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BATAHOB B. 10. !

! Xanwioyckuii nedazoeuneckuii ynusepcumem, Kumati

«AHEBHUK MYHEHUKA» YKAO IO39Hb XXEHb: K MPOBJIEME
NPETBOPEHUA TPAAULUA KBAPTETHOIO )KAHPA
B TBOPYECTBE KUTAUCKUX KOMMO3UTOPOB XX BEKA

AnHOoTamus.

ITeAw: BBIABUTD 0COOEHHOCTH HHAUBHUAYAABHO-KOMIIO3UTOPCKOM TPAKTOBKU KBAPTETHOTO XKAHPA B TBOPYECTBE
BBIAQIOIIErocsi KuTarckoro xommnosuropa Ixao IOsnp JKenp Ha mpuMepe ero mporpaMMHOIO IPOH3BEAEHHS
«/AHeBHHMK My4eHHKa>.

Memodevt: cpaBHeHwMs, 00001IeHNUS, CHCTEMHBIH, A TAKKe MY3bIKOBEAYECKHIT METOA XaHPOBO-CTHAEBOTIO AHAAN3A
U My3bIKAABHO-UCTOPHYECKHI TOAXOA.

Pesysvmamui: Ha ocHOBe aHaAu3a mpousBeaeHus Pxao FOaub JXKeHb orpeaereHbI 0COOEHHOCTH HHAMBHAYAABHO-
KOMIIO3UTOPCKOH TPAKTOBKU KBAPTETHOI'O SKAHPA BO B3AaMMOAEHCTBHHU C HAIJMOHAABHO-CTHAEBBIMH OCHOBAHHAMH
KUTAMCKOTO My3BIKAABHOTO HCKyccTBa. CTHAeBasi crienuduKka AQHHOTO COYHHEHHUSI OOYCAOBAEHA CBOOOAHOM
TPAKTOBKO! YCTOMYMBBIX THIIOAOTHYECKUX ITPU3HAKOB KBAPTETHOT'O XKAHPA M BAMSIHUEM TPAAUIIUI IPOrPaMMHOM
MY3BIKH, TOKa3aTEAbHOM KaK AASl €BPOIIEHICKOTO MY3bIKAABHOTO UCKYCCTBA, TaK U AAS HAIIMOHAABHBIX TPAAMIIUI
KUTANCKOM MY3bIKU. B I1eAOM, KOMITO3UTOp NMPHAEPKUBACTCS SKAHPOBOM MOAEAH KBAPTETA B CBOEM IIPOHU3BEACHHH,
OAHAKO 0COOEHHOCTH ITPeTBOPEHMUS e€ 00yCAOBAEHDI IIPOrPAMMHbIM 3aMBICAOM COYMHEHHS, B CBSI3U C YeM OYeBHAEH
nepeBec MEAACHHOM YaCTH ITMKAQ M HUBEAUPOBAHUE CeMaHTHYecKor GyHKImHU ¢puHasa. HanmonaapHas cnenuduka
counrerus Dxao FOaub JKeHb 00ycAOBAEH HCIIOAB30BAHHEM AAAOTAPMOHUYECKOH CIIeI[PUKU KUTANCKON HAPOAHOM
MYS3BIKH 1 )KaHPOBBIMH HCTOKAMH MY3bIKAABHOTO TEMAaTH3Ma.

Hayunas nosusna: B cTarbe BliepBble aHaAusupyeTcs nmpousBepeHre Dxao FOanp JKeHn B kauecTBe 00pasua
KBAPTETHOIO JXaHpa B KUTANCKOH My3bIKe; OCYILIeCTBA€HA MY3BIKOBeAYeCKasl pa3paboTKa >KaHPOBO-CTHAEBOM
crenu$p UK KAMePHO-aHCAMOAEBOTO TBOPYECTBA KUTANCKHUX KOMITO3UTOPOB XX CT., KOTOPOE SIBASIETCSI MAAOU3YIEHHOM
00AaCTHIO KUTANCKOTO My3bIKAABHOTO UCKYCCTBA.

IIpaxmuueckas 3Hauumocmo: OCHOBHbIE IIOAOYKEHMS U BBIBOABI CTATHH MOT'YT OBITD HCIIOAb30BaHBI B COBPeMEHHOM
MY3BIKAABHO-IIEAATOTHIECKOH M UCTTOAHUTEAbCKOH IIPaKTHKe.

KaroueBble cAOBa: KaMepHO-aHCaMOAeBasi My3bIKA, KBAPTET, TPAAULMS, JKAHP, CTHAb, MHAUBHAYaAbBHO-
KOMITIO3UTOPCKHUH CTHAD, TPOrPaMMHasI My3bIKa.

Aast purupoBanns: baranos B. 0. « AneBHux Myuenuka>» Pxao FOaub JKenn: K ITpobaeme ITperBopenns
Tpaaummit Ksaprernoro JKanpa B TBopuecrse Kuraiicknx Kommosuropos xx Bexa // European Journal of Arts,
2022, Ne1. - C. 3-10. DOLI: https://doi.org/10.29013/EJA-22-1-3-10
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BBeaenue

Tpaaunuy aHcaMOA€BO¥ My3HUIIMPOBAHMS B KUTAM-
CKOM My3bIKaABHOM KYABTYp€ UMEIOT AABHHE KOPHH U CBS-
3aHBI C Pa3AUYHBIMH [IepeMOHUAMU K pUTyaAaMu. XX BeK
OTKPbIA HOBYIO CTPAHUITY B 9TOH Cepe NCITIOAHMTEAbCKOM
M KOMITO3UTOPCKO# IIPAKTHKH, KOTOPast CIIOCOOCTBOBAAA
AKTHBHOMY OOHOBAEHHIO YCTOSIBIINXCS TPAAUIIHIL M BBIXO-
Ay HIX Ha HOBBIH IIPO¢eCCUOHAABHBIN yPOBEHb. DTO OBIAO
CBSI3aHO C TeM, YTO KMTAMCKUe My3bIKAHTHI UMEAH BO3-
MOYKHOCTD ITOAYYaTh CIIeI[HaAbHOe 0Opa3oBaHKe B rOpPO-
Aax Esporpl, a B camom KuTae cozpaBasuch MysblkaAbHbIE
OTAEAEHUS IIPH YHUBEPCHUTETAX, TA€ OCBAaUBAAMCh HOBbIE
HCITOAHMTEAbCKHE COCTABbI 3alIAAHOEBPOIEHCKOrO THUIIA.
Ieproa c 1949 ropa oo 1980-x roa0B OKka3zaAcst HauboAee
TPYAHBIM AASl Pa3BUTHS KaMEPHO-UHCTPYMEHTAABHOTO
TBOPYECTBA, KAK U AASl KUTAHCKOM My3bIKH B IjeAoM. Ile-
PHOA «KYABTYPHOI PEBOAIOLIUI> BHIABUHYA CBOU TPebO-
BaHUS K MY3bIKAABHOMY MCKYCCTBY, KOTOPbIe CBOAMAUCDH
K AEKAAPaIIMH IPEeUMYIeCTBA HALIMOHAABHOM KYABTYPBbI
1 €8 CaMOOBITHOCTH B yIjepb MAOAOTBOPHOMY OCBOEHHUIO
KHTAMCKMMHU KOMITO3UTOPAaMH HACAECAUSI €BPOIEHCKOro
My3BbIKH, 0OOTaIjaroIeMy UX TBOPYEeCKHIA OTIbIT. B pe3yan-
TaTe EAUHCTBEHHO BO3MOXKHBIM HAITPAaBACHHEM Pa3BUTHS
IPO$ECCHOHAABHOTO MY3bIKAAPHOI'O TBOPYECTBA CTAAO
KyABTHBUPOBaHHE HAIJMOHAABHBIX OCHOB MY3bIKAABHOTO
TBOPYECTBA, KOTOPOE IPU3BIBAAO HCIIOAB30BATh MHO-
CTpaHHbIe HHCTPYMEHTbI AASL BRIPQ)KEHHU S HALIMOHAABHBIX
0CcObeHHOCTEl KUTAFICKOI My3bIKU. Pe3yApraToM Takoi
FOCYAAPCTBEHHO-MACOAOTUYECKOM YCTAHOBKH SBUAACD CH-
Tyalys, KOTOPYIO COBPEMEHHbIE HCCACAOBATEA PACIICHHU-
BAIOT KaK KPUSHCHYIO AASL 9BOAIOLIMHU MMPOPECCHOHAABHOM
Mys3biku Kuras.

PesyAbTaThl HCCACAOBAHHSA

Taxas cuTyaiys pe3ko KOHTPACTUPOBAaAA HUHTEHCHB-
HOMY Pa3BUTHIO KAMEPHO-aHCaMOAEBOI My3bIKH B €BPO-
IEeMCKOM My3bIKAABHOM HCKYCCTBE B IIepBOM MOAOBHHE
XX cT., KOTOpast 6bIAA OTMeYeHa AKTUBHBIM YCUACHHUEM
HHTepeca KOMIIO3UTOPOB K AAHHOM )KaHPOBO-CTHAEBOM
cdepe B CHAY KaK OOBEKTHBHBIX KYABTYPHBIX ITPUYHH,
TaK M BHYTPEHHUX 3aKOHOMEPHOCTE! 3BOAIOIIMHU eBpO-
MeNCKON My3bIKH akapeMHudecKoro HampasaeHus. Fc-
CA€AOBATEAM YKa3bIBAIOT Ha TOT (pakT, uTo nocae [lepsoit
MHPOBOI BOMHBI KOMITO3UTOPBI OCOOEHHO YaCTO CTAAH
obpammarbcst K KaMepHbIM XKaHPaM, COAepPKaHHe KOTO-
pbix, Kak orMedaeT, A. PaabeH, «... 60Abmre 6b1A0 CBsI3aH-
HBIM C BHy TPEHHHMM MUPOM 9€A0BEKa, CO CPepo ero me-
PEeXMBaHMI ... B ITON cPepe KaMepHas My3bIKa HAKOIIHAA
60rarcTBO 06PA3HOCTH M PA3HOIIBETHSI BHIPA3UTEABHbIX
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CPeACTB U TPUEMOB AAS TIEPEAAYM CAMBIX TOHKHUX AyIIEB-
HBIX IepeXHUBaHUit 1 9yBCTB> [ 3, c. 401-402]. imenno
1103ToMy M. ApaHOBCKMIT OTHOCHT XaHP KBapTeTa, KaKk
CaMbIi penpe3eHTaTUBHbIN B CMbICAE €BPOIIEMCKOro Ka-
MEpPHO-aHCaMOAEBOTO CTHAS, K «My3bIKe CO3€PIIAHIS>
[1, c. 22 ], KOMMYHHMKaTUBHAS MAES] KOTOPOU HallPaBAeHa
Ha CO3AAQHHUE Y CAYLIATEAS] <« UCKAIOUMTEABHOM 0OCTaHOB-
KU U OTIPEACAEHHOTO HACTPOEHHS >, CBA3aHHOTO C 3TOM
aTMOocepoit» [TaM xe]. DTO IOATBEPIKAAET B IIPUOPH-
TETHBIN CTaTyC KaMepHO-HHCTPYMEHTAABHbIX )KaHPOB
B TBOpYECTBE INPEACTABUTEACH HOBOBEHCKOM ITKOABI
(A. IlIénbepra, A. Be6epna), I1. XuHA€MHUTA U MHOTUX
APYTHX KOMIIO3UTOPOB, UHAUBHAYAAbHBIN CTHAD KOTO-
PBIX TATOTeeT K TAyOOKO AUYHOCTHOMY CAMOBBIPAXKEHHIO.

C Apyroii CTOPOHBI, KAMEPHO-aHCAaMOAEBOE HCITIOA-
HUTEABCTBO, OCOOEHHO B 3aITAAHOEBPOIIEFICKOM My3bIKE,
CIIOCOOCTBOBAAO Pa3BUTHIO HOBOTI'O MY3bIKAABHOT'O SI3BIKA
¥ HOBO 9CTeTHKe HHCTPYMEHTAAbHOM BBIPAa3UTEAbHOCTH,
B CBSI3M C 4eM ero 4acTO PaCIieHHBAIOT KaK «3JKCIIepUMeH-
TAABHYIO AADOPaTOPHIO >, B KOTOPOI OCYIIIeCTBASIACS I10-
FICK COOCTBEHHOTO aBTOPCKOTO CTUASL Y TOTO HAH HHOTO
KOMITO3UTOPA, HOBBIX KOMIIO3UIJHOHHBIX TeXHHUK, OPUTH-
HAABHbIX TeMOPOBBIX COYETAHHF HHCTPYMEHTOB, KOTOPbIe
B KOMITAEKCE OTKPBIBAAM HOBbIE FOPU30HTbI MY3bIKAABHO-
IO UCKYCCTBA B IPOCTPAHCTBE «HOBOM MYy3BIKH> Ha4aAd
XX c1.. B aTOM CMBICA® KBApTEeTHDIH XKAHP IIpeTepIieA
CyllecTBeHHble M3MeHEHMs B TBOpPYECTBE KOMIIO3UTO-
POB nepBoi MOAOBUHbBI XX CT. M B 3HAYUTEABHOM CTele-
HH 060TaTHA CBOI KAACCHYECKHUII CTHAD (BIIAOTB AO TOTO,
4TO KBapTET MOT BXOAUT B KaUeCTBE OTAEABHOTO dAeMEeHTa
B HICIIOAHUTEABCKHUIT COCTaB 6OAee KPYITHOTO CHHTeTHYe-
CKOTO KaMepHO-aHCaMbAeBOTo IpousBepeHUs — « HoHer>
AAst GAaeThl, ap$bl, POPTEHUAHO, CTPYHHOIO KBapTeTa,
JKEHCKOTO roaoca (6e3 CAOB) M UCIIOAHUTEAS TIAACTHYe-
cxux ranues B. [llep6auésa, 1919T.).

YkazaHHOe mporpeccuBHOe 3HauyeHHe KaMepHO-aH-
caM0AeBOI1 My3BIKH B AQHHYIO 910Xy UMEAO K 0OpaTHYI0
CTOPOHY — Pa3phlIB C IMPOKOM CAYIIATEAbCKOHN ayAUTO-
pHeil, HeKOTOPYIO 3aMKHYTOCTb B CPeA€ My3bIKaHTOB-
IPOPECCHOHAAOB, « ... CIIOCOOHOM OLIEHUTD PadUHUPO-
BAaHHYIO YTOHYEHHOCTb 1 CYyOBeKTHBHOCTb COAEPIKAHHS
HOBOI1 My3bIKU> [2, c. 304]. TeM He MeHee, HeCMOTPSL
Ha aKTHBHOe OOHOBA€HHE KBapTeTa B YCAOBHSX KOMIIO-
3UTOPCKHX ITOMCKOB HOBOTO CTHASI KAMepHO-aHCaMObAe-
BOM MY3BIKH, KBAPTETHBIN CTUAD BCE XKe COXpaHsIeT CBOU
YCTOMYMBbIE IPU3HAKU — TeMOPOBO-(PaKTYPHYIO OCHOBY
Y KOAMYECTBEHHBIN COCTaB HHCTPYMEHTOB-y4aCTHHUKOB,
a TakoKe MApUTeTHOCTDb UX GYHKITHI B My3bIKaABHOM Ife-

BATAHOB B.10. «[HEBHUK MYYEHUKA» UMAO H03Hb XEHb: K NPOBJIEME NPETBOPEHUSA TPALLIMIA KBAPTETHOIO AHPA...
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AOM (UTO COCTABASIET, IO MHEHHIO A,. Py610B011, <sIApO>
xaHpa [4, c. 12]), a TakoKe xaHPOBYIO ceMaHTHKY (Ppop-
Ma HHTUMHOTO AMPHYECKOTO BbICKA3bIBAHUS, COUETAaHHE
SMOLJIOHAABHOTO ¥ ITPOBOTO Ha4aA, AMAAOTHYHOCTD ).

B neaom, Beaep 3a M. Crapueyc [S, c. 54-55], mox-
HO BBIAGAMTD CACAYIOINTHE KOHCTaHTHbIE XapaKTePHUCTHKU
KBapTeTa Kak 0COO0ro BHAQ KaMepHO-MHCTPYMEHTAAD-
HOT'O aHCAMOASI, CAOXKHBIIETOCSI B TBOPYECTBE 3aIIaAHO-
eBporneiickux Komrno3utopos XVIII — mepBoit moAOBHHBI
XX cr.: 1) KBapTeT SBASETCS AMPHYECKHM IO COAEPIKa-
HHIO )KaHPOM, YTO BBITEKAeT M3 ero KaMepHOM OCHOBbI;
2) KBapTeTHble COYMHEHHS OTHOCATCS, 0 M. ApaHOBCKO-
MY, K «My3bIKe CO3epIaHusi> | 1, c. 22 ]; KOMMyHMKaTUBHO
OHU HAITPaBAEHbI HA CO3AAHHE ¥ CAYIIATeAs «<HUCKAIOYH-
TEABHOM OOCTAHOBKH U OIIPEAEAEHHOTO HACTPOEHMS>,
CBS3aHHOTO C 3TOM aTMOcdepoit; 3) B KBAPTETHDIX LjH-
KAAX OTCYTCTBYeT KaK TaKOBO€ CEMAHTHYECKOe Pa3AH-
9ye JacTel, Kak B CUMOHHH, Pa3HOBHAHOCTDHIO KOTOPOI
KBapTeT ObIA B BEHCKO-KAACCHYECKYIO JTI0Xy; 4) M3 4ncAa
NPU3HAKOB, pOPMUPYIONINX TPAAULIUIO XKAHPA U ero THII,
HanboAee CTAOMABHBIM B KBApTETe SIBASIETCS] KOAUIECTBEH-
HbII COCTAB UCIIOAHUTEAEH, A HHCTPYyMEHTAAbHBIE TEMOPBI
MOTYT BapbHPOBAThCS B UX COOTHOIEHMH (K CTPYHHBIM
MOTYT IIOAKAIOYAThCSL pOPTENHAHO, AyXOBBIE K AD. ).

Kak y>xe 0TMe4aA0Ch, B IIepHOA CO BpeMeHH obpa-
soBanuss KHP (1949 1.) A0 «KYABTYPHO PEBOAIOLIUU >
(1966 1.) pasBuTHe My3bIKH aKaAEMIYECKOTO HaIlpaBAe-
Hus B KuTae cTaAKMBAAOCH C OIPeACAEHHBIMU TPYAHO-
CTSIMH, B Pe3yAbTaTe 4eT0 KAMepHO-aHCaMbOAeBOe My3HIH-
POBaHHe 4ACTO CTAAKMBAAACH C IIPOOAEMOIT 3aKPBITOCTH
AASL IIIPOKO¥ ayAuTOpUu. Briaots A0 1960 roaa, koraa Ha
Bropom MexAyHapOAHOM KOHKypCe CTPYHHbIX KBAPTETOB
10 Au Ha u Aun Acxu Hyo moayuman MexaAyHapoaHOe
IpH3HAHUE 1 OBIAM OTMEYeHbI AUTIAOMAMH, OTHOIIIEHHEe
K KAMEPHOIT My3bIKe B CTpaHe OBIAO AOBOABHO CAEpIKaH-
HbIM. [13MeHeHMe 3TOro OTHOIMIEHNS OBIAO 03HAMEHOBAHO
HOBBIMH OITbITAMH KMTAHCKUX KOMIIO3UTOPOB B KAACCHYe-
CKHX KaMePHO-aHCaMOAEBbIX )KaHPaX KBapTeTa U KBUHTETa
(xBaprer By Lly Yuan u Yo Boit, Xo Ysxan Xao; KBUHTET
AAs Ayx0BbIX «CdacTanBoe AeTcTBO> I]uan Ben E, xBun-
TET AAS AePeBSHHBIX AyxoBbIx Ma Cpr LIOH).

B nepuoa ¢ 1949 a0 1968 IT. BAest HCITOAB30BAHUS
«EBPOMNeNCKUX> HHCTPYMEHTOB AASI BbIpaXKeHHs Hallu-
OHAABHOM 0COOEHHOCTH y>Ke IMeAd HEOOXOAMMOE My3bl-
KaAbHOe ocHoBaHKe. OAHAKO, C OAHOM CTOPOHBI aBTOPaM
He XBaTaAO 3HAHMI BBIPA3UTEABHBIX BOSMOYKHOCTEMN MH-
CTPYMEHTOB, C APYIOil, IOHIMaHIe 0COOeHHOCTel Ha-
POAHOI MYy3BIKM OCTaBaAOCh BCE ellj¢ IIOBEPXHOCTHBIM.
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Hcroap3yeMblil rapMOHUYECKHUH SI3bIK, BBIPA3UTEAbHbIE
CPeACTBa He MOTAHU B IIOAHOM Mepe BbIPa3HTh 3aAyMaH-
HbI1 06pas. YacTo ocraBaAoch BrieyaTAeHHe HoAee HAK
MeHee YAQUHOM CTHAM3ALMU I0A HAaPOAHYIO MY3BIKY,
YeMy CII0COOCTBOBAAO YACTOE UCIIOAb30BAHKE TeMOPAAD-
HOM BHIPa3UTEABHOCTH €BPOIEHCKUX UHCTPYMEHTOB AASL
VMIMUTAIIMH 3ByYaHHUS TPAAHULIMOHHON KMTAMCKOM My3bl-
ku (CKpHIIKa 3Byd4aAa KaK apxy, FO60i1 Kak CyOHa M T.A.).
Tako# KOMITIO3UTOPCKHUIL IPUEM OTBEYAA AL HAPOA-
HOCTHU MY3bIKAAPHOTI'O MCKYCCTBAa M €r0 KyABTYPHO-Mac-
coBoit upee. OCOOEHHOCTSIM XapaKTepHOTO 3BYYaHMUS
TaKUX €BPOINEHCKUX MHCTPYMEHTOB KakK (popTenuaHo,
CKPUIIKA, BAOAOHYEAD U AP., BHUMAHHS YACASAOCh MAAO,
3a IpeAeAAMU KOMIIO3UTOPCKOM MPAKTHKHM OCTaBaAUCh
uX crenupuIecKre TeXHHIeCKHe U BhIpa3UTeAbHbIE BO3-
MOXKHOCTH (MHOTOTOAOCHE, KAHTHAEHA, SIPKHil, 6AecTs-
UM CKPUITUYHBIA 3BYK, HCIIOAb30BaHKE BCEIO AUAIA30-
Ha MHCTPYMEHTA U T.IL.).

B aAaabHeleM ke, B X0Ae «KYABTYPHOI PEeBOAIO-
LUK >, SKaHPOBO-CTHAEBas cpepa KaMepHO-aHCaMOAeBO
My3biku B Kutae cHoBa 0kazaAach B He coBceM bAaromnpu-
ATHOM KYABTYPHOM KOHTEKCT€, IOCKOABKY, KaK OTMeYaeT
Yrrcan Iun, 3ampeniaroch UCIIOAHEHNE TPAAUITMOHHOM
KMTAMCKOM MY3bIKH, IIOABEPTAAMCh TOHEHHUIO COYMHEHH
COBpPEMEHHBIX. KHTANCKUX U 3apyOeXKHBIX KOMIIO3UTO-
POB, a TAK)Ke TPOU3BEACHISI, HATUCAaHHBIe A0 1966 T, pac-
$OpPMHPOBHIBAAKCH MY3bIKAAbHbIE KOAACKTHUBDI, 3aKPbI-
BaAUCD yuebHble 3aBepeHUs» | 6, . 174-175]. U Toabko
¢ 1980-x IT. MOCTENEHHO HAYMHAAU CO3AABATHCSI HOBBIE
npo¢ecCHOHAAbHBIE AHCAMOAY H OPKECTPBL

Ksaprer X5 Pxan Xao «/AHEBHHK My4JeHHKa>, CO3-
AQHHBIIA B 1963 TOAy, SIBUACSI BBIAQIOIMMCSI IIPMEPOM
TBOPYECKOTO OCMbICACHHS KUTAHCKMMH KOMIIO3UTOPAMH
KAAQCCHYECKHX TPAAUIIMM eBPOIEHCKON HHCTPYMEHTAAD-
HO1 MY3BIKH, II€ABIO KOTOPOTO OBIAO CO3AAHIHE CBOETO Ha-
IIMOHAABHOTO penepTyapa, OpMUPOBaHHUE €0 KaHPOBO-
ro ¢pOHAQ U yTBepXKAeHHe KaMePHO-aHCAaMOAEBO#T My3bIKH
B Ka4eCTBe MPUOPUTETHOTO HAIIPABACHUS PAa3BUTHUS KU-
TaMCKOTo MPOPECCHOHAABHOTO MY3bIKAABHOTO HCKYCCTBa.
OAHO 13 HeMHOTHIX KAMePHO-aHCAMOAEBBIX [IPOU3BEACHHUIT
IIepHOAA IIPEAKYABTYPHOM PeBOAIOIMY, KBapTeT Xo Dxan
Xao B 006pa3sHO-COAEP)KATEABHOM IIAQHE COOTBETCTBYET
HAIIMOHAABHO-KYABTYPHOM HA€OAOTHH TOTO BPEMEHH, YTO
OTPa3HAOChH B €r0 IPOrPAMMHOM IIOA3aTOAOBKE M Te€Ma-
THKe KOKAOM M3 YacTel IMKAA. TaK, Ha3BaHUe «/AHEBHHK
MY4YeHHKa>» KOHKPEeTH3HPYeT KOMIIO3UTOPCKHII 3aMbICeA,
KOTOPbIN OCHOBAH Ha MY3bIKAAbHOM BOIIAOIIIEHHMHU APaMa-
THYECKOM CYAbODbI JeAOBeKa, XKH3Hb KOTOPOTO IIOAYMHEHIS
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upee 6eCKOPBICTHOTO CAy>KeHust PoprHe. A KaXXAast U3 4a-
CTel 3HaMeHyeT OIIPEACAEHHDIN 3Tall )KU3HEHHOTO Iy TH
repost, KaXKADbIN M3 KOTOPBIX BHICTYTIA€T KOHTPACTOM I1O OT-
HOIIEHUIO K TPeAbIAyIeMy: 1 yacTb «Mos Mama>, 2 9acTb
«Ilaprusanckuit oTpsia>»>, 3 9acTb «B TIoppMe>» 1 PpuHAA
«Kpachbprit gpaar He ymaper>. B pesyabrare nukamdeckast
$opma KBapTeTa Kak «COCTaBHOIO jxaHpa>» (1o A. Coxo-
py [3, c. 301]) mopumseHa ckBo3HOI 06pasHO-copepKa-
TEAPHON AOTHKE CIOKeTHOTO Pa3BUTHs, a APaMaTyprus
COYMHEHHS OCHOBAaHA Ha MPUHIUIIE KOHTPACTHOTO COIIO-
CTaBAEGHHSI PA3AUYHBIX 0OPAa3HO-MHTOHAIIMOHHBIX Chep,
HePCOHUPUITUPYIONINX «IIHU30ABI U3 AHEBHUKA .
ITopobHasT ApaMaTyprirdecKasi KOHIIEIIUS COUMHe-
Hust Xo Dxan Xao — BPIAAIOITErocs TPEACTABUTEAS] KUTAH-
CKOT'O My3bIKAABHOTO IpodeccroHasn3Ma XX CToAeTHS,
TBOPYECTBO KOTOPOTO OBIAO HAIIPABAEHO HA HHTETPAIHIO
€BPOIENCKIX MY3bIKAABHBIX TPAAUIIUHI B HALIMOHAABHYIO
KOMITO3UTOPCKYIO IIPAKTHKY — IIO3BOASIET KOHCTaTHPOBATh
HAaAWYMe IPU3HAKOB ABYX MOAEAel KBAPTETHOM MOAYCHO-
cru (B Tepmunosornu M. Crapueyc [S]), koTopbie 6biaun
chOpMUPOBaHbI B ITPOIIECCe IBOAIOLIMU KBapTeTa B TBOP-
9eCTBE 3aMAAHOEBPOIEHCKUX KOMIIO3UTOPOB. Peub MAET
O TaK Ha3bIBaeMbIX CHOUTHOM Y TOIMHOM THUIIEe KBapTeTa,
B IIEPBOM U3 KOTOPBIX ACMCTBYeT MIPHHIMIT «APaMaTyp-
rum urpsi> (o M. Apanosckomy [ 1, c. 23]), a Bropoit
IPEACTaBASIET OO0 OAHOYACTHYIO CTPYKTYPY IIOIMHOTO
THIIa, AASI KOTOPOM XapaKTepPHbI IPOrPaMMHOCTb X MOHO-
TemarnaM (MOKa3aTeAEH AASL TBOPYECTBA KOMIIO3UTOPOB-
POMAHTHUKOB). B AQHHOM cAy4ae MOXXHO yTBEpKAATD, 4TO
B «/\HeBHIKe My4eHHKa> B OPTaHYHOM EAUHCTBE CAMAMCD
CIOUTHOCTD KaK IIPUHLIUII CTPYKTYPHOM OPTaHU3aIMU MY-
3BIKAABHOT'O MaTe€pUaAa M IPOrPAMMHOCTD KaK MY3bIKaAb-
HO-APaMaTyprudeckast UHTEHIIHs KAMEPHO-aHCAMOAEBOTO
OITyca, B KOTOPOM IPUCYTCTBYeT MAESI HHTOHAIIMOHHOIO
€AMHCTBA, HO OHA He IPEACTABAEHA, TaK CKa3aTh, B CBOEM
«YHCTOM> MOHOTeMaTH4eckoM BapHaHTe. OTCyTCTByeT
3A€Ch ¥ IPUHIIHII CKATUS COHATHO-CUM(OHUYECKOTO IIHK-
A3 B OAHOYACTHYIO CTPYKTYPY, OAHAKO B CEMaHTUYECKOM
OTHOIIEHUH IIUKAMYECKass GpOopMa MOAYMHEHA A€ CMbIC-
AOBOM LIEAOCTHOCTH U OITPEAEAEHHOMY CIOXKETY, YTO I10-
3BOASIET TPAKTOBATh €€ C TOYKH 3PeHHs IOIMHOTO MOAyCa
XYAOYKECTBEHHOTO BbIPKeHHs1 (Y INTBIBAS, 4TO AAS TIOOMBI
KaK IIO3TUYECKOr0 YKaHpa XapaKTepeH IOBeCTBOBATEAbHO-
AMPUYECKHUIA CIOXET U AOBOABHO KPYTIHBII MaciTat).
ITpu sTom B kBapreTe X kan Xao Taxke NPUCYT-
CTByeT COHATHO-CHMQOHMYecKas MAes KBaprera (Tum
YKAaHPOBO! MOAYCHOCTH «KBapTeT KaK «CITyTHHK>» CHM-
domnmit» [5, c. 55]): aT0 mposBAseTcs U B 0bmeit Apa-
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MaTypruy IMKAQ, B QYHKIMOHAABHBIX 3HAYEHMAX ero
OTAEABHBIX YaCTel — AMHAMUYHOM IIEPBOM C YePTaMH CO-
HATHOCTH, CK€PLIO3HON BTOPOM, MEAACHHOM AUPHYECKON
TpeTbel 1 XKaHPOBBIM $prHAAOM. Takum 06pa3oM, KuTaii-
CKOMY KOMITO3UTOPY YAQ€TCS OPTaHUYHO COEAMHMTD TH-
IIOAOTUYECKHE PA3HOBUAHOCTH KAACCHIECKOTO KBapTeTa,
4TO TO3BOASIET €My AOCTHYb BBICOKOM CTENeHHM MY3bl-
KaAbHO-XYAOXKECTBEHHOM BBIPA3UTEABHOCTH M AOBOABHO
CTPOMHOM B CTPYKTYPHOM OTHOIIEHHMH KOMIIO3HLIHH.

YKaspiBasi Ha TPOrpaMMHBIi 3aMbICeA « AHEBHUKA My-
YeHHKa>» HeOOXOAMMO OTMETHTD, uTo X5 Yrxan Xao ¢ op-
HOM CTOPOHBI HAET IO ITyTH IPETBOPEHM XapaKTePHbIX
0COOeHHOCTeN eBPOIIeHCKO My3bIKH, C ADYTOM — HACACAY-
eT HaIlMOHAAbHbIE TPAAUIIMHU CBOEH My3bIKaABHOM KYABTY-
PbI, TOCKOABKY IPOIPaMMHOCTD SIBASIETCS OAHOM U3 CAMBIX
IIOKAa3aTEAbHBIX IIOKA3aTEABHBIX Y€PT KUTAHCKON HHCTPY-
MEHTaABHOM MY3BIKH, AASI KOTOPOM XapaKTepHa )KaHPOBas
cdepa mporpamMMHbIX MaAbIX $opM (MUHMATIOPA) U -
KAMYECKUX KOMITO3UIIMH. JacTo Ha3BaHMUS TAKUX KOMITO3H-
LM CBSI3aHbI C HAITMOHAABHOM 06pa3HOCTbIO (HapOAHbIMI/I
A€TE€HAAMH, CKa3KaMH, KUTAHCKOU IIPUPOAOK, TPAAUIIUAMU
6BITOM). AASI KUTANCKOI HHCTPYMEHTAABHOM My3bIKU TH-
IIUYHO obpalieHHe K TeMaM, KOTOpbIe KUTAFICKUe MacTe-
Pa paHee yKe HCIIOAb30BAAH B II033UH, IPO3€, SKUBOIHCH
¥ BOKAABHOM MY3BIKe; B TPAKTOBKE XyAOKECTBEHHOTO 06-
pasa 3Aech MPUCYTCTBYIOT TaKKe YePThI KAK HATASAHOCTD,
OIIOpa Ha KOHKPETHbIE )XM3HEHHbIe BIIEYATACHUS, TOHSAT-
HOCTb AASL BOCIIPUSITHS PSAOBBIM KMTakCKMM M He TOABKO
3PHTEAEM HAM CAYIIATEAEM.

Counnenne Xa Pxan Xao, TakuM 00pa3oM, AEMOH-
CTPHpYeT Pa3AUYHbIE YPOBHH B3aUMOAEHCTBHSA C XKaHPO-
BO-CTHUAEBBIMH HOPMaTHBAMH €BPOIEHCKON HHCTPYMEH-
TAABHOM MY3BIKH, KOTOPOE ChIIPAAO PENIAOINYI0 POAb
B pOPMHUPOBAHUE CAMOOBITHOTO HAIIMOHAABHO-CTHAEBO-
ro 06AMKa KaMepHO-aHCAMOAEBOTO perepTyapa B TBOP-
4eCTBe KMTalCKMX KOMIIO3UTOPOB. EcAn sxe paccMoTperh
KBapTeT «/AHeBHHMK My4eHHKa> B aCIIeKTe HACACAOBAHU
U TBOPYECKOTO MPETBOPEHUs XapPAKTEPHBIX KAaHPOBbIX
TNIPU3HAKOB KBapTeTa, (B Tumoaorun M. Crapueyc [S]),
TO CTaHOBUTCS OYEBUAHO, YTO AAHHOE IPOU3BEACHHE
IPEACTABASIET COOON OPHTHHAABHYIO MHTEPIIPETALIHIO
KBApTETHOTO >KaHPa, AAS KOTOPOM XapaKT€PHO HEKOTO-
past cB060AHOE BapbHPOBAHHUE €TO YCTONIHMBBIX JKAHPOBBIX
HOPMaTUBOB B COOTBETCTBUH C KOMIIO3UTOPCKUM 3aMbIC-
AoM (4TO COBIaAAET C 0OPA3HO-CEMAHTUYECKUMH XapaK-
TePUCTHKAMH KBApPTETHOTI'O XKaHpPa KaK CIelMPUIeCcKOm
popMoit «CBOOOAHOTO BBICKA3BIBAHHS»> KOMIIO3UTOPA,
TIPeAIOAATAIOLIEl CTPYKTYPHYIO cBoboay [4, c. 12].
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Bo-nepsbIx, KuTaicKui KOMIO3UTOP IIPHAEPIKUBAETCS
KAACCHYECKOTO KBAPTETHOI'O HCIIOAHUTEABCKOTO COCTaBa,
usberasi ero TeMOpOBOIT HEOAHOPOAHOCTH U BaPHAHTHO-
CTH, KaK 3TO UMEAO MECTO B 3allaAHOEBPOIEHCKOM KOMIIO-
3UTOPCKOM ITPaKTHKe (K CTPYHHBIM MOTYT IOAKAKOYTBCS
doprenuano, AyXOBbIE U AD. MHCTPYMEHTBI). B aTOM naane
X5 Pxan Xao HacAeAyeT KAACCHYECKYIO MOAEAD KBapTe-
Ta, YTO MIO3BOASIET €My MAaKCUMAABHO COCPEAOTOUUTHCS Ha
BBIPA3UTEABHBIX BOSMOXKHOCTSX CTPYHHbIX UHCTPYMEHTOB
Y HAWTH TaKO€ MX 3By4aHHeE, B KOTOPOM B OPTraHHIECKOM
€AMHCTBE COABIOTCS 3aITAAHBIN U « CBOM >, HAITMOHAABHBIH
KOAOPHT (KaK 3TO HPEACTABACHO B OCHOBHOM AMPHYECKO#t
neceHHOH TeMe 1 yacTH, 3By4alneii T004epEAHO y BCeX aH-
caM6AeBBIX TOAOCOB). [ IpH 9TOM KOMIIOBHTOP He 3aMbIKa-
€TCs B y3KHMe PAMKH HAIlMOHAABHOTO KOAOPHUTA 3By4aHHUs
CKPHIIKH, aABTa HAM BUOAOHYEAH, HO AOCTHIaeT IPeAeAb-
HOTO YPOBHA X APaMaTHYeCKOIrO 3BYYaHHUs — KaK, Ha-
IpUMep, B IKCITPECCUBHOM MOHOAOTe CKPUIIKH B 3 4acTH,
KOTOPBIF XOTb ¥ UM€eT CIeIuPHIECKYI0 AAAOTOHAABHYIO
OKpAIIeHHOCTD (IIeHTAaTOHMKA), BCE Xe BBIXOAUT 32 PAMKH
«HEWTPAABHOTO> MECEHHO-TaHII€BAAbHOIO TEMATH3Ma,
CTOAD TIOKa3aTEABHOTO AASI HFHCTPYMEHTAABHOM MY3bIKU
KUTaNCKUX KOMIIO3UTOPOB.

ro ke KacaeTcs NMPeTBOPEHUs B COYMHEHUH Xo
Wxan Xao 0OpasHO-CMBICAOBOIM HAEH KBAPTETHOIO
aHpa (AMpHYeCKHil MOAYC KOMIIO3UTOPCKOTO BBICKA-
3pIBaHUs, QOPMHUPYIOMUN KOMMYHUKATUBHYIO CHTYa-
LIMIO «MyY3bIKU CO3EPIAHUS> ), TO B AAHHOM CAy4Yae OHa
BBIPa)KEHA BEChMA YCAOBHO, IIOCKOABKY CyIIeCTBEHHYIO
POAb B 0Opa3HOM COAEPIKAHIU KOMITO3UTOPCKOTO 3aMbIC-
Aa UTpaeT 0OBEKTUBHBII IIAQH IIPOrPAMMHOTO CIOKETa
MY3bIKAAPHON KOMITO3ULIMH, KOTOPBIM B 3HAYUTEADHOMN
Mepe < YKPYIHSeT>» CMBICAOBOM ITAQH MY3bIKaABHOTO I10-
BECTBOBAHUS U IPUAAET eMy YepThl HACHHON madocHO-
cu (2 vactp «IlapTusanckuii oTpsia» u punaa «Kpac-
HbIi PpAar He yraper> ). [1o cyTu Aeaa, aumb 1 1 3 gactu
(«Mos Mama» n «B TioppMe> ) 06pasyro 0cobyio Au-
pHUYecKyro aTMOCdepy My3bIKaAbHOTO BbIPAXKEHHS], CBOM-
CTBEHHYIO KaMepHO-aHCaMOAeBOI My3bIKe, U B HEMAAOH
CTEIEeHHM 3a CYET TOTO, YTO UX MY3bIKAABHBIN TEMATU3M
CBOOOAEH OT KaKHX-AMOO PEeMHHUCIIEHITHI C MaCCOBO-
TIeCEeHHbIM MaTepHaAoM (Ha KOTOPOM HOCTPOeHsI 2 1 3
vacTu kBapTeTa). [109TOMYy MOXHO YTBEPXKAATh, 4TO
KUTAFICKUI KOMIIO3UTOP UAST I10 ITyTH YCHAEHHS 00B-
€KTHBHOM MY3bIKAABHOM COAEPXKATEeAbHOCTH, YTO OTpa-
’KaeT 0COOEHHOCTH €r0 MHAUBHAYAABHOTO MBIIIACHHS
U TOrO CHenM(pUIeCKOTO HAIMOHAABHO-KYABTYPHOIO
KOHTEKCTa, B KOTOPOM OHO pOPMHUPOBAAOCH.
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Kak y>xe oTMe4aAOCh, B CTPYKTYPHO-KOMIIO3UITH-
OHHOM OTHOIIEHUH «/\HEBHHMK MyYeHHKa>» HACAEAyeT
LIMKAMYECKYI0 pOPMY KBapTeTa, MHUHYS POMAaHTHIECKYIO
OAHOYACTHO-TIOOMHYIO MOAeAb >kaHpa. OTcyTcrBue
B KBAPTETHDIX ITUKAAX CEMaHTHIECKOTO Pa3AMYHs YacTei
Kak B cuM{poHMH, Ha KoTopoe ykasbiBaeT M. Crapueyc,
B IIOAHOM Mepe IPOSBASETCA B AAHHOM COYMHEHUH KaK
SIPKOM 0bpasIie CBOOOAHO TPAKTOBKH COHATHO-CUM{O-
HHYECKOTO IIUKAQ.

Tak, 1 vactp xkBapreTa Xo Pxan Xao — «Mos Mama>» —
B 3HAUMTEABHOM Mepe OTAMYAeTCs OT KAACCHIECKHUX CO-
HaTHbIX allegro B CHAY OTCYTCTBHSI KOHTPACTHOTO TeMa-
TH3Ma, 0OPa3yIoIIero rAaBHYI0 U IMOOOYHYIO IApTHH,
a TaKKe YETKU CTPYKTYPHBIX Pa3aeA0B. My3bIKaAbHOE
pasBHUTHE IOCTPOEHO HA NPeoOPa3OBAHUM HCXOAHOM
AMPHYECKOIl TeMBbI [IeCEHHOTO Xapakrepa ($pakrypHoe
YIAOTHEHHUE 32 CYET «OOPACTAHHS> MEAOAMYECKUMH
IIOATOAOCKAMH), [IepCOHNUIMpyIomeit 06pas MaTepu
reposi M ero MpoIIAOTO. BbIpa3uTeAbHOCTD 9TOM TeMbI
OYeHb CHAbHA, TOCKOABKY OHA 3BYYMT ITOCA€ APaMaTH-
4eCKMX YHHCOHHBIX aKKOPAOB KPaTKOTO 9KCIIPECCUBHOTO
Bcrynaenns, koTopoe BOCIpHHUMAETCS KaK MUIrpad,
B KOTOPOM AEKAAPHPYETCS APAaMaTHYEeCKHI CMBICA CO-
ynHeHHs. Marepuaa sanurpada 3ByYUT TAKKe U IepeA
3aKAIOUMTEABHBIM TPETBUM Pa3AeAOM 1 9acTH, YTO yKa-
3bIBaeT Ha CTPYKTYPHYIO QpYHKIIUIO AAHHOTO MaTepHaAa
1 06pa3HO-CeMaHTUYECKyYI0. B 1leAOM, MOXXHO OTMETHUTD,
4T0 1 YacTh ImpeACTaBAsieT COOOF TPEXIACTHYIO CTPYK-
TYPY, B KOTOPOH CPEAHHUH Pa3A€A BBITOAHSAET QYHKITHIO
Pa3paboTKH, a 3aKAIOYUTEAbHBIN GYHKIHIO AMHAMUYe-
CKOM penpu3bl, TOCKOAbKY Ha4YaAbHAsl ME€CEHHas TeMa
Pa3sBHBaETCs IO MPUHLUITY GpaKTYypPHOrO BApbHUPOBAHU.

- 2yacrb kBapTeTa— «IlapTusanckuii oTpsp> —Boc-
IPOU3BOAMT HACI0 CKEPIIO KaK CPEAOTOYUS AMHAMUYE-
CKH-AEFICTBEHHO 00Pa3HOCTHU B KAACCHYECKOM COHATHO-
cuMpoHnYeCcKOM IuKAe. MysbIkaAbHas BBIPAa3UTEABHOCTD
3A€Ch PE3KO KOHTPACTHPYeT 1 9acTH — CTHXMS pUTMa
C XapaKTePHBIMH TaHI|eBAABHBIMU 00OPOTAMU CMEHsIeT
MEAOAMYECKUI MIOTOK IMPEABIAYIETO M3AOKEHHS MY3bl-
KaAbHOTO MaTepuaAa. TeMaTHueckoi OCHOBOM ABASIETCS
IeCeHHasl TeMa, CHMBOAU3UPYIOIAsl NaTPUOTHIECKHE
9yBCTBA IePOsl, €r0 CAy>KeHHe IPakAAaHCKOM upee. B kom-
NO3UIIMOHHOM OTHOLIEHUH 2 4acTh COBMEI]AeT YepPThl
CAOXKHOM ABYX4aCTHOM QpOPMBI U CKBO3HOTO Pa3BUTHS,
4TO 3HAYUTEABHO AUHAMHU3UPYET MY3bIKY, IPHAABAs €€
CA€TKa IPU3pavYHOe 3ByYaHHe 32 CYET BBEACHHS UMMTA-
LJMOHHO-(QYTUPOBAHHOTO M3AOXKeHHs (BTOPOIl paspe
A), a TaKKe UCTIOAB3OBaHUS MpUEMa pizzicato, KOTOPHIM
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M3AaraeTcs ocHOBHas Tema 9actu (B). Baaropaps aTomy
KOMITO3UTOP AOCTHIaeT IPEACAbHOM 0O Pa3HOI KOHKpeT-
HOCTH, My3bIKa B OYKBAABHOM CMBICA€ 3PHMO IEPEAAET
006pa3 ABIKeHHS ITAPTU3AHCKOTO OTPSIAQ, MOTOPHKA H3-
AOXKEHUS BBI3bIBAeT ACCOIUALMU C KAPTUHOM MEPHOIO
OPraHM30BaHHOI'O MACCOBOTO ABKIKEHHS.

— 3 yacTh «B TIOpbMe>» mepeBemuBaeT OCTaAbHbIE
9aCTH IJUKAA B OTHOUIEHUH MY3bIKAABHOM COAEPKATEAD-
HOCTH U APAMaTH3My BhIPa)KEHHsI, OHA BBIIIOAHAET QyHK-
IIUI0 AMPHYECKOro LIeHTpa B IukAe. B poaHHOM cayvae
peyb UAET O MPUHIUIIMAABHOM COBIAACHUH C CEMaHTH-
KOM JacTell KAACCUYeCKOrO COHATHO-CUMPOHUIECKOTO
1MKAQ (KaK U B IPEABIAYIIIe YaCTH, COOTBETCTBEHHO). IO
OTHOIIEHUIO K PUHAAY. MeAAeHHDIH TeMII, BbIPa3UTeAb-
HOe 3A0BelIee TPEMOAO, ITepeAatoliiee THeTYIyIo 06cTa-
HOBKY TIOPEMHOM KaMepbl ¥ BHIPa3UTEABHBIN B CBOEH Ae-
KAAMaIlMOHHON MEAOAUKE MOHOAOT CKPHIIKH — CO3AQIOT
3pUMOe OIIfyIeHHe COOBITHI, TPOUCXOASIIMX B XU3HH
repos. KoMmosuTop 4pesBbIyaiiHO TOHKO HCIIOAB3YeT
CEeMaHTHKY CKPUIIMYHOTO TeMOpa KaK «TOBOPSIIEro>,
3aKPENUBUIYIOCS B 3aIIaAHOEBPOIIENCKON MY3bIKe eIllé
B KoHIle XVII Beka B 310Xy aKTUBHOI'O Pa3BUTHUS HHCTPY-
MeHTaAM3Ma KaK aBTOHOMHO¥ 00AACTH My3bIKAAbHOTO
uckyccrBa. Ob6pasHasi BBIPa3UTEABHOCTD H CIOXKETHOCTD
MY3bIKAABHOT'O U3AOXKEHUS 3A€Ch YCHAEHBI C TOMOIIbIO
MHTOHALMOHHBIX APOK — KaK BOCTIOMMHAHHE O CBETAOM
06pase MaTepH 3BYYUT AUPHYECKas TeMa 13 1 4acTu KBap-
TeTa MOCAe KyAbMUHAIIMH B IIEPBOM Pa3AeAe, U BHaYaAe
IPHU3PaYHO, A 3aTeM OYeHb YBePEHHO, C TMMHHYECKUMH
MHTOHAIIMSAMH OTTOAOCOK IIECEHHOM TeMbI U3 2 JaCTH.
VMHTOHALIMOHHOE €AMHCTBO, B AAHHOM CAyYae, CAY>KUT
XYAOXKECTBEHHOM! IIeAOCTHOCTH My3bIKaAbHOM KOMITO3H-
LMY 1 TIOAYEPKUBAET €€ MPOrPaMMHYIO HAEIO.

3 yacTh «/\HEBHHKA My4eHUKa>» Haubosee Apama-
TUYHA M peAbepHa B MHTOHAIIMOHHO-AMHAMHUYECKOM
IAaHe, 00pEMHA 10 MACIITA0AM H, IIO CYTH AEAQ, BBIIIOA-
HsieT QYHKIMIO GHHAAQ, YTO OCOOEHHO SBHO OLJyIAeTCSI
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B CpaBHEHMH e€ C 4 4acTpio uKAA — «KpacHbiit ¢paar He
YHAAET>» — KOTOpas caMas KpaTKas U3 BCeX TPEX JacTen
ITMKAQ ¥ BOCIPUHHMAETCS KaK IIOCACCAOBHE. 3aKAIOYH-
TeAbHasl 9aCTh IIMKAMYECKOM POpMBI KBapTeTa IpPHUH-
IIMIIMAABHO He COBIAAAET C CEMAHTUKOM KAACCUYECKHMX
$UHAAOB KAaK UTOTa CUMQPOHHYECKOTO Pa3BUTHUS, IIO-
CKOADBKY OHA ITPEACTaBACHA MAABIM MACIITA00M, AMIIEHA
¢$aKTypHOM NAOTHOCTH, AUHAMHYECKOTO peabeda U UAEH
MOHYMEHTAABHOCTH MY3bIKAABHOTO BhIpaskeHHs. Komrto-
3UTOP BOCCO3AAET MY3bIKAABHYIO 0OPa3HOCTb HAYAABHOM
TeMbl 1 4acTH MOCPEACTBOM TaHI[€BAABHOTO TEeMaTHU3Ma
C AeTKUM, <IIOPXAIOIIMM> CKEPIIO3HBIM OTTEHKOM, IIPU
9TOM IIeCeHHBIN 00pa3 TeMbl 2 YaCTU TAKKe yIACTBYeT
B MY3bIKAABHOM Pa3BUTHH U CAY>XKUT YTBEPXKACHHUIO OC-
HOBHOM HA€€ COUYMHEHM.

BriBopbI

Ksaprer «AHeBHHNK MyyeHHKa» X3 xan Xao sB-
ASIETCSl OPMIMHAABHBIM OIIBITOM OCBOEHMS KUTANCKMMU
KOMITO3UTOPaMHU KaHPOBBIX $OPM eBpOIeHCKOM My3bl-
KaAbHOM TPAAMIIMH, B OCHOBE KOTOPOTO AKUT OPraHuY-
HO€ B3aUMOAEHCTBUH CBOETO HAIMOHAABHO-KYABTYPHOTO
OIBITA U TPAAMIIUH 3aMIAAHOTO MY3BIKAABHOTO Ipodec-
cuonaan3Mma. CruaeBas crierdpuKka AAHHOTO COYMHEHH
06ycAoBAeHA CBOOOAHOF TPAKTOBKOM YCTOMYMBBIX THIIO-
AOTUYECKHUX TPU3HAKOB KBAPTETHOTO )KaHPa U BAUSHHEM
TPaAULIUI IPOrPaMMHOM MYy3bIKH, IIOKAa3aTeABHOM KaK
AASL €BPOIIEHCKOrO MY3bIKAAPHOT'O HUCKYCCTBA, TaK M AAS
HAIlMOHAABHBIX TPAAUIIMI KUTANCKOM My3bIKH. B 11eaoM,
KOMIIO3UTOP IPHUAEPKUBAETCS XKaHPOBOM MOAEAH KBap-
TeTa B CBOEM IIPOU3BEACHUH, OAHAKO 0COOEHHOCTH IIpe-
TBOPEHHI €€ 00YCAOBAEHDI IIPOTPAMMHbIM 3AMBICAOM CO-
YMHEHMs], B CBA3H C YeM OYEBUAECH NePeBeC MEAACHHOMN
YaCTH LIMKAA U HUBEAUPOBAHHE CEMAHTHYECKOM QyHK-
nun puHasa. HanpuonaapHas crenuduka COYMHEHMS
Xa Yxan Xao 00yCAOBAEH HUCIIOAB30BAHHEM AAAOTAp-
MOHMYECKOH crieupUKU KUTANCKON HApOAHOM My3bIKU
Y )KaHPOBBIMU HCTOKAMU MY3bIKAADHOTO TEMATU3Ma.
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Abstract

Objective: to identify the features of the individual composer’s interpretation of the quartet genre in the work
of the outstanding Chinese composer Zhao Yuen Zhen on the example of his program work “The Martyr’s Diary”

Methods: comparisons, generalizations, systemic, as well as musicological method of genre-style analysis and
musical-historical approach.

Results: based on the analysis of Zhao Yuen Zhen’s work, the features of the individual composer’s interpretation
of the quartet genre in interaction with the national stylistic foundations of Chinese musical art are determined. The
stylistic specificity of this composition is due to the free interpretation of the stable typological features of the quartet
genre and the influence of the traditions of program music, indicative of both European musical art and the national
traditions of Chinese music. In general, the composer adheres to the genre model of the quartet in his work, however,
the peculiarities of its implementation are determined by the program concept of the composition, in connection
with which the preponderance of the slow part of the cycle and the leveling of the semantic function of the finale are
obvious. The national specificity of Zhao Yuen Zhen’s work is due to the use of harmonic specifics of Chinese folk
music and the genre origins of musical themes.

Scientific novelty: the article analyzes for the first time the work of Zhao Yuen Zhen as an example of the quartet
genre in Chinese music; musicological development of the genre and style specifics of the chamber ensemble works
of Chinese composers of the 20th century, which is a little-studied area of Chinese musical art, has been carried out.
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TBOPYECKAS UHTEPMPETALUSA TPEX OBbEKTOB — CTUJIEN
B NPOU3BEAEHUAN «OBbEKTbI» B.XAHOAMAHA

AHHOTaNMS

IJeav cmamvu — BBIIBUTD M PAaCKPHITD HCIIOAb3yeMble KOMIIO3UTOPOM CPEACTBA, HAlIPaBACHHbIE Ha BOIIAOIeHHe

3aMbICAA M PACKPBITh KOMIIO3HUIIOHHO-CMBICAOBO ACIIeKT IpousBepeHust « OO beKThI» MOAOAOTO KOMIIO3UTOPA

Vs6exucrana B. XanpaMsana.

Memodvt: mpuMeHeHbI TEOPETUKO-aHAAUTHIECKUI U CPAaBHUTEABHO-THUIIOAOTHYECKHUI METOABI H3y4eHHUs IIPO-

OAEMBL.

Pesysvmamot uccaedo6anus: B Iporiecce aHAAUTHIECKOH PabOTHI BRISIBAEHBI OCOOEHHOCTH TeMaTH3Ma U 06-

YCAOBA€HHbIE UM IIPUHIUIIbI GaKTyPHOI OpraHu3anu, opMooOpasoBaHUs i GOPMbI COUHMHEHHS B LIEAOM.

Hayunas noeu3na: B AAHHOM IIPOU3BEACHUH, AHAAH3HUPYEMbIM BIIEpPBbIE, PACKPBIBAETCSI CBOEOOPA3HbIi, HHAH-

BHUAYAABHBIN IIOAXOA KOMITIO3UTOPA, 3aTPAarUBaOIUM PAa3AMYHbIE CTOPOHBI IIPOU3BEACHHS.

Hpaxmuuecxoe npumererue: TCOpETUICCKNE 1 IPAKTUICCKNE BPIBOADI, IIOAYYE€HHbIE B PE€3YAPTATDI AaHAAN3AQ,

MOT'YT OBITb HCIIOAB30BAHBI B KaUeCTBE AOIIOAHHTEABHOTO MATEPHAAA B y4eOHbIX Kypcax «[Toanponun>, « AHaam3a

My3bIKAABHBIX IPOM3BeAeHUI >, « CoBpemenHass popma> B My3bIKaAbHBIX BY3ax.

Karouesbie caoBa: ¢pakTypa, opMa, OCTHHATHO-BAPUAHTHbIE IPUHIUIIBIL, HIOANPOHUIECKHE IIPHUHIIHIIbI, KOMIIO-

SUIJMOHHbIE IIPUHITUIIBL, 0OBEKTHI.

Aast nurupoBanus: boitcunosa M. @. Teopueckas Murepnperanus Tpéx O6pexros — Cruaeir 8 IIponssesenun
«O6wpexTsr> B. Xanpamsna // European Journal of Arts, 2022, Ne1. — C. 11-15. DOI: https://doi.org/10.29013/

EJA-22-1-11-15

BBeaeHne

TBOp4YeCTBO COBpPEMEHHBIX KOMIIO3UTOPOB Y30e-
KHCTaHa IIPEACTABA€HO MHOXXECTBOM HPOI/IBBeAeHl/Iﬁ,
PA3AMYHBIX 110 >KaHpaM, pOopMaM, TEMATU3MY, TEXHHKAM
II1McCbMa. CpeAI/I HHUX OAHHMM N3 MHTEPECHBIX U HeO6bI‘I-
HBIX ITO 3aMbICAY Y1 COACPIKAHHIO SIBASIETCA IIPOU3BEACHUE
«O6pexTpI» MOAOAOTO KOMIIO3uTOpa Buxropa Xanaa-
MmsHa. [Tpu mepBoMm e B3rasipe Ha AAHHOE COYMHEHUe
033AAYMBAET CAMO Ha3BaHHUe, BHI3BIBAIOIee BCIKOTO POAA
AOMBICABI, TPeACTaBAeHMA. XapaKTep My3bIKH, MaTepu-
aA, CII0COOBI ero MOAAYH ACCOLUUPYIOTCS B BOCIIPUSITUN
C KaKMMH-TO HEMaT€pHaAbHbIMH, HE3EMHbIMH, KOCMHYE-
CKHMH <ITUBUAN3AITUSIMHU >>. XoTeAaoch 6I>I OTMETHUTD, YTO
HAEH 0 KOCMOCE, TAPAAAEABHBIX MUPAX, O 00KeCTBEHHOM

Ha4aAe UCIIOKOH BEKOB OYAOPKHAM CO3HAHNUE YeAOBEYe-
cTBa. Paccy’>XAeHUS O HUX BEAUCD elll€ C aHTHYHBIX Bpe-
MEH ¢puaocopamu ApesHeit ['perun. JTa TeMa aKTyaAb-
Ha U II0 CeTOAHsIIHMI AeHb. HayuHoe sxe o6ocHOBaHue
CYILIeCTBOBAHHS MTAPAAAEABHBIX MUPOB IIOSBUAOCH AUIIb
B XX Beke'.

Konnenmus cymecTBOBaHUSA APYTUX MHPOB IIOAY-
YMAQ SPKOE OTPa’KeHHe U B UCKYCCTBE U, B YACTHOCTH,
3apoauBerocs B XX Beke HOBOTO XXaHpa — PaHTe3U. ITO
OBIA IIEPHOA AKTUBHOM XYAOXKECTBEHHO-3CTETHIECKOMN
A€ATeAbHOCTH: TIHCATeAH U MO3Thl, KWHEMATOIpaduCThI
U CLIEHapUCThI, PUAOCOPBI U My3bIKAaHTbI, )KMBOIHCLIbI
OBIAK €AMHDI B CBOEM YCTPEMAEHHUH K TIOUCKAM HHOM pe-
AAPHOCTH.

' B 1983 roay ¢usuku Crusen Xoxusr u AxkeitMc XapTA BBITYCTHAN HaYIHYIO PaOOTY, MOCBSIEHHYI0 HOBO! TEOPUH

Bo3HuKHOBeHUs Bceaennoit. C IIOMOIIBXO KBAaHTOBOM MEXaHUKHU y4€HbI€ IIPITAAHCD O6'bHCHI/ITb, KaK MHP MOT ITIOABHUTbHCA U3

HHYero U 4To OBIAO A0 ITAQHKOBCKOI SIIOXH — CAMOTO PAHHETO 3TAIlA B €T0 PAa3BUTHU.

BO/CMHOBA M. ®. TBOPYECKAA WHTEPMPETALIMA TPEX OBbEKTOB — CTUNEI B POU3BEREHUU «OBbEKTbI» B.XAHAAMAHA

11



European Journal of Arts 2 (2022)

OcHoBHas1 YacThb

OTpaxceHue Maeit KOCMOAOTU3MA, CYIIleCTBOBAHMA ITa-
PaAAEABHBIX MHPOB, 60)KeCTBEHHOTO OBITHSI MOXKHO BCTpe-
THUTD ¥ TBOPYECTBE KOMIIO3UTOPOB Y3bekucTaHa. OAHIM
U3 HUX SIBASETCS HEOPAMHAPHOE II0 3aMbICAY M KOMIIO3H-
iy npoussepeHre «O0bexThI»> Brukropa XanpamsHa.
HenocpeacTBeHHOE BOCIIpHATHE, TPOCAYIIMBAHUE AAH-
HOTO COYMHEHHUS ITOPAXAeT HeOOBIMHOCTBIO 3BYKOBOM
arMocdeppl, OTAMYAIOIIENCSI TOHKOM HM3MeHYHBOCTBIO,
3bIOKOCTDIO MHTOHAI[IOHHBIX 9A€MEHTOB, PA3AUIUEM HX
9MOIIMOHAABHBIX HIOAHCOB, OTT€HKOB, COCTOAHMI. B T0 e
BpeMsi CAYXOM YAQBAMBAIOTCSI HEOOBIMHOCTD My3bIKAABHO-
IO MaTE€PHAAQ, eT0 CTHAUCTHIECKAsl PA3HOPOAHOCTb, CBO€-
06pasHasi paKTypHas OpPraHU3ALs, UCIIOAb30BAHUE Pa3-
HBIX TEXHHK [TMCbMA, HECTAaHAAPTHBIN HHCTPYMEHTAABHBII
coctas ((aeiiTa, yAapHbIe, BAOAOHYEAD ), HCTIOAb3yeMbIe
IITPUXHU U CIIOCOOBI 3ByKOU3BACUECHHSL.

B 6ecepe ¢ KOMITOZUTOPOM IPOSICHSIOTCSI HEKOTOPBIE
COMHEHHUS], TPEAITOAOKEHH ], BOSHUKABIINE IIPU HAYaAb-
HOM IIPOCAyIIMBaHUH. Tak, IO CAOBaM KOMIIO3UTOpA, «
...B Ka4ecTBe 00BEKTOB IIPOU3BEACHHS IIPEACTAIOT TPU
My3bIKaAbHbIX cTHASL. JTO — . C. Bax, aaemMeHTsI y36ek-
CKO¥Ml MOHOAHH, COHOPHbIE 9AeMeHTbI» . OTMEeTHM, 4TO
perpe3eHTaHTOM 6AXOBCKOTO CTHAS BBICTYIIA€T LIUTUPY-
eMasi KOMIO3UTOPOM (pa MUHOPHAs XOPaAbHAS MPEAO-
Avs baxa; HaITMOHAABHBIN CTUAD ITPEACTaBACH HA9aAbHOM
$pUrniicKoil NoneBKoH, 3By4arneil y QASHTBI, U ee ToCcAe-
AyIolllee CTAaHOBA€HHUE; HAKOHEL], CTUAEBbIM IIPOSBACHU-
€M COBPEMEHHOM My3bIKH SBASETCS aKTUBHOE HCIIOAB30-
BaHME COHOPHBIX IPUHIMIIOB. B3aumopeiicTeue, cunres
TpeX CTHAEBBIX 00eKTOB 00YCAOBAECH aBTOPCKHIM 3aMBIC-
AOM — <IIOIBITKOM TPAKTOBATh MHOTOMHMPOBYIO TEOPHUIO
CYIeCTBOBAHUS ITAPAAACABHBIX MUPOB SI3BIKOM MY3bIKH,
TO eCTb TPU 0OBEKTA U €CTb TPU YCAOBHBIX Mupa.» > Mx
B3aMMOAEHCTBUE OCYIIECTBASETCS Yepe3 MaTepHUIO 1 aH-
THUMAaTEePHIO, TA€ MaTepHUsl PaCKPBIBAETCA MOCPEACTBOM
3BYKOBOT'O BOINAOIEHHS COYMHEHMs, aHTUMATEPHS JKe
«PpeaAusyeTCsa> Yepe3 THIIUHY, BOCIPOH3BOAUMYIO I10-
CPEACTBOM IEPUOAMYECKH UCTIOAb3YEMBbIX I1ay3 pa3Ard-
HOM CTeleHH INPOTHKEHHOCTH 110 BpEMEHH.

ITo cAoBaM KOMIIO3UTOPA, B OCHOBE 3TOTO IIPOHU3Be-
AEHHS A©XKUT TeOPHUsl KBAHTOBOM MEXaHUKH, IIPEAIIOAA-
raiomfasi CyIljeCTBOBAaHUE <ITaPAAAEABHBIX BCEACHHDIX>.
TeopeTuyecku CymecTBYIOT ITapaAA€AbHbIE MUPBI U TPH

' V13 AnaHO¥ GeceAbl C KOMIIO3BHTOPOM.
> Tam xe.
* Tam xe.
* Tam xe.
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00'beKTa IIPOU3BEACHHS], [I0 CAOBAM KOMIIO3UTOPA, H €CTh
TPU YCAOBHBIX MUPA. DTH 00BEKTBI B3AHMOAEHCTBYIOT
depe3 MaTEPHUIO H AHTUMATEPHIO>>.

Mcnoab3oBaHMe IIUTAThl OPTAaHHOM XOPAABHOIM ITpe-
aropun M. C. Baxa ¢pa MUHOp Taroke He CAyJarHO. « AAs
MeHs,— KaK PaCCKa3bIBaeT CaM aBTOP IIPOU3BEAEHHS, ITO
ITMTaTa HalIOAHEHA ABYMs CMBICAAMHU: BO-TIEPBBIX,— 3TO
CMBICA, TPHOOPETEHHbII IIPH IIPOCMOTPE XYAOXKECTBEH-
Horo ¢uapma «Conspuc» (smu3op B PpuHaAe, KOTAQ
3BYYHT 9Ta TeMa M KaMepa OIlepaTopa YAAASIeTCs BBBICH,
PacKphIBas AOXKHYIO, MHUMYIO KAPTHHY AMAAOTa FePOeB —
FAAIO3HIO, IPOELMPOBAHHYIO IIAQHETOl1) DTO O3HAYaeT,
YTO MHP Cell HAAIO30PEH B CHAY HEKHX OCOOEHHOCTEeN
4eAOBeYeCKOM IIPUPOAbL BTOpoit cMbICA IUTAThI CBSI3aH
C MOAUTBOM, BHITEKAIOIEH U3 TeKCTa XOPAAPHOM IIPEAXO-
anm: <K Te6e BasiBato, [ocriopu HMucyce Xpucre. ITpo-
1Ty, YCABIIIb MOU MOABOBL. Aapyit MHe 6aaropars TBoro.
He aait mae mactp Ayxom. Mcrunnoi Bepsl, I'ocroay,
Moao. Aapyit MHe, [OCIIOAM, HCTHHHOM Bepbl, YTOODI
s1 kA AAst Te6st, momoraa 6ArDKHEMY, 1 Hec cA0BO TBoe.»
MoanTBa HarrpaBAeHa K UCTOYHUKY, CBeTy, B IIbece Iju-
TaTa XOPAABHOI IIPEAIOAMN CHMBOAUSHPYeT ObpalieHue
K VICTOYHHKY BCero MUpOBOTO AeficTBa> *.

AaAee KOMITO3UTOP TOBOPHUT, «4TO KBAHTOBAsI MeXa-
HUKA HCTIOAB3YeTCS IIOTOMY, 4TO OHA OTpakaeT pyHAAMeH-
TaAbHbIE CBOMCTBA TOTO, U3 Yero COTKAH MHP. DTO — Ay-
AABHOCTD 4eAOBEYeCKON IPUPOABI (My>KYMHA — KEHIUHA),
aTudeckux HOpM. (A06po-340), Vb — STH U T.A.

Bce BpIckazaHHbBIE MBICAM U NOSICHEHHS KOMIIO3U-
TOPA, A TAaK’Ke HAIIK COOCTBEHHBIE, IIPEABAPHTEAbHBIE
BII€YATAEHMSI, HAOAIOAEHISI HAIIPABAEHBI HA TO, YTOODI
B IIpoOIlecce IOCAGAOBATEABHOTO AHAAU3A OOHAPYKUTD
U BCKPBITD pa3Hble CTOPOHbI AAHHOTO OITyCa, CBA3aHHbIE
C IpeTBOpeHHeM TBOPYECKOTO 3aMbICAA KOMITO3UTOPA.
C aT0i1 11eAbIO BOXKHO YIUTBIBATb CBOMCTBA CAMOT'O My3bl-
KaAbHOTO MaTepPHaAa M COOTBETCTBYIONIKX €T0 IIPUPOAL
IPUHITUIIOB CTAHOBAGHUS — HHTOHAIIMOHHOTO, METPO-
PUTMHYECKOro, GaKTyPHOTO, CTPYKTYPHO-KOMITO3HIU-
OHHOT0, AMHAMUY€CKOT'O U T.A,.

C KOMITO3MIMOHHOM TOYKH 3peHHs IPOU3BeACHHE
YCAOBHO MOXXHO Pa3AeAUTD Ha TpH pasaeaa. [Ipomoprmo-
HaAbHbIe 110 MacmrTabam (1-it 1. 1-50;2-i1 TT.51-100;3-i
1. 101-144), OHM OTAMMAIOTCS IO CTPYKTYPe, QYHKIIH-
SIM ¥ COOTBETCTBYIOIIMM UM MPUHIIUAIIAM Pa3BUTHAL.

BO/CMHOBA M. ©. TBOPYECKAA UHTEPNPETALIUA TPEX OGbEKTOB — CTU/EN B NPOU3BEAEHUN «OBbEKTbI» B.XAHAAMAHA
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Kak roBopuaoch paHee, B OCHOBe IIPOM3BEACHHUS
A€XAT TPU «00BEKTa>» — TPU CTHUAS: HAIIMOHAABHBIH,
0axXOBCKUII, COBpEMEHHBDII, KAKABII U3 KOTOPBIX, pe-
IPe3eHTHPYSACh B COOTBETCTBYIOIIEM 3ByKOBOM U dak-
TYPHOM BOIIAOIEHUH, Pa3BUBAETCS II0 COOCTBEHHBIM
«3akoHaM>. CpeAr Ha3BaHHBIX CTHAEH IepBOCTeIeH-
Hasl POAb OTBOAHMTCS HAIIMOHAABHOMY «00DbeKTy>. Ero
<IIPEeACTAaBUTEAEM> SBASETCSI OAHOTOAOCHAs, OAHO-
TaKTOBasl, 3By4amas BO QPUIHICKOM AaAy, TOIEBKa.
CocTosmas ux AByX MUKPOMOTHBOB (Cy6MOTHBOB) —
(BBIAEPIKAHHBII 3BYK Asl + TPUOAbHAS HUCXOASIAS I10-
IIeBKa), OHA OTAWYAETCS TOHKUM, IIPOHMKHOBEHHDBIM
XapaKTepoM, B KOTOPOM UyBCTBYIOTCSI Pa3AUYHbIE 00-
Pa3HO-CMBICAOBbIE OTTEHKHU — COMHEHHUS, IIeYaAH, TO-
cKH, 6e3bICXOAHOCTH, HOCTaAbruu. Ha Ham B3rasia, ata
TeMa-ToIeBKa, HOBTOPSIONIASACS Ha NPOTXKEHUU BCeH
IIbeCBI, ACCOI[UUPYETCs B KAKOU-TO CTeIIeHH C 06pasoM
Xapu —Bo3a06AeHHHON KeABHHA — rAaBHOTO repost
¢uabma A. Taprosckoro «Coasipuc> .

IToBTOpSsisich Ha MPOTSDKEHUU TPOU3BeAeHHS 15 pa3 —
B OCHOBHOM U TPaHCPOPMUPOBAHHOM BUAE, AAHHAS TEMA
MIOABEPIraeTCsl Pa3AUYHBIM CII0COOAM BapbHPOBAHUS —
MeTPO-PUTMHYECKHM, AAAOMHTOHALMOHHBIM, TOAHO-
HUYEeCKHM, CTPYKTYPHbIM, a TakXKe CII0cobaM 3ByKOU3-
BAEYEHHS U IITPUXOBOM TeXHUKH.

IlepBasi 9acTh — 3KCIO3UITHOHHDINA PA3AEA TPOU3-
BEAEHM], HAYMHAETCs C MpoBeAeHMs TeMbl. kl3aarasach
y $ASHTBI C AMHAMUKOMN ppp < mp, OHA 3ByYUT OAHO-
FOAOCHO Ha (OHe Iay3MpOBaHMS OCTAAbBHBIX TOAOCOB.
Takoe u3AOKeHUE II03BOASIET B MAKCUMAAbHOM CTEIIEHH
YCABIIIATh BCE HIOAHCHI, TOHKOCTHU XapakTepa. Bcaep 3a
TEMO¥ — BO 2-M TaKTe BCTYIIaeT Ha ff TOHI ¢ KOHTUHY-
AABHO IPOTSHYTHIM 3BYKOM, BABOE IPEBBIIIAIIUM 110
Bpemenu (10/8) TeMy, MOCAe KOTOPOTO CAeAyeT maysa
(3/8) — kak BONAOLIEHWe TUIIMHDI, OUIyLjeHHUs IIPO-
CTpaHCTBa. AaAee TeMa ABOXKABI IIOBTOPSETCS — B PUTMH-
9eCKU BAPbUPOBAHHOM M OCHOBHOM BHUAE, TIepeMeXasich
C IPOTSAHYTHIM 3BYKOM I'OHI'a U ITOCAEAYIOIIEN 33 HUM
may30#. Tako# THUII U3A0XKEHHS, AOTIOAHSIEMBIH ellje U Me-
TpudecKoi nepemeHHocTso — 5/8,10/8, 3/8 — xax 6b1
OTpPaXkaeT CyTb AyaAbHOCTH MHpa — MaTepuio(IIoneBKa)
Y aHTHMATEPUIO — IPOCTPAHCTBO, TUIIHHY.

Bropoii pasaea I yacTi mpopoOAKaeT AMHUIO Pa3BH-
THsI, CBSI3AHHYIO CO BTOPBIM OOBEKTOM — COBpPeMEeHHOI
My3bIKOi1. B HEM cymiecTBeHHOe 3HaYeHHe IIpHoOpera-
eT paKTypHO-TeMOPOBBIl TEMATHIECKUI MaTepHAA,
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BBIIIOAHSIOIIUIT BHIPA3HUTEABHYIO B $OPMOOOPa3YIOIIyI0
POAb. \Be AUHUHU — yAapHBIe (TOHT U BOASHO! TOHT ) U BH-
OAOHYEAb 00pa3yroT KOHCTPYKTHUBHBIH IIAACT, Ha PpOHe
KOTOPOTO B BEpXHEM IOAOCE, IIPOAOAXKAS MEAOAHIECKYIO
AVHUIO, Ha uHTOHAIMAX lamento, 3Byunt paeiita. OT™me-
THM, YTO 3A€Ch, KaK M B CBA3KE, KOMIIO3UTOP MCIIOAB3YeT
NPUHIMIT apUPMETUIECKOHN PErPeCcCcru, AOCTHUIas U3Me-
HEeHUs IPOTHKEHHOCTH TaKTOB.

Bropas yacTh nponsBeAeHHs OXBaTbIBaeT TT. 51—
100. OT™eTHM, 9TO, BHIITOAHSS B IOAHOM Mepe pa3BUBalo-
IIYI0 GYHKIIMIO ¥ BKAIOYAs [IEHTPAAbHYIO KyAbMHHAIIHIO
IPOU3BEACHHS, AAHHAS YaCTh OTAMYAETCS HHTEHCUBHBIM
Pa3BUTHEM, 3aTPArMBaONIMM pa3Hble CTOPOHbI GpOPMBL
OTO NPOSABASIETCS B TOM, YTO, BO-TIEPBBIX, MTOSBASIOTCS
HOBbI€ BAPUAHTBI T€MbI; BO-BTOPBIX, CYI[€CTBEHHO YC-
AOXHSIIOTCSI 1 OOHOBASIIOTCSI ITAPTHH YAAPHBIX H BHOAOH-
YeAH; B-TPETbHX, B IAPTHH BUOAOHYEAH BIIepPBbIe IOSB-
ASIeTCSl HOBasl TeMa, 3aMMCTBOBaHHAsI KOMIIO3UTOPOM M3
xopaapHO# nmpeatopun M. C. baxa; B-ueTBepThIX, AaeTcst
CHHTEe3 BCeX 3ByYaBIIMX PaHee, a TaKKe HOBBIX dAEMEH-
TOB; HAKOHeI], B CHHTe3HPYIOIleM eAHHCTBE 00beAHs-
IOTCSI BCE CTHAMCTHYECKHE «O0BEKThI> [IPOH3BEACHHS.

C 100 rakra HaunmHaeTcst TpeThbs 9acTh NpoOU3-
BeAeHHs. B Hell BHOBb Ha mp BO3BpalaeTcs OCHOBHAS
IIOTIEeBKA-3€PHO, C HACTYIAEHHEM KOTOPOM HaYMHaeTCs
3epKaAbHas penpusa.B Hauase e€ Ha ppp B KOHTpanyH-
KTHPYIOLIeM IIPOBEACHHH 3BY4aT TeMa XOpaAa (BHOAOH-
9eAb) U 4-it BapuanT (B 06paljeHnH) TeMbl-3epHa C I10-
CACAYIOIIUM MPHUCOEAMHEHHEM K HUM 1-ro aaemeHTa
TeMbl. DTIM30AMYeCKH, PAa3PO3HEHHO 3By4Yaljue dIAeMeH-
THI TEMbl, PUTMHYECKHX CETMEHTOB (KBaHT-MOTHBOB),
KOHTDAITyHKTHYECKHX s9eeK (COHOP-MOTHBOB), AMH-
HYHUpYyOIlas TPOMKOCTHAsl AMHAMUKA 3By4YaHUs, YacTOe
IpepbiBaeMoe TAyOOKUMH 11e3yPaMU U AAUTEABHBIM I1a-
Y3UPOBAaHUEM ABIDKEHHE B KaKOM-TO Mepe HapylIalT
NpPOIeCCYaAbHOE BOCIIPHATHE BpeMeHH, G OPMbI, TOPOK-
Aas OIIyleHHe He3aKOHYEHHOCTH, He3aBEePIIeHHOCTH.
B aMo1MOHaABHO-06Pa3HOM IAAHE BO3HHMKAET OIJyIlile-
HH€ IPU3PAYHOCTH, HEU3BEAAHHOCTH, TAMHCTBEHHOCTH,
3BIOKOCTH, HAAIO30PHOCTH, aHTHMaTepuu. HecMoTps Ha
PaBEHCTBO BHEIIHUX Iponopuuit 2-i 1 3-i yacre, mo-
CA€AHSS M3 HUX B KOMIIO3UIIMOHHO-APAMaTyprudecKoM
IIAQHE He BOCHPMHUMAETCs KaK IOAHOIIPaBHas perpus3a,
a CKOpee acCOLUMPYeTCs C peMUHHCIIMPYIOLIeH, yracaro-
el PeIPU30H-KOAOH, 9TO BIIOAHE COTAACYeTCS C XYAO-
JKE€CTBEHHBIM 3aMBICAOM KOMIIO3UTOpA.

! Tapxosckuit A. [Toscruenus k uabmy «Coaspuc> (BbiCTymAeHHe niepep 3puteAsmu; Bocrounsrit Bepann, Mapr 1973 1.)
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BriBopbI

IToABOASI HTOTH, XOTEAOCDH ObI BHICKA3aTh CBOH BITe-
9aTAEHMA OT IIPOCAYIIAHHOTO M aHAAUTUYECKH HCCACAO-
BAHHOTO MaTepHaAa npousBepeHns «O6bekTs»> Buk-
Topa XaHAAMsIHa.

BeccnopHo, B npousseaenun B. XanpamsaHa Henpa-
BOMEpHO FOBOPHUTH O HAAMYHH KAKOH-A160 KOHKPEeTHO
mporpaMmHoOCTU. BMmecTe ¢ Tem, mpepcTaBasercs, 4To
B 00pa3sHO-CMBICAOBOI, APaMaTypPrudecKoi KOHIIEIIIUH
IIPOU3BEAEHHMS BCE-TAKH OIYIAeTCsl, POCAKHMBACTCS
HeKasl CBA3b C PeXXHMCCEPCKOM HHTepIpeTaluel aBTopa
¢uabma «Coasipuc>.

HecMoTpst Ha OTHOCHUTEABHO HEOOABIIHE MACIITAOBI
npoussepeHns « OObeKThI>»>, OHO HMeeT rAyOOKHit GPHAO-
codckuit cMpicA CAOKHOCTD M MHOTOIIAQHOBOCTD HAEH
IPOHM3BEAEHHS KOMITO3UTOPA 00YCAOBUAU U HEOPAMHAP-
HO€, HeTPAAULIMOHHOE pelleHre GpOpPMbI AAHHOTO OITyca.

B xauecTBe OCHOBHOIO, TAaBHOTO — CMBICAOBOTO
U KOHCTPYKTHBHOI'O dA€MEHTa ITPOM3BEACHHs, BBICTY-
IaeT OCTHHATHAasi MUKpOTeMa —moneBKa. Isaarasce
B HayaAe, MHOTOKPAaTHO IpeTepreBas PasAUYHble MeTa-
MOp}O3bl Ha MPOTKEHUH ITPOU3BEACHHs, pPerpe3eH-
TUPYSCh B Pa3HOM BPEMEHHOM H3AOXKEHUH — IIOAPSIA
APYT 3a APyTOM A0 AUCKPETHO, HaKOHeIl, 3aBepIIast
€ro, AAHHasl TeMa BOCIPHHHUMAETCS KaK HallOMUHAHUE
0 MeYTaX, )XeAaHHsX, cTpaxax. EcrecTBeHHO, 4TO Takoro
POAQ «<COAEpXKAHHUE>» IPEAOIIPEACANAO HCIIOAb30BAHHUE
OCTHHATHO-BapHAHTHOM (pOPMBDI B KaueCTBe BeAyIle.
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Bropoii maaH ¢pOpMbI — TPeX4aCTHOCTD, CIOCOOCTByeT
IIeAOCTHOCTH, OTHOCUTEAbHOM 3aKOHYEHHOCTH, U SBASICT-
cs1 opraHusyomuM GakTopoM npoussepeHus. Haxoner,
Hallle BHMaHKe 0CO00 IPUBAEKAU IIPHHIHIIBI Pa3BEPThI-
BaHWsI, CBOFICTBEHHbIE Y30eKCKOi MOHOAUHU. Bo-1epBhIx,
3TO IPe0bAAAAIOIITASI MOHOMHTOHAIIMOHHOCTS B IIpOLjecce
CTaHOBA€HHS GpOPMBI; BO-BTOPBIX, OTIOPA Ha OCTUHATHO-
BapHaHTHbIE IPHHITUIIbI PAa3BUTHUS My3bIKAABHOTO MarTe-
PHaAQ; B-TPETHUX, HCIIOAb30BAHHE OCTHHATHBIX PUTMH-
yecknx GOpMyA — yCyAeH; HakoHell, $pa30BbIi IPUHITHIL
CTAaHOBAEHHs], ACCOITMUPYIONIUICS B OIIPEACAEHHOH CTe-
neHy c aranamu (AQpoMaa, MUEHXAT, ayak, PypoBapa),
XapaKTepH3YIOIIMH CTAHOBAGHHE BOKAABHBIX PAa3AEAOB
MakoMoB. Bmecre ¢ TeM, KOMIO3UTOPOM aKTHBHO MC-
TIOAB3YIOTCSl Pa3AMYHbIE COBPEMEHHbIe TeXHUKH IHChMA,
HaIpaBACHHbIE HA PACKPBITHE, C OAHOI CTOPOHBI, HEOObIU-
HbIX, OOraThIX 3BYKOBBIX 9P PEKTOB, C APYTOi,— COCOO-
CTBYIOIIVX 60OAee TAYOOKOMY M TOHKOMY BOIIAOILEHHIO
COAEPKATEABHO-CMBICAOBBIX ITPOIIECCOB IIPOU3BEACHHA.

ITocaepoBaTeABHBIH, U C GOABIINM HHTEPECOM IIPO-
AEAQHHBII aHAAU3 Tpou3BeAeHnst « O0bpekToI>»> BukTopa
XaHAAMSIHA, AAeT OCHOBAaHME CAEAATDb BBIBOA O TOM, YTO
KOMITO3UTOP AASL PACKPBITHSI HEOOBIYHOTO IO 3AMBICAY
IPOU3BEACHHUS CyMeA HalTH COOTBETCTBYIONIMII TeMa-
TH3M, PaKTypHOE pelleHue, a TAABHO — OPUTUHAABHYIO,
AACKBATHYIO eMy KOMIIO3HIIUIO, B KOTOPOM B OpraHuye-
CKOM €AMHCTBEe CHHTE3UPYIOTCS IPUHIIMIIbI OCTHHATHO-
BapHAaHTHOM, TPeX4aCTHON 1 MOHOAMMHOM GOpM.
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CREATIVE INTERPRETATION OF THREE OBJECTS-STYLES
IN VICTOR KHANDAMYAN’S WORK “OBJECTS”

Abstract

Purpose: of the article is to identify and reveal the means used by the composer aimed at embodying the idea and
reveal the compositional and semantic aspect of the work “Objects” by the young composer of Uzbekistan V. Khan-
damyan.

Methods: applied theoretical-analytical and comparative-typological methods of studying the problem.

Results: in the process of analytical work, the features of thematism and the principles of textural organization,
shaping and the form of the composition as a whole are revealed.

Novelty: this work, analyzed for the first time, reveals the original, individual approach of the composer, aftecting
various aspects of the work.

Practical implementation: theoretical and practical conclusions obtained as a result of the analysis can be used
as additional material in the training courses “Polyphony”, “Analysis of musical works”, “Modern form” in music
universities.

Keywords: texture, form, ostinato-variant principles, polyphonic principles, compositional principles, objects.
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POLYPHONIC CYCLES “PRELUDE AND FUGE”
IN UZBEK COMPOSER’S WORKS

Abstract

Purpose: to give a brief description of the polyphonic cycle “Prelude — Fugue” in the composer’s work of Uzbeki-
stan. Based on a comparison of the cycles of different composers, to identify and justify the innovative interpretation

of this genre in the cycles of T. Kurbanov.

Methods: comparative, theoretical-analytical, generalization.
Results: The analysis of the cycles “Prelude-fugue” by different authors made it possible to establish common
(typological) and various principles in the interpretation of the genre, and to single out the cycles of T. Kurbanov as

the most innovative type.

Scientific novelty: in this article, for the first time, on the basis of shown methods, an original, individually creative
interpretation of the old polyphonic cycle by the Uzbek composer T. Kurbanov was identified and substantiated.

Practical significance: the theoretical and analytical materials contained in the article can be used in scientific
and pedagogical practice in musical and theoretical courses of music universities.

Keywords: form, polyphonic cycle, form formation, texture, composition, dramaturgy, monody, principles of

thought, thematism.

For citation: F. Sh. Mukhtarov. Polyphonic Cycles “Prelude And Fuge” In Uzbek Composer’s Works // European
Journal of Arts, 2022, Ne1. — C. 16-18. DOI: https://doi.org/10.29013/EJA-22-1-16-18

Introduction

One of the important and complex tasks of theoreti-
cal musicology at the present stage is the study of the
work of contemporary composers. The complexity is
manifested in the fact that the music of the second half
of the 20th and early 2 1st centuries is distinguished by a
variety of trends, styles, composition techniques, genres
and forms. Unlike previous epochs, various composition
techniques acquire a special status in contemporary com-
poser’s work. Moreover, the technique becomes individ-
ual not only for a particular author’s style, but also for a
single work [8; 9]. Composers boldly experiment in their
opuses, and practically all parameters of music become
the sphere of experiments — sound, sound production,
timbre, rhythm, texture, pitch organization, dynamics,
loudness, etc., which undoubtedly affects the composi-
tion of the work as a whole. In other words, one may say
that for each specific work, depending on the task, their
own, individual “rules” of composition are chosen [4; 6].

The Main part

Under the influence of modern trends, previously
established musical forms and genres are modified, re-
thought and significantly updated. While retaining typi-
cal features, they undergo changes, sometimes significant
transformations. New genres and forms appear, based on
modern composition techniques and distinguished by
their individuality in the sphere of content, thematism,
means of expression, texture, and forms [8; 9].

These settings are updated for a variety of reasons.
It seems that the creative mindset of the composers, the
composition techniques they use, the choice of thematism,
which in modern music are brought to the fore by rhythm,
timbre, and texture, seem to be of great importance here.
In turn, thematism largely determines the principles of de-
velopment and organization of the form as a whole.

As a characteristic trend in the organization of mod-
ern composition, one should, in our opinion, name the
interaction of different, sometimes opposite in nature,
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principles of thinking and, accordingly, forms. Another
important reason for the transformation and renewal of
genres and forms was the close, analytical attention of the
authors to the national heritage, its origins. The modern
stage is characterized by a deeper, more comprehensive
approach of Uzbek composers to their own heritage,
from which they take not only individual techniques, in-
tonational basis, instrumentation. It can be said without
exaggeration that the compositional opuses reflect the
features, the specific features of national thought. This
manifests itself at the content-semantic, thematic and
compositional-dramatic levels in general [4].

All this causes the need for understanding, deep
analysis and lighting of ongoing processes. Moreover,
it requires finding the development of new methods of
analysis corresponding to each specific opus. Without
claiming to disclose all the identified trends in modern
music, let us dwell on one of the genres — the microcycle
“Prelude-Fugue”. Having reached the top in the work of
J.S. Bach, this genre becomes one of the most important
and interesting phenomena of the musical art of the Ba-
roque [1]. In subsequent eras, either moving to the fore
as anindependent work, or “going into the shadows”, this
genre continues to exist, making certain changes, updat-
ing in different ways.

In the second half of the twentieth century, a kind
of “renaissance” of the genre begins, evidence of which
is the creation of many polyphonic cycles. These are “24
Preludes and Fugues” by D. Shostakovich, R. Shchedrin,
I. Elcheva, K. Sorokin, S. Slonimsky, “Recitatives and
Fugues” by A. Khachaturian, “Ludustonalis” by P. Hin-
demith and others [S].

In the 70s of the last century, works of this genre ap-
peared in Uzbekistan. Among them are “24 Preludes and
Fugues” by G. Muschel, Preludes and Fugues by V. Sa-
parov, F. Yanov-Yanovsky, Kh. Rakhimov, T. Kurbanow.
Being different in thematism, design, relying on the tra-
ditions of Bach, as well as Western European and Rus-
sian composers, the composers of Uzbekistan bring their
vision, understanding to the interpretation of the genre,
primarily due to the desire to translate specific national
features through thematism, principles of development,
correlation parts [4].

In our opinion, T. Kurbanov introduced the “new
word” to the interpretation of the microcycle to the
greatest extent. Three cycles created by him for various
types of the orchestra — “Wedding” prelude and fugue,
Prelude and fugue dedicated to the memory of Abu Ali
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ibn Sino, Prelude and fugue “Pages of History” demon-
strate a new, extraordinary approach to the interpretation
of the cycle.

The first thing that attracts attention is the presence
of plot programming, which is a kind of “guide to action’,
predetermines musical “events’, that is, the choice of the-
matism, instrumentation, texture, principles of develop-
ment, composition of the parts and the cycle as a whole.
This gives the basis for the possibility of introducing into
the classification proposed by us (contrast, contrast-
composite, through cycles) another type — program [2].

Our analysis of T. Kurbanov’s cycles allows us to
come to the conclusion about the innovative interpreta-
tion of the polyphonic cycle “Prelude-fugue”.

What are these innovations? Let’s try to present them
in sequence from a general, conceptual level to particular
manifestations: — very detailed, not typical of the tradi-
tional cycle, scales;

— very detailed, not characteristic of the traditional
cycle, scales;

— program design and a unified dramatic logic of
deployment from the initial bars of the prelude to the
final bars of the fugue;

— theinteraction of different, sometimes opposite in
nature, types of thoughts — monodic, polyphonic, sonata-
symphonic;

— the presence of synthetic forms, both at the lev-
el of each part, and at the level of the cycle as a whole:
fugue-sonata; ostinato — fugue; ostinato-fugue-variant;
cyclically-variant-fuged [4].

Let us emphasize that with any combination and
interaction of forms, monodyic principles of formation
often act as fundamental ones;

— the crescendo logic of the process of unfolding
the form to the climax, highlighting the climax by spe-
cial means, and after it a fairly rapid diminutive decline,
ending with a brief reprise. We note that the phase logic
of compositional formation, which is characteristic of
monodyc samples, is clearly traced here; [7]

— combining in contrapuntal sounding at the end
of the cycle of all the previous material, which indicates
the presence of a contrapuntal reprise or reprise-code;

— openness, openness of forms;

— wide use of timbre-rhythmic and texture-rhyth-
mic thematism;

— the huge role of rhythm as one of the main expres-
sive and formative means; the use of the richest poly-
rhythmic textural layers;
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— the leading value (besides polyphonic) of the
principles of variation and ostinato;

— the use of modern harmonic and textural means:
polytonality, cluster harmonies, modern types of poly-
phonic texture — imaginary polyphony — micropolypho-
ny, variant improvisational polyphony, quasi-polyphonic
types (classification by T. Frantova [3];

— the use of modern composition techniques —alea-
torics, sonorics;

— the use of national instruments — doira, nagora,
etc. in direct form or imitation of the sound of Uzbek folk
instruments (karnai, surnai) by means of an orchestra.

Conclusion

So, consideration of the polyphonic cycles “Pre-
lude and Fugue” by Uzbek composers allows us to draw
certain conclusions. Belonged to different (G. Mushel,
F. Yanov-Yanovsky, V. Safarov, T. Kurbanov) compos-
ers, the cycles have both common and distinctive fea-
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tures. The commonality is associated with the pres-
ence of typological features of the genre — the number
of parts —2; genre basis — prelude and fugue; general
tone. In addition, they are united by reliance on a pro-
nounced, nationally characteristic thematism. The dif-
ference affects many parameters: the means of expres-
sion, the genre, the nature of the parts, the principles
of form formation, the structure of the parts and their
correlation, the organization of the cycle as a whole,
the composition techniques used, the compositional
and dramatic processes of formation.

A comparative analysis of the cycles made it possible
to single out Tulkun Kurbanov’s program cycles among
them. A consistent, comprehensive, in-depth study and
coverage of these cycles and the conclusions drawn on its
basis give reason to assert that these cycles demonstrate
a new approach, an innovative interpretation of the tra-
ditional polyphonic cycle “Prelude and Fugue”
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Abstract

The purpose of the research: The purpose of the work is to identify and show the stylistic features of Nurillo Za-
kirov’s third piano sonata, to study the influence of European traditions on the composer school of Uzbekistan. The
article puts the problem of understanding and mastering the processes taking place inside the sonata genre.

Research methods: In the disclosure of the main positions of the work, theoretical analysis, musical-critical,

intonational, performing methods of research were used.

Research results: The author emphasizes that N. Zakirov is the only composer who in Central Asia artistically
took the aleatoric reception of composer writing and quite convincingly expressed it in his third sonata.

Practical application: The novelty of this work lies in the fact that for the first time the issue of the influence of
the work of Krzysztof Penderecky on the piano music of Uzbekistan is considered.
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Introduction

Uzbek composer creativity is directly related to a
number of changes that took place in the musical art of
the twentieth century. The search for new topics, ideas
and means for their embodiment led composers to cre-
ate works of genres atypical for Uzbekistan. One of these
genres was a sonata. In Uzbekistan, no more than thirty
piano sonatas and sonatinas have been created for the
entire period of development of composer creativity —
these are the works of G. Mushel, E. Salikhov, V. Saparov,
N. Zakirov, R. Vildanov, A. Khashimov, R. Abdullaey,

A. Mansurov, N. Giyasov, M. Atajanov and others. The
most active development of the sonata form began in
the second half of the twentieth century and the fact that
piano sonatas firmly entered the concert and pedagogical
repertoire of domestic pianists and teachers.

Materials and methods

A vivid confirmation of the interest in the sonata
genre is the sonatas of Nurillo Zakirov [1, 102]-five
piano sonata (1980s), sonata-improvisation for violin
and piano (1975), sonata-improvisation for cello-solo
(1991) and sonata for bassoon and piano (1991).
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Nurillo Zakirov, a composer who was immersed
in the musical culture of the West, studied it, and
then projected on his work. Zakirov’s piano sonatas
became the result of his direct acquaintance with the
crew of the Polish composer Krzysztof Penderecky,
and his third piano sonata is one of the first examples
of using aleatoric by Uzbek composers. The composi-
tion is replete with all kinds of aleatoric techniques,
presented both in independent performance and in
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combinations with melodic conduct, restrained, can-
tilena, reminiscent of Cantus firmus of ancient Grego-
rian chorales. Especially clearly the aleatoric reception
of composer writing is found in the second part of its
third sonata:

In the middle section of the second part of Zakirov’s
sonata, aleatoric in the bass voice with elements of imita-
tion two-voted in the upper register, which grew from the

previous cantilena melody:

Thus, the composer brings the style features of differ-
ent eras, composer schools. A similar technique of com-
bining aleatoric in the nature of the presentation and the
intonationally defined melodic movement significantly
dynamized and actualized the form.

iy

3

In the third sonata, an amplification occurs, the mu-
sicalization of noise, a powerful energy is transmitted
through aleatoric. The main elements — the power fac-
tor, the energy message, the energy principle — give the
theme itself tremendous power:

=
!

o
P

In the third sonata, an attempt is carried out so-
norously to hear the condensed space of sound, over-
tones. In progressive or quarter melodic moves, alea-
toric movements are included, that is, the microworld
of each sound is translated through this technique, but
with the features of identity. The main and side parties

of the sonata are akin to the parts of the instrumental
section of the Makom (Mushkilot) - Hona and Boz-
guy. The East in a generally accepted concept is calm,
measured, meditative, but the east of N. Zakirov is full
of boiling energy and activity. The third piano sonata
is full of tempo and dynamic designations, since the
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composer always pays close attention to each nuance,
fixes the transitions from one image-state to another
in notes.

It should be noted that Zakirov’s gravity to polyphony
is found not only in the process of applying modern writ-
ing techniques, but also in the reconstruction of the musi-
cal traditions of the past, both Western and Eastern. So, in

his sonatas, especially in the third, the composer often uses
the reception of a hidden two -voice, even in places where
itis not expected at all. As an example, we mention several
fragments in the first part of the work where the harmonic
“Interruptions” sound in the spirit of the “Alberty bass” on
the Austinate emphasizing of the quinta as a foundation
and smooth movement of the upper melodic line:
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Results and Discussion

Turning to the musical heritage of the Uzbek people,
Zakirov does not strive for the usual quoting of musi-
cal folklore or fragments from makomes, but generally
shows the east through imitation of the sound of Uzbek
folk instruments: mainly string-plucked -dutar, rubab
and string-percussion - chang [9, 35].

Zakirov always gravitated in his work, including in
the field of piano music, to the synthesis of different
styles of the East and West. According to the apt remark
of N. Kadyrova, “for the composer’s works, the principles
of mono-intonation and variation are typical, and this is
a property of both symphonism, especially modern and
traditional national music. Another characteristic feature
is a gravity to polystilism. This often causes the contrast
of harmonic and natural frets, a comparison of various
types of polyphony” [3, 194-195].

This sonata is very popular. The work sounded in
1986 in Alma-Ata and made the most powerful impres-
sion (out of conversations with the professor of the State
Conservatory of Uzbekistan Adiba Raufovna Sharipo-
va). In the same year, the company “Melody” recorded
arecord with piano sonatas (No. 2,4, 5) , sonata-impro-
visation:
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THE FORMATION AND DEVELOPMENT OF THE UZBEK PIANO SONATA

Abstract.

The purpose of the research: The purpose of this research is to identify the basic principles of the formation and
development of the Uzbek piano sonata.

Research methods: To solve the goal, the article uses such theoretical and empirical methods as induction, analy-
sis, synthesis, observation, comparison, conversation (interview).

Research results: In the process of scientific research, the national originality of piano sonata compositions was
revealed from the point of view of refraction of elements of traditional musical presentation in piano literature, the
causal relations of the small popularity of the sonata in composer creativity were analyzed, the influence of Western
musical trends in the field of composer’s creativity on the development of the Uzbek sonata was determined.

Practical application: The practical and theoretical significance of the results of the study consists in the complex
analysis of piano sonata created in Uzbekistan, in the disclosure of their national identity in combination with the
bold search for modern expressive means, as well as in understanding the issues of musical executive interpretation
of works, taking into account their style originality, multifaceted figurative building and an individual-personal at-

titude to the performed work.
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Introduction

The study of the genre of piano sonata is one of the
fundamental and necessary aspects of the education of
the musician. The proof of this axiom is the fact that from
the first grade of children’s music schools, sonatinas and
sonatas are included in the compulsory training pro-
gram, the performance of the sonata is required upon
admission to the conservatory and participation in vari-
ous performing competitions, and composers must com-
pose works of the sonata genre in the learning process.

In the history of modern piano literature, the So-
nata genre occupies a relatively modest place. A small
number of composers of the late XX — early XXI cen-
turies regularly addresses this genre. In Uzbekistan, no
more than thirty piano sonata (sonatina) belonging to
the pen of a small number of composers was created for
the entire period of development of composer creativ-
ity: G. Mushel, N. Zakirov, R. Vildanov, E. Salikhov,
A. Khashimov, A. Mansurov, R. Abdullaev, N. Giyasov,

M. Atadzhanov and others.The Uzbek piano sonata con-
tinued in many ways to develop the trends of the genre,
which were formed in Western, Russian and Soviet
Union music.However, domestic composers filled it with
new content. Interestingly, Uzbek composers, relying on
national traditions in art, gave music to the oriental fla-
vor. The study of piano sonata composers of Uzbekistan
was devoted to the articles of G. Gulyamova “E. Salik-
hov. Sonata for piano”, F. Muhamedova “Piano Sonatas
of Uzbek Composers in the Context of the Evolution of
the Genre in Europe” and “Questions of interpretation
of piano miniatures by contemporary composers of Uz-
bekistan”, “Traditions of Domenico Scarlatti in the works
of George Mushel on the exemple of the “Pink Sonatina”
and “To the question of the meaning of the aleatoric de-
vice of composer writing in the piano work of Nurillo
Zakirov’, a training manual for M. Gumarov’s musical
universities “Issues of the performing interpretation of
modern piano composers of Uzbekistan” and others, as

A.M.SIDIKOVA  THE FORMATION AND DEVELOPMENT OF THE UZBEK PIANO SONATA
23



European Journal of Arts 2 (2022)

well as the magistr’s dissertation of A. Sidikova “Piano
sonatas in the work of composers of Uzbekistan. Style
features and problems of interpretation”. The objectives
of the research were to analyze the half-century history
of the development of piano sonata in Uzbekistan; to re-
veal its transformations and enrichment with new ideas,
stylistic techniques, but the main thing is to prove — the
sonata has gained its unique species thanks to the merger
of national and European musical traditions, expressed in
a special manner of musical statement, inherent in tradi-
tional culture and characteristic methods of organizing
musical thought, the logic of its development during the
whole composition.

Materials and methods

In the process of studying the problem of the Uz-
bek piano sonata, materials and data were collected at
the State Conservatory of Uzbekistan, in the Union of
Composers and Bastacors of the Republic of Uzbekistan
for six months (from October 2021 to April 2022 ).Musi-
cal materials, entries from concerts, as well as interviews
with composers, pianists, musician scientists were care-
fully analyzed and presented using scientific methods
such as observation, analysis, synthesis, comparison,
conversation, musical-critical, intonation.

The research of this issue revealed that the evolution
of the genre of piano sonata turned the instrumental min-
iature into a meaningful work of a large form. For three
centuries (XVIII - XXI centuries), the figurative world of
piano sonata modified the genre, making it a concert com-
position. The term “sonata” was used in the Middle Ages,
in the era of vocal music in order to name the vocal work
accompanied by a particular instrument. Along with the
great masters — Gaydn, Mozart and Beethoven, another
composer occupies a worthy place, their contemporary
Domenico Scarlatti, whose sonatas are not only classic
samples of the genre, but also a truly valuable “school” for
the pianist both in technical terms and with the point of
view of those high artistic goals and objectives that are set
before the performer. “Virtuoso features of sonata Scar-
latti are associated with the pedagogical purpose of these
works. The author himself united the sonatas published by
him with the name “Exercizi”)” [ 1, 42]. The traditions of
Domenico Scarlatti gained their continuation in the work
of a number of domestic composers who worked on the
genre of sonata.We hear this in the sonatas of G. Mushel,
E. Salikhov, N. Zakirov, R. Vildanov, R. Abdullaev, V. Sa-
parov, M. Atadzhanov, each of which in its own way ap-
proached the interpretation of the genre and its artistic
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content. “One of the reasons for the similarity and proxim-
ity of sonatas Scarlatti and the sonata of Uzbek composers
is to reproduce the characteristic features of folk music in
their works — imitation of genre scenes, quarter structures
of the chords, italian rhythms, spanish dancing are similar
to uzbek usul, and the bold use of pianistic reception —
crossing hands” [21, 57].

A significant contribution to the development of the
sonata was made by K. Cherny, who created, along with
classic samples of the genre, sonatas for the piano en-
semble — “We are talking about twelve sonatas for piano
solo and six sonatas for piano in four hands” [12, 2]. In
the 19th century, the sonata genre continued its devel-
opment. A new variety appeared — a single romantic so-
nata, which was based on a melodic principle based on
a folk song. In music, the principle of monothematism
was used — a qualitatively new word in the interpreta-
tion of the sonata cycle. During this period, the famous
sonatas of F. Shubert, F. Mendelson, F. Shopen, R. Shu-
man, F. List, J. Brahms, E. Grig, S. Frank were created.
In the twentieth century, sonata still aroused great in-
terest among composers. G. Fore, P. Dyuka, M. Ravel,
K. Debussy, M. Reger, K. Sen-Sans, P. Hindemit, K. Shi-
manovsky, K. Penderesky enriched the sonata with new
bright images and unusual means of expression. Russian
and Soviet Union composers created with great success
in the sonata genre. The piano sonatas of A. Rubinstein,
S. Rakhmaninov, N. Metner, A. Skryabin, S. Prokofiev,
D. Shostakovich have outstanding artistic dignity.

Uzbek composers began to show interest in the so-
nata genre, in whose work he received a new round of
his development. It should be noted that until the 70s.
the piano repertoire was exclusively in the works of small
forms: plays, tokkates, preludes, nocturns.As the doctor
of art history, professor N. Yanov-Yanovskaya notes, “at-
tempts to master sonata principles are made so far only
at the Sonatina level (Sonatinas S. Babaeva, P. Khalikov,
S. Abramova, Yu. Nikolaev, B. Zeydman, A. Berlin)” [31,
346]. The somewhat slow development of this area of
creativity is explained by a number of reasons. At first,
the composers were more engaged in large genres, for
example, an opera and a symphony. In addition, sonata,
like many other genres of chamber-instrumental music -
“this is a complex intellectual genre aimed at studying
the depths of the human soul, the inner world of people”
[13, 194-195]. For several decades (80-905s), many in-
teresting opuses have been created, among which quite
known, repeatedly performed both in the country and
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beyond. These are the sonatinas of N. Zakirov, E. Salik-
hov, V. Saparov, N. Giyasov, R. Vildanov, M. Atadzhanov,
who included in the concert and pedagogical repertoire
of domestic pianists.

The music of the XX — XXI centuries is characterized
by the emergence of new directions in music and, accord-
ingly, new techniques of composer writing — aleatoric, so-
noristics, pointillism, etc.“The music of Alfred Schnitke
(1934-1998), Sofia Gubaidulina (born in 1931) or
Krzysztof Penderetsky (born in 1933) by 1990 s became
a prestigious requisite of all self-respecting festival in the
1960s.The premieres of the works of these authors are
not just premieres, but world premieres; Penderetsky’s
arrivals to Russia in 90's of simply events grew up in the
news by the first line” [2, 7-8].

Composers of Uzbekistan subtly felt the latest
trends in the development of Western music and cre-
ated on their basis their own works of different genres
and forms. The most striking influence on the music of
Uzbek composers was the work of representatives of
the Polish composer school, namely Krzysztof Pender-
etsky. “In 1977, N. Zakirov participated at the Warsaw
Autumn festival. It is after direct acquaintance with the
works of K. Penderetsky that N. Zakirov creates his piano
sonatas, a concert for the piano with the orchestra, the
Aral trio, where he widely uses aleatoric” [25, 68-71].
This technique is especially pronounced in the second
part of its third sonata. In the fourth sonata, N. Zakirov
combined the techniques inherent in aleatoric music,
the polyphonic principles of the development of musi-
cal thought and the rhythmic design of musical material
in the traditions of Uzbek music with the support of the
usul rhythm-formulas. To solve composite problems,
N. Zakirov uses a variety of style techniques. According
to M. Gumarov, “the ostinato motorik of the sixteenth
is a background here for the detection of sculptural-rib-
bon, emotionally saturated images of the sonata” [11;
12]. Turning to the musical heritage of the Uzbek people,
N. Zakirov does not strive for the usual quoting of musi-
cal folklore or fragments from the macomes, but gener-
ally shows the East through the imitation of the sound
of Uzbek folk instruments: mainly string-witch — dutar,
shirt and string-bucket — chang. The figurative world of
N. Zakirov’s sonata is saturated with bright emotional
colors. Along with the sonata and improvisational prin-
ciple of shaping, rondality, variation and variability play
a significant role, which dates back to national folklore
music and the music of European tradition. One of the
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indicative examples of this form formation is the final
of the piano sonata V. Saparov (1979), dedicated to the
memory of D.D. Shostakovich. The rondality of the fi-
nal part of the cycle is manifested in a combination of
the European model of the form of the rondo, with a
contrasting alternation of the episode and refrain, as well
as intra-theme division into two fragments, resembling
the nature of hona and bozguy in the instrumental sec-
tion of the macomes. Valery Saparov feels and conveys a
specific rhythmic pulsation, reminiscent of the game on
Doyra, with the emphasis of the strong share “boom” and
uniform “running” in the performance of the so-called
“baka-baka”. According to the fair statement of V. Kho-
lopova, “... in any other element the national “accompa-
niment” of musical speech is not revealed as clearly as
rhythmic” [15,277]. Sonata of memory of D. D. Shosta-
kovich (1979) Valery Saparov is a truly inspired com-
position inspired by memories and thoughts about the
personality of the great artist.

The laconicism of dramaturgy and the compressed
volume of parts is distinguished by the sonata E. Salik-
hov (1975). Representing a three-part cycle, with a clas-
sic sequence of parts “fast — slowly — fast”, much in the
structure of the composition is noticeably transformed.
Mostly, the influence of national traditions affected here,
namely the appeal to the old monodia form peshrav in
the first part of the essay. “Hona acts as a tonality-de-
veloped building, as a stable bozguy — contrasting with
the original, lyrical in nature the second construction”
[10, 15]. The composer was successfully used in the pre-
sentation of the theme of reception, widely used in folk
instrumental music.

Among the Uzbek sonata, it is difficult to find an es-
say with a specified program. The exception is the Sona-
ta-expromt “Storm” Akram Khashimov’s. This themes,
which was brought to the title of the work, opens up to
the performer the opportunity to interpret it in differ-
ent directions — for example, as the embodiment of the
spontaneous forces of nature, not subject to man, or as
the transfer of a spiritual storm, confusion experienced
by a person. In the work of Khashimov, the performer
faces a striking example of the indigested psychological
programminess of a conditionally symbolic subjective
nature. The original version of the author’s interpreta-
tion of the essay is given by M. Gumarov: “The main task
of the performer is to capture the continuity of the plot
line of the sonata with special force, the through action
of its dramaturgy. From the screening of the images of
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the main and side batch in the exposition, their intense
intensive development in development, the imperious-
volitional transformation in the reprise and passionate-
damn code lies the through logic of the performing ini-
tiative” [11,27].

In line with the renewal of the sonata genre and fill-
ing it with a new meaning, a Sonata in the form of Varia-
tions of Nuritdin Giyasov was written. In a large-scale,
virtuoso composition, a tendency to synthesize genres
and forms, enrichment of modern style with new origi-
nal techniques is found. The choice of the composition
genre is sonatas, but performed in the form of variations
resembles examples of similar compositions in foreign
music, in particular, the symphonic sketches of the Shu-
man R. Shuman. 24 variations Giyasov shares into the
main parts of the sonata cycle: the theme and the first
two variations are an introduction, from the third to
the tenth variation — the exposition, from the eleventh
to the nineteenth — development, from the twentieth to
twenty-third - reprise and the last twenty-fourth varia-
tion — this is code. “In this kind of binary development
of the images of the sonata, a deep national trait of mu-
sical thinking of the composer, coming from the laws
of macom thinking, the populated principles of musical
composition, is manifested. There are meditative and
active effectiveness — become the most important fac-
tors of musical drama by sonata. This type of composi-
tion led to the principle of fake dynamization of this
wave-like development, in turn entailed the expansion
of the scale of the composition” [11, 16].

The genre of piano sonatas Muhammajan Atajanov
interprets originally, creating a two-part cycle — Sonati-
na (1987), in which the first part is relatively restrained
(Moderato), and the second is an energetic and rapid
finale, a classic rondo. Atajanov represents two figurative
spheres, two moods, two characters, but not in contrast-
ing comparison, but in the form of different faces, dif-
ferent colors of a single mood embodied in the music of
the dance warehouse, stated in the size of 3/8 typical for
Uzbek dance music and in the pace Allegretto — mobile,
but not rapidly directed forward, i.e. the most organically
suitable for the dance movement. Elements of simula-
tion polyphony with roll calls moving in the canonical
course permeate the second sonata of M. Atadzhanov.
Along with this, the sonata abounds with energetic, and
in some points even expressive sections in the spirit of
tokkata-one of the favorite techniques in Uzbek com-
poser creativity, used to disclose dynamics, dance-game
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principle, perky humor. The second sonata of M. Ata-
janov has a virtuoso warehouse of presentation, musical
tissue is filled with technical difhiculties.

Discussion. The meaning and consequences of re-
search results are that:

— substantiated the relevance of the selected theme;

— the figurative world of the Uzbek piano sonata has
been revealed;

— the degree of influence of traditional and Europe-
an musical cultures on the musical language of the Uzbek
piano sonata is determined;

— the most characteristic stylistic features of the so-
nata genre were revealed.

Conclusions

The study of the piano sonata of composers of Uz-
bekistan in the perspective of the development of the
sonata genre led us to the following intermediate con-
clusions:

— sonata gained its unique look due to the appeal of
composers to the musical heritage of the Uzbek people —
on the one hand, and to modern style directions, we de-
velop in Western European music — on the other;

— piano sonata was filled with a variety of content
associated with history, culture, traditions of the Uzbek
people, with the beauty of nature;

— the piano sonata was noticeably modified, mov-
ing away from the classic sonata in the direction of the
lyrical miniature, or a concert play with the features of
the sonata Allegro.

The upcoming studies of the problem of the Uzbek
piano sonata can be carried out in the following areas:

— search for the musical material of the piano sonata
composers of Uzbekistan created over the past twenty
years;

— develop the methods necessary for the effective
study of piano sonata;

— practically continue as a pianist-scientist to get
acquainted with all subjects of the study.
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BBepenne

OAHOI1 U3 BOXKHENIINX U IePBOCTENIeHHBIX IIPOOAEM
[IPEIIOAABATEAS] My3bIKAABHBIX AMCLIUIIAVH SIBASIETCSI
BbI6OP perepryapa AASL CBOUX y4eHUKOB. B ocobenHo-
CTH 9TO KACAeTCs Kypca CIELMAAbHOTO GOPTEIUAHO,
TaK KaK 4Yallje BCEro IpH UMeIOLeMCs OTPOMHOM apce-
HaAe NePBOKAACCHBIX COYNHEHUI Pa3AUYHBIX CTHAEH
U JKQHPOB, [IEAATOTU [TOAB3YIOTCS AMIND IPUBBIYHOMN
nporpammoit. C MOMOLIBIO IPAaBUABHO ITOAOOPAHHO-
ro penepryapa IPOUCXOAUT Pa3BUTHE CIIOCOOHOCTEN
U [HMAHUCTHYECKUX HABBIKOB MOAOAOIO MY3BIKAHTA,
popMHUpOBaHUe ero My3bIKAABHOTO BKyCa U 9CTETHIe-
CKUX [IPEACTaBAEHHIL.

I'paMOTHBII1 BBIGOP IIPOrpaMMbI BO MHOTOM 3aBUCUT
OT IPOPECCHOHAABHOIO IIOAXOAQ M KOMIIETEHTHOCTH
IIeAQrora, YTO TAKXKE CIIOCOOCTBYET YCIEUIHbIM ITy OANY-
HBIM BBICTYIIACHHSIM CTYAEHTOB. BbicTymAeHue Ha crjeHe
YYAIUXCS CIUTAETCS PE3YABTATOM AOATOM KPOIIOTAMBOIM
paboTsl, MPOAEAAHHON B Kaacce ¢ Imeaarorom. Hemaayro
POAB AASI XOPOILETO BHICTYIIACHHS UIPAET IIOAXOASIIHIT
penepryap. ITpor3BeAeHUS] AOASKHBI HPABUTbCSL U HAXO-
AWTD )KHBOV OTKAUK B AyIlle My3bIKAHTA.

Takum 06pasom, mpobaema BbIGOpa perepryapa Kak
B)XHOTO (PaKTOpa BOCIIUTAHMS IINAHUCTOB BCETAQ AKTY-
AABHA, 3aCAYXKUBAET FAYOOKOTO 1 ACTAABHOTO U3YUEHHS.

ITeparoraM HEOOXOAMMO IPHUHSTH BO BHUMAHHE
cneruduyeckue 0CO6EHHOCTH AUCIUTIAMHDI CIIELJUAAD-
HOTO (OPTEIHMAHO IIPH COCTABACHUH IIPOTPAMMBI AASL
CTYAEHTOB — IIMAHKUCTOB. I109TOMY, BaXKHO IIOAPOOHO
paccMOTpeTh OCHOBHbIE ACIEKTHI B paboTe MpernosaBa-
TeAell BO u30exxaHne OmMUOOK IIpH TOADOpe penepryapa.

B Hayare HEOOXOAUMO BBISIBUTD OIITUMAABHBII yPO-
BEHb CAOXKHOCTH IPOU3BEACHUI UHAMBHAYAABHO AASI
KKAOTO cTypeHTa. OAHOM M3 CaMbIX PaCIIpOCTPAHEH-
HBIX OLIMOOK B IIEAATOTMIECKOM AESITEABHOCTH SIBASIETCS
BIIaAEHUE U3 OAHOM KPAalHOCTH B APYT'YIO: BbIOOP CAMII-
KOM AETKHMX MAY CAMIIKOM CAOXHBIX ITbeC. PaboTa Haa,
Yepecdyp TPYAHBIMH [IPOU3BEACHUSIMU YTOMASIET MOAO-
AOTO MY3bIKAHTA, B PE3YABTATe Yero 3a4aCTYI0 CACAYIOT
HEYAAYHbIe BbICTYIIACHHUS, BO3MOXKHBI [ICUXOAOTUIECKUEe
TpaBMbl. Hanboaee ONTHMaAbHBIM pelleHreM CYUTAeT-
csl MOAGOp perepryapa, IpeBBIIAIIII BOSMOXHOCTH
CTYAEHTOB HeOOABIION CTEMeHU. AAS BBICTYIIACHUI Ha
9K3aMeHaX M KOHIIePTAX JXEAATEABHO BBIOMPATh TOABKO
Te IPOM3BEACHNUSI, KOTOPbIE AOCTABASIIOT IIHAHKUCTY YAO-
BOABCTBHE, TA€ OH «TBOPUT>, & HE My4aeTcs Hap Ipe-
OAOAEHHEM OAHOTO NPeISTCTBHs 3a ApyruM. CaepoBa-
TEABHO, [IOAOOP IIPOU3BEACHHI JKEAATEABHO IIPOBOAUTD
B PaMKaX TpeX KypCOB: TEKYILIEro Kypca, Ha Kypc HIDKe
¥l Ha KyPC BbIILE.
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MarepuaAbl H METOADI

OCHOBHBI€ 32Aa4H [IEAATOTa IIPU IIOAOOPE IIPOrPaMMBIL:

1. OnpepeseHne ypoBHS Ipo¢deCcCHOHAABHOM ITOA-
FOTOBKH M My3bIKAABHBIX CIIOCOOHOCTE! CTYAEHTa, eTo
HMHTEAACKTYaAbHOIO MOTEHIIMaAd. MOXXHO IIOMPOCHUTD
Y4YEeHHUKA HCTIOAHMTD YK€ UI'PaHHbIe IIPOU3BEACHHS UAT
IIOYUTATD C AUCTA, YTOOBI IPUMEPHO IIOHSTh YPOBEHD €TI0
MIOATOTOBKH.

2. OyeHb BOKHO YMeTb IIOHATDb THUI TeMIIEPAMEHTa,
XapakTep, MHAUBHAYaAbHbIE CTPEMACHHS K CKAOHHOCTH
Y4YEHHUKA, TO €CTb BBIABUTD Ay4IlHe CBOMCTBA AUYHOCTH
My3bIKaHTa.

ITeparor AOAXKeH OBITH He TOABKO MACTEPOM CBOETO
AeAa, HO 1 00AAAATh yMEHHeM PaCIIO3HATh CBOUX ITOAO-
IIeYHbIX C ICHXOAOTHYeCKO¥ ToukH 3penus. Heobxoanmo
MOAOOPATDh KAIOY K CEPAITY KQXKAOTO y4eHHUKA, TOHSTD,
4TO €My CBOMCTBEHHO M 4Yero He xparaer. B mpomecce
3QHSATHI CO CTYAGHTAMH IIPEIIOAABATEAb HAOAIOAALT, U3-
y4aeT uX, IpoOyeT pa3AUIHbIE METOADI, IIPHEMbI BO3AEH-
CTBUSI, HHAMBHAYAABHO TTOAOUpaeT penepryap. B ymenun
HaUTHU AASL KOKAOTO CTYACHTA HAMAYYIIUMI ITYyTh U T€MII
Pa3BUTHS IIPOSIBASIETCS CYTh IIEAATOTHIECKOF pabOTBL.

CocraBasis IpOrpaMMy AASL CTYAEHTA, IIEAQTOT AOA-
JKeH YYHMThIBATh €ro0 HHTEPeC K OIPEeACACHHOM KOMIIO-
3UTOPCKOM IIKOA€, CTHAIO, XaHpY. Beibop penepryapa,
PO OYIKAQIOIIEro HHTepeC K 3aHATHIM U PA3BUBAIOIIETO
CaMOCTOATEABHOCTD MBIIIACHHS, BO MHOIOM 3aBHUCHT OT
IpO$eCCHOHAABPHOTO Pa3BUTHSL.

Crporoe ompeaeaseHue IeAAroroM CpOKOB H3-
y4eHUs] HAMEeUeHHBIX IIPOU3BEACHUI UIPaeT OOABIIYIO
poab. Bech penepTyap HEOOXOAUMO PA3AEAUTD IIO Me-
CsILJaM HAHM II0 HEAeASIM, HAYHHasl paboTy C U3ydeHHUs
6oaee cAOKHBIX counHeHHUIL. ITop00HOE pacnipepeseHme
CIIOCOOCTBYET TOMY, YTO HAa3bIBAETCS «AEPIKATh B PyKax
BCIO IPOrpaMMY>. DTO IIOAOXKHUTEAbHO BAUSET Ha Kaye-
CTBO MCIIOAHEHHS], TOCKOABKY IIPOU3BEACHUS ACTAABHO
IpOPa0aTHIBAIOTCAL.

briBaeT Tak, 4TO I0OHBIE HCITOAHUTEAN B CHAY HEXBAT-
KM 3HaHUHM MAH MY3bIKAABHOTO OIIbITA HE B COCTOSTHMH
00’BEKTUBHO OIPEACAUTD YPOBEHb CAOXKHOCTH IIPOU3BE-
AEHUH U CTHAEH B COOTHOIIEHNH CO CBOMMH BO3MOXKHO-
crsimu. [AaBHO#T 3apauelt ITeAarora siBASIeTCst IOAPOOHOe
00BsICHEeHHEe CyTH 00sI3aTeAbHBIX TPeOOBaHMII K IIPO-
rpaMMe, a TaKXKe BbICKa3bIBaHHeE CBOMX PEeKOMEHAALIHI
Y TIOXKEAAHHH.

PesyabraTnl 1 06CyKACHHE

BasxHO paccMaTpHBaTh BOIPOC BHIOOPA IIPOrpaMMBbI
B ABYX aCIleKTaX, BKAIOYas B €r0 pernepryap:
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1. IlpousBeaeHMs], COOTBETCTBYIOIIHE €r0 CKAOH-
HOCTSM;

2. TIvecsy, Tpebyromue paboThI Hap IPEOAOAEHHEM
CAAQOBIX CTOPOH My3BIKAHTA.

Tak, eCAM CTYAGHT CKAOHEH K KAACCHYECKOM MY3bIKe,
He0OXOAUMO IOYallle MPeAAAraTh eMy ITbeChl APYTHX CTH-
A€BBIX HallpaBA€HHH, BKAIOYATh HEITPUBbIYHbIE IIPOM3Be-
A€HHS, HO PaCHIMPSIONIKME ero My3bIKaAbHBIA KPYTro3op,
BOCIIMTBIBAIOIIME €rO BKYC, IOMOTAIONIHe €My BCeCTO-
POHHE Pa3BUBaTh BAAAEHHE HHCTPYMEHTOM.

Eme 0AHOI OIIMOKOIT [IEAATrOTOB SIBASIETCS IIpUpPaB-
HUBaHIe BO3MOXXHOCTeH CTYAGHTOB, paboTa I10 ITabAOHY,
4TO IPUBOAMT K IIOCTEIIEHHOM ACTPAAALIUH AQXKEe CAMBIX
OIIBITHBIX NpernopaBaTeseil. OCHOBHAs MeAarormyecKast
3apaya — MPOOYAUTb MHTEpeC CTYACHTa CaMOMY IIpHU-
HSTb YYacTHe B BbIOOpe MPOrpaMMbl, CyMeTh BOBAEYD
ero B TBOpueckuit mporecc. [ToaTomy rieaecoobpasuee
IIOAXOAUTD 6OAee TBOPYECKU K BOIIPOCY BBIOOpA ITPO-
IPAMMBI, TO €CTb [IOCTOSTHHO OOHOBASITD peliepTyapHbIit
crucok. IIpernoaaBaTeAsiM Hy>KHO y4€CTb, 9TO AAS TIOKO-
A€HHS MOAOABIX MY3bIKAaHTOB HCIIOAHUTEAEH JaCTO ITPH-
BA€KaTeAbHA HOBH3HA, HEOOBIYHOCTD My3bIKH COBPEMEH-
HBIX ¥ ME€Hee M3BeCTHBIX KOMIIO3UTOPOB.

PasymeeTcs, pasBuTHE MOAOAOTO ITHAHKMCTOB 3HA-
YUTEABHON Mepe CBA3aHO C YCBOEHHEM KAACCHYECKOTO
HacAearsi. OAHAKO B CAGACTBHE CAA0OF ITOATOTOBKH,
3aYaCTyI0 OTCYTCTBHS d9A€MEHTAPHbIX MTHAHUCTUIECKIX
HABBIKOB OOABIIMHCTBO CTYAGHTOB He B COCTOSIHUH HC-
IIOAHUTD M ITOHATH MY3bIKY U3BECTHBIX KOMIIO3UTOPOB
Ha AOCTOMHOM ypoBHe. [IoaToMy MOXKHO cYMTaTh BIIOAHE
BO3MO>KHBIMH U I]eA€COOOPA3HBIMU OTCTYIIACHHS OT TPa-
AMIIIOHHBIX IIPOTPAMM AASL Pa3BUTHS HHAMBUAYAABHO-
CTH HCIIOAHUTEACH 1 AOCTIDKEHHSI O0Aee IIAOAOTBOPHBIX
Pe3yAbTaTOB.

Hwmeer mecTo 0cobast crienuduka 1 OTAUYHTEABHBIE
4epThl, KOTOpble HEOOXOAUMO YUHUTHIBATD, COCTABAS
IPOrpaMMy AASL MOAOABIX MHAHMCTOB. B aToM cayvae
Ka>KABIN ITeparor Bb16npaeT CBOM METOA.,

YacTo meAaroru MmoAb3yeTCsl AMIIb U3AI0OACHHOM
U MPOBEPEHHOM Ha MPAKTHKE pernepTyapHOM MpOorpam-
MOJ1, He 0OHOBASISI IPUBBIYHbIE IIPOrPaMMHbIe TPeboBa-
HHS 33 CYeT HOBBIX CTHAEBBIX HAIIPABACHMH, TO €CTh, He
BKAKOYAIOT B IPOrPaMMY MAaAOU3BECTHYIO COBPEMEHHYIO,
KAACCHYeCKyI0 My3bIKy. Ho BeAb H3BeCTHO, YTO MHTEpec-
HBII y4eOHBII perepTyap MOXKET CTaTh AOLIOAHHTEABHBIM
CTHMYAOM K 3aHATHSAM AAS CTYACHTOB.

Hapsay ¢ kaaccuieckrMu becaMy BasKHO BKAIOYATh
B pernepTyap CTYA€HTOB COBPEMEHHbIE IIPOU3BEACHMS,

YMAPOBA B.A. 0 TPOBJIEME BbIGOPA PEMEPTYAPA ANl CTYAEHTOB-NMAHUCTOB
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B KOTOPBIX HAXOAHT CBOE MY3bIKAABHOE BOIIAOIEHHe HO-
Basi a110xa. BeAb Mup 06pa3oB u repeXxnBaHHI, BBIPKeH-
HbIN CBEXXHM U SIPKHM MY3bIKAABHBIM SI3bIKOM B COBpe-
MEeHHOM My3bIKe O4eHb OAM30K MOAOAOMY IIOKOAEHHIO,
TaK KaK OHa IIOCTPOeHa Ha HHTOHAIMSX HAIIHMX AHEH.

BriBop,

BaskHOCTD IPAaBUABHOTO MOAOOpA perepryapa 0co-
OEHHO aKTyaAbHA, TaK KaK HEOOXOAMMO YYHTHIBATH HH-
AUBHAyaAbHbIe OCOOEHHOCTH, YpPOBEHb IOATOTOBKH
KOHKPETHOTO CTYAEHTa H CIIeLUHKY ero OCHOBHOI
crerrasbHOCTH. HOTHasI AMTepaTypa pasHO¥ CTeneHH
TPYAHOCTH, OITyOAMKOBAHHAS 33 IIOCAGAHEe BpeMsi, 3Ha-
YUTEABHO PACIIHPSIET i 0OOTalaeT perepTyap AAS CaMo-
CTOSITEABHOTO H3Y4eHHS My3bIKAAbHOTO MATEPHAAQ, BKAIO-
YaIOIero B ce6sl COYMHEHNSI PA3AUYHbIX XXAHPOB H ATIOX.
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BxaroueHHe MpOU3BEACHUI KOMIIO3UTOPOB Y30eKu-
CTaHa B [IOA€ PabOTHI BasKHEHIIAsI 334249 KASKAOTO ITeAd-
rora. Ha ceropHsImHuit AéHb KOMITO3UTOPHI Y36eKicTaHa
CO3AAAHM OTPOMHO€ KOAUYECTBO IPEKPACHBIX IIPOHU3Be-
AEHHI AASL pOPTENNAHO, IPUMEHsIS KK TPAAUIIMOHHBIE
METOABI KOMITO3UIIUH, TAK K COBPEeMeHHBIE.

Bri6op perepryapa, mpoOyKAQOILIEro HHTepeC K 3a-
HATHSM M Pa3BHBAIOLIETO CaMOCTOSTEABHOCTb MbIII-
AeHHs, BO MHOTOM 3aBHCHUT OT IPO$EeCCHOHAABHOTO
pasBuTus. OcBOeHHe CTYyAGHTAMH OOABIIOTO apceHaAa
TIepBOKAACCHBIX COUMHEHHUIT PA3AUHBIX CTUACH H SKAaHPOB,
HeCOMHEHHO, OyAeT criocobcTBOBaTh pOPMUPOBAHUIO HX
XYAOXKECTBEHHOT'O BKYCa M My3BIKAABHOM KYABTYPBI, CO-
AeICTBOBaTh MHTEHCHBHOMY Pa3BUTUIO My3BIKAABHO —
TBOPYECKHX U MHTEAAEKTYAABHBIX CIIOCOOHOCTETN.
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Abstract.

The purpose of the article: to consider the problems that arise when choosing a repertoire for piano students.
Research methods: an analytical, theoretical and practical method of studying the problem was applied.
The result of the study: in the process of studying, the main aspects for the competent compilation of the rep-

ertoire were identified.

Practical application: the conclusions obtained as a result of the study can be used as additional assistance for
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Abstract.

The purpose of the research: In this thesis, in what degree the national dramaturgy, the dramaturgy of Children
in Karakalpak State young audience theatre? And developing theatre repertoire in all aspects, its problems and solu-
tions will be mentioned.

Research methods: The study of creative processes in the Karakalpak State Theater of Young audience, creative
styles in performances, originality in the performance of actors, directing, scenography.

Research results: To develop the national and children’s drama in the Karakalpak State Theater of Young audi-
ence, which has been operating continuously since 1978.

Practical application: Further development of the Karakalpak Theater Association of the Ministry of Culture
of Uzbekistan, to create opportunities for the creation of national works and to take measures to increase the artistic
potential of theater actors.
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I. Introduction
We have such a great history which deserves to desire.
Such ancestors who deserves to desire.
We have such unique wealth.

period, obtained its top development with the soul of
independence, is such kind of place of karakalpak nation.

This theatre which opened its first performance
with the drama Kengesbay Rakhmanov’s ‘Eslengen ba-

I believe, God wishes, we will also have great future,

great literature and of course great art.

SH.M. Mirziyoyev

The President of the Republic of Uzbekistan.

The basis of the theme and its actuality: In every
nation theatre-cultural root of nations, served as upbring-
ing model. Theatre — the mirror of nations. Karakalpak
State young audience theatre which experienced lots of

har’ November 10, 1978, today has 40 year history. On
27" March of 1979 on the international theatres day the
second season of theatre was opened with the work of
‘Jalanash Korol’ (Naked King) which was written by a
playwright Jura Mahmudov on the basis of Andersen’s
fairy tales. During this period the theatre achieved lots
of development. And took part in international festivals
taking good positions.
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Figure 1. National dramaturg K. Rakhmanov’s comedy “Todiz tonqgildaq, bir shinkildek”

The actuality of the theme: Today, with the reason of
increasing of music, movie and TV shows, technic pro-
ductions, it is becoming more difficult to attract children
and adults to the theatre. That is why the group of theatre
is trying to get out of these difficulties. They are organiz-
ing various types of holiday performances, making chil-
dren get interested in theatre.

However, the first basis of the theatre is dramaturgy.
Theatre is developed with national dramaturgy. Increased
by the talent of actor. How do you understand others if
you do not know your origin? In what level today’s kara-
kalpak dramaturgy is? How is the children’s dramaturgy
and literature? Are heroes of the moment described in it?
Do children satisfy with dramatic works? — such kind of
questions are troubling us. From early period of the orga-
nization of Karakalpak State young audience theatre has
the need of these national dramatic works. If four plays
should be performed a year, only 30 national works have
been performed from 1978 by this time. If we look at the
first decade only five national works have been performed.
However, the translated works which had been performed
earlier were all classic works. We don’t have any right to

find mistake from the work of their art of producing and
talent of actors. These works which performed to the stage
with the basis of translated works filled this space. And
taught our youth to watch plays and enjoy it and find a
conclusion. It developed the experience of actors, intro-
duced audience with the literature of world nations and
culture, the use took aesthetic moral education. With the
help of this one does not notice the mistakes of the works
which are devoted to the theme of the youth in karakalpak
dramaturgy. But national theatre does not develop without
national drama. What is our mistake today, why the audi-
ence do not come to the theatre voluntarily? Does only
the lack of dramaturgy influence it? Right, today we do
not have playwrights who are writing in the theme of the
youth. In general the condition of dramaturgy in karakal-
pak literature is getting worse. What is the reason of it, lack
of pencil fee? It is not only the problem of young audience
theatre but also the problem of every theatre which is difh-
cult to be solved. Creator group should work with national
playwrights and obtain good results instead of being busy
with re-performing ready works which performed on the-

atre stages many times.

Figure 2. From the play “Turna parlari” based on a Japanese folk tale
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II. The object and subject of the theme:

‘Cooperation of producer’ it does not mean to write
work sitting in the place with cooperation of producer and
playwright. Vice versa, taking into consideration of his/her
group instead of watching ‘ready plays’ saying the plan of the
repertoire, they should create an opportunity for them to
write a play telling about close themes to them making them
get interested in the theatre may be they are poets, may be
they are writers or may be journalists, anyone who holds
a pencil to create works. During the process of writing an
essay a producer should be in close contact with that writer
and observe the works which are being written for the stage
of theatre. He should explain the writer the demands of
stage, to create an opportunity of theatre and actors during
the time of creating roles for episodes. With the result of
such cooperation it is clear that lots of great playwrights ap-
peared. Besides, there are also such playwrights who thank
forever saying “This person, this producer made me famous’

It does not work to sit saying ‘there is not a work’, why
the theatre that performed classic essays of K. Goldonidi,
J.B. Moler and others, today do not work more except
daily theme?

IIL. The aim and duties of the theme:

There are lots of hard duties of young audience the-
atre. Because they bring up children. And teach them
culture and how to relax morally and aesthetically.

It is very important to begin working on children
in order to make them love the theatre. Theatre will
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become a confidence to share secrets and advisor for
children. They don’t forget theatre even they grow, then
they lead also their children. That is why we, workers of
theatre, should always get in touch with schools. And
we should organize meetings in order to create interest
of children for the theatre.

Is audience satisfied with the work of producers and
actors every time? Are not we still in that old mold? Are
artist, set designer’s works, dummy’s works satisfactory,
why we are just limited with the same old decoration?

Did not the time come for actors, artists, set design-
ers, even techniques to increase their experience?

What is new in world theatre, what kind of genres are
being created, we should learn them. Because opinions
and world view of today’s youth are different, they are
the children of progressive developed period. Here, the
children should not only be surprised at plays, hall, stage
and its decorations, but also they should want to come
to theatre again.

Karakalpak State young audience theatre worked in
old building for years. It was cold in winter and difficult
for actors to work without satisfactory condition. The
group spared their time being in districts and tours.

In 2018, the theatre celebrated its 40 year anniversary
in a new building. The new building has alot of opportu-
nities and there is everything that is necessary for actors.
Technic base is as enough as other theatres, it is working
with today’s modern equipment.

Figure 3. (New theater building)

IV. Conclusion

The main duty of the theatre is to increase moral soul
of our growing young generation, for that first of all we
should develop the repertoire of theatre in all aspects.
The repertoire defines the ‘heart beat’ of theatre. The
repertoire of Karakalpak young audience theatre should

be hanged on advertisement banners. Besides, experi-
enced producers and national essays written in children
language are also very important nowadays.

As our President said, great history which deserves to
admire, plays about our ancestors and future will appear
in the repertoire of theatre.
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HYPMAHOBAB.A.'

! Tocydapcmeennolii uncmumym uckyccms u kysbmypot Y3bexucmana. 2. Tawikenm, Y3bexucman

MHTEPNPETALMNA POJIEA AKTEPAMU
B APAMATUYECKUX NMPOU3BEAEHUAX

AHHOTaHI/ISI. B AaHHOﬁ CTaTbe€ paCCMATPHUBAIOTCA CIHEHHYECKHE o6pa3m M X WHTEpIpeTannu, CO3AAHHbIE

AKT€paMH B CIIEKTAKAAIX, TIOCTABACHHBIX B YSGGKCKI/IX APaMaTHYECKHX T€ATPAX B T'OADI Hesasucumocru.

HeAb: B (l)OKYCC HCCACAOBAHUA PACCMATPHUBAETCA BOIIPOC aHAAHM3A CHeKTaKAEfI, IIOCTAaBACHHBIX B y36e1<c1<1z1x

APaMaTHYeCKHX TeaTpax, U CO3AAHHBIX B HUX 00pa3oB.

MeToABI: 0030p, AHAAU3, OIIPOC, CUHTES, CPABHEHHSI, 00001[eHIIsT, HAOAIOASHMSI.

KaroueBbie cAOBa: CIIEKTAKAD, aHAAU3, MHTEPIIPpETALH, PEXXNCCED, XapaKTep, IIEPEXKNBAHNI, ITbECA, PEIIEPTYyap.

Aast nurupoBanus: Hypmanosa B. A. MuTeprnperarus Poaeit Akrepamu B Apamarudeckux [Ipoussesenusix //
European Journal of Arts, 2022, Ne1. — C. 36-40. DOI: https://doi.org/10.29013/EJA-22-1-36-40

BBepenne

AxTep BO BpeMsI pereTHIHH 3HAKOMUTCSI C PEXKHUC-
CEePCKOM MHTepIpeTalyeil IPEACTOSIErO CIIEKTAKASL.
C BHAEHHEM U MHTepIIPeTALHell PeXHICCcepa aKTep COIIO-
CTaBASIET CBOIO MHTEPIIPETALUIO U UIeT HAnOOAee TIO0A-
XOASIINI BAPUAHT cBoero obpasa. C 9T0ro MoMeHTa OH
HAYMHAET AKTHBHO TBOPHUTb. « AKTep BCErAA CBSI3aH KOH-
KpeTHOM 3apadel, KOTOpasi BO3AAraeTcsl Ha IIEPCOHAK,
POAB KOTOpPOro OH HcroAHseT. OH CHaYaAa CTPEMUTCSI
HATH B [IbeCe HY)XHYI0 eMY AASI Ce0sI AOTUKY AeHCTBHS.
PoAb MOXXHO HHTEPIIPETUPOBATDH KAK XOPOIIYIO AU ITAO-
XyI0, IPABUABHYIO HAH HEIIPAaBUABHYIO, TO €CTh O IIbece
MOKHO CYAUTb C TOI MAM UHO# Touky 3penus” [1, 121].

Pe3yAbTaThI HCCACAOBAHHS

Koraa axrep ucrnoaHsieT Ha CIleHe POAb KaKOro-An00
IIEPCOHAXKA, TO ero BCe AEHCTBHSI U pedb AOAXKHBI ObITH
yOEeAUTEAPHBIMH, €CTECTBEHHBIMH H A€MCTBEHHBIMH.
TOABKO TaK OH MOXET 3aCAY>KUTb BHUMAHHE CIIEL{HAAN-
CTOB U 3aBO€BaTb AI000Bb 3puTeAeil. 1 4To6b1 AOOUTDHCS
TAKOTO IePEeBOIAOIIEHUS aKTep AOAKEH OOpaTHThCA
K CLIEHUYeCKOMY AeHICTBHIO U 00pa3y OIMpasich Ha CBOH
>KU3HEHHbIe HaOAIOAE€HUS, ONBIT U 3HaHus. U Tak, yem
AydIlle OH 3HAET )KU3Hb, YeM OOABIIIE YUTAET, TEM OOAB-
1Ile OH CTAHOBUTCSI HEe TOABKO HCIIOAHHUTEAEM 00pa3a, HH-
TEPIIPETATOPOM, HO U TBOPLIOM, OTAMYAOLIUMCS CBOMM
XapaKTepPOM U IIOBEAEHHEM OT APYTHX UCIIOAHUTEAEL.
«AKTep cO3p2eT CBOIO POADb Ha CIjeHe IIar 3a IIarom,

BXXUBAsICh B POADb AYIIOH M KaXKAOU KA€TOYKOM Ha perie-
THLUSX, AOMA, B CBoeM BooOpaxeHnu. OH oTTadnBaeT
KaXKADBIH 1Al CBOEM POAH, KASKABIN B3TASIA U KAXKAOE ABH-
xerue> [2,72].

B akTepckoM HCKyccTBe AOCTYII K CYTH YCTPeMASHHUS
IIepCOHAXA U BXOXXAEHHEe B KOHKPETHbI 00pa3 — aTo
IIOMBITKA CO3AATDh CLIeHHYECKHI 00pa3, UMEeIOmuUIl Co-
IIMAABHBII cTaryc. Akrpuca AuaHosa Ky6aesa ceirpaer
poab I'yan B criexrakae «Aanmep Hason>, mocraBaen-
HOM B Y30€KCKOM HaIJHOHAABHOM aKaAEMUYECKOM Apa-
MaTH4eCKOM TeaTpe. AKTPHCA O4eHb SIPKO U AUPHYHO
BOIMAOTHAA 00pa3 'yan Kak AyXOBHO 3peAO#i, HEXHOI,
OAQropOAHOI KEHIIMHBI, A TAKKe II0KA3aAa CBOE CEpAILLe,
IIOAHOE OYHTa, ee TPAaru4ecKyIo CyAbOy, ee YHCTYIO AfO-
00Bb K AFOONMOMY YeAOBEKY. 3pUTeAD, BUAS HCIIOAHEHHEe
A. KybaeBoti, 4yBCTByeT, 4TO OHa — TOHKOE U PaHUMOE
CYIIeCTBO, 1 ee BCETAQ Hy>KHO Oepedp i yBaXkaTb. «B ak-
TEPCKOII ITPAKTHKe eCTb ABA CIIOCO0A, KOTOpPBIE BCETAQ
BBI3bIBAAM crIOpbl. IlepBast 3akar04aeTcs B TOM, YTO aK-
Tep UIpaeT POAb MCXOAS M3 IIPUHIIUIIA “CaM IO cebex,
TO €CTb €r0 POAb IIOAYMHEHA er0 AUYHOCTH, OH BXOAUT
B 00pa3 omupasich Ha 3apaHee IPEAOIIPEACACHBIE YCAO-
BHSL. BTOpOI#t ctoco6 — HafiTh Ty poAb, KOTOPYIO XOYeT
CBITPATb aKTep, UCXOAS U3 00pasa, Co3AaTh 00pa3 cBoeit
POAH, IPUHATD U BONTH B 3aAAHHbBIE YCAOBUS OIHPAsCh
Ha XapaKTep CBOeH POAH, T.e. BOIIAOTUTD Ha ClleHe CBOM
06pas, cBOe BHAEHUE POAU [2,75]. Urak, ecTb OcHOBa-
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HUS TOBOPUT, 4TO AabHO3a Ky6aesa — Bppasuaa obpas
I'yau rcxOAS B3 TPeOOBAHHIL BTOPOTO Criocoba.

B rpareaun Illyxpyaso «Cap neqaau> ecTb psip pac-
CKa30B O TOTAAMTAPHOM PeXHMe, OT KOTOPOTO OH II0-
CTpapaA AMYHO. I'epou Ibechl — ATOAM M3 Pa3HBIX CAOEB
001IeCTBa, IIepeXXUBIINE PA3AHIHbIE TPATeAUH U CKOPOsi-
mue o noTepsx. Hanpumep, maauymnjas raaBHas repOUH
H300paKkeHa Kak CHIMBOA MaTepH, My> KOTOpOI#t IIOru6
BO BpeMs aBapHU Ha ATOMHOM 9A€KTPOCTAHI[UH, A TEAO
ee CbIHA, AOCTAaBACHHBIIT B IIMHKOBOM I'po0y.

ITocae mOAPOOHOTO aHAAM3A JKH3HH OCHOBHBIX T€pO-
€B M PeXKUCCYPBI CIeKTAKAS B II€AOM BBI TPUAETE K BBIBO-
Ay, uT0 «Cap 1megaAn> — 3TO cap CKOpOU U IeYaAHr Halle-
ro Hapoaa. IToromMy uTO B HeM — YMHAPBI MAHKYPTH3MA,
TOIIOAS] PabCTBa TSHYTCS K HeOy, B 9TOM CaAy paciiBera-
IOT «CaMble TParu4ecKue > IOPOKU MHPA, BBIKOPYOBAHbI
U y6uTs! pocTky camoco3HaHust. COOBITHS, TP OMCXOAUB-
iK€ B TAKOX CTPAIIHbIM IEPHOA Halllell HCTOPUH, AETAR
B OCHOBY Ibechl «Cap mevaan>. CreKTakAb MOCTaBACH
ONBITHBIM M 3HAIOIUM pexuccepoM Baau Ymaposbim
B cBOoeoOpasHoM cruae. OT HayaAa U AO KOHIIA CIIeHH-
9eCKOro ACHICTBA IIOCPEACTBOM COOTBETCTBYIONUX XKaH-
PY MEAOAMH H IIECEH, a TaloKe IMAACTUYECKHX ABIDKEHHI
6bIAa [TOKA3aHA XKEHCKAsI CYAbOA, B UTOTe ObIAA TOKA3aHA
TOYHAsI HHTepIpeTanus obpasa Marepu.

WsBecTHpiil TeaTpabHbIil pesxxuccep Oammxon Ca-
AMIMOB PacCy>Aasi 00 akTepax, ckasaa: «krpa akrepos
AOAXKHA COOTBETCTBOBATb TeM CUMBOAAM, 06pa3aM u Iep-
COHa’XaM, KOTOpHIe IIPHCYTCTBYIOT B Ibece. OTHOmMeHNe
aKTepa K OKPY>KAIOIIHM €0 AeTaAsIM, ero CIleHHJecKHe
AEHCTBHS U pedb AASI PACKPBITHS COACPXKAHHS ITUX CHM-
BOAOB M AOHECEHHIO HX AO 3pUTEAEH, OTKa3 OT <IIpeyBe-
A€YEHHUIN M HANTPAaHHOM CTPACTHOCTH>» B MCIIOAHEHUH
POAH, CKpBITHE SMOIIHI, IOAAEP>)KAaHEe YMEepeHHOCTH
U BHYTPEHHETO CIIOKOMCTBHS, M IIPH 3TOM COXPAHATDH
BBICOKHH I'PaAyC BHYTPEHHEH CHABI — BOT 4TO TpebyeTcst
oT akTepos> [2, 121].

B criexrakae “Aéa-ry” (“JKenmuua”) cpasy mocae
OTKPBITHS 3aHAaBeCa Ha CIjeHy BBIXOAST XKEHIUHBI C Be-
peBkamu. Takoe AefiCTBHe HMHOCKAa3aT€AbHO, 0OpasHO
O3HAYaeT, YTO HAYAAO >KU3HH CBA3AHO C KEHIIMHOM.
M B KOHIje CIIeHHYEeCKOTO ASHCTBHSA SKeHIIUHBI, CBA3aH-
HbIe OAHMMH Y3aMH, OAHA 33 APYTOH OKHAQIOT KPYTAYIO
criery. Tako# ¢pHHAA TOAYEPKHBALT, YTO UMEHHO XKEHIIH-
Ha — 9TO CYIIECTBO, CBS3bIBAIOINIee BOGAMHO Y3bI XXU3HH,
obecreunBaromue Aoaroserue. IIpeacTaBaeHne — mpe-
AaHue 0 coTBOpeHHH ApaMa EBbI HAUMHAETCS CO CAOB:
«AAAAX TIPOAMBAA CA€3BI CKOPOH Ha 3eMAIO TPHALIATH
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AEBSITb AHETl, & CAe3BI PAAOCTH — TOABKO OAMH AeHb. BoT
TI0YeMy PAAOCTH U FOPECTH YeAOBEUECTBA YMHOMKAAKCH
C He3aNaMsTHBIX BpeMeH>».

PasBuTHe CIOXKeTa — XKEHIIUHBI IOIOT Ce30HHbIE PH-
TyaAbHbIE [TECHHU, CAXKAIOT U COOUPAIOT YPOXKaii, HareBast
necHio “Maripaé-mMaiipa” MOAOTHAM 3€pPHO. A KOTAQ Ha-
4aAACh 3aCyXa, OHU MOAMAMCH AAAAXY, HCIIOAHSIAH ITec-
HIO «MOAYaANBas JKEHIUHA>» U IPOCHAH AOKASL. OpHa
U3 HUX POAHAQ AeBOYeK-OAn3Her[oB 1o nmenu Paruma
1 3yxpa. ITpomiay roabl, AeTH BEIPOCAH, HO CAYYHAOCH He-
CYACTDbe — TSDKEAO 3a00A€AA M YIIIAQ U3 KU3HH 3yXpa — ee
IIPOBOAMAM B IOCAeAHMIA Ty Th necHedt “Ep-ép” A ®aru-
Ma BAIOOHMAACH B MOAOAOTO YEAOBEKA, HO CBATHI IIPULIAH
ot apyroro, Ho Qarrma ocTasach BepHa CBO€fl epBOi
Ar06Bu. TakuM 06pa3oM >KeHIUHA CTAHOBUTCS IIPOAOA-
KUTEeAeM 5KH3HH, OHAa HAXOAUT BeUHbIe [[eHHOCTH ...

B criexTakAe 06pa3bl XKEHIIUH HCIIOAHSAH TAAAHTAHU-
Bble aKTPHCHI TeaTPa — HAPOAHASI APTUCTKA Y30eKHCcTaHa
Anabbap MxpomoBa, 3acAy>KeHHbIe ApTHCThI Y30eKu-
craHa - Hoaupa MaxmyaoBa, Mykaapac Xaaukosa, Ca-
upa PameTosa, 3yxpa Amyposa, Pano fpamesa, Illo-
xupa Mcmonaosa, Maxdysa BobornasaeBa, Moaopbre
axrpucsl —- OmuHa Typaxyaosa, Xocusr Xycanosa, [Io-
aust TyxraeBa u Huruna Anap6aesa. OHu yepes maa-
CTHYeCKHe ABI)KEHHS H BHIPA3UTEAbHYI0 MUMUKY O4eHb
SIPKO ¥ TIPABAUBO ITOKA3aAU XKEHCKHeE IepeXUBAHMS,
HX yIIOPCTBO 1 TepreHue. ToakoBaHue 06pa3oB — 0Cy-
1IeCTBASIETCSI 6e3 CAOB M OCHOBAHO TOABKO Ha TOM, KaK
’KeHII[HbI BBIPAXKAIOT CBOM BHY TPEHHHUE ITepe>KHBAHHUS
yepe3 My3bIKY U MAACTHYECKHE ABIKeHHUs. KoasexTus
Tearpa MMEHHO 3TUM CIIEKTaKAeM IIPOAEMOHCTPHUPOBAA
KaK MOXXHO AOCTHYb 3aMeYaTEABHOTO PEe3yAbTaTa C I10-
MOIIBIO CBOEOOPA3HON MHTEPIIPETALIMKA 1 OOABLIOTO
Mmacrepcrsa. [oBopst o pexxuccype, Oanmvxon CaanmMoB
ckazaA: «ToAbko 3aMHTepecoBaB aKkTepa Ha TAyOoKoe
H3YyYeHUS] CBOEH POAM, TOABKO 3aMHTEPCOBAB aKTepa
K PaCKPBITUIO BCEX YePT MePCOHAXA, Mbl CMOXKEM AO-
OUTBCS U300PAKEHNUS HA CIjeHe HAAEHHBIX HAMU CHM-
BOAOB. AKTep AASI PEXKHCCEPa, A PeXXUCCEP AASL AKTepa
He AOAKHBI «KepTBOBaTh>» coboil. ITycTs 06a nckycHO
AEAQIOT CBOE AEAO U IIyCTh 00a CUSIOT II0 COAEPIKAHUIO
CIIeKTaKAS M BOIAOIIeHHIO o6pasa» [2, 131]. FOusie
axrpucsl Illopms Tyxraesa m Huruna AwnapOaena
¢ 60apImIUM MacTepcTBOM HcnoAHUAN QPaTtumy u 3yx-
py. Ocoboe mpusHaHUe UX UCIIOAHEHUS elle OOAbIIe
YKPEIHAO Yy HUX YBEPEHHOCTb O CBOeM OyAylieM U HX
BOCTpe6oBaHHOCTH Ha cljeHe. CIIeKTaKAb BaXKeH TeM,
YTO IIPUTAAIIAET 3PUTEALH K Pa3MbIIIACHHIO.

HYPMAHOBA b.A. MHTEPMPETALSA PONEA AKTEPAMU B APAMATUYECKMX PONU3BEEHMUAX
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Cyab0a >KeHIIHbI Bceraa ObIAa IIPUOPUTETHOM TEMO
AASL KXKAOTO XYAOXKECTBEHHOTO MpousBeaeHus. ToT paxr,
4TO y30eKCKIe YKeHIHHbI B CIIeKTaKAe BBIPXKAIOT 00pas3
JKU3HH, AO CHX IO He HHTEePIIPeTHPOBAHHbIIN TAKUM 00-
Pa30M Ha CIleHe, 0COOEHHO MPOIjaHHUe C AeBYLIKAMH, yMep-
IIMMH, TAK ¥ He YBUAEB IIOAOTa HOBOOPAUHbIX, SIBASIETCSI
OAHHMM U3 CHABHEMIINX MOMEHTOB, He BCTPEYarOUIUICs
Y APYTHX HapOAOB. DTOT CIIEeKTaKAb TIOMCTUHE YHUKAACH
TeM, YTO B IIOAHOM Mepe BOIIAOIIAeT 0bpa3 y36eKCcKoit
KEHII[MHDI, IIeHHOCTH 1 TPAAMIIMH, COXPaHseMble BeKaMU.
Pesxuccépckue HAaXOAKH, MACTEPCTBO aKTPHUC, BHYTPeHHHe
IIepeXHMBAHMS 00Pa30B ITOCAYKHAU HHTEPIIPETALIUH IIbeChI
Ha CaMOM BBICOKOM XYAOYKECTBEHHO-IIeAOCTHOM YPOBHe.

Crrexrakab « OAMHOKas 3Be3Aa>» pacKpbIBaeT 60Ab
9eAOBeKa, ero AyXOBHbIN MUp, BAUSHHE OAMHOYeCTBa Ha
XKH3HD yeroBeka. CIleHa HAYMHAETCS C ITOCeIeHUs KAAA-
OHIa TpeMst Hepa3AyIHBIMU IOAPYTAMHU — SKeHIJHHAMU.
PoAb YMUABI HCIIOAHHAQ 3aCAY>KEHHASI APTUCTKA Y30eKu-
crana ['apxap 3akuposa, poab MaH3ypbl — 3acAy>keHHast
apTucTKa Y3b6ekucrana Mykaaaac XaAukoBa, poab Axka-
MUAM — 3aCAY>KeHHasl apTHCTKa Y3bexucrana Iloxupa
Hcmanaosa. Poar Mypoaa aka AOCTaAaCh 3aCAY>KeHHOMY
apTHCcTy Y36ekucTaHa AKaMIIHAY 3aKHPOBY,  POAD CO-
nepHUIbl MaH3yphl HCITOAHMAQ 3aCAY’K€HHAs apTUCTKA
Ya6exucrana 'yapuexpa Hbparumbexosa.

OAHMM U3 BeAymuX IIepCOHaXKeHM NPOM3BEeASHMS
SIBASIETCSI 00pa3 AeFICTBUTEABHO OAMHOKOTO YeAOBeKa —
Mypapaa, poAb KOTOPOTO OAECTSIIe HCITOAHHA AJKaMIIIHA,
3akrpoB. DTOT MepCOHAXK, obpeKast cebst HA CMepTb,
IPEAIOYUTAET KUTh Ha mopore kaaabuma. Ero cpiH sxe-
HHACS Ha AOYePHU 60TaToro 4eA0BeKa, IPOAAA OTUHIL AOM
M KMBET y TeCTs. AO4b HeYaCTO HaBemaAa OTLja, ¥ BHYKH
IPOCTO He 3HAAH €0 — OH AASL HUX CTaA Iy>KHMM. A OCTaB-
IITHFICS] OAMH, OH HAIlleA CBOe IIPHCTAHHIIe Ha KAaAOuIITe,
4TOOBI €r0 He OCTABUAU 03 IIPUCMOTPA, €CAU OH YMpeT.

Bupst A06poTy 1 YeAOBeuecKkoe OTHOIIEHHE K HeMy
YMUADL, OAHO U3 XKEHIIIUH, II0OCEeTUBIIHX KAAAOHII[e, ATO-
60Bb Mypapa K xxusHu Bo3pacTaeT. OAHAKO 9TOT YeAOBEK
OBIA U3 TeX AIOAEH, KOTOPbIe He MOTYT OTKPBITO BBIPa-
XKaTb CBOU BHYTpEeHHHE NepeXUBaHMs, OH, He IIOAYYHB
AOOPOTBI M AFOOBH OT CBOUX AETeH, yBepPeH, 4TO AI0OOBb
IY)KUX AIOAEH TOXKe HeHCKpeHHss1. Takoi CAOXKHBIN 00-
pa3 aKkTep CyMeA IepeaaTh Ha OYeHb BHICOKOM YpPOBHE,
€ro MBICAU U ACHICTBHS BbIPa3UTEeAbHbI, B HUX HEeT (aAb-
1M ¥ HaurpaHHOCTH. KaXkabIit 3puTeAb, HAOAIOAAS 32 €TO
UIPOIi, HCKPEHHE )KeAaeT eMy CYaCTbsl K A0bpa.

ITo onpeaesenmio pexxuccepa Oamvoxona Caanmo-
Ba: «OmnpeaeAnTd, Kak aKTep MPOU3HOCUT CAOBA POAU
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Ha CIIeHe, TaK XK€ CAOXHO, KaK U HAWTH TOHAABHOCTb My-
3BIKH. AKTep, <I[IePeCO3AaB> B CBOEM BOOOPaXKeHUH BECh
OpraHH3M HOBOI'O YeAOBEKA, HEBEAOMOTO €My CaAMOMY,
MeAAEHHO HaYMHAET OCO3HOBATb BHYTPEHHUIT MUP 9TOTO
4eAOBEeKa, BXOAUTD B HETO U IPHOAMKAETCSI K IPABHABHO-
My IPOUBHOMIEHHUIO CAOB poAr> [2, 31].

YMHAQ — XKEHIHHA, OCTABIIASICS OAHA [IOCAE TOTO, KAK
ee eAMHCTBEHHAsI AOYb BBIIIAQA 3aMyX. Ee A0ub 1 351Th He
CTPeMSITCSI HaBeIaTh YMHUAY U3-3a ee 6eCIIOMOIHOCTH
¥, 110 UX MHEHHe ‘CKyAHOro~ obpasa >xusHu. OHa cama
CTBIAUTCSI TOTO, YTO HE MOXET IIOAAPHUTb KOABIOEAD 10
CAYYaIO POXXAEHHSI BHYKA U, KaK €l KaXKeTCsl, COBECTHO
H AQKe Ha MMeeT [IPaBa IOCeIaTh AOM Aodepu. ITockoab-
Ky OHA )KHUBET OAHA B GOABLIOM M IIPOCTOPHOM ABODE,
MYKH OAMHOYeCTBA HACTOABKO YTOMUTEABHBI, YTO el XO-
4eTCsl HAUTHU IOHUMAIOIIETO ee YeAOBEeKa, KOTOPBII CTaA
ObI IIOBEPEHHBIM APYTOM H OIIOPO¥ Ha BCIO OCTABIIYIOCS
xu3Hb. OHA HAET C IIOAPYTaMH Ha KAQAOHIIle HaBECTUTB
MOTHUAY My>Ka, BUAUT TaM Mypaaa, KOTODBIi1 A€Hb F HOUb
Omna
BCell AYILIOIL, BCeM CePALIEM YyBCTBYET er0 OAUHOYECTBO

JKHMBET Ha TaM, IIPEAIIOYHTAET JXU3HHU CMEPTDH ...

U X04eT yremuts Mypaaa, cMardut ero 6oap. VimenHo
TIePeXXUTOE ITHMHU AIOABMH, IMEHHO HX IIPOIIAOe 1 POp-
mupyet $pabyAy IpOH3BeACHHSL.

B crAy xapakTepa AeHCTBYIOIINX AHI} AKTePbI HCIIOA-
HSIIOT CBOHX [TEPCOHAXXeT B 00pa3e 3aCTeHIUBBIX MY>KUHU-
HBI U JKEHII[HbI, HOXKHBIX, KPOTKHX, OYeHb ACAHKATHBIX,
Tep3aeMbIX OOABIO OAUHOYECTBA, He )KEAAIOIINX HUKOMY
TOBOPHUTb, YTO SKHBYT B AyIIeBHOI TOCKe. [opaocTs YMmu-
ABI HACTOABKO BBICOKQ, YTO OHA B Ha4YaAe He MOXKeT U He
XO4eT IPHU3HATDh CBOIO AI060Bb K Mypaay, a Koraa IIoHu-
MaeT, 4TO AI0OOBb CHABHEE ee IIOAPYT U UX MHEHHs], 3a-
CTEHYUBOCTb YMHABI Hcue3aeT. Ecau 651 akTpHCO#t 6b1A0
IIOAHOCTBIO MTOHSTO CYyTh 9TOr0 00pasa, U ecAu ObI OHA
HICTIOAHSIAQ TIPHPOAHYIO 3aCTEHYMBOCTD TePOUHHU yMe-
peHHee, TO HCIIOAHEHHEe 9TOro 0Opa3a uMeA0 6bI 00pas-
rioBoe pemenue. [To 6oapmoMy cueTy, CyAbObI APYTHX
BAOB TO>XXe He AMIIEeHbI IMEHHO TAKUX HEAOCTATKOB.

BriBopbI

B 3axAroueHHe MOXHO CKa3aTh, YTO aKTEPCKHE TPAK-
TOBKH POAM Ha CIjeHe KAPAUHAABHO OTAMYAIOTCS APYT
oT Apyra. HaxopsTCs AMt aKTepbl B OAHOM IIPOCTPAHCTBE
M BpeMeHH, KUBYT U pabOTAIOT AN OHH B pasHble 3I10-
XH, TPAaKTOBKa 00pa3a co3paBaeMoro reposi 6yaer pas-
HOM. I'AaBHOM IPUYMHOMN U TAQBHBIM QaKTOPOM 3AECh
SIBASIETCSI BHY TPEHHIe ITepeKHBAHHUS, MUPOBO33peHue,
YPOBEeHb BOCHPHSITHUS AKT€POB, T.€. TYT OYeHb MHOTOE
3aBUCHUT OT TAKHX KaTeTOPHUIl I KpUTepHEB aKTePCKOTO

HYPMAHOBA b.A. NATIONAL DRAMATURGY PROBLEMS IN KARAKALPAK STATE YOUNG AUDIENCE THEATRE
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MAaCTepCTBa, KOTOPBIE 110 CBOeH IIPUPOAE CUABHO OTAM-  >KeH OIIMPAThCs He TOABKO Ha CBO@ BUAGHHUE M TPAKTOB-
9al0TCs APYT OT ApyTa. M KOHeYHO ke, peXXUCCePCKMIT Ky CIIeHHYeCKOTO ACHMCTBHS, OH AOAKEH MCXOAUTD U3
IIOAXOA U PeXXHCCepPCKasi TPAKTOBKA IIPOU3BEACHHUSI BO  MHAMBHAYAABHBIX KA4eCTB aKTePOB, HX BUACHHs 00pa3a,
MHOTOM OIIPEAEASieT yCIIeX CIIeKTaKAS — PeKUCCEP AOA-  BOIIAOIIAEeMOro Ha ClieHe.
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Abstract. This article discusses stage images and their interpretations created by actors in performances staged
in Uzbek drama theaters during the years of Independence.

Objective: The study focuses on the analysis of performances staged in Uzbek drama theaters and the images
created in them.
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Pazpen 3. Teopusa n ucropmst UCKycctea

Section 3. Theory and history of art
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KPABYEHKO A. .

! Axademus Hzsunoix Hckyccms Aavbepmuna 2. Typun, Umaaus

MUCTUYECKNA KOCMN3M B TBOPYECTBE HUKOJIAY PEPUXA

AnHoTamus.

Ieav: paccMOTpeHHe 3CTETHYECKO-XYAOXKECTBEHHOH U PEAMIHO3HO-PHUAOCOPCKON CTOPOH MHCTHUYECKOTO
KOCMH3Ma Ha IIPHMepe AeSITEABHOCTH PYCCKOTO XYAOXKHHUKA, praocoda u yueHoro Hukoaas Pepuxa.

Memodv:: BbipeAeH e Y3KHX ACIIEKTOB 1 (paKTOB, KACAIOIIMXCSI TeMbI ICCAGAOBAHIIS, U3 00Iero OTOKa MaTepHaAOB
o Huxoaae u Eaene Pepux, a Taicke pycckoM KOcMH3Me.

Pesysvmamui: noucku u 3akarodeHns Huxoaas Pepuxa 1 KOCMUCTOB B 11€eAOM IIPEABOCXUTHAH CBOE BpeMsl.
B03MOXXHO IOTOMY B HAIll AHH CYI[eCTBYeT ITOBBINICHHbIH HHTepeC K UX eCTeCTBeHHOHAYYHOMY, PeAUTHO3HO-
$UAOCOPCKOMY U ICTETHIECKO-XYAOXKECTBEHHOMY HacAeAuio. HpaBcTBeHHbIe HAEAABI U [IEHHOCTH KOCMHU3Ma 00A QAT
CITIOCOOHOCTDHIO U3MEHSITD U HAIIPABASITh B OIIPEACACHHOE PYCAO BHYTPEHHErO U BHEIIHEIO COBepIIeHCTBOBAHMS He
TOABKO OTAEABHO B3SITOTO HHAMBHAYYMA, HO 1 OOIIIeCTBO B I1eAOM. Pepix yBUAEA ITy TH IIpe0Opa3oBaHuUs U yAYUILIEHUS
YeAOBeKa U IAAHEThI B BOSMOXKHBIX Pe3yAbTATaX COIPHKOCHOBEHHUSI COOCTBEHHOTO 36 MHOT'O IIPOEKTHBHOTO MBIIIAECHHUS
C MECTHYeCKHMH [TAPAAUTMaMH IOTYCTOPOHHero Mupa. KocMH3M B ero AeITeAbHOCTH HOCHA XapaKTep MUCTHYECKOTO
MHPOBO33peHHs], Pa3paboTKON OCHOBHBIX BesSHHUI U Te3HuCcoB KoToporo Hukoaait Pepux 3aHMMaAcs cCOBMECTHO
¢ xxenoit Eaenoii.

Hayunas noeéus3na: BbipeA€HHE OCHOBHBIX TOYEK CONPHKOCHOBEHHS MHCTHYECKOTO KOCMH3Ma C TBOPYECKOM
AesteabHOCTBIO Hukoaas Pepuxa.

IIpakmuueckas 3Hauumocme: MaTepUAAbI AAHHOM CTaThU MOTYT OBITb HCIIOAB30BAHbI AASI AAABHEMIIIEro HoAee
rAyOOKOTO HCCAEAOBAHHS TeM, CBSI3AHHBIX C U3y4eHUEeM MUCTHIECKOTO KOCMU3MA, @ TAKOKE €T0 BAMSIHIS Ha TBOPYECKOe
Hacaepue Huxoaas Pepuxa B yacTHOCTH.

KaroueBbie caoBa: pycckuit kocmMusM, Hukoaat Pepux, Eaena Pepux, MuUCTHIIN3M, CHHPUTH3M.

Aast nurupoBanuns: Kpasuenko A. 1. Mucruyeckuit kocMusM B TBopuectBe Hukoaast Pepuxa // European
Journal of Arts, 2022, Ne1. — C. 41-4S. DOI: https://doi.org/10.29013/EJA-22-1-41-45

BBeaenune AbL, Kak-To M. Aomonocos, I. Aepsxasus, I1. Hatikos-

CaMbIMH CAOKHBIMHM M MAAOM3YYeHHBIMH HampaB-  ckuil, C. PAXMaHUHOB U ApyTHe, IPUBOASIT B IIpUMep
ASHMSIMH PYCCKOTO KOCMU3MQ, HCCACAOBATEAN CUUTAIOT  YeTy KOCMHCTOB-MHUCTHKOB PepuXoOB, Ha PacKpbITHU
9CTETUYECKOe U XYAOXKECTBEHHOE, i CPEAU MHOTOYHC-  KOCMHU3MA Yepe3 AeSTEABHOCTb KOTOPOI XOTEAOCH ObI
AEHHBIX IPEACTABUTEACH KYAPTYPHO-3CTETHYECKOM Cpe-  OCTAHOBHUTBHCS ITOAPOOHEe.

KPABYEHKO A.M MUCTUYECKMI1 KOCMU3M B TBOPYECTBE HUKONASA PEPUXA
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Mucruyeckuit KocMu3M B TBopdecTBe Hukosas
Pepuxa

ITpu Bcrpeve ¢ H. K. Pepuxom A. H. ToacToit paa
HACTaBAEHHE, KOTOPOMY XYAOXKHHUK CTAPAACS CAEAOBATh
Ha MPOTSDKEHHUHU BCel JXU3HU: «CAy4aAOCh AM B AOAKE
mepeesxarb OBICTPOXOAHYIO peky? Hapo Bceraa mpa-
BHUTD BBIIIIE TOIO MECTa, KyAd BaM HY>KHO, MHaYe CHeCer.
Tak 1 B 06AQCTH HPABCTBEHHBIX TPEOOBAHHIT HAAO BCETAA
PYAUTbD BbIIIE — XHU3Hb BCe PaBHO cHeceT. IIycrp Bam ro-
Hel} OYeHb BBICOKO PYAb ACPKUT, TOTAA AOTIABIBeT !> [4,
c. 90]. Cospareapb 6oaee ceMu THICSY XYAOXKeCTBEHHBIX
noAaoreH, Guaocod, ydeHbIH, HCTOPUK, APXEOAOT, IleAd-
ror, 001jeCTBEHHBIN AESITEAD, ITy TellleCTBeHHUK. CIIHCOK,
XapaKTepU3yIOIMUI 3TOTO0 HEOPAMHAPHOTO YeAOBeKa,
TpyauBLIerocs Ha pybesxe XIX-XX BB., MOXKHO IIPOAOA-
XKATD €IIje AOATO.

HewnccaxaeMbIM HCTOYHHKOM BAOXHOBeHUS AAST Hu-
koAas Pepuxa u ero xeHpl EAeHBI CTaAO HaAaKeHHOE
ob1leHIe ¢ MOTYCTOPOHHUM MHPOM, a TOYHee C Y4H-
TeASIMU-MaXaTMaMH, OAHUM U3 KOTOPbIX 6b1A Mopusi.
B 20-x ropax Pepuxu nocemaau Tuber, [umasan, 1u-
AMIO, a ¢ cepepArHBI 1930-X rop0OB IepeexaAH Ha IIOCTO-
STHHOM ocHOBe B AoAuHy Kyay B I'mmasasx. Mucruye-
CKOe MHpPOBO33peHue, CO3AAHHOe YeToi Pepuxos nmeer
MMAAMOHBI TOYUTATEAEH 110 BCEMY MUPY, XOTs B HadaAe
BeKa BCe, BO3MO)KHO, HAYaAOCh B HEKOTOPbIX Y3KHX KPY-
rax AloOuTeAeil CIIUPUTHIECKUX ceaHCOB [leTepbypra
u Mocksbl, kaur E. I1. baaBarckoii, A. besaurt, Y. Aea-
butepa, Pamakpummnsl, BuBexkanaupsl. B pesyasrare
paspabarpiBaeMOro HUMH MHPOBO33peHHs Pepuxamu
6bIAQ CO3AAHA KHUTA HOBOTO y4eHHs ITOA Ha3BaHHEM
Arau Hora (OKupas OTHka), 1eAbio KOTOPOit 6BIAO
AOCTYIIHO OOBSICHUTH BC€, YTO paHee OBIAO IIOKPBITO
TAHOM, a OCHOBOI OblAa Bepa B IPULIECTBHE MECCUH
Maiirpeitu, raaBHoro yuureast Illambaant («[Ilambana
€CTb CBSIIIEHHOE MeCTO, TA€ 3eMHOM MHUp COTIpHKAcaeT-
sl ¢ BBICIIMM cocTosiHueM co3HaHud. Ha Bocroke onn
3HAIOT, 4TO CymjecTByeT ABe IIlambaAbl: OAHA 3eMHas
¥ ApyTas HeBUAMMAs» [ 7, . 58]), Ha 3emato. Hukoaait
Pepux x TOMY ke IHCaA yAUBHTEAbHbIE KAPTHUHbI, CBOE-
obpasHble OKHA B IOTYCTOPOHHUI MUP.

IlepsbiMu paboramu Huxoaast Peprxa, cBsisaHHBIMU
c Bocroxom 6b1au cozpaBaemsre ¢ 19085 r. autepaTypHsie
OuepKH, CKa3KH, HA THAUICKHE TeMbl «/AeBaccapu AGyH-
Ty>», «/AayxMu-mobepnTeApHUIIA>, «3anoBeab [aris-
Tpu>, «['panuna mapcrea>» ukaptussl B 1911-1914 rr.
Pepux 3aHMMaAcs, He AOIICAIIIEH AO HAIllUX AHEH, po-
criuceio nepksu Cesitoro Ayxa Bo Oaenose. B nienrpe
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pocrmcu HuM 6b1aa moMenieHa Boropoaruna B obpase
Marepu Mupa ¢ uepramu HHAycCKO# 6orunu. B e sxe
TOABI XYAOXKHUK CO3AAET 3CKU3BI AAS IIBETHBIX BUTPaXeH,
06paMAsTIOIIIX POHAPH IIOTOAKA OAHOTO U3 PHTYAABHBIX
3aA0B, Oyaauiickoro xpama B [TetepOypre.

ITocae peBoaroru 1917 ropa Pepuxm okaszaanch
B omurpanuu. B AonpoHe B konre 1919 ropa HuMu 651a
CO3AQH KPYT AIOA€H, MHTEPeCOBABIINXCS CIIUPUTH3MOM,
ceaHcsl co caoB Eaensr Pepux poxopnau 6oaee, yem Ha-
CBHIIIEHHO U sIPKO: «Ha roAoBsI cUAAIUX mapas AOKAD
CITMYeK, MOHEeTbI, HOCOBbIE IIAQTKH, IT0 KOMHATE AeTaAH
MeTaAAMdeCcKHe TPeAMETbI, HUKOTAQ HUKOTO He 3aljellAsis
U He IIPHYMHSAS BpeAa, KOBPhI CPIBAAKMCH C MECTa U A€Ta-
AHl HaA TOAOBaMH, CTOAMK, 6€3 IIPUKOCHOBEHHs K HeMy,
cam ABuraacs» |7, c. 69]. Bo BpeMst 0AHOTO M3 TaKuX
ceaHcoB Pepux aBTOMaTHYeCKUM IHChbMOM CO3AAA MTOP-
TpeT Ayxa AaraH-MuHra, UX pyKOBOAUTEAS U3 IIOTYCTO-
POHHEro Mupa.

C 1920 mo 1923 r. Pepuxu npoxuBasu B AMepHKe,
A€ CHOBA CO3AAAH HEOOABIION KPY)KOK U3 AEBSITH €AU-
HOMBIIIACHHHKOB TI0 CTIMPUTHYECKUM CEaHCaM, BOMAS
B Hero, KaK AyxoBHble yanteast Oysmy (Typy) u Ypycsa-
n (Tapy). 3aHATHS CIMPHTU3MOM OAHAKO GBIAM AHMIIb
MAAEHBKOH YaCThI0 MUPOKOH AesTeabHOCTH Huxoaas
Pepuxa, mpopBuraBierics, Kak B XyAOXXeCTBEHHOM Ha-
IPaBAGHUH, TaK M B KYABTYPHO-IIPOCBETHTEAbCKOM.
B aToT sxe mepuop Pepuxu moayunau npeackazaHue 13
IIOTYCTOPOHHETO MHpa O OYAyIeM OCHOBAaHUH HHMH
B Poccun, B HOBOM ropoae 3BeHUTOPOAE, MUCTHYECKOTO
YHHBEPCHTETa, PEKTOPOM KOTOPOTO AOAKEH OBIA CTaTh
Hukoaait Pepux. YHUBepcHTET OBIA AMIID YaCTHIO AMOU-
ITMO3HOrO IPOEKTA MOA Ha3BaHMeM Beaumkwuii maaH, mo-
ABUBIIErocs B 1924 ropy, u raaBHbIE POAU B KOTOPOM OT-
Bopmaucs Poccun, Amepuke, Maann u Tubery. Beanxuit
TIAQH 3aKAIOYAA B cebe HACI0 CO3AAHMS 001ecTBa HOBBIX
AIOAEH, <«KOTOpbIe CTAHYT IPeATeYaMH 3BOAIOIIMOHHO
6oAee PasBUTOMN «IIECTON packl»» (7, c. 83] neppoHa-
YaAbHO Ha AATae, Yy OCHOBaHH: ropbl beayxa, Bepuinna
KOTOPOF AOAXHA OBIAQ CTAaThb TOYKOM BCTPEYH MHPOB
HebecHOro 1 3eMHOro. CTOUT OTMETHTb, YTO H300pasKe-
HMe rop 4acTo BCTpeyaeTcs Ha KapTuHax Pepuxa, Taxoke
U ApyTHe KaMeHHbIe $popMbl. C KAMHSIMHU OBIAO CBSI3AHO
¥ TO, 4TO CYIIIeCTBYeT BepCHsl, GYATO BO BpeMsl OUepeA-
HOM noe3aku Ha Bocrok Pepuxu nmoayunau sapaHue ot
MaxaTM YCTaHOBHUTb aKKyMYyASITOPbI 9HEPIHH, MarHUTbI,
B OIIPEAEACHHBIX TOUKaX 3eMHOTO Imapa. AByMs U3 3TUX
MarHHUTOB CYUTAAUCH caMu Pepuxu, a TpeTHit, KouM ObIA
OCKOAOK MeTeopuTa, HaxopuTcs B [Ilambaae 1 «peryan-
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PYeT IIOCTyTIAeHHe SHePTUH Ha 3eMAIO U ee OTTOK C 3eM-
AM, ¥ TAKHM 00Pa3oM ITOAAEPIKMBAET Ha Hallle [IAaHeTe
sHepreTuyeckuii 6aranc> [7, c. 241].

ITo muenwuio A.u.H. A. M. AHApeeBa IIOAHOe Iiepe-
poxaenne Hukoaas u Eaensl Pepuxos mpummaoch Ha
Hayaao 1930-x 1., koraa 06a MOIyBCTBOBAAM CeOsl yKe
npeobpakeHHBIMU HOBBIMH AIOABMH, MAaXaTMaMHU BO
maoTH: «O cebe OHM TOBOPST HCKAIOUHTEABHO KaK
0 «IocaaHnax>» I'mmaaaiickoro bpaTcTBa, BhIIOAHS-
IOITMX HA 3eMA€ <KOCMMYECKYIO MUCCUIO>»>. OHM — ABa
BEAMKHMX, TI0Ka YTO €AMHCTBEHHbIX B MUpe ArHU-HOTa:
oauH yTBepkaaeT semubie Aeaa (H. Pepux), a apyroit
(E. Pepux) cOeAUHSIET 3eMAIO € KOCMUYECKUM MUPOM >
[7,c.92].

B pesyabrare He COBIAOCH HU OAHO M3 MHOTOYHC-
A€HHBIX TIpeACKa3aHuil yuuTesss Mopuu, mpoexr ropoaa
3BeHMIropoAa Tak U ocTascs yronued, Mucruryt I'mma-
AQIMCKUX HCCACAOBAHHM «YpycBaTH>, OCHOBAHHBIM XY-
AOKXHHKOM B 1929 1, yxe B cepepnne 1930-x mpexpaTna
CBOIO AeATeAbHOCTb. CpeAr OTKPHITHIX HUM YIPeXACHUI
OBIAK TAKOKe XyAOXKeCTBEHHOE 0ObearHeHue «IIbiaaro-
mee cepalie>» U <« MacTep-MHCTUTYT 06beANHEHHBIX UC-
kyccTB>» (Unkaro, 1921 r.), MeXKAyHApOAHBII LIEHTp HC-
KyccTBa «BeHery Mupa» 1 My3eil COOCTBEHHOTO HMeHH

(Hpto-Mopx, 1922-1923 rr).

BaaroaapaocTn

A PREMIER

Publishing

ISSN 2310-5666

European Journal of Arts 2 (2022)

BriBopbI

Haen PepuxoB nMe0OT MUAAMOHBI ITOCAEAOBATEACH
o BceMy Mupy. B Poccuu ceTh pepuxoBckHx opranusa-
ITUH pacIpoCTpaHsAAach ¢ KoHIa 1980-x u k cepeAMHBI
1990-x mpeBpaTHAACh B KPYIIHOE 00IepOCCHIICKOe ABH-
XKeHHe, KOTOPOe «CTaAO HOBOM pOpPMOI MACCOBOH Ay-
XOBHOCTH B TOM BHA€, B KAKOM OHa ObIAA IIOATOTOBAEHA
IIO3AHECOBETCKHM BpeMeHeM, B KOTOPOM IPUCYTCTBO-
BaA ITapapeAMIHO3HbIH MHeTeT MepeA XyAOXKeCTBeHHOM
KYABTYpPOH, TAe OBIAO HEMHOrO MHCTHKH, HHTepeca
kK BocToky, mpaBocaaBuio, acCTpOAOTHH, NPU3HAHHSI
TOTO, YTO BCE PEAUTHH UCTHHHBI, a y Poccuu cymecrsy-
eT CBOM 0co6bIi Iy Th> [ 7, ¢. 235]. B ToT neprop 6s1au
cospanbl Ponp Pepuxos, Myseit H. K. Pepuxa, Mexay-
HapoAHbIit ienTp Pepuxos (MLIP), paboTatomuit u o
CeH AEHb.

ITpoexTusHOe Mpimaenue Hukoaast Peprxa 6b140 Ha-
IpaBA€HO Ha IMOMCKM TPAaHCPOPMALMOHHBIX ITyTeH pas-
BUTHSI O0IIeCTBa B YACTHOCTH U TIAAHETHI B IjeAoM. [Ipe-
o6pasoBaHIe MUpPa BUAEAOCH €My B I3MEHEHHH YeAOBeKa
¢ $pU3UIECKHUX, TICHXOAOTUYECKHX U COIJHAABHBIX CTOPOH
€ero CyIeCTBOBaHMs B TECHOM CBS3H C MUCTHYECKHMH ITa-
PaAMTMaMH M OCOOBIM MUCTHYECKMM MHPOBO33PEHHEM,
paspaboranubiM camuM Huxosaem Peprxom B TaHAeMe
c ero >xeHoit Eaenon.

ABTop BeIpakaeT 6aaropapHocTs K.§.H. Yemepucosoit Haraave BacuabeBHe, AupekTOpy AKaA€MUM APXUTEKTYPbI

u uckyccrs FO®Y (PO, PocTos-Ha-AOHY), 32 KOHCYABTHPOBAHHE B POLCcCe HAMCAHUS AAHHOM CTAaTbH U LjeHHbIE

PeKOMEHAQITHH.
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MYSTICAL COSMISM IN THE CREATIVE ACTIVITY OF NICHOLAS ROERICH

Abstract.

Objective: consideration of the artistic aesthetic and religious philosophical aspects of mystical cosmism in the
example of activities of the Russian artist, philosopher and scientist Nicholas Roerich.

Methods: the selection of narrow aspects and facts concerning the research topic from the general flow of materi-
als about Nicholas and Elena Roerich, as well as Russian cosmism.

Results: The research and conclusions of Nicholas Roerich and the cosmists as a whole anticipated their time.
We can conclude that is why nowadays there is an increased interest in their natural scientific, religious philosophi-
cal and artistic aesthetic heritage. The moral ideals and values of cosmism had the ability to change the direction of
the internal and external improvement not only of a single individual, but also of society as a whole. Roerich saw the
possibilities of transformation and the improvement of man and the planet in the possible results of the contact of
his own earthly projective thinking with the mystical paradigms of the other world. Cosmism in his creative activ-
ity was by nature a mystical worldview, the development of the main trends and theses of which Nicholas Roerich
worked together with his wife Elena.

Scientific novelty: highlighting the main points of contact of mystical cosmism with the creative activity of Nicho-
las Roerich.

Practical significance: the materials of this article can be used for further in-depth research of topics related to
the study of mystical cosmism, as well as its influence on the creative legacy of Nicholas Roerich in particular.

Keywords: Russian cosmism, Nicholas Roerich, Helen Roerich, mysticism, spiritualism.

References

1. Kurakina O.D. Russkij kosmizm kak sociokul'turnyj fenomen (Russian Cosmism as a socio-cultural phenom-
enon), — Moskow, MFTI 1993.

2. Rerih E.I. U poroga novogo mira (At the threshold of a new World), Moskow: Mezhdunarodnyj centr Rerihov,
2007.

3. Rerih N. Zhizn’ vechnaja (Eternal Life), - Saint-Petersburg: Azbuka, Azbuka-Attikus, 2022.

4. Rerih N.K. Listy dnevnika. — T. 2. (1936-1941) (Diary Sheets), - Moskow: Mezhdunarodnyj centr Rerihov,
1995.

S. Rerih N.K. Ob iskusstve (About art), - Moskow: Mezhdunarodnyj centr Rerihov, Master-Bank, 2005.

6. Rerih N. Serdce Azii. Shambala Sijajushhaja. Agni-joga (The heart of Asia. Shambhala is Shining. Agni Yoga), -
Saint-Petersburg: Azbuka, 2022.

7. Rerihi: Mify i fakty. Sb.st. pod red. A.1. Andreeva, D. Savelli (Rerih: Myths and Facts Collected papers), — Saint-
Petersburg: Nestor-Istorija, 2011.

8. Russkij kosmizm: Antologija filosofskoj mysli (Russian Cosmism: An Anthology of Philosophical Thought), —
Moskow: Pedagogika-Press, 1993.

9. Russkij kosmizm v obrazno-hudozhestvennom izmerenii (Russian cosmism in the figurative and artistic dimen-
sion. Monograph), Monografija. — Rostov-on-Don: SKAGS, 2011.

10. Filosofija russkogo kosmizma (The philosophy of Russian cosmism). — Moskow: Fond «Novoe tysjacheletie>,
1996.

A.l.KRAVCHENKO MYSTICAL COSMISM IN THE CREATIVE ACTIVITY OF NICHOLAS ROERICH
44



Section 3. Theory and history of art f PREMIER European Journal of Arts 2 (2022)

Publishing

ISSN 2310-5666

Information about the authors

Anna I. Kravchenko, completed Master’s Degree in Graphic Arts at School of Graphics of Albertina Academy of
Fine Arts in Turin, Italy

Address: Rostov-on-Don

E-mail: ann kravchenko.rostov@gmail.com; Tel.: +7(918) 536-85-11

ORCID:0000-0001-7824-2876

A.l.KRAVCHENKO MYSTICAL COSMISM IN THE CREATIVE ACTIVITY OF NICHOLAS ROERICH
45



European Journal of Arts 2 (2022)

A PREMIER

Publishing

ISSN 2310-5666

Section 4. Industrial art and design

Paspnen 4. TexHun4yeckas 3cteTuka v Am3avH

Section 4. Industrial art and design

UDC7.017.4

DOI: 10.29013/EJA-22-2-46-49

LA.HAJIYEV!
! Kazakh branch of Baku State University, Azerbaijan

COLOR SCIENCE: THEORY AND PRACTICE

Abstract.

As you know, colors play an important role and value in solving aesthetic problems in creative activity in design,

in the visual arts. From this point of view, the physical properties of flowers are analyzed, as well as their psycho-

emotional impact on humans.

This article discusses the scientific and theoretical views and experiences of various well-known experts on colors

in different historical periods. Summarizing the studied materials and proceeding from personal practical experience,

the classification by colors is presented by the author.

The use of colors in artistic activities based on the classification is commented.

Keywords: color, theory, psychophysiology, spectrum, classification, design.

For citation: A. Hajiyev. Color Science: Theory and Practice // European Journal of Arts, 2022, Ne1. — C. 46— 49

DOIL: https://doi.org/10.29013/EJA-22-1-46-49

Even from ancient times, people became interested in
color and used them in everyday life — dwellings, clothes,
objects. Colors, along with their aesthetic meaning in the
life of ancient people, also expressed their mythological
worldview, religious and ideological views in one form
or another, and then, at different stages of social life, also
had sociocultural significance.

Color and color schemes have been studied from
time to time and have become a separate area of research.
It should be noted that the problem of color was also the
subject of research by ancient philosophers and thinkers.
Famous Greek philosophers Plato, Aristotle and others
conducted research in this area. Their scientific work
played a role in the further study of colors.

The thoughts and conclusions about the psych emo-
tional peculiarities of colours by Russian scientist M. V. Lo-

monosov, English scientist I. Newton, Germany philoso-
pher V. Hote, well known painter, graphcist, theorist and
pedagogy V. Kandinsky, Francis specialist of technical aes-
thetic J. Veneno, Francis scientists M. Deribere, Russian
psychologist V. M. Bekhterev, Switzerland psychologist
M. Lisscher and etc. assume very high importance in the
chromatics science. Put forward thoughts and conclusions
have played very important role in the mainly investigation
and study of colours, including in their practical applica-
tion opportunities in different spheres too [2, c. 116-117].
The colours divide into chromate-coloured (in Greek
origin means — “chromos” - colour) and achromatic-
colourless types. In the scientific specialists literatures
yellow, orange, red, blue, cyan, green, violet and other
many colour shades includes to chromatic colours, these
colours have characteristics of colours [6, p. 87].
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Cording to the scientific literature, there are three of
the four primary colors that are considered major - red,
yellow and blue; and one is green, obtained by mixing
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colors. The determined color system is shown in the fol-
lowing diagram (schemel) [3, 107].

Scheme 1.

He main characteristics of the color are determined
in the following sequence:

— color tone - color property;

— saturation — color quality;

— lightness — the quality of the observed color, built
up by the sensation of a greater or lesser degree of rela-
tive brightness.

The colour shade characterizes for their wavelength
superiority and noted with nm (nanometer). The wave-

length of different colours in the specter was deter-
mined as following. Violet — 390...450, blue-450...480,
cyan-480...510, green-510...550, yellow-575 ... 58S,
orange-585....620, red- 620... 800 nm. [6, p. 87].

To achromatic colours included—white, black also
grey which derivate from them and its different (dark,
light shades), (scheme 2) 3, p. 108].

Black

Scheme 2.
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First of all, prominent English physicist and math-
ematician Isaac Newton explained the colours nature.
He defined visible light as a physical factor in the percep-
tion of all colors. He showed that white sun shiningjoins
seven different colours on itself. They are red, orange,
yellow, green, cyan (blue), indigo (blue) and violet.

From all these colours’ junctions creates the white
colour. We should note that red, blue and yellow of those
seven colours consider the main colours. Being different
from I. Newton, as a poet V. Hote attracted by colours’
romance and their influence peculiarities to human’s sen-
timent. He wrote: “The colours can create the emotions
on humans ...” Conditionally he divided on colours into
two groups — bringing happiness and cause of sad and
investigated them separately [9, p. 62].

Jack Veneno the founder of Technical Aesthetic
Institution of France the professional specialists on co-
lours’ climate wrote: “The colours are very capable: it
can make calmness and irritant light. It can create the
harmony and shock; we can expect from them both
miracle and commotion” [1, p. 37]. Another Francis
scientist M. Deribere separately analyzed the different
colours’ viewpoint of psychology and showed that they
directly influenced to the act and humans’ health [1, p.
39-40]. The emotional - psychological peculiarities of
colour, natural influences and importance has explained
in another source too [11]. V. M. Bekhterev the famous
psychologist generalized all his experience on colour’s
influ- ence to organism and come to such conclusion that
in the future would be efficiently used from the colours in
treatment of nervous diseases. In some scientific works
by Timiryaze was about the colours and their emotional
and psychological reacts on humans [8, p. 129].

The humans with higher skin and optic sense can
even determine the colours with their fingers. The hu-
mans with higher skin and optic sense can even deter-
mine the colours with their fingers. After many practical
experiments carried out by ourselves we got know that
such “definition” is obviously possible in special position
of organism.

Formerly, such interesting experience was created
out on the students of the department of “Artistic draw-
ing” in the chair of “Pedagogy and psychology” of the
Pedagogical Institute in Nizhny Taghil. Mainly, the
same ability was discovered on ten of fifteen students
[10, p. 64].

Switzerland psychologist Max Liischer offered the
colours’ tests which were methods for analyzing of per-

A PREMIER

Publishing

ISSN 2310-5666

Section 4. Industrial art and design

sonality and at the same time formed complete direction
on the science about the colours [5, p. 108].

In the creativity on different types and genres of fine
art the colours are one of the most powerful influential
means and is investigated and studied their different
shades of artistic—aesthetic, emotional-psychological and
semantic peculiarities in according level, but in the techni-
cal aesthetics and in design creativity the investigation and
their studies according to their physical and psychological
properties and influences beside above-mentions assume
very high importance. Because, in different spheres of de-
sign creativity optimal application of colours and the main
problems on appointment of objects and things create ef-
fective warranty for composition of utilitarian — functional
and psychophysiological requirements.

The creation of human-thing-machine-environment
systems and perceiving of colours in its organization and
their psychological influence to humans have seriously
investigated by the specialists, and achieved interesting
results in this aspect. It is natural that under the modern
condition uses from opportunities of chromatics science
not only in the solution of artistic-esthetic assignment
of interior and exterior, it also uses widely in industrial
design-in decoration of things and equipment. Of course,
the projecting ware of designer who deeply investigated
the problems of colours problems and correctly used
their application will be always attract the attention and
ensure the tastes of buyers.

The problems about the semantic and psychophysi-
ological influence of colours were based and explained
in different scientific-specialists literatures in according
level [1; 4; 6;7; 11;]. On the base of scientific-theoretical
conclusions, also on the base of individual observations
and experience the colours can be classified according
to physical properties and psychological-emotional in-
fluences on different groups (main colours, derivate co-
lours) as following:

« chromatic-achromatic;

« hot-cold;

« active-passive;

« dark-light;

« vivid-weighed;

« contrast-relative;

«  optimist-pessimist;

.  irritative -calmness;

« symbolic and etc.

In industrial design, in industrial graphic, advertise-
ment, artistic bundle, artistic encase and etc. creative
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works, the classification of colours application with  the solution of general composition viewpoint of visual
taking into the consideration the different and multi-  requests of artistic-aesthetic, psychological-emotional
sided peculiarities could create effective guarantee to  and usability.
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