ia’Ke UMeeTCs COOCTBEHHOe Ha3Ba-
HUue — «[llecTHucyioroBasi», KOTOpoe Tpaau-
ITUOHHO 00'BbACHAETCH CIIOCOOHOCTBIO Ille-
CTH eé CJIOTOB CIIacaTh KUBBIX CYIIIeCTB OT
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PO>KIIeHU B IIIeCTH I0/[0JISIX CaHCapHI (B af-
CKUX MHUpax, MUpe TroJIOJHBIX T1yX0B, MUpe
>KUBOTHBIX, MUPE JIF/IeN, MUPe I101y60r0B,
Mupe 60T0OB), IIPU ITOM KaKIbIH CJIOT CUM-
BOJIM3UpPYeET OoIlpezeéHHBIN MUp [1]. Exxe-
TOJJTHO B COOTBETCTBYIOIIUM JIeHb JIFOIU CO
BCeM OKpYTry COOMPArOTCs Ha IJIaTO U COBEp-
IIAI0T CEPUI0 I'PAHINO3HBIX KePTBEHHBIX
PUTyaJIOB U IIpeJIIHCaHUMN: 0OBIYHO OHU
IIpefJjiararoT CBAIeHHYI0 «XaTXy» U KepT-
BEHHYVIO J1aHb by//e, a 3aTeM IIPeKJIOHA0T
KOJIEHH, YTOOBI IIOMOJIUTHCS 60raM, II0Ka
JlaMa HaxOJUTCS PSOM C HUMU. THUOeTIbI
MOJISITCS, 6J1arocyIoBiIsAs By ay, 4TOOBI 110-
rosia 6pLIa CIOKOMHOM, KOHU U OBIIBI I1aC-
JINCHB 6e30I1aCHOCTH, YTOOBI CeMbs JKUJIa
B [IOCTaTKe, a BCe eé ujleHbI ObLJIN 3[[0POBBI.
[Tocsie YTeHUSI MOJIUTB JIFO/IU Pa3BEIINUBAIOT
pasHoOIIBeTHBIe MOJIUTBEHHBIEe (JIa’KKU Ha
ZlepeBSHHBIe CTOJIOBI, YTO CUMBOJIU3UPYET
HOBO€ HayaJsIo U JIy4Illylo )KU3Hb.

XynmoxHUK-xkuBonucely 101 CaoayH (Yu
Xiaodong) riyboko IpuBg3aH K Tubery.
Jlo6poBoJien], pab0TaBIIUN B THUOETCKUX
perroHax, OH HayaJl CBOY HCCJIelOBaHUS U
XyI0’KeCTBEHHOe TBOPYECTBO UMEHHO Ha
MaTepHasie MeCTHOHM KyJIbTYypsl. Ha mpoTs-
JKeHWH JI0JITUX JIeT OH IIyTellleCTBOBAJI I10
Tubety, 106bIBaI BO MHOTHX €I0 YIoJIKax, B
TOM YHCJIe U Y UCTOKOB XyaHX3. CBOH IIep-
BBIe I10JIOTHA, IIOCBAIIEHHbIE TeMe Hall1o-
HaJIbHOU KyJIbTYpPHI, OH CO3/iaBaJl B 3II0XY
«BeCTepHU3aIlM» UCKYCCTBa, Ha KOTOPYIO
II03/[Hee CHUJIbHO IIOBJIMSJIO COBPEMEHHOE
UCKyCcCTBO. Ho 9TO He mokoJsie6asio 068U
CsaoxyHa K Tubety. OH IJ1Iy60KO IIOTPY3HUJI-
Cs B KYJIbTYPY JIFOOMMOIO Kpas U C03/aJl
CEpPUI0 IIOJIHBIX UCTUHHBIX YyBCTB >KUBO-
IIUCHBIX PaboT, UCII0JIb3ysd HeMAaJIbIA Xy-
Z07KeCTBEHHBIM OIIBIT, YCTOSBIIINECS TBOP-
YeCKHe HaBBIKH, a TaK)Ke CKPYIIYJIE3HBIN
aHa/IM3 KpacoTsl ¢opMbl. Hanbosee sspKu-
MU er0 paboTaMU IBJISHTCI «AMOUITUN» U
«PecTrBasb GoHapei» (UIL. 6).

decTuBas b GQoHapel — pPeJIUTHO3HBIN
IIpas3fHUK TUOETCKOro Hapoja, KOTOPBIA
IPOBOJUTCS €XXKerofgHo 25 oKTg6ps. OH 110-
CBAIIEH KOHUMHE Oyaguiickoro pedpopma-
TOpa, PeJIMTHO3HOTIO0 JedTessd, dumocodpa U
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nporoBegHuKa [JoHKambL. B 9TOT fleHb Mac-
JITHBIE JIAMIIBl 3a’KUTaloT BCe: O0JIbIINEe U
MaJible MOHACTBIPU JaHHOI'O HallpaBJIeHUS
Oyaau3Ma — Ha aJTapsaX BHYTPU U CHAPY KU
XpaMOoB, a TacTyX!U B lepeBHAX — B MOJIUT-
BEHHBIX IIOMeIlleHUsIX CBOUX AOMOB [10].
B oT/irune 0T KapTHUH, CIOKETHI KOTOPBIX I10-
CBAIIEHBI TeMe 3THUYEeCKHUX MEHBIITUHCTB,
u3obpa’kéHHasl Ha 3TOM IIOJIOTHE ClleHa
MOJIAIIUXCA TEMHOU HOUYbI0 THUOETIEB C
MacJIIHBIMU JIaMIIaMU B pyKax IIpOHHU3aHa
CaKpaJIbHBIM PeJIUTHO3HBIM 3HaYeHUEeM.

Ha xapTuHax 01 CgoyHa 4acTo MOKHO
YBUJIeTh TaKUe 3JIeMeHThL, KaK XpaMhl, ppe-
CKH, TXaHKU U HapoJHOe HUCKYCCTBO, YTO,
C OJHOM CTOPOHBI, TOBOPUT O IOHUMaHUU
XYIO)KHUKOM 3CTeTUYEeCKUX XapaKTepu-
CTUK HalTMOHAJILHOM KYJILTYPEL, a C IPYIOH,
ZleJiaeT ero KyJIbTYPHYIO OCBEeJOMJIEHHOCTD
U 3HaHUe HAIlMOHAaJILHOM 3CTeTUKH, IIepe-
LaHHbIe B BU3yaJIbHBIX CUMBOJIAX, eIllé 60-
Jlee OueBUIHBIMU. PaboTa «KubJjia» 60sbI11e
¢oKycupyeTCsd Ha SHAHUU HAaIlUOHAJIbHOTO
HUCKYCCTBa, IOHUMaHUU TUOETCKUX Peru-
OHAJILHBIX CUMBOJIOB KUBOIIMCU U 3CTe-
TUYECKUX YYBCTB, a TaK)Ke BBIpa’KeHUU
61ar0ueCcTUBBIX NOOYKIeHUU. Busyasib-
HBIN 93bIK KAPTUHBI YHUKAaJIeH, HaUWUHas C
OCHOBHOM UJleV U 3aKaHYUBad JeTaIbHbIM
MOJleJIMPOBaHUEM U >KUBOIIMCHBIM pellle-
HUeM. ABTOD [JlejlaeT aKIeHT Ha IIOHUMa-
HUU HalTMOHAJILHOM aTMOCepHI OJHOTO U3
IJIaBHBIX OYAOUMCKUX IIpa3gHUKOB. HM30-
O6pakeHUe ONIIOHEHTOB bynaanl [[oHKaIIBI
BBIPa3sUTeJIbHO, JIMIa YYaCTHUKOB JIeMCTBa
BBIIIMCAHEB] B JleTaIAX, IIepCOHAaKU pasHo-
06pasHbI U YHUKAJIbHBI, UTO 3HAUYUTEIbHO
IOBBIIIaeT IPUBJIEKATeJIbHOCTh KAPTUHBL:
3TO IIy60KOe TBOpeHUe, Ilepearolilee Be-
pOBaHUA U UCTUHHBIE UYBCTBA B CepJlle
TUOeTIIeB, MOJIAINUXCA ¢ pOHAapUKaMU B
pyKax.

XymoKeCTBEHHOe TBOPUYECTBO HallUU
IOJDKHO OBITh BHEIIHUM IIPOSIBJIEHUEM eé
3CTEeTUYECKOM IICUXO0JIOTHH [11]. TubOeTIIhI
BepsT B OyAAU3M, IPUHOCAT KePTBLI HeOe-
caMm u 6oram. B oripe/ie;IEHHOM CTeIIeHH OHU
B BOCTOpre OT eCTeCTBEHHOU CpeJbl, B KO-
TOPOM KUBYT. ITO TaK)Ke BHEIITHEe IIPOsIB-
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Ha. 6. FOii Ca00yH. «Pecmusansb gioHapeil».
2009. Xoacm, macao. 230%240.
TAHBLUY3UHBbCKUU XydodcecmeaeHHbLI My3ell. TaHbU3uHb, Kumail

JIeHHe HAaITMOHAJBbHOI0 JyXa. 3a ThICIYU
JIeT Bepa CTajla He0ThbeMJIeMOM 4acThbI0 UX
JKU3HU. B Ka)K[[011 THOETCKOU JlepeBHE eCTh
pUTyaIbHOE MeCTO, Ha3bIBaeMoe «IIPeEBHUM
HaBUWJILOHOM WKyI3uH» (Zhuan Jing Ge),
B BBICOKMX I'Opax 4acTo II0SBJSIOTCA Xpa-
MOBBIE IIOCTPOMKH, II0OBCIOAY MOXHO YBHU-
IeTb MOJIUTBeHHBbIe QJiary.

BaH IIandst (Wang Pengfei) — moJiozoi
XYI0KHUK, JIIOOAIIINN TUOETCKHE CIOKETHI.
B ero pabore «YKyaHbBII3UH» U300pakeHa
TIOKWJIas JKeHI[MHA, KOTopas UIET, YuTas
Oyaauiickue IucaHUs. XyZo>KHUK HCIIOJIb-
3yeT BbIpasUTeJIbHYI0 TeXHUKY 00paboTKU,
4TOOBI 3aII0JIHUTH BCIO KaPTHUHY I1adppaHHO-
KpacHBIM TOHOM, UTO IIPUJAET el 60JIBIITYI0
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IIPpUBJIEKATEJIbHOCTh U MOIITHBIA BU3yaJlb-
HBIN 3¢ deKT, I103BOJIAS 3pUTEIAIM UHTYU-
TUBHO OIIyTUTH 6J1aroyecTye Bephl U CBA-
TOCTb MOJIUTBBEL.

B HOBOU paboTe «ApoMarT JpeBHero xpa-
Ma» MOJIOLOTO XYAOXKHUKAa->KHUBOIIHCIIA
[Ma Mlycuuda (Cai Shuxin) MBI BUUM BeJIU-
KOJIEITHBIW TUO6eTCKUM XpaM. Ero sosoroi
KYIIOJI CJIOBHO IIEPEKIUKAETCS C OCBeIléH-
HBIMHM COJIHIIEM 30JIOTBIMU CHEXHBIMU
ropaMu BJajieke, 3aCTaBJIsAsl UCIBITHIBATD
6/1aroroBeMHbBIN TpelleT. [IBeToBOE pellle-
HUe KapTHUHBI BHIIIOJIHEHO B OTHOCUTEJIb-
HO PaBHOMEPHOM TEILIO-KEJITOM TOHE, UYTO
ellé OoJIbIlle BO3BHIIIAET CJIaBYy XpaMa, Je-
Jiag ero 60Jiee 3 HAUMMBIM U 3araJOYHBIM.
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Bepa TubeTCKOr0o Hapoza B OyAAU3M [10-
CTaTOYHO CUJIbHA, U IIOKJIOHeHUe bypne
SIBJISIETCS YaCThI0 UX OBITUS. 3/1eCh BEePSIT
B 3arpoOHYI0 )XH3Hb U pPeMHKapHaIlUIo,
BepsT, UTO Byama MokeT 6J1arOCIIOBUTH
Ha CYacTJIUBOe, MUPHOE U PaZloCTHOE Cy-
miecTBOBaHHUe. ENTEé 0THOM 0COOEHHOCThIO
MeCTHOM BepBI SIBJISIETCS MBICJb O IIOTpe-
6eHuun Ha HebOe. HebGecHoe morpebeHue
SIBJISIETCS TPaJUIIMOHHBIM CII0CO60M 3aX0-
poHeHus y TuGeTIeB. [Iociie cMepTH TeJIo
yMepIllero [0CTaBJIseTCI B CIlelihdaJbHO
OTBelléHHOe MeCTO JJId IIoeflaHUus CTep-
BATHUKaMHU (WU APYTUMU ITUIAMU, JKU-
BOTHBIMU U T. [I.). CHUTaeTCs, 4YTO LIeHTP
norpe6eHuss HaXOAUTCSI Ha Hebe — Tyza
rorajgaeT 6eccMepTHas Aylla. PeumHKap-
Halus O3HavaeT, YTO CMEPTh — 3TO BCETO
JIUIIBL OTJesleHHe 6ecCMepTHOU AYIIU OT
CTaporo TeJa, U AOIIYyCTHUMA pasjdyHasg
TpaHchopmarusga H3MepeHUU. TUOeTIIBI
yBaKaroT HeGecHbIe orpebeHus1. OHU CUU-
TalOT, UTO UCII0JIb30BaHUE «IIIKYP» (TO eCTh
TeJI yMePIINUX) [J11 KOPMJIEeHUs CTePBITHHU-
KOB — caMas 6s1aropoiHasi MUJIOCTBIHS, KO-

Topas ycTpauBaeT MaxasgHy, KaK OJHO U3
HallpaBJIeHUHU 6y113Ma. A )KepTBOIIPUHO-
IIIeHHe — BhICOUalilllee COCTOSHUE Oy Iu3-
Ma, Itapamura [9].

JletoMm 2007 rojia ©3BECTHBIN XYI0KHUK-
xxuponucer] Jiro CaonyH (Liu Xiaodong)
oTnpaBuicd Ha [[uHxaun-TubeTckoe ILiIa-
TO, YTOOBI U3YUUTH OTHOIIEHUS MeXAY
CeJIbCKOXO03IMCTBEHHOU ITUBUIN3allHe U
UHIYCTPUAJbHBIM 00611IeCTBOM. B o6JsiacTu
CaHbII3sIHBI0AHG (Sanjiangyuan) OH co37aJl
OTPOMHYI0 KapTUHY «HebecHoe 3aXopoHe-
Hue» (1. 7). B 9TO ’XKe BpeMs TaM CHUMaJI-
Cs1 JOKYMeHTaJbHbIU GuiIbM «IloTepsiHHag
CIleHa», TJle OH ChITpaJl POJIb IJIABHOTO Te-
pos. Takum o6pa3oM depe3 JIUUYHOCTH XY-
LO’KHHUKa IIPOU3O0ILI0 B3aUMOJeNCTBUE
HCKYCCTB B IIOMCKaX JAeMOHCTpaliuu HO-
BBIX Kpacok Mupa [2]. «<HebecHoe 3axopo-
HeHUe» U300parkaeT COKOJIa, ITapsIero B
rosiyoom Hebe U CMOTPSIIEr0 Ha MEPTBBIX,
Jle’KallluX Ha CKJIOHax rop. Kaprtuna gB-
CTBEHHO JIeMOHCTPUPYET TO OITyCTOIIIEHUE,
KOTOpPOE HECET CMepPTh, U 3TOT UMITYJILC Ha-
CTOJIBKO CHUJIEH ¥ He0TpasuM, 4YTO KapTu-

<7 &y
N

Ha. 7. JTto Ca00yH. «HebecHoe 3aX0poHeHUe».
2007. Xoacm, macs0. 300x600.
IfenmpabHbLL XydoKHcecmeeHHbLIL My3ell AKadeMuu U3AUHbBLX UCKYCCMS.
ITexuH, Kumaii
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Ha 3allOMHHaeTCsd C IIepBOTO JKe B3IJIA/a.
XyIOKHUK KCII0JIb30BaJl METO/L HAOPOCKOB
Ha IJIeH3pe, a 3aTeM 3aBepIluj 3TO TBO-
peHute, He IIPOCTO 3alleyaTiieB HebeCHOe
3aXOpOHEHUe, HO U CHAabIUB ero IpKUMU
U CUJILHBIMU BU3YaJIbHBIMU 3¢ PeKTaMU.
SlcTpebsl, ITapsiye BHICOKO B HeOe, TOHKHE
CHHe-TOJIyOble HUTU PeKHU Cpenu II0JIeH,
IOKPHITHIX 3€JIEHOU TPaBOW,— U IIOYTHU
KpoBaBas ClleHa IITUYbEro IUpIIecTBa
IIpeJCTAI0T IIepe] 3puTesieM, pacKpblBas
TaWHCTBEHHYI THOETCKYI KYJIBLTYPY.
KapTuHa gBjsseTcsd OLHOBPEMEHHO JIUPHU-
YeCKOM, II09THYECKOM M CHMBOJIMUYECKOI,
IepefaBas BOCXUIleHUe XYN0)KHUKA U eT0
TpeIleT Ileper, ITOM CBAIeHHOW 3eMJIEH.
[TogBOAs UTOr BBINIEU3TI0KEHHOMY,
MO>KHO YTBEPJKaTh, YTO IJIaBHad peka Ku-
Tas CTajia BaJKHeUIIle! OIIOPOU /119 HapoJ-
HOCTeH, HaCeIAIOIUX CTPaHy, IIPU 3TOM eé
uctok B Tubete obecrieuns1 0060 BhIpa3U-
TeJIbHBIe KPacKHU O/1e)K/Ibl, YKpallleHU, Ha-

IIUOHAJIbHBIX 00bIUaeB. B maHHOU pabote
aBTOPbI CTPEMUJINCH II0Ka3aTh MHOTO06pa-
3He Xy/0>KeCTBEeHHBIX IIPUEMOB B Ilepefiaye
6oraToro KyJbTYPHOI'O HacJIe[usI MacTepa-
MU KuTasg, THITYINUMHU TUOETCKHEe UCTOKU
peku XyaHX3. B TO Ke BpeMs COBpeMeH-
Hble KUBONIUCIIEL, Takue Kak 01 CaoayH,
Cro#1 Bavicunb u JIto CA0yH, JOOUBAKOTCI
IJIyOMHHOTO IIPOHUKHOBEHUS B MHUPOBO3-
3peHYeCKHe 0CHOBBI KUTaMCKOM! KYJIbTYPBL,
npoOy’Kaasd CBOMMU II0JIOTHAMU YyBCTBA,
XapaKTepHble 1 6yAAM3Ma, CBOMCTBEH-
Hble OIIYIIIeHUsIM «He0eCHOro 3aXOpoHe-
HUs». Xy/10°KeCTBeHHAs BbIPasUTEIbHOCTD
paboT BecbMa BBICOKA OJiarogapsa KOM-
IIO3UIIMOHHBIM U IIBETOBBIM peIlleHUAM,
YMEeHUK IlepefaTh UHAUBUAYAJIbHOCTH
n300pa’keHUs1 U YYBCTBO HAIMOHAJIbHOIO
KoJsiopuTa. MICKycHOe BJIafileHre TeXHUKOM
PHUCYHKa BBIIAET IJIyO0KOe oOpasoBaHUe
MacCTepoB, YMeWIUX coueTaTb MUPOBbIE
TeHJIeHIIUH )KUBOIIUCU B CBOEM UCKYCCTBE.
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TaHen ¢p1amMeHKO

KaK CpeACTBO BbIpa>KeHHUs
3MOLMH U pa3sBUTHUS
3MOIIMOHA/ILHOI'0 HHTE//IEKTa

B cTraTbe paccMaTpUBaeTCs TaHel]
¢$1aMeHKO KaK CII0C06 BBIpayKeHUsI IMOLUH
U pasBUTHA IMOIIMOHAIBHOIO0 UHTEJJIEKTA
TaHIopa. OTMeuYaeTCcs, UYTO 0 HACTOAIIIEro
BpPeMEeHHU B HayKe HeT eJUHOTO II0LX0a
K OIIpeJieJIeHUI0 CYIITHOCTH IIOHATHUSA «9MOLTAN»
U K XapaKTepUCTUKe IMOIIMOHAIBLHOIO
HHTeJUIeKTa. ABTOPBI CTaThU 0TMEYaloT,
4TO SMOLIUH JeMOHCTPUPYIOT IlepeKuBaHue
CyOBEKTOM PasaIUYyHOIO Pojia CUTYaIlUH,
OILIeHKHU UX CMBICJIA, a TaK)Ke TpaHCchopMariuu
U peryJAIiiy II0BeJeHUs C YYETOM
OCYII[eCTBJIEHHOU OIleHKHU.

B cTaTbe 000CHOBBIBAETCSI CMBICII
4eJI0BeYeCKOIO0 CYI[eCTBOBAHUA B KOHTEKCTe
apPeKTUBHO-IMOITMOHATBHON IIPUPOLEI
UHAUBHUYYMOB U OTHECEHHOCTb JIIOZEH
K KaTerOpuHy 3MOIIMOHAaIbHO-COIIHATbHBIX.
IToxasaHO, YTO 3MOIIUH CIy>KaT He TOJIBKO
OPTaHU3YIOIIUM ¥ MOTHBHUPYIOIIIUM
$aKTOpOM IOBefleHUs, HO U $aKTOPOM
JIMYHOCTHOTO Pa3sBUTUSA U OTHOIIIEHUN
C OKPY’KaroIllM MUPOM.

AHaIM3UPYIOTCA B3TJIAAbI HA 9MOLIAU Pfa
aBTOPOB U, B YaCTHOCTH, Buibressma Patixa,
I10JIaTaBIIIero, YTO XPOHUUYECKHe HaIIPsHKeHUS
B OpraHHU3Me 4dejI0BeKa HeTaTUBHO BJIUSAIOT
Ha ero sHepreTHYeCKOe I10JIe, B OCHOBE
KOTOPOTO JIeXKaT CUJIbHBIe 9MOLUY, He laBas
eMy IIepeXUTh 9TU IMOIIMHU U UCKaKasi
BBIpa’KeHUe 4yBCTB. OCBOOOIUTHCSA
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Flamenco Dance

as a Means of Expressing
Emotions and Developing
Emotional Intelligence

The article examines the flamenco dance
as a means of expression of the dancer’s
emotions and development of emotional
intellect. It has been noted that up
to the present time in scholarship there
has not been any unified approach towards the
essence of the concept of “emotion”
and the characterization of emotional intellect.
The authors of the article note that emotions
demonstrate the experience of various types
of situations by the subject, evaluation
of their meaning, as well as transformations
and regulations of behavior in consideration
of the achieved evaluation.

The article substantiates the meaning
of human existence in the context
of the affective-emotional nature of individuals
and people’s belonging to the category
of emotional-social beings. It is shown that
emotions serve not only as an organizing
and motivating factor of behavior, but also
as a factor of personalized development
and relationship with the surrounding world.

Analysis is made of the views on emotions
of a number of authors, including Wilhelm
Reich, who presumed that chronic tension
in the human being’s organism negatively
affects his energetic field, at the basis of which
lie strong emotions, not allowing him
to experience these emotions and distorting
the expression of feelings. The human being
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OT IIOL00HBIX 9HEPTeTUYECKUX OJI0OKOB
4esI0BeK MOKeT, TOJIBKO II0JTHOCTBIO IIePeKUB
IaHHBIEe 3MOITUU. B CBOIO ouepensp,
IepeKUBaHIeE 3MOITUU U, CIe[J0BaTeJIbHO,
HX BBIIIJIECK MOTYT OBITH OCYIIeCTBJIEHEI

C IIOMOIIIBI0 CPEZCTB UCKYCCTBA

U Xy/I0’KECTBEHHOT'0 TBOPYECTBA.

B maspHeNIIeM paccMaTpUBaeTCs TaHeL
$raMeHKO KaK CIIoco6 He TOJIbKO CHATHUSA
TICUX03MOITMOHAIBHOT0 HaIPSDKEeHUS
TaHIlOpa U 3pUTesiel, HO U pa3BUTUS
9MOIMOHAJIbLHOTO UHTEJIJIEKTA.

KiroueBrble cioBa:

aMoIUY, TaHel] pJlaMeHKO,
HWICKYCCTBO, TBOPUECTBO, IOBEJIeHUE,
TICUX03MOIIMOHAIbHas pa3psifKa.

can free himself of such energy blocks only
after having fully experienced these emotions.
In its turn, the experience of these emotions
and, consequently, their discharge may

be carried out by means of art and artistic
creativity. Hereinafter the flamenco dance

is examined as a means not only of remittal
of the dancer’s and the audience’s
psycho-emotional tension, but also

the development of emotional intellect.

Keywords:

emotions, flamenco dance,
art, creativity, behavior,
psycho-emotional discharge.
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MOITUU MO’KHO OIIpeJleJIUTh KakK Ile-
pe’xrBaHNe 4eJI0BEKOM CBOEro OT-
HOILIIeHUd K KaKOMY-JIL60 COOBITUIO

uiu 006beKTy [5]. B IICUXO0JIOTUM 3MOIIUU

OIIpefiesITI0TCA KaK 0COOBIM KJlacC IICUXU-

YeCKHUX SIBJIeHUH, IIPOSIBJIAIOIINNCI B GOPp-

Me HeIlOCpe/ICTBEHHOT0 U IIPUCTPAaCTHOTO

IepeXUBaHUsA CYyO'beKTOM >KU3HEHHOIO

CMBICJIAa 3TUX SIBJIEHUU, IIpeMeTOB U CU-

Tyaliuy [UIs YOBJIETBOPEHHUsI CBOUX II0-

TpebHOCTeN [6, . 459]. IMOIIUY, BB/

B oOpase eNCTBUTEJLHOCTU KU3HEHHO

3Ha4YUMBble sBJIeHUS U I00yK1asd UHIUBU-

7la HallpaBJIATh Ha HUX CBOI0 aKTUBHOCTD,

CJIy>KaT OLHUM U3 3HAUMMBbIX MeXaHU3MOB

peryJIsaIiuu ero IoBejieHUsA. Ba>kHYI0 pery-

JIUPYIOLIYI0 POJIb OHU BBINOJHSAKIT IIPU

CTOJIKHOBEHHUH C yCIleXoM (pafoCTh) WU

HeyCIleXOM (oropueHUe).

[Io cBoeMy OHOJIOTUYECKOMY HasHaue-
HUIO 9MOLUU IIPeCTaBISAI0T 000U hopMy
aKTyasJHu3aliiy BUJO0BOIO OIIbITA: OPHEHTH-
PysCh Ha HUX, UHAWUBU], COBepIlllaeT He0b-
XOQUMBble TeUCTBUA (HallpuMep, I10 usbe-
TaHUI0 OIIaCHOCTH, IIPOJ0JDKEHUI0 pojia U
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Ipo4.), He aHAJIU3UPYy4 11e1eC000pasHOCTh
3THX fericTBUM. Tak, /[[>keriMc-/ITaHTe 060CHO-
BBIBaJI, YTO KOT/Ja YeJI0BeK BOCIIPUHUMAET
CUTYyAaIlNI0, TO BOSHUKAaeT UHCTUHKTUBHAI
dusnUecKasi peakiiys, a JUIIb 3aTeM YeJI0-
BeK 0CO3HaéT sMoIuIo (IIeyasb, pagoCTh,
yauBiieHue) [3].

KpoMme Toro, BHIIIONIHASL GQYHKIIUU I10]-
KpeIUIeHHUs, IMOIIUH IIOMOTalT B IIPHO6-
peTeHuH MHAMBUYaIbHOTIO OIIBITA.

CiemyeT OTMETUTH, UTO 10 HACTOLIIEro
BpeMeHU HU B QUIOCOPUH, HU B IICUXO-
JIOTUU U TeJaroruKe HeT eJUHOT0 YyCTO-
SBIIIer0Csd MHEHUS O CYILITHOCTH 3MOIIUN.
Taxk, Jlunpgcient (1957) u Jaddu (1962) cuu-
TaJIy, YTO IIPO6JIEMBI YeJI0BeUeCKOr0 I10Be-
IeHUs JieTdye 00'bSICHATH C IIOMOIIBI0 IIOHS-
THUHN «aKTHUBALUsI» U «BO30y>K/IeHHe», a He
aMoIMH (ITUT. 110 [4, c. 15]).

Ho yxe 3. ®pelif B BeK IpeaIIOYTeHUA
4eJI0BEYECKOT0 padymMa 060CHOBAJ, 4YTO
JIFOIA BJIEKOMBI MOTYIIIeCTBEHHBIMU 3MO-
I[JUOHAJbHBIMU CUJIAMU, IIPOUCXOKIeHUEe
KOTOPBIX 6ecco3HaTesbHO. 3. Ppelif 1oKa-
3BIBAJI, UYTO SMOIIUH CIy>KaT YMEHbIIIEHUIO
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BO3HUKAIOIIEro HAaIIPSOKeHUS U OILleHKe
4yBCTBA YI0BOJILCTBUA [14].

A. Aiep mcaJsl 0 ABYX THUIIAX IMOITUM:
COIIMaIbHO Pas/eIAIoIINX, COOTHOCUMBIX C
UHAWBUYAJIbHBIMU I1eJIIMH, U COIHaIbHO
00 beJUHAIOIUX, CIIOCOOCTBYIOIIIUX COLU-
aJIbHOMY B3aUMOJIeMCTBUIO. Pa3beUHII0-
Iye aMoIuu (cTpax, 'HeB, OTBpallleHue),
II0 er0 MHEHUI0, MOTYT IIPUBHOCUTH I103U-
THUBHBIEe U3MeHEeHUs B )KU3He[esITeJIbHOCTD
4yeJIOBEKa, HO 3a CUET APYTUX JIIOZEeH, 00b-
eUHAIOIIIE JKe IMOIIUHU ABJIAIOTCS IIPOSIB-
JIEHHEeM COIlHMaIbHOM OpUeHTUPOBAHHOCTHU
JIIOfed (HalmpuMmep, sMOIIUA CUMIIaTUU —
BhIpakeHHe O0O6IeCTBEHHOI0 YyBCTBA,
NeMOHCTPHUPYIOIas, HaCKOJIBKO YeJ0BeK
CIIOCO6€H BCTYyHIaTh B OTHOIIEHUS C OKPY-
>KarIumu) [1].

B cBoro ouepens ToMKHHC (1962-1963) u
H3app (1972) 060CHOBBIBAIU POJIb IMOLIUAM
KaK IIepBUYHBIX (aKTOPOB MOTUBAIIUHU Ye-
JioBeKa [4]. IMeroTcd TakyKe B3IJIA/bI, UTO
3MOILIMY paspyllIalT U [e30pPraHu3syIoT I10-
BeJleHUe Jyr0ziel (ApHouabz, 1960; Jlasypyec,
1968), HO B mpoTUBOBec UM H3apz (1972),
ToMmkuHCc (1963) 1 pyrue aBTOPHI LOKa3bI-
BalOT [IO3UTHUBHOCTH BJIMSHUSI IMOLUM [TaM
Ke, . 16]. MHOTHe aBTOpBHI I10JI1aTal0T, YTO
XapaKTepPUCTUKOM UCTUHHO YeJI0BeyeCKo-
T'0 B UeJIOBeKe SgBJIAEeTCS JIUIIb pasyM U UTo
CMBICJIOM CYII[eCTBOBaHUSA UesI0BeKa J0JDK-
Ha OBITh MHTEJIJIEKTyaJbHO-II03HaBaTeJIb-
Has 1eTeJIbHOCTb.

Junep (1948) u Maypep (1960) o60cHO-
BBIBaJIU, UTO CMBICJI YeJIOBEYEeCKOI0 CylIie-
CTBOBaHUA UMeeT apPeKTHUBHO-IMOIIHO-
HaJIbHYIO IIPUPOAY U OTHOCHUJIH YeJIOBeKa
K KaTerOpUU 3MOIIMOHAIbHO-COITHAIbHBIX
(imut. o [4, c. 17]). K.3. U3apx (2000) mo-
KaspIBaeT, YTO 3MOIIUHU CJIy>KaT OpraHU-
3YIOIIUM ¥ MOTUBUPYIOIIUM (aKTOPOM
He TOJILKO II0Be/IeHUs, HO U JIMYHOCTHOIO
PasBUTHUA U OTHOIIEHUHN C OKPY’KaIOIUM
mupoM [4].

Tak, K.I'. OHr oTMeudaJ, 4TO 3MOIIHNHU
COIIPOBOJKJAIOT BCe IICUXHUYeCKHe H3Me-
HeHusd. OH II0J1araji, YTO 3/0POBBLIN HUH-
OUBUIYYM BCerza 0CO3HAET CBOU UYYBCTBA
U 3MoIUd. YyBCTBa COIJIACYIOTCA C 00B-
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eKTUBHBIMHU CUTYyaIlUsIMU U 00Ie3Ha4yU-
MBIMHU IleHHOCTAMH [15, c. 397]. B. Paix
IoJiaraji, 4YTo XpoOHUYeCKHe HallpsoKeHUs
B OpraHu3Me 4yeJjioBeKa OJIOKUPYIOT Hep-
reTUYeCKHe IIOTOKH, Jie)Kalllie B OCHOBeE
CIJIbHBIX 3MOIIVH, He JaBasg UHIUBUIYYMY
IIepeXUTh 3THU 3MOLIUU U UCKa’kasl BhIpa-
’KeHUe 4yBCTB. OCBOOOIUTHCA OT 6JIOKHUPO-
BaHHBIX 9MOITUU YeJI0BEK MOYKET, TOJIHKO
IIOJTHOCTBIO UX ITepesKuB [12]. B aToM cMBIC-
Jie UCKYCCTBO, JIIOOOM ero BUJ, MOKeT CIIO0-
co6CTBOBATh II0J0OHOMY IIepeKUBaHUIO U,
CJIeJ0BaTeJbHO, BHIIJIECKY IMOITHIM.

V. JI>KeiMC Ha3bIBaJI 3MOITMOHAJJIbHBIA
B3PBIB CPeCTBOM paspylleHUs1 YKOPeHUB-
IIMXCS IIPUBBIYEK, JAIOIIUM YeJIOBEKY BO3-
MO>KHOCTB II0IP060BaTh BECTH cebs I10-HO-
BOMY, HAUTH HOBBbIE 00JIaCTH 0CO3HABaHUS
U TpaHCPOpMaIUU CBOEro nosefeHus [3].

Eciu 7Ke 06paTUTHCS HEIlOCpeCTBEHHO
K TaHITy ¢plaMeHKO, TO paHee MBI yrKe 000-
CHOBBIBAJIN Psf ero QyHKITUU U, B UaCTHO-
CTH, OTMeYaJiy, YTO eTr0 IKCIIpeCCUBHAasA U
IICUXOperyaupyrinas QyHKIIUU 00yCIIOB-
JINBAIOT CBOOOJHOE BBIpaKeHHEe 3IMOITUU
U UyBCTB, CHITHE IICUXUYECKOT0 U QU3U-
4eCKOIr0 HaIpshKeHUsd, peJsakcanuio [6].
[IpruéM 3TO UMeeT IIeHHOCTh He CTOJIbKO
B KOMMYHUKaTHBHOM acIleKTe, CKOJIbKO
B acIleKTe CaMOBBIpakeHUs, IIOMOrasi Hc-
IIOJTHUTEJII0 «BBIIJIECHYTH HaboJIeBIlIee».
JlaHHas QYHKIIMS TaHIla peaju3yeTcs B
TaHIleBaJbHO-ABUTaTeJbHON Tepamuy,
CIIOCOOCTBYSI IICHUXOJIOTUYECKON KOppPeK-
uU. B pesyJsibTaTe «BBIILJIECKa» IHEPTUU U
9MOITUU IIPOUCXOAUT O60TrallieHrue IMOIHO0-
HaJIbHOTO OIIBITa, HaCTyIlaeT SMOITUOHAJIb-
Hasl pa3psjKa U 3aKpenisieTcs II03UTHUB-
HBIX HACTPOU, IIOBHIIIAETCA YBEPEHHOCTh
B cebe. CHUMas HallpsKeHUe, UHIUBUIYYM
pelaeT JJINTEIbHO CYIleCTBYIOIIHE IICHXO0-
JIOTU4YeCcKUe IIpobyieMsl [TaM Ke].

Jlpyroe Ba)KHOe II0JIOKUTEJILHOE Kaye-
CTBO, KOTOPBHIM 06J1afaeT TaHel, ¢piaMeH-
KO, — 3TO pa3BUTHE 3MOIMOHAJIbHOTO HH-
TeJuleKTa. /laHHas mmpobJyieMa B IOCJIeJHee
BpeMsd obpalriaeT Ha cebd caMoe IIpUCTaJIb-
HOe BHUMaHNe MUPOBOM Hay4dHOH oOIre-
CTBEHHOCTH.
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IMOIMOHA/JIbHBIA UHTEJIJIEKT Ha Cerojl-
HAIIHUU [[eHb SIBJISIETCSI MaJOU3yUYeHHbBIM
COITHAJILHBIM SIBJIEHUEM, U 3TO HECMOTPH
Ha TO, 4TO IIpob6sieMa KOMIIETEHTHOCTHU B
IIOHUMAaHUU U BBIpa>KeHUU 3MOIUU CTO-
UT I0CTAaTOYHO OCTPO. Bensb coirosioraMmu
U IICUXO0JIOTaMHU y>Ke JaBHO 0Ka3aHOo, 4TO
B COBPEMEHHOM 00II[eCcTBe He CTOJILKO CaM
UHTEeJJIEKT, CKOJIBKO ero OIocpesoBaH-
HOCTh 3MOITMOHAJbHBIMU IIepeKUBaHUI-
MU 06ecrieyrBaeT yCIEITHOCTh B COITUYME.
Jlosiroe BpeMsi OBITOBAJIO IIpe/iCTaBJIeHUE,
4TO pa3yMHBIN YeJIOBeK — 3TO TOT, KOTOPBIH
LOCTUTaeT CBOUX Ilesieli byiarofapsi CBoeMy
UHTeJUIeKTY, YIIPaBJIdIIIeMy ero IoBeje-
HUeM. MeXXIy TeM IIOCTOsIHHas 60pbb6a B
yeJIOBEKe rojioca pasyma U roJjoca ceppiia
Jl0Ka3aJjia, YTO UMEeHHO 3MOIIMOHAJIbHBIHN
UHTeJUIeKT obecrieurBaeT yCIIENIHYI0 pea-
JIU3aITUI0 B 00OIIIECTBeE.

B cBoé Bpemsa JI.C. PyGUHIITEeMH U
A.A. JleoHTBEB, HCCJIeJOBABIIILE B3aUMO-
IEeUCTBUS IMOITMOHAJIbHBIX U KOTHUTHUB-
HBIX IIPOI[ECCOB, OTMeda/li KpauHIOI0
Ba’KHOCTb SMOIIUU B COITHAJIbHOM KU3HU
U HCCIe0BaTeJbCKOU IeITeJIbHOCTH [2,
C. 244-264]. OfHaKO B TOT IIEpUOJ, B Hay4-
HOM 00MXO0/Ie elllé ake He OBLJIIO TEPMHUHA
«3MOITMOHAJIbHBINA UHTeJIeKT» (M), KOTO-
pBIN mosgBUIICH IT030Hee. [Io3HaKOMUMCH C
HEKOTOPBIMHU OIIpeJieIeHUsIMU, KOTOphIe
IIOMOI'YT HaM B IIOHUMaHUU TeMBL.

ITo mEeHwMI0 E.M. MakapoBOH, SMOIMY —
9TO CPEeJICTBO, C IIOMOIIIbK KOTOPOI'0 B3au-
MOJIEMCTBYIOT TeJIO U Pa3yM, OHU II0CTOSH-
HO U3MEHSKTCSI U «IlepeMelnarTc». MH-
TeJUIEKT — MBICJIUTeJIbHasAd CIIOCOOHOCTS,
YMCTBEHHOE HauaJjIo yeyioBeKa. IMOITHO-
HaJbHBI UHTEJIJIEKT — COBOKYIIHOCTbH
MEeHTaJIbHBIX CII0COOHOCTEN K IOHUMAaHHUIO0
COOCTBEHHBIX IMOITUM U IMOILIUU IPYIUX
JIIOJlel, a TaKXKe K yIIpaBJIeHUI0 3MOIIHO-
HaJIbHOU chepoii [9].

Kak ormeuaet B.U. [leTpyIInH, YeJI0BeK
C PasBUTHIM 3MOIIMOHAJIbHBIM UHTEJLJIEK-
TOM CII0CO6EeH 0CO3HaBaTh, BepbaIbHO Ha-
3bIBaTh U IIPaBUJILHO UHTEPIIPETUPOBATH
pasjinuyHble IMOITMOHAJIbHbBIE COCTOSHUS,
KaK CBOY, TaK U YUyXUe, aZleKBaTHO pearu-
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Pys Ha HUX U 110 BO3SMO>KHOCTH KOHTPOJIU-
pysd ux 6e3 KaKUX-JIU60 60Ie3SHEHHBIX pe-
aKIIUH CO CTOPOHBI IICUXUKU. U, HA060pOT,
I/1 YeJIOBeKa SMOIIMOHAIBEHO HEPa3BUTOIO
XapaKTepHBI 3SHAUUTeJIbHOE HeIIOHUMaHue
OPYTUX JIFOZeH, B TOM UmcJie U cebs, HU3Kas
caMOOIleHKa, HeyBepeHHOCTh B cebe, UyB-
CTBO BUHBI U CTBIJ|a, UTO JIUIIIAET €ro BO3-
MO>KHOCTH HOPMaJIbHO QYHKITHOHUPOBATH
B cortuyMme [11].

Mexy TeM, Kak OTMevaeT psif, Ucciieso-
BaTeJIeH, IIPUBBIYHBIE COLJHa/IbHbIe HOPMBI,
OTpaHHUYUBAIOIIMIEe OTKPBLITOE IIPOSIBJIEHUE
B 00111eCcTBe OYPHBIX 3MOITUU U CTpPacCTey,
3a4acTyl NIPUBOLAT K HEeBPOTHUYECKUM
00JIe3HEHHBIM COCTOSHHUAM. II0 MHEHUIO
B.W. IleTpyinHa, HeBBIpa’keHHEBIE, He-
oTpaboTaHHBIe 3MOITUU KaK ObI «0Celar0T»
Ha KaKUX-JIM00 opraHax TeJja, YTO B UTOTe
IIPUBOJUT K COMaTHYEeCKUM XPOHUYECKUM
3aboJIeBaHUAM U 0C/1a0JIEHUI0 UMMYyHUTe-
Ta [TaM >ke].

9TUM HeraTUBHBIM IIpolieccaM MO>KHO
IIPOTUBOIIOCTABUTE apT-TePaIuio, My3bIKYy
U TaHell, KOTOpbIe IIPU IIOMOIIM CBOUX BHI-
PasUTeILHBIX CPefCTB CIIOCOOHBI BOCIIPO-
U3BOJUTH PasJIMUHbIe 3MOIIMOHAJIbHBIE
Iepe’KUBaHUs U KyJIbTUBUPOBaTh UX Pas-
BUTHE B UeJIOBEKE.

B Haire BpeMs BO BCEM MUpe aKTyaJlu-
3UpoBasIach BCeobIasi KOMIIbIOTepU3allvs
ob1iecTBa BO Bcex chepax >kusHU. Ocoboe
oIlaceHHe M HACTOPOKEHHOCTH BHI3BIBA-
eT TeXHOJIOTHU3aliusd COIlHaJIbHON Cchepsl,
ob11eHusd, focyra, 06pasoBaHus, KOTOpPbIle
BCEé IIy67Ke yXomaT B UubpoBOoM ¢popmar
COIlMAJILHBIX CeTeM U rajpkeToB. O60pOT-
HOU CTOPOHOM 3TOTO IIpoliecca sIBJIAETCH
9MOITMOHAaJJIbHAas HEPa3sBUTOCTh, yTpaTa ca-
MOUIEHTUYHOCTH, II0TePs HABBIKA YKUBOI'0
00IIleHHs, pasjIuYHble IICUX0JIOTUYECKUe
3aBUCUMOCTH, $p0OUU U T.II. IIpOTHUBOIIO-
CTaBUTb ITOMY MO>KHO I1eJieHallpaBJIeHHOe
pasBUTHE 3MOIIMOHAJIBLHOIO HHTEJJIEKTa
PasHBIMU BO3MOJKHBIMHU CIIOCOO6aMH, Of-
HUM UX KOTOPBIX ABJIsIeTCA TaHell. Ilocpen-
CTBOM CUCTeMbl pUTMOILJIACTUYECKUX CUM-
BOJIOB TaHIIa YeJI0BeK UMeeT BO3SMOKHOCTD
BBIPA3UTh CBOM BHYTPEHHUU MUP, CBOE CO-



Cross-Cultural Communication

{§ 2020, Ne 4

3HaTeJbHOE U IIO/ICO3HATEJbHOE [, yeMy
B 3HAUUTEJbHON CTEIleHU CII0COOCTBYET
IICUXO0JIOTUYeCKasi PAaCKOBAaHHOCTb HCIIOJI-
HUTeJIS TaHIa.

Takum 06pa3om, TaHeI] MOXKHO OXapaKTe-
pHU30BaTh KaK MCKYCCTBO PUTMOILJIaCTHYe-
CKOM KOMMYHUKAIIUU U CAMOAKTyaIHU3aIlUH.

Psap uccienoBaTesied evH BO MHEHUH,
4TO TaHell He0OX0IMMO BHEAPSATH B 06pa-
30BaTeJIbHOE IPOCTPAHCTBO B IIIKOJIAX U
By3ax, IIOCKOJIbBKY OH He TOJIbKO obecIie-
4uBaeT JBUTraTeJbHYI0 aKTUBHOCTb, HO U
CTUMYJIUPYET Pa3sBUTHE IMOITUOHAIBHOTO,
JIOTUYECKOTO W IIPOCTPAaHCTBEHHOT'0 MBIIII-
JIEHUs, CIIOCOOCTBYET YCIIEITHOMN COIfhalb-
HOU KOMMyHUKauu [13]. B 3Toi cBS3U Ta-
Hel | ¢JTaMeHKO IIpe/iCTaBJIgIeTCI HaM OJJHUM
n3 HauboJIee MOAXOIAITUX I 3TOU I[eJIU
CTHJIEN, IIOCKOJIbKY €ro 3MOIIMOHAJIbHAas
najyuTpa HeobblyaliHO 60raTa, a UMIIPOBU-
3aIlMOHHBIN IIOTEHIIHAaJl BeCbMa BeJIUK.

[IpruMeyaTeJabHO, YTO B UCKYCCTBe Jia-
MEHKO OJJHO U3 IIeHTPaJIbHbIX MeCT 3aHUMa-
eT TeMa CKOp6H, 6011, OfTHOYEeCTBa, 0THAKO
3TH, Ka3aJoCh Obl, «HeraTUBHBIE» 3MOIIUU
II0JIyYal0T B TaHI[e 3CTETUYECKYI Tpak-
TOBKY. KpacuBo U IpKo IlepefiaBasich yepes
MY3BIKY, [IeHHe U IIaCTUKY JABU>KEHUH,
OHM IIPeJICTAI0T HACTOSIIUMHU IlleJleBpaMU
4eJI0BeUEeCKUX YYBCTB, BBI3bIBAsl BOCXUIIle-
HUe CBOeH HEeIO/IeJIbHOCThI0 U IJTyO0KOM!
CTPacTHOCThI. B WacTHOCTH, 3TO JEeMOH-
CTpUpYyeT OJHO cTUXoTBopeHUU ®. lapcua
JIOpKH «A II0TOM...» [8, c. 61]:

IIpopvimvuie gpemeHem
AabuUpuHmMul —
ucyesnu.

ITycmobina —
0CManacs.

HewmouHoe cepoue —
UCMOYHUK HCeNaHULl —
UCCSIKAO.

ITlycmbina —
ocmanach.

3akamHoe mapeso
u nouyeayu —
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nponaau.
Ilycmuina —
0CmManacs.

Ymoakno, 3a210x10,
0CMbL10, UCCAKO,
ucuesno.
ITlycmbina —
ocmanace.
ITepesod M. Ileemaesoli

Mexxny TeM I.P. MypTasuHa oTMe4YaeT B
TaHIle ¢plaMeHKO HaJIMyre XOJIUCTUYEeCKO-
IO IIPUHITUIIA, TO eCTh IIPUHITUTIA I1eJI0CTHO-
CTH, I/ie TpHa/a «MbICJIb — YYBCTBO — IIO-
BeJleHMe» pacCMaTpUBaeTCs KaK eJiHOe Iie-
JIoe ¥ U3SMEeHEHU B OTHOM acIleKTe BIIEKYT
U3MeHeHUs B IBYX IPYTUX. B 9TOM cMBbICIe
TaHeIl piaMeHKO CII0CO6CTBYeT rapMOHU3a-
ITUU MBICJIeH, UYBCTB U OIIYIIIeHUH C II0MO-
IIIbI0 0CO3HAHHOTO ABYDKeHUs U TaHIa [10].

JI151 akTUBU3aIIUU 9MOLIMOHAIBLHOTO UH-
TeJUIeKTa IIPU IIOMOIIM TaHIla ¢praMeHKO
MO>KHO IIOPeKOMEH/[0BaTh BBIIIOJIHEHUE
CJIeAYIOIIUX YIIPpaKHEeHUH, UCII0JIb3YIOIIINX
TaHIleBaJIbHYIO0 IMIIPOBU3AIIMI0 Ha 3a/1aH-
Hy10 TeMy. CJIelyeT 3aMeTHUTh, UTO YIIPaXK-
HeHUs 110 UMIIPOBU3AaIIUH B CTUIIe QpyiaMeH-
KO MOTYT BBITIOJIHATHCS KaK B TPYIIIe, TaK
U HaeJuHe C CO00M, KaK B IIPUCYTCTBUU
3puTess, Tak ¥ 6e3 Hero. [J1aBHOe 371eCh —
COCPelOTOUUTHLCS Ha COOCTBEHHBIX IMOIIU-
OHaJIbHBIX OIIYIleHUSIX. BOSMOXKHO, UMeH-
HO II09TOMY Ha HayaJbHOM 3Talle JIy4llle
060UTHUCH 6e3 3pUTesIe.

TaHey ce0600bl. Hazio Boo6pasuTs cebs
TAHIYIOIIUM Ha JIOHEe H0>KHOU UCIIaHCKOU
IIPUPOJBI, CPelU IIBETOB U OJUBKOBBIX
IlepeBbeB. 3ajaHUe 3aKJIYaeTcd B TOM,
4TOOBI UMIIPOBU3UPOBATh, 3aII0JIHISA CO-
60U BCé IIPOCTPAHCTBO, HAIIOJHIACH CBO-
60/0¥, pa3BUHYTH I'PAaHUILIBI T03BOJIEH-
Horo. IIpy 9TOM IOIBITATHCS OIIYTHUTH,
KaK IICUX0JIOTUYeCKHe OJIOKHA U 3aKUMBI
PacTBOPSIOTCS B OYHCTBe IIPUPOJIBL.

TaHey 60pb6BL. B TaHIle HY>KHO IIOIIBI-
TaThCSA BbIPasUTh 60PbOY WUJIU CBOM IIPOTECT
IIPOTUB Uero-nb6o. Boobpasure, 4To BbI 60-
peTech C HEBUIUMBIM TYMaHOM, KOTOPBIX
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BacC OKYTBIBaeT, yIpoyKas IIOIJIOTUTH IieJIu-
KoM. st Boo6pasuTe cebs1 TopeaopoM Ha
apeHe 11 604 6BIKOB. HauHUTE UMIIPOBU-
3UpPOBaTh — U TeJIO CaMO IO CKaXKeT, Ka-
KHe [BIJKeHUS BaM II0OMAYT OOJIBIIIe.
TaHey nro66u. ITombITaliTECh BHIPA3UTh
B TaHIle JIO0Bbh — K KaKOMY-TO YeJIOBe-
Ky, K peb€HKy, K caMOM >XKU3HU... Bo Bpe-
Ms TaHIA HY>XHO CTPEMHUTHCS OIIYTUTH,
4TO JII000BB U3JIydaeTCcs U3 Balllero cepara
Ha BeCh OKPY>Kalolllui MUp, IIpeobparkas
ero ¥ CHOBA BO3BPAaIlasiCh K BaM.
TaHeu-uckyweHue. IlonbpITaiTeCh BOOO-
pasuTh, YTO BBl TaHIyeTe AJ1 00beKTa Ba-
IIef CTPacTH, KOTOPBIM HeJOCTYyIIeH IJId
Bac. OH TO yJayIsieTCs, TO BHOBB IIPUOJIMKa-
eTcs K BaM, MaHs U 30B41 38 CO001, 0CTaBasiCh
IIpHA 3TOM HeJocsAraeMbIM. Kak clipaBUTHCA
C II0JT0OHBIM UCKYIIIeHHueM? /laiiTe BO3MOXK-
HOCTB BallleMy TeJly B TaHI[e PeIlIUThb 3TO.
3aKOHYMB TaHI|eBaJbLHYI0 MMIIPOBHU3a-
IMI0 Ha 3a/IaHHYI0 TeMY, IIpoaHaIu3UPyUTe
CBOMU OIIYIIeHUs, OIIpe/le/IUTe, KaKue 3MO-
MU COOTBETCTBYIOT MM. BBICOKA BeposAT-
HOCTB TOI'0, YTO IIOCTEIIeHHO Yyepes3 TaHel]
BBI OTKpOeTe B cebe UCTOYHUK TBOPUYECKOI0
BJIOXHOBEHUS: COUMHUTE CTUXOTBOPEHMUE
WJIU IIeCHIO, 3a/lyMaeTe CIoKeT poMaHa HUJIx
HaluIileTe KapTUHY. A BO3MO’KHO, UTO BBI
HayHETe JIy4llle IIOHUMATh OKPY KaIOIUX
JIIOJIeH, CTaHeTe TepliuMee K HeraTUBHBIM
IIPOSIBJIEHUSIM HMX XapakTepa, caMH OCTa-
BasACh IIPU 3TOM B IIO3UTUBHOM HacCTpOe.
Bcé 3T0 cBHUIETEILCTBYET O TOM, UTO YpO-
BeHb Balllero SaMOIIMOHAJIBHOI0 MHTeJIJIeK-
Ta IIOBBIIIAETCS.
[Tomo6OHBIE yIIpa)KHEHUS SABJIAIOTCI He
TOJIBKO TaHIleBaJIbHOU MMIIPOBHU3allHeH,

PasMUHKOM Iiepep TaHIeM, HO U GopMU-
PYIOT U PaCIIUPSIOT «CJA0BAPb IMOIUI»,
4TO, I10 MHeHHUI0 B.H. [leTpyIuHa, IBJIg€T-
Cs Ba’KHEMIIIUM YCJIO0BUEM I PasBUTUI
9MOIIMOHAJIBLHOTO UHTEJIJIEKTA, II0CKOJIbKY
OH IIOMOTraeT PaclIupsATh chepy AOCTYITHBIX
9MOIIMOHAJIBHBIX IIepeKUBaHUM uepes 000-
raiieHue Bep6aJbHOIO CJI0Baps, 0003Hauva-
IOIIIero OTTEeHKU 3MOIUU pPasIMYHBIX MO-
DaJbHOCTEeN. B cBOIO ouepens, oboraleHue
BepbasIbHOTO CJI0Baps OJHOBPeMEeHHO IIpo-
SICHSIeT U paclIupsieT IPaHUIIb] IIepesKrBa-
eMBbIX UyBCTB [11].

TaHern ¢y1aMeHKO IIOMOTaeT B3IJISIHYTh
Ha 4yeJIOBeUYeCKHUe IMOIIMU KaK OBl CO CTO-
POHBI, YBU/IETh UX OTpPa’keHHUe B 3epKaJie
XOopeorpapuuecKkoro 3aja Uau CO CIIeHBI.
OTciie’KxuBasg U PeTUCTPUPYS CBOE IMOIIU-
OHaJIbHOE COCTOSHUE Yyepe3 TaHell, BBl He-
n306eKHO yUYuTeCh KOHTPOJIUPOBATh CBOU
9MOIIVH B II0BCeTHEeBHOM )KMU3HU. He 3T0 11
SBJIIETCA TPYAHEHUIIINM U3 CEKPETOB CYaCT-
JIUBOM JKU3HU?

Pa3BUTHIN 3MOITMOHAJIbHBIN UHTEJLIEKT
IIOMOTaeT 4YeJIOBeKy IIO[lepKUBaTh y cedsl
U OKPY>KalolUX [TO3UTUBHBIN IICUXOJIOTH-
YeCKHU HaCTPOM, HaJIa)KUBATh [IPYKeCKUe,
JIMYHBIE U JIeJIOBble KOHTAaKThI, IIPOIYKTHUB-
HO paboTaTh, 0CO3HaBas CBOU IeJIU U [0-
O6MBasiCh YCIIEIIHBIX pe3yJIbTaTOB. THEIMU
CJI0BaMHM, OT PasBUTOr0 3MOIIMOHAJIBbHOTO
UHTeJIJIEKTa 3aBUCUT >KU3HEHHBIN yCIIeX
yejioBeKa. B 9ToH cBsI3U TaHell piaMeHKO,
CTOJIb 60raTO HaCKIIIEHHBIN IMOITUSIMU, CTa-
HOBUTCA coIaIbHBIM pecypcoM XXI Beka,
CIIOCOOCTBYHIOIIIUM YKpPEeIIEHUIO IICHUXO0JIO0-
TUYeCKOTI0 3/I0POBbs, Pa3sBUBAKIIUM Kpea-
TUBHOCTH ¥ 3MOIIMOHAJILHBIA UHTEJIEKT.
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Mulk Raj Anand’s
Untouchable

and the Philosophy
of Aesthetic Realism

This universal ethical question needs
to be discussed honestly and deeply
by everyone, regardless of culture, for social
justice and personal kindness to prevail:
“What does a person deserve by being alive?”
Asked by Eli Siegel, founder of the philosophy
Aesthetic Realism, this question provides
us with an indispensable means for opposing
the contempt that is the fundamental cause
of injustice. Contempt Mr. Siegel defined
as “the disposition in every person to think
we will be for ourselves by making less
of the outside world.” And its pervasive effects
cannot be underestimated. Every person
has a fight between the desire for contempt
and the desire to respect people and the world.
Contempt is very ordinary, it is present
in everyday life. For instance when one person
doesn't listen to another; or when we see
someone in the street and think, “I wouldn’t
be caught dead wearing shoes like that.”

But when it predominates on a national scale,
the results of making less are disastrous.

In the caste system of India, contempt
is institutionalized, as this article explains.

It is related to caste-like institutions
world-wide, including racism in my own
country, the United States; and to the global
horrors of economic injustice.

The novel Untouchable, by Mulk Raj Anand,
illustrates, from beginning to end, the hurtful
manifestation of contempt in the caste system.
The time period of the novel is the 1930s,
but its truth continues today; and Anand shows
in a young man named Bakha the pain
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«HenmpukacaMbIii»

MyJika Pagyka AHaHIa

U ¢unocodpus
3CTEeTHYECKOr'0 peaJii3Ma

«Yero 3acayXUBaeT YeJIOBeK, OyIydn
>KUBBIM CYIIECTBOM?» ITOT YHUBEPCATHLHBIN
3THUYeCKHUU BOIIPOC TpebyeT YeCTHOTO
U BCECTOPOHHETO 00CY K/IeHUsI, He3aBUCHUMO
OT CTeIleHU BOCIIUTAHU, pail TOpP>KecTBa
COLIMAJIbHOM CIIpaBeIMBOCTH U TYMaHHOCTH.
OtBeT Ha Borpoc Jiiu Curesid,
OCHOBOIIOJIO’KHUKA GUI0COOUU ICTETUUECKOTO
peanu3Ma, BOOpy->KaeT HaC HesaMeHUMbIM
CPeACTBOM IIPOTUBOCTOSHUS IIPe3PeHUIO,
KOTOpOe gBJIAeTCd TJIaBHOM IIPUYNHON
HecIIpaBeJInBOCTH. [Ipe3peHuie, 110 MHEHUIO
CureJis, «3T0 0COOEHHOCTD UeJI0BEYECKOTO
XapakTepa — I10JIaraTh, YTO MacIITab Halen
JIMYHOCTH TOPasfo IIupe, a 3HaUeHue
OKPY’KaIoIIero Mupa mpakTh4ecKH
HUYTOXXHO». U He cileffyeT Hel00IleHUBAaTh
TI0CJIe/ICTBUS 3TOT0 IIPOTUBOIIOCTABJIEHUS.

B xa)xzioM yesioBeKe IIPOUCXOSUT BHYTPEHHSS
60pbba MeXTy CKJIOHHOCMbIO K 8bICOKOMEPUID
U JKeJIaHHUEM yg8axcambs Jrodell u Mup.
BricOKOMepue 0UeHEb pacIlIpoCTPaHeHO,

OHO IIPUCYILe KaKJ0JHEeBHOM )KU3HU.
Hampumep, Korja OUH YeI0BEK He CJIyIIaeT
IPYTOTO0; UJIXU KOIZla MBI BUJUM KOTO-TO

Ha yJauIie U ryMaeM: «MeHs OBI la)ke B TPo0Oy
He 3aCTaBWJIN HAaZleTh TaKue Ty IIm».

Ho xorza 1moyo6Hoe 0THOIIIEHHE
KyJIbTUBUPYETCS Ha FOCylapCTBEHHOM YPOBHE,
pesyabTaThl yManeHUs KaTaCTPOQUUHEI.

Kax gBCTByeT U3 3TOM CTaThbH, B KACTOBOX
cucTteMe MHIUU IIpe3peHue
persiaMeHTHpPOBaHO. M CBI3aHO OHO
C Me’KKaCTOBBIM MUPOYCTPOMCTBOM,

B TOM YHCJIe C paCU3MOM B MOel COOCTBEHHOU
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of the Untouchable: unjustly despised
and unjustly impoverished.

The author of this article learned through
his study of Aesthetic Realism that making
himself “superior” by disparaging
other people, including women and people
of other ethnicities, made him despise himself
and hurt every relationship he wanted to have.
And this is representative of what contempt
does to persons having it, everywhere.

He changed, as he studied in Aesthetic Realism
classes what a person deserves from me

and how to have good will, the one opposition
to contempt. He learned good will is not flimsy
or weak, it has a scientific basis and definition:
it is “the desire to have something else stronger
and more beautiful, for this desire makes
oneself stronger and more beautiful.”

People need, and want, good will in place
of endemic contempt in Europe, Asia, America.
There is a powerful, international desire
in people today for a just world.

Aesthetic Realism is the education that meets
that desire and can make for a world that

is fair to all people. That is why it is urgently
necessary for persons to study its principles.

Keywords:

Mulk Raj Anand, Untouchable, Dalit,
Aesthetic Realism, Eli Siegel, good will,
contempt, caste, racism.

crpaHe, CoeqrHEHHBIX [lITaTax,
U C IJI00aJbHBIMU KOIIIMapaMHu
9KOHOMHWUYECKOU HeClIpaBeJINBOCTH.
«HempukacaeMsblii» MyJsika Pamka AHaHza
C IePBOM U JI0 IIOCIefHEN CTPaHUIIBI HATJISITHO
WJUTIOCTPUPYeT 601e3HEHHOE IIPOsIBJIEHUE
HepaBHOIIPaBHU B KACTOBOM CHCTEME.
PomaH onucriBaeT 3an1oxy 1930-X rofios,
HO 3aTPOHYTHIEe B HEM IIP06JIeMBI aKTyaJIbHEI
U 110 CeH leHb; U AHAH/[I II0Ka3bIBAaeT
UUTATEeJII0 AyLIeBHbIe MYKH I0HOIHN 110 UMeHH
Baxa — HenmpukacaeMoro, He3acJIy>KeHHO
IIpe3npaeMoro 1 HecllpaBeINBO HUIIETO.
ABTOp CTaThU CKBO3b IIPU3MYy U3y4eHUS
3CTeTHUUYECKOT0 peasr3Ma BBIICHUI,
4TO CTpeMJIEHHE K IIPeBOCXO/CTBY 3a CUET
IpeHeOPeKUTEIHEHOT0 OTHOIIIEHUS K APYTHM,
BKJIIOYas YKeHIIIWH U JII0Jed TPYyTUX
HaITMOHAJIBbHOCTEH, 3aCTaBJIsIeT YeJI0BeKa,
B KOHEUHOM HUTOTe, IIpe3rupaTh U CaMOoro cedst
U IIOPTUTH OTHOIIIEHUS C APYTUMH.
JTO IpUMep TOTO, YTO JiesIaeT BEICOKOMepHe
C JIFOAbMU, T7ie 6bI OHU HU HaXOJUJIKCh.
AHaHJ ¥ caM MeHsICS II0 Mepe TOro, KaK Ha
YPOKax 3CTeTHYeCKOT0 peajlrusMa H3yJail
TeMy «Ye20 ues08ex 3acayacusaem om MeHs?»
M Kak 00J1a/1aTh 06POI BoJIer — IJTaBHBIM
OIIIIOHEHTOM BBICOKOMepusi. OH BBISICHU,
4uT0 f06pasi BOJIA He SIBJIAeTCS XJIUIIKON
WM C71ab0M, y Heé eCTh HayuHOe 000CHOBaHUeE
U OIIpefiesIeHHe: 3TO «KeJlaHUe UMeThb UTO-TO
elé 6osiee CUJIIbHOE U KpaCUBOe, II0CKOJIbKY
6s1arosapsi TaKOMY JKeJIaHUI0
CaM CTaHOBUIIILCS CHJIbHEE U KpacuBee».
JIromsaM HeoO6XoauMa f06pas BOJII BMECTO
BBICOKOMEpHS, IIpUcyIero Espore, Asuu
U AMepuKe. B coBpeMeHHOM 00111eCTBe
CYIIIeCTBYeT MOIIHBIN 3aIIpOC
Ha CIIpaBeJjInBOe MUPOYCTPOHCTBO.
A 3cTeTHUecKUM peasr3M OTBedaeT Ha 3TOT
BBI30B BpeMeHU, IIOMOraeT CTPOUTEL MHUP
BCceoOI1Iero 6,1aroIeHCTBUS. BOT mouemy
JIIOISIM He0OXOAMMO U3y4daTh ero IIPUHITUIIEL.

KiroueBrble ciIoBa:

Myunk Pamx AHaH], «HellpruKacaeMbIii»,
JaJINT, 3CTeTUYECKUH peasnsM, U CUreslb,
no6pas BOJIsA, BHICOKOMepHe, KacTa, PaCU3M.
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esthetic Realism is the philosophy
Afounded by the great American

poet and educator Eli Siegel, who
has provided explanation for the injustice,
the inhumanity, we see today and through
history — and that explanation provides
the means for a kind world to be. To show
this I write here about injustice in the caste
system of India; comment on what it has
in common with injustice everywhere,
including my own; and how fairness can
and does replace it.

In my study of this important philosophy,
Ilearned this tremendous fact: every unjust
way of seeing people, including the horror of
racism and economic injustice, arises from
the same cause. That cause is the desire
in every human being to have contempt:
“the false importance or glory from the
lessening of things not oneself.” Contempt
is as common as a child spitting at another
child and as heinous as WWII death camps.
There is an ongoing battle in every person
between contempt and respect [6, p. 11]. And
for respect to win in the present world, it
is necessary for persons to ask, and answer
truly, this vital question asked by Eli Siegel
in behalf of justice: “What does a person
deserve by being a person?”

In this paper I will give evidence for this.
I'll use passages from an important novel of
India: Mulk Raj Anand’s Untouchable (see
fig. 1). And I'll talk about myself and the
evidence I have seen personally.

In the novel, Anand tells the story of a
young man of India named Bakha, who was
born an Untouchable. In the caste system
even today one’s general occupation and
social importance is determined largely by
one’s birth. The Untouchables, who are now
called by the kinder term Dalit (see fig. 2),
were born to be below everyone else, and to
sweep dirt from streets, dispose of corpses,
skin the bodies of dead animals, and do all
the most defiling work, including cleaning
latrines.

The contempt for Untouchables was so
intense that a high caste person would be
polluted by an Untouchable if his shadow

Fig. 1. The Novel “Untouchable”
by Mulk Raj Anand,
published in 1935
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Fig. 2. Dalit Children
(“Untouchables”)
in India Today!

fell on the high caste person, who was
considered defiled and had to go home to
“purify” himself by bathing to clean off the
pollution.

This was the undesirable work
Untouchables were born into and the
contempt for them, despite their usefulness,
and it pervaded all Indian society. It made
young Bakha and his family, and all Dalit
people, unjustly despised and unjustly
impoverished. Even to receive bread in
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payment for one’s services to a higher caste
person was an effort. It wasn’t given to
Bakha by the hands of the rich person but
thrown onto the ground for him to pick up.

The pain, the anger, the anguish, the
despair caused nationwide by this attitude
of contempt, which the caste system is based
on, is well described by Mulk Raj Anand. And
it shows how urgent it is to understand and
defeat contempt on a national scale.

The justification for this superiority of the
highest divisions in the caste system, and for
the servile inferiority of the lowest rungs on
the caste ladder, is as follows: it is believed
that persons are born into a high caste as a
reward for superior ethics in their previous
lives. And it is believed persons are born
into the poverty-stricken bottom of Indian
society to punish them for being grievously
sinful in previous lives.

Therefore all this oppression, insult,
and poverty is “correct” and “proper” even
though it is not based on exact knowledge
of who a person born “Untouchable” really
is—and what he or she may truly deserve as
a human being. And this conception of caste
and the falsity it is based on, goes back nearly
2000 years.

With this background in mind, we go to
the novel.

“What Does a Person Deserve
by Being Alive?”

As the novel begins, Anand describes the
Untouchables’ colony and the brook that
ran near it, “soiled with the dirt and filth of
the public latrines...the hides and skins of
dead carcasses...the dung of donkeys, sheep,
horses, cows and buffaloes heaped up...the
biting, choking, pungent fumes...the most
offensive stink,” which Bakha saw as an
““uncongenial’ place to live.” But it was his
home.

Our question: Does he deserve, simply
because he is a person, to live in a clean
place? Does anyone deserve to live in this
filth, which they did not create themselves?
We feel Anand does not think a person
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should have to live this way, and we don’t
think he should either. Right away Anand
has us see that Bakha has an inner life like
ones’ own. Later we see Bakha enjoying the
sights in town. The world is pleasing him:

He looked steadily from the multi-
colored, jostling crowd to the beautifully
arranged shops. There was the
inquisitiveness of a child in his stare,
absorbed here in the skill of a woodcutter
and there in the manipulation of a
sewing machine by a tailor. ‘Wonderful!
Wonderful!?” his instinct seemed to say, in
response to the sights familiar to him and
yet new [1, p. 44].

Bakha is embodying, in his own way, that
deepest desire of all people: to like the world
we were born into. After an inner debate
he allows himself a rare treat and spends a
small amount of money on sweet pastries —
jalebis sold by a street vendor (see fig. 3).
And the next moment Anand lets us see
inside the mind of the sweets seller who has
contempt for our hero:

The confectioner smiled faintly at
the crudeness of the sweeper’s taste, for
jalebis are rather coarse stuff and no one
save a greedy low-caste man would ever
buy four annas’ worth of jalebis [1, p. 45].

Fig. 3. Jalebis, a South Asian
Pastry Treat?

This juxtaposition of who the sweeper
really is, and how this high caste person sees
him, is very effective.
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But Bakha is enjoying himself so much he
doesn’t realize how close he has gotten to
higher caste people thronging the street. He
accidentally bumps against a businessman
on his way to work.

“Keep to the side of the road, you
low-caste vermin!” he suddenly heard
someone shouting at him. “Why don’t
you call, you swine, and announce your
approach! Do you know you have touched
me and defiled me... Now [ will have to go
and take a bath and purify myself... Dirty
dog! Son of a bitch! The offspring of a pig!”
he shouted...“I...I was going to business
and now...now, on account of you, I’ll be
late.” [1, pp. 46-47].

A crowd gathers as Bakha stands there
taking the abuse — hands joined, head
bent, eyes lowered, perspiring, begging
forgiveness. And the crowd begins to get
dangerous.

We become aware that perhaps a person
can be Kkilled for crossing caste boundaries.
The growing contempt of the crowd is
faithfully depicted: “Jeering and leering,
[it] was without a shadow of pity for his
remorse...taking a sort of sadistic delight
in watching him cower under the abuses
and curses.” In the onlookers there is an
“awakening lust for power,” writes Anand.

He presents us with a depiction in
frightening detail of the principle of
contempt working in people: the “addition to
self through the lessening of something else,”
which we are discussing today. As Bakha is
disparaged and tormented, the people doing
so — and permitting it to be done — feel they
are more. It is a false way of being powerful
and none of them — though Anand doesn’t
say this — none of them will like themselves
for what they are doing, just as I didn’t like
myself for the unjust contempt I had, as I
slapped my littlest brother, age three, and
made him cry, and felt  was big stuff because
I could get away with it.

Atlast Bakhais saved by a Moslem driving
a big, heavy cart drawn by an old horse down

the dusty street. The Moslem shouts for the
crowd to disperse — “to prevent an accident.”
The Moslem doesn’t have caste prejudice. He
sees the Untouchable as more like himself
than the higher caste people do, for there is
no caste in Islam. He and that big cart show
fellow-feeling can be more powerful than
contempt: and Bakha is rescued.

I learned from Aesthetic Realism that to
see a person fairly, respectfully, we need
to see that person’s feelings are as real as
our own — something I had never thought
about before. And to get to this seeing, we
should write, as Ellen Reiss, the Aesthetic
Realism Chairman of Education, suggests, a
500-word soliloquy of that person, speaking
from within, describing as if we WERE that
person, what he or she hopes for, is afraid
of; and how that person sees. Every time I
have done this, it has changed for the better
how I saw someone.

In keeping with this important matter it
isright to ask two questions about the ethics
of the high caste people who attack Bakha:
the people who see themselves as superior
to Bakha — do they see Bakha’s feelings as
real as their own? The answer is, no. Are
they making less of him, a representative
of humanity, in order to build up a false
importance for themselves? The answer is,
yes, they are. Anand as artist has made us
feel Bakha’s own feelings as our own. He
has made us feel the attackers’ feelings as
our own. From what he wrote, we know
the attackers did not see him truly. We
would know this no matter what culture we
were born into: Nigerian, Haitian, Chinese,
European, Mexican. The reason is: these
questions represent ethics everywhere.

This short novel about one day in the life
of one man in India is written in such a way
that it is not only India that is being pointed
to. The ethical failure of humanity in every
country is being represented, including my
own country and myself. As Anand describes
instance after instance of the cruelty of
contempt as some people are believed to
be “superior” while others are “inferior” he
is describing a form of contempt that has
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justified throughout history, and in nation
after nation, including my own, both poverty
and prejudice.

We see the thing that has to change for the
world to be kind is the way of seeing people.
And how that change began in me, I now
describe with some details.

I Learn about Contempt
and Respect in Myself

We all start early to get importance by
lessening other people, not seeing they have
feelings like our own and causing them pain
without seeming to care ourselves. You can
see it in every playground. When a child
sticks out their tongue and sings “Nya, nya,
nya, nya, nya, I got bread and jelly and you
don’t,” the child is having contempt. In school
when a child does a problem multiplying
fractions and says to himself (as I did), “I did
it fast, 'm the best!”; or when a bully pushes
a smaller person so they fall, and he or she
feels big, that is contempt.

By the time I was in high school I was
dedicated to arguing very minor points.
When I won an argument, I delighted in
feeling superior and looking down on
the friend who lost. As a student I sought
victories in proving to my professors that
I was impressive, and other students were
less so. With a woman, I took for granted my
mind was better and I had to explain things
to her. With people of other ethnicities than
my own, I felt I was born into a superior
family, the son of a pharmacist, and had a
superior skin tone and hair texture. In all
of these instances which are so common
and cross all national borders, and are so
unjust, I felt I would be more important
by making other people less important.
That is contempt. It is a falsification. And I
was to learn it is the most dangerous and
hurtful state of mind for the contemptuous
“superior” one.

With all my studies of psychological
anthropology — and they were extensive,
including with Margaret Mead, Rhoda
Metraux, and colleagues, I never heard
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anyone describe contempt, define it, and
also lay out its consequences, until the first
Aesthetic Realism class I attended taught by
Eli Siegel. It was an Ethical Study Conference
and I was a new student, hoping very much
to learn about myself. By then I was in
graduate school. And Mr. Siegel asked me
this ethical question which I had never been
asked before: “Mr. Perey, what do you have
most against yourself?”

I answered, “My self-consciousness,”
because I was shy and was painfully
conscious of other people looking at me,
even when they weren’t. As the dialogue
developed, he asked: “Mr. Perey, are you
more interested in being as good as you can
be or better than other people?” I wanted
to answer honestly and told him I was
more interested in being better than other
people. He began to show me that my desire
to be better than other people was not only
unfair to them, but to myself. I was seriously
hurting myself in the way I saw people. I
wanted, most deeply, to have a good effect
on people, be a just person; but because I
wasn’t, I suffered agonies of guilt from it and
never had known their source.

As I learned this, I began to change. I
made decisions in behalf of respect, not
contempt, that I’d never made before. I
had been desperate to change things in me
that I thought would be with me all my life,
including a cold way of seeing women. And
these did change as I was learning that my
deepest desire was to like the world — and
how to do so [6, p. 1].

This has a tremendous cross-cultural, or
universal, meaning — because the concepts of
Aesthetic Realism that I have been describing
are true for everyone.

Returning to the Novel
Untouchable

Bakha has been saved from mob violence.
And at the moment we left him earlier, he
was outwardly frozen in humility, while
inwardly something else was happening.
Anand writes:
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He stood aghast. Then his whole
countenance lit with fire and his hands
were no more joined. Tears welled up
in his eyes and rolled down his cheeks.
The strength, the power of his giant body
glistened with the desire for revenge in
his eyes, while horror, rage, indignation
swept over his frame. In a moment he had
lost all his humility, and he would have
lost his temper too, but the man who had
struck him the blow had slipped beyond
reach into the street... He picked up his
[basket and broom] and started walking
[1, p. 50].

Someone reminds him that he, an
untouchable sweeper, is required to shout
out loud as he walks, warning all his
superiors they are in danger of defiling
contact with him as he walks in the street.
The contempt of this man is blatant.

“You be sure to shout now, you illegally
begotten!” said a shopkeeper from a
side... A little later he [Bakha] slowed
down, and quite automatically he began
to shout: “Posh keep away, posh, sweeper
coming, posh, posh, sweeper coming!”

But there was a smoldering rage in his
soul. His feeling would rise like spurts of
smoke from a half-smothered fire, in fitful,
unbalanced jerks when the recollection
of some abuse, or rebuke he had suffered
kindled a spark in the ashes of remorse
inside him... Why are we always abused?
[1, p. 51].

And later Bakha asks: “What have I done
to deserve this?”

This emotion in response to grave injustice
has great meaning. Even though Bakha has
been seen in a false and horrible way every
day of his life, his objection to being seen
with contempt is still alive and burning
inside of him: it isn’t dead.

Meanwhile, he doesn’t only object to
injustice, he participates in the same injustice
he suffers from. Seeing people even poorer
than himself, he has contempt for them:
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The pavements were crowded with
beggars. Awoman wailed for food outside
one of the many cook-shops...Bakha
felt a queer sadistic delight staring at
the beggars moaning for alms but not
receiving any. They seemed to him
despicable [1, pp. 134-135].

Contempt has its allure. The allure can
successfully be opposed only by critical
knowledge. Persons can have that contempt
in any part of the world, where someone
less fortunate than oneself makes one feel
the glory of one’s superior luck. It is the one
thing, thought Periyar, that could make a
low-caste person NOT want to abolish the
caste system: there are people lower than
oneself to whom one can feel superior.

How Bakha Is Affected
by Gandhi

In the last scene we look at from the novel,
Mahatma Gandhi appears. Gandhi read the
novel Untouchable before it was published
and made recommendations, so I think this
scene can be taken as really representing
his viewpoint. A huge crowd gathers to hear
him, and Bakha is eager to see and hear.

Gandhi says that to see another person,
created by God, as polluted and untouchable
is a sin. What he says next shows that, in
keeping with what Aesthetic Realism says
we all need to do in order to have good will,
Gandhi wants to see, from within, the feelings
of another person. He tells the gathering:

“If I have to be reborn, I should wish
to be reborn as an Untouchable, so that
I may share their sorrows, suffering and
the affronts leveled at them...” [1, p. 147].

And to become an Untouchable is what,
as a writer, Mulk Raj Anand does for Bakha,
the sweeper. He goes within Bakha and
we see what the young sweeper feels. We,
the readers, learn (whatever our ethnic
background) that we would feel this way if
we were Bakha.
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Fig. 4. Indian policemen beat a lower caste Dalit protestor during
a nationwide strike in Ahmadabad, India (3 April 2018)

Bakha’s emotion in response to kindness
also has great meaning. Earlier, he was
grateful, with tears, to the Muslim who
protected and befriended him. And after he
hears Gandhi speak with good will, he wants
to have good will in return:

Bakha felt thrilled to the very marrow
of his bones. That the Mahatma should
want to be born as an outcaste! That he
should love scavenging! He loved the
man... [1, pp. 148-149].

As Anand describes the ugly way people
in the “Untouchable” category were seen by
persons of higher caste, and the unkindness
of it — he is seeing what is ugly in an exact
way, and justice comes of it. Through this
bold novel, published in 1935, saying
in print what needed to be said, people
became more widely aware of how unjust
the caste way of seeing people is. They saw
this not only through activists like Gandhi,
and B.R. Ambedkar, and Periyar — but
also through Anand’s power to describe
how it FELT to be untouchable. I believe it
will be seen that he awakened an ethical
indignation in people which helped to make
for progress.

After India achieved independence in
1947, laws were passed which mitigated
some of the abuses of caste prejudice. Laws
improving education of lower caste and
Dalit people were passed and laws giving
them more access to land and to government
positions, formerly dominated by Brahmins
(see fig. 4 and 5). But even today there is
violent opposition to equality. (See, for
example, [4] and [8].)

Fig. 5. #DalitWomenFight Brings Fight Against
Caste-Based Violence to U.S.
(6 November 2015)*
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What is needed for full-scale good will
is explained by Aesthetic Realism. The last
passages I quoted from Untouchable imply
that Bakha will want to retaliate, will resent,
until he feels there is good will for him. In
this feeling he represents humanity. It was in
being seen with critical good will myself, as
I earlier described, that I wanted, gratefully
to respond with good will to other people.

Aesthetic Realism has made me sure, as
a social scientist, that there can be no real,
solid peace in the world until people are
convinced there is good will toward them
and not ill will. But people worldwide are
not convinced of this. And so, hate seems
unending because contempt is being repaid

by contempt. But it can, and will, end when
there is a new way of seeing, which is mutual
good will, between “enemy” or disputing
parties.

Ilearned good will is not flimsy or weak, it
has a scientific basis and definition: it is “the
desire to have something else stronger and
more beautiful, for this desire makes oneself
stronger and more beautiful.” People need,
and want, good will, in place of endemic
contempt, in Europe, Asia, America. There
is a powerful, international desire in people
today for a just world. Aesthetic Realism is
the education that meets that desire. That is
why it is urgently necessary for persons to
study its principles.

~)—" NOTES ~ A~

! Photo taken from open sources.
URL: https://www.supportingdalitchildren.com/

asia/article/2140055/seven-killed-indias-lowest-
caste-dalits-lead-street-protests

wp-content/uploads/dalits2.jpg

2 Photo taken from open sources.
URL: https://i.pinimg.com/originals/fb/22/c3/
tb22¢30c9d37b151d9d1234eb35d85ce.jpg

3 Photo taken from open sources.

URL: https://www.scmp.com/news/asia/south-

*  Photo Courtesy of Thenmozhi
Soundararajan and #DalitWomenFight.

URL: https://www.nbcnews.com/news/asian-
america/dalitwomenfight-brings-fight-against-
caste-based-violence-u-s-n454056
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BreTHaMm — Poccus:
JHAJIOT KYJIBTYP

B cTaTbe faérca nHGopMaIusa
0 KYJIbTYPHBIX CBSA34X /[[a/IbHeBOCTOYHOIO
peruoHa Poccuu ¢ fiesiTesIIMU KYJIBTYPEI
BreTHaMa, BBICTYIIJIEHHSIX TaHIleBaJIbHBIX
KOJIJIEKTHBOB, 00MeHe KOHIIepTHBIMU
IIporpamMMaMH, IIPOBeJeHHUH COBMECTHBIX
¢ecTtuBasien. OTIeIbHOe BHUMaHUe yieJeHO
TOABM)KHUYECKOH JesITeJIbHOCTH
110 BOCCTaHOBJIEHHUIO TPAaJUIIMOHHOI0 XpaMa
U 00psAia UMITepaTOPCKOM paMUINHU ITO3THUX
Jle mpecTaBUTEJIbHULIEH POJia TOCIIOMKOM
Jle Txy MUHB. OIIUCHIBAIOTCA UCTOPUYECKIHE
$aKThI U TpaJUIIUU KYJIbTYPHI BbeTHaMa,
IaéTcd XapaKTepUCTHKA KOCTIOMOB
00psza, coobIlaeTcsI 0 TBOPUECKOM paboTe
MOJIOZEKHBIX KOJUIEKTHUBOB B1alBOCTOKA
110 IIPOBEJEHUI0 PecTaBpaliviy TaHIeBAJIbHOM
00psIOBOM KyJILTYPHI BbeTHaMa
IIPU COZENUCTBUU TOCIIOKHU Jle TXy MUHB.

KiaroueBnle ca0Ba:

BreTHaMm u Poccus, TUHACTUA I103THUX Jle,
TaHIleBaJIbHas 06psa0Bad KyJIbTypa
BreTHaMma, rocrioska Jle Txuu MUHB,

IHaJjor KyJabTyp.

Vietnam — Russia:
Dialogue of Cultures

The article provides information about
the cultural connections of the Far-Eastern
Region of Russia with the cultural activists
of Vietnam, performances of dance ensembles,
exchange of concert programs and organization
of combined festivals. Separate attention
is given to the selfless activities
of reconstructing the traditional temple
and the rituals of the recent representatives
of the Le imperial family carried out
by a representative of the dynasty Mrs.
Le Thi Minh. Description is given
of the historical facts and traditions
of the culture of Vietnam, a characterization
of the ritual costumes is presented,
and information is given of the artistic work
carried out by youth ensembles in Vladivostok
in restoring Vietnam’s dance ritual culture
with the assistance of Mrs. Le Thi Minh.

Keywords:

Vietnam and Russia, the recent representatives
of the Le dynasty, the dance ritual culture

of Vietnam, Mrs. Le Thi Minh,

dialogue of cultures.
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BreTHaMm — Poccust

€CKOJIbKO JIeT Ha3aJ, aBTOp CTaTbU
II03HAaKOMMJIACH C TOCIIOXKOM Jle TXu
MuHb — Ccynpyro¥ I'eHepasbHOTrO
KOHCcyJIa BbeTHaMa BO BilajuBOCTOKe roc-
noxuHa By 3b10HT XyaHa. 'ocrioxka Jle oka-
3ajlacb OUeHb UHTEePeCHOU cobeceHUIIEH.
OHa ¢ 60JIbIII0M JIF0O0BBIO pacCcKaskiBajia 0
KyJIbType CBOEeU CTpaHBbI U IT0KasbIBasia ¢o-
Torpa¢uu 90-1eTHe MaTepH, KOTOpasi BhI-
IIOJIHsJIa CJIOJKHBIe THMHAaCTHYeCKHe JBH-
JKeHUd. MBI TOI/ia He 3HaJ/IH, YTO 3TO Qpar-
MEHTEHI IpeBHEr0 I[JlepeMOHHaIbHOI'0 TaHIa
U YTO IIepe] HaMU IIOTOMKH 3HaMEHUTOI0
poza Jle — uMIIepaTOPCKOM AUHACTUH.

I'-xa Jle Txu MuHBb poguiiace B 1950 rony
B MHOTO/IETHOM ceMbe B ropoje Men Bai,
aIMUHUCTPATUBHOM IIeHTpe OLHOUMEH-
HOU IIPOBUHITUY, PaCIIOJIOKeHHOM! Ha ceBe-
pe BbeTHaMma. Y Heé OBLIIO 111eCcTepo OpaTheB
U cecTép. OTery 6bLJI BeTepaHOM ABIYCTOB-
CKOM peBOJIIOIIMY, BOeBaJl BO BbeTHaMCKOMI
HapOHOM apMHH C CAMOTO0 IIepBOIo JHA eé
CyllecTBOBaHHA. MaTh BeJjla X03SHCTBO.
MuHb, cTapliasg U3 JeTel, OKOHYMIA IIIKO-
Jy C OTJIMYHEeM U IIOCTyIIHJa B CaMbIX
IIPEeCTUXKHBIM BY3 CTOJIMIBI BbeTHamMa —
XaHOMCKUM UHCTUTYT MHPOPMAITMOHHBIX
TeXHOJIOTUY U CBA3H.

Pa6orasa r-xa Jle B XaHOMCKOM WHCTHU-
TyTe BHEIIHUX CBA3el. TaM OHa II03Ha-
KoMHJIach ¢ By 3BI0HT XyaHOM, KOTOPBIH
y4uJICd B PocCUY, Y BBIIILJIA 38 HETO 3aMYXK.
B 1973 rogy OH OKOHYHMJI UCTOPHUYECKUU
¢aKysbTeT BOPOHEKCKOTO YHUBEPCHUTe-
Ta, cTaj gurioMaToMm. C 1975 roma MoJ1o-
Iast ceMbs )KUBET U paboTaeT BO MHOTHUX
cTpaHaxX BocrouHo#l EBPOIIBI; Yy HUX JBe
nouepu. B 2009 roxy rocrioguH By 3BIOHT
XyaH 3aHsI IIOCT ['eHepaILHOIO KOHCYJIa
ConpanuctuuecKkoy Peciy6yinku BbeTHaM
B I. BmagusocToke. I'->xka Jle Txu MUHB 110-
CTOSSHHO ObLIa pgazoM ¢ My>XKeM. B Poccun
OHa OTKpHLIa B cebe KeslaHUe ITUCaTh CTU-
XU U MY3BIKY.

ABTOp JaHHOM CTaThbHU II03HAKOMHJIA
r-Ky Jle Txuu MUHB C CaMOOBITHBIMHU KOJI-
JIEKTUBaMHU BJIaJJUBOCTOKCKOIO /IBOpIia
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IIeTCKOT0 TBOpPYeCTBA: 3aC/ayKeHHBIM KOJI-
JIeKTUBOM IIpuMopckoro kpas O6pasiioBoi
LeTCKOM XOpOBOM cTyaued «KamepToH»
(Xy[0o>KeCTBEHHBIU PYKOBOAUTEJb — 3a-
CJIy>KeHHBIX pab0THUK KYJIBTYPHI Poccuii-
ckon depmepanuu Hartanbs I'eoprueBHa
JlupaHoBa) U 3aCIIy>KEHHBIM KOJLJIEKTUBOM
IIprMOpPCKOro Kpasi TaHIleBaJIbHbIM aHCaM-
6s1eM «IIACYHBsI» (XY 07KeCTBEHHBIN PYKO-
Bogutesb 0y HukosiaeBHa 'opb6yHOBa).
ITocsie aToro 3HakoMcTBa r->xa Jle Txu MUHB
BJJOXHOBUJIACh HJieell peKOHCTPYUPOBAaTh
¢parMeHT pUTyaJIbLHOIO MMIlepaTOpCKoO-
ro TaHIla JUHACTUHU IIO3JHUX Jle Ha cIieHe
BitaguBOCTOKCKOrO /[BOpIfa e TCKOIo TBOP-
yecTBa. OHa cTajsla 3aHUMAaThLCA C AEeTbMH,
II0Ka3bIBaTh UM JBHKEHUSI U O00BICHATH
3HaueHHe KaXKIoro >kecrTa. /lJi1 XOpoBOH
CTYZAUU elo Oblla HallkcaHa IecHs o Biiagu-
BOCTOKE, B KOTOPOM TOBOPUTCS O KpacoTe
IOBYX cTpaH (BbeTHaMa u Poccun) U fpysx6e
MeXxay JrapMu. CTUxu r-xu Jle Txu MUHB
O4YeHb 00pasHbI U U300MIIYIOT ajlyIeropus-
MH. XopoBas CTyaAus «KaMepTOH» BK/IIOUH-
JIa 3Ty IIeCHIO B CBOM peIllepTyap M 4acTo
HUCIIOJIHAET €€ Ha TOP>KeCTBEeHHBIX Mepo-
IPUATUAX, IIOCBAIIEHHBIX IIPasgHUKaAM
BiraguBocTOKA U [IpEMOPCKOro Kpas.

B 2012 roxy cpok Ciy>KO0bI y TOCIIOZUHA
By 3b10HT XyaHa 3aKOHYHJICS, U OH C CYIIPY-
IO BepHYyJICd BO BbeTHaM, rie HavaJl Ipe-
Io/laBaTh B XaHOMCKOM IOCYyapCTBEHHOM
YHUBEPCUTETE, a r->ka Jle Txu MUHB ITpO/0JI-
JKHJIa [1eATeJIbHOCTh 110 BOCCTaHOBJIEHHUIO
IIaMsATH O CBOUX BeJIMKUX IIpeIKax.

Poccuss — BbeTHaAaMm

B ToMm xe 2012 rogy B r. Xani$poH Ha
MeXXayHapoaHBIM ¢ecTHBaIb HapPO/O0B,
IIPO’KUBAKIIUX B JlesibTe KpacHOM peky,
Obly1a IIpUIJIallleHa Jiesieralus ot I. Biagu-
BOCTOKA. AHCaMOJIb «IIISICYHBbsI» ¥ XOpOBast
cTyaus «KaMepTOH» II0Be3JIX /I BBICTY-
IUJIEHUS, IOMUMO CBOUX JIYUIIIUX HOMEPOB,
U HOBBIe: IIOCTABJIEHHBIN I-KoU Jle Txu
Munb «KoposieBckuii TaHel» (Cung Dinh)
U HaIlUCaHHYI elo IleCHI0 «IIpeKpacHBIN
IIPUMOPCKUN TOPOJ».
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B Xari¢oHe r-xa Jle Txu MUHBL OpraHu-
30BaJla 9KCKYPCUIO B «beJIyro marogy» s
POCCHUMCKOMH Jiejieraliiy, e eé yyacTHUKU
yBUZeJIU QparMeHT IiepeMOHUU, KOTOPHIHN
UCIIOJIHUJIN I HUX CIYKUTEJH Xpama.
JleficTBUe IJIMJIOCH 2 4Yaca, 3a 3TO BpeMs
TJIaBHOE JIeUCTBYIOIIlee JIUIT0 (HaCTOsATe Ib-
HUIa XpaMa r-xa HryeH Maii 3yHr) 11epeBo-
IJIOTUJIACh B BOCEMb Pa3/IMYHBIX II€pCOHA-
JKel, uieHOB JuHacTuu Jle. IIo oKOHUaHUU
BHU3UTa Jiesierariuu r-xa Jle Txu MuHb 110/1a-
pHiIa pocCUIHaM KOMILIEKT KOCTIOMOB /I
UCII0JTHEeHUA «KoposieBCKOoro TaHa» (Wi. 1).

Ha. 1. BeilcmynsieHue aHcam6.15
HAapooH020 maHuya «IIAscyHba»
8 XaHotickom 20Ccy0apCmeeHHOM
YHuegepcumeme. 2012 200
(e. XaHoll, BbemHaM).
domo asmopa cmamauu

ITaMsATH BeJIMKHUX IIPeJKOB

B 1428 ronxy mocJiie AJIUTEJIBHOTO COIIPO-
THUBJIEHUS KUTAaMCKUM 3aXBaTYHMKaM K BJIa-
CTH BO BbeTHaMe IIPUIIIYU ITIOBCTAHIILI IO,
PYKOBOJACTBOM TaJIAHTJIMBOIO BOeHaYaIb-
HukKa Jle Txau To, ©U3BECTHOTO B HapO/e KaK
Jle Jlon. Co BpeMeHeM ero IIpaBJIeHUs CBS-
3aHO He TOJILKO MHOI0 JIeTeH]l, HO U TO, YTO
TOCYAapCTBO BCTYIIMJIO B IIEPHOJ, paciiBeTa
HayK ¥ HCKYCCTBa. BbeTHaMIIbl CMOIJIH,
H3THAB U3 CTPAaHbl KUTAUCKUX 3aXBaTYHU-
KOB, BEIWIEHUTh JIy4Illee U3 MHOTOBEKOBOM
KUTaUCKOM KyJIbTYPhI U HAIIOJTHUTD €€ HO-
BBIM cofiep>kaHreM. O6pasIibl TBOPUYECKUX
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IIpOU3BeleHUI MUHBLCKOM TUHACTUH BhET-
HaMCKUM Hapoj IlepepaboTasl ¥ 060raTHII
CBOMMU XapaKTepHBIMU CIOXKeTaMU U 006-
pasamu.

[71aBeHCTBYIOIIUNA BO BbeTHaMe KyJbT
IIpeKOB 06P&JI B 3T BpeMeHa HOBYIO aTpH-
OYyTUKY U cTaJ 60Jiee KPaCOUYHBIM U HaChI-
IIIeHHBIM. Bo Bce BpeMeHa BbeThl BO3/IBU-
raJId aJITapy CBOUM YMEPIIIUM POLUTEJISAM,
HO UHTEeIPUpPYys IIBbIIIHBIEe IIPUBOPHEIE I1e-
PEeMOHMHU KUTANUCKUX UMIIepPaTOpOB, OHU
CO3/laId CBOM IlepeMOHHAaJI ITOKJIOHEeHUs
IpeaKaM. B Karkioi iepeBHe CTaId BO3ABU-
raTh XpaMOBble KOMILJIEKCBI, IIOCBAIIIEHHEIE
BBITAIOIIIMMCS OCHOBATEJIIM POZa, KOTOPhIe
MHOIO CZeJIaJIu I IIPOIIBeTaHUsA CBOeH
ceMbH. /JIg cOXpaHeHUs IIaMaTH 00 UX Jie-
JlaX CJ1arajvch IIeCHU U IIPOBOSUIICS PUTY-
aJI, BO BpeMs KOTOPOTIO CIYKUTeJIb Xpama
UCIIOJIHAI OCOOBIN TaHell. I ueM 3HaTHee
OBLI pOJI, TEM OO0JIbIIIee KOJIMYECTBO XpaMOB
BO3BO/JIMJIOCH B UECTh €r0 OCHOBATeJIe.

HmriepaTopsl Jle IIpaBUIU CTPAHOM MHO-
T'¥e TOAbl U OCTaBUJIU IIOCJIe cebs IIpoIiBe-
TAIOIIYI0 CTPaHy C Pa3sBUTOM CEThIO YHHU-
BEPCUTETOB U IIIKO0JI, 60JIbHUL U TeaTpOB,
CaMOOBITHOM KYJILTYPOH.

BreTHaMCKOMY HapoJy 4acTo IIPUXO/IH-
JIOCH OTCTauBaTh CBOI0 HE3aBUCUMOCTb U
60pOThCA C OUeHb CUJIbHBIMU IIPOTUBHU-
KaMH, KOTOpbIe Haca’kaJId UM CBOHU IleH-
HOCTH. BbeTHaMIIbI BCer/ia BBIXOAUIH I10-
6euTe I IMU Y IIPUBHOCUJIU B CBOIO KYJIBTY-
Py JIydllirie 06pasiibl MUPOBOTO UCKYCCTBA.
" TeM ocTpee CTAaHOBHJICA BOIIPOC O CO-
XpaHeHUHU CBOell caMOOBITHOCTH. Hepenko
XYO0)KHUKU BOJIBHO OTHOCATCSI K CBOEMY
9THOTeHe3y: K IIpUMepy, B IpeBHUe OpHa-
MEeHTBI BHOCAT CTUJIM3AIIUU U BKpaIlJIeHUA
HUHBIX KYJIbTYpP, UHBIX CTUJIeH. OIBIT BheT-
HaMa B 3TOM OTHOIIIEHUH 3aCIy>KHUBAET 0CO-
60ro BHUMAaHUA: TaK, Ka>KAbI HapOLHBIN
TPaSUIIMOHHBIN KOCTIOM 3[jeCh KaJIbKUPY-
eTCsl, HUKaK{e HOBOBBeJIeHUs He [[0ITyCKa-
I0TCA. YUUTBIBAETCHd KaXkK[as JeTallb, Kax-
IbIN HI0aHC. O6BIYHO KOCTIOM COCTOUT U3
YETKO OIIpe/ie/IEHHOI0 KOJIMYeCTBa YacTen
U nBeTa. Kaxxzass, kasaaoch ObI, MeJI0Yb He-
CET CaKpaJIbHbINA CMBICII.
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B XpamMoBOM TaHIle IIO3AHUX Jle yIUBU-
TeJIbHO KOJUYEeCTBO aTPUOYTOB YKEHCKOT0
KOCTIOMA: YeTHIPEXYroJIbHBIN IIEJIKOBBIHT
IJIaTOYEK C BepéBouyKaMu (¥ieM), IjIaThe
(ao3ai1), 06Ka, II1apoBapkl, ClielfiaJlbHbIe
JIEHTHI Ha HOTH, I105IC Ha TaJIMIO, JIEHTA I
BOJIOC, CIIeITMaJIbHOe yKpallleHue I BO-
JIOC, CEpbI' U TOJIOBHOM yOOp B BUJIE CKPY-
YeHHOT0 B PYJIOH II05Ca, U ellfé — yKpalle-
HUe Ha I11er0. M3 0ImMcaHHOTO BUHO, KaKoe
KOJINYEeCTBO IIpeAMETOB OBLJI0O HEOOXO0IUMO
U3TOTOBUTh U BOCCTAHOBUTH [JI IIPOBe-
IleHUd IlepeMOHHaja Ha IIpuMepe TOJIBKO
OJTHOTO KOCTIOMA. A JIJI1 UCIIOJTHEHUS BCen
CJIY>KOBI He06X01MMO 14 KOCTIOMOB (BOCCTa-
HOBJIEHHBIX Ha CETOIHAIIIHUM eHb).

Ka)X[pIi1 KOCTIOM COOTBETCTBYET IIepCo-
Ha)Xy IlepeMOHUU. VICIIoJTHUTEIIb HaZleBaeT
KOCTIOM U aKCecCyaphl OIIpe/IeJIEHHOTO I1ep-
COHa’Ka, ¥ IIPU [IOMOILY MeJUTallU IIPOUC-
XOUT IIepeBOILIOIIeHMe. /lefiCTBHe COBep-
I1aeTcsl o/ My3bIKy. THOT A /151 ITepeiaun
CIIeHMYeCKOro obpasa HCIIOJTHUTEJII0 Tpe-
OyeTcs I1epeBOIIOTUTHCS B YKeHIITUHY WU
MY>KUHUHY U 3aKyPUTh TPYOKY. JIpyroi nep-
COHa’K CKayveT BJI0JIb PeKH (B pyKax IUIETKA
U pasBeBawIUMcs 6esblii mapd). MHorma
IIepCOHa’K IeICTBUS KOHIJIMPYeT MedyaMy,
n3obparkas cpakeHHe.

Bcd 11epeMoHUS, COTPOBOKAAeMasi My3bl-
KOH U IIeHUeM, JJIUTCI 8 4acoB.

Po0BOI XpaM KaK BOILIOII[EHHE
HaIHOHA/ILHBIX TPaUITHHi

B 2009 rony y r-xu Jle Txu MUHB I1051-
BHJIACh BO3MO’KHOCTE BOCCTAHOBUTH CBOM
POLOBOM XpaM, KOTOPBIX HAXOAUTCS B paut-
oHe bath Jlam (rpoBuHIMsS e HUHB, TO-
pop e Baii, CeBepHBI BheTHaM). KuTeiu
ropojia COXpaHMU/IX aTPUOYTHI U CTaTyH aJl-
Tapsi, HO caMo 3JjaHKe CUJIBHO II0CTpagaslo.

I'-xa Jle Txu MUHb Ha CBOHU Cpe/CcTBa
HaHsJIa paboyux M 3aKyllMa MaTepHa-
JIBL JIJI1 BOCCTaHOBJIEHUA Xpama. Briociesn-
CTBUH K HeY IIPUCOeJUHUJINCH YIEHBI ce-
MBbU U 3aMHTepecOBaHHbIe JIIOAU. JKuTeniu
IlepeBeHb, I7ie OBLIU PacII0I0KeHbI XpaMBl,
OKa3bIBAJIM IIOMOIIL B BOCCTaHOBJIEHHUH
paspylieHHBIX 3LaHUM. Hago IIOMHUTE,
4TO 3JaHUS PacIIOIO’KeHbl B 30He TPOIIU-
YeCKOro KJIMMaTa ¥ II0ABePrarTcs YaCThIM
HaBOJHEHUAM, a MeCTHasl PaCTUTEJIbHOCTH
O4YeHb OBICTPO 3aXBaThIBaeT IIyCTYHOIIIHE
TEPPUTOPUH.

I'->xa Jle Txuu MUHB ITIOCTOSITHHO YyBCTBY-
€T OTBETCTBEHHOCTD 3a COXpaHeHHe I1aMd-
TH 0 CBOMUX IIpeJKaX U IIPOJ0JDKAeT [eJIo
CBOeM MaTepH, KoTopasd 10 94 jieT IPOBOU-
JIa puTyas XpaMOBOIo TaHIla. B HacTosIee
BpeMd r-ka Jle Txuu MUHE caMa UCIIOJIHSIeT
9TOT PUTYyaJI BO BpeMs IIPOBe/ieHUs 00psza
(mi. 2).

Ha. 2. Tocnoodca JIe Txu MuHb cosepuiaem uepeMOoHUA/TbHBLI MaHey, Y 80CCMAHOB8.1eHHO20 €10
Aamaps Xpama dunacmuu no30Hux Jle (2. Hen Baii, BoemHam)!
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Ha. 3. 3on10moii anmaps Xpama duHacmuu no3oHux Jle,
80CCMAHOBAEHHDLU 2-dicoll JIe Txu MuHb
(2. Hen Baii, BremHam)

ITpuCTYyIIUB K U3yUYEeHHIO 3TOT0 PUTYyaJIa,
aBTOP CTAaThbU CTOJIKHYJIACH C IIPO6JIeMOM
uaeHTUGUKAITUU JaHHOTO BU/ja UCKYCCTBA.
W3 pa3/IMYHBIX HAyYHBIX UICTOUYHUKOB CTa-
JIO U3BECTHO, YTO IlepBas KpylnHas KoHe-
peHIUd 110 pUTyasaM, My3blKe U TaHIlaM
npomnwia B 1975 roxy (May van dé vé Then
Viét Bc 1978). boJsiblliast 4yacTh 3TOM pabo-
THI ObLJIA ITPOBEIeHa YUYEHBIMU HCTUTYTA
HapOLHOU KYJIbTYPBI U ITHOTPaPUUECKOI0
Mmy3es1 BbeTHaMma. IIogpo6HBIN 0630p 9TO-
ro MccaegoBanus gad Hryen Txu MeH B eé
MoHorpa¢uu «TxeH Tai», OCHOBAHHOM Ha
eé TOKTOPCKOU auccepranuu [1, c. 24-41].
TaHelr; uMeeT Ha3BaHUe JieH AOHT (Lén
dong). VuéHble IIPUIILTH K BEIBOY, UTO TaH-
HBIM BUJT UICKYCCTBA OTHOCHUTCS K IITaMaHM3-
My, TaK KakK BeIyIIUU IlepeMOHUU BIIaJia-
eT B TPaHC U IIpU3bIBaeT AyX0B. boJbIIoi
BKJIAJ| B U3y4YeHMe 00psi/ia BHECIU POCCUT-
CKHe UCCJIe[J0BaHU IlIaMaHU3Ma.

BoccTraHaBauBas XpaMbl, rocioxka Jle
Txu MUuHB He 3a0bIBajia 00 OKPECTHBIX KU-
TeJIsIX ¥ OKa3bIBaJsla IIOMOIIb CHavajla MHO-
TOIETHBIM CeMbSIM, TaK KaK caMa BhIpOcCJia
B OOJIBIIION CeMbe, a 3aTeM CTaJjla pas3jiaBaTh
OPOAYKTHI U HEeOOJbIINE CYMMBbl JeHeT
HY>KIAIOIUMCS JIFOISIM.

[IpexpacHO 3Has KyJIbTYPY U TPATUITUHA
CBOeM CTpaHsl, r-)ka Jle Txu MuHb 11ocra-
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BHWJIA Ha aJITapb CBOMX IIPEIKOB U U300pa-
JKeHHe IIepBOTro IIpe3uieHTa U OCHOBATeJ A
ConpaucTuyeckoy Pecrry6simku BbeTHaMm
Xo 1T MuHa. B cBOE BpeMs OH BBICOKO OIfe-
HUBAaJI POJIb UMIIEPaTOPCKOU JTUHACTUU
I03aHUX Jle B CTAaHOBJIEHHUH HE3aBHUCUMOT0
rocyjapcrBa. AJiTapb 3all0JIHeH U3o6pake-
HUSAMU MHO>KECTBA BeJIUKUX JIIOZIeH, CO3/1a-
BaBIIUX UCcTOpUIO0 BbeTHaMma. IloHMMas 3To,
rocroyka Jle ykpacuiia ajtTapb ¥ aJITapHYIO
KOMHATY HaCTOAIIUM 30JI0TOM (WL 3).

l'ocrioxka Jle Txuu MUHE cTapaeTcs coxXpa-
HUTh KYJbTYPy U CaMOOBITHOCTH CBOETO
HapozJa, MHOTO BpeMeHH YyZeJssds II0IIyJIs-
pHU3anu BOCCTAHOBJIEHHBIX I[epPeMOHUN
KaK HeOTheMJIEMOM 4aCTH BbETHAMCKOIO
cormoreHesa. OHa cTaJjia IIPOBOJAUTE B CTO-
june BbeTHaMma r. XaHOe My3bIKaJIbHO-TaH-
[IeBaJIbHBIe Beyepa U rajia-KOHIepThl Ha
COOCTBEHHBIE [IeHbIU U I10KEPTBOBAHUSA
6s1arorBopHTesied. ['ocrioxka Jle Txu MUHB
CUHTAET, UTO TOJILKO TaK MO>KHO «BOCIIH-
TaTh HOJJIMHHBIN IaTPUOTU3M U JIH000Bb
K CBOeU CTpaHe, IOBEPHYTH MOJIOZ0€ II0KO-
JleHUue BbeTHaMIleB K POJAHOMN KYJbType»
(M3 UHTePBBHI BbeTHAMCKOMY TeJleKaHaly
TV4 B cenTs6pe 2019 rozga).

l'ocmioka Jle Txu MuHBL caMa IIHIIET
CIIeHapHH U COCTaBJIAET IIPOTPaMMBI 3TUX
KOHIIepTOB. Ha 0e3B03Me3HON OCHOBEe
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JHajIor KyJbTyp

el II0MOrar0T MHOTHe JedTeJn KyJIbTypPhl
BreTHama. 3HaMeHUTas OllepHasd IIeBUIla
Kyanr Mao 3arrcasna Ha pajguo I1ecHro, Co-
YMHEHHYIO TOCIIOXKO0M Jle 0 BiraguBOCTOKe.
V3BeCTHBIE KOMIIO3UTOPEI IIUIIIYT MY3BIKY
K eé cTUXaM. ITU KOHIIePTHI I10JIb3YI0TCA
60JIBIIIOM IIOITYJIIPHOCTBIO Y IIpe/iCTaBUTe-
Jiell BceX BO3PacToB.

B 2019 rogy B KHUHOKOHIIEPTHOM KOM-
ekce «Pabouuii» B I. XaHOe COCTOSJICA
6OJIBIIION KOHIEPT « MUPOBOE COKPOBHUIIIEY,
B KOTOPOM IIPHUHSJ yYacTHe aHCaMOJIb I1ec-
HU U TaHIla BbeTHaMCKON HapogHOU ap-
MUHU, Beyllye COJIUCTHI OIlephl U OaseTa.
boJiee 20 3acIy>KeHHBIX apTUCTOB, Y4YaCTHU-
KOB 3TOI0 KOHIIepTa, 0CTaBUJIU CBOU QOTO-
rpa¢uu g KpacoyHoro ¢poroaabboMa.

Xopolirre OTK/IMKH U 60JIbIIIast 3aHHTepe-
COBAHHOCTB 3pHUTeJIeH BIOXHOBJIAIOT I'OCIIO-
Ky Jle Txx1 MUHG C el11€ 60JIbIIIel 9HepTHuel
BOILIOILATH CBOY H/IE€U B JKU3Hb, IIpOIIaraH-
IUpPOBaTh ipeBHee UCKYCCTBO M BOCCTaHAB-
JIUBATh XpaMbl. CBOMM TBOPUYECTBOM, 06pa-
II1as1Ch K UCTOKaM HaIlMOHAJIBbHOU KYJbTY-
pEL I-Ka Jle Txu MUHE CTPEMUTCS ITI0Ka3aTh
COBPEMEHHOMY BbeTHAMCKOMY 3PHTEJIIO,
KaKUMH MY>KeCTBEHHBIMU U CHJIbHBIMU
OBLIM UX IIpefKU, KaK OHU JIIOOUIU CBOIO
CBOOO/Y, IOPOYKUJIU €10 U OTCTauBasIU eé.
CBOMMH ITeCHSAMH U TaHIIJAMHU OHa IIPHU3LI-
BaeT COBPEMEHHUKOB IIPOJ0/DKATh HAIU-
OHAJIbHbIE TPAJUIIUU U OBITH TAKUMU Ke
CTOMKHMMH, CMeJIBIMH, My>KeCTBEHHbIMH U
He3aBUCUMBIMHU, KAKMMHU OBLIN UX IIPEJKHU.

~)— > IPUMEYAHHA -~ ~A—

! WiutrocTpaiiyiu 2 ¥ 3 — Kafphl
IOKYMEHTAaJIFHOT0 GUIbMA O ITOABMDKHUYECKOM
JledTeJIbHOCTH TOoCIIoKU Jle Txuu MUHB

110 BOCCTaHOBJIEHUIO Xpama /[MHaCTUHU
no3nHuX Jle. PIbM OBLI IEPE/IaH B Jap
aBTOpPy cTaThu B 2019 roxy.
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KaHp «MapuHa»

H €r0 Pa3HOBH/IHOCTH

B TBOPYECTBE Xy/T0>)KHHKOB
IIpEMOPCKOro Kpas

B cTaTbe paccMaTpUBaeTCs TBOPUECTBO
XYIOKHUKOB I[IpMOPCKOTo Kpasd,
paboTaBIIUX B pasHOe BpeMsd U B Pa3IMYHBIX
CTUJILIX B IIPUCYILEN KaXK0My COOCTBEHHOMN
MaHepe B Pa3/IMYHBIX Pa3HOBUIHOCTIX KaHpa
MOPCKOIO ITeii3arka, a TakKe TeX, KTO CBsI3aH
C MOPCKOM TeMaTUKOU. ABTOpP CTaTbU
aHaJIM3UpPYyeT B UX paboTax 0COOeHHOCTH
BHU3yaIM3allii 06pasa MOPCKOM BOJIHE],
IIPOU3BOIUT KIaCCUPUKALIHIO KaHpa
MapHHBI, IIpefijiaraeT [IyTH Pa3sBUTHUA
n36paHHOU TeMBl. PaccMoTpeHue
CBOe06pasya BOCIIPUATHA MOPCKOM HaTyPhI
XyIOKHUKaMH, paboTarlUMU Ha 6epery
(yc10BHO — GeperoBeIMH) U IIpodpeCcCUoHAIBLHO
MIHUIIYIIUMHA B MOpPe, II03BOJIeT BBIACHUTD
pas/jIuYusg B BU3yaJIu3allMi MOPCKOM CTUXUHU
Ha IVIOCKOCTH UX II0JIOTEH, 60Js1ee ITIy60KO
IIPOHUKHYTH B CMBICJIOBYIO CYTh 00pasHOCTH
«MOPCKOTO BJOXHOBEHUSA». ITH Pa3IUYNI
He MOI'YT OBITh IIPU3HAKaMHU IIPEBOCXO/CTBA
OJHHUX HaJ, JPYTUMH — 3TO BCETO JIUIIb
pasHble GUI0COPCKO-TICUX0JIOTUYEeCKHUe
TIOLXO/BI B peasIu3aliii JIMYHO
BBICTPaJaHHOIO YYBCTBEHHO-JIOTHYECKOI0
OIIBITA, UTO B I[€JIOM COCTaBJIsIET
Helpexofdiree 60raTcTBO XyA0>KeCTBeHHOM!
MOPCKOH KyJIbTYpPHI [laibHero BocToka
Poccum.

KiroueBble CJI0Ba:

>KHBOIIHCE, YKaHP «MapHHa», TO/HKaHPBI,
XYI0KHUK-MapUHUCT, MOPCKOH Ie3ax.
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The Genre of Marine Painting
and its Varieties

in the Works of the Artists

of the Primorsky Region

The article examines the work of artists
of the Primorsky Region who created art works
at different time periods and in different styles,
in their own manner in various subgenres
of the sea landscape, as well as those related
to the marine theme. The author of the article
analyzes the simplicity and complexity
of visualizing the image of the sea wave in their
works and makes a classification of the genre
of marine painting and proposes paths
of further development of the chosen theme.
Examination of the peculiarities of perceiving
the nature of the sea by artists working
on seashores (conditionally — “seashore
artists”) and professionally working at sea
makes it possible to elucidate the differences
in the visualization of the sea element
on the dimensions of their canvases
and to penetrate more deeply into the semantic
essence of the imagery of “sea inspiration”.
These differences can in no way be signs
of the superiority of some artists over others —
they are merely different philosophical
and psychological approaches
to the implementation of personally endured
sensory-logical experience in their works,
which in general constitutes the enduring
wealth of the artistic maritime culture
of the Russian Far East.

Keywords:

painting, marine genre, subgenres,
marine painter, seascape.
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aHp «MapHUHa» KaK «BI0OXHOBEHHE

MOpeM», HeCMOTps Ha BCé 6oJiee

KPYTO B3BHMHYMBAIOIIYIOCS CIIH-
pajb Imporpecca, BCE elé He TOJIBLKO IIpO-
[loJKaeT BOJIHOBATh UYBCTBEHHBLINM MUD,
HO U BJIMSET Ha paljoHaINu3M J1eCTBUN
yesioBeka XXI Beka. ['paHIM03HEIE IIJIAHBI
pasBUTHUS OTpacjaell POCCUMCKUX pPeruo-
HOB, IIPUMBIKAKOIIUX K TUXOMy OKeaHY,
BO3poXK/eHUe CeBepHOI0 MOPCKOIO IIYTH,
CTPOUTEJIbCTBO MOIIHEHNIIINUX JIe0KOJIOB,
HUX JKCILIyaTallyusd TpeOYyHT KaK BBICOKO-
KJIACCHBIX CIIeITHaJIUCTOB-UHKeHEePOB, TaK
U He MeHee IIpeJaHHbIX CBOEMY JIeJIy JII0-
Ziel B 06J1aCTH UCKYCCTBA.

[IpuMoOpCKUe XYJ0KHUKA MHOTHX I10KO-
JIEHUY CBOMMHU IIPOU3BEIeHUSIMU MOPCKOM
TeMaTUKU IPo6y»KIaaIu sMOITUH, GOpMUPO-
BaJ/IU JIOTUKY IIOCTYIIKOB IOHBIX U 3PeJIBIX
aJIbHEBOCTOYHUKOB, IIOCBATUBIIIHUX CBOIO
JKU3Hb MOPIO, B IIOJTHOM Mepe 0CO3HAIOIIUX
TATOTHI U HEyA06CTBa BHIOPAHHOTO ITYTH.
Mopo¢oreHes UX CaMOOTBEP)XeHHOCTHU U
IIIUPOTHI AYIIH 00YCI0BJIEH He TOJILKO 00-
CTOSATEJILCTBAMU COOCTBEHHOIO U KOJLJIEK-
THUBHOTO IIPe0/I0JIeHN s, Ka3aI0Ch Obl, HelIpe-
O[I0JIMMOTO, HO U TeM CBETOM, O3apeHHeM,
KOTOpOe JaéT U reorpapuyueCKU-IIPUPOSHOE
IIPOCTPAHCTBO, U OIIBIT IIPebIIYIIIUX II0KO-
JIEHUY, IlepelaHHbIN U SIPKO IIpe/CTaBJIeH-
HBIU B JIYYIIIUX IIPOU3BEEHUIX UCKYCCTBA.

B I[IpMOpPCKOM Kpae TPyAHUINCH MHOTHE
npodeccroHaIbHbIE XYI0KHUKU. Cpeir HUX
He TOJIbKO OKOHUYMBIIIMe [IpUMOpPCKUM Kpae-
BOM XyZI0’KeCTBEHHBIN KOJUIe[DK U JlabHe-
BOCTOYHBIN I'OCYJapCTBEHHBIM HUHCTUTYT
HUCKYCCTB, HO ¥ BBIIIYCKHUKU y4YeOHBIX 3a-
BeJleHU! IPYIUX rOpoJi0B CTPaHBbl, a TaKXKe
XYOKHUKHU IIPeIIeCTBYIOIHMX IIOKOJIE€HUMA.
[TouTH KaXKIpId U3 HUX, yepIliasg CBOe BJ[OX-
HOBeHMe B HaOJII0/IeHUSIX MOPCKOM CTUXUH,
mpo6oBaJl cebsd B MOPCKOM Irerizake. OHa-

KO BBIJAFOIIIMMHUCSA IIPUMOPCKUMU MapHUHU-
CTaMH MO>KHO Ha3BaTh e/iBa JIU UyTh O0Jiee
IecsATKa >KuBoImcrieB. Ho 6yayium uccie-
ZoBaTeJIIM eCThb HaJi 4eM 3/lech paboTaTs,
4TOOBI OTKPBITH U HOBBIE, U 3aTEPTHIE Bpe-
MeHeM UMeHa.

PoroHayalbHUKaMH IIPUMOPCKOM U B
[1eJIOM [JaJIbHEeBOCTOYHONM MapHUHUCTHUKH
npuHdaTo cuuTaTh H.M. IlITykKeHO6epra
(1880-1937)! u IL.II. KysHriieBa (1912-1997)
BMmecTte ¢ TeM, 0T[iaBas JaHb I1ePBOIIPOXO-
11aM, He06X0MMO BCIIOMHUTH U TeX, KTO pa-
6o0TaJI 371ech 3a/10J1r0 10 Hux: ®.®. baraHia®
(1. 1) 1 A.A. CaxaposBa (1856-?)% a Takxe
IJOCTOMHO ITOAXBaTUBIIIETO 3Ty 60jiee ueM
II0JIyTOpaBeKoBYIo acTadetry B.U. IluiisgeBa
(1948-2017)°, KOTOPBIH B CJIOKHBIX YCIOBU-
X KyJIbTYPHOT'0 U COITHAIbHO-9KOHOMMUYe-
CKOro mu3sjioMa KoHIla XX u Havasia XXI Be-
KOB CMOT IIO[{HATH Ha HOBBIX YPOBEHb U Pas-
IBUHYTH MacIlITab TBOPYECKOM MacTepPCKOM
IIPUMOPCKUX MapUHUCTOB [12, c. 185-194.].

HckyccTtBoBen B.U. Kanpawiba, 6yayuu
IeKaHOM /[aIbHeBOCTOYHOM roCyfapCTBEeH-
HOM aKaJleMHUH UCKYCCTB, BO3PO’K/AaJl I10Y-
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Ha. 1. .9. BazaHy. «byxma Baadugocmoxk
(AInoHckoe mope)». AKkgapenw, 1864-1865.
Bubauomexa Pocculickoll akademuu Hayx.
CaHnkm-IIemepbyp2®



KapTunHas ranepest

Han. 2. A.A. Caxapos. «Boil ackadpeHH020 MUHOHOCUA ,,CMpauHbLil”
C WecmbHo ANOHCKUMU MUHOHOCUAMU 8 HOUb Ha 31 mapma 1904 200a».
1904-1906. Xoacm, macao. 56x1047

TH UCUe3HYBIIINe U3 HallleH 0011eCTBeHHOH!
IIaMATH COOBITHA XY/07KeCTBEHHON JKU3HU
[IprMOpBS BTOPOM II0JI0BUHEI XIX 1 Hauasia
XX BekoB. OH IT0Ka3aJjl B TOM YHCJIEe U UCTO-
KU peTMOHAaJIbHOM MapUHUCTUKU. Tak, aHa-
JIN3UPYS PasBUTHEe MOPCKOIO IleM3aka B
HauaJle XX BeKa, OH KaK «KHUBOIIHCIIA-IIPO-

deccroHasa» B IIEPBYI0 OUepeb OTMeYaeT
A.A. CaxaposBa (ui. 2) [9, c. 45-47]. Ony6siu-
KOBaHBI JIeCATKHU CTaTed, B TOM YHCJIE U
B.W. Kauapi6w [10, c. 6, 102], o TBOpuecTBe
H.M. llItykkeH6epra (ui. 3) u ILII. KysaH-
11eBa — IIpo¢decCuOHaJIbHBIX MOPSIKOB, Ka-
IIUTAaHOB-MapUHUCTOB. I[IpousBeeHUSIM

Ha. 3. H.M. IlTmykkeH6epe. «/Iedokon ,,KpacuH” 80 ab0ax».
1936. Xoacm, macao. 68,5x103. Ilpumopckas 20cy0apcmeeHHas KApMUHHAsL 2aiepesi.
H3 koanexkyuu Baaducaassl MameeegHbvl bogkeguu’®
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B.U. IllungeBa (ui. 4) HEOZHOKPATHO Ja-
BaJlaCh BBICOKAs OIleHKa MCKYCCTBOBEOB
JL.U. BapsiamoBoH [2, 3] u O.1. 30T0BO1 [6,
c.21; 7, c. 16; 8]. CiremyeT 0c060 BBIJ€IUTH
POJIb 9TOTO MapUHUCTA, 13 JIeT paboTaBIIe-
r0 HEeIIOCpe/ICTBEHHO B MOpe Ha phI00JI0BEIl-
KHX U TPAHCIIOPTHBIX Cy/IaX, B BOCCO3[aHUU
TOYHBIX 00pas3oB JiereHJapHbIX KopabJei
Tuxoro okeaHa Ha 6e3yIIpeuYHO 0TOOpakEéH-
HBIX UM TaKHX Pa3HOJIUKUX MOPCKUX U OKe-
AHCKUX BoJIHAX [11, c. 323-329]°.

Han. 4. B.Y. lunses. «IlIxyHa ,Xeda”
y 6epezoe Kamuamxur.
2008. Opzaaum, macso. 50x70.
YacmHasa Koanrekyus®

[TpousBeleHUd BCeX BHIIIEIIePeYUCIeH-
HBIX MAPUHUCTOB, BHIIIOJTHEHHbBIE B TPau-
IIUAX PYCCKOr0 KJIACCUYECKOIro peaiu3Ma,
BBI3BIBAIOT BOCXUIIIEHUE KaK Y JIIOOUTeJIeN,
TakK U y IIpodpecCUOHAIBLHO IIOATOTOBJIEH-
HBIX IIeHUuTeJIel UCKyCcCTBa. IMEHHO OHU
BBI3BIBAIOT 3CTETUYECKYI0 TOPIOCTH U 0CO3-
HaHUe 0CHOBATEJILHOCTU XY,07KeCTBEHHbBIX
00pa30B 1aIbHEBOCTOUYHBIX CUMBOJIOB OCBO-
eHUs TUXO00KeaHCKUX IIPOCTOPOB, COCTaB-
JISIFOT 30JI0TOM QOHJI KYyJIbTYPHOI'0 MapHUHU-
CTUYeCKOr0 HacJe[us peruoHa. Bmecre ¢
TeM B 3TOT GOHJ, BXOIAT Pab0oThI HE TOJILKO
H3BECTHBIX XYI0’KHUKOB-MapHUHUCTOB, HO
U IIPU3HAaHHBIX KUBOIIUCIIEB U I'PaPUKOB,
KOTOpBIE B CBOEM TBOPUYECTBE Y/ eJIsIU BHU-
MaHUe B TOM UHCJIe U MOPCKOMY IIef3aKy.
Cpeu HUX JAaJIbHEBOCTOYHBIE XYI0KHUKU:
®.H. babanuH, B.1. bouaHi1ies, H./[. BOJIKOB,
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10.1. Bosikos, B.1. I'ityxos, B.U. IIpokypos,
B.®. THO3eMI1eB, U.A. U0HUYeHKOB, II.T. Ku-
npusaHoB, H.M. Kiigauy, E.M. Kopk, K.C. Ko-
uy6el, B.H. [leTpos, H.H. IleTpos, A.H. Il1e-
muBLes, M.B. Pribauyk, K.H. Ille6exko,
I0.C. Paués, B.C. Paués, 10.A. Pe3HHUEHKO,
H.II. Caynun, M.U. TaboJsikuH, A.B. Tesie1os,
I'.B. [Ipuxoasko, A.A. Cy66oTuH, P.B. I'BO3-
neB, C.A. KoHOBaJIOB U MHOTHE [pyTrue.
Y Ka)K[[oro U3 HUX paboThl BHIIIOJIHEHEI B
CBOel COOCTBEHHOU MaHepe, y HUX PasHbIi
CTHJIb, pasHble IIOAX0AbI K U300pa’keHUI0
«Maryu¥ )KUBOM BOJIHBI», HO UX 00beJUHAET
OJIHO CTpeMJIeHHe — IlepefiaTh, «<He pacILie-
CKaB», 0c00yI0 KpacoTy THUX0ro okeaHa.

CerofgHsIIHee IIOKOJIEHHE MOJIOABIX
TBOPIIOB IIPOZOJDKAET JIYUYIlle TpagUulliu
aJIbHEBOCTOYHBIX IIPUBEPIKEHIIEB KaHpa
MapuHLL. HesaypsanHbele XyL0KHUKHU-MapU-
HuUCThI C.A. KoHOBasI0B (W1. 5) 11 P.B. 'BO3/1eB
(11. 6) B IIOMCKaX BBIPAasUTEIBLHOCTH MOD-
CKHX 00pa3oB He TOJIBKO II0JIyYUIU IIPU3Ha-
HUe CBOUX KOJLJIET, 110 ¥ CTaJIU IIOIYJIIPHEI-
MU cpefy IIpumMopIies. [Io-cBoeMy ITOHUMast
U IIpe/ICTaBJIgsA MOPCKOM JKaHp, XYA0KHUKHU
E.A. bocak, A.B. TostoBaHOBAa, A.JI. KasaHI1ieB,
A.A. 31oTtHUKOB, K.A. PoBHasg, B.A. Vpxy-
MOB, B.JO. ®énopoBa Iiepefar0T 3pUTeIIM
9MOITMOHAJIBHBIN OIIBIT, IIPUIJIAIIAI0T UX K
PasMBIIIEHUAM O CyZb0e U )KU3HU YeJIoBe-
Ka Ha nobepexbe.

ITo 9KCIIO3UIIUAM BJIAJUBOCTOKCKUX BBI-
CTaBOK MOJKHO CYJUTE O TOM, UTO PEJKO Ka-
Kas U3 HUX 00XoguTcs 6e3 IIpou3BeleHUN
JKaHpa, pacKphIBAKIIEr0 MHUP MOpPs, eC/IH,
KOHEYHO, OHAa He CIIelfiaJU3UpOBaHHasd.

BroxHOBeHHEe MOpeM HUKOIO He OCTaB-
JI1eT paBHOAYIIHBIM. BeckoHeyHOe pas-
HoobOpasue BOIUIOIIEHUS B IJIOCKOCTHOM
dopmMaTe KOJIBIIIYIEeCs, TPO3HO-0IIaCHOMU
U JIaCKOBO-0€3MATEKHOM CTUXUHU JAaET BO3-
MOJKHOCTb BHUJIETh U IIPOCTOTY, U CJIOXK-
HOCTB eé BU3yaIU3alliy B IIPOU3BEIeHUAX
IIPUMOPCKHUX XYA0KHUKOB. OT CHUMBOJIAYe-
CKOM MOHOXPOMHOM IT0JIOCKH Y TOPHU30HTa
0 TPAHAMO3HBIX HETJeHHBIX TBOPEeHUH
y>Ke YIIOMSHYTBHIX BBIIle MAapUHUCTOB —
BCE 3TO MHOroob6pasue TpebyeT oCMBbICIIe-
HUS U 0000111eHUS.
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Hna. 5. C.A. KoHnosanos. «Iloayocmpos bacapeuHa».
2019. Xoacm, macao. 70x50. HacmHas Koarekyuus!

Ha. 6. P.B. I'8030€8. «3eEHas 60/HA».
2017. bymaea, akeapesw, 6eauna. 48x62. Yacmuas KoANeKUUs?
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Kak cBHUzEeTeJbCTBYeT HUCTOPUYECKUU
OIIBIT, CAMBIMH YCIIEIITHBIMU MapUHUCTaMU
CTaHOBWJINCh, KaK IIPaBUJIO, BLICOKOOOpaso-
BaHHbIe YKUBOIIMCIIBI U IIPOpeCCUOHAIbHbIE
MOPSIKU-XYTO’KHUKU. ITa «II0YTH 3aKOHO-
MepHOCTb» OOBICHSIETCS TeM, UTO U Te,
U JIpyTHe IIOO0JTYy HabJIOfaau MOpe He
TOJIBKO C 6epera. B3Iy Ha HaTypy C CYIIHN
U B3IJISA] C TaTy6bI KOpabJsist 00yCI0BIUBaAET
0C0OeHHOCTH eé BOCIIPUATHS, a 3aTeM U 0CO-
6eHHOCTH eé peaiM3al[UuU B IIPOU3BEJeHUN
MOPCKOTO IIeii3a’ka 6eperoBbIMHU (yCJI0BHO)
XYZ0’KHUKaMU U XyT0KHUKaMU-MOPSIKaMH.
MHoroMecgs4Hoe OJHOOOpasue 3pUTeJIb-
HOM KapTHUHBI 38 WIIIOMUHATOPOM MOXKET
HaBeCTH TOCKY M YHBIHHe Ha KOI'0 YIroJHO,
HO TOJIBKO He Ha UCTUHHOTIO XYZ0’KHUKA.
B sTOM 0Z1HOO6GPa3HUM OH BUJUT MY3BbIKY IBe-
TOBBIX OTTEHKOB U UT'PY JKUBOTPEIIEITYIITUX
00BEMOB, OIITyIlaeT BOCTOPT OCTPHIX UYBCTB
«BJIOXHOBEHUS MOpPeM», aCCOIIUUPYEeT CBOU
BIIeYaTJIEeHUsI C PajloCThI0 IIPeof0IeHUs
U 060JIbI0 pasIyKH, TOP>KeCTBOM moben U
ropeybl0 yTpaT. BIIocjaeCTBUU 3TO yIIOe-
HUe, BeCh 3TOT IICUXO0JIOTUYECKUH pealrusM
BBUJIMBAIOTCI TaJIAHTJIMBBIM MacTepoM Ha
XO0JICT U 0CO6€HHO CHUJILHO OyzopaskaT BO-
obpa’keHuUe 3puTessd, KOTOPBIN yKe UMeJl
I1I0/{00HBIH OIIBIT IIepesKUBaHUN. AHAJIOTHY-
HYI0 CUTYyaIiI0 HaMepeHHO II0JYépKUBaeT
A.M. TOpOTHUIIKHI B CTUXOTBOPHOM BOIIPO-
ce xymoxHUKYy ILII. KygHIieBy: «Heyxeau
OpIBaeT BOJA CTOJIb PasJIMYHOTO I[BeTa?»
[5]. BesyciioBHO, GbIBaeT U GecIioliagHasd,
Kak «/leBaThIH Bas» y M.K. AI1Ba30BCKOTIO,
U 3a00T/IMBad, «I'yJIbJIUBasi» BOJIHA, BBIILIIEC-
HyBIIIasl Ha CYIIy IIYIIKUHCKOTO OYAyIlero
cJ1aBHOTO Itaps CayiTaHa.

JKanp mapuHbl TpebyeT I1y60KOro I10-
HUMaHUs IIpeJMeTa TBOPUYECTBA, HeJI0-
JKHHHOTO BOOOpakeHUsI U He3aypsHOTO
MacTrepcTBa. Bcé aTO JeMOHCTPUPYIOT BBI-
Jarolyecs paboThl IPUMOPCKUX XYL0KHU-
KOB. AHa/IM3UPYs UX [IPOU3BEJIeHNU, a TaK-
JKe HacJlefivie BeJIMKUX MapUHUCTOB Poccuu
U 3anajgHoM EBpOIIb], Heslb3d He 00paTUTh
BHUMaHUs Ha TO, UTO pa3BUTHe KaHpa Ma-
PUHBI He OTPaHUYUBAaEeTCs CTUIUCTUKON
IIpon3BeJleHUN. Hesb3s TakyKe He 3aMe-
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TUTH Ipo6JieMbl U PpepeHITHaIIIN Pa3HO-
obpasusd BHU/I0B BHYTPU CaMOI'0 MOPCKOTO
’KaHpa (K IIpuMepy, B UCKYCCTBe IIopTpeTa
BBIJIeJIII0T O0JIee ZecATKa >KaHPOBBIX pas-
HOBHUIHOCTEWM).

JKaHp MapuHEI OIIpe/iesIs1eTCs B CII0BapsIxX
U 9HIIUKJIOIIeIUUEeCKUX U3TaHUIX CIIeyI0-
muM obpasom: 1) MOPCKOM BUJ UJIU Kap-
THUHa (a Tak)Xe PUCYHOK JIU60 IrpaBropa),
usobparkarolue Mope; 2) )KaHp U300pasu-
TeJIbHOTO UCKYCCTBA, B KOTOPOM OCHOBHBIM
SBJISIETCS 0TOOpakeHre MOPCKOM CTUXUU B
PasHBIX COCTOSIHUSAX, B TOM YHCJIEe BOILIOIIe-
HUe 60pPBOEI C HEIO UeI0BeKa, II0IIaBIIIero B
mrropM [13].

To ecTb MapuHa — Pa3HOBUHOCTE IIeH-
3aka. OJTHaKO U 3TOT KaHp MMeeT CBOU pas-
HOBHUJHOCTH, KOTOpPBLIe 0TOOpa’karoT pas-
JIMYHBIE COCTOSHUSA MOPS B 3aBUCUMOCTH
OT IIOrOJbI U BPEMEHHU CYTOK (IeHb, HOUb,
CYMepKH), MHOT006pasHble CUTyalluu B3au-
MOJIEMICTBUSA YeI0BeKa U BOAHOMN CTUXUH, a
TaK)Ke BUZIbI OTKPBITOT0 MOPS U I106epesKbs
(m1. 7).

[Ipu 11OAPO6GHOM HCCIEeJOBAHUUN MapH-
HUCTUKU A.A. [ITeCcTUMHPOB, OCHOBBIBAsAChH
Ha aHaJIM3e TBop4YecTBa 246 HauboJjee U3-
BECTHBIX XY 0’KHUKOB-MapHUHUCTOB, B HIO-
aHCaxX pacKpbIBaeT pasHooOpasue MeTOZ0B,
TeXHUYeCKUX IIPUEMOB CO3aHUA IIPOU3Be-
IeHUM pas3jIMYHOM TeMaTHKHU >KaHpa Ma-
PUHEL [IpH 3TOM IIIeCTh IJIaB CBOEro UCCIIe-
IIOBaHUSA OH OCHOBBIBAeT Ha IPYIIIIMPOBKe
TBOPEHUUN MapHWHUCTOB, HauboJIee II0JIHO
pacKpeiBast 0COOEHHOCTU KaKI0H KaHpPO-
BOU PasHOBU/HOCTHU:

1) mITUab;

2) BOJIHEHHe Ha MOpe: BOJIHBI,
Ipu6owu, oyps;

3) KopabJieKpyllleHue;

4) MOpe U COJIHIIE;

5) JIyHHas HOYb Ha MOpE;

6) ucTOpUsa MOpeIlyIaBaHUS, MOPCKUX
Cpa’keHUU U KopabsecTpoeHus [15].

[IpexcTaBigeTcs, YTO MOCIENHSISA KaH-
poBasi pa3HOBUHOCTh MO>KeT OBITH pa3jie-
JIeHa Ha TPHU CaMOCTOSITeJIbHBIX: «McTOpUs
MopeniaBaHUsd», «MOpCKHe CpaKeHUsI»
u «KopabJiecTpoeHue».



2020, Ne 4 %,

KapTuHHas rajnepes

Hna. 7. B.U. IITunses. «BeauKull, HO He MUXUil OKeaH».
2016. Xoacm, macao. 160x260. YacmHasa KoaeKyus's

Tax>xe MOXHO IIpefJIOKUTh PasHOBU/-
HOCTb >KaHpa MapUHBl C TOYKHU 3peHUd
IIPOCTPAHCTBEHHBIX 0COOEHHOCTEM B3TJIA/A
XyIO’KHUKA — C 6epera WiIH ¢ aayobl Kopa-
6Js1s1. Haripumep, «B3mopbe» Bo6pasio 661 B
cebs BU/IbI MOPCKUX I100epesXUU U BCE, UTO
CBS3aHO C HUMH. «BOJIBIION SHITUKJIOIIE Y-
YeCKHUH CI0Bapb» TaK OIIpefiesisieT «B3MO-
pbe»: 1) 4acTb IIOBePXHOCTHU MOps, IIpUJIe-
rawlIas K 6epery; 2) IpuMopcKasi I10J10ca
cyiu [4]. ITogckasaHa caM0M COBpeMeHHOMU
JKU3HBIO U TaKas pasHOBUHOCTH ’KaHpa,
Kak «PeraTa».

MBICIIUTCS, UTO IIpeyIosKeHHas n1udde-
peHIaIyd )KaHpa MUpa Mops He obecIie-
UUT ero HjjeaJIbHOI0 CUCTEMHOTO pasfeJie-

HUs. ECTh U Bcerga 6yAyT IOSABJIATHCS XY-
[I0’KeCTBeHHbIe [IPOU3Be/leHU, CO3/IatolIre
II0BOJ, IJIs1 CO3LaHUSI MUKCTOB, CUHTe3a Te-
MaTHUKHU U 00pasoB. B 3TOM U eCcTh Hellpes-
CKa3yeMOCTb HCKYCCTBa, pasBUTHe TBOP-
JecTBa. OJHAKO TeMaTHU4YecKas U obpasHas
IuddepeHITHALINA YKaHPaA KUBOIIUCU «Ma-
puHa» MoXKeT obecrieuuTs 6ostee 3pPeKTUB-
HBIH IIOMCK WIIOCTPAIUX K IIPOU3BeleHU-
SIM JINTepaTypshl, 60IBIITYI0 IOIIYISIPHOCTD
1300pasuUTeIbHOMY UCKYCCTBY Ha MOPCKYIO
TeMaTHKY, II0CIY>KUT 6J1arOPOJHOMY ey
JIy4dllle¥ COIMaJIM3alluu II0ApacTarIlnux
IIOKOJIEHUH, HaIJISTHO BHECET B UX BUPTY-
aJIbHBIM MUP U 9MOIUH, U JIOTUKY IIITOpMA
U IIITUJI MOPCKOU CTUXUU.

~A— [IPUMEYAHUS « ~A—

1 O mpousBegeHussx H.M. IITykkeHbepra
OITyOJIMKOBaHEI cTaThu B.U1. KaH/BIOHL,

C.A. IlnemmBIieBoi, C.I. BOpOHMHOM,

E.C. AnexcaszapoBoH, T.H. KaiubepoBoH,

3.®. luuapoBa, 3.1. MICHUKOBOM.

2 B TBoOpuecTBe ILII. KysgHIleBa HCKYCCTBOBE],
B.W. KaHapi6a mogMeUdaeT, UTO «IJIaBHOE IS
HeTO0 He TOJIbKO KU3Hb MOPsI KaK TaK0Bas,

a ’KU3Hb KopabJieli Ha Mope»,

ero yesioBeyecKasi IHepIrus Kak Obl
«BJIMBaETCA B I1apyca U KOPITyChl KopabJrel,
eCTh B UX JIBIDKEHUH HeKoe 0lyXOTBOPEHHOE
cTpemiieHue» [10, c. 102].

3 XpOHOJIOTMYeCKH, BO3MO>KHO, CAMBIM
IIepBbIM [JaJIbHEBOCTOYHBIM MapHUHHUCTOM-
aKageMuKoM 0bL1 Opunpux (Pémop) énopoBUa
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baraniy (1834-1873; HeM. Friedrich Heinrich
Bagantz), 0 MeCTHOM TBOpYeCTBe KOTOPOTO,
KpOMe CIIpaBOYHBIX CBeJeHU [1, c. 313]

U KpaTKOU MHPOpMAIIHUM O eTo ABYX
KPYTOCBETHBIX IIJIaBAaHUAX U IpeObIBaHUU

BO BirapuBocToKe B 1865 romy [TaMm ke, c. 43, 44],
TIOYTH HUYETro He U3BeCTHO. BmecTe ¢ TeM 3TO
yueHHUK MapuHucTa A.Il. Borosro6osa [14].
JlBe ero akBapeJsi ©300pakaroT OYXTy
3os10TOH Por Bo BiiaiiBOCTOKE.

% HckycctBoBen B.U. KaHmpi6a o XyIo>KHUKe-
MapuHucTe A.A. CaxapoBe IIHUIIIEeT, UTO ero
«aKaleMHU4ecKoe 06pa3oBaHUe»,
«be30TKa3HOe MaCTePCTBO», «He3aypsiiHas
PaboToCIT0CO6HOCTH» TIO3BOJISIIN C TIOUCTHHE
JKYPHAaJIICTCKOM OIIepaTUBHOCTHIO O0TPa’kaTh
«37100y mHsI». K 1907 rogy oH y>Ke Ha
IIPOTSDKEHUH 15 J1eT oKas3bIBaJI 3HAUUTEIbHOe
BJIMSTHHUE Ha XY0KeCTBEHHYI0 )KU3Hb
JaJIbHEBOCTOYHUKOB, 0Tpa’kasi BayKHeUIIIHe
COOBITHS perroHa B CBOMX paboTax, ycTpauBas
XyZ0KeCTBEHHbIEe BBICTABKH [9, c. 45-47].

> TBopuecTBO MapuHucTa B.U. [lluisgesa
IIpeZCcTaBIeHO Ha eTo IepCOHAIbHOM CauTe:
http://www.shilaev.com/

6 [laHHas WIICTparusa — GOTO aKBapeIu
®.®. baraHIia U3 IMYHOTO apXHUBa

A.H. BejtorsiasoBa. CiestaHo ¢ Aab6oMa
akBapeJeit ®.®. baraHita B bubauoreke
Poccutickoit akazieMuu HayK B CaHKT-
ITeTepbypre. 1306parkeHHEe B3SITO U3 OTKPHITHIX
uctouyHUKOB. URL: https://go.mail.ru/redir?
type=sr&redir=eJzLKCkpsNLXz8xITE1L.1cs
vStdPy8x]L.dYVKE0tTs0rSSz]zM8r1g8NcnL
084xyjPKMTIx3cfTxc3X3jw_zDw7x93aMD
IPDvbO0jI8HCsSHhfgH-UfGB_j7-Id5-rnGR3hGx

10gC9gpQOBgZDMwMzcwMzCwtThpn 9x571
ez31P-Fkul -48GLAJfCOtY&src=37f7544&via
page=1&user_type=3d&oqid=f0c5514bd987c3f4
7 HN3o06pakeHUE B3ATO U3 OTKPBITHIX
uctouyHuKOB. URL: https://predistoria.org/
forums/index.php?topic=409.270

8 @oTO0 aBTOpA C BHICTAaBKU «HUKOIaMU
IItykkeHbepr. TuxookeaHckas Poccus

B M300pasnuTeIbHOM HCKYCCTBEY.

® Ceromus [IppuMopbe He 3a0bIBaeT CBOUX
TaJIaHTJIUBBIX MAapPUHUCTOB. B sHBape
TEKYIIero To/ia B 3[aHUU IIpIMOpPCKOTo
Kpaesoro otgesneHus BTO «Cor3 XyI0>KHUKOB
Poccum» OTKpBLIach BhICTaBKa «Bajepuii
[Munses o JanbHeM BocToke. JKUBOIIUCE,
rpadukar. B okTs6pe 1 Hosgbpe 2020 roma

B [IpMOpPCKOM TOCyfapCTBEeHHON KapTUHHOM!
rasiepee paboTaja BeIcTaBKa « HUKoIam
IITykkeHbepr. TuxookeaHckas Poccus

B M300pasnuTeIbHOM HCKYCCTBEY.

10 M306pakeHUE B3ITO U3 OTKPBITHIX
uctouHUKoB. URL: http://www.shilaev.com/
photo/galereja/istorija_osvoenija_dalnego
vostoka/shkhuna_kheda_u_beregov_kamchatki
org_m_50kh70_2008g/8-0-512

11 M306pakeHUE B3ITO U3 OTKPBITHIX
ucrouHukos. URL: https://fgdas.in.gallerix.ru/
expo/morskoy-peyzazh/poluostrov-basargina/
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Cnenuduka reHesuca
HallMOHaJIbHOI0
TeJIeBU3SUOHHOI0 cepHaJia

KaK OPMIMHAJIBLHOIO0
KyJIbTYPHO-UHPOPMALTHOHHOI'O
deHomeHna

CraThs IIOCBAIIleHA U3YUeHUI0 ITpoIecca
CTaHOBJIEHUS TeJIeBU3SHOHHOIO CepraJia
B KayeCTBe CaMOCTOATEJILHOI0 KYJIbTYPHOI'O
beHOMEHa, a TaK)Ke MHOTOQYHKIIMOHAIbLHOTO
CpeAcTBa MacCOBOM KOMMYHUKAITUH.
Onmpasice Ha kKoHItenuio B.C. Camraka,
aBTOp paccMaTpUBaeT TeJleBUSUOHHBIN
cepHaJl He IIpOCTO KaK GOpMy CyIleCTBOBaHUS
Xy07KeCTBEHHOT0 KHeMaTorpada
B IIpoCcTpaHCcTBe TB, a B KauecTBe HOBOIO
KyJIbTYPHOIO $eHOMEeHa, KOTOPhIN BO3SHUK
U pasBUBaeTCd 1107 BO3JeHCTBHEM I1€JI0T0
KOMILIEKCA BUI0B BU3YaJIbHOMN KYJIbTYPHI
U UCKYCCTBa.

H3yyas reHe3HUC TeJIeBUSHOHHOTIO CepHaJa,
aBTOp IIPOCJIeKUBAET IIpoIlecc pOPMUPOBAHUSI
KHHOCepHaJsa B KaueCTBe OJHOI0 13 6a30BBIX
KOMIIOHEHTOB TeJIEBUSUOHHOIO cepHasa,

Ha KOTOPBIXA TaK>Ke 0Ka3aJIy BJIMSHUE TaKHUe
BU/IBI BU3YaJIbHOM MacCOBOH KYJILTYPHI,

Kak JIyOOK 1 KOMUKC. PacKprIBasi ClIeIIuGUKY
reHesuca TeJIeBUSMOHHOIO CepHasa, aBTop
obparmaeTcs K uzee B.B. [IIkJI0BCKOTO

00 oCTpaHeHUM KaK XyZ05KeCTBeHHOM IIpHEMe,
OpPUeHTHUPOBaHHOM Ha CO3Z,aHKe 0c060ro
BOCIIPUATHA IIpeiMeTa ayAUuTOPHeN.

B xaugecTBe crreriu$ryecKoN YepThl
COBPEMEeHHOTI0 TeJIeBUSHOHHOI'0 cepuaa
BBIJlesIs1eTCd BBICOKAS CTelleHb
ero JMHAMUYHOCTH, KOTOpasi 00yCI0BINBAETCS
IIOCTOSHHBIM MHQOPMAIIMOHHBIM 00MeHOM

The Specificity of the Genesis
of the National

Television Series

as an Original
Cultural-Informational
Phenomenon

The article is devoted to the study
of the formation of the television series
as an independent cultural phenomenon,
as well as a multifunctional means of mass
communication. Based on the concept
of Vladimir S. Sappak, the author examines
the television series not simply as a form
of the existence of art cinema in the space
of television, but as a new cultural
phenomenon which arose and continues
to develop under the influence of a whole
complex of types of visual culture and art.
While studying the genesis of the television
series, the author traces the process
of the formation of the film series as one
of the basic components of the television series,
which was also influenced by such types
of visual popular culture as popular print
and comics. Revealing the specificity
of the genesis of the television series,
the author turns to Victor B. Shklovsky’s idea
of defamiliarization as an artistic device
aimed at creating a special perception
of the subject by the audience.
As a specific feature of the modern
television series, the high degree
of its dynamism distinguishes itself,
the latter being due to the constant exchange
of information with objects that also
accumulate social information. Therefore,
the television series becomes a space where
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€ 00'beKTaMHU, KOTOPhIe TaK)Ke aKKYMYJIHUPYIOT
conaJIbHy0 HHPopMaIuio. [lIoaTomy
TeJIeBU3SUOHHBIN cepHrajl CTAHOBUTCA
IIPOCTPAHCTBOM, I7le aKTUBHO IIPOUCXOIUT
KOHBEePTeHIHUA JOKyMeHTaJIbHOI0

U Xy 0’KeCTBeHHOI0 KOMMYHUKAITMOHHBIX
IIOTOKOB. K pesysibTaTaM 3TOM KOHBEPreHIIUU
MO>KHO OTHeCTH pOpMHpOBaHUE

Ha II0CTCOBETCKOM IIPOCTPAHCTBE YHUKAIbHOIO
deHOMeHa — IIOJTUTUYeCKH aHTaKUPOBAHHOTO
TeJIeBU3SMOHHOTIO CepHasa.

KJirroueBsble cj1oBa:

TeJIeBU3HOHHBIY cepHaJjl, KHHOCepHuaJl,
KyJIbTYPHBIN peHOMEH, OCTpaHeHUe, TeOPUI
IeKOHCTPYKITHH, 9CTETU3AIIUS ITOJTUTHUKU.

the convergence of documentary and artistic
communication flows is actively taking
place. The results of this convergence can be
attributed to the formation

in the post-Soviet space of a unique
phenomenon — a politically engaged
television series.

Keywords:

television series, film series,
cultural phenomenon, defamiliarization, theory
of deconstruction, aestheticization of politics.
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0 BTOPOM I10JI0BUHe XX BeKa Ba’KHbIM

$aKTOpPOM KYJIbTYPHO-KOMMYHHUKA-

I[JUMOHHEBIX IIPOIIECCOB B MHpeE CTaJIOo
TeJIeBUJIeHHe, KOTOpOoe Havyaslo JUKTOBaTh
HOBBIe GOpMaATHI VI y7Ke COCTOSIBIIIUXCS
¢$eHOMeHOB B 00J1aCTH UCKYCCTBA U KYJIb-
TYpBI, B TOM YHCJI€ U XYI0’KeCTBEHHOIO
KuHeMaTorpaga. OHUM U3 KJIIOUeBBIX
OPHUEHTHUPOB I HCCIejoBaTesIel gBJIsgeT-
cs1 Ues1 COBETCKOTO KPHUTHUKA U JKYpPHaJIU-
cra B.C. Camraka, BbICKasaHHasi B paboTe
«TesieBUieHHE U MBI» eI11é Ha CTafuu $op-
MHUpoBaHUg TB B kauecTBe HOBOI'O KYJIb-
TYPHO-UHPOPMAIIMOHHOIO IIPOCTPAaHCTBA:
TeJIeBUJIeHUEe ABJIAETCI CHHTETHYeCKUM
MacCCOBBIM HUCKYCCTBOM [6]. 3TOT Te3uc 110-
3BOJIZeT HaM paccMaTpUBaTh TeJIeBU3UOH-
HBI cepHaJl He IIPOCTO KaK ¢popMmy Cylre-
CTBOBaHUA XY 0’KeCTBEHHOI0 KHHEeMaTo-
rpada B mpocTtpaHcTBe TB, a B KauyecTBe
HOBOTO KYJIbTYPHOr0 ¢peHOMeHa, KOTOPbIH
BO3HUK M pa3sBHBaeTCd II0J BO3/eMCTBH-
eM I[eJIOT0 KOMILJIEKCA BHU/I0B BHU3yaJIbHOMU
KYJIbTYPBI U UCKYCCTBa. B paMKax JaHHOM!
CTaTbU MBI IIPeIIPUHSIN IIOIBITKY, pac-
CMaTpHBas I'eHe3nC TeJeBU3HOHHOIO ce-
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pHuaa Kak KyJbTypHOro ¢peHOoMeHa Ha Co-
BETCKOM U IIOCTCOBETCKOM IIPOCTPAHCTBE,
BBIJIeJIUTH UX U OIIUCATh CTeIIeHb BIUSHUS.

Hpged o TOM, UTO XYyZO0>KeCTBEHHBIH
¢UIBM U TeJIeBUSHUOHHBIN CepHUasl SBJIS-
I0TCA PasHBIMU KYJLTYPHBIMHU SIBJIEHU-
AMH, Oblsla 4ETKO 0603HayeHa B Poccum
B 1999 roay, Korga ObLIN OIyO6JIUKOBaHBI
«[losicHeHHUs K 3alIOJIHEHUI0 O6J1aHKa ,,IIpo-
rpaMMHasl KOHIIEIIIIUS BeIlaHUudg », YTO
BXO/IWJIO B IlepeyeHb 0053aTeIbHBIX [OKY-
MEHTOB, He0OXOJUMBIX /JI51 II0JIyYeHU JIU-
[[eH3UM Ha BelllaTeJIbHYI0 JesaTebHOCTb.
ABTOp JOKyMeHTa, IIpodeccop Kadeapsl
TeJIeBUJleHUd QaKybTeTa )KYPHATUCTUKHU
MI'V um. M.B. JlomoHocoBa I'.B. Ky3He1ioB
BBEJI ero OT/[e/IbHOU IJIaBOM B KHUTY «Tak
paboTarT XypHanuctel Ha TB» [5]. 3a oc-
HOBY KJIaCCUQUKAITUU OBLI B3AT IIPUHITUIL
muddepeHIMAIINM 110 TJIABHOM QYHKIIUU
U HaIlpaBJIEHHOCTH IIporpaMmsbl. Eciv Ha
XyI0KeCTBeHHBIN KMHeMaTorpad (maxe
MHOT'OCEPUMHBIY, [0 12 cepuil) KaK Ha Te-
JIEBUSHMOHHYI0 IIPOTpaMMy, IOMUMO pas-
BJIeUEeHUs, IIpeJIojarajoch IIPOeIupo-
BaTh eII1é U KYyJIbTYPHO-IIPOCBETUTEILCKYIO
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GYHKIIHIO, TO TeJleceprasly OTBOJHUIIACH UC-
KJIIOUUTEJILHO pasBileKaTeIbHasd QyHKITHLI.
TakumMm o6pa3oMm, B paMKax Hallled TeMbl
MBI MO>XeM BBIJIeJIUTH IIP06IeMy TOUHON
oo pepeHITMAIIIY MHOTOCEPUHOTO KHUHe-
MaTorpada M TeJIeBUSMOHHOIO cepHaJa.
IJTO Ba’KHO, IIOCKOJIbKY Ja’ke Ha ypOBHE
HUCCJIeIOBAaTeIbCKUX PaboT 3THU KYJIbTYp-
Hble QeHOMEeHBI HepeJKO HUCII0JIb3yIOTCI B
KauyecTBe CHHOHHUMOB.

MHorocepuiiHag popMa B XyI0KeCTBEH-
HOM KHHeMaTorpade chopmMupoBaiach 3a
II0JIBEKa /10 IIOSABJIEHUS TeJIeBUIeHUSA KaK
IIOJIHOIIEHHOTO KYJIbTYPHOIO IIPOCTpaH-
cTBa. B Hauasie XX BeKa IIOABJIAIOTCA IIep-
Bble MHOT'OCepUMHbIe GUIBMBI [JId IIPOKaT-
HOIO IT0Ka3a B KMHOTeaTpax, v y>ke B 1910-x
rozax Bo ®pannuu U CIIA oKoOHUYATEIbHO
CKJIaZbIBaeTCA ApaMaTyprusi KuHocepuana.
Emé Ha 3ape KMHOIIPOM3BOZCTBA IIPOJTOCe-
PBI IIOHUMAaJIH, YTO CIlelfuUKa KHUHOOUS3-
Heca TpebyeT MaKCUMaJIbHO [JOJITO PaCKpPHI-
BaTh CIOKeT U 06pa3 repos IIOHPaBUBIIIENCS
3PUTEJII0 UCTOPUH. II0CKOJIBKY POCCUUCKUUA
KHHeMaTorpa¢ B 3TOT IIepHOJ, pasBUBAJICA
I10/T 3aMeTHBIM QpPaHITy3CKUM BIIHUSHUEM,
TO KMHOCEepHaJI II0IBJIAETCS U B POCCUMCKOM
mpokate. MHTepecHO OTMETUTH, YTO CaMbIe
IIOITyJISpHBIe OBIIM CHATBHI B JEeTEKTUB-
HOM >KaHpe: «Calllka-ceMUHapucT» (1914),
«CoHbKa — 30J10Tas pyuka» (1915), «<AHTOH
Kpeuet» (1915), UTO COOTBETCTBYeT IIPEAIIO-
YTEeHHSIM COBPEMEHHBIX TeJIe3PUTeIeH.

B rozgp! IlepBOit MUPOBOM BOMHBI JIUIU-
pyrolye MO3UIIUU B KUHOIIPOIlecce 3aHd-
JIA aMepHUKaHCKHe KHUHeMaTOrpaQuCTHI,
KOTOpBle aKTUBHO paspabaThIBaJid KOMe-
OUUHBIN >KaHpP. B HEM 1eliCTBOBAJIU II0JIIO-
OUBIIIMECSd 3PUTEJSIM IIepCOHaKU-MacCKU
B HCIIOJIHEHHUH BeJIHUKHX KOMHKOB Makca
JIuanepa, Yapsau YarmimuHa, bactepa Kuro-
Ha, Pocko Ap6axuia U fip. Kak MBI ipeatiosia-
raeM, UMeHHO Torja chopMupoBasach apa-
MaTyprudeckas uzes 6yAyIero 6epmuKka/ib-
HO20 KUHOCepHaJa, KOIfa psaf, OTAeJbHBIX
UCTOPUU 00BeJUHAITCA OSHUM IepoeM,
KOTOPBIY He MEHAETCS OT CEPUU K CEPUU.

BTopoi TuUIl fpaMaTypruu KUHOCepua-
Jla — 20pU30HMA/bHBLU, KaK MBI IIpe/IIo-
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JlaraeM, CKJIaabIBaeTcs y>Ke 1ocie I[lepBoi
MUPOBOM BOMHEI B paMKaXxX 3KpaHHU3aI[UU
JIUTepaTyPHBIX IpoU3BeseHUN. /11 Hero
XapakTepeH OOIIMI CIXKeT, KOTOPbIM pas-
BHUBaeTCA B paMKax Bcex cepyui. CaMBIM U3-
BECTHBIM I'OPHU30HTAJIBHBIM KHHOCEPHAJIOM
Ha TOT MOMEHT CTaJl 18-CepuMHBIN QUIbLM
JI. Ilykrtana «I'pa¢p MouTe-Kpucrto» (1918).
B pamkax Hallled TeMBI 3TO OYeHb Ba’>KHBIHN
acCIIeKT, IIOCKOJIbKY I103BOJIZ€T BBIJEJIUTH
Te HallpaBJIeHUSd MCKYCCTBA U KYJIbTYPEI,
Ha OCHOBe KOTOPBIX OBLJI CHHTe3UPOBaH Te-
JIEBUSHUOHHBIHN CepHaJl.

B mouckax Hay4HOro ¢pyHgaMeHTa Hucce-
I0BaHUs KWHOCepHasa Mbl 06paTUINCh K
HJiesIM PYCCKOr'0 COBETCKOIO ITHcaTesId, JIU-
TepaTypoBeJa, KpUTHKa, KHHOBe/a U CIie-
HapucTta B.b. IIIks10BCcKOr0o. ET0O 0CHOBHBIM
Hay4YHBIM HacjeJueM SIBJISAeTCS BBeJeHue
B 1916 rogy U gaJjibHeMIllee OCMBICIIEHHE
TaKoro ¢eHOMeHa, KaK «0CTpaHeHue» [8,
c. 58-72], mox KOTOPBHIM IIOHUMAETCS JIU-
TepaTypHBINA IIPUEM, OPUEHTHUPOBAHHEBIN
Ha Co3laHue 0C000T0 BOCIPUATHS IIpefi-
MeTa YHuTaTesJIeM: OH ero He CTOJILKO y3Ha-
eT, CKOJIbKO BU/IUT B 0CO60M pakypce, OT-
KphIBasg B HEM HOBOe cojep>kaHue. Takon
IOLXO0M, K BOCIPHUATHUIO XYI05KECTBEHHOIO
TeKCcTa II0ATOJIKHYJI B.b. IIKJIOBCKOTO K
OCMBICJIEHHUIO0 COBPEMEHHOI0 IS er0 Bpe-
MeHU KruHeMaTtorpada (1920-1930-e rozpl),
B KOTOPOM OH, BIIOJIHE 0KHJaeMO, BH/IeJI
JUTepaTypHble KOpHHU. Tak, IIOJTHOMET-
pa’kHble GUIBMBI IIPOLOJDKUTEIEHOCTHIO
II0JITOPa Yaca OH CpaBHUBAJ C PacCKa3oM.
CueHapuii uiIbMa 110 TAKOMY BHEIITHEMY
IIPU3HAKY, KaK 00bEM, O60JIbIIIe II0X0XK Ha
pOMaH, HO II0 CBOEH €MKOCTH, pelleHHUI0
XyI0KeCTBEHHBIX 3a7a4y JeHCTBUTEJIbHO
paBeH pacckasy. [Io0sToMy Cro)keT «TOPHU30H-
TaJIbHBIX CepHaI0B» MOXKHO CpaBHUBATE C
JIATepaTypHBIMU poMaHaMU. He ciy4yaiHo
B IIpodecCuOHaJIbLHOU Cpefie KHUHeMaTorpa-
$MCTOB HCIIOJIB3YeTCs TEPMUH «TeJIeBU3U-
OHHBIU poMaH» (B CIIIA — soap opera, B Jla-
TUHCKOU AMepuke — telenovela). Ucxons
M3 3TOTO IOJX0JIa, «BePTUKAJIbLHBIN CepH-
aJI» — 3TO IIHKJI IUTePaTypPHBIX pacCKasoB
WJIU II0BECTeH.
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HTak, MBIl MO’KEM KOHCTaTHPOBAaTh, YTO
K MOMEHTY HaCTyIUIeHUS TeJIeBUSUOHHOM!
apeI (1950-e roawl) caMa Uaesl ceprHaJIbHOU
IIofauyM Xy 0’KeCTBEHHOI0 MaTepuaja B
paMKax KHHeMaTorpada yke Obliia oTpa-
6oraHa. OfHaKO afamnTanusg KUHOcepuasa
K TeJIeBU3MOHHOMY IIPOCTPAHCTBY IIOCTa-
BUJIA PAJ NMpodecCHOHANBHBIX IIPo6ieM,
KOTOpBIe OBIJIM pelleHbl JaJleKo He cpasy.
OfUH U3 IepBHIX OIILITOB BBIXOJA KUHO-
cepuaJjia Ha OTe4YeCTBEHHBIN TeJIeBU3HUOH-
HBIH 3KpaH — QUIbM «BBI3SbIBaeM OrOHb Ha
ce6s1» (1964) IpoL0/DKUTEeIbHOCTRI0 309 MU-
HyT. OH CHUMaJICA CIIeIJUaJIbHO II0 3aKa3y
[lenTpanbHOro teseBugeHus CCCP, HO 6bLT
cieJlaH B CTHJIMCTHUKE IIPOKATHOIO KHUHO
«DOJIBIIIOTO MeTpa» U TOJIbKO $OpMaIbHO
paszesiéH Ha yeThIpe CepUU. B pedysbTaTe
KayK/zas cepus [AJIMJIach 3HAYUTEILHO 60JIb-
11e yaca (IIpakTH4YeCKH Kak II0JTHOMeTpaXk-
HBIN QUIbM).

[IaTucepuiiHBIU QUIBM «ALBIOTAHT €r0
IpeBOCXoAUTebCTBA» (1969) yKe YUUTHI-
BaJl CIIEIIUQUKY TeJIeBU3SHOHHOIO IIPOCMO-
Tpa ayguropueit. Kakzmas cepus ToXKe JIJIN-
Jlachb JOBOJIBHO 10JIr0 — 1 4ac 15 MHUHYT,
HO 3aTO OHA CMOTpeJsiaCh KaK I[eJIbHBIN
3IIM30[, 00111er0 croXkeTa. KuHemaTorpaduc-
THl OCO3HAJIH, UTO QpOpMajIbHOE JeJleHHue
ob61rero MeTpa’ka Ha 4yaCTH He O3Haua-
eT, UTO KaXk/iasi 4acCTh SBJIAETCH CepHel.
Eé HaJo crielfaJIbHO TOTOBUTH U 110 CIleHa-
pHIo, U 110 pesxkuccype. [IpUXOAUT IIOHUMa-
HUe, YTO KayK/as cepusd obJiaziaeT COOCTBEH-
HOM JpaMaTypruey, a obias ApaMaTyprus
cepHaJia paszessieTcs I10 KJII0UYeBBIM y3jlaM
II0BECTBOBAHW, UTO YCUIUBAeT UHTPUIY U
TIOBBIIITIAET UHTEPeC y 3pUTEJIA.

B niepBoit mosioBuHe 1970-X rofoB IIpo-
HUCXOJUT OKOHYAaTeJIbHOe 0QpOopMIIEHHE OTe-
YeCTBEHHOI'0 KHHOCepuaJa. B aTu rojsl
CHHUMaeTCsd COBeTCKasdg Kjaccuka: «TeHH
HCcYe3arT B moJjaeHb» (1971-1973), «Kak
3aKaJisylach crajib» (1973), «CemHaaaTh
MTHOBEHUU BecHBI» (1973). HaunHaeTcsa
paboTa Haj KHMHO3IIOIIleed «BedyHBIN 30B»
(1973-1983), koTOpasd HaAOJII0O CTAHOBUT-
Cs1 CaMbIM IIPOJIOJKUTEIEHBIM COBETCKUM
MHOTI'OCEPUUHBIM OUIBMOM — 1326 MUHYT,
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19 cepuii. B 3TUX cepuasax yke IIIHUPOKO
IIpUMeHseTcd IPHUéM OCTaHOBKHU IIOBe-
CTBOBAHU «Ha CAMOM MUHTEPECHOM MeCTe»,
YTO UMeeT KOMIIO3UIIMOHHBIE II0CIe/[CTBUA
IJI1 BCeTo pUIbMa.

CTaHOBJIEHHE COBETCKOI0 KMHOCepHaJla
CTUMYJIMPOBAJIO JUCKYCCHIO O €T0 KYJIBTYp-
HBIX UCTOKAaX, ¥ MUK CIIOPOB Ha 3Ty TEMY
B KMHOBE/UeCKOM cpejie IPUINEICT KaK
pas Ha BTOpPYI0 IOJIOBUHY 1970-X rof0B. Pe-
30HHO I10J1arasi, YTo KHUHOCepHaJl sIBJISIeTCS
00beKTOM BU3yaJIbHOM MacCCOBOU KYJIbTY-
PBL, ero reHeTUYeCKHe KOPHU HUCKaJIU B eé
6oJiee paHHUX IIpOsABJIeHUSX. [lepBas TOUKa
3peHUs CBsI3bIBaJla CepyaJl C TPAAUIIIOHHBI-
MU GopMaMHU UCKYCCTBa — JINTEPAaTypPoOr U
TeaTpoM. OTHaKO HEKOTOPEIe UCKYCCTBOBe-
Ibl I10JIaTaIy, UTO CepHaJl ABJISAETCs JIOTU-
YeCKUM pasBUTHEM MaCcCOBOM BHU3yaIbHOMN
KYJIbTYPBI, KOTOpasi peaJu30BbIBaJIach B
Takux ¢popMax, Kak KoMUKc (CIIIA, EBporna,
sSinonus) u ny6ok (Poccus, Kutau, UHAU).
ApryMeHTanys CTpOMIach Ha 00IIei acTe-
TUKe CHHepreTU4YeCKod GOpPMBI II0JauU
MaTepHasa, g KOTOPOH XapaKTepHO MC-
II0JIb30BaHUe U U300pa’keHUs, U TeKCTa.
C 9TO¥ TOYKOM 3peHUsI MO>KHO COIJIaCUThCI
XOTs1 OBI IIOTOMY, UTO Ka>KAbIi KOMUKC WU
JIyOOK sABJIAETCH, II0 CYTH, pacKaJpOBKOM
CcepuHy, KOTOPYIO Ha/lo CHATL. COOPHUK >Ke
KOMHUKCOB MO’KHO paccMaTpuBaTh B Kaye-
CTB€ pacKaJpoBaHHOIO cepuaJa.

MOJ>KHO czies1aTh BBIBO/I, UTO KHHOCEpHaJl
KakK dpopMa XyZ0’KeCTBEHHOI0 KMHeMaTo-
rpada gBigeTcs OJHUM U3 6a30BBIX KOMIIO-
HEHTOB TeJIeBU3UOHHOIO cepHasia, Ha KO-
TOPBIM OKasaJId BIUAHUE TaKue BUJLI BU-
3yaJIbHOM MacCOBOM KYJIbTYPHI, KaK JIyO0K
U KOMUKC. TakoKe 0611[1e 3aKOHOMEPHOCTH
U TPAJUIIMU XY/I0’KEeCTBEHHOI'0 TBOPYECTBA
UHKOPIIOPUPYIOTCA B KYJIbTYPHBIN TEKCT
cepHasia ¢ IIOMOIIbI0 XYy/I0KeCTBEHHOM! JIN-
TepaTyphl.

OfHaKo KMHOCepHasl, KaK MBI IIOJUEPKHU-
BaJIH BBIIIIE, HEe TOXKIECTBEHEH Tejlecepua-
J1y. EC/iv 0TTaJIKUBaTHCA OT TAKUX XapaKTe-
PUCTHK TeslecepHasia, KaK OTHOCUTeJIbHAs
LellleBU3Ha IIPOU3BO/ICTBA U 3QPeKTUBHOE
pelleHue IIPo6JIeMBI 3alI0JIHEHUS TeJIeBU-
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3MOHHOTIO0 3dupa, TO JO/DKHA BOSHUKHYTH
cUTyalys, Korja OHU IIpHo6peTyT pella-
I0lllee 3HayeHUe. /g 3TOro moTpeboBasl-
Cs1 KOHIIEIITYaJIbHBIN CABUT B IIOHUMaHUU
3HaUeHUs TeJIeBUJIeHUsS [JIsI COBpeMeH-
HoU nuBuiInusanuu. C 1970-x rogoB ugeu
KOMMepIiHajiu3anuyu TeJIeBU3HOHHOTO
IIPOCTPAHCTBA AKTHBHO IIPOJABUTAJIUCH
MeIMaKOPIIOpaliusIMU, U CeTOLHS MOXKHO
KOHCTaTUPOBAaTh: KOMMepueckas ¢popMma
BelllaHUd CTajla JOMUHUPYIOIeH, II0MIB
00IIleCTBEHHYIO U IOCyiapCTBeHHYH0. COOT-
BETCTBEHHO, YKOPEHUJIOCh U IIpeJcTaBIe-
HUe 0 TeJIeBUJeHUU IIpesK/ie BCero Kak 00
ofHoM u3 chep 6msHeca. Kak pesyisbTar,
¢ 1980-X ro10B B MHpe HAYUHAKT II0CTOSH-
HO YBeJIMUYMBATHCA 00 BbEMBI 00111ero 3¢Up-
HOT'0 BpeMeHH, TaK KaK peryJspHO I10sSBJId-
I0TCs HOBBIE BelllaTesIH.

B Hamreit crpaHe rpsagyias CMeHa KyJlb-
TYPHBIX IapajgurM Onlja IIpefcKasaHa B
1991 ropy mpodpeccopoMm S.H. 3acypckum
[4]. B 1990-x rogax B pecnybrKax ObIBIIIE-
ro CCCP, B paMKax TpaHCcHopMaIiu COBeT-
CKOM CHCTeMBbI MacCOBOM KOMMYHUKAIUH,
IIPOUCXOJUIN CJIeIYIOIIHe IIPOIlecChl: Ka-
TacTpoduyecKoe IajjeHue KUHOIIPOU3BO/I-
CTBa Ha HAIIMOHAJBHBIX CTYAUIX U OJHO-
BpeMeHHO — yBeJIMUeHHe KOJHMYeCcTBa
TeJieBentaTesied. OOIUN 00 BEM 3QUPHOTO
BpeMeHHU CTPEeMUTeJIbHO YBeJUYUBaJICH,
U OH CTaJI 3aI10JIHAThCSI HHOCTPaHHOM CepH-
aJIbHOM IIPOAYKITMeNr. MOXKHO CKas3aTh, YTO
TeJjlecepyasl Kak HOBasg popMa TeleBU3U-
OHHOU NIPOAYKIIMU ObLJI MHKOPIIOPUPOBAH
B KYJIbTYPHOE IIPOCTPaHCTBO PP, 0fHAKO C
cepemuHbl 1990-X ro[0B HaUYMHAaeTCSa CTa-
HOBJIEHHe HallUOHAJIbHOU UH/YCTPUH IIPO-
H3BO/ICTBA TeJIeCepUaJIoB, a y>ke B 2000-x
rojiaX IIPOUCXOLUT IIPAKTUYECKH II0JTHOe
BBITECHEHHEe MHOCTPAaHHOMN CepHUaJbHOM
IIPOAYKITMU U3 POCCUMCKOIO TeJIeBU3UOH-
HOro adupa. O6GBSICHUTL 3TO MOYKHO TeM,
4YTO CHO’KETHI TeJleCepHaJsioB, KaK IIpaBU-
JIO, CTPOSITCS Ha CTEPEOTUITHBIX UCTOPUIX,
a OHU MHTePeCHbI MHOCTPAaHHOMY 3PUTEJII0
TOJILKO B KauecTBe 3K30THUKU. [loxoxxue
IIPOIeCcChl IIPOXOAUIN U B TeJIeBU3HOH-
HOM IIpocTpaHcTBe fAdnoHuu B 1960-1970-x
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rofax, rjae MHOCTPaHHAd TeJIeIIPOLYKIIHA
Obl1a BEITeCHEHA CepraiaMy HallMOHaJIb-
HBIX CTYHM.

Taxum 06pasoM, MOKHO IIPEATIOI0KUTh,
4TO, BOCIIPMHAB TeJeBU3HMOHHBINA CepHall
Kak ¢opMy, POCCUICKHEe KUHOIIPOU3BOUTeE-
JIA JOCTAaTOYHO OBICTPO CO3/aJIHh COOCTBEH-
HYI0 UHIYCTPHIO, IIOCKOJILKY OPHEHTHPO-
BAJINCh HAa HAIMOHAJIBHYIO KYJIBTYPHYIO
MaTpUIy U XYI0>KeCTBEHHEIe TPaJUIlHH.
BeposTHO, CBIrpaso CBOK POJIb U yBJeue-
HUe Puocodue rocTMoiepHa. Taxk, uiero
B.b. [ITKy10BCKOTO 06 OCTPaHEHUU KaK Xy[0-
JKeCTBEHHOM MeTo/le MOXKHO paccMaTpH-
BaTh B KauecCTBe IIpeJTeyr TeOPUH JeKOH-
crpykmuu K. [leppuzga (cM.: [2]), KoTopas
O4eHBb BOCTpPe60BaHa IIPXU OCMBIC/IEHUH IIPO-
LYKTOB MacCCOBOM KYJIBTYPEI 3II0XH ITI0CTMO-
IlepHa, B TOM 4YMCIe KOTJa JeKOHCTPYKIUU
(peBU3UMOHM3MY) II0/IBEPrarTCsa UCTOpUYe-
CKH CQOPMHUPOBABIIIHECS KaHPBI. [ToaTOMYy
TpaHCcpOopMaIlHI0 KHHOCepHala B Tejlecepu-
aJI MO’KHO paccMaTpUBaTh U KaK pe3yJibTaT
DEeKOHCTPYKIIUU. SIpKUUA IIPpUMep — KUHe-
MaTorpapuueckas Cyab0a aBaHTIOPHOIO
becrcesiepa cepenunbl XIX Beka «Iletep-
byprckue Tpy1o6s» Be. KpecroBckoro. K ce-
penuHe XX BeKa OH OBLI y>Ke 0CHOBATeJIbHO
I10/13a0BIT, HO BHOBB OIIYOJIMKOBAaH B KOHIIE
1980-x rozmoB, Korjga U3maTeJabCTBa CTalIHd
HUCKaTh HOBBIM JINTEPATyPHBIM MaTepHaJl C
CepbEe3HBIM KOMMePUYEeCKHUM II0TEeHITHAIOM.
B 1994 rony Ha 0CHOBe poMaHa ObLI CO3/1aH
60-cepuiiHbIl rIbM «IleTepOyprckue Tau-
HbI». ET0 aBTOPHI YIIPOCTUJIH CIOXKET, 0CTa-
BHUB IPEeHMMYIeCTBeHHO KPHMHHAJILHO-
aBAHTIOPHYIO COCTABJIAIOIIYIO, UTO, B CBOIO
oyepe[b, I0Tpeb0BasIo0 USMEHUTH 00pasbl U
XapaxTepsl JeHCTBYIOIIUX JIUII.

K 11o06HBIM BEIBO/IaM IIPUXOJUT B CBO-
ent ruccepranmu C.A. 3ainesa: «KaHp TeJie-
BHU3UOHHOI'0 CcepHasia — eCTh HHCTPYMEHT,
II03BOJIAIOIIUMI OCYII[eCTBUTEH IeKOHCTPYK-
IIUI0 KJIACCHYECKUX >KaHpPOB, BKJIIOUEH-
HBIX B Hero yepes UX Ilepeo3HaYHBaHHUe
U IepeKoAupoBKy» [3, c. 139]. Kak Ham
IIpe/ICTaBJIIeTCSA, BBIXO/ 38 PAMKH CTPOIHUX
KHHeMaTorpapuyecKUx KaHOHOB CJesall
Tejlecepuasl OUeHb IJIACTUYHLIM (peHoMe-
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HOM, YyTKO pearvpyroliuM Ha U3MeHeHUe
00111e KyJIbTYPHOU U UHGOPMAaIIMOHHOMN
CUTyalluH, UTO IIpejIIojaraeT IIMPOKOe
HHCTPYMEHTaJbHOE MCIIOJIb30BaHUE B
KadecTBe MHOTOQYHKIIMOHAJIBLHOIO Cpef-
CTBa MacCoOBOM KOMMYHUKAaIIUU. PasBuBas
uneu M. MakJiirosHa, TeJIeBUSUOHHEBIN Ce-
pHas MOXKHO pacCMaTpPpUBaTh U B KauecTBe
KaHaJja, ¥ B KayeCTBe CaMOTIO0 IIOCJIaHUd,
TO eCThb OH MOYKeT OBITh HCII0JIb30BaH B
KauecTBe MeJuaTopa, IIoCpesCcTBOM KOTO-
poOro TpaHCIUPYETCs COLHMaTIbHO Ba’kKHasd
nHpopManua: «TeleBUSUOHHBIN cepHall
SIBJIAeTCS CPefCTBOM CO3LaHUA UHPOopMa-
1Y, TeJIEBUSUOHHBIN cepraJl eCTb UHCTPY-
MEHT OKa3aHUA BO3eNCTBUA Ha peIjyIlu-
eHTa» [TaM Xe, c. 140]. MBI pasgesnseM 9Ty
II03UITHI0, IIOCKOJIBKY IIeHHOCTh CEpUaIoB
C KOMMYHUKAITUOHHON TOYKHU 3peHUs 3a-
KJIIOYAeTCs B TOM, UTO 3TOT BHUJ] MacCOBOH
KOMMYHHUKAITUU I103BOJIIET aKKYMYJIHPO-
BaTh 3HaHUA 00 aKTyaJbHBIX 00II[eCTBEH-
HBIX IIpo6JieMax, 0 IIporpaMMax UX pellle-
HUs, 0 )KU3HH 00I1lecTBa B IleJI0M. BricOKas
CTeIleHb JUHAMUYHOCTH TeJIeBU3SHOHHOIO
cepuasia 00yCJIOBJIUBaeTCSI IIOCTOSTHHBIM
UHOOPMAITMOHHBIM 0OMEHOM C 06 beKTaMH,
KOTOpBIe TaK)Ke aKKyMYJIMPYIOT COIIHAJIb-
HYI0 HHQOPMAIMI0. ITO, B IIEPBYI0 OUEpe/ib,
CMU, 1 B TOM Uucjie — TeJeBUJeHUe, Iie
IrpaHb MeXXJy TOKyYMeHTaJIbHOU U Xy/0Ke-
CTBEHHOW pPeaJIbHOCTHI0 CTAHOBUTCS BCE
6osiee yciaoBHOM. I[I0aTOMYy TesleBU3HOH-
HBIH cepuaJl CTAHOBUTCS IIPOCTPAHCTBOM,
I7e aKTUBHO IIPOUCXOAUT KOHBepPIreHIUsA
LOKYMEHTAJbHOTO U XY/A0’KeCTBEHHOIO
HUHGOPMAITMOHHEBIX IIOTOKOB. K pe3yibTa-
TaM 3TOM KOHBEPreHITUU MOXKHO OTHECTHU
dopMHUpoOBaHUE Ha IIOCTCOBETCKOM IIPO-
CTPaHCTBeE IIOJIUTHYECKH aHTa>KUPOBaHHO-
I'0 TeJIeBUSHOHHOTO CepHaJia.

V3yyeHUe 3CTeTUYECKOro Havasa B IIO-
JINTHUKE — JI0CTaTOYHO XOPOIIo paspabo-
TaHHBIY II0XO0J B eBPOIIENCKOMN COIfUab-
HoM ¢uocodun. B 1996 roxgy Ha pycCKoM
3bIKe OblIa OIIyOJIMKOBaHA KiacCuyecKas
pab6oTa B. beHbsaMmuHa «IIpou3BefieHHE HC-
KyCCTBA B 310Xy €ro TeXHUYeCKOM BOCIIPO-
U3BOMMOCTH» [1], KOTOpas cTaja UCI0JIb-
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30BaThCS HCCIeLOBaTe/JIMHU B KaudecTBe
UHCTpPyYMeHTa II03HAaHUSI HOBOTI'O JIJI I10CT-
COBETCKOI'0 IIpOCTpaHCTBa (peHOMeHa —
«3CTeTH3alluU IIOJIUTHUKHU». B. beHbIMUH
Iog4YepKUBaJ, 4YTO B Meauacpeze 3I0XU
MOJlepHa He TOJIbKO ITOJIMTUK YII0/100JIs1eT-
Cs aKTEpy, HO U 00I11eCTBO IIpeBpalaeTcs
B 3pUTeJII II0y. ICTeTHU3alus IIOJIUTUKU
KaK MeToJ, MaCCOBOM KYyJIbTyphl XapakKrTe-
pH3yeTcd TeM, UTO IJIaBHOM IrepOuHEU I10-
BeCTBOBAHUSA IBJISETCS MMEHHO IIOJIMTUKA.
CaM ke mpor1iecc 3cTeTU3allUU IIOJTUTUKU
MBI MO>KeM OIIHCaTh CIeIYIIIUM 06pasoM:
IIPU CO3[aHUU IIPOU3BEeHUS B JIDO0OU Xy-
IOXKeCTBeHHOU popMe aBTOpP Her3beKHO
TpaHchOpMUpPYeT B IMOITUOHAIBLHO-00pas-
HYI0 CUCTEMY KOMILJIEKC aKTyaJbHbIX IS
CTpaHbl IIOJIUTUYECKUX Ulel, CUTyallui U
CI0>KeTOB. [IpOUCXOIUT epeKOJUPOBKA I10-
JINTUYECKOTO MBIIJIEHUSA B 3CTEeTUYECKOE,
a IIOJIMTUYEeCKUe COOBITHS, IBJIeHUS, QaKThI
U caMu QaKTOpPbI ITOJIMTUKU ITPeoOpasyroT-
Cs1 B YCJIOBHYIO XY/I0>KeCTBEHHYIO [IeCTBU-
TeJIbHOCTh, KOTOpasi TeCHEHUIIIUM 00pa3oM
CBsI3aHa C aKTyaJIbHOM WHGOPMAIIMOHHOMU
II0BECTKOM U, KaK IIPaBUJIO, TPAHCJIUPYETCI
110 KaHaJlaM MaccoBOM UHOOPMaIlUHU.

Kak BUUM, IIOJTUTUYECKYI0 aHTaKUPO-
BAHHOCTH IIPOU3BEIeHUS TPYLHO pacIo-
3HaTh, €CJIU IIPU eT0 CO3JaHUU UCII0JIb3yeT-
Cs1 METOJ, 9CTeTU3aIUU IIOJIUTUKHU. B MOHO-
rpa¢uu «KoMMyHUKaIIMOHHbIE CTpaTeruu
POCCUUCKOM BJIACTHU: OMHAPHOCTH U KOH-
BEPTeHTHOCTb CTPYKTYPHBIX 3JIEMEHTOB
(1985-2015 rr.)» IPUBOJATCI TaKue ITUP-
pyl: ¢ 2002 1o 2008 roj TOJIBKO B paMKax
MmudosoreMsl «/I[UKTaTypa 3aKoHa» (repou-
Ka IIpaBOOXPAaHUTEILHBIX OPTaHOB U CIIell-
cay>k6) B PP cocTosiiioch 25 TesielipeMbep
cepuasioB, KOTOpbIe TPaHCIMPOBAIUCh Ha
BceX demepabHBIX 00I11eCTBEeHHO-II0IUTH-
YeCKUX TejleKaHaJsIaX CTpaHkI [7, c. 208].

HakoHell, BBICIIUM YPOBHEM HHCTPY-
MEeHTAaJIbHOI'0 UCII0JIb30BaHUS II0JIUTUYe-
CKU aHTa)XUPOBAaHHOIO TeJIeBU3SMOHHOIO
cepuasia ctajyu ¢aKThl ero BHeJpeHUsd B
pPaMKHU OpeABLEIOOPHOM aruTaliuy Ha IIOCT
mpesueHTa. EC/IM B POCCUNUCKOU IIpaKTHUKe
COBIIaJleHUe C KJII0UeBOM MHOOpPMAaIloH-
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Kuno u TB: TBOpUYeCKHUH IIPOIiecc

HOU II0BeCTKOH IIPeIBLIO0OPHOTO IIITaba Ta-
KHUX CepHuaJioB, KakK «Y6oMHas cuia» (2000)
U «bestasg rBapaus» (2012), mpuCyTCTBOBAJIO
B TeJIEBUSUOHHON KPUTHKe B BHUJe HaMé-
KOB U IIPEAIIOJI0KEeHUM, TO YKPauHCKUNI
TeJslecepuan «Ciyra Hapopa» (2015-2019)
IepeBEJI 3TOT BOIIPOC HAa YPOBEHBL CBEP-
muBIIerocsa ¢axkra. Hukorga eié B UCTO-
PUH KaHAWUAAT Ha II0CT IIpe3uieHTa CTPaHbl
He 3aIl0JIHSJI B TaKUX 00 béMax TeJleBU3U-
OHHOE IIPOCTPAaHCTBO HaKaHyHe BHIOOPOB,
bopMaJIbHO He II0/I1a1as 10/, OTPaHUYe HUS
3aKOHOJaTe/JIbCTBa. B MUPOBOM IIpaKTHUKe
eCThb eJUHCTBEHHBIU IIOXO0XXUU Ipelie-
IeHT — IaTCKUM Tesiecepuas «IIpaBUTesIb-
cTBO» (2010), 0 pe3ysbTaTaM KOTOPOTO,
KaK IIpejIiojiaraeTcs, BIIEpBble B UICTOPUU

CTpaHBbI [IpeMbep-MUHUCTPOM Obl1a U36pa-
Ha >KeHII[IHA.

TaxuMm o6pa3oM, IosiBJIeHHe peHOMeHa
IIOJIUTUYECKH aHTa>KUPOBAaHHOTIO TeJIeBU-
3MOHHOTI'0 CepHaJia MO>KHO paccMaTpUBaTh
B KayecTBe OJJHOT0 U3 BapHaHTOB HCIIO0JIb-
30BaHUs crelUPUKU UHPOPMAIMOHHO-
IO II0JI IIOCTCOBETCKOTO IIPOCTPaHCTBA.
OHO XapaKTepu3yeTCsI BBICOKOU CTeIleHbI0
IIOJIUTHU3ALUY, a caM IIOJIUTUYeCKUU IIPo-
I1ecC aKTUBHO 3CTeTU3UPYeTCA er0 ydacT-
HUKaMU. [[JIaCTUYHOCTh TeJIeBU3SHOHHOTO
cepuaJjla OTKphIBaeT BO3MOXXHOCTHU [JIS
ajjanTaliiy B eT0 paMKax JIF00bIX COIlHaIb-
HBIX U KYJIbTYPHBIX U/Iel ¥ IporpaMM, IIpU-
4€M C BBICOKOM CTeIlleHbI0 3QPeKTUBHOCTU
UX BHeJIpEHUs B MacCOBOe CO3HaHUe.
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19-Tone Theory
and Applications

Microtonal music is one of those subjects
that has always been around, but few people
have ever had the will to investigate
it thoroughly. The main reason why more
people have not dealt with microtonal music
is that there are almost no instruments that
allow composers to experiment with it.

In spite of all this, the music of many cultures
even at the present time employs non-equal-
tempered scales, and even Western music
did until the eighteenth century,

when mathematicians worked out

the logarithmic basis of equal temperament.

In this article, the author explains how
he became interested in 19-tone equal
temperament and how he explored the possible
resources available in such a system.

This involves creating a chord grammar based
on similarity relationships, similar to what
he has used in his music written

in 12-tone equal temperament. Through these
considerations he discovered a particular

set of chords that have special properties

in terms of their interval content, number

of transpositions, and relationships

to other chords. Finally, the author explains
how he used these properties in the music

he composed in this temperament.

Keywords:

equal temperament, pitch, pitch class,
numerical representation of pitch classes,
pitch structures, normal form representation
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19-ToHOBas TeopHuAa
H eé IpuMeHeHue

MUKpOTOHOBas My3bIKa — 06J1aCTh, KOTOpas
CyIlleCTBOBaJIa BCEI/a, HO JIUIIb HEKOTOPbIEe
JITO[Y IIPOSBJISLIM YKeJlaHUe U3YUUTh e€ TIyosKe.
['maBHAs IPUUYMHA 3TOTO B TOM,

YTO MHCTPYMEHTOB, II03BOJISIOIINX
KOMIIO3UTOPaM 3KCIIEpUMEHTUPOBATh

B 9TOM 00JIaCTH, IIPaKTUYeCKU HET.

TeM He MeHee B My3bIKe MHOTUX Pa3IMYHBIX
KyJIbTYP BILIOTH [0 HAIlIUX JHEM IIPUMEeHSI0TCA
HepaBHOCTYIIEHHEIe TeMIIepaIiiy, U fake

B €BPOIIEMCKOM My3bIKe OHU OBITOBaIN

BILUIOTH A0 XVIII Beka, IT0Ka MaTeMaTHUKH

He BhIpaboTaIx JIOTapUGMHUUECKYI0 OCHOBY
PaBHOCTYIIEHHOM TeMIIepaliuiu.

B maHHOU cTaThe aBTOP 00BSICHIET CBOMU
HHTepecC K 19-TOHOBOM PaBHOCTYIIEHHOMN
TeMIlepaliii U KaK OH U3YYMJI BCe BOSMOJKHEIEe
IOCTIDKEHUd, IIPUCYTCTBYIOIIYE B 3TOHN
crcTeMe. ITO BKIKOYAET B cebs Co3TaHHe
TapMOHHYECKOM aKKOPIOBOM rpaMMAaTHKH,
OCHOBaAHHOM Ha COOTHOIIEHHUSIX 10100,
CX0’KUX C TEMH, KOTOPBIe IIPUCYTCTBOBAIU
B €ro My3bIKe, COUMHEHHOM B 12-TOHOBOM
PaBHOCTYIIEHHOM TeMIlepariuu. biarogaps
9TUM CO00pa’keHUsIM OH 0OHaPY KL
OIIpe/leIEHHBIN Hab0p aKKOP/0B, 06J1a1ar0IHX
0COOGBIMU CBOMCTBAMU C TOUKHU 3pEHUSI
UX UHTEPBAJIBLHOIO CO/lePrKaHMs, KOJIMUeCTBa
TPAHCIIO3UIIMHI ¥ COOTHOIIIEHUH C IPYTUMU
aKKopZaMHu. B 3akyiroueHue aBTOpP OOBbSCHSET,
KaK OH UCII0JIb30BaJl 3TU CBOMCTBA B MY3LIKe,
HAaITMCaHHOM UM B 3TOM TeMIIepaliuu.

KiroueBble C/I0BA:

PaBHOCTYII€EHHAadA TeMIIepaIifus,
3BYKOBBICOTHOCTB, 3BYKOBBICOTHLIIZ KJIaCC,
YHCJIOBOE IIpeacCTaBJI€HHE 3BYKOBBICOTHBIX
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of pitch structures, intervals, interval content,
multiplicative operations, complementary
operations, number of distinct forms

of a set, total chromatic, trichords, tetrachords,
pentachords, hexachords, septachords, arrays,
weighted pitch classes, array inclusions.

KJIaCCOB, 3BYKOBLICOTHBIE CTPYKTYPHI,
pezcTaBieHre 00BIYHOU GOPMBI
3BYKOBBLICOTHEIX CTPYKTYP, UHTEPBAJIEI,
I/IHTepBaJIBHBII;'I COCTaB, MHO>XHUTeJ/IbHbIE
omepariyy, B3auMOJeUCTBYIOIIHE OIIepalIiiy,
KOJIMYEeCTBO PasJIMYHBIX GOPM 3BYKOPSZa,
TOTaJIbHBIA XPOMAaTU3M, TPUXOPAEI,
TeTpaxXxopZAbl, IIEHTAX0PAEI, TeKCaX0pAbl,
CeIITaXxOpPAbl, 3BYKOPSIbI, HaTPY>KEHHEIE
3BYKOBBICOTHEI€ KJIACCHhI, BKJIIOYEHHA
3BYKOPSIZIOB.
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1. Historical Background
icrotonal music is one of those
Msubjects that has always been
around, but few people have ever

had the will to investigate it thoroughly.
I remember a story once told to me by
my colleague at Queens College, Joel
Mandelbaum, a microtonal composer
who wrote a dissertation on the subject in
the 1960s. In researching his dissertation,
he came across numerous references to
a certain book no one seemed to have.
He finally found a copy in the Library of
Congress. The book had never been read,
and he was the first person to tear the pages
apart (the book was a European publication
that came with the pages folded and uncut).
The main reason why more people
have not dealt with microtonal music is
that there are almost no instruments that
allow composers to experiment with it.
For one thing, the calculations necessary
to produce different divisions of the octave
are complicated. There are some microtonal
instruments, but almost none that can put
the span of a different number of notes
per octave under the fingers of one hand.
The Scalatron, a type of microtonal organ
designed many years ago by Motorola, has
a complicated system that looks more like
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a typewriter, with keys going up and down
at different angles. Playing it is more like
touch typing than keyboard performance.
Very few people have used or even seen this
instrument, and those who do must suffer
its weak collection of timbres, which are
more boring than a “soap opera” organ.
Ives’ quarter-tone music attempted to solve
this problem by using two pianos tuned a
quarter-tone apart, but this system is limited
to subdivisions of the 12-tone scale and
very difficult to use for improvisation. The
chromatic keyboard historically developed
for keyboard instruments is such a part of
our conceptualizing of both music itself
and Western notation that even modern
instruments like synthesizers almost
universally use it.

The only practical way to obtain a
microtonal instrument at the present
time is to tune a synthesizer which allows
microtonal tuning (there are only a few,
but recently more designers have seen the
need for it, although not for the reasons
outlined here). This works, but you have to
adjust your mind and fingers to the notion
that what looks and feels like an octave
doesn't sound like it any more. In fact, I can
imagine composing microtonal music for
these instruments that would have to be
written out in conventional notation so that
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ordinary keyboard players would be able
to play it, with the resulting improbable
situation that the notation played from
would not be the same as that heard, and if
the music were played on a conventionally
tuned instrument it would be a completely
different piece! (Would it still make sense?)

In spite of all this, the music of many
cultures even at the present time employs
non-equal- tempered scales, and even
Western music did until the eighteenth
century, when mathematicians worked out
the logarithmic basis of equal temperament. I
would argue that the music of atleast a couple
of centuries before that time anticipated
equal temperament, and since much of
it was vocal, can probably be regarded
as based on 12-tone equal temperament.
What characterizes much of this music
to Western ears is that it sounds “out of
tune,” while not necessarily unpleasant.
The main reason why non-Western cultures
employ these scales is that they use musical
instruments that are made according to
traditional methods that usually predate the
knowledge of logarithms. Perhaps it is our
cultural superiority that leads us to imagine
that this music would “tend” toward equal
temperament if the inventors had had such
knowledge.

There are two standards according to
which all tuning systems have been judged.
Most people would only think of the first, the
overtone series. The second is the number
and size of the steps needed to fill in an
interval, such as an octave, although in more
practical terms smaller intervals such as a
fourth or fifth. Western music struggled with
these forces for centuries until the 12-tone
scale and Western notation emerged. The
evolution of triadic tonality went through
analogous processes of development. This
is a fascinating subject, and one to which
present listeners and thinkers are not
necessarily attuned, but it is not my subject
at this time.

Comparing tuning systems to the
overtone series has led us to judge them by
how accurately the intervals of the overtone
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series, particularly the lower intervals, sound
in that system. The 12-tone equal-tempered
scale has very good fourths and fifths
according to this method. The difference
between a pure fifth and an equal-tempered
fifth amounts to only 0.445 Hz at middle C.
In one sense, this means that the difference
between a pure and tempered fifth can be
measured in beats, and there will always
be beating when fifths are used because the
pure intervals will be present in the form
of overtones. According to this method of
evaluating tuning systems, microtonalists
are particularly fond of 12-tone, 19-tone,
31-tone and 51-tone temperaments, because
these divisions of the octave produce very
good intervals of various kinds: 19-tone
temperament produces very excellent
thirds and sixths (both major and minor),
while 31-tone temperament very good
fourths and fifths (even better than 12-tone
equal temperament). 51-tone temperament
produces very good thirds, fourths, fifths
and sixths.

This type of reasoning begs the question
of why the overtone series should be used
as the standard of comparison. That is
indeed an important question, and my
background in electronic music gives me a
different perspective on this problem than
most people who have only read about the
overtone series and not used it on a daily
basis. Most sounds contain overtones, and
their strength and variations in amplitude
over the course of the sound produce what
we perceive as timbre. Other tones in the
scale that are very close to overtones tend
to blend in with the lower fundamentals, in
extreme cases producing a situation where
the higher tone disappears and serves only
to modify the timbre of the lower one.
Unlike all those psychology books that mis-
define consonance as “pleasing,” the result
is boring. This is a fundamental criticism
that I feel about music in so-called just
intonation, such as that of Harry Partch
(whose music is quite interesting for other
reasons). It is “so-called” because the music
rarely achieves that goal. The ultimate result
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of a just-tuned major triad would meld
into a single tone. Consonance is boring.
Dissonances, even minute differences in
intonation, but more importantly deviations
in tonal characteristics while a sound plays,
are interesting.

The other reason behind the
standardization of the 12-tone equally
tempered scale is the number of steps
needed to fill in an interval. Our ears have
been accustomed to the conventional
scales to such an extent that it is probably
impossible for us to understand the situation
faced by the ancients who had to think about
how to fill in a space without the benefit of
our knowledge. This is probably a situation
that would be greatly helped by instruments
that would allow us to improvise. There is no
doubt that the squeezing of more and more
notes into the space of an octave creates
greater complexity and the “messiness” of
more tones to worry about.

I am not arguing that music which is live
performed is, by any accurate measurement
of frequencies, played in tune. Pianos are
tuned to a rather complex type of meantone
temperament. Woodwind instruments have
holes at carefully measured distances to
produce the supposedly correct pitch, but
changes in breath pressure and mouthpiece
placement greatly affect intonation. Brass
players literally play overtones of lower
notes. String players learn to place their
fingers in carefully calculated positions. All
players constantly adjust their intonation,
supposedly on the basis of what they hear.
Accurate measurements have rarely been
made of what happens under stressful
battle conditions (I hope you can forgive
the military analogy), and a widespread
mythology exists on the part of both
musicians and psychologists about what
actually happens.

Of course, the judging of any temperament
requires carefully tuned instruments so that
we can be sure that we are actually hearing
what the result of our calculations says we are
listening to. It has always seemed to me that
computer music is the only natural medium
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for microtonal experimentation, and that is
what I have used in realizing my own works
described below. The only disadvantage in
the present context is that computer music
makes improvisation practically impossible,
since every aspect of what you produce has
to be carefully imagined and calculated in
advance.

I have been experimenting with the
possibilities of 19-tone equal temperament,
and in the following discussion I will explain
some of the reasons why I have chosen to
do what I have done. If you have ever had
the feeling that you have only scratched
the surface of a subject, these experiments
have left me with that feeling raised to a
power. The possibilities are enormous, and
we are only beginning to understand how
to think about the ways of dealing with
these materials. Many of the basic ways of
thinking about musical materials that we
have learned from our previous experiences
do not apply here; on the other hand, if
you're not careful, you can write music that
simply sounds like out-of-tune tonality.

2. Basic Concepts

Many of the basic concepts I explain
here are similar to those learned in any
basic course about atonal music theory,
with some differences. As in 12-tone
equal temperament, in 19-tone equal
temperament we start with the concepts
of pitch and pitch class; only in this case
there are 19 pitch classes and 139 pitches
in the seven and one-third octave span of
the piano keyboard. We will also define a
pitch class set as a collection of pitch classes,
and while we might want to look at large
collections of notes, we will spend most of
our time dealing with small ones. (Imagine
replacing the idea of the 12-note set,
produced by leaning on the keyboard, with
that of a 19-note set!) It is also necessary
to define transposition as a basic similarity
relationship where we can hear the same
pitch class set moved up or down in the
pitch space.
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The pitch classes of the 19-tone scale will
be designated by the integers 0 to 19, with
0 representing the note we know as C. This
makes it easy to calculate the differences in
19-tone “semitones” between pitches. For
those who prefer a more familiar form of
notation, I propose a system of conventional
names for the notes below.

The next higher order concept is that
of interval, or 2-note pitch set. In 19-tone
temperament there are eighteen intervals.
When we extend this to interval class
(whereby inversions are counted as part of
the same structure, since you are considering
the shortest distance between the pitches
regardless of octave placement), there are
nine sets. The next higher order concept is
that of pitch structure, which includes all PC
sets related by transposition. Since 19 is a
prime number and there are no intervals
that evenly divide the octave, there are
19 transpositions of each pitch structure.
According to this line of reasoning, the idea
of interval class discussed above is simply
that of “pitch structure of size 2”. Larger
pitch structures can also be examined for
their interval content by counting their
pitch class subsets of two elements, and
when these are tabulated the result is known
as the interval content of a pitch structure
(sometimes called a “vector”).

These concepts are simple enough, but
before we go on, I must digress and note my
differences with other theorists who have
made the interval content of a PC set the
basic concept rather than the pitch structure,
as I have done. In 12-tone temperament,
because of the fact that 12 is divisible by 2,
3, 4 and 6, a situation is created whereby
some PC sets have the same numbers of
intervals of the same type even though they
are unrelated by transposition or any other
simple relationship. Since there was no
obvious relationship, these structures were
dubbed to be “Z” related. This is a unique and
interesting condition, and it ought to rule
against the idea that the interval content be
made the basic structure. It is also doubtful
that any atonal composers made use of the
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“Z” relationship since it was not discovered
until after their music was written, while it is
obvious that they used transposition. Many
theorists have the idea that things would be
simpler if they could reduce the number of
basic elements in some fashion, only in this
case it only makes things more confusing.
In any case, there are far fewer structures
to worry about in 12-tone temperament; we
will have to do some neat tricks to reduce the
number of elements in 19-tone temperament,
and we will do so below.

While I am on the subject of my gripes
about other theorists, let me give you another,
more serious one: some theorists make a
table of pitch class sets, and when a set is
encountered in a piece under consideration
it is simply designated something like “set
3-12.” I think it makes far more sense to use
the pitch structure designation of a structure
and transposition, such as “0 3 4 (3)” to
indicate individual PC sets than references
to tables. (“0 3 4” is the pitch structure and
the transposition is shown in parentheses
or as a subscript.) This is exactly like calling
something a “B-flat major triad,” which gives
the precise structure and transposition, and
allows for all structures, even those that
don't have common names.

The next basic concept is that of a normal
form representation for pitch structures.
Normal form is the choice of one registral
ordering of the set as its proper notation,
such as choosing the root position of a major
triad over the first or second inversions.
Intervals are produced by subtracting the
other PCs from a given one modulo 19. The
rules for normal form are as follows: First,
choose the form that results in the smallest
overall intervallic span. For example, [0 6 12]
could be represented as [06 12], [0 7 13], or [0
6 13] (in these examples brackets are placed
around the sets for easy identification). If the
first step does not produce a unique result,
chose the form with the smallest second,
third, ... interval. (In addition to [0 39 13], the
forms of this set include [0 6 10 16], [0 4 10
13] and [0 6 9 15]. The second rule resolves [0
39 13] as the form of notation.) Fortunately,
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in 19-tone temperament there are no sets
that divide the octave evenly, such as the
diminished seventh chord.

3. Multiplicative Operations

The concepts outlined above would be
enough to get started on a meaningfully
informed process of musical composition, at
least where we would be aware of the most
basic aspects of pitch vocabulary. I have gone
a further distance, however, because of my
desire to employ some of the same methods
that I use in my non-microtonal music.
Probably the next step for any composer
would be to define some basic similarity
relationships or transformations that could
be applied to pitch class sets. In this context
the first idea that usually pops out is that of
inversion. In my view, inversion of but one
aspect of what have been called multiplicative
operations. These operations are produced
by multiplying the elements in the pitch
structure by a constant, and have the effect
of expanding or contracting the intervals
in the set. Inversion is often described as
multiplying by -1, which is the same as the
number of pitches minus 1, and turns the
interval pattern “upside down”. (I should
clarify that I am employing multiplicative
operations as structural operations and
am not implying any particular manner in
which the sets would be used in a musical
context, although of course the judicious
choice of orderings and registrations can
clarify the source of a transformation used.)

In music based on the 12-tone scale,
because 12 can be divided equally by 2, 3,
4, and 6, the only multiplicative operations
that are usually considered are 1, 5, 7, and
11, corresponding to the cycles of ascending
and descending minor seconds and perfect
fourths. In 19-tone music there are 18
multiplicative operations, and all of them can
produce different structures! (It is helpful
to remember that multiplicative operations
other than 1, 5, 7, and 11 can even be used
in 12-tone music, and may in fact have been
employed by some composers before things
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were investigated in this thorough a manner.
[0 1 2 3], for example, can be mapped into [0
2 4 6] by M2 and [0 3 6 9] by M3. M4 and
M6 would produce duplications of PCs at the
octave and greater intervals, thus producing
complications that the composers would
have to provide some solution for.)

There are certain basic similarities
between all sets that are related by
multiplicative operations, designated as
“M1, M2, ..., M18,” and therefore I have
devised a system of type classifications and
groupings of pitch structures into families
based on their behavior under multiplicative
operations. This system greatly reduces the
complexity caused by the huge number of
distinct forms, and makes the territory seem
much more manageable. Before getting
to that material, however, it is helpful to
explain a few more concepts.

Complementary operations are operations
that are “inversional” with respect to one
another, or in simpler terms, operations
where the sum of the numbers after the “M”
is19. M1 and M18 are complementary, as are
M2 and M17, ..., M9 and M10. Pitch structures
that arerelated by complementary operations
always have the same interval content, and
only those sets have that particular interval
content.

The number of distinct forms of a set refers
to the number of different pitch structures
that are produced under the 18 multiplicative
operations. While all 19-tone pitch structures
have 19 distinct transpositions, and most
pitch structures have 18 distinct forms,
there are two other possibilities that exist:
some sets are self-inverting and have only
9 distinct forms, and some highly unusual
sets have only 6 distinct forms, replicating
themselves under M7 and M11.

The total chromatic is, as in 12-tone
theory, a representation of all the possible
PCs, 19 in this case.

In 12-tone equally tempered music, there
are the same number of intervals as there
are decachords, trichords as nonachords,
tetrachords as octachords, and pentachords
as septachords, with hexachords a special
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case. In 19-tone music, there are the same
number of intervals as there are pitch
structures of size 17 (I don't think there is
a word for that), pitch structures of size 3
as 16, etc. This is mentioned only so that I
can describe the notation for sets of a large
number of elements (more than half the PCs
in the system) in terms of the pitch classes
that they exclude. (This is also useful for 12-
tone equal tempered music.) The term “Excl.,”
when preceding the designation of a PC set,
such as “Excl. 01 4 6 (9),” refers to the set of
PCs excluding the designated set, in this case
a set of 15 PCs. Thus, in the following table
only sets up to size 9 need be considered.

The following table 1 shows the number of
pitch structures and the number of families
of pitch structures related by multiplicative
operations that exist for each 19-tone pitch
structure, and for comparison, the number
of 12-tone structures of the same sizes. (I
have not calculated the sets larger than
hexachords.)

Table 1.
Size 12-tone 19-tone 19-t01.u?
PSs PSs PS Families

2 6 9 9

3 19 51 4

4 43 204 14

5 66 612 36

6 80 1,428 86

7 66 2,652 154

8 43 3,978 228

9 19 4,862 280

I originally designated families by letter
names, in order to use Roman numerals for
type classifications and Arabic numbers for
PCs and PSs. This produces family names of
“A” through “N” for tetrachords, “A” through
“IJ” for pentachords, and “A” through “FFFF”
for hexachords. This gets to be cumbersome
and is probably impractical, but I do not
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intend to make a thorough investigation of
bigger chords.

Type classifications are based on an
investigation of the behavior of the sets under
the multiplicative operations. While entirely
empirical, these are useful in order to know
what possibilities may exist with a particular
PC set that you may choose to employ. The
principles used to form these classifications
are the number of distinct forms that the set
produces under multiplicative operations
and the number of intervals that the sets
contain.

Type I: the set has only six
distinct forms.
TypeII:  the set has nine distinct forms,

complementary operations
producing the same form.

All higher-numbered types contain 18
distinct forms. Type classifications are based
on the number of interval classes that are
present and absent in the forms.

Type III:  only 3 interval classes
are present; 6 are absent.

TypeIV: 41ICs are present, 5 are absent.
Type V: 5 1cs are present, 4 are absent.
Type VI: 6 ICs are present, 3 are absent.
Type VII: 7 ICs are present, 2 are absent.
Type VIII: 8 ICs are present, 1 is absent.
Type IX: all interval classes are present.

The usefulness and interest of the sets
increases with the type. Not all PSs of a given
size contain all types. Trichords contain only
types L, II, and III. Tetrachords contain types
I through VI. Pentachords do not contain
families of types I or III.

4. 19-tone Intervals
The first thing that it would be useful

to do would be to compare the 18 19-tone
intervals to both the overtone series and
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Table 2.

Step 19-tone Ratio 12-tone Ratio Interval Just Interval

0 1.0000 1.0000 Unison 1.0
1 1.0372
2 1.0757
3 1.1157
4 1.1571
5 1.2001 1.1892 Minor Third 1.2
6 1.2447 1.2599 Major Third 1.25
7 1.2910
8 1.3389 1.3349 Perfect Fourth 1.3333
9 1.3887
10 1.4403
11 1.4938 1.4983 Perfect Fifth 1.5
12 1.5493
13 1.6069 1.5874 Minor Sixth 1.6
14 1.6666 1.6818 Major Sixth 1.6667
15 1.7285
16 1.7927
17 1.8593
18 1.9284
to 12-tone equal temperament. Since the Table 3.
semitone and whole tone are really different
in 19-tone temperament (there are about 3 Number Name Number Name
19-tone steps for 2 12-tone steps), I don’t 0 C 0 C
even bother comparing those (see Table 2).

It can be seen that the intervals listed — 1 C# 18 B# or Cb
major and minor thirds and sixths, and 9 Db 17 B
perfect fourths and fifths, have very precise
intervals in 19-tone temperament, but there 3 D 16 Bb
are no corresponding half and whole steps of 4 D 15 At
the 12-tone tempered scale.

Itis easy to use the integers 0 through 18 as 5 Eb 14 A
the names of the notes, and that is what I will 6 E 13 Ab
do in this document for the most part. I have
also used the following system of note names 7 E#orFb 12 G#
as a mapping of the 19-tone scale onto the 8 F 11 G
five-line staff, using the customary symbols

9 F# 10 Gb

of flats and sharps (see Table 3).
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The right column reads backwards in order
to place complementary notes (with respect
to C) opposite each other. It is difficult to
accept the notion that the difference between
C# and Db is the same as that between C and
C#, or that our notational system includes
Db, D, and D# all as different notes. We
could adopt a system using double sharps
and flats, or even sesqui-sharps and -flats as
some microtonalists have done. Nevertheless,
music transcribed in this notation is easier to
follow, and the notes give a pretty accurate
picture of where the sounds actually occur.
(Of course, notation given to performers on
microtonally-tuned synthesizer keyboards
such as I described before has to use the
note designations for the keys in equal
temperament, for that is the only system that
the performers know how to play.)

There are some important properties of
this notational system. First, all of the intervals
that are very close to their 12-tone and just
equivalents are transcribed properly: C-Eb is
a minor third, C- E a major third, C-F a perfect
fourth, C-G a perfect fifth, C-Ab a minor sixth,
and C-A a major sixth. Also, C#-E and Db-F
are a minor third and major third (intervals
of 5 and 6 steps), respectively. Many of the
intervals are represented properly, but of
course, several are not. Db- E#, for example,
isaminor third, and in conventional notation
that would represent a doubly augmented
second. Allowing the variants of E#-Fb and
B#-Cb allow some of these problems to
be avoided, but not all. In order to have a
correctly notated minor third above Gb, we
would need a Bbb, and I have been unwilling

to go that far. In this notational system, all
the perfect fourths and fifths can be right; it
is the thirds and sixths that sometimes look
weird.

Can conventional acoustic instruments
play in 19-tone temperament? Actually,
they can, but they can’t play all the notes of
the scale without learning how to hear the
intervals much more accurately. However,
because of the very close intonation of major
and minor thirds and sixths and perfect
fourths and fifths, the notes C, Eb, E, F, G,
Ab and A could be played with acceptable
differences in intonation. While the good
intervals would work properly beginning
from any reference tone on an instrument
that could play in adjustable intonation, like
a violin or trombone, they would first need
to hear areference tone in order to make the
proper adjustment. Instruments with fixed
pitches, like woodwinds, piano or pitched
percussion, could only play the seven notes
listed above, but these would be all right.

5. Pitch Structure Data

These concepts can only be clarified
by looking at some of the data. All will be
listed by types, groups, and multiplicative
operations.

A. Trichords

The following table 4 list the four families
of 19-tone trichords. Group A, type II, has
only nine distinct forms, and group D, type
L, only six.

Table 4.
Group A Group D
M1, M18 012 M1, M7, M11 018
M2, M17 024 M2, M3, M14 035
M3, M16 036 M4, M6, M9 0610
M4, M15 048 M5, M16, M17 025
M5, M14 05 10 diminished triad M8, M12, M18 078
M6, M13 0 6 12 augmented triad M10, M13, M15 0410
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Table 4 (continued).
Group A Group D
M7, M12 0512
M8, M11 0311
M9, M10 0110
Group B Group C
M1 013 014
M2 026 028
M3 039 0710
M4 0711 037
M5 049 015
M6 017 056
M7 027 079
M8 058 0511 minor triad
M9 089 0810
M10 019 0210
M11 038 0611 major triad
M12 057 029
M13 067 016
M14 059 045
M15 0411 047
M16 069 0310
M17 046 068
M18 023 034

B. Tetrachords

There are 204 19-tone tetrachords, which
can be grouped into 14 families (which I
label “A” through “N”). The following (see
Table 5) is a summary of the possibilities.

The intervals shown are merely meant to
suggest the number of intervals of different
types that occur, not the precise locations.
In group A, for example (the 0 1 2 3 group),
there are always three intervals of one type,
two of another and one of a third.

You may be able now to see where I
am going with this. The more interesting
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structures are the ones with both 18 distinct
transpositions and the greatest interval
count. In this case, they are groups H, K and
N (see Table 6).

C. Pentachords

There are 612 19-tone pentachords,
which can be sorted into 36 groups labeled
“A” through “JJ” (assuming that we label the
ones after “Z” as “AA, BB,” etc.). Table 7 —
is a summary of what they are.
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Table 5.
Type No. Transpositions Intervals Groups
L 6 [111111000] I
IL. 9 [321000000] A
[221100000] EJ,L
V. 18 [221100000] B
V. 18 [211110000] C,D,F,GM
VI 18 [111111000] H,K,N
Table 6.
Group H Group K Group N
M1 0137 0146 0237
M2 05711 02812 05911
M3 0239 06710 0269
M4 04912 0378 01411
M5 0149 01511 0569
M6 0157 0278 06711
M7 02711 0479 03810
M8 0169 02511 0238
M9 0689 0789 0179
M10 0139 02310 0289
M11 0389 06911 0568
M12 04911 0259 02710
M13 0267 0168 04511
M14 0589 061011 0349
M15 03812 0158 071011
M16 0679 03410 0379
M17 04611 041012 02611
M18 0467 0256 0457
Table 7.
Type No. Transpositions Intervals Groups
II. 9 [111111000] A
[322210000] EE
[222211000] T, AA
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Table 7 (continued).

Type No. Transpositions Intervals Groups
V. 18 [332110000] B
18 [322210000] F
VL 18 [322111000] C,G K 0,Q,HH
18 [222211000] FF
VII. 18 [321111100] D,E, U
[222111100] HLLRV,WY,GGIL]JJ
VIII. 18 [221111110] ,M,N, S, X, Z, BB, CC, DD
IX. 18 [211111111] p
With pentachords, we see that there is Group P (16)
just one group that has all intervals. It is
listed below: M17 024511
M18 03789

Table 8.

Group P (16)
M1 01269
M2 067911
M3 01479
M4 026710
M5 0571011
M6 045713
M7 0591112
M8 027811
M9 023812
M10 0491012
M11 034911
M12 013712
M13 023713
M14 014611
M15 034810
M16 02589
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These sets figure prominently in the 19-
tone music I have written.

D. Hexachords

With hexachords, we start dealing with
really large amounts of data, which those
who are accustomed to using 12-tone
chords are unprepared. There are 80 12-
tone hexachords, but there are 1,428 19-
tone hexachords, which may conveniently
be classified into 86 groups. I could designate
these “A” through “HHHH”, but I have instead
just numbered them. With this huge amount
of data, it is quite helpful that we can reduce
the forms to just 86 groups to work with.

The following table 9 gives a summary of
these forms.

Following the patterns set above, the most
interesting hexachords are the ones that
contain all intervals with the most balanced
distribution, and these would be the last four
in the list above (see Table 10).
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Table 9.
Type No. Transpositions Intervals Groups
L 6 [222222111] 33
II. 9 [543210000] 1
[433221000] 20,72
[432221100] 36,52, 79, 85
[322222110] 80
[222222111] 81
VL. 18 [443211000] 2
[433221000] 6
VIL 18 [433211100] 3
[433211100] 7,75
[422222100] 11
[333221100] 21, 50,73
[332222100] 25
[333311100] 49
VIIL 18 [432211110] 4,26
[422221110] 16,19
[333211110] 8, 22, 54,57
[332221110] 10,12, 23, 44, 51, 53, 64, 74, 76, 82, 83
[322222110] 15, 24, 29, 37, 39, 47, 58, 59, 60, 66, 69, 77, 86
[222222210] 35
IX. 18 [432111111] 5
[333111111] 84
[332211111] 9,13,17, 38, 48, 68
14, 18, 27, 28, 30, 31, 34, 40, 41, 43, 45, 46, 55,
[322221111] 62, 63, 65, 67, 70, 71, 78
[222222111] 32,42, 56, 61
Table 10.
Group 32 (FF) Group 42 (PP) Group 56 (DDD) Group 61 (IIT)
M1 0124711 0125810 0134810 013589
M2 0578913 0345713 0345911 0235913
M3 02791013 048111314 03591112 04791213
M4 03791112 0124813 0147911 0157811
M5 0134813 02561012 0378912 04691012
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Table 10 (continued).

Group 32 (FF) Group 42 (PP) Group 56 (DDD) Group 61 (III)
M6 0456912 036101112 0146711 045101213
M7 02471213 06791112 01381014 0235910
M8 04581011 03571011 0457813 04691112
M9 0126811 02781112 0167911 049111213
M10 03591011 01451012 02451011 0124913
M11 0136711 0146811 0568913 0136812
M12 01691113 0135612 02381214 0157810
M13 0367812 0126912 04571011 0138913
M14 059101213 02671012 0345912 0125711
M15 0135912 059111213 02471011 03461011
M16 03461113 01361014 0137912 0146913
M17 0456813 0234713 0267811 048101113
M18 04791011 0258910 0267910 014689

E. Septachords

There are 2652 septachords, not quite

As before, the interesting forms are the
ones with all intervals distributed in the
most even manner. Table 12 shows these

double the number of hexachords, and these  groups.
break down into 154 groups (see Table 11).
Table 11.
Type No. Transpositions Intervals Groups
L [333222222] 130, 135
II. [654321000] 1
[544322100] 136
[543222210] 151
[444322110] 101
[443322210] 62, 152
[433322220] 154
[444222111] 149
[433222221] 92
VIIIL. various 21 groups
IX. all with [5] 6 groups
all with [4] numerous
all with [3s, 2s, 1s] 33 groups
[333222222] 89, 118, 149
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Table 12.

Group 89 Group 118 Group 147
M1 01257811 013571011 02348911
M2 0469111213 012361014 02367911
M3 015781011 0256101213 01347914
M4 01468913 01246912 0267101113
M5 01358913 034571213 024561114
M6 0469101112 014571012 0457111314
M7 0479111213 0469121314 045671114
M8 0159111214 01356913 013471214
M9 0348101113 04678914 02348912
M10 023591013 01235914 034891012
M11 023591314 0478101213 02710111314
M12 01246913 012581014 037891014
M13 01236812 025781112 013791014
M14 0458101213 016891013 012461114
M15 045791213 0368101112 023671113
M16 013461011 013781113 02568914
M17 01247913 04811121314 02458911
M18 034691011 014681011 02378911

F. Larger Chords

While I haveinvestigated the larger chords,
through size 9 (and ones larger than those
can be handled through their complements),
I haven’t used them extensively, and the
above discussions go far enough ahead for
most purposes.

6. Arrays

Arrays are structures pitch class sets
where each PC is a member of at least
two dimensions at the same time. Two-
dimensional arrays are written out as
boxes in which the horizontal dimension
represents “voices” and the vertical
dimension “chords.” The designation of a
two-dimensional array gives the number
of notes in the voices followed by “x” and
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the number of notes in the chords (i.e.,
a 5x4 array). Arrays of a higher number
of dimensions include sets of arrays of
a smaller number of dimensions. In my
system, I only consider higher numbers of
sets of the same sizes: three-dimensional
arrays consist of two-dimensional arrays of
the same dimensions (i.e., four 5 x4 arrays),
and four-dimensional arrays sets of three-
dimensional arrays (i.e. four 4x5 x4 arrays;
in practice things rarely get this heavy).

Since arrays involve a lot of duplication,
it is clear that the same PC may occur
more than once. When it does, it is called a
weighted PC. Using arrays involves noting
the PC content included in the chords and
voices, weighted PCs, and the structure of
the chords and voices. Since 5x4 is 20, this
is the smallest size array that can state the
total chromatic.
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Arrays can be written out either in
musical notation or numerically, using the
system described above (C=0, C#=1,...,
B#=18). Arrays used in compositions are
usually structured very carefully to reflect
a given set of concerns. I am interested in
arrays where all the chords and voices are
related by multiplicative operations, where
all intervals are present, and where the total
chromatic is present. The following is an
example:

M1 04175 026717 M13
1131614 0137(13) M1
211187 03812(18) M15
61598 0239(6) M3

Wt.=9 910123 0679 (3) M16

Chords: 01269 (0) [M1,06 79 11 (4)
[M2],03789(9) [M18],02 4511 (3) [M17]

“Wt=9” indicates that 9 is the only
weighted PC. The total chromatic is
represented. Both the chords and voices are
related under multiplicative operations, and
the chords include two pairs of structures
represented by complementary operations:
M1 and M18 plus M2 and M17. The voices
include one pair of complementary
operations, M3 and M16. Arrays with this
degree of structure, where both chords and
voices are related in this manner, are very
rare. I had to discover them by running a
computer program that went through all the
possible permutations of the chords. Here
are some others:

M3 0121315 0137@12) M1
31104 0239(1) M3
61416 2 02711 (14 M7
18785 0689 (18) M9
Wt.=8 811179 0139(8) M10

Chords: 01479 (18) [M3],04 5713 (7)
[M6],02589(8) [M16],02 3713 (2) [M13]

M4 016111 0589(11) M14
414718 04912014 M4
86159 0239(6) M3
531713 0491113 M1i2
1721012 02711010 M7

Chords: 026710 (17) [M4],027 811 (14)
[M8],034810(7) [M15],034911 (9) [M11]

M5 0196 0169(0) M8
58413 014914 M5
10171416 0467 (10) M18
111872 03812(18) M15

Wt.=7 712315 04912 (3) M4

Chords: 0571011 (0) [M5],0491012(8)
[M10],014611(3) [M14],023812(13) [M9]

M7 09516 03812(16) M15
715173 02711(15) M7
1411211 0139(11) M10
410618 05711(18) M2

Wt.=6 61382 04611 (2) M17

Chords: 0591112 (14) [M7],014611(9)
[M14],013 712 (5) [M12],05 7 10 11 (11)
[M5]

This is a very special set of arrays, all
based on the group P pentachords and
group H tetrachords. They all have the
same relationships as the first array shown
above, and in fact they are all multiplicative
forms of one another, which is shown by
the “M1, M3, M4, M5 and M7” indicated in
the upper left.

This sequence of five arrays states
all multiplicative forms of the 0 1 2 6 9
pentachord, with M14 appearing twice, just
as each array states all 19 pitch classes, with
one PC appearing twice. Not all forms of the
voice 01 3 7 tetrachords are stated, however;
M6 and M11 are missing, M1, M4, M7 and M10
appear twice, and M3 appears three times.
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These arrays appear verbatim in my
composition Meditation. The opening of the
piece, based on tetrachords, unfolds all 18
intervals of the 19-tone scale in a manner
that shows each of the steps, but in such a
way that no single interval ever dominates.
In fact, the use of as many intervals as
possible without duplicating any one of
them, particularly the jarring minor seconds,
makes a fluid and interesting context.

7. Array Inclusions

As with arrays based on 12-tone
temperament, it is possible to have smaller
arrays nested inside larger ones. For example,
the following trichordal array is included
within the array M1 listed above (repeated
for convenience):

Hexachords:

M1 04175 026717 M13
1131614 0137(13) M1
211187 03812(18) M15
61598 0239(6) M3
910123 0679 (3) M16
1216 6 2 04913(12) [groupl]

Chords: 0126912 (0) [M13],06 79 11
12 (10) [M7],03 6101112 (6) [M6],01356
12 (2) [M12]

Wts: 0471014 (2)

Here, all of the chords are from group
42 (PP). The added voice tetrachord is,
unfortunately, not from the same group as

M1 04175 0267(17) M13  the other voice tetrachords.
1131614 0137(13) M1 Septachords:
211187 03812(18 Mi15 M1 04175 0267(@17) M13
61598 0239(6) M3 1131614 0137(13) M1
Wt.=9 910123 0679 (3) M16 211187 03812 (18) Mi15
61598 0239(6) M3
Chords: 01269 (0) [M1],06 79 11 (4)
[M2],03789(9)[M18],0245 11 (3) [M17] 910123 0679 M16
Trichords: 177111  03913(17) [group L]
M1 04175 026717 761112 0156 (6) [group J]
211187 03812(18) Chords: 02348911 [M1],02367911
(4) [M2],02378911(9) [M18],024589
61598 0239 (6)

Chords: 02 6 (0) [M2],07 11 (4) [M4],08
9 (9) [M9], 0 2 3 (5) [M18]

The chords are all from the trichord group
B, and the array is a complete subset of the
pentachordal array, with the same voice
tetrachords.

There are no tetrachordal subsets all the
chords of the array that are in the same
groups. There are larger arrays, however:
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11 (3) [M17]
Wts: 0278101314 (17)

All of the chords are from group 147. Of
particular interest with the septachordal
array is the fact that all the voices have the
same multiplicative relationships that they
do in the pentachordal array.

There are similarly multiplicative forms
of these arrays that yield 18 distinct forms
with the same relationships between the
chords and voices.
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8. Conclusions

These considerations show that, while
19-tone harmony is inherently much more
complicated than triadic tonality or even
the complexities of atonality and serialism,
it can still be understood by the same kinds
of principles that apply to other music.
The amount of data in 19-tone harmony
is staggering, and it cannot be dealt with
successfully by intuitive methods or
experimentation, especially since we do
not have musical instruments that allow
experimentation with the sounds.

I have tried to employ methods that are
similar to what I have used in my other
music, namely by bringing together groups of
harmonies related by pitch transformations,
combining them into larger structures like
arrays, and incorporating smaller arrays
into larger ones so that there is a coherent
relationship between the subcollections,
with common-tone properties providing
the basic for continuity and succession.
Other composers may approach harmony
differently and come up with similarly
interesting and coherent music.

I have also integrated a preference
towards avoiding the intervals that are
unusually clashing, like the “minor seconds”
01 and 02, putting them into contexts where
atleast they are used with octave separations
so that they don’t sound so jarring. I also have
a preference for maximizing diversity, in
such a way that structures that include fewer
intervals are avoided in favor of passages
that contain all interval classes, if possible.

I have written two compositions
employing 19-tone equal temperament
that are recorded: Meditation, my first
composition, written in 1993 and released
on Temperamental Music and Created
Sounds, and 19-tone Clusters, written in 2010
along with its 12-tone tempered companion,
Clusters, recorded on the album with the
same name. Both works have since been
uploaded to YouTube.

Meditation, as the title implies, is a slow
and contemplative piece, although it has

98

a palindromic shape with accelerations
in each section until the mid-point and
decelerations afterwards. It begins with a
single tone followed by a long melody that
unfolds all the intervals of 19-tone equal
temperament. The melody has significant
beating at times; there is no vibrato used
in the entire piece. Beating is a significant
property of all equal temperaments; the only
way to avoid it is to use just or pure intervals.
As the work proceeds, chords of various
sizes occur throughout, again employing all
possible interval classes. The work ends on a
nearly pure major triad, the last tone fading
away much as the work began.

19-tone Clusters, the overtones are all
clusters of 5-note chords duplicated through
three to four octaves above the note. In
other words, harmony becomes spectrum.
The amplitudes of these components are
varied so that they have a kind of “shimmer”
moving up and down the spectrum. There
are five different ways in which the sounds
are introduced into the piece: the basic
cluster, a “variegated” cluster, a “whoosh”
sound that attacks each of the components
separately, a “gong” sound, and a cluster
glissando. The piece begins in the middle
range and proceeds through several short
passages, each emphasizing a different
aspect of the sounds, until it reaches a big
climax with all instruments being used, and
finally concludes quietly, much as it began.

These explore but a minimum of what is
possible with these diverse and interesting
sounds.
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Finland,

a Vocal Symphony
for Soprano, Tenor
and Large
Orchestra

My composition Finland is a vocal symphony
for soprano, tenor and large orchestra set

to the text of the early 19th century Russian
Romantic poet Evgeny Baratynsky.

The main idea behind this composition involves
the combination of two contrasting approaches
to musical composition: composing an abstract,
independent musical work built on purely
musical laws of structure and development
and, on the other hand, writing a dramatic,
programmatic work, the aim of which

is to express emotions, to interpret and depict
the subject matter of the literary text.

The musical composition consists of six
movements, following the poem’s six unequal-
length stanzas. Each movement is divided into
a purely orchestral section and a vocal-
orchestral section, the latter featuring
alternately the solo soprano and tenor.

The work is written in the twelve-tone
technique and involves references to a late
Romantic musical language, emphasis

on new textures and sonorities

for the orchestra, occasional implications

of tonality, and incorporation of serial rhythm
in several of the work’s sections. The article
gives a short account of Baratynsky’s biography
and poetic writings and then proceeds

to analyze the composition Finland in terms

of both the large-scale structure and the details
within the individual movements.

«OPUHIITHIUS»,

BokajibHasas cuM$pOHUA

IJIs1 cCOIIpaHo, TeHOopa

H 00JIBIIOr0 CUMPOHUYECKOI'0
opKecTpa

Moe counHeHHe «PUHITHIUA» SIBJISIeTCS
BOKaJIbHOM CUMGOHMeH I COIIpaHo, TeHopa
U 00JIBIIIOT0 CUMGOHHUYECKOI0 OPKeCTpa,
HaIlMCaHHOM Ha CTUXOTBOPEHME PYCCKOI0
1moata HavaJsia XIX Beka EBreHus bapaTbIHCKOTIO.
I'maBHAsA Uzes aTOTO IIPOU3BENEeHUA —

B COYeTaHUH [IBYX KOHTPACTUPYIOIIUX
IIOAXO00B K MY3bIKaJIbHON KOMITO3UIIHH:
co3faHue abCTPaKTHOIO MY3bIKaJIbHOIO
IIPOM3BeIeHU, OIIUPAIOIIerocs Ha YUCTO
MY3bIKaJIbHbIe 3aKOHBI CTPYKTYPEI

U PasBUTHS, U, C APYTOX CTOPOHLI, HAlICAHHUE
IpaMaTH4YeCcKOro IIPOrpaMMHOI0 IIPOU3BeIeHHUs],
I1eJIb KOTOPOT0 — BEIpa’KeHHe YYBCTB

U MHTepIIpeTaliys CIoyKeTa JUTepaTypHOro
TeKcTa. «PUHIIAHAYSA» COCTOUT U3 IIIeCTH
JacTew, creys IIeCTH CTUXOTBOPHBIM
cTpodaM pasHoro pasMmepa. Kaxnmasa yactb
paszesieHa Ha COGCTBEHHO OPKeCTPOBBIHI

U BOKAJILHO-OPKECTPOBBINA pasfiesibl, B
IocJIefHeM II00Y€epeTHO IIOI0T COJIO-COIIPaHO

U coJI0-TeHOp. COUMHeHMe HAIlMCaHO

B IBEHAAIIaTUTOHOBOM TeXHUKE U IIPUBHOCUT
HEeKOTOpbIe a/UIF03UHU Ha IT03{HePOMaHTHYeCKUHI
CTHJIb, YeJIgs1 BHUMaHUe HOBaTOPCKOMU
$aKType U CO3BYYUSIM OPKeCTpa, BHEAPSIAChH

B HEKOTOPBIX pparMeHTax My3bIKH B TOHAJIbHYIO
TapMOHHIO U 00palfasich B HeCKOJIbKUX
paspesiax K CepuHHOMY pUTMYy. CTaThs
IIpefCcTaBsgeT KpaTKUH 6HuorpapuyuecKui
OYEepK U XapaKTePUCTUKY I1093UHU
bapaTBIHCKOIO, 3aTeM IIePeXOJUT K aHaIU3y
«DUHIAHIUN» C TOUKHU 3peHUs BCeoOIIed
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y composition Finland is a vocal
Msymphony for soprano, tenor and

large orchestra, whichis set to the text
of the early 19th century Russian Romantic
poet Evgeny Baratynsky. The main challenge
of composing this work was the juxtaposition
of two contrasting approaches to vocal
musical composition — that of composing a
musical work inspired by a literary or any
other extra-musical subject and which serves
to express the feelings and emotions present
in the poem “Finland,” and that of writing an
absolute musical composition which does not
rely on the primacy of the literary text or an
extra-musical subject, but follows its own self-
contained laws of musical form, structure,
thematicism and development to build its
personal foundations of harmony, melody,
pitch-collection and form. This duality, being
the chief basis of the work, is carried out
in many ways. The work is written in the
twelve-tone method, following the tradition
of Schoenberg, Webern, late Stravinsky and
the American serial composers; the twelve-
tone method lays the foundations of the
composition’s thematic material and, to a
certain degree, large-scale form.

At the same time, the composition’s
texture and expressive means carry a distinct
connection with the late Romantic period of
the turn of the 19th and 20th centuries to a
much greater degree than most of my other
compositions. The work uses a wide range
of textural and orchestral colors, including

a broad variety of percussion instruments
which add to the timbral palette of the
orchestra. The work pays very close attention
at developing new and, at the same time,
evocative textural sonorities created by
various kinds of blending of instruments,
in this way developing a loose relationship
with the works of some of the European
and American avant-garde composers of the
second half of the twentieth century. In certain
isolated passages the emphasis on timbral
sonorities takes a distinctive priority over
the development of form and thematicism.
Some of the ways that this manifested is
when one vertical sonority is held for a
set period of time with the instruments
changing from one to another, a technique
known as “klangfarbenmelodie” or “tone-
color melody,” made famous in the atonal
works of Schoenberg, Webern and Berg, as
well as when musical thematic coherence
gives way to a free line of thought, where
virtuosic passages in diverse instruments
demonstrate brilliance of sound and ever-
changing instrumental colors for their own
sake, rather than for the sake of thematicism.
Both of these cases of textural emphasis,
nevertheless, carry out the function of the
overall enhancement of the composition’s
expressive qualities and emotional message.

Finally, Finland contains several sections
which employ serial rhythm derived from
the pitch class series of the work. Two
distinctly types of serial rhythm are used:
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the time-point system, where the pitch class
number (the number of semitones in a pitch
class starting from C) is transferred to the
placement of beat position in a measure,
and the contrasting system of transferring
the pitch number to the number of units
in a rhythmic value. The sections of the
composition which contain serial rhythm
employ the technique of “nesting,” which
is transformation of the series’ pitch class
intervals into the intervals of the series’
transposition. All of these aspects of the
composition mentioned here are derived
from the legacy of Schoenberg and show this
composition as following the great tradition
started by him, though certainly carrying the
tradition in a new direction by attempting to
find an original language attuned to the end
of the 20th century.

Evgeny Baratynsky’s Life and Works;
the Poem “Finland”

Evgeny Baratynsky was one of the chief
representatives of the Russian Romantic
movement in poetry at the beginning of the
19th century. The most well-known proponent
of this movement was Alexander Pushkin,
but the movement also included such poets
as Anton Delwig, Konstantin Batyushkov,
Nikolai Yazykov, Nikolai Gneditch, Mikhail
Lermontov, Feodor Tutchev and Afanasy
Fet. Since this was a time of flourishing
in Russian culture, it was known as the
“Golden Age.” In contrast, the second
flourishing of Russian literature in the first
few decades of the 20th century was called
the “Silver Age.” The “Golden Age,” which
took place approximately between 1810 and
1850, coincided with the epoch of Goethe,
Schiller and Heine in Germany, Lamartine
and Chateaubriand in France, and Byron,
Shelley, Keats and Wordsworth in England.
The poets of the Russian Romantic period
were to a certain degree influenced by their
contemporaries in Europe, most notably, by
Byron and Goethe, and this influence can
frequently be traced in their poetry, some of
which includes translations of these poets’

works into Russian, as well as paraphrases
and imitations of their poetry.

Evgeny Abramovich Baratynsky, whose
fame as a poet was to a certain degree
overshadowed by that of his younger
celebrated contemporary Alexander
Pushkin, was in his right a major poet of his
time. He was born in the Tambov gubernia
in Russia in 1800 into a noble family. His
father served in the military as a general-
lieutenant, so as a boy the poet was placed
into a military academy for his education.
During his years of study there, together
with a few of his companions he committed
an adolescent prank, due to which he was
expelled from the academy and denied the
right to engage in any governmental service
other than military service. Starting from
1818 he served in several military posts; for
the first two years he served in St. Petersburg,
which provided him with the opportunity to
participate in the city’s cultural and artistic
milieu of that time, to take part in poetic
salons, and to have his first poems published
in literary journals. In 1820 he was promoted
in military rank; however, at the same time,
he was sent to Finland to be stationed at
a military post. Baratynsky remained in
Finland, with short, sporadic visits to St.
Petersburg, until 1825, when he was raised
further in his rank and granted permission to
retire from military service. From 1825 until
his death Baratynsky lived chiefly in Moscow,
having married in 1826; he frequently visited
St. Petersburg, taking part in literary events
and having his poetry published regularly.
Later on he became a close colleague of the
philosopher Ivan Kireyevsky, who introduced
him to the philosophy of Friedrich Schelling.
This influenced exerted an impact on
Baratynsky’s further poetic output. The poet
died unexpectedly in 1844 in Naples, Italy
while undertaking a long tour of Europe,
which included a number of countries,
including France, Germany and Italy.

Baratynsky chiefly wrote short, lyrical
poems, although his output also includes a
small number of longer narrative poems.
Unlike some of his contemporary poets, who
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are almost entirely heart-centered in their
works, Baratynsky is also to a great degree
an intellectual poet who uses the medium
of poetry for contemplating important
philosophical issues. Some of the themes
of his poems are: the laws of fate, human
mortality, the interconnection of happiness
and unhappiness, and the inability of poets
to find understanding among their more
materialistic contemporaries. Many of
Baratynsky’s poems are tragic and pessimistic
in their philosophic messages, some dwell
on human beings losing their primal state of
innocence and speeding towards the path of
blind egotism and worldliness. Among such
poems are: “The Final Death,” in which the
poet describes a vision of history ending with
human extinction, “The Last Poet,” which
describes the lonesome feeling of sorrow by
the last poet, unwanted by society in an age
fraught with materialism, and “Autumn,”
which describes how, unlike a farmer, who
reaps a large fruitful harvest in the fall, the
poet does not reap any rewards from life
and society, but ends up barren. Despite
the predominance of pessimistic themes,
Baratynsky’s poetry does include plenty
of happy and joyful themes, as well as a
fair share of humorous epigrams. It could
be said about his poetry that it adheres to
the Classical style in literature by strictly
following the traditional Classical poetical
forms and genres, while the poems’ content
undoubtedly reflects the Romantic trends
current in his time.

During his stay in Finland Baratynsky
wrote many of his important early poems,
some of which describe his stay there and
its emotional impact on him. The poem
Finland, written in 1820, was one of the very
first poems which appeared during his stay.
It adheres to the standard genre of an elegy
and possesses a very refined and elevated
Romantic language and figurative qualities.
The first half describes the beauty of the
nature and scenery of Finland, beginning
with a quasi-archaic salutation to the rocks
of the country for having accepted him there.
In the beginning of the poem’s second half he

evokes the memories of the Vikings who had
been in Finland many centuries before him,
aswell as the memory of the Norse mythology
to which the Vikings adhered, especially
the chief god Odin whom they worshipped.
Here Baratynsky makes one crucial mistake,
substituting the Finns’ mythology with that of
the Vikings. As we know, the Vikings merely
visited Finland occasionally, while their real
base was in Denmark, Norway and Sweden.
This factual mistake, though it may appear
faulty from the perspective of a historian
or a culturologist, does not upset the poetic
image of the poem. On the contrary, it
provides a certain amount of quaint charm,
as well as poetic license. After this comes
the standard section of lament, where the
poet bewails the passing of the Vikings, their
heroic age and unique culture and laments
the pettiness and the transience of his
own time and contemporaries. The poem
ends in a reconciliation, whereby the poet
claims that he is not dependent on time or
mortality, nor on fame or success among his
contemporaries, but is happy in himself and
his art.

The form of the poem provides a special
form of interest, since it consists of six
stanzas of contrasting unequal lengths.
Despite the poem’s overall unity, each
stanza bears a semi-independent function
in terms of structure and meter, as well
as content. Each stanza describes certain
subject matter and a certain mood which
essentially differs from those of the other
stanzas. However, when joined together,
the six stanzas comprise the complete poem,
which has an undeniably organic unity of
form and dramatic structure. The number
of lines in each stanza are, respectively, 8,
11, 4, 6, 20 and 12. Each stanza is endowed
with a varied metric structure and a
varied rhyme scheme, which change with
each new stanza as well as within certain
stanzas themselves. This irregularity of
length of the poem’s stanzas, as well as
their respective forms provide for a very
important relation with the form of the
music, since the latter is to a great degree
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based on the poem’s form. Also, each of
the musical work’s movements provides a
semantic interpretation of the emotional
mood of each of the poem’s corresponding
stanzas. Following the nearly autonomous
quality of each of the poem’s six stanzas,
the music maintains the semi-independent
status of the six musical movements
which when combined together form an
organically unified musical composition.

This is the rhyme scheme of the poem,
which demonstrates the irregularity of
its structure, reflected by the musical
composition (see fig. 1):

ABABCDCD ABBABCCDEED ABAB
AABCCB ABBACDDCEFEFGHGHIJJI
ABBACDDCEFEF

Fig. 1. The rhyme scheme of the poem

Inthe following portion of thisarticleIshall
demonstrate the direct relationship between
the irregularity of the formal scheme of the
poem’s six movements and the general form
of my musical composition. The individual
structure of the rhyme scheme of each of the
poem’s stanzas, though not always directly
corresponding to the structure of the musical
composition, nevertheless has influenced
the semi-independent status of each of the
six movements. The aim has been to create
a separate form for each of the movements,
while at the same time preserving their unity,
just as the poem’s structure is preserved by
combining the six stanzas, totally different
from each other and possessing different
structural rhythmic patterns.

This is Baratynsky’s poem Finland in my
translation into English:

Evgeny Baratynsky
FINLAND
In your crevices you have accepted the bard
O Finnish granites, aged granites,

The warrior-nightguards
Of the earth’s icy wreath.

He is among you with his lyre. Salutations
from him, salutations

To the contemporary giants of the world:

Just as they are, let him be

In all the coming years unchangeable!

How everything around me captivates
wondrously the eye!
There, in unfathomable waters
The sea has joined with the sky;
Here from the rocky mountain to the sea
the dense forest
Came down in heavy footsteps,
It came — and it looks into the mirror
of the smooth waters!
It is late, the day has passed but the face
of the sky is bright
On to the Finnish skies without darkness
the night descends
And merely as part of its own adornment
Brings in the unneeded chorus
of the diamond stars
Onto the panorama of the sky!

So here is the native land of Odin’s children,
The scourge of faraway peoples!

So here is the cradle of their restless days,
Dedicated to loud skirmishes!

The appealing shield has fallen silent,
the voice of the Skald is not heard,
The burning oak-tree has been put out,
The fierce wind has scattered
off the majestic outcries;
The sons do not know of the heroic feats
of their forefathers,
And in the valleys’ dust
Lie the overturned faces of their gods!

And everything around me is in solemn
silence!
Oh you, who have carried battles from shore
to shore,
Where have you hidden, O midnight heroes?
Your traces have disappeared in your native
country.
Is it you, who, turning onto its cliffs
your sorrowful eyes,
Are floating in the clouds in a misty crowd?
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Are you? Give me an answer, hear my voice,
Appealing to you amidst the silence
of the night,
O mighty sons of these fierce, eternal cliffs!
How is it that you have separated
from your rocky homeland?
Why are you sorrowful? Why did I discern
In the gloomy faces smiles of reproach?
You too have disappeared into the abode
of the shadows!
Your names also have not been spared
by time!
What are our feats worth, what is the glory
of our days worth,
What is worth our reckless generation?
O, everything in its due course will
disappear in the abyss of the years!
For everybody there is one law, the law
of destruction,
In everything I can hear the mysterious
welcome
Of the promised oblivion!

But I, in obscurity, loving life for life’s sake,
I, who am careless in spirit,
Will I tremble before fate?
Not eternal for the times, I am everlasting
for myself:
Is it not to imagination alone
Does their storm say something?
The moment belongs to me,
As I belong to the moment!
What need is there for previous
or to upcoming generations?
It is not for them do strum with my barely
audible strings;
I, who am unheard, am rewarded plentifully
For my sounds with my sounds
and for my dreams with my dreams.

1820

The Large-Scale Structure
of My Musical Composition Finland

The large-scale structure of Finland is
an important element to understanding
the overall aesthetics of the work and its
juxtaposition of the principles of absolute

music and program music. It contains six
contrasting movements which are to be played
without pauses. This creates an impression
of one continuous movement which contains
different sections of various tempi and
moods. The six movements are of unequal
length and of contrasting tempi and follow
the format of the poem with its six stanzas,
each movement containing one stanza. Two
singers alternate, each movement being sung
entirely by one singer, the next singer taking
over in the next movement. The first, third
and fifth movements are to be sung by the
tenor, and the second, fourth and sixth —
by the soprano. This arrangement follows
the format of Gustav Mahler’s “Das Lied
von der Erde” and Alexander Zemlinsky’s
“Lyrische Symphonie,” where, likewise, each
movement is sung by one of the two singers,
alternately, the male and the female singer.
Unlike those two compositions, “Finland”
presents the two voices in a duet at the end
of the third and sixth movements, creating
another point of symmetry in form.

Each movement contains a purely
orchestral section without any voices, as well
as a section with the vocal lines accompanied
by the orchestra, a feature which provides
further complexity to the form by suggesting
a compound arrangement of twelve diverse
sections. The first movement is slow, the
second is fast and dramatic, the third is slow
and contains many melismatic features in
the vocal lines. The fourth movement is
moderately slow and texturally sparse and
subtle; it is written with the incorporation
of serial rhythm. The fifth movement is, for
the most part, fast, loud and dramatic and
contains a short, contrasting instrumental
section at its end, recalling the fourth
movement. The sixth movement is slow and
lyrical. The first movement begins with a
purely instrumental section, which is slow,
static and declarative, featuring horn calls as
well as contrasts between alternating high
and low registers of the orchestra. The vocal
section which follows is relatively short and
provides a slightly more subdued version of
the mood in the instrumental section. The
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second movement begins at a fast tempo, with
loud and dynamic music for the entire tutti
of the orchestra, which gradually dissipates
and makes way for softer and more lyrical
music. The vocal section, which comes after
the instrumental section, continues the more
subdued mood of the first section’s latter part.
The third movement is, once again, slow and
starts in a more static manner than the first;
but gradually the dramatic momentum is
increased by the melismatic passages of the
tenor line as well as the duet of the tenor and
soprano which closes the movement.

The fourth movement demonstrates my
first attempt to utilize serialized rhythm. This
movement is moderately slow and contains
sparse pointillistic textures in the orchestral
instrumental parts, which are used in a very
soloistic manner. The movement starts with
the vocal section where the time-point system
is used. In this system each note corresponds
to a rhythmic position within the measure.
The instrumental section following it uses
the other system of total serialization, the one
formulated by Pierre Boulez and Karlheinz
Stockhausen in the mid-20th century at
Darmstadt. Here each note corresponds
to the rhythmic duration. The use of these
two techniques enhances the pointillistic
instrumental writing and subdued emotional
mood that are inherent in this movement. The
fifth movement provides the most dramatic
and climactic portion of the composition. It
is, like the second movement, fast, loud and
dramatic in character. It is also the most
recapitulatory in function, since it brings
back most of the themes from the second
movement — from both its instrumental and
vocal sections — often dwelling intensively
on themes and motives that were given only
passing treatment in the second movement
itself. Unlike all of the other movements
of the composition, where each of the two
constituent sections are nearly equal to
one another in size and function, the fifth
movement’s two sections contrast to each
other the most. The instrumental section,
which comes after the vocal section, is much
smaller than the latter and serves both as

a coda to the first section and a transition
to the sixth movement. What it is, in fact,
is a continuation or recreation of the
rhythmically-serialized instrumental section
of the fourth movement, the function of
which is to complete the entire 12-note set
of transpositions, as listed in the twelve-tone
matrix.

The sixth movement begins slowly and
sparsely in texture and then gradually
accumulates to a more homogenous
portion of the composition, utilizing a
moderate amount of thematic and motivic
recapitulation from the first movement and
evoking a fair share of diatonic implications,
in thisway bordering on utilizing certain Neo-
Romantic stylistic traits to achieve a special
dramatic effect. Like the third movement,
the sixth movement does not incorporate
anindependent purely instrumental section,
but closes off with a duet between the
soprano and tenor, which, similarly to way
it was done in the third movement, repeats
the stanza with the duet after the soloist
has sung it first. Only two passages function
as the “purely instrumental section” to the
sixth movement: the first one closing the
soprano section and forming a transition
between it and the duet, and the second
one closing the duet and forming a coda
to the entire composition. Both of these
instrumental passages are recapitulatory in
function and repeat themes from the first
movement, thereby emphasizing the entire
composition’s overall cyclic unity.

The unequal sizes of the six movements,
their contrasting tempi, and the juxtaposition
and relationship between the instrumental
and vocal sections of each movement provide
the essential foundation of the symmetry of
the composition’s large-scale formal design.
In addition to the fact that the lengths of
the individual movements (and, on a more
indirect level, the two constituent sections
of each movement) are determined by the
lengths of the poem’s corresponding stanzas,
they also exist independently of the literary
content as self-contained formal structures.
The six movement, when divided into their
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two respective constituent sections, provide
for twelve distinct sections of the work. The
juxtaposing correspondences of the lengths
as well as the tempi of the twelve sections
create an overall large-scale twelve-element
structure of the composition. The inequality
of the twelve sections’ contrasting lengths
and tempi create the unique structure of
the work. The fact that there is a numerical
correspondence between twelve parts to
the structure and twelve pitch classes to the
series is entirely coincidental. The twelve-
element microcosmic and macrocosmic
structures are built on entirely different
premises and consist of entirely different
proportional units.

The following list represents the length
of each of the six movements in terms of
measure numbers (see Table 1).

Table 2.

Table 1.

Movement 1: mm. 1-141 — 141 measures

Movement 2: mm. 142-238 — 97 measures

Movement 3: mm. 239-283 — 45 measures

Movement 4: mm. 284-381 — 98 measures

Movement 5: mm. 382-521 — 140 measures

Movement 6: mm. 522-620 — 99 measures

Listing the lengths of the individual sections
of each movement further demonstrates the
symmetrical proportions of the composition’s
overall structure (see Table 2).

The instrumental section of the fourth
movement is further divided into two

section 1 (instrumental):

mm. 1-92 — 92 measures

Movement 1
section 2 (vocal):

mm. 93-141 — 49 measures

section 1 (instrumental):

mm. 142-189 — 48 measures

Movement 2
section 2 (vocal): mm. 190-238 — 49 measures
section 1 (solo vocal section): mm. 239-257 — 19 measures
Movement 3
section 2 (vocal duet section): mm. 258-283 — 26 measures
section 1 (instrumental): mm. 284-348 — 65 measures
section 2 (vocal): mm. 349-381 — 33 measures
Movement 4
[subsection 2a: mm. 349-367 — 19 measures]
[subsection 2b: mm. 368-381 — 14 measures]
section 1 (vocal section): mm. 382-500 — 119 measures
Movement 5
section 2 (instrumental section): mm. 501-521 — 21 measures
section 1 (solo vocal section): mm. 522-568 — 47 measures
Movement 6

section 2 (vocal duet section):

.569-620 — 52 measures
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sections, contrasting in texture and means
of instrumentation. The second resulting
section is a further extension of the structural
idea of serial rhythm, as demonstrated in the
first resulting section. In case of movements
3 and 6, they are divided not into vocal
and “instrumental” sections, but into solo
and duet: in the second sections of both of
these movements the voices sing together.
The rounding off of the third and sixth
movements with duets provides a further
point of structural symmetry by adding
weight to the midpoint and the end of the
composition, dividing it neatly in half and
then bring each half of the entire work to
a climactic conclusion. It also breaks the
monotony of the established pattern of
alternation of the vocal and instrumental
sections. Creating a more complex form
of symmetry, it retains the duality of the
structure of each movement by dividing the
latter into two sections. In both the third
and sixth movements a purely instrumental
section is lacking as an independent
part, since space must be created for the
duet sections as a further structural and
poetic highlight. However, each of the two
sections of these two movements contains
some purely instrumental passages which
have significant dramatic content and
instrumental writing, albeit, not fully
developed to possess the independent
structural function which the instrumental
sections in the other four movements

Table 3.

are endowed with. A final example of
symmetrical structure must be noted in the
fact that the first two movements start with
instrumental sections and finish with vocal
sections, while the fifth and sixth movements
start out with vocal sections and finish with
instrumental sections.

The structural correspondence of each
of the two sections of each movement,
the instrumental and vocal sections in
movements 1, 2, 4 and 5 and the solo and
duet sections in movements 3 and 6, can
be further analyzed by comparing the
lengths of each of the two sections in each
movement and their relationship to each
other. The proportions resulting from
comparing the lengths of the two sections of
each movement point to a further numerical
structure inherent in the composition.
Similarly, the emotional balance between
the dramatic weight of the vocal music
bearing the stated sung text of each stanza
of the poem and that of the purely orchestral
music reflecting on the text before or after
it is heard in the vocal sections, provides
a corresponding similarity of function to
the structural balance between the two
contrasting sections of each respective
movement. In the case of the sections in the
third and sixth movements, the relationship
of structural proportions between the vocal
line and the text is doubly emphasized by
antiphonal singing between the contrasting
voices of the tenor and soprano (see Table 3).

Movement 1:

92 m. (instr. s.) + 49 m. (vocal s.) = 141 measures

Movement 2:

48 m. (instr. s.) + 49 m. (vocal s.) = 97 measures

Movement 3:

19 m. (solo s.) + 26 m. (duet s.) = 45 measures

Movement 4:
98 measures

65 m. (vocal s.) + 33 m. (instr. s.) [or 65 m. (v.s.) + 19 m. + 14 m. (i.s.)] =

Movement 5:

119 m. (vocal s.) + 21 m. (instr. s.) = 140 measures

Movement 6:

47 m. (solo s.) + 52 m. (duet s.) = 99 measures
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It must be understood that both in the case
of the six movements and in the relationship
of the two sections in each movement to
each other and to the whole composition, the
length in terms of measure numbers of each
movement or section is not necessarily an
indication of emotional or structural weight.
Some of the longer sections are less important
structurally and emotionally, but carry a
more episodic, introductory or transitory
function. The instrumental section of the first
movement presents an example of that. The
first solo section of the third movement, by
contrast, bears much more weight in terms
of text, dramatic force of the music, and
structural role of the section. The longest and
most important section of the composition in
the first vocal section of the fifth movement,
which carries the central focal point of the
poem and the most dramatic music.

“Finland,” like a number of my
compositions, is written using the twelve-tone
technique. The conventional four forms of the
technique are used, namely, the prime, the
inversion, the retrograde and the retrograde
inversion, as well as many transpositions of
these forms. In the fourth movement, as well
as the short instrumental section of the fifth
movement, serial rhythm is also present both
in the form devised by the American serial
composers and in the form developed by
their European colleagues from Darmstadt
in the late 1940s and early 1950s. In addition,
the technique of transformation is used in
these two sections, as well as the technique
of nesting familiar from Charles Wuorinen’s
book “Simple Composition.” All the other
sections of the composition demonstrate
free usage of rhythm, generally based on the
late Romantic tradition of recurring motives.
Although the composition stresses formal
and structural coherence in its design, it does
not use a definite pre-established form within

TO

each of the six movements (except for the
two movements which use serial rhythm).
Instead, it incorporates a free development
of musical themes in what Schoenberg called
“continuous development” or “development
variation.” Nevertheless, it is important to
stress that the composition is essentially
built from small structural units or phrases
of various lengths, and an important guide to
understanding the composition’s structural
design is to trace the individual phrases is
how they connect with one another and carry
on the development of the composition’s
essential thematic material.

The twelve-tone row for the whole
composition is as follows:

G-E-Ab-D-F-Eb-A-B-C#-F#-C-Bb
09 1 710 8-2 4 6 11 5

Fig. 2.

Unlike the majority of the twelve-tone series
of my other compositions, this series is not
combinatorily invertible, so I use other means
of bringing it to life and creating interesting
structural patterns with its means. One
technique I use is that of “mosaic” — dividing
the series into several smaller units, such as
trichords or tetrachords, and using these
pitch collections in various combinations
or juxtapositions with each other to create
vertical or horizontal symmetrical patterns.
Another technique I use is that of similarity
relations in a near-combinatorial sense —
combining two or more transpositions
and inversions of the series, the respective
hexachords of which demonstrate the
greatest overlap of pitch classes. The nearest
transposition and inversion to the prime of
the series in a combinatorial sense would be
T8I, which contain five out of six identical
pitch-classes in each hexachord, as follows:

T8I

[G-E-Ab-D-F-Eb][A-B-C#-F#-C-Bb]/[Eb-F#-D-Ab-F-G] [C#-B-A-E-Bb-C]
2 9

09 1 710 8-2 4 6 11 5 3

8 11 7 1 10 0-6 4 3 5

Fig. 3.
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If one is to compare the first two
hexachords in these two forms of the
twelve-tone series, once can see that the
only discrepancy between the two is that the
first hexachord of the prime contains an E,
whereas the first hexachord of T8I contains
an F#. Likewise, the second hexachord of
the prime contains an F# where the second
hexachord of T8I has an E. Other than that,
the remaining five notes in each hexachord
not only have the same pitch-class content,
but are also ordered so as to have a few
identical dyads and triads. For example, the
first hexachord of the prime contains Eb
and G as its two outer pitch-classes, since it
begins on G and ends on Eb, and the same
two pitch classes form the two outer notes
of T8I, except that the order is reversed, so
that the latter begins on Eb and ends on G.
The dyad D-Ab, formed in the center of the
first hexachord of the prime, is virtually the
same as the similar innermost dyad of the
first hexachord of Thl, namely Ab-D, except
that once again the order is reversed in
the dyad of T8I. The note F, which is order
number 4 in each hexachord, is exactly the
same in both inversions. The trichord A-B-C#,
opening the second hexachord of the prime,
order numbers 6-7-8 in the whole aggregate,
becomes C#-B-A in the same position of the
aggregate of T8I, likewise forming the first
half of this transposition’s second hexachord.
Once again, the order is reversed. Finally, the
last dyad of the aggregate as well as that of
the second hexachord, C-Bb, becomes Bb-C as
the closing dyad of T8I, identical in content,
but with reversed order. The changed
notes in the second hexachord of each
transposition, F# and E, stay at order number
9 of the transposition of the aggregate, while
the “changing notes” of the first hexachords
of each transposition rotate with the note F
in their respective order position between
order numbers 1 and 4.

Most of the other transpositions and/or
inversions of the series have fewer notes in
common with the original. However, many
of them do share similar dyads and trichords
with the prime and with each other, which

are emphasized whenever any of these
two transpositions and/or inversions are
used in combination with each other. As
in Schoenberg’s and especially Webern’s
usage of the series in their compositions,
the last note or dyad of a preceding series
often becomes the first note or dyad of the
following transposition of the series, in
which case it is either not repeated or this
pitch-class correspondence is emphasized
by textural means. A limited amount of
rotation is used in the composition, namely,
the technique of starting on one of the series’
middle notes, proceeding to the end of the
series, starting again from the beginning and
ending with the note preceding the middle
note on which the presentation started —
a technique made famous by Stravinsky in
his late serial compositions. As the vertical
or harmonic element is very important in
the composition, many of these examples
of serial technique are often employed to
produce interesting harmonic and textural
effects. Some of the types of serial technique
used in this context are: combinations of
several transpositions and/or inversions
of the series performed simultaneously or
close to each other, segmenting the series to
produce various trichords or tetrachords, or
presenting two forms of transpositions and/
or inversions of the series sharing the same
trichords. Needless to say, these techniques
are incorporated in various polyphonic and
homophonic contexts.

One more feature of the work worth
mentioning is that on several occasions
twelve-tone writing is presented to imply
gravitation towards a tonal axis by means of
the diatonic-sounding elements inherent in
some of the twelve-tone series’ sections. The
diatonicism is not meant to be a dominating
force, but merely an implication or a pun
created by emphasizing diatonic aspects
hidden within the series and then carried
further along by slightly extending the
series’ usage to emphasize further these
tonal implications. This drive towards a tonal
axis is carried out most explicitly towards
the end of the first instrumental section of

110



2020, Ne 4 %’o

CoBpeMeHHBIN KOMIIO3SUTOP

the first movement, and then the first solo
section of the final sixth movement. In these
two brief episodes major and minor triads
and dominant seventh chords are allowed to
predominate in the harmony, and this makes
it possible for the music to allude to a Neo-
Romantic style. In these passages the tonal
centricity becomes so strong that it brings
along definite particular functions inherent
as diatonic harmony, namely, consonance,
dissonance, suspension and resolution. These
traditional diatonic functions are shared with
the purely serial, dodecaphonic functions of
the pitch-classes and chordal formations in
the passages in question. This is meant to be
partly a deviation from the composition’s
predominant style into a reference to an

earlier style and partly a continuation of the
quasi-Romantic musical semantics inherent
in the work —emphasizing this particular
aspect and not breaking the overall unity.
The rule for octave doublings in this work
is that they are mostly avoided with two very
important exceptions: 1) in the loud, shrill
tutti sections the piccolo is allowed to double
the flute and the other woodwind instruments
an octave higher for purely acoustic reasons
to provide an edgy quality to the sound, and
2) in the two sections of the work which
gravitate towards a tonal implication octaves
are purposely incorporated to strengthen
the “tonal allusion.” This enhances the
tonal illusion, but does not destroy the
composition’s twelve-tone language.
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IIpUHIUIBI OPraHu3anuu
KYPCOB HOBBILIEHUS
KBa/IuUKaIUU
neparora-My3bIKaHTa

B H”HGOPMaIMOHHOH
oOpas3oBaTe/JBLHOU cpefe

B cTaTbe paccMaTpHUBarOTCS IIPO6GIEMBI
B COJlep>KaHUM KyPCOBOM IIOTOTOBKH
Ileflarora-My3bIKaHTa, OIIUCHIBAIOTCS aCIIeKThI
peas3aliu IIporpaMM KypCoB IIOBBIIIEHUS
KBaJIMQUKAIIUU I CIIEIIHAJINUCTOB CUCTEMBI
JOTI0JIHUTEJIbHOTO 06pa3soBaHuUs [leTel.

IIpu opraHusaniii KypcoB OJHUM
U3 IJIaBHBIX YCJI0BHUM CTAaHOBUTCS IIpHMeHeHHe
TeXHUUYEeCKHUX CPe/iCTB — KOMIIbIOTepa
U KJIABUIITHBIX CUHTE3aTOPOB, II0CKOJIbKY
HMeHHO OHHU OTKPBIBAIOT JOCTYII
K He06XoquMol UHOopMaIiuy,
COBEPIIIEHCTBYIOT IIpoIlecc 06yyeHus,
paciupsroT GOpPMBI, BOSMOKHOCTH
U TEeXHOJIOTUH.

CozeprkaHue TOIIOJTHUTEIbHBIX
IIpodecCHOHaIbHBIX IIPOIPaMM KypPCOB
TIOBBIIIEHYS KBaJIUPUKAIIUH COOTBETCTBYET
COBpPeMEeHHBIM TeH/IeHIIUSIM PasBUTUSA
POCCHICKOTO 06pa3oBaHUs U II03BOJISIET
3¢ PeKTUBHO HCII0JIb30BaTh BO3MOKHOCTH
UHGOPMAaIIMOHHOM 06pa3oBaTeJbHOU Cpefibl.
IIporpamMMel paspaboTaHBbI C YIETOM
00'beIMHeHUS TPAJUIIOHHOI0 MYy3bIKaJIbHOTO
06pa3oBaHU U MHHOBAIIMOHHBIX TeXHOJIOTUH.
IIpH 3TOM IOSIBJISIETCS MK IUCIIAIIIMHapHas
HHTerpalys: MysblKka — HayKa —
uHbopMaTUKa. 3HaHUSA B 00J1aCTH
UHGOPMAaIlMOHHO-KOMMYHHUKAIIHOHHBIX
TeXHOJIOTHUH UCII0JIb3YITCI KaK HHCTPYMEHT
IJIs1 COBEPIIIeHCTBOBAHUS IIpelojaBaHUs
KypCOB: OCBOEHHeE COJlepKaHUs MaTepuasla

The Principles of Organization
of Career Enhancement
Training Courses

for Music Pedagogues

in the Informational
Educational Environment

The article examines the problems
in organizing course preparations
for a pedagogue musician’s, describes
the aspects of actualizing the programs
of career enhancement courses for specialists
from the system of supplementary education
for children.

One of the main conditions
for the organization of the courses
is the use of the technical means —
the computer and keyboard synthesizers,
since particularly they open up the access
to the necessary information, perfect
the process of education and expand the forms,
possibilities and technologies.

The content of the supplementary
professional programs of the career
enhancement training courses correspond
to the contemporary tendencies of development
of Russian education and make it possible
to use effectively the opportunities
of the informational educational environment.
The programs are developed with consideration
of combining traditional musical education
with innovational technologies. At the same
time there appears the interdisciplinary
integration: music — scholarship —
informatics. Knowledge in the sphere
of informational-communicational technologies
is used as a tool for perfecting the instruction
of the courses: mastery of the content
of the material on the basis of utilization
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Ha OCHOBE UCII0JIb30BaHUs IIPeIMETHOH Cpefbl
U COBPeMEeHHBIX I1eIaTOTHYeCKUX TeXHOJIOTHH,
BKJIFOYAIOIIUX MY3BIKQIbHO-KOMIIbIOTEPHEIE
TEXHOJIOTHHU U 3JIEKTPOHHBIe My3bIKaJIbHEIe
UHCTPYMEHTHI.

KiroueBrble cJIoBa:

KYPCHI TOBBIIIIEHUS KBATUQUKAITIH,
MY3bIKaJbHO-KOMITBIOTEPHBIE TeXHOJIOTHH,
3JIeKTPOHHBIE MY3bIKaJIbHble HHCTPYMEHTHI,
KJIQBUIITHBIN CHHTE3aTOP, MHOpPMaIOHHAs
obpasoBaTesbHas Cpefa.

of the object environment and the present-day
pedagogical technologies, including computer
musical technologies and electronic musical
instruments.

Keywords:

advanced training courses,

music and computer technologies,
electronic musical instruments,
keyboard synthesizer, information
educational environment.
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[IpUHITAIIEI OpraHU3alluyi KypCoB IIOBBIIIeHUS KBaTUQUKAI[UH I1e[jarora-My3bIKaHTa
B THQOPMAITMOHHOM 06pa3oBaTeabHOU cpene // MKOHU / ICONI. 2020. Ne 4. C. 112-119.
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eCMOTPS Ha TO YTO BO MHOTHX YUpeK-
IEeHUSIX BBICIIIETO U JJOTIOJTHUTEIHEHO-
ro IpodeccuoHaJIbLHOr0 0o6pasosa-
HU PeaJu3yITCs IIpOrpaMMBbI ITI0BBIIIIEHUS
KBaJIMQUKaIUY, HallpaBJIeHHbIe Ha yCUJIe-
Hye UHGOPMaIMOHHON KOMIIETEHTHOCTU
Iefilarora-MysblKaHTa, O0JIBIIIMHCTBO IIpe-
IofjaBaTeJsiell He UMeT IIOATOTOBKHU, OTBe-
Yarollled COBpeMeHHBIM Tpeb0oBaHUSIM. AHA-
JIN3 IOTIOJTHUTEILHBIX IIPOPEeCCHOHATbHBIX
IIporpaMM IIOBBIIIeHUS KBaJUQUKALTUNA
CIIeIIMaJINCTOB CUCTEMBI JOIIOJTHUTEIEHOTO
o6pa3oBaHUs [leTel II0Ka3asl, YTo obydyeHue
B 06s1acTU MHPOPMATHU3ALIUU CBOSUTCA K
$OpPMHUPOBaHUIO I10JIb30BATEIbLCKUX HaBbI-
KOB B paMKaxX MHBapHaHTHOTO IIPOrpaMM-
HOro obecrieyeHUs IIpopeCcCUOHATbHOM Jie-
ATeJIbHOCTH Ileflarora-My3bIkaHTa. Tak, Ha-
IIpUMep, CIAyIIaTeJd KypCOB 3HAaKOMSITCS
C 3JIeKTPOHHBIMU 00pa3oBaTeJIbHBIMU pe-
CypCaMH My3bIKaJbHOM HallpaBJIEHHOCTH,
paboTaroT C ayauo- U BUIe00MOIMOTeEKaMU,
y4daTcs co3faBaTh IIpe3eHTalluu. 13 3Toro
IIepeyHs BBINIaJA0T IICUX0JI0TO-IIe/larOrH-
JecKue, IUJaKTUYeCKHe U IIPaKTHUKO-OpPHU-
eHTHUPOBaHHBIE acIleKThl IIpoliecca obyue-
HU B THQOPMaIIOHHOM 06pa3oBaTe/IbHON
cpeze (MOC).
PaccmaTpuBas 3THU SIBJIEHUS B I[eJIOM,
MO>KHO BBI/IeJITUTH OCHOBHBIE HEJIOCTaTKHU B

IIO/ITOTOBKE I1e/jlarora-MysbIKaHTa K mpodec-
CUOHaJIBLHOM feareabHOCTU B UOC:

— OTCYTCTBHE IIOAXO0/a, HalIpaBJIEHHOIO
Ha pasBUTHe 0CHOBHBIX KOMIIOHEHTOB IIPO-
beccroOHaIbHOMN JesdTeJbHOCTU Ilefarora-
Mmy3bikaHTa B MOC;

— IIOATOTOBKA K IIPUMEHEHUI CPEeJCTB
UHOOPMAIIUOHHO-KOMMYHUKAITUOHHBIX
TexHosioruii (MKT) 6e3 oIlopsl Ha MeTOJ0-
JIOTHIO IIOCTPOEHUS IIpoIilecca 00y4YeHUs B
HOC, 6e3 yuéTa [UIaKTUYEeCKUX BO3MOXK-
HOCTel, OpPUeHTHUPOBAHHBIX Ha IOCTHXe-
HUe 06pa3oBaTeJIbHBIX Pe3yJIbTATOB;

— He3HaHUE CPEeJICTB MY3bIKAJIbHO-KOM-
IbI0TePHBIX TexHooTuH (MKT) [4; 11], Xymo-
7KeCTBEHHO-UCIIOJITHUTEJIbCKUX BO3MOYKHO-
CTel 9JIeKTPOHHBIX MY3bIKaJIbHBIX UHCTPY-
MeHTOB (AMM) [5; 10; 12], a Tak)Ke METOIUKH
IIpeIlo/iaBaHus B YUpeXIeHUU [TOII0JIHU-
TeJIbHOIo obpasoBaHud feteit (VAOM);

— OTCYTCTBHE «OIlepe’Karolero» moaxo-
Ila K IIOJITOTOBKe IIelarora-My3bIKaHTa K
npodeccroHaIbHOMU TesaTesabHOCTH B MOC
C Y4€TOM HallpaBJIeHUI 00HOBJIEHUS COZlEP-
’KaHUSA U MOJIEPHU3AIIUU CUCTEMBI JI0II0JI-
HUTeEJILHOTO o6pasoBaHud neted (JO/).

[lepeuyncieHHble HEIOCTATKU IIOLUYEp-
KHUBAIOT 3HAYUMOCTh IIOBBIIIIEHUS KBaJIU-
duKauu 1enarora-MysbslKaHTa B 00J1aCTU
ocBoeHud cpencts MKT u 9MU, meToquKU
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IIpeliofaBaHusd U IIPUMeHEeHUs UX B IIpPO-
¢deccruoHaAJIBLHOMU JIeATeIbHOCTHU.

T'oBops 0 mpobJieMax B COZlepKaHUU Kyp-
COBOM ITOATOTOBKMU IIpello/iaBaTeseld, MOXK-
HO OTMETHUTH CJIe[yIOoIye: OpUeHTUPOBaH-
HOCTb Ha IIproOpeTeHHe 3HAHUU, a He Ha
OCBOEHME HOBBIX ITefJarOTHYeCKUX IieJIel,
3ajay, IVIAHUPYEMBIX Pe3yJIbTaTOB; OTCYT-
CTBUE HAIIPaBJI€eHHOCTU Ha MHTerpajabHOe
IIOHUMaHUe 00IIUX 3a7ja4, HaJIIpeIMe THBIX
U JIMYHOCTHBIX 06pa3oBaTeIbHBIX pe3yJib-
TaToB (B COOTBETCTBUU C PefepasbHBIM
CTaHZapTOM IIefarora JOIIOJTHUTEIBHOTO
obpa3oBaHUA [leTel U B3POCJIBbIX); He0CTa-
TOK 3HaHUU B 006J/1aCTU IIefarorudecKux
TeXHOJIOTUH; OTCYTCTBHUE OPHEHTHPOBaH-
HOCTH, obOeclieyuBaloIlell BO3SMOKHOCTD
nnpodecCuoOHaIbLHOM 1eATeJIbHOCTH IIe/ia-
rora-MysbsikaHTa B MOC 1 fp.

Cucrema IIOBBILIEHUS KBaJUQUKAIIUU
He YYUTHIBaeT OCHOBHBIX 3a/1a4 IIOATOTOB-
KU I1eflarora-My3bIKaHTa K UCII0JIb30BaHUIO
cpexncts UKT, MKT, 3MU c HalrpaBJeHHO-
CTBX0 Ha IPOPeCCHOHAIBHYIO IesITeJIbHOCTh
B MOC, mosToMy IIpoA0/DKaeT OPUeHTHUPO-
BaTh Ilefiarora Ha IIpUMeHeHUe Tpajuliu-
OHHBIX IIeJarOTMYeCKUX TeXHOJIOTUHN B ero
Ipo¢ecCUOoHAIBFHOM IesITeIbHOCTU. Bo MHO-
TUX YUYpeXXJeHUAX CpeJHero, BBICIIEro U
LOIIOJTHUTEJIBLHOTIO IIPOodecCHOHAaTIBLHOIO
obpa3oBaHUA pPeaJU3yYITCA IIPOrpaMMBbI
IIOBBIIIIEHUS KBAJIUPUKAIIUU U IIpodeccro-
HaJIbHOM I1ePeIo/IT0TOBKHY, HallpaBJIeHHbIE
Ha II0BBIIIIeHHe MHGOPMAIIMOHHOU KOMIIe-
TEHTHOCTHU I1e/laroroB-My3bIKaHTOB [7; 8].
HecMmoTps Ha 3TO, YypOBEeHb 3HaHUM U yMe-
HUM 60JILIIIMHCTBA U3 HUX HE COOTBETCTBY-
eT COBpeMeHHBIM Tpe60BaHUAM.

T'oBops 0 opMUPOBAHUU pecypca Iie-
rarora-myselikaHTa [O/l yepes peasu3sa-
IJUI0 KYyPCOB IIOBBIIIEHUS KBaJIUQUKAIIUH,
yUY€HBble-IIelaror¥ BUIAT He00X0QUMOCTh
BBIIIOJTHEHUA IJIaBHBIX IEUCTBUM B paspa-
60TKe CHCTeMBl er0 IIpodpeCcCHOHATIBHOIO
pocTa, TOTOBHOCTH paboTaTb C MOJEJIbI0
obpasoBaHud B MOC, opreHTUPOBaHHOCTHA
Ha pesyJybTaT. UMeHHO MHHOBAIJUOHHEIE
IIPOIIeCChl B CHCTEMe IIOBBIIIEHU KBAJIU-
¢HUKaITUU I103BOJIAIOT IIelarory mpuobpe-

CTH JINYHOCTHYI0, IIPO$eCCHOHAIBLHYIO YBe-
PEHHOCTH B JajbHeMlIe paboTe.

Heo6xX0guMO ITOAYEPKHYTh, YTO UHHO-
BaIJMOHHBIe QOPMEI IOBBIIIIEHUS KBaJIU-
¢UKaIMK UMEIOT IIPaKTUYeCKYI0 HaIllpas-
JIEHHOCTB, UTO CIIOCO6CTBYeT 3 PpeKTUB-
HOM IIOATOTOBKE Ileflarora-MysblKaHTa K
IpodecCUOHaIbHOU [AeaTeIbHOCTU. X BhI-
6op ompezessgseT HOBBIE IIeJarOTUYEeCKUe
TeXHOJIOTUH, 00yCJIIOBJIUBaeT BapUaTUB-
HOCTB IIPOTPaMM KYpCOB. ITO II03BOJIUJIO
chopMyIMpoBaTh TpeOGOBaHUI K UHHOBA-
IJMOHHBLIM GopMaM OpraHU3aIuu IIporiec-
ca 06y4yeHUd B CUCTeMe IIOBBIIIIEHU KBa-
auoukanuu B UOC:

— opMBI 060yUeHUs AOJ/DKHBL OBITH Ha-
IIpaBJIeHbl HA MOTHUBAIIUIO I1ejaroroB K ca-
MOPa3BUTHIO;

— IIPOeKTUPOBaHWEe WHHOBAI[MOHHBIX
¢$opM opraHusaIu Iporecca 06yueHNs Ha
Kypcax I0JDKHO OBITH HAIIPSAMYIO CBSI3aHO C
ypPOBHEM IIpOdeCcCrOHaTbLHON KOMIIETEHT-
HOCTH I1eflarora;

— UHHOBAIIMOHHBIE (pOPMBI OpraHHU3a-
IIUH IIpolecca 00y4yeHUs Ha Kypcax JT0JDK-
HBI OBITH HallpaBJIeHbI Ha CO3/laHUe CUTYa-
IIUU yCIIeXa;

— IIPOeKTHPOBAaHHUE HWHHOBAI[MOHHBIX
$OpM NIPUBOAUT K KaUyeCTBEHHO HOBBLIM
pesysbTaTaM U BBHI3bIBaeT KaueCTBEHHEIe
U3MeHeHUd JPYyTUX KOMIIOHEHTOB IIe/laro-
TAYeCKOro IIpoIiecca;

— UHHOBAIlMOHHBIE pOPMBI OpraHHU3a-
IIUU IIpollecca 06ydyeHUs Ha Kypcax obe-
CIIEUMBAIOT B3aUMOJIEMCTBUE C OIIBITHBI-
MU 9KCIIepTaMHU U IIPUBJIEKAIOT peaJbHBIX
IIPaKTHUKOB.

TaxuMm o6pasoM, HHHOBAITUOHHBIE QOP-
MBI opraHusanuu obydenus B 1OC mo3Bo-
JIMJIN paspaboTaTh CleAyoliye KpUTepruu
OpraHu3aIiy KypCoB:

— COOTBETCTBUE OIIpefieIEHHON GOpPMBI
OpraHu3allyu IIporecca 00y4eHHUs ero co-
Jep>KaHUIo;

— II00Y’KeHre MTHUITUAaTUBBI CO CTOPOHBI
IIpernojiaBaTe s U CAyIIaTessd Kypca;

— obecrieueHre 06PaTHOM CBS3H;

— peasu3aliys KOMIIETEHTHOCTHOIO I10/I-
X0/1a;
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— 00yueHUe Ha COGCTBEHHOM OIIBITE;

— obecreyeHre CaMOCTOSATeJIbHOCTH B3a-
UMOJIeMICTBUA CJylIaTessd C yueOHOU UH-
dopmariueit;

— IIOUCK HOBBIX pellleHUuN B3auMOJeu-
CTBU4 IIpenofaBaTesisi U CyliaTesIs;

— obecrieyeHHe IIOBBINIEHHOU CTeIleHU
OCBOEHU4 IIelaroraMu M3y4aeMou MHPOP-
Manuy;

— MOTHUBAIUA K CAMOPAa3BUTHUIO.

[lepeunciieHHbIe KpUTepUU UHHOBA-
IJUOHHBIX GOpPM OpraHu3alyu 00y4YeHUs
OIIpe/esIsIF0T HalIpaBJIeHUe II0ATOTOBKY I1e-
rarora-MysblKaHTa K IIpodecCHOoHaIbHOMI
nesareabHoCcTH B MOC [3; 15]. Ocob0e 3Haue-
HUe B CBSI3U C BbIIIeyKa3aHHbBIM IIpHo6pe-
TaeT IOBBIIIeHNe KBaJIUQUKAIIUH I1e[jaro-
rOB-MY3BIKaHTOB Uepe3 0CBOeHUE CPe/iCTB
MKT u BoaMokHOCTeH IMU [2, c. 49].

B paMKax JaHHOM KOHIIEIIITUH paspa-
60TaHBl U pealu3yITCA LOIOJHUTEb-
Hble IIpodeccruoHaJIbHbIe IIPOrPaMMBbI I10-
BBIIIeHUs KBaTUQUKaAIIUU I I1e/lar0roB
cucteMsbl /[O/l, BKIrOUaloIye Caexyrolnue
YPOBHU:

1. «MHHOBAIITMOHHbBIE METOJbl U TeX-
HOJIOTUU B COBPEMEHHOM MY3bIKaJIbHOM
obpasoBaHuU. OCBOEHHE BO3MOKHOCTEH
KJIaBUIITHOTO CUHTe3aTopar (72 vaca) —
mporpamMMa Jjisi HaUMHAKIIUX I1ejaroroB
B 06J1aCTH OCBOEHUS COBPEMEHHBIX TEXHO-
Jioruii. Ha aTom arane o6y4eHUs IIPOUCXO-
OUT OCBOEHUE XYy 0KeCTBEeHHO-UCIIOJIHU-
TeJIbCKUX BO3MOKHOCTEU U TeXHUUYECKUX
napaMmeTpoB IMU, bopMrpoBaHYe HayaJlb-
HBIX IIpodecCHOHaJIbHBIX HaBLIKOB apaH-
KUPOBKHU, KOMIIO3UIIUU U UMIIPOBU3AIIUU
Kak 0a3bl [IJIs TaIbHEUIIIero CaMOCTOSITe b-
HOTO COBEPIIIeHCTBOBAHUS B COOTBETCTBUU
¢ Tpe6b0BaHUAMMU IIPOPEeCCHUOHATIBLHOU Jes-
TeJIbHOCTHU: OIIepaIluU CO 3BYKOM, CUHTEeS3
TeMO6pPOB, MAHUNTYJIAIIUY C MY3bIKaJIbHBIMU
¢ariraMu U 6aHKaMU CHHTe3aTOPOB KakK
OCHOBA /I JaJIbHEMIIero caMoCoBepIlleH-
CTBOBaHUS; TOTOBHOCTH K paboTe ¢ o6paso-
BaTeJIbHBIMU pecypcaMu ceTu THTepHeT.

2. «MICKyCCTBO apaHKUPOBKHU Ha [TUpo-
BBIX CHHTe3aTopax» (72 yaca) —IporpaMMma
BTOPOU CTYIIeHU 00yYeHUs [JId I1e/lar0roB

C OIIBITOM PaboTHI B 06J1aCTH 3JIEKTPOHHO-
I'o My3BIKaJILHOI'O TBOpUecTBa. [Iporpamma
IpegycMaTpuBaeT 60Jiee feTaJabHYy0 (YIIy-
6/1€HHY10) paboTy HaJ, apaH>KUPOBKOMH, CO-
3JaHue I10/Ib30BaTeJNbCKUX CTUJIEH, TeM-
6poB U fp.

3. « ITHHOBaIMOHHbIE METO/bI U TEXHOJIO-
MU B COBpeMEHHOM MY3bIKaJIbHOM 00paso-
BaHUU. My3bIKaJIbHBIN KOMIIBLIOTED B KJIac-
ce KJIaBUIITHOTO CUHTe3aTopa» (72 gaca) —
IIporpaMma IipefilycMaTpuBaeT OCBOEHUe
IIPaKTUYeCKUX HaBBIKOB PaboThl B My3bl-
KaJIbHO-KOMITBIOTePHBIX IIpOrpaMMax.

[esbI0 peanusaliiy AOIIOJTHUTEIbHBIX
npodecCUOHaJbHBIX IIPOTPaMM SBJISETCS
IIpruobpeTeHUe CaylIaTeJassMU 3HAHUU U
KOMIIeTEeHITUHX B 00JIaCTH OCBOEHHUS TeX-
HUYEeCKUX U XYy[0KeCTBeHHO-UCIIOJIHU-
TeJIbCKUX ITapaMeTpoB IMMH, Teopuu u
IIPaKTUKU HCIIOJIHUTEJLCTBA U apaHXU-
POBKH Ha IMHU, MeTOAUKHU IIpelofaBaHUsA
9MU B VAO/I, ocBoeHHEe HAaBBIKOB MY3BbI-
KaJIbHO-KOMIIBIOTEPHON apaH’XUPOBKHU.
Heo6x0quMBIM yciioBHeM 3QPeKTUBHOCTH
IIpodecCUOHaIbHOM [1eATeJIbHOCTH IIejia-
rora-MysblKaHTa B BEICOKOTEXHOJIOTUYHOM
nHGOpPMaIMOHHON 06pasoBaTeJbHOU Cpe-
e siBJsgeTcs QOpMHUpPOBaHUeE O0IeKyIbTYP-
HBIX KOMIIETEHIIUN U QyHTaMeHTalIbHBIX
3HaHUU, [AIOIUX BO3MOXXKHOCTH pacIlu-
PUTH y3KOIIpodecCrOoHAaJIbHbBIe U OTPaHU-
YeHHBbIe IIpefiCTaBIeHUs B 06/1aCTH KakK CO-
BPEeMEeHHOI0 MY3BIKaJIbHOI0 UCKYCCTBA U
My3bIKaJbHOU HayKU [1; 14; 16; 17], Tak u
UHOOPMAITMOHHBIX TEXHOJIOTUU B MY3bIKe
U MY3bIKaJIbHOM Ileflaroruke (CM., HaIllpu-
Mep, pa6otel [13; 15 1 ap.)).

OHUM U3 TJIaBHBIX YCJI0BUM OpraHu3a-
IIUU KYpCOB CTaJI0 IIpUMeHeHUe TeXHUYe-
CKHUX CpeJCTB — KOMIIbIOTepa U KJIaBHIII-
HBIX CHHTe3aTOpOB. IMeHHO OHU OTKPBIBa-
IOT JIOCTYII K HeoOX0AMMOM MHPOPMaIUY,
COBePIIIeHCTBYIOT IIpoIlecc 06ydyeHuUs, pac-
LIUPSIOT GOPMBI, BOSMO’KHOCTH U T€XHOJIO-
I'Uu. MCII0IB3yI0TCA aKTUBHBIE U MHTEPaK-
TUBHBIE MeTO/IbI: IUCKYCCHUH, 0OyJarolye 1
TeMaTHU4eCKHe CeMUHaphl, paboTa B MaJIbIX
IpyIIIax, MacTep-Kjaaccel. IIpUMeHSITCA
3JIeMeHTHI JUCTAHIIMOHHOIO U 3JIeKTPOH-
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HOro obyuyeHus. Ocoboe BHUMaHUe y/eJIs-
eTcd IVIAaHUPOBAaHUIO CaMOCTOATEJIbHOU
paboThl caylliaTesield: Tak, HallpuMep, 3a-
JaHus, TUNAKTHYeCKHUe MaTepHuaslbl, ajaro-
PHUTMBI BBIIIOJTHEHUSA IIPAKTUYECKUX PaboT
O6bLIM COOpaHbI B KEMCHI, a paboThl caMUX
caylIaTesiel, a TakKe HHGOpPMaIlMOHHbIE
U MeTOJMYeCKHe MaTepHasibl pasMelleHbl
Ha UHTepHeT-IIaTopMe «TpubyHa Iefa-
rora-MysbIKaHTa».

Paspa6oTaHHble IpPOrpaMMBl KypCOB
peanusyoTcs yepes CUCTEMY B3aMMOCBSI-
3aHHBIX MOAYJIeH, KakKAbI U3 KOTOPBIX
cofieprKaTeJIbHO U MeTOJUYeCKHU CBA3aH C
IIpebIIYyIIUM, OpPUeHTUPOBaH Ha I10JIy4de-
HUe OCHOBHBIX CBeIeHUU U QOpMHUPOBaHUE
OIIpe/ie/IEHHBIX KOMIIeTeHITU . MO/yJI! BBI-
CTPOEHBI TAKUM 00pa3oM, UTO UX CTPYKTypa
CIIOCOOCTBYeET II0C/Iel0BaTeJIbHOMY OCBOe-
HUI0 y4eOHOIo MaTepHasa: MOTUBAIlUI —
Teopus — IIpaKTUKa — CO3/laHUe TBOpYe-
CKOTO IIPOJIyKTa — IIpe3eHTallus aTTecTa-
I[JMOHHOU paboThl.

MomusayuoHHasa COCTaBJIAIOIIAA ABJISA-
eTCd Ba)KHBIM KOMIIOHEHTOM y4eOHOT0 MO-
IyJId, B Hel 3aKJIa/ibIBaeTCsa IIpaKTUvYecKas
3HAYMMOCTh M3y4yaeMOoro MaTepHaJa.

Teopemuueckue 3aHamust IIpeAIIoIararoT
IIpoBeJleHHe JIeKIIUY, CEeMUHapOB, MacTep-
KJIacCOB.

IIpakmuyueckue 3aHamMus BKJIKYalT OC-
BOEHHE TeXHUYECKHUX IIapaMeTpPoB U XY7I0-
»KeCTBEHHO-UCIIOJTHUTEJIbCKUX BO3MOXKHO-
CTel KJIaBUIITHOT'O0 CHHTe3aTopa, HapaboTKy
HaBBIKOB IIPaKTUYeCKON apaHXUPOBKHU.
/17151 06eclieyeHUs KaueCTBa 10T OTOBKH I1e-
[laroroB Ha IIPAaKTUYECKUX 3aHATUAX IPYII-
I1a JeJINTCA Ha [IBe OT/ieJIbHbIe IIOATPYIIIIbI
B 3aBUCUMOCTHU OT YPOBHS IIOJATOTOBKH CJIY-
maTesiey B 06J1aCTH BiIafieHUs CpefiCTBaMU
MKT u 3MMU. Takoe paszesieHue I103BOJIU-
JIO 06eCIleunuTh UHAUBULYAJIbHBIN II0XO0T,
K Ka’K/IoMy U3 HUX U 9O PeKTUBHYI0 paboTy
HaJl TBOPYECKUM IIPOEKTOM BHYTPH OT/eJIb-
HOU rpymIel. TeopeTUyeckre U IPaKTH-
YeCKHe 3aHATUA I103BOJIIOT OIITUMAaJJIbHO
PacKpbITH TBOPYECKUM II0TeHITUAJI CIyIlla-
TeJIel KypCoB, CiesIaTh IIOCTaBJIEHHYIO 3a-
agy JIMYHOCTHO 3HAYHUMOM /IJIs1 HUX, IIOBHI-

CUTHh UX TBOPYECKYI0 aKTUBHOCTD, IIPOWJI-
JIOCTPUPOBATH BO3MO>KHOCThH COYETaHUSA
UHIUBUYAJIbHBIX U KOJUIEKTUBHBIX GOpM
paboTEI U Ip.

Iman co30aHuUs meop4ecKo20 NpooyKma
BKJIIOUaeT paboTy HaJ TBOPUYECKUM IIPO-
eKTOM, CO3[jaHUue apaHXUPOBKH, pPeJaKTU-
poBaHUe, 3alllCh, COXpaHeHUe, PaboTy C
BHEIITHUMU HOCcUTeJIsIMU. [IpeseHTaIiud aT-
TeCTallMOHHOMN paboThI IIPOXOAUT I1yOIHUY-
HO B popMe KpYyIJIOT0 CTOJIa, HA KOTOPOM
cylLIaTesb IIpefcTaBisieT CBOM IIPOEKT U
aTanbl paboThl HAJL HUM.

Moay/IbHBIN IIPUHITUIL IIOCTPOEHUS CO-
Iep>KaHUusd IIporpaMM II03BOJIIET OTCJIe-
JKUBATh pe3yJbTaT OCBOEHU CIylIaTesieM
Ka’K[0T0 paszesia MOAYJIs, II0OABOJUTE UTO-
TH IIPOMIEHHOT0 MaTepuaJa.

PestoMupys BhIllleCKa3aHHOE, He06X0U-
MO IIOAUEePKHYTH, YTO COJeprKaHue T0II0JI-
HUTEeJIbHBIX IIPodeCcCrOHaIbHBIX IIPOrpaMM
BBIIIOJIHSIET B IIOJITOTOBKE Ilefjarora-My3bl-
KaHTa K IIpodeCcCUOHAILHOM JeITeIbHOCTH
B MOC cienyroye BaKHble QYHKITUU:

— afanTanus K yCIOBUSAM HU3MeHSIoIlle-
rocsi MUpa;

— YIOBJIETBOPEHUE IIP0deCCHOHATbHBIX
rnoTpebHOCTe! (pa3BUBaOIas);

— oboraireHre TBOPYECKOro II0TeHITUaIa
nejarora (omepeskaroias);

— OCBOEHUE COBPEMEHHBIX TeXHOJIOTUM
U MeTOJI0OB IIpernofaBaHUud (TexXHoJOoruue-
cKasi);

— BKJIIOUEéHHOCTh B MOC, akTHUBHOE HC-
I10JIb30BaHUeE eé KOMIIOHEHTOB;

— VUET CreIuGUKU [esTeIbHOCTHU I1e/ia-
rora-MysbslKaHTa cucrtemsl [0/ (coranb-
HO-KOMMYHUKAaTUBHasN);

— BO3MOJKHOCTH pacCIIupeHUs copeprka-
HUA IIPOTrpaMM.

PesysibTaTOM pear3aliiy IporpamMm sB-
JISIeTCSI OCBOEHUE I1efJaroraMU COBPEMEHHBIX
$opM, MeTO/I0B, IIeTaTOTUYECKUX TEeXHOJIO-
TU{, yMeHHe U TOTOBHOCTH IIPUMEHSITH B
npodpeCcCrUOHaTbHOU [esATeJIbHOCTU Cpef-
ctBa MKT, BosmoyxHocTH IMU], a TaxkKe IIpo-
¢deccuoHasbHOe B3auMoyericrsue B MOC.

CoBpeMeHHBIe UCCIe[0BaTeIN CUUTAOT,
4TO CHUCTeMa IIOBBIIIeHU KBaJIUuPUKaIuu
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IOJDKHA CTPOUTHCA € yU4éTOM ob6pa3oBa-
TeJIbHBIX TTOTPe6HOCTEN, KBATUQUKAITUN U
3aTpyQHEeHUM IIperioiaBaTesIsi B Ipodeccro-
HaJbHOU IesiTeTbHOCTH. C 3TUM CBSI3aHBI
Tpe60BaHUS K MOBBIIIEHUI0 KBaTUPUKA-
IIUU TIeJlarora JOIOJHUTEIHHOI0 06pa3o-
BaHUS — IIPOXOJUTH KYPCHI He peXke, UueM
OJIVH pa3 B TPU I'0/1a, a TAK)Ke YUET IIPOXO0K-
IeHUsI KypCcOB IIPU aTTeCTalluH.
[ToBBIIIIEHUE KBAJTUQUKAITUU MBI pac-
CMaTpHBaeM Kak IiejieHallpaBJIeHHBIHN IIPo-
Iecc oboraifeHHus U pasBUTHS KOMIIeTeH-
MY IIperiojiaBaTess B Pa3IMUHBIX BUJAX
IearoTUUeCcKON /esiTeIbHOCTH, OPUeH-

TUPOBAaHHBIN Ha ero MpopecCHOHAJIbHOE
U JIMYHOCTHOE pa3BUTHe. TpajuITuOHHAasS
CHCTeMa IIOBBIIIeHUsI KBaTUQUKAIIUH T10-
CTpOeHa Ha He0OXO0/IMMOCTH BOCIIOJTHEHUSI
«1eUITUTa»: 0OTMEUaeTCsl, YTO e€ CyTh CO-
CTOUT B Ilepejladye CJyIIaTeJIM KypCOB
COOTBETCTBYIOIIIUX 3HAHUUN U HABBIKOB,
HeO0OXOJUMBIX JIJISI pelleHUsI KOHKPEeTHBIX
CUTyaIiui B IpopecCuOHAJIbLHOU /IesiTe Ihb-
HOCTH. B 3TOM cJIyyae yUHUTeJTbCKUH IPO-
deccruoHaAJIN3M PACTET QUCKPETHBIM 00-
pasoM — OT O0HOTO JepHUITUTA K JPYTOMY,
OT Kypca IIOBBIIIeHUSI KBATUPUKAITUH 10
CJIeTyIOIIETO.
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“Musical Informatics”.
Program of the Discipline
for Visually Impaired
Students

Thereunder is a publication the program
of the discipline of “Musical Informatics”
devoted to the theory and methodology
of teaching student musicians with strong
visual impairments. The methodological
and content-rich components of study
of this discipline in the federal state-run
professional educational institution “Kursk
Music Residential College for the Blind”
of the Ministry of Labor and Social Protection
of the Russian Federation are presented.

The author of the article describes
the special conditions for realizing
the adapted program of the discipline
of “Musical Informatics,” the thematic
plan of the discipline, the methodological
recommendations for teachers who implement
the educational process within the walls
of the college, the hardware-software,
educational methodological and informational
support for the realization of the educational
process in specialized institutions the activities
of which are directed at education, upbringing,
rehabilitation and social adaptation of visually
impaired invalids.
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porpamMmMa IUCIUIJIUHBL «MYy3BI-
KaJIbHasg UHQOpMaTHUKa» SIBJISETCS
4acThbH OCHOBHOM IIpO0¢deCcCHOHAIb-
HOM 06pasoBaTeJbHOU IIPOTpaMMBI II0
crneruasabHOCTH 53.02.03 — HMHCTpyMeH-
TaJIbHOE UCIIOJTHUTEJIHCTBO (110 BUAM UH-
CTPYMEHTOB): popTenruaHo, OpKeCTPOBLIE
OYXOBble U yAapHble UHCTPYMEHTHI, UH-
CTPYMEHThI HAPOJAHOTO OpKecTpa. Pabouas
nporpaMMa copMHUpOBaHa B COOTBET-
cTBUM ¢ deflepaJbHBIM I'OCYIapCTBEHHBIM
obpasoBaTeJbHBIM CTAHIAPTOM CPEeIHEro
npodeccruoHasbHOro obpaszoBanud (Iroc
CIIO), mpegHasHaveHa i peajJu3alliy B
benmepasbHOM Ka3éHHOM IIpo¢peCcCUoHAab-
HOM 06pa3oBaTeJIbHOM yupexgeHuu «Kyp-
CKHUU MY3bIKaJbHBIA KOJJIE/K-UHTEepPHAT
CJIenbIX» MUHHCTEPCTBA TPY/Aa U COITHAIIb-
HOM 3a1uThl Poccurickoi Pemepariuu.
3aHATHUA 1[I0 KypCy UMEKT TeopeTHYe-
CKHUU U IPAaKTUYECKUU XapaKTep.

ITes1b ¥ 3aJaYH U CITHILUTHHEI
«My3pIKaIbHast HHPpOpMaTHKa»

MysbiKajJibHass MHPOpMaTHUKaA B KOM-
IJIeKCe C APYTUMU JUCIIUILIMHAMU CII0CO0-
CTBYeT IIpo¢deCcCHOHaIbHOU peabUInuTaliuu
MOJIOABIX JIFOZ[eH C IIaTOJIOTUe 3pUTeIbHO-
r'0 aHaJIM3aTOPa, IIOBBIIIIEHUIO UX COITHAIb-
HOI'0 CTaTyca U B JaJIbHeNIleM — UHTerpa-
ITHUU C 06IIIeCTBOM.

KosimuecTBO 4acoB, HEOOXOAUMBIX [JI
OCBOEHUS IUCIIUILIMHEI II0 CIIelfhalIbHO-
CTAM:

— UHCTPYMeHTaJIbHOe UCIIOJTHUTEILCTBO
(OpKecTpOBEBIe LYXOBBIE U yAapHble MHCTPY-
MEeHTHI, UTHCTPYMEHThl HAapOJHOIO OpKe-
CTpa): MakKCcuMaJjibHag ydyebHas Harpyska
obyuarorierocss — 105 yacos; o6g3aTeIbHas
aygUuToOpHAas Harpyska — 70 4acoB; caMo-
crogTesbHasd pabora — 35 4acoB.

— MHCTpyMeHTaIbHOEe UCIIOJIHUTEIECTBO
(bopTemnmaHo): MakcUMaIbHasg yueOHas Ha-
rpyska obyuaroiierocs — 114 yacos; 06s13a-
TeJIbHAsA ayJUTOpHAasd Harpy3ka — 76 4acos;
caMoCTosiTeJbHas paboTa — 38 4acos.

Pe3ysbTaTOM OCBOEHUS AUCITUILIMHBI
«MysbIKajlbHagd UHQOpMAaTHUKa» SIBJISIETCI
BOCIIUTaHUe IIPOdPeCcCUOHATbHBIX HaBHIKOB
B 00J1aCTU MY3bIKaJbHO-KOMIIBIOTEPHBIX
TexHosioru (MKT) [8-10], He06XOAUMBIX
[T YCIIeIITHOM CaMOCTOSITeJIbHOU IIpodec-
CUOHAJIbHOM JIesITeJIbHOCTU B KauyecTBe ap-
THUCTA, IIpelloiaBaTesisd, KOHIlepTMeucTepa.
PesyyibTaThl 0CBOEHUA JUCITUILIMHEI BhIpa-
’KeHbI B BUJle 06I1IMX U IpodeCcCUOHATbHBIX
KOMIIeTEHITUH.

ApTHcT, IpenojaBaTesib, KOHIIePTMeU-
CTep IOJDKHBI 00/1a/1aTh OOIMMU KOMIIe-
TeHIUAMHU (OK), BKIIFOUAIOIUMU B ce0s1 Psift
CIIOCOOHOCTEM.

[ToHUMAaTBh CYITHOCTH U COITHAIBLHYIO
3HAYMMOCTB CBOeH Oyayiei
podeccuy, IIPosABIATH K Hel
YCTOMYUBBINA MHTEpPEC.

OK 1.

OpraHu3oBBIBaTh COOCTBEHHYIO
LesATeJIbHOCTD, OIIPe/eJIATh MeTO/IbI
U CIIOCOOBI BBITIOJTHEHUS
IIpodecCruoHaJIbHBIX 3a/aY,
OLleHUBATh UX 3QPEeKTUBHOCTH

M Ka4vecTBO.

OK 2.

PermaTh IIpo6JieMEbl, OIeHUBATh
PHUCKU ¥ IIPUHUMATh PelleHus
B HECTAHJAPTHBIX CUTYaIHIX.

OK 3.

OcCy111ecTBJIATh IIOKCK, aHAJIN3

U OIleHKY MHPOpPMAaIlH,
He00X0JUMOH I IOCTaHOBKU
U pellleHus IIpodecCUoHaATbHBIX
3a/1a4, mpo¢dpeCcCUOHAIbHOTO

U JINYHOCTHOTO Pa3BUTHSL.

OK 4.
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Hcrionb3oBaTh MHGOPMALMOHHO-
KOMMYHUKAIIMOHHbIE TeXHOJIOTUU
I COBEPIIIeHCTBOBAHUSA
npodecCuoOHaIbHOU J1eITeJIbHOCTH.

OK 5.

PaboTaTh B KOJLIIEKTHUBeE,
3¢ $eKTHUBHO 06111aThCA C KOJUIeTaMU,
PYKOBO/ICTBOM.

OK 6.

CTaBUTH 11eJIU, MOTUBUPOBATH
IesiTeIbHOCTh ITOTUNHEHHBIX,
OpPraHM30BBIBAaTh U KOHTPOJIUPOBATh
UX paboTy C IPUHATHEM Ha cebst
OTBETCTBEHHOCTH 3a pe3yJIbTaT
BBITIOJIHEHUS 3a/TaHUH.

OK 7.

CaMOoCTOATEJILHO OIIpeiesIATh
3aauu 1podeccHoHaIbHOIO0

U JIMYHOCTHOI'O Pa3BUTHH,
3aHUMAaThCA caM0o0bpasoBaHUEM,
O0CO3HAHHO IJIAHUPOBATh
IIOBBIIIIeHMEe KBATUQUKAIIAH.

OK 8.

OpueHTUPOBATHLCA B YCIIOBUAX
YacToOM CMeHBI TeXHOJIOTUH
B IIpodeCcCrOHaIbHOM [eaTeJIbHOCTH.

OK 9.

ApTHCT, IIpernofiaBaTe b, KOHIIEPTMeCTep
IOJDKHBI 06/1a1aTh IIPO¢eCcCHOHAaTIbHBIMU
koMIteTeHITUAMHU (IIK), COOTBETCTBYIOIIIUMU
OCHOBHBIM BUIaM IIpOpeCcCUOHaIFHON — HUC-
IIOJITHUTEJIbCKOU U I1eJarOTUYeCKO — fes-
TesbHoCcTH (cM. Tabut. 1).

IJeaw Kypca: co31aTh IIPEAIIOCHIIKH pac-
IIIMPEeHUs afalTallMOHHBIX BO3MOKHOCTEH
My3BbIKaHTa-UHBAJIU/A 110 3peHUI0 C IIOMO-
IILI0 COBPeMEHHBIX ITUPPOBBIX TEXHOJIO-

Ta6auua 1.

ruii 1 MKT, 60J1ee II0JTHOTO MCII0JIL30BaHUSI
TBOPYECKUX BO3MOKHOCTEN.

3adauu Kypca: 3HaKOMCTBO C ITUdpo-
BBIMU 3BYKOBBIMH TEXHOJIOTUSIMU U HUX
ocBoeHue, MKT, pabora ¢ oriuppoBaHHLIM
U CUHTE3UPOBAHHLIM 3BYKOM, MY3bIKAJIb-
HBIM MaTepuajioM B popmate MIDI.

[IporpaMMa paccuyuTaHa Ha paboTy co
CTyJeHTaMH, IIPOLIeAIIIUMU Kypc UHOOP-
MaTUKU B CpefHeH IIKO0JIe UJIU CpefHeM
CIlelfiaJIbHOM yueOHOM 3aBe/leHUU (ccy3e):
B KypcKkoM My3BIKaJbHOM KOJIJIEKe-UH-
TepHaTe CJIEIBIX IIPeIyCMOTPEHO IIpero-
IaBaHUe MUCIIUIINHBL «MaTeMaTHUKa U
nHboOpMaTHKa», IIpeJIIeCcTBYIOIEN KypCcy
«MysbIKasnbHas HHPOpPMaTUKa».

TpeGoBaHMS K YPOBHIO 0CBOE€HHUSA
coiep>KaHUsA TUCIUILTHHBI

B pesysbTaTe M3y4eHUs SUCIIUILIMHBI
00y4arolIuncs JoJKeH

3HaAMb:

— CII0COOBI UCII0JIb30BaHUS KOMIIBIOTEP-
HOU TEXHUKHU B chepe IIpodpeCcCUOHAIBLHOMN
neaITeJIbHOCTH;

— KOMIIbIOTepHBbIe IIPOTPaMMBI [JIs1 3aI1H-
CH HOTHOTO TeKCTa;

— 0CHOBBI MIDI-TeXHOJIOTHH;

ymemu:

— leJlaTh KOMIOBIOTEPHBIN HA60P HOTHO-
I'0 TeKCTa B COBPEMEHHBIX IIporpamMmax;

— HUCI0JIb30BaTh IIpOrpaMMbl ITUGPOBOM
00paboTKU 3BYKa;

HcnonHuTebCcKas AesATeJIBHOCTh

HpI/IMEHHTL B HCIIOJTHUTEJILCKON OeATeJIbHOCTH TEXHHUYECKHE CPEACTBA

IIK 1.5
3BYKO3aIlHCH, BECTU PEIeTUIIMOHHYI0 PaboTy U 3aIlHUCh B YCIOBUAX CTYLUH.
K 1.8 Co3paBaTh KOHIlePTHO-TeEMaTHYeCKHe [IPOIPaMMEI C YUETOM CIeITUPUKU
o BOCIIPUATHS CIIyIIaTeIer PasIMYHbIX BO3PACTHBIX I'PYIIIL.
ITegaroruyeckas aesaTeJIbHOCTD
[IpuMeHITh KjIaCCHYeCKHe ¥ COBpeMeHHEIe MeTO/bI IIperofaBaHus,
IIK 2.5. aHaJIM3UPOBaTh 0COOEHHOCTU 0TEUECTBEHHBIX U MUPOBBIX

HWHCTPYMEHTAJIBHBIX IITKOJI
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— OPUEHTHUPOBATBLCA B YaCTOM CMeHe
KOMIIBIOTEPHBIX IIPOrPaMM.

JAucturuinHa «MysblKaJabHast UHGopMa-
THUKa» B KOHTeKCTe 00111elpodeccroHalb-
HOTO0 0JI0Ka UMeeT KaK TeOPeTHUYECKYI0, TaK
U IIPaKTUYeCKYI0 HallpaBJIeHHOCTh U BbIpa-
’KaeTcs B [IBYX OCHOBHBIX Gpopmax paboTHI,
IIPOC/IeKUBaeMbIX KaK B ayAUTOPHOM, TaK
U B CAMOCTOSTEJIbHOM JIeITeJIbHOCTU: 0CBO-
eHle TeOpeTUYeCKUX 3HaHU; BBIIIOJTHEHHE
IIpaKTUYeCKUX 3aaHuil. Bce GopMeI U Me-
TOZBI KOHTPOJIA U3YUeHUS JUCITUILIMHEL Ha-
IIpaBJIeHbI Ha IIOATBEPIKAeHHe YCIIEIITHOTO
U IVIAaHOMEPHOT0 GOPMUPOBaHUSA 0OIIIUX U
IIpo¢ecCUOHAIbLHBIX KOMIIETEHITUN B IIPO-
1ecce pabOoTHL.

MoryT 6BITE HCIIOJIE30BAHBI CIeAYIOIIHe
BHYTPUYPOUYHbIEe U CeMeCTPOBBEIe GOPMBI

Tab6auua 2.

KOHTPOJIST: YCTHBIM OITPOC II0 TEOPeTHYeCKO-
My MaTepHaTy He6OoJIBITIOr0 06'bEMa, OIIPoC
I10 TEOPETHYeCKOMY MaTepHaJIy 110 HeCKOJIb-
KHUM pasjieslaM Kypca, pasjimyHble GOPMEI
IIPOBEPOYHBIX 3aJJaHUH JIJIs1 CAMOKOHTPOJIS;
KOHTPOJILHBIN YPOK; 3a4ET B pOpMe YCTHOTO
OTBeTa.

CopeprkaHHe JUCIUILIUNHBI
«My3bIKajJbHasA HHQOpPMAaTHKa»

U Tpe6GoBaHUA K popMaM H COAepP>KaHUI0
TeKyLIero, IpoMe>KyTOYHOI'0

M UTOT'OBOI'0 KOHTPOJISA

Pabouas nmporpamMma JUCHUIIMHBL « My-
3pIKaJIbHasi ”HQOpMaTHKa» aflallTUpOBaHa
K BO3MOYKHOCTSIM €€ 0CBOEHUS He3pPSTUUMU
U c71a60BUAAIIUMHA CTyIeHTaMHU.

Temamuueckuil NAaH y4eOHOU OUCYUNAUHBL «My3bIKATbHAS UHPOpMamuKa»
daa cneyuasnvHocmu 53.02.03 HHCmpyMeHMAaabHOe UCNOAHUME/16CMeo
(opkecmpogble 0yxo8ble U yOapHble UHCMPYMEHMbL, UHCMPY MEHMbl

HapooHO20 opkecmpa, lopmenuaHo)

Makcu-  O6s3arens- CamocTos-
Ne HammeHOBaHHe TeM MaJIbHasg HoOe KoJIu4e- TeJIbHas
Harpyska CTBO 4acoB pabora
VIII cemecmp
BBepgenue. Bo3MO>XHOCTH MyJIbTUMeAHA.
I. dueKkTpoMy3bIKaJbHBIE HHCTPYMEHTHI 3 2 1
H MYy3bIKaJIbHbI€ KOMIILIOTEPBEI.
IlepBrIe 3JIEKTPOHHBIE MHCTPYMEHTHI
[.1 uux cosmaresnu. 3 2 1
JJIeKTpoaKyCcTHUecKas My3bIKa.
L2 IlepBBEIE KOMMeEpUYeCKHe 3 9 1
" CHHTe3aTOopbl U UX pa3sBUTHE.
HoBbI# B3IJI4, Ha IIOHATHE
1.3 3 2 1
«My3bIKa XX BeKa».
I IIporpaMMEBI pe4eBOro COIpoBOXK/eHHUA
" (cKpuHpHUepHI).
1 BuEI IIpOorpaMM peueBoro 3 9 1
" COIPOBOXKIEHUd, 06I111e CBOMCTBA.
I1.2 IIporpamma Jaws for Windows. 3 2 1
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Ta6auua 2.
IIpodosiceHue
Maxkcu- O6s3aTenns- CamocTos-
Ne HamMmeHOBaHHUe TeM MaJbHasg HoOe KoJIu4e- TeJIbHas
Harpyska CTBO 4acoB pabora
PaboTa C TeKCTOBBIM pefakTopoM Microsoft
I1.3 Word 1ipu oiiepKKe 3 2 1
Jaws for Windows.
OCHOBBI aKyCTHUKH U TEOPHH TeMOpa.
" AHaJIOTOBBIN U MUPPOBOIL 3BYK.
II1.1 Pusuyeckue rapaMeTpsl 3BYKa. 6 4 2
L2 3BYK B IIPOCTPAHCTBE. 6 4 9
3BYKOBBIe 3QQEKTHL.
1.3 Crioco065I 3amucHu 6 4 9
U BOCIIPOM3Be/IeHUs 3BYKa.
OcHallleHre COBpeMeHHOMI
II1.4 3ByKOBOH CTYLUH. 3 2 1
XapaKTepUCTUKU UHCTPYMEHTapHs.
KonmpoabHblil ypok 3 2 1
IV. CuHTe3HUpOBaHHBIN 3BYK.
IV.1 OnudpoBKa 3ByKa. CaMILIMpOBaHUe. 6 4 2
IV.2 CriocoObI CUHTE3a 3BYKa. 4 2
3 CuHTe3aTOpkl, 3BYKOBBIE OJIOKH, 6 4 9
3BYKOBBIE KapTHI.
IV.4 [luppoBrIe 3BYKOBBIE GOpMATHL. 3 2 1
V. MIDI
ITorsaTue MIDI. 5 4 9
" KommyTtanuysa MIDI-ycTpoHCTB.
Koguposka MIDI.
V-2 MIDI-cOOGBITHS B COOOIIEHHS. 9 6 3
V.3 IIpuHIuIl pa6oTsl cekBeHcopa. MIDI-gari. 6 4 2
V.4 CoBMecTUMOCTH ¥ cTaHLapThI MIDI. 2 1
3BYKOBBI€ M MY3bIKa/IbHBIE
" KOMIBIOTEpPHBbIE IPOrPaMMBI.
VI.1 O630p mporpamm. 4,5 3 1,5
VI.2 IIpourprsIBaTeIn. 0,5 1 0,5
VI.3 MIDI-ceKBeHCOPHI. 6 4 2
V1.4 AymyopesakTopEL. 3 2 1
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Tabauua 2.
OKOHUaHue
Maxkcu- O6s3arennp- CamocTos-
Ne HamMeHOBaHUeE TeM MaJIbHasi HoOe KoJIn4e- TeJIbHas
Harpyska CTBO 4acoB pabora
VL5 [TporpaMMel unpe06pa30BaHmI 3 9 1
dopmara dariia.
VI.6 MyJILTUTpEKEepEI. 3 2 1
3auém 3 2 1
Bcero 1o Kypcy: 114 76 38

CopeprkaHHe TUCITHILTHHBI
«My3pIKaIbHast HHPpOpMaTHKa»

BBeneHue. Bo3M0OKHOCTH MyJIbTHMe-
aua

MyJIbTUMeIUHMHEIEe BOSMOKHOCTH KOM-
npoTepa. TpeboBaHUA K pecypcaM KOM-
nproTepa. KoMiproTep Kak MysbIKajJIbHas
CTaHITUA.

CTy[eHT JOJDKeH:

- umMems npedcmas/ieHue 0 COBpeMeH-
HBIX MYJIbTUMEIUNHBIX BO3MOXXHOCTAX
KOMIIBIOTEpA.

Pasnmen .
JJIeKTPOMY3bIKaJIbHbIe HHCTPYMEHTHI
M My3bIKaJIbHbIe KOMIIBIOTEPHI

Tema 1. IlepBbIe 3/IEKTPOHHEBIE HHCTPY-
MEHTBI U X CO3JaTe/JH. JJIEKTPOaKyCTH-
yecKas My3bIKa

JIeKTpOHHBIN KamepToH K. Ilavimka,
TestapMoHuyM T. Kaxwuiia; miecTepHU U
KoJiéca . Eppemosa; opraH JI. XaMMOH/a.
JJIeKTpOHHag peBoJroug T. 3auCcoOHaA U
JIu e dopecra. 306petenus JI. TepMeHa,
MapteHo. EBr. IlTajmno: prucoBaHHBIN 3BYK;
E. MypsuH — AHC; skBoauH A. BojsioguHa.
RCAT. Osicona u I'. besapa.

CTy[IeHT JOJDKeH:

- umMembs npedcmagieHue 06 UCTOPUU
PasBUTHA 3JIeKTPOMY3BbIKaJIbHBIX HHCTPY-
MEHTOB, IIPUHITUIIaX UX PaboThI;

— 3Hamb OCHOBHBIE 3TAIlbl Pa3BUTHS.

Tema 2. IlepBble KOMMepUYeCcKHe CHHTe-
3aTOpPbI U UX pa3BHUTHE

AHaJioTOBBIE CHHTe3aTOphl: Aimert,
Moog, Oberheim. ITudpoBrle cHHTe3aToO-
prl: Yamaha, Korg, Roland u T. 1. FM-cuB-
Te3 /I. YoyHuHra (Yamaha DX7). CemIuiepsl:
[1. AmIuIToH U Synclavier.

CTymeHT JOJDKeH:

- umMems npedcmaseHue O IIPUHIAIIAX
PpaboThI ¥ pasInuUgX Me>Ky aHaJI0TOBBIMU
U UOPOBBIMU CUHTE3aTOpPaMU; IIPUHITU-
nax FM-cuHTe3a ¥ CeMILIMPOBaHUH.

Tema 3. HOBBIH B3IJIsA/ HA IIOHATHE «MY-
3bIKa XX Beka»

OT UTAJBLAHCKUX QYTYPUCTOB K KOH-
KpeTHOU My3biKe II. [Tledpdepa. KéapHCKas
CTy[Us; 3JIeKTPOaKyCTHUecKas My3blKa eB-
POIIeNCKUX CTpaH U AMEpUKU; pasBUTUe
JKaHpa B Poccuu; TBOPUECTBO COBPEMEHHBIX
KOMIIO3UTOPOB (KMCII0/Ib30BaHUE U 03BYUYH-
BaHMe OPKeCTPOBBIX ITAPTUTYP U CO3JaHMe
COOCTBEHHO 3JIEKTPOHHBIX COUYWHEHUN).
JcTpasHasa MysbIKa (QoHOrpamMMa U «KUBOe»
ucriosHeHue). TesleBUeHHe, Paio, KUHO U
TeatTp («poHOBasAI» My3bIKa, HOBBIE I10/IXO0/IbI
K pafiiofipaMe, My3bIKa U peKIama).

CTymeHT JOJDKeH:

- umems npedcmas/ieHue 0 PasBUTUU
«aBaHTapJHbIX» HAaIIlpaBJIeHUN HeTpa ULU-
OHHOU MY3BIKH; 0 MeCTe U BO3MOKHOCTSX
9JIeKTPOaKyCTUUECKON MY3BIKH; 0 IIpo0bJIe-
MaxX U TeHJIeHIIHAX 3JIeKTPOaKyCTUYECKOI0
HUCKYCCTBA B COBpeMEHHOM MUpe.
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Pasgeon II.
IIporpaMMBI pe4eBOro COnpoBOXKIeHHUS
(CKpuHpHEpHI)

Tema 1. BuabI IporpaMm pe4yeBoro co-
IIPOBOXKAEHUsI, 00IIIUe CBOMCTBA

CrernanusupoBaHHbIE U YHUBepPCAIb-
Hble CKpUHpHUAepsl. OKHa, BUABI OKOH, 30-
HbI, MapKephl. PeXUMBI: «00LTUN» U «IJI
UYTEeHUSsI».

CTyZeHT NOJDKeH:

— umems npedcmas/ieHuUe 0 BUJaxX IIPO-
TrpaMM peyeBOro COIIPOBOXKIEHUs, MHCTPY-
MeHTapUU YHUBEPCAJIbHBIX IIPOTPaMM, pe-
>KHMax paboTsl IIporpaMM peyeBOoro COIIpo-
BOXK[€HUS.

Tema 2. IIporpamma Jaws for Windows

HasHayeHHe U 3arpyska IIporpaMMBbl.
Kondurypanusd. YiipaBjeHHe IIpOrpaM-
MOH Jaws For Windows: MUHUMU3AIIUs,
aKTUBHUpOBaHUe pabouyero croJjia, pabo-
Ta C OKHaMU; BbIJlejleHHe 00beKTOB U
CTaHZapTHBIE Ollepalluy. PesKUM UTeHUs
(IpKOy3 Kypcop); UMUTALUs MbIIIH. [Ipu-
MEHUMOCTD IIPOTPaMMBbl, IIpefiCTaBIeHHe
0 CKpUIT-QYHKITULX.

CTyzmeHT LOJDKeH:

— umMems npedcmas./ieHue 0 BO3MOKHO-
CTIX IIporpaMMel Jaws for Windows, e€ KOH-
¢urypupoBaHus;

— yMembs C IIOMOIIBIO IIPOTPaMMBI Jaws
for Windows pa6oTtathk B cpene Windows
Ha YpOBHE 00BIYHOI0 II0JIb30BaTeJId: 3aIly-
CKaTh U 3aBeplaTh paboty Windows-1ipu-
JIOJKeHUH; 3arpy’kaTh U 3aKpbIBaTh ¢am-
JIBI, IlepeMelaThCsa B OKHE U MeXK/ly OKHa-
MU; BBIZIEJISTh 00beKThI U OCYILECTBJISTS C
HUMU CTaHJapTHBIE Ollepalluy; 0TBeYaThb
Ha 3aIlpoChl CUCTEMBI; BXOJUTh B MEHIO
IIporpaMM, OKOH, KOHTeKCTHBIe; BBIOH-
paTh U OCYILECTBJISATH AeUCTBUS IIYHKTOB
MEeHIO; II0JIb30BaThCA IKOY3-KyPCOPOM.

Tema 3. PaboTa ¢ TEeKCTOBBIM peaK-
TOpoM Microsoft Word npu nojgjaeprxke
Jaws for Windows.

UTeHUe U CO3[aHUe TEKCTOB B IIPUJIO-
>keHUU Microsoft Word. Ilpofo/pkeHAe U3-

yueHUd andpaBUTHO-ITUOPOBOro 6I0Ka KiIa-
BUATyphl. PejakTHpoBaHue, CTaHAAPTHBIE
TeKCTOBBIe OIlepaliiu IIpU IoJepKKe Jaws
for Windows.

CTyZleHT JOJDKeH:

— 3HamMb CTPYKTYPY IIPOrpaMMBbl;

— yMemb YATaTh U CO3/1aBaTh TeKCTOBBIE
¢aiiabl B TEKCTOBOM peflakTope Microsoft
Word 1tipu nojjep>XKKe IIporpaMMBbI Jaws
for Windows.

Pasgesn I11.
OCHOBBI aKyCTHKH U TEOPHH TeMOpa.
AHa/I0roBBIN U TUPPOBOI 3BYK

Tema 1. dPusuueckue nmapaMeTpsl 3By-
Ka

3BYK KaK KosiebaHUs 4yacTUL] cpefsl. [1e-
puoayyeckue (My3bIKaJIbHBIE) U allepHo-
nuyeckue (1ryM) Kosie6baHUs. AMILIUTY/A,
4JacToTa, pas3a 3BYKOBBHIX KosiebaHUU. Tpu
IJIaBHBIX CII0C06a MOZYJIAIIUU 3BYKOBBIX
KosiebaHUU. [apMOHMYeCKHe KoJieObaHUs.
ITepuon, fyIvHaA BOJIHEI. M3MepeHUe CHJIBI
3ByKa (rpomkoctu). TemMbp: rapMOHUKU
(06epToHBI), OpMaHTa, CIIEKTP 3BYKOBOTO
curHaza. CTaguy 3ByKa: aTaka, Crag, II0J-
Ilep>KKa, 3aTyXaHHe.

CTyZeHT JOJDKeH:

— 3Hamb, KaKue BUJIBI 3BYKOBBIX KO-
JebaHUU CYyIIeCTBYIOT B IIPUPOZeE; YeM
OIIpefleIII0TCA U U3MEePSI0TCS TPOMKOCTB,
BBICOTA 3BYKa; KaK OpraHaMHu cJyXa BOC-
IIPUHUMaeTCd HallpaBJleHre Ha UCTOYHUK
3BYKa; KaK MO>KHO IIPe/ICTaBUThH CJI0KHBIE
(HerapMOHHUYeCKHe) KojebaHUS; KaKue
IapaMeTpsl 3ByKa OIIpe/iesIgIoT TeMOp; U3
KaKHX CTaNuU CKJIa/IbIBaeTCsA 3ByYaHUe My-
3BIKAJILHOTO UHCTPYMEHTA.

Tema 2. 3ByK B mpocTpaHCTBE. 3BYKO-
BblIe 3 eKThI

OTpakeHHUe U IIOIJIOII[eHHE 3BYyKa B
IIOMellleHUH. MsMeHeHHe YaCcTOTHOM Xa-
PaKTEepPUCTUKHU CIIEKTPa IIPH II0IJIONeHUHU
3ByKa. PeBep6epariysa U eé OCHOBHEIE Xa-
paKTepUCTUKU. [IpoucxoxaeHue U GU3U-
4yecKasi CyTh 3BYKOBEIX 3G PeKTOB: peBepbe-
paiys, Kopyc; aMIUIUTY Has, 4aCTOTHas U
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dasoBasg MOAYJIALINY; IVIIUT, QIeHHIPKeD,
II9HHEeD U Apyryve BapUaHTHl MOAYJIAIIUN
3ByKa. Distortion u overdrive.

CTyneHT I0JDKeH:

- uMems npedcmaesieHue 0O IIOBeJe-
HUU 3BYKa B OTKPBLITOM IIPOCTPAHCTBE U
B IIOMEI[eHUU, CBOMCTBAaX OTPa*KEHHOTO
3ByKa U IIPUMEHUMOCTH peBepbepaliuy;
0 GU3MUYeCKOM CYyTH U BJIUIHUM Ha 3By4Ya-
HUe aMIUIUTYQHOM, 4aCTOTHOU U $pa30BOM
MOJYJIALUU; O IIPOUCXOXKJAEHUU U CYTH
IIPOYHUX 3BYKOBBIX 3QPEKTOB.

Tema 3. C1oco06bI 3aIIMCH U BOCIIPOU3-
BeJeHUs 3ByKa

AHaJsioroBsle CII0c06b1: ©306peTeHUe To-
Maca J[IMCOHAa; TpaM3alliCh, MaTHUTO(OH-
Hasl 3alUCh, 3BYKOBAsI JOPO’KKa B KHUHO.
PeBostronius: iudpoBas sanuch. CyIiHOCTh
UPOBOTO IIpefcTaBJIeHUs 3ByKa. Kaue-
CTBO, PEeIIPOIYyKTUBHOCTb, IleHa.

CTyZeHT JOJDKeH:

- umembsb npedcmasgieHue 06 UCTOPUU
pasBUTHUS 3BYKO3aIllMCH, CIIOCO0aX U CYyTH
aHaJIOTOBOU 3alIKCH 3BYKA; O IPUHIUIIAX
MUPOBOM 3allMICH; O COBPEMEHHBIX IPO-
61eMax IIUGPOBOM 3BYKO3AIIUCH.

TeMma 4. OcHallleHr e COBpeMEeHHOH 3BY-
KOBOM CTyJuH. XapaKTepPUCTUKH HHCTPY-
MeHTapus

OCHOBHOM COCTaB CTYAUH 3BYKO3allU-
CH: MUKPOGQOHBI, CHHTE3aTOPbI, MUKIIIED-
CKUU NIYJILT, 3BYKOBBIE IIPOIIeCCOPhl, Mar-
HUTOQOH (aHaAJIOTOBBIM WU IIUGPOBOM),
YCHUJIUTEJIb 3BYKOBBIX 4acTOT, ayZHUOMO-
HUTOPHL. [J1aBHBIE XapaKTepPUCTHUKHU OC-
HallleHUsd CTyJUU: YaCTOTHBIe XapakTe-
PUCTUKH, CTAaHZAPT aMILIMTY/ALI CUTHAJIA,
COOTHOIIIeHHEe CUTHAJI-IIIYM U T. II. PoJIb 1
BO3MO>KHOCTH KOMIIBIOTEpa B 3BYKOBOH
CTYLUU.

CTyZeHT T0JDKeH:

- umems npedcmas/ieHue 0 COBpeMeH-
HOM CTYJHUU 3BYKO3AIIHCH, €€ KOMIIOHEH-
TaX, UX Ha3HaYeHUU; BO3MO>KHOCTSX 3aMe-
HBI alllIapaTHHIX CPeJCTB KOMIILIOTEPOM;

— 3Hamb OCHOBHBIE TEPMHHBI U CTAH-
LapTHL

Pasgen1V.
CUHTEe3UPOBAHHBIN 3BYK

Tema 1. OnudpoBka 3BykKa. CoMILIupoO-
BaHHUe

[Iporecc COMIJIMPOBAHUA: BBIOOPKA,
AIIII. TouHOCTH ITUGPOBOrO IIpefCTaBJIe-
HH 3ByKa: paspelleHHe U PaspsagHOCTE.
BiausgHue Ha kadecTBO. HajtoykeHue, apa-
3UTHBIU curHasl. CtaggapT RBA. Kogupos-
Ka. boprba 3a sKoHOMHIO ITaMATU: GOP-
maTt MP3. CoaMIiupoBaHue [JI1 CO3LaHUSA
“patch” («maTu»): meTsisA, MyJIbTUCEMILIU-
poBaHuUe, Jieepsl, «<MHCTPYMEHT».

CTyZeHT T0J/DKeH:

- umMems npeocmas/ieHue 0O IIporiec-
ce ouGPOBKHU 3BYKa; CO3LaHUU “patch”;
0 BJIMSIHUHU TIJIaBHBIX IIapaMeTpoB Ha Ka-
4eCcTBO OIIMPPOBAHHOIO 3BYKa, Ha HCKa-
JKeHUs; 0 KOMIIAaKTHBIX ayguodopMarax;

— 3HaMb, 4TO TaKOe paspelleHue U pas-
psaaHOCTh; cTaHAapT Red Book Audio.

Tema 2. CmocoObI CHHTE3a 3BYKa

F'ernepaTopHsble (PCM) CHHTE3aTOPHI: Me-
TO/IbI CYMMUPOBAHUS, BEIYUTaHU, FM-Mo-
nyaanus. CaMIuiepsl. 3BYKOBbIe GOpMaThl
.sf2. TubpugHble MeTobl. MeTog dusnUe-
CKOI'0 MOJIeJTMPOBaHUs. BUpTyaIbHbIE CHH-
Te3aTOpPBEI.

CTyZeHT T0J/DKeH:

— umems npeocmasieHue 06 0CHOBHBIX
crroco6ax CHHTe3UPOBAaHUA 3BYKa, UX IIPUH-
[TUIIaX, JOCTOMHCTBAX U HeJO0CTaTKaX.

Tema 3. CuHTe3aTOpBbI, 3ByKOBEI€e 0JI0-
KH, 3BYKOBBI€ KapThI

Buabl TUPPOBHIX CHHTE3aTOPOB, UX BO3-
MO>KHOCTH. 3BYKOBBIe 6JI0KU. BUBI 3BYKO-
BBIX KapT, IIPUHITUIINAIEHOE YCTPOMCTBO
YHUBepCaJIbHOM 3BYKOBOM KapThl. PaboTa
C CHHTEe3aTOpPOM: OpPraHbl yIIpaBJIeHU,;
CTUJIU U WHCTPYMEHTHI; BO3MOXXHOCTH
aBTOAKKOMIIaHEeMeHTa; TeMII, TPaHCIIO-
3UIHA, IOACTPOMKA; MaKp0o3aroTOBKH
(registration memory); nmoTpeKoBas 3a-
nuch; HacTpoka MIDI u apyrux ¢QyHK-
nui; a¢pdekTr! (DSP).

CTyZeHT JOJDKeH:
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- uMems npeocmas/eHue 0 BUIAaX CHUH-
Te3aTOPOB, KX BO3MO’KHOCTSX; O 3BYKOBBIX
610Kax; 00 yCTpOMCTBe 3BYKOBBIX KapT;
0 HACTpPOMKaxX CHHTe3aTopa, II0OTPeKOBOM
3aIllCU U KOPPeKIY;

- ymMembsb BBIOUpPATh CTUJIHW U HUHCTPY-
MEeHTBHI, BKJIHUYAaTh aBTOAKKOMIIaHEMEHT
U HCII0JIb30BaTh €ro BO3MOKHOCTH; H3Me-
HATH TEMII.

Tema 4. ludppoBrIe 3ByKOBBIE popma-
ThI

Hawub6oJiee pacnpocTpaHéHHbIEe GOPMATHI
IJIS1 3aIIMCH Ha JKECTKUM TUCK (.wav U [Ip.),
KOMIIaKT auck (.cda). Ckatue aypuodaii-
j0B: MPEG. IlepedpopmaTHpOBaHUE.

CTyZeHT JOJDKEeH:

— umMems npedcmas/ieHue 0 CyIllecTBYIO-
mux popMaTax 3BYKOBBIX ¢paiijioB, chepe
UX IIPpUMeHeHUs; BO3MOKHOCTSIX IIpeobpa-
30BaHU U3 OJHOr0 popMaTa B IPYrou.

PasmenV.
MIDI — nudpoBoit uHTEpPeiic
MY3bIKaJIbHBIX HHCTPYMEHTOB

Tema 1. IlorsaTe MIDI. KommyTamnus
MIDI-ycTpoiicTB

ITpenmoceliku 1mmogBieHus MIDI. Jle-
€epUHI U [Apyrue Bo3MOXHocTU MIDI.
MIDI-pa3bEMBI: BXOJ, BBIXOJl, CKBO3HOI.
CoepmHeHue MIDI-yCTpPOMCTB.

CTyIeHT JOJDKEeH:

— umems npedcmas/ieHuUe 0 KOHIEIITUHU
MIDI, ero BO3MO>KHOCTSX;

— 3Hamob, KakK noakJrwdarwTca MIDI-

yCTpOMCTBa JIPYT K APYTY.

Tema 2. Koguposka MIDI. MIDI-co65bI-
THS U COOOIIEeHUA.

HywMmepariusa okTaB U KiaBuIll. Hymepa-
[T OPTaHOB yIIpaBJIeHUS CHHTe3aTopa.
MIDI-cobbpITHs, cob6bITHe TuIa Note On
(HaxaTue kiaBuiin), Note Off (cHsaTHe),
UX ITapaMeTpel. [1aBHBIe KOHTPOJIIEPEl U
ux rnapametpsl. I[lepegaua MIDI-coobiige-
HUsA. MyJIbTUTPEKOBBIE COOOIIIeHU: HeOoO-
XO0IUMOCTh KaHaausanuu. MIDI-kaHaJIbl.

CTyIeHT JOJDKEeH:

— 3HamMb KOOUPOBKY OKTaB M KJIABHII,
IJIaBHBIX KOHTPOJIJIEPOB: TPOMKOCTH, I1a-
HOpaMbl, Iemaau, I>KOUCTUKA (KOJIEC);
JHualasoHbl 3HaYeHUM IIapaMeTpoOB; IJIA
4ero Hy KHBI KaHaJIbl, UX HauOoJIbIllee KO-
JIMUeCTBO Ha OUH IIOPT (pasbém).

Tema 3. IIpyHIUII pa00THI CEKBEHCOPA.
MIDI-¢aiin

CexBeHCOP: CYUETYHUK BPpeMeHHU U 3allHCh
MIDI-co00611leHUH B OIIePaTUBHYIO [TaMATh.
CoxpaHeHHe Ha [J0JITOBpeMeHHOM 3alIlo-
MUHAKIIEM YCTPOMUCTBe B BUIe ¢daliia.
dopmaTtsl MIDI-dpanioB. Bocnpoussepe-
Hue MIDI-parina.

CTyZeHT OJDKeH:

- umems npedcmasieHue O IIPUHITUIIE
paboThl cekBeHcOpa; 0 popmaTax MIDI-dpaii-
JIOB.

Tema 4. CoOBMeCTHMOCTS U CTaHAAPTHI
MIDI

[IpourpsiBanue MIDI-¢patisia Ha pa3iny-
HBIX CeKBEHCOpax, He06X0JUMOCTh COBMe-
CTUMOCTH. IToHATHE «POHT» [IJII 3BYKOBOTO
Habopa. OcHOBHOM cTaHAapT GM: paciipe-
LleJleHre WHCTPYMEHTOB II0 TpyIIiaM, UX
KOJMpPOBKa. PaciiupeHHsle CTaHAAPTEL: GS
U XG. bauku. Oco0eHHOCTHU HasHavYeHUs Ha-
6opa yapHbIX UHCTPYMEHTOB.

CTyZeHT TOJDKeH:

— uMems npeocmas/ieHue 0 CTaHLapTH-
3UPOBaHHLIX 3BYKOBBIX (MHCTPYMEHTAab-
HBIX) Habopax, IIopsAAKe pacCIIOJI0KeHUs
IPYIII MHCTPYMEHTOB; 0CO6€HHOCTIX pac-
IIMpPeHHEIX HabopoB (GS, XG); BrIObOpe 6aH-
Ka; IIopsgaKa Belbopa Habopa yJapHBIX.

Paspgen VI.
3BYKOBEBIE M My3bIKa/IbHbIE
KOMIIBIOTEepPHBbIE IIPOrpaMMBbI

Tema 1. 0630p mporpamMmm

Bu/ibl KOMIIBIOTEPHBIX IIPOTPaMM-IIPH-
JIOJKEHUHU 711 Pab0ThI CO 3BYKOM U MY3bI-
KOM: IpOUTPHIBATEJIH, IPOTPaMMbl HOTHOTO
pelaKTUPOBaHUS U BEPCTKU, CEKBEHCOPBI,
ay/IuopeaKTOPhl, BUPTyaJIbHbIe CUHTEe3a-
TOPBI, MYJIbTUTPEKEPHI U [JIp.
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CTyZeHT JOJDKeH:

— umMembs npedcmas.ieHUe O COBpeMeH-
HBIX KOMIILIOTEPHBIX IIPOrpaMmMax paboThl
CO 3BYKOM UM MY3BIKOM, UX Ha3Ha4YeHUHU,
0COO0EHHOCTSIX.

Tema 2. IIpourpeiBaTe/Ix

Buel mpourpeiBaTesieis, ux cepsuc. IIpo-
UrpeiBatTesib Winamp, ero opraHsl yrrpaBJie-
HUd, paboTa C IIpoOUTpeIBaTeIeM IIPU IIPO-
CJIyIIUBaHUU $paiyioB pasHbIX GOPMaTOB.

CTyneHT 0JDKeH:

- umMems npedcmae/ieHue 0 IIporpam-
Max-IIpOUTPhIBATEJIIX;

—yMmemb paboTaTh C IIPpOUTpPhLIBATEIEM
Winamp.

Tema 3. MIDI-cekBeHCOPEI

KpaTkuii 0630p 0CHOBHBIX pa3paboTOK
MIDI-cexBeHcOopoB. OcHOBHas 6asa: upe-
osoruu DirectX u ASIO. OCHOBHEIe IIpef-
CTaBJIEHUs: CYETUUK (THUK), pasMep, TEMIIL.
MeTpoHOM U 0QTaKT. /[OPOKKU (TpeKH), Ha-
3HaYeHU /I TPEKOB: KaHall, II0PT, 6aHK,
II13TY. 3aIIHCh, BOCIIPOU3BeeHHe. BO3MOXK-
HOCTH peJlaKTUPOBaHUA: KBAHTHU3AI[W, BbI-
peska, KOIIMpOoBaHUe, BCTaBKa, yIaJIeHue.
JAUHaMUKa, KOHTPOJLIEPEL.

CTyZeHT JOJDKeH:

— uMemsw npedocmas.ieHue 0 paspaboTkax
BelyIUX QUPM-IIPOU3BOSUTEJIEN CeKBEH-
COPHBIX IIPOrpaMM; IJIABHBIX ITOHATHAX
CeKBEeHCOpa; HasHaYeHUH OCHOBHEIX I1apa-
MeTpPOB; BO3MOJKHOCTAX peJaKTUPOBaHUA
3aIlMCH; UCII0JIb30BAaHUU KOHTPOJLJIEPOB.

Tema 4. AyauopesaKkTopbl

HasHaueHHe ¥ BO3MOJXKHOCTH Ha IIpH-
Mepe IOIYJIAPHOIO ayauopenakropa
SoundForge. Bup rj1aBHOTO OKHa, Jo4ep-
Hero. BLI60p, MeTKH, peTrHoH. BHU/IEI onlepa-
ITUHA CO 3BYKOM C IIOMOIIbI0 BCTPOEHHBIX
KOMaH/I: HOpMaJIu3aliysi, H3MeHeHue BhI-
COTHI, JJIUTEJIbHOCTHU 3By4YaHUs (TeMmIia)
U T. I. BCTpO@HHBIN MHCTPYMEHTapUM: Te-
HepaTophl, UHCTPYMEHT HACTPOMKHU U T. [.

[IporpaMMeI-BcTaBKU: Plug In, ux BO3-
MOXXHOCTH (HasoxeHHe 3pPeKToB, aBTO-
IIOACTPOMKA BBICOTHI 3BYYaHUA autotune

UT.I.). 3allUCh ayauopamoB C IIOMOIIBLIO
nporpaMMel SoundForge.

CTyZeHT TOJDKeH:

— uMembs npedcmasieHuUe 0 COBpeMeH-
HBIX ayAM0peaKTopax, UX BO3MOKHOCTSX;

— yMemb B paMKax IIPOrpaMMbl pedeBOM
O/IIEP>KKU IIPOU3BOIUTE HECJIOKHbIE OI1e-
paruu co 3BYKOBBIM QaiiioM.

Tema 5. IIporpaMmsbI IpeoOpa3oBaHUs
dopmara daiiia

YeM BbI3BaHa HeOOXOJUMOCTb U3MeHe-
Hudg ¢opmarta daitsa? dopMatsl, II0JTYUUB-
IIe HauOoJIbIllee pacpocTpaHeHue. Ilpo-
rpaMMBel Ilpeobpa3oBaHusd popmarTa Ha IIpH-
Mepe Awave; BOSMOXXHOCTH SoundForge;
nporpaMmel MP3. Vienna: co3gaHue HUH-
CTPYMEHTAJILHOI0 6aHKa.

CTyZeHT T0JDKeH:

— umMems npedcmasieHue 0 HauboJiee 110-
IIYJIAPHBIX CTaHJApPTaX 3BYKOBBIX QpaiyioB
U BO3MOYKHOCTSAX UX IlepeBOfia B APYyrou
¢dopmart; o paboTe ¢ mporpaMMaMu I10 CO3-
IaHUI0 MHCTPYMEeHTaIbHBIX 6aHKOB.

Tema 6. MyJIbTUTpPEKepbI

O61ve cBefeHUs O IIporpaMMax MHO-
TOTPEKOBOM 3alIMCH U CBefleHUsA. MyJIbTH-
Tpekep Samplitude. 3anuch LOPOKKH.
CHUHXpOHU3aMsa TopoKeK. CTaHLapTHBIE
oIlepaliuy HajJl BIOpaHHBIMU 00'beKTaMU.
O6paboTKa 3ByKa B peaJbHOM MacluTrabe
BpeMeHH. bastaHC I'POMKOCTHU MeXZy [0-
pO’XKaMu, maHopaMa. CoxpaHeHUe CBeJ[éH-
HOM GQOHOTPaMMBI.

CTymeHT JOJDKeH:

— umMemb npedcmae/ieHue 0 HasHaYeHU!
IIpOTpaMM MHOTOTPEeKOBOM 3aIIWCH; IIPUH-
UIax paboTsl C HUMH; CBefleHUU GOoHOIpaM-
MBI; HaJIOKeHUU 3Q(PeKTOB; COXpaHEeHUU
($OoHOIpaMMEI B OIIpefieJIEHHOM popMare.

VuyeOGHO-MeTOAHUECKOe

U HHPOpPMAaIlHOHHOE O0ecrneyeHue
TUCITHILTHHBI « My3bIKaJIbHasA
uHopMaTHKa»

B mepeueHb yue6GHO-MEeTOUUECKUX [10-
KYMEHTOB, 06eCIIeYHBAIOIIUX OCBOEHHE
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Kypca, BXOO4T: paboyas IIporpamma IIO
nucruIinHe «MysbIKaJlbHass HHPoOpMa-
THUKa»; KaJeHJapHOo-TeMaTUUeCKUN IJIaH;
OIIOPHBIE KOHCIIEKTHI I10 JUCITUILINHE «My-
3bIKaJIbHas MTHPOpMaTHKa» (IIJIOCKOIIeYaT-
HBIN MIPUQPT U 3JIeKTPOHHBIN BapUaHT); Te-
CTOBBIE 3a/1aHUA (IVIOCKOIIeYaTHBIN IPUPT
U 3JIEKTPOHHBIU BapUaHT).

MeTosu4yecKHe peKOMeH/alliH Ipero-
AaBaTessIM

/171 TIOJTHOIIeHHOI'0 W3JI0KeHHUs Teope-
TUUYeCKOI'0 MaTepuasia IIpeliofiaBaTesb IUC-
UIUIMHEL «MysbIKajlbHasg UHGOpPMaTHUKa»
IOJDKeH BJIa/IeTh CAaMbIMU COBpeMEeHHBbIMU
KOMIIBIOTEPHBIMHU TEXHOJIOTUSIMU — KakK
00IMMH, TaK U B 00JIaCTH MY3BIKH, AJIS
4ero Heo0X0QUMO ITIOCTOSHHO IIOBBIIIATH
YPOBEHBb CaM006pa3oBaHUs C IIOMOIIBLIO
CIleI[Ma/IN3UPOBAHHOM JIUTepaTyphl U aK-
THUBHO I10JIb3YSICb UHTEepPHeT-peCypcaMu.

Crienrdrka paboThl B yUeOHOM 3aBejle-
HUM CO CTyJleHTaMU C OTpaHUYeHHbIMU BO3-
MOKHOCTSIMHU II0 3peHUI0 II0Jpa3yMeBaeT
3HaHVe KOMIIbIOTEPHBIX IIPOrpaMM 3KpaHHO-
0 ZI0CTYIIa, TAKUX KakK Jaws for Windows U [1ip.

AynuTtopHas paboTa Jo/DKHA OBITH cOa-
JIAaHCUPOBAaHHOM: [/ YCBOEHUS JOCTaTOYHO
CJI0KHOTO MaTepuasa, I7ie My3blKaJbHbIe
HaBBIKU TECHO CBSI3aHBI CO 3HaHUeM QU-
3UKHU 3BYKa, CXeMOTEXHUKU KOMIIbIOTepa
Y1 MY3BbIKaJIbHOTO 000PYZ0BaHUS B I[eJI0M,
TEeOpeTHUEeCKUU MaTepuaj U IpaKTHYe-
CKUe 3aHSATUS [JOJDKHBI ObITh TeCHO CBSI3aHbI
MeXXy COO0H.

OGecnieyeHue crenaJIbHBIX YCIOBUH
JUIs peajii3anui afanTHPOBaHHOM
IIporpaMMBbl y4eOHOM AU CIUILINHBI
«My3bIKajIbHasA HHPOpMaTHKa»

[lesb: 06ecIIeyruTh JOCTH KeHHe 00yJaro-
IITUMHUCA UHBAJIHIAMU Pe3yabTaToB, YCTa-
HOBJIEHHBIX Pelepa/IbHBIMU IOCyAapCTBEH-
HBIMH 00pasoBaTeJbHBIMHU CTaHJapTaMHU
CIIO.

O>xupmaeMble pe3yIbTaThL:

— OCBOeHHe 00pas3oBaTeJIbHOU IIporpaM-
MBI,

— GopMHUpOBaHUE UHIUBU/YAIbHBIX 00-
pasoBaTeJIbHBIX TPAeKTOPUH I 00yydaro-
ITUXCSI UHBAJIU]IOB;

— noBHINIeHHe KadyecTBa CIIO MHBaIH-
HOB;

— IIOBEHIIIIEHUE YPOBHS NOCTYITHOCTH CIIO
IJIsI THBAJIUJ0B.

Ha ocHOBaHUM Tpe60BaHUU K OpPraHU-
3ali o6pas3oBaTeJIbHOIO IIpollecca IJId
06y4yeHUsI MHBaJIUA0B U Ul ¢ OB3, B ToM
4ucje OCHAIllEHHOCTU 06pa3oBaTeIbHOIO
Ipoliecca, U3JI0’KeHHBIX B ITHUCbMe /lerrap-
TaMeHTa IIOATOTOBKHU pabodyux KaZpoB U
AI10 MuHucTepcTBa 060pasoBaHUs U HaAy-
KU P® ot 18.03.2014 1. Ne 06-281, MeTou-
YeCKUX peKOMeHJallui 110 paspaboTke U
peasiM3aliuu afallTUPOBAaHHBIX 00pasoBa-
TeJIbHEIX IporpamM CIIO ot 20.04.2015 1.
Ne 06-442, B KypCKOM MY3BIKaJILHOM KOJI-
JleJpKe-UHTepHaTe CJeIbIX IIpefycMoTpe-
HBI CJIeyIOIIe CIlelfialbHbIe YCI0BUA 00-
pasoBaTeJIbHOM [eATeIbHOCTH UHBAIU/0B:

— yueOHbIe KaOUHETHI U ayIUTOPUU 060-
pPyZoBaHbl 0QUCHOU Mebesiblo, OCHAIIeHbI
My3BbIKaJIbHBIMUA MHCTPYMEHTaMH, I1epCo-
HaJIbHBIMU KOMIIbIOTEPaMH, 3JIEKTPOHHBI-
MU JIyIIaMH, JOCTYIIHBI /IS CAMOIIOATOTOB-
KM 00y4Jaronuxcs B CBOOOHOE OT 3aHATHUH
BpeMs. YPOBHU UCKYCCTBEHHOIO OCBellle-
HUA U TeIJIOBOTO peKUMa JI0BeJeHBI J10
TUTHMeHUYeCcKOro HopMaTuBa. B Kosuiemxe
CO3/laHbI yCI0BUA Oe3bapbepHOU cpefbl B
COOTBeTCTBUU € TpeboBaHuaMU CIC u I'TIC;

— MHOOPMAIIMOHHOE 0becIleyeHUe IIpes-
ycMaTpuBaeT crierfupuyeckKre 0Co6eHHO-
CTH BOCIIPUATHS U YCBOEHUS y4eOHOro Ma-
Tepuaja He3pguYUMHU U CIab0BUIAIIUMU
00y4JarolUMUcA: I1edyaTHble U 3JIeKTPOH-
Hble 06pasoBaTe/IbHbIE PeCypChl B popMax,
aJJallTUPOBAHHBIX K OTPAHUYEHUSIM UX 3/10-
POBBS, B TOM UHCJIe B IIe4aTHOH popMe C
yBeJIMYeHHBIM IIpU(TOM, B HpopMax 3jIeK-
TPOHHOTO JOKYMeHTa, ayAuodariia, B IIe-
4aTHOU QpopMe Ha g3bIKe bpaiisg;

— yueOHO-MeTOJUYeCKHe MaTepHuaJsbl
pasMelarnTcsa B ceTU MTHTepHeT Ha cauTe
KoJuIe[pKa, UMerTcd B QOHOTeKe U 6ubiIiu-
oTeke. KaKIpIil 00y4aronNuiicsa B TeUeHHe
BCero Iepuoza obydyeHus obeclieyeH HH-
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OUBUAYaJbHBIM JOCTYIIOM K 3JIEKTPOH-
HOU MHOPMAaIlMOHHO-00pasoBaTeJIbHOMN
Cpe/ie C HCIIOJIb30BAaHUEM CIIeI[HaIbHBIX
TeXHUYECKHUX U IIPOTPaMMHBIX CpPeJCTB
obyueHuUsd. [IIMPOKO HUCIIOJIL3YIOTCI BUZEO-
yBeJIMYUTEJIH, IIPOTPaMMBbl HEBU3YaIbHO-
ro JoCTyIna K "HGopMaIy, CHHTe3aTOPOB
peuH, KOMIIBIOTEePHBIE TH(GI0TEXHOJIOTUH
C IpOorpaMMHEBIM ObGecliedyeHueM, afalTh-
POBaHHLIE JIJIs JIUI] C IIaTOJIOTHEN OPraHOB
3peHus;

— GOPMBI U METO/bI KOHTPOJISA U OLleHKH
pesyIbTaToB 00yYeHUs afallTUPOBaHBI I
00y4aroIuxcsad UHBAJIU/IOB C y46TOM UX UH-
OUBUIYaIbHBIX IICUX0QU3UUECKUX 0COOeH-
HOCTel ¥ BOSMOKHOCTe!. [Ipu mpoBeieHUM
IIUCbMEHHBIX QOPM KOHTpPOJIA paspelra-
I0TCA aJIbTepHAaTHUBHBIE 3alIUCU MIPUPTOM
Bpaiiis, KpyIIHBIM HIPUQTOM, 3JIeKTPOHHAS
3allMCh Ha KoMmIbloTepe. IIpu HeoOX0AH-
MOCTH IIPeIOCTaBJIAeTCs JOIIOJTHUTEIbHOE
BpeMs I IIOATOTOBKU 0TBeTa. KOHTPOJIb-
Hble 3a/jaHus U depeHITMPOBaHbI I10 YPOB-
HIO TPYZHOCTH U JOCTYITHOCTH 00yYarOIIM-
Cs IIPU YCJIOBUHU BBIIIOJIHEHUs TPpeOOBaHUM
®I'0C CIIO u yueOGHOU IPOrpaMMEL. YCTHbBIE
U IIUCbMeHHBIe 0TBeTHI OIleHUBAKTCS IIpe-
IojlaBaTeseM II0 IISTUOA/IIBHONM CUCTEMe
Ha 0CHOBE M3BECTHHIX 00y4YarIUMCA KpU-
TepueB. KOHTPOJIb U OIleHKa pPe3yIbTaToB
006yueHUs IIPOBOJATCSA C IPUMeHEHUEM
KOHTPOJIBHBIX METOZI0B U COOJIIO[leHhEeM
YCJIOBUM /I CO3/IaHUsI KOMQOPTHOM J06PO-
JKeJlaTeJIbHOM IICUX0JIOTHUYeCKOM 06CTaHOB-
KU [ 06y4daroruxcs. TeKyIui KOHTPOJIb
yCcIIeBaeMOCTH IIPOBOJUTCSA Ha KakJ0M
YPOKe, B I1eJIAX II0JIy4eHUsI MTHQOpMaIUHU O
IIPaBUJILHOCTHY BBIIIOJIHEHUS 00ydaeMbIM
TpeOyeMbIX eICTBUH B IIPOIiecce yuebHOM
IesaTeJbHOCTH. OH II03BOJII€T CBOEBPEMEH-
HO BBIABJIATE 3aTPYAHEHUS U OTCTaBaHUA B
YCBOEHWH IIPOTpaMMbl U BHOCUTHL HE00X0-
IUMble KOPPeKTUBEL. [IpoMexyTouHas at-
TecTalys 00y4aroIuXCs OCYIIeCTBIIAETCI B
dopMe 3auéTa, aKaJeMHUYeCKOro KOHIepTa,
sk3ameHa. [1o 3aBepIlleHUY U3yUeHU yUeob-
HOT0 MaTepHaJia UCII0JIb3yeTcs pyOeKHbIN
KOHTPOJIB C I1eJIBI0 OIleHUBaHUs YPOBHS OC-
BOEHUA alalITUPOBAaHHOM IIPOrPpaMMBL.

JJI 3allMCH He3pPAYUMHU CTyJLeHTaMU
IIPUMEHSI0TCA TUQIIOTIPUOOPEI, UCIIOIb3Y-
eTcd clielfiajbHasg 6ymara /111 HaHeCeHUs
pesibedHO-TOUeUHOrO mpudpTa J. bpaid.
PasperaeTrcs 11ojb30BaHue ClleIfaJIbHBbI-
MU 3BYKO03aIIMCHIBAIOIIIMMHU YCTPONUCTBAMU:
OTUKTOQOHaAMU, HOYyTOyKaMH, TeJlepOHaAMU.
/1711 3aIIUCH C1ab0BUAAIIIMMU CTYLeHTaMU
HUCIIOJIB3YIOTCA PYYHBIEe U 3JIeKTPOHHEBIE
JIYIIBL.

UTeHUe He3psIYUMU OCYIeCTBJISAETCS
II0 CIeIfMaJIbHBIM OpaijleBCKUM KHUTaM,
C1a00BUAIIIME UCIIOIB3YIOT YKPYITHEHHbBIE
CJIOBeCHBble TeKCTHL. /[lyIg ci1aboBUAAIIUX
Ba’kKHa IOJ/lepyKKa OCBeIlleHUs B ayAUTO-
puu Ha ypoBHe He MeHee 300 JIIOKCOB.

Ha 3aHATHAX, II0 HEOOXOQUMOCTH, IIe-
Iaror BBIIIOJIHSAET QYHKIIMU aCCUCTEHTa,
OKasbIBasi HEOOXOAUMYI0 IIOMOIbL 06yya-
romuMcesd. Kaxxgas ¢opMa paboTsl 110 JHC-
UILUIHHe «My3bIKaJbHasd HHGOPMaTHUKa»,
110 CPaBHEHUIO C IIpeloiHeceHueM eé 3ps-
4uM 00y4arolMcs, B YCJI0BULX COOJIIO/e-
HUA CIlelluQUKU 00pa3oBaTeJbHOIO IIPO-
Ijecca UMeeT CBOI TPaHCKPHUIIITHIO.

[Ipu 1IpoBeleHUU BCeX BU/0B IIMCbMEH-
HBIX pab0T OUueBUHA HEOOXOAUMOCTh yBe-
JIMYeHUsl y4eOHOro BpeMeHU BCJIe/ICTBHE
CJI0’KHOCTeM IMHUCbMa I10 cucTeMe bpans.

Crieruduka aHaIu3a IIpernojaBaTeseM
IIUCbMEeHHBIX paboT CTY[JeHTOB 3aKJIyva-
eTcs B He0O6XO0AMMOCTHA HaUYUTHIBaHUS CTY-
IleHTaMU CBOMUX paboT IIperioaBaTeIro UIn
IIpUBJIeYEeHU CTY/IeHTOB JIJI1 IIPOBEPKU pa-
6ot Ipyr y Apyra.

[IporpamMa «My3bIKaJIbHasA UHQOpPMaTU-
Ka» pa3paboTaHa aBTOpOM cTaTbU. OHAa OITH-
paeTcs Ha MHOTOJIETHIOIO I1elarOrUyeCcKyI0
IIPaKTHUKY IIpelofaBaHus CTyAeHTaM — UH-
BaJIMJaM I10 3peHHI0, ooy4dariumMmcsa B Kyp-
CKOM MY3BIKaJIbHOM KOJLJIe/Ke-MHTepHaTe
CJIEIIBIX, U OIIBIT IIpellofflaBaHUus COTPYLHU-
KOB y4eOHO-MeTOANYeCKOU s1abopaTopuu
«My3BIKaJIbHO-KOMIIBIOTEPHBIE TEXHOJIO-
Ir'uy» POCCHUMCKOTrO rocylapCTBEHHOIO IIe-
laroruyeckoro yHusepcurera uM. A.H. I'ep-
I[eHa, pa3pabaThIBAIOIIUX IIPOTPAMMBI JIJI
peayiM3aiiy MHK/II03UBHOIO MYy3bIKa/JIbLHO-
ro o6pa3oBaHUsa U HEOOXOMMOE METOH-
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YecKoe W IIPOrpaMMHO-TeXHOJIOTHYeCKoe
COIIPOBOKJeHHWe NaHHOTIO Iiporiecca [3; 4;
5], 3ajes i1 KOTOPOTO OBLI CO3[aH IIpHU
IIOATOTOBKE METOJAUYEeCKUX MaTepHaJoB,
3aTparuBampIIUX paccMaTpUBaeMyl 00-
JIaCTh 3HAHUHU U psJ] HAayYHO-UCCJIe0Ba-
TeJIbCKUX paboT (cM., HarIpuMep, paboThl
[6; 7; 11]). Tak, of¥H U3 COTPYSHUKOB YMJI
«My3BIKaJIbHO-KOMIILIOTEPHBIE TEXHOJIO-
run» Ajiekcein MuxanjoBU4 BOpoHOB —
3BYKOPEKUCCEp, rtperogaBaTenab MKT u my-
3BIKaJIbHOU 3BYKOPEKUCCYPHI [JIs JIIOIEU C
IJIyO0KUMHU HapYIIeHUAMU 3peHUs], UMeeT
OCHOBAaTeJIbHYI IIPaKTHUKy peaU3aliuu
JAHHOT0 06pa3oBaTeJILHOIO HallpaBIeHUs
[1; 13]. THTepeCcHBIM OIIBIT 06yUYeHUs My3bl-
KaJIbHBIM JUCIIUIIIMHAM UMeeT AHacTacusa
AsekcannapoBHa l'oBopoBa [12] — acnu-
paHT YMJI «My3bIKaJIbHO-KOMIILIOTEPHBIE
TeXHOJIOTUMW», OHa paboTaeT B IIKOJIE C
y4YalUMUCA — UHBaJIUJaMHU 110 3peHUIO.
Ha 6aze YMJI «My3bIKaJIbHO-KOMIBIOTEP-
Hble TeXHOJIOTUU» IIPeIofarT My3bIKalb-
HYI0 HHQOPMAaTHKY, MY3bIKaJIbHYI0 3BYKO-
peXxuccypy ¥ KOMIIBIOTEPHYIO apaHKUPOB-

Ky CTyZeHTaM C ITTyOOKUMHU HapyIlIeHUIMHU
3peHus, IPOBOAT Ky PCHI ITIOBBIIIIEHUA KBa-
JudUKauU U npodecCHOHAIbLHOHU IIepe-
IIOATOTOBKH [JId IIpeliojlaBaTesiell U3 pas-
JIMYHBIX 00pa3oBaTeJIbHBIX yUpeXKIeHUN
Poccumn.

MHOT0JIETHUHN OIBIT IIpeliofaBaHUsa U
paspaboTKu COTPYAZHUKOB YMJI «Mys3HI-
KaJbHO-KOMIIBIOTEPHBIE TeXHOJOTHHU» H
Kypckoro MysbIKaJIbHOTI0 KOJLIe/Ka-UHTep-
HaTa CJIeIbIX I103BOJIUJINU CGOPMUPOBATH
U IIPaKTUKY BeJeHUs IIpodecCuoHaTIbHOMN
IesTeJIbHOCTU B HallpaBJIeHUU 00y4YeHUs
MKT, a Tak>Ke UX HUCII0JIb30BaHUS B CUCTe-
Me COBPeMEeHHOI'0 MHKJIIO3UBHOIO MY3HI-
KaJIbHOTO 06pas3oBaHUs. ITO II03BOJIHUJIO
IIOLBECTH IIepBble UTOTH, HAMETHUTH IIyTH
NaJbHEeMIero pasBUTUA JaHHOIO o6paso-
BaTeJIbHOI'O HallpaBJIeHUs U pa3paboTaThb
KJII0UeBble II03UIUU 00JIaCTH MeTOJ0JI0-
T'MY Hay4YHOU paboTel Ha TeMy «Hcciaeno-
BaHUe posu MKT B 06y4yeHUH CTYAE€HTOB
C IJIyOOKMMU HapyILIEeHUSIMU 3peHUs B yC-
JIOBHSIX CIIEIIHAJIbHOTO0 M MHKJ/IH3HUBHOIO
MY3BIKaJIbHOTO 00pa3soBaHUA».
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BusyaJjibHbIE Visual

AUTaKTUYECKUEe PeryjaaTHBbI
npenojgaBaHUs My3bIKHA

B 00111e0O0pa3oBaTeJIbHOMN
HIKOJIe

B cTaThbe mpe/icTaBIeH HOXO/ K
OpTraHU3aIluy B3auMO/IeiCTBUS yUaCTHUKOB
06pa3oBaTeJILHOTO IIpoIlecca Ha OCHOBE
KOTHUTHUBHOU BU3yalU3aliiu. UUTaTesr0
IpejJaraeTcs 03HaKOMUTHCS C JUAAKTUUEeCKOU
TeXHOJIOTHEeN BU3yaInu3alfii 3J1IeMeHTOB
cofieprkaHUsI 06pasoBaHUsI U QOPMHUPOBaHUS
CITI0COO0B yUeOHBIX IeMCTBUU B 06/1aCTHU
MY3BIKaJIbHOTO BOCIIUTAHUS IIKOJIEHUKOB.
HayuyHo-skcniepruMeHTaIbHas paboTa
TI03BOJIMJIA CllesIaTh BBIBOJ] O TOM, YTO 3aKOHBI
OUIaKTUUeCKOM KOTHUTUBHOM BU3yaIHU3aIiuu
U BU3yaJIbHOTO MBIIIJIEHUS], ITIOTUNHEHHBIE
00WUM 3aKOHAM NO3HAHUSL, CYII[eCTBEHHO
BJIMSIFOT Ha OpraHU3alliIo, peryJInupoBaHIe
TI03HaBaTeJIbHOU JIeITeIbHOCTH B 00J1aCTH
MY3BIKaJIbHOTO BOCIIUTAHUS B IIIKOJIE.

IdPeKTUBHOCTE dudakmuueckotll
MexHo02UU 8U3YaNU3AYUL B TIeJaTOTHYECKOM
IIpoIiecce IIPOSIBJISETCS B CUCTEMAaTU3aI[UU
3HAHUH, OBBIIIIEHUHU KayecTBa
B3aHMOJ|eMICTBYS I1e/IaT0T0B U BOCITUTAHHUKOB,
B pasBUTHH BepbabHOTO (PeYeBOTr0)
MBIIIJIEHUS, IICUX0QU3U0IOTHUEeCKUX
M JITUYHOCTHBIX KaueCTB (caMOperyJIMpoBaHUM,
pediexcuu u p.).

Biraroapsi IOJIOKUTEIEHBIM pe3yabTaTaM
9KCIIEpUMeHTAaJILHOU paboThl B chepe
TEXHOJIOTU3aI[uy 06pa3oBaHUs OBLIO
cOpMYyIUPOBAHO YTBEPKeHUE:

IJ1s1 BHITIOJTHEHHS I03HaBaTeIbHBIX IeHCTBUH,
HaBUTAITUH, IIOA/IeP>KKHU U PETyIUPOBaHUSI
IeATeJIbHOCTU CyObeKTOB IIe/larOruuecKoro

Didactic Regulations
of Teaching Music

in the Secondary
School

The article presents an approach towards
organizing the interaction between
the participants of the educational process
on the basis of cognitive visualization.
The reader is offered the task of becoming
acquainted with the didactic technology
of visualizing the elements of the content
of education and the formation of methods
of tutorial actions in the field of musical
education for school children. The scholarly-
experimental work made it possible
to arrive at the conclusion that the laws
of didactic cognitive visualizations and visual
thinking subservient to the general laws
of knowledge make a considerable impact
on the organization and regulation of cognitive
activities in the sphere of musical education
in school.

The effectivity of didactic visualization
in the pedagogical process is demonstrated
in the systematization of knowledge
and improvement of quality of interaction
between the pedagogues and the pupils,
in the development of verbal (speech) thinking,
psycho-physical and personal qualities
(self-regulation, reflection, etc.)

As a result of the positive results
of experimental work in the sphere of
technologic development the assertion
was formed: in order to carry out cognitive
actions, the navigation, support and regulating
of the activities of the subjects
of the pedagogical process it is necessary
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Iporiecca He06X0AUMO BHeJpeHre
OTUTaKTHYECKHUX CPe/ICTB — BU3YaJ/IbHBIX
MofieJIeli-peryIsITUBOB.

KJirroueBsble cjI0Ba:

MoOZieJIUpOBaHue, MOJle/IU SHaHUH,
BU3yaIn3alysl, KOTHUTUBHAs BU3yaJIu3alius,
TeXHOJIOTHS 00y4eHUs1, BU3yaIbHbIe
IUTaKTUYeCKHUe CPeCTBa, IUIaKTUUYeCKUMN
o06pa3, peTyJIaTUBEI, HABUTaTOPHI JeHCTBHUMH,
MY3bIKaJIbHO-TE0PeTUYeCKUN
KOHIIEIIT-PEryJIsATUB.

to implement didactic means — visual regulative
models.

Keywords:

modeling, knowledge model, visualization,
cognitive visualization, educational technology,
didactic visual means, didactic image,
regulative, navigation action,
musical-theoretical concept the regulators.
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aHHas CTaThbs SIBJISIETCS IOIIBITKOM

MOHEeCTH [0 YHTaTeJs1 HeKOTOphIe

aCHeKThl TEXHOJIOTUYECKOMH II0J-
eP>KKHU U COIIPOBOYKIEHUS MY3bIKaJIbHOTO
BOCITUTaHUS IITKOJIbHUKOB. OTpaHUYeHHbBIN
eé ¢opmaT He II03BOJIUT PACKPBITH B II0JI-
HOM 00bEMe HCCIIelOBaHME B TaHHOU 06J1a-
cty. [TosTOMy BBIZIeJTUM BOIIPOCHL, KOTOPHIE,
Ha Halll B3IJIA, OyAYT aKTyaJbHBIMHU JIJI
yuTaTess1 U 0003HAYaT COOTHOIIIEHHEe TaAKUX
TIOHATHUH (U CBSI3aHHBIX C HUMHU 06J1acTel),
Kak IIperno/laBaHue My3bIKU, KOTHUTUBHASA
BHU3yasIU3aliys, o6pasoBaTeJbHbIe TeXHO-
JIOTUH U UX UCTOKH, a TAaK)Ke UX POJIb B OpP-
raHu3aluy B3aUMO/IEVCTBUS YUaCTHUKOB
o6pa3oBaTeJIbHOrO IIPoIlecca, B TOM YHCJIe
Ha ypOKax MY3bIKU B 0011le06pa3oBaTesb-
HOM IIIKOJIe.

YuTaTesss MOTyT 3aHMHTEpPecOBaTh, Ha-
IpUMep, TaKHe BOIIPOCHI U IIPOTUBOPEYUS:
IUIS. Yero TYMaHUTapHOM 00J1aCTH HY>KHBI
TEeXHOJIOTUH? KaK MO>KHO OCYIIeCTBJISTH
MY3bIKaJIbHO-3CTeTUYECKOE Pa3BUTHE Cpe[l-
CTBaMU — «OPYAUSIMHU TPYHa», «OPYIUSIMHA
MBIIIEHUS U IeSITeTbHOCTH» («HaM TOJIBKO
MAalllMHHOTO MacJjia He XBaTaeT»)? UTO TaM
9TU TEXHOJIOTHU C/IeJIal0T B MO3rax? pasBe
BOCITUTHIBaeT 0e3JTMYHOCTHAs TEXHOJIOTHS,
a He OJTyXOTBOPEeHHBIN yuuTeb? Ha momo6-

HbIe BOIIPOCHI IleflarorvKa KJIaCcCH4eCKOro
TUIIA OTBedaeT SICHO U IIPOCTO: HeT, TeX-
HOJIOTUY, OPYAUS «IyMaHUsI» He HYKHBI,
HY>KHa TBOpUYeCcKas JUYHOCTh yUuTesd [8].
Tax JIk 3TO OJHO3HAYHO?

V3BeCTHO, UTO TeXHOJIOTU3allusg 06paso-
BaHUA YXOUT KOPHIMU B UCTOPUIO Pa3BU-
TUS IPOMBIIIJIEHHOCTH 60JIee UeM BeKOBOM
IaBHOCTH, U IIepBOHAaYaJIbHO OHAa OblyIa CBS-
3aHa C aBTOMOOMJIECTPOEHNEM, CAMOJIETO-
CTPOeHHEM, CTaHKOCTpPOeHUEeM, Tpebyro-
IIIUMHU BBICOKOTOUYHBIX MHCTPYMEHTOB [IJIs1
IIPOEKTHBIX, KOHCTPYKTOPCKUX, OpraHK3a-
TOPCKUX, UCIIOJTHUTEJILCKUX U KOHTPOJIb-
HO-U3MepPUTEJILHBIX pPellleHUN.

PeBOJIIOIIMOHHBINM CKa4yoOK II0TpeboBa
0C060¥1 KyJIbTYpHI IIPOMU3BOJCTBA, KOTOpas
ollpejiesisieTCs CTaHAapTHU3allyel, HopMa-
MU, KOMIIETEHTHOCTBI0, B TOM YHUCJIe COOT-
BETCTBYIOII[EM II0ITOTOBKOM CIIeIUaIUuCTOB.
[ToBBIIIIEH e ITIPOU3BOAUTEILHOCTH TPY/a U
Ka4veCTBO ero pe3yJabTaTOB OBLJIO JOCTUTHY-
TO 6s1arofaps paspaboTKe TeXHOJIOTUH (0T
IIPOEeKTUPOBAHUIA 10 IIPOBEPKU KauecTBa),
3¢ $eKTUBHOCTHU IIPOU3BO/CTBA U IIOATOTOB-
Ke KaJ[pOB, CIIOCOOHBIX pelllaTh UHHOBAaIllU-
OHHBIe IIpo¢decCHOHaIbHEIe 3aa4uH.

JddexT popMHUpPOBaHUA TeXHOJIOTHUYe-
CKOM KOMIIETEHTHOCTH OYyAYIIUX CIIeljra-
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JIUCTOB 3aKJII0YaJsIiCd B IIOJIyYeHUHU rapaH-
TUPOBAHHOIO pe3yjbTaTa paboTHl IIpHU
HaVMeHBbIIIUX 3aTpaTax U TpebyeMoM Kaye-
CTBe€ BBIIIOJIHEHU IIPOEKTa. B coruaibHo-
UCTOPHUYECKOM U KYJIbTYPHOM KOHTEKCTe
IIPOMBIIIIJIEHHAs 3BOJIIOIIUA II0TpeboBasia
U3MeHEeHUU U B 06pasoBaHUU, a UMEHHO
CO3/laHUs TeXHOJIOTUM 00y4yeHs U BHepe-
HUA UX B YUYeOHBIX 3aBeJJeHUAX pPasIMyHO-
ro ypoBH4 [3]. UMIIy/IbC U3SMEHEeHUIM Jjajia
TakKe MHQOpMaTHU3aI[Ug U KOMIILIOTEPU-
3arus obpasoBaHud [11; 12].

Ba)xHOU TeHJeHITHe!U 3110XU HHPOpMa-
IJUOHHOI0 00pa3soBaHUd CTaHOBUTCA UH-
Terpalys KOTHUTUBHOM BU3yaJIU3alluU U
TeXHOJIOTUU 06y4deHus [13]. B KOHTeKCTe
TeHJeHIIUU OyJeT pacCMOTpPeH BOIIPOC 06
HHTerpanyyu My3bIKaJIbHOI0 BOCIIUTaHUA
c obpasoBaTeJbHBIMU U UHPOPMAaIMOH-
HO-KOMIIbIOT€PHBIMHU TeXHOJIOTUSIMH, KOTO-
PBIH, KaK IT0KasaJa IIpakTUKa, TpebyeT Je-
JIMKATHOTO 00CY>KjeHUs, ITTyO0KOI0 OCMBIC-
JIeHUs U IIPeOol0JIeHUs IICUX0JIOTUYeCKUX
6apbepoB.

JAudakmuveckass mexHoa02us 8u3yanu-
3ayuu paspaboTaHa B paMKax Hay4YHOU U
OIIBITHO-3KCIIePUMEeHTaJIbHON paboThl B
1997-2000 ropax [3; 5]. TexHosI0THSA ATIpOOH-
poBaHa Ha FOPOJCKUX U PeCITyOIMKaHCKUX
IJIOIAIKaX o6pasoBaTe/IbHBIX yUperkze-
HUU Pecniybsivku bamkopTocTaH: Ha 6ase
BaIIKUpCcKoro rocyapCcTBeHHOrO I1e/[aroru-
YeCKOro yHUBepcuTeTa UMeHU M. AKMYJILIBI
(o6pasoBaTesbHBIE IIPOIPaMMBI 6aKasas-
puaTta U Marucrparypsl), MUHUCTepCcTBa
obpasoBaHus Pecriybsinku balikopTocTaH
(Ha ['OPOACKUX IKCIIEPUMEHTAJIbHBIX ILIO0-
maakax U Ha CeTeBOM OIIBITHO-3KCIIEPH-
MeHTaJIbHOU IUIoIafKe «/[UTaKTUYecKas
MHOIOMepHas TeXHOJIOTHUSA U JUJLaKTH4e-
CKUH JU3aiiH B IIPOPeCcCUOHAIBLHOM IIea-
TOTMYEeCKOM 00pa3soBaHUU PECIIyOJIUKU»).
Pa3paboTKu HMHHOBAIIMOHHOTO IIPOEKTa
(Hay4YHBIe PYKOBOJAUTEIN — JOKTOP IIeja-
TOTUYeCKUX Hayk, mpodeccop B.3. ITeitH-
bepr, KaHAUIAT IeJarorUYecKUX HayK,
roreHT H.H. MaHBKO U KaHIUAAT I1€1aro-
ruyeckux Hayk M.II. MaJroTUH) II0JIYYUIN
npusHaHue Ha II BcepoccuiickoM mpodec-

CHOHAJBbHOM KOHKypce «M{HHOBaTHKa B
obpasoBaHum» (MockBa, 2008), IIpOXOUB-
meM B paMkax XII Poccuiickoro o6pasosa-
TeJIbHOTO popyma. PaboTa 6511a yaocToeHa
ceprudukara u [urioMma nobepurend [7].

Pe3ysbTaT KOJIJIEKTUBHOIO HCCJIE/IOBa-
HUS JUIAKTUYEeCKUX BU3yaJIbHBIX KOH-
LIeIIT-PeTyJIATUBOB JIOTHUKO-CMBICJI0OBOTO
TUIIA TIOATBePXAEH CBHUAETEIbLCTBAMHU O
roCy/lapCTBEHHOU peruCcTpaliuy IIporpaMmm
it OBM:

—Ne 2017613222 (14.03.2017). 3/IeKTPOH-
Hasl WHQOPMAaIlMOHHO-06pasoBaTelbHas
nporpaMmMa «K3M-AyTOTBEIOTOP»;

—Ne 2017613354 (16.03.2017). 971eKTPOH-
Hasd WHQOPMAaIlMOHHO-06pasoBaTeJlbHas
nporpaMmMma «SK-MODELING (LSM).1»;

—Ne 2018614157 (02.04.2018) «IIpodeccu-
OHaJIbHas1 caM03pPeKTUBHOCTH I1e/[arora;

—Ne 2018614157 (14.02.2018). O6yyaro-
WY IIPOrpaMMHBIN KoMILIeKC «KHU3Hb 3a-
MeuaTeJbHbIX MeJIOIUI»;

- RU2020614674 (20.04.2020). Ob6yuyaro-
Ias IporpaMMa «BusyasibHBIE KOHIIEIIT-
pPeryjasaTUBBl JIOTUKO-CMBICJIOBOIO THIIA
»BKP-JICM”».

B0O3MOKHOCTU IIpUMeHeHUs o6pasoBa-
TeJIbHBIX TEXHOJIOTUM Ha YPOKax MY3BIKHA
B MacCCOBOM IIIKOJIe OTPaHUYUBAKOTCS IIpe-
UMYII[eCTBEHHO IIPOCBEIleHYeCKUM XapakK-
TEPOM [IesITeJIbHOCTU yuuTeseit. O 4yém ro-
BOPAT TaKHe IIPOCTpaHHble OPMYIUPOBKUA
Iejield My3bIKaJIbHOTO 00pa3oBaHUs, KakK
«IIPUOOIIeHNe K MY3bIKaJIbHOU KYJIbType»,
«BOCIIUTaHUe II0OTPeOGHOCTU B OOIeHUU C
MY3BbIKaJIbHBIM UCKYCCTBOM», BOCIIUTaHHE
OTHOIIIEHUSI U CTpPeMJIEHUS K HCKYCCTBY,
a TakKe CJI0’KHBIe JIJI1 peaIbHOTO OI[eHU-
BaHUs IICUXO0JIOTUYECKHe YCTaHOBKU —
pasBUTHe 3MIIaTHUH, BOCIIPUUMYUBOCTH,
XyI0’)KeCTBEHHOI'0 BKyCa, TBOPYECKOro II0-
TeHI[Hasa? CoBa U IoKeJlaHUs bJiarue, U
HUKTO He IIPOTHUB TaKOM HalpaBJIEHHOCTH,
HO KaK OBITH C IieJieltojlaraHueM, TpeOyro-
IIIUM BOILJIOIE€HUS BCErO IIepeyrCJIeHHOTO
B pe3yJIbTaTax U IIPOAYKTaxX TPyZa yJallux-
Cs, U IJIaBHOE, KaK UX MOKHO U3MEpPUTh U
olleHUTH? Ha Hail B3Iag, opMupyeMoe y
BOCIIMTaHHMKA HOBOOOpasoBaHUeE [OJDKHO
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peann3oBaThCs B IIPOAYKTe esiTeJIbHOCTH,
a He TOJIbKO B 00J1aCTH IICUXO0PU3UOJIOTUU
YeJioBeKa. be3ycsI0BHO, 3TO CI0KHBIHI BOIIPOC.

CireoBaTe/IbHO, OIIpeeléHHas CKIOH-
HOCTBb MaCCO08020 MY3bIKaJIbHOT'O BOCIIUTA-
HUS B IIIKOJIE K NPOCBeUeHHeCKOl dessmeb-
HOCMuU OIrpaHUYUBaeT PeCcypchl YUUTeId,
IIPOIIIEIIEero CJA0KHEHNIYI0 AJIUTeIbHYI0
1IpodeccHOHAIbHYI0 [IOATOTOBKY.

OpraHusanoOHHBIN popMaT ypoKa My-
3BIKM IIpU BCel crelfupuKe My3bIKaJIbHO-
9CTEeTUYECKOI0 BOCIIMTAaHUS NUIaKTHYe-
CKU perJlaMeHTHUPYeTCd U PeryaupyeTcs
TEeXHOJIOTUSIMU 00ydeHUs, a He IIpOCBe-
meHus. MysbslKajibHasa KyJbTypa (BepHee,
HayaJIbHBIU yPOBEHb MYy3bIKaJIbHOTO 00pa-
30BaHUs) KaK 4acThb BCeOoOIer KyJIbTypPhl
dopMuUpyeTCs IIPU YCIOBUU IIPOBIKEHUS
BOCIIUTaHHUKA OT YPOBHS 3JIEMEeHTapHOM!
IPaMOTHOCTH K KOMIIETEHTHOCTH U Jlajlee,
BO3MO’XHO,— K YPOBHIO CYO'beKTHUBHOTO/
00'beKTUBHOI'0 TBOPUYECTBA. AlleJINPOBAaTh
K HeOCO3HaHHOMY IIepeKUBaHUI0 MY3HI-
KaJIbHOT'O TBOPeHMs 6e3 10CTaTOYHOM I10]-
TOTOBKM MaJIOIIEPCIIEKTUBHO B KOHTEKCTe
$opMUpOBaHU KYJIbTYPHI (HAIIOMHUM, UTO
KyJIbTypa O3HaUaeT «0TBevarolliee HOpMaM,
IIpaBUIaM», @ 3HAYUT, 3HAaHUIM COjJleprKa-
HU y4eOHOI0 MaTepraJjia ¥ 3HaHUSIM IIpa-
BUWJI pabO0THI C ITUM COJlepKaHUEM).

OMOIIMOHAJIBLHO-YYBCTBEHHOE IIOCTHKe-
HUe My3bIKaJbHOIr0 o6pasa 6yzeT acmemu-
YecKuM IIpU CGOPMUPOBAHHOCTH OIIpejie-
JIEHHOTO KyJIbTYPHOTO aclleKTa JIMYHOCTHU
BOCIIMTaHHUKA, 4TO He CJIeyeT IIOHUMAaTh
KakK «CyXoe ajJrebpanyecKoe BIUHUCIEHHE»
My3BbIKaJIbHOTO0 KOHCTpYKTa. K mpumepy,
ByJIbTapHOE HCIIOJTHEHUe IIOIIJIeHbKUX
IIeCeHOK TO0>Ke MOJKeT BBI3BIBAaTh IMOIIUO-
HaJIbHO-YYBCTBEHHBIU OTKJIHUK, HO BBICO-
Kasi KyJIbTypa «QUIbTPyeT» My3bIKaJIbHbBIN
KOHTEHT U 0c000e — 3CTeTUYeCKOe IIepe-
>KBaHUe.

CMBICJI BBIIIIEHU3JI0KEHHOI0 00YyCJIOB-
JIMBaeT II0CTaHOBKY BOIIpOCa 0 HeoOX0H-
MOCTH QOPMUPOBAaHUSI TaK Ha3bIBaeMOTO
KOHUenma My3ulKa/1bH020 860CNUMAHUSA IJI
IIOTPY>KeHUS B MUP MY3bIKaJIbHOT'O UCKYC-
ctBa. Ha 3To obpalasy BHUMaHUe y4U-

Tesieit /I.b. KabaneBckuii, H.A. BeTiiyruHa,
3.b. AGLy/IVH U pyTHe IpenCcTaBUTENHU
LaHHOTIO HallpaBJIeHUs B Poccuu.

KoHIlenT My3BIKaJbHOI0 BOCIIUTAHUA
SIBJIAETCS CepALleBUHOM HauboJiee [IeHHBIX
pe3y/IbTaToOB 00yUYeHUs — MY3blKA/IbHO20
CO3HAHUA U 80CNUMAHHOCMU, 06YUeHHO-
cmu u obyuaemocmu IIKOJIbHUKA, KOTO-
pele obecrieynuBAKT eMy Ilepexof Ha HO-
BbIM YPOBEeHb II03HAHUH, Pa3BUTHUI U Ca-
Moo6pasoBaHus. [Iporecc popMUpoOBaHUA
KOHIIENITYaJIbHOM CUCTEMBI My3bIKaJIbHOIO
BOCIIUTaHUs ¥ CAMOBOCIIMTaHUA Y UesioBe-
Ka JJ0CTaTOYHO CJIO’KEH, IIPOJIOHTUPOBAH
BO BpeMeHHU OT 03HaKOMUTEJBLHOIO YPOB-
Hs [0 BepIIHMHBI MY3BLIKAaJbHOTO CO3HAa-
HUA: OT YPOBHA II03HAHU, IIepeKUBaHUA
U OlleHWBaHUA 06pasIioB My3bIKaJIbHOIO
HCKYCCTBAa, KYyJIBTYPEI — U fajiee K ypoB-
HI0O 3aKOHOB, HOpM, TpeOOBaHUU U BBIC-
IMUX JOCTHMKEHUU — HeIlPeB30HUJEHHBIX
My3BbIKaJIbHBIX 00pa3oB, 3aTeM K YPOBHIO
aKTHUBHOTO IIPOSBJIEHUS B [eATEJILHOCTU
(co6CTBEHHOM MY3BIKaJIbHOU NPAKMUKU),
$eHOMeHaJILHOIO UCNO/IHUMeAbCmaa Ipo-
¢eccroHaIOB U MYy3BIKAJIBLHOIO O6IIeHU,
COTBOPYECTBAa, HAKOHELl, — K YPOBHIO $Op-
MHUPOBaHUs OTHOIIIEHUs K MUPY UCKYCCTBa
U cpepe UCKYCCTBA, U B UTOTe — K YPOBHIO
II0CTPOEHU IMYHOU KOHIIEIIITUH, CUCTeMBI
y6eKeHUM U B3IJIA/I0B Ha MUP UCKYCCTBA
He3aBUCHUMO OT CTeIleHH MY3BIKaJbHOU
IIO/ITOTOBKH.

BakHy10 GOpMUPYIONTYI0 QYHKITUIO B I10-
CTPOEHUU MY3blKA/IbHO-MeopemuieckKo2o
KOHUenma y4uTeJIs BBIIIOJIHAIOT METOAUKHU
MY3BIKaJIbHOTI'0 BOCIIUTaHUs. Ha coBpeMeH-
HOM 3Talle pasBUTUA My3bIKaJIbLHOIO 06pa-
30BaHUsA B 00111e06pa3oBaTeJIbHOU IIIKOJIe
OCYII[eCTBJIAIOTCS IONBITKU MHTEerpanuu
MeTOAUK MY3BIKAJbHOIO BOCIIMTAaHUA U
obpa3oBaTeJIbHBIX TeXHOJIOTUM.

O6paljaeM BHUMaHUe yUTaTessd Ha TO,
4TO TeOpeTHUYeCKUe acleKThl dudakmuue-
cKkoll mexHoso2uu gudyaausayuu (/[TB) 3Ha-
HUU U yUeOHO-T103HABATEJILHBIX IeMCTBUN
OyLyT paccMaTpUBaThLCA Uepe3 IIPaKTUKY
HCII0JIb30BaHUS IUJaKTHUYECKUX BU3yaJlb-
HBIX CPeJICTB JaHHOM TEXHOJIOTHUH C YUETOM
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IIpOrpaMMHBIX TPeb60BaHUI MY3bIKaJIbHO-
r0o BOCIIUTAaHUA IIIKOJIbHUKOB. B KauecTBe
IIPaKTHUYeCKOIo IIprMepa YUTATeJII0 IIpes-
CTaBJIsIeTCS MaCTep-KJIacc, paspaboTaHHbBIA
B COAQBTOPCTBe € yuuTeseM My3bIKU JI.P. Ta-
puBepasgH 006111e06pa3oBaTeIbHOU IIIKOJIbI
ropopa YouI [6].

PaccmaTpuBasg peHOMEH «BU3yaJIbHOIO
obpasa», Mbl UCXOUM U3 YTBEPKIEHUS U3-
BECTHOI'0 POCCUMCKOro rcuxosiora A.H. Jle-
OHTBbEBA, UTO Jdesame/bHOCMb pa3yMHO20
Ye/108€Ka 8bINONHAeMCS HA OCHO8e HEK0e20
obpa3sa [1]. PasBuBasg ero B KOHTEKCTE METO-
IOJIOTUU IIPOEKTUPOBAHUS U peasnsaliuu
BU3yaJIbHBIX TUAKTUYEeCKUX PeryIaTUBOB
JIOTUKO-CMBICJIOBOTO THIIA, 00pasy JesaTesb-
HOCTH 3a/jal0TCId HOBBIE CBOMCTBA U QYHK-
[UU: CMPYKMYpUpO8aAHHOCMb U 8U3YA1b-
Hocmb. FI3BeCTHO, YTO CTPYKTYypa BKJIIOYa-
eT IJIaBHbIe U BTOPOCTEeIIeHHEbIe 3JIeMEeHTHI
3HaHUM, MeXX1y KOTOPBIMU YCTaHOBJIEHEI
JIOTUKO-CMBICJIOBBIE CBSI3U. Y KMBOTHOTIO
BO3HHUKaeT o6pas-KapTUHKa, KOTOPHIN He
UMeeT CTPYKTYPHL, II0CKOJIBKY KUBOTHBIE
He CO3/laBaId U He UCII0JIb30BaJIU UCKYC-
CTBEHHbIe Cpe/CTBa, 3HAKU U CUMBOJIBI,
cxXeMbl. B coO3HaHUU yestoBeKa 06pa3s MoKeT
OBITh IIpe/ICTaBJIEH U B BUJle KAPTUHKU, U B
BU/ie Bep6asIbHOTO (CJI0BECHOT0) OITMCaHU4,
U B BUJIe CXeMaTUYHO-CTPYKTYPUPOBAHHO-
ro usobpakeHus, U B BUJie HauboJiee CBED-
HYTOU pOopMBI — PopMmyJibl. C IIOMOIIBIO
CBEPHYTHIX KOHCTPYKITUU CTPYKTypa obpa-
3a 1eaTeJIbHOCTU CTAaHOBUTCS YLO0OHOU 1
BOCIIPUATHS, OCMBICJIEHUS, 3alIOMUHAHUA
U IIpUMeHeHUd Ha IIpaKTUKe, aJITOPUTM
BBIIIOJIHEHUSA JEeUCTBUU CTAHOBUTCA YET-
KUM U SICHBIM, a BBIIIOJTHEHUE TEUCTBUU —
9O PeKTUBHBIM.

BugyanvHocmeb ciiefyeT IIPUHITUIINAID-
HO OTJIMYaTh OT HA2/10HOCMU, TIOCKOJIBKY
oCJaeqHIs XapaKTepu3yeTcs IIpe3eHTa-
TUBHOCTBHI0 00beKTa BO BHEIIITHEM ILIaHE,
KOTOPYI MO>KHO CO3epIiaTh, HabJ/II01aTh.
[IpencTaB/IeHHOCTh 00bEKTA B IBYX IJIaHAX
[esITeJIbHOCTU — BHEIITHEM U BHYTPEHHEM
I1aHe paboThl MO3ra, I103BOJILIOIas pabo-
TaThb C 3TUM 00pa3oM, U3MEHSTh, IIPOEKTH-
poOBaTh U MOJeJIUPOBATh €r0 Cofep KaHue,

BeCTH C HUM JWAaJIOr U Jp., OIIpelesIsieTCs
KakK 8U3Ya/1bHOCMb.

UTo Ke KacaeTcsd CJIOBECHOro obpasa,
TO COIIOCTaBUTEJLHBIM aHaIU3 I103BOJISA-
eT BBIJIeJIUTh CUJIbHBIE U cjlabble CTOPOHBI
BepbaJIbHOIO IOCTPOeHMd obpasa (Bepbaib-
HOI'0 MeToZia). B opraHu3anii U BHINIOJI-
HEeHUU NO3HA8AMEAbHOU deame/ibHOCmuU
pasBEépHYTHIE CJI0BeCHBle KOHCTPYKIIUU
SIBJISIFOTCSI TPYAHOBBIIIOJTHUMBIMH, U 3/1€Ch
6oJsiee yMeCTHBI KpaTKHUe UMIIepaTUBHbIE
CTPYKTYpPHI (KOMaHAHOTO TuIla). OLHaKO B
KOMMEHTApUIX K MOJeJsIM-peryjaaTuBaM
CJIOKHOTO COZlep KaHUs I10JIe3HBI leTaIu3uU-
pOBaHHbIe HAYYHbIe, METOJUUECKUE U IPY-
I'Ye IIOSICHEHU. B aTOM ciydae y Bepbajib-
HOTO0 MeTO0/la — 3HaUNUTeJIbHbIe [IPeUMYyILle-
cTBa. [Ipu 60s1b1IUX 06 bEMaxX MHGOPMAITUU
Hau60JbIIUN 3QpPeKT MOKHO IIOJIYUYUTH
IIPX UCII0JIB30BAHUU CTPYKTYPUPOBAHHO-
ro obpasa M JIAKOHUYHOTO Bepb6aJIbHOTO
KOHTEeHTa — KJIIOUEBBIX CJI0B, TEPMUHOB,
COCTaBJIAIOIIUX OIIpeieIeHHe 3JIeMeHTOB.

C IeJIbI0 IIPOBEPKU HOBBIX AUJaKTUYe-
CKUX CPeJICTB — BU3YA/IbHbLX Pe2yI1mueos
desimeibHOCMU, TIpeJjlaraeMbIX JIJIs1 IIOBBI-
meHUs 3G PeKTUBHOCTU I1eJarOTUYeCcKoro
B3aUMO/IeFICTBUA CO IIKOJIbHUKAaMHU, Kade-
cTBa 00y4yeHUs ¥ MHHOBAIJMOHHOIO pas-
BUTHA IIKOJI,— OBLJIUM BBIOPAHBI «IIOJISIP-
Hble» IIpeiMeTHbIe 00J1aCTU B 00yUYeHUU:
mamemamuka, My3vlka U usobpasumesib-
Hoe uckyccmeo [2; 6; 7]. Ecoiu obpaleHue
K paluoHaJIbHOMY, /102UHeCKOMY II03Ha-
HUI0 MaTeMaTHUKHU Yy IKCIIEPUMEHTaTOPOB
U 3KCIIEPTOB COMHEHUI He BBLI3BIBAJIO, TO
IIPersITCTBUS BO3HUKAIU B IIPUMeEHEeHUN
IUTaKTUYeCKUX PeryJISTUBOB B chepe aMo-
I[IUOHAJILHO-YYBCTBEHHOI'0 NepexusaHus
MY3BIKH — «CaMOI0 abCTPaKTHOIO U3 BCeX
HUCKYCCTB»>.

OTMeTHM, YTO B IIpodeccuoHaTIBEHOM 06-
pasoBaHUU IIPOYHO 3aKPEIIUIUCH YCTapeB-
IIMe IICUXO0JIOTUYeCKHe YCTaHOBKH, OpH-
eHTUPOBaHHbIe Ha CBOOOAY, TBOPUYECTBO,
UH/IVBUYaJIbHOCTh, YYBCTBA U JP., KOTO-
pble, 10 MHEHUI0 MHOTUX, HECOBMECTUMBI C
JIoTH3aliuei, peryJmupoBaHieM TBOPYECKO-
ro 1porecca. Illupokoe pacrpocTpaHeHUe
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II0JIyYHUJIO IIOHMMaHUe U TPaKTOBKa YpOKa
MY3BIKM KaK ypoKa TBOPYeCTBa, IMOIIHO-
HaJILHOTO IIepe’XUBAaHUI U UYBCTBEHHOIO
BOCIIPUATHS, KOTOPOMY He IIPUCYIIU CTe-
PeoTUIIHEIE AelCTBUA, HOPMaTUBBI U TeX-
HOJIOTMH perjlaMeHTHUPYIOIIero Xxapakrepa.
OfHaKO 3KCIlepUMeHTaJlbHas paboTa
II0Ka3aJa, 4To, HeCMOTpPsI Ha 0CO6eHHOCTh
IIpeMeTOB 3CTeTUYeCKOro IIUKJIa, YPOK My-
3BIKU OCTA&TCs OpraHu3aIfuoOHHON GOpMOH
06y4deHUs1, KOTOPOM CBOMCTBEHHA QYHKITUSI
peryJiupoBaHus I103HaBaTEJIbLHOIO IIPO-
Ijecca, JesaTeJIbHOCTH YUUTeJsd U yYallluX-
cd. B oTyiMuMe OT CJI0BECHOTO YIIpaBJIEHUA
BU3yaJIbHOE peryJiupoBaHHe He MeIlaeT
BOCIIPUSTHIO WJIU MCIIOJTHEHUIO MY3bIKaJIb-
HOTI'O IIPOM3BefleHUs (HOTHI Be/lb He Mellla-
I0T UCIIOJIHUTEJII0). BU3yasibHBIE CpeficTBa
BBOJATCA «JeJIMKATHO», COIIPOBOXKIAsA U
MOAle P KUBasA IICUXHUYeCKHe IIPOIIeCChI.

OBPA3
POOUHbBI

@ YKpennsieT cosHaxme cuni
PYCCKOI AyLUIM 1 BEnMkoi Poccun

My3blkanbHbl 06pas:
- BENN4aBoi 1 Nobumoit PoguHbl
- Ceaton Pycu
NecHst
ﬂ[ TyxmaHos,
. HoxkuH
«A nobnio Tebs
Poccusi»

ans 06I:LLBCTBaZ obbeanHseT Macchbl
nwogen eguHbIMn ['IOprBOML uenbto,
MbICNbtO, ABMWKEHUEM, AeNnCTBUEM

[ONsi YenoBeka: AyXOBHO
BO3BbILIAET, oborailaer
XKU3Hb, ObnaropaxmBaer,
npuaaéT cunbl

_ BIusHMe
CBOUCTB MY3blKU:

ANS MeHA:
CONpU4acTHOCTb

CEKPETbI

BO3MENCTBUSA E
BO3AEACTBUSA

MY3bIKU

OBPA3
FEPOA-3ALLUTHUKA

BO3JENCTBUE
MY3bIK1 HA OBLLECTBO
B MEPEMNOMHBIE
MOMEHTbI UCTOPUM

coaepxaHusi O
XapakTepa, HaCcTPOEHMs Q

My3. 06pa3oB O
CPEACTB My3. BbIPa3nTENBHOCTY O
pasBUTUS MY3bIKK O

PaccMOTpUM HeKOTOpPBIe acleKThl IIpU-
MeHeHUs JUJaKTUUeCKON TeXHOJIOTUH BU-
3yaJiM3aliuiy I1elarOTu4eCKUX 06 beKTOB B
OpTraHM3alluU I103HaBaTeJIbHOU JesaTellb-
HOCTHU Ha ypOKe MY3BIKU B paMKax y4eo6-
HOU TeMBbI «Bo3delicmaue My3blKU Ha 06we-
CmMeo 8 nepesloMHble MOMEHMbBL UCMOPUU»
(o riporpaMMe 6 kitacca) [2].

Ha ypokax My3bIKH HCIIOJIB3YIOTCS CJle-
OyIoIye TUAaKTUYeCKUe peryIsiTUBbL:

— JIOTUKO-CMbICJIOBadgd Mozgeasb (JICM)
IIOCTPOEHUs 3HAHUA I IIpe3eHTalluH,
BOCIIPUATUS U pellpe3eHTalllU, YCBOeHUs
UHPOpMaIlUU — MOJEeJIU yUeOHOU TeMBbl
«Bo3gercTBUe My3bIKH Ha 00I1eCTBO B Ile-
pesIoMHBIE MOMEHTHI UCTOPUM» (PHC. 1);

— HaBUTaTOp «AHaJIMU3 MY3bIKaJbHOIO
IIPOU3BeJIeHU»;

— HAaBUTATOPHI /JI9 BBHIIIOJIHEHUS YHU-
BepCaJIbHBIX YUeOHBIX NeUCTBUU A1 II0/I-

(1939-1242 7))

BO3BbILLAET AyX,
npuaaeT yBepeHHocTb B nobese,
NOAHWMAET HacTpOeHMe

My3blkanbHbIn 06pas:
- BENMYEeCTBEHHbII

- ropAaplv

- Mory4ui

OBPA3
MATEPU

KUHOUNBM U KaHTaTa
C. MpokodhbeB
C. Oii3eHWwTEnH

«AnekcaHap
Hesckuin»

(1941-1945rr.)

o” BbI3bIBAET COCTpaaaHue

1 COYyBCTBME MaTepy
My3blkanbHbIn 06pas:
néyanu v ctpagaHus

o KaHTaTa «Ham HyxxeH Mup»
o” A. HoBukos, I". Py6nés
«Apro3o matepu»

OBPA3
«MAIIOU
POOWUHBbI»

dparmeHT

TpUNTUXa

1. KopuHa

«AnekcaHap

Hesckuiny Q
L. Babuy. «Kypait»

Q
LiBETOBAs MHCTANMSLMS My3bIKA
(daHTasma Ne1 M. Axmetosa)

- 5 Q
parmeHT K/cp C. DirzeHLTenHa
«AnekcaHgp Hesckuin»

EOWHCTBO
WCKYCCTB

®OPMYIA BO3AEACTBUA:
My3blka — BANAHWE — U3MEHEHMsl B NIOAAX — npeobpa3oBaHue Mmpa

v

Puc. 1. JIo2uko-cmblc08as M0Oe/b
«Bo3sdeticmaue My3blKU Ha 06Wecmao 8 nepesioMHble MOMEHMbL UCMOPUU»
(H.H. Manvko, JI.P. TapueepdsH)
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TOTOBKHU K CJIYIIaHUIO, BBIIIOJTHEHUIO I1JIa-
CTUYeCKOr0 UHTOHUPOBAaHUS, IIOCTPOEHUS
II09TUYECKOI0, Xy/10>KeCTBEHHOI0, ILJTaCTU-
YeCKOro U I1eJIOCTHOTO MY3bIKaJIbHOIO 00-
pasa;

— KOMILIEKCHAag MOJeJlb — AUJaKTUue-
CKHM 00pas-peryysiTUB y4eOHOM TeMbl —
KOMILIEKC MOjiesIel 110 yue6HOM TeMe [6].

['71aBHOY OIIOPOM [JI YUUTeJIS IIPU IIPO-
BeJleHUU YpOKa CTaHOBUTCHA pa3paboTaH-
Hasg uM JICM «Bosdelicmgue My3blKU HA
obuiecmaeo 8 nepesloMHble MOMEHMbBL UCO-
puu», cofep Kallasi KJIrueBble I10J10)KeHUS
KOHIIENIIUU HpPaBCTBEHHO-IIAaTPUOTUYE-
CKOTO BOCIIUTaHUs IIIKOJILHUKOB Ha MarTe-
pHuajie BEICOKOXY0KECTBEHHbBIX 06pas3IjoB
0TeYeCTBEHHOI'0 My3bIKaJIbHOT'0 UCKYCCTBA
(C.C.IIpokodnes. KanTaTa «AyiekcaHap Hes-
CKUI», yeTBEpTad yacTh «BcTaBaiiTe, JII04U
pycckue!»). OLHAKO BBOAUTCSA Ha YPOK MO-

O KaHp

5 chopma

3anoMHUNOCb _~
HOoBO€

/

_ HoBOE Tema

cpefcTBa BbIpas-TM

MOE
OTHOLUEHUE

@ NOCTPOEHUE

9 My3. pa3Butue
(Bpamatyprus)

Q My3. TeMbl

AHAIN3
MY3bIKAIIbHOIO
NPOU3BEOEHUA

B yue6HoIi Teme My3. §
: XapakTep @ :
---------- QOOOOOm
---------- oooooom

pazBuTHe Q

O-

IieJib He cpasy, a I10CJIe nepgu1Ho20 0606ue-
Hus 3HaHutl (1-4-¥ sTansl I03HaBaTeJIbHOU
IeITeJIbHOCTH).

Jlpyrue BU3yaJIbHBIE PETyJISATHUBBI HC-
II0JIb3YIOTCA /I OPraHU3aI[UU U IO ePK-
KU pasHO0OpasHOM My3bIKaJIbHOU JiesTellb-
HOCTH IIIKOJILHUKOB.

Ha sTamne 03HaKOMJIEHHUs C MY3bIKaJjb-
HBIMHU IIPOU3BEeHUSIMU HCII0JIb3YIOTCA
U3BeCTHBIE JeMOHCTPallMOHHEIe Cpe/iCTBa
BU3yanusanuu. Tak, HaipuMep, pparMeHT
U3 KuHOQuIbMa «AsekcaHap HeBcKU»
II03HAKOMHUT PebsAT C JIereHJapHBIMU 00-
pasaMu IIaTPUOTOB, 3allIUTHUKOB Poccuu.
J1J14 IO iep>KKU BOCIIPUSTHS U BBIIIOJIHE-
HUS aHaIu3a UCIOJB3YITCI AULAKTHYe-
CKHe BHU3yaJIbHBIE CpeJCcTBa HaBUTAIlUU
y4alluxcs: epeBo («ApeBo») Iiejle U Ha-
BUTATOP «AHA/AU3 MY3bIKA/TLHO20 NPOU38e-
deHus» (puc. 2).

(POPMA)

CPE[LCTBA MY3bIKAIIbHOW
BbIPASUTEJIbHOCTU

MY3bIKANbHbIN

Puc. 2. Hagueamop-pezyaamusg
VHUBEPCANbHBLX YUeOHbLX delicmautl
«AHANU3 MY3bIKALHO20 NPOU3BEOCHUS»
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biaromaps JaHHOMY HaBUT'aTOPY-peryJis-
TUBY, KOTOPBIX HEOJTHOKPATHO UCIIOJIL3YeT-
Cs Ha ypoKax (M KOTOPBIF MOXKET Jarke He
MIPEeIBbABIIATECA IIIKOJIBEHUKAM, IIOCKOJIBKY
XOPOIII0 3HAKOM U 6BICTPO BOCIIPOU3BOUT-
Cs BO BHYTPEHHEM IUIaHe [[eITeJIbHOCTH),
IO/ JeP>KUBAIOTCA IIPOIIeCChl BOCIIPUATHS,
MBIIIJIEHUS U ITaMATHU 00y4aroIXCs.

[Ipx 3TOM BHUMaHHe KOHIIeHTPUPYeT-
Cs He CTOJIbKO Ha BBHIIIOJIHEHUU aHaJIUTHU-
YeCKHUX JIeMCTBUHN (KaK aHAJIU3UPOBATh),
CKOJILKO Ha MY3BIKaJIBHOM COJep>KaHUU
(4TO0 aHaA/IM3UpPOBATH: 0COOEHHOCTH, Xa-
PaKTepUCTUKU 3ByUaHUs). [JUTaKTUUeCKoe
CPEeJCTBO IIOlep)KUBaeT peyb U IIOMOraeT
$OpMy/IUPOBaTH OTBETHI IIIKOJIbHUKOB Ha
BOIIPOCHI O CBOMCTBAaX M3y4aeMOI0 MY3HI-
KaJIbHOTO IIPOU3BeJleHUs, BbIIBIIATh U UH-

nepsasi

My3. Tema:
«BcTaBanTe,
nioau pycckue!»

n My3.06pa3

2
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«B'CTOPOHbI»

«B MapLue»

BO3OENCTBUE
MY3bIKK

ABuxeHue @

TepIpeTHPOBAThL H/ eI, aHAJU3HUPOBATH
CTHJIb KOMIIO3UTOPA, 3HaUeHHe MY3bIKaJIb-
HOro obpasa u ap. Tak, Aad HOAmep>KKHU
BBIIIOJIHEHHSI MY3BbIKaJIbHO-PUTMHUYECKHUX,
TaHIeBAJIBHBIX U CIIEHUYECKUX JBIKEeHUH,
UMIIPOBU3aIlUU paspaboTaH JIOTUKO-CMBbIC-
JIOBOM HaBUTaTOP-PETyJIATUB YUeOHBIX IeU-
CTBUM, HAIIpUMeD, I10 KaHTaTe «AJIeKCaHP
Hesckuii», IV yacTh «BcTaBauTe, JIFOIU PyC-
ckue!» (puc. 3). OIopa Ha JaHHOe CPe/ICTBO
IIOMOTaeT 3aKpPeIluTh Yy IIIKOJIbHUKOB [IBU-
raTejbHEIE PeaKIlHUH, PeryJIUupyeT BBIIIOJI-
HeHUe TeMCTBUH.

/1711 0CBOE€HUS HaBBIKOB PaboTHI C AUJaK-
THUYECKUMU KOHCTPYKTOPaMH Pa3IMYHBIX
THUIIOB, HUCII0JIb3YEeMBIX IIPH BBLIIIOJIHEHUH
y4eOHBIX IeMCTBUM B XOJle pellleHUsd II0-
CTaBJIEHHBIX 3ajad, IIpejjaraeTcsa JULaK-

nepsas
My3. Tema:
«Ha Pycu 6onbLion,
Ha Pycu cBsiToi

He GbIBaTb Bpary!»

coCTOsIHMe
HanPsKEHHOCTH

Q Mbicnu:
- He OTAaTL Bpary;
- 3awmwaTh

KOHCTpYKTOp My3bIKarbHO-PUTMUYECKUX
1 TaHLEBanbHO-CLIEHUYECKMX ABUKEHUN

Puc. 3. Hagueamop-pez2y1sumue yHU8epCabHblX yHuebHbIX delicmeull
(C. IIpoxogves. Kanmama «AnekcaHdp Hesckuil»,
IV yacmsb «Bcmasaiime, /t0du pycckue!»)
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TUYEeCKOe BU3yaJIbHOe CPeCTBO — HaBHU-
raTop-peryaaTuB «EIWHCTBO HCKYCCTB!»
(puc. 4). OHO UMeeT CIIOKHYIO (CMeIlIaHHYI0)
CTPYKTYPY, IIOCTPOEHHYI0 Ha 6a3e YeThIPEX
OCHOBHBIX TUIIOB KOHCTPYKTOpPOB. CocTaB
3JIEMEHTOB HaBUTATOpPa MOXKeT MeHIThCH,
4TO 00YCI0BJIEHO CJI0KHOCTBIO pellaeMbIX
3ajay, yriaybJsieHreM IIpeJMeTHOTO COoZep-
’KaHU$, CTelleHbI0 00YYeHHOCTHU BOCIIU-
TaHHUKOB. CpeJICTBO JaHHOI'0 THUIIA MOKHO
HUCII0JIb30BaTh, HAIIPUMeD, IIPU pellleHUuHn
y4eOHOM 3aZjlayy IIPU UCCJIeJOBAaHUU BO3-
LeUCTBUS Ha 4YeJlOBeKa OIIpeleIEHHOTO
BUJ]a UCKYCCTBa.

Ciremyroliiyie 3TaIbl I03HABATEeJIbHOU Jlesl-
TeJIbHOCTU — IIPOIlecc II0CTpoeHus obpa-
3a-MOJieJI y4eOHOU TeMbI U IPYTUX HaBUTa-
TOPOB YUYEeOHBIX JeNUCTBUH. JIOTUKO-CMBICJIO-

= ST SO S SN N
%E $is +
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o % :
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YYBCTBEHHbIW OTKMUK

MbICnU

cocTosiHue
nencreus

KU3He- U

AesITeNbHOCTE |

ABWXEHUA
komnoanuuaJ

SCTETUYECKOE
BO3OEUCTBUE

KOHCTPYKTOP
CPEOCTB

XYOOXECTBEHHOM
BbIPABUTENBbHOCTU

«EOQUHCTBO
NCKYCCTBA»

KOHCTPYKTOP CPEACTB
MMNPOBU3ALINN
N CUEHUYECKOIO ABMXEHUA

Bag Mojesb 3HaHus (puc.1l) BoILIOIIaeT
HUJIe10 «eIUHCTBA UCKYCCTB»: IIOCPENCTBOM
cucTeMbl 06pa3oB (06pa3sl POIUHEL U POTHO-
I'0 Kpasi, repos-3alllUTHHKA U 06pa3a MaTepy)
OKa3bIBaeTCs BJIUSIHUE HA QOpPMUpPOBaHUE Y
IIIKOJIbHUKOB 6a30BbIX HallMOHAIbHbBIX IT€H-
HOCTeHN ¥ TaKUX JIMYHOCTHBIX KauecTB, KaK
Irpa’kKIaHCTBEHHOCTh, IaTPHOTU3M U .
JIOTUKO-CMBIC/IOBAsA MOMeJb «Bo3meii-
CTBHE MY3bIKU Ha 06II1eCTBO B IIEPEJIOM-
Hble MOMEHTHI UCTOPUM» (pHUcC. 1) 3aHUMa-
eT Ha YpOKe IleHTpaJbHOe MecTo. JIoruka
00y4eHUs IIPOCIeKUBAETCS B PaCKPBITUU
CoJlep>KaHUS IIOHATUS «BO3JIeHCTBUE», [a-
Jlee — B Pa3BEéPTHIBAHUU 06pa3oB I1aTPUO-
THYECKOT0 BOCITUTAaHUSA: 0000111eHUH y4eb-
HOU TeMEbl, QUKCHUPYeMOU B popMmyJie, IIpo-
U3BOJHOU OT COeprKaHUsS BCeU MOJIeJIH.

MaTtpuua BbiGopa

komMnosuuus

WOHAUVYIGEAN 91003dD

N1O0HAU3LNEVdIqg
dOLNAdLOHON

[ S R Sp—

Puc. 4. Hasueamop-peayamue
VHUBEPCANbHBLX YUeOHbLX delicmautl
«EduHcmeo uckyccma!»
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3aTeM [JaHHas1 MOjiesb IIOMeIllaeTcs B
LIeHTp dudaKkmuuecko2o obpasa Kak COBO-
KYIIHOU CHUCTeMBbl 3HaHUS Yy4eOHOU TeMbl
(moBTOPHOE 06061IIEHME).

[lToHuMaHue 3HaHUs, YU4eOHOro conep-
JKaHUs, CMBIC/Ia TeKCTa TpebyeT J0CTaTOY-
HOTI'0 KOJIMYeCTBa BpeMeHHU Ha II0CTPOeHMe
MBICJIEHHOU MOJieJId, KaKoro-iubo obpasa
IJId yaep KaHUsa HHOPMaIiuy, IepepaboT-
KU (MOJIeJITMpOBaHUS WJIM MaHUIIYyJIUPOBa-
HUA CMBICJIaMU), IIPOJOJIKeHUs 1HUaJIora,
reHepUpPOBaHUA HOBBIX Hel, 0CO6€HHO
B peaJIbHOM CHUTYyallluu IIPaKTUYECKOH Je-
aTeJIbHOCTH. HarmomHuM, A.H. JIeOHTHEB
OoTMeuaJl, YTO, IOMUMO I1eJIH, OCHOBOH JII0-
60U [1esITeJIbHOCTH SIBJIsIEeTCS HeKUM o6pas
[1]. PasBuBag 3Ty Uzer, 706aBUM He0b6X0-
OUMYI0 XapaKTepUCTUKY MBICIEHHOTO 00-

PABOTA
C TEKCTOM

YyBCTBEHHbIW OTKIMUK
MbICIN

COCTOsIHUE

AencTBuUA

XKU3He-
[esATenbHOCTb

un BTOpoOCTEen.
ANeMeHTbIl

JN1eMeHTOoB

3CTETUYECKOE npes ¢
BO3OEWCTBUE

nboBbIO
MUpO3[aHbe
3anonHan!»

XYOOXECTBEHHAA
KOMno3unuua

pasa — OH JOJDKeH OBITH CMpPYyKMmMypupo8aH-
HblM, C 0003HaYEeHHBIMHU 3JIeMeHTaMHU U JIO-
THYECKUMH CBSI3IMU MeXKIy HUMHU, TO eCTh
110 BO3MO>KHOCTH, MCXO/S 3 0COOEHHOCTEeH
H3y4yaeMoro o6beKTa, CucmemamusuposaH-
HbIM. ITO 6a30BOe II0JIOKEHUE SIBJISIETCS
OCHOBOU TEeXHOJIOTUYECKON MOJIePKKU U
COIIPOBOXK/IeHUS MBICJIUTEJILHOIO IIPOIlec-
ca: 0T IOHUMaHU4 KJII0UeBOM MTHPOpPMaIluu
(KJIFOUEeBBIX CJIOB) K IIOHHUMAaHHUIO 00IeN
HJIed U JIOTUKHU 3HAHUS U/WUIU TeHCTBUS.
KoHIlennTyaslbHO JaHHOE Hay4yHOe II0-
JIOKEeHUe peaiu3yeTcs II0CPeCTBOM IIPO-
eKTUPOBAaHUs BU3yaJIbHbIX 00pa3oB 3Ha-
HUU U IeUCTBUU, aJITOPUTMHU3AIIUU yUueb-
HO-II03HaBaTeJIbHBIX JeNCTBUHU, IPULaHUA
cpexcTBaM rpaduyeckoit GopMbl MOJeJIen.
Pe3ysibTaThl OIIBITHO-3KCIIEPUMEHTATbHON

BbIBOP
N30BPA3-HbIX
SNEMEHTOB

MaTtpuua BbIGopa
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& TC<7Uu
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MpocTtpaHcTBO
mMoaenupoBaHus

Puc. 5. Hagueamop-pezyasamue yHU8epCa 1bHblX yueOHbIX deticmaull
«Kypatii, 110608b10 MUp0o30aHbe 3an0AHAU!»
(QusatiH-MmodenuposaHue My3blKaAAbHO-N0OIMUUECK020 06pasa)
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paboTHI IOATBEPAMIIH, UTO CKOPOCTh IICH-
XUYeCKHUX IIPOIIeCCOB W peaKIUU 3HAUU-
TeJIbHO BO3pacTaeT, HO He I10] BIAUSIHUEM
HaIpsDKeHUsI, 00JIbITNUX YCUIUH, JJINTeIb-
HBIX yIIpa)kKHeHHUH, a 6aromaps 0CcoObIM
06pa3oM CTPYKTYpPHUPOBAaHHBIM [UIAKTU-
YeCKUM CpeJiCTBaM, IIpe/iCTaBJIeHHLIM B
00pa3HO-MOJieIbHOU popMe.

PaccMOTpUM [jIs1 IpUMepa 3aJjaHue JIJIsd
IIIKOJIbHUKOB Ha 8bl8/1€HUEe CMbLCAA CMU-
XxomeopeHus 6alIKUpCKOro rmoara I[laix-

BO3AEACTBUE
WY3bIKN

3ampl babuua «Kypaii». 3agava 3akiroda-
eTcs B IIOHMMaHUM POJIM HAPOJHOIO MY-
3bIKAJIbHOTO UHCTPYMEHTa — Kypasi, CHUJIbI
BO3/eFICTBUSA ero 3By4YaHUs Ha 4deJIOBeKa.
BocriuTaHHUKaM IIpejJjlaraeTcsi HaBUIa-
TOP-PeryJsATUB «/[U3aliH-MOJleJIMpOBaHUe
II03TUYEeCKOro oopasa» (pUc. 5), KOTOPBIX B
KayecTBe M00Y./151 BXOJUT B KOHIIEIITyalb-
HBIM 06pa3 yue6HOU TeMbl «Bo3gericTBue
My3BbIKH Ha 00II[eCTBO B IIepesIOMHBIe MO-
MEHTBI UCTOPUM» (PHC. 6, KpalfHUMI CIIpaBa).

OBPA3
POQVHbI

NOCTPOEHYE
(©0PMA) My3bIKaNGH 0BPA: BenMuaBbI,
NIOOMMbI, CBATaR Pyct
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Puc. 6. Modeab-pecyaamug «Judakmudeckuii 06pas yuebHoll membl»

«Bo3deticmaue My3blKU Ha 06wecmaso

6 nepe/s1IoMHble MOMEHMbL UCmopuu»
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3ajmaya CjeLyIOIero TBOPUYECKOro 3a-
NaHWs 3aKJ4Yasnach B HCII0JIb30BaHUU
CpeCTB peuu U U300pasuTeIbHOIO UCKYC-
CTBa JJI1 MOJIeJIMPOBaHUSA MY3bIKaJIbHOIO
coZiep>KaHus IIpor3Be/ieHus. /[J1s1 BBIIIOJIHe-
HU y4eOHOr0 3aJaHUs 110 IIOCTPOEHUI0 MY-
3bIKaJIbHO-XY/10KeCTBEHHOr0 06pasa ObLI
paspaboTaH HaBuUraTop «MoeJIrpoBaHHe
MY3bIKaJILHOT0 06pasa» (puc. 7). AHaJIOTUY-
HOe IIpUMeHeHHe HaBUraTtopa BO3MO>KHO
U IIPU BBIIIOJIHEHUHU JIPYTUX BUJ0B MY3bI-
KaJIbHO-II0O3HAaBaTeJIbHOU [eATeJbHOCTH
00yJarIuxcs, IIpA 3TOM ero CTPYKTypa
MO>KeT U3MeHIThCI U JIOIIOJIHATHCSI BU3Y-
aJIbHBIMU OpPUEHTUPAMHU IIPU MOJEeJIHUPO-
BaHUU MYy3BIKaJIbLHOIO 0Opasa cpefcTBaMU
IJIACTUYECKOTr0 NHTOHUPOBAHMS, BKIIIOUe-
HUeM KOHKPEeTHBIX 3JIEMEHTOB «ApPT-KOH-
cTpykTopa» (M30-KOHCTPYKTOpPA).

PABOTA
C TEKCTOM

YTO U KaK BblpaxaeT?

MY3bIKATbHbIA
OBPA3

NOPTPET

MOJENWPOBAHUE
MY3bIKAJIbHOIO
OBPA3A
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N30-KOHCTPYKTOP
(anemeHTbI)

3ajaya cosgaHus 11eJI0CTHOTO U MHOTO-
IPaHHOTO MY3bIKaJIbHO-XY/0KeCTBEHHOTO
obpasa mpejriosaraeT IIPOABU KEHUE y4ya-
IUXCSA OT YPOBHS 3/1eMEHMAPHO20 MAHU-
Ny Aupo8aHusl CBOMCTBAaMHU MY3bIKaJIbHBIX,
SI3bIKOBBIX, IIJTACTUYECKUX U U300pasnuTesIb-
HBIX CPeJICTB K KOHUenmya/ibHOMy YPOBHIO
MO00eAUpO8aHUst KOMIIO3UITAY, CTPYKTYPBHL,
CTHJIA (PKaHpa) IIpOu3Be/leHUs. B BhIIIOIHe-
HUU MYJIbTUXY/0KECTBEHHOH JlesITeIbHO-
CTH I10JIe3HbI HABUTATOPHI HHCTAIAINOH-
HOT0 THIIA, peryJIHPYIoIre pasHooOpasHble
IeMCTBUS BOCIIUTAHHUKOB BO BPeMeHU U
IIPOCTPAHCTBe. B IIpoItecce MOe IMpOBaHUSA
obpasa Ie¥iCTBUM HaBUTaTOPBI II03BOJISIOT
BBIOMpATh, U3MEHITh CBOMCTBA CPEJICTB BhI-
PasuUTeIbHOCTH, IIPUCYILHE XY 0KeCTBeH-
HO-U300pa3uTeJbHOMY U MYy3bIKaJIbHOMY
HUCKYCCTBY, & TaK>Ke peryJIrupoBaTh IJIaBHOe

MaTtpuua
«CUHTaKCcU4ecKum
BbIGOp»

MaTtpuua
«AnpakTnyeckas
WHCTannauus:
CNOBO — My3blKa»

Puc. 7. Hagueamop-pezy.1amue yHU8epCabHblX yuebHblx delicmauil
«ModeaupogaHue My3blKa1bHO20 06pa3a»
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OTHOILIEHHEe MeXKy I1e/JarOTMYeCcKoi 1 y4ueo-
HOMH J1eATeIbHOCTHI0 Ha YPOKaX MY3bIKHU.

3aKJIIOUYUTEJbHBIN 3Tall y4ebGHO-II0-
3HaBaTeJbHOMN [esATeJLHOCTH Ha YpOKe
MY3BIKH IIpejIioJiaraeT pepJeKCHUio IIpo-
Be/IEHHOU paboThl, aHaJIU3 Pe3yJIbTaToB,
DOCTUTHYTOTO YPOBHS 00y4YaKIIUMMUCH, a
TaK)Ke OLleHMBAHUA IIPOAYKTA JieATeIbHO-
CTU (UTOrOBO€ MY3bIKaJIbHOE UCIIOJTHEHUE
BBIYUEHHOI'0 IIPOM3Be/IeHNs, BOILIOIIeHe
My3BbIKaJILHOTO 06pasa B »KUBOIIMCH, CTU-
Xax, rpaduke u ap.). g oaneprKKU 3TUX
BUJIOB [IeITeJIbHOCTH MOI'YT UCII0JIb30BaTh-
Cs1 MOJeJIU-PeryJIATUBEL 110 JaHHOU y4ue6-
HOM TeMe (puc. 8).

HaBuratop «KakKuMH MBI CTaJIH...?» IIO/I-
Ilep>KHUBaeT BBLIIIOJIHEHHE BOCHBMOIO JTalla
yCBOEHUs yUyeOHOM TeMbl — KOHTPOJII U
OILleHKU I10JIy4YeHHBIX pe3yJabTaToB 00yue-
HUS YU BOCIIMTaHUA IIIKOJIbHUKOB (pHC. 9).

[IpoABHUTasiCh II0 «pafy’>KHOM» CEMUCTY-
IIEHHOM IIKaJle (II0 ceMH IIBeTaM pajyru)
NAaHHOTO PeryysATHUBA, pedsaTa OIpefessaoT
YPOBEeHb JIMYHOCTHBIX JNOCTH)KEHUM, aHa-
JIU3UPYIOT U OLIeHUBAKOT CBOU KayeCTBa
B Ka’K/[OM HaIllpaBJIeHUU (II0 BOCbMHU KO-
OpAMHAaTaM MOJieJin), IIpe/ICTaBJIsAsd cebs B
POJI KOMIIO3UTOPA, UCIIOJITHUTEJISA U CIIy-
martesad ([A.b. KabasmeBckuii). Hcroab3ys
OaHHBIN PeryJysiTUB, IIelarOTd MOTYT BBO-
IOUTH Npyrue IlapaMeTphl OlleHUBaHUs, CO-
OTBETCTBYIOII[He TeMaM, I1eJIIM, BO3pacTy,
YPOBHIO IIOITOTOBKU JleTeN.

ITo aHaJIOTUH C MOJeJIbI0 HaBUTATOpa-
peryssiThBa caMOOLleHKU «KaKrMU MBI CTa-
JIU...?» CTPOUTCA COZleprKaHUe APyrou MoJe-
JI1 — «§] ¥ My3BIKa» (BOCbMasi KOOpAUHATa,
IIIKaJIa «CEMb IIBETOB PajyTH») C KOHKpeT-
HBIMU KPUTEPUSIMHU aHan3a-pepieKCUun
UHAWBUAYAJIbHO-JIUYHOCTHBIX KaUeCTB

MOA MY3bIKANIbHAA
OEATENbHOCTb

My3blKarnbHas LKona
TaHLeBarbHbIN KPYXOK

BbICTYyNneHua
o Ha KOHKypCax

[enioch BrevatneHmamy -
CcTapatoch 3auHTEpEecoBaTb O
apyrux pebsiT

4acTo cryLato

KaK xo66u O
nobnio netb Ans Becenbs O

A5 yCNOKOeHNs O

KAKOMN NS XOPOLLEro HacTpoeHust O

KaK KpacyBbIi O
«My3bIKanbHbIA OH»

MY3bIKAJIbHBIE
TPAOULIUU CEMBbU

pZ g o . B
[ e, Pee, «MoW nbnMbIi KOMNO3NTOP»

E "’e,\@ /YOG 100 (10) nyyLwmnx My3bikanbHbIX
i S5, %@7 A « U MY3bIKA»: \ npousseneHuit =
o
3 ) e KAKAMM Mbl CTATU J% 8
5 @ OPY3bAMU MY3bIKU P @ mE
a %/70 %, ,00/29 =7
[ 7 o 0, ‘/eﬁ) ‘9\9@:0» o=
CTPEMITOCh Nyulle y3HaTb %6/ 0%, 6/'94/ s m

%, o,

MY3bIKA
HA OTObIXE

ceMelnHbIn penepTtyap

MosA
MY3bIKANbHASA
KONMNEKUKUA

nobumas Mysblka cembmn

cnylaHve Mys. sanvcein

neHue neceH C roctamm

nexHve necexH
B CEMENHOM Kpyry
«30noTble ronoca»

O
«Jlyylume opkecTpbl MUpa»
«MoW no6UMbI NHCTPYMEHT»
O
«Moit NobUMBIV NCMONHUTENb»

npasgHuYHas
My3blka
no TV

0
AVCKOTEKU

QL
3aHATUSA B KPYXKe,
aHcambne

COBMeCTHoe cnyLuaHme
1 My3uuMpoBaHue

obmeH My3blKanbHbIMU N

3anucamMmmn Q

118 noucka 06LWMX UHTEPECOB,

ans oobeauHeHus

MY3bIKA

U MOU OPY3bS

Puc. 8. Hasueamop-pe2yiamuse camooueHKU

«Kakumu mul cmanu

OpYy3bAMU MY3bIKU?»
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BOCIIMTaHHUKA (puc. 9). /luasor Ha TeMy
oIpezeeHNs JMNYHOCTHBIX KaueCTB Kak Obl
IIPO/I0JKAEeTCs, OH MOKeT BBIUTU 3a paMKHU
KJIacca, CeMbH, a MOYKeT IIPO/I0JDKAThCS BCIO
JKU3Hb.

Ba’kHy10 poJIb B BOCIIPUSATHU YUeOHOU
TeMbI UTPAaeT MO/JIeJIb e€ 06001eHUS — TU-
NaKTU4yeCcKUM obpas [2; 6]. B cocTaB fugak-
THUUYeCKOro obpasa — AUJaKTUYeCKOI0 KOH-
CTPYKTOpa — BXOJAT BCe pa3paboTaHHBIe
BU3YyaJIbHbIE CpeJCTBA-PeryIITUBLI — MO-
[leJIU 3HaHUM, HaBUTaTOPHI [eMCTBUM pas-
JIMYHBIX TUIIOB, HEOOXOAUMBIE 11 BKJIIO-
4eHUs IIKOJIBHUKOB B 00pa3oBaTeJbHOE
IPOCTPAHCTBO U «HEXXECTKOTO» yIIpaBJie-
HHUSI COBMECTHOM C HUMH [JIesITeIbHOCTBIO
(puc. 10).

JddeKT Iemaroruueckom paspaboTKU
BU3YyaJbHBIX CPeJCTB pPeryJupyrolnero
THIIA OlIpejessieTcss CGOPMUPOBAHHOCTHIO

CINYLLUATEJIAN

OPY3bAM
MY3bIKHN

MCNONMHUTENAMMU-
BOKAITKCTAMU

OUN3AUHEPAMMU

B CO3HAHUU CYO'bEKTOB 00pa30BaTeJIbLHOTO
mpoIiecca oIpeIe IEHHOTO Neda202uvecKko2o
KOHUenma, a He pa3poO3HEHHBIX IIpPe/ICTaB-
JIeHUM U KapTHUHOK 006 M3y4yaeMOM 00b-
exTe. bojsiee TOro (4To oco6eHHO IIEHHO),
BKJIIOUEHHE TUAAKTUYeCKOU TeXHOJIOTHUHU
B YUeOHBIH IIPOIlecC CII0co6CcTBYeT GOpMHU-
POBaHUIO CYObEKTHBIX KaUeCTB JINYHOCTHU
(aKTUBHOCTH, pedJIEKTUBHOCTH, KpeaTUB-
HOCTH, UHUITUaTUBHOCTHU, KOMIIETEHTHO-
CTH, CAMOCTOSTEILHOCTH U JP.).

B xauecTBe IpuMepa MOKHO IIPUBECTH
Tak)Ke BU3yaJbHBIN KOHIEIIT-PeTyJIsATHUB
«,’K3M” — caM03pPpeKTUBHOCTL» OT pas-
paboTunkoB O6y4YarIero MporpaMMHO-
ro Komiuiekca «KM3Hb 3aMedaTesIbHBIX
Mmestoguii» [9]. OH mOABUIICA B pes3yJbTa-
Te pedIeKCUU MHOT0JIETHUX ITOMCKOBBIX
paboT 110 co3aHUI0 KOMILJIEKca. Peryd-
THUB PacIloJIO’KeH Ha IJIaBHOM CTpaHUIle

SRQJTHUTENAMM-

Puc. 9. Hasueamop-pe2yasamug cCamMOOUEeHKU
«Kakumu Mol cmanau... ?»

148



2020, Ne 4

TBOpLIECKaH Iregarorudyeckasa MacCTepCcras

«MNEOAIOIM MHECKAA TEXHOJ10I A
NMPOEKTUBHOW HABUVrAL»

MEOATOIMMMYECKUE NMPOEKTUBHO-BU3YATTbHbBIE
CPEOCTBA MUKPOHABUTIALIMA
OupakTnyeckunn
WHBapPUaHTHO-BU3YyarbHbIiA
obpa3 y4ebHom Tembl

OBPA3
TEPOS-3ALMTHUKA

BbIEOP
W30BPA3-HbIX

) (19301202 SMEMEHTOB

sosuaer ay, .

Tpnaaer yasperocrs & noGege,
OBPA3 RbMaet racTpoee - Matpuua seiGopa
POAUHGI My3biKabHbIF 06pa3: MATEPYU + :
yepenner covane cunst “senecracHin

Shccion Ay n semion Poco - ropneit
“iont

MyobiansH obpay
oo B ioOMIOR PORMNEL & cxpunens  karara
ecu C. Mpokodpen
i Tisaros, C. Bitsenurein
. «nexcanp
Heacai

(1941-1945rr)
o sbiabisaer cocrpanase

|

. (
“LOO-0-O0-0-0

Mupo3faHbe
3anonHsi!

KaHTaTa «Haw Hyxen wipy
oA, Hoswkos, . Pytinée
<ApU00 WaTepiy

PABOTA
C TEKCTOM

<MATION
POIUHbI»

£ 0BUiecTsa: 0BbeaUHACT MaCCH!

THogett eauteiun NopsiBo, UENS,
prihay e s s, -
o %, 'y z
A venosera: ayxoeHo 3
Sosobiae. oboraulaet ) 4
Ko, OOArOPaABSET cooicTa My | 1 Kopma g
WGABT CHL o conepanns g “ATEKCHZD o o @
A e N w sTopocten. £ El
conon XapaKTepa, HACTPOSHARD 1) Bagn, ckypaiis A Lol pe z
My3. 06Da308Q yaeronan ucTanAEL HySHI 3
Gpencts wys. sspasimensiiocT & (GanTadn NeT 1. AXHET0sa) g
PAIBUTHAMYSHIIO  oparen K C. Disenuteia cBA3M M pacnonox-e O i
BsgeCTBNA cepeTel Cs s s Snewonton
El HCTBO
MY3bIKA soanencrens (K7 e ICTETUYECKOE
037 ICKYCCTB M MpocTpakcTeo

BO3MENCTBUE

MopenupoBaHms

©OPMYNA BO3AEHCTBHS:

XYOOXKECTBEHHAR
Komnosuums

Jlornko-cmblicrioBasi Mogernb 3HaHUN HasuraTtop MoaenupytoLLen AesTenbHOCTH

BO3AENCTBUE
MY3bIKiA

@

3. Tema:
coctommmo .
wanpmxenwocra  «Ha Pycu Gonbuioit,

Ha Pyc cesToi
He Gbigat Bparyl

WUCNONHUTENAMU-
BOKATYCTAMU

CNYLATE.

o
“He oTaats spary;
uath,

o wysuixamuni 06pss
P

o sonusasan Casran Pyce.

S suipaxae cocronmue:
oT Tpesory — Kk yBepeHHoCTH

MY3bIKANHBIE
BbIPASUTENBHOCTH

CPEICTBA

Va103d0
JAHAUVHISEAN

WL00HAU3LVMEYdIqE

D i

&

KoHCTpyKTOp My3biKanbH
W TaHUeBanLHO-CeHN

LPY3bAM MMNPOBUSATOPAMM
MY3bIKY ATNISITOPAMA

[U3ANHEPAMU

Hasuratop NnpoekTUBHO-aHanMTUYECKON HaBwuratop pedrnekcuBHO-aHanNnUTUYECKO
OeaTenbHOCTH [OeaTenbHOCTM

Puc. 10. Jludakmuueckuil 06pas y4eoHoU membl
U €20 KOMNOHEHMbL

149



Creative Pedagogical Workshop

{§ 2020, Ne 4

% KPEATHBHASA CTYIHA «33M»
@ MPOSKT «KH3HE 3AMEYATEABHEIX MEAOAHI» (&7 T

ACHORHAR RYIMOTEKA KA 031
TATVHCCAR AVPYXA HA OIG |
(wpca eBponei wa o
FIEPAHROE 13 [DXAJA KA M
(aneacmionin ou|

| |

( BU3VANEHLIN HOHLENT-PEFVAATUB
“| «**H3M"-CAMO3BDERTUNBHOC T

KOMNOKEHTB!
X3M-IPOEXTOB

ConANME
OK3UL-IPOEXTA

(sstorcoe sowncons )

) | e ———
(eomrmomamam i e L )

e !
|
)

(e [ PO PAMME QHIARNA - T

Puc. 11. HHmepdgeiic o6yuarouie2o
npo2pammHoO20 KOMN1eKCa
«KusHb 3ameuamenbHbIX Me00Ull»

uHTepderica KOMIIbIOTEPHOU IIPOrpaMMBbI
(puc. 11).

B craThbe mpejcTaByieHbl BU3yalbHbIE
CpeACcTBa QUIAaKTUUEeCKON TeXHOJIOTUU BU-
gyanusanuu ([TB), rmose3HocTh U 3 dek-
TUBHOCTb KOTOPBIX 3aKJIK4YaeTCcsd B UH-
Terpaniy JUAaKTHUYeCKOIO COofep KaHus
(Me>XIIpeIMeTHOTO 3HAHUS) U COZeprKa-
HUs obpasoBaHUs (IIpeMEeTHOTO 3HaHUSI
1o nporpaMmMme «Mysbika» B I1KoJse). [ATB
HeobOxXomuMa il IIPUPOA0CO0O0pasHOMU
IICUXO0JIOTO-TIeJar0OTUYeCKON OpraHu3aliuu
BOCIIPUATUS U YCBOEHUS Pa3HOPOLHOU UH-
dopMaruy, a TakXKe [JId yIIpaBJleHUs y4yeo-
HOU U IleJaTOTUYeCKOMU 1esITeIbHOCTHI0 Ha
YPOKaxX MY3BIKH.

Birarozapst cTpykType U QYHKIIUSIM BU-
3yaJIbHble TUJaKTUYeCKUe CpefCcTBa I103B0-

JIAIOT IIPe/ICTaBUTh CTPYKTYPHBIN U JIOTHYe-
CKUM KOMIIOHEHTHI 3HaHUS y4eOHOM TeMbl
(TeopeTHUecKoe OIIMCaHUE) B CBEPHYTOU
BU3YyaJIbLHOU GOpMe TUIaKTUIeCcKOTo obpa-
3a (orpaHHMYeHHOTO0 paMKaMHM CTaHJapTa).
[Ipu sTOM CIleliabHbIe 3HAKH, CUMBOJIBI
(cTpesKH) yKasbIBalT Ha TO, UYTO YUEHUK
MO>KeT BBINTH 3a IIpefiesibl 00s13aTeJTbHON
oOpa3oBaTeJbHOU IIPOTPaMMBI B pesKUMe
UHIVBUYaJTbHON HHUITUATUBEI.

KooppuHaTHO-MaTpU4yHasg CTPYKTY-
pa AUAKTUYeCKHUX BU3YaJIbHBIX CPe/ICTB
MOJIeJIbHOTO THIIa 00YCJIOBJINBAEeT BO3-
MO>KHOCTb peasu3aliiy psijia I10JIe3HBIX
¢yHKIMM. [ToMuMo GyHKUUU uHMezpayuu
06pa3o06 sSHaHUU [BYX THUIIOB — MeJKIIpeJ-
MeTHBIX U IIpeMeTHBIX 3HaHUMU, TaKXe
OCYIIIeCTBJISIETCS (PYHKUUS COOMHECeHUS
obpasa IpegMeTHOTO 3HaHUI (yueOGHOM
TeMbI) C BOCIPHHUMAaeMBIMHU XYJ0’Ke-
CTBEHHBIMU 00pa3aMU MYy3bIKaJbHOIO HC-
KyccTBa (MCKyCCTBa IJIaCTUKH, YKUBOIIUCHU
U JIUTEepaTypshl).

Hcriosib30BaHUe IIpefIo’KeHHBIX BU3Y-
aJIbHBIX CPEeJCTB B IIPaKTHUKe My3bIKaJlb-
HOT'0 BOCIIUTAHUS JeTed U MOJIOJEXU
II03BOJIsIET PelIUTh Ba’KHEMIIYI0 3ajady
bopMHUpPOBaHUSA MUPOBO33peHUs B chepe
IYXOBHOTO U 3CTeTUYECKOr'0 Pa3BUTHS JINY-
HOCTH — CUHMe3a wy8Ccme U pazyma B Ipo-
Ijecce IIOCTPOEHUS CO3UJAaTeJIbHOIO0 OTHO-
IIIeHUs K MUPY, BRIPakKeHHOI0 GyHIaMeH-
TaJIbHBIMU KOHCTaHTaMU OBITUS «ACTUHA»,
«KpacoTa» U «1o6po».
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TBoOp4YeCcTBO
I'.B. CBupugoBa

B mipenpIyIux BEITYCKaX )KypHaJa ObLIu
OITyOJIMKOBAHEI JIEKITUU O TBOPYECTBe TAKUX
BBIJIAIOIUXCS 0TeUYeCTBEeHHBIX KOMIIO3UTOPOB
XX BeKa, kak C.B. PaxMaHHUHOB,

N.®. CrpaBuHckui, C.C. [Ipokodnes,

H.A. MsickoBckui, /1./1. IllocTakoBUY,

AWM. XauaTypsH. B mpogo/pKeHUe 3TOM cepuu
IIpeJyIaraeTcs JIEKIHUsA 0 TBOpPYeCTBe

I'.B. CBupupoBa. Ilocsie 06111t XapaKTEPUCTUKU
ero Xy/Io’KeCTBeHHOTO Hacsenud (IIpeambyia),
B paszesiaX 0CHOBHOU yacTu (TBopuecTBO
CBupuzoBa cepenuHbl XX Beka, TBopuecTBO
CBupuzoBa 1960-1970-x rozos, I[To3nHee
TBOpYecTBO CBUPHUZ0BA) pacCMaTpPHUBAOTCA
OCHOBOIIOJIararolye IPHUHITAIIBI SPKOT0
UHIWBUYAaJIbHOTO CTHU/IA KOMIIO3UTOpA

U OIleHUBAaeTCd 3HAYMMOCTD ero BKJIaa

B COKPOBUIITHUILY 0T€UYeCTBEHHOI'0 UCKYCCTBA
CepeJuHbI U BTOPO II0JIOBUHBI XX CTOJIETHUA.
ITo X0ty M3JI07KeHUs IIpe/lIararoTcs
¢parMeHThI My3bIKaJIbHBIX IIPOU3BELEeHUN

C UX peKOMeH/lyeMbIM HCIIOJIHEHUEM, B CyMMe
CBOEM [laroliiie IIpeficTaBIeHUe 0 HauboJiee
CYyII[eCTBEHHBIX CTOPOHAX TBOPYeCTBa
CBupuzoBa.

KiroueBhle C/I0BA:

TBOpuecTBO CBUPU/I0BA, IBOJIIOITHS,
OCHOBOTIIOJIATAIOIIUe TIPUHITHUIIRI,
YepThI CTUJISL.

The Musical Oeuvres
of Georgy Sviridov

The previous issues of the journal featured
publications of lectures about such outstanding
20th century Russian composers as Sergei
Rachmaninoff, Igor Stravinsky, Sergei Prokofiev,
Nikolai Myaskovsky, Dmitri Shostakovich
and Aram Khachaturian. This series
is continued with a lecture about the music
of Georgy Sviridov. After a general
characterization of his musical legacy
(in the preamble), the respective sections
of the first part of the lecture (The Musical
Oeuvres of Sviridov in the Mid-20th Century,
The Musical Oeuvres of Sviridov in the 1960s
and 1970s, the Late Oeuvres of Sviridov)
examines the foundational principles
of the composer’s vivid individual style
and evaluates the significance of his
contribution to the treasury of Russian art
of the middle and second half of the 20th
century. During the exposition of the lecture
fragments of his musical compositions
are presented for analysis in performances
recommended by the author, in their sum,
providing a perspective of the most substantial
aspects of Sviridov’s musical legacy.

Keywords:

Sviridov’s musical legacy, evolution,
foundational principles,
stylistic features.
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IIpeamoOy1a

ayaJIo BBICOKOI'O B3JIETa TBOpYe-

CTBa KoMmItosuTopa I'eoprusa Bacu-

JbeBUuYa CBupypona (1915-1996)
npuxoxurca Ha 1950-e roapl, Korga cTpaHa
HaXO0/[WJIach Ha 0CO60M ITOAbEMeE, CIIeITUU-
Ka KOTOpOoro moby’kzaja K MHTeHCUBHOM
paspaboTKe HCTOPUKO-PEBOJIIOIIMOHHOMN
TemMaTUKU. UMeHHO TOrma CBUPHUOB CO-
3ZaJl caMble IIpUMedaTesbHbIe IIPOU3Be-
IleHUs B TaHHOU cdepe, B TOM UYHCJIe IBa
IPaH/IMO3HBIX BOKAJIbHO-CUMPOHUYECKUX
MoHyMeHTa: «Iloama namsatu Cepres Ece-
HUHa» (1956) u «IlaTeTUyecKass opaTOPUsI»
(1959). TapuBIIMY Ha TOM 3Talle COIUaJb-
HBIM 3HTY3Ha3M, CTpeMJIeHHUe IlepefaThb
MOTyYee, BeJIMYeCTBEHHOE B YeJI0BeUeCKOM!
HaType IIOPOJUIHN B UCKycCTBe CBUPHUI0BA
SIPKO BBIpaKEHHYI0 I'epOUKO-3IIUYeCKYI0
HaCTPOEeHHOCTH, BOILIOIAsE KOTOPYI OH
yTBep>Kaas rradpoc 0611eHapOSHBIX JeTHUN
U yCTpeMJIEeHU.

OTcrozja HauMHAaJIOCh IJIaBHOE B Xy/I00Ke-
CTBEHHOM HacJIeJUU KOMIIO3UTOPa, COCTO-
slllee B TOM, UTO OH KaK HUKTO JPYyroi us
O0TeUeCTBEHHBIX KOMIIO3UTOPOB XX BeKa
CyMeJI ¢ MaKCHUMaJIbHOM KOHIIeHTPHUPO-
BaHHOCTBIO, CUJIOU U TJIyOMHOM BBIPAasUTh
CYTh PYCCKOT0O HAITMOHAJILHOIO XapaKTepa.
Ero nmoctmrkeHue B 3HAUUTEJILHOU Mepe
OBLJIIO CBA3aHO C obpallleHHMeM K ob6pasaMm
KPeCTbIHCKOT0 MHUpa KaK KOPeHHOI0 spa
0TeYeCTBEHHOI'0 YKJIajia, 4yeM OBLJIO IIPO-
OUKTOBaHO Ype3BbIUAaWHO IIUPOKOe obpa-
meHue K 1moasuu C. EceHunHa. IlomHumasd
TeMy 4eJjiOBeKa W3 Hapoja, KOMIIO3UTOP
BO3BeJIMUMBaeT ero OOJIUK, IIOAYEPKUBa-
eT B HEM TaKHe KauecTBa, KaK MY>KeCTBO
U IpAMOAyIINe, CTOMKOCTD JyXa U HpaB-
CTBEHHas YHCTOTa (B UMCJIe IPKUX IIpUMe-
POB — BOKaJILHBIN ITUKJI «IleCHU Ha CJI0Ba
Pob6epTa bépHcar, 1955).

dyHmaMeHTaJIbHasA IIOUBEHHOCTb MY3bI-
K¥ CBUpHUIOBaA UMeJjia CBOUM CJIeCTBHUEM
I7Iy60KyH0 OJYXOTBOPEHHOCTHL CO3/laBae-
MBIX UM 00pa3oB. OH IIxcaJl, Kak IIpaBUJIO,
0 CepbE3HOM U 3HAUUTEJLHOM B JKU3HH,
II0BeCTBYsI 006 9TOM C IIOSUIIUU YCTOSAB-
IIUXCI 3TUYECKHX HJeasioB. TeM caMbIM
co/iepsKaHue I1eJIOT0 psfia ero IpousBese-
HUH IIOJHHMMAaJIOCh K BBICOTAM /YXOBHO-
CTH, UCKJIHYAKIIEeN CyeTHOe, 00bIIeHHOe
U YTBepKAAroIleH Jydlllee, BO3BBIIIIEHHOE
B YeJI0BeUeCKOM cylrecTBoBaHUHU. IlocTe-
IIeHHO CKJIaJbIBajJIach Ta 4YacTh HacJIeaus
KOMIIO3UTOpa, KOTOpast HeIIoCpeLCTBEHHO
COOTHOCHUTCH C IIPeJCTaBJIeHHUIMH O TYXO0B-
HOM MY3BIKe, U € cepeuHbI 1980-X roZ10B OH
CO3JAaéT IeJIbIU Psf COUMHEHUU Ha PeJIUru-
O3HEBIe TEeKCTHI, B TOM YHCJIe IIpefHa3HavYeH-
HBIX JIJI1 60rocay>KeHus (0JHO U3 HUX — XO-
poBoit UK «HenspeueHHOe uyno», 1992).

be3yCc/I0BHBIM IIPHOPUTETOM TBOPUYECTBA
CBupHI0Ba SABJIAETCI MY3bIKa, CBsI3aHHAasA
CO cJI0BOM. EMy OBIJIO CBOMCTBEHHO B BBIC-
II1eH CTeIIeHH YyTKOe IIOCTH KeHHe MHTOHA-
IIUH II03THYECKOI'0 TEKCTAa, UTO BBICTYIIAET
B OPraHUYHOM COIIPSDKEHUU C IPKO BBIpa-
JKeHHBIM CBOeobpasueM ero cO6CTBEHHOU
MY3BIKaJIBHOH MHTOHAIIHUU. ECTeCTBeHHBIM
CJIeZICTBHEM 3TOI'0 CTaJIO TO, UTO IIeHTPAaJIb-
HOe MeCTO B ero HacJIeJUH 3aHs/IU BOKaJIb-
HO-XOPOBEIE >KAaHPHBI, KOTOPEIe OH CYIIle-
CTBEHHO OOHOBMJI U IIpeobpasoBajl, B TOM
Y CJIe BO3POLUB KaHpP XOPOBOro KOHIEpTa
(«IISTH XOPOB Ha CJI0Ba PYCCKUX II03TOBY,
1958; xanratra «Het! He Bepum», 1960;
«Kypckue nmecHU», 1963; «CHer UfeT», 1965;
«BeceHHsis1 kaHTaTa», 1972; «Tpu IyXoB-
HEBIE IIeCHOIIeHUS U3 MY3BIKU K Tpareguu
AK. Toscroro ,, Ilappr ®énop MoaHHOBUY”»,
1973 u mp.).

Myssika CBUpHI0Ba IIpesKze BCEero UCXO0-
IUT U3 IJIaBeHCTBYIOIel POJIU [IeHUs, I1eB-
YeCKOI'0 MeJIOCa, TaK UYTO XapaKTepPHLIM CTa-
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HOBHUTCS IIepeHeceHHe BOKaJIbHO-XOPOBBIX
IIPpUEMOB U B chepy MHCTPYMEHTAILHOIO
3ByuaHus («MaJleHbKUU TPUIITUX» [IJIA Op-
KecTpa, 1964). B ero TBOpYecTBe IIpHUHAa/Ie-
JKalee XX BeKy HepaszeJIbHO COeITHHIeTC S
C KOpPeHHBIM, YXOIAIIUM B IIyOb OTeue-
CTBEHHOI0 ObITHUA (B TOM YHCJIE B OIIOpe Ha
II033UI0 POJIOHaYaIbHUKA PYCCKOM KJIacCH-
YeCKOM JIUTepaTypsl: oT «IllecTH poMaHCOB
Ha cioBa A.C. IlymkuHa», 1935 — 10 Xo-
poBOTO KOHIlepTa «IIyIIIKMHCKUI BEHOK»,
1978). B 11esioM My3bIKy CBUpUI0Ba OTJIU-
YaJIH TATOTeHHe K 3ITHYeCKOMY THIIY XY/I0-
JKeCTBEHHOI'0 MBIIIJIEHHUS, TeMOKPaTHU3M,
peziKas CIiI0COOHOCTh J06MBAaThHCA OpraHuyY-
HOTI'0 COIIPSDKEHMUS CJI0’KHOCTH 1 IIPOCTOTEI,
IOCTYITHOCTH Y IJTYOMHBI MBICJIH.

TBopuecTBO CBHpHAOBa
cepeauHEI XX BeKa

l'eopruii BacuibeBUu4Y CBUPUIOB POLUII-
ca B 1915 roxy, To ecTh B cepeguHe TOIr0
NeCATUJIETHUA, KOIia BO MHOIOM B IIPOTH-
BOBeC IIpefIIecTBYIOIIel KacCUKe Oyp-
HO yTBepyXAaJyo cebsa UCKyccTBO XX BeKa.
/1711 0TeyeCTBeHHOM MY3BIKH 3TO 60J1ee BCe-
ro OBLJIO CBSI3aHO C paKaJIbHOU HOBU3HOM!
paHHero tBopuectBa M. CTpaBHHCKOIO U
C. [IpokopbreBa — BeAyIUX IIpefCTaBUTe-
JIeH I1epBOr0 II0KOJIEHUS COBPEeMEHHEIX PYC-
CKHUX KOMIIO3UTOPOB (B 1920-e rofpl K HUM
npucoeguHuica /. llloctakoBu4). Bropoe
IIOKOJIEHHE PYCCKUX KOMIIO3UTOPOB XX CTO-
JIeTUSA BBIJBUTAJIOCh Ha XYL 0XKeCTBEHHYIO
apeHy B 1930-e rozel, 1 CBUPHIOBY CY>K€HO
OBLIO CTaTh CAMBIM 3HAYUTEILHBIM M3 HUX.

B 1935 rozy OH cO3/1a€T CBOM II€PBBIH BO-
KaJIbHBIU ITUKJI «IIlecTh pOMaHCOB Ha CJI0-
Ba A.C. IlymukuHa». 1 31eck MBI CTaJIKUBa-
€MCs C JIIOOONBITHBIM (paKTOM. /leJIo B TOM,
4To B cepenuHe 1930-X rozmos, B IpeaaBe-
puu 100-71eTUA CO BpeMeHU Iubesid Beju-
KOI'0 I103Ta, MY3BbIKaJIbHBIX IIPOU3BeleHUMN
Ha ero TeKCTHI ObLJI0 HAIIMCaHO OIPOMHOeE
MHO>X€eCTBO, UeMy He CTaJsI [IOMeX0H U caM
II0BOJl, OTHIOAb JajIeKO He IIpasgHUYHBIN.
OCHOBHas IIpUYUHA CTOJIb 000CTPUBIIIET0CS
TOTZa HHTepeca K IIyIIIKUHCKOMY HaCJIeIHI0

BUJIUTCA B CJIEAYIOIIEM: II0CJIe CUJIbHeHIIIe-
ro 6po’KeHUs U KOPeHHOM JIOMKHU BCeX OC-
HOB B HauvaJsie XX BeKa HUCKYCCTBO BO3Bpa-
I11aJI0Ch B PYCJIO 60Jiee ypaBHOBEIIeHHBIX
IIPOSIBJIEHUI, 3aHOBO IIOATBEPKasl SHaAUU-
MOCTbh BBICOKOM KJIACCUKHU — ITYIITKUHCKAasA
TPaJULIM IIOCIY KIUIa B 3TOM IIpoIiecce Ha-
IEXHOM olopoii. M KaK 0KasaJjock, Jiydlliee
U3 CO3[JaHHOTO0 B Te IO/bI HAa TEKCTHI I103Ta
IIpUHA/IeKasIo 11epy 6e3BecTHOrO 19-jet-
Hero IOHOIIM, CTyJeHTa MY3bIKaJIbHOTIO
YUHJIHINIA.

OTKpBIBaeTCsa NYMIKUHCKUMN [TUKJI CBU-
punoBa poMaHcoM «PoHseT jiec 6arpsAHbIN
CBOM ybop...». U, mpucTymas K IIPOCIyIIU-
BaHMUIO, CJIe[lyeT 3aMeTUTh: BCE, YTO IIPO3BY-
YUT 3/1eCh /I T0JI10Ca ¢ GOpPTEHraHO, JaéTCs
B 3aIIMCAX C ygacTheM caMoro CBUpPHUZ0Ba.
Taxoii BbI60p 06yCJIOBJIEH IBYMs IIPUYUHA-
MHU. Bo-TIepBBIX, BBICTYIIasA B KauecTBe IIHa-
HUCTa, KOMIIO3UTOP JeJiajJ 3TO Ha YPOBHeE
IIO/IJINHHBIX 3TaJIOHOB KOHIlepTMeMCTep-
CKOT0 MCKyccTBa. M, BO-BTOPHIX, B I10J06-
HBIX C/Iy4asiXx Mbl HMeeM [1eJI0 C aBTOPCKOM
HHTepIIpeTaIyen, 4To IparoeHHo U caMo
110 cebe, a TeM 60JIee BBULy TOTO, UTO OH pa-
60TaJI ¢ IIeBIjaMU Ype3BbIYaliHO TI[aTeslb-
HO, BEIBepsId U HNIIUQYS BCE 0 Mesbyali-
IIHUX JeTajle.

«[IlecTh pOMAHCOB Ha CJIOBa
A.C. IlymukuHa»
«PoHsiem sniec 6azpsiHblil €80l yoop...»
E. HecmepeHko

[IpocayiiaB 3TOT POMAHC, IIPUXOSUTCS
IIPU3HATH IIOPAa3sUTEJILHYIO [JI1 HauyuHa-
IOII[er0 KOMIIO3UTOpa 3peJsoCTh Xy/0’Ke-
CTBEHHOI'0 BBICKa3bpIBaHUA. VI 0UeHb Bak-
HO TO, YTO 371eChb Cpa3y ke 0603HaYUIUChH
OIIpefie IAI0IHe KaueCTBa CBUPHUA0BCKOIO
TBOpYecTBa. IIperx/ie Bcero UMeeTcs B BULY
HeCOMHEeHHBIH IIPHOPUTET CJI0BA U COOT-
BeTCTBEHHO — BOKAJIbHO-XOPOBBIX KaHPOB.
IToaTHUYeCcKoe CJIOBO 3aYaCTYI0 CIY>KHUJIO IS
CBHUpH0Ba UCXOJHBIM XY/0>KeCTBEHHBIM
UMIIYJILCOM. 9TOMY KOMIIO3SUTOPY, OBITH
MOXKeT, KaK HUKOMY IPYroMy B MYS3BIKe
XX BeKa ObIJI0 CBOMCTBEHHO YyTKOE II0CTH-
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>KeHHe UHTOHAIIUU aBTOPCKOTO TeKCTa, YTO
BBICTYIIaeT B OPTaHUYHOM COIIPSIPKEHUH C
6e3yCJI0BHBIM CBOE0OpasyeM ero CO6CTBEH-
HOU MY3BIKaJIbHOM MHTOHAIUU. BOT 110ye-
My eMy yJaJIoOCh TaK IIPeBOCXOJHO «pac-
IeThb» OOJIBIIYI0 KIaCCUKY IIPeXKHUX 310X
(maunHas ot lllekcrvpa u IIyIIKUHA) U JIy4-
IlIee B 0TeUYeCTBEHHOM I1033UHU XX CTOJIeTHS,
0COO6eHHO ero HauvaJsa: AJleKcaHAp BIIok,
Cepreir1 EcenuH u pake Biagumup Mas-
KOBCKHUM, KOTOPBIH CYUUTAJICA COBEPIIIEHHO
«HEIIPUTOJHBIM» JIJI1 BOKaJIbHON MY3BIKH.

Kak M3BeCTHO, BEITeCHEHHBIEe CTUXUEH
HUHCTPYMeHTaJInu3Ma, BOKaJbHO-XOPOBEIE
JKaHpPBI 0Ka3aJIMCh B COBPEMEHHYIO 3II0XY
Ha nepupepuu KOMIIOSUTOPCKUX MHTepe-
coB. I oHM HalLIX B julle CBUPHUIOBa Ca-
MOT0 BBIIAIOIIeT0CA MacTepa U3 Yucia Tex,
KTO CTpeMUJICH IIOJJep>KaTh 3Ty BEJIIUKYIO
TPaJUIUIO IIpolLIoro. CkasaHHOe — OJHO
U3 CBUJETEJbCTB ero IIPOYHBIX CBSI3EH C
MY3BbIKaJIbHOU KJIaCCUKOU. IIpuyéM cpasy
cIelyeT II0YepKHYTh, UTO 3TO HU B KOEM
caydyae He OBLJIO TpPajgUIIMOHATIHM3MOM.
IToxxonm CBUpHIOBA K TPagUIIUAM BCer-
Jla 0TJIMYaJICd UX aKTUBHBIM TBOPYECKUM
IpejioMJIeHHeM, KOorja IIpeeMCTBEHHOCTh
BBICTYIIaeT B HepPaspbIBHOM COIIPSDKEHUH C
TeM, UTO UIET OT )KUBOTpeIIellyIlleil CoBpe-
MEHHOCTH.

UYTo 7Ke MBI HaX0{UM OT COBPEMEHHOCTH
B CBUPHU/0BCKOM IMKJI€ IIPH BCEM KJIaCCH-
YeCKOM CTpoe ero obpasoB? Co3HaTeJIbHO
WU UHTYUTHUBHO I10700p TeKCTOB CTOJIET-
Hel TaBHOCTHU CZeJIaH TaK, YTO BOSHUKAIOT
OTUYET/IMBBIe HAMEKHU Ha BpeMs CTaHOBJIe-
HUA CTaJIMHCKOIO peskuMa. Hampuwmep, B
poMaHce ¢ CUMIITOMaTUYHBLIM Ha3BaHUEM
«[IpeguyBcTBHE»: «CHOBA MyHU HAOO0 MHOIO
cobpanucs 8 gbluuuHe / POk 3agucm/usgblil be-
dor yzpoocaem CHO8a MHe...» U pajblie —
«IIpeduyscmays... Heu36exHCHbLil, 2PO3HbLU
yac». A B IIepBOM YaCTH 3a IIpeTBOpeHHeM
MOTHUBOB OJMHOYECTBA U YeJIOBEYeCKOH 3a-
OpOIIIEHHOCTH yrajblBaeTCsd MBICJIL O TOM,
4yTo B 1930-e rofpl CCHJIBHBIM MOT CTAaTh
KaXKIplii. 1 cOGCTBEHHO MY3bIKaJIbHBIMU
CpeCcTBAMM BOCCO3/aétrcsa aTMochepa Ha-
NpsOKEéHHasg, TOMUTeIbHad, Iepefarnias

THeTYIIUY AyX OIIaCeHUU, BHYyTPEeHHEe! CKO-
BaHHOCTH U II0YTU CKOPOHBIX COCTOSTHUH C
OTTEHKOM YIPIOMOCTH (KaK Obl B ITapasuiesb
Ha3BaHHIO CO3/1aBaBIIIET0Cd TOI/Ia 3aKII0UH-
TeJILHOTO poMaHa Tpuioruu A.H. Tosictoro
«X0XK[IeHUE 110 MyKaM» — «XMYPOe YTPO»).

Ho ecTb 31ech u ipyroe, uayiiee oT BHY-
TPEeHHHUX JKHU3HEHHBIX YCTAHOBOK TOTO JKe
BpeMeHH, KOT/Jja YeJI0OBeK MCKaJI U HaX0UJI
IIPOTHUBOBECHI TATOTAM U cTpaxaM. Haxoui
UX B IYIIIeBHOM TeIUIOTe, CepLeYHOM OT3hI-
BUMBOCTHU OJIM3KHUX Jrofiel. Tak, Halepe-
KOp BCeMY CKJIaABIBAJICA YAUBUTEIbHBIN,
HeCpaBHEHHBIN ONTUMHU3M 1930-X romos.
Kak pas aTo UCKpsllleecs )KU3HeI0ue, I10-
CTeIIeHHO HapacTas Ha IPOTHKEeHHUH ITHK-
Jla, 1 BeHYaeT ero B IIOC/IeJHEeM HoMepe
(«ITogbesrxas oz M>Kopel»), fesas 3aKOH-
YeHHOU O06IIyI0 TPpaeKTOPHUI0 IIpOUu3Bese-
HHS: OT CyMpaKa K pafoCTH >KU3HH.

«IIlecTs pOMaHCOB
Ha cioBa A.C. IlymkuHa»
Ne 6 «ITodwe3dtcas nod Hocopbl»
C. IllanowHuUKo08

Kasasock 651, B «IllecTh poMaHCcax Ha
cioBa IlymkuHa» 6610 0OpeTeHOo BCE He-
00X0JMIMOe JIJIsI UHAVUBUAYaJIbHOIO II04Yep-
Ka CBHUpPH0BA U 0CTaBaJIOCh TOJBKO UATHU
BIIepé[, pasaBuras HalleHHOe BIIWPh U
BIVIy6b. HO BMECTO 3TOT0 OH HAYMHAaeT [JIN-
TeJIbHBIN IIOMCK B MHBIX HAIIpaBJIeHUSAX —
TIOUCK, 3aTIHYBIINUICS [IOYTH Ha I1eJIbIX [[Ba
necatuiieTus. U IIperuMyIecCTBEHHO II0MCK
9TOT IIPOXOMII B 06J1aCTH HHCTPYMeHTalb-
HBIX ’KaHpoB. KommosuTtop paboTas Torga
B JaHHOU cdepe IpKo, HHTEPEeCHO, YTO BO-
o0111e CBOMCTBEHHO ero MaHepe. OCoO6eHHO
BBIJIeJISI0TCS IIPOX3Be/leHUsI BOEHHBIX JIeT
C UX KECTKOM U CYypPOBOM CTUJIMCTUKOH, OT-
pasuBIIell aTMOChepy 6aTalbHBIX CXBATOK
U HaIIpPsOKEHHOrOo IICHXO0JIoTu3Ma (C Hau-
60JIbIllell KOHIIeHTPUPOBAaHHOCTHIO 3TO
IIpeficTaBjeHO B PopTerinaHHOM COHAaTe).

OfHAaKo IIpU BCeU BIIeYATJIAIOIIEN CUJIe
3THUX COUYMHEHUHN MM YacCTO HeJ0CTaBaJIo
OTYETIIMBOU aBTOPCKOM UHIUBUYAIbHO-
CTH, JIETKO Y3HaBaeMOI'O CBUPHJ0BCKOIO
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rnouepka. K nmpumepy, ero ®oprermaHHoe
TPHUO IBCTBEHHO HAallOMHUHAaeT HalluCaHHOe
3aTOJ 10 Hero IIpou3Be/ieHUe TOro JKe JKaH-
pa ¥ IPUMEPHO TOM »Ke HalIpaBJIeHHOCTH —
doprenraHHoe Tpuo [llocTakoBUYa (1944).
K cioBy, umenHo y [.[1. IlloctakoBrua CBU-
PHULOB 3aBEPIINUJI CBOEé KOMIIO3SUTOPCKOE
obpasoBaHUe B JIeHUHIPaJCKOX KOHCepBa-
TOPHH, JOBOJIBHO JI0JIT0 HaXO[ACh II0J €ro
Xy0>KeCTBEHHBIM BJIUSHUEM.
OKoHYaTeJIbHOE 06peTeHre CBOero CTU-
JI1 U CBOEM >XaHPOBOM CHUCTEMBI IIPOU30-
1o y CBupuzoBa B cepenuHe 1950-x ro-
IoB. POBHO BagIiaTuIeTHe CIIYCTS II0CTIe
«[ITectn poMaHcoB Ha cioBa A.C. ITymku-
Ha» OH CO3LaéT IPYroM BBIJAIOIUICT BO-
KaJIbHBIU ITUKJI — «IlecHu Ha cioBa Po-
O0epta BépHca». Ero nepBbie UCIIOJTHEHUS
IIPOU3BEJIM OIlIeJIOMJIAIOIIlee BIleyaTJie-
HUe. MCKIIYNUTeJIbHBIN Pe30HaHC BbI3Ba-
JIA CBEXKeCTh Xy/I0’KeCTBEHHOI0 pellleHus,
IIOKOpAIOIas aleKBaTHOCTD II09TUYeCKOMY
UCTOYHUKY U HEOOBIYaliHO TaJIaHTJIUBOE
BOIUIOIIleHHe TeMBblI, KOTopast HaXoAuIach
TOTZa Ha IIepeHeM Kpae 0Te4eCTBEHHOI0
HUCKYCCTBA: PSAZ0BOM COBpeMEeHHUK, 4YeJio-
BeK M3 Hapoza. ITON TeMe 0TBevaJl IIpUH-
IIUITHAIbHBIN IeMOKPATHU3M MY3bIKaJIbHO-
IO g3bIKa, YTO BBICBEYEHO 0003HAUEeHUEM
’kaHpa «IlecHu...». OGHaKO IIPOCTOTA BEI-
pasuTeJILHBIX CPEJCTB coueTaeTCd 3[1eCh C
00bEMHOCTBHI0 0OPHUCOBKHU BOCCO3/laBaeMbIX
TUIIa’KeH, YTO HaXOAUT cebs1 B MHOTroob6pa-
3UU U IIyOMHe MBICJIeH U YyBCTB, B HPaB-
CTBEHHOM UUCTOTE U B BEICOKUX 3TUYECKUX
IIPUHITUIIAX JIIOJIel U3 HU30BOU Cpefbl.
Jl1d IpuMepa IIpocjiefyrM 3a II0BOPOTa-
MU MY3BIKaJIbHO-II09TUYECKOI0 II0BECTBO-
BaHUA B HOMepe «Bo3BpallleHHe coJigaTar.
I9TH IOBOPOTHI OTKPHIBAIOT BCE HOBBIE 1 HO-
BbIe IPaHU B 00JIMKe YYaCTHUKA TOJIBKO UTO
OTIpeMeBIllel BOMHEI. BHelllTHe KOMIIO3U-
TOP OIIMpAaeTCcs Ha [IeCEHHO-CTPOPUYECKYI0
bopMy C IIPOCTEUIIUM, HEM3MEHHO «BBI-
CTYKHWBAKIIUM» MapIlleBEIM PUTMOM $Op-
TeIlMaHO, HO CKOJILKO PaKypCOB BO3HUKAET
B 3TOM BpPO/ie ObI OJHOTUIIHOM H3JI0KEHUHU
U1 KaKOM MHOTOOTTeHOYHBIH IIOPTPET CKJIa-
IbIBaeTCsa B KOHEYHOM pesyibTrare!

«ITecan Ha c1oBa Po6epTa BépHca»
Ne 2 «Bo3epawieHue conoama»
E. HecmepeHko

«ITecHu Ha ciaoBa Pob6epra BépuHca»
(1955) OTKpBIIM COBEpPIIEHHO 0CO0YI0
¢dasy B TBopueckou 6uorpapuu CBUpULO-
Ba: BTopas mosioBuHa 1950-X romoB crasa
«3BE3JHBIM YacoOM» KOMIIO3UTOpPa — Ha
39TOM OTpe3Ke BpeMeHH II0 psaAy I103UIIUH
OH OKas3aJICd HeCOMHEHHBIM JIUJePOM OTe-
YeCTBEHHOU MY3BIKM (3TO TOBOPHUTCH C
Y4ETOM TOTO PpaxTa, YTO PAAOM C IIOJTHOM
TBOPYECKOU OTaveli paboTaJjl ero yumuresb
A.4. IloctakoBu4). MMeHHO CBUPULOBY
y[aJI0Ch C HaUOOJbIIeN CUJION BBIPA3UTH
IJapUBIIUHN TOIJa B CTpaHe AyX IIOABEMA,
PacKperoleHus U COIIUaIbHOI0 SHTY3U-
asMa, BO3HUKIIINN BO BpeMeHa TaK Ha3bl-
BaeMOU «OTTemeyu» (HeLOJITUU IIepUO[,
CBA3aHHBIM C MMeHeM XpyIéBa, Korjga
IIpeoioJieBasICd KyJIbT JUYHOCTH CTaJIuHA
U 0CJ1ab JUKTAT YKECTKUX U/Ie0JI0TUYeCKUX
yCTaHOBJIEHUM).

dta aTMocdepa OOJBIIUX HaLeXI U
O’KHJaHUMH, IIPOIecC «pacIlpsMJIEHUSI» 4e-
JIOBEUEeCKHUX IYIIl, MOIIIHBIN BCEHAPOAHBIN
IIPUJIUB CHJI IIOPOJHJ B HCKYCCTBE SIPKO
BBIPa’KEHHYIO 3IIMYEeCKYI0 HAaCTPOEHHOCTD,
U CBUPUJI0B YTBep)Kaasl eé KaK HUKTO Apy-
roy. IIpuMeyaTesibHO, YTO 3TO yAaBasIoCh
eMy ja>ke B paKType KaMepHBIX COUMHEHUA.

Bo3bpMéM 1ecHI0O «PhIOAKH Ha Jlagore».
[IpeXkne ciemyeT OTOBOPUTEH aBTOPCKOe 060-
3HaueHUe )KaHpa. PagymeeTcs, Kak U B CIIy-
yae «[leceH Ha ciioBa PobepTa BépHcar, 3TO
OTHIO/Ib He IIPUBBIYHAA I HaC IIpocTas
KyIUleTHasd popMa, a popMa 0ueHb CBOOO/I-
Has 110 U3JI0KeHU0. Y CJIOBOM 3TUM KOM-
II03UTOpP, IIOMUMO JEeMOKPaTHYHOCTH XY-
I0’KeCTBEHHOTO U3BSICHEHUS, CTPEeMUJICA
IIOIYEPKHYTH ero Cyrybo pyCcCKyo Halluo-
HaJIbHYIO IIPUPOLY.

UYTo0 KacaeTcs AIMMYECKOro Havasla, TO MC-
II0JIb3YIOTCA 3[1eCh BCEro-HaBCero rojoc u
¢opTenraHo, a B TeKcTe A. IIpokopbeBa HeT
HUYEero UCKJIKYUTEJIbHOro (peuyb UAET 06
OOBIKHOBEHHBIX YeJIOBeUeCKUX TPyAax —
JIOBJIE PBIOBI). TeM He MeHee B My3BIKe IIe-
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pelaHo ollyleHue 6eclipeeIbHOM MOIIH.
MakcuMaJsibHasi YKPYIIHEHHOCTh BOKaJIb-
HOI'0 MHTOHUPOBaHUA U Ma3Ka QopTemnu-
aHHOU QaKTyphl (0XBAT BCEX PEerucTpPOB,
aKKOpP/IOBBI€ TJIBIOBI, TYJIKHUU U I'PY3HBIA
KOJIOKOJIbHBIU ITepe3BOH) BHIBOJAT 3ByUa-
HHe B MaciuTab rpaHUO03HOTO /IeMCTBa,
CHUMBOJIM3UPYS I'poOMajy O06IleHapoOLHOU
>)KU3HU. Ciylias 3Ty «IIeCHI0», He00X0IH-
MO 3a0/THO OTMETHUTH IIPeUMYIIeCTBEHHOE
TATOTeHUe CBUpPHU0BA K TeMbOpy 6aca Kak
KOPEHHOT0, «KPSKUCTOI0» PyCCKOTO roJioca
C ero 0c060¥ BeCOMOCThI0 U QyHIaMeHTa lb-
HOM 0CHOBATEJIbHOCTHIO (BCIIOMHUM OII€PHI
I'muHEKY U MyCcoprckoro).

«PpI0aKu Ha JIagore»
A. BedepHuko8

Korpa ke KOMIIO3UTOP BKJIFOUAJI pecyp-
Chl XOpa ¥ OpKecCTpa, ero My3blKa II0JHU-
MaJlach K BhIpa’KeHUI0 00IIleHapOIHBIX Jie-
SIHUU U ycTpeMyieHU. dpeckoBasg MaHepa
IIUCbMa, UCKIIOUUTEILHBIU pasMax 3BYKO-
BBIX JIMHUU I103BOJIUJIN BOILIOTUTH I'OP/I0e,
MOry4yee, BeJIUYeCTBEHHOE B OT/IeJIbHOM
YeJIOBEKe U B HapoJe, B3ITOM KakK Iiejoe
(cJIOBHO HAaIIOMUHAas XpecToMaTUNHOe «Ye-
JIOBEK — 3TO0 3BYYHUT ropzo»). C Hauboin-
I1ey BIleYaT/dI0Iel CUJIOHN IepesaTh I10-
I06HOe yAaI0Ch B IBYX OpPaTOPUSIX BTOPOH
II0JIOBHUHEI 1950-X TOM10B.

[lepBas u3 HUX — «Iloama namsatu Cep-
res Ecenuna» (1956). 3To mpousseeHUe
MHOT0CJIO’KHOe (0fHOM U3 IIpobJieM, 3aTPo-
HYTBIX 3/1€Ch, MBI KOCHEMCA I1037Ke), HO Cel-
4Jac BbIJIEJIUM B HEM TO, YTO ObLIO obpaliie-
HO K ’KU3HU 60JIBIIIOr0 JIFOJICKOI'0 MacCHUBa B
ero 3IMYeCKU-BeJIMYeCTBEeHHBIX CTOPOHAX,
PacCKphBIBAJIO €T0 HaXOAAIIMMCS Ha IO bEMe
CHUJI, B CBOOOJHOM U3BbSIBJIEHUU MOIIIHOTO
noteHIuasia. B «Iloame mamatu Cepresd Ece-
HHHa» 3TO HaunHaeTcd co [l yactu, BEIBOSA-
111e IIPOUCXO/IIIee Ha He0ObIYaiHO IIIUPO-
KUe IIPOCTOPBI 3eMHOTO0 IIPOCTPaHCTBA.

«Ilosma nmamsaTu Cepress EceHuHa»
II. «IToém 3uma»
E. CeemaaHo8

[IppMeyaTeJbHO, UTO 3Ta IeM3akHasd
KapTtuHa («IIoém suma, aykaem, / Cmo3e0H-
Hblll s1ec barokaem...») IIPOHU3aHa 3ByYHBI-
MU IIPU3BIBHBIMHU KJIHWYaMH, GJarogaps
YyeMy BOCIIPOM3BOJMMOE JIeHMCTBO HAaCHI-
1aeTcsd yepTaMy I'pakAZaHCKoro mnagoca.
Taxoro pojga HaCTPOEHHOCTb [IOCTHUraeT
cBoero amores B ¢uHase «IJ09MBl ITaMATH
Cepres EcenrHa» («<He60 — KaK KOJIOKOJI»),
I7le TpoOMajia UCTOPUUYECKUX COOBITUM pas-
pacTaeTcs 10 BCeJIEHCKUX MacCIITaboB.

I'paHIHO3HBIN pa3Max, CBOMCTBEHHBIN
«IIoame mamaTtu Cepres EceHumHa», erré
ouryruMee B «IlaTeTHUeCKO OpaTOpPUU».
/17151 3TOT0 OBLIIU OIIpe/ieIEHHbIE OCHOBAHUS.
B 1957 romy mpou30I1IIEJI 3aI1yCK [IePBOTO UC-
KYCCTBEHHOTIO0 CITyTHUKA 3eMJIH, B 1959-M —
IepBOM aBTOMATUYECKON Me)KIIJIaHEeTHOM
CTQHIUH, YUTO IIPEBeIa0 COCTOABIIUMICI
B 1961-M IepBBLIX B MUpe II0JIET YeJ0BeKa
B KOCMOC. 1 BC€ 3T0 OBLJIO OCYII[eCTBJIEHO B
Halllell cTpaHe, KOTopas ob6peJia TOrga cra-
TYC CBepX/iepKaBhl, [I0CKOJILKY BOKPYT Heé
CJIO’KHJIACh Ype3BbIYaHO IIPeCTaBUTEIb-
Has MUPOBas COIMAINUCTUYeCKas CUCTeMa.

JlobaBuUM K 3TOMYy ciepyroiue ¢dak-
THl (JII06OIIBITHO MX TOYHOE COOTBET-
CTBHE TOJIBKO YTO OTMEeYeHHBIM JlaTaM): B
1957 rojy 66110 3asIBJIEHO O «NO/IHOU U OKOH-
yameibHOU nobede couuaausma» B CCCP,
a B 1959-M — o0 Hayajie «pasgépHymozo
cmpoumenbcmea KOMMYHUSMA», YTO IIOJ-
TOTOBUJIO IIpUHATHE B 1961-M IIporpaMMEI
KIICC, HaMeuaBIlIel IIOCTPOEHHE KOMMY-
HUCTHYeCcKOoro obimrectBa K 1980 roxy (Tor-
DAIIHWK JIUJep TOp>KeCTBeHHO BO3BelllaJl:
«HblHewHee noKo/1eHue cogemcKux roel
b6ydem dcums npu KOMMYHU3IMeE!»).

Bcé 3T0 mopo’kaaio y MHOTUX OIIyIile-
HHe BCeMOIYIeCTBa CTPaHbl U HUJIIFO3UIO
JIyde3apHON UCTOPHUUYECKOM I1epPCIIeKTUBHI.
To, 4T0 KOIZ1a-TO IIPOBO3IJIAIIAIOCE Ha 3ape
CoBeTCKOM BJIACTH, U TO, pafHu Yero ObLI0
IIPOJIMTO CTOJIBKO KPOBH, Ka3aJyIoCh ObI, Ha-
KOHEeII-TO CTAaHOBUJIOCH IBbI0. BOT UTO BHI-
3BaJI0 UCKJIIOUUTeJIbHOe BOOJYIIIEBIIEHHUE
U, II0JKaJIyH, BBICIIIEe CBOE Xy 0’KeCTBeH-
HOe BBIpa’KeHHe 3TO II0JIy4YrJIo B «IlaTeTu-
YeCKOM OpaTOPUU», HAIIMCAHHOU Ha CTUXU
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«TpubyHa PeBosrorium» Biaagumupa Mad-
KOBCKOT0. B IIpri3Me cOOBITHI Hauajla BeKa
(mosTHUecKas KaHBa) 37[eCh ObLI BOILIOIEH
MOryyuy MoHOIUT CoBeTckoro Corosa BTO-
poit mostoBUHEI 1950-X TO10B B ero 1mobeo-
HOCHOH ITOCTYIIU.

OHY M3 My3bIKaJbHBIX UJIFOCTPAIANA
9TOIO IyXa ¥ 9TOM IIOCTYIIH HaXOUM B Yac-
TH II0J, Ha3BaHUeM «I'eposaM IlepeKoIIcKom
OUTBBI», I7le BO3ABUTHYT CypOBO-BeIHUYe-
CTBEHHBIN MOHYMEHT CTpaHe TeX JIeT (4acThb
HauuHaeTCcsd CI0BaMU «Ciasa mebe, KpacHo-
36€30Hblll 2epoll...»). TopenBas MOIIb YBe-
PEHHOI0 B CBOUX CHJIaX U B CBOEM eITUHEHUU
BCEHapOJHOI0 MacCHUBa IeperaéTcs Cpef-
CTBaMH HeOOBIYallHO IIMPOKOT0 I'MMHU-
YeCKOI'0 pacleBa, BOCXOJAIIEro K PyCCKOH
3IIUKO-TePOUUYECKOM IIeCeHHOCTH (B TOM
4ucjIe U pPeBOJIIOIIMOHHON). CBoeobOpasue
9TOM THMHUYHOCTH — B HECIIEIITHOM TPEX-
IOJIBHOM pasMepe, MATKOe «II0KauYUBaHUe»
KOTOPOT0 BMeCTe C 00111eH IIeBy4YeCThI0 B/IbI-
XaeT B Jlep>KaBHYI0 XapaKTepHOCTh obpasa
HOTY JIMPUYECKOM TeIlIOTEI.

«IIaTeTHYeCKas1 OPATOPUSI»
II1. «I'eposim Ilepekonckoii 6umaebst»
K. KonopawuH

«[laTeTHU4yeckas opaTopus» ObLiIa 3aBep-
IIIeHa KOMIIO3UTOpoM B 1959 roxy. A yxe
B cienyromiem, 1960-M, OH ITHUIIIET KaHTa-
Ty «HeT! He BepuMm!», Ilie IpeaBeIiagoch
KpyllleHHe TOT0 CaMOoro Jiep>KaBHOI'0 MOHO-
JIUTA, 0 KOTOPOM TOJIBKO UTO TOBOPHJIOCH.
[IpubsmKacs «KOHey NPeKPacHol INoxXu»,
€CJIX BOCII0JIb30BaThCd HMPOHUYHBIM 3arJia-
BHUEM OJHOTO U3 CTUXOTBOPHBIX COOPHUKOB
Hocuoda Bpoackoro. I[TokoseHue CBUPULIO-
Ba, IIPO’KUBIIIEe TPU [eCATUIETHUSA B YCJIO-
BUAX «CTAJIMHCKOM 3II0XU», UMEBIIIeH CBOU
UMIIO3aHTHBIE U CUJIbHBIE CTOPOHBL, I10/Yac
60JIe3HEHHO IIepe>KHUBaJji0 CUMIITOMBI Ha-
IBUTaBIIIErocs KpuUsuca KOMMYHHCTHYe-
CKOM HI€0JIOTHUH.

B HasBaHHON KaHTAaTe elllé yaep>XKuBa-
eTcs yX BCeHapOLHOM I'PaHIH03HOCTH, HO
IPaHAMO3HOCTL 3Ta IIpUobOpeTaeT Tpare-
OUHUHEIe YepThl, YTO HaXOJUT CBOE BEIpa-

JKeHUe B MeJIJINTeIbHO-TSDKEJION TPaypHOH
IIOCTYIIH, IIPOHU3BIBAIOIIel BCE IIPOU3Be/e-
Hue. OJHaKO IPU BCEM CKOPOHOM HAaCTpOe U
Iake 60JIeBOM OIIYIIIEHUH COXPaHsIeTCs TO-
HYyC MY>KeCTBEHHOI'O CTOMI[M3Ma, YTO IIpU-
BOJUT B 3aBepIlleHUH K artodpeo3y Bep:rl B
IIPaBOTY COBEPILIEHHOIO B IIPOIIeJIINe
necatueTud (ocaegHsad ppasa UCII0JIb30-
BaHHOIO 3/IeCh TeKcTa MasgKOBCKOrO: «Beu-
Ho 6ydem sieHUHCKoe cepdue / Knokomams y
Pesgomroyuu 6 2pyou!»).

«Het! He Bepum!»
A. BedepHuKo8

TBopuecTBO CBHUpHUAOBa
1960-1970-x roxoB

ITo oTHoOIIeHUIO K 'eopruro CBUPHUIOBY
MO>KHO C IIOJIHBIM IIPaBOM TOBOPHTH O re-
HHUAJIBHOCTU. [eHHAJIBLHOCTE 3Ta CKa3bIBa-
JIacb B TOM YHCJIe B YYTKOCTH K BeTHUAM
BpeMeHHU, 4TO Ha BbIXoze B 1960-e roasnl
II0BeJIO K BeCbMa pafvKaJbHBIM IIpeobpa-
30BaHHUAM €ro Xy0KeCTBEeHHOMH CHUCTEMBL.
[IpryéMm B psifie ciiydaeB OH OBLI CIIOCOOEH
IaTh OoJsiee SpKoe IIpeTBOPeHUe TeX HOBBIX
TeHZeHIIUM, OCHOBHBIMU HOCUTEJIIMHU KO-
TOPBIX OBLJIIM TOIZA MOJIOJBIE aBTOPEHI, CO-
CTaBHUBIIIHE CJIe/IyIolllee IIOKOJIEHHe OTeve-
CTBEHHBIX KOMIIO3UTOPOB.

OfHa U3 TaKUX TeHJEHIIUM COCTOsIa B
BBIIBM)KEeHUH YPOAHUCTUYECKOM CTUXUH,
4TO OBLJIO CBSI3aHO C OUepeIHBIM BUTKOM
OypHOIO pasBUTUSA UHYCTPUAIbHOU 3pPBHI.
Y caMBbl1 IpKUY 3ByKOBOM CUMBOJI MOIITHO-
ro camoyTBepxaeHus HTP (Hay4yHO-TeXHU-
yeckas peBoyIoIMda 1960-X rof0B) IIpUHA-
JIe)KUT CBUPHUI0BY — 3TO IIeHTPaJIbHBINA
0o6pas ero My3bIKU K QUIBMY C CHMIITOMa-
TUYHBIM Ha3BaHUeM «BpeMs, Biepén!».

«Bpems, Bepén!»
B. ®edocees

[TompITaeMCSI KOHCIIEKTHBHO 3apHKCH-
POBATH OITPe/eJISTIOINTIE TTapaMeTPhl 3TOTO
o6pa3a. OCHOBHOM MaTepHaJ OTJIUYAETCS
HUCKJIIOUUTEHbHOM, B3PhIBUATOM HUMITYJIb-
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CUBHOCTBI0. OH 6asupyeTcsa Ha «yIapHBIX»
puTMOdopMyJIax, U3araeMblX KpaTKUMU,
HApO4yUTO «pBaHBIMU» PppasaMu. OCTpoTa
PUTMa 4aCTUYHO UIET OT TaHIeBAJIbHBIX
¢uryp «PymM06bI» — TaKOBO Ha3BaHUe [jaH-
HOI'0 HOMepa B CIHOUTe U3 MY3BIKU K 9TOMY
¢miIbMy. 3BydyaHHe «MeTaJllla» MeIHBIX
HUHCTPYMEHTOB — IIOJYEPKHYTO KECTKOe,
CKpeskelllylliee, IIPOH3UTeJIbHOE. Pe3kue
yoapsl tutti co3malT BIleyaTJieHHe OYK-
BaJIbHO BBICTPEJIMBAIOIIUX aKI[eHTOB Op-
KeCTpOBOM MacCHL.

BceMepHas coCpej0TOUYEHHOCTD U IleJe-
YCTPEMJIEHHOCTh 3BYKOBOIO IIOTOKA, €ro
9KCIIaHCUBHOCTH U CBEPXMOIIIHBIN CUJIIOBOM
HaIlOp POXKAAIOT OIyIlleHHe KJIOKOUYIIen
9HepreTUYeCKOM MarMul. B eé gpocTHOM,
OTHeZBIIIAIleM JUHAMH3Me YyBCTBYeTCH
IpaMaTU3UPOBaHHBIN ITYJIbLC UHYCTPUAJIb-
HOTO0 CO3HUIAHUS, IIPE/ICTAIOIIEr0 KaK CBOEro
poza rposoBas 6UTBa TPyZa ¥ HaXOAIIero-
Cs Ha I'paHu COMOCKUTraHUA. II0IIyTHO BO3-
HHUKAKT aCCOIHAIlUM C OellleHO MYallliM-
Cs1 IOKOMOTHBOM COBpPEMEHHOM IIUBUJIU-
3aIuy, OYIIyIOell «BBICOKOBOJIbTHEIMU»
HallpsOKeHUSIMU U paspsagamMu. Hapany c
Iepejayveii 06111ero, HHTepPHAaIMOHAJIbLHOIO,
3/1eCh IIPUCYTCTBYIOT U QJIFOU/BI «COBETCKO-
ro» (B IIPU3BIBHO-IIyOJIMITUCTUYECKUX TUPA-
nax paHpapHOTO 3IIMU30/1a).

MBEI TOBOPHM O reHHaJIbHOCTH CBUPH/IO-
Ba. OHa MIPOSBJIAETCA U B TOM, UTO CKBO3b
IIIYM ¥ I'POXOT aKTyaJIbHOI'O BpEMEeHHU B €0
My3bIKe HeM3MeHHO IIpOOMBaeTcs U3Beu-
HoOe: B II0TOKe OBICTPOTEKYIIeM KU3HHU BO3-
HUKAIOT OTCBETHI HEIIPeXOoIdIIlero, KoTopoe
y CBUpH/I0Ba BCer/ia CBSI3aHO C BBIIBJIEHUEM
PYCCKOro HaIlMOHAaJILHOI'O HayaJsla KaK IJIaB-
HOU, CTep’KHEBOU HJIeU ero TBOpUecTBa.
PaspabaThIBaJl JaHHYIO HU€H0 KOMIIO3UTOP
U B OIIOpe Ha COOCTBEHHBIH OIIBIT, II0OCKOJIb-
Ky IIO0 YKJIa[ly CBOEM >KW3HU OH HU3BejaJl
Poccuro B IOJIHOM eé cpese: IeTCKHe I'O/bl
IIpOBE&J B CTapUHHOM ropoxke Kypckou
rybepHHUH C MCKOHHO PYCCKUM Ha3BaHU-
eM daTexx, OTKyZa Ka’k/oe JIETO BhlesyKaJl
K pojHe B iepeBHIO; 3aTeM Kypck, JIeHUuH-
rpaj, a B rofbl BOMHEI (Ha QPOHT He I10I1aJl
U3-38 CUJIBHOM OJIM30PYKOCTH) HaXOLUJICA

B 3aBOJDKbe U Nayiékor CubupU U, HaKO-
Hel, — MockBa. Ho cpasy ke 3aMeTuM, 4To,
B OCHOBHOM IIpe6bIBasi B 00eMX POCCUMCKUX
CTOJIMIIAX, CepALleM OH BCeI/ia 0CTaBaJICd B
IJIyOMHHBIX YIOJIKaX POSHOMN 3eMJIH.

B nmoxTBepIKAeHUe 3TOI0 BHOBL BEpHEM-
Cd K «NPUKAAOHOMY» KaHpPy. TOJIBKO 4TO
3By4asia MysblKa K QHJIBMY «BpeMs, BIie-
pén!». Apyrou ¢uiIbM, 03ByUeHHBIN CBUpPU-
IOBBIM, — «MeTesb» (110 [IyIIKuHYy).

«MeTeab»
«Tpoiika»
B. ®edocees

Cpasy ke obpaljaeT Ha cebsd BHUMaHUe
KOHTPAaCT UCXOJHOTO 06pasa 1 CJIe/IYIOIIero
3a HUM OCHOBHOI'O — HeU30BIBHO pyCCKOe
YIIOPHO IIPOHUKAeT CKBO3b I'PO3HBIE, BOMH-
CTBEHHBIEe 3arpakIeHus «KeJIe3HOT0» Bpe-
MeHH. ITO TO, YTO 3aJI0’KEHO B I/IyOMHAaX Ha-
IIUX AYII ¥ Hallle IVIOTU — TUXO0e, COKPO-
BeHHoe. IleBy4yas, YUCTO IIeCeHHAas TeMa,
3By4alras Kak 65l y pOKKOB (ro60H, 3aTeM
KJIapHeT, ¢paroT), a II0TOM Yy CTPYHHBIX —
9TO UCKOHHO pyccKoe. 1 cama TeMa — OHO
U3 CBUJIeTeJBbCTB TOr0, YTO MHOI0O€ B Me-
Jopusme CBUPHIOBA CBSI3aHO C IIECEHHOM
OCHOBOM.

OnuH M3 HOMEpPOB KaHTAaThl «Y MeHs
OTell KpeCTbsIHUH» Ha3BaH Bcies 3a Ece-
HUHBIM: «B cepoue ceemum Pycv» — dpasa,
BeCbMa II0KasaTeJbHas I YCTpeMIeHU N
KOMIIO3UTOpA. [JIly6MHHO pyCcCKOe BIIepBEIe
B IIOJIHBIM T0OJIOC 3a9BUJIO O cebe y CBUpU-
noBa B «IloaMme mamaTtu Cepresg EceHuHa».
dnurpa$oM K Hel OH B3SJI CTPOKHU 3TOIO
CTOJIb OJIM3KOI0 eMy I103Ta.

...00s1ee scezo

JIt0608b K pOOHOMY Kparo
MeHs momuna,

Myuuna u scena.

IToMHMO Bcero IIpovero, B CBOeH I1epBOH
opaTopuy CBHUPHOB IIpeayrazas BOIIpoc,
KOTOPBIY CTaI KOPEeHHBIM /I TAK Ha3bIBae-
MOH JlepeBeHCKOM I1po3bl (BasieHTUH PacIry-
TUH, Bacuuit HlykiuH, BUktop ActadpreB
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U Ip.), — TO, 0 4YéM 3arOBOPUJI eI1]é B Hava-
Jie BeKa lIBaH ByHUH (110BeCTh «/[epeBH»):
KOpHHU PoccHU — B €€ CeJIbCKOM YKJIaJe,
IIPOIIaJET epeBHs — HMCYEe3HEeT MCKOHHO
pycckoe, 3aryouM [epeBHI0O — 3aryoum
pycckyro ayiny. M paHblile mucaTeaen-gepe-
BEHIIIMKOB CBUPH/IOB IIepeal HOCTaJIbIHUI0
I10 YXO/JAIIIeMY eCTeCTBY PYCCKOM JKU3HU —
TO, UTO MBI CJIBIIIHM B [ yacTu «I109MEI I1a-
maTtu Cepres EceHUHa».

«IIoama namsaTu Cepres EceHunHa»
I. «Kpaii mbt M0Oii 3a6POUWEHHBLIL...»
A. MacaeHHUKo8

[Ipu BCéM JIMpU3Me U3BSICHEHHU 3Ta MY-
3bIKa BOCIIpUHUMaeTCd KakK puaocopckas
I103Ma, IlepefaBas U3BeYHOE B PYCCKOM
HaIlMOHAJILHOM XapaKTepe: HeUCXOIHasd
TOCKA W HeCKOHYaeMas IO/I0JIb PYCCKOH
JKH3HH, ITOPOKAaroIast TAXUHU CTOH-ILIAY,
B KOTOPOM 3BYYHUT 60JIb 3a TOpeMBIYHOE
OTeuecTBO.

B 1960-e rozpl riyOMHHOE IIOCTH KEHUE
HaIlMOHA/JIbHOIO XapaKTepa H HaIlOHa/Ib-
HOI'0 YKJIaJia CTAJI0 MarucTpajblo TBOpUe-
cTBa CBupHgoBa. OCyIecTBJIAJIOCH 3TO Ha
GOJILKJIOPHOM I10UBe, B PyCJie BO3HUKIIIETO
TOI/la Ype3BBIYAaMHO IIPeICTaBUTEIHLHOTO
Xy 0KeCTBEHHOI0 HallpaB/IeHUs, KOTOpoe
IOJIYYMUJIO Ha3BaHUE «HOBOU (OJILKIIOP-
HOM BOJIHBI» U CTaBUWJIO Ilepef, CO60M 11eJIb
C IIOJUYEPKHYTOH CBEXKECTHI U OCTPOTOU
BBIIBUTH CaMOOBITHOE, HEIIOBTOPUMOE B
00JiKe cBOoero Hapopa. 1 umeHHO CBUpU-
ZOBY yZaJI0Ch CO3/iaTh IIPOM3BeieHHe, CTaB-
II1ee 3HAKOBBIM I GOJIbKIOPHOTIO IBHKe-
HUA TOU II0pEL, — «Kypckue nmecHu» (1963,
Ha OCHOBe IIeCeH, 3aIlMCaHHbIX Ha POAUHEe
KOMIIO3UTOpa). Besen 3a HUMU (1Iog4ac B
Ioipa>kaHue UM) IOSIBUJIOCH MHO>KECTBO
BCEBO3MOJKHBIX «IIeCeH», B TOM YHCJe Ha
WHOMN HaITMOHAJIILHOM I10YBe: B I'pysuu —
«['ypurickue 1ecHu» U «MerpesbCKue IIec-
HU» OTapa TakKTaKUIIIBUIH, B ICTOHUU —
«My>KcKue nmecHU», «KUXHyCKHe CBajeo6-
HEBIEe I[IeCHU» U «ICTOHCKUE KaJIeHJapHbIe
necHu» Besbo TopMmuca, B /larecTaHe —
«Jlakckue nmecHu» [llupBaHu YasaeBa U T. 1.

Cpeau ApKUX I'paHel HAIlMOHAJIBbHOIO B
«KypCKUX ITeCHAX», [IOAYEPKUBAKOIIUX Be-
COMOCTH CcesiaHHOTO CBUPHU/IOBBIM B [1aH-
HOU cdepe, — pe3KO BBIpa’keHHOE COIIO-
CTaBJIeHHUE )KEHCKOT0 U MY>KCKOI'0 Havaja
KaK JIByX KOPeHHBIX CYIITHOCTEeN YyesioBeye-
CKOTO OBITHS. ITO HAaUMHAETCA C [BYX Ilep-
BBIX YacTeH, JAIOIUX KOHTPAcT MATKOTO,
IJIACTUYHOI'O U YZaJI0T0, MOJIO/IEITKOTO.

«Kypckue nnecHH»
IT'uacmo
K. KonHopawuH

JKeHckoe 3mech B IPO6HOM, «CKOPOTOBO-
POYHOM» PUTMUKE, a IJJaBHOE — B 0C000-
I0 poja JHUpHu3Me, KaK OBl 3aBJIeKaIOIeM
He>XHOCTHI0, YapyIIIUM BOJIIeO6CTBOM,
3a KOTOPBIM CTOUT TAMHCTBO Yapo/ieMCTBa,
BOpPOXOBI, 06Hapy>KHUBamwlIllee COKPOBEH-
Hble IJIyOUHBI AyIIH. YTOOB! BOILIOTUTH
9TO YyBCTBO 3alI0BEJHOIO, [I0HA00UINCH
COBepPIIIeHHO HOBBIE CpPefiCTBa BbIpasuTeslb-
HOCTH, ¥ KOMIIO3UTOP CO3/aéT 3/1eCh 3BYKO-
BOM MUp, COIPUKACAIOIIHUICA C COHOPUKOH
(Jiro6boBaHME 3ByKOM KaK TaKOBBIM, CKa304-
Has 3BOHYATOCTH).

«Kypckue nnecHu»
ITuacms
K. KoHOpawuH

ITO0 OTHIOAHL He «THhI BOCIION, Y)KaBOPOHO-
YeK», KaK B I[IeCEHHOM TeKCTe, a HaCTosd-
IIUH «COJIOBeM-pa3boHUK». He cMyIasch
HeCOOTBETCTBHEM CJI0BECHOM KaHBe, KOM-
II03UTOP BOCCO3JaéT B MY3BIKe CHUJIMILY,
pasMax, yzaJjioe MOJIO[eYeCTBO PYCCKOH
HaTyphl, UeMy OTBeYaeT «II0-MYXUIIKU»
IpsIMOJINHENHOe («HaoTMalllb») UHTOHU-
poBaHuMe X0pa U HAPOUYHUTO pe3Koe («CKUo-
CKOe») 3By4aHHe BBICOKUX JlepeBSIHHBIX
UHCTPYMEHTOB.

BMecTe ¢ MOJIOABIMH KOJIJIETAMH IIO
«pycodpuinbcTBy» 1960-x romoB T'eopruit
CBUPHU/IOB IIIUPOKO pasgBUTal TOPU3OHTHI
IIpe/iCTaBJIEeHUN O IPaHAX U IIPOSBJIIEHUAX
HaIllMOHaJIbHOro. OCyIIecTBIAIOCH 3TO B
TOM YHCJIe U IIyTéM oOpallleHUus K TOMY,
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4TO IIpeXK/ie B UCKYCCTBe Ka3aJoCh COMHU-
TeJIbHBIM WIH Jake HeJl0IIyCTUMBIM C TOY-
KU 3peHUsI CTPOroro akaeMUYecKoro BKyca
(3TY TeHeHITHIO TOT/A XKe, HO COBCeM HHaye
pasBuBaJ 4 Anbdper [ITHUTKe). K 11priMepy,
B aKTUB IIPOpeCcCHOHAaIbHOI0 TBOPYECTBA
BOBJIEKaJIOCh HAYyIee OT CI000/ICKOT0 U
MelllaHCKOro 001xX0/a — TO, UTO TOIZa eIé
THe3IUJI0Ch B COBPeMEHHOM OBITY. M KOM-
TI03UTOP IIPU COXPaHEHUH «II0IJITMHHOCTH»
>KaHpPOBOI'0O IIPOTOTHUIIA YMeJI PACKPBITE ero
BHYTPEHHMeE Pecypchl C 60JIBIION XyL0XKe-
CTBEHHOM CHJIOH.

JlJ1d WJLII0CTpaIiiy CKa3saHHOIO elé pas
BEepPHEMCS K My3bIKe U3 ¢uiabMa «MeTesb».
ITpo3ByuuT HOMED IIOJ Ha3BaHUeM «Po-
MaHC» — 3TO U3 TOI'0, YTO B Hacjaeguu CBU-
PH0Ba CTAJIO CBOETO POJia «IIIarepaMu».

«MeTesb»
PomaHc
B. ®edocees

Kax BHIHUM, >KaHPOBBIM IIPOTOTHUIIOM
B IJaHHOM CJIy4ae BJIgeTCsa TaK Has3blBae-
MBIU KeCTOKUU POMaHC, IIPeroJHOCUMBIN
CO BCeM OTKPOBEHHOCTHIO. Ilepesaércs ab-
COJIIOTHO OTKPBITask IMOLIUS, U «Kap-IIbLI»
CTPaCTHOIO IIPU3HAHWA HAIIOJIHEH COOTBET-
CTBYIOIIIMMHU CHUTyallUU 3KCIIPECCUBHBIMU
«IIPUABIXaHUAMM». UTO Ha3bIBaeTCs, Urpas
Ha Cep/leYHBIX CTPYHAX U IIPOHUMas LYy,
KOMIIO3UTOP CHJIOM IT'eHHUs Kak Obl yoerxza-
eT Hac, 4TO B )KU3HU BCTpeyaeTcsd U TaKoe,
HHYeM He CTeCHsIeMOe BhIpa’kKeHUe UyBCTB,
U1 OHO MMeeT IIpaBo Ha CyIllleCTBOBAaHHUE.

1960-1970-e roapl OBIIM B OTeUYECTBEH-
HOM HCKYCCTBe BpeMeHeM POMaHTHUYeCKUX
yCTpeMJIEHUH. ITO II0JIYYUJIO CBOE sIpKoe
IIpeJIOMJIEHHE B Pe3KO BBIPa’KeHHBIX KOH-
TpacTax U B UX noagpusanuu. Ecay, mia
IIpuMepa, OTTOJKHYTHCA OT TOJIBKO YTO
IIPO3ByYaBIllel My3bIKH, TO HAXOJUM B Hel,
KaK TOBOPHUJIOCH, 3HOMHYIO UYBCTBEHHOCTD
U efIBa JIU He [eMOHCTPaTUBHBIN CEHTHMEH-
TaJIU3M. A PSIJOM U B IIPOTUBOIIOJIOKHOCTD
3TOMY — IIeJIOMYyApPeHHAasd YHUCTOTa I10-[eT-
CKHM HaWBHOTI'O U He3aMYTHEHHOIO JKHU3He-
OlIyIleHUs. IMEHHO PALOM, IIOCKOJIBbKY

HMeeTcd B BUy KaHTaTa «CHer MaéT» Ha
ctuxu bopuca IlacTepHaka, HallUCaHHAsA B
TOM Ke 1965 rozy, 4To U My3bIKa K QUIbMY
«MeTeJib».

«CHer ugéT»
IIT yacmow
I'. PooxcoecmeeHcKUll

Hackosibko B PomaHce OBIJIM TOYHO
CXBAUeHBl «KIyde-AylleluIiaTeJbHble»
HaCTPOEeHHs B3POCJBIX, HACTOJIBLKO 3[1eCh
ybequTeIbHO 0OpHCcOBaHa UIPoBas aTMOC-
depa OeTCKUX JIeT C COOTBETCTBYIOIIUM
OTIIeYaTKOM HUTPUBOCTU U 030pcTBa. U BCé
9TO CpeJICTBAMHU KYIIJIETHOM IIeCeHKH Xopa
MaJIbYHKOB C BeCEJIBIM pPUTYpHesIeM 3a0aB-
HO BBICBUCTHIBAIOIIEN «TyA0YKU» (PpreiiTa-
IIUKKO0JI0). Tak U3 caMOoro 3jileMeHTapHOIO
PpOsKIaeTcs IOJIMHHAsA IT093K4 Uy/ia JKU3HH
C er0 6e3BICKYCHOM IIpesIeCThIO.

IIposByuaBIasg geTcKas «IIeCeHKa» —
OJUH 13 00pasIoB IIpeJeIbHOMN IIPOCTOTHI
y CBupupgoBa. Ero mpocrora 6asupyercs
Ha MaKCHMAaJILHOM 3KOHOMHOCTH BBLIpa3H-
TeJIbHBIX CPe/CTB (HUYero JIUIIHero!) u
JIaKOHM3Me BBICKas3bIBaHUA. UTO KacaeTcsa
JIAKOHU3Ma, OTMETUM CJIeAyHInui GpakT:
He CJIy4alHO KOMIIO3HUTOP TaK 4acTo YIIO-
TpebJIsAsI CJI0BO MA/AEHbKUIU: HOIIYCTUM,
€CJIU 3TO IIbeChl A1 GopTelnnnaHo, To «CeMb
MQ/1eHbKUX TIbeC»; eCJIM KOMIIO3HUITUA /I
OpKecTpa, TO «Ma/1eHbKUll TPUIITUX»; eCJIU
KaHTaTa, TO, KaK IIPaBUJIO, Ma/leHbKas («/le-
peBssHHaA Pychb», «CHer Unét», «'pyCcTHEBIE
IIeCHU» UT.1I.).

Ho mpocToTa y Hero IMOMCTHHE Aparo-
IeHHad. Mutagimuii co6pat CBUpHU0Ba I10
HalIpaBJIEHUIO B UCKYyCCTBe Basiepuii I'aB-
PHJIMH BBICKA3aJICA HA 3TOT CYET TaK: «38Y-
K08ast MKaHb €20 MeopeHull ece2oa nopa-
Jcaem ceoell 6e3blCKYyCCMBeHHOCMbH0, 8 Hell
Hem yKpaulamebcmea, 8HeuwHe OHa O4eHb
HebpocKas, HO 38yK K 36YKY mMakK MO4HO No-
006paH, maxk vucm, mak 6epeH, umo cpasy
NOHUMaews — Mmakxk 2080paAm npasdy, mak
2080pAmM camoe 2Aa8H0e 0N HCUSHU».

W HBIMH CJTOBaMH, IIPOCTOTA, AICHOCTD XY-
LOKeCTBEHHOM MBIC/IH U €eCTeCTBEHHOCTh
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eé BeIpakeHUs. 11 eI TOBOPUTH O SICHOCTH,
TO OHA Yy Hero IIpe/ieibHasi, KpUCTaJlbHas.
[TpruyéM c TOH Ke sICHOCTHbX0 CBUPU/I0B U3-
JlaraeT CBOU IIPe/ICTaBJIEHU O CAMBIX CJI07K-
HBIX, TPYAHBIX, TSHKKUX BOIIPOCAaX >KU3HU.
U 11pu Bcell II0O3SUTUBHOU HallpaBJIeHHOCTH
CBOEro TBOpYeCTBa OH BpeMd OT BpeMeHU
COIIpUKacajIiCa C OINyIllleHHeM Tparmusma
OBITHUSA — TO, 0 UM B BUOJIMU TOBOPUTC:
«B0o MHO0201l MyOpOCmMuU MHO20 Nevanu».

Korpma-To AsekcaHzp BJIoK B CTpaIIHyro
MUHYTY KU3HU HaIKCaJ CTUXOTBOPEHUE
«I'ostoc U3 Xopa». Hamucas U B y>Kace OT-
LIaTHYJICS, HO He OTPEKCS — II0TOMY UTO
IIpo3pes UCTUHY TIPO3Alllell IepCleKTHU-
BBI )KM3HU 4Yesi0BeueCTBa. BOT HECKOJIBKO
CTPOK U3 3TOTO0 IIPOPOYeCTBa.

H eek nocsedHull, yacacHell scex,
Yeuoum u 8wl U 1.

Bcé Hebo ckpoem 2HYCHbLIL 2pex,
Ha 8cex ycmax 3acmulHem cmex,
Tocka HebbIMUSL...

CBHUPHUZ0B MOT IIOJIOKUTH Ha MY3BIKY
U TakKoe, U 3Ty GaTaJbHOCTb CTUXOB yM-
HOXUTH CHJIOM CBOeM MY3BIKU. Beiien 3a
BJIOKOM Ilepej; HUM CJIOBHO OBl pasBeps-
JIUCh Oe3HBI TparusMa B ero IocjaefHen
IrpaHU — KaK yCTpallalolui aloKaJIuIl-
CHUC YeJIOBeUeCKOU [TUBUIN3AIINUHU. Tak BOC-
IIPUHUMAETCSI OJJHOMMEHHBINM BOKAJIbHBIN
MOHOJIOT, IIPOHU3aHHBIA HUHTOHAIIUSIMU
CTOHA-KpHKa, IepeJaliUMU HeCcTepIu-
MVYI0 IYIIeBHYI MYKY, 6€3bICX0JHOEe OT-
JasgHUe, 0e3N0HHBIN IIeCCUMHU3M. CTOJIb
CTYIIEHHYI0 3KCIIPeCCHUI0 BOKaJa YCyTy-
6JIAI0T aKKOP/IOBBIE IJIBIOBI GOPTEIIUAHO C
UX HabaTHBIM 3By4YaHUeM IorpebasbHbIX
KOJIOKOJIOB.

«T'os10C 3 XOpa»
E. HecmepeHko

B momo06HBIX Belljax 0OHapy’KUBaeTcHd,
YTO SICHBIM, IIPOCTOM, AeMOKpPAaTHUUYHBIN
CBUPHU/IOB IIPe/ICTAET KaK XyT0KHUK-MBIC-
JINTeJIb, KOTOPOMY OBIIIU II0[BJIaCTHBI QU-
JI0COQCKME TIYOMHBI IIOCTHXKeHUs OBITUS.

JTO OCTHYKEHUE OH OCYIIeCTBIISJI 00BIYHO
B U3J1100JIeHHOM UM $OopMe MOHOJIOTA.

OfUH U3 TaKUX MOHOJIOTOB HaX0/J¥M B
XOpOBOM KOHIlepTe «IIyIIKHHCKUI BEHOK»
(1978) — HoOMep 10A Ha3BaHUEM «30pI0
6b10T» (6umb 30pr0 — TaK B CTAPpUHY Ha3bI-
Ba/Iu BeuepHUe paHPpapsl apMelCKOM Tpy-
Obl, 03Hayarlye BpemMsa 0T60s). IIomyTHO
OTMeTHUM CTOJIb CBOMCTBEHHYI KOMIIO-
3UTOPY 9KOHOMHOCTH BBIPa3UTEJbHBIX
CpeZCTB: O0JIbIIOE AecITUYacTHOEe IIPOU3-
BeJleHHe, ¥ TOJIbKO B OTHOM YaCTHU BBEEH
COJIMPYIOIIUM 6ac, 4TOOBI BBIIEJIUTH BOC-
IIPOU3BOAUMOE COCTOsIHUe. 11 BrIOHUpaeT
OH B JJaHHOM CJIy4ae pe/iKoe II0 CBOeH Ha-
CTPOEHHOCTH CTUXOTBOpPeHHUe [IyIKruHa —
C BBIXO/IOM 3a IIpe/ieJIbl IIPUBBIYHBIX YeJIo-
BeUeCKHUX U3MepeHUH.

30pro 6brom... U3 pyK Moux
Bemxuii /[aHme evinadaem,
Ha ycmax Hauamulii cmux
HedouumaHHblil 3amux —
Ayx danéko ysaemaem.

V IlymkuHa 31ech dasieue, Koropoe CBU-
PHUI0B 3aMeHUJI Ha 0a/16KO — BEPOSTHO,
U3 coobpakeHU! 6oJsiee MATKOM BOKaJb-
HOU pOoHUKHU. [Ipu BCEM IHUeTeTe K II03TH-
YeCKOMY CJIOBY, OH MHOI/IA II03BOJISLI cebe
I10/{06HOe «BMelllaTeIbCTBO», YTOOBI yTOY-
HUTB CMBICJIOBOH aKIIeHT UJIH YCUJIUTEL MY-
3BIKaJIbHOCTH 3BYYaHUS.

«IIyIIIKMHCKHUH BEHOK»
«30pto 6brom»
A. BeOepHuKo8

KoMII03UTOp CTPOUT HaCHII[EHHYI0, MHO-
rOIUIAHOBYIO QaKTypy U3 TPEX ILIACTOB: XO-
poBad nefaab — GOH-QYHIAMEHT, CO3al0-
UM aTMOCPepy HOKTIOPHA, OCTUHATHEIE
PEIUINKHU COIIPaHO C UMUTAIlMeN TPyOHOM!
dandaps! («30pro 6bromM...») U MeIUTAIIUS
«OpraHHoro» 6aca solo. 3ta Heob6bIUaliHaAA
00BbEMHOCTB, CTepe0POHUYHOCTH 3BYUYaHUS
Co3aéT 0cobyr aypy, B KOTOPOH Bejrya-
BBIM MBICJIUTEJIbHBIN IIOTOK TEYET BOJIHA
3a BOJIHOM U KOTOpasd TaK 0TBe4yaeT TOHYCY
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0Cc0060¥ 0yXOTBOPEHHOCTU COKPOBEHHOTO
COCTOSTHUS. B MOMOGHBIX CTPAaHUIAX MBI
BHOBb 1 BHOBb CTAaHOBUMCSI CBUI€TEISIMH
pezKo crnoco6HoCcTH CBUPHI0BA J,00UBATh-
Cs1 OPTAHUYHOTO COIPSKEHUS CJI0YKHOCTU U
IIPOCTOTHI, IOCTYITHOCTU U TJIYOUHEI.

ITo3gHee TBOPYECTBO
CBupH0Ba

B xXome paccMoTpeHUs IIpPOU3BeeHUU
1960-1970-X TOOB €CTECTBEHHO ObLIO IIPHU-
UTHU K BBIBOJly 0 HECOMHEHHO pOMaHTHYe-
CKOM CYIITHOCTH 06pasHOro Mupa KOMIIO3U-
TOpa, YTO HAIIJIO CBOE BHIpa)keHUe B pas-
HOTO poJia CYyObeKTUBHBIX CKJIOHHOCTIX U
060CTPEHHBIX KOHTpacTax. K koH1ty 1970-x
TOZ0B B XYJ0’KEeCTBEHHON OpHeHTalluu
CBUpH0Ba HAMeyaeTcs IIepesioM B Hallpas-
JleHUHU 60J1ee 06 beKTUBHOI'0 BUJIeHUS BHY-
TPeHHero MHUpa 4YesjoBeKa U ero >KU3HeH-
HBIX cBfA3eH. [IpH 3TOM Ba’KHOM CTOPOHOM
IIPOMCXOAUBIIIEN IIepeOpUeHTAIIUU CTaJI0
TO, YTO OT MMEBIIHUX MECTO Tparu4yecKux
IIPO3PEHUM OH IIEPEXOUT K YTBEPIKIEeHUI0
CBeTa ¥ TapMOHUU OBITHS.

[ITés1 aHHBIN IIPOIIECC B TOM YUCJIE U
B $opMax BO3HHUKIIIEIO TOTJa TaK Hasbl-
BaeMOI0 HEOPOMAHMU3MA. ITO TeueHUe
KOpPeHHBIM 06pa3soM OTJIMYaIoCh OT Xy/I0-
JKeCTBEHHOM IJIaTGOPMBI TOJIBKO UTO OT-
MeUYeHHBIX POMaHTHYECKUX TeHJeHIUH.
TaM — MakKCcHUMaJU3M U «3KCTpeMaJlb-
HOCTb» yCTPeMJIEHUH, TATOTeHUE K paJiKa-
JIA3MY IIO{UEPKHYTO COBPEMEHHBIX CPEJICTB
BBIPAa3UTEJbHOCTH. 3/1eCb — JIMPUYeCKas
HaCTPOEHHOCTh, MATKOCTH U TeIJIOTa TOHA,
3pUMBble HJIH OIIOCPeOBaHHBIE CBSA3U C
PasJIHYHBIMU CTUJIAMHU MY3BIKH XIX Beka.
W B 3TOM 0011l /1T MHOTUX KOMIIO3UTO-
POB TeX JIeT CMeHe OPUeHTUPOB CBUPU/I0B
OIIATh-TaKU 0Ka3aJICd B UMCJIE IIePBBIX.

HeopoMaHTHUYeCcKUe BessHUA IBCTBEHHO
CKa3aJIUCh B OT/[e/ILHBIX YaCTIX TOJIbKO YTO
HasbIBaBIIIerocs «IIyIITKUHCKOIO BeHKa».

«I[IyIIKHHCKHH BEHOK»
Ne 8. «<Hamawa»
B. MuHuH

HeopoMaHTHU3M 3/1eCh COBEPIIIEHHO OYe-
BUJIEH, U COCTOUT OH B COIMDKEHUH C AYyXOM
" aTMOoCdepor My3bIKU IIEPBOM II0JIOBUHBI
XIX Beka, B TOM YHCJIe II0 HHTOHAITHOHHOMY
CKJIaZIy 3Ta YacTh CPOJHM POMaHCHOM CTHIIH-
CTHKe OT/le/IbHBIX Bellleil [JIMHKU. Beiter 3a
TEKCTOM BOCCO3/1aéTcs ob6asgHUe U IIpesiecThb
IYIIKWHCKOU 3110XU. [ToguépKHyTOM rapMo-
HHUYHOCTHU 06pasa ¥ BLICBETJIEHHOCTH KOJIO-
pUTa COIIyTCTBYIOT 0C006as ILJIACTUYHOCTD
U T'MOKOCTh 3BYKOBBIX JIMHUM, B KOTOPBIX
HAaIllIU CBOE IIpesIOMJIEHHEe IIJIEHUTeJIbHOe
U3AIIeCTBO, Ipariys JeBUYEeCKOro 00/IHUKa.

[Tomo6HBIe CTpaHUIILI 0O0HAPYKUBAKOT
IIPUCYIIYI0 OO/JIMKY KOMIIO3UTOpPA AyIleB-
HYI0 TOHKOCTB U JIeJIMKAaTHOCTD. FI3BeCTHO,
4TO ero MaTh BOCIIUTHIBAJIACH C IeTbMHU I10-
TOMCTBEHHBIX IBOPSIH U CBIHY CTPeMUJIaCh
aTh NOCTOMHOE BOCIIMTaHUe, IIPUIJIacUB
YUUTEJBHUILY QPaHI[y3CKOIO sI3bIKa U MY-
3bIKU. Ho 11pu BcéM TOM B HaType CBUpH-
Z0Ba IJIaBEHCTBOBAJIO IJIyOOKO KOPEHHOE,
6J/IM3KO0e K IIPUPOJHOMY eCTeCTBY. XOPOIIIo
3HaBIIUU ero Y. HectseB mucast: «IIpu ecetl
8bLCOKO1L, NOPOTl dajxce U3bICKAHHOU UHMe-
auzeHmHuocmu I'eopeull Bacuavesuu co-
XpaHsiem 8 cebe C FHOHbLX /1em HeYmo O4eHb
3eMHOe, KpeCmbsaHCKoe», — 06aBJIsas K CKa-
3aHHOMY: — «OH 8/1100.1€H 8 CPeOHepyCCKYHO
npupody, 060xcaem muxuil na1ecK CmenHblx
pevex, muwuHy 3uMHez20 /1eca, CnoCobeH ¢
FOHOWLeCKOlUl HenocpeoCcmeeHHOCMuHo /11060-
8amubCsl CMAPUHHOLL PYCCKOU UepKeyuwKoll,
kpacomoti Kpemas».

Ha 3Ty IIOYBeHHYI0 TBepAb, COIIPOBO-
JKIaeMyro 06epTOHaMU IIPUPOLHOIO OKPY-
JKeHHUsd, IIPOYHO OoIlMpasach CTOJIb CBOM-
CTBeHHas TBopuecTBY CBUPHI0Ba II03UTUB-
HO-yTBepKarolas ocHoBa. OHa ITOKOWIach
Ha OPraHUYHO IIPHCYIIeM eMy 4YyBCTBe
HapoaHOCTU. OQWH U3 3aMevaTeIbHBIX 00-
pas1iioB BOIUIOIIeHUS 9TOI0 YyBCTBa — «Be-
CeHHA KaHuTaTa» (1972), HanmmcaHHasa Ha
ctuxu H. HekpacoBa, ITOJJIMHHO HAPOJHOI'0
nosta Poccun.

«BeceHHIsI KaHTaTa»
I. BeceHHUIL 3aUUH
B. ®edocees
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Taxoe MOTJIO BBIMTH TOJIBKO U3-II07 IIepa
pyccKoro Kkomriosuropa. Mcrosb3oBaHHasA
3/leCb OpUTHHaJIbHas MeTpUKa 5/8 BBICTYIIa-
eT KaK 3HaK HeIIOBTOPUMOTIO CBOEOOBIUUA
HaIlMOHAJIbHOM HaTyphl. ITa MOHOPUTMHU-
YecKasl KOMIIO3UIIUA I[eJIMKOM II0CTPOeHa
Ha KpaTKou ¢opMyJie-OqHOTaKTe C UCKIIIO-
YUTEJILHO 9HepPIruyHOM ITyJbCcaliued IIpy-
JKUHSIIe-MYCKYJIUCTOI0 PUTMa JPOOHBIX
BOCBMBIX, UTO [JOIIOJIHAETCS BOJHOBBIMU
OTUHaMHUYeCKUMU pas3pacTaHUsIMU C Ipas-
HSAIeN UTPOU KOHTPACTOB OT ff K pp U Ha-
PSALHOM UHCTPYMEHTAIBHOU II0/ICBETKOM C
XapaKTepHBbIMH 1 IIapTUTYP CBUPHUIOBA
3BOHYATHIMU 3¢ dekTamMu. Tak CKiajbIBa-
eTcs IIpasgHUYHOEe XOPOBOJHOE IEeMCTBO,
HaIlOJIHEHHOE PaJloCThI0 OBITHS U OIIyIle-
HUEeM KpenKoM HapOJHOH ILJIOTH.

ITpu saToM mnpuHazmIexalmee XX BeKy
HepasgeJIbHO COeJUHSETCSI C KOPEeHHEBIM,
yXOJAIlleM B IJIy0b OTeYeCTBEHHOIO OBI-
TUs. OT I1IepBOr0 — YIIPYTUU «MOTOpP» 6es-
OCTaHOBOYHOI'O PEIeTUIIMOHHOTO IBUXe-
HUs, Maruss OCTUHATHOCTH M «yJapHas»
TPaKTOBKAa 3BYKOM3BJIEUEHUS He TOJBKO
UHCTPYMEHTAJbHBIX IapTHUH, HO U Xopa.
OT BTOpPOro — OIyIleHHe IIIKUPOKOI0 Pas-
I0JIbs1, TAHTEUCTUYECKOe CIUTHHUE TOII0YY-
II1e} JIF0JICKOM MacCCHI C I1[e6eTOM, III0POXOM,
II1eJIeCTOM pacliBeTaroleil IIPUPOLb! (Kak
0Bl WJJIIOCTPUPYSA 3HaAMeHUuToe «Hdém-
2yodém 3e/€Hblil wyMm»). BOT U3 yero BbIpac-
TaeT CBoeoOpa3HemIas pycckas TOKKaTa,
IeperioJTHeHHas OpoykeHreM OyHMHBIX 3eM-
HBIX COKOB U JIMKOBAaHUEM YeJI0BeYeCKUX
oyt («Xopowo, ceemsio 8 mupe boocuem»).

M3 HaIMOHAJbHOU IIOUYBEHHOCTH BHI-
TeKaJIoO eIllé OJHO Ba’KHelIllee KauyeCTBO
TBOpUYecTBa CBUpPH0BA — IJIyOOKas OAy-
XOTBOPEHHOCTEL. OH ITHIIIET, KaK IIPaBHJIO,
0 CepbE3HOM U 3HaYUTEJIbHOM B JKU3HU —
U ITUIIET 00 3TOM C IIO3UITUU YCTOSIBIINXCA
HpPaBCTBEHHBIX HJeasoB. TeM caMbIM CO-
Zep>KaHue I1eJI0T0 psifia ero IIPOU3BeleHUMN
IIOTHUMAJIOCh K BBICOTaM JyXOBHOCTH, HC-
KJIIOUAIoIllel CyeTHOe, OOBIJeHHOe U T0BO-
pAllled 0 JydllieM, BO3BBIIIIEHHOM B 4eJIo-
BeYyeCKOoM HaType. M IIOCTeIIeHHO CKJIAJbI-
BaJlaCh Ta 4acThb HacJequsd KOMIIO3UTOPA,

KOTOpast HeII0CPeJCTBEHHO COOTHOCHUTCH C
IIpe/iCTaBJIEeHUSAMH O TYXOBHOMU MY3BIKe.
E1ié pas BepHEMCs BO BTOPYIO II0JIOBUHY
1950-x roz1oB, Korga cGOpMUPOBAJIOCH PO
cTUIg CBUPHUI0OBA ¥ OTKY/la HUTH IIPOTSAHY-
JIUCh B 1960-1970-e u nasiee — B 1980-1990-e.

IIATH XOPOB Ha CJI0Ba PyCCKHX II03TOB
Ne 1. «O6 ympaueHHOUl OHOCMU»
A. MacaeHHUKo8

Kak Bugum, CBUPHUIOB ObLI CIIOCOOEH
U IIp03y BO3BECTHU B PAHI CaMOM BBICOKOM
1033uu: oTpeIBOK U3 H. T'orossa (IV riaBa
«MEpTBBIX IyIlI») pacleT B MeJIOC IIHPO-
KO0 JBbIXaHUsA, He yTpayuBas IIPU 3TOM
TOHKHUX OTTEHKOB CMBIC/Ia U HAaCTPOEHUS.
MeJsioc 3TOT o6peTaeT XapakTep Cyrybo co-
KPOBEHHOI'0 BBICKA3bIBaHUS — B MOHOJIOTe
TeHOpa 3aleyaTseHa HUCII0BeJb yejioBeye-
CKOTO Cepzlia, u3juBaeMasi U3 CaMbIX IJIy-
O6uH. OHa BOCIIpUHUMAaeETCI KaK MOJIUTBA
OyIIYM, yeMy TaK OTBeyaeT 3By4YaHHUe ye-
JIOBEUEeCKHUX T0JIOCOB a cappella. [Tpuuém
reHue solo Ha GOHe UYTKOH ITe/laId Xopa
(4acTo 3aKpBITHIM PTOM) CO3[aéT BIleUaT-
JIeHUe [e¥iCTBa, TBOPHUMOIO II0J CBOJAMHU
XpaMa. IT0 QaKTypHOe pelleHre KOMIIO3U-
TOP BIIOC/IECTBUU OY/eT HUCII0JIb30BaTh B
II0J06HBIX CIydasgX HeOZHOKPAaTHO.

Co BpeMeHeM [yXOBHOe Hayaso CTaHoO-
BUJIOCH B TBOpUuecTBe I'eoprus CBUpHU0Ba
BCé 6oJiee COCPeOTOUYEHHBIM U YIJIyOJIEH-
HBIM. I[IprMeyaTeJbHOM BeXOM Ha 3TOM
IyTHU CTaJla My3blKa K Tpareguu «llaps
®énop HoanHoBu4» (1973) B mocTaHOBKE
Bopuca PaBéHckux ¢ MHHOKeHTHEM CMOK-
TYHOBCKHUM B IJIaBHOM POJIX. BRIAIOIITHICA
aKTEp, TOBOPS O ITIOUCKAX XY 0KeCTBEHHOIO
peleHus, BIIOCJIeACTBUU BCIIOMUHAJL: «Pa-
6oma 6vl1a mpyoHoi. Mbl 6ayscdanu, wau
HA Mepuarowyro 20e-mo 80aau ye b, CAyua-
AU cebsl, gpems, onsams 64yH0aNU U HAKO-
Hely 00HAXHCObL... 8bLUOS U3 PENEeMUUUOHHO20
3414 HA CUeHy, 8nepevle YCAbLUAAU MY3bIKY
TI'eopzus Bacuavesuua Cgupudosa. H npouso-
W10 Heumo HeodxcudaHHoe! My3blka 3axea-
mu.a cgoetl MOWbH, C80UM 38yHaAHUEM MOoUl
anoxu. HacvlwjeHHOCMb Hy8Ccme JHCUuswux
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u deticmeogasuwux mozoa /1rooetl 6b11a 8bl6-
/1eHa CMoJb 2/1y60K0, Umo i 00 Cux nop He
ympamu oweA0MASII0ULe20 OUYUWeHUS OM
nepgoz2o 3HaKomcmea ¢ amotl yougumeJib-
HOU MY3bIKOL».

«Dapp Péxop HoaHHOBUY»
«/Ito608b ceamas»
B. I'ony6esa

KoMI103UTOp IIpeyIo>KUI HeOXKUJaHHOe
IJIs TeaTpaJIbHOM IIPAaKTHKHU 3BYKOBOE pe-
IIIeHKe: TOJIBKO X0P C BbIJleJIeHHBIM HHOT/A
solo »KeHCKOro roJsioca. BokaJabHO-XOpoBOe
3By4daHUe a cappella obecrieqyusio clrieKTa-
KJII0 COBEpIIeHHO 0Cc0o0yI0 aypy, KoTopas
BBICBEUMBAaJa CTPeMJIEHHEe YUTHU OT >KU3-
HEHHOI'0 pa3jioMa ¥ 6yMa HOBalliii BTOPOH
II0JIOBUHBI XX BeKa, BO3HOCACH HaJl BCEM
3TUM B MHUp BBICIIEeN OLYXOTBOPEHHOCTU
U HPaBCTBEHHOM KpacoThl. My3bIKa 3BY-
YUT KaK TUXas, CMUpPeHHas MOJIUTBA, 0JIU-
[IeTBOPSIOIlasi TOTOBHOCTH HECTU BCE, YTO
IpefHasHavyeHo CyAb00M. [Ipu 9TOM 0YeHb
XapaKTepHa OKpallleHHOCTh COCTOSHUSA B
TOHA 0CO00¥M MeJIaHXOJIUH, CYTh KOTOPOH
MO>KHO 0603HaUUTh Ha3BaHUEM OJTHOI'O U3
CBHUPHJOBCKUX XOPOB, HAIIMCAHHBIX Ha CJIO-
Ba EceHuHa: «/ywa epycmum o Hebecax».

Emé B 3TOM My3bIKe OUEeHb IIpuMeyva-
TeJIbHAa HeCOMHEeHHas COOTHECEHHOCTH C
CaKpaJIbHBIMH TPASUIIMSIMHU PYCCKOTO IIpa-
BOCJIaBU: €€ PacIeBHOCTbL — He IIPOCTO
IJIy00KO HAITMOHAJIbHBIN IIPU3HAK OTeye-
CTBEHHOI'O MCKYCCTBa, OHA BOCXOLUT K MO-
JIUTBEHHBIM 06pasiiaM, CBOOOJHO IIPeTBO-
psieMBIM KOMIIOSUTOPOM. TeM caMBIM OH
3aKJIagbpIBajl JOJTOCPOYHBIM IIPOTHO3 Ha
1980-e rozw1 u py6exx XXI cToJIeTHs, B YHC-
Jle TIIepBBLIX HaUWHasA BO3POXK/IEeHHe KYJIb-
TOBBIX GOPM MY3BIKaJIbHOTO HCKYCCTBA.
[Tocsie MHOTHX JleCATHUIeTUM UX UCKOpeHe-
HUA U 3a0BeHUs OTKPBIBAJICA JTAll OYUIlle-
HU U [IOKasgHUs, KaK Obl OTMa/IuBasi IPeXyu
KOMMYHHUCTHYECKOTO IIPOIIIIOT0, KOTOPOMY
IIpUHAaJIesKal U caM CBUPHU/IOB.

Ha 3T011 BOoJIHe B ero TBOpYeCcTBe C ce-
pensuHbl 1980-X 1OSABJIAETCA MHO>KECTBO
IIPOU3Be/leHUM, HAalIUCAHHBIX Ha PeJIUIu-

O3HBIE TeKCTHI, B TOM YHCJIe HEPEKO IIpes-
Ha3Ha4yeHHBIX IJId 6orocaykeHusa. OQHO
U3 HUX — XOPOBOM ITUKJ «HeuspeueHHoe
qyno» (1992). B oTHOIIIeHWH CcaKpaJbHOU
CTUJIMCTUKYU I031Hero CBUpHUI0OBa O4YeHb
II0Ka3aTejbHa 4acTh «CBATHIN BosKke».

«HenzpeueHHOE UyI0»
Ne 2. «Cesambulil Booice»
b. TesauH

JlJI1 3TOro Xopa KOMIIOSUTOpP H36past
CJI0OBa U3 CTapoiaBHEro MOJIMTBEHHOIO Ka-
HOHAa BOCTOYHOM XPUCTUAHCKOU I|epPKBH,
KOTOPBIH UCIT0/b3yeTcda B JIuTypruu MoaH-
Ha 3J1aToycTa U BceHOIIHOM. Bcero yeTsl-
pe KpaTKue ¢passl C TPOEKPAaTHBIM II0BTO-
peHueM cyoBa Cgsimolil: «Ceamulil booxce,
Cesimulil Kpenkuii, Ceamulil beacmepmHulil,
nomunyii Hac» (IpOIUCHBIe OYKBBI U CJIO-
BO be3scmepmHblil UCII0JIb30BaHbl B COOT-
BEeTCTBUU C TPAJUIMOHHBIM I[epPKOBHBIM
IIpaBonurcaHueM). Bcsa yeThIpéXMUHYTHaA
KOMIIO3HUIIMSA IIOCTPOEHAa Ha IIIeCTUKPAaTHOM
IIOBTOPEHUH 3TOI0 JIJAKOHHUYHOIO TeKCTa U
BBIJlep)KaHa Ha eMHOM paciieBe, KOTOPbIH
B Ka’K[0U CJIeIyIOIe My3bIKaJIbHOU CTPO-
¢e obpeTaeT HOBBIe U HOBbIE BAPUAHTHI C
nobaByieHHEM Pa3/IMYHBIX JUHAMUYECKUX
rpaganui (BapuaHTHOE pa3BEPTHIBAHUE —
YNCTO HalfMOHAJbLHBIN IIPUHIIUII MY3HI-
KaJILHOTO H3JIOKeHUsd). lIpuragas K CTo-
ram TBopIia, UMApeK B 9TOM MOJIUTBE AYIIIH
CMUPEHHO CKJIOHSETCH IIlepe] BBIIITHUMU
CHJIaMH ¥ BMeCTe C TeM HCTOBO B3bIBaeT
K HUM, YTO IIePeBOJUT 3BYy4YaHUE B Xapak-
Tep 3akyJMHaHUA. CKasaHHOMY OTBeYaeT
IpefiesibHasA CTPOTOCTh U3BICHEHUS, 0UU-
IIIEHHOT0 0T CYyeTHO-MHPCKOTI0, & XOpaJbHOoe
IleHHe B 00IlleM pUTMe JJjI1 BCeX I'0JIOCOB
MOHOJIUTHOCTBIO CBOET0 3By4YaHUs KaK Obl
OJIUIIeTBOPSET AyX COOOPHOCTH.

Ymén us )xusHu I'eopruii BacuibeBuu
B 1998 roay, IpoKUB GOJIBIIYI0 U 3aBU/[I-
HYIO JKU3Hb, HAIIOJIHEHHYI0O TBOPUYECTBOM
U BBICOKHMMM JIOCTYDKEeHUSAMHU. OH IIPOIIET
BMeCTe CO CBOeH CTpaHOM OIPOMHBIN KUCTO-
pUYeCKUM IIyTh — OT YTBEPXKAEeHUS COIH-
QJIMCTUYECKUX HJleM K TOPU30HTaM IIOCT-
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COBETCKOIO CO3HAaHU, OCTaBasiCh Ha BCEM
IIPOTSPKEeHUU 3TOT0 IIYTH XYLOKHUKOM
abCOJIFOTHO YeCTHHIM, UCKPEHHUM, UyrK/a-
OIIUMCS MaJsieHIrne ¢paabIid U KOHbHOHK-
TYPHOCTH.

3HaUUMOCTh CJeJJaHHOTO UM IIOJ-
TBepP)K/aeTcs TeM, UTO II0/ ero BJIUSHUEM B
0Te4YeCTBEHHOM MY3BLIKaJIbHOM UCKYCCTBE
CJIO’KUJIOCH IleJioe HallpaBJIeHHe, KOTO-
poe UMeHYIOT CBUPUIOBCKUM (BaguMup
Py6uH B MockBe, Basepuii 'aBpuIuH B
IleTepOypre u y>ke HaswpIBaBIuecsa OTap
TakTakuIIBUIHU B I'pysun, Besibo TopMuc
B cToHuY, [llupBanu YasiaeB B /larecTaHe
UT.IT.).

[J1aBHOE B OTHOILIIEHUH I[JeHHOCTH ero Ha-
CJIelHUs COCTOUT B TOM, YTO OH KaK HUKTO
Opyrou (u, mokajayu, He TOJBKO B XX CTO-
JIETHUH) CyMeJI BEIPasuTh CYTh PyCCKOI0 Ha-
IIMOHAJIbHOTO XapaKTepa — MOXKeT OBITb,
U II0TOMY, UTO B IIPOIIJIOM CTOJIETUU PYyC-
CKHUM yX CJIOBHO OBI UCIIBITHIBAIU Ha IIPOY-
HOCTBH BO BCEBO3MOJKHBIX MCTOPHUYECKUX
KaTaKJIM3Max U CJIOMax.

E1é pas BepHEMCS K TOMY, UTO CKa3aJs 0
KOMIIO3UTOPE ero MyIaJAIINK coopaT 110 uc-
KyccTBY B. 'aBpuinH: «Mup Mmy3viku Ceupu-
008a xouemcs Ha38ams 3an08e0HbIM. 30eChb
8C€ ceedicee, Hacmosauwiee, He3a2pA3HEHHOe,
He ompaes/ieHHOe HU WyMoM, HU hochama-
MU, HU 6@MOHOM, HU CUHMemuKoil». Jlem-
CTBUTEJILHO, €r0 MY3BIKY OT/IMYaeT HeUYTO
H3HavaJILHO I1epBO3JaHHoOe, ocobas, pos-
HUKOBAas YUCTOTA, IPOH3UTEJbHOE YYyB-
cTBO Pycu-Poccuu.

JTO YYBCTBO OYeHb XapaKTepHO IIpe-
TBOPEHO B OPKeCTPOBOM KOMIIO3HUIIUU
o HazBaHUeM «MaJIeHbKUH TPUIITUX»
(1964), HantCaHHOM 110 MY3bIKe K QUIBMY
«Pycckuii jiec». B 3BydaHUU ero ¢uHaia
CIMBAIOTCA BOEJUHO BpoJe OBl «HECOB-
MeCTHBbIe» 0Opas3Hble UII0CTAaCH: TPOMKad,
B3BIBAIOIIasgd, UCTOBAsk 3BOHHUIIA U «CHUT-
IieBasi» IIpeJIecThb JIaHAIIapTa cpegHepyc-
CKOM II0JIOCHI, KOTOPOMY BTOPHUT «CUHUU
naam Hebec» (Kak Bblpasuiica EceHUH,
OJIVH U3 JIIOOMMBIX 1109TOB CBUPH/0BA),
ropsiyee 6MeHHe NPa3gHUYHOU CIaBUIIbI
U YYBCTBO IlleMdIler, HO CJIagKOou HOC-

TaJIbTUU 110 «He3JlellIHEMY», XapaKTepHO
HallMOHaJbHAas HapAAHOCTb 3aTEeUJIUBOM
IIBETHUCTOCTHU (OpsllaHUe «KOJIOKOJIBbIIEBY,
KOTOpBIE CPOJSHU NeKOpYy CTapUHHBIX Ha-
POJHEIX IIPOMBICJIOB) U YAapHBINA, «6UTO-
BBIU» IIyJILC COIIPOBOXKIAIOIIUX TOJ0COB,
UIYIIUHN OT COBpEMEHHOU GOHUKU — TaK
CKJIa[IbIBaeTCsI MHOIOMEPHBIH, II0JTUXPOM-
HBIX CUMOMO3, BBIPACTAIOIIUU B EMKUN
CHMBOJI OTUYEro Kpas.

«MajsieHbKMH TPUIITHX»
IIT yacmo
I'. PooxcoecmeeHcKUll

OCHOBHEI€ IIPOHM3BEAEeHHUSA
I'.B. CBupujgoBa

KamepHo-BoKajIbHast My3bIKa

[ITecTb pOMaHCOB
Ha cioBa A.C. IlymkuHa (1935)

«CTpaHa OTIIOB»,
BOKaJIbHBIN ITUKJI (1950)

ITecHu Ha cy0Ba
Po6epTa BépHca (1955)

«Y MeHs 0Tell KpeCTbIHUH»,
BOKaJIbHBIM ITHUKJI (1956)

«[leTepOyprcKue mmecHU»,
BOKAJIbHBIU ITUKII (1969)

«OTuanuBIIas Pycob»,
BOKaJIbHBIU ITUKJI (1977)

OTxesbHBIE BOKaJIbHBIE COUMHEHU
(«Pr16axku Ha Jlagore», «BOpOH K BOPOHY»,
«Pycckas mecHs», «I'ojt0c 13 Xopa»r,
«basutazia o rubesi KoMmuccapar,
«IOHBIM» H [Ip.).

XopoBast My3bIKa

[I9TH XOpOB Ha CJI0Ba PYCCKUX II03TOB
(1958)

KoH1tept namatu A.A. FOpJsioBa (1973)

Tpu KyXOoBHEIE IIeCHOIIEHUS
13 MY3BIKH K Tpareguu A.K. TojsicToro
«[lapp ®énop MoanHOBUY» (1973)

«IIyIIKUHCKUHI BEHOK», KOHIIEPT (1978)
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«HouHble o6s1aka» (1979)

«JIagora» (1980)

«[TecHU 6e3BpeMeHbs» (1981)
«HeuspeueHHOe uy10», UK (1992)
ITecHOIIeHUSI ¥ MOJUTBEI (1994-1998)

BokaJIbHO-CUM($OHHYECKHE
pou3BeieHus

«[Tosma mamsatu Ceprest EcenrHa» (1956)
«[laTeTnueckasa opatopusi» (1959)
«Het! He Bepum!» («IlecHd 0 JleHUHEe»),

AJILO60M nIbec 1t neTel (1948)
My3bIKa [IJIs1 KaMepHOT0 opKecTpa (1964)

«MaJIeHbKUH TPUIITHUX»
IUI opKecTpa (1964)

My3bIKa AJIs1 TeaTpa ¥ KHHO
«OrOHBKM», o11epeTTa (1951)
«Metesnb», puibM (1964)
«Bpewms, Bepézn!», puibM (1965)

«app ®émop MoaHHOBUY»,
CIIeKTakJb (1973)

kaHTaTa (1960)
«Kypckue mmecHu», kaHTaTa (1963)

«/lepeBsiHHAas1 Pych»,
MaJIeHbKasg KaHTaTa (1964)

«CHer u1éT», MaJiIeHbKas KaHTaTa (1965)
«BeceHHsII KaHTaTa» (1972)
«CBeTJIBIM TOCTL», KaHTaTa (1975)

HHCcTpyMeHTa/IbHbIe COUMHEeHUsT
Conara 151 popTerniriaHo (1944)
dopTenmanHOe TPUO (1945)
dopTrernraHHbIF KBUHTET (1945)
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